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HacToflan KHWra, NOABMBLUAACA B PE3yNbTaTe COBMECTHOM
pabotsl locyaapcTeeHHOro Myses Boctoka u Becepoccuitckoro
BaHka passuTVA PErMOHOB, NOCBALLEHE TP3AWLIMOHHOMY WC-
kyccrBy l0ro-BoctouHon A3nu v MANIOCTPUPOBaHA Npounase-
AeHuAMY 13 cobpanna Myses. CTpaHbl 3TOM0 peroHa M3apes-
ne 0bnananv NCTOPUKO-KyNbTYPHOW 0BLHOCTLIO W He cyYaii-
Ho oBbenuHeHbl B Accoumaumio rocyaapcrs KOro-BoctoyHowm
Azum (ACEAH) — bpyrein, BoeTHam, Mroresuns, Kambopxa,
Nlaoc, Mananang, Meauma, CuHranyp, Taunadg u Qununnm-
Hbl. MHTepec eBponeiues Kk 3TMM CTpaHam, NoaorpeBaemsli
UIE CO BPEMEH aHTUYHOCTH NOMCKAMU KOCTPOBOB NPAHOCTER»
W «30N0TkIX 3emenby, 8 20 B. nocne ycnewHoro 3asepleHns
B pAfe cTpaH GopbObl 33 HALUMOHANbHYIO HEe3aBMCMMOCTL CTan
NPORBNATLCA HE TONbKO B 3KOHOMMKO-NONMTUHECKOM, HO W
KYNeTYypHON chepe.

locypapcreeHHoMy My3eio Boctoka npuHagnexur semy-
wee mecTo B Poccm B fene M3yyYeHua 1 Nonynapysaumm mc-
KyccTea HOro-BoctouHon Aswmum, LieneHanpasneHyoe dopmm-
POBaHWE KONNEKUWMW Ha4anock KWL C MOMEHTa Co30aHus B
1975 r, Otnena Koro-BocTo4uHoM A3uK, XOTR OTARNBHbLIE 3KCNO-
HaTbl MOABMAUCH YKe B NEPBbLIE AECATVNETUR NOCNE OpraHu3a-
LK my3er B 1918 r, Mepuoa akTusHoM cobupatentckon aen-
TenbHocTn B 70—80-e IT. coanan co apemeHeM croecbpasto-
ro «pereccakca» B bonblUMHCTBE CTpak naHHOro PEruoHa, ¢
KOTOPbIMW BblnK HanaxeHs AOCTaTONHO NPOHHBIE KYNbTYPHLIE
cen3n, My3eiaHoe cobpaHve nononHANoch HE TONLKO 33 C4eT
33KYMKM IKCMOHAETOB Y YaCTHLIX KONNEKUMOHEPOR, HO 1 B pe-
3yNbTaTe NpasuTeNnbCTBEHHbLIX AAPOB PAKA rOCYAaPCTB, NPexK-
Ae Bcero BoetHama, Jlaoca v MbaHMsl. OOHWUM 143 3HaYUTENS -
Hbl% BKNaAoB 3a nocnefHue rofbl Crana KONNexkuna TkaHein,
nofapexHas mMysew r-xoi 3, Butynap, cynpyroi nocna MHgo-
He3mm 8 Poccum, B HacTonwee spems konnexkums HOro-BocTou-
HoW A3uw HacuurbisaeT Bonee 3000 npousseneHuin. OgHako
WCKYCCTBO Pa3NMYHBIX CTPEH NPEOCTaBNeHo 8 HeM HepaBHO-
MEPKO, HanpuMep, B KoNnekuWi Manansum ecero 14 sewen,
a Konnekuuy bpyHes, CuHranypa u QunMnninH soobLue oTcyT-
CTBYIOT. 3TUM ¥ 0DBACHABTCH TO, HTO B KHUTY BOWM O4EPKM
Mo MCKYCCTBY TONBKO LIECTU rOCYAapCTs.

Mbl nonaraem, YTo HacTOALLEe M3aaHWe "NPMOTKPOET My -
3eWHble QOHMb! U MO3HAKOMUT LuMpokyia nybnuky ¢ xypoxe-
CTBEHHbIMK TRaAUUMAMK KOro-BocTouHON A3umK, a Takxe nomo-
XET PACIMPUTL KyNbTYpPHbIE OTHOLWWEHWA CO BCEMM CTRaHaMK
pervoHa. Ml Bbipaxaem MckpeHHioio GnaropgapHocTs Beepoc-
chidckomy BaHKy pa3sUTMA PervioHoB 3a uHAHCoBYID Nonaep-
KKY U3NaHUA 1 Hafeemcs Ha NanbHenllee COTpYAHNYECTBO.

leHepanbHeii aupektop Mysen
akagemug, BBCIIY)KEHHHI;‘I AeATeNb WCKYCCTB

Poccuickon @egepaumu

B.A. HabaTtuukos

This publication was made possible through
the combined efforts of the State Museurn of
Oriental Art and the Russian Regional Devel-
opment Bank, and isdevoted to traditional art
of South-East Asia and isillustrated with works
of the museum's collection. From the earliest
of times, the countries of this region have had
an histarical and cultural commonality and it
is not by chance that the following countries
entered the Association of South-East Asian
Nations (ASEAN) — Brunei, Vietnam, indo-
nesia, Cambodia, Laos, Malaysia, Myanmar,
Singapore, Thailand and the Philippines. Eu-
ropean interest in these countries was roused
at the time of antiquity in the search for “is-
lands of spice” and the "golden lands”, and
in the 20th century after the successful com-
pletion of several countries' struggles for na-
tional independence as they started to reveal
themselves not only economically and politi-
cally, but also culturally.

The State Museum of Oriental Art holds
aleading place in Russia in relation to the study
and popularisation of South-East Asian art.
The purposeful collection of art began in 1975,
when the South-East Asian department was
established, although separate exhibits, had
already appeared in the first decades of the
20th century, after the museum's formation
in 1918. The period when active collecting of
artbegan in the 70—80s coincides with a time
of a distinctive renaissance in most of the
countries in this region, with which rather
sound cultural connections were established.
The size of the museum’s collection increased
not only thanks to purchases of exhibits from
privatecallectars, but also as a result of State
donatians from several governments, notably
Vietnam, Laos and Myanmar, One of the more
significant contributionsin the past few years
was a collection of fabrics presented 1o the
museum by Mrs, E. Witoslar, the wife of the
former Indonesian ambassador to Russia. At
the present time, the South-East Asian collec-
tion is made up of 3000 works. However,
there is an unequal proportion of art from the
different countries in the collection, For in-
stance, there is a total of 14 pieces in the Ma-
laysian collection and yet there are no pieces
whatsoever from Brunei, Singapore and the
Philippines. This explains why this bock con-
tains only works from six nations.

We believe that this publication only
touches on the museum's immense wealth of
treasures, but allows the greater public to ac-
quaint themselves with the artistic traditions
of South-East Asia, as well as helping fo de-
velop cultural relationships between all the
countries of the region. We express our sin-
cere gratitude to the Russian Regional Devel-
opment Bank for their financial support of this
publication and we hope that the Russian busi-
ness community will collaborate with the mu-
seum in the future,

Museum General Director
Academician, member of the Russian
Academy of Fine Arts

V.A. Nabatchikov



YBaxaembin yntatens!

lMpennaraeman Bawewmy BHUMaHWIO KHWra CMOraia YBUAETb
CBET B pe3ynbTare cOTpyAHMYecTBa MOCYAapCTBERHOMO MY3ER
BocToka, npeaoccTaBuBLLero ans nybnvkaumm cBou LiEHHeN-
lwme konnekumnu, 1 Beepoccuiickoro BaHka pa3snting pervo-
HOB, B3ABLUErO Ha CebA pelueHue MuHaHCoBLIX npobnem 13-
nanva. Ansbom “TpagunumonHHoe uckycerso 0ro-Boctouron
Aaum B cobpanuy focylapcTBEHHOIO My3es Boctoka" — opHo
13 3PUMbIX CBMABTENLCTE YCNELWHOro B33aMMOABNCTBIR AenATe-
new kynbTypsl M Br3Heca B ene paclumpeHms 3HaHWIA HaLlmx
COOTEYECTBEHHWKOB 00 MCTOPWK, KYNbTYPE W TPAAWUMAX Ha-
ponos BocToxa, perkoHa, U3NasHa NpUTArKMBaBiLero k cebe
B30Pb! POCCHAH.

CobpaHue My3en HaqMHaNo CKNafblBaThCA Ha OCHOBE KO-
neKuniA 4acTHbIX UL, MHOTWE 13 KOTOPbIX Bbinu 3aHATs 8 cde-
pe TOProBnv W NPoMbILLINEHHOCTH. [loCTaTO4HO Ha3BaTh MMEHa
W3BECTHOMO NpeanprHumaTens i konnekuworepa .1, LLykuHa
(1853-1912), MoCKkoBCKOrO Kynua, GnaraTsopuTens U CTpacTHo-
ro konnekunoHepa K.T. ConaareHkosa (1818—1901) vnm kpyn-
Hentero Yaetoprosua B.M. MenbHukosa (1864—1949), non-

Tve roabi I'IFJO)KMBEELIJEI'D B KMTE!E, yrobs NoOAYEePKHYTb WCTO-
PUHECKYIO POfb POCCMMICKMX KYNLIOB W NPeANpUHUMATENen B
W3y4eH1K KyNbTypbl Hapodos Boctoka. CoBpemeHHs|id poccui-
KW BM3HEC CTPEMUTCA MPOAOIXKATE 3TY TPaAMLIMIO W Cnocob-
CTBOBaTh MHOOPMUPOBAHHOCTIA POCCUAH O XMUIHWM U KYNETY-
Pe HallWX BOCTOYHbIX COCEae.

Becepoconickuin BaHk pa3srTiA peruoHoOB Npunaraer ak-
TUBHbIE YCWIWA [ANA COABWCTBUA Pa3BUTWIO COTPYAHWMYECTBA
mexay nenosbiMi Kpyramu Poccn 1 cTpad JansHero Bocro-
ka u l0ro-Boctoyrol A3uw. baHk noanepxusaet napTHepckme
OTHOLUEHUR C PSAOM (DUHAHCOBLIX 1 BaHKOBCKMX OpraHusa-
UMW TakKx cTpaH, kak BoetHam, UHaua, Kutaln, Manansua.
BBPP ssnseTcs 4neHom Accoumaunm baxkos Aszun, Accoyna-
LMW (hMHEHCOBBIX MHCTUTYTOB Pa3BuTis A3MaTcko-TUX00KeaH-
ckoro pervioda, Poccuickora flenosoro knyba Amarcko-Tu-
XOOKeaHCKOro 3KOHOMMYECKOro COTRYAHMYECTBA,

PaclumpeHne 3HaHuiM 0 KYNbTYpPe W UCKYCCTBE HapOOoB
[ansHero Bocroka W HOro-BocToy oM A3nn C1yxuT pocry Ao-
BEPWA M B3aNMONOHWUMAHWA, TaK HeOBXO[MMEIX B COBPEMEH-
HbIX YCNoBMAX, KOrAa POCCUA BCe akTWBHEEe COTPYAHWYART CO
cTpaHamm A3maTcko-TrxookeaHckoro pernoHa. Mol Hapeem-
CR, YTO PeLeHwio 3TWX 3aaa4 OyaeT conecTBoBate U3LaHve,
KOTOPOR yBaxaemblll YUTaTeNb OEPXKUT B pyKax.

MpeingeHt
Bcepoccmickoro Barka pazsuTvg permoHoB

Anvntpuin TutoB

Dear Readers!

This book has come about through the
kind co-operation of the State Museum
of Oriental Art, which offered its most
valuable collections for publication, and
also the generous contributions of the
Russian Regional Development Bank,
which took on resolving the financial is-
sues associated with the edition. “The Tra-
ditional South-East Asian Art Collection of
the State Museum of Orjental Art" albumn
testifies to the successful interaction of
figures from the cultural and business
worlds to broaden the knowledge of our
compatriots about the history, culture
and traditions of the peoples of the East,
regions which for so long have been
drawing the attention of Russians.

The museum’s collection was initial-
ly founded on items sourced from private
collections, many of which belonged to
people engaged in the trade and industry
spheres. It suffices to say that the exam-
ple of such notable names as business-
man and collector P.|. Shchukin (1853
1912), Moscow merchant, charitable
benefactor and passionate collector K.T.
Soldatenkov (1818—1901) or great tea
merchant V.M. Melnikov (1864-1949),
whose many years of living in China,
bears testimony to the long-standing his-
torical role of Russian businessmen and
merchantsin cultural study of the people
of the East. Modern Russian business as-
pires to continue this tradition and to pro-
mote the dissemination of infarmation in
Russia about the life and culture of our
Eastern neighbours.

The Russian Regional Development
Bank plays an active role in efforts to as-
sist the development of co-operation be-
tween businesspeoplein Russia and coun-
tries of the Far East and South-East Asia.
The bank supports partner relations with
anumberof finandal and banking organ-
isations of such countries as Vietnam, In-
dia, China, and Malaysia. The RRDB is a
member of the Asian Bankers Associa-
tion, the Association of Financial Institu-
tions for the Asia-Pacific Region, and the
Russian Business Club for Asian-Pacific
Economic Co-operation (APEC).

The broadening of knowledge
about the culture and art of the nations
of the Far East and South-East Asia
serves to strengthen trust and under-
standing, which is integral at a time
when Russia is more actively broaden-
ing its co-operation with the countries
of the Asia-Pacific region, We hope that
the book our dear reader holds in their
hand will go a long way in maintaining
and promoting our mutually beneficial
collaboration in the future.

President
Russian Regional Development Bank

Dmitry Titov
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INTRODUCTION
==

BCTYIIVIEHUE
INTRODUCTION

Eodunemeo 6 Mnozooﬁpasuu

Iesu3 PecnyBnukm WMHooHE3WRA

Unity in diversity

Motto of the Republic of Indonesia

XynoxecTseHHble Tpaauumm KOro-BocrtoyHom
A3un 4pelssi4aHo BoraTel U cBOEODPaIHSLI.
Moxanyw, HW B OAHOW OPYIrOW YacTW CBeTa
He HalJeTca Takoro pasHoobpasus KyneTyp-
HblX ABNEHUW, NPEaCTaBnALWMX Tpagnuumm
MHOFQYMCNeHHbIX HApPOLOB ¥ CBHA3aHHbLIX
NpakTUYeckn co BCeMU ApeBHUMU BEpOBaHMU-
AMW W PENUrMo3HbIMK y4eHuamu. OaHako
npw Bcem Mx MHoroobpasuum obHapyxumeaeT-
CA LUenbi paa CXOAHbIX YepT, CNOXWUBLIMXCA
Bnaronapa UCTOPUKO-KYNbTYPHON 0BWHOCTY
permoHa, OHa OCHOBaHa nMpexpne BCero Ha
reorpaduyeckomM nonoxeHuu crpad lOro-Bo-
CTOMHOW A3UKM, KOTOPYIO MNPUHATO noppas-
OenfATb Ha ABa KPYNHbIX apeana: KOHTUHEeH-
TallbHbIA M OKEaHWYECKWN. B KOHTUHEHTaNbL-
HblW BXOARAT rocypnapctea WHpokuTamckoro
nonyocrtposa — MbaHMa, Taunang, Jaoc,
Kambopnxa, BeeTHaMm, B OKeaHW4eCKuun —
MHpoHe3na, Manan3ws, bpyHen, Qununnum-
Hbl U CuHranyp. HecMoTpa Ha nectpoty 37-
HW4Yeckoro coctasa Hacenewus (BGonee 800
HapopHocTen!), BONbLWAsA ero YacTs OTHOCUT-
CA K 0QHOM 10XHOMOHronoMaHoOW pace. Peru-
OHallbHas LeNoCTHOCTE ONpeaenaerTcs U Cxom-
CTBOM COLMANbHO-3KOHOMWYECKUX CTPYKTYP
TPaaMUMOHHBIX obulecTB, 1 0BLWHOCTBIO UCTO-
puieckoro npouecca. OcobeHHOCTM AYXOB-
HOro pa3BUTWA BCEX 3TUX CTPaH BO MHOIOM
Xxapaktepusylotcs B61M30cThio K ABYM LPeB-
HEMWWUM UMBUAM3aUUAM Asnm — WNHOUKM ©
Kutasn, a ans okeaHM4yeckon 4acTu permoHa
CyUWecTBEeHHYIO pO/lb Mrpano Takxe Conpu-
KOCHOBeHWe C KynbTypoW cTpaH bnuxHero
BocToka.

The artistic traditions of
South-East Asia are particular-
ly rich and distinctive. It could
be said that in no other region
of the world does such a di-
verse cultural phenomenon ex-
ist, representing the traditions
of so numerous peoples with
ties to practically all different
ancient beliefs and religious
schools. However, for all their
diversity, a wide array of simi-
larities can be revealed,
formed due to the historical
and cultural commonality of
the region. For the most part,
this can be based upon the
geographical position of the
countries in South-East Asia,
which are generally subdivided
into two large regions: conti-
nental and oceanic. Myanmar,
Thailand, Laos, Cambodia, and
Vietnam are all located on the
Indo-China peninsula and are
continental. Whereas, Indone-
sia, Malaysia, Brunei, the Phil-
ippines and Singapore are oce-
anic. Despite the diverse char-
acter of the population’s eth-
nic makeup (more than 800
nationalities!), a large part of
it belongs to one southern
Mongol race. The regional
complexity can be defined by
similar socio-economic struc-
tures of traditional societies
and by the historical process
of commonality. The features
of the spiritual development
of these countries is charac-
terised greatly by the close
proximity to two ancient
Asian civilisations — India and
China — and contact with mid-
dle-eastern culture played a
substantial role in the region’s
oceanic areas.



WcToku kynbTypHOro eamHcTea lOro-Boc-
TO4HOWM A3UKM YXOART B rNyBbOKyI0 APEBHOCTD.
CoBpemMeHHble apXxeonorn4eckne uccrenosa-
HWA NPUNoOOHUMAIOT 3aBecy BpemMeHu, 3a KoTo-
pow gonro GbIn CKpbIThl BaXHeWWWe ABNEHUA
DOUCTOPUHECKMX KYNbTYP — HacKanbHble poc-
nnucK, U3roTosneHue “BepeBoYHOR” U pacnuc-
HOW Kepamuku, Havaslweecs 3geck yxe s VIl
ThiC. 40 H.3., U m3gennn u3 BpoHasel — B |V
TbiC., 40 H.3. TecHble CBA3N, CyLI.LECTBDBaBUJME
Mexay Hapoaamy pernoHa, CTaHOBATCH 0OCO-
BeHHO MHTEHCMBHBIMUW B 3NOXY LOHIUOHCKOW
KynbTypbl (9 B. Ao H.3. — 2 B. H.3.)%. Pacnpo-
CTpaHeHme xenesa yckopuno npouecc gop-
MUPOBaHWMA KNaCCOBbIX 06LLI,ECTB, HTO Npuee-
No B Ha4ane Halwew 3psbl K CO3[aHUI0 B page
pavioHO8 MepBbiX KPYMNHBIX TOCYA3PCTBEHHbIX
obpa3zoBaHun?. B HMxX npoxoauno Hawbonee
AKTUBHOE YCBOEHWE 3NIEMEHTOB WMHAOMWNCKOWN
KYyNnbTypbl, B NepByl0 o4Yepeib PenmruoiHo-
thunocodckmx cuctem MHaymima 1 dyaamsma,
a 8 CeBepHOM BbeTHame — U KMTanckmux Tpa-
AMLUMOHHBIX YYeHWn KOHMYUMaHCTBa U Aao-
cu3Ma.

Cpeav MHOXECTBa NPUBHECEHHbIX KyNb-
TYPHbIX peanuin B WHaokuTae v MHOoHe3nm
NepBoCTeNeHHOe MEeCTO 3aHWMano 3HakoM-
CTBO € 0BWUPHLIM DOHAOM PENUTMO3HOK NN -
Tepatypbl — Bypanickum kaHoHom “Tunu-
Taka"® n npocnasneHHbIMU WHAYUCTCKUMMN
3Nn4yeckMMmu nosmamu “PamasHa” n "“Maxab-
xaparta". BocnpuHAThIe Kak CBALWEHHbIE Tek-
CThl, UTPaBLUME BaXHYIO PONb NpW OTnpasne-
HUW PenuUrnosHbIX KynbToB, 3TW nuTepa-
TYypHble NamATHUKK BbIIKM BnOCNeacTeun ne-

The sources of cultural uni-
ty in South-East Asia go back
to deep ancient times. Present-
day archaeological research
raises the curtain slightly on
such periods, whose prehistor-
ic culture had been unknown
for a long time. Examples of
such cultures include rock
drawings and ceramic prepara-
tions with “cord-marked” and
painted decorations, which be-
gan to be produced in the 7th
millennium BC, and bronze
works from 6000 years ago.
Close relations existing be-
tween the region’s peoples be-
came even more intimate dur-
ing the era of Dong Son cul-
ture (9th century BC to the
2nd century AD)'. The dissem-
ination of iron usage strength-
ened the process of the for-
mation of a class system,
which led to the creation of
the first prominent state for-
mations in several regions at
the beginning of the period of
modern history?. The most ac-
tive assimilation of elements
from Indian culture in these
regions were chiefly religious
philosophical systems of Hin-
duism and Buddhism. Further-
more, the traditional Chinese
teachings of Confucianism and
Taoism were adopted in north-
ern Vietnam.

Among a large group of in-
troduced cultural realia into
Indo-China and Indonesia, the
introduction of vast resources
of religious literature was most
significant. This included the
Buddhist canon “Tipitaka”3
and the renowned Hindu epic
poems “Ramayna” and “Ma-
habharata”. Perceived as sa-

BCTYNNEHWE| 9

1

37a KynbTypa
no3fHeit bpoHik
nony4una ceoe
Ha3gaHke No Mecty
PaCNoNOXEHWA
MOTNbHUKA
JloHrwoH B
CeeepHOM Bbet-
Hame. bpoH3oBbLIe
Hax0x AOHTLLOH -
CKOro Twna
BLTPEYAINTCA B
CTpaHax
[Oro-BocrouHon
A31M NOBCEMECTHO.

Late bronze culture
received its name
at the location of
the Dong Son
burial site in North
Vietnam. Finds of
bronze items of
the Dong Son type
are found in all
South-East Asian
countries.

2

Hanpumep, Tamna
{2-16 BB.)

8 LlentpanbHom
BoetHame,
banHoMm (2—6 88.)
B KambBopgxe,
LWpukwerpa
(2-9s8)

B MbaHme,

For example,
Champa (216
centuries) in
central Vietnam,
Baphnom (2-6
centuries) in
Cambeodia, Shri
Kshetra (2-9
centuries) in
Myanmar,

3

"Tunutaka"

{nanu, caxekpuT —
“Tpnnuraka”) —
nocnosHo “Tpu
KOP3IVHLI", CROJ CBA-
LieHHsIX DyaaniAckumx
TEKCTOB, 3aNUCaHHbIX
Ha Wpw JlaHke 8 18.
A0 H.3., COCTOAWMA
#13 Tpex pasfenca:;
"BuHan-nuTaka”,
"CyTra-nuTaka”,
"ABxugxamma-nuTaka"”,

‘Tipitaka"

(Pali, Sanscrit =
“Tripitaka”) =

literally “Three Baskets”,
collection of Buddhist
religious texts recorded
in Sri Lanka in the 1st
century BC, consisting
of three sections:
"Vinaya-pitaka”,
"Sutta-pitaka”,
"Abhidhamma-pitaka”,
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1

Bopxucarrsa (caHek-
puT — "obnagaiowmnin
MPOCBETREHHON CyLLL-
HocTein") — B Byo-
AU3ME HENoBeK MK
Opyroe cyuleciso,
pocturisee lpoceert-
NeHIa, HO CO3Ha-
TeNbHO OTK33aBleecs
OT nepexofa B
HupaaHy — acoboro
COCTOAHUA HeBwITWA,
KOHEYHOM Lenwm Bya-
avcTos, Yrabei No-
MOYb Brem oburate-
NAM BeenenHon
BCTaTh Ha NYTh WMC-
TMHHBIA. Bodxwcar-
TEOW Ha3biBawoT
TaKxe byany LUakes-
MYHU B €ro Npefs -
AYLMX POXEHUAX,

Bodhisattva

(Sanscrit ~ "possess-
ing clarifying es-
sence”) — person or
living being attaining
enlightenment but
consciously declining
the passage to Nirva-
na — a special condi-
tion of non-exist-
ence, the final goal
of Buddhists to help
all residents of the
Universe on their
quest for truth, Bud-
dha Sakyamuni was
named Bodhisattva in
his former births.

pesefeHbl Ha aBTOXTOHHbIE A3bIKW, NONYYUNK
ceoeobpazHylo WHTepnpeTauuio U Hayuo-
HaNlbHbIA KONOPUT, BbINW HACbIWEHb! 3NeMeH-
TaMW MecTHoW 0OpAAHOCTK U BbiTa, MHOro4YNUC-
NeHHbIMW QONOoNHUTENbHbIMK NogpobHocTAMN,
YTO 4acTo CoBeplIeHHo npeobpaxano U3BecT-
Hble nosecTsoBaHUA. [pamatuyeckue cobbl-
TWA, CBA3EHHbIE C NOXOXOEHWAMM W NOABMra-
MU 3NUYECKUX repoes, pacckasbl 0 BOMNoLe-
HUAX BoAXUCATTBbI' CTaNn CIOXKETHOW OCHOBOW
Ana n3obpasnTenbHbIX KOMNO3MUNA apxuTek-
TYPHOro AeKopa, MOHYMEHTaNbHON XMUBONKCHK,
CKYJIbNTYPbI, MNPOU3BENEHWMA [eKopaTuBHO-
npuknagHoro UCKyccTea. BropbiM BaXKHbIM UC-
TOMHUKOM AJiA BbipaboTky cobCcTBeHHbIX KaHO-
HOB B TPAAWLMOHHOM MCKyccTBe Bbina xyao-
XECTBEeHHanA NPOoAYyKUNA, KOTOpas NoABNANACh
Ha TeppuTopuu KOro-Bocto4rHon Asum smecte
C nepeceneHuUamMu U MuccuoHepamm u3 MHauu
n Kutas. BMecTe € TeM BOCNPUATHE TEX WK
UHbIX Peanuin MHO3EMHOro UCKYCCTBA WNO U3-
OupartenbHo. Kak npaeuno, 3aMMcTBoBanmce
TONBKO T€ 3MEMEHTbl, KOTOPbIE HaxoaMnm oT-
paxeHue B MECTHbIX TUMax TPaguLMOHHOIO
CO3HaHusA. B pesynsTate CrIOXHOrMrO npouecca
cumbrosa cknagblBanncb cBow CobBCTBEHHBbIE
KYNneTypHble heHOMEHbI M XYAOXECTBEHHbIe
CUCTEMBI.

Ha kyneTypy Mananckoro apxunenara
3HaYUTeNbHOE BAMAHME 0KA3aNo TakxXe Mmy-
CYNbMaHCTBO, Hayaslee akKTUBHO pacnpo-
CTpaHATbCA 34eck ¢ 13 B. Gnaropaps geAtens-
HOCTK apabckmx Kynuos v NPonoBegHNUKOB U3
cTpaH bnuxHero Boctoka u NHauu (Myaxa-
pata). K 16 B. mcnammusaumm noaseprnoch

cred texts and playing a major
role in the process of regional
cults, these literary monu-
ments were subsequently
translated into the local lan-
guages where they received a
distinctive interpretation and
national colour, and some-
times so enriched by elements
of local society and way of life
that the well-known narration
was completely transformed.
Dramatic events connected
with adventure and exploits of
epic heroes, as well as stories
about the incarnation of bo-
dhisattva’, became the princi-
ple themes for decorative
compositions of architectural
decor, monumental paintings,
sculptures and works of the
decorative applied arts. The
second important source for
canons in traditional culture
was artistic creativity, which
appeared in South-East Asia
along with settlers and mis-
sionaries from India and China.
There was also the more selec-
tive assimilation of foreign re-
alia. As a rule, elements which
were congruent with local tra-
ditions were more readily
adopted. As a result of this
complex process of symbiosis,
each nation’s unique culture
and artistic persuasions devel-
oped.

Islam also significantly in-
fluenced the culture of Malay
Archipelago, and became
widespread in the region from
the 13th century due to the ac-
tivities of Arabian merchants
and preachers from middle-
eastern countries and India
(Gujarat). By the 16th century,
the majority of principalities in



BonbWUHCTBO KHAXecTs Manamsum, dsbl, Cy-
Matpbl U KanumaHtaHa. Bocnpuatie NpUHLM-
NOB MYyCYyNbMaHCKOro MCKYccTBa, B KOTOPOM
CYLWecTBoBanM onpeaeneHHbie orpaHnYeHms
Ha u300pa)xeHWe XUBbLIX CyWecTs, CTano
MOLLHbLIM MMNYNbCOM K Pa3BNTHIO OpHAMEH -
TanbHbIX GOpM.

OkoHYyaTensHoe othopMNeHne CMHKpeTU-
YeCcKMX KYNbTOB MNPOMCXOAUT B KPYNHbIX
CpefHeBEKOBbLIX UMMNepUsaxX, Takux Kak fBaH-
ckoe koponeecTso Wannenppos (8—cepenn-
Ha 9 B.), WpuBuoxans (Mananckmin apxu-
nenar, 6—12 B8.), Kambyaxagewa (Kamboga-
xa, 9—14 88.), MNaran {Mbaxma, 11—13 B8B.),
Tamna (BwerHam, 2—16 BB.), rge cosgatoTca
rPaHAMO3HbLIE XPaMOBbIE KOMMNNEKChl, Nopa-
Xalne NPoAYyMaHHOCTbIO apXWUTEeKTYPHBLIX
HOPM U U30WPEHHOCTLIO CKYNbNTYPHOTO Je-
kopa. Cpean KyNnbTOBbIX COOPYXEHWA 3TOro
BPeMEHW rNaBeHCTBYIOT AB8a OCHOBHBIX TUNa:
bawHeobpazHoe cBATMAULWE Ha BeplluUHe
NMPVWPOAHOTO UAK WCKYCCTBEHHOTO XONMa, Xa-
paKkTepHoe AN MHAYUCTCKUX NaMaTHUKOB, U
byaowmnckas ctyna, Bocxoaswas no gopme K
MOTUNLHOMY KypraHy. B Buae rpaHouosHoro
xpama-ropbl noctpoeH B Kambopgxe 3Hame-
HWTBIM AHrkop Bat (cepeguHa 12 B.), natb Oa-
lUeH KOTOpPOro BO3BbLILWAIOTCA Ha Tpexwuapyc-
HOW Teppace. Bce coopyxeHne B LleflomM BOT-
nowano KocMonoruyeckylo cxemy BceneHHOM
C TpexyacTHbiM feneHuem Ha NoA3eMHYylo,
3eMHYI0 U HebecHylo cdepsl, XapakTepHyio
Kak Ana uHaywsma, tak v ans bygausma wm
MMEBLUYIO NMPAMbIE aHaNOrMn B MECTHbIX Be-
pPOBaHNAX.

Malaysia, Java, Sumatra and
Kalimantan had converted to
Islam. The perception of prin-
ciples from Muslim society,
where there were definite lim-
itations of representations of
living creatures, became a
powerful impetus for the de-
velopment of ornamental
forms.

The final appearance of
syncretic cults occurred in the
great empires of the Middle
Ages, such as in the Shailendra
monarchy of Java (8th century
to mid 9th century), Shrivijaya
(Malay Archipelago, 6th to
12th centuries), Kambujadesha
(Cambodia, 9th to 14th centu-
ries), Bagan (Myanmar, 11th to
13th centuries), Champa (Viet-
nam, 2nd to 16th centuries),
where mighty temples were
erected with staggeringly com-
plex designs of architectural
form and refinement of sculp-
tural decor. The two distinctive
types of religious constructions
during this time were: tower-
like sanctuaries on the peak of
natural or manmade hills
(characteristic of Hindu monu-
ments), and Buddhist stupa,
the sources of which was a
tomb hill. The famous Angkor
Wat in Cambodia was built in
the traditions of grand moun-
tain temples (mid of 12th cen-
tury), with five towers rising
high above the three-tiered
terrace. The complete con-
struction embodied the cos-
mological scheme of the Uni-
verse with the three divisions
of the underworld, earth and
heaven characteristic of Hin-
duism and Buddhism, with di-
rect analogues in local faiths.

BCTYNNEHUE
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OcHoBatens
bynawsma bynna,
WHOWACKAA NPrHY

Cupaxaprxa Myata-
ma, unn byana Lla-
kbAMyHU (Myapey
13 MNEMEHU LLIaKb-
es), cornacHo
TPAAULMOHKOMY
Bynavnckamy ne-
TOCHACNEHWIO, KK/ B
623=543 rr. O H.3.
B 35 net goctir co-
cToaHug “Byaasl”
(npoByxaeHHbIH,
NPOCBETNEHHBIA) W
CTan NponoBefoBeaTs
CBOE yHeHue o foc-
THXKEHIAW HAPDBaHbI.
Mo bynaUACKON Mu-
donorum, Cywecrsy-
eT BecymcnenHoe
mHoxecTso Byan
npownore, Hacrof-
wero u Bygywero.

The founder of the
Buddhism Buddha,
the Indian prince
Siddhartha Gautama,
or Buddha Sakyamu-
ni {a wise man from
the Sakya tribe), ac-
cording to traditional
Buddhist chronology
lived between
623-543 BC. At 35
he achieved the state
of “Buddha” (The
Enlightened) and be-
gan his teaching of
the progression to
Nirvana. According
to Buddhist mytholo-
gy there are an infi-
nite number of Bud-
dhas from the past,
present and future.

YHWKanbHbIM TBOPEHMEM SBAHCKMX 3044MX
ctan bopobyayp (koxeu 8 B.), Teppacoobpas-
Hbl, ODNMUOBAHHBIM NAUTAMU XONM, Coe-
OWHAKLWNWIA B CBOBW CTPYKTYPE 3neMeHThl xpa-
Ma-ropbl U cTynbl. “KameHHOM neTonucbio”
Byonr3ama HasbiBalT penbedbl Ha CTEHax Tep-
pac, 3anevaTnesline XusHb byaabl' u ero
npeabigyLme BonioueHus — 0CHOBHbIE TEMBI
apXUTEeKTYpPHOro Aaekopa Oyoanncknx namar-
Hukoe [Oro-Bocto4yHon A3uun. BeHvaloulas
BeplwnHy bopobyaypa konokonoobpasHan
CTyna CNyXWuT CMMBONOM camoro byaabl, ero
nepexona B HMPBaHy. Takas MemMopuansHas
NOCTPOWKa, HE MMeolas BHYTPEHHEro npo-
cTpaHcTBa, 3akniovalowas B cebe nuwb pe-
NUKBAPHYIO Kamepy, cTana oaHUM W3 FNaBHbIX
coopyxXeHun Oyapgunckoro komnaekca. B
lOro-BocTtouHon A3um oHa npuobpertaet ca-
Mbie pa3nuyHblie dopMel — OT nonycpepuyec-
KWX, KOHYCOBMAHbLIX A0 DawHeobpasHbix, A
BO BberHame nony4un pacnpoctpaHeHne
[albHEBOCTOYHbIN TUM CTYNbI B BUAE BLICOKOW
MHOrOSIpYCHOW narodbl. Hapaay co CTynoun oc-
HOBHBLIM 37IeMeHTOM ByAANACKOTO MOHACTLIPA
Bbin XxpamM, BHYTPW KOTOpPOre pacnonarancs
antape co ctatyamu byng. BenukonenHbie
npUMeps! XpamMoBOro 3o4ecTsa AaloT NamaT-
HWKW cpeaHesekoBoro lMaraHa, cpeam KOTO-
PbIX 0CODbIM COBEpLEHCTBOM OTNMYaeTca
xpam AHauasl (11 8.).

KynsToBas Byganickana ckynenTypa Bbl-
NONHANECH B COOTBETCTBUU C KGHOHUYECKUMN
npasknamu, copmupoBaslinmncs B CeBepo-
3anagHoi VHOuM Ha pybexe Hawwen 3pbl
NOAYYMBLUMMW HaLMOHaNbHYIO WHTepnpeTa-

Borobudur (late 8th centu-
ry) became a unique work of
Javanese architecture, with a
terrace formation, tile-faced
hill and elements of a moun-
tain temple and stupa. “Stone
chronicles” of Buddhism are
named wall reliefs on the ter-
race and depict the life of
Buddha' and his incarnation —
the principle feature of archi-
tectural decoration of Bud-
dhist monuments in South-
East Asia. The crowning peak
of Borobudur is the bell-like
stupa, which serves as a sym-
bol of Buddha himself and of
his passing into Nirvana. The
stupa became one of the prin-
ciple Buddhist works and it is
without internal space and
consists of only one chamber
for relics. It acquired the most
diverse of forms in South-East
Asia with its hemispherical and
cone-shaped towers. Far-east-
ern examples of structures
with multi-tiered pagodas be-
came widespread in Vietnam.
Besides the stupa, the main el-
ement of the Buddhist monas-
teries was the temple, where
an altar with statues of Bud-
dha was placed inside. Monu-
ments of Bagan from the Mid-
dle Ages serve as wonderful
examples of temple architec-
ture, amongst which the
Ananda temple stands as the
most perfect (11th century).

Religious Buddhist sculp-
tures were created in accor-
dance with canon law, formed
in northern and north-eastern
India at the dawn of modern
times and was interpreted and
assimilated with regional varia-
tions. During the creation of



LMio B pasHooBpasHeiX Tpaguumnax pernowa.
Mpwn cosganHnm obpasa byaab macTepa pon-
XHbl BBINU yYUTbIBaTe 0COBbIe NpU3Haky Be-
NIUKOTO YenoBeKka, xapakrTepusywouime ero du-
3vyecknin obnuk. Cpegun ynoMuHaembix B CBS-
LeHHbIX TekcTax 32 rnaBHeix 1 80 sTOpOCTe-
MeHHbIX 3HAaKOB [aneko He BCe nognexanu
BONNOLWEHWIO B CKyNbNType. OBs3aTenbHbIMM
BNy Takue NpumeTsl byaasl, Kak yanuHeH-
Hble MOYKMW ylien, ykasbiBalowmMe Ha ero bna-
rOPOAHOE NPOMCXOXKAEHME, KOPOTKNE BOMOCH
B MEeNKWX 3aBUTKax, BbINYKNOCTL HAa TEMEHWK
YWHULWA, CUMBONU3INPYIOLLIAA MYyAPOCThb, He-
Bbonbwon Byropok mexay bGposamu ypHa —
3HakK OYXOBHOW CWNbl. 3TOT KaHOH ACMNONHAN-
Cs onpeneneHHbIMMU nos3amu u xectamu (aca-
HaMu 1 MyApaMn), CeMaHTUKa KOTOPbIX CBA-
3blBanach C anu3ofamMi M3 XMU3HKW byoasl.
BaxHoe 3HayeHwe B CJIOXKEHUW XyOoxe-
CTBEHHBLIX Tpaauuum wMMeno yTBepxaeHune
bynnvsma Txepasagbi? B KayecTee rocyaap-
CTBEHHOW penurun B rocygapcreax LleHtpans-
Horo NHpokutan: Tanckmux koponescreax Cyk-
xotan (13—14 88.) n Altrxas (14—18 BB.) 1
naocckom JlaHcadr (14—Havano 18 8.). B 310
BpPeMf COBEPLIALTCA Mepexos OT MOHYMEH-
TanbHOro KaMeHHOro 3044ecTea K AepPeBsiHHO-
MY, CKNnafblBaeTCA TWMN xpama cToeyHo-banoy-
HOW KOHCTPYKUWK C MHOFOAPYCHOW Yepenuy-
HOW Kpblllen, xapakTepHbIA ANa Tan-Naocckon
N KXMepCKon apxutekTypsl. [lepeBsHHble fgeTa-
v 3AaKUN ykpawaoTca pe3sbon, a cTeHsl He-
penko MoKpbliBATCA POCMUCHIO. PEKOHCTPYMN-
PYIOTCA APEBHWE CTyMbi, Ha MECTe KOTOpbIX
BO3HWKAIOT BENMYECTBEHHbIE MOHYMEHTHI, Kak,

Buddha’s image, masters had
to take into account particular
features of the Great Man in
characterising his physical ap-
pearance, Of the 32 main and
80 secondary signs mentioned
in the holy scriptures, far from
all of them found their way
into the depiction of the sculp-
ture. The mandatory features
of Buddha included elongated
earlobes, indication of his no-
ble descent, short hair with
small curls, a prominent mark
of ushnisha, symbolising wis-
dom, and a small lump be-
tween the eye brows urna -
the sign of spiritual strength.
This canon was supplemented
with distinctive poses and ges-
tures (asana and mudra) se-
mantically connected with ep-
isodes of Buddha's life.

The significance in the
composition of artistic tradi-
tions was the affirmation of
Theravada Buddhism? as a
state religion in the nations of
central Indo-China: the Thai
Sukhothai monarchy (13th to
14th centuries) and Ayutthaya
(14th to 18th centuries) and
the Lan Xang of Laos (14th to
early 18th centuries). At this
time the transformation from
monumental stone architecture
to wooden architecture ended,
building instead temples of a
post-and-beam construction
with multi-tiered tiled roofs
typical of Thai, Laos and Kh-
mer architecture. Wooden
parts of the building were
carved and the walls were of-
ten decorated with paintings.
Ancient structures were recon-
structed and grand monu-
ments such as That Louang in

BCTYMNEHWE

2

Txepasagna (nanu —

"y4eHMe CTapei-
WKX"), WK XKHaRA-
Ha, — IDXHOe Ha-
npasneque B Byn-
Auame, rocnomn-
craylowlee Ha Wpwn
flaHke, B MbaHMe,
Kamboaxe, Naoce
1 Taunawge, Opy-
TO€ HanpaeneHue —
MaxasHa — mony4u-
No pacnpocTpa-
HEHWE BO BLeTHame
u MHpoHe3nn.

Theravada (Pali =
“teaching of the
aged"), or Hinaya-
na, — branch of
Buddhism, preva-
lent in Sri Lanka,
Myanmar, Cambo-
dia, Laos and Thai-
land. Another
branch -
Mahayana —
became widespread
in Vietnam and In-
donesia.

13
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Hanpumep, Txar JlyaHr 8o BoeHTbsiHe (16 B.).
B namaTHMKax BoeTHama 3amMeTHO BAUAHWE
KOHMDYLUUAHCKMAX MOeaNoB, 4TO NMPOABKIOCH W
B cTpouTenscTee (xpam JintepaTypel B XaHoe,
OCHOBHbIE coopyXeHus 15—17 8B.), U B CKyfNb-
ATYpHbIX 06pasax YMHOBHWMKOB Ha anTapax
BynamMnckmnx xpamos, U B 3CTETMKE U3Lenun
ANnA CTona y4eHoro,

WckyccTBo pe3wbel No gepeBy U xpamoBas
XMBOMUCH JOCTUAKOT CBOEro anoresd B nepu-
o nosgHero cpepHesekosba (17—19 Bs.),
KOroa OAHMM W3 Beaywmx 3CTeTU4eckux
NPUHLWNOB CTAHOBUTCH CTpemnexue Kk Bonb-
Wew [eKopaTUBHOCTM, NbIWHOCTKM, napag-
HOCTW, TOHKOW AeTanuM3vposaHHou paspabor-
Ke opHameHTa. TN ocobeHHocTn M3obpasn-
TeNLHOro A3blka BO MHOMoOM Onpefensnnchb
BKyCaMu K mpeanamm nNpUABOPHOM 3HaTU,
CTPEeMUBLUENCA K YTOHYEHHOW U U3biCKaHHOM
XW3HWU. B 3TO BpemMs BO3HWKaeT rnybokum nH-
Tepec K HaLI,MOHaJ'IbHOg'I McTopKMuv, CO30al0TCA
3Ha4YMTe NbHble NMPOM3BEAEHUA Ha A3blKaX Ha-
pPOAOB pernoHa, oKoH4aTeslbHO 0QOPMNATCH
W OTWNW(OBbLIBAIOTCA AEKOPaTUBHbBIE CTUNMK
NPUKNaaHOro UCKyccTBa.

CobpaHue npousseseHnn nckyccrsa toro-
BocrtoyHon A3um B [oCcynapCTBEHHOM My3ee
BocTtoka, XOTH U COAEPXMUT OTAENbHbIE Npef-
MeTbl LPEBHErQ W paHHeCcpeaHeBeKoBOro ne-
PUOLOB, B OCHOBHOW CBOEW Macce OTHOCKTCA
KO BPEMEHW Mo3fHero cpepHesekosbd. Tak
KaKk Konnekuumu pasHblx CTpaH HepasHO-
3HaYHbl, UX ONUCAHUE B KHUIe NAeTCA B 3aBU-
CYUMOCTU OT KONU4YeCTBEHHOro COCTaBa U 3Ha-
YMMOCTH.

Vientiane (16th century) ap-
peared in their place. There
was noticeable influence of
Confucian ideology in the
monuments of Vietnam,
which manifested itself in the
architecture (the temple of
Literature in Hanoi, main
structures 15th to 17th centu-
ries), and in the sculptured
images of officials at the al-
tars of Buddhist temples, as
well as in the aesthetics of
works for scholars.

Wood carving and temple
painting reached its climax in
the late Middle Ages (17th to
19th centuries), when one of
the leading aesthetic principles
became the tendency to pro-
duce large decorations of
splendour, magnificence, and
with thin intricate detailing on
ornaments. These features of
decorative expression were
predominantly defined by the
tastes and ideals of the court
elite, who aspired to create a
refined and harmonious life.
Deep interest in national histo-
ry appeared at this time and
significant work on the lan-
guages of the region's nation-
alities was undertaken. Eventu-
ally decorative styles of applied
arts were formed and refined.

The collection of works of
art of South-East Asia in the
State Museum of Oriental Art
therefore contains works of
ancient and early Middle Ages
periods, but principally dating
back to the late Middle Ages.
The attention given to each re-
gion in the book is made ac-
cording to the proportion of
works held in the museum
from each region.
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Toicavu obpasoe bypro
CRewam Ko mMHe,

Bopye omcueanwm, ciemas
& Myws MO0,

YaHn Txaub Towr (1240—1290)

Thousands of images
roused in me,

Animated and flowing
from the tip of my brush.

Chan Thanh Tong (1240—1290)

BbeTHam, NpOTAHYBLIMACA BAONb BOCTOYHOIO
nobepexsa MHAOKMUTAA, HAXOAMTCA BO Bflac-
TM ABYX BENUKWUX CTUXWUIA — rop u BoA. [lpes-
HAf nereHna noBecTBYeT O nepsonpenkax
BbeTHamues, ApakoHe Jlak JIOHT-KyaHe 1 He-
BecHol hee Ay Ko, OT €OI03a KOTOPbLIX pOAU-
nock cTo cuiHosen. OTey 3abpan nNonoBuUHY
[eter B CBOWM YyOeCHbIM NOABOAHbIN JBOPEL,
a OCTaBlUIWECA C Matepbio 3acenunu ropbl u
3emnio. CTapwnin M3 IOHOLWEW BNOCNEacTBMM
OCHORAN Mepaylo0 BbETCKYI0 QUHACTUIO NpaBu-
Tenen XyHrog. MNepcoHaxu 3T0ro npepaHun
cTann nanwbneHHsiMm obpasamm B Tpaguum-
OHHOM MCKYCCTBE BbeTHama, a ApakoH daxe
npespatuncs B8 cBoeobpasHyio 3Mbnemy
cTpaHsbl.

C BepXxHUM HebecHbiM MUPOM, NOMUMO
e, accouMMpoBanuchL pPasnnyHble NTULBI,
n3obpaxeHms KOTOPbIX 4acTo BCTPeYaloTCA
yXe Ha paHHeMm 3Tane pasBUTWA UCKYCCTBa, B
nepuos AOHMUOHCKOW BpoH3bl (9 B. A0 H.3. —
2 B. H.3.). Ha ynapHon nnockoctu bapabaHos,
CaMblX W3BECTHbIX U3JENniA 3TOW KyNbTypbl,
hurypsl NTUL C AJUHHBIMU XBOCTAMW W BbITA-
HYTbIMY K/TIOBaMW MOMELLAIoTCH, KakK NpaBuio,
B KOHUEHTPUYECKUX noscax BOKPYr MHOrony-
YeBOW 3Be3Qb — CMMBONA CONHLA. BaxHbIM
MOTUMBOM MOHFLIOHCKOW OPHAMEHTUKWU ABNIAET-
cs NoAKa € NnoabMuU Ha DopTy, KOTOPYID MHO-
rve yyeHble CBA3bIBAIOT C APEBHUMU MECTHbl-
MU npefaHvaMu o kopabne, ysossuwem ayLin
ymeplunx B 3arpobHoe Lapcrso.

MCTOpUKO-KYNETYPHOE pasBuTue CTpaHbl B
| ThiC. H.3. ONpPedenaAnock ee pasgeneHnem Ha
TPW KpynHble YacTu: CeBepHbIM BbeTHam, Ha-
XOOUBLIMIACA B NONUTUYECKOW 3aBUCUMOCTMU
ot Kutas, LleHTpanbHbli, rAe CNOXMUNOCH He-

Vietnam, which stretches
along the eastern coast of
Indo-China, is at the mercy of
two great elements — the
mountains and the water. An-
cient legend tells of Vietnam's
first ancestor as being a drag-
on, Lac-Long-quan, and a ce-
lestial fairy, Au-Co, from
whose union was produced a
hundred sons. The father took
half of the children away to
his wonderful underwater pal-
ace, whilst the rest settled on
the land and in the mountains
with the mother. The oldest
child subsequently founded
the first dynasty of the Hung
rulers. The first characters of
this legend became favourite
images in traditional Vietnam-
ese art and the dragon even
turned into the distinctive em-
blem of the country.

The celestial world is asso-
ciated not only with the fairy,
but with various types of
birds, examples of which are
found in the early bronze
works of the Dong Son period
(9th century BC to the 2nd
century BC). The most well-
known artefacts of this period
are bronze drums, which are
usually decorated with figures
of birds with long tails and
extended beaks in a concentric
band around a multi-pointed
star — the symbol of the sun.
An important motif of Dong
Son ornamentation is a boat
carrying people, which many
researchers have connected
with ancient local legends of a
vessel taking dead souls to the
afterlife.

The country’s historical cul-
tural development in the 1st
millennium AD was deter-
mined by the division of Viet-
nam into three main parts:



3asucKMmMoe LapcTeo Tamna (2-16 88.), B KO-
TOPOM YTBEROAWMMUCE UHOYUCTCKUE KYNbThI, W
HOXHBIN, HaCTUYHO BXOAMBLIMIA B MOH-KXMEpP-
ckoe rocyfpapcrso banHom. 3amevaTenbHble
NaMATHUKY KYNbTOBOW apXUTEKTYPbl U CKYNb-
NTYpPbl COXPaHUNUCL OT TAMCKOW LMBUNN3E-
umn. bawHeobpasHblie KMPNUYHbIE CBATUNMLLA
KanaH, Hanbonee M3BECTHbIE U3 KOTOPbIX Ha-
XOOSATCA B CBALIEHHOM ropoae Mwucoxe (npo-
BUHUMS KyaHrHam), umenn boratell pe3Hon
LEeKop, BKNYaBWMM m3obpaxenns HebecHbIX
TaHUOBLWMWL, MY3blKaHTOB, C/IOHOB W (PaHTac-
Tnyeckux cyuects. (B My3ee XpaHAaTCA He-
ckonbko konuw nogobHon ckynbnTypsl.) Ha-
pAQY € KaMeHHbIMUK Ha anTapax ycTaHaBnuea-
NMCb METanM4yeckne CKYNbNTypbl MHOYMCTC-
kKux Boxects, BpPOH30BbIE CBETUNBHUKM W pPU-
TyanbHas yTBapb.

bpoH30Bble U KepamMuyeckme Mgenus ae-
NATCA OAHKUMY U3 Hanbonee CyuleCcTBEHHbIX
peanuu TRPagWULMOHHOIO BLETHAMCKOIO WMC-
KycCTBa 3MoXW APeBHOCTU W paHHero cpep-
Hesekosbs. [pocTaa rNMMHAHAA Nocyna Hava-
na M3roTaenmMeaThbCA elle B nepwon HeonuTa,
nosgHee, B | ThiC. H.3., MO Mepe ycoBepLleH-
CTBOBAHWA TEXHONOTWMU CO3La10TCA (PagHCO-
Bble COCyAbl, NOKPLITbIE FNa3ypbIO U PoCnn-
Cblo. PacuBeT kepamMun4eckoro Npoun3BoacTBa
npmxoautca Ha 11-14 BB., U UMEHHO 3TUM
BpeMEHEM JaTupyeTcs pAL MY3enHbIX 3KC-
noHatos. OCHOBHOW NpoOAYKLMEM rnaBHbIX
KepaMu4eckmx LUeHTPOB — NPOBUHLMA TXaHb-
X0a W . TxaHrnoHr (XaHom) — Beinu nsgenus
TUNa rOM MeH HFOK C CenafoHoBOW rnasypsio
CepoBaTe-3eneHbLIX TOHOB 1M TOM MEeH Hra ¢
novBoW LBeTa cNoHoBoW KocTu. K nocnepgHe-
MY TUMY OTHOCUTCH CBETO-KPemMOoBbIN cocya

Northern Vietnam, which was
politically dependent on China,
Central Vietnam, where Indian
cults became firmly estab-
lished in the autonomous
kingdom of Champa (2nd -
16th centuries), and Southern,
partially encroaching on the
Mon-Khmer state Baphnom.
Remarkable monuments of re-
ligious architecture and sculp-
tures have been preserved
from the Champa civilisation.
Brick, tower-like kalan sanctu-
aries, the most famous of
which are located in the holy
city of Mison (Quangnam
province), were decorated
with elaborate carvings includ-
ing images of celestial danc-
ers, musicians, elephants and
fantastic creatures. (The mu-
seum holds several copies of
similar sculptures.) As well as
stone, metal sculptures of In-
dian deities, bronze lamps and
ritualistic pieces were installed
on the altars.

Bronze and ceramic arte-
facts are some of the most
important realia of traditional
Vietnamese art dating back to
the era of antiquity and the
early Middle Ages. Simple
earthenware crockery was first
produced in the Neolithic peri-
od, and then later in the 1st
millennium AD, decorated
glazed earthenware vessels
were made with the help of
modernised technology. The
heyday of ceramic production
occurred during the 11th -
14th centuries, and several
museum exhibits date to this
period. The mast common
products of the main ceramic-
producing centres in the
Thanh Hoa province and
Thang-long (Hanoi) were of
two styles: gom men ngok

Heryeemao
BbETHAMA
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Pasmepsl
3KCNOHATOS A3HE
B CAHTMETpax
(B. - BrICDTa,

L. - WwnpuHa,
[n. - gnuHa,
AM. - fuametp,
M. - rny6una).

The measurment
of exhibits are
in centimeters

(H. - hight,
W. - wide,
L.- lenght,
D. - diameter).

ansa xpaHenus npogykros (un. 1)1 npocroir
BoykoobpasHon dopmbl. Mo ero BepxHemy
Kpal WOEeT Yy3KUN NOACOK M3 NenHblXx nenect-
KOB NOTOCa, a TYNOBO YKpaleHo KPynHbiMK
pactuTenbHbiMW MOTUBaMM, BbIMOMHEHHBIMK B
cBobofHOM MaHepe TEMHO-KOPUYHEeBOM Kpac-
KO no pensedy.

C 15 B. nony4aert pacnpocTpaHeHne nop-
rnasypHas pocnucs kobanbTom, Kak 8 Kepa-
MWKe, Tak u B rapgope, U3roTOBNEHMIO KOTO-
pPOro BbeTHaMLUbl HaY4YUNUCL paHblUe APYrux
Hapofos B Oro-BoctoyHon Asmn. B 3Ton Tex-
HUKe caenaHsl My3erHble Yawmn 15—-16 BB. Ha
BBICOKOW UMNMHAPUYECKON HOXKe (04eHb Xa-
pakTepHas fAeTant BbETHAMCKMX M3fenni no-
nobHoro Tuna) u cocynsl anA BuHa 18—19 Bs,
C Y3KAM ONMHHBIM FOpAbIWKOM, HanoMuHao-
lWee no hopme ThIKBY-FOPAAHKY TYNOBO Takux
KyBLWWHYMKOB yKpalanoch Yalle scero n3ob-
PaXEHURMU [OpPakoHOB W daHTaCTUYeCKnx
NTUL, ¢bIOHI XoaHr. bonee KpynHble no
pasMepy U3denus MOrnW TakXe MCnonb3o-
BaTbCA M Kak Ba3bl ANA OAHOro UBeTKa wnwu
BeTodku. Ha mysenHomMm cocyge w3 dasHca
(un. 2) nomeuleHa kpynHaa gpurypa gpakoHa,

-:_.:3
Cocyd dam xpa- Vessel for
HEHUR NPodyk- preserving food.
moa. Buemuan, Vietnam, Thanh
nposunuua Hoa province.
Tranvxoa, 11th-12¢h
XI-XII ge. centuries,
Danwc, znazypm, Pottery, glaze,
pocnuey, 2pasu- painting,
posxa. engraving.
B. 19 odx. 195 H, 19.I; 195
Ne 174211 Ne 174211

1

with celadon glaze of a grey-
ish-green tone and gom men
nga with ivory-coloured enam-
el, an example of which is the
museum’s simple barrel-like,
light-cream vessel for preserv-
ing food (Pl.1). A narrow
band of moulded lotus petals
decorates the upper edge and
the vessel's body features oth-
er large floral motifs finished
in a free manner with dark-
brown painted relief work.
The technigque of under-
glazed painting with cobalt for
ceramics and porcelain was
first mastered by the Vietnam-
ese from the 15th century,
ahead of any other South East
Asian people. The museum
holds bowls from the 15th and
16th centuries that were made
by this technology with high
cylindrical stems (a very char-
acteristic detail of Vietnamese
works of this type) and vessels
for wine with long narrow
necks from the 18th = 19th
centuries. More often than
not, these vessels similar in
form to gourds were painted
with images of dragons and
fantastic birds phuong hoang.
Works of a larger size could
also be used as vases for flow-
er arrangements. The muse-
um'’s bottle (Pl. 2) is decorated



Cocyd das auna.
Buwemuan.
XVIIT-XIX ss.
Danne, nodzaa-
ypran pocnticy
KOGaALIOM.

B. 22,8

Ne 188531

i1y

Vessel for wine.
Vietnam.
18th-19th centu-
ries. Pottery, un-
derglazed cobalt
painting.
H 22.8
No 18853.1
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Bo 2-10 ss. cepep-

HEIE POBMHLWM
BbeTHaMa Haxoom-
NWCL B BACCANLHOM
33BNCHMOCTH OT
Kutan, C 4em csf-
38HO BKTUBHOE
NPOHUKHOBEHME K
YCBOEHWE BLETAMU
KMTACKWX KyMb-
TYPHbIX TPAAM LKA,

From the Znd to
the 10th century,
the northern
provinges of
Vietnam were in
vassal dependence
of China,
connected with the
active penetration
and assimilation of
Chinese cultural
traditions in
Vietnam.

napsauwero B obnakax. 310 Mudunyeckoe cy-
UeCcTBO C poramu, KpyriabiMmu BhINy4eHHbIMMU
rnasamu, passesalowenca rpmson u Bopo-
[OW CBA3ILIBAETCA Npexiae BCero ¢ BogHOU
CTUXMEN W CYUTaAeTCA nopaTenem AOXAA u
nnogopoaua. Kak nocpegHuk mexay Hebom
W 3emnen, BbipauTenb CBETAON0 MYXCKOTMo
Ha4yana fiH, OH accouuuMpoBanca ¢ umnepa-
Topckon Bnactelo. Ero HewameHHOW napow
ABNAGTCH NTVLE (PBIOHT XOaHr, ONMULETBOPA-
IOLWan XEeHCKYI0 NpUupoay WUHb, CBALLEHHYIO
3HEpruio OrHA, a B Col3e C APakoHOM — CO-
efanHeHue Heba v 3emnu, BbICWYIO KOCMU-
Yeckyio rapMoHuIo.

OcobeHHO sApkoe BblpaxeHue 3T Mudun-
Yyeckue obpasbl HaWIM B XpamoBon pesbbe no
Aepesy. bynansm, HauyaBLIWi pPacnpocTPaHaTh -
CA Ha TEeppPUTOpPUKX CTpaHbl C Ha4vyana Halwewn
3pbl, 8 11 B. 3aHMMaeT NPOYHbIE NO3MLUM B
Kavectse oduuManbHON PENNUrmM KpYNHOro
Hezasucumoro rocypapcrea [awm Boet!. Ha
npotaxexnnn 11—13 BB. CNOXWMNWCE OCHOBHbIE
KOHCTPYKTVBHbBIE X NIIAHUPOBOYHBLIE NPUHLIM MBI
KYNIbTOBOM apXUTeKTypsl. TNaBHbLIM CTPOUTENb -
HbIM MaTepuanom ObiNoO AepeBO, KAMEHb Xe
npumMmeHanca ana dyHaamedtos, banocrpaa,
cTyneHen. MNpocrasa cToe4Ho-bano4Has KOHCT-
PyKUMa 30aHum ycnoxHanace WM oborawanace
MHOTOYUCNIEHHBIMM NeKOPaTUBHbIMU AeTanamMu:
U3ALIHO U30MHYTbIMW KOHUaMU Kpblll, Pe3HbIMK
KOHCONAMKW U KPOHWTENHAMK, CbEMHbBIMM Nepe-
ropoakami ” WUPMamMW, [OMOAHUTENbHbIMMK
paaaMn KONOHH. o 3TOM KOHCTPYKTMBHOW
CXeme BO3BOOUINCE Pa3HbIe TUMbl PEUTUO3HbIX
COOpyXeHun, Hambornee BaXHLIMW Cpeau KOTo-
pbiX ABNAIOTCA OyAAMMCKMIA Xpam Tioa, NomMu-
HanbHOe CBATUNMLE AeH U OBLWMHHLIA A0M

with the figure of a dragon
flying in the clouds. This
mythical creature, with horns,
wide round eyes, growing a
mane and beard, is connected
foremost with the element of
water and is considered the
bearer of rain and fertility. As
an intermediary between
heaven and earth, the pure
symbol of masculinity yang,
he was associated with imperi-
al power. The bird phuong
hoang was its inseparable
partner, embodying the fe-
male element yin and the sa-
cred power of fire, and in the
union with the dragon there
was the joining of heaven and
earth and the highest cosmic
harmony.

Temple woodcarvings pro-
vide an especially bright repre-
sentation of these mythical
images. Buddhism, having be-
come widespread throughout
the country from the begin-
ning of modern history, occu-
pied a prominent position as
the official religion of the
greater autonomous state of
Dai Viet'. During the 11th -
13th centuries, the main struc-
tural and design principles of
religious architecture were es-
tablished. Wood was the main
construction material and
stone was used for the foun-
dations, balustrades and stag-
es. Simple post-and-beam
construction became more ad-
vanced and was enriched by
numerous decorative features:
roofs with elegantly curved
edges, carved eaves and
beams, detachable partitions
and screens, and additional
rows of columns. Different
types of religious buildings
were erected with this type of
construction, the most impor-



AVHBb. Ecnn TIoa W peH npeactasnany cobon
uenble KoMMIeKcsl 0bLIMHO CORAMHEHHBIX MEXAY
coboi nocrpoek, To Bonblioe, OTAENLHO CTO-
fAlllee 30aHWe AUMHSA co4etano B cebe dyHKUMN
CBATUNMLLE MECTHOTO AyXa-MNoKpoBUTENA M 3ana
ana cobpaHuii gepeseHckon obwmHsl. Ho ans
BCEX HUX XapakTepHO LWMPOKOe NpumMeHeHue
pesHou fekopauuu.

ﬂplﬂ cTponTenbCTBE AHHEF‘I Hepenko ycr-
pamBanu copesHoBaHMe Mexgpy AByms bpura-
AaMyu MacTepcos, MokpbiBaBlnx 6anku, KOH-
CONMU, BEPXHIOK YaCTb CTEH CMNNOWHbLIM KOB-
pOM OepeBsHHOW pe3bbol. B Hel npeobnana-
N CIOXEeTHble KoMNo3nuUMKn ¢ niobpaxeHuem
BOCCeOawlnx Ha heHukcax u apakoHax en,
CUEH U3 HapOAHOW XU3HW, NPUMEPAMU KOTO-
PbIX MOFYT CAYXWUTb XpaHAlUecs B My3see
dakCcMMUbHbIE BOCNPON3BEAEHUs penbedoB
17-18 BB. "Bo3BpalleHne ¢ oxoTel”, "KynaHue
B noTtocoBoM npyay"”, “Wrpa B waxmatsl" n
Ap. B cneyuansHO OTropoXeHHOM 2ane xay
KYHF CTOAN antapb, NOCBAWEHHbIA 3aLWMUTHU-
Ky, 0BbI4HO OCHOBaTENO OepeBHW. 34ech pPas-
MeLannch CBALWEHHbIE MPeaMeThl, CBA3aHHbIe
¢ 0boxecTBNEHHOM NNYHOCTLIO: KPecno, warn-
Ka unun canoru, NepesaHHbIe Me4yn, CUMBOIU-
3npylowme HeBuaAMMOe NpUCyTCTBNE AyXa-no-
KpOBUTENA, €ro cuny v Mowb. B AHW npasg-
HWKOB PENUKBUM BBIHOCWNNCE U COBEpPLUANCA
TOPXeCTBeHHbIN 06x0a AepeBHU, Nocae Yero
B LeHTpansHOM 3ane nposoauncs obpsan no-
KnoHeHusa BoxecTBy. Kpecno-tpoH U Meuu
(nx obpa3ubl Takxe NpeacTasneHbl B Konnex-
ummn) obunbHo ykpawanuce pesb6oi, nakom
U MO3CNOTOMN.

MopoBHbiM Borartbli AEKOp xapakTepeH 1
ONs ceMerHblX anTapew KynbTa NpPeakoB

tant among which is the Bud-
dhist temple chua, the shrine
of ancestors dien, and the
communal house dinh. Chua
and dien represented entire
complexes of large separate
standing buildings, usually
joined together. Dinh com-
bined the function of the
sanctuary for local patron
saints and the hall for meet-
ings of the village community.
All of them, however, had
characteristically broad appli-
cation of carved decorations.

During the construction of
dinh, a competition was often
organised between two teams
of craftsmen, covering beams,
consoles, and the upper parts
of walls with an expansive ar-
ray of woodcarvings. Narrative
compositions predominated in
these carvings, with images of
fairies riding phoenixes and
dragons, and scenes from folk
life. Identical works from the
17th and 18th centuries, such
as “Return from the Hunt",
“Swim in the Lotus Pond”,
“The Chess Game"”, etc., are
stored in the museum. An altar
stood in a special screened
room hau cung, devoted to a
defender, usually being the
founder of the village. Sacred
items were placed here, which
were associated with the wor-
shipped individual. These in-
cluded a chair, a hat, or boots,
or a wooden sword symbolis-
ing the invisible presence and
strength and might of a pa-
tron saint. During days of cel-
ebration, these relics were re-
moved and a ceremonial pro-
cession of the village took
place, after which a ceremony
of worship to the divine was
held in the central hall. The
throne and sword (samples of
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Aamapy wyawmna
npedioa.
Bvemunam. XIX s,
Aepeso, aar,
peavia,
HO30A0MA,

B. 91,2

II. 59,3

In. 42,5

No 200871

Ancestor’s altar.
Vietnam.

19th century.
Wood, lacquer,
carving, gilding.
H. 91.2.

w. 383,

Depth 42.5

No 2008 7-1

1

CaHrxa = MoHa-
weckas oblwHa, B
Jlee IWUPOKoM
TONKOBaHWW = Bya-
AVACK3RA UEepKOBh.

Sangha — monastic
community,
orin a wider

interpretation, the

Buddhist Church,

(un. 3), KOTOpPLIW Takxe, Kak U NoYUTaHue
AYXOB-NOKPOBUTENEN, BOCXOAWUT K ApPEeBHEeN-
WM BEpPOBaHMAM BbeTOB. ANTapu ycTaHaB-
NUBaNUCh B KaXaoMm JOoMe Ha caMoM MnoyeT-
HOM MecTe v umenu Bma Hebonbwux wka-
HoB € pa3zfgBUNKHLEIMKM ABEpLAMU, BHYTPU KO-
TOpbLIX NMOoMelannce Tabnvykn ¢ mmeHamu
Ayx08 npeaxkosB. Ha nonoyky nepen nsepua-
M4 KNanu NoAHOWeEHWA — MPYKTbl, pUC, cna-
AOCTH, CTABUNU KYBLWUWHYMKMA C BUHOM, Ba3bl
C UBETaMu, MOACBEYHMKM, BO3XUranu bnaro-
BOHMSA. B CNOXHOM opHamMeHTanbHoW pe3bbe
antapew cHoea yragbiBaloTcs obpasbl Tpaau-
UMOHHbIX PaHTaCTUHECKUX XMBOTHbIX: 3aBUT-
KU BETOK OKaH4YMBaIOTCA ronoskamu eHunk-
COB, HOXKW NpnobpeTanT NbBUHbIE OYepTa-
HWA, CKa304HbIN eJMHOPOr KUnaH Ha asep-
Uax OXpaHAeT Nokow Ayw ymepLlumx.

BaxkHO OTMeTUTL, YTO KYyNbThl AYXOB W
NpeAkos cyulecTsoBany He camu no cebe, a
HaxooWnMcbL B OpraHU4HOM cuHTese ¢ bya-
AVAcKkoA Bepowr. B antapHol 4actu AUHSA
MOrW CTOATE CcTatyn BynamMmcKkUMx CBATHIX,
yaoocTanBasWwmheca TakKoOro xe [OoK/oHeHwusd,
KaKk ¥ MmecTHble BoxecrBa. B gepeBeHckyio
KyNnbTypy KaHOoHbl Byoam3ma npuBHOCUNUCH
U3 NPUABOPHOW Cpefbl, MOCKONbKY U3HaYyanb-
HO 3Ta penurua Haxogwnack NOA MOKPOBW-
TENLCTBOM MMMepaTopckon Bnactm. Hecmotps
Ha TO 4TO BpemeHamu no3uumm Bynamima oc-
nabesanu, yctynan rnaBHoe MecTo KOHDyLU-
aHcTBy, kKak 6bino B 14—15 BB., nonoxeHue
caHrxu' ¢ 16 B. 3aMeTHO yKPennaertcs v no
BCEW CTpaHe No BbiCLUEMY MOBENEHMIO NpaBu-
Tenew auHactum Je (1428—1799) HavuHaloT
BHOBb BO3BOAUTBCA Bypaunickue KoMnneKcsl,
Cpean KOTOPLIX TakMe XeMYYyXWHbl apxnTek-

Hexycemao
BbETHAMA

which are also on display in the
collection) were extensively
carved, lacquered and gilded.

Similarly rich decor was
characteristic for family altars
dedicated to the cult of ances-
tors (Pl. 3), as well as the
worship of patron saints dat-
ing back to the ancient beliefs
of the Vietnamese. Altars were
also placed in the most sacred
place of every house and
looked like small cupboards
with sliding doors. A tablet
stood inside with the names of
the ancestors. Gifts were
placed on a shelf in front of
the doors, such as: fruit, rice,
sweets, pitcher of wine, vase
of flowers, candlesticks, and
lit incense. Images of tradi-
tional fantastic animals were
again included in the intricate
ornamental carvings of the al-
tar: twisted branches finishing
with the heads of phoenixes,
legs creating the outline of li-
ons, and a fairytale unicorn
kylan preserving the peace of
dead souls on the doors,

It is of importance to note
that the cults of the spirits and
ancestors did not exist by
themselves, but were in a con-
fined synthesis of Buddhist be-
lief. Statues of Buddhist saints
were revered in the same way
as local deities and placed in
the altar section of the dinh.
Buddhist canons were intro-
duced into village culture from
the court sphere, since this re-
ligion was predominantly under
the protection of imperial pow-
er. Despite the fact that at
times the position of Buddhism
weakened, with Confucianism
taking its place as in the 14th
and 15th centuries, the position
of sangha' was noticeably
strengthened throughout the
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Typbl, Kak Byt Txan (17 B.) u Tat @bioHr (ko-
Hel 18 B.).

ByoounCckMm MOHaCThIpb THOA UMEN CII0X-
HYIO CTPYKTYPY W COCTOSN U3 AOBONbHO BONb-
WOro KonuyecTea 3gaHuu. MnaHbl OCHOBHbLIX
KYNbTOBbIX NOCTPOEK O0DbIYHO BOCNPOU3BOAN-
nu ocobo BaxHbie rpatnyeckne 3Hakm, CuM-
BONM3Mpylolwme, Hanpumep, HebecHyio chepy,
3eMHYI0 TBEPAb, TPYAbl, cBeplweHus v np. Co-
OpYyXeHuA COCTOANK W3 TPexX HaxoAALMXCA Ha
oOHOM OCK HacTen, HTO COOTBETCTBOBANO Tpa-
OWUMOHHBIM BO33pPEHUAM O TPEXYHNeHHOCTH

<
Hapuvie xpano- Paired temple
abie NAHHO. panels. Vietnam,
Buemnar. XIX a. | 19th century.
Hepeso, aax, Wood, lacquer,
Jpeavba, pocnuce, carving, paint-
nozenoma. ing, gilding.
151 x 29.3 151x29.5
Ne 205041 Ne 205041,
205051 205051

1

country from the 16th century.
Buddhist complexes again be-
gan to be erected by the high
command of rulers of the Le
dynasty (1428-1799). But
Thap (17th century) and Tay
Phuong (late 18th century)
temples are examples of genu-
ine pearls of architecture.
The configuration of the
Buddhist monastery chua was
complex and consisted of a
rather large number of build-
ings. Plans of the main reli-
gious buildings usually repro-
duced especially important
graphic symbols of, for exam-
ple, the celestial sphere, earth,



BceneHHon. B rnybuHe cakpanbHoro npo-
CTPaHCTBa CBATMNWLLA HAXOOMICA MHOMORPYC-
HbIA anTapb, ABMABLIWKACA CMbICNOBbLIM LLEHT-
pOM Xxpama. Bce ero crynenu Bbinu nnoTHo
yCTaBneHb! CKYNbNTypamMu, NpeactasnaswmuMm
ODLWMPHBIM NaHTEOH MaxasHbl, a Takxe nep-
COHaXeW KOHMYUMaHCKOro, /[aocckoro u
APEBHEro aHMMMUCTUYECKOro KYNbTOB.

AnTapb Hepeako umen pesHoe obpamne-
HUe, PALOM C HUM YCTaHaBNMBaNWUCh LWTaH-
naptel, no GokaM BblIBEIWMBANWUCL NapHble
BepTUKasibHble NaHHO, cofepxXalline neporam-
budeckme Hagnucn ¢ ByaoUACKUMNA CEHTEH-
UaMK, KOHDYUWaHCKMMKM ahopu3aMami, no-
3TNYeckMmMin cTpokamu, B obpasHon dopme
BOCXBaNABLWMMKW ODKTEND, @ TAKXKE U3PEeYeHUs
MOCBATUTENbHOrO Xapaktepa. OHM MOTIN YK-
pawaTb BXof B xpam, sectubions, AsepHble
npoemsl. lpekpacHbIMU MpUMepamMu Takux
naHHO ABNAIOTCA My3elHble pe3Hble JOCKU B
BUOE ONUHHBIX NUCTbes HaHaHa (u1n. 4). bna-
ronoxenartefibHbi XapakTep 3TUM XPaMOBbIM
npefmMeram NpyMoaloT pacnofioXexHsle B Bep-
XHEn 4acTn QUrypKu NeTy4mx MbllUen — 3HaKu
CY4aCTbf W rpo3gbs BWHOTrpaga — CUMBOIL!
naobunua v npouBeTaHus.

BbeTHamckas KynbToBan NnacTuka Bbinon-
HANacbL B OCHOBHOW CBOEW MaccCe M3 TBepablX
COPTOB PasnuyHbIX TPOMNUYECKUX AEPEeBbEB,
MOKPbIBANACE HECKONBKUMU CNOAMMU MPYHTa C
nobasneHnemM CMonbl NakKoBOro Aepesa 1 30-
notunace. CyulectsoBanu asa cnocoba co-
3[aHWA 3010TUCTON CUAICWEN NOBEPXHOCTU:
NOKPbITUE CycanbHbIM 30/I0TOM W OKNeMBaHue
cepebpaHaon honbroi c nocnegywoWMM HaHe-
CEHWEM NPO3pavyHoOro KOPWU4HEBOro naka. Ou-
rypbl BOXECTB HU3LWEro paHra, YAHOBHUKOB,

and fulfilment, etc. Buildings
consisted of three parts on
one axis, which was in keeping
with the traditional view of
the Universe. A multi-tiered
altar that served as the se-
mantic centre of the temple
was located deep in the sacral
expanse of the sanctuary. All
its levels were laid out with
tightly placed sculptures de-
picting the extensive pantheon
of Mahayana, as well as char-
acters from Confucian, Taoist
and ancient animistic religions.
The altar often had a
carved frame with standards
placed near pairs of vertical
panels that were hung on the
sides containing hieroglyphic
inscriptions with Buddhists
maxims, Confucian aphorisms
and lines of poetry, words of
praise and aphorisms of a re-
vering character. The entrance
to the temple, the hall, doors
and apertures were usually
decorated with hieroglyphic
panels. The museum’s carved
panels in the appearance of
long banana leaves serve as
wonderful examples of such
work (Pl. 4). Bats, the symbol
of happiness, and bunches of
grapes, the symbol of abun-
dance and prosperity, are
placed in the upper part and
enhance the benevolent char-
acter of this temple piece.
Vietnamese religious plas-
tic art used various types of
tropical hardwoods covered by
several layers of primer with
additional resin of lacquer
tree, which was then gilded.
There were two methods of
creating the shiny golden sur-
face: by covering it with gold
leaf or by pasting first silver
foil then covering it with sev-
eral layers of brown lacquer.
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Bydda-saadeney. Yydecroe pocde- Miraculous birth
Buemunan. Buddha child. wue byodwt, of Buddha.
AIX s Vietnam. Beemunan. XIX a. Vietnam.
Aepeso, rax, 19th century. Aepeso, aax, 19th century.
pesvia, Wood, lacquer, Jreavia, noso- Wood, lacquer,
NOICAOMA. carving, gilding. Jaome. carving, gilding.
B. 46 H. 46 B. 24,7 H. 24.7
Ne 198011 | N 198011 Ne 201881 Ne 201881
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BOWHOB-OXPaHUTENe U CNyr QeKopupoBa-
NMCb Pa3sHOLBETHBIMU Nakamu, 0bbIYHO Tem-
HO-KPacHbIX, KOPUYHEBLIX, 3eMeHbLIX TOHOB, a
nua, pykl v OTKPbIThIE HacTX Tena pacnucbl-
Banuch pososato-6enon kpackon (k coxane-
HWIO, OHA YacTo OCbinanaco, obHaxas TeMHYIO
OCHOBY rpyHTa). B mMy3semHom konnekuyuum
npegcrasneHsl NPakTU4eckn BCe TUMbl Xpamo-
BOW CKYNbNTYPbl U €8 OCHOBHLIE NEPCOHAXM,

Pan cratyn 19 B. n3obpaxaer byany-mna-
Jexua — obpa3, 04YeHb xapakTepHblA Ana
BLETHaMCKOW NAACcTUKKU 1 JOCTAaTOYHO peakui
B MCKyCCTBe Apyrux ctpad (un. 5). Kak npa-
BMNO, OH pacnonaranca B HUXHeR 4acTu an-
Taps B obpamMneHun AeKopaTUBHOMW apku 13
nepennetalwwmxca Ten [essTM OpPakoHOB.
CkynbenTypa BOCNPOM3BOAMT OAWH M3 3MNMU30-
[OB 4ypecHoro poxpaeHus bynnbl, korpa
TOMLKO YTO NOABUBLMUNCA HA CBET MNafeHeLl,
coenan cemb lWaroB W ykasan nepctoMm Ha
Hebo 1 3em0 B 3HaK TOro, 410 ero bBynyulee
y4eHve DyneTt rocnogcTsoBats BO BCEW Bce-
neHHow. byana cTOWT Ha NOTOCOBOM TPOHeE,
TaKk Kak, cornacHo neredHpe, nNpuv Kaxnom
Wware nog Horol pebeHka BbipacTan uBeTok
notoca, XapakTepHbiMy 0COBEHHOCTAMMW AaH-
HOro MKoHorpapu4eckoro Trna ABAAETCA OT-
CYTCTBUE YIWIHWNILNM U, KaK NPasuno, ofexna B
suae HabeapeHHON NOBA3KKU, KOTOPOM B My-
3eMHOW CKYNbNTYype npuaaH BUA nosca u3l
CTVMNM30BaHHbIX 06Nakos..

[pyroe Mmy3enHoe npou3BedeHue co cue-
HOWM 4yQecHOro pPoXAeHwWs nokasblBaeT CTO-
ALLYIO XKeHLWHY C NOAHATOW NpaBou pPyKou,
M3 WKWMPOKOro pyKaBa ee xanara BbiCOBbLIBAET-
ca ronosa pebexka (un. 6). Komnosuuwun
n3obpaxaeT HeoObIYHOE NoABNEHKE byaasl U3



Lower class figures of deity
such as officials, troopers and
protectors, and servants were
decorated with coloured lac-
quers, usually being dark-red,
brown or green tones. The
face, hands and exposed parts
of the body were painted with
pinkish-white paint (unfortu-
nately it often peeled off to
reveal the dark base primer).
Practically all types of this
temple’s sculpture and its prin-
ciple characters are presented
in the museum’s collection.

There is a series of statues
from the 19th century depict-
ing a child Buddha - an image
greatly characteristic of Viet-
namese plastics, but rather
rare in the art of other coun-
tries (Pl. 5). It was usually
mounted on the lower part of
the altar in the frame of a
decorative arch from the inter-
twined bodies of nine drag-
ons. The sculpture depicts one
episode from Buddha’s mirac-
ulous birth, when the baby
first appeared on earth and
took seven steps, pointing his
fingers to heaven and earth as
a sign that his future teaching
will prevail in the whole world.
And as the legend goes, a lo-
tus flower grew under the feet
of the child with every step he
took. A special feature of this
imagery is the absence of
ushnisha, and the loincloth of
stylised clouds.

Another of the museum’s
exhibits with the scene of the
miraculous birth shows a
woman standing with her right
hand raised with the baby
peeking out from the wide
sleeve of her robe (PIl. 6). The
composition depicts the birth
of Buddha in an unusual way,
who appeared from the right
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Kyan-an. Quan-Am.
Bremnam, Vietnam.
XVHI a. 18th century.
Hepeao, aax, Wood, lacquer,
peania, carving,
no30A0ma. gilding.

B. 68 H. 68

Ne 196461 Ne 196461




npasoro 6eapa csoe marepu Manu, korna
OHa cToana B cajy n aepxanacb 3a BeTBb fe-
peBa. Qurypa HebonbWWX PazMepoB, Uenu-
KOM MOKPbITan CycanbHbIM 30/10TOM NO YEpHO-
MY flaky, OTHOCUTCA K TUNY MWHUATIOPHOM
NNacTukn, UMEBLIEeN 1 CaMOCTOATENbHOE 3Ha-
YeHue, U Hepeako BKIOYaBLWeNca B rpynnsl,
WNNIOCTPUPYIOLWME 3N1U30a4blI U3 XKU3HK Benw-
KOro y4YuTens.

3HaynTeNbHOe MEeCTo B anTapHOW CKynbn-
Type 3aHumMmaoT obpasbl GoaxmucaTTs, cpean
KOoTOpbIX BbIAeNnATCY cTaTym KyaH-am — 6o-
TMHW MMJ’IOCEF)HIAH, cocTpaaHnA, MOKPOBW-
TeNbHULUbl MaTepUHCTBa. PasnuyHble unocta-
cv KyaH-am Halunum OTpaxeHwe B COOTBET-
CTBYIOWNX UKOHOrpapuyeckmMx tunax. Ha-
npumep, MHoropykas (8 mysenHom obpasue
ABeHaguatupykas) BormHa Bonnowaer naeio
BOXeCcTBeHHOro BCEBEAEHUS U BCEMOryLLe-
CTBa, FOTOBHOCTU NPUATU Ha NOMOLLL BCEM
cTpaxaywmm. O4eHb no3TuyeH obpas KyaH-
aM Toa WoH (B ropax), cMasalen Ha cKann-
CTOM nbegecTane M [pepxauien B npaBow
pyke cocyd B BUOE ThIKBbI-FOPNAHKA C HAMNUT-
KOM, ucuensiouwmm sce BonesHu (mun. 7). OH
HanoMuHaeT o TOM MOMeHTEe U3 flereHgapHo-
ro xm3rveonucanua Kyan-am, korga, byay4n
eLle 3eMHOM NPUHLLeCCOo, OHa BOMNpeku sone
0TLa, XenaBlwero BbiAaTe ee 3amyX, ybexa-
na B rOPHbIM MOHacTuips. OBpeTs YyypecHble
cnocobHOCTM, OHa BNOCNEACTBUM Bbinevynna
cMmepTensHo BonbHOro oTua, NPUroTOBKB ne-
KapcTBO U3 COBCTBEHHBIX rna3, 3a 41o Hebec-
HbliA UMNepaTop BepHYn e 3peHune u npu-
YUCIKUA K NUKY CBATHIX. My3enHas ckynbnTty-
pa KyaH-am Toa woH 18 8., oTnn4awancs
rapMOHNYHOCTLIO hOPM, MATMKOCTLIO MOLENU-

hip of his mother Maya, who
is standing in a garden holding
a tree branch. This figure of
small proportions is entirely
covered with gold leaf on dark
lacquer, and is related to a
type of miniature plastic with
a significance of its own. It is
often included in a group illus-
trating episodes from the life
of the Great Teacher.
Bodhisattva imagery takes
an important place in the al-
tar's sculpture, among which
statues of Quan-Am stand
out. She is the goddess of
mercy, compassion and the
patron of motherhood. Vari-
ous incarnations of Quan-Am
found reflection in corre-
sponding iconographic types.
For example, the multi-handed
(12-handed in the museum’s
piece) goddess embodies the
idea of divine omniscience and
omnipotence, and willingness
to come to the aid of all the
followers. A very poetic image
of Quan-Am toa shon (in the
mountains) shows the goddess
sitting on a rock pedestal,
holding a gourd-shaped vessel
in her right hand containing a
liquid able to cure all ilinesses
(Pl. 7). This depicts the mo-
ment from the legendary biog-
raphy of Quan-Am when she
was still an earthly princess and
ran away to a mountain mon-
astery against her father's will,
as he had wished to give her
away in marriage. Having
gained amazing abilities, she
subsequently healed her termi-
nally ill father after preparing a
medicine from her own eyes.
For this the celestial emperor
returned her sight and elevat-
ed her to the order of saint-
hood. The museum's sculpture
of Quan-Am toa shon of the
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Hunognux.
Buemnant.
AlIX 8.
Aepeao, nax,

Ppeavia, pocnuce.

B. 26
No 18822-1

Regent of the

Ipaaumens underworld,
Functionary. nodaexnoz0 Vietnam.
Vietnam. Mupa. Late 19th
I9%h century. Bvemuanat, century.
Wood. lacquer. Koney XIX g. Woad, lacquer,
carving, Aepeso, aax, carving,
painting. pesvba, pocnuce. painting.
H. 26 B. 30,5 H. 30.5
N 18822.] Ne 188311 N 188311

9

POBKM CBOBOAHO CTPYALMXCA CKNALOK OAEX-
Obl, NPOHW3BLIBaOWMM Beck 06pa3 owyuleHn-
eM MOoKOA ¥ YMWPOTBOPEHHOCTM, MOXET ObiTb
OTHEeCeHa K Ny4YWuM NPON3IBEAEHNAM BbeT-
HaMCKOW MnacTuKu.

BepxHIOKO CTyneHs antapa BeH4aloT 0Obly-
HO TPW MOHYMEHTanbHble CKyNbNTYpsl Byaas
Tam TXe, CUMBONUIUPYIOLLME NPOLWINCe, Ha-
cToflee n Byayuwee, a Takxe rnasHblie apa-
roueHHocT bynpnusma — byapay, LOxapmy
(YyeHue) u CaHrxy. BtopocTeneHHbIM nepco-
HaXxam OTBOAMIOCH MECTO Ha HUXHUX sipycax
n B BokoBbIX Npuaenax xpama. 370 YUHOB-
HUKW B BbICOKMX LUankax W napanHbix xana-
Tax (un. 8), HeBecHble MY3blKaHTIWLM, rpo3-
Hbl@ BOWHBI, CNYXAHKM 1 IOHOLK C NoAHOWe-
HUAMMU B pyKax. 34eCk Xe BOCCEeOaloT ofleThie
B CTporve ouuManbHbie KOCTIOMbl CyAbW-
npaBuTenu noasemHoro uapcrtea (mn. 9),
rae, corfnacHo TpaguLUMoHHbIM NpeacTasne-
HUAM, NPOMCXOAUT Cyf Hag Aywamu ymep-
IWKMX rPeLHWKOB W onpenenfeTcs ux Hakasa-
Hue. NpencnofHas AenuTcs Ha csoeobpas-
Hble YUCTUNKLLE, Ha3blBaeMble BO BbeTHame
‘necatb ABOPLOB", B KOTOPbLIX AYWW MCKyna-
IOT CBOW Fpexu nepen cnefylowmm nepepox-
OeHnem.

JanHaa Tema Obina HeobblyamHO nony-
nApHa U B XpamoBowr xueonucu. CBUTKMU ¢
n3obpaxeHuamMM OeCATU NOA3EMHbLIX L4BOP-
LOB U UX NOBeNUTEeNen BbliBeWWBaNucL B 60-
KOBbIX ranepesx, BeAyU|MX B CBATUNULLE. A B
KayecTse oxpaHuTenewm cakpanbHOro npo-
CTPaHCTBa BbicTynany GoXxecTBeHHbie cTpa-
KW, TaKXe 3aneYaTNeHHble Ha XWBOMUCHBIX
KapTuHax. OgHO M3 My3enHbIX npouisefe-
HuM npegcrasnset HebecHoro BouHa Kum



18th century, differing in its
harmonic form, softness of
design, free flowing folds of
clothes, and overall feeling of
peace and tranquillity, can be
considered one of the best ex-
amples of Vietnamese plastics.

Three monumental sculp-
tures of Buddha tam-the usu-
ally crowned the upper part of
the altar, symbolising the past,

present and future, as well as -

the principle jewels of Bud-
dhism — Buddha, Dharma (the
doctrine) and Sangha. Second-
rank personages were assigned
a place on a lower tier and in
the side fixtures of the tem-
ple: functionaries in high hats
and ceremonial robes (Pl. 8),
celestial musicians, formidable
warriors, maids, and young
people all holding gifts in their
hands. There are also court re-
gents of the underground
kingdom dressed in formal
clothing (Pl. 9), where, ac-
cording to traditional repre-
sentations, trials against the
souls of the dead sinners took
place and their punishment
was determined, Hell was di-
vided into several purgatories,
which in Vietnam are called
the “ten palaces”, where the
souls repented their sins be-
fore reincarnation.

This subject was unusually
popular in temple paintings.
Scrolls with the images of the
ten underworld palaces and
their commanders were hung
on gallery walls. As for the de-
fenders of the sacral area, di-
vine guards came forward,
which are also depicted in the
pictorial paintings. One of the
museum’s works shows Kim
Khuong the celestial trooper
dressed in highly painted ar-
mour with fluttering bands
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KbloHra, obnavyeHHoro B Kpaco4Hsie gocne-
XU C pa3BeBaloLMMMCA NeHTaMuK, CTOALEro 8
ycTpawawoluien nose ¢ NogHATbIM MeyoMm B
pykax. OrHeHHbln Opeon OKpyXaeTr ero
ronosy (1n. 10). Mo HapoOAHbIM MOBEPbLAM,
Kum KblOHr 3aliMLiaeT xpambl M Xunuwa ot
BTOPXXEHWA Bparos, 3NblX AYX0B, NEeMOHOB,
obeperaeT nofen o1 HecyacTum u Bonesxen.
KynbToBble KapTUHLI BbIMONHANUCE BOAAHbI-
MW KpackamMWu Ha BepTUKaNbHbIX ByMakHbix
cBUTKax B lWenkosom obpamneHum — Tex-
HWKa, npuwegwas ua Kutas u pacnpocTpa-
HEHHanA TakXe B NPUABOPHOWM CBETCKON XW-
BONWCH.

B nosgHecpepnHeBekoBbIA nepuog cTanu
nonynapHbl Kcunorpaduyieckme CBUTKKA, OO-
NONHEHHbIE POCMUCEIO OT PYKU, KOTOpbIE, B
oTnuyme oT obpasuos 3NUTAPHONR XUBOMUCHK,
Beinu bonee fOCTYMHBI MPOCTOMY HaceneHuo.
OCHOBHbBIM LEHTPOM WX MNPOV3BOLCTBE B KOH-
ue 19 B. CTaHOBATCA MacTepckue XaHos. Bky-
cam ropoxaH oTBevana TpaguLMoHHas Tema-
TVIKa KapTUH: u3obpaxeHune kpacaeull, Urpaio-
LWMX Ha MYy3blKanbHbIX MHCTPYMEHTAX, LUBETHI 1
NTULUbI, CUMMBONU3INPYKOLLME BpeMeHa roaa,
BOCEMb [aocckmx GeccmepTHbiX. bOnbyo
4aCTb M3 HWUX COCTABNANM CEPUM CBUTKOB MNo
MOTUBa@M M3BECTHbLIX NUTEPAaTYpPHbIX NPOU3BE-
OeHun, npeaaHi u nereqg. B mysee xpaHuT-
cAa konnekuna ceitkos 20 B., oXxBaTbiBaloWan
NPaKTU4eckn BCe CIOXeTbl TPaAULLNOHHOW ro-
poackor kapTuHel. Cpean HKX ocobeHHo MHTe-
pecHbl paboTbl 3HAMEHUTOro XYAOXHUKE HryeH
HOaHr Kxuema (pog. 1914), nocBATUBLLErO OAHY
Cepuio U3 4eTblpex CBWUTKOB [ApPeBHEeMYy cka-
3aHVIO O NpaswTene paHHEBbLETCKOro rocy-
napctea AH 3bioHr-BbioHre {(un. 11). B HeM ro-

standing in a terrifying pose
with a raised sword in his
hands. A halo glows above his
head (PIl. 10). In national cul-
ture, Kim Khuong protects the
temple and its inhabitants
from enemy invasion, evil spir-
its, and safeguards people
from misfortune and illness.
Religious paintings were made
using water-based paints on
vertical paper scrolls with silk
settings. This technique came
from China and also became
widespread in fashionable
court art.

In the late Middle Ages xy-
lographic scrolls became popu-
lar, in addition to hand paint-
ing, which unlike the elitists
works, was more accessible to
the common people. The work-
shops of Hanoi became the
main centres of this type of
production at the end of the
19" century. The pictures’ tradi-
tional themes responded to
peoples’ tastes and included
such scenes as portrayals of
beauties playing on musical in-
struments, flowers and birds
symbolising the seasons, and
eight Taoist immortals. A great
part of these were made up of
a series of scrolls adorned with
themes of the best-known
novels, traditions and legends.
The museum holds a collection
of scrolls from the 20th centu-
ry encompassing practically all
topics of traditional Hanoi
works. One of special interest
among these is the work of the
famous artist Nguen Dang Khi-
em (born 1914). It is one series
of four scrolls devoted to the
ancient legend of the ruler of
the early Vietnamese state of
An-Zuong-vuong (PI. 11). It
tells of how a magical turtle
gave its claw to An-Zuong-
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Nguen Dang
Khiem.

Sevoll from the
series “Legend of
An-Zuong-vuong”.
Vietnam. 1986.
Colovur on paper .
168.5 x 39.5
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BOpUTCH, Kak BosiwebHan yepenaxa nogapwna
AH 3blOHr-BblOHrY obnagalowWwmnn Yyynonen-
CTBEHHOW CWMIOW KOFoTh, W3 KOToporo 6bin
caenaH HakoHe4yHuk apbaneta. Ero noxmuaer
BCTYNUBLUWIA B CrOBOP C BparamMu My NPuH-
ueccbl Mu Tay. 270 No3BoAAET NPOTUBHUKAM
3axBaTWUTb KPenocTb-cTonuuy, ¥ AH 3blOHT-
BbIOHI BMECTe C A04epblo BbIHYXAeH Bexars.
He Bepsawas 8 uimeHy Mwu Tay Bpocaer no
Jopore nepbd U3 CBOEM HakWUOKU, U MO 3TUM
3HakaM npecneposateny HacTUralT WX Ha
mMopckom nobepexbe. PasrHeBaHHbi AH 3bl-
OHr-BbIOHT yOUBaeT AoYb, WU Kanenbku KpoBwm
Hec4yacTHOWM OeByLWKu, CTekaa B BoAy, npespa-
W arTCH B HKEMHYXKKMHDBI. ‘-Eepenaxa nomoraer
cnactvcb AH 3blOHT-BbIOHTY, @ HE BblAepXas-
WKk cepae4Hblx Myk mMyx Mu Tay Bnocneg-
cTeumM Bpocaercs 8 konoged. Komnosuvuum
KapTuH, pa3buteix Ha ABE 4acTu, NO3BONFIOT
noapobHO NpocneanTs XO4 NereHaapHoOn uc-
Topuu, XUBONUCHbIE UANIOCTRPAUMK OTIUYa-
IOTCA HEenoCpPeACTBEHHOCTLIO B nepegaye ob6-
pPa3oB, YCNOBHOCTLIO KOMMO3NUMOHHOTO NOCT-
pOeHUA, KPaco4YHOW AeKOPaTUBHOCTLIO.

Ecnu mactepa xaHoMckux Kcunorpaguyec-
KMX CBUTKOB CTPEMWIMCb MCMONb30BATH NPU-
eMbl KNaCCUYeCKON XMBONUCK, TO CO3aaTenu
‘nepeseHckoro” nybka pabotanu B pycne
POoNbKNOPHLIX Tpaauum. JlyBoyHbie Npous-
BEAEHWA MOWUCTUHE BONMNOTUNM B cebe ayx m
XxapakTep BbeTHaMCKOro Hapoga. JT0 He-
bonbworo pasmepa KapTuHku (B cpepHem
25x35 cM), neyataswmecs Ha bBymare pyyHo-
ro NPou3BOACTBA C HECKOMNbKUX AePeBAHHbIX
focok. BonokHuctan bymara w3 pucoson
conombl, nbo 13 nuctoee Gambyka 1 kopbl
Wenkosuubl, NMBO M3 OPNNHOro Oepesa MMme-

vuong. An arrowhead was
made from this claw and was
stolen by Princess My-Chau's
husband, who collaborated
with the enemy. This allowed
the oppressors to seize the
fortress city and An-Zuong-
vuong and the daughter were
forced to flee. Not believing in
treason, My-Chau threw
feathers from her cloak onto
the road, leaving a trail that
allowed the pursuers to track
and catch up with them on the
seacoast. The angry An-
Zuong-vuong  killed  the
daughter and the poor girl's
drops of blood dripped into
the water where they changed
into pearls. The turtle helped
to save An-Zuong-vuong. Lat-
er, the heartbroken husband
of My-Chau was so distraught
that he threw himself into a
well. The picture is composed
in two parts, which makes it
possible to follow the course
of the legendary story in de-
tail. The picturesque illustra-
tions are noted for their spon-
taneity in portraying images,
conventionality of composite
formation and coloured deco-
rations.

The masters of the Hanoi
xylographic scrolls strove to
use classical ways of painting,
while the creators of “village”
wood prints worked along the
lines of folk traditions. Wood
prints embodied the character
and soul of the Vietnamese
people. Small pictures (about
25x35 c¢cm.) were printed on
handmade paper produced
from several wood blocks. Fi-
brous paper made from rice
straw, either from bamboo
leaves and mulberry bark, or
from aquiline wood, had natu-
ral soft-cream tones, but more
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Hogwln rog 8o
BoeTHame oTmeYa-
£TCA N0 NYHHOMY
KaneHgapio 1 npu-
XOOMTCH Ha KOHel
FHBapR — CEpeAvHY
theapans. [pazz-
HIAK SHBMEHYET KO-
HELL 3UMbI 1 nepe-
AOfL K HOBOMY LAK-
Ny, BECEHHEMY Ce-
30HY,

The New Year in
Vietnam is
celebrated

according to the

lunar calendar and
occurs at the end
of January — middle
of February. The
celebration signifies
the end of winter
and the passage to
the new cycle,
spring.

na ecTecTBeHHbIN HEXHO-KPEMOBLIW TOH, HO
yalwe okpawuBanacb B KPacHbIW, XenTbiM,
opaHXeebln v Apyrue apkue ueerta. B kpacky
ona doHa nopown pgobasnsnm TonYeHsIA nep-
namyTp, NPpMAaBaBWNUIA KapTUHKE HapAaaHbIR
Bneck u NepenuB4aToCTb. PaHblUe UCMONb30-
Banncb TONbBKO eCTeCTBeHHble KpacuTenwu:
YepHbIA MONyHanu M3 caxu, CUHKUA — K13 UH-
AUro, XenTeln, GPUONeToBbIN — U3 pasnU4HbIX
Tponuyeckux nepesbes U T.M., a 8 20 B. cTa-
VN NPUMEHATL U aHUNUHOBbLIE Kpacku, [Tpons-
BoAcTBO nybkos ObiNO WWMpPOKO pacnpocTpa-
HeHo B pepeBHAXx CeBepHoro BeerHama, a ca-
MbIMW M3BECTHBIMU LEHTPaMu, OenCcTBYiow M-
MW U TTIOHBIHE, CTa/Th CelieHne ﬂDHI’XD u ynwnua
XaHr4YoHr B XaHoe.

Takve vsgenua NONyYunn HasBaHie YaHb
73T (HOBOroAHAN KapTUHa), Tak Kak TpagULMOH-
HO UMW yKpawanu Aoma, ocobeHHo K camomy
rMasHOMY BbeTHaMCKOMY npasgHuky 131 — Ho-
sBomy rogy'. Jlybku BbisellvBanu y Bxopa, BOK-
pyr antaps, HO Npexae BCero Ha kyxHe, rae
uapun 6or gomawHero oyara Tao KyaH u kap-
TMHKE € ero u3obpaxeHuem Obina rnNasHbIM
npeaMeToM B cvMBoNM4eckoM obpsane “nposo-
nos” boxectsa Ha Hebeca. Tam OH fokNaabiBan
HeBecHomy umnepaTopy O NOBEABHUM YNeHOoB
ceMby B TeyeHue roga. Mommmo duryp boros u
OXpaHUTENEN OCHOBHYIO Maccy nybo4Hbix n306-
paxeHwui cocTaBnsioT OnaronoxenatefibHble
MOTUBLI. B My3enHoW Konnekuuu npeacrapieH
npakTUYyecky nonHel Habop nopobHbIX cloxe-
ToB. Hanpumep, “MeTyx y Kycta NuoHOB” — no-
xenaxwe novera n boratcrea, “Manb4mk ¢ rycem
1 noTocom” — BeckoHeYHoe poxaeHue yoaunu-
BbIX CbiHOBEN, "Kypuua ¢ ubinnarammn”, “CeuHbS
C nopocsaTamun” — n3obunve v npouBeTaHue.

often was painted in red, yel-
low, orange, and other bright
colours. Ground mother-of-
pear| was added to the paint
for the background, enhanc-
ing the picture with shine and
iridescence. Earlier only natural
dyes were used, for example,
black, derived from soot, blue
from indigo, yellow and violet
from various tropical plants,
etc. However, in the 20th cen-
tury aniline dyes started to be
used. The production of wood
prints was widespread in the
villages of northern Vietnam
and the Dong Ho village and -
Hang Chong street in Hanoi
are the most well-known cen-
tres to date.

Such works are known as
chanh Tet (New Year pic-
ture), as they traditionally
adorned the home especially
before the most important
Vietnamese holiday Tet — New
Year'. These wood prints were
hung at the entrance of the
house or around the altar, but
most significantly in the kitch-
en where god of the home
hearth Tao-quan looked over
domestic matters and a picture
with his image was the main
object in the symbolic ceremo-
ny of “farewelling” the divine
being to heaven. There he re-
ported to the celestial emperor
about the behaviour of family
members during the year. Be-
sides images of gods and pro-
tectors, the main body of
printed works consisted of be-
nevolent motifs. An almost
complete set of these items is
displayed in the museum’s col-
lection. For example, “Cock in
the Peony Bush” — a symbol of
honour and wealth, “Boy with
the Goose and Lotus” — infi-
nite birth of successful sons,



>

Print “Trial
of the Toad

JIydox “Cyd and Sheat-fish”.
aJcabul ¢ comom”. Vietnam, Dong
Buemnan, Ho village.

depeann Honexo. Mid 20th
Cepeduna XX a. century.

Ej.‘,\!. , UEEMmHAR Paper, colowred
neunoepaginig. xylography.
25,5 x 34,3 250 % 34.3
Ne 210881 Ne 210881
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MonynApHOCTLIO NOIb30BaNMCh KapTUHKM Ha
ncTopuyeckre Temsl, ¢ 3obpaxeHnem Hauymo-
HaslbHbIX repoes, a Takxe nyBKW caTMpU4ecKoro
cofepxaHna, Ha oaHoOM K3 My3enHbIX npou3se-
LeHnr 3ane4artiieHa cueHa cyaa Mexamy »kabow u
comom (un. 12). Cyaba-kapn, NOMELWeHHbLIA B
BEPXHEM MpasoMm yray, npuHUmaeT y xabbi
xanoby Ha coma, ykpaBuero ee Manbkos. Mocne
cnpaseanveoro pasbupatenscrea BCe UHTPUMA
anyHoro coma bbinu pasobnaveHsl. Haanuce Ha
KapTuHke coobliaeT 0 MyapOM DELUeHNA CYAbU.
B nofobHbix cloxertax B 3aByanmpoBaHHon (op-
Me BblCMeMBanicb WU NopuUanuce M3o0OMMCTBO
YNHOBHMKOB, XaOHOCTb Borayem 1 opyrve no-
poku. Jlybkun obnaganu BGonblwow npUTaAraTens-
Howv cunow bnarogapa ACHOMY KOMMO3ULMOHHO-
My NOCTPOEHMIO, NaKOHU3MY M30Dpa3nTenbHbIX
CPeACTB, HarnAAHOCTU WU faxe onpeneneHHomn
HanBHOCTK B Nepefade oBpasoB, APKOM AeKopa-
TUBHOCTH.

VIHTEepecHbI acnekT HapoAHOro UCKyCCTBa
NEeMOHCTPUPYIOT HAXOAAUWMECH B KOMIeKL UM
MapuUOHETKU  TPAagUUMOHHBIX  KYKOMbHbIX

Kyxaa- Theatre puppet.
Mapuonemia. Vietnam.
Buemnan, XX a. 20th century.
Aepeso, pesvia, Wood, carving,

pocnuce. painting.

B. 32,5 H. 325

Ne 200001 Ne 200001
13

“Hen with Chicks”, “Pig with
Piglets” — abundance and
prosperity, and so forth. Pop-
ular pictures were of an his-
torical nature with images of
national heroes, as well as
wood prints of a satirical per-
suasion. One of the museum’s
works shows a court scene be-
tween a toad and a sheat-fish
(Pl. 12). The judge, a carp, in
the upper right corner, listens
to complaints from the toad
about the sheat-fish, who
stole her tadpoles. After a fair
examination, the mischief-
making of the greedy toad is
exposed. The inscription on
the picture declares the wise
decision of the judge. In simi-
lar pictures, clever satirical
scenes ridicule and reproach
the bribe-taking officials,
greediness of the rich and
other social vices. These wood
prints possess great magnetic
power due to their bright
composite formations, laconic
brevity of decoration, graphics
and even a certain naivety in
depicting images and bright
forms. .

An interesting aspect of
the national art is revealed in
collections of puppets for
puppet performances. There



npencrapneHny. CywecTsyloT pa3fnuyiHble
TUNbI TEaTpanbHOro AercTea, Cpegn KoTopblx
ocofeHHO 3HaMeHWUT BbEeTHaMCKWIA TeaTp Ha
Boge. Ero cnekraknm ycrpausaiotca 00bi4HO
Ha HebonblOM ©3epe, NpuU 3TOM 3pUTenn
pacnonarailoTtcs Ha Oepery, a cueHWyeckown
MNOWaAKoM CNyXWUT BOAHARA rMafb, OrpaHu-
YeHHan WecTamMu, COegMHEHHbIMW BepeBKamu.
AKTephl, CTOA B BOAE, MaHUNYNUPYIOT Kykna-
MW, K OCHOBaHWIO KOTOPbLIX KpPenaTca MeTan-
nuyeckue wrbipu. OcobeHHo Bnevatnswowe
BhIFNAQENN BEYEpHUE CnekTaknuW npu csete
dbakenos n denepsepkos. B HapoaHowu cpene
nobunu Takxe 1 0bbi4HbIe KYKONbHbLIE Npe-
CTaBnNeHun, NpoxoauBLLMe UHOTAa B OBWWH-
HblXx gomax. CBoeobpa3HbLIM BEQYyWMM 34ech
BbICTYMana Kykna paccka3yduka-Becenbyaka,
NOACHAIOLEro Xon AeNCTBUA U OTNYCKaOLWEro
WyTKW Ha 3106y aHa. Ero naobpaxanu B Buae
KopeHacToro kpyrnonuuero yneibaouerocs
yenoseyka, ogertoro B HabeapeHHyIo NOBA3KY
(un. 13). Ourypsl ¢ NOABMKHLIMW pyKamun U
HOramu Bblpe3anncs M3 flepeea W packpaln-
BajMCh APKUMW Kpackamu. B TO Xe Bpems
UM, kak u nybky, npucyuwy onpepeneHHas
000DWEHHOCTEL, TATOTEHME K CXEMaTUYHOMY
nsobpaxexuio obpasa. Tak, oTAenbHble aeTa-
nm (nansubl pyk, HOr, thparMeHTsl KOCTiOMa)
He nony4aioT NpopaboTkM M BEITMAAAT HEpacC-
4yneHeHHbiMK Bpycoykamun gepesa.

BoratbiMu TpaguLMAMKM OTNUYHANMUCL MHO-
ro4uc/ieHHble BMAbl AEKOPaTHMBHO-NPUKNaLAHO-
ro TBOp4YecTsa. Hapagy C Kepamukow wu
thapopom 3Ha4MTeNbHbIX BbICOT AOCTUINK
BbeTHaMCKMe MacTepa B UCKYCCTBE XYO0Xe-
cTBeHHOW 0bpaboTku metanna. [Ansa obcnyxu-
BaHWA PENIUTMO3HBIX KYNbTOB NPOU3BOAVINCE

are different types of theatri-
cal performances, among
which Vietnamese theatre on
the water was of particular
significance. The performanc-
es were usually held on a small
lake while the audience sat on
the bank. A smooth water sur-
face served as the stage area,
which was surrounded by
poles connected with rope.
The actors, standing in the
water, manipulated the pup-
pets which were supported by
metal pins. Evening perfor-
mances by the light of lamps
and fireworks were especially
impressive. Regular puppet
shows held in communal hous-
es were also loved by the peo-
ple. The comical storyteller
was one of the leading pup-
pets who played out a series
of actions and made jokes
about the news of the day. His
image was of a stocky, round-
faced smiling man wearing a
loincloth (PI. 13). Figures with
movable hands and legs were
carved from wood and painted
with bright dyes. As with the
wood prints, the puppets had
distinctive inherent features,
which was gravity towards
schematic representation of
images. Thus, separate details
(fingers, feet, costume pieces)
were not highly developed,
and looked like roughly shaped
pieces of wood.

Numerous kinds of decora-
tive applied works were noted
for their rich traditions. Be-
sides ceramics and porcelain,
Vietnamese masters in the
craft of artistic treatment of
metal reached significant
heights. In order to meet the
demands of religious cults, in-
cense burners, lamps, candle-
holders and vases were pro-
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KYPUNbHULI, NOACBEYHUKM, Ba3bl, CBETUNbHK-
KW, pa3Horo popa nopctaBku. Ux crasunu
OBbLIYHO Ha HMXHWE CTYNEHW XPaMOoBbIX anta-
peit unu Ha ocobble HWU3KME CTONMKK Nnepeq
HUMK. Kak npasuno, napHsie, OHW Yalle BCero
OTNMBANMCL U3 pasHbIX CNNAaBOB U HepenKo yK-
palwanmMce Hace4ykon ApyriuMun MeTannamu, Ha-
npuMep, No TemMHon BpoH3e y30p BbikiafbiBasl-
cs cepebpoMm, KpacHOW Meabio 1 XenTou narty-
Hbto, Camol pacnpocTpaHeHHon GopmMon ans
CBETUNBHUKOB CTana durypa Xypaens, nepxa-
LLEero NOTOC B KMOBEe W CTOALLEro Ha Yepenaxe.
Xypaenbs v yepenaxa CBA3aHbl C CUMBONMKOMW
Jonronetus, a B nape obpertaloT AOMNONHUTeNb-
HbIF CEMaHTUHECKU CMbICA — COl03 HebecHoM
U 3eMHoWM chep. JloToC B 3TOM KOMNO3ULUUK
BOCNPUHNMAEETCA KaK CBRLUEHHbIA LLBETOK, CO-
eUHSIOWNIA BLICWIYIO N HUXHIOK 4acTy Bce-
NEeHHOW, a BCA rpynna B LenoM ABNSeTCs 0n-
LIeTBOPEHMEM KOCMUYECKOW FrapMoHn.
HeoBblKHOBEHHYIO (haHTa3nio NpoABIANn
BbeTHaMCKWe MacTepa Mpu Co3AaHnm Kypunb-
Huu, Um niebunm npupasath GopMy pasznuny-
HbIX pacTeHUM 1 nnopos — nepcuka, bamby-
ka, Toikebl (un. 14). Npu 3ToM rnagkoe Tyno-
BO KypuNbHULUBl yKpallaeTca ropensedHbiMmu
UBETOYHO-NUCTBEHHBIMW noberamu, B BUae
KOTOPbIX AenamTcd W pPydykU, a CbemHas
Kpbllika cHabxxaeTcs MUrypHelMU Npopesamu,
CKBO3b KOTOpbIE Npocayvsaercs AbiM bnaro-
BOHWI. Bonee U3AWHO BLITTAAAT KYPUNbHMULLbI
N3 [AparoueHHblXx MeTannos, Hepeako uenw-
KOM axypHble, C OTAeNbHBIMU 0BbeMHLIMK
jetanaMu. Ha My3enHOM 3KCMOHaTe Py4kn
BbIMOMHEHb B BUAe M3IBMBawOLWMXCA duryp
[JpPakoHOB, TYJIOBO W MOACTaBka AeKOpWpoBa-
Hbl HaTypanucTU4YHO nepepaHHbiMK repense-

duced. They were usually
placed on the lower level of
the temple altars or on spe-
cially made low tables in front
of them. As a rule, they were
cast in pairs from different al-
loys, and quite often decorat-
ed with different metals, for
example, a dark bronze plating
with silver, red copper and yel-
low brass inlaid designs. The
most widespread images for
lamps were of a crane holding
a lotus in its beak standing on
a turtle. The crane and the tur-
tle are associated with symbols
of long life and the pair also
represented the union of
heaven and earth. The lotus in
the composition is perceived
to be the sacred flower con-
necting the high and low parts
of the Universe. The three to-
gether is an embodiment of
cosmic harmony.

Vietnamese masters
showed extraordinary imagi-
nation during the creation of
the incense burner. They loved
to add forms of different
plants and fruits such as
peaches, bamboo and pump-
kin (Pl. 14). The smooth body
of the incense burner is deco-
rated with high relief flower
and shoot impressions, which
were also used to make the
handles. A detachable lid was
decorated with ornamental in-
cisions from which the fra-
grant smoke was emitted. In-
cense burners from valuable
metals looked more elegant
and were usually completely
open worked with three-di-
mensional detailing. The mu-
seum’s exhibit has handles
made in the form of writhing
dragons, and the body and
stand are decorated with nat-
uralistic reproductions of in-



Kypunsnuya

a8 Gude MmuKasl.
Beemnuanm.
woney XIX -
navaio XX 6.

Memanan, auwmse.

B. 16,6
Ne 203211

Pumpkin-shaped
incense burner.
Vietnam.

Late 19th -
early 20th
century.

Metal, casting.
H. 16.6

Ne 20321-1
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Kypuasnuua, Incense burner. Haemoawnwiil Table screen.

Buemmnan. Vietnam. awpan. Vietnam.

Cepeouna XX a. Mid 20th Bremmnan. Early 20th

Cepedpo, wexan- century. Havaro XX a. century,

Ka, npocenna, Silver, apen Mpaop, depeso, | Marble, wood,

zpasuposra. work, engraving.  peavba. carving.

B. 185 H. 185 B. 42,8 H. 42.8

Ne 119801 MNe 11980-1 Ne 20311-1 Ne 20311-1
15 16

TalWMmMmuca nuctbamn bambyka — nonynsp-
HOrO pacTUTENILHOrO MOTUBA, ABNALIErOCH
CUMBONOM CTOWKOCTW, HecrmbaemMocTy u MYy -
xectea (mn, 15).

B wu3spenmsax pekopaTtuBHO-NPUKNAgHOro
MCKYCCTBa APKO NPOABUNECH TEHOGHUMUA K Ni0-
Dosanumio npupogHbiMU hopMamu. Mactepa He
TONbKO UMUTUPOBENU B MeTanne unu gepese
BHELUHWIK BUL NpeaMeToB — (PYKTOB, OBOLLEHN,
noberos, HO U WCNONL30OBaNU eCcTeCTBEHHbIE
Kayecrsa npupoaHsbix Matepnanos. OcobeHHo
3TO XapakTepHo ANA U3Aenun, npeaHasHayvyeH-
Hbix Ans kabuHeta y4eHoro. B cooTeeTcTBUU C
KOHMYyUMaHCKOM 3CcTeTMKon “BnaropogHbin
MYX" fONXeH BbiTb OKPYXeH U3ALHbLIMKW Be-
LlamMu 1 Nonb3oBaThCa onpefeneHHbiM Habo-
POM NMUCbMEHHbIX NPUHAANEXHOCTEN, KaKaas
13 KOTOPbIX MOrna npegcraBsnaTs cobon Ha-
CTORWMN Wenesp nckyccrsa. B yucno obsaza-
TeNbHbIX BKMOYaNUCh HaCcTONbHbLIE WUPMbI 1
IKpaHbl, Ha KoTopblie COpbI3rMBanu ¢ KUcTen
W3NUWKKM TYWKW. HekoTopble W3 HUX, BbINON-
HEHHbIE C 0COBbLIM MacTepcTBOM, NO cneum-
ansHOMYy 3akasy, npuobperann 4McTo aekopa-
TUBHbIE PYHKUMKU. K Takum npovssefeHnam
MOXHO OTHeCTU HacTONbHbIA 3KPaH U3 KOn-
nekumm myses (un. 16). B kpyrnyio gepessH-
HYlO paMmy BCTaBieHa oTWNMGHOBaHHAA Mpa-
MOPpHaf NNUTa C eCTeCTBeHHbIM PUCYHKOM
KaMH#A, B KOTOpPOM ABCTBEHHO YWUTAOTCA ovep-
TaHMA (hAHTACTM4ECKOTO fibBa. ITO XUBOTHOE
paccmaTpuBanoch Kak 3Hak CUMbl U MoOrylLe-
CTBa, BOMIOLL@HNE CONHEYHON IHEPruMn, emy
npunucsiBanace Maruyeckas cnocobHocTs oT-
nyruBaTb 3NbiX AyXOB. Ha axypHow nogcraske
Bblpe3aHbl UBETh! M NMCTLS NOTOCa, CBA3aHHbIe
BO BCEX MPUHATHIX BO BbeTHame penuruosHo-



terlaced bamboo leaves = a
popular floral motif, which is
a symbol of firmness, stability
and courage (Pl. 15).

A tendency toward loving
natural forms developed in the
works of the decorative ap-
plied arts. Masters not only
imitated the external appear-
ance of the objects in metal
and wood with fruit, vegeta-
bles and shoots, but also used
natural qualities of natural
materials. This was especially
characteristic of works intend-
ed for the study of scholars. In
compliance with Confucian
aesthetics “the noble man”
was to be surrounded by ele-
gant objects and collections of
writing utensils, each of which
represented a genuine master-
piece of art. Mandatory ob-
jects included desk shades and
screens, on which excesses of
ink from brushes were sprin-
kled. Some of these objects
were produced in a specially
decorative way by special or-
der and fulfilled a purely dec-
orative function. The screen
from the museum’s collection
can be considered an example
of this work (Pl. 16). Polished
marble plate with natural pat-
terned stone was placed into a
round wooden frame in which
the outline of a fantastic lion
is clearly visible. This animal
was regarded as a symbol of
power and might, the embod-
iment of the sun’s energy and
was bestowed with the magi-
cal ability to ward off evil spir-
its. Flowers and lotus leaves
were carved on the open-work
stand, which is associated in
all the religious teachings in
Vietnam with cleanliness, puri-
ty of the soul and freedom
from earthly vanity — all the
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Aexopamusrsie
nanHo.
Bremnan.
Havanro XX s.
epeao, xocmb,
aax, pesvba,
pocnucs,
MOHUPoaKRA.
69,5 x 21,8
Ne 200841,
200851

B
=

Decorative
panels.

Vietnam.

Ear{v 20th
century.

Wood, bone,
lacquer, carving,
painting, loning.
69.5 x 21.8

Ne 200841,
20085-1

3TUHECKUX YHEeHUAX C MOHATUAMUW YUCTOThI, HE-
3aMyTHEHHOCTK ayxa u cBobofgbl OT CyeTHOro
Murpa, NPUCYLWMMN NCTUHHOMY MyapeLy.

KameHb 1 nepeso Boobule nanobneHHsle
matepuansl B ybpaxctee kabuHeTa yyeHoro.
Wkadel, Kpecna, CTONbl U3roTaBAMBaNWChL U3
LEeHHbIX TPONMUYECKUX NMOpoa AepeBbes, Mo-
KPbIBanucb NakoMm M BCTABKaMM U3 KOCTU W
nepnamyTrpa. KoctaHbiMW Haknagkamu ¢ ¢u-
rypHbiMU M300paxeHnaMn yKkpalleHbl My3en-
Hble JeKOpaTUBHbIE MaHHO, KOTOopble NepeBo-
Ha4YanbHO ABNANNCE CTBOPKaMW HAcTONbHOMU
wupmel (1n. 17). CioxXeTHbIE KOMMO3ULUKA Ha-
CblleHbl MHOXEeCTBOM AeTanen 1 pa3Bopayu-
BAIOTCHA, Kak B XWUBOMWCHOM CBUTKE, MO Bep-
TUKanu, cBepxy BHW3. TpagWLMOHHbLIE Neu-
3a)XHble MOTUBbLI C ropamMu MpUHYLNUBBIX
o4yepTaHWin, BEplNHbI KOTOPbIX TEPAIOTCH B
obnakax, n dwurypamm Heboxwutenen wnnm
MyLopeuoB, nobyolwmrxca npupoaon, CMeHs-
I0TCA BUAAMU MOLWEHbIX YepHO-BensiMn Nau-
TamMu B LWaxmMaTHOM MopAake BHYTPEHHMX
ABOPUKOB, OKPYXEHHbIX U3ALWHBIMA CTPOEHMU -
AMW, 30eck NpefacTasfeHbl Urpaolme B Wwaw -
KM 3HaTHble JaMbl U HabnoQa0 WMWK 38 TaHLY-
lolwle neByLWKOW BenbMoxa. BHM3y nomele-
Hbl NpeaMeTs!, CUMBONU3IUPYIOLINE YHEHOrO:
CTOMKA C KUCTAMW, Beep, Ba3a C MepcuKkoMm,
rpaHaToM W nanb4aTtbiM NUMOHOM, 0Bpa3sHo
Ha3biBaembiM "nansuamn byaasl”, u apyrve.
BupTyo3HocTs B obpaboTke KOCTW NposBM-
nace B TWaTensHOM U cKpynynesHom miobpa-
XeHUN Bcex noapobHocTen BbiTa, KOCTIOMOB U
Nno3 nepcoHaxen — npegcrasurenen boratoro
COCNOBMA. YepHOo-NakoBbiA (DOH NaHHo pacnu-
CaH 30N10TOM, @ KOCTAHbIE penbedbl TOHNPOBa-
Hbl XeNTOn, KPacHOM U CUMHEN KpacKamu.

inherent attributes of a true
scholar.

Stone and wood were gen-
erally the favoured materials
for furniture in scholars’ stud-
ies. Cupboards, chairs and ta-
bles were manufactured from
expensive cuts of tropical
trees, lacquered and then in-
laid with ivory and mother-of-
pearl. Bone work with ornate
imagery adorns the museum’s
decorative panels, which orig-
inally were parts of table
screens (Pl. 17). Narrative
compositions are very rich and
reveal a great number of de-
tails, as in the pictorial scrolls,
which read vertically and from
top to bottom. The museum’s
panels include traditional land-
scape motifs with fantastic
mountain outlines with their
peaks lost in the clouds, and
figures of celestial beings or
scholars admiring the nature.
In the middle part of the pan-
els there are inner yards of
chequered black and white
tiles surrounded by elegant
structures. Here noble women
play checkers and a baron ob-
serves a dancing girl. At the
bottom there are placed ob-
jects symbolising a scholar: a
brush pot, fan, bowl of
peaches, garnet and fingered
citron, figuratively called the
“hand of Buddha”, and other
such items. Virtuosity in the
treatment of bone work came
into its own with the careful
scrupulous mastery of all de-
tails in the way of life, cos-
tumes and the characters’ pos-
es, which were representations
of the nobility. Dark lacquered
background panels were paint-
ed in gold, but the bone relief
work was toned with yellow,
red and blue dye.
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LLUnpoko npumMmeHsemMas TeXHUKa MHKpycTa-
LMK NepllaMmyTpoM, COrfacHo XPOHMKanbHbIM
ceefieHnAM, M3BecTHa Bo BoeTHame c 12 B., a
cBOero pacusera oHa gocturna 8 18—19 Bs.
Ocobon kpacoTou CnaBUNUCh pakoBUHbI, A0-
BoiBaemMble Ha nobepexbe KXHOKMTaNMCKOro
MOpS, a TakxXe peyHon nepnamyTp € po30BbIM
WK NANOBBIM OTTEHKOM. JNA WHKPYCTUPO-
BaHHbLIX WM3OENMW WCNONb30BaNK NPOYHYIO
BNaroycTonymByio ApeBecuHy, npeasapuTens-
HO XOPOLO BbICYWeHHY. My3eHan wkaTyn-
ka ans 6erena' koHya 19 — Havana 20 B., BbI-
NONHeHHas No 3TOW TEXHOMOrMWN, ABNAETCA TK-
MUYHLIM NPeaMeToOM BbeTHaMCKoro Beita (un.
18). 370 kpyrnas kopobka c rnybokon kpsill-
KOW, BHYTPb KOTOPOW BCTaBfleHa nono4vka ¢
HEeCKONbKUMW OTOeNneHnaMM ONS NHIrpegueH-
ToB OertensHow cMecu, BCA MOBEpPXHOCTH
KpblwKK 0BnNbHO AeKopupoBaHa CNOXHbIMK
nepnamyTpoBbiMy y3opamu. Ee LeHTp oTMme-
YeH ABYMA durypamu nituy GbIOHT XOaHr,
130BpaxeHHbIMU MO TPAJULUOHHOMY KaHOHY
C KIOBOM MeTyxa, AnuHHon nebeguHon Wweew
W NbllHbIM GaszaHbum xBocTom. DaHTacTu-
Yeckue cyulectBa CNIOBHO MapfaT BOKPYr or-
HEHHOM XEeM4YYyXWHbI B obnakax w HecyT B
KnioBax CBUTKW — CuMBONbLI BnaropofHown
y4eHOCTW. B cpeqHemM KOHUEHTPUYECKoOM no-
qce NoMelleHbl KomMnosvumum 13 bart 6ao —
“BOCHMW AparoueHHbix npeameTtoB”. OHKM co-
cTaBneHbl 13 atpubyToB gaocckux beccmepT-
HbIX U K HUM OTHOCATCA: ThiKBa-ropnaHka, Ko-
TOpan 4acTo COYeTaeTcA C CYMKOW ANA PYKO-
MACHbBIX KHWM, — 3HaK OOAronetna n gocrar-
Ka, KMCTOYKa ANA NUCbMa — Y4eHOCTb, Beep
M3 NMUCTbEB CMOKOBHMUBI — apWCTOKPaTU3M,
(hneiTta — TanaHTIMBOCTb, KOP3MHa C LiBeTa-

1

betens — xesa-
TeNbHaa TOHNIMPY-
0LUEA N Ae3nHDK-
LUpYIOLLAR CMeCh,
B COCTaB KOTOPOW
BXOOAT NWCTLA NKa-
Hoobpa3sHoro pac-
TeHua betenn (Piper
betle), opex
APEKOBOW NanbmMel
(Areca catehu),
ralueHas uisecTs W
PA3NUYHBIE CrIELMM,

Betel — chewin

tonic an
disinfective mix, in
which leaves of
liana-type betel
plant (Piper betel),
nuts from areca
palm (Areca
catehu), lime and
different spices
are combined.

The widely used technigues
of mother-of-pearl inlay, ac-
cording to chronicles, have
been well-known in Vietnam
since the 12th century, with its
heyday in the 18th and 19th
centuries. Of special beauty
were the famous shells ob-
tained from the coast of the
South China Sea, as well as the
use of river mother-of-pear!
with pink and lilac shades. Sol-
id water-tight wood was used
for inlaid works, which was
well hardened beforehand.
The museum’s betel box' late
19th — early 20th century, was
made from this technique, and
was a typical item in everyday
Vietnamese life (Pl. 18). It is a
round box with a deep lid, in-
side which are arranged
wooden dividers making sever-
al compartments for betel in-
gredients. The entire surface
of the lid is lavishly designed
with complex pearl patterning.
Its centre is notable for the
two images of birds phuong
hoang, worked in accordance
with the traditional canon with
a beak of a cock, a long
swan's neck and a splendid
pheasant tail. There is a fan-
tastic essence in this image as
if the two birds are soaring
around a flaming pearl in the
clouds carrying scrolls in their
beaks — symbols of noble
learning. In the concentric
band there is a composition of
bat bao - “eight precious
items”. They are composed
from the attributes from the
Taoist immortals and relate di-
rectly to them: the gourd is
often accompanied by a bag
for books of manuscripts — a
sign of longevity and prosper-
ity, brush — learning, a fan
from fig tree leaves — aristoc-



MW = npouseTaHune, Mey — xpabpocTb, My3bl-
KanbHblW ynapHbi MHCTpymMeHT (roHr, kacra-
HbeTbl unn BapabaH) — pobpoe npegsHame-
HOBaHWe 1 4YUCTOTa NOMbLICIIOB, ONaxano WM
MYXOroHka u3 nepoes — nobpoaerennHoCTh,
Munocepaue. Bce MOTUBLI BBINOMHEHSI C yAMU-
BUTE/IbHbBIM W3ALLECTBOM, MPOPUCOBKON Mefb-
Yallwux AeTanei Npu NoMoLM rpasupoBKM,
TaK 4TO Aaxe BUOHbI TOHKUE YCUKU BUHOrpag-
HOW No3bl, 0OBMBAIOWEN BHEWHWE Kpan KO-
pobku.

MepnamyTp Yauie BCero NpuUMeHsNu ans
yKpauweHns nakosbix ugenun. Cpenu crapbix
NpeaMeToB — 370 LWWPMbI, AeKOopaTUBHbIE
NaHHoO, WKkaTynkn, Basbl, mebenb. B nepson
4yerBeptn 20 B, NOABNAETCA CTAHKOBaA Nako-
Baf XMBOMKNCh, CO3[aTENAMMU KOTOPOW B HOro-
BocToyHoM A3uKM CHYUTAIOTCA MMEHHO BbeT-
Hamckue xynoxxHuku, Mysen obnagaer 3Ha-
YnTensHoW konnekunen noacbHeix Npousse-
OEHWA, B KOTOPbIX Hapagy C POCNUChIO
WCMNOoNbL3YIoTCR Kak rpaBUpoBKa no naky, Tak u
WHKPYCTaLWA ANYHOM CKOPNYNOMA U KyCoYKamu
nepnamytpa. CoBpeMeHHbIe MacTepa yCnewHo
paboTaloT B NyYWMX TPaAMUMAX NaKoBOro pe-
mecna, oborawan ero HOBbIMKU MAGAMM U Tex-
HONOTUYECKUMW NpUeMami.

MpekpacHblM 0Bpa3sLom nakosom npoayK-
uuu KOxHOro BbetHaMa ABnAeTCs OeKopaTus-
Hoe Bnono, BeinonHeHHoe B 80-x rr. 20 8. B
Xowmnmune. (un. 19). MNpexje Bcero nopaxa-
0T pasmepsl uznennsa (guametp 124 cm), oc-
HOBY KOTOPOTO COCTaBIIfET LUENbHbLIW KYCOK
nonepeYyHoro cnuia orpoMHoOro gepesa. Ero
NOBEPXHOCTL MOKPbLITA CNeLuanbHbiM rPYHTOM
M3 CMEecK CMOIbl NaKoBOro AepeBa K3ul LOH,
PUCOBOW Wenyxu, Menkux onunoK N Kepamu-

racy, a flute — the sign of tal-
ent, basket of flowers = well-
being, sword = a sign of brav-
ery, percussion instruments
(gong, castanets and a drum)
= a good omen and sign of
pure intentions, whisk made
of feather — a sign of virtue
and mercy. All motifs are exe-
cuted with surprising grace
and intricate detail using incis-
ing so that even the finest
runners of the grapevine are
visible, winding around the
outer edge of the box.

Mother-of-pear| was most
often used for decorating lac-
quer works. These included,
among the old objects, screens,
decorative panels, cases, vases
and furniture. In the first quar-
ter of the 20th century, lacquer
painting appeared, and it is
considered that Vietnamese
artists were the first creators
of this form in South-East Asia.
The museum holds a significant
collection of these works,
which includes not only painted
and incised lacquer pieces, but
also inlaid works of eggshell
and mother-or-pearl. Modern-
day masters have successfully
preserved all of the best tradi-
tions of lacquer handcrafts,
enriching it with new ideas and
technologies.

An ornamental dish made
in the 1980s in Ho Chi Minh
city serves as a wonderful ex-
ample of lacquer work from
South Vietnam (PI. 19). Firstly,
the size of the work is striking
(diameter 124 cm), with a base
of a huge solid piece of cross-
cut wood. Its surface is cov-
ered with a special undercoat
made from a mix of cay
shong lacquer tree resins, pad-
dy ash, fine sawdust and ce-
ramic dust. Thick layers of
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Kpsuarxa wxamya-
Ku das Gemens.
Bremuan.
Koneu XIX —
wavaio XX a,
Hepeao, unxpye
mauun ?H"b.r?ﬂ-
Mympon, epasu-
poaxa.

B. 10,2

An. 28,7

Ne 201041

‘ Lid of betel box.

Vietnam.
Late 19th -
early 20th
cenlu l:\'.
Wood, inlaid
mother-of-pearl,
‘ incising.
H. 10.2.
‘ D. 28.7
Ne 20104

Aexopamusnoe
fado.
Buemunanm,

& Catieon.
1980-¢ ze.
Hepeao, aax, un-
Epyemayua nep-
Aamympon, apa-
supogra.

A, 124

Ne 198591

Ornamental
dish. Vietnam,
Saigon city.
1980s.

Waod, lacquer,
inlaid
mother-of-pearl,
incising.

D. 124

Ne 19859.]
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4eckown nbinu. Ceepxy HaHeCeHO MHOXECTBO
CNoeB YepHOro naka BbiCLUEro KavecTsa, Npu-
YeM Kaxkablv CNou TUWAaTeNnbHO NPoCyLmMBancs
n NONMPOBanNcA nepeg HanoXxeHWeMm cneayto-
wero, HakoHew, No PUCYHKY XyA0XHUKa Dbina
BbIMONHEHA B TeXHWKe MHKpycTauuu nepna-
MYyTPOM MHOrourypHas komnosnuymsa. Ha
briione 3anedatned prHanNbHLIA MOMEHT U3Be-
CTHOW nereHabl 06 ocHoBaTene auHacTuum Jle,
npoctoM peibake Jle Jloe, BO3rNaBuBLIEM B
Havane 15 B. Gopbby NPOTUB KMTAWMCKMX 3aBO-
esatenen. C NOMOUWbKD YyAECHOro Meva, no-
Ny4eHHOro oT 30M10TOM Yepernaxu, OH cymen
pasrpoMuTe BparoB v ocBoboOuTs POAUHY.
OpHaxabi, nocne Toro kak Jle Jlow B3owen Ha
NPecTon, OH coBeplan MNporynky M BHOBb
yBuaen sonwebHyo Yepenaxy. B ToT xe mMo-
MEHT Me4 NpeBpaTUNCA B ApakoHa WU CKPbIICA
B BOAax 03epa, NoNyyvMBLIEro 3aTeM Ha3BaHue
“O3epo Bo3BpaweHHoro me4a”. Bnocnen-
CTBMM Ha ManeHbKoOM OCTPOBKE B cepefuHe
03epa, HaxoAfALeroca 8 LeHTpe XaHos, bbin
COOPYXEeH xpam B namaTbe 06 3ToM cobeiTun,
CoBpemeHHble MacTepa M3obpasunu npasuTe-
na 8 napagHom obnavyeHuu Ha nofke, NpoTH-
FMBAOWNM MY Yepenaxe, BbirfAbliBaioLEeR
“3 3apocnen noTtoca, Mepuaowmin, nepenms-
4aTbld Benbii U PO30BO-CUPEHeBbLINM Nepna-
MYTP 3MMheKTHO CBepKaeT Ha 4YepHOM (oHe,
CO3/laBaf HacCTPOEHUE TOPKECTBEHHOCTU U
npasgHvuyHoCcTU, [ekopaTnsHoe briogo, npea-
HazHa4YeHHoe ONA yKpalleHWs MHTepbepa, Be-
NNKONENHO AEMOHCTPUPYeT TBOpYeckue cno-
cobHocTn XKYOOXKHWUKOB, X YMeHWe BbIABUTbL
NyyqlWwwre Ka4yecTsa matepmana v co3fatb Bne-
yatnawowme obpassl Ha TeMy HaLMOHANbHOW
ncropuu.

high-quality black lacquer
were coated on the surface,
and furthermore, each layer
was painstakingly dried and
polished before applying the
next. Finally, according to the
artist’s drawings, encrustation
work was carried out in the
form of multi-figured pearl
compositions. The well-known
finale of the legend of the
founder of the Le dynasty is
depicted on the dish. A simple
fisherman, Le Loi, headed the
struggle against Chinese con-
querors in the early 15th cen-
tury. With the aid of a magical
sword given to him by a gold-
en turtle, he managed to de-
feat the enemy and free his
homeland. One day, after as-
cending to the throne, he
went for a walk and once
again saw the magic turtle. At
that moment, the sword
turned into a dragon and hid
itself in the lake’s water. Later
this lake received this name
“Lake of the Returned Sword”.
Subsequently, a temple in
memory of this event was
erected on the small island in
the middle of the lake, which is
in the current centre of Hanoi.
Modern artists depict the ruler
in ceremonial robes in a boat
extending the sword to the
turtle, looking out from a lotus
thicket. Twinkling white and
pinkish-lilac mother-of-pear!
sparkles vividly against the
black background, creating a
mood of solemnity and festiv-
ity. The decorative dish, intend-
ed for beatifying an interior,
wonderfully demonstrates the
artistic ability of the masters,
their skill in displaying the best
qualities of materials and in
creating impressive images on
the topics of national heritage.
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A menepy nosnail, wmo maxoe mup, NOUMU, KAKOBQ 8 HEM HCUIHD,
U Mo20a Yeuouus, WMo CUL 10004b... CAALALMCA U3 MHO2006pa3BA
gewell, U KPacox MHO20pasnuuHbix, U OUKOGUN

npexpacnerwux bes wucaa.

Byxapu ans-Ixayxapu. "KOPOHA LAPEN" (Havano XVIl 8.)

And now conceive the world, learn what life lies there,
then see this world... composed of so various

elements, such varied colours, and the wonder

of its infinite rarities.

Bukhari al-Jauhari. “The King's Crown" (early 17th century)

CnoBHO gparoueHHble XeM4yXuHsl, BpolieH-
Hele Boramm B OKeaH, MPOTAHYNMCH Lenbio
BAOSMb 3KBaTopa bonbline U Manbie 0CTPoBa,
obwmm yucnom Bonee 13,700, obpasyowme B
Lenom rocynapcreso UHpoHesuo. Hacensiowme
NX MHOTOYMCNEHHbIe HapOoAbl FTOBOPAT Ha COT-
HAX A3LIKOB, HAXOOATCA Ha Pa3HbIX CTagnax 0b-
LLeCTBEHHOrO Pa3BUTUA, UCNOBERYIOT pas3fnmy-
Hble penurin 1 obnagaioT camobbITHBIMK Xy00-
XKecTBeHHbIMK Tpaauumnamu. [lpesHuin nepuog
NHOOHE3NACKOW KYNbTYDbl NPeACcTasNeH NaMmsT-
Hukamu BPOH30BOro Beka — MeranuTuyeckmmm
coopyxeHuamu Asbl U CymaTpbl, apxaudyHow
KaMEeHHOM CKYNbNTYpoOW WM pa3HoobpaszHbiMn
MeTannr4yeckMmMmin WU3IOennamMmiAe JOHTWOHCKOro
Tuna. Bo BTopon nonosuHe | TbiC. H.3. B 3anag-
HOV VIHOOHE3NU CNOXUNUCE Haubonee BaxHbie
B UCTOPUKO-KYNbTYPHOM OTHOLUIEHWNM LIEHTPBI,
HaxoOuBLUMeCA B 3TO BPEMA B 30HE BIUAHWS
APEeBHeUHAMINCKON UMBUNU3aLUK. Bocnpuatue
PeNnnrMo3HbIX y4eHnin — nHaymama v byaanama
cnocobcTBoBano othopMAeHUIo rocyaapcTseH -
HOCTW W BO3BbILWEHKWIO Ha ocTpoBe HAsa B 7-9 BB.
npasawmMx guHactuia Lannesapos u Marapam,
NpK KOTOPLIX COOpY>XKaloTCA CaMbie 3HaMEeHUThIe
NaMATHUKA UHOOHE3NNCKOW apxuTekTypsl (bo-
pobyayp, NpambanaH).

MHorve obpasbl M MOHATUA MHOYUCTCKO-
Bynavnnckoro kpyra, B TOM Yucie rnpeacrasne-
HUe O CBALWEHHOM rope Kak LeHTpe BceneH-
Hou, obutenu Boros, BbINK CO3BYYHBI MeCT-
HbIM BO33pPEHWAM W CTanu HEeOThbeMNEeMOMW Ya-
CTblO XYHOXEeCTBEHHOW KyNbTypbl pafga WMHOO-
He3UMCKUX HapoaoB. OHK He UCYe3NU K1 B Ne-
puop akTMBHOro pacrnpocTpaHeHWs Ha 0CTpo-
Bax ucnama (13-16 BB.), yTBEpPAMBLIErOCH
npexpge scero Ha Cymatpe, fise 1 Maaype. Ha
Banu, Kkyna ObinM BbITECHEHbI MpaBuUTeny

The state of Indonesia, to-
talling more than 13,700 islands,
is formed as if precious pearls
were thrown into the ocean by
gods, stretching a chain along
the equator. Many different
peoples speak in hundreds of
languages with different levels
of social development, profess-
ing to various religions and pos-
sessing their own distinct artis-
tic traditions. The ancient period
of Indonesian culture is repre-
sented by monuments of the
bronze era — megalithic cre-
ations of Java and Sumatra, ar-
chaic stone sculptures and var-
ious metal works of the Dong
Son type. The most important
centres of an historical and cul-
tural nature of the region
evolved in the west of Indonesia
in the second half of the 1st
millennium AD. At this time, it
was under the influence of an
ancient Indian civilisation. The
perception of Hindu and Bud-
dhist teachings helped to form
a state system and the rise in
eminence of the ruling Shailen-
dra and Mataram dynasties in
Java in the 7th to 9th centuries.
During this period, the most
well-known monuments of In-
donesian architecture (Borobu-
dur and Prambanan) were
erected.

Many modes and under-
standings of the Hindu-Bud-
dhist sphere, including a repre-
sentation of the holy mountain
as the centre of the Universe
and the dwelling of gods, were
in keeping with local views and
became an integral part of the
artistic culture for many differ-
ent Indonesian peoples. During
active expansion of Islam, ini-
tially in Sumatra, Java and Ma-
dura (13th to 16th centuries),
these earlier traditions did not
disappear. A syncretic Hindu-



nocnegHux MHOYWCTCKMX KHAXECTB, A0 Cerof-
HALWHEro AHA rMaBeHCTBYET CUHKPETUHECKMIA UH-
ayvcreko-dynonnckuim  Kynet. B HekoTopbix
palioHax, B OCHOBHOM Ha oCTpoBax BocTo4HOM
NHOoHe3uKn, COXpPaHATCA NepBObLITHLIE BEPO-
BaHWA. [103TOMY XYOOXECTBEHHbIE TpaaWunm
CTpaHbl ODLIYHO pPaccMaTPMBAIOTCA B pPamMKax
ABYX KPYMHbIX CyBKynbTYp: ABaHCcKo-Banuicko-
ro KynbTYPHOro apeana v "npuMUTUBHOrQ" mUc-
KYCCTBA Manbix HapoOL4oB.

My3enHan konnekuus naet apkoe npeg-
ctaBnexnue ob MCKyccTBe 3TUX YCNOBHO Bbife-
NAeMbIX PErvIOHOB. ABaHCKMI pa3fen BKA4Ya-
eT B cebs npekpacHble 0bpasubl TpaanMUMOHHO-
ro HAeKopaTUBHO-NMPUKNaOAHOro TBOPYeCTBa,
BUObI M 0CODEHHOCTU KOTOPOro CKilafblBatoTCs
ewe B paHHEM cCcpedHeBeKOBbe W NOJY4YaloT
fanbHenlwee pa3BuTUE B rNnepurom nocnegHemn
MHAYWMCTCKOW nMmnepun MagxanaxuT (KoHew
13 — Havano 16 8.). Mocne ee NageHua Kynb-
TYpHble LEHTpbl NepemMellialoTca B CTONUYHbIE
ropoga cyntaHaTos LleHTpansHow 1 CegepHon
flBbl. Ha cMeHYy MOHYMEHTaIbHOMY KaMeHHoMY
30Q4eCTBY W CKYNbATYPE NPUXOLAT AepeBAHHas
APXUTEKTYPa U NCKYCCTBO MalbIX hopM, B KO-
TOPbIX MHAOHE3INNCKME MacTepa AocTuraloT He-
ObiBanbix BbICOT. DTO OTHOCKTCA NPexXa4e BCero
K XyOOXeCTBeHHOMY MeTanny, U3genma us Ko-
TOPOro = CoCyabl AN PUTyalbHbIX OMOBEHWUNA,
Ba3bl, Bnoga, CBETUNBHMKK, KONOKONbYMUKK —
WIMPOKO MCNONb30BaNuch B CBETCKOW WU Penu-
rMo3Hon obpagHoOCTU.

MysenHoe bniofo Tanam, gatMpyemoe 16 8.,
ABNAETCH TWUNWYHBIM 0bpasuom nogobHom
npoaykumn (1n, 20). B Hem cBoeobpasHo co-
YeTalwTCA OBEe XYOOXEeCTBEeHHble TpaguLmu:
npoctas hopma xapaktepHa ansg nogobHbIX 13-
aenuia MycynbMaHckoro Kpyra, a rpaBMpoBaH-

Buddhist religion still holds in-
fluence in Bali to this day,
where the rulers of the last Hin-
du principalities were forced to
move. Primeval beliefs have also
been preserved in several other
areas, primarily on the islands
of eastern Indonesia. Due to
this fact, the country's artistic
traditions are usually regarded
as being two great subcultures:
the Javanese-Bali cultural region
and the “primitive” culture of
the minority groups.

The museum’s collection
gives a striking presentation of
the culture of these distinctly
separate regions, The Javanese
section includes wonderful
works of traditional decorative
applied art, whose forms and
characteristics took shape in
the early Middle Ages and
thrived in the period of the last
Hindu empire of Majapahit (late
13th — early 16th centuries).
After its fall, the cultural cen-
tres moved to the sultans’ cap-
ital cities in central and north-
ern Java. Wooden architecture
and the art of small forms took
the place of monumental stone
architecture and sculpture. In-
donesian masters in this field
reached unprecedented heights,
especially in metal works which
include implements for ritual
ablutions, vases, dishes, lamps
and small bells. These were all
used in religious and secular
ceremonies.

The museum’s talam dish
dates back to the 16th century
and is typical of such produc-
tion (Pl. 20). The piece com-
bines two distinct artistic tradi-
tions: a simple form, character-
istic of similar works from the
Muslim sphere, and engraved
decorations containing ancient
Hindu motifs. An image of a
vase with lotus flowers is in the

Hexyecemao
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HbIl [eKop COAEePXMUT APEBHUE WHOYUCTCKUE
MOTUBLI. LleHTp Brioga 3aHUMaeT usobpaxe-
HWe Ba3bl C LiBEeTaMKM NOTOCA. ITa KOMNO3NLUUS
nMeeT Ype3Bbl4alHO eMKoe CMMBONWKO-06-
pa3Hoe cofepxaHue. B kocmonoruyeckom ac-
nekTe Basa MblicAmnack kak “cocyn mupa”,
3akniovaiowmin B cebe nepso3fiaHHbie BOMbI,
CMMBOJ1 OPraHM3oBaHHoW BceneHHom B NpoTy -
BONONOXHOCTL DecchopmeHHomy xaocy. W3
Ba3bl BLIPaCTalOT pPasfiMyHble LBEeTbl U pacTe-
HWg, Yalie Bcero notoc, crebenb KOTOPOro ac-
coummpyeTca ¢ ocblo BcenedHon. Cama dopma
Ba3bl CPaBHMBaANach C XWUBOTBOPALWMUM NOHOM
BceneHHoM, W KakK onuuetsopeHue BoruHu-
MaTepX OHa CYUTanach -UCTOMHUKOM XU3HU K
nnogopoaua, NO3TOMY €e TakXe Ha3blBanu
“cocypom mzobunus”. Yaop Ha bnioge cunbHo
CTANN30BAH, OKPYI/ble O4epTaHma Balbl Hano-
MWHaIOT PAKOBMHY, @ NUCTbA NOTOCa CMOTPSAT-
CAl AeKOPaTMBHbLIMMK 3aBUTKaMM.

WUckycctBo obpaboTkn meTtanna goctvrio
HauBbICLLErO COBEPLUEHCTBA NPK CO3AaHUK Tpa-
AVLMOHHOIO XONOAHOIO OPYXUS, B NEPBYIO O4e-
pedb KMHXaNoB KPUCOB. XpaHAlMeCH B My3ee
kpucbl (Bcero okono 40 obpasuos) coctaBnaIoT
rOpAoOCTL UHAOHE3UNCKOW Koanekumm (mun. 21).
KWHXan B HOXHax SABNAETCA HenpemeHHbIM

bawdo masam. Dish talam.
Hudoneaua, Indonesia,

0. Asa. Java.

XVT a. L16th century.

Memaanaa, wexan-
Ka, epasupoeka.

I, 41
Ne 878311

Metal, emboss-
ing, engraving.
D. 41

MNe 878311

20

centre of the dish. This compo-
sition possesses an extraordi-
narily capacious symbolic and
figurative significance. In a cos-
mological sense, the vase
was conceived as a "vessel of
the world”, holding primordial
waters, which is a symbol of an
organised universe, in contrast
to the disorderly chaos. Differ-
ent types of flowers and plants
grew in the vase, usually the lo-
tus, and the stems of which are
associated with the Universe's
axis. The form itself has been
compared to the life-giving bo-
som of the Almighty and as a
personification of the goddess
mother, and it was considered
to be the source of life and fer-
tility. Therefore, it was also
called "a vessel of abundance”.
The pattern on the dish is highly
stylised, with the rounded out-
line of the vase resembling a
shell, and the lotus leaves com-
prising decorative curls.

The art of metal work
reached its highest level of per-
fection during the creation of
traditional cold steel, firstly kris
daggers. The krises held in the
museum (totalling around 40
pieces) are the pride of the In-
donesian collection (Pl. 21). A



a)o. Asa. XIX .

Memaan, depeso,

d) 0. Hea. XIX s.

Memana, depeao,

a) Java. 19th
century. Metal,

Hexycemao
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d) Java. 19th
century. Metal,

Koaxa, pesvla, Koaxa, peavia, wood, forging, wood, forging,
soaouene, - Hacewxa 3ono- carving, gilding, carving, nlaid
AuzpaHL, UNKPYE-  MOM. filigree, inlaid gold.
mayua cmexaosm. A 372 glass. Lo 8372
Ha. 40,3 N 841311 L.40.3 Ne 841301
Ne 7666-11 ¢) 0. Asa. XIX 5. N2 766611 e) Java.
b)o. Aaa. XIX a. Memana, xosra, b) Java. 19th century,

Kunacaasi - Daggers - Memaan, depeso,  wexawxa, zpasu-  19th century. Metal, forging,

Kpucs. krises. Koska, pesvoa, pesxa. Metal, wood, embossing, en-

Hudonesua. Indonesia. epasuposa, na- A, 41 forging, carving,  graving,

921 ceNKa 30A0MOM Ne 767301 engraving, L. 41
= ﬂﬂ.,‘_38.5 ) Kpuc @ noxc- inlaid gold. Ne 767311

Ne 752811 nax. o. fAea, L. 385 [) kris in sheath,
¢) 0. baru. XIX 6. Memaan, Ne 752811 Java. 19th eentu-
XIX 5. CAOHOBAR KOCHb, ¢) Bali. n. Metal, wood,
Memaan, wosia, depeao, Kogxa, 19th century. tvory, forging,
wexanxa, paeu- YeKanKa, pasu- Metal, forging, carving,
posxa, wuipye poaxa, pesvia, embossing, embossing,
MALUR WaEN: UNKLYCMayus engraving, engraving,
HOLM EMEKAOM. EMEKAOM, inlaid glass. inlaid glass.
Ha. 33,5 An. 49,3 Lo 23.0 L. 49.3
MNe 7002-11 Ne 7671-IT Ne 7002-11 Ne 7671-I1
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1

Pone nycaka Bbl-

MONHANN paaniy-
Hble NPEAMETH —
KPUWChI, MEYM, KO-
NbA, CKYNBNTYPhI
NPeaxKos, puTyank-
Hble TKaHW 1 pYy-
rve seL, npuob-
peTasluie AnA on-
PeneneHHomn ce-
Mb W, UAK OBLLUMHLI,
WnK rocyfapciaa

CaKpansHein craTyc.

Kak npaeuno, oHK
XpaHUNKCE B Che-
uMansHoM nome-

LWEHWK W OKpYXa-
nWce Bnarorogeit-
HbIM NOYUTIHMEM,

Various objects
fulfilled the role of
pusaka — krises,
swords, spears,
sculptures of
ancestors, ritual
fabrics and other
itemns can obtain
sacral status for a
family, community
or government.
They were usually
kept in a special
place and were
surrounded by
devout homage.

aTpubyToM TPaAUUMOHHOrO MYXCKOro KoCTioma
He Tonbko xutenen WHooHesnwk, Ho 1 Manan-
3um, bpyHea, @ununnuHd. Ele B HegasHem
NPOLNOM KPUC BOCNPUHUMANK HE Kak npocToe
opyxue, a Kak ocobbin CBALLEHHbIW NpeameT
nycaka', obnagaolwmin MarM4eckomn CUnov u
CYUTALWWACA BMECTUNMLLEM AylWW ero Bna-
pensua. o ABaHCKUM MOBEPLAM, KPUC nMmeeT
BoxecTBeHHOE NPOWNCXOXAEHMUE: KaK roBOPUT
npenadune, ero Bolkosan cam Gor Bpaxma v Ha-
Oenun cakpansHon 3Hepruen cektn. CornacHo
MYyCYyNbMaHCKOW BepcuM, OAuH U3 MNepsbix
KNHXanos YydecHblM obpa3om BO3HWK M3 dan-
noca MoryulecrseHHoro otwensHuka. Ocobo
LieHHble KPWUCbl, UMEBLUWE CBOW nereHaapHslie
MCTOPMU, BXOAWMAN B YUCNO roCyAapCTBEHHbIX
peranvu.

B kaxnon cembe xpaHuUnucb KpwWchl, nepe-
[aBaemsble Mo HaCNegCcTBy, a NoTOMY akKymy-
nupywoume B cebe YacTe CEKTU Npeakos, npe-
AblAyWnXx Bragenbues opyxua. 3Ta 3Heprus
KOCMMUYECKOrO XapakTepa gaBana MyXYuHam
pofa AONONHUTENbHYIO CUny BO Bpems DUTBHI,
3awmuwana ux, NnpUHOCUNa yaady v cyacrse.
Kpvcam npunucbisanmck BonwebHble cnocob-
HOCTK NeTaTbh NO BO3AYXY, Npeaynpexaats Xo-
34MHa 06 onacHoCTK, rNopaxaTtb Bparas, 0axe
He npuKkacaack K HUM. CBALLEHHbIEe POLOBLIE
KWHXanel HatTupanu AYLWWCTbIMW Macnamu,
nepeg HAMU YUTanu MONMWTBbLI M BOCKYPSANMW
BnaroBoHuA, UX Bpy4Yanu ioHOWaM BO BpemA
puTyana uHuUMauuUKM B 3HaK BCTYNNeHWA BO
B3POCNYIO XM3Hb. XapakKTepHo, 4TO pYKOATL K
HOXHbl MOrny oBHOBNATLCA, 3aMeHATeCa Bo-
nee HoratbiMK, a KIIMHOK, Kak cakpanbHas
4acTb opykusa, 0BbIYHO OCTaBanca B Henpu-
KOCHOBEHHOCTH,

dagger in a sheath was an in-
dispensable attribute of tradi-
tional male costumes, not only
for inhabitants of Indonesia,
but also Malaysia, Brunei and
the Philippines. Until recently,
the kris was perceived as more
than just a simple weapon; it
was a special religious object
pusaka', possessing magical
powers and considered to be a
receptacle of its owner’s soul.
In Javanese belief, the kris is
from divine origin: as the leg-
end goes, the God Brahma
forged it himself and bestowed
it with sacred energies of sek-
ti. According to the Muslim
version, one of the first dag-
gers appeared in a miraculous
form of the phallus of a pow-
erful anchorite. Krises of spe-
cial value, which had their own
histories, were included in the
state regalia.

Every family kept krises,
which were handed down from
one generation to the next and
accumulated the sekti from
the weapon's former owner.
This cosmic energy gave men
extra power during battles,
protected them and brought
them luck and happiness. Mag-
ical attributes of the kris in-
cluded the ability to fly, to
warn the owner of danger and
to stab its enemies without
touching them. Sacred ances-
tral daggers were polished with
fragrant oils. Prayers were read
and incense burned in front of
them, and they were presented
to boys during an initiation rit-
ual as a sign of joining adult-
hood. It was customary that
the handles and sheaths were
restored, adding to their value.
But the blade, being the sacral
part of the weapon, usually re-
mained untouched.



Dopma KMMHKa accoumnpoBanack ¢ MUMU-
YeckoW 3Meeld Haron — BnaabHyLer Nog3emMHo-
ro Uapcrea, U ABa ero TPaguLMOoHHbLIX TUNa —
npAMOM M NNaMeBUAHbIA — CUMBOAN3INPOBANN
3MEI0 B COCTOAHWW MNOKOA U OBWXEeHWA, [Mpo-
LLeCC M3roToBNeHMa Knmuka buin 4pessbi4anHo
TPYAOEMKUM U NPEBpaLLancs B Lenoe CBALLeH-
Hopencteue. OH BbIKOBbLIBANCS M3 HECKONbKUX
nonoc Metanna, B KOTopblk gobasnanm MeTeo-
PUTHOE XXene3o, W Takoe coeAVHeHWe Nopoaun-
N0 NPeACTaBfeHne 0 CIUAHUKN B KPUCE 3BMHO-
ro n HebecHoro Hayasn, Tak kak pyay nobwiBa-
N M3-nog 3emsiv, a MeTeopuTLl Naganu C He-
ba. MosepxHocTb KNWHKa npuobpeTana B pe-
3yNbTaTe CNIOXHON TEXHUKW KOBKWM CNOWUCTYIO
(hakTypy € cepebpuctsimu MyaponogobHbIMu
yiopamu. Takue prUCyHKU, M3BECTHLIE Kak na-
MOp, HafeNaaMcs CUMBOUYECKUM CMbBICTOM,
HOCUNW MO3TUHECcKMe Ha3saHwus (Hanpumep,
“3onoThle goxan”, “BeplimHa ropsl”, “Bo3ayLl-
Hbie KOpHW BaHbfAHa") W Aenanvces B COOTBET-
CTBWW C rOPOCKONOM, COuManbHsIM NOMOXEHW-
eM W NUYHbIMKU KadecTsaMmum Byayuiero Bna-
Oenbua opyxmns, 4Yacrto Ha KIMHKe BbIKOBbIBA-
nacb no3onoYeHHan purypa smMeun, Nnpu 3Tom ee
ronoBa, HepeaKo B KOpoOHe, noMelianacs nog
NATOW KMHXana. 3a3yOpuHbl rapabl MHOrOa Bbl-
MOSHANNCEL B BUAE CTUNU30BaHHON ronossl [a-
pydbl — CBAWEHHOrO COMHEYHOrO opna, v Ta-
kMM obpasom Kpuc nonyvan AONONHUTENLHYIO
KOCMONOMMYeCcKYIo XapakTepucTuky: Hebo u
3EMNS CUMBONMYECKW COeAUHANUCE B 0Bpa3ax
3MEN U NTULbL.

Ona pykoaTel KKHXanos WCNoNb30Banu
pasHble MaTepuvansl — 0epeBo, KOCTb, Aparo-
LLleHHbI®e MeTannbl, BCTaBKKW U3 LIBETHbIX KaM-
Her. Marmyeckoe 3HayeHme opyxua ycunmsa-

The form of the blade was
associated with a mythical
snake naga — the ruler of the
underworld kingdom, which
had two traditional forms -
straight and curved — symbolis-
ing the snake in a condition of
peace and movement. The pro-
duction of the blade was ex-
tremely labour-intensive and
was carried out as an entire re-
ligious ceremony. It was made
from several strips of metal into
which meteorite iron was add-
ed. Such a compound gave birth
to the conception of the amal-
gamation of earthly and heav-
enly origins, since ore came
from under the earth and mete-
ors from the sky. The surface of
the blade was formed by a
complex technique of forging a
stratified surface finish with sil-
very moiré patterns. Such pat-
terns, known as pamor, held
symbolic meaning, bore poetic
names, (for example, “Golden
Rains”, "“Mountain Peaks"”,
"Roots of Banyan”) and were
endowed with the horoscope,
personal features and social
status of the weapon’s future
owner. A gilded figure of a
snake, often crowned, was fre-
quently forged on the blade
with its head located under the
thumb of the dagger. The
curved edges of the hand guard
sometimes took the shape of a
stylised head of Garuda — a
holy sun eagle. Thus, the kris
obtained an additional cosmic
character: the sky and the earth
symbolically united in images of
snakes and birds.

Different materials were
used for the handles of dag-
gers, including wood, ivory, and
precious metals, which were
mounted with precious stones.
The magical significance of the

Hexyeemao
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N0Cb TEM, YTO PYKOATW WHOrAa npuaasancs
B AHTPONOMOPMHON BUrypsl, Kak Npasuo,
BoxecTBeHHOro npefka — oxpaHutena poja.
TakoBbl pYKOATH ABYX Mg}beﬁHblx KpUCoB, oaHa
N3 KOTOPbIX BbIKOBaHa BMECTE C KNUHKOM nNo
TUMNY APEBHUX SBAHCKUX KMHXanos u m3obpa-
KaeT U3MOXAEeHHOro ackeTuyeckmMn nosBura-
MK oTwenbHuka. pyron kpuc ¢ octposa banum
yBeH4YaH urypon anuv4yeckoro repos bumel,
[Oepxallero B pyke cocyn € Hanutkom Bec-
cMepTuA. PacnpocTpaHeHbl Takxe pyKoaTu Tuna
TYHrrak cemm (npopocww cTeon), nMetoLive
opMy rnagkoro WecTurpaHHmMka ¢ 3arHyThbiM
kKoHUOM. C OfiHOW CTOPOHbLI Ha HUX Bbipe3aHbl
Macku gemoHa Kanel B wunoctacu Bnafgbiky
LKYyHINen, sBoinonHaswme dyHkumio obepera.

Kyxaa menesozo
meampea eafie
nypeo.
Hpunw bamapa
Panaewdncaiia.
Hudonesus,
o. Hea.
Kowney XIX —
o nauaio XX g,
(( i Kooxea, poe dyi-
| goaa, peswia,
pocnucs,
B 51,7

Ne 467111
22

f Shadow theatre
: wayang purwo

. puppet.

| Prince Batara
Ramavijaya.

, Indonesia, fava.
li Laie 19th - early
20th century.
Leather, buffalo
= horn, cutting,
painting.
H.51.3

Ne 4671-IT

weapon was strengthened by
the fact that the handles had
the form of an anthropomor-
phic figure, usually a divine an-
cestor-protector. The museum
has several krises with such
handles, one of which was
forged with a blade typical of
that in ancient Java, depicting
a recluse emaciated by ascetic
exploits. The other kris is from
the island of Bali, and is deco-
rated with a figure of the epic
hero Bima, holding a vessel in
his hand, which contains the
drink of immortality. Handles
in the form of tunggak semi
(sprouting trunks) taking the
shape of a smooth hexahedron
with a bent end are very popu-
lar. Carved masks of the de-
mon Kala in the image of the
Ruler of the jungles fulfilling



HOXHbl KPHUCOB U3rOTOBNANWCE, KaK Npasu-
no, u3 fepesa, UMeNM MeTannmyeckyro ob-
Knapgky u ykpawanuce pacTUTeNbHbIM OpHa-
MEHTOM, B BEpXHEN 4acTn OHW UMEenu Wupo-
Kyilo nonepe4uHy, obbl4HO B BMAE TPAaAULMOH-
HOW NoAKW npay, koTopas B MHAoHe3un Bce-
roa cyuranacs CAMBOMOM BOAHOW CTUXMMK,
KEHCKOro Hadvana. A B LienomM B Kpuce BoNno-
wanuce 1 Metachopa NIOOBU MY>XHUHBI U XKEH-
WWMHBI, U MOEA KOCMUYECKOW rapMoHUMK.

BakHenlwee mecto B ABAHCKOW KyNbType
3aHUMaeT KyKoNbHO-TeHeBOoW TeaTp, 0 KOTOPOM
LaeT NpedcTaBneHme XxpaHALWancd B My3ee KoJ-
nekuws Kykon — BasHros (un. 22, 23). 370
nnockue Urypsl, BbipesaHHble M3 DyNBONMHOW
KOXMW U NOKPbITbIE axypHOW pe3sbol, KoTopklie

Kywaea menesozo
meampea sannz
nypeo. Xawy-
aan. Hudowe
aun, o. Hsa.
Cepeduna XX s.
Kooea, poe tya-
soaa, pessa,
pocnuis.

B. 48,5

No 467511

A,
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Shadow theatre
wayang pumo
puppet.

Hanuman.
Indonesia, Java.
Mid 20th century.
Leather, buffalo
horn, cutting,
painting.

H. 48.5

Ne 467511

the role of‘ protector appears
on one side,

The kris sheaths were usu-
ally made from wood and had
a metal facing, decorated with
floral ornamentation. They had
a wide cross-piece on the up-
per part, often in the form of
a traditional boat prau, which
in Indonesia has always been
considered a symbol of water
and the female origin. The kris
and sheath together represent-
ed both a metaphor of the love
of a man and woman and the
concept of cosmic harmony.

The most important place in
Javanese culture is the shadow
puppet theatre and the muse-
um's collection gives a good
representation of wayang pup-
pets (Pl. 22, 23). These are flat
figures cut from buffalo leath-
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BCTaBMNeHbl B pacuiennenHbid CTepXeHb U3 pora
N cHabxeHbl TOHKWMMK, MPUKPENNEHHBIMKU K
MOABUXHbBIM PYKaM Nanodkamm OnA MaHunyns-
Lnn kyknon. O6 ncnonb3oBaHuM NoaoOHbIX Ky-
KO B MPUABOPHLIX CNeKTaknax 4acro yrnoMmuHa-
eTca B cpegHesekoBon nutepatype. [poncxox-
LeHve xe Teatpa DONbLWWHCTBO Y4eHbIX CBA3bI-
BAIOT C APEBHUMWN aHUMUCTUHECKMMI 0Bpaaamm
BbI30Ba AYXOB NpeakoB. TeHwn, NossasBLIMecs
Ha 3KpaHe, roOBOPUNY FONOCOM XpeLa-KyKknoBo-
[a, OTBEYan Ha Camble HacyllHble ANA noaen
BONPOCH. OCHOBHOW LENbIO Marmyeckoro purty-
ana 6bino obecne4ynTe nnogoponue nNonsam,
yAayHYyio OXOTy, TOPToOBAi0, a8 B LefoM — npo-
ugeTaHune obuwecrtsa. 3TM GYHKUMW COXPAHAIOT-
CA 328 KYKONbHbIMW MpeactaBieHUaMU U Mo-
3aHee, KOraa OHW W2 YUCTO PUTYanbHOro gen-
CTBa NPEBPALLAIOTCH B HACTOAULME CreKTaknu,
0bpeTaoT CIOXKETHYIO KaHBY, NOCTPOGHHYIO rnas-
HbiM 06pa3oM No MOTMBAM 3HAMEHWTBIX MHAWWA-
ckmx 3nocos “"Maxabxapata”, "PamanHa” u
SIBAHCKWX CKa3aHWui.

B nepuvom MapxanaxmTta npoucxoamT, no-
BUAMMOMY, OKOHYATENbHOE CMTOXKEHWE Pa3Horo
pofa TeatpasnbHbiX (POPM, C HEIHAYUTENbHbBIMMW
U3MEHeHUAMWY [OO0WenlnX [0 CerofHaLHuX
OHen. NoMumMo TEHEeBOro Tearpa BasiHr NypBo
(VAW BAsIHI KYNWT) CyLLECTBYIOT BasiHI rofeK —
TeaTp 0BbEMHLIX KYKON W BafHr TOMEHT —
npefcTaBfeHns akTepoB B Mackax. Bcex ux
obbenguHaeT 1 egUHbIN penepTyap, U CTUIUCTU-
ka obpazos nepcoHaxen, u ceoeobpazHas Xus3-
HeHHas (unocodus, oTnMYalLlas AYXOBHYIO
XU3Hb MHLOHE3MICKOro Hapoaa.

Havbonee apkoe BONMOLWEHUE MUPOBO3-
3peHYeckme yCTaHOBKM Halnm B NpeacTasneqm-
AX BafiHr NypBo. [l0 CuX Nnop OHW yCTpamsaioT-

er and covered with fine open-
worked carvings. These are
fixed to splintered strips of
horn and thin sticks are riveted
to movable arms to manipulate
the movements of the puppets.
The use of such puppets in
court performances is often re-
called in literature of the Middle
Ages. Most researchers connect
the origin of the theatre with
ancient animated ceremonies
for summoning the spirits of
the ancestors. Shadows appear-
ing on the screen spoke with
the voice of a priest, who ad-
dressed the most urgent ques-
tions of the people. The princi-
ple point of this magical perfor-
mance was to provide fertility,
a successful hunt, commerce,
and an overall prosperity for
society. These functions are re-
served for puppet plays when
they are later turned from ritu-
al ceremonies into real perfor-
mances, finding subject ground
mainly on Indian eposes of
“Mahabharata”, "“Ramayana”
and Javanese legends.

The final composition of a
different theatrical forms clear-
ly occurred in the period of
Majapahit, which has only
slightly changed up until the
present day. Besides the shad-
ow theatre wayang purwo (or
wayang kulit), there is also the
wayang golek — a puppet the-
atre, and wayang topeng -
performances of masked ac-
tors. The style of images of
characters and a distinctive phi-
losophy of life distinguishes
spiritual life of Indonesian peo-
ple, which characterise all these
theatrical forms.

The brightest embodiment
of the world outlook was found
in the performances of way-
ang purwo. They are still held



CA No onpefeneHHbiM BaXHbIM CoDbITUAM B
KU3HW Yenoseka unv obLnHbl, MHOTAE € Lenbio
OTBELEHVA HECHACTbA, KO3HEN 3M0BPEOHbIX AY-
x0B. Crekrak/ib HayMHaeTcs BEYepoM WU ANUTCA
BCIO HOYb, @ NOPOW W HECKONbLKO Hovel. Bo nBo-
pe uiu Ha BepaHae Aoma HaTarnsaetca benbin
3KpaH, nepef KOTOPbIM YCTaHaBNNBAIOTCA NaMm-
Nbl ¥ BaHaHOBbLIM CTBOJ, KYAa BTbIKAIOTCSH KYK/bl
BAAHIN. EAVHCTBEHHbIM pacnopaanTens Crnek-
Takf — KyKNoBso[ Aanadr, KoTopsiA U MaHu-
nynupyert Kyknamu, U 03sy4MBaeT UX Ha QoHe
MY3blKa/lbHOTO COMPOBOXAEHWA OpKecTpa ra-
MenaH'. OcobeHHOCTbI0 TEHEBOro TeaTpa ABMs -
€TCA TO, 4TO 3pUTeNM MOTYT paccaXxunBaTbCa No
obe cTOpOHBbI 3KpaHa, npuyemM o6bIYHO MYyX-
YUHBI CHMAAT 33 RaNaHrom, a XeHwuHbl — ¢
APYrow CTOPOHbI CLEHbI. :
CnekTtaknb npegcrasnaer cobon HacTosllee
(eepuyeckoe 3penuuie. Jlerkue axypHbie TeHU
CKOMb3AT No Henomy NonoTHWULLY, BOCNIPUHUMA -
eMOMY Kak KoCMU4eckoe npocTpaHcTBo, LEeHTp
KOTOPOro 4acto oTMe4eH ocobol KoMno3uLmen
rYHyHrau?, cuMBonu3npyioLen MMpoBoe Apeso
unu ropy. BasHru nenaTtcs Ha OBse KpynHele
rpynnbl: NOAOXKUTENbHBIE U OTPULEATENLHbIE Nep-
coHaxw. Mepsas BKNo4aeT B ceba OnaropoaHbIX
FrEPOEB N BOWHOB, MNPWHLIEB M KX BO3NIOONEH-
HbIX, KO BTOPOW OTHOCATCA 310MAeu, NEeMOHbI,
BPeLOHOCHLIe Aayxu, BenukaHsbl. [1na nepegayn
nx 0bnrka B MCKYCCTBE BAsIHT NYPBO CIIOXKWICS
onpeneneHHbiv n3obpasmntensHslid kaHoH. Mono-
XUTENbHbIE repon NIerko Y3HaloTCA MO BbITAHY-
TbIM CUNy3TaM Uryp, M3NoMam TOHKUX PYK, Xa-
PakTeEpHOMY NPOMUII0 FONOBbLI C MPAMON NUHK-
en nba v ONMHHOro HOCa M y3kUMK neTneobpas-
HbIMW rNasamu. VX BOnockl ynoxeHsl B CIOXHYIO
NpUYecky M yBeHYaHbl BbICOKUMM TONOBHbIMU

on specific important individual
and social occasions for the pur-
pose of warding off misery or
ridding the surroundings of ma-
licious spirits. The performance
begins in the evening and lasts
all night, and at times over sev-
eral nights. It is held in a court-
yard or house veranda where a
white screen is erected, behind
which are placed lamps and
wayang puppets on banana
trunk. The master of ceremo-
nies is the puppeteer dalang,
who not only manipulates the
puppets, but also makes their
voices against a background of
a musical accompaniment of an
orchestra gamelan’. A special
feature of the shadow theatre
is that the audience can be
seated on both sides of the
screen, usually with men sitting
behind dalang, and women on
the other side of the stage.
The performance appears to
be a genuine magical spectacle.
Delicate shadows glide over the
white screen, which is interpret-
ed as the cosmic space. A spe-
cial composition is placed in the
centre, gunungan?, symbolising
the world tree or mountain. The
wayangs are divided into two
main groups — positive and
negative characters. The first
group includes noble heroes
and warriors and princes and
their mistresses, while the sec-
ond group is made up of vil-
lains, demons, harmful souls
and giants. A distinctive decora-
tive canon was created that was
transformed into the art way=
ang purwo. The positive heroes
are easily recognised by their
figures with extended silhou-
ettes, thin bent arms, charac-
teristic profile of the head with
a straight line of the forehead
and long nose and narrow eyes.
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1

HauvoHaneHeR op-
KeCTp ramenaH co-
CTOMT B OCHOBHOM
13 YOAPHbIX MHCT-
PYMEHTOB, Cpeam
KOTOPLIX BEgylLmMe
NapTiK WCNOMHAT
KCUMNODOH M FoHMN.
HexHoe menogwy-
HOE 3BYy4aHKe op-
KecTpa npekpacHo
COOTBETCTBYET BOA-
wiebHOMY fyxy
haHTacTMYeCKIX
NpecTasnexmn
BasiHI NYPEO.

The national
orchestra gamelan
was made up

_ mainly of

reussion
Instruments
amongst which the
xylophone and
gongs were the
most important.
The soft melodic
sounds of the
orchestra blend in
wonderfully with
the magical mood
of the fantastic
wayang purwo
performances.

2

370 Bbipe3aHHan 13
KOXW NMpaMiAfans-
Han dwmrypa ¢ naeb-
paxeHuem Bons-
Wworo flepesa, y
CTBOMA W Ha BeTaRX
KOTOpOro paime-
WeHsl PasnuyHele
XWBOTHbIE W CYyUle-
CTB3, ONMLETBOPA-
foLLMe TP HacTk
MUpPO3faHuA.

This is a cut
yramid figure
rom leather with
the image of :
a large free,
Animals and beings
are placed at
the trunk and
on the branches,
personifying
the three parts
of the Universe.
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Pama w XaHymaH —

repou “CkazaHug o
Cepu Pame®, nHao-
HEINUVICKOW BepCn
"Pamannsl". Bon-
webHan obessana
Xauymax nomorna
Pame cnactw ero
npekpacHyio cynpy-
ry CATY, NOXMLLEH-
HYIO fEMOHOM
PagaHai.

Rama and
Hanuman are
heroes of the

"Legend of Seri
Rama", which is an
Indonesian version
of “Ramayana”.
The magical
monkey Hanuman
helped Rama

to save Sita, his
beautiful wife, who
was kidnapped by
the demon Ravana.

ybopamu, Kak 3T0 BULOHO Ha MYy3erHOV Kykne
Lapesuya Pambl (un. 22). MNpeacrasuteny npo-
TUBOMOMOXHOrO KfaHa oTnu4alnTca rpybocTbio
obnuka, NpU3eMUCTON Urypor, BbimyHeHHbIMM
KPYrAbIMK rNasamu, TONCTbIM MACKUCTBIM HOCOM
N OCKaneHHbIM PTOM, a CrIoXeHHbie B dannuyec-
KMUX XeCcTax nanblbl pyK NOAYEPKUBAIOT BYJb-
rapHocTb obpasa. Apkan okpacka BasHroB Tak-
Xe HOCUT CMMBONMYECKUI NOATEKCT, COOTBEeT-
CTBYA DU3UYECKUM U JyXOBHbLIM Ka4ecTsam re-
poeB. 30/10TON UBET ABJSeTCs 3Hakom Gnaro-
POAHOIO MPOVMCXOXAEHUA 1 BbICOKOTO MONOXe-
HUS, TEMHO-CUHWUIA, 3€NeHbIA 1 YepHbIA YKa3bl-
BaKOT Ha BOXECTBEHHYIO CYLIHOCTL, KPacHbIM ac-
couMMpyeTcss ¢ COCTOAHWEM FHeBa W APOCTU.
OcobbiM KONOPUTOM OTNUHaeTCA Kykna XaHy-
MaH — nerespapHas 6enas obesbaHa, NpenBo-
putens soncka Pamsl (un. 23)1,

BasiHr NypBO MOXHO Ha3BaTb KBUHT3ICCEH-
UMEV WMHOOHE3UWWCKOW KynbTypsl, OH oka3zan
BIIUSIHWE HE TONbKO Ha ApYyrue Buabl TeaTpalb-
HbIX NPeaCcTaBneHnin, HO W Ha CJIOXKEHWE 3CTeTH-
YeckUx Maeanos HalMOHaNbHOro MCKyccTBa B
uenoM. B Tearpe 0BbeMHbIX KYKOS BasHI rofek
LEeNCTBYIOT Te Xe repou, LapuT TOT Xe KynbT
W3BICKAHHOWN YTOHYEHHOCTW, Tak Xe cpaxaloTcs
NONOXWTENLHbIE U OTPULLATENbHBIE MEPCOHAXN.
MW nuwb OTCYTCTBUME TeHen CHUMaeT TOT
MUCTUYECKMA HaneT TMoTYCTOPOHHOCTY, 4TO
npucyll BasiHT nNypBoO. [lepeBAHHbI® KYyKIbl
ronekun pacnucLiBaloTCA Kpackammn 1 0eBaloTCs
B KOCTIOMbI 13 xnonyatobymaxHow v bapxaTtHown
TKaHW. OpesiHve My3eMHOW  MapuUOHeTKH
OTBaXHOro BoOWHa byMbl, OQHOrC U3 MaBHbIX
repoes “Maxabxapatsl” (mn. 24), coctont n3
ONUHHOW 100KKM C TPaaAULNOHHBIMY Y30paMu 1
KYPTKMW C KPbIIbAMU 38 CNUHOW — 3HaKOM Liapc-

Their hair is arranged in a com-
plex style and the head
crowned with high head-dress,
as is visible on the museum'’s
puppet of prince Rama (Pl. 22).
Members of the opposing clan
were distinguished by a coarse
appearance — stocky figures
with wide round eyes, fat nos-
es, grinning mouths and phallic
gestures, emphasising the vul-
garity of their appearance. The
bright painting of wayangs
also holds concealed symbolic
meaning in keeping with the
physical and spiritual qualities
of the heroes. Gold serves as a
sign of noble origin and status,
dark blue, green and black
point to a divine figure, and red
is associated with a state of
anger and fury. The Hanuman
puppet is distinguished by a
special colouring of the white
monkey, which was the leader
of the Rama army (PI. 23)",

It is possible to label way-
ang purwo as the quintessence
of Indonesian culture. It influ-
enced not only other types of
theatre, but also the composi-
tion of aesthetic ideals of na-
tional culture in general. In the
puppet theatre wayang golek,
the same heroes appear, the
same cult of elegant refinement
prevails and the positive and
negative characters also battle.
The difference is the absence of
light shadows which gives some
mystic feeling to wayang pur-
wo. Wooden golek puppets are
painted and clothed in costume
from cotton and velvet fabrics.
The attire of the museum'’s pup-
pet, a courageous Bima warrior
and one of the principle heroes
of "Mahabharata” (Pl. 24), con-
sists of a long robe with tradi-
tional patterns and a coat with
wings on the back — a sign of



Kyxna meampa
GAAHZ 20NEK.
Boun Buaa.
Hudowesua,

0. Aan.

Cepeduna XX a.

Hepeso, muam,

Theatre wayang
golek puppet.
Bima warrior.
Indonesia, Java.
Mid 20th
century. Woaod,
Jabiic, carving,

peavia, pocnuce. painting,
B. 73 £, 73
Ne 3898-IT Ne 3898-11
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TexHUKa W3roTos-
neuun 6atukos
Buina n3secTHa ewe
B [lpesHemM Erunre,
WHauwu, Kutae u
naxe 8 [laTuHckon
Awmepuxe (Nepy).
Camo HazgaHue
BaTui nporcxoauT
0T Mananckoro
TUK, YTO B Y3KOM
CMbICNE D3HaYano
"Touka, kanna", a &
Gonee WwipoKkom =
nwcare,

pWcoBaTh”,

The technigue for
the preparation of
batiks was known
of in Ancient
Egypt, China, india
and even Latin
America (Peru). The
name itself batik
comes from the
Malay word tik,
which in a limited
sense means “dot,
drop”, and in a
broader sense "to
write, to paint”.

KOro pofa, BONOCkl YNOXEeHb! NonyMmecauem u
WMEIOT C3a4u YKpallueHwe B BUOe CTUNM30BaH-
HOW ronosbl MUgUYeckoro opna. B peneprtyap
3TOro Teatpa, MOMUMO MbEC N0 UHAYUCTCKUM
CKa3aHuAM, BOLWNU NPOU3BEAEHWA, B3ATbIE U3
MYyCyNbMaHCKOW Mananckow nurepatypbl, Ha-
npuMep o nogsurax asau Myxammega Amupa
Xam3bl unu nobosHO-aBaHTIOPHbIE pacckassl o
noxoxneHnax npuHua MNadoxku. B Hux, ogHako,
TOXe NPUCYTCTBYET MOTUB NPOTUBONOCTaBNEHUS
TEMHBIX U CBETNbIX Ha4an Mupa, WX W3BEeYHan
Bopbba, B koTOpOW BCerpa nobexpaer nobpo.

B TpaauuUmMoHHOM KynbType AsaHcko-Banui-
CKOro apeana Croflb Xe 3Ha4yMMylo ponb, Kak
KPUChI W BafHMM, UrpaloT TkaHn Batnku. MHorve
nccnegoBarten HasbiBaT MHOOHE3 UK e Batu-
KW YHWKaNbHbIM ABJIEHWEM B MMPOBOM XYLOXE-
CTBEHHOM TeKCTUNEe, XOTA 3Ta TeXHMKa 3HaKoma
He Tonbko obutatenam Manaickoro apxunena-
ra'. Ho nmeHHO WHAOHE3WMCKME MacTepuubl
[OCTUIMA B 3TOM UCKYCCTBE BbiCOYaWLLen cTene-
HW TexHW4eckoro coeepuweHcTBa. CambiMu
CTapbiMU U KPYNHLIMUK LeHTpamMu BaTukosaHUA
AsnaAloTca ropofa [xokbakapTa u Cypakapra Ha
LleHTpansHon fise. 30ech co3gaBanuchk KNaccm-
Yeckvie BaTUKK, 1 3aHUMENNUCh 3TUM PEMecrom
NPeuMYLLeCTBEHHO XeHLWHbI. oka3aTensHo,
4YTO OHO BXOAWNO B TPaAULMOHHYID CUCTEMY
BOCMUTAHMA AEBOYEK M3 CEMEWM BbICWen 3HaTh.
Ans asaHckx GNaropogHbIX AaM 3TO YTOHYEH-
Hoe 3aHaTMe (ero obpa3Ho HazbiBanu “pu-
coBaHvem OaTuKOBbIX y30poB Ha cepaue”)
WUrpano Ty e pofb, 4TO U BbIWWBaHWE ANA er-
PONENCKMX XEHLWWNH apUCTOKPaTUHECKGro Npo-
ncxoxpeHua. B 3TOW TexHWKe BbINOMHANMCH
npexpje BCero TKaHw A58 HauWoHankHoro Koc-
TIOMa, KakK XeHCKoro, Tak W Myxckoro. Ero

royal origin. The hairstyle is
crescent-like and has an orna-
ment at the back in the form of
the stylised head of a mythical
eagle. Besides plays of Hindu
legends in the repertoire of this
theatre, works taken from Mus-
lim Malaysian literature were
also played out. These included
the exploits of the uncle of Mo-
hammed, Amir Hamsa, and the
adventuresome tales of Prince
Panji. There is also a theme con-
trasting the dark and light ori-
gins of the world and the infi-
nite struggle in which good is
always the victor.

Batik fabrics like kris and
wayang play a significant role in
the traditional culture of the
Java and Bali regions. Many re-
searchers label Indonesian ba-
tiks a unique phenomenon in
the artistic textiles of the world.
Although this technique was
familiar not only to the inhabit-
ants of the Malay Archipelago?,
it was the Indonesian masters
that reached the highest level
of technical perfection in this
art. The cities of Yogyakarta
and Surakarta in central Java
are the oldest and largest cen-
tres of batik work. It was here
that classic batiks were created
and it was predominantly wom-
en who worked in this trade. It
is evident that this art was an
important part of a girl's up-
bringing in the families of the
highest nobility. It was a refined
pursuit for noble Javanese
women (figuratively called
“drawings of batik designs on
the heart”) and played the
same role that embroidery did
for aristocratic European wom-
en. This technique was primari-
ly used in producing fabrics for
national costumes, both men's
and women's. This typically



OCHOBY COCTaBNseT KauH NaHAKaHr — xnonya-
TobymMaxHoe nONOTHWUILE Ppa3mMepoM OKOJo
100x250 cm, KOTOpbIM OpPanupyloT HWXHIOK
Yyactb Tena.

bBatnkoBaHmMe — MeTOp BOCKOBOW pe3epsa-
UMK — npegcrasnaet cobon CNoXHLIM U MHOTO-
3TanHblA npouecc. Ha camble UEHHbIE TKaHW
(BaTuK TYNUC) PUCYHOK HAHOCUTCS BOCKOM C
OBYX CTOPOH OT PYKK Npwt MOMOLLN CneluanbHo-
ro MHCTPYMEHTa YaHTUHra?, ans bonee nNpocTsix
(6aTmk yan) ucnonb3yeTcs wWramn 4an. ocne
3TOr0 TKaHb NOTPYXAIOT B MEpPBbIM KpacuTens —
TEMHO-CUHMIA MHAKWIO. 3aTeM BOCK o4MllaeTcs
(ocTaeTcs TONbKO Ha Tex MecTax, koTopble
LOMXKHbI BbITe BenbiMu), pesepsupyloTcs yxe
OKpalleHHbIe y4acTkKn, 1 TKaHb CHOBa nogsepra-
0T OKpacke, yxXe B TeMHO-KOPWYHEeBbIA UBerT.
Mpolenypa NOBTOPAETCA CTONLKO Pas, CKONMbKO
LUBeToB [oMxHOo ObiTb B roToBOM W3genuu.
Konopwcriyeckan raMmma knaccuyeckoro batuka
BblAepxaHa B BnaropogHbIx TOHax, CoHeTaloLLmMx
CUHVe, KOpWYHeBble, KpeMoBaTo-benbie oTTeHku.
ManuTpa COBpeMeHHbIX MacTepoB 3Ha4yUTeNLHO
pacwmypunack 3a cHeT NPUMEHEHUN XUMMUHECKNX
Kpacutenen. LIBeT B TKaHAX Urpan BaXHyio ponb,
BO MHOroMm Onpefenss v CUMBONKUKY Op-
HaMmeHToB. KpacHblW, Hanpumep, accounmpo-
Banca C nnogoponunem, a bensi 66N LBETOM
BcesbilHero un  BOXECTBEHHOro MOKPOBU-
TenscTBa.

BaTtMky NoWCTUHE ABNAIOTCA COKPOBULHK-
Lel HaumoHanbHOM opHaMeHTUKK. B HacTosllee
BpeMs MCCNefoBaTten HacunTbiBalOT HECKONLKO
ThicAY BaTUKOBLIX Y30pOB. HEKOTOPLIE U3 HUX
paHble BXOAWNM B KaTeropuio cakpanbHbiX,
“3anpeTHbiX”, npefHasHaYyeHHbIX TOMbLKO ANd
CYNTaHoB W BbiCLWen 3HaTh, K ux Yucny oTHOCK-

comprised a cotton sheet of
100%250 cm. that was draped
over the lower part of the body
(kain panjang).

Batik production using the
dye-resistant technigue re-
quired a multi-phase process.
First, hand drawings are exe-
cuted in wax on both sides of
the finest fabrics (batik tulis),
with the help of a special in-
strument canting?, and for
simpler forms (batik cap) a
copper stamp cap is used. Af-
ter the wax is applied, the fab-
ric is immersed in the first of a
series of dyes — dark indigo
blue. Then the wax is removed
(revealing areas of white fabric
where the dye does not pene-
trate the wax) and dyed parts
are re-waxed. The fabric is
again immersed in dye, this
time of a dark brown colour.
The procedure is repeated as
many times as necessary to
achieve the desired colour and
shades of the final product. The
ranges of colours for the classic
batik are elegant, combining
the shades of dark blue, brown
and creamy-white. The palette
of modern masters has signifi-
cantly expanded due to the use
of chemical dyes. Colour plays
an important role in clothes,
often determining the symbolic
meaning of ornaments. For ex-
ample, red tone is associated
with fertility and white is a sign
of God and divine protection.

Batiks are indeed a real
treasury of national ornaments.
Researchers have recovered sev-
eral thousand batik designs to
date. Some of these designs
were in a sacral "restricted” cat-
egory, which were intended
only for sultans and high aris-
tocracy. Also included in this
category are fabrics with so-

Hexycemeo

WHAOHE3NN

2

YaHTUHT — 370 MK~

HWATIOPHBIA Mef -
HbIA YaWHKK € ae-
PeBAHHOM PY4KOR,
VNMEIOLLWMEA OanH
WK HECKONBKO Ho-
CUKGB. MM 3a4ep-
NLIBAIOT pacnnas-
NeHHbIR BOCK 1 pe-
3EDRMPYIOT Y30pbl.

Canting is

a miniature copper
cup with a wooden
handle, which has
one or several
spouts. It is dipped
in molten wax and
decorated.
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WHoe TonkosaHue

y30pa KaK TYM=TyM
(8HOBL pacuBeTaio-
LUAR) CBA33HO C
TporatensHom ne-
reHfon o kopone-
Be, CYNpyr KoTopor
NOKUHY ee W3-3a
HOBOWM HANOXKHWLGI,
Yrobul 336biTh
CBOK NeYanhb, XeH-
WWHa 3aHAnack Ha-
TAKOBEHMEM U CO-
3[laHMEM HOBOMO
opHamMeHTa. 3auH-
TEpecoBaBlWucL ee
paboron, cyntad
CTan kaxasla fdexs
NPVXOOWTL M Ha-
Brionath 3a nofs-
JIeHnem
“3peanHoro” yiopa.
MNocrenexHo ero
no6osk BHOBbL
npobynunace.

A different
interpretation of a
esign such as
tum-tum
(re-blossoming) is
connected with a
maving legend of a
queen whose
husband left her
for a new
concubine, In order
to forget her
sadness, the
woman enEaged in
batik making and
the creation of

a new ormament.
Interested in her
work, the sultan
started coming
every day to
abserve the
appearance of the
"star” design.

His love for her
gradually awoke

in him again.

NUCb TKaHW C TaK Ha3blBaembiM “KOCMONOrn-
Yyeckum" aekopom (un. 25), MOTUBbLI KOTOPOIo
CBA3aHbLI C PENUIrMO3HO-dUNocopckumm npep-
CTaBNeHMAMMN O CTPOEHUM BceneHHoW, Hanpu-
mep, y30p cpu ryHyHr (3onotas ropa) B suae
Hebonbwmx Benbix XONMUKOB, KpbinaTbid na-
BUNbOH YaHAU — BOXecTBeHHbIM xpam, “ko-
pabnb MepTBbLIX”, ANWUHHbIE MEpbA — 3HaKW
HebecHol chepbl.

Ha ppyrom Batuke U3 My3enHoOM Konnekuum
BbIOENAIOTCA pannopTbl € KPYMHbIMU DUrypamu
B BWAE CTW/M30BaHHOro nepua, 3anofHeHHoro
MOTVMBOM KasyHr (un. 26). CHMTAETCH, 4TO 3TOT
y30p BOCMPOM3BOAMT BWA pPa3pe3aHHoro
nonepek nnofa caxapHou rnanbMbl, HO CemaH-
TWKa ero ropasgo rnybxe. B UHooHesnu, kak u
BO MHOMMX APYrux CTpaHax, Kpyr M osan ac-
coummpoBsanuce ¢ HebecHsiMu cdhepamu, ¢ no-
HATWUEM BEYHOCTUM, a BCA BceneHHaa Mbicnunacs
KaKk rvraHTckoe aWuo wnu wap. Bnnote no
HellasHero BpeMeHu KaBYHI ObiN CBALLEHHbIM
y30pOM, MPU3BaHHbIM denaTk YenoBeka Heyas-
BUMbIM L7188 31bIX CAN. TeMHbid (DOH TKaHu
3aNonHeH OpHamMeHTOM W3 CBETNbIX 3Be3[,
Ha3blBaembiM TPYHTYM — “BeCcTW, BO3rnasnams”.
Mo TpaaMLMKM KauH NaHBXaHr C Takum pu-
CYHKOM HafeBanu Ha cBafebHy LuepeMoHUIo
poauTeny HeBeCTbl B 3HaK CBOEM rOTOBHOCTW
BeCTU U HanpasfaTe MONOLOXEHOB, Ha4yUHa-
IOLLNX HOBYIO KMU3HB.

K 4neny xpectomatuiHbix M Haubonee ad-
(PEKTHBIX TEKCTUIbHbIX Y30POB OTHOCUTCS TamM=
Ban (3annata, nockytHoe ogeano) (un. 27).
CBoe Ha3BaHue oH nonyyun Bnaropaps csoe-
0bpasHoW opHaMeHTauMn, DENCTBUTENBHO Ha-
NoMyHaOLWen CWKUToe M3 KYCOMKOB OOEsno.
Bce none TkaHwW pasfeneHo Ha KBagparbl, B KO-

called “cosmological” designs
(Pl. 25), the motifs of which
are connected with the religious
philosophical representation of
the Universe. Examples of which
are the sri gunung (Gold moun-
tain), in the form of small white
hills, the winged pavilion candi
— a divine temple, “the ship of
the dead”, and long feathers -
signs of the celestial sphere.

On a different batik from
the museum’s collection, the
motifs are distinguished by
large figures in the form of a
stylised pepper fruit filled with
the kawung motif (Pl. 26). It is
considered that this pattern re-
produces the image of sugar
palm fruit cut crosswise, but its
symbolic meaning is much more
profound. In Indonesia, as in
many other countries, a circle or
oval was associated with the
celestial sphere, the notion of
immortality, and the Universe
was conceived as a giant egg or
ball. Until quite recently,
kawung was a holy symbol,
which was considered to make
a man invincible against evil
spirits. The dark background of
the fabric is filled with an orna-
ment of bright stars, called
truntum - “to take, to lead”.
According to tradition, kain
panjang with such designs
were worn at wedding ceremo-
nies by the parents of the bride
as a sign of their preparation to
take and lead the newly weds
beginning a new life'.

Tambal is one of the most
effective textile designs (patch
work, patch work quilting)
(PI. 27). It received its name due
to the distinctive ornamentation
which resembles a quilt sewn
together from pieces. The
whole area of the fabric is di-
vided into squares, which con-



Ticans dan obicu
xaun nandxcans:
¢ “Kocmonnau-
weckum™ yaopao.
Hhdonesus,

0. Asa. XIX a.
X/6 mrxans, Ga-
MUK MYAUE.
108 x 300

Ne 418601

v

Fabric for skirl
kain panjang
with “cosmologi-
cal” pattern. In-
donesia, Java.
19th century.
Cotton ,

batik tulis.

108 x 300

Ne 418611
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Ticans 0ar 100Kw
Kxaun nandscare
¢ ysopom
mprynmym.
Hudonesus,

0. Aaa.
Cepeduna XX a.
X/6 mxans, ba-
MUK myauc.
1035 x 247

Ne 7891-IT

Fabric for skirt
kain panjang
with truntum
pattern.
Indonesia, Java.
Mid of 20th
century.
Cotton ,

batik tulis.
103.5 x 247
No 7891-IT

Tiats das w00Ku
xaun nandicanz
¢ yaopom
mamban.
Hudonesusn,

o. Aaa.

1970-¢ 22

X /6 mxawnn, 6a-
MUK U

104 x 308

Ne 7324-IT

Fabric for shirl
kain panjang
with tambal
pattern.
Indonesia, Java.
1970s.

Cotton ,

batik cap.

104 x 308

Ne 7324.11
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OrpoMHbIiA NaHTeoH

BKMIOYAN NECTPhIlA
CoHM Doroe, Kak
nHayncrcko-Bya-
AWACKOro Kpyra
(Hanpumep, batapa
[ypy, OTOXOECTBNA-
DWW ofiHOBpe-
merHo u LWkey 1
Byany), Tak u mecr-
HbiX KYNGTOB, CBA-
3dHHbBIX € NOYWTa-
HUEM NPelkoB,
oboxecTaneHHLX
CUN NPUPOAKI, Cpe-
JIM KOTOPHIX 0CO-
DeHHo BelnenseTca
BoruKa puca

Hesu Cpu.

A giant pantheon
included a mixed
assembly of gods
of the Hindu-
Buddhist sphere
{eg. Batara Guru,
identified at the
same time with
Shiva and Buddha),
and local cults
connected with
the worship of
ancestors and the
powers of nature,
particularly the
goddess of rice
Devi Sri.

=
Hanno Panel
“I[Taxmarue “Churning
oxeana”. of the Ocean”.
Hudoneausn, Indonesia, Bali.
0. Banu. Late 19th -
Koney XIX - early 20th
navaso XX a. century.
X/6 mrann, wxie- Cotton ,
eanie Kpacnut. glue paint.
135 x 145,5 135 x 145.5
N 874011 N 874011

28

Topble 3aknioYeHbl pazHoobpasHble AeKopaTus-
Hble MOTUBbI, Kak pacTUTeNbLHOro, Tak U reo-
METPUYECKOro xapakTtepa. Mx HacTonsko MHO-
ro, 4To Tamban cumTaeTcs aHUMknoneguen Ba-
TMKOBbLIX Y30poB. 10 ogHON N3 Bepcun, Takue
TKaHu Havyanu aenatb B 19 B. B KavecTse y4yeb-
HOro nocobus Ans HauyMHawwmx macrepuy,. C
TeYeHUeM BPEMeHM OpHaMeHT Bbin 3cTeTu3n-
poBaH U npuobpen camocToATeNbHOE 3HaYve-
Hue., OH COCTOUT M3 MOTMBOB Bnaronoxena-
TernbHOro XapakTtepa. Tak, NOMeLWeHHble B Of-
HOM KBajpare AmaroHansHbole paasl S-obpas-
HbIX 3/1EMEHTOR MapaHr CBA3LIBAIOTCA C uaeewn
gonron xusHu. fOpyras “knerka” 3anonHeHa
CTapUHHBLIM Y30POM HUTUK, U3HALLHbLIE PO3ETKM
KOTOPOro HaroMWUHAIOT KPYXEBHOE NieTexHne,
EMy npunuceiBaeTcs Markyeckas cuna obepera.
A 4nA BblpaXeHWa naev cnasbl n BoxecTBeH-
HOro MOKPOBUTENbCTBA B LEKOP BKIIOYeHb
n306paxeHn KpbINLEB = CUMBONOB CONHEYHO-
ro opna lapypasl. Ogexpga 13 tkaHen ramban,
no nosepbsm, obnagaer sBonwebHbIM CBOW-
CTBOM M3N1e41BaTh OT Heyros W OTBpaLlaTh 3n0.

Mpy Hanu4ymuu Takux oBLMX (EeHOMEHOB,
KaK Kpucbl, BasHM u Batukum, Ha octpoee banu
nony4Ynn pa3suTue U pag Apyrux BUOoB Tpa-
OWUMOHHOTO McKyccTBa. B otnmyue o1 fBbl,
3[eCb COXpaHunach TPaAULMNSA CO3OaHUA XN~
BOMWCHbIX N@HHO, MCTOKN KOTOPOW BOCXOAAT K
CpeaHeBeKOBOW KYNbToBOW KapTuHe. Kamer-
Hble anTapu W CTeHbl XPamMOB yKpallanncb Xu-
BOMWCHbIMMK 3aBecaMy Ha TKaHW C n3obpaxe-
HMem BoXecTs cuHkpeTudeckon penurun ba-
nuiues'. NMpumepom nogobHON KOMMNO3MLUY
CNYXWUT My3ernHoe NaHHo KoHua 19 — Havana
20 B. Ha TeMY WHOYUCTCKOrO MUa 0 naxTaHuu
MupoBoro okeaHa (un. 28). B HeM pacckasbl-

sist of various decorative motifs
of a floral or geometric charac-
ter. There are so many of them
that tambal is considered an en-
cyclopaedia of batik designs.
One version is that such fabrics
began to be made in the 19th
century as a form of educational
assistance for those beginning
work in workshops. In the
course of time this pattern was
aesthetised and gained its own
significance. It consists of motifs
of a benevolent character. Diag-
onal rows of S-shaped elements
parang are placed in one
square, which are connected to
longevity. A different “cage” is
filled with an ancient design ni-
tik, which elegant rosettes re-
semble lace braiding. It is attrib-
uted to the magical power of a
protector. In order to express the
concept of glory and divine pro-
tection, the decoration includes
symbols of wings of the sun ea-
gle Garuda. Clothes made from
tambal fabrics are believed to
possess a magical guality to rid
of disease and deter evil.

In the presence of such
common phenomena, like kris,
wayang and batik, and several
other types of traditional art de-
veloped on the island of Bali.
Unlike Java, the tradition of cre-
ating pictures has been pre-
served there, sources of which
date back to religious painting
of the Middle Ages. Stone altars
and walls of the temples were
decorated with pictorial scenes
on fabric with the image of di-
vine figures of the syncretic reli-
gion of the Bali people'. An ex-
ample of a similar composition is
one of the museum'’s hangings
dating to the late 19th to early
20th century, on the topic of a
Hindu myth about the churning
of the World's ocean (PI. 28). It
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Mes cunza na
desmone Kaaa,

Lion singa on
demon Kala.

Hudonesus, Indonesia, Bali.
0. Banu. Late 19th
Koneu XIX a. century.
Aepeso, pesuba, Wood, carving,
pocniics. painting.
B. 30 H. 30
Ne §622-1T No 862211

29

BaETCH O TOM, kak Boru u aemoHsl, 4To6bl A0-
ObiTe C OKeaHckoro gHa Hanutok BeccmepTis,
ctanu 83bKBaTh BOALI NPK NOMOLLM ropsl, 0b-
BUTOM KoCMMYyeckum 3meem. boru npu atom
AepXanicb 3a XBOCT 3Mes, AeMOHBI ~ 3a rofio-
BY. lNocTteneHHo M3 rNyBuH okeaHa cranu no-
ABNATLCA YYyAeCHble CylecTBa W npeamMers:
HebecHble gesbl, Benbin cNoH, DoxecTBeHHbIV
KOHb U NWLWb B KOHLE — BONWEOHbIV HanuToK.
Ha maHHO y4aCTHUKWM MUEUYeCckoro Oencrea
pacnonoxeHsl B TpW Apyca, a LeHTPp KOMMNO3u-
LUUU OTMEYEH ropow, Haf KOTOpon BUAHA DU-
rypa benoro koHAa. lekopaTvBHana MaHepa Xu-
BOMWUCK NMPOABNAGTCA B YCNOBHOCTU NOCTPOEe-
HUA = MNOCKOCTHOCTM U APKOM KONOpUTe, CTY-
nusaunu duryp B ayxe BasiHr nypso u 0b6-
paMneHMm Kx OAUHAKOBLIMW 3010TUCTBIMMN
opeonamu,

Cnasy Banu coctaBnseT Takxe pessba no
nepesy v KamMHio, Penbe@Hble y30pbl yKpalla-
0T XPaMOBbIE€ W ABOPLOBbLIE MOCTPONKN, BXOA-
Hble ABEpK XUAWUUL U AOMawHwWe antapu. Tpa-
AMUMOHHANA [epeBsHHan CKYNbNTypa BKAOYaeT
obwupHbl Kpyr o6pa3oe oT nHayucrckux 6o-
KECTB [0 aHUMUCTUYECKUX AYX0B. TUNUYHbBIM
npencrasBuTenemM NecTpon reapanm oxpaHure-
e CBAUeHHbIX MeCT BbICTYMaeT Kpblnartsii
nes CUHra, NMokasaHHbIi 8 My3eiHom obpasue
KoHua 19 B. cnaawmm Ha ronose gemoHa Kanbl
(un. 29). MacT caHTacTMHeckmX CyLLLecTB rpo3-
HO OCKaNeHbl, rnasa BbiNy4eHbl, a spkas pac-
Kpacka, CBOWCTBEHHAA NofoBHbLIM KYNbTOBbLIM
npov3BedeHusmM, YCUIMBAET 3KCNPeccusHo-
yCTpaliawowinin xapakrep nx obnuka. Mo npen-
CTaBNeHnam BGannnueB, UMEHHO Takue AemMo-
HUYecKMe YepTbl OXPaHUTenen LOMXHbLI OTMy-
rMBaTh 3MbIX AYXOB.

tells of how gods and demons,
in order to extract the drink of
immortality from the ocean
floor, began to whip up the wa-
ter with the help of a mountain
entwined with a cosmic snake.
Gods held the snake by the tail
while the demons held it by the
head. Gradually, marvellous be-
ings and objects began appear-
ing from the depths of the
ocean: celestial maidens, a white
elephant, a divine horse and in
the end, the magical drink. Par-
ticipants of this mythical event
are depicted on the picture in
three tiers. The centre of the
composition shows a mountain
above which the figure of a
white horse is visible. The deco-
rative manner of the drawing is
revealed in the conventionality
of its formation — planarity and
bright colouring, the stylisation
of figures in the manner of
wayang purwo and the setting
with identical gold halos.

Bali is also famed for wood
and stone carving. Relief designs
decorate temple and palace
buildings, doors of homes and
home altars. The traditional
wooden sculpture includes an
extensive range of images from
divine Hindu beings to animistic
spirits. A typical representative of
multi-ranged protectors of reli-
gious places is the winged lion
singa. It is shown in the muse-
um'’s image of the late 19th cen-
tury sitting on the head of the
demon Kala (Pl. 29). The fantas-
tic beings are shown with men-
acing jaws, wide eyes and bright
colouring, characteristic of simi-
lar religious works, to intensify
the expressively frightening na-
ture of their appearance. In the
conception of the Bali people,
such demonic traits of protectors
should frighten off evil spirits.
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Leqesott
Gapaban. Slitted drum.
Hudoneausn, Indonesia, Tanuywowui Dancing demon.,
0. baau. Bali. derton. Indonesia,
Koney XIX - Late 19th - early Hudonesua, Bali.
navaro XX é. 20th century, o. baau, Mid 20th
Hepeso, pesvia, Wood, carving, Cepeduna XX &, century.
pocnuce. painting. Aepeso, peavba. Wood, carving.
B. 105 H. 105 B. 51,5 H. 51.5
Ne 7434-11 Ne 743411 Ne 900111 Ne 9001-11

30 31

CTonb Xe BbipasuTeNsHbl AEePeBsHHbIe Lije-
nesble bapabakel, KOTOPbIE UMENINCL B KaXA0M
AepeBHe U KUCNONb30BaNUCh Kak CUrHanbHble,
a Takxe BO Bpems 3emnefens4yecknx obpanos.
Kak npaswno, nx Bbipe3anu 13 BbiaonbneHHo-
ro Creona pgepesa W npuaaeann uMm Bup
YANUHEHHOW MYXCKOM DUrypbl ¢ rpoTeckHbIM
BblpaxeHuem Nuua. BUTON CNYXUI CbeMHbIN,
NOAYepKHYTO yBEnuYeHHbn dannoc. Mysen-
Hbln BapabaH, okpaleHHbLIR B KpacHbIM TOH —
UBET KPOBU W APOCTU, XUIHEHHbLIX COKOB
3eMNU, — TaKXe UMeeT YTPUPOBaHHbIE MeHM-
Tannn, 410 NoaYepkuBaeT CBA3b 3Toro obpasa
C ApeBHUMM KyNbTaMu naogopogus (un. 30).

C navana 20 8. cpepa uHTepecos Banuii-
CKUX pe3ynkoB nof BAURHUEM eBPONencKoro
MNCKYCCTBA 3Ha4YMTeNnbHO pacwwupaetca. OHuU
CO3[aloT He TOMbKO KYyNbTOBYIO, HO U CBETC-
Kylo CKYynbATYpY, NPUYeMm, Kak npasuno, us3
HeokpalWeHHOro gepesa. B nnactuke manbix
dop™M NOABNATCA CIOXETbl U3 OKPYXKaloLLen
XW3HWU, B KOTOPbIX 3aMETHbI peanucruyeckue
TeHaeHUuu. Bmecte ¢ Tem 6BesygepxHas
HaHTa3us MacTepoB Mo-NpexHeMy HaxoauT
BbIXOA B M300paxeHnsx nepcoHaxen MHAYM-
CTCKUX MUPOB, BanMNCKUX CKa30K U NereHm.
Ux curypel To rpoteckHo cnaowers (tun
‘Tonctakos”), TO BbITAHYTH B BasHrOBOM
ctune. Nopon oHW NpeacTamoT B CAOXHbLIX NO-
3ax, cnerka napoampysa knaccuyeckue TaHue-
BanbHbie ABuxeHus (“TaHuyowmn neMoH”,
vn. 31). BbipesaHHble U3 UEHHbLIX NOpop Ae-
peBbeB CKyNbMTYpbl MopaxatT HeobbikHO-
BEHHOW NNacTukom (GopmM U BbLICOKMM Mac-
TepCTBOM UCMNONHEeHUS.

Kak yxe oTme4anocCk, MHOW XyOoOXe-
CTBEHHOW KyNbTypow obnapaioT HapoaHoOCTH,



The same expressive forms
have slitted wooden drums,
which every village was in pos-
session of, were used as signals
as well as during agricultural
festivals. They were generally
carved from hollow tree trunks
and were given the form of an
elongated male figure with a
grotesque facial expression. The
drumstick was a detachable
over-sized phallus. The muse-
um’s drum, painted in a red
tone — the colour of blood and
fury, vital juices of the earth —
also has exaggerated genitalia
that emphasises the connection
of this form to the ancient cults
of fertility (Pl. 30).

Since the beginning of the
20th century, the realm of in-
terest of Bali carvers, under the
influence of European art, has
significantly widened. They cre-
ate not only a religious, but also
secular sculptures, usually from
unpainted wood. Stories from
everyday life appear in small
sculptures in which realist ten-
dencies are evident. The unre-
strained fantasy of the masters
is also found in the works of
the characters of Hindu myths
and Bali tales and legends, as
was the case earlier. Their
forms can be grotesquely
squashed (the "fatso” type) or
stretched in a wayang style. At
times, they appear in complicat-
ed poses, somewhat parodying
classical dance moves ("The
Dancing Demon”, Pl. 31). Cut
from rare tree species, the
sculptures amaze with their un-
usual form and high level of
craftsmanship.

As already mentioned, dif-
ferent peoples possessed dif-
ferent artistic cultures, many
preserving ancient beliefs — the
Bataks of Sumatra, the Toraja
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BO MHOTOM COXPaHWBLUME OApeBHUE BepoBa-
HUA, — 310 Batakm Cymatpbl, Topagxu Cyna-
Becu, gaaku KanmmaHTtaHa, XUTenu ocrpo-
BoB Jletn, Huaca, 3anagHor Hosow BuHew
u ap. lMpexae Bcero cneayer YNOoMAHYTb
KYyNbTOBYIO CKYNbNTYpPY M3 KaMHA U nepesa,
B KOTOPOW BoOMnowanuce obpasbl AyXxos
MPUPOLbl, NEPBONpPeaKoB, XpaHuTenen poaa,
arpapHblx BboxecTts. B oQHUX OEPEBHAX MUX
XpaHunum B ODWMHHBIX AOMax, B APYrux —
BblkNnaabliBann BO BpemAa oOpAOOB Ha CBA-
WeHHYI0 nNowaaky Wnum Ha BCnaxaHHoe
none, Tak Kak Hafeanuchb, 4TO 3aKknio4eHHan
B HUX Marmyeckas cuna nepemger semne u
obecne4ynt xopowwuin ypoxan. KameHHasn
ckynbnTypa Hebonbuwmnx dopm Hacto bbina
no4ytu He obpaboTaHa, NulbL cnerka Ha no-
BEPXHOCTM HaMeyanuce ronosa v pyku 6o-
XecTea (MoYyMTanuch Aake NPOCTbie KamMHK,
cyMTaBLIMECA "XUBLIMWY, Tak Kak B HUX Bce-
NANUCh MOryLWecTBeHHble ayxu). MHoraa ato
Bbinu nlobpaxeHnns napel Boxecrs, cnuB-
wnxca 8 obbvatuax (un. 32), HECOMHEHHO
npeaHa3Ha4YaBWWeCA ANA pPUTYanoB KynbTa
nnogopoAus. B obobueHHoR nnacTuke Kom-
no3nuMKM ensBa yragblBalTCA O4YepTaHus
MYXCKOW W XEHCKOW uryp, a 8 Lenom en
npuaaHa gannnyeckan gopma.

Ha octpose JleTu gepeBAHHbLIE aHTpono-
MOPGHbLIE CKYNbNTYPbLl BOCNPUHUMANUCL Kak
BMECTUNULLE AyW yMepwux 4neHos obuwm-
Hbl. Ecnn nsobpaxeHune matepu-npaponn-
TenbHWUbl B BUAE BONbIION CUALHO CTUNK-
30BAHHOW GWrypbl C NOAHATBIMU PyKamu
OblNO MECTOM NOCTOAHHOrO NpebblBaHlnA 0X-
pPaHUTENbHUULl pofa, TO MUHUATIOPHbIE CTa-
TY3TKN NeHe CYUTANNCh BPpeMeHHLIM npucra-

of Sulavesi, Dayaks of Kaliman-
tan, and the peoples of Leti,
Nias, Western New Guinea and
other islands. First of all, reli-
gious sculptures from stone and
wood should be mentioned,
which are incarnated images of
the spirits of nature, the first
ancestors, the protectors of
the family and agrarian deities.
In some villages they were kept
in communal houses and in
others they were laid out dur-
ing ceremonies on the sacred
square. They were also placed
in a ploughed field, as it was
believed they possessed a mag-
ical power which passed into
the earth and provided for a
good harvest. A small stone
sculpture was often unpol-
ished, with the head and hands
of the deity slightly outlined on
the surface (even simple stones
were revered and were consid-
ered as "living"” because power-
ful spirits were believed to
dwell in them). Sometimes it
was the works of a pair of di-
vine beings embracing (Pl. 32),
which were without doubt in-
tended for the rituals of the
cult of fertility. In a generalised
composition of the sculpture
the outline of the male and fe-
male figures are difficult to
make out and usually it is given
a phallic form.

Wooden anthropomorphic
sculptures on the island of Leti
were interpreted as a receptacle
of the spirits of deceased mem-
bers of the community. While
the image of the mother-pri-
mogenitor, in the form of a
large, highly stylised figure with
raised hands, was a place of
constant stay for the protectors
of the family, the miniature
statuettes yene were consid-
ered temporary shelter for the



Cryavnmypa
noNcecng
naedopodus.
Hudowesus,

0. Cysampa.
XIX 6.

Kaxens, peswba.
B. 17

Ne 7926-IT

Seulpture

of deities

of fertility.
Indonesia,
Sumatra.

19th century.
Stone, carving.
H 17

No 7926.0T
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Cryasnmypa
Cacyasnmypt Scudptures of npedica.
npedxos itene. ancestors yene. Hundonesun, Seulpture
IHudonesus, Indonesia, 0. Cynaaecu. of ancestor.
o. Jemu. Leti. Hepaan Indonesia,
Cepeduna XX ». Mid 20tk noaoguna XX g. Sulavesi.
Aepeso, wocmu, century, Aepeao, First half of
pesvba, Wood, bone, x/0 mrats, 20th century.
menupogra. carving, toning. peavba, Wood, batik,
B. 215 H. 213 monupoera. carving, toning.
Ne 914911, Ne 9714901, B. 255 H. 255
9150-IT 915011 Ne 025711 Ne G257-IT

34

HULEeM Ayl ceMerHblX Npeaxos, KoTopble
MOrnn NepecenaTbCcs B Apyrve npegmers v
CKyNbnTypLi. OHW BHIFNAAENM Kak cnasuine
MYXCKUe U XeHcKue QUrypsl, npuxasimue
KOMEHW K FpyAn 1 Jepxaliue B pykax puty-
anbHble cocyabl (un. 33). Mnasa neHe Bbl-
MOMAHANUCL M3 KOCTAHbIX BycuH, a Teno cner-
Ka ToHMpoBanocb. Bo Bpemsa obpspna “Bce-
neHus Aywmn"” ckynbnTypbl CTaBUNKU Ha 3000~
Tble NAACTUHbI, @ NOCNe OKOHYaHUA LepemMo-
HWW NepeHocunu Nopf Kpbilly Aoma, rae oHu
WU XPaHUNUCh.

MopobHoro poda ckynbnTypa CyLecTso-
Bana wn y Topagxen octposa Cynaeecu, KOTo-
pas npegHasHa4Yanacb ANA CNOXHbLIX pUTya-
nos norpebeHns. YMepLlmMx xopoHunu B ne-
wepax, BblpybaslMXCA BbICOKO B CKanax, y
BXOJla B KOTOpble yCTaHaBNUBanuce Ha cne-
umanebHblx Bepangax bonbwune, B Yyenoeevec-
KuW pocCT, AepeBAHHble (Urypsl B ogexae
yconwux. Tak kak moarotoBka K NoxopoHam
ANUnacs 0YeHb AONT0, MOPON HECKONLKO Me-
CALEB, TO Teno xpaHunu B ocobom nomeuye-
HWW, a ANA OyWwn ymepllero genann nHorga
BPEMEHHYIO CKynbnTypy Hebonbwux pasme-
poB. TakoBa CTaTy3Tka npeaka U3 My3enHon
konnekuuu (1un. 34). Npu BCen YyCNoBHOCTH
nnacrtryeckoro obpasa onpeneneHHylo pea-
NUCTUYHOCTL eMy NPWAEeT KOCTIOM, BOCNPO-
W3BOAALLMA feTanu TpaaAuLMOHHOro oJeaHna
TOpPafXeun, Nocox B pyke W cxemMatuyHo Ha-
MeYeHHble MOPLUMHKK Ha nuLe.

Ocobblil UHTEpEeC B KOMNekuuwn myses
npeacTaBnseT nycraka — kHura BaTtakckoro
xpeua (un. 35). HanncaHHas Ha rpybown By-
Mare m3 nyﬁa, OHa CKNafblBaeTcs rapMoLkon
n nmveet ob6noxky v3 gepesa. NoaobHble KHKU-



spirits of the family’s ances-
tors, which could also be held
in other objects and sculptures.
They looked like sitting male
and female figures clasping
their knees at the chest and
holding ritual vessels in their
hands (Pl. 33). The eyes of the
yene were made of beads
from bone and the body slight-
ly toned. During the ceremony
for the “installation of the spir-
it" sculptures were placed on
gold plates, and after the end
of the ceremony, were put un-
der the roof of the house
where they were stored.

The Toraja people from the
island of Sulavesi had a similar
type of sculpture, which was in-
tended for complex burial ritu-
als. The deceased were put to
rest in caves, cut high up in
rock faces. Large wooden fig-
ures of human height and
clothed in the deceased's attire
were placed on special verandas
at the entrance. Since the prep-
aration for the funeral lasted
for a long time, at times sever-
al months, the body was kept
in a special place and a small
temporary sculpture was some-
times made for the deceased
spirit. A similar ancestral statu-
ette is held in the museum’s
collection (Pl. 34). For all its
conventionality, a costume
which reproduces details of the
Toraja's traditional dress, a
staff in its hand and sketchily
outlined wrinkles on the face
give it a defined realism.

Pustaka - a book of a
Batak priest — in the museum’s
collection is of particular inter-
est (Pl. 35). It is written on
folded rough paper from bast
and has a wooden dust cover.
Similar books along with spe-
cial staffs were obligatory par-
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Knuea
Gamarcro2a
aepeya.
Hudonesus,

0. Cynmampa.
XIX .

Aepeso, ayo,
pocnucy, pexba.
14 x 13 x4

Ne 792411

Book of Batak
priest.
Indonesia,
Sumatra.
19th_centuny.
Woard, bast,
painting,
carving.

I14x I3 x4
No 792411
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Tkans mamnan Fabric tampan
¢ usofpaxcenuen | with motif
“wopadnn “ship of the
Mepmanix”, dead”.
Hudonesus, Indonesia,
0. Cynampa. Sumaitra.
Cepeduna XX q. Mid 20th
XNaonow, Pyuiae century.
mKanecman. Cotton, weaving.
111 x 42,5 Il x 42.5
Ne 923907 | Ne 923007
36

rm, Hapagy ¢ ocobeiMn xesnamu, Obinu obs-
3arefibHbIMKM aTpubyTamMy Xpeuos Aarty, B
06533aHHOCTM KOTOPLIX BXOAWUNIO NMEeYuTs fi0-
fen, naeaTh NpefckalaHuns, cosepLiate Heob-
XoAMMble puTyanbl NPy poaax, XeHntobe, no-
XxopoHax u T.n. Mycrakn coaepxaT CBeaeHus
0 BOeHHOW 1 ne4ebHoOM Marnu, B HUX NPUBO-
OATCH 3aK/MHaHWA, acTPONOrMYECcKMNE CXeMbl,
TONKOBAHWA PasinyHbIX MPUMET NpU ragaHuu.
Ha obnoxke My3emHOR KHUTYU U Ha OOHOM K3
CTPaHWL NoMeLLeHbl GUrypku guepul, KoTo-
pbiv BaTaky Cymatpbl M3gasHa NOKNOHAIOTCA
Kak sonnoweHuam borvHn 3emnun bopacnaru
HW TaHo. OHa ABNAETCA XPaHUTENbHULEN pPo-
fa 1 AOMallHero o4ara, NoOKpPoBUTENbHULER
CeNnbCKOXO3ANCTBEHHBIX paboT.

B obpanosow npaktuke BaTakos BaxHoe
MECTO OTBOAWMTCA PUTYyaNnbHbIM TKaHAM, 0CO-
00 3HaYMMbLIMKU CpPean KOTOPbLIX ABNAIOTCH
3aseckl U nokpeiBana ¢ “kopabnem mept-
Bbix". 2TOMY MOTUBY, BOCXOoAfWEMY K [OHr-
WOHCKOW 3Moxe, NpUNucelBanuce Maruyec-
Khe 3aWnTHble ceoncTea. MNoBepxHOCTs NO-
KpblBana TamnaH Ana LepeMoHManbHblix Aa-
pPOB M3 MY3eMHOM KONNekuun 3aTtkaHa n3ob-
paxeHnamu asyxnanybdsix kopabnew, nio-
Bunylowmx mMaccon aetaned U nepcoHaxen
(un. 36). Ha HuxHen nanybe BugHa yeno-
Beyeckan ¢gwmrypa c nowapkamm no 6Gokam,
Ha BepxHen — “npegkn” Ha CrioHe, gepesbA-
MayTel. Kopabnb obpamneH MeaHapoOBULAHBI-
MU 3aBUTKAMW, KOTOPble BOCMNPUHUMAEIOTCA
Kak 3Hakm Be4HocTk K BeccmepTmsa. Bca kKom-
NO3ULWSA B LENOM SBNSETCH anneropuyeckum
06pa3om BceneHHoW v CBfA3aHa ¢ NpeacTas-
NEHUAMM O CTPaHCTBUKM AYLIWM ymepulero, ne-
penpasnsiouenca Ha kopabne B 3arpobHblit

aphernalia for datu priests,
whose responsibilities included
treating people, making proph-
ecies, and performing neces-
sary rituals during births, wed-
dings, funerals etc. Pustaka
contains information about
military and medicinal magic
and includes spells, astrological
charts, and interpretations of
different fortune-telling. Fig-
ures of lizards are placed on
the dust cover of the book and
one of its pages. Bataks of
Sumatra have long worshiped
these figures as an incarnation
of the goddess of the earth
Boraspati ni Tano. She serves
as the keeper of the family and
the home as well as the pa-
troness of agricultural work.
Ritual fabrics take an impor-
tant place in the ceremonial
practice of Bataks; especially
significant are those which
serve as hangings and coverings
with the “ship of the dead”.
This motif, which dates back to
the Dong Son era, had the at-
tributes of magical protective
properties. The woven muse-
um’s cloth tampan for covering
ceremonial gifts is decorated
with images of double-decked
ships rich in a mass of detailing
and characters (Pl. 36). A hu-
man figure is visible on the low-
er deck with horses on each
side of him, while on the upper
deck, there are tree-masts and
“ancestors” sitting on an ele-
phant. The ship is set in a frame
of meandering curls that are in-
terpreted as signs of eternity
and immortality. The composi-
tion as a whole generally serves
as an allegorical image of the
Universe and is connected with
representations of wandering
dead souls crossing over to the
afterlife aboard the ship. The
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HataxyTee Ha fe-
PEBAHHYIO pamy
HUTK cobupatoTcn 8
Hebonsiwmre ny-Kmn
W N0 HAHECeHHOMY
npefsapuTensHo
PUCYHKY 0BBA3LIBa-
10TCA BONOKHAMU
UK HATSMY. 3aTem
CHATLIE HATW OnyC-
KaloTCs B Kpacw-
TeNb, ANA KOTOPOro
MCMONL3YIOTCA Be-
WecTBa pactuTenb-
HOTD Nponcxoxge-
HWA. Takan TexHmka
W3BECTHA TAKXKE B
OpPyriax CTpaHax u
pernodax. Hanpw-
mep, 8 CpenHen
A3 Tak coapaiT-
CR 3HaMeHMTbIe ab-
POBBIE TKaHW, Ha-
3BaHMEe KOTOPbIX
MpoW3OWNG OT nep-
CUACKOrD CnoBa
abp - "obnaka".

Stretched on a
wooden frame, the
threads are
gathered in a small
bunch and the
preliminary design
is bound with
threads or fibres.
Then the threads
are put in natural
plant dyes. Such

a technique is well-
known in other
countries and
regions.

For example,

in Central Asia the
famous abr fabrics
are produced, the
name of which
comes from the
Persian word abr
meaning “cloud”.

Mup. Mayta kopabng npespauleHa B [peso
MuUpa Unu wamaHckoe gpeso. [lo Hemy, Kak
cymTaloT baTtaku, gywa wamaHa nepegBura-
eTcs B Apyrve Mupbl, 4706bl OCyWecTBuTb
CBA3b C Ayxamu npefkos. [lyanuctnyeckas
KoHuenuus BcenewHoW, xapakTepHas Anf
MWPOBO33PEHNA WMHAOHE3NNLEB, NOAYEepPKMU-
BaetTcs W YepHo-6enon KonopucTu4eckomn
raMmoyV Tamnasa.

B KonnekuMu XypoXecTBEHHOro TeKCTUns
MHOoHe3WW XpaHATCA TKaHW UKaTbl, M3BECTHble
BO BCEM Mupe Brnaromaps TEXHUYECKOMY COBep-
WEeHCTBY MX M3rotoBneHus, BoraTtcTBy U CMbICNO-
BOM HaCblLEHHOCTM OPHaMeHTUKU. Ha MHOTKX
OCTPOBaxX OHW [0 CKUX NOP COXPAHAIOT CBOE (PyH-
KUMOHanbHoe 3Ha4eHue, NPUCYTCTBYA 1 B Hauu-
OHaNnkHOM KOCTIOME, W B TpaguumuoHHon obpaa-
Hoct. Camo HasBaHue ukar (mananckoe "00-
BA3Ka") YKa3blBAET Ha OPUrMHaNbLHbLINA MeToa ne-
KOPWUPOBKW TKaHeW nyTemM pesepsaumi 1 OKpac-
K1 HUTEM 00 npouecca Tkadecrsa'. HaTypanbHble
Kpacutenu onpenensiioT OCHOBHYIO raMMy WHOO-
HE3UMCKMX MKATOB — CMHEe-KpacHylo, X cmelle-
HWe paert AononHuTenbHble oTTeHKK: d.)l.dOJ'IETO-
Bble, CMpEHEeBble, ManMHOBLIE, KPacHOBATO-KO-
puyHeBble. OpHaMeHTbl 06nafaioT XapakTepHown
“Pa3MbITOCTLIO" KOHTYPOB, NONYHalOWMXCA B pe-
3ynbTaTe 3aTeKOB KPacku nofd HUTK oBBA3KM U
TEXHONOrMK TKa4YecTBa. 2TOT YAMBUTEIbHbLIN 3¢-
thekT NpuaaeT pucyHkam Hekyto 3bibKocTs 1 pac-
NMbIBYaTOCTH.

PasnuyHan okpacka M opHaMeHTauuA TKaHen
MOFAWX YKa3biBaTb Ha OMpeaeneHHbin Ccoum-
anbHbIll Cratyc Bnagensua. 3HaTHble AW
octpoea CymBa HOCUMNWU HanieyHble Hakuaku
XWHIWU KPaco4HbiX PacuBeTok, B TO Bpems Kak
KONOPUCTUHECKas raMmMa MKaToB NPOCTbIX NIoAen

ship's mast is representative of
the Tree of the world or the
shaman Tree. It is considered
that the soul of the shaman
moves by this tree to other
worlds to establish contact with
the spirits of the ancestors. The
dualistic conception of the Uni-
verse is characteristic of Indo-
nesian philosophy and is accen-
tuated by the black and white
colour range of the tampan.
The Indonesian artistic tex-
tiles in the collection include
ikat fabrics, which are famous
throughout the world due to
the technical perfection of their
preparation and the semantic
richness of the ornaments. They
still keep their functional sig-
nificance on many islands and
are present in national costume
and in traditional ceremonies.
The name itself, ikat (Malay
for “band”), indicates the orig-
inal method of decorating fab-
rics by way of reservation and
dyeing the threads to the pro-
cess of weaving'. The natural
dyes of blue and red represent
the prominent colours of ikat,
and mixing them creates addi-
tional shades of violet, lilac,
crimson and reddish brown.
Ornaments possess a charac-
teristic "fuzziness” of contours
as the result of dye leakage
under the binding threads and
the technology of the weaving.
This surprising effect adds a
certain instability and diffu-
siveness to the pictures.
Various dyes and ornamen-
tations of the fabrics could de-
fine the social status of the
owner. Noble people on the is-
land of Sumba wore shoulder
cloaks hinggi of vivid colours,
while simple people were limit-
ed to wearing blue-white tones.
Ornaments and their placement



orpaHduqmBsanace cuHe-6ensiMu ToHamu, OpHa-
MEHTbl U UX RPYCHOEe pasMelieHNe Ha TKaHu
CBOE0DPa3HO 0TPaxaloT Mepapxuyeckyio CTpyK-
Typy obulectBa. leoMeTpUYECKME Y30PbI B CpEf-
Hewr nonoce accoUuMMPYIOTCS C BEPXOBHbIM Mpa-
BuTENeM 0BLLIMHBI, KOTOPbIA XWI B LEHTPE No-
cenexHusa, obpamnsioWwme nonocsl — ¢ MECTHOM
3HaTLIO U NPOCTEIMK AIOAbMU, @ CaMmble Kpan-
HWe — co cnyramm u pabamu. Y3opsl UeHTpa
COCTOAT W3 PasHbIX reoMeTpudeckux uryp,
Kaxaas U3 KoTopbiX UMEeT cBoe 3HayeHue. Tak,
Ha MY3eMHOM XWHIU B CepefuHe NnomeLleH Mo-
TVB KapuXy, CTUNVM30BaHHO BOCMPOWU3BOASALLMIA
LBYCTBOP4aTYi0 pakosuHy (un. 37). 310 3Hak
HeorpaHuM4YeHHOW BRacTM ¥ CUnbl NpasuTens,
KOTOpbIA MOXeT Haka3aTte Nnioboro, npecrynus-
Wero 3akoH, NoAobHo ToMYy Kak ManeHbkas pa-
KOBMHE MOXET MPULLEMUTL Manblbl CaMoro
Bonblioro Yenoeeka. B BepxHeM Apyce pacnono-
XeHbl napaMu GuUrypkv nowagen — cumsornsl
BOMHckon pobnectn. KoHs Takke cqutanu
NepeBo34nKOM AylW yMmMeplwmx B 3arpobHoe
uapcTeo. B putyansHble TkaHu ¢ n3obpaxeHuem
BCA[HWUKOB W KOHEN 3asBepThiBanu Teno
yconuwero npasurens nepeg norpeberHnem, Bo
Bpems KOTOPOro Hepenko COBepwany 3akiasue
ero nmobumoro koHs?. B nekop XuHrmn obsasa-
TeNbHO BKIIOYANU MOTMBbLI NTUL, KOTOPbIE CBA-
3blBaNMCh € cakpanbHulMy cunamm HebecHoro
npoctpaHcTea. Haubonee sacto usobpaxancs
NeTyx, ONULETBOPAIOLLMUIA CONHEYHYIO 3HEPTUIO U
MYXCKOe Hayano 1, COOTBETCTBEHHO, BOMHCKYIO
XpabpocTb. 3HaKOM MYXXECTBEHHOCTU ABAAETCS
Takxe cobaka, cxemaTvyHble OUrypbl KOTOPO
MOXHO BUIETh B HWXHEM fpyce XUHrU. [ome-
LLIeHHble Ha NONOTHE OMapbl, HapPAAY C APYruMU
pakoobpasHbIMK, MEHAIOWMMK CBOW NaHUMPb,

within horizontal bands on fab-
rics distinctly reflect the hierar-
chical structure of society. Geo-
metrical designs in the middle
region are associated with the
supreme ruler of the communi-
ty, who lived in the centre of
the settlement. Framed bands
were associated with local no-
bility and simple people, while
decorated edges were for ser-
vants and slaves. The central
patterns consist of different
geometrical figures, each of
which has its own meaning. The
museum’s hinggi is decorated
with a motif karihu placed in
the middle, which is a stylised
image of a clam shell (PI. 37).
This is a symbol of unlimited
power and strength of a ruler
who can punish anyone for
breaking the law, which is sim-
ilar to how a small clam can
pinch the fingers of even the
biggest man. Pairs of horse fig-
ures are arranged in the upper
band, which are symbols of mil-
itary valour. Furthermore, the
horse was believed to carry
souls from this world to the af-
terlife. Ritual fabrics often dis-
played horsemen and horses
wrapping the body of a de-
ceased ruler before burial, dur-
ing which his favourite horse
was often sacrificed?. Hinggi
decorations always included
bird motifs, which were con-
nected with sacral powers of
the heavenly sphere. The cock
was the most widely used im-
age, which embodies the sun’s
energy, a male beginning, and
thus, military courage. Another
sign of masculinity was the
dog, schematic figures of which
can be seen in the lower band
of the hinggi. Several island
peoples revered the lobster and
other crustaceans in their shed-

Hexycemao

WHAOHE3WN

2

CymbasUbl — 310
EUHCTBEHHbIN B
MHaoHeslm Hapoa,
KOTOPHIA 33HUMaET-
CA pa3BegeHnem
nowagen. ns Hmux
KOHb BbIn, fa 1
ceil4ac ocTaeTca
TNaBHLIM UCTOHHN-
xom BoraTcTea.

The Sumban people
are the only in
Indonesia who
breed horses.

The horse for them
was and remains
the main source

of wealth.
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Huawxudrka xunau.
Hudowesun,

0. Cynda.
Cepeduna XX a.
Xaonow, wcam,
Pyunoe
mEavecmeaan.
227 x 113,5
ung. Ne 9235-I1

Cloak hinggi.
Indanesia,
Sumba.

Mid 20th
Cﬂﬂﬁb‘.f}l
Cotton, ikat,
weaving.
227 x 113.5
Ne 9235

NOYNTaNUCL Y pAaa OCTPOBHBLIX HAPOAOB KakK TO-
TEMbl U CIYXWAW 3HGKaMI AONroneTus.

Hawbonee "3k30TW4eckuM"” BhIFTNAOAWUT Ha
cyMBaHCKMX TKaHAX MOTVMB aHAYHT — “Nepeso
¢ Yyepenamu". OH npepctasnser cobow ctunn-
30BaHHoe wu3obpaxeHue pepeBa C NPAMbIM
CTBOJIOM W CUMMETPUYHO PaCroONOXEHHLIMM
BETBAMMW, KOTOPbIE yBEeHYaHbl 4YenoBeYeckumu
ronosami. B 3ToM y3ope Hawen oTpaxeHue
TPaAMUMOHHBIN 0Bbl4alm OXOoThl 3a rofloBamu,
KOTOPbLIA B MPOLIOM WUrpan BaXHyl pofib B
KynbType Cymbbl, Kak ¥ Ha MHOIMX APYrMx oc-
TpoBax MHaoHe3nn. Bnnots go 30-x rr. 20 B.
coBeplUanucs Habern Ha Yyxue nepesHu, Bou-
Hbl AobbiBanu LeHHocT 1 3abupann c cobon
ronosbl NoBepXeHHblx Bparcs. Mo Bo3spatie-
HUW JOMOW BOX[Ab MpUKasbiBan yCTaHOBUTh Y
BXOAa B [lepeBHI0 “AepeBo”, Ha KOTOPOe U Bbli-
Belwmsany fobeuiTele ronossl. Xurenu sepunu,
4TO XWU3HEeHHbIE ChNblI YenoBeKa COXPaHaITCA
nocne cMepTy B ero Yepene M MOryT nepena-
BaTbCA OKpyxawolen cpefe. Y30p aHAYHT, Ta-
kum oBpas3om, OONXeH CBMAETENsCTBOBATH O
BOMHCKOW fobnectu v cune Bnagensua, 3allm-
Wware ero v npuHocuTe Bnarononyyve. Ha my-
3eiHoM wapde, BbIMONHEHHOM B TEXHWKE pyY-
HOro TKa4ecTea, 3TOT MOTUB YepegyeTcs C hu-
rypamyu Bo3fesBlMX pykwu k HeBy npenkos,
CMIOBHO B3blBaloOWMX O 3aluTe U BoXecTBeH-
HOM nokposuTenscrse (un. 38),

CumBonuka, cea3aHHas ¢ obblHaem OXoThl
3@ rofioBamu, Halwia oTpaxeHue M B Xonog-
HOM OPYXWUW OCTPOBHOIO MMpa. OAMH U3 Hau-
bonee MHTEPECHbLIX 3KCMOHATOB B UHAOHE3UMC-
KOW KOMnekumu — Mey BOXAA ¢ ocTpoBa Huac
(vn. 39, 40). BHmaHue B HeM npusnexkaeT
npexae Bcero Heobbl4HbIA, YKpPenneHHbliA B

Hewcyeemso
WHOOHE3NN

ding phase as a symbol of lon-
gevity, which are shown on the
fabrics.

The andung motif = “the
tree of skulls” is the most "ex-
otic” of Sumban fabrics. It is a
stylised representation of a tree
with a straight trunk and sym-
metrically arranged branches,
which are crowned with human
heads. A reflection of the tradi-
tional custom for the hunt of
heads is found in this pattern.
The hunt played an important
role in the culture of Sumba as
on many other islands of Indo-
nesia. Purges on other villages
took place up until the 1930s,
during which valuables were pil-
laged and the heads of over-
thrown enemies taken. On re-
turning home, the chief ordered
a "tree” to be mounted at the
entrance of the village on which
the taken heads were hung. In-
habitants believed that a man's
vital powers are preserved in his
skull after his death and can be
passed on to those nearby. The
andung design must therefore
be evidence of military valour
and the strength of its owner,
which protects him and brings
him good luck. The museum’s
scarf, which was hand woven,
has this motif alternating with
figures of ancestors with hands
raised to the sky, as if calling
for protection and divine ward-
ship (Pl. 38).

The symbolism related to
the custom of collecting heads
found reflection in the cold
arms of the island world. One
of the most interesting exhibits
of the Indonesian collection is
a chief's sword from the island
of Nias (Pl. 39, 40). It attracts
attention principally because of
its unusual spherical object in
the upper part of the sword
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Hapd ¢ yaopom
andyHe. Scarf with
Huadoneaun, patlern andung.
a. Cymba. Indonesia,

XX a. Xaonox, Sumba.

[yaroe mxaie- 20th century.
cMmao. Catton, weaving.
55 x 122 55 x 122

Ne 923 1-IT Ne 923 1-11
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})j'xﬂﬂ-ﬂib Mewa
6 6ude 20A06u
dpaxona
aacapa.
Hudoneaus,

0. Huac.

XX a. fepeso,
peavia.

Ha. 14

Ne 8742-IT

Handle

of sword

in the shape of
dragon lasara,
Indonesia,
Nias.

20th century,
Wood, carving.
L. 14

N 874207

39

Hexyeemao
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The art of
INDONESIA
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Mevw ¢ woschax.

Koaxa, pesvia.

Aauna

¢ HosxcHamie 61
ung. Ne 874211

Sword in sheath.

Hudanesua, Indonesia,

0. Huac. Nias.

XX a. 20th century.
Memana, depeso, Metal, wood,

Jorging, carving.

Length with
sheath 61
Ne 8742-11

40

BEPXHEW YacTh HOXeH WapoBuAHbIA NpeamerT,
COCTaBNeHHbIN N3 AepeBAHHbIX “KNblkOB”. Ta-
Kve Wapbl MHOrga Aenanuce M3 HacTOALLMX
KNbIKOB W KOFTEW XWBOTHBIX W ABAANUCH
amynetamu, obeperaiowmmn Bnagensua opy-
XKuf. PYKOATH ME4Ya BbiNOMHEHa B BUOE rono-
Bbl [pakoHa nacapa C WWPOKO PackpbiTon
nacTbio. 370 MUDKUYECKOe XUBOTHOE, N0 MHe-
HUIO HWacues, obbeguHano 8 cebe u Hebec-
HYIO, M 3EMHYIO CYLWHOCTU M MO3TOMY MMENOo
YyepThl NpeacTaBuTene ABYX MUPOB: 3Meecbh-
pasHoe Teno (3Hak 3emMnu) v HapocT Ha Hocy,
Kak y ntuubl-Hocopora (3Hak Heba). Ha rono-
Be ApakoHa mn3obpaxeH 0bxBaTUBLLUWA ee py-
Kamu 1 Horamu nNpepnok, Markyeckas cuna Ko-
TOPOro JOMXKHa NpuaasaTe BOMHY AONONHU-
TeNbHYIO CUNY U AenaTs ero Heya3sUMbIM. Py-
KOATb KMAWHKA SBNAETCA HacCTOSAWeENn MWUHW-
aTlopHOW CKYNbMATYPHOW KOMMO3WUMen, Bbl-
NonHeHHon ¢ HeobbivanHoW daHTaznein n ma-
CTEPCTBOM, CTONb XapakTepHbIMW ANA Tpaiun-
LUMOHHOIrO UHAOHE3NINCKOro UCKYCCTBRa.

made from wooden “canines”.
Sometimes these were made
from genuine canines and ani-
mal claws and served as amu-
lets that protected the weap-
on’s owner. The sword's handle
was made in the form of a
dragon’s (lasara) head with a
wide-open jaw. In the opinion
of the Nias people, this mythi-
cal animal embodied a celestial
and earthly essences, and
therefore had the characteristic
traits of two waorlds: a snake-
like body (symbol of the earth)
and a scale on the nose, like on
the hornbill (the symbol of the
heaven). The ancestor is de-
picted on the dragon’s head
holding onto it with his hands
and legs, whose magical power
gives a warrior additional
strength and makes him invin-
cible. The handle of the blade
is @ genuine miniature sculp-
tured composition executed
with an unusual display of
imagination and craftsman-
ship, which is particularly char-
acteristic of the traditional art
of Indonesia.
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A caviwan npexcde, wmo 30A0MAR HAUA 3EMAL
He snwaem npedenos,
Ho 20e ee oxpauns, — e0o6pasums e moz!

Y Mebsa Cax (1723—1799)
M3 nosmel “K Tycknonukon nyHe"

I once heard, that our golden land
Knows no boundaries,
And where her borders lie — I couldn’t begin to imagine!

U Mya San (1723-1799)
From the poem "To the Dim-faced Moon"

1

_Wpasapm,
KpYrHewas peka
CTpaHbl, Haspaua 8
YecTk MH%)W{EC-
koro benoro
cnoxa. [lonuHa
peKn 1 ee
MPUTOKOR CYMTa-
ercn konubensio
BUpMaHCKOM LiNB M-
NM3EUMN = UMEHHO
3f1eCb YaCTO BCTpe-
4aloTCH CTORHKM
nofen KaMeHHoro
v BpoH3oBoro ge-
KOB, 3aKnaaeiBa-
IOTCA OCHOBb
TRPaAMUMOHHONA
KyNbTYPb.

Ayeyarwaddy is the
longest river in the
country and is
named in honour
of a mythical white
elephant, The river
valley and its tribu-
taries are consid-
ered the cradle of
the Burmese civili-
sation, This was a
frequent settling
point for people

in the stone and
bronze ages, where
the foundations of
traditional culture
were laid.

CysapHabxymu = "3onoras 3emns” — TaK B
LAPEeBHOCTU HasblBanu MHOWALLI 3anagHoe nobe-
pexbe WHpokuTasa., O HaxoAAULMXCRE B 3ITUX
mectax “3onotoit” u "CepebpaHoA” cTpaHax
ncan apeeBHerpeyeckmi vctopuk Knasauu Nro-
nement (1—2 BB. H.3.). BONbLLUMHCTBO UcCnenoBa-
Tenew, peKoHCTPyupys ApeBHio reorpaduio
pernoHa, MoOMeWaloT 3TU cTpaHbl B KOXHOW
MbsiHMe, roe yxe B Havane HalleW 3pbl cylle-
CTBOBaNoC npouBeTaollee KHAXECTBO Hapoda
MoHoB PamaHagecca (1—10 BB.). B LieHTpansHon
MbsaHMe, B cpefHeM Tevenun Mpasagu’, cnoxu-
NoCh rocyaapcTeo Hapoda neio LWpukwerpa (1—
9 B8.). MoapobHoe onucaHwWe ero ropofos ¢
COTHAMM MOHaCTBIPEN M NO30SI04EHHbIX CTYN COo-
XpaHWnocb B CpeHEBEKOBbLIX KUTaNCKUX nero-
nuvcax. PyyHbl HeKoraa BenmnyecTBeHHbIX KYNbTo-
BbIX 30aHWKM, OOHapyXeHHble B MNbIOCKON
ctonuue 2—4 BB. lNenTaHo?, ABNAIOTCA OOHWMN
N3 camblX paHHUX Byaannckmx NamMATHUKOB Ha
TeppUTOpA MbAHMBI, @ NOYTU NOMHOCTLIO CO-
XpaHuBLUMeCA CTynbl U Xpambl 5—9 BB. B ropoje
TaskeTan NpencTaBnsioT OCHOBHbLIE TUMbI, MOMNY-
YMBLIME OansHenwee pa3sute B BMpPMaHCKoOM
3oayecTse.

Cpeay MHOXEeCTBa HaWAEHHbIX B MbIOCKUX
ropodax npeaMeToB (anTapHele pensedsl U
cTaTyu W3 KkaMHsa U MeTtanna, cepebpsaHbie pe-
NUKBapuUK, KeEpaMu4yeckne ypHbl, MOHETHI, Ne-
4aTu, Bycel) ocobyio rpynny cocraBnfioT BO-
TUBHbIE Tabnuykn, npepHasHavyeHHble ANA
3aknagkn B penukBapHble Kamepbl 1 CTEHHbIE
HALWKW CTYN W XpamMoB. Ha MUHMATIOPHbLIX nnac-
TUHAX, BbINONHEHHbLIX U3 TEpPPaKOThl NPY NOMO-
WK Wtamna, noMeLlanicb penbedHble purypku
Bynn B okpyxXeHMn apyrux BoxecTs 1 cMMBO-
noe. OfiHa M3 XpPaHALMXCA B My3eMHOWM Konnek-

Suvarnabhumi —  “Golden
Land"= is how the Indians
called the western coast of
Indo-China in the antiquities.
The ancient Greek historian
Claudius Ptolemaeus (1st to
2nd centuries AD) wrote of the
“Golden” and the “Silver” lands
situated in these places. Most
researchers reconstructing the
ancient geography of the re-
gion place these countries in
South Myanmar, where the
prosperous principality of Ra-
manadessa existed (1st to 10th
centuries). On the banks of the
river Ayeyarwaddy in Central
Myanmar! the state Shri Kshe-
tra of the Pyu people arose (1st
to 9th centuries). A detailed
description of its cities with
hundreds of monasteries and
gilded stupas was preserved in
Chinese medieval chronicles.
Ruins of once majestic religious
buildings coming to light in the
Pyu capital Beikthano? (2nd to
4th centuries) are some of the
earliest Buddhist monuments in
Myanmar. The almost com-
pletely preserved stupas and
temples from the 5th to 9th
centuries in the city of
Thayekhetaya represent the
main types of Burmese archi-
tecture which developed later.

Among the numerous ob-
jects found in the Pyu cities
(altar reliefs and statues from
stone and metal, silver vessels
for relics, ceramic urns, seals
and beads) there is a special
group which consists of votive
tablets, intended for laying in
the relic chambers and wall re-
cesses of stupas and temples.
Relief figures of Buddha in the
midst of other divine beings
and symbols were placed on
miniature plates made from
embossed terracotta. One of



Bomusnuie mabawuxu. Votive tablets. Myanmar.
Muoanma. Terrocota.

Teppaxoma. a) Bagan.

a) Mazamn. Late 12th - 13th centuries.
Koney XII-XIIT s. Biong

135x 9 Ne 5357-I1

Ne 535711 b) Beikthano.

b) Hewmano. 6Lh-7th centuries. 8.7x7.7
VI-VII ga. 8,7 x 7,7 Ne 535811

Ne 535811 ¢) Bagan. 11th century.
¢) Hazan, XI a. 6,5 x 6,5 6.5x6.5

Ne 5359.017 Ne 5359.]1

41

unn tabnuyek, patupyemas 6-7 Be. (un. 41,
CNpaBa), COAEPXMT KOMMO3MLMIO M3 Tpex du-
ryp: cupAlero B UueHTpe byaasl B Tak HasbiBae-
Mo “eBponenckon” nose (npanamGaHacaHa —
C OnyLeHHbIMW Horamu) U OByx bogxucaTtTs,
HaxopaWwmxca B “"UapcTeeHHon” nose (pamxa-
nunacada — ofiHa Hora onylleHa, Apyras rnoko-
WTCA Ha neepgecrane). Takaa MKoHorpadua xa-
pakTepHa ANs paHHecpefHeBeKOBOW NNacTukn
paga OyaoMMckMx CTpaH pernoHa, M ee [o-
BONbHO YaCTOE WUCMNONb30BaHWe CBA3aHO, Bepo-
ATHO, C HeKoTOpLIM Npeobnaganvem Byaamsma
~MaxasHbl C €ro pa3ssuTbIM NaHTeoHOM Boaxu-
caTre. Bmecte c Tem B 370T nepuog (go 10 B.)
Bbinu paspaboTakbl U Apyrue UKoHorpaguyec-
KWe Tunbl, Boleawve B TPaanUMOHHbLIA KaHoH
BrpmMaHCKoro KyfbTOBOrO MCKYCCTBA.

the tablets held in the muse-
um’s collection dates back to
the 6th to 7th centuries (PI. 41,
right) and contains a composi-
tion of three figures: Buddha
sitting in the centre in a so-
called "European”pose (pralam-
banasana - with feet on the
floor) and the two bodhisattvas
sitting in a “royal” pose (raja-
lilasana — one foot on the
floor, the other resting on a
pedestal). Such iconography is
characteristic of early medieval
sculptures in several Buddhist
countries of the region and the
fact that it is used quite often is
connected, in all likelihood, with
the prominence of Mahayana
Buddhism with its developed
pantheon of bodhisattvas. Be-
sides this, other iconographic
types of the traditional canon
of Burmese religious art were
developed in this period (until
the 10th century).

Hexyeemao
MbSAHMBI

2

lopon Hocun ums
nereHaapHon npa-
sUTENLHUUL [Tei-
TaHo, Nony4ueLlen
or Bora Buwmy
BMECTe C LiapcTBoM
CTO THICAY MOPLUKOS.
HangeHHeie Ha
TEPPUTOPUM
ropoga
MHOFO4MCNEHHBIE
COCYMbl UCMONb30-
BANUCL, NO
MHEHWID
3pXeONoros, U a
OuiTy, v B 0DpRgax
kpemauuid. OaHa
13 Takmx norpe-
BansHbIX ypH
XPaHUTCA B My3ee.

The city carried the
name of the
legendary ruler
Beikthano who
received the
princiBality and
100,000 pots from
the god Vishnu.
Archaeologists
presume that they
were used in
everyday life as
well as during
cremation
ceremonies.

One such funeral
urn is held in the
museum.
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Harbl, no
NpencTasneHnAM
BupmMaHLes, Hace-
NAIOT BeCL MUp:
£CTs AyxM 0OLekTos
NpUpoasL!, AYyXM
MECTHOCTEI W [10-
MalHere oYara. B
MaraHckii nepuon
K HUM Bbini npu-
YucneHsl 37 ayxos
nereHmapHeIx 1
UCTOPHYECKIAX
JeATenen, 3amT-
HKKOB BCel cTpaHsl,
@ BO rnase nau-
TEOHa NOCTARMNEH
HaT TuaKamMuH,
OTOXAECTBNEHHLIA C
WMHOYNCTCKAM
Borom Weapoin.

Nats, in the
Burmese mind,
inhabit the whole
world and are
spirits of nature
and spirits of the
home and locality,
37 spirits of
legendary and
historical figures,
as well as
defenders of the
country, were
added in the Bagan
period. The base of
the pantheon
contains the nat
Thigaymin, who is
identitied with the
Hindu god Indra.

Ha apyron BoTuBHOW Tabnwuke (mn. 41,
ueHTp) bygaa cuauT B nose notoca (magma-
CaHa — CO CKpelWeHHbIMY Horamn) C XKecTom
Axapmavakpa (nosopor Koneca 3akoHa),
CUMBONU3NPYIOLIMM NPOYTEHME POCBETNEH-
HbIM NepBON Npornoseau N Havyano pacnpoct-
paHeHWs ero y4yeHus B Mupe. Kak 3Haku goc-
TUXEHUA UM HUPBaHbLI NOMellleHbl Ha doHe
nnNacTuHbl ManeHbKWe CTyMbl, @ B KayecTse
oxpaHuTenen — mupryeckue XunBoTHele. Ca-
MbIM Xe nmonynapHeIM obpaszom cran byana ¢
xectoMm Bxymmucnapiua (kacavue 3emnun), wn-
NIOCTPUPYIOWMM  Ba>KHEWLWKMA MOMEHT ero
AU3HWU, KOrpa nocne 49-AHeBHOW MeonTaunm
OH noctur ©BnaropoaHble WCTUHBI W cTan
[MpoceeTneHHbIM, T.e. byonon, B aton mKko-
HOorpahun, Ha penbedax U B XUBONKCK, ero
4acTo OKPYXaloT apkoW, Kak Ha My3enHOowW
Tabnmyke (un. 41, cnesa), — 37O YCNOBHOE U30-
BpaxeHne AparoUeHHOro NaBWNbOHa, CO3LaH-
Horo, no nereHge, borom VHapow Ans 3awWmnThl
MeamTupylowero byoabl oT Henorogdbl. Apky
OCEHRAIOT 30HT — CMMBOS HebBeCcHOro NOKpPoOBM-
TeNnsCTBa U BETBU CBALLEHHOro gukyca — nepe-
Ba [NpoceeTneHns, nog KOTOPbLIM NPOMCXOANNO
3HaMeHaTeNbHoe cobbitve. BoTHBHbIE NNACTUHbI
HepedKko CHabXanuck B HUXKHEW 4acTh NOCBATH-
TeNbHOWM HaANUCLIo, 4Yalle BCero Ha nann —
A3bIKE CBALEHHbLIX BYAANACKNX TEKCTOB.

[Be nocnegHwe paccMOTPeHHble Tabnuykm
OTHOCATCA K 3noxe [laraHCcKoro KoponescTsa
(1044—1287), neproro cobcteHHO BUpMaHCKO-
ro rocypapcrea. bupmadubl, WU nNNemMeHa
MbRHMa, Ha4aslune ¢ 9 B. aKTUBHO MUTPUPOBATL
B ponuHy MWpaBagu W3 CeBepO-BOCTO4YHbIX
PavoHOB, NOMHOCTLIO NOAYMHUIN WU aCCUMUTIU -
pOBanyY Hapofd Nblo, KOTOPbLIM HAaBCErAa ucyes

On the other votive tablet (PI.
41, centre) Buddha is sitting in a
lotus pose (padmasana — with
crossed legs) making a dhar-
macakra gesture (rotation of
the Wheel of the Law), symbolis-
ing the reading of the first ser-
mon by the Enlightened and the
beginning of its teaching becom-
ing widespread throughout the
world. As signs of attainment of
nirvana, small stupas were placed
on the background of the tablet
and mythical animals on the
sides are interpreted as protec-
tors. The most popular image of
Buddha was of him with a bhu-
misparsha gesture (touching the
earth), illustrating the most im-
portant event of his life when
after 49 days of meditation he
comprehended the noble Truths
and achieved Enlightenment, i.e.
became Buddha. On reliefs and
in drawings of this type of ico-
nography he is often surrounded
by an arch, as on the museum’s
tablet (Pl. 41, left). This is a con-
ventional representation of a
precious pavilion created, as the
legend goes, by the god Indra to
protect the meditating Buddha
from bad weather. An umbrella
shades the arch, which is a sym-
bol of celestial protection, and
branches of a sacred fig, the tree
of Enlightenment, under which
significant events occurred.
Plates were often adorned with
holy inscriptions in the lower
part, and were most often in Pali
= the language of sacred Bud-
dhist manuscripts.

The last two examined tab-
lets relate to the era of the Bagan
kingdom (1044-1287), the first
Burmese state proper. The Bur-
mese, or the Myanmar tribes,
began to actively migrate to the
Ayeyarwaddy valley from the Sth
century from the north-western



WUCTOPUHECKOW apeHbl. Ho ux KynbTypHOe Hacne-
Ave He nponano — BUpMaHLUbl BOCHPUHANK W
OCBOWNK XY[O0XECTBEHHbIE OCTUXEHWA Npefd-
WeCTByloWwe 3noxv. [oCyaapcTBEHHOM pPenmnri-
en cTpaHbl bein 0bbABNeH Byanusm Txepasagb,
KOTOPbIA MUPHO YXWBANCH C APEBHUM aHUMUC-
TUYECKMM KYyNbTOM [yXOB — HaToB'. Bynaunc-
KWe NMamaTHUKK, BO3HUKLLWE B nepwon [MaraHc-
KOro KOponescTea, NO3BONAIT C4UTaTL ero
“30n0TbIM BekOM" BMPMaHCKoOro wuckyccTsa.
Co3ganHan 3a yauBUTENbHO KOPOTKMIM CPOK
ctonuua — ropog lMarad ¢ “naTsio Thica4amm
XpamoB”? — noucTrHe OAHO W3 4yjec csera,
COKPOBUIIHULLA apXUTEKTYpbl, XMBOMUCK W
CKynbnTypbl, K egespam HauMoHanbHOro
3oa4ecTsa oTHocATCA ctyma Lse3auron (1084—
1113) n xpam AHaHgbl (1091). B KOMNO3ULMOH-
HOW  CTpykType CTynbl  Hawna Haubonee
33KOHYEeHHOEe BblpaxeHue Bynannckan KoCMono-
rmyeckas naes 0 HaxodaWEncs B LLEHTPE MUpa
rope Mbuxmo (Mepy), a Borateiwee ybpaHcTso
Xxpama AHaHabl — “nnameHelowme” nopransl,
NenHble U CcKynbnTypHbie M3obpaxeHua daH-
TACTUYECKUX XMBOTHBIX, MPW3bl M3PaA3LOB €O
cueHamn M3 npenblaywnx xusHew byoabl —
cosgasano obnuk 6BoxecrseHHoW obutenu,
npmbexuuia BCex  cyulectrs  BceneHHom.
PazpaboTtaHHbIA naraHckumyu mMacrepamu Tvn
CTOSILLIEA HA BbICOKOM CTYNEHYATOM OCHOBAHWM
KONOKON00OPa3HOM CTYMbl € 30HTUYHbLIM LWNUNEM
Nner 8 OCHOBY MHOTUX KYNbTOBbIX COOPYXEHWNH, B
TOM 4ucrie 1 “3onoToi cnasbl” MbaHMBI — CTymbI
Leegarodn & SfHroHe (Boiswem PaHryHe)3.
HeogHokpatHo nepectpavsaemsbli LLiBeparoH
KOHUY 18 B. NpeBpaTUNCs B BEIMHECTBEHHbIN
MamaTHWUK Ha BEpLWHe XonMa C KONbLUOM W3
U3ALUHBIX CTYM, NOBTOPSIOWMX CUNY3IT BIMETHYB-

regions and subdued and assim-
ilated the Pyu people. These peo-
ple once and for all disappeared
from the historical arena. Never-
theless, their cultural heritage
was not lost, and the Burmese
accepted and mastered the artis-
tic achievements of the previous
epoch. Theravada Buddhism was
announced as the country's state
religion, which was in harmony
with the ancient animistic cult of
nat spirits’. The period of the
Bagan kingdom when magnifi-
cent Buddhist monuments ap-
peared can be considered the
“Golden Age” of Burmese art.
The capital city of Bagan was
created in a surprisingly short
period of time with “five thou-
sand temples”? and is indeed one
of the wonders of the world — a
treasure-trove of architecture,
painting and sculpture. Master-
pieces of national architecture
include the Shwezigon stupa
(1084-1113) and the Ananda
temple (1091). The composite
structure of the stupa is consid-
ered the most complete repre-
sentation of the Buddhist cosmic
concept that Myinmo mountain
(Meru) was located in the centre
of the world. The richest adorn-
ments of the Ananda temple -
“blazing” portals, moulded and
sculptured images of fantastic
animals, friezes of tiles with
scenes from Buddha's previous
lives — all created the appearance
of a sacred dwelling, a refuge of
all beings of the Universe. A spe-
cial type of bell-like stupa with a
highly elevated foundation and
an umbrella spire developed by
Bagan masters was the basis of
many religious structures includ-
ing the “Golden Glory” of Myan-
mar — the Shwedagon stupa in
Yangon (formerly Rangoon)?.
The repeatedly reconstructed
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Mo ouekkam
Apxeonoruyeckorn
ynpasnedns Moad-
Mel, B 11-13 88, Ha
TEPPUTOPNY
MNaraua beino
nocTpoexo Gonee
4000 cryn

W XPaMoB, Konu-
YECTBO KOTODKIX
NPUHATO OKPYINATEL
L0 NATA TLICAY, K3
HWUX COXPAHINOCE
bonee 2300
NaMATHUKOB.

According to
appraisals of the
archazological
board of M!anmar.
more than 4000
stupas and temples
were built in Bagan
in the 11th to 13th
centuries. This
number is usually
rounded up to
5000, of which
2300 monuments
have been
preserved.

3

CornacHo nerexge,
nepean cryna
NOABKMNACh Ha 3TOM
MECTE eLUe npw
¥W3HW byoosl, u B
8e penuKksapHyo
kamepy Bbinu
3aM0XeHs BOCEMb
30M0TLIX BONOC,
nofapeHHsIx
BupmanHckm
KYNUEM CEMUM
MpoceeTneHHbIM.

Legend tells that
the first stupa
appeared in this
place when Buddha
was still alive and
eight golden hairs
given to Burmese
merchants bz the

Enlightened himself
were ﬂlaced in its
relic chamber.
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bydda ¢ sicecmon | Buddha with
bxymucnapua. gesture
Muyanma, bhumisparsha.
Mandanau. Myanmar,
XIX @ Mandalay.
Aepeaa, nax, 15th century.
peavia, Wood, lacquer,
103040Ma. carving, gilding.
B. 49,7 H. 49.7
Ne 766211 Ne 766211

42

werocs Ha 100-mMeTpoBYID BbICOTY 30710TOrO
KOHyca.

N3obpaxexus byaabl, rocnofcTeyioume B
KynbTOBOW Nnactuke MbaHMbI, BCerpa Haaens-
nucek “npuiHakamu coseplueHcrsa” Benukoro
yenoseka. B cTporux pamkax KaHoHa macrepa,
TEM HEe MeHee, Haxogunu MecTo Ana TBop4vec-
KOro camoBbipaxeHua, bupmaHckue bByaasl
Nerko y3HaloTCs Mo OKPYrnibiM AULEM C Y3KUMMK
ry6amu, CUNbEHO BOTHYTHIM OJIMHHBIM YLIHbIM
pakoBWHaM, no Gopme nosychepuyeckon yi-
HULIKM, KOHWUYECKOe HaBEepPLIMe KOTOPOW Ha3bl-
BaloT “ByToOHOM noToCa”, M MATKOW W NNAcTUY-
How Moaenuposke Tena (un. 42). Cpegu KaHo-
HUYECKUX XEeCTOB NpeanoyTeHne oTaasanoch
Myapam 6Xymucnapwa v axbaHa (MegnTu-
pylowmin). CKynbNTypbl NOKPbIBaNK CycanbHbIM
30Nn0TOM, MBO, cornacHo nerexae, Teno byaab
yXKe Mpu POXAeHUI U3Ny4ano CnaHKue, Tak Kak
U3 Kax[oh nopbl Ha KOXe poc 30N0TON BONO-
cok. Ha pepeBfiHHbIE CTaTyun nepep 30JI04EHU-
eM HaknagolBanca cnow kopuiHeso-bopaoeo-
ro naka. Meepnecrans 0BbI4HO yKpallanw nene-
cTKamu noToca — LBertka, craswero ambnemon
Byaavnickoro sepoyveHun. B ero cumsonuky,
NOMKUMO 3HA4YEHMIM YUCTOTHI U 3HaHWA, BXOAUT
npeacTasneHne o HeM kak o DoxecTBeHHOW
onope u nogaepxke.

B antapHoW nnactuke [laradHa nony4un
pacrnpocTpaHeHve Takon Tin KOMMAO3ULUUK, Kak
"Benukuia yuntenb B OKPYXeHUW y4eHukos".
Mo obe cTopoHsbl cTaTym byaabl pacnonaranucs
MeHblIKe No pa3Mepy GUrypbl MOHaxoB C
BpuTbiMK ronoBamMm U NOYTUTENLHO CNOXEH-
HbIMWM B MONUTBEHHOM XxecTe pykamn. Ppar-
MEHTOM NoaobHOM KOMNO3ULMKA OQHOTO U3
BepxHebupmaHckmnx xpamos 13-14 BB. ABNAETCS

Shwedagon had by the end of
the 18th century turned into a
majestic monument on the sum-
mit of a hill with a ring of grace-
ful stupas repeating a silhouette
and a golden cone shooting up
to a height of 100 metres.

Representations of Buddha,
predominant in the religious
sculptures of Myanmar were en-
dowed with "signs of perfec-
tion" of the Great Man. Al-
though the realms of the mas-
ters’ canon were strict, there
was always a place for artistic
self-expression. Burmese Bud-
dhas are easily recognised by a
rounded face with narrow lips,
curved ears with long earlobes, a
half-spherical ushnisha, the
conical end of which is called
“the lotus bud”, and a soft and
supple modelling of the body
(Pl. 42). Among the canonised
gestures, preference was given
to mudras bhumisparsha and
dhyana (meditating). Sculptures
were covered with gold leaves
because, according to legend,
the body of Buddha upon birth
radiated light, since a golden hair
grew from every pore of his skin.
Before gilding wooden statues, a
layer of brown-claret lacquer
was applied. Pedestals were usu-
ally decorated with lotus petals —
the flower placed with the em-
blems of Buddhist teaching. Be-
sides the meaning of cleanliness
and knowledge, its symbolism
included a representation of him
as divine support.

Such a composition as “The
Great Teacher Surrounded by
Disciples” became widespread in
Bagan altar sculptures. On both
sides of the Buddha's statue
there are small figures of monks
with shaved heads with hands
set in a respectful praying posi-
tion. A fragment of a similar
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Tvnosa yuenuxa Head of Bud- Dpazmenmue ap- Fragments

Byoddu. Ppae- dha’s disciple. xumexmypreao of architectural

MEHM CYAb- Sculpture frag- dexopa. decor.

nneyP. ment. Myanmar,  Mvanna, Man- Myanmar,

Muvanana, npo- Sagain province.  danaii. Bmopas a) danmacmu- Mandalay.

sunyun Caeaum, | 13th - 14th noroguna XIX 6. uecxoe cywecmao Second half of a) fantastic
XIIT-XIV gs. centuries. Aepeso, aax, cy- Keitnapu. 19th century. being keinari.
Mpanop, pesvba, | Marble, carving,  caawsnoe zoaomo, 38 x 125 Wood, lacquer, 38 x 12.5
pocnue, painting, gild- pesvia, wnfye- Ne 536311 gold leaf, N 5363-IT
n03010MA. ing. MAYUA UBEN- b) dpaxon nas. carving, inlaid b) dragon naya.
B. 12,4 H. 124 HBLAL 3epRatt- 42x 9 with colowred 2% 9

N 7723l No 772311 HBLAL CIERAOM. Ne 536011 mirror glass: No 5360-11

CKYyNbMTYpHa® ronosa yYeHnka byaas: (mn. 43).
CrOKOWHbLIN U KPOTKUIW NNK MOHaxa ¢ nony-
NPUKPLITLIMA Fa3aMu OTIVYAETCA TOW Xe ofy-
XOTBOPEHHOCTLIO U TEMU XXe YepTamu coBep-
LeHcTBa, 410 1 nuua Gyan (oTCYTCTBYIOT NULlb
YLWHULIA 1N MeflKie 3aBUTKM BoNoc). Mpamop-
Has§ ronoBa coxpaHuna OCTaTkKKM POCAUCU U
No30N0Tbl, KOTOPLIMK NO TPaaMLUKMK BCerga yx-
palanu KynbTOBYK CKYNbMTYPY.
ObbeanHeHne CTpaHbl KOPONAMM AMHACTUN
KoyHbBayH (1753-1886) cnocobcTBoBano pac-
Lusety nosgHedeogantLHoW KynbTypbl. B Bepx-
Her MefHMe BO3HUKNM HOBble ropoga, caMmbim
3Ha4YuUTeNbHbIM M3 KOTOpbIX cTan MaHpanaw,
OCHOBaHHbLIK B cepeanHe 19 B. y NOQHOXMA
XONMa, Ha KOTOPOM, No npegavuio, nobuisan
Byopna w ykasan mecto Oyayuien cronuubl.
Ecnu MaraH m™oxHo o6pa3Ho Ha3gaTh
“kameHHown noamon”, To MaHganam — 370
“BonwebHan ckaska" [epeBsHHOr0 3044€cTBa
W CKynbNTYpPbl. ABOPUOBLIE U MOHaCTbIpCKUe
30aHVA yKpawanucb CBepxy AOHU3Y CMOXHON
OpHameHTanbHOW U CloxeTHoWn pesbbon. Bepe-
HWLUBI CKYNbMNTYD HATOB CO3aaBann 3ybyaTtein
abpuc QPOHTOHOB MHOrOSPYCHLIX Kpbill, Jlec-
THUYHbIE MapliKM OXPaHANW (aHTacTU4eckue
NbBbl YAHT3. OnopHble cTonbbl ¥ KOHCONU npe-
Bpawanuce B 3mMeeobpa3sHbix APakoHOB Hasf C
NbBMHBIMW Nanamu — obuTatenein NoAIEMHOro
mupa (un. 44). B npudyanueyio Bf3b pactu-
TeNbHOro OpHaMeHTa CTeH BnneTtanucs Gurypsl
MUDNYECKUX CYLLECTB, CPeaM KOTOPbIX HEpeako
LUapunu KerlHapu — MNoNynioau-nonynTuls
(vin. 44). B nckyccree MbAHMBI, Kak v OpYyrux
cTpaH WMHookuTas, oHM M306paxaloTcs C rono-
BOW 1 TOPCOM Yenoseka, NTUYbUMM HOraMi 1
xgoctoM. O KenHapu CJIOXKeHO MHOXecTBo



composition from one of the
temples of Upper Myanmar of
the 13th to 14th centuries is the
sculptured head of a disciple of
Buddha (PI. 43). A calm and gen-
tle image of the monk’s face
with eyes half closed is notable
for its spirituality and character-
istics of perfection, which is that
of the face of Buddha (lacking
only ushnisha and small curls of
hair). The marble head preserved
the remains of painting and gild-
ing, which as a tradition always
decorated religious sculptures.
The unification of the coun-
try by the kings of the Koung-
baung dynasty (1753-1886) fur-
thered the blossoming of the
late-feudal culture. In Upper
Myanmar new cities appeared,
of which the most important be-
came Mandalay and was found-
ed in the mid 19th century at the
foot of a hill. Legend has it that
Buddha visited this place and
pointed to the location of the
future capital. While Bagan is
figuratively called “stone poem”,
Mandalay is called "the magical
tale" of wooden architecture and
sculptures. Palatial and monas-
tery buildings were decorated
from top to bottom with orna-
mental and anecdotal carvings.
Rows of nat sculptures created
indented contours of the pedi-
ments of multi-tiered roofs. Fan-
tastic lions chinthe guarded
flights of stairs. Supporting
blocks and consuls turned into
snake-like dragons naya with
lion paws — the inhabitants of
the underworld (Pl. 44). In the
fantastic character of floral or-
naments on the walls, mythical
creatures were intertwined,
among which keinari, half hu-
man half bird figures, often ap-
peared (Pl. 44). In the art of My-
anmar, as in other countries of

Hewycomao
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BoNiWebHbIX CKa3oK, camas nonynspHas w3
KOTOPbIX O N06BYM OeBYLWKN-NTULbI MaHoxapwn
v npuHua Cyaxaxsl. MNpexae Yem coeuHUTh-
CAl, UM NPULLNOCH NMPOUTH Yepes TAXKKMe NCMbl-
TaHWA, OAHO M3 KoTopbix MaHoxapw cmorna
npeoponets Grarofapa CBoemy HenpeB3ow-
LEeHHOMY MacTepcTBy B TaHue. [To3Tomy yalle
Bcero kemHapu usobpaxalor TaHuylowen, B
NPUABOPHOM KOCTIOME WU OCTPOKOHEYHOM ro-
nosHom ybope. Haxopswwmeca B Mysee
thparMeHTbl apXMTEKTYPHOro Aekopa B BuAae
Hasg U KeMHapwn BbINOMHEHL! B TPaAULMOHHOW
TEXHMKe pe3sbbl No AepeBy, NOKPbLITHI NaKOM,
CyCanbHblM 30M0TOM M UHKPYCTUPOBAHbI LiBET-
HbIM 3epKanbHbIM CTEKTOM.

XapakTtepHa#d ans uckyccrsa 19-20 BB. TeH-
AEHUMNA K YyCUNIeHUIo AeKopaTMBHOro Ha4vana
OLLYLAeTCA U B KYNbTOBOW Nnactnke. TUnmy-
HbIM A5 3TOr0 BPeMeHW CTaHOBUTCA CNOXHas
opHameHTanbHas paspaboTka cknagok v Aeko-
paTMBHaA Kavma No Kpailo OAefAHWUK, Kak 370
MOXHO BMAETb H3 MOHaWeCcKoM nnalie ckynb-
nTypbl nexauwiero bypabl u3 cobpanus myses
(un. 45). OH nexwuT Ha npasom boky, noasep-
XWBan OQHOW pyKoOW MPUMNOAHATYIO rONoBY,
BLITAHYB APYrylo BAONb Te€Nna — Tak rno KaHoHy
1306paxaloT MOMEHT CMepTU Benukoro yuurte-
Nf, TO4Hee, ero nepexop 8 HUMpBaHy. B otnu-
Yyue OT CTaTyl Takon xXe nkoHorpagpum 8 Jlao-
ce v Taunange, Bupmarckui byana nokourcs
B cBODOOHOW eCTecTBEHHOM no3e. TAXensle,
TUATENbHO YNOXEHHble BONHOOBpa3Hbie CKnag-
KV oAex/bl HucnagaoT ¢ urypsl, obpasys
ceoeobpasHbll  nbepectan. XapakTepHbIM
3/1IeMEHTOM nnacTtmyeckoro obpasa ABNRETCA
[lekopatusHan nonoca ¢ pensedHbIMK y3opa-
MW W 3epKanbHbIMKU BCTaBKaMu, o4epynBaio-

Indo-China, they are depicted
with the head and torso of a
man with bird feet and tail. Nu-
merous magical tales have been
written about the keinari, most
of which are about the love of a
bird girl Manohari and the
prince Sudhana. Before being
united, they had to go through a
series of difficult ordeals, one of
which Manohari was able to
overcome thanks to her unsur-
passed dancing skills. Therefore
keinari are often portrayed
dancing in court dress with
pointed head-dress. The muse-
um's fragments of architectural
design in the form of naya and
keinari were made in the tradi-
tional art of wood carving, cov-
ered in lacquer and gilded and
inlaid with coloured mirror glass.

A characteristic of art from
the 19th and 20th centuries was
a tendency to strengthen the
decorative principles, which is
evident in religious sculptures.
Complex, ornate elaboration of
pleats and decorative hems
along the edge of the clothing
became typical for this period
and it is possible to see this on
the monastic robes on the sculp-
ture of a reclining Buddha in the
museum’s collection (Pl. 45). He
was portrayed lying on his right
side, supporting his raised head
with one hand and stretching
the other along his body, which
in accordance with the canon
depicts the moment of the
Great teacher's death, or this
was more precisely his passing
to nirvana. Unlike statues of
such iconography in Laos and
Thailand, the Burmese Buddha
rests in a free and natural posi-
tion. Heavy, carefully laid undu-
lating pleats of the clothes
draped from the figure form a
distinctive pedestal. A character-



bydda, nepexods-
WU 6§ HUPGaHY.
Muaraa.
llepean norosu-
mna XX a.
Aepeso, nax, cy-
CANBHOE 302010,
peavba, pocnucy,
UNKPYCMAUUR
UBLTEH DM 3ef-
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was nuHuio nba, Takas Xe Kak Ha Kpomkax
MOHALLEeCKOro O0esiHMs.

KusonucHele Tpaauumm, chopmmpoBas-
lWWecs B NaraHckoe Bpems, JOCTUINM CBOero
pacugeTa B nepuog no3gHero cpegHeBekosbs.
NHTepbepbl XpamMoB MNbIWHO pacnuceiBanuck
cueHamu Ha Tembl Bypouickon mudonorum,
NpUYEM Ha CTeHax OHW pacnonaranuce apyca-
MW, OTOENEHHbIMW APYr OT Apyra nofocamu
NOACHUTENbBHBIX Haanucel, a Ha notonke ob-
pa3soBbiBany CrNOWHOW OpHaMeHTanbHbIN KO-
Bep. lMpu KoHybayHax nNoMUMO HacTeHHOW
pocrnucK Nony4yuna pacnpocTpaHeHne 1 XKUBo-
NUCHaA MUHWaTIOPa, KOTOPOW yKpalwlanu KHUrm
napasan. OHW genanuch W3 AANHHOW NONOCHI
Bymarn, cknagsiBawouwenca Hanopobwe rap-
MOLWKK, ¥ UMeNN A0BONLHO Bonbwune pasme-
psl (cTpaHvua npumepHo 20x60 cm). MuHu-
aTiopPUCTLl UCNONb30Bany Kpacku ecTecTBEHHO-
ro NPOMCXOXOEHWs, WHOTAa NMPOPMCOBbIBARA
oTAoenstHble getanu 3onotoM. MnniocTpupoBa-
NUCb KHUMM CAaMOTO Pa3NUYHOro COAEpPXaHus:
Ha PenUr1o3Hble TeMbl, NCTOPUYECKNE XPOHW-
KW, TPakTaTbl N0 BOBHHOMY WCKYCCTBY, APECcu-
poeke BoeBLIX CNOHOB WM KOHEW, ABOPLOBOMY
3TUKETY U Ap. Mpumepom nNoaobHON xuBonu-
CM MOXET CNYXWTb MY3€MHas MWHMaTiopa ¢
n3obpaxeHnem NprABOPHOK cUeHbl (K1n. 46).
llencTeue pa3eopaymsaerca B cafy, rge Ha
[epeBAHHOM Pe3HOM MOMOCTE CUAMUT NpaBu-
TeNb CO CBOEW CYNnpyrow, NpUHUMaioLmMn 3HaT-
HbiX BenbMOX. lNpy BCEW YCNOBHOCTM KOMNO-
3nuMK — caf, kK npumepy, obosHayveH nuilb ye-
ThIpEMA OepeBbAMM, NMOMELLeHHbIe Ha 3aiHeM
nnaxde urypel gadHel 6e3 nepcnekTMBHOro Co-
KpaleHnsa — XYAOXHWK YMENo CTPOWUT CUeHy
npuema, Co3aaBas 3aMKHYThIA KPYr U3 nepco-

istic element of the sculptured
image is the decorative strip
with relief designs and smooth
mirrar glass incrustations, which
define the line of the forehead,
the same as on the edges of the
monastic garb.

Pictorial traditions formed in
the Bagan period reached their
peak in the late Middle Ages.
The interiors of temples were
decorated with scenes on the
themes of Buddhist mythology
and tiers were arranged on the
walls that were divided by strips
of explanatory inscriptions. An
ornamental composition like a
carpet was placed on the ceiling.
Besides the wall paintings in the
Koungbaung period, pictorial
miniatures also became wide-
spread and they adorned books
parawai. They were made
from long folded strips of pa-
per. Their size was rather large
(one page is approximately
20%x60 cm.). Painters used nat-
ural dyes, sometimes tracing
separate details with gold. The
books were illustrated with the
most diverse contents: religious
themes, historical chronicles,
treaties relating to military art,
training of military elephants
and horses, palace etiquette,
etc. An example of such work is
the museum's miniature with
the image of a scene from the
court (Pl. 46). The action un-
folds in a garden where, on a
carved wooden platform, a ruler
and his wife sit receiving exalted
noblemen. For all the composi-
tion's conventionality — the gar-
den, for example, designated
only four trees, and the figures
in the background are not in
perspective — the artist was able
to design the reception creating
an exclusive circle of characters
from the retinue, arranging
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HaXewr CBWMTbl W pacrnonaras ux B MOYTUTENb-
HbIX MO3aX Ha KONeHAX, Kak Bblno NPUHATO Npu
ABopax bupmaHckux koponen. OH ckpynynes-
HO BbINWCbIBAET AeTanu TPaauLMOHHbBIX KOCTIO-
MOB, cocToAWMX U3 1obok nonocatoi pacyBer-
KW, KYpTO4ek C HakpaxManeHHbiMW Kpasmu, a
Y MYX4YUH OOMOJHEHHBIX FONOBHbIM YOOPOM ra=-
yHOayH B BUAe KPYrnon noBasky C TopHaLmumMm
KoHUamu-"yukamu”. Konopur MUHUaTIOpbl OTNK-
4aeTcs rapMOHW4YHbLIM COYETaHWEM [0BOJIbHO
APKUX, NOKaNbHO MOMOXEHHbIX KPacok.

MimeHHO 8 NpuOBOpPHOIM cpefe KoyHDbayHCKWX
KOpofel c ux CTpPemieHueM K pPOCKOLIM
NOABMMNOCE UCKYCCTBO CO3[aHNA LUBEAYXUTXOY
(30n0T0€ WKUTbE) — 3aBeC U3 TKaHW, BLINOJ-
HEHHbIX B CNOXHOW TeXHWKe annnukauuu wu
BbILUMBKKW. 3TO Bbinwn rnasHbiM obpasom bap-
XaTHbIe NMONOTHULLA, Ha KOTOpPbLIE HaLIWBANKUCh
penbedHble getanu UrypHeix M3obpaxenun, a
OpHaMeHTanbHoe 3aMonHeHWe Aenanoch U3 me-
Tannuyeckmx Gnecrok, BCTaBOK M3 Nonyaparo-
LEeHHbIX KamHen unwm ctekna. @oH mM3genns
LMPOKOW KarMOW Hepeako Chnollb yKpawanca
y30pamMu 13 3010THLIX HUTEKW!, B Lenom Breck 1
MepLaHWe BCel NoBepPXHOCTU co3faBani yaAnsu-
TenbHbl 3chdekT nblwHocTK 1 Boratcrea. [Mo-
DobHble 3aBechl BbIBEWMBANNCE Ha ABOPLOBLIX
CTeHax, BepaHAax MOHaCTbIPCKMX COOPYXEHWUNA,
OHW OTropaxusany cnanbHbie NMomMelleHus B
XUNbIX fOMax, WHOrga WCNonb3oBanuch Kak
MOMOHBLI CNOHOB U NOWaaen unwv nokpelsana
Aana noso3ok. B obwupHylo TeMaTuky gekopa
WBENYXUTXOY BKJIIOHANMCh CLEHbBI M3 XU3HU
byansi, 3nM300sl NpUABOPHBLIX XPOHUK, UTrypel
BOEHa4YanbHWKOB, HATOB U MUDUYECKUX KUBOT-
HbIX. 4aCTO COCTaBNANNCE KOMMO3MLMN U3 3Ha-
KOB 30[MaKa, rae ueHtpanbHoe none pasbusa-

them in respectable poses on
their knees as it was done in the
palace of the Burmese king. He
scrupulously copied out the de-
tails of the traditional costumes
consisting of dresses of striped
colours, jackets with starched
edges, and for the men, addi-
tional head-dress gaungbaung
in the form of round bands with
the ends sticking up like “ears”.
The colours of the miniatures
are notable for the harmonious
combination because of their
rather bright, local paints.

It was here in the court sur-
roundings of the Koungbaung
kings (with their aspirations for
luxury) that the art for creating
shweichithou (golden embroi-
dery) appeared. These are
screens from fabrics executed in
a complex technique of applica-
tion and embroidery. Large vel-
vet hangings made up the prin-
ciple form on which relief details
of ornamented portrayals were
sewn. The ornamental filling
was made from metal sequins
and mounted semi-precious
stones or glass. The work's
background with its wide bor-
ders, was often decorated with
patters of golden threads?,
which shined and twinkled on
the whole surface creating an
amazing effect of splendour
and richness. Similar screens
were hung on palace walls, ve-
randas of monastery buildings,
and they fenced off sleeping
areas in houses. They were also
sometimes used as coverings for
elephants and horse or for car-
riage covers. The vast themes of
the shweichithou decorations
included scenes from the life of
Buddha, episodes of court
chronicles, figures of military
commanders, nats and mythical
animals. Compositions were of -
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Written records
indicate that royal
shweichithou from
the 18th century
were decorated
with real gold
coins, gems and
embroideries from

old and silver
threads. Since the
end of the 19th
century, foils from
non-precious
metals have mainly
been used.
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TepmuH 10HA3
NPOWCXOAUT OT
CN0Ba WOH —TakK
Ha3bBanm
BLIXOALEBE M3 nao-
TAWCKMX TNIEMEH,
MMEHHD QHM,

Mo HEKOTOPLIM
MCTOPHHECKMM
CRedEHKMANM,
fnepesiMv B
MesHMe cranm
W3rOTaBNMBAT
NaKoBLIE U3ARNKA.

The term yunde
comes from the
word yun, which is
how immigrants
from Lao and Thai
tribes were called.
According to
several historical
reports, they were
the first to produce
lacquered warks

in Myanmar.

NOCh Ha KBaapaThl, B KaXA0M U3 KOTOPbLIX MO-
Meulancs 3oguakaneHelh cumBon. B 20 B., ¢
LWMPOKMM PacnpocTpaHeHnemM 3Toro UcKyccTsea
B Hapo4HOW cpefe, CTanv OenaTh BbllWMBKK He-
BoNblKX pa3MepoB C M3obpaxeHnem TONbKO
ofiHOW uUrypsl. B My3enHon konnekumm, Haps-
ny ¢ 6onblMMYK 3aBeCaMun, XPaHATCA 1 Nonob-
Hble U3Jenns, Ha OOHOM W3 KOTOPbLIX BbILUWT
BCaOHWK B NapagHoM KOCTIOME Bepxom Ha Dbike
(vn. 47). 270 XWMBOTHOE BXOOUT B ABEHaALATA -
NeTHWY rofoOBOW LMK, BO3MOXHO, NaHHo Bbino
npeaHasHa4yeHo B NOAAPOK WnKW caenaHo no
3aKasy 4enoBeka, KOTOpbi pogunca B rog
Obika, C4UTABLIErocs €ro MOKpOBUTENEeM.
PenbedHas dwurypa 6Bbika, CniolWb NOKPbITas
cepebpuctbiMy Bnectkamu, UMUTUPYIOLLUMU
LIKYPY XXWMBOTHOrO, MOMELLIEHa Ha YepHOM oHe
€ METANMU4ecKMMIK HaluMBKaMK U CTEKNAHHBIMY
kabowoHaMmu, HanoMUHaLWUMKU cusoLLme
3Be3[bl Ha HOYHOM Hebe.

Cpegn pa3snnyHbiX BUAOB [EKOPaTUBHO-
NpUKNagHoro uckyccTea, coxpaHaowmx npe-
eMCTBeHHOCTb TPaAuLLuKA, Begyllee Mecro npu-
HaNeXUT XY0XeCTBEHHbIM Nakam HA3". C
11-12 B8. BupMaHUbl NPUMEHSAIOT CMONY Nako-
BOro Jepesa ONs NpefoxpaHeHuns AepeBaHHOn
n 6ambykoso ocHOBLI NpeagmeTos. B cpepHe-
BEKOBbE JIAKOBbIE W3OENUA LEHWMNUCE OYeHb
BBICOKO — WX MPenofHOCKMNKN B Ka4ecTse napos
3HaTHbLIM MHOCTPaHLaM, NOYTKU BCH KOPONeBcKas
nocyga Oeina nakosoun. Jlak pgobasnsnca B
[PEBECHYI0 Maccy vnwv nanbe-malle, 13 KOTOpPbIX
[Jenany KynbToBbie nNpou3BeaeHuns. [lpesHen-
WM LLleHTDOM MPOU3BOACTBE NakoB ABMAETCA
MaraH, roe W cerogHa AeWcTByeT Lkona, B
KOTOpOW MOMOAbLIE Mactepa NocTuraioT TanHbl
3TOro npekpacHoro pemecna. [lo xapaktepy v

ten produced with signs of the
zodiac, where the central part
was divided into squares in each
of which was placed a zodiac
symbol. In the 20th century,
when this art among common
people became more wide-
spread, embroideries of small
sizes began to be made with the
image of only one figure. Be-
sides large hangings, the muse-
um holds similar warks, one of
which is of an embroidered war-
rior in ceremonial dress riding a
bull (Pl. 47). The bull is one of
the animals that is in the 12-year
cycle and it is possible that this
panel was intended as a present
or made on order for someone
who was born in the year of the
bull, which was considered the
owner's patron. The relief figure
of the bull is covered all over
with silver sparklets, emulating
the hide of the animal. It is set
against a black background with
metal sequins and glass cabo-
chan, reminiscent of the stars in
the night sky.

Artistic lacquer yunde' holds
a leading place amongst the var-
ious types of decorative applied
arts that have preserved the
continuity of the traditions.
Since the 11th and 12th centu-
ries, the Burmese have applied
resin of the lacquer tree to pre-
serve the bases of objects made
from wood and bamboo. Lac-
quer works were highly prized
in the Middle Ages and were
presented as gifts to exalted
foreigners. Furthermore, almost
all wares of the monarchy were
lacquered. Lacquer was added
to wood pulp or paper mache
from which religious pieces
were made. Bagan is the oldest
centre of lacquer work, where
even today there is a school
where young masters grasp the
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Cectpa Manu
Npapxanata crana
MPUEMHOR
marepsio byansl,
Bo, Kak roBopuT
nereHa, Yepe:
ceMb AHeWn nocne
pofios Mans
ymepna

The sister of Maya,
Prajapati,

became Buddha's

stepmother

belcause cias thei
egend goes

Maya died seven

days after

giving birth.
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cnocobam HaHeceHus pekopa OupmaHckue
naku NoApasaensoTcs Ha LBE OCHOBHbIE rpyn-
Mbl: NOSIUXPOMHbIE TPAaBWPOBaHHbIE W yKpa-
WeHHble “30n0TbIM nenectkoM” — cycanbHbIM
30/10TOM. 3amMeyarteibHbiM npyuMepomM Hanbo-
nee xapakTepHOM U CaMOBBLITHOW TEXHUKW rpa-
BMPOBKW MO naky SBNRETCA My3enHas WKaTyn-
kKa 19 B., yKpalleHHan U3bICKaHHBLIM PacTUTeNb-
HbiM OPHaMEHTOM, B KOTOPbIV BKNKYEHbI hu-
rypku Hebonswwmx ntuyek (un. 48). MNMpu co-
3[aHUW TaKOro CNOXHOMo AeKopa MacTep Ha-
HOCKUN Ha KpaCHONakKoBYIio NOBEPXHOCTL TOH-
KW rpaBUpOBaHHbIA y30p M NMOKPbIBaN BCE N3-
Aenue YepHblM N1akoM, 3aTeM LUKaTynka wWnn-
oBanack U Y4epHblA Nak OCTaBanca ToNbKO B
npouapanaHHblx yrnybnenunax. MHorouserHble
KOMMo3uLKuu Ha nakax TpeboBann OononHv-
TENbLHOro npouecca rpaBUpPoOBKU U OKpaLln-
BaHWA, WX KONOPUCTUYEcKkas ramma morna
HacyuTbiBaTe Oonee wectn LBETOB. Takumm
cnocobom cospaetcs BONbLMHCTBO COBPEMEH-
HbIX JEKOPaTUBHbBIX MaHHO, PUCYHKW KOTOPbIX
Hepeako NoBTOPAIOT CIOXEThl CPpelHEeBeKOBbIX
XpamoBbIX pocnucen. YacTo BCTpevatoTcs
KapTWHbI Ha TEMbI rNaBHbIX COBbLITUIA U3 XWU3HWK
Byaabl. Tak, no TpPaaULMOHHOMY KaHOHY Bbl-
MonHeHa cleHa YyaecHoro poxaneHus byansl B
napke Nlymburn (vn. 49). [lpeeecHas KpoHa,
CNOBHO Opeosl, OKPYXaeT roJioBy marepu
byanabl Mawu, nopaepxvusaemoil cnesa ee
cectpon'. Hap HuMK napsTt boxecTesa. Mnage-
Hel npeacrasied 3gech ABaXAbl: Ha NpaBoMm
benpe uapuubl 1 Ha cTebne-noegecrane u3
CTUNU30BAHHbLIX LBETOB f0TOCa, CUMBONU-
3MpYIOLMX ero nepBble CeMb Waros.

Ecnv rpaBupoBaHHbie nakK nopaxatot dorat-
CTBOM OPH3aMEHTOB, KOBPOM 3anonHAioWmMX n

secrets of this wonderful trade.
In accordance with the charac-
ter and methods of making a
decoration, Burmese lacquers
can be placed into two main
groups: polychromic incising
and ornamentation with gold
leaf. The museum’s case from
the 19th century is a wonderful
example of the most character-
istic and original techniques of
incising on laquer and is deco-
rated with elegant floral orna-
ments, which include the fig-
ures of small birds (Pl. 48).
During the creation of such a
complex piece, the master drew
a thin incised pattern on the red
lacquered surface and covered
the whole work with black lac-
quer. The box was then pol-
ished and the black lacquer re-
mained in only the etched de-
pressions of the surface. Multi-
coloured compositions on lac-
quer required an additional pro-
cess of incising and painting
and their colour range could
consist of more than six co-
lours. The majority of modern
decorative panels are created in
this way, and their drawings
often repeat the themes of
temple paintings from the Mid-
dle Ages. Panels frequently ap-
pear depicting the main events
of Buddha's life. In keeping
with the traditional canon, the
scene of Buddha's miraculous
birth in Lumbini park was creat-
ed (Pl. 49). A crown of a tree
like a halo adorns the head of
Maya, Buddha's mother, who is
supported to her left by her sis-
ter'. Divine beings are located
above them. The child is pre-
sented here twice, once on the
right thigh of the queen and
then on the stem-pedestal from
stylised lotus flowers symbolis-
ing his first seven steps.
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Ha nakosoe

W3fenve cHavana
HAHOCATCA KOHTYPb
PUCYHKA, U Npoc-
TPaHCTBO BOKPYT
HEro MOKPLIBAETCA
ocobbiM pacTeo-
PRIOLIMMCA B BOAE
COCT2BOM, Nocne
4ero MoBepxHoCTs
LeN1MKoM OKne-
WBEETCA 30NOTON
thoneron, 3arem
W3ABNME NPOMbI-
BAIOT BOMOW, NP
3rom 0BHaxaeTcs
YepHbli (oM, a
yaop OCTaeTch
30M0ThIM.

First, contours of
pictures were
drawn on lacquer
works, and the
space around them
is covered with

a special paste
dissolved in water,
after which

the surface is
completely covered
with gold leaf.
Then the work is
washed with water
and the black
background is
revealed with

the pattern
remaining gold.

(boH KapTUHbI, U PUrypbl NEPCoHaxen, To Yep-
HO-30110Thle — NakKOHWYHOW rpadmKon ocnenu-
TerbHbLIX PUCYHKOB B TEXHWKE “30/10TOrO Nenect-
ka“l. [lna pOexkopa Takux KHA3 XapakTepHsbl
KpynHble v3obpaxeHna gaHTacTUHeckux cy-
uecTe, nHoraa obpasywoume uenbie KOMMNO3u-
UMM 13 cumeonos nnawet (un. 50). BupmaHc-
Kaf acTpoNiorus HacHUTbIBaeT AeBAThL MNaHeT U
BoceMb [fAHelW Heaenn (BOCbMbIM CHUTaETCA
BpemMs 0T 3aXofa coNHUa B cpefdy A0 BOCXO4a B
4eTBepr), KaXaomMmy M3 KOTOPbIX COOTBETCTBYET
ornpeneneHHas CTOPOHa CBeTa U XuBoTHoe. Ha
CTONELHULE CUMBONUYECKNE XXUBOTHBIE Pacno-
naratoTCR NO KPyry, NeEpPeMexanco € LIBETO4YHbI-
MW pO3eTKaMu, a LIeHTP 3aHKMaeT (paHTacTu-
yeckas NTMuUa XUHTa — 3HaK MUnyeckomn nna-
HeThl KaTs.

C ApeBHOCTM M3BECTHO B MbAHME UCKYCCTBO
obpaborku metanna. B TexHuke NUTbA nNo
BOCKOBOW MOAENX WM3roTaBnuBanmuck Gurypkm
Boxecrs ANg XpamoBblX ¥ AOMALLHWX anTapeu,
amyneTsl, pUTyansHble KONOKONbYUKK U Apyrue
KyNbTOBbIE BELUM, a8 Takxe OpOH30BbIE TMPLKM,
KoTopble yxe B laraHckyio 3noxy ucnons3osa-
NUCb ANA B3BeWMBaHMA HeBoNbLIMX NPeLMeTOR

Cmogewnuyua ¢
UIOBPANCEHUEM
CUMBOA08 NAA-
nem. Muanma.

Deskiop with
symbols of
Planets.

1970-¢ 2. Myanmar.
Aepeao, aax, 1970s.
MEXHUKA Wood, lacquer,
“30.40moeo “sold leaf”
Aenecmxa”, lechnique.

M. 30,5 | D. 30.5

Ne 578811 | Ne 5788-I1
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While incised lacquer works
can amaze with their richness
of ornamentation, like rugs fill-
ing the background of panels
and figures of personages, the
technique of "gold leaf” use in
the black-golden lacquer draw-
ings simply dazzles'. Large rep-
resentations of fantastic beings
were characteristic for the dec-
oration of such yunde and
sometimes made up complete
compositions of symbols of the
planets (Pl. 50). There are nine
planets and eight days of the
week in Burmese astrology (the
8th is considered the time
from sunset on Wednesday
until sunrise on Thursday) and
each of them corresponds to a
definite part of the world and
animal. Symbolised animals are
arranged in a circle on a desk-
top, alternating with flower ro-
settes and a fantastic bird
hintha is located in the centre,
which is a sign of the mythical
planet Kateh.

The art of metal work has
been well known in Myanmar
since the antiquities. Figures of
divine beings were cast in a
lost wax method and were
used for temple and home al-
tars, amulets, ritualistic bells
and other religious pieces, as
well as bronze weights, which
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W 3onotoro necka..llo TpaguunM Mepa BecoB M
dopma rvpb onpenenannce KOPONeM, KOTOPLIM
obbi4HO Bbibvpan B Ka4ecTse 3TanoHa m3obpa-
XEeHNEe KNBOTHOMO, COOTBETCTBYIOLLEro AaTe ero
poOXOeHWA. 300MOPMHLIE PUIYPKW Ha BbICOKUX
noacTaekax ¢ penbegHeIMU NeYaTAMU BbINONHA-
NnWcb B BMAE COBbl, pbibbl, MUUHECKON YTKM
XUHTA, GaHTacTM4eckoro CyuecTsa TOMMH C
TENOM NOLLU3LAU 1 rONOBON NbBa YNHTI. Habopsl
TakmMx rupe 19 B. npeacraeBneHbl B My3elHOM
konnekuuu (un. 51). UHTEpPECHO, 4TO B KONOHU-

in the Bagan era were used for
weighing small objects and
gold sand. Traditionally, the
king determined the measure
of weights, and the form of
the weights was usually the
representation of an animal in
keeping with the date of his
birth. Zoomorphic figures on
high stands with relief prints
were given the forms of the
owl, fish, mythical duck
hintha, fantastic being tomin
with the body of a horse and
the head of a lion chinthe. A
series of weights from the 19th
century are held in the muse-
um's collection (Pl. 51). It is
noteworthy that in the colonial
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anbHblA NEPUOA MMPLKKU CIYXUNM B OCHOBHOM
ONS B3BEWWBAHUA ONUyMa W Jaxe noay4unu
Ha3BaHue "onuyMHbIX".

BupmaHckue pemecneHHUKM CnaBunmcs 13-
rotosneHneM ONWHHbIX OBYPYYHbDIX MEeYen, Kak
Boeebix, Tak 11 napagHbix. Mey kopons c4uTan-
€S CBALWEHHbLIM, ONULETBOPAIOLWMM MOrylLie-
CTBO, CUNY W MpaBeAHOCTL BEPXOBHOW BNacTu,
W3secTHa nereHpa o ToM, 410 BMpMaHckomy
Koponio apesHocTk [lattabayHry npw BcTynne-
HUW Ha NPecTon caMmumM BePXOBHbLIM BNAALIKOM
Hebec TuaxamMuHOM Bbinu Bpy4YeHbl aTpubyThl
KOPONEBCKOW BnacTu: konse, bapabax, bensin

period such scales were used
mainly for weighing opium and
even received the name “opium
weights”.

Burmese craftsmen were re-
nowned for the production of
two-handed swords for military
and ceremonial purposes. The
king's sword was considered
sacred and personified might,
strength and the righteousness
of supreme power. A well-
known legend tells of how the
Burmese king of antiquity Dat-
tabaung upon ascending to the
throne was entrusted by the
most heavenly sovereign Thi-
gaymin with the attributes of
the monarchy's power: a drum,
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Cafas. Sabre. Myanmar.
Muanna. Early 20th
Havaso XX g. cenlury.
Cmaav, cepeGpo, Steel, silver,
CAOHOGAR KOCTY, ivory, wood,
depeao, xosxa, Jorging, carving,
peavia, wexanxa, embossing,
epasupoara. engraving.
. 100 L. 100
Ne 8402-I1 Ne 8402-11

52

a white elephant, a flying horse
and a magic sword that was
able to fend off invisible pow-
ers of darkness, evil and black
magic. A special feature of the
Burmese swords is the curved
CNOH, neTamwwuin KoHe W BonwebHbm med, handle that was made from
CNOCcoBHbIN OTpaxaTh HesuanMble cunsl Tembl,  wood with metallic facings, or
3na n YepHow Marum. OcobeHHocTeio Bupman-  from carved ivory, as is the mu-
CKMX MEYen ABNAETCA M3OTHYTas PyKoATh, KO-  seum's piece (Pl. 52). The tip of
Topaa fenanacs U3 gepesa ¢ meTannuyeckumu  the handle is in the form of a
obknagkamMu Unu pesHoi CNOHOBOM KOCTK, Kak  lotus bud and the fastening de-
B My3enHom obpasue (mn. 52). HakoHeyHuk tails of the sheath are made
pykoatTM B ¢opme noTtocosoro 6yroHa u  from embossed silver., A strip
ckpennalouMe Aetann HOXeH BhinonHeHwsl M3 with an engraved pattern runs
cepebpa B TeXHWUKE YeKaHKW, a No Kpaw knuH- along the edge of the blade and
Ka NpoxoanT nonoca rpasupoBaHHoro ysopa ¢ has a small inscription with the
HeBonblWonm Hapnuceio, rae ykasaHo mecto place name of the sword's
M3roTOBNEHMS Me4a — ropog AHroH. manufacture — Yangon city.
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Cocyd das
nodNowWEHUIL.
Muanma.
Koneu XIX a.
Cepefipo, wexan-
xa, epasuposKa.
B. 22

An. 33

Ne 188111

Vessel for gifts.
Myanmar.
Late 19th
century.

Silver, emboss-
ing, engraving.
H. 22,

D. 33

Ne 188111

JocTturiee BonbLIKX BEICOT MCKYCCTBO TO-
pPEBTUKM NpefcTaBneHo B bupmaxckon kon-
nekuuy pagom npowvssedeHun w3 cepebpa,
cpeau KOTOPbIX — COCyn Ans NoAHOWeHuwn
koHua 19 8. (un. 53). Okpyrnoe, cnerka npw-
AMNIOCHYTOE TYNOBO yKpalleHo BbicoKopenbed-
HbIMW YeKaHHbIMK K30BpaxeHnamn. B gekope
npeob1afaioT MHOroUrypHble CLEeHbl NO MO-
THBaM yxe ynomuHasliencs neredasl o Ma-
HOXapw — 3N130[ NAeHeHUs AeBYLWKU-NTALBI,
cKadylme BCaHWKW, Cpaxaownincs ¢ para-
MW npuHy CyaxaHa, NpUYemM pa3HOBpPEeMeH-
Hble OeicTBUS, NpoxoasalMe Ha (oHe newsa-
Xa € MNbIWHOW TPONUYeCcKkoW pacTuTenbHOC-
Thi0, Pa3BepHyTbl B8 eAMHOM MNpOCTpaHCTBe
bpur3za. JMHAMUHHOCTL KOMMNO3NUMK Nnoayep-
KMBAETCA W BbIPA3UTENbHOCTLIO NO3 U XeCToB,
U cseToTeHeBbIMM 3thdekTamu, U hakTypHbIM
conocrasneHneMm mMaToBo Mepuatwouero GoHa
W Bnectawmx obbeMHbIX uryp. Bee 3tn kaye-
CTBa MO3BOMNAIOT OTHECTM AaHHOe npou3Bene-
HUe K nyywmm obpasuam bupmaHckoro Tpa-
OWUMOHHOIO UCKycCcTBa.

Metalware attained a high
level of artistic value and is
presented in the Burmese col-
lection alongside works of sil-
ver. Among these is a vessel
for gifts from the late 19th
century (Pl. 53). The rounded
and slightly flattened body is
decorated with high relief en-
graving. Multi-figured scenes
are prevalent and are reminis-
cent of the legend of Manohari
mentioned above. These in-
clude an episode of the bird
girl's capture with jumping
horsemen and Prince Sudhana
battling with enemies. Actions
which occurred at different
times are displayed in the
background of the landscape
with magnificent tropical vege-
tation displayed in a single ex-
panse of the frieze. The dyna-
mism of the composition is
emphasised by the expressive-
ness of poses and gestures, the
effects of light and shade and
stylistic comparisons of the
suffused glimmering back-
ground and glittering figures.
All these qualities make it pos-
sible to refer to this work as a
magnificent example of tradi-
tional Burmese art.
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... On gocemanosun cesuennsiii 20pod Auodxapanypy
u 3acmasun ee baucmams nechagrennon Kpacomou,
ROCMPOUE 00Ma, YXPAuWeHHbIE CEEPRAIOULUM 3010MOM,
d6opunl, Mepyuarowue OPazoueHnoMU KAMHAMU. ..

Hapnwce Ha cTene Pagxenapasapmana ll (10 8.)

...He re-established the holy city of Yashodharapura
and set it shining with incomparable beauty,
building houses glittering with gold

and palaces glimmering with fine jewels...

Inscription on the stele of Rajendravarman Il (10th century)

1

Anrkop (o7 caHck-
PMTCKOrO Harapa —
“ropon”) — panoH,
rae 8 9 8. Buin oc-
HOBaH ropon fwon-
xapanypa — cronu-
U3 KXMEPCKON MM-
nepuw Kambynxa-
aewa (unm AHrkop-
CKOM MMMepun).
lMocTenexxo, B Te-
YEHWE YETIPEeX Be-
KOB OH 3acTpausan-
€A WM CTan npeacae-
ATk CoBOo HE ofMH
ropog, a Lensii
KOMMNEKC ropodos.

Angkor (from the
Sanskrit nagara -
::ii{]} is the region
where in the 9th
century the city of
Yashodharapura
was founded - the
capital of the
Khmer empire of
Kambujadesha (or
the Angkor em-
pire). Over 4 centu-
ries it gradually
built up and be-
came not only one
city, but a whole
complex of cities,

3arafio4HbBIMK 1M TAWHCTBEHHBIMW HEPEAKO Ha3bl-
BalOT namaTHUKKM uckyccTBa Kamboaxu. 3u
3NUTETHI NepefaloT YyBCTBA MEpBLIX EBPONeNn-
Les, KoTopekle BO BTOpon nonosute 19 B. 0bHa-
PYXWNW B OXYHINAX Ha cepepo-BocToke Kam-
Boaxun 3abpolienHHble ropoga U Bennu4ecTseH-
Hble Xpambl, NOYTU MONHOCTbIO MOrNoLEeHHbIe
TpONM4eckon pacTuTenbHocTbio. B pesyneTarte
MHOFONETHUX YCUNWIA NO Pac4MCTKe 3TUX COopY-
KEHWIA MUPY ABUNCA AHIKOP' — YHUKaNbHbIW
CpefHeBeKOBbIA KOMMJIEKC MopPoaos..

PaHHWIA nepuop WUCKYCCTBa 3TOW CTpaHbl B
KONNekuun My3es npeacTaBfieH KepaMmu4ecknmi
U3OenuaMn, TpaguuMa U3roTOBNEHWA KOTOPLIX
Bocxoaut K Hadany V Teic. go H.3. Cambie
OpeBHMe cocyabl yKpawanucs NpocTeiM “Bepe-
BOYHbIM" Y30pOM WK NOLLEHWEM, XOTA NpUme-
HANOCH W rmagkoe aHrobHoe NoKpsLITUE OXPUCTO-
ro usera, nogobHoe ToMy, Kakoe UMeeT ropLio-
yek Il Teic. oo H.3. (un. 54 a). Bnocnencreum ge-
KOp wW3penuin ycnoxuHaeTtcs, npeobnapawouwee
MECTO B HeM OTAAEeTCA reoMeTPUYeCcKUM OpHa-
MEHTaM, KakK npasBuno, TMCHeHbIM WKW npoLlapa-
naHHbIM. OfHako opMbl COCYNOB Mano mnime-
HSAIOTCA — 3TO B OCHOBHOM 4alUk Ha HOXKax W
FOPLUKKA C BbIFHYTbIM AOHLEM WU ManeHbKUM rop-
NBILWKOM € OTOTHYTbIM BEHYWKOM, 4TO NPEKpacHo
OEMOHCTRUPYIOT My3€elHble NpoW3BeneHws, co-
3[laHHbIe No3fHee, B Nepuon CyLecTBoBaHMA
rocypapcTtea banHom (2—6 BB. H.3.). Pan npegq-
MeTOB Oblf HaMAEH BO BPEMS apXeonorm4eckmx
packonok B 90-x rr. 20 B. B CTONWYHOM ropoge
AHrkop bopee. K HWUM OTHOCWUTCA W COCYA U3 Ce-
PO rMWHbl, YKPaWeHHbIN nepecexkalowmmMmncs
nuHusMu-6oposakamu (un. 54 b.

PacuBeT roH4apHOro MCKyccTea NpruxoamnTes
Ha AHrkopckui neprofd (9-13 88.). O wWKpokom

The monuments of art in Cam-
bodia are often called both mys-
terious and magical. These epi-
thets convey the feelings of the
first Europeans who in the sec-
ond half of the 19th century dis-
covered deserted cities and ma-
jestic temples in the jungles of
north-eastern Cambodia, which
were almost completely taken
over by tropical vegetation. As a
result of many years of effort to
clear these structures, the world
was presented with Angkor! — a
complex of cites from the Mid-
dle Ages..

The early period of art of
this country is represented in the
museum’s collection by ceramic
works. This tradition of manu-
facture dates back to the 5th
millennium BC. The most ancient
artefacts were decorated with a
simple “cord-marked” pattern or
a polish, and a smooth ochre-
coloured engobed cover was
adapted, which is similar to that
on a small pot from the 2nd mil-
lennium BC (Pl. 54 a). Subse-
quently, the design of works be-
came more complex with a pre-
dominant space devoted to geo-
metric decorations which were
usually imprinted or scratched.
However, the form of the ves-
sels changed very little = mainly
stemmed bowls and pots with a
curved base and narrow neck
with a straight brim. The muse-
um’s works, which were created
later during the period of the
Baphnom state (2nd to 6th
centuries AD) are an excellent
example of such pieces. Many
objects were found during ar-
chaeological excavations in the
1990s in the capital city of An-
gkor Borei. This concerns the
vessel made from grey clay
decorated with transverse
grooves (Pl. 54 b).



Cocydu. Kamboduca.
Kepanuxa, sesan-
HBlE Khacku,

a) Il mwe. do n.a.(?)
B. 88

An. 10

Ne 9666-11;

b) H-VI aa.

B. 72

Ame 11,3

Ne 9158-IT

v

Vessels. Cambodia.
Ceramics, earth paind.
a) 2nd millen-

nium BC (2).

H. 88

D. 10

Ne 9666-11;

b) 2nd -6th centuries.
H, 72

i S0 ]

Ne 9158-11

pPacrnpocTpaHeHn B 370 BPEMSA TMNHAHBIX 13ge-
NI CaMbiX PazNuykbix GOPM CBUAETENLCTBYIOT
4acTo BCTpeYarlmecs nlobpaxeHus cocynos
Ha penbedax cpefHeBexoBbIX XPaMos, a Takxe
MHOTO4UCNEHHbIE aDXEONOTMYeCcKMe HaxoaKkm.
Mpw Bcem pa3sHoobpasvm Kepamu4eckon npo-
AYKUUKM B HEW MOXHO BblAeNUTh HECKONbKO OC-
HOBHbIX rpynmn. B ogHy W3 HUX BXOQAT Basbl 4N%
uBeToB, norpebansHble YpHbI, KYBLWMHLI ANS
8ofAbl, Apyryio obpa3syioT Hebonkswue kopoboy-
kv ans betens, Mefa, KOCMETUYECKWUX CPEACTB.
Ocobyio rpynny Hanbonee opuruHansHblx Npo-
N3BEOEHWI aHTKOPCKUX MACcTepoB COCTaBNRIOT
cocyabl B BUAE aHTPONOMOPMHBIX UNK 300MOP-
(HbIX GUryp — cnoHa, 3aviua, ntuy 1 T1.0. B

54

The Golden age of pottery
came about during the Angkor
period (9th to 13th centuries).
Frequently encountered repre-
sentations of vessels on reliefs
of the temples of the Middle
Ages as well as numerous ar-
chaeological finds are all evi-
dence of the great development
of the most varied forms of clay
works of that time. Although
ceramic works are diverse, it is
possible to single out several
principle groups. One of them
includes vases for flowers, fu-
neral urns and water jugs. An-
other is made up of small boxes
for betel, honey and cosmetics.
The main group of the most
original works of the Angkor
masters is composed of vessels
in the form of anthropomorphic
or zoomorphic figures = ele-
phants, rabbits, birds, etc. The
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KOnnekuMu My3ses npeacTaBneHbl BCe TUMb
CpefHeBEeKOBOW KxMepckow kepamuku. OgHUM
13 CaMbiX MHTEPECHbIX IKCMOHATOB MOXHO CYM-
TaTb OKPYrNbIA COCyA B BUAe obe3bsHbl XaHy-
MaH, nepcoHaxa “Pnamke”, kxMepckown Bepcum
"PamasHbl” (un. 55). KopuyHesas rnasyps, no-
KpbiBalOLWan TYyNnoso, AOMNOAHEHa POCMUCLIO U
NOArNasypHoW rpaBMpOBKOW, MO3BONAIOWNMM
nepegars faxe Meskue Aetanu ofexibl 1 Yep-
Tol nuua. MNpeasoaunTens obe3bAHLEro BOWCKa
O[eT B KOCTIOM BOWHA, Ha ronose y Hero — aua-
aema, B ywax — cepsrn. OH n3obpaxeH kycaio-
MM 3Melo, NoAHeCeHHYIo K nactu. BosMoxHo,
Tak Mactep BOCMpowm3sen anu3on 6utesl Pambl ¢
LeMOoHaMK, O4NH W3 KOTOPbIX CTPenan 13 nyka
3aKONAOBaHHLIMW CTpenaMu, Npespallasnmm-
CA B AA0BUTHIX 3MEM.

Hanbonee 3Ha4yuTenLHOE MECTO B MCKYCCT-
Be Kambooxu anoxy cpefHeBeKkoBbA N0 npasy
3aHMMaeT MOHYMeHTanbHoe KaMeKHoe 3o0a4e-
cT80. OCHOBHbLIM TUIMOM KYNIbTOBOIO COOPYXe-
HUA BbIN Tak Ha3biBaeMsblld Xpam-ropa, KoTo-
pbIA COCTOAN W3 Heckonbkux balweH npacaTos,
BO3BEAEHHbIX Ha CTYNeHAX MCKYCCTBEHHOW M-
pamMmabl, OKpY>XeHHOW pBaMW ¢ BogoW. Ero
CUMBOIMKO-0DpasHoe cofepxaHue TecHO CBS-
3aHO € WHAOYUCTCKUMU npejcTaBneHuamMm o
CTPyKType BceneHHoW, LEHTPOM KOTOPOW CHU-
Tanaco naturnasas ropa Mepy. PBbl cimBonu-
3upoeanu MuUpOBOW OKeaH, B KOTOpOM Mnnaga-
0T MaTepuku, orpaxaeHua v Teppackl — rop-
Hble uenu, okpyxawouue Mepy, a xpaMmoBbie
bawHu — ee BepwwuHy. Hanbonee apkoe son-
nouieHne 3ta KoCMorornyeckas KkaptTuHa Ha-
wna 8 xpame AHrkop Bat (cepeauwHa 12 B.),
ABNAIOLLEMCSH XEMYYXWUHON CpeHeBeKOoBOU
KXMEPCKOW apXUTEKTYpbl.

museum’s collection presents all
types of ceramics from the Mid-
dle Ages. It is possible to refer to
the rounded vessel in the form
of a Hanuman monkey, the per-
sonage of “Reamker”, a Khmer
version of "Ramayana” as one
of the most interesting exhibits
(Pl. 55). A brown glaze covering
the body of the vessel was en-
hanced with paintings and un-
derglazed incising, making it
possible to convey even small
details of clothes and facial fea-
tures. The leader of the monkey
troops is dressed in military attire
with a diadem on his head and
he is wearing earrings. He is de-
picted as holding a snake at his
jaw and biting it. The master
possibly reproduced an episode
from the battle of Rama with
demons, one of which shot mag-
ic arrows from a bow that turned
into venomous snakes.
Monumental stone architec-
ture is by rights the most signifi-
cant part of Cambodian art from
the Middle Ages. The main type
of religious structure was the so-
called mountain temple, which
consisted of several towers pra-
sat erected on the steps of a
manmade pyramid and surround
by a moat. Its symbolic imagery
is closely connected to Hindu
conceptions of the Universe's
structure, the centre of which is
considered to be the five-peaked
mountain, Meru. Moats symbol-
ised the ocean of the world in
which the continents drifted and
enclosures and terraces symbol-
ise mountain ranges surrounding
Meru and towers of the temple
symbolise its summit. This cosmic
picture found its brightest incar-
nation in the temple of Angkor
Wat (mid 12th century), which
serves as the pearl of Khmer ar-
chitecture from the Middle Ages.



Cocyd @ sude
Xanymana.
Kamboodsica.
XIT-XI11 as.
Kepamuxa, ena-
ayp, pocniice,
epasupoaxa.

B. 16,5
Ne 9670-11.
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Vessel in the
Jorm of
Hanuman.
Cambodia.
12th -13th
centuries.
Ceramic, glaze,
painting,
engraving.
H. 16§27
N 967011
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B HapoaHoR cpege
cyWTanocs, YTo B
CaMpUT BXOMAT 30~
noro, cepebpo
ApYrHe LeHHbIE Me-
Tannel, B nencram-
TENLHOCTW 3TO
CNnas Meaw, onoea
1 CBMHLA € HEe3Ha-
YUTENBHEIMK [0~
Daskanu.

In national belief it
was considered that
samrit was made
up of gold, silver
and other precious
metals. In actual
fact, itis an alloy
of copper, tin

and lead with
insignificant other
additives.

B. 6,7
Ne 8445.11.

bponaa, aumoe.

Vishvakarman.

Buwaaxapman. Cambodia.
Kaxfodca. 11th -13th
XI-XIll &s. centuries.

Bronze, casting.
H. 6.7
Ne 8445.1T
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CornacHo nereHae, AHrkop Bat Bbin cosfiaH
no rnoseneHuio boroe HebecHsIM 304491M Bul-
BakapMaHoM AN KXxmepckoro npuHua. Obpas
DOoXecTBeHHOro MacTepa BecbMa NonynapeH B
KambBopxe, nbo oH noyMraerca Kak nokpoBu-
TeNb BCEX MCKYCCTB U pemecen, 3HaToK mMaruu 1
putyansHol Tatywposkwu. CrartysTku Buwsa-
KapmaHa npefHa3Ha4yanncbe Ana AomawHux an-
Tapen, ux Bpann ¢ cobon B QOPOry B Kayecrse
aMyneToB, KaXObli PEMECNeHHUK UMeN B JoMe
n3obpaxeHue 31oro boxecrsa. HebonbLias My-
3enHan cKynenTypa, aatmpyemas 12—13 BB., Bbi-
NnonHeHa B COOTBETCTBMM CO CNOXWUBLIEWCH B
AHrKoOpCckUIA nepmof nkoHorpaduen: Buuisakap-
MaH CMOUT B No3e papkanuna, 1eson pykou oH
COKuMaeT Tedio, 8 Ha NpPaBoOM nnede LAepxuAt
Knpky (mn. 56). Ha wee Goxectsa — Wupokoe
oXepense, B ylwax — KpynHble Cepbri, Ha rono-
Be — Auagema C KOHUYECKMM HaBeplunem.
CkynbNTYpa OTANUTA B TEXHUKE UCHE3aIoLLen BoC-
KOBOW MOLEenu M3 TeMHO-KOpUYHeBor BpoH3sl
campuT. 3T0T cnnas cymtanca 8 Kamboaxe bna-
ropofiHbIM MEeTannom, ero Hasbieanu “bpoHzon
LEeBATU Koponewr”, 1ak Kak, no MHeH1Io KXMepos,
8 HEro BXOLWNO OEBATbE KOMMOHEHTOB'.

AHIKOpCKas 3N0Xa 3HaMeHWTa BenuKonen-
HOW KaMEHHOWM CKYNbNTYPOW, BbICEHEHHOW B OC-
HOBHOM A3 MecYaHuKa 1 8 n30bunum ykpalluaio-
e xpamosble KoMmnnekcsl. Mocne nposo3rna-
weHns OxansapmaHom VIl (1180 — okono 1220)
Bynanama rocyapcTBeHHOW penurnen nHoyvc-
Tckne obpassl B M3obpasznTensHoOM McKyccTee
cmeHsioTes Bypauinckumun. B atot nepuneg 6sin
NOCTPOEH yHUKaNbHbIM XpaMm baloH, nopaxaio-
WM BUAOM CBOvxX DaweH C ruraHTckumu Nnka-
MU Kopons B obpase BoaxmcaTrabl MUOCEPANSA
Nokelusapbl. OCOBRHHOCTBIO 3TUX M300OpaxeHun

According to legend, Angkor
Wat was created by the celestial
architect Vishvakarman for the
Khmer prince at the command of
gods. The image of the divine
master is hugely popular in Cam-
bodia, for he is revered as the
patron of all arts and handicrafts
and as an expert of magic and
ritual tattoos. The statuettes of
Vishvakarman were intended for
home altars and were taken on
the road as amulets. Further-
more, each craftsman had the
image of this divine being in his
home. The museum's small
sculpture dates back to the 12th
to 13th centuries and is made in
accordance with contemporary
works of Angkor iconography:
Vishvakarman is sitting in a raja-
lila position, gripping an adze in
his left hand and holding a pick
on his right shoulder (Pl. 56).
There is a wide necklace around
the neck of the deity, large ear-
rings in his ears and he is wearing
conical head-dress. The sculpture
is cast in dark-brown bronze
samrit in the lost wax method.
This alloy was considered a pre-
cious metal in Cambodia and was
called "bronze of the nine kings”,
since in the Khmer opinion it
consisted of nine components’.

The Angkor era is famous
for its marvellous stone sculp-
tures carved mainly from sand-
stone, and for an abundance of
decorated temple complexes.
After Jayavarman VIl (1180 -
circa 1220) proclaimed Buddhism
the state religion, Hindu images
in the fine arts made place for
Buddhist ones. A unique temple
Bayon was built during this peri-
od with a striking appearance of
its towers adorned with gigantic
faces of the king like the bodhi-
sattva of mercy Lokeshvara. A
special feature of these works is



ABINAKOTCA NONY3aKPbIThIe rNa3a U 3ayM4YnBO-33-
ragodHas ynoibka, KOTOpPYKO AaXe Ha3blBaloT
“aHrkopckon”. MNopobHas ynbibka ocsewaer
nMUoO KameHHon ronoBbl byaabl, dparmexHTa
CKYNbNTYpLl KOHUa 12-13 BB. M3 KONNEKL U My-
3es (Mn. 57). OHa BhIpesaHa M3 TeMHOrO CepreH-
TUHWUTA C 3eNeHoBaTbIMW NPOXUNKaMu. CKynen-
TOp €O34an 0AyxoTBopeHHbI obpas boxecTea,
BEINKONENnHO nepeaas COCTOAHWE BHYTPEHHER
rapMOoOHMU, NOKOH U COCTPafaHNsA KO BCEM XW-
BbIM CYLIECTBAM.

Hewyeemao
mmfgi)xu 19

.
Tonosa Bydow,
Dpazmenm Head of Bud-
CRYABNIMYPbl. dha. Sculpture
Kax6odica. Jragment.
Kouey XIT - Cambodia.
XIils. Late 12th - 13th
Cepnenwmunum, century. Serpen-
peanda. tinite, carving.
B. 20,5 H. 205
Ao 776411 Ne 7764-11

57

the half-closed eyes and the
pensive, mysterious smile, which
is called “Angkorian”. A similar
smile is illuminated on the face
of the stone head of Buddha
from the museum'’s collection
(Pl. 57). It is a fragment of a
sculpture from the late 12th to
13th centuries. It was carved
from dark serpentinite with
greenish veins. The sculpture
created the inspired imagery of
the deity wonderfully conveying
the condition of inner harmony,
peace and compassion for all liv-

ing things.

A large number of Buddhist
sculptures mainly from wood
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Kapma — saxHei-
LEe PENNIMO3HO-
dunocodickoe no-
HATWE B Dyagusme,
TPaKTyeMOe KaK C0-
BOKYMHOCTE A06-
PbiX W 37bIX MO-
CTYMKOB Henoseka,
ONPEeAENAIoWMX ero
NepepoXieHnn.

Karma is the most
important religious
philesophical con-
cept in Buddhism,
interpreted as the
aggregate of a per-
son's good and bad
deeds, and defining
his reincarnations.

\HEF

Buddha with

bydda ¢ xcecmom

bxysuenapuma. gesture
Kanidodmea. bhumisparsha.
1893 &, Cambodia. 1893,

Cepebpo, nacma,
WeKAHKa, epaeu-
posxa, ecmasxu

Silver, paste, em-
bossing, engrav-
ing, mounted co-

xopynda. rundum.
B. 40 H. 40
Ne 8626-IT Ne 8626-1T
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B no3gHecpenHeBeKOBbIA Nepuod U B HOBOe
BpeMs Ana XxpaMoB cosfaetca bonblioe Konuye-
CTBO DYAAMICKOM CKYNbMTYpPLl, B OCHOBHOM W3
hepeBa n Metanna. LLlnpokoe pacnpocrpaHeHune
nony4una Tpaguums U3IroToBneHus craTyi no 3a-
ka3sy, 4Tobbl nepegatb MX 3aTeéM MOHACThIPIO.
Napenve nzobpaxeHnn Byan cHnTanocs ofiHUM
U3 Bnarux gesHun, ynyywaiowmx kapmy' noHa-
TOopa. Ha ckynbntypax, NpefHasHavYeHHbIX Ang
3TUX Lenen, c3agm Ha neepecranax obbiuHo oc-
TaBNANOCL rMafdKoe MPOCTPaHCTBO ANA NOCBATA-
TenbHoW Hagnwcu. Hanpumep, Ha OQHOW My3en-
HOW CTaTtye WMEeTCH Haanucb Ha KXMEepCcKoM
a3bike: "Mo4TeHHble KpecTbaHe Tua u Hek npe-
nopHocaT 8 2535 roay bynnuickon 3psl” (coot-
geTcTeyeT 1893 r. no rpuropnaHckomy KaneHaa-
pr). 310 N30bpaxeHWe byaabl ¢ xectom Gxy-
Mucnapiua, cMafauero Ha MHOrospycHoM Tpa-
neumesugHom neegecrane (un. 58). Benukun
yuutene npepactaBneH 8 obnuke Llaps uapewn,
NoBepPX MOHAWeCKOro OAeAHUsA Y HEro MHOro-
YUCNEHHbIE YKPaWeHWs — OXepenbe, AparoueH-
Has nepess3b, nosc, Bpacnetel. Ha ronose y
Byaabl MOKOT (CaHCKPUT — MyKyTa) — KOpO-
NeBcKMn ronosHom ybop B BuAae HaaBMHYTON Ha
nob KpYrnon Wano4ku C BLICOKMM HaBepLumem u
33YWHBIMY YKpaleHNAMW B BUAE KPbIMbIWEK,
MpumeyatenbHo, YTO ocobble 3HakK coBeplleH-
cTBa Ha nby 1 NafoHAX PyK, a Takxe AparoueH-
HOCTb Ha rpyau oTMeYeHbl BCTaBkaMm M3 Kpac-
Horo kopyHaa. Ckynentypa BeINONHEHA B Tex-
HUKe, xapakTepHol ana 19 — nepson NONoOBMHbI
20 B. Ee ocHOBa mM3roToBneHa M3 cneumanbHOW
MacTUKK 1 CBEPXY NOKPbITa TOHKKUM Nnpo4Yeka-
HEeHHbIM NUCTOM cepebpa, 4YTO npuaaer cratye
BUO LENMKOM oThuvton w3  6naropofHoro
meTanna.

and metal were created in the
late Middle Ages and at the be-
ginning of modern history. The
tradition of preparing statues to
order became widespread and
these were then passed on to the
monasteries. Donating works of
Buddha was considered a chari-
table act, improving the karma?
of the donor. A smooth space
for inscriptions of dedication
was left behind the pedestals on
sculptures intended for donation.
For instance, one of the muse-
um'’s statues has an inscription in
Khmer: “Donated by the venera-
ble peasants Tie and Nek in 2535

of the Buddhist era” (which cor-

responds to 1893 on the Gregori-
an calendar). This statue is a rep-
resentation of Buddha with a
bhumisparsha gesture sitting on
a multi-tiered tapered pedestal
(Pl. 58). The Great teacher is pre-
sented as the King of kings. He
has numerous adornments over
his monastic attire including a
necklace, precious shoulder belt,
sash and bracelets. Buddha's
head is adorned with mokot
(Sanscrit — mukuta) which is
royal head-dress in the form of
a round hat with a little spire
and adornments resembling
wings, which is pulled down
over the forehead. It is worthy
to note that the special signs of
perfection on the forehead and
on the palms as well as the jew-
ellery on his chest are set off
with mounted red corundum.
The sculpture was made in a
way which was characteristic
for the 19th to the first half of
the 20th century. Its base was
prepared from a special putty
and the surface was covered
with a thin embossed silver leaf
that gives the statue the appear-
ance of being completely cast
from precious metal.
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a) Jdr. 11,8 a)l. 11.8

Pumyansmnie Ne 7952.1T Ne 7952.IT

NAQCMUHBL b) Ada. 11,4 Ritual plates b) L. 11.4

nonuau. No 8455.11 popils. Ne 8455.17

Kamntodxca. e) dn 11,7 Cambodia. ¢ B El.3

XIX- Ne 844711 19th - early Ne 844711

wauano XX #. d) Ja. 12 20th century, d) L. 12

Memaan, aumse: No 858311 Metal, casting: Ne 8§583.1T
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Konnekuus xynoxecTBeHHOro Metanna, Ha-
pAnY € KYyNbTOBOW NnacTukon, Bknio4aet B ceba
Lenbiy pag puTyansHbiX NpeaMeTos: Yawwy ang
NOOHOWEHWA M OMOBEHUA CBALWLEHHOW BOAOMW,
KypUnbHUUbl, CBeTUNbHUKKM. CBoeobpasHbiM
npeaMeToM KXMepckor oBpsoHOCTM ABNAeTCS
noAcTaska AN cseyei nonunb — Hebonbluag
MeTannuyeckas nnactuHa ¢ pyykown (un. 59)'.
CeYa KpenuTca K ee BEpPXHEMY Kpato unu npu-
BA3bIBAGTCH K pyyKe KpacHon HMTbIO. Vicnonk3y-
0TCA NNacTuHbLl B puTyane Gavremn nonuns
(BpalleHe nonuns), KOTOPLIA NPOBOANTCA B
KyNbMUHALMOHHBbIE, NepexofHble CobbiTUA B
KM3HW Yenoseka Unu Penuruo3Hom obmHbl.
OH COCTOMUT B TOM, 4TO Y4aCTHUKW OKpyXawoT
"BUHOBHWKOB" TOpPXeCTBa 1 NepedaioT Nonunb
C 3aX>KeHHOW CBEYOW M3 PYK B pyKW, Hampas-
nAs AbiM B LEeHTp. B ocHose 3Toro gpesHero
obpaga nexar npeacrasneHns ob ovvwaowen
W OXpaHAloLWweRn cune orHa. Maru4ecknii orHeH-
Hbld Kpyr obpa3yer Hekoe cakpanbHoe npo-
CTPaHCTBO, B KOTOPOM W COBeplIaeTca [yXoB-
HOe o4ulleHue Yenoseka. Kpome Toro, putyan
nmeet BnaronoxenarenbHoe 3HadeHue, Tak kak
BCE MPUCYTCTBYIOLME BbICKa3kLIBAIOT CBOU A0D-
pbie NoXenaHus rmaBHOMY NMepcoHaxy AevcTsa.
BaHreun nonune coseplUaeTcA Takxe npn oc-
BALLEHWA HOBOrO KYNbTOBOIO COOPYXEHUA UK
cTatyw byanbl,

MossneHne 8 Kambogke 31oM LilepeMoHUU K
BHELWHWN BUA NONWUARA KXMepbl CBA3bLIBAIOT C
NereHnov, B KOTOPOW NOBECTBYETCA O TOM, HTO
6or Npax dicop nogapun Ha ceansby socnu-
TaHHOMY UM NPUHLY 3010TON NIACT CBALLLEHHOTO
BaHbsHa U anMasHyio CBeYy W Nokasan, Kak ux
ncnons3oBaTh B 0bpage. Mo3ToMy pUTyanbHbIM
nnacTMHaM 4Yalle Bcero npuaalT popmy nucra

Besides the religious sculp-
ture, the collection of artistic
metals includes a whole range
of ritualistic objects: bowls for
gifts and holy water, incense
burners and lamps. An original
object for the Khmer ceremo-
nies is the stand for candles
popil, which is a small metal
plate with a handle (PI. 59)*. The
candle is fastened to the top or
attached to the handle with a red
thread. These stands are used in
the ritual known as bangvil
popil (a rotation of popil) which
is held at the significant events
in the lives of individuals or the
religious community. The ritual
consists of participants sur-
rounding the “initiators” of the
celebration, who pass the popil
with a burning candle from
hand to hand, sending the
smoke into the centre. The basis
of this ancient ceremony lies in
the notion that fire possesses
cleansing and protective powers.
The magical fiery circle forms a
certain sacral space in which the
spiritual cleansing of a person
occurs. The ritual also has a be-
nevolent meaning, since all those
present express their kind wish-
es to the main figure of the
event. Bangvil popil also occurs
during the consecration of a
new religious building or a stat-
ue of Buddha.

The Khmer people connect
this ceremony's occurrence in
Cambodia as well as the external
appearance of the popil with
the legend in which it is recount-
ed of how the god Preah Eysor
gave a prince bred by him the
gold leaf of a sacred banyan
tree and a diamond candle at his
wedding and showed him how
they are used in ceremony.
Therefore, plates are often giv-
en the form of a banyan leaf,

Hexyeemso
KAMBOAXW

1

Myzeinas konnek-
LnA nonunen, Ha-
CYMTHIBRIOWaR 58
NNacTuu 19=20 es.,
ABNACTCA KPYrHEH-
wen 8 Poccmu.

The museum’s
popil collection
numbers 58 ﬁlates
from the 19t

and 20th century,
making it the
largest in Russia.
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BaHbAHa, HO MOryT BbITe U KPYrNLIe MONUAU C
py4kor. OHW OTNMBAIOTCA U3 MEAHbIX CNNaBos,
uHoraa cepebparcs, 4To 0cOBEHHO XapakTepHo
ana msgenuin 19 8, Ha nuueson cTopoHe nonu-
ns pacnonaraiotca u3obpaxeHus, HocawmWe
CUMBOJINKO-Marn4yeckmn Xapakrtep. Cpe,nm HWMX
W TakoW 3Ha4MMblA B KXMEPCKOW Mudonornm
obpas, kak 3mes Hu3K (Hara). B Kambopgxe cy-
LecTByeT npefaHue o NPoOMCXOXAeHUN Npaes-
Weln OuHacTMKM OT Dpaka XeHWMWHbI-3Men M
nprbbiBlIEro n3 ganekon cTpaHsl npuHua. OTey
HeBeCTbl, Lapb HWU3KOB, NOLapWA MONOAOXe-
Ham HoBOe KoposnescTso. Harm cymTaloTca Tak-
Xe noyutatenamu yueHus byaabl, ofuH U3 KUxX
Luapen cnac [pocseTneHHOro Bo Bpems HaBoA-
HeHWA, NOAHAB Ha KONblax CBOero Tena u pac-
KPbiB Haf HUM KamnoLWoHbl CBOMX ronos. Oury-
pbl ABYX rmepenneTaiolmxcs 3Men 4acto obpa-
3YI0T PYYKY MNacTuHbI.

K 6yononnckmm MOTMBEM, yKpawWwawlum
nonwunwu, OTHOCATCA AepeBo bofxu, noroc,
CTyna, 4alla co CBALLEHHbIMK TekcTamu. Ha He-
KOTOPbIX MIaCTUHAX MOXHO BUAETL OKaMMIeH-
HYIO 3aamxamn-cnupannmw ApeBOBUAHYIO
hurypy, secbma otTaaneHHo HanoOMWHaKLWYIO
XeHckylo. Takas KoMno3uunus, BEPOATHO, BO3-
HUKNa npu cnuaHum obpasos BornHn-marepu
W MUPOBOro ApeBa, ee CEMaHTMKa CBA3aHa C
nnofopogwem wu npousetaHuem,. B gekop nna-
CTVH BKMIOYalTCA GuUrypsl Heboxutenen u
Mupuyeckux cywecte. [oBONbHO 4acTo Ha
nonune NoMeLwaeTcsa NeTawnum ¢ Me4YoM B pyke
XaHyMaH, BbICTYNaloUWmMn B JaHHOM Cry4ae Kak
oXpaHuTene niogen ot 3nblx cun. O4eHb nony-
napHo n3obpaxenue BornHu 3emnn Mpax Top-
HW, OTXMUMaIoLWen CBOU AnnHHble Bonockl, Co-
rnacHo nereHge, U3 ee BOJSIOC U3NUICA NOTOK

although they can also be round
with a handle. They are cast
from copper alloy, and some-
times silvered, which is especial-
ly characteristic for works of the
19th century. On the face side of
the popil, images of a magic
symbolic character are arranged.
Among them is the image of a
snake niek (naga) which is very
significant in Khmer mythology.
In Cambodia there is a legend
about the origin of the ruling dy-
nasty, which came about from
the marriage of snake women
and a prince coming from a far-
away country. The bride’s fa-
ther, the king of the nieks, gave
the newlyweds a new kingdom.
Nagas are also considered wor-
shippers of Buddha's teaching
and their ruler saved the Enlight-
ened during a flood by raising its
body into rings holding him
above the water and covering
him with its many heads. Two
interwoven snakes often form
the handle of the plate.

The Bodhi tree, lotus, stupa
and a tray with holy texts were
all Buddhist motifs that decorat-
ed the popils. On several plates
it is possible to see a spiral bor-
dered tree-like figure vaguely
resembling a woman. It is likely
that such a composition ap-
peared as the union of the im-
ages of the goddess mother and
the World tree, whose seman-
tics are connected with fertility
and prosperity. The plate's deco-
rations include celestial and
mythical beings. Hanuman ap-
pears rather frequently on the
popils flying with a sword in his
hand. In this case he is the pro-
tector of people from evil forc-
es. A very popular image is that
of Preah Torni, the goddess of
the earth wringing out her long
hair. According to the legend, a



BOAb!, YHUUTOXUBLUIMKM apMUID LEMOHOB, Yrpo-
xaswux byape. B Kamboaxe MNpax TopHu siB-
naeTcs nepcoHvdukaumren 3emnm, K Her obpa-
WaI0TCH, MPUCTYNan K CellbCKOX03ANCTBEHHbIM
paboram, mons o xopolwem ypoxae. [ocne
poaoB KeHLWKMHbI npocaT y Hee 3aWunTel anAa
marepu n pebeHka.

B konnekumm my3es XpPaHWUTCA [OBOJIbHO
3HaYuUTeNLHOE KONWUYeCTBO COCYloB Ans betens,
KOTOpbIe TaKXKE MOXHO OTHEeCTH K Tuny obpsago-
BO-LlepeMOHWanbHOW yTeapu. Tpaguums xesa-
HWA TOHU3WpPYIOLWen BeTensHOW CMEeCK HacqK-
ThiBaeT Gonee Asyx ThicAdy net. B Kambopgxe
COHO W3 NepBbIX NMCBMEHHBIX CBEﬂ,EHHﬁ o be-
Tene naTupyeTca KoHuom 9 B. — B Haanuam
xpama Ten lMpaHam cpenu Opyrux cnyxurenen
yNOMWHAOTCA [Ba YenoBeka, CneuunankHo oTee-
YaBLKMX 3@ NpuroToeBneHune cmeck. betenno He-
nMpeMeHHo BKJloYaeTcd B LepeMoHuanbHble
nogHoweHna Boram K gyxam, 4apuUTca MOHa-
Xxam. B ceTckoM oBpsoHOCTA OH NpUCyTCTBYET
npakTM4yecku BO BCeX puTyanax (poxpeHwe,
cBaas0a, NOXOPOHLI, YX0O B MOHaCTLIPL M AP.),
ABNSAETCA HE3aMEeHUMbIM 3HaKOM TOCTENpPUNM-
CTBa, a WKaTynku ana Getens cnyxat nogapka-
MW Ha BCe CnyYaum XKW3HW, COCTaBnAalT YacTb
npuaaHoro n HacnegcTsa. Kpome toro, Habopbl
ana betens yka3biBaloT Ha COUMANbHOE N UMYy-
LIeCTBEHHOE NONOXEeHWEe MX BRagensua, BXOOAT
B 4MCN0 KoponeBckmx peranun. OHW MoryT
BbITb BeINONHEHbI U3 30710Ta, cepebpa, ykpale-
Hbl YePHBLIO, 3ManNsIo, AParoLeHHbIMU KaMHAMU.

B BetenbHbui Habop BxodAT: cocyd ANA W3-
BECTW, WKaTYyNKW ANA NUcTbes beTens v ope-
XOB apekoBOW MankMbl, pe3ak A8 OPexos,
nogHoc v nnesatenbHuua. Cpean My3enHbix
npeameros HanbonblUM UHTEPEC NpeacTasns-

flow of water gushed from her
hair, destroying an army of de-
mons that threatened Buddha.
Preah Torni is a personification
of the earth in Cambodia, who
is appealed to when beginning
agricultural work and prayers
for a good harvest are being
made. After giving birth, wom-
en ask her for protection of the
mother and child.

There are a rather large
number of vessels for betel in
the museum’s collection, which
can be attributed to the type of
ceremonial utensils. The tradi-
tion of chewing betel tonic mix-
tures goes back more than 2000
years. One of the first written
records of betel in Cambodia
dates back to the 9th century. In
the inscriptions of the Tep Pran-
am temple, two of the atten-
dants are remembered for being
specially responsible for the
preparation of tonics. Betel is al-
ways included in ceremonial
gifts to the gods, spirits and
monks. In secular ceremonies it
is present in practically all rituals
(births, weddings, funerals, en-
tering the monastery, etc.) and
serves as an indispensable sign
of hospitality. Boxes for betel
are used as presents in all events
in life and make up a part of the
dowry and inheritance. Further-
more, betel-nut sets show the
social and monetary status of
their owner and are included in
royal regalia. They can be made
from gold and silver and deco-
rated with niello, enamel and
precious stones.

The betel-nut set includes: a
container for lime, cases for be-
tel leaves and nuts of areka
palm, chopping knife for nuts, a
tray and spittoon. Figured cases
present the greatest interest
among the museum’s objects
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Hxamyanu
din Gemens.
Kantiadxca.

Cepeduna XX 6,

Meow, wexanxa,
epasupoaxa:

@) cron.

B. 22 a) elephant.

Hn. 24 H. 22

Ne 8430-IT Boxes for betel. L. 2%

b) ganmacmu- Cambodia. Ne 843011
wecKkuil Aee. Mid 20th centu- b) fantastic lion.
B. 95 . H, 9.5

A, 12,8 Copper, emboss- I, 188

Ne 7155-11 ing, engraving: Ne 7155-11
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0T UrypHble LKaTYNKKW, BbINONHEHHbIE 13 Ce-
pebpa v meau (un. 60). Vx pazMepsl sapbu-
pylOTCA OT LecTu 40 TPUALATU CAHTUMEeTPOB.
ManeHbKkre wWKaTynkv npedHasHa4veHsl Ans
cneuwi, Mega unu apoMaTu4eckoro Bocka, Ko-
TOpbIMU cMATYaloT rybsl, Bonbwme — gna nuc-
Thbes beTens, opexos, MHOrAa B HUX BKNafbl-
BaloT MMUHMaTIOpHble Kopobouku. Cocypam
npugaHa dbopma NNOLoB, PeanbHbiX XMBOTHbLIX
1 haHTacTu4eckmx cyulecTs, Hepegko obnana-
oWwKrx BnaronoxenaTtenbHon CUMBONWKON.
Tak, neTyx, Kypuua, Kponuk CsA3blBaldTCH €
NNOAOBUTOCTbIO, MPOUBETaHWEM, Napa nTuL
(yToKk, KypomaTok, nepenenok) = ¢ cynpyxec-
KOW BEPHOCTbIO, haHTacTU4eCcknin Nes — ¢ Mo-
ryLIecTBOM M BNACThIO, a C/IOH C 3arHyThiM Hag
ronoeon xoboToMm, No noBepbld, NPUHOCUT
ynady. Mpu suibope wkatynku gna nogapka Ha
ceanbBby, BaXHyO rofoBLIMHY WA AEHb POX-
OeHWA, Kak NpaBuno, y4UTbIBAIOTCA rof U 3HaK
3oauaka, Nnoj KOTOPbIM MOSBUIICH Ha CBET Mo-
ny4atens papa, NO3TOMY WKaTy/lKa AonXHa
MMeTb GOopMYy COOTBETCTBYIOLLEIO XMBOTHOTO.
MNoBepxHOCTL U3AENNIA YKpallaeTcs YekaHHbI-
MU y30pamMu, UMNTUPYIOWUMK ONEPeHBe NTuL,
WNK LWepCTL 3BEeper, NPy 3ToM OHK oba3aTens-
HO [OOMOMNHATCA YMCTO OpPHAMEHTANbHLIMU
3/1IeMEHTaMW: MONOCKaMU U3 LUBETOYHO-NIN-
CTBEHHbIX MOTMBOB BOJb CMNWHbLI, N0 KpPasMm
Kpbinbes, BOKPYr nan u 1.n. Takoe coyeTaHue
NoYTY PeanncTuyHon GOopMbl U YCITOBHO-CTH-
NIM30BaHHOro Aekopa npuaaer ocobyio Bbipa-
3UTENbHOCTb 3TUM MNPOU3BEAEHUAM.
3ameyatenbHbiMu  obpasuamu  xypoxe-
cteeHHoro metanna Kamboaxm sensiorcs pas-
Hoobpa3sHble konokona. OHK obszaTensHo npu-
CYTCTBYIOT B XpamoBOM komnnekce: BonbLion

and are made from silver and
copper (Pl. 60). Their sizes vary
from 6 to 30 centimetres. Small
boxes were intended for spices,
honey or aromatic waxes which
softened the lips, while larger
ones were for betel leaves and
nuts, and sometimes miniature
boxes were placed in them. The
vessels take the form of fruit,
animals and fantastic beings,
which often possessed benevo-
lent symbolism. The cock, hen,
and hare, for example, are con-
nected with fertility and pros-
perity. A pair of birds (ducks,
partridges or quails) are associ-
ated with matrimonial faithful-
ness; a fantastic lion with might
and power; and an elephant
holding a curled trunk above its
head is believed to bring good
luck. When choosing boxes as
presents for a wedding, impor-
tant anniversary or a birthday,
the year and the sign of the zo-
diac under which the receiver
of the gift was born are usually
taken into account. Therefore,
the box must have the form of
the corresponding animal. The
surface of the piece is decorat-
ed with embossed patterns imi-
tating bird feathers or animal
hide. Purely ornamental ele-
ments are always added: strips
of flower and leaf motifs along
the back, along the edge of the
wings and around the paws, for
example. Such a combination
of an almost realistic form and
a conventional stylised design
strengthens the special expres-
siveness of the works.

Various bells are wonderful
examples of Cambodian metal
art. They are always held in the
temple complex with a large
one hung near a sanctuary,
which is rung while celebrating
the time of worship. Small wind



KONOKON NojseLlinBaeTcs OKoNo CBATUNMLWA, B
Hero GbloT, oTmMeyas Bpema BorocnyxeHus;
HebonblMe BETPAHbIE KOMOKONbYUKU MPU-
KPennaoTca rno Kpasm Kpbil KyNbTOBLIX 343-
HUW, UX MENOOUYHBLIN 3BOH OONMXEH HanoMu-
HaTb O MoscemMecTHOM W BecnpepbiBHOM pac-
npocTpaHeHuy DyoaMmcKoro yyeHus, a Takxe,
COTNacHo MecTHoOMY nosepkio, obnagaeT cno-
COBHOCTLIO OTAYrMBATL 3MbIX AyX08. MoMUMO
3TOro, KONOKONbYUKK Hapady C Bason U pako-
BMHOW BKNIO4alOTCA B anTapHoli Habop npeg-
METOB Kak WHAYWCTCKOro, Tak u Byanunckoro
KyNsTOB. My3eiHblA XpamMOBbIW KOTOKON nmMe-
eT Ha Tynose penbedHbid pacTUTENbHbLIN OpHa-

chimes are attached along the
edge of the roof of the reli-
gious building and their melodic
sound is reminiscent of the uni-
versal and continuous spread of
Buddhist teaching. According to
local belief, these bells also
possess the ability to scare off
evil spirits. Chimes as well as
vases and shells are included in
the altar's collection of objects
as both Hindu and Buddhist re-
ligions. The museum’s temple
bell has a floral relief ornamen-
tation on its central body and at
its top there is a loop in the
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MEHT, a HasBepxy — (UrypHyio neTnio B Buae
nepekpeLLMBaloLUXCA TeN YeTbipex 3Men Hu3 -
KOB. VHTepec npeacrasnawT Takxe bybeHub,
KOTOpbIe NOABELUMBAIOT Ha YNPAXb AOMAaLLHNX
XWUBOTHbIX U MPUPYYEHHBIX CIOHOB. Dopma 13-
Lenui o4eHb TPaaAULMOHHE U He M3MEHMNACh C
nepuona CpeaHeBEKOBbLA, NOATBEPXAEHMEM
YeMy ciyxaT UX u3obpaxeHua Ha KaMeHHbIX
penbedax AHrkopa. Kak npasuno, Hebonblue
waposumaHble ByBeHLbl UMEIOT WKPOKYIO Wenb
BHU3Y W yKpalweHbl pensedHbiMn oboakamu
"nneteHKn” 1 CTUIN30BaHHbIMW NENEeCcTKamy 13
CABOEHHbIX cnupanei. bonee cnoxHon op-
MO W pa3paboTaHHbIM 0EKOPOM OTNUYEIoTCA
Kofokona ana choHoB. Bo Bpems TopXecTBeH-
HbIX BbIE3[0B 3TV CUNbHblE U ocobo no4yuTae-
Mmble B Kamboaxe xuvBoTHele Borato ykpatia-
NUCb, @ H3 KOPONEBCKOro CNOHa flaxe Hagesa-
AW 30N0TOW ronoBHow ybop u dyTnapel Ha
busHU. ByBGeHUbl BelWannMcb emy Ha LWew wu
CBA3KAMW Ha WHYypax 3a ywamu. B mysee xpa-
HUTCA MpeKpacHbli CMIOHOBMIA  KONOKOI
AHrkopckoro nepuoaa (12-13 ee.) (un. 61). Ox
OTNUT W3 TEMHO-KOPUYHEBOW BPOH3LI 1 UMeeT
INANNCOBUAHYIO, Crnerka paclmpsiouyocs
KHU3Yy hOpMY, @ ero HUXHAA HacTb COCTOUT M3
YyeTblpex oTAenbHbIX QUrypHbIX CerMeHToB-ne-
MecTkos, Ha ABYX W3 KOTOPbIX MoMelleHa
Macka pemoHa Puaxy, o4eHb MonynapHbiA B
Kambomxe pexopaTusHbii MoTuB. C 3TUM
MAPUYECKMM CYyLeCTBOM CBA3bLIBAIOTCA COM-
HEeYHbIe 1 NyHHble 3aTMeHKMA, Puaxy, no nerex-
fe, asnaetca HenobumbiM, n3-3a belobpasHon
BHelHocTn, Bpatom ConHua u JlyHel. OH
BCEraa crnefyer 3a HUMU 1 NpY BCTPeYe NbiTa-
eTCA KPEnko obHATL, Te Xe NoCToAHHO OTBOopa-
YMBAIOTCH W BbIPbIBAKOTCH U3 ero obbATUA.

form of the intertwined bodies
of four snakes nieks. Small bells
are also of interest and are at-
tached to the harness of domes-
ticated animals and elephants.
The form of the pieces is very
traditional and has not changed
since the Middle Ages, which is
confirmed by images on the
stone reliefs of Angkor. Small
spherical bells usually have a
wide slit at the bottom and are
decorated with thin “cord”
bands and stylised petals in dou-
ble spirals. The elephant bells are
different as their form is more
complex and their design more
elaborate. During ceremonial
processions, these strong and
particularly revered animals of
the Cambodians were richly dec-
orated and the royal elephant
was even dressed in a gold
head-dress and a covering on
the tusks. Small bells were hung
around its neck and copulas on
cords behind the ears. The mu-
seum is in possession of a won-
derful elephant bell from the
Angkor period (12th to 13th
centuries) (Pl. 61). It is cast
from dark brown bronze and
has an ellipsoidal, slightly
downwardly enlarged form and
its lower part consists of four
separate petal-like segments.
On two of them are placed the
mask of the demon Riehu,
which is a very popular Cambo-
dian decorative motif. This
mythical being is connected with
the eclipses of the sun and the
moon. According to the legend,
Riehu is the unloved brother of
the Sun and the Moon because
of his ugly appearance. He for-
ever follows them around and
upon meeting them, tries to hug
them tightly. However, they
constantly shrug him off and
escape his embrace.
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Bell for elephant.

Cambodia.
12th -13th
centuries,
Metal, casting.
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[eMoHuYecku Nk Praxy ¢ BbiNy4eHHbIMA
rnasamu, WUPOKMM HOCOM W OCKaneHHoW nac-
ThbIO BKJIOYEH B AEKOp MY3eiHOW NakoBOW Yalum
KoHUa 19 - Hayana 20 B., npasna, ropaspo bo-
nee CTUNU3OBaHHbLIM, YeM Ha konokone (un. 62).
Ero He cpasy 3ameTullb Ha HYXKHEW HacTh HOXKN
cpegu pactuTenbHbiX 3aBUTKOB. OpHaMeHT m3
noaoBHbIX NOOEros-3asUTKOB MOKPLIBAET U Ty-
NOBO Yaln, HanoMuHawoLer no Gopme pacnyc-
TUBLUWMICS LBETOK NoTtoca, Takue Yaluv npeaHas-
Ha4YanuMce ANd LepemMoHManbHbiX NoAHOWEeHNA
BO BPEMS PEIUIMO3HBLIX NPa3fHMUKOB U CBETCKUX
obpsanos. Mpwn vx co3gaHny MCNONbL3OBANCA COK
NakoBoro Aepesa, HaHOCMBLUMWCA [OBOMNBHO
TONCTBIM C/TOEM Ha AEPEeBAHHYIO UMW MNETeHYIO
OCHOBY. HekoTopble U3genus nokpsIBanucs pe-
NsedHbIMK Y30paMu U3 rycTol NakoBoW Macchl
n 30no0TUAMCE, Apyrve, nogobHo My3erHowm
yale, ykpawanuck WHKpycTauuen nepnamyt-
pom. Mepenusaolmecs, po3osblie C 3efeHoBa-
ThiM OT/INBOM y30pPbl HEODbIKHOBEHHO 3hheKkTHO
CMOTPATCH Ha YePHOM NakoBOM (hoHe.

OAHUM 13 UHTEPeCHbLIX BUAOB TPaAWLMOH-
HOro AeKOPaTUBHO-MNPUKNAAHOrO UCKYCCTBA AB-
NAETCA XYOOXKECTBEHHbIA TEKCTUNL. XnonyaToby-
MaXHble TKaHW Ha4vanu W3roTaenMeaTb euwe B
APeBHOCTU, a WeNnKoTKa4ecTso MOABUNOCL B
AHrkopckuit nepuop,. OcoberHo BonbLnX BbICOT
KXMEepCKUe Macrepuubl QOCTUIIM B CO3QaHUK
WEeNKOBLIX TKaHen 8 TexHuke Xoynb (1KaT), Ko-
TOpble BNOTh [0 HeOaBHero BpemMeHun WnpoKo
IKCMOPTUPOBANNCL B COCeAHMe CTpaHbl. Kxme-
Pbl W CErOfHA NPEANOYNTAIOT HOCUTL MO TOPXXE-
CTBEHHbIM OHAM OAEXAY W3 COTKAHHOIro BpyM-
HYIO LeNnKa C pacnnbiB4aTbiMK, CTONbL Xapakrep-
HbIMW ON5S MKaTOB y3opamMu. Takmm Xe Cnoco-
BoM BLINMOMHAIOTCA XPamoOBble 3aBecsl NupaH

Riehu's demonic appear-
ance with goggle eyes, wide
nose and jeering jaw is evident
in the decoration of the muse-
um’s lacquered bowl from the
late 19th to early 20th century
and it is admittedly far more
stylised than on the bell (Pl. 62).
However, he is not immediately
clear on the lower part of the
stemn among the floral curls. An
ornament from similar sprouts
and curls covers the body of the
bowl that is reminiscent of the
form of a blossoming lotus
flower. Such bowls were in-
tended for ceremonial gifts
during religious celebrations
and secular ceremonies. During
their production sap from lac-
quer tree was used to place a
thick coating on the wooden or
wicker base. Sometimes pieces
were covered with relief pat-
terns from a thick lacquer mass
and gilded, whereas others sim-
ilar to the museum's bow! were
decorated with inlaid mother-
of-pearl. Iridescent rose-col-
ored patterns with greenish
tints look unusually effective on
the black lacquered back-
ground.

Artistic textile is one of the
interesting types of traditional
decorative applied arts. Cotton
fabrics began to be used in the
antiquities and silk weaving ap-
peared in the Angkor period.
Khmer weavers reached partic-
ularly great heights in the cre-
ation of silk fabrics in the tech-
nigue of hol (ikat), which until
very recently were widely ex-
ported to neighbouring coun-
tries. Khmer people even today
prefer to wear clothes from
hand-woven silk on festive days
with diffuse patterns charac-
teristic of the ikat. This is how
temple hangings pidan (literally
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Bowl for gifts.
Cambodia.

Late 19th - early
20th century.
Bamboo, lacquer,
wicker, inlaid
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H. 17

D. 24.5

Ne 900411

62

Hexycemao
KAMBODXN

131




The art of

CAMBODIA
132

f.r,1

Tians nuda. Hanging pidan.
Kambodnca. Cambodia.
1980-¢ 2z 1980s.
Hleaw, uiam. Silk, ikat.
o4 x 155 94 x 155
N 7537-IT Ne 7337-IT

63

(6yksansHo “notonok”) (un. 63), koTopsie No
npasaHiKaM BbiBelMBAIOTCH BbICOKO MOA NOTON-
KOM Ha anTapHoW cTeHe xpama. Mx gekop 1300-
pasuTeNbHOro Xapaktepa NOCBALEH rNaBHbIM
obpazom penurnosHow Tematuke. Ha ogHOU 13
3aBEC B KONMEKUMN My3en B LLeHTpe 3anevarne-
HO, NO-BUAKMMOMY, MPOCTPaHCTBO Bypaninckoro
MOHACTbIPA C ABYMSA XPaMOBbIMU NOCTPOMKAMU
M cKynbnTypamu Byan, BeiHECEHHBIMK BO BPEMSA
npasfHvka BO ABOP ANA COBEplIeHns puTyana
OCBALLEHWUS WM OMOBEHWA CTaTyr. BBEpXy BbIT-
KaHbl BCAQHUKM Ha Benbix KOHAX 1 NOBTOPSAIOLLA -
aca Hagnuce "Kamnyyea” (camoHassaHue cTpa-
Hbl). B HUXHeR YacTv nugan — dpus c nsobpa-
KEeHUeMm YeTbipex C/IOHOB, AepXallmx B NoaH:A-
Thix X0B0Tax onaxana, HenpemeHHbln aTpubyT
XPaMOBbiX UepeMOHMW. TUNWUYHbIA ANA 3asec
APKUI KOSIOPUT € KPacHO-XenTbiMi 1 DenbiMm
durypamm Ha Bopaoeo-puroneTosom hoHe ycu-
NUBaeT MX [JeKopaTUBHLIN XapakTep, co3faet
npasaHWYHOe 1 PafoCTHOe HaCTPoeHWMe.

“ceiling”) were made (Pl. 63).
On celebrations they are hung
high on the altar wall of the
temple just below the ceiling.
Their design is of a narrative
character and is devoted mainly
to religious themes. The centre
of one of the screens in the mu-
seum’s collection is evidently
adorned with an area of a Bud-
dhist monastery with two tem-
ple structures and sculptures of
Buddha. During celebrations
they are taken to a courtyard for
rituals of consecration or |ustra-
tion of a statue. At the top of
the weaving there are riders on
white horses and the repeated
inscription “Kampuchea” (the
country’s name). In the lower
part of the pidan there is a
frieze of four elephants holding
large fans in their raised trunks,
which is a necessary attribute
for temple ceremonies. Bright
colouring is typical for the
screens, with red, yellow and
white figures on a claret-violet
background that strengthen the
decorative character and happy
festive mood.
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...B mpemuii 200 sasepurau cmpoumeasemeo Bama Ilxa Kso.
Tocydapuns Hane Koo Jomga cnusna ¢ cebn [icpynnvi] usymupyo

u nomecmusa na apyds [useasrnuio] Beauxozo byddu. 3amem cosep-
wuna nodnowenue Them Jpazouennocmanm na pucogvix noisx.

W3 naoccikon XpoHuku 15 B.

... The construction of Wat Phou Keo was completed in the third year.
The queen Nang Keo Lotfa took a [large] emerald from hersei/

and

placed it on the chest of the Great Buddha [statue|. Then she gave
the gift to the Three Jewels in the rice paddies.

From Laos chronicles, 15th century

1

C Byanusnmom Tam-
NAnCCKMe NnemeHa
Ha4anu 3HaKoOMITh-
A ELe B Nepuon
WX MUrpaLim 13
IOxHoro Kiutas 8
nonuHy Mekoura,
npoXoavBLIER OCO-
BHHO BKTUBHO BO
8TOPON NONOBUHE

| ThIC. H.3.

B ioxXHbIX 0bnacTax
CTPaHbl, HaXOOUE-
WMXCA NOA BNACThIO
KXMBPCKMY KOPO-
7ielt, ragHoe Mecto
B PENMUIMO3IHON
X3HW A0 14 B.
JaHMMaN MHAYN3M,
a CaMb(M BENKHYe-
CTBEHHBIM CBATNIA-
wiem Boin “MoHac-
Tlps Ha rope” —
Bat Mxy (5-13 8B.),

Thai and Lao tribes
became acquainted
with Buddhism dur-
ing the period of
their migration
from southern Chi-
na to the Mekong
valley, especially
active in the second
half of the 1st mil-
lennium AD. The
principle refigion
until the 14th cen-
tury was Hinduism
in the southern re-
gions of the coun-
try under the con-
trol of the Khmer
kings and the
grandest sanctuary
was the "Monastery
on the Hill" — Wat
Phou (5th to 13th
centuries).

B ogHOM 13 Muduyeckmnx ckasaHnWi NoBecCTBYy-
etca 0 boxecTBeHHOM MepBONpPeaKe naocLes
KxyH Bonome, KoTopbi cnycTvnca ¢ Hebec Ha
3eMNI0 M Hay4Yun niogen Bcemy, B TOM HMcse u
PasnUYHbLIM WCKYCCTBAM — MYy3biKe, BAfHUIO,
apxuTekTtype v pemecnam. Ero ctapiumi cbiH
KxyH Jlo cTan nepBbiM npasuTenemM Hapopa
Nnao, 3acenvBLUero nioaopoaHble fnonuksl Me-
KOHTa ¥ ero NpuTOKOB.

B kynbType apesHero Jlaoca cambIM 3ara-
JO4HBIM ABNEHUEM CHUTAIOTCA PacnonoXeHHsle
Ha CeBepo-BOCTOKE MEerannuTuyveckne namaTHN-
ku Oonuubl KyBwmnHos. PasbpocakHele B gonm-
HE OrPOMHbIE KaMEHHbIe COCYAbl, MO MECTHOW
nereHage, UCNONb30BaNUCL Kak KYBLIMHbLI ONA
BMHA XMBLIWMW 30eCh NioAbMU-TUraHTamm. Ho,
Kak nonaraiT apxeonory, OH1 CRyXunm norpe-
BanbHbIMK ypHaMu K Bbinn co3gaHsbl B 3MOXy
no3faHeoHrLoHCKoW BpoH3bl (Nepean Nonoen-
Ha | Tbic. H.2.). UnBunuzauwa JonnHel Kysiluwm-
HOB NPUHaANEXMT K TaKk Ha3biBaemow npoTona-
OCCKOW KYNbType, OXBaTbiBalOWEN 3Ha4YMTENb-
HbIA OTPE30K BpeMeHu OT ApeBHOCTY Ao obpa-
30BaHMA Nepeoro cobcTBEHHO Naocckoro rocy-
papctea NaHcanr — "Crpatbl Munnuoda cno-
Hos"” (1353 — Ha4ano 18 B.). C yTBepXaeHnem B
3To xe spemsa byaauama Txepaeaasl’ B cTpaHe
Ha4ymHaeTcs MHTEHCMBHOR CTPOWUTENLCTBO MOHa-
CTbIPCKWUX KOMMNekcos — BaToB. LleHTpanbHoe
MeCTO B HUX 3aHUMaIOT Xpambl Ba3mnnmkanbHo-
ro Tuna. He crons rpaHAuo3HbIe, Kak Xpambl
MaraHa n Kambyaxanewu, oHW YOANBUTENBHO
rapMOHWYHBI N0 CBOWM O4epTaHuam 1 Boratbl
OekopaTvBHbiM yBpaHcTBOM. Knaccu4eckum
obpa3lom ceATUNMWE ABNAETCA CUAHITXOHT B
JNyaurnxabanre (1561) € XMBOMUCHOW CUCTEMON
MHOIOAPYCHBIX KPbIlW, COCTaBAAOLWNX OAHY U3

The history of the first divine
Lao ancestor Khoun Bolom is
recounted in one of many
mythical tales. It is told that he
came down from heaven to
earth and taught people every-
thing including different art
forms — music, sculpture, archi-
tecture and handicrafts. His
oldest son Khoun Lo became
the first ruler of the Lao people,
who inhabited the fertile valleys
of Mekong and its tributaries.
The most mysterious phe-
nomenon in ancient Laos cul-
ture is considered to be the
megalithic monuments of the
Valley of Jugs located in the
north-east. According to leg-
end, the huge stone vessels
scattered in the valley were
used as jugs for wine by giant
people living there. However, ar-
chaeologists suppose that they
served as funeral urns and were
created in the late Dong Son
bronze age (1st half of the 1st
millennium AD). The civilisation
of the Valley of Jugs belongs
to the so-called pre-Lao cul-
ture, which occupies a signifi-
cant portion of time from the
antiquities until the formation
of the first Lao state Lan Xang
- “The land of a million ele-
phants” (1353 to the early 18th
century). With the establish-
ment of Theravada Buddhism'
in the country, intensive con-
struction of monastery com-
plexes wat began. Temples of a
basilican type always took the
central place in these complex-
es. Although not as grand as
the Bagan and Kambujadesha
temples, they are wonderfully
harmonious in their contours
and rich with decoration. Xieng
Thong in Louang Phabang
(1561) has the classical form of
a sanctuary with its decorative



CcBOEODpa3HbIX 4epT Naocckoro KynsTOBOro
3of4ecTea. [pyras BaxXHas nocTponka Bata —
CTyna, Ha3biBaeman B Jlaoce TXaT, YacTo umeeT
B BEPXHEW YacTK cneundryecknin anemeHT By-
Toineobpasson dopmel — “ByToH BaHaHa”.
MMeHHO Tak yBeHYaHa kpynHeMwas 45-meTpo-
Bana crtyna Jlaoca Txat JlyaHr 80 BbeHTbAHe
(1566), zaknovawwan B cebe ocobo noymrae-
MYI0 PENUKBUIO — KOCTb byaabl.

Kak Bo Bcex ctpaHax lOro-Bocro4Hon Asvn,
Bbynamsm B Jlaoce Bnucan B CBO CUCTEMY U
OPEBHUW KYNbLT AYXOB NXWU, U NAaHTEOH WMHAYMW-
ctckmx boxecrs, Obpa3sbi BorosB HaxoAWNM BOM-
nouieHne B MUMONOrMYecKUX U NO3TUHECKUX
TEKCTax, B CKY/IbNTYPHOM U XXMBOMUCHOM O€eKO0-
pe xpamos. Vx niobpaxeHma Hapenanncs Ka-
HOHMYECKUMW aTpubyTamm: Bnaabika 33 Hebec
MHapa — Me4oM, Tpexnukmia bpaxma — noroca-
MK, BUWLHY — PAKOBUHOW U Marm4eckum opy-
XMEM YaKpoW — OUCKOM C OCTpPbIMU Kpasmu. B
MY3erHOM KONNeKLMW HaxoanTca MeTannuyec-
Kas ckynbntypa nHayucrckoro boxecrsa lMNaHe-
ww 16—17 BB. (?), nponrcxoanllas, BEPOATHO, 13
lOxHoro Jlaoca (un. 64). B cOOTBETCTBUM C
vkoHorpadgpuen, npuieawen s lOro-BocToYHyo

Hexyeemeo

NAOCA

=]
lanewa. Ganesha. Laos.
Aaoc. 16th -17th
XVI-XVII @a. (2) centuries. (?).
Memaan, aunmbe, Metal, casting.
B. 13,2 . 13.2
No 900711 Ne 9007.11
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system of multi-tiered roofs
being one of the distinctive
characteristics of Lao religious
architecture. Another impor-
tant structure of the wat is the
stupa, which is called that in
Laos. It often has a specific el-
ement of a bottle-like form in
the upper section — "banana
bud”. This is exactly how the
45-metre stupa of That Louang
(1566) in the capital of Laos,
Vientiane, is crowned, which
has an especially revered relic in
it — a bone of Buddha.

As in all countries of South-
East Asia, Buddhism in Laos in-
cluded the ancient cult of spir-
its phi and the pantheon of
Hindu deities. Images of gods
found incarnation in mythical
and poetic texts and in the
sculptures and pictorial décor
of the temples. Gods were en-
dowed with canonised at-
tributes: Indra the master of 33
heavens — with a sword, the 3-
faced Brahma — lotus, Vishnu —
conch shell and magical weap-
on cakra — a disc with sharp
edges. Metal sculpture of the
Hindu deity Ganesha of the
16th — 17th century (?) are held
in the museum’s collection and
probably came from southern
Laos (Pl. 64). In accordance
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A3nio 13 MHAMKU, OH NOKa3aH MHOIOPYKUM, C
TY4HBIM TESIOM W TONOBOW cnoHa. Mo oAHOU M3
nerexn, Marvewa poanncsa obbibHbIM pebeHkom,
HO OOHax[Obl CTpalWHo paccepaun otua, Hora
LBy, U TOT B rHeBe oTOpBan emy rofosy, Ho
3aTem no)kanen o CBOeM NOoCTyrnKe ¥ NpucTasun
CbiHY rONOBY CNOHEeHKa. aHewy noYuTaloT Kak
NOKPOBUTENA TOProBLIEB, NyTEWECTBEHHNKOB,

Buddha lila and
Lydda auna Buddha kho
u Eyaaa .rcxasﬁoﬂ. phon. Laos,
Haoe, nposunyun | Louang Pha-
Jhyanenxatana. bang province.
XIX . 19th century.
Aepeao, rax, pesv- | Wood, lacquer,
fa, nozoroma: carving, gilding:
a) B. 27 a) H. 27
Ne 772011 Ne 772011
b) B. 25,4 b) H. 25.4
Ne 771911 No 771911
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b

with the iconography coming
to South-East Asia from India,
he is shown as multi-handed,
with a fat body and the head
of an elephant. One legend has
it that Ganesha was born a
normal child. However, one day
he angered his father, the god
Shiva, and in fury he cut off
the child's head. But later he
regretted this act and replaced
his son’s head with that of an
elephant. Ganesha is wor-
shipped as the patron of mer-
chants and travellers, but prin-



HO rnasHbiM obpasom — kak Bora mygpoctw,
nbo cyMTaeTcs, YTC OH 3anucan co CIos Myape-
La BbAackl snuyeckyo nosmy “"Maxabxapata”,
ncnonb3ys ceor BUBEHL BMECTO Nanoyku ans
nucoma. MosToMy B 4MCNo aTpmbyTOB, KOTOPbLIE
OH AepPXWT B pykax, MOMUMO Yakpbl, yOuHKM,
KHAMW, BXOOUT W BuBeHb. OgeT [aHewa Kak
OAVH 13 DOXECTBEHHbIX NOBENUTENen — B y30p-
Yatylo bKy, NoaNOACaHHYIO ApParoueHHbIM Mo-
AICOM, Ha rofIoBe y Hero KoHu4eckas auagema,
Ha pykax = BpacneTol.

OpHako NpeuMyLecTBeHHoe pa3BuTve B
Kpyrnow nnactuke Jlaoca nonyyaet obpas bya-
Obl. B anTapHoOM XxpaMoBOW KOMMNO3MUMIA LEHT-
pansHoe NoNoXeHwe BCeraa 3aHMMaeT MOHY-
MeHTanbHa#s crTatya byaabl, OKpPY>XeHHas MHO-
XKeCTBOM MeHbWWX ckynbnTyp Oymm, — Bedb
anTapb MbICNUTCA Kak WAeanbHbIN KOCMOC, BEP-
XHUA MKp, rae obuTtawT oaHKM nuwbe byanbl.
[To3TOMYy BCE CKYNBNTYPLI BLINOAHAOTCH MO XO-
POLIO M3BECTHOMY KaHOHY, GUKCUpyoLlemy
“npu3sHakM coseplueHcTea” Benukoro yenoseka.
BmecTe ¢ TeM naocckue mactepa BHOCAT CBOM,
Ka3aNnocb, He3HaYUTeNbHbIe, HO XapakTepHble
HIoaHChl B DyAOMUCKYIO MKOHOrpaduMio: rnasa
Byan cnerka BbINYKbie, HOC KOPOTKMW, C
WHMPOKUMWN KPbINbAMK, YroNkM TOHKMX ryb
NpUNOLHATEI B “apxauveckon” ynkibke, Ho
rNagHoe — Ha ywHuwe nnameHeer kxet, du-
HWan B BMae A3biKa NnamMeHu, Kak CUMBON Ma-
rMYECKOW 3HEepruuK, HanonHswowen teno Mpo-
CBETNEeHHoro'.

Bce 3T ocobeHHOCTU NPUCYLLM ABYM MYy3eit-
HbIM CKynbnTypam 18—19 B8., nponcxodallimm 13
newepHoro xpama lMak-Y 8 nposuHUMN JlyaHrn-
xabaHr (un. 65). OgHa u3 HKUX n3obpaxaer cTo-
suwero bypaoy KxogoH (Bbi3biBaloWMA OOXAbL).

cipally the god of wisdom, as it
is considered that he wrote
from the words of the sage
man Vyasa epic poem “Mahab-
harata” using his tusk instead
of a stick to write the letters.
Therefore, the attributes that
he holds in his hands include a
baton, a book, a cakra, a lotos
flower as well as a tusk. Gane-
sha is dressed as one of the di-
vine masters with a patterned
skirt with a precious belt
around his waist, a conical dia-
dem on his head and bracelets
on his arms.

However, the principle de-
velopment in the art of sculp-
ture in Laos is the image of
Buddha. A monumental statue
of Buddha is always located in
the centre of a temple altar
composition surrounded by nu-
merous smaller sculptures of
Buddha. The altar is thought of
as the ideal cosmos — the high-
er world where only the Bud-
dhas reside. Therefore, all
sculptures are created accord-
ing to the well-known canon
which reflects the “signs of
perfection” of the Great Man.
At the same time, Laos masters
brought there own seemingly
insignificant but nonetheless
characteristic details to Bud-
dhist iconography: the eyes of
Buddha slightly bulging, a
short nose with wide wings,
the corners of his thin lips
slightly raised in an "archaic”
smile, but most importantly,
the khet blazing on the ush-
nisha, finial in the form of
flames that symbolise magical
energy of the body of the En-
lightened?!.

All these specific features
are inherent in the museum’s
two sculptures from the 18th
and 19th centuries that come

Heryeemao
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"MnameHeiowas”
YWHWLWA NOABKM-
nach 8 Jlaoce nog
BWAHWEM CKYNbN-
Typbl Tamnavpa u
CTaNa Camoin oTiv -
HUTENLHOM YepTON
Tan-NAaoccKon nna-
CTHMKK.

The “flaming”
ushnisha appeared
in Lacs under the
influence of Thai
sculpture and
became the most
distinctive
characteristic

of Thai and Lao
sculptures.
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MoHaweckas
OAEX A COCTOUT U3
TPEX HaCTen: HUXK-
Helt 1obKku, nnawa -
BonbLworo nonoT-
HIWLA, Apanvpye-
MOrQ Ha Tene, u
BEPXHERA HaKMOKK.
B ckynenTypax xo-
POLIO BIAHL! AB3
cnocoba HoweHna
Ofex sl C OTKpPbI-
ThIM MPaBLIM N1e-
YOM, KOFAa Hakwa-
Ka CBOPa4MBAETCA B
YIKUW Wwapd u ne-
pebpackiBasTcs Ye-
3 NIeBoe NNeY,
3AKPLITHIM™ CNOCO-
om, korfa oba
NneYa NPUKPLITE!
NNawoM u palsep-
HYTOW HaKUOKoW.

The monastic
clothes consist of
three parts: an
under skirt and
robe draped aver
the body and a top
shawl. In
sculptures, two
ways of wearing
garments are
clearly visible: with
an open right
shoulder when the
shawl is turned into
a narrow scarf and
is thrown aver the
left shoulder, and
the “dlosed” wa
when bot
shoulders are
covered with the
robe and the shawl
opened out.

Ero nnasHoO M30THYTbIE PyKW ONyuUieHsl BAOMb
Tena 1 NoYTW KacaloTca U3FLIHO NPUNOAHATEIX
yronkoe nnawa'. B 3tom obpase Hawsmo
BblpaxeHne HapoaHoe NpeacTaBsneHune o Bcese-
OeHun 1 BceMoryllecrse Benukoro Mmyapeua,
CnocoBHOro Bbi3blBaTk XMBUTENbHYIO HebecHylo
Bnary, no3toMy nepeg Ha4anom ce3oHa poxaen
CTaTym 3TOTO TUMa Nonk3yloTcs ocobbiM rnoYyuTa-
Hvem. [pyras ckynbnTypa npeacrasnaer byany
nvna (1aywnia) ¢ 4yTb BbIABUHYTOM HOTOW, OMy-
WEeHHOM NeBoM PYKOW W MOAHATOM NpaBow,
KWMCTb KOTOPOM HEe CoxpaHunach, HO, BEPOATHO,
nansuUbl ee Bbinu cNoxeHsl B Xecte BUTapKa —
noy4eHue. ITOT MKoHorpaduyecknn obpasey
BO3HMK Kak cBoeobpa3Has WHTeprnpeTaums of-
HOrO 13 BaXHeWL X cobbITWiA B XWU3HM Byanbl —
cnycka ¢ Hebec TaeaTvMca nocne npornoseu
LOKTPUHLI cBoeR maTepy Mawe, Boram n Hebo-
xutensm. Bmecre ¢ Tem obpas mayLero Yyure-
ns vmeet 1 Bonee wupokoe CUMBOAUYECKOE
TonkoeaHKe — 310 nobegHoe wecrsue Byaann-
CKOro y4eHWs Nno mupy.

CkynbnNTypsl COeNaHbl B TexHUKe pesbbbl
no fepeBy C 30/04eHMEM, WKUPOKO NMpumMe-
HABLUEACA B XpamMoOBOM cTpouTenbcree. [lo
kKoHua 19 8. NO4TK BCE MOHACTLIPCKWE COOpY-
XeHua Obinv [epesBAHHbIMW. [IBepHble W
OKOHHbIE MPOEMbl, MAOCKOCTA TPeYroNbHbIX
hPOHTOHOB XpamoBoro csatTunuwa borato
yKpawannce penbedHbiMn naHHo. KoHconwu
KONIOHHbIX NOPTUKOB M NEpuna NecTHUYHbIX
Mapuwen Bblpe3anuce B BUOE CKa304HbIX
3Melr HaKOB, @ Ha KOHbKe KpPbllWW YCTaHABMN-
Banacb AEKOpaTMBHaA NUpaMmmpanbHas KoMm-
nosvuus U3 ManeHbKUx TXaToB, 06pa3Ho Ha-
3blBaeMan “byker HeBecHbix LUBeTOB". Pe3b-
Bon nokpbliBanu cneunansHbld xenob ans

from the caved temple of Pak-
U in the Louang Phabang prov-
ince (Pl. 65). One of them de-
picts a standing Buddha kho
phon (summoning rain). His
slightly curved arms are hang-
ing down the side of his body
and almost touching the grace-
fully raised corners of his
robe'. This is a popular repre-
sentation of the omniscience
and omnipotence of the Great
Man, who was able to summon
the life-giving celestial water.
Therefore, before the begin-
ning of the rainy season, stat-
ues of this nature are used
with particular reverence. The
other sculpture presents Bud-
dha lila (walking) with a
slightly extended leg, his left
arm lowered and right arm
raised. The right hand no long-
er remains and was most likely
composed in the gesture vitar-
ka - preaching. This icono-
graphic form appeared as an
original interpretation of one
of the most important events
in Buddha's life — the descent
from the Tavatimsa Heavens
after the sermon to his mother
Maya, to the gods and celestial
beings. At the same time the
image of the walking Teacher
has a wider symbolic interpre-
tation as the victorious spread
throughout the World of the
Buddha's teaching.

Sculptures are made from
carved wood with gilt. This
technique is widely used in
temple constructions and al-
most all of monastery buildings
were wooden until the end of
the 19th century. Framed win-
dows, doors and surfaces of
triangular pediments of the
temple sanctuary were richly
decorated with relief panels.
Consoles of columned porti-



puTyanbHblx oMoBeHU, Bonblune nogcsey-
HUKW, YyCTaHasnusaemble nepen antapem,
CTONWKK And MOAHOLIEHWKN, CNUHKK MOHa-
weckux kpecen. [ina gekopa KynbTOBbIX MoO-
CTPOEK ¥ NpeaMEeTOB MoMMUMO pe3bLbbl no ge-
peBy NPUMEHANN NenHuHy 13 ocoboi WTyKa-
TYPKWM — CMecu necka, opraHM4ecKkoro Kries v
ralieHon U3BEeCTW, KOTOPYIO TakXe NokpbiBa-
N NakoM K CycanbHbIM 30N0TOM.
CraHoBsneHve TpagMuMOHHOM XMBOMUCK OT-
HOCKUTCA K Nepuoay pacuseTa XyL0XKeCTBEHHON
KynbTypbl Jlancanra (15—17 B8.). bnaropaps yc-
TOWM4MBOCTY KAHOHOB CPEHEBEKOBOroO Penmri-
O3HOrO MCKYCCTBA OCHOBHbLIE 3CTeTUYeckue
MPUHLMNBI, CTUAUCTUYECKME 0CODeHHOCTU W
BUObI XMBOMUCK OCTAIOTCA NPaKTUHECKU HEM3-
MEeHHbIMKM [0 Hadana 20 B. 3TO OTHOCUTCA WU K
HACTEeHHbIM POCMUCAM, U K MOHYMEHTaNbHbIM
NakoBbIM KOMMO3ULMAM, U K KAPTUHAM Ha TKa-
HW. XpaHalnecs B My3ee NATb KUBOMUCHbIX
MonoTeH nepsor NONOBWHLI 19 B. ABNRIOTCA
npekpacHsiMy obpaslamu No3aHecpeiHeBeKo-
BOT0O UCKYcCTBa. OHW BXOAWNN B CEPUIO NMAHHO,
BbINOJIHEHHYIO Ha CIOXeT mKaTaku? o lxaseTe
(nanun — “BeccanTapa”), nocealleHHON npea-
nocnegHemy sonnouwleHWo bypnbl. KapTuHsl,
coenaHHble B BUAE ropu3oHTaNnbHbIX CBUTKOB,
pasBelVBanucs B CTPOTrON CIOXETHOM Nocneno-
BaTeNbHOCTU NO CTeHaM Byaawiickero cBATUNN-
wa. OHM He BbinKn NOCTOAHHLIM yKpalleHuem
xpama, a MCcnonb3oBanuck B Nepsylo oYepens
BO BpemMd penurnosHoro npasgsuka byH
[1xaBeT, OTMEYaeMOoro exerofHo B KOHLe
anpens uUnu Ha4vane man. [pasgHuWK BKNIOYaeT B
cebn obAzaTeNLHYIO peLMTaLuIo TeKCTOB AXaTa-
ku o [xasete. B oblWIMPHOM NoBeCTBOBAHUK
nogpobHo pacckasbiBaeTca o Xw3HuM Gogxm-

coes and the banisters of stair-
cases were carved in the form
of fantastic snakes nak, and a
decorative pyramid composi-
tion from small thats was
placed on the roof cover and
was figuratively called "the
bouquet of celestial flowers".
Wood carvings also included
other objects such as special
troughs for ritual ablutions,
large candle holders that were
placed in front of the altar,
small tables for gifts, and the
back of monastic chairs. Be-
sides carving, in order to deco-
rate religious buildings and ob-
jects, a stucco from special
plaster was used, made of
sand, organic glue and slaked
lime, which was also covered
with lacquer or gilt.

The formation of tradition-
al painting is related to the pe-
riod of a boom in Lan Xang ar-
tistic culture (15th to 17th cen-
turies). Due to the stability of
canons of medieval religious
art, the main aesthetic princi-
ples, stylistic features and
types of painting remained
practically unchanged until the
beginning of the 20th century.
This relates to wall murals,
monumental lacquered compo-
sitions and pictures on cloth.
The five pictorial canvasses
from the first half of the 19th
century held in the museum are
wonderful examples of medi-
eval art. They were included in
a series of panels which were
made about the jataka’s? sto-
ry of Pha Vet (Pali — “Vessant-
ara”) devoted to the second to
last incarnation of Buddha. The
pictures were made in the form
of horizontal scrolls and were
hung in strict narrative se-
quence on the walls of the
Buddhist sanctuary. They were

Hexyecmao
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Mxataka - ucro-
pva 06 ogHoM M3
NPEALIAYLLAX XW3-
HeW byaasl, B ko-
TODLIX OH BONAO-
Wanca B Cambix
paznuiHbix 0bpa-
3ax. B MHpokuTae
B KaHOHWYECKMIA
CBOJ, CBALLEHHbIX
TEKCTOR BXOORT
550 pwarak.

Jataka is the story
of one of the
revious lives of
uddha in which he
was incarnated in
the most varied
forms. There are
550 jatakas in the
canonised
collection of holy
texts in Indo-China.
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caTTBbl B 0DNUKe BenNWKOLYWHOrc npuHUa
MxaseTta. Legpocts n GeckopbicTue npuHUa
PacKpPLIBAIOTCA B CLUEHaX AapeHus 4yfoecHoro
Henoro cnoxa nocnaHuam 13 CoCcefiHer CTpaHsbl,
nowanen nU KoNnecHuusl BO BPeMf M3rHaHWs
MxaBeTa C ceMben 13 pogHoOro ropofa, oTaaqu
cBOMX [eTel B ycayxeHue 6Opaxmany u,
HakoHel, nobumon xeHsl Haur Matxu — oT-
wenbHuky. Ero obnuk npuHumaer 6or VHapa
015 nocnegHero vcnbiTaHus repoa. 3akaH4yusa-
eTCA WCTOPWA CHaCT/IMBbIM BOCCOBAMHEHMEM
cemMbM Y1 BO3BpallleHUeM [xaBeTa AOMOMN.

XMBOMNMCHBIE NAHHO ABNAIOTCA CBOeoOpas-
HbIMW MNNIOCTPAUMAMU K OCHOBHbIM 3MKU30-
pam gxaraku. B cooTBeTCTBMM € gnpakTuyec-
KOW yHKUMENn NOBECTBOBAHWUA Kaxgas cleHa
cHabxeHa Haanucelo, KOMMEHTUPYOLWen
npoucxopsauime cobeitua. Tak, Ha OOHOM NaH-
HO pAaoM ¢ (urypon xeHbl MNxaseta nometle-
Hbl cnosa: “HaHr Matxw cobupaer ¢GpykTbl”
(un. 66). B HUX 3aKN0OYeH OCHOBHOW CMbICH
npoucxopnuero, a nsobpasntensHele AeTanu
LONONHAIOT cUeHy niobonsiTHbIMY NogpoBHoC-
TAMMW: CKJIOHbI XONIMOB, NOPOCWWE AepeBbAMM
M KyCTapHMKamu, OWKKUe 3Bepu, nperpa-
auswme nyte Hawr Matxu, 4tobbol oHa He
nometsana Mxasery oTAaTe CblHa U A0YbL. B
Neson 4acTv NaHHO BUAEH CNAWMK Ha BETBAX
nepesa bpaxmaH, a BHU3Y — curypsl Hebo-
xutenen, Bawokawowmnx geten, KoTopblx bec-
ceppeyHsl BpaxmaH oOCTaBun OQHWX NOM
aepesom. Hagnuce noacHset: “boxectsa 3a-
HotaTca o netax [xaseta”.

My3eHble NonoTHa AawT nNpeacTasneHue
0 NO3AHEeCpefHEBEKOBOM CTUIE Na0CCKOW XU-
BOMUCK, KOTOPYIO XapakTepusyloT Takke nNpu-
eMbl, Kak obbeauHeHwe pasHOBPEMEHHbIX

not permanent decorations of
temples, but were used primari-
ly during the religious celebra-
tion of Boun Pha Vet, marked
every year at the end of April or
the beginning of May. The
reading of the jataka about Pha
Vet is mandatory during cele-
brations. In extensive narration,
the life of bodhisattva in the
form of a generous prince is
told in detail. The generosity
and unselfishness of the prince
comes to light in the scenes of
a donation of a wonderful
white elephant to the envoy of
a neighbouring country, horses
and a chariot during the ban-
ishment of Pha Vet and his
family from their native land.
Then he gave away his children
to the service of Brahman and
finally his beloved wife Nang
Mathi to a hermit. His appear-
ance is assumed by the god In-
dra for the hero’s next ordeal.
The story ends with a happy re-
union of the family and Pha
Vet's return home.

Pictorial screens serve as dis-
tinctive illustrations of the princi-
ple episodes of jataka. In accor-
dance with the didactic function
of narration, each scene is pro-
vided with inscriptions comment-
ing on the events taking place.
For example, the words: “Nang
Mathi collecting fruit” appears
on one of the screens next to
Pha Vet's wife (Pl. 66). They
convey the main idea of what is
taking place and graphic details
embellish the scene with interest-
ing details including hills with
trees and bushes, and wild ani-
mals which obstructed the way
of Nang Mathi so that she would
not get in the way of Pha Vet
giving away their son and daugh-
ter. Brahman, who is sleeping in
the branches of a tree is visible



Dpazmenm xpamoso-
20 NAHHO CO CUEHT
MU U3 OMcamai o
npunue ITxageme.
aoe, nposunyus
Brenwmustn.

Hepaas

noaoguna XIX a.
X/6 mrawus, Kieeavie
x{.rrm.l.'u, '!Jri(.‘??ﬂ.t‘b.
47.5 x 164.5

Ne 771411

Fragment of temple
picture with scene
Jrom jataka abowt
prinee Pha Vel.
Laaos, Vientiane
pravinee.

First half of

19th century.

Catton , glue
paints.
47.3 x 164.5

Ne 771411
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Dpazmenm xpamnogo-
20 NAHHO €O CUCHA-
MU w3 dacamaxu o
npunye Ixageme,
Haoc, nposunyun

Fragment of temple
panel with scene
from jataka about
prince Pha Vel.
Laos, Vientiane

Buenmuan. province.
Iepeas First half of
noaoguna XIX 6. 19th century.
X/6 mxann, xieegve Cotton, glue paints,
Kpacku, pocnucs. painting.
5335 x 128 53.5x 128
N 771811 Ne 771811
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3NU3000B B eANHOM NPOCTPAHCTBEHHOM KOH-
TUHYYMe, pasHoMacwTabHocTy duryp Ans Beli-
fenexvs Haubonee BaXxHbIX NEPCOHaXen, WUC-
Nofb30BaHWe 31eMeHTOB NapannenbHon nepc-
NeKTUBbl 1 BAa “C BbICOTHI NTUYbEro noneta”,
nokanbHoe HanoxeHue upeTa. [OBecTBOBaA-
TernbHbIV XapakTep UMKNa NO3BONUN XyA0XKHN-
Ky nokasaTe AOBOMLHO MOMHYIO NaHopamy na-
OCCKOM XWM3HW, BKNIOYME B Hee m3obpaxeHus
[LepeBeHCKMX XUXWUH W ABOPUOB, CENbCKMX
nensaxenm W TponUYeckux NecoB, CUeH Tpyno-
BOVI AEATENbHOCTM W NPa3gHUYHBIX NPOLIECCHM,
3sepen, NTvl, obuTaTtenen pek 1 o3ep. B To xe
Bpems (aHTasusa mactepa He orpaHu4yueaercs
obpaszamu peanbHOro MUpa, Ha MaHHO 4acTo
NPUCYTCTBYIOT MUPUYECKME XMBOTHLIE W CKa-
304Hble CYLecTBa, HanpruMep HOK cakanuH —
nTuUa C rofosol cnoHa (vun. 67).
KnBonwcHble, BeILWWTBIE MW TKaHble 1306-
paxeHWs MOryT yKkpalwaTts pa3HoobpasHsie
XpamoBblie npeaMeTsl, Takme Kak WKkapunkm v
CYHAYKW ANA XpaHeHns Byaaminckux MaHyck-
PUMNTOB Ha NanbMOBLIX INCTbAX, ANNHHbIE By-
MaXxHble CBUTKW, MOOBELINBAEMble K NOTONKY
CBATUNMLLA, puUTyanbHble onaxana. B mysee
XPaHWTCa BblWWTOE Onaxano kxavranabar vz
MOHaCTbIpa OHrTel (I, BbeHTbAH), AaTupyemoe
Hayanom 20 B. (un. 68). Onaxano umeer Tpa-
AULMOHHYIO dopmy B Buae nucta BaHbAHa C
ANVHHOW AepeBAHHON py4kon. Ero metannu-
4eckui Kapkac OBOTAHYT TEeMHO-BULIHEBLIM
Bapxatom, Ha KOTOPOM MO30M0YEHHBIMK K Ce-
pebpRHLIMW HUTAMUK BbilUKMTa DuUrypa cuasle-
ro Ha noTtocoBoM TpoHe byaasl, obpamnexHas
NblWHBIMA LBeTO4HbIMKW noberamu. QyHKUNNK
kxaHTanabara mHoroobpasHel. OH MOr CTOATh
338 CkynbNTYpHbIM Kn306paxeHunem bByaasl,

on the left of the screen, while
below him there are celestial
beings singing lullabies to the
children, which the callous
Brahman left alone under the
tree. The inscription explains:
“Deities caring for Pha Vet's
children”.

The museum’s canvas con-
veys the representation of the
style of Lao pictures from the
late Middle Ages. It character-
ises such concepts as the union
of episodes from different
times into one single spatial
continuum, the varying dimen-
sions of figures to represent
more important characters, the
use of elements of parallel per-
spective in a "bird's eye view",
and the local imposition of ap-
plication colours. The narrative
character of the cycle allowed
the artist to convey a rather
full panorama of Lao life, in-
cluding images of village shacks
and palaces, rural landscapes
and tropical forests, scenes of
work in progress and ceremoni-
al processions, wild animals,
birds, and the inhabitants of
rivers and lakes. At the same
time, the artistic fantasy wasn‘t
limited to real-life images, as
mythical animals and fantastic
beings often appear on the
screens. An example is nok
sakalin which is a bird with an
elephant'’s head (Pl. 67).

Pictorial, embroidered or
woven images were used to
decorate various temple objects
such as cupboards and trunks
for keeping Buddhist manu-
scripts on palm leaves, long pa-
per scrolls which were hung
from the ceiling of the sanctu-
ary and ritual fans. The muse-
um holds an embroidered fan
khantalabat from the Ong Tu
monastery (Vientiane) dating
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Onaxano. Fan. Laos,
Haoe. Early 20th
Havano XX s. century.
Hepeso, bapxam, Wood, velvet,
MEMAAAULECK AR metal thread,
HUMms, wWumse. embroidery.
895 x 40 89.5 x 40

Ne 7663-IT Ne 7663-IT




cimBonuinpyq nepeso bonxu. Onaxano, no-
MelleHHoe nepen CKYNbNTYPOW, YKa3biBaeT Ha
OTPELIEHHOCTh OT MUPCKOW CYeTbl U MOTPy>XeH-
HOCTb B “MCTUHHOE DbITKMe” (3TOMY B faHHOM
cny4ae CoOTBeTCTBYeT ukoHorpacdua byansl,
MOKa3aHHOro C XecToM camatxu — "Mmegun-
Tauma”). KxaHTtanabar 1cnonb3yeTcs BO Bpems
pUTyanbHbIX LEPeMOHMM W B pyKe MOHaxa
CNYXWT PaHrOBbLIM 3HaKOM, YKa3blBaIOWUM Ha
ero YWH W NONoXeHue 8 BYAAUNCKON CaHrxe.
BbllUMBKE 30M0THBIMW HUTAMW — NULLL OfHa
W3 MHOTOYMCIIEHHbIX Pa3HOBUAHOCTEN TEKCTUb-
HOroO WMCKYCCTBa, HABNAKOLWETOCA AOpeBHenLen
KynbTypHOW Tpaguuven HapopoB Jlaoca. Mo-
ABNEeHMe NpAdeHnsa n Tkayecrtea B HOro-BocToy-
HOW A3MKM BOCXOAMT K 3MOXE HeonuTa, a cno-
KUBLUMECS B Ha4yane Hallek 3pbl OCHOBHbIE KOH-
CTPYKTUBHbIe OCOBEHHOCTM PYYHOro TKalKOro
CTaHKa COXPaHAITCA NPakTUHeCkn HeM3MEHHbI-
MW 10 HacToslero BpeMmeHn. LIeHHOCTb My3eit-
HOW KOMNEeKLUMUU NaoCccKoro TeKCTUNA, HacyuThl-
Baiowen 6Gonee 50 obpasuoe, 3akno4YaeTca
npexne Bcero B ToM, YTo BCe NpedcTasneHHbie B
HeW U3LennA W3roTOBNIEHbI M3 TKAHEe PYy4YHOro
npounssopncTea’, OpHaMeHTMPOBaHHbIX B Tpaau-
LWOHHOM cTune. Y3opbl BONbWWHCTBE U3 HUX
BbIMOJIHEHbI B NpOLIECCe TKaHbA CambIM pPacnpo-
CTpaHeHHbIM B Jlaoce cnocobom — ¢ UCMONb30-
BaHWEM Pa3HOLBETHbLIX HUTER yTKa M OCHOBbI U
AOMONHUTENbHbIX YTOYHBIX HKTERn. OpHameH-
TanbHbIM apceHan Naoccknx MacTepuy Heobbl-
yanHo BoraT. lMpocTeie reoMerpuyeckme opHa-
MeHTbl 0BbIYHO NepemMexkaloTcs Ha TKaHbix No-
NOTHaXxX WUPOKUMK nonocamuy ¢ niobpaxeHmem
yenoBeyeckux urypok, gepesses, 6abouek,
yTO4eK, MeTyluwKos, CNOHOB M APYrvX XUBOTHbIX.
HekoTopble opHaMeHTanbHbLIE MOTUBbI, COCTORA-

back to the beginning of the
20th century (Pl. 68). The fan
has a traditional form like that
of a banyan leaf with a long
wooden handle. Its metal frame
is covered with dark cherry-co-
loured velvet on which a figure
of Buddha sitting on the lotus
throne is embroidered with
gilded and silver threads and
surrounded with magnificent
floral stems. The function of
khantalabat was diverse. [t
could stand behind sculpture of
Buddha, symbolising the Bodhi
tree. The fan placed in front of
the sculpture indicates es-
trangement from the mundane
vanity and immersion into “re-
ality” (in this case, the corre-
sponding iconography shows
Buddha with a gesture of sa-
madhi — “meditation”). Khan-
talabat is used during ritual
ceremonies and in the hands of
a monk indicates his rank and
position in the Buddhist sangha.

Needlework with gold
threads is only one of numer-
ous varieties of textile arts
which are an ancient cultural
tradition of the Lao people.
The appearance of spinning in
South-East Asia dates back to
the Neolithic period and the
principle constructive features
of a loom formed at the begin-
ning of modern times for hand
weaving has remained virtually
unchanged until this day. The
museum'’s holding of textiles
includes more than 50 exam-
ples and its value is emphasised
by the fact that all of the
works presented are prepared
from handmade fabrics' orna-
mented in the traditional style.
Most of their designs were ex-
ecuted in a weaving process
with the most common in Laos
methods, which is the use of

Hewyeemao
NAOCA
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3a nocneanve 30—

40 net py4Hoe TKa-
YECTBO CTano ak-
TUBHO BbITECHATLCA
TKAHAMM MalLIMHHO-
ro NPOM3BOACTBa,
OfiHaK0 B HekoTo-
PhlX AEPEBHAX NPO-
AONXAIOT AeMCcTBO-
BdTb apTenn Tkau-
KOro NPoMBICNa,
CO30aowWme TKaHKu
ANA HaUMOHaNEHOM
OfEX bl

In the last 30-40
years handmade
weaving began to
be taken over

by machine
production,
although in several
villages the artels
of weaving
production
continue to exist
and create fabrics
far national
costumes.
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UMe U3 reoMeTpUYeCcKUX MeMeHTOB, HOCAT ac-
COLMATUBHbLIE Ha3BaHWA, Hanpumep “y3op apa-
KOHa BOKpyr octpoga”, "y3op knewHn kpaba"”,
"y30p passeTBAAlOLLErocA CTBoNa nNanbmbl”.
MHorue y3opbl obnafaleT QOBOMBHO €MKUM
CUMBONUKO-06pasHbiM cofepxaHuem. Tak, Ha
dhuroneToBOM C TEMHO-BULLHEBLIM OTINBOM
TKaHW BbIGENAIOTCA Wrpokne hpu3bl C MOTUBOM
kxutnanma (y3op nowagen), cocToaWnM M3
HEeCKONbKNX 3NeMeHTOB: Urypbl fowagw ¢ xe-
pebeHKOM MexAay Hor, a BBepXy — CUIbHO CTU-
NU30BAHHOrC M30BpaxeHus ropkil, nopociien
Tpasoi (un. 69). Y3op nosTopsiercs B Tpex hpu-
3ax, NpU4em B KaxaoMm U3 HMX OH BbITKaH HUTA-
MW Pa3HOro Lgeta: 6enoro, opaHXesoro 1 cuHe-
ro. Obpas koHs B Jlaoce cBf3aH C NoYyUTaHnem
ero Kak CBAULEHHOro CONMHEYHOro XWUBOTHOTO,
BXOAALWEro B 12-NeTHriA “XureoTHeIW” LwmKn. Kpo-
ME TOTO, OH BKNIOHAeTCa B CUCTEMY Knaccuduka-
UMM NO COOTBETCTBUMIO ONpPeaeneHHbIX XMNBOTHbIX
cTopoHamMm CcBeTa M OHAM Heaenw, B naocckux
Mudax nowaan oTeoautca GyHKUMA oxpaHuTe-
ns cesepa. Jlowanp € xepebeHKoOM — 3TO CHUM-
BOM nNnoaopoavs v BoraTcTea, TaKOM Xe ceMaH-
TUYECKUM CMBICTT UMeeT u3obpaxeHue pacteHus
B OpHaMeHTe KXutnanma.

YKpaleHne NofoTHULWE WINPOoKNUM OpHa-
MEHTanbHbIM PU3IOM He cny4anHo, Tak Kak
TKaHb NpefHa3Ha4yeHa Onf NaoccKom KeHCKon
10BKK, Y KOTOPOW BHW3Y NOYTWM BCerpa ecrb
KarMa. ITOT XapakKTepHbi 3NeMeHT Tpaauuu-
OHHOTO KOCTIOMa, mony4mslnin niobonbiTHoe
Ha3zBaHWe TUHCUH — "Horu bkKu", oTnu4yaeTca
ocobo nblwHbIM gekopom. Kanma npasgHuy-
HOWM 106KM 4acTo BbINOAHAETCA oTAenbHO (3a-
TeMm NPULLMBAETCH), ee y3opbl TKYTCA U3 LBeT-
HOro WenKka WNK NO30JIOYEHHBIX HUTEW. B KeH-

multicoloured threads of weft
and warp with supplementary
weft. The ornamental arsenal of
Lao female masters is excep-
tionally rich. Simple geometric
ornaments usually alternate on
cloth with wide strips with im-
ages of human figures, trees,
butterflies, ducks, cockerels, el-
ephants and other animals. Sev-
eral ornamental motifs consist-
ing of geometric elements carry
associated names. These include
"pattern of a dragon around
the island”, “pattern of a crab’s
claw”, and “pattern of the
branched palm trunk”, Many
designs possess rather capa-
cious, symbolised image con-
tents. Violet and dark cherry co-
loured fabric has wide friezes
with the motif khit laima (pat-
tern of horses) consisting of
several elements: figures of a
horse and foals between its legs
and, at the top, a highly stylised
grassy hillock (Pl. 69). The pat-
tern is repeated in three friezes,
on each of which it is woven
with threads of different co-
lours: white, orange and blue. A
horse's image in Laos is con-
nected with the worship of it as
a sacred sun animal which is in-
cluded in the 12-year "animal”
cycle. Furthermore, it is present
in the system of classification
where cardinal points and the
days of the week relate to a
specific animal. Horses in Laos
myths have the role as the pro-
tector of the north. The horse
with a foal is the symbol of fer-
tility and wealth and the repre-
sentation of the plants in the
khit laima ornament has the
same semantic value.

The decoration of fabrics
with wide ornamental friezes is
not accidental as the fabric is
intended for women’s skirts



2MEHM

Dpa

m

KaHU.

ent.

ragm

S

.'(-11‘ .

avin

Colton, we

Ne 632111

et
- o
b,

..._”_?__._ !




Thearto

LAO

148

Ouncepeave.
Cesepruniit Jaoc,
Ilepaan
nosoguta XX 6.
Cepedpo, smann.
Ha. 50

Ne 9309-I1

Necklace.
Northern Laas.
First half of
20th century.
Silver, enamel.
L. 50

Ne 930911

CKOM KOCTIOMe Takyio 0bky faononHaeT wapo,
KOTOPbIM ApPanupyioT TPYAb, Mepekuabisan Ko-
Hely 4Yepes nije4yo, NpyM 3TOM €ro OpHaMmeHThbl
COOTBETCTBYIOT y30pamM Kavmbl. HauuMoHanbHas
ofeXa ropHbIX HapoOHOCTEW WbeTcA U3
xnonyatobyMaxHblX TKaHeW TeMHOro uBeTa u
NEKOPVPYETCH BLILUMBKOW W annnukalnen 13
LBETHbIX TKaHeu.

B TpaauUMOHHbIX KOCTIOMax HapoaHOCTeu
Nlaoca BaxHYyIO pofb UrpaioT IoBeNupHbLIe n3se-
nua. JKeHuWwmHbl nao HocaT BoraTole Habopsbl yk-
paweHuin, B OCHOBHOM W3 30/10Ta, BKIIOYaIo-
wme nosic, Gpacnetsl, GUANIPaHHbIe OXepenbA,
cepbru, LUenoykn ang npuyeckn. Ogexna ma-
NbIX HAPOAHOCTEN, HacensoWmX ropHblie obna-
ctn CesepHoro 1 UeHTtpaneHoro Jlaoca, gonon-
HABTCH MacCUMBHbIMUK cepebpaHbIMK M3Lenuamu,
cpeam KoTopbix BoNblIOe 3Ha4YeHne npnaaeTcs
LeMHbIM KonbLam 1 cepbram. OHU CnyXunnu He
TONbKO 3HAaKOM OnarococToAHWMA CceMbW WK
pofa, HO M yKasblBann Ha coumanbHoe nonoxe-
HWe YenoBeka. B my3ee xpaHWTCA 3amMe4atenb-
HOe KOoNbe BOXAA OLHOro U3 nnemed Tnbeto-
BupMaHcKkMx (MNU BbET-MbIOHTCKUX) HaPOAHO-
CTew, Ha KyNbTypy KOTOPbIX OKa3ano AOBONLHO
CUNbHOe BAMAHME MckyccTeo Kutas (wn. 70).
YKpalleHue COCTOUT U3 OXepenbs C KPYMHOK
MOABECKON B BUAE CTUNM3oBaHHoro niobpaxe-
HWA NeTy4yer MbllWK C NNOAOM rpaHara Hag ro-
noson. KomMno3numa B LIenom pacuundpoBbiBa-
eTCs Kak noxenaHue c4actea, Bnaronony4ns u
MHOTOYUCIIEHHOrO MYXCKOro notomcrea. B
oXepenbe BKMNOYeHb! AecaTb Hebonblwmux co-
eAMHEeHHbIX NpoHu3Kamu ByC MenanboHOB,
Kaxabl U3 KOTOPbIX COaepXuT Bnaronoxena-
TenbHbIM MOTUB, Kak-TO: TbhiKBa-ropfgHka
(ponronetve), por Hocopora (cyacTse, 300po-

which in Laos almost always
have a hem at the bottom. This
characteristic element of tradi-
tional costume received the in-
teresting name of tinsin —
“legs of the skirt”, and is nota-
ble for its splendid decorations.
The hem of ceremonial dresses
is often made separately (then
sewn on), and its patterns are
woven from coloured silk or
gilded thread. A scarf is added
to such skirts of female attire
which is draped over the breast
and the end is thrown over the
shoulder. The ornaments of
such scarves are also in keeping
with the patterns of the hem.
The national dress of mountain
people is woven from cotton
fabrics of a dark colour and is
decorated with embroidery and
appliqué work from coloured
fabrics.

Jewellery plays an impor-
tant role in the traditional cos-
tumes of different nationalities
in Laos. Lao women wear a rich
selection of adornments, main-
ly from gold, which includes
belts, bracelets, filigree neck-
laces, earrings and chains for
the hair. Clothes of minorities
who inhabit the mountain re-
gions of northern and central
Laos are supplemented with
massive silver works, amongst
which the greatest significance
is given to neck and ear rings.
They serve not only as a sign of
well-being of the family or
family clan, but also indicate a
person’s social status. The mu-
seum holds a wonderful neck-
lace from a leader of one of
Tibetan-Burmese tribes (or
Viet-muong tribes) (Pl. 70).
Chinese art had rather great
influence on the culture of
these people. The piece of jew-
ellery consists of a necklace
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a) earring in

a) eepvea & sude crescent form

noayMecaya with hangings.

¢ nodeecrara. in 38
Cepreu. 6 x35 Earrings. Ne 9297.11
Cegepunitt Jaoc. N 929711 Northern Laos. b) earrings with
Ilepean b} cepwer ¢ nog- First half of hangings in the
noaeeuna XX a. eecKamMi @ auoe 20th century. Sform of
Cepedpo, dadorex. Silver, butterflies.
ueKania, Au. 105 embossing, L. 105
epasupoaxa: Ne 929611 incising: Ne 9296-11

71




Bbe), cnutok 3onoTa (6oratcTeo), KHUMM-CBUT-
K1 (yyeHocTb), 3epkano (3awmra oT 3nbix cu,
cynpysxeckoe cornacue) u ap. CepebpsaHoe ko-
Nbe yKpaleHo neperopofyaTor amManbio o4eHb
KPacMBbIX HaCbILLEHHbIX TOHOB Na30peBo-ChHe-
ro, U3YMpYAHO-3ENEHOI0 U XenToro LBeToe,
npv 3TOM 3ManeBbie BCTaBKU MepenmnsaioTcs
pa3HbiMK OTTEHKaMW BHYTPW AOBONLHO KpYn-
HbIX f4eek, obpamMeHHbIX BUTOM MPOBONOKOW.

Bonbwum pasHoobpazvem oTnMYaloTCH
cepbri U KOfbUa XWUTenen ropHelix palnoHos.
MoMUMO NPoCTbIX NO opMe NUTbIX U3OENNN
B KOMNeKUNM HaxOoAaTCa yKpalleHma ¢ huryp-
HbIMW MOOBecKamu, BbIMONHEHHbIE B TEXHUKE
4ekaHku ¥ Gunurpadu. O4eHb NonynspHbl
Cepbryi B BWOe NMonymecala, CeMaHTuKa KoTo-
poOro CBfi3aHa C NAOAOPOAMEM W UMKIKUYeC-
KuM obHoBrneHmem npupodbl. Mnockaa no-
BEPXHOCTL NnonymMmecsua obbiMHO 3anonHAETCS
MENKUM T[PaBvpPOBAHHBIM OPHaMeHTOM W3
reoMeTphyeckmx Guryp, a K ero HuxHemy
KDal HEpeaKko KpensTcs MHOTOYUCNEHHbIe
NOABECKW C TPeyrofbHbIMU MAaCTUHKAMK
(un. 71, 72). HekoTopblie cepbrv MMeT BUA
TOTEMHbIX XWUBOTHLIX — N4Yenbl, pbibbl, NTULbI,
3Meu. B msgenun moryT obbeauHATHCA He-
CKONbKO CUMBONUYECKUX U3obpaxeHuin. Ha-
npumep, Ha nape ANWHHbLIX Ceper B BepxHeun
4acTy NoMewweHa urypka n4yensl — 3Hak Tpy-
nonwobus n Bepexnmneoctn, BHW3Y — Babo4ka
C PacKpbITEIMW KPbLINbSMM — MNOXenaHue cyac-
Tnneoro Bpaka, a bycuMHbl caenaHsl U3 NPoBo-

with a large pendant in the
form of a stylised image of a
bat with the fruit of a pome-
granate about its head. The
composition is generally inter-
preted as a wish of happiness,
prosperity and numerous male
descendants. The necklace has
10 small medallions connected
by beads, and each of them
contains a benevolent motif.
For example, a gourd (longev-
ity), a rhino horn (happiness,
health), gold bullion (wealth),
book scrolls (learning), mirror
(protection from evil spirits
and matrimonial harmony) etc.
The silver necklace was made
by the cloisonné technique and
decorated with enamel of very
beautiful rich tones including
azure-blue, emerald-green and
yellow. Furthermore, the enam-
el plays with different shades
inside rather large cells framed
by twisted wire.

Ear and finger rings of the
people of mountain regions are
notable for their great diversity.
As well as simple cast works, the
collection also has adornments
with ornamental pendants that
are finished with incising and
filigree. Earrings in the form of
a crescent are very popular and
are semantically connected with
fertility and the cyclical renewal
of nature. The flat surface of
the crescent is usually filled in
with small incised ornaments of
geometric figures and numer-
ous pendants with triangular
plates (Pl. 71, 72). Several ear-
rings have the appearance of
totem animals such as bees,
fish, birds and snakes. Several
symbolic images can be united
in the ornament. For example,
bees adorn the upper part on a
pair of long earrings — a sign of
diligence and economy, butter-
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<
a) earring in
the form of
a) Ceprea a snake.
8 gude ameu. L. 55
Cepreu. An. 5.5 Ne 9305-1T
Ceseprus Jaoc.  Ne 930511 Earrings. b) earrings in
Iepaan b) Cepvzu & gude | Northern Laos. the form of
norosuna XX a. NOAYMECRUES. First half of crescents,
Cepetpo, 4 x 3,8 20th century. 4x38
epasuposra: MNe 930011, Silver, incising: Ne 9300-11

NoYeK, CNNeTeHHbIX B Maru4yeckum ysen —
CUMBON BEYHOCTU. B My3ee Takxke XpaHATCH
Heobbl4Hble Cepbru-BTYAKN, KOTOPLIe BCTAB-
naTcs B bonblune oOTBEPCTUA B MO4YKax
yllen, 3Ha4mTenbHo wWx pactarnsas. OHM
BLIFNAAAT Kak MuHuaTtiopHble 6GapabaHsl,
tbopma KoTOpbiX B Jlaoce npakTu4ecku He
M3MeHMnace C [OHTWOHCKMX BpemeH. C
OPEeBHOCTM M3BECTHbl TaKXe U TexHWU4yeckne
npUeMbl, KOTOPble UCMOJIb30BaHbl ANf CO34a-
HUA 3TUX U APYrUX Ceper nepBoun MoJIOBUHbI
20 B. Takum obpasom, paxe Hebonbwwue
NpPon3BeLeHUA I0BEIMPHOro MCKYCCTBa MOTYT
CNYXUTb NPUMEPOM YAMBUTENbHON XU3He-
CTOMKOCTI NAaOCCKUX KYyNbTYPHbIX TPAOAULMMA.

72

flies with opened wings at the
bottom — a happy marriage —
and connecting beads made of
wire are plaited in a knot — a
symbol of eternity. The muse-
um also holds unusual earrings
that are inserted in large holes
in the earlobes, which stretches
them considerably. They look
like miniature drums and the
form has remained practically
unchanged in Laos since the
times of Dong Son. Technical
methods have also been well
known since the antiquities,
which were used for the cre-
ation of these and other ear-
rings of the first half of the
20th century. Thus, even the
small works of jewellery serve as
examples of the surprising dura-
bility of Lao cultural traditions.
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Alommxas, CAG8HAA KaK Ha Hede, MK U Ka 3eMde,
Cosdannaa doGpodemernrtu 1 nowslo HAWUX

a.
Tsou monacmuipu geauxonenms, Kax dsopust Iﬁdpu,

GHUX Kopoael,

Onu, crosmo K08P, pacuunivie 3040 MoM U apaeo:gsuu-bmm

Cu MNpat (17 8.)

sgeadantu, GauCmaom yopancmeon.

Ayutthaya, such beauty on the land and in the shies,
reated by the virtues and power of our ancient kings,
Your monasteries are magnificent, as are the palaces of Indra,
Like they were carpets embroidered with gold, and adorned with jewels

spark.ﬂiﬂg in the heavens.

Si Phrat (17th century)

TawnaHh pacnofioxeH Ha 3emie, KoTopasf,
COrNacHo CTapWHHOMY nNpegaHuio, MNOoABW-
nack Ha MecTe najgexdus B Boasl Muposoro
OKeaHa 30/oToro Tonopa gemoHa Bpwrpsl,
nobexpneHHoro borom UHapoi. Tarubl nona-
raioT, 4TO UMEHHO NO3TOMY UX CTpaHa Bora-
Ta 30N10TOM 1 fparoueHHocTaMmun. [Ing apxeo-
noros, uccnegyroWwmx paHHUK nepuon Talc-
KOW WCTOpWW, 3Ta 3eMnA OeWCTBUTeNbHO
XpaHuT NogNUHHbIe cokposulla. bnarogaps
packonkam BTOPOW NMONOBUHLI 20 B, cTanu
WM3BECTHbLl Takue ApPeBHWEe o4arn KynoTypsl,
kak newepa [yxos B Cesepo-3anagHom Ta-
unaHge (X-VI Teic. 00 H.3.), noceneHns B
baH YmaHre Ha cesepo-BocToke cTpaHsl (IV=
| TIC. 4O H.3.), rae npoussoaunmcs BpoH3o-
Bble W3AENWA W BeNWKONenHble pacnucHbie
cocyasl. B cBeTe HOBbIX MCCAeaoBaHUM oT-
KPbIB3IOTCA HEN3BECTHLI® CTPaHMULUbl paHHe-
CpefHeBEKOBON KyNbTypsl HapoZa MOHOB,
Ybe BO MHOroM €lle 3arafo4Hoe W nereH-
napHoe koponescTeo [sapaeatu (6-11 BB,)
OCTaBWUIO npekpacHsle obpasubl Byaauckoi
CKYNbNTYPbl M apPXUTEKTYPHOro Aekopa.
“3010TbIM BEKOM" Ha3blBalT TaWLbl Nepu-
O MEepBOro He3aBUCUMOro rocyfgapcrea Cyk-
xoTai (1238-1350), ubo oH gan yamMeuTens-
HYIO MO CTUANCTUYECKOWN LeNOCTHOCTU M AeKo-
paTUBHOM YTOHYEHHOCTM KYyNbTypy, onpene-
NUBLUYIO cneunduky TpaguuMoHHOro UCKYCCT-
Ba TamnaHpoa BNNOTL OO HawwWx aHewn. B 3T10
BpeMs Obinu pa3pabotaHbl cBOU DOPMbI
Oyonuncknx coopyxeHnin. M ecnu 6awHeob-
pasHas CTyrna npaHr HanoMKHaeT KXxMepckoe
CBATUNMLLE nNpacaT, TO W3ALLHO BbITAHYTARA
konokonoobpasHaa cTyna 4egu — TUNUHHO
Talnckoe coopyxeHue. B CykxoTae BMNepebie

Thailand, as the legend has it, is
located on land which appeared
in the place where the golden
axe of the demon Vritra fell
into the world's ocean, con-
quered by the god Indra. Thai
people believe that this is the
very reason the country is rich
in gold and valuables. For ar-
chaeologists researching the
early period of Thai history, this
land indeed contains many gen-
uine treasures. As a result of
excavations in the second half
of the 20th century, ancient
centres of culture, such as the
Spirit's cave in north-western
Thailand (10th to 6th millenni-
ums BC) and the settlements in
Ban Chiang in the north-east of
the country (4th to 1st millenni-
um BC) became well known.
This is where bronze works and
wonderfully painted vessels
were manufactured. Recent re-
search has unveiled new pages
of history in the culture of the
Mon people from the early
Middle Ages. The Dvaravati
kingdom (6th to 11th centuries),
which in many ways still re-
mains mysterious and legend-
ary, left behind wonderful ex-
amples of Buddhist sculptures
and architectural design.

Thai people call the period
of the first independent state
of Sukhothai (1238-1350) the
“Golden Age” as it produced a
spectacular culture of stylised
integrity and decorative refine-
ment that defines the specific
characteristics of traditional art
of Thailand until this day. Dur-
ing this period, Thailand's owns
forms of Buddhist buildings
were developed. While the tow-
er-like stupa prang is reminis-
cent of the Khmer sanctuary
prasat, the gracefully stretched
bell-like stupa chedi is a typical-



MOSBMIICA TUM XpamMa ¢ 0BXO0AHLIMWM KONTOHHbI-
MW ranepesmu, KOHCTPYKUWA KoToporo Gbina
nonoxeHa B OCHOBY MHOrux Bonee no3gHux
CBATUNWLL, B TOM YUCne ¥ 3HAMEHUTOro Xpa-
ma Usympyaroro byaabl B baHrkoke (koHeu
18-19 B.).

BelcoqalwmumMm [JOCTUXKEHUEM WMCKYyCCTBA
CykxoTas asnsertca Bygannckan ckynbnrypa.
OpurnHansHas UHTEPNpeTauna CBALEHHbIX
TEKCTOB No3BONMfAa Tanuam co3faTb CBOIO
MKOHOTpahu4eckyo CUCTEMY, KOTOPYIO Hasbl-
BalOT CaMblM OPTOROKCaNbHbLIM ABMIEHWEM B
mctopun Byponinckoro nckyccrsa. Csoeob-
pasve CTuNA Tanckow nnactuku obbvacHaeTca
npexje BCero cTpeMneHmemM mMacrepos Kak
MOXHO TOYHEe nepeaats “CBEPXbECTeCTBEH-
Hyti0 aHaTomuio” Benuwkoro 4Yenoseka, Kak
MOXHO peanucTuyHee BONNOTUTL Takue ob-
pa3Hble npu3Haku byaabl, Kak ronosa B
dopme anua, bposu, NoaobHbIe HATAHYTOMY
nyKy, HOC, HaNOMUHAIOWWA KNIOB nonyras,
noabopofok B BUAE NNOAa MEHTO, Miaeyn u
PyKMW, NOXOXWe Ha ronoBy u xoboT cnoHa, u
T.4. Jaxe Takoe OoTBNe4YeHHOe NOHATUE, KaK
TeAXac — OrHeHHan 3IHeprus, miny4aemas
MpocBeTneHHbLIM, NpeBpalwaeTcs B A3bI40K
MNNaMeHn Ha ywHuwe. Bce 3T yepTsl CTaHo-
BATCA OTNMYUTENbHBIMM 0COBEHHOCTAMM Tan-
ckux Bynn (un. 74). XapaktepHo ¥ To, 4TO
MOHalecknn nnaw, nnotHo obneraer Topc
bynasl, co3gasas csoeobpazubil 3ddexT
“MoKkpoin ogexabl”. Tak ckynenTopbl Nepena-
0T BaXHblWl MKOHOTPA(PMUYECKMI INEMEHT —
cusAlowee 3onotoe Teno LLakbAMyHK, KoTOpOE
NPOCBEYUBANO Haxe CKBO3b MAOTHYIO TKaHb.
OCHOBHbIM anTapHbiM TUNOM B Taunaxpe cra-
HOBUTCA CnMAAWNMn ¢ xectom Bxymucnapua

ly Thai building. For the first
time, a type of temple with cir-
cuitous columned galleries ap-
peared in Sukhothai. Its con-
struction was the basis for
many later sanctuaries, includ-
ing the well-known temple of
the Emerald Buddha in Bangkok
(late 18th to 19th century)'.
Buddhist sculpture is the
highest achievement of
Sukhothai. The original inter-
pretation of holy texts allowed
the Thai people to create their
own iconographic system
which is called the most ortho-
dox phenomenon in the history
of Buddhist art. The distinctive
style of Thai sculpture is ex-
plained most of all by the aspi-
rations of masters to represent
the “supernatural anatomy” of
the Great Man as precisely and
realistically as possible. Thus,
the following traits of Bud-
dha’s appearance evolved: the
head in the shape of an egg,
eyebrows similar to a stretched
bow, an arched nose like a par-
rot's beak, a mango-shaped
chin, the arms and shoulders
like the trunk and head of an
elephant, etc. Even such an ab-
stract concept as tejas — fiery
energy radiating from the En-
lightened's body — is represent-
ed by the flame on the ush-
nisha. All of these characteris-
tics became distinct features of
the Thai Buddhas (Pl. 74). The
monastic cloak characteristical-
ly fits Buddha's body tightly,
creating a peculiar effect of
“wet clothing”. In this way,
sculptors convey an important
iconographic element — the
beaming gold body of Sakya-
muni  which shines even
through thick fabric. Buddha
Manvichai (Victor of Mara),
sitting with a bhumisparsha

Hexycemso
TAUNAHOA
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CBoe Ha3paHue
"Mxpaksy” (Waym-
pyOHblA Byaaa
Xpam nony4un no
YyCTaHOBNEHHOW B
HeM CTaTye, CaenaH-
HOW, MO Nerexfe,
DOXECTERHHLIM Ma-
crepom Buwsakap-
M3HOM W3 UenbHoro
KpucTanna uiympy-
fa, Ha camom pene
CKYNbNTYPa BbICO-
T0M 75 M BuipedaHa
M3 KafenTa W fatM-
pyeTca npubniau-
TensHo 14 8.

Phra Keo (the
Emerald Buddha)
temple received its
name in connection
with the statue
mounted in it which
accordilato legend
was made by the
divine master
Vishvakarman from
a complete emerald
crystal. In actual
fact, the sculpture
which stands at

75 cm. was cut from
Jadeite and |

s dated io drca
14th century.
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byona MaHBuyan — “loBeautens Mapbl”,
MKOHOrpadra KOTOPOro OTpaXaer BaXHew-
WWA MOMEHT B XM3HW LLlakbamMyHW, ogep-
xaswero nobepny Hap Borom 4HyBCTBEHHLIX
HacnaxaeHun Mapoi.

XYOOXeCTBeHHble Tpagnumu, cchopMnpoBas-
lwmeca B “3onoton Bek” CykxoTas, AOCTUTAOT
pacuBeTa B epuoa pa3suTtoro CpefiHeBekoBbA —
anoxy AwoTtrxas (14-18 BB.), U3BECTHYIO TakXe
kak Cuam. KynbToBas CKynbnTypa 23T0r0
BpEMEHY OTIIUYaeTcad YPe3Bbl4aiHO Pa3BUTOM
ukoHorpaduen. B cBsi3n c oboxecteneHvem
MpaBsLUX MOHapXOB LUMPOKOE pacnpocTpaHe-
HWe rnonyy4aer w3obpaxeHwe byaabl COHr

bydda

conz Kpuiane.
Tausand,
Arommxasn.

XVII-XVIII ge.

Memans, aax,

Buddha song
kruang.
Thailand,
Ayutthaya.
17th -18th
cenluries.

AUMBE, Metal, lacquer,
NnoI0A0MA. casting, gilding.
B. 19,3 H. 19.3
No 473311 Ne 473311
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gesture, became the main altar
image in Thailand, and it's ico-
nography reflects the most im-
portant moment in the life of
Sakyamuni when he gained vic-
tory over Mara, the god of
sensual pleasure.

The artistic traditions which
were formed in the “Golden
Age” of Sukhothai reached
their peak in the period of the
developed Middle Ages — the
era of Ayutthaya (14th to 18th
centuries), which is also known
as Siam. Religious sculpture of
this period is notable for its
extremely developed iconogra-
phy. In connection with the
deification of the ruling mon-
archs, the image of Buddha
song kruang (wearing royal




KpblaHr (HocaWwmM Koponeeckue oaexasl). B
cnoxeHnn 3Toro obpasza pewawnwyio pofb
Cbirpano npegctaBneHve o bygae Kak o
Bnactutene MCTWHLI, KaK 0 BCENEHCKOM MO-
Hapxe yakpasaptuHe' CornacHo neredge,
Eynna obnapan marm4eckon cnocoBHOCThIO
npeobpaxaTtbca B Llaps uapen U ofHaX[bl
rnpoYen B 3TOM oBnuke Npornoeefb HeBexe-
CTBEHHOMY W 4pe3MepHO BO3rOpAMBLUEMYCH
uapio [OxambynaTtu, obpaTtuB ero Ha nyTb
NMOCTUXEHUA UCTUHHBLIX OYXOBHbLIX LIEHHOCTEMN.
VixoHorpacua "kopoHosaHHoro" byaasl npea-
nucbiBana AOMNoONHATL Bro MoHalleckoe ofen-
Hue KoponescknMK ykKpaweHnamMun, a ronosy
BEHYaTb KOPOHOW. 10 3TOMY KaHOHY BbINON-
HeHa BpoH3oBas no3onovyeHHas CKyneLnTypa
ByAabl € XKECTOM camMaTXy U3 Konnekumm my-
3eq, NaTMpyemas 3Noxon nNosgHen AwTTxau
(17—18 B8.) (un. 73). Ha rpyaw lNpocseTneH-
Horo — Bonblwoe KONbe CO CBUCAOWeEn Ao
nofca NogBeckon, Ha pykax bpacneTsl, a KO-

<
Bydda Buddha
Mansuuaii. Manvichai.
Ceaeprnii Northern
Taunand. Thailand.
XIX a. 19th century.
Memaaa, nax, Metal, lacquer,
AUMBE, casting.
B. 62 H. 62
N 1 704-IT Ne 1704-IT
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clothes) became widespread. In
the formation of this type of
sculpture, the representation
of Buddha as the sovereign of
Truth and as the universal
monarch cakravartin' played
an important role. According to
legend, Buddha possessed the
magical ability to transform
himself into the King of kings
and once read a sermon in this
appearance to the ignorant and
extremely vain king Jambupati,
turning him to the way of
comprehension of true spiritu-
ality. The iconography of the
“crowned” Buddha required the
addition of royal adornments
to his monastic attire and the
placement of a crown on his
head. The museum holds a
bronze gilded statue of Bud-
dha, which was made accord-
ing to this canon, with the ges-
ture samadhi (Pl. 73). This
piece dates back to the era of
the late Ayutthaya (17th to
18th centuries). The Enlight-
ened is wearing a large neck-
lace on his chest with a large
ornament hanging from it.
There are also bracelets on his
arms and a crown that looks
typical of this time, which is a

Hexycemao

TAMNAHOA

: —
YakpasaptiH
(camckpur —
“BpaLL@ioLLmA
koneco”, "BOIHMYMA
KOMECHUUL™) = TH-
TYN COBEPLIEHHOTO
npasuTenA, enage-
olLero sonwebHomn
[paroueHHoi YaK-
pon. bynay Tacke
Ha3bIBAIOT YaKpa-
sapTuHom, ubo
CYWMTEETCH, YTO BO
spema ceoen lep-
BOW NPONCEEOM OH
npueen B ABuMxe-
Hue “Koneco
Ixapms" (koneco
3akoHa, Yuerwna).

Cakravartin
(Sanskrit = “turning
wheel", "chariot
driver”) is the title
of the ideal ruler
possessing magical,
precious cakra.
Buddha is also
called cakravartin,
as it is considered
that during his first
sermon he set in
motion the "wheel
of Dharma” (the
wheel of the Law,
Teaching).
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pOHa MMeeT BUA TUNMUYHOW ANA 3TOro Bpeme-
HW Anafembl € KOHWUYECKMM HaBepLuvem.
OganbHbin Nnbepectan obpamneH AByMs pAagaMm
KPYMHBIX NOTOCOBLIX NEMNecTkoB, YTO TakXe Xa-
pakTepHo ANg alTTXalckon NNacTuku.

Havbonee 3akoH4YeHHOE BbipaxeHue o06-
pas bynlbl COHr KpblaHr nony4aer B MCKYyC-
cTBe baHrkokckoro nepuopa (koHeu 18 — Ha-
yano 20 B.). B cOOTBETCTBUK C ICTETHUYECKM-
Mun TpeboBaHMAMYU HOBOro BpeMeHW mMacrepa
HauymHatoT yaenate ocoboe BHUMaHME [eKko-
patTMBHOMY odopMNeHuio cTaTyin. MNeegecra-
Nbl NpeBpaLlaloTca B MbilUHbIE KOPONEBCKUe
TPOHbI, yKpaleHHble, Kak W oaexna bypnbl,
CNOXHbIM penbedHbIM AeKOPoM W BCTaBKamMu
13 3epkanbHoOro crekna. KopoHa CTaHoBWUTCA
BLICOKOM, MHOTOAPYCHOW, C XapakTepHbIMK
AeKopaTuBHbLIMKW AeTanaMu B B1AE KPbifbllek
3a ywamu. Konbe Teneps ABNAETCA YacCTbio
BonbWworo HarpyaHoro ykpaweHus ¢ boraTton
nepesA3bio, NepekpeLiBaoLLercs Ha rpyan
U cnuHe. Cratyu Lenukom nokpsiBatoTcs bne-
CTAWWUM YepHbIM NakoMm W CycanbHbiM 30N0-
ToM. [laxe korpa bynna vsobpaxaertcs He B
koposieBckom 0bnwrke, ero moHalleckoe ofe-
AHWE nofy4aeT opHamMeHTanbHylo pazpabor-
Ky, Kak BMAHO Ha O0AHOW W3 My3eUHbIX
ckynentyp (un. 75). Mnaw bynasl, cnosHo
6oratbiM WKUTEEM, AEKOPUPOBAH PENbemHbIM
3pesfyaTelM y3opom. Kpas nnawa, HUXHAA
I0bKa 1 cBepHyTan B y3Kylo Nonocy Hakuaka
OTAEeNaHbl KaWMOWM C LIBETOYHBIMY PO3ETKAMM.
Pykun crofuiero Y4utens croxeHbl B XecTe
ymbaTt — “mepxaumm yawy"”. NMo-snarmomy,
Ha NajfloHn CTaBUIICA CbeMHbI Cocyn B BUAE
TPaANLMOHHOM MoHalWeckon Yaww ana cbopa
nopaaxsum,

diadem with a conical top. An
oval pedestal is framed by two
rows of large lotus petals that
is also characteristic of Ayut-
thaya sculptures.

The song kruang type of
Buddha received the most re-
fined form in the art of
Bangkok (late 18th to early
20th centuries). In accordance
with the aesthetic requirements
of this new era, masters began
to pay special attention to the
decorative mounting of the
statue, Pedestals changed to
magnificent royal thrones
adorned, like Buddha's clothes,
with complex relief decorations
and mirror glass inlays. The
crown became high and multi-
tiered with characteristic deco-
rative details in the form of
wings behind the ears. The
necklace became part of a
large chest adornment with a
rich belt crossing the chest and
back. Statues were completely
covered with shiny black lac-
quer and gold leaf. Even when
Buddha is not portrayed in a
royal appearance, his monastic
attire nonetheless received or-
namental work, as is visible on
one of the museum’s sculp-
tures (Pl. 75). The attire of
Buddha, like rich embroidery, is
decorated in star-like relief de-
signs. The hem of the robe, the
under skirt and the shawl,
turned up into a narrow strip,
are adorned by the band with
floral rosettes. The arms of the
standing Teacher are laid in the
gesture umbat - “holding a
cup”. By all accounts, a detach-
able vessel in the form of a
traditional monastic bow! for
alms was placed in his palm.

Masters of the Bangkok pe-
riod, striving to generalise all
the accumulated artistic experi-
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MacTepa BaHrkokckoro nepuofpa, crpe-
MAck 0B0BWUTE BECh HAKOMMNEHHbIWM XyLoXe-
CTBEHHbIM ONbIT, NPOSBAANN NOBbILWEHHbIA MH-
Tepec K bypnuinckon nkoHorpadbum. Misect-
HO, Hanpumep, 4TO Koponb Pama Il (1824~
1851) npukasan otnuTtb 34 dUrypbl, UNNOCT-
pupylowme cobbitina n3 xusnun bynael Wakes-
MyHU. B Lenom B Tamckon MKOHOrpapu4eckou
cucTeme HacyuTbiBaeTcs bonee 50 pasnuyHbIX
coYeTaHuin MyAp M acaH W NPUCYTCTRYIOT BCe
OCHOBHbIE TUMbl CUAALLEro, CTOALLEro U nexa-
wero byaasl. Kpome Tora, Tanckum Macrepam
NpEUHanNexuT 3acnyra co3faHus 8 KpPYriou
nnactmke obpasa wayuwero Yvurens, cratyu
KOTOPOro BrepBble NOABUNNCL B CyKXxoTamc-
KoM mnckycctee. [AnA BaHrkokCKon LWKOMbl Xa-
pakTepPHO W3roToBNeHWe MHOTOMUrypHbIX
KOMMO3MUWKW, B KOTOpbIX byana okpyxaetcs
BTOPOCTENEeHHbIMW MepcoHaxamn. B mysee
XPaHUTCA npekpacHblil obpa3el, ckynbATYpb
Bynasl co cnoHoM u obesssaHom (un. 76), 3a-
ne4atneswen anvsopn npebbiBaHuna MNpocser-
neHHoro B necy lNapunenska, roe eMy npu-
CnyXxuBanu 3Tu 3Bepu. bynaa cuanT Ha cKa-
MACTOM BO3BbILEHWM B No3e npanambaHaca-
Ha (C onyLWeHHbIMK HOraMm), NONOXMB PYKU
Ha koneHw. CNOH NpoTArMBaeT emMy cocyn c
Bogow, a obesbfAHa — meposble coThl. Kak
paccka3sbiBaeT nereHga, obesefiHa Beina Tak
TPOHYTa Tem, 4170 byana npuHan ee nogHowe-
HWe, YTO noTepsana oT pajocTu ronoBy, ynana
W pasbunaces. CNoH Xe ymep OT TOCKK, KOrna
MpoceeTneHHbIM NOKUHYN Nec. Ho cpa3y noc-
fle CMepTu OHK BO3poAUNUCL DBoxecTBamu Ha
Hebecax. OBpa3sbl 3TUX XUBOTHbIX CTanu CUM-
BOIOM MOMTUTENbHOro OTHOWeHus u Bessa-
BETHOW npefaHHocTh Y4ntenio.

ence, displayed a heightened in-
terest in Buddhist iconography.
It is known, for example, that
king Rama Il (1824-1851) or-
dered the casting of 34 figures
illustrating the events of Bud-
dha’s life. In total, more than 50
different combinations of mu-
dras and asanas are included in
the Thai iconographic system,
and all the main types of the
sitting, standing and reclining
Buddha exist. Furthermore, Thai
masters deserve credit for the
creation of a walking image of
the Teacher in sculpture and
these statues appeared for the
first time in Sukhothai culture.
The preparation of multi-fig-
ured compositions is character-
istic in the Bangkok school, in
which Buddha is surrounded by
secondary characters. The mu-
seum holds a wonderful exam-
ple of a sculpture of Buddha
with an elephant and monkey
(Pl. 76) portraying the episode
of the Enlightened'’s stay in the
Parileyyaka forest where he was
attended by these animals. Bud-
dha sits on a stone mound in
the pose pralambanasana
(with feet on the floor) placing
his hands on his knees. The ele-
phant extends a vessel contain-
ing water to him and the mon-
key offers honeycomb. As the
legend goes, the monkey was so
touched by the fact that Bud-
dha accepted its gift that it lost
its head with joy and fell to the
ground and broke apart. The
elephant died from anguish af-
ter the Enlightened left the for-
est. However, they were rein-
carnated immediately after
death as celestial beings in the
heavens. Images of these ani-
mals became a symbol of the
respectful attitude and selfless
devotion to the Teacher,
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Xpamosoe nanno | Temple panel
npatom. phra bot.
Tawnand. Thailand.
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nososuna XIX 6. | of 19th century.
X/6 mxanns, Cotton, glue
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Kpaco4Hbid mup Byoguckux npeaadui n
nereHp Hawen oTpaxeHue B XWUBOMWUCK baHr-
KOKa, 3HaMeHyollen BepuurHy pasButvA
CPeOHeBeKOBOM XMBOMUCHOW Tpaauumu, oc-
HOBbI KOTOPOW OblNW 3an0XeHbl B MCKYCCTBE
14—16 BB. MOHYMEHTa/lbHbIE HAaCTEHHbIE pOC-
NUCK, MUHUATIOPLI PYKOMUCEN U KapTUHbl Ha
TKaHW CO3[asanncb No cloxeTam TpaguunoH-
HOW KocMmorpagwuu, xutva byaabl, Axartak,
3noca “Pamakuan” (Taickon “PamasHsl”).
Cpeau pasnuuHbiX BUAOB XUBOMWUCK BaXHOe
MecTo 3aHumaeT cBoeobpa3lHas MKOHa npa-
6or, yTo BykBansHO o3Havaer "“bynna ana
Xxpama”. BO3HUKHOBEHMWE Takux KylbTOBbIX
npou3sefeHnn cBA3aHo C obbi4aem LapuTsb
MoHacTbipam n3obpaxeuns byan, B TOM Hmc-
ne BbiNONHEHHbIE Ha xoncTe 1 Bymare.

Benukonenxoe npepcraenexdve ob oco-
feHHocTAx Tanckoro npa6GoTa faet mysen-
Hafa kapTuHa "byama B OKPYyXeHWU y4eHu-
Kos", matupyemas nepsoi nonosnHon 19 B.
(un. 77). MoHyMeHTanLHoe NOofIoTHO Hanuca-
HO Ha MNOTHOW xnon4atobymaxxHoOM TKaHW
MWHEPaNbHBIMW Y PacTUTENbHbBIMK Kpackamu
Ha KNneeBOW ocHoBe. Ero KOMNoO3nUKMA HYETKO
NenuTca Ha nBe 4actu. LleHTpanbHoe MecTo 8
BepxHel NonosMHE NaHHO 3aHnMaeT DofbLlas
tdurypa byanbl, CTOAWEro B apo4Hon Huwe,
MnameHelWNWn abpuc cTpenb4aTon apky no-
BTOPAETCA B O4EPTAHUAX MHOrOAPYCHbLIX 30-
NOTHCTO-KPACHbIX 30HTOB, CURIOWMX HA TEM-
HO-CUHeM, CnoBHO "kocmuyeckom”, doHe. (1o
cTopoHam oT byansbl, cnerka CKNOHWBLUWCL B
NOYTUTENbHbLIX N033aX, CTOAT €ro rnaBHbie y4e-
HuKKM — Capunytra u MorranaHa. Ux xentoe
MOHalleckoe ofefHue YKpaweHo 30N10TbiMU
pO3eTKaMM, KOTOpble MepeknnKaiTca ¢ 30710-

The striking world of Bud-
dhist legends found reflection in
the painting of the Bangkok pe-
riod, which signified the pinna-
cle of development of medieval
pictorial traditions, and their
foundations were laid down in
the art of the 14th to 16th cen-
turies. Monumental wall paint-
ings, miniatures of manuscripts
and pictures on fabrics were
created according to the topics
of traditional cosmography, the
life of Buddha, jatakas, and
epos “Ramakien” (“Ramayana”
in Thai). Amongst the various
types of paintings, the distinc-
tive icon phra bot (literally
meaning “Buddha for the tem-
ple”) takes an important place.
The appearance of such reli-
gious works is connected with
the custom of giving the mon-
astery images of Buddha includ-
ing works on canvas and paper.

The museum’s painting
“Buddha Surrounded by Disci-
ples” (Pl. 77) dates back to the
first half of the 19th century
and gives a wonderful represen-
tation of the special features of
Thai phra bot. The monumental
canvas is painted on a thick cot-
ton fabric with mineral and nat-
ural paints on a glue base. Its
composition is clearly divided
into two parts. A large figure of
Buddha takes central place in
the upper half of the panel,
standing in an arched recess.
The flaming outline of the
pointed arch repeats itself in the
outlines of the reddish-gold,
multi-tiered umbrellas, which
shine on the dark blue, almost
“cosmic” background. The main
disciples, Sariputta and Mog-
galana, stand on either side of
Buddha, slightly bowing in def-
erential poses. Their yellow mo-
nastic attire is decorated with
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TUCTbIMKW foTocamu, pa3bpocakHbiMKM NO na-
30peBOMYy npocTpaHcTBy oHa. CratuyHo-
CUMMETPUYHOU, MOYTM anTapHoOW KOMMO3u-
UMK BEPXHEro Apyca NPOTUBOMOCTABNEHO XKU-
BOE CUeHWYeCcKoe OeMCTBME B HUXHEW HacTu
NOMNOTHa, rOe NokKasaHo HeCKOMNbKO CLUEeH U3
XW3HW bynnabl. PasHoBpemMeHHble anu3ogsl oT-
JeneHbl ApYyr oT Apyra OeKopaTuBHLIMU 3Ur-
3aroobpasHbiMU NMNHUAMUW, OCTPLIE YIMbl KO-
Topblx ynonobnexsl ropHsiMm nukam. Cnpasa
niaobpaxeHa cueHa obpesaHus byanoun Bo-
noc. Kak rosoput nereHga, npuHu Cnpgaxap-
TXa, PelnB O0TKa3aTbCA OT CBETCKOW XM3HW,
T@WHO MOKWHYN OBOPEL BepXOoM Ha nwobu-
MOM KOHE B COMPOBOXAEHWWM BO3IHUYEro
YaHHbl, B necy oH oTpe3an me4om CBOM
ANVHHbIE BONOCKH B 3HAK nepexona B MOHa-
wecTBo W Bpocun Mx BLICOKO BBEpX. Bonochkl
nooxsaTun M yHec Ha Hebeca Gor WUHapa,
n3obpaxeHue KOTOPOro NOMeELLeHO B BepX-
HeM NpaBOM yrny 3TOW CUeHbl. BHM3Y BMAOHA
durypa nexauwero Genoro KoHa, He nepe-
KWBLIEro pPa3nykym C XO039MHOM. Pagom c
HUM 3acTbin ckopbsawmn YaHHa.

Opyrown 3nvW304 WUNNOCTPUPYET UCTOPUIO
NoAHOWeHMA AapoB AYXY Aepesa MONOAOW
nesywkon Cyaxaton (un. 78). OHa npuroTo-
Buna ocoboe bBniopgo M3 puca Ha Monoke,
B3ATOM OT ThiCcA4YM KopoB. [punHAB 3a Ayxa
cupsawero nog nepesom Cuaaxaptxy, Cyaxa-
Ta noaHecna emy yrouexue Ha 3onotom Bnio-
ne. Oteepae 4yaecHown nuwm, LLakeamyHw
CNyCTUNCA K peke W onyctun Gniogo B soay,
3arafaB, 4TO ec/iM emMy cyxneHo ctate byn-
O/, TO OHO MONMNbLIBET NPOTUB Te4YeHus. Tak
M cny4unocs. Tponnbi8 HEMHOrO BBepX Mo
peke, CoCyd MJIaBHO NOrpysvaca B sogy “

gold rosettes which harmonise
with golden lotuses scattered
around the sky-blue expanse of
the background. In contrast to
the upper composition, which is
static, symmetrical and almost
altar-like, the lower part of the
picture features narrative action
where various stages of the life
of Buddha are shown. Episodes
taking place at different times
are separated from each other
by decorative zigzag lines and
their corners are similar to
mountain peaks. A scene to the
right depicts Buddha cutting off
his hair. Legend has it that
prince Siddhartha decided to
abandon secular life and secret-
ly left the palace on his favou-
rite horse accompanied by his
chariot driver Channa. He cut
off his long hair in the forest
with a sword as a sign of his
transition to monastic life and
threw it high up into the air. The
hair was caught by the god In-
dra and he took it to the heav-
ens. This image is located in the
upper right corner of this scene.
The figure of a lying white
horse, which died because of
the separation from its owner,
is visible below. Next to it is the
grief-stricken Channa.

A different episode illus-
trates the story of a young girl
Sujata who wanted to present
gifts to the spirit of a tree
(Pl. 78). She prepared special
food from rice in milk taken
from a thousand cows. Sujata
confused Siddhartha for the
spirit of the tree and gave him
food on a golden dish. After
tasting the wonderful food,
Sakyamuni went to the river
and put the dish into the water,
and he thought that if he were
fated to become Buddha, the
vessel would float against the
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okasanca B NOABOAHOM ABOPLE KOPOJH Ha=
roB, KOTOpPbIM NO 3TOMY 3HaKy onpegenun,
4TO B MUpP CKOpPO ABUTCH HOBbIA byana. [aH-
HbIi MOMEHT MCTOPWUW 3anevatneH B NeBOM
HUXHEM yrny KapTuHbl, rge 8B rnybuHe cuHux
BOZ BO3BbLIWALTCA KPaCHbIA ABOPEL C OCTPO-
BEPXWMU Kpblllamu U CUAALLMM BHYTPU Ha-
rom. fipkoe, HO rapMOHWYHOE 3By4aHue Kpa-
COK, TOHKOCTb PWCYHKa M OpHaMEeHTaNbHbiX
obpamneHnin, N3ALLECTBO NUHUA W BbINUCEH-
HOCTb MenbYamwux petanen, YCIoBHOCTh
NnepcnekTUBHbLIX NOCTPOEHMA U Nen3axKHoro
oHa, — BCE 3TO NPeKpacHo Xapakrepuayet
CTUNb TPAOULLUMOHHOW XWBONWCK TamnaHda.
OnHum u3 Hanbonee MHTEPeCHbLIX U ApeB-
HUX BWUAOB [EeKOPaTUBHO-NMPUKNAAHOro ucC-
Kycctea TamnaHAa ABNAGTCS Kepamuka. Yxons
CBOMMW KOPHAMMK B 3MNOXYy HEoNWTa, roH4ap-
HOe NpOM3BOACTBO AOCTMraeTr pacuseta B
cpefHeBeKOoBbIA nepnof. KpyrHble Kepamu-
yeckune LLeHTpbl BO3HUKNKM B 13—14 BB. Ha ce-
Bepe CTpaHbl, CaMbie U3BECTHbIE U3 HUX Ha-
xoounucs B ropofax Cykxortam n CasaHkxa-
nok. CornacHo NeTonNUCcHbLIM CBEAEHWAM, KO-
ponu CMama HeoOHOKPATHO npurnawiann Ku-
TaWcKX MacTepos ANna obyyeHWA Tanues cek-
petam pemecna. W3 Kutaq npuso3unocsb
Bonblwoe konnyecTso adHCOBOW, a no3gHee
1 thapdhopoBoi nocyabl. Bce 310 okasano on-
pefeneHHoe BNUAHWE Ha pasBUTHE Kepamuku
Taunaupa. Bmecte ¢ Tem Talckue roH4apsl
Bbipaboranu csou cobcTBeHHbIE TeXHUYecKue
W CTUNMCTUYECKNE NpUemMbl YKPaWeHUs ru-
HAHbIX U3nenui. MNoKpPbITble HEXHOW 3eneHo-
BaTo-ronyboBaTolM rnasypbio caBaHKxanokc-
Kue cenafoHbl, pacnucHeie bnioga u cocygbl
n3 Cykxoras ¢ nsobpaxeHmamu polb, cBacTu-

current. And so it happened.
After floating upstream a little,
the dish sank into the water
and ended up in the underwater
palace of the nagas’king, who
by this sign determined that a
new Buddha would soon appear
on earth. This particular mo-
ment of the story is displayed in
the lower left corner of the pic-
ture where a red palace in the
depths of blue water stood tall
with triangular roofs and the
naga king sitting inside. Fea-
tures that superbly characterise
the style of traditional Thai
painting include the bright but
harmonious mixture of paints,
the subtlety of the drawings
and the ornamental framing,
the elegance of its lines, atten-
tion to the smallest details, the
conventional character of per-
spective formations and the
landscaped backgrounds.
Ceramic work is one of the
most interesting and ancient
types of decorative art in Thai-
land. From its roots in the
Neolithic period, ceramic work
reached its peak in the Middle
Ages. Large ceramic centres ap-
peared in the north of the
country in the 13th and 14th
centuries and the most famous
of them were located in the cit-
ies of Sukhothai and Sawan-
khalok. According to written
records, the kings of Siam re-
peatedly invited Chinese mas-
ters to educate Thai people in
the secrets of this trade. A large
amount of pottery, and then
porcelain, was brought from
China. This distinctly influenced
the development of ceramics in
Thailand. At the same time,
Thai potters devised their own
technigue and stylised methods
of decorating clay works.
Sawankhalok celadon pieces,
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KW, NOoTOCa, BUXPEBOW PO3eTKM Nonb3oBannch
fonblwoi NONynspHOCTbIO Ha pbiHKax tOro-
BoctouHon A3uM. B BaHMKOKCKYW 300Xy C
NMPUCYLLEN EM TArOW K MbIWHOCTX npeanoyte-
HWe cTanu oTpasaTe hap@opoBbiM NpegmMe-
Tam. Lial.l.!,li‘ BCEro OoHW pacnuckiBannce APKA-
MW 3ManieBbIMW Kpackamu B TexHuke GeHua-
poHr (naTe uBetos). [lna ycuneHus gekopa-
TuBHOro addexra UBETOBYIO NANUTPY Hepea-
ko oborawiann 3onoTon Kpackon. Tak Bbinon-
HeHa yawa-nuana 19 B. U3 My3eMHOW Konnek-
unm (un. 79), ykpaleHHas no xentomy oHy

covered by a sort of greenish-
blue glaze and painted dishes
and vessels of Sukhothai with
images of fish, the lotus, the
swastica and whirling rosettes,
were very popular in the mar-
kets of South-East Asia. During
the Bangkok era, characterised
by a tendency to display splen-
dour, preference was given to
porcelain objects. Most often
they were decorated with bright
enamel paints in the ben-
charong (five colours) tech-
nique. In order to heighten the
decorative effect of the colour
palette, it was often enriched
with gold paint. In the muse-
um’s stores there is a 19th cen-
tury bowl made in this way
(PI. 79), and the yellow back-
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B Taunanpe cywe-
cTeYIOT ABe GopMb!
TEHEBOro Tearpa,
Havbonee ApesHan
W3 KOTOPBIX HAHT
AW ~ npejcTasne-
Hue ¢ Bonblwmmn
KOXaHsIMK aXyp-
HbIMM N3HHO, Ha
KOTOPbIX BbIpe3aHsl
UeNble CUeHsl 13
pa3birpbiBaeMon
ncrapuu, B Teatpe
HaHr TanyHr uc-
nonbL3yioTCA OT-
TlenbHbIE KYKMbi-
MapHOHETKM.

There are two
forms of shadow
theatre in Thailand.
The most ancient
of them is nang
yai which is a
performance with
large leather open-
work screens on
which complete
scenes from history
; are show;:.
eparate puppets
are used |J|J1 the
nang talung
theatre.

=
Kyxaa menesozo Shadow theatre
meampa nHawe nang talung
maayme. puppet. Clown.
Lym. Thailand.
Tawaand. Mid 20th
Cepeduna XX a. century.
Koarca, depeao, Leather, wood,
pocnucs. painting.
B. 50 H. 50
Ne 9003-1T Ne 900311

80

MenKumM pacTUTEeNbHbIM Yy30POM M3 PO30BbIX
OyTOHOB NOTOC2, 3eNeHbIX NNCTbEB U CUHKUX
TPUANCTHUKOB, 0OBEAEeHHBIX 30N0TUCTHIM
KOHTYpPOM.

B My3ee xpaHWUTCA HeCKONbKo Npouseefe-
HWUI TeaTpanbHOro Mckyccrsa Taunaxaa. 3710
KYKNbl TEHEBOrO TeaTpa HaHF TanyHr, KoTo-
PbIA MMEET MHOTO CXOXWX YepT C MHOOHe3MN-
CKMM BasiHr nypBo'. TeaTpanbHble nNpeacTas-
NEeHWUsa TakKxe NMPoOBOAUT eAUHCTBEHHbIA akTep-
KYKNoBOA, NPOU3HOCALMIA PENANUKM 38 BCEX
NepcoHaxew, a 3puTenn CMOTPAT CMeKkTaknb,
PacnonOXMBLINMCE 3a ero cnuHoW. W Takxe
3aBopaxxMBaeT Marms YepHblXx CUNYy3TOB
KyKOJ, ABUXYLWMUXES No Benomy 3kpaHy nopg
HEXHbIe 3BYKM MY3bIKansHOro conpoeoxie-
HUA. YnpaBnaemMblie yMenbiM KYK10BOAOM Ma-
PUOHETKM 4pe3Bbl4aliHO Bblpa3nUTENbHO Xec-
TukynupyoT 6narogaps CBOUM MOABMXHBIM
pykam ¢ ANUHHbIMW nanbuyamun. Kyknbl Bbipe-
3aloTcA U3 TOHKOW, Xopolwo obpabotaHHoM
KOXW W ykpalwaioTca pe3bboi, HO B oTnu4ume
OT WHOAOHEe3WMCKUX BAIHFOB OHW He CTOnb
aXypHbl U MHOTOLBETHLlI = UX LEeNUKOM MNo-
KpblBalOT 4epPHON, KOPWYHEBOW WAW TeMHO-
cuHen kpackoir. CIOXETHOM OCHOBOW CnekTak-
Nen HaHr TanyHr rnasHeiM oBpasom cnyxur
nonynsapHeln 8 Tannaspe “Pamakuan”. Teart-
pansHoe OeWCTBO 4acTo OXMBNAETCH BCTaB-
HbIMW 3NM304aMu, B3ATHIMM U3 NOBCEAHEBHOMW
XUW3HU. 3TO MOryT BeITb MCTOpPUMKM O NpocTo-
OYWHOM KpPecTbfiHWHE W NOBKOM BOpMLIKE,
JepeBeHCKOW pacnyTHULE U XaaHOM TOPros-
ue, Npofaa*HoM YMHOBHMUKE W rNynoBaToM No-
nnuenckoM. B 3abaBHbiX CUEHKax BaxHYy
pons urpaet durypa wyta (un.80). 3T1oT nep-
COHaX roBOPWUT Ha8 MECTHOM AKanekTe, oTnyc-

ground is decorated with a
small floral design from rose-
coloured lotus buds, green
leaves and blue trefoils, sur-
rounded by gold contours.
The museum holds several
works of Thai theatrical art
represented by puppets of the
shadow theatre nang talung,
which have similar characteris-
tics to the Indonesian wayang
purwo'. The theatrical perfor-
mance is also carried out by
only one lead puppeteer, utter-
ing the cues for all the charac-
ters and the audience watches
the performances positioned
behind his back. The magic of
the puppets’ black silhouettes
which move on the white
screen with the soft sounds of
musical accompaniment also
fascinates. Led by the puppe-
teer, the puppets gesticulate
with great expression due to
their movable arms with long
fingers. The puppets are cut
from thin treated leather and
painted. However, unlike the
Indonesian wayang, they are
not so intricate and colourful.
They are completely covered in
black, brown and dark-blue
paints. “Ramakien”, popular in
Thailand, serves as the main
narrative for the performance
of nang talung. The theatrical
performance is often livened
up by inserted episodes taken
from everyday life. Stories in-
clude those of an open-hearted
peasant and a cunning petty
thief, a village profligate and a
greedy trader, and a corrupt
bureaucrat with a slightly stu-
pid policeman. The figure of a
clown (Pl. 80) plays an impor-
tant role in the amusing
scenes. This character speaks in
a local dialect, telling obscene
jokes while walking in a loin-
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KaeT HenpucToMHble LWYTKW, XOANT B OAHON
HabepnpeHHon noeAske unu bes Hee, nomaxu-
Bas reHuMTanuamMn, aaxe nanbuamMm MaprvoHerT-
kv 06bI4HO NpupaeTca dannmyeckan popma.
Bbi3bIBa€T CMEX W YPOANUBLIA BHELWHNA 06-
NNK WyTa — OTBUCLUMIA XMUBOT, M3beeHHOoe
ocnuHamMu NUU0, OFPOMHBLIN HOC U NOABWX-
Has 4YenicTb, HanoMmwuHawwas cobaqbio
nacTs. BmecTe ¢ TemM kfoyHana v NoBKWE Tpio-
KUY vMmeloT BnonHe bnaropoaHyio uens — BbiC-
MEATL HEeroases v NOMOYb rMaBHbIM repoam
BbINYTaTbCA M3 TPyAHOW cuTyauun. B 3tom
WyTy NOMOraer TakXe 3HaHwe wmarvm,
KOTOPOW, Kak cHyWTaeTcs, OH BNajeeT B COBep-
weHcTBe, B MHorozHayHoMm obpase nepcoHa-
Xa OTPaXaeTcs HapoAHbIN xapakTep C npucy-
wum emy rpybosaTeiM IOMOpPOM, BEpown B
yyneca n nobeny nobpa Hag 3noM. MMeHHO
bnarogaps HenocpeaCTBEHHOM CBA3M Knaccu-
4eckoro cogepxXaHus nbec ¢ MoNbKNOPHOW
CTUXUER, TPaAULMOHHbIX 3NEMEHTOB U COBpe-
MEHHOCTM TeaTp HaHr TanyHr npoaciixaet
XWTb B KySbType TaunaHga.

cloth or without and brandish-
ing his genitalia. Even the fin-
gers of the puppet are given a
phallic form. The clown'’s ugly
appearance also rouses laugh-
ter with its podgy stomach,
pockmarked face, huge nose
and dog-like moving jaw. At
the same time, the clowning
and tricks have a completely
noble goal which is to ridicule
scoundrels and help extricate
the main heroes from a diffi-
cult situation. The clown's as-
sumed knowledge of magic
also helps him greatly. The na-
tional character is represented
in such a polysemantic person-
age, with inherent coarse hu-
mour, a belief in miracles and
victory of good over evil. Due
to the direct connection of the
plays’ classic contents with the
folklore poetry, and both tradi-
tional and contemporary ele-
ments, the nang talung the-
atre continues to exist in the
culture of Thailand.



O KOJUIEKIIUU UCKYCCTBA
IOTO-BOCTOYHOMU A3UU
B COBPAHUU MVY3EA
ABOUT THE MUSEUM’S
SOUTH-EAST ASIAN
ART COLLECTION

Konnekuws I0ro-BocTtouHoM Asmnm ofiHa M3 cambix MO-
noabix B cobpaHnn mysen. Ee akTuBHoe (popMupoBa-
HWe Hadanock Toneko 8 70—80-e rr. 20 8. o 37010
BPeMeHW MOCTYMNEeHUA IKCNOHATOB BLIW CNy4anHbiMu
W HecucTematmyeckimmn, OCHOBHBIMM UCTOYHUMKAMY
NononHeHWs KONnekuM aBNAIOTCA Nepena4u npouise-
AEHWA BOCTOYHOrO WMCKYCCTBA M3 APYTMX MY3EEB W
KYNbTYPHbBIX Y4pexaeHuni, Aapsl pasnuyHelx rocygap-
CTBEHHbIX 11 OBLIECTBEHHbBIX OpPraHu3aLinm, a TakxKe 4a-
CTHBIX KOnnekyMoHepoB. bonbluylo pone B npuobpere-
HWW NPeOMEeTOB MCKYCCTBa urpaet My3eiHan 3akynoy-
Has KomMuccua.

B konnekumun Oro-BocToqHoM A3um, HACHUTLIBAIO-
wew bonee 3000 3kcnoHaTos, Hambonee NonHoO npea-
CTaBIeHO WCKYCCTBO BoeTHama, MHAoHe3nM, MbAHMBIL,
KamBogxkn, Naoca, TaunaHga, Kpome Taro, 8 Hei npu-
CYTCTBYIOT OTAENbHbIE NpeamMeThl M3 Mananauu n Oke-
aHun. Bo BbeTHaMCKMIA pasfen sxoawt okono 1200
NPoW3BEASHIAA, MOCTYMUBLUMX rnasHbiM obpaiom c
XYAOXECTBeHHbIX BbICTABOK M3 BbeTHama, SKCOHUPO-
BaBlumxcA B Mockge. boabliy nomolle B GopMmpo-
BaHWW Konnekumm okasan Mysei n3obpa3uTensHoro
uckyccTea BoetHama, Camyio LEHHYIO U 3HaYATENBHYIO
Ha(Tb KOMMEKUWK COCTABNAGT KyNbTOBaA OepeBAHHasn
nnactvka 18-19 Be. UKnoHe3uickoe cobpaHue Hacyu-
ThigaeT Gonee 750 3KCNOHATOB, NPUOBPETEHHLIX B OC-
HOBHOM Yepes My3erHyio 3akyno4vHYIo KOMWCCHIO.
Hanbonswnin nHTepec B Hem NpefcTasnaioT Konnek-
LMK XONOAHOIO OPYXMA, XYAOXECTBEHHOIO TEKCTUNA U
pesbbbl no gepesy. Paznen MbaAHMbl BKNOHaeT B cebs
okano 470 npov3seneHvi, Hambonee LEHHbIE W3 KOTO-
pbix — KynbTOBbIE NpeameTal 619 BB. — nepedaHbl mMy-
3ei0 Apxeonorvyeckym ynpaeneHmem MeaHMbl, a 3Ha-
YuTENLHasA rpyrna u3fenuy AeKopaTUBHO-MPUKNaaHO-
ro WckyccTea nodapeHa MUHWCTEPCTEBOM KynbTyphl
MbsiHMEl B 70-X TT. B KXMepCKylo KONNEKUMIO BXOOMT
Bonee 250 sewlei, ee 0coB0 UEHHbLIA pa3aen cocTas-
NIAET XYA0XeCTBeHHbIA MeTanh. Jlaocckas Konnekuws
Hac4uTbiBaeT okono 250 3kcnoHaTtos. Haubonee nonHo
B Helt MPeacTaBneH XYAOMECTBEHHbIR TEKCTUIL, NPOM3-
BENEHMA KOTOPOro Beinv noaapeHs! My3sewn MuHncTep-
CTBOM KynbTypsl Jlaoca. OcHory HebBonbLUIOR My3enHOR
Konnekunm uckycctea TamnaHaa (62 3kcnoHaTa) co-
cTasnaeT KynbToBan Oyaaninckan ckynbntypa 18—20 BB.

The South-East Asian art collection
is one of the latest of the museum
which was actively built up from the
1970-80s. Until then the receipt of
exhibits had been incidental and
non-systematic. The primary source
of additions to the collection is the
transfer of Eastern art works from
other museums and cultural institu-
tions, donations from different
governmental and public organisa-
tions, and from private collectors.
The Museum Acquisitions Commis-
sion plays a significant role in ob-
taining the waorks of art,

The South-East Asian collection
consists of more than 3000 exhib-
its, most of which are examples of
the art of Vietnam, Indonesia, My-
anmar, Cambodia, Laos, and Thai-
land. There are also other items
from Malaysia and Oceania. The
Vietnamese section accounts for
about 1200 pieces of the collection
which have arrived principally with
the artistic exhibitions of Vietnam
art displayed in Moscow, Great as-
sistance in the formation of the col-
lection has been rendered by the
Fine Arts Museum of Vietnam. The
most valuable and significant part
of the collection is made up of
wooden plastics of the 18th and
19th centuries. The Indonesian col-
lection has more than 750 pieces
obtained mainly through the Muse-
um Acquisitions Commission. ltems
of the greatest interest in this col-
lection include the cold steel, deco-
rated textiles and woodcarvings.
The Myanmaran section holds
about 470 warks, the most valuable
of which are the religious objects of
the 6th to 19th centuries, which
were given to the museum by the
Archaeological Bureau of Myanmar.
A sizeable group of decorative ap-
plied art items was donated by the
Myanmar's Ministry of Culture in
the 1970s. The Khmer collection
contains more than 250 items, of
which the especially valuable part is
the collection of metal art. The Laos
collection holds about 250 exhibits,
the greatest proportion of which
are the decorative textile works do-
nated by the Laos Ministry of Cul-
ture. The main items of the Thailand
art collection (62 exhibits) are Bud-
dhist sculptures from the 18th to
20th centuries.

O KONNEKUNA

171



JI
L

3.

4,

6.

9.

10.
1
12.
13.
14.
15.
16.

17.

18.

19.

20.

21.

22.

HTEPATYPFPA
1 T ER AT U X BE

Archaimbault Ch. Structures religieuses lao (Rites
et Mythes). Vientiane, 1973.

Back to Mandalay. Burmese Life, Past and
Present. New York, London, Paris, 1996.

Boisselier J. La peinture en Thailande.

Fribourg, 1976.

Boisselier J. La sculpture en Thailande.

Fribourg, 1974.

Boisselier J. Le Cambodge. Paris, 1966.

Boun Souk (Thao). Louang Phrabang. 600-ans
d'art bouddhigue lao. Paris, 1974.

Brown R. The Ceramics of South-East Asia. Their
dating and identification. Kuala-Lumpur, 1978.
Cadet J.M. The Ramakien. The stone rubbings of
the Tai epic (Wat Phra Jetubon). Bangkaok, 1975.
Claud J. Angkor. Cologne, 1999.

Condominas G. Notes sur le bouddhisme popu-

laire en milieu rural lao. — Bulletin des Amis du
Royaume Lao. 1973, N2 9, p. 27-120.

Coomaraswamy A.K. Elements of Buddhist
Iconography. Cambridge, 1935.

Damrong Rajanubhab (Prince). Monuments
of the Buddha in Siam. Bangkok, 1973,

Deydier H. Introduction & la connaissance
du Laos. Saigon, 1952.

Djumena N.S. Batik. Its Mystery and Meaning.
lakarta, 1990.

Dong Son Drums in Vietnam. The Vietnam Social
Science Publishing House, 1990.

Duran M. Imagerie populaire Vietnamese.
Paris, 1960.

Fraser-Lu 5. Kalagas. Burmese wall Hangings and
related Embroideries. — Arts of Asia. 1982,
vol. 12, num. 4, p. 73—82.

Gift of the Cotton Maiden, Textiles of Flores
and Solo Islands. Ed. by Roy W. Hamilton.

Los Angeles, 1994.

Giteau M. Iconographie du Cambodge
post-angkarien. Paris, 1975.

Green G. The Cambodian Weaving Tradition. —
Arts of Asia. 1997, vol. 27, num. 5, p. 78—90.
Griswold A.B, Dated Buddha images

of Northern Siam. Ascona, 1957.

Groslier G. Recherches sur les cambodgiens.
Paris, 1921.

23,

24.
25.
26.

27.

28.
29.

30.

31

32.

33.
34.

35.
| 36.

37.

38.

40.

41.

Jonge, Nico de and Dijk, Toos van. Forgotten Is-
lands of Indonesia (The Art and Culture of the
Southeast Moluccas). Singapore, 1995.

Kempers B. Ancient Indonesian Art.
Amsterdam, 1959.

Luce G.H. Old Burma, Early Pagan. Vol. I-1Il.
Amsterdam, 1970.

Lyons E. The Tosachat in Thai Painting.
Bangkok, 1971.

Mouhot H. Voyage dans les Royaumes de Siam,
de Cambodge, de Laos et autres parties centrales
de I'Indo-Chine. Paris—Hachette, 1868.

Parmentier H. L'art du Laos. 2 vols.
Paris—Hanoi, 1954.

Présence du Royaume Lao. — France-Asje.
Saigon, 1956, t. XII, Ng 118—120.

Robinson N.V. Indian Influences on Sino-Thai Ce-
ramics. — Arts of Asia. 1981, vol. 11, num. 3,
p. 76-85.

Sulaiman K.K. Carved Sword Hilts from Nias, —
Arts of Asia. 1991, vol. 21, num. 4, p. 76—84.

Tambiah. S.J. Buddhism and the spirit cults
in North-East Thailand. Cambridge, 1975.

The image of the Buddha. Paris, 1978.

Thierry. S. Cambodge. Le Betel. — Inde et Asie
Sud-Est. T. |. Paris, 1969.

Warming W. and Gaworski M. The World
of Indonesian Textiles. Tokyo, 1981.

Wells K.E. Thai Buddhism. Its rites and activities.
Bangkok, 1975.

Zago M. Rites et cérémonies
en milieu bouddhist lac.
Roma (Documenta missionalia), 1972.

Bavgunerko T.[. KyneTypa n uaeonorus
CpeaHeBeKoBLIX rocyfapcTe fAsbl. O4Yepk NCTOpUN
VIII=XV Bs. M., 1984,

Bektemuposa H.H. Byoawickas canrxa B
Hezaswmcmon Kamnysna, M., 1987,

Bep3uH 2.0. 0ro-BocTo4Han A3us
c apesHenwwx epemed ao Xl Beka. M., 1995,

loxeea H.A. [pounssegeHns Bypanckorao
nckycersa TaunaHaa B cobpaHmamn
lccypapcreerHoro My3es Boctoka. — HayvHble
cooblieHnn MOCyAapPCTEEHHONO My3eR MCKYCCTea
Hapopos Boctoka. Bein, XXII. M., 1996, c. 3=23.



42.

43.

44.

45.

46.

47.

48.

49,

50.

51.
52.

53.

54.

55.
56.

57.

58.

59,
60

61.

loxesa H.A. XynoxecTeeHHble Npon3BefeHns
Naoca e cobpadum MB. — HayyHblie coobuieHun
locypapcreeHHore myzes Boctoka, Bein. XXI.
M., 1992, c. 45-61.

[ewnaxpe O.M. Cnamckoe uckyccteo XIV=XIX
BekoB 8 cobpaHuy MoCyOapCcTBEHHOIO SpMuUTaxa.
Cankt-Nerepbypr, 1997.

I>xataku. [lepesopq, € nanu, BCTYM. €TaThA
M KommeHTapuu b.3axapeuHa. M,, 1976,

3anapoea E.B. B ctpaHe, rae teder Mpaesaaw.
M., 1980,

WMaaHosa E.B. O4epku KynsTyphl Tanues
Taunanpa. M., 1996. |

WMckyccteo BoetHama. Aetop M.E. KoxaH.
M., 1991,

WMckycctso MHaokuTas, ABTopel H.A, Toxega,
.M. CopokumHa, T.E. Lycrosa. M., 1991,

Wckyccteo MHooHeauwu,. AsTop H.M. YykuHa.
M., 1991,

KaneraapHbie obbian u obpags
lOro-BocTodHon A3znu. Foposon Lukn. M., 1993,

KopHes B. Nutepartypa Taunadga. M., 1971.

KopHes B.W. bypauam u obluectso 8 cTpaHax
KOxHO 1 IOro-BocTouHol Asun. M., 1987,

Ky3neuoea C.C. Y UCTOKOB MHAOHEINNCKOM
KynbTypbl (BaHCkan KynbTypHas Tpagmums
XVII=XX 88B.). M., 19809,

Kxmepckue mudbl 1 nereHasl. Mepesop
C KXMEpCKoro, npeaucrnoBme i KoMmeHTapui
H.O. ®owko. M., 1981,

Jlaoc. CnpasoyHuk. M., 1994.

Mapuans A. AHrkop (XyooxecTseHHble
namaTHUKK Kambopxku). M., 1963.

Mudbl W nereHabl B MCKYCCTBE CTPaH
Oro-BoctoqHon Aznm. M., 1990.

Mudbl W npefaHns BoeTHama.
Cankr-Netepbypr, 2000.

Mudbl Hapogos mupa. T. -2, M., 1980, 1982.

Mypuad W.Q. Wckyccrso MHAOoHe3uK
C ApesHennx spemer Ao koHua XV seka.
M., 1981.

Myxnuxos A.W. Opexna Haponoe BbeTHama
u Jlaoca, — CBopHuk My3es aHTpononornu

n sTHorpaduu. Opexna Hapopos 3apybexHok
Azum, T. XXXII. M., 1977, c. 80—-105.

62,

63.

64,

65
66
67.

| 68.

69.

70.

.
72

73.
74.

75.

76.

77.

78.

79.

80.

JINTEPATYPAI 173

Hryen ®u XoaHb. MckyccTBo BoetHama. Oyepku
ucropumn MaobpasurensHoro uckycerea. M., 1982,

Hukynun H.W. BeeTHamckas nuteparypa. OT
CpeaHux BeKoB K HOBOMY Bpemern, X—XIX BB.
M., 1977.

Oxeros C.C., MNpockypskosa T.C., Xoaur Jao
Kunb. Apxutektypa WHookutas. M., 1988.

Oxerora H.W. Uckyccreo Bupmbl. M., 1979,
Ocunos KO.M. Jlutepatypsl Muookutaa. J1., 1983,

Ocunog KO.M. O4epki MCTOpWK Naocckon
KNacCH4eCKor NUTepaTtypal.
Cankr-Metepbypr, 1991.

MNapHukens b.6. Beegenune B nutepaTypHyio
ucropuio HycanTtapel X=X/ ae. M., 1980.

PesyHeHkora E.B. KHurn Batakckux K peLos B
cobparuax MA3. — CbopHuk Myses
aHTpononorin u aTHorpadum. KyneTypa Hapoaos
3apybexHon Azun u OkeaHum. T. XXXIX.

M., 1984,

PesyHeHkoBa E.B. Hapoasl Mananaum n
3anagHon MHooHeswmn. M., 1980.

Peibakosa H.H, Wckycecteo KambBoaxu. M., 1977.

CeeTnsi?t ucto4HWK. CpeaHEBEKOBaR No33usa
Kutas, Kopewn, BoetHama. M., 1989,

Cenos JI.A. AHrkopckasn nmnepus. M., 1967,

CkasarHus 0 nobnecTHsIx, BNIOBNEHHBIX K
MyApbIX. AHTONOTMA KNACCUHECKON Manaickon
nposbl. M., 1982.

ConomoHnk W.H. TpaauUMoHHLIM TeaTp kykon
Bocroka. M., 1982.

Copokuta .M. PuTyansHble NNactyHbl nonunm
8 Kamboaxe (M3 cobpanua TMB). = HayuHbie
coobuienna MNocyaapcrBedHoro Myses BocToka.
Bein. XXII. M., 1996, c. 151-170.

YecHos f.B. UcTopudeckan aTHOrpadua cTpau
Minpokuras. M., 1976.

YykuHa H.M. O TpanuUMoHHEIX TKaHAX
WMHnoHesuu (6aTiky, nkaTsl, MNadrn), —
Hay4Hble cooblleHusa MocynapcTBeHHOTO My3es
WCKYCCTBa HapoaoB Boctoka. Bein. XVI.

M., 1982, c. 115-131.

lOro-BocTo4Han A3na B MUPOBOW MCTOPUN.
M., 1977,

lOro-BoctouHan Aausa: npobnembl pervoHansHom
oburocTu. M., 1977.



YKA3ATEJAD

A

acana 13, 160

AH 3bioHr-BhiOHT 32, 34, 35
AnHadpa 12,95

Anrkop bopen 114

Anrkop Bat 11, 116, 118
aHayHr 87

Ay Ko 16

Alortxas 13, 154, 156, 157,158

B

baroH 118

baH YuaHr 154

BanHom 9,17, 114

Bat bao 46

Gatvk 64, 65, 66, 67, 69, 70
BenyapoHr 167

Evma 58,62, 63

Boaxucatrea 10, 29, 93, 118, 138
Bopacnati i TaHo 83
Bopobypyp 12, 52

bpaxma 56, 135

Eyw MNxaget 139
Bxymucnapliamyapa 94, 96,120, 155

B

Bat Mxy 134

sapHr 58-64, 70, 72, 168
Beccanrapa 139

suTapka 138
Buwsakapmad 118, 155
BuwHy 93, 135

Bpurpa 154

BrheHTeaH 14, 135, 141, 143
Bhaca 137

r

ramenaH 61

lanewa 135,136,137
lapyga 57,70
rayHBayn 103

rom mMeH Hra 17

romM MeH Hrox 17
ryHyxraH 61

a

Dain Bser 20

pananr 61

DNatrabayrr 110

pary 83

[apasatn 154

nen 20, 21

nxataka 139, 140, 141, 143, 162
[xassapman 18

auHe 21, 23

Hourxo 36, 37

Howxrwon 9,16, 52, 83, 134, 152
Ixapma 30, 94,157

OxbAHa 96

n
wkat 84, 87,130, 132,173
WHapa 94,135,140, 154, 164

"
nexe 76,78

K

KaByHr 66

KauH nanmxkaHr 65, 66, 67, 69
Kana 58,72
Kambyrxanewa 11,114, 134
kapuxy 85

Kams 108

keiHapu 98, 100

Kunad 23

Kum Keiowr 30, 32, 33
KoyHBayn 98,103

Kpuc 54-59, 64, 70
KyaH-am 28

KyaH-am Toa LwoH 29
kxaHrtanabar 143, 145

kxer 137

KxuTnaima 146

kxodoH 136, 137
Kxyr Bonom 134
Kxyr Jlo 134
K31 WoH 47

n

Nax Jlodr-kyad 16
Nancawr 13, 134,139
nacapa 89,90

Jle 23,50

Ne Non 50

nuna 136,138

Nokewusapa 118
Nyaurnxabaxr 134, 136, 137
NymbuHn 106

M
Mapkanaxut 53, 60
Maus 29,106, 138
Mauswusan 156
Manpanan 26, 98
Mawxoxapu 100
Mapa 156
Martapam 52
Maxabxapara 9, 60, 62,137
maxanna 13, 25, 93
Mu Tay 35
MaorranaHa 162
mokot 120
MmoHel 17, 92,154
myapa 13, 96, 160
bUHMO 95

H

Hara 57, 124,166

Hak 138

Hadr K3o Notda 134
HaHr Tanysr 168, 170
HaT 95, 98, 104

Has 98,100

Hryen Hanr Kxvem 32
HupsaHa 10, 12, 94, 100, 101
HUTKK 70

HusK 124,128

HoK cakanuu 143

(6]
Ourmbl 143

n

MNaranx 11,12, 93, 95, 96, 98,102, 134
nagmacada 94

Mak-Y 137

naMop 57

Manoxu 64

napaeai 102

napaxr 70

MNapunenska 160
Mentano 92,93

nupaH 130,132

nonuns 122,123, 124
npabor 162, 164
MNpagxanat 106
npanambaxacana 93, 160
MpambaHan 52

npaHr 154

npay 59

MNpax TopHw 124, 125
Mpax 3icop 123

nycaka 56

nycraka 78, 83

MNxa Kso 134

Mxager 139, 140, 141, 143
nxu 135

Mxpaksy 155

neio 92, 95

P

PaBaHa 62
pafaxannnacada 93

Pama 62, 116, 160
Pamakmanx 162, 168
PamaHagecca 92

PamaaHa 9, 60, 62, 116, 162
Pramke 116

Pusxy 128,130

C

CapaHkxanok 166
camarxun 145, 157
caHrxa 23, 30,145,172
Capunytra 162

cexktn 56

Cepu Pama 62
Cuadrmxonr 134
Cuooxaprxa layrama 12
cuHra 72

Cura 62

COHr kpblanr 156, 158
CPU TYHYHT 66
Cysaprabxymw 92
Cymxara 164

Cynxana 100

CykxoTan 13,154, 155, 156, 160, 166

T

Tapatumca 138
Tan OwioHr 24
Tanam 53,54

Tam Txe 30
Tamban 66, 69,70
TamnaH 83, 84
Tao KyaH 36
TankeTtan 92
Temkac 155
TumkamnH 94, 110
TAHCUH 146
Tunuraka 9
Tonmwme 109, 110
TRYHTYM 66, 69
TYM-Tym 66
TYHITaK cemu 58
Txaurnonr 17

T*at 135,138
Txar [lyaur 14, 135
TxepaBaga 13, 95, 134
Tar 36

Toa 20, 21, 24
Tamna 9,11, 7

Yy

ymbBar 158

ypHa 13

ylwHuwa 13, 26, 96, 98, 137, 155

@
hloHr xoaur 18, 20, 46

X

Kanymar 59,62, 116, 117, 124
xay KyHr 21
¥WHaAta 13

XMHr 84, 85, 87
xvuTa 108, 110
xoynb 130

XyHr 16

y

Yakpa 135, 137, 157
yakpapaptuH 157
YaHam

YanHa 164
YaHTUHr 65

YyaHs 37 36

yeaw 154

yuuT 98, 110

1]

\larnexopa 11, 52

LWakkamyHu 10, 12,155, 156, 160, 164
Lisenarod 95

Liiseauron 95

ween4xumioy 103, 104
Wpueuaxans 11

Wpwkwetpa 9, 92

18}
oHags 104,108

A
fluron 95, 112
Awopxapanypa 114



I1 N D E X

A

asana 13, 160

Ananda 12, 95

andung 87

Angkor Borei 114

Angkor Wat 11, 116, 118
An—Zuong—vuong 32,34, 35
Au-Co 1

Ayutthaya 13, 154, 156, 157, 158

B

Bagan 11, 12, 93, 95, 96, 98,102, 134
Ban Chiang 154

Baphnom 9,17, 14

bat bao 46

batik 64, 65, 66, 67, 69, 70

Bayon 118

Beikthano 92, 93

bencharong 167
bhumisparshamudra 94, 96, 120, 155
Bima 58, 62, 63

bodhisattva 10, 29, 93, 118, 139
Boraspati ni Tana 83

Borobudur 12, 52

Boun Pha Vet 139

Brahma 56, 135

C

cakra 135, 137, 157
cakravartin 157
candi 66
canting 65

cay shong 47
Champa 9, 11,17
chanh tet 36
Channa 164
chedi 154
chinthe 99, 110
chua 21, 24

D

Dai Viet 20
dalang 61
Dattabaung 110

datu 83

Dharma 30, 94, 157

dhyana 96

dien 21

dinh 21, 23

Dong Ho 36, 37

Dong Son 9, 16, 52, 83, 134, 152
Dvaravati 154

G

gamelan 61

Ganesha 135, 136, 137
Garuda 57, 70
gaungbaung 103
gom men nga 18
gom men ngok 17
gunungan bl

H

Hanuman 59, 62, 116, 117, 124
hau cung 21

Hinayana 13

hinggi 84, 85, 87
hintha 108, 110

hel 130

Hung 16

1

ikat 84, 87, 130,132, 173
Indra 94, 135, 140, 154, 164
J

jataka 139, 140, 141, 143, 162
Jayavarman 118

K

kain panjang 65, 66, 67, 69
Kala 58, 72

Kambujadesha 11, 114, 134
karihu 85

Kateh 108

kawung 66

keinari 99, 100
khantalabat 143, 145
khet 137

khit lai ma 146

kho phon 136, 138
Khoun Bolom 134
Khoun Lo 134

Kim Khieng 30, 32, 33
Koungbaung 98, 103
kris 54-59, 64, 70
kylan 23

L

Lac-Long-quan 16
Lan Xang 13, 134,139
lasara 89, 90

Le 24,50

Le-Lai 50

lila 136, 138
Lokeshvara 118

Louang Phabang 134, 136, 138

Lumbini 106

M

Mahabharata 9, 60, 62, 137
Mahayana 13, 25, 93
Majapahit 53, 60
Mandalay 96, 98
Manohari 100
Manvichai 156
Mara 156

Mataram 52

Maya 29, 106, 138
Moggalana 162
mokot 120

Mon 17, 92, 154
mudra 13, 96, 160
My-Chau 35
Myinmo 95

N

naga 57,124, 166

nak 139

Nang Keo Lotfa 134
nang talung 168, 170
nat 95, 98, 104

naya 99,100
Nguen Dang Khiem 32
niek 124,12

nirvana 10, 12, 94, 100, 101
nitik 70

nok sakkalin 143

(o]
Ong Tu 143

p

padmasana 94

Pak-U 138

pamor 57

Panji 64

parang 70

parawai 102

Parileyyaka 160

Pha Keo 134

Pha Vet 139, 140, 141, 143
phi 135

phra bot 162, 164

Phra Keo 155

phuong hoang 18, 20, 46
pidan 130,13%

popil 122,123, 124
Pra{apati 106
ralambanasana 93, 160
rambanan 52

prang 154

prau 59

Preah Eysor 123

Preah Torni 124, 125
pusaka 56

pustaka 78, 83

Pyu 92, 895

Q
Quan-Am 28

YKAZATENL| 175

Quan-Am toa son 29

R

rajalilasana 93

Rama 62, 116, 160

Ramakien 162, 168
Ramanadessa 92

Ramayana 9, 60, 62, 116, 162
Ravana 62

Reamker 116

Riehu 128,130

s

Sakyamuni 10, 12, 155, 1586, 160, 164
samadhi 145, 157

sangha 23, 30, 145, 172

Sariputta 162

Sawankhalok 166

sekti 56

Seri Rama 62

. Shailendra 11, 52

Shri Kshetra 9, 92
Shrivijaya 11
Shwedagon 95
shweichithou 103, 104
Shwezigon 95
Siddhartha Gautama 12
singha 72

Sita 62

song kruang 156, 158
sri gunung 66
Sudhana 100

Sujata 164

Sukhothai 13, 154-156, 160, 166
Suvarnabhumi 92

-
talam 53, 54
tambal 66, 69, 70
tampan 83, 84
tam-the 31
Tao-quan 36
Tavatimsa 138

Tay Phuong 24

iejas 155

Tet 36

Thang-long 17

that 135, 139

That Louang 14, 135
Thayekhetaya 92
Theravada 13, 95, 134
Thigamin 94, 110
tinsin 148

Tipitaka 9

tomin 109, 110
truntum 66, 69
tum-tum 66
tunggak semi 58

U

umhbat 158

urna 13

ushnisha 13, 27, 96, 99, 137,155

\'

Vessantara 139
Vientiane 14, 135, 141, 143
Vishnu 93, 135
Vishvakarman 118, 155
vitarka 138

Vritra 154

Vyasa 137

w

wat

Wat Phou 134

wayang 58-64, 70, 72, 168

X
Xieng Thong 134

Y

Yangon 95,112
Yashodharapura 114
yene 76,78

yunde 104, 108



Cepua JIP N021078 ot 28.10.1996 r.

locynapcrBeHHbIi My3eif MCcKycCTRa
HaponoB Boctoxka

121019 Mocksa, Hukurckuit 6yn..n.12a

Otnegatano B THnorpadmn OAO «BHewTopruznars
127576, Mocksa, yn. Mnumckas, 7,


















