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ITPE3L]I O MynbHapa KapumoBa / Edpum PesBaH Gulnara Karimova / Efim Rezvan

PYCCKMVI ABAHTAPA V1 LIEAKA BYXAPLI

BOQOKE DHeprus KpacoTb! The Energy of Beauty

McTopua cBuaeTeNbCTBYeT: Haubosiee AMHAMMYHO PasBu-
BalOTCA T€ Ky/IbTypbl, KOTOPble rOTOBbI BNMTbIBaTh Jlyyllee
U WeApO AE/MTLCA C COCEAAMM. DTH KauyecTBa, HECOMHEHHO,
NPUCYLLY U PYCCKOM, U Y36EKCKOM Ky/bTypaM. Ha npots-
YKEHMU MHOMUX CTONETUM 30HOM MHTEHCUBHEMLLETO KYNbTYyp-
HOro B3aMMOAEMNCTBMSA 6bl1 BENMKKI LWenKoBbIM NyTb. Mpo-
XOAM/IM BeKa, MEHANUCb OuepTaHuA rpaHuy. Baaumogeiicteume
HapOAO0B NPOAOJIKANIMCH B HOBbIX hOpPMax.

MMeHHO pe3y/ibTaToM AJIMTENIbHOMO KY/IbTYPHOIO B3aMMOZeN-
CTBMA MOXKHO cuMTaTtb TOT haKT, YTo B Y36eKuncTaHe xpa-
HUTCA BTOpas nocsie Pycckoro Myses KofneKums pyccKoM
aBaHrapZiHoM XXMBOMMCH, a B My3ee aHTpOMNosornu 1 3THo-
rpadpum um. MNetpa Benukoro (KyHcTkamepe) PAH 6epexkHo
coxpaHAeTcA U u3yyaetcsa camoe 6oraTtoe B EBpone cobpaHue
TPaAMLMOHHBIX CpeAHeasnaTCK1X TKaHel. Mpu 3TOM MOXKHO
cuMTaTh [lOKa3aHHbIM (paKT BAMAHUA 06pa3oB U hopM, OTpa-
EeHHbIX B CpeiHea3nMaTCKMX MKaTax Ha 3CTETUKY PYCCKOro
aBaHrapga.

LiBeT TBOPUT MMp BeLLen, COBbITMI U ABNEHUN. M3BECTHbIE
Ha BeCb MMp TKaHW u3 LleHTpasiibHOM A3MK YacTo HasblBalT
xagmpaHeu (6yKB. «CemMuLBETHble»). LiBeToBas cMMBOIMKa
HaroMMHaeT HaM O 3HaMEHMTOM nosme Huzamu, o noasmrax
Baxpam ypa 1 cemun KpacaBuuax, o puaocopCcKmUx pasmbili-
JleHnsx cpeHeBeKoBbs. Ho «cemb LBETOB» — 3TO U TBOpYe-
CKMe MOMCKM 3aMeyaTeslbHbIX PYCCKUX XYAOXKHUKOB py6ea
XIX—XX BB: «)uBonucHaa cdopmynar», «ABUNKEHMWE LBeTa
B MpPOCTPaHCTBE»... COBPEMEHHOM M LEeNOCTHOM MUPOBOM
XYZAOXKECTBEHHOM KyJIbTypbl He 6bis10 6bl U 6e3 dunocod-
CKOM M Xy[OXKEeCTBEHHOM Tpaauumun LleHTpasbHoM A3suu,
1 6e3 06peTEHMM, TBOPHECKOrO M JyXOBHOIO OMbiTa PyCCKOro
aBaHrapga.

Tpaanumu BEKOBOrO B3aMMOAENCTBUA KY/IbTyp, B3aAMMOB/IU-
AHMA BocToKa M 3anaza ceroAHa BonJowawTcs B paboTax
BeAyLMX Y36EKCKMX MOAENbEPOB U AM3alMHEPOB, KOTOPbIX
06beMHMA TALKEHTCKUM «/JoM CTUAA>». Ham oueHb xoveTcs,
4YTO6bI MOCETUTE/IN BbICTaBKM CMOIJ/IM MOYYBCTBOBaTb BCHO
rNy6MHY M MOLLb BEKOBbIX TPaAMLUMM, «SHEPrUl0 KPacoTbl»,
KOTOpas BAOXHY/A }KM3Hb B CEPUI0 3ameyaTesIbHbIX Npou3Be-
JAEHUM KMBOMMUCU M AEKOPATUBHO-MNPUKIAAHOIO MCKYCCTBA.

CerofiHsa Mbl X0TeM 6bl cepAeYHO NobaaroAapuTb BCEX HalUMX
ZpY3en 1 Konner, 6ecKopbICTHAs M WeApas MOMOLLb KOTOPbIX
cZienana Hal COBMECTHbIM MPOEKT BO3MOXHbIM. 3Ta BbiCTaBKa —
Haw 06LWMM Npa3aHKK!

There is historic evidence: the cultures which develop the
most dynamically are the ones that are ready to absorb the
best from neighbouring cultures and share generously with
them. These qualities are undoubtedly inherent in both
Russian and Uzbek cultures. For many centuries, the Great
Silk Road was an area of very intensive cultural interaction.
Centuries passed, boundaries changed. The interaction of
peoples continued in new forms. It may be considered the
result of a lengthy cultural interaction that a collection of
Russian avant-garde painting which is second only to the
collection at the Russian Museum is stored in the Uzbek
museums, and the richest collection of traditional Central
Asian fabrics in Europe is carefully preserved and studied at
the Peter the Great Museum of Anthropology and Ethnog-
raphy (Kunstkamera) of the Russian Academy of Sciences.
Furthermore, it can be considered proven that the images
and forms reflected in Central Asian tapestries influenced
the aesthetics of Russian avant-garde.

Colour creates a world of objects, events and phenomena.
The world-famous fabrics of Central Asia are often called
haftrangi (literally “seven coloured”). The colour symbolism
reminds us of the famous poem by Nizami, about the feats of
Bahram Gur and the seven beauties, and of the philosophical
thought of the Middle Ages. But the “seven colours” are also
the creative searches of the wonderful Russian artists of the
end of the 19" and start of the 20*" century: a “pictorial
formula” and “movement of colour in space”... Modern inte-
grated international artistic culture would not exist without
the philosophical and artistic tradition of Central Asia, or
without the discoveries, creative and spiritual experience
of the Russian avant-garde.

The traditions of the interaction of cultures over many
centuries, the mutual influences of East and West, are now
embodied in the works of leading Uzbek modellers and
designers united by the Tashkent “Dom Stilya”. We would
very much like for the visitors of the exhibition to be able
to feel all the profundity and power of traditions which are
centuries old, “the energy of beauty” which inspired a series
of remarkable paintings, arts, and crafts.

Today we would like to cordially thank all our friends and
colleagues whose selfless and generous help has made our
joint project possible. This exhibition is our common cel-
ebration!

MpuBetcTBua / Greetings



Yuri Chistov

Our Treasures
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BOZOKE

tOpwuii Yuctos

Mpeanaraemaa BalweMy BHMMaHMIO BbICTa-
BKa — 3TO paccKa3 O B3aMMOZEMCTBUM KybTyp,
a 3HauMT, Npexzae Bcero, 06 06LeHUM Noaen.
Xopowo WM3BECTHO, 4TO Jare COGCTBEHHbIM
06pas, KOTOpblA XpaHMTCA B Hallem CO3HaHWM,
CyLIeCcTBeHHbIM 06pa3oM OT/IMYaeTCA OT Toro,
4YTO Mbl BMAWM B 3epKasie Nno yTpam, M Tem
6onee, OT TOro, KakKMMW Hac BMAAT OKpYya-
owme, B maccoBom cosHaHmu kutenen Poccum
cerogHa cyujectsyeT obpa3 CpegHent Asum cos-
JaHHbIM XYAOXKHMKOM Bacunmem BepelyaryHbim
(«ABepu Tumypa»), nucatenem Jleonngom Cono-
BbeBbIM («Xoaxa HacpeaamH») u cosgatenamu
KynbTOBOro punbma «benoe conHue nycToiHU»,
hunbma, KoTopbIM 06A3aTENIbHO CMOTPAT POC-
CUIMCKME KOCMOHaBTbl nepej CTapTom. 310 —
Ha NOBEPXHOCTU. Mexay Tem, KynbTypy Poccum
M Y36eKkucTaHa CBA3bIBAIOT ThICAYM WU TbICAYM
HuUTer. OAHa U3 TakuMX HUTeM — aHTacTUYECKH
MHTEpecHan B3aMMOCBA3b POPM M 06Pa30B KMBO-
MMCK PYCCKOro aBaHrapAa M 3CTETUYECKMX NPUH-
LMnoB, fiexallumMx B OCHOBE 06pa3HOro M LBeTo-
BOrO peLleHus TPaJULMOHHBIX CpefjHea3naTCKmnx
TKaHen (ukamos). Co3aaTeniu BbICTaBKM, NeTep-
BGYyprckue M y36eKCKUe yyYeHble U XYLOMKHUKM,
yBUAEM B 3TOM YAMBUTENIbHOM B3aMMOCBA3M
BO3MOYKHOCTb MPOHUKHYTb B F/Ty61HY Ha NEPBbIN
B3rN15/, MaJI006bACHUMbIX NPOLECCOB KYJIbTYp-
HOro B3aMMOZEMCTBMSA M paccKasaTb MMUPY O TeX
COKPOBMLLAX, KOTOPblE OHW XPaHAT, M3yyaloT
M co34altoT.

Halun cokpoBuLLa

Boneto uctopuueckux cyae6 MAS PAH, HacneaHuK nepBoro
POCCHIMCKOro rocyJapCTBEHHOr0 My3esi, 3HaMeHMTON MeTpo.-
ckor KyHCTKamepbl, oKasasics XpaHuTenem 6oratemiero
cobpaHua cpefiHea3naTCKUX TKaHeM, co6paHua HanpAMYio
CBSI3aHHOMO C UCTOPUEN NMOIMTUYECKMX U AMUMIOMATUHECKMUX
oTHoLweHui LleHTpanbHoi Asum 1 Poccuu. Mo cBoeMy 06bemy
M 3HAYEHMIO 3TO COBpaHUe ABAETCA OAHUM U3 BarHEMLIMX
He TosbKO B Poccmu, HO M B Mupe. Konnekumsa coaeput
06pasubl TEKCTUA, KOMMIEKCHI NPa3gHUYHOM U 6YAHUYHOM
OfEXAbl M YKpaLIeHMH. BaxHeMIWyo YacTb cobpaHua CoCTaB-
AT NapagHble NOAHOWEHUA PYCCKMM LApAM OT ByXapCKMX
3MMPOB U XMBUHCKMX XaHOB: TOJIbKO 3HAMEHWUTasA KoJleKumsa
6apxaTHbIX U LIEJIKOBbIX UKAMOB COAEPXKMUT CBbILLE MOJYTbl-
CAYM 06pasLoB. ITU KOUIEKLMM NPEeACTaBNAT GeCLEHHbIN
martepuan Ana CpaBHUTENIbHOTO M3yYeHUA TPaAMLMOHHOMO
KocTioma CpefHel A3uu 1 cerofHs OTKpbITbl AN cneuyanm-
CTOB BCEro Mupa.

Hepeako uesble ropoga BocToka cneupanusvMpoBanmcb
Ha BblpaboTKe TKaHEeM onpeAesieHHbIX COPTOB M PacLBETOK.
Bapxartbl, Le/KOBbIE, MOYLWEKOBbIE, TOHYAMILME JIbHAHbIE
U XJIOMKOBbIE TKaHW HEC/IM Ha cebe NPUXOT/IMBbIE OPHAMEHTbI,
UCTOPMA KOTOPbIX yX0AMAa Bray6b BeKOB. TKaHM CMOCOGHDI
pacckasatb 0 BEeJIMKMX NepeceneHnsax HapoZoB, UX O6LEHNM,
unocodumu, TpaaMLMAX, ICTETUYECKUX aeanax. OHU HecyT
3HaKM M CMMBOJIbI ThicAYENEeTHEN MyapocTy. MNeTepbyprckue
yyeHble roToBbl paccKasaTb MOCETUTENAM BbICTABKM YAM-
BUTEJ/IbHbIE UCTOPUM O «TOBOPSALUMX TKAHAX>, OPHAMEHTbI,
KOMMO3MLMA M LIBETOBasA ramma KOTOpbIX AOHEC/IM [0 Hac
rAy6uHy ApeBHEM MyAPOCTH, MbIJIKOCTb YYBCTB M M3bICKaH-
HOCTb Ky/IbTYPHOM TPaAMLMK, K COXKANEHMIO, MasIO MOHATHOM
€BponenLy Ui amepuKaHLy. 3To 0CO6eHHO BaXXHO CEroAHs,
Korza npeAnpuH1MAIOTCA Lie/IeHanpaB/ieHHbIE MOMbITKU CHU-
BE/IMpOBaTb UMBU/IM3aLMOHHOE MHOroo6pasue, 3aMeHUB ero
06LUMM ANA BCEX NCEBAOKY/IbTYPHBIM CYppPOraToM.

B My3ee xpaHMTCA M LEHHeMIee cobpaHMe MCTOPUYECKMX
doTorpacmi, 3THOrpapUUECKMX PUCYHKOB, CBA3AHHbIX
co CpeaHelt Asuelt 1 UCTOpPUEN U3YyYEHUS ee Ky/bTypbl. 34ech
cobpaHbl 6oraTble NpeAMeTHble KOINEKLMM, CNOCO6HbIe pac-
CKa3aTb HaCTOMYMBOMY MCC/IE0BATE/II0 MHOXKECTBO YAMBU-
TeJIbHbIX UCTOPUM. Jlyuyllee M3 HalMX KOMJIEKLMI BOLLIO
B Mpej/iaraemyto BallemMy BHUMaHMIO BbICTaBKY.

Hawm y36eKkckme konneru u apysba npusesnu B MNetepbypr
He TOJIbKO 3aMeuvaTesibHble, U 0 CEero AHA Masio M3BECTHblE
LUIMPOKOMY KpYry Npou3BeZieHMsA TaKuX BblJaloWMXCS npej-
CTaBWTe/IeN PYCCKOro aBaHrapa Kak flBneHckui, CteH6epr,
KnioH, CrenaHoBa, PoauveHKo, JKCTep, HO U AONOAHWMAM
BbICTABKY MPeKpPaCcHbIMU 06pa3LaMu TPAAULMOHHOM ofexAbl
U 10BE/IMPHOIO MCKYCCTBA, 3aMedaTe/IbHbIMKU AM3aMHEPCKMMMU
pa3paboTKamm COBPEMEHHbIX TalKEHTCKMX MOJE/IbepOB.

The present exhibition portrays relations between cultures, so
first of all it concerns relations between people. It is widely
known that even our own idea of ourselves differs from the
image we see in the mirror, not to mention the way other
people see us. The popular concept of Central Asia shared
by most Russian people was created by Vasiliy Vereshchagin
(“The Doors of Timur”), Leonid Solovyov (“Khoja Nasreddin”)
and the authors of the Russian film “The White Sun of the
Desert”, that is traditionally watched by all Russian cosmo-
nauts before take off. But this is only the surface layer. At
the same time, Russia and Uzbekistan are connected by thou-
sands of ties. One of the ties lies in the highly interesting
correlation of forms and images used in Russian avant-garde
painting with the aesthetic principles underlying the graphic
and colour design of Central Asian textiles (ikats). Creating
the exhibition, St. Petersburg and Uzbek scholars, designers
and art historians saw this remarkable connection as a way
towards understanding the deep and complicated processes
of cultural relations and decided to show the treasures they
preserve, study and create to the general public.

It is historically conditioned that MAE RAS, the heir of the
first Russian state museum — Peter the Great’s famous Kun-
stkamera — possesses one of the wealthiest collection of
Central Asian textiles connected with the history of political
and diplomatic relations between Central Asia and Russia.
Considering its size and importance, it is one of the most
significant collections not only in Russia, but in the entire
world. The collection includes textile samples, festive and
everyday clothes and jewellery. The most important part of
the collection comprises ceremonial gifts to Russian tsars
from Bukhara emirs and Khiwa khans. The famous collection
of velvet and silk ikats alone numbers over 500 samples.
These collections provide priceless material for a compara-
tive study of Central Asia traditional costumes, and they
are now open for research from all countries.

Often entire cities of the East specialised in making fabrics
of certain sorts and colours. Velvet, silk, semi-silk cloths,
finest flax and cotton textiles had whimsical patterns on
them with plots dating back to remote ages. Fabrics are
able to tell of great migrations of peoples, nations’ con-
tacts, philosophy, traditions and aesthetic ideals. They con-
tain signs and symbols of millennial wisdom. St. Petersburg
specialists will tell the visitors wonderful stories about the
“talking textiles”; the ornamentation, composition and
colour spectrum of these cloths have preserved the depth of
old wisdom and ardour of feelings to our times, an energy of
beauty and refinement of cultural tradition which is, regret-
fully, almost incomprehensible for a European or American.
It is especially important today when we face deliberate
attempts to level the national diversity of our civilisation,
replacing it with a common pseudo-cultural surrogate.

Our museum also possesses a valuable collection of his-
torical photos and ethnographic pictures associated with
Central Asia and its cultural history. We also obtain exten-
sive collections of artefacts that can tell marvellous sto-
ries to an inquisitive researcher. The best items from our
collections are shown at the present exhibition.

Our Uzbek colleagues and friends have not only brought
to St. Petersburg outstanding and as yet little-known
works by such famous Russian avant-garde artists as
Yavlensky, Stenberg, Klyun, Stepanova, Rodchenko and
Exter, but have also enriched the exhibition with admi-
rable examples of traditional costume and jewellery, as
well as beautiful new dresses created by modern Tashkent
designers.

Today | would like to give my special thanks to the
Chairman of the Board of Directors of the “Forum of
Culture and Art of Uzbekistan” Foundation Gulnara Kari-
mova, whose energy and open mind was indispensable for
organising the exhibition. Gulnara Karimova is the creator
of the exclusive jewellery brand “Guli” and a number
of garments and accessories collections. While training
in another field, Gulnara completed a design course at
the well-known New York institute “FIT”, and since then
design has become an integral part of her life.

Sherzod Atabaev is a talented young designer.
A prize-winner of numerous national and international
festivals, he has been awarded the governmental order
“Shuhrat” for his contribution to the development of
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A1 xoTen 66l 0C06eHHO N061aroAapuTh 3a yvacTie B 3TOM Npo-
ekTe lNpepcenarens Moneuntenbckoro coseta PoHaa «dDopym
KyJIbTYpbl M UCKyCCTBa Y36ekuctaHa» r-xy ynbHapy Kapu-
MOBY, Ybsl SHEPIUS U LUMPOKMIM B3r/S4 HA MUP BO MHOTOM
cAienanu 3Ty BbICTaBKY BO3MOXHOM. ['ynbHapa Kapumosa,
KpOMe TOro, coszareslb 3KCK/II03UBHOMO 0BE/IMPHOr0 6peHaa
“Guli” 1 paga Konnekumn ogexapl M akceccyapos. Mmes
OCHOBHO€e 06pa3oBaHu1e No Apyrom crneumanbHocTH, MNyabHapa
OKOHYM/IA KYPC AM3aiHa B LUIMPOKO M3BECTHOM HbtO-MOPKCKOM
MHCcTUTYTEe “FIT”.

Lep3oa ATabaeB — MONIOA0M TaNaHTMBbIN AU3aMHEpP, AMMIO-
MaHT pas/IMyHbIX PeCny6/IMKAHCKMX M MEXAYHAPOAHBIX hecTy-
BaJiel, HarpaxAeH rocyaapCcTBeHHbIM opaeHoM «Llyxpar»
3a BK/1aJ B pa3sBMTME Ky/IbTypbl Y36eKucTaHa. MpekpacHbie
MOAENM 0fEXKAbl, CO3aHHbIE BEAYLLMMMU MOAE/IbEPAM COBpE-
MEHHOro Y36eKucTaHa — 3TO 3puMas MEpPEK/IMYKa BEKOB
M Tpagmumii, 06pasoB M pUTMOB.

NyGOKMM 3HaHMAM M NPEKPaCcHOMY BKYCY M3BECTHOr0O UCKYC-
CTBOBEZA U Ky/IbTyposiora JJ/ibMUPbl AXMe0BOM Mbl 065-
3aHbl 3aMeyaTe/lbHbIM NMoA60POM KapTUH M3 TalUKEHTCKMX
My3eeB. Mbl MCKpeHHe 6narofapum 3a COTPYAHWMYECTBO
anpekTtopa 'ocyaapcTBeHHOro Myses UCKyccTB Pecny6Mku
Y36eknctaH K. A. AXXMMeTOBa, rnaBHOro xpaHutens Myses
M. M. YcMaHoBa, 3aMeCTMTENb AMPEKTOPA MO Hay4YHOM paboTte
C. r. MaHacsH, auvpeKktopa WMHCTUTYyTa BOCTOKOBeAEHMA
M. BupyHu AH Y36eknctaHa b. A. A6ayxanumosa.

Y MCTOKOB Hallero COBMECTHOro NpoekTa CToA/1a KpacuBas
M OYeHb dHepruyHas AesyllUKa, [aaH> ABaKbfAH, AUPEKTOP
TalKeHTCKoro «/JjomMa CTnAA>». MMeHHO Ha ee XpynKux niaevyax
JIeXKan TAXKENbIM rpy3 0TBETCTBEHHOCTM 3a FPOMaZHbIM 06beM
pa6oTbl, KOTOPbIM B CaMble KOPOTKME CPOKM A0J/TKHbI Bbln
BbINOJIHATL HallM y36EeKCKMe NapTHEpbI.

Mbl MCKpeHHe 6naroAapHbl HaWKWM HOBbIM ApY3bAM U3 Mapre-
NaHa — 3amevatesibHoMy Mactepy TypryH6oto ®osmnmnesuyy
Mup3aaxmegoBy, baxpomy Mup3aeBy 1 AsamxaHy A6ayn-
naeBy, NOAAM, KOTOpble GepeXHO XpPaHAT M BOCCO3AaloT
[peBHee UCKYCCTBO LUeNIKoTKayecTBa.

YacTblo BbICTaBKM ABNAETCA BUAEO3anNUCh Jeduse, nocTas-
NieHHoro BaneHTuHom FaHmb6anosom, B 70-x—80-x rr. — ogHoM
U3 ApYaMLLIMX 3Be37 3HaMeHuToro Kuposckoro 6aneta, npu-
rnaweHHoM Tya BMecTe ¢ Muxamaom bapbllwHWKOBLIM. Jlay-
peaTt paja NpecTUKHbIX 6aNeTHbIX KOHKYPCOB, obpaseLl, Kpa-
COTbl, apTUCTM3Ma M 6E3YKOPU3HEHHON 6aNeTHOM TEXHUKM
BaneHTMHa MaHMbGanoBa HblHE — U3BECTHbLIM GaneTmencTep.
Ee cyabba n TBOpyecTBO (BaneHtnHa MNaHMbanoBa poaunnach
M yumnach B TallKeHTe) camu no cebe ABAAIOT obpasel| B3au-
MOAENCTBMA HAapoaoB M KybTyp Poccun n YsbekucraHa.

lMpekpacHble BbiCTaBOYHblE BUAEODUIbMbI — paboTa MOJIOAbIX
M TanaHT/IMBbIX KMHemaTorpaductoB TaTbsaHbl M AleKcaHpa
ConoBbEBbIX.

BbicTaBKa He cocTosinack 6bl 6€3 HeyeMHOM 3Heprun Eduma
PesBaHa, pyKoBOAMTEIA BbICTAaBOYHOMO NpoeKTa. Ero ocHoBy
COCTaBWJ/IM MHOrONeTHME pa3paboTKM HayyHOro KoopAM-
HaTopa npoekTa, 3aBeaytolero Otaenom 3ITHorpacdum

HapogoB LieHTpanbHoM Asumn MAS PAH, Paxmata PaxumoBa.
B nepByio oyepep ero ctapaHUAMM CpefHeasmaTCKue TeK-
CTUNIbHbIE Koaniekuun MAS PAH He TonbKo TwaTesnbHO M3y-
Ya/ICb, HO M OblIM NpeACTaB/IeHbl Ha BbICTaBKax B TOKMO
u CaHkT-lMeTepbypre.

Moabopom 3KCMOHATOB, MHOXECTBOM 3ameydaTesibHbIX
TBOPYECKMX MAEN BbiCTaBKa o6s3aHa EneHe Liapesoi. Ee
LUMPOKKME 3HAHWMA M 6e3yNpeYHbIM BKYC M3BECTHbI CEroAHs
JaneKko 3a npejesiaMu Halel cTpaHbl. f1 xouy nobnaroga-
puTb BCcex coTpyaHukoB Otaena ITHorpacdmm Hapozos LieH-
TpanbHOM A3nn MAD PAH, KoTopble BHEC/IM 3HAUMTEIbHbIN
BK/J1aJ, B NOArOTOBKY BblCTaBKU. OCo60 cnepyeT OTMETUTb
paboTy npekpacHoro pectaspaTtopa Osibru }XMyp 1 xpaHutens
cpeaHeasmaTckmx Koanekumi MA3 Onbru MaHapuHon. Koop-
AMHUPOBaM paboTy NO TEXHUYECKOM MOATOTOBKE BbICTABKM
AHpapert MenbHuKOB U TaTbsAHa ®egoposa.

MpeKkpacHbIi 06pa3 BbICTaBKM, KaTasnor, KOTOpbIM Bbl Aep-
XWTe ceMyac B pykax — paboTa M3BECTHOro netepeéypr-
cKoro am3arHepa Cepres Jy»KHMKOBA. XyAOXKHMK-cdoTorpad
TatbaHa PefopoBa MHOro caenana Aja Toro, YTobbl U cama
BbICTaBKa M ee KaTasior 6bl/IM HacblIleHbl 06pa3amm U pUT-
Mamu coBpemeHHon LieHTpanbHoM Asun. KaTanor BbiCTaBKM
yKpacuna npekpacHas ctaTbs M3BECTHOro netepoyprcKkoro
MCKycCcTBOBeAa AHTOHa YCneHCKoro.

BbIiCTaBKa NiaHMpyeTCcs Kak 3aMeTHOE Ky/IbTypPHOE COBbITHE.
B ee pamMKax BO3MOXHO OCYLLECTBJIEHWME HE TONIbKO CTaH-
AAPTHBIX NPeCcc-KOHMEepPeHLMM, HO U TEMaTUYECKMX CEMM-
HapOoB, Ky/IbTYPHbIX M 06LECTBEHHbIX aKLMIM Pa3HOro XapaK-
Tepa. 3a 3Ty BaXKHEMNLY 06/1aCTb HECET OTBETCTBEHHOCTb
0ZJHO U3 BEAYLUMX POCCUMCKMX MHEOPMALMOHHbIX areHTCTB —
MA Poc6ant.

B opraHusaumm BbiICTaBKM NpvHMMaeT ydyacTumn Otenb Kem-
NMMHCKM Morka 22 (CaHkT-MeTepbypr), rae pasBepHyTa
BblCTaBKa paboT COBPEMEHHbIX Y36EKCKMX XYAOXKHMKOB. Mbl
MCKpPEeHHe npu3HaTtebHbl AHapeto Mcaesy 1 CeeTnaHe ben-
KMHOM 3a OTKPbITOE M TBOPYECKOE COTPYAHUYECTBO MO Npo-
eKTy.

MHMUpMaTOpOM BbICTAaBOYHOrO NpoekTa ctanm Pycckoe Asm-
atckoe 06wwecTBo U PoHA «DopyM Ky/ibTypbl M UCKYCCTBA
Y36eKkucTaHa», OpraHM3aLmm, KOTOpble 06 beAMHAIOT YYEHbIX,
KYPHa/MCTOB, MOJIMTMKOB, MNpeAcTaBUTENnel 6Gu3Heca,
roToBblIX paboTaTb pagu nocnefoBaTe/IbHOrO M NocTyna-
TeNbHOro PasBUTUA KY/IbTYPHbIX, MOJMTUHECKNUX, SKOHOMM-
YeCcKMx oTHoleHuM Poccun u YsbekncTtaHa. bes nHmumatus
l'ynbHapbl KapuMOBOM, LUMPOKMX OpraHM3aLMOHHbIX BO3-
MOXKHOCTEM M TBOpYecKoro asapta Hatanbm YepkecoBoi,
6e3 TIWaTeNbHOCTU M OPraH130BaHHOCTM Jlapmcbl ADOHWMHOM
Halla BbICTaBKa, BO3MOXHO, TaK M OCTanoChb Gbl KpacMBOM
MeYTOM.

Uzbek culture. The designer adapts his models to the
style of the modern generation, using different textures of
fabrics, contrasting colours and a mixture of styles.

Thanks to the extensive knowledge and exquisite taste of
Elmira Ahmedova we have a superior selection of paint-
ings from the State Museum of Arts of the Republic of
Uzbekistan (Tashkent). We would like to express our sincere
thanks for fruitful cooperation to K. A. Ajimetov, Director
of the Museum, to M. M. Usmanoy, its Chief Curator and
to S. G. Manasyan, deputy director of the Museum. Our
special thanks to B. A. Abdulhalimoyv, Director of the Biruni
Institute of Oriental Studies of the Uzbek Academy of Sci-
ences.

At the origin of our joint project was a beautiful and very
energetic woman, Gayane Avakian, director of the Tashkent
“Dom Stilya”. It was on her delicate shoulders that the
heavy burden of responsibility for this enormous amount
of work was laid, work which our Uzbek partners had to do
in the shortest amount of time.

We are sincerely grateful to our new friends from Mar-
ghelan — the wonderful Master Turgunboi Fozilievich Mir-
zaahmedov, Bahrom Mirzaev and Azamkhan Abdullaev,
people who carefully preserve and restore the ancient art
of silk-weaving.

The exhibition also include a video recording of a fashion
show staged in the 70—80s by Valentina Ganibalova, one of
the brightest stars of the renowned Kirov Ballet, who was
invited there along with Mikhail Baryshnikov. Prize-winner
at a number of prestigious ballet competitions, the embod-
iment of beauty, artistry and dancing skills, Valentina Gani-
balova has now become a well-known choreographer. Her
life and work themselves can serve as a excellent example
of interrelations between Russian and Uzbekistan cultures,
as Valentina Ganibalova was born in Tashkent and also
studied there.

Video records for the exhibition were prepared by
young and talented film-makers Tatiana and Alexander
Solovyov.

The exhibition would have been impossible without the
inexhaustible energy of Efim Rezvan, head of the exhibi-
tion project. The project is based on thorough research
conducted by Rahmat Rahimov, project coordinator, head
of the Department of Central Asia Ethnography of MAE RAS.
It is mostly thanks to his efforts that Central Asian textile
collections of MAE RAS were not only studied but exhibited
in Tokyo and St. Petersburg as well.

Item selection and many creative ideas were provided
by Elena Tsareva, whose extensive knowledge and dis-
criminating taste are widely recognized by researchers of
many countries. | would like to thank all the employees of
Department of Central Asia Ethnography of MAE RAS who
made a considerable contribution to organising the exhibi-
tion. We should particularly note the work of the excellent
restorer Olga Zhmur and the curator of Central Asia collec-

tions of MAE Olga Panarina. The technical preparation was
coordinated by Andrey Melnikov and Tatiana Fedorova.

The beautiful portrayal of the exhibition, the catalogue
you are reading at the moment, was created by famous
Saint-Petersburg designer Sergey Duzhnikov. Photographer
Tatiana Fedorova worked hard to adorn both the exhibi-
tion and the catalogue with the lively images and rhythms
of modern Central Asia. The exhibition catalogue is also
adorned with a wonderful article by the famous Petersburg
art critic Anton Uspensky (State Russian Museum).

The exhibition is planned as an important cultural event.
Its program may involve not only standard press confer-
ences but topical seminars, cultural and social events of
various kinds as well. These aspects of the event are sup-
ported by one of the leading Russian Information Agen-
cies — ROSBALT.

Assistance in organising the exhibition is provided by The
Kempinski Hotel Moika 22 (St. Petersburg), where an exhi-
bition of works by modern Uzbek artists is on display. We
are sincerely grateful to Andrei Isaev and Svetlana Belkina
for the open and creative cooperation on this project.

The project was initiated by the “Forum of Culture and
Art of Uzbekistan” Foundation and Russian Asiatic Society,
organizations uniting scholars, journalists, politicians and
businessmen eager to work on the consistent and progres-
sive development of cultural, political and economic rela-
tions between Russia and Uzbekistan. Without the fantastic
initiatives of Gulnara Karimova, the unrivalled managerial
abilities and great passion of Natalia Cherkesova, and the
accuracy and thoroughness of Larisa Afonina, our dream of
this exhibition might never have come true.
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Ecmm PesBaH

BocTok Bcerga maHun 1 3aBopaxkuBan esponenues. Bos-
BpalaAcb M3 MHOMOJIETHUX CTPAHCTBUM, MNyTEWeCTBEH-
HUWKM, oTnpaBasBWMecA Ha BOCTOK 3a mpsaHOCTAMM, TKa-
HSAIMM MJIW AparoueHHbIMU KaMHAMM, BCMOMMHAIN NecYaHble
6ypu, HECTEPNMMO MansLee CoNHLE U Habern KOYEBHUKOB,
HO TaK¥Xe U YAUBUTE/IbHYIO B CBOEM M3O0LPEHHOCTHM KYNbTYpPY
NoBCEAHEBHOM XM3HU. JloMa HaYMHAIMCb BOCTOPIKEHHbIE pac-
CKasbl 0 HEBEPOATHbIX 60raTCcTBax U M3bICKAHHOM POCKOLLM,
0 BOCTOYHbIX ACTBax M YEpPHOOKMX KpacaBMLax, O Mpu-
POAHOM pa3HOLBETHE M My3bIKa/IbHOM TpaauLmm, CTOb e
HeobbIYHOM AN eBponekua, Kak 1 Bce Ha BocToke. B EBpone
nepesaBanncCh IEreH bl 0 BOCTOYHOM MCKYCCTBE COCTaB/IEHUA
JII06OBHbIX aPOMATOB /11 YMaLLEeHMA BOJIOC, OAEXAbl, CNaeH.
ApomaTbl MEHAIMCb OT CE30Ha K CE30HY BC/es 3a U3MEeHe-
HUEM BRaxHocTU. lMyTelecTBEHHUKM C BOCXMILEHMEM pac-
CKasblBasiM 06 YAMBUTE/IbHbIX NapKax, rAe CTOAIN YCT/IaHHble
KOBpamMM MPaMOpHbl€ MaBWJIbOHbI, Kyp4asn (POHTaHbI,
a uBeTbl NoAGMPaNMCh U BbICAXXMBA/IMCb TAKMM 06Pa3oM,
4YTO B OAHMX MECTax TOHYAMLIME LBETOYHbIE apOMaThbl Bblan
CWU/IbHbI B YyTpEHHee, JHEBHOE, a B ApYyrMx — B BeyYepHee
M HOYHOEe BpeMs, Npu cBeTe NyHbl. MpuuyanmBbie apomartsl,
My3bIKa, N033M1A, M3bICKAHHAA KEHCKAA KpacoTa, TOHYaMmLwme
KYLIAHbS M HaMUTKK CO3JaBa/iv MAIIKO3UI0 PalCKoro caja.

Cpean camblix gparoueHHbix gapos Boctoka EBpone 6biaum
M AIpDKME TOHYaMLME TKaHM, M BOCTOYHbIE MWHMATIOPbI,
KOTOpble Japu/iM eBponeiLam OT3BYKM M apoMaTbl HEBEJO-
MOF0 MMpa, ero My3blku1, N033uM, TaHua. MpuU4ya/IMBbIE TKaHM,
roToBble 06BMTb CTaH 060JIbCTUTE/IbHbIX KpacaBuL, Kasa-
JIOCb, pPaccKasblBalT UCTOPMM 1l06BU. O JIl06BM, pasoCTHOM
U NeyasibHOM, B3aMMHOM M OTBEPrHYTOM, YacToO paccKasbiBaeT
HaM M BOCTOYHasA MMHMaTIOpa. JTO BEYHas Kak MMp Yepega
CYaCT/IMBbIX BCTPEY, PKMX MU MHOFOLIBETHBIX, M UCTOPUM HEU3-
6EXHbIX Pa3NyK, UCMOSHEHHbIX LIBETaMM OXMAAHWUSA M NeYanu.
Joweawme fo Hac obpasbl M LiBETa, UX 0COBblE MENOAMM,
PUTMbI M CO3BYYMS COXPaHWIM 06pa3 3TOM Nt06BMU.

[JlepeBsiHHOE pe3HOe OKOHUe APOGWUT COJIHEYHbIM CBeET
Ha npuuyasuBble apabeckn. B KomHaTe npoxnagHo,
HECMOTPS Ha peaKylo Jaxe 418 3TUX MEeCT Xapy Ha y/uue.
YesnloBEK C KG/IAMOM B PYKe CKIOHWUJICA HaZ YMCTbIM JIMCTOM
6yMaru. 3To M3BECTHbIM Bpay, KOTOPOro 3HAKT Noj MMEHEM
aw-LLnpasun. BoT oH MakHyn Kasiam B YepHUAA, U U3-N0J PYKU
no6eana cnpaea HasleBo GbICTpas apabcKas BA3b:

«JKCNepTbl COrIaLAloTCA, YTO C/eAylollee HYXXHO XBaiTb
B OTHOLLEHWMM JIMLIA 1 TE/IA XKEHLLMHbI: YETbIPE YEPHbIX BELUM:
BOJIOCbl, PECHULbI, GPOBU M 3paYKM; YeTbipe GesiblX BeLm:
A3blK, ry6bl, LEKU U ATOAULbI; YeTbIPe KPYr/lbiX BELM: MU0,
roJI0Ba, IOZBIXKKM U TO, YTO BbILLE UX; YETbIPe A/IMHHbIX BELLM:
wes, cTpoiHas durypa, 6poBM 1 BOJIOCHI; YETbIPE APOMATHbIX

"CM. Huxe: B. A. Mpuwenosa,

«B3rnapa co cTopoHbl:

ypoa, dxansan, 6a4a

(no cotokonnekumam MAD PAH 1870—1920 rr.)».

© E. Pe3BaH, 2006

[ nazamu npuHua

MecCTa: HOC, POT, MOAMBILWKMK U BY/IbBa; YETbIPE WMPOKMX
MecTa: BbICOKMIA 106, 60/IblUME F1a3a, NoHAA BEPXHAA YacTb
opraHa v rnagKoe muo; e AMHCTBEHHOE Y3KOe MECTO: BYJIbBa;
YeTblpe MaseHbKMX MECTA: POT, PYKM, HOTU U rpyan>.

MpeacTaBneHMe 0 KpacoTe MEHANOCh OT BEKa K BEKY U OT
CTpaHbl K cTpaHe. CoBpeMeHHOM Ton-MoAenu 6bi1o 6bl Hey-
I0THO cpeam KpacaeuL xasmdckoro gsopal. Ho cerogHs,
KaK HMKOrga paHblle, Mbl MOHMMAaeM, 4TO BCE B HalleM
JKM3HM, B TOM YMC/Ie U NPEACTaB/IEHME O }KEHCKOM KpacoTe,
XapaKTepHoe A1 Ky/bTypbl 3anaja, ABAseTcs, No CyLecTsy,
pe3ynbTaToM J/IMTE/IbHOTO B3aMMOAENCTBUSA KYbTYP U LMBU-
nm3aumi. OrpoMHbINM BKAaZ B 3TY 06LLYIO KOMM/KY BHECEH
U MYCY/IbMaHCKOM KyJ/IbTYPOM, CbirpaBlIei poJib «MOCTa»
MeXAy DNMHU3MOM M 3Moxor BospoxkaeHus.

Bblaatowmecs o6pasupl LEHTPasibHOA3MATCKOM KHUMKHOM
MMHMATIOPbI, AAKT HaM YHMKaJIbHY0 BO3MOXHOCTb YBW-
ZeTb YKeHLMHY riasaMu CpeaHEBEKOBOrO MyCY/IbMaHCKOro
XYAOXKHUKA M ero 3aKasumka — KaK npaBu/io, 60ratoro Besib-
MOM, CAaHOBHMKA, M/IW JaXKe MYCY/IbMAaHCKOrO npaBsuTens.
Hag pyKonucamM, YKpalleHHbIMU M3bICKAHHbIMW MUHMWATHO-
paMM, B TEYEHME HECKOJ/IbKMX JIET, 06bIYHO B MPMABOPHOM
aTesibe, TPyAMIACh Lenas rpynna Kaaamrpados, MMHUATIOPK-
CTOB, NepenneTynkos. TakoM 6aCHOC/IOBHO AOPOroM Weaesp
MOF/IM MO3BO/IMTL ce6e 3aKasaTb TO/IbKO JII0AM OYeHb 6oraTble
W 3HaTHblE.

Mnn. / Fig. 1

Through the Eyes of a Prince

Europeans have always been allured and charmed with the
East. Returning from durable wan-derings, the travellers
who had set off for the Orient for spicery, textiles or gems
recalled not only sand-storms, the unbearably scorching Sun
or nomads’ raids but also the culture of every-day life amaz-
ing in its refinement. When at home already, they used to
tell everyone enthusiastically about the fabulous riches and
exquisite luxury they saw, about oriental viands and dark-
eyed beauties, multi-coloured nature and musical tradition
so much unusual for Europeans as everything else in the
East. Legends were widely spread in Europe about the ori-
ental art of making love aromas for rub-bing in the hair, im-
pregnating clothes and bedrooms. The fragrances changed
from season to season following the change in humidity. The
travellers were telling their folk excitedly about wonderful
parks with carpeted marble pavilions and murmuring foun-
tains, where the flowers were selected and planted in such
manner that at some places the most delicate flower aro-
mas were stronger in the morning or by midday, while at the
other places they were gorgeous in the evening or at night,
by moonlight. The fantastic scents, music, poetry, refined
women’s beauty, delicious meals and drinks created the il-
lusion of the Garden of Eden.

Among the most valuable gifts of the Orient as presented
to Europe were bright fine textiles and Oriental miniatures
which conveyed the echoes and aromas of the unknown
mysterious world to the Europeans, as well as its music,
poetry and dance. The whimsical decorative textiles ready

to embrace the waists of seductive beauties seemed to be
telling love stories. The Oriental miniatures are also telling
us the stories of love: joyous and doleful, mutual and off
cast. This was the world-eternal sequence of happy encoun-
ters, striking and multi-coloured, along with the stories of
inevitable parting penetrated with the colouring of expec-
tation and grief. The colours that have lived to our days,
their special melodies, rhythms and accords have conveyed
the image of this love to us.

An intricate carved wooden window is splitting sunlight into
fanciful arabesques. It is cool in the room in spite of the
fierce heat outside, rare even for this place. A figure with
pen in his hand bends over a sheet of white paper. He is a
famous physician known as al-Shirazi. Now he dips his galam
into the inkpot and quickly knits a line of Arabic running
from the left to the right:

“Experts agree that the following should be lauded with re-
gard to the face and body of a woman: four black things:
the hair of the head, the eye-lashes, the eye-brows and
the dark centre of the eyes; four white things: the tongue,
the lips, the cheeks and the buttocks; four round things:
the face, the head, the ankles (which should not protrude)
and the posterior; four long things: the neck, the figure,
the eyebrows and the hair; four fragrant places: the nose,
the mouth, the armpits and the vulva; four broad places:
a high forehead, large eyes, a full upper part of the body and
a smooth face; a single narrow place: the vulva; four small
places: the mouth, the hands, the feet, and the breasts”.

The notion of a beauty has continually changed through the
ages and from one country to another. A top-model of today
would certainly feel herself uncomfortable among the beau-
ties of the calif’s court!. But now as never before we are be-
ginning to understand that everything in our life, including
the Western concept of women’s beauty, has been formed
by centuries of contact with other cultures and civilizations.
Muslim culture, which played the unique role of a bridge
between Classical Hellenism and the European Renaissance,
is @ major contributor to this joint treasury of ideas.

Outstanding examples of Central Asian book miniatures,
provide us with a unique opportu-nity to see a woman
through the eyes of a Middle Age Muslim painter and his
customer — usually a rich nobleman, state officer or even
a Muslim prince. Manuscripts decorated with exquisite
miniature pictures demanded several years of diligent work
of calligraphers, miniature painters and book binders.
Only the most rich and noble people could afford buying
so fabulously expensive masterpieces.

"See below: V. A. Prischepova, “A view from the
outside: urda, jalap, bacha

(by photograph collections of the MAE RAS
1870—-1920)”.
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370 MOrAn 6bITb CeEpUM 0ULMANBHBIX LIePEMOHMAIbHBIX
NMOPTPETOB XaHOB-YMHIM3UAOB M MX KEH, KaK B 3HAMEHWUTOM
PYKOMMUCH MCTOPUYECKOrO COuMHEHNA Pawng aa-/nHa, KoTo-
pas gatmpyetcs cepeanton XIV B. (una. 1—2), uam ranaHTHas
cueHa ¢ yyactmem Ammpa Tumypa u ero cynpyru Jukawag,
NpoMcXoasLlas B POCKOLIHON 6eceiKe, OKPYKEHHOM HOYHbIM
cagoM (usa1. 3). UM BTOpPAT 06pasbl 3HAMEHMUTbIX IMTEPa-
TYPHbIX NEPCOHAXKEN: IereHAapHOro ApeBHEro NpaBMTes
Baxpam lypa, Yel CMMBOJIMYECKUI NYTb NPOJIEraeT Yepes
BCTPEYM C CEMbIO MPUHLIECCAMM (U1 4—5) UK NpeKpacHoM
LLlakap, oTpaB/aIeHHOM NOAOC/AHHOM CTapyxom (usi. 6).

B3rnag npuABOPHOro XyAOXKHWMKA M 3aKa3umKa, 6e3yc/ioBHO,
m3bumpaTeneH. 3epKaso «MCKPMBJIEHO» POBHO HACTOJILKO,
HACKOJIbKO 3TO 6bl/10 HEO6XOAMMO ANA CO34aHUA <MINHO3UN
pa¥ckoro caga». BnpoyeMm, TaK e M36MpaTeneH 1 Bariag Tex,
KTO 0(DOPMJIAIET CEFrOAHA 0GJIOKKM FAHLEBBIX XYPHAIOB.

Unn. / Fig. 2

TaK KaKMMM Ke BblIM «MPEKPACHBIE M3GPAHHMLbI>, KMB-
LiMe B LBETYLIMX FOPOACKMX LieHTpax LieHTpanbHoM Asuu, pac-
NoJIOXKEHHbIX BA0Nb Benunkoro Lenkosoro nytn? Kakue oHu,
3TU 060/IbCTUTE/IbHBIE BOCTOYHbIE KpacaBuLibl, 06BUTbIE TOH-
YaMLIMMM LWIEJIKAMM M YMALLEHHbIE NMPEKPACHbIMKU apoMaTamm?
YKEeHLMHbI Urpann Npu MECTHbIX ABOPax FPOMaAHYo pPosib.
YTOHYEHHbIE apMCTOKPATKM 6bl/IM MPEKPACHO 06pa30BaHbI,
6e3 X BeoMa He peLlasics HU OAMH CEPbE3HBIM NOUTUYE-
CKuMM Bonpoc. JleBOYEK B MYCY/IbMaHCKOM MWpeE oTAaBanu
B HaYasIbHyt0 LWKOJY YYUTbCA YMTaTb U MUCaTb, U CPEAM MU30-
6paKeHni 3HaMEeHUTON Ha BocToke nto6oBHOM napbl Jlaiim
M MagKHyHa Mbl BCTPEYaeM MMHMATIOPY, MJIIOCTPUPYIOLLYIO
MX COBMECTHOE npe6biBaHMe B LWKoNe (ui. 7).

Bbpak U poxaeHue AeTel paccMaTpUBaIUCh B UCaMe
Kak 60royroHoe eJio M NosBJEHUE Ha CBET MHOTOYUC/IEH-
HOrO MOTOMCTBA SB/AIOCH AJ1 MYCY/IbMAaHCKOFO MY>KUMHbI
HECOMHEHHbIM 3HaKOM 61aroc/ioBeHuns Annaxa. TpaauLMOHHO
MOYTUTE/IbHBIM 6bIJI0 U OTHOLLEHME K MOXKM/IbIM, YMYZAPEHHBIM
}KM3HEHHBIM OMbITOM eHLMHaM. Ho, 6eccnopHo, TakK e,
KaK W €BPONENCKUI MUP, MYCYJIbMaHCKWUM HE CMOTr 060M-
TUCb 6€3 POMAHTMYECKOro 06pasa KeHLMHbI-BO3/1t06/1EHHOM.
B 1306pakeHnM 110681 MyKUMHDBI U KEHLUMHBI B MMHWATIOPHOM
JKMBOMWUCHU Ky/IbTypa MCaMa BbIFISAUT MO 60JIbLIEN YacTh
BECbMa Lie/IoOMyApEHHON. Bo MHOMMX Cilyyasx UanlCTpupyeTcs

2G. Pugachehkova, “On the collection of the miniatures

of the Institute of Oriental studies”, The Collection of the
Biruni Institute of Oriental Studies of the Academy

of Sciences of the Republic of Uzbekistan. Oriental Minia-
tures. Volume 1: The 14"—17" Centuries (Tashkent, 2001),
p. 16 (maoTca ccbikM Ha pykonuck Ne 3479, n. 23 r; Ne 7463,
nn. 24r, 54 v).

CMMBOJIMYECKMIM 06pa3, CO3AaBaeMbll MO3TOM. TaK, Hanpu-
mep, Anvwep HaBou cpaBHMBaET cTpadaHus 06BM CO CTpa-
AaHUSAMM ronly6A, 3aK/IYEHHOIO B ThbIKBY, TPaAULIMOHHYIO
MMLLEHb HA COCTA3AHMUSAX MO CTpenbbe M3 iyKa. B gpyrom
CNyYae No3T CpaBHMBAET POAMHKY AEBYLLKWU C MAYMKOM, a ee
JIOKOHbI — C K/OLWKAaMK A8 Urpbl B N010. MUHUATIOPUCT
WNIOCTPUPYET 3TOT 06pa3 CTaHAAPTHbIM M306paXKEHUEM ITOM
urpbli>. B TO e Bpems, A0CTaTOYHO JIETKO M/IIOCTPUPYIOTCA
U 030pHbIE CIOXKETbl O JIIO60BHOM TPEYro/ibHUKe, AOCTOMHbIE
BoKkKa44o: NJIOTHMK peLumn nosyunTb JoKa3aTelbCTBa HEBEP-
HOCTM CBOEM }KEHbl, M CNPATAICA NOA KPOBaTb; HAXo44MBas
JKEHLUMHA, 0BHAPYKMB MYKa, C MOMOLLbIO Pa3HbiX Y/I0BOK
BbIXOAMT M3 Ka3asl0Cb 6bl 6€3BbIXOLHOM CUTYyaLMMS.

OZHAKO TaKME CIOXKETbI ABNAITCA BCE-TAKU UCKIOYEHUEM.
MycynibMaHCKMM aBTOpaM MpuHaaaexKaT 3aMeyvaTesibHble
NMo3Mbl O JIl06BM, B KOTOPbIX BOCNEBAETCA BbICOKMIM 06pa3

Unn. / Fig. 3

YKEHLMHbI-BO3/1t06/IEHHOM, B TO K€ BPEMSA OYE€Hb 3EMHOM
U MOHATHOW. MMHMATIOPHASA KMBOMMCH, WNOCTPUPYIOLLAs
Hanbosiee 3HaMEHUTbIE MPOM3BEAEHUA INTEPATYPbI, CIOXKETOM
KOTOPbIX CAYXWUT NI060Bb MY}KUMHbI U KEHLLUMHbI, MOC/ES0-
BaTe/IbHO CO3/aBasia 3pMMblii 06pa3 NMpeKpacHbIX M36paH-
HUL. K Hanbosee M3BECTHbIM NMPOM3BEAEHUAM NOJ06HOr0
poZia OTHOCATCA MO3MbI «Jlanan U MagyKHYH», «XOCpOB M
LLMpuH~, B HeKoTOpoM poge — «Mycyd u 3ynaiixa», aBTo-
pamu KOTOpbIX ABMANMCH Hanbosiee NPoC/iaB/ieHHbIE NO3Thbl
Boctoka — Husamu, [kamu, AMUp XocpoB JlexnieBn U MHO-
rve apyrue. Cpeau MMHMATIOP, YKpaLlaloLWmx ousaHbl 3TUX
MO3TOB, HE MOTYT He MpWB/IeYb BHUMaHME 06pasbl JKEHLUMH,
OTMEYEHHbIe TOHKMM M3AWEeCcTBOM (us/1. 8). OHU BblAaloT

3CM. MuHMaTIopy «[IOTHKK, €ro XeHa 1 ee JIl060BHUK>»

K pykonucu «Kanuna Ba AumHa» («Kanuna u AumHa»),
nepcuackas Bepcua A6y an-Maanu Hacp Annaxa. 7x9 cm,
nepBsas nososmHa XV B. MHCTUTYT BOCTOKOBEZEHMA

M. BrpyHu AH Y36ekucTaHa, wudp 3480, n. 75 . CMm.:
The Collection of the Biruni Institute, p. 51.

The miniatures could be a series of official ceremonial
portraits of Chingizid khans and their wives, as in the famous
historical work by Rashid al-Din dating back to the 14t cen-
tury (figs. 1—2), or a gallant scene of Amir Timur and his
wife Dikashad in a luxurious pavilion surrounded by night
garden (fig. 3). They could also depict famous fictional char-
acters: legendary ancient prince Bahram Gur, whose way was
marked with meeting seven princesses (figs. 4-5), or beauti-
ful Shakar, poisoned by a hired old woman (fig. 6).

Certainly both a court painter and his customer had
their preferences. The mirror was “adjusted” to create
“the Garden of Eden illusion”. But the same can be said
about designers of modern glossy magazines.

So who were these “beautiful ladies”, living in the
flourishing Central Asian cities along the Silk Road? What
kind of women were these alluring Eastern beauties

Unn. / Fig. 5

enlaced in finest silk and enveloped in sweet fragrances?
Women played significant part at court. Elegant noble-
women were well educated and no political issue could
be solved without their knowledge. Muslim girls were
very often sent to primary school. Among the miniature
representations of the famous pair Majnun and Layli we
often find them depicted sharing a classroom (fig. 7).

Marriage and childbearing were treated in Islam
as Godly deeds and the spawn was seen as a sign of
Allah’s blessing. Wise elderly women were also tradition-
ally treated with great respect. But indubitably neither
European nor Muslim culture could pass over romantic
image of a beautiful beloved.

Islam culture generally shows great chasteness when
depicting love of a man and a woman in miniatures. In most
cases they portray only a symbolic image created by a poet.

2G. Pugachehkova, “On the collection of the miniatures of
the Institute of Oriental studies”, The Collection of the Biruni
Institute of Oriental Studies of the Academy of Sciences of
the Republic of Uzbekistan. Oriental Miniatures. Volume 1:
The 14"—17 Centuries (Tashkent, 2001), p. 16 (including
links to the manuscripts No. 3479, fol. 23 r; No. 7463,

fols. 24, 54 v).
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For example Mir Ali Shir Nawa’i compares agony of love with
sufferings of a dove sealed in a gourd — traditional target in
archery competition. The poet also compares a girl’s mole
with a ball and her locks — with polo mallet. The miniature
painter illustrates this image with a typical depiction of the
play?. At the same time painters eagerly illustrate frivolous
stories of love triangles, rivalling that of Boccaccio — trying
to prove his wife’s infidelity the carpenter hides under the
bed, but the quick-witted woman manages to finesse her way
out of the seemingly desperate situation?.

However such plots are not very typical. Muslim authors
created wonderful poems about love, praising the image of
beautiful beloved, elevated and sublime, earth born and
comprehensible at the same time. Miniatures illustrating
well known poems about love consistently created visible
image of these beautiful ladies.

Mnn. / Fig. 4

Among the most famous works of the kind one can men-
tion the poems “Layli and Majnun”, “Khusraw and Shirin”
and also “Yusuf and Zulaykha” authored by such celebrated
poets as Nizami, Jami, Amir Khusraw Dihlawi, etc. Miniatures
illustrating the poets’ works of art portray delicate and ele-
gant images of women (fig. 8), demonstrating sincere admi-
ration of Muslim painters towards a woman, her grace, her
otherness, the particularity of her nature. This admiration
distinguishable despite the conventionality of the subject,
despite the etiquette rules and certain restrictions (mini-
atures illustrated the same recognizable episodes) shows the
true attitude towards women, unaffected by any religious
restraint.

The artist’s admiration for women cannot be veiled
even by the peculiarities of the plot of the famous poem
“Yusuf and Zulaykha” based on the Qur’anic narrative and
rooted in the Biblical story of love of Potiphar’s wife for
Joseph. This poem portrays the woman who hungers for a
beautiful young slave with a longing which the Qur’an con-
demned as sinful (fig. 9). The miniaturists had to show the
tricks she plays in her desire to seduce Joseph. This image
had to be the quintessence of the men’s notions of the evil,
danger and misfortune brought by woman, but this negative
figure of a famous Egyptian, seducer and sinner, became
one of the most vital characters in Muslim literature and
miniature painting.

How different is the image of Shirin in the famous poem
“Khusraw and Shirin”, the work of several hands in which
the heroine is drawn in poetically soft and tender diction.
Shirin, the beloved of Persian ruler Khusraw Parwiz, is the

3See: “The Carpenter, His Wife and Her Lover”, minia-

ture to “Kalila wa Dimna” (“Kalila and Dimna”), Persian
version by Abu al-Maali Nasr Allah. 7x9 cm. First half

of the 15t century. Tashkent Biruni Institute of Oriental
Studies, shelf mark 3480, fol. 75 r. See: The Collection

of the Biruni Institute, p. 51.
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HenoAAe/IbHoE BOCXMLLEHME MYCYJIbMAaHCKMUX XY0KHUKOB-
MWHMATIOPUCTOB }KEHLLMHOM, €€ rpaumuei, ee «0co60CTbio»,
OT/IMYMEM MPUMPOAHOrO CKJIaZa OT MyKCKoro. B aTom Boc-
XMLLEHMM, MPOCTYNALLEM HapYKy HECMOTPSA Ha BCIO YC/10B-
HOCTb, 3TUKETHOCTb M306PaKaeMoro, HECMOTPA Ha U3BECTHbIE
OrpaHUYeHNs B XYZ0XKECTBEHHOM CBOGOAE (MMHMATIOPbI Npej-
CTaB/IAIOT OZHM U T€ e y3HaBaeMble YMTaTesIeM 3Mu304bl
JIUTEPATYPHOIO NPOM3BEAEHMSA), MOXKHO YCMOTPETb UCTUHHOE,
€CTeCTBEHHOE OTHOLWIEHME K JKEHLMHE, HE CKOBAaHHOE paM-
KaMW PeIMrmo3HbIX orpaHUYEHNM.

JTO BOCXMLLEHME HEe MOTYT 3aTylleBaTh AaXe 0COBEHHOCTH
CloXeTa M3BECTHOM Noambl «Mycyd u 3ynalixa», npocnas-
JIEHHOM MHOFMMM MYCYJ/IbMaHCKMMM No3Tamu. HanucaHHas
Ha KOPaHWYECKMIM CIOXKeT, BOCXOAALIMM K B1MBNEMCKOMY pac-
CKasy 0 JIlo6BM KeHbl erMneTckoro Lapeasopua Motudapa
K Mocudy MpekpacHoMy, 3Ta Nosma AaeT JaNeKo He UAUIN-

Mnn. / Fig. 6
Mnn. / Fig. 10

YECKMIM 06pa3 KEHLLMHDI, TOMALLEMCA CTPACTHIO K MPEKPACHOMY
cnyre-toHolwe. Mepe XyA0XKHUKOM-MUHUATIOPUCTOM CTOSA
33/a4a NoKasaTb YXMLLPeHUA 3yiaixu, NopMLaEMOM B ABe-
Haguaton cype KopaHa (uss1. 9). OgHaKo oTpuuaTebHbIN
06pa3 3HaMEHWUTOM ErmnTAHKKU, 06pa3 cob61a3HUTENbHMLbI
M FPELUHULbI, CTaN OAHMM M3 CaMblX ¥KMBbIX M }KM3HEHHbIX
B IMTEPAType U MUHUATIOPHOM }KMBOMUCH MYCYJIbMAHCKOFO
BocToKa, XOTS OH M A0JIKEH 6blN ABNATLCA KBUHTICCEHLMEN
MY3KCKMX NPEACTaB/IEHUM O TOM, YTO B XKEHLUMHE ABNAETCA
3/10M, HECYLLMM OMACHOCTb M HECYACTbE.

CoBCEM MHbIM, MOSTUYHBIM M MAFKMM, MPEACTAET KEHCKMM
06pa3 B He MEHee 3HaMEHWTOM Nosme «XocpoB U LLInpuH», KoTopast
HeOAHOKpaTHO TBOPYECKM nepepabaTbiBaiacb MHOrMMM NO3TamMK
BocTtoka. LUnpuH, Bo3nto6aeHHas nepcuAacKoro Laps Xocposa
MapBu3a, — BON/IOWEHME NYYLLErO, YTO €CTb B KEHLUMHE, KaK 3TO
NpeACTaBAANN cebe MyUMHbl B MUpe ncaama. OHa CKpOMHa
1 BEpHa, paccyauTebHa M TEpNesinBa, M BMECTE C TEM OHA JKeH-
CTBEHHO c1aba M npekpacHa. B MuHMaTIopax, MANOCTPUPYIOLLMX
Mo3Mbl «XocpoB M LLnpuH~», Ha Hal B3rAsg, B MOIHOM Mepe oTpa-
JKeHbl 3TW KaueCTBa XEeHLWHBI, AeNalolpue ee CTo/b Np1BeKaTeslb-
HOM /1 My*K4MHbl. O6pa3 LLUMpHH — sipkMi obpaseL; Maeanmsaumm
JKEHLLMHbI, NPOC/IaB/IEHNA U NPEeBO3HECEHUS ee. 06A3aTeIbHOM
ANs UANICTPaUMI K No3Me 6biia cLeHa KynaHua LLUnMpuH B pyube,
HeYyasHHO NoACMOTPEHHOro XocpoBoM (usi. 10).

MuHMaTIOpUCT 06bI4HO M306pakan LLUMpuH 06HaXKeHHOM
[0 nosica, CUAsALLEN Ha CaMOM Kpato pyybs M pacyechIBaloLLeM

Mnn. / Fig. 8

CBOW A/IMHHbIE YEPHbIE BOMOCHI. YyTb BbilE M306paxKancs
XocpoB Ha Jiolwaju, KOTOpbIM C/ly4arHO CTaJIKMBAETCA C Kyna-
towierca LUMpKH 1 HEBOJIbHO 3arnsAblBaeTCca Ha ee KpacoTy.

MCKI0UMTENIBHO BbICOKMM 06Pa3LIOM NPOC/IaBEHMSA KeH-
LWMHbBI 1 N06BU K HEWM B MYCY/IbMaHCKOM IMTEPaTYPe MOXKET
TaKXKe CYMTATbCA CIOXKET, MHOMOKPATHO MOBTOPEHHbIN pa3-
HbIMW AaBTOPaMM NO3Mbl 0 Jlanam n MagxkHyHe. Bocxoaswmi
K JOMYCYJIbMaHCKOMY NpOLLJIOMY apa6oB, OH MOBECTByEeT
0 HecyacTHoM Nto6BM MagkHyHa K Jlaliu. Uctopua c aeT-
CTBa B/tOG/IEHHBIX APYr B Apyra apabCcKMX OHOLM U AEBYLUKM
06/1aZ1aeT UCKUMTE/IbHBIM SMOLIMOHA/IbHBIM BO3AEMCTBUEM.
MagKHYH SMWwaeTcs pasyma, He 6yayyn B COCTOSHWUM Coeau-
HUTbCS CO CBOEM BO3/106/IEHHOM (OTCI0Za €ro roBopslee MMs
MazKHYH, YTo Ha apabCKOM fA3blKe 03HAYaeT «be3yMHbI>»).

personification of the best that woman can be as imagined
by Muslim men. Her modesty and fidelity, reasonableness
and patience, her beauty, gentleness and womanly weak-
ness made her image irresistibly attractive to man, and we
can easily feel this when looking at the splendid miniatures
in medieval manuscripts. She is indeed “la Belle Dame” of
the Muslim East, and no painter could help expressing a
truly male admiration of her female nature. The episode
of Shirin’s bathing in the river when Khusraw occasionally
see (fig. 10) her half nude sitting at the bank and combing
her long black hair became obligatory for every illustrator
of the poem.

Another love story, the unfortunate passion of Majnun
and Layli is frequently retold by Muslim poets and represents
the absolute ideal of devotion and worship. Dating back to
the pre-Muslim era, the story of Majnun and Layli, who have

Unn. / Fig. 9

been in live with each other since their childhood, has a
powerful emotional impact. Unable to ally himself with his
beloved, Majnun looses his mind (hence the charactonym
“Majnun” that translates from Arabic as “insane”). One of
the miniatures depicts the scantily clad miserable young
man coming to his beloved who reaches her arms to him
(fig. 11). Though the image of Layli in this case is subsidiary
and is subordinate to the main subject it is still dramatically
expressive embodying gentle compassionate love.

These three images of women: the passionate sinner
Zulaykha, the perfect Shirin and the gentle Layli, are the
three melodic themes in the symphony of love of Muslim
medieval poetry and miniature painting. Many generations of
men and women at Muslim East have been fostered ad-miring
the images of Middle Age poetry. Though the images of the
beauties from miniatures have as little in common with an
average Eastern woman appearance as modern top-models
have with an average European woman, the most impor-
tant is the fact that modern men living in Saint-Petersburg,
Tashkent, London or Cairo keep dreaming of a passionate,
faithful and gentle woman. And today as well as centuries
ago one regards his beloved “through the eyes of a prince”,
taking no notice of her tomboyish appearance or wrinkles on
the dear face, and sees his princess.
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Western culture still has not completed its true discovery
of the cultural accomplishments of Muslim civilization. These
achievements will become even more attractive as it is real-
ized that they compose one of the forgotten foundations of
European culture. Fashion collections influenced by tradi-
tional Muslim motives are already appearing on the catwalks
of important European fashion houses and this is only one
confirmation of the growing interest in the charming and
delightful world of Muslim culture. It is remarkable that the
film coming along with our exhibition includes shots of the
miniatures. Middle Age beauties and modern top-models
seem to look at each other from different screens.

And again. “Existence is only real when it appears in plas-
tically expressive forms, when it possesses style”#, wrote
Boris Paramonov, discussing the views of Russian philosophers
Konstantin Leontev and Alexei Losev. From this point of view,

Mnn. / Fig. 7
Wnn. / Fig. 11
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Ha ozHoM 13 MMHMATIOP MOJyHAroM HECHACTHbIM HOHOLLA Npw-
XOAMT K CBOEM BO3/1106/1EHHOM, B OTHasAHWM NPOCTUpatoLLe
K HEMY pyKM (usa. 11). B gaHHOM ciydae 13o6paxkeHue
noceTmBLUEN ero J1akiM HOCUT Kak 6bl BTOPOCTENEHHbIM,
NOAYMHEHHbIM XapaKTep, YTO HE MCK/OYAEeT BbICOKOW Bbipa-
3UTENIbHOCTU KEHCKOro 06pasa, O/IMLETBOPAIOLLEFO TUXYHO
cocTpajaTesibHyo /1060Bb.

UTaK, cpeHEBEKOBas MyCy/IbMaHCKas N033us M KHUXKHasA
MWHMaTIOPa JOHEC/IU A0 HAC TPW F1aBHbIX KEHCKMX 06pasa:
CTPaCTHOM FpeLUHMLbI 3yanxu, BEPHOM, paccyauTeNbHOM
1 Tepnenmsoi LLUnpuH 1 coctpagatenbHom Jlanam. Ha o6pasax
BEJIMKOW CPeAHEBEKOBOM MO33MM BOCMMTbIBA/IMCb M BOCMM-
TbIBAKOTCA CEFOAHS MHOTME MOKONIEHWUSA MYXKYMH U SKEHLLMH,
JMBYLLMX HA MYCY/IbMaHCKOM BocToke. U nycTb BHELWHMM
06/IMK KpacaBWL,, M306paXeHHbIX Ha MUMHWaTIOpax, Obln
TaK Xe Jasiek OT 06/IMKa 06bI4MHOM BOCTOYHOM ¥KEHLLUMHDI,
KaK Janek o6pa3 COBPEMEHHbIX TOM-MOAE/eN OT 06/IMKa
CpeaHeN XUTesbHWLbI €BPONEMCKMX ropofoB. BaxkHo Apy-
roe: CerofHsALHME MYK4YnHbI, KuByLiMe B CaHKT-lMeTepbypre
n TawkeHTe, J/lIoHAOHe M Kanpe NpoAo/KalT MeyTaTtb O eH-
LMHE CTPacTHOM, BEPHOM M COCTpaAaTesibHOM. Tak 6bi1o
u 6yaet Bcerga. CerogHs Mbl TakKe, «rjlasamu NpuHLa»,
CMOTPUM Ha CBOMX BO3/II06JIEHHBIX, HE 3ameyasi H1 JEBYO-
HOYbEN HEYKJIIOKECTU, HU MOPLUMHOK Ha POAHOM amue. Mbl
NpocTo BUAWMM CBOIO MPUHLECCY.

EBPOMNOLEHTPUCTCKOM Ky/IbTYpe eLle NPeACcTOUT NEPEXMUTD
NMOAJ/IMHHOE OTKPbITUE AOCTUMNKEHUM MYCY/IbMAHCKOM LIMBUIIU-
3aUumn, JOCTUKEHUM TeM 6osiee NpUBEKATENbHbIX, YTO OHU
COCTaB/If/IM OAHY M3 3a6bITbIX NMEPBOOCHOB €BPONENCKOMN KYJlb-
Typbl. [lepr1oanyeckoe nosBAEHME Ha NOAMYMaX KpPYMHEMLIMX
[IOMOB BbICOKOM MOZbl KOJIIEKLIMM, HABEAHHBIX TPaAULMOHHBIMM
MYCY/IbMaHCKMMM MOTMBaMM, JIWiLb OAHO M3 MOATBEPKAEHWH
3TOro. 3ameyatesibHo, YTo co3gaTteny duabma, ABASILErocs
YaCTbHO HaLLEWN BbICTABKM, BK/IOYM/IM B HErO pparMeHTbl MMHMA-
Tiop. KaxeTcs, YTo cpeAHEBEKOBbIE KpacaBuLibl M COBPEMEHHbIE
MOZENM CMOTPAT APYr Ha Apyra C pa3HblX SKpPaHOB.

M ewe. «bbITME NOANMHHO SMWb TOrAa, KOrga OHO ABAA-
eTcA B NJIaCTUYECKM Bblpa3nTesibHbIX hopMax, KOrga oHO
obnagaet ctunem»* — nucan bopuc MapaMoHOB, paccyaas
0 B3r/ag4ax pycckux cuaococdoB KoHcTaHTMHA JIeOHTbEBA
n Anekces JloceBa. C 3TOM TOYKM 3pEHUA MyCy/IbMaHCKas
KHUXXHas MMHMaTIOpa 3TO — TOPXKECTBO CTWJIs, BbIpaXKaloLero
CaMyH0 CYLIHOCTb 6bITMSA, CYLIHOCTb 3MOXM, KOrfa MCKYCCTBO
B CBOMX BbICLUMX MPOABNEHUAX 6bII0, 6E3YCNIOBHO, CTO/b XKe
3/IMTApHbIM, KaK U eBPOMNeMCKUM pbILApCKUM (KYPTYasHbIM)
poMaH. TOPXEeCTBOM CTU/IS, 6E3 COMHEHMUS, ABNSETCA U aBaH-
rap4, NocTy/IMpYIOLLMH, C OAHOM CTOPOHbI, pa3pyLUEHWUE OCHOB
«CTapOM 3CTETUKMU>, TMBHYLLEN B OFHE COLMAbHBIX B3PbIBOB
Hayana XX B., a C Apyrom, — Bo3BpaT K apxeTunam, K Hapoa-
HoW KynbType. MocnegHee 6bi10 3aMeyvaTesibHO NPOAEMOH-
CTPUPOBAHO BbICTABOYHbIM MPOEKTOM «ABaHrapA M ero pycckue
UCTOYHMKM> (FoCyAapCcTBEHHbIM Pycckui Mysen, 1993).

TpaaMUMOHHbIE CpefHeasnaTCKMe LWeslka, YbM Kpacku
M Y30pbl CTOJIb K€ «apPXETUMUYHbI», KaK «apXeTUMUYeH»
camblit MU, COCTaBASAIOT OCHOBY CTUAA LieHTpasibHoM Asuu.
B 3TOM OTHOLLEHWM OHM BbIpaXKaloT Camyto CyTb 6bITHS, CO3-
JAl0T ero BUAMMbIM 06pas, NpUAAIOT 6bITHIO «MIaCTUYECKU
BblpasuTesibHyto popMy». ITOro He MOFJ/IM HE NOYYBCTBOBaTb
pYCCKMe XyAOXKHWUKM, YBUAEBLUME CpeHea3naTcKue Weska
1 B Poccuu, 1, B NepByto ovepep, Ha yauLax cpejHeasuart-
CKMX ropofoB. ApXeTun, K KOTOPOMY CTPEMWJ/ICA aBaHrapg,

“b. NapamoHoB, Korey cmuna (CaHkT-MeTep6ypr—Mocksa, 1999), c. 109.

5 H. MoHyapoBa, «MpeancnoBue K Katanory BbicTaBku. 1913»,
Macmepa uckyccmesa 06 uckyccmse (Mocksa, 1970), vii, c. 487.

¢ . M. 3kKepmaH, Pa3zosopsi ¢ éme (Mocksa, 2003), c. 321.

npeacran 34ecb B NepBOPOAHbIX, HE3aMYTHEHHbIX Opmax.
«MHoto npoMaeHo Bce, YTo MOr AaTb 3anaj A1S HACTOALLEro
BpeMeHM [...] Tenepb A oTpsAxato npax oT HOF CBOMX M yAa-
NAck oT 3anaga [...] Mo nyTb — K NepBOMCTOYHMKY BCEX
MCKycCTB, K BocToKky~»°, nnucana Hatanba MoHYapoBa. Tak
CcpeAHeasmaTCKMe Wesika — xappmpaHau — «CemuLUBeTHble»
— OKa3a/IMCb OHMM M3 MCTOYHMKOB PYCCKOro aBaHrapaa.

Llenk HeoTAe/NIMM OT KEHLMHbI, OT NpeACTaB/ieHUA
06 M3bICKAHHOM EHCKOM KpacoTe, 0 BOCTOYHOM Here,
06 apomaTtax /to6BM. B Hallem BbICTaBOYHOM MPOEKTE A0MM-
HUPYeT 06pa3 KeEHLLMHbI, }KMBOM 06Pa3 BOCTOYHOM YKEHLLMHbI
M 060/IbCTUTE/bHDINM KEHCKMI 06pa3 M3 «rpe3 o BocToke».
O6a 3TuX, CTOJIb pa3Hbix o6pas3a, o6beamHAET wesnkK. Ero
LBETa M PUCYHKM OTCHINAIOT K APEBHEMLLMM MUDONOrMYECKUM
NMOCTPOEHUAM, K BUTANIbHOCTM U PaoCTH, K MAEAM NJIOA0PO-
1A U NPOJO/IKEHNUA XKMU3HU, HEOTAE/IMMBIM OT XKEHLUMHBI.

HeHwuHbl — «3T0 cepebpsiHble Wapdbl, Ha KOTopble
Mbl KJ1laZileM 30/10Tble A6710KkM»%. ITU LWapdbl U3 LWESKa, cepe-
6pAHOro LesKa.

* JTa cTaTbs 3ayMblBasiacb B CBA3M C BbICTaBKOM “Pages
of Perfection. Islamic Paintings and Calligraphy from the
Russian Academy of Sciences, Saint-Petersburg”, npowegLen
C 60/1bLIMM ycriexoM B Mapuske, Hblo-Mopke m 3anbubypre.
Torga 3T0T TEKCT, HAaNMCaHHbIM MHOW COBMECTHO ¢ MpuHOM
MeTpocsH, Tak U He yBuAaen cBeT. M xoTA HacToAwasa cTaTbs
HamMcaHa Ha COBEpLUEHHO APYroM mMaTepuane, U B CBA3M
C 3TUM M3 TEKCTa UCK/IYEHBI (DParMeHTbI, HaZl KOTOPbIMMK Mbl
paboTanu COBMECTHO, A Xouy nobnarofapute MpuHy MNetpocaH
3a COBMECTHYI M NJIOA0TBOPHYIO paboTy MHOO JIeT Ha3aa.

Unn. 7. «Jlaimm m Kakic B WKo-
Ne», MMHMaTIopa K «Xamca»
(«Natepuua») AMup Xocposa
Jlexnesn. Paamep MMHMATIOPbI:
8,5x13 cm. LWunpas, cepeanHa
XV B. lbid., n. 12 v.

Wnn. 8. «TBOA poanHKa»,
WIIOCTPALMSA K CTUXOTBOPHBIM
CTPOKaM: «TBOS POAMHKA AenaeT
Te61 elwe npekpacHen, / /xo-

TA B HanMcaH1u coBa xamm
(“poamHKa”) ucnonb3yetcs
TOJIbKO OJHA TOYKa», MUHMA-
Tiopa K «HaBagup an—Hwuxaka»
(«PegKocTb npekpacHoro») Amupa
Husam ag—/imHa Anmwepa HaBou.
Pasmep muuuaTiopbl: 10,5x12 cM.
Tepart, nocnegHss yeTsepTb

XV B. MHCTUTYT BOCTOKOBEAEHUSA
MM. BrpyHu AH Y36ekucTaHa,
wuep 1995, n. 97 v.

Mnn. 9. «3ynaixa 3acTbiia, BOC-
BOCTOKOBEZAEHMS M. BUpyHH XWLeHHas KpacoTon Mycyda~,

AH Y36ekucTaHa, wmdp 4472, MUHMaTIOpa K «Xadt AypaHr>
n. 152r. («Cemb 3Be34~). Pasmep

MuHMaTiopbl: 12x13 cm. 1587 r.
MHCTUTYT BOCTOKOBEAEHUA UM.

BupyHu AH Y36ekuctaHa, Wwidp
3478, n. 242 v.

Mnn. 10. «XocpoB M Kynato-
wasaca WnpuH», MMHMaTIOPa K
«Xamca» («latepuua»). Pasmep
MuHMaTiopbl: 15%15 cM. Okono
1665 r. MHCTUTYT BOCTOKOBee-
HUA UM. bupyHM AH Y36ekucTaHa,
wncp 662, n. 39 v.

Mnn. 11. «MagxHyH u Naiau»,
MuHMaTiopa K «[apa’né ac—Cu-
rap» («Yygeca getcra») AMmpa
Husam ag—/lHa Anmwepa HaBou.
Pasmep MuHuMaTtiopbl: 9,7x17 cMm.
lepar, Havano XVI B. MHCTUTYT
BOCTOKOBeZieH1A UM. brpyHu AH
Y36ekucTaHa, wudp 7463, n. 103.

Mnnoctpauum:

Mnn. 1.<baptaH—baxagyp v ero
)eHa CUHUIyN—QyaKUH» , MUHU-
aTiopa K «/)xamn‘ aT—TaBapux»
(«CobpaHue netonucei»). Pasmep
MUHMaTiopbl: 12,5%x13,5 cm. Ca-
MapKaHACKas 6ymara, cepeaunHa
XIV B. MHCTUTYT BOCTOKOBEAEHUSA
UM. BrpyHu AH Y36ekucTaHa,
wuop 1620, n. 49 .

MUnn. 2. «<Yyregan—xaH 1 ero KeHa
TypakuH», MMHMaTIOpa K «/xka-
MK’ aT—TaBapux».

(«Co6paHue netonuceii»). Pasmep
MuHMaTiopbl: 9,4x9,8 cM. Camap-
KaHACKas Gymara,

cepeauHa XIV B. Ibid., n. 108 r.

Mnn. 3. «<AM1p TUMYp U €ro xeHa
[vKawaa», MMHMaTopa K «3a-
ap-Hame» («KHura nobes»).
Pasmep muHuaTiopbl: 18,5x15 cm.
CamapkaHng, 1629 r. UHcTUTYT

Unn. 4. «baxpam ¢ TaTapckom
NPUHLIECCOM B PO30BOM ABOpLIE
BO BTOPHMK>, MUHMaTIOpPa

K «Xamca» («latepuua») Husamm
['aHAxaBu. Pasamep MMHMATIOPbI:
12x8 cM. LLnpas, cepeanHa XV B.
MHCTUTYT BOCTOKOBEAEHMA

MM. BupyHu AH Y36ekucTaHa,
wndp 3317, n. 318 v.

Mnn. 5. «baxpam (?) ¢ Kpaca-
BULIEN>, MMHMATIOPa K «Xamca»
(«MaTepuua») Hu3amu MaHaxaBu.
Pasmep muHuaTiopbl: 18x12,5 cm.
Okono ceHTA6pA 1623—24 rr.
MHCTUTYT BOCTOKOBEAEHMA

MM. BupyHu AH Y36ekucTaHa,
wndp 3481, n. 121 v.

Mnn. 6. «lllakap, oTpaBieHHas
NOZOC/IAHHOM CTapyXOM», MUHM-
aTiopa K «Xamca» («Matepuua»)
Amup Xocposa Jlexnesu. Pasmep
MuHMaTiopbl: 12x8 cm. Lnpas,
cepeauHa XIV B. UHCTUTYT BOC-
TOKoBeZeHUa uM. bupyHn AH
Y36ekucTaHa, wudp 3317,
n.243r.

Muslim book miniatures are a triumph of style, expressing
the very essence of being, the essence of an era when art in
its highest manifestations was undoubtedly as elitist as the
European knightly (courtly) romance.

The avant—garde is also a triumph of style, which pos-
tulates on the one hand the destruction of the founda-
tions of the “old aesthetic”, which perished in the fire
of social explosions of the beginning of the 20*" century, and
on the other hand a return to archetypes, to folk culture.
This last aspect was wonderfully demonstrated by the exhi-
bition project “The Avant-Garde and its Russian Sources”
(State Russian Museum, 1993).

Traditional Central Asia silks, whose colours and patterns
are as “archetypical” as myths themselves are “archetypal”,
make up the basis of the style of Central Asia. They express
the very essence of existence, create its visible image, and
provide existence with a “plastically expressive form”. The
Russian artists who saw Central Asian silks both in Russia,
and above all on the streets of Central Asian cities, could
not help but feel this. The archetype which the avant—garde
strives towards appeared here in its original, unclouded
forms. “I have studied everything that the West can give for
now [...] Now | shake the dust from my feet and leave the
West [...] My path is to the original source of all arts, to the
East”®, wrote Natalya Goncharova. In this way,Central Asian
silks — haftrangi — “seven coloured” were one of the sources
of the Russian avant—garde.

Silk is inseparable form women, from the idea of exqui-
site womanly beauty, eastern luxury, and the aromas of
love. In our exhibition project, the image of the woman
dominates, the living image of the eastern woman and the
seductive image of woman from “dreams of the East”. Both
these images, which are so different, are united by silk. Its
colours and patterns refer to ancient mythological systems,
to vitality and joy, to ideas of fertility and continuation
of life, which are inseparable from women.

Women “are silver scarves on which we put golden
apples”®. They are scarves of silk, silver silk.

*This article was conceived in the context of the “Pages
of Perfection. Islamic Paintings and Calligraphy from the
Russian Academy of Sciences, Saint-Petersburg” exhibition
that was a great success in Paris, New York and Salzburg.
Unfortunately the text written in cooperation with Irina
Petrosyan was not published that time. Though the present
article is based on new material and thus the parts we
worked together on were excluded from the text, | still
would like to thank Irina Petrosyan for her cooperation and
fruitful work of years ago.

4 B. Paramonoyv, The End of Style (St. Petersburg—Moscow, 1999), p. 109.

¢ N. Goncharova, “Preface to the exhibition catalogue 1913”,
Masters of Art About Art (Moscow, 1970), vii, p. 487.

6 |. P. Eckermann, Conversations with Goethe (Moscow, 2003), p 321.
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http://www.kunstkamera.ru/lib/rubrikator/06/oriental_dreams/

Illustrations:

Fig. 1. “Bartan-Bahadur and His Wife Sinigul-Fudjin”, miniature to
“Jami‘ al-Tawarih” (“The Collected Annals”) by Fadl Allah
Rashid al-Din b. Imad al-Dawla. Miniature size: 12.5x13.5 cm.
Samarqand paper, mid of the 14% century. Tashkent Biruni
Institute of Oriental Studies, shelf mark 1620, fol. 49 r.

ig. 2. “Ugeday-khan and His Wife Turakine”, miniature to “Jami‘
al-Tawarih” (“The Collected Annals” by Fadl Allah Rashid al-
Din b. Imad al-Dawla. Miniature size: 9.4x9.8 cm. Samar-gand
paper, mid of the 14th century. Ibid., fol. 108 r.

g. 3. “Amir Timur and His Wife Dikashad”, miniature to “Zafar-
name” (“The Book of Victories”) by Sharaf al-Din ‘Ali Yazdi.
Miniature size: 18.5x15 cm. Samargand, 1629. Tashkent Biruni
Institute of Oriental Studies, shelf mark 4472, fol. 152r.

Fig. 4. “Bahram with a Tatar Beauty in the Pink Palace on Tuesday”,
miniature to “Khamsa” (“Quintet”) by Amir Khusraw Dihlawi.
Miniature size: 12x8 cm. Shiraz, mid of the 14" century.
Tashkent Biruni Institute of Oriental Studies, shelf mark 3317,
fol. 318 v.

g. 5. “Bahram (?) with a Beauty”, miniature to “Khamsa” (“Quin-
tet”) by Nizami Ganjawi. Miniature size: 18x12.5 cm. Dated
by 1623—24. Tashkent Biruni Institute of Oriental Studies,
shelf mark 3481, fol. 121 v.

g. 6. “Poisoned Shakar and an Old Woman”, miniature to “Kham-
sa” (“Quintet”) by Amir Khusraw Dihlawi. Miniature size: 12x8
cm. Shiraz, mid of the 14" century. Tashkent Biruni Institute
of Oriental Studies, shelf mark 3317, fol. 243 r.

g. 7. “Layli and Qays at School”, miniature to “Khamsa” (“Quin-
tet”) by Amir Khusraw Dihlawi. Miniature size: 8.5x13 cm.
Shiraz, mid of the 14t" century. Ibid., fol. 12v.

g. 8. “Your Birthmark”. Illustration to the verses “Your birthmark
beautifies your face even more // Though in the word khatt
(‘birthmark’) only one dot is used”, miniature to “Nawadir
al-Nihaya” (“The Rarity of Perfection”)
by Amir Nizam al-Din Ali Shir Nawa’i. Miniature size:
10.5x12cm. Herat, last quarter of the 15t century. Tashkent
Biruni Institute of Oriental Studies, shelf mark 1995, fol. 97 v.

g. 9. “Zulaykha Frozen Seeing Beauty of Yusuf”, miniature to
“Haft Awrang” (“Seven Stars”) by ‘Abd
al-Rahman al-Jami. Miniature size: 12x13 cm. Dated by 1587.
Tashkent Biruni Institute of Oriental Studies, shelf mark 3478,
fol. 242 v.

Fig. 10. “Khusraw and Shirin Bathing”, miniature to “Khamsa”
(“Quintet”) by Nizami Ganjawi. Miniature size: 15x15 cm. Ca.
1665. Tashkent Biruni Institute of Oriental Studies, shelf mark
662, fol. 39 v.

g. 11. “Majnun and Layli”, miniature to “Gara’ib al-Sigar”
(“Wonders of Childhood”) by Amir Nizam al-Din Ali Shir
Nawa’i. Miniature size: 9.7x17 cm. Herat, beginning of the
16" century. Tashkent Biruni Institute of Oriental Studies,
shelf mark 7463, fol. 103 r.
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byxapa — CaHkT-leTepbypr / Bukhara




[PE3LI O

PYCCKMVI ABAHTAPA V1 LIEAKA BYXAPLI

BOZOKE

Byxapa Ha NpoTAXeHWM CBOeM UCTOPMK cobpasia BOKPYr ce6s
CTOJIbKO 3MMUTETOB, YTO, KaXeTcA, HM OAMH ropog Ha Boc-
TOKE He MOXET CPaBHUTbCA C Her. Kak 0auH 13 ApeBHEMLIMX
M npeKpacHenwwnx ropogos CpeaHen A3nM, CKOHLEHTPU-
poBaBLUEN LIEAEBPbI MYCY/IbMAHCKOrO MOHYMEHTasIbHOro
3oa4ecTtBa, byxapa cHuckana cnasy bnaropogHor u Ces-
WweHHoM. Topoa, Kak M CamapKaHa, NpocnaB/ieH TaKxke
B BblpaxkeHusx «*KemuyxunHa Boctoka» u «Matb ropogos»
(unn. 1). B gowepawem o Hac parmeHTe Kacudbl' OCHOBO-
MOJIOXKHUKA KJTaCCUYECKOM NePCUACKO-TAAXKMKCKOM M033uM
Pynakn (yM. 941 r.) byxapa, rge «/MCTbeB WWyM» U «MNep-
HaTbIX 3BOH>», ynogobnaeTca «HebecHoMy cBogy». C MMeHeM
3TOro ropoza cBA3saHa cyAbba MHOTMX BbIAAIOLWMXCA YHEHbIX
M MbIC/IUTENEN, MO3TOB, NPOC/IABMBLUMX BCEMUPHO M3BECTHYHO
noasuto Ha dapcu, a TaKKe MacTepoB M3bICKaHHbIX (OPM
M YTOHYEHHbIX Y30pOB, CO3/JaBaBLUMX NPeKpacHble 06pasLibl
QXKYPHOM pe3bbbl U POCIMCU MO 2aHYy (anebacTpy) 1 aepesy,
M3pasLoBble 06/IMLO0BKM 3A4aHWUM, HapaAHbIE KOBPbl U Xy0-
JKECTBEHHbIE TKaHW, HENPEB30OMAEHHYIO KEpaMMKy, 30/10Toe
LWMTbE U Apyrme cokpoBumwa. Ha knaaéuwax baaropoaHoi
Byxapbl HaLLM yNOKOeHME COTHU NpaBeAHUKOB M YrOAHUKOB
BoXbUX, MYCY/IbMaHCKUX MOABUXXHMKOB M yueHbIx. Ha npo-
TSAXXEHWM MHOTMX BeKOB Byxapa coxpaHseT 3a co6oi cnaBy
OZIHOrO M3 INIaBHbIX LEHTPOB MYCY/IbMAaHCKOro 60roc/ioBusa
B pervoHe. Bce 310 nopoauo NoroBopKy, KOTopas B PyCCKOM
nepesoje rnacut: «Bo Bcem Mupe CBET HUCXOAUT C Hebec,
a B byxape OH BOCXOAMT OT 3eM/IN>.

Byxapa — 3T0 He NPOCTO Ha3BaHME NPOC/IAB/IEHHOIO CBOEM
ucTopuert ropoga. Bo MHorom oHa 1 0606LiEHHbIN 06pa3 BCEro
pervoHa B UeHTpe A3nu. FoBOpAT Ke: «6yxapcKue eBpeun»
UNU «Bbyxapckue apabbl», MMes B BUAY €BpeeB U apabos
KaK cob6CcTBEHHO Byxapbl, Tak U LleHTpanbHOM A3uM B LLENIOM.
Mo M3BECTHbIM aBTOPY CBEAEHWAM, BbIXOALUbI M3 CaMbIX
pasHbIX paloHOB 3TOr0 perunoHa, Aaxe u3 Kawrapuu, B apab-
CKux cTpaHax Mepcuackoro 3anmBa, 4acTo HasbiBan cebs
6yxapuamu. Tak MM MHaYe, 6bl10 COBEPLUEHHO OYEBUIHO,
YTO KTO M3 3aBOeBaTe/NIeM MONYUUT KOHTPOJIb Hag Byxapoi,
TOT MONYYUT KOHTPOAb M Hag Bcel LleHTpanbHoM Asued
(«bonbLor byxapo#»).

[Ana 3aBoeBatens B LieHTpasbHOM A3MM MHOrO CO6/1a3HOB.
YMepeHHbI KNMMart, anbnuicKkue yra, M306uame Boj cos-
[aloT UCKIOYUTE/IHO 61aronpUATHbIE YCI0BUA ANA NOABUNK-
HOro KOYEBOro X03AMcTBa. Ha npoTaxeHuM BEKOB obuTaTeNm
IOPT, KOYEBHMKM TIOPKO-MOHIOJIbl M3 COCEHWUX CTEMHbIX
PaMoHOB LM CI0AA BOJIHAMM, MOCTENEHHO oceaas U pacTBo-
PAACH, TaKMM 06Pa30oM, B Ky/ibType NalleH, KHUI M FOpPoAoB.
Feorpaduyeckoe nosioxKeHne paroHa B LeHTpe A3uu, ero
BOEHHO-CTpaTernyeckoe 3HavyeHne, MCKonaemble 6oratcTea
M 6oratemwme UCTOUYHUKM CE/IbCKOXO3AMCTBEHHOMO ChbIpbsi

' Kacblda — CTUXOTBOPHBIN KaHp, NPeACTaBASIOLMIA
CO6OI TOPKECTBEHHYIO OZly C MOHOPUMMON.

2CMm.: b. T. Tadypos, Mcmopus madKukckozo
Hapooa (Mocksa, 1964), ii/2, c. 80.

© P. Paxumos, 2006

PaxmaT Paxumos
byxapa—IleTepbypr:
LUENKOBLIN NYTb

anga agoma PoMaHOBbIX

(UCTOPUKO-KYNBbTYPHLIN NOPTPET Konnekunii MAS PAH)

u3gaBHa POXKAa/sM COMEPHUMYECTBO KPYMHEMWMX AepKaB.
Bo BTOpor nosioBuHe XIX B. conepHMYecTBO 3a BAMAHUE
B 5TOM parioHe MMpa LLJIO F/1aBHbIM 06pa3oM Mexay AHrmnen
n Poccuent. MoHATHO, 4YTo Poccua ctoana 6smxe K uenu.
Bosiro-Kacnuickas BoAHas apTepus M CTEMHbIE KapaBaHHble
NyTW CBA3bIBA/IM PYCCKME KHAXeCTBA M LieHTpanbHyto A3umio
elle co BpeMeH obpa3oBaHMa B 889 r. rocyaapctea Cama-
HMAOB co cTosmuen B Byxape. 311 nyT1 nossonsam Poccum
noAAep>K1BaTb BeCbMa CoAepKaTe ibHble TOProBo-3KOHOMM-
YecKue CBA3M C 3TUM parfoHOM mupa. lo3xke, ¢ cepeanHbl
XVI BeKa, ToproBble M MOCOJIbCKME CBA3M Mexay Poccuelt
u byxapo#t np1o6penu nnaHoMepHbIM Xxapaktep. B nepuog
mexay 1801 v 1818 rr. asmup byxapbl otnpasun B Poccuio
LeCTb NOCOLCTB, a B TeyeHme 1830—1843 rr. — yeTbipe.
B 30-x 1 40-x rogax gesBATHaguaToro cronetmsa B byxapy
Hayasn BCe valle npuesaTb PYCCKME YyyeHble, Lapckue
YUHOBHMKM 1 Liesible MUCCHM?. Bce Gonblue Bo3pacTasia MHTEH-
CMBHOCTb TOProBbIX OTHOLWEHMH. U3 Byxapbl B Poccuio BBO3M-
JIMCb XJIONKOBaA NpsAxa, TKaHW, Mexa, KoBpbl U T.4. byxapa
nonyyana u3 Poccuu 10dTb, Mefp, Keneso, KpacuTesnu, Xion-
YyaTobyMaHble U3feIMA, CYyKHO, MeTann B u3genmsax. Bece ato
JAaBano Poccun 3HaunTeNbHbIE MPEUMYLLECTBA B CONEpHUYe-
cTBe C AHramen 3a BavaHue B LleHTpanbHOM Asum.

MoHATHO, 4TO LapcKas Poccus He mMor/ia y0BAETBOPUTLCA
AOCTUIHYTbIM. EM HyHO 6bl10 cTOATL B Byxape TBepao#
HOrOM M HapawmMBaTb YCUMA ANA YKPENIEHUA CBOEro Mnpw-
CYTCTBUA B PernoHe. 370 6bl10 HEO6XOAMMO, KaK MUHUMYM,
ANS TOro, YTO6bl paspelmTb MPOMYCK HeorpaHWYeHHOro
KOJIMYeCTBa PYyCCKMUX KYNLOB M TPaH3UT POCCUMCKMX TOBApoB
B Kabyn, a ottyaa — B MHAMIO.
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Bukhara—Petersburg:
the Silk Road

for the House of the Romanovs

(historical and cultural portrait of the Kunstkamera collections)

Throughout its history, Bukhara gathered so many epithets
that it seems that not a single city in the East can compare
with it. As one of the most ancient and beautiful cities of
Central Asia, with a concentration of masterpieces of Muslim
monumental architecture, Bukhara gained the reputation of
a Noble and Sacred city. The city, like Samargand, was also
glorified in the expressions “Pearl of the Orient” and the
“Mother of Cities” (fig. 1) In the fragment of the qgasida' by
the founder of classical Persian-Tajik poetry Rudaki (died
941 AD) which has come down to us, Bukhara is where the
“rustle of leaves” and “noise of birds” are likened to the
“vault of heaven”. The lives of many outstanding scholars
and thinkers are linked with the name of this city, poets who
won worldwide fame in Farsi, and also masters of exquisite
forms and refined patterns, who created beautiful forms of
wood engraving and inscriptions on ganch (alabaster) and
wood, tiles of buildings, elegant rugs and artistic fabrics,
unsurpassed ceramics, gold embroidery and other treasures.
In the cemeteries of Noble Bukhara, hundreds of righteous
men and saints have found rest, Muslim ascetics and schol-
ars. Over many centuries, Bukhara has preserved the glory
of one of the main centre of Muslim theology in the region.
All this gave rise to a saying which can be translated as “All
over the world light comes down from the heavens, but in
Bukhara it rises up from the earth”.

Bukhara is not just the name of a city famous for its history.
In many ways, it is also a generalised image of the entire re-
gion in the centre of Asia. When people say Bukhara Jews or

Bukhara Arabs, they mean Jews and Arabs both of Bukhara
and of Central Asia in general. According to information
possessed by the author, natives from the most varied areas
of this region, even from Kashghariya, in the Arab countries
of the Persian Gulf, often called themselves Bukharians. In
any case, it was quite clear that the conqueror who gained
control over Bukhara would also receive control over all of
Central Asia (“Greater Bukhara”).

There are many temptations for the conqueror in Cen-
tral Asia. The moderate climate, the Alpine meadows and
the abundance of water create exclusively favourable
conditions for nomadic farming. Over many centuries,
yurt-dwellers, Turkic-Mongol nomads from neighbouring
steppe regions came here in waves, gradually settling down
and being absorbed into the culture of farming, books and
cities. The geographical position of the region in the centre
of Asia, its military and strategic importance, the minerals
and rich sources of agricultural material gave rise to rivalry
between major powers a long time ago. In the second half
of the 19t century, the main rivalry for influence in this
part of the world was mainly between the British Empire
and Russia. It is clear that Russia was closer to the goal. The
Volga-Caspian water-way and the steppe caravan roads had
connected Russian princedoms and Central Asia since 889,
with the formation of the Samanid state with the capital in
Bukhara. These roads allowed Russia to keep very impor-
tant trade and economic ties with this part of the world.
Later, in the middle of the 16t century, trade and ambas-
sadorial ties between Russia and Bukhara became regular.
In the period between 1801 and 1818, the emir of Bukhara
sent six embassies to Russia, and four from 1830—1843. In
the 1830s and 1840s, an increasing number of Russian schol-
ars, Tsarist officials and entire missions began to come to
Bukhara?. The intensity of trade relations increased. Cot-
ton thread, fabrics, furs, rugs etc. were imported to Russia
from Bukhara. From Russia, Bukhara received leather, cop-
per, iron, dyes, cotton items, cloths and metal items. All
this gave Russia significant advantages in the rivalry with
the British Empire for influence in Central Asia.

It is clear that Tsarist Russia could not be satisfied with
what it had achieved. It needed a firm foothold in Bukhara
and increased efforts to strengthen its presence in the re-
gion. This was necessary at least to allow an unrestricted
number of Russian merchants and transit of Russian goods
to Kabul, and from there to India. Among other things, Rus-
sia was forced to supporting dynamic development of trade
and economic relations with Central Asia by the demand for
cotton from there for its cotton industry. However, the main
stimulus for Russian relations with Bukhara to move from
the sphere of mutual trade and embassies to colonial pol-
icy was its considerable alarm about British advancement

1 Qasida is a poetic genre involving a ceremonial
ode with a single rhyme.

2 See B. G. Gafurov, History of the Tajik People
(Moscow, 1964), ii/2 p. 80.
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K nopaep:xaHuio AMHaMUYHOCTM B Pa3BMTMKU TOProBO-3KOHO-
MMYECKMX OTHOLLEHUM ¢ LieHTpasibHOM A3uelt Poccuio, Kpome
BCEro NpoYero, MpuHy}ZJasa MoTPpe6HOCTb B TaMOLLHEM
XJIONKE AN ee XJ10N4aTo6yMaXkHOM MPOMbILLIEHHOCTH.
OzHaKo OCHOBHbIM BO36YyauTeIeM nepeHoca Poccrel oTHo-
WweHuH ¢ byxapoi 13 cdepbl B3aMMHbIX TOProBbIX U MNOCOJ/Ib-
CKMX B MJIOCKOCTb KOJIOHWA/IbHOM MOIMTUKM 6blN1I0 CHIIbHOE ee
6eCrnoKoMCTBO NPOABUNKEHUEM AHI/IMM K rpaHuLam Byxapbi.
B poccuickoM BoeHHOM MUHUCTEPCTBE YiKe HE 0CTaBasloCh
COMHEHMM, YTO €AMHCTBEHHbIM CMOCO6 MOMELLIATb aHr/IM-
YaHaM — HeMeANeHHbIM 3axBaT LieHTpasibHOM A3uM BOEHHOM
CMJIOM M NPOKJIaAblIBaHWE BOEHHO-MOJIMTUYECKOTO MyTH
B caMoe cepaue 6yxapckux BnageHui. B nepuog c 17 mas
1865 1o 2 mioHA 1868 r. LAPCKMMM BOMCKaMM OAMH 3a APYrvM
6blan B3ATbl TawkKeHT, XoaxkeHT, CamapkaHa, Laxp-un Ca63,
a 23 mioHA 1868 r. 6bln NoAnNMCcaH MUPHBIM AoroBop Poccuu

Wnn. / Fig. 2

c byxapoi. BoeHHbIM noxog Ha bByxapy nepBoHa4asibHO
He npeAnoJiarai ee OKoHYaTe/IbHOro 3aBoeBaHUA. B pe3yb-
TaTe yCTaHOB/IEHUSA POCCUIMCKOro NpoTeKkTopaTa Haa byxapoi
B 1885 r. Tam 6bIN10 yupexkaeHo Poccuiickoe MMnepaTopckoe
nonutuyeckoe areHtcteo (PUMA), a B 1895 r. xaHCTBO 6b1/10
BKJ/IIOYEHO B PYCCKYIO TAMOXEHHYI0 YepTy (ui1. 2—3).
BkatoueHue Byxapbl B cocTaB POCCMICKONM MMMEPWMM MO-
3BO/IM/I0 3MUPY PEeLIMTb MHOXECTBO BHYTPEHHMX Mpobiem
M NpUBEJIO K 6OJIbLIMM M3MEHEHUAM BO BCEM pPermoHe. 3To-
My B 3HAUMTENIbHOW CTEMEHWM CMOCOB6CTBOBAIO MHTEHCHMBHOE
CTPOMTENIbCTBO KEJIe3HbIX JOPOr, OTKPbITUE PErysifpHOro
CyAoxoAcTBa Ha Apasibckom mope 1 no AMy-/lapee. MoaaaH-
Hble Poccum monyyumnu npaBo MO CBOEMY YCMOTPEHMIO CTPO-
uTb B byxape KapaBaH-capau, MpOMbILUIEHHbIE 3aBeAeHMs,
TOProBble /IaBKK, A0Ma M Lie/ible NOCeIeHUA, MHOTa, Fopoj-
CKOro Tuna. BbICTpbIMM Temnamu cTan pa3BMBaTbCA TOBA-
Po060opOT. ByxapcKui aMupaTt npeactaBisn co6oMm y3/10BoM
NYHKT mMexay MHanen, AcbraHuctaHom u MpaHoM, cumTasncs
OZIHMM M3 BaXKHbIX LIEHTPOB TOProB/IM CO MHOTMMM CTPaHaMM
A3snn. K KoHuy XIX B. exeroHbii 060poT 6yxapCKoro pblHKa
C HMXXEropoACKMM, MOCKOBCKMM W APYrMMM PblHKamMM 3Ha-
YuTENbHO BO3pPOC. Pycckue ToBapbl Ha OYXapCKOM pblHKE
CTa/M MOCTENEHHO BbITECHATb AHMJ/I0-UHAWMMCKUE MU3LEMNS.

K 80-M rogam exerofHo 13 ammpaTta Ha pblHKM LIEHTPasIbHOM
Poccuu BbiBo3maoch Ao 900 Thic. nyAoB xJionka, Ao 200 Tbic.
nyaoB Wwepctu, Ao 750 ThiC. WTYK Kapakyasa, Ao 60 Tbic. ny-
[0B LUENKOBbIX M3A4E/MM, @ TaKXKe MHOFO CyLUEeHHbIX pyK-
TOB, MPSXM, BbIGOMKM, JIMCbMX LUKYP, MOJYLUESKOBOIO TEK-
ctuns (adpac), fo 10 nyaos xanatoB. Ha 6yxapCKui pbIHOK
u3 Poccum noctynanu, rnaBHbIM 06pa3om, MaHydbaKTypHble
TOBapbl (40 22 TbIC. KMM), XeNe30 U MeTall/Inuyeckme usge-
s (go 237 Tbic. nyaoB), caxap M KoHdeTbl (g0 100 ThiC.
nyzos), dapdop, byMara, MocKaTesibHble ToBapbl 1 Ap®. by-
XapCKWM PbIHOK Cbirpan 60Jibluylo posib B peanmsaumu pyc-
CKMX abpuyHbIX M3aesnit B AdraHuctaHe, UHAMM U apy-
FMX a3MaTCKMX CTpaHax. YCTaHOBJEHME HOBbIX OTHOLUEHWM
Mmexay byxapoi M Poccueld B KOHEYHOM MTOre HOCMJIO
B3aMMOBbIrOAHbIM Xapaktep (ui1. 4—5). lMoe3gku 3mupa
A6ayn Axap-xaHa (npas. 1885—1910) no kesnesHoi Jopore

Unn. / Fig. 3

Ansa neveHus B XenesHoBogcke M KucnoBogcke, OTKpbiBa-
M eMy nyTb B MeTepbypr. C OTKPbITUEM KEIE3HOM AOPOrU
Ha OpeH6Ypr, JIMYHbIE CHOLIEHWUSA IMUPA C PYCCKMM BOPOM
W BUAHEMIUMMM NpeACTaBUTENSAMU [BOPLIOBOM 6HOPOKpaTHM
MOJYYMIN HOBbIM WMMMY/bC. AKTMBM3ALMA STUX KOHTAKTOB
npvBesa K TOMy, YTO BCKOPEe IMup CTaJl FEHepasioM OT KaBa-
JIepUK PYCCKOM apMMM, MOJTyYMA NMPUABOPHOE 3BaHWE reHe-
pan-agbloTaHTa U YAOCTOM/ICA 3BaHMA MOYETHOrO Kasaubero
aTaMaHa TBEpCcKoro Kasaubero BokcKa. KaBanep BbICLIMX
PYCCKMX OPAEHOB, B TOM YMcC/e BbicovaiLie noxasoBaHHbIX
opZeHoB AnekcaHapa HeBckoro, ocbinaHHOro 6puiMaH-
Tamu, CBatoro CTaHMCNaBa MEPBOM CTEMEHWU C aJMasHbIMU
YKpalLeHUSMM, CBATOM AHHbI NEpBOM CTEMNEHM, OH caenancs
wecoM 5-ro OpeHBYpPrckoro Kasaubero nosika. bavkanwmim
MOMOLHMK 3MUpa MO YNpaB/IEHWIO CTpaHOM Kyw6eau My-
XaMMaZ-6ui TaKKe 6bl1 HarpaxkaeH cabsiier C aMasHbIMM
YKpaLLEHUAMM (CTOMIM 3TU aiMasbl 4495 30110TbIx py6ien)*.
HacneaHuK smupa MMen YMH MOJIKOBHMKA PYCCKOM apMuM,
NPUABOPHOE 3BaHWE (MreNb-abloTaHTa. Y Camoro mu-
pa 6bl1 TUTYN «CBET/IOCTU». O Bece M 3HaYMMOCTM IMUpa
Byxapbl B POCCMMCKOM O6LIECTBE FOBOPUT TO 06CTOATEb-
CTBO, YTO OH 063aBeJiICA 3HAYUTE/IbHOM COBCTBEHHOCTLIO
B eBporeickor Poccun. EMy npuHaanexkanu aava-asopew,

3 Ibid., cc. 192—-193.
* Ibid., c. 180.

to the borders of Bukhara. At the Russian War Ministry, there
was already no doubt that the only way to stop the British
was to seize Central Asia by military force and establish a
military and political road to the very heart of the Bukhara
possessions. In the period from 17 May 1865 to 2 June 1868,
the Tsarist troops took Tashkent, Khujand, Samargand and
Shahr-i Syabz one after another, and on 23 June 1868 a
peace treaty was signed between Russia and Bukhara.

The military campaign to Bukhara did not originally envis-
age its complete conquest. As a result of the establishment
of the Russian protectorate of Bukhara in 1885, the Russian
Imperial Political Agency (RIPA) was founded there, and in
1895 the Khanate was included in the Russian customs dis-
trict (figs. 2—3).

The inclusion of Bukhara in the Russian Empire allowed
the emir to solve numerous domestic problems, and led

Unn. / Fig. 4

to major changes in the entire region. This was to a large de-
gree enabled by the intensive building of railways, the open-
ing of regular shipping on the Aral Sea and the Amu-Darya.
Russian subjects received the right to build caravan-sarays in
Bukhara at their discretion, industrial establishments, retail
shops, houses and entire settlements, sometimes of a city
kind. Trade turnover developed at a fast rate. The Bukhara
Emirate was a central point between India, Afghanistan and
Iran, and was considered one of the main trade centres
with many Asian countries. By the end of the 19t century,
the yearly turnover of the Bukhara market with the Nizhny
Novgorod, Moscow and other markets increased significantly.
Russian goods at the Bukhara market gradually began squeez-
ing out English and Indian goods. By the end of the 1880s,
from the Emirate to the markets of Central Russia, there
was export of up to 900,000 poods (16.38 kg) of cotton, up
to 200,000 poods of wool, up to 750,000 pieces of Astrakhan
fur, up to 60,000 poods of silk items, and also a great deal of
dried fruit, thread, prints, fox fur, half-silk textiles (adras),
and up to 10,000 poods of robes. The main goods which came
to the Bukhara market from Russia were textile goods (up to
22,000 piles), iron and metal items (up to 237,000 poods),
sugar and sweets (up to 100,000 poods), porcelain, paper,

OnekTpoHHas Gubnuoteka Mysesi aHTpononorum n atHorpacdum um. Metpa Benukoro (KyHcTkamepa) PAH
http://www.kunstkamera.ru/lib/rubrikator/06/oriental_dreams/
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dry salted goods and others®. The Bukhara market played an
important role in the sale of Russian fabrics in Afghanistan,
India and other Asian countries.

The establishment of new relations between Bukhara and
Russia ultimately became mutual (figs. 4—5). The journey
of emir Abdul Ahad-Khan (ruled in 1885—1910) by railway
for treatment at Zheleznovodsk and Kislovodsk opened the
path to him to Petersburg. With the opening of the railway
to Orenburg, personal relations between the emir and the
Russian court and important representatives of the palace
bureaucracy received a new stimulus. The activisation of
these contacts led to the emir soon becoming a general from
the cavalry of the Russian army, and he received a court
title of general-adjutant, and received the title of the hon-
oured Cossack ataman of the Tver Cossack troops. A cava-
lier of the highest Russian orders, including the highest of

Mnn. / Fig. 5

the granted orders, Alexander Nevsky, covered in diamonds,
St. Stanislav of the first degree with diamonds, St. Anna of
the first degree, he became the chief of the 5™ Orenburg
Cossack troops. The close aid of the emir in ruling the coun-
try, Kushbegi Muhammad-biy, was also awarded a sabre with
diamonds (these diamonds cost 4,495 gold roubles)*. The
emir’s heir had the rank of colonel of the Russian army, and
the court title of aide-de-camp. The emir himself had the
title of “lordship”. The importance and weight of the emir
of Bukhara in Russian society is shown by the fact that he
acquired significant property in European Russia. He owned
a palace dacha in the Crimea, dachas in Zheleznovodsk and
Kislovodsk, and a house in Petersburg. It was apparent for
all to see that the Bukhara emirs “in the eyes of the Tsarist
bureaucracy were crowned heads standing above the great
princes of Russia”’. They founded a number of Bukhara or-
ders, both made from humble metal and gold stars covered
in diamonds. The weight of the Bukhara ruling house in
Russian financial spheres was very important. The capital
of the emir in the State Bank of Russia came to 27 million
gold roubles. Around 7 million was kept in private banks.
The Emirate held third place in the world in export of as-
trakhan fur. In Petersburg, the emir’s opinion was taken

3 bid., pp. 192—193.
“Ibid., p. 180.

® History of the Peoples of Uzbekistan
(Tashkent, 1947), ii, p. 407.
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B KpbiMy, faum B )Kene3HoBoAcKe U Kucnosoacke, aom B [Me-
Tepbypre. Mo BceMy BMAHO 6bl10, YTO BGyXapCKue 3mupbl
«B r/1a3ax LapCcKoi 6opoKpaTUM ABNSIMCb KOPOHOBaHHbLIMM
0Cc06aMu, CTOSALLMMM BbILLE PYCCKUX BEIMKMUX KHA3EM»S. MK
6bIIN yuYpeXAeHbl pAj 6yXxapCcK1X OpAEHOB, NPeCTaBAABLLMX
CO6OM KaK CKPOMHble MeJasi, TaK U OCbiMaHHble GpUJI/IMaH-
TaMW 30/10Tble 3Be34bl. BecbMa 3HauMTEIbHBIM 6bIN BEC BY-
XapCKOro npassLlero JomMa B PyCCKMX (hMHaHCOBbIX cchepax.
Kanutanbl smupa B locygapctBeHHoM baHke Poccum coctas-
NAAnM 27 MAH. py6nei 3010ToM. OKOMO 7 MJIH. XpaHM/IOCh
B YaCTHbIX 6aHKax. dMMpaT 3aHMMan TPeTbe MEeCTO B MMpe
no 3KCMopTy Kapakyna. B [eTepbypre ¢ MHeHMeM 3mupa
cunTanmcb. Mexay smupoM u AnekcaHgpom Il wna nepe-
nucka. lMpuesxasa B Poccuio, B MOCKBE OH OCTaHaB/IMBasICA
B Kpemne, a B ctonmue — B 3uMHeM asopue (usi1. 6—7) Um-
nepaTop NpMAEPXMBaNCA yoexAeHNUs, YTO HaCNeAHUKM IMU-
pa — 6yayLime npeTeHAeHTbl Ha NPECTO, A0/KHbI 06yYaTbCs
B [eTepbypre. Mo 3ToMy NOBOAY B IMYHOM MUCBME K 3MUPY
B 1879 r. AnekcaHap Il nucan: «3To0 AOMKHO YyNpOunTb Opy-
JKecmaeHHble OmHoweHUsA [KypcuB Mo — P. P.] mexay Poc-
cuen 1 byxapoi M NPUHECTH CYLLECTBEHHYHO MOMOLLb»S.

OTHOCUTE/IbHO ~ MEPCMEKTMB  Pa3BMTUA  OTHOLLEHWM
¢ byxapo# B pa3HbIX POCCUIMCKMX BEAOMCTBAX CyLLECTBOBaIN
pasHble MHEHWA, BpeMeHaMM pasropasacb KecTKas
nosieMmKa, Ho A0 OKTA6pA 1917 r. amMup NpoAo/IKai YeKaHUTb
MoHeTy. Ero ums npoBo3srnalwanocb Ha 06LEeCTBEHHOM
NATHUYHOM MosinTBe. OH coAepiKasl COGCTBEHHYH apMMIo.
Bce 3To nmpuAaBaso 3Mupy BHELWHWM BWA HE3aBMCHMMOFO
MYCY/IbMaHCKOr0 B/1aZieTens.

CNOXMBLUYIOCA CUTYaUMI0 MCTOMHMKM YacTo CBA3bIBAOT
C fIBJIEHMEM, KOTOPOE MOXHO HasblBaTb d(pdeKToM mapmy-
Ka, T.€. NOAAPKOB M NOAHOLEHUI’. 3a HECKOJIbKO JecaTuie-
TUM HaxoXAeHMA nog BiacTbio Poccum Gyxapckue npassiupe
KPYru1 ycnenu BnosiHe y6eamuTbCA, YTO B CHOLLEHMAX C pycC-
CKMMM BNIaCTAMU 0Aap1BaHWUA roCYAapCTBEHHbIX YUHOBHUKOB
M CaHOBHWMKOB BECbMa MOJIE3Hbl M AEMCTBEHHbI. [M03TOMY,
He TONIbKO KaXfJoe PYyCCKOe MOCO/IbCTBO K IMUPY COAep-
}asoCb Ha ero cyeT W LWeApO OAAPANOCH JIOWabMK C A0-
porocTosiLei copyei, KoBpamu, XasaTamu M np., HO U BCe
NpeACTaBUTENM LAPCKOM 6OPOKPaTMM M apMMM BO BpeMs
CNyXeBHbIX MOEe3A0K MO XaHCTBY TOXE LEe/IMKOM CoAepiKa-
JICb Ha CPejCTBa IMUPA MJIM €ro YMHOBHMKOB Ha MecTax.
B 1910 r. nocnefoBano «BbiCOYaMLLIEE COM3BOJIEHME>» HA 3a-
npeLieH1e npuHMMaTb NOJAPKM OT IMUpa BCEM JINLAM, CO-
CTOSIBIUIMM Ha FOCYAApCTBEHHOM Ciyx6e. MMpu 3ToM 6blna
cAenlaHa oroBopKa, COrJlacHO KOTOPOM 3MUP MO «MOAHOCUTb
JIWLb NPOM3BEAEHMS CBOEM CTPaHbl U MPUTOM B HEGOJIBLLIOM
Ko/myectBe». Ho gaxe 3To «BbiCOYaMLIEE COM3BOJIEHUE>,
06bAB/IEHHOE Yepe3 CeHaT, HOCM/I0 MOMETKY «pacny6J/IMKo-
BaHMIO HE MOAJIEXMUT>, U MOA BMAOM «MPOM3BEAEHUM XaH-
CTBa» 3MUpP NpPoAoJIKaN AapuTb B eTepbypre 6puaInaHThI,
KOTOpble HUrAe B XaHCTBE HEe A06blBaUCKE.

B coctaBe OTrpy:aemblx NeTepbyprckom 3/MTe JapoB
6blIM NOPOAMCTbIE BEpXOBble JioWaaM B 6oratoM y6paH-
cTBe M3 30/10Ta, cepebpa, 6apxarta M WeésKa. Koamyectso
JapCTBEHHbIX CKaKyHOB MHOrAa AOXOAM/I0 A0 TpeX U 6onee
JecATKoB. /lpyryto 4acTb mapmyKoB COCTaBAAN LEeHTpasib-
HOa3MaTCKMM TEKCTU/Ib B BUAE POCKOLLHbIX LUE/IKOBbIX, MO-
JYWENKOBbIX, 6apxaTHbIX M ApYrMx TKaHeW (um1. 8-9).
MHOrMMM AecATKamM NPEnOAHOCUINCE TaKKe BbIWMTbIE
30/10TOM M CEPEBPOM XasiaTbl, MPeACTaBNAsABLIME COBOM Yy a0

> Mcmopus Hapodos Y36ekucmaxa (TawkeHT, 1947),
ii, c. 407.

¢ [acbypos, op. cit., c. 180.
7 Ucmopus Hapodos Y36ekucmaHa, cc. 407—408.

8 Ibid., cc. 408—409.

6yXapCKOro 30/I0TOLIBEMHOr0 MCKYCCTBA. B uncie nogapkos
6bl/IM YHMKaAJIbHble 06pa3libl KJMHKOBOIO OpYKMS, WMCMOJI-
HEHHble B 30/10T€, cepebpsHble, 30/10Tble MW OCbiNaHHbIE
6puIMaHTaMM M aniMa3aMu opgeHa «Bocxogswen 3sesabl
Byxapbl» 1 T.n.

CKniagblBaeTca Brevat/ieHMe, 4To B MoBOAax AN MoA-
HOLLUEHWM GYXapCKMMK MPABUTENISIMU POCCUMCKMM Focyzap-
CTBEHHbIM JeATeNAM M CAyXalWum MoAapKOB HeJocTaTKa
He 6bl10. ANA 3TOM LiesM UCMOb30BaMCh, HANpUMep, CBa-
ZAebHble TopyKecTBa B LLAPCKOM CEMbE MM Apyrue CobbiTUA
B KM3HM KHAXECKMX 0co6. Tak, o mocosibcTBe B 1873 roay
B ctonmuy Poccun no cnyyato 6pakocoveTaHus, Hanpumep,
aoyepn AnekcaHgpa |l «C COOTBETCTBYOWWMM NOJapKaMm
U NOAHOWEHUAMMU> BCKOJIb3b YNOMMHAET MEPBbIM 3aMeCTU-
Teslb Nocna B 3ToM noesake Axmag AoHuw (1826/29—1897)
B cBoeM «[lytewectBun m3 byxapbl B Metepbypr»°. JoHWLw

Unn. / Fig. 9

(ero Hactoswee mma — Jouuw Axmag Maxaym 6. Hocup)™
— Bblgatowmiica dunocod, doHUWMAaHA, NO3T, NPOCBETUTENb
U NOJIMTUYECKUIM AeaTesb, 3aBEPLUMBLLMM GAMCTaTEbHYIO Ne-
A4y BCEMMPHO M3BECTHBIX K/JIACCMKOB /IMTEPATYpbl Ha ¢apcu.
Axmaz JloHuw TpuxkAabl nobbiBan B Poccuu, aBaxipl B paHre
cekpeTapsa nocosibcTB (1857, 1868), a B 1873 r. 6bl1 NepBbIM
3aMecTMTeNIeM JeneraumMu MNoc/aHHUKOB 6GYyXapCKOro 3mu-
pa. OHa 6blna oTnpaBneHa B CTo/MLy PoccuicKon nmnepum
no c/yyato nobeabl PyCCKOM apMuu B XMBMHCKOM KaMmaHWM.
K 3ToMy cob6bIT1I0 6blM NPUYPOYEHBI TOPKECTBA, CBA3AHHbIE
C LUepeMoHMAMM bpakocodeTaHua goyepu AnekcaHgpa |l Ma-
PUM C CbIHOM aHT/IMMCKOM KOpoJieBbl BUKTOpUM — AlbGEPTOM.

9 A. Jonmw, lMymewecmsue u3 byxapsi 8 [lemep6ypa.
MU36paHHoe, NOAroTOBKa TEKCTA M KOMMEHTapHi
P. Xaaun-3ape (AywaH6e, 1960), c. 133.

10 NceBAOHMM JIOHMLL CBA3AH C CYLIECTBUTE/IbHBIM
QOHUWMAHO, YTO 3HAYMT «3HATOK>, «3HAIOLLMI>, <yYEeHbIM».

into account. There was correspondence between the emir
and Alexander Il. When he came to Russia, he stayed at the
Kremlin in Moscow, and in the Winter Palace in the capital
(figs. 6—7). The Emperor was of the opinion that the emir’s
heirs, the future claimants to the throne, should study in
Petersburg. On this matter, in a personal letter to the emir
in 1879, Alexander Il wrote: “This should strengthen friendly
relations [the italics are mine — R. R.] between Russia and
Bukhara and bring significant benefit”.

On the prospects of development of relations with
Bukhara, there were different opinions in different Russian
departments, and at times there were harsh polemics, but
until October 1917 the emir continued to mint coins. His
name was proclaimed at the public Friday prayer. He kept
his own army. All this gave the emir the external appearance
of an independent Muslim ruler.

Sources often connect this situation with a phenomenon
which may be called the effect of tartuq, i. e. presents and
offerings’. After being under Russian power for several dec-
ades, Bukhara ruling circles could see fully that in relations
with the Russian authorities, giving presents to state officials
and dignitaries was useful and effective. So not only every
Russian embassy to the emir was kept at his own expense
and generously given horses with expensive harnesses, rugs,
robes and so on, but all the representatives of the Tsarist bu-
reaucracy and the army, during service trips to the Khanate,
were also fully supported by the emir or his officials in the
regions. In 1910, a “royal decree” was issued prohibiting all
persons in state service from accepting presents from the

¢ Gafurov, op. cit., p. 180.
7 History of the Peoples of Uzbekistan, pp. 407—408.
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emir. At the same time, there was a reservation according
to which the emir could “only offer works of his country, and
in small amounts”. But even this “royal decree”, announced
through the senate, had the note “not to be published”, and
under the guise of “works of the Khanate”, the emir contin-
ued to make presents of diamonds in Petersburg, which were
not mined anywhere in the Khanate®.

Among the gifts sent to the Petersburg elite were thor-
oughbred saddle-horses richly adorned with gold, silver,
velvet and silk. The number of racehorses given sometimes
reached 30 or more. Another part of the tartugs were
Central Asian textiles in the form of lavish silk, semi-silk,
velvet and other fabrics (figs. 8—9). There were also doz-
ens of robes embroidered with gold and silver, a miracle of
Bukhara gold-embroidery. Among the presents there were
unique examples of swords, in gold and silver, and gold or
diamond-encrusted orders of the “Rising Star of Bukhara”
etc.

One gets the impression that there was no shortage of oc-
casions for Bukhara rulers to make offerings to Russian state
figures and officials. For example, weddings in the Tsar’s
family or other events in the lives of the royalty. The first
deputy ambassador Ahmad Donish (1826/29—1897) makes a
brief mention of the embassy in 1873 to the capital of Russia
on the occasion of the marriage of Alexander II’s daughter,
with “appropriate presents and offerings”, in his “Journey
from Bukhara to Petersburg”®. Donish (his real name was
Donish Ahmad Makhdum b. Nosir)'® was an outstanding phi-
losopher, donishmand, poet, enlightener and political figure,
who completed the Pleiad of world-renown classics of litera-
ture in Farsi. Ahmad Donish visited Russia three times, twice
as the secretary to the embassy (1857, 1868) and in 1873 he
was the first deputy of the delegation of messengers from
the Bukhara emir. The delegation was sent to the capital of
the Russian Empire on the occasions of the Russian army’s
victory in the Khiwa campaign. Celebrations marked this
date connected with the marriage ceremony of Alexander II’s
daughter Maria to the son of Queen Victoria, Albert.

“Journey from Bukhara to Petersburg” is an excellent
memoir written by an oriental thinker and subtle observer.
Completely enchanted by the extraordinary appearance of
the city on the Neva, he presents the reader in vivid poetic
images with traits of the exquisite decoration and magnifi-
cence of the palaces of the imperial capital of the time,
and tells of the picture of the world of the upper sections
of its society. “Journey from Bukhara to Petersburg” is a
genuine masterpiece of Muslim culture, in which a whole
range of important traits of the Russian culture of that epoch
is recorded. The work gives an impression of how close
Petersburg was to the heart and mind of this Bukhara citizen
who dreamed of changes in his own society, and continued
to preserve his imperviousness to outside influence. Donish’s
“Journey” is a look at Russian culture from the outside, the
view of a Muslim from Bukhara. In this sense, the memoir
is also a treasure of Russian culture. The inseparability of
Donish’s work from treasures of both Muslim and Russian
culture make a brief digression appropriate, in order to di-
rect the reader’s attention to individual passages from it.
This work has brought the atmosphere of these days to us. It
creates a context in which the items which have now become

8 Ibid., pp. 408—409.

9 A. Donish, Journey from Bukhara to Petersburg. Selection,
preparation of text and commentary by R. Khadi-zade.
(Dushanbe, 1960), p. 133.

1 Donish’s pseudonym is linked to the noun donishmand,
which means “expert”, “wise person”, “scholar”.
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«[yTewectune 13 byxapol B MeTepbypr» npeacraBaseTt
Cco60M 3aMeYaTtesibHbIM NaMATHUK, CO3A4aHHbIM BOCTOYHbIM
MbICIUTENIEM U TOHKMM HabntogaTenem. CoBeplUeHHO ova-
POBaHHbIM HEOGLIKHOBEHHbIM 06JIMKOM ropoja Ha Hese, oH
B AAPKMX MO3TUYECKMX 06pa3ax BOCTOPXKEHHO NpeAcTaBaseT
CBOEMY YMTaTesIlo YepTbl M3bICKAHHOrO Y6paHCTBA M BE/IMKO-
Jienvs ABOPLIOB MMMEPCKOM CTO/IMLbI TOM MOPbl, YBIEYEHHO
paccKasblBaeT 0 KapTMHE MMpa BbICLLMX C/I0€B ee 06LieCcTBa.
«[yTewectsue u3 byxapbl B MeTepbypr>» npeacTaBaseT co6oim
MOA/IMHHBIN LIeAEBP MYCY/IbMaHCKOM KyJ/IbTypbl, B KOTOPOM
3anevaT/ieH Lenbli pag BaKHEMLIMX YePT PYCCKOM KyNbTypbl
TOM 3noxu. COUMHEHWE AaeT NpeacTaB/IEHUE O TOM, KaKMM
6113KMM OKasascs NeTepbypr yMy 1 cepauy 6yxapua, Meu-
TaBLUEro 0 NepemMeHax B CBOEM O6LLIECTBE, NPOAOJIKaBLUMM
COXPaHATb CBOI0 HEMPOHMLAEMOCTb K BHELUHEMY BAWUAHMIO.
«MyTewectBue» A. [loHWLWwa 3TO B3rnsa4 Ha PyCCKyH KyJib-
TYPY CO CTOPOHbI, B3raaj 6yxapua-MycyibmaHuHa. B aTom
CMbIC/1e 3TOT NAMATHMK ABAETCA U AOCTOSHUEM PYCCKOM
Ky/IbTypbl. HeoTaenMMocTb COuMHEHMA JloHULA OT COKpO-
BULLHML, KaK MYCY/IbMaHCKOM, TaK M PYCCKOM Ky/IbTyp Aenaet
YMECTHbIM HEBO/IbLLIOE OTCTYMJIEHME, YTOObI NPEAIOKUTD
BHMMaHMUIO YMTaTENA OTAE/IbHbIE MAacCcaXM U3 Hero. 10 COYUM-
HEeHWe J0HeCsI0 Ao Hac ammocdepy Tex aHel. OHo co3gaet
KOHTEKCT, B KOTOPOM WJ/IN NpeAMETbI, CTaBLUME CErOAHA
YacTblo My3€eMHbIX KoNNEeKUMH. CeroaHs, TobKO B 3TOM KOH-
TEKCTe U BO3MOXHO MX MOHMMAHWE U UCCIeJOBaHUE.

B ogHOM M3 naccaxkeM pacckasa Axmaz JoHULL onucbiBaeT
BHELLUHMIM 06/IMK NeTepBYPrcKMX 3HATHBIX Jam: «4TO KacaeTcs
oJeXAbl EHLMH TOW CTPaHbl, TO OHa A0 Ta/iuK y3Ka, a oT
Ta/MK A0 NOZAONA HACTO/IbKO LIMPOKA, YTO €C/IM KEHLUMHA BXO-
[MT B KOMHATY, TO NMOJO0J/ OCTaeTcA ele B kopuaope. Moa nos-
COM M3 LIENKOBOM JIEHTbI Y HUX APYrOM MOSAC, CKPEM/IEHHbIN
M3 COrHYTbIX NOAYMeCcALEM TOHKMX M 31aCTMUYHBIX KOCTAHbIX
NIaCTUHOK, KOTOPble He JIOMAIOTCA, KOrAa XeHLmHa caguTca
MW BCTAeT. JTOT NOAC OHW 3aCTErMBalOT OYEHb TYro, NO3TOMY
NNaCTUHKM NPUNOAHMMAIOTCA BOKPYT Ta/lMi M NOALEPHKMBAIOT
LWEIKOBYIO TKaHb NaatbA. CO CTOPOHbI EHLMHA NoXoxa
Ha 30J10TYI0, YKPALLEHHYIO }XEeMUYrom 6alleHKy, NocTaB/eH-
HYI0 Ha BEPLUMHY YAIMHEHHOIO KPYr/ioro Kyrnosa. A cBepxy
Ha ro/ioBy, M/1€4M U Tani0, OHU HaKIAAbIBAIOT YEPHbIE, Kpac-
Hble M roslybble Kpy:KeBa, a Y BUCKOB NPUKPENAIOT GYKETUKM
MCKYCCTBEHHbIX LiBETOB, KOTOpble 6YATO TO/IbKO YTO COPBaHbI
C LBETHMKa. PoColo MM cnyKaT Ayxu 1 po3oBas Boga. K yliam
OHM NOABELUMBAIOT AJIMHHbIE CBEPKAlOLME CEpPbrv M3 asMa-
30B, XpyCTasis, Xemuyra 1 30/10Ta, BEIMYMHOM C DUHMKO-
BO€ 3epHO. Houblo B M1amMeHu CBEYEHM OHW CUAKOT, CJIOBHO
YA/IMHEHHbIE OFHEHHbIE Kamnv UKW ACHBIM MECAL, a Ko¥Xa
3a YXOM /10 TOr0 YMCTa M Npo3payHa, YTo BMAHO, KaK NoJ Heto
nyNbCMpyeT KPoBb. M CBEpKaHWe cepbri B COMETaHMK C MPO-
3PayHOCTbIO YLIHOW MOYKM HaroMMHAET NOCTaBJ/IEHHYIO NMPOTMB
3epKasia cBevy. OT TaKoM KpacoTbl U BE/IMKOIENMS pacCyAoK
NOKMAAET roJIoBY, KOrJa OHW BCTAlOT, U cepAlie 3amupaeT
B rpyAM, Korfa oHu cagatca»'".

M panee: «B 3TOM [ABOpSHCKOM. — P. P.] cobpaHmu Mbl
BMAE/IN, KaK HEXHblE KpacaBuLbl, CTPOMHBIE W COJHLIEMO-
J06Hble, NporyaMBaauncb Mo 3asy, BbICTynas naaBHO M rpa-
LIMO3HO, KaK naea MM TOMHas rasesib. Bce oHu 6biam ogeTbl
B LWENKOBbIE OAEXAbl, TaKME TOHKME, YTO CKBO3b HMX NPOCBe-
unBasno Tesio. GUrypbl UX GbIIM TaK CTPOMHBI U U3SALLHBI, 4TO,
Ka3aJloCb, OZlHa He MOr/1a 3aC/IOHNUTb Apyryto. Ha HeKoTopbIx
6bl/IM TOHKME YepHble N1aTbA U IErK1e LBETHbIE HaKMAKM

" flonmw, op. cit., cc. 129—130.

U3 KpY>KEB M LWEJIKA, HACTO/IbKO Npo3payHble M KpacuBble,
4YTO TPYAHO onucatb W NpeAcTaBuTb. baarogapsa TOHKOCTH
CTaHa M Npo3paYHOCTU OAEX [ CTpena B3r/sja NpoH3asna
MX HAaCKBO3b OT CMWHbI NEPBOM M A0 FPyAU COTOM, HUrae
He 3aJepknBascCb, 6yATO BCEBbIWHMI COTBOPUA UX Tena
M3 YMCTOM BOAbI M MPO3payHOro cTeksa»'2. Janee cnegyot
6elimbl (ABYCTULLNA):
«Bce KpacaBMLbl 0AETbl B YEpHOE, a JIMLOM NOZOGHbI NyHE,
CnoBHo bor MoMecTun B YEPHOTY BOAY XM3HM.
Bce — MCKyCHble CTpesikM, B OXOTe 3a cepALamMu
Bcrogy nyckatowpe cTpesibl U3 3acabl JIYHOIMKOM Kpachl».

Jpyrve 6elimbl loHULL NOCBALLAET ByAyLIEN CYMNpYKeCKOM
yete. CHayasia OH paccKasblBaeT NPeAbICTOPUIO HaMMCaHUs
3TOro CTUXOTBOPEHMS. Mo ero c/ioBam, B 3TOM NOE3AKE OH BCTpe-
TUAICA C <NEepeBOAYMKOM, KaBKasLem KazeMb6eKkom»'?, KoTopbiH
«BblJ1 YE/IOBEKOM YMHbIM M KPAaCMBO NMUCABLUMM MO-apabCKu».
Mo cnoBam doHuwMmaHOa, KazeMbek «no 61M30CTM HaTyp
nuTan cMMnaTuio» K Hemy. OH ybexaaeT aunaomata JoHuwa
COYMHUTb HECKOJIbKO 6elimoB, BCTaB/IAA B HUX aKPOCTMX
C MMEHaMM 104EPU Liapsa U €€ JKEHMXA, a TaKKe XPOHOrpaMMmy.
lMpu 3ToM «KaBKa3seLl» npeasiaraeT CBOK FOTOBHOCTb Mepe-
BECTM CTUXOTBOPEHME Ha PYCCKMUM A3bIK M MOAATH €ro LapHo.
Mo ero MHeHUIO, NpenecTb CTMxa NpuHecna 6bl 60/bLUYIO
nosib3y 6yXapCKoM MUCCUMU U, KPOME TOro, criaamna 6bl
«Y36EKCKYH HEYKJIIOKECTb» "4,

«YyBCTBYA YCTa/IOCTb C AOPOrM U MOC/AEACTBME NEPEMEHDI
mecTa», Axmag JoHuW «B TeYeHHe ABYX-TPEX AHEN OTKIa-
AblBas 370 geno». Ho KaseMb6ek Kaxapli pa3 npu BCTpeye
rosopun: «Hy, €c/in Tbl y3Ke COYMHUN CTUXOTBOPEHUE, AaM,
MOCMOTPIO, YTO Y TEGA MOJIyYnaoCb». B1as, YTo TOT HacToM-
umB, JIOHMLL, B KOHLIE KOHLIOB, MPMHMMAETCA 3a HanucaHue
3aKa3aHHoro KazeM6eKom CTUXOTBOPEHMA. AKPOCTHX, NOCBSA-
LLEHHbIM HOBOGPAYHbIM, MOJTYYM/ICA NPENECTHbIN. OH COCTOMT
U3 6elimoB, KaxAblM U3 KOTOPbIX HAYMHAETCA C OAHOM U3 BYKB
UMEeH 6yayluen CeMENHOM YeTbl B NMopaaKe MX HanucaHus.
Mo3Bosito ce6e NpuBeCTM 34eChb DparMeHT, NOCBALEHHBIN
Mapu:

«MecsL 61aropoaHbIi, 0 o4b Laps BAACTUTENS MUPa,
Bosiel cyab6bl 61aroCKI0HHOM coeanHUNach ¢ lONMTEPOM.
A nbILWHOCTb CBaAb6bl TOM U BENMKOIENDBE,

ToHYaMLIMM pa3yMOM HeJib3sl MOCTMUYb U 3aneyaTt/ieTb.
PasHoLBeTHe KpacoK BbICBO6OAMIOCH M3 3acabl MpaKa,
ApomaTbl BbIPBa/IMCb Ha BOJIIO M3 TEMHMLbI.

W uenbiit MMp NpPeKpacHbIX rypui 34ecb cobpascs,
ConepHUYaeT Kaxkzas Kpacou C CUAIOLLEM JIYHOM>.

«[lepeBoAYMK NepeBEN aKPOCTHUX M XPOHOrpamMMy Ha pyc-
CKMM A3bIK M NpeAcTaBuA Uapto. B Beuep 6pakocoyeTaHms
Mbl 6bI/IM MPUrAALLEeHbl Ha CBage6HbIM NMUp. Focyaapb NpUHSAN
04YeHb MMJIOCTMBO.

TeM BpeMeHeM MMNepaTop B COMPOBOXAEHUU CBUTDI
W YJIEHOB MMNEpPaToOpCcKoM damMuamMu B3ag U BNepes npoxa-
JKMBaJICA cpeaum roctei. Bapyr, nas nog pyKy ¢ Aoyepbto, oH
YBUAEN MEHSA U CKasas:

— £l BUAEN aKpOCTHX, KOTOPbIM Tbl MOCBATWA LIApeBHE. S o4eHb
[0B0JIeH. OH OYEHDb T/IYBOK MO CMbICITY, HO *aJjlb, YTO Mbl HE 3HaeM
A3bIKa, YTO6bI OT/IMUYMTb NPEKPACHOE OT HUKYEMHOFO>.

ABTOp CTMXOTBOPEHWS MMNEPATOPOM 6bl1 MpeACTaB/IEH
Mapuu, koTopas no6narogapuia nosta. MepeBoj aKpoCTHXa,
BbINOJIHEHHbIM KazeM6eKoM, Gbll 0ny6/IMKOBaH B POCCUIACKOM
neyvaTu. 3a TOHKOCTb MbIC/IM M Bblpa3nUTE/IbHOCTb 06pa3oB CTH-
XOTBOPEHME MOJYYMIIO LUIMPOKMM pe30HaHC. B BosHarpaxaeHue

2 1bid., c. 126.

13 Kazem-6eKk M1p3a Myxammaz ‘Anm — pycckuii BocToKoBeg, Y.-K. MeTtepbyprckoi
AKaziemum Hayk, aBTOp TpyZoB Mo UcTopumn KaBkasa, MpaHa, LieHTpanbHoi Asuu,
KprMa, UCTOPUU UCIaMa, a TaKXKe MPAaHCKNX U TIOPKCKUX A3bIKOB.

4 BblpaeHue «y36eKCKas HeYK/IXeCTb» — HaMeK Ha MpaBuBLLYlo TorAa byxapoit
y36EKCKyPO ANHACTHIO U3 NNIEMEHU MAHTbIT.
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part of the museum collections lived. Only in this context is
it possible to understand and investigate them today.

In one passage in his story, Ahmad Donish described the
external appearance of Petersburg’s noble ladies: “As for the
clothes of women in this country, the waists are so narrow,
and so wide from the waist to the skirt, that if a woman en-
ters a room, the skirt remains in the corridor. Under the belt
of silk, they have another belt made from bent crescents
and elastic bone plates, which don’t break when the woman
sits down or gets up. They draw this belt very tight, so the
plates rise up around the waist and support the silk fabric
of the dress. The woman resembles a gold tower decorated
with pearl, placed on the top of an extended round dome.
And on their heads, shoulders and waist, they put black, red
and blue circles, and to their temples they attach bouquets
of artificial flowers, as which seem to have just been torn
from the bush. For dew they use perfumes and rose water.
To their ears they attach long sparkling earrings of diamonds,
crystal, pearl and gold, the size of a date stone. At night in
the flame of candles they shine, as though they were long
fire drops or a bright moon, and the skin behind their ear is
so pure and transparent that you can see the blood pulsing
beneath it. And the shining of earrings in combination with
the transparency of the earlobe resembles a candle put in
front of a window. This beauty and splendour cause reason
to leave one’s head when they get up, and the heart to stop
when they sit down”".

And further on: “in this [courtly — R. R.] assembly we saw
tender beauties, slender and like the sun, walking around the
wall, stepping fluidly and graciously like peahens or languor-
ous gazelles. They were all dressed in silken clothes, so thin
that their bodies could be seen through them. Their figures
were so slender and exquisite that it seemed one could not
overshadow the other. Some had thin black dresses and light
colourful capes of lace and silk, so transparent and beautiful
that they are difficult to describe and imagine. Thanks to the
thinness of the figure and transparency of the clothes, the
arrow of the gaze passed right through them, from the back
of the first and to the breast of the hundredth, not stopping
anywhere, as if the Almighty had created their bodies out
of pure water and transparent glass”'2. This is followed by
beits (couplets):

“All the beauties dressed in black, and their faces were
like the moon,

As though God had placed the water of life in blackness
All are skilled archers, in the hunt for hearts

They release arrows everywhere from the ambush of
moon-faced beauty”.

Donish devotes other beits to a future couple. First he
tells the story behind the writing of this poem. He says that
on this journey he met with a “translator, the Caucasian
Kazembek”'3, who was an “intelligent person who wrote
beautifully in Arabic”. Donish says that Kazembek “felt sym-
pathy for him because of the similarity of his nature”. He
persuades Donish to write several beits, putting an acros-
tic in them with the names of the Tsar’s daughter and her
groom, and also a chronogram. The “Caucasian” offers his
readiness to translate the poem into Russian and present it
to the Tsar. According to him, the beauty of the poem would
bring great benefit to the Bukhara mission, and furthermore
would smooth out the “Uzbek clumsiness”!“.

" Donish, op. cit., pp. 129—130. " Ibid., p. 126.

“Feeling tired from the road and because of the change
of place”, Ahmad Donish “put off this for two to three days”.
But Kazembek said each time they met: “Well, if you’ve
already written the poem, let me look at what you’ve writ-
ten”. Seeing that Kazembek was insistent, Donish eventually
began to write the poem that he had ordered. The acros-
tic devoted to the newly weds was charming. It consists of
beits, each one of which begins with a letter from the name
of the future couple in the order of their writing. | will give
a fragment here devoted to Marie:

Moon of grace, oh daughter of the Tsar and lord of the
earth,

By the will of benevolent fate united with Jupiter.

And the splendour of the wedding and the magnificen-
ceThe finest mind could not fathom or depict.

Rich colours are freed from the ambush of gloom,

The aromas break free from the darkness.

Indeed a whole world of beautiful houris has gathered
here,

And each would rival the shining moon with her beauty.

“The translator translated the acrostic and chronogram
into Russian and presented it to the Tsar. On the wedding
night, we were invited to the wedding feast. The Tsar re-
ceived us very graciously.

At the same time, the Emperor, accompanied by the court
and members of the imperial family, walked back and forth
among the guests. Suddenly, walking in arm with his daugh-
ter, he saw me and said:

— | saw the acrostic which you devoted to the Tsarevna.
| am very pleased. It has a very profound meaning, but it is
a pity that we do not know the language, in order to distin-
guish the beautiful from the useless”.

The author of the poem was presented to Maria by the
Emperor, and she thanked the poet. The translation of the
acrostic by Kazembek was published in the Russian press. For
the subtlety of thought and expressiveness of the images,
the poem received wide acclaim. As a reward, the Emperor
presented the poet with a ring with 34 diamonds, weighing
three misqals®™.

In Donish’s “Journey”, the reader will also find a charm-
ing poem by the author dedicated to the young and beautiful
singer Adelina Patti (1843—1909), who possessed a wonderful
voice. She was invited for the wedding ceremonies from Paris
for 100,000 gold roubles. Assessing her voice, Donish writes:
“it simply could not be believed that a person could have
such a voice, so European anatomists were waiting for her
to die — they wanted to cut open her throat, and examine
it to discover the reason that she had such a unique voice.
In the houses of entertainment where she went, the public
only listened to her singing, ignoring everything else, and
brought her baskets of flowers which cost up to 100 Russian
roubles. In the evening she dressed in such a way that reason
doubted the reality of her existence... (As if) made of flow-
ers, the beauty appeared in a white dress, with a shining
face, naked shoulders and arms and legs uncovered to the
knees, with her head and neck in jewels. Two bright moons
shone on her cheeks. She sang, trilling, surrounded by this
splendour, and the applause from the audience did not stop,
they cried out triumphantly and constantly clapped. The high
notes of her voice made the nightingales and larks silent, and
in the lower register it sounded like a karnay'.

> A misqal is a measure of weight approximately
equal to five grams.

13 Kazem-bek Mirza Muhammad ‘Ali was a Russian orientalist, member of the Petersburg Academy

of Sciences, author of works on the history of the Caucasus, Iran, Central Asia, the Crimea, the history of

Islam, and also Iranian and Turkic languages.

16 A karnay is a musical instrument; a long horn which
is played to announce joyful events (for example,
a concert or other programme).

4 The expression “Uzbek clumsiness” is an allusion to the Uzbek dynasty from the Mangyt tribe which

FULFI%T%Uak %?M?(E)}g ?@H‘(ﬁkamepa) PAH

http://www.kunstkamera.ru/lib/rubrikator/06/oriental_dreams/

© MA3 PAH

()]
o
>
o
[%)
e
Q
)
()
(a8
)

/ Bukhara — Sai




MMMepaTop MoXKa/ioBas No3Ty 30/10TOM NEPCTEHb C TPUALATHIO
YeTbIpbMs a/IMa3aMu, BECOM B TPU MuUcKasa'™.

B «MyTewectBmm» Axmaga JoHuLWwa YiTaTesib HanaeT
M NpesieCTHOE CTUXOTBOPEHWE aBTOpa, NOCBALLEHHOE OHOM
M KpacuBoW, o61ajatollel NPeKpacHbIM FO10COM, NEBULE
AgenvHe MNattn (1843—1909). OHa 6bl1a NpUraalleHa B AHU
CBafe6HbIX LLepeMOHMI 13 Mapuka 3a CTO ThICAY PYCCKMX
30/10TbIX. OueHuBas ee rosoc, A. JloHMIL 3aMeYaeT: «NpocTo
He BEpUJ/IOCb, YTO NOAOGHbIM FOI0C MOXKET NMPUHAAIEKATD
YeJsIoBEKY, NOTOMY €BPONEMCKME YUYEHbIE-aHATOMbI XAaNM,
Korza oHa YMPET, — OHW XOTEJIM BCKPbITb €€ rops10, NOCMO-
TPETb U BbISCHUTb, MO KaKoM NPUYMHE NOABUICA Y HEE TakoM
HEMOBTOPMMBIM rosioc. B Tex yBecesMTeNbHbIX JoMax, rAe oHa
6biBasia, Ny6/MKa BHMMana TOJIbKO €€ MeHuo, He obpallas
BHMMaHWA HX Ha YTO ApYyroe, U NPenoAHOCKA € KOP3UHbI
C LiBeTaMM1, KOTOpble CTOMJIM [I0 CTa PYCCKMX TeHre. Beyepom
OHa HapsAXanacb TaK, YTO pa3yM COMHEBaJICA B JOCTOBEP-
HOCTM ee cyLlecTBoBaHMA... (C10BHO) M3 LIBETOB MoAB/ANACH
KpacaBuLa B 6e/1oM NiaTbe, C CUALMM JIMLOM, OBHaXeH-
HbIMW NJIEYaMK M pyKaBamM U OTKPbITbIMM [0 KOJIEH HOramu,
C y6paHHOM AparoueHHOCTAMM roJIOBKOM M Wween. Ha wekax
ee cMAM [Ba ACHbIX MecAua... OHa nena, 3a1MBasCh, OKpY-
JKEHHas 3TUM BEJIMKOJIENUEM, a CPEAM 3PUTENIEN HE CMOJIKaIU
PYKOMAeCcKaHMA, OHU BOCTOPXXEHHO KpMYain U HENpPEpPbLIBHO
xJionasv B Najowu. BepxHue HOTbI ee ronoca 3actaBiifam
3aMOJIKHYTb M COJI0BbS M }KaBOPOHKA, a Ha HUXHeM deiTo-
BOM PErUCTPE OH 3By4Yasl KaK KapHau'®.

Yepes Hefento el BPyUMSIM CEMbAECAT ThICAY PYCCKUX
TaHra [py6nei — P. P.] u npurnacuam B AMepuky. B xsany
€/ A CI0XKM CTUXM, MOTOMY YTO OHa Npoyaa B raseTe Mo
aKPOCTUX LiapeBHe, U 3Hasa, U paccrnpalimsasa 060 MHe.
Mo Bcemy BMAHO, YTO NEPEBOA 3TOr0 CTMXOTBOPEHMA TaKxke
6b11 BbINoNHEH KazembeKkoM:

MaTTy — Napu:kaHKa, CTPOMHEN KMNnapuca, C JIMLOM
BeHepbl,

Ynbl6asach, paccbinana yctamm po3sbl K HOram.

KyApsBbIi IOKOH, BbIOWMICA HAZ, YXOM,

Cnopwua KpacoTom C rMaumHTaMu.

BuaeTb ee AocTaBAANO TaKoe M3YMUTE/IbHOE HacaaxaeHue,
ByaTo OHa M3 YalwwM B3raaga HanMBana BUHO B JIaA0Hb AYLUM.
[onoc ee Tak MenoanYeH, 6YATO B YLUM BAOBIEHHBIX,

OHa B/IMBasia TO NEHbE }aBOPOHKA, TO TPeJib COJIOBbA.
Koraa u3 lMNetepbypra B AMEPUKY ye3xKasia OHa,

MoBclogy pa3aaBanncb CTEHAHUA>.

Hanbonee kpynHble 1 6orartble Aapbl, oTpaxkawLlme
B3r/184bl, BKYCbl U HOPMaTMBHbIE NpeACcTaB/ieHNA byxap-
CKOro Agopa o cneuuduke AUnJIoMaTMYeCKMX NOAapPKoB,
NPpUYPOYMBA/IUCH K COBLITUAM rOCYAapCTBEHHOMO MacLuTaba.
B 3TOM CMbIC/Ie npeanoYTeHME OTAaBa/IMCb BOCLLECTBUIO
MOHapXxa Ha POCCUMCKWUIM NPECTOJ, AHAM POXAEHUA UMMe-
paTtopa MM umnepaTpuubl. Bu3uTbl 6yxapckux npaButenem
WX pa3/IMiHbIX APYrMX Aeneraumii Takxe npegnosaranm
nogo6atowe Habopbl mapmykKoB. MCTOYHKUK, 3aneyaT/ieB-
LUK, HanpuMmep, ABOPLOBbIE COBbITUA MO Cy4val KOpo-
Hauuu B 1883 r., cooblaeT, YTO 6yXapCKMUM MOCOIbCTBOM
B Aap OT 3mupa 6bian npuseseHsl Mocyaapto MmnepaTopy:
«20000 6yxapckux Tuane'’ ana ynotpebaeHus Ha 61aroTeo-
pUTE/NbHbIE HaJ06HOCTM B BOCMIOMWHAHME TOPXKECTBA CBALLEH-
HOr0 KOPOHOBaHMA (MO KYpCY COCTaBAT 0KoJio 125 Thicay
py6ne#), 3HaK ANS FOJI0BHOrO Y60pa, 3aMEHSIOLWMIA KOPOHY,
KOBaHHOrO 30/10Ta C AparoueHHbIMW KaMHAMM, 6apXaTHbIM

S Muckanb — mepa Beca, 6/M3Kas K NATH rpamMam.

16 KapHati — My3blKaibHbliA MHCTPYMEHT; AZMHHAA Tpy6a, 3BYKM
KOTOPOM M3BELLAIOT O PAAOCTHOM COBBITUM (HaNPUMEP, KOHLEPTHOM
WX APYrOi Nporpamme).

7 Tenne (nuT. munna) 6yKB. 03HaYaeT «30/10TO>.

Xanart, WKTbIM 30/10TOM M }KEMUYYTOM C 30/10TbIMM YKpaLLIEHM-
sIMM, NOAC 30/10TOM C AparoueHHbIMM KaMHAMM, 10 cabesb
cepe6psHbIX Noj 61po30BOM OTAENKOM, 10 KOBPOB TYPKMEH-
ckux, 1000 apLwuH 6yxapckoro 6apxata, 200 KyCKOB pa3HOM
6yxapcKoi matepuu, 100 KYCKOB pa3HOro 6yxapcKoro agpaca,
300 WTYK KapaKy/bCKMX mepayluek, 10 y3geyek nos 6upto-
30BOM OTAEJ/IKOM Ha cepebpe, 10 NOMoH, paclwMTbIX 30J10-
ToM~»'8. TaM ke rosopuTtcs, 4To [ocyaapbiHe MMnepaTpuue
6bl/1M NPENoAHECEHbI «r0I0BHOM Y60P 30/10TOM, YKPaLUEHHbIN
JparoLeHHbIMK KaMHAMM, CEPbri 30/10Tble C AparoLeHHbIMM
KaMHAMM, 8 Wwanen KawemMupoBbiX, 12 WTYK napuum adraH-
CKOM, 2 WENKOBbIE APanMpPOBKM B CMasibHYH0 KOMHaTY, 6 WéN-
KOBbIX MOKPbIBa/ Ha KpoBaTb». HacneaHuky LlecapeBuuy
6blIM NOJHECEHDI <«/1Ba 6apXaTHbIX XasaTa, WMUTbIX 30/10TOM,
8 KaleMMpoBbIX WaneH, 8 WTyK napyum acdraHCcKoMl». B oTHO-
LWEHMM MapmyKoB MHTEPECHO U ByxapCKoe MOCOJIbCTBO,
KOTOpOe 6bl/10 MPUHATO MMMNEPATOPOM B AHMYKOBOM /JlBopLe
27 deBpansa 1889 r. 310 nocosbCTBO NogHeC0 oT byxapckoro
amMupa A6ayn Axaa-xaHa «9 solwaaen B 60raton 30/104€HOM
U cepebpsHoi cpye C cy/iTaHaMM, YKpaLeHHbIMM JparoLeH-
HbIMM KamMHAMM. [Apyrme — P. P.] nofapKu 6bl1M pa3/ioXKeHbl
Ha Tpex 60/iblUMX CTONax B TaHUEBa/bHOM 3ane JlBopua».
Mo cBMAeTeNnbCTBY MCTOYHMKA «[oCcyjapto MMnepaTopy 6blan
noAHeCeHbI: Nepo-CyNTaH, yCbiNaHHOe GpUANMAHTaMM, U3Y-
MpyZAaMu, pybrHamu, candurpammu 1 NPOYMMM AparoLeHHbIMU
KaMHAMM; Cab/ifl B 30/10TbIX HOXHaX C 30/10TOM NEpEBA3bI0
M NMOACOM, TaKe YCbINaHHbIMK AParoLeHHbIMM KaMHAMU; fBe
YeKaHHOM paboTbl cepebpsHble Basbl, YKpaLleHHble GMPLO30M
M AparoueHHbIMM KaMHAMM, Yalla YeKaHHaA cepebpsaHas
XYZI0XKeCTBEHHOM paboTbl ¢ 6Upto30oi, 10 cabesib B HOXKHAX,
YCbINAHHbIX 6GUPIO30M, LIMTbIE 30/I0TOM U CEpebpOoM 6apxaTHble
Xanatbl py4yHoM paboTbl, LWENKOBbIE MaTepUH, GapxaTbl, 4OPO-
ro paboTbl 6yxapckue KoBpbl, 500 KapaKkysien 1 npouy.»'.
Torpa e Ee MmnepaTtopckomy BenmuecTtBy 6b110 NogHECEHO:
«0Xepesibe, AMajemMa U cepbru [...] U3 YyAecHOro xemuyra
W BCEBO3MOXKHbIX AparoLeHHbIX KaMHeM: candupos, 13ympy-
0B, py6UHOB, 6PUIIMAHTOB M NPOY., MOAHOC C YaMHMKOM
M YaLLKOM B a3MaTCKOM BKyCe, CEpebpsHbIE C 30/10TbIMU 3ame-
YaTe/ibHOM pa6oTbl 60pAOpamMm, YEPHUIIbHWULA B PYCCKOM
CTWAE 13 30/10Ta, 60/1bLLOM CepebpSAHbIM NABAMH, OCbINAHHbINA
61pto30i, C NEPbAMM M3 BPUIIMAHTOB M APYrMX AParoLEeHHbIX
KaMHeM 1 npoy.». Jloporune nogapku Gbliv NOJHECEHbI TaKKe
rocyaapto HacnefHuky Liecapesuuy.

KpacHopeuuBble CBMAETENBCTBA NOAHOLLEHMIA 3TOrO poAa
3aneyvat/ieHbl B APYroM JOKYMeHTe — «/JHeBHMKE Noe3aKu»
3Mupa A6ayn Axaa-xaHa o 6yxapCKoM nocosibcTee B Poccuio
B 1893 r.%. OH N03BO/ISET BMOJIHE OTYET/IMBO MOYYBCTBO-
BaTb MacluTabbl M pa3Hoo6pa3ue 6yxapCKMX mapmyKos,
npenogHeCceHHbIX MOHapXy M YJEHaM LapcTByoLel damu-
MM Kak B MockBe, Tak U B lMeTepbypre. U3 TekcTa AcHo,
YTO 6€3 BHMMaHMA He 0CTaBa/IMCb TaKXe MUHUCTPbI, BOEHa-
Ya/iIbHUKM U ApYrue KaTeropum YMHOBHUYBErO COC/I0BMA.

B «/lHeBHMKE>» MHOFOKPaTHO YNOMMHAIOTCA JloLaau, npes-
Ha3Ha4YeHHble ANA NOAAPKOB UM ApYyrve «NojapoyHble BeLm».
OTHOCMTE/NIbHO MOAHOLIEHUM rOCyAapro M rocyAapbiHE aBToOp
«/lHEBHMKa» MULUET, HanNnpMMmep, 4To, OTMNPaBMB MM «Moja-
POYHbIE BELWM [...], HAYaIM NPUrOTOBAATLCA K Bbicovarwemy
npeAcTaB/IEHUIO M B 2 Yaca AHSA OTnpaBuMCh B Llapckuit
ABopel, rae 6bia1: rpad BopoHuos-/alukoB, 06ep-Kameprepbl
ABopa HapbIWKKH 1 KHA3b MoauubIH, 06ep-rodmapluan KHA3b
Tpy6eLKon, 06ep-LePEMOHUMMENCTP KHA3b JONrOPYKUM,

8 Huga XXII (1883), c. 530. Ha u3naraemble 3aech u ganee cBegeHus u3 «HuBbl» o6patnn
moe BHumaHue K. C. Bacunbuos. Kpome Toro, B mpouecce HanmMcaHus AaHHOW pa6oTbl

A HEOZHOKPATHO 06PALLA/NICA K €ro MoMoLy. Mo/b3yICh CyHaeM, YTo6bl BbIPasUTL

K. C. Bacu/bLioBY CBOIO MCKPEHHIO 61aroAapHOCTb.

' Ibid. XI (1889), cc. 296—297.

20 ToyHbIli nepegod /JHesHuKa E2o caemsiocmu 3mupa byxapckozo, nep. (c nepc.)

W. TacnpuHckoro (KasaHb, 1895) (aanee: JHe8HUK).

A week later she was given 70,000 Russian tanga [rou-
bles — R. R.] and invited to America. In praise of her | wrote
poems, because she read my acrostic to the Tsarevna in the
paper, and knew and asked about me. It was clear that the
translation of this poem was also made by Kazembek:

Patti is a Parisienne, more slender than a Cyprus,

with the face of Venus,

Smiling, she scattered roses at her feet with her lips.

Her curly lock, behind her ear

Rivalled hyacinths in its beauty.

To see her gave such wonderful delight,

As if she poured wine from the cup of her gaze into the
palm of the soul.

Her voice is so melodic, as though into the ears of lovers,
She sang the song of a lark, or the warble of a nightingale.
When she left Petersburg for America,

Wailing was heard all around”.

The largest and most expensive gifts, reflecting the views,
tastes and ideas of the Bukhara court about the nature of
diplomatic gifts were timed for events of state importance.
In this sense, preference was given to the accession of the
monarchy to the Russian throne, and the birthdays of the
Emperor or Empress. Visits of Bukhara rulers or various other
delegations also involved such selections of tartugs. A source
which recorded courtly events of the coronation of 1883, for
example, reports that the Bukhara embassy brought a gift
from the emir to the Tsar: “20,000 Bukhara tille'” for use for
charitable needs in memory of the event of the sacred coro-
nation (around 125,000 roubles according to the exchange
rate at the time), a piece of headgear to replace the crown,
forged of gold with precious stones, a velvet gown, embroi-
dered with gold and pearls with gold decorations, a gold belt
with precious stones, 10 silver sabres with birch finishing,
10 Turkmen rugs, 1,000 arshins of Bukhara velvet, 200 piec-
es of various Bukhara fabric, 100 pieces of various Bukhara
adras, 300 Astrakhan furs, 10 bridles with birch finishing on
silvers, 10 horsecloths embroidered with gold”8. It is also
stated that the Empress was brought “a golden headdress
decorated with precious stones, gold earrings with precious
stones, eight cashmere shawls, 12 Afghan brocades, two silk
drapes for the bedroom, and six silk coverings for the bed”.
The Tsarevich was given “two velvet gowns embroidered with
gold, eight cashmere shawls, and eight Afghan brocades”.

As for the tartugs, the Bukhara embassy is also interest-
ing which was received by the Tsar in the Anichkov Palace on
27 February 1889. From the Bukhara emir Abdul Ahad-Khan,
this embassy brought “nine horses in a rich golden and sil-
ver bridal with plumes, decorated with precious stones.
[Other — R. R.] gifts were laid on three rich tables in the
Palace Dancing Hall”. According to the source, “The Emperor
was brought: a plume pen, decorated with diamonds, emer-
alds, rubies, sapphires and other precious stones; a sabre in
a golden sheath with a golden sling and belt, also decorated
with precious stones; two embossed silver vases decorated
with turquoise and precious stones, an embossed silver cup
with turquoise, 10 sabres in sheaths decorated with tur-
quoise, velvet hand-made gowns embroidered with gold and
silver, silk cloths, velvet, expensive Bukhara rugs, 500 Astra-
khan furs and so on'”. Her Royal Highness the Empress was
brought “jewellery, a diadem and earrings [...] of marvellous
pearl and all kinds of precious stones: sapphires, emeralds,

7 Telle (literary tilla) literally means “gold”.

18 Niva XXII (1883), p. 530. K. S. Vasiltsov directed my attention to this and further
information from “Niva”. Furthermore, during the process of writing this work | used his
help several times. | would like to take this opportunity to express my sincere gratitude
to K. S. Vasiltsov.

9 Ibid. XI (1889), pp. 296—297.
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rubies, diamonds and so on, a tray with a teapot and cup in
the Asian taste, silver edges with gold work, an inkpot in the
Russian style made of gold, a large silver peacock decorated
with turquoise, with diamond feathers and other precious
stones and so on”. Other presents were also brought to the
Tsarevich.

The eloquent testimonies of the offerings of this kind are
recorded in another document — the “Diary of the Journey”
of emir Abdul Ahad-Khan about the Bukhara embassy to Russia
in 1893%°. He makes it possible to feel the scale and diversity
of Bukhara tartugs offered to the Monarch and members of
the ruling family both in Moscow and in Petersburg. From
the text, it is clear that ministers, military heads and other
categories of the civil service were also given attention.

The “Diary” mentions several times the horses intended
for presents or other “gift items”. About the offerings to the
Emperor and Empress, the author of the Diary writes, for
example, that when he sent them these “gift items [...], they
began to prepare for the High presentation and at 2 p.m.
they went to the Tsar’s Palace, where the following people
were present: Count Vorontsov-Dashkov, the ober-cham-
berlians of the court of Naryshkin and Prince Golitsyn, the
ober-marshal Prince Kutuzov and several other generals. After
greeting them, we went to a room where refreshments were
provided, and from there together with [...] the war minis-
try we went to the Imperial rooms and had the pleasure of
being introduced to their Royal Highnesses the Emperor and
Empress, the Tsarevich, Great Prince Mikhail Alexandrovich
and the Great Princesses Kseniya Alexandrovna and Olga
Alexandrovna”?'. After carrying out the necessary etiquette
procedures, “The Emperor went into the room, where the
gift items were displayed. Firstly examining the gifts brought
to His Highness personally and receiving them graciously, he
also examined the other presents offered to the Empress,
the Heir, the Great Princes and Great Princesses. The exami-
nation and reception of horses the Emperor ordered to be
postponed to another time”?. Several pages later, it says
that “on the invitation we went to the palace of His Imperial
Highness, where we saw the following sight: in one big win-
dow [our people] held on to the bridles of the gift horses,
decorated with horsecloths and other saddle accessories, and
in the courtyard of this building, other of our people, setting
up the tent that we presented to His Royal Highness, were
expecting the royal exit. And “Their Imperial Highnesses
with their August children and other Great Princes and Great
Princesses, after visiting this area and examining the horses,
graciously praised them and spoke of them approvingly, and
then went to the exit to examine the tent”%.

What these horses were like was written about in detail
by publications of the time: The emir brought 17 horses of
various breeds for presents for important people: Tekin?,
Turkmen, Ura Tube? and Qunghrat?. Each of them was sad-
dled with a Turkmen saddle with gold and silver forged stir-
rups”. The text of the document stresses the expensive vel-
vet saddle-cloths, embroidered in silk and gold, the bridles,
bibs and tail cloths richly decorated with gold. “Some of the
horses” the text reads “were distinguished by their wonder-
ful endurance and speed, and seemed to float over the earth
when they galloped. One of the stallions for the Emperor,
of Tekin breed, red with white stockings on all four feet, is
considered the best racehorse of Bukhara, which Bukhara

2 Precise Translation of the Diary of His Lordship the Emir of Bukhara, translation (from the
Persian) by I. Gasprinsky (Kazan, 1895) (hereinafter: Diary).

21 Ibid., pp. 31—32. 2 Ibid., pp. 32.  Ibid., pp. 37.

24 The expression “Tekin breed” comes from the Tekins — the name of a Turkmen tribal group.
2 The expression Ura Tube breed is connected with the name Ura Tube — a city in the north of
the modern Republic of Tajikistan.

2 Qunghrat is the old name of a nomadic Uzbek tribe.
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rog-mapluan KHA3b KyTy3oB M HECKO/IbKO ApYrux reHepasnos.
Mo3z0poBaBLUIMCH C HAMM, NOWW B OAHY KOMHATY, rae 6b110
NPUroTOB/NIEHO YroLleH1e, a OTTyAa BMeCTe C [...] . BOEHHbIM
MMWHUCTPOM OTMNpaBU/IMCb B IMNepaToOpCK1e MOKOU U UMENU
cyacTbe npeactaBmtbca Mx MMnepatopckmm Bennvectsam
locyaapto 1 FocyaapbiHe, HacnegHuky Lecapesuyy, Beankomy
KHAa3to Muxanny AnekcaHaposuyy U Bennmknm KHAXHaMm:
KceHnun AnekcaHaposHe u Onbre AnekcaHzpoBHe»?'. Mocne
BbINOJIHEHMA HEOOXOANMBIX STUKETHBIX MPOLEeAyp «rocysapb
HanpasW CBOM CTOMbl B Ty KOMHATY, B KOEM 6blIM paccTas-
JieHbl NojapoyHble Belyn. OCMOTpEB cnepBa NoAapKu, Noj-
HeceHHble IYHO Ero BesmyecTBy M NpUHAB MX 61ar0CK/IOHHO,
M3BOJIN/IN OCMOTPETb TaKe Apyrve nojapku, NOAHECEHHbIE
locyaapbiHe, HacneaHWKy, Beanknm KHA3bAM 1 Beankum
KHsaykHam. OcMoOTp ke 1 npuem nowagen Ffocyaapb npyKa-
3a/1 OT/IOXMTb Ha pyroe Bpema»?. Yepes HeCKONbKO CTpa-
HUL, TEKCTa FOBOPUTCA, YTO «MO NPUrAALLIEHNUIO OTNPaBUIMCh
BOo aBopel Ero MMnepaTtopckoro BennuectBa, rae B3opy
Halemy NpeACTaBM/IOCh Caefylollee 3penmiLe: B 04HOM 60/1b-
LIOM KOMHaTe [/iloaM Hawu] AepKaT 3a y34bl NoAapOYHbIX
Jlowazen, YKpalleHHbIX NOMoHaMKU U APYrMMU CeAesIbHbIMU
NpUHaANIEXHOCTAMM, @ Ha ABOPE 3TOrO NOMeLLEeHUa — Apyrue
HalK Noau, pa3bus nogHeCeHHyo Hamn Ero Beanyectsy
B NOAAPOK NanaTtKy, XAYT BbICOYAMLIEro Bbixoga». U BOT «Mx
MMnepaTopckue Bennyectsa ¢ ABrycTeMILMMM CBOMMM AETbMM
1 apyrmmun Benmknmm KHAasbamm n Beamknummn KHArMHAMK
M KHAXHaMK, NOCETMB 3TO MOMELLEHNE M OCMOTPEB JIoLla-
ZeN, U3BOIMIM MUJIOCTMBO MX MOXBAIMTb M OTO3BATHCS OA0-
6pUTENIbHO, a 3aTeM HampaBMIUCL K BbIXOAY A8 OCMOTpa
nanaTkm»2.

O ToM, Kakue 3Tu 6blau Jiowazm, NnoapobHO nMcanacb
B Ny6/MKaLMUAX TOr0 BPEMEHW: SMUPOM OblIM MPUBE3EHDI
ANA nojapkoB Bbicoyarwmm Ocobam 17 nolwasen pasinyHbIX
Nnopoz: TEKMHCKOM?*, TYPKMEHCKOM, YpaTOBUHCKOM? U KyH-
rpaackon?. Kaxgas us HMx ocefnaHa TYPKMEHCKMM ces-
JIOM C 30/10TbIMW U CEPEBPAHBIMU KOBaHbIMW CTPEMEHAMM.
B TekcTe AOKyMeHTa feflaeTcs akUEeHT Ha Jopormnx 6apxart-
HbIX Yenpakax, PacLMTbIX LeKaMK M 30/10TOM, Y3AeuKax,
HarpyHWKax M HaxBOCTHMKax, 60rato oTAelaHHbIX 30J10-
TbIM Ha6opoM. «HeKoTopble K3 solwazei, — nog4yepK1BaeTcs
B TEKCTE, — OT/IMHAIOTCA 3ameyaTe/IbHOM BbIHOC/IMBOCTbIO
M BbICTPOTOM, BO BPEMSA CKaYKM Kak Gbl CTE/IIOTCA MO 3eMJie.
OauH U3 npeaHasHa4veHHbIx Ana Focyaapa Mmnepatopa
KepebLoB, TEKUHCKOM MOPOZbl, PbIXKMIM C 6€/IbIMM Yy/IKaMK
Ha BCEX YeTbIpex Horax, CYMTaeTCs JlyuLlMM CKakyHom byxapel,
0 KOTOPOM GyxapLibl FOBOPAT, YTO “ero A0roHMT TOJIbKO OAMH
Betep”. [...] Ana Nocyaaps MmMnepatopa npveeaeHo cob-
CTBEHHO 5 /lowagen: 2 xepebua pbiXKen MacTu, TEKMHLA,
[...] oauH kepebel, KapakoBOM MacTH C 30/10TUCTOM MoAmna-
JIMHOM TYPKMEHCKOM Mopogpl [...] M napa BOPOHbIX KepebLioB
6yxapcKoi nopogpbl»?’. Tpu nowaau 6blam Toraa NoAapeHsbl
3MUPOM HacnefHuky LlecapeBuyy. «OAMH pbiXUI 6E3 OTME-
TUH TYPKMEH, CTPOMHbIM, IETKUIM, KaK 6bl TOUHbINM Kepebel,
[...] MOXXeT NocnopuTb Ha CKaKy C TEKMHLEM, NoABEAEH-
HbIM Focyzapio MMnepaTopy. TeKMHUa, BEPOATHO, Ha30BYT
“BeTpoM”, a 3TOro TypKMeHa “BeTepkom”». TaM e roso-
putca: «Benmkum KHaxkHam Kcennn n Onbre AnekcaHaposHe
roJgezeHbl Napa nerux epe6LoB 6yxapcKoi nopoabl, 04EHb
fo6poro Hpaea. Bennkomy KHasto Meopruto AnekcaHapoBuuy
— napa BOPOHbIX Xepe6LoB ypaTiO6MHCKOW MOpOAbl.
Ha rnaBHOM ke KOHIOWHE CTOMT Napa TEMHO-THebIX Kepeob-

2 |bid., cc. 31-32. 2 Ibid., c. 32. 2 Ibid., c. 37.

2 Bblpa)eH1e «TEKMHCKOM NOpOAbl» MPOUCXOAMT OT TEKMHLEB — Ha3BaHMA
TYPKMEHCKOro nJieMeHHoro 06'be,ql4HeHl4$l.

25 BblpaeHue «ypaTio6MHCKOM Nopo/bl» CBA3aHO C Ha3BaHWeM Ypa-Tiobe —
ropoioM Ha cesepe coBpeMeHHOM Pecny6inku TafMKUCTaH.

26 KyHrpag, — Ha3BaHWe B MPOLLIOM KOYEBOro Y36eKCKOro niemMeHu.

LOB, MpegHa3HayeHHbIX Ana Bennkoro KHA3a Muxamna
AnekcaHgposuuya. [...] KpoMe yKasaHHbIX sowagen, smup
noaapun no nape kepeé6uos Benmkum KHasbsam Bnagrmupy
u Anekceto AnekcaHgposuyam M Muxauny». U3 netep6ypr-
CKMX MyGAMKaLUMI TEX NIET CefyeT, YTo MmnepaTopy 6blam
noZiHeceHbl 6PUIIMAHTOBbIE 3HAaKM ByXapCKOro opaeHa,
yypexaeHHoro oTuom A6ayn Axapa-xaHa — Mysaddap
baxagyp-xaHoM.

Ha accopTMMEHT «MoAapOYHbIX BELLEN» HEKOTOPbIM CBET
6pocatoT mybauMKaumMu B neyatu Toro nepuopga. M3 HMX Mbl
y3HaeM, 4YTO B YMC/ie MOJAPKOB 3MUpa OblI0 «MHOXECTBO
Z0pormx MaTepui 1 KOBPOB — Npou3BeseHMi byxapbl U, Bo-
obLie, BocToka, KapakyneBble Mexa, 30/10Tble Yallm 1 611043
C YepHbto». Bblnn Takxe mosca, ycbinaHHbIE AparoLeHHbIMU
KaMHsAMM, cepebpsHbIM CEPBM3 C YepHbIo, OXepesbs C JApa-
rOLEeHHbIMM KaMHSAIMWU, TPOCTM, OCbINaHHbIE GPU/IMAHTaMM,
cepebpAHble 3MaNMPOBaHHbIE NapLibl U MHOXECTBO ApYrux
JAparoueHHbIx npeameToB. Oco6eHHO BbIAENANNCH Cabns
B 30J/10TbIX HOXHaX C OCbIMAHHbIM GPUIIMAHTaMU 3DECOM,
noAgHeceHHas 3mupom [locyaapto Mmnepatopy, W LIMTbIM
CMNJIOLWb XXEeMYYroM 30HTUK Ana FocyaapbiHv MMnepatpuLbl,
pyYKa KOTOPOro ocbinaHa AparoLeHHbIMU KaMHAMM» 2,

Kacascb BM3MTOB BbICOKOMOCTaB/IEHHbIX METepOYyprcKmux
CaHOBHMKOB K 3MUpY, aBTOP JOKYMEHTa roBOpUT U 06 OT-
BETHbIX NoAapKax. Hanpumep, roBopuTCA, YTO «MOCETHI HAC
JAMNIOMaTMYECKMI areHT B byxape r. Jleccap, a nocsie Hero
reHepasn lNpoueHKo® 1 NoJKOBHUK BacmabeB, KoTopble noa-
Hecnn Llapckue nojapku, noxasoBaHHble HaM, CblHY Halle-
My M BCEW HalLeM CBUTE M MPUCAYyre». IMUPOM 3TW NOAAPKH
paccMaTpMBalOTCA KaK HECOMHEHHbIM 3HaK Llapckoro 6iaro-
BOJIEHUA. Mnn: «B TOT Ke AeHb CTATCKWMM COBETHMK XaaHoB
BPYYM/l HAM MOJAPKM, NpucaaHHble rpadoM KanHucTom»30.
0 maclTabax OTBETHbIX NOAAPKOB MOXHO CYAM1Tb MO 3ameya-
HUIO B [JHeBHUKe. TaM MMeeTcA YyNOMMHaHWe, 4To B . baTty-
MM, KyZia 3Mup np1bbia Ha napoxoAe M3 AnTel, «neperpyska
Belen [nogapeHHbix 3mupy — P.P.] U3 napoxosa B BaroHbl
NPOAOJIKANOCh OKOJIO 3-X YacoB»>'.

M3 cKka3aHHOro Ha npeAblayLimx CTPaHULAX BMOJIHE MOX-
HO COCTaBWUTb MpefCTaBNeHME O NPEANOYTUTENbHbIX hopmax
nogHowweHun byxapbl MOHapLiemy oMy POMaHOBbIX, YMHAM
rocyAapCTBEHHOro anmnapara M, Boo6Lie, 3HaTHbIM 0COGam
B lNeTepbypre n Mockse. B nepBylo oyepeap, 3T0 — YUCTO-
KpoBHble Kepebubl. Ocoboe 3HauyeHue Gyxapupbl NpuaaBaam
CHapsXXEHMIO KOHEM, MPUrOTOB/IEHHbIX ANA AWMIOMaTUYe-
CKMX MoAHOWeEHUM. 06 3TOM MOXKHO CYAWTb MO S/IEMEHTaM
Habopa KOHCKOM C6pyM LEHTPasibHOa3MaTCKOrO MPOMCXOXK-
JA€HUA, XpaHAWMMcA B ¢oHAax otaena LleHTpanbHon Asuu
My3es aHTpononorMn u 3THorpacdmm mm. Metpa Besnmkoro
(KyHcTkamepa) Poccuickor Akagemun Hayk.

Bewwesble doHabl OTaena LieHTpanbHOM A3nK HacumMTbIBa-
10T 601e€e 13 ThIC. €AMHML, XpaHEHWA.

32 0 ueHTpanbHOa3MaTCKMX Koanekumax MAS PAH B uenom cMm.: C. M. AGpam3oH,
«CpefiHAA A3uA B IEHMHIrPaACKMX STHOrpadryeckmx Mysesx», Cosemckaa
amHoapagpus (panee: €3) VI (1935), cc. 136-139; B. M. Kypbines, «Kasaxckue
BOW/IOYHbIE M3AENUA B COGPaHMAX My3esa aHTPONosIorMM 1 3THOrpacmm MMEHU
Metpa Benunkoro (KyHctkamepa) PAH», Kpamkoe codepsaHue doknados
CpedHeasuamcko-Kaskasckux ymeHuli (fanee: KCACKY) (1998/99),

cc. 87-89; idem, «MaTepuabl No 3emaesenmio KazaxoB MaHrbiluiaka B KOHUe
XIX — Havyane XX B. (K uctopuko-aTHorpadmueckomy atiacy KasaxcraHa)», €3
Il (1975), cc. 98-108; 3. r. Facddepbepr, H. A. Kucnskos, «Otaen MepeaHen
1 CpesHent Asum UHCTMTyTa 3THOrpacdum Akagemmm Hayk CCCP», ibid. |
(1948), cc. 207-211; C.T. PycsiikuHa, «My3elHble STHorpaduryeckue GoHab!
KaK MCTOYHMK A/ COCTaB/IEHUS MCTOPUKO-3THOrpadryeckoro atiaca CpegHen
A3um 1 KasaxcraHa», ibid. IV (1956), cc. 153-158; eadem, «My3eliHble

7 Husa 11/2 (1883), c. 74. 28 Ibid.

» [pOLEHKO — reHepa, HayaslbHUK a3uaTCcKoM YacTu BoeHHoro
MuHKcTepcTBa.

% /lHegHUK, cc. 43—44. Mpacd KanHMCT — HavanbHUK A3naTcKoro
AenaptameHTa MMHUCTEpPCTBa MHOCTPaHHbIX Ae.

3 bid., c. 62.

people say that ‘only the wind catches up with him’. [...]
For the Emperor, five horses were brought: 2 sorrel stal-
lions, Tekins, [...] one dark-bay stallion with golden dapples
of the Turkmen breed [...] and a pair of black stallions of
the Bukhara breed”?. Three of the horses were given by the
emir to the Tsarevich. “One Turkmen sorrel horse without
marks, slender, light, a real stallion [...] could race the Tekin
brought to the Emperor. The Tekin horse will probably be
called ‘Wind’ and this Turkmen horse will be called ‘Little
Wind’”. It also says: “The Great Princesses Kseniya and Olga
Alexandrovna were brought a pair of piebald stallions of
the Bukhara breed, of a very good temperament. The Great
Prince Georgy Alexandrovich was brought a pair of black
stallions of the Ura Tube breed. At the main stable there
is a pair of dark bay stallions for the Great Prince Mikhail
Alexandrovich. [...] Besides these horses, the emir presented
a pair of stallions to the Great Princes Vladimir and Alexei
Alexandrovich and Mikhail”.

From Petersburg publications of this time, one can see that
the Emperor was brought diamond Bukhara orders, founded
by Abdul Ahad-Khan’s father, Muzaffar Bahadur-khan.

Some light is thrown on the assortment of “gift items”
by publications in the press of the time. From them, we can
find out that among the presents of the emir were “numerous
expensive fabrics and rugs made in Bukhara and the East in
general, Astrakhan furs, golden cups and dishes with niello”.
There were also belts decorated with precious stones, a silver
service with niello, necklaces with precious stones, walking
stick decorated with diamonds, silver enamelled caskets and
numerous other precious items. Sabres in gold sheathes with
hilts decorated with diamonds stood out particularly which
the emir brought to the Emperor, and the umbrella for the
Empress which was embroidered with pearls, the handle of
which was decorated with precious stones”?.

As for the visits of high-ranking Petersburg dignitaries to
the emir, the author of the document also talks about recip-
rocal presents. For example, it is said that “Mr. Lessar, a dip-
lomatic agent in Bukhara, visited us, and after him General
Protsenko?” and Colonel Vasiliev, who brought Tsarist presents
bestowed on us, our son and our court and servants”. The
emir sees these presents as an undoubted sign of the Tsar’s
benevolence. Or: “on that day state advisor Zhdanov gave us
presents sent by Count Kapnist”*. The extent of the recipro-
cal presents can be judged by the comment in the “Diary”.
There is a comment that in Batumi, where the emir came
on a boat from Yalta, “the loading of items [presented to
the emir — R. R.] from the boat to the wagons took around
three hours”3!.

From what was said on the previous pages, one can get
a good impression of the preferable forms of offerings of
Bukhara to the Royal House of the Romanovs, state officials
and the nobility in general in Petersburg and Moscow. Above
all, they were pure-blooded stallions. Bukhara citizens gave
particular importance to the equipment of horses prepared
for diplomatic offerings. This can be judged by the elements
of the horse bridle of Central Asian origin kept at the Central
Asian section of the Peter the great Museum of Anthropology

32 On the Central Asian collections of the Kunstkamera in general, see:

S. M. Abramzon, “Central Asia in Leningrad Ethnographic Museums”, Soviet
Ethnography (hereinafter: SE) VI (1935), pp. 136—139; V. P. Kurylev, “Kazak
felt items in the collections of the Peter the Great Museum of Anthropol-

2 Niva Ill/2 (1883), p. 74. 2 Ibid.
2 Protsenko was a general, and head of the Asian section of the War Ministry.

* Diary, pp. 43—44. Count Kapnist was the head of the Asian Department
of the Foreign Ministry.
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ogy and Ethnography (Kunstkamera) Russian Academy of Sciences”, Brief
Contents of Reports of the Central Asian—Caucasian Readings (hereinafter:
ACACR) (1998/99), pp. 87-89; idem, “Materials on agriculture of Kazaks

of Mangyshlak at the end of the 19"—beginning of the 20t century (to the
historical-ethnographic atlas of Kazakhstan)”, SE Ill (1975), pp. 98—108;

E. G. Gafferberg, N. A. Kislyakov, “Section of Near and Central Asia at the
Ethnography Institute of the Academy of Sciences of the USSR”, ibid. | (1948),
pp. 207—211; S. P. Rusyaikina, “Museum ethnographical stocks as a source of
compiling a historical-ethnographical atlas of Central Asia and Kazakhstan”,
ibid. IV (1956), pp. 153—158; eadem, “Museum ethnographical stocks as

a source of compiling a historical-ethnographical atlas of Central Asia and
Kazakhstan”, Materials to a Historical-Ethnographical Atlas of Central Asia
and Kazakhstan. Works of the Institute of Ethnography Academy of Sciences
USSR, new series XLVIII (Moscow, 1961), pp. 38—85; eadem, “Register of
museum materials for a historical-ethnographical atlas of Central Asia”,
Kratkie soobsheniya Instituta Etnogrefii XXVI (Moscow, 1957), pp. 54—57;

V. N. Kislyakov, “Central Asia at the Ethnography Institute of the Academy

of Sciences of the USSR (Leningrad)—Peter the Great Museum of Anthropol-
ogy and Ethnography (Kunstkamera) of the Russian Academy of Sciences

(St. Petersburg)”, BCRCACR (2000/01), pp. 7—9; Kuryley, F. D. Lyushkevich,

M. V. Sazonova, “On the history of the gathering of ethnographic collection of
the Kunstkamera on Central Asia and Kazakhstan”, Brief Contents of Reports
of the Session of the Ethnography Institute of the Academy of Sciences of
the USSR, Devoted to the 100 Year Anniversary of the Creation of the First
Academic Ethnographic-Anthropological Centre (Leningrad, 1980), pp. 6—7;
V. A. Prishchepova, The Collections Have Spoken. A History of the Formation
of the Kunstkamera Collection on Central Asia and Kazakhstan (1870—1940)
(St. Petesburg, 2000); eadem, “Musical instruments of the peoples of Central
Asia and Kazakhstan from photographs from the end of the 19t"—beginning of
the 20 century from Kunstkamera collections”, Music of the Kunstkamera
(St. Petersburg, 2002), pp. 185—193; eadem, “On the attribution of the photo
collections of the Central Asia and Kazakhstan section of the Kunstkamera of
the first half of the 19* century”, BCRCACR (2000/01), pp. 144—146; eadem,
“The Khanate of Bukhara in the photo collections of the Kunstkamera”, ibid.
(1994/95), pp. 107—109; eadem, “The first Soviet expeditions of the Museum
of Anthropology and Ethnography of the Academy of Sciences of the USSR to
Central Asia and Kazakhstan in the 1920s”, History of the Culture of Soviet
Society. All-Union Scientific Conference “National and Socio-Cultural Proc-
esses in the USSR”. Theses of papers (Omsk, 1990), pp. 117—119; eadem,

“On the ethnography of peoples of Central Asia and Kazakhstan. Materials

of the Central Asian ethnological expedition of the Academic of Sciences of
the USSR (basing on the archival data)”, Ethnic and Ethno-social History of
the Peoples of the Caucasus, Central Asia and Kazakhstan (St. Petersburg,
1995), pp. 186—249; eadem, “On the exchange of collections between the
Museum of Anthropology and Ethnography and Tashkent in 1938”, BCRCACR
(1998/99), pp. 160—162; eadem, “Collections on the peoples of Central Asia
and Kazakhstan of the Kunstkamera in the 1940s—1950s”, ibid. (1996/97),

pp. 136—139; eadem, “On several forgotten collections of the Central Asia
and Kazakhstan department of the Peter the Great Museum of Anthropology
and Ethnography”, BCRCACR (1992), pp. 74—75; Prishchepova, D. D. Bukinich,
“Old costumes of the jemishids and khazara in the USSR (based on materials
of the Central Asian expedition of the Academy of Sciences of the USSR in
1928—-1929)”, SE | (1938), pp. 118—128; V. A. Vishnevetskaya, “History of the
collection of Central Asian-Kazakhstan ethnographic stores of the Kunstkamera
(pre-October period)”, BCRCACR (1987), pp. 46—47; eadem, “Formation of the
Central Asia and Kazakhstan section of the Kunstkamera in the Soviet period”,
Problems of General Ethnography and Museum Work. Brief Contents of Papers
of the Scientific Session “Soviet Ethnography over 70 Years: Results, Direc-
tions, Prospects” (Leningrad, 1987), pp. 40—41; eadem, “Collection activity
of the Central Asian and Kazakhstan section of the Kunstkamera in the 1920s”,
BCRCACR (1988), pp. 54—56; eadem, “Collection activity of O. M. Korzhinskaya
on Central Asia”, ibid. (1990/91), pp. 122—123; eadem, “Photo album of 1874
on ethnography of Central Asia in the collections of the Kunstkamera”, ibid.
(1989), pp. 56—58; eadem, “Kazakhstan national ornament in the drawings
of A. Voronina-Utkina (from Kunstkamera stores)”, ibid. (1986), pp. 42—43;
eadem, “Illustrated collections of S. M. Dudin on the ethnography of Central
Asia and Kazakhstan”, ibid. (1985), pp. 40—41; Costumes of the Peoples of
Central Asia. Historical-Ethnographic Sketches (Moscow, 1979); E. M. Pesh-
chereva, “Ceramics of Central Asia”, Works of the Ethnography Institute of
the Academy of Sciences of the USSR, new series XLIl (Moscow—Leningrad,
1959); Rusyaikina, “National costumes of the Tajiks of the Garm Oblast of the
Tajik SSR”, Central Asian Ethnographic Collection 2. Works of the Ethnography
Institute of the Academy of Sciences of the USSR, new series XLVIl (Moscow,
1959), pp. 132—214; Z. A. Shirokova, “Tunic-type dresses of the Tajik women
of mountainous Tajikistan”, SE V (1973), pp. 89—98; Gafferberg, The Belujis
of the Turkmen SSR. Sketches on Farming, Material Culture and Everyday Life
(Leningrad, 1969); K. Nurumuradov, “Wooden amulets of Turkmen-Nokhurli”,
Brief Contents of Reports of the Session of the Ethnography Institute of the
Academy of Sciences of the USSR, p. 95; Sazonova, Traditional Farming of the
Uzbeks of South Khorezm (Leningrad, 1978); V. N. Kislyakov, “Central Asian
ethnological expedition of the Academy of Sciences of the USSR, 1926—1929”,
BCRCACR. April 1985 (Leningrad, 1986), pp. 41—42.
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3THorpacmyeckre PoHAbI KaK UCTOYHUK ANA COCTABIEHUSA UCTOPUKO-3THOTP
acduyeckoro atiaca CpeaHen Asum u KasaxcraHa», Mamepuasisi K ucmo
PpUKO-3mHozpaguyeckomy amacy CpedHeli A3uu u Kazaxcmana. Tpydbl

N3 AH CCCP, HoBas cepusa XLVIII (MockBa, 1961), cc. 38-85; eadem, «Yuer
My3€WHbIX MaTep1asioB A/l UCTOPUKO-3THOrpachnyeckoro atiaca CpeaHen
A3un», Kpamkue coobweHus MHcmumyma 3mHoepaguu XXVI (Mocksa, 1957),
cc. 54-57; B. H. Kucnsakos, «CpeaHas A3na B cteHax MHCTUTYTa 3THOrpadmmn
AH CCCP (r. /leHnHrpaa)— My3ea aHTponosorum 1 aTHorpadmm um. Metpa
Benukoro (KyHcTkamepa) PAH (r. CaHkT-lMeTepbypr)», KCACKY (2000/01),
cc. 7-9; Kypbines, ®. /1. /liowkesny, M. B. CasoHoBa, «K uctopmmn
KOMM/IEKTOBaHMUsA 3THOrpacduyeckmx cobpaHuii MA3 no Cpegren Asum

1 KasaxcrtaHy», Kpamkoe codepxxaHue dok1ados ceccuu MHcmumyma
smHoepaguu AH CCCP, nocsAweHHoli cmosiemuto co30aHus nepsozo
aKadeMu4ecKo20 3MHo2pago-aHmMponos102uyecko2o yeHmpa (/lennHrpag,
1980), cc. 6-7; B. A. MNpuwenosa, Kosnekyuu 3azo8opuau. Mcmopus
¢popmuposaHus Kosnnekyuli MA3 no CpedHeli A3uu u Kazaxcmany (1870-1940)
(CaHkT-MNeTepbypr, 2000); eadem, «My3biKanbHble MHCTPYMEHTbI HAPOAOB
CpeaHen Asum 1 KazaxcraHa no dotorpaduam koHua XIX — Hayana XX Beka
13 cobpaHuit MA3 PAH>, My3eika KyHcmkameps! (CaHKT-MeTep6ypr, 2002),
cc. 185-193; eadem,

«K atpubyumm dotokonnekumit otgena CpeaHen Asum u KasaxcraHa MAD
nepeoi nonosuHbl XIX Beka», KCACKY (2000/01), cc. 144-146; eadem,
«ByxapcKoe xaHCTBO B oToKonneKumax MAD», ibid. (1994/95), cc. 107-109;
eadem, «[lepBble coBeTCKMe 3KCneanLMM My3es aHTPOMOIOrMK U STHOrpadmm
Akagemumn Hayk CCCP B CpeaHioto Asuio M KasaxctaH B 1920-e rr.», Mcmopusa
Ky/lbmypbl COBEMCK020 obwecmsa. Bcecoro3Has Hay4HAA KoH@epeHyua
«HayuoHanbHble u coyuanbHo-KybmypHsle npoyeccol 8 CCCP». Te3uckl
doknados (OMck, 1990), cc. 117-119; eadem, «K aTHorpacum Hapoaos
CpeaHelt Asum 1 KasaxctaHa. Matepuansl CpeHeasnaTcKoi 3THOOrMUYECKOM
3kcneamummn AH CCCP 1926-1929 rr. (Mo apxMBHbIM JaHHbIM)>, IMHUYecKasa
U 3mHocoyuaibHas ucmopus Hapodos Kaskasa, CpedHeli A3uu u KasaxcmaHa
(CankT-lMetepbypr, 1995), cc. 186-249; eadem, «06 06MeHe KONNEKLMAMK
MeXay Myseem aHTponosorMm 1 sTHorpadum 1 TalkeHTom B 1938 r.»,
KCACKY (1998/99), cc. 160-162; eadem, «KonnekumoHHble c60pbl N0 HapoZam
CpeaHelt Asum u KazaxctaHa MA3 B 1940-1950-e rogpl», ibid. (1996/97),

cc. 136-139; eadem, «O HEKOTOPbIX 3a6bITbIX KONNEKLMOHEPAX OTAENA
CpeaHer Asum u KazaxctaHa Myses aHTponosioruu 1 3tHorpacdum um. MNetpa
Benukoro», ibid. (1992), cc. 74-75; Mpuwenosa, 4. J. BykuHuy, «CTapuHHbINA
KOCTIOM ZXXeMLKAoB v xa3apa B CCCP (no matepuanam CpeaHeAsnaTtckon
3Kcneauumn Akagemmmn Hayk CCCP 1928/29 r.)», €31 (1938), cc. 118-128;
B. A. BuwHeBeuKan, «McTopua cobupaHua cpeHeasnaTCKo-Ka3axCTaHCKMX
3THorpacuyeckux hoHaoB MAS (A00KTA6PbCKUIA nepuog)», KCACKY (1987),
cc. 46-47; eadem, «dopMmpoBaHue cobpanuii Otgena CpeaHen Asum

1 KasaxctaHa MA3 B coBeTCKuit nepuog>, pobiembl obujeli smHozpaguu

u My3eegukayuu. Kpamkoe codep:xaHue ok/s1ados Hay4Hol ceccuu
«CosemckasA smHozpagpus 3a 70 lem: umoau, HanpasJieHusA, NepcneKmusbi»
(/lennnrpag, 1987), cc. 40-41; eadem, «CobupatesibCkasn AeATENbHOCTb
otgena CpesaHer Asum n KasaxctaHa MAD PAH B 1920-e rr.», KCACKY (1988),
cc. 54-56; eadem, «Co6upartesibckas aestensHocTb O. M. KopsuHCKOM

no CpegHen Asun», ibid. (1990/91), cc. 122-123; eadem, «®oT0asb6OMbI
1874 r. no aTHorpacdmm CpeaHen Asun B cobpanmax MAD», ibid. (1989),

cc. 56-58; eadem, «Ka3axCKuit HApOAHbIM OPHAMEHT B 3apUCOBKax

A. BOpOHWHOM-YTKMHOM (ro hoHaam MAD)», ibid. (1986), cc. 42-43; eadem,
«MnntocTpatmBHble kosnekumm C. M. JyanHa no atHorpadum CpeaHen Asum

n KasaxcrtaHa», ibid. (1985), cc. 40-41; Kocmtom Hapodos CpedHeli A3uu.
Hcmopuko-3mHoepaguyeckue oyepku (Mocksa, 1979); E. M. Mewepesa,
«[oHYapHoe npou3BoAcTBo CpeaHeit Asun», Tpydel U3 AH CCCP, HoBas cepus
XLII (MockBa, JlenuHrpaa, 1959); PycsaiikuHa, «HapozgHas oaexaa TagKMKOB
Fapmckoi o61acti TagskuKkckon CCP», CpedHeazuamckul 3mHoepaguseckul
c6opHUK 2. Tpydsl M3 AH CCP, HoBas cepua XLVII (Mocksa, 1959),

cc. 132-214; 3. A. lUnpokoBa, «TyHUKOOGPA3HbIE NAaTbs TaAXKMYEK FOPHOrO
TamxukuctaHa», C3 V (1973), cc. 89-98; Facddepbepr, beaydxu TypKMeHcKol
CCP. OyepKu xo3alicmaa, MamepuasibHoU Ky/bmypbl u 6bima (/leHnHrpag,
1969); K. HypMypazaos, «/lepeBsiHHble amyneTbl TYPKMEH-HOXYPN>,
Kpamkoe codepxxaHue doknados ceccuu MHcmumyma 3smHozpaguu AH CCCP
(NlennHrpag, 1980), c. 95; CasoHoBa, TpaduyuoHHoe xo3alicmso y36eKos
HOxHo2o Xope3ma (Nlennnrpaga, 1978); B. H. Kucnakos, «CpeaHeasunartckas
3THoslormyeckas akcneanuma AH CCCP 1926-1929 rr.», KCACKY. Anpenb
1985 2. (JleHnHrpaa, 1986), cc. 41—42.

B ocHoBHOM CBOeM mMacce Hayaso hopmMMpoBaHMs (oH-
A0B OTHOCUTCA K 70-M rogam AeBATHAALATOro CTOJIeTHA.
MUCTOYHUKM MOCTYNIEHMA NPEAMETOB, XapaKTEPU3YIOLWMX pa3-
Hoo6pa3sHble cchepbl MaTEPUAILHOM M AYXOBHOM KyJIbTypbl
HapoZOB B LEHTPe MyCyJIbMaHCKOM YacTi EBpasum — camble
pasHble. B ux uncne — FocyaapcTBEHHbIM My3€eMHbIM OoHZ,
(TM®)*. MepBoHavanbHo MO npescTaBnsan cobor XyaoxKe-
CTBEHHO-MUCTOPUYECKYI0 KOMUCCUIO, KOTOpas 6blsla co3faHa
B uioHe 1917 r. Ee 0643aHHOCTbIO GblI0 COCTaB/IEHUE OMNUCEN
XYZ0XECTBEHHbIX LLEHHOCTEN IpMMUTaXKa M 3MMHEro ABopua.
Mocne oKTAGPbCKUX co6bITUM 1917 r. B MNeTporpaje oHa
CTasla 3aHMMATbCA He TOJIbKO Xy0XECTBEHHBIMU LIEHHOCTAMM
SpMuTaxka 1 3MMHEro ABopLa, HO M APYr1X MY3€eB, a TaKKe
HaLMOHaNM3MPOBaHHbIX JBOPLOB M OCOGHAKOB. 3a BpEMS CBO-

€ro CyLecTBOBaHMA KOMMCCHA HECKOJIbKO pa3 MeHsANa CBoe
Ha3BaHWe, NoKa B HOA6pe 1921 r. He nony4mMna Ha3BaHUA
TM®. B 3agauy 3T0ro 06pa3oBaHus BXOAUIN YHET, PErUCTPaLMS
M oxpaHa NaMATHMKOB MCKYCCTBA M CTapuHbl, NpeACTaBAABLUMX
06LLerocyJapCTBEHHYIO LIEHHOCTb. TakMM 06pa3oM 3TO yupex-
AeHue, ynpasgHeHHoe B 1929 r., cocpeoTouMBaso B CBOEM
BeAEHWMN rPOMaZHOE KOJIMYECTBO Pa3/IMYHbIX XyA0XKECTBEHHbIX
M My3eMHbIX LEHHOCTEN, M3bATbIX B NPOLECCe HaLMoHaIM3a-
ummn. onoMHHO 6bI1I0 M3BECTHO, YTO B 3TOM FPOMaZHOM
MOpe PYKOTBOPHbIX LIEHHOCTEN HAXOAMIUCh M MOAHOLIEHNS
npaeuTenei byxapbl pocCMMCKMM MMNepaTopam. 1aBHbIMM
COCTaB/IAIOLMMM ITUX JAPOB BblM GMCTaTE/NIbHbIE KOHCKME
y60pbl, NUTHbIE WEJKA, NPEKPACHbIE 0BEIMPHbIE YKpalle-
HMA. McnonHeHHble 6yXapCKMMKM NPUABOPHBIMKU 0BEIMPaMM
1 30/10TOLUBEAMM MOMOHbI (Gaypu; TOpK-MpaH. 1o/10y3) 6blin
C I0BE/IMPHbIMU YKpaLWEHUAMMK. 3HasA 3T0, MAS npeanpuvHUMaeT
rpoMaHble YCUUA, YTo6bl NOJIyYNUTb YacCTb ITUX LEHHOCTEN
M COXpaHUTb UX ANA cTpaHbl. B 1928 r., npeogones comnpo-
TMBNeHe TM®, KoTopbIi, 6bl1 OPUEHTMPOBAH Ha MX NPOAAXKY
3a py6ex, My3ei noslyumn oTAeNbHble 06pasLibl B OCHOBHOM
30/10TOLBEMHOIO KOHCKOIO Y6paHCTBa CO CKIaZ0B 3MMHEro
Asopua. Mepsyto rpynmny BeELLEM 3TOro poja COCTaBAAT HapAa-
Hbl€ MOKPbILWKM Ha CeAJ10 (3uHNYW), MONOHbI U MOTHWUKM, BbILLM-
Tble No 6apxaTy MaJMHOBOIO WM M3YMPYAHO-3e/IEHOrO LIBETOB
cepebpAHbIMU MM 30/I0THBIMU HUTAMK. Kak nogamHHbIE Npo-
M3BEAEHMA UCKYCCTBA, 3TW NAaMATHUKM HarnAAHO CBUMAETE b-
CTBYIOT, 4TO GyXapCKOe 30/10TO€ LUMTbE NPEACTaBAI0 CO60M
AB/IEHME NPaKTUYECKM HenoBTopMMoe. JloCTaTOYHO OHOMOo
B3r/iAZa Ha 30/I0TOWBENMHbIE U3AeNnA, YTo6bl Y6eanTbCs,
YTO B OCHOBE 3TOr0 MCKYCCTBA YCTOMYMBAA TPaAMLMSA YNoAo0-
6/1eH1sA NpaBUTE/IEN, BOEHAYa/IbHUKOB M 3HATHBIX 0CO6 COJIHLLY.
Mopo6Hble NpefcTaBNEHUA HAXOAMIU CBOE APKOE BOMJIOLEHME
B LUMTbIX 30/I0TOM MapajHblX oAeXAax BlacTUTeNeM, KOTo-
pbleé FrapMOHMYHO BMNMCHIBA/IMCb B 30/10Tble MHTEPbEPbI ABOP-
uoB. Mx AOMONHANM YTOHYEHHbIE, MCMOJIHEHHbIE B Ccepebpe
1 30/10Te Y30pbl KOHCKMX Y60POB, 6MCTaTENbHO BbIMOIHEHHbIE
Mactepamu UraoxusonuncaHma. OHW NPUMKOBBLIBAIOT K cebe
BHMMaHMEe KaK Npuyya/mBble 06pasLibl CO3aHUs COKHEMLLMX
KOMMO3MUMM. ITU POCKOLLUHbIE U3AE/INA CBUAETENbCTBYIOT
0 6oraTteMllem apceHane opHaMeHTaslbHbIX MOTUBOB U 6e3-
rPaHUYHOM (haHTa3MM UX TaNAHT/IMBbIX co3aaTtenen, 06 yme-
HWK BbIABUTb M NOAYEPKHYTb (DaKTypy 30/10Ta M cepebpa.
B BbIWMTLIX NO 6apxaTy MOMOHAxX Mopa)aeT BapbMpoBaHUE
OpHaMEHTa/IbHbIX KOMMO3ULWMI. B ogHOM ciydae KOMMo3nums
Cn/IeTeHa M3 0MHAKOBbIX MO PUCYHKY KYCTUKOB, 3aMOJIHAIOLMX
LIEHTPa/IbHOE MOJIe M 30/10TOLLBENHYI0 KaiMy. Jpyron BapuaHT
WMTbA — TUM KOMMO3WLMK, NPU KOTOPOM OPHAMEHT LieHTpaslb-
HOro MoJif NpeacTaB/iseT co6oM BMA HENPEPLIBHOMO Y30pa,
MOKPbIBAIOLLEro LBETHOM (DOH. XapaKTepu3ys NoCNeAHMM TUN
KOMMO3WLMM, CNeLManmcTbl OTMEYALOT, YTO «BbIMOJIHANM Takue
MOMOHbI TOJIBKO AR IMUpPa — MO 3aKasy 3Mupa ANA XKeH,
POAMBLUMX €MY CbIHOBEM, MJIM MO 3aKa3y ero MpUG/INKEH-
HbIX A1 NOAHOLWEHWUA IMUPY NO CJIy4al0 OCOGEHHOMO TOPKe-
CTBa MM Npa3fHMKOB. HMKTO He cMen HOCUTb M 3aKasblBaTb
AnA ce6s Takue xanatbl M MOMOHbI A8 Jowagen»>.

JlBe HapsAaHble NOMoHbI (Oaypu), BbILKUTbIE CEPEGPOM U 30-
JIOTOM — U3yMMTE/IbHblE MO 6OraTCcTBY M Pa3HOO6Pa3io Y30poB
06pa3Lbl NPUKIAAHOro McKyccTBa. OfHa U3 HUX LWKTa cepebps-
HbIMKM 1 30/10TbIMWM HUTKaMM MO MaIMHOBOMY 6apxarty, BUAMMO,
6yxapCcKou Bblaesku (us1. 10), BTOpas — TEMMU K€ HUTKaMM,
HO Mo U3yMpyaHoMy 6apxaTty. Mo popme OHM NpaKTUYECKM

33 bonee noapo6Hble cBeaeHNs 0 TM® MOXKHO NoYeprHyTb y

B. A. MpuwenoBor (Koirekyuu 3azo8opunu (ra. I, 2)).

34 MeCTHbIE TEPMMHbI, MPUBOAWMbIE B NPEACTAB/IEHHOM TEKCTE, B OCHOBHOM
CBOEI Macce — MPAHCKOro (TaAk./nepc.) NPOUCXOXAeHHA. [03TOMY, Mbl He
6yaem crneLpanbHO OroBapMBaTh MX MPOUCXOXKAEHHE.

3 A. U. CugopeHko, A. P. Aptbikos, P. P. Paga6oB, 30/10moe wumee
byxapei (TawkeHT, 1981), c. 47.

and Ethnography (Kunstkamera) of the Russian Academy of
Sciences.

The collections of the Central Asian section number over
13,000 items?2.

The collections began to form in the 1870s. The sources
of items, characterised by varied spheres of material and
spiritual culture of people in the centre of the Muslim part
of Eurasia are of the widest variety. Among them is the State
Museum Foundation (SMF)3. Initially, the SMF was an artistic
and historical commission which was created in June 1917.
Its duty was to draw up descriptions of the artistic valuables
of the Hermitage and the Winter Palace. After the October
revolution in Petrograd in 1917, it began to deal not just
with artistic valuables of the Hermitage and Winter Palace,
but other museums as well, and also nationalised palaces
and mansions. During the time of its existence, the com-
mission changed its name several times, until in November
1921 it received the name of SMF. The task of this associa-
tion was the recording, registration and protection of monu-
ments of art and antiques of general national value. Thus,
this institution, which was abolished in 1929, concentrated a
large amount of various artistic and museum valuables con-
fiscated in the process of nationalisation. It was known for
certain that in this enormous sea of hand-made valuables
there were also offerings of the rulers of Bukhara to the
Russian Emperor. The main components of these gifts were
brilliant horse adornments, elite silk and wonderful jewellery.
The horsecloths (dauri34; Turkic-Iranian yolduz) had jewel-
lery decorations, made by Bukhara court jewellers and gold
embroiderers. Knowing this, the Kunstkamera made enormous
efforts to receive part of these valuables and preserve them
for the country. In 1928, overcoming the resistance of the
SMF, which was focused on selling them abroad, the Museum
received individual specimens of mainly gold-embroidered
horse adornments from the stores of the Winter Palace. The
first group of items of this nature are costume covers for
the saddle (zinpush), horsecloths and sweat-cloths, sewn
on velvet of crimson or green emerald with silver or gold
threads. As genuine works of art, these items clearly show
that Bukhara gold thread was practically unique. It is enough
to look at the gold-embroidered items to convince oneself
that at the basis of this art is a durable tradition likening
leaders, military heads and nobility to the sun. These ideas
found a clear embodiment in the parade clothes of lords sewn
with gold, which harmonised with the gold interiors of places.
They were supplemented with refined designs of horse cloths
in silver and gold, brilliantly executed by masters of needle
art. They attract one’s attention as miraculous examples of
creation of complex compositions. These luxurious items
show the rich arsenal of ornamental motives and the limit-
less imagination of their talented creators, of their ability to
find and stress the finishes of gold and silver.

In the horsecloths sewn on velvet, the variedness of orna-
mental composition is astounding. In one case, the compo-
sition is woven from branches which are identical on the
drawing, which fill the central field and the gold-embroidered
border. Another type of sewing is the sort of composition
when the ornament of the central field is a type of unbroken
pattern which covers a coloured background. Characterising
the last type of composition, specialists note that “these
horsecloths were only made for the emir — by order of the

3 More detailed information about the SMF can be obtained from
V. A. Prishchepova (The Collections Have Spoken (chapter Il, 2)).
34 The local terms given in this text are mainly of Iranian
(Tajik/Persian) origin. So we will not specially explain their origin.
3 A. I. Sidorenko, A. R. Artykov, R. R. Rajabov, Gold Embroidery
of Bukhara (Tashkent, 1981), p. 47.
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emir for wives who gave birth to sons, or by order of his
circle for offering the emir on a special occasion or holiday.
No one dared to wear and order these robes or horsecloths
for horses”®.

Two elegant horsecloths (dauri) embroidered with silver
and gold are amazing examples of applied art in the richness
and diversity of the patterns. One of them is sewn with silver
and gold threads on crimson velvet, evidently of Bukhara
workmanship (fig. 10), and the second is sewn with the same
threads, but on emerald velvet (Ibid., No. 3687-24). In their
form they are practically identical: both of them form an
irregular trapezium with parallel lines on the upper and
lower parts: accordingly, these are the parts which should
lie on the shoulders and croup of the horse. In this place, the
ends of the horsecloth diverge strongly to the side, covering
the croup and sides of the horse. The main elements of the
embroidery are concentrated in the part of the horsecloth
which is not covered by the saddle and bridle during riding.
The last is patterned by a rectangle and is not sewn up. The
entire horsecloth, with the exception of the rectangle in the
front part (under the saddle) is decorated by embroidery in
the style of stylised “trees” arranged in regular rows and
forming a picturesque composition. The plant pattern is a
three-part trunk, which accordingly carries a pair of leaves,
each one of which grows out of a gilded silver plaque in the
form of a medallion. The rectangle in the upper part of the
dauri is decorated with two zigzags, the outer of which,
without stopping, turns into a kind of trefoil. Rhythmically
repeating, the trefoils form an element of the pattern
which is supplemented by stylized branches and petals in
the corner. The entire composition is mounted with a luxu-
rious design, formed by an interchange of regularly placed
concentric hexagons (with gilded silver sexfoil plaques in
the centre), embroidered with rosettes and petals. On the
front edge the horsecloth is bordered with a patterned silk
braid, and on the back and sides it is framed with a twin-row
silk fringe, first narrow, woven from canary-yellow silk, and
then a wider crimson fringe sewn on to the edge. This part is
furthermore supplemented by tassels, which are covered by
conical silver bells with gilding. The hem of the horsecloth in
the gulduzi style (literally “sewn flowers”) is made in such a
way that the crimson background of the item is not covered,
but decorated with a floral pattern. In this case, the colour
background becomes a component of the dyed form of the
artwork, increasing its expressiveness.

A covering for the saddle (zinpush) of velvet of the
same quality, colour and design as the horsecloth itself was
attached to the horsecloth described. When the horseman got
of the horse, the zinpush, which formed a single set together
with the horsecloth, was covered by the saddle. The cover-
ings of this type which are preserved in the Kunstkamera col-
lection are very elegant. Of particular interest is the zinpush
of ellipsoidal form with sharpened ends, sewn on crimson
velvet (figs. 11—11a). The covering, as E. M. Peshchereva3®
points out, is decorated with a wide strip of embroidery with
a complex ornament of silver threads with small patches
of embroidery of green and blue silk. The centres of the
cross-shaped figures are embroidered everywhere with gold
threads. The edges of the zinpush are bordered with striped
silk fringes. On the margin of the covering on the inside of
the embroidery there are three oblong cuts of an ellipsoidal

3 Peshchereva, “Bukhara Gold Embroiders”, Kunstkamera
Collection XVI (Moscow—Leningrad, 1955), p. 266, fig. 3.
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OJMHAKOBbI: M Ta, M Apyras NPeACTaB/A0T CO60M HempaBu/ib-
Hyto Tpanewumto ¢ napaaiefibHbIMU IMHUAMKU BEPXHEM U HUKHEN
YyacTeM; COOTBETCTBEHHO, 3TO — YaCTW, KOTOPbIE AOJIKHbI
JiexxaTb Ha NnJieyax M Ha Kpyre sowaau. B 3Tom mecTte KoHupl
MOMOHbI CM/IbHO PACXOAATCA B CTOPOHbI, NPUKPbIBAs KPymn
M 6OKa BEPXOBOro }MBOTHOr0. OCHOBHbIE 3/1IEMEHTbI WNTbS
COCpesoTOYEHb! B TOM YaCTM MOMOHbI, KOTOpas He 3aKpbiBa-
eTcs ceasioM U cbpyer Bo Bpems e3pl. MocneaHss y30pHO
BbICTErMBAETCA MPAMOYrO/IbHUKOM M OCTAeTCs HE3aLUMTOMN.
Bcs mornoHa, 3a UCKIOYEHUEM MNPAMOYroJibHMKA B NepeaHen
€e YyacTu (nog cessioM), yKpalleHa WUTbeM B BUAE CTM/IN30-
BaHHbIX «Z€PEBbEB>, PACMO/IOKEHHbIX MPaBU/IbHbIMKU PAAAMU
1 06PasyHOLLMX KMBOMMUCHYIO KOMMO3ULMIO. PacTUTENbHbIM Y30p
npeacTaB/seT coboM TPEXHACTHbIM CTBOJI, KOTOPbIM HECeT
Ha cebe, COOTBETCTBEHHO, Napbl IMCTbEB, KaxzAasa U3 KOTo-
pbIX BblpacTaeT M3 30/104EHON cepebpsaHON 6AIsLLKK B BUAE
MefasiboHa. MpsAMOoYro/ibHMK B nepea-

Hel YacTu daypu AEKOPUPOBaH ABYMSA

3Ur3aroo6pasHbIMM JIMHUAMM, HapyKHas

M3 KOTOPbIX, HE MpepbiBaschb, NEpPEXo-

AWUT B CBOEO6pPa3HbiM TPUUCTHUK.

MoBTOPAACH PUTMUYHO, TPUIUCTHUKM

06pa3oBbIBAIOT 3/IEMEHT Y30pa, A0MoJ-

HAEMbIM CTUJIN30BaHHbIMM BETKaMM

M nenectkamu no yriam. Bcs komnosu-

LISl OKaHTOBaHa MblLLUHbIM Y30pPOM, 06pa-

30BaHHbIM YepeZoBaHUEM paBHOMEPHO

pPacnooX}KEHHbIX KOHLEHTPUYECKUX

LLIECTMYrO/IbHUKOB (C M030/I04EHHbBIMM

cepe6psHbIMU LECTUIMNECTKOBBIMM

6/15LlLUKaMM B LIEHTPE), WMTbIX PO3ETOK .

1 nenectkoB. [lo nepegHeMy Kpato IO, & ([ 1
MoroHa OTOpOYeEHa y30p4yaToi LENKO-
BOM TECbMOM, A C3aAM M GOKOB 06paM-
JleHa ABYXPAAHOM LUENKOBOM 6AXpOMOH,
CHayasia y3KoM, NieTeHOM U3 LWENKa
KaHapeeyHoro LBeTa, 3ateM 6osiee
LUIMPOKOM MaJIMHOBOrO LIBETA, NPULIMTOM
K Kpato. 3Ty YacTb AOMOJIHAIT, KpOMe
TOr0, KUCTH, MOKPbILIKaMM AJ11 KOTOPbIX
c/ly’KaT KOHycoobpasHble cepebpsiHble
C N030/10TOM 6Y6EHYMKM. 3aLLMB MOMOHbI
B TEXHMKE 2y/10y3u (6YKB. «BbIUUTbIE
LiBETbl») NPOU3BEAEH TAKUM 06Pa30oM,
YTO MaJIMHOBbLIM LBETHOM (POH M3aenus )
He MOKPbIT, a YKpaLleH LBETOYHbIM Y30- VBB 4 s s
poMm. B 3ToM ciiyyae UBeTHOM (hOH CTAHOBMTCS KOMMOHEH-
TOM KOJIOPMCTMYECKOro o6pasa NpousBeAeHus, YCuamBas
€ro BblpasuTebHOCTb. K onncaHHOM NomnoHe nosaraiacb
MOKPbILKA ANA cefJia (3uHnyw) 13 6apxata TOro e KayecTsa,
LBETa M PUCYHKa, YTO M Cama nomnoHa. Koraa BCcagHWK cxoam
C JloWajan, 3UHNYWeM, COCTaB/ISBLUMM C NMOMOHOM eAMHbIM
KOMINJIEKT, MOKpPbIBa/IoCh ceasio. XpaHsawmecsa B oHaax MAD
MOKPBILIKM 3TOFO TMMa BECbMa HapsaHbl. O6paliaeT Ha ce6s
BHMMaHWE 3UHNYW 37UNCOMAHON POPMbI C 3a0CTPEHHBIMM
KOHLiaMM, LUKMTBIM MO MasMHOBOMY 6apxaty (uaa. 11—11a).
MokpbilwKa, Kak Ha To yKka3biBaeT U E. M. MewwepeBa’®, ykpa-
LEHA LUIMPOKOM MOJIOCOM BbILUMBKM CO C/IOMKHBIM OPHAMEHTOM,
BbINOJIHEHHBIM CEPEGPAHBIMU HUTKaMK C HE6OIbLUIMMM NATHaMM
BbILUMBKM M3 3€/1IEHOTO M FoNy6oro Wéka. CepeanHKM KpecTo-
06pasHbIx hUryp Criolb 3alMTbl 30/104EHBIMKU HUTKaMK. Kpas

3UHNYWa OTOPOYEHbI NECTPOM LLIENKOBONM 6axpomor. Ha none
MOKPBILKM C BHYTPEHHEN CTOPOHbBI BbILUMBKM UMEKOTCS TPU
NPOAO/IroBaTbIX pa3pesa 3/IMNConAHOM hopmbl. OAMH M3 HKUX
pacnosioKeH HeJasieKo OT NepeAHEro Kpas usgenus, a sa
APYrvMx — G/MKe K KOHUaM aaaunca. Paspesbl Mo Kpasm
06LWMTDbI LWENKOBOM TECBMOM Ma/IMHOBOrO LiBETA, OTOPO-
YeHbl 30/10TbIM LIBOM. [MepBbii M3 Npope30B MpefHa3Ha-
YeH AnA NpoAeBaHMA BbICOKOM NepeaHen IyKu ceana, ABa
APYrMX — ANSl CTPEMEHHbIX peMHeMN. Takas KOHCTPYKLUMs
MO3BOJISET MOKPbILLIKE AepXKaTbCA Ha ceasie 6e3 JoMNoHUTE Ib-
HOro Kpemn/ieHus.

OnucbiBaemble M3AENUA MPUBJIEKATEIbHbI HE TOJIbKO
C TOYKM 3pEHUSA OPHAMEHTAJIbHBIX KOMMO3WULMM, MCMOJIb30-
BaHHbIX X co3gaTensmu. OHM NpeaCTaBAAT MHTEPEC B MlaHe
LIBETOBOr0 CMMBOJIM3MA. TaK, JIMN0BbIM (KaK M KpacHbIM
WM 60pAO0BbLIN) LBETa (B AaHHOM C/lyYae — LBeTa 6apxarta

[/15 MOMOHbI U 3UHNYWA), KaK CYMTaNM,
NpeACTaB/IAN aKTMBHOE MYXKCKOE Hayasio.
3TO — M CUMBOJ }KM3HW, OFHS, SHEPTUM,
MOJI00CTH, /It06BU, KM3HEHHOM CUIbI.
BTtopasa nonoHa 13 KonnekumMm MAS
(unn. 12, 12a, 12b) oTnnyaeTcs ot nep-
BOW TEM, 4TO 60raToe WKTbe, BbIMOIHEH-
HO€ 30/10TbIMM M CEPEGPAHBIMU HATKaMM
no M3yMpyAHoO-3eneHoMy 6apxary,
CNJ/IOWb MOKPbIBAET DOH B HUKHEM YacTH
M34e/ns, NPUKPbIBAIOLLEN KPYn M GoKa
BEPXOBOr0 }MBOTHOr0. OpHaMEHT npes-
CTaB/IfieT COGOM Bblpa3nTE/IbHOE COYEeTa-
HME reOMeTPUYECKOr0 U PacTUTE/IbHOTO.
T eOMETPUYECKMIA IEMEHT NpeACTaBNeH
BCTaBJ/IEHHbIMW OAWH B APYroi AeBATHIO
BOCbMMWYTOJIbHUKaMMK, BMMCAHHbIMM
B HUXXHEM YacTh daypu C poMBMKaMM
B CBOGOJHOM MPOCTPAHCTBE MEXAY
HUMK. B cooTBeTcTBMM C opMoi
MOMOHbI, HAaMOMMHAKLWEN Tpaneumio,
Urypbl pacnosioeHbl No cxeme: 2x3x4.
PacTuTe/IbHbI OPHAMEHT BbIMOJIHEH
B BMAE YETbIPEX M3ALLHO BbIMOJIHEHHbBIX
JIENECTKOB, Jly4e06pa3HO NOBEPHYTbIX
NpoTMB 4acoBOM CTpesikM. B ocHoBa-
HWM NENECTKOB — BCTAaBOYKM KPYr/ion
OpMbI: 3e/1EHOrO LBETa Ha MaJIMHO-
BOM (hOHE 1 MaJIMHOBOTO — Ha 3€/IEHOM.
MepeaHsa YacTb MOMOHbI WKTA B popme
NPAMOYro/IbHMKa C YeTblpbMsl 6YTOHaMM, OCHOBaHMS KOTOPbIX
MOBEPHYTbI K Yr/lam NPAMOYroJibHUKa. OpHaMeHTalbHas KOM-
MO3MLMA OKaHTOBaHa OT/IMHALLMMMCS TLLATE/IbHOCTBIO LWNTbA
W HapsAAHOCTbIO BOCbMM/IENECTKOBbIMKU po3eTKamu. Cnepeau
MOMoHa OTOPOYEHA Y30PHOM LUEIKOBOM TECbMOM, a C TPeX
JPYrmx CTopoH oopmieHa ABYXPAAHOM LIETKOBOM 6aXPOMOMN.
TMPpUHATO CYMTATb, YTO B MOSIMTUHECKOM CMbIC/IE 3€/1EHBIN LBET
— CMMBOJ1 a/IbTEPHATMBBI.

MA3 pacnonaraeT TaKkxe NnonoHom Apyroro poga. OHa
npeacTaB/seT Co60M POCKOLHOE U3Ae/IMe M3 KPacHOro CyKHa
abpuruHoro npounssoacTBa (usi. 13—13a). Mo popme — Ta ke
Tpaneums HemnpasBwW/ibHOM OPMbl, HO, B OT/IMYME OT Mpea-
bIAYLUMX MOMOH, OHa BblWMTA WENAKOM. OpHaMeHT — pacTu-
TeNbHbIM. LleHTpanbHoe nose, 3a UCK/IYEHUEM NepeaHeNn
€e YaCTu, NOKPbIBAKOLWEN NJIEYM JIOWAAN, 3aN0JHEH MpU-

% MNewwepeBa, «byxapckue 3os0ToWwBeN>, CHOPHUK MA3 XVI
(MockBa—/lenunHrpag, 1955), c. 266, uan. 3.

form. One of them is placed close to the front edge of the
item, and the two others are close to the ends of the ellipse.
The first of the cuts was designed to put over the front arch
of the saddle, and the two others for the stirrup straps.
This construction allows the covering to stay on the saddle
without additional fastening.

The description of the item is not just attractive from the
viewpoint of ornamental compositions used by their crea-
tors. It is interesting in its colour symbolism. The lilac (just
as the red or vinous) colours (in this case, the colour of
the velvet for the horsecloth and zinpush) were thought to
represent the active male principle. It is the symbol of life,
fire, energy, youth, love, and vital force.

The second horsecloth from the Kunstkamera collection
(fig. 12, 12a, 12b) differs from the first in its rich embroi-
dery, with gold and silver threads on emerald green velvet,

Wnn. / Fig. 11

Wnn. / Fig. 12a

completely covering the background in the lower part of
the cloth, covering the croup and sides of the horse. The
ornament is an expressive combination of the geometric and
vegetable. The geometric element is represented by nine
octagons put on top of each other, inserted in the lower part
of the dauri with rhombuses in a free space between them.
In accordance with the form of the horsecloth, which resem-
bles a trapezium, the figures are arranged according to the
scheme: 2x3x4. The plant ornament is executed in the form
of four exquisitely designed petals, which face anti-clock-
wise in a radius. At the base of the petals are round hold-
ers: green on a crimson background and crimson on a green
background. The front of the horsecloth is sewn in the form
of a rectangle with four buds, the bases of which are turned

7 Ruy Gonzalez Clavijo, Diary of a Journey to the Court of
Timur in 1403—1406. translation and notes by I. |. Srezenvsky
(St. Petersburg, 1881), p. 258.
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into the corners of the rectangle. The ornamental composi-
tion is mounted by rosettes with eight petals. At the front,
the horsecloth is bordered with a patterned silk braid, and
on the three other sides it is decorated with a two-row silk
fringe. It is believed that in the political sense, the colour is
green is the symbol of alternative.

The Kunstkamera also owns a different type of horse-
cloth. It is an exquisite item of green cloth of factory manu-
facture (figs. 13—13a). In its form, it is the same trapezium
of irregular form, but unlike the previous horsecloths, it is
embroidered with silk. It has a plant ornament. The central
space, with the exception of the front of it, covering the
shoulders of the horse, is filled with an intricate interweav-
ing of branches and leaves, which form a beautiful pattern,
but which do not completely cover the background. The
embroidery is made with silk threads of red, white, lilac,

Mnn. / Fig. 10

Mnn. / Fig. 12

yellow and green. The two lower corners of the part of the
horsecloth which covers the sides and croup of the animal
are sewn according to one figure resembling a pepper. Each
of the figures consists of five multicoloured elements, woven
on top of each other. The third, central pepper is arranged
vertically, and the other two are next to the corners. The
ornamental composition is bordered with a succession of
evenly placed peppers and shoots of branches, flowers and
buds. (The pepper, according to traditional ideas, protects
people from the negative influence of evil forces, including
the evil eye). The hem is quilted with narrow lengthwise
strips. The internal strip serves as a kind of basis of the tri-
angles, the tip of each of which is crowned with a “petal”;
the internal strip is decorated by flowers with many petals

 |bid., p. 285.
% |bid., p. 289.
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YyA/IMBbIM NepenieTeEHNEM BETBEN M JINCTLEB, 06PA3YHOLLMX
NpeKpPacHbIM Y30p, KOTOPbIM, OAHAKO, HE MOKPbLIBAET MOJIHOC-
Tbto (hOH. BbllKMBKa Npov3BeAeHa LEKOBbIMM HUTKaMM Kpac-
Horo, 6es10ro, IMJIOBOr0, KETOrO U 3e/IEHOr0 LBEeTOB. B aByx
HUXKHKUX Yriax TOM YacTU MOMOHbI, KOTOpas NMoKpbiBaeT 60Ka
M KpyN »KMBOTHOrO, BbILUMTO NO OAHOM hUrype, HamoMuHato-
wen nepey. Kaxaaa us duryp coctouT us nNATM pasHoLBeT-
HbIX 3/IEMEHTOB, MOC/IEA0BATE/IbHO BMMCAHHbBIX APYr B Apyra.
TpeTui, LLeHTpaIbHbIM «NepeL» — PacrosioXKeH BepTMKaNbHO,
a [Ba ApYrMx — OCHOBaHWAMM K yrnaM. OpHameHTasibHas
KOMMO3MUMSA OKaMM/IeHa YepeoBaHMEM PAaBHOMEPHO pac-
MOJIOKEHHBIX «MEPLEB» U NOGEroB BETOK, LIBETOB 1 GYTOHOB.
(Mepew, No TpaAMLUMOHHBLIM NPeACTaB/IEHUAM, Orpaxjaet
YesIoBeKa OT HEraTMBHOMO BO3ZEMCTBUA 3/IbIX CWJ1, B TOM YMC/IE
AypHoro rnasa). Karma BbicTeraHa y3KMMM MpogoJibHbIMU
nosocKkaMu. BHYTPeHHAA MosoCKa CAyKMUT, Kak 6bl, OCHOBA-

Mnn. / Fig. 14

HWEM TPEYro/IbHUKOB, BEPLUMHY KaXKA0ro 13 KOTOPbIX BEHYaeT
«JIeNnecToyeK»; BHELIHIOW MOJIOCKY YKpallaloT pPaCKpbiBLUM-
€CA MHOro/1enecTKoBble LBETOYKM Ha CTeb6aax. Kpas ocHoBbI
MOMOHbI 06LUMTbI MOJIOCKOM 3€/1€HOr0 CyKHa. baxpoma — AByX-
pAaAHasn, 13 rosy6oro 1 pasHouBeTHOro Wwénka. Moaknaska
— M3 XJI0N4aTO6YyMaKHOM KpacHO-6€/10-KeNTOM TKaHWU MeCT-
HOro NpoM3BOACTBA. 30/I0TOLBEMHOE UCKYCCTBO APEBHMX
0CeAN0-3emeebY4eCcKUX paroHoB LieHTpanbHoM A3nn faBHO
M3BECTHO MMPY. /l0 Hac AOLI0 MHOXECTBO apXxeoJsiormye-
CKMX MaMATHUKOB M CBUAETE/IbCTB MCTOYHUKOB Pa3HOro poja.
06uIMe 30/10TOMO LWMTbS B OAEXKAaX BOEHHOM COrAUMCKOM
3HaTU OTMEYEHO B MCTOYHUKAX, MOBECTBYIOLMX O 3aBOEBAHUM
apabamu Corga B Havane VIl B. 30/10T0€ LWNTbE NPEACTaBAAN0
cobor pa3BuToe McKyccTBo B CamapKaHge, byxape, Mepate
1 nocse 3aBoeBaHus LieHTpasibHOM A3uu apabamu. «JHEBHUK
nyTewecTBMaA» MCMAHCKoro nocsia Knasuxo, noceTusluero
CamapKaHg B Havasie XV B., 1306UyeT AeTaNsMMU MbILLIHbIX
npasAHMKOB, KOTOpbIE YCTPamMBainCb TUMYPOM MO C/y4ato Npu-
6bITUsA Noc/oB. ONMCbIBas «04eHb KPacKBbIM AOM», MOCTPOEH-
HbIM KPECTOO6Pa3HO M CTOSBLLMIM MOCPeaM NanaToK M HaBECoB,

37 Pion FoH3anec Knaeuxo, JHesHUK nymewecmsus Ko dsopy Tumypa 1403—
1406 22., nep. u npum. M. U. CpesHesckoro (CaHkT-MeTep6ypr, 1881), c. 258.

* Ibid., c. 285. * Ibid., c. 289.

4 CupopeHKo, ApTbikoB, Pagxa6oB, op. cit., c. 8. bonee nogpo6Hbie
CBeZeHUs Mo JaHHOMY BOMPOCY MOXHO MOYEpriHyTh B pabote . A. FoH4apoBoM
(3010mowsetiHoe uckyccmso byxapbi (TawkeHT, 1986), cc. 7—8).

YCTPOEHHbIX B Caly MO CAyyato 60/1bLLOr0o NpasAHMKa OT MMEHM
Tumypa, KnaBmxo cBuaetenbcTByeT: B 3TOM «Jome [...] cToana
nocTeslb U3 MasIeHbKMX MaTpacoB M3 KaMOKaHa M M3 pyrux
LIE/IKOBbIX TKAHEM, BbILIMTBIX 30/I0TOM, MOJIONKEHHbBIX OAMH
Ha ApYrom Ha noJy; TYT Caau/Cs Lapb». TaM e roBopuTCS,
YTO «CTeHbl 6bl/IM Yy6paHbl 3aHABECAMM U3 LUEIKOBOM TKaHM
PO30BOro LBeTa. ITW 3aHAaBECKM Bblan OTAeNaHbl cepebpsa-
HbIMWM NO30JIOYEHBIMU 61AXaMM C U3YMPYAOM, HEMYYrOM
M APYTMMM KaMHAMM OYEHb XOPOLUO BCTaBAEHHbBIMM»7.
Ha apyrom 60/1blIOM NpasaHMKe, Ha KOTOpbIM 6biv Npu-
rnaleHbl NOCNaHHMKM, UCMaHeL, YyBUAE, YTO BO3/IE MaBu-
NIbOHa, YCTPOEHHOro ana TuMypa, ctoaaum orpagpl. OaHa
U3 HUX «Bbl/1a U3 KPAaCHOrO KOBPA, BbILUIMTOrO MNPEKPAaCHOM
BbILUMBKOM M3 30/10TbIX HUTOK Pa3HbIMWU KPaCHBbIMM Y30pamM
M pasBogamm»38. Ha BHyKe TuMypa 6bln OAHaXAbl HApAZ,
«M3 ronyboro cetyHu [atnaca — P.P.] c 30/710TbIM WIMTbEM

Unn. / Fig. 13

BpoAe Konec»*. CpefHEBEKOBbIE IMTEPATYPHbIE MCTOY-
HUKKM NMPUBOAAT COOBLLEHMS O TOM, YTO B Hadasne XVII B.
B CamapKaHZe CyLiecTBOBaJl KBapTa/ 30/10TolBeeB. B 310
BPEMSA 30J10TOE LWNTbE NPEACTaB/AI0 CO60M OpraH130BaHHOE
nNpou3BoACTBO™.

bonee nosgHue cTpaHMLbl UCTOPUM 3TOrO BMUAA BbILLK-
BaJIbHOrO MCKYCCTBA CBfA3aHbl MO NpenmyLiectsy ¢ byxapoi
(unn. 14—15). B XIX n Havyane XX B. 3TOT ropoa ABAAICA
€ANHCTBEHHbIM LIeHTPOM B LieHTpasibHOM A3uun, rae 6bisio
pacnpocTpaHeHo 30/10TOLBEMHOE NPOM3BOACTBO . UCTOUYHMKM
Coo6LaloT, YTo B Nepuoj npasneHma smupa Mysaddapa
(1860—1885) B Apke — ApeBHeN pe3naeHUMN GyXapCKUxX
npaeuTenen — 6bl1a TOJIbKO OHA MAacTepCKas 30/10TOLL-
BEEB, B KOTOPOM paboTasio okoso 20 mMactepoB. Mpu A6ayn
Axag-xaHe, B Nepuoj Hambosiee MHTEHCMBHOMO pPa3BUTUA
POCCUMCKO-6YXapCKMUX OTHOLLEHWM, 30/10TOLBEMHbIX MacTep-
CKMX, NOABELOMCTBEHHbIX ABOPY M BbINOJIHABLUMX €ro
3aKasbl, CTaHOBUTCA ABe. OAHa, Kak U npexae, pa3meluaeTca
B ApKe — NpM KaseHHOM KBapTUpe NMepBOro MMHMUCTPA Focy-
JapcTBa (Kywbeau), apyras — 3a ero npeAesiaMui, B Ka3eHHOM
ZloMe BTOPOro Mo 3Ha4YEHWUI0 YMHOBHMKA, IMupa (3aKkomuu),
BeJasLuero cuHaHcamu M c6opom noaaten. B kaxgoi mactep-
CKoM paboTano exegHeBHO oT 20 fo 40 yenoBek, B 3aBU-
CMMOCTM OT KOJIMYeCTBa 3aKa3oB. B nepBble gecaTnneTmsa
JABajuaToro Beka (no Apyrum ceegeHusm B 1885—1911 rr.4?)
B byxape cyuiecTBoBasM Takxke 6osee ABaAUATH KPYMHbIX
YaCTHbIX MaCTepPCKMX, CMeLuasm3MpoBaBLUMXCA Ha 30/10TOM
wnTbe*. OHM paboTasiM Ha PbIHOK, XOTS HEPEAKO BbIMOJHAM
M 3aKa3bl SMMPCKOro ABopa. Mo pasHbiM MCTOYHUKAM BMIOTb
[10 CBEpXKeHUA ByxapcKkoro smupa B 1920 r. B 30/10TOLIBEM-

“ Mewepesa, op. cit., c. 265.
“2 [oHvapoBa, op. cit., c. 15.

4 CugopeHKo, ApTbikoB, Pagkabos, op. cit., c. 9.

opening on stems. The edge of the basis of the horsecloth is
sewn with a strip of green cloth. The fringe has two rows, of
blue and multicoloured silk. The lining is of red white and
yellow cotton of local manufacture.

The gold-embroidery art of the ancient settled agricul-
tural regions of Central Asia have long been known to the
world. Many archaeological monuments and evidence from
various sources have come down to us. The abundance of
gold embroidery in the clothes of the Soghd military elite is
noted in sources telling of the conquest of Soghd by Arabs
at the beginning of the 8% century. Gold embroidery was
also a developed art in Samargand, Bukhara and Herat after
the conquest of Central Asia by the Arabs. The “Diary of the
Journey” by the Spanish ambassador Clavijo, who visited
Samargand at the beginning of the 15t century, is filled with
details of lavish banquets held by Timur on the occasion

Unn. / Fig. 13a

of the ambassadors’ visit. Describing the “very beautiful
house”, built in a cross shape and standing among tents and
curtains set up in the garden on the occasion of an important
holiday on Timur’s behalf, Clavijo writes: In this “house [...],
there was a bed of small mattresses of kamokan and other
silk fabrics embroidered with gold, placed on top of each
other on the floor; here the king sat down”. It also says
that “the walls were hung with curtains of pink silk. These
curtains were embroidered with silver gilded pendants with
emerald, pearl and other stones, mounted very well”¥. At
another major celebration where ambassadors were invited,
Clavijo saw fences by the pavilion built for Timur. One of
them “was made of a red rug, embroidered with beautiful
embroidery of golden threads with various beautiful patterns
and designs”3®. Timur’s grandson wore a costume “of blue
satin with gold embroidery like wheels”*. Medieval literary
sources provide reports that at the beginning of the 17t cen-
tury there was an area of gold embroiderers in Samargand.
At that time gold embroidery was an organised industry“.
Later pages of the history of this type of embroidery art
are primarily linked with Bukhara. In the 19t century and
beginning of the 20™" century, the city was the only centre
in Central Asia where the gold-embroidery industry existed
(figs. 14—15). Sources report that in the period of the rule of
emir Muzaffar (1860—1885) in Ark — the ancient resident of
Bukhara rulers — there was only one workshop of gold embroi-
derers, where around 20 craftsmen worked. Under Abdul
Ahad-Khan, in the period of the most intensive development
of Russian-Bukhara relations, there were two gold embroidery
workshops, under the jurisdiction of the court and carrying

“0 Sidorenko, Artykov, Rajabov, op. cit., p. 8. More detailed informa-
tion on this issue can be found in the work of P. A. Goncharova (The
Gold Embroidery Art of Bukhara (Tashkent, 1986), pp. 7—8).

41 Peshchereva, op. cit., p. 265.

“2 Goncharova, op. cit., p. 15.
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out orders from them. One, as previously, was located in
Ark — at the official apartment of the first state minister
(kushbegi), and the other was outside it, in an official house
of the second-ranking official to the emir (zagotchi), in charge
of finances and tax collection. 20—40 people worked in each
workshop every day, depending on the number of orders.
In the first decade of the 20" century (according to other
reports, in 1885—1911%2) there were also over 20 major pri-
vate workshops in Bukhara, specialising in gold embroidery*.
They worked for the market, although they also frequently
carried out orders from the emir’s court. According to various
sources, right up until the overthrow of the emir of Bukhara
in 1920, up to 350 people worked in the gold-embroidery
workshops of Bukhara. After this, Bukhara was deprived of its
major Russian client, which absorbed almost the entire local

Mnn. / Fig. 15

gold embroidery production, and gold-embroidery manufac-
ture dropped drastically*.

Bukhara gold embroiderers were mainly men, although
when the volume of orders increased, women were also
employed in this work, working at home. As in other handi-
craft industries, gold embroiderers were united in an organi-
sation with the name of kasaba. Its members had special cus-
toms and rituals. Members of the organisation were masters
(usto) who were hereditary craftsmen and their pupils, who
were taught by masters and received an initiation to become
masters®. Gold embroiderers had their own organisation
charter (risola) and spiritual patron (pir — literally “elder”).
The first patron of this industry was Idris Payghambar (the
prophet Idris; the biblical Enoch). The next patron, to whom
according to legend the mastery passed, was Khazrat-i Doud
(St. David). The line then passed to Bobo-yi Poraduz (“the old
man who placed patches”)

As mentioned above, Bukhara masters of gold embroidery
created their patterns in the technique of gulduzi, mainly
on velvet (bakhmal). Specialists note that the velvet was of

4 Sidorenko, Artykov, Rajabov, op. cit., p. 9.
“ Goncharova, op. cit., p. 9.

% Peshchereva, op. cit., p. 279.
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HbIX MacTepckux byxapbl pabotano go 350 yenosek. Mocne
3Toro byxapa /MIaeTcs KpYNnHOro pOCCHMIMCKOro 3aKasymKa,
MOr/I0WWABLLEr0 MOYTM BCIO MECTHYHO 30/I0TOLIBEMHYIO NpO-
ZYKUMIO, M3-3a YEro 30/10TOLWBEMHOE NPOM3BOACTBO CUJIbHO
COKpalLaeTcsa*.

Byxapckue BbILMBAbLLMKM 3010TOM Gbl/IM, B OCHOBHOM,
MY>KUMHbI, XOTS, KOrZa Bo3pacTasiM 06beMbl 3aKa30B, K 3TOM
paboTe NpUBAEKANUCh U KEHLUMHbI, paboTaBLUME HA AOMY.
Kak 1 B Apyr1x 06/1acTax pemec/eHHOro NpoM3BOACTBa 30/10-
TOLBEN OblaIM 06 bEANHEHBI B LIEXOBYIO OpPraHM3aLimio, HOCKB-
LIyt Ha3BaHWe Kacaba. Ee uneHoB oTmMyanm ocobble 0bblvan
M 06psabl. YneHamu Lexa ABAAAUCL M3JaBHA MacTepa (ycmo)
U3 HAaCNeACTBEHHbIX MacTEPOB M M3 YYEHWUKOB, MPOLUEALLNX
06y4yeHue y MacTeEpPOB M NOJTyYMBLUMX NOCBALLEHME B MacTepa®.
Y 30/10TOLIBEEB 6bl/1 CBOM LEEXOBOM YCTaB (PUC0/1a) U AyXOBHbIN
NOKpoBUTESIb (NUP — BYKB. «CTapel»). [lepBbIM NOKPOBUTENIEM
3TOro BUZa Npomn3BoAcTBa cumtanca Uapumc Marraméap (npo-
pok Mapuc; 6nbn. EHox). Cneayrowmm, K KoMy, Mo JereHae,
nepeLL/io MacTepcTBo, b1 XaspaTt-u Joya (cBaTor Jasug).
Janblue npeeMcTBEHHOCTb nepelwsia K boso-iu Mopagys
(«aeay, cTaBsALeMy 3aniatbl»).

Kak yxe roBopuiocb, 6yxapckue Mactepa 30/10TOr0 LWKNTbA
CBOM y30pbl CO3JaBa/IM B TEXHMKE 2y/1b0Y3U, NpenmylLle-
CTBEHHO Ha 6apxaTe (6axmasn). CneuuanmcTbl OTMEYAIOT,
4YTO GapxaT 6bl/1 BbICOKMX COPTOB M TOHYAMLLIEN BbIAE/IKM.
B ykasaHHoe Bpems ero 3aBo3un u3 Poccum mnm 3anagHom
EBponbl (TpaH3uTOM Yepes Poccuio), u3 MpaHa, MHauum,
Typuumn, Cupun, OpaHumm. Ucnoib3oBanm 1 6apxat MECTHOrO
6yxapcKoro nponssoAcTea. MpeanoynTanmch LBeTa U OTTEHKM
3e/1eHoro, KpacHoro, ¢uoseToBoro, cmHero. CumMrtanoch,
4YTO rNy6OKME TOHa 3TMX LBETOB Haubo/blie NMoAXoAAT
ANS WKTbA, FTAPMOHUYHO COYETASACH C 30/I0TOM HUTBIO.

Jna 3Toro pemecna 6bi10 XxapakTeEpPHO MCMNOJIb30BaHME
MacTepamm 30J10THbIX U CepeBPSAHbIX HATEM, Pas/IMUHbIX
no Crnoco6y M3rotoesieHna. HUTb, No npenmyLlecTsy, 6biia
np1BO3HOM. B aeBATHaALaTOM cToneTUM habpryHbIE HUTH
(30n10Tble U cepebpsAHbIe), KaK M KaHUTeNb U 6NeCTKM, BBO-
3ununcb M3 Poccun. FoBopsa o HUTK (cum), cnepyeT cKasaTb,
4YTO ByxapcKuMe mactepa M3faBHa MCMOb30Ba M TOHKYIO
METaIJIMYECKYIO HUTb, TYro CrpAAEHHYI0 Ha WénKoByo. OHa
6bl1a BbICOKOM Npo6bl — B NyYlUMX copTax Ao 84%. Ans nony-
YEHMSA 30/I0THOM HUTM ee MOKPbIBa/IM No3osi0ToM*. MNpsageHue
HUTKU NONYYasIoCb CMOCOBOM CKPYYMBaHWUA (HaBMBaHMA) MeTan-
JIMYECKOM HUTU Ha LIEJIKOBYIO (NM60 BYyMakHY0) HUTb Tak,
4TO6bl OHa 6bl/1a MOKPbITA 30/I0TOM MJIM CEPEOPOM BIJIOTHYHOY .
B KoHUe AeBATHaALATOro CToNeTMA MacTepa CTaiau ynoTpe-
61Tb KAHUTE/Ib — TOHKYH 30/10TYH0 MM CEPEBPSAHYI0 HUTb.
OHa npeAcTaB/sia CO60M NMPOBOJIOYKY, CKPYUYEHHYIO B BMAE
cnupanu.

MacTepa-30/10TOLIBEN LIMPOKO MPUMEHSAIN U tOBE/IMPHbIE
yKpaLueHu1sa. 370 6bln cepebpsaHble, 30/10Tble 1 MO30/104EHHbIE
6/1ALKKN pa3IMyHON (opMmbl. Mpeobnasanu Kpyrible, MHOFo-
yroJsibHble, pom6oBUAHble (hOpMbl. UX YKpallaiu YEKAHKOM,
duanrpaHbio, TMCHeHHEM. OcobeHHO nonyispHbI 6blM YKpa-
LUEeHHble 61eCTKaMM MeTaIZIMYECKME KpYr/ible Kynosku (Ky6a)
U3 cepebpa C N030/10TOM.

Byxapckue 3010TOLIBEM MCMOJ/Ib30BAJIM [Ba OCHOBHbIX
npuema 3alumBa: CrJIOWHOM (3apdy3u 3aMuHAy3u) U y30p-
HbIM 3aWKB (3apdy3u ey/ady3u). MHorme 6yxapcKkue LBbI
o XapaKTepy YCJ/IOBHbIX HAMMEHOBaHWMM MAEHTUYHbI Ha3Ba-
HUAM reOMETPUYECKUX LUIBOB PYCCKMX MacTepwmL, 30/10TOrO

“ oHYapoBa, op. cit., c. 9.

“ MMewepesa, op. cit., c. 279.

wntbA. MNo aTtoMy nosoay E. M. lMewepeBa roBopmT, 4YTO
B KoHUe XIX 1 Havane XX B., HapsAay € 3aBo3om M3 Poccumn
CbIpbAl /11 30/10TOrO WKTbA, 3aBO3M/ACh M FOTOBasA NPOAYKLUMA.
ITMM 06BACHAETCA Ha/IMUME OPHAMEHTOB, BCTPEYaloLMXCA
Ha BbILUMTbIX 30/10TOM NpeAMETax oAexKabl paboTbl 6yXapCKUx
30/10TOLUBEEB, MOBTOPSAIOLLMX OPHAMEHTbI PYCCKOr0O 30/10THOIO
LUIMTbA Ha LEPKOBHbIX 061a4eHMAX™®.

Pa3roBop o 6yxapCKom 30/10TOLIBEMHOM Y60pe A/ napag-
HbIX Bble3/10B Ha JIoWaAAX 6yAeT HenosIHbIM, eC/U He CKa-
3aTb O CKA304HO KPacMBbIX CeAlax ANA HUX, a TaKkKe peMHAX
KOBaHbIX CTPEMAH U peMHAX nognpyru. MAS pacnosaraet
60/1bLLOM FPYNNOM MNOA0BHbIX U34ENMI, B TOM YUC/Ie cea-
NamMu (3uH), NOCTYNMUBLUMMMK B €ro OoHAbl M3 TOro Xe
MCTOYHMKA — TM®. o KOHCTPYKUMKU M MaTepuasly OCHOBbI,
OHW MOXOXM APYr Ha Apyra. OT/MYaTCA MO OPHAMEHTY.
Jk3emnasap ceana (MA3, Ne3687-14) M3rotoB/ieH M3 Lie/IbHOro
KyCKa, NpeAno/ioxKM1TeIbHO, OPEXOBOr0 M/ TYTOBOTO JepeBa.
MepeaHasa nyKa 06TAHYTA APKMM asibIM 6apXxaToMm, pacluMTbIM
30/10TOM M Cepe6bpPOM, NPUKPENIeH CepebpAHbIMM FBO3AAMM.
Cezn10 MHKPYCTUPOBAHO KOCTbIO, MOKPbLITO 6EPECTOM, POCMMCh
BbINO/IHEHA JIAKOBbIMM Kpackamu. OpHAaMEHT — CTUIM30BaHHbIM
pacTuTenbHbIM. CBO60AHOE NoJie BEPXHEN CTOPOHbI M3YMPYA-
HO-3€e/1EeHOro LBeTa C ABYMS KBaJpaTamMu, OKalMJ/IEHHbIMM
niacTMHaMK U3 osieHbero pora. Porosas naacTuHKa nepea-
HEeM CTOPOHbI CeAJla NOKpPbITa PAAOM KPYXKKOB YEPHOrO LiBeTa
C HaMeYEHHbIM LieHTPOM. Mo 6oKam ceasia NpUOKTHI Kese3Hble
KOJIEYKM M NPOAOJIbHbIE OTBEPCTUA ANA NYTAML,.

Mo dopMe, ceano HanOMUHAET CTU/IM30BAHHYIO NTMLLY.
OpPHUTOMOP®HbLIM CUMBOJIM3M ONpeaenseTcs, ¢ 0gHOM
CTOPOHbI, CM/I0M, CTPEMUTEJIbHOCTBIO, MOJIHUEHOCHOCTbIO
M KpacoToM Jiolan — BaXHOro CMMBOJIA 60raTcTBa, BE/IMUMS
W BIaCTH, C ApYroi — NErKoCTbio NepeaBuKeHNs, AaslbHO30p-
KOCTb}0, Jly4e3apHOCTbI0 M CBOGOAHBIM MapeHMEM CKa304HOM
nTuubl. B hopme ceana yraabiBatoTca YepTbl, 6M3KME K 130-
6paxkeHuto naBanHa (pasaHa). B noBepbax 1 npeacrase-
HMAX MPAHCKMX HApPOAOB NaBJ/IMH (MOBYC) OGUTAET B PaiCKOM
cagy. OH — nepcoHUbUKaLMA CHUAIOLLEN CaBbl U BEUYUS.
B MMCTMYECKOM MO33MM 3TO NEPHATOE CYLLECTBO COOTBET-
CTBYeT NPMABOPHOMY KpacasLy, naxy 1 J06MMOMY rocysapio.
B cpeaHeBeKOBbe MbILWHOCTbL LWAXCKOro ABOpa HasbiBasiacb
«TpoH MMaB/inHa». CBEPKAIOLMI BEMKOIENMEM XBOCT M Orepe-
HMe naB/iMHa (3Ta MAeA BblpaXeHa C MOMOLLBI0 MHKPYCTaLum
M3 KOCTWU) — CUMBOJ1 BCEBMASALLIETO CO/HLA. Bce 310 — gonon-
HUTE/IbHOE 06BACHEHWE MOTUBOB MCMNOJIb30BaHWA obpa3a
«MNaBJ/IMHa» (2apyd) Npy opOpMIEHUM NapaZHOro KOHCKOro
y6opa. Oco60ro ynoMMHaHWUA 3aC/yXXMBaEeT M 3/IMTHAA KOHCKaA
YNPsXb: Y3AE€YKU, HArpyAHble YKpaLLEeHUs, OLEMHMK, YKpaLle-
HMA Ha KpYN U Ha XBOCT Jiowaaun. BeinonHeHHble B cepebpe,
KaKk 06LLen3BeCTHOM CMMBOJIE JIYHHOrO CBETa, TaK M B 30J10Te,
o6pasHoe 3HayeHne KoToporo — CosiHLe, OHX NOAYEePKMBAIOT
3HaYMMOCTb M 60raTCTBO AapOB IMUPOB Byxapbl, poccuicKoMy
uMnepatopy, umneparpuue, YieHam Mmnepatopckoro /Joma,
a TaKXe CU/IbHbIM MMPa CEFro B MMMEPCKOM CTOMMLE.

1
MbI paccKasanm 0 pOCKOLUHOM KOHCKOM MOJapoYHOM y6paH-
CTBE, MHOTME 3/IEMEHTbl KOTOPOr0 Mbl HE MOKAa3blBaEM B paM-
Kax HacTOSLLEro BbICTABOYHOIO MPOEKTA, B NEepBY0 oyepesb
ANA TOro, 4YTobbl YMTaTE/Ib MOI MPEeACTaBUTL cebe 06LLyto
KapTWHY, «<KOHTEKCT», B KOTOPOM M3HA4asIbHO CYLLECTBOBaIM
«JloporMe mMatepvm — npousseaeHus byxapbl U, Boob6Lie,

% oHvyapoBa, op. cit., c. 18.
47 CupopeHKo, ApTbiKoB, Paga6os, op. cit., c. 13.

“ MNewepesa, op. cit., c. 282.

high quality and extremely fine manufacture. At this time,
it was delivered from Russia or Western Europe (by transit
through Russia), from Iran, India, Turkey, Syria and France.
Velvet of local Bukhara manufacture was also used. Colours
and shades preferred with green, red, violet and blue.
It was thought that the tone of these colours was most
appropriate for embroidery, and blended harmoniously with
gold thread.

For this handicraft, there was characteristic use of gold
and silver threads by masters which varied in their means of
preparation. The thread was mainly imported. In the 19t cen-
tury, factory threads (gold and silver), like gold threads and
spangles, were imported from Russia. Talking of thread (sim),
it should be said that since olden times, Bukhara masters
used fine metallic thread spun tightly on silk thread. It was of
a high standard — in the best kinds up to 84%. To make it gold
the thread was covered with gilt. The thread was spun by
the technique of curling (winding) a metallic thread on a silk
(or paper) thread in such a way that it was wrapped tightly
with silver or gold*. At the end of the 19t century, masters
began using fine thread of gold or silver. It was wire spun in
the form of a spiral.

Master gold embroiders also widely used jewellery. They
were silver, gold and gilded patches of various forms. Round,
polygonal and rhomboid forms predominated. They were
decorated by embossing, filigree and stamping. Particularly
popular were metallic round domes (kuba) of silver and gilt
decorated with spangles.

Bukhara gold embroiderers used two main types of
sewing: continuous (zarduzi zaminduzi) and pattern sew-
ing (zarduzi gulduzi). In the nature of the conditional
names, bany Bukhara seams are identical with the names
of geometric seams of Russian masters of gold embroidery.
E. M. Peshchereva says that the end of the 19" and beginning
of the 20t century, along with importing raw materials from
Russia for gold embroidery, ready production was also import-
ed. This explains the presence of ornaments encountered on
gold-embroidered items of clothing of work by Bukhara gold
embroiders, which repeat ornaments of Russian gold embroi-
dery on church robes®.

A discussion of the Bukhara gold embroidery adornment
for horses will not be complete without mentioning the
fabulously beautiful saddles for them and also the straps of
forged stirrups and saddle straps). The Kunstkamera possess-
es a large group of such items, including saddles (zin), which
came to its collection from the same source — the SMF. In the
construction and material of the base, they resemble each
other. They differ in their ornament. The example of the
saddle (MAE RAS, No. 3687-14) is made from a whole piece
of wood, probably nut or mulberry. The front arch is covered
with bright crimson velvet, embroidered with gold and silver,
and fastened with silver nails. The saddle is encrusted with
bone, covered in elm, and painted with varnish. The orna-
ment is a stylised plant. The free space of the upper part is
of emerald green with two squares bordered with plates of
deer horn. The horn plate of the front side of the saddle is
covered with a row of black circles with a marked centre.
On the sides of the saddle are iron rings and lengthwise holes
for stirrups.

In its form, the saddle resembles a stylised bird. The
ornithomorphic symbolism is determined on the one hand

“ Goncharova, op. cit., p. 18. “ Sidorenko, Artykov, Rajabov, op. cit., p. 13.

“8 Peshchereva, op. cit., p. 282.

by the power, swiftness, lightning speed and beauty of the
horse — an important symbol of wealth, grandeur and power,
and on the other with lightness of movement, long-sighted-
ness, radiance and the free soaring of a fabulous bird. In the
form of the saddle, features can be found which are close
to the depiction of a peacock (pheasant). In the legends and
beliefs of the Iranian peoples, the peacock (towus) dwells
in the garden of paradise. It is the personification of radiant
glory and grandeur. In mystic poetry, this bird corresponds to
the court beauty, the page and favourite of the king. In the
Middle Ages, the splendour of the Shah’s court was called the
“Peacock Throne”. The tail shining with magnificence and
the feathering of the peacock (this idea is expressed with
the incrustation of bone) is a symbol of the all-seeing sun.
All this is an additional explanation of motifs of using the
image of the “peacock” (garud) in the design of the parade
horse costume.

The elite horse harness also deserves special mention: the
bridles, the breast decorations, the collar, the decorations
on the croup and on the tail of the horse. Made of silver,
like the moonlight, and gold, which represents the sun, they
emphasise the importance and wealth of the gifts of the
Bukhara emirs to the Russian Emperor, Empress, members
of the Imperial House, and also the mighty of this world in
the imperial capital.

1l

We discussed the lavish horse costume, many elements
of which we did not show as part of this exhibition project,
mainly so that the reader can imagine the general picture,
the “context” in which the “expensive materials — works of
Bukhara and of the East in general” existed originally, which
were regularly given to the Emperor and members of the
Tsar’s family. By “expensive materials” we meant the elite
silk and semi-silk fabrics. This is shown by several collections
of Central Asian handicraft textiles held at the Kunstkamera
which were received in 1924 through the SMF from the stores
of the Winter Palace (figs. 16—17). In total this unique collec-
tion, the largest in Europe, consists of more than 500 items.
They are mainly diverse patterned handicraft cotton silk,
semi-silk fabrics of simple and complex weaving. A special
group is formed by examples sewn from raw silk fabrics,
called alocha-yi hisori or hisari alocha®® (fig. 18). A large
number of examples of these collections are rustling and
iridescent shohi-kanaus (fig. 19). The examples of semi-silk
fabrics with moiré tints, the silk atlas (fig. 20), the semi-silk
adrases (fig. 21), and also the fleecy velvet bakhmal woven
from cotton and silk (fig. 22). Their origin is easily deter-
mined: the unique colour spectrum, the rich ornamental com-
position, the rainbow combination of colour in the pattern
with indistinct and blurred contours, the rhythmic alternation
of different-sized and different-coloured stripes, and also the
special features of technique of their manufacture clearly
shows their Central Asian origin. The name abr has become
firmly associated with the pattern of silk, semi-silk and fleecy
fabrics®. In both the striped and abr fabrics the warp carried
the main pattern-forming burden; the weft gives the spec-
trum of the fabric a certain shade.

The collections of these fabrics, which have received the
name “imperial”, are quite rightly ranked among the espe-
cially valuable collections of the Kunstkamera. Before us are

0 The word abr means “cloud”; the word abr is also a part
of the name abreshom (“silk”, “silken”). The technique of
creating patterns in fabrics of this kind is called abrbandi,

49 The word hisori (“Hisar”) is connected with the name of the province of Eastern Bukhara, which is connected with the word abr (literally it means

including the Hisar Valley on the territory of the modern Republic of Tajikistan. This

“tying/binding clouds”). There is also some probability

province (Karatag) was until recently famous for its rich tradition of handicraft production, that abr may be connected with the word ab (“water”).

including the production of textiles. The term alocha means “multi-coloured stripes”.
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BocToka», KoTOpble peryiapHO NOAHOCMANCHL UMMEpPATopy
M YsieHaM LiapcKoM cembM. Mog «J0pOrMMmU MaTepUAMM> NOA-
pasyMeBa/IMCb S/IUTHbIE LUEJIKOBbIE M NOJYLIENIKOBbIE TKaHM.
B 3ToM y6exaaT xpaHswmecsa B hoHaax MAD HECKOJIbKO
KOJINEKLUMM LLeHTPa/lbHOA3MAaTCKOro KYCTapHOro TEKCTUIA,
nosiydeHHbix B 1924 r. yepe3s F'M® 13 cknagoB 3MMHero
Asopua (us. 16—17). B 06wwen CNOKHOCTM 3TO YHUKa/b-
Hoe, caMoe KpynHoe B EBpone cobpaHue, COCTOUT M3 Gosiee,
yem 500 eguHUL, XpaHEHMA. ITO, B OCHOBHOM, pa3HOO6pasHble
Y30pHble KyCTapHble X/10M4aTobymMaKHble, WENKOBbIE, NoJy-
LUENKOBbIE TKaHW MPOCTbIX U CIOXKHbIX NepenneTeHni. Ocobyto
rpynny COCTaB/IAOT 06pa3Libl COTKAHHbIX M3 CbIPLOBOrO LWE/KA
TKaHeW, HOCALMX Ha3BaHWe aso4a-lu Xucopu uau xucapu
anoya® (unn. 18). 3aMeTHyK YacTb 06Pa3LIOB 3TUX KOMNEKLMM
NpeACTaB/AOT CO60M LypLIALLME W NEPEMBYATBIE WOXU-KA-
Haycbl (un1. 19). Bneyatnatot o6pasLibl NOYLWENKOBbIX TKAHEN

Wnn. / Fig. 17

C MyapoBbIM OTJIMBOM, LWENKOBbIe amsackl (uaa. 20), nony-
WENKoBble adpacobl (us. 21), a TakKe NIOTHbIE, COTKAHHbIE
M3 XJI0MKa W WEKa, BOPCUCTble 6apxaTbl-6axman (uan. 22).
MX npomncxoxAeHMe IErKo OMo3HABaeMO: HEMNMoBTOpMMas
LBeToBad ramma, 6oratas opHaMeHTa/lbHasA KOMNO3uULMA,
pagy}Hoe coyeTaHue LBETOBbIX MATEH B Y30pe C HEYETKMMMU
M pacn/blB4aTbiIM1 KOHTYpaMMu, PUTMMYHOE YepesoBaHue
Pa3HOBE/IMKMX M Pa3HOLBETHBIX MOJI0C, a TaKke 0CO6eHHOCTH
TEXHWUKM WX NPOU3BOACTBA OAHO3HAYHO CBMAETE/ILCTBYIOT
06 UX LieHTpasIbHOa3MaTCKOM NPOMCXOXKAEHMN. 3a Y30PHbIMM
LUENKOBbIMM, MOTYLLENKOBLIMM M BOPCUCTBIMM TKAHAMM MPOYHO
yTBEpAMNOCh Ha3BaHMe abpoBble®. Kak B nosocatbix, TaK
M B abpOBbIX TKAHAX F/1aBHYI0 Y30PO06Pa3YIOLLYI0 Harpy3Ky
HEeCeT OCHOBa; YTOK MPUAAET raMMe TKaHW TOT UM MHOM OTTe-
HoK. CobpaHue yKasaHHbIX TKaHeM, NoJjlyumBLIEE Ha3BaHUE

«MMNepaTopcKoe», No npaBy BXOAMT B YMC/I0 OCOGO LiEHHbIX
Kosinekumn MA3. Mepea HaMu 06pasLibl 0CO60r0 TEKCTUIA,
MOCKOJIbKY B MPOLUJIOM MPOCTbIE 04N HE HOCUIN LIENKO-
BYt0 oAexay. B 061xoa Tex, KTo He NpUHaANexan K BbICLIMM
C/I0AM 06LLecTBa, LWENKOBbIE TKAHM BOLU/IM TONbKO Noc/e
npucoeanHenus LleHTpanbHoM A3un K Poccum 1 amuwb K 90-M
rojam JeBATHaALATOro CTONIETUA MEHEE LieHHbIe CopTa LWE/IKa
CTanu ynoTpebaaTbCa 3aXMTOUHbIMM FOPOXaHaMu ANl Npass-
HWYHOM oZexAbl. HEeMHOro paHblue TKaHW 3TOM KaTeropuu,
B HEGO/IbLLOM KOJIMYECTBE, Ha4YaIM MPUMEHATLCA ANA CBaAe6-
HbIX HapAA0B HOBOGPAYHbIX.

CyZA no apxeoJIorMYeCKMM HaxoZKam LieHTpasibHoasu-
aTCKoe LWEIKOTKAaYeCTBO MMeeT MHOrOBEKOBYIO MCTOPUIO.
Feorpadmueckoe pacnonoxeHue «bonblioi byxapbl» B LeH-
Tpe A3uM cAenano ee He TOJIbKO apeEHOM 6ECKOHEYHbIX BOMH.
Byxapa 6blna nepeKkpecTKoM NepeKkpecTKoB Ha MyTu obLue-

Mnn. / Fig. 16

HMA UMBUIM3ALMM, Pa3feIEHHBIX ThICAYaMKW KMIOMETPOB.
MapLpyTbl 3HAMEHWUTbIX TOProBbiX MyTEM, MOJYHYMBLUMX,
3aTeM, Ha3BaHue Bennkoro WENKOBOro nyTu, npoJseraim
yepes LeHTpasibHoa3naTckue ueHTpbl (XoaxeHT, CamapKaHa,
Byxapy, Meps, XvBy u ap.), CoeanHAs poanHy Wéska — Kutan
¢ banxkHUM BocTtokoM 1 3anagHbiM Cpean3eMHOMOPbLEM.
OHM CNoco6CTBOBa/IM NPEBPALLEHUIO 3TOr0 parMoHa MuMpa
ewe B V—VI B. H. 3. B OAMH 13 MEXAYHapOAHbIX 04aroB LUEs-
KOTKayecTBa MMEHHO Torfa, Korja WEK npeacTaBnsn cobom
OFPOMHYIO LIEHHOCTb. XpaHALMECA B Pa3/IM4HbIX KOJEKLMUAX
EBponbl U AMEpHKM NPOM3BELEHUS COFAUMCKOrO XyZoXe-
CTBEHHOIO TEKCTWU/IA CO34a/IM B COBPEMEHHOM MPaHUCTUKE
Liesioe Hanpas/iEHME, OPUEHTUPOBAHHOE Ha M3y4eHMEe Npo-
61eM UCTOPUKU U KynbTypbl Coraa nog yrioM 3peHua Tek-
CTWU/IbHOWM Npo6ieMaTnku. Coraunckme TKaHM 3anevatieny

“ CIOBO XUCOPU («FMCCapCKMit») CBA3AHO C Ha3BaHWeM 06/1acT BocTouHoiM Byxapsl, BK/toYaBLueln MMCCapeKyto A0IMHY HA TEPPUTOPUM
coBpemeHHoM Pecny6amnku TagkuKucTaH. 3Ta obnacTb (Kapatar) elye HeaaBHO CaaBuach GoraToi Tpaauumeit peMecNeHHOro NPon3BOoACTBa,
B TOM YMC/IE NPOU3BOACTBA TEKCTUAA. TEPMMH A/104@ 3HAYUT (MCMONHEHHDIN B) «PasHOLBETHBIE MO/IOCI>.

%0 Ha3BaHMe abpoBble CBA3aHO CO C/IOBOM abp, 3HAYEHUE KOTOPOro «06J1ako~»; C/I0BO abp ABNSETCSA M KOMNOHEHTOM Ha3BaHWs abpewom («LUENK»,
«LWENKOBBIN>). TEXHONIOTUsA Yy30po06pa30BaHMs B TKAHAX 3TOr0 poAa HOCUT, CBA3AaHHOE CO C/I0BOM abp, HasBaHWe abp6aHAu (6yKB. «CBs3biBaHWE/
3aBA3bIBaHME 06/1aK0B~>). He UCK/II0YAeTCA 1 BEPOATHOCTb TOTO, YTO abp CBA3aHO CO C/IOBOM ab («BOAa»).

examples of special fabric, as in the past ordinary people
did not wear silk clothes. Silk fabrics only became part of
the everyday life of people who did not belong to the higher
levels of society after Central Asia joined Russia, and only
in the 1890s did less valuable types of silk began to be used
by well-off city dwellers as clothing for special occasions.
Somewhat earlier, fabrics of this category, in a small amount,
began to be used for marriage costumes for newly-weds.
Judging by archaeological findings, Central Asian silk
weaving has a history of many centuries. The geographical
location of “Greater Bukhara” in the centre of Asia made it
more than just a stage for endless wars. Bukhara was the
crossing of crossings on the path of meeting of civilisations
separated by thousands of kilometres. The routes of famous
trade roads, which later received the name of the Great
Silk Road passed through Central Asian centres (Khujand,

Samarqgand, Bukhara, Merw, Khiwa and others), connecting
the homeland of silk, China, with the Middle East and the
Western Mediterranean. They helped to turn this region of
the world, as early as the 5" and 6% centuries AD, into one
of the international centres of silk weaving at a time when
silk was of enormous value. The works of the Soghd artis-
tic textile held in various collections in Europe and America
created a whole field in modern Iranian studies, directed
towards studying the problems of the history and culture
of Soghd from the viewpoint of textile themes. Soghd fab-
rics depicted images of Zoroastrianism — the official religion
of Sasanid Iran. The Arabs who invaded Central Asia at the
beginning of the 8" century brought a new artistic language
and new ornamental motifs, which were often based on old
images. Besides the depictions of people and animals, and
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also ornithomorphic motifs, the Islamic style of pattern mak-
ing was confirmed (geometric arabesques and plant patterns),
where one can see cosmic and benevolent symbols. Relatively
recently, the name of an entire group of silk materials was
revealed — zandanechi, which came from the name of the
village Zandana near Bukhara, where the weavers’ workshop
was well known in the 9t—10t" centuries®'.

Silk fabrics were called by the common Iranian word
shohi. As a sign of the elite nature and privileges of princes,
grandees and court dignitaries, shohi (or khonatlas) became
the most preferential form of offerings to rulers, and wide-
spread diplomatic gifts. Enemies were bought off with silks,
and allies were won over with their help. In Rome, silk mate-
rials were worth several times their weight in gold, and in
Byzantium they were equal to gold. Silk, as a great invention

Mnn. / Figs. 18ab

of mankind, served as a background for sacred pictures and
had ritual significance.

Both in the Middle Ages, and in the centuries following,
the main centres of Central Asian textile manufacture were
Bukhara, Samargand, Khujand, Merw and other cities and
regions. Sources report that in the 1890s, the total output
of cocoons in the Ferghana, Samargand and Syr-Darya prov-
inces, and also in the Bukhara and Khiwa Khanates, came to
210,700 poods. At the end of the 19* century, handmade fab-
rics were produced on 100,000 wooden machines. In Bukhara
and its outlying suburbs alone, there were 12,000 machines.
At the beginning of the 20* century, there were a total of
1,500 weavers in Old Bukhara. The diverse types of fabrics
produced in Central Asian textile manufacture centres occu-
pied a significant place in international caravan trade of

5T A. A. lerusalimskaya, “On the formation of the
school of artistic silk weaving in Soghd”, Central Asia
and Iran. Collection of articles (Leningrad, 1972),

p. 5.
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06pa3sbl 30poacTpuama — oduLManbHOM pesmrin CacaHMACKoro
MpaHa. Apabbl, BTopriumecs B LieHTpasibHyo A3uio B Havane
VIII B., NPMHEC/IN HOBbIM M306pasuTE/bHBIM A3bIK M HOBbIE
OpHameHTa/IbHble MOTMBbI, HEPEAKO OCHOBaHHbIE Ha CTa-
pbix 06pa3uax. BMECTO M306paKEHWM NHOAEN U JKMBOTHBIX,
a TaK¥Xe OPHUTOMOP(dHbIX MOTMBOB, YTBEPAWJICA UCIAaM-
CKMM CTMJ/Ib Y30POTBOPYECTBA (FEOMETPUYECKME apabecKu
M pacTUTEe/IbHbIE Y30Pbl), B KOTOPOM MOXHO YBUAETb KOC-
MMYeECKyIo 1 61aroxenaTesibHyt0 CMMBOIMKY. OTHOCMTENbHO
HeAaBHO BbICHWU/IOCb HAMMEHOBaHWE LiE/ION FPYnNMbl LWEIKOBbIX
MaTepuit — 3aHOaHe4u, NpoMUCXoAsLiee OT Ha3BaHUA cesle-
HMA 3aHAaHa 6113 byxapbl, rae TKaukaa mactepckas 6biia
LUMPOKO M3BecTHa ele B IX-X B.5'. LLIENKoBbIE TKAHU MMEHO-
Ba/IMCb O6LLEMPAHCKMM CNOBOM Wwoxu. Kak 3HaK 3/MTapHOCTH
U NPUBU/IETUIA KHA3EM, BEIbMOXK M NPUABOPHbIX CAHOBHMKOB,
woxu (MM xoHamsac) ctanam Haumbosiee NpeanoYTUTEIbHOM
(hOopMOM MOAHOLEHUM FOCy-

JapAM, pacrnpocTpaHeHHbIMM

AUNJIOMaTMYECKUMM NoAap-

Kamu. Lllenkamm oTKynanucb

OT BparoB, C MX NOMOLLbIO BEP-

60Bann ColO3HMKOB. B Pume

WENKOBbIE MaTEPUMU LEHMU-

JIMCb Ha BEC B HECKOJIbKO pa3

Jopoxe 30n0Ta, B Bu3aH-

TUM — NPUPABHUBA/IUCH K HEMY.

LLIénk Kak BennKkoe mlobpeTe-

HWe YesioBEKa C/YXWU/T POHOM

ANA CBALLEHHbIX M306paXkeHuM

M HEC pUTyabHY0 Harpysky.

Kak B cpegHeBeKoBbe, TakK

M B Moc/ieaytolne BeKa rnas-

HbIMW L€HTPaMM LieHTpasb-

HOa3MaTCKOro TEKCTM/IbHOrO

npov3BoACTBa OCTaBaJ/IMCb

byxapa, CamapkaHz, XOoAXeHT,

MepB 1 gpyrue ropoga v pam-

OHbl. MICTOYHMKM coobLiatoT,

yto B 90-x rr. XIX B. cym-

MapHasa fo6bl4ya KOKOHOB

B ®epraHckor, CamapKaHACKOM

n Cbip-AapbUHCKOM 06na-

CTAX, a TakXe B byxapckom

M XMBUMHCKOM XaHCTBaX

coctaBnana 210770 nygos. Mn. / Fig. 19

Ewe B KOHUE AEBATHAALATOrO CTONETUA TKaHM PYYHOro
Npou3BOACTBa BblgesbiBasncb Ha 100 ThicAYax AepeBAHHbIX
CTaHKoB. TOJIbKO B 04HOM Byxape u 6auMKanlumnx ee npuro-
poAax HacuuTbiBanocb 12 TbicAY cTaHKoB. B Havane XX B.
0ZlHWX TO/IbKO TKauen B Ctapoi byxape HacumTbiBasioch 1500
yenoBeK. B 1907 r. B ®epraHckoM gosmHe pabotasio 27652
LIE/IKOTKALKMX MacTepPCKMX. PasHoo6pasHble BMAbl TKAHEMN,
NPOM3BOAMBLUMXCA B LIEHTPa/IbHOA3MATCKMX LiEHTPax no npoms-
BO/ACTBY TEKCTU/IA, 3aHMMAJ/IM 3HAUMTE/IbHOE MECTO B MEXAY-
HapoJHOM KapaBaHHOM TOProBJsie TEKCTM/IEM. B cepeanHe
XVI-XVII BB. nommmo lMepcun, MHamnm n Kutasa, Toprosbim nap-
THepoM LleHTpanbHoM A3uu 6bi10 MOCKOBCKOE FOCyAapCcTBo,
KyJa TeKCTU/IbHaA NpoAyKLMA M3 3TOro paioHa noctynasna
He TOJIbKO MO TOProBbIM (B OCHOBHOM Yepe3 6yXapCKuxX Kyn-
LI0B), HO M NO AMM/IOMATUYECKMM KaHalam B BUAE NMOZJAPKOB.

51 A. A. UepycannMcKas, «K cnoxeHuto WKosbl
XY/I0XeCTBEHHOro WénKoTKadYecTBa B Corge», CpedHas Asua
u UpaH. C6opHuKk cmameli (/lenuHrpaga, 1972), c. 5.

Ha Pycu 60/1bLUMHCTBO TKaHEN LIEHTPa/lbHOA3MaTCKOro Npomc-
XOXJEHUA UMEHOBA/IMCb 3eHOeH (0T 3aHOaHeuU).

BOCTOUHbIN XYA0XKECTBEHHbIM TEKCTU/Ib BNEYATIAET POCKO-
b0 MU YTOHYEHHBIM AEKOPOM. B rapMOHMYHOM LIBETOBOM
peLLeHU, padyKHOM LiIBETOBOM raMMe Y30POB XyOXKECTBEH-
HbIX TKAHEM MOXHO MOYYBCTBOBATb CTPEMJIEHWE Y30pPOTBOP-
LieB K OCMbIC/IEHHOMY LiBETO0603Ha4YEHMI0. XyJoXeCcTBEeHHas
[EKOPATUBHOCTb TKaHeW JOCTUrasiacb CNOCO60M MEPEBA3KU
W OKPACKM Npou3BeseHui nepes TkaHbeM. B XIX B. 3a 3TUM
CMoco6om NPoM3BOACTBA LLEKOBOrO M MONYLIENKOBOIO KyCTap-
HOro TEKCTU/IA, OPHAMEHTMPOBAHHOrO HEYETKMMM Pacn/ibiBYa-
TbIMW KOHTYPamu, NPOYHO YTBEPAMJIOCh YKa3aHHOe Ha3BaHWe
abpbaHou. OTclofa 1 Ha3BaHMe Y30poB — «abpoBble», «06J1au-
Hble>», M3BECTHOE B €BPOMEMCKOM TEPMUHOIOMMK Kak ikat.
OHM HamomMHaloT JoxaeBble 061aka. CMMBOIM3M abGpPOBbIX
Y30pOB MOHATEH: 6€3 KMBUTE/IbHOM BJIark HEMBIC/IMMO Bbipa-

LMBaHWE XJIOMKa, pa3BeseHne
LWENKOMpAAA U 3aHATME 3eme-
JAenvem. Y30p Ha entom oHe
TKaHeM co3faeT NoYyTH NosHoe
BMeyaT/IeHMe, YTO MOTOKM A0XKAA
pa3MbIBaOT KPacKM OKpy:KatoLLen
npupoabl. B nogrekcre useTto-
BOr0 CMMBO/IM3MA Yra/blBaloTCA
M 30/10TO MECKOB, U 3e/IeHb
JOJIMH, U CMHEBA 03€p, U MHO-
rouseTbe pagyru. Cumraetcs,
abp6aHdu
B LleHTpanbHOM A3uMM 6bin

4TO cCnocob

0CBO€EH ele B Havyane XVI B.
YcTaHOBNEHO, YTO B OMUCU UMY-
wecTtBa bopuca NogyHoBa yno-
MMHaeTca KadpTaH M3 YMUCTOro
WwénKkoBoro 6apxarta, nNpeAnosio-
WUTENbHO, MPaHCKOro MK Byxap-
CKoro npoucxoxaenusa. Ha Pycu
K TKaHAM 3eHOeH OTHOCM/IN TKaHM
aT/lacHoOro nepenaeTeHuns, U3BecT-
Hble KaK «KYTHM 3aHAEHHble».
Mp1MepHO Ha py6eke AeBATHAA-
LaToro M ABajuUaToro CToNeTHH
abpoBas TeXHWKa JOMMHMPOBa/A
MOYTK BO BCEX TKALKMX LeHTpax
oasucoB. Cneuudurka 3ToM TEX-
HMKM COCTOANIa B TOM, YTO Y30p
pacnosiarasics Mo BCel MOBEPXHOCTM TKaHWU, onpesenss ee
KOJIOPUT, XOTA 6blIM U paroHbl, e abpoBbIi y30p B CTPYKTYpe
OpHaMeHTa NpUCYTCTBOBaN parmeHTapHo. byxapckumu, xog-
KEHTCKMMM, MapreNaHCKMMM, CaMapKaHACKMMM, KOKaHACKMMM
TKaYaMW, peMec/IeHHMKaMK1 paga ApYrmx LLEHTPOB B TEXHUKE
abp OpHaMEHTUPOBA/IMCb HE TOIbKO rNaAKMe U Y30PHble XJioM-
YaTobyMakHble, LWEKOBbIE, MOJYLUE/KOBbIE TKaHW MPOCTbIX
W CNOXKHbIX NIETEHWM, HO M MJIOTHbIE, COTKaHHbIE M3 XJIOMKa
W WENKa, BOPCUCTbIM 6apxaT (6axmas), BblpabaTblBaBLUMIACA
B byxape, MyapoBble pencbl — adpac u 6aHopac.

Jlns abpoBbIX TKAHEM KOHTYPbl y30pa HAHOCKJ/IMCb Ha pac-
NpaB/ieHHbIE M COeAMHEHHbIE B NMYYKM (/IUGUMBI) HUTU, 3aTEM
HaMeYeHHble y4aCTKM pe3epBUpOBa/IMCh, T.€. MIOTHO nepe-
BA3bIBA/IMCb BYMaXXHbIMM HUTKamu. Mocne 3toro aubumel
MOrpy}Ka/IMCb B KUMALLYIO KPacKy HECKO/IbKO pas. B 3aBMcHMO-
CTW OT KOJIMYECTBA LIBETOB B y30pe MacTep (abpbaHo — GyKB.

textiles. In the mid 16""—17 centuries, besides Persia, India
and China, the trade partner of Central Asia was the State of
Moscow, where textile production from this region came not
just by trade channels (mainly through Bukhara merchants)
but by diplomatic channels in the form of presents. In Russia,
the majority of fabrics of Central Asian origin were called
zenden (from zandanechi).

Oriental artistic textiles impress with their luxury and
subtle décor. In the harmonic colour spectrum, the rainbow
colour spectrum of patterns of artistic fabrics one can feel
the aspiration of the pattern-makers towards conscious col-
our symbolism. The artistic decorativeness of fabrics was
achieved by binding and dying the works before weaving.
In the 19 century, this type of producing silk and semi-silk
handicraft textile, ornamented by unclear diffuse contours,
the name abrbandi become used. This is where the name of
patterns abr, “cloudy” came
from, known in European ter-
minology as ikat. They resem-
ble rain clouds. The symbol-
ism of abr patterns is clear:
without live-giving moisture it
is impossible to grow cotton,
breed silkworms and do farm-
ing. The pattern on the yel-
low background of the fabrics
creates an almost complete
impression that the rain wash-
es the colour of the surround-
ing environment. In the sub-
text of the colour symbolism,
the gold of sand, the green of
valleys, the blue of lakes and
the variety of the rainbow can
be guessed.

It is thought that the
abrbandi method in Central
Asia was mastered as early as
the start of the 16% century.

It has been established that

in the list of property of Boris

Godunoy, a caftan is mentioned

of pure silk velvet, probably

of Iranian or Bukhara origin. In

Russia, zenden fabrics includ- 7. / Fig. 20

ed fabrics of satin weaving, known as “zandenny kutny”.
Somewhere at the turn of the 19*" and 20 centuries, abr
technique dominated in almost all fabric centres of oases.
The special nature of this technique is that the pattern is
situated on the entire surface of the fabric, determining
its colouring, although there were also regions where the
abr pattern in the structure of the ornament was present
fragmentarily. Bukhara, Khujand, Marghelan, Samarqand,
Khogand weavers and craftsmen from a number of other cen-
tres in the abr technique did not just ornament smooth and
pattern cotton, silk, semi-silk fabrics of simple and complex
weaving, but also thick fleecy velvet woven of cotton and
silk, developed in Bukhara, moiré reps, adras and banoras.

For abr fabrics, the outlines of the pattern were put
on the threads which were straightened and gathered in
bunches (libits), then the marked areas were reserved, i. e.
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thickly bound with paper threads. After this, the libits were
immersed in the boiling paint several times. Depending on
the number of colours in the pattern, the master (abrband —
literally, “cloud binder”) reserved the necessary fragments by
turns. In the Central Asian ikat, the bearer of the pattern was
the threads of the warp. As a result, a so-called “main” ikat
was gained (unlike the weft)52. The creation of the chequered
ornament was connected with the creation of a striped pat-
tern, as it arose thanks to the striped basis and the two-col-
oured weft.

Rolling fabrics was an important step of local fabric
manufacture. There were several methods of rolling. In one
case, the cotton thread for the basis was starched before
the weaving by using a flour paste (ahor) or a decoction of
lamb sinews (pay). The skeins were first boiled in water, left
to dry, and then put in pots with starch. Then the thread

was moistened in water (when
flour starch was used) or left
under a press in the well for a
long time (when pay was used)
for soaking. For cotton fabric
of the alochi type and semi-silk
fabrics, rolling was used with
egg white, diluted with water
and mixed with a small amount
of apricot glue or pay. For this
purpose, the fabric was folded
in eight layers to form a rec-
tangle, smeared with solu-
tion and placed on the anvil.
The beating was done by four
wooden hammers in succes-
sion. There was also a rolling
method when the fabric was
beaten with a hammer so that
the fabrics slightly changed
the angle of their position to
each other. The effect of iri-
descence, which was created
as the result of these opera-
tions, is known in literature by
the name of “moiré”. Rolling
gave artistic fabric particular
attractiveness, and made it
firm and shining. Among the
presents brought by the emirs of Bukhara to the Russian
Emperors, there are also wonderful examples of this cat-
egory of fabric.

As stated above, among the offerings by the Bukhara
embassy in 1883, among other valuables, were a “velvet robe,
embroidered with gold and pearls with golden jewellery [...],
1,000 arshin of Bukhara velvet, 200 examples [“pieces”
in the text — R. R.] of various Bukhara materials, 100 pieces
of various Bukhara adras, [...] 10 horsecloths”. The Empress
was brought eight cashmere shawls, 12 examples of Afghan
brocade, two silk drapes for the bedroom, and six silk bed
coverings. The Tsarevich was brought two velvet robes
embroidered in gold, eight cashmere shawls, eight Afghan
brocades”. To all of this should be added sets of gold embroi-
dered horse costumes on a velvet warp, and if one judges
by the literature, magnificent gold robes (on a silk or velvet

2 We have taken information on the technique of orna-
mentation and rolling abr fabrics from T. G. Emelyanenko
(Hand-Woven Fabrics of the Settled Population of Central
Asia as an Ethnographic Source (End of the 19*"—Beginning
of the 20t Century). PhD Manuscript (Leningrad, 1990),
Archives of the N. N. Miklukho-Maklyay Ethnography Insti-
tute, 1/1, No. 925, pp. 81, 95-97.
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«NPpMBA3bIBaOLLMI 06/1aK0») NMONEPEMEHHO pe3epBUPOBa
Heob6xoAMMble parMeHTbl. B LeHTpasbHOa3MaTCcKoM ukame
HOCMTENEM y30pa SIBASIMCb HATU OCHOBbI. B pesynbtate
rnoJlyyascs, TaK HasblBaEMbIM, «OCHOBHOM>» UKam (B OT/IM4ME
oT yTouHOro)*2. Co3fiaHMe KneT4aTtoro opHameHTa 6bi10 CBSA-
3aHO C CO3JaHMEM M0J10CaTOro y30pa, Tak Kak OH BO3HMKas
6narogaps No/s0caToM OCHOBE U ABYXLBETHOMY YTKY. JloweHue
TKaHeW NpeAcTaB/isan0 CO60M BayKHbIM 3Tan MECTHOrO TKALKOro
nponssoacTea. CylecTBoBasio HECKO/IbKO CMOCOGOB JioLLe-
HusA. B ogHOM cnyyae xnonyatobyMarkHas npsixa f/19 OCHOBbI
Kpaxmasiniacb elle nepej TKaHbeM NyTeM NPUMEHEHMA MyY-
HOro KNeMcTepa (axop) Uau oTBapa M3 6apaHbMX CyXOXMIUM
(nadi). Ana 3TOro MOTKMU NpeABapuTeIbHO KMMNATUIM B BOAE,
OCTY}KaJI1, @ 3aTEM MOrpy>KaJiv B KOT/Ibl C KpaxmasioM. 3aTem
NpAXy CMayMBasu B BoZe (NP MYyYHOM Kpaxmasne), ambo
0CTaB/Ifi/IM NOA NPECCOM B apblKe Ha A/MTeNIbHoe Bpemsa (Npu

Wnn. / Fig. 21

natie) Ans pasmoKaHus. [ina xson4atobyMaxkKHOM TKaHM TMna
a/104u 1 NONYLIENKOBbIX TKaHEWM NPUMEHS/IOCH JIOLLEHME C ANY-
HbIM 6€/IKOM, pa3BeAeHHbIM BOAOM M CMELIAHHbIM C He60/1b-
LUIMM KOJIMYECTBOM YPIOKOBOTO K/ies unu natia. C 3Toi Lenbo
TKaHb CK/1aAblBaslaCb B BOCEMb CJI0EB TaK, YTOGbI MOJy4MCH
NpSMOYroJIbHUK, CMasblBasiacb PpacTBOPOM M Momellanachb
Ha HakoBa/ibHi0. OT6KBaHME NPOM3BOAMIIOCH NOC/eA0BaTEIbHO
YeTbIpbMA AepPEBAHHbIMM MOJIOTKaMM. Bbl1 1 Takoi cnoco6
JIOWEHNA, KOrAa TKaHb Ha OTAE/IbHbIX Y4YacTKax 0ToMBaAM
MOJIOTKOM TaK, YTO6bl HUTU HEMHOIO U3MEHS/IU YrOJ1 MOJIoKe-
HWMA MO OTHOLUEHMIO APYr K Apyry. dddEKT NnepesmByaToCcTy,
KOTOpbIi CO3AaBasCA B pesy/ibTaTe onepauuii Nogo6Horo poaa,
M3BECTEH B JIMTEPAType Moj Ha3BaHMEM «myap>. JloweHue
npu1AaBasso XyAoXeCTBEHHOM TKaHM 0COBYIo NpuBIEKaTeb-
HOCTb, Aefla/io ee TBepAoN M becTswwen. B umcne nogapkos,
NpenoAHECEeHHbIX 3IMupamMu byxapbl pocCMMCKMM MMnepaTo-
paMm, MpUCYTCTBYIOT M 3ameyaTe/ibHble 06pasLibl TKAHEM 3TOM
KaTeropmu.

Kak rosopusioch Bblille, B YAC/IE MOAHOLIEHMM BYXapcKoro
noconbcTea 1883 r. MOMMMO NPOYMX LEHHOCTEN 6blan «6ap-
XaTHbIA XasaT, LUMTbIM 30/10TOM M KEMYYFOM C 30J/10TbIMU
YKpaLleHUsamH [...], ogHa TbicAYa apLMH GyxapcKoro 6apxarta,
200 o6pasuoB [B TEKCTe — KycKoB — P. P.] pasHoi 6yxap-
CKOM MaTEpMM, CTO KYCKOB pa3HOro 6yxapckoro agpaca, [...]
[EeCATb NOMoH». MMnepaTtpuue 6bLIM NpenogHeCeHbl BOCEMb

2 CBeA€HMsA O TEXHWUKE OPHaMEHTaLMM U JIOLEHUM abPOBbIX
TKaHeM B3ATbl Hamu y T. I'. EMenbsHeHKo (KycmapHbie mkaHu
ocednozo HaceneHus CpedHeli A3uu Kak 3mHozpaguyeckuli
ucmovYHuk (koHey XIX—Havano XX seka). Pykonucb
AvccepTaumn (JlelnHrpag, 1990), Apxue UHcTUTYTa
3THorpacdum um. H. H. Muknyxo-Maknas, ¢. k. |, on. 1,

Ne 925, cc. 81, 95—97.

KalleMUpOoBbIX LWanen, ABeHaauaTb 06pa3uoB adraHcKkom
napyu, ABe LWENIKOBbIE APaNMPOBKM B CMasibHYI KOMHaTY,
LecTb WENKOBbIX MOKPbIBaNA Ha KpoBaTb. HacneaHuKy ueca-
peBuyy — ABa 6apxaTHbIX Xa/aTta, LUMTbIX 30/I0TOM, BOCEMb
KalleMMpPOBbIX LUael, BoceMb 06pa3sLioB adpraHCKOM napym>.
Ko BceMy 3TOMy HY}KHO 406aBUTb KOMMIEKTbI 30/10TOLLBEMHOIO
KOHCKOro y60pa Ha 6apxaTHOM OCHOBE M, eC/IU CyAUTb MO AdH-
HbIM JIUTEPATYpPbl, BE/IMKOENHbIE MO UCMOJIHEHUIO 30/10TOLL-
BeMHble XanaTbl (Ha LWENKOBOM MM GapxaTHOM ocHoBe). Mocnie
3aKo4eHns MupHoro JloroBopa c byxapoi nogapku nogo6-
HOro poza NpenoAHOCUANCh, BUAMMO, HECKO/IbKO pa3 B FoA.
3HaunTENIbHOE KOIMYECTBO 3TUX MOAAPKOB OTNPaB/AINCh
u3 byxapbl B Poccuio B Te4eHME HECKOJ/IbKMX NIET B CBA3M
C NoAroToBKOM npa3gHoBaHus 300-/1eTUA LapCTBOBAHMA
Joma PomaHoBbix B 1913 rogy.

Wnn. / Fig. 21b

Bornpoc o 6yxapckux noconbcteax B [leTepbypr ele dak-
TUYECKM He U3yyeH. HeT COMHEHMM, YTo pe3ybTaThl Nnocse-
AYOLWMX NOUCKOB B 3TOM HarnpaB/ieHMM MO3BONAT ACHEe
npeAcTaBuUTb cebe CylecTBOBaHWE LWENKOBOro MyTH, CBA3bI-
BaBLero byxapy co ctosmuen Poccuickorn mnepmn. KoHeuHo,
TOproBble NyTH Mexay LieHTpanbHoM A3uel 1 pycCKMMM KHA-
€CTBaMM MHTEHCMBHO (PYHKLMOHMPOBaIN M3gaBHa. B gaHHOM
cnyyae peyb MAeT 06 Mx 0cobom BapuaHTe. Ecam K Wwénkam,
30/10TbIM Y30paM M APYIUM XYZOKECTBEHHbIM MPOM3BELAEHUAM,
noctynaswum B [eTepbypr nNo AMNIOMaTUHECKMM KaHasamM
(HaumHaa ¢ 60-x rr. XIX B. 1 go 1916 r., naMATHOro NOCAEAHUM
BM3WTOM 3Mupa — AMm-xaHa), NpubaBuTb 3aBo3 M3 byxapbl
B Poccuio WéNKa-colpua, NpsKK AN8 TEKCTUAbHOM NMPOMbILL-
JIEHHOCTU W LIENKOBOrO TEKCTM/IA, TO Ha3BaHHOE Hanpas/e-
HMe «lWENKOBOro NyTU» OBpeTaeT BMOJIHE OLYTUMbIE YEPThI.
«/lMnnomMaTMyeckme cocTaBAoLWLMe>» TOrO MyTHU 0BCyRMBaNN
B OCHOBHOM POCCMMCKYI0 MOJIMTUUECKYIO 3IUTY. ITO BbLIO CBA-
3aHO C NomMbITKaMK1 3MUPOB Byxapbl COXpaHATb CBOIO OTHOCK-
TeJIbHYI0 HE3aBUCUMMOCTb. 3AeCb ABHO YraZblBasoCh KenaHue
3MUpPOB BbIFNAAETb, EC/IN U HE BMOJIHE HE3aBUCMMBIMMU, TO,

warp). After signing the Peace Treaty with Bukhara, presents
of this kind were evidently brought several times a year.
A large number of these presents were sent from Bukhara to
Russia over several years in connection with the preparations
for the celebrations of the 300 year anniversary of the House
of the Romanovs in 1913.

The issue of the Bukhara embassies in Petersburg essen-
tially remains unstudied. There is no doubt that the results
of further research in this area will make it possible to gain
a clearer understanding of the existence of the silk road,
connecting Bukhara with the capital of the Russian Empire.
Of course, trade routes between Central Asia and the Russian
princedoms were used intensively since olden times. In this
case, a special version is under discussion. If to the silks,
gold patters and other artworks which came to Petersburg by
diplomatic channels (starting from the 1860s to 1916, which

Wnn. / Fig. 22
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was marked by the last visit of an emir — Alim-Khan) one
adds the import of raw silk from Bukhara to Russia, threads
for the textile industry and silk textiles, then the name of
the “silk road” gains quite palpable features. The “diplo-
matic components” of this road mainly served the Russian
political elite. This was connected with the attempts of the
emirs of Bukhara to maintain their relative independence.
Here one can clearly see the desire of the emirs to appear
if not completely independent, then at least not complete
vassals. And it should be said that they were quite successful
in this: the “movement” of valuables along this road allowed
Bukhara to preserve its status of an Emirate right up until the
revolution of October 1917 in Petersburg. Unlike the famed
trans-Asiatic silk road, the “northern silk road”, along with
the trade road, was also of a diplomatic nature. Besides, it
combined elements of caravan, water and railways.

Wnn. / Fig. 22b
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BO BCAKOM C/iydae, He COBCEM BaCCaslaMM. M Hago cKasaTb, 3TO

BMOJIHE UM YAaBa/ioCb: «ABUKEHUE> LlEHHOCTel‘;I no 3TOMy NyTH

no3Bo/AN0 byxape coxpaHATb CBOM CTaTyc 3Mupama BrioTb

[0 OKTABPbCKMX CoBbITUM 1917 roaa B MeTporpage. B otanume

OT 3HAMEHMTOr0 TPAHCA3MaTCKOrO LWENKOBOrO NyTH «CEBEPHbIN

LWE/KOBbIM MyTb>» HapsAy C TOProBbIM, HOCWJ M AUMIOMaTHYe-

CKWM xapaKkTep. K ToMy ke, OH coueTas 3/IeMEHTbl KapaBaH-

HOro, BOAHOTO W KeJIE3HOA0POXKHOI0 NyTeM.
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1. Bug c bonbloro byxapckoro muHapeta. ®oto 2005 r.
2. Nnowaab nepes medpece Mmp-Apab.

3. E. H. MaBnoBckui, «Apk B Byxape». 1908. MA3 PAH,
Ne 1320-13.

4. «/lBopuoBas NpucTaHb M 3UMHUM ABopel». 1912—1913 rr.
5. ApK 1 pblHOYHasA niowab.

6. B. icBoMH, «IMup byxapbl o CBOEM CBMTOM>. AHBapb
1893 r. Ibid., Ne1695-3. Hagnmcb Ha o6opoTe: «byxapckui
3MUp Mupsa-Cena-A6ayn-Axaa-boragyp-xaH. Pogunca 1857;
B30LWes1 Ha 6yxapckuii npecton 1885 r. 12-ro Hos6ps. CbiH
ero Mup-Ceng-Anmm-/ZxaH-Tiopsa, 12 net. CaHOBHMKM €ro.
NepBbiit MUHUCTP Ayp6biH-Kyw6ery.
3aBegytoLmii TaMOXXEHHbIMKU c6opammu ACTaHaKy/l-napBaHa-
Yn-3eKer.
TapaHKya-napBaHayu.
Mcn. 0653aHHOCTM LiepeMoHuMimencTepa AspeT-Ky-Tokco-
6a-Yaauu.
InaB. CekpeT. dmmpa Mup3a-AxmeT MyLipuep.
Mpeactas. MycynbmaHcK. JlyxoseHcTBa byxapbl myina
A6ayn-®ens-Xagyca-Ypak-Maromet-tOHyc-mupaxyp.
MpeacT. Byxapckoro Kynevectsa A6aapayp-KapaBaH.
Bocnuratenb npuHua OcMaH-bek-kapayn-berm».

7. «<Ee Umnepatopckoe BesmyectBo Mapus degoposHa ¢ Celt-
na-A6ayn-Axas-xaHom, sMupom byxapbi».

8-9. /lparoueHHble TKaHW, MOCTYNMBLUME B 3UMHMIA ABOpEL}

B KayecTBe NoJapKoB OT smMupa byxapbl.

10. MonoHa (daypu). bapxart, WENK, 30/10Toe U cepebps-
HOE WKTbe (apMMPOBaHHAsA HUTb); cepebpo, No3oJoTa.
MoaknagKka — pasHoLBETHAA X/I0NYATOGYMAXKHasA TKaHb.
196x142x126 cM. byxapa, Havano XX B. Ibid., Ne3687-25.

11. MokpbiwKa Ha ceano (3uHnyw). bapxar, Weénk; 3o10T0E
WwKTbe. B MesasboHax pacrooxeHb! LTaMMNoBaHHbIE
30/104eHble 61axM. MogknaaKa — xnonyatobyMarkHas TKaHb
KpacHo-6es10ro uyseta. 96x69 cM. byxapa, Havano XX B.
Ibid., 18.

11a. ®parMeHT WKTbA NOKPbILIKM Ha ceano (3uHnyw). Ibid.

12. NonoHa (Gaypu). bapxar, WENK, 30/10T0e U cepebpsaHoe
wuTbe. O6paTHasA CTOPOHa NOALIMTA X/I0NYaTo6yMaKHOM
TKaHblo KpacHoro useta. 135x194x112 cm. byxapa,
Havano XX B. Ibid., 24.

12ab. ®parmeHTbI WKTbA NOMOHbI (daypu). Ibid.

13. MonoHa (daypu). CyKHO, BbIKTO LWenKamu. Moaxnaaka —
M3 X/10N4aTOBYMAKHOM NeCTpon TKaHW. 148x207x115,5¢cMm.
Havano XX B. Ibid., 23.

13a. OparmeHT WKTbA NonoHsbl (daypu). Ibid.

14. 30710TOLIBENMHOE NNATbe OAHOM M3 JKEH IMupa byxapbi.
Byxapa. YactHaa konnekuua. Cbemka 2006 r.

15. TpaguumoHHoe nnatbe, KoHey XIX — Havano XX B. byxapa.
YacTHaa konnekuma. Cbemka 2006 r.

16—17. [lparoueHHble TKaHW, NOCTYNUBLUME B 3MMHUIA ABOpEL}
B KayecTBe noJapKoB oT smMupa byxapbl.

18ab. O6pas3Libl WENIKOBOM CbIPLIOBOM TKaHM as04a-tu Xu-
capu («ruccapckas asava») C OpHaMEHTOM B MOJIOCKY
MM abposbiM y30pom (Ibid., Ne2917-41b, 115c). Ucky-
CHbIMM MacTepamu NMPOM3BOACTBA TKaHEM 3TOM KaTeropuu
6b1nm xuTenn Kaparara (BoctoyHas byxapa). LnpumHa
nosockl 6bi1a He meHee 30cm. B hoHgax MAD xpaHaTcs
oKko/10 130 06pa3LoB TKaHeM 3TOro BUAA.

19. O6paseL WENKOBOW TKaHM woxu-KaHayc (MAS PAH,
Ne2916-46¢, 31b). OCHOBHbIMW LLEEHTPamMu NPOM3BOACTBA
3TMX TKaHeW 6binn byxapa, CamapKkaHg, XoasKeHT, Map-
renaH u KokaHg. LLloxu 6bln1 OAHOTOHHbIE, MoJlocaThble,
nepesvByaTble, B KIETKY U C abpoBbIM Y30poM. Bo Bcex
LieHTpax npeobaajaoWwmm ABNAICA PUCYHOK C Yepeayto-
LUMMMUCA Y3KMMM MOJIOCKaMM 3€/1EHOTO M CUHEro, Foly6oro
M KpacHoro, 6es10ro 1 rony6oro Mim YepHoro, po3oBoro,
¢droneToBoro uBeToB. Monocatbii Woxu Gbl1 B OCHOBHOM
«YKEHCKOM>» TKaHbl0; B MYXKCKOM KOCTIOME MosB/ISeTCS

Mnn. 20.

Ha py6erke AeBATHAALATOrO M ABAALATOTO CTONETHH.
CaMbIM pacnpocTpaHeHHbIM 6bl1 a6poBbIi woxu. Ero
NpoM3BOACTBO GblI0 pa3BUTO B byxape, BbiMycKasics oH
Takxe B XogxkeHTe, KokaHae u MaprenaHe. TKaHu 3Toro
BUMAA MPUMEHS/IUCb B JKEHCKOM OfeXKAe, KpoMe apaHdxKu.
B KoHue XIX B. My}CKMe xanatbl M3 abpoBbIX WoOXuU CTanm
HOCUTb NPeACTaBUTENN BbICLIMX C/I0eB obLiecTBa. LUnpuHa
TKaHW Konebanacb B npegenax 45—46 cm. CobpaHne MAI
HacuMTbiBaeT 0Kkos10 50 06pa3LoB woxu.

O6paseL noayLENKOBOM atiacHoM TKaHu (lbid. ,
Ne2920-13b, 21b). PoanHoM 60/1€€ NPECTUKHON Pa3HOBMA-
HOCTM atnaca 6biiv MaprenaH u KokaHa. Atiac BbipabaTbl-
BaJICA U3 OAMHAPHBIX HUTEN B OCHOBE M yTKE. [0 MCTOYHM-
Ky, €e NJIOTHOCTb cocTaBasna 60—70x35—42 HUTEN

Ha 1 cM?, wupuHa — 32—42cM. BocbMMpemesHble LWENKo-
Bble aT/lachl Ha3bIBa/IMCb XOHAMJIAC (AT/1aC A1 XaHCKOro
o61a4eHuns). OH MMEN MEHbLLYIO, YEM OBbIYHbIM aT/iac,
NNI0THOCTb OCHOBbI (50—55 HUTEM Ha 1CM), HO 60JIbLLYIO
no yTKy (45—55 HuTeN Ha 1cm). LLnpuHa cocTaBnsna
39—41cMm. B KoHue XIX — Havane XX B. WENKOBbIM aT/ac,
KaK M XOHam/ac, UCnoJsib30BasiCA B KOCTIOME MPaKTUYECKM
BCEX HAPOAOB PerMoHa, Kpome TagmKkoB. OHM ero uc-
nosb3oBasIM B NpeamMeTax 6bita. PoHabl MAS pacnonaratot
40 o06pasLammn TKaHel 3Toro poaa.

Mnn. 21ab. O6pasLibl NOYLWENKOBOM TKaHW adpac ¢ MyapoBbIM

ot/mBoM (Ibid., Ne2936-7d, 96b). ITMonorus TepmmHa
aopac He yctaHoB/ieHa. Bo MHOrmx mMectax 3Ta TKaHb
MMEHYETCS NodWOoXU («NaguLLAXCKMii»). OCHOBHbIM
LIEHTPOM NPOM3BOACTBA BbICOKOXYA0XECTBEHHOIro adpaca
6blna byxapa. CBoMM adpacom ciaBuaCa U XOLKEHT.

B Poccuio oH BbiBO3MCA elle B CpeaHune Beka. OcHoBa
6bI1a M3 YUCTOrO LWESKA, YTOK — X/I0M4aTO6YMaKHbIN.
MNI0THOCTb U WKMPMHA TKaHM B pa3HbIX paroHax 6blun
pasHble. AOpac noJBeprasics SOWeHMI0 (HaHECEHUEM
MyapoBOro annpeta, JiM6o cnoco6om 06paboTKM CO-
CTaBOM M3 AMYHOIO Ge/IKa M Kes; NoABepranach Takxke
0TOMBaHUIO MOJIOTKOM). B KaxoM LieHTpe 6blno «CBoe»
NpeanoyTeHMEe Kpaco4yHoM nasuTpbl. B Byxape y3op
co3jaBasics ABYMA-TPEMA LiBeTaMu, 06s3aTe/IbHbIMMI
6b1711M 6€/1blIi M KPacHbIM MK KENTbIM, OCTa/lbHble LBETa
Mrpanu BTOPOCTENEHHY posib. B adpacax npaktuye-
CKM BCEX TEKCTUJIbHbIX LIEHTPOB BCTPEYAOTCA CTU/MU-
30BaHHbIE PaCTUTEIbHbIE MOTUBbI, FEOMETPUYECKMHM
MM 300MOPOHBIN OpHAMeHT. Kak BUA 3/IMTHOM TKaHU
adpac npeaHasHavancs 6oblie A8 MyXKCKMX XanaToB
COCTOATE/IbHbIX FOPOACKUX KMTeseN. OH Mcnosib3oBasca
TaKXe AN cBafe6HOro Hapsaja HoBo6payHbIx. PoHAbI
MAD HacuuTbiBatoT 60s1ee 60 eAnHUL XPaHEHUS TKaHEeN
TMna adpac.

Mnn. 22ab. O6pasubl 6yxapckoro 6apxata (6axman) (Ibid.,

KapTbi:

Ne2918-26¢, 83e). ECTb cBEEHMA, Y4TO BO BTOPOW MOJI0-
BuHe XIX B. Byxape BblpabaTbiBaiu LUENKOBBIN (LUMPUHOM
33—35cM) 1 nonywwénkosbii (39—45cm) 6apxart. LnpuHa
HEKOTOpbIX COPTOB NOJYLIENKOBOrO 6apxata C pabpuy-
HbIM YTKOM cocTaBnsna 69—70cm. BopcoBas ocHoBa 6ap-
XaTa feslanacb M3 OAMHOYHbIX HATEN M MMENa MIOTHOCTb
60—70 HuTeN Ha 1 cM?. OAHOTOHHBIM GapxaT Wen Ha u3-
roToB/IeHUE Pa3HOO6PA3HbIX 30/10TOLUBEMHbBIX U3AEMMN.
Monywénkosbiv 6apxat 6bi1 C NOA0CaTbIM Y30pom. OH
LIeN Ha MYXCKMe, XEHCKMEe U AeTCKMEe XanaTbl, }eHCKue
nnatbA, Yex/bl ANA NOAYLEK M oaesn. AGpPoBbIi y30p
MOF HAHOCWTBLCA Ha LWENKOBBIM M MONYLLENKOBbIM 6apxaT.
OH MCMO/Ib30BasICA B OAEXKAE MOYTU BCEX HAPOAOB LieH-
TpanbHoa3naTcKoro perioHa. B doHaax MAD nmeetca
6o/iee cTa euHUL XpaHeHMs 6apXaTHbIX TKaHEeMN.

1. ®parmeHT KapTbl Ne6, Amsiac A3uamckoli Poccuu (CaHKT-lMeTep-
6ypr, 1914).

2. ®parmeHT KapTbl Ne19. Ibid.

Illlustrations:
Fig. 1. View from the Grand Bukhara minaret. Photo of 2005.

Fig. 2. Square in front of madrasa Mir-Arab.

2
Fig. 3. E. N. Pavlovskiy, “Ark in Bukhara”. 1908. Ibid., No. 1320-13.
Fig. 4. “Palace Landing Stage and Winter Palace”. 1912—1913.
5
6

Fig. 5. Ark and bazaar square.

Fig. 6. V. Yasvoin, “Emir of Bukhara with his Retinue. January 1893.
Ibid., No 1695-3. Inscription on the reverse side: “Emir of
Bukhara Mirza-Seid-Abdul-Ahad-Bogadur-khan. Was born in
1857; come to the throne of Bukhara on November 12, 1885.
His son Mir-Seid-Alim-Jan-Tyurya, 12 years old. His high
officials.

First minister Durbin-Qushbegi.

Head of the customs Astanqul-parvanchi-zeket.
Taranqul-parvanchi.

Acting Master of Ceremonies Azret-Qul-Togsoba-Udachi.
Chief secretary Mirza-Ahmet-Mushrier.

Representative of the Muslim priesthood mullah Ab-
dul-Feiz-Hadutha-Urag-Mahomet-Yunus-mirakhur.
Representative of the Bukharan merchants Abdaraur-garavan.
Prince tutor Osman-Bek-qgaraul-Begi”.

Fig. 7. “Her Majesty Maria Fedorovna with Emir of Bukhara
Seid-Abdul-Ahad-khan”.

Fig. 8—9. Precious silks — presents of emir of Bukhara.

Fig. 10. Horsecloth (dauri). Velvet, silk, gold and silver embroidery
(reinforced thread); silver, gilt. Lining — multi-coloured cot-
ton thread. 196x142x126 cm. Bukhara, early 20t century.
Ibid., No. 3687-25.

Fig. 11. Saddle covering (zinpush). Velvet, silk; gold embroidery.
Stamped gilded plates are in the medallions. The covering
is of red and white cotton fabric. 96x69 cm. Bukhara, early
20t century. Ibid., 18.

Fig. 11a. Saddle covering (zinpush) (fragment). lbid.

Fig. 12. Horsecloth (dauri). Velvet, silk, gold and silver embroidery.
The reverse side is embroidered with red cotton fabric.
96x69 cm. Bukhara, early 20th century. Ibid., 24.

Figs. 12ab. Horsecloth (dauri) (fragments). Ibid.

Fig. 13. Horsecloth (dauri). Broadcloth embroidered in silk with
a cotton lining. 148x207x115.5 cm. Early 20th century.
Ibid., 23.

Fig. 13a. Horsecloth (dauri) (fragment). Ibid.

Fig. 14. Robe of a wife of emir of Bukhara. Golden embroidery.
Bukhara, Private collection. Photo of 2006.

Fig. 15. Traditional robe. Bukhara, late 19t"—early 20t century.
Private collection. Photo of 2006.

Figs. 16—17. Precious silks — presents of emir of Bukhara.

Fig. 18ab. Examples of silk adobe fabrics alocha-yi hisari with
an ornament in a stripe or an abr pattern (lbid.,
Nos. 2917-41b, 115c). Skilled masters in producing
fabrics of this category were residents of Qaratag (East
Bukhara). The width of the stripe was not less than
30 cm. The Kunstkamera has around 130 examples of
fabrics of this type.

Fig. 19. Example of shohi-kanaus fabrics (Ibid., Nos. 2916-46c, 31b).
The main centres of producing these fabrics were Bukhara,
Samargand, Khujand, Marghelan and Khogand. The shohi
were monochrome, striped, iridescent, in cheques and with
an abr pattern. In all the centres the predominant design
was with alternating narrow stripes of green and blue,
light blue and red, white and light blue, or black, pink and
violet. The striped shohi was mainly a “women’s” fabric;
in male costumes it appears at the end of the 19*"/start of
the 20% century. The abr shohi was the most widespread.
Its manufacture was developed in Bukhara, and it was also
produced in Khujand, Khogand and Marghelan. Fabrics of
this kind were used in women'’s clothing besides the faranji.
At the end of the 19* century, men’s robes of abr shohi be-
gan to be worn by representatives of the high society. The
width of the fabric varied from 45—46 cm. The Kunstkamera
collection has around 50 shohi.
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Fig. 20. Specimen of semi-silk satin fabric (Ibid., Nos. 2920-13b,

21b). The most prestigious kind of satin came from Mar-
ghelan and Khogand. The satin was developed from single
threads in the warp and woof. According to the source,
its thickness was 60—70x35—42 threads per 1 square cm.,
and the width was 32—42 cm. The silk satins were called
khonatlas (satin for Khanate robes). It has a smaller warp
density than ordinary satin (50—55 threads per 1 cm)

but a large woof (45—55 threads per 1 cm). The width
was 39—41 cm. At the end of the 19*/beginning of the
20t century silk satin, like the khonatlas, was used in the
costumes of virtually all the peoples of the region, apart
from the Tajiks. They used it in items of everyday use. The
Kunstkamera collection has more than 40 specimens of
fabrics of this kind.

Fig. 21ab. Specimens of adras semi-silk fabric with a moiré tint. The

etymology of the term adras has not been established
(Ibid., Nos. 2936-7d, 96b). In many places, this fabric is
called podshohi (Padishah). The main centre of produc-
tion of the highly artistic adras was Bukhara. Khujand was
also famous for its adars. It was imported to Russia back
as early as the Middle Ages. The warp was of pure silk,
the woof of cotton. The thickness and width of the fabric
was different in different regions. Adras was glossed (a
moiré finish was put on it, or a mixture of egg white and
glue was applied to it; it was also hit with a hammer).
Each centre had its own preference of colour palette.

In Bukhara, the pattern was created by two or three
colours, which had to be white, red or yellow, while

the other colours played a secondary role. In adrases of
virtually all the textile centres, stylised plant motifs are
encountered, geometric or a zoomorphic ornament. As
a type of elite fabric, the adras was mainly designed for
men’s robes of well-off city residents. It was also used
for wedding clothes for newlyweds. The Kunstkamera
collection contains more than 60 specimens of this type
of adras fabric.

Fig. 22ab. Specimens of Bukhara velvet (bakhmal) (Ibid.,

Maps:

Nos. 2918-26¢, 83e). There are reports that in the
second half of the 19t century, silk (33—35 cm wide) and
semi-silk (39—45 cm) velvet was developed. The width
of several sorts of semi-silk velvet with a factory woof
was 69—70 cm. The pile warp of the velvet was made
from single threads and had a thickness of 60—70 threads
per 1 square centimetre. Monochrome velvet was used
for the manufacture of diverse gold-embroidered items.
The semi-silk velvet had a stripy pattern. It was used for
men’s, women’s and children’s robes, women’s dresses,
and pillowcases and blanket covers. The abr pattern
could be applied to silk and semi-silk velvet. It was used
in clothes of almost all peoples of the Central Asian
region. The Kunstkamera has over 100 samples of velvet
fabrics.

1. Fragment of the map No. 6, Atlas of Asiatic Russia (Saint-Peters-
burg, 1914).

2. Fragment of the map No. 19, Ibid.
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Elena Tsareva

[PE3LI O

PYCCKMVI ABAHTAPA V1 LIEAKA BYXAPLI

BOZOKE

Enena Llapesa

Mexay AMyaapbEn
n CbipaapbEen:

LUE/NKOBbIE UKATbl B KYNIbTYPE LIEHTPaNIbHOa3MaTckoro Mexaypeybs

«CKO/MIb 6bl BETXOM HM 6blla oAexaa, OHa roamrtcA
ANna poxasa». 3T1a TIpKCKaa nocaosmua Xl Beka npekpacHo
WUANIOCTPUPYET OTHOLIEHME XuTenen LieHTpanbHoM Asuu
K TKAHSIM — MX MCMOJIb30Ba1 A0 MasielLLero npurogHoro
K YNOTPEe6IEHUIO KyCOYKa' — M YaCTMYHO 06BACHAET, NoYeMy
[0 HalMX JHEMN AOLLIO TaK Malo PaHHUX 6yXapCKMX UKamoB.
TeMm ueHHee npeacTaB/isiemMble Ha BbiCTaBKe 28 3KCNOHaToB
13 OrpoMHOM, B 520 HoMepoB Koanekummn MA3 PAH, cobpaHue
KOTOPOro COXpaHM/0 AN HAC HEBEPOATHOE pasHoo6pasue
M NOYTU MUCTUYECKYIO KPacoTy 3TUX MaJIeHbKUX 3epKasiely
[PeBHeN Ky IbTypbl FOPOACKOro HaceneHus LleHTpanbHoasm-
aTcKoro Mexaypeuybs, 4acTo HasblBaeMOro Takxe MaBepaH-
HaXpOoM.

LleHTpanbHoasmaTckoe Mexaypeube — 3TO OrpoMHas
CTpaHa, Nexallaa Mexay AByMsa rnaBHbIMW pekamu 3anaj-
Horo TypKecTaHa: AMyzapben u Coipaapben (CcM. kapmy
Ha cc. 50—51), Ha3BaHHbIX APeBHUMM rpeKkamm OKcom
1 AkcapToM. B aHTMYHOE Bpems, HO TaKXe 3aJj0Nro 40 Hero
1 elle CTONeTMAMM NO3Xe 34eChb NpouseTasm Takme 6amncTa-
TeJIbHble FocyapCTBa MPaHCKOM APEBHOCTU Kak bakTpuaHa
u CorgnaHa (ctonmuen nocnegHen 6oina MapakaHaa, cospe-
MeHHbIM CamMapkaHg). Mepsble M306paxeHus corauiles
M GaKTPUMLEB OTHOCATCS KO BPEMEHM, Korjga 3anajHas
YacTb LleHTpanbHOM A3un Bxoamna B cOCTaB AXeMEeHMACKOM
mmnepmun. Ha penbedax asopua Japusa Benukoro B Mepce-
nosince NpeAcTaB/ieHbl NMOCNAHLbl BCEX caTpanui AepiKasbl,
Hecylme Uapio uapei AparoueHHble Japbl CBOMX CTpaH.
Cpean HUX Mbl BUAMM GaKTPUMLEB C BEJIMKOIEMHBIM BEp-
6110,0M-6aKTPUAHOM M COrAMMLEB C MOLAPOYHOM OAEKIO0M.
C HeBEepOATHOM TOYHOCTbIO 3TU aTPUBYTbI KM3HM HaceIeHHs
Mexaypeubs cepefiMHbl ThiCAYEIETUA O HaLLEM 3pbl Onpe-
AeNsAoT 6yAyLLyio BeJIMYaMLLYio posib TKA4YeM M KynuoB 3TOM
CTpaHbl B A€ATENIbHOCTU TOM TPAHCKOHTUHEHTA/IbHOM TOp-
rosom Tpacchl EBpasuu, KoTopas 6bis1a HasBaHa B XIX Beke
Bennkum Lenkosbim MyTem?.

[Janekas, 6oratas 1 3k30TU4HasA LleHTpanbHasa Asua 6bina,
OAHAKO, He TONbKO POAMHOM APEBHWMX LMBUIM3AUMHM,
HO M apeHOM KECTOKMUX BOMH. McTopusa permoHa npeactasniset
CO60M 6ECKOHEYHbIM PSS BTOPXKEHUM YyXKE3EMHbIX apMMUH
M BEJIMKMX NepecesieHni HapoaoB, pe3y/IbTaTOM KOTOPbIX
6bl1a CMEeHa NpaBALLMX AMHACTUM, HO TaKXKe W NocTeneHHoe
M3MEHEHME STHMYECKOrO COCTaBa HaCEeNIEHWUs, €ro KyJb-
TYPHbIX U PEIUTMO3HBIX MPUOPUTETOB.

C KosoccanbHbIM TpyAoM 3aBoeBaHHble B 320-x rogax
[10 Halen 3pbl BoMCKamn AnekcaHapa MakegoHcKoro, bak-
Tpusa u CoramaHa UcnbiTanu riyboKkoe Bo3AenCTBME rpeye-
CKOM Ky/IbTYpbl M HAZLONFO CTan F1aBHbIM hOPMNOCTOM 3J1/IU-
HM3Ma B cepaue Asun. OpraHM4YHOCTb CMMGKMO3a aHTUYHOM
M MECTHOM KyJibTypbl, BEPOSTHO, 6a3npoBasiacb Ha OCHOBE
rNy6OKMX 0BLLMX UCTOPUYECKMX KOPHEM, MHAYE TPYAHO 06BbAC-

"Monockamu HK Ha YTO GoNee He NPUroAHbBIX, 2BnepBble TepMUH LLienKoBbIM MyTb
M TEM HE MeHee APKMX M HapAAHbIX UKamos, (Seidenstrassen) Been HemeLKui reorpac
Hanpumep, OTAeNblBaM BHYTPEHHUE KPOMKM ®epanHaHg dpaiixepp ¢oH PuxtxodbeH

HaCTEHHbIX BbILUMBOK CHO3aHM, Nae4eBoin (1833-1905). OH 0603Ha4MN STUM NOHATUEM

O/\€%/ibl, FONIOBHbIX YBOPOB; MX MCMONb30BA/M  C/IONKMBLLYIOCA B Hauane Halueit pbl

AR WKTbA KYKO/IbHBIX M1aTheB M NPEAMETOB B TPAHCKOHTMHEHTaJIbHYI0 CeTb AOpOr,

JIOCKYTHOM TEXHUKE. KOTOpbIE B TO BPEMA CBA3/IU Ky/IbTYPHbIE
Mupbl CTaporo CBeTa, B NepByio ouepesb
KuTait Ha BocTOKe M Cpen3eMHOMOpbe

© E. LiapeBa, 2006 Ha 3anage.

HWUTb Ty JIEFKOCTb, C KOTOPOM XMTE/IU AaneKkoi A3um Bocnpu-
HAJIM TPEeYECKMe XYAOXKeCTBEHHble (POpMbl 1 06pasbl. Naen
3/1/IMHU3MA BblIM FAPMOHWMYHO BOCTPUHATBI M NPULLEALIMMM
CloJa C BOCTOKA MPaHOA3bIYHbIMM KOYEBHMKAaMM-CaKaMu,
ocHoBaTenAaMM KyluaHCKOro LapcTBa; 3aTem, B NepBble BeKa
HalleM 3pbl, CTpaHa NonajaeT Moz BAacTb NepcoB-CacaHMAoB,
POACTBEHHbIX MECTHOMY MPAHCKOMY HAaCEeNEHMIO.

B VIl Beke Mexaypeube 3axBaTbiBaloT apabbl, B X| Beke crosa
NPUXOAAT TIOPKU-CENbAXKYKM, B Havasne Xl BpbiBaloTCA MOH-
rosnibl; ¢ XV BeKa BCe aKTMBHeEe CTaHOBATCA KOYeBble y36eKH,
KoTopble ¢ XVI BeKa NpeBpaLLaloTCca B FNaBHY MNOJMTUYECKYIO
M BOEHHYIO CUJly pernoHa.

Apabbl Ha3BasM LeHTpasbHoasMaTckoe Mexaypeybe Mase-
paHHaxpom — B NepeBOJE «TO, YTO 3a PEKOM» — UMeA B BUAY
CTpaHbl, fiexawme 3a AMyaapben. Bol 6yaeTe Yacto BCTpe-
YyaTb HasBaHMe MaBepaHHaxp B TEKCTax Katasiora, MOCKO/bKY
3TOT reorpaduyecKknit TEPMHUH O4EHb TOYHO 0603HaYaeT Ty
yacTb LieHTpanbHoM A3umM, Ha KOTOPOM CErofHs pacrosoXeHbl
CyBepeHHble rocyfiapcTea Y36ekmcTaH M TafKMKMCTaH, wen-
KOBble TKaHM KOTOPbIX, COGCTBEHHO, M ABNAIOTCA CIOXKETOM
Hallero pacckasa. PaHHecpeaHeBeKoBble apabo- M nep-
CO-A3blYHbIE MCTOYHMKM B MOAPOGHOCTAX pacCKasblBaloT
0 TaKMX TEKCTU/IbHBIX LeHTpax 3anagHou LleHTpasbHoM A3um
Kak Meps, byxapa, CamapkaHg, 'Mccap, MaprenaH, v o npo-
M3BOJMMbIX B HUX TKaHAX, HEKOTOPbIE M3 KOTOPbIX LEHUINCH
CTOJIb BbICOKO, YTO HEGO/IbLIOIO MX YMCNa 6bl10 AOCTAaTOYHO
ANA BbiNAaTthl XxanmdaTy rogoBoro Hasora xapadx. OaHako
He/lb3A 3abblBaTb, YTO apabCcKoe 3aBoeBaHMe Cbirpaso
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Between the Amu Darya

and the Syr Darya:

silk ikats in the culture of Maverannahr

“No matter how old the clothes are, they are fine for
rain”. This Turkish saying from the 11% century beautifully
illustrates the attitude of residents of Central Asia to fab-
rics — they were used down to the smallest suitable piece for
utilization' — and partially explains why so few Bukhara ikats
have survived until the present day. This makes the 28 ob-
jects of the Kunstkamera collection comprising 520 items all
the more valuable. The collection has preserved an incred-
ible diversity and almost mystical beauty of these reflec-
tions of ancient material culture of the urban population of
Central Asia, particularly of the historical and geographical
region called Maverannahr. The term was introduced by the
Arabs and means “what lies beyond the river”. It designates
an enormous country lying between the two main rivers of
Western Turkestan: the Amu Darya and the Syr Darya (see
the map on pp. 50—51) which were named the Oxus and the
Jaxartes by the Ancient Greeks.

In ancient times, but also long before them and centuries
later, two magnificent states of Iranian antiquity blossomed
out there: Bactriana and Soghdiana (the capital of the latter
was Marakanda, modern Samarqand). The first depictions of
Soghdians and Bactrians date from the time when the lands
of Central Asia were part of the Achaemenid Empire. On
the stone carved relieves depicting the palace of Darius the
Great in Persepolis, the emissaries are portrayed of all the
satrapies of the empire, bringing the King of Kings precious
gifts of their countries. Among them, we can see Bactrians
with a magnificent Bactrian camel, and Soghdians with gifts
of clothes. With unbelievable accuracy, these attributes of

the life of the people of the Maverannahr area, beginning
from the middle of the 1t millennium BC, foretell the great
role of local textiles and merchants in the activities of the
transcontinental route of Eurasia named the Great Silk Road?
in the 19*" century.

The remote, wealthy and exotic Central Asia was, however,
not only the homeland of ancient civilisations, but also an
arena of terrible wars. The history of the region is an end-
less series of invasions and great resettlements of peoples,
resulting in changes in the ruling dynasties, but also in a
gradual shift in the ethnic composition of the population and
in its cultural and religious priorities.

Conquered with colossal difficulty in 320ies BC by the troops
of Alexander the Great, Bactriana and Soghdiana experienced
considerable influence of the Greek culture, and for a long
time became an outpost of Hellenism in the heart of Asia.
The organic symbiosis of the Classical and the local culture
had to spring from common historical roots, otherwise it
would be difficult to explain the ease with which the remote
Asia assimilated refined Greek artistic forms and images.
The ideas of Hellenism were also harmoniously acquired by
the Saka nomads who had arrived from the east to establish
the brilliant Kushan Empire. During the first centuries AD,
the country came under the rule of the Sassanian Persians
related to the local Iranian stock who too continued devel-
oping Hellenistic artistic ideas.

In the 7% century, Maverannahr was captured by the Arabs.
In the 11t century the Seljuk Turks came and went, and at
the beginning of the 13t century the Mongols invaded the
country. Beginning from the 15% century, nomadic Uzbeks
became increasingly active, who became a dominant political
and military force of the region in the 16 century.

The place name Maverannahr can be often seen in the texts
of the catalogue, as this geographical term indicates very
precisely the part of Central Asia, presently the territories
of the sovereign states Uzbekistan and Tajikistan. It is in
fact the silk fabrics from this area that are the subject of
the present study. Early medieval Arabic and Persian written
sources describe in detail such textile centres of Western
Central Asia as Merv, Bukhara, Samargand, Hisar, Marghelan.
Some of the locally manufactured textiles were valued so
high that a small amount of them was sufficient to pay the
Arab Caliphate a yearly kharaj tax. It should not however
be forgotten that the Arab conquest had also exerted bad
influence on the weaving industry in Central Asia. After the
capture of Samargand in 713, its residents were driven out,
and the city was populated by the Arabs. Along with the
craftsmen, the art of making some complex and beautiful

"Bands of completely worn, 2The term «the Silk Road~ (Seidenstrassen) was
but nevertheless bright and elegant first introduced by the German geographer Fer-
ikats, for example, were applied for dinand Freiherr von Richthofen (1833-1905). He
lining the edges of suzani wall hang- used this concept to describe the transcontinental
ings, clothing and hats; besides they network of roads which formed in the first cen-
were used for making doll dresses, turies AD and at one time connected the cultural
quilted items and other things. areas of the Old World, especially China in the
East and the Mediterranean in the West.
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M HeraTMBHY poJjib B pasBUTUM TKavecTBa LleHTpanbHoM
A3umn. Tak, nocne 3axsBata B 713 rogy CaMapkaHzaa ero
XUTENN BbINN U3THaHBI, M rOpoA 3acesnnu apabbl. BMecTe
C CorAMMCKMMM MacTepamu u3 CamapKaHaa YLIo M UCKYC-
CTBO MPOM3BOACTBA HEKOTOPbIX 0CO60 CNOXKHBIX M KPaCcUBbIX
TKaHeM, B TOM YMCJ/IE M AParoLeHHbIX LWEeKOBbIX CGMUMOB.
Co BpeMeHM apabCKoro HalecTBUA HaYMHAEeTCA Mpo-
Lecc KapAuHasibHbIX U3MEHEHWUI B Ky/IbType HaceneHus
LleHTpanbHOM A3un. B nepByto oyepesb 3TO KacaeTcs BbiTec-
HEHMS MCIAMOM MECTHbIX PEJIMFM: 30poacTpusma, byaam3ma
M XpUCTMaHCTBa. lMpouecc npoxoaua Ha oHe U3MEHEHUA
3THMYECKOro CoCTaBa Hace/IeHUsA, Pe3Ko ycyrybusluerocs
C NPUXOZOM C BOCTOKA OPZ MOHFO/IbCKMX KOYEBHWKOB, BTOP-
}EeHMe KOTOpbIX NPUHECIO CMEPTb M 3anyCTEHUE B HEKorja
uBeTyLMe 0asmcbl Kpad. MOHrosibl paspyLiaioT ropoaa
MaBepaHHaxpa, 6e3a/loCTHO YHUUTOXKAIOT MeCTHoe Hacese-
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HKe, YrOHAIOT B CBOW CTaBKM 0CO60 YME/IbIX peMeC/IEHHMKOB
M 3acenAT onycTeBlINe TEPPUTOPUN KpeCTbAHaMU-Nepe-
ceneHuyammn n3 Kntaa u gpyrmx ctpaH. Bce ato npusoaut
K CTpalHOM Aerpajaumu MECTHOM Ky/NbTypbl, B TOM Yuce
M TKa4yeCcTBa, NOTEPABLUErO0 MaTEPUAsIbHYIO U TPYAOBYIO 6a3y
M yTpPaTUBLUEro CBOM BbICOKME MO3MLMM HA MMPOBOM TEK-
CTW/IbHOM pbiHKe. CylluecTByeT MHEHUE, YTO NpeAMET Hallero
UCCNeoBaHUA — LUE/IKOTKAYeCTBO — MCYe3aeT B 3TO BpeMsA
B MaBepaHHaxpe u Bo3poxgaeTtca B CamapKkaHie u byxape
Tonbko B XVIII Beke®. ®dakT pa3pbiBa TPaguLMM HECOMHE-
HEH, 0ZJHaKO BO3POXAEHWE, BUAMMO, NPOMU3OLLJIO PaHbLLE,
NOCKOJIbKY HauymnHaa ¢ XVI Beka B MCTOYHMKAX NOABAAIOTCA
YMOMWHAHMSA O NPOM3BOACTBE LUE/IKOBbIX TKAHEM B LIEHTPasIb-
HbIX FOPOAAX CTPaHbl, HE FOBOPS YKe O TOM, YTO NPaBMBLUMM
B CamapkaHge B 1370—1405 rogax TMMyp aKTMBHO NOKPOBM-
TeNbCTBOBA/1 TEKCTU/IbHBIM PEMEC/IaM.

Pa3pyLueHns 3KOHOMMYECKOM 6a3bl LWeNKOTKa4YecTBa
NPOMCXOANJIM U MO3Ke, B MPOLEcce HaleCcTBMA U KaHO-
BOM 60pb6bl Y36€KOB, a BTOPXKEHMA MPAHLEB M adraHues
B XVII Beke npusenn K cpaBHUMOMY C NMPOM3BEAEHHBIM MOH-
rosiamu paspyLueHuio byxapbl 1 CamapkaHga. Pesynbtatom
TaKMX TParM4yeCKmx COBbITUI CTasla o4epeaHas CMEHa Hace-
nenuna byxapbl n CamapKaHza U yTpaTa NocnefHUM CaBbl
BEJINKOrO KyJIbTYPHOrO M peMeC/IEHHOro LeHTpa BocToka.
Mocne KaxAoM M3 Ha3BaHHbIX Fr€HOLMAHBIX KaTacTpod Hapoay
MaBepaHHaxpa NpMxoAnMa0Ch 3aHOBO OTCTpanBaTh CBOM Mpe-
KpacHble ropoza 1 ocBavBatb 3arybaeHHble pemecna. Mpu

3TOM HEKOTOpble U3 CTapUHHbIX MCKYCCTB 6blBasi 6e3Ha-
JEXHO yTpayeHbl, Jpyrve Bo3poXKAaMCb Ha MHOM OCHOBE,
HO NOABAAIUCH U TaKME, KOTOPbIE MCMO/Ib30Ba/IM HEU3BECTHbIE
paHee B pernoHe TeXHUKM. HoBble Np1eMbl TKa4eCTBa U OpHa-
MEHTbI CK/IaAblBa/IMCb HE Ha MYCTOM MecTe, HO Ha OCHOBE
ThbiCAYENETUAMM BblpabaTbIBaBLUMXCA CIOXKETOB, MKOHOrpa-
$un 1 camoro cTUNA M306pasUTe/IbHOrO MCKYCCTBA PErMOHa.
K uncny 6ypHo pasBuBaBLumxcs ¢ KoHua XVIII Beka Hanpase-
HWI B TKAYECTBE OTHOCUTCA M3rOTOB/IEHWE UKAMOB, NEpBble
YNOMMHaAHMA O NPOM3BOACTBE KOTOPbIX HA TEPPUTOPMK 3anaj-
HoM LieHTpanbHoM A3uu nossastotca B VIl Beke*. Hekotopble
Crnocobbl MPOM3BOACTBA M YKPALLEHUA UKAmMOB, KaK Mbl YBU-
AMM HUXKe, 6blI Co3JaHbl B MpoLecce pasBUTMUA NMPUEMOB
y30p006pa3oBaHMsA COGCTBEHHO 3TOrO BMAA TKaHEN; Apyrue
AB/SAIOTCA C/EACTBUEM 3aMMCTBOBaHMIM U3 APYrMX BUAOB TEK-
CTMAA. B 3TOM CBA3M HY»KHO 0CO60 OTMETUTL BCTPEYaloLwmecs
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B 6apXaTHbIX UKamax 300MOPHbIE CIOXKETbI, TUMUYHBIE TaKKe
ANA NOCT-6aKTPUNCKUX aMyAapbUHCKUX KOBPOB (Ui, 1—2);
M nonynapHble B abpoBblX TKAHAX KPYr/ble PO3eTKM, BO3BO-
JAMMbIE K PUCYHKAM COrAMMCKMX camumoB (usn. 3—4).

Y10 TaKkoe ukam. Mkambl COCTaBAAIOT 0COGYI0 M abco-
JIIOTHO Y3HaBaEeMYyIo rpynmny LeHTpa/lbHoa3MaTCKMX TKaHEMN,
rNaBHbIMM OCOBEHHOCTAMM [JeKopa KOTOPbIX AB/AETCA CBepKa-
loLLasA APKOCTb KPAaCOK M HEKOTOpas pacn/ibiIBYaTOCTb PUCYHKA.
MepBoe cocTaBnfeT 0CO6EHHOCTb MaBEPAHHAXPCKMX LIENKOB
3TOro TMNa, a BTOPoe 06YyC/0BIEHO 0COGEHHOCTAMM CO3aHNA
PUCYHKa UKAGmMoB, KOTOPbIM HAHOCUTCHA CMOCO6OM pe3ep-
BMPOBaHMA Ha HATW OCHOBbI GyAyLLEro MNOJIOTHA A0 Havana
TKayecTBa (us1. 5). B LieHTpanbHOM A3um Hanbosiee LieHHbIMU
CYMTA/IMCb UKAMbl C CEMULIBETHBIMM OPHAMEHTaMM, TaK Hasbl-
Baemble xajpmpaHe.

TexHWKa MMeeT pacnpocTpaHeHue B cTpaHax f0ro-Bocrtou-
HOM A3uu, MemeHe, AnoHmu, LleHTpasbHOM A3uu, HOXHOM
U LleHTpasnbHOM AMeEpUKE, M UMEET KaK 0bLienpuHAToe
Ha CEroAHALHMIA AeHb IMTEPATYPHOE Ha3BaHWe ukam («nepe-
BA3bIBaTb, 06BA3bIBATH>), Ma/IAMCKO-MHAOHE3UMCKOrO NPOMUC-
XOXAEHMA, TaK M MECTHblE HAMMEHOBaHWA. TakK, B apabCKom
370 ‘ac6 (ot rnarona ‘acaba «nepeBA3sblBaTb»), B TYPELIKOM
— UNeKWaxu («LWAxXCKUW LWesK»), B XMHAY — namoJa («<y3en,
CBAi3Ka»), B AMNOHCKOM — KAcypu («TKaHb C y30pOM B BUJE
TOHKMX KOPOTKUX JIMHUI>). B LieHTpasiibHOM A3unn He 6bl1o
YCTOMUYMBOrO TEPMMHA: B CPeAHEBEKOBbIX MCTOYHMKaxX VIl Beka
MECTHbIE€ TKaHM B TEXHMKE UKam Ha3blBaJIMCb YNOMAHYTbIM

3 0.A. CyxapeBa. [To30HegpeodanbHbili 20pod byxapa koHya Xl — Ha4yana XX 8eka (TawkeHT, 1962), c. 24.

4 Ibid.

5 R.B. Serjeant, Islamic textiles. Material for a History up to the Mongol Conquest (Beirut, 1972), p. 94.

fabrics, including magnificent samites, disappeared from the
capital of ancient Soghdiana.

With the Arab invasion, the process of cardinal changes
in the Central Asian culture begins. It primarily involves
replacement of local religions: Zoroastrianism, Buddhism and
Christianity by Islam. The process was taking place against
gradual changes in the ethnic composition of the population
which drastically increased with the arrival of the hordes
of Mongols from the east, whose invasion brought death
and destruction to the once flourishing oases. The Mongols
swept away the cities of Maverannahr, wiped out the local
population, took with them the most skilled craftsmen and
inhabited the devastated territories with peasant settlers
from China and other countries. All this led to a serious
degradation of the local culture, including weaving, which
had lost its material and labour basis together with its high
position in the world textile market. There is a view that
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in those times silk weaving had died out in Maverannahr to
be revived in the 18" century in Samargand and Bukhara3.
There is no doubt that there was a break off of the tradi-
tion but its revival had evidently taken place earlier, since,
beginning from the 16 century, numerous references have
been found of the manufacture of silk fabrics in the central
cities of the country, not to mention the fact that Timur who
ruled in Samarqgand in 1370—1405 was a passionate patron
of textile crafts.

The collapse of the economic basis of silk weaving repeat-
ed in the process of the Uzbek and Iranian invasions in the
17t century, which led to the destruction of Bukhara and
Samarqgand comparable only to the Mongol catastrophe.
These tragic events resulted in a practically complete change
of the population in Samarqgand and a loss of the city’s glory
as a great cultural and craft centre of the Orient. After each
genocidal catastrophe, the people of Maverannahr had to
rebuild their beautiful cities and to master the crafts that
had been lost. At the same time, some old arts were gone,
while others had revived on a different basis. Along with
these, some new, previously unknown techniques appeared
in the region. The new manners of weaving and new pat-
terns did not arise from nowhere: they had mastered on
the basis of the millennia-old subjects, iconography, and in
the artistic style pertinent to the region. Among the swiftly
developing directions in weaving, starting from the end of
the 18™ century, was the manufacture of ikats, first men-

3 0. A. Sukhareva, The Late Feudal City of Bukhara at the
Late 19* and Early 20" Centuries (Tashkent, 1962), p. 24.

4R. B. Serjeant, Islamic Textiles. Material for a History up
to the Mongol Conquest (Beirut, 1972), p. 94.

OnekTpoHHas Gubnuoteka Mysesi aHTpononorum n atHorpacdum um. Metpa Benukoro (KyHcTkamepa) PAH
http://www.kunstkamera.ru/lib/rubrikator/06/oriental_dreams/

© MA3 PAH

tioned in the 7% century historical sources*. Some manners
in the decoration of ikats were created in the process of
inventing methods of pattern formation of this particular
type of fabric. Others are a result of borrowings from other
types of textiles, including zoomorphic subjects of the Amu
Darya post-Bactrian rugs (figs. 2—3) and Soghdian samites.
Framed by pearls, the round rosettes of the latter were a
favourite motif of Samargand adras and shoi textiles of the
19th—early 20" centuries (figs. 4-5).

What is lkat? Ikats form a special and easily recognisable
group of Central Asian fabrics, where the main features of
the decor are the sparkling brightness of colours and a cer-
tain blurriness of pattern. The former makes up a special
nature of Maverannabhr silks of this type, whereas the latter
is conditioned by the reserve method, a peculiar ikat-making
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technique by means of which the pattern is applied to the
warps before the latter are arranged upon the loom.

The technique is still widespread in the countries of
Southeast Asia, Yemen, Japan, Central Asia, South and
Central America. Along with the commonly accepted term
ikat (“tie, bind”) of Malaysian-Indonesian origin, some local
names are used. In Arabic, it is known as ‘asb (from the
verb ‘asaba “to tie”), in Turkish ipekshahi (“shah’s silk”), in
Hindi patola (“bundle”), in Japanese kasuri (“fabric with a
pattern in the form of short, thin lines”). Central Asia did
not have a firmly established term: in the medieval sources
of the 7% century, local fabrics in the ikat technique were
called by the Arabic term ‘asb®. In the 19t century and the
first half of the 20*" century, among the Tajiks of Qaratag, the
word aurmoni (“Auromanian”) was recorded®. At the same
time, the fabrics of Samargand, Urgut and other ancient
centres of weaving used the term obardor (Tajik “coloured,
multi-coloured”)’. However, in the 20% century, the term abr
became most widespread in Uzbekistan. The word sounds
similar with the Tajik “cloud”. The similarity in the pro-
nunciation led to the situation when the local population,
in reply to a question about the meaning of the term, said
that the patterns of abr silks had the same blurry outlines as
clouds had, and were therefore called “cloudy”. This roman-
tic interpretation was consolidated in literature, although in
reality, to all appearances, a typical phenomenon for multi-
lingual Maverannahr had taken place, when long words — in

® Ibid.

¢ N. N. Ershov, Qartag and Its Crafts (Dushanbe, 1984).

| express my sincere gratitude to Yu. Kotin, A. Sokolov and

I. M. Steblin-Kamensky for their help in translating terms.

7 A. Grebenkin, “Handcraft work of the Tajiks of the
Zeravshan district”, Materials for Statistics of the Turkestan
Krai (Saint-Petersburg, 1873), ii, pp. 511—514.
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Bbille apabCKMM TEPMUHOM ‘ac6®; B XIX M nepBoM nosnoBuHe
XX Beka y TagxunkoB Kapatara 3amKcMpoBaHO Ha3BaHue ayp-
MOHU® («aBPOMaHCKMit»). OHOBpeMeHHO TKaum CamapKaHaa,
Ypryta u Apyrmx CTapuMHHbIX LLEHTPOB TKayecTBa UCMOoJlb-
30BaJ/IM TEPMUH 06apAop (TaAXKMUKCKOE «LBETHOM, LBETU-
CTbiM>»)’. OfHaKo B XX BEKe HamMbosbluee pacnpocTpaHeHue
B Y36€KMCTaHe MoJlyYn TEPMUH abp, KOTOPbIM CO3BYYEH
TaZXKMKCKOMY C/IOBY «06/1aK0». CXOACTBO B 3BY4aHWM Npu-
BEJI0 K TOMY, YTO MECTHOE HaceJieHWe Ha BOMpoC Mccie-
JoBaTener 0 3HaYeHWM TEPMMHA OTBEYAJIO, YTO PUCYHKMU
abpoBbIX LLEIKOB MMEIOT TaKMe e pacnsibiBYaTbie KOHTYPbI,
KaK o6/1aKa, MOTOMY MX M Ha3Ba/Mn «06aayHble». ITa pOMaH-
TUYeCKasa MHTepnpeTauma 3aKpenuiachb B iMTepaType, XoTA
B peasibHOCTH, MO BCEM BUAMMOCTU, UMENIO MECTO 06bIYHOE
ANA MHOroA3blYHOrO MaBepaHHaxpa ABJieHMe, NpU KOTo-
POM AJIMHHbIE C/I0Ba — B AJaHHOM cJiyyae a/obapdop (camo
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AB/IAIOLLEECA CTAXEHMEM OT a/ obopaHz0op) — COoKpaLlalTca
U «MOAFOHAITCA> NOA KaKoe-/IM60 XOPOLLO M3BECTHOE BCEMY
Hace/IeHWI0 pernoHa C/ioBo, B JaHHOM CJlyyae «06/1ako — abp»
(Tak Ha3biBaeMas «HapoAHasA 3TMMOJIOTUA»).

UcTopuna ukamos. HecMOTpA Ha MHOTOYMC/IEHHbIE MCCAe-
[0BaHMUA MO UCTOPWUM BOMPOCA, Mbl A0 CUX MOP HE 3HAEM,
rfe v Korga BO3HMK/Ia UKamHasa TeXHMKA, U KaKMMKU NYTAMK
npuwna oHa B LleHTpasnbHyto Asuio. Npob6aema He CTONbKO
B OTCYTCTBMM PaHHWX 06pa3LiOB — TaKOBble KaK pa3 MMeloTCA,
a B TOM, 4TO UKambl pa3HbIX TEPPUTOPUIA OYEHb OT/IMHALOTCA
no CTW/I0, y30paM, Matepuanam U CTpykType. Hanbonee
LieNIbHYI0 M MHOFOYMCIEHHYIO FPYNNy paHHMX ‘ac6oB npea-
CTaBAAOT MEMEHCKUE TKaHM, M3BECTHbIE MO MMCbMEHHbIM
MCTOYHMKaM HaumHas ¢ VI Beka®, 1 no apxeonornyeckmm Haxo-
Akam — c VII-IX Beka®; Bce oHM caenaHbl U3 XJIoNKa U UMEIOT
0YeHb NPOCTOM Y30p B Y3KYl0 MOJIOCKY. Mosiocatble nonyLien-
KOBble TKaHM TaKoro pofa, C UKamHbIMM «BCTaBKaMW», Ha3bl-
Ba/IMCb B MaBepaHHaxpe 6ekacab v as04a v 6blIn LUMPOKO
pacnpocTpaHeHbl B LieHTpanbHOM A3mu No KpalHen mepe
C nepuoga cpejHeBeKoBbA. Y HaC eCTb OCHOBaHMA Npea-
nosaaratb, YTO 3Ta Pa3HOBMAHOCTb MOJIOCATBLIX Y30POB Gbl1a
BOCMpMHSATa TKa4yaMy MaBepaHHaxpa OT MEMEHCKMX MacTepos,
KOTOpblE, KaK Mbl 3HaeM, NOABUINCb B PErMoHE B NEpMOS
apabCcKoro 3aBoeBaHMA.

OfHaKo CaMblM paHHWM M3 LEHTPasIbHOA3UATCKUX UKA-
moB, gaTpyembii IV-IX Bekamu, 6bin 06HapyKeH B AcTaHe™®,
COBpeMEeHHbIM CHHbL3AH. OparMeHT AeKOpPUMPOBaH CKPOMHbIM

¢ H.H. EpwoB. Kapamae u ezo pemecna (flywaH6e, 1984), c. 60.

Y30POM B BMAE 3€PHbILWEK M CAeNaH M3 XaonkKa. banskum
Mo BPEMEHM, HO BbINOIHEHHbIM B COBEPLUEHHO APYrOM CTUNE
U LUBETOBOM raMme, SIBJISETCS HEGOJIbLLOM KYCOYeK LuesKa
nepuoaa Acyka (552—644), xpaHawmica B HaumoHabHOM
My3ee ToKMo. ApKMI panmnopTHbIM PUCYHOK dparmeHTa 6/1-
30K no cTuto 6yxapckum ukamam XVIII-XIX Beka, 1 310 fano
uccnefoBaTeNsiM OCHOBaHMA NPeANOIOXMTb ero LeHTpasib-
Hoa3uaTcKoe npoucxoxaeHue'.

CkasaHHoe No3BonfAeT cAenaTb BblBOA, YTO UKAmMHas
TEXHWKA MOr/la BO3HMKHYTb B HECKOJIbKMX TOYKax, OAHOM
M3 KOTOPbIX BMOJIHE MOF/IX GbITb BOCTOYHbIE a3MaTCKME Npo-
BMHLMM, a APYroii, HauGonee BepoATHO, MemeH. B kaKoii-To
MOMEHT UCTOpUM MaBepaHHaxpa o6e TpaauLMKU BCTPETMUIUCH
Ha TeppUTOPMM PErMoHa, U 34eCb CNOXKMIICA TOT YAUBUTE b-
HbIM MO KpacoTe, NOMCTMHE BOJILLEGHbIM CTU/Ib TKAYECTBa,
Npou3BeZeHMs KOTOPOro U ceilyac BO MHOTOM OMNpeaensoT
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HalM BnevyaT/eHUA 0 Ky/ibType WU TBOPYECKOM MOoTeHumane
HaceneHus LieHTpasibHOM A3nu.

B pasHbix perroHax npu M3roToBNI€HMU UKAMOB MCMOJ1b30-
Ba/IM pa3Hble MaTepuasbl: LIEJIK, XI0MOK U 30/I0THbIE HUTH;
BapbMPOBA/IMCb TaK¥KE TUIbl UCMOJIb3YEMbIX NEPENIETEHMI:
MpocToe npsIMoe, capXeBoe, 6apxaT — M Jaxe BUA HUTEN
(npageHble, HenpsaeHble, Ap.). Bce 310 3aBMceno ot Bpe-
MEHM, MecTa U JIOKaJIbHbIX TPaaMLMM TKayecTBa.

LieHTpasbHOa3naTcKk1e ukambl 0O4eHb MHOrOBapMUaHTHbI:
3TO KaK YMCTO LIENKOBbIE WOU, TaK M MOAYLLE/IKOBble aopackl
M amJiackbl C XJIOMKOBbIM YTKOM, BbIMOJ/IHEHHbIE B Pa3HblX
TEXHWMKaX M B OFPOMHOM pPa3HO06pasnu pUCYHKOB. O6pasHbiit
pA4 U TEXHONOTMA NPOM3BOACTBA MECTHbIX AOPOBbIX MOIOTEH
6bl11 BO MHOFOM NpejornpeaesieHbl Ky/bTypoi TKayecTsa
NpULWEAWNX B PETMOH NIEMEH U HAPOLOB NpeLWecTBOBaBLUMX
arox. KopHU siBJIeHUA YXOAAT B JPEBHEMLIME TKALKKUE Tpa-
AMUMM PETMOHA, HEKOTOPbIe 13 KOTOPbIX (UKCMPYIOTCA 34eCh
yKe B TPETbEM ThICAYEIETMU A0 HaLleM 3pbi'2, B TO Bpems
KaK Apyrve cpopmMpoBa/IMCb NO3Xe M YacTo B pesy/bTaTte
KOHTaKTOB C APYrMMWU TEKCTUIbHBIMM LIMBUIN3ALMAMM, B TOM
YUC/Ie KMTANCKOM.

Llenk B MaBepaHHaxpe. [ge-To B XXV Beke o Hallen
3pbl, NPMMEPHO B TO BPEMSA, KOrAa XMUTENN APEBHErO LiEH-
TpasbHOa3MaTCKoro Mexaypeyuba MCKYCHO MCNOJb30Ban
[15 MPOM3BOACTBA TKAHEM JIEH, KOHOMJIIO U LWePCTb, Ha Jasie-
KOM BOCTOKe, B Kuntae 6bla1 ogoMallHeH Wwenkonpsg Bombyx
mandarina mori, NpeAoK Ky/IbTUBUPYEMOIro B HallM AHU

9 J Balfour-Paul, “Indigo in the Arab world”, Hali LXVI (1992), p. 103; L. Woolley,

MpuHoLy rny6oKyto 61aro4apHOCTb 3a MOMOLLbL B NepeBoe TEPMMHOB «The Bouvier collection. Medieval Arab-Islamic textiles», Ibid. LXXVI (1994), pp. 97-103.

0. Kotury, A. CokonoBy, U. M. CTe61H-KameHcKoMy.

7 A. TpebeHKuH, «PemecneHHas fesTeNbHOCTb TaAKMKOB 3epaBLUaH-
CKOro oKkpyra», Mamepuasel 01a cmamucmuku TypKeCmaHcKo20 Kpas
(CankT-MeTepbypr, 1983), ii, cc. 511-514.

8 Serjeant, op. cit., pp. 75, 173—174.

10 K. F. Gibbon & A Hale, Ikat. Splendid Silks of Central Asia. The Guido Goldman Collection
(London, 1997), note 17. " Ibid., pp. 24-25.

2H, A. [ly6oBa, E.T. LlapeBa, «TeKcTuib FOHypa B KOHTEKCTE 6aKTPUIMCKO-MaprMaHCKoOro
apxeo/IorMyecKoro Komnaexkca», Tesucs! VI KoHepecca amHozpagos u aHmpono0208
Poccuu (CaHkt-MeTep6ypr, 2005), c. 153.

OnekTpoHHasa Gubnuoteka Myaesi aHTpononorun n aTHorpacdun ny lEﬁTp?)?eﬂcﬁgg) (KyHcTkamepa) PAH
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this case a/obardor (itself a derivation from a/oborangdor)
are shortened to resemble the word familiar to the entire
population of the region. In our case it is “cloud—abr” (the
so-called “folk etymology”).

The History of Maverannahr lkats. Despite the extensive
research on the history of the subject, we still do not know
where and when the ikat technique arose, and how it came
to Central Asia. The problem is not so much in the lack of the
early findings — these do exist — but that ikats from different
regions are very different in their style, patterns, materials
and structure. The most solid and numerous group of early
‘asbs are Yemen fabrics known from written sources starting
from the 6% century?, and from archaeological findings of
the 7t—9t centuries®. They are all made of cotton and have
a very simple pattern composed of narrow stripes. Striped
fabrics of this kind, with ikat motifs were called bekasabs

Unn. / Fig. 7

in Maverannahr and were widespread in Central Asia from
at least the medieval period. There are reasons to believe
that the Maverannahr weavers had assimilated this type of
pattern from the Yemen craftsmen, who are known to have
appeared in the region in the period of the Arab conquest
and to have settled in Samargand and Bukhara after the local
residents had been driven out.

However, the earliest of the Central Asian ikats, dating
back to the 4""—9t centuries, was found in Astana'’, modern
Xinjiang. The fragment is decorated with a modest pattern
in the form of grains and is made from cotton. Another frag-
ment, a tiny piece of silk from the Asuka period (552—644;
preserved at the National Museum in Tokyo), completely dif-
ferent in style and colour scale, originates from the similar
period of time. The bright repeated pattern of the fragment
is close in style to the Bukhara ikats of the 18""—19% cen-
turies, which has given researchers grounds to suggest its
Central Asian origin''.

From this we can draw a conclusion that the ikat tech-
nique could have evolved independently in a number of

8 Serjeant, op. cit., pp. 75, 173—174.

9 J. Balfour-Paul, “Indigo in the Arab world”, Hali LXVI
(1992), p. 103; L. Woolley, “The Bouvier collection. Medieval
Arab-Islamic textiles”, ibid. LXXVI (1994), pp. 95—103.

areas. One of these might well have been Central Asia;
another was most probably Yemen. At a certain moment in
the history of Maverannahr, both traditions met on the terri-
tory of the region, where an amazingly beautiful and a truly
magic style of weaving started to exist, whose masterpieces
determine our impressions of the culture and the potential
of Central Asian population for creativity.

In different regions, different materials were used in the
manufacture of ikats: silk, cotton and gold threads. Types of
interweaving also varied practicing plain weave (or tabby),
twill and velvet. Even the structure of threads was diverse
showing spun, non-spun, and differently plied warps and
wefts. The choice depended on the time, place and local
traditions of weaving.

Central Asian ikats are diverse: there are pure silk and
semi-silk fabrics with cotton weft, made in various tech-

Mnn. / Fig. 8

niques, and an enormous variety of patterns. The range of
images and technology of manufacturing local abr panels
were in many ways determined by the culture of weaving
practised by the tribes and peoples who had inhabited the
territory during the earlier epochs. The roots of the phenom-
enon go back to the ancient textile-making traditions of the
region, some of which were already recorded in Central Asia
in the third millennium BC'%, while others were formed later
and often as a result of contacts with other textile civilisa-
tions, including China.

Silk in Maverannahr. Around the 25% century BC,
approximately at the time when the inhabitants of ancient
Maverannahr skilfully employed such textile materials as
linen, hemp and wool to manufacture textiles, the silkworm
Bombyx mandarina mori was domesticated in the Far East,
in China, the ancestor of the currently cultivated Bambux
mori'3. In the course of its life cycle this unattractive-look-
ing worm produced very fine silk threads (figs. 6—7) which
became priceless material for weaving across the Old World.
The unique findings in the town of Sapallitepa, the terri-
tory of modern south Uzbekistan, dated 1,700—1,350 BC,
indicate that in Maverannahr the first silk import appeared
in the early ancient times, practically during the period of
Bambux mori prevalence in China'. However, millennia had
gone by before the Soghdians, the main caravan drivers
of the Central Asian part of the Great Silk Road, had been
able to obtain the precious silkworm eggs. This must have

2N. A. Dubova, E. G. Tsareva, “Gonur textiles in the context of the Bactria-Margiana archaeological
complex”, Theses of the 6" Congress of Ethnographers and Anthropologists of Russia (Saint-Peters-
burg, 2005), p. 153.

13 Based on the latest archaeological data, Chinese researches now suggest a much earlier data:

10 K. F. Gibbon & A. Hale, Ikat. Splendid Silks of Central Asia. around 3,650 BC (Silk. 13th to 18th Centuries Treasures from the Museum of Islamic Art, Qatar

The Guido Goldman Collection (London, 1997), note 17.

eams;

(Doha, 2004), p. 8, note 3).

4 A. Askarov, Sapallitepa (Tashkent, 1973), pp. 173—174; idem, The Ancient Agricultural Culture of
the Bronze Age in Uzbekistan (Tashkent, 1977), pp. 101—126.
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Bombyx mori'3. [poayKTOM XWU3HEAEATENBHOCTU STUX HEMPU-
BJIEKATEJIbHbIX C BUAY F'YCEHML, ABNAIOTCA TOHYAMLLME BOJIOKHA
wenka (usin. 6—7), CTaBlIEro NOUCTUHE GECLIEHHbIM MaTe-
puasiom TKavecTtBa AAa Bcero Ctaporo CBeTa. YHMKa/bHble
HaxoZKM Ha ropoauiie Cananiutena (TeppUTopus COBPEMEH-
HOro H0XKHOro Y36ekuctaHa, gatmpyetca 1700—1350 rogamu
[0 Hallen 3pbl) NOKasaau, YTO B LEHTpa/ibHOa3MaTCKOM
Mexaypeybe nepBbii LWEKOBbIM MMMNOPT NOABUIICA YKe
B r/ly6OKOM APEBHOCTM, NMPAKTUYECKU B MEPUOJ EFO Pacnpo-
cTpaHeHua B Kutae™. OfHaKo NpoLn TiCAYeNneTHa, npexae
YEM COrauMLbl, M1aBHbIE KapaBaHLMKKU LEEHTPaIbHOa3MaTCKOM
4acT1 BesMKoro LwenkoBoro nyTu, CyMenu 3amnosyumTb Aparo-
LieHHyto rpeHy. Mpoum3solwo 310, BUAMMO, B lII—IV Beke Hawwewn
3pbl, 1 6bIJIO CTOJb BaXKHbIM A8 S//IMHUCTMYECKOro BocToka
CO6bITMEM, YTO paccKa3 O HEM NPMOBpen XxapakTep CKa3ou-
Horo ctoxeTa. Mo siereHge, rpeHy npuBesna B CBOEM BbICOKOM
NpUYECKe KMUTaMCKan npuHLUecca, NpocBaTtaHHas 3a MecT-
HOro BOXAA U 6osBLIasCA, YTO B Aasiekon CoranaHe y Hee
He 6yZeT NPMBbIYHbIX LUEIKOBbIX 0ZeX . AHaNOrMYHble UCTO-
PMM paccKasblBatoT O NOABNEHMM rpeHbl B Mepse 1 BocTouHoM
TypKecTaHe; ee COrAMMCKMI BapyMaHT M306paXkeH Ha OZHOM
13 cpecok JaHzaH-oMamKa B BoctouHom TypKecTaHe'™, 1 6bin
3anucaH B 628 rogy nyTelecTBoBaBLWMM Mo LleHTpanbHoM
A3um 6yaaMIMCKMM MOHaxom CroaHb-Li3aHoMm.

OpHa M3 0CO6EHHOCTEM LWEeNKOBOro MpoM3BOACTBA
MaBepaHHaxpa COCTOMT B TOM, YTO Camble LiEHHbIE M C/I0XKHbIE
TKaHW M3roTaB/IMBaICh 3€Cb B CTO/IMYHBIX FOPOAAxX M, HECo-
MHEHHO, M0J NaTPOHAXEeM MECTHbIX MPaBUTE/IEN U KPYMHbIX
deopanos. CpeHeBEKOBbIE apabo- U NEPCO-A3bIYHbIE reorpadbl
MU UCTOPMKM NPMBOAAT B CBOMX OMMCAHUAX MUPOBBIX Yyaec
[J/IMHHbIE CMIMCKM MaBepaHHaXPCKUX TKaHEM — 3TOro 0co6o
LIEHHOr0 NpeameTa KapaBaHHOM M MOPCKOM TOPros/aun'™®.

PocKoLub camapKaHACKMX M ByXapCKMX LUEe/IKOB nopasua
cTpaHcTBoBasLLero B Xl Beke no BesiMkoMy LueIKOBOMY NyTH
BEHeLMaHCcKoro Kynua Mapko lMono u npuébiBwero B 1404 rogy
KO ABopy TuMypa ucnaHckoro nocsa Pyu oH3aneca ge
KnaBunxo. O6a nyTelecTBeEHHWKA OCTaBUIM MOJIHbIE BOC-
XMLLEHUA OMUCAHMA U3roTaB/IMBABLUMXCA B CTPAHE LUE/IKOB
1 BbilMBOK. KnaBuxo nucan o CamapkaHae: «boratctso ero
3aK/Il04aEeTCA He TOJIbKO B MPOAOBO/IbCTBUM, HO U B LLEJIKOBbIX
TKaHAX, aT/iace, TadpTe U TepceHane, KOTopbiX TaM JAena-
€TCA OYEHb MHOrO0, B MOAKNaAKaX M3 MeXa M LueJsIKa, B Npu-
TUPaHUSX, NPAHOCTAX, Kpackax — 30JI0TOM M J1a30pEBOM,
M B Apyrux npoussegeHuax»'”. NMogobHo Mapko Moo u ge
KnaBuxo, Mbl M cerofHA pacCMaTpuMBaEM BOCXMTUTE IbHbIE
TKaHM MaBepaHHaxpa Kak 0CobblX SMMCCApOB a3MaTCKOM KyJlb-
Typbl Ha 3anag, 3HauMTE/IbHO NOBJ/IMABLUMX HA XYAOXKECTBEH-
Hbl€ BKYCbl EBPOMEMCKON S/IUTbI M HA CaMO NpefCcTaBaeHUe
EBponbl 0 BocToke.

HMkambl MaBepaHHaxpa XIX — Ha4vana XX Beka.
CneayeT npu3HaTb, YTO HACTOALErO pacuBeTa MCKYCCTBO
abp6aHou — TO eCTb M3roTOBJIEHUA UKAMOB — JOCTUI/I0
B MaBepaHHaxpe B KoHue XIX — Havasie XX Beka. 1o MHeHuIo
TaKMX CNeLpuanmcToB UCTOPUKOB TEKCTMAA, Kak C. MaxKkamoBa
1 0. A. CyxapeBa, abpoBbie Liefika B pacCMaTp1BaEMOE BpeMS
CTaJIM CTOIb NONYNAPHbI, YTO HEKOTOPbIE CTapUHHblE TEK-
CTUJIbHbIE LEEHTPbl COBEPLUEHHO MPEKPaTM/N BbIMYCK XJ10M-
KOBbIX TKaHeW M BblpabaTbiBa/M UCKIUYUTENIBHO UKambI'™.
MMeHHO No3TOMY CrneLuanncTbl OTHOCAT 60/IbLLYIO YacTb
abpoBbiX TKAHEM pervoHa K HasBaHHOMY BPEMEHM, TOYHO
JaTtmMpyeMble o6pasLbl MepBoM NosoBuHbI XIX BeKa gocTa-

TOYHO pefiKM, a elle 6osiee paHHUE CHATAKOTCA papUTETaMM.
Cpeam nocneaHux, Hanpumep, nanatka XVl Beka 13 cobpa-
Husa CaMapKaHZCKOro myses-3anoBegHuKa'’; K eue 6onee
paHHeMy nepuoay OTHOCMTCA 6apxaTHOE NMOKPbITUE AETCKOro
«MoTeLWHoro» cegna m3s OpyxkerHor Manatbl MOCKOBCKOro
Kpemns, 13rotoBneHHOe, NPeANoN0oXMUTENbHO, A1 LapeBruya
Anekcea Muxarnnosuya B 1642 rogy?, Ho, BO3MOXHO, cAeNaH-
HOE M3 MOCTYMMBLUMX PAaHEE NYMUHOK WM MOKYMOK2!.

B XIX—XX Bekax MecTHble MacTepa Aenaiv Kak LUesiKo-
Bble, TaK M MOJIyLLE/IKOBbIE UKamMbl pa3HbIX NEPENnIeTEHUM,
OT/IMYMA B KOTOPbIX OTPaXK€Hbl B MX Ha3BaHMAX. TaK, TOH-
KMe, NJIOTHbIE YMCTO LUEeIKOBbIE MOJIOTHMLLA NPOCTOro NpA-
MOFO MEPEN/IETEHUA Ha3bIBa/IMCh WOU IGO0 KaHAYC; 0CObbIN
BUZ NPOM3BOAMBLUENCS B [MCcape Y3KOM, YMCTO LLUENKOBOM
TKaHW — as104a. TKaHW C LIEIKOBOM OCHOBOM M XJ10M4aTo-
6YMaXKHbIM YTKOM TOrO e nepensieTeHMa MMeHOBaJIMCb
adpacamu; capKeBble atiacbl — amsacamv UIv amJiecamu,
a bapxatbl — 6axmasiamu.

XyAoxXecTBEHHOE peMecsio MacTepoB abpbaHdayu
(Zocno0BHO «06epThiBaTEINM A6POB>), 6GbII0 MOTOMCTBEHHbIM,
CeKpeTbl MacTepCTBa M 3anac OpHaMeHTasIbHbIX MOTMBOB
nepexoamn/iu 13 NOKOEHMA B MOKOJIEHWE, YTO ABNAETCA Tpa-
AMLUMOHHBIM A1 MECTHOrO pemecna AssieHnemM. Cenmnnco
TKa4M KOMMaKTHbIMKU Fpynnamu, B OCHOBHOM B CeJlax, pac-
MOJIOXKEHHBIX BOKPYF I/1aBHbIX TOProBbiX LEHTPOB pernoHa.
TaK, LUIMPOKOM NOJIOCOM TKALKMX CENIEHWUM GblI OKPY>KEHBI
CamapkaHg, byxapa, Kuta6 u apyrue pemecseHHO-TOproBble
LIeHTpbl. B onpeaeneHHOM cTeneHu aBaeHMe, BUAMMO, 6b110
CBA3aHO C TEM, YTO MHOTME TKauM He ABNASIMCb MCKOHHBIMU
XMUTENAMM Ha3BaHHbIX FOPOAOB, HO NMPMLL/M CloAa KaK nepe-
CeJIeHUbI C APYrMUX TEPPUTOPUIA. Takoe NpeAmnosoXKeHue noja-
TBEPXKAAET UCTOPUS ByXapCKOro KBapTasia U3roToBUTENEN
adpacoB KopxoHa, BxoauMBLIErO B 4epTy ropoga elue B Xl Beke
M HaCeIEHHOrO KOPEHHbIMM XMUTENAMU CTONMLbI. 34eCh Xe,
no nereHge, Haxoamnacb Noj NpyAOM-Xay30M MacTepcKas
CBATOrO NOKPOBMTENA LIEKOTKaYecTBa, *usLero B Xl Beke
cydus Mycyda Xamaganu.

B onpeaeneHHoM CTENeHU cMcTeMa NOKBapTasIbHOro pacce-
JIEHU MacTepoB OnpeZe/ieHHbIX CNeLMaibHOCTEN 3aKpenasaa
CyluecTBoBaBLUEe B byxapcKom amumpate MonoxeHue, B COOT-
BETCTBMM C KOTOPbIM pasHble NpoXMBaBLUME 3A4eCb STHUYECKME
rpynnbl cneuyanM3MpoBamCb Ha M3roTOBIEHUM TEX MU UHbIX
BMAOB TKaHel?2. Tak, B Havane XIX Beka amsiacbl Npous-
BOAWJIMCb FNaBHbIM 06pa3oM Tiopkamu MaprenaHa; nony-
LenKoBble adpackl TPAAMLMOHHO TKa/IM TaZXKMKM, @ YNCTO
LUe/IKOBbIM KaHayc/ wou — nepeceneHubl-gopcbl (MpaHLbl).
B Byxape rosopuau: «Adpac — 310 AeNo TaAXMKoB, opchbl
TKanM KaHayc». MNepeceneHupl U3 MepBa 3aHMMaIUCh TaKKe
M n3rotoBneHneM 6apxata, xota Ao XVII Beka 3T0T BUA TKaye-
CTBa 6bl/1 BEAYLUMM B TEKCTUIbHOM pemecsie CamapKaHaa.

TexHuKa usrotossieHuA. lpouecc U3roToBNEHUA UKa-
MOB CJ/IOXKEH, ANUTENEH M TPYJOEMOK, NPU 3TOM HEKOTOpbIE
BCMoMoraTe/ibHble ornepaumm BbIMOJHAIMCh 3aKa3umMKamm,
KOTOpble, HanpuMMep, NPMHOCK/IM MacTepy Tpebyemoe Kou-
YeCcTBO HUTEMN, NepesaBasiv KPacU/bLLMKY NOArOTOBAEHHYHO
OCHOBY, BbINOJIHAMM ApYyrie YHKLUMKU «MNOChIIbHBIX>.

epBbIM 3Tanom, o6ecneynBaloLLMM M3roTOBEHME TKaHM,
6bIJ10 MPUrOTOBJIEHWE OCHOBbI M YTKa. /[lnA pa3Hbix BUAOB
TKaHeM Tpe6oBanacb pasHas npsxa. OCTaBnsAA 3a pamKamu
pacckasa MHOrocTyrneH4aTble ornepauMm Nno NoAroToBKe
HUTEN, HEKOTOPOE MpeACTaB/IEHME O KOTOPbIX JAEeT CTaThs

taken place in the 39—4t centuries AD, and was an event
so remarkable for the Hellenic East that the story about it
became a legend. Legend has it that a Chinese princess, the
bride-to-be of a local chief, arrived with some silkworm eggs
hidden in her tall hairstyle to ensure that she could continue
wearing silk clothes in the faraway Soghd. Similar stories
were widespread about the occurrence of silkworm eggs in
Merv and Byzantium; its Soghdian variant is depicted on one
of the Dandan-uiliq wall paintings in East Turkestan', and
was recorded in 628 AD by the Buddhist monk Hsuan-tsang
during his travels in Central Asia.

It was typical of silk production in Maverannahr to manu-
facture the most valuable and intricate fabrics in the capital
cities, the process being patronized by the local rulers and
feudal lords. Medieval Arabic and Persian geographers and
historians who wrote in the Arabic and Persian languages
supplement their descriptions of the wonders of the world
with long lists of Maverannahr fabrics, most valuable items
for the caravan and sea trade’®.

The Italian merchant Marco Polo, who travelled along the
Great Silk Road in 13t century, and the Spanish ambassa-
dor Rui Gomzales de Clavijo, who visited the court of Timur
in 1404, were amazed by the magnificent Samargand and
Bukhara silks. They both left impressive descriptions of silks
and embroideries manufactured in the country. Rui Gonzales
wrote about Samarqgand: “Its richness does not only lie in
its agricultural produce, but also in the silk fabrics, satin,
taffeta and tersenal, which are made there in great quanti-
ties, in fur and silk linings, ointments, spices, dyes — gold
and azure — and in other works”"”. Not unlike Marco Polo and
Clavijo, we too regard the splendid Maverannahr textiles as
emissaries of Asian culture in the Western world, which had
profound impact on the tastes of the European elite and on
the Europeans’ view of the East.

The Maverannahr Ikats of the 19""—Early 20" Centuries.
The golden age of abrbandi (a Tajik word for manufacture of
ikats) in Maverannahr is attributed to the 19t"—early 20*" cen-
turies. According to the views by specialists in the history
of textiles S. Mahkamova and O. A. Sukhareva, abr silks at
this period of time became so popular that some old textile
centres had completely stopped making cotton fabrics and
only produced silk ikats'®. This is the reason why the major
part of the region’s abr silks is attributed by researchers
to the aforementioned period of time whereas the speci-
mens dating back to the first half of the 19* century are
scarce, the earlier ones being rarities. Among the last there
is an eighteenth—century tent from the collection of the
Samargand Museum®. The velvet covering for a child’s saddle
from the Armoury of the Moscow Kremlin, which presumably
was made for Prince Alexei Mikhailovich in 1642%°, and which
had possibly been manufactured using a piece of some previ-
ous ambassadorial gifts or acquisitions, can be referred to a
still earlier period of time?'.

In the 19t and 20* centuries, local craftsmen made both
silk and semi-silk ikats in various structures, the differences
in which were reflected in their names. Thus, fine, dense,
plain pure silk woven panels were termed shoi or kanaus;
fabrics with a silk warp and cotton weft were called adras.
Velvets were known as bakhmal, satins as atlas (or atles),
whereas a particular type of narrow, pure silk fabric made
in Hisar was called alocha.

The artistic craft of the abrbandachi masters, literally
“binders of abr”, was hereditary; the secrets of craftsman-
ship and the supply of ornamental motifs were handed down
from generation to generation, which was common practice
for the local trades. Textile-makers lived in compact groups,
mainly in villages located around the main bazaar centres of
the region. A wide belt of weaving settlements surrounded
Samarqgand, Bukhara, Kitab and other craft and trade cities.
Evidently, it related to a certain extent to the fact that many
weavers were not native residents of these cities, but had
arrived from other regions to settle down. The only excep-
tion is history of the Bukhara quarter, Korkhona, in which
adras makers dwelt. The quarter had been part of the city
as early as in the 12" century and had been inhabited by
the original population of the capital, blessed by the saint
patron of silk weaving, Sufi Yusuf Hamadani who lived in
the 12" century (in Korkhona, according to legend, under
the hauz pond, there was a workshop belonging to the saint
patron).

To a certain extent, the practice of craftsmen skilled
at particular trades who dwelled in certain quarters con-
solidated a kind of a rule issued in the Emirate of Bukhara
according to which each ethnic group had to specialise in
the manufacture of a particular type of fabrics. Thus, at
the beginning of the 19t century, atlas was produced mainly
by the Turks of Marghelan; semi-silk adras was traditionally
woven by Tajiks, and pure silk shoi — by the migrant Fors
(Iranian) settlers?2. It was said in Bukhara “Adras is the busi-
ness of the Tajiks; the Fors make kanaus” (shoi). Settlers
from Merv were also engaged in the production of velvet,
although before the 17" century this type of weaving was
the leading textile craft of Samargand.

The Manufacturing Technique. The process of manufac-
turing ikats was complex, long and tiring. Certain subsidiary
operations were carried out by the customers themselves
who had to bring required amount of warp to the craftsman,
to take it to the dyer and to run some other errands.

The first step in the weaving of textiles was preparation
of the warp and the weft. For different types of fabrics,
different threads were needed. Leaving out the numerous
stages in the operations for preparing threads, of which
V. Prishchepova’s article gives some idea, as well as fig. 7
and fig. 8 in the present catalogue, | shall provide the reader
with some general information about the structure of ikat
silk threads. Judging by the Kunstkamera collection, in the
pure silk Hisar alocha, Z1 threads with practically identical
thickness and spin were used (No. 2916)%. In the velvet, also
pure-silk in our variant, the basic warp was Z1 and the weft
73, accordingly, of crimson or red colour, while the pile-mak-
ing warp did not have any special spinning (No. 2918). In
satins, the weft was made of cotton, whereas the warp was
made of silk, both Z1 (No. 2920). Similar to the satins in
material, the weft and warp of adras threads had different
forms: Z1 in the silk (and cotton side edges) warp threads
and Z2 (rarely Z2S) in the weft (No. 2936). The least regular
was the structure of the shoi wefts, which could be changed
from Z1 to Z2, Z2S and Z3; while the Z1 variant dominated
in the warp, although Z2 can also be found (No. 2916). The
warp and the weft were prepared by different craftsmen,
and silk spinners worked separately from cotton spinners.

3 OcHOBbIBasACh Ha nocneiHnX apxeonorn4yeckmx AaHHbIX, KUTalcKue uccnegosarenm ceroa-
HA NpeAnaraloT ropasgo 60s1iee paHHiolo AaTy: okosio 3650 roaa Ao Haweit apbl (Silk. 13t to
18" centuries Treasures from the Museum of Islamic Art, Qatar (Doha, 2004), p. 8, note 3).
* A. AckapoB, Canannumena (TawkeHT, 1973), cc. 173—174; idem, /pesHezemnedenb4eckan
Ky/Zlbmypa 3noxu 6poH3bl ¥36ekucmara (TawkeHT, 1977), cc. 101-126.

15 Stein M Aurel, Ancient Khotan (New York, 1975), pp. 134, 259—260. ' Serjeant, op. cit.

17 Proun MoH3anec ge Knasuxo, JHes8HUK nymewecmaus Ko 08opy Tumypa 8 CamapkaHd 8 1403—
1406 22. NepeBog W. U. CpesneBckoro (Mocksa, 1990), c. 327. ' CyxapeBa, op. cit., C. 25.

12 S Mahkamova, «Traditional textiles of Uzbekistan», A World of Carpets and Textiles, i, Silk
Ikat (Washington, D.C., 2004), pp. 195—-200, fig. 1. % M. H. /leBuHcoH-HevaeBa, <Oaexaa

1 TKaHu XVI-XVII BekoB. MocyaapcTeeHHas OpyxelHas nanata Mockosckoro Kpemns», C60p-
HUK mpydos no M Tocydapci ti OpyxxeliHoli nanamsi (Mocksa,
1954), c. 257, puc. 5.

' Hayano TOproBbiX M NOMMTUYECKUX CHOLLEHMI Pycu co CpeaHeit A3um OTHOCUTCA, CY/AA MO apXEO/IOrMUECKUM HaXoAKaM,

10 MeHblUEl Mepe K Nepuojy paHHero cpeaHeBeKoBbA. CiyyaliHble NEeTONMCHbIE 3anMCH FOBOPAT O NPUCYTCTBUM B HUKHEM
HoBropoge 60/1b10ro Yncna 6yxapckmux U XMBUHCKMX KynLoB B cepeauHe XIV Beka (CM.: A. YyniowHKWKoB, «Toprossii MOCKOBCKOro
rocyAapcTsa ¢ CpejHeit Asveit B XVI-XVII BB.», Mamepuasisl no ucmopuu Y36ekckoli, Tadxukckoli u TypkmeHckol CCP. Yacme 1.
Topeosns ¢ Mockosckum 2ocydapcmsom u MexdyHapodHoe nosoxeHue CpedHel Asuu 8 XVI-XVII 8. (/lenuHrpag, 1933),

cc. 61, 71—72). NpeaMeTOM 3KCMOPTa GblM pasHble TOBapbl, B TOM YMC/IE BCEBO3MOXHbIE TKaHW. Cpeay MOMMHKOB M XaHCKMX M MO~
COMbCKMX apOB 6bINM PesKMe M AparolieHHble BELM, BKIOYaA M3bICKaHHbIE TKaHW, B TOM YMCe u GapxaT. Tak, MpuxoaHas Tamo-
KeHHas KHura CU6MpCKoro npukasa no To6osbeky, Ne348 3a 1655—1656 . yKasbiBaeT Cpean NPounxX TKaHel Gapxatbl: 8,5 apLmH
30/10THOTO, 8 apluMH 4eKoBOro; 1671—72rr.: 8 aplumH. Mp1Be3 TOGOLCKMIA CAYKUNbIM YeNOBEK U3 KaMbIKOB, 25.10.1655;
5.6.1656: 1 TpaByaToOif 6apxar, Np1Be3 TOGObCKMIA TaTapCKMi ro10Ba, 13 Kutas. A. YynowWwHuMKoB, op. cCit.,

cc. 356—359.

2 Tak, [KeHKMHCOH, onuckiBas byxapy XVII BeKa, FrOBOpUT: «Kaxaoe peMecno‘;élecb MIM¢

(A. [keHkuHCoH, «MyTewecTsue B CpeaHiolo Asuio, 1885—1569rr.», AH2/ulicK!
8 XVI seke (JlenuHrpaa, 1937), c. 182. ttp
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> M. Aurel Stein, Ancient Khotan (New York, 1975) pp. 134,
259-260. '¢ Serjeant, op. cit.

7 Rui Gonzales de Clavijo, Diary of a Journey to the
Court of Timur in Samarkand in 1403—1406. Translation
by I. I. Sreznevsky (Moscow, 1990), p. 327. ' Sukhareva,
op. cit., p. 25.
19'S. Mahkamova, “Traditional textiles of Uzbekistan”,
A World of Carpets and Textiles, i, Silk Ikat (Washington,
D.C., 2004), pp. 195—200, fig. 1.
20 M. N. Levinson-Nechaeva, “Clothes and cloths of the

7" ¢
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http:7/www .Kunstkamera.ru/lib/rubrikaisdlfy Qesesw, 9581/ 257, fig. 5.
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2 The beginning of trade and political contacts between Old Rus’ and Central Asia probably dates, according to archaeological findings, at least

to the early medieval period. Rare notes in chronicles also mention the presence of a large number of Bukhara and Khiwa merchants in Nizhny
Novgorod in the middle of the 14t century (A. Chuloshnikov, “Trade of Muscovy with Central Asia in the 16"—17t centuries”, Materials on the Histo-
ry of the Uzbek, Tajik and Turkmen SSR. i. Trade with Muscovy and the International Position of Central Asia in the 16""—17" Centuries (Leningrad,
1933), pp. 61, 71—72). Various goods were exported, including all kinds of cloths. Among presents from the khans and emirs were rare and valuable
items, to mention exquisite cloths, velvet among them. The Customs Account Book for the Siberian Department for Tobolsk, 348 for 1655—1656
indicates, among other things, velvet fabrics: 8.5 arshins of gold-woven, 8 arshins of “check”; 1671—72: 8 arshins — brought by a Tobolsk official
from the Kalmkys on 25.10.1655. 5.6.1656: 1 velvet, brought by a Tobolsk Tartar head, from China. A. Chuloshnikov, op. cit., pp. 356—359.

2 Jenkinson, describing Bukhara in the 17 century, observes: “each craft has its own special place and its own bazaar” (A. Jenkinson, “Journey to
Central Asia, 1885—1569”, English Travellers in Muscovy in the 16" Century (Leningrad, 1937), p. 182).

2 Here we deal with the working threads. Each consisted of 24—28 elementary components, obtained from the cocoons of silkworms. Silk spinning
and plying was carried out in Maverannahr in accordance with the Eurasian tradition of many millennia, as the natural length of silk thread reached
1 kilometre and did not require lengthening by spinning. The situation with cotton (or with wool) was different, as their short fibres required spin-
ning, in the process of which the fibres were joined into a thread.
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B. MpuLienoBoi, a Takxe UANCTpaumu 7 1 8 K AaHHOM CTa-
Tbe, NpUBESY HEKOTOPblE CBEAEHMA O BbIABIEHHBIX B U3Y-
YEHHbIX UKamHbIX WwesKax HUTax. Cyaa no konaekuun MA3,
B YMCTO LUE/IKOBOW rmccapckon asoyde (Ne2916) mncrnosnb3oBa-
JIUCb MPaKTUYECKU OAMHAKOBbIE MO TOJILUMHE M KPYTKE HUTU
712, B 6apxatax (N22918), Tak:Ke YMCTO LUENKOBbIX B HalleM
BapuaHTe, OCHOBA 6bli1a Z1, yTOK — Z3, MaJIMHOBOro 60
KpacHOro LiBeTa, a BOPCOBas HUTb He MMeJa CreLuabHOro
npsageHus. B atnacax (Ne2920) o6e rpynnbl HATEN UMENU
npaaeHue Z1, ogHaKo YToK 6bl1 X10M4aTO6YMaKHbIM, a OCHO-
Ba — LUe/IKoBasA. AHa/IorMyHble aT/lacamM No MaTepuasly 0CHoBa
1 yToK adpacos (N22936) nmenn pasHyto CTpyKTypy: Z1 B wen-
KOBOM M XJIONKOBOM (KPOMKM) HUTSIX OCHOBbI M Z2 (M3peaKa
72S) B yTKe. HanMeHee ycToMuMBOM Bblia CTPYKTYpA YTOUYHOM
HUTU wou (Ne2916), KoTOpas Morna MeHATbCA oT Z1 K 72,
Z2S, 73, B TO BpeMsA Kak B OCHOBE JOMWHMpPYET BapuaHT Z1

Mnn. / Fig. 9, Unn. / Fig. 11

(BCTpeyaeTcsa Takxe Z2). M3rotaB/iMBaIMCb OCHOBA U YTOK
pa3HbIMKU MacTEpPaMM, NpUYEM NPAAMBbLUMKM LesIKa paboTanm
OTAENbHO OT MPAAMJILLLMKOB XJI0MKa.

Mocne npuobpeTeHna y NPAAULLIMKOB TOr0 KOAMYeCTBa
HUTEMN, KOTOPOE HEOBXOAMMO A1l M3rOTOBJIEHMSA HY}KHOIO
emy npegmeTa (414 xanata, Hanpumep, TpeboBasoCb OKOJIO
8,5 MeTpoB), 3aKa34MK HaMpaBA/ICA K PUCOBA/IbLUMKY-HUWAH-
3aHy. MocneaHuit HauyMHa C TOro, YTO HaMaTbiBasl OCHOBY,
pAA 3a pALOM, Ha ABa YCTaHOBJ/IEHHbIX Ha CTOIGUKM GpYyCKa,
paccTofiHMe MeXAy KOTOPbIMM OblJI0 paBHO AJIMHE pannopTa
6yayuiero y3opa. lNpy 3TOM HUTKU OCHOBbI JOJ/IKHbI 6blIN
JiexaTb TaK, YTo6bl KaX bl pAj MX 06pa3oBbiBasl POBHYHO NJ10-
CKOCTb, CPaBHMMYIO C MOBEPXHOCTbIO Gy AyLlLel TKaHW. 3aTeM

MacTep-HUWAH3aH KOHTYPHO HaHOCWJ1 Yr/ieM Ha BEPXHWUM
P4 OCHOBbI MOJHbIM PannopT BbIGpaHHOMO Y30pa M Nomeyarn
uBeta. Mocsie 3Toro nogMacTepbs 06MaTbiBa/IM X10M4aTO-
6YMaXKHbIMK HUTAAMM BCE psAAbl OCHOB MO rpyrnam, KoTopble
Kpacu/MCb B OAMHAKOBbIE LBETA, M OCTaBJIA/IN HE3AKPbI-
TbIMM T€ YYaCTKM, KOTOPble OKPaLIMBaIMCh B MEPBYIO O4epesb
(06bI4HO 3TO 6biN KenTbii). O6MOTKA NPOBOAMJIACH OYEHb
TYro, 4T06bl KpaCUTE/Ib HE NMPOHMKAN Ha 3aKpPbITble YYACTKM.
MoAroTOBNIEHHYIO TaKUM 06Pa30M OCHOBY CHMMaJIM CO CTaHKa,
npeABapu1TE/IbHO M/IOTHO NEPEBA3aB KOHLbI MOTKA, M 3aKa3umK
YHOCWA €ro KpacuibluKy. Cnesyet OTMETUTb, YTO MO JIMHUAM
nepeBs3biBaHWMA MOTKa OCHOBbI 06Pa30BblBa/laCb HEMPOKPa-
LeHHas noJioca, U UMEHHO 61arofaps 3To1 6e10M IMHUK Mbl
onpejensemM ANMHY TEXHUYECKOro pannopTa (usi. 9).

Mo 3aBepLUEeHMM NEPBOM OYEPEAM KpaLLEHWA 3aKa3uMK
onsATb NepeaBa OCHOBY NEPEBSA3YMKaM, KOTOPbIE 3aKpbiBaIn

Wnn. / Fig. 12

roTOBble YHaCTKM W OTKPbIBa/IM Cledyiolme, Hanpumep, Te,
KOTOPbIE A0JIKHbI 6bl/IM KPAaCHUTbCA B KpacHbIM LUBeT (us. 10).
lMpouecc noBTOPAACA OT OAHOIO A0 MATM pas3, B 3aBUCMMOCTM
OT LIBETOBOM rammbl pucyHKa (usa. 11). Haubonee cnox-
HbIMM, KaK rOBOPMJIOCH BbIlLE, CYMTANINCh TKaHW XxapmpaHa
(cemuLBETHbBIE), XOTA YACJIO CEMb OblJI0O HECKOJIbKO YC0B-
HbIM. B 1€MCTBUTENBbHOCTU, XOTS M KpaMHe peaKo, BCTpe-
YalTCA IK3EMNAAPbI C LIBETOBOM raMMOM B BOCEMb M Aaxke
OEeBATb TOHOB (u/1. 2).

Mo 3aBepLUeHNN KpalleHMA OCHOBa OTAaBaslacb TKauy.
B 3aBMCMMOCTM OT TOro, KaKas HyHa 6blna TKaHb, 3TO MOT
6bITb Woubog (TKay wou), 6axmanbog (Tkay 6apxata),
adpacbog (TKau adpaca) v Tak ganee. Mactep akKypaTHO pas-
MaTblBa/l OCHOBY W HaTArMBaJ €e Ha CTaHOK, MPOBOAA KaXayto
HWUTb Yepe3 6epdo, cucTeMy pemMu3soK (usa. 12) v npuBA3bIBas
CBO6OAHbIE KOHLbl OCHOBbI K HaTArMBaLWMM MX Fpy3uiam
(unn. 13). Tlpy 3TOM HUTK OCHOBbI BCErfa C/ierka CMellanmnchb
MO CPaBHEHMIO C MOMEHTOM HaHECEHWA OPHAMEHTa, M UMEHHO
M3-3a 3TOr0 PUCYHOK NpMoBpeTas HECKOJIbKO pacn/biBya-
Tble KOHTYpbI (us1. 5). MNocne Toro Kak ocHoBa 6bina HaTs-
HyTa Ha CTaHOK, MacTep-TKay NpucTynaa K pabote, Npuyem
eMy nomoras NnpoceCccroHa-CneLuanmcT, KOTopbii cneamn
3a TeM, YTO6bI HATM OCHOBbI HE MEepeceKasmCb M He PBaUCh,
M NONIOTHO COXPAHA/IO MEPBOHAYA/IbHO 33JjaHHYHO0 LUMPUHY.

Korza no/ioTHuLLe paccuMTaHHOM AJ/IMHbI 6bII0 3aKOHYEHO,
€ro CHMMaJIM CO CTaHKa M 0TAaBasIM NOWMAbLLMKY. HekoTopble
TKaHW, 0CO6EeHHO adpac, SIOWMIN U OTOMBAIM A0 3€PKaIbHOro

2 Peyb MAET 0 PaboUMX HUTAX, MOCKObKY Kax4as U3 HUX COCTOS/IA U3 24—28 31eMEHTAPHbIX
COCTaB/AOLMX, NOYYaeMbIX NPU Pa3MOTKE KOKOHOB LeKonpaaa. MpajeHMe 1 TPOoLLEHMe LesKa
OCyLEeCTBAANOCH B MaBepaHHaXpe B COOTBETCTBMM C MHOTOTbICAYE/IETHEN €BPa3UIMCKON TPaaMLMU,
MOCKO/IbKY €CTECTBEHHAA ANMHA LIEIKOBOM HUTU JOCTUrana KMJIOMETPA M He Tpe6oBana ya/ImHe-
HMA 3a cYeT npAageHna. MHaa cuTyauma Gbina C X/I0NKOM, KOPOTKME BOJIOKHA KOTOPOro Tpe6oBasiu

npAgeHna, B pe3y/sibTate KOTOPOro BOJIOKHa COeANHANIUCD B HUTb.

After the spinners had enough threads to manufacture
the item required (e. g. 8.5 metres for a robe), the customer
went to the master-designer (nishanzan). The designer began
by winding the warp, row after row, on two beams, to form
warp crosses, the distance between which was equal to the
future pattern repeat. At the same time, the threads of the
warp had to lie in such a way that they could form a smooth
flat surface comparable to the surface of the future fabric.
Then the nishanzan marked with charcoal a full repeat of the
selected pattern on the upper row of the warp and indicated
the colour. After that his assistants wound special cotton
threads around the rows of the warp according to pattern,
and left uncovered the areas to be dyed first (usually the yel-
low colour). The wrapping was very tight, so the dye could
not penetrate into the covered sections. Then binding was
finished the warp crosses were tied and remained corded

Unn. / Fig. 13

throughout the whole dying process, leaving distinctive
horizontal white lines across the fabric (fig. 9). The warp
prepared in this way was removed from the stand, and the
customer took the carefully bound skein to the dyer.

After the first dying was finished, the customer trans-
ported the warp back to the assistants, who covered the
finished areas if needed and opened new ones, for exam-
ple, the places which were to be dyed red (fig. 10). The
process was repeated from one to several times, depending
on the colour spectrum of the pattern (fig. 11). In Central
Asia, the most fashionable silks were ikats with seven-colour
patterns, the so-called haftrangs, and they were also the
most difficult for dying. The number seven was somewhat
arbitrary. In fact, although it is extremely rare, specimens
can also be encountered with a colour scale of eight or even
nine tones (for example, the velvet in fig. 2 of the present
catalogue).

After dying had been completed, the warp was taken to
the weaver. Depending on the kind of fabric needed, the
craftsman could be a shoibof (shoi weaver), a bakhmalbof
(the weaver of velvet), an adrasbof (the weaver of adras)
etc. The craftsman carefully unwound the dyed threads and
stretched them on the loom, warping each thread through
the reed, the heddle system and so on (figs. 12—13). The
warps were always slightly displaced in comparison with the
pattern. As a result, the ornament acquired somewhat blurry
outlines. After the warping, the master began weaving, and

OnekTpoHHas Gubnuoteka Mysesi aHTpononorum n atHorpacdum um. Metpa Benukoro (KyHcTkamepa) PAH
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was helped by a specialist who had to make sure that the
threads of the warp did not cross and did not get torn, and
that the panel retained its original width.

When the textile of the calculated length was finished, it
was removed from the loom and handed over to the glazer.
Some fabrics, particularly the adras, were worked on until
they were as smooth as mirrors, since, during the process of
glazing and beating of the cloth, they had been lubricated
with egg white mixed with glue. It was only after the com-
pletion of this process that the cloth was considered to be
finished.

The method described above is known as “reserving”.
Although it is rather complex and involves a number of stag-
es, it is nevertheless quite common, allowing to perform
practically any kind of pattern using comparatively simple

Mnn. / Figs. 14ab

weaving techniques in comparison, e. g. with Soghdian
samites.

The traditions of the craft are known to have been hand-
ed down from generation to generation and from the master
to the pupil, and changed little. The formal conservatism
of weaving was caused by a whole range of factors. Apart
from the sacralization of the actual process of manufactur-
ing textiles, there was a major influence on the mainte-
nance of stability in the kinds and colours of fabrics by the
established practice for using textiles in making clothes (a
particular type of fabric, colour and cut) and furnishings.
Equally important was strict control of the weavers’ guild
over the standard quality and decor of fabrics. At the same
time, limited professional specialisation of textile-workers
into groups of spinners, warpers, designers, warp binders,
weavers, their assistants and glazers forced each master to
work within the prescribed forms.
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61ecka, TaK Kak B npoLecce paboTbl MX CMasblBa/ivi CMELLaH-
HbIM C K/I€EM AMYHbIM 6e/1KOM. U TONbKO Moc/ie 3aBepLUeHUs
3TOM KpaMHe TAXes0M ornepaumm TKaHb, HAaKOHeL, cYMTanach
rOTOBOM.

OnucaHHbIM cNoco6 OpHAMEHTMPOBAHMSA Ha3blBaeTCA
pe3epBMPOBaHUEM M, HECMOTPA Ha TPYAOEMKOCTb M MHOTO-
CTYNEHYaTOCTb, OH BeCbMa YZ06€H, NMOCKOJIbKY M0o3BOSET
noJsly4aTb NPAKTUYECKK NIt0BblE Y30pbl MPY MPUMEHEHMM OTHO-
CUTEJIbHO HECJ/IOXKHbIX TEXHMK TKA4yecTBa, Mo CPaBHEHMIO,
HanpuMep, C COrAUMCKMMMU Camumamm.

TpaguumMm pemecna, Kak Mbl 3HaeM, nepegaBanincb
M3 MOKOJIEHMSA B MOKOJIEHME OT MacTepa K YYEeHMKY, 1 Maio
MeHsaucb. PopmasibHas KOHCEPBATUBHOCTb TKAYeCTBa 6blnia
nopoxzeHa LiesibiM pafoM dhakTopoB. NomMrMMo cakpannsaumm
camMoro npouecca U3roToB/IEHUA TEKCTMAA, 60/IbLIOE BAUAHUE
Ha COXpaHeHWe YCTOMYMBOCTU B BMAAX M pacLBETKaX TKaHen
urpana paspaboTaHHas MpaKTUKa MX MCMOJIb30BaHMA NpwU
M3roTOBJIEHWMM OAEXKAbI (MaTepHan, LBET, KPoK) 1 NpeaMeToB
Me6IMPOBKU. He MeHbluee 3HaYeHMe MMEeN M KeCToHaMLLIMMI
KOHTPOJIb FM/IbAMM 3a COG/IOAEHMEM Y3aKOHEHHOIO NpaBu-
JlaMM CTaHZApTa B Ka4ecTBe U AeKope TKaHel. O4HOBPEMEHHO
y3Kaa npodeccroHasibHasa cneumanmsanms TEKCTUIbLLUKOB,
rNaBHbIMU M3 KOTOPbIX GbIIN: Npsixa, CHOBaTeJlb OCHOBBI,
pPUCOBaNbLUMK, TKa4, Er0 NOMOLLHMK, NOWMBbLLUMK — 3acTaB-
JIANIM KaXKJOoro M3 MacTepoB paboTaTtb B NpeAnncaHHbIX HOp-
MaTMBaMM paMKax.

JaHHoe sB/ieHWe BOBCE He 6bl/I0 HEFATMBHbIM, CKOpee
Ha060poT: TaK, ABa BapuMaHTa NPUHATOM B LieHTpanbHOM A3nm
LUMPUHbI NONIOTHULL, TKAHEM COOTBETCTBOBA/IM CTaHAAPTY MpU-
HATOro B LieHTpanbHOM A3uM Kpos CmaHuHb! TYHMKOO6Pa3HOM
ofexAbl B ogHy (npu wnpuHe TkaHu B 50—60cMm) mam ase
(cooTBeTCTBEHHO, 30—32 CM) MOoY4U. ITO NOJIOKEHME 6bINO
NPUHLMMNMA/IBHBIM, MOCKOJIbKY KOCTIOM HAace/IEHUA BCEX peru-
OHOB LieHTpasibHOM A3nmM 6bl1 DaKTUUYECKM UAEHTUYUHDIM,
cnepoBaTtesibHO, M NpuobpeTaemas TKaHb AOJIKHA 6bli1a
UMETb 0XXMAAEMYIO LUIMPUHY U HE BbI3bIBATb TPYAHOCTEMN NpU
wnTbe ofexabl. MocneaHee 6b1710 BaXKHO elle U NMoToMy,
YTO CyllecTBOBaBLIasA Ha BocToke TpaauMuus U3roToBEHMA
oAexAbl npeanosiarasa UCcnosb30BaHUE Lie/ibHbIX MOJIOTHMLL,
U [OMONHSAIOWMX UX 4—6 KMHBbEB, U KparHe HEOZ06PUTENIbHO
OTHOCMIACh K NPAKTUKE KPoA TKaHEM.

CKa3saHHOe BaKHO HE TOJIbKO A1 paccKasa O CTPYKTYPHbIX
0CO6EHHOCTAX UKamoB MaBepaHHaxpa, HO M A AEMOHCTpa-
LMK TOM HEBEPOSATHOM CWJ/Ibl NPEEMCTBEHHOCTMU B M3rOTOB/IEHWM
TEKCTUANA, KOTopas pacnpoCTPaHAETCS HE TOJIbKO Ha TEXHOJIO0-
TMI0, HO M — XOTS M B MEHbLLEN CTENEHM — Ha OPHAMEHTUKY
M LUBETOBYIO FAMMY Y30PHbIX TKaHEM pernoHa.

Ukambl B opexpae U 6biTy HaceNeHUs LeHTpasibHoasu-
aTtckoro Mexaypeubsa KoHua XVIII — Havana XX Beka. Cyas
Mo MMHMATIOPE M UCTOPUYECKUM CBELAEHUAM, Ha NPOTAXKEHMM
ToicayeneTms, ¢ VII-VIIl Beka, B KOCTIOMEe HaceneHns permoHa
JOMMHMPOBaIM OAHOTOHHbIE M MoJiocaTtble TKaHW. OAHaKo,
HauyuHas ¢ XIX ctoneTms, NoMcTUHe N06UMbIMU CTAHOBATCA
UKambl, CONEpHUYaBLUME B APKOCTU KPaCOK C MaKamu, THJib-
naHamu 1 MpMUCamM LiBETYLLMX BECEHHMX JiyroB MaBepaHHaxpa.
Pa3HouBeTHbIMW adpacamu, amsiacaMu U Wou yKpaluaam
OXOTHUYbM W MPOry/0YHbIE NaNaTKM, CTEHbI KOMHAT U KOH-
CKoe y6paHCTBO. M3 HUX e WuaM BEpX NOAYLIEK M MaTpacoB
[ANA CUAEHUA Ha MoJy, AeNanu NOoAKNAAKY AOPOrMX, BbILUMTbIX
LLIE/IKOM U 30/1I0THbIMU HUTAMM XanaToB, MOMOH U APYrMX
U3aenmn.

M Bce e rnaBHbIM NpeaHasHa4YeHMeM abpoBbIX Lie-
KOB 6blJI0 MX MCMOJIb30BAHME AJIS WKTbA ofdexabl. KocTioMbl
M3 TaKMX TKaHEeW HOCWMM B3POC/Ible U AETU, PEMEC/IEHHUKM
M KHA3bs, FOPOXKaHe, KUTEJIM CEIbCKOM MECTHOCTM M KOYeBble
o6uTatesm Benmkoro CtenHoro Kopuaopa, NpoTsAHYBLUErocs
oT Kutas go bankaH yepes Bcro EBpasuio.

MpHYMHBI TaKoM NONYASAPHOCTU BblIM HE TONIbKO B 3aBO-
paXkMBAIOLLEM KpacoTe 3TUX TKAaHEM M rpaHMYaLLen C mMarmen
C/IOXKHOCTU MX CO3JaHWs, HO TaKXKe B COOTBETCTBMM
UX AM3arHa 3cTeTUYECKoMy uaeany Boctoka, 1 B abCoOTHOM
a[leKBaTHOCTU KavecTBa M BUAA 6yXapCKMX M camapKaHa-
CKMX 6apXaToB W FaAKMX LUEJIKOB MECTHOMY TUMY OZAEXbl.
Ho npexze, YeM Ha apeHy UCTOPUM TEKCTM/IA BbILWIW UKAMbI,
KOCTIOM HacefieHMs MaBepaHHaxpa npoLues A0NrUM U COXK-
HbIM NyTb Pa3BUTUA.

3anagHas YacTb LleHTpanbHoM A3um npeacTaBaseT cobom
OFPOMHYI0 MYCTbIHHYIO PaBHWUHY, NEPECEKAEMYH0 MOLLHbIMM,
HO HEMHOIOYMC/IEHHBIMMA PEKAMU, U OTAENSAEMYIO OT HOKHBIX
cocezen Lensmu BbICOYaMLIMX rop. PacnonoxeHHble B J0/IU-
Hax peK M Y MoAHOXWA Fop 0a3nChbl LEHTPa/lbHOA3MaTCKOro
Mexaypeubs 6€33alMTHbI PaBHO M Nepej X00AHbIMU CeBep-
HbIMW BETPaMM, U NEpes NaisLmM JETHUM COJHUEM. B aeka-
6pe BoJa M 3em/s 34eCb 3aMeP3atoT M MOKPbIBAIOTCA CHETOM,
B MI0JI€ OHM BbIXKMIAIOTCA COJIHUEM, U HET 34ECh KU3HU
6e3 YyJOTBOPHOM NPECHOM (Ha MECTHbIX A3blKaX — CIAZKOM)
BOZbl. YTO6bI BbIXKMTb B SKCTPEMAJIbHBIX YC/IOBUAX, JIHOAM
JOJIKHbI BblIM CO34aTh oAy, KOTopas nomora 6bl MM Npu-
CMOCOGUTLCA K MOYTM HEBbIHOCMMbIM MEPEenajam Temneparyp.
M He NpocTo NpMUCMOCOBUTLCS, HO M BECTU aKTUBHYIO TPYZOBYIO
XW3Hb. HEBEPOATHO, HO OHM CMOF/IM 3TO cAenathb!

B ApeBHOCTM, KOTOpas HauYMHaETCA A/1A 3anajHoM YacTu
LleHTpanbHOM A3um B VII ThicAYeNeTMM 40 Hallen 3pbl, oaexaa
CEBEPHOM M H0XKHOM rpynn HaceneHus LieHTpasbHoM A3nmn
6bls1a BECbMa pas/IMYHOM. MPOTOTMM COBPEMEHHOIO KOCTIOMA
cchopMMpoBasICA B NEPBOM ThICAYENETUM A0 HaLLEN 3pbl B NPO-
Llecce C/IMAHUA TPaAULMIM ABYX OCHOBHbIX MIACTOB APEBHMX
MECTHbIX OBUTaTeNEN: 0CeAJIbIX 3EM/IEAEIbLER HOXKHOM 30HbI
W MOABMKHbBIX CKOTOBOZOB CEBEPHbIX CTene. PesybTat 6bin
CTOJIb XOPOLU, YTO KuTeNM LieHTpanbHOM A3uK, KEHLLUMHbI 0CO-
6EHHO, M CeroAHsa NMpoA0J/IKAT HOCUTb KOMdopTabesibHble
TPaAULUMOHHbIE OAEeXAbl, MAEa/IbHO aJEKBATHbIE MECTHbBIM
YCNOBUSAM M3HM. COCTaB KOCTIOMA MPaKTUYECKM OAMHAKOB
[15 BCEM TEPPUTOPUM PETMOHA: LWIMPOKas pybaxa, LUTAHWULIKK
W XanaT — BHE 3aBMCMMOCTM OT BO3pacTa, MoJia 1 CoLMasbHOro
NOJIOXKEHMSA MO/Ib30BaTEsA, TaKKE KaK U palioHa M3roTosJie-
HUs. B pe3ysibTate MHOrga TPYAHO OT/IMUMTb KEHCKYIO OAEKAY
OT MYKCKOM WM/IM ONPEefenTb MECTO MM BPEMS NMPOM3BOACTBA
oTAe/bHbIX NpeaMeToB. PasHKUa B OCHOBHOM HabtogaeTcs
B KayecTBe TKaHeW M YKpalleHMi, a TakkKe — BOT rae sipkue
oT/mumnal — B popmax M cocTaBe ro/10BHbIX Y6OpOB.

XoTA BpeMEHHbIE, PErnOoHasIbHbIE U M0J/10-BO3PACTHbIE
pasfiMuus B NIEYEBOM OJAEKAE OYEHb MaJlbl, OHWU BCE Ke
CYLLECTBYIOT, MPOCTO AN UX BbIABIEHWUS HY>HO pacCMOTPETb
KaXkaylo AeTasib Kposi, MaTepuasia U pacLBETKM M3AEeNUs.
Mpu TWaTe/IbHOM U3YYEHWUM TaKMUX JIEMEHTOB Mbl C YA0-
BOJIbCTBMEM OGHapY>KMBAEM JOCTaTOYHO MHOFO HEGO/IbLUMX,
HO OY€Hb BaXKHbIX OT/IMYMIA. MMEHHO AeTann OTKPbIBAlOT HaM
OKHO B M3bICKaHHbIM MUP KY/IbTypbl oAexabl BocToka, c ee
apXanKoM, /to60BbI0 K KOMOPTY M POCKOLUM, a TaKKe TOYHbIM
MOHWMMaHMEM BO3MOXKHOCTEM, KOTOPbIE AAIOT TKaHW PasHbiX
CTPYKTYp M MaTepuasios.

The specialization was not a drawback. On the contrary,
two variants of the accepted width of cloth in Central Asia
corresponded to the standard cut of local tunic-shaped
upper garments whose central part was made either of
one panel (with the fabric’s width 50—60 cm), or from two
panels (the cloth’s width 30—32 cm). This condition was
essential as the costumes in all regions of Central Asia were
virtually identical. Consequently, the fabric offered to the
customer was to have standard width so as not to cause dif-
ficulties in the process of producing garments. This was also
important because the existing tradition of making clothes
suggested the use of solid textile panels and 4—6 supple-
mentary gores, whereas the practice of cutting out fabrics
was not approved of.

These things are important not only because they give us
an idea about the visual peculiarities of Maverannahr ikats,
but also because they demonstrate the incredible continuity
characteristic of the manufacture of textiles. The continuity
applied to the technology and — to a lesser extent — to the
ornaments of ornamented fabrics of the region.

lkats in the Clothing and Everyday Life of the
Population of Central Asian Doab from the Late 18" to the
Early 20t Centuries. Miniature and historical sources allow
us to conclude that during a millennium, starting from the
7th—8t centuries, monochrome and striped fabrics were pre-
dominant in the costume of the population of Maverannahr.
However, beginning from the 19 century, ikat became a
favourite cloth, competing in their brightness with poppies,
tulips and irises growing in the Maverannahr valleys in spring.
Multi-coloured adras, atlas and shoi decorated hunting and
picnic tents, the walls of rooms and horse attire. They were
used for making covers for pillows and mattresses intended
for sitting on the floor, linings for expensive robes embroi-
dered with silk and gold, horse-cloths and other items.

However, the main purpose of abr silks was their use in
sewing costume. Clothes made from these fabrics were worn
by adults and children, craftsmen and princes, city dwellers,
rural residents and nomads dwelling in the Great Steppe
Corridor that stretched from China to the Balkans across
Eurasia.

The reason for such popularity was not only the fascinat-
ing beauty of the fabrics and the close to magic complexity
of their creation, but also the correspondence of their design
to the aesthetic ideal of the East. The quality and beauty
of the Bukhara and Samarqgand velvets and plain silks were
in complete harmony with local type of clothing. But before
the ikats made their appearance on the arena of the his-
tory of textile, the costume worn by the people inhabiting
Maverannahr had to take a long and complicated course of
formation and development.

The western part of Central Asia is an enormous deserted
plain crossed by a few powerful rivers, and separated from
its southern neighbours by high mountain chains. The oases
of Maverannahr located in the river valleys and at the feet of
the mountains are equally unable to protect themselves from
cold northern winds and from the scorching sun in summer.
In December the earth and the rivers are frozen and covered
with snow; in July the ground is burned by sunlight. Without
fresh water (“sweet water” in local languages) life would
cease in the region. To survive in extreme conditions and to
lead an active life, the people had to make clothes which
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could help them adapt to almost intolerable drops and rises
in temperatures, and they had succeeded.

In antiquity, which begins for the western part of Central
Asia in the 7" millennium BC, the clothes worn by the north-
ern and southern groups of the population of Central Asia
were very different. The prototype of modern costume
was established in the 1t millennium BC during the process
that blended two traditions typical of the two major popu-
lation groups inhabiting the region: farmers of the South
and nomadic herdsmen of the northern steppes. The result
was so good that the people, who live there, particularly
women, wear comfortable traditional clothes these days,
which are perfect for the local living conditions. The cos-
tume has a fixed set of items across the region: regardless of
age, gender or social status of the user, and the area where
it is made. It includes a wide shirt, trousers, and a robe.
As a result, it is sometimes difficult to distinguish women’s
garments from men’s, or to determine the place or time
where each item was manufactured. Differences are gener-
ally found in the quality of fabrics and in the decorations,
but it is in the head-dresses that the most striking varieties
can be spotted.

Although regional, gender, age and time differences in
the clothes are very small, they nevertheless exist; to spot
them one has to study each detail, the type of fabric and
the colour of the item. A closer look will reveal a number of
small, but significant differences. It is details that provide us
with a window on the exquisite culture represented by the
world of Eastern clothing: its archaism, its love of comfort
and splendour, and the precise recognition of the opportuni-
ties provided by textiles with different structure and fibre.

The manner to use different types of abr fabrics accepted
in Maverannahr serves as an excellent example of the dif-
ferentiation, although it is not always obvious to a European.
Thus the origin of the rule prohibiting men to wear clothes
from pure silk shoi (kanaus) is unclear. There is an explana-
tion relating the tradition to a religious prohibition, but it is
more recent and rather far-fetched, especially in view of the
fact that the pure silk Hisar alocha was used as a material
for ceremonial men’s gowns.

Another similar restriction applies to velvet ikats, which
were also recommended only for sewing children’s robes and
women’s kaltacha camisoles, although there are descriptions
of men’s bakhmal robes embroidered with gold threads in
the article by R. Rahimov published in the present catalogue.
Plain shining semi-silk atlases were fabrics of choice in mak-
ing shirt-dresses worn by the women of the Ferghana Valley
and by northern nomads, primarily the Kazakhs. The smooth,
iridescent semi-silk atlas was also a priority for manufac-
turing women'’s shirt-dresses, especially among the women
of the Ferghana Valley and northern nomads, primarily the
Kazakhs. The only abr fabric which did not have any limita-
tions in its use was the semi-silk adras, the most favourite
and most highly valued textile in the country, favoured by all
classes and social groups, which was also the most expensive
due to certain peculiarities in its manufacture.

Apart from the use of particular type of fabric, another
restriction relating to the use of ikats referred to the choice
of dominant colours. These rules were not difficult to follow:
bright shades were traditionally intended for young people,
red being the colour recommended for young girls and chil-
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MpuHATaa B MaBepaHHaxpe MaHepa UCMoJib30BaHUSA pas-
HbIX TUMOB a6POBbIX TKAHEM C/IY}KMT NMPEKPACHbIM NMPUMEPOM
Takon auddepeHumaumm, XoTs 1 He Bcerga 06bACHUMOM
C TOYKM 3peHus eBponenua. TaK, HEACHbIM NpeaCcTaBseTcA
NPOUCXOXKJEHME 3anpeTa Ha HOLIEHUE MYXKUYMHAMM OfEXK bl
M3 YMCTOro LWesKa-wou (KaHayca). CyulecTByeT cBA3aHHOE
C peUrMo3HbIM 3arNpeToM 06 bACHEHWE 3TOM TPaaMLUMM,
HO OHO NPeACTaBNAETCA NMO3AHUM M HaJyMaHHbIM, OCOGEHHO
B CBETE TOr0, YTO rMCCApCKas YMUCTO LUEJIKOBas as104a npu-
MEHSA1aCb KaK MaTepuas HapsAAHbIX MYXCKUX XanaToB byxap-
CKOM 3HaTH.
BTopoe aHasnorn4Hoe orpaHuyeHue Kacaetcs 6apxat-
HbIX UKAQmMOB, KOTOPbIE TaKXXe PEKOMEHA0BAIMCh TOJIbKO
NS LWKNTbA AETCKUX XaNaTUKOB M JKEHCKMUX MPUTAIEHHBIX Kam-
30J10B-KA/IMA4a, XOTS HaM M3BECTHbI BbILUWUTbIE 30/10THBIMM
HUTAMM 6apxaTHble XanaTbl, ONMcaHHble B cTaTbe P. PaxumoBa
JaHHoro Katasiora. [agkve nepenvBatoLmMecs NosyLIeKoBble
amJiacobl TakXe 6blIM NPUOPUTETHBIMM A1 U3rOTOB/IEHMSA
JKEHCKMX NNaTbeB-py6ax, 0CO6EHHO Y KMUTENbHUL DepraHCcKoM
J0JIMHBI U 'y CEBEPHbIX KOYEBHMKOB, B MEPBYI0 04Epeb Kasa-
XOB. EAMHCTBEHHOM HEe MMetoLLEeN OrpaHMYeHU B UCNOJIb30-
BaHUM a6POBOM TKaHbIO Gbl1 MOAYLLENKOBbIM adpac, CamMbli
JIIO6MMbIM U BbICOKO LIEHMMbIM BCEMM KJACCamu M Fpynnamu
HaceNeHUs TEKCTUIbHBIM MaTepUasn CTpaHbl U, HYXKHO CKa-
3aTb, M CaMbli JOPOroM, M3-3a HEKOTOPbIX 0CO6EHHOCTEMN
€ro U3roToBJ/IEHMA.
lMoMmMo MaTepuana, elle ofHa persiameHTauus B Npu-
MEHEHMU UKAmMOB Kacanacb JOMUHUPYIOLLMX LIBETOB TKAHEM.
MpaBuia 31 bl HECNOXKHBIMU: SAPKUE LBeTa 6bln Tpaau-
LIMOHHBbIMW A1A MOJIOAENKM, NMPUYEM KPaCHbIM cUMTANCS LiBe-
TOM ZAEBYLUEK M AeTeN. M3BECTHbIE U3 UCTOPUM UCKIIIOYEHUA
paccMaTpuUBa/IMCb KaK Kypbe3sbl; OAMH TaKOM Cayvan 6bin
pacckasaH Xogxorn CamMaHZapoM TepMM3M O KapLUMHCKOM
cyabe XVII BeKa, KOTopbii «HageB Ha cebsa ofexay asoro
LBeTa M 06MOTAB roJIOBY LUEJIKOBOM Ya/IMOM, Hapsauacs
Hanozo6Me peaKoM KpacaBuLbl»24,
C BO3pacTOM KaK MY}KUMHbI, TaK M }KEHLLMHbI NEPEXOANIIN
K 60/1e€ TEMHOM M CMOKOMHOM raMMe, XOTSA HY>KHO OTMETUTb,
4YTO B HEKOTOPbIX PaMOHAX B LE/IOM CYLIECTBOBAJIO TArOTEHME
K 3e/ieHbIM (Xope3Mm) nau duronetoBbiM (OepraHa) ToHaM.
Mkambl MaBepaHHaxpa XIX — Hayana XX Beka B co6pa-
HUM MAD PAH. B MAS PAH xpaHWTCA CEMb KONEKUMI UKa-
moB XIX — Ha4ana XX BeKa, HacuuTbiBatowmx 520 eanHuL,
XPaHEeHUs U pa3feieHHbIM HA CEMb FPynMn B COOTBETCTBMM
C MaTepuasiom:
= Ne2916, wou, coctonT 13 48 06pasLoB
(kaT. No2916-14 1 2916-23);

= Ne2917, anoya, coctomT 13 129 o6pasLioB
(kaT. Ne2917-47 1 2917-103);

- No2918, 6apxatbl, 106 06pa3LoB
(kaT. Ne2918-12, 30, 51 1 2918-54);

- Ne2920, amsac, 40 o6pa3LoB
(kaT. N22920-22 1 2920-32);

= Ne2919, 2935 u 2936, adpacbl, cogep:«ar,
COOTBETCTBEHHO, 66, 21 1 101 obpaseL
(kaT. No2935-4, 101).

MepeaaHHble B My3er M3 KnagoBbix 3MMHero JBsopua
B 1924 rogy, BCe OHM COCTaBJIAIOT YacTb AAapOB nocses-
HUX GYyXapCKMX 3MUPOB ceMbe PoMaHOBbIX M, HECOMHEHHO,
NPeACTaBAAIT CO60M Nyylune 06pasLbl PaboT pasHbiX Les-
KOTKaLKMX LLEHTPOB 3MMpaTa, B nNepByto ovepeab byxapsbl,

24 P.T. MykmuHoBa, «KocTioM HapozoB CpeaHeit A3um No NMCbMEHHbIM UCTO4HWKaM XVI B.», Kocmiom Hapodos
CpedHetli A3uu. Mcmopuko-3mHozpaguyeckue o4epku (Mockea, 1979), c. 76.

2 MNepBble 3aperMcTpUpoBaHHbIe CMIMCKaMU M NePeaToHHbIMU OMMCAMM flapbl IMUPOB GYXapCKMUX OTHOCATCA

K 1857 rogy (¢. 472, on. 18, 8. 7, n. 119); TKaHW Cpeam HUX He yKasaHbl. Cneaytolme NoAHOLWEHUA NOCTYNUAN

B 31MHMI [lBopel B 1869 roay v 6bim NpeacTaBieHbl Ha BbicTaBke NoAapKoB 3mMupa 6yxapcKoro (6b11M MpUBE3eHb!
CbIHOM 3Mupa, Ceitng A64 an-datTaxom (¢. 469, on. 8, 9. 2527); B ONMCH TKaHW Ha3BaHbl 6€3 yKasaHWa Yncna

1 BUAA Kyckos. MoaHowweHuA K KopoHaumam Anekcangpa Il u Hukonas I, BUAMMO, Gblan ocTaBneHbl B MOCKBe M ne-
peAaHbl B OpyxeiHyto KnaZioByto, No3TOMY CBEAIEHMI O HUX B CaHKT-NETepBYPrckmMx apxmBax HeT. M3 no3gHemwmnx
nocTynieHui Haubonee Noapo6Ho onucaHbl Aapbl 1906 1 1910 roga. MpuBeaeHHble B ciuckax Lydpbl 3a 1910 rog
JatoT 6m3koe K 1500 umcno (. 487, on. 8, 9. 6516, an. 13, 15, 20—21). YacTb NepeyncieHHbIX TKaHeM Bbina
nepesjaHa B bosbLIoi Liapckocenbckuit Jopell, CyabGa oCTaslbHbIX HE ACHA; MO BCeW BMAMMOCTM, OHM OCTa/uCh

B 3MMHeM ABOpLE, M UMEHHO U3 MX Yncna KyHcTkamepa noayumna B 1924 roay 520 eAMHML, XpaHEHUs.

CamapkaHga, Kapwwu, MaprenaHa u N'mccapa. Hecmotps
Ha JOCTaTOYHO MO3AHME roAbl nNpenogHeceHua (npea-
nonoxmtenbHo, 1906 1 1910)%, BxoaAwme B cobpaHue
NoJI0THA OTHOCATCA K pa3HbiM NepuoAamM NpoM3BOACTBA.
MpeAnonoXKnTEIbHO, HEKOTOPBIE M3 HUX — K NMEPBOM M0JI0-
BMHe XIX BeKka (kam. 1, 7 v gpyrue). CKka3aHHOe He NpOTMBO-
pPEeYMT CyLLeCTBOBABILUMM PeaJIMAM, NMOCKOJIbKY Mbl 3HAEM,
4YTO KN1aAoBble ByxapcKoro ApKa AecATUAETUAMMU XPaHMAN
nepejasaemMble TyJa U3AeNUA, KOTOpble€ paHO MM NO34HO
MCMOJIb30Ba/IMCb HA HYXX/bl JBOPA, B TOM YMCJ/IE U HA BbICO-
Yaiwue nogHowweHns. COOTBETCTBEHHO, B YMC/I0 AapoB benbim
Llapsam BnosHe Mor/ivM BOMTU pasHOBPEMEHHbIE MO JaTam
M3rotoBNeHMA Belwn. bonbluaa YacTb KOMNEKLUN, OJHAKO,
COAEPIKUT 6/IM3KME K rojam NOAHOLIEHWUM 06pasLbl, aTUPY-
eMble KOHLOM XIX — HayasioM XX BeKa.

Pa3Hoo6pasne npeAcTaB/ieHHbIX PUCYHKOB M pacLBeTOK
HEBEPOATHO: NPaKTUYECKM HM OAMH M3 OPHAMEHTOB HE MOBTO-
pAeTca, eciu Aaxe 3TO NMPOMCXOAMT, TO MAEHTMUYHbIE Y30Pbl
MMeIoT pasHylo LBeToBylo rammy. lNepep cospgarenamu
BbICTaBKM, COOTBETCTBEHHO, CTOS/Ia KpaiHe C/I0KHas 3ajava:
u3 520 BxoAALWMX B cO6paHMe HOMEPOB BbiGpaTb 12 TKaHeM,
KOTOpble NepeK/IMKaIUCh 6bl C BKNOYEHHBIMM B IKCMO3MLMIO
YKMBOMMCHbIMKU MOJIOTHAMMU, U elle 12 — anA conpoBoXAe-
HMA MCTOPMYECKMX KOCTIOMOB. Peluas Bonpoc Bbibopa, Mbl
CTPEMMIUCb BBECTU B IKCMO3ULMIO KaK M3BECTHbIE NyO/INKe,
TaK M COBEpPLUEHHO HOBble A8 ayAUTOPMM 06pasLibl, U MPo-
JE€MOHCTPMPOBaTh MpW 3TOM pa3Hoobpasue AeKopa, TeXHUK,
MecTa W BpeMeHW npoun3sBogcTBa. Oco60ro BHUMaHMA Ha 3ToM
BbICTaBKE PapMTETOB 3aC/ly>KMBAIOT MOJIOTHA FMCCapCKOM
YMCTO LIEIKOBOM a/1a4u/ asio4u®, npakTMYECKM He M3BECTHOM
Jaxe crneupasmcTaM no Teme, U nopasmeLUEN HAC CBOMMM
HEBEPOATHbIMMU TEXHMKAMM U3rOTOBJIEHUA M aBaHrapAHbIMU
pacuBeTKamu (kam. 3—4, makxxe 06/10KKa).

Cpeau yaAMBUTENbHBIX OCOBEHHOCTM Xxocazuu ayp-
MOHU — TaK ee Ha3biBaloT B Kapatare, 0CHOBHOM MecTe npo-
U3BOACTBA MMCCAPCKOM as1a4u B KoHue XIX Beka — npuem
coyeTaHMA OCHYBHOIO M YTOYHOrO UKama, BbINOJHEHHOIO
Ha OCHOBE NPOCTOro MPAAMOro nepenjieTeHmsa B TEXHMKE
Kusauma c 3ayenom (usa. 14; kam. 3). HATb yTKa npu
STOM BO3BpaLLaeTCA OT TOYKM 3aLena K KpoMKe 6e3 M3me-
HEHWA CTBOPa OCHOBbI, 06pa30BbIBasA MapHbIE MPOroHbI U,
TEM caMbIM, co34aBas Kaaccuyeckui penc. Kapatarckue
MacTepa HasblBaloT TaKoM MpMeM nNymaapooH («BO3BpalLato-
LMMCA YTOK»), YTO aBCO/IIOTHO COOTBETCTBYET OMUCAHHOMY
cnocoby TKayecTsa.

Ecan B BbINONIHEHHOM B TEXHWKE NymaapdoH obpa3sLe
(kam. 3) pUCYHOK MpeacTaBaseT Co60M KNETKM, B KaxoM
M3 KOTOPOM LIBET OCHOBbI M YTKA COBMaZAtoT, TO B TKaHAX
C APYrMMU PUCYHKaMWU OAMHAKOBO OKpaLLEHHbIE YTKM U OCHOBbI
paboTaloT B pa3sHbiX d/eMeHTax y30pa, co3jaBas AoMNO0JHU-
Te/bHbIM LBeToBOM 3chdeKT (us1. 15). Takoi BapMaHT ukama
Ha3blBaeTCA OCHYBHO-YTOYHbIM, M A HE BCTPEYasa ero onwu-
CaHMA B M3BECTHbIX MHE CreLMasibHbIX paboTax Mo TKave-
cTBy. M3 Apyrux XapakTePUCTUK MOXHO OTMETUTb CPEeAHIO
NJIOTHOCTb MMCCApCKOM as104u (0Ko/10 40 KOHLOB MO OCHOBE
Ha 20 napHbIX YTKOB Ha CaHTMMETP), a TaKKe HEBO/bLLYIO
LWUMPUHY NoA0THMLY, (30—32CM), 4YTO COOTBETCTBYET Napame-
TpaMm, XapaKTepHbIM AR Hanbosiee paHHUX 06pasLoB LieH-
TpasibHOA3MaTCKUX TKaHeM?.

3TU U ApYrue CTPYKTYPHblE U OPHaMEHTasIbHble 0CO-
6EHHOCTHN X0ca2uu aypMOHU MO3BOJIAIT NPEAMNO/IOXKUTD,
2 TepMWH asio4a/ anaqa noBCEMECTHO UCMO/b3yeTcs B Y36eKkucTaHe AnA 0603Ha4eHUs no-
NYWEeNKOBbIX UM YACTO X/I0MKOBbIX TKaHe. I'wccapCKaa YUCTO WEeNKOoBasA asio4a ABNAeTca
UCK/IOYEHUEM. ynoTpe6neHMe OZIHOrO M TOrO e TepMuHa Ana 0603HaYeHnsA pa3HbIX
TKaHeln u HaOGODOT, pa3HbIX TEPMUHOB 4/1A 0603HaYeHnA OZIHOrO 1 TOro Xe nepenneTeHua,
martepuana, ysopa — ABneHMe JOCTaTOYHO YacToe. Mbl He 6y,qu paccmaTtpuBaTh NPUYMHDBI
(eHOMeHa — OHM CYLLIECTBYIOT — CKaXEeM JIULLb, YTO, HECMOTPA Ha MHeHWe C. MaxKamoBoi
(«K ncTopum TkauecTsa B CpeHelt Asum», XydoxecmseHHas Kyabmypa CpedHel Asuu
IX—XIIl sexos (TawkeHT, 1983), cc. 69—88, 72), yeTkaa AddepeHLMauma TepMuHa asiaqa
TaK M He npousolwna, 1 B 1958 rogy B Mccape, Bo Bpems pa6oTbl Tam H. H. EplioBa, asayoit

(Ta/pK. a/104a) Ha3blBa/IM KaK MOYLIENKOBYIO, TaK WU YMCTO LENKOBYIO MECTHYIO TKaHb (EpLIOB,
op. cit., c. 59—64), onucaHHyI0 B KOANEKLMU N:75917 13 CoBpaH
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dren. Exceptions known from history were seen as curiosi-
ties: an instance of this was recounted by Khoja Samandar
Termizi: in the 17* century, a Qarshi judge “put on clothes
of scarlet and wound a silk turban around his head, dressing
up like a rare beauty”?.
With age, both men and women tended towards wearing
darker and calmer colours, although it should be noted that
in some regions there was a general preference for green
(Khorezm) or purple (Ferghana) colours.
Maverannahr lkats of the 19""—Early 20th Centuries in
the Kunstkamera Collections. The Kunstkamera has seven
collections of ikats of the 19t—early 20t centuries, arranged
in groups by their material, and comprising a total number
of 520 items:
- No. 2916, shoi, consists of 48 items (catalogue
No. 2916-14 and 2916-23);

= No. 2917, alocha, consists of 129 items (catalogue
No. 2917-47 and 2917-103);

- No. 2918, velvet, contains 106 items (catalogue
No. 2918-51 and 2918-62);

= No. 2920, satin, contains 40 items (catalogue
No. 2920-22 and 2920-32);

= Nos. 2919, 2935 and 2936, adras, contains, respec-
tively, 66, 21 and 101 items (catalogue
Nos. 2935-4, 2936-101).

Given to the museum from the Storerooms of the Winter
Palace in 1924, they are part of the gifts of the last Bukhara
emirs, and undoubtedly represent the best specimens of
work by various silk-weaving centres of the Emirate, primari-
ly Bukhara, Samargand, Qarshi, Marghelan and Hisar. Despite
the relatively late years of presentation (presumably 1906
and 1910)%, the cloths in the collection come from differ-
ent periods of manufacture. Presumably, some of them date
from the first half of the 19t century (cat. 1, 7, etc.). This
does not contradict the existing realities, as we know that
the stores of the Bukhara Ark kept items presented there for
decades. Sooner or later they were used for the needs of the
court, including for important royal gifts. Accordingly, the
representations to the White Tsars could well have included
items of different dates. Most of the collection, however,
contains specimens which are closer to the years they were
gifted, dating from the late 19*" and early 20* centuries.

The diversity of patterns and colouring is incredible: virtu-
ally none of the ornamental designs are repeated, and even if
this happens, then identical patterns have a different colour
spectrum. However, the organisers of the exhibition faced an
extremely difficult task: to select 12 cloths from the 520 in
the collection which would be in a similar vein with the paint-
ings included in the exhibition, and another 12 to accompany
the historical costumes. Faced with a different choice, we
tried to show the items that were well-known to the public
and, those completely new to them, and, also, to demon-
strate the diversity of their decor, technique, place and time
of their manufacture. Particular attention at this exhibition
of rarities is given to specimens of Hisar pure silk alacha?,
which are practically unknown even to specialists, and which
amaze us with their unbelievable techniques of manufacture
and avant-garde colours (cat. 3—4, also the cover).

Among the amazing features of the khosagii aurmoni (or
obardor) — as it is named in Qaratag, the main place of
manufacture of this fabric at the end of the 19*" century —

24 R. G. Mukminova, “The costume of peoples of Central Asia according to written sources of the 16" century”,
Costume of the Peoples of Central Asia. Historical-Ethnographical Sketches (Moscow, 1979), p. 76.

2 The first gifts of the emirs of Bukhara registered by lists and inventories date back to 1857 (fund 472, descr. 18,
file 7, fol. 119); textiles are not indicated among them. The next presentations arrived at the Winter Place in

1869 and were displayed at the Exhibition of gifts from the emir of Bukhara (they were brought by the emir’s son,
Seyyid Abd al-Fattah; fund 469, descr. 8, file 2527); the fabrics are without indication of their number or type.
Gifts brought to the coronations ceremonies of Alexander Il and Nicholas II, evidently, were left in Moscow and
handed over to the Armoury, as | found no information about them in the St. Petersburg archives. Of the items
received later, the gifts of 1906 and 1910 are described in detail. The figures provided in the lists for 1910 mention
approx. 1, 500 textlles (fund 487, desc 8, ﬁle 6516, fols. 13, 15, 20—21). Some of the cloths listed were sent to the
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XVIII-XX 88. (Mocksa, 1995), c. 35.

)res8 04 unclear; evidently, they remained at the Winter Palace, and it

the method of combining the warp and weft ikat, made on a
basis of plain weave structure in the interlocking weft tech-
nique (fig. 14; cat. 3). The thread of the weft returns from
the lock to the side without changing the shed, thus creating
a classic reps. The Qaratag craftsmen call this method put-
gardon (“the returning weft”) which completely corresponds
to the described manner of weaving.

If in the above-mentioned specimen performed in the
putgardon technique (cat. 3), the pattern is checked, and
in each of the checks the colours of the warp and weft coin-
cides, then in other items identically dyed wefts and warps
work in different parts of a more complicated pattern, creat-
ing an additional colour effect (fig. 15). One can also note
the average density of the Hisar alocha (around 40 warp ends
to 20 paired wefts per cm), and also the small width of the
panels (30—32 cm), which corresponds to the parameters
characteristic for the earliest specimens of Central Asian
cloths?.

These and other structural and design peculiarities of
the khosagii aurmoni make it possible to conjecture that
the techniques used by the local craftsmen preserved the
old Central Asian methods of weaving. This is confirmed by
the historical information provided in the brilliant work by
N. N. Ershov “Qaratag and Its Crafts”?. According to Ershov’s
information, the Tajik population of Hisar came to the oasis
from Samargand around 350 years ago. It is more than like-
ly that there were also weavers among the settlers, who
brought to new territories the weaving skills that had been
traditional in Samargand. If one accepts this theory as cor-
rect, then the Hisar ikat provides us with a marginal variant
of the abr weaving lost by the other textile centres in its
most traditional variant for the region, which we can quite
probably call archaic.

It should also be added that the Hisar silk alocha was
valued very highly in Bukhara, and until the 1880s the entire
volume of produce made in Qaratag went to the Emirate
treasury as tax. As mentioned above, the alocha, different
to other pure silk cloths, was mainly used for making men’s
ceremonial robes.

Unlike the stylistically and technically unified group of
alocha cloths, the collection of other pure silk cloths of plain
weaving, shoi (often called kanaus), represent different time
and territorial groups. The earliest specimens included in the
catalogue are evidently two panels. One of them, presum-
ably of Samargand design, has a thick texture of compara-
tively low density (66 warps to 44 wefts per centimetre) and
an eight-colour pattern in the form of interlocking 4—leafed
and 8—pointed rosettes (cat. 2), the lush colour of which
gains additional charm owing to the subtle purple shade,
added to the blue colour by the red weft which can be seen
slightly though the warp (fig. 16).

The second cloth, also a haftrang, evidently of Bukhara
work, is made with other structural parameters and is char-
acterised by a completely different artistic style (cat. 1).
Historical sources allow us to attribute its decor as belonging
to the group of designs which were brought to Samarqand
and Bukhara by the Fors (Iranians) in the second half of the
18t century and which were frequently used in abr cloths of
various kinds. The specimen is distinguished by the incred-
ible beauty of colour (fig. 17) and also by the incredibly high

2 The term alocha/alacha is used everywhere in Uzbekistan to describe semi-silk or
pure cotton fabrics. The Hisar alocha is an exception. The use of the same term to

material and pattern, is quite common in Central Asia. We shall not examine the
reasons for a phenomenon — they do exist — but shall merely observe that despite the

Culture of Central Asia in the 9"—13™ Centuries (Tashkent, 1983), p. 72),

a clear differentiation of the term alacha has never taken place, and in Hisar in 1958,
as N. N. Ershov observed, alacha (Tajik alocha) was applied both to semi-silk and to
pure silk local fabrics (Ershov, op. cit., pp. 59—64), described in collection No. 2917
of the Kunstkamera collection.

27 M. B. Myasina, Decorative and Applied Art of Central Asia and Kazakhstan of the
17"—20" Centuries (Moscow, 1995), p. 35. 2 Ershov, op. cit.

describe different fabrics, and vice versa, various terms to describe the same structure,

opinion held by S. Mahkamova (“On the history of weaving in Central Asia”, The Artistic
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YTO MCNO/Ib3yEMble MECTHbIMM MacTepaMM TEXHUKMU CoxXpa-
HWAW CTapUHHbIE LIEHTpasibHoa3MaTCKMe MpUEMbI TKa4eCcTBa.
MocnesgHee BNonHe NOATBEPXAAETCA UCTOPUYECKUMM CBEZle-
HUAMM, NPUBEAEHHBIMU B 6aecTsAwen paboTte H. H. EpoBa
«Kaparar 1 ero pemecna»%. B cooTBeTCTBUM C AaHHbIMM
EpwoBa, TagxuMKCKoe HaceneHue M'nccapa NpuLIao B 0asmc
okono 350 net Ha3zag n3 CamapkaHga. bonee yem Bepo-
ATHO, YTO CpeAM nepecesieHUeB 6blIM U TKaYM, NMpUHECLIME
Ha HOBble TEPPUTOPUM TPaAMLMOHHbIE Ana CaMapKaHAaa
HaBbIKM TKavecTBa. ECin npuHATL Takoe npesnosoxeHue
3a BEPHOE, TO F’MCCapCKMe UKambl NPeACTaBAAT HaM yTpa-
YEHHbIM APYrMMM TEKCTU/IbHBIMM LIEHTpamm MaBepaHHaxpa
MapruHasibHblii BapuMaHT a6poBoro (HamoMHIO, YTO 34€eCb ero
HasblBaloT aypMOHU UM 06apdop) TKavecTBa B €ro Hambosiee
TPaAMLUMOHHOM JJ/15 PEFMOHa BapuaHTe, KOTOPbIM Mbl BMOJIHE
MOXeM Ha3BaTb apXaMyeCcK1M.

Wnn. / Fig. 15ab

Cnepyert Takxe A06aBWUTb, YTO rMCCapcKas LueKoBas
as104a 04eHb BbICOKO LieHMnack B byxape, 1 Bniotb 4o 1880-x
rofoB BeCb 06bEM BbllycKaeMoi B Kapartare npogyKumm
noctynan B BUAE Hanora B KasHy amupaTta. Kak yxe rosopu-
JIOCb Bbllle, /1044, B OT/IMYME OT [PYrMX YMCTO LUESIKOBbIX
TKaHeM, MCNoJib30Basiach NMPEUMYLLECTBEHHO A/l U3rOTOB/e-
HUS HapAZHbIX MYXCKMX XanatoB 6yXapCcKoM 3HaTH.

B oT/IM4YME OT CTUIMCTUYECKU U TEXHUYECKU €ANHOM
rpynmbl TKAHEM a104U, KOMNEKUMA APYIMX YUCTO LIESIKOBBIX
TKaHeM NpocToro NpsIMOro NepenieTeluns Wou (KaHayc) npes-
CTaB/IeT pa3Hble BPEMEHHbIE U TEPPUTOPUAJIbHBIE FPYNMbl.
Hanbonee paHHUMM M3 BKAKOYEHHBIX B KaTasor o6pasuamm
ABNAIOTCA, BUAMMO, ABe TKaHW. OfHa 13 HMX, NPEANOJIOKM-
Te/IbHO, CaMapKaHACKOM paboTbl, UMEET JOCTAaTOYHO TOJICTYHO
daKTypy Npy1 CpaBHUTENILHO HEBbICOKOM MJIOTHOCTH (66 OCHOB
Ha 44 YyTKOB B CAHTUMETPE) U BOCbMULBETHbIM (Xagmpara)
PUCYHOK B BMAE BXOAALWMX APYr B Apyra 4-TMCTHUKOB U 8-Ko-
HeYHbIX pO3eToK (Kam. 2), POCKOLIHaA pacuBeTKa KOTOPOro
roJlyyaeT AoMoJIHUTEIbHOE OYapoBaHMe 61aroJaps TOHYaM-
LemMy nypnypHOMY OTTEHKY, MPUAaBaeMOMYy CMHEMY LIBETY
CJ/lerka NpocBeYMnBaloLLMM Yepe3 OCHOBY YTKOM KpPacHOro
useta (usasa. 16).

BTopas TKaHb, Takxe xagmpaHz, No BCel BUAUMOCTH,
6yxapCcKoM paboTbl, BbINOJIHEHA B APYrMX CTPYKTYPHbIX
napameTpax U COBEPLUEHHO MHOM XYZAOXECTBEHHOM CTM/E
(kam. 1). Cyaa no UCTOPUYECKMM CBELEHUAM, €€ AeKop
OTHOCMTCS K TOM rpynne pUCYHKOB, KOTOPble Gbliv MPUHECEHDI

28 EpLios, op. Cit.

¢opcammn (MpaHuamu) B CamapkaHg 1 byxapy Bo BTopo# nosio-
BuHe XVIII Beka 13 MepBa, 1 MCNO/Ib30Ba/IMCb B a6pOBbIX
TKaHAX pa3HbIX BUAOB BECbMa YacTo. O4HAKO JaHHbIM o6pasel
OTJIM4AEeTCS HEBEPOSTHOM KpacoTbl pacuBeTKon (usia. 17)
U CTOJIb K€ HEBEPOATHOM TOHKOCTbIO paboThbl, YTO CTaBUT
€ro B OAWH pAj C BENMYaMILMMM LEAEBPaMM UCKYCCTBA TKa-
YyecTBa.

Jpyr1Mm, 6onee no3gHMM 06pasLiOM MHOTOLBETHBIX M CIOXK-
HbIX MO AEKOpY 6yXapCKMX Wou ABNAETCA BKIIOYEHHOE B IKC-
no3uuMio NoIoTHULWE KoHua XIX — Havana XX BeKa, (usi. 4).
PUCYHOK TKaHW BOCXOAMT K COFAMMCKMM NPOTOTUNAM, a TEX-
HMYECKME 0COBEHHOCTM, BKJIHOHas TOHYAMLLYIO 3aJ€/IKy 6OKO-
BOM KPOMKM (Usi/1. 18), XapaKTepHbl A1 JIy4YLIMX GYXapCKMX
o6pasuos XIX — Havana XX BeKa.

M coBepLUEHHO MHOM XapaKTep AeKopa MMEET Wou C Yy30-
pOM B BUE HEMPaBMJIbHbIX OBAJIOB 3€/IEHOMO LBETa, C 6101

Wnn. / Figs. 16ab

OKaHTOBKOM, Ha (proneToBoM doHe (us. 19). Ecnm Bcnom-
HUTb CaMbIM PaHHMM U3 U3BECTHBIX HaM X/I0N4aTOBYMaKHbIM
LleHTpasibHoa3MaTCK1M ukam u3 Tepmesa, C ero NpocTbiM
OpHaMEHTOM B BM/€ MEJIKMX OBaJIOB-3EPHbILLEK, TO, OCTAaBUB
3a CKO6KaMM TEXHMYECKOE COBEPLUEHCTBO pacCMaTp1BaeMoM
TKaHW, Mbl MOXXEM FOBOPUTb 06 O6LLHOCTM CO3AaBLUMX 06a
3TUX PUCYHKa TpaguLMM.

B uesoM, paccmatpuBas KoMEKLMIO Wwou B cobpaHmn MAJ,
MOHO OTMETUTb HE TOJIbKO MX AEKOPATMBHBIE M CTPYKTYpPHbIE
OT/INYMA, HO M ONpeseneHHoe eAMHCTBO NOCAEAHUX, 0COBEHHO
TaKMX NPaAKTUYECKU MAEHTMUYHDBIX NapaMeTPOB KakK BMZ OCHOBbI
(noBceMecTHO Z1) M yTKa (NpPenMyLLEeCTBEHHO Z2S), TUN
3a/e/IKM 60KOBOM KPOMKM, LUMPUHY MONOTHMLY (Konebnetcs
B npeaenax 45,5—48,2cm). Bce 310 roBopuT 06 06LHOCTH
UCTOPUYECKMUX KOpPHEM wou MaBepaHHaxpa 1 0 AOCTaTO4HO
Nno3gHeM BPEMEHM BOCMPUATUA TEXHUKM TKayamm CamapKaHza
1 byxapbl. B cBeTe cKa3aHHOro npeAcTaBaseTca NpaBU/IbHbIM
CYLLECTBYIOLLEE MHEHWE, YTO TPAAMLMA CO3AAHMSA STUX TKAHEN
6blna 1M6o npuHeceHa B MaBepaHHaxp B XVIII Beke mepB-
CKMMM hopcamu, 60 BO3POXKAEHA C UX MOMOLLbHO.

UKambl TpeTben rpynmbl BKAOYEHHbIX B SKCMO3ULMIO TKa-
HeM TaKxKe, Mo BCeM BEPOATHOCTU, He ABNAOTCA UCKOHHOM
Ans MaBepaHHaxpa npoaykuuen. Peyb uaet 06 04HOCTOPOH-
HUX MONYLWeNKOoBbIX amJacax (usa. 3; kam. 9—10), cBA3bI-
BaeMbIX 60JIbLUMHCTBOM MCCNe[0BaTeNIeN C pEMEC/IEHHBIMM
TPpaaMuMAMM HaceneHus BoctoyHoro TypKecTaHa U KuTam-
CKMM MPUCYTCTBMEM B permoHe. HacKo/IbKo Ham M3BECTHO,

quality of manufacture, which allows us to place it among
the greatest masterpieces of the art of weaving.

Another, later specimen of the multi-coloured and com-
plex decor of Bukhara shoi is the item dating from the late
19t"—early 20t centuries, which is included in the exhibition
(fig. 4). The pattern of the cloth goes back to the Soghd
prototypes whereas the technical features, including the
exquisite side finish, distinguish the best Bukhara specimens
of the 19"—early 20t centuries (fig. 18).

The shoi with an ornament in the form of irregular green
ovals, with white contouring, on a violet background has
a completely different nature of decor (fig. 19). If one
remembers the earliest Central Asian cotton ikat known from
Termez, with its simple pattern in the form of oval grains,
then, leaving the technical sophistication of this cloth aside,

Unn. / Figs. 17ab

we can say that there is a commonality of traditions in both
these patterns.

On the whole, the shoi textiles in the Kunstkamera col-
lection are notable not just for ornamental and structural
differences, but for a certain unity of the latter. One should
mention specially such practically identical parameters as
the form of the warp (Z1) and the weft (mainly Z2S), the
type of side finish, and the width of cloths (varies from 45.5
to 48.2 cm). All this indicates a commonality of historic roots
of the Maverannahr shoi and a relatively late re-adoption of
this technique by the weavers of Samargand and Bukhara.
In the light of this, the opinion seems to be correct that
the tradition of creating these cloths was either brought
to Maverannahr in the 18" century by Merv Forses, or was
revived with their help.

Ikats of the third group on display are also, in all likeli-
hood, not native to the Maverannahr area (No. 2920). This
concerns the one-sided semi-silk atlas, which most research-
ers connect with the handicraft traditions of the people of
East Turkestan and the Chinese presence in the region (fig. 3;
cat. 9—10). To the best of our knowledge, on the territory
of modern Uzbekistan, this type of cloth was manufactured
most actively in its eastern centres. However, there is infor-
mation that in the late 19"—early 20* century, atlas was
also manufactured in Bukhara. O. A. Sukhareva, in particular,
writes that “atlas was produced, for example, along with
other fabrics, by a big weaver, the owner of a workshop for

OnekTpoHHas Gubnuoteka Mysesi aHTpononorum n atHorpacdum um. Metpa Benukoro (KyHcTkamepa) PAH
http://www.kunstkamera.ru/lib/rubrikator/06/oriental_dreams/

© MA3 PAH

manufacturing alacha, Kazakjoni-alocha. His atlas was dis-
tinguished by its red machine-made weft threads surkhi-ma-
lyutin” (“Malyutin red”)?.

The cloths examined have an identical width (about
60 cm) and very similar structural features: all of them are
made with a silk warp of Z1; with a cotton weft, also 71,
the colour of which varies from white to crimson. The cloths
are made in twill structure 5:1 that belongs to the group
of one-sided (yakruya) satins (fig. 20). The average density
of weave is traditionally high: 74—80 warps to 24—34 wefts
per centimetre, the warp being dominant so that the orna-
mented front side of the cloth has smooth, soft and irides-
cent surface. Of special interest is the side edges’ finish of
the atlas examined, which is notable for a complex system
of weft return (fig. 21). The similarity of technical features
allows us to assume that all the cloths studied (there are

Mnn. / Figs. 18ab

11 in the selection) come from the same centre, some of
them may have come from the same workshop. Judging from
the feature mentioned above — the red cotton warp — this
workshop may have been the korkhona of Kazakjoni-alocha.
The absolute dominance in these cloths of geometric pat-
terns, with a restricted cold colour, show their inclination
to the style and format of Ferghana ikats, which means
that they can be attributed to last third of the 19t century
(fig. 22, cat. 9). At the same time, the pattern and richer
and brighter colour of the other specimens show clear traces
of the influence of the Bukhara expressive canon, so we can
attribute them to later production, meaning the end of the
19t and beginning of the 20* century (fig. 3, cat. 10).

Atlases are believed to have been traditionally used for
making women’s shirt-dresses and were the material of
choice in making cases for pillows, blankets and mattresses.
An exception is one of the exhibited cloths (fig. 23), with
pentagonal niches as the main element of decor, which pat-
tern makes it possible to use this particular type of atlas to
make an embroidered wall hanging suzani or a multi-niche
saf prayer rug.

With all the richness and diversity of the ikats in the
Kunstkamera museum, the group of velvets bring true admi-
ration there is a group of velvets for which one can’t help
feeling amusement (No. 2918, 106 items; cat. 5—8). | would
suggest that no other collection of Central Asian cloths
equals it in its beauty and number of rarities. Its value is

» Sukhareva, op. cit., p. 66.
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Ha TEPPUTOPMM COBPEMEHHOTO Y36EKMCTaHa 3TOT BUA TKAHEM
Hanbosiee aKTMBHO NPOM3BOAM/ICA B €r0 BOCTOYHbIX LIEHTpaXx,
0ZHAKO eCTb CBeAeHMs, 4YTo B KoHue XIX — Havane XX Beka
atsacbl genanucb 1 B byxape. O. A. CyxapeBa, B 4aCTHOCTMH,
FOBOPUT, YTO «aT/1acC BbIMyCKas, HaNnpUMep, Hapaay C ApYrMMu
TKaHAMM, KPYMHbIM TKa4-NpeanpuHUMaTE b, X03MH MacTep-
CKOM No BblpaboTke asiaqu — KasakaxoHu-anova. Ero atnac
OT/IMYA/ICS KPaCHbIM YTKOM M3 (haBGpUUHOM NpsXK (cypxu
MaIloMUuH)> («MaMtOTUHCKUM KPaCHbIM>» )2,

Bce paccMoTpeHHble TKaHU UMEIOT MAEHTUYHYIO LUMPUHY
(okono 60 CM) M 0YEHb 6/IM3KME CTPYKTYPHbIE MOKasaTenu:
OHM CZleNaHbl Ha LLEIKOBOM OCHOBE Z1; C X/IONKOBbIM YTKOM,
TakxXe Z1, UBeT KOTOPOro BapbUpyeTca OT 6e/10ro 40 MasIMHO-
BOro. TKaHW cienaHbl B CapXXeBOM nepensieTeHnm 5:1, koto-
poe 0THOCUTCA K rpynne oAHOCTOPOHHMX (Uakpylia) am/iacos
(unn. 20, 23). CpegHAaa NAOTHOCTb NOJIOTHULY, CTaHAAPTHO

Mnn. / Fig. 19

BblcOKas: 74—80 ocHOB Ha 24—34 yTKa Ha CaHTMMETP, Npw
3TOM OCHOBA abCOJIIOTHO JOMUHMPYET, TaK YTO JIMLEeBas y30p-
HaA CTOpPOHa MMEET rIaZiKylo, MATKYI0, NepesiMBatoLLyoca
NMoBepXHOCTb. OCob6bIM MHTEPEC BbI3bIBAET 3aJ€/1Ka GOKOBbIX
KPOMOK paCcCMOTPEHHbIX amJ1acoB, OT/IMYAIOLLAACS C/IOKHOM
CMCTEMOM NOBOPOTOB YTKOB (Us/1. 21). BAIM30CTb TEXHUYECKUX
rioKasaTesielt 3acTaB/sET NPeANo/IoKUTb, YTO BCE U3YYEHHbIE
TKaHM (B MoA60pPKY BoOwWIM 11 NONOTEH) MPOMUCXOAAT U3 OLHOMO
LieHTpa, HEKOTOpbIE M3 HUX, BO3MOXHO, M3 OAHOM MacTep-
ckoi. Cyasa mo Bbille Ha3BaHHOMY MPU3HAKY — XJ10N4aToby-
MaKHbIM YTOK KpacHOro LiBeTa — 3TOM MacTepCcKoM Moria 6biTb
KopxoHa KasaKkaKoHu-anova. A6CoNoTHoe AOMMHMPOBaHME
B 3TUX TKaHAX reOMETPUYECKMX PUCYHKOB, MPU OrpaHUYeH-
HOM XO/I0AHOM LiBETOBOM raMme, YKasblBaeT Ha MX TAroTeHue
K CTMN0 1 bopMaTy pepraHCKMX UKamoB, Y4TO NpeAnosa-
raeT ux AaTMPOBKY B npeaenax nocneaHen tpetn XIX Beka
(unn. 22, kam. 9). OfHOBPEMEHHO PUCYHOK M 6osiee 6oraTas
1 ApKasA pacuBeTKa Apyrix 06pasLoB HeCyT ABHble C/lefbl BO3-
[eNCTBMA BYXapCKOro M306pasuTeIbHOr0 KaHOHa, MO3TOMY Mbl
MOEM OTHECTM MX K 6oiee No3aHEN NPOAYKLUMU, & UMEHHO,
K KoHUy XIX — Havany XX BeKa (usis1. 3, kam. 10).

YTo KacaeTca MCno/nb30BaHMA amJacos, cYMTaeTcs,
YTO OHM TPAAULMOHHO CAYXKWMIM ANIA MOLUMBA KEHCKUX Mna-
TbeB-pybax M 6blIM M31I06NEHHBIM MaTEPMAIOM ANIA NMOKPbITHA
noayLekK, ogean 1 matpacukoB. MckauyeHne coctaBnseTt
BKJIIOMEHHaA B 3KCNO3MUMIO TKaHb Ne2920-33 (usna. 23),
OCHOBHbIM 3JIEMEHTOM JlEKOPa KOTOPOM ABAAITCA NATUY-
ro/ibHble HUWW. TaKoM y30p MO3BOJISET MPUMEHWUTD AaHHbIN

» CyxapeBa, op. Cit., C. 66.

¥ Ipid., c. 36.

31 The Babar-nama (1971), 48a.
32 CM. npuM. 5.

3 JleBuHCOH-Heuaesa, op. cit., puc 5.

BMJ amJiaca ANA CO34aHWA BbILUMTOrO HACTEHHOro 3aHaBeca
CH03aHU IM60 MHOFO0ApOYHOrO MOJIMTBEHHOIO KOBpUMKa cad.
Mpu Bcem 6oratcTBe M pa3HOO6pa3nM KOIIEKLIMM UKAMOB
B XpaHeHun MAD ocoboe, HenoaaeIbHOE BOCXMLLEHWUE Bbi3bl-
BaeT BxoAAlas B Hero rpynna 6apxatoB (N22918, 106 eamHumL
XpaHeHus; kam. 5—8). OcMentocb NPeAnosIoKuTb, YTO HM OAHa
ApYyras YacTHas MW My3erHas KONNEKUMS LieHTpaibHoasu-
ATCKUX TKAHEM HE MMEET CKOJIbKO-HUBYAb PaBHOro Mo Kpa-
COTE M YMC/ly papuTETOB CObpaHuA. LleHHOCTb ero He To/IbKo
B UMcie 06pa3LoB U KOJIMYECTBE BapUaHTOB AEKOPA, HO TaKKe
M B TOM, YTO HallM 6axmasibl OTHOCATCA K pa3HbIM BPEMEH-
HbIM NMepuoam, U, pacrosiaras Ux Nno BPEMEHHOM LUKane,
Mbl MOXXEM NPOC/IEANTb T€ USMEHEHUS, KOTOPbIE NPOM30LLIM
B MCKyCCTBE CO3JjaHnsA 6apxaToB B MaBepaHHaxpe B Te4YeHue
XIX BeKa. A co3HaTeIbHO He Ha3blBalo 34eChb HayYano XX BeKa,
NMOCKOJ/IbKY HEKOTOpbIE UCC/Ie40BaTE/IM TKAaYeCTBa B PErmoHe

Wnn. / Figs. 20ab

onpejeNeHHO CYMTAIOT, YTO K 3TOMY BPEMEHU ByxapcKkue
6axmanbogbl yTpaTUIN MacTEPCTBO M3rOTOBIEHUS Y30PHbIX
6apxatoB®. EcTb, 0lHaKO, CBEZIEHUSA, YTO OHO 6bLI0 NPOAOJI-
’KEeHO, MyCTb M He B CTOJIb POCKOLIHOM BapuaHTe, TKayamu
MaprenaHa 1, NpakTMYeCcKM yracHyB K Havasly TPETbero ThbiCA-
Yyenetus, 6bl10 BO3POXKAEHO B MOC/EAHUE roabl (usi. 24).

McTopua «b6apxaTo-TKayecTBa» MaBepaHHaxpa HacUUTbI-
BaeT MHorue Beka. Camble paHHWE CBeAEHUA coAepKaTcs
B MHOMOYMC/IEHHDBIX CPeHEBEKOBbIX apabo- M Nepco-A3bIYHbIX
XPOHWKax, aBTOPbl KOTOPbIX €AMHOAYLIHO FOBOPAT O MNPOM3-
BoAcTBe B CaMapKaHAe 3HaMEHUTOro Ha BECb MUP KPacHOro
LeNKOBOro 6axmasi-u Kepmesu (6yKB. «KOLIEHMJIbHOr0»,
TO €CTb KpalIEHOro KoleHWIblo 6apxata). [pogonxkanocb
3TO NPOM3BOACTBO M BO BpemeHa Tumypad!, n B cnox-
HbIM ANA ropoja nepuvo Havasna npassieHus Ller6aHu.
M3BecTHO, 4To B XVI-XVII BEKax 6yxapCKui 6apxaT BbIBO3WJ/ICS
1 B Poccuio®?. OfHaKo Mbl HE 3HAEM, BblIM /I 3TO MpenMyLLe-
CTBEHHO OZHOTOHHbIE KPaCHbl€ MOIOTHULLA, MW MoJlocaTble
6apxaTbl TOro TMNa, U3 KOTOPOro CAe/laHO YNOMAHYTOE BbiLUe
NoKpbITME ceana Anekces Muxainnosuya®.

Kak 6bl TO HW1 6bl/10, UCTOPUYECKUE UCTOYHUKM CBUAE-
TE/IbCTBYIOT O TOM, YTO B paCCMaTpUBAEMbIM NEPUOZA, TO €CTb
B KoHue XVIII — Hayane XX Beka, CaMapKaHj He CMor BOC-
CTaHOBMTb yTpayeHHyto B XVII Beke Tpaguumio n3rotosne-
HWA 6axmasioB, KOTopas 6blna akTMBM3MpOBaHa B byxape
TKaYaMM-ghopcaMm, nepeceneHHbiMK cloga Lllax-Mypazgom
B 1780—90-e rogbl M3 MepBa. fl roBoplo «aKTMBU3MpPOBaHa»,
MOCKOJIbKY Y Hac ecTb MH(OPMaLMA O MPOU3BOACTBE baxma-

not only in the number of specimens and variants of decor,
but also in the fact that our bakhmals come from differ-
ent time periods. By placing them on the time line we can
trace the changes which took place in the art of creating
velvet in Maverannahr throughout the 19t century. | inten-
tionally do not refer to the early 20* century here, since
some researchers of weaving in the region believe that by
that time the Bukhara bakhmalbofs had lost the craft of
making ornamented velvet®. There are, however, reports
that it was continued, although in a less lavish variant, by
the weavers of Marghelan, and after practically dying out by
the beginning of the third millennium, it has been revived in
recent years (fig. 24).

The history of the “velvet weaving” of Maverannahr goes
back many centuries. The earliest reports are contained
in the numerous medieval chronicles written in Arabic

Wnn. / Fig. 21

and Persian, whose authors unanimously point towards
Samarqand as the centre for manufacturing the world-fa-
mous red silk bakhmal-i girmizi (lit. “cochineal”, meaning
“dyed with cochineal”). Its manufacture was continued dur-
ing the time of Timur®', and at the beginning of the reign of
the Shaybanids, a hard moment for the city. It is known that
in the 16t"—17% centuries, Bukhara (as a country) velvet was
also exported to Russia®’. However, we do not know whether
these were mainly monochrome red cloths, or striped velvet
panels of the type from which the above-mentioned saddle
covering for Alexei Mikhailovich was made*.

At any rate, historical sources show that in the period
examined, that is late 18"—early 20" centuries, Samarqgand
failed to restore the tradition of making bakhmals. The
practice was re-established in Bukhara by the Fors weavers
who had been forced to move to Bukhara by Shah-Murad in
the 1780s—1790s from Merv. | use the term “re-established”
because we have, for example, information from Philipp
Efremov for 1740s—1760s that in Bukhara “silkworms are
brought up which produce a great deal of silk from which
striped brocades are woven... satin, velvet... and all kinds of
other brocades”3.

Evidently, the Bukhara velvet which is nearest to the
time mentioned by Philip Efremov is the wall hanging made
from several panels and fragments, which belongs to the
Samargand museum-reserve®. Among the specimens from
the Kunstkamera collection, which are close to it in the
style and colour spectrum of amazing beauty, there is the

 pid., p 36.

3 The Babar-nama (1971), 48a.

32 See note 5.

3 M. N. Levinson-Nechaeva, op. cit., fig. 5.

34 F. Efremov, Nine Years of Wandering (Moscow, 1950), p. 26.
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haftrang bakhmal with a pattern in the form of a row of
large zig-zag diamonds (fig. 25, cat. 7). Structurally, the
specimen can be seen as definitive for the entire group of
velvets from the collection (a series of 10 items was exam-
ined). Unfortunately, | am not aware of any publications
with descriptions of the ikat velvets’ structure, which are
very different from the Sefevid specimens®. It is not there-
fore possible to assert whether the technique used by the
Bukhara weavers is independent — or whether it is identical
to some other variants.

What it has been possible to clarify is as follows: all the
velvets from collection No. 2918 are made exclusively from
silk and have cut pile (fig. 26). Pile warps have no special
spinning, while basic warps and elementary wefts have Z1
structure, whereas the working weft threads are made of
three elementary ones (3Z1). The basic structure is twill 3:1;

Mnn. / Fig. 22

weft shooting alternates from two shoots (3Z1x2) in rows
without pile to one (3Z1) in piled rows (fig. 27)%.

All the bakhmals examined are made according to the
scheme described above, and deviations are only seen in
the structure of the weft, which can have the form Z2S3.
The density of the basic warps varies within 42—54 threads
per centimetre; the density of the pile-making warps and
basic wefts changes from 26 (horizontal)x10 pairs (vertical)
to a centimetre to 36x9. The pattern detected is such that
the more narrow the panels, the denser the warp (the least
width in the cloths examined is 32.8 cm, No. 2918-5; the
greatest 44.4 cm, No. 2818—8). Evidently this is because the
pattern is traditionally built on a certain number of warp
threads, and the total figure of them (from one side edge
to the other) remains unchanged. However, either because
of the fashion followed at the end of the 19t century, or
because of the craftsmen who warped the loom, some more
recent specimens had less density on the warp, which auto-
matically led to an increase in the width of the panels of
cloths.

Having considered the technical details, | shall provide
some information about the structure of the finish. All edges
have twill structure, which in some cases turns to the plain
weave at the edge of the panel, and in one case to the
half-basket variant and the twine (fig. 28). The ends, in the
cases where they are present, also have a beautiful regular
finish (fig. 29). It is thought that a more complex and elegant
finish is characteristic of the early items, and the use of

¥ Sukhareva, op. cit., fig. 2.

% M. A Sonday, “Group of possibly thirteenth-century
velvets with gold discs in offset rows”, The Textile Museum
Journal XXXVIII-XXXIX (1999—2000), pp. 101—151.

37 See: Sukhareva, op. cit., p. 68.
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/108 B byxape 1 B 6onee paHHee Bpema. Hanpumep, ®uamnn
EdpemoB, cBeaeHMs KoToporo oTHocaTcs K 1740—1760 rogam,
nucan, 4to B byxape «BblKapM/IMBAIOT LLUE/IKOBblE YEPBU, KOU
NPOM3BOAAT MHOXKECTBY LUEJKY, M3 KOMX TKYT Napyum nosoca-
Tble... aT/lachbl, 6apxar... U BCAKME Apyrue napumubl»>.

Hanbonee, BUAMMO, 6IM3KMM NO BPEMEHM K YNOMAHYTHIM
dunrnnom EdppemoBbiM GyxapcKnmM 6apxaTaM ABASETCA CLUK-
Taf M3 HECKOJIbKMX M0JI0C M (PparMEHTOB NaHesIb, XpaHALIAACA
B CamapKaHACKOM My3ee-3anoBegHuke)®. Cpeau ob6pasLoB
13 cobpaHma MAD npmbanKaeTca K HEMY MO CTUJIO M LBETO-
BOM raMme AMBHOM KpacoTbl 6axmasl xapmpaHa C pUCYHKOM
B BMAE Lienu KPYnHbIX 3y64aTbix pom6oB (us1. 25, kam. 7).
CTPYKTYPHO 3KCMOHAT MOXET pacCMaTpMBaTbCA KaK KaHOHMY-
HbIA ANA BCEM rpynmnbl 6apXaToB M3 HAa3BAHHOM KOJINEKLUK
(paccmaTpmBanack cepma u3 10 npegmetos). K coxaneHuio,
MHEe He M3BECTHbl Kakne-M6o ony6/IMKOBaHHbIe OMMCaHMA
CTPYKTYPbl UKGMHbIX 6apXaToB, KOTOPble O4YEHb OT/IMYAIOTCA,
CKaxeM, oT cedpeBMaACKMX®. Mo3ToMy Ha ceroaHs HEBO3MOXKHO
CKasaTb, ABAAETCA JIM UCMOJIb3yeman 6yXxapCKMMM TKavyaMu
TEXHWMKA CAMOCTOSATE/IbHOM — MJ/IM OHAa FEHETMYECKM CBA3aHa,
CKaXeM, C MHAMMCKMM BapUaHTOM.

To, YTO yAaI0Ch YCTaHOBUTb, BbIFIAAMT C/leAyoLWmMM obpa-
30M: BCe 6apxatbl 13 KosneKumn Ne2918 paspesHble (us. 26),
BbIMOJIHEHbI UCKOYUTE/IBHO U3 LIENKOBbIX HUTOK, UMEIOLLMX
Z1 npsgeHue 6a30B0M OCHOBbI M 3/IEMEHTAPHbIX HATEN YTKa
(paboyas yTouHas HUTb MMeET CTPYKTYpY 3Z1) 1 Hys1lesoe nps-
deHue HUTEN Bopca. ba3osas cmpyKkmypa ABAAETCA CapKen
3:1, BopcoBasA MOCTPOEHa MO MPUHLMMY NPOCTOro NPAMOro
nepensieTeHns; Npuyem B 6€3BOPCOBbLIX pAAaXxX YTKM Mpo-
TArMBAIOTCA OT KPOMKM 10 KPOMKM Napamu, 6e3 M3MeHeHUs
ctBopa (3Z1x2), a B BOPCOOGPa3yLMX pAgax — OAMHOYHbIMM
nporoHamu (3Z1) (unn. 27)%.

Bce paccMoTpeHHble 6axmasibl BbINOAHEHbI MO ONMCaH-
HOM CXeMe, OTCTYM/IEHUSA HabII0AAITCA TO/IbKO B CTPYKType
yTKa, KOTOPbIM MOXET MMEeTb BUA Z2S3. MNoTHOCTb 6a30BbIX
OCHOB KosiebneTcs B npegenax 42—54 HATEeN Ha CaHTUMETP;
NJI0THOCTb BOpCa — OT 26 (ropm3oHTasb) Ha 10 YTOYHbIX Nap
(BepTUKasib) Ha CaHTUMeTP A0 36X9. BbisiBeHHasa 3aKOHO-
MEPHOCTb TaKOBa, YTO YEM 3Xe MOJIOTHULLE, TEM MJIOTHEE
0CHOBa (HaMMEHbLLMIM MOKa3aTe/lb WMPUHbBI B PACCMOTPEHHbIX
TKaHAX cocTaBnsfeT 32,8 caHTUMETPA, HaUGONbLLMIA — 44,4,
B1AKMMO 3TO BbI3BAHO TEM, YTO PUCYHOK TPAAMLIMOHHO CTPO-
MJICA Ha ONpeaesIEHHOM KOJIMYECTBE HUTEN OCHOBbI, M obLULee
MX YMCNI0 (OT OAHOM 60KOBOM KPOMKM 10 APYroi) 0CTaBaioCh
Hen3MeHHbIM. OgHaKo To I B cuay Moabl KoHua XIX BeKa,
TO JIN M3-3a HEJOCTAaTOYHOCTM HaBbIKOB MacTepPOB-CHOBa/IbLL-
KOB OCHOBbI, HEKOTOpble No3AHMe 06pasLibl NoJly4ann MeHb-
LY MIOTHOCTb MO OCHOBE, YTO aBTOMATUYECKMU NPUBOANIIO
K YBEJIMYEHMIO LUMPUHDBI MOJIOTHULL, TKAHEMN.

3aKaHuMBas onMcaHWe TEXHUYECKUX AeTaneM, npusesy
HEKOTOpPYI0 MHMOPMaLIMIO O BUJE KPOMOK. Bce 60KOBUHbI
MMEIOT Cap}XeBYI0 CTPYKTYPY, KOTOpPas B HEKOTOPbIX CyYasnx
nepexoAnT MO Kpato KPOMKM B MOJIOTHAHYI0, & B O4HOM Cayvae
— B N0JIYKOP3UHOYHbIU BapuaHT U maalH (una. 28). Topupl,
B TE€X C/ly4anx Korja OHW NPUCYTCTBYIOT, TaKKe MMEIOT OZHO-
TMNHoe odopmieHue (una. 29). NpeactaBnseTcs, Yto 6osee
CJIOXKHbIE M d/1EraHTHO BbINOJIHEHHbIE 3aJl€/IKM XapaKTepHbI
ANA paHHMX BELLEM, a MCMoJib30BaHWe maaliHa npuaaeT
TKaHM Kam. 7 HECKOJIbKO apXau4Hbli OTTEHOK. Mpu Masioi
BapuaTMBHOCTM CMOCOBOB NepenneTeHni UMEHHO KPOMKM

3 0. Edpemos, JesamusemHee cmpaHcmaosaHue (MockBa,
1950), c. 26.

3> Mahkamova, op. cit., fig. 2.

3 M. A. Sonday, “A group of possibly thirteenth-century velvets

with gold discs in offset rows”, The Textile Museum Journal
XXXVII-XXXIX (Washington, 1999—2000), pp. 101—151.

MOryT CTaTb TEM MOKa3aTe/IeM, KOTOPbIA NOC/YKUT OAHUM
M3 MapKepOB BPEMEHM NMPOM3BOACTBA TKAHEM.

YTto KacaeTca fekopa, 6osibluas YacTb 6apxaToB yKpa-
LeHa BapMaHTaM1 TUMMYHOM AnsA nocneaHen Tpetu XIX Beka
KOMMO3ULMK B BMAE CTEBNA C MApPHO OTXOAALMMU BETBAMM,
3aBUTKaMM, NOABECKAMMU U MPOYMMM MENKMMM M KPYMHBIMU
anemeHTamu (us. 30). bonbLuyio rpynmny COCTaBAAT NOJIOTHA
C aHUMAJIUCTUYECKMMMU MOTUBaMMU «Yepemnaxa», «ryCb», «FyCcu
M Yyepenaxa», «MaBJIMH-MABYC>», «CKOPMMOH> U APYrMMMU
(unn. 1, kam. 8; una. 2). Bce oHM, KaK YNOMMHANOCH Bbille
M KaK 3TO HU HEOObIYHO, HAXOAAT NapasiiesiM B KOMNO3ULMAX
BopcoBbix koBpoB XVIII-XIX BekoB ¢ TeppuTopmu CpeaHen
Amygaapbus. U noHblHEe HepeLIeHHbIM BOMPOC — MMEIT SN
TaKMe pUCYHKM ByxapcKmx 6apxaToB M aMyAapbMHCKMX KOBPOB
06LUMe NPOTOTUNbI, MM NOABNAEHUE STUX KOMNO3MLMI 6blI0
pe3ynbTaToM KONMpOBaHMA MOAHbIX 06pa3LIoB.

Wnn. / Fig. 24

Bosbluyto M MHTEpecHyto rpynny COCTaBAAIOT MOMOTHULLA
C reoMeTpPUYECKMMM PUCYHKAMM, CPEAM KOTOPbIX CaMbIMK
pacnpocTpaHEeHHbIMU 6blin: KneTka (usin. 31, kam. 5),
NnoJIoCbl, COMEeTaHUE KJIETKU M nosnoc (us/1. 32), pom6bl
(unn. 9, kam. 6). [laxke NOBEPXHOCTHOE CPaBHEHME KOM-
NO3WLMI C KNEeTYATbIMMU PUCYHKaMM MOKa3blBaE€T U3MEHEHMS
B 3TOM BMJE OPHaMeHTa, M3 KOTOpbIX 6osiee paHHUM ABAA-
etca xappmpaHe Ne2918-12 (kam. 5), 1 NO3gHMM, XOTA U bec-
KOHEYHO MpuMBJIEKaTE/IbHbIM B CBOEM JTAKOHUYHOCTM — Gapxat
Ha u/1. 33. PacCMOTPEHHDbIN Bbille 6axmasl ¢ 60bLMMU
C/I0XHbIMM pomMGamu (us1/1. 25, kam. 7) ABNAETCA papUTETHbIM
M HE MMeeT aHaJIoroB CpeiM PaCCMOTPEHHbIX 06pa3LIoB.

O6LLas TeHAEHUMA, €C/IM PaCCMaTPUBATb KOEKLIMIO C TOYKM
3pEHUa JaTMPOBKM, TakoBa: K KoHLY XIX Beka 6apxatbl CTaHO-
BATCA LWMpPe, MX Y30pbl NpoLie, LBeToBas raMma CoKpaliaeTcs
[0 TpeX UK Jaxe ABYX TOHOB. C TOYKM 3pEHMA COBPEMEH-
HOro AM3arMHEPa OHM HE MEHee, a MHorAa U Gosiee npuBJe-
KaTeJIbHbl, YeM HECKOJIbKO NecTpble M APO6HbIE MO PUCYHKY
paHHMWe o6pasLibl. Ha BbicTaBKe Bbl Kak pa3 v yBuauTe npUMepsbl

37 Cxema paboTbl peMM3 M NMOAHOXKEK NP TKaHbe GapxaTa onmca-
Ha: CyxapeBa, op. Cit., c. 68.

3 |lapeBa, «ToTeMHble M306paXkeHnsa Ha BOPCOBbIX KoBpax Cpes-
Hel AMygaapbu», Y ucmokos yusuauzayuu. C60pHUK cmameli

K 75-nemuto Bukmopa Mearosu4a CapuaHudu (Mocksa, 2004),
cc. 202-224.

twine gives the cloth (cat. 7) a somewhat archaic nuance.
With the small variation in the methods of weaving, it is the
edges that can be the feature serving as one of the indicators
of the time when the cloth was made.

As for the decor, most of the items are decorated with
variants of composition that is typical for the last third of
the 19t century, in the form of a stem with paired “branch-
es”, tendrils, “pendants” and other small and large elements
(fig. 30). A large group is made up of panels with animalistic
motifs of “tortoise”, “goose”, “goose and tortoise”, “pea-
cock-tawus”, “scorpion” and others (fig. 1, cat. 8; fig. 2).
Although it may seem unusual, all those panels demonstrate
parallels, in their ornamental motifs, with the 18®"—19t% cen-
turies knotted carpets from the territory of the Central Amu
Darya3. The issue remains unresolved as to whether these
designs of Bukhara velvets and Amu Darya rugs have common

Unn. / Fig. 23
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prototypes, or whether the appearance of these composi-
tions was the result of copying fashionable samples.

A large and interesting group is made up of cloths with
geometric patterns, among which the most widespread were
diamonds (fig. 9, cat. 6), checks (fig. 31, cat. 5), stripes, and
combination of checks and stripes (fig. 32). Even a super-
ficial comparison of compositions with checked patterns
shows changes in this type of decor, of which the earliest
is haftrang No. 2918—12 (cat. 5), and the latest, although
also endlessly attractive in its laconic ornament bakhmal
No. 2918—8 (fig. 33). The velvet examined above, with large
complex diamonds (fig. 25, cat. 7), is a rarity and has no
equivalents among the specimens studied.

The general tendency, if one examines the collection
from the point of dating is the following: by the end of the
19t century, velvets become wider, their patterns simpler,
whereas the colour spectrum is restricted to three or even

¥ E. G. Tsareva, “Totemic images on the pile rugs of Central
Amu Darya”, At the Sources of Civilisation. Collection of Arti-
cles for the 75% Birthday of Viktor Ivanovich Sarianidi (Moscow,
2004), pp. 202—224.
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two colours. From the viewpoint of the modern designer,
they are no less, and sometimes even more attractive than
the multi-coloured early specimens with a minute design. At
the exhibition, you will see examples showing the accordance
of the Russian avant-garde art with the geometric ornamen-
tal velvets of the late 19t century, and the earlier “pictorial”
bakhmals and traditional costumes of the region.

The collection is complete with the adras — the favourite
fabric that was most highly valued among the people of
Maverannahr. It is evidently not sufficient to explain the
popularity of these semi-silk cloths by mentioning such sim-
ple things as their quality allowing long use over a long
period of time, their brightness, and their plasticity in com-
parison with the shoi or velvets. A part is probably played
by the special place of semi-silk textiles of plain weave
structure in the textile culture of the region. One of the

Unn. / Fig. 26

reasons, for example, was the unwritten law prohibiting
men to wear shoi, while men used much more cloths in
comparison to women, who led a secluded life. Despite this,
by the end of the 19t century, adras, like velvet, gradually
disappeared from the stalls at Samarqand markets, and even
more so in Bukhara, where they are gradually replaced by
shoi. Adras remained a priority in rural centres, where it
was still popular, despite the low quality of work and sim-
plicity of patterns.

The Kunstkamera has three groups of adras from the
gifts of the emirs of Bukhara: Nos. 2919, 2935 and 2936.
The exhibits of collection No. 2919 precisely illustrate what
was written above: despite the attractiveness of their simple
dynamic patterns, we could not select a single specimen from
the 66 items in the list as all the panels were over-glazed,
have badly changed form and cannot be exhibited.

The two other groups do not contain any of the
well-known luxurious Bukhara or Samargand adras, which
were also called podshohi; it includes some more modest
Marghelan specimens (fig. 34, cat. 11), and also specimens
from a previously unstudied and, accordingly, unidentified
craft centre (fig. 35).

Structurally, both groups of cloths examined have a great
deal in common: silk is used in their warp, apart from the
edge, where white cotton is identified. The weft is unani-
mously cotton but is made with elementary Z1 threads in
collection No. 2935, and with paired 2Z1 thread in collec-
tion No. 2936. The technique of pairing the wefts thickens
the cloth’s texture and gives it a reps effect, which texture
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COOTBETCTBMSA PYCCKOM aBaHrapAHOM KMBOMUCHK rpadryHbIM
6apxaTam KoHua XIX BeKa, a 6051ee paHHMX, «KMBOMUCHbIX>
6axmasioB — TPAAMULIMOHHBIM KOCTIOMaM permoHa.

3aBepLualoT 0630p KOJJIEKLMKU adpackl — camble /ilob1Mble
M BbICOKO LIeHMBLUMECA Y HacesieHMA MaBepaHHaxpa TKaHM.
O6BACHUTL MOMYNAPHOCTb 3TUX MNOJYLIENKOBbIX MOJOTHMLL
TaKMMM NPOCTbIMKU BeLLamMM Kak 60/1bLUas HOCKOCTb, APKOCTb,
NNIACTUYHOCTb MO CPABHEHMIO C WOU UM BapxaTamu, BUAUMO,
HeZoCTaTo4HO. BepoATHO, Aeso ele 1 B 0CO60M MecTe nosy-
LLIE/IKOBbIX TKAHEM NMPOCTOro NPSMOro NepenieTeHUa B TEK-
CTU/IbHOM KyNbType pervoHa. OAHOM M3 MPUYMH, HanpUMep,
6b1J1 HENMCAHHDBIM 3aKOH Ha 3anpeT HOLEHUS WOoU MY>K4M-
HaMu. C y4eTOM TOro, 4TO MY}KYMHAM OZeXAa LiMNach yalle,
YEM JKEHLUMHAM, BbIHYXAEHHbIM BECTM 3aTBOPHMYECKMIM 06pa3
YKM3HM, CMPOC Ha adpacbl, €CTECTBEHHO, AO/IKEH 6bla 6bITh
Bbllwe. HecmoTpA Ha ckasaHHoe, K KoHuy XIX Beka adpachl,

Mnn. / Figs. 27ab

Mnn. / Fig. 29
Mnn. / Fig. 30

KaK M 6apxaTbl, MOCTENEHHO MCYE3al0T M3 TOProBbIX JaBOYEK
6a3apoB byxapbl 1 CamapKaHZa, U MX MECTO 3aHMMaloT Wou.
lp1opHTETHBIMM adpackl 0CTaBaIMCb B CE/IbCKMX LIEHTPaX, rae
OHM BblIN MO-NPEXHEMY NONYNAPHbI, HECMOTPA Ha HEBLICOKOE
Ka4yecTBo paboTbl U 6€AHOCTb PUCYHKOB.

B MA3 xpaHWTCS TPM KONNEKLMM adpacoB M3 NOAHOLIEHMHM
3IMupoB 6yxapckmx: Ne2919, 2935 1 2936. SKcnoHaTbl KO-
nekunn Ne2919 B TOYHOCTU UNIOCTPUPYIOT CKa3aHHOE Bblille
0 NPOAYKLUMMU CEbCKUX LLIEHTPOB: HECMOTPA Ha NpuUBJEKa-
TeNbHOCTb MX NPOCTbIX AMHAMWYHbIX Y30POB, Mbl HE CMOT/IU
nogo6patb HW OAWH obpasel, U3 BXoAAWMX B cobpaHue
66 NpeaMeToB M3-3a cubHeMLWeN gedopMaLn NONOTHMLL,
JAeNaLpx HEBO3MOXHBIM MX SKCMOHUPOBAHKE.

JlBe apyrve KonneKkuum npescTaB/saioT He XOpOLLO M3BECT-
Hble POCKOLUHbIE ByXapCKWe MAK caMapKaHACKWe adpachl,
KOTOpble TaKXe Ha3blBaJIMCb NOOJWOXU, a 60/1ee CKPOMHble

Mnn. / Fig. 34

Wnn. / Fig. 28

makes the fabric more durable. The method of forming the
edges by a simple turn of the weft is generally identical,
although in the collection No. 2935 the edges are narrow
and loose, whereas in No. 2936 — wide and dense (fig. 36).
All the adras were traditionally glazed to give them a shiny
surface in the works of provincial craftsmen. The glazing per-
formed on the textiles made in the workshops in developed
centres was much more moderate.

The differences described above, along with some others,
e. g. the differences in the widths of cloths, in their density,
and in their colour spectrum, demonstrate, as in no other of
the collections examined, the difference between the artis-
tic image and structural characteristics of items produced
by rural and by urban craftsmen. It is surprising that despite
the lower level of execution the work by rural adrasbofs had
more daring, bright and sometimes avant-garde colouring, as

Unn. / Fig. 31
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if they came from the canvases of European painters of the

beginning of the 20*" century (fig. 35).
Illustrations:

Fig. 1. Velvet. Detail, with the “bug” motif. MAE RAS, No. 2918-54,
cat. 8.

Fig. 2. Velvet. Detail, with the “flying geese” motif. Ibid., 62.

Fig. 3. Atlas. Detail, with the “round rosettes with pearls” pattern.
Ibid., No. 2920-32, cat. 10.

Fig. 4. Shoi. Detail, with the “round rosettes with pearls” pattern.
Ibid., No. 2916-48.

Fig. 5. Resist-dyed warp on a loom. Uzbekistan, Marghelan, 2006.
Fig. 6. Silkworms’ cocoons. Uzbekistan, Marghelan, 2006.

Fig. 7. Cocoons with pulled out threads. Uzbekistan, Marghelan,
2006.

Fig. 8. Traditional spinning wheel charkh. Uzbekistan, Marghelan,
2006.

Fig. 9. Velvet. Detail, with a white line marking the pattern repeat
line. Ibid., No. 2918-30, cat. 6.

Fig. 10. Bound areas after dying the warp yellow. Uzbekistan,

Mnn. / Fig. 33

Mnn. / Fig. 32
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maprenaHckue (ui. 34, kam. 11), a Takxe NpoAYKLUMIO KaKo-
ro-To paHee He M3y4aBLUErocA 1, COOTBETCTBEHHO, HE UAEH-
TUULMPOBAHHOrO PEMECIEHHOTO LeHTpa (us1. 35).

CTPYKTypHO 06€e paccMaTpuBaeMble rpynmbl TKAHEN UMeOT
MHOro 06Lero: B MX OCHOBE MCMOJIb30BaH LUeJIK, KpoMe
KPOMKM, A/11 KOTOPOM NMPUMEHS/IN XJIONOK 6e/10ro useTa. YToK
MOBCEMECTHO XJIOMKOBbIM, OHAKO BbINOJIHEH 3/IEMEHTaPHbIMU
HUTAMM Z1 B Konnekumun Ne2935; 1 caBoeHHbIMK 271 B KOn-
nekumu Ne2936. Mprem yaBamBaHMA YTKOB YTOJILAET DaKTypy
1 BbI3bIBaeT pencoBbii 3pdeEKT, YTO AenaeT TKaHb 6osee
npoyHoi. Croco6 o6pa3oBaHUs KPOMOK MPOCTbIM MOBOPOTOM
yTKa B Lie/IOM UAEHTUYEH, OAHAKO B Kosnekumm Ne2935 oHm
y3Ku1e U pbixJible, a B Ne2936 — LWMpoKue 1 NaoTHble (usi. 36).
Bce adpacbl TpagMLMOHHO AOCTAaTOYHO CM/IbHO JIOLMIINCD,
B paboTax MpOBMHLMAIbHBIX MAaCTEPCKMX BYKBa/IbHO A0 CTe-
KNAHHOrO 6/1eCKa, M ropaszio yMepeHHee — B TKaHAX PasBUTbIX
LIeHTPOB.

OnucaHHble OT/IMYUA, TaKkKe Kak U Apyrue: pasHuua
B LUMPUHE TKAHEN, UX MIOTHOCTH, LIBETOBOM raMMe — [E€MOH-
CTPUPYIOT, KaK B HUKaKMX APYrMX PacCMOTPEHHbIX KOJIIeK-
LMAX, pasHMLY B XyAOXECTBEHHOM 06JIMKE U CTPYKTYPHbIX
XapaKTepUCTMKaXxX U34enM NMPOBUMHLUMANBbHBIX M FOPOACKMX
MacTepoB. YAWBUTE/NIbHO, HO NpU 60/1I€€ HU3KOM YPOBHE
MCNOJIHEHWUA PaboTbl CENbCKMX adpacb6ogoB Mx NONOTHA
MMenin bosiee cMenble, ApKMe, NoA4vac aBaHrapAHble pac-
uBeTkM (us/1. 35), Kak 6yATo colleaLme C NosioTeH eBponen-
CKMX XMBOMMCLIEB Havana XX BeKa.
Wnnioctpaumm:

Unn. 1. bapxaTt. JeTasb pMCyHKa C MOTUBOM <«KyKa». MAD PAH,
Ne2918-54, kart. 8.

Mnn. 2. bapxat. [letanb pUcyHKa C MOTMBOM «eTAwme rycu». lbid.,
62.

Unn. 3. Amaac. [letanb pUCyHKa «Kpyr/ible PO3eTKU C Nepiamu>.
Ibid., Ne2920-32, Kat. 10.

Unn. 4. LWou. AeTtanb pUCYHKA «KPYr/ble PO3eTKM C Nepaamm».
Ibid., Ne2916-48.

Mnn. 5. HatAHyTas Ha CTaHOK OKpalleHHas OCHOBa. Y36eKMcTaH,
MaprenaH, 2006 rog.

Mnn. 6. KokoHbl Wwenkonpsaja. Y36ekuctaH, MaprenaH, 2006 roa.
Mnn. 7. Pa3aMoTKa KOKOHOB. Y36ekuctaH, MaprenaH, 2006 rog.
Mnn. 8. MNpageHue weska Ha TPaAMLMOHHOM CTaHKe yapX. Y36eKku-

Mnn. / Fig. 36a

cTaH, MaprenaH, 2006 roa.

Mnn. 9. bapxart. [leTanb pUCYHKA C IMHUEN MPaHULbl TEXHUYECKOTO
pannoprta. Ibid., Ne2918-30, kart. 6.

Mnn. 10. MepeBs3aHHbIE Y4aCTKM OCHOBbI MOC/IE OKPACKU B JKEATbIN
uBeT. Y36ekuctaH, MaprenaH, 2006 rog.

Mnn. 11. MOTKM OKpaLLEeHHOM OCHOBbI. Y36eKucTaH, MaprenaH,
2006 roa.

Mnn. 12. TKaLKuM CTaHOK U TKaumxa. Ha nepeaHem niaHe peMusku,
TKaumxa paboTaet 6epdom. Y36eknctaH, MaprenaH, 2006 roa.

Mnn. 13. Tpysbl, NPMBA3aHHbIE K CBOBOAHBIM KOHLAM HUTEM OCHOBbI
ANA CO3JaHUA HaTAXeHUA. Y3bekuctaH, MaprenaH, 2006 rog.

Mnn. 14. Anoya. [letanb pUCyHKa M AeTaslb CTPYKTYpPbl, MOKa3blBato-
Was IMHMIo 3auena 1 noBopota YTKoB. Ibid., Ne2917-47, kart. 3.

Mnn. 15. Anoya. [letanb pUCyHKa M CTPYKTypa AeKopa B TEXHWUKE
OCHOBHO-YTOYHOro ukama. lbid., Ne2917-52.

Mnn. 16. Lou. JeTanb pUCyHKa M CTPYKTypa, B KOTOPOM nepe-
nneTeHMe OCHOBbI CUHETO LiBETa M YTKa KpacHOro npuaaeT TKaHu
nypnypHbIM oTTeHoK. Ibid., Ne2916-23, Kar. 2.

Mnn. 17. Lou. AeTanb pUCyHKa M CTPYKTYpa C NPOCTbIM MPAMbIM
nepenneTeHnem C JOMUHMPYIoLLEeH ocHOBOM. Ibid., 14, KaT. 2.

Mnn. 18. lou. 3aaenka 60KOBOM KPOMKM, aeTanb. lbid., 48, pucy-
HOK CM. us. 4.

Mnn. 19. LWou. AeTtanb puUcyHKa «B NATHbIWKO». Ibid., 12.

MUnn. 20. Amaac. [letanb pUcyHKa M CTPYKTypa IMLEBOM M 060pOT-
HoM cTopoH. Ibid., Ne2920-33.

Mnn. 21. Amnaac. bokoBas KpomKa, getanb. lbid., 3.

Mnn. 22. Amnac. Aetanb pucyHka. Ibid., 22, kart. 9.

Mnn. 23. Amnac. Aetanb pucyHka. Ibid., 33.

Mnn. 24. U3rotoBneHune 6apxata. Y36ekuctaH, MaprenaH, 2006 roa.
Mnn. 25. bapxaT. [letanb pucyHka. Ibid., Ne2918-51, kat. 7.

Mnn. 26. PaspesaHne 6apxaTHoro Bopca. Y36ekuctaH, MaprenaH,
2006 roa.

Mnn. 27. bapxar. [letanb AMLUEBOM M 060pOTHOM CTOpOHBI. Ibid., 13.
Mnn. 28. bapxaT. bokoBas KpomKa, aetanb. Ibid., 51, Kart. 7.

Mnn. 29. bapxaTt. TopueBas KpoMkKa, geTasb. Ibid., 8.

Mnn. 30. bapxaT. [letanb pucyHka. Ibid., 105.

Mnn. 31. bapxat. Jetanb pucyHka. lbid., 12.

Mnn. 32. bapxat. Jetanb pucyHka. lbid., 15.

Mnn. 33. bapxaT. [letanb pucyHka. lbid., 8.

Mnn. 34. Adpac. [letanb pucyHka. Ibid., Ne2936-4, kat 11.

Mnn. 35. Adpac. Aetanb pucyHka. Ibid., Ne2935-5.

Mnn. 36. Adpacel. bokoBble KPOMKM, AeTasu. Ibid. u Ne2936-74.

Wnn. / Fig. 35

Marghelan, 2006.
Fig. 11. Hank of a dyed warp. Uzbekistan, Marghelan, 2006.

Fig. 12. A loom and a weaver, with heddles in the front and a comb
behind. Uzbekistan, Marghelan, 2006.

Fig. 13. Weights attached to the far ends of the warp. Uzbekistan,
Marghelan, 2006.

Fig. 14. Alocha. Detail of pattern and structure showing interlocking
points and turn of the wefts. Ibid., No. 2917-47, cat. 3.

Fig. 15. Alocha. Detail of pattern and structure in warp and weft
ikat technique. lbid., 52.

Fig. 16. Shoi. Detail of pattern and structure showing purple effect
gained through combination of dark blue warp and red weft. Ibid.,
No. 2916-23, cat. 2.

Fig. 17. Shoi. Detail of pattern and plain weave structure with
dominating warps. Ibid., 14, cat. 2.

Fig. 18. Shoi. Side finish, detail. Ibid., 48, fig. 4.
Fig. 19. Shoi. The “dotted” pattern, detail. Ibid., 12.

Fig. 20. Atlas. Detail of pattern and structure of the front and the
back side. Ibid., No. 2920-33.

Fig. 21. Atlas. Side finish, detail. Ibid., 3.

Fig. 22. Atlas. Pattern, detail. Ibid., 22, cat. 9.

Fig. 23. Atlas. Pattern, detail. Ibid., 33.

Fig. 24. Making velvet. Uzbekistan, Marghelan, 2006.

Fig. 25. Velvet. Pattern, detail. Ibid., No. 2918-51, cat. 7.
Fig. 26. Velvet pile cutting. Uzbekistan, Marghelan, 2006.
Fig. 27. Velvet. Front and back side, details. Ibid., 13.
Fig. 28. Velvet. Side finish, detail. Ibid., 51, cat. 7.

Fig. 29. Velvet. End finish, detail. Ibid., 8.

Fig. 30. Velvet. Pattern, detail. Ibid., 105.

Fig. 31. Velvet. Pattern, detail. Ibid., 12.

Fig. 32. Velvet. Pattern, detail. Ibid., 15.

Fig. 33. Velvet. Pattern, detail. Ibid., 8.

Fig. 34. Adras. Pattern, detail. Ibid., No. 2936-4, cat. 11.
Fig. 35. Adras. Pattern, detail. Ibid., No. 2935-5.

Fig. 36. Adras. Side finish, details. Ibid. and No. 2936-74.
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[PE3LI O

PYCCKMVI ABAHTAPA V1 LIEAKA BYXAPLI

BOZOKE

Mapbsim Pe3BaH, Edum Pe3saH

YT06bl NPOKIATUSA OCTANIUCH

CHapYXW 1N «nnatbe-obeper»

(>KeHWKMHa 1 eé oaexaa B MarmyeckoM npocTpaHcTee LieHTpanbHoii Asunn)

Ha npoTsyKeHWM MHOrMX CTONIETUI €BPONENCKOMY O6blAeH-
HOMY CO3HaHMI0 6blJ10 CBOMCTBEHHO MoJlaraTb KOIZOBCTBO U
Marmto 3HaKOBbIMM COCTaBJIAIOLLMMM MCIAMCKOM LIMBUIM3ALIMM.
JlaBHO 3ameyeHo, 4YTo «06pa3 cocefja» AEMCTBUTE/NBHO aKKy-
MYJ/IMPYEeT CYLEeCTBEHHbIE S/IEMEHTbI €ro Ky/IbTypbl. Takow
o6pa3 ucnama HopmMpoBasCs Y eBponenLEeB Noj BMSHUEM
3HAYMTE/IbHOTO HaYYHOIO M TEXHOJIOTMYECKOr O NMPEBOCXOACTBA
Mycy/ibMaHcKoro mmpa B CpegHue Beka, onpegensiowero
BO3/EMCTBMA MYCY/IbMaHCKOM prI0CodHM 1 KOMMIEKca ecTe-
CTBEHHbBIX HayK Ha CpeiHEBEKOBYIO €BPOMNENCKYt hunocodmio
M HayKy. JTOT o6pa3 3HauuTeIbHO oKpen B 3noxy lpocse-
LLieHMA B CBA3M C OLUEIOMJIAIOLLMM YCTIEXOM OMy6IMKOBaHHbIX
AHTyaHoM FannsaHoM (1646—1715) ckasok «TbiCAYM M OAHOM
HOYM>, KOTOpPbIE Bbl3Ba/IM 060CTPEHHDINM MHTEPEC K BOCTOYHOM
3K30TUKe. Hayano KonoHWanbHoM snoxum, noxod HanoneoHa
B Ervnet, pa6oTbl €BPONEMNCKUX YHEHbIX-AECKPUNTUBUCTOB
B Erunte, Nepcun, CeBepHol Adpuke, Typumm yKpenuam
npejAcTaB/ieHME O MarM4eCcKoM Havasle, UrpaloLiem cylle-
CTBEHHYI0 POJib B Ky/IbType Mc/iama. Tem 6osiee, 4TO MyCy/lb-
MaHCKaa UMBW/IM3aUMA Nepuoja ynajka cHabxana espo-
neMueB OrpoMHbIM MaTEPUAsIOM, CBS3aHHBIM C 0671aCTbio
OKKYJIbTHbIX HayK.

B LleHTpanbHOM A3uK, KaK M NOBCIOAY Ha MyCY/IbMaHCKOM
BocToke, TpagMUMOHHaA eHcKad ofexkaa Bcerfa 6bina
Haro/IHeHa MHOXXECTBOM MarmMyeCcKnxX 3/1IEMEHTOB, 3HaYeHMe
KOTOPbIX COXPAHANOCb C FNy6OKoM aApeBHOCTM (usia. 1).
B pasnnuHbIX CUTyauuax onpegesieHHble BWUAbl OAeX[bl
MUMe/IM pUTYyanibHOE 3HaYeHWe, KOTOpoe 3a4acTylo MEHAIOCH
C TeYeHneM BpemeHH. o MOHATHBIM NPUYMHAM HaMBObLIMKI
06beM MHDOPMaLMM O TAKOro poAa 0bblYasx M TpaauLMax
aatupyetca XIX — Havyanom XX BB. lpn 3TOM, ouveBMAHO,
4YTO, MEHAACb B YaCTHOCTAX M KOHKPETHbIX MPOABIEHMAX,
npeAcTaB/ieHMA 3TOro TMNa COXPaHAIMCb Ha MPOTAXEHUN
MHOIMX BEKOB', B a6CO/IIOTHOM BO/IbLLUIMHCTBE Cy4aeB yxoas
B /JOMC/IaMCKOe MpoLJioe HapofoB 3TOr0 rpoMajHoOro
pervoHa. MHOXeCTBO Marnyeckmx 3/1eMeHTOB NepeoCMbIC-
JIANOCH TaKMM 06Pa3oM, YTO CJTYKMJI0 NOCTOAHHBIM HANOMM-
HaHWEM O BaXKHbIX COBbITUAX UCTOPUMU UCaMa, BarKHEMLLMX
puTyanax.

PycckonasblyHaa aTHorpaduyeckas aMTepaTypa no3BoaseT
NnoJslyYmTb onpegeneHHoe npeacTaB/ieHNe 0 MarMyeckux
3/IEMEHTAX B TPAAMLMOHHOM JKEHCKOM oAexKae M ee pUTy-
a/IbHOM MCNoJib30BaHMM?. C ofex4oM, NiaTbeM, KOTopoe
CaMbIM TECHbIM 06Pa3oM M Ha MPOTAXKEHUWU AOSIrOro Bpe-
MEHM COMPUKACAETCA C YE/IOBEKOM, A, 3HAUMT, «BMMUTbI-
BaeT» HEKYI0 «3HEPruio>, BaXKHbI€ /IEMEHTbI €ro XMU3HU
M CyZb6bl, 6bl1 CBA3AH LiE/bli KOMIMNIEKC MarnMyeckux npea-
CTaBJIEHUH.

1 Cp. 3. U. Paxumosa, «CpeHeasnaTCKuii )EHCKMIM KOCTIOM Ha MuHWaTopax MasepaHHaxpa XVI—XVII BB.», Kyabmypa cpedHesekosozo Bocmoka (TawkeHT, 1990).

Z Moppo6Hee cM.: M. A. BukaHosa, <Oaexaa ysbeuek TawkenTta XIX — Hauana XX B.», Kocmiom Hapodos CpedHeli A3uu. Mcmopuko-3mHozpaguyeckue o4epu
(Mocksa, 1979); E. EpMakoBa, «Konnekumsa wenkosbix ukatos T. ®. Tauposa», Mkamsl TypkecmaHa u3 Koanekyuu Taupa ®. Tauposa (Mocksa, 2002),

XIX — Hayano XX 8.) (Mocksa, 1982); M. B. Ca3oHoBa, «XKeH-
CKMI1 KOCTIOM y36eKoB Xope3ama», TpaduyuoHHas odexda Hapodos CpedHeli A3uu u Kasaxcmana (Mocksa, 1989); H. M. /lo6auesa, «OCOBEHHOCTH KOCTIOMa HapoAoB
CpeAHeasuaTCKO-Ka3axcTaHCKoro permoHa», CpedHeasuamckuli smHozpaguyeckuli c6opHuk IV (Mocksa, 2001); T. A. A6aynnaes, C. A. XacaHosa, Odexda y36exos
(XIX — Hayano XX 8.) (TawkeHt, 1978); /1. B. YHaepoBa, Y36ekckas HapodHas odexda koHya XIX-XX e8. (TalwkeHT, 1994).

cc. 18-21; 0. A. Cyxapesa, Mcmopus (| K020 Kocmioma. C d (smopas

© E. Pe3BaH, M. Pe3sBaH 2006

BbixoZs Ha y/uLy, XKeHLMHa BMeCTe C NapaHdXon Hage-
BaJia CMJ/IETEHHBIM M3 KOHCKOro BoJsloca YaysaH (Yyuméam),
NPMKPbIBaBLLMM JIMLIO M OMyCKaBLWWMCA Ao 6eaep, A0 KoJeH
WM A0 Tannu. DTOT dNEMEHT OAeXAbl aKKyMy/aMpoBas
BaXHEMLIME, YaCTO MOJISPHbIE Marnyeckne U puTyasibHble
CMbIC/Ib. YEpHbIM YayBaH CHYMTAICSA ONacHbIM. JEeBYLIKMU Npes-
MoYMTaNM 3aKpbIBaTb MU0 Kuceel (Joka). Mocne ceaabbbl
4YaysaH MOKYNasicA 06bIYHO OTLIOM Myxa. B To e Bpemsa
4ya4ysaH urpan 1 posib obepera: OT YHePHOro KOHCKOro BOJI0Ca
6eryT 3/ble Ayxu. HOBOPOXXAEHHOIO MOKPbIBa/IM Ya4YB8AHOM
MmaTtepu. [p1 o6psae NepBoro NONOKEHUA MAaAeHLa B KOJbl-
6€e/1b N0 HeM yapa/In YaYBAHOM, OYMLLAS €€ OT 3/IbIX CHI.
TaK »e nocTynanu yknaabiBas MAaZeHua B YyKyto MM [aBHO
He MCMoJIb30BaBLUYHOCA KOJblGeNb.

BpaTb MM JaBaTb APYr ApPYry oAexay 6b1o He NPUHATO.
B nepByto ouepefib 3TO OTHOCWM/IOCH K 4YaysaHy, U OGYBU.
Bepuau, 4TO 4yKOM MOT MM AbIXaHWE MOr/IM Nepejatb
HecyacTbs MKW 6onesHb. C 3TMMKM NoBepbsSMM Bbla CBA3aH
pAL pUTYasioB «4epHOM Marum»°. Belm 6eCcnnogHbIX KEHLWMH
WK TEX, YbM [E€TU HE BbIXKMBA/IM, MOT/IU NepeaaTtb ApYyrom,
CTPEeMSACb 0TAATb BMECTE C HUMM 60/IE3HM U HECHACTbS.

Mnn. / Fig. 1

3 B ocHoBe pasjeneHuna marmm MycynbMaHCKUMK
60rocn0BaMM Ha «0A06PAEMYI0> U «OPULAEMYI0>
Nexar NpuHUMN «HenpuYuHEHWUA BpeAa» U BONpoC
0 NPOMCXOXAEHUM CUNbI, C MOMOLLBIO KOTODOﬁ
COBEepLIaeTCA TO U/IM UHOE MarMyeckoe AEQCTEME
(cvna 6OXKECTBEHHOIO NPOMCXOKAEHMA ANA
«6e/101 Maru1» U 3eMHOT0 MU AEeMOHUYeCKoro
AN <4epHOI»).

Maryam Rezvan and Efim Rezvan

So the Curse Remains on the Outside
or the “Protective Dress”

(women and her clothing in the magic sphere of Central Asia)

Over many centuries, the average European mind was
inclined to see sorcery and magic as significant components
of Islamic civilisation. It has long been noted that the “image
of the neighbour” really does accumulate significant ele-
ments of its culture. This image of Islam was formed among
Europeans under the influence of the significant scientific
and technical superiority of the Muslim world in the Middle
Ages, which determined the effect of Muslim philosophy and
the natural sciences on medieval European philosophy and
science. This image strengthened significantly in the Age of
Enlightenment after the astounding success of the “Thousand
and One Nights” published by Antoine Galland (1646—1715),
which caused a heightened interest in eastern exoticism. The
beginning of the colonial era, Napoleon’s march to Egypt, and
the work of European descriptive scholars in Egypt, Persia,
North Africa and Turkey, strengthened the idea of the prin-
ciple of magic which played an important role in the culture
of Islam. Especially as Muslim civilisation in the period of
decline provided Europeans with an enormous amount of
material connected with the occult.

In Central Asia, like everywhere in the Muslim East, women’s
traditional clothing was always filled with numerous magic
elements, the meaning of which was preserved from antiq-
uity (fig. 1) In different situations, certain types of clothing
had ritual significance, which frequently changed over time.
For understandable reasons, the largest amount of infor-
mation on this type of customs and traditions dates from
the 19*"—beginning of the 20™ century. At the same time,
it is clear that, while they changed in their frequency and
specific manifestations, ideas of this type were preserved
over many centuries, in the absolute majority of cases going
back to the pre-Islamic past of the peoples of this enormous
region'. Many magic elements were reconsidered in such a
way that they served as a constant reminder of the impor-
tant events of the history of Islam, and important rituals.

The Russian-speaking ethnographic literature makes it pos-
sible to gain a certain idea of magic elements in traditional
women’s clothing and its ritual use?. An entire set of magic
ideas was linked with clothes and dresses which touched
a person closely and over a long time, and thus “absorbed”
certain “energy”.

When they went out on the street, along with the paranja
women put on a chachwan (chimbat) woven of horse hair,
which covered the face and went down to her hips, knees
or waist. This element of clothing accumulated important,
often polar magic and ritual meanings. A black chachwan
was considered dangerous. Women preferred to cover their
face with muslin (doka). After the wedding the chachwan
was usually bought by the husbands’ father. At the same
time, the chachwan also played the role of protection: evil
spirits run away from black horsehair. A newborn baby was
covered with the mother’s chachwan. In the ritual of placing
the baby in the cradle for the first time, the cradle was hit
with the chachwan, purifying it from evil spirits. The same
thing was done when the baby was put in a different cradle
or one that had not been used for a long time.

It was not customary to take or to give each other clothing.
Above all this concerned the chachwan and footwear. It
was believed that another person’s sweat or breath could
carry unhappiness or sickness. A number of “black magic”
rituals were connected with these beliefs®. Items belonging
to infertile women or women whose children died could be
given to another woman, trying to pass on the illnesses and
unhappiness with them.

Special rituals accompanied the moment of putting on new
clothing. In the collection of the Tashkent Biruni Institute
of Oriental Studies, a work is preserved about determining
the day which is suitable for putting on new clothing*.

1 Cf. Z. I. Rahimova, “The female costume in Central Asia on the Maverannahr miniatures of the 16th—17th centuries”, 2 At the basis of the division of magic by Muslim theologians into “approved”

Culture of the Medieval Orient (Tashkent, 1990).

2 For more details see: M. A. Bikjanova, “Clothes of Uzbek women of Tashkent of the 19*"—beginning of the 20th cen-
tury”, Costume of the Peoples of Central Asia. Historical-Ethnographical Sketches (Moscow, 1979); E. Ermakova,
“The collection of silk ikats of T. F. Tairov”, Ikats of Turkestan from the Collection of Tair F. Tairov (Moscow, 2002),
pp. 18—21; 0. A. Sukhareva, History of the Central Asian Costume. Samarqand (Second Half of 19"—Beginning of

and “disapproved” is the principle of “not doing harm” and the issue of the
origin of the force which is used to carry out a certain magic action

(a force of divine origin for “white magic” and an earthly or demonic force
for “black magic”).

4No. 3877 in the catalogue Collection of Oriental Manuscripts of the

20" Century) (Moscow, 1982); M. V. Sazonova, “Women’s costume of the Uzbeks of Khorezm”, Traditional Clothes of Academy of Sciences of the Uzbek SSR, edited by and contributed to by
the Peoples of Central Asia and Kazakhstan (Moscow, 1989); N. L. Lobacheva, “Features of the costume of the peoples  A. A. Semenov (Tashkent, 1960), v. For works on Muslim magic, see ibid.

of the Centrat Asianr=Kazakpstaniregion”, Central Asian Ethnographical Collection IV (Moscow, 2001); T. A. Abdullaev, under Nos. 3868—3918.

© E. Rezvan, M. Rezvan 2006

SsA. Hasanov, Clothing of the Uzbeks (19"—Beginning of the 20" Century) (Tashkent, 1978); L. V. Underova, Uzbek

National Clothing of the End of the 19"—20™ Century (Tashkent, 1994).
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OcobbIMK pHTyanamu CONPOBOXKAAICA MOMEHT HaZleBaHWA
HOBOW oZexpbl. B cobpaHmu TalKeHTCKoro MHCTUTyTa BoC-
TOKOBeAEHWUA UM. BUPYHM XpaHWUTCA couMHEHKe 06 onpeaene-
HUM HA, NoaxoAsaulero AnA 061a4eHns B HOBYHO oaexay*.

[pOHMKHOBEHWE M 3aKpenieHMe UclamMa B KauyecTse Beay-
LLei MAEO0IOrMYECKOM CUCTEMBI B STOM FPOMaZIHOM pPernoHe
He MOr/I0 He CKa3aTbCA Ha MarM4yecKmx npakTMKax camoro
pasHoro TMna. KopaHn4eckue TeKCTbl 3aHAIM BefyLuee MecTo
B OXPaHMTEJIbHbIX aMy/leTax U Ha OpyXmu. UMK cTanu yKpa-
LIATb POCKOLUHbIE TKaHW U HAHOCKUTb Ha oAexay. TaK, Bepuiu,
YTO ANA TOro, YTOObI AEBYLUKA BbILUIA 3aMY¥ 38 KOHKPETHOIO
yenoBeka, 10bIM aliam NATOM cypbl cleayeT HanucaTb Ha ee
oAeXae BMecTe C MMEHEM I0HOLM M ero MaTepu MK xe
NpoYecTb B NPUCYTCTBUU AEBYLUKM M MOJIOZOrO YesIOBEKA,
KOTOPOro POAUTENIU AEBYLLKM XOTAT €1 B Myba 71—73 aliambl
3600 cypbl. JeByluKe, He BbllieAWwen B CPOK 3aMyK, Cleso-
BaJI0 MPMBA3aTb K HOre HamucaHHble 96—99 atiambl WwecTom
Cypbl, YTOBbI € KaK MOXHO CKOpee cAe/ia/iv NPeAJIOKEHHE.
C ApYyro# CTOpOHbI, YTOGbI BbIGpaTh Ce6e NOAXOAALLYIO KeEHY,
HE06X0AMMO HanMMCcaTb Ha KJI0UYKE OAEKAbl MOJIOAOM 3aMyK-
HeW KeHLWKHbI aliambl 87—89 4eTBEPTOM Cypbl M HOCUTb €ro
c co6o# (Moapo6Hee 0 MarM4YeCKOM MCMoJib30BaHMM KOpaHu-
YECKMX TEKCTOB CM. HUXKE).

BopoT TpaguLMOHHOro NaaTha CKPENAAICA cneupuansHbIMU
3aBA3KamM (602b1y). CylecTBoBaso NOBEPbE, COMIACHO KOTO-
pomy ®atnma, aoub Mpopoka u xeHa ‘Ain, B NaMATb O CBOUX
y6UTbIX CbIHOBbSX XacaHe W XycalHe, oTopBasia MoJIoCKM OT
MX OAEeXAbl U CAenana U3 HMX 3aBA3KU K CBOEMY MJ1aTblo.
O6bl4Has eHLMHA ciefoBasla B CBOEH ogexae npumepy
fAoyepu lMpopoka, BHOBb M BHOBb OCO3HaBas ce6s MyCy/ib-
MaHKOM, a 3aBA3KM (602bl4) CNYKUAN EXKEAHEBHBIM HANOMM-
HaHWEM O TParM4yecKoM CTpaHMLIE UCIAMCKOM UCTOPUM.

Jlna oTAeIKM pa3nnyHbIX BUAOB OAEXAbl LMPOKO MCNOJIb-
30BaJlacb TECbMA C TKaHbIM Y30poMm (usia. 2). bblnm Bbipabo-
TaHbl CBOE06Pa3HbIe TUMbl OPHAMEHTOB KaK reOMETPUYECKHX,
TaK U CBA3aHHbIX C M306paXKEHNEM PaCcTEHWM MTUL, PbI6,
JKMBOTHbIX M DUrYpOK NtoAeN, a TakKe NpeaMeToB 6biTa,
opyaui Tpyfa, oBEIMPHbIX YKpalleHWM. Ha3BaHue Kaxkzoro
y30pa COOTBETCTBOBAJIO NPEAMETY, C KOTOPbIM OH 6bln CBA-
3aH. BaxHOo, 4TO KaxabIM M3 3TUX NPEAMETOB MMEN 3HaYEHHE
obepera. Y30p «nepegasas» 3TO 3HaYeHWE TeCbMe, a TeCb-
Ma — M3Jennto, KOTOpoe OHa yKpaluana.

O6eperom ciyxm HEGO/bLLOM KBaJpaTMK KOHTPACTHOro
naaTblo TOHA (Xywmak, Kysynal) — nactoBuUa, KOTOPYH
06bI4HO BLUMBA/IM NOZ, PyKaB TPAAMLMOHHOIO KEHCKOro NiathA
MM Ha NNaTbe A0/rOXAaHHOrO, «BbIMPOLWEHHOro pebeHKa».
C 3TOM e Lesiblo PSAOM C IaCTOBULEN AeNasv HECKOJIbKO
CTEXKOB HUTKaMW ApPYyroro uBeTa, Ha CTbiKax LUBOB BbILUM-
Ba/IN KPY}KOYKM. B KauecTBe obepera CnyXmau u y3eaku u3
HECKOJIbKMX HUTEMN, 3aBsi3biBaEMbIE CMeLMasibHbIM 06pa3oM
10 KPOMKe oAexAbl.

MoZon naTbd MOJIOABIX KEHIWMH M MaNeHbKUX JeTeN
He MoAWMBaNM M3 OMAcEHMs, YTO Ypeja POXKAEHWM MpeKpa-
TUTCA. Onacasacb «JypHOro rfasa», HeKOTOpble LWBbl Aesajun
He BHYTPb, @ HapyXy. TeM CamblM, U «MPOKNATUA OCTaBa-
JIUCb CHapyxW». B kauecTBe obepera BepxHUM KpaK LuapoBap
(uWwmoH), HEOTHLEM/IEMOM YaCTU OAEXAbl AEBOYEK, AEBYLIEK
M EHLMH, 06bIYHO OTBOPAYMBAIOT HapYXKy. TakMM 06pasoM,
BECb MPeAMET OAeX /bl UM €ro OTAe/bHble 3/IeMEHTbI CTaHO-
BATCA TaKXKe M 06EPErom no cBoei MYHKLMOHANbHOM CYTH.

4 Ne 3877 no katanory CobpaHue 80CmoYHbIX pykonuceli
Akademuu Hayk Y36ekckoli CCP, nog pea. v Npy y4actmm
A. A. CemeHoBa (TawwkeHT, 1960), v. CounHeHua

N0 MYCY/IbMaHCKOM Marmu cM. Tam ke noj NeNe 3868—3918.

YauBUTE/IbHA UCTOPUS NewsoHa, 0CO6Oro B1Aa BEPXHEN
oAexbl, KOTOPbIM B TalIKEHTE BbiLEN U3 YNOTPEBIEHMS
eule B XIX B. MNo3aHee 34ecb 3TUM C/IOBOM 0603HaYaIv ros10B-
HYI0 HaKMAKY B LUMPOKOM CMbIC/IE, UTPaBLLYo CUMBOJIMYECKYIO
poJib B psje CeMEeNHO-6payYHbIX puTyasnoB. Hesecta, KoTo-
pas B newsoHe NosABAANACb B [JOME XeHWXa, B MPOAO/IKe-
HMEe HECKOJIbKMX MECALEB, a MHOrAa A0 POXKAEeHMA pebeHKa
He BbIxoAM/1a 6€3 HEro M3 CBOEM KOMHaTbl, 3aKpblBasCb MM
OT r1a3 CBEKpa M 6paTbeB Mya. OHa NpuUKpbIBanach newso-
HOM, BCTpeYas poAHbIX U FOCTEM M MPUBETCTBYSA MX.

3HauYnUTENIbHYIO POJIb B PUTYaslbHOM M MarM4yeCcKom npo-
CTpaHCTBE Urpasl TYHMKOOGPa3HbIM XasaT 0co60ro NoKpos
6€3 BOPOTHMKA, YacTO AJIMHHBIM, MOYTU A0 3EMJIM, KOTO-
pbi B TalKeHTe HasblBaAu Mypcak (Mupcak)®. [lo Havana
XX B. HeBecTe noJiaralocb BOMTH B JOM KEHMXa 0683aTe/IbHO
0JeTOM B MYPCAK, KOTOPbIM Moc/ie NEPBOM GpayHOM HOYM,

Unn. / Fig. 2

B 671aro4apHOCTb 3a COXPaHEHME A0YEPbI0 HEBUHHOCTMH,
Aapuan ee matepu. Mypcak 6bln o6a3aTenieH B putyane
NMepBOro MOKJIOHa POJHE My}Ka M NepPBOro MoCeLLEHNA poan-
Te/IbCKOro AioMa nocsie CBaAbobl. Mocne Toro Mypcak 6oblue
He HajeBanu.

C Havana XX B. Mypcak NpeBpaTU/CA B S1IEMEHT norpe-
6a/1bHOro puTyana. MM NoKpbiBaau Teso nocse CMepTH,
a 3aTeM OoTAaBasIM 06MmbiBasiblymMLe. [lBa APYrrx Mypcaka
HabpacbiBa/IM Ha norpe6asibHble HOCMIKU. Kak 1 gpyrue
BelyM, CONnpMKacaBLUMECA C MEPTBbIM TEJIOM, MYPCAKM,
no BO3BPALLEHMM C NMOXOPOH, OCTaBJIAIN HAa HOYb MOJ OTKPbI-
TbIM HEGOM: «4TOObI OHW YBUAEIM 3BE€3/bl>. [loc/ie 3TOro oHK
CTaHOBM/INCb PUTYasIbHO YMUCTbIMU. MX XpaHU/IM KaK YacTb
npuAaHoro aovepen.

5 ®OTO CM. B JAHHOM KaTasiore B cTaTbe Banepum Mpuienosoit,
«B3rnapa co cTopoHbl: ypda, dxanan, 6aya (No OTOKONNEKLMAM
MAS PAH 1870—1920 rr.)>.

The introduction and consolidation of Islam as the lead-
ing ideological system in this enormous region could not
but affect the magic practices of the most varied kind.
The Qur’anic texts occupied a leading place in protective
amulets and on weapons. They were used to decorate lux-
urious fabrics and worn on clothing. For example, it was
believed that for a woman to marry a specific man, the
10t ayat of the fifth sura should be written on her cloth-
ing together with the name of the man and his mother, or
read the 71—73 ayats of the 36 sura in the presence of the
woman and man whom the woman’s parents wanted her to
marry. Awoman who did not marry on time should have the
96—99 ayats of the sixth sura tied to her leg, so that she
was proposed to as soon as possible. On the other hand, to
choose a suitable wife for a man, ayats 87—89 of the fourth
sura had to be written on a piece of clothing and taken with

Unn. / Fig. 3

him (see below for more detail about the magic use of the
Qur’anic texts).

The collar of the traditional dress was fastened with
special ties (bogych). There was a belief that Fatima, the
daughter of the Prophet and the wife of ‘Ali, in memory of
their murdered sons Hasan and Husayn, tore strips from their
clothes and made ties for her dress from them. An ordinary
woman followed the example of the Prophet’s daughter in
her clothing, again and again realising herself as a Muslim,
and the ties (bogych) served as a daily reminder of a tragic
page in Islamic history.

For trimming various types of clothing, lace with a fabric
pattern was widely used (fig. 2) Special types of ornaments
were developed, both geometric and connected with depic-
tions of plants, birds, fish, women’s and human figures, and
also domestic items, work tools and jewellery. The name of

OnekTpoHHas Gubnuoteka Mysesi aHTpononorum n atHorpacdum um. Metpa Benukoro (KyHcTkamepa) PAH
http://www.kunstkamera.ru/lib/rubrikator/06/oriental_dreams/
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each pattern corresponded to the item which it was con-
nected to. It was important that each of these items had
the significance of a protection. The pattern “gave” this
significance to the lace, and the lace to the item which it
decorated.

The protection was a small square in contrasting colour
to the dress (khushtak, kulupay) — a gusset which was usual-
ly sewn under the sleeve of the traditional women’s dress or
on the dress of a long-expected child. For the same reason,
next to the gusset several stitches were made of another
colour, and circles were sewn on the joins of the seams. Neps
of several threads served as a protection, which were tied in
a special way along the edge of the clothing.

The hem of the skirt of young women and small children
was not sewn out of fear that the births would end. Fearing
the “evil eye”, some seams were made on the outside, not
on the inside. Thus, the “curse remained on the outside”.
As a protection the outer edge of the trousers (ishton), an
integral part of clothing for girls and women, were usually
turned out. Thus, the entire item of clothing or its sepa-
rate elements also became a protection in its functional
essence.

The peshvon, a special type of outer clothing which went
out of use in Tashkent by the 19t century, has an amazing
history. Later this word came to signify a cape in the wider
sense, which played a symbolic role in a number of family
and marriage rituals. The bride, who appeared in the pesh-
von in the husband’s house, for several months, and some-
times until the birth of the child, did not go out of her room
without it, and covered herself with it from the eyes of the
husband’s father and brothers. She covered herself with the
peshvon, meeting family and guests and welcoming them.

An important role in the ritual and magical sphere was
played by the tunic gown of a special cut without a col-
lar, often long, almost to the ground, which in Tashkent
was called a mursak (mirsak)’. Before the beginning of the
20t century, the bride was supposed to enter the groom’s
house dressed in a mursak, which after the first wedding
night, in gratitude for preserving the daughter’s innocence,
was given to her mother. The mursak was compulsory in the
ritual of the first bow to the family of the husband and the
first visit to the parent’s home after the wedding. After this
the mursak was not worn again.

From the start of the 20* century, the mursak turned
into an element of the funeral ritual. It covered the body
after death, and then was given to the person washing the
body. Two other mursaks were thrown on the coffin litter.
Like other things which touched a dead body, the mursaks,
after returning from the burial, were left out under the
open sky at night: “so they saw the stars”. After this they
became ritually pure. They were kept as part of the dowry
of daughters.

Starting from the last decades of the 19*" century, a large
number of similar ritual functions moved to the paranja,
the compulsory upper clothing of urban women of all ages.
Under the paranja a bride was brought to the house of the
future husband, and in the paranja she was taken to bow
to the family of the groom on the day after the wedding.
Several days later, the parents of the newly wed held a feast
and invited the daughter with her new family. The young
woman usually appeared there in the paranja. After this,

> Photo see below in the article by Valeria Prishchepova
“A view from the outside: urda, jalap,

bacha (by photograph collections

of the MAE RAS 1870—1920)”.
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HaumHas ¢ nocnegHux gecatnnetmi XIX B. 3HauMTenbHas
4acTb MOAOGHbIX PUTYasbHbIX DYHKLMIM NepeLa K napaHoxe,
06s13aTe/IbHOM BEPXHEM OAEXAe FopoXKaHOK BCeX BO3PACcToB.
Moa napaHoxon HEBECTY NPUBO3UIM B JOM BYAYLIErO MYXKa,
B NApaHoKe ee BbIBOAUIN Ha MOK/IOH K POAHbIM KeHUxa
Ha ApYyron AeHb nocne cBafbbbl. Yepes HeCKoNbKO AHEMN
poauTenn HoBo6payHoM yCTpanBaiu yroueHue 1M npuria-
LIanu Ao4b C ee HoBOM poaHeN. Monoaas 06blYHO NosBAANaCh
TaM B napaHadke. Mocne 3Toro NapaHaoxy NpsTann B CyH-
ZYK 0 CaMOM CMepTH ee obnagaTesibHuLbl. [TapaHdKy npy-
HOCM/IM C KNaa6MLLa U BELAIM B KOMHATE HA AepeBAHHbIN
rBO34b BMECTE C pYyron oAeKA0M NOKOMHOM. Bellatb Takum
06pa3oM NApaHoKy Mpy }KMU3HU CYATANIOCh HEBO3MOXKHbIM.
Bepuau, 4To 3TO MOXKET HaBNEeYb CMEPTb. B napaHdske Henb3s
6bI/10 BXOAWTb B JOM. DTO 03Ha4asIo NMoOXKeNaHME CMEPTH.
UCcKNtouyeHne coCcTaBAAIM 0O6MbIBAbLLMLIbI.

Mnn. / Fig. 4

BayKHYI0 4acTb }KEHCKOro KOCTIOMa COCTaBJIsi/1 FOJI0B-
HoM y6op. Bbizo, B 4acTHOCTW, pacnpoCTPaHEHO NOBEpPbE,
YTO, €C/IN KEHLUMHA BKYLUAET MULLY C HEMOKPbITOM FoJ10-
BOM, aHren-xpaHuTesib NoKnaaeT ee. Bua rosoBHoro y6opa
ABNIA/ICS BaXKHbIM MapKepOM BO3pacTa M CTaTyca MeHLUMHbI.
B TawkeHTe Ao 20-x rr. XX B. OCHOBHbIM *KE€HCKMM F0J10B-
HbIM Y60pPOM 6blN1 NNaTok. MNnaTkM NoBA3bIBa/IM AEBOYKAM
¢ 9—10 neT. OHM 6bINM pa3Hble MO Ka4ecTBY, LIBETY M CNOCOGY
HoweHuA. JeByLWKM HOCMIM HEGOIbLIME LIBETHbIE MJIATKM
6e3 BblIlWMBKM. MX KOHLbI 6bl/IM 3aBA3aHbl Ha 3aTbl/IKe TakK,
4TO6bI 6bIIN BUAHBI KOCMYKK. MOBA3bIBasA BbILMTbIM NIATOK
Ha cneayLmi AeHb Noc/ie CBafbbbl, MOIOAAsA KEHLUMHA
HOCW/Ia €ro A0 POXAEHUS ABYX MM Tpex aeTer. EMy Ha cmeHy
NPUXOAMA 6eNbIM NIaTOK 6€3 BbIWKMBKM. [010BHOM Y60P MOXKM-
JI0M JKEHLUMHbBI COCTOS M3 ABYX MJIATKOB, 3aBA3aHHbIX 0CO6bIM
06pa3oM.

Llenbi pag TpaguUMOHHbIX LBETOBbIX NPEAMNOYTEHMH Gbisl
CBA3aHbl C Marvemn useTa® (usi1. 3) U 0603Ha4YEHNEM BO3pacTa
M cTaTyca KeHLMHbl. KpacHbiM 1 po30BbIi 6bln M0 NpenMy-
LLlecTBY AE€BUYbMMM LBETaMU. KEHLMHbI CpeAHero Bo3pacTa
npeanoYMTanu rammy rony6oro u ceporo. B TalkeHTe 6esbii
CUMTAJICA LIBETOM HEBECT M KEHLLMH NPEKJIOHHOrO BO3pacTa,
XOTS He BO36PaHA/ICA HUKOMY. TEMHbIE LIBETA (YEPHBIMA, CUHUM,
JINNIOBBINM, TEMHO-3€/IEHBIN) 6blM LBETaMM Tpaypa.

TpasaULMOHHBIM KOCTIOM HEMBIC/IMM 6€3 KOMMJIEKCA YKpa-
LWEHMM, KOTOPbIX 6blI0 BE/IMKOE MHOXKecTBO. Hano6Hble,
BMCOYHbIE, HarpyaHble, LWEMHbIE, NOACHbIE YKpaLleHUs,
KOJIbLia, YKpALLEHWUs ANs BOJIOC, CEpbri, 6pac/ieTbl — Kaxzaoe
M3 HUX CaMo Mo ce6e M BCE BMECTE HEC/IM 3HAKWU U CUMBOJIbI,

~

¢ K. C. BacunibLioB, «“LiBeT 61aropoAgHENILMIA” (O LBETOBbIX MpH-
CTpacTusx HapoAoB LieHTpasbHOM A3umn)» (B AaHHOM KaTasiore).
CM. Takxke: T. I'. EMenbAHeHKo, «CMMBOM3aLMA BO3PACTHbBIX
NEepUOAOB: TKaHU M LiBET B TPaAMLIMOHHOM KOCTIOME Y36EKOB
®depraHbl», Bpems u kaneHdapb 8 mpaduyuoHHol Ky/ibmype
(CaHkT-TeTepbypr, 1999).

KOTOpble Aesanu 1x obeperamu. B cBoel COBOKYNMHOCTH OHM
NPeACTaB/IfIM eLle OANH BaXKHbIM «py6ek 060POHbI» B MPOTH-
BOCTOSIHMM YE/IOBEKA M BPaXKAEOHbIX eMy cun (usa. 4—5).
YpesBblyaliHO Nony/spHbIMK B MYCY/IbMAHCKOM MUPe 6b1n
I0BE/IMPHbIE YKPALLUEHWUA, KOTOpble CTaHOBUIMCb 0beperamm
B pe3y/ibTaTe HaHECEHWA Ha MX NOBEPXHOCTb M/IM BKJIIOYEHNSA
B MX COCTaB KOpPaHWYECKMX TEKCTOB. LLIMpoko pacnpocTpaHeH-
HbIMW, B YaCTHOCTM, 6blIM MymMapbl U 603y6aHIbI — yTAAPLI
ANA amyneToB (u//1. 6). B HMX MOr/IM XpaHUTLCA KOpaHMYeCKue
UMTaThl M MOJIUTBbI, HAaMMCaHHbIe Ha 6yMare’. OHW BXOAAT B CO-
CTaB YKpaLLEeHWIM BCEX MYCY/IbMaHCKMX HapogoB LieHTpasibHoM
A3un. CTeneHb MX pacnpoCTpaHEHUA HaNpAMYIO 3aBucea
OT CTENEHN NPOHUKHOBEHMSA MC/1ama B BbIT M CO3HAHME NIOAEN.
®yTAApblI MOFYT 6bITb CaMbiX pa3HO06pa3HbIx PopM — NPAMO-
yro/ibHble, KBaZpaTHble, TPeYro/bHble U LUIMHAPUYECKHE.
Kak npaBwuo, oHM 60rato yKpalueHbl YEPHbIO MM M030/10TOM,

MHKPYCTMPOBaHbl KAMHAMM. Ha HMX MOTYT ObITb HaHECEHbI
KaK CTM/IM30BaHHble, TaK M MOJAJ/IMHHbIE apabckue HaanucKe.

Tymapbl HOCMAIM Ha lwee (6YUuH-mymap), Ha rpyam
(KYKpak-mymap) v nog pyKom (Ky/sImyk-mymap), a TaKkxe
Ha ieBoM nieye. Kpome Toro, Mx MOr/iv MPUKPENNATL K FOJI0B-
HOMy y6opy 1 oaexze. Bce npuBeaeHHble TEPMMHBI TIOPKCKOTO
npoucxoxaenus. MNepcuackoe cioBo 603y6aHO — «6pacieT,
CBUAETENbCTBYET O NMPaKTUKE HOLLEHUA amy/ieTa Ha 3anfacTbe.
Takum yTasapam, Kak npasu/io, npuaasBanacb Tpyoyartas
dopmMa’®. ITUM e TEPMMHOM MOF 0603HaYaTbCA CEPAOJIMK,
C BbIrpaBUPOBaHHOM Ha HEM KaiaMrpaduyeckom Haanmucbio™.
Mcnonb3yeman TEPMMHOIOMMA yKasblBaeT Ha ABa MCTOYHMKA
NMPOHMKHOBEHMSA MyMapoB B MaBepaHHaxp — TIOPKCKMM
U MPAHCKMHA.

3TW aMyneTbl HOCKUAM FIaBHBIM 06Pa30M EHLUMHbI (0COo-
6eHHO 6epeMeHHbIE 1 KOPMALLME) U AETU, KOTOPbIX mymap
6bl/1 NPM3BaH OXPaHATb OT BCEBO3MOKHbBIX 60/1€3HEN, Criasa
W pa3Ho06pa3HbIX BUMAOB BO3AEMCTBUA CUI 3/1a. KEHLMHbI
HOCWNIM MyMapebl AN 061erYeHns poAaoB M B HaAeX e Ha yBe-
JIMYeHune ymcna geter. Tymapbl SBASIUCb OAHUM U3 065-
3aTesIbHbIX 3/IEMEHTOB CBaAE6HOr0 KOCTIOMA, MOCKO/IbKY
CYMTaNIOCh, YTO HEBECTa, NpebbiBas B COCTOAHMM Nepexosa
M3 [eBMYECTBA K 3aMY¥KeCTBY, 0COGEHHO MOABEPKEHA B/IN-
AHUIO TEMHbIX CU.

Mo-BMAMMOMY, A/l MPOCTOr0 Ye/I0BEKA AEMCTBEHHOCTb
MyMapoB Kak aMy/1eToB OMnpeAenianachk He TOJIbKO Haau-
YMEM B HUX KOPAHUYECKOrO TEKCTA, HO M CamMoM MX popMoit
M BHELWHWM BMAOM, T. K. M3BECTHbI 06pasLibl, 3anoJiHeHHble
MacCTMKOM, BapOM WMJIM TUMCOM, NOKPbITbIE CBEPXY 30/10TOM

7 PaHee OHM 6bi/IM M3BECTHBI MOA C/I0BOM bitig, «Hagmuch,
nucbmeHa». Y Tatap 4o XIX B. coxpaHuiocb Ha3BaHWe
amynetoB — 6emu. Cm.: [. A. ®axpeTanHosa, fO8esupHoe
uckyccmso Y36ekucmara (TawkeHT, 1988), cc. 53, 141.

& Mpumep mymapa X—XII B. ¢ NceBA0apaGCKoM HaAMUCHIO CM. &
ibid., c. 53.

the paranja was hidden in a chest right until the moment
its owner died. The paranja was taken to the cemetery and
hung in a room on a wooden nail together with other cloth-
ing of the dead person. To hang a paranja in this way dur-
ing life was considered impossible. It was believed that this
could bring on death. It was forbidden to enter a house in a
paranja. This meant a wish for death. Washers of the body
were an exception.

An important part of the women’s costume was the head-
dress. In particular, there was a widespread belief that if
a woman ate food without her head covered, her guard-
ian angel would leave her. The type of headdress was an
important indicator of the age and status of the woman. In
Tashkent until the 1920s, the main women’s head-dress was
the headscarf. Girls wore headscarves from the age of 9—10.
They differed in their quality, colour and method of wearing.

Unn. / Fig. 6

Women wore small coloured scarves without embroidery.
Their ends were tied on the head in such a way that the
plaits were visible. Tying an embroidered scarf on the day
after the wedding, a young woman wore it before the birth
of two or three children. It was replaced by a white scarf
without embroidery. The head-dress of an elderly woman
consisted of two scarves tied in a special way.

A whole range of traditional colour preferences were con-
nected with the magic of colour ¢ (fig. 3) and indicated the
age and status of the woman. Red and pink were mainly girls’
colours. Middle-aged women preferred light-blue and grey.
In Tashkent, white was considered the colour of brides and
elderly women, although no one was forbidden to wear it.
Dark colours (black, blue, violet, dark green) were the col-
ours of mourning.

The traditional costume is unthinkable without a set of
jewellery, which was abundant. Jewellery hung from the
head, temples, chest, neck and waist, rings, decorations for
the hair, earrings, bracelets — each one, both separately and
together, bore signs and symbols which made them protec-
tions. Altogether they represented another “layer of pro-
tection” in the conflict between people and hostile forces
(figs. 4-5).

Of enormous popularity in the Muslim world was jew-
ellery which became a means of protection when the
Qur’anic texts was worn on their surface and placed inside.
Tumars and bozubands — amulet cases, were widespread
(fig. 6). Excerpts from the Qur’an and prayers written
on paper could be kept in them’. They were part of the

? For the examples of the tumars and bozubands of all types see: ibid., pp. 145—149.
1 bid., p. 149.

L. A. Chvyr, Tajik Jewellery (Moscow, 1977), p. 97. These types of specimens are mainly
linked with the nomadic environment.

12 See for example the inscription on one of the Samarqgand bilaguzukki oyatin bracelets
(i. e. bracelets containing ayats) “decoration of beauties”. Sukhareva, op. cit., p. 116.
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adornments of all Muslim peoples of Central Asia. The level
of their prevalence depended directly on the extent to
which Islam had entered the everyday lives and minds of
people. Cases could be of the most diverse forms — rec-
tangular, square, triangular and cylindrical. As a rule,
they were richly decorated with ink or gilt, incrusted with
stones. Both stylised and genuine Arabic inscriptions could
be written on themé.

Tumars were worn on the neck (buyin-tumar), on the
chest (kukrak-tumar) and under the arm (qultuqg-tumar),
and also on the left shoulder. Furthermore, they could be
attached to the headdress and clothing. All these terms are of
Turkic origin. The Persian word bozuband — “bracelet”, shows
the practice of wearing the amulet on the wrist. These cases
usually had a tubular form®. This term could also indicate
a carnelian, which a calligraphic inscription engraved on it™.

The terminology used indicates the two sources of tumars in
Maverannahr — Turkic and Iranian.

These amulets were mainly worn by women (especially
pregnant and breastfeeding mothers) and children, whom
the tumar was designed to protect from all kinds of diseases,
curses and various kinds of effects from evil forces. Women
wore tumars to ease their births and in the hope of increas-
ing the number of children. Tumars were one of the compul-
sory elements of the wedding costume, as it was believed
that the bride who was passing from maidenhood to marriage
was especially subject to the influence of dark forces.

Evidently, for an ordinary person the effectiveness of
tumars as amulets was not just determined by the Qur’anic
text on them, but their actual form and appearance, i. e.
there are specimens filled with resin, pitch or plaster, covered
with gold or silver foil, and also flat ornamental plates'.

Often, any inscription using Arabic writing gained a sacred
significance and transferred this to the item on which it was
engraved'. It is also important to note that amulets which
used Sacred Texts were not just designed to cure the body,
but also the soul, as wearing them was already considered
an act that was pleasing to God.

Works devoted to traditional Muslim magic are connected
closely with the circle of daily tasks and worries of ordinary
people, including, as we have seen, the protective func-
tions of their clothing. They show love and jealousy, trade
competition and sickness, fear for tomorrow and interest in
the unknown.

¢ K. S. Vasiltsov, “The Most Noble Colour” (colour preferences of Central Asia) (also in
this catalogue). See also: T. G. Emelyanenko, “Symbolisation of age periods: fabrics
and colour in the traditional costume of the Uzbeks of Ferghana”, Time and Calendar
in Traditional Culture (St. Petersburg, 1999).

7 They used to be known by the word bitig, “inscription, writing”.
Until the 19t century, the Tatars preserved the name beti for amulets. See
D. A. Fakhretdinova, The Jewellery Art of Uzbekistan (Tashkent, 1988), pp. 53, 141.

8 For an example of a tumar of the 10""—12 century with a pseudo-Arabic inscription
see lbid., p. 53.

(@)]
o
>3
o]
wn
i
Q
]
()
o
i

byxapa — CaHkT-lletepbypr / Bukhara — S




UK cepebpsiHoM obroi, a TakKe NJ0CKMEe OPHAMEHTMUPO-
BaHHble M1acTHHbI'.

YacTo /it06as HaamUChb, BbIMOJIHEHHAA apabCcKoM rpadu-
KOM, NprobpeTasia cakpasibHOE 3Ha4YeHMe U Nepesasana ero
npeAMeTy, Ha KOTOPbIM OHa 6blla HaHeceHa'?. BaxHo Tak:ke
OTMETUTb, YTO amyJieTbl, UCMOJb3ytolne CBALLEHHbIE TeK-
CTbl, 6bIIM NPU3BaHbI BpayeBaTb HE TOJILKO TEJI0, HO M Ayuly,
MOCKOJIbKY MX HOLLUEHWE yXKe caMo Nno cebe cumTanocb 6oro-
YroZHbIM JIEJIOM.

C Kpyrom exefHeBHbIX 3a60T 1 TPEBOI 06bIYHbIX JIOAEN,
B TOM YMCAe, KaK Mbl BUAENU, U C OXPaHUTENbHbIMUA (DYHK-
LMAMM UX OfEXAbl, CAMbIM TECHBIM 06Pa3oM CBA3aHbl COYM-
HEHWS, MOCBALLEHHbIE TPAAMULIMOHHOM MYCY/IbMAHCKOM Marmu.
B HMX nposABnAOTCA N1060Bb M PEBHOCTb, TOProBas KOHKY-
peHuMsa 1 601€3HK, CTpax 3a 3aBTPaLUHWUM AEHb U MHTEPEC
K HeusBeaHHOMY.

B 3TOM OTHOLUEHMM 3HAYMTEIbHbIN
MHTEpecC NpeACTaB/AIT MaTepuaribl
PYKOMMCHOM KoJieKumMM MHCTUTYTa
BOCTOKOBeAeHMA MM. bupyHn AH
Y36eKkucTaHa. «CKpbITbIM HayKam»
nocBsLieHbl 60/1ee cTa COUYMHEHWM
M3 3TOro CO6paHMsA, NepenncaHHbIXx,

B OCHOBHOM, B XIX B.".

3HaunTeIbHYI0 YacTb COAepXKaHUA

COYMHEHMIM TaKoro paga TPaauLMOHHO
COCTaBAAT pa3/IMyHblE acNeKTbl
OTHOLLUEHMM KEHLLUMHbBI U MYXKUYMHBI.
«YKEeHCKUM MUp» ecTecTBEHHbIM
o6pa3om 0co3HaBa/l U MPOABAAS
cebsa BO B3aMMOAENCTBMM C MUPOM
MY3}YMH, M HA06OPOT: BOCCO34aTb
npescTaB/IeHME O «KEHCKOM Mupe»
MOYHO TOJIbKO MCMO/Ib3YA «MYXKCKME
COYMHEHUA>.

MHTepec npeacTaBaseT «KeHCKMUM

TPaKTaT» 0 MarMyecKMx 3aK/MHaHUAX,

CMOCO6GHbIX BO36YAUTb MJIAMEHHYIO

Jt060Bb My»Ka K CBOEM KEHE U rome-

WaTb TOMY, YTOObI OH B3/ APYryto

»eHy (Ne 3870, No 3880). Cioga e

MOXHO OTHECTU M TPYA O Marmye-

CKMX CpefcTBax, npeAHasHaYeHHbIX

ana npusopota (Ne 3873). MM npo- .

Mnn. / Fig. 5

TMBOCTOMT elle oAHa rajartesibHas

KHMra, MMeloLLas, B OT/IMYME OT YNOMAHYTOrO BbILIE COYMHEHUA
Ne 3870, 3aBeJOMO My}KCKME KOpHW. OHa npeacTaBaseT co6om
QHOHMMHbIN TPyA 6€3 Ha3BaHWs, CoAEepKaLLMMI, AKOObI, TEKCT,
cocTaB/ieHHbIM ABY ‘Ann M6H CuHoM (370-428/980-1037).
B npeaumcioBum pacckasbiBaetcs, Kak M6H CMHa, MpUGbIBLLMIA
B KaliMup co cBOEH cecTpoi, CTPOro npeaynpeamnn ee, Ytobbl,
OHa He BbIrnfAjbiBasa Ha yauLy, TaK Kak B ropofe MHOro
0YeHb OMacHbIX MaroB (MonbITKa OTy4YUTb FrapeMHbIX 3aTBOPHMLY
dmMpToBaTh Yepes OTKPbITOE OKHO). CecTpa He mocayluanach
1 BbiCyHyNa rosioBy. HemMeaseHHo noza YapaMu MECTHOrO BOA-
WebHMKa Y AEeBYLUKM NOABMIUCH ABa HACTOJIbKO 6OJIbLIMX pora,
YTO OHa HEe B COCTOSIHWMM 6blna yo6paThb rosoBy M3 okHa. M6H
CurHa cocTaBWA MJlaH MecTM BCeM Bo/LweGHMKaM Kawmmpa,
M OHM 6blIM UCTpe6eHbl. Mo npocbbe «KalMMUPCKOro Laps»
M6H CuHa, AKOGbI, HanMcaa KHUrY, 3aKJI4aloLLyto crnocob
raZjaHvs npy NOMOLLM NPOBEAEHNA YEPT; OHA COCTOMT M3 CTa

YeTblpHaALATM FNaB (4TO aCCOUMMPYETCSA C COOTBETCTBYHOLIMM
uncnom cyp KopaHa).

MycynibMaHWH C AETCKMUX NET YYMICA BOCIPUHMMATD MUP
B LI€JIOM M €ro pasHoo6pasHble NPOSB/IEHMA B BUAE OTPaXe-
HUM, COXpaHEHHbIX BoXKeCTBEHHbIMM CUMBOJIAMM M MMEHAMM.
Ero yumam «umntaTb>» TaMHbIM CMbIC/ BYKB M 3HAKOB, YAMBIATHCA
UX YyJEeCHOMY B3aMMOZEMNCTBUIO CO CBALLEHHbIM TEKCTOM
U MeXy co6oM. TakoM B3rsg Ha MUp M CNoco6 ero Bocnpus-
TMA C/leflyeT CYMUTaTh CYLLECTBEHHBIM 3IEMEHTOM MMPOBO33pe-
HMA MYCY/IbMaH, XMBLUMX B pasHble BEKA M NMPUHAA/IEKABLLMX
K pasHblM HapoJam. ITOT /IEMEHT, MPUBHECEHHbIM MCIAMOM
M Hepa3pbIBHO CBA3aHHbBIM C ero CBALEHHOM KHUIMOM, MOXKHO
JIErKo 06HapPYKMUTb U B COBPEMEHHOM MYCY/IbMaHCKOM MMpe.

4 K KoHuy XV B. B Typumu, UpaHe, MHAMM 3adMKCMPOBAHO NOAB/IEHWE 0COBBIX
py6ax-Ta/MCMaHOB, MOAAEBABLUMXCS MO KOJIbYYrY Kak «0fAesHUe 60ro6os3HeH-
HoCTK> (lubac am-maksa) (KopaH, 7:26). Mx NoBepXHOCTb LIEIMKOM MOKPbITa
nMcbMeHaMM (TeKCT KopaHa Mo/IHOCTbo MM Ya-
CTMYHO, 61aroyecTmBble DOPMYJIbl, Marmieckme
KBazpartbl M T. N.) CM.: Py6axa-TaimMcmaH,
(MHana, koHey XV B.) — Becb TekcT KopaHa
(A Catalogue of the Arabic Manuscripts in the
Salar Jung Museum and Library (Hydarabad,
1962) (panee — Hydarabad), Ne 177/Catalogue
Ne 15); py6axa-TanmMcmaH, (MHAMA, KoHel XV B.)
— Becb TeKcT KopaHa (Hyderabad, Ne 178/Catal-
ogue Ne 16); py6axa-TanmMcMaH (BO3MOXHO MpaH,
XVI nam XVII BB.) — MHOXECTBO KOPaHU4ECKMX
dparmeHToB M WnKTCKMX opmyn (Khalili, XVI,
Ne 33); py6axa-TanmMcmaH (Bo3moxHoO MpaH, XVI
nnm XVII BB.), MONNUTBbI, 3aK/IMHAHUSA, MHOXECTBO
KOpPaHM4eCcKMx hparMeHToB, BK/loYas cypbl 1,
48, 112, 114 uenunkom, atiamol 2:255; 24:35
M MHOXeCTBO WMHUTCKMX dopmyn (Khalili, XVI,
Ne 34). doTorpacdmio ocMaHCKoro o6pasia Takon
py6axu cm.: The Oxford Illustrated History of
the Crusades, ed. by J. Riley-Smith (Oxford—New
York, 1997), p. 254. Cp. Takxe: J. von Hammer,
“Observations sur les chemises talismaniques
des musulmans et particuliérement sur celle
qui se conserve dans le couvel des Cisterciens
nommé Neukloster, pres de Vienne Austriche”,
Journal asiatique 11/10 (1832), pp. 219-248;
Ph. Dernonsablon, “Notes sur deux vétements
talismaniques”, Arabica XXXIII, (1986),
pp. 216-250; J. M. Rogers and R Ward, Siileyman
the Magnificent. Catalogue of the exhibition
at the British Museum (London, 1988), p. 175;
Khalili, XVI, pp. 20-21.

Kak Mbl BUAENM, KOPaHUYECKUE TEKCTbI
MOTFJIM C pasHbIMKU LieIIMM HAHOCUTCSA
Ha ogexay™.
Co34aBa/iMCb M TKaHW, HecyLUue Ha
cebe KoOpaHWMYeCKUI TeKCT (usi. 7).
AHann3 MarMyeckoro Mcrosib30BaHMs
OTAEe/bHbIX Cyp M aliamoB Mo3BosseT
BbIAE/IMTb CPeAM O6LLErO Kpyra BOMPOCOB Fpymnmny, OTHOCALLY-
t0C HEMOCPEACTBEHHO K MUPY MY}KUMH MJIM JKEHLLUMH, a TaKkKe
OTHOLUEHMIM MeXAY HUMW. BOT HECKOJ/IbKO MPUMEPOB:
= CeMeliHoe 6/1arononyyme JOoCTMraeTcs NyTem yTe-
Hus 1oi, 11201, 1130M 1 114 cyp.
= Jns npekpalleHus pa3opoB MeXAy Cynpyramu
cnepyeT untatb 74biM M 26701 aliambl BTOPOM
cypbl.
= HanpotuB, Ans Toro, 4To6bl NOCEATb Pa3zfop MEXAY
Cynpyramu, Hy>kHo 4ntatb 10201 aliam ToM xe
cypbl.
= Ana pasnyyeHua npeno6oaeeB UCNOJIb3YHOTCA
4biIh atiam 23ben cypbl 1 BCA 44as.
= lMomoub YenoBeKy, o6e3yMeBLUEMY OT JIO6BU,
MOKHO 06palLLasch K 6oMy atiamy 73bei cypbl.

° Mpumepbl mymapoB u 6a3y6aHooB Bcex TUNOB cM.: bid., cc. 145—149.

10 1bid., c. 149.

" /1. A. YBbipb, TadxuKcKue tosenupHble ykpaweHus (Mocksa, 1977), c. 97. Takoro poza o6pasLibl Mo Go/bLUEN YacTU CBA3aHbl C KOYEBOM CPesoM.

12 CM., Hanp1mep HaAMMCb Ha OAHOM M3 CaMapKaHACKWX 6pacneToB 6usiazy3yKKu oAmuH (T. €. 6pacieTbl, coaepsKalume aliambl) «yKpaleHue

Kpacasuy». Cyxapesa, op. cit., c. 116.

3 CM.: CobpaHue 8ocmo4HbIX pyKonucel, V.

In this respect, considerable interest is presented by
materials of the manuscript collection of the Uzbekistan
Academy of Sciences Biruni Institute of Oriental Studies. Over
100 works of this collection, written mainly in the 19* centu-
ry, are devoted to “hidden learning”'3.

A significant part of the contents of works of this kind is
traditionally made up of various aspects of relations between
women and men. The “women’s world” naturally recognised
itself and showed itself in interaction with the world of man,
and vice versa: an understanding of the “women’s world”
can only be recreated using “men’s works”.

Of interest is the “women’s treatise” on magic incanta-

tions, which can arose the fiery love of a man for his wife
and stop him from taking another wife (No. 3870, No. 3880).
Here may be included the work on magical means designed
for turning (No. 3873). They are opposed by another book
of fortunetelling, which unlike the
other work No. 3870, certainly has
Muslim roots. It is an anonymous
work without a name, which sup-
posedly continues a text by Abu ‘Ali
ibn Sina (370—428/980—1037). The
preface states that Ibn Sina, arriv-
ing in Kashmir with his sister, strictly
warned her not to look on to the
street, as there were many danger-
ous magicians there (an attempt
to stop harem women from flirting
through the open window). The sis-
ter did not obey and put her head
out the window. Immediately under
the charms of a local magician the
girl grew two horns which were so
big that she could not put her head
back in the window. Ibn Sina drew up
a plan to avenge all the magicians of
Kashmir, and they were destroyed. At
the order of the “king of Kashmir”,
Ibn Sina allegedly wrote a book
including a way of fortune-telling by
drawing lines: it consists of 114 chap-
ters (which can be associated with
the according number of suras in the
Qur’an).

Since childhood, Muslims learnt to
perceive the world and its diverse phenomena in the form
of reflections preserved by divine symbols and names. They
were taught to “read” the secret meaning of letters and laws,
and be amazed at the magic interaction with the Sacred Text
and among themselves. This view on the world and this way
of perceiving it should be considered an important element
of the world view of Muslims living in different centuries
and belonging to different peoples. This element, which was
introduced by Islam and is irrevocably linked with its Sacred
Book, may also be easily found in the modern Muslim world.
As we have seen, the Qur’anic texts could be written on
clothes for various reasons'.

Unn. / Fig. 7

4 By the end of the 15 century in Turkey, Iran and India, the appearance of
shirt talismans are recorded which were worn under armour as a “God-fearing
garment” (libas al-takwa) (Qur’an, 7:26). Their surface is completely covered
with writing (text of the Qur’an in its entirety or partially, pious formulas,
magic squares etc.) See: Shirt talisman (India, end of the 15t century) — the
entire text of the Qur’an (A Catalogue of the Arabic Manuscripts in the Salar

13 See: Collection of Oriental Manuscripts, v.
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Jung Museum and Library (Hydarabad, 1962) (hereinafter — Hydarabad),
Ne177/Catalogue Ne15); shirt talisman, (India, end of the 15t century) — the
entire text of the Qur’an (Hyderabad, Ne178/Catalogue Ne16); shirt talisman
(probably Iran, 16t or 17t" centuries) — numerous Qur’anic fragments and
Shiite formulas (Khalili, XVI, Ne33); shirt talisman (probably Iran, 16 or

17t centuries), prayers, incantations, numerous Qur’anic fragments, including
suras 1, 48, 112, 114 in their entirety, ayats 2:255; 24:35 and numerous Shiite
formulas (Khalili, XVI, Ne34). For photographs of the Ottoman type of this shirt
see: The Oxford Illustrated History of the Crusades, ed. by J. Riley-Smith
(Oxford—New York, 1997), p. 254. See also J. von Hammer, “Observations

sur les chemises talismaniques des musulmans et particuliérement sur celle
qui se conserve dans le couvel des Cisterciens nommé Neukloster, pres de
Vienne Austriche”, Journal Asiatique 11/10 (1832), pp. 219—248; Ph. Dernon-
sablon, “Notes sur deux vétements talismaniques”, Arabica XXXIII, (1986),

pp. 216—250; J. M. Rogers and R. Ward, Siileyman the Magnificent. Catalogue
of the exhibition at the British Museum (London, 1988), p. 175; Khalili, XVI,
pp. 20—21.

Fabrics were also created which bore the Qur’anic texts
(fig. 7). An analysis of the magic use of individual suras and
ayats make it possible to single out a separate group among
the general circle of issues which relate directly to the world

of men and women, and also relations

between them. Here are some exam-
ples:

= Family prosperity is achieved

by reading the first, 112%,
113 &114" suras.

- To stop fights between couples,
the 74™ and 267*" ayats of the
second sura should be read.

- On the contrary, to sow dis-
cord between couples, read the
102" ayat of the same sura.

- To separate adulterers, read the
4% gyat of the 23" sura and the
entire 44" sura.

- To help a person who is mad with
love, read the 6% ayat of the
73" sura.

- To win someone’s love, then while
reading the 36 sura, every time
the word mubin (“clear”) is used,
one should tie a knot on a rope
which should then be buried.

- Ayats 40—42 of the second sura
are read to make a man forget a
woman he is in love with.

- The 23 ayat of the fourth sura
helps to conquer lust.

- The same text is used to deprive

someone of manly vigour.

= To separate a man from his wife the text of the

59t sura is used.

= To make a wife obedient, write the 143 ayat of

the second sura in vegetable oil on the tongue of
the disobedient wife.

= 3:73—74 are used to win any women.

= 2:40—42 and 4:41 should be read to find out what

a sleeping woman has in her heart.

= 8:62 has an effect against the jealousy of the wives

of one man towards each other.

= Reading the 13 sura helps to ensure the faithful-

ness of the woman.

= Ayats 87—88 of the 15th sura are read to lose

interest in a woman with whom relations are for-
bidden.

1514 letters of the Arabic alphabet, which in different
combinations precede the text of a number of suras.
Their meaning remains a subject of discussion.
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= Y106bl 3aBOEBaTb YblO-IMGO NHO6OBL, CAeayerT,
yuTaa 36y cypy, NpuU KaxXaoM YNOMMHaHMMK
C/I0Ba MY6UH («ACHbIM>), 3aBA3bIBaTb MO Y3€/KYy
Ha BepeBKe, KOTOPYIo 3aTeM HaA/IEXMT 3aKonaTb.

= Aliambl 40-42 BTOpPOM Cypbl YMTAOTCA A5 TOTO,
YTOOGbI 3aCTaBMUTb MYXKUYMHY 3a6bITb XKEHLUMHY,
B KOTOPYH OH BJIOG/IEH.

- 23ui aliam 4eTBEpTOM Cypbl NOMOraeT no6eamTb
noxoTb.

= JTOT e TEeKCT UCMONb3yeTca ANA TOro, 4YTobbl
JMLINTD KOTO-/IM60 MYKCKOM CUIbI.

= Ana oTaeneHna Myxa OT XKeHbl MCMOJb3YIOT TEKCT
590¥4 cypbl.

- YT06bl cAenaTh KeHy NMOKOPHOM, HEO6XOAMMO Hanu-
caTb pacTMTE/IbHbIM MACJ/IOM Ha A3blKe HemoC/yLU-
HOWM eHbl 1431 aliam BTOPOM Cypbl.

= 3:73-74 ucnonb3yloTca ANA 3aBOeBaHMA N06BU
KEHLMHBI.

= 2:40-42 un 4:41 cnepyeT unTaTh ANA TOrO, YTOGbI
BblBeJaTb Y CNAWEN XKEHLWMUHblI, YTO Yy Hee
Ha cepaue.

= 8:62 MeeT cuay NpoTMB PEBHOCTMU KEH OAHOrO
MY3KYMHBI APYT K APYrY.

= YreHune 130/ cypbl MOMoraeT o6ecneynTb BEPHOCTb
MKEHLMHBI.

= Aliambl 87-88 1501 cypbl YUTAKOT ANA TOFO, YTOGbI
ox/JlafleTb K KEHLMHE, OTHOLEHUS C KOTOPOM
3anpeTHsl.

= Yrenue cyp 18, 55, 67, a Takxke 85:20-22 obepe-
raet JeBCTBEHHOCTb HE3AMYKHEM AEBYLIKM.

= «ByKBbl cBeTa»"> MCNOMb3YOTCA A8 HAX0XAEHMA
My>Ka A1 MOJIOZOM LAEBYLUKM (CM. TaKKe BblLLE).

= Ana obneryeHns 3avatma M 06PETEHUSA KEHLMHOM
CMOCOBHOCTU K AeTopoXKAeHUo YmTarT 19:5-15
1 23:12-14 cOOTBETCTBEHHO.

= Mpu 6ecnioanm obpatyaloTca K atiamam 38-40 Tpe-
TbeM Cypbl.

= 36yt0 Cypy YMTaKOT, YTOGbI M36EXKaTb BbIKMAbILIA.

= Momolupb Npu poAax oOKasbiBaeT YTEHME CeayoLmX
atiamos: 3:36-37, 10:31, Bca 18as cypa, 34:18-20.

= AnA obneryeHns poaoB Gymary, Ha KOTOPOM MYCKY-
COM MK WadpaHOM HanmncaHa TpeTbA cypa, poxe-
HWLA IM60 CbefaeT, IM60 AepPKUT Npu cebe.

- ANnA 3THX XKe Lenen ncnonbsyetca 3201 atiam pecs-
TOW Cypbl, HAMMCAHHbIM Ha KOXYpe CNafKON TbiKBbI,
NpMBA3aHHDBIN K PYKe POXKEHMLbI.

= Ana Toro, 4tobbl M3bexaTb craasa TOJIbKO
4YTO POAMBLUEMN KEHLUMHbBI M MIAAEHLA, OTAE/IbHbIE
CTpaHuLbl pyKonucn KopaHa MM TEKCT Lie/IMKOM
KagyTcA Noj NoAyLKy WM MeAJIeHHO NepeBo-
payMBalOTCA Haj ro/I0BOM POXKEHULbI'™.

- [Ana Toro, 4To6bl y6atoKaTh NiavyLiero MaageHua
yuTatoT 36:58 1 3:36-37.

= MocneAHUM TEKCT UCMONb3YETCA TaKKe ANS Npu-
6aB/IeHMA MOJIOKA Y KOPMSALLEN MaTEPU.

= OTHATME pebeHKa OT rpyAn CONpPOBOXAAETCA YTe-
HWEM BTOPOM Cypbl.

= Y106bI COXpaHWTb JII060Bb M BEPHOCTb My:Ka, HEO6-
XOAMMO UMETb NpU cebe MOIUTBY C KOPaHUYECKUM
OTPbIBKOM, HamMCaHHYI0 Ha LUKYpe O/IeHs.

'5 14 3HaKOB apabCKoro anaBuTa, B pasHbIX COYETAHMAX NPEAWECTBYOWMX
TEKCTY pAAa cyp. UX 3HaueHMe [0 CUX NOp ABNAETCA NPEAMETOM AMUCKYCCUN.

16 C TOM e Lie/Iblo UCMOJIb30BaANIMCh U CBUTKM MMATUKHUKMA Y UyzeeB.
CMm.: E. Bishoff, Die Elemente der Kabbalah (Leipzig, 1920), iii, p. 123.

= Mpu meHopparuun nomoraeT YteHune 144oro atiama
TpeTben cypbl'.

HacToswan BbI6OpKa NpeAcTaBAseTCcA 4O0CTaTOMHO penpe-
3eHTaTMBHOM. OHa OCHOBaHa Ha COYMHEHMSAX, COCTaB/IEHHbIX
B pa3Hoe Bpems B CpeaHen Asuu, Marpube, UpaHe. B CpeaHue
Beka, npuberas K MarMyeckmum CpeacTBam, Ioan Hajeanncob
pelmnTb BOMPOChI, CTOJIb K€ aKTyaslbHble M CerofHA: 3aBO-
eBaTb Ybl0-/IM60 N060Bb, BbIGpaTh JOCTOMHOIO CNYTHMKA
KM3HM, COXPaHUTb CEMENHOe 61aronoslyyne, obecneymnTb
BEPHOCTb Cynpyra/um uau e HanpoTMB, NOCEAB BPaXKAy
W pasgop, pas/lyunTb CynpyroB. MyXUMHbl C MOMOLLbIO Marum
MbiTa/IMCb OrpaanTb cebA OT PEBHOCTM CBOMX XEH, CAenatb
CTPONTUBYIO KEHLUMHY NOKOPHOM, U T.A. YKEeHCKMe MHTepechl
npeAcTaB/ieHbl KPYroM BOMPOCOB, CBA3aHHbIX C 3a4aTHEM,
6epeMeHHOCTbI0, POJjaMH, YXOA0M 3a MNIAAEHLIEM.

Marunyeckoe NpocTpaHCTBO HapoAoB LieHTpanbHOM A3uu,
B TOM YMCJ/IE M NPEACTAB/IEHMSA, CBA3AHHBIE C Marmei ogexapl,
COAEPXMT AOCTATOMHO YETKO BblIB/IAEMbIE NIACTbl, CBA3AHHbIE
KaK C JOMCNAMCKMM MPOLLIbIM, TaK M C MPULLEAWMMK Cloja
MCNaMCKMMW NpeacTaBNeHUAMA. B MycyibMaHCKOM Mupe
B LieJIOM, M LleHTpasibHoM A3nu B YaCTHOCTM, TeKcT KopaHa
AB/IANCA CBOEOOPA3HbIM JJBYCTOPOHHMM 3€PKaIoM, BraAbl-
BafACb B KOTOPOE M Ye/IOBEK, M O6LLECTBO NbITa/IMCb HA NPO-
TAXKEHWMM BEKOB pasr/iageTb ce6s. Marmyeckune cBoMcTBa
KOPaHMYEeCKMUX TEKCTOB NPOABNAIOTCA HE3aBMCMMO OT MaTepu-
ana, Ha KOTOPOM OHW 6blIM HaNMCaHbl UM NpeAHa3HaYeHNs
npeameTa, Ha KOTOPbIM OHM HAaHECEHbl. 3TO MOXKET 6biTb
PYKONMUCb M/IW MIATbe, KOJIbLO MK OpY:KMe. TOT UM MHOM
maTepuan uan npeameT — BCEro NINLb 0AHa U3 cpef bbiToBa-
HMA 3TOrO TEKCTa, TOTa/IbHOCTb KOTOPOrO B MYCYJ/IbMaHCKOM
MMpe MOUCTMHE YHMKa/IbHa. MyCyibMaHCKMe TaJIMCMaHbl,
M, KaK Mbl BUAE/U, NJaTbe B LE/IOM, U €ro oTAeJIbHble 31e-
MEHTbI ABAAIMCH TaKOBbIMM MO CBOEM YHKLMOHAIbHOM CYTH,
WX MOXXHO pacCMaTpuMBaTh Kak parMeHTbl F’MraHTCKOM MO3a-
MKW, Ha NPOTAXKEHWM BEKOB (hMKCUpoBaBLUel hobuu Yyeno-
BEKa, €ro HaAexAbl 1 YCTPEMIEHMSA, KaK OAMH M3 acneKToB
MHOrOBEKOBOrO MpoLiecca NOCTUMKEHUA YE/I0BEKOM MMpa
M camoro ce6s. 3To — MonMbITKa NPOPBaTbCA CKBO3b OrPaHU-
YEHHOCTb Ye/I0BEYECKMX BO3MOXKHOCTEMN, MOMbITKA BMELIATbCA
B 6ECKOHEYHYI0 M HENPEACKa3yeMYIo Urpy BEPOATHOCTEM.
OAHOBPEMEHHO, TEKCTbl M 06EKTbI, CBA3AHHbIE C KOPaHM-
YECKOM Maruen, sBATCA AN BHUMATE/IbHOrO MCC/le0Ba-
TeNIA UHTEPECHEMLLMM UCTOYHMKOM, MO3BOJIAIOLLMM 3arsiHYTb
B AyLLY Ye/IOBEKA, }KMBLUErO MHOIO BEKOB Ha3aj, NOHATb €ro
YasaHMA U CTpaxM, 3a60Tbl U HAAEXKAbI.
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- Reading suras 18, 55, 67, and also 85:20—22 pro-

tects the virginity of an unmarried woman.

= “The mysterious letters”'> are used to find a hus-

band for a young woman (also see above).

= To ease childbirth and for a woman to gain the

ability to bear children, read 19:5—15 1 23:12—14
accordingly.

= If a woman is infertile, read ayats 38—40 of the

third sura.
= The 36 sura is read to avoid a miscarriage.
= Aid in childbirth is provided by reading the follow-
ing ayats: 3:36—37, 10:31, the entire 18th sura,
34:18-20.

= To ease childbirth, a piece of paper on which the
third sura is written in musk or saffron is either
eaten by the woman, or kept by her.

= For the same purpose, the 32" ayat of the 10% su-

ra is used, which is written on the skin of a sweet
pumpkin and tied to the woman’s arm.

= To avoid the evil eye for a woman who has just

given birth and her child, individual pages of the
Qur’an or the entire text is placed under the pillow
or slowly turned over the head of the woman'®.

= To sooth a crying baby, read 36:58 and 3:36—37.

= This last text is also used to give more milk to

a breastfeeding mother.

= Removing a child from the breast is accompanied

by a reading of the second sura.

= To preserve love and faithfulness of the husband,

one must carry a prayer with an excerpt from the
Qur’an written on the skin of a deer.

= When suffering from menorrhagia, reading the

144t ayat of the third sura helps'.

This selection is quite representative. It is based on works
created at different times in Central Asia, Maghrib and Iran.
In Middle Ages, by using magic, people helped to solve prob-
lems that are just as relevant today: winning someone’s love,
choosing a worthy life partner, preserving family prosperity,
ensuing the faithfulness of a spouse or on the contrary, sew
hostility and discord and separate couples. Men tried to pro-
tect themselves with magic from the jealousy of their wives,
make an obstinate woman obedient etc. Women’s interests
are represented by a range of issues relating to conception,
pregnancy, childbirth and looking after babies.

The magic sphere of the peoples of Central Asia, includ-
ing ideas connected with the magic of clothes, contain quite
easily detectable layers linked both with the pre-Islamic past
and with the Islamic ideas which came here. In the Muslim
world as a whole, and in Central Asia in particular, the text
of the Qur’an is a kind of two-sided mirror, in which people
and society looked into for centuries to see themselves. The
magic properties of the Qur’anic texts manifest themselves
regardless of the material on which they were written or the
use of the object on which they are inscribed. They can be
a manuscript or a dress, a ring or a weapon. The material or
object is just one of the spheres of existence of this text, the
totality of which is truly unique in the Muslim world. Muslim
talismans, and as we have seen, clothes in general, and its
individual elements were such in their functionary use that
they can be seen as fragments of a gigantic mosaic, which
over centuries recorded the phobias of people, their hopes

16 Scrolls of the Pentateuch were used
for the same purpose by the Jews.
See: E. Bishoff, Die Elemente der Kab-
balah (Leipzig, 1920), iii, p. 123.

and aspirations, as one of the aspects of the centuries-long
process of humans understanding the world and themselves.
It is an attempt to break through the limitations of human
abilities, an attempt to intervene in the endless and unpre-
dictable game of probabilities. At the same time, texts and
objects connected with the Qur’anic magic are for the atten-
tive researcher an extremely interesting source which makes
it possible to look into the soul of people who lived many
centuries ago, and understand their dreams and fears, wor-
ries and hopes.

Illustrations:

Fig. 1. N. Hordet, “Home and Street Clothes of Sart Ladies”. 1894.
MAE RAS, No. 255-279.

Fig. 2. Making lace. Marghelan, 2006.

Fig. 3. Qurama or kurok - traditional elements in the works of mod-
ern Uzbek designers. Samargand - Bukhara, 2006.

Fig. 4. Carved amulets. Bukhara assemblage, 19th century. Ibid.,
No. 2853abc.

Fig. 5. Amulet-manicure set with “Fatima palm” and magic square.
Copy of the 19th century Bukhara object. Ibid.,
No. 7304-54. Bought by MAE RAS expedition in 2005.

Fig. 6. Amulet case bozuband. Bukhara, 19th century. Ibid.,
No. 5310-11ab.

Fig. 7. Brocade with ayat of sura 110th. Isfahan, 17th century,
National Museum of Iran, No. 20225.

17 According to the materials: ‘Abd Allah b. Muhammad b. Husayn, Khawass-i ayat wa manfi-i-sur-i-nabiyat.
Quoted from A. Christensen, Xavass-i-ayat. Notice et extraits d’un manuscript persan traitant la magie

des versets du Coran (Kebenhavn, 1920); E. Doutté, Magie et Religion dans I’Afrique du Nord (Alger, 1909),
pp. 166, 168, 213—217, 223—296; B. A. Donaldson, The Wild Rue (London, 1938); The Nasser D. Khalili Collec-

tion of Islamic Art I1-Ill (Oxford, 1992); XVI (1993), XII (1997); W. Badge, Amulets and Superstitions (Moscow,
2000, trans. from English into Russian).
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Hukonan Tepneukui

JIOCKYTKM Ha Ma3apax

Nikolay Terletsky

Pieces of Fabric at Mazars

[PE3LI O

PYCCKMVI ABAHTAPA V1 LIEAKA BYXAPLI

BOZOKE

«Y POBGHMLbI 06bIYHBIM CTAT M3 KOHCKOro BoJsioca
C HaBA3aHHbIMKM JIEHTOYKAMM TKaHEM OT GOJALLMX M NPOCALMX
NasIOMHUKOB, KaK B MTannun B yacoBeHKax CB. JleBbl».

Ky3bma MeTtpos-BoakuH, «CamapkaHama»

B apeBHeMwmMx MoHacTbipAx EBponbl, B ManectuHe, «cepaue
Tpex penurui», no scemy bamxHemy n CpegHemy BocToky
M, KOHEYHO e, OKOJI0 CBATbIX MECT, pa3bpocaHHbIX Mo rpo-
MagaHbIM npocTopam LieHTpanbHoM A3uu, B 0asncax LeHTpasib-
HOA3MaTCKOro Mexaypeubs, Ha lMamupe n TaHb-LLaHe, MOXHO
HabsogaTb OAHY M TY e KapTUHY: Ha AepeBbsX, KycTax,
LecTax pa3sBeLuaHbl JECATKM M COTHU MeJIKMX JIOCKYTOB TKaHW
(unn. 1). CoxpaHAACb Ha NPOTAXEHWU MHOrMX BEKOB, 3TO
AIB/IEHME MOJIYYM/IO LUIMPOKOE pacnpocTpaHeHUe, BHE 3aBM-
CMMOCTM OT XO3AIMCTBEHHO-KYJ/IbTYPHbIX 0CO6EHHOCTEN, reo-
rpachmyeckon cpeabl UM NONMTUHECKOM KOHBIOHKTYPbI.

B LeHTpanbHOM A3uM npuBsA3biBaHME Pa3HOO6pPasHbIX
no dopme, pasmepy M pacLBETKe TPAMOYEK U SIEHT ABNAETCA
HEOTBHEMJIEMbIM 3/IEMEHTOM MPAKTUKM 3uliapam (3uépam) —
COBepLUEHMS MalOMHMYECTBA K CBATbIM MECTaM (Maszapam)
(unn. 2). TpaamumaA NocelleHnsa CBATbIX MeCT pacnpocTpa-
HeHa Mo BCeMy MyCY/IbMaHCKOMY MWpY, OAHaKO, BEPOATHO,
HUrAe He UrpaeT CTOJIb BaXKHOM PO/, Kak B LieHTpanbHOM
A3uu, rae oHa sIBASETCS OAHWMM M3 BaXKHEMLUMX PUTYasIoB,
XapaKTepHOM OCOGEHHOCTbIO MECTHOM  (pPerMoHasibHoOM)
dopMmbI 6bITOBaHUSA MCaMa. 34ecb HabAaeTca WMpPoKoe
pa3Hoobpasue TMNOB Ma3apos (A8 0603Ha4YEHNA OGHEKTOB
NasIoOMHMYECTBa B HEKOTOPbIX paroHax LleHTpanbHoM Asum
TaK¥Xe MCMoJb3yTCA TEPMMHBI 3uliapam-2ax U 0CMOH) —
3TO MOFYT GbITb KakK MOMMJ/Ibl MYCY/IbMaHCKMUX NpaBeHMKOB
(aynulia’, xazpamos, nupoB, welixoB) 1 NPOPOKOB, pa3HOO-
6pasHble NpUpoAHble 06BEKTbI (KaMHU, BOAHbIE MCTOUHUKM,
JepeBbs, MHOrJa Uesible ropbl), CBS3aHHbIE JereHjamu
C KM3HbIO U AESHUAMM NMOYUTAEMBIX JIMYHOCTEMN, NMPOCIABUB-
LuMXcA CBOMM 61arodectreM. MHormne M3 mMasapos ABNAUCH
06bEKTaMM MaIOMHMYECTBA €Lle B JOMCIAMCKMI NEpPUOA.
06psabl, CBA3aHHbIE C COBEpLLEHUEM 3uliapama, 4acTo HOCAT
cnejbl fanekmx BpemeH. HeCOMHEHHO, JoMCNaMCK1e KOPHU
MMeeT U TpaaMUMs, CBA3aHHas C pa3BeluMBaHMEM Ha MA3apax
JIOCKYTKOB TKaHM.

JNeMeHTbl pUTyana najoMHMYECTBa K Mazapam B OCHOBHOM
MAEHTUYHbI: JI0AM NPUHOCAT Japbl-NOAHOLIEHMS AyXy npa-
BeJHWMKa, COBEPLLAIOT MOJIMTBY, 3aKa/lblBalOT KEPTBEHHbIX
JKMBOTHbIX, YCTPauBalOT KO/UIEKTMBHYIO Tpanesy. bosibLumH-
CTBO MaJIOMHUKOB OCTaBJISIOT HA Ma3zdapax pa3Hoo6pasHble
BOTMBHbIE NPeAMETbI. 3TO — CMMBOJ 06PALLEHMUSA K CBATOMY,
3HaK JaHHbIX eMy 06eTOB. B KayecTBe BOTMBHbIX NpeAMETOB
Hanbo/ibLiee pacnpoCTpaHEHHE MOJTYYMIN UMEHHO JIOCKYTbI
TKaHW. PycCKui nyTellecTBEHHUK ONMUCbIBAET CleaytoLLyto
KapTUHY: «...NMO0 UX [MeCTHbIX }utener — H.T.] MHeHuIo,

L A. U. NleBwwuH, OnucaHue 2H. A. Kucnskos,
KUp2u3-Ka3a4bux, uiu «O HeKOTOpbIX APEBHMX MoBe-
Kupau3-Katicayxkux, opo u PHUAX TaZXKMKOB [JO/IMHbI PEKM
cmenel (CaHkT-lMeTep6ypr, XuHroy>, Kpamkue coobuje-
1832), c. 47. HUA UHCMumyma ucmopuu
mamepuanbHol Ky/ibmypbl

. (Mocksa, 1960), c. 115.
© H. Tepneukui, 2006

TKaHb Kak BOTMBHbIN npeaMeT

MHOIME MOrWJbl, B CTENAX CYLECTBYyLME, CKpbIBAOT
B ce6e ocTaTku CBATbIX (aB/MA). OHU €34T UM MOK/IOHATLCS,
YMTAIOT HaZ HMUMM MOJIMTBbI, NPU3bIBAIOT MUX, MPUHOCAT UM
B YKepPTBY CKOT, KOTOPbIM TYT K€ CaMM CbeZaroT U NpUBA3bI-
BalOT K TpaBe, KyCTapHUKaM MM BOUTbIM B 3€MJIIO KOJIbAM
JIOCKYMbS, 80J10Cbl U JIeHmbI [KypcuB mont — H. T.], nonaras,
4YTO AyLIK CBATbIE 0OMTAIOT HaJ CBOMMM T€NaMM B MecTax
CYaCT/IMBbLIX M YTO OHU HUCXOAAT Ha rpobbl CBOM MpU BO3-
3BaHMM K HUM~»L. [laloOMHMKM 06pallaloTca K AyXy npaBej-
HMKa C CaMbIMW Pa3HOO6Pa3HbIMU MOIb6aMM: O HUCTIOCIaHNM
370pOBbSl, O MOTOMCTBE (Yalle BCEro O CbiHe-HaC/eAHUKE),
0 6naronosiyymm B JOMeE, O XOpOLUEM ypoxKae U T.n. Ume-
eTCcA TaKXKe LUesbli psag «Cneumanm3MpoBaHHbIX» Ma3apos,
noceleHne KOTOPbIX MO3BO/SET MNaJIOMHMKY HaaeATbCs,
Hanpumep, Ha u36aBJ/ieHMEe OT KOHKPETHbIX HeayroB. MHorme
BOTMBHbIE MPeAMETbI TaKKe ABAAITCA «Cneuuaim3mpoBaH-
HbIMW>: HarnpuMMep, HaBeluMBaHME Ha pacTylime B6JIM3M
Ma3apoB AepeBbA MM KYCTbl UIpYLUEYHbIX MaTepyatbiX
KO/IbIGeNIEK, MHOTAA C MOJIOKEHHOM BO BHYTPb LLUEMOYKOM,
u3obpakatolen MnageHua, ectTecTBEHHO CMMBOIM3UPYET
UCKII0YMTENbHO obpalleHre ¢ npocb6oi 0 notoMcTee. Mpu
3TOM Ba*KHO OTMETMTb, YTO KYCOYKM TKaHM M NIEHTbI MOFYT
MCMOo/Ib30BaTbCA NOBCEMECTHO U BHE 3aBUCMMOCTM OT XapaK-
Tepa Npocb6bl. YacTo, B 0CO6EHHOCTH B FOPHbIX paMoHaXx,
masapbl yCTpanBaMCb B MECTaX, NPEeACTaBAABLLMX OMACHOCTb
ANA NyTelwecTBEHHMKOB. B Takux cnyyasnx, npocs o6 yaade,
«NPOX0AA M/ Mpoe3XKasd OMACHbIM YYAaCTOK MyTU, MYTHUK
NpuBA3bIBa K Ma3apy-AepeBY JIOCKYT OTOPBaHHbIM OT CBOEM
oAexAabl»2.

Mnn. / Fig. 1

fabric as a votive item

“By the grave there is an ordinary banner of horsehair
with ribbons

of fabric from pilgrims who are sick and have requests,
like at the chapels of the Holy Virgin in Italy”.

Kuzma Petrov-Vodkin, Samargandia

In the ancient monasteries of Europe, in Palestine, “the heart
of three religions”, all over the Middle East, and of course
around the holy places spread across the enormous spaces
of Central Asia, in the oases of the Central Asian interfluvial
area, in the Pamirs and Tian-Shan, the same picture can be
seen: hundreds of small pieces of fabric are hung on trees,
branches and poles (fig. 7). This phenomenon, which has
been preserved for many centuries, has become widespread,
regardless of cultural features, geographical area or political
situation.

In Central Asia, tying rags and ribbons which differ in their
form, size and colour is an integral element of the practice of
ziyarat (ziyorat) — pilgrimage to holy places (mazars) (fig. 2).
The tradition of visiting holy places exists all over the Muslim
world, but perhaps nowhere does it play such an important
role as in Central Asia, where it is one of the most important
rituals and characteristic features of the local (regional) form
of Islam. Here there is a wide diversity of types of mazars
(the terms ziyarat-gah and oston are also used for objects
of pilgrimage in some regions of Central Asia), — they can
be the graves of Muslim righteous men (awliya’, khazrats,

pirs and shaykhs) and prophets, and various natural objects
(stones, springs, trees, sometimes entire mountains), con-
nected by legends to the life and deeds of respected people
who were famed for their piety. Many mazars were objects
of pilgrimage in the pre-Islamic period. The rituals connected
with performing the ziyarat often carry the traces of distant
times. Undoubtedly, the tradition of tying pieces of fabrics
at mazars also has pre-Islamic roots.

The ritual elements of the pilgrimage to mazars are mainly
identical: people bring offerings to the spirit of the righteous
man, perform prayer, slaughter sacrificial animals, and share
a meal together. Most pilgrims leave various votive items at
the mazars. They are a symbol of the appeal to the saint,
a sign of the pledges made to him. Scraps of fabric have
received the most widespread use as votive items. A Russian
traveller describes the following picture: “according to their
[local residents — N. T.] opinion, many graves in the steppes
contain the remains of saints (avliya). They go to pray to
them, read prayers over them, call on them, bring animals
to them to sacrifice, which they eat themselves and then tie
rags, hair and ribbons [my italics — N. T.] to the grass, bushes
or stakes in the ground, believing that the scared souls dwell
above their own bodies in happy places and that they come
down to their graves if they are invoked”*. Pilgrims invoke
the spirit of the righteous man with the most diverse prayers:
for granting health, for their descendants (usually for the son
and heir), for happiness in the home, for a good harvest etc.
There is also a whole range of “specialised” mazars, which
give pilgrims hope, for example, that they will be healed of
specific ailments. Many votive items are also “specialised”:
for example, hanging toy cradles made of cloth near trees
or bushes growing near the mazars, sometimes with a little
chip of wood inside depicting a baby, naturally symbolises
a request for children. At the same time, it is important to
note that the pieces of fabric and ribbons can be used eve-
rywhere, and regardless of the nature of the request. Often,
especially in mountainous regions, mazars were established
in areas which were dangerous for travellers. In these cases,
when requesting good luck, “the traveller tied a piece of
cloth torn from his clothes to the mazar tree when walking
or riding past the dangerous section of the path”2.

Pieces of fabric or ribbons are called latta (latte), (liter-
ally “rag”, “piece”) or latta-band (fig. 3). The materials
from which these votive items are made are very diverse,
which evidently shows the lack of a symbolic meaning in
the choice of fabric. Most of the lattas are scraps or cuts of
cotton materials, which can primarily be explained by rea-
sons of a practical nature, above all by the wide accessibility
of this type of fabric. Pieces of fabric can be tied or hung
on various objects, depending on the type of mazar. If the
mazar is a tree, then the rags are tied to its branches.

L A. |. Levshin, Description 2N. A. Kislyakov, “On certain

of the Qirgyz-Qazakh, or ancient beliefs of the Tajiks of the
Qirgyz-Qaysak, Hordes and Khingoi River Valley”, Kratkie soob-
Steppes (St. Petersburg, 1832), sheniya institut istorii material’noi

p. 47. kultury (Moscow, 1960), p. 115.

© N. Terletsky, 2006

Saint-Petersburg

Bbyxapa — CaHkT-leTepbypr / Bukhara



JIOCKyTbl TKAHW WJIM TPANUYHBIE NIEHTbI HOCAT Ha3BaHWe
samma (1ammb3) (6yKB. «TpANKa», «JIOCKYT») UAU J1am-
ma-6aHo (unn. 3). Matepuasbl, M3 KOTOPbIX M3rOTOBJ/IEHBI 3TU
BOTMBHbIE NPEAMETbI, BECbMA Pa3HOO6pasHbl, YTO, MO BCEM
BMANMOCTU, CBUAETENbCTBYET 06 OTCYTCTBUM CMbIC/I0BOM
Harpysku B Bbl6ope Tuna TKaHW. bosblwas YacTb Jamma npea-
cTaB/isieT cob60t 06PbIBKM MIM OTPE3bl XJI0MYaTO6YMarKHbIX
MaTepui, YTO B NEPBYIO 04Yepelb MOXKET 6biTb 06bACHEHO
NpUYMHaAMM NMPAKTUYECKOro XapaKTepa, Npexae BCEro Wmpo-
KOM AOCTYMHOCTbIO 3TOFO TWMa TKaHeM. JIOCKYTbl TKaHWU MOTYT
NPUBA3bIBATLCA MIM HaBELUMBATLCA HA Pa3/IMyHble 06 BEKTI,
B 3aBMCMMOCTM OT TMMa masapa. B cnyyae, ecnn masapom
AIBNIAETCSA COBCTBEHHO AEPEBO, TO TPAMMLbI NMOBA3bIBAIOTCA
HenocpeAcTBEHHO Ha ero BeTBU. Ecam ke masap npeactas-
NAieT co60M KaKyto-/IM60 NOCTPOMKY (MOrMIy, Haarpobme, MaB-
30/1€/ U T.M.), TO /1A YKa3aHHOM LIe/IM MOTYT MCM0/Ib30BaTbCS
[lepeBbA M KYCTapPHWUKM, PacrosloXkeHHble MO6IN30CTU MU Ke
ocobble WwecTbl (myau), coopy>aemble 6113 601bLUMHCTBA
MeCT MasioMHMyecTBa. Tye (6YKB. «3HaMmA», «lITaHAAPT>»)
npeAcTaBAseT co60M BbICOKMM AepPEeBSAHHbIN LLECT, BEepX-
HIOI0 YaCTb KOTOPOro BEHYAET HaBepLUME B BMAE PACKpbITOM
NafloHU (naHaoxa) uam noaypackpbiToro 6yToHa. Moa HaBep-
LUMEM KPenuTCA KOpOoTKas nepekiaguHa (aamMHon 50—70cm)
C KYCKOM TKaHM Yallle BCEro TpeyrosibHoM opMbl, NyYKOM
M3 KOHCKOro BOJI0CA U MHOrAa HEGO/BLUMMM KOJIOKO/IbYMKAMM.
B 60nblUIMHCTBE CNy4vaeB 3Ta TKaHb 6e/10ro LBeTa, 04HakKo,
Ha WMHUTCKUX MA3apax oHa 6blBaeT 1 KpacHoW. Kak cMMBOJIbI
Npocb6bl U MOJb6bI, 06PALLEHHOM K AyXy NpaBeAHuKa, K myey,
CTOAILEeMY Ha ero mMoruse, NaJioMHMKM BO BpeMA 3uliapama
NPpMBA3bIBAIOT HE TOIbKO JIOCKYTbl TKaHM, HO TaKXe M CBOU
nosCHble NAaTKK (MuliaHb6aHo, 6un-6ae).

LiBeToBasA ramma siamma Becbma pasHoo6pasHa, oHa
BKJ/IOYAET B Ce651 MHOXKECTBO OTTEHKOB. TKaHW MOTYT 6biTb
KaK MecTpbiMM, Tak M O4HOTOHHbIMK. C 60/bLLIOM A0NIEH BEPO-
ATHOCTM MOXXHO FOBOPUTb O C/eAytoLlel 3aKOHOMEPHOCTH
— LBeTOBas raMma BOTMBHbIX TPAMNOYEK B PaBHUHHBIX paloHax
HECKOJIbKO 6oraye, Yem B ropHbiX. OnpesesieHHO MOXKHO
OTMETUTb JOMWHWPOBaHME 6esioro useTa, Habalogaemoe
BO BCex panoHax LleHTpasibHoM A3nn. O6bACHEHME 3TOro
daKTa He B Noc/eH0 oYepesp CeayeT UCKaTb B OTHeCe-
HWUM MA3apoB K ccepe KEHCKOM PEIUTMO3HOCTM (CM. HUKE).
benbii LBeT 0653aTe/IbHO NMPUCYTCTBYET U NpeobnajaeT
B YKEHCKOM 06PSAHOCTM, CUMBOJIM3UPYS KEHCKOE Hayaso
(CX0Kel ceMaHTMKOM 061a4aEeT TaKKe U CUHUM LBeT). BaxkHoe
3HaYeHue nNpuaaeTca 6eoMy, KaKk CUMBOJY YUCTOTbI, AOGPbIX
MOMBICJ/IOB U MOXeNaHUM, MCKPEHHOCTU. KpacHbIi LBeT, cBs-
3aHHbIM C MY}KCKMM HayasloM, TaK»Ke LUMPOKO pacrnpocTpa-
HeH. B ropHbix paroHax Mamupa nasmTpa JIOCKYyTOB TKaHEM
Ha Masapax no 60/iblIEeN YacTM OrpaHUYMBAETCS MMEHHO
6€e/1blM M KpacHbIM LiBETaMM.

Heo6x0a1MM0 OTMETUTbL, YTO B CUJIY LIEJIOr0 psija 06CTo-
ATENbCTB B YC/I0BUAX COBPEMEHHOM LleHTpanbHoOM A3nm
rocelyeHre 60/IbLMHCTBA MA3APOB (HE TOJIbKO «KEHCKMUX>)
CTaJlo OTHOCUTbCA K ccepe KEHCKOM peIMrno3HocTH. B ewe
60/1bLUEN CTEMEHU 3TO OTHOCMTCH K TPAAMLUMM MPUBA3bIBA-
HUS Ha Masapax JIOCKYTOB TKaHEM, BMPOYEM, KaK M BOOOLLE
JII06bIX BOTUBHbIX MPeAMETOB. 3TO, MO-BUAMMOMY, M3HA-
4asIbHO AB/IAJIOCH NMPEPOraTMBOM MasIoMHML. Tak, K NpUMepy,
B Mpa3gHMYHblE AHM, B AHM NOMMHOBEHMA AyXOB MPEeAKOB
(4eTBepr, BOCKpeCEHbE) K BECbMa MOMY/ISPHOMY KOMMJIEKCY
Kbi3-bnbu, pacnonoxeHHomy B 30 kmnomeTpax ot byxapsl,

CTEKAETCS MHOXECTBO Ma/lOMHUKOB. pY 3TOM MYKUMHbI
3aHATbI MPUrOTOB/IEHNEM MULLM, A KEHLUMHbI COBEPLUAIOT
pUTYyan MOK/IOHEHMSA: 3aXKMraloT CBEYM, OCTABJIAIOT MESIKME
JEHbrM, pacchinatoT 3epHO, a TaKKe MPUBA3bIBAIOT 06ETHbIE
TPAMMLbI M HOCOBbIE MAATKME.

Bbi6op TKaHM B Ka4ecTBe BOTMBHOrO NpeAMeTa BO MHOTOM
6bl71 06YCNOB/IEH TPAAULMOHHBIM MPEACTaB/IEHMEM O TKaHM
U oJexae KaK 4acmu 4YesioBe4ECKoro cylectsa (cp. obbl-
Yaii NpMBA3bIBaTb BOJIOCHl — «BMECTU/IULLE MHAUBUAYAIIb-
HbIX 0COGEHHOCTEN YesioBeKa»). Oaexaa, KOTOpoM YenoBek
nonb3oBasca, «MpUHMMaET B ceba» YaCTb ero CyLiecTsa.
OcTaBnas y Masapa Kyco4eK TKaHW, YesIOBEK Kak 6bl oCcTa-
BaJICA OKOJ10 CBATOrO MeCcTa HaBcerga. 370 6bi10 CBUAETE b-
CTBOM MaJIOMHUYECTBA U «3a/10FrOM>» MPOCbObl, 06paLLEeHHOM
K CBATOMY, CBOEO6Pa3HbIM }KepTBOMpPUHOLLEHUEM. Kpome
TOro, U3ApeB/e TEKCTW/Ib ABNAJ CO6OM MoKasaTe/lb AoCTaTKa

Wnn. / Fig. 2

M COCTOATENILHOCTM. OH CTOMA JOPOro, COCTAB/SA/ BaXKHYIO
YacTb MPMAAHOTO MM Maxpa (BblAENIAEMOrO KeHEe 1MyLLe-
cTBa). TakMM 06pa3oM, CUMBOJIMYECKAS Mepeaaya YacTuLbl
CBOEr0 MMYLLECTBa B Ka4ecTBe CBOEro poa Aapa AyXy CBs-
TOro AB/ISETCA MOKa3aTesIeM BblKa3blBAEMOro NUeTeTa.
PaccmaTprBaemas TpagmuMa JEMOHCTPUPYET YAUBUTE Ib-
Hyt0 *MBy4ecTb. Cnopbl O MO3BOIMTENILHOCTMU 3uliapama
M CBA3AHHbIX C 3TOM NPaKTMKOM NpeacTaBAeHUIM 1 06pajoB,
BEJ/IMCb B MYCY/IbMAaHCKOM MMpe (DaKTMYECKMU MOCTOSHHO,
U LleHTpasbHaa Asus He 6blna UCKIOYEHMEM B 3TOM MIaHe.
Mpu 3ToM cnefyeT OTMETUTb, YTO A0BOAbI MPOTMBHUKOB
3TOM TPaAMLMM HMKOTAa He 6blIM 0CO60 MOMYISPHbI B 3TOM
pervoHe. TeM He MeHee, HEKOTOpbIE AEMCTBUA NalOMHM-
KOB NMOJBEPraimcb OCYXAEHMIO M OFPaHMYEHMIO, KaK TO:

3 E. . HekpacoBa, «Kbi3-6Mbu», Mciam Ha meppumopuu
6bisweli Poccutickoli MMnepuu, cocT. U OTB. peiakTop
C. M. MNpo3opos, Bbin. 3 (Mocksa, 2001), c. 60.

If the mazar is a man-made object (grave, headstone, mau-
soleum etc.), then nearby trees and bushes can be used,
or special poles (tugs) which stand near most places of
pilgrimage. A tug (literally “banner”, “standard”) is a high
wooden pole which is topped by an open palm (panja) or a
half-open bud. Under this is a short crossbar (50—70 cm in
length) with a piece of fabric, usually triangular in form, a
bunch of horsehair and sometimes small bells. In most cases
this fabric is white, but on Shiite mazars it may also be red.
As a symbol of the request and prayer to the spirit of the
righteous man, pilgrims do not just attach pieces of fabric
to the tug on his grave, but also attach their waistbands
(miyanband, bil-bag).

The colour spectrum of the latta is very diverse, and
includes all kinds of shades. Fabrics can be both many-col-
oured and monochrome. With a high degree of probability,

one can talk of the following rule — the colour spectrum of
votive rags in flat regions is somewhat richer than in moun-
tainous regions. One can certainly notice the dominance of
white in all regions of Central Asia. This fact can in many
ways be explained by the attribution of mazars to the female
sphere of religion (see below). The colour white is always
present and predominates in women’s rituals, symbolising
the female principle (the colour blue also has similar seman-
tics). Importance is given to white as a symbol of purity,
kind thoughts and wishes, and sincerity. The colour red, con-
nected with the male principle, is also widespread. In the
mountainous regions of the Pamirs, the colour of fabrics at
mazars is mainly restricted to white and red.

3 E. G. Nekrasova, “Qyz-Bibi”, Islam on the Territory
of the Former Russian Empire, compiled and edited by
S. M. Prozorov, part 3 (Moscow, 2001), p. 60.
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It should be noted that because of a whole range of
circumstances, in Central Asia today, a visit to most maz-
ars (not just “female”) has begun to be part of the female
sphere religion. To an even greater degree, this applies to
the tradition of tying pieces of fabric at mazars, and in fact
any votive items. This, evidently, was originally the preroga-
tive of the female pilgrims. For example, on festive days,
when the spirits of ancestors are commemorated (Thursday,
Sunday), many pilgrims flock to the Qyz-Bibi complex 30 km
from Bukhara. The men cook the food, while the women
perform the ritual of worship: they light candles, leave small
amounts of money, scatter grain, and also tie votive rags and
handkerchiefs®.

The selection of fabric as a votive item was in many ways
determined by the traditional idea of fabric and clothes as a
part of the essence of a human being (compare the custom
of tying hair — a “receptacle of the individual features of
the person”). The clothes which a person wears “take on”
a part of his essence. By leaving a piece of fabric at the
mazar, a person stays, as it were, by the holy place forever.
It was evidence of the pilgrimage and the “pledge” of the
request to the holy person, a kind of sacrifice. Furthermore,
since ancient times textiles were a sign of prosperity and
opulence. They were expensive, and were an important part
of a dowry or mahr (property given to the wife). Thus, the
symbolic transfer of a piece of property as a kind of present
to the spirit of the holy person is a sign of piety.

This tradition shows a surprising durability. Disputes on
the permissibility of the ziyarat and the ideas and rituals
connected with this practice went on almost constantly in
the Muslim world, and Central Asia was no exception. At
the same time, it should be noted that the arguments made
by opponents of this tradition were never very popular in
this region. Nevertheless, certain acts by pilgrims were con-
demned and restricted, such as: sacrificial feasts, cooking
and eating food at the mazars, lighting candles, lamenta-
tions and wailing, invoking the spirit of the righteous man to
make requests, rubbing dust from the mazar on the face etc.
Considerable criticism also came from the customs of placing
tugs at mazars, and hanging votive rags. Among Muslim fig-
ures who reject the ziyarat, theologians predominated who
did not accept innovations and adoptions, and fought for a
return to the norms of original Islam. A smaller category of
critics consisted of supporters of Islamic rationalist schools,
who did not protest against innovations, but against “super-
stition” as such.

A rather different situation arose after the Central Asian
territories became part of the Soviet state. A special attitude
to ziyarats from the religious administration was always seen
during the years of Soviet power, especially in the period
after the end of the Second World War, when the Committee
for affairs of religious cults wrote special letters demanding
for the Central Asian Religious Administration of Muslims to
“join in the efforts of the Party and Government to combat
harmful surviving customs”. A large number of customs, cer-
emonies and rituals of a “non-shariat” nature were declared
harmful, among which the practice of ziyarat virtually occu-
pied first place. However, despite the constant attempts to
give ziyarat “illegal” status and in contradiction of the norms
of Islam, this tradition and attendant ritual was preserved,
and continues to flourish to this day.

4 B. Babajanov, “SADUM”, ibid., part 4
(Moscow, 2003), p. 70.
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KEPTBEHHbIE YrolWeHUsA, NPUrOTOBIEHUA NULLM M 3aCTOJbA
Ha Maszapax, BO3}KMraHWe CBEYEM, MPUUUTAHUA U Naad, B3bl-
BaHMA C NPOCb6aMM K AyXy npaBefHMKa, pacTMpaH1e No nLy
nblAn € Mazapa v T.4. Hemano KpUTHMKM Bbi3biBaIN M 06blYan
yCTaHOBKM Ha mMasapax myeoB, U pa3BelurBaHWe BOTMBHbIX
TpANoYeK. B cpese Mycy/IbMaHCKMX AesTeneM, nopumuaB-
wmx 3uliapam, npeo6aasanm 60roc/osbl, He NPUHMMAaBLLIME
HOBLUECTB M 3aMMCTBOBaHMI, paToBaBLLUME 3a BO3BpaLleHue
K HOPMaMm M3HayasIbHOro ucsama. MeHee MHOrOYUCNEHHYIO
KaTeropmio KpUTUKOB COCTaBM/IM CTOPOHHMKMU MCIAMCKMX
PaLMOHANIMCTUYECKUX TEYEHMI, NPOTECTYIOLME HE NPOTMB
HOBLUECTB, a NPOTUB «CyeBepuA» KaK TaKoBOro.

HecKosbKO MHasa cuTyauma CaoXunacb Nocse Toro,
KaK LieHTpasbHOa3naTCKMe TEPPUTOPMM BOLLIM B COCTaB
CoBeTcKoro rocygapcrea. Ocoboe oTHoLeHuWe K 3uliapamy
CO CTOPOHbI AYXOBHOIO PYKOBOACTBA B rofibl COBETCKOM BNIAaCTU
Hab/l0anock BCeraa, 0CO6eHHO B NEPUOZ MOC/Ie OKOHYaHMA
BTopo¥ MrpoBo# BOMHbI, Korga KoMuTeT no genam pesu-
r'MO3HbIX KY/IbTOB CrneunaibHbIMU NMMCbMaMM NoTpeboBal
ot CpeaHeasmatckoro JlyxoBHOro YnpassieHusa MycyibmaH
«BKJIIOYMTbCA B ycunua Maptum u MNpaButenbcTea no 6opbbe
C BPeAHbIMU NepexnTKamn»*. MepexnTkamm o6bABAANCA
06LUMPHBIM KOMMJIEKC 06bl4aeB, 06psA0B, PUTYasioB, MOBEPUM,
HOCALMX «HELIApUaTCKUM» XapaKTep, CpeAn KOTOPbIX MpakK-
TWKa 3uliapam 3aHWMasia efiBa /I He rnaBHoe mecto. OfHaKo,
HECMOTPA Ha MOCTOAHHbIE MOMbITKU NpUAATL 3uliapamy cTaTyc
«HE3aKOHHOCTM> M HECOOTBETCTBMA HOPMaMm MCNama, 3Ta
TPaAMUMA 1 CONMYTCTBYIOLWMI €M pUTyas COXpaHAachb U Npo-
JOJIKaeT yCneLlHo CyLecTBOBaTh B HALUM AHM.

CerogHs BMecTe ¢ parMeHTamu TKaHEM Ha BETBAX MOXKHO
BUAETb U JIMCTOYKM ByMaru, 3anucku (usi. 4). Kycouek
TKaHM — 3TO YacCTb Moero «f», TaK 4To e Takoe TKAHb?

Mnn. / Fig. 3

4 b. babagkaHoB, «CAAYM», ibid., Bbin. 4
(Mockga, 2003), c. 70.

UnnocTpaumm:

nnn
nnn
nnn
Mnn

. 1. KarTa-/laHrap, 2005.

. 2. Henopaneky ot MaprenaHa, 2006.
. 3. Henopaneky ot MaprenaHa, 2006.
. 4. Henopaneky ot MaprenaHa, 2006.

Today, along with fragments of fabric on branches, one
can also see pieces of paper (fig. 4) and notes. A piece of
fabric is part of myself, so what is FABRIC?

Illustrations:

Fig. 1. Katta-Langar, 2005.

Fig. 2. In the Marghelan area, 2006.
Fig. 3. In the Marghelan area, 2006.
Fig. 4. In the Marghelan area, 2006.

Unn. / Fig. 4
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rPE3b[ O KOHCTaHTVH BacunbLoB Konstantin Vasiltsov

PYCCKMVI ABAHTAPA V1 LIEAKA BYXAPLI

BO@OKE «UseT 6naropogHenwmnmn»  “The Most Noble Colour”

(o uBeToBbIX NpUcTpacTusx LieHTpanbHol A3unn) (colour preferences of Central Asia)

«KT0 BMAEN, nocsie ANMHHOMO NyTH
yepes NyCTblHI0 NECKOB,

uBeT ApasibCKOro Mops, ToT,

HaBEepHO, NOAMBMCS ero 6uptose,

TaKoM crneumdruyHoOM, YTO OHa Jaxe
nepecTaeT xapaKTepu3oBaTb BOAY.

M nocne 3Toro, KorAa CTo/IKHELLbCA

C YeIoBeYECKOM GMPI030M Kyrnosios M
CTEH CaMapKaHACKMX U TaLKEHTCKMX
MaB30/1eeB, TO NopaxaeLlbCs MyAPOCTH
4esloBeKa, TaK e TOHKO, KaK B Mpupoje,
pa3speLUMBLLETO BbIXOJ M3 04HO06Pa3NA MyCTbIHM».
Kysbma NeTpoB-BogkuH, «LiBeT»

«OH nonarasn, 4To TOH ero pasroBopa C MaZam
M3MEHW/ICA C TEX NOp, KaK Mebesb ee KabuHeTa
CTajia pyroro ugeta:

KapMa31HOBOI0 BMECTO CUHETO».

N. B. Téte, «K yyenuio o usete»

C AaneKkomn ApeBHOCTHU M [0 HALLMX AHEN, LBeTa 6blaM 1 ocTa-
I0TCSA CBOE06Pa3HbIM A3bIKOM YesioBeyecTsa. LiBeT 1 LBeToBOM
CMMBOJIM3M BCErAa CaMbiM TECHbIM 06pa3oM 6blIM CBA3aHbI
C penmruen, Marmei u anxmMmuen, Urpaam UCKIIUYUTEIbHO
BaXXHYI0 pO/ib B repajibAuKe, apxuMTeKType, MMdOoormu,
donbknope, TPagULMOHHOM KOCTIOME. f3blK LBETOB 6bla
u3BecTeH apeBHeM MHAMM M KuTae, BaBunoHe u Erunte,
Ipeumn u Pume, LeHTpanbHoM A3um 1 Amepuke. JaBHo
3aMeYeHo, YTO LBET 0CO6bIM 06pa3oM BAMAET Ha YesI0BeEKa,
€ro AyLeBHOe HaCTPOeHWe M IMoUMK. B coBpeMeHHOM Meau-
LMHe CyLlecTBYyeT oT/e/ibHOe HanpaB/ieHWe — LBeToTepanms.
O neyebHbIx CBOMCTBAX LBETA 6bl10 M3BECTHO €LLE B APEB-
HOCTM. JI0GOMbITHYIO MCTOPUIO, CBA3AHHYIO C LIBETOM paccKa-
3biBaeT K. C. MeTpoB-BogkuH B cBoe KHure «[pocTpaHCTBO
3BKAMAaa»: «B KoHcTaHTUHE, B ceBepHoM AdpuKke, Ao ced
nopbl coxpaHuaca Fony6oi ropoa. Uctoputo ero s y3Han ot
06pa30BaHHbIX apaboB. B ceMHaaLaToOM BeKe MeCTHbIM npa-
BUTENb 3a60/1€/1 CTPAHHOM POPMOM YAPYYEHHOrO COCTOAHMSA,
cAenaBLIeN KOWMapHOM ero ¥m3Hb. Y106 passnieyb cebs,
3TOT 6eM npuberan To K KECTOKMM pacnpaBam Haj Mnoa-
AaHHbIMKM (B KOHCTaHTMHE odHa M3 CKasl, NMpMMbIKalowasn K
[BOpLY, HOCUT Ha3BaHWe “CKaslbl }KeH”, C KOTOPOW LWBbLIPAAMCH
3arnoz03peHHble 60/1bHbIM 6EEM B HEBEPHOCTU XKEHLLUMHBI €ro
rapema), To MNOXOHAPUK-TUPaH 0TAaBanca 61aroTBOpUTE Ib-
HOCTH, TO 6pocasicAl B KOPCapCKMe aBaHTIOpbl, TO K Bpayam M
3HaxapsAM, HO HUYTO He MOMOrasio OCUINTb 60NEe3Hb.

Cpeau NNeHHWKOB 6es CyYnCs OAMH Bpad, KOTOpbIM npes-
NPUHAN OpUrMHaAbHOe nedveHue. Moa ero pyKoBoACTBOM
KOMHaTa npaBuTe/is 6blla OKpalleHa B CUHWM UBET, U Me6esb
M BCE, N0 BO3MOXKHOCTU, NMpeAMETbl, HAXOAMBLUMECS B HEM,
npuBeaeHbl bl K 3TON pacuBeTKe. B 3ToiM koMHaTe 60/1bHOM
Hayasn YyBCTBOBaTb cebs nyywe; Torga 6bi/10 peLeHo

© K. Bacunbuos, 2006

“Those who saw after a long trip

through the desert sand the colour of Aral See,
were surprised by its azure colour so unusual

that it cannot be associated with water any more.
And then seeing the handmade azure of Samarqgand
and Tashkent shrine cupolas and walls

one cannot but be overwhelmed by human wisdom
that found escape from monotony of the desert
with the same finesse as the nature did”.

Kuzma Petrov-Vodkin, Colour

“Pretendoit, que son ton de conversation

avec Madame etoit change depuis qu’elle avoit
change en cramoisi le meuble de son cabinet qui etoit
bleu”.

J. W. Goethe, Zur Farbenlehre

Since the very old times colours have been used as a kind
of language. Colour and colour symbolism have always been
connected with religion, magic and alchemy, played sig-
nificant role in heraldry, architecture, mythology, folklore
and traditional costume. Colour language was well-known
in ancient India and China, Babylon and Egypt, Greece
and Rome, Central Asia and America. As it was noted long
ago colours can affect people, their moods and emotions.
There is a particular branch of modern medical science
called colour therapy. Medical properties of colours were
recognized in remote ages. In his book “Euclidian Space”
Kuzma Petrov-Vodkin tells an amusing story about colours:
“In Constantina, Nothern Africa, there still exists Blue City.
| learned its history from educated Arabs. In 17% century a
local governor fell ill with strange form of depression which
turned his life into a nightmare. Trying to cure himself the
bey took to mercilessly killing his subjects (in Constantina
one of the cliffs adjoin the palace is called ‘Wives cliff’ —
bey’s wives suspected of being unfaithful were thrown
down from its top) or devoted himself to charity, rushed
into pirate adventures or turned to doctors and sorcerers
seeking for help but nothing could ease his suffering.

Among the bay’s prisoners there was a doctor who decided
to use an original method. Under his guidance the bey’s room
was coloured in blue — all the furniture and other objects.
The sick bey felt better when staying in this room so it was
decided to colour the whole palace in blue. The result was
incredible — the bey recovered completely and wishing to
share this blessing with his subjects ordered to follow the
colour therapist’s advice and colour the city in blue hues.

In the blue bey’s city the sky seems heavy in contract with
bright azure of the buildings. In its streets one does not feel
suppressed by the heat, movements are light and easy and
thoughts — clearer”?.

1K. S. Petrov-Vodkin, Euclidian Space
(St. Petersburg, 2000), p. 521.
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OKpacuTb B CMHee Becb ABopel. IPdeKT oKasancs yanBu-
TeJIbHbIM: 6el BOLeN B HOPMY, M, YTO6 CBOMM MOAAAHHbIM
[I0CTaBUTb BO3MOXKHOCTb M0/1b30BaTbCS TaKMM 6/1arom, OH
noBseJsiesl, YTo6 BeCb ropo 6bl1 OKpaLLEH Mo peLenTy Bpa-
Ya-LBETO/IEYUMTENSA B CUHIOKD FraMMmy.

B ropoze rony6oro 6es He60 KaxKeTcs TAXKE/bIM MO KOHTpa-
CTY C YMCTOM CMHEBOM 3ZaHui. Cpeaun ero yamL UCMbITbIBAELLb
JIErKOCTb B ABUKEHMAX, HE YyBCTBYELLb YAPYYEHUSA OT XKapbl,
M YeTye, sICHee AyMaeTcs B €ro pacuBeTKe»?.

Kaxaas Haums UMeeT CBOM COBCTBEHHbIE LIBETOBbIE MPU-
CTPacTMs — 3HATOKY JOCTaTO4HO GbIBAET YBMAETb onpeje-
JIEHHbIE COMETaHWA LIBETOB, YTOBb! ONPEAEIUTb STHUYECKYHO
NpUHAAJ/IEKHOCTb TOFO MM MHOTO MpeaMeTa MaTepuasibHOM
KY/IbTYpbl.

BcaKkuit, KoMy AoBenoch 6biBaTh Korga-an6o B LieHTpasbHOM
A3uM, He Mor, KOHEYHO, HE OTMETUTb GPOCKOro, MpUBJIEKA-

loLLero BHMMaHMA 6oraTtcTea LBeTa M Kpacok — B oAexae
M npeaMeTax AeKopaTUBHO-MPUKIAAHOIO MCKYCCTBa, apXu-
TEKTYpe, 0BEIMPHBIX YKPALIEHMAX, KHUKHbIX MUHUATIOpaX.
Ha Becb MMp 3HAMEHUTbI LLEEHTPa/IbHOA3MaTCKMUE TKaHW, KOTO-
pble MECTHblE XMUTeMHa3bIBAT XahmpaHau (6yKB. «CeMULi-
BETHble»). M3apeB/ie Kak Ha BOCTOKE, TaK M Ha 3amnaje BbICOKO
LEHMNCb paroLeHHble KaMHW, Cpean KOTOopbiX Haubonee
nonynApHbl 6bIIM KpacHble pybuHbI, MMEBLUME CneLmasbHoe
HasBaHWe pyMMaHu. Hegapom B Nepcos3biYHOM N033uM GblIo
LUIMPOKO pacnpoCTpaHEHO CpaBHEHME Iy6 KpacaBuLibl C Aparo-
LieHHbIM KaMHeM — J1a‘/1-u badaxwaH, B nepeBofax, Kak npa-
BMN0, — bagaxwaHckuit s1an (gobbiBancs B bagaxwaHe). 3tm
KaMHW LLEHMIMCb 3a APKWUM, HACbIWEHHbIM LUBET 1 6ecK,
CyLLEeCTBOBAJIO MOBEPbE, YTO HEKOTOPbIE M3 HMUX CMOCOGHbI
CBETUTbCA B TEMHOTE. Xemuyr Takxke KnaccuduuppoBancs
corsiacHo uBeTy. Hanpumep, Tak HasblBaeMbIM «LIAXCKUM>»
(nepc. waxsap) oTAMYanCcsa YUCTbIM 6€/ibiIM TOHOM, B TO
BpeMSA KaK MEHee LieHHble KaMHU MMeNIU «MeaHblM> (nepc.
Hyxacu) oTTeHoK. Ocoboe 3HaYeHMe NpuaaBanoCh 61ecKy
JKEMYUYra, 0 YEM MOKHO CyAMTb MO SNUTETaM, AaBaBLUMMCS
emy — «3Be3Ja» (ap., Nepc. HadM), «0CBeLIALLMA HOUb>
(nepc. wab-agpy3 unm wab-4yupazu)?.

3ameyaTesibHbIM NMPUMEPOM MCMOJIb30BaHUA LIBETA MOTYT
CNY}KUTb LEHTPaJibHOa3MaTCKUE KepaMMUUYECKMEe U3aenus,
KaK COBPEMEHHbIE, TaK U CTapuHHble. B roHYapHoM npon3Bos-
CTBE MpeAnoYTEHUE 0TAAaBaI0Ch COYETAHUIO CUHETO M 6eJioro,
JIMBO KENTOoro, 3e/IEHOr0 M KOPUYHEBOIO LIBETOB.

LiBeToBoe pelueHne, AeKOp, OTAE/IKA Ha NPOTAXKEHUU MHO-
TUX CTONETUI ABNANIUCH M ABNAIOTCA OCHOBHOM 06 beAMHSAIOLLEN
0COGEHHOCTbIO MYCY/IbMAHCKOM apXMTEKTYpPbI LieHTpasbHOM
A3uu. Mo cnoBam ITTUHray3eHa, MCMO/Ib30BaHUE LiBETA B apXU-

1K. C. Netpos-BoakuH, llpocmpax-
cmgo 38Kknuda (CaHKT-MeTepbypr,
2000), c. 521.

2Mohammad b. Mohammad Nasir al-Din Tusi,
Tansuk-nama-ye il-kani, ed. by M.-T. Modar-
res Razawi (Tehran, 1348/1969), pp. 88—9%4.

TEKTYpe eCTb COBEPLUEHHO 0C060€e, YHUKAIbHOE JOCTUKE-
HME MYCY/IbMaHCKOM Ky/bTypbl®. FpKue M3pasubl U MO3aMKa,
Kak npaBu/o, ronyboro, 61Mpo30Boro 1 6€10ro LBETOB, 4YacTo
C 30J10TOM, MCMO/Ib30BAINCh AJ1l YKPALIEHWS KaK HapyKHOM
YacTU MeYeTH, TaK U ee BHYTPEHHEro y6paHCTBa.

30/10Tble, py6UMHOBO-KpacHbIe 6MPHO30BblE KpacKu CHAMKatOT
pyKonucK, co3gaHHble B LieHTpanbHOM A3uK, C npeameTamm
OBE/IMPHOIO MCKYCCTBA. BONBLIMHCTBO paHHMX pyKomMcen
OT/IMYAKOTCA OrpaHUYEHHOM LIBETOBOM Ma/IMTPOM — YEpHbIe,
JIM60 TEMHO-KOPUYHEBbBIE YePHMIA Ha 6E0M MIN CBET/IOM
doHe, Kak npaBusio, 3e/ieHble UM KpacHble opdorpaduyeckue
3HaKM M, HaKOHell, 3/IEMEHTbl AeKopa 30/10TUCTOro, MO npe-
uMyLlecTBy, useta. OfHaKO C TEYEHMEM BPEMEHM PYKOMMCHbIE
KHWUIM CTAHOBATCS BCe 60/1ee KpacoYHbIMU, 106aBNSIOTCA
6ebiM, CUHUM U apyrue useta. B XV ctonetum, BosHMKAA
HOBas TEXHWKA KpalleHWs 6ymaru, npu KOTOPOM CTaau npu-

MEHATLCSA TE KEe CaMble KpacuTen, YTo U NpU NPOU3BOACTBE
TKaHen. ApKue, HaCbIWEHHbIe LBeTa ABNATCA OAHOM U3 OT/IU-
YUTEJIbHBIX OCOBEHHOCTEN LieHTPasIbHO-a3MaTCKMX MUHUA-
Tiop. Kak nu1can no noBoay ogHOM pykonmcu nosm Husamm
J1. BUHbOH: «...BCE NEPEHECEHO B CTPAHHbIM CBETALMICA MUP,
MOCKOJIbKY [XyZAOXHMK] Aaxe U He MblTaeTcA nepesaTb CBeT
U TEHW B NPUPOAE; KaXAblM NpeaMeT CBEpKaeT OTAEe/bHO,
KaK AparoueHHblM KaMeHb. M60 o6blaeHHoe BUAEHUE 06blY-
HOro YesIoBEKa 3aMEHEHO BUAEHMEM, B KOTOPOM MUP — 3TO
MMP C/laBbl M 61€CKa, [OYMCTA OMbITbIM MarMYECKUM CBETOM,
CNensLmi CBOMMM KpacKamMu»*.

MHorouyMcieHHble NaMATHUKM MUCbMEHHOCTU U apXM-
TEKTYpbl, NPEAMETbI UCKYCCTBA M MATEPUANIbHOM KY/IbTYpbI
CBMAETENbCTBYIOT O CYL|ECTBOBaHMM B LleHTpaibHOM A3uu
CIOXKHOM CMCTEMbI LiBETONOCTPOEHMH. BepoaTHo, camoe Apes-

3CMm.: R. Ettinghausen, “The man-made setting:
Islamic art and architecture”, The World of Islam,
ed. by B. Lewis (London, 1976), p. 69.

4Uut. no: A. E. beptenbc, XydoxecmaseHHbili 06pa3
8 uckyccmse MparHa (Mocksa, 1997), c. 322. Cm.
Takxe L. Binyon, The Poems of Nizami, Described

by Laurence 5’;’1’ gppgh%nadgoghé‘)zs

Each nation has its own colour preferences. An expert can
attribute an object to a certain culture by just having a look
at particular colour combination.

Anyone who has ever been to Central Asia could not but
notice rich variety of engaging exuberant colours in clothes
and objects of applied and decorative art, architecture,
jewellery and book miniatures. Central Asian textiles called
haftrangi (lit. “sevencoloured”) are well-known all over the
world. Eastern as well as western people have always treas-
ured gems. Red rubies were especially popular and were
given special nhame rummani. It is not a coincidence that
Persian poets often compared a beauty lips with precious
stone — la‘l-i Badakhshan. These gems had extremely high
value due to their rich and vivid colour and brilliance. They
were even believed to shine in the dark. Pearls were also
ranked according to they colour. For example so called “shah

pearl” (Pers. shahwar) acquired its high value because clear
white colour while less valuable gems had “brassy” tone
(Pers. nuhasi). Special attention was paid to pearl’s brilliance
as one can conclude from such epithets as “star” (Arab.,
Pers. najm) or “lightening the night” (Pers. shab-afruz or
shab-chiragi)?.

One of the remarkable examples of colour use is repre-
sented in Central Asian ceramics, both ancient and modern.
Preferable colour combinations for pottery were white and
blue or yellow, green and brown.

For many centuries colour scheme, decoration and orna-
ments had been the main unifying trait of Muslim architec-
ture in Central Asia. According to Ettinghausen the use of
colour in architecture is a unique achievement of Muslim
culture®. Bright-coloured tiles and mosaic (usually in blue,

3 See: R. Ettinghausen, “The
man-made setting: Islamic art and
architecture”, The World of Islam,
ed. by B. Lewis (London, 1976), p. 69.

2 Mohammad b. Mohammad

Nasir al-Din Tusi, Tansuk-nama-ye
il-kani, ed. by M.-T. Modarres
Razawi (Tehran, 1348/1969),

pp. 88—94.
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turquoise and white, sometimes with addition of gold) were
used to decorate both exterior and interior of mosques.
Golden, ruby-red and turquoise turn Central Asian manu-
scripts into works of art. In most early manuscripts colour
palette is rather poor — black or dark-brown ink on white or
pale background, green or red orthographic signs and finally
ornamental elements usually in gold. But as the time passed
manuscripts became more and more colourful, introduc-
ing white, blue and other hues. The 15% century saw a new
paper dying technique that allowed using the same dye-stuff
as in textile manufacturing. Deep vivid colours became one
of the most distinguishing features of Central Asian mini-
atures. Laurence Binyon thus described a manuscript of
Nizami poems: “...everything is transferred into a strange
luminous world and as [the painter] does not try to render
natural light and shadows every object is shining separately

as a jewel. For common perception of an ordinary man is
substituted with the vision of the world full of glory and
brilliance, washed with magic light and dazzling with its
colours”4.

Numerous written records, buildings, objects of art and
other artefacts give us evidence of complex colour system
adopted in Central Asia. Perhaps the first description of Iran
colour symbolism was given by Herodotus: “...[Median king]
built large and strong walls, those which are now called
Agbatana, standing in circles one within the other... the cir-
cles are in all seven in number. And within the last circle are
the royal palace and the treasure-houses... and of the first
circle the battlements are white, of the second black, of
the third crimson, of the fourth blue, of the fifth red: thus
are the battlements of all the circles coloured with various
tints, and the two last have their battlements one of them
overlaid with silver and the other with gold”>. This ancient
colour-numerical symbolism can be found with some changes
in the famous works of classic Persian literature.

The idea of seven colours play significant role in the
Nizami poem “Seven Beauties”. After accomplishing many
feats legendary governor Bahram Gur found seven beautiful
brides, whose portraits he had seen in the fabulous cas-
tle of Khawarnag. At his command each princess was given
a pavilion with cupola coloured to correspond to the keshvar
(i. e. region or province) she came from as well as a planet
and day of the week:

“Astrologer has decided upon the colour of each cupola
According to the nature (mizaj) of each planet”.

Princesses tell Bahram Gur stories matching planets

“nature” and colour. Nizami gives the following scheme of

4 Quoted by A. E. Berthels, Artistic Concept in the Art of Iran (Moscow, 1997), p. 322. Also see
L. Binyon, The Poems of Nizami, Described by Laurence Binyon (London, 1928), p. 8.

SHerodotus, Histories, transl. ¢Transl. from Berthels, op. cit., p. 307.

by G. C. Macaulay, i (New York, 2004), p. 98.
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Hee onMcaHue LBETOBOM CUMBOJIMKM MpaHa BCTpeyaeTcs ele
y FepogoTa: «... [MMAUMCKMIA Liapb] Benes Bo3BECTM GoAbluMe
KpernKkue CTeHbl, Tenepb HOCALME Ha3BaHUe AKGaTaH, MpuMyem
0/lHa CTeHa KOJIbLIOM 3aMblKasiaCb B ApYroi. AKponosib 6bis
YCTPOEH TaK, 4TO OAHO KOJIbLIO BO3BbILIANOCh HaZ APYriMM TO/IbKO
CBOWMMM 3y6bAMMU... Bcex Konew-cTeH 6b110 CeMb, B nocnes-
HEM M3 HUX MOMELLAIMCb LAPCKUI ABOPEL, M COKPOBULLHMLPI...
3y6Lbl NEPBOM CHAPYXM CTEHbI 6€Jble, BTOPOM YepHble, Tpe-
TbeM APKO-KpacHble, YeTBEPTON ro/lybble, NATOM LiBETA CypUKa.
TaK rnoKpalleHbl KpacKo# 3y6bs Ha NATM cTeHax. OAHa U3 ABYX
nocieAHMX CTEH MMeeT 3y6Libl nocepebpeHHble, a Apyras no3o-
NoYeHHble»>. OnMcaHHas Bbllle JPEeBHAA LIBETO-YMC/I0BAA CUM-
BOJIMKA, NO3/JHEE C HEKOTOPbIMM M3MEHEHMAMM Hallla CBOe
OTpaXXEHWE B 3HAMEHMTbIX NPOM3BEAEHUAX KIACCUYECKOM Mep-
CUACKOM IUTEpaTypbl.

Tema cemu LBETOB SABNAETCA LEHTPasIbHOM U B 3HAMEHUTOM
noame Husamu «CeMb KpacaBuL». JlereHAapHbli APEBHMI Mpa-
BuTeNb baxpam 'yp, coBepLIMB MHOXECTBO MOABMUIroB, J00bI-
BaeT cebe B HEBECTbI CEMb KpacaBMLj, M306paXKeHUA KOTOPbIX
OH BMJEN B CKa304HOM 3amKe XaBapHaK. CorsiacHo ero nose-
JIEHUI0, A/ KaXKAOM U3 LiapeBEH BO3BOAWTCA MAaBM/IbOH, LBET
KynoJsia KOTOpOro COOTBETCTBYET Kewsapy (T. e. 061acTu 3eMam),
13 KOTOPOro OHa POAOM, @ TaKXKe M/IaHeTe M HI0 HeZen:

«L|BeT KaxAoro Kynosia 3Be304eT YCTaHOBM/I MO aHaslormm
C TEMNEPAMEHTOM (MU3a0K) NNAHETbI»S.

LlapeBHbl pacckasbiBatoT baxpam 'ypy nputumM, cOOTBETCTBY-
foLpe «TEMNEPAMEHTY> M/IaHETbI U LBETY, C HEM CBA3AHHOMY.
Hu3amu NpMBOAUT CEeAYIOLLYI0 CXEMY COOTBETCTBUM LiBETOB,
NNaHeT U AHeN Hegeu: «Cy660Ta, LBET Kynosa — YCII0BHO — Yep-
HblA, 0603HAYEHHbIM C/IOBOM MUWKUH... [TnaHeTa — CMMBOJ1 3TOr0
uBeta 1 310ro AgHA — CatypH. MKaum, unav Kewsap, — UHama
(BocToK). BockpeceHbe, LBET Kynosa — Xentbii (3apd), nna-
HeTta — CosHue. MKaum — YuH (ycnoBHO BocTouHbIM TypKecTaH
1 Kutan). MoHeaenbHUK, LUBET Kynoaa — 3e/eHbli, naaHeTa —
JlyHa. MKkaum — Xopesm. BTOpHMK, LBET Kynosa — KpacHblM,
nnaHeta — Mapc. Mkium — Caknab, «CTpaHa CnaBsiH», CEBe-
po-3anag. Cpeaa, Kymon uBeta 61pio3bl (nupy3a), T.e€. CUHWK
WM rony6oi... MnaHeta Mepkypui. Mkaum — Marpu6. YeTsepr,
KyMnon — caHAanoBoro aepesa (caHdanu), nnaHeta — tOnutep,
UK/IUM — CHoBa YuH. MATHMUa — Genbii LuBeT, niaHeTa BeHepa,
UK/IUM — UpaH»". 3adUKCMpOBaHHAA 3AeChb APEBHAA TPaauLma
OKa3a/acb AOCTAaTOMHO YCTOMYMBOM — B MONY/SPHOM SHUMKONE-
amm XIV B. K NpuBEZAEHHbIM Bbille COOTBETCTBUAM LiBETOB, AHEN
HeZenM, LBETOB OAeXAbl M MJaHeT, aBTop J06aBNAET TaKkKe
M COOTBETCTBMA NMPOPOKOB M MeTaNIoB. B pe3yabTtate nonyya-
eTca cnefyiollas cxema: YepHbld — CaTypH — Aam — CBUHeL;
)entbii — ConHue — Hyx (Hoi) — xene3o; 3eneHbit — JlyHa —
M6paxmm (ABpaam) — 0/10B0; KpacHbIM — Mapc — Myca (Mowceit) —
30/10T0; CUHUM — Mepkypui — Jaya ([aBua) — Meab; CaHAa0BbIM
uget — tOnutep — pTyTb — ‘Uca (Mucyc); 6enbii — BeHepa — cepe-
6po — Myxammaz?®.

CUCTEMbI LIBETOBbIX COOTBETCTBMM, OTHOCALUMECSH, KaK Mbl BM-
e/, K APEBHMM, AOMCIAMCKMM MPeACTaBIEHUAM, BOLLIM
noszHee (NOJyYMB MHYIO MHTEPNPETALMIO), BMECTE C YTBEPXK-
JEHWEM MCNaMa B KauecTBe FOCNOACTBYIOWEN PENUrnm, B MU-
donornyeckyto M dunocodCKyo KapTMHY MUMpa, CO34aHHY0
B paMKax HOBOW pesiuriu. B MycybMaHCKOM KHUKHOM Ky/bType
LIBET U €ero CUMBOJIMYECKME 3HAYEHMA NPOAOXKAAMN M NPOAON-
JaloT UrpaTb BeCbMa BaXkHYt0 posib. TaK, y4eHblit U dunocod
XIX B. KapnM-xaH KupmaHu npMBoauUT B CBOEM TpaKTaTe Lesyio
KOCMOJIOTMYECKYI0 KapTUHY, B KOTOPOM CEMb LIBETOB COOTBET-

5Lurt. no F'epogoTt, Mcmopusa ¢UuT. no beptensc, op. cit., c. 307.
3] i (M L
?Bsg;iﬂrgust‘(‘wzax, l(eckeay 7Uut. no ibid., cc. 306—307. AHanoruuHyio cucte-

macgxum. See: Abu Rayhan Mohammad Biruni,
Ketab al-tafhim le awa’el sena‘at al-tanjim (The
Book of Instruction in the Elements of the Art

of Astrology), ed. and transl. by R. R. Wrights
(London, 1934), pp. 240—241, 396—406.

8lllamc ag-avH Myxammag 6. Maxmys  '°lbid., p. 27.
Amynu, Hagpauc an-gpyHyH pu

-yliyH (Te 1379), ii
My Npu1BOAMT BMpYHK B cBoem TpakTaTte Kuma6-u sguggffzﬁw (ST, ), 1,

CTBYIOT CEMM YPOBHAMM MMPO3ZaHus. benbiit — Mup pasyMa,
KENTbIM — MUP AyXa, 3e/IeHbIM — MUP AYLM, KPACHbIM — MUP
MpUpOZbIl, CEPbIM — MUP MaTEPUMU, TEMHO-3€/1IEHBIM — MUP 06pa-
30B, YepHbIM — MUP MaTepuanbHoro Tena’. MycynbmaHcKas
TpaauumMs coxpaHuna npegaHue: «<bor coTBOpM TPOH U3 Ye-
TbIPEX CTOJINOB: KPacCHbIM CBET, Ype3 KaKOBOM KpacHbIN LiBET
CTAQHOBMTCS KPaCHbIM, 3€/1eHbIM CBET, Ype3 KaKOBOM 3e/IeHbIN
LYBET CTAHOBMTCA 3€/IEHBIM, KENTbIMA CBET, Ype3 KAaKOBOM KENTbIN
LiBET CTAHOBUTCSA KENTbIM, GE/bli CBET, OT KAKOBOFO NPOMCXOANUT
6enmsHa»'°. CornacHo apyromy npeganuto, bor, yaosnetsopss
npocb6y AZama, CryCTUA Ha 3eMJIK0 OAMH M3 PaMCKMX LIATPOB,
OMOpO¥ KOTOPOrO CJY¥KM/ CTOAN6 M3 KPAaCHOTO rMaLmHTa, KOJbILLIKK
6bl/IM M3 30/10Ta KE/TOTO LBETA, 8 BEPEBKM, CBA3bIBAIOLLME LIEH-
TPpasibHbIM CTONG M KOJILWKKM GblIW OKpaLIEHbl B p1ONETOBBIN
uBeT. PaiCKui LWaTep CMMBOIM3MPOBAN 6OXKECTBEHHbIM TPOH,
a KpacHbIM cT0/16 — 60KeCTBEHHOE OTKPOBEHME, CBA3bIBaS,
TakMM 06pa3oM, He6O U 3emto, cBeT U TbMy*L. Elle Ha paHHEM
3Tane MCTopuM B UcaMe cchopMMpOBasIoCh NpeACcTaB/ieHue o bo-
KECTBEHHOM npecTosie (TpoHe), 3admKcupoBaHHoe B KopaHe:
«TpoH Ero o6bemneT Hebeca 1 3eMiito, U He TAroTMT Ero oxpaHa
UX, — NOMCTHHe, OH — BbICOKMM, BEMKMI!> (2:256)2. CoriiacHo
6os1ee no3aHeN Tpaamumm, Mpecton NOKOUTCA Ha YeTbIpex CToJI-
Max OKpaLLeHHOro CBEeTa, KOTOPbIM COOTBETCTBYIOT YETbIPE apXaH-
rena, Haubonee 61M3KMxX K bory: ctonn 6eoro LeTa — apxaHren
Mcpadun, ctonn kentoro ugeta — apxaHren Mukaun, ctonn
3€e/IEHOr0 UBeTa — apxaHren A3pauni U, HaKOHeL, CTO/IN KpacHoro
useTa — apxaHren Jxabpau. MocaeaH1iM CToAN B CBOK o4epedb
XapaKTepusyeTcs YeTblpbMs NEPBO3/IEMEHTAMM: OFOHb (EMY
COOTBETCTBYET KPACHbIM LBET), BO3AYX (KEeNTblM), BoAd (CUHWUK),
3eMAA (YepHbii). B WwmmM3me YeTbipe uMama acCcoLMMpYIoTCs C Ye-
ThIPbMA LIBETAMM: COKPbITbIA UMAM (T. €. ABEHAALATbIM UMAM) —
6enbli LBeT, NepBbid UMam (‘Anv 6. A6u Tanub) — KenTbii LBeT,
BTOPOM UMam (XacaH 6. ‘A1) — 3eneHbli LUBeT, TPeTUM UMaM
(XycatH 6. ‘Anm) — KpacHbIM LBeT™. C NPOUCXOKAEHUMEM TaKOro
CMMBOJIM3MA CBAI3aHbl MHOTOYMC/IEHHbIE NIereH pl. TaK, CoriacHo
OAHOM M3 HMX XacaH u XycanH, 6yayuM elle B IOHOM BO3pacTe,
MOMpOCUAIM CBOEro AeAylluKy, Npopoka Myxammaza nogaputb
MM HOBble oexapl. MCnosHAA KX KenaHue, ¢ Heba ABMAUCH
ABa nosca 6enoro ugeta. OaHaKo XacaH M XycamH cKasanu,
4TO HE YZO0B/IETBOPATCA A0 TEX MOp, MOKa 3T nosca He 6yayT
OKpalLeHbI B T€ LBETA, KOTOPbIE OHM MOKE/AT. XacaH Nonpocu,
YTOGbI €ro NosC GblN1 3e/IEeHbIM, C/IOBHO Kemuyr, a XycaiH 3axo-
Te/ MosC LBeTa KpacHoro py6uHa. Ha nomolLb npuwies apxaHren
JKabpann 1 ux enaHue 6bi10 YA0BNETBOPEHO. 3aTeM, Koraa
MpopoK cTan BblpakaTb paZoCTb MO MOBOAY 3TOFO, apXxaHres
3a/IMCA cnesamu, U Korga MyxamMmaz Cnpocui ero oT4yero,
10 [:Kabpansy He 0CTaBasoCb HUYErO MHOTO, KaK MoBeaaTh O He-
CYaCTHOM Cyab6e uMamoB — XacaH GyzeT oTpaBJieH, a XycainH
naget oT pyK y6uiu. Jlo6aBUM K 3TOMY, 4TO, COT/IAaCHO HEKOTO-
PbIM LWMUTCKMM NpedaHusam, Mpopok ogen XycarHa B nnatbe,
COTKaHHoe 13 Bosioc Axabpaunna. Mo apyroi Tpaguumu, 3amok,
MecTo 06UTaHMA XacaHa B palo, — M3YMPYAHO-3€/IEHOr0 LBETa,
a XycalHa — py6MHOBO-KpacHOro.

B MycCy/lbMaHCKOM MUCTULIM3ME LIBETOBOM CUMBOJIU3M MOJY-
YaeT JasibHeMwee pa3BuTHe. TaK, B OCHOBE CUCTEMbI M3BECTHOrO
cydus, NpeAcTaBUTeNs mapukama Ky6pasuiia, Ana ag-Zlayna
CHMMHaHM, NIEXUT MAes 0 COBEPLIEHCTBOBAHMM AyllM, NPOXO-
JALEN Ha 3TOM MyTU CEMb CTOSIHOK (apab. Makam), KaxzoM
M3 KOTOPbIX MOKPOBUTE/ILCTBYET OAWH M3 CEMM MPOPOKOB — AZlaM,
Hyx, M6paxum, Myca, Jaya, ‘Uca, Myxammag. Mo gocTuReHnm
KaXX0M M3 HMX, CyUI CO3epLaeT CBETOBbIE 3aBECHI, OKPALLEH-

13 Corbin, “The realism and
11 Corbin, “La configuration de temple de  Symbolism...”, p. 42

la Ka‘ba comme secret de la vie spiritu-  |bjd., pp. 43—44.

elle”, Eranos Jahrbuch (Zurich, 1966),

°H. Corbin, “The realism and symbol-  pp_ 110—114; LLI. M. LLlykypos, «lLiax-Hame»
ism of colours in Shiite cosmology @updoycu u paHHAA UIOCMPAMUBHAA
(according to the *Book of the Red mpaduyus (Mocksa, 1983), cc. 127—128.
Hyacinth” by Shaykh Muhammad
Karim-Khan Kirmani)”, Temple and

12 3necb 1 fanee KopaH B nepesoge

planet and colour correlation: “Saturday — cupola colour is
presumably black, denoted by the word mishkin. Planet sym-
bolizing the colour and the day is Saturn. Iglim or keshvar
is — India (East). Saturday — cupola colour is yellow (zard),
its planet is the Sun and its iglim is Chin (the region of East
Turkistan and China). Monday — cupola colour is green, its
planet is the Moon, its iglim — Khorezm. Tuesday — cupola
colour is red, its planet is Mars, its iglim — Saklab, “Slav
country”, Noth-West. Wednesday — cupola colour is tur-
quoise (piruza), i. e. blue or azure, its planet is Mercury, its
iglim is Maghrib. Thursday — sandalwood cupola, the planet
is Jupiter, its iglim is also Chin. Friday — cupola colour is
white, its planet is Venus and its iglim is Iran”’. The ancient
tradition described here proved to be very stable — in the
popular encyclopaedia of the 14t century the author adds
to the associability of colour, planet, clothes colour and day
of the week the parallel to prophets and metals. Thus we
have the following scheme: black — Saturn — Adam — lead,
yellow — the Sun — Nuh (Noah) — iron, green — the Moon —
Ibrahim (Abraham) — tin, red — Mars — Musa (Moses) — gold,
blue — Mercury — Daud (David) — copper, sandalwood —
Jupiter — mercury — ‘Isa (Jesus), white — Venus — silver —
Muhammad®.

The systems of colour associations referring as we can
see to the ancient, pre-Islamic beliefs, later with establish-
ment of Islam as dominating religion became integral part of
mythological and philosophic concept of the world within the
framework of the new religion. In Muslim literature colours
and their symbolic meanings had played and kept playing
significant role. For example, Karim-khan Kirmani, scholar
and philosopher of the 19t century, in his treatise outlines a
cosmologic picture of the world in which seven colours cor-
respond to seven levels of the universe. White is the world
of mind, yellow is the world of spirit, green is the world of
soul, red is the world of nature, grey is the world of mat-
ter, dark-green is the world of images, black is the world of
physical body®. There is a Muslim tradition that says: “God
created a throne of four pillars: red light that turns red
colour red, green light that turns green colour green, yel-
low light that turns yellow colour yellow, white light that
turns white colour white”™. According to another tradition
fulfilling Adam’s plea God sent to Earth one of paradise pavil-
ions with the central post made from red hyacinth, with
pegs made of yellow gold and ropes tying central post and
pegs coloured in purple. The paradise pavilion symbolized
God’s throne, red post — the Divine Afflatus, thus connect-
ing heaven and earth, light and darkness''. In the earliest
period of its history Islam created the idea of Divine Throne
that was recorded in the Qur’an: “His Throne comprises the
heavens and earth; the preserving of them oppresses Him
not; He is the All-high, the All-glorious” (2:256)". In the
later practice the Throne is based on four pillars of col-
oured light corresponding to four archangels most close to
God — white pillar represents archangel Israfil, yellow pil-
lar — archangel Mikail, green pillar — archangel Azrail and
finally red pillar — archangel Jabrail. The last pillar in its
turn is characterized by four elements — fire (red colour),
air (yellow), water (blue) and earth (black). In Shiism the
Absent imam (i. e. the twelfth imam) is white colour, first
imam (Ali b. Abi Talib) — yellow colour, second imam (Hasan
b. Ali) — green colour, the third imam (Husayn b. “Ali) — red

8 Shams al-Din Muhammad b. Mahmud Amuli,
Nafais al-funun fi arais al-uyun (Tehran,
1379), ii, pp. 293—294.

?H. Corbin, “The realism and symbolism of colours
in Shiite cosmology (according to the ‘Book of the
Red Hyacinth® by Shaykh Muhammad Karim Khan
Kirmani)”, Temple and Contemplation, transl. by
Ph. Sherrard (London, 1986), p. 15.

7 Transl. from ibid., pp. 306—307.
The same system is presented by
Biruni in his work Kitab-i tafhim.
See: Abu Rayhan Mohammad
Biruni, Ketab al-tafhim le awa’el
sena‘at al-tanjim (The Book of
Instruction in the Elements of
the Art of Astrology), ed. and
transl. by R. R. Wrights (London,
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colour®®. The origin of the symbolism is explained in various
legends. According to one of them young Hasan and Husayn
asked their grandfather, the Prophet Muhammad, to give
them new clothes. Fulfilling their wish two sashes were sent
from the sky. But Hasan and Husayn would not be satisfied
until the sashes were dyed in the colour they liked. Hasan
wanted his sash to be green as pearl and Husayn preferred
the colour of red ruby. Archangel Jabrail came to rescue and
granted their wish. Then as the Prophet rejoiced archangel
burst into tears and when asked about the reason of his
grief he could not but tell everything about the unhappy
fate of the imams — Hasan would be poisoned and Husayn
would be killed by an assassin. Let us mention that according
to other Shiite tales the Prophet dressed Husayn in clothes
made from Jabrail’s hair. Another legend claims that in para-
dise Hasan lives in emerald-green castle and Husayn — in
ruby-red one*‘.

In Muslim mysticism the tradition of colour symbolism was
further developed. Thus the system of Ala al-Dawla Simnani,
famous Sufi, representative of Kubrawiyya tariga, is based
on the concept of soul perfection when a soul on its way
passes seven staging locations (Arab. magam) patronized by
seven prophets — Adam, Nuh, Ibrahim, Musa, Daud, ‘Isa and
Muhammad. Upon reaching each location Sufi watches a veil
of light coloured in various colours that indicate a level of
soul perfection. Simnani has the following colour system —
first stage patronized by Adam is dark-grey bordering with
black, the second stage patronized by Nuh is dark blue. At
the next stage patronized by Ibrahim a mystic watches red
light. Musa patronizes the next stage coloured in white. The
next one is yellow and patronized by Daud. The sixth stage
patronized by ‘Isa is shining black (Arab. aswad nurani) and
the last one is brilliant green, the colour of emerald and its
patron is Muhammad'. It is remarkable Sufis were called
kabud-pushnan, i. e. “dressed in blue”, supposedly because
they wore blue clothes. There are different explanations of
the habit one of them claiming that the colour of a mystic’s
clothes corresponded to his accomplishments on the mystic
path and thus represented the colour he mused over during
the rite time. So taking into consideration colour system of
Najm al-Din Razi or Simnani one can come to the conclusion
that blue clothes indicated the beginning of a Sufi soul per-
fecting path. This explains the cutting observation of Hafiz
about the Sufi who had taken to wear blue khirga: should we
consider them as people who were unable to move further
than the first stages of spiritual life’®? It should also be men-
tioned that Ruzbikhan Shirazi called his teacher pir-i gulrang
(lit. “rose coloured pir”) distinguishing him from those wear-
ing blue and indicating a tradition to change clothes colour
according to a mystic’s position and the level of his mystic
accomplishments. This practice is also described by Najm
al-Din Kubra. In his work Adab al-muridin he says that black
and blue clothes were to be worn when a mystic was pass-
ing staging post of “lower soul” (Arab. nafs ammara), higher
position is indicated by azure khirga®’.

Along with the mentioned colour systems every single
colour has symbolic meaning. Semantic of the white colour
is easily derived from Qur’an where it is associated with such
concepts as virtue and honour: “Then We sent, after them,
Moses with Our signs to Pharaoh and his Council, but they did
them wrong; so behold thou, how was the end of the workers

°lbid., p. 27. 2Hereinafter we use translation " Ibid.
by A. J. Arberry.

2Corbin, “The realism and

symbolism...”, p. 42.

1 Corbin, “La configuration de temple
de la Ka*ba comme secret de la vie
spirituelle”, Eranos Jahrbuch (Zurich, A
1966), pp. 110—114; Sh. M. Shukurov, Ibid., pp. 43—44.
“Shah-nameh” of Firdousi and Early 5 Berthels, op. cit., pp. 301—302.
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1983), pp. 127-128. Iranian Sufism, transl. by N. Pearson
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Hbl€ Pa3/IMYHbIMM LIBETaMM, KaKOBble AB/IAIOTCA NOKasaTenem
CTerneHu ero AyxoBHOro coBepLuieHcTBa. CucTtema LBETOBbIX
BUAEHWUHM Y CUMHaHW BbIFNAAUT CIeAYIoWMM 06pasom: nepeas
CTyNeHb — el MOKPOBUTE/IbCTBYET AlaM, MMEET TEMHO-CEpbIM,
NEPEXOAsLMIA B YEPHbINM LIBET; BTOpPas, MOKPOBUTE/Ib KOTOPOM
Hyx, c1Hero uBeTa; No JOCTUNKEHUM CEAYIOLLEN CTYMNEHM, KOTO-
pO¥ MOKPOBUTE/IbCTBYET MGPaXMM, MUCTMK CO3EPLIAET KPacCHbIi
cBeT; Myca NoKpOBUTENbCTBYET Caefytollen CTyneHu 6es10ro
LBEeTa; C/eAyloLen COOTBETCTBYET XKENTbIM LUBET MU NMOKPOBU-
Tenb Jlaya; WecTas CTyneHb, KOTOPOM NOKPOBUTELCTBYET ‘Uca,
cUAIoLLEero YepHoro LBeTa (ap. acsad HypaHu); U NocaeaHas,
ce/lbMas — CBEpKaloLLero 3e/1IeHOro LgeTa, useta Msympysa
1 el NOKpOBUTENbCTBYET MyxamMmaa'. MHTepecHo, YTo cycdueB
HepeaKo HasblBa/M Kabyod-nywaH, T. €. «0AeTble B CUHEE,
10 BCEM BEPOSATHOCTM MO NPUYMHE CUHMX OAESAHMM, KOTOpble
Te Hocuu. CyLlecTBYIOT pa3/iMyHbIe 06BACHEHWUA 3TOr0 06bI-
yan. CornacHo OAHOMY M3 HMX, LiBET OAEXAbl MMCTMKA COOTHO-
CUICA CO CTEMEHbIO ero COBEPLUEHCTBA HA MUCTUYECKOM MyTH,
M COOTBETCTBOBaJI, TaKMM 06pa3oM, TOMY LIBETY, KaKOBOM OH
co3epuan Bo BpeMs pageHuit. Taknum 06pa3oM, eC/iu NMPUHATbL
BO BHMMaHMe CUCTeMbI CUMBOJIMKM LBeTa Hagxm aa-/lvHa Pasu
1 CMMHaHU, MOXHO OTMETUTb, YTO CUHME OZEXKAbI YKa3blBaIM
Ha TO, YTO HOCALMM MX CYDUIM HAXOAMUTCA B HaYane NyTH AyXOB-
HOro coBeplueHcTBOBaHMA. OTcloAa, KCTaTu, M A3BUTE/IbHOE
BbICKa3blBaHMe Xau3a, 3aMeTMBLLErO O TeX CyduaAX, KOTopble
YCTaHOBM/IM 06bl4al HOCUTb XUPKY CMHETO LBETa, — CIeAyeT Jin
MX Mo/arath 3a JIOAEN, KaKOBbIE TaK U HE CTYNW/IM Aanblue
NepBbIX 3TAroB B CBOEM AyXOBHOM XM3HM'®? MoXKHO ele foba-
BWUTb, 4TO Py36mxaH LLinpasn Ha3biBaeT CBOEro yunTens nup-u
2y/spaHe (byKB. «nup LBeTa po3bl>), MPOTUBOMNOCTAB/AA €r0 TEM,
KTO HOCWUT CUHME 0feX/bl, U TEM CaMbIM YKa3blBaeT Ha 06bl4ai
MeHATb LBET 0feX/Abl MUCTMKA B COOTBETCTBMM C €r0 MoJsIoKe-
HWEM MNIU CTEMEHbIO NPOABUKEHMA HA MUCTMYECKOM NYTH. ITa
NpaKTMKa onucaHa Takxke Hagxm ag-AuHom Ky6por. B cBoei
paboTe «Agab an-MypuamH» OH MULLET, YTO OAEXKAbl YEPHOrO
M CMHETO LBeTa [0/IKHO HOCUTb B TOM C/lyyae, Korja MUCTUK
Npeoso/IeBaeT CTOAHKY «HM3WEN Aylmn» (ap. Hagc ammapa);
60/1ee BbICOKOE MOJIOXKEHME 3TOT aBTOP CBA3bIBAET C HOLLEHWEM
XUPKV rony6oro upeta'’.

Hapsay ¢ nepeuncieHHbIMU BbILE CMCTEMAMM COOTBETCTBUM
pa3/IM4HbIX LBETOB, KaxX /bl LBET, B3ATbIM B OTAENBHOCTU, UMEET
CBOE CMMBOJ/IMYECKOE 3HaueHWe. CeMaHTHKa 6e/10ro LBeTa BroJHe
oyeBMAHa 13 KopaHa, rae oH CBA3bIBAETCA C TaKMMM MOHATUAMM
Kak JobpoaeTesnb M 61aropoAcTso: «[loTom nocnanm Mel nocae
HMX Mycy ¢ Hawmmm 3HameHnAamMM K OrpayHy U ero 3HaTu, HO OHM
HenpaBeAHO NOCTYNWM C HUMM. [TOCMOTPU e, KaKkoB 6bls
KoHeL pacnyTHukoB! M ckasan Myca: “O ®upayH! A — nocnan-
HMK Mocnoga mMupoB. Zlo/iXKHO FOBOpUTbL MHE 06 Anaxe TO/IbKO
UCTUHY. A NpULIEN K Bam C ACHbIMM 3HaMEHMAMMK OT Ballero

1”

Focnoga. OTnpaBb e co MHOM CbiHOB Mcpaunnal” OH cKkasan:
“ECAM Tbl NPULLEN CO 3HAMEHMEM, TO AOCTaBb €ro, ec/sim Tbl
13 npaBaMBbIX”. U 6pOCUI OH CBOM Ke3/, M BOT, 3TO — ABHO
3mel. U BbIHY/1 OH CBOIO PYKY, U BOT, OHa — 6es1a A/f CMo-
TpAwmx> (7:101—105). «benaa pyka» CTaHOBMTCA CMMBOJIOM
NPOPOYECKOM CWJIbl, @ TaK¥Ke CWJIbl 0GB M, COOTBETCTBEHHO,
M3MEHEHMS MOCPEACTBOM 3TOM CUJIbl, O YEM JOCTATOMHO CBMAE-
TENIbCTB B NEPCOA3bIYHOM MO33MM, NMPUYEM HE TOJIbKO CpeaHe-
BEKOBOM — MMEHHO B 3TOM 3HA4Y€HMM UCMOJb3YET BblpaXKeHWe
«Besiasi pyKa» W TaKOM M3BECTHbIM aBToOp, Kak Myxammaz Uk6an
(1897—1938). B pssge KopaHMYECKMX aliamoB roOBOPUTCS O TOM,
4TO /IMLA NpaBeaHMKoB B JleHb Cyaa 6yayT 6enbiMu, a obuTaTesn

s BepTenbc, op. cit., cc. 301—-302.

16 Corbin, The Man of Light in Iranian Sufism,
transl. by N. Pearson (New York, 1978), p. 157.
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2002), cc. 325-326.

8 AMMp Xocpos /lexnasu, Bocemb patickux
cados, nepeBog ¢ dapcu A. M. PeBuya (Mockea, 1 Mu‘padsk-Hama, HanMcaHHOM, KCTaTH, Ha YArypPCKOM fi3blKe,

Pas o6nayeHbl B 6enble 1 3eneHble oaexabl. Teno apxaHrena

Jxabpanna — cHexHo-6es10ro upeTa. S1uo MMeHHo 6enoro

uBeTa 6b110 HUCNocnaHo borom, fabbl ykasaTb AgaMy Bpems

0TnpaB/iIeHMA MOUTBLI. AMMpY XocpoBy JlexnaBu'® npuHaaiexar
TaKue CTPOKM 0 6esiom LiBeTe:

«0pexnaa 6enas — n11060My BMpoOK.

“Iokposa nyye HeT!” — ckasan Mpopok.

Mbi 6esible LBETbI NpeAnoYMTaeM

o 6en10My Mbl NULLEM U YUTAEM.

MouTeHHa 6ennsHa ceabix BOJIOC,

Anax BCECU/IbHBIN CaM ee BO3HEC.

M AeHb B CBOM LIMPOKME Npejenbl

Bk/itoyaeT Bce LBeTa, HO CaM OH GeJibIif».

CMMBOJIMKA YEPHOrO LiBETa y Pas/IMyHbIX HAPOAOB YacTo

HOCWT HeraTMBHbIi XapakTep. OT4YacTM 3To cnpaBeAMBoO M Mo

OTHOLLEHMIO K BOCMIPUATUIO STOrO LiBeTa B Ky/ibType HapoZoB

LleHTpanbHOM A3uu U, WKMpe, — MYyCY/IbMaHamM B LIEJIOM.
B kauecTBe mprMmepa MOXHO NpuBecTH Bocxoaswme K KopaHy
NpeACTaB/IEHNSA O TOM, YTO /IULA M OAEAHMSA FPELUHMKOB B JeHb
Cyaa — yepHble: «B TOT AeHb, Korga 3emns 6yaeT 3aMeHeHa
Apyrou 3emnen, M — Hebeca, NpeACTaHyT npes AnnaxoMm, eau-
HbIM, MoryumMm! M yBUMAULIBb Tbl FPELIHMKOB B TOT A€Hb, CBA-
3aHHbIX Lensamu. OgesHue MX U3 CMOJIbl, IMLLA MX MOKPbIBAET
OrOHb, YTO6bI ANNax Bo3zasn KaxkaoM Aylle To, Y4To npuobpena»
(14:49-51).

Jlo6aBUM K 3TOMY, 4YTO, KaK MpaBWJ/I0, OCHOBHbIM (POHOM
B MMHMATIOPAX, M306pakalomx nepeHoc (Mu‘padx) Myxammaaa
Ha He6eca, AB/AIOTCA rosy6oM MU CUHWUMI, B TO BPEMA KaK Ha
TeX MUHMaTIopax, rae Mpopok HabngaeT MyYeHUs rpeLHMKOB
B a4y (ap. 0KaxaHHam), OHOM CTYXKMT YepHbIM LBeT . OAHMM
M3 HaKa3aHWM, LUMPOKO NpuMeHsBLUMXCA B CpeaHue Beka, 6bi10
«QYepHeHWe» NnLa NpecTynHuKa, HeJapoM, KCTaTu roBops,
CyLLeCTBYeT Bblpax)eHue — culiax-py, 6yKBasibHO O3HavatoLiee
«YepHO/MUbIM», T. €., UHbIMM C/IOBaMU, 06ECYELLEHHBIM UK OMO-
30peHHbIM. Mycy/ibMaHe BEepAT, YTO M3HAYA/IbHO 3HAMEHUTbIN
YepHbIM KameHb Ka‘6bl 6b11 6€/1bIM M NIWLLb BNOCAEACTBUM 06pen
YEpHbIM LIBET OT PYK M ry6 rPeLIHUKOB, KOTOPbIE Ha NMPOTSAKEHUM
CTO/IETUH KacascCb ero. Bnpoyem, HEpeaKo YepHOMY LBETY Npu-
[laBasiocb M MHOe 3HaueHue. Tak, CpeAHEBEKOBbIM aBTOp XyCaMH
Baum3 Kawmndu nmucan: «Koam cnpocaT, K Kakon rpynne oTHo-
CUTCA YEPHbIM LIBET, OTBEYAMW, YEPHbIM LBET — LBET HOYM M LIBET
YeJI0BEYECKOrO I/1a3a, M OTHOCUTCA K TEM JIOAAM, Y KOTOPbIX
cepAua ABNAIOTCA KNAZA0M TakHbl, KOTOpble CMOCO6HbI AepiKaThb
BCE B TaMHe U, NoJ06HO YeI0BEYECKOMY a3y, BCe BUAAT U He
[O/IKHbI 6bITb BbICOKOTO MHEHMSA 0 cebe»2. B ogHOM cKa3ok
«1001 HoYM>» YepHas HEBOJIbHMLIA BOCXBANSAET LBET CBOEM KOXKM

19 CM., Hanpumep, ONMCaH1e MMHUaTIOP K MapUKCKOM PyKoMu-
Beptensc, op. cit., uan. XII-XVI.

20 XycaitH Bous Kowwndu, AX10Ku MyxcuHu
(AywaH6e, 1991), c. 63.

of corruption! Moses said, ‘Pharaoh, | am a Messenger from
the Lord of all Being, worthy to say nothing regarding God
except the truth. | have brought a clear sign to you from
your Lord; so send forth with me the Children of Israel’.
Said he, ‘If thou hast brought a sign, produce it, if thou
speakest truly’. So he cast his staff; and behold, it was a
serpent manifest. And he drew forth his hand, and lo, it was
white to the beholders” (7:101—105). “White hand” becomes
a symbol of the prophet power as well as power of love and
thereafter — of changes made by the power. One can find
evidence of this fact in Persian Medieval and later poet-
ry — the expression “white hand” is used in the same mean-
ing by the famous poet of Muhammad Igbal (1897—1938).
A number of Qur’anic ayats mention the fact that righteous
men’s faces on Judgment Day would be white and paradise
inhabitants wore white and green clothes. Archangel Jabrail’s

body is snow-white. It was white egg that God sent to Adam
to specify prayer time. Amir Khusraw Dihlawi*® wrote the
following words about white colour:

“White clothes are good for everybody —

The Prophet himself announced that there is nothing better.
We also prefer white flowers.

White is the colour we write upon and read from.

White hair of the elders is noble

And praised by almighty Allah.

Day-light, though it comprises all colours,

Is white by its nature”.

Black colour symbolism in many countries has generally
negative connotation. It also refers to some extent to the
perception of the colour in Central Asia and in Muslim world
as a whole. For example there is an idea tracing back to
Qur’an that faces and clothes of the unrighteous on Judgment
day will be black: “Upon the day the earth shall be changed
to other than the earth, and the heavens and they sally forth
unto God, the One, the Omnipotent. And thou shalt see the
sinners that day coupled in fetters, of pitch their shirts, their
faces enveloped by the Fire, that God may recompense every
soul for its earnings” (14:49—51).

It should also be mentioned that background of the mini-
atures depicting Muhammad’s ascend (mi‘raj) to heaven is
blue or azure while miniatures of the Prophet watching the
sinners suffering in Hell have black background*. One of the
punishments widely used in Middle Ages was “blackening”
of the criminal’s face. There even exists such expression
as siyah-ru literally meaning “blackface”, i. e. dishonoured
or stained. Muslims believe that the famous black stone

18 Transl. from: Amir Khusraw Dih- ~ ** See, for example, the description of the mini-
lawi, Eight Gardens of Paradise, atures to Paris MS Mi‘raj-nama, written in Uighur,
transl. by A. M. Revich (Moscow, Berthels, op. cit., figs. XII-XVI.

2002), pp. 325—326.
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of Ka‘ba was initially white and only later became black
because of sinners’ hands and lips that kept touching it for
centuries. However black colour may have another meaning.
The medieval author Husayn Waiz Kashifi wrote: “If someone
asks you about black colour answer that it is the colour of
the night and human eye and it refers to people whose heart
is a hoard of secrets, who can keep everything in secret and
just as the human eye can see everything and should not
think high of themselves”?. In an Arabian nights tale a black
slave praises her skin colour: “Dost thou not know that in
the Koran sent down to His prophet and apostle, is transmit-
ted the saying of God the Most High, ‘By the night when it
covereth all things with darkness; by the day when it shineth
forth!” If the night were not the more illustrious, verily Allah
had not sworn by it nor had given it precedence of the day.
And indeed all men of wit and wisdom accept this. Knowest
thou not that black is the ornament of youth and that, when
hoariness descendeth upon the head, delights pass away and
the hour of death draweth in sight? Were not black the most
illustrious of things, Allah had not set it in the core of the
heart and the pupil of the eye... Moreover, is the foregather-
ing of lovers good but in the night... Again, of things black
and excellent is ink, wherewith is written Allah’s word”?!.

Symbolism of the blue is related to acts of nature as
the blue (or azure) is the colour of the sky that in religion
and mythology is considered to be home of gods, angels and
spirits of ancestors. It can explain a tradition recognized not
only in Central Asia but in many other regions — to wear blue
clothes when mourning.

“They were in deep mourning for another week
And were wearing blue” — Dihlawi wrote?.

However in some cases blue color may have negative
meaning, for example, in the Paris copy of Mi‘raj-nama
there is a miniature of Muhammad watching sinners suffer-
ing and the Hell tree Zagqum. The demon ruling there has
blue body.

Red colour on the contrary is usually associated with ener-
gy, health and blood. In magic rites it is supposed to grand
fertility and health, protect against evil spirits, demons,
jinx, witchcraft and illnesses. Red wine as well as fire (in
its positive form) and red rose indicate divine glory. Rida
al-kibriyya — the garb of the Divine Grandeur — is supposed
to shine red. According to a legend the angels that helped
Muslim troops in the famous battle of Badr (15" or 17*" of
March, 624) were wearing red turbans and sashes. Dihlawi
thus wrote about red colour:

“Incarnadine brings joy to our hearts,

Ruby wine gives us sweetness.

Crimson buds make every garden beautiful.

Vermillion is the colour of sunrise and purple is the colour
of sunset.

Those whose life is joyful have cheeks as bright as pome-
granate.

The blooming garden of Ibrahim was scarlet

And Musa’s flame was glowing as sunset”?.

Green colour became a symbol of Islam. It is usually of
positive nature and on the one hand is associated with para-
dise and its inhabitants (hence the term sabzpush literally
meaning “clothed in green”) and on the other hand symbol-
izes life, revival of nature, hope and youth. Let us once again
quote Amir Khusraw’s “Eight Paradises”:

2 Husayn Waiz Koshifi, Akhlag-i muhsini 2 Amir Khusraw Dihlawi, op. cit., p. 332.
(Dushanbe, 1991), p. 63.

2 The Book of the

Thousand Nights and

a Night, transl. by Sir Richard F. Burton
(http://www.wollamshram.ca/1001/).

bid., pp. 194—195.
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B TaKMX BblpaXKeHMAX: «Pa3Be He 3HaeLlb Tbl, YTO NPUBEAEHO
B KopaHe... cs10Bo Aninaxa Besmkoro: “KnfaHycb Houblo, Korga
OHa MOKPbIBAET, M AHEM, Korja OH 3abamcTtaet!” U ecsim 6bl HOUb
He 6blna JOCTOMHEe, Alax He MOKAAACA 6bl €10 U HE MOCTaBU
ee Bnepeau AHA, — C 3TUM COrIacHbl NPOHULATE IbHbIE M NPO30p-
JmBble. Pa3Be He 3Haellb Tbl, YTO YEPHOTA — YKPaLUEHWe IOHOCTH,
a KOrJa HACXOAMUT CefiMHa, YXOAAT HacNaXAEHWUA U NpubanKa-
eTcs Bpema cMepTi? U ecnn 6Gbl He 6blna YepHOTa JOCTOMHEE
BCEro, He MoMecTun 6bl ee Annax B rNy6MHy cepaua M oKa. A B
yncne AOCTOMHCTB YEPHOTbI TO, YTO M3 HEe MoJyYaloT YepHUAA,
KOTOPbIMM MULWWYT c/loBa Annaxa... ¥l K ToMy e, pa3se XOpoLlo
BCTPEYaThCA B/IOGNEHHBIM MHAYE, KaK HOYbLO?...»2!.

C1MMBO/IMKaA CMHETO LiBETa CBA3aHa C NPUPOAHBIMU ABIEHUAMM,
M60 CUHUM (MM ToNly60M) — LBET HEGa, KOTOPOE PeNUTMO3HOMY
1 MUPOIOrMYECKOMY CO3HAHMIO NpeACTaBaAETCA MECTOM O6M-
TaHus 60roB, aHresoB, AyxoB npeakos. OTcloAa, No Bcel BUAW-
MOCTM, W NPOUCXOAMT 06bl4aiA, PAaCMPOCTPAHEHHbIM HE TOJIbKO
B LleHTpasibHOM A3uK, HO M 3a ee npefenamu, Bo BpeMs Tpaypa
HOCWTb CUHME OAEXabl:

«Hepgento ellie ropeBany NOTOM,

Xoannu Bce B Tpaype, BCe B rosiy6omM», — nucan Jexnasu?.

Bnpoyem, B HEKOTOPbIX CAyYasax roslybor MOXKeT HECTU
HeraTMBHYIO CMbIC/IOBYIO HarpysKy. B napu:cKom cnucke
«Mu‘pagK-Hama», Ha MMHMaTIOpe, rae M3obpaxkeH Myxammas,
Hab/1oatoLLMI MYKM FPELLUHMKOB M afCKOe APEBO 3aKKYM, AEMOH,
KOTOpbIi TaM BEPXOBOAMT, UMEET roNy6oe Teso.

KpacHblIl, HanpoTuB, CBA3bIBAETCA 06bIKHOBEHHO C SHEP-
rMeN, 30pPOBbEM M KPOBbIO. B Marnyeckux npakTuMKax OH npu-
3BaH 06ecneynTb N1040poaue, 340p0OBbe, 3aWMTUTL OT 3/1bIX
[yXOB, IeMOHOB, Craasa, nopyu, 6onesHu. KpacHoe BMHo,
a TaKXe OroHb (B €ro NoJIOXMTESIbHOM acnekTe) M Kpac-
Haa po3a yKasblBatoT Ha boxecTBeHHyto CnaBy. CunTaetca
TaKXe, 4To puda an-kubpudliltia, «TyHMKa boxxecTBEHHOM
CnaBbl», U3ny4YyaeT KpacHbiM LBeT. CylecTByeT nereHaa,
COr/laCHO KOTOPOM aHresibl, MOMOraBLUME MYCYJ/IbMAaHCKOMY
BOMCKY B 3HaMeHWTON 6uTBe npu bagpe (15 uaun 17 mapTta
624 r.), HOCU/IM KpacHble Tiop6aHbl MM KpacHble mosca.
O KpacHoMm LBeTe /JlexnaBu CI0XMUA Takne CTPOKMU:

«barpsHbIi LUBET BCe/IAET B cepAue pagocTb,

B py61HOBOM BMHE TauTCA CafjoCTb.

lMyHuoBble BYTOHbI KpacAT cag,

Bocxog nyHLOB, M ApKO-a 3aKart.

Y Tex, YbA XM3Hb Becennem borarta,

JlaHWTbl ApKMe, KaK LBeT rpaHara.

Caa M6parnma 6bln1 B LBETEHBE an,

M, KaK 3aKat, oroHb Mychbl nbiian»2.

3eeHbli UBET NPEBPATMICA B OAMH M3 CUMBOJIOB MC/ama. OH,

KaK NpaBu/io, HOCUT MO3UTMBHBIM XapaKTep, 6yay4u C 0A4HOM CTo-

POHbI CBA3aH C PaeM M ero obutatensmu (0TcioAa BbipaxeHue cab-

3nyw, 6YKBa/IbHO 03HavatoLLee «06/1a4eHHbIM B 3€/1eHb>), U ABAAACH

O/iHOBPEMEHHO CMMBOJIOM M3HW, BO3POXAEHMA NPUPOZbI, HAAEX b

1 MOJIOAOCTM — C ApYroi. Mo3BoMM 34ech elle pa3 NpoLMTMPOBaTh
«Bocemb paickux cagos» Amupa XocpoBa:

«3e/1eHbli UBET JIaCKaeT B No/AEHb TEHbIO,

JlapyeT oH MOKoW Jylle U 3peHbH.

M TpaBbl 3eN1€Hbl, M TbMa B Jlecax,

3e/ieHbI CBET Ko/lebeTCA B r/1a3ax.

3eneHbIM UBET — Hapag Nto6oro caja,

M ans skacMuHa ctebenb — Kak Harpaga»24.

Cor/lacHO pacnpoCTPaHEHHOM MYCY/IbMaHCKOM TpaauLmm,
Kpbl/aibA apxaHrena /;xabpania 3eeHoro uBeTa. JparoleHHbIMKU

2 KHuza mbica4u u 0dHol Hoyu, nep. U
KOMMeHTapun M. A. Canbe noj pej. akag.
W. 10. KpaukoBckoro (MockBa—/leHUHrpag,
1933), iv, cc. 236—237.

KaMHAIMM TEMHO-3€/1IEHOr0 OTTEHKaA BblIoKeH HebecHbIM TpoH.
3eneHblii UBET M3yMpyAa — LUBET Pas — 0TBE/1 3TOMY KaMHI0
0Cco6yto posib B ucname. CUMTaeTCA, HaNpuMep, YT0 HEGECHbIN
npoToTun Bcex CBALLEHHbIX NMCaHWM 1ayx Maxgy3 (XpaHMmas
CKpuKasib) MMEET M3yMpYaHbIM UBeT. B MycybMaHCKoM Koc-
Mosorum muduyeckan ropa Kad, okpysatollas 3emto, Takxke
3 3eneHoro n3ympyza. CoxpaHMI0Ch MyCy/IbMaHCKOe NpUaaHue,
noBecTByHoLLee 0 Aylax waxudos: «bor BKknagbiBaeT Mx Aylum
B T€/1a 3e/1IeHbIX NTUL, KOTOPbIE YTO/IAIT CBOK Kax Ay U3 patcKuX
PeK M BKYLIAIOT €ro Naozpl».

YKenTbii UBeT B 3aBUCMMOCTM OT KOHTEKCTA, TaKXKE MOXKET
MMETb pas/IMyHble 3Ha4YeHMA — 3TO LBET pas/iykK1 U C1abocTn
C OAHOM CTOPOHbI, LIBET COJIHLA, 30/10Ta, LIAXCKOro BEIMYMSA
M MOTyLIeCTBa C ApYroi. B yxe He pa3 LMTMPOBAHHOM HamM
MO3ME KeNTblM, cornacHo AMupy XocpoBy Jlexnasu:

«LipeT 6naropoaHeniumi! Takoro LBeTa

Unn. / Fig. 8

JlaHWTb! Y BNOGEHHbIX 6€3 OTBETA.

Hac oT HegyroB 3071070 Le/MT,

MocKkosibKy UBET WwadpaHa B HEM PasunT.

...l COJIHLE, BbIN/IbIBAA M3-3a rop,

OKpalumBaeT B 30/10TO MPOCTOP.

M KMPHBIM NI0B Ha 6/1t04e NaxHeT NpsHo,

MpunpaBAeHHbIM Y/IbIGKOI WadpaHa»2.

Bbile Mbl KpaTKO pacCMOTpesiM CUMBOJIMKY LiBETa, CBS-
3aHHyt0, MO MPEUMYLIECTBY, C MYCY/IbMAHCKUMWU BO33PEHUAMM
OTHOCMTE/IbHO BO3HMKHOBEHWSA W YCTPOMCTBA MMPO3AaHMs,
MyCY/IbMAHCKUMM CBATBIMU U reposiMu. BmecTe ¢ TeMm, ¢ yTBEpX-
JEHVEM UCaMa Ha TeppuTopuu LieHTpasibHOM A3nK MHOrMe
JpEeBHWE NpeACTaB/EHNS GblIM BbITECHEHbI, HO HE MCYE3/U
COBCEM — KOPEHHOE HacesIeHWe 3TOro pernoHa Ao CUX nop
BECbMa LUMPOKO NMPaKTMKYET pas/iMyHble 06pAbl, BOCXOAALLME
K AOMCNIAMCKMM BEPOBAHUAM M PEIMTMO3HBIM YYEHUAM, K MHOM
MMPOBO33pPEHYECKOM CUCTEME B LieJIOM. B YacTHOCTM, BaxkHoe
MECTO Cpeayu HMX 3aHMMaeT Maes O ABYX Hayanax, CorlacHo

2 AmMup XocpoB Jexnaeu,
op. cit., c. 332.

2bid., cc. 194-195 1bid., cc. 148—149.

#1bid., c. 119.

“Green colour cools us with shadows at hot midday,
Brings peace to our heart and eyes.

Green is the colour of grass and forest darkness.

It is a vibrant eye colour.

It is festive clothes of every garden

And green scape is like award for jasmine”?.

According to widespread Muslim belief the wings of arch-
angel Jabrail are green. The Divine Throne is lined with
dark-green stones. Green colour of emerald — paradise col-
our — explains its significance in Islam. It is believed, for
example, that divine archetype of all Holy Scriptures — lawh
mahfuz (“Safely-Preserved Tablet”) — is of emerald colour. In
Muslim cosmology the legendary Qaf Mountain surrounding the
earth is also emerald. There is a tradition about shahid’s souls:

“God puts their souls into the bodies of green birds that satisfy
their thirst in paradise rivers and eat paradise fruits”.

Yellow colour can have different meanings depending on
the context — on the one hand it is a colour of separation
and weakness, on the other hand — a colour of the Sun,
gold, shah majesty and power. In the poem we have already
quoted many times Amir Khusraw Dihlawi describes the yel-
low as follows:

“Most noble colour! Yellow are

Cheeks of those suffering from unrequited love.
Gold cures us from illnesses

Because it is saffron yellow.

The sun rising over the mountains

Colours everything in gold.

A spicy dish of pilaf is seasoned

With saffron’s smile”?.

Thus we have provided a short overview of colour sym-
bolism mostly associated with Muslim idea of world creation

2 |bid., pp. 148—149.
pid., p. 119.

2 Q. V. Gorshunova, “Concept
of the two principles in the
fertility cult among the peo-
ples of Central Asia”, Sred-
neaziatskiy etnograficheskiy
sbornik IV (Moscow, 2001),

1969), p. 88.

p. 222.
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2 G. P. Snesarev, Relics of pre-Is-
lamic beliefs and practices among
the Uzbeks of Khorezm (Moscow,

and structure of the universe, Muslim saints and heroes.
However with establishment of Islam in Central Asia many
old believes were superseded but they did not disappear —
native population keep practicing various rituals that trace
back to pre-Islamic beliefs and religions, altogether different
ideology. Particularly important is a concept of dual polari-
ties according to which everything was created by merge of
this two substances contradistinct by their nature — it’s the
main principle in religions and philosophic systems of the
Hindu, the Chinese, the Japanese and other Asian people.
A characteristic manifestation of this belief in Central Asian
culture is the division of all food into “hot” and “cold” that
is accepted by the Tajik, the Uzbeks and the Kirghiz. This
division can be found in various aspects of life and has sacred
meaning. O. V. Gorshunova claims that “in Ferghana region
these terms are often used to denote various rites and magic
aimed to solve problems in relations between close rela-
tives and especially between a man and a woman”?. For
example in love magic the terms “hot”—“cold” mean “love
spells” and “anti-love spells” respectively?. The bipolarity
of “hot” and “cold” refers also to human nature. Central
Asian believes associate “hot” with a man and “cold” with
a woman. Colours are divided to “hot” and “cold” as well,
black colour belonging to the “hot”. These concepts are used
in various rituals. Thus, when treating a cold folk medicine
prescribes to eat meat of a black ram. The Shugnan Tajiks
still have a tradition to wrap newborn’s head in black ram
wool. I. I. Zarubin explained this tradition by the fact that
“black ram meat is hotter and black wool provides more
warmth”2. The group of “hot” colours includes also red
colour, obviously symbolizing masculinity. Many people of
Central Asia ascribe protecting qualities to this colour. That
is why children are usually made to wear red string on their
wrists — it is supposed to protect them against illnesses.
While black and red are “hot” colours white and blue on
the contrary are traditionally considered as “cold”, female
colours. White colour is widely used in female ritualism,
for example in ritual cycle centred on “woman patron” Bibi
Seshambe — “white haired woman in white clothes with her
face illuminated with light”?. In Ferghana Valley as well as
in many other regions of Central Asia ritual dishes are cooked
with white flower women beg their neighbours for as if ask-
ing for alms. A bowl for dough kneading is wrapped in white
cloth. All the women present at the rite cover their heads
with white headscarves®. Many rites combine white colour
with blue that is also considered as “cold” and female. When
visiting a holy place of Ferghana Valley, called in the nhame
of a local saint Hur-qyz, women tie white and blue shreds of
cloth to the trees near mazar, praying and asking Hur-qyz
for help®. O. V. Gorshunova has discovered that in Ferghana
Valley there is a quite common ritual of putting a newborn
into a cradle. For the ritual shreds of white and blue cloth
are attached to the left side of the cradle and the eldest
woman present says a prayer or a spell asking Fatima, the
Prophet’s daughter and “Ali’s wife, to protect the child
against illnesses and death®.

Particular attention is paid to the use of colour in clothes,
both ritual and everyday. The colour is a kind of sign indicat-
ing a person’s position, age and social status. In the rituals
of life cycle colours are especially important. In wedding
ceremony called to secure long and happy life for the mar-

28], . Zarubin, “Birth of
Shugnan child and his first
steps”, V. V. Bartoldu
(Tashkent, 1927), p. 362.

» M. S. Andreev, Cen- * |bid., p. 224.
tral Asian Version of

Cinderella (Tashkent,

1927), p. 8.

* |bid., p. 7.

3t Gorshunova, op. cit., p. 223.

32 |bid.
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KOTOPOM NMPOMCXOXKAEHME BCErO CYLLEro CBA3bIBAETCA C Npej-
CTaBJ/IEHMEM O CJIMAHMM ABYX, NPOTUBOMOJIOKHbIX MO CBOMM
CBOMCTBAM Cy6CTaHLMI — LieHTpa/lbHas MAEA peanrno3Ho-duo-
COCKMX CUCTEM MHAYCOB, KUTAMLEB, AMOHLEB M APYrMX asu-
aTCKMX HapogoB. OAHUM M3 XapaKTEPHbIX NPOABIEHUM TUX
NpeACTaB/EHUI B LLEHTPa/IbHOA3MaTCKOM Ky/bType ABASETCA
XOPOLLO M3BECTHOE pasfesieHne y TaAKMKOB, y36eK0B, KMpru-
30B BCEW MULLM Ha «FOPAYYI0» U «XOIOAHYI0», MPU STOM Camo
MOHATHE «ropAYee» U «XON0AHOE», OTPaXKaaCb B CamMblX pas-
JINYHBIX Chepax XM3HU, UMEET CaKpasibHoe 3HauveHue. Tak, Mo
cnosam O. B. FopluyHoBOM «B DepraHCKoM 061acTh 3T TEPMMHI
4acTo MCMOJb3YIOTCA ANA 0603HAYEHNUA Pa3/IMYHbIX PUTYasIoB U
Marmyeckmx JeMCTBUM, HanpaB/iEHHbIX HA PeLIEHUE NPOGIEM,
CBA3AHHBIX C OTHOLIEHWAMM MeXAY 6M3KMMM POACTBEHHMKAMM,
M 0COGEHHO MEXAY MYKUYMHAMM U KeHLWmHaMn»2. Hanpumep,
B JI060BHOM Marmm 3T TEPMUHbI: «FOPAY0»—«X0I0AHO» 03Ha-
YasIM COOTBETCTBEHHO «MPUBOPAXKMBAHME>» U «OXIAXKAEHNE» .
MpoTMBONOCTaBNEHME «FOPAYEr0> U «XOJ0AHOr0>» OTpaXaeTcs
1 B B3rnaje Ha camoro YesioBeka. CoraacHo GbITyoWwmm cpeam
HaceneHus LleHTpasbHOM A3uK NpeACTaBAEHUAM, <ropsaYee»
COOTHOCUTCA C MYXXUYMHOM, A «XONI0ZHOE>» — C JKEHLMHOM. B
COOTBETCTBMM C ITUM CYLLUECTBYIOT M KaTeropum LIBETOB — «rops-
yne» U «xonofHole». K nepBblM OTHOCAT, KaK NpaBuJIo, Yep-
HblIi. MoA06HbIE MAEM HAXOAAT CBOE OTPAXKEHUE B Pa3/IUYHbIX
06psAA0BbIX NpaKTHUKax. Tak, Npy JIeYEHUM NPOCTYAbl HAPOAHOM
MeZaMLMHOM NPeAnMCbIBAaETCA €CTb MACO 6apaHa YepHOM MacTy.
Cpeau Tagxukos LLlyrHaHa Ao cux nop CylecTByeT o6blvai
3aBOpayMBaTh rosioBy HOBOPOXKAEHHOIO pebeHKa B LepCTb Yep-
Horo 6apaHa. M. U. 3apy6uH, 06bACHASA NPOMUCXOXKAEHNUE 3TOr0
o6blyas, n1can, YTo «MACO YepHoro 6apaHa 6onee ropsyee u
YepHas WepCTb NPUHOCKT 6osblie Tensa»2. K 3ToM ke KaTe-
rOpMM «ropAYMX> LBETOB 0ObIKHOBEHHO MPUYMCIAETCA TaKKe
M KpacHbIM, CUMBOIM3MPYIOLLMM, KaK MOXHO Npeamnosaratb,
My}KCKoe Hadano. Cpeau Hacenenua LieHTpanbHoM A3um BecbMa
pacrnpocTpaHeHO NpeACcTaB/IeHME 06 OXPAHUTE/bHbIX CBOMCTBAX
KpacHOro LiBeTa — HeZjJapom pebeHKy 3aBA3bIBalOT Ha 3anACTbe
KPacHyH HUTb, YTO JOJIXKHO y6epeyb ero ot 6onesHein. Ecam yep-
HbIM M KPacCHbIM ABNSAIOTCA «FOPAYUMM> LiBETaMM, TO MPOTMBOMO-
JIOXKHOCTb MM COCTaBASIOT 6E/bIM M CUHMM, pacCMaTpuBaloLLMeCs
TPaAMLMOHHO B KAYeCTBe «X0/I0AHbIX> M, COOTBETCTBEHHO, KeH-
CKMX LBETOB. M3BECTHO, YTO 6e/1biM LBET YPE3BbIYAMHO LIMPOKO
NpeACTaBJ/IEH B }KEHCKOM 06PAAHOCTU — HaNpUMeEp, B LMKE
06pAJ0B, LieHTPa/lbHOE MECTO B KOTOPbIX 3aHMMaeT «NaTpo-
Hecca XeHlmH» brubn Celwnambe — «cefas XeHlmHa, ogeTas B
6e/1ble 0AeXAbl, C IMLOM 03apeHHbIM CBETOM»?’. B ®epraHcKoM
[0JIMHE, Kak, BMPOYEM, U B ApYrux paroHax LieHTpasbHoM A3uu,
ANA NPUrOTOBNEHUA PUTYasIbHOrO 6t0ja UcrosblyeTcs benas
MyKa, KOTOPYIO EHLUMHbI B BUAE MMJIOCTbIHM BbINpaLLMBAIOT Y
cocepen. Mocyaa, B KOTOPOM ByayT 3amelunBaTh TECTO, 060pa-
uMBaeTCs npeABapuUTE/IbHO 6esoi MaTepuen®. Bee KeHLWMHDI,
NPUCYTCTBYIOLME MM YHACTBYIOLLME B 3TOM 06psAAE, NOKPbIBAOT
ronoBy 6esibiM niaTkom®. Bo MHOrMx obpsgax Yacto B coyeTa-
HWM C 6E/IbIM NMPUCYTCTBYET CUHMI LIBET, TaKKe NMPUIMCISIEMBIN
K «XOJIOAHbIM>, XEHCKMM LiBeTaM. [p1 nocelieHmn «CBATOro»
MecTa B depraHcKoi Jo/IMHe, Ha3blBAEMOTO MO MMEHW MECTHOM
«CBATOW> XyP-KbI3, KEHLIMHbI NPUBA3bIBAIOT K JEPEBbAM OKOJIO
masapa NOCKYTKU 6eNoro U CUHero LBETOB, NPOM3HOCA NpU
3TOM MOJIMTBbI M Npocs Xyp-Kbi3 0 nomoum®. O. B. FopuyHoBa
€oo6LaeT, 4To B DepraHCKoM Jo/IMHE CYLLECTBYET TaKkKe BeCbMa
pacnpocTpaHeHHbIM 06pAZ MOOKEHUS B KO/bIGE/b MAAEHLA, BO
BPEMS UCMOJIHEHUS KOTOPOTO C IEBOM CTOPOHbI KOJIbIGENN NPU-

KpennsioTca HeGobLUMe KYCKM 6eIoi M CUHEN MaTepuu, CTapLuas
13 NPUCYTCTBYIOLLUMX KEHLUMH MPOU3HOCUT MOSIMTBY, IGO0 YMTaET
3aK/IMHaHKe, B KOTOPOM NpocuT datnmy, Aoub MpopoKa u XeHy
‘Ann, OXpaHUTb pe6eHKa OT 6oNe3HeN U CMepTH.

Oco6oe 3HaueHue LBeTy NpuAaeTca B ofexae, Kak 06paso-
BOM, TaK M NOBCEAHEBHOM. 34€Ch LIBET BbICTYNAET KaK CBOEro
poJa MapKep, YKa3blBaloLWui Ha onpeseneHHoe NoJoKeHUe
YesioBeKa B o6LUeCTBE, €ro BO3pacT, COLMasbHbIA CTaTyC.
B 06pagax *M3HEHHOrO LyK/Ia LiBETaM OTBOAM/ACH 0CO6as posib.
B cBage6bHOM 06psAAHOCTM, NPU3BAHHOM 06ECNeUYnTb MOJIOAbIM
CYaCT/IMBYIO M JONTYIO CEMEMHYIO KM3Hb, LIBETA HEPEJKO BbIN0JI-
HANM Marnyeckme dyHKUMU. Hanpumep, HemocpeACTBEHHO Nepej
COBepLUEHNEM GPaKoCcoYeTaHUA B JOMe HEBECTbI COBEpLUACA
06pA4 MbITbsl F0N10BbI (capwyeH). Nepes HEBECTOM CTaBUAM Yally
C MOJIOKOM (6€e/1bIi UBET) U pacnieTanm en Kocy. Mocae 3toro
BOJIOCbI CMa4MBa/IM MOJIOKOM, BHOBb 3an/eTanu BOJOChl B /iBe
KoCbl, BnaeTas B HMX 6enyto Baty. Jlulub 3aTeM Ha rosioBy HeBe-
CTbl NOBA3bIBa/M 6e/bli FONI0OBHOM NAATOK. Bce aTn aencteus
6bl/IM HaMpaB/ieHbl Ha TO, YTOBbl 06ECMEYNTL MOJIOAOM CBETIIYIO
cyabby. Hapagy c 6enbim B cBage6HOM Hapsae HENpeMEHHO Npu-
CYTCTBOBaJl M KPACHbIM LIBET, KOTOPOMY NMPUMMCbIBA/IMCb OXPaHW-
TeJIbHble CBOMCTBA — 3allyTa OT 3/IbIX JyXOB M Criasa. He meHee
BaXkHa M LYBETOBaA raMmma TpaypHbix ogesHui. 0. A. Cyxapesa,
OMMCbIBaA TPaypHyto LepeMoHuio B CaMapKaHzie, roBopuT:
«PoACTBEHHMLIbI YMEPLLErO BbIAENANCE CPEAU KEHLUMH, NPU-
LWeALMX Ha NOXOPOHbI, Hanbosiee APKUMU MyHMUCaKaMM, APKUMU
py6axamu, BbIrNAAbIBaBLUIMMK U3-MOA HUX, M APKMX LBETOB MJ1aT-
Kamu»*. Ha TpeTuit AieHb Noc/ie MOXOPOH Y/iIeHbl CEMbM HaZeBa
TpaypHble NiaTb — 06bIKHOBEHHO CMHEr0, MHOTa YepPHOro
LuBeTa, Npu 3TOM 06A3aTe/IbHbIM aTPMOYTOM TPayPHOrO KOCTIOMA
ABNANCA 6eNbli MAaToK®.

B 3akntoueHMe pasroBopa 0 MarMyeckmx YHKUMAX pasany-
HbIX LiBETOB HE/b3f He YNOMAHYTb O BECbMA PacnpoCTPaHEHHbIX
Cpeay TaJXXMKOB, Y36€K0B, Ka3axoB, KMPrM30B U APYrx HapozoB
LieHTpasibHOM A3WK M3AEMAX, CLUMTBIX M3 Pa3HOLIBETHBIX JIOCKYT-
KOB MaTepun — T.H. Kypama unu KypoK. 3T1 U3aenusa — obblK-
HOBEHHO pa3/iMyHble NMpeAmMeTbl JOMaLLHero obuxoaa: AeTcKkue
py6alleykm, XxanaTmku, cBaiebHble 3aHaBECKM, HABOJIOYKM, Ofe-
ANa M NPOY. — MUMEIOT XapaKTep 06eperos M 0671a4at0T, Kak Cuu-
TaeTCs, MarMyeCcKMMM CBOMCTBaMU. MECTHbIE XMUTENM NosiaratoT,
4TO KaXkAblM LBET TKaHW MMEET CBOE Ha3HayeHue. Hampumep,
Hanbonee AeMCTBEHHOM M CUMIbHOM Mepoi NPOTUB Criasa ABNA-
€TCA coyeTaHMe YepHOro 1 6enoro LBeToB. YepHo-6enble y3opsbl
MMEIT COBCTBEHHOE Ha3BaHWe — 6a100ypKYHaK (GYKB. OTBpaLLa-
loLMe 3710) MM Kypama-Uu yawmu (Kypama ot crnasza). Oco6o
LleHWIMCb MHOTOLBETHbIE KYPamMa, 60 HOLLEHWE MX MOYUTANIOCh
60royroAHbiM Aenom. MM npunucbiBanach CNocobHOCTL Npeso-
XPaHATb OT Pa3/IMYHbIX HANACTEN U 6ONE3HEN™.

ried couple colours perform their magic functions. For
example, right before the wedding a ritual of hair washing
(sarshuen) was arranged in the bride’s house. A bowl of milk
(white colour) was placed in front of the bride then her
plait was unbraided, her hair damped with milk and braided
into two plaits with flocks of white cotton. Only after that
her head was covered with white headscarf. All this actions
were designed to secure a happy fate for the bride. Along
with white, wedding clothes also included red articles as the
red was supposed to protect against evil spirits and jinxes.
Colour scheme of mourning clothes is highly important as
well. O. V. Sukhareva describes Samargand burial ceremony:
“Relatives of the deceased stand out from other women with
more colourful munisaks, shirts and scarves of most bright
colours”3. On the third day after the burial all family mem-
bers put on mourning clothes usually of dark blue or some-
times black colour, white scarf being an inseparable attribute
of the costume?®.

In the end of the overview of colour magical features we
cannot but mention well-known to the Tajiks, the Uzbeks,
the Kazakhs, the Kirghiz and other peoples of Central Asia
handiworks sewn form pieces of fabric of different colours —
so called qurama or kurok. They are usually used for various
household articles — child shirts and vests, marriage curtains,
pillowcases, quilts, etc., they are believed to have magic
qualities and are used as periapts. Local people believe that
each colour on the fabric has its purpose. For example, the
most effective anti-jinx is a combination of black and white
colours. Black-and-white patterns have particular name —
balodurkunak (lit. “averting evil”) or qurama-yi chashmi
(qurama against jinx). The most valuable were multicoloured
quramas as wearing them was believed to please God. They
protected against bad lack and illnesses®.
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0. B. MopwyHoBa, «Maes o 24, U. 3apy6uH, «Poxae- *lbid., c. 7. % TaK, enTbii UBeT npe-
ABYX Hauanax B Ky/IbTe N0J0- HME LYrHAHCKOro pe6eHKa 3 [opluiyHoBa,  AOXPAHAET OT XEenTyXu,
poaus y Hapoaos CpeaHeit M ero nepable Wwarn», op. Cit., c. 223. CHMHMI OT KOK/iowa. CM.:
A3um», CpedHeasuamckuli B. B. bapmonbdy 2bid Tadxuku KapameauHa
3mHoepaguyeckuli c6opHuk IV (TawkeHT, 1927), c. 362. Ibid. c. 224 u Aapsasa Il (AywaHb6e,
(MockBa, 2001), c. 222. T ©1976), cc. 212-213.

3 0. A. CyxapeBa, Mcmopus cpedHe-
r. M. CHecapes, Peukmbl M. C. Arppees, asuamckozo Kocmioma. CamapkaHd
QoMyCyIbMaHCKUX 8eposarull - CPedHeasuamcKas 8epCUA  (gmopas nonosura XIX—Hauano XX &.)
U 06pAdos y y36exos Xopesma 30/ywKu (CAHOPUILOHbI)  (Mockea, 1982), c. 37.
(Mocksa, 1969), c. 88. (TawkeHT, 1927), c. 8.

3 0. A. Sukhareva, ¥ |bid. 3¢ For example yellow colour
The History of Central protects against hepatitis,
Asian Garments Samarqg- blue — against whooping cou-
and (second half of the gh. See: The Qarathegin and
19th—beginning of the Darvaz Tajiks Il (Dushanbe,
20th century) (Moscow, 1976), pp. 212—213.

1982), p. 37.
OnekTpoHHas Gubnuoteka Mysesi aHTpononorum n atHorpacdum um. Metpa Benukoro (KyHcTkamepa) PAH
3 |bid. http://www.kunstkamera.ru/lib/rubrikator/06/oriental_dreams/
© MA3 PAH
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A View from the Outside: Urda, Jalap,
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B3rnsaa co CTOpoOHbI: ypAQ,
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B3rnsg co ctopoHbl u3bupatesneH. OH dUKCUpyeT Heo-
6bl4HOE, MMKaHTHOE, TO, 0O YeM MHTEpecHo byaeT paccka-
3aTb MO BO3BPALLEHUM JOMOM. KakMMM yBUAENWN KEHLIMH
CpeaHelt Asun nepsble doTorpadbl, paboTaBluMe 34ecb
Ha py6exe XIX-XX BB.? YTO npoLwio MMMO MX 06bEKTMBA?
HackosibKo «KpMBbIM» OKasbiBaeTcA (hoTo-3epKasio, B KOTOpoe
Mbl BrasgabiBaemcsa cnycta 100 net?

B konnekuymax MAD PAH nmeeTca 3HaYMTENIbHOE YMCIO M30-
6paxkeHni, ncTopuyeckux dotorpadmii 1 ITHorpaduyecKmnx
PMCYHKOB, CBfI3aHHbIX C XXEHCKMMM 06pa3amm Npexze Bcero
ocegoro Hacenenus CpeaHent Asmn. TeMaTMYECKM MX MOXKHO
pasbMTb Ha HECKObKO rpynn. JOMUHUPYIOWMMK CPean HUX
ABNAIOTCA OAMHOYHbIE W TPYMMOBble MOPTPETbl XEHLUMH,
Ha KOTOPbIX OHM NOKa3aHbl, B OCHOBHOM, B MOMEHTbI OT/bIXa,
NO3MPYIOLLMMM BO BPEMS YAEMUTHSA Ha KEHCKOM MOJIOBUHE
A0Ma, TaHUYOLWMMU U T.M., XKEHWMH C AETbMM, CHUMKM
AesoyeK. OTaesibHble M306parKeHMs MOKa3biBalOT KEHLMH
13 rapema (ypda) u obuTaTesibHUL, MECTHbIX MYy6JMYHbIX
AOMOB (02kasisn). Ocoboe MecTo 3aHMMalT doTtorpadpmm
ManbynKoB-6a4a, NnepeoeTbiX B }EHCKUE HapAabl.

YBUAETb MECTHYIO KEHLUMHY C OTKPbITbIM JIMLOM MOCTO-
POHHEMY MyKUMHE 6blsI0 HEBO3MOXHO. [0 NpU3HaHMIO
OJJHOTO M3 MPUE3NKMX PYCCKMX AaBTOPOB, MyTeLIEeCTBOBABLUMX
no byxape, 4T06bl pacCMOTPETb JOMALUHUI HAapAZ CapTAHOK,
€My NpUXOAM/IOCh OCTOPOXKHO 3arifAbiBaTh «BO BHYTPEHHUE
NOABOPOTHU YEPE3 LLe/IN BOPOT U/IM HM3KOE MECTO CTEH»'.

B. B. KpecToBcKkuM, YyTb paHee TaK:e nobbiBaBLumMi B Byxape,
NnoJ4YepKMUBaET pasHULY MeXAY NOBEAEHUEM KEHLLUMH B CTO-
JiMue 3mMupaTa M B, Tak HasblBaeMoM, Pycckom TypkecTaHe.
B KayecTBe npuMmepa KpamHe CBOGOAHOIO MOBEeAEHUA Tall-
KEHTCKMX CapTAHOK, OH NPUBOAMA CNEAYIOWMM 3Nu304: «OHM
HaHW3bIBAKOT BCE NJIOCKME KPOB/IM CBOMX JOMOB M TONMATCA
B ABEPAX U Aaxe Ha y/muax, a KoTopas XOpoLleHbKas, Tak
BO3bMET elle Ja 6yATo 6bl HEYasHHO 3a6bIBLUMCH, U OTBEeAET
C /IMLA CBOM YMMET M pas3gBMHET NOJIbl NapaHaKM — “Ha MO,
KAdbIpb, noobymcal”» 2,

Hanbonee paHHUMWU KONNEKUMOHHBIMM M306parKEHMAMM
My3es, Ha KOTOPbIX MOXHO 6blJ10 YBMAETb NPeACTaBUTE/IbHULY
0CeJ10ro HaceeHus, cTasun potorpacum C pUCYHKOB XyJ0XK-
HuKa B. B. BepelyarmHa®. OHM BoWAM B anbbom «TypKecTaH.
STioAbl € HaTypbl B. B. BepelyarmHa, M3gaHHble o nopyyeHuto
TypKecTaHCKoro reHepas-ry6epHaTopa Ha BbiCovaiilue Aapo-
BaHHble cpeacTBa. 26 amctoB ¢ 106 pucyHKamu. CaHkT-le-
Tepbypr. 1874». PucyHku B. B. BepelarvH BbINOAHMA
B 1867 r., Korfa Haxoauca B TypkecTaHe. 3To YepHo-6e/ble
NOACHbIE M306paXKeHNA MONOABIX HKEHLWMH. Ha HMX noKasaHbl
JIULLb rO/IOBHbIE YBOPbI, YacTb NPUYECOK M U3 YKPALLEHMH —
oxepesnbe. XyJOXHMK B NepBylo ovepe/b CTPEMUIICA nepe-
JaTb aHTPOMOJIOrMYECKUA TUN MPeACTaBUTE/IbHUL, MECT-

' B. O6pyyes, «[o byxape», 2B. B. KpecToBckmit,
Cesep XVII—XXIV (CaHKT-le- B 2ocmax y smupa byxapckozo
Tep6ypr, 1890), c. 470. (CankT-MNeTtepbypr, 1887),

c. 117.

© B. Npuwenosa, 2006

mxansr, 6aya

(no gotokonnekumam MAS PAH 1870—1920 rr.)

Horo Hacenenus. BecHor 1869 roaa B MeTep6ypre cocto-
Aanacb TypKecTaHCcKasa BbicTaBKa B. B. BepelwarmHa, Torga
elle MasloM3BECTHOrO0 XyAOXHWKa. Ha Hel 6blim npea-
CTaBJIeHbl 3TIOAbl U HECKOJIbKO €ro KapTWH TypKeCTaHCKOro
umkna. Mo BceM BUAMMOCTU, 3TU PUCYHKM TaKKe SKCMOHMU-
pOBaNMCb U 3HAKOMMJIU 3pUTENIEN C HACEIEHNEM M MECTHBIM
6bITOM NpUCOeaUHEHHBIX K Poccuu HoBbIx 3emernb.llepBbie
doTorpacdmm Myses c M306paKEHUAMM KEHLLMH OCEANIONO
HaceneHua CpegHelrt A3uMu BOWIM B 3HAMEHUTLIM «TypKe-
CTaHCKMM anbboM», 6ObLLIE M3BECTHBIM KaK anbbom Kayd-
MaHa, KoTopbIM nocTynua B MAD B 1874 r.“. Llenbto u3gaHusa
«TypKeCcTaHCKOro asibboma» 6bl/10 BCECTOPOHHE 03HAKOMMTb
Hay4HY0 O6LLECTBEHHOCTb C XM3HbIO HaceneHua Kpas. MMo3-
TOMy Uenas cepus cdotorpaduit 6bl1a NOCBALLEHA NOKA3sy
TUNAXEN MYMKYMH M KEHLWMH. ITO NOSACHble MOPTPEThI,
MO KOTOPbIM MOXHO 6blJI0 COCTaBUTb JIULLb YaCTUYHOE Npea-
CTaB/IEHME O MECTHbIX KOCTIOMax. B oTaenbHbIX ciyvasax
Z€MOHCTPUPOBA/IUCH FOJI0BHbIE YEOPbI, LEMHbIE YKpaLIEeHWs
u cepbrn (usin. 1-2).

M3 EeHCKMX rosI0BHbIX YOOPOB Ha 3TUX CHMMKaX MOKa3aHbl:
NN1aTOK, NOBS3aHHbIM KOHLAMM Ha3aa®, HanobHas nosssKa,
YKpalleHHas MeTasl/IM4eCKMMKU NoJBECKaMM, KOTOpYIo Haje-
Ba/IM nosepx nnatka. P. . Paccyaosa BbicKazana MHeHUe,
4YTO Ha ogHoM M3 doTorpacmi «TypKeCTaHCKOro asib6omMa»
3aMKCUPOBaH pesKMi 06paseL; HapAAHOro BbIXOAHOrO MUp

Mnn. / Fig. 1

3MAD PAH, Ne U1-674-127, 129. “lbid., Ne U1-674; 1-1718.
° Ibid., Ne 1-1718-107.

Bacha

(by photograph collections of the MAE RAS 1870—1920)

Aview from the outside is selective. It registers the unusual,
peculiar, that which will be interesting to talk about upon
returning home. In which way were the women of Central
Asia seen by the first photographers who worked here in the
end of the 19th—the beginning of the 20th century? What
passed in from of their lens? How “distorted” does the photo
mirror become which we look into it after 100 years?

The collections of the Museum of Anthropology and Ethnog-
raphy of the Russian Academy of Sciences have a consider-
able number of images, historic photos, and ethnographic
pictures related to female figures of the, above all, settled
people of Central Asia. Thematically they can be broken
down into several groups. Prevailing among them are single
and group portraits of women, in which they are shown
mostly in moments of rest, posing during tea-drinking in
the female part of the house, dancing etc., women with
children, snapshots of little girls. Separate images show
women from harems (urda) and inhabitants of local brothels
(jalap). Special place is taken by photographs of bacha —
boys dressed in women'’s clothes.

It was impossible for a strange man to see a woman with an
open face. As one of the Russian authors touring Bukhara
acknowledged, in order to view the home apparel of local

Mnn. / Fig. 2

V. Obrucheyv, “Along Bukhara”, Sever XVII-XXIV (St. Petersburg,
1890), p. 470.

2V. V. Krestovsky, Being Guests of the Bukharan Emir (St. Petersburg,
1887), p. 117.

3MAE RAS, Nos. 1-674-127, 129.
“lbid., Nos. I-674; 1-1718.

women, he had to carefully look into “internal gateways
through crevices of the gates or the wall bottoms”".

V. V. Krestovsky, who had also been to Bukhara a bit earlier,
underlines the difference between the conduct of women
in the capital of the emirate and in the so-called Russian
Turkestan. As an example of an extremely free conduct of
Tashkent women he gave the following occurrence: “They
string all flat roofs of their houses and crowd doorways and
even streets, and a prettier one would go and remove, as if
in a trance, the chimet from her face and draw the tails of
her paranja — ‘hey, kafir, feast your eyes!’”2.

The photographs of the drawings by painter V. V. Vereshchagin®
were the earliest images of the Museum’s collections in
which the female representative of the settled people
could be seen. They were included in the album “Turkestan.
Sketches from Life by V. V. Vereshchagin Issued by Order
and Under Sponsorship of the Turkestan Governor-Gen-
eral. 26 Folios with 106 Drawings. St. Petersburg. 1874”.
V. V. Vereshchagin executed the paintings in 1867 when he
was in Turkestan. These are black and white half-length
images of young women. They show only headdresses, part
of coiffures and necklaces of all adornments. The painter
tried to convey in the first place the anthropological type
of local females. In the spring of 1869 the Turkestan exhibi-
tion of V. V. Vereshchagin, then a little known painter, took
place in St. Petersburg. It included the sketches and several
paintings of the Turkestan cycle. To all appearances, these
pictures were also exhibited and acquainted the viewers
with the population and everyday life of the new lands
adjoined to Russia.

The first photos of the Museum depicting women of the
settled peoples of Central Asia were included in the famous
“Turkestan Album”, more known as Kaufman’s album which
was acquired by the Museum of Anthropology and Ethnog-
raphy in 1874*. The “Turkestan Album” was issued with the
purpose of a comprehensive acquaintance of the academic
community with the life of the people of the region. There-
fore, an entire series of photos was devoted to showing
typical men and women. These are half-length portraits, by
which only a partial idea of local costumes could be formed.
Occasionally headdresses, neck decorations, and earrings
were demonstrated (figs. 1-2).

Of women’s headdresses these photos show: a scarf tied
with the ends backward®, a headband ornamented with
metal pendants, worn above the scarf. R. Ya. Rassudova
suggested that one of the photos of the “Turkestan Album”
shows a rare specimen of an elegant party mirsak, an an-
cient outer garment sewn out of expensive fabric (fig. 3).
It was matched with a dress of corresponding colours and

®Ibid., Nos. 1-1718-107.

© V. Prishchepova, 2006

Byxapa — CaHkT-MeTepbypr / Bukhara — Saint-Petersburg



CaKa, CTapMHHOM BepXHEN 0AeXabl, CLUMTbIM M3 AOPOroM TKaHW
(unn. 3). Mnatbe K HeMy NoA6UpaM COOTBETCTBYIOLIMX LIBETOB
M ToHOB. PykaBa MupcakoB B depraHe fenanun 06bl4HO KOpOT-
KMMM (BblLUE JIOKTA) U LUMPOKMMM, KaK MOKa3aHO Ha CHUMKE,
M JIWWb M3pesKa — AJIMHHbIMMS.

B pa3gene pemecen «TypKecTaHCKOro anbboma» Ha 0fHOM
M3 CHUMKOB XEHLUMHA NAeTET X/I0N4aTOGYMaXKHYI0 TeCbMY —
MosC ANS WTAHOB Ha MPUCMOCO6AEHUM B BUAE A€PEBAHHOM
pambl. ITOT CHUMOK, @ TaK¥e HECKOJIbKO APYrnX AEMOHCTPU-
pOBa/I1 Pa3/IMHHOrO BMUAA OTAE/IKM PYKABOB HEHCKOWM BEPXHEN
oaexapl’.

Ha 0AHOM CHMMKe rpynna MyUYMH M KEHLUMH No3upy-
toT r.E. KpnBuoBy ana «TypKecTaHCKOro anbboma» nepes
HayasloM cyaeMcKoro pas6upatesibcTa. Ha Bcex Tpex npu-
CYTCTBYIOLIMX XEHLMHAX HadeTa oba3aTenibHaa napaHaxas.
Ha apyrom cHMMKe anbboma nokasaHa MaHepa e3/bl eHLMHbI

Mnn. / Fig. 3

BEPXOM: OHa CMAMT Ha JIoWajM 3a CIMHOM MyKa (usi. 4).
Ha oaHon u3 cdotorpacdmi H. Opas, HasBaHHOM «byxapa.
JeTckas apba~», M306pakeHbl AEBOYKM C OTKPbITbIMU IMLIAMM.
Kak BMAHO Ha CHMMKe, C FoJI0BHOro y6opa cnyckaetca 6e/as
Ku1ces, KOTOPOM B CJ/ly4ae HEO6XOAMMOCTM MOXKHO 6bL10 NpU-
KpblBaTb /IML0. JeBMYbI0 NapaH/sKy M3roTaBaMBaIMu M3 Kpac-
HOM M/IM U3 6e/10-KpacHOM MOoJI0CaToOM TKaHW, YepHYHo Byasb
3ameHANM 6enok Knceén (us. 5).

Ha doTtorpacdmsax anb6oma «Tunbl HapogHocTen CpeaHen
A3un», KoTopbIi 6bl1 cocTaBneH B 1876 r. B. Ko3noBcKUM?,
BCE MOSICHbIE }KEHCKME MOPTPETHI BbINOJHEHBI B ABYX Bap-
aHTax: B dac ¥ npodusib, YTO6bI NPOAEMOHCTPUPOBATh
He TOJIbKO aHTPOTMOJ/IOrMYECKUM TUM, HO M NPUYECKU. 34eChb
JKEHLLMHbI NPUCYTCTBYIOT HE TOJIbKO C OTKPbITbIMM JIMLLAMM,
HO M 6e3 ronosHoro y6opa. A. LUuwos nucan, 4to rososa
YKEHLWMHBI JOMKHA 6bl/1a 6blTh BCErAa MOKPbITA NMIATKOM,
3aBf3aHHbIM C3aJM TaKMM 06pa3oM, YTO6bl 06a ero KoHua
6b1IM BUAHDI. YTPOM KEHLUMHA, NPUri1aAnB BOJIOChI PYKOM,
HaKuAblBasia Ha ro/ioBy naatok. OCO6EHHO GOJbLLMM FPEXOM

¢P. fl. PaccygoBa, «K MCTOPUM KEHCKOM 8 «Cyg Kasua. [purotoBieHune K
ozexabl PepraHbl 1 TawkeHTa (XIX—Havano CyZieMCKOMY pasbupartenibCTay>.
XX B.)», Monesble uccnedosaHua MHcmumyma  bid., Ne 1-1718-98.
amHozpaguu 1979 (Mocksa, 1983), c. 168. IMA3 PAH, No 1-2205.

7CM. WIIOCTPaLMM K CTaTbe «XJI0NoK, wenk 1 A, LLnwos, «CapTbl», C60pHUK

PYKM>, TaKKe ony6/IMKOBaHHOM B HAacTOALLEM — mMamepuasios 8/1a cmamucmu-

KaTasore. Ku CbipdapbuHckol obacmu Xl
(TawkeHT, 1904), c. 109.

ANA KeHLWMHbI 6bI10 HAXOAUTBLCA 63 NiaTKa B TOM KOMHaTe,
rae umencs KopaH, a Takke BO Bpems €ro YteHus. MHoruve
YKEHLUMHbBI JaXKe JIOKMAUCh CcnaTb B naatke'’.

B 1894 r. B My3ei noctynuna cdotokonnekums H. Opas.
Ha cHMMKe nog HasBaHueM «Byxapupl» (us1/1. 6) n306paxeHa
MOJI04as KeHLMHa C ABYMA CUAALMMM PAAOM C HEW Maslb-
YnKamu. Ha 6yxapke HageTo naaTbe, KOTOPOE MO ONMCaHUI0
B /IMTEPATYPHbIX MCTOYHMKAX MOXHO MAEHTUPULMPOBATD
KaK JOMaLLHIO 0AeXay 3aXKMTOYHOM KeHLMHbI. OHa cocTos/a
M3 JJIMHHOIO LIEKOBOr0 MM TYHMKOOGPAa3HOro MoJyLies-
KOBOFO MJaTbA-py6axm A0 NAT U TAKUX e 0YEHb LUIMPOKMX
HaBepXy U Y3KMX BHM3Y LWITaHOB. HapsaHble naatba YacTto
UMM M3 TKAHEM CBET/IbIX TOHOB, KaK 3TO MOKA3aHO Ha CHUMKe
Monoz0M 6yxapku. TpaguUMOHHas oAeXk4a MECTHBIX KEHLUMH
6bl21a 04EHb LIMPOKOM, YTO GbIIO CBA3AHO C 06bl4aeM 0ZeBaTh,
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0COBEHHO B MapajHbIX C/ly4asx, no ABa, a Ha HeBeCTy cpasy
Mo HECKOJIbKY nnatbeB'".

PykaBa nnatbeB Aenanu NpsAMbIMU, LUMPOKUMU U ASIMH-
HbIMU. K KOHLaM pyKaBoB MOALIMBA/IMCH BbILUMTHIE HAACTABKM.
JvHa pyKaBoB C HaCTaBKaMK 40OX0AMA NOYTHU A0 3emun'2.
OcobeHHOCTbI0 0chOpMIEHMSA BOpPOTa ByxapCcKoro niatbs-py-
6axu ABAJICA BEPTMKAJIbHbIM pa3pe3 cnepeau, KoTopbin
J0X0AMN NOYTU A0 MOJ0Ja, KaK 3TO BUAHO Mo cdhoTorpacumu.
Ec/M nnatbe WWAKM U3 JOPOrMX TAXKEbIX TKAHEM, TO BOKPYr
BOPOTa HalUMBa/MCh JBE M0J10Chl 6apxaTta C 30/10TOLBEMHbIM
WMTbEM, KOTOPble COEAMHAIMC Ha FPYAM U CNYCKaNUCh BHU3
BA0JIb pa3pe3a nnatba'>. 3aKMTOYHbIE 6yXapKu HOCMJIU LLIUTYHO
30/10TOM BEPXHIO0 0AEXKAY — Kam30/1bl, pacxoislimecs crne-
peau 1 No3Bo/sBLIME BUAETb HAAETOE NOA HUM LUESIKOBOE
30/10TOLIBENHOE NaTbe-py6axy, 06LMTOe Bnepean 6apXxaTHoOM
LUMTOM 30/I0TOM TECbMOW.

Ha doTtorpadum nokasaH rosoBHOM y60p, XapaKTEPHbIN
NS MPaHOA3bIYHOr0 HacesieHUs byxapbl: MArkas Luanoyka
C YeXJIOM A/1A KOoC C3aAu, KoTopas 3aKpblBasia /06, ro/ioBy

"o, A. Nowkesny, OcobeHHocmu 3m-
HuYecKol ucmopuu u 3mHo2pagu4ecKux
4Yepm Ky/ibmypbl HaceseHus byxapckozo
oasuca. Pykonucb aucceptaumm (JleHuH-
rpag, 1976), Apxus MA3 PAH, ¢. k. 1,
on. 1, Ne842, c. 105.

2]bid., c. 108.

1bid., c. 110.
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tones. Sleeves of mirsaks in Ferghana were usually made
short (above the elbow) and wide, as shown in the snap-
shot, and only occasionally they were long®.

In the crafts section of the “Turkestan Album” in one of
the snapshots a woman is weaving a cotton braid, a trouser
belt, on a device in the form of a wooden frame. This and
several other snapshots demonstrated various trimmings on
sleeves of women’s outer garments’.

In one of the snapshots a group of men and women are
posing to G. Ye. Krivtsov for the “Turkestan Album” before the
beginning of court proceedings. All three attendant women
are wearing a necessary paranja®. Another snapshot in the
album shows a manner of a woman'’s riding: she is sitting
on horseback behind her husband’s back (fig. 4). One of the
photographs by N. Hordet titled “Bukhara. Children’s Cart”
depicts girls with open faces. As can be seen in the snap-
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shot, white muslin is descending from the headdress, behind
which it was possible to hide the face, when necessary. A
girl’s paranja was made out of red or white-and-red striped
fabric, black veil was changed for white muslin (fig. 5).

In the photographs of the album “The Types of Peoples of
Central Asia” compiled in 1876 by V. Kozlovsky® all half-length
women’s portraits are executed in two versions, en face and
half face, in order to demonstrate not only the anthropologic
type but also the coiffures. Here the women are present not
only with open faces but also without a headdress. A. Shishov
wrote that a woman’s head should always be covered with
a scarf tied at the back in such a way that its ends might be
visible. In the morning a woman would slip a scarf on her
head pressing her hair lightly with her hand. An especially
great sin for a woman was to be present uncovered in a room
containing the Qur’an, and also while it was being read. Many
women even went to bed with a scarf on™.

In 1894 the Museum received N. Hordet’s photograph col-
lection. In the snapshot titled “The Bukharan People” (fig. 6)

6R. Ya. Rassudova, “To the history of women’s clothes of Ferghana °MAE RAS, No. I-2205.
and Tashkent (19th—early 20th century)”, Polevye issledovaniya 10A. Shishov, “The Sarts”, A Collection of

Instituta etnografii 1979 (Moscow, 1983), p. 168.

8 “Trial by Qazi. Preparations for Legal Proceedings”. Ibid.,
No. 1-1718-98.

Materials for Statistics of Syr Daryan Region X|
7See illustrations to the article “Cotton, Silk and Hands” (below). (Tashkent, 1904), p. 109.

a young woman is depicted with two little boys sitting nearby.
The Bukharan woman has a dress on which can be identified
by literary sources as a prosperous woman’s casual clothes. It
consisted of a long silken or tunic-like semi-silken full-length
chemise and similar breeches very wide at the top and taper-
ing downwards. Elegant dresses were often sewn out of fabric
of light colours as is shown in the snapshot of the young
Bukharan woman. Traditional costume of local women was
very wide, which was related to a custom to put on, espe-
cially on ceremonial occasions, two dresses at once, and for
a bride even three ones'".

Sleeves of dresses were made straight, wide, and long.
Embroidered pieces were sewn up to the sleeve ends. The
length of the sleeves with sewn-on pieces almost reached
the ground'. A particular feature in the arrangement of the
collar of the Bukharan chemise was a vertical slit in front
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which went almost as far as the hem, as is seen in the photo.
If a dress was sewn out of expensive heavy fabrics, two strips
of velvet with gold embroidery were sewn around the collar,
which were joined on the chest and descended along the slit
in the dress'. Prosperous Bukahan women wore outer gar-
ments embroidered with gold — jackets separating in front
and allowing the silken gold-embroidered chemise worn under
it to be seen, which was trimmed in front with a velvet lace
embroidered in gold.

The photograph shows a headdress characteristic of
Persian-speaking people of Bukhara: a soft hat with a casing
for plaits at the back, which covered the forehead, head,
and hair'*. Headdresses of Bukharan women differed accord-
ing to age and family status. After the birth of a child the
woman passed to the other social group. She began to wear
a new silken dress and changed the singled-collared skullcap
of young women to a complex adornment consisting of a hat
with a plait cover, scarf, and headband.

This band with gold embroidery in front could be silken
or velvety. It was attached to the hat with decorative pins®.
A head ornament could also appear as a golden diadem. It
was a straight band with pendants of gems, plates, and chains
descending on the forehead to the eyes. The diadem was
made fast above the silken scarf folded diagonally, inside of
which paper'” was sometimes inserted. Onto the headdress, as
is shown in the snapshot “The Bukharan People”, a large scarf
is thrown the ends of which are thrown behind the back. Of

2]bid., p. 108. 2 1Ibid., p. 110.
*“lbid., p. 123. *Ibid., p. 115.

6ldem, “Traditional women’s adornments
of the people of Bukhara region”, SMAE

"F. D. Lyushkevich, Characteristics of ethnical (Leningrad, 1989), xliii, pp. 75—76.
history and culture of the Bukhara oasis popula- 1, Ibid., p. 74.

tion. PhD Manuscript (Leningrad, 1976), Archives

of MAE RAS, 1/1, Ne842, p. 105.
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1 BosI0CbI'*. T0N0BHOM Y60p GYXapoK OT/IM4YasICA B 3aBUCMMO-
CTM OT BO3pacTa M CEMEMHOro MnoJoxeHus. MNocne poxaeHus
pebeHKa KeHLMHa Nepexoamnna B ApYryto COLMasbHYO Fpynmy.
OHa HauyMHaia HOCUTb HOBOE LUEJIKOBOE MaThe M MEHs/Ia
OZHOTOHHYIO TIO6ETENKY MOIOABIX JKEHLLUMH HA CIOKHbIN Y60p,
COCTOSBLUMM M3 LIAMOYKM C HAKOCHWMKOM, NJiaTka M Haslo6HOM
MoBA3KK'™>.

3Ta NnoBs3Ka C 30/10TOLIBEMHOM BbILUMBKOM CNEpPean Moria
6bITb LLE/IKOBOM MM BapxaTHoM. K Lwanouke oHa Kpenuiachb
JeKopaT1BHbIMK BynaBKamm'®. [0I0BHOE yKpalleHWe TaKxKe
MOF/I0 UMETb BUA 30/10TOM AMaZeMbl. ITO Gblia NpsMas JieHTa
C MoABECKaMM M3 KaMHEM, NIACTHH U LienoYek, KoTopble Cry-
CKa/IMCb Ha /106 A0 rnas. 3akpennsnm avasemy noBepx Lues-
KOBOFO MJjiaTKa, C/I0XEHHOr0 MO AMaroHaaM, BHYTPb KOTOPOro
MHOrZa BKagbiBanacb 6ymara'’. CBepxy Ha rosioBHOM y6op,
KaK MoKa3aHo Ha CHUMKe «BbyxapLpl», HabpoLleH 60/bLIoM
N1aTOK, KOHLIbl KOTOPOro 3aKMHYTbI 3a CIMHY. U3 yKpalLeHui
Ha MOJIOZIOM KEHLUMHE 0ETO MHOXKECTBO OXEpesIni, KoTopble
4acTo U3roTaB/IMBa/IM U3 30/10TbIX NOABECOK C KOPasllaM.

Ha cHumKke H. Opas mMonogas KeHumHa npaBoi pyKom
ONMPAETCs Ha BbILUMTYIO MOAYLUKY M AEPKUT YUIUM (NPUCHO-
cobneHne Ana KypeHus). Ynnmm obbluHO fenasnn M3 0coboro
BMAA TbIKBbI-FTOPASAHKMU, YUu/IUM-Kady. Mo dopme oH Harmo-
MMWHan rpylieBmaHbii daakoH. Ero BcTaBasau, Kak noka-
3aHO Ha CHMMKe, B MeZHyl0 onpaBy. MHorAa Kopnyc Yusiuma
M3SALWHO YKpallaau 61plo30M, CepAo/IMKOM, cepebpsiHoM
MHKpYyCTauuen M Np. B HEKOTOPbIX cayyasx YUaUMbl Aenanm
M3 MeaM, COXpaHss rpylesuaHyo dopmy, U yKpallaam
cepebpom, YeKaHHbIMK y30pamu. B ciiyyae Heo6xoaMMOCTH
4U/IUMBI HOCUAIU C COBOM.

Ha cHumke H. Opas «CapTaHku» (una. 7) doTtorpad
XOTeN MoKasaTb A0CYI MECTHbIX eHLWMH. B nepsom cny-
yae rpynna JeBYyLIEK B pa3HOLBETHbIX LUE/IKOBbIX py6alliKax
C ANMHHBIMW PyKaBaMM M LIApoBapax, C TOHKMMM KOCaMM,
C 60JIbLUIMM KOJIMYECTBOM HArpyZHbIX M LIEMHbIX YKpalle-
HUMA CUAMT nepej JocTapXxaHOM. Bo BTOPOM — KEHLUMHbI
HaxoAATCs BO ABOPe AOMa Ha cheuuabHOM BO3BbILIEHUM.
OT /lyuei CoMHLA MX 3aLMILAIT LUMPMA U OBLUMPHDIMA HaTSAHY-
Thil HaBeC. Pa3ocT/iaHHbIE CKaTePTM 3aBaJieHbl FpyAamMu Jiene-
LIEeK, ClacTer U PPYKTOB. 34€Ch Ke HAXOAATCA My3blKa/lbHble
MHCTPYMEHTbI. KeHLMHbI 06enx rpynn IM60 C HEMOKPbITOM
roJ0BoM, /60 B Tio6eTeMKax. B nntepatype cyulectsyet
HEe3HaYMTE/IbHOE KOJIMYECTBO OTPbIBOYHbIX OMMUCAHUIA KEH-
CKMX cobpaHuii B paccMaTpurBaeMbii nepuod. Ectb otaenb-
Hble CBEAEHWA O CBOEOOPA3HbIX EHCKMX «MUPYLUKaX», «rae
[0Mn03Ha He YMOJIKanu 3BYKM 6y6Ha M HE 3aTMXasu LUYMHbIE
TaHLbl M NeCHW». B depraHcKoM Jo/MHe Ha HUX cobupanmch
JKEHbl, YbM MYKbSl B TOT XK€ A€Hb MOCELLANM OANH U TOT Ke
«MYCKOM JOM»8,

B CamapkaHae 1 byxape Takxe cyLlecTBOBas/I1 XeHCKMe
Tpanesbl. OHW 06BbEeANHANM NATHaAUAaTh — ABajuaTb 61M3-
KMX COCeAOK. M3BECTHbI ONMcaHUA AEBUYHUKOB, KOTOpblE
CcobMpasv MOJIOAYXM HAaKaHYHe 3aMyKecTBa, JIM60 CobpaHmMM
MOJIOZbIX EH, BbIUEALMX 3aMyK B TEHYEHWE MpoLIeLIero
roga. CoBMeCTHble 06e/bl yCTpaunBasiM Takke cBoeobpasHble
apTeNIN KEHLWMH AN1A NPUrOTOB/IEHMA 06PAA0BOM MUK,
B03MOKHO, KaKoe-To M3 MOJOGHbIX KEHCKMX KOIEKTUBHbBIX
YroweHni xoTen nsobpasutb H. Opaa.

B. . MaccanbCKui 0TMEYaAs, YTO MYXKUMHBI U SKEHLUMHBI
YacTo NMOpPO3Hb MOCELLAIN 3HAKOMbIX, NMPEUMYLLECTBEHHO
B Npa3AHMKM. HepeaKo OHM CXOAMINUCH Ha BeYepUHKax

“1bid., c. 123. *1bid., c. 115.

161dem, «TpaAMUMOHHbIE }XEHCKME YKpalleHUA HaceneHna byxapckoi
obnactu», CMAJ (/lenmHrpag, 1989), xliii, cc. 75—76. lbid., c. 74.

8P, P. PaxumoB, «Myxxckue doma» 8 mpaduyuoHHoU Kybmype
madxukos (JleHuHrpaa, 1990), c. 53.

“lbid., c. 54.

2B, Y. Macanbckum, Poccus.
TypkecmaHckuti kpat XIX
(CaHkT-MNeTepbypr, 1913),
cc. 401—402.

2'M. C. AHgpees, O. /l. YexoBuy, CKBa, 2000), c. 12.
Apk byxapebi (AywaH6e, 1972).

Z|bid., c. 125.

M nocuienkax, 0Co6eHHO B 3MMHee BpeMA. YKeHLMHbI
M AEBYLIKM, KaK M MYXYMHbI Ha CBOMX OKypa, GblBaio Npo-
CUXKMBANN BCHO HOYBZ.

Ypoa

MonyunTb NpeacTaB/iieHWe O BHELUHEM O6JIMKE OAHOM
U3 0bUTaTENIbHML, KOKaHACKOro rapemMa (ypoa) — eHe xaHa
XyZosipa MOXXHO MO peAKOMY CHUMKY M3 KossieKumi MAD
H. Opas — «KokaHacKkas xaHwa» (us1. 8). NMoapo6HoCcTH McTo-
PUM YaCTHOM 3KM3HM BOPA CPEAHEA3MATCKMX XaHOB, MX CEMbM,
EH, a TaKXe TeX, M3 KOro COCTOAJIO0 MX OKPYKEHWUE, BNJIOTb
20 1920-x rr. gepxKanucb B TamMHe. B 1940-x rr. M. C. AHgpeeB
cyMen cobpaTb CBeAeHMA U3 beces C 0MeBUALAMU O HEKO-
TOPbIX CTOPOHaX XW3HW BGyxapckoro Apka?'. K coxaneHuio,
OTCYTCTBYIOT Apyrve noAo6Hble 0606LLatoLLMe paboTbl O KM3HU
XMBMHCKOIO M KOKaHZACKOro ABopoB. OTAe/lbHble CBeAeHUA
Ha 3Ty Temy pacchbinaHbl MO MHOFOYMUCIEHHBIM MYGIMKaLUAM
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PYCCKOA3bIYHbIX aBTOPOB KoHUa XIX — Havyana XX BB. Kak otme-
Yann 04eBMALbI, LLEPEMOHUM GPAKOCOHETaHMIM KOKAHACKOro
XaHa 06bI4YHO MPOMCXOAMNIN CKPOMHO, 6€3 0CODObIX TOPXKECTB.
My3sadap-xaH, 3MUp BYXapCKWM, MMEN YeTbIpex 3aKOHHbIX
YEH U elle 0K0JI0 COPOKa pabblHb-Has0XHML,. OH nosib3oBasca
Cpeau CBOMX MoAAaHHbIX penyTaumen 3aH603 — 6abHUKa?.

Mo cBeAeHMAM COBPEMEHHMKOB, rapem Xyaoap-xaHa
coctoan m3 3—4 xeH n ot 30—50 (No oAHMM UCTOYHMKAM)
80 70 (no ApyrMM UCTOYHWKAM) HEBOJIbHUL-Yypu. O6bIYHO
HeBOJIbHMLLAMM BblIN NEPCUAHKM-LUMUTKM, KOTOPbIX NpHobpe-
Tasu B XuBe nam byxape, 1 wyrHaHku?. Kaxaasa xaHwa (aum)
umena CBoM «wTaT» Yyypu. A.Jl. KpyTbe, KoTopas poaunachb,
BbIpOC/Ia B rapeMe 1 cobmpana MaTepuabl O rapemax, Hasbl-
Ba/1a }XM3Hb XEHLUMH B €ro CTeHax «npebbiBaHUEM B COCTO-
AHUM KOKOHa»24.

BO/bLUIMHCTBO NpaBMTE/IEN BXOAMIM K CBOMM HaIOXKHULIAM
no ouepeau, usberas CTONKHOBEHMIM Mexay HUMK. B Byxape
BEJ/IM TaK Ha3blBaembli JOMaHpac, CNMCOK AeByLLEK, C KOTO-
pbIMM 3MMP BCTyMana B 61130CTb?. JNs BCEX SMMPOB CyLle-
CTBOBAJIO OZJHO CTapoe MyApoe MNpaBu/0 U OHU HE MOTJ/IM ero
HapyLaTb: 3MUP HMKOrja He MOr M He OCTaBaJiCA Ha BClo
Houb B rapeme?. Korga BHMMaH1e MOHapxa K CBOMM JKeH-
LWMHaM 6blsI0 HEOAMHAKOBbLIM, 3TO BbI3blBao BYPIO0 CTPACTEM
W HEHABWUCTM, MJIENIUCb 3ar0BOPbI, BEIMCb GECLIYMHbIE BOMHbI.
Mo ycTHoMy coobuieHuto ®. Jl. JIiolKeBMY, el BO BpEMS 3KC-
neAMUMOHHbIX Noe3aok no CpeaHen A3uu yAanochb NO3HAKO-
MMUTbCS C MOXMOM KEHLMHOM, BbiBLUEN OBUTATENIbHULEN
rapema nocsiejHero ammpa 6yxapckoro. B TeyeHue Bcex net
NPOXMBaHMA B rapemMe amMMpa OH HKU pa3y He nocetun ee. Ecan
TaKWX JeBYLUEK CTaHOBMJIOCb MHOFO, TO MHOTAA 3MMP BblAa-
BaN MX 3amyx?’. B Byxape HepeaKu 6bliM Cnyyvau KEHUTb6DI

M. Ann6eKoB, «/lOMALLHAS KM3Hb NOC/IEAHETO
KOKaH/CKOro xaHa Xyzoap-xaHa», Exxe200HuK ®epaaH-
ckoli o6acmu |1 (1903), c. 92.

24 A. /. KpyTbe, FapeMm. Llapcmso nod 4yadpoli (Mo-

25 AHapeeB, YexoBuu, op. cit., c. 125.

adornments, the young woman wears a great many necklaces
which were often made out of golden pendants with corals.

In the snapshot of N. Hordet a young woman is leaning
with her right hand on an embroidered pillow and holding
a chilim (a device for smoking). A chilim was usually made
out of a special kind of gourd, chilim-kadu. In the form it
resembled a pear-like flask. It was inserted, as is seen in
the snapshot, into a copper mount. Sometimes the case
of a chilim was exquisitely decorated with turquoise, car-
nelian, silver inlay and the like. Occasionally chilims were
made of copper, preserving the pear-like shape, and dec-
orated with silver, engraved patterns. In case of necessity
chilims were carried around.

In the snapshot by N. Hordet “The Sart Women” (fig. 7)
the photographer wanted to show the pastime of local
women. In the first case a group of girls with varicoloured
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long-sleeved silken chemises and wide trousers on, with thin
plaits, a great many chest and neck decorations are sitting
in front of a low table. In the second case women are in a
yard on a special elevation. A screen and a wide stretched
tent are protecting them from sun beams. Spread cloths are
covered with cakes, sweets, and fruit. Musical instruments
are also here. Women in both groups are either uncovered
or with skullcaps on. The literary sources have an insignifi-
cant number of fragmentary descriptions of women’s assem-
blages in the reviewed period. There are separate data on
peculiar women’s “little feasts” “where tambourine sounds
were incessant and noisy dances and songs were not dying
away until late”. In the Ferghana Valley they drew wives
whose husbands on that particular day were visiting the
same “men’s house”8.

In Samargand and Bukhara there also existed women’s
meals. They joined fifteen—twenty neighbouring women.
There are descriptions of hen parties assembled by girls
about to be married before their weddings, or of assembles
of young wives married during the previous year. Joint din-

ners were also arranged by peculiar women’s artels for pre-
paring ritual meals™. It is probable that N. Hordet wanted to
depict some of such women’s joint treats.

V. I. Massalsky noted that men and women often visited
acquaintances separately, preferably on holidays. Quite
often they came together at parties, especially in winter.
Women and girls, as men at their jura, would stay through-
out the night?.

Urda

To get an idea of the appearance of one of the inhabitants
of a Khogand harem (urda), khan Khudoyar’s wife, one can
by a rare snapshot from the collection by N. Hordet of the
Museum of Anthropology and Ethnography, titled “Wife of
the Khogand Khan” (fig. 8). The details of the history of pri-
vate life of Central Asian khans’ courts, their families, wives,
and also those who surrounded them, were kept secret until
the 1920s. In the 1940s M. S. Andreyev was able to gather
evidence from conversations with witnesses on some aspects
of life of the Bukharan Citadel*'. Unfortunately, there are
no other detailed generalizing works on the life of Khiwan
and Khogand courts. Separate evidence in this theme is scat-
tered in numerous publications of Russian-speaking authors
of the late 19th—early 20th centuries. As witnesses noted,
wedding ceremonies of a Khogand khan were usually mod-
est, without special festivities. Muzaffar-khan, the Bukha-
ran emir, had four official wives and about forty concubine
slaves. Among his subjects he enjoyed the reputation of a
zanboz, a womanizer?.

As contemporaries report, the harem of Khudoyar-khan
consisted of 3—4 wives and 30—50 (according to some sourc-
es) to 70 (according to other sources) female slaves-churi.
Usually slaves were Persian Shiite women who were acquired
in Khiwa or Bukhara, and Shugnans?. Each khan’s wife (aim)
had her own staff of churi. A. L. Croutier who was born, grew
up in a harem and collected materials on harems called the
life of women in its walls a “being in the state of cocoon”?.

Most rulers came to their concubines by rotation, avoiding
encounters between them. In Bukhara there was a so-called
domanras, a list of girls with whom the emir had sex®. There
was an old wise rule for all emirs that they could not break:
an emir could not and did not stay in a harem all night long?.
When a monarch’s attention was not equal to all his women,
it caused a tempest of passion and hatred, plots were being
designed, noiseless wars levied. By a verbal statement of
F. D. Lyushkevich, during her expeditions in Central Asia she
succeeded in getting acquainted with an elderly woman, a
former inhabitant of the harem of the last Bukharan emir.
During all the years of her stay in the emir’s harem he never
visited her. If there became too many of such girls, the emir
gave them off in marriage?. It was not infrequent in Bukhara
for the former wives of an emir to be married to supreme
public officials. Unlike them, in the harem of the Khogand
khanate the divorced wives of Khudoyar-khan did not re-
marry, nobody was entitled to marry them; they were kept
at public expense.

In choosing a wife one was in most cases guided by
political reasons. Names of two wives of Khudoyar-khan
are known. Among his wives Sha-aim was noted, a daughter
of Ismail-khan of Darwaz, but she died in labour. The khan
had a son by her. Her place in the khan’s heart was taken
by Agacha-aim, a daughter of a Kashghar broker. She and

8R. R. Rahimov, “Men’s Houses” in Traditional Culture of the Tajiks (Leningrad, 1990), p. 53. ZM. Alibekov, “Home Life of the Last %1bid., p. 111.

*Ibid., p. 54.

20V. I. Massalsky, Russia. Turkestan Region XIX (St. Petersburg, 1913), pp. 401—402.

2'M. S. Andreyev, O. D. Chekhovich, The Citadel of Bukhara (Dushanbe, 1972).
2 |pid., p. 125.

% |bid.. c. 111 OnekTpoHHas Gubnuoteka Mysesi aHTpononorum n atHorpacdum um. Metpa Benukoro (KyHcTkamepa) PAH
op Co o

http://www.kunstkamera.ru/lib/rubrikator/06/oriental_dreams/

Khugand khan Khudoyar-khan”, Ezhego- 7 |bid., p. 125.
dnik Ferganskoy oblasti Il (1903), p. 92. ’

24 A. L. Croutier, Harem: The World Beh-
ind the Veil (Moscow, 2000, transl. into
Russian), p. 12.

5 Andreyev, Chekhovich, op. cit., p. 125.

()]
o
>
o
[%)
e
Q
)
()
(a8
)

/ Bukhara — Sai




BbICLUMX YNHOBHMKOB Ha GbIBLUMX XeHax 3Mupa. B otamume
OT HMX, B rapeme KOoKaHACKOro XaHCTBa pa3BefeHHble XKeHbI
XyZ0ap-XxaHa He BbIXOAMIN 3aMy>, HUKTO HE MMeJ npasa
BCTYyNaTb C HUMM B 6paK, MX COAEPKaNM Ha Ka3eHHbIM cyeT.

Mpu BbIGOPE KeHbl B 60/IbLUMHCTBE C/ly4YaeB PyKOBOACTBOBA-
JINCb NOJIMTUHECKMMM COOBPaKEHMAMU. M3BECTHBI UMEHA ABYX
KeH Xygosap-xaHa. Cpeau ero xeH otmyanm La-aum — goub
McMann-xaHa AapBa3CcKoro, HoO OHa yMepJia BO BpEMA POZOB.
OT Hee y xaHa ocTasica cbiH. Ee MecTo B cepjue xaHa 3aHsana
Arava-anm — A04b Kalrapckoro Makaepa. Y Hux ¢ Xygosapom
TOXE pPOAMIICA CbiH. B ganbHelweM, Araya BbipacTuaa 060mx
MasibumKoB. Mo Bcer BUAMMOCTU, MMEHHO €€ MOPTPET Xpa-
HUTCA B My3ee. M3BeCTHO, YTO BNOC/IEACTBUM Araya-anMm xuna
C CbiHOBbAMM B TalukeHTe. Mpeanonaranm, Y4To y Hee ocTaioch
MHOrO JOPOrMX YKpaLUEHWM, B TOM YUC/IE, KEMUYKHbIE YETKU
XaHa 1 ero arpetZ.

lapem amupa 6yxapckoro (hopMMpoOBanCA M3 HECKOIbKMUX
MCTOYHMKOB. KpacuBbix AeByLIeK 06bI4HO NPUCBIIAAN B Kaye-
CTBE eXXerofHblx NoAaTen ynpaBstoLLMe HEKOTOPbIX OKPYroB.
MoAapbICKMBaNM UX M Yepes CrneumasbHbIX areHToB-CTapyX.
Byaylmx HeBeCT cHayana cofepKaau NpyM Matepu amupa.
3aTem MX BOCMUTbIBaAM B ypde (rapeme). Mx obyyanm npasu-
JlaM 3TUKETa, UrpaMm, NECHAM, TaHLam?’.

B KokaHae aumbl NpoBoAMAM BPEMA C yTpa A0 Beyepa
B NMPUATHOM 6€34enu, NUIU Yan, enn CaacTu, Bean 6ec-
KOHEYHYI0 60/ITOBHIO O Menoyax Xm3Hu. B xopoluyto noroay
JKEHLMHbI rapema KOKaHZCKOro npaBuTeNA BbIXOAWAM NOTY-
JIATb B Cal, OKPYXEHHbIM BbICOKMMM CTEHAMM. 34€eCh Ke Mor
nosBUTbCA XyAosAp-xaH. BHyTpb rapemoB CpeaHeit Asum gony-
CKaJIM MOCTOPOHHMX YKEHLLMH, KaK NpaBu/io, EBPEeK, KOTopble
BMeCTe C TOBapPOM MPUHOCK/IM FOPOACKMUE cnneTHU. bonbluoe
OXMBJIEHWE B rapemMe MposB/IAIOCh NpU Bbibope MaTepuu,
KEHCKMX 6e3jenyLieK, KoTopble A0CTaBAAM MasbYMK1-NOo-
CJbl/IbHbIE®.

BxoA B rapemM KOKaHACKOro XaHa OXpaHsAJ/IM He TOJIbKO
OT MYXYMH, HO U OT NMOCTOPOHHMX KEHLMH NPUBPATHUKM.
3a nopAaAKoOM cneamnia U obeperasa rapeMHyto 4ecTb XaHa
poACTBEHHMUA MaTepu XyZospa, «NOYTEHHasA, HO MBas
1 Becesias Kupruska»3'. B CpegHen A3un MHCTUTYT €BHYXOB
OTCYTCTBOBA/I.

A. BopHC coo6Lan o npaBuiax NoBeAEHMA Ha yauuax
Byxapbl Npu BCTpeye ¢ obMTaTeNbHULAMM FrapemMa ammpa:
«Ecnn e npoxoAnT KTO-HWOYAb M3 LLapCKOro rapema,
TO BCTPevalLWmMMcA NpeanmcbiBaeTcA CMOTPEeTb B CTO-
POHY, a B MPOTMBHOM CJlyyae yJap Mo ros0Be HaNMoOMHUT UM
06 MCMONHEHMU: TaK HeJOCTYMHbI Jaxe U ANA B3opa Kpaca-
BuLbI B Byxape»32.

Mo coob6leHUAM PYCCKOM Mpeccbl TOr0 BPEMEHM,
nocsie 3aHATUA KoKaHACKOro XaHCTBa pyCCKMMM BOMCKamm
XyZosp-XaH BMeCTe C CEMbeM, AparoLeHHOCTAMMU U Yac-
TbIO Ka3Hbl («60/blue 3a60TM/ICA O KEHAX M PabblHAX CBOMX,
noyemy He MOr yBE3TW BCIO Ka3Hy>») Ha 80 ap6ax MoKMHyn
KokaHz 1 gobpancs go XomKeHTa.

Axanan

B npouecce M3y4YeHMA NepBbIX UIIOCTPATMBHBIX KOJIIEK-
UM My3ses ¢ M306paKEHMAMM KEHLIMH HEBOJIbHO BO3HMKAET
BOMPOC: NOYEMY Ha CHUMKaX y MyCy/IbMaHOK OTKPbITblE nLa
(unn. 9)? Begp nx dotorpacmpoBan NOCTOPOHHUM MYKUMHA,
MHOCTpaHel. Ha MHOrMX M3 XeHLUMH, NO3MpOoBaBLUMX PYC-
CKUM poTorpacaM, B KayecTBe rosioBHOro ybopa Hageta
Tio6eTeMKka®. Mo MHeHuio E. M. TMeliepeBon, KEHLWMHbI BepX-

7bid., c. 125.
2 AnMbekoB, op. cit., c. 94.  **MA3 PAH, Ne 1-1718-305.

» Anapees, YexoBuy,
op. cit., cc. 126—127.

 Annbekos, op. cit.
3 bid.

@ 1500,

3#E. M. MewepeBa, «/loMalHAsA U ceMelHas Xu3Hb», Kysbmypa u
6bIM MAdKUKCKO20 KOJIX03H020 KpecmbsaHcmaa. Tpydbl MHcmumyma
smHozpaguu AH CCCP, HoBas cepus XXIV (MockBa—/lennHrpag, 1954), 7 A. Ta6biwanuneBa, OmpaxeHue 80 BpeMeHU. (3amemKu K ucmopuu

HeM YacTu A0/IMHbI pP. 3epaBluaH HavyaM HOCUTb T6ETEMKM
c 1920-x rr., T.e. C TOr0O BpEMEHM, Korga ctajn CHUMaTb
napaHaxy. /lo 3Toro BpeMeHW HaZeBaTb KeHLUMHam Tiobe-
TEMKY CUMTaNIOCh HEMPUIMYHBIM*. Ha OCHOBaHMM 3TOF0 MOXHO
cAenatb NPeAnosIoKEHME, YTO Ha CHUMKaxX NepBbiX UJII0-
CTpaTMBHbIX KOIEKUMIM My3es B KauecTBe oToMoaeNeN,
[E€MOHCTPUPOBABLUMX OAEXAY, FOJI0BHbIE Y6OPbI, YKpaLleHUA
W T.A. BbICTYNaJM MECTHbIE NMPOCTUTYTKM.

O cywecTBoBaHWM MHCTUTYTA NPOCTUTYLIMM B [JOKOJIOHM-
a/ibHbIM Nepuoj B Kpae cooblwan A. JloHuw. XapakTepusys
BpemeHa ammpa Mysaddapa, oH n1can o ToM, Kak NPOCTU-
TYTOK [OCTaB/ANN NpaBUTESIO0 Ha apbax. MyTelecTBeHHMKN
XIX BeKa Takxe coobLuanu, 4To HemMasio TYPKECTAHCKMX XKeH-
WWMH 3aHWMMa/IMCb ApeBHeNLWeN npodeccren. HekoTopble
aBTOPbI CYMTA/IM, YTO NPOCTUTYLMA B KPae BO3HWKJIA JIMLUb
C NPUXOAOM PYCCKMX: «KO BCEM MOpOKaM, rHe3aALMMcA

Wnn. / Fig. 9

B HeJpax NpaBOBEPHOro MycyJ/ibMaHCTBa, NpubasaseTca
elle ABa: NPOCTUTYLMA M NbAHCTBO. B CamapKaHae cyliecTsyeT
Lenbli KBapTas, B JloMax KOTOPOro NPOCTUTYLIMA 06paTUIach
B npodeccroHanbHoe 3aHATUE»3. B byxape npocTutyums
3anpeLyanacb, HakasaHWem 6biso 06e3raaBanBaHUE.

B KonoHnanbHoe BpemMA B HEKOTOPbIX rOPOAaX MPOCTUTY-
LMA CyLecTBOBasla OTKPbITO: «TaK, B TalKeHTe NPOCTUTYTKU
He 3aKpblBa/n ML, MX NOCTOAHHO MOXHO 6bII0 YBUAETL NPO-
ry/MBAIOLWMMMCA MO YAMLAM MM MPOE3XKAIOLLMMM Ha MOBO3Kax
Ha MUKHWKM MAKU MecTa oTAbixa. B CamapKkaHae NpoCcTUTYT-
KaMu ouLMasbHO MOF/IM CTaTb JocTuriume 15-n1eTHero Bo3-
pacta, HO MHOrMe CKpbIBa/I €ro M MOr/IM HavaTb 3TO 3aHATHE
1 B 10 SIeT, OHM TaKKe He 3aKpblBajiM CBOMX JIULL, Y HUX 6blIN
CBOM paMoHbl C 60pAENAMM, C NECHAMM U TaHLLAMU»,

B. 1 M. HanuBKMHbI 0TMEYaNM, YTO B DepraHCKoM Jo/IMHe B
80-x rogax XIX BeKa OTKpbITbIX MPOCTUTYTOK Ha3blBanu dxasasan
(MpocTUTYTKA); TalHbIX — KynuA (TalHas) 6e3 npubaBaeHUs
C/0Ba 0)Kasifin; TaKMM 06pa3oM, Kynus Kak 6bl He Npu3HaBa-
Jlacb 3a NPOCTUTYTKY. OHM MMcanu, YTo TalHas NPOCTUTYTKa
npouseesa 3a nocnegHue 3—4 roga 6eCKpoBHY0 PEBOJIIOLMIO

32 A, bopHc, lMymewecmaue 8 byxapy (CaHkT-MeTep6ypr, 1850), ii, c. 394. *A. [lonmw, Mcmopus MaHaumckol duHacmuu (JywaH6e, 1967), c. 76.

%B. /. Cokonos, Mocksa—CamapkaHd (Mocksa, 1894), c. 51; «Mycynb-
MaHCKue yunnuuia B TypKkecTaHCKoM Kpae», XypHaa MuHucmepcmsa
HapodHozo npocsewjeHus CLXXVI/3 (TawkeHT, 1871).

NOJIOKeHUs eHWUH LlesmpanbHol A3uu) (Buwkek, 1998), c. 49.
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Khudoyar had a son. Later on, Agacha brought up the both
boys. To all appearances, it is her portrait that is kept in the
Museum. It is known that after that Agacha-aim lived with
her sons in Tashkent. It was suggested that she had preserved
many expensive ornaments including pearl beads of the khan
and his aigrette?.

The harem of the Bukharan emir was formed out of sev-
eral sources. Beautiful girls were usually sent in as annual
levies of governors of certain districts. They were also picked
out with the help of special old female agents. Prospective
brides were first kept at the emir’s mother’s. Then they were
reared in an urda (harem). They were taught etiquette,
games, songs, dances?.

In Khogand aims passed time from morning to evening
in leisurely idleness, drank tea, ate sweets, kept incessant
conversations on divers little things. In good weather the

Unn. / Fig. 10

women of the Khogand ruler’s harem went on a walk in a
garden surrounded by high walls. Here Khudoyar-khan might
appear. Strange women, mostly Jewesses, were admitted to
the interiors of harems in Central Asia, who brought city scan-
dal together with merchandise. Great excitement in a harem
was manifested when choosing fabrics, women’s knickknacks
which were brought by boy messengers®.

The entrance to the Khogand khan’s harem was guarded
by porters not only from strange men, but also from strange
women. A relative of Khudayar’s mother’s, “an honourable,
but lively and jolly Kirghiz”3!, kept order and safeguarded
the harem honour of the khan. The institute of eunuchs was
absent in Central Asia.

Sir Alexander Burnes reported the rules of conduct in the
streets of Bukhara upon an encounter with inhabitants of
the emir’s harem: “When a woman from the regal harem
passes, the persons she walks by are prescribed to look away,
otherwise a hit on their head will remind them to do so:
thus, it is prohibited to even lay an eye on the beauties of
Bukhara32.

As the Russian press of the time reported, after the
Russian troops took the Khogand khanate, Khudoyar-khan
with his family, jewels, and part of the treasury (“he took
a greater care of his wives and slaves, that is why he was

2 Alibekov, op. cit., p. 94.

2 Andreyev, Chekhovich, op. cit., pp. 126—127.
* Alibekov, op. cit.

3 Ibid.

unable to carry away the entire treasury”), left Khogand on
80 carts and made Khujand.

Jalap

In the course of studying the first illustrative collec-
tions of the Museum with images of women a question
involuntarily arises: why are the Muslim women’s faces in
the snapshots open (fig. 9)? They were photographed by a
strange man, a foreigner, after all. Many women posing to
Russian photographs had a skullcap on as a headdress®. As
Ye. M. Peshchereva thinks, women of the upper valley of the
Zeravshan River began wearing skullcaps from the 1920s, i. e.
from the time when they started casting off the paranja.
Prior to that time it was deemed improper for women to wear
a skullcap*4. Basing on this, it can be supposed that in the
snapshots of the first illustrative collections of the Museum
the photo models demonstrating clothes, headdresses, adorn-
ments, etc. were local prostitutes.

A. Donish reported the existence of the institute of prosti-
tution in the pre-colonial period in the region. Describing the
times of the emir Muzaffar, he wrote how prostitutes were
delivered to the ruler on carts®. Travellers of the 19th cen-
tury also reported that quite a few Turkestan women were
engaged in the oldest profession. Some authors considered
that prostitution in the area appeared with the advent of
the Russian: “To all vices rooted in the depths of true Islam,
two are added: prostitution and drunkenness. Samargand has
a whole quarter in the houses of which prostitution became
a professional occupation”. In Bukhara prostitution was pro-
hibited and punished by beheading.

In colonial times prostitution existed overtly in certain
cities: “thus, in Tashkent prostitutes did not cover faces,
they were constantly to be seen walking along the streets or
passing on carts to picnics or places of rest. In Samargand
officially those who reached 15 years of age might become
prostitutes, but many concealed their age and could start this
trade in the age of 10, they also did not cover their faces,
they had their own districts with brothels where dancing and
singing was on”%.

V. and M. Nalivkins noted that in the Ferghana Valley in
the 1880s public prostitutes were called jalap; secret ones
were called kupiya without adding the word jalap; thus, it
was as though a kupiya were not acknowledged a prostitute.
They wrote that the secret prostitute had effected within the
recent 3—4 years a bloodless revolution among a consider-
able portion of Muslim people: “She nearly expelled bachas
(boy prostitutes). A rare male friends’ party did without her;
she appears here as a dancer or just a lady of light conduct.
At such parties... now you can come across representatives
of native administration, and large native merchants, and
sometimes of native clergy”.

Some portraits of prostitutes from the town of Osh were
received in the Museum as part of the collection of Lutche in
1899% (fig. 10). They display, beside skullcaps as headdresses,
adornments, such as hoop earrings with beads in the lower
part and very long pendants, a necklace of coins or metal
plates. In one of the snapshots by N. Hordet several women
demonstrate various designs of casual and street clothes®.

Photographs by a famous photographer S. M. Dudin
were shot in Andijan in the late 19th—early 20th centu-
ries. He inscribed his portraits openly: “Brothel Women”4!:
S. M. Dudin’s task was in the first place to show the type

3Ye. M. Peshchereva, “Home and family life”, Kultura i byt tadjikskogo 3#V. Nalivkin, M. Nalivkina, A Sketch of Everyday Life of the
kolkhoznogo krestyanstva. Trudy Instituta etnografii AN SSSR, new seri- Woman of the Settled Native Population of Ferghana (Kazan,
es XXIV (Moscow—Leningrad, 1954), p. 150.

3 A. Donish, History of the Manghit Dynasty (Dushanbe, 1967), p. 76.

1886), pp. 242-243.
% MAE RAS, Nos. 512-137, 138.

*V. D. Sokolov, Moscow—Samarqand (Moscow, 1894), p. 51; “Muslim sch- ~ “Ibid., No. 255-279.
32Sir A. Burnes, Travels into Bukhara (St. Petersburg, ools in Turkestan region”, Zhurnal ministerstva narodnogo prosveshcheni-

1850, transl. into Russian) p. 394.

RAS . 1-1718-305.
g%nmxoro yHcTkamepa) PAH

ya CLXXYI/3 (Tashkent, 1871).

http://www.kunstkamera.ru/lib/rubrikator/06/oriental_dreams/

37 A. Tabyshaliyeva, Reflection in Time (Notes to the History of Women’s
Status in Central Asia) (Bishkek, 1998), p. 49.
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B Cpeje 3HaUMTeIbHOM YacTU MYCY/IbMAHCKOTrO Hace/eHUA:
«OHa coBCeM MOYTM M3rHasa 6a4a (Masb4YMKOB-MNPOCTUTY-
TOK). Pegkas npusaTenbcKas My»CKas Be4YepUHKa 06xoamniach
Tenepb 6e3 Hee; OHa NosB/AETCA 3eCb TO B Ka4ecTBe Mascy-
HbW, TO MPOCTO B POJIM Aambl JIEFKOro noseaeHmsa. Ha Takmx
BEYEPUHKaX... MOXKHO BCTPETUTb B HacTosLLEe BpeMs NpeacTa-
BUTENIEN U TY3EMHOM aZAIMMHUCTPALIMMU, U KPYMHOrO Ty3eMHOro
KyneyecTBa, U MHOTa Jaxe Ty3eMHOro JyXOBeHCTBa»¢.

Heckonbko NnopTpeToB NpOCTUTYTOK M3 . Ola noctynmam
B My3el B cocTaBe Konnekuum Jliotye B 1899 r. (un. 10)®.
Ha Hu1x Kpome rosoBHbIX Y6OpoB — TO6ETEEK NOKa3aHbl YKpa-
LEeHMA — YLUHblE KOJIbLEBbIE CEPbIU C BYCMHAMM B HUMKHEN
4YacTU U OYEHb AJIMHHBIMW NOABECKAMM, OXKEPesibe U3 MOHET
MU METaIZIMYECKMX NNACTMH. Ha ogHOM M3 cHumKoB H. Opaa
HECKOJ/IbKO KEHLIMH AEMOHCTPUPYIOT pasHble BapUaHThbI
JOMalLLHEN U YIMYHOM oaexabl®.

Wnn. / Fig. 11

®otorpacmu ussectHoro dotorpaca C. M. JyanHa 6bim
caenaHbl UM B AHaMKaHe B KoHLe XIX — Havyane XX BB. CBoun
NMopTPeTbl OH MOANMCa OTKPbITO: «KEeHLMHbI M3 MYGIUYHOIO
Joma»*1. 3agauert C. M. JdyauHa 6b110 B NEPBYIO ovepedb
nokasatb TMNax B dac 1 npoduab. Ha doTtorpadmax BuAHbI
MX NMPUYECKU, FONIOBHbIE YGOPbl — THOGETEMKM NGO NNaTOK,
CBEPHYTbIM KIYTOM M MOBSA3aHHbIM Ha /I6Y, a TaKXKe BEPXHsAs
ogexaa — 6enas pybaxa ¢ 6e3pyKaBKOM JIM60 LIENKOBbIM
Xanat, U3 yKpaleHWi — YLIHble KOJIbLEBbIE CEPbIN.

M3 rpynnoBbiX }XEHCKMX NOPTPETOB BbIAENATCA
HeckosbKo doTorpadui H. Opas. OgHy M3 HMX OH NoAnw-
can: «CamapKkaHa. My6anyHble KeHLWMHbI> (ua. 11). Ha Hel
yeTblpe AEBYLIKM CUAAT Ha NOJY, OAHA U3 HUX KYPUT YMJIUM.
MATaa CTOUT Yy HMX 3a CNUHOM. Y ABOMX MOBSI3aHbl MAATKM,
KOHL@MM Ha3aj, Y OCTa/IbHbIX BUAHbI pacTpenaHHble BOJIOChI.
JIt060MbITHBI TaKXKe MX No3bl cMAEHUSA Ha noJy. CyliecTBoBasim
onpegesieHHble 3TUKETHblIE HOPMbl, CBA3aHHbIE C 3TUM.
YKeHLmHbI 06bIYHO CHMAENN, NoAXKaB 06e HOrM B OAHY CTO-
POHY, 160 oAHYy NnoArmMbanu nofj ce6s, a BTopas ocTaBalacb
COTHYTON B KosieHe. o3a, B KOTOPOM CUAAT 06GMTaTE/IbHULbI
ny6in4Horo goma Ha dotorpadpun H. Opas — Kanaumkom
— CYMTaNacb MYKCKOM.

JApyryto dotorpaduio H. Opas Ha3san «CapTaHkM. CTUpKa
6enbsa»*2, Ha HeM NATb JKEHLWMH CUAAT OKOJI0 BOAOEMA U CTU-
patoT B Tasax. O4eBMAHO, YTO 3TO Te e MPOCTUTYTKU, KOTO-
pble NpeAcTaB/ieHbl Ha NpeAblaylemM CHUMKe. Mo-BuaMMOMY,
60JIbLUIMHCTBO KEHCKMX 06pa3oB, 3amnevatieHHbIX dhoTorpa-
damu B CpegHelt A3um Ha py6exe XIX—XX BB. npeacTaBasioT
HaM MMEHHO 0)XasAn.

3#B. HanmBKMH, M. HannBkuHa, Ovepk 6bIma sKeHWUHbI
0cedsio20 my3emMHo20 HacesneHus ®epaarbl (KasaHb, 1886),
cc. 242-243.

3 MA3 PAH, Ne 512-137, 138.
“1bid., Ne 255-279.
“1bid., Ne 4516-56, 73, 74, 76.

baya

B dpoTokonnekumax MAS xpaHATCA M306paXKeHUA Mab-
YMKOB-TaHLOPOB — 6a4ya U3 TalKeHTa, NO3UPYOLLMI PSAOM
CO CBOMMM MOKJ/IOHHWMKaMW; BO BPEMSA HApPOAHbIX YSHWUM
Ha npasgHuke Kypb6aH-6aipam cpeau rpymnnbl My3blKaHTOB;
13 CaMapKaHza — CMAAWMMA Ha Nasace BMECTE C BECENALM-
MUCH My>KYMHaMK; 13 DepraHcKon 061aCT — TaHLYOLMIM;
13 KokaHAa — B KOMMaHWM C CapTAHKamM; MamMUPCKUA U Apy-
rne® (uan. 12—14).

Bo Bpemsa TaHua 6a4ya noj oA06puTE/bHbIE BO3raachl
NPUCYTCTBOBABLUMX NOAPAXKa/l XEHCKUM [BMNKEHMUAM.
He MeHbLUMI MHTEPEC, NO MHEHMIO MPUE3XKMX, NPeACTaB-
NIANN My3blKaHTbI, KOTOPbIE C YYalleHUEeM pUTMa elle 6onee
YeM 3pUTeNn, NpUXoAMaMN B 3KCTa3. YTo6bl 6ybeH 3Byyvas
3BOHYe, Nepej My3blKaHTaMM CTaBMJIM }KapPOBHM C FOPAYMMMU

Unn. / Fig. 12
Unn. / Fig. 15

YrNAAIMU, HaZ, KOTOPbIMK OHM BPEMSA OT BPEMEHU Jepa/i1 CBOM
6y6Hbl, TaKMM 06Pa30M, CUJIbHEE HATArMBAs KOXKY Ha HUX.

B KokaHae H. Opas yaanocb caenatb peAKkuMM CHUMOK —
«Kokana. CapTaHKM 1 6aya». Ho Ha3BaHWe He COOTBETCTBO-
BaJI0 COAEPKaHMIO M306PaXKEHMA: HA CHUMKE MaslbuMK-6aya
CTOUT PSAOM C AEBYLIKOM (us/1. 15). BOKpYr HUX CUAAT KeH-
LMHBI C MY3blKaJIbHbIMM MHCTPYMEHTaMM B PyKax, C HEMOKPbI-
TOM ro/IoBoM /IM60 B THOGEeTeNKax. baya He ofeT B KEHCKUM
KOCTIOM. B cBoei nmoBceAHEBHONM oAexAe OH MoBTOpAET
JKEHCKME TaHUbl U TEJIOABUKEHUSA 3a CTOALLEN PAZOM C HUM
JEBYILKOM. ITOT JOKYMEHTa/IbHbIM CHUMOK, 3athMKCMPOBABLUMMA
YKEHCKMM 6a3M, NO3BOJISET AONOJIHATL JaHHbIE, HAaNpUMED,
0 TOM, YTO 6ay4a oby4anu TosbKO GbiBLIME 6a4a.B poan 6a4a
MOTJIM BbICTYNaTb AEBYLUKK: «“baya” — Mosiofas AeByLUKa
C 60MKMMM r1a3aMu, Ha 06A3aHHOCTU KOTOPOM JIEKaJIO 3aHM-
MaTb FOCTEN MIACKOM M NECHAMM»*.

“2|bid., Ne 255-288.

“3MoMMMO COMPOBOXAALMX CTATbIO MNIO-
cTpaumi cM. Takxe Ibid., Ne 255-286; 512-145;
N-1447-24, 84.

“H. C. /lbikownH, CpedHsas A3us | (TawKeHT,
1910), c. 19.

en face and half face. In the photographs one can see their
coiffures, headdresses such as skullcaps or a scarf turned as
a braid and tied on the forehead, and also outer garments
such as a white chemise with a sleeveless blouse or a silken
gown, adornments such as hoop earrings.

Of group women’s portraits several photographs by
N. Hordet are distinguished. He inscribed one of them:
“Samarqgand. Prostitutes” (fig. 11). In it four girls are sitting
on the floor, one of them is smoking a chilim. The fifth one
is standing behind their backs. Two have scarves on tied
with the ends backward, the others have tousled tresses.
The postures of those sitting on the floor are curious. There
were certain etiquette rules related to it. Women usually sat
drawing up both feet on one side, or one foot was drawn in,
and the other remained bent at the knee. The posture taken

Unn. / Fig. 13

by the brothel inhabitants in N. Hordet’s photograph, curled
up, was considered a man’s posture.

The other photo was titled by N. Hordet “The Sart Women.
The Washing”#. In it five women are sitting near a water body
and washing in basins. Apparently, these are the same pros-
titutes presented in the previous snapshot. It seems that, it
was jalap that most women’s images registered by photo-
graphs in Central Asia in the end of the 19th—beginning of
the 20th century represent.

Bacha

In photo collections of the Museum of Anthropology and
Ethnography images of dancer boys are preserved, bacha
from Tashkent, posing beside their followers; during popu-
lar festivities of the celebration Qurban-bayram among
a group of musicians; from Samargand sitting on a carpet
together with jolly men; from Ferghana region dancing;

“'Ibid., Nos. 4516-56, 73, 74, 76.
“2|bid., No. 255-288.

4 |n addition to the illustrations shown, see ibid., Nos. 255-286;
512-145; 1-1447-24, 84.

“N. S. Lykoshin, Central Asia | (Tashkent, 1910), p. 19.

BnekTpoHHas 6ubnu1oTeka Myaes aHTpononorn 1 aTHorpacum um. Metpa BenARRENHX 3 EhGNayay& Yremya (1893), No. 153.
http://www.kunstkamera.ru/lib/rubrikator/06/oriental_dreams/

from Khogand in company with Sart women; Pamirian and
others® (figs. 12—14).

In dancing a bacha imitated women’s movements being
encouraged by cheers of those who were present. Not of less
interest, according to the opinions of visitors, were musicians
who went into a trance with an accelerating rhythm even
more than spectators. For a tambourine to sound higher,
braziers with hot coals were put in front of the musicians
who held from time to time their tambourines over them for
the skins on them to become tighter.

In Khogand N. Hordet succeeded in making a rare shot,
“Khogand. The Sart Women and Bacha”. But the title did not
correspond to the contents of the image: in the snapshot
a boy, bacha, is standing near a girl (fig. 15). Around them
women are sitting with musical instruments in their hands,
uncovered or with skullcaps on. The bacha is not dressed in

Wnn. / Fig. 14

a woman’s clothes. In his everyday life he copies women’s
dances and body movements of the girl who is standing near-
by. This documentary snapshot which registered a woman’s
bazm, allows us to supplement the data, for instance, on the
fact that bachas were taught only by former bachas. The role
of bacha can be performed by girls: “A bacha is a young girl
with quick eyes, who was responsible for entertaining guests
with dancing and songs”#.

By observations of Europeans, handsome boys aged 9—15
“were bought of poorest parents by ‘impresarios’ who were
dancers and singers with completed careers and taught bach-
as to it”#. According to later evidence of dancers of groups
subordinate to a master he taught them to the art of dancing
himself“.

Impressions from a bazm, a bacha’s dance, were described
by V. V. Vereshchagin. The best decoration of any toy (a fam-
ily festival with treats), of various performances such as
tomasha, which were arranged almost every day in various
houses, was a bacha singing and dancing accompanied by
beats of drums and tambourines, shouts and applause of the
satisfied spectators?’. During receptions of Russian embassies
in Bukhara dances of boys were arranged as well.

V. V. Krestovsky was present at performances where
bachas participates, boys aged 10—14, “some of whom were
dressed in women’s dresses”#. They danced between clowns’
numbers: “The little boys were dressed in light print gowns
coloured red, and some in semi-caftans and wide trousers of
women'’s cut, all girdled with bright sashes and all in brocade
‘kallapushas’ [headdresses — V. P], from under which long,
minutely braided plaits of black silk, five in number (two on

“ Rahimov, op. cit., p. 44.

47Lykoshin, Manners in the Orient (Petrograd,
1915), p. 69; idem, Central Asia |, p. 38;
Central Asia lll, p. 75, etc.

“ Krestovsky, op. cit., p. 142.
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Mo Hab/oAEeHMAM eBponeNLEB, KPacMBbIX MaslbYMKOB
9—15 net «nokynaau y 6eaHemIunx poautenen “umnpeca-
p10”, KOTOpble ABNASIMCb OKOHYMBLUMMW Kapbepy NasCyHamu
M NeBUaMK U oby4vanu 3ToMy 6adva»*. Mo cBegeHUsM Gonee
Nno3JHero BpeMeHM TaHLOpPOB TPy, HaXOAMBLUMXCA B NOA-
YMHEHMM Y XO35IMHA, OH Cam 06YyYasl MX MCKYCCTBY TaHLa*.

BneyaTtneHua ot 6asma — naAcku 6aya — onucan
B. B. BepelyaruH. Jlyuiwmm yKpalleHem ao6oro mota (cemem-
HOro Mpa3AHMKa C YroleHUEM), PasinyHbIX MPeACTaBAEHUM —
momauwia, KoTopble YCTpamBasIM MOYTH Kaxk bl AeHb B pa3HbIX
JlOMax, CYMTaNNUCh NEHNE U NNACKK 6aya, CONpOBOXAABLUMECA
yZapamu 6apabaHoB 1 6Y6HOB, KpMKaMW M PYKOMIECKaHUAMM
[I0BOJIbHbIX 3puTeNel*’. Bo Bpems NpUMEMOB PYCCKMX MOCO/BCTB
B byxape TaKxe ycTpanBanu Nasck1 MasbymKoB.

B. B. KpecToBCKMM, NpMCYTCTBOBa/1 HA NPEACTaBIEHUAX
C yyactnem 6aya, ManbumkoB ot 10 Ao 14-neTHero Bo3pacTa,
«M13 KOMX HEKOTOPbIE Obl/IN OAETbI B *KEHCKME KOCTIOMbI»*.
OHM TaHUEeBaM MeXy HOMEpPaMM KJI0YHOB: «Maslb4OHKM
6bl/IM OAEThl B JIETKME CUTLEBbIE XaNaTUKM KPacHOro LBeTa,
a HeKOTOpble B GELLUMETbI 1 LUasIbBapbl }EHCKOro NoKpos, BCe
noAnoAcaHbl APKMMK Wwapdamm 1 BCe B MapyeBbIX “Kanns-
nywax” [ronoBHbIX y6opax — B.[1.], U3-noj KOTOPbIX y TeX,
YTO GbI/IN HaPAXKEHbI XEHLWMHAMKU, HUCNAaAa N AJIMHHbIE,
MEIKO 3an/IeTEHHbIE KOCMLIbl M3 YEPHOrO LUEJIKa, YUC/IOM
nATb (MO Be C BUCKOB M 0fHa C3aaM), Ha Nogobue AeBUYbeN
NPUYECKM, Ha3bIBAEMOM “OMLLbKaKyb”»*. Micatesb BOCIpU-
HMMas 6a4a Kak YacTb NPUABOPHOM YBECENNUTE/IbHOM TPYMMbl,
B COCTaB KOTOPOW BXOAMIU KJIOYHbl — Mackapabasbl, nesLpl,
My3bIKaHTbl, MAPUOHETOYHUKH.

B. B. BepelarmHy foBenocb HaboAaTh, Kak Ha €ro riasax
HECKOJIbKO MY4YMH Npeobpakain MasbumKa B E€BOYKY. EMy
NpUBA3bIBa/IN ANIMHHbIE MEJIKO 3anJieTeHHbIe KOCbl, C norpe-
MyLUKaMW U KMCTAMM, YKPenaeHHble O4HMM KOHLIOM nog, Tiobe-
TEMKOM, F0/10BY MOKPbIBa/IM GOJIbLUMM LUE/IKOBBIM M/IaTKOM
M Bbllle /162 NOBA3bIBa/IN APYIUM, Y3KO CJI0XKEHHBbIM. pun
3TOM, MaJIb4MK KOKET/IMBO CMOTPEJ B 3€pKaso. «TOJICTbIN,
NPETOJICTbIA CapT AepiKan CBEYKM, ApYyrve 61aroroBeiHo,
e/Ba Jbllla, CMOTPE/IM Ha 3TO M 3a YeCTb CYMTA/IM NMOMOYb
emy~»*. baya 4acTo coAep}ann HECKO/IbKO YeNoBeK — AecATb,
nATHaZuaTb, ABaALATb MYXK4YMH, — KOTOpble Hanepe6oi cTa-
pajIMCb YroanTb MasbumKy>'.

K KoHuy 1890-x rogoB o6blyan AepKaTb 6a4ya Ha4yan
ucyesaTb. B. [lyxoBckasa onucana ogMH U3 NpasaHMKOB
B TalKeHTe ¢ TaHuamMun 6a4a, KOTOpbIA NPOUCXOAMA B BbiT-
HOCTb ee Mmya C. M. [lyxoBcKoro TypKeCcTaHCKMM reHe-
pasi-rybepHaTopoMm: «B TallKeHTe 3a HEMMEHMEM HaCTOALMX
6aya, TaHUbl MX UCNOJIHAZIUCD MOXMIIbIMU, Jarke Cesl0B-
IAaCbIMM MYXXYMHAMK, MEXAY KOTOPbIMM 6blNI0 TOJIbKO ABa
noApocTKa»>2.

PaccmatpuBas TepMUHBI, KOTOPbIE MPUMEHAINCH MO OTHO-
LUEHMIO K 06elaM B «MYXCKMX AOMax> Y PaBHUHHbIX TaZKMUKOB,
P.P. Pax1moB Ha3Bas TaKke 6a3m B 3HAYEHMU «BeCesibe»,
«NUp>, «BaKxaHaana»>=. HeobXxoAnMbIM, NPECTMNKHbIM Nep-
COHaXXeM «MY¥CKOro joma», 0CO6eHHO B TOProBo-pemec-
JIEHHbIX LEHTpax, 6bl1 «6a4ya uau, Kak elle ero HasblBaiu,
4yBOH (l0HOWA), 6ecakos (6e360poabli HHOLWA)»>* «MHO-
raa U3 YvMcna y4acTHMKOB cobpaHua. baya nm, 6ecakon nn
— 3TM NEePCOHAXM 6blIM He TOIbKO BCEOOLMMM KYMUPaMM,
HO M BnactesiMHamm 6a3moB. Bo Bpemsa 6a3mMoB OHWM Hanaranm
Ha HEBbINOJIHABLUMX MX BOJIIO MOPOM Camble HEBEPOATHbIE
HaKazaHua»*.

4 [punoxeHme K ypHany «HoBoe Bpems» (1893), Ne153.
4 PaxmMmoB, op. cit., c. 44.

47 JIbIKoWwnH, Xopowuli moH Ha Bocmoke (MeTporpaa, 1915), c. 69;

B cobpaHmax MAD Takke xpaHATCA ABe (POTOKONEKLUN
60/1ee NO3AHEro BpEMEHU, B COCTAB KOTOPbIX BXOAAT M30-
6pakeHuna TaHuUyLWux 6a4a, cobpaHHbIe cpeau ApYrux rpynn
Hacenenua CpegHert Asuun. OaHa U3 HUX NpeacTaBAseT cobom
CTEpEeOCKONMYECKME HeraT1Bbl, BbinoHEHHbIE M. U. 3apy6uHbIM
BO Bpems ero noeszku no Mamupy 1 HaropHoi byxape B 1915—
1916 rr. no nopyyeHuio 1 Ha cpeactBa Pycckoro Komuteta
no u3yyeHuto BoctouHon u CpegHen Asnn. Ha HecKosbKmx
CHMMKax nokasaH TaHel, Masibyumka B NopLiHuee 1 Poxapse®.
O6pallaeT BHMMAHWE TO, YTO Ha 3TUX M306paKeHUaxX 6ava
0J€eT B NOBCEAHEBHYIO MYKCKYIO OAeXAy: NMOAMNOACAHHbIM
Xanat u TiobeTeiKy. OTCyTCTBYIOT Kakue-/IM60 Aaxe HaAMEKU
Ha Ha/IMuMe B Ero KOCTIOME AETasIeN KEHCKOM OAEXabl.

CambIMK MO3JHUMM M306paXkeHNAMM 6aya B COCTaBe M-
CTpaTMBHbIX KOJIEKUMM MAI aBnstoTcsa doTorpadum, cae-
NaHHble J. 1. Faddepbepr U r. r. MynbbuHbimM (ura. 16—17).
OHM 6blNM yYacTHUKamK CpefHea3naTCKOM ITHOOrMYECKOM
3kcneguumn AH CCCP, KoTopasa pa6otana B 1926—1929 rr.
nog pykosoactsom M. N. 3apy6uHa. HecMoTps Ha To, 4TO KO-
nekumns 1929 r. cogepkut poTomaTepuasbl U3 KU3HW JKEM-
LIMA0B, PAA CHUMKOB 6a4a OTHOCMTCA K 6enyakam®.

Mo cBeageHMAM cobupatenemn, B 6yaAHM «KOCTIOM 6ayun
He OT/IMYasICA OT KOCTIOMa OCTa/IbHOro Hacenenus. MNepep TaH-
LieM OH oZieBaeT poj KadTaHa, CTAHYTOr0 B Ta/IMM M LUMPOKOrO
B NOAO0JIE C Y3KMMM PyKaBaMM. Ha cnuHe npuLMT Tpeyrosb-
HbIM MaTepyaTbii amyneT. LLITaHbl 04eHb Y3KME Y LWMKONOTKM
C NPUKPENJIEHHbIMM MO CTOPOHaM 6y6eHYMKamMKn»%8. U3 aToro
onMcaHMA KocTioma 6ava cnepyeT, YTO B ero ogexae npu-
CYTCTBOBA/IM 3/IEMEHTbI MOAPAXKAHUA KEHCKOMY OZAEAHMIO:
NPUTa/IEHHBIN U WMPOKMI BHU3Y KadTaH C Y3KMMM pyKaBaMM.
Y3Kue y WKMKOIOTKM WTaHbl y 6a4a 6biiv, N0 BCEM BUAUMOCTH,
BMAHUEM MoAbl 1920-x rr., Korga TpaguuUMOHHO LUMPOKKUE
BHM3Y }KEHCKMe LIapoBapbl CTa/IM YKOpPauMBaTh M 3ayXMBaTbh>.

Unn. / Fig. 16

*B. B. BepewaruH, O4epku, Habpocku, soc- >Ibid., c. 44.
nomuHaHus (CaHkt-Metep6ypr, 1883), c. 54. 55 |bid.. c. 46

*'lbid., c. 58.

% MA3 PAH, Ne 2621-295, 327, 437, 438440,

idem, CpedHss A3us |, c. 38; idem, CpedHsas A3us lll, c. 75 v gp. 2B. [lyxoBcKas, TypKecmaHcKue 80CNOMU- 442, 445.

48 KpecToBCKUH, op. cit., c. 142.
“|bid., c. 175.

HaHusA (CaHkT-MeTepbypr, 1913), c. 71.

% PaxumoB, op. cit., cc. 25—26.

S"Unn. 16—17 + Ibid., Ne 3854-70, 72, 74, 75, 79.

each side from the temples and one at the back), like a girl’s
hairstyle called ‘bishkakul’’#, descended in those who were
dressed as girls”. The writer perceived bachas as part of a
court entertaining group that included clowns — maskara-
bazes, singers, musicians, puppeteers.

V. V. Vereshchagin happened to observe before his very
eyes how several men were transforming a boy into a girl.
Long, minutely braided plaits, with rattles and tassels,
braided with one end under the skullcap, were tied to him,
the head was covered with a large silken scarf and above
the forehead another one was tied which was thinly folded.
During this the boy was coquettishly looking in the mirror.
“An extremely fat Sart was holding candles, others rever-
ently, hardly breathing, were looking at it and were hon-
oured to lend a hand”°. Bachas were often kept by several
people — ten, fifteen, twenty men — who tried in turn to
please the boy>'.

By the end of the 1890s the custom of keeping bachas
started to disappear. V. Duhovskaya described one of the cel-
ebrations in Tashkent with bacha dancing, which occurred
when her husband S. M. Duhovskoy was Governor-General of
Turkestan: “In Tashkent, due to the absence of real bachas,
their dances were performed by elderly, even grey-haired
men, among whom there were only two adolescents”2.

Reviewing the terms applied to dinners in “men’s houses”
among the valley’s Tajik, R. R. Rahimov called also bazm in
the meaning of “merriment”, “feast, orgy”s:. A necessary,
prestigious personage of a men’s house, especially in trade
and craft centres, was a bacha, or as he was also called,
chuvon (guy), besaqol (beardless guy)”** “sometimes out of
the number of those present at a meeting. Both bacha and
besaqol were not only general idols, but also lords of bazms.

“1bid., p. 175.
V. V. Vereshchagin, Essays, Sketches, Reminiscences bid., p. 44.
(St. Petersburg, 1883), p. 54. 5 |bid., p. 46

5'bid., p. 58.
2V. Duhovskaya, Turkestan Reminiscences (St. Petersburg, 442, 445.

3 Rahimoy, op. cit., pp. 25—26.

During bazms they imposed most unbelievable penalties on
those who were disobedient to them”*.

In the gatherings of the Museum of Anthropology and
Ethnography two photo collections of a later time as well
are preserved, incorporating images of dancing bachas gath-
ered from other groups of Central Asian people. One of them
is stereoscopic negatives executed by I. |. Zarubin during his
travel in the Pamirs and Mountainous Bukhara in 1915—1916,
under orders and sponsorship of the Russian Committee on
studying Eastern and Central Asia. In several snapshots a
boy’s dance in Porshniv and Rokharv®® is shown (figs. 16—17).
Curious is the fact that in these images a bacha is dressed in
men’s daily clothes: a girdled gown and skullcap. There are
even no hints of any women’s clothes in his apparel.

The latest images of bacha in the body of illustrative col-
lections of the Museum of Anthropology and Ethnography are
the photographs made by Ye. G. Gafferberg and G. G. Gulbin.
They participated in the Central-Asian Ethnologic Expedition
of the USSR. Academy of Sciences which was active in 1926—
1929 under the guidance of I. I. Zarubin. Despite the fact
that the 1929 collection contains photographic materials from
the life of Jemshids, a number of snapshots of bachas are
referred to Baluchis®’.

As the collectors report, in everyday life “a bacha’s dress
was not different from the dress of the rest of the people.
Before the dance he puts on a kind of caftan tightened at
the waist and wide at the hem with narrow sleeves. A tri-
angular cloth amulet is sewn on the back. Trousers are very
narrow at the ankle with bells attached at the sides”*®. It
can be seen from this description of the bacha’s costume
that his dress contained elements imitating women’s attire:
a narrow-sleeved caftan slim at the waist and wide at the
bottom. Bacha’s trousers narrow at the ankle were, to all
appearances, the influence of the 1920s fashion, when wom-
en’s trousers traditionally wide at the bottom began to be
shortened and narrowed*®. Completing the dance, a bacha
immediately changed into everyday clothes.

The description of the collection contains curious details
of terms and payments of the dancer’s and musicians’ work in
1929: dances and music in the open air before the inhabitants
of a village were not paid; the performers were just treated
by tea. But when they were invited to perform in a house,
money was given for that. Thus, participants of the expe-
dition witnessed performers negotiating the terms of their
show in the village of Seid-Batura. The troupe wanted to get
twenty roubles for that, and the inviting party offered only
ten. One of the snapshots depicted a bacha accompanied by
three musicians: a drummer and two performers on bow and
wind instruments, sitting before a Jemshid nomad dwelling
chappari with the owner who invited them to perform®. It is
curious to compare the reports of the expedition of 1929 on
changes in payment to musicians and a dancer and those of
the late 19—early 20 centuries: in the beginning of the centu-
ry in Bukhara showmen received two fifths of all proceeds®'.

In comparison with descriptions in published sources of
bacha dances and the way they were treated by men’s por-
tion of the settled people in the second half of the 19th cen-
tury, the changes are evident which had taken place by the
end of the 1920s. Baluchis were called in those years, along
with Jemshids and Khazars, “nomadic Iranians”. Clothes of
Baluchi bachas, just as their remuneration, were very spare.

% |bid., description of No. 3854-31.

¥Z. A. Shirokova, The Tajik Costume of the Late
19th—20th Centuries (Dushanbe, 1993), p. 46; Peshch-
ereva, op. cit., p. 142.

% MAE RAS, No. 3854-79.

% MAE RAS, Nos. 2621-295, 327, 437, 438440,

1913), p. 71. 5 Figs. 16—17 + Ibid., Nos. 3854-70, 72, 74, 75, 79. ¢ Quoted from Rahimoy, op. cit., p. 44.

** MA3 PAH,onmce Ne-3884-31 o rera Myaesi aHTpononorum u aTHorpadum um. Metpa Benukoro (KyHcTkamepa) PAH

http://www.kunstkamera.ru/lib/rubrikator/06/oriental_dreams/
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3aKoHYMB TaHel,, 6aya ToTHac e nepeosesasca B OyAHUYHYIO
odexay.

B onucu Konnekuum cogepxatca NtobonbiTHblE CBEAEHNA
06 yc/noBMAX M pa3mepax onaaTbl paboTbl TaHLOpa M My3bl-
KaHTOB B 1929 r.: 3a TaHLUbl M My3blKy Ha OTKPbITOM BO34yXxe
nepes KuTesaMu JepeBHU Naaty He 6pasn, UCMOHUTENEN
JMLWb yrowanu Yaem. Ecam xxe mx npurnawany BeICTynUTb
B KaKOM-HMOY b AOMe, TO 3a 3TO NAATMAM AeHbrU. TaK, yyacT-
HMKM SKCMeAnLMM CTanm CBMAETENAMMU TOro, KaK apTMCTbl Oro-
Bapu1Ba/I1 YC/0BMA CBOEro BbiCTyn/ieHMsA B ayne Ceng-batypa.
Tpynna xoTesia NoJly4MTb 3a 3TO ABaALUATb py6sien, a npuria-
LIaBLLIAA CTOPOHA Npeasiarana nlb AecATb. OA1H M3 CHUMKOB
3aneyarsien 6a4a U CONPOBOXABLUMX €r0 TPeX My3bIKaHTOB:
6apabaHLLMKa M 4BYX UCTONHUTENEN HAa CMbIYKOBOM M JyXOBOM
MHCTPYMEHTaX, CUAALMMMU Nepes AXKEMLUMACKMM KOYEBbIM
KUMULLEM YannNapu BMECTE C XO3fMHOM, KOTOPbIM NpUraacui
Mx BbICTYnMTb. JI060MbITHO CPaBHWUTL CBEAEHWUSA YYACTHU-
KOB 3Kcneanummn 1929 r. 06 M3MEHEHUM OMNaThbl My3blKaHTam
M TaHLUOPY MO CPaBHEHMIO C YCa0BMAMM KoHUa XIX — Havana
XX BB.: Ha py6erke BeKkoB B byxape apTucTbl nosyyanu ase
NSATble YacTM OT BCEX A0XO0A0BS!.

Mo cpaBHEHWIO C ONMCaHMAMM B OMYGIMKOBAHHbIX MCTOM-
HMKax TaHUEB 6a4a M OTHOLIEHMEM K HUM MYKCKOM YacTu
0CeA/Ioro HacesieHUs Bo BTOPoM nosoBuHe XIX B. ove-
BMHbl U3MEHEHMSA, KOTOpPblE NPOMU30LW/IM K KOHLY 1920-X rr.
Benyaxen B Te rofbl Ha3blBa/iM BMECTE C AXKEMLIMAAMMU
M Xa3apenLamu «KoueBbIMU MpaHUuammn». Ogexaa 6aya-6e-
JIyAXeN, KaK M onata Mx Tpyaa 6blIM 04EHb CKPOMHbIMM.
XapakTep e camux TaHLEB, BUAMMO, HE M3MEHUACA: «TaHel
COCTOSA/1 B N/IaBHbIX ABMXKEHMAX MO KPYry M AuaroHanu. Pyku
TaHLUopa NPUHMMAIOT Camble pa3HOOOpa3Hble MOJIOKEHMSA.
OHM, TO pacnpoCcTepTbl KPblI00OPa3HO, TO C/I0KEHbI KPeCTo-
06pa3Ho, TO BbITAHYTbI Bnepes U T.4. [1o Mepe NpojoKeHua
TaHua, 6aya yckopseT Temn»¢2, Cpeaun 6enyaen oTCyTCTBOBA
QXXMOTaX BOKPYr NEPCOHbI 6a4a, XapaKTEpHbIM A1 0CEeA/I0ro
HaceneHus.

Mo ceepeHnam M. C. AHapeeBa, B TaHUax 6a4a uam, TouHee,
B My3blKe /1 HMX, CYLIECTBOBAJIO «/BE LUKOJIbl — MEPBCKaA —
mapsuau 1 byxapckas. B kaxaoM cnyyae coBepLUeHHO OT/INY-
Has, No c/ioBaM byxapLeB, My3blKa, 40 TOF0, YTO A/1A KaXKAoM
MMEITCA CBOM 0cobble dolipadacm (6y6eHLuKmM). Te, KoTopble
UrpatoT “MepBcKue” MeNoanu, He roaaTcsa Ana “6yxapckom”
My3blKM M Ha060pOoT. EC/iM TaHLOpbI rOTOBATCA TaHLEeBaTb
noZ, MEPBCKYI0 My3blKY, OHM OMOACHIBAIOT Ce65 MaTepyaTbiMm
nosicamMu. Eciv nog 6yxapcKyro — xanatbl HE NoABA3aHbI»®.

B 6onblunHCTBE ClyqaeB Ha oTorpacmax MAIOCTPATMBHBIX
KoaieKkumi MAD 6aya noKasaHbl B MOAMOACAHHbIX XasaTax.
Mo-B1ANMOMY, MEPBCKME MeNoAMM Bblin 6oa1ee NonynsapHbI,
yeMm byxapckue.

«be36opoblX MasibYMKOB», «yBaXXEHWEe M MnoyMuTa-
HWE KOTOPbIX JOXOAMT A0 HEBEPOATHbLIX pa3MepoB, BC/es
[KoTopbIM] HecyTcs Bo3rnacbl BOCXMLLEHMA», BbiageNan
KaK OfHY M3 0CO6EHHOCTEN MECTHOM Ky/IbTypbl MHAUMUCKUIA
nyTewecTBEHHMK, nocetTuBwmi byxapy B Havane XX B.
M. 3. HUKONbCKMIM cumTan, 4to «6aum BCTpevatoTca Besae,
u B Mepcun, u B Typumm, 1 B Manon Asuu. 3To Mosiogple
ManbymKK, toHOWK. Ha 6a3ape 3a TakMM MOXET MATK Lenas
CBOpa MOXMWJIbIX M CTapblX... €r0 MOKJIOHHMKOB W CTapaloTca
MCNOJIHUTb ero MasenLuee xenaHue. baum yacto npmBoaaT
K Pa3opeHMio CBOMX MOKJIOHHMKOB»%. Ha npumepe cobpaHHbIX
maTepuanoB no AdraHuctany, P.P. PaxMmoB npusen takxe

3. A. lnpokoBa, TadxuKckuli Kocmiom KoHya XIX—XX es.
(Aywan6e, 1993), c. 46; MNewepesa, op. cit., c. 142.

0 MAD PAH, Ne 3854-79.
' LluT. no: PaxmumoB, op. cit., c. 44.
¢ MA3 PAH, onmcb Ne 3854-31.

63 AHapeeB, YexoBuy, op. cit., c. 123.

JaHHbIE O eXeAHEBHbIX COBPaHMAX MYKCKOM MOJIOLEKM U O
CYLLeCTBOBaHMM B KaXKA40M KOMMaHUWM OAHOrO-ABYX TaHLO-
poB-conncToB. Kak 1 y Hapoaos CpeaHel Asnu, TaHLop 6bin
B XEHCKOM Hapsage. Mofo6Hble BeYEPUHKM 3aKaHYMBAIUCh
rNy60KoM Houbto. MoAPOCTKM OCTaBa/MCb CNaTb 34€Ch XKe,
a Ha paccBeTe pacxoAMIuCb MO JoMam®.

0O6blyan 6a4e6as/ibik oceanoro Hacenenusa CpeaHen Asmm
npuBJieKan BHUMaHME NPUE3NKMX MHOCTPaHLUEB KoHua XIX —
Hayasa XXBB. U Bbi3blBas1 Y HUX NPOTMBOPEYMBbLIE Bnevar-
nenna: «KpacuBble MasibyuMKK (6ava) NpojaBaamch 6oraTbim
MyX4MHaM. OHM KMAU B CEMbSAX, OKa3biBas CEKCyasibHble
yCNyru BnagenbLam, passekas roctei My3blKoM 1 TaHLamm»%.
B cBOMX BocnommHaHusx J1. U. Pemnenb nucan o 2asibib6xoHa —
Ka3eHHbIX 3aBeleHUAX, B KOTOPbIX «COAEPHAIMCb MaNIbUMKM,
UCrnosib3yemble ANs YA0B/IETBOPEHUS NOXOT/IMBBIX KEIAHWUM
3MMpa, ero ABopa, ABOPLOBbIX “roctein”u ap.»%. 3anpetuns
YacTHbIM 6a4e6a3m, IMMP BBEJI CBOK MOHOMO/IMIO Ha 6aya.
Ecnn Toprosna getbMu-6a4a cTaHOBMNACh M3BECTHA YMHOB-
HUKY, 6a4a oT6Mpasn. Yan4eHHbIx B 6a4eb6asme oTrnpaBasim
B 2a/1bI6X0HY. OHa npeacTaBsia cobon ABOP, COCTOABLUMM
13 8—9 KoMHaT. Y BOpOT cuAeN KOMEHAAHT 6aya, nog Habo-
JAEHVEM KOTOPOro HaxoAMA0Cb NPUGAM3UTENBHO ABajLaTh
6a4a 1 copok My3blkaHTOB: «Ctofja CBO3MIM Gavei M3 pasHbIX
mecT. B 6onbluMHCTBE 3TO 6bIIM 6e3poaHble AeTU»%°. baya
BbICTyNasIM rpynnamm BMECTe C My3blKaHTamMM U 3a 3TO MoJy-
Yann noAapKku.

M. C. AHapeeB Ha3biBaa TaHUbl 6a4a, AOCTYMHblE
ANnA Bcex — yaykub6osu. OH oTMeYasn, 4To Korga amMmp npo-
MBaN B OYXapCKOM apKe, YayKu HUKOrAa He YyCTpamMBasInCh.
ABTOp nozuepKkuBan: «4ayku — 3To Ha3BaHWE NIACKM GayeH,
JOCTYNHOM HapoAy, HO KorJa oHa ycTpauBasiaCb SMUPOM

Unn. / Fig. 17

4 A6A-Yp-Payd, Pacckasbi uHOulickozo nymewecmseHHUKa (CaMapKaHa,
1913), c. 18.

%M. 3. HuKonbckui, biazopodHas byxapa (CaHkT-lMeTep6ypr, 1903), c. 30.
% Ibid., cc. 66—67.

¢ JIbikowWwmH, Xopowutli moH Ha Bocmoke, c. 26.

The nature of the dances was apparently unchanged: “The
dance consisted in smooth circular and diagonal movements.
The dancer’s arms take various attitudes. Now they are
spread like wings, now they are folded crosswise, now they
are stretched forward, und so on. As the dance progresses,
the bacha accelerates the tempo”%2. Among Baluchi there
was little excitement around the person of bacha, what is
characteristic of settled people.

As M. S. Andreyev reported, in bacha dances or, more pre-
cisely, in music for them, there were “two schools — Merwan
(marvigi) and Bukharan. In each case there is a different,
according to Bukharans, music, even to the extent that
each type of music requires particular doyradast (tambou-
rine men). Those who play ‘Merwan’ melodies do not fit for
‘Bukharan’ music, and vice versa. When dancers are getting
ready to dance to Merwan music, they girdle themselves with
cloth sashes. When they are to dance to Bukharan music,
their gowns are not girdled”¢.

In most cases in photographs of the illustrative collections
of the Museum of Anthropology and Ethnography bachas are
shown in girdled gowns. To all appearances, Merwan melodies
were more popular than Bukharan ones.

“Beardless boys” “who are respected and revered unbe-
lievably, who are followed by outcries of fascination”®, were
pointed out as one of the peculiar features of the local cul-
ture by a Hindu traveller who visited Bukhara in the early
20 century. M. E. Nikolsky believed that “bachas are encoun-
tered everywhere, in Persia, in Turkey, and in Asia Minor.
These are young boys, lads. In a market place such can be
followed by a whole pack of his elderly and old followers who
are eager to satisfy his smallest wish. Bachas often drive their

62 MAE RAS, description of No. 3854-31.

63 Andreyev, Chekhovich, op. cit., p. 123.

%4 Abd-Ur-Rauf, Stories of a Hindu Traveller (Samargand, 1913), p. 18.
%M. E. Nikolsky, Noble Bukhara (St. Petersburg, 1903), p. 30.

Ibid., pp. 66—67.
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followers to bankruptcy”®. By the example of the materials
collected on Afghanistan R. R. Rahimov also gave evidence
of daily gatherings of young men with one or two soloing
dancers in each company. As with people of Central Asia, a
dancer was in a woman'’s attire. Such parties ended deep at
night. The adolescents remained to sleep there, and went
home at dawn®®.

The custom of bachebazlyq of the settled people of
Central Asia draw attention of travelling foreigners of the late
19th—early 20th centuries and aroused contradicting impres-
sions in them: “Handsome boys (bacha) were sold to rich
men. They lived in families, providing sex services to their
masters and entertaining guests with music and dancing”¢’.
In his recollections L. |. Rempel wrote of galybkhona, public
institutions in which “boys were kept who were used to sat-
isfy lustful desires of the emir, his court, court ‘guests’ and
the like”®8. Prohibiting private bachebazm, the emir intro-
duced his monopoly in bachas. If an official came to know
of a sale of bacha-children, the bachas were taken away.
Those who were found guilty in bachebazm, were sent to a
galybkhona. It was a yard consisting of 8—9 rooms. A bacha
superintendent was sitting at the gate; about twenty bachas
and forty musicians were in his charge: “Bachas from any-
where were brought here. Mostly they were children without
kith or kin”®. Bachas performed in groups with musicians and
received gifts for that.

M. S. Andreyev called the bacha dances affordable to
everybody chaugibozi. He noted that when an emir resided
in the Bukharan Citadel, chauki were never arranged. The
author underlined: “Chaugi is the name of the bacha dance
affordable to people, but when an emir arranged such dances
for himself, the bacha dance then had a different name: it
was called ‘bazmi khosa’””°.

M. S. Andreyev described an arrangement of bazm for the
Bukharan emir in the following way. Usually after the last
namaz, i. e. nine o’clock in the evening, the emir gave secret
orders as to which dancers (one or two) should be brought for
a show and also selected the best singers and dancers him-
self. In a small room, reclining on a pillow, there is the emir
with nearest companions: “One or two boys, dancers (also by
the emir’s orders) let their ‘kokuls’ down, letting them fall
on both sides of the neck to the chest””!.

In the opinion of V. R. Massalsky, the custom of bazm,
entertainments with music and dances of bacha “took root
long ago on account of segregation of sexes””2. Isolation of
women from public entertainment, closed environment of
men, continuous contacts among themselves encouraged
men to have contract with boys. Handsome talented bachas
aroused fascination, songs and poems were devoted to them.
The status of people was determined as whether they can
afford to keep a bacha. Whereas ten or twenty men could
afford to keep one effeminate bacha, khans had in their
staffs in courts dozens and hundred bachas. M. S. Andreyev
wrote that the emir Muzaffar-khan was not noted to have a
weakness for boys, but Abdulahad-khan and Alim-khan to a
larger degree had such a sin”.

At the same time, it should be noted that bachebazm has
deep cultural traditions related, above all, to the history of
popular theatre. The motif of bisexuality is encountered in
many cultures. The study of sources allows a conclusion to be
made that the peoples of the Pamirs also had bacha dance,

¢ Lykoshin, Manners in the Orient, p. 26. 7>Masalsky, op. cit.

L. |. Rempel, The Far and the Near 7 Andreyev, Chekhovich, op. cit.

(Tashkent, 1981), p. 68.

® bid.

7 Andreyeyv, Chekhovich, op. cit., p. 122.
"bid., p. 123.
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Ans cebA, To Torga TaHew, 6a4el HOCUA Apyroe HasBaHue:
OH MMeHoBasncA “6a3mm xoca”»".

OpraHusaupmio 6asma ana amupa byxapckoro, M. C. AHzapeeB
onucbiBan Tak. O6bIYHO MOC/e NoCAe[HEro HaMasa, T.e. nocae
[EeBATM YacoB BeYyepa, IMMP OTAaBa/l CEKPETHOE pacnops-
}eHue, KOTOporo 13 TaHLopoB (OAHOIO MK ABYX) NPUBECTU
ANA BbICTYMJIEHMA M TaKXe caM BblbMpan Nyylimx nesLoB
M My3blKaHTOB. B HE60/IbLIONM KOMHATE, BO3/IeXa Cpeau noay-
LWIEK, HAXOAUTCSA SMMP C GIMKaNLLMMKU KOMMaHbOHaMM: «OanH
WU ABOE IOHOLLEM — TaHLOPOB (TOXE MO YKa3aHWio SMMPa)
pacnycKalT CBOM “KOKY/IM”... CBELIMBASA UX MO 06 CTOPOHbI
lweun cebe Ha rpyab»"".

Mo MHeHuto B. P. Maccanbckoro o6blyan 6a3ma, yBece-
JIEHWUA C MY3bIKOM M TaHUaMM 6ayva, «M34aBHa YKOPEHM/ICA
noj BAMSHMEM Pa306LLEHHOCTM MOI0B»"2. U301ALMA KEHLUMH
OT 06LLEeCTBEHHbIX pa3B/IeYEHUM, 3aKpbITas MyXKCKas cpeja,
MOCTOSIHHOE O6LUEHME MeX Y COBO0M MOOLIPS/IO MY>KUYMH K KOH-
TaKTaM C MasibuMkamu. Kpacusble TasaHT/IMBble 6a4a Bbi3bl-
BaJIM BOCXMLLEHME, MM MOCBALLA/IN NECHM U CTUXM. CocToAHME
JIoAer onpefensiocb MX BO3MOXKHOCTbIO CoAepaTb 6aya.
Ecnv gecate — ABaauaTh YeNOBEK MO MO3BOINTL cebe
cofiepKaTb 04HOro M36an0BaHHOro 6aya, To XxaHbl UMeM Npu
[IBOpax B CBOEM LUTaTe AECATKM U COTHM 6aya. M. C. AHgpeeB
nucan, 4to ammp Mysaddap-xaH He 6bl1 3aMeY€EH B MpU-
CTPaCTUM K MasibuimKam, a A6Zynaxaj-xaH U elle B 60/bLue
cTeneHn ANMM-XaH rpewwmnan 3TumM’.

Mpy BCceM 3TOM HEO6XOAMMO OTMETUTb, YTO 6ayeba3m
MMEET r/lyboKMe Ky/IbTypHble TpaauLmMK, Npexae BCero cBA-
3aHHbIE C UCTOPUEN HapoAHOro Teatpa. MoTMB ABYNO0CTH
BCTPeYaeTcs BO MHOMMX Ky/bTypax. M3yyeHne MCTOYHMKOB
no3BoJiAeT CAeNaTh BbIBOA O TOM, YTO y Hapogos lMamupa
TaK¥Ke CyliecTBoBas TaHel, 6a4ya, HO NpU 3ToM B ocopmie-
HWM ero oAexAbl He 06A3aTeIbHO NMPUCYTCTBOBAAN aTpUBYThI
JKEHCKOro KocTioMa. PaccMoTpeHMe My3eMHbIX KOJIIEKLMOH-
HbIX CHMMKOB, Kacalowwmxca 6aya, NpMBeo K BbIBOAY O TOM,
4To 6a4e6asm NpocyLLecTBoBas Ha TeppuTopun CpeaHen Asum
He TO/IbKO 0 Havasia KOJIOHUaIbHOro nepuoga (6bin 3anpeLyeH
B aAMMHUCTPATUBHOM Mopsaake), a Ao 1930-x rr. coxpaHuca
B Cpeje «KOo4eBbIX MpaHLeB>, KoTopble B 1920-e rr. nosBMAUCh
Ha TeppuTopuKu TypKMeHcKon CCP (MpuULWwam ¢ MorpaHMYHbIX
c AdraHucTaHoM 3emesb).

Kak Mbl BUZenu, xpaHawumcs B MAS PAH 6orateiumi
M306pa3nTeibHbIM MaTepuas KoHua XIX — Havana XX BB.
AB/IAETCA CErofHA BaXHbIM MCTOYHUKOM A1 U3yYeHUd paja
MHTEPEeCHbIX 06bl4aeB M TPAAMLMM, MHOTMX CTOPOH 6bITa,
JKEHCKOro TPaAMLMOHHOIO KOCTIOMA M YKPaLLEHWM, NPUYECOK
M MECTHOM KOCMETUKM, 0COBEHHOCTEN TPAAMULIMOHHOIO MHTE-
pbepa. Mpy 3TOM 0COGEHHOCTH MECTHOM KY/IbTYpbl M 6biTa,
CO6CTBEHHbIE MHTEPECHI hoTorpadoB, CambiM CyLLECTBEHHBIM
06pa3oM «CKPUBMJIM 3epKasio», YTO 06A3aTe/IbHO HEO6X0AUMO
YYMTbIBaTb MPM HAYYHOM aHa/IM3e LeHTPasIbHO-a3MaTCKMX
oTOKONNEKLMH.

70 AHapeeB, YexoBuy, op. cit., c. 122.
"lbid., c. 123.
2 Macanbckui, op. cit.

3 AHapeeB, YexoBuy, op. cit.

UnnocTpaumm:
Mnn. 1. «<Monogas y36eyka B LUIMPOKOM MiaTbe XuaoT-Ai».

M3 MMMK AH CCCP (dotorpadum ana anbb6oma Kaydpmana
1871—1872). MA3 PAH, Nel-1718-259.

Mnn. 2. «<Monogas eHwuHa B LWMPOKOM py6axe C ANMHHbIMMI
LUMPOKMMM PyKaBamMu; BOPOT, IPy/ib M PyKaBa yKpalleHbl
BbILMTBIMK Nosocamm». lbid., 303.

Mnn. 3. «<Monoaas eHwuHa B HapAAHOM Xanate — AMUH-XaH».
Ibid., 258.

Mnn. 4. «YanmuHble TMNbl cpeaHeasnaTCKMx ropofoB. MyxKunHa

B LIBETHOM XaslaTe... U XeHLUMHa B NapaHA»Ke BEPXOM Ha J10-
waau». lbid., 73.
. H. Oppa, «byxapa. [Jletckaa ap6a~. 1894. Ibid., Ne255-166.
. Idem, «Byxapupl». 1894. Ibid., 167.

Mnn. 5
6
Mnn. 7. |ldem, «CapTaHku». MaprenaH, 1894. Ibid., 127.
8
9
1

nnn.

Mnn. 8. Idem, «KokaHacKas xaHwa». 1894. Ibid., 154.

Mnn. 9. Idem, «MaprenaH. Tagxuuka». 1894. Ibid., 125.

Mnn. 10. A. A. lotue, «PepraHckan obnacTb. *KeHckue Tmnbl». OLw.

Ibid., Ne512-142.
Mnn. 11. H. Opaa, «CaMapKkaHg. My6anyHble KeHWMHbI». 1894.
Ibid., Ne255-113.

Mnn. 12. «HapogHoe rysnsHbe B npasgHuk Kyp6aH-6aipam. Mpynna
MYXYMH C My3blKa/lbHbIMM MHCTPYMeHTamu>». U3 UMMK AH
CCCP (¢potorpacmm ans anb6oma Kaydmara 1871—1872).
Ibid., NeU-1718-29.

Mnn. 13. «Mnacka 6a4m noa akkoMnaHemeHT 6y6Ha». Ibid., 187.

Mnn. 14. 4. 4. NMiotue, «MNnacka manbunka-6aumn». GepraHckasn 06-
nactb. Ibid., Ne512-146.

Mnn. 15. H. Opa3, «KokaHa. CapTaHku 1 6ava». 1894. lbid.,
Ne255-295.

Mnn. 16. 3. r. Faddepbepr, r. r. NynbbuH, «TaHew, 6a4mn».
Jxemwmabl. KywKMHCKMIM paioH TypkmeHckorn CCP. Cr.
Yemenun-bua, 1929 r. lbid., Ne3854-31.

Mnn. 17. Ibid.em, «OpkecTp My3biKkaHTOB 1 6a4a-. Ibid., 78.

but the design of his clothes did not necessarily include ele-
ments of women’s costume. The review of the Museum’s
collected snapshots concerning bachas led to a conclusion
that bachebazm existed in the territory of Central Asia not
only before the beginning of the colonial period (when it
was legally banned), but until the 1930s it was preserved
amid “nomadic Iranians” who appeared in the 1920s in the
territory of the Turkmen Republic. (they came from the lands
adjacent to Afghanistan).

As we saw, the richest illustrative materials of the late
19th—early 20th centuries preserved in the Museum of
Anthropology and Ethnography of the Russian Academy of
Sciences, are now an important source for studying a series
of interesting customs and traditions, many aspects of eve-
ryday life, women’s traditional costume and adornments,
coiffures, and local cosmetics, peculiarities of the traditional
interior. At that, peculiar features of local culture and every-
day life, photographs’ own interests considerably “distorted
the mirror”, which should necessarily be taken into account
in a scientific analysis of Central Asian photo collections.
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Illustrations:

Fig. 1. “Young Uzbek Woman in Wide Robe Named Khilot-Ay”.
Institute of the History Material Culture of the USSR AS, pho-
tographs for the von Kaufmann Album 1871—1872. MAE RAS,
No. 1-1718-259.

Fig. 2. “Young Woman in Wide Shirt with Long Wide Sleeve; Collar,
Chest and Sleeves are Decorated by Embroidered Strips”.
Ibid., 303.

Fig. 3. “Young Woman in a Smart Robe — Amin-khan”. Ibid., 258.

Fig. 4. “People of Central Asian Towns (Types). Man in a Coloured
Robe... and a Woman in Paranja on Horseback”. Ibid., 73.

Fig. 5. N. Hordet, “Bukhara. Children’s Arba”. 1894. Ibid.,
No. 255-166.
6. Idem, “People of Bukhara”. 1894. Ibid., 167.
Fig. 7. Idem, “The Sart Women”. Margelan, 1894. Ibid., 127.
Fig. 8. Idem, “Wife of the Khogand Khan”. 1894. Ibid., 154.
Fig. 9. Idem, “Margelan. Tajik Lady”. 1894. Ibid., 125.
1

0. Ya. Ya. Lutche, “Ferghana Regions. Women’s Types”. Osh.
Ibid., No. 512-142.

Fig. 11. N. Hordet, “Samargand. Prostitutes”. 1894. Ibid., 113.

Fig. 12. “Qurban-bayram festival. Men with musical instruments”.
Institute of the History Material Culture of the USSR AS,
photographs for the von Kaufmann Album 1871—1872. Ibid.,

Fig.

No. 1-1718-29.

Fig. 13. “Bacha dance to the accompaniment of tambourine”. Ibid.,
187.

Fig. 14. Ya. Ya. Lutche, “Bacha Dance”. Ferghana Region. Ibid.,
No. 512-146.

Fig. 15. N. Hordet, “Khogand. Sart Women and Bacha”. 1894. Ibid.,
No. 255-295.

Fig. 16. E. G. Gafferberg, G. G. Gulbin, “Bacha Dance”. Jamshid
people. Kushka region, Turkmenistan, Chemeni-Bid station,
1929. Ibid., No. 3854-31.

Fig. 17. Ibidem, “Orchestra and Bacha”. Ibid., 78.
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Valeria Prishchepova

Cotton, Silk and Hands

[PE3LI O

PYCCKMVI ABAHTAPA V1 LIEAKA BYXAPLI

BOZOKE

Banepwus lNpuwenosa

XJI0MOK, WeNK N pyKu

121

Bonpochl «Kak» M «MoYyemMy», BO3MOXHO, OAHM M3 CaMblX
BaXKHbIX BOMPOCOB B XM3HW. C HMX, pa3bupas u nomas
CBOM NepBble UIrPYLLKKU, MPOBYA MX Ha BKYC, Mbl HAYMHAEM
nosHaHue mupa. CyacT/iMBbl Te, KTO MpoJoJiKaeT BHOBb
M BHOBb 3ajlaBaTb 3TW BOMPOCHI, CTaB B3pOC/bIM. MMEHHO
TakuMe NoAM, 06bIYHO, CTaHOBATCA yuyeHbiMKW. CTapuHHble
OTOKONNEKLUMM AAIOT HAM YHMKaJ/IbHYIO BO3MOXHOCTb MOJTy-
YUTb HarNagHbIe OTBETbl HA MHOTME BOMPOCHI, CBA3aHHbIE C
npeAMeTamMM, KOTopble 3aHMMAloT MecTa B BUTPUHAX ITHOrpa-
puryecknx mysees. Kak cosgaBasmcb dpaHTacTUHECKH npe-
KpacHble TKaHW, 06BMBaBLLME CTaH MPEECTHML, C BOCTOYHbIX
MHHMaTIop? GoToKoNNeKuMM neTepbyprckor KyHcTKkamepsl
No3BOJIAIOT NOAYYNUTb OTBET Ha 3TOT BONPOC.

B uncne nepBbiX MANKOCTPATUBHBIX MaTepMasioB Mo HapoJam
CpegHert Asumn MAD 6bin C60pHbIM TOM «TYpKECTAHCKOrO
anbboMa~»', 6GoNblle WM3BECTHbIM Cpeau ChneuuasmcToB
Kak «Anb6om KaydmaHa», KOTOpbIM NOCTYNUA B My3en
B 1874 rogy. MyseiHasa onucb Ha 3Ty KOJNEKUMIO Gblia
cocTassieHa muwb B 1937 rogy, 6e3 yTouHeHUs 06CTOATENBCTB
nocTynneHus anb6oma B Mysen. B 1924 rogy C. M. AyauH
BbINONHMA B hoToNabopaTopmm MAD CTEKNSHHbIE HEraTMBbI,
KaK yKaszaHo B onmcH, ¢ «AnbbomMa KaydmaHa»2. OTnevaTku
C 3TOM KOJIEKUMM U3rOTOBJ/IEHBI HE 6blan. [03TOMY CpaB-
HWBaTb MOXHO 6bl/10 SMLLb UMetoLueca B MAD doTorpadum
c60pHOro Toma «TypKeCcTaHCKOro asibboma» C CoAepKaHUEM
OMNUCKU KONNIEKLUMM HeraTmeoB, caenaHHbix C. M. JyauHbIM.
Mpu 3TOM CTano o4EBUAHO, YTO CHOXKETbl HeratmeoB 1924 r.,
He BXOAAT B COOPHbIM TOM «TypKECTAHCKOro asb6oMa»,
KOTOPbIM XpaHWUTCA B MAD.

B 1958 rogy MA3 (B TO Bpemsi OH 6bl1 OAHUM M3 OTAE/I0B
JleHnHrpaackom Yactm MHCTMTyTa dTHOrpacdmm umM. H. H. Mu-
Knyxo-Maknas AH CCCP) 13rotoBma no 3akasy MoCKOBCKOM
Yactn MHctutyTa 601ee 300 oTneYaTKOB C HEKOTOPbIX CTe-
KNAIHHbIX HEraTMBOB «TypKeCTaHCKOro asibbomax3, BbIMNo-
HeHHbIX B 1871—1872 rr., n xpaHuBWKXCA B MHCTUTYTE
UCTOPUM MaTepHasibHOM KynbTypbl. 3TH doTorpadmm gonon-
HWAK 3K3eMnaAp « TYpKeCTaHCKOro anbboma» My3ses, B HEKO-
TOPbIX CNyYasax Ay6/Mpysa UMEILLMECcs M306paxKeHus, 1 bblin
3aperncTpMpoBaHbl Kak CaMOCTOATE/IbHaA KOMNEKLMA.

HecKo/bKo M306pakeHMM No TKAYeCTBY COAEPIKATCA B KO-
NeKummn 3HamenuToro dotorpada H. Opga, KoTopas aaTmpy-
etca 1894 r.4

doTorpadum, BoinonHeHHble H. HexopolieBbim ansa «Typke-
CTaHCKoro anb6oma» B TalwwkeHTe B 1870—1872 rr., Kak u
pa6oTbl H. Opa3 hUKCHMPYIOT MHOrME CTOPOHbI A€ATENIbHOCTH
JUTENeN Kpasi, B TOM YMC/Ie pas/iMyHble 3Tarbl 06paboTKM
XJI0MKa M WesKa U NPOM3BOACTBA TKaHeMN.

" MA3 PAH, Ne 1-674. ®oTorpadmum anbGoma BbiMOJHEHbI
H. HexopoweBsbim B TawkeHTe B 1870—1872 rr.

2 |bid., Ne 3009.
3 Ibid., Ne U-1718.
4 Ibid., Ne 255.
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Ha cHMMKax, npeacTaBnfaoLWmMX 3Tanbl MPOM3BOACTBA X/10M-
YaTobyMakHbIX TKaHEM, NoKasaH NpoLlecc nepBoHavasbHOM
OYMCTKM XJIOMKa OT ceMsaH (uaa. 1). H. Opaa Ha ogHoM doTo-
rpadum pasMecTma TPOMX MYXKUMH M 3aneyvatsien sa pasHbixX
3Tana nepepaboTKM CbipbsA: JIEBYI0 YaCTb CHMMKA 3aHMMaeT
CloXeT NoJ HasBaHMeM «OuMcTKa xnonka», npasyto — «[paxa
xJjionka». ®otorpad MoKasas yCTaHOBNEHHbIM Ha najnace
CTaHOK, Ha KOTOPOM paboTaeT MyxuuHa. [peaBapuTebHO
BbIHYTbIM M3 KOPOGOYEK XJIOMOK OH, KaK NOKa3aHo Ha CHUMKE,
NponycKaeT MeXAy Ba/IMKaMU MHCTPYMEHTa ANA OTAeNeHMA
CeMsAH OT XJ10MKa. Basnku BpalyaoTca B MPOTMBOMNO/IONKHbBIE
CTOPOHbI M CEMEHA BbICINAIOTCA U3 XJIOMNKA.

Ha doTtorpadum «TypkecTaHCKOro anbboma» «XJI0NKOBOE
npou3BoACTBO. [lpUrotoBaeHUe Kyaenm» (usil. 2) nokasaHo,
KaK C MOMOLLbIO JEePEBAHHOM MasloYKM U AOLWEYKU CBEPTbI-
Ba/IM KyAe/b U3 X/10nKa. Ha CH1MKe 1306pakeH TOT MOMEHT
paboTbl, KOrja XeHLMHa 06epTbiBaeT BOKPYr MasloyKu
He60/1bLLIOM K/I0YOK OUYMLLLEHHOTO M BbIBUTOrO X/10MKa U KaTaeT
€ro, CKpy4vBas KyZesb, No HeGO/bLLIOM r1aaKoM AoLeyKe,
nexalen Ha Konete. MNepeg KeHWMHOM HaXoaMTCA BOPOX
XJI0MKa, KOTOpbIM 6yayT ob6pabatbiBaTb, M CBEPHYTbIE M3
XJIOMKa U CHATbIE C NaNoYKKn PUTHUIIBKM, KOTOpbIE NOArOTOB-
JIeHbl ANA NPAAEHUA. DTU Ke XJIONKOBbIE «TPYBGOUKM»

Mnn. / Fig. 16

The questions “how” and “why” are perhaps among the most
important in life. With these questions, as we take apart and
break our first toys, and taste them, we begin our perception
of the world. Happy are those who continue to ask these
questions when they become adults. It is these people who
usually become scholars. Old photo collections give them a
unique opportunity to receive clear answers to many ques-
tions relating to items displayed in ethnographic museums.
How were the amazingly beautiful cloths created, which wrap
the figures of charming women from oriental miniatures? The
photo collections from the Petersburg Kunstkamera make it
possible to receive an answer to this question.

Among the first illustrated materials about the peoples of
Central Asia in the Kunstkamera was the volume “Turkestan
Album”'; better known among specialists as the “Kaufman
Album”, which came to the museum in 1874. The museum
inventory for this collection was only drawn up in 1937,
without clarifying the circumstances that the album came
to the museum. In 1924, S. M. Dudin made glass negatives in
the Kunstkamera photo laboratory, as shown in the inventory,
from the “Kaufman Album”2. Prints were not made from this
collection. So it was only possible to compare photographs
of the “Turkestan Album” in the Kunstkamera with the con-

tents of the inventory of the collection of negatives made
by S. M. Dudin. At the same time it became clear that the
negatives of 1924 are not part of the “Turkestan Album”
which is kept at the Kunstkamera.

In 1958, the Kunstkamera (at that time it was one of the
departments of the Leningrad section of the USSR Academy
of Sciences N. N. Miklukho-Maklai Ethnography Institute)
prepared over 300 prints by order of the Moscow section of
the Institute from several glass negatives of the “Turkestan
Album”3, made in 1871—1872, and kept in the Institute of the
history of material culture. These photographs supplemented
the copy of the “Turkestan Album” of the museum, in some
cases duplicating existing images, and were registered as an
independent collection.

Several images of weaving by the famous photographer
N. Hordet are preserved in the collection, which date back
to 1894

Photographs by N. Nekhoroshev for the “Turkestan Album” in
Tashkent in 1870—1872, like the works of N. Hordet, record
many aspects of the lives of residents of the region, including
different stages in the development of cotton and silk and
manufacture of cloths.

On the pictures representing stages of manufacture of cotton
cloths, the process of the initial purification of cotton from
seeds is shown (fig. 7). On one photograph, N. Hordet put
three men and printed two different stages of development
of raw material: the left section of the picture is taken up
by a subject with the name “Purification of Cotton”, the
right “Cotton Thread”. The photograph showed a loom with
a man working at it. As shown on the photograph, he puts the
cotton which has been removed from the pod between the
rollers of the loom to separate the seeds from the cotton.
The rollers turn in the opposite direction and the seeds fall
out of the cotton.

On the photograph from the “Turkestan Album” “Cotton
Manufacture. Preparing the Tow” (fig. 2) it is shown how
the tow was rolled from the cotton with a wooden stick
and plate. The photograph shows the time of work when
the woman spins around the stick a small piece of purified
and beaten cotton and rolls it, turning the tow, around a
small smooth plate on her lap. A heap of cotton lies before
the woman which will be processed, and the wicks rolled
from cotton and taken from the stick which are prepared
for weaving. These cotton “pipes” are used in sewing warm
clothing, they are put in quilted robes etc. Each of the stages
of making cotton or silk cloths corresponds to an individual
specialisation of a master.

" MAE RAS, No. I-674. The photographs of the album were
taken by N. Nekhoroshev in Tashkent in 1870—1872.

2 Ibid., No. 3009.
* Ibid., No. 1-1718.
“Ibid., No. 255.
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MCMO/Ib30BaJIM MPU WNTbE TEMIOM OAEXKAbl, UX BCTABASAIM
B CTeraHble xanatbl 1 T. N. CyllecTBOBaJIO }XECTKOe pasje-
JleHWe TpyAa: KaX0oMy 13 3TanoB U3roTOBEHMA X/10N4aToby-
MaKHbIX M/IM LLEJIKOBbIX TKAHEM COOTBETCTBOBAJIA OTAE/IbHAsA
cneupmanmsauma mactepa.

Jna npaAeHMA HUTOK U3 XJI0MKa MCMoJib30Basnacb CamMo-
npanka yapx. Elo nonb3oBasmcb Kak Npu M3roToBAEHMU
XJ10M4aTO6YMaKHbIX HATEM, TaK W LWENKOBbIX (U/. 3).
Ha dotorpacmu H. Opgs «lpsaxka xnonka» (us1. 1) nokasaH
MY}KUYMHa B MOJIOCATOM XasiaTe 3a paboToM Ha CTaHKe ANd
Pa3sMOTKM MPAXM.

®otorpadum «TypKecTaHCKOro asibboma» «X/10nKoBoe npo-
13B0oACTBO. MpuroToBieHne 6epa> (usa. 4) PUKCUpYIOT pas-
mep 6epaa, KOTOpoe NoKasblBaeT WMPUHY TKaHM. CunTaeTcs,
YTO KyCTapHble TKaHW NPOM3BOAM/IM Y3KMMKU, HO HA STOM
CHMMKe MoKasaHo 6epao WupKHoi 6onee metpa. Ha apyrom

CHMMKe anbboma «LllenkoBoe nponssoacTBo. lpurotoBieHue
6ep/, Ha roOpU30HTa/IbHOM CTaHKe» (W1. 5) mactep aenaet
y3Koe 6epao ANA TPAAMLMOHHO Y3KMX TKaHeH. Ha doTtorpadmm
MoKa3aH ropM30HTa/IbHbIM CTAHOK /15 NPUrOTOBEHUSA 6eps
npocTeMLlen KOHCTPYKLUMKU. OH COCTOMUT U3 AePEBAHHON Maa-
CTWHBI C BEPTUKAJ/IbHO MOCTaB/IEHHBIMU KOJIbILUKaMM, MEXAY
KOTOPbIMKM HaTAHYTbl HUTK. 3a PaboToM My*KUMHA B MOJIOCATOM
py6axe C Kpyr/ibiM BbIpe30M U ToGeTEMKE.
HenocpeacTtBeHHO nepes TKa4eCTBOM MOAroTaBAMBaIN
HUTYEHKM — NET/IN, CKBO3b KOTOPbIE MPOXOAN/IM HUTU OCHOBbI.
B 3aBMCMMOCTM OT NJIOTHOCTU TKAHU KOJIMHECTBO HUTHYEHOK
MOr/10 MeHATbCA. Mx Morio 6biTb Jo ABaauath. Ha dotorpa-
Puax «TypKecTaHCKOro anbboma» «XJI0NKoBOE MPOM3BOACTBO.
[puroToBsieHME HUTHEHOK HA MPUMMUTUBHOM CTaHKe» (u/i/1. 6)
n «lllenkoBoe Npon3BoACTBO. MPUroTOB/IEHME HUTYEHOK Ha
crneumanbHOM CTaHKe» (u/i/1. 7) noKasaH ManbuuK net 12—13
B M0/I0CAaTOM XanaTte 3a NPUroToBJIEHMEM HUTUYEHOK Ha NpU-

MWTMBHOM CTaHKe, COCTOSILUMM M3 CTOEK BbICOKOM M HU3KOM,
MeXJy KOTOPbIMWU HaTAAHyTa OCHOBA.

bepay M HUTYEHKM MOXKHO 6blsI0 KynUTb Ha 6a3ape. Ha
CHMMKe asibboMa «XN10MKoBoe Npon3BoACTBO. Mpoaaxa 6eps
M HUTYEHOK» (usi1. 8) n3obpaxkeH npoaasel, ToBapa. bepaa
paccopTMpOBaHbl MO LWMPUHE TKaHU U Pa3/IoXKeEHbI B JIaBKE U
OKOJI0 Hee Ha 3emne.

Ha ogHOM M3 CHUMKOB «TypKecTaHCKOro asib6oma»
«[pUroToBNIEHME OCHOBbI A/1 TKaHEW M3 xJionka. OcHoBa
CHYeTCA C MOMOLLbIO KOJIbILIKOB, BOUTbIX B CTEHY JOMa.
CamapKaHACKUM cnoco6» (us1/1. 9) NoKasaHO CHOBAHWE OCHOBbI
C MOMOLLbI0 BOUTBIX B CTEHY KOJIbILLKOB.

KOHCTpYKLMA TKaLKOro ctaHKa A/1A XJ10n4aTobyMax-
HbIX MaTEpMI Bblla CX0Xa C YCTPOMCTBOM LUENIKOTKALIKOTO.
Cpeam doTorpacdmit «TypKecTaHCKOro anbbomMa» cogep-
UTCA ABa M306paXKeHUA OJHOIO M TOrO e TKaLKOro CTaHKa,

HO C pa3HbIMW TKayaMu. [MokasaHbl JepeBAHHbIe OMopbl
CTaHKa, ero KOHCTPyKuuA. PaboTasin Ha HMX, Kak NoKasaHo
Ha CHMMKax, CnyCT1B HOru B siMy. Ha ozHoM 13 doTorpadui,
«TKaUKWM cTaHoK (AyKOHWU-TUGUT). 3a paboToM MOJI040M
TKay» (us1. 10), 3anevyatnieH TKady. Ha BTopoi doTorpadmm,
«TKaLUKUIM CTAHOK ANA M3roTOBJEHMA MaTbl (yKOHM Kap6o3).
3a paboToi mMacTep, cTapuK» (u/i. 11), NoKasaH TKaLUKWM
CTaHOK 115 U3rOTOBJIEHUS MaTbl, KOTOpas CYMTaNacb Camom
NPOCTON U3 X/IONYATOBYMaKHbIX MaTEPUHA.

OAMH K13 CHUMKOB «TypKeCTaHCKOro aibboma» HasblBaeTcs
«XnonKoBoe nponsBoAcTBO. CTaHOK A1 NAETEHUA TeCbMbl»
(unn. 12). YcTaHOB/IEHHBIM Ha 3€MJIE CTAHOK MNpeAcTaBaseT
CO6OM AJIMHHYIO JEPEBAHHYI0 NIACTUHKY C MEPEKPECTOM M3
Jolleyek. Ha KOHLax cTaHKa BCTaB/EHbl KOJbIWKK. MyXunHa,
CMAS Ha BOWMJIOKE, AEPXKMUT B PyKax HOX A/1A NPUGMBaHMS
yTKa, NpefHa3HayeHHOro A1 YNI0THEHMA TKaHW, 1 BEpPeTeHO
C HaMOTaHHbIM YTKOM. PaboTa Ha TaKOM CTaHKe HasblBaeTcs

To weave threads out of cotton, the charkh spinning-wheel
was used. It was used both in making cotton threads and
silk threads (fig. 3). The photograph by N. Hordet “Cotton
Weaving” (fig. 1) shows a man in a striped robe working on
a loom for spooling thread.

The photograph of the “Turkestan Album” “Cotton
Manufacture. Preparation of Reeds” (fig. 4) records the size
of the reed which shows the width of the fabric. It is thought
that home-made fabrics were narrow, but this photo shows
a reed with a width of over a metre. In another photo of
the album “Silk Manufacture. Preparation of Reeds on a
Horizontal Loom” (fig. 5), a craftsman makes a narrow reed
for traditionally narrow cloths. The photograph shows a hori-
zontal loom for preparation of reeds of simple construction.
It consists of a wooden plate with vertically positioned pegs,

between which threads are stretched. A man in a striped
shirt with a round neck and a skull-cap is at work.

Immediately before weaving, threads were prepared —
loops through which the threads of the warp passed.
Depending on the density of the cloth, the number of threads
could change. There could be up to 20 of them. On the
photographs of the “Turkestan Album” “Cotton Manufacture.
Preparation of Threads on a Primitive Loom” (fig. 6) and “Silk
Manufacture. Preparation of Threads on a Special Loom”
(fig. 7) a boy of 12—13 is shown in a striped robe preparing
threads on a primitive loom consisting of high and low posts
with a warp stretched between them.

The reed and threads could be bought at the market.
On the album photo “Cotton Manufacture. Sale of Reeds
and Threads” (fig. 8), a salesperson is shown. The reeds are
sorted according to the width of the cloth and laid out on
the stall and around it on the ground.
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On one of the photos of the “Turkestan Album”,
“Manufacture of the Warp for Cloths of Cotton. The Warp
is Woven Using Pegs Driven into the Wall of the House. The
Samargand Method” (fig. 9) the warp is woven using pegs
driven into the wall.

The construction of the loom for cotton materials was
similar to the construction of the silk-weaving loom. Among
the photographs of the “Turkestan Album” are two pictures
from the same loom, but with different weavers. The wood-
en supports of the loom are shown, its construction. As the
photos show, the weavers put their legs in a hole to work on
them. On one photo, “Loom (Duqgoni-Tibit). Young Weaver
at Work” (fig. 10), a weaver is shown. On the second photo,
“Loom for Making Mata (Duqgoni Karboz). An old craftsman at
work” (fig. 11), a loom is shown for making mata, which was
considered to be the most simple of cotton materials.

One of the pictures of the “Turkestan Album” is called
“Cotton Manufacture. Loom for Plaiting Braids” (fig. 12). The
loom installed on the ground is a long wooden plate with a
cross of planks. Pegs are put on the ends of the loom. A man,
sitting on a mat, holds a knife to make the woof, designed to
compact the fabric, and a spindle with a spooled woof. Work
at this loom is called weaving on planks, and not plaiting, as
indicated under the picture.

On another photograph of the “Turkestan Album”, “Cotton
Manufacture. Braiding a Belt for the Pants” (fig. 13), a young
woman with hair down to her shoulders and in a skull-cap,
dressing in a draw with wide sleeves, makes gashniks — belts
for the pants in a wooden frame. The original caption under
the picture meant that the women were plaiting a braid. But
the braid is show in monochromatic and wide. On a wooden
frame, belts were normally plaited.
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TKAYeCTBOM Ha JoLleyKax, a He MIeTEHMEM, KaK yKasaHo
NoA CHUMKOM.

Ha apyroi cdotorpadumn «TypKecTaHCKOro asib6oma,
«XN0MKoBOe NpoM3BOACTBO. 1eTeHMe nosaca AN WTaHoB»
(unn. 13), MoNoAan XeHLmHa, C pacnyLeHHbIMU MO MnieYam
BOJIOCaMM 1 TioBETENKE, 0AeTas B M/aTbe C LUMPOKMMMU pyKa-
BamM, AeflaeT ralwHuKM — nosica Ans WTaHOB Ha AepeBAHHOM
pame. lMepBoHayasbHasa NOANMCH NoA CHUMKOM 0603Havana,
YTO >KEHLUMHA 3aHMMAETCA NAeTeHneM TecbMbl. Ho Tecbma
rnokasaHa OHOTOHHOM M LUMPOKOM. Ha aepeBAHHOM pame
06bI4HO Menu nosca.

OZHMM M3 BaXKHEMILMX 3aHATUM HaceNeHUs permoHa 6b110
BblpaLUMBaHKE LLEJIKOBMYHbIX YepBel. LLlenkoBoacTBo ABASA-
JIOCb B HEKOTOPbIX MecTax, 0cobeHHO B PepraHe, 0AHUM M3
r1IaBHbIX NOACO6HLIX NPOMbIC/I0B. CO BpEMEHEM OHO CTasio
NpMXoauTb B ynaaoK. B Havane XX Beka coBpeMeHHMK OTMe-
Yasl, YTO: «MM 3aHUMAIOTCA KEHLUMHbI M JETU Ty3eMUEB, U
BbIpYYKa 3a KOKOHbI OCTAeTCA B pyKax 6eAHEMLIEro Kaacca
HaceneHus»>.

Ha cTtpaHuuax «TypKecTaHCKOro asibboma» NpoAeMOH-
CTpMpOBaHa pasMOTKa LleJiKka Ha caMomnpsake U3 KoTna,
npeAHa3HaYeHHOro A1 pacnapKu LIEKOBUYHbIX KOKOHOB.
LLlenkopa3MOTUMKM pasaMyani KOKOHbI Mo KadecTtsy. M3 nap-
TMM BbIBEAEHHbIX KOKOHOB Ka4eCTBEHHbIX 6blBasio A0 85%°.
HekayecTBeHHbIMU 6binn C/labble, ABOMHbIE, MIOX0 3aBUTbIE
M KOKOHbI C NATHaMM.

MacTep LWeNKopa3MOTUMK Kial B KUMNALLYIO B KOT/Ie BOAY
HEKOTOPOE KOJIM4ECTBO KOKOHOB. Ha cHMMKe (usi1. 3) oanH
M3 MY}KUYMH KPMBOM NaslouKoM NOMELLMBAET U B3GMBAET OMy-
LieHHble B rOpAYYio BOAY KOKOHbI. Mpy 3TOM K nanoyke npu-
KJlenBasacb BEpXHAA 060/104Ka pacnapyuBLUMXCA KOKOHOB,
KOHLibl LLIE/IKOBbIX HUTEN. Pa3sMOTUYMK CHUMA KOHLbI HUTEN
U Aepan Ux B Iafj0HM NIEBOM PYKM, NMOKa HE HaKOMUT 3Ha-
YUTeNbHOE KOJIMYECTBO LiesIKa, HE0H6X0AMMOro Aa noce-
ZYIOLero MOTaHMsA HUTU. [NS U3roTOBAEHMUSA HUTEN LUEIKA
BbICLUEF0 COPTa MCMOJIb30BasIM OT 8, HO He 60n1ee 20 KOKOHOB,
Ans 6onee HU3Koro Kavectsa — Ao 30 u 6onee’. O4YeBUAHO,
4TO CLEHa NPOM3BOACTBA LUEJ/IKA MOCTAaHOBOYHas. B Hel moka-
3aHO JIULLb MOJI0XKEHUE paboumx Npu Nogo6HoM paboTe. Koten
yCTaHOBJIEH Ha HEGO/IbLWIMX KO3/1aX. B aencTBUTEIBHOCTH
KOTeN A0/MKeH 6biTb BMasaH B o4ar. CaMonpsasika — yapx,
KOTOpas MoKasaHa Ha CHUMKE, COCTOMT U3 KoJleca, CHabKeH-
HOFO PYKOSITKOM. YCTPOMCTBO CaMOMpPSAJIKMU 6bl10 TaKUM, YTO
BepeTeHO NpUBOAMIOCH B ABMMKEHWE MPU NOBOPaYMBaHUN
Koneca. Ha yapxe npanu WwenKkoBoe U xnonyaTtobymarkHoe
BOJIOKHO, MEpeMaTbiBa/iM NPAXY C BepeTeHa B MOTKM, a U3
HMX Ha KaTyLUIKM.

OTvgenbHble doTorpadum 3amMKCHpoBaIM paboTy Ha MOTO-
BMJIaX 419 Pa3MOTKM Wwenka. Ha ctpaHMuax «TypKecTaHCKoro
anbboma» NpeAcTaB/ieHbl Pa3MOTUMKM LeJsIKa, paboTatoLume
Ha ABYX pa3HOro BMAa MOTOBW/IaX. MOTOBMIO CAIYKMIO ANA
CMaTbiBaHMA LWe/IKa C MasibiX KaTyleK B MOTKMU. Ha ABYX CHUM-
Kax 3athMKCMPOBaH NPOLECcC NEPEMOTKU HUTEN C OAHOTUMHOIO
MOTOBMJIA, KOTOPOE HaxoAMTCA C/IeBa OT NEPEMOTYMKOB, Ha
camonpsanky yapx. Ha ¢otorpacdmm «llepemoTka Lwenka»
(unn. 14) Myk4mHa B NosiocaTol py6axe C Kpyr/biM Bbipe-
30M, MOAMOACaHHOM NOACOM — hymon U TiobeTerKe, cMasa Ha
Ke/lume, paboTaeT Ha OAHOM M3 NPUCMOCO6EHNI. Ha cHMKe
«[lepeMoTKa Npsixu (KpyyeHue?)» (us. 15) BTOPOM My}KUMHa,
B M0OJIOCATOM XasiaTe, paboTaeT, CMas Ha BoMIoKe. MOTOBMIIO
[N151 Pa3MOTKM LIENIKOBbIX HUTEN Yallle BCEro npeAcTaBssio

> M. B. JlaBpoB, TypkecmaH. [eozpagus u ucmopus
Kpas (Mocksa, 1914), c. 144.

¢ Kamanoa TypkecmaHckozo omdena
MonumexHuyeckol ebicmasku (MockBa, 1872), c. 27.

7 Ibid.

One of the most important activities of the population
of the region was breeding silkworms. Silkworm breeding in
some areas, especially in Ferghana, was one of the main sec-
ondary industries. In time it began to decline. At the begin-
ning of the 20" century, a contemporary noted that “women
and the children of locals do this, and the earnings from the
cocoons go to the poorest class of the population™®.

The “Turkestan Album” shows the unwinding of silk on
a spinning-wheel from a cauldron designed to steam silk
cocoons. Silk winders distinguished cocoons by their qual-
ity. Up to 85% of the cocoons were of high quality®. Cocoons
considered to be of bad quality were weak, doubled, poorly
curled or had spots.

The silk winder put some cocoons in a cauldron of boiling
water. In the photograph (fig. 3), one man stirs and beats
the cocoons in the hot water. The outer skin of the boiled
cocoons stuck to the stick, and the ends of the silk threads.
The winder removed the ends of the threads and held them
in his left palm, until he gathered a significant amount of silk
necessary for subsequent winding of a thread. To make silk
threads of high quality, over 8, but not more than 20 cocoons
were used, and for lower quality, up to 30 and more’. Clearly
the scene of silk production is staged. It only shows the state
of workers at secondary work. The cauldron stands on a small
rack. In fact, the cauldron had to be fixed in the hearth. The
charkh spinning wheel which is shown in the photo consists
of wheels with a handle. The arrangement of the spinning
wheel was such that the spindle was moved by turning the
wheel. On the charkh silk and cotton fibre were woven, and
the thread was wound from the spindle into skeins, and from
them into spools.

Individual photographs have recorded work on reels for
unreeling silk. The pages of the “Turkestan Album” show
silk winders working on two different types of reels. The
reel served to reel silk from small spools into skeins. Two
photographs record the process of reeling threads from a
single-type reel which was to the left of the winder on to
a charkh spinning-wheel. The photograph “Silk Winding”
(fig. 14) shows a man in a striped shirt with a round neck
and wearing a futa belt and skull cap, sitting on a kelim,
working at one device. The photograph “Spooling the Thread
(Spinning?)” (fig. 15) shows a second man, in a striped robe,
sitting at work on a mat. The reel for spooling silk threads
was usually a huge wheel (see the photograph “Reel for
Preparing a Warp for Silk Cloths (Takhfil) (fig. 16). Another
photograph is called “Work at the Reel” (fig. 17), although
the picture shows a man working at a charkh, not at a big
wheel.

The literature generally notes that spinning, twisting and
spooling of threads was usually done by women. But in the
photographs of the “Turkestan Album”, at almost all stages
of processing cotton and silk, men are shown. When the
cloth was made for domestic use, it was a woman’s craft,
but men did the work when large amounts of cotton and silk
were made for sale.

Individual photographs have recorded work on spooling
silk. In the photograph “Reel for Spooling Silk” (fig. 18),
a wheel turns, and the silk is spooled from spools in the
lower section of the loom. The reel is put in motion with
a mechanical device and by turning a handle attached to a
small wheel. In this photograph of the “Turkestan Album”,

5> M. V. Lavrov, Turkestan. Geography and History
of the Region (Moscow, 1914), p. 144.

¢ Catalogue of the Turkestan Department of the
Polytechnic Exhibition (Moscow, 1872), p. 27.

7 Ibid.
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o601 OrpoMHoe KoJsieco (CM. doTorpacduio «MoToBUIO Ans
NPUroTOB/IEHMA OCHOBbI AJ1S LUE/IKOBbIX TKaHEW (Taxduib)»
(unn. 16)). Apyrom CHUMOK HasblBaeTcsi «PaboTa Ha MOTO-
Buae» (u. 17), XoTA Ha U306PaXKEHMMU MOKa3aH MYKUMHa,
paboTatoLmMi He Ha 60/1bLLIOM Koalece, a Ha Yapxe.

B nmTepatype 06bI4HO 0TMEYANOCh, YTO NPAAEHUEM, CyYe-
HMEM, Pa3MOTKOM MPSIXKM KaK MPaBMJI0 3aHUMAIUCh JKEHLLMHDI.
Ho Ha doTorpadusax «TypkecTaHCKoro asbboma» NOYTH Ha
BCEX 3Tanax 06paboTKM X/I0MKa M LeJIKa NoKa3aHbl MyXUMHbI.
Korpa TKaHb M3roTaBamBasach A8 AOMALUHEro MCMOoJb30-
BaHMA, TO 3TO 6bIIO KEHCKMM PEMEC/IOM, a AN NPOAAXKM
NPOM3BOACTBOM GOJIBLLOFO KOJIMYECTBA X/I0N4YaTO6YMaXKHOM M
LLIEe/IKOBOM NPOAYKLUMWU 3aHUMAIUCh MY>KYMHBI.

OTAeNbHble CHUMKM 3apMKCMpOBaiM paboTy Mo nepe-
MoOTKe wesKa. Ha dotorpacdmm «<MoToBUIO AN Pa3MOTKM
wenka» (us1. 18) Koneco BpawaeTca, U LWeAK nepema-

Mnn. / Fig. 15

TbIBA€TCA C KaTyLIEK, YCTAHOBJIEHHbIX B HUXKHEMN YacTu
CTaHKa. MOTOBMJIO MPUBOAM/IOCH B ABUKEHME C MOMOLLbIO
MEXaHWYECKOro YCTPOMCTBA M BpaLLEHUsA PYYKM, YKpe-
NJIeHHOM Ha He6O/bLWOM Kosiece. Ha 3Tom M306paskeHmm
«TypKeCTaHCKOro albboma» MOTOBMJ/IO CMaTbIBAaET C TPUHAZ-
LiaTi KaTylleK OAHY HWUTb. M3 TaKoro KOJIMYeCcTBa KaTyllek
noJly4anacb TOHKas HUTb.

Pa3meTKa HUTEM A1 YTKa NMPOMCXOAMA TaKKe C MOMOLLbH
NPOCTbIX MO KOHCTPYKLUMWU MHCTPYMEHTOB. Ha doTtorpadmm
«TypKecTaHCKOro asib6oMa» «LllenkoBoe Npon3BoACTBO.
Pasmepka wenka gna ytka» (ua1. 19) My:X4vMHa B NoiocaTom
py6axe oAHOM PyKOW AEPHKMUT GObLLYIO WNY0. Apyroi pyKon
OH CMaTblBaeT Ha LMY/ HATb, KOTOpasl MAET C YCTPOMCTBA,
COCTOALLEr0 U3 AepeBSAHHbIX MasIoyekK.

B npoLiecce pasMOTKM LUEIKOBUYHbIX KOKOHOB MOJ1y4asiocCh
HECKOJIbKO COPTOB LUEJIKa: Pa3MOTaHHbIM B HUTU; LLIEJK, MU3ro-
TOBJIEHHbINM M3 MOBPEXAEHHbIX PacrnapeHHbIX M PacLenIEHHbIX
KOKOHOB; M U3 OCTaBLUMXCS NPU Pa3MOTKE BHYTPEHHUX M
TaKKe pacLyen/ieHHbIX 060/104eK KOKOHOB.

Lenk wen Ha npsaxy B cbipom BuAe. LLleskoBas npsa
6bl1a KpaLeHHOM M HeKpalleHoM. Ha npsky LM Yalle Bcero
BCE TPU COpTa LUesiKa BMecTe. PacluensieHHbIN WesK Npsam
Ha CaMoMpsJIKE YapX, KaKk MU XJIoN4aTo6yMaxKHOE BOJIOKHO.
PasMoTaHHY0 B MOTKM MY o6pabatbiBajiv B LLEIOKE U

Wnn. / Fig. 22

Wnn. / Fig. 18

Wnn. / Fig. 19

Unn. / Fig. 21

Unn. / Fig. 23
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the reel spools one thread from 13 spools. A thin thread was
gained from this number of spools.

Measuring threads for the weft was also done with the use
of simple tools. In the photograph of the “Turkestan Album”,
“Silk Manufacture. Measuring Silk for the Weft” (fig. 19), a
man in a striped shirt holds a large bobbin in one hand. With
the other hand he spools a thread on to the bobbin, which
comes from a device made up of wooden sticks.

In the process of unreeling silk cocoons, several types of
silk were gained: silk wound into threads; silk made from
damaged steamed and splintered cocoons; and from the
cocoons which were left over in unreeling internal shells
and also splintered shells of cocoons.

Silk went to be used as thread in raw form. The silk
thread was dyed and un-dyed. Three types of silk together
usually went to thread. The shredded silk was woven on the

Mnn. / Fig. 17

charkh spinning-wheel, as was the cotton fibre. The thread
that was wound into a skein was processed in lye and then
in a special concoction. The purified thread, which gained
a certain shine, was dyed and mainly used for braid items:
tassels, belts, fringes, braids for ties, headwear, and borders
of women’s shirts.

Spooled silk was considered to be silk of the highest qual-
ity. It was wound from eight, but not more than 20 cocoons,
and unwound with a loom into large spools.

The raw silk that was wound from the spools into skeins
was bought by dyers who were mainly local Jews. The man-
ufacture of dyes for fabrics is shown in the reproduction
from the drawing “Manufacture of Dyes. Mill for Grinding
Dyes (Reproduction from a Drawing)” (fig. 20). The dyers
processed the silk further: they wound it, purified it, con-
nected broken threads, dried it, dyed it different colours
and sold it.

The photo “Stripping the Warp for an Adryas in
Manufacturing Silk” (fig. 21) records the process of stripping
a dyed warp for manufacturing an ikat. A large bobbin with
a thread is attached to the ceiling on two sticks.
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3aTeM B crneumanbHOM oTBape. OuuileHHas 1 noayymsLuas
HEKOTOPbIM 6/1eCK MpsXa, OKpalunBanach M ynotpebisnach
NpenMyLLEeCTBEHHO Ha GaCOHHbIe U3AENIMA: KUCTU, Mosca,
6axpoMy, TeCbMy /1A 3aBA30K, F0JIOBHbIX Y6OPOB, 06LUMBKM
BOPOTa }EHCKMX pybax.

KaTylueyHblIl WesK cuMTancs WeKOM BbICLLEro KauyecTsa.
OH wen Ha TKaHbe. Ero MoTasnn Ha 8, Ho He 6onee, Yem
20 KOKOHOB, M pa3maTbiBa/Ii C MOMOLLbIO CTaHKa Ha 60/1bLume
KaTyLUKM.

Pa3MoTaHHbIM C KaTylleK B MOTKM LUEJIK CbipeL, MOKynaau
KPaCH/IbLLUMKM, KOTOPbIE OblIM NPEUMYLLECTBEHHO MECTHBIMM
eBpesmu. Mpon3BoACTBO KpacuUTeNEN ANA TKaHeW NOKa3aHo Ha
penpoAayKLun C pUcyHKa «[pon3BOACTBO KpacoK. MenbHuua
ANA pacTMpaHua Kpacok (Penpoj. ¢ pucyHka)» (usa. 20).
Kpacunblumku nogsepranu WesK ganbHeNLwen o6paboTKe:
nepemarbiBa/iv, OYMLLANN, CBA3bIBAJIM NMOPBAHHbIE HUTH, BbICY-
LUMBANN, OKPALLUMBA/IM B pa3Hble LiBETA U NPoJaBau.

Ha cH1MKe «Pa36opka ocHOBbI A1 aapAca Npy Npoms-
BOZACTBE WesKa» (us/1. 21) 3adMKCMpoBaH NpoLecc pa3bopku
OKpaLLEHHOM OCHOBbI A1 MPOM3BOACTBa UKama. bonbLas
LUNYNA C NPAXeN NpMBELLEHa K NOTOJIKY Ha ABYX NasloyKax.

3HaunTeNbHOE KONMYECTBO hoTorpadmi MAIIOCTPATUBHBIX
KOJIIEKLMM 3aHUMAIOT M306paKeHMA TUMOB TOProBLEB, B TOM
umnce, WeKoBOM NPSKEN (CM.: CHUMOK U3 «TypKeCTaHCKOro
anbboma» «lpojaska LesKOBOW NPsXM B 6a3apHbIX JlaBKax»)
(unn. 22).

Ha dotorpacmm nokasaHo, Kak npogasBanach LuesIKoBas
npsAxa, passellaHHaA Ha BepeBKax, NPOTAHYTbIX OT cTon6a
K CTON6Y, A/IMHHBIMM Pa3HOLBETHbIMM MOTKaMM, B JlaBKax
Ha MeCTHbIX 6a3apax. B naBKkax cMAAT NpojasLibl — CTapUKK
B LIANKax C MEXOBOM OMYyLUKOM. Y BXoZa B OAHY M3 /IaBOK
HaXo0AMTCA XeHLWMHa, oAeTas B NMapaHxKy.

M3 WwesKkoBoM NpsiXK HE TOJIbKO TKa/IM HapAaHbIE MaTEPUM,
HO M MCMOo/Ib30Ba/I1 ee B BbllMBaHMM. Ha cHUMKax «LLlenkosoe
npousBoAacTBo. LnTbe wenkammn “lOpmagyc”» (una. 23)
«TypKecTaHCcKoro asb6oma» 1 H. Opas «CapTbl. BeiwmBaHme
LWEeNKOM>» (u/1/1. 24) BbllUMBAJIbLLMKM-IOPMAZYC Ha NAjbLax
TamMbypPHbIM LLBOM Pa3HOLBETHLIMMU LUE/IKaMM CO3al0T PUCY-
HOK. Ha doTorpacdusax Takxke nokasaHbl naabupl. OHU Npej-
CTaB/AT CO60M AepeEBAHHbIM 0604, K KOTOPOMY HUTKaMu
NPUKPEnJIeHa TKaHb, NPULLIMTAA K OCHOBE BbILUMBKM.

CtapuHHble coTorpadmu UMEIOT yaUBUTEIbHOE CBOMCTBO:
MWMPp, 3aneyat/ieHHbIM Ha HW1X, Pa3BOPa4YMBaETCA Nepes Hamu,
KaK C MOMOLLbIO YyAE€CHOM MallMHbl BpEMEHU. ICHBbIM CTaHO-
BMTCA «KaK» M «MOYeMy> M JIerye NoHATb M NoYyscmsosame,
KaK BO3HMKa/I0 YyZ0 CpeAHeasnaTCKux Lenkoss.

8 8] Xouy BbIpa3uUTb MCKPEHHIOK 61aro4apHOCTb
E. I'. LlapeBo# 3a 60/bLLyt0 MOMOLLb B
naeHTMdUKaummu hoTon3o6paskeH.

UnnocTpaumm:

Mnn. 1. H. Opas, a) «OuncTka xnonka»; b) «lpaxa xnonka».
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. H. HexopoweB, «Xnonkosoe npon3BoAcTBO. [purotoBneHne

kyaenm-. Ibid., Ne M-1718-107.

. Idem, «Pa3moTKa Luenka npu nomolum camonpsaku». lbid., 298.
. ldem, «XnonkoBoe npon3BogcTBO. MpuroToBNeHne 6epa».

Ibid., 108.

. Idem, «LLlesikoBoe Mpon3BOACTBO. lpuroToBeH1e 6epy Ha

ropu13oHTa/IbHOM CcTaHKe». lbid., 114.

. [dem, «XnonkoBoe npon3BoACTBO. [pUroTOBNEHNE HUTHEHOK

Ha NPUMMTMBHOM cTaHke». lbid., 106.

. [dem, «lllenkoBoe npon3BoACTBO. [IPUroTOBNEHNE HUTHEHOK

Ha cneuManbHOM cTaHke». lbid., 115.

. Ildem, «XnonkoBoe npon3BoACTBO.

Mpoaarka 6epa v HATYeHOK>. Ibid., 109.

. Idem, «MpuroToBaeHKME OCHOBbI A8 TKAHEM M3 XJIOMKA.

OCHOBa CHYETCS C MOMOLLbIO KOJbILWKOB, B6UTbIX B CTEHY
goma. CamapKkaHACKui cnoco6». lbid., 296.

. Idem, «TKaukuH cTaHoK (AyKOHM-TUBMT). 3a paboToK
MosioaoM TKay». Ibid., 295.

. Idem, «TKaLKMIA CTAHOK A/1A U3rOTOBJIEHMSA MaTbl
(AykoHu Kap603). 3a paboToi mactep, ctapuk». Ibid., 297.

. [dem, «XnonkoBoe npon3BoAcTBO. CTaHOK A/1A NAETEHUSA
TecbMbl». lbid., 112.

. Ildem, «XnomnkoBoe nNpon3BoACTBO.
MneteHue nosca Ans wraHos>. |bid., 113.

. ldem, «lepemoTKa wenka~. lbid., 197.
. ldem, «lepemoTKa npsaxu (Kpyyenue?)». Ibid., 199.

. Idem, «MoTOBMIO 4/151 PUFOTOBAEHMSA OCHOBbI A1S1 LUEJIKO-
BbIX TKaHeM (Taxcuab)». Ibid., 299.

Idem, «Pa6oTta Ha moToBMne~. Ibid., 198.
Idem, «MoToBMMO ANA pa3MOTKM WwenKa». Ibid., 301.

Idem, «lLlenkoBoe npon3BoacTBO. Pa3mepKa Lenka Ans
yTKa». lbid., 117.

Idem, «[pon3BOACTBO KpacoK. MesibH1UA AN1S pacTUpaHus

Kpacok (Penpog. c pucyHka)». Ibid., 294.

Mnn. 21. |dem, «Pa3bopka 0CHOBbI 4119 aapsAca NpM NPoOM3BOACTBE

wenka». lbid., 300.

Mnn. 22. Idem, «IpoAaa WeNKOBOM NpsiXkM B 6a3apHbIX JaBKaxX>.

Ibid., 277.

Mnn. 23. Idem, «lllenkoBoe npon3BoAcTBO. LLUnTbe Wwenkamm

“iOpmaayc”~. Ibid., 119.

Mnn. 24. H. Opas, «CapTbl. BbiwymBaHWe wenkom». Ibid., Ne 255-281.

Unn. / Fig. 24

A large number of photographs of illustrative collections
show types of salespeople, including of silk thread (see the
photo from the “Turkestan Album”, “Sale of Silk Thread at
Market Stalls) (fig. 22).

The photograph shows how silk thread was sold, hung on
ropes stretched from one post to another, in long multicol-
oured skeins, in stalls at local markets. Salespeople sit at
the stalls — elderly people in hats with fur trimmings. At the
entrance to one stall is a woman dressed in a paranja.

Silk was not only used in weaving elegant materials; it
was also used in embroidery. The photos “Silk Manufacture.
Sewing ‘Yurmadus’ Silks” (fig. 23) of the “Turkestan Album”
and N. Hordet’s “Sarts. Silk Embroidery” (fig. 24), yurmadus
embroiderers create a pattern on multicoloured silks on
frames with a chain stitch. The photographs also showed
frames. They are made up of a wooden rim to which the
cloth is attached with threads, sewn to the warp of the
embroidery.

Old photographs have an amazing quality: the world
recorded in them unfolds before us, as if they were time
machines. The “how” and “why” become clear, and it
becomes easier to understand and feel how the miracle of
Central Asian silks came into being®.

8| wish to express my sincere gratitude to
E. G. Tsareva for her kind help in identifying
the photographs.
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Illustrations:
Fig. 1. N. Hordet, a) “Cotton Purification”; b) “Cotton Thread”.
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N. Nekhoroshev, “Cotton Manufacture. Preparing the Tow”.
Ibid., No. 1-1718-107.

Idem, “Spooling Silk Using the Spinning-Wheel”. Ibid., 298.

Idem, “Cotton Manufacture. Preparation of Reeds”.
Ibid., 108.

Idem, “Preparation of Reeds on a Horizontal Loom”.

Ibid., 114.

6. Idem, “Cotton Manufacture. Preparing Threads on a Primitive
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10

11.

12.
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17.
18.
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20.

21.

22.
23.

24

Loom”. Ibid., 106.

Idem, “Preparation of Threads on a Special Loom”. Ibid.,
115.

Idem, “Sale of Reeds and Threads”. Ibid., 109.

Idem, “Preparation of the Warp for Cotton Weaving. The
Warp is Woven Using Pegs Driven into the Wall. The Samar-
gand Method”. Ibid., 296.

. Idem, “Loom (Duqoni-tibit). Young Weaver at Work”.
Ibid., 295.

Idem, “Loom for Production of Mata (Duqgoni Karboz). Old
Craftsman at Work”. Ibid., 297.

Idem, “Cotton Manufacture. Loom for Braiding a Strap”.
Ibid., 112.

Idem, “Braiding a Pants Belt”. Ibid., 113.
Idem, “Spooling the Silk”. Ibid., 197.
. Idem, “Spooling the Thread (Spinning?)”. lbid., 199.

Idem, “Reel for Preparing a Warp for Silk Cloths (Takhfil)”.
Ibid., 299.

Idem, “Work at the Reel”. Ibid., 198.
Idem, “Reel for Spooling Silk”. Ibid., 301.

. Idem, “Silk Manufacture. Measuring Silk for the Weft”.
Ibid., 117.

Idem, “Manufacture of Dyes. Mill for Grinding Dyes (Repro-
duction from a Drawing)”. Ibid., 294.

Ibid., 300.
Idem, “Sale of Silk Thread at Market Stalls”. Ibid., 277.

Idem, “Silk Manufacture. Sewing ‘Yurmadus’ Silks”.
Ibid., 119.

. N. Hordet, “Sarts. Silk Embroidery”. Ibid., No. 255-281.

Idem, “Taking Apart the Warp for Adryas in Silk Production”.
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AHTOH YcneHcKkui

[PE3LI O

PYCCKMVI ABAHTAPA V1 LIEAKA BYXAPLI

BOZOKE

Anton Uspensky

Towards Asia

131

YMblLWwieHHas cTonmua Poccmn HaxoaMTCa Ha TakoM KpalHem
ceBepo-3anaje, YTo CTOPOHbI «Or» U «BOCTOK>», OPUEHTH-
pyAcb oTCloAa, COCTaBAAT euHOe HanpaB/leHne — B CTO-
poHy A3uu.

Ana eBponenua NoMcK 3aragku Aywu — nyTb Ha BocTok.
Tam ero cHavana BCTpeyaeT Poccus, Kak YMCTMAMLLEe 3anaj-
HOro CO3HaHMA.

Pycckui yenoBek, Myvascb CBOEM AyLIEBHOCTbIO U, y6eras
OT CThlJa 3TOM MYKM, TOXe NepeBUraeTcs BOCTOYHEE CBOErO
rHe3/0Bbs, OTMaxMBasACh YacTyLIKON: «A3ns—EBpasus, Yto
3a 6e306pasusl».

JoexaTb 0 MeCTa NpOoMMCKMU AyLLIEBHOM FrapMOHMK, KOHEYHO,
HEBO3MOXHO, HO YYBCTBO, YTO ejellb B NPaBM/IbHOM Hanpas-
JIeHUM, CBOMCTBEHHO KaxKJOMYy Maccaxupy noesfa «3anaj—
BocTok». U paylia, Kak MPecTynHUK M3 KIACCMYECKOro
JeTeKT1Ba NpOo 3KCNpecc, MOXKeT 6biTb UCUMUC/IEHA U Pa3o-
61aueHa TO/IbKO B Aopore, NMoKa COCTaB He JOCTUN MyHKTa
Ha3Ha4eHus.

Pazo6nayeHHas gywa rotoBa K COOTBETCTBYHOLLEN BOCTOUHOM
rurmneHe. MNyTb 06paTHO Ha 3anaj — K YUMCTOTE LMBUIM3ALIMM
OT KY/IbTYPHbIX Hac/loeHui BocToKa.

«MHOI0 MporgeHo Bce, 4TO Mor AaTb 3anaj A8 HacTos-
wero BpeMeHu [...] Tenepb s oTpsAxXalo Npax OT HOI CBOMX
M yaansocb ot 3anaga [...] Mor nyTb — K NepBOMCTOYHMKY
BCEX MCKYCCTB, K BOCTOKy»'. B 3TMX 3HAMEHMTbIX CTPOYKaX
Hatanbsa l'oH4YapoBa 06bACHAET, OTKYAa OHa yanseTcs, Ho He
OPUEHTMPYETCS — Ha KaKoM MMEHHO BoCToK uaeT ee nyTb.

MyTb «OT» NpeAHa3Ha4YeH 419 MHOrUX XyA0XHMKOB. lMpeogo-
JleTb rpaHULbl ECTECTBEHHOIO apeasia 06MTaHWUA U YTBEPAUTb
cebAa B 30HEe OMacHOCTM, O3HaYaeT pPasfBMHYTb PaMKMU BO3-
MOHOro. O61acTb TBOpLA — 06/1aCTb BO3MOXKHOrO.

PaccTosHus 1 HanpaBaeHUs NyTW BbIGMpPaIUCh pas/inyHble,
HO — nog 6osiee OTBECHbIE NIy4n conHua. barpoH — Mpeuus,
MywkuH — Opecca, Pem6o — AgeH, MoreH — MonnHesms,
BaH-Tor — Apnb, BonowunH — Kok-Te6enb. MUrpauMoHHbIM
X0J Ha MecTa TBOPYECKOro HepecTa.

MuKacco HUKyAa He e34uA, oH noay4yan 6e3ymMHoe yA0BOJb-
CTBME OT KOJI/IEKUMOHMPOBaHUA addpUKAHCKOM CKY/IbNTYpbl,
3K30TMKa cama npueskana Bo dpaHumio: «npeameTsl npu-
MMTMBHOIO MCKYCCTBA PacCMaTpMBa/IMCh KaK M30/IMPOBaHHbIE
06bEKTbI, BHE KOHTEKCTA, B KOTOPOM OHM CO3/aBanCh»2.

Pycckne XyAoOXHMKM BMAEAN MCKYCCTBO MNPUMMTMBA,
ero CTW/b, Kak Temy AJi CBOEM KMBOMWCM, 06 3STOM
B MaHudecTe «OcmHoro xsocta» nucan B 1913 r. Muxamn

" H. lNoHvapoga, «lpeaucnosue
K Katasiory BbiCTaBKM. 1913»,

2 E. B. NlanuHa, «O BAMAHUM “NPUMMTMBHOIO” UCKycCTBa
Ha eBPOMNeCKMIA aBaHrapAmam Havana XX Beka

B cTOpoHy A3nu

JlaproHoB. B Tom e roay AnekcaHgp LLleByeHKo B Teope-
TUYECKOM JeKapaumu HeONPUMMTMBM3MA YTBEPKAAN: «Jyx
BocToKka Tak BKOPEeHW/ICA B Hally M3Hb, YTO Nojyac TpyAHO
OT/IMYUTb, FAE€ KOHYAETCA HaUMOHa/IbHasA YepTa U rae Hauu-
HaeTCsA BOCTOYHOE B/IMAHME>.

f13bIK MCKyCCTBa Tpe6oBan 0G6HOBNEHWSA CBOMX BbIPA3UTEIbHbIX
cpeacTB. CBexas MiacTMYecKas JieKCMKa LUEeHWIach Kak
[OHOPCTBO M HaNMOMMHAHME: «...B HAaC TeyeT Jo6pas NooBMHA
TaTapCKoM KPOBW»? CTAsI0 KM3HEHHO BaXKHbIM.

B npeaucnoBum K BbiCTaBKE MKOHOMMCHBIX MOA/IMHHUKOB
M Ny6KOB, OpraHM30BaHHbIX J/lapuMoHoBbIM B Mockee B 1913 r.,
loHuapoBa nuMcana o AeKOpaTMBHOCTU B Nepejaye OKpya-
loLero Mmpa, oT/IMyaroLLen «xkuTens Boctoka, B TOM uncne
M CnaBsAHMHa>.

Mepcuackue HaboMKKM He CXOAMIU C HAaTIOPMOPTHBIX CTOJIOB
XYZAOXHUKOB «By6GHOBOro BasieTa», M 3a HUMM He3a4YeM exaTb
K nepcam 3a Tpu MOp#, JOCTAaTOYHO 6bI10 BbIMTH M3 MacTep-
CKOM Ha ynuLy: «BOCTOYHbIM OTTEHOK — HEM3MEHHAA YepTa

Mnn. / Fig. 1

3 A. WeByeHko, Heonpumumusu3sm,
€20 meopuu, e20 B03MOXHOCMU,

Macmepa uckyccmea 06 uckyccmse (KpMTMYECKMIt aHanu3 KoHuenuuu Pobepta Mongyotepa)», e2o docmuskeHus (Mockea, 1913).

(Mocksa, 1970), vii, c. 487.
cKBa, 1988), c. 163.

© A. YcneHckui, 2006

UckyccmsosHaHue 3anada 06 uckyccmae XX seka (Mo-

The planned capital of Russia has such an extreme north-west
location, that “south” and “east” are the same direction —
towards Asia.

For Europeans, the search for the mystery of the soul is the
path to the East. There they are first met by Russia, as a
purgatory of the western mind.

Russians, tormented by their own soulfulness, and fleeing
from the shame of this torment, also move east, brushing
things off with the rhyme: “Asia—Eurasia, what a disgrace
you are!”

It is of course impossible to reach the place of residence of
spiritual harmony, but a feeling that you are going in the right
direction is familiar to every passenger in the “East—West”
train. And the soul, like a criminal from the classic detective
novel about the Oriental Express, can only be understood
and laid bare on the road, before the train reaches its des-
tination.

" N. Goncharova, “Preface to the exhibition catalogue 1913”,
Masters of Art About Art (Moscow, 1970), vii, p. 487.

2E. V. Lapina, “On the influence of ‘primitive’ art on European
avant-gardism of the beginning of the 20*" century (critical
analysis of the concept of Robert Goldwater)”, Western Art
Criticism About the Art of the 20" Century (Moscow, 1988),

D. 163,

Asoul laid bare is ready for appropriate eastern hygiene. The
road back to the west is to a purity of civilisation from the
cultural developments of the East.

“l have gone through everything that the West could give
now [...] Now | shake the dust from my feet and leave the
West [...] My path is to the source of all arts, to the East™’.
In these famous lines, Natalya Goncharova explains where
she is leaving from, but is not sure to which East exactly
her path lies.

The path “away from” is destined for many artists. To pass
the border of the natural habitat and confirm oneself in the
zone of danger means to shift the limits of the possible. The
sphere of the artist is the sphere of the possible.

Different distances and directions were chosen, but for more
vertical rays of the sun. Byron chose Greece, Pushkin chose
Odessa, Rimbaud chose Aden, Gauguin chose Polynesia, Van
Gogh chose Arles, and Voloshin chose Kok-Tebel. A migration
to places of creative spawning.

Picasso did not go anywhere, and instead received great
pleasure from collecting African sculpture, exoticism came
to France itself: “items of primitive art were seen as isolated
objects, out of the context in which they were created”?.

Russian artists saw the art of the primitive, its style, as a
subject for their painting, and Mikhail Larionov wrote about
this in his manifesto “The Donkey’s Tail” in 1913. In the
same year, Alexander Shevchenko, in his theoretical dec-
laration of neo-primitivism, stated: “The spirit of the East
has taken such root in our lives that it is now difficult to tell
where the national traits end and where the eastern influ-
ence begins”.

The language of art demanded a renewal of its expressive
means. The fresh plastic vocabulary seen as a donation and
the reminder: “...a good half of the blood in our veins is
Tartar”® became vitally important.

In the preface to the exhibition of original icons and prints
organised by Larionov in Moscow in 1913, Goncharova wrote
of the ornamental nature in portraying the surrounding world
which distinguishes “inhabitants of the East, including the
Slavs”.

Persian printed cloths did not leave the still life tables of
artists of the “Jack of Diamonds”, and for them there was no
reason to travel across the seas to the Persians, it was enough
to leave their workshop and go out on to the street: “The
oriental nuance is an unchanging feature not just of signs
above tobacco stalls, but of similar exotic backgrounds

% A. Shevchenko, Neo-Primitivism, Its Theories, Its
Possibilities, Its Achievements (Moscow, 1913).

© A. Uspensky, 2006
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He TO/IbKO BbIBECOK Haj TabayHbIMM JlaBKaMM, HO M NOAO6HbIX
3K30TMYECKMX hOHOB “Ha GanaraHax”. 0. CIOHUMMCKMIM BCMo-
MMHaeT, Hanpumep, 4To B oTorpaUyecKkmnx 3aBeseHmax
Ha ApMapKax “MOHO 6b1/10 [...] CHATbCA BEpXOM Ha [...] ocne,
Bepbtoje, B Manaxe JKMruta, B YaMe MyapeLa, C Hapuco-
BaHHbIM KMHKA/IOM U cabnien B pyKe”»4.

J1apr“OHOB 3KCMOHWPOBas Ha BbICTaBKE, PAAOM CO CBOMMM
paboTammu, HacToALME BbIBECKU, CAE/aHHble apTe/ibHbIMU
Manspamu. «BbiBeCKM Hag ABEPAMM NIABOK TypeLKoro Tabaka,
C M306pakeHneM KypsALMX TPYOKM TYPUYaAHOK MM TYPKOB
B Pa3HOLBETHbIX LWapoBapax U C 3arHyTbIMM KOHL @MW BOC-
TOYHbIX Tydesb (06 O4HOM M3 TaKUX “KypsLUMX TYpKOB”,
BMCEBLUMX B MocKBe Ha ApbaTte, HanpoTuB [10THMKOBa nepe-
yJiKa, ynomuHaetca y B. KataHaHa)»®.

Mnn. / Fig. 2

IOpu# ThIHSHOB BCMOMMHAET O CBOEM AeTCTBe: «BaunsaHue
KOPOGOK M 06EPTOK 6bIJI0 FPOMAAHO. M/Ib3bl C KYPALIMM
6€/103y6blM CY/ITAHOM 6blIM NOAJIMHHONM BeCTbio C BocToka.
doTtorpacmsam ke He 6bl10 HUKaKOM Bepbl»S. doTorpaduu,
JAENCTBUTEJIbHO, OKasblBa/IMCb «BOCTOYHEE BOCTOKA»,
JOHe/Ib3A Crylaa TeprnKMe Kpacku M, 3a4acTylo, OTKpO-
BEHHO MUCTUDMUMPYA 3pUTENA cchabprKOBaHHLIMM NOCTa-
HOBKamM.

MpeacTaBneHue 06 «A3nu» CBOAMIIACH B GbITOBOM cpefe
K Habopy CTepeoTMNnoB, CyBEHUPHbIX 06pa30oB, CBA3aH-
HbIX C U3ALLECTBOM, POCKOLLbIO, HEFOM, YAOBOIbCTBUEM,
NMOPOKOM.

4T. T. Mocnenos, by6HosbIl sanem. [pumumus u 20podckoli
gosbrop 8 Mockosckol xusonucu 1910-x 20008 (Mocksa,
1990), c. 13.

5 Ibid.

6 10. TbIHAHOB, «M3 3aNMCHbIX KHMKeEK>, Hosbil mup VIII
(1966), cc. 122—123.

B 1870-x rr. CblH BE/IMKOro KHA3A KOHCTaHTMHA
Hukonaesnya PomaHoBa 6b11 Bbic1aH B TYpKECTaHCKMM KpaK
3a KpaXky 13 MKOHOCTaca CeMeMHOM Liepkau. Caenan oH 3To,
[06biBasA AeHbrU A8 04apoBaTe/IbHOM aBCTPUMCKOM Gase-
pyHbl ®aHHU dnbcnep. Cpeau feTanei ero KusHu B TalKeHTe
M3BECTHa criefyiowan: B JIMYHOM KabuHeTe Hukonas
KOHCTaHTMHOBMYA CTOANA «MYKCKasA e/Kka». «Mrpylukamu ciy-
UM BYTBIIOYKM KOHbAKA, KONIEYKM KONBACKM, MUHUATIOPHbIE
6aHKM C AeIMKaTECHbIMM KOHCEPBaMM, JIMMOHbI, @ TaKXKe MHO-
JKECTBO CyBEHMPOB: NepyaTka C PyKu M3BECTHOM B TalLKEHTe
aKTpUCbl, NOZAPEHHbIM BULIE-FY6EPHATOPOM NOPTCHrap, Cru-
YeYHULa M3BECTHOTrO B HEKOTOPbIX Kpyrax TallKkeHTa 6auM,
60TMHOK C HOTW O4YepesHON NOGOBHULL...»”.

B co3HaHuK cpegHero 4enoseka BcA A3uA (MM BeCb
BocToK) pasmellanach Ha Nogo6HoM enike: Yai (Kutak), Tabak
(BopHeo u fABa), xanatbl (TypkecTtaH), 6aHu (Typums), nps-

HocTu (MHAMA) — AparoueHHble 3HaKKu «C BocToka», KaTanu-
3aTOPbl CEBEPHOM KM3HM.

B 1868 rogy LapCKMMKM BoMCKaMu 6e3 60A 6bia B3AT
CamapKaHA — 6bIBLIasA CTO/IMLA KPYMHeHLLero B A3un TUMY-
POBCKOr0 rocyAapcTBa C apXMTEKTYPHbIMW aHCaM6AsSIMU
YHUKaNIbHOM XYAO0XECTBEHHOM LeHHOCTM. B nepBol rpynne
BOMCK, BCTYMMBLUMX B FOpog, 6bl/1 PYCCKMIA XYAOKHUK Bacuamni
BepeluarmH, Yba N1t060Bb K CaMapKaHACKMM MaMATHUKaM
cTana TeMoM ero KapTuH.

AsunaTckme nosiotHa BepelarnHa KaxyTcsa aTHorpacdum-
YECKOW /IETOMMUCHI0, OHAKO, 3TO He YyKJasA SK30TMYecKas
MECTHOCTb, & OKpanHa pPOoAHOM MMMEPUM, PYCCKMI BocTok.

7 K. HoBocenosa, Kosidoscmao do3soneHHoe. Pacckasbl o KHU2ax
(TawkeHT, 1971), c. 96.

‘on show-booths’. Yu. Slonimsky recalls, for example, that in
the photography stalls at fairs ‘you could [...] have your photo
taken on a [...] donkey, a camel, in the costume of a dzhigit
[horseman], in the turban of a wise man, with a dagger and
sabre in your hand’”4.

At the exhibition, Larinov displayed, along with his works,
real signs made by workshop painters. “The signs above the
doors of Turkish tobacco stalls, with a depiction of Turks
smoking pipes in multi-coloured trousers and with curly-end-
ed shoes (one of these ‘smoking Turks’ hanging in Moscow
on the Arbat opposite Plotnikov pereulok is mentioned by
V. Katanyan)”.

Yury Tynyanov recalls his childhood: “The influence of
boxes and wrappers was enormous. Cigarette papers with a
white-toothed smoking sultan were genuine tidings from the
East. There was no trust in photographers”.

Unn. / Fig. 3

Photographs, indeed, proved “more eastern than the
east”, exaggerating things to an extreme and frequently
openly mystifying the viewer with fake get-ups.

The concept of Asia in the everyday sphere came down
to a set of stereotypes, souvenir images connected with
elegance, luxury, bliss, pleasure and vice.

In the 1870s, the son of the Great Prince Konstantin
Nikolaevich Romanov was exiled to Turkestan for stealing the
iconostasis of the family church. He did this to get money
for the charming Austrian ballerina Fanny Elsler. Among the
details of his life in Tashkent, the following is known: in
his personal office, Nikolai Konstantinovich had a “man’s

4 G. G. Pospelov, Jack of Diamonds. Primitive and
Urban Folklore in Moscow Painting of the 1910s
(Moscow, 1990), p. 13.

S Ibid.

6 Yu. Tynyanov, “From notebooks”, Novy mir VIl
(1966), pp. 122—123.
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Christmas tree”. “For decorations, there were bottles of
brandy, slices of sausage, miniature cans with special pre-
serves, lemons, and also numerous souvenirs: a glove from
the hand of an actress famous in Tashkent, a cigarette case
presented by the deputy governor, a matchbox from a bacha
famous in certain circles in Tashkent, a shoe from the foot
of a lover...”".

In the mind of the average person, all of Asia (or all of
the East) was contained on this tree: tea (China), tobacco
(Borneo and Java), robes (Turkestan), bathhouses (Turkey),
spices (India) — the precious signs “From the East”, catalysts
of northern life.

In 1868, the Tsarist troops took Samargand without a bat-
tle — the former capital of Timur’s state, the largest in Asia,
with architectural ensembles of unique artistic value. In the
first group of troops which entered the city was the Russian

artist Vasily Vereshchagin, whose love for the Samargand
monuments became the topic of his pictures.

Vereshchagin’s Asian canvases seem to be an ethnographic
chronicle, although this is not a foreign exotic place, but
the outskirts of the native empire, the Russian East. Russian
exotica was exploited, in particular, by Konstantin Makovsky
and lvan Bilibin. Despite the enormous difference in these
artists’ approach to form, the plastic language of their works
belonged to a common Middle European group.

Kuzma Petrov-Vodkin, both theoretically and practically,
made searches of his language for an incarnation of the topic
of Russia, based on icon-painting, i. e. the Byzantine, not

7 K. Novoselova, Permitted Sorcery.
Stories About Books (Tashkent, 1971),
p. 96.
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Co6CTBEHHO PYCCKYIO 3K30TMKY 3KCMJlyaTMpOBa/n, B YacT-
HocTH, KoHcTaHTMH MakoBckui 1 MBaH BunmnbuH. Hecmotps
Ha OrpOMHOE pas/iume Y 3TUX XYAOXKHMKOB MO OTHOLLEHMIO
K copme, NIacTUHECKUM A3bIK MX PaboT MpUHaAEXKa
K 06LLe, cpeZHe-eBponencKoi rpynne.

Ky3bma lNeTpoB-BoaKMH Kak TeopeTUYeCcKn, TaK U Npak-
TUYECKM BeJl MOMCKM CBOEro fA3blKa AJ1A BOMJIOWEHUA TEMBI
Poccun, 0CHOBaHHOIrO Ha MKOHOMMCHOM, TO €CTb BU3AaHTUM-
CKOM — He 3anafHon — Tpaauumu. «XyAOXKHUKM [...] AO/KHbI
6bITb COBUpATE/IAMM YesIoBEKA Ha 3eMie, 06beANHATL Boe-
JAMHO BCIO pa3buTyto N0 HAPOAHOCTAM M CTPaHam KpacoTy
MMPONOHMMaHMUA»E.

BbeHeankT /InBwmy, B <Monytoparnasom ctpesbue» 1933 r.
noao6HO CKMMCKOMY BCaAHWMKY, 060pavmMBaeTCca «IUMLOM
Ha3az», M PeTPOCNEKTUBHO BUAMT KaK HECYTCA XYAOXHUKM
BPeMEH aBaHrapja «HaBCcTpeuvy 3anagy, nognvMpaemble
BocTokom». U cpeam 3aiMTbIX «OCNENUTE/IbHbIM CBETOM Mpau-
CTOPUM aTaBMCTUYECKMX NJIACTOB> Mbl BNipaBe YBMAETb NIACT
HaLMOHAJIHOrO A3blKa N1ACTUYECKOro MCKyccTBa. Yepes
BMUTbIBAHWME MECTHbIX BOCTOYHbIX (DOPM, Yepes 3aMMCTBO-
BaHMe 1 0CBOEHME HaLMOHAJIbHBIX a3MaTCKMX CTUJIEN, Yepes
NpUCBOEHME HOBOWM 06Pa3HOM TEPPUTOPUM, XYAOKHUYECKUM
nyTb BO3BpaLLan NyTelweCcTBEHHMKA K HaLMOHaIbHOMY cozep-
¥KaHMI0 UCKYCCTBA, BblPaXX€HHOMY MOCPEeACTBOM MHbIX, He
NoBeCTBOBATE/IbHbIX COCTABAIOLIMX.

«Xanabl-6anabl! MNoegem B AnMma-Aty, rae xoaat aoau
C M3IOMHbIMM [/1a3aMM, FAe XOAUT NepC C ra1asamu Kak aunu-
HUUA, rAe XoAuT capT C 6apaHbMMM F1asamu»> — AUCTPO-
bUYHBIM MUpak ceBepsAHMHa Ocuna MaHaenblwTama nepea
rpAAYLWMM M306MIMEM COTHEYHOTO Kpas, B r/la3ax obutatenein
KOTOPOro OTpaXaeTcs BCe HEMbICIMMOE, CbITHOE, BKYCHOE,
HegocTynHoe. o104 No3Ta, KOTOPbIM BE3e — HEe MECTHbIN,
ob6sieKaeTCcA B AMKOE C/IOBECHOE MACO: «A — KMTael,, MeHA
HWUKTO HE NOHMMAeT>.

MyTb «Ha BoCcTOK» — cnoco6 1 NoBog BEpHYTbCA. 3a4acTyo
npesCcTaB/iEHME O KeNlaeMOM NMpeameTe 06/1aZjaHNA MHOTOo-
KPATHO NPeBOCXOAMT cam npeaMeT. Tak, HuKkonan Pepux Kak
MCKaTesib, OKasascs KpynHee Mckomoi LLlambasibl, KOTopyto
HEBO3MOXKHO 6b1/10 06HAPYXWUTb B FOPHMX BbICAX.

«Korga Tbl CTOMLWb OAMH Ha MYCTOM MNJIOCKOropbe,
nog / 6e340HHBIM Kynosiom Asuu, B Ybel CUHEBE NMUIOT / UK
aHren pasBoAMT M3peaKa CBOM KpaxMman; / Korja Tbl HEBOJIbHO
B3JparnBaellb, YyBCTBYA, KaK Tbl Man, / MOMHW: NPOCTPaH-
CTBO, KOTOPOMY Ka*K€TCA HUYEro / He HY)HO, Ha CaMOM
Jene HyXJaeTca CM/IbHO BO / B3rnsje CO CTOPOHbI, B KpUTe-
pumn nycToTbl. / U COCNYXUTb 3TY CNY>KOY CNOCOGEH TOJIbKO
Thl»®.

B Poccuu Bcerga HEO6bIYAaMHO BaXKHbIM 6bljI0 COPUEHTH-
poBaTbCsA, TO €CTb, JOC/IOBHO — OMPeAeInTb CTOPOHY, rae
HaxoamTcs BocTok.

«Llapb Hu1kona# |, nocetnswmi Xapbkos B 1830 roay,
ocMaTpuBan YyHMBEPCUMTETCKOe 3aaHue. OCTaHOBUBLLMCH
nepej BHyLIMTE/IbHbIM (hacafioM, OH HEOXMAAHHO CKa3as:
“B BalleM YHMBepCUTETE C/MLLKOM MHOIO OKOH Ha 3amaj”.
“Balue BeIMYEeCTBO, — MOC/Ie40BaJ1 TOPOM/IMBLIM OTBET, — 3TO
danblumBble OKHA”»10,

M A, nuwa 3T1 cTpoku B MeTepbypre, oCBELLEHHbIN
CO/IHLIEM M3 OKHa Ha 3amaj, CMOTPIO TyJa e, B CTOPOHY
A3nu, rae HaxoauTCA Moe AeTCTBO M MoA PoauHa — «3Be3ga
BocToka».

8 K. C. MeTpoB-BoakuH, Mucbma. Cmamsbu. BbicmynieHus.
Aokymenms! (Mocksa, 1991), c. 123.

 U. bpoackun, HazudaHue.

10 B. FpuropoBuy, *KypHan uzAawHbIx uckyccms (1825),

i, c. 77. Unt. no: JxoH 3. boynt, XyOoKHUKU pyccKoz2o
meampa. 1880—1930 (Mocksa, 1990), c. 9.

UnnocTpaumm:

Mnn. 1. Anekcanap CapgaH, «MWUKpoAMHaMMKa NPOCTPaHCTBA>.
24x34,2 cm. bymara, ryawwb. FoCyAapCTBEHHbIM My3€eM MC-
Kyccts Kapakannakctana um. M. Casuukoro. C ato6e3Horo
paspeLueHuns Myses.

Mnn. 2. Mnxamn MaTioWwKKH, «/lBUXKEHME LiBETa B MPOCTPAHCTBE>.
124x168 cM. 1917/1918 r. Xonct macsio. FocyaapcTBEHHbIN
Pycckuit Myseit. C tlo6e3HOro paspeLieHms Myses.

Mnn. 3. bapxart WwenkoBbli. byxapckui amupart, byxapa, nocieaHss
yetBepTb XIX B. MAD PAH, Ne2918-19.

the western, tradition. “Artists [...] should be collectors of
the person on earth, and unite all the beauty of an under-
standing of the world which is divided among peoples and
countries”.

In the “One and a Half-Eyed Archer” of 1933, Benedikt
Livshits, like the Scythian horseman, turns his “face back”
and sees in retrospect how artists of the Avant-garde rush
back “towards the West, supported by the East”. And among
“the prehistory of atavistic layers bathed in blinding light”
we can rightly see the layer of the national language of
plastic art. Through the absorption of local eastern forms,
through the borrowing and mastery of national Asian styles,
through the acquisition of a new territory of images, the
artistic path has returned the artist to the national contents
of art, expressed by means of other, non-narrative compo-
nents.

“Khaldy-baldy! Let’s go to Alma-Ata, where the people
have raisin eyes, where Persians have eyes like omelettes,
where sarts have eyes like lambs”, the dystrophic mirage of
the northerner Osip Mandelstam before the coming abun-
dance of the sunny country, in the eyes of the inhabitants of
which is reflected everything inconceivable, filling, delicious
and inaccessible. The hunger of the poet, who is a stranger
everywhere, turns into wild verbal meat: “I’m Chinese, no
one understands me”.

The path “to the East” is a means and a reason to return.
Frequently, the idea of possessing the desired object sur-
passes the object itself by many times. Nikolai Rerikh, as an
explorer, proved greater than the sought-after Shambala,
which was impossible to find in the mountain heights.

“When you stand on an empty stony plateau alone / un-
der the fathomless dome of Asia, in whose blueness an
airplane / or angel sometimes whips up its starch or
star — / when you shudder at how infinitesimally small
you are, / remember: space that appears to need nothing
does / crave, as a matter of fact, an outside gaze, / a cri-
terion of emptiness — of its depth and scope. / And it’s only
you who can do the job™°.

In Russia, orientation has always been extremely
important, which literally means to determine where the
East lies.

“Tsar Nicholas I, on a visit to Kharkov in 1830, examined
the university building. Stopping before the internal facade,
he unexpectedly said: ‘Your university has too many windows
facing west’. ‘Your majesty’, came the hurried reply, ‘they
are false windows’”1°.

And |, writing these lines in Petersburg, illuminated by the
sun from a window to the west, look there, to Asia, where
my childhood and homeland lie, “the star of the East”.

8 K. S. Petrov-Vodkin, Letters. Articles. Speeches.
Documents (Moscow, 1991), p. 123.

% |. Brodsky, Admonition.

10V, Grigorovich, Journal of Fine Arts (1825), i,
p. 77. Quoted from: John E. Bolt, Artists of the
Russian Theatre. 1880—1930 (Moscow, 1990), p. 9.
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Illustrations:

Fig. 1. Alexander Sardan, “Microdynamics of Space”. 24x34.2 cm.
Paper, gouache. The Savitsky Karakalpakstan State Art Mu-
seum. Courtesy of the Museum.

Fig. 2. Mikhail Matyshkin, “Motion of Light in Space”. 124x168 cm.
1917/1918. Qil on canvas. State Russian Museum. Courtesy of
the Museum.

Fig. 3. Silk velvet. Bukhara Emirate, Bukhara. Last quarter of the
19t century. MAE RAS, No. 2918-19.
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Elmira Ahmedova

Two Roses Redden on One Stem

[PE3LI O

PYCCKMVI ABAHTAPA V1 LIEAKA BYXAPLI

BOZOKE

SnbMupa AxMeaosa
137

...«/lBa COMHLA BCXOAAT HA OZHOM 3em/e,
JlBe po3bl pAetoT Ha ogHOM cTebe.

B eamMHOM Tene ABe AyluM COLLIUCH,

B rnasy eamMHom ABa 3payka 3aXr/mchb.

Jyx nnoTblo CTan U AyxoM cTana naotb,
EamHol caenan asomctBeHHOCTb Focnoap»...
Anvwep HaBoun

ABaHrapa B McKyccTBe... Hag pasragkoi atoro deHomeHa
6beTCs He OAHO MOKOJIEHUE XYAOKHMKOB, MCKYCCTBOBE/OB,
KyNbTyposioroB. Ho M cerogHs, noxanyi, Takxe TpyAHO
«MaTep1ann3oBaTh>» 3TOT YCKO/Ib3aloLWMM 06BEKT, KaK 1 Toraa,
KOr/a aBaHrapj /Mlib 3apoXAasncs. 34ecb, 6e3yC/I0BHO, eCTb
CBOM OTKPbITUA, OAHAKO M Ha/IMYME NNOAOTBOPHBIX AOrajokK,
KanuTasbHbIX MAEN HE CHWUXKAeT 0CO60M OCTPOTbI, NOJEMMUY-
HOCTH, C KOTOPbIMM MOCTOSIHHO COMPOBOXAAETCA 06CYKAEHME
npo6eMaTHKn «aBaHrapaa».

Ye B CaMOM Ha3BaHWWM BbICTABOYHOro npoeKkTta «[pesbl
0 BocToke. Pycckui aBaHrapg v wenka byxapbl» 3asaBneHa
npo6aema, KoTopas 0 CUX Mop «BuTana B Bo3ayxe». Llenb
npoeKTa — 06paTUTLCA K MPaKTUKE PYCCKOro aBaHrapa 1 Ha
«}MBbIX> NPUMEPaX, CKOpee, IMNUPUYECKM, HEXKENU OTBIIe-
YEHHO-JIOTMYECKMU MOCTUYbL B/IMAHWE (POPM, OTPaXKeHHbIX
B CpefiHeasmnaTCKMX TKaHAX, X 06pa30B M1 KoJIopuTa Ha 3CTe-
TUKY pycckoro aBaHrapaa. CnoxHas 3agadya — oTo6pasuTb
M NpeAbABUTb 3pUTENIO0 TO, YTO CYLLECTBOBAJIO JIMLUb B «/1a60-
paTopum>» XyAOXKHWKA B TOT MOMEHT, KOrAa OH UHTYUTUBHO
«BOCCO3/}aBasi» MMp BocToKa. ABaHrapg no-cBoemy «OTKpbl/1»
3TOT YyZEeCHbIM MMUP. Mbl e NbITaeMCA NOCTUYb Ty «3aBUCH-
MOCTb», KOTOpas CBfi3aHa C CaMOM MPUPOAON NNACTUHECKMX
KaTeropui. Mo HawemMy MHEHMIO HET HEOGXOAMMOCTU UCKaTb
«NPAMOM» U «(DOPManbHOM» 3aBUCMMOCTM MEXKAY CTOJb
TUMNONOMMYECKM HECXOXMMU (heHOMEeHamM McKyccTea. Hazo
nomnbITaTbCA MOHATb MX CBA3b B KAYECTBE B3aMMO3aBMCHMMbIX
AIBNIEHUIM €MHOro NpoLecca pasBUTUA MUPOBOM Ky/IbTypbl.
MoHATHO, 4TO 6b1J10 Gbl MPUHLMNMANBHO HEBEPHO CBOAUTD
CYLIHOCTHbIE XY/J0}eCTBEHHblE MHTEPEChl MacTEPOB PYCCKOro
aBaHrapZa K Hacsieamio HapogoB CpegHert Asuu. Mpousse-
[leHUA aBaHrapAMCTOB OT/IMHAIOTCA BbICOKMM YPOBHEM (uio-
cocbckoro 0606LleHMA. HayaB ¢ NOMCKOB «BE/IMKOM AyXOB-
HOCTU> M CYBIMMALMM XYL OXKECTBEHHbIX (DOPM A0 YMCTOM
CTPYKTYPbl, OHU «MPULLIN> K UAE0I0TMU TaK Ha3blBaEMbIX
«MPOU3BOLACTBEHHUKOB>.

MpucTynas K aHanM3y B/MAHUA CPeAHEea3’MaTCKMX TKaHeM
Ha TBOPYECTBO aBaHrapAMCTOB, MCC/eAoBaTe/lb 3a4acTyio
BbIHY»/IE€H BECTU B CYLUHOCTH «PaCKOAMPOBaHME» KOHLEH-
TPUPOBaHHbIX CTPYKTYP 3TUX ABYX (DEHOMEHOB, BbIABAATb
3bI6KME aCCOUMATMBHbIE CBA3M. 34E€Ch BaXKHO NP BCEM Kaxky-
LeMca cMenocTu runotes (6e3 Yero, Npy U3yYeHUM LMPOKOro
CreKTpa BONpOoCOB aBaHrapAa, 060MTUCb HEBO3MOXKHO) He
ynycKaTb U3 BUAY O6LLEro HanpaB/iEHWUS JyXOBHO-XYZAOXe-
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[1Be po3bl pAeloT Ha OAHOM cTebne

CTBEHHbIX MOMCKOB XYZAOXKHUKOB, UX ABUNKEHMS K AeATeslb-
HOCTM, NPEXAE BCEro KOHLENTYalbHOM.

JaHHas npo6iema MoOXKeT 6blTb pacCMOTPeHa Ha AByX
ypoBHAx. Ha oaHOM, 6osiee rny6oKoM, Mbl 06HapyKMBaeM
(byHAAMEHTa/IbHYI0 JBOMCTBEHHOCTb Kak aBaHrapAHOro MCKYC-
CTBa, TaK M abCTPaKTHOro 3HaKa B TeKcTMne BocToka. 3aech
MOHO FrOBOPUTb KaK O BblABIEHWUM CNeLndUIECKMX KavecTB
U306pa3nTeIbHO-BbIPa3UTE/IbHBIX HOCMTENEN (MJI0CKOCT-
HOCTHOCTb, OPHaMEHTa/IbHOCTb, pacnpefeneHne KpacouHbIX
Macc), TaK M 06 31eMeHTax CBOEro poaa BM3yasibHOM heHo-
MEHO0MUM, BbISBASAIOWMI PyHAAMEHTa/IbHblE NapaMeTpbl
3K3UCTEHLUMaNbHOrO onbiTa. C 3TOM TOYKM 3pEHUA UCTOPUS
aBaHrapZiHoro MCKyccTBa M MCTOPUA BOCTOYHOIO TEKCTU/IA
(B HaweMm criyyae — cpefjHea3naTCKoro), MOXeT 6biTb pac-
CMOTPEHa KaK UCTOPUA AMAaNIEKTUHECKOrO B3aMMOAENCTBUSA
3TUX Havaa. Ha apyrom ke, 60/s1ee NOBEPXHOCTHOM, «aK-
TorpauyecKom» ypoBHE MOXKHO OTMETWUTb, YTO B paboTax
B. KaHauHckoro, A. PogyeHko, A. dkcTep, Jl. Monosoi
W ApYruX aBaHrapAMcToB «NepBOM BOJHbl» 06HApPYKMBaeTCA
CTpeM/IeHMe «KOMNEeHCMPOoBaTb» HeJ0CTaTOK CloXeTa XMUBO-
MUCHO-NIACTUHECKMMM XapaKTepPUCTUKaMK.

...“Two suns rise on one earth,

Two roses redden on one stem.

In one body two souls met,

In one eye two pupils lit up.

The spirit became flesh and the flesh became spirit,
The Lord made duality one”...

Alisher Navoi

Avant-garde in art... Several generations of artists, art his-
torians and cultural historians have tried to understand this
phenomenon. But today, perhaps, it is just as difficult to
give material form to this elusive object as it was when
the avant-garde had only just come into being. There are
undoubtedly discoveries here, but fruitful guesses and capital
ideas do not reduce the special poignancy and polemics which
constantly accompany discussions of the “avant-garde”.

The very name of the exhibition project “Dreams of the East.
The Russian Avant-garde and the Silk of Bukhara” announces
a problem which is still “hanging in the air”. The goal of the
project is to turn to the practice of the Russian avant-garde
and use “live” examples, more empirical than abstract and
logical, to understand the influence of forms reflected in

Central Asian fabrics, their images and colourings, on the
aesthetic of the Russian avant-garde. It is a complex task
to depict and present to the viewer what only existed in
the artist’s “laboratory” at the moment when he intuitively
“recreated” the world of the East. In its own way, the
avant-garde “opened up” this miraculous world. We will try
to understand this “dependence”, which is connected with
the very nature of plastic categories. In our opinion, it is not
necessary to search for “direct” and “formal” dependence
between such typologically dissimilar phenomena of art.
One needs to try to understand their connection as inter-
dependent phenomena of a single process of development
of world culture. It is clear that it would be fundamentally
incorrect to reduce the essential artistic interests of masters
of the Russian avant-garde to the heritage of the peoples of
Central Asia. The works of the avant-garde are distinguished
by their high level of philosophical generalisation. Starting
with searches for “great spirituality” and the sublimation of
artistic forms to pure structure, they came to the ideology
as so-called “production workers”.

When analysing the influence of Central Asian fabrics on the
work of the avant-garde artists, the researcher must fre-
quently “decode” the concentrated structures of these two
phenomena, and reveal the loose associative links. Here it
is important, with all the seemingly boldness of the hypoth-
eses (without which it is impossible to study a wide range of
avant-garde issues), not to lose sight of the general direction
of spiritual and artistic searches of artists, their movement
toward activity which is above all conceptual.

This problem may be examined on two levels. On one level,
a deeper one, we discover the fundamental duality of both
avant-garde art and the abstract sign in the textiles of the
East. Here one can talk of revealing a specific quality of
expressive mediums (planality, ornamentality, distribution
of coloured masses), and elements of a kind of visual phe-
nomenology, which reveals the fundamental parameters of
the existential experience. From this viewpoint, the history
of avant-garde art and the history of eastern textiles (in
our case — Central Asian), can be regarded as the history
of dialectic interaction of these principles. On the other,
more superficial, “factual” level, one may note that in the
works of V. Kandinsky, A. Rodchenko, A. Exter, L. Popova and
other avant-garde artists of the “first wave”, one finds the
aspiration to “compensate” for the lack of subject with char-
acteristics of colour and form.

At the beginning of the 20th century, there was an active
search for ways to renew the expressive means of art.
The discovery of such a unique phenomenon as Central
Asian fabrics could not go unnoticed by artists. Interest
in Central Asian fabrics developed in an atmosphere
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B Hauane XX BeKa BeAeTcA HanpsaxKeHHbIM MOMCK NyTer 06HOB-
JIEHMA M306pasmTesIbHbIX CPeAcTB MCKyccTBa. OTKpbITME
CTO/Ib YHMKA/IbHOTO AIBJIEHMSA, KaK CpeAHeasnaTCkue TKaHu,
He MOr/10 OCTaTbCA He3aMeYeHHbIM XYAOXKHMKamMn. MHTepec
K CpeAHeasnaTCKMM TKaHAM pa3BuBasicA Ha oHe Bceobluero
yBneyeHusa B EBpone u Poccum BOCTOYHbIM CTUIEeM. MHorme
XYAOXHWKM COBEpLUAOT NaloMHMYyecTBo Ha Boctok. Ho,
€C/IM AN EBPONEMCKUX XYAOXKHMKOB BoCcTOK — 31O Ankump,
Mapokko, Erunert, ManectmHa, To Aas UX POCCUMCKUX Koler
B nepsyto ovepeab — CpeaHAa AsumA. MHTepec pyccKmx
XYZOXHUKOB K BOCTOKY 6bl/1 KOHCTAHTHBIM MCTOPUYECKM U MO
CYTU BCEO6EMITIOLLMM, OCHOBAHHbIM Ha TPaAULIMOHHOM «BCe-
MUPHOM OT3bIBYMBOCTU>, CMIOCOBHOCTU «3aropaTbCs YyKMM
CBETOM», BMMUTbIBATb KPACOTY «4Y}KOM» KYJIbTypbl, NepeBO-
NOWATbCSA M OCTaBaTbCS CAMMM COGOM.

Ewe B KoHue XIX Beka Bcneg 3a 3THorpacdamm M nucarte-
JIIMK, No6biBann B CpesHen Asum xyaoxHUKK B. BepelaruH,
P. 3ommep, C. AyauH, /1. Byps 1 MHorue gpyrue. 3HaKOMCTBO
C TPAAMLMOHHBIM BbITOM, YHMKA/IbHOM Ky/IbTYPOM HE MOFJI0 He
BbI3BaTb MHTEPECA M Y CaMOM LUIMPOKOM MYGIMKM. B YacTHbIX
COGPaHMAX U My3€esX MOSABAAITCA KOJIIEKLMM NPOU3BEAEHNH
TPaAMLMOHHOro McKyccTBa BocToka. Kak npaBuiio, xyaox-
HMKW NepeAaBanu B CBOMX NPOM3BEAEHMAX obLuee oLLyLieHne
BocToKa c ero putMamm, CAMTHOCTbIO JIOAEN C NPUPOLOM,
APKOCTBIO KPACoK M apom cosiHua. U Bcerga ux npurarneana
3K30TMKa, cneumduieckre 0Co6eHHOCTU CpeaHeasnaTcKoro
yKaja XM3HM. Huuero aToro HeT B KapTMHaX XyZOXHMKOB
pyccKoro aBaHrapaa.

CNOXHOCTb M HEOZHO3HAYHOCTb TBOPYECTBA PYCCKMX aBaH-
rapamcToB onpeaenss, C O4HOM CTOPOHbI, — XO4 UCTOpUYE-
CKOro pasBUTMA — KPYLUEHWE CTaporo Mmpa, CouuasibHble U
MAeoI0rMYecKne 3aaum HoBOro O6LLECTBA, C APYroi CTo-
POHbI, — NOPbIBbI XYJOXHMKOB B HEM3BECTHOE, NMOCTOAHHOE
SKCNEPUMEHTATOPCTBO, MOMCKM BCEIEHCKOTO A3blKa, «4MC/I0-
BOro KoAa» K MCTOPUYECKOMY ABUX¥KEHMI0 Mmpa. Mo Bbipaxke-
Huio K. ManeBnya «KOHCTPYyMpYyeTCsA cMCTEMA BO BPEMEHU U
NpOCTPaHCTBE, He 3aBMCA HM OT KaKMX 3CTETUYECKMX KPacoT,
nepeXmBaHui, HaCTPOEHUM, CKopee ABnseTcs huI0codCKoM
LIBETOBOM CMCTEMOM peasiu3aLmu HOBbIX AOCTUMKEHUM...»L.

XyzoxectBeHHoe Hacneaue CpeaHen A3mMu caMobbiTHO
M YHWUKaNbHO. Ha NpoTaXeHMM MHOTMX BEKOB Ky/IbTypa Hapo-
[I0B JaHHOr0 perMoHa passuBanach B pycse uciama. B ceasu
C 3TUM B UCKYCCTBE YTBEPXKAANOCh /1IAaBEHCTBO AyXa Haj
TEJIOM, BEYHOIO HaJi MTHOBEHHbIM, OTB/IEYEHHOIO HaJ, KOH-
KPEeTHbIM, OTKa3 OT TPaAMLMOHHbIX CPEACTB Bblpa3nTe/IbHO-
CTH, Omopa Ha NpUHLUMNbI aHMKOHM3Ma. OTcioga oTpuLaHue
KOHKpETHO-M306pa3unTesibHbiX (hopm, abCTparMpoBaHue oT
peasibHOro B MOMCKaX BbICLIEN UCTUHBI U FAPMOHWM, Npea-
noYTeHne OpHaMEHTY (reOMeTPUYECKOMY, PacTUTENIbHOMY,
anurpacdU4eCcKoMy), NOBbILWEHHbIM MHTEPEC K LBETY KaK
60/1€e OTB/IEYEHHOM KaTeropun. 3Ta opMeHTaLUMA MAET OT
NMOHMMaHUsA bora, KOTOpbIM B MC/IAME MbIC/IMACA KaK abCTpak-
LmMA, YACTaa JyXOBHOCTb M HE MMEET KOHKPETHbIX YenoBeye-
CKMX YepT. [03TOMy U TBOPYECKasA NCUXOJIOrMA XYAO0XKHMKOB
MyCy/IbMaHCKOro BocToka 6bls1a Hanpas/ieHa Ha BOCCO3AaHWe
abCTpaKTHbIX, MAeasbHbIX, a HE peasibHbIX popM. «Mcnam
B3f/1 HA BOOPYXEHWE MHble HEU306pasuTesibHble, NPUEMbI
MCKYCCTBa, NOCKOJIbKY eMy 6/IMxKe uaes Hem3o6pa3MMoCcTm
60ecTBa M NO3HaHWUA €ro OTB/IEYEHHbIMU KaTeropuamMmu»2,
M306pasnTenbHble U BblpasuTesibHble cpeacTBa — hopMa M
LIBET — CTaJ/IM OCHOBHbIMU «KayecTBaMM» UCKyccTBa CpeaHen

1 K. Manesuy, Kamanoe X [ocydapcmaeHHol 8bicmasKu.
«becnpedmemHoe mgop4ecmso u cynpemamu3sm»
(Mocksa, 1919), c. 22.

2 3. TMonb, Juanoe Kyibmyp 8 uckyccmae Y36ekucmana.
AHmuYyHocmb u cpedHesekosbe (TalwkeHT, 2005), c. 101.

A3nn. TaknMm 06pa3oM, co3AaeTca ocobas CUCTeMa YCIOBHO-
CTW B UCKYCCTBE, rAe NpeAMETbl peasibHoro M1pa Bce 6onee
TPaHC(HOPMMUPYIOTCA B OPHAMEHT, Ha TKaHAX «pacTUTE/Ib-
Hble OpPHaMEHTbl MOCTENEHHO TEPAIOT CBOWM 6oN1ee UAM MEHee
peasIMCTUHECKUIA XapaKTEP M NMEePEPOKAAIOTCA B YC/IOBHbIE
M CTMAM30BaHHble POpMbI. Jlaxe APEBO XM3HM U KEePTBEH-
HMK OTHA Y MYCYyJ/IbMaH MOCTENeHHO NpeBpaLLaloTCsa B OTBJIE-
YeHHble Y30pbl, B KOTOPbIX /LWL C TPYAOM MOXHO OTrajatb
nepBuYHyto popMy»3. 34ecb He MOr/10 6blTb MTaBHOrO 06b-
€KTa — YesioBeKa.

«TEeKCTU/IbHbINM> MaTepua JaeT BO3MOXKHOCTb MaKCH-
MaJIbHO MOJIHO NPOC/IeANTb NPOMCXOAALLME B KY/IbTYpe Mpo-
Leccol. FeomeTpuyeckne hopmbl, OPHAMEHT, Kaaurpadums,
y30pbl MPeACTaBAAT 3alumndpoBaHHble 06pasbl. B McKyccTBe
aBaHrapja «@opme» 0TBOAMIACH Ta e POJib, YTO U B UCKYC-
CTBe MC/ama (B NEPBOM Cayyae — «KOHLEenTyasbHas», a BO
BTOPOM — «60XeCcTBEHHasA») MOXHO roBOpMTb O € AUHbIX HOP-
Max 3CTETUYECKMX NPEeACTaBIEHUM, 06 naeanuaummn Hopm,
MCTOKM KOTOPOM — B aBCTPaKTHOM MPEeACTaB/IEHUM O MUPE.
To, 4TO BXOAMJIO B XyAOXKECTBEHHYIO NMPOrpamMmy KOHCTPYK-
TUBM3MA, GblJI0O MCKOHHO CBOMCTBEHHO CpPeAHEa3UaTCKOMY
TPaAMLMOHHOMY MCKYCCTBY. MpocTeiLne reoMeTpuieckme
PUCYHKM 6eKacob0B Ha xanaTax MECTHBIX KUTE/IEeN CO3BYYHbI
noucKkam Kybumsma m abeTpaKkLmMoHM3Ma.

LllenkoBble, nosyLwenKkoBbie abpoBble M aipacoBble TKaHM,
ApKaa HauMoHaNbHaA ofeXAa, BbIWMBKA, KOBPbI C UX YAU-
BMTE/IbHbIM KOJIOPUTOM M y30paMM NO JOCTOUHCTBY MOT /M
OLEHUTb TOJIbKO XYAOXHUKMU. «B TKaHAX 60sblue BocToKa, Yem
B poTorpacmyeckmx M3obpaxeHusax, M6o, co3gaBas TKaHu,
XYZOXHWUK BOCMPOM3BOAMT (BUAWT) MMP B €r0 CYLLECTBEHHbIX
0cobeHHoCTsAX», — Nucan AnekcaHap BosikoB, XyA0XKHMK, Ybe
TBOPYECTBO HEPA3PbIBHO CBA3AHO C aBaHrapAom®.

3TH «CyLECTBEHHbIE 0COGEHHOCTM> MOPOXKAEHbBI CAMOM
npupogon CpegHer Asmu. MNepeHacbIWeHHOCTb COMHLEM,
KOHTPaCTHOCTb CBETOTEHEW, 3HOMHOE MApPEBO; MUPAXKHOCTb,
KorJa BeCb MMP NpeBpaLLaeTcs B TEKyUYMeE LiBETHbIE MOJOCHI;
«MOPLYMHUCTOCTb> 6apXaHOB — OFPOMHbIX MeCYaHbIX Mpo-
CTPAHCTB NYCTbIHW — BCE 3TO 3pMTe/IbHbIE OLLYLEHNA BOC-
npuATUA npmpoabl B CpeaHeln Asun. ECTeCTBEHHO, YTO 3TO
MoJlyYM/I0 OTPaXKEHME B CO34aHNM KOJIOPUCTUHECKUX U Feo-
METPUYECKMX (DOPM TKAHEM, KOBPOB. Y30p M3 LBETHBIX M0JI0C
B TPAAMLMOHHBIX TKaHAX (as1a4a v 6ekacab) — oauH U3 CaMblX
M3n061eHHBIX MOTUBOB Ha BocToke. MacTepa ncnosb3ytot B
’KMBOMUCHOM CTPYKTYpe TKaHW MOJIOChI LUIMPOKME U Y3KME,
BMOPUpYIOLLME, Jly4eobpasHble, Cn1paieBUAHble, Napai-
NenbHble M Ny4yKkoobpasHble. B 6e3B0OpcoBbIX M 6apXaTHbIX
TKaHAX MacTepa COYeTaloT LBETHbIE NOJIOChl C FEOMETPU-
YeCKMMM y30paMKu — TpeyrosibHMKaMM, Kpyramu, poMbamu,
3ursaramu, po3eTkamu, 3ses3goukamu. Bce cnocobel nocTpo-
€HMA OpHameHTa, BCe BapMaHTbl OPHaMEHTaJIbHbIX 3HAaKOB
6bl/IM NOAYMHEHDI JEKOPATUBHOMY €MHCTBY KOMMO3MLUK
B Le/oM. B opHaMeHTasIbHOM pUCYHKe CyLecTBOBain (hOpMbl
YCNOBHblE, CUMBOJIMMECKUE, reoMeTpmyeckue. «Obpas»
B OPHaMeHTe pa3BMBaeTCA OT KOHKPETHO-U306pa3nTe/IbHOro
K abcTpakTHOMY. KosopuT opHameHTa, ero 3almdpoBaHHble
06pasbl, reoMeTpUYeCckMe HauepTaHMsa, BCerga HamnoaHA-
JIUCb peasibHbIM CoAepXKaHUeM. XYZOXHMKM M3 MOKONEHUA
B MOKOJIEHWME BOCMMUTAHHbIE HAa 3TOM CUMCTEME, MPEKpacHO
Hay4MnUCb BblpaXkaTb OPHAMEHTasIbHbIMK M KOJIOPUCTUYE-
CKMMM CpeAcTBamMu 6oraTblii MUP NPeACTaBlIEHUM, MbICIEN
M 4yyBCTB. M306pa3nTesibHas cuia BOCTOYHOrO OpHaMeHTa

3 H. CoboneB, OyepKu No UCMOPUU YKpAWeHUSA
mkaHel (MockBa—/lennHrpag, 1934), c. 122.

4 M. 3emckasn, AnekcaHop Boskos (Macmep
«paHamogol 4atixoHbi») (MockBa, 1975), c. 14.

of general interest in eastern style in Europe and Russia.
Many artists made pilgrimages to the East. But if for Euro-
pean artists the East meant Algeria, Morocco, Egypt and
Palestine, for their Russian colleagues it primarily meant
Central Asia. The interest of Russian artists in the East was
historically constant and comprehensive, based on a tradi-
tional “universal responsiveness”, the ability to “burn with
someone else’s fire”, and soak up the beauty of an “alien”
culture, to be transformed and remain oneself.

At the end of the 19th century, following ethnographers
and writers, the artists V. Vereshchagin, R. Zommer, S. Dudin
and L. Bure and many others visited Central Asia. Their
acquaintance with the traditional life and the unique culture
could not help but draw interest from the widest public. In
private collections and museums, collections of works of the
traditional art of the East appeared. Usually, in their works
the artists gave a general impression of the East and its
rhythms, the unity of people with nature, the brightness of
colours and the heat of the sun. And they were always drawn
by the exotic, the special features of the Central Asian way
of life. There is nothing of this in the paintings of artists of
the Russian avant-garde.

The complexity and ambiguity of the work of Russian
avant-garde artists determined on the one hand the course
of historical development — the collapse of the old world,
the social and ideological tasks of the new society, and on the
other hand, the breakthroughs of artists into the unknown,
the constant experimentation, the searches for a universal
language, a “numerical code” to the historical movement
of the world. As K. Malevich said “a system is constructed
in time and space, not depending on any aesthetic beauty,
feelings or moods, and is rather a philosophical colour system
of the realisation of new achievements...”?.

The artistic heritage of Central Asia is unique. Over many
centuries, the culture of peoples of this region developed
following the belief of Islam. In connecting with this, the
supremacy of the spirit over the body was confirmed in art,
the eternal over the momentary, the abstract over the spe-
cific, a rejection of traditional means of expression, a reli-
ance on principles of anikonism. This is where the rejection
of specific graphic forms comes from, an abstraction from the
real in a search for higher truth and harmony, a preference
for the ornament (geometrical, vegetable, epigraphical), a
heightened interest in colour as a more abstract category.
This orientation comes from an understanding of God, who
in Islam is though of as an abstraction, pure spirituality
which does not have specific human features. So the crea-
tive psychology of artists of the Muslim East was directed to
creating abstract and ideal, not real forms. “Islam armed
itself with other non-depictive methods of art, as it feels
closer to the idea that the divinity cannot be represented
and that he should be understood by abstract categories”?.
Expressive means — form and colour — became the main
“qualities” of the art of Central Asia. Thus, a special system
of conditionality in art was created, where the items of the
real world are increasingly transformed into ornaments. On
fabrics, “the vegetative ornaments gradually lose their more
or less realistic nature and are reborn into conditional and
stylised forms. Even the tree of life and the altar of fire for
Muslims gradually turn into abstract patterns, where one can

1 K. Malevich, Catalogue of the 10th State Exhibition.
“Non-Figurative Art and Suprematism” (Moscow, 1919), p. 22.

2 E. Gyul, Dialogue of Cultures in the Art of Uzbekistan.
Antiquity and the Middle Ages (Tashkent, 2005), p. 101.

3 N. Sobolev, Sketches on the History of Fabric Decoration
(Moscow—Leningrad, 1934), p. 122.
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only distinguish the original form with difficulty”®. The main
object — the person — could not be present here.

“Textile” material makes it possible to trace processes
taking place in culture to the maximum extent. Geometric
forms, ornaments, calligraphy and patterns present encrypted
images. In the art of the avant-garde, the “form” is given the
same role as in the art of Islam (in the first case, “concep-
tual”, and in the second “divine”). One can talk of common
norms of aesthetic concepts, of an idealisation of forms,
which have their sources in an abstract concept of the world.
What made up the artistic programme of constructivism
had long been inherent to Central Asian traditional art. The
simple geometric patterns of bekasobs on the robes of local
inhabitants are in harmony with the searches of cubism and
abstractionism.

The silk and semi-silk abr and adras fabrics, the bright
national costumes, the embroidery, rugs with their amazing
colours and pattern can only properly be valued by artists.
“The fabrics have more of the East in them than photographic
depictions, for, when creating fabrics, the artist renders
(sees) the world in its essential features,” wrote Alexander
Volkov, an artist whose work is inseparably linked with the
avant-garde®.

These “essential feature” were engendered by the nature
of Central Asia itself. The hot sun, the contrast of light and
shade, the sultry haze; the mirages, when the entire world
turns into fluctuating bands of colour; the wrinkled sand
dunes — the enormous sand areas of the desert — all these
are the visible impressions of the perception of nature in
Central Asia. It is natural that this received a reflection in
the creation of coloured and geometrical forms of fabrics
and rugs. The pattern of coloured stripes in traditional fab-
rics (alacha and bekasab) is one of the favourite motifs in
the East. Masters use wide and narrow trips in the artistic
structure, vibrating, ray-like, spiral-shaped, parallel and
tuft-shaped. In pileless and velvet fabrics, masters combine
colour stripes with geometric patterns — triangles, circles,
diamonds, zigzags, roses and stars. All these ways of con-
struction an ornament, all the variations of ornamental signs
were subordinated to the decorative unity of the composition
as a whole. In the ornamental drawing, there were condi-
tional, symbolic and geometric forms. The “image” in the
ornament develops from the specific and depictive to the
abstract. The colour of the ornament, its encoded images and
geometric patterns, were always filled with real contents.
Artists brought up from generation to generation on this
system learned excellently to express by ornamental and
colour means the rich world of concepts, thoughts and feel-
ings. The expressive power of the eastern ornament was on
the verge of creating a “picture” To “read” it today requires
enormous analytical work: discovering the contents of the
images, decoding the ornament, technique and methods:
solving the secrets of the composition, the colour. The abr
fabrics do not just amaze with their diversity and expressive-
ness of geometric forms, but with the amazing “vividness”
of patterns. The German ethnographer R. Karuts, who vis-
ited many countries of the world, wrote that “...not a single
people in the world provides more richness of colour, a more
subtle and expressive feeling of colour — no ethnographic
picture in the world — compared with the cities of Turkestan,
especially Bukhara®. The rich, bright tones, the contrasted

4 M. Zemskaya, Alexander Volkov (Master of the “Pomegranate
Chaikhona”) (Moscow, 1975), p. 14.
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6bl/1a Ha rPpaHn CO3AaHMA «KapTUHbI». [NA ee «NpodTeHnus»
CerofHA TpebyeTcA OrpoMHas aHa/JMTMYecKas paboTa: pac-
KpblTHe cofepaHWa 06pa3oB, paclumM@poBKa OpHaMeHTa,
TEXHUKM, NPUEMOB; pasrajblBaHWE TalH KOMMO3WULMM,
KosopuTa. B abpoBbIx TKaHAX MopaxkaeT He TOJIbKO pa3Ho-
obpasre U BblpasuTEIbHOCTb FEOMETPUYECKMX (DOPM, HO U
YAMBUTE/IbHAA «}KMBOMMCHOCTb>» Y30poB. HemeLKui sTHorpad
P. KapyTy, no6blBaBLLUMIiA BO MHOTMX CTPaHax MMpa nucas, Yto
«...60/blLEro 6oraTcTBa KPacoK He ABNAET HWU OAHa HapoAHas
}W3Hb B MMpPe, 60Jiee TOHKOro M Bblpa3MTe/IbHOro YyBCTBa
KOMIOpUTa — HUKaKaa 3THorpaduyeckaa KapTMHa 3€MHOro
Lapa no CpaBHEHMIO C ropoAamu TypKecTaHa, 0CO6eHHO
¢ byxapo/»5. HacblleHHble ApKMe TOHa, KOHTpacTHble coye-
TaHMA LBETOB, FrEOMETPUYECKME 0O6BEMDI, NIOCKME (POPMbI,
BblZBMHYTbI€ Ha MEPBbIM MJ1aH, — POAHAT LIE/IKOBblE TKaHM
C KOJIOPUCTMHECKMMM NOCTPOEHNAMM J1. TTonoBoM M A. IkcTep.
B 1x npon3BefeHMAX MOXHO HabawAaTb, YTO «HacToALMe
paboThbl ABASAIOTCA YacTbio 06LLEro njaHa onbITOB Haj LBe-
TOM, YaCTMYHO pa3peLLaoLLmM BONPOChbl B3aMMOOTHOLLEHMSA
LiBeTa, ero B3aMMHOr0 HanmpsAXeHUs, pUTMM3aLmm 1 nepexosa
K LBETOBOM KOHCTPYKLMM, OCHOBAHHOM Ha 3aKOHax Camoro
LBeTa»°. MHOroe 13 3TOro CO3BY4YHO KOJIOPUCTUHECKMM NPU-
€MaM, MCrosib3yeMbIM B CO3JaHMM TKaHeN. B camol TpakToBKe
niacTM4eckor opMbl, KOJIOPUTE, B OLLYLLIEHUM NPOCTPaH-
CTBa NPUCYTCTBYET HENOBTOPUMOE E€AMHCTBO, TaKMX PasHbIX
M HEMOXOXMX ABNEHUM MCKYCCTBA. «MHOrOYMTAEMOCTb>,
3aJ/10}KeHHas B OCHOBE TPaAMLMOHHOIo McKyccTBa CpeaHen
A31M 1 pycCKOro aBaHrapza, BO MHOrOM COAM¥KaeT 3T TUMO-
JIOTMYECKM Hecxoxme heHOMEHbI. XYJOXHMKM aBaHrapam-
CTbl YCTaHaB/IMBAIOT HOBbIM MOPAAOK B MCKYCCTBE: OTKa3 OT
MANOCTPATMBHOCTU, NOBECTBOBATE/IbHOCTM, MCUXO/IOrM3Ma,
4YTOObI YTBEPANTL CBOE MPEBOCXOACTBO (OTCIOA4a U TEPMUH —
«CynpemMaTu3m») Haj CTapoM MBomucblo. HoBoe MCKyccTBO
copMyIMPOBaJIO CBOU COBCTBEHHbIE 3aKOHbI, KOHLEHTPALMK
6ecnpeMETHOM KMBOMMCK B MaTepuase MU cneumudUIecKmnx
0COBEHHOCTAX Bblpa3uTesIbHbIX CPEACTB, Kak YncTas Gopma,
uBeT, pakTypa. DopmasibHble CpeACTBa — reoMeTpUYecKme
MJI0CKOCTM, LIBETOBbIE NATHA, AeMaTepuanM3aLms KUBOMMCHOM
NI0CKOCTM NPUBENIM MHOTMX XYAOXHUKOB PYCCKOro aBaHrapAa
K paboTe C TEKCTU/IEM, K 0CDOPM/IEHMIO MHTEPLEPOB, K CO3Aa-
HUIO «peasibHbIX» BElLeM. ABaHrapAHas *MBOMMUCb NepemMeLLa-
€TCA CO CTEH BbICTABOYHbIX 3a/10B U MAaCTEPCKUX XYAOXHUKOB
B HOBblE€ NPOCTPAHCTBA, rAe XMBOMMCb NpeBpaLlaeTca B
CaMOCTOATE/IbHbIM 06BEKT. Jlaxe 0BLEenpuHATOE Ha3BaHWe
6ecnpeMeTHON KapTuHbl — «Komnosuuusa» — npuobpeTtaeT
HECKOJ/IbKO MHOM CEMAHTUYECKUM OTTEHOK: pPeYb MAET YyKe
He CTOJ/IbKO 06 MccneaoBaHMKU hopMasibHbIX BO3MOXKHOCTEN,
CKOJIbKO O CBOGOAHOM MMMPOBM3aLMKU MO Ty CTOPOHY M30-
6pasnTeNbHOCTH.

Hapogbl, cBA3aHHblE O6LHOCTbI0 MCTOPUYECKMX CYaeb,
HO roBopsALME Ha pasHbiX A3blKax, MCMoBeAyioLMe pasHble
penurmuu, BApYr — B JaHHOM MPOEKTe — BHOBb 06peM JyXoB-
Hoe eMHCTBO, 3aroBOpPU/IN Ha 6/1M3KOM M306pasnUTe/IbHO-BbI-
pasuTesibHOM A3biKe. JIBe TaKMX, Kasasocb 6bl, AaNeKmx
M TaKMX BJIM3KUX KYNIbTYpbl, CIMINCD B €4MHOM aKKOpAE,
He NoAYUHMB OZHA ApPYryto, He NoAAe bIBasCh oAHA Noj
APYryto, HO COXpaHMB KaxJas CBOI CaMOObITHOCTb, CBOE
HernoBTOPMMOE CBOeOGpasme.

5 LuT. no katanory: Mkamsl TypkecmaHa
u3 Kosnekyuu Taupa @. Tauposa (MockBa,
2002), c. 24.

¢ A. HakoB, Pycckuli asaHzapd (Mockea,
1991), c. 175.
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combination of colours, the geometric shapes, the flat forms
put in the foreground — make the silk fabrics similar to the
colour constructions of L. Popova and A. Exter. In their works,
one can see that “the real work is part of a general plan of
experiments on colour, partially resolving issues of relation
of colour, its mutual tension, rhythm and move to colour
construction, based on the laws of colour itself”¢. A lot of
this is in harmony with the colour methods used in creating
fabrics. In the very treatment of plastic form, and colour, in
the feeling of space there is a unique unity, in these differ-
ent and dissimilar phenomena of art. The “many readings”
contained in the basis of the traditional art of Central Asia
and the Russian avant-garde in many ways draw these typo-
logically dissimilar phenomena together. Avant-garde artists
establish a new procedure in art: a rejection of illustration,
narration and psychology, in order to prove their supremacy
(which is where the term “suprematism” comes from) over
old painting. The new art formulated its own laws, a con-
centration of objectless painting in material and specific
features of expressive means, such as pure form, colour and
texture. The formal means — geometric planes, patches of
colour, dematerialisation of the pictorial plane, led many
artists of the Russian avant-garde to work with textiles, to
design interiors, to create “real” items. Avant-garde art
moves from the walls of exhibition halls and artists’ work-
shops to new spaces, where art turns into an independent
object. Even the commonly accepted name of the objectless
painting — “Composition”, gains a rather different semantic
nuance: it does not so much involve an investigation of for-
mal possibilities, as a free improvisation on the other side
of expressiveness.

Peoples united by common historical fates, but speaking
different languages, and following different religions have
suddenly — in this project — once more gained spiritual unity,
and speak a close pictorial and expressive language. Two cul-
tures which are distant but so close have merged in a single
chord, without one submitting to the other or imitating the
other, but with each of them preserving its originality, its
unique diversity.

5 Quoted from the catalogue: Turkestan Ikats from the
Collection of Tair F. Tairov (Moscow, 2002), p. 24.

¢ A. Nakov, Russian Avant-Garde (Moscow, 1991), p. 175.
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Elmira Ahmedova

Russian Avant-Garde in Tashkent
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PYCCKMVI ABAHTAPA V1 LIEAKA BYXAPLI

BOZOKE

SnbMupa AxMeaosa

Pycckun aBaHrapz B TallKeHTe

143

FocyAapCTBEHHbINM My3el MCKYCCTB Y36eKucTaHa B TallKkeHTe
pacronaraeT NPeBOCXOAHOM KOJIIEKUMEN PYCCKOrO aBaH-
rapga. Ecam Konnekuma Hykycckoro myses mmenu M. Ca-
BMLIKOrO YK€ XOpOLUO M3BECTHa 611aroAaps dKCMO3MLMAM 3a
py6exom 1 nonyymna npusHaHue y cneumnanmncTos, To KUBO-
NMCb MacTepoB PYCCKOro aBaHrapAa 13 TalKkeHTa npeAcTaB-
JleHa BriepBble. 3T0 KapTMHbI CaMblX BblAAIOLMXCA MacTepoB
«MEepBOM BOJIHbI» aBaHrapga — K. ManeBmua, B. KaHauH-
ckoro, /1. Monosor, H. YaanbuoBon, A. IkcTep, U. KnioHa,
A. PoguyeHKko, 2ab Jivcuukoro, A. ABneHckoro, I'. CteH-
6epra, B. CtenaHoBo#, A. TatimHa. Cpean HUX 6eccnopHble
weaespbl Bacnama KanguHckoro (1866—1944) — «Komno-
31uma» u «Komnosmuma Ha xentom» 1920 roga (usn. 1).
«B 1920 roay, Bo Bpems CBOeM nocieaHen “nepcoHasnbHom”
3Kcnosuumm Ha XIX FocyaapcTBeHHoM BbicTaBke KaHAMHCKMM
npescTaBuT abCTPaKTHbIE NMPOM3BEAEHMA, KOTOPbIE JOJIKHbI
BO3/EMCTBOBATb Ha 3pUTEIA HE TOJIbKO CBOMM CTPOFO MBO-
NMUCHBIM COZAEPXKaHUEM, HO M CBOMMM pa3mepamu»'. Ha yno-
MSHYTOM BbICTaBKe 6bl/10 NpeAcTaBneHo 54 npousseaeHms
KaHguHckoro. Caenaem npeanosioxeHue, YTo TalKeHTCKUe
paboTbl KaHaMHCKoOro 6b11M B ux yncne. B «Komnosuumsax»
1920 roga KaHAMHCKMIM pellaeT Npo6ieMy nepesaym B *Ku1BO-
nUcKH ABUNKEHUsA, «6apoyHoe napeHue dopm» (A. Hakos).
B cobpaHuMM My3eA XpaHATCA TakXe Tpu rpaduyeckue
pa6oTbl XYAOKHMUKA U3 CEPUM «KOMMO3ULMIM>, BbINOJHEHHbIE
akBapesiblo. A6cTpakTHble opMbl B paboTax KaHaMHCKOrO,
KOTOpble MCCefj0BaTENM HA3bIBAIOT «CyObEKTUBHBIMU» — IKC-
NpeccuBHblE JIMHUK, LBETHbIE AUCKMU M CPepbl, OKPYKHOCTH,
0603HavaloLLe KpyroobpasHoe ABMKEHME, pacUeHATCA Ha
CEKTOpbl MJIM CABUIAlOTCA, MEHAIOTCA B LiBETE «MOACKa3blBas»
HarnpaB/ieHNEe M1 XapaKTep JABUMKEHUA.

McKaHMA XyA0XHMKOB CyrnpeMaTnsma B Hanbosee niogot-
BOPHbIM ANIA KaXKAoro u3 Hux nepuog ¢ 1917—1921 ropos
B My3ee npejcTaB/ieHbl 40CTaTOYHO pa3Hoo6pasHo. M xoTa
B KOJIIEKUMM HeT KapTuH K. Manesunya (B dpoHAax My3es xpa-
HWUTCA KapaHAawWHbIM pucyHok 1904 roga «MopTpeT cecTpbi»),
BO MHOTMX KapTHHaX ero nociefoBatesiel MOXHO NMoYyBCTBO-
BaTb MOLLHYIO SHEPrUI0 SKCMEPUMEHTOB, BOCMIPUHATYIO UMK
0T CynpemaTM4eCcKMX OTKPOBEHMIM MacTepa.

YueHuk K. Manesunya MeaH KntoH (1873—1942) npeactasneH
pa6oToi nog HassaHueM «Cynpematusm» (1917). Boigenss
B3aMMOZENCTBUA MEXKAY CYNPEeMaTUUYECKMMM NIOCKOCTAMM,
MHOXeCTBOM (POPM B COCTOSHUWM ABMMKEHMA, XYAOXHMK
COXpaHseT 3KCMPECCHIo LiBeTa Npy NMOMOLLM JIMHWUI UX COeaM-
HAWMX. KOHCTPYKTMBM3M NOAYEPKHYT M B Ha3BaHUM Kap-
TuHbl M'eoprua CteH6epra (1900—1933) «LiBeToKOHCTpYKLUMA»,
rfe reoMeTpuyeckne oobeMbl, NepemeLlaroLmecs no ropu-
30HTa/I1, CO34al0T MHOXECTBO (DOPM — NPAMOYIO/IbHBIX U
OKPYT/IbIX.

" A. HakoB, becnpedmemHbili Mup.
A6CmpakmHoe u KOHKpemHoe UCKyccmso
(Mocksa, 1997), c. 222.

© 3. AxmepoBa, 2006

AnekcaHap PogyeHko (1891—1956) npeacrtaBieH B My3ee
He60/IbLUIMMK aKBapeIsIMK C XapaKTePHbIMM Ha3BaHUAMM —
«Komno3umuua. LipeTHble nonockn» (1918) n «becnpeameTtHas
Komno3suuua» (1918), BbINOAHEHHbIMM NPY NOMOLLM LMPKYAA

Mnn. / Fig. 1

The Uzbekistan State Museum of Arts in Tashkent has an
excellent collection of Russian avant-garde. If the collec-
tion of the I. Savitsky Museum in Nukus is already well-known
thanks to the exhibitions abroad and has gained recognition

among specialists, the paintings of masters of the Russian
avant-garde from Tashkent are presented for the first time.
They are paintings by the most outstanding masters of the
“first wave” of the avant-garde: K. Malevich, V. Kandinsky,
L. Popova, N. Udaltsova, A. Exter, I. Klyun, A. Rodchenko,
El Lisitsky, A. Yavlensky, G. Stenberg, V. Stepanova and
A. Tatlin. Among them are indisputable masterpieces by
Vasily Kandinsky (1866—1944), “Composition” and “Compo-
sition on Yellow” of 1920 (fig. 7). “In 1920, during his last
‘personal’ exhibition at the 19t State exhibition, Kandinsky
presents abstract works which are supposed to affect the
viewer not just by their strict artistic contents, but also by
their size”'. At this exhibition, 54 works by Kandinsky were
presented. We would suggest that Kandinsky’s Tashkent works
were among them. In the “Compositions” of 1920, Kand-
insky solves the problem of depicting movement in painting,
“baroque soaring of forms” (A. Nakov). The museum collec-
tion also has three graphic works by the artist from the series
of “compositions”, done in watercolours. The abstract forms
in the work of Kandinsky, which researchers call “subjec-
tive” — expressive lines, colour disks and spheres, circles
indicating circular movement — divide into sectors or move
and change colour, “suggesting” the direction and nature
of movement.

The searches of the suprematists in the most productive
period for each of them, from 1917—1921, is represented
quite widely at the museum. And although the collection has
no paintings by K. Malevich (the museum does have a pencil
drawing of 1904 “Sister’s Portrait”), in many paintings of his
followers, one can feel the powerful energy of experiments
perceived by them from the suprematist revelations of the
master.

Malevich’s pupil Ivan Klyun (1873—1942) is represented by a
work called “Suprematism” (1917). Emphasising the inter-
action between suprematist planes, the multitude of forms
in a state of movement, the artist preserves the expression
of colour with the help of lines connecting them. Construc-
tivism is also stressed in the name of the painting Georgy
Stenberg (1900—1933), “Colour Construction”, where geo-
metric volumes, shifting horizontally, create a multitude of
forms — rectangular and rounded.

Alexander Rodchenko (1891—1956) is represented in the
museum by small watercolours with characteristic names —
“Composition. Colour Strips” (1918) and “Objectless Com-
position” (1918), drawn using a compass and ruler, which
matched the artist’s theoretical principles — to overcome the
“inaccuracy of the hand”, using mechanical devices, which
leads to an objectivity of image. But if Rodchenko’s tech-
niques (close to V. Tatlin’s) are reminiscent of engineering
work, for many artists of the suprematist method, such as

T A. Nakov, Objectless World. Abstract and
Concrete Art (Moscow, 1997), p. 222.

© E. Ahmedova, 2006

LLlenka n aBaHrapa, / Silks and Avant-Garde



U JIMHEWKM, YTO 0TBEYA/I0 TEOPETUYECKMM MPUHLIMNAM Xy0XK-
HWKa — NpeoAo/IeHNEe «HETOYHOCTM PYKWU>», MCMNONb30BaHME
MeXaHWYeCKMX CPeACTB, KOTOpble BeAyT K 06 beKTUBHOCTH
n3obpaxeHus. Ho ecam npuemsl PogyeHko (6am3kue B. Tat-
JIMHY) HanoMWHAIOT MHXXEHEPHYI0 paboTy, TO ANA MHOTMX
XYZOXXHUKOB CynpemMaTM4eCKoro MeTosa, TakMx Kak JKcTep,
MonoBa (us41. 2), YaanbuoBa, COOTHOLIEHUE KMBOMMUCHbIX
MNJIOCKOCTEN COCTaB/IAET OCHOBY (POPMasIbHbIX CPEACTB.

B cobpaHuM My3ed HaxoAATCA YHMKaJibHble 3CKM3bI
KOCTIOMOB AnekcaHapa BecHuHa (1883—1959) k cnektako
«Pomeo n [xynbetta» ans pexuccepa A. Tamposa (usia. 3).
KonopucTtnyeckoe 6oratctBo, CTporoctb bOpMbl, N1acTy-
YyecKoe pelleHWe 06pa3oB COMMKAET TeaTpasibHble paboThbl
XYZAOXHMKA C 3CKM3aMM KoCTioMOB A. SkcTep. B 1917 rogy
AnekcaHgpa 3kcTep (1884—1949) co3gaeT 3CKMU3bl AEKO-
paumMi M KOCTIOMOB ANsi cnekTakna «Canomesn» O. Yannbaa

Wnn. / Fig. 2

B MockoBckoM KaMepHom TeaTpe (B HOBAaTOPCKOM MOCTaHOBKE
pexuccepa A. TanpoBa), 4YTO CTasio COBLITUEM B TeaTpalib-
HOM M3HM MockBbl. B acku3e kocTioma Casomen A. SKcTep
Heo6bl4alMHO aKTMBEH LBET, Mblaatollas KpacHas ogexaa.
Urpa cnoxHoro putMma, ABUXKEHUE nepejaeT cBoeobpasne
obpasa.

Kak nuweT KpynHbIi MccaeoBaTesib PyCCKOro aBaHrapaa
A. HakoB 3CKM3bl XYZOXKHMLbI «OTKPOBEHHO CynpemaTuye-

ckue». Urpa cBeTa gaet a@eKT «B Ayxe becnpesmeTHUYe-
CTBa», «CUCTEMA AMHAMMYECKUX B3aMMOOTHOLIEHUM MEXAY
pas/MyHbIMM (POPMaMM: C/IOBHO YeluyA, Hac/saMBaloTCA OHU
APYr Ha Jpyra B TOM SHEpreTM4ecKkoM B3anMMo3aBUCUMO-
CTH, YTO CNYXKUT UCTOYHUKOM ABUNKEHMS... IPeoBpaXKeHHOM
AVMHAMMKOM LBEeTa...»2. B KOMJIEKUMM TaLlIKEHTCKOro My3es
HaxoAATCA TaKXe 3CKM3bl COo3JaHHble JKCTep ANA CreK-
Takna «Pomeo u [Axynbetta» (KamepHbiii Teatp Tanposa,
1920 rog).

CBoeo6pasne KOMMO3ULMOHHbIX CTPYKTYp DKCTep,
ee MeToZ paboTbl € haKTypoM, M B MePBYI0 04EPeb B 061aCTH
LiIBETOBOro NocTpoeHus B «Hatiopmopte» (1917). YBneyeHus
yTYpUCTUYECKOM ANMHAMMKOM XapaKTepHbl A/is rpaduye-
CKMX IMCTOB NoA HasBaHWem «Komnosuuma». B auaroHanb-
HbIX JIMHEMHbIX NOCTPOeHUAX (usii. 7) Jlo6osu MonoBoi
(1889—1924), B 6ecnpeAMETHBIX «}MBOMMUCHBIX MOCTPOEHUAX>

Mnn. / Fig. 4

Hagexabl Yaanbuosor (1886—1961), B AoBeAEHHbIX A0 npe-
JEeNbHOM reoMeTpM3aLmm YenoBevecknx huryp B akBapensax
BapBapbl CtenaHoBoi «Komnosuuusa» (1920).

B paszene pycckoro MCKyccTBa My3es NMpeAcTaB/ieHbI
XYAOXKHWUKM, Ybe TBOPYECTBO He MOJIHOCTbIO COoracyeTca
C MpUHUMNAMM pajuKaibHOro aBaHrapga (Cynpemarusma,
abCcTpakuMoHM3Ma, Ky60dyTypr3mMa, KOHCTPYKTMBMU3MA).
3T0 XyAOXKHMKM — P. ®anbk, A. JleHtynos, A. OCMEpKMH,

2 |dem, Pycckuti asaHzapd (Mocksa, 1991), c. 46.

Exter, Popova (fig. 2) and Udaltsova, the correlation of pic-
torial planes makes up the basis of formal devices.

The museum collection contains unique sketches of cos-
tumes by Alexander Vesnin (1883—1959) for the play “Romeo
and Juliet” for director A. Tairov (fig. 3). The wealth of
colour, the strictness of form and the plastic resolution of
images brings the theatrical work of the artists close to the
sketches of costumes by A. Exter. In 1917, Alexandra Exter
(1884—1949) created sketches for decorations and costumes
for the play “Salome” by Oscar Wilde at the Moscow Chamber
Theatre (in the innovative staging by director A. Tairov),
which was an event of Moscow theatre life. In Exter’s sketch
of Salome’s costume, colour is unusually active, with flam-
ing red clothes. There is the play of a complex rhythm, and
movement is conveyed by the originality of the image.

As the major researcher of the Russian avant-garde
A. Nakov writes, the sketches of the artist are “openly
suprematist”. The play of light gives an effect “in the spirit
of objectlessness”, “a system of dynamic relations between
different forms: like scales, they are layered on top of
each other in energetic dependence, which serves as a
source of movement... a transformed dynamic of colour...”?.

The Tashkent museum collection also contains sketches by

OnekTpoHHas Gubnuoteka Mysesi aHTpononorum n atHorpacdum um. Metpa Benukoro (KyHcTkamepa) PAH
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Exter for the play “Romeo and Juliet” (Tairov Chamber
Theatre, 1920).

Exter’s compositional structures and her method of
working with texture are diverse, particularly in the colour
construction in “Still Life” (1917). The interest in futuris-
tic dynamics is characteristic for graphic works with the
name “Composition”. They can be seen in the diagonal
linear constructions (fig. 7) of Lyubov Popova (1889—1924),
in the objectless “pictorial constructions” of Nadezhda
Udaltsova (1886—1961), and in the extreme geometrisation
of human figures in the watercolours of Varvara Stepanova
“Composition” (1920).

In the Russian art section of the museum, artists are rep-
resented whose work does not fully agree with the prin-
ciples of radical avant-garde (suprematism, abstraction-

Mnn. / Fig. 3

ism, cubo-futurism, constructivism). They are the artists
R. Falk, A. Lentulov, A. Osterkin, P. Kuznetsov, |. Mashkov,
A. Kuprin and others, who belonged to the so called “left-
ist” artistic movements “Donkey’s Tail”, “Blue Rose” and
“Jack of Diamonds”. Not all these artists were avant-garde
by definition, and for some of them the avant-garde was a
certain stage in their work. Many of them passed through
the “temptation” of avant-garde, but after trying it out
returned to figurativeness. (figs. 4—6). For the deciding fac-
tor in the revolutionary turning point in Russian art towards
the avant-garde was able all the philosophical reassessment
of art. Theodor W. Adorno, a profound researcher into the
aesthetic bases of the artistic process, once regretted that
the “concept of ‘abstraction’ [we will add avant-garde] is
used for any old thing, without observing the strict principles
of its application™:.

Today one thing is certain: The Uzbekistan State Museum
of Arts can quite justifiably be proud of its collection of
Russian avant-garde, a collection which is preparing discov-
ery and revelations for us all.

2 |dem, The Russian Avant-Garde
(Moscow, 1991), p. 46.

3 Theodor W. Adorno, Aesthetic
Theory (Moscow, 2001), p. 49.
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M. KysHeuos, M. Mawkos, A. KynpuH 1 gpyrme, Kotopble UnnocTpaumu: Illustrations:

BXOAWIMA B TaK HA3bIBAEMBIE </1EBbIE oecTBE e (ny6mKytoTCA Bnepsbie) (published for the first time)
X n TakK Hasbl bl€ «JIeBbl€>» X TBEHHbI

A . YA . Mnn. 1. B. KaHauHCKuM, «Komnosuums». 96x106 cm. 1920. Fig. 1. V. Kandinsky, “Composition”. 96x106 cm. 1920. Canvas, oil.
SRR SO REes, IOl Boss, <l Xorct, mMacso. Fig. 2. A. Vesnin, “Nun’s Costume”. 40x25 cm. 1921.
BaneT». He Bce U3 3TMX XYJ0XHUKOB Obl/IM aBaHrapAMCTamu Mnn. 2. /. Nonosa, «Komnosnuus». 34,2x27,3 cm. 1918. Paper, gouache.
o onpegeneHuio, An8 paga U3 HUX aBaHrapg SBUJ/ICS onpe- Bymara, Tywb, ryawb. Fig. 3. L. Popova, “Composition”. 34.2x27.3 cm. 1918.
AENIEHHbIM 3TanoM B TBOpYecTBe. MHOTME M3 HUX MpOLLAM Mnn. 3. A. BecHuH, «KocTioM MOHaxuHU». 40x25 cM. 1921. Paper, Indian ink, gouache.
yepes «Cc0o6J1a3H» aBaHrapAa, Ho, UCMblTaB €ro, BEPHY/UCb T A1 2 b el MRAMESEIRErS vl @b, Bl Caes, el

P T 6). B > BePHY i e B s, AR, o @ 115, M, e, Fig. 5. A. Lentuloy, “Landscape. Dacha”. 96.5x100.5 cm. 1913(2).
K QurypatusHocTH (usi1. 4—6). Beapb peluaiowmm paktopom MUnn. 5. A. Jlentynos, «MeM3ax. Java». 96,5x100,5 cM. 1913(?). Canvas, oil.
PEBO/IOLMOHHOIO NOBOPOTA PYCCKOM XMBOMMUCH K aBaHrapay Xonct, mMacsio. Fig. 6. A. Osmerkin, “Wife’s Portrait”. 125x87.7 cm. 1920.
ABUNACh, Npexze Bcero, unocodckan nepeoLeHKa UCKyC- Unn. 6. A. OcmepkuH, «MopTpeT KeHbl». 125x87,7 cm. 1920. Canvas, oil.

& Xonct, mMacso.
cTBa. TaK KaK, pPyCCKMW aBaHrapg, npexJe Bcero, KoHUenTy-

anbHbIM. Ewe Teogop B. AgopHo, rny6okui uccneaosatesib
3CTETUYECKMX OCHOB XYZ[OXECTBEHHOr0 MpoLecca, coxanes
0 TOM, YTO «MOHATUEM “@abCTPaKTHOCTL” [0T cebs f06aBUM
aBaHrapz] noJib3yoTcs Kak 60r Ha AyLly NOIOKMT, HE COBIH-
[as CTPOrMx NPUHLMMOB €r0 NMPUMEHEHMS».

CerogHa HECOMHEHHO 0AHO: MFoCyAapCTBEHHbIM My3€eM
UCKYCCTB Y36€KMCTaHa BMOJIHE 3aC/1yKEHHO MOXKET FrOpAUTLCS
CBOEM KOJIEeKLMEN PYCCKOro aBaHrapAa, KoJuleKUmen, KoTo-
pasi roTOBUT BCEM HaM OBPETEHUSA M OTKPbITUS.

3 Teopop B. AgopHo, Icmemuyeckas meopus
(Mocksa, 2001), c. 49.

Mnn. / Fig. 6 Unn. / Fig. 5
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PYCCKMVI ABAHTAPA V1 LIEAKA BYXAPLI

BOZOKE

Huropa AxmenoBa, dnbMupa AxMeaoBsa

Hacnepgme kKak CTUNb

Nigora Ahmedova and Elmira Ahmedova
149

OaHUM M3 Haubonee MonyAApHbIX BUAOB TPAAMUMOHHOMO
MCKyccTBa BocToka Bcerga 6biM TKaHW — LWesKa, agpac,
KOTOpble CTa/M HEOTbEM/IEMOM YaCTbl0 HALMOHANbHOrO
KOCTIOMa, BOLWW/M B 6bIT M TPaaMLMM Y36EKCKOro Hapoaa.

«KpUKM ManbumLLeK B YyniallKkax C KOp3MHaMM
CBMCTbI MOTOHLLMKOB, BOMJIM OC/IMHbIE,

Mbinb 1 wenka byxapbl!

JleBYLUKM C BM3rom Kpuyart 3a JyBasiamu,

B wenu BnmBatoTca mua ux ansle,

Mbinb 1 wenka byxapbl!

A cTapble noaM MCTaloT CTpaHuLbI,

M ctux u3 KopaHa B rybax wenecturcs,

Mbib 1 wenka byxapsbi!»

3TM NO3TMYECKME CTPOKM XYAOXKHUKA AnekcaHapa Bonkosa,
Ybe TBOPYECTBO HEPA3PbIBHO CBA3AHO C ¥Y36EKMCTaHOM M aBaH-
rapzom. He tonbko ana A. Bosikosa, HO 1 418 MHOTUX XYZ0X-
HMKOB, YynnallKkK (Tio6eTerku), apbbl, LWesKa OKa3aamcb He
NPOCTO KOJIOPUTHOM AeTasblo, STHorpaduyeckor peanmen,
HO M Bblpaxkain UHAMBMAYAbHbIM NOUCK NO3TUYECKMX, Nia-
CTUYECKMX, NMPOCTPAHCTBEHHbIX, 06PA3HbIX PELLEHUM U UAEN.
CerofHa cpefjHeasuaTCK1e TKaHW NPUOBPEIM OrPOMHYIO Morny-
JIAPHOCTb He TOJIbKO Y KOJIIEKLMOHEPOB, HO U Cpeau An3an-
HepoB, MoZe/IbepoB, KOTOpbIE MbITAlOTCA B TPAAULMOHHOM
MCKYCCTBE HaMTK YHUKa/bHble (POPMbI, KOJIOPUT, OPHAMEHT,
y30pbl, Matepuas 1 obpasbl. BbipasutensHocTb cpegHeasmar-
CKMX TKaHeM No JOCTOMHCTBY CMOT/IM OLEHWUTb M KMBOMMCLIbI.
Y36eKCcKas KMBOMUCb NOCAEAHEr0 AeCATUIETUSA, NOXKayH,
B 60JblUEN CTENEHU, YeM Apyrue BuUabl MCKycCTBa, o6pa-
LLAETCA K ITHOKY/IbTYPHbIM TPaAMLMAM. [N COBPEMEHHbIX
Y36EKCKMX XYJOXHMKOB TPaAMLUMOHHAA Ky/bTypa — 3TO He
TOJIbKO MCTOYHMK Pa3HOOGPa3HbIX AYXOBHbIX M riocod-
CKMX MMNYJ/IbCOB, HO 3TO M Cpeja MX 0BMTaHMUA, M «reHHas
namaTb». [aBHbIM NPUMHUMN Hac/eauns, KorAa BCe BapMaHTbl
3ByYaT Kak pedpeHbl, 0T3BYKM POACTBEHHOr0, NOA06HOrO,
CTaHOBATCA BblpaXeHMEM 0COBO0ro OLLYLLEHNA LeIOCTHOCTH
6bITMA. TKaHM C MX CAMOBbLITHBIM KOJIOPUTOM, Y30POM MOJ-
CKa3a/Il COBPEMEHHbIM XYZOXXHMKaM CBOE0bpasHyio XMUBO-
MUCHYI0 TEXHUKY. MacTepa TKaHelM OT/IMYHO 3Ha/IM 3aKOHbI
B3aMMOJENCTBMSA LBETOB. MIM HMYEro He CTOMO caenaTtb
TaKylo KOM6MHaUMIO, B KOTOPOM 6eJibli, Hanpumep, 3BYYUT
KaK rosy6oM WM 3eneHbid. M3MeHsas cBeTocuily uBeTa
B OT/E/IbHbIX panmnopTax, OHX CO3/aBasiv Brieyat/ieHne 06b-
€MHOCTH. A B ApYrMX, — UCMO/b3ys BECKOHEYHblE BapMaHTbI
O/HOrO LBeTa, 3acTaB/ifA/IM ero 3By4aTb BO BeCb CMEKTP,
NpenofHoOCA LBET B CaMbIX Pas/IMyHbIX LBETOCOYETAHMAX U
KoHTpacTax. Kosopuctuueckune npmemsl, cnocobbl NOCTPo-
€HMA OpHameHTa BblIM NOAYMHEHDI AEKOPATMBHOMY €AUHCTBY
B LIEJIOM.

CerogHa 6orateniumMii MHOrOBEKOBOM OfMbIT CO34aHMA
XYZ0XKECTBEHHbIX (MMEHHO XYZOXEeCTBEHHbIX!) TKaHeM,

Mnn. / Fig. 8

© H. AxmegoBa, 3. Axmezosa, 2006

Heritage as Style

One of the most popular forms of traditional art in the East
has always been fabrics — silk and adars, which have become
an integral part of the national costume, and the lifestyle
and traditions of the Uzbek people.

“The cries of boys wearing skull-caps, carrying baskets
The whistles of drivers, the braying of donkeys,

The dust and silks of Bukhara!

Girls shriek behind the duwals,

Their scarlet faces sink into the cracks,

The dust and silks of Bukhara!

And old people turn pages,

And verses from the Quran rustle on their lips,

The dust and silks of Bukhara!”

These lines of poetry are by the artist Alexander Volkov,
whose work is inseparably linked with Uzbekistan and the
avant-garde. Not just for Volkov, but for many other artists,
skullcaps, bullock-carts and silk were not just a colourful
detail, an ethnographic reality, but also expressed an indi-
vidual search for poetic, plastic, spatial and figurative solu-
tions and ideas. Today, Central Asian fabrics have gained
enormous popularity, not just among collectors, but among
designers and modellers, who try to find unique forms in
traditional art, colour, ornamental design, pattern, mate-
rial and images. Painters were also able to properly value
the expressiveness of Central Asian fabrics. Uzbek painting
of the last decade, perhaps more than other types of art,
looks to ethno-cultural traditions. For modern Uzbek art-
ists, traditional culture is not just a source of diverse spir-
itual and philosophical impulses, but is both their habitat
and their “genetic memory”. The important principle of
heritage, when all variants sound like refrains, echoes of
something kindred and similar, become an expression of a
special feeling of the wholeness of being. Fabrics with their
unique colour and patterns have suggested a special kind of
painting technique to modern artists. Fabric-makers were
well aware of the laws of interaction of colours. It cost them
nothing to create a combination where white, for example,
reverberates like blue or green. By changing the illumination
in individual motifs, they created an impression of volume.
And in others, using endless variants of the same colour, they
made this reverberate across the entire spectrum, presenting
colour in the most diverse combinations and contrasts. The
colour techniques and methods of forming the design were
subordinated to decorative unity as a whole.

Today, the rich, centuries-long experience of creating artistic
(namely artistic!) fabrics has unfortunately not been investi-
gated sufficiently at all. This leads to a discrediting of won-
derful traditions, to the exploitation of oriental exoticism,
which is turned into kitsch and souvenir production. The
profound and serious interest of artists in the ethno-cultural

© E. Ahmedova, N. Ahmedova, 2006

LLlenka v aBaHrapa / Silks and Avant-Garde



K OFPOMHOMY COXaNeHWI0, UCCe0BaH COBEPLUEHHO Heo-
CTaTO4HO. ITO MPUBOAMUT K AUCKPEeAMTaLMM 3ameyaTe IbHbIX
TPaAULUMA, K SKCrJyaTaumm BOCTOMHOM 3K30TUKM, NpeBpa-
LLIAEMOM B KMTHEBYIO M CYBEHUPHYIO NPOAYKLUMIO. [1y6oKuM
M Cepbe3HbIM MHTEPEC XYAOXKHUKOB K STHOKYJ/IbTYPHOMY
Hacneamio, NOrpyeHue B Myapyto duiocoduio NpeaKos,
B/IEYET UX K NO3TM3ALMKU OKPY>KatoLeM AeMCTBUTEIbHOCTH,
NMOMCKY MHTEPECHbIX MPOCTPAHCTBEHHO-BM3YasIbHbIX peLle-
HWM. ITa 06LIAn TeHAEHUMA APKO 0603HaYMIach B TBOpYeE-
cTBE XYAOXHWKOB /l)kaB/ioHa YMap6ekosa (usi1. 1), Jlekuma
U6parmmosa (usn1. 2), Umsipa MaHcypoBa (us1. 3), Gain3yibl
Axmaganuesa (uni. 4), WaxHo3 A6aynnaeBon (usia. 5),
lacdypa Kagbiposa (us1. 6), LaBkata XakumoBa (usii. 7),
Xypwmgaa 3uaxaHoBa (usi/1. 8). Ha3BaHHbIX Bbllle }XMBOMMCLEB
06beauHAET Kak NoACO3HaTEIbHOE, TaK M rNy6oKO 0CO3HaH-

Mnn. / Fig. 2
Mnn. / Fig. 3

HOe CTpeMJ/ieHMe YKOPEHWUTLCS B CBOEM, anpo6upoBaHHOM
BEKaMM, KyJIbTypHOM c/ioe. O6Lume M3MEHeHUs BCEN KyJlb-
TYPHOM CUTyaLMK, CMEHa NPUOPUTETOB B Pa3BMTHM O6LLECTBA
NpMAAoT 06paLLEHMIO K CBOMM KOPHSIM XapaKTep 3HaYMMbIM U
3aKOHOMEpHbIM. [/laBHOE HarnpaB/ieHWE MX MOMCKOB CBSA3AHO C
noc/siefoBaTe IbHOM peasnsaumeit HoBOM CUMBOJIMKO-mMeTado-
puyecKoi TeHaeHUMM. OHa popmMMpyeTCa Ha OCHOBE 06HOB/E-
HMA NPUHLMMOB U PaKypcoB, C KOTOPbIMM paHee o6paLLasnchb
K Hacnegmio. MNpeactaBneHne o TpaauLmMaX orpaHMuMBasIoCh
[ABYMS KOMMOHEHTaMM — KHUKHOM MMHMATIOPOM M Hapoz-

HbIM JEKOPATMBHO-NPUKIAAHbIM MCKYCCTBOM. Tenepb XyZA0X-
HMKK BCe 60/iblle 06PaLLAOTCA K PESIMIMO3HO-(DMI0CODCKUM
uaeaMm, MLLYT onopbl B N033un U mudosorun. CogepkaHue
U HacTpoeHMe, TOHa/IbHOCTb MX MPOM3BEAEHUI pacKpbiBa-
I0TCS Yepe3 PUTMMKY M03, M3bICKAHHbIX }KECTOB, YTOHYEHHbIX
CUJly3TOB, KOTOPblE, KaK M B KNACCMUYECKMX NMPOMU3BEAEHUAX
BocToKa, NMOBTOPAKTCA U C/IOBHO PUPMYIOTCA, Co3AaBast yau-
BMTEJIbHYI0 aTMOCdepy 3ayMYMBOCTU, MOrPYKEHHOCTU B
rpesbl. Kaxabli 06pa3 — 3T0 CMMBOJI, MOJIHbIM acCoLMaLMMA.

XapaKTepHbIM SIBASIETCA YB/I€YEHNE MOTMBAMM CTapuHbI,
TPaAMLMOHHBIX pUTyasnoB, obblyaeB. B TBopyecTBe 3THX
XYZOXXHMKOB BCE 60JIbLLUYO POJib HAYMHAIOT UrpaTb MO3THYE-
CKne MeTadopbl, a CUMBOJIbl U MUOMNO3TUYECKOE TOJIKOBaHWE
puTyana BbITECHSIOT CIOXKETHYI OCHOBY MPOM3BEAEHMM. 3a
3TMMM MOUCKaMM CTOUT peLLeHMe 601ee LIMPOKOM NPo6AeMbI:

Mnn. / Fig. 1

COOTHOLLEHMA M306pasMTeIbHOCTM M OPHAaMEHTaIbHOCTH,
YyesioBeKa U OKpy:KatoLen cpepl. Mpucyllee TpaguLMOHHOMY
MCKYCCTBY M3ALLECTBO MCMOJIHEHUA, YMEHWE Npeobpa3oBaTb
WK TpaHCOPMMPOBATH 1060 MOTMB B A€KOPATUBHYIO MJI0-
CKOCTb fAB/IAIOTCSA BAXKHEMILMMM XapaKTEPUCTMKaMKM TBOpYE-
cTtBa Jl. U6parumoBa, L. A6aynnaesom, . MaHcypoBa. Ans
APYrux mactepos, B Nnepsyto oyepep Ana XK. Ymapbekosa,

heritage, the immersion in the wise philosophy of ancestors,
draws them poeticise the surrounding reality, to look for
interesting spatial and visual solutions. This general tendency
is clearly shown in the work of artists Javlon Umarbekov
(fig. 1), Lekim Ibragimov (fig. 2), Imyar Mansurov (fig. 3),
Fayzulla Ahmadaliev (fig. 4), Shahnoz Abdullaeva (fig. 5),
Gafur Kadyrov (fig. 6), Shavkat Hakimov (fig. 7) and Khurshid
Ziyakhanov (fig. 8). These painters are united by both their
subconscious and deliberate aspiration to become rooted
in their cultural stratum, tested by the centuries. General
changes in the entire cultural situation, a change of priorities
in the development of society, means that it is important and
natural for them to turn to their roots. The main direction
of their searches is linked with a gradual realisation of new
symbolic and metaphorical tendencies. It is formed on the

Unn. / Fig. 7

basis of a renewal of principles and perspectives with which
the heritage was previously treated. An understanding of tra-
ditions was restricted to two components — book miniatures
and decorative and applied folk art. Now artists increas-
ingly turn to religious and philosophical ideas, and look for
support in poetry and mythology. The contents and mood,
the tonality of their works is revealed through the rhythm
of poses, exquisite gestures and subtle silhouettes, which,
as in the classical works of the East, repeat and seem to
rhyme, creating an incredible atmosphere of thoughtfulness
and immersion in dreams. Each image is a symbol full of
associations.

An interest in motifs of antiquity, traditional rituals
and customs is characteristic. In the work of these artists,
poetic metaphors begin to play an increasingly greater role,
and symbols and mythopoetic interpretations of the ritual
replace a story basis of the works. Behind these searches lies
the solution to a wider problem: the correlation of expres-
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siveness and ornament, the person and the environment. The
elegance of execution and the skill to change or transform
any motif on to a decorative plane, which are inherent to
traditional art, are important characteristics of the work
of L. Ibragimoyv, Sh. Abdullaeva and |. Mansurov. For other
artists, primarily J. Umarbekov and Kh. Ziaykhanov, these
traditions are a category of form. The work of F. Ahmadaliev,
Kh. Ziyakhanov and G. Kadyrov combine abstract ideas and
exquisite beauty. The artists avoid individual characterisa-
tion, especially portrait characterisation. But they still have
the ability to vary colour according to principles close to
traditional art — textiles, embroidery, carpet weaving and
ceramics. Images in pictures are generalised and conditional,
but they are clearly faces of the east which can be traced
back to a real Uzbek type. They are in harmony with the

Mnn. / Fig. 6
Mnn. / Fig. 5
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X. 3uaxaHoBa 3TW TpaaMLMK ABNAIOTCA KaTeropmei hopmbl.
TBopuectBo ®. AxMaganmesa, X. 3usaxaHosa, . Kagbiposa
COeMHUIIO OTBIEYEHHOCTb MAEN M M3bICKaHHYIO KpacoTy.
XYAOXHMKM M3beraT MHANBUAYaANbHBIX U TeM 6osee nop-
TPETHbIX XapaKTEPUCTUK. 3aTO Y HUX OCTAETCA BO3MOXKHOCTb
BapbMpoBaTh LBET MO NPUHLMNAM, 6/IM3KMM TPaaULIMOHHOMY
MCKYCCTBY — TEKCTWUJIIO, BbILUMBKE, KOBPOTKA4eCTBY, Kepa-
MUKe. O6pasbl B KapTMHaX — 0606LUEHHbIE, YC/I0BHbIE, HO 3TO
SIBHO BOCTOYHbIE JIMKM, BOCXOZALME K PeasibHOMY Y36EKCKOMY
TMRNaxy. OHM CO3BYYHbI M 06pa3aM MMHMATIOP, U 06pa3am
dpecoK. B Les1oM COBPEMEHHBIM Y36EKCKMM XYA0KHUKaM
MPUCYLLA KMBOMMCHO-MIaCTMYECKas MHTEPNpeTaUmna Hacneams
KaK CTU/IA, CUHTE3MPOBAHME EKOPATUBHbIX, OPHAMEHTasIb-
HbIX, MNACTUYECKMX U KOJIOPUCTUHECKMX KAYECTB TPaaULIMM.
34ecb «roBOPUT> €AMHbIM Ky/bTYPHbIM MNIACT, B KOTOPbIN
YXOZAUT KOPHAMM M TPaAULIMOHHOE MCKYCCTBO, M COBPEMEHHAs
*uBonucb. ECTb M elle HeYTO o6beanHALEee 3TU pasHo-
poaHble PeHOMEHBI. B HUX — CaMOBBITHbIM HaLMOHasIbHbIM
MMp, TporaTe/ibHbl CBOEM HEMOCPEeACTBEHHOCTHIO, MEYTOM
0 CYACT/IMBOM M3HWU. OH YC/IOBEH, AEKOPATUBEH, HO TaK e

Unn. / Fig. 8

Bblpa3uTesieH U cBoeo6pa3eH. B 3ToM 3ak/toyaeTcs rnasHbIN
CeKpeT 06asHMA U NPUB/IEKATE/IbHOCTM TPaAMLIMOHHOIO UCKYC-
CTBa — M COBPEMEHHbIE XYZOXHWUKM CyMesn pasragatb ero.

Mnnoctpauum:

Mnn. 1. Ax. Ymap6ekos, «MaTb 1 auts». 100x50 cm. 1999.
Xonct, macno.

Mnn. 2. /1. U6parnmoB, «BocTouHble kpacaBuupl». 90x70 cM. 2000.
XoncTt, macno.

Mnn. 3. U. MaHcypoB, «OxoTHMKK>. 100x100 cm. 1997.
Xonct, mMacno.

nnn. 4. ®. Axmaganues, «/epsuwm». 2006. Annamkaums.
Mnn. 5. L. A6aynnaeBa, «CoH». 80x80 cm. 1996. XoncT, macno.

Mnn. 6. T'. Kagbipos, «XeHwmHa B po3oBom». 90x70 cm. 1995.
Xonct, macno.

Mnn. 7. L. XaknmoB, «Kpuk aywm». 105x80 cm. 2002.
Xonct, Macsno.

Mnn. 8. X. 3uaxaHos, «Tpu gepsumwa». 97x76 cm. 2004.
Xonct, macno.

Wnn. / Fig. 4

images of miniatures, and the image of frescos. Generally,
modern Uzbek artists have an artistic-plastic interpretation
of heritage as a style, a synthesis of decorative, ornamental,
plastic and colour qualities of tradition. Here a common cul-
tural stratum “speaks”, which has its roots in both traditional
art and modern painting. There is also something else which
unites these dissimilar phenomena. They contain a unique
national world, touching in its spontaneity and dreams of
a happy life. It is conditional and decorative, but it is also
expressive and original. It contains the main secret of the
charm and attractiveness of traditional art — and modern
artists have been able to solve it.
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Illustrations:

Fig.
Fig.

Fig.
Fig.
Fig.
Fig.
Fig.
Fig.

1. J. Umarbekoyv, “Mother and Child”. 100x50 cm. 1999.
Canvas, oil.

2. L. Ibragimov, “Oriental Beauties”. 90x70 cm. 2000.
Canvas, oil.

3. I. Mansurov, “Hunters”. 100x100 cm. 1997. Canvas, oil.

4. F. Ahmadaliev, “Dervishes”. 2006. Appliqué work.

5. Sh. Abdullaeva, “Dream”. 80x80 cm. 1996. Canvas, oil.

6. G. Kadyrov, “Woman in Pink”. 90x70 cm. 1995. Canvas, oil.
7. Sh. Hakimov, “Cri de coeur”. 105x80 cm. 2002. Canvas, oil.

8. Kh. Ziyakhanov, “Three dervishes”. 97x76 cm. 2004.
Canvas, oil.
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Kuzma Petrov-Vodkin

Samargandia

[PE3LI O

PYCCKMVI ABAHTAPA V1 LIEAKA BYXAPLI

BOZOKE

Ky3bma lMeTpoB-BoakvH

CamapkaHaus

155

Jonroe Bpems no npuesge B CaMapkaHg Brnevat/ieHus oT
OKPpY»KaloLero 6b11M CyMBYpHbI.

BrneuyaTneHusa, HakonMBLUMECA 3a JOPOry, €lie He Mu3rna-
AMIMCb: camapcKas xonepa, ronoj, nosysbicoxwas Bosra,
6e3/1104Han, Kak HMKOraa; ocTaTKkM BoMHbl OpeH6YprcKkoro
¢poHTa; noBblWatoLeecs AeUCTBUE MYCTbIHW, C HEOXM-
AaHHbIM ApanbCKMM MopeM. [yCTbiHA, KUMPrusbl, OPTbl;
TalKeHT ¢ 6blbIM BeIMYMEM ero 6yibBapoB; Canap-peka,
KynaHbe B KOTOPOM MOXHO CPaBHWTb TOJIbKO C AparBou, w,
HakoHel,, CaMapKaHa.

Ty3eMHbIM ropoa C Kornowalmmca 6a3apom M 1aBoYKamM,
HECBA3HOCTb NMaMATHUKOB C 3TOM XM3HbIO — BCE 3TO A0 TeX
nop He YK/J1aAblBasiocb B OAHO CTPOMHOE Liesloe, NoKa Mosi
6enas KOMHaTa, 3uAI0LLas AblpaMu B MOTOJIOK M Ha Y/uLYy, He
Hayasia 3ano/HATLCA 3TAAMM U MOM PyYHbIE MbllaTa, pas-
rynmMBas MeXAy HOr MOMX M MoJIbbepTa, NoYyBCTBOBaIM cebs
X03fI€BaMM BUHOTPaJa 1 OPEXOB, KOTOPbIMU Mbl JAKOMMIUCH
BMecTe. KoMHaTa 6bl1a HaZ Kay3oM MeyeTu.

YTpO HauMHanoCb KynaHbeM M3 Kay3a WM, nepecekas
y3€eHbKMEe MpOY/IoYKM, crycKkasica s K Cepe6psHoMy poa-
HMKY — Nle4eGHOMY POAHMKY CapTOB, CBEXECTb KOTOPOro Ha
[06pyto MOMIOBUHY AiHA Aienasia MeHa 604pbIM.

PaHHee yTpo noc/ie Takoro KynaHbs.

B nekapHe 0 roH4YapHoe 6pIOX0 MEYKM LUENasMCb Y30pHble
xneba — «nanowkKku». YamxaHa gblMMaa caMmoBapoMm. Y CTeH
PervctaHa yepHeno M 3eneHeno BUHOrPAZAOM, XKYXK¥Kaiu
oau.

Mnowaap PerncraHa MeHA Masio TPOHYA, O4YEHb 3HAKOMbIMM
nokasanmcb mHe Yayréek u LUup-aop. Ocob6eHHO nokayvHyB-
LIMECH MMHAPETbI Ha NPUBA3AX, UMUTUPYS HEYCTOMYMBOCTb
Mu3aHCKOM GalliHM, BHYLUA/IM MHE CKOpEe COXasleHUe, Yem
yfaoBosbcTBMe. Ho Korga aTa oduupmanbHaa apxMTeKkTypa B
OZIMH M3 NPa3HMKOB HaNOJIHMAACh ThICAYaMM NPaBOBEPHbIX —
LiBETHbIE TKaHW M PUTMUYECKME BOJIHBI MONALLMXCA CAeNanm
njowaab Hey3HaBaeMoM: 3aroBopm/ia reoMeTpuyeckas man-
0J/IMKa OTBECOB CTEH, Yr/lyGUINCb HULIM U CBOAbLI — HA Mac-
COBble JeMCTBa paccyMTaHHas, niowajb cebs onpasgasa.

B 6osbluelt Mepe ¢ niowaabto PerctaHa cBA3aHbl 415 MEHS
Brieyat/ieHus pyKToBble.

Ha npoTsxeHuu NieTa MeHATCA HaTIOPMOPTbI. YPIoK U abpu-
KOCbl, HEXHblE NepCHKM, NepebuBaemble BULLHAMM.

MoHeMHOry TyT M Tam BCMbIXHYT NepBble rpo3AbsA BUHOrpaja.
BriocneacTBuM BMHOrpaj 3acuIfeT BCE; CaMbIX PasHbIX

u3 nyTeBbIX Habpockos 1921 roaa

HI0AHCOB M (hOPM, OH LIAPMT JOJIr0 M HACTOMYMBO, MOKA He
BOPBYTCA B HEr0 KPYr/sluM AblHeM M ap6y30B U, HaKoHeLl,
3aK/IOUMTEIbHBIM aKKOPZA 30/10TbIX BUHHBIX Aroj, 3anosiHuT
JIOTKM M KOP3WHbI. B N1aBOYKaxX KMLIMMLLOBbIN M3IOM pasbirpa-
eTca AHTapeM K 3ToMy BpemeHu. Cpeam BCero 3Toro niue-
HUYHBIM LIBET Y30PHbIX, XPYCTALMX MO HAKO/IaM, JieneLLek.

B16M-XaHbIM NpuHanerna Ha MeHs CBOMMM 6EreMOTCKUMM
rNbi6amu, — ee CTPaLUEHHbIM CUAYIT A OLEHU IULLb MOTOM M3
BHE ropoja: KaKk Y/eHbl HeY/Ierwerocs B A0MHY YyA0BMLLA,
Topyart oHu Hag CamapKaHIOoM.

Ipo6Huua TMypa BeeT HaZlyMaHHbIM XOJI0KOM [BOPLIOBOrO
3044ecTBa.

Bot LWaxu-3uHaa, Ta cpa3y, Kak TOJIbKO BblHbIpHY/IM ee
Kynona B npopesax CBALWEHHOM poLiM, — OHA CTana Moen
no6rumuuent. LLlaxu-3MHAoM A NOHAN YesloBeYecKoe TBopYe-
ctBo CaMapKaHamMM, Kak BbicoTamMu YynaH-aTbl MOHAN paboTy
TaHb-LaHbCKMX NegHUKOB U 3epaB-LuaHa, UCTOUMBLUMX KOT-
JNIOBUHY MEXIYropus 1 COPOCHBLUMX B AbIpY MblIM FOPAbIHIO
Brbu-XaHbIm.

He obpaluatowmit Ha cebs 0co60ro BHUMaHUA nopTtan A6ayn-A-
3K1ca BBOAMT B CKa3Ky flabupuHTa Laxm-3uHapl.

CoTHM cTyneHel noapimMatoT K rpobHuue Kycama-u6H-A6-
6aca, K TaMHCTBEHHOMY KOJ/I0ALY, Ha AHE KOTOPOro Haxo-
AMTCA YyAecHbli ropoA BesikonenHee CamapKaHaa, rae cag,

from travel notes of 1921

A long time after arriving in Samargand, the impressions from
the surroundings were confused.

The impressions that accumulated over the journey had not
yet been erased: the cholera in Samara, the famine, the
half-dried up Volga, uninhabited like never before; the rem-
nants of war of the Orenburg front; the increased activity of
the desert, with the unexpected Aral Sea. Desert, Kyrgyz,
yurts; Tashkent with the former glory of its boulevards; the
Salar River, which can only be compared to the Aragva when
you swim in it, and finally Samarqand.

This city with its swarming market and stalls, the lack of
connection between monuments with this life — all this did
not yet form an organic whole, until my white room, yawning
with holes in the ceiling and on to the street did not begin
to fill with studies, and my pet mice, walking among my legs
and the legs of my easel, felt themselves to be the owners
of the grapes and nuts which we feasted on here. The room
was above the reservoir of the mosque.

The morning began with washing from the reservoir, or
crossing the narrow lanes, | went down to the Silver spring —
a healing spring of the sarts, which refreshed me for a good
half of the day.

Early morning after this swimming.

In the bakery on the clay belly of the oven, patterned bread
fell, “laposhki”. A samovar steamed from the chaykhana. By
the walls of Registan, grapes grew black and green, and there
was the hum of people.

The Registan Square did not touch me very much, and
Ulughbek and Shir-dor seemed very familiar to me. Espe-
cially the shaking minarets on ties, imitating the Leaning
Tower of Pisa, evoked pity rather than pleasure. But when on
one of the holidays this official architecture was filled with
thousands of believers, the coloured fabrics and rhythmic
waves of the praying made the square unrecognisable: the
geometric majolica of the walls talked, and the niches and
vaults deepened — designed for mass activity, the square
justified itself.

To a large degree, | have associations of fruit with the square
of Registan.

Still lives change over the course of summer. The dried apri-
cots and fresh apricots, the tender peaches, interrupted with
cherries.

The first clusters of grapes slowly begin to appear here and
there. Later, the grapes take over everything; the most
diverse nuances and forms, they prevail for a long time and
persistently, until melons and watermelons break in, and
finally the concluding chord of golden grapes fill the stands
and baskets. In the stalls, raisins look like amber by this
time. Among all of this is the wheat colour of patterned
lepyoshkas, crunching along their holes.

Bibi-Khanym oppressed me with her enormous clods — | only
appreciated her silhouette outside the city: like the limbs of
a monster in the valley, they tower above Samargand.

The tomb of Timur has the contrived cold of courtly archi-
tecture.

Shahi-Zinda, as soon as her domes emerged in the openings
of the sacred grove, became my favourite. With Shahi-Zinda |
understand the human creation of Samarqandia, as from the
heights of Chupan-Ata | understood the work of the Tian-Shan
glaciers and Zeravshan, grinding the depression between the
mountains and throwing the pride of Bibi-Khan into the hole
of dust.

The portal of Abdul-Azis, which does not draw much atten-
tion to itself, leads to the magic of the labyrinth of Sha-
hi-Zinda.

Hundreds of stairs rise to the tomb of Kusam-lbn-Abbas, to
the secret well, at the bottom of which is a miraculous city
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NMoJ06HbBINM OXMBNEHHOM NEPCUACKOM MUHMATIOPE, B KOTOPOM
M Jocesie KUBET B OXMAaHWM BCEIEHCKOM nobeabl nciama
Kycam-3uHgaa, ABotopoaHbIi 6pat MaromeTa, 3a6poLleHHbIM
60pb6010 3a KopaH ¢ neckom Apasuu K 3epasluaHy, 34eCb U
normné OH NoA HamnJbIBOM MOHIOJI0B.

Ot A6ayn-Asuca go LLerx-AxmeTa-MUCTMKA, CTEHOM KOTO-
poro KoH4YaeTcs MaB30J/1ei, pa3BEPTHIBAETCA KapTHHa Mako-
JMKn BocToka.

MepBoe yaapHoe NATHO B M3yMpyae, Nepe6MBaEMOM F1y-
XWM Y/ibTpamaprvHOM MaB3osieeB TypKaH-aku M bek-aku,
06pasyoLmx Kopuaop pedEKTUPYIOWMX APYr Ha Apyra
uBeTMCcTOCTEN . [lepenvBbl LBETa B TOHYAMLLMX Y30paxX OpHa-
MEHTUKM, KOHYAIOLWIMXCA CTaNaKTUTaMu, CMIOPAT C BEYEPHUM
He6OM M He CAATCSA HEBY YACTOTOM M 3BYYHOCTHIO FaMMbl.

3a TypKaH-aKoM ocTaTKM MaB30/iesi, B KOTOPOM HauMHa-
IOTCA }KENTbIE OTTEHKM C GUPIO30M M CUHUM.

Janblue nycTbiHHbIMA TAGUPUHT, 3aMKHYTbIM MOJIHa/In-
BbIMM CTEHaMM J0 Aepesa Llaxm-3uHabl, pacnaacrasLuerocs
HaJ, CBOAAMM FPOGHMLIbI, MPOPbLIBLUEr0 KOPHAMWU U CTEHY,
M FPYHT.

PacckasbiBaloT: cnacascb 6ercTBOM Mocsie OKOHYaTeslb-
Horo nopaxkeHus, Kycam-m6H-A66ac KecTomM oT4asHMSA BTbl-
KaeT PYKOATKY HaraMku B 3eMJ/Il0 — PYKOAITKa MyCTM/Ia KOPHU
M pa3poc/iacb B AepeBO HajZ MOTrMJIOK CBOEro BiajesbLa.
BceBeayLui camapKaHaMoor BATKMH cam yauB/EH NOPOAOHO
3TOro Jepesa, He BCcTpeyaemMoro B CaMapKaHaAWM.

OTcioaa 3aKkNtounTeNbHAA LiBETOBas No3Ma. 34eCb ACHbIN
y/IbTPaMapuH, B HEM pasbirpajnch A0 MOJIHOM 3BYYHOCTH 30J10-
Tble, XXenTble M 3e/71eH0-6apxaTHble BapuaLmu. Mx npoHM3bl-
BaeT CKPOMHbIMM XMIKamMM OTKpoBeHWe BocToka — 6mptosa.

3T CONIHEYHbIE CTUXMM, BTUCHYTbIE B HEMOKO/IE6MMble
y30pbl M JIMHUK, NEPENIETAIOTCA BLUMPb U BBbICh.

3/eCb MaroMeTaHKM I0pPKaloT B TEMHble CBOAbI FPOBHMLIbI.
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more magnificent than Samargand, with the garden, like a
lively Persian miniature, where Kusam-Zinda still lives waiting
for the universal victory of Islam, the cousin of Mohamed,
who was flung by the war for the Quran with the sand of
Arabia to Zeravshan, and here he died when the Mongols
invaded.

From Abdul Azis to Sheikh-Ahmet The Mystic, whose walls
end in a mausoleum, and a picture of the majolica of the
East is unveiled.

In the mausoleums of Turkan-aka and Bek-aka, the dull
ultramarine competes with the first major stain in the emer-
ald, forming a corridor of a variety of colours reflecting each
other. The tints of colour in the fine patters of ornaments,
ending in stalactites, compete with the evening sky and are
a match for the sky in the purity and sonority of spectrum.

Behind Turkan-aka are the remains of the mausoleum,
where yellow shades of turquoise and blue begin (fig. 8a).

Then the empty labyrinth, enclosed by the silent walls up
to the tree of Shahi-Zinda, spreading under the vault of the
tomb, digging its roots into the wall and the ground.

They say that when he fled after his final defeat,
Kusam-ibn-Abbas, in a gesture of despair, thrust the handle
of his whip into the ground — the handle let out roots and
grew into a tree above the grave of its owner. The omnis-
cient Samargand expert Vyatkin himself is surprised by the
type of this tree, which is not found in Samargandia.

This is where the concluding colour poem comes from.
Here is clear ultramarine, in it gold, yellow and green-velvet
variations have been played to their full sonority. They are
shot through by the modest veins of the discovery of the
East — turquoise.

These sunny elements, squeezed into inflexible patterns
and lines, are interwoven across and above.
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34ecb, pa3Ba/IMBLUMICA Ha MoAyluKax, yrowaeT Hac
3esieHbIM YaeM Mynna-/incuua. B HUWwe Ha uMHOBKe TaTa-
pvH Fanen, MHoro3Hatowmi Fanen u3 Kasauu. 3agHas cTeHa
Axmeza-MUCTMKa KUTaMCKOM penbeHOM Mal0/IMKOM 3aKaH-
YMBaeT IABMPUHT. HaneBo neceHka B HU3KyIO ABEPb HapYXy
Ha Knagbuwe Adpacmaba.

3aecb Havano apyror CamapKaHaMM: cHera TaHb-LaHs,
BbICOTbl YynaH-aTbl, Xpe6eT Arajibika BUAHbI OTCloAa.

Jltobmn A B HEYpoUuHoe BpemMa NpuMTH Ha Laxu-3uHay.
Fanen cnan. Apyr Fanem, oH Tak NPOCTO OYeIoBEYMBaAI
Annaxa. OH MMen Ha To NpaBo: OAMHHAaAUATb NeT U A0J-
rMX 3MM C PEBMATMYECKMMM CKBO3HAKaMM U INXOPaKamu
3uHAbI M3y4an oH KopaH M pbl4aHWe BHYTPEHHOCTAMM BO
cnaBy EguHoro. M 6bin Fanei HeysHaBaeM B KaHyHbl MATHML
Ha LUMMTCKMX AEMCTBAX — OH PACTBOPAJICS B HM3aX KMBOTHOM
CTMXMU — 3TO 6bl1a chepa A0 APEMIIIOLLENO pacTeHUs, A0

cnslero MMHepana. B atom 6b110 HeYTo MyapeHoe, 1 Fanei
MHOrOro He roBOpMA M3 TOr0, YTO OH 3Hal.

He6o0 3aropanocb 3Be3gamu. Y rpobHMLIbI 3UHABI CNabo
CBETM/IMCb BepXHWe oKHa. B koBpe yTonana 6ocas Hora.

3ano3ganasn Mbllb 3awypLumnT aMctamMm KopaHa.

A cnyckalcb B NOA3EMHYI0O MOJIE/IbHIO, FAe KYTb Bpe-
MEHW paccKasbiBaeT 06 ylweAwWwmnx, UayLmMx U CMeHAEMbIX
MOKO/IEHUAX.

JlpeBHM1e I0AN YMENIN COCPeOTONMBATLCA Haj, BELLaMU M1
CTPOMUTb U3 HUX Nto6ble HOPMbI.

*kk

Mo BOCKpeceHbAM NpUraallani capThbl B KMLAAKM, FAe OHU
NPOBOAAT IETHWUE MeCALbI.

MpasaHWKKM y camapKkaHALeB 4acTbl M MO J060MY
nosoAay.

He cuMTas o6LeCTBEHHbIX, MHOrO NPa3AHMKOB CEMEN-
HbIX. Ja 1 B paboTe npasgHUK He06XoAMM: Nuana yato,
3aTAXKa YMAMMa ANs J06poM 6ecesbl aHTPAKTUPYIOT MUX
3aHATMA. B 3TOM BOOGLLE TMMMYHOCTL BCAYECKOro BocToka:
}M3Hb — CaMoe r1aBHoe, (POPMbl *XM3HM BECKOHEYHO pa3Ho-
06pasHbl — Jlyylwasn 13 HUX B 0CO3HaHMKM 3TUX DOPM, B Mpe-
6bIBaHMM caMoMy B 6ecopmmn. OTcoga A06poAYLLIHO-XMUTpas
y/IbI6Ka BOCTOMHOIO Ye/I0BEKa Ha eBponeiLa, M306peTatoLLero
HOBbIE M HOBble (hOPMbI U HE MCYEPMbIBAIOLLErO, B CYLLHOCTH,
HW OHOM M3 HWMX A0 KOHLA.

M3 cemMelHbIX NpasAHMKOB U3ALLHbI MPa3fHMKK CBaAe6HbIe
M TpOraTesibHbl — JeTCKUe.

MepBeHew, 0TMeYaeTCs U MPUYECKOM, M XasaToM. bapaHbl 1
nyAbl pyca, NeHUE M TaHLbl ANA COTHM NPUrIALLEHHbIX CONyT-
CTBYIOT B TEYEHME HECKOJIbKMX AHEMN €r0 POXKAEHMIO.

Ha o6pe3aHue ToT e npasgHuK. YMHHO yceBlumMecs BAOIb
Kay3a MYJI/bl OTKPbIBAIOT MHOFOAHEBHBIM NKMP...

Ha PerucraHcKoM cBUCTUT caeiTa 1 pokodeT 6apabaH
3ae3XKero UMpKa. BoHsAeT waL/ibikom M NPAHOCTAMM.

M3beAeHHbIN C FO/I0Bbl 0 MATOK HOYHBbIMM MOCKMUTaMM, A
X0}y HOYeBaTb Ha KpblLly y To6eTeeyHoro 6a3apa.

Ha Kpbllwax ocobbi ropoa: 34ech NpoBoAsAT Bevepa U
HOYM.

KpblLlwamm KeHLLUMHbI XOAAT B FOCTM APYr K Apyry.

CBepxy He BWAHO yAuL. 3apoclume TpaBoM M MaKoM, 34eCb
CBOM YAMLbl M MJIOWAAMN.

XoTA 6bl 1 C/labbli BETEPOK OTFOHAET HEBUAMMbIX F/1a30M
HaCEeKOMbIX.

XopoLlo pa3ayBatoTcs JIErKME: KaxkeTcs, M3 r1y6uHbl Heba
HaKauMBaeT MX BO3AYX.

3Be3/bl, 38e34bl!

Kyyamu, oTA€NbHOCTAMM, BEIMYMHOIO MO FPELIKOMY OPexXy
Kax/Jas, NonoLwar oHM HOYHOe Heb6o.

MonapHasa HWU3KO y ropM3oHTa.

BcnomuHaeTcs AdpurKa: Tam lMonspHas 6bi1a ele HuxKe.
CobupatoTca BCe MbIC/IM 3a [eHb, 3a roj, 3a BCH XM3Hb —
yero-To He xBataeT. Kpyrom Kpacota, no/iHbIM MMp. HexsaTtka
BHYTPM CE6A: He MOoJIHble, He YeTKMe BOCNPUATMA M O0Tobpa-
YKEHMA He MOJHbI U CMYTHbI.

MpoCcTpaHCTBEHHOCTH €elle TOJIbKO MepelmnTca. B Hen
nepenoMbl U KyNbTypbl, M CAaMOro 06/1MKa 4Yes0BEeYECKOro,
HO KaK TPyZAeH MyTb K HEM — OKOBaH B TPEXMEPUU Ky6M3Ma
annapat Mow.

Kpai cosHua BbIxoguT u3-3a Pyxabaga, 3axuras Martomnky
LLivp-aopa.

Ha Kkpblwax noAbiIMasucCb eHbl, AeTU, MYXKbA.
MoTArnBanncb B pO30BOM CUAHMKU CapTAHKM. CHU3Y 3axyXK-
Kano BECEHHMM Y/ibeM. HOBbIM A€Hb, HOBbIE MOMCKM.

BHM3y noa apkagamu ApeBHEr0 pblHKA packiajblBaancCh
Tio6eTeMku. CTyyYanu Ky3Huubl. Kpuyaaum o nenewkax pas-
HOCYMKM.

OT Brbum-XaHbIM HagBUraacsa KapaBaH Bep6ogoB. [opabie
MOpAbl, NebeauHble Wen U Myapble, Myapble riasa.

BoT nocneaHss paca, HEAAPOM 3aLWMUTUIMCL OHW YMEPLUEH
MOYBOM — LBETOM MYCTbIHM.

OC/1bl WHBIPAIOT TOJINOM.

3TW NpUHOPOBUAKCK. [1a3a 6e34yMHbIe.

— JlMwHero He caenat, X03AWH, KakK HM FOpPAYMCb.
poKoBbIpsAELLb AbIpY Ha YeIKe — Tebe Ke XyKe... BaxkHnuaTtb,
6paT, Heuyem: cyabba! MoBepHUCb OHA MHaYe, BbiTb bl U MHE
XO035MHOM M KOBBIPATb Gbl Ha Te6e CrKHY... EcTecTBEHHbIN
noaéop, 6part, Aa...

Here Muslim women vanish into the dark vaults of the
tomb.

Here, reclining on pillows, Mullah The Fox serves us tea.
In a niche on a mat is the Galey, wise Galey from Qazan.
The labyrinth ends with the Chinese relief majolica on the
back wall of Ahmed The Mystic. On the left is a short flight of
stairs to the low door outside to the Afrasiab cemetery.

Here is the beginning of another Samargandia: the snow
of Tian-Shan, the heights of Chupan-Ata, the mountain ridge
of Agalyk can be seen from here.

| love to come to Shahi-Zinda at unseasonable times.
Galey slept. My friend Galey, he simply humanised Allah. He
had the right to do this: for eleven summers and long winters
with winters with the rheumatic winds and fevers of Zinda,
he studied the Quran and the growling of insides to glory the
One God. And Galey was unrecognisable at the end of Fridays

at Shiite prayer — he dissolved in the depths of the animal
element — it was a state close to the slumbering vegetable,
close to the sleeping mineral. There was something wise in
this, and Galey did not say a great deal of what he knew.

The sky was filled with stars. By Zinda’s grave, the upper
windows were lit dimly. A bare foot sank into the rug.

A late mouse rustles the pages of the Quran.

| walk down to the underground chapel, where the horror
of time tells about the passing, going and changing genera-
tions.

Ancient people were able to concentrate on things and
build any forms out of them.

*kk

On Sundays, sarts invited us to their gishlags, where they
spent the summer months.

The people of Samargand often have celebrations, and
for any excuse.

Apart from public holidays, there are many family holi-
days. And at work, holidays are necessary: a bowl of tea, a
puff of water chestnut for a good talk breaks up their work.
In this lies the typical nature of the East in general: life is
the most important thing, the forms of life vary endlessly,
the best of them lies in understanding these forms, in exist-
ing in formlessness oneself. This is where the good-natured
and cunning smile of the Eastern person for the European
comes from, who keeps inventing new forms, but does not
actually exhaust any of them till the end.

Of family celebrations, marriage celebrations are elegant
and children’s celebrations are graceful.

The first born is celebrated with a hair-dress and a
robe. Lambs and heaps or rice, singing and dancing for
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the hundreds of people invited accompanies his birth for
several days.

The same celebrations are held for the circumcision.
The Mullahs, sitting ceremoniously by the reservoir, open
the feast of many days...

On the Registan Square, a flute whistles and a drum from
a visiting circus roars. There is the smell of shashlyk and
spices.

Eaten from head to foot by night mosquitoes, | go to
spend the night on the roof by the skull-cap bazaar.

On the roofs there is a special city: here people spend
evenings and nights.

Women go to visit each other by walking along the roofs.

The streets are not visible from above. Overgrown
with grass and poppies, here there are special streets and
squares.

At least a light wind drives away the invisible insects.

The lungs fill up well: it seems that they are being
pumped with air from the depths of the sky.

The stars, the stars!

In heaps, and individually, each one the size of a walnut,
they swallow the night sky.

The Polar star is low on the horizon.

One remembers Africa: the Polar Star was even lower
there. One remembers all the thoughts of the day, the year,
one’s whole life — something is lacking. All around is beau-
ty, a full world. The lack is within oneself: the perceptions
are not full and clear, and the reflections are not full and
vague.

Space is still just an illusion. Within it are changes and
cultures, and the image of mankind itself, but how difficult it
is to reach it — my craft is fettered within the three dimen-
sions of cubism.

The sun rises from behind the Ruhabad, lighting up the
Shir-dor majolica.

On the roofs, wives, children and husbands rise. The sart
women stretch in the rosy light. Below, the spring hive is
buzzing. A new day, new searches.

Below, under the arcs of the ancient market, skull-caps
are being laid out. The forges have begun hammering.
Salespeople have started shouting about their bread.

A caravan of camels has set out from Bibi-Khanym.
The proud muzzles, swan’s necks and wise, wise eyes.

They are the last, and not for nothing they protected
themselves by the dying soil — the colour of the desert.

Donkeys weave their way through the crowd.

They have adapted themselves. Their eyes are mad.
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Bbontaiotca ywn. Bce gna Hero 3HakoMo. Huuero HeT Ha
3emJie 0COGEHHOr0, M OC/IMK TOJIKAEeT TIOKAaMKU MPOXOXKMX,
noJsiyyaeT TyMaku, NpOLUHbIPMBAA TONMOK 6a3apHMKOB.

CagblK pa3/ioxun YeTblpe Xanata, KaTyLIKW HUTOK. B oaHOM
pyKe ero po3a, ApYrom AEpXKuT nuasly ropsyero yato.

— Canam, ToBapmium! Kak noxuneamor?

— 34paBcTBYM, 3apaBcTByM, CagblK...

lMopa 3a ropog — K YynaH-ate.

*kk

OgHa u3 gopor K BbicoTaM YynaH-aTbl BegeT yepes
Adpacrab — pasBainHbl ApeBHero CaMapkaHaa.

MuHys Knagbuule, cnyckaelbcsi Ha 60/bLuyt0 JOpPOry.
MUHYs KaMeHHbIM MocT Cuaba, nonajaellb B MPUrOPOAHYHO
[EepeBeHbKY, B KOHLIE KOTOPOM KPUBOM YalMXaHLUMK OCTaHaB-
JIMBaeT NobonTaTb, NPEANOXUTb 3a A0OPYI0 COBETCKYIO LiEHY
BMHOrpaja, M, HaKoHeLl, BblpblBaeLlbCA B NYCTbIHIO.

X0JIMbl OT/IONO HAYMHAIOTCA 3a AepeBEHbKOM. Mony3abbiTble
cagpl. OAMHOKME OpexoBble AepeBbA.

/lBe [OporM OKpyKaloT BbICOTbI, U 06€ CXOAATCA Y 3epaBs-
LIAHCKOM ApKM.

Kak py4eirKu, no KaMEHUCTbIM FpyJaM BblOTCA TPOMMHKU —
BCE OHW CTArMBaloTCA K YynaH-ate, OTLy NacTyxoB, JiereH-
JapHoMy repoto, 3awuuiarowieMy CamapKaHz oT pas3imMTma
3epaBLuiaHa.

BepcTax B BOCbMM Ha OHOM W3 BblAAIOLIMXCA LIAMNOK BO3-
BbILLEHHOCTHU CTOMT MaB30J/IeM — MeyeTb YynaH-ata.

Bo3BbILEHHOCTb 3alMLLAET, KaK MCKYCCTBEHHAA HaCbIMb,
HW3MEHHOCTb OT MPOpPbIBa PEKM.

— Korpga oyeHb nporHeBaem Asinaxa, ropbl M KaMHK noTe-
PAIOT CLENKy CBOI0 — BCE BOPOTA AJ1A OFHA U BOAbl OTKPO-
I0TCA, — CKa3sblBasl MHe anen.

M 4t0 6bI 6bII0, €CM 6bl 3epaBLuaH NPOTOYNU BbICOTbI, —
YepHbIi M OKasasics 6bl Ha MecTe CamapKaHaa.

Ho ckana npoyHas, o6beAeHHas 6YpPHbIM MOTOKOM,
oHa oTww M oBasia N1acTbl CBOMX 3a/ieXKeM B KPEMHMEBbBIE
NJUTbI.

JpeBHue oTBe/IM ByLLytoLWMIi 3epaBLluaH B Napasie/bHblM
eMy apblk Kapa-Cy.

Kapa-Cy nutaet pucosble nons, B Kapa-Cy no6sLias 6onee
CMOKOMHbIE BOAbl pbiba.

MamATHMK YynaH-aTa Ans MEeHS UCKIYUTEbHBIN MPUMEP
CBA3M penbeca MoYyBbl C apXMTEKTYPOM.

MbILWKM U cepble 3Men — 06UTaTENIN STOM MEYETBbKM.

Mo o6eTaM YbM-TO PYKM HAMOJHAIOT COCYAbl C BOAOM B Yriy
meyeTU. Y rpobHULbI 06bIYHBIM CTAM M3 KOHCKOrO BOJlOCa C
HaBfA3aHHbIMM JIEHTOUKAMM TKaHEM OT GOJIALUMX M MPOCALLMX
NasIOMHMKOB, KakK B MTanuu B YacoBeHKax CB. /leBbl.

OTcioaa npeao MHoM BcAa CaMapKaHaus.

K toro-3anagy easa BugHa brbu-XaHbim. Haneso uenb rop,
BO3BbILIAMLWMXCA A0 BEYHbIX CHEroB. Ha BOCTOK 3a pekoM
Bopota CamapkaHaa, rae npoxoAmT XenesHaa gopora. Ha
ceBepe 0 6e3 KoHua yxoaMT 3epaBLuaH, pacn/iacTblBasch
6ecymcieHHbIMU pyKaBammM C XpebTaMKu YepHOro mna.

BneBso, ot 3epaBwaHa Ao 3epaBwaHa, CaMapkaHausA.
CepebpsHo-3e/ieHble rpajalmm, Kak B N1I0CKON Yale. [ae-To
TaMm, B byxape, c/iMBaeTca e€ Aanekui Kpar C HEGOM.

Heb6o A BMAen BO BCe Yachl CYTOK.

JlHeM OHO HEBEPOATHbIX Pa3/IMBOB, OT HEXHOCTEN ropu-
30HTa [0 Ablpbl, 3UALLEN B 3B€3/bl HA 3€HUTE.

OT OKpY}KEHMA COHLIA OHO UMEET elLe HOBble Pa3/inBbl 10
NMPOTUBOCTOSALLEN COJHLY TOYKM.

70T Nepennet yAbTpamapuHa, candupa, KobaibTa OrHAT
MoYBY, CKasibl, Ae/las HAUYTOXKHOM 3e/1eHLlY pacTUTEIbHO-
CTM, BKOHEL, ocepebpss ee, — NoJlyvaeTcs reorpaduyeckuii
KOJIOPUT CTPaHbl B 3TUX ABYX aHTMNOAax Heba 1 NoyBbl. ITO
u paet B CamapkaHAMM OLLyLEHME 3HOA, XKapa, OrHA Noj,
valen Heba.

YenoBeKy XKYTKO MeXAy 3TUMM LBETOBbIMM MOJIIOCAMMU, U
BOCTOYHOE TBOPYECTBO Pa3peLlnsio akKopa, CO34aB TO/IbKO
3/€Cb W CYLLECTBYIOWMIA KOJIOPUT GUPLO3bI.

OH AOMOJIHUTE/IbHBIM C TOYHOCTBIO K OFHIO MOYBbI, M OH
)K€ OT BOAWUT OCHOBHYIO CMHIOI0, JaBasi €M BbIXO4 K CMeLLaH-
HOCTM 3e/1eHbIX. ApasibCKoe Mope MOACKa3ano XyAOoXHUKaM
3Ty 61pto3y.

lepBoe Moe BOCKAMLAHME ApY3bAM MOMM O KynoJse
Laxu-3unHapl 6bi10: — Ja Beab 310 Boga! IT0O 3aK/MHaHUE
6MPLO30i OrHEHHOCTM MYCThIHM!

B yragaHuu 3Toro LuBeTa B MO3aMKe M MaloJ/IMKe M ecTb
KOJIOPUCTMYECKMIM reHuni BocTokal.

MaB3onel YynaH-aTa COXpaHMJICA NMLLb B CBOEM Kopryce.
OT 06/1MLI0BKM OCTaslacb YacTb 6apabaHa U Kynona.

M3pasubl pacTaiieHbl no Myseam EBponbl. O6/10MKM MX
yXeTbIBalOT Kpbllly M NOABETPEHHYI0 CTeHy. Ha rope u ee
CKJIOHax BanfloTCcA 06/10MKM 6MPIO30BOro OTKPOBEHMA.

*kk

BbbiBaso, HOYb 3acTaBasia MEHA Ha BbiCOTax YynaH-aTbl.

He60 Hag ATOM CTaHOBWM/IOCH YIOTHEE: 3B€3/bl AaBasn
0603Ha4YeHMe NPOCTPaHCTBY Ccepbl.

CnycKascb, CoMBaeLlbCA, OTbICKMBaA TPOMMHKY, Lapana-
€llb HOrM KOJIIOYKaMM.

Heo6bATHbIM BO34YX, 3anax NPUTOPHO C/IaAKMX U OCTPbIX
pacTeHuM.

OT ay/IoB AOHOCUTCA KEHCKUM Nnad, HaapbiBHbIM, TO
OCKOPOGJIEHHDIM, TO *aJIOCTHbIMN.

Mnay n3meHnn ceom pynagebl. Mepebpocuaca B CTOPOHY,
€My OTBETWUAU ApYrue naayu.

1 Ota 6Mplo3a He TONIbKO B MamATHMKax 3o44ecTBa: Ajpacrad
6N1€CTUT 1 CBEPKAET MMEHHO €10 B OCKOJIKax yTBapu. OKOHYaTe/IlbHoe
paspelleH1e 3Toro Bompoca, MHe yMaeTcs, AacT KoY K obLiemy
MOHMMaHMI0 3THOrpacMyYeCKOro Koop1Ta BOO6LLE M ONpeaeneHno
NPOMCXOXAEHMA apXe0/I0rMYeCKMX HaX0A0K B YacTHOCTU. (ITpu-
MeyqaHue asmopa).

“l won’t do anything more, boss, however much of a fuss
you make. If you whack me on my head — you’ll be worse
for it... There’s no need to put on airs: it’s fate! If things had
happened otherwise, | would be the boss and wear out your
back. Natural selection, brother, yes...”

Their ears dangle. Everything is familiar to them. There is
nothing special on earth, and a donkey pushes people aside
with bales, and receives blows as it weaves its way through
the crowd of market people.

Sadiq puts out four robes, and reels of thread. In one
hand he holds a rose, in the other a bowl of hot tea.

— Salaam, comrades! How are you?

— Hello, hello, Sadiq...

It’s time to leave the city — for Chupan-Ata.

*kk

One of the roads to the heights of Chupan-Ata leads
through Afrasiab — the ruins of ancient Samarqgand.

Passing the cemetery, you go down to the big road.
Passing the stone bridge of Siab, you reach a village out of
town, at the end of which a one-eyed chaykhana owner stops
you to talk, offers you grapes for a good Soviet price, and
finally you get out into the desert.

The hills begin outside the village. There are half-forgot-
ten gardens. Lonely walnut trees.

The two roads surround the heights, and both meet at
the Zeravshan Ark.

Like streams, the paths weave along the stony piles —
they all gather at Chulpan-Ata, the Father of shepherds, a
legendary hero who protected Samargand from the overflow
of Zeravshan.

Eight versts along, on one of the towering caps of the
elevation is a mausoleum — the Chupan-Ata mosque.

Like an artificial embankment, the elevation protects the
lowland from the river bursting.
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“When we seriously provoke Allah’s wrath, the mountains
and rocks lose their link — all the gates for fire and water
open,” Galey told me.

And what would have happened if Zeravshan had ground
down the heights — there would have been black silt in the
place of Samargand.

But the cliff is solid, gnawed by a fierce flood, it ground
the strata of its deposits and siliceous slabs.

The ancients redirected the turbulent Zeravshan into the
parallel well of Qara-Su.

Qara-Su feeds the rice fields, and in Qara-Su there are
fish which prefer calmer waters.

The monument of Chupan-Ata is for me an exclusive
example of the connection between the relief of soil and
architecture.

Mice and grey snakes are the inhabitants of this small
mosque.

People make vows and fill vessels with water in the corner
of the mosque. By the grave there is an ordinary banner of
horsehair with ribbons of fabric from pilgrims who are sick and
have requests, like at the chapels of the Holy Virgin in Italy.

From here, all of Samargandia lies before me.

To the southeast, Bibi-Khanym is barely visible. On the
left is a mountain chain rising up to the eternal snows. To
the east, behind the river, are the Gates of Samargand,
where the railway passes. In the north, the Zeravshan van-
ishes into infinity, its endless branches sprawling with ridges
of black silt.

On the left, from the Zeravshan to the Zeravshan, is
Samarqgandia. The gradations are silver and green, like in a
flat bowl. Somewhere, in Bukhara, its distant edge blends
with the sky.

| saw the sky at all hours of the day.

During the day, it has incredible shades, from the tender-
ness of the horizon to the hole yawning to the stars at the
zenith.

There are new shades ranging from near of the sun to the
most distant point from the sun.

This interweaving of ultramarine, sapphire and cobalt
lights up the soil and cliffs, making the green of the plants
insignificant, completely turning it silver — a geographic col-
ouring of the country is gained in these two antipodes of sky
and soil. This is what gives Samargand a feeling of sultriness,
heat and fire under the bowl of the sky.

A person feels awe-struck between these poles of colour,
and eastern creatively has resolved the chord, creating the
colour of turquoise which only exists here.

It is precisely complementary to the fire of the soil, and it
takes away the primary blue, giving it access to a mixture of
greens. The Aral Sea suggested this turquoise to artists.

My first exclamation to my friends about the dome of
Shahi-Zinda was: “But it’s water! It is an incantation by tur-
quoise of the fieriness of the desert!”

In divining this colour in the mosaic and majolica lies the
colour genius of the East*.

Only the building of the Chupan-Ata mausoleum remains.
Of the incrustations, only part of the cylinder and dome
remain.

The tiles have been stolen for the museums of Europe.
Their debris covers the holes of the roof and lee wall. On

* This turquoise is not just found in monuments of architec-
ture: Afrasiab shines and sparkles in the debris of its pottery.
A final resolution of this issue, | believe, will give a key to a
general understanding of ethnographic colouring in general,
and determining the origin of archeological findings in par-
ticular. (Author’s note).
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B TeHeBbIX /10}K6MHaX CK/IOHOB 3acBEPKaJiM ABOMHbIE
TOYKM: TO LIAKasibl CTATMBAIOTCSA K KM/bIO YeNoBeKa.

3ayxasim cobaku B KMLIIAKAX...

Ha knag6uile Adpacraba cparkeHma cobak C Liaka-
NlaMu: 34eCb MeXaY HUMW CMepTHas 6opbba 3a J06bITOro
mepTBeLa.

Hepgonro 3anexmBaroTcs NOKOMHWKM B MOrmaax. Yacto
CTENHOM BOJIKOAAB, NMPOBOXKas 6€3 oTAplxa Geryluyio npo-
LIECCHIO C ero X03sIMHOM Ha 0pe, 3aCTpeBaeT BO3/I€ MOTMU/bl,
YTOObI HE YCTYNUTb GPEHHbIE OCTaHKK CBOEro rocnojmHa
ZPYroMy JIJaKOMKeE, M 332 HOUYb YHUUTOXKAET TPYr.

OKpauHbl ropoja cnAr.

OAMHOKMM YBOPLUMK BbIMETAET Y4aCTOK, YTOHYB BMECTe
C (pOHapUKOM B Tyyax MblIM.

M3 TEMHOTbI YJIMYHOM HULLM TPYCOBATO-rPOMKO OK/IMKAET
HOYHOM CTOPOK.

OrpbI3HETCA MO HOroM MOYMBLUMM CPeam YauLbl nec.

CKpMnyyei IeCEHKOM MOAbIMAKCh B MOI0 6e/1yi0 KOMHATY
M NPSMM Ha CEHHMK.

B okHax noBucna bosnbwas Measeamua, M CBETUTCA OT
cepna NyHbl 6apabaH brbu-XaHbIM.

COCKYUMBLUMIMCA MBILLOHOK MUCKHET Haj YXOM — Kyza
Ne3ellb, raynbiA...

lMpuATHasA ycTasocTb BCEro Tena.

[Na3a cMblKalTcA camu co6or. Y1o6 He 3abbiThb:
B CaMapKaHZAe 04EHb MHOIO MbILLIEN. ..

*kk

Adpacrab npeacTaBifaeT BHYLMTE/bHYIO KapTUHY M
npeKpacHbIM NaH gpeBHero CamapKaHAia, pa3pyLUeHHOro
YMHrUCXaHOM.

FopoA OKpy»eH 6bla1 r]POMAZHOM BbICOTbI CTEHOM, OCTATKM
KOTOPOM OrMbaloT XO/IMbI.

LleHTpasibHas KOT/IOBMHA NPEACTaBASAETCA MHE MJIOLa/bto
6bIBLUEr0 BOAOEMA, pacnpeensiolLero Boay.

OcHoBaTe/ibHble pacKonku Adpacraba OTKpoOIT elle
MHOTMe AUKOBMHbI, HapAAy C 3CTETUYECKMMU LIEHHOCTAMM
OHM MOMOTYT JasIbHEMLLEMY OCBELLEHMIO BOMPOCA O ABUXKE-
HUAX KYNbTypbl Mexay Asuel, Adprkoi 1 EBponoi, notomy
YTO 34€eCb AEUCTBUTENIbHO 6bl1 HEKMM y3en UHauu, Ernnta
n 'peunn.

TeppakoTa M CTEKJI0, HaMAEHHbIE 3[4eCb, BbICOKOr0 CTU/IA
U TEXHUKM.

Ha Adpacrabe ectb 1 gpyroe: 34ecb ecTb J10XK6MHa —
JII06MMOE MEeCTOo cJ/ieTa OpJIoB, FAe MPOUCXOAAT AeNeXKM
[06bl4M, ApaKK M No60Bb OpJIMHAs.

3pecb nacyTcs cTaga Bep6/oJoB.

Bep6itoAuLibl IaCKAOT M JIMKYT CBOMX AETEN, a Ha XOJIME,
3aCTbIB Ha KOPTOYKaX, 3a6bIBLUMICA MOHFOJ1 LIE/IbIMW Yacamu
He MEHSET Mo3bl.

Adpacrab c BOCTOUHbIM BETPOM MOCTaB/ISET CaMapKaH-
CKYI0 Mbljlb, CAMYIO MEJIKYIO MblJib B MUPE, 3aCTU/IAIOLLYHO
HOC M YU, CyLallylo ropTaHb, a C BETPOM 3anajHblM CHOBa
NMPMHMMAET Ha CBOM Pa3Ba/IvHbl Ty4M STOM e MNbliv. O6MeH
He BMOJIHE YECTHbIM: B HWM3MHAX M OBparax ropoga nbljb
3acTpeBaeT U noHemHory CamapkaHg pactet, Adpacuab xe
BblBETPMBAETCSA. B Kosoguax 1 Hopax ero poloTcs OAMHOKME
nckatenn. OdpurupmanbHO packonku s3anpelyeHbl OTaenom
OXpaHbl B 0XWaHUM OPraHM30BaHHbIX TEXHUYECKM M HAY4HO
Mccaea0BaHUMN.

3a 3amagHoM YacTblo Adpacraba no gopore K BoK3asy —
ce/fleHMe MPOKAXKEHHbIX.
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the mountain and its slopes lies debris of the turquoise rev-
elation.
*kk

Night used to find me on the heights of Chupan-Ata.

The sky above Ata become more agreeable: the stars gave
indications to the sphere of space.

Walking down, you lose the way, looking for the path, and
burrs scratch your legs.

The vast air, the smell of cloyingly sweet and sharp
plants.

The sound of women’s crying, heart-rending, sometimes
aggrieved, sometimes mournful.

The crying changed its roulades. It spread to the side, and
was responded to by other cries.

In the shadowy gullies of the slopes, pairs of eyes began
shining: the jackals were drawing near to people’s dwellings.

The dogs in the gishlags began to howl...

At the cemetery of Afrasiab, the dogs fought the jack-
als: there was a battle to the death between them over a
corpse.

Dead people do not lie in their graves for long. Often, a
steppe wolf-hound, accompanying without rest the running
procession of his owner’s deathbed, stops among graves in
order not to leave the mortal remains of their owner to
another gourmand, and devours a corpse in a night.

The outskirts of the city are sleeping.

A lone cleaner sweeps the area, drowning with the flash-
light in clouds of dust.

From the darkness of the street, a night watchman calls
out in a cowardly loud voice.

A dog resting in the street snarls under foot.

| walk up the creaking stairs to my poor room and lie on
the hay-mattress.

The Great Bear is hanging in the windows, and the drum
of Bibi-Khanym is shining in the sickle of the moon.

A lonely mouse squeaks next to my ear — where are you
going, you silly thing...

My whole body feels pleasantly tired.

My eyes close of their own accord. So | don’t forget: there
are lots of mice in Samargand...

*kk

Afrasiab provides an impressive picture and wonderful plan
of ancient Samargand, which was destroyed by Genghis Khan.

The city was surrounded by an enormously high wall, the
remains of which bend around the hills.

The central basin is a square of the former reservoir,
which distributed water.

The thorough diggings of Afrasiab will reveal many more
amazing things; along with aesthetic valuables, they will
assist in the further elucidation of the movement of culture
between Asia, Africa and Europe, because here there really
was a junction between India, Egypt and Greece.

The terracotta and glass found here are of a high style
and technique.

Afrasiab has something else as well: there is a gully here,
a favourite place for eagles to meet, where they share their
prey, fight and love.

Here a herd of camel grazes.

The camels fondle and lick their children, and on the hill,
frozen in a squatting pose, an absent-minded Mongol does
not change his pose for whole hours.
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YKyTKO 1 TAXeNo BUAETb OTLLEeNeHLEB.

Be3mosiBHble Urypbl AETEM U CTapyX CUAAT Yy ABEpeEM
MasaHOK BJja/I1 OT JOPOru.

BOCTOYHBIM 3aKOH F'Mr1eHbl 3anpeLlaeT NPoKaXKEeHHbIM
3aKpbIBaTb /LA M HOCUTb YaZpbl KEHLUMHAM, YTOObI OTMe-
YyaTb Yypaembix U NpeaynpexaaTb 340POBbIX NPU HEYAAHHbIX
BCTpeYax.

B BocTtouHOM yrny Adpacuaba, rae Crnab obpasyer
NoAKOBY, NPOTEKAA r/ly6oKOM LWesblo, HAX0AUTCS Mormaa
JaHuapa.

Camblii rpo6 AJIMHOI0 CaXKEHEN B CEMb: MEPTBbIE OCTaHKM
POC/M Ha NPOTAXEHWUU BEKOB, YAIMHASA JIOXKE CBATOrO, MOKyAa
3a6aBHUKM paLMOHANNCTblI HE OrPaHMYMIM FPO6 KaMEHHbBIMU
CTeHaMM CO CTOPOHbI 06pbIBa.

NocMOTpMM, He cnMxHeT an ynpamMasa Hora JaHuapa
MeJIoYHOe yXMLLIpEeHUE MasioBEPHbIX. HWxe rpo6HULbI B TEHM
Kaparayer HaxoauTcs obLIMpHas Teppaca, Ha KOTOpoi M3-nog,
MOTM/IbHOM CKaslbl BbIGMBAET PoAHMK JaHuapa.

B BEpXHEM YaCcTU OH TOJIKO ANA NUTbSA, NJIOLAAKON HUXKE
OH 06pa3yeT CTyAeHbIM 6accenH, rae MoXHo He 6e3 Tpyaa
OKYHyTbCA. M3 Hero pogHuK ctekaet B CMab, cMelumBasnch
C 6ypHbIM M3YMPY/ZHO-CEPbIM NOTOKOM Bog Cuhaba.

JlaHnap B fo6poe Bpems 6bl1 MIMKHMKOBbIM MECTOM CamMap-
KaHZLeB, OCTaTKX 04aroB NOATBEPKAAIOT 3T0. Tenepb He o
MUKHUKOB CTPOUTEIAAIM OKPaMHHbIX YCTOEB, a Hae3xue 6osblLue
3aHATbI NMOrpY3KOM MYKM, KMULUMMLLA U pUCa, — K YEPTY MUK-
HWMKM, KOrAa poauHa AOXHET C ronoay!

MoatoMy y /laHMapa COH M TULLMHA MOA Kaparayamu,
M HUYTO He MellaeT 3abpesliemMy XMBOMUCLYY BHUKHYTb
B MOCTPOEHME Ha X0JICTe BUAMMOTO.

Boaa Craba XopoLo CTUpaeT 6esibe: Ha Cy4ybsx Tornosemn
CKBO3HAKOM YLLie/IbAi OHO BbICTPO CYLUMTCA.

Ha Adpacrabe npon3Boann A HAGAOAEHUA U OMbITbl HAZ,
npo6siemoi NPOCTPaHCTBa M ero BocnpuaTUeM. Jlo6oBascs
M MOCTUran BOCTOYHYIO GMpIO3y.

MHoM pa3 3acbinaj Ha X0JIMe NoJ XBauKy Bep6J0J0B,
M TOrA@ OpJibl HAYMHANM KPYXKMTbCA HaZ 6PEHHbIM TesoM. CBuCT
1 BETEP MX KPbUIbEB BYAMIM MEHS, U A KOMOTU NaIKOM O Nepbs
M KOFTU XMLLHWUKOB, TAXE/IO YNPaBAAOLUMX ABUKEHUEM.

*kk

Buaen a CamapkaHamio ¢ BeplwmHbl Aranbika. Cepaa mraa
MblJIM — HU3MEHHOCTb MOTOHYJ1a B HEW.

KpoweyHasa uapanuHa bubu-XaHbiM efBa yaoBMMa
rN1a3oM.

Hw 3eneHn capgoBs, HX 6MPIO3bl JIIOACKOTO FrEHUA HE BUAHO
oTCloAa, a BeplmHa elle He cHeroas. CHera pagom —
3a c/ieyloleM rpsoi CUAIOT OHMU.

He Bblaep:xMBaeT MacliTaba YenoBeyeckoe 3044€CTBO
npes Kynosiamm CHEXHbIX BEPLUMH.

Jla v Bce McKyccTBO He eCTb /I TOJIbKO peneTuuma K npe-
BpaLLEHUI0 CaMOro YenoBeKa B MCKyccTBo?

CaMa ¥M3Hb He TOJIbKO /1M eLle NpoeKumsa byayLimx Bo3-
MO3KHOCTEN?

YyBcTBa, pasyM M KPOBb He TaHLYIOT /i1 MOKyAa LuaKa-
J10-CcoB6ayni 6anet — aa M 6anet /in ele NpesaCcTouT NoCcTaBuUTb
YeJIoBEKY Ha CLeHe BCENEHHOM?

*kk

He3ameTHO NpoKpanacb 0CEHb Ha Y/MLbl MU B OKPECTHOCTM.

lMepBbiMM NOABUAMCH 06/1aKa M TyuM. Hebo pasykpacmiochb
HOBbIMM KpacKkamu — 30pM YTPEHHWE M BEYEPHUE 3apajyuan
He60 M3 Kpas B KpaM.

MoTAHYAMCb CTauM NEpPHaTbIX, 3BEHA AAIEKOM MY3bIKOM
Hag PerncraHom.

3ackpunenu ap6bl C NEpMHaMM M KOBPamMK BO3BpaLLiato-
LLMXCA U3 KMULLIAKOB.

Havanucb goxan — B CamapkaHze nosBmaacb JMNKas
rpAasb.

CapTbl BCYHY/IM r0JIOBbI B MJI€YM BaTHbIX Xa/JaToB M CBe-
CU/IM pyKaBa.

Kak ranyata, nog HaBecamMu CBOMX JIaBYOHOK, HAXOXJIU-
JIMCb TOProBLibl.

MossmAnUCb XKapoBHU.

OKTA6pb KOHYasCcA.

Hag YynaH-aTol pBasMcb BETPbl, CBUCTENMU B KyMoJie.
3epaBLUaH cAesanca elle YepHee.

CHera HuXe U HUXKe OMyCKaIMCb K MOAHOXMAM rop, u
Aranbik ogencs B 6eoe...

Jna MeHAa oceHb 6e3 Poccn — He oceHb!

Bce KoHYeHo; Ka3asnocb, Bce U3xMTo B CamapKaHzie.

MocnegHue npusethl LLaxu-3uHae, y36eKkam U TagxMKaM.

Cnacubo 3a MX NIaCKOBYI0 BHUMATE/IbHOCTb K MOGUBLIMM
MX OFHEHHO-6MPIO30BYI0 POAMHY...

Afrasiab with the eastern wind supplies the Samargand
dust, the finest dust in the world, covering the nose and
ears, drying out the throat, and with the west wind it once
more takes clouds of this dust to its ruins. The exchange is
not quite fair: the dust stays in the hollows and gullies of the
city, and slowly Samargand grows, while Afrasiab is blown
away. In the wells and holes, lonely searchers dig. Officially,
diggings are prohibited by the Department of Conservation
in expectation of organised technical and scientific inves-
tigations.

Behind the western part of Afrasiab on the road to the
train station is a leper colony.

It is terrible and painful to see the outcasts.

The silent figures of children and elders sit by the doors
of the huts far from the road.

Eastern laws of hygiene prohibit lepers from covering
their faces and women from wearing the chador, to make
the lepers seen and warn healthy people at accidental
meetings.

In the eastern corner of Afrasiab, where Siab forms a
horseshoe, passing through in the form of a deep crack, is
the grave of Daniar.

The grave itself is about seven sazhens long: the mortal
remains grew over centuries, lengthening the deathbed of
the saint, until inventive rationalists stopped the grave with
stone walls from the side of the ravine.

We’ll see if Daniar’s stubborn leg will kick aside the petty
contrivance of those of little faith. Below the tomb, in the
shadow of the elms, there is a broad terrace, where under
the grave cliff the spring of Daniar gushes.

In the upper part it is only for drinking, while in the area
below it forms a freezing cold pool, where one can swim
with difficulty. From here the spring flows into the Siab,
mixing with the wild emerald grey flood of the Siab waters.

In the good old days, Daniar was a picnic spot for
Samarqand residents, and the remains of fireplaces confirm

OnekTpoHHas Gubnuoteka Mysesi aHTpononorum n atHorpacdum um. Metpa Benukoro (KyHcTkamepa) PAH
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this. Now the builders of the foundations of the outskirts
have no time for picnics, and visitors are more concerned
with loading flour, raisins and rice — to hell with picnics
when the country’s dying from hunger!

So Daniar sleeps and is silent beneath the elms, and no
one stops the wandering artist from putting the visible on
to the canvas.

The water of the Siab is good for washing clothes: on the
boughs of the poplars, they quickly dry in the wind from
the gorge.

At Afrasiab, | carried out observations and tests on the
problem of space and its perception. | admired and under-
stood the eastern turquoise.

Another time | fell asleep to the chewing of camels, and
eagles began circling above my body. The whistle and wind
of their wings woke me up, and | hit the feathers and claws
of the predators with my stick, who had difficulty controlling
their movement.

*kk

| saw Samarqgand from the peak of Agalyk. There was a
grey gloom of dust, and the lowland had drowned in it.

The tiny scar of Bibi-Khanym was hardly visible to the eye.

Neither the green of gardens nor the turquoise of human
genius could be seen from here, and the peak is not even
snowy. Snow is nearby — it lies behind the next ridge.

The scale of human architecture does not measure up to
the domes of snowy peaks.

And is not all Art just a rehearsal for people themselves
being transformed into Art?

Is not life just a projection of future possibilities?

Do not feelings, reason and blood dance a jackal and dog
ballet — and will this be a ballet that people will perform on
the stage of the universe?

*kk

Autumn came unnoticeably to the streets and neighbour-
hood.

Clouds appeared for the first time. The sky was decorated
with new colours — dawn and dusk covered the sky with
rainbow from horizon to horizon.

A flock of birds flew by, chiming distant music above
Registan.

The bullock carts creaked with feather beds and rugs
returning from the gishlags.

Rains began — sticky mud appeared in Samargand.

The sarts put their heads into quilted gowns and hung
down the sleeves.

Like jackdaws, under the coverings of their stalls, sales-
people ruffled themselves up.

Braziers appeared.

October ended.

Winds blew above Chupan-Ata, and whistled in the dome.
Zeravshan became even blacker.

The snows sank lower and lower to the foot of the moun-
tains, and Agalyk was dressed in white...

Autumn without Russia is not autumn for me!

Everything was over; it seemed that everything was fin-
ished in Samargand.

The last greetings were made to Shahi-Zinda, the Uzbeks
and Tajiks.

Thanks for their affectionate attention to a person who
fell in love with their fiery turquoise homeland...
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«[om ctunga»  “Dom Stilya”

26 pekabps 2003 roza B TalKeHTe 6bl1 OTKPbIT «/JJOM CTUASA» —
TBOpYecKas 06u1TeNb MoAbl. OCHOBHOM LieJ/iblo CO3aHus CTaso
06benHeHMe NoA 3ruaon Joma BedyLumnx CneupmansmcToB MHAY-
CTPUM MoZbl B Y36EKMCTaHe: AM3aiMHepOoB, CTUIMCTOB, MacTepoB
NPMKIAAHOIO MCKYCCTBA M MOPTHOBCKOro Aesia. TBOPYECKUM
cocTaB [Jloma onpeaenun ans cebs NpUOpUMTETHOE Hanpas-
JIeHWe, B KOTOPOM COYETATCA NoC/eAHME TEHAEHLMM BbICOKOM
MoZbl M ApeBHeNLWME TPAAMLMM HALIMOHAIBHOIO MCKYCCTBA.

MepBbIl CE30HHbIM NOKa3 Bbi3Bas 60/1bLLOM MHTEPEC Y LUMPOKOM
ayamTopuu. C 3TOro BpeMeHu NoJo6HbIE KpacoyHble Loy OT
«/loMa cTUNA», C y4acTMEM KaK MMEHMUTBIX, TaK M HAYMHAIOLMX
[M3aliHepoB CO BCEM pecny6/IMKM, NPOBOAATCA B TalUKeHTe
Kaxabii rod. CamMu ausaMHepbl CYMTAIOT y4YacTMe B TaKMX
NoKasax He TOJIbKO 0YeHb NMPECTMKHbIM. M0 06LEMY MHEHMIO,
MeponpuaTUa «JlomMa CTUAA» — NOA/IMHHBIM NPOECCUOHAbHBIM
TPaMI/IMH, CTOJb BaXHbIM [/19 TBOPYECKOro pocTa. 34ech CTOUT
OTMETUTb, YTO KONNEKLMM «JloMa CTUASA» YKe BblIM OTMEYEHDI
cneupanucTamMu Ha MexayHapoaHom cectmBane “Le cotton et
la mode” B Mapu:ke 1 Ha Heaene Moabl B MMonbLue.

C MOMeHTa OCHOBaHMS «/loMa CTWU/IA» ero TBOPYECKMI KasieH-
[iapb HacbllLEH MHOXECTBOM MEPOMNPUATUM, YTO MO3BOAAET
OLeHMBaTb pe3y/ibTaTbl NOCTOAHHOM paboThl AM3aliHEPOB U
AENNUTbCA NPUOBPETEHHBIM OMbITOM.

MoCTOAHHBIMM CTasM Ce30HHble MoKasbl (4Ba pasa B rog).
OTKpbIN 3Ty TPaAMULMIO BECEHHMI NOKa3, COCToABLMMCA 1 Mas
2004 roga. Yxe 25 umioHa 2004 roga «/lom ctuna» nposen
B CBOMX CTEHaX Mpe3eHTauMio IKCKJII03MBHOMO HOBEIMPHOIO
6paHaa “GULI”. 30 ceHTabps Toro ke roga «/Jom ctunsa»
B OYepeZiHOM pa3 cO6MpaeT CBOMX MOK/IOHHMKOB Ha CE30HHbIM
roKas.

2005 rog, 6bl1 TaKXKe OTMEYEH [BYMS CE30HHbIMWU Aedue:
1 Masa u 23 ceHTabpa. 21 anpens 2005 roga 03HameHOBaHO
yyacTMeM KOJUIEKUMI BeaylumMx Au3ariHepoB «/loMa CTUAs»
B MockBe Ha «Beuepe Y36eKCKOro MCKyccTBa», OpraHu3o-
BaHHOM PoHA0M «DOpyM KyNbTypbl U UCKYCCTBA Y36EeKUCTaHa».
16 ceHTA6pA 2005 roaa nog arnaomn «Joma CTuns» Gbl1 OpraHu-
30BaH ®ecTMBab HALMOHAILHOIO NATbA, B KOTOPOM MPUHAM
yyacTue cBO60Hble MOAE/IbePbl U TBOPYECKME KOJINEKTMBSI
co Bcex yronkoB Pecny6mku Y36ekuctaH. 3T1oT cecTtmanb
[lan BO3MOXHOCTb JlecATKaM MOJe/IbepoB 3aABUTb 0 cebe Ha
BClo CTpaHy. Mogenbepsl «/loMa CTUnA» perynsapHo npoBoAAT
TeMaTMYeCcKue MeponpuaTua ctoamyHoro “Fashionbar”.

Ha 5 mas 3Toro roga y»e HameueH Nnokas MOAHbIX TeHAEHUUM
ce3oHa «Jleto—2006».

Konnekuumu, cosgaHHble B CTeHax «/JoMa» OT/IMYalTCA MCMOAb-

30BaHMeM 100% HaTypasibHbIX TKAaHEN PYYHOro NAETEHWUSA U
OKpaca; 3/1eMEHTOB HaLMOHa/IbHOM BbILIMBKM, BOCCTAHOB/IEHHOM

M3 konnekumm LLlep3osa AtabaeBa

From collection by Sherzod Atabaev

© «/lom cTuns», 2006

MO YHUKaNbHbIM 3CKM3aM U coTorpadmam, 31eMEHTOB 04K bl
M apXMTEKTYpbl MPOLLbIX BEKOB. MCMONb3yloTCA MHKPYCTaLMK
[paroLeHHbIMM 1 Moy AparoLeHHbIMU KaMHAMM, LUIMPOKO Npu-
MEHSIIOTCA JIeKana U TEXHUKM KpOosi TPAAMLIMOHHOM Y36EKCKOM
OAEXabl.

Lllep300 Ama6aes

Monozor TanaHT/MBLIM Au3anHep. HarpaxaeH rocyaap-
CTBEHHbIM OpAeHOM «LLlyxpaT> 3a BK/1aZ B pa3BUTHE KyNbTypbl
Pecny6nvkn Y36ekuctaH. Aunnomat paga MexayHapoaHbIX
KOHKYpcoB 1 becTmBasien. B anpene 2002 roga oH y4acTBoBas
B MEXJYHapPOAHOM KOHKYpCE a/lbTePHATUBHOM MOZbl «CKMU3bl
OT KyTiop», rae Koanekums LLlepsoga «®artasens ot Lepenb»
nosiy4mMna BTopoe noyetHoe mecto. lNo3xe, B uioHe 2002 roaa,
3Ta yKe Mos6MBLIAACA Y36EKCKOM Ny6/IMKe KoNeKuma 6bina
npeAcTaBieHa Ha MeXAyHapoAHOM (ecTuBane MCKYycCTB
«MacTep-knacc—2002» B CaHkT-leTepbypre. B mae 2002 roga
Mozesibep NPUHAN yHacT1e Ha exeroHom dectusane — «l0Be-
nmpra-2002» 1 6bla1 OTMEYEH YIEHAMM KIOPU B HOMMHaLMK
«XpyCTasibHoe nnatbe».

B TBopyeckui cocTas «Jlom cTuas» Lep3og Bowen B 2003 rogy,
a B Mae 2004 roga — cTan TaM BegyLlWuM A13aiHEepPOM.

TAry K TBOPYECTBY M MOMYASAPHOCTU OH UCMbITbIBAN C AETCTBA.
B TpeTbem Knacce, B KpPYXKe MPUKIAAHOrO MCKYCCTBA, Ha
CTPOrui cyz yuutenen um Gbina BbicTaB/eHa nepsas paboTa no
MOTMBaM CKa3Ku «Penka», 3a KOTOpYI OH MOJIy4M/ CBOIO NEPBYHO
noyeTHyto rpamoty. B 6uorpacmu Llep3oga oTcueT TBOPHECKMX
no6es NPUHATO HaYMHATL C 3TOTO CAaMOro MOMEHTA, TaK Kak

On 26 December 2003, “Dom Stilya” was opened in
Tashkent — the creative abode of fashion. The main goal
of “Dom Stilya” was to unite the leading specialists of the
fashion industry in Uzbekistan: designers, stylists, masters
of applied arts and tailoring. The creative team of “Dom
Stilya” determined a priority area for itself, which involves
combining the latest high fashion trends with the ancient
traditions of national art.

The first seasonal fashion show drew great interest from a
wide audience. Since then, colourful fashion shows by “Dom
Stilya”, featuring both famous and beginner designers from
all over the Republic have been held in Tashkent every year.
The designers themselves do not just consider taking part in
these shows to be very prestigious. It is common opinion that
events held by “Dom Stilya” are a real professional trampo-
line, which is so important for creative growth. It should be
mentioned that “Dom Stilya” collections have already been
noted by specialists at the international festival “Le cotton
et la mode” in Paris and at fashion week in Poland.

Since “Dom Stilya” was founded, its creative calendar has
been full of numerous events, making it possible to assess
the results of constant work by designers and share experi-
ence gained.

Seasonal shows have become a permanent feature (twice a
year). This tradition was opened by the spring show held on
1 May 2004. On 25 June 2004, “Dom Stilya” held a presen-
tation of exclusive jewellery by “GULI”. On 30 September

that year, “Dom Stilya” once more gathered its admirers for
a seasonal show.

2005 was also marked by two seasonal fashion shows: 1 May
and 23 September. 21 April 2005 was marked by collec-
tions by leading designers from “Dom Stilya” being shown
in Moscow at the “Evening of Uzbek Art” organised by the
“Forum of Culture and Art of Uzbekistan”. On 16 September
2005, “Dom Stilya” organised a Festival of national dresses,
where freelance modellers and creative teams from all over
the Republic of Uzbekistan took part. This festival gave the
opportunity for dozens of modellers to make themselves
known to the entire country. Modellers from “Dom Stilya”
regular hold themed events of the Tashkent “Fashionbar”.

The fashion show “Summer 2006” has already been sched-
uled for 5 May this year, featuring the latest trends of the
season.

The collections created at “Dom Stilya” are distinguished
by their use of 100% natural fabrics, woven and dyed by
hand; elements of national sewing, recreated according to
unique designs and photographs, and element of clothing
and architecture of former centuries. Incrustations of pre-
cious and semi-precious stones are used, and patterns and
cutting techniques of traditional Uzbek clothing are widely
applied.

Sherzod Atabaev

Ayoung talented designer, awarded the state order “Shuhrat”
for his contribution to the development of the culture of
the Republic of Uzbekistan. He is a diplomat of a number
of international competitions and festivals. In April 2002 he
took part in the international competition of alternative
fashion “Haute Couture Designs”, where Sherzod’s “Fatazel
from Sherel” received the second honorary place. Later, in
June 2002, this collection, which was already beloved by
the Uzbek public, was presented at the international arts
festival “Master Class 2002” in St. Petersburg. In May 2002,
Sherzod took part in the yearly festival “Jewellery 2002” and
was commended by members of the jury in the nomination
“Crystal Dress”.

Sherzod joined the creative team of “Dom Stilya” in 2003,
and in May 2004 he became a leading designer there.

Sherzod has felt a craving for creativity and popularity since
childhood. In his third year at school, in an applied art group,
he presented his first work based on the motifs of the fairy-
tale “The Turnip” to a strict panel of teachers, for which
he received his first certificate. In Sherzod’s biography, the
count of creative victories usually begins from this moment,

M3 konnexkumu M'ynbHapbl Kaprmosoit
From collection by Gulnara Karimova

© “Dom Stilya”, 2006
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Llep3oa Atabaes / Sherzod Atabaev

60/IblLe OH He paccTaBasiCs C MAeel co3haBaTb, HECMOTPS Ha
TO, YTO OCHOBHYH CMELMANBHOCTb OH NONYYMA B YHUBEPCUTETE
MHOPMALMOHHBIX TEXHOIOTMM. A KypC MOAEIMPOBAHMSA U KOH-
CTPYMPOBaHMA ofex/bl, MPOBEAEHHbIN SKCNEPTOM M3 FepmaHmu
tOToM AHcoH B 2003 rogy, 1 paboTy B TBOPYECKOM KO/IIEKTMBE
«/loMa CTUAIS» OH CYMTAET OCHOBOM CBOEM HbIHELLHEN npodec-
CMOHaNbHOM AEATE/IbHOCTH.

F'ynbHapa Kapumosa
l'ynbHapa — npodeccuoHaNbHbIM An3aiHep, CO3AaTe b SKCKII0-

3MBHOTO toBE/IMPHOrO 6p3HAA “GULI”, aBTOp APKMX KOANEKLMH
oaexapl «/JJloMa CTuns».

Konnekuus LLlepsoga Atabaesa / From collection by Sherzod Atabaev

as he never again abandoned the idea to create, despite the
fact that he gained his main qualification at a university of
information technology. He took a course in clothes modelling
and construction conducted by German expert Juta Janson
in 2003, and considers the basis of his current professional
activity to be his work on the “Dom Stilya” creative team.

Gulnara Karimova

Gulnara is a professional designer, the creator of the exclu-
sive jewellery brand “GULI”, and the author of “Dom Stilya”’s
vivid collections of clothes.

For Gulnara, design is a way of expressing herself and being
creative. But at the time, she is rightly considered a profes-
sional among the large number of talented modellers. Her
models are not just interesting in their design, but have a
high level of technical quality. It was her desire to get to the
bottom of everything that inspired Gulnara, despite her Har-
vard Degree (MA) and degree of doctor of political sciences,
to complete a design course at the prestigious “FIT” institute
in New York, parallel to her studies in her main field.

Konnekums M'ynbHapbl Kapumosoi / From collection by Gulnara Karimova

lynbHapa Kapmmosa / Gulnara Karimova
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Ansa TynbHapbl AnM3aiH — 3TO CNOCO6 CamMOBbIpaXKeHWs, TBOP-
YyecTBO. Ho B TO e Bpems ee no npasy cuMTaloT npodeccu-
OHaJIOM CpeZit HEMAJIOro YMC/1a TaslaHT/IMBbIX MOZENIbePOB.
Ee mozenun He NpoCTO MHTEPECHO KOHCTPYKTOPCKM pPeLLeHbl,
HO U TEXHOIOMMYECKM KauyeCTBEHHO M3roToB/IeHbl. MMEHHO
enaHue JOoMTU 0 Camoi CyTH BO BCeM M nobyano MynbHapy,
HecMoTps Ha Harvard Degree (MA) 1 cTeneHb AOKTOpa NOAUTH-
YECKMX HayK, MapasiieslbHo C y4e60¥ No OCHOBHOM CreLmaib-
HOCTM, OKOHUMTb KypC AM3aliHa B MPECTUNKHOM Hbt0-MOPKCKOM
uHcTHUTyTe “FIT”.

OHa o4eHb MHOrO MyTeLlecTByeT Mo MUpY, NPEKPacHO BrajeeT
MHOCTPaHHbIMM A3bIKaMM, YTO OTKPLIBAET €/ JOCTYN K GoraTemmm
KY/IbTYPHBIM COKPOBMLUHMLAM. M KPUTUKM, M NOUMTaTENN HEW3-
MEHHO OTMeuatoT B ee paboTax nepensieTeHe pasHoo6pasHbix
3THUYECKMX MOTMBOB. ['y/IbHapa cuMTaeT, 4to BocTok cuneH Tpa-
OMLMAMM, KOTOPbIE MOXKHO C IETKOCTbIO 06paTUTh B MOZY, M peyb

He MAeT 0 BPEMEHHOM BauaHUK. Ana M'ynbHapbl BaxkHa Uaes,
KOTOPYt0 OHa NponaraHaupyeT B CBOEM TBOPYECTBE: COeAMHEHUE
POCKOLLM BocToKa M nakoHMYHOCTM 3anaja.

Ewe ozHa oT/IMuMTENbHAA YepTa AM3aiHepa 3aKN04aeTcsa B npes-
MOYTEHUM TONIBKO 3KOJIOTMUYECKM YMCTbIX, HATypasibHbIX TKAHEN,
CO3aHHbIX C MCMNOJIb30BAHMEM CaMbIX NIYYLIMX TPAAMLMI HaLm-
OHaNbHOrO TKayecTBa. MoXeT 6biTb, 61arofaps 3ToMy noaxoay
Mozenu FynbHapbl BbIFIAAAT eCTeCTBEHHbIMM, NPUPOAHBIMM,
HECMOTPA Ha HEMAJI0E YUC/IO CTU/IbHBIX «M3bICKOB» M aKCeccy-
apoB, KOTOPbIMM UCKYCHO ZJOMOJIHEH «06pa3» Kaw 4o MOAE/N.

M'ynbHapa, 6yayyu AeatenbHoM M HEOPAMHAPHOM IMYHOCTbIO,
BbICTYNMAA OAHMM M3 OCcHoBaTenen «/loMa CTUAS» U UHULM-
aTOpPOM MHOIMX MOJIOAENHbIX AM3aMHEPCKMX KOHKYPCOB W
dectmBanen.

She travels the world a great deal and speaks foreign lan-
guages excellently, which gives her access to rich cultural
treasures. Both critics and admirers invariably note the
interweaving of diverse ethnic motifs in her work. Gulnara
believes that the East is strong in traditions which can be
easily turned into fashion, and this does not just involve a
temporary influence. For Gulnara, the idea which she advo-
cates in her work is important: to combine the lavish East
with the laconic West.

Another distinguishing feature of this designer is her prefer-
ence for only ecologically pure, natural fabrics created with
the use of the best traditions of national weaving. Perhaps
thanks to this approach, Gulnara’s models look natural, despite

Konnekumsa MynbHapbl Kapumoson
From collection by Gulnara Karimova

the considerable number of stylish “flourishes” and accesso-
ries, which skilfully complete the “image” of each model.

Gulnara, an energetic and extraordinary personality, was one
of the founders of “Dom Stilya”, and has been the initiator
of many young designer competitions and festivals.
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bnaropoaHasa byxapa
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CTap1HHOE NOBEPbE FOBOPUT, YTO HA MYCYJ/IbMaHCKME ropoja
cBepxy, C He6ec HUCXoaMT 6arofaTHbli CBeT, a B byxape
OH MOJHMMAETCS OT 3eMJ/IM K HeBY, MCTOYAEeMbIN JparoLeH-
HbIMM CBATbIHAMM M CaMOM 61aroC/IOBEHHOM 3eM/IEN ropoaa,
Ha3BaHHOro «OMOpPOM MUciama» (ua. 1).

B 3HOMHOM MapeBe KapKOro JIeTHEro AHA JApOoXaT, Kak
B MUpaxe, 6en10-rosly6ble CTeHbl Medpece U MeyeTel bnaro-
poaHo# Byxapbl, B }KapKoM — He BAOXHYTb — BO34yXe Ja/eKO
pa3HOCMUTCA a3aH — MNpu3biB Ha MoanTBy. CTOA Ha pacKa-
JIEHHOM nnowaau y meapece Mmupu-Apab B TeHn bosbluoro
6yXapCKOro MMHapeTa, JIerko NpeAcTaBuTb cebe NoKoEeHUA
XOAMBLUMX MO Y3KMM YIOYKaM wWaxpucmaHa 60rocioBsos,
NasIOMHMKOB, AE€PBULLEN, NMO3TOB M YYEHbIX, BCEX TEX BEIMKMX
JI0AeH NPOLLIOro, YbM AHWU U TPYAbl GblIM HAMOHEHbI T1y-
6OKOM JyXOBHOCTbIO, M KOTOPbIM XBaTasIo /19 MUPCKOM KM3HU
KPOLLEYHOM KeJibh C KHUFaMu, McTa Gymarm, TPOCTHUKOBOMO
nepa Kasziam 1 MONMTBEHHOr0 KOBpPUKa Ha noy (usi. 2).

OcHoBatensamm byxapbl cumtatoTca Cuasylw u Adppocmnab —
repou MpaHo-TaZXMKCKoro snoca «llax-Hame». Mo nerexge,
Cu1ABYLI MOXOPOHEH Y BOCTOYHbIX BOPOT CTapoM KpernocTy.
ByxapcKkue 30poacTpmiLbl, @ TOTOM M MyCy/ibMaHe NoYUTasIu
3TO MeCTO, M BMNOTb [0 HEAABHErO BPEMEHU B MpasHUK
Hoypysa — HoBoro Moga — Kaxzaplit My}KUMHA JOJI)KEH 6bin
3aK0/10Tb 3/1€Cb epPTBEHHOro neTyxa.

KpenocTb-apk 6bina cepaLem ropoaa U pesuaeHumeit npasu-
Tenen. Bokpyr Hee pacnonarasmcb KBapTasibl Waxpucmada —
BHYTPEHHero ropoja (6yKBasibHO; «LLapCcKoe MecTo»). Bropbim
KOJIbLIOM FOpOJ, OKPYKan peMec/ieHHble Npuropoabl-pabad,
KUTENIM KOTOPbIX 3aHMMaJIMCb CaZ0BOACTBOM M PEMEC/IOM.
HeKkoTopble Takne MeCcTeukn MMeNIN He MEHbLLYIO C/laBy, YeM
cama byxapa.
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Mnn. / Fig. 4

An old superstition says that light of grace comes down the
Muslim cities from above and it is only in Bukhara that it rises
from the earth to the sky, shed by the precious sacred places
and by the blessed earth of the city, titled “the Support of

Islam” (fig. 1).

In the heat haze of a hot summer day, the white and blue
walls of the madrasa and mosques of Noble Bukhara look
like a mirage. The melodious azan call for prayer flies in the
hot — impossible to breathe — air. Standing on a burning hot
square by the Miri-Arab madrasa in the shade of the Great
Bukhara minaret, it is easy to imagine generations of theolo-
gians, pilgrims, dervishes, poets and scholars walking along
the narrow lanes of the shahristan. All these great people
of the past, whose works and days were filled with profound
spirituality, and for whom a tiny cell with books, sheets of
paper, galam reed pen and a prayer rug on the floor were
enough to live earthly life (fig. 2).

The founders of Bukhara are considered to be Siyavush and
Afrosiab — heroes of the Iranian-Tajik epos “Shah-name”.
According to legend, Siyavush is buried by the eastern gates
of the old fortress. The Bukhara Zoroastrians, and then the
Muslims, revered this site, and until recently on the holiday
of Nouruz — New Year — each man had to slaughter a sacri-
ficial rooster there.

The Ark fortress was the heart of the city and the resi-
dence of the rulers. It was surrounded by the quarters of
the shahristan inner city (literally, the “royal place”). The
rabad craft suburbs formed a second ring around the city,
whose residents were involved in gardening and crafts. Some
of these places were no less known than Bukhara itself.
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OAMH M3 TaKMX NPUrOPOAOB, 3HAMEHUTbIN A6/10HEBBIMM
cagamu MynunaH 6bin BOCMET 3aBOPaXKMBaOLWMMM CTUXaMU
Pyaaku. BeIMKMIM ocHOBaTe/Ib TafKMKCKOM MO33MM KM
B X BeKe B byxape npu gsope CamaHunaoB. JlereHaa pac-
CKasblBaeT, YTO oAHaxAbl IMup Hacp M6H-Axmen Hago/ro
3agepkanca B Mepse. puaBOpHbIE, MeYTaBLUME BEPHYTHCA
B CTOJIMLY, NONPOCM/M PyJaku Hanucatb Takylo Kacsbioy,
KoTopas 3acTaBu/sia 6bl IMUpa yexaTb AoMoM. MponeTas Ha
cneayowmii eHb Pyaaku oga HauMHanacb AWMBHBIMM CTPO-
Kamu: «BcnomuHato apomat cagosB My/amaHa — BCMOMMHALD
Yyapbl MoeH BO3/106/IEHHOM. ..» U Bbl/la CTOJIb OCA3aEMO APKOM,
yT0 Hacp MbH-Axmes Benen HemMeaNeHHO noJaTb KOHS U
nocKakas, B Yem 6bin, B byxapy (us. 3).

Jlpyroe 3HameHUTOe cesleHne — 3aHAaHa — NPOC/IaBMJIOCh
NpOM3BOACTBOM 3aHOAHEYU («3€HAEHb>» PYCCKMX MCTOYHM-
KOB) — CaMOM 3HAMEHWTOM Y30pHOM TKaHbio MaBepaHHaxpa,

0 KOTOPOM YMOMMWHAIOT MHOIOYMC/IEHHBIE MCTOYHUKM CpeaHe-
BEKOBbSl M O KOTOPOM HamMcaHbl TOMa COBPEMEHHbIX MUCC/le-
[0BaHWUM.

B MpOTMBOMO/IOKHOCTb SA3bIYECTBY M XPUCTUAHCTBY
MC/iaM M3HaYasIbHO OTBEPT YyYacTMeE XYAOXKHWUKOB B Aenax
Bepbl (MCKJ/0Yas OpHAMEHTA/IMCTOB M [JEKOpPaTopoB).
M306pasuTesibHble MCKYCCTBA YXOAAT U3 ABOPLOB M XpaMoB
B pabadsl, rae pacuBeTaloT B NPUCNOCOB/IEHHbIX K Tpe6oBa-
HMAM HOBOW pennrun dopmax. B McraMckui nepros MMEHHO
B NMPUropoAHbIX MacTEPCKUX, B OCHOBHOM, (DOPMMPOBAIUCH
Te LUKOJIbl MPUKIAAHbIX MCKYCCTB PErMOHa, KOTOpblE COoCTa-
BMJIX JIMLO M306pa3nTeIbHOM Ky/IbTYpPbl MYCYJIbMaHCKOro
MaBepaHHaxpa. BaxkHelilee MecTo cpeayn NocneaHUX 3aHs/10
M3roTOBJIEHME XY[OXKECTBEHHbIX TKAHEM, NOBECTBOBATE/Ib-
Hbl€ PUCYHKM KOTOPbIX TPAHCHOPMMPOBAIMCL B OPHAMEHT,

HO COXPaHW/IN Y3HAaBAEMOCTb CTapMHHbIX 06Pa30B M Kpacoy-
HOCTb.

B XVI Beke byxapa nonyumnna ctatyc CTONMLbl y36EKCKOM
AnHacTun LWerb6aHun, 1M c Tex nop yxe He Tepssia CBOEro
NOJIOXKEHMA NONMTUHECKOr0, PE/IMrMO3HOro, TOProBoro M
pemecsieHHoro ueHTpa byxapckoro xaHcTBa — MW dMU-
pata. MHOroKpaTHO pa3pyLlUeHHas apMUsMKM 3aBOEBaTesIEN,
B XVIIl Beke byxapa, B oTamume ot CamMapKaHAa, cymena
J[0CTaTOYHO GbICTPO MPeoAo/IeTb NOCAEACTBUA HaLLECTBUA
upaHcKoro waxa Hagupa. B koHue XVIll—Havane XX Beka cTo-
JIMLa, HECOMHEHHO, AB/IIETCA OCHOBHbIM LUE/IKOTKALKMM LieH-
Tpom Byxapckoro amuparta. 34ech M3roTaB/IMBalOTCA BCE BUAbI
UKamoB (KpoMe rMccapckom asioyu). Mo Bcel BUAUMOCTH,
B 3TOT nepuoj byxapa octaeTcs eAMHCTBEHHbIM B perMoHe
npousBoauTesieM 6apxaToB. Y30pHble U 6e3y30pHble 6axmasibl
M YACTO LUENIKOBbIE WOU CTAaHOBATCA JIO6MMbIMM TKAHAMM
NPUABOPHbIX MOAHUKOB M MoAHML. Ux daKTypa, Tpebyto-
Lwas cBO60AHBIX IMHWIM W APanMPOBOK, NOB/IMsANA HA (DACOHbI
BEPXHEM oAex bl HaceneHus cTomupl. B pybaxax 1 xanatax
ropo}aH CTa/iM JOMMHUPOBaTb (POPMbI C MPAMbIMU LLIMPO-
KMMM CTaHaMK M pyKaBamM, C 60raTor OTAE/IKOW LIENKOBOM
W 30/10THOM BbILUMBKOM (U1, 4).

HoBasa Moaa mocTeneHHO BbITECHANA TPaAMLMOHHbIE
ONs peruoHa nputasieHHble ¢acoHbl. CTapuHHbIE (POPMbI

One of the suburbs, Mulian, was famous for its apple gar-
dens, sung of in a magic poem by Rudaki. The great founder
of the Tajik poetry lived in the 10" century in Bukhara at the
court of the Samanids. Legend has it that once emir Nasr
b. Ahmad was delayed for a long time in Merv. The court
circle, dreaming of returning to the capital, asked Rudaki to
write a gasida, which would force the emir to come home.
Sung on the next day by Rudaki, the ode began with the
wonderful lines: “I remember the scent of the Mulian gar-
dens — | remember the charms of my lover...” and was so
vivid that Nasr b. Ahmad immediately called for his horse
and galloped back to Bukhara (fig. 3).

Another famous village, Zandana, was world-known for
its manufacture of zandanechi (“zenden’”
es) — the most famous ornamented fabric of Maverannahr,
which is mentioned by numerous sources of the Middle Ages

in Russian sourc-

and about which volumes of modern research have been
written.

In contrast to paganism and Christianity, Islam rejected
the involvement of artists in the matters of the faith (exclud-
ing ornamentalists and decorators). Fine arts left palaces
and temples and moved to rabads, where they flourish in
forms adapted for the requirements of the new religion. In
the Islamic period, it was in suburban workshops that the
schools of applied arts of the region were mainly formed,
which made up the face of the artistic culture of Muslim
Maverannahr. An extremely important place among the latter
was the manufacture of decorated fabrics, whose narrative
designs transformed into an ornament, but kept the recog-
nisable form of old images and colour.

In the 16% century, Bukhara became a capital of the
Shaybani Uzbek dynasty, and since then has not lost its sta-
tus as a political, religious, trade and crafts centre of the
Bukhara khanate — or emirate. Destroyed many times by
armies of conquerors, in the 18% century Bukhara, unlike
Samarqgand, was able to recover from the invasion of the
Iranian Nadir Shah relatively quickly. At the end of the
18t"—beginning of the 20™ century, the capital was undoubt-
edly the main silk weaving centre of the Bukhara emirate.
Here all types of ikats were manufactured (apart from the
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Hisar alocha). Evidently, in this period Bukhara remained the
only producer of velvet in the region. The ornamented and
non-ornamented bakhmals and the pure silk shoi became the
favourite fabrics of fashionable people at the court. Their
texture, which requires flowing and draping lines, influenced
the fashion of shoulder clothing of the population of the
city. Shirts and robes of the period had wide straight skirts
and sleeves, decorated with rich silk and gold embroidery
(fig. 4).

The new fashion gradually replaced the fitting above the
waist traditional cut of the region. The old forms are only
preserved in the remote areas of the emirate, while city
residents dress in clothes which can be wrapped around
them twice or three times. The set of costume garments
also changed, above all the clothing of urban women. In
particular, at the beginning of the 19" century a paranja



COXPaHATCA TOJIbKO B FJlyXMX YrosKax aMupara, a ropoj-
CKME XUTENN U XKUTEJIbHULbI LLEroNAT B OAEXKAAX, LWMPUHA
KOTOPbIX N03BONAET 06EPHYTLCA B HMX /Ba, a TO M TpPM pasa.
M3MeHMNCA M cocTaB KOCTIOMA, B MEPBYIO OYepeb ropoa-
CKOro *KeHckoro. B yactHocTH, B Hayane XIX BeKa B HEM
noABMNacb NapaHoxa — LWenKoBasA MM 6apxaTHas rooBHas
HaKWUZAKa, YKYTbIBaBLUAA ¥XEHCKY0 (Urypy C rosioBbl Ao MAT,
M OCTaB/IAABLUAA OTKPbITbIMU TO/IbKO KOHYMKM KOKET/IMBbIX
Tydenek (uaa. 5).

MoA napaHA:KoM CKpbIBAIMCb M NPEKPACHbIE rO/I0BHbIE
U LWeMHble YKpalleHus (usi. 6, 8), KoabLa M Cepbru, KOTopble
6bl1M A6COMIOTHO 06A3aTE/IbHOM YACTbIO LieHTpasibHoa3MaT-
CKOFO }XEHCKOro KocTioma. OTNMYMTE/IbHOM 0COGEHHOCTbIO
I0BE/IMPHBIX M3aenni Byxapbl ABASETCA MCNOJ/Ib30BaHME He
NO30JI0YEHHBIX, KaK B APYrMX LLEeHTpax, a YMCTO 30/10TbIX
NIAaCTUH B COCTaBHbIX YKpaweHusax (uia. 7). Jllobrumble

KaMHK ByXapoK — HeXHble TYPMa/IMHbI, KOTOpbIE He rpa-
HWIK, a NpUAABaIN MM KMBYIO OKpYryto dopMmy. Ocobom
3/1IEraHTHOM KPacoToM OT/IMHAIOTCA YKPALLIEHWS, BbINOJIHEHHbIE
B TEXHMKE NMeperopoavaTor MHKPYCTaUmu C roay6om Gmpto-
301 — KaMHEM KyMLOB M NyTeLecTBEHHMKOB (Ui, 9).

Unnioctpauun:
Mnn. 1. Kpacota 3emHas 1 HebecHas. byxapa. CbemMka 2005 roga.

Unn. 2. Y nogHoxbs MmHop-u KanaH. byxapa, 1127 roa.
Cbemka 2005 roaa.

Mnn. 3. i6noHeBble caapbl byxapbl. Cbemka 2006 roaa.

Unn. 4. XeHckoe nnatbe 13 WwWenka wou. byxapa, XIX Bek.
Mpuo6peTeHo B 2005 rogy. MAD PAH, Ne7304-37.

nnn.

nnn.

nnn.

nnn.

nnn.

nnn.

5. Tycdnm 6apxaTHble. byxapa, KoHel XIX—Havano XX Beka.
Mpuo6peTeHbl A. H. Camornosud, 1908 roa. lbid.,
Ne1272-2/1, 2.

6. HarpyaHoe ykpalweHue Kysimyk-mymop. byxapa, BTopas
nonosuHa XIX Beka. MprobpeteHo O. M. Kop:MHCKOM,
1927 rog. Ibid., Ne4040-4.

7. Cepbru yii-ucupea. byxapa, Hayano XX Beka. Mpr1obpeTeHbl
CpeAHea3naTCKoM apXxeooro-3THorpadMyecKkom aKcneamup-
en, 1926 rog. Ibid., Ne3310-12ab.

8. Hano6Hoe ykpaleHue. Byxapa (?), koHel, XX BeKa.
Mpro6peteHo O. M. KopskunHckom, 1927 rog. Ibid., Ne4040-7.

9. AMynetHmua mymopdoH. byxapa, XIX Bek. Mpr1obpeTteHa
. M. OcynoBbiM, 1935 roa. Ibid., Ne5310-11ab.

10. BHYTpEHHMI ABOPMK 60ratoro 6yxapcKoro 4omMa KoHua
XIX Beka. Cbemka 2005 roga.

appeared in it — a silk or velvet head cover, which wraps the
female figure from head to foot, and only leaves the tips of
coquettish shoes open (fig. 5).

The paranja also concealed beautiful head and neck jew-
ellery (figs. 6, 8), rings and earrings, which were an abso-
lutely essential part of the Central Asia women’s costume.
Different to most of the Central Asian jewellery centres,
notable for making gilded silver in local ornaments, Bukhara
craftsmen used pure gold. The favourite stone of Bukhara
women is the tender tourmaline, which were not cut, but
given a living rounded form (fig. 7). Jewellery inlayed with
blue turquoise, the stone of merchants and travellers, was
distinguished for its special elegant beauty (fig. 9).
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Illustrations:

Fig. 1. Earthly and Heavenly Beauty. Bukhara. Photo of 2005.

Fig. 2. At the feet of Minor-i Kalan. Bukhara, 1127. Photo of 2005.
Fig. 3. The Apple Gardens of Bukhara. Photo of 2006.

Fig. 4. Women’s shoi silk dress. Bukhara, 19*" century. Acquired by
the MAE RAS expedition in 2005. MAE RAS, No. 7304-37.

Fig. 5. Velvet shoes. Bukhara, late 19""—early 20* century. Acquired
by A. N. Samoilovich in 1908. Ibid., No. 1272-2/1, 2.

Fig. 6. Qultug-tumor breast ornament. Bukhara, second half of the
19t century. Acquired by O. M. Korzhinskaya, 1927. Ibid.,
No. 4040-4.

Fig. 7. Uy-isirga earrings. Bukhara, early 20" century. Acquired by

Central Asian Archaeological and Ethnographical expedition,
1926. Ibid., Ne3310-12ab.

Fig. 8. Head ornament. Bukhara (?), late 19" century. Acquired by
0. M. Korzhinskaya in 1927. Ibid., 7.

Fig. 9. Tumordon amulet container. Bukhara, 19t century. Acquired
by D .M. Yusupov in 1935. Ibid., No. 5310-11/ab.

Fig. 10. Courtyard of a rich Bukhara house from the end of the
19th century. Photo of 2005.
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«KynbTypHasn geAatenbHoCTb [coramiueB] BAOMb KapaBaHHbIX
nytei CpegHen A3um Masio ycTynaeT Ky/bTYpHON AeATesb-
HOCTM (DUHMKMAH BAOJIb MyTeM MOPCKOM TOPros/n». 3TO
BblCKa3biBaHWe B. B. bapTosbaa TOYHO onucbiBaeT poJib
Corga u ero ctonmubl CamapkaHga (MapakaHaa aHTUYHbBIX
aBTOPOB) B }KM3HM ApPEBHEN U CpeHEBEKOBOM LleHTpanbHOM
A3UM 1 0COBEHHO — B C/IOKEHUM U AeaTeNibHOCTH Lenko-
Boro MyTtu. K VII-VIIl Bekam Ha BOCTOYHOM Yy4acTKe Tpacchl
UX YCUIMSIMM Gblia MOCTPOEHA Liesias cUCTemMa NoceNeHui,
rnaBHoM YHKUMEN KOTOPbIX 6b110 06C/YKMBAHME TOProBbIX
MMCCHM 1 KapaBaHOB.

HeyanBMTENBHO NO3TOMY, YTO HaKaHyHe apabCcKoro 3aBoe-
BaHWs U B NEPBble CTOIETUS NOC/IE HEro COrANMCKUM ABNANCS
A3bIKOM MEX/YHapoAHOro 06LEeHNA Ha OFPOMHbIX TEPPUTO-
puax Asnn oT 3anagHbix npeaenos Kutaa o XopacaHa M
ceBepHoM MHaMM: B Jlajake COXpaHWIach HacKasbHas Haj-
M1Cb, BbiCEYEHHAsA CamapKaHACKMM Kynuom 13 Coraa, Hanpas-
NABWMMCS B TUGBET; a cpeamn nepcoHaxen dpecok basakimka
B BocTouHoM TypKecTaHe eCcTb poCnmcK C M306paKeHUAMM
CMHernasblX CBET/I0BOJIOChIX COTrAMMLEB. XyAOXKECTBEHHbIE
NamAaTHUKK camoi CoramaHbl NpeACTaBASIOT BbICOKYI0, pacu-
HUPOBaHHYIO Ky/bTypy. /[lN1A MCTOPUKOB TEKCTMNA ocoboe
3HaYeHMe MMEIOT HaCTeHHble POCNUCK f0-apabCcKoro Bpe-
MeHM 13 aBopuoB MeHgkmKkeHTa M Adppacmaba, Msobpaxka-
owme MU@oNorMyecKkme CloxeTbl, CLEeHbl CBaAebHbIX MMPOB
1 npuema nocnos. HageTas Ha NepcoHaXku pocnucen ogexaa
JaeT sipKoe npejcTaB/ieHUe O KPacoTe M POCKOLUM COrAnM-
CKMX LenKos-camumos (usi. 1). MNopa3utenbHo, HACKOIbKO
[EKOp 3TMX TKaHeW COOTBETCTBYET PUCYHKaM AOLIeALLMX
[0 Hac parMeHTOB peasibHbIX CaMumoB, He YCTynaroLmx
B CJIOXXHOCTM M TOHKOCTHU paboTbl MPAHCKMM M BU3AHTUMCKUM
obpa3suaMm.

Mbl He 3HaeM, Korga coraumubl BOCMPUHAIM OT KMTAMLEB
CceKpeTbl pa3BeeHusa LeKonpaaa; no fereHae, 3To npo-
m3owio rae-to B VI anbo, ckopee, B IV Beke. BnosHe Bepo-
ATHO, YTO MCNOJb3YIOLASACA B COMAMMCKMX CaMUMaXx CIOXKHan
capxa nosiBWacb B pErmMoHe MnoJ B/MAHMEM 3anajHblX
cocepel, 0HaKO MX PUCYHKM HECOMHEHHO MMEIOT MECTHoe
npoucxoxaeHue u, 6onee Toro, TpaauLMOHHbIE AN COrAMMI-
CKMX TKaHEeM KOMMO3MUMM C Kpyramum M KpecToBUAHbLIMM
NPOMEXKYTOYHbIMU (DMUrypamMu OCTaBaIMCb M3/061€HHBIMU
pUCYHKaMM TKaden MaBepaHHaxpa B XVIll—Hayane XX Beka
(unn. 2-3).

UcTtopus cobectBeHHo Corpa 3akaHumBaeTca B 712 roay
C npuxoAom cioa apa6os. Mocne 31oro B cyabbe 3ToM yau-
BMTEJ/IbHOM CTpaHbl 6bl/IM pa3Hble BpEMEHA, YTO HEU3MEHHO
CKasblBa/IoOCb Ha COCTOAHUW €ro M3bICKaHHbIX pemece.
BblpakeHue: «My3bl MOJIHaT, KOrja roBOpAT MyLKW» —
HECOMHEHHO, OTHOCUTCA M K BbICOKOMY MCKYCCTBY XyZAOXe-
CTBEHHOr0 TKa4YecTBa, pasBUTHE KOTOPOro TpeGYeT MMPHOM
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pasMepEHHOM ¥KM3HM M BbICOKOTO MOKPOBUTE/IbCTBA BNlaCTbh
UMyLmx. B nctopun CamapkaHia Takum NMOKpoBUTENEM 6bin
Tumyp TamepnaH (rogbl npasneHus 1370—1405), KOoTopbIM
CAenan ero cBoew CToAmuen. TUMYP M €ro MOTOMKU HE TOJIbKO
OKPYKM/IM FrOPOJ KOJIbLIOM CaZI0B M YKPaCK/IM €ro apXMTEKTYp-
HbIMM COOPYEHMAMM, KpacoTa KOTOPbIX M CEroAHSA AenaeT
CamapKaH/ CBepKawLLlen }Kemuy>nHoi BocTtoka. CypoBbii
}KECTOKMIM BOMH 6bl/1 CTPACTHBIM MOKIOHHWMKOM AparoLeHHbIX
TKaHel, 1 no ero npukasy B CamapKaHz NpMBO3MM JTyHLIMX
MacTepoB CO BCEX KOHLOB 3aBOEBAHHbIX MM CTpaH.

McnaHckui nocon Pion MoH3anec KnaBuxo, NpuBbIBLUMIM KO
asopy Tumypa 81403 rogy, Tak onucbiBaeT O4WH U3 NUPOB,
NPOXOAMBLUMM Ha LBETYLLEM /YTy, Bo3sie pyybs: «Mocpeau
CcTaHa Bo3BblWwasncA wartep Tumypa. OH 6bin caenaH u3
LBETHbBIX LIE/IKOBbIX TKaHEM, NMOAHATLIX Ha TO/ICTble CTO/GbI
BbICOTOIO B TpM KonbA. LLlaTep, Hanofo6ue 3amKa, oKpyasa
3ybyaTan CTeHa, COOpYyXKeHHasA TaKXe U3 HaTAHYTbIX LIEJIKOB
1 KoBpoB. OT cosHUa 3almLianm nepessuKHble LIMHHbIE
U LUIMPOKME HABECHI TOXE M3 LWesKa, MOABUTOro X/1I0N4aToM
6ymaron. HaBepxy wwartpa, Ha CTo/I6ax CUSIU 30/I04EHbIE
AGIOKM M cepebpsHble JiyHbl. A Ha CaMoM BepLUMHE UCKYCHO
CAeNaHHbIM opesl pacnpocTep Kpbljibs, COGMPasCh HamacTb
Ha COKOJIOB, CUAALLMX MO yraam Kpoesu». Cam BaacTuTeNb
HOCKN oAEeXAY M3 rNaZKoM LUEe/IKOBOM MaTepum, B CKPOMHOM
oaexae oH 6bl1 1 noxopoHeH. U koraa 21 utoHsa 1941 roaa

Mnn. / Fig. 1

“The cultural activity [of the Soghdians] on the caravan roads
of Central Asia is comparable with the cultural activity of
the Phoenicians on sea trade routes”. This statement by
V. V. Barthold precisely describes the role of Soghd and its
capital Samargand (Markanda in ancient authors) in the life
of ancient and medieval Central Asia and particularly in the
creation and activity of the Silk Road. By the 7t"—8t" centu-
ries, by their efforts an entire system of settlements had
been built in the eastern section of the road, the main func-
tion of which was to serve trade missions and caravans.

It is therefore not surprising that before the Arabic conquest
and in the first centuries after it, Soghdian is the language
of international contact on the enormous territories of Asia
from the western limits of China to Khorasan and Northern
India. In Ladak wall inscription have been preserved carved
by a Samargand merchant from Soghd on his way to Tibet;
and among the characters of the Bazaklik frescos in Eastern
Turkmenistan there are wall-paintings depicting blue-eyed
blond-haired Soghdians. The artistic monuments of Soghdiana
itself show a high, refined culture. For historians of textiles,
the wall drawings made before the Arabic time from the pal-
aces of Penjikent and Afrasiab are of particular importance,
representing mythological subjects, scenes of wedding feasts
and receptions of ambassadors. The clothes on the charac-
ters of the wall-paintings give a clear idea of the beauty and
splendour of the Soghd silk samites (fig. 7). It is amazing to

what extent the decor of these fabrics matches patterns of
fragments of real samites which have been preserved, which
in their complexity and delicacy are a competitor for the
Iranian and Byzantine specimens.

We do not know when the Soghdians took the secrets of
breeding silkworms from the Chinese; but according to
legend, this took place in the 6%, or more probably in the
4 century. It is quite possible that the complex twill used
in the Soghdian samites appeared in the region under the
influence of the western neighbours, but their patterns are
undoubtedly of local origin, and furthermore the composi-
tions with circles and cross-shaped intermediary figures which
are traditional for Soghdian fabrics remained the favourite
patterns of Maverannahr weavers from the 18%"—early
20* century (figs. 2—3).

The history of Soghd itself ends in 712 with the coming of the
Arabs. After this, there were different times in the fate of
this incredible country, which inevitably affected the state
of its exquisite trades. The expression: “the muses fall silent
when cannons talk” undoubtedly also applies to the high art
of ornamental weaving, the development of which requires
a peaceful, measured life and the high patronage of the
powers that be. In the history of Samargand, Timur was such
a patron (ruled 1370—1405), who made the city his capital.
Timur and his descendents not only surrounded the city with
a ring of gardens and decorated it with architectural monu-
ments, the beauty of which to this day makes Samargand
the shining pearl of the East. This stern, fierce warrior was
passionate about luxurious fabrics, and by his orders the best
craftsmen were brought to Samargand from all corners of the
lands he conquered.

The Spanish ambassador Rui Gonzales Clavijo, who came to
Timur’s court in 1403, describes one of the feasts held on
a flowery meadow by a creek: “In the middle of the camp,
Timur’s tent stood. It was made from coloured silk fabrics,
raised on thick posts three spears high. The tent, like a
castle, was surrounded by a notched wall, which was also
made from stretched silks and rugs. Long and wide mov-
able curtains of silk, lined with cotton, gave protection from
the sun. At the top of the tent, on the posts, gold apples
and silver moons shone. And at the very top, a masterly
made eagle spread its wings, about to attack the falcons
sitting on the corners of the roof”. The ruler himself wore
clothes of plain silk material, and he was buried in modest
clothes as well. And when on 21 June 1941, in the Gur-Emir
mausoleum, the heavy slab which covered Timur’s crypt was
lifted, a simple wooden coffin of juniper was found, the only
decoration on which was a dark blue silk shroud with Arabic
inscriptions in silver.

© E. Tsareva, 2006




B MaB3o0siee 'yp-OMup 6blla NOAHATA 3aKpbiBaBLUasA CKaen
TuMypa TsaXKenas nauTa, noj HeM OKasasics NPoCToM Aepe-
BSHHbIM FPO6 M3 apyu, € AMHCTBEHHbIM YKpaLIEHUEM KOTOPOro
6bl/1a CMHAA LLeIKOBaA NJallaHMLA C BbITKaHHbIMU cepebpom
apabCKMMM HaZMUCAMM.

B XVI Beke, c 3axBaToM MaBepaHHaxpa y36eKamu
U yTBEpXKAeHMEM AnHacTmu LLerbaHu cTtonmua rocygapcTea
nepeHocutca B byxapy. CamapkaHa NOCTENEHHO NPUXOAUT B
ynagok, B XVIll Beke ero npakTMyecku nosHOCTbIO paspyLuarT
BpaXkAymLLme y36eKcKue KnaHbl, 1 K 1735 rogy Korga-To UBe-
TYLLMIM ropog CoBepLLEHHO o6e3ioen. MepeceneHHble cloga
B 1780—1790-e roabl ycunuamu Lax-Mypaja Xuteam Kak
CoCeAHMX, TaK M BeCbMa YAaNeHHbIX FOpPoA0B CO34a/IM HOBOE,
necTpoe no 3THMYECKOMY COoCcTaBy HacesieHue. Ho pa3pyLuen-
Had, 3abblTad APEBHAA Ky/IbTypa ropoja yAMBUTENbHbIM 06pa-
30M «NpOpPOC/Ia», KaK LBETOK B NyCTbiHE, Yepe3 TOJILLy BEKOB

Mnn. / Fig. 2
Mnn. / Fig. 5

Unn. / Fig. 4
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In the 16 century, with the capture of Maverannahr by
the Uzbeks and the strengthening of the Shaybani dynasty,
the capital of the state was moved to Bukhara. Samargand
gradually declined, in the 17 century it was practically
destroyed completely by warring Uzbek clans, and by 1735
the once flourishing city was completely deserted. The resi-
dents of neighbouring and very distant cities who were set-
tled here by Shah-Murad in the 1780s—1790s created a new,
ethnically diverse city. But the destroyed, forgotten ancient
culture of the city amazingly “germinated”, like a flower in
the desert, through the centuries of neglect and decline.
And today, we can say that happy is the person who has
visited Samargand, who has breathed the transparent air
of its gardens (fig. 4), looked at the frescos of Afrasiab with
bated breath, and standing before the incomparable portal
of the Bibi-Khanym mosque has heard the legend of the love

Mnn. / Fig. 3
Mnn. / Fig. 6



3a6BeHMA M ynagka. M cerogHA Mbl MOXXEM CKasaTb: CHaCT/IMB
TOT, KTO no6biBan B CamapKaHAe, KTO Ablllajs Npo3payvHbIM
BO3/yXOM €ro cafoB (usii. 4), 3aTauB AblXaHWE CMOTpPEs Ha
dpeckn Adpacraba, cToA nepes HeCpaBHEHHbIM NMOPTa/loM
meyeTn brbu-XaHbIM ciywan nereHay o n6su Tumypa U ero
NpeKpacHoM keHbl Capai-MyJibK-XaHbIM, J1l060BaICA MOXO-
MMM Ha HepacKpbITble LBETbI FOyObIMM KyNoaaMu aHCamos
Fypu-amup (usn. 5), Waxun-3uHAabl U Pernctana, pucyHKH
y30pYaThbIX CTEH KOTOPbIX TaK MOXOXM Ha OPHAMEHTbI AOPOBbIX
wesKkoB MaBepaHHaxpa (u/i. 6).

OT3BYK LiapMBLUEN 34€Cb HEKOrAa SPKOM, MHOIOA3bIKOM,
MOJIHOM BeCesibA U HEMM KM3HM CKa3aica U Ha OAEXAE ero
JKUTENIEN: KOCTIOMbl CaMapKaHALEB BCeraa oT/IM4aamch pKocC-
TbIO U HapAAHOCTbIO. M Mbl MOXKEM TOJIbKO Jj0rablBaTbCA,
KaKMMM 6blIM CBaZebHble NAaTbs XUTEbHUL, CTONMLbI NepU-
ofa pacugeTa, ecau 1 B XIX BeKe caMapKaHACKME HEBECTbl
HOCMJIM MOXOXXME Ha KOPOHbI FONI0BHbIE Y60pbl (Us1. 7),
BeJIMKO/IENHbIe oAeXAabl U3 wou (usis. 8) U U3ALLHbIE BbILUK-
Tble Tydenbku (us. 9), a NOTOMKM GeXaBLUMX OT rMéenm
B HypaTMHCKME ropbl TaAXKMKOB HOCM/IM TOHYaMLIME MpPO-
3payHble LWesKoBble pyb6axu (usi1. 10) U KpOLLEYHbIE BbIUMTbIE
LUEJIKOM «BIOCTUKM>, IK30TMHHOCTb M MOAYEPKHYTaA 3POTUY-
HOCTb KOTOPbIX M CErofHA nopaxatoT Halle BoobpaxkeHue.
Unnioctpaumn:

Unn. 1. HacteHHasa pocnuck «[pubbiTve nocnos», agetanb. Camap-
KaHa, Adpacrab, 3anagHas cteHa. VIl Bek H. 3.

Mnn. 2. «CorguicKkme Kpyrm» Ha LWEeKOBOM TKaHW Wou, AeTalb pU-
CyHKa. Nepegaya MyseliHoro doHaa, M3 Knaaosbix 3MMHero
ABopua, 1924 rog. MAS PAH, Ne2916-48.

Mnn. 3. «CorammncKme Kpyrm» Ha NoJyLLEeIKOBOM TKaHW amJiac,
JAeTanb pucyHKa. Mepegava MyserHoro dhoHga, 13 Knagosbix
3umHero /JlBopua, 1924 roa. Ibid., Ne2920-32.

WUnn. 4. PennkToBas naataHoBas powa Yop-YMHOP M CBALLEHHBIN
npyAa. OkpectHocT CamapkaHza. Cbemka 2005 roga.

Mnn. 5. Kynon-tionbnaH mas3onies 'ypu-Immp. CamapKkaHa,
XIV—XV Bek. Cbemka 2005 roga.

Unn. 6. <AbpoBble» cTeHbl Medpece «LLnp-flop». CamapkaHg, nnio-
waab Perncrtan, XVII Bek. CbemKka 2005 roaa.

Mnn. 7. CBage6bHoOe ronoBHoe yKpalleHue kowmusio (1) u cepbru
(2, 3). CamapkaHa, koHey XIX Beka. (1) MAD PAH, Ne4040-7.
Mpro6peTeHo O. M. KopxuHckor, 1929 rog; (2) Ibid.,
Ne3310-6ab. MprobpeTeHbl CpeaHeasnaTcKoM apxeosio-
ro-3THorpach1yeckon axkcneauumen, 1926 rog; (3) lbid.,
Ne3540-54ab. MpuobpeTeHbl O. M. KopskmHckon, 1927 roa.

Mnn. 8. YeHcKui xanat-kasmaya wenkosbii. CamapkaHg, XIX Bek.

MprobpeTeH akcneamumert MAD PAH, 2005 roa. Ibid.,
Ne7304-13.

Mnn. 9. Tydnau sbiwmTtbie. CamapkaHg, 1880-e rogpl. MprobpeTeHsb
3. 3. YXTOMCKMM, 1889—1892 rogpl. Ibid., Ne219-12ab.

Mnn. 10. Nnatbe-py6axa cBage6Hoe. Taaxmku, KoHel XIX BeKa (?).
C6op M. . Mamea-3aze, 1931 rog. lbid., Ne4358-2.

of Timur and his beautiful wife Saray-Mulk-Khanym (fig. 5);
admired the blue domes of the ensemble of Registan, which
resemble closed flowers, and Shahi-Zinda, where the pat-
terns of the walls are so similar to the ornaments of the abr
silks of Maverannahr (fig. 6).

The echo of the era which once ruled here, multi-lin-
gual, full of joy and delight in life, has had an effect on the
clothes of its inhabitants: the costumes of Samargandians
have always been distinguished by their brightness and
elegance. And we can only guess what the wedding dresses
of women of the capital were like in the heyday of the
city, if in the 19t century Samargand brides wore head-
dresses like crowns (fig. 7), magnificent clothes of shoi
(fig. 8) and exquisite embroidered shoes (fig. 9), while the
descendents of Tajiks who fled from death to the Nurata
mountains decorated themselves with fine transparent silk
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shirts (fig. 10) and tiny embroidered silk “busts”, with their
exotic nature and stressed eroticism which continues to
amaze us to this day.

Illustrations:

Fig. 1. Wall-painting “Arrival of the Ambassadors”, detail. Samarqa-
nd, Afrasiab, west wall, 7* century.

Fig. 2. “Soghdian Circles” motif on shoi silk fabric, detail. Received
from the Museum Fund in 1924, earlier belonged to the Stor-
erooms of the Winter Palace. MAE RAS, No. 2916-48.

Fig. 3. “Soghdian Circles” on atlas semi-silk fabric, detail. Received
from the Museum Fund in 1924, ealier belonged to the Store-
rooms of the Winter Palace. Ibid., No. 2920-32.

Fig. 4. Chor-Chinor surviving platan grove and sacred pond. Samarg-
and suburbs. 2005.

Fig. 5. Tulip-shaped dome of the Guri-Emir mausoleum. Samarqgand,
14th—15t% century.

Fig. 6. “Abr” walls of the Shir-Dor madrasa. Samargand, Registan
Square. 17 century.

Fig. 7. Koshtillo wedding headdress (1) and two pairs of earrings
(2, 3). Tajiks, late 19t century. (1) Acquired by O. M. Korzh-
inskaya, 1929. Ibid., No. 4040-7; (2) Acquired by the Central
Asian Archaeologic-ethnographic expedition, 1926. Ibid.,
No. 3310-6/ab; (3) Acquired by O. M. Korzhinskaya, 1927.
Ibid., No. 3540-54/ab.

Fig. 8. Women’s kaltacha gown. Samarqand. 19* century. Collection
of the MAE RAS expedition, 2005. Ibid., No. 7304-13.

Fig. 9. Embroidered shoes. Samargand. 1880s. Collection of
E. E. Ukhtomsky, 1889—1892. Ibid., No. 219-12/ab.

Fig. 10. Wedding shirt-dress. Tajiks, late 19t" century (?). Collection
of M. I. Mamed-zade, 1931. Ibid., No. 4358-2.
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BOZOKE

«...B OKpYX€HHOM NYCTbIHAMKM XOpe3Me, KaK B OKPYKEHHOM
MOPAMM AHIIMM, BCA KM3Hb HOCKMIA CBOEOGPA3HbIM YKNa v
[laXe 3aMMCTBOBaHHbIE U3BHE YepTbl 0GHapPYXMBaAM 0COBYI0
XMByYecTb». 3Ta umMrtata m3 B. B. baptonbaa moxeTt crtatb
anurpacom K pacckasy o Xopesme, CBoeo6pa3HOM 3anoses-
HWMKE apXauyiHbIX YepT FOPOACKOM Ky/bTypbl LleHTpanbHoM
Asmm.

MUcTopmueckn Xopesm CBA3bIBAJI KOYEBbIE LMBUIM3ALMM
Crenu c 3emniegenbyeckom LieHTpanbHoM Asueit, CeBepHoi
UHauei u BoctouHbiM CpeanseMHoMopbeM. GopMupoBaHue
rocyAjapCTBEHHOCTM HauMHAEeTCA 34eCb B 3MOXY 6GO/bLIMX
KoHdeaepaumi nnemeH (XIII—XIV Beka fo Halwel 3pbl) U,
BMAUMO, 3aBepliaetcs B VIII-VII Bekax Ao Halel 3pbl, CO
CTPOMTE/IbCTBOM B Ae/bTe AMyZapbu BEJIMKOM MppUraum-
OHHOM CeTM, MacLiTa6 KOTOPOM MO3BO/IMN Ha3BaTb XOpe3m
«Ernntom CpegHen Aznm».

JpeBHAs UCTOpMA 0asMca YMTAeTCs KaK YBJeKaTeslbHblA
pOMaH, CTpaHMLaMKu KOTOPOro sB/IAOTCA paccKasbl O B3au-
MOOTHOLLEHUAX XOPE3MMILIEB CO CKMpamM, AXEMEHMACKMM
UpaHom, Baktpuen, [pesHei Mpeuneit 1 PUMOM, C KuTaM-
Lamu, apabamu, xasapamu 1 Pycblo. BeposTHo, 3aech rae-To
Ha py6exe Il 1 | TbicayeneTMs Jo Haleln 3pbl NponoBeoBas
3apartywTpa, OCHoBaTe/Ib CaMOM APEBHEN MUPOBOM pennrum
OTKPOBEHWA B UCTOPWUM YEJIOBEYECTBA, BaXKHEMLIME AOK-
TPWHBI KOTOPOW 6bI/IM 3aMMCTBOBAHbI Myan3MOM M CEBEPHBIM
6yAAM3MOM, XPUCTUMAHCTBOM M MC/laMoM. B nepuog aHTUu-
HOCTW U CpeHEBEKOBbS XOpe3m 6bl/1 OAHMM U3 KPYMHEMLLMX
KY/IbTYPHbIX, MOJIMTUHECKMX U PEIMTMO3HBIX LEHTPOB MMPa.
HecMmoTpa Ha McC/laMM3auMI0 HacesieHUs nocse npuxoaa
apaboB, Ha TEpPUTOPMM 0asuca eLle J0ro NPOAOJIKAIM KUTb
30p0oacTpuiiLbl, GYAANUCTbI, UYAEN U XPUCTUAHE-HECTOPUAHE.
OAHOM M3 NPUYMH TaKOM BEPOTEPNMMOCTH 6bIJIO 3HAYEHME
Xope3ma Kak BaKHeMLero Toprosoro ueHtpa CeBepHoM
EBpasuu: Yepes 0asunc nNpoTeKkasn 6yKBaibHO PEKM MECTHbIX
M MHO3EMHbIX TOBapOB, CPeAM KOTOPbIX 6blIM U COBCTBEHHO
XOPE3MUICKME «NoJIocaThle O4eXabl, KOBPbI, 0Aessa, napya,
LBETHbIE ofexabl» (an-Makaucu).

BocxogsAwas nMHUA pasBMTMA rocyaapcTBa 6blla NpepBaHa
CTpaLUHOM KaTacTpodoM MOHIO/IbCKOro norpomMa. Thicayene-
TUAMM CO3JaBaBLUAACA MPPUraLMOHHaAA cMcTema 6bina yHH-
YTOXKEHa, CTpaHa pa3opeHa M yKe HMKOorga He cMorsia noa-
HATbLCA HAZJ YPOBHEM LIEHTPasIbHOA3MaTCKOM NMPOBUHLMAIbHOM
OKpauHbl. YNasloK XOPe3MUMCKONM UMBUIM3ALMH, €€ OTOPBaH-
HOCTb OT LieHTpa/ibHbIX PAaMOHOB perMoHa NpMBeIn K 060Co-
671€HUI0 M KOHCEpPBaLMKM pAja 0CO6EHHOCTEN MECTHOM MaTe-
pUanbHOM KY/IbTYpbl, B TOM YMC/IE KPOA M COCTaBa OAeXKapl.
3T0 NO3BO/IAET PACCMATPMBATDL XOPE3MMIMCKMIM KOCTIOM, 0CO-
6eHHO cBaie6HbIM, KaK MCTOYHUK CBEAEHMM 06 apXauyecKmnx
yepTax XOpe3MMMCKOM TEKCTU/IbHOM TPaauLMMU.

Mnn. / Fig. 5
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Enena Llapesa

TaM, rae roeopun 3apaTyLuTpa

Elena Tsareva

Where Zoroaster Spoke

“...In Khorezm, surrounded by deserts as England is sur-
rounded by water, there was a special way of life, and
even features borrowed from the outside showed particular
tenacity”. This quote by V. V. Barthold could become an epi-
graph to the story of Khorezm, a special sanctuary of archaic
features of the urban culture of Central Asia.

Historically, Khorezm linked the nomadic civilisations of
the Steppe with the agricultural Central Asia, North India
and the Eastern Mediterranean. The formation of state-
hood begins here in the era of large confederations of tribes
(13t—14t centuries BC), and is evidently completed in the
8th—7t centuries BC, with the construction of a great irriga-
tion system on the delta of the Amu Darya, the scale of which
made it possible to name Khorezm the “Egypt of Central
Asia”.

The ancient history of the oasis reads like an entertaining
novel, whose pages are tales of the relations of the inhabit-
ants of Khorezm with the Scythians, Achaemenid Iran, Bac-
tria, Ancient Greece and Rome, with the Chinese, Arabs,
Khazars and Old Rus’. Some time around the late 2"—early
15t millennium BC Zoroaster probably preached here, the
founder of the most ancient religion of revelation in the his-
tory of mankind, whose important doctrines were borrowed
by Judaism and northern Buddhism, Christianity and Islam.
In the period of antiquity and the Middle Ages, Khorezm was
one of the major cultural, political and religious centres of
the world. Despite the islamisation of the population after
the coming of the Arabs, Zoroastrians, Buddhists, Jews and
Nestorian Christians continued to live for a long time on the
territory of the oasis. One of the reasons for this religious tol-
erance was the importance of Khorezm as a trade centre of
Northern Eurasia: streams of local and foreign goods flowed
through the oasis, among which were the Khorezm “striped
clothes, rugs, blankets, brocades and coloured clothes”
(al-Maqdisi).

The ascent of the development of the state was broken by
the terrible catastrophe of the Mongol invasion. The irriga-
tion system that was created over millennia was destroyed,
the country was ruined, and never again could it rise above
the level of a provincial Central Asian backwater. The fall
of the Khorezm civilisation, its remoteness from the central
areas of the region, led to an isolation and conservation of a
number of features of the local material culture, including
the cut and composition of clothes. This makes it possible to
regard the Khorezm costume, especially the wedding one,
as a source of information about archaic features of the
Khorezm textile tradition.

The composition and appearance of the women’s wedding
garments of the 19*" century shows that it belongs to the

© E. Tsareva, 2006
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CocTaB M BMJ, }KEHCKOro cBagebHoro koMnsekca XIX Beka
CBUAETENIbCTBYET O €r0 NMPUHAA/IEKHOCTU K CpeHEeasnaTCKom
rOPOACKOM LMBUIM3ALMM, NPU STOM MHOTME AeTaiu c6am-
KaIOT ero ¢ ofexaon Hapogos Ctenu. Tak, y3Koe niaTbe u
XasaT XOpeE3MMEK HAMOMMHAIOT NoJslyo6aeramLmii KOCTIOM
TYPKMEHOK (us/1. 1). M1py cTenen NpuHaaNeXmT U NpuHATas
B 0a3nce MaHepa NpocTErMBaHWs BEPXHEM OAEKAbI, TaKKe
KaK 1 hopma roJIoBHOro y6opa HeBECTbI, BOCXOAALLAA K CKU(-
CKMM OCTPOKOHEYHbIM LanoykaM. Eule ogHa AaHb cTenHoM
TPaAMLMM — MATKME KOXKaHble CanoXKK, U311061eHHas 06yBb
KOYeBbIX HApOAOB permoHa (usa. 2).

Tpagnumam Ctenn MoXHO NpUNUCaTb U NPaKTUKY MCNOJib-
30BaHMs B OAEXKAE MMIMOPTHBIX TKAHEW, MPEXIE BCEro LWesKa,
np1BO3MMOro M3 MaBepaHHaxpa, Kutas, nosgHee 13 Poccuu,
X0TA 60/1e€ BEPOATHO, YTO JI060Bb K POCKOLIHBIM MMMOPTHBIM
TKaHAM BO3HMKJ/IA B 0a3unce ropasjo paHblue, B Nepuoj pac-
LIBETA XOPE3MMIMCKOM LIMBUIU3ALIMM.

OfHaKo, caMbiM APKMM 3/1e-
MEHTOM KEHCKOro cBaZe6bHoro KocTioma
XOPE3MMMKM ABNSETCA KOMMJIEKC YKpalle-
HUM K Wanoyke HeBecTbl maxta. Taxly
HOCM/IM C apXan4HbIMKU MO POpMe BMCOY-
HbIMM (U171, 3), 3aTblIOYHbIMU, HANIO6HBIMM U
HarpyAHbIMU YKpaLIEHUAMM, BYKBAJIbHO YHU-
3aHHbIMMW KOpaJIJlamH, GUPHO30M U «Luene-
CTALMMMU> MO030/104EHHBIMM MOABECKAMM.
Kak cdopma msgenui, Tak U Ux AeKop
MMENIM CaKpa/sibHOE 3HaYyeHMe CMMBOJIOB
NJI0J0POAMS, NPY 3TOM F1aBEHCTBYIOLMM
3/1IEMEHTOM KOMMO3MLMK BbII0 M306paske-
HWe 30poacTPUMCKON 60rMHM AHAXMTbI Ha
HaN06HOM AMageMe ocmMa mysu U NyKa
CO CTpe/siaMM — Ha 3aTblJIOYHOM YKpa-
LWeHWUN YK éd.
MnnocTpauum:

Mnn. 1. }eHcKuit cBagiebHbIN Xanat. XmBa,
KoHel, XIX—Hayano XX B. MNpuobpeteH
aKcneauumen MAD 2005 roga. MAD PAH,
Ne7304-64.

Mnn. 2. CanoxKu KEHCKME CBAAEBHbIE.
Captbl, XVIII B. M3 paHHUX KOMNEKLMHM,
noctynnenue 1742 roga (?). lbid.,
Ne780-12/1, 2.

Mnn. 3. BUCOYHbIE NOABECKM.
Xope3McKkuit oasuc, XIX B. Mprob-
peteHbl U. K. Bapc-KocTbiniesoi B
1963 rogy. Ibid., Ne6539-1ab.

Mnn. 4. KonoHHb! Jxyma MeveTu.
XuBa, XI—XIX BB. Cbemka 2005 roaa.

Mnn. 5. Ynoukn Xmsbl. Cbemka 2005 roga.
Mnn. 6. Pe3Hasn KosoHHa alisaHa. Cbemka 2005 roga.
Mnn. 7. XvBa. Bug c MMHapeTa Ha ctapbii ropoa. Cbemka 2005 roga.

Fi

Central Asian urban civilisation type, while many details also
connect it to the clothes of the people of the Steppe. The
narrow dress and robe of Khorezm women resembles the
outlining the figure Turkmen female costume (fig. 7). From
the world of the Steppe comes the manner customary in
the oasis for quilting outer clothing, and the form of the
bride’s head-dress, which goes back to Scythian pointed hats.
Another contribution from the Steppe tradition is the soft
leather boots, the favourite footwear of the nomadic peoples
of the region (fig. 2).

The practice of using imported fabrics in clothing, above
all silk, imported from Maverannahr, China, and later from
Russia, can also be ascribed to the traditions of the Steppe,
although it is more likely that the love for luxurious imported
fabrics arose in the oasis much earlier, in the period when
the Khorezm civilisation flourished.

However, the brightest element of the
Khorezm

women’s wed-
ding costume is the set of jewellery
on the bride’s hat, the takhya. The takhya
was worn with jewellery archaic in form,
literally threaded with corals, turquoise
and “rustling” gilded pendants (fig. 3),
worn on the temples, back of the head,
forehead and chest. Both the form of the
items and their decor had sacred sig-
nificance as fertility symbols, while the
predominant element of composition
was the depiction of the Zoroastrian
Goddess Anahita on the osma tuzi fore-
head diadem and the bow and arrows
on the uk yoi jewellery on the back

of the head.

Illustrations:

Fig. 1. Women’s wedding robe. Central

Asia, Khiwa, late 19*"—early 20t century.
Acquired by the MAE RAS expedition,
2005. MAE RAS, No. 7304-64.

Fig. 2. Women’s wedding boots. Centr-

al Asia, Sarts, 18" century. From early
collections, acquired in 1742 (?).
Ibid., No. 780-12/1, 2.

Fig. 3. Temple pendants. Central
Asia, Khiwa. 19*" century. Acqu-
ired by I. K. Bars-Kostyleva in

1963. Ibid., No. 6539-1ab.
Fig. 4. Juma mosque colum-
ns, 11t—19t" centuries. Khiwa.

Photo of 2005.
Fig. 5. Streets of Khiwa. Photo of 2005.
Fig. 6. Aywan terrace carved column. Photo of 2005.

g. 7. Khiwa. View of the old city. Photo of 2005.
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[PE3bLI O

PYCCKMVI ABAHTAPA V1 LIEAKA BYXAPLI

BOZOKE

«...l'y6bl AEBYLUKM anee

Bcex UBETOB B CTEMW LUMPOKOM,
3y6bl pOBHblE — MOrOAKU —
benowepcTHble ArHATa.

A nuuo Kpyrnen u Kpawe,

YeM nyHa npu NOJIHONYHbM,

Ipyab 6ena, Kak Nyylumi oxKay/ibik:
Mosogoit xeHbl Mpopoka;

BpoBu yepHble NoA06HbI

JIyKy rubKomy cynTaHa...»

(«MecHb o Ko3bl-Kopneye u basaH-Cay»
B nepesoge I'. H. TeeputunHa)

EBponeupl, No6biBaBWME B LLEHTPaA/IbHOA3MATCKMUX CTEMSX,
OTMEYa/iM, YTO MO CPABHEHMIO C OCEA/IbIMM HapoAamM,
Y KOYEBHWMKOB >KEHLWMHbI 06/1ajasM 3HAYMTE/IbHOM CBO-
6040/ — OHM B MOBCEAHEBHOM }KM3HU HE 3aKpblBasM JMLO,
HEe HaxoAMMCb B 3aTBOPHMYECTBE, MPUHMMANIM y4acTue
B MpasjHMKax M pasB/ieYeHMAX HapaBHE C MYXXYMHAMM.

MpousBeeHUa YCTHOFO HapOAHOrO0 TBOPYECTBAa AOHEC/M
[l0 Hac o6pasbl AEeB-BOUTE/IbHUL, — NMPEKPACHbIX Hae3AHML,
yMesbIX B 06PalLEHNM C OPYIKMEM, KOTOpbIE MPH HEOBXO-
AMMOCTM MOTJIM 3aLUMUTUTL U CE6SA U CBOKO CEMbIO, BCTYNUTb
B 60/ C Bparom W oaep:xatb nobegy. eHUTbCa Ha Takom
JeByLlKe 6bl/10 He NPOCTO — XKEHUX JO/IKEH 6bl1 JoKas3aTb
CBOE MpaBoO Ha HEBECTY B COCTA3aHMUAX C COMEPHUMKamMK —
B CKauKax, cTpesibbe U3 nyka, B 6opbbe. Hepeako n cama
HeBecTa BCTynasia B 60pb6y CO CBOMM KEHMXOM, U 0J0/NETb
ZeBy-60raTtbipLuy 6bl10 MO CHUIaM AaNEKO HE KaXKAOMY MYK-
UMHe. 3aTo nNobeauTens Kaana Harpasa — Nocsie 3amyecTea
[€Bbl CTAHOBU/INCb BEPHBIMM U NPEAaHHbIMM KEHaMKU CBOMX
MY>KeH, MyApbIMM COBETHMLAMM U HEXKHBIMM MaTEPAMM.

STHOrpadmyeckas AeMCTBUTENBHOCTb HE 3HAeT AEeB-BOM-
TeJIbHUL,, NOAOGHbIX SIereHAapHbIM 6aTbipLlam, HO OTFOJI0CKM
«aMa30HCTBa» MOXHO HaMTM U B TPAAULMOHHOM KOCTIOME,
U B MOBEAEHUM Ka3aXCKMX AEBYLIEK M KEHLLUMH.

C JEeTCKUX NIeT AEBOYKY YUYM/IM AepKaTbCs B ceane, Henpu-
HYXKAEHHO 061WaTbCs, 6biTb CUIBHOM M JIOBKOM. JleByLuKa
JO0/IKHa 6bl1a yMeTb NocToATb 3a ceb, NpoaBuB pusmye-
CKYI0 BbIHOC/IMBOCTb B COCTA3aHMUAX M HAXOAYMBOCTb B My3bl-
KaJIbHO-peyeBbIX NMoeAMHKaxX C IOHOLWaMK. JeBOYKM HapaBHe
C MaJlbyMKaMM MPUHMMA/IM y4acTME B KOHHbIX CKauvKax
(6atize), a B KOHCKMX COCTA3AHMAX KbI3 KYY — <«A0rOHU
[EBYLLKY» OHW 6bl/IM OCHOBHBIMM Y4YacTHMUAMM. JeBYLIKK
OXOTU/IUCb C IOBYMMM NTMLAMM, YKe B 14—15 neT ykpolianm
M 06be3KaNM AUKMX nowagen. Jaxke nocsie 3amyxecTsa m
pOXAEHMA AeTeM Ka3aXCKMe KEHLMHbI NPUHUMAN aKTUBHOE
yyacTue B BOEHM3MPOBaHHbIX Pa3B/ieYEHNAX — B MOEAMHKAX
Ha nuKax (catibic), B KOHHOM 1 neleit 6opbbe (aydapbicnak,

1 [kaysibiK (3Kay/ibiK) — rofoBHOM Y60p Ka3axCKoM
3aMYKHEW KEHLLMHbI, M3rOTOBAABLUMIACA UCKIIOUYMTENBHO
13 6eNoi TKaHU.

© WU. Cracesny, 2006

MHra Cracesuy

Ka3axckasd HeBecCTa

Kazaxwa Kynec) B CKayKax, KOTopble TPaAuLMOHHOM CUMTa-
JIUCb CYry60 MYKCKUMM 3aHATUAMM.

XeHckne cocTaAzaHMA NPOBOAMIMCE HE paau NOTEXM 3pM-
Tenen. OHU BbiM HE MEHee cepbe3Hbl, a Nogyac U Apama-
TUYHEE, YEM MYIKCKME NOEAMHKM. KEHCKME COCTA3aHUSA HU Mo
rpaBuiamM, HM MO CHAPSXKEHUIO YYACTHUKOB HE OT/IM4ANNUCh OT
MyKCKMX. KOHEYHO, Aanieko He KaxKAas KeHLpHa NpMHMMana
yyacTue B Nofo6HbIx 605X. Ho Bcerga HaxoAMIMCb OTBaXKHble
Ka3alllKu, roToBble OTCTOATb YeCTb CBOEro poaa. Bctpevanuch
Jaxke Takue 60raTbIpLum, KOTOpble He GOAIMCb KUHYTb BbI3OB
MY}KUYMHE U CPasUTbCA C HUM HapaBHe.

JleByLIKM C HeTeprneHUeM M CTPaxoMm ¥KAaju CBOeM
cBaAbObl. Kak M y ApyrMx HapogoB y Ka3axoB CyllecTBoBasa
Bepa B NpeAonpeae/ieHHOCTb CyAb6bl YesioBeKa. CunTanoch,
4YTO 6payHbIi CO3 ABYX /t0AEN 3apaHee NpeAnucbiBaeTCs
CyAb6oM, elle 10 MOMEHTA MX poxaeHus. B Hapoae roeo-
pUan: «B U3HM HE BO3MOXHO Npefonpeae/nTb TpU BELLM:
C KeM ByJeT 3aK/II04EH CYMpPYXXECKUI Coto3, nos 6yaylero
pebeHKa 1 BpeMs cMepTu». besbpaume ocyxganoch, CUMTanch
Kapo# bora 3a rpexu. Ho Kaxas AeByliKa 3Hasa, YTo nocne
CBaZb6bl e/ NPeACcTOUT MOKMHYTb JJOM poauTenei 1 yexatb
3a MHOTME [ECATKMU KUIOMETPOB OT POAHOrO ay/ia B HOBYHO
ceMbto. HMKTO He Mor npejcKasatb, Kak 6yAyT OTHOCHUTbCS

Mnn. / Fig. 6

Inga Stasevich

The Kazakh Bride

“...Amaid’s lips are redder

Than all flowers in the wide steppe,
The teeth are straight like

Lambs of the same year,

And the face is rounder and prettier
Than a full moon.

The chest is white like the best jaulyk*
Of the Prophet’s young wife;

The black brows are

Like a sultan’s supple bow...”

(“A Song of Kozy-Korpech and Bayan-Slu”
translated by G. N. Tveritin)

Visiting Central Asian steppes, Europeans noted that nomad
women had, compared to settled peoples, much freedom —
they didn’t cover their faces in everyday life, were not sec-
luded, took part in festivities and entertainments equally
with men.

The folklore of Turkic peoples has preserved images of
maiden warriors, wonderful riders, handy with arms, who
could, when necessary, protect both themselves and their
families, fight an enemy and overcome it. It was not a simple
matter to marry such a girl: first, a suitor had to prove his
right to a bride in a contest with rivals — in races, archery,

fighting. It was not unusual that a bride herself fought a
suitor, and rare men could overcome a maiden warrior.
But the winner had the prize — after weddings such maids
became faithful and loyal wives to their husbands, wise adv-
isors, and tender mothers.

There is no ethnographic evidence that maiden warriors
similar to the legendary batyrs existed, but the echoes of
“Amazonry” can be found both in traditional costume and
conduct of Kazakh girls and women.

From childhood a girl was taught to keep in the saddle, to
converse with ease, to be strong and agile. A girl had to be
able to stand for herself by showing stamina in contests and
resource in musical and speech encounters with boys. Girls
took part equally with boys in horse races (bayga), and in
horse contests qyz kuu, “catch the girl”, they were principal
participators. Girls hunted with hunting birds, and in the
age of 14—15 they tamed and broke in wild horses. Even
after weddings and births of children Kazakh women took
active part in militarized entertainments — in spear contests
(saiys), in mounted and foot fighting (audaryspaq, kazakhsha
kupes) and in races, which were traditionally considered to
be a specifically male activities.

Women'’s contests were held not for the sake of spectators’
amusement. They were not less serious, sometimes even
more dramatic, than men’s encounters. Women’s contests
did not differ from men’s ones either in rules or outfits.
Surely, by no means did each woman take part in such fights,
but there were always courageous Kazakh women ready to
defend the honour of their clan. One could even come across
such heroines who were not afraid to challenge a man and
fight him equally.

Girls were eager for and fearful of their weddings. As with
others peoples, the Kazakh believed in predetermination of
human destiny. It was felt that a matrimonial union of two
people is prescribed by fate in advance, even before they
are born. People used to say: “It is impossible to predict
three things in life: who will be a spouse, the sex of a child
to be born, and the time of death”. Celibacy was censured,
considered God’s penalty for sin. Each girl knew that after
the wedding she had to leave her parents’ home and go
many a dozen kilometres from the home village to a new
family. Nobody could predict how her husband’s parents and
relatives would treat a young wife. Would she be to their
liking? Would she shed bitter tears remembering her home,
care and love of her parents? But while the wedding is being
under preparation, all fears are in the future, the girl lives
in her own village, spends much time with girls and boys
of her age, dates her suitor, and expects happiness in the
prospective family life.

t Jaulyk (zhaulyk) is a Kazakh married woman’s
headdress made entirely out of white fabric.

© |. Stasevich, 2006
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K MOJIOZIOM pOAMUTENN U POACTBEHHUKM MyKa. lMpuaetcs am
oHa UM no cepauy? He 6yaet v oHa NposiMBaTb FrOpbKMe
c/iesbl, BCMIOMWHasA POAHOM [OM, 3a60Ty M J1l060Bb CBOMX
poautenei? Ho noka rotoButcs cBagbba Bce CTpaxu B 6yay-
LLieM, AeBYLUKA KMBET B POAHOM ayJ/ie, MPOBOAUT MHOIO Bpe-
MEHM CO CBEPCTHMKaMM, BCTPEYAETCA C KEHUXOM U HaZeeTcs
Ha cYacTbe B NPeACTOoALEN CEMEMHOM KU3HU.

Mekay cBaTOBCTBOM M CBaAb6OM MOTI/10 NMPOMTH HECKOJIbKO
NeT. B TeyeHMe Bcero 3Toro BpeMEHM Lia NOAroToBKa Mpu-
[aHOro M KocTioMa HEBECTbI.

Ogexaa Ka3axoB OT/IM4AETCA 60J1bLLIOM KPaCOYHOCTbIO
M, OCOBEHHO KEHCKas, U3ALLECTBOM NOKPOA. YKpaLleHMio
ofex/bl NpeAaBaocb OrpOMHOE 3HaueHue. JeByliKa-HeBecTa
TpaTMa MHOra rofbl Ha WKTbE U YKpalleHWe CBaAe6HOro
Hapaga. CoyeTaHMe HapsAAHbIX TKaHEN (BYXapCKOro M KuTan-
CKOro llesiKa, at/iaca, 6apxaTa ApKMX pacLBeTOK) C 6oraton
BbILUMBKOM, [OMNOJIHAIOWME HAPAJ MacCUBHbIE TOHKOM paboTbl
cepebpsHble YKpalleHWs, NpuAaBau 0Cobyto HEMOBTOPUMYHO
KpacoTy KOCTIOMY HeBeCTbl (usi1. 1).

06bI4HO CBaAE6HbIM KOCTIOM AEBYLUKM COCTOA U3 Maa-
TbA-Kell/iek, 6e3pyKaBKU Kam3os1, belumema Uiv xanata
wanad. MoAJo6HY0 oAeK Ay Ka3axCKue AEBYLUKM U KEHLMHBI
MOT/IM HOCUTb U B MOBCEAHEBHOM »KM3HM, HO BeLM, cre-
LiManbHO NOAFOTOBJ/IEHHBIE K MPa3AHUKY, YKpaLlasMcb 0Co-
6bIM 06pa3oM. Mpu WNTbE M YKPALLEHWUM KOCTIOMA HEBECTbI
npeanoyYTeHWe oTAaBasioCb KpacHOMY M 60pA0BOMY LiBe-
TaMm. MpasgHKYHbIE BELM BbILMBAIW, OTAE/bIBAIM FajlyHOM,
oTOpayYMBaIn AOPOrMM MEXOM, YKpallaaun NMo3yMEHTOM U
61ecTkamu. Tak cBage6Hble carnorm AeBYLUKM WWINCD NO
TPaAMLMOHHOMY KpOto, HO NMpW 3TOM MX CTapa/iMCb OTAe/aTb
6apXxaToM, YKPacMTb 3aMbIC/I0BAaTOM BbIWMBKOM (Usi. 2).
Mpa3gHUYHbIM KOCTIOM AOJIKEH Gbll COOTBETCTBOBATb aTMOC-
depe npasgHuKa, NoA4YEPKMBATDL TOPKECTBEHHOCTb MOMEHTA
BCTYM/IEHUA MOJIOABIX JHOAEN B GpaK.

06na3aTe/IbHbIM 3/IEMEHTOM KOCTHOMa HEBECTbI 6bl/1 CBaAE6-
HbI FOJIOBHOM Y6Op — cayKesie C BbICOKOWM KOHYCO06pa3HoM
TY/IbEM, NMOKPbLITOM KpacHbIM CYKHOM MM GapxaTom (us. 3).
BrnosiHe BO3MOXHO, 4YTO MNOAOGHbIE FOMI0BHbIE Y60Pbl MMEIOT
TbICAYE/IETHIO MCTOPUIO U BeAyT CBOE NPOUCXOXKAEHME U3
CcKuho-cakckoro BpeMeHu. B 70-x rr. XX BeKa Ka3axCKMMM
apxeoJioraMu 6blJ10 OTKPbITO HErPab/IeHOE 3aXOPOHEHUE
(IV=V BB. 80 H. 3.) CaKCKOro BOMHA, TaK Ha3blBAEMOIO «30J10-
TOro yenoBeKka». Ogexay norpebeHHoro yKpatuasm CBbille
YeTblpex TbiCAY 30/10TbIX U3aenni. FonoBHOM y6op BOMHA
NpeACTaB/sA/ CO60M BbICOKYIO OCTPOKOHEYHYIO LanKy, 60rato
TMOKPbITY0 30/10TbIMM YKpaLLEHUAMM. Jaxe npy noBepxXHOCT-
HOM PacCMOTPEHWM 3TOT FOJIOBHOM Y60p OYEHb CXOX C cay-
KeJle Ka3axCKoW HeBecTbl. O6pallaeT Ha ce6s BHMMaHWE U
TO, YTO OCTPOKOHEYHAA LanKa «30/I0TOF0 Ye/oBeKa» TaKKe
KaK M TPaAMLMOHHOE Ka3axCKoe cayKesie UMEET TpexyacTHoe
JeneHve no BepTMKasu. U Kaxaas 4acTb FoJIoBHOro y6opa
yKpallaeTcs ocobbiM 06pa3om. lo-BuauMomy, nogobHoe
JeNeHne CUMBOIM3MUPYET TPEXYPOBHEBYHO CTPYKTYPY MMpa —
MWP BOZbI U NI0JOPOAHOM 3EMJ/IU, MUP YEJIOBEKA M HEBECHBIN
BO3AYLLUHbIM MUP. TakMM 06pa3oM ro/I0BHOM Y60p Ka3axCKow
HEBECTbl OKa3blBAETCA CUMBOJIMHECKMM 06PA30M CKOHCTPY-
MPOBaHHOM BCE/IEHHOM, HAMOJIHEHHOM APEBHUMM 3HAKaMM U
cnumBosiamn. Ho yxke K XIX BeKy npeacTaBneHus, CBA3aHHbIe
€ MUONIOrMYECKOM KapTUHOM MMPa, NOCTENEHHO 3abblBaloTCA
Ka3axamu, M CEroAHS HaM OCTaeTCs JiMLb A0raAblBaTbCsA O
CKPbITbIX CMbIC/IAX TPAAULMOHHbBIX CMMBOJIOB.

Mepea nepBbIM HaZEBAaHUEM CayKeJie BbINOHANCA 06pss
cayKesieHiH 6aliza3bicbl (6yKBa/IbHO «MiaTa 3a Nokas cay-
Kesie»): roJI0BHOM Y60p HEBECTbI 0feBasa Kakasa-HU6Yab
JKEHLUMHA M L1 K }KEHUXY NnoJslyyaTb NoAapokK 3a nepegady
y6opa HeBecTe. B KauecTBe mojgapKa KeHLMHa nosyyasa
YTO-HUBYAb U3 OAEXKAbI: XaNaT UM py6allKy.

Monogas npogosikana HOCUTb cayKesie U Noc/ie CBaab6bl,
06bI4HO [0 POXKAEHMA NepBOro pe6eHka, oAeBas ero Ha
npasgHWKKM, NPy NPUEME FOCTEN, BO BPEMSA MEPEKOYEBKM.
Borato yKpalleHHOe cayKe/ie CTOMJIO JOPOro, €ro CTOMMOCTb
Mor/sia oxoauTb Ao 2—3 ThicAY py6sier cepebpom. Caykese
0CTaBaJIoCb B JIMYHOM COBCTBEHHOCTM *KEHLLUMHBI Ha BCHO
}KM3Hb, a B C/ly4ae CMEpTU 6E3AETHOM JKEHLLMHbI BO3BPaLLa-
Nocb poauTenam. Yacto cBage6HbIM ronoBHOM y6op nepe-
[laBaJiCs M0 HAaC/lIeCTBY OT MaTePU K AOYEPM.

Kpome eKopaTuBHbIX KauyecTB, CBae6HbIM rosI0BHOM y60p
HeBECTbl, 60raTo MOKPbITbIM YKpaLLEHUAMWU (CEpEBPAHBIMMI

Several years could pass between a suit and a wedding.
During this time the bride’s portion and costume were being
prepared.

The clothing of Kazakhs stands out for its special colour,
and elegance of cut, especially women’s clothing. Enormous
importance was given to the decoration of clothing. Brides
sometimes spent years sewing and decorating their wed-
ding costume. The combination of elegant cloths (Bukhara
and Chinese silk, satin, velvet of bright colours) with rich
embroidery, which supplemented the costume with masses
of fine silver jewellery, gave a unique beauty to the bride’s
costume (fig. 1).

The bridal costume consisted of a kelek dress,
a sleeve-less gamzol, beshmet or a shapan robe. Kazakh girls
and women could wear this clothing in everyday life too, but
items made especially for a celebration were specially deco-
rated. In sewing and decorating a bridal costume, prefer-
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ence was given to red and claret colours. Festive items were
trimmed with lace, lined with expensive furs, and decorated
with braids and spangles. Women’s wedding boots were sewn
with a traditional cut, but there was an attempt to decorate
them with velvet and intricate embroidery (fig. 2). The fes-
tive costume had to correspond to the atmosphere of the
celebration, and stress the ceremonial moment of the young
people getting married.

A compulsory element of the bridal costume was the
wedding headdress — the saukele with a high cone-shaped
crown, covered with red cloth or velvet (fig. 3). It is quite
possible that these headdresses have a history of thousands
of years and date back to Scythian-Sak times. In the 1970s,
Kazakh archaeologists discovered a burial mound of a Sak
warrior (5%—4t centuries BC) which had not been pillaged,
the so-called “golden man”. The clothing of the warrior was
decorated with over 4,000 golden items. The headdress of
the warrior was a tall pointy cap, richly adorned with gold
jewellery. Even at superficial glance this headdress is very
similar to the saukele of the Kazakh bride. It is interesting
that the pointy cap of the “golden man”, like the tradi-
tional Kazakh saukele, has a three-part vertical division. And
each part of the headdress is decorated in a special way.
Evidently, this division symbolises the three-level structure
of the world — the world of water and fertile land, the world
of the human and the world of the air. Thus, the headdress
of the Kazakh bride is a symbolic image of a constructed
universe, filled with ancient signs and symbols. But already
by the 19t century, ideas relating to the mythological pic-
ture of the world began to be gradually forgotten by the
Kazakhs, and today we can only guess the secret meanings
of traditional symbols.

Before the first putting on of a saukele a ritual of sauke-
lenin baygazisi (literally “a fee for demonstration of a sauke-
le”) was performed: a woman put on a bride’s headdress and
went to the suitor to receive a gift for the handing over of
the adornment to the bride. The woman received an item of
clothes as a gift: a gown or a chemise.

The young wife went on wearing the saukele after the
wedding, usually until the first child was born, putting it
on for festivals, when receiving guests, during migration. A
richly adorned saukele was expensive, its price might amount
to 2—3 thousand rabies in silver. The saukele remained the
woman’s personal property all her life, and in case she died
childless was retimed to her parents. Often a wedding head-
dress was handed down from mother to daughter.

Apart from being a decoration, a bride’s wedding head-
dress richly adorned with ornaments (silver and gold plaques,
pearls, gems, cowry shells), feathers of birds of prey, wolfs
and snake’s teeth, had also a symbolic meaning of the girl’s
talisman guarding her from evil charms. In traditional culture
of the Kazakh the head is considered, together with the
liver, the seat of one’s vital power, kut. A headdress took on
its owner’s qualities; it was deemed the carrier of its pos-
sessor’s grace. Thus, a mother handing down her wedding
headdress to her daughter was symbolically conveying her
luck, strength, fertility to her.

They tried to put as many as possible ornaments on the
bride. There were among them Kara-Kalpak, Turkmen, Uzbek
articles bought from travelling merchants especially for the
wedding. But preference was all the same given to Kazakh



M 30710TbIMM G/IALLIKAMM, KEMYYTOM, AparoLeHHbIMM Kam-
HAAMM, paKOBMHaMM KaypM), NMEPbAMM AUKUX XMLLHBIX MTHL,
BOJIYbUMM M 3MEMHBIMM 3y6aMM, UMEN U CUMBOIMHECKOE
3HaYeHue obepera AeBYLUKKU OT 3/bIX CM. B TpaguuUMoHHOM
Ky/IbType Ka3axoB roJloBa CYMTAETCS, HapsAAy C NEYeHbIo,
MECTOM JIoKa/In3aLun KM3HEHHOM CUJIbl YE/IOBEKA — Kym.
Ha rosioBHOM y60p NEPEHOCHM/INCL KauecTBa €ro X03smHa,
OH cuMTasiCcA HocuTeleM 6aarogaTi ero obaagatens. Takum
06pa3oM MmaTb, NepejatoLlan CBoM CBafe6HbIM Fr0JI0BHOM
y60op JoYepM, B CUMBOJIMYECKOM M1aHe NepejaBasia ei CBO
yAauy, cuiy, CNoCOGHOCTb K AETOPOXKAEHUIO.

Ha HeBecTy cTapanmch oAeTb Kak MOXHO 60/IblUe YKpaLle-
HWI. Cpeaun HMX BbLIM U KYMJIEHHbIE Y NMPOE3KMX TOProBLEB
cneupanbHO Ans cBafbbbl — KapaKasinakCKue, TYPKMEHCKME,
y36eKcKue Bewu. Ho npeanoyteHne Bce paBHO OTAaBaa0Ch
Ka3aXCKMM HaLMOHa/IbHbIM YKPALLEHUAM: HAaKOCHbIM YKpa-
WeHMsAM (wawbay), YHU3aHHbIM YKpaLEeHUAMM MOABECKaM
13 cepebpsaHbIX 6/1aX (Wo/inbkl), pa3HOO6pa3HbIM CEpbram
(cblpaa), 6pacnetam (kasinak 6inesik, Kymbip 6inesiK), Kosb-
LUaM U NepcTHAM (XKy3iK, cakuHa). UMeHHO OHM COCTaBAAU
HEOTbEMJ/IEMYIO YaCTb TPAAMULIMOHHOIO KEHCKOro CBaAE€6HOro
KocTioma. CBazb6a 6bl1a €AMHCTBEHHBIM MOMEHTOM B XKM3HM
KEHLUMHbI, KOrja OHa OZHOBPEMEHHO HOCKM/IA TaKoe KoJsnye-
CTBO pa3HOO6Pa3HbIX BUAOB YKPALLEHUM, CUMBOJIU3MPYIOLLMX
roXkenaHue AeByLKe 61arornonyyms, MHOro4eTHoOCTH, Gorar-
CTBA U AONrONIETUSA B Byaylien cCeMeMHOM Xn3HU. O6uane
YKpaLLUeHMM Nog4YepKMBaIo, YTo cBaabba 6blia KybMUHa-
LIMOHHBIM MOMEHTOM B KM3HM JIl060M KeHWMHbI. C Teve-
HMEM KM3HM KOJIMYECTBO YKPALIEHWUM B KOCTIOME JKEHLLUMHbI
MOCTEMNEHHO COKPaLLanocb. B KOCTIOME NOXMIIOM KEHLUMHBI,
BbllleAwen 13 hepTUIbHOro Bo3pacTta, OHU MPaKTUYECKM
OTCyTCTBOBa/IM. HEeKoTopble U3 yKpalleHUM nepexoanain
MJIALLMM CECTPaM MKEHLUMHbI, MOAPACTAOWMM A0YEPSM MU
JEBYLUKaM M3 CEMbM MyKa.

[0/10BHOM Y60P M YKpaLLEeHMs HEBECTbI MOAYEPKUBAIN €€
STHUYECKYIO MPUHAANEKHOCTb, HO BEPXHSAS ofexda Mora
6bITb NOKYMHOM. MpMBO3HbIE BYMaKHbIE, LIEKOBbIE U LIEP-
CTAHbIE TKaHW BOLWIW B 06MXOJ KOYEBHUKOB B PEBHOCTM.
B XIX—Hauyane XX BeKka Kasaxu akTMBHO NMOKyMaM TEKCTU/Ib
y OCEeAJIoro LeHTpa/ibHOA3MaTCKOro HaceneHus. Mnatbe
(Ne4983-4) u xanat HeecTbl (No780-5), npeacTaBieHHbIe Ha
BbICTaBKe, OTHOCATCA K MOKYMHbIM BeLaM. MnaTbe clumMTo
M3 pyccKoro wesKka. EBponeickue Lwesika BbICOKO LEHMIUC
B LleHTpanbHoM A3un, Nnatbs M3 TaKOro MaTepuana 6epersu,
0Zl€Ba/I1 TO/IbKO MO Mpa3fHMKaMm, a B NMOBCEAHEBHOM KM3HU
3aMeHS/IM MPOCTON TPaAMLMOHHOM oaexaon. Ha xanatb! wim
pa3HOO06pa3Hble TKaHW: MEHEE COCTOATE/IbHbIE HOCMJIU XJ10M-
YaTobyMarkHble XanaTbl, 60/1€e COCToATE IbHbIE WM Napaj-
Hbl€ XafiaTbl U3 TOHKUX CYKOH, 6YXapCKOro MM KUTaMCKOro
WwesiKa, u3 6apxata. DKCNOHUPYEMBIN XaiaT — GyxapcKom
paboTbl M3 adpaca TPaAMLMOHHbIX KpacHO-60pA0BbIX TOHOB.

HepeaKo Kasaxckue MacTepuLbl MCMOJIb30BasIM NOKYMHbIE
TKaHM MpU LWKTbE TPaAMULMOHHBIX DOPM oaexabl. Tak BXo-
OALAA B KOCTIOM HeBeCTbl XuaeTka (Ne2342-14) cwmTa 13
MMMOPTHOFO BbICOKOKAYECTBEHHOIO CYKHa, HO MO TPaAMLMOH-
HOMY KpOI M YKpalleHa 06bl4YHbIM Ka3aXCKUM OPHAMEHTOM,
BbINOJIHEHHbIM 30/I0THOM HMUTbIO Ha LIEPCTAHOM OCHOBE.

B ¢0/1bK/IOPHBIX TEKCTaxX COXPaHUIMCb ONMCAHWUSA Pa3HOO-
6pa3uns HapAA0B Ka3axCKUX AeBYLUEK:

«...B yTpa neta crenb uBeTUCTa,
Y7o y30p, CyNTaHLLEN LIMTbIN,

Ho ewie nectpei Hapsabl
MunbIX AeByLUEK-CTEMHAYEK.
Bce, YTO XMTPbIM NEPCUAHMH,
Mnb 6yxapel, paBHOAYLIHbIN,

Mnb yBEPTMBbLIM KMUTael,

MprBO3UAK Ha MpoAaxy,

Y10 HakoneHo rogamu, —

Bce Ha npasgHuKe ABMIOChH.

Xopolua onyLiKa LanoK

Y HEBECT — Kpachbl OKpYKHOM;

Hopka, peakasa amcuua,

Co60/14 1 ropHoCTau.

CoyeTaroTcs MOHETbI

C camouBETHbIMMU KaMHAMM...»

(«MecHb 0 Ko3bi-Kopneye 1 basH-Cny» B nepeBoje
I'. H. TBeputnHa)

CBaAe6HbIM NUP 6bia1 HACTOALMM FPAHAMO3HbBIM NPa3aHK-
KOM, COMPOBOXAAIOLMMCA 0B6MIbHBIM YroLWeHWEM, HaLMOHaIb-
HbIMW UrPaMM1 U pa3BAEYEHUAMM, COCTA3AHMAMM CKaKYHOB,
60pb60KM. Cpean o6s3aTeslbHbIX CBaAEe6HbIX pa3B/ieyYeHUi
C yYacTMEM HEBECTbl — CKaYKM KbI3 KYY («JOrOHU AEBYLLKY>).
M KeHnX 1 HeBecCTa, ofeTble B CBaAEOHbIE KOCTIOMbI, BEPXOM
Ha KOHAX C YKpalleHHbIMW CepebpsAHbIMKU GALLIKaMK copy-
AMW, BCTYNasIM B NoeAMHOK. Mo yCNoBUAM Urpbl AeByLuUKa
J0JI)KHA 6blN1a YAApUTb NIETbIO-HAa2aliKol KeHUXa U NyCTUTbCA
BCKayb, YTO6bI NEPBOM JOCKAKaTb A0 KOHTPOJIbHOM METKM,
a XeHUX — AorHatb ee. Ec/in ke KeHWX He cmor 3Toro
cAenatb, TO CaMa HeBeCTa JJOroHA/a ero 1 HewazaHo 6una
NIETKOM, CTapsACb COMTHb LIANKy. TakoM MCXOJ COCTA3aHUA
cunTanca 60JbLUMM NO30POM ANA XeHuxa. Mo cyTH, 3Ta KOH-
Has urpa siB1seTC CUMBOJIMYECKMM CMOCOBOM peasinsaumen
6payHbIX MpaB }EeHWXa Ha HeBeCTy B CBaZlebHOM puTyase.
B cTapuHy KEHWX, HE JOTrHaBLUMI CBOK HEBECTY, HE MUMEN
npaBa Ha HeM eHUTbCA.

CpefiM 3KCMoHAaTOB BbICTABKM XEHCKas Hazalika (usi. 4)
C cepebpAHbIMM OPHAMEHTMPOBaHHbIMM HaK/agKaMu U
CO BCTaBKOM M3 cepAosiMKa. MMEHHO KEeHCKUe HazaliKu
Yalle BCero yKpallaamcb cepebpsAHbIMM HaKIaAHbIMM Naa-
CTMHamM. 3Ta Bellpb 6blia NpuBe3eHa LiecapeBuyem Hukonaem
AneKkcaHzpoBMYeM U3 ero nyTelwecTsua no BocToky, cosep-
weHHoMy MM B 1890—1891 rr. Bo BpeMs 3TOro nytelecTsma
LlecapeBmY, cpeay Npoymx CTpaH, nocetmn 1 KasaxcraH.

JlyK co cTpenamu (us. 5), Kpome TOro, YTo ABNAICA OpY-
YKMEM COCTA3aHMI B CTpenbbe, B CBaAe6HOM 06pAAHOCTM MME
M CMMBO/IMYECKOe 3HayeHune. Posib iyKa 1 cTpenbl XOpoLLo
oTpaxkeHa B nosme «Kbi3 Knbek» — nepes *KeHUTb60M toHoLwe
JaloT CTPENATb U3 JIyKa, M HA MecTe NafieHnA CTpesibl BO3BO-
JAT 10PTY MOJI0A0XKEHOB. 10-BMANMOMY, MO TPAAMLIMOHHBIM
npescTaB/IeHMAM Ka3axoB CTpesia 0/IMLEeTBOPAIa MYXKCKYIO
CUNTY KEeHUXa.

MHorga ctpena ynotpebnsanacb M Npu MyCy/1bMaHCKOM
06psae 6pakocoyeTaHus. K Takoi cTpene npuBs3bIBaM MyyHoK
rPUBbI KOHA XEHWUXa M IEHTY HEBECTbI.

B KynbType KOYeBbIX HApOAOB KOHb — MEpBbIM ApYr,
MOMOLLHWUK W KopmuAael, YyenoBeka. Mo cHapAXeHUo BepXo-
BOIO KOHA CyJM/IM O lOCTaTKe U AobpoAeTenax ero xo3amHa.
B TIOpKCKOM (PO/IbK/IOPE HEHLUMHY YacTO CPaBHMBAIOT C KOObI-
JMLEN, a AEBYLLKY C HEXepe6on Kobblnon (6edey). JeBylike
NpUNUCLIBAJICb TaKME KavyecTBa KaK pe3BoCTb, MIPUBOCTb,
a JeHLUMHe — NpefaHHOCTb, CUa U NI0L0BUTOCTb, NPUCYLLME
3TOMY 6/1aropoJHOMY KMBOTHOMY.

national decorations: plait adornments (shashbau), pendants
of silver plaques studded with ornaments, (sholpy), various
earrings (syrga), bracelets (zhalpak bilezik, zhumyr bilezik),
rings and fingerings (zhuzik, sagina). It was they that con-
stituted an indispensable part of a woman’s wedding dress.
The wedding was the only moment in a woman’s life when
she was wearing at the same time so many various ornaments
symbolizing the wishes of wellbeing, fertility, riches, and
longevity to the girl’s prospective family life. The abundance
of decorations underlined the wedding as a culminating
moment in any woman'’s life. As life passed, the quantity of
decoration in a woman’s costume was gradually reduced. In
the costume of an elderly woman out of her fertile age they
were practically absent. Some of the adornments passed to
a woman’s junior sisters, growing daughters, or girls of the
husband’s family.

Brides’ headdresses and decorations underlined their
ethnic origins, but the outer garments might be purchased.
Imported paper, silk, and wool fabrics were introduced to
the nomads’ use in ancient time. In the 19—early 20% cen-
turies the Kazakh were actively buying textiles from settled
Central Asian people. The bride’s dress (No. 4983-4) and
robe (No. 780-5) on display at the exhibition are purchased
items. The dress is sewn of Russian silk. European silks were
valued highly in Central Asia, and dresses from this mate-
rial replaced ordinary traditional clothing in everyday life.
Diverse fabrics were used in robes: poorer people wore cot-
ton clothes, while richer people sewed festive robes of thin
cloths, Bukhara or Chinese silk, and from velvet. The robe
on display is Bukhara work of adras of traditional red and
claret shades.

Frequently, Kazakh craftswomen used purchased fab-
rics in sewing traditional forms of clothing. The jacket
(No. 2342-14) which is part of the bridal costume is sewn
from imported high-quality cloth, but with a traditional cut
and decorated with an ordinary Kazakh ornament made of
gold thread on a wool warp.

The folklore texts preserve descriptions of a variety of
Kazakh girls’ attire:

“...In summer mornings the steppe is colourful,
Like a tracery sewn by a sultan’s wife,

But even more varicoloured

Are the attires of dear steppe girls.

All that the cunning Persian,

Or the indifferent Bukharan,

Or the shifty Chinese

Brought to sell,

That was accumulated in years —

All was shown at the feast.

The fringes of brides’ hats are good,

Of circular beauty;

Mink, rare fox,

Sables, and ermines.

Coins match

Semiprecious stones...”

(“A Song of Kozy-Korpech and Bayan-Slu” translated by
G. N. Tveritin)

A wedding feast was a real grandiose celebration accom-
panied with abundant treats, national games, and entertain-
ments, contests of racers, fights. Among obligatory wedding
entertainments where the bride took part are races qyz
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kuu (“catch the girl”). Both bride and bridegroom dressed
in wedding costumes started a fight riding on horses with
harnesses adorned with silver plaques. By conditions of the
game, the girl was to lash the bridegroom with a scourge
and gallop away in order to be the fist to cross the check
line, and the bridegroom was to overtake her. If the bride-
groom could not do it, the bride overtook him herself and
mercilessly lashed him with the scourge trying to beat down
the hat. Such an outcome of the contest was considered a
crying shame for the bridegroom. In essence, this game on
horseback is a symbolic means for the bridegroom to real-
ize his matrimonial rights to the bride in a wedding ritual
through proving his strength and agility. In ancient times a
bridegroom who did not succeed in catching his bride had
no right to marry her.

Among the exhibits is a woman’s whip (fig. 4) with silver
ornamented plates and a cornelian inset. It was women’s
whips which were usually decorated with silver inset plates.
This item was brought by prince Nikolai Alexandrovich from
his journey to the East in 1890—1891. During this journey,
the prince visited Kazakhstan, among other countries.

The bow with arrows (fig. 5), apart from being a weapon
of arching contests, had a symbolic meaning in wedding rites.
The role of the bow and arrow is well reflected in the poem
“Qyz Zhibek”: before the wedding the boy is given a bow to
shoot, and where the arrow fell the tent of the newly-weds
was erected. To all appearances, the arrow epitomized the
bridegroom’s masculine strength, as the Kazakh tradition-
ally believed.

Sometimes the arrow was used in a Muslim marriage ritual
as well. A wisp of the mane of the bridegroom’s horse and
the bride’s band were tied to such an arrow.

In the nomad culture the horse is the first friend, helper
and feeder of man. The outfit of the saddle horse was the
sign of the prosperity and virtues of its master. In Turkic
folklore a woman is often compared to a mare, and a girl to
a filly (bedeu). Such qualities as friskiness, playfulness were
ascribed to a girl, and a woman was endowed with faithful-
ness, strength, and fertility inherent in this noble animal.
“Her chest is high, round.

Her stature is stately and supple,

There are no thinner arms than hers.

Like a bedeu, she is strong,

Like a bedeu, brusque, supple

In gait, like a bedeu, is light.

Just looking at her made one forget other maids...”
(“A Song of Er-Tarkhyn” translated by L. Penkovsky)

The horse accompanied the nomad even after his death.
According to traditional religious ideas of the Kazakh, the
horse played the role of its master’s intermediary and guide
in travelling to the world of the dead ancestors and ghosts.

The first year of a young woman’s living in her husband’s
village was a trial. She had to prove to her new relatives that
she kept house well, was a submissive daughter-in-law and
caring wife. The young wife’s status in her husband’s family
was greatly promoted when she became pregnant, and after
the birth of her first child she was given a permission to visit
her parents’ home for a time.

During migrations the young wife on horseback, in a richly
decorated dress, in a saukele, headed the migrating proces-
sion (fig. 6). This was the sign that a wedding was celebrated



«['pysib ee — BbICOKa, Kpyrja.

CraTteH cTaH ee M ynpyr,

TOHbLUE HET ee TOHKMX PYK.

Kak 6edey oHa Kpenka,

Kak 6edey, pe3ka, rmbka

MocTynbto, Kak 6edey, nerka.

Ha Hee nuwb nornages,

3abblBas BCEX MPOYUX AEB...»

(«MecHb 0 Ep-TapxbiHe» B nepeBoje /1. [leHbKOBCKOro)

KoHb conpoBoxaan KoueBHMKa M nocsie ero cmeptu. Mo
TPaAMLMOHHBIM PEIUTMO3HBIM NPeACTaBNEHUAM Ka3axoB KOHb
urpan ponb NoCpeAHUKa 1 NMPOBOAHMKA CBOEro X03fAMHa B
nyTeweCcTBUA B MUP MEPTBbIX NPEAKOB M AyXOB.

lMepBbIi oA M3HM B aysie My3Ka 6bl1 A1 MOJIOAOM UCTbl-
TaHMeM. OHa AoJiKHa 6bl1a joKa3aTb CBOMM HOBbIM PoA-
CTBEHHMKaM, YTO OHa XOpOLLas X03sMKa, MOKOpHas HEBECTKA
1 3a60T/MBas KeHa. CTaTyc MOJIOZOM B CEMbE My}Ka 3HauM-
TeJIbHO MOBbLILWAJICA B C/lyyae ee 6epeMeHHOCTH, a nocne
pOXAeHMA NepBOro pebeHKa KeHLHa MOr/1a BHOBb Ha BpeMs
NOCETUTb JJOM CBOUX POAUTESIEN.

Bo BpeMA nepekoyeBOK M0Js104as Ha Jiowasn B 6orato
YKpaLleHHOM KOCTIOME, B CayKe/ie BO3r/1aB/ifa NpoLeccuto
Kouyowmx (usi1. 6). ITo 6bl1 3HaK TOro, YTO B 3TOM roay
B ayJie CbirpasiM CBafbby. B CMMBO/IMYECKOM e 3HaYeHUM
BeZyLlas poJjib MOJIOZOM KEHLUMHbI pacCMaTpuBasiach Kak
MomMblTKAa NEPEeAaYn €e KM3HEHHOM CWJIbl, CMOCOBHOCTU K
AETOPOXJEHMIO CTafjlaM — OCHOBE 6/71aroCOCTOAHUA BCErO
poaa.

KoHA HOBOGpPaYHOM M MOJIOAOM CTapa/MCb YKPacWTb
KaK MOXHO 6oraye — Jiyywumn Belamu. Ha BbicTaBke
npeactaBsieHa 6apxaTHas BbilMTaA MOMOHa 6yxapcKoM
pa6oTbl (us1/1. 7) U3 KONNEKUMM NOAAPKOB A0MY PoMaHOBbIX
oT 3mMupa byxapbl, B HacToslee BpeMs xpaHswenca B MAD.
KoHeYHo, Taku1e 30/10TOLBENMHBIE MOMOHbI AOCTATOYHO PEAKO
MCMOJIb30Ba/IMCb KOYEBHMKaMM. JlaneKo He KaxKAaa Cembs
Mornia cebe No3Bo/IMTb KyNWTb Takyto Aoporyto Bellpb. Yalue
noZo6Hble BeLM nonajganm K KOYeBHMKaM TEM e CNoCoOoM
YTO M K PYCCKOM apuCTOKPATUM — B KaYeCTBE NOAHOLLEHUM U
AMNNOMaTHYECKMX NoAapKkoB. OHW 04YeHb BbICOKO LEEHWMNCH M
6bl/IM MOKa3aTe/leM CTaTyca CEMbM, 061aZaloLEN UMU.

He cmoTps Ha TO, 4TO OT BOJIbHOr0 06pasa *M3HM AEBYLIKK
3aMyKHEMN KeHLLMHE NPUXOAMIOCh OTKa3blBaTbCA, Ka3axcKas
EHLUMHA Ha BCIO XM3Hb COXPaHA/Ia TakMe KavecTBa Kak
OTBaXXHOCTb, PeLMTE/IbHOCTb, HAXOAYNBOCTb, TPYAOa06HME
KOTOpbIE C MOJIHOM YBEPEHHOCTHIO MOXHO OTHECTM K YepTam
HaLMOHaIbHOr 0 XapaKTepa.

Unnoctpaumum: Mnn. 4. Haravka. AKMOIMHCKas

o6nacTb, XIX B. MprobpeteHa BO
BpeMs nytewecTtsna Hukonas Il
Ha Boctok B 1890—1891 rr.
Moctynnna B MAS PAH B 1896 r.
XAbICT CNNETEH U3 TOHKMX
M0JI0C NPOBOLLEHHOM KOXM.
PykosATb AepeBsHHaA. YKpalueHa
MeAHbIMU U cepeBPAHbIMU
naacTMHamu, BCTaBKOM M3 cep-
Z0/1Ka. OpHaMeHT YeKaHHbIM,
rpaeupoBkKa. Ibid., Ne313-115.

nnn. 1. <Kaszaxckaa gesylika B
cBage6HoM Hapsage», MAD PAH,
Ne418-2.

Mnn. 2. Canoru xxeHckue.
MponcxoxaeHne HeU3BECTHO,
KoHel, XIX B. Cobupatenb Heus-
BecTeH. Moctynuam B MAS PAH
B 1904 r. Canoru clumTbl U3
6apaHbeit Koxu. OT NoAoLLBbI
[10 Bepxa ro/ieHuLLa o6LLMTbI
TEMHO-KOPUYHEBBIM 6apXaToM.
Mo HU3y canora nosoxeHa
noJ0ca 3e/1eHOTO LWarpeHs.
3aAHMK canora TaKxe oTaenaH
warpeHem. Ibid., Ne780-13/1, 2.

Unn. 3. Caykene. MaHrbiwnak,
XIX B. Konnekumsa npruobpeteHa
y aHTMKBapa P. Myxammeposa.

Mnn. 5. Ctpenbl. CpeaHas Asus,
koHel XIX B. Konnekuua npu-
obpeTeHa y A-pa KpeaeHepa.
Moctynnna B MAD PAH B 1912 1.
JlepeBo, MeTann, nepba Ny,
Ibid., Ne2051-20, 21, 23-25, 39,
43, 44.

F'of NpMoBpPETEHNS HEU3BECTEH.

BapxaTHas Ty/ibsi C FyxoM
cepebpsAHON LIMIMHAPUHECKOM
MOKPBILIKOM. YKpaLleHo pas-
HOO6pa3HbIMM CepebpAHbIMK
NOZABECKAMM M HaK/IaZAKaMM,
BCTaBKaMM M3 CEpAO0/IMKa,
HUTKaMM KOPaJIJIOB M 3KEMYyra.
Ibid., No2874-1.

Mnn. 6. K. H. pe-Jlazapu, «MNpu-
€3/} HEeBECTbI B [JOM JKEHUXa».
1898. Ibid., Ne423-12.

Mnn. 7. NonoHa (daypu).
CYKHO, BbILIMTO LIEIKAMM.
Moaknagka — M3 xaonyaro-
6yMarkHOM MECTPOM TKaHM.
148x207%x115,5 cM. Havano
XX B. Ibid., Ne3687-23.

in the village that year. Symbolically, the young woman’s
leading position was considered as an attempt to convey her
vital power, fertility to the herds on which the wellbeing of
the entire clan was based.

The horses of newlyweds were decorated as richly as
possible, with the best items. The exhibition has a velvet
embroidered horsecloth of Bukhara work (fig. 7) from the
collection of presents to the house of the Romanovs from the
emir of Bukhara, which is currently kept at the Kunstkamera.
Of course, these gold-embroidered horsecloths were not
used very often by nomads. Far from every family could
afford to buy such an expensive item. More frequently, these
items came to nomads in the same way they came to the
Russian aristocracy — as offerings and diplomatic presents.
They were valued very highly and were a status symbol of
the families which possessed them.

Despite the fact that a married woman was forced to
abandon a free life of a girl, the Kazakh woman reserved for
the whole life such qualities as bravery, resolution, resource,
industry, i. e. traits which can e with full confidence ascribed
to a national character.

Illustrations:
Fig. 1. “Kazakh Girl in Wedding Costume”, MAE RAS, No. 418-2.

Fig. 2. Female boots. Unknown origin, late 19t century. Collector
unknown. Acquired in 1904. The boots are made of sheep-
skin. From the sole to the top of the boot they are trimmed
with the dark brown velvet. Along the bottom there is a
stripe of green shagreen leather. Backs are also shagreened.
Ibid., No. 780-13/1, 2.

Fig. 3. Saukele. Mangyshlak, 19t century. Collection acquired from
antiquarian R. Muhammedov. Year of acquisition is unknown.
Velvet crown with solid silver cylindrical cover. Decorated
with various silver pendants and plates, mounted with cor-
nelian, strings of pearls and corals. Ibid., No. 2874-1.

Fig. 4. Whip. Akmolinskaya oblast, 19* century. Presented to Ni-
cholas Il in the course of his travel to the East (1890—1891).
Acquired by the Museum in 1896. The whip is braided of thin
waxed leather strips. Handle is made of wood. Decorated
with copper and silver plates, mounted with cornelian.
Stamping ornamental pattern, engraving. Ibid., No. 313-115.

Fig. 5. Arrows. Central Asia, late 19*" century. Acquired in 1912
from Dr. Kredener. Wood, metal, birds feathers. Ibid.,
No. 2051-20, 21, 23—25, 39, 43, 44.

Fig. 6. K. N. de-Lazari, “The Arrival of the Bride’s to the Groom’s
House”. 1898. Ibid., No. 423-12.

Fig. 7. Horsecloth (dauri). Early 20t century. Broadcloth embroi-
dered in silk with a cotton lining. 148x207x115.5 cm. Ibid.,
No. 3687-23.
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rPE3bl O EneHa LlapeBa Elena Tsareva

BOZOKE Y noaHoxbs1 Kpbin Mupa At the Foot of the Roof of the World
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«BbICOKM niockoropbsA TubeTa U TepAlTCA OHM B 06/1aKax,
HO elle Bbille naockoropba Mamupa. He BUAHO cBepxy AHa
Bonblworo KaHboHa Konopazo, Ho elle rnybxe u kpacmsee
yuenba MaHaxa... be3knsHeHHbl M CypoBbl o6ieAeHenble
TYHAPb!I APKTMKM, HO elle 6osee 6e3XM3HEHHbI U CYpOBbI
nycTbIHHbIE NI0OCKoropba Mamupar. Tak onucbiBaeT MNammp
A. B. HanMBKMH, M C HUM COrIaCUTCA KaxKAbIM, KTO No6bIBa
B 3TOM FOPHOM CTpaHe. Ho Take Kaxbli BCMOMHUT YXO-
AAlMe K 3aCHeXeHHbIM nepeBasiam CeprnaHTWHbI JOopor,
NPOH3UTEJIbHYI0 CMHEBY HEGEC M CTEHbl YePHbIX CKaJl, CKBO3b
KOTOpbIE C FPOXOTOM MpOpbIBaeTCA GelleHbl NOTOK MaHaXa.
Ho BHe3anHo ropbl paccTynatTca M OTKpbIBaeTCA 3e/1eHas
J0/IMHa C aBPUKOCOBOM POLLEM, pyden C BOAOMNAA0M M MeJlb-
HULEMN, Teppachl Nosel, psabl JOMOB C TOHKMMM KOJIOHHaMM
alisaHoB 1 NMpamMMAKamM Kpblill-poy3aH. Co3faHHble TUTaHK-
YeCKMM TPYZOM MECTHbIX 3emaeenbleB Nnoaa pa3dpocaHbl
Be3Je, rfe eCTb XOTb K/I0YOK POBHOM 3eM/In. YTo6bl CO34aThb
MX, NOKOJIEHUA NaMMPLLEB NEPEHECIM Ha Nieyax ThICAYM TOHH
KaMHeM M 3eM/IU 1 06YCTPOMIN KMIIOMETPbI KaHa10B, KaxAblM
M3 KOTOPbIX HYXXHO MPaKTMYECKM 3aHOBO CTPOWUTbL Nocne
3MMHMX CHEXHbIX IaBMH M BECEHHMX KamHenazgos (usia. 1).

Mamup HasbiBatoT Kpblwen Mupa, HO Takke U MogHoKMeEM
CMepTHU — C TOYKM 3peHMA JIMHIBMCTa 06e MHTepnpeTaLmm
NpaBOMOYHbI, BbIGOp MNepeBoAa 3aBMCUT OT OTHOLUEHMA
K YBUAEHHOMY, OAHaKO B PaHHMX MCTOYHMKaX Yalle BCEero
ynoTtpe6asnocb HasBaHue MopHbIM bagaxwaH. KTo cenmnca
B J0JIMHAaX, PacrosIoKeHHbIX B ThiCAYaX KWJIOMETPOB Haj
ypoBHeM Mops? YTo 3acTaBu/Io Ntogei NOAHATLCA B 3a06-
nayHble Bbick? Mo MHeHuio A. LUTeliHa Yepe3 BepxoBbA
MaAHAKa NpoxoAu/a rnaBHas Jopora mexay 3anagHoM u
LleHTpanbHoM A3uel, MCnob30BaBLLAACs B APEBHUI NEPUOS
crioHTaHHo. Ha py6eske Hallel 3pbl Clofa NPULLIN TECHUMbIE
CIOHHYCLIaMM Ha 3anaj MpaHo-A3blYHbIE MJIEMEHa, B TOM
ymcne u cakn BoctouHoro Mamwupa u Kutakickoro Typke-
CTaHa. 3aceneHue NpPoXoAM/I0 PasHOBPEMEHHO, NpUXoaaLLme
rpynnbl 0OCBamBa/IM [OCTAaTOMHO M30JIMPOBaHHbIE ApYr OT
Zpyra [O/InHbI, U B pe3y/ibTaTe, HECMOTPA Ha reHeTUYecKoe
POACTBO MpULLENbLEB, 34eCb CNOXMIACH JIMHIBUCTUYECKAA
cuTyaumsa, HasBaHHaa M. U. 3apyOmHbIM «KYOKOM A3bIKOB».
CKasaHHOe OTHOCMTCA U K ApYrim cdopMam KyJibTypbl Npu-
NamMMPCKMX TaZPKMKOB, OCOGEHHOCTbIO KOTOPOM fBASETCS
JIoKa/ibHasi BApMaTUBHOCTb NpH €AMHOM XO3AMCTBEHHO-KY/Ib-
TYPHOM Tune.

OCHOBHblE 3aHATMA MECTHbIX XUTE/IEN — 3em/eieNIne U CKo-
TOBOZCTBO. Bripoyem, cypoBoCTb NPUPOAHDBIX YCN0BMIM 3anaj-
Horo Mamupa 3acTaB/is/ia Hace/IeHUE BECTU KpaiHe CKyaHYIo,
MOJIHYIO TAXKOro TpyAa *W3Hb. B npowwiom, BuaAMMO, aonon-
HUTE/IbHBIM MCTOYHMK CYLLECTBOBaHUA AaBasia NpoXoAmBLIas
34ecb KapaBaHHas gopora B AdraHuctaH M 061acTm K tory
oT MHAayKywa, no kotopoi npowen B Xl Beke B Kntan
Mapko Mono. Cneabl TOro BpeMEHW COXPaHUIMCb B MECTHOM

Wnn. / Fig. 1
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“The plateaux of the Tibet are high and they get lost in the
clouds, but even higher are the plateaux of the Pamirs. You
cannot see the bottom of the Grand Canyon in Colorado
from the top, but even deeper and more beautiful are the
Pyanj gorges... The ice-covered Arctic tundra is lifeless and
harsh, but even more lifeless and harsh are the desert pla-
teaux of the Pamirs”. This is how the Pamirs were described
by D. V. Nalivkin, and everyone who has visited this moun-
tainous region agrees with him. But everyone also remembers
the serpentine roads which climb to the snowy passes, the
piercing blue of the sky and the black cliffs, through which
the mad torrent of the rumbling Pyanj breaks out. But sud-
denly the mountains give way and a green valley opens up
with an apricot grove, a creek with a mountain and mill,
terraces of fields, rows of houses with elegant aywan columns
and rouzan-shaped roofs. The fields which were created by
the titanic efforts of local farmers are laid out everywhere
where there is just a patch of flat land. To create them,
generations of inhabitants of the Pamirs brought thousands
of tons of stones and earth and built kilometres of canals,
practically each one them needed to be rebuilt after the
winter avalanches and spring landslides (fig. 7).

The Pamirs are called the Roof of the World, but also the
Foot of Death — from the linguist’s point of view both inter-
pretations are correct, the choice of translation depends
on the attitude to what is seen. Still the name Mountainous
Badakhshan was used most frequently in early sources. Who
settled in valleys located thousands of kilometres above sea
level? What forced people to ascend to the mountains above
the clouds? According to A. Stein, the main road between
Western and Central Asia passed through the upper reaches
of the Pyanj, and was used spontaneously in the ancient
period. At the beginning of our era, the Iranian-speaking
tribes who had been forced out by the Hsiong-nu (Xiongnu)
from their eastern territories came here, including the Saka
of the Eastern Pamirs and Chinese Turkestan. The settlement
took place at different times, and the groups that came here
habituated the valleys which were considerably isolated from
each other. As a result, despite the genetic unity of the set-
tlers, a linguistic situation formed here which I. I. Zarubin
called a “tangle of languages”. This also applies to the other
forms of culture of the Pamir Tajiks, which is distinguished by
its local variety of a common economic-cultural type.

The main activity of local residents was agriculture and
livestock breeding. The harshness of the natural conditions of
the West Pamirs forced the population to lead an extremely
meagre life full of heavy work. In the past, evidently, an
additional means of livelihood was provided by the caravan
road which passed here to Afghanistan and the area to the
south of Hindukush, where Marco Polo passed in the 13t cen-
tury on the way to China. Traces of this time are preserved

© E. Tsareva, 2006




TonoHumuke. Tak, U. M. CtebanH-KameHcKui nuweT: «OaHa
M3 3HAMEHWTBIX KpenocTel BaxaHa, OTHOCMMbIX MCC/leA0Ba-
TE/ISIMU K MEPBbIM BEKaM Halliel 3pbl, HOCUT Ha3BaHue LLlen-
KOBas KpenocTb (0KoJo cen. 3yHr)»'. Bo3MOXHO, B Te JaBHWE
BpeEMEHa M 6bls1a 3a/10}KeHa MECTHaA TPaaMLMA YKpaLlleHUs
OAEX bl BbILUMBKOM LLEKOM.

Jo npuxoga B LieHTpanbHyo A3umio MClama perMoH BXoAMA
B 30HY pacnpocTpaHeHWa 6yaansma, ciesbl KOToporo, no
MHEHMIO CNeLnanmncToB, NPOCIEXMUBAIOTCA B MPUHATOM Hace-
NeHnem bajaxiiaHa MCManIMTCKOro HanpaBAeHUA Uciama,
LieHTpoM KoToporo ¢ 1840-x rogos 6611 bomben. McTopuuecku
U pennrmosHo 0bycoB/IeHHOe TAroTeHne 3anagHoro Mamupa
K CeBepHOM UHAMM NPOABAAETCA B Pa3HbIX YepTax MECTHOM
Ky/IbTypbl. O4HUM M3 TaKMX NPOABAEHUM ABAAETCA HEOGbIY-
HbIM ana LleHTpanbHOM A3MKM KPOM CMIbHO pacK/eLweHHoM
KHM3Y nieyveBor oaexabl (Ui, 2) u popmMa o4eHb Y3eHbKUX
YEHCKUX WTaHuwWwekK (usi. 3). CToNb e noKasaTesieH ToT
daKT, YTo TKaYecTBOM B basaxwaHe TpagMLMOHHO 3aHMMa-
JICb MY>KYMHbI, MCMOJIb30BaBLUME B paboTe €ANHCTBEHHbIN
MECTHbIM TEKCTUJIbHBIM MaTepUan — LWEPCTb, M3 KOTOPOM U
LMAach No 6oJbLUeN YacTH BCA MECTHas odexaa.

CAenaHHbIM M3 JOMOTKAHOIo CYKHa CTapMHHbIM KOCTIOM
XUTENbHML, Mprnammupbs 6bl1 CKPOMEH MO pacLBeTKe: B HEM
ZJOMMHMPOBa CBETJ/IO-CEPbIA — LIBET PyHa MECTHOM NOpOAbl
oBel. OXUWBAAM 3Ty raMMy HapsAAHbIE NPUBO3HbIE rO/IOBHbIE
NIaTKM U BbILUMBKA LUEIKOM, KOTOPOM MEHLUMHbI YKpaLlasiu
BOPOT, HarpyAHbl4 paspes M MaHKeTbl pyKaBoB CBOMX Ma-
TbEB, @ TaKXKe 3/IeraHTHble Ha/lo6Hble NoBsA3KK (usi. 4). Ewe
OAHWM HapAAHbIM NPEAMETOM OAEXAbl OblaM CNJIOLWb OpHa-
MEHTMPOBaHHbIE BbICOKME BA3aHble Yy/IKK (U/1/1. 5), KOTopble U
JKEHLUMHDBI, M MYXXYMHbI HOCMJIU C Bblpe3aHHbIMM U3 Lie/IbHOro
KycKa aepeBa Typnamu-Kaywamu (uai. 6). Kaywu rimenm
Ha MoAOoLIBE 06UTbIE KENE30M LUMMbI, U 6blIM HE3AMEHUMOM
00YBbIO A1 XOXKAEHWUA MO CKOJIb3KMM, MOKPbITBIM MENKUMM
KaMyLUKaMW YIULLAM FOPHBIX KMLLIAKOB.

CaMblM APKMM M Hanbosiee cakpasibHO 3HAYMMbIM d/1EMEH-
TOM KOCTIOM@ HEBECTbI FOPHbIX, B TOM YMC/IE U NPUNAMUPCKMUX
TaAXKMYeEK ABAANUCH NMLEBblE 3aHAaBECKM pyOaHO («MOKpb-
BaJIo ANA IMUA~») UK Yawm6baHO («MOKpbIBaio ANA Fnas»)?.
Bce oHM nMenn hopmy NpAMOYro/IbHOr0, PacLUMTOrO LUEIKOM
MOJIOTHULLA C OKOLUKOM-CETKOM AJIS r/1a3 B BEPXHEN YacTy.
Mpy 06LHOCTM KOHCTPYKLMM, CBafieOHble IMLEBbIE 3aHAaBECKM
y HaceneHusa pasHblX A0/IMH UMENIM 3HaYMTE IbHbIE OT/IMYUA
B feKope. CamMbIMK POCKOLUHBIMW M3 HMX OblM JapBa3cKue:
NJIOTHO 3alUMTbIE Pa3HOLBETHbIMM LUEIKaMM, APKME M HapAa-
Hble. 3T py6aHObl UMEIT HEOBbIYHbIM AnA LleHTpanbHoM
A31K, ABHO apXan4HbIi AEKOp, F/1aBHbIM CIOXKETOM KOTOPOro
ABNAIOTCA U306pakeHna NTuy (us. 7). Fopasfo ckpoMHee
LUYrHaHCKMe 3aHaBeCKM (usi/1. 8), BMpoYeMm, Kak 1 BCA ofexaa
JMBLUMX B BbICOKOTOPHbIX JO/IMHAX-YLLe/bAX TafKMYeK. Tem
He MeHee, Nt060M CBaAE6HbIM aTpUOYT YKpaLlaCs TLATeIbHO
1 C Nt060BbIO, B HAAEXE, YTO Bbl6paHHblE CUMBOJIbI MPUHECYT
MOJI0ZI0M CEMbE CHACTbe M AOCTATOK.

B npvnaMMpCKMxX paloHax CyLlecTBOBas MHTEPECHbIN
06bl4alt NoAHMMAaTb 3aHaBECKY C JiMLia HOBOGpaYHOM CTpe-
JI0I?, BEPOATHO, BOCXOAALIMIA K CBAAE6HBIM PUTyasiam BOMH-
CTBEHHbIX CaKOB — APEBHMX Hace/ibHWMKOB Mamumpa. B 3ToM
CBSI3M MHTEPECHbI CBA3aHHbIE CO CTPEJION CBafebHble 06bl4an
Ka3axoB, onMcaHHble B 3cce «Kasaxckaa HeBecTa» AaHHOro
KaTasiora.

"U. M. CTe6anH-KaMeHCKumiM, Imumosiozudeckull c/108apb BaxaHckozo A3bika (CaHkT-MeTepbypr) (1999), c. 7.

2 B MAD XpaHATCA NATb JIMLEBbIX 3aHABECOK rOpHbIX TagxuueK: Ne2352-135 (c6op M. U. 3apybuHa, 1914 rog), 2674-45, 46

(c6op M. U. 3apybuHa, 1916 rog), 4986-3, 4 (c6op H H. EpwoBa, 1932 rog).

3 1. W. 3apy6uH, «/lononHeHus K ctatbe H. U. BecenoBckoro “Ponb cTpenbl B 06psaAax 1 ee CUMBOIMYECKOE 3HaueHue”»,
3anucku konnezuu socmokosedos | (1925); H. A. Kucnskos, «CBage6Hble NMLEBbIE 3aHABECKM TafKUYeK», COOPHUK

Mys3esa aHmponosiozuu u 3mHozpaguu XV (1953), c. 309.

in the local toponomy. I. M. Steblin-Kamensky writes: “One
of the famous fortresses of Wakhan, which researchers date
to the first centuries AD, is named the Silk Fortress (next to
the village of Zung)”'. Perhaps in these ancient times here
the tradition was established to decorate clothes with silk
embroidery, as described below.

Before Islam came to Central Asia, the region was in a
zone where Buddhism was practiced, and specialists believe
that traces of this can be seen in the Ismailiyya beliefs
adopted by the population of Badakhshan, which had its cen-
tre in Bombay from the 1840s. The historically and religiously
conditioned inclination of the West Pamirs for North India is
seen in various features of the local culture. One of these
peculiarities is the cut of upper clothing heavily flared from
top to bottom (fig. 2), which is unusual for Central Asia, and
the form of very narrow women'’s pants (fig. 3). It is just as
noteworthy that weaving in Badakhshan was done by men,
who used the only domestic textile material in the region —
wool, from which most local clothing was produced.

The traditional women’s costume of the Pamir region,
manufactured from home-made cloth, had modest colours:
light grey dominated in it, the shade of the wool of the
local breed of sheep. This colour was livened up by bright
imported silk headscarves and embroidery, which women
used to decorate the collars, breast cut and cuffs of their
dresses, and also elegant headbands (fig. 4). Another sophis-
ticated item of clothing were ornamented high knitted stock-
ings (fig. 5), which both women and men wore with carved
wooden kaush shoes (fig. 6). The kaush had iron-heeled nails
on their soles, and were indispensable footwear for walking
on the slippery steep streets, covered in small stones, of
mountain villages.

The brightest and most religiously significant element of
the bride’s costume among mountain-dwelling Tajik women,
including in the Pamirs, was the ruband veils (“covering for
the face”) or the chashmband (“covering for the eyes”)2.
They all had the form of a rectangular silk-embroidered panel
with netting for the eyes in the upper section. With the com-
mon form of construction, wedding veils among the popula-
tion of different valleys had significant differences in decor.
The most luxurious of them were that of the Darvaz: heavily
stitched with multi-coloured silks, bright and elegant. These
rubands have, unusually for Central Asia, a clearly archaic
decor, the main subject of which is the depictions of birds
(fig. 7). The Shugnan veils (fig. 8) are much more modest,
as are all the clothes of Tajik highlanders. Nevertheless, any
wedding accessory was decorated carefully and with love,
in the hope that the symbols chosen would bring the young
family happiness and prosperity.

In the Pamir region, there was an interesting custom of
raising the veil from the face of the bride with an arrow?,
which probably comes from the wedding rituals of the belli-
cose Saka — the ancient settlers of the Pamirs. In connection
with this, the wedding traditions of the Kazaks also involv-
ing an arrow are interesting, as described in the essay “The
Kazakh Bride” in this catalogue.

1. M. Steblin-Kamensky, Etymological Dictionary of the Wakhan Language (St. Petersburg, 1999), p. 7.
2 The Kunstkamera Museum has five veils of the Mountain Tajik women: No. 2352-135 (collection of I. I. Zarubin, 1914),
No. 2674-45, 46 (collection of I. I. Zarubin, 1916), No. 4986-3, 4 (collection of N. N. Ershov, 1932).

3 1. I. Zarubin. “Additions to the article by N. I. Veselovsky, ‘The Role of the Arrows in Customs and its Symbolic Mean-
ing’”, Collegium of Orientalists Transactions | (1925); N. A. Kislyakov, “Wedding veils of Tajik women”, Studies of the
Museum of Anthropology and Ethnography XV (1953), p. 309.
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48.
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CKMe TagkuKu. MprobpeTeHbl Pycckon Komuccuen ans
usyyenns CpeaHen Asuu, 1909 rog. Ibid., Ne1465-4/1, 2.
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CKue TagKMKK. MpuobpeTeHbl A. T. Akob6coHom, 1910 roa.
Ibid., Ne1683-1/1, 2.

. /MueBas 3aHaBecKa cBagebHas py6aHd. Mpunammpbe, Taa-

XMKU-aapeasubl (?), XIX Bek. MprobpeteHa H. H. EpioBbim,
1943 rog. Ibid., Ne4986-4.

. /MueBas 3aHaBecKa cBagebHas py6aHd. Mpunammpbe,

LLlyrHaH, TagXuKu-pyLaHLbl, Kuwnak Kanan-Bamap, XIX Bek.
Mpuo6peTeHa M. U. 3apybuHbim u . Totbe, 1914 roa.
Ibid., Ne2352-135.
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Illustrations:
Fig. 1. The Pamirs. Photo of 2006.
Fig. 2. Women'’s cloth skirt. Pamir region, Shugnan Tajiks, early

20t century. Acquired by I. I. Zarubin and G. Gautier, 1916.
MAE RAS, No. 2674-12.

Fig. 3. Women'’s cloth pants. Pamir region, Shugnan Tajiks, early

20t century. Acquired by I. I. Zarubin and G. Gautier, 1916.
Ibid., 13.

Fig. 4. Women’s headband, with multi-coloured silk embroidery.

Pamir region, Shugnan Tajiks, early 20t century. Acquired by
I. I. Zarubin and G. Gautier, 1916. Ibid., 48.

Unn. / Fig. 6
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Fig. 5.

Fig. 6.

Fig. 7.

Fig. 8.

Knitted woollen jurab stockings. The Pamirs, Pamir Tajiks.
Acquired by the Russian Commission for study of Central
Asia, 1909. Ibid., No. 1465-4/1, 2.

Carved wooden kaush shoes. The Pamirs, Pamir Tajiks. Acqui-
red by A. G. Yakobson, 1910. Ibid., No. 1683-1/1, 2.

Ruband wedding veil. Pamir region, Darvaz Tajiks (?), 19" ce-
ntury. Acquired by N. N. Ershov, 1943. Ibid., No. 4986-4.

Ruband wedding veil. Pamir region, Shugnan, Rushan Tajiks,
Kalai-Vamar gishlaqg, 19" century. I. I. Zarubin and G. Gauti-
er, 1914. Ibid., No. 2352-135.
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“"When shall we Enjoy

[PE3bLI O

PYCCKMVI ABAHTAPA V1 LIEAKA BYXAPLI

BOZOKE

BukTopus Kprokosa

«Korga Mbl BKYCMM pagocCTb
nob6bBu NO6UMbIX TEen?»

203

C rlyGOKOM APEBHOCTU TKAHWU U U3AEAUS U3 HUX CIYXKMUAN
He TO/IbKO B YTWM/IMTapHbIX LENSAX, HO WMCMOoJ/b30BajvChb
[N BbIPAXKEHUA BAXKHEMLIMX MAEN, HAMONHAIOWMX LYXOBHbIM
MUp obliecTBa. TKaHb CPOAHWM TEKCTY, W nepenneTeHue
HUTEMN, 3IEMEHTbl OPHAMEHTA Gbl/IM U OCTAOTCA APKMUM MoBe-
CTBOBaHWEM 06 YCTPOMCTBE MMPO3JaHUA U MECTE YesIoBEKa
B HeM. TKaHb M 0Aex/a HaCTO/IbKO BbICOKO LEEHWIUCh UCMOBe-
[0BaBLUMMM 30pOACTPU3M APEBHUMM MPAHLAMM, YTO B OZHOM
M3 KHUT CBALLEHHOM ABECTbl, }Xpe4yecKom Koaekce Buaesaar,
NpOoBO3r/1allasica 3anpeT OCTaB/ATb Ha Te/le MEPTBOMO YesIo-
BEKa Jaxe CaMblii HE3HaUYMTE IbHbIM KYCOK MaTepuu. Bnnotb
[10 MYCY/IbMaHCKOro 3aBOEBaHWA 30pOacTpUiiLbl O6HaXKEH-
HbIMM OTZAaBa/IM CBOMX MOKOMHWMKOB Ha pacTep3aHue XML-
HWKaM. 1A 0603HaYEHNA MeJIbYaLLEro KOJIMYeCcTBa Toro
MJIM MHOTO BELLECTBA B aBECTUMCKOM AI3blKe MCM0J1b30BasIoCh
BblpaXeHMe «CTOJIbKO, CKOJIbKO [mpAgywas] paboTHuua
B 0T6POCHI 6bl BbIGpOCHNA», NOAPa3yMEBaBLLEE MaKCUMaJIbHO
6epekHoe OTHOLWIEHME K HUTU U TKaHM.

CnycTa TbicayeneTms B LieHTpanbHOM A3uK 3TO OTHOLLEHME
ocTaeTca npexHWM. OTpesbl TKaHW, KoTopble NPenoAHOCUT
JKEHWUX B Aap CBOEW M36paHHULE, ABNAIOTCA 3a/710roM 6aaro-
NoJly4HOro COBepLUEeHMA 6payHOro o6paga, — Befb MMEHHO
3T NONOTHMLLA B TEYEHWE OAHOr0 CBETOBOTO AHA YME/bIMU
pyKaMu MacTepuL, NpeBpaLlaloTca B pUTyasibHYI0 6payHyio
oAexAay, NMOATBEPKAAKOLY Hayaso HOBOM, COBMECTHOM
M3HU MonogblX. [OMMMO TOro, B JOME HEBECTbl CaMoMm
[EBYLUKOM, €e MaTepbld W APYrMMWM POACTBEHHMULAMM
K cBagbbe HenpemMeHHO M3roTaB/IMBAETCA KOMMJIEKT
BbILUMBOK, & MMEHHO: NPOCTbIHA ANA NOCTENN HOBOOPaYHbIX
pylidxo (Oxoliwab, Oxolinyw), NOKPbLIBAJIIO Ha U3r0/10BbE
60/1uHNYyW, KOBPUK A8 COBEPLUEHWUA MONUTBbI OXX0UHAamMo3,
60/1bllaA HaCTEHHaA BbIlMBKA CHO3aHU W, UHOTAA, MOKPbI-
BaJI0 Ha AETCKYIo Kosblbesb. CaMo 6payHoe N0e COCTOUT
13 BCeX TIOAKOB U 0fjeAN HEBECTbI, NOBEPX KOTOPbIX CTEOT
NPOCTbIHIO pyliodK0, Ha MOAYLIKWU Xe KnaayT 60/uHnyw.
B HEKOTOpPbIX MECTHOCTAX Ha OfEeAN0, KOTOPbIM YKpblBa-
10TCA MONOAbIE, HAKUAbIBAIOT 6OJbLLYIO BbILUMBKY CHO3AHU.
Mo coBepLueHnM cBaieOHbIX 06PAZOB BbILLMBKM Ha HEKOTOPOE
BpeMA pa3BeLuMBaloT Ha CTEHbI, a 3aTeM youpaioT?.

Ecnm B npexHee BpeMs AJ1f OCHOBbI BbILUMBOK WMCMOJIb30-
Ba/IM TOJIbKO Geslylo TKaHb MOJIOTHAHOIO NepensieTeHus,
TO CO BTOPOM MosioBuHbI XIX B. rogHoM cuutaeTtcs nbas
OAHOTOHHAA XJIoM4YaTobyMaXkHasA TKaHb, Jaxe 4epHas.
Pa3HoLBETHbIe KpyYeHble LIE/IKOBblE HUTKM 06bIYHO NPUro-
TaB/IMBAOTCA CaMMMM XKeHLWMHaMK. Hanbonblumi MHTepec
BbI3bIBAa€T OPHAMEHT BbLILMBOK, CTOJIETME 3@ CTONIETMEM
nocseoBaTesibHO JOHOCALMM 40 HOBbIX MOKOMIEHUM eCcu
He 3HaHWe — Beflb NOPOM MOHMMaHME TOrO MJIM UHOTO CUM-
BOJ/Ia CO BPEMEHEM TEPAETCA, — TO, BO BCAKOM CJlydae, HEKUI
o6paszell, Mo KOTOPOMY NMPOUCXOANUT NMOCTOSHHOE BOCMPOU3Be-
[EH1E OCHOB TPAAMLMOHHOM KyNbTypbl. ITO — CBOEO6Pa3HbIM

"H. A. Kucnskos, CemMbs u 6pak y madukos
(MockBa—/leHunHrpaa, 1959),

cc. 132—133; 3. A. lLinpokosa, «/lekopaTuBHble
BbILUMBKMUTAKMKOB BEPXOBbEB 3epaBLuaHa»,
Hcmopus u smHozpagusa Hapodos CpedHeli Asuu
(Aywan6e, 1981), c. 130 1 cnea.

© B. Kptokosa, 2006

(6pauHoe NoXe CMEPTHBIX U palckoe Noxe 60ros)

«pebyc», paclumdpoBaTb KOTOPbIM MOFyT MOMOYb ApeB-
HeMwme wm306parkeHns M TeKcTbl. Cpean CBaAebHbIX
BbILUMBOK, MOasyM, CambiM IPKUM NOAOGHLIM NMPUMEPOM
CNy)KaT OPHaMEHTbI, HAHOCKMbIE Ha MOKPbIBana AJs1s U3ro-
noBbs 60/1UHNYW.

CBafe6HOoe NOKPbIBAJIO Ha U3r0JI0BbE CaMapKaHACKOM paGoThl
(unn. 1), KOTOpoe MOXHO YBMAETb Ha BbICTaBKe, C BbIWMK-
TbIMW Ha HEM KOHLEHTPMYECKMMU PO3E€TKamM, BMMCAHHbIMU
B KBaJpaTbl, ABASETCA CBOEO6Pa3HON «MaHAasoM», npea-
CTaBAAOWEN YCTPOMCTBO MMpo3aaHus. Ecan paccmatpu-
BaTb 3TOT PUCYHOK OT LiEHTpa K KpasMm, TO CHa4yana B none
3peHMA NonajaloT TPU LBETOYHbIE PO3ETKM, HANOXKEHHbIe
oZHa Ha ApYyrylo NMofo6HO HaHW3aHHbIM Ha MMPOBYIO OCb
TPem 06/1aCTAM MUPO3AaHuA (MUP GOroB, 3eMIA U, MeXaY
HUMMU, HaceseHHoe NIIoAbMW NPOCTPaHCTBO). M1poBas ocb
ABNAETCA OAHOBPEMEHHO M MMPOBbIM APEBOM (06 3TOM
HanoOMMHaeT CaMO M300paxeHWA LBETKa), U XKepPTBEHHbIM
anTapem, Ha KOTOPOM 6blJI0 NMPOM3BEAEHO NepBoe KePTBO-
MPUHOLLEHKE (CaMbli1 MaJIEHbKMM LBETOK C NATHIO JIeNecTKamu
AIBNISETCA CTUAM30BaHHbIM M306paKEHNEM pacniacTaHHOM

Mnn. / Fig. 1

in our Bodies the Joys of Love?”

(the marriage bed of the mortals and the heavenly bed of the gods)

Since antiquity, fabrics and items made out of them have
not just been used for utilitarian purposes, but also to ex-
press important ideas, filling the spiritual world of society.
Textile is like a text, and the interweaving of threads and
elements of the ornament were and remain a vivid story
of the organisation of the universe and mankind’s place in
it. Fabric and clothes were so highly valued by the ancient
Iranian followers of Zoroastrianism that one of the books of
the Sacred Avesta, the priestly code of Videvdat, prohib-
ited leaving even the most insignificant piece of material
on the body of dead person. Until the Muslim conquest,
Zoroastrians gave their corpses naked to be devoured by
predators. To indicate the smallest amount of something
in the Avestan language, the expression was used “as much
as a [spinning] worker would throw away”, showing the ex-
tremely careful treatment of thread and fabric.

Millennia later this attitude remains the same in Central
Asia. Pieces of fabric which the groom presents to his bride
are a pledge of a successful fulfilment of the marriage cer-
emony — the skilful hands of master weavers turn these

pieces of fabric into ritual wedding clothes in the course of
a day, which confirm the beginning of a new life together
for the young couple. Furthermore, in the bride’s house
the woman herself, her mother and other female relatives
prepare a set of items for the wedding: a sheet for the bed
of the newly-weds (joyshab, joypush), a bolinpush cover-
ing for the head of the bed, a rug to perform the joynamoz
prayer, a large syuzani wall-hanging, and sometimes a cov-
ering for a child’s cradle. The wedding bed itself is made
up of all the mattresses and clothes of the bride, on which
the ruyjo sheet is laid, and the bolinpush is placed on the
pillows. In some regions, a large syuzani is placed on the
blanket which covers the couple. After the wedding rituals
are complete, the embroidery is hung on the walls for a
time, and then removed:.

While at one time only white thread of plain weave was
previously used for the warp of embroidery, since the sec-
ond half of the 19" century any monochrome cotton fabric
has been considered suitable, even black. The multi-col-
oured twisted silk threads are usually prepared by the
women themselves. Most interesting is the pattern of the
items, which is handed down the centuries from generation
to generation, if not the knowledge of it — for the under-
standing of symbols is lost with time — then at any rate, a
sort of specimen from which a constant reproduction of the
bases of traditional culture takes place. It is a kind of “puz-
zle” which can only be deciphered by ancient pictures and
texts. Among the wedding items, the brightest examples
are probably the patterns put on the bolinpush covering for
the head of the bed.

The wedding covering of Samargand work on the head of
the bed (fig. 1), which can be seen at the exhibition, with
concentric rosettes sewn on it, inserted in squares, is a
kind of “mandala”, which represents the organisation of
the universe. If one examines this drawing from the cen-
tre to the edges, then first three floral rosettes appear,
put one on top of the other like the three sections of the
universe (the world of gods, the earth and the space in-
habited by the people between them). The world axis is
at the same time the world tree (this is shown by the im-
age of the flower) and the sacrificial altar where the first
sacrifice was made (the smallest flower with five petals is
a stylised depiction of a splayed human figure?. The first
sacrifice “launched” the cyclical movement of the uni-
verse. The idea of this movement is conveyed by the ring
which encompasses the rosettes, with the multi-coloured
arrow-shaped elements pointing anti-clockwise. The ring,
in its turn, is framed by another two circles with uneven
edges, in the larger of which one can see a stylised round
dance of serpent-tailed goddesses — women with snake’s
tails instead of legs. The depiction of these beings among

"N. A. Kislyakov, Family and Marriage Among the Tajiks
(Moscow—Leningrad, 1959), pp. 132—133; Z. A. Shirok-
ova, “Decorative embroidery of the Tajiks of the upper
reaches of the Zeravshan”, History and Ethnography of
the Peoples of Central Asia (Dushanbe, 1981), p. 130
onwards.
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yenoBeyeckon urypbl?). MepBoe KepPTBOMPHMHOLLEHME «3ary-
CTMNO>» UMKIMYECKOe ABUXKEHMEe BCesleHHOM. Maeto 3Toro
JABMXKEHUSA NnepejaeT oXBaTbiBaloLee PO3eTKM KoJbLo, pas-
HOLBETHbIMW CTPEJIOBUAHBIMU 3/1EMEHTaMM YKasblBatoLLee
Ha HanpaB/JieHW1e NPOTMB YacoBOM CTpenKku. KonblLo, B CBOIO
ouepeab, 06PaM/IAIOT eLle ABEe OKPYKHOCTU C HEPOBHbIMM
Kpasmu, B 60/IbLIENM M3 KOTOPbIX MOXKHO pas3rnisgeTb CTU-
JIM30BaHHbIM XOPOBOJ 3MEEHOrMX 60rnHb, — AEB CO 3MEM-
HbIMW XBOCTaMMW BMECTO HoOr. M306parKeHne 3TUX CyLLecTB
y FPEKOB M CKMOB B APEBHOCTU 6bII0 CBA3AHO C Ky/IbTaMM
nao4opoAus.

Tpu LBETOYHbIE PO3ETKM PUCYHKA, OKPY}KEHHbIE TPEMSA
KOJIbLIAMM OPHAMEHTA, BNMCaHbl B TPU KBagpaTa, HasIoKeH-
Hble OAMH Ha ApYroi. TakuMm 06pa3oM, TPUXKAbI BOCMPOM3Be-
JEHO YMCII0 «TPU», CaKpasibHOE AJ1A MHOMMX HapogoB. Camu
KBagpaTbl, HECOMHEHHO, ABAIOTCA YKa3aHMEM Ha YeTbipe
CTOPOHbI CBETA, B KOTOPble PacrnpoCTPaHAETCA 06MTaeMbli
NoAbMU MUP. Ha none cpeaHero KBajpata HAHECEHO M30-
6paxkeHne 6eryLien BosiHbl, M306parkeHne, CysLee XK1Bu-
TeNbHYI0 B/ary, naoaopoaue, naoA0BUTOCTb.

MpUcyTCTBME TaKOM «MaHAa/ibl» B JOME HEe NPOCTO CUM-
BOJ1 UK anneropus. ITO peasibHoe NoATBEPKAEHUE MpU-
HaANEXKHOCTU NOAEN, B AAHHOM C/lydae MOJIOAOXKEHOB,
K CyLLecTBYIOLWEMY MMPY, U306pakeHne, NoTeHuupytoLiee
BOCMPOM3BOACTBO 3TOr0 MMpa. He cily4arHo U ucnonb3oBaHue
noZ06HOro NOKpbIBasia BO BPeMS CBafe6HOro puTyasna, TeCHO
CBSI3aHHOI0 C UAEEN KepTBbl U BO3POXKAEHUSA. B KayecTBe
TAKOM KEepTBbl, ABNAOLENCA OCHOBOM BOCMPOM3BOACTBA,
BbICTYMNaeT cama HeBecTa. 06 3TOM CBMAETE/bCTBYET, MOMMMO
aKTa COMUTUSA, ee 06bIKHOBEHHbIM Miay, KpacHoe no LBeTy
KPOBU, WM 6esoe, Nogo6Hoe TpaypHOMY, ofesHue, cobto-
JAEMbIM B HEKOTOPbIX MECTHOCTSX 06blYal 3aKnaHus nepes
e HoraMM «3aMecTUTe/IbHOro>» KEPTBEHHOro 6apaHa Bo3/ie
nopora oMa *eHuxa®, o6BesieHMe HEBECTbl BOKPYr KOCTpa
M MHOTUE Apyrue AeTanu, B YMC/Ie KOTOPbIX — HeceHue
HaJ ro/IoBOM HEBECTbI OMMCLIBAEMOr0 NOKPbIBasa 60/1UHNYW
nepej 3ak/odeHMemM 6paka.

Jpyr1M 3HaKoBbIM NPeAMETOM CPean CBaAe6HbIX BbILUMBOK
ABNAETCA NPOCTbIHA pylidK0, HA KOTOPOM BbILUMBAETCA LUIMPOKAA
KarMa B hopme apku (Mam 6yKBbI «[M») (us1. 2). OCHOBHOe nose
0CTAEeTCs CBOGOAHBIM OT BbILMBKM. [pUMeYaTesbHO, YTO CXOA-
HbIM 06Pa30M, a MHOTAa M C TOYHbIM NMOBTOPEHMEM OPHAMEHTA,
BbILUMBAETCA MOJIMTBEHHBIM KOBPUK OKOUHAMO3, C TEM NULLb
OT/IMYMEM, UYTO apKa HA HEM MMEET CTPesIoBUAHYI0 hopMy,
HamnoMuHas Mexpob, HULLY B CTEHE, YKa3blBaloLLYyt0 HanpaBieHue
MoMTBbI. Mocie coBepLueHUs GpayHbIX 06pAA0B MMEHHO B TaKyto
HULLY B CTEHE A0MA YKNAAbIBAOT MOCTE/bHbIE NPUHAANEKHOCTH
(unn. 3). 3aBeWMBAIOT 3Ty HMLLY, KaK NPaBU/IO, TOM e CaMoM
NpoCTbiHeN pylidxo. ECin nocTeslb XpaHUTCA HEe B HULLE, TO TOp-
LioBasi YacTb COCTaB/IEHHOM U3 0ZEA/N U MOCTE/IbHOTro 6e/bA
CTOMKM MHOT A NPUKPbIBAETCA CAMMM MOJIMTBEHHbIM KOBPU-
KoM. Mo coobLyeHuto P. P. PaxMmoBa, B MPeAropHbiX parloHax,
€C/IN JKM/IULLE CTPOr0 OPUEHTMPOBAHO C CEBepa Ha tor, HULLA
COOTBETCTBEHHO AE/IaeTCA B 3anaAHOM TOPLIOBOM CTEHE AoMa
U COXpaHSAET Ha3BaHWe MEeXpob (B MPOTUBHOM C/lyyae ee valle
Ha3bIBAlOT MOK «apKa» UM MaxmoH). Mpu coBepLUeHUM HamMo3a
[IOMa MO/IAILUMECH HAXOAATCA NEPES TEM K CaMblM MEXPOOOM,
B KOTOPOM XPaHAT MOCTE/IbHblE NPUHAANEKHOCTU. B npoTMBo-
MOJIOKHOM, BOCTOYHOM TOPLIOBOM CTEHE TOFO K€ MOMELLEHUSA,
HenocpesCTBEHHO HaMpPOTUB MeXpoba, HaXOAUTCSA KaMUHHOE
oTzeneHne, Takxke ohOpMIEHHOE B BUAE CTPEIOBUAHOM apKu.

2YkasaHo E. I'. Llapéson.

30 nocnesgHeM cM. A. MapaoHoBa,
«CBage6HOe TOPKECTBO Y TaAxuKoB daizabaga~, ibid.,
c. 116.

Mo o6pa3HoMy BbipaxkeHuto P. P. PaxumoBa, 3T0 KaMMHHOE
oTfeneHue, ciyxallee AiA NPUroTOBAEHWUA NULLM, BbICTyNaeT
CBOEOOPa3HbIM «XEHCKMM anTapem» B TaAXMKCKOM JoMe.

HecoMHeHHo, 1306parkeHMe apKkM Ha NPOCTbIHE pylidKo,
paBHO KaK M MoMelLeHne MoCTeNn B Mexpob, He ABnseTcsa
c/lyYaMHbIM coBnageHnem. Jaxke cama apoyHas dopma
KaK BbILUMBKM Ha CBaAE€6HOM MPOCTbIHE M MOJIMTBEHHOM KOB-
pUKe, TaK M apXMTEKTYPHOM AeTanu, noapasyMeBaeT CBA3b
B MEPBYI0 O4EPEAb C XPaMOBOM apXMUTEKTYPOM M obpalleHue
K ccepe 6oxecTBEHHOr0. Heapom cacaHMACKMe 30poacTpuii-
CKMe XpaMbl Ha3blBa/IMCb Yaxapmak (YopmoK) — «4eTbipe
apKu, cBoZa» (B PYCCKMM A3bIK 3TO C/I0BO BOLLJIO B ABYX Bapy-
aHTax — «4YepTor» U «Yephak»). ApKu ABNAIOTCA HENMPEMEHHOM
JeTanblo U MyCY/IbMAHCKOM KyJ/IbTOBOM apXMTEKTYpbl. Kak ke
06BACHUTb OTHECEHME NMOCTE/IbHBIX MPUHAAIEKHOCTEN K MUPY
MOJIUTBbI U Xpama?

PaspeLmTb 3aragKy nomMoraet obblyan, GbITYIOWMMI Y Kyp-
[OB-1€e310B, PeNnrmosHas Tpagamums KOTOpbiX COXpaHua
apxauyHble YepTbl, yBoAsALMeE HAC B Jasiekoe npowioe. Jeno
B TOM, 4YTO Y ME31A0B B Ka4ecTBe MOMEeLLEHMH A8 MOSIUTB
C/ly}KaT JoMa-o4aru nupoB U welixoB. CBALEHHbIM MECTOM
U, Nno cnoBam X. OMapxasu, «LEeHTPOM OTMNPaB/IEHUS Ky bTa»
B HMX ABJISAETCA CTOALWAA Y CTEHbl OTAE/IbHOM KOMHaTbI,
B KOTOPOM BCerga noAAep:K1BaloT OCBELIEeHME, BbICOKas
CTOMKa NOCTeJIbHbIX MPUHAAJIEKHOCTEN Cmep, NPUKPbITas
CBET/IbIM MOKPbIBAJ/IOM (MO BeYepam ero npunogHMMaroT,
TaK KaK BEPAT, YTO 3[]eCb HAaXOAMTCA MOKPOBUTE/Ib 0Yara).
Kak npaBu/o, Ha cmep NoOMELLAlT CakpasibHble aTpUBYThl
1e31108 — BNACAHMLY M FIMHSAHBIE «Ky6GKW~»*. Me3napl cosep-
LIAIOT CBOM MOJIEHUS, 06palLasch MLOM K cmepy. CnoBo
«CTep», BEPOATHO, POACTBEHHO aBECTMMCKOMY cmaupuw

4X. OMapxau, Me3udusm u3 2ay6uHbl meicayenemuti
(CankT-MNeTepbypr, 2005), c. 98.

the Greeks and the Scythians was from ancient times con-
nected with cults of fertility.

The three floral rosettes of the design, surrounding by
three rings of the ornament inserted in three squares are
placed one on top of the other. Thus, the number three,
which is sacred for many peoples, is repeated three times.
The squares themselves, undoubtedly, are an indication of
the four corners of the world where people live. On the mid-
dle square is a depiction of a running wave, a picture which
promises life-giving moisture, fertility and fruitfulness.

The presence of this “mandala” in the home is not just
a symbol or allegory. It is a real confirmation of people’s
attachment, in this case the newly-weds, to the existing
world, an image which potentiates the reproduction of this
world. It is no coincidence that the use of this covering dur-
ing the marriage ritual is closely linked with ideas of sacrifice

and rebirth. The bride herself acts as this victim, as the basis
of the reproduction. This is shown, along with the act of
coitus, by her habitual weeping, her dress which is blood-red
or white, like a mourning dress, and the custom observed
in some areas of sacrificing a “substitute” lamb at her feet
by the threshold to the groom’s house®, the bride being led
around the fire and many other details — including putting
the bolinpush covering on the bride’s head before the mar-
riage is concluded.

Another important article among marriage items is the
ruyjo sheet, on which a wide border in the form of an arc
(or Cyrillic letter “I”) (fig. 2) is sewn. The main area is free
of embroidery. It is notable that in a similar way, and some-
times with a precise repetition of the ornament, the joy-
namoz prayer rug is sewn, with the difference that the arc

2 Pointed out by E. G. Tsareva.
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on it has an arrow-shaped form, similar to a mehrob, a niche
in the wall indicating the direction of prayer. After the wed-
ding rituals are completed, the bedding items are placed in
this niche in the wall of the house (fig. 3). This niche is hung,
as a rule, with the ruyjo sheet. If the bedding is not kept
in the niche, then the front part consisting of blankets and
sheets is sometimes covered by the prayer rug. According
to R. R. Rahimov in the submountain areas, if the house
faces strictly north to south, the niche is accordingly made
in the western wall of the house and preserves the name of
mehrob (otherwise it is more commonly called the tok, arc,
or takton). When the namoz is performed, the people pray
in front of the mehrob where the bedding is contained. In
the opposite, eastern wall of the room, directly opposite
the mehrob, the fireplace is located, also in the form of an
arrow-shaped arc. In the vivid expression of R. R. Rahimoyv,
this fireplace, which is used for cooking, serves as a kind of
“female altar” in the Tajik home.

Undoubtedly, the depiction of the arc on the ruyjo sheet,
like the placing of the bedding in the mehrob, is no coin-
cidence. Even the arc form, both in the embroidery on the
wedding sheet and the prayer rug, and in the architectural
detail, means a link primarily with temple architecture and
an appeal to the sphere of the divine. It is not for nothing
that Sassanid Zoroastrian temples were called chahartak
(chortok) — “four arcs, vaults” (in Russian this word exists
in two variants — “chertog” (palace) and “cherdak” (attic).
The arcs are an indispensable detail in Muslim cult architec-
ture as well. How can one explain the attribution of bedding
items to the world of prayer and the temple?

Help in solving this mystery may come from a custom
among the Yazid Kurds, whose religious tradition has pre-
served archaic features which take us into the distant past.
The fact is that the Yazids use the fire houses of pirs and
shaykhs. The holy place and, according to H. Omarkhali, the
“Centre of direction of the cult” for them is a high pile of
bedding items, called a ster, which is kept next to the wall
of a separate room, and covered by a light covering (it is
raised in the evening, as it is believed that the protector
of the house dwells here). Usually, sacred attributes of the
Yazids are put on the ster — a hair-shirt and clay “lumps”-.
The Yazids say their prayers facing the ster. The word ster
is probably cognate with the Avestan stairish (“bed”) and
stareta (“spread out”), which in its turn is used in the Avesta
in the expression “spread-out bed”, which serves to describe
the heavenly beds of the gods. In the Avestan hymn dedicat-
ed to the goddess of fertility Ardvisura-Anahita, spread-out
beds with heads are mentioned which stand in the palaces
of this goddess (Yasht 5.101—102) and in the hymn to the
Goddess of happy fate Ashi, the happy life of righteous men
favoured by this goddess is portrayed (Yasht 17.7—10). The
second description of this is more reminiscent of a promise
of heavenly bliss — researchers have on several occasions
made suggestions that the lines of the Avestan hymn may
have evoked the Muslim concept of heaven populated by
beautiful houris:

30n this subject see A. Mardonova, “The marriage cer-
emony among the Tajiks of Faizabad”, ibid., p. 116.



(«noXe») U cmapema («pacnpaB/eHHbIM, pacCTENEHHbIN>),
KOTOpOe, B CBOK o4epesb, B ABecte ynotpebnsercs B Bblpa-
YKEHUU «pacCTeNIeHHOEe JIo¥Ke», CAYKaLEM A1 ONMCAHUSA
PaMCKMX NoXK 6oXKeCTB. Tak, B aBECTUMCKOM MMMHE, NoCBA-
LieHHOM 60ruHe naoaopoansa Apasucype-AHaxmTe YNoMAHYThI
paccTesieHHble I0XKa C U3ro/I0BbsSIMM, CTOALLME B YepTorax
3T0M 60rnHmM (AwT 5.101—102), a B rMMHe 60ruHe 61arom
CyAb6bl AW CXOAHbIM 06pa30oM MpeAcTaB/ieHa CHACT/IMBAA
¥KM3Hb MpaBeAHUKOB, 0JapAeMbIX 3ToM 6ormHen (AwTt 17.7—
10). BTopoe onucaHue TaKKe CKopee HanoMWHAET obellaHue
pancKoro 6/1aXKeHCTBa, — HEOAHOKPATHO MCC/ef0BaTENAMM
JAenanncb NpeanosoXeHus, YTo CTPOKM 3TOr0 aBECTUMCKOro
TMMHa MOT/IM HaBEATb MyCY/IbMAaHCKME NpeACcTaB/ieHMs O pae,
Hace/sIeHHOM NPEeKpPacHbIMU FYPUAMM:

5.101—102
...Y KaXJoro npoTtoka
Jlom BbicUTCA nPeraCHbufi,
CBepKas COTHEWN OKOH
M TbICAYbIO KOJIOHH...
A B Ka)XJoM 3TOM JOoMe
lNocTeneHHble noxa
C KpacuBbIMM NOAYLLKAMM
Bce Ha MecTax cToAT...

17.7
Tbl TEeM MyXaM JapyeLlb
boraTtble B/laAeHbs,
['Ae nuwa M306MbHa,
PasocTtnaHbl noctenu,
M MHOeCTBO 60raTcTB
Jaelwsb, 6naras Awm...

17.9
Y HUX CTOAT UX NIOXKaA
Pa3y6paHbl, AyLIMCTbI,
MoAyLKamMM NOJHBbI,
Ha HoXKax 3010TblX...

17.10
Bo3nto61eHHbIE KEHDI
Y HUX CMAAT Ha NoXKax,
Pasy6paHHbIX MOAYLIKaMM,
KpacyAcb no3onoTomn
MCKYCHbIX YKpaLIeHWH,
BpacneTos, oxepenun,
B cepbrax YeTblpexrpaHHbIX,

Apyr apyry rosops:
«Koraa npuaet xo3amH,
Korga mbl BKyCHM pagocTb
J1l06BU NOBUMBIX TeN?»

(nep. U. M. Cte6anH-KameHcKoro)

MpumeyaTesibHO, HACKOJIbKO YCTOMYMBBIM OKa3aslocb COOT-
HeceHWe 6payHOro Jioxa, M306paXkEHNe apKuM Ha KOTOPOM
aCCcoUMMpyeTCA C XpPaMoBbIM 3JaHMEM M PaMCKMMM BpaTa-
MM, C COBCTBEHHO PAMCKMMM 4YEPTOramMu, CHaBKEHHBIMU
«PaCCTENIEHHbIMA  JIOXKaMW» M M3ro/IoBbsSIMM. TakK, Jaxke
y Ka3axoB, KOYEeBOM 06pa3 M3HU KOTOPbIX KaK 6YATO 6bl UC-
K/Il04YaeT MoJib30BaHME MpeAMeTaMu MEGE/IM OCeAsoro Ha-
CeJleH1s, COXpaHAEeTCs 06blYaii MOMELLEHUS B IOPTY CKopee
puUTYyasibHOM, YeM 06bIAEHHOM KpOBaTM (KaK HamoMMHaHMS
06 aBECTMMCKOM <«JIOXE Ha HOXKax»?), Kyja CKJazblBa-
0T MOCTE/IbHbIE MPUHAANENKHOCTM. YTO KacaeTcs 4epToros
60roB, CKaxkem, OBUTENN YyxkKe YNOMWHaBLUEMCH ApABMCY-
pbi-AHax1Tbl, TO aBECTUMCKME FMMHbI MOMELWAT UX TyAa,
rae pacteT MMpoBOe ApeBO, Ha Ty MMPOBYI Fopy, OTKyza
CTEKaeT KMBUTEJIbHbIM BOAHBIM UCTOYHUK. TaKMM 06Pa3oM,
3aMblKaeTcs Kpyr, 06beAMHMBLLMI ABa NpeaMeTa U3 KOM-
nneKTa cBaZe6HbIX BbILMBOK — MOKPbIBAJI0 Ha M3roJioBbe
60/1UHNYW C U306paXkKeHUEM B LIEHTPE 0CM MMpa, MMPOBOrO
JepeBa, 1 NPOCTbIHIO pYUidsKO C BbILUIMBKOM B BUAE XPaMOBbIX
WM PaNCKKX BpaT.

UnniocTpaumm:

Mnn. 1. TNoKpbIBaiO HA U3ro/oBbe BbILLMTOE 60UHNYW,123x123 CM.

Wnn. 2.

nnn.

w

CamapkaHg, Havano XX B. MAS PAH, Ne 7304. MNpuobpeteHo
B 2005 r. akcneamumert MAD PAH. OcHoBa: caTH YepHoro
uBeTa. BbllMBKA KPYYEHbIM LLEJIKOM, LUOB F1aZb BNpUKpen
60CMa; LBETA: MA/IMHOBbIN, XKETbIM, CBET/IO-3€/IEHBIN, KO-
PUYHEBbIM, TEPPAKOTOBbINM, PO30BaThbIi, 6e/bii. OKaHTOBaHO
NOJIOCOM, BBILIMTOM HA MALUMHKE. PUCYHOK: LeHTpUYECKas
KOMMO3ULMA M3 TPEX LIBETOYHBIXPO3ETOK, OKPYHEHHbBIX
TPeMs KOJlbLiaMu, B KalMOBOM 06pamM/IEHMM M3 TPEX KBaApa-
TOB, COCTaB/IAOLLMX LIMPOKYHO KaiMy B 06paMIEHUM ABYX
HE3aMKHYTbIX (PUCTOHYATBIX Y30POB.

CBage6Has npocTbiHa pylidxo, 250x162 cM. CamapKaHz, KoHel,
XIX — Havano XX BB. Ibid., Ne 7304. MpuoGpeTeHo B 2005 r. 3Kc-
neavupen MAS PAH.

. Huwa ans noctenbHbIX NpUHaAnexHocTen. MaprenaH,

depraHckas fonmHa.

5.101—102
...In each channel there stands a palace, well-found-
ed, shining with a hundred windows, with a thousand
columns, well-built, with ten thousand balconies, and
mighty...
In each of those palaces there lies a well-laid, well-sce-
nted bed, covered with pillows...

17.7
...well-scented where the beds are spread and full of
all the other riches that may be wished for. Happy
the man whom thou dost attend!..

17.9
The men whom thou dost attend, O Ashi Vanguhi! have
beds that stand well-spread, well-adorned, well-made,
provided with cushions and with feet inlaid with gold...

17.10
The men whom thou dost attend, O Ashi Vanguhi! have
their ladies that sit on their beds, waiting for them:
they lie on the cushions, adorning themselves, ... with
square bored ear-rings and a necklace of gold: “When
will our lord come? when shall we enjoy in our bodies
the joys of love?”

(translation by James Darmesteter)

It is notable how the marriage bed, where the depic-
tion of the arc is associated with the temple building and
heavenly gates, has proven to have such a durable correla-
tion with the heavenly palaces, equipped with “spread-out
beds” and heads of beds. Even the Kazakhs, whose nomadic
way of life rules out the use of furniture of a settled people,
preserve the custom of keeping a ritual rather than everyday
bed in the yurt (like a reminder of the “bed on legs” in the
Avesta?), where bedding is placed. As for the palaces of the
gods, such as the dwelling-places of the above-mentioned
Ardvisura-Anahita, the Avestan hymns put them where the
world tree grows, on the world mountain from where the
life-giving spring flows. Thus, the circle is closed which unites
two objects from the set of wedding items — the bolinpush
covering of the head of the bed with a picture of the world
tree in the centre of the axis of the world, and a ruyjo sheet
with embroidery in the form of the gates of a temple or the
gates of paradise.

OnekTpoHHas Gubnuoteka Mysesi aHTpononorum n atHorpacdum um. Metpa Benukoro (KyHcTkamepa) PAH
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Illustrations:

Fig. 1.

Fig. 2.

Fig. 3.

Bolinpush covering for the head of a bed, 123x123 cm. Sa-
margand, beginning of the 20th century. MAE RAS, No. 7304.
Acquired in 2005 by a Kunstkamera expedition. Base: black
satin. Embroidery of twisted silk, smooth satin stitch, colour:
crimson, yellow, light green, brown, terracotta, pink, white.
Surrounded by a strip sewn on a sewing machine. Pattern:

a central composition of three floral rosettes, surrounded

by three rings, in a frame of three squares, forming a wide
border framed by two open-ended patterns.

The wedding sheet (ruyjo), 250x162 cm. Samarqand, end of
the 19th—beginning 20th century. Ibid., No. 7304. Acquired in
2005 by a Kunstkamera expedition.

Niche with the bedding items. Marghelan, Ferghana Valley,
2006.

“H. Omarkhali, Yazidism from Past Millennia
(St. Petersburg, 2005), p. 98
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A. M. POJYEHKO. «UBETHbIE N1OCKOCTU~. 1918 r., Gymara,
akBapenb, 39,5X35 cm. MybankyeTtca Bnepsble.

PoaueHko AnekcaHap Muxainosuy, 1891—1956. XXusonuced,
CKynbnTop, AusakHep, dotorpad. CotpyaHuyan c K. Mane-
BuyeM 1 B. TaTamHbiM, B. Maskosckum, Jl. BeptoBbiM. Co3ga-
Tesb M YYaCTHUK pAZa U3BECTHbIX XYAOXKECTBEHHbIX 06beu-
HEHMIA M OpraHu3aumi, B Tom Ymcie Mepsoit paboyen rpynmbi
KOHCTPYKTUBUCTOB UHCTUTYTa XyZOXKECTBEHHOM KyNbTypbl,
rae cmenun B. KaHamMHCKOro Ha nocty npeacefarens npe-
3namyma.

*TKaHM B 3TOM pasgesie onucaHbl EneHon Liapeson

*Textiles in this section are described by Elena Tsareva

Katanor

NKkaTbl N aBaHrapa’

ALEXANDER RODCHENKO. “COLOUR PLANES”. 1918,
water-colour on paper, 39.5X35 cm. First publication.

Alexander M. Rodchenko, 1891—1956. Painter, sculptor,
designer, photographer. He was working together with Kaz-
imir Malevich, Vladimir Tatlin, Vladimir Mayakovskiy, Dziga
Vertov. He was co-founder and participant of famous artistic
groups and institutions, including the Working Group of Con-
structivists of the Institute of Artistic Culture where he fol-
lowed Wassily Kandinsky as the Chairman of Presidium.

OnekTpoHHas Bubnuoteka Mysesi aHTpononorun n aTHorpacdum u
http://www.kunstkamera.ru/lib/rubrikator/06
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Ikats and Avant-Guard

O6paseL, TKaHU UKamHOM LeIKOBOM Wou, CEMULBETHOM
(xapmpaHe), pBycTOpOHHEN (dopou). 47,2x282 cM.
Byxapckui amupart, byxapa (?), XIX Bek. MAD PAH, Ne2916-14.
[Tk. kaTanor 1a; 0378, 0379]

OcHosa: Z1 v 72, YepeayoTCA, HO HE perynapHo.

MromHocms: 100 HuTer/cm. OcHoBa y3opoo6pasytowas,
OKpallieHa B TeXHUKe nepeBA3Ku ukam. Ljsema (7): MaiMHOBBIN,
anblM, KEeNTbIM (KPOMKK), TPaBAHUCTO-3€N1eHblM, 6MPIO30BbIN,
(1oNETOBO-KOPUYHEBDIM, HEMHOIO 6E/10r0.

Ymok: 72S, )entoro useTa, cnaboi KpyTKM.

Mnom+Hocme: 50 NpOroHoB/cM.

MepennemeHue: npocToe npamoe; dakTypa rnajkas,

XpYnKas; CubHbIM 3hEKT WaHKaH.

Kpomku: GokoBble: WMPUHA 3 MM, Ha 8 HATAX XenToro ugeTa,
Z1—13; NpocToi NOBOPOT yTKa.

PucyHOK: ABYLBETHbIE Ma/IMHOBO-aJible KPYri C 3e/1EHbIM LIEHTPOM,
Ha 3esieHoM hoHe, YepeaytoTca ¢ napamu 61Mpo30BbIX POM6OB.
Pannopt pucyHka: 55 cm.

Shoi silk panel, two-sided (doroi), seven-coloured (haftrang).
47.2x282 cm. Bukhara Emirate, Bukhara (?), 19" century. MAE RAS,
No. 2916-14. [Tk. katasior 1a; 0378, 0379]

Warp: Z1 and Z2, alternate, not regularly. Pattern-making, dyed

in ikat reserve technique. Density: 110 ends/cm. Colours (7):
crimson, scarlet, yellow (side finish warps), grass-green, turquoise,
vilet-brown, some white.

Weft: 725, yellow, loose spin. Density: 50 shoots/cm.

Structure: tabby; very fine, smooth, crispy texture; strong shot effect.

Finish: sides: 3 mm wide; on 8 yellow warps, Z1—Z3; plain weft
return.

Pattern: two-coloured (crimson and scarlet) circles with green centre,
on green ground, alternate with pairs of turquoise diamonds.

Pattern repeat: 55 cm.
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O6paseLl, TKaHW UKAMHOM LIEJIKOBOM WOoU, CEMULBETHOM
(xagpmpane), pBycTopoHHel (dopou). 44,7x270 cMm. Byxapckui
smupat, CamapkaHg (?), XIX Bexk. MAD PAH, Ne2916-23.

[Tk. kaTanor 16; 0383, 0384, 0494]

OcHosa: Z1. [1nomHocmb: 66 HUTENM/cm. OcHoBa y30poo6pa-
3yloLasn, oKpaleHa B TeXHMKe nepeBa3ku ukam. Ligema (8):
Ma/IMHOBbIM, PO30BbIM, MYPMYPHO-KPACHBIM, KENTbINM, 3€N1eHbIN,
TEMHO-CUHWI, PHONETOBbIM, 6€/10-PO30BbIN

(PO30BbIlM OTTEHOK 3a CYET YTKA).

Ymok: Z2S, KpacHoro uBeTa, c/laboi KpyTKM.

MnomHocme: 42 NporoHa/cMm.

MepennemeHue: npoctoe npaMoe; daKkTypa: rnagkas,
JAOCTaTOYHO M/I0THaA.

Kpomku: 60KoBas: WKMPHMHA 2 MM; Ha 8 KpalHUX TONCTbIX HUTAX
OCHOBbI }XENTOro LBEeTa; NPOCTON NOBOPOT YTKA.

PucyHOK: paabl B3aMMHO JOMONHAOWMX APYT Apyra 4-TMCTHUKOB
eNToro uBeta U 8-KOHEeYHbIX PO3EeTOK pasHbiX LBETOB.
TeXHOIOrMYeCKMIM pannopT He BblAB/EH.

Shoi silk panel, two-sided (doroi), seven-coloured
(haftrang). 44.7x270 cm. Bukhara Emirate, Samarqand (?),
19* century. MAE RAS, No. 2916-23.

[Tk. kaTanor 16; 0383, 0384, 0494]

Warp: Z1. Pattern-making, dyed in ikat reserve technique.
Density: 85 ends/cm. Colours (8): crimson, pink, purple-red,
yellow, green, dark blue, vilet, pinkish-white (pinkish effect
appears with red weft shot through white warp).

Weft: Z2S, red, loose spin. Density: 40—42 shoots/cm.
Structure: tabby; smooth, rather thick texture.

Finish: sides: 2 mm wide; on 8 thick yellow warps; plain weft
return.

Pattern: rows of two complimentary motifs: 4-petal yellow

rosettes and 8-pointed star-shaped figures of various colours.
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M. B. K/IIOH. «CYMPEMATWM3M~». 1917 r., KapToH, Mac/o,
35,5x48,5 cMm. MMy6mKyeTca Bnepsble.

Knion (KntoHkoB), MeaH Bacunbesny, 1870/73(7)—1942/43(?).
*Kusonucew, rpaduK, ckynbntop. bbin yneHom oblectsa
«By6HOBbIM Banet», rpynnbl K. ManeBnuya «Cynpemyc».
B 1918 r. co3gan AeKopaumu A/A npasgHOBaHMS NepBoM
roZl0BLiMHbI OKTAGPLCKOM peBosioumn B Mockee. B 1925 r.
NpUCOeAMHUACA K rpynne «YeTbipe MCKycCcTBa».

IVAN KLYUN. “SUPERMATISM”. 1917, oil on cardboard,
35.5x48.5 cm. First publication.

Ivan V. Klyun (Klyunkov), 1870/73(?)—1942/43(?). Painter,
graphic artist, sculptor. He was member of “Jack of Dia-
monds” (“Bubnoviy Valet”) association, of Kazimir Malevich
group “Supremus”. In 1918 he created decorations for the
festival devoted to the 15t anniversary of October revolution
in Moscow. In 1925 he became the member of “Four Arts”
(“Chetyre iskusstva”) artistic group.

O6pasel| asa4u UKAMHOM LWeJIKOBOM ABYCTOPOHHEN (Jopou) Xxocazuu
aypmoHu. 30x466 cMm. byxapckui amupar, Mccap, Kaparar, no-
cnepHss Tpetb XIX Beka. MAD PAH, Ne2917-47. [TK. kaTanor 56;
0372-0374]

OcHosa: 21, Tonctan, HepoBHasd. [l1omHocms: 34 HMTM/ cMm. OcHoBa
y30p0o06pasyioLas, OKpalleHa B TEXHWKe nepeBasku ukam. Lisema (5):
MaJIMHOBbIM, XeNTbl, CUHUM, (DUONETOBLIM, CMELLAHHbIe TOHA U 6ebii
10 CTbIKam KIETOK.

Ymok: Z1. Lisema (4): MaNMHOBbIN, WacbpaHHO-KENTbIM, CUHUK, (Uo-
NeTOBbINM, CMELLAHHbIE TOHA M 6e1bliA MO CTbIKaM KNETOK. [1omHocmb:
16 nap NporoHoB/cM.

Mepennemerue: NpsaMoe, NONYKOP3UHOYHDIM KUJIUM C 3aLiernom u
BO3BPaTOM 6e3 M3MEHEeHWA CTBOpa (NymaapdoH); OKPaLEHHOCTb YTKa
N03BOJISET FOBOPUTH O BapuaHTE OCHOBHO-YTOYHOrO UKama; dakTypa,
NJ0THasA, TONCTas.

KpomKu: npocToi NOBOPOT YTKa Yepe3 KpaiHIo HUTb OCHOBBI.
PucyHOK: KpynHas JeTblpex-LiBeTHas KNeTKa. TeXHONOrMYeCKui pannopT

He BblAB/IEH.

Khosagii Aurmani alocha raw silk ikat panel, two-sided (doroi).
30x466 cm. Bukhara Emirate, Hisar, Qaratag, last third of the
19th century. MAE RAS, No. 2917-47. [TK. KaTasor 56; 0372—0374]
Warp: Z1, thick, uneven. Pattern-making, dyed in ikat reserve tech-
nique. Density: 34 ends/cm. Colours (5): crimson, orange-yellow,
dark blue, violet, mixed shades and some white at the checked
motifs’ edges.

Weft: Z1. Pattern-making, dyed in ikat reserve technique Density:
16 paired shoots/cm. Colours (5): similar to warps.

Structure: half-basket weft-interlocking kilim tabby (weft return
without change of shed which method makes paired wefts’ shooting
(putagardon); usage of dyed warps and wefts puts the panel into
the warp and weft ikat group. Thick, dense texture.

Finish: sides: plain weft return over the edge warps.

Pattern: large checks in four main colours.

OnekTpoHHas Bubnuoteka Mysesi aHTpononorum n atHorpacdvn SHETPa BERUKOrO(KYHETKamepa) PAH
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O6pasel, as1a4u UKAmHOM LWeIKOBOW BYCTOPOHHeN (dopou)
xocazuu aypmoHu. 30x510 cM. Byxapckuit smupar, MNiccap,
nocnepHaa Tpetb XIX Beka. MAD PAH, Ne2917-103. [TK. KaTa-
nor 5a; 0371, 0493]

OcHosa: Z1, ToncTasn, HepoBHas, cnabom KpyTKu. [lomHocmb:
40 HuTen/cM. OcHoBa y30poo6pasyiollas, OKpalleHa B TEXHUKe
nepeBs3ku ukam. Ljgema (4): MasMHOBbIM, 3e/1eHbIN, KENTbIN,
buroneToBbIn.

Ymok: 71, KpacHoro useta. [171omHocmb: 26 NPOroHoB/CM.
MepennemeHue: npocToe npamoe; (akTypa: NioTHasA, ToNCTad.
KpomKu: npocToi NOBOPOT YTKa Yepes3 KpanHIo HUTb OCHOBBI.
PucyHoK: fBe NpoAoJibHble MOJIOChI C OAMHAKOBBIM, HO MO-pa3Ho-
MY OKpaLIEHHbIM UKGMHbIM PUCYHKOM. TE€XHOIOrMYECKMI pannopT

He BblAB/IEH.

Khosagii Aurmani alocha raw silk ikat panel, two-sided (doroi).
30x510 cm. Bukhara Emirate, Hisar, last third of the 19" century.
MAE RAS, No. 2917-103. [TK. KaTanor 5a; 0371, 0493]

Warp: Z1, thick, uneven, loose spin. Pattern-making, dyed in ikat
reserve technique. Density: 40 ends/cm. Colours (4): crimson,
green, yellow, violet.

Weft : Z1, red. Density: 26 shoots/cm.

Structure: tabby; thick, dense texture.

Finish: sides: plain weft return over the edge warps.

Pattern: two rows of similar in pattern and different in colouring
geometric ikat ornament.
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A. T. ABJIEHCKMM. «}KEHCKUIA MOPTPET>. 1919 r., KapToH,
macsno, 54x44 cm. My6amkyeTca Bnepsble.

AsneHckun Anekcen MeoprmueBmy, 1864—1941. XXusonucedl,.
Bmecte ¢ B. B. KaHanMHckum opranmsosan «Hosoe xygoxe-
CTBEHHOe 06LecTBo» (MioHxeH, 1909). C 1911 no 1914 r.
pabotan B o6bearHeHUN «CUHMIM BCagHUK». C 1915 xKun
B LBeduapmu, a ¢ 1922 B MepmaHun. K 3ToMy BpemeHM
ccopMMpoBaCs €ro caMobbITHbIM CTU/Ib — C 0606LLEHHBIMM
durypammn Ha rpaHuM nepexoga K abcTpakuuu. Muposyto
CNnaBy XYAOXHWKY MPMHEC/IM paboTbl U3 cepun «MeanTaumm»
(1933—1937).

ALEXEY VON JAWLENSKY. “PORTRET OF A LADY”. 1919, oil on
cardboard, 54x44 cm. First publication.

Alexey von Jawlensky, 1864—1941. Painter. In 1909 together
with Wassily Kandinsky he established “New Artistic Society”.
In between 1911 and 1914 he was working in the association
“Blue Horseman” (“Siniy Vsadnik”). Starting from 1915 he
was living abroad, first in Switzerland and then (since 1922)
in Germany. By that time he created his distinctive artistic
style presenting generalized figures and mystical faces on the
brink of abstraction. Series named “Meditation” (1933—1937)
has brought him world fame.

O6paseL, UKAMHOro ceMMULBETHOro (xagpmpaHz) 6apxaTa LIesKo-
Boro 6axmas. 33,3x420 cMm. Byxapckui amupart, byxapa (?), no-
cnepHana Tpetb XIX Beka. MAD PAH, Ne2918-12. [TK. kaTanor 4a;
0471-0475]

OcHosa 6a3oBas: Z1. lTromHocms: 50 HuTeln/cM. OcHosa Bop-
co-o6pasyiowjan: 6e3 AONOJHUTENIbHOrO NpAAEeHUA. [T1omHocmb:
34 HuTM/cM. OCHOBa OKpalleHa B TeXHUKe nepeBA3KM ukam. Bbi-
coma gopca: 1 MM. Ljsema (7): BULWIHEBbINA, MA/IMHOBBIM, KENTbIN,
3e/1eHbIM, (HPMONETOBO-CUHMIM, 6€/10-pPO30BbIN, 6e/bii (B KPOMKE).
Ymok: ABOMHblE M OAMHOYHbIE NPOrOHbI, Z3, MaJIMHOBOTO LBeTa.
MnomHocmeb: 12 NapHbIX (Z3%2) U 22 0AMHOYHbBIX NPOroHa/cMm.
MepennemeHue: 6apxat Ha ocHoBe capu 3:1.

Kpomku: 6okoBble: WwupuHa 5 Mm; capxa 3:1, 6en1as nosiocka Ha
MaIMHOBOM hOHE; C/IOXKHbIM NOBOPOT YTKOB C NPOKMAAMM pasHOM
ANvHbl. Topel: ZiBe NOI0CKM NMPOCTOro NPAMOro nepenneTeHns
J0MONIHUTE/IbHBIM YTKOM 6eJ10ro LBeTa; Aanee rnosocka capxu 3:1,
BULUHEBOTO LiBETa, CO cejamu UKCUpYtoLLel 06MasKu.

PucyHOK: KpynHas KneTka LBeTOB Bopca. TeXHOMOorMYeckui parn-

nopt: 334(?) cMm.

Bakhmal velvet silk ikat panel, seven-coloured (haftrang).
33.3x420 cm. Bukhara Emirate, Bukhara, last third of

the 19" century. MAE RAS, No. 2918-12. [TK. KaTasor 4a;
0471-0475]

Basic warp: Z1. Density: 50 ends/cm. Pile-making: no special
spin. Density: 34 ends/cm. Dyed in ikat reserve technique. Pile
height: 1 mm. Colours (7): cherry-red, crimson, gold-yellow,
green, violet-blue, pink-white, white (side finish warps).

Weft: paired and single shoots, Z3, crimson. Density: 12 paired
(Z3x2) and 22 single shoots/cm.

Structure: velvet on 3:1 twill.

Finish: sides: 5 mm wide; 3:1 twill, white stripe on crimson back-
ground; complicate weft return, warp floats of different length.
End: two bands of tabby, with additional white wefts band; edge
finishes with 3:1 cherry colour twill; traces of warp fixing glue.
Pattern: large checks of pile colours. Pattern repeat: 334(?) cm.
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O6paseL, ukamHoro 6apxaTta WweskoBoro 6axman. 34x459 cm. by-
XapcKkui amupart, byxapa, koHew XIX Beka. MAD PAH, N22918-30.
[Tk. KaTanor 6a; 0484, 0491, 0492]

OcHosa 6a3oBas: Z1. [T1omHocmb: 48 Huten/cm. OcHosa Bop-
co-o6pasyowan: 6e3 AonosHUTENbHOTO NpAAeHUA. [110mHocme:

32 T/ cM. OCHOBa OKpalleHa B TeXHUKe nepeBA3KM ukam. Bobl-
coma gopca: 1 MM. Lisema (4): 3eneHbii, 6€10-po30BbIM (PO30-
Bbll OTTEHOK 3a CYET YTKa MaJIMHOBOrO LBeTa), 6ebii (KpOMKaA),
ManMHOBbIN.

Ymok: [BOMHbIE U OAMHOYHbIE NPOroHbl, 2253, MalMHOBOrO LBETa,
HUTK ecTKue. [TromHocmb: 9 napHbiX M 18 0ANHOYHbIX
NPOroHOB/CM.

MepennemeHue: 6apxaTt Ha ocHoBe capu 3:1.

KpomKu: 60KoBble: WMpUHA 5 MM; capa 3:1, MasMHOBOrO LBeTa,

C 6e/10/ NOJIOCKOM; CI0XKHbIM NOBOPOT YTKOB C NPOKMAAMM Pa3HOM
ANMHbl. Topel: capxa 3:1, MasMHOBOro LBeTa.

PucyHoK: ABa NpOAO/bHbIX PAAa CMELLEHHbIX poM60B 6es10ro LBeTa
Ha 3es1leHOM (hOHe; B TOpLie LIMPOKas Nnosioca MaJMHOBOrO LiBeTa.

Pannopt: 104 cm.

Bakhmal velvet silk ikat panel. 34x459 cm. Bukhara Emir-

ate, Bukhara, late 19™ century. MAE RAS, No. 2918-30.

[Tk. KaTanor 6a; 0484, 0491, 0492]

Warp: basic: Z1; density: 48 ends/cm. Pile-making: no special spin;
density: 32 ends/cm. Dyed in ikat reserve technique. Pile height:

1 mm. Colours (4): green, pink-white (pinkish effect appears with
crimson weft shot through white warp), white (side finish warps),
crimson.

Weft: paired and single shoots, Z2S3, crimson. Density: 9 paired and
18 single shoots/cm.

Structure: velvet on 3:1 twill.

Finish: sides: 5 mm wide; 3:1 twill, crimson with white stripe;
complicate weft return, warp floats of different length. End: 3:1
twill, crimson colour.

Pattern: two rows of off-set white diamonds on green background;
wide crimson stripe at one end. Pattern repeat: 104 cm.
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B. ®. CTENAHOBA. «<KOMMNO3MLUMA~». 1920 r., 6ymara, aKBa-
penb, 39,3x34,6 cm. [y6anKkyeTca Bnepsble.

CrenaHoBa Bapsapa ®egoposHa, 1894—1958. *usonuceuy,
Au3akHep, TeaTpasibHbli XYAOKHUK, No3T. Cynpyra M copaTHMK
A. M. PogueHko. Coyupeautens Mepsor paboyer rpynmbl KOH-
CTPYKTMBUCTOB MHXYKa.

VARVARA STEPANOVA. “COMPOSITION”. 1920, water-colour
on paper, 39.3x34.6 cm. First publication.

Varvara F. Stepanova, 1894—1958. Painter, designer, theater
artist, poet. Wife and companion-in-arms of Alexander Rod-
chenko. Co-founder of the First Working Group of Construc-
tivists of Institute of Artistic Cuiture:

O6paseL, uKamHoro 6apxarta LeJIKoBoro 6axmaji.

32,8x277 cM. byxapckuit amupart, byxapa, BTopas nosoBuHa
XIX Beka. MAD PAH, Ne2918-51. [TK. KaTasor 46; 0458—0461]
OcHosa 6a3oBas: Z1. [TromHocme: 55 HuTen/cM. OcHosa Bop-
co-o6pasytolan: 6e3 JonosIHUTeNbHOro NpaaeHus. [iomHocmb:
35 HuTen/cm. OCHoBa OKpalleHa B TEXHWKE NepeBA3Ku ukam.
Lisema (5): BULIHEBbIM, KENTbIM, TEMHO-r0/ly60M, 3e/1eHbIM,
6enbiit. Boicoma sopca: 1 MM.

Ymok: ABOMHbIE U OAMHOYHbIE NPOroHbI, Z3, Ma/IMHOBOIO LBeTa.
Mnomuocme: 10 napHbIX NPOroHoB/cM 1 20 OANHOYHDIX.
MepennemeHue: 6apxaT Ha OCHOBe capXu 5:1.

Kpomku: 60KoBble: WWMpUHA 5 MM; capa 5:1. Topupl o6pe3aHsbl.

PucyHOK: Lenb MHOMOLBETHbBIX POMBOB C 3y6YaTbIMM KOHTYpaMM.

Bakhmal velvet silk ikat panel. 32.8x277 cm. Bukhara Emir-
ate, Bukhara, first half 19" century(?). MAE RAS, No. 2918-51.
[Tk. kaTanor 46; 0458—0461]

Basic warp: Z1; Density: 55 ends/cm. Pile-making: no special spin.
Density: 35 ends/cm. Dyed in ikat reserve technique. Pile height:

1 mm. Colours (5): cherry, yellow, dark sky-blue, green, white.
Weft: paired and single shoots, Z3, crimson. Density: 10 paired and
20 single/cm.

Structure: velvet on 5:1 satin.

Finish: sides: 5 mm wide; 5:1 twill.

Pattern: linked multi-coloured diamonds of zig-zagged contours.
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0O6paseL, ukamHoro 6apxaTta LeNKoBOro 6axmasi, CEMULBETHOIO
(xagpmpane). 33x280 cm. byxapckuit amupart, byxapa, nocnea-
HAA yeTBepTb XIX Beka. MAD PAH, Ne2918-54. [TK. KaTasior 68B;
0467--0470]

OcHosa: Z1. lMnomHocmb: 52 HATM/cM. OCHOBa OKpalleHa B TeXHMKE
nepeBA3Ku ukam. Lisema (7): BUILHEBbIN, KENTbIM, 3e1€HbIM, roy-
601, CUHWI, NYPYpPHbIM, 6ebIN.

Ymok: nBa nporoHa, Z3, mannHosoro ugeta. [liomHocms: 10 nap
nporoHoB/cM. Bopc: 6e3 npageHus. Boicoma sopca: 1 mm. Ligema (7):
BULUHEBbIM, KENTbIM, 3eeHbIM, FoNy6OM, CUHMIM, NYpPRypHbIN, 6ebl.
MepennemeHue: 6apxaT Ha OCHoBe capxu 3:1.

Kpomku: 6oKoBble: LMpUHA 5 MM; capKa 3:1 HUTAMM OCHOBbI MaJIMHO-
BOrO, 3€/IEHOr0, 6€/10r0 LIBETA; C/IOXHbIM NOBOPOT YTKOB

C NPOKMAAMM Pa3HOM AMHbI. TopLbl 06pe3aHbl.

PUCYHOK: PAZ aHUMAIMCTUYECKMX DUTYP («KYKOB») B POMBMYECKOM
ceTke. TexHonornyeckui pannopt: 123,5 cM.

Bakhmal velvet silk ikat panel, seven-coloured (haftrang).
33x280 cm. Bukhara Emirate. Bukhara, last quarter of the

19t century. MAE RAS, No. 2918-54. [TK. KaTtasior 6B; 0467--0470]
Basic warp: Z1. Density: 52 ends/cm. Pile-making: no special spin.
Density: 35 ends/cm. Dyed in ikat reserve technique. Pile height:
1 mm. Colours (7): cherry, yellow, green, sky-blue, dark blue,
purple, white.

Weft: paired and single shoots, Z3, crimson. Density: 10 paired and
20 single shoots/cm.

Structure: velvet on 3:1 twill.

Finish: sides: 5 mm wide; 3:1 twill in crimson, green, white colour;
complicate weft return, warp floats of different length.

Pattern: row of animalistic figures (“bugs”) in a diamond lattice.
Pattern repeat: 123.5 cm.




[PE3bLI O

PYCCKMVI ABAHTAPA V1 LIEAKA BYXAPLI

BOZOKE

. A. CTEHBEPT. <«UBETOKOHCTPYKUMUA». 1919r.,
AepeBo, Macsio, 39x69 cm. My6amKyeTca Bnepsble.

CteH6epr [eoprui AsryctoBud, 1900—1933. [padmk,
AM3aMHep, TeaTpasibHbIM  XYAOXHMK. CoyupeauTesib
M YYaCTHUK psa U3BECTHBIX XY0XKECTBEHHbIX 06beAMHEHUM
M opraHu3aumi, B Tom uucne lMepBoi paboyer rpynmbl KOH-
CTPYKTMBMCTOB. Y4acTBoBaN B 0POPMIIEHUM E€XKEFOAHbIX Mac-
COBbIX NPa34HUKOB COBETCKOM 3MOXM.

GEORGIY STENBERG. “COLOURCONSTRUCTION”. 1919,
oil on wood, 39x69 cm. First publication.

Georgiy A. Stenberg, 1900—1933. Graphic artist, designer,
theater artist. Co-founder and participant of several famous
artistic groups and institutions, including the First Working
Group of Constructivists. He actively took part in the decora-
tion of annual Soviet mass festivals.

O6paseL, ukamHoro nosnywenka amsac. 57,7x322 cM. byxap-
CKuit amupar, Byxapa (?), KoHew XIX Beka. MAD PAH, Ne2920-22.
[Tk. kaTtanor 2a; 0398--0400]

OcHosa: wenk, Z1. [ThnomHocme: 74 HUTH/cM. OCHOBa Y30p00-
6pasyollas, okpalleHa B TeXHMKe nepeBasku ukam. Lysema (3):
3e/1eHbIN, rony6oM, CUHe-YepHbIM.

Ymok: xnonok, Z1, useta KapMuH. [11omHocmMb: 24 NporoHa/cMm.
MepensemeHue: cap:eBoe 5:1, 04HOCTOPOHHee (aTnacHoe), haKTy-
pa rnajkas, c nmMua 6necTawan, ¢ U3HaHKM maToBas, C JOMUHUPYIO-
UMM YTKOM; TKaHb TOHKas, 31acTMYHas.

Kpomku: 60KOBMHA: YTOK NMOBOpayMBaeT B COOTBETCTBMM CO CTPYK-
Typou 1:5.

PucyHoOK: y3Kue rony6ble nosochl U LUMPOKUE 3e/IeHbIE C FEOMETPU-

YeCKMM CMHEe-YepPHbIM OPHAMEHTOM.

Atlas semi-silk ikat panel. 57.7x322 cm. Bukhara Emir-

ate, Bukhara (?), late 19* century. MAE RAS, No. 2920-22.
[Tk. kaTanor 2a; 0398--0400]

Warp: silk, Z1. Pattern-making, dyed in ikat reserve technique.
Density: 74 ends/cm. Colours (3): green, sky-blue, black-blue.
Weft: cotton, Z1, carmine. Density: 24 shoots/cm.

Structure: 5:1 satin, one-sided; fine, elastic. Texture: front: domi-
nating warp, smooth, shiny; back: dominating weft.

Finish: sides: weft return according to 5:1 structure.

Pattern: narrow sky-blue stripes and wide green-ground with
black-blue geometric ornament.
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0O6paseL, UKamMHOro noJiylesika amJsac, CeMUMLBETHbIN (xag-
mpaHe). 58x317 cM. Byxapckui amupart, byxapa (?), KoHel

XIX Beka. MA3 PAH, Ne2920-32. [TK. Katanor 26; 0397]

OcHosa: wesnkK, Z1, 04eHb TOHKWUI. [110MmHOCMb: 74 HUTU/CM.
OcHoBa y3opoo6pasytoLlas, oKpalleHa B TEXHWUKe NepeBA3KM ukam.
Ligema (7): 60pA0, TEMHO-PO30BbIM, 30/I0TUCTO-3KENTbIM, CUHUM,
nyprnypHbIn, 6enbin.

Ymok: xnonok, Z1, CMIbHOM KPYTKKM, 6esoro useTa. 110mHocme:
27 NporoHoB/cM.

MepennemeHue: capxeBoe 5:1, 0HOCTOPOHHee (aTnacHoe), daKTy-
pa rnagkas, c Mua 6nectawas, ¢ U3HaHKM MaToBas, C JOMUHUPYLO-
LLMM YTKOM; TKaHb TOHKas, 31acTMYHas.

Kpomku: 60KOBMHa: YTOK MOBOpayMBaeT B COOTBETCTBMM CO CTPYK-
Typo# 1:5.

PucyHoK: 6onbluMe pa3HOLBETHbIE KOHLEHTPUYECKME KPYrK Ha

30/10TUCTO-}KENTOM (DOHE («COrAMMCKMMI CTU/Ib»).

Atlas semi-silk ikat panel, seven-coloured (haftrang).

58x317 cm. Bukhara Emirate, Bukhara (?), late 19t" century.
MAE RAS, No. 2920-32. [TK. KaTtasor 26; 0397]

Warp: silk, Z1. Pattern-making, dyed in ikat reserve technique.
Density: 74 ends/cm. Colours (7): claret, dark-rose, gold-yellow,
dark blue, purple, white.

Weft: cotton, Z1, strong spin, white. Density: 27 shoots/cm.
Structure: 5:1 twill, one-sided. Texture: fine, elastic; front: domi-
nating warp, smooth, shiny; back: dominating weft.

Finish: sides: weft return according to 1:5 structure.

Pattern: “Soghdian-style” large concentric roundels on gold-yellow
background.
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A. A. OKCTEP. «CAJIOMEA». 1917 r., KapToH, ryalub,
67,5x43 cM. NMy6aunkyeTca Bnepsble.

JKkcTep AnekcaHgpa AnekcaHapoBHa, 1882—1949. Xwuso-
nucew, rpacuk, ansanHep, TeaTpasibHbIM M KMHO XYZOXHMK.
Yunnacb B Kuese u lMapuxe, rae apyx*una c . MNukacco,
XK. bpakom, I'. AnonnmHepom, ®. MapuHeTTn. MNMpuHMmana
yyacTMe B U3faHuAX pycckmx dytypuctos /. Bypatoka m
B. XnebHuKoBa. YyactBoBasa B 0(hOPMIEHNM arnTrnoeszaos
M COBETCKMX MacCoBblX MpasfHWKoB B Kuese, 6aneTos,
durnbmos, pesto B Mapuke. C 1924 r. — Bo PpaHumm.

ALEXANDRA EXTER. “SALOME”. 1917, gouache on card-
board, 67.5x43 cm. First publication.

Alexandra A. Exter, 1882—1949. Painter, graphic artist,
designer, theater and cinema artist. She was studying in
Kiev and later in Paris, where among her friends were Pablo
Picasso, Georges Braque, Guillaume Apollinaire, Filippo Mari-
netti. She took part in the futurist publications by David
Burlyuk and Velimir Khlebnikov. After the revolution she
decorated agitation trains and annual Soviet mass festivals
in Kiev. In France where she emigrated in 1924 she decorated
ballet, films and revues.

O6paseL, uKamHoro nosylueska adpac, ABYCTOPOHHero (dopou).
59,5x359 cm. byxapckuit ammpat, CamapkaHg (?), XIX Bek.

MAD PAH, Ne2936-4. [TK. Katanor 36; 0406—409]

OcHosa: LWeJIK U XJIONOK (KpomKa), Z1, cnabas KpyTka. [l1omHocmb:
112 HuTen/cm. OcHoBa y30poo6pasytolas, OKpalleHa B TeXHUKe
nepeBa3Kku ukam. Ljgema (4): wadpaHOBbIM, KPaCHO-OPaHKEBbIM,
61PLO30BbIN, 6esbli (KpOMKA, X/I0MOK).

YmokK: xnonok, Z2, CBET/I0-}eTOoro LBeTa, CUIbHO YNJIOLWEH.
MnomHocme: 17 NporoHoB/cM. YTOK NpocBeYMBaET Yepes 3a30pbl
MeXAY HUTAMM OCHOBbI M AaeT AOMOJIHUTE/IbHbINM BbICBETASIOWMM
3¢eKT.

lMepennemeHue: npoctoe npamoe, penc. CUnbHoe JoLeHne; TKaHb
KEeCTKas, rNAHLEeBo-61ecTAWan C MLEBON CTOPOHbI.

KpomKu: 6okoBble: pefikoe nepenieTeHue, Ha 26 X/I0NKOBbIX OCHO-
Bax 6€/10ro LBeTa; NpocToi NoBOpOT yTKa.

PucyHok: 6e3y30pHble 61po30Bble M OPHAMEHTMPOBaHHbIE UKAMHble

nosoChl.

Adras semi-silk panel, two-sided (doroi). 59.5x359 cm. Bukhara
Emirate, Samarqand (?), 19" century. MAE RAS, No. 2936-4.

[Tk. kaTanor 36; 0406—409]

Warp: silk and cotton (side finish), Z1, loose spin. Pattern-making,
dyed in ikat reserve technique. Density: 112 ends/cm. Colours (4):
orange-red, orange-yellow, saffron, orangered, turquoise, while
(side finish warps, cotton).

Weft: cotton, Z2, light-yellow, beaten flat. Density: 17 shoots/cm.
Weft shots in between the warps and adds light mezzotint to the
colour palette.

Structure: tabby, reps. Texture: heavy glazing; non-elastic, glossy
from the front.

Finish: sides: rather loose, on 26 cotton warps of white colour; plain
weft return.

Pattern: non-ornamented turquoise and decorated ikat stripes.
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O6paseL, ukKamHoro noJylesika aépac, ABYCTOpoHHero (dopou),
cemuuBeTHoro (xagpmparez). 59,5x281 cm. Byxapckuit ammpar,
XIX BeK. MAD PAH, N22936-101. [TK. KaTasior 3; 0434—0436]
OcHosa: WenK U X10MoK (KpomKa), Z1 n Z2. [lnomHocmes:

106 HuTen/cm. OcHoBa y30poo6pasytolLas, oKpalleHa B TEXHUKe
nepess3ku ukam. L{gema (8): ManMHOBbIM, pO30BbIN, 6€10-p0o30-
BblM, 30/I0TUCTO-XKENTbIN, CBET/I0-3€/IEHbIN, TEMHO-3€/1EHbIM, CUHUMA,
6e/bli (KpOMKa, XJI0MOK).

Ymok: xnonok, Z1, ManuHoBoro useTa. [11omHocmsb: 16 nporoHos/
CM. MasIMHOBbIN YTOK NMPOCBEYMBAET YEPE3 3a30Pbl MEXKAY HUTAMM
OCHOBbI M AaeT JOMOIHUTE/IbHBINM LIBETOBOM 3eEKT.
MepennemeHue: npocTtoe npsmoe, penc. ®akTypa: HeGonbLLoe
NowieHne, Myap; TKaHb 61ecTallasn C MLEBOM CTOPOHbI.

Kpomku: 60KoBble: Ha 14 X10NKOBbIX OCHOBax 6en10ro LBeTa; npo-
CTOM MOBOPOT yTKa.

PucyHok: yepegaytoLimecs 6e3y30pHble U OPHAaMEHTUPOBaHHbIE MOTH-

BOM «f6JIOKO» npoAo/ibHbl€ NOOCHI.

Adras semi-silk panel, two-sided (doroi), seven-coloured
(haftrang). 59.5x281 cm. Bukhara Emirate, 19*" century.

MAE RAS, No. 2936-101. [Tk. KaTasior 3; 0434—0436]

Warp: silk and cotton (side finish), Z1, Z2. Pattern-making, dyed

in ikat reserve technique. Density: 106 threads/cm. Colours (8):
crimson, pink, white-pink, gold-yellow, light green, dark green,
dark-blue, white (cotton side finish).

Weft: cotton, Z1, crimson. Density: 16 shoots/cm. Weft shots in be-
tween the warps and adds pinkish mezzotint to the colour palette.
Structure: tabby, reps. Texture: glazing, moiré effect; glossy from
the front.

Finish: sides: on 14 cotton warps of white colour; plain weft return.
Pattern: alternating stripes -- non-ornamented and decorated with
apples’ motifs.
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