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with a three-color pattern, dating

to the 18th—19th centuries. The product

is 42 cm in diameter and 15.1 ¢cm in height.
Tagara (a flat-bottomed vessel) is decorated
in a circular shape with simple ornamental
motifs of stripes, wavy lines, zigzag lines
with inscribed m-shaped elements.

In general, it is a simple and laconic
ornamental composition.

Fig 1. Ceramic tagara with a three-color pattern.
18th—19th centuries. Kultobe settlement.
Restoration

[t is known that any ornament
on products of different types had
a purpose to attract good luck and
happiness to its owner. Consequently,
the ornament on this dish represents a
magical space, the boundaries of which
protect the center that signifies the highest,
sacred and separates the human world
from the surrounding Chaos.

The good example of this is Rishtan
ceramics (Uzbekistan), where
an ornamental composition, organized
as a circle with successively alternating
ornaments, means the birth of a person,
and then visually describes all stages
of his life (growth, education, work,
marriage, appearance of children
and grandchildren), where even
the onset of death does not at all mean
a complete end — the person continues
in his grandchildren, great-grandchildren,
great-great-grandchildren, etc.
Not so rich decor of the Turkistan tagara
probably had a very definite meaning as
well.

Another item is a ceramic dish ( Fig. 2)
covered with yellow glaze with a two-color
pattern. The size is 35 cm in diameter, 6 cm
in height. Despite some vessel’s roughness,
these examples with polychrome painting
under a transparent lemon-yellow glaze are
quite original and amaze with the richness
of smears in the form of smudges, S-shaped
signs, as well as short lines connected
at tops, M-shapes, zigzags, drips, etc.

This combination shows the original plant-
geometric style of the composition (in the
second case, wicker one). It is clear that
the color, giving the ceramic dishes a great
artistic expression, fulfilled a significant
symbolic function. The color was one of
the main “holders” of certain, meaningful
information, which was reflected in pottery.

Fig. 2. Ceramic plate. 18th—19th centuries.
Kultobe settlement. Restoration

Another artistic feature of yellow
background bowls from Kultobe ( Fig. 3)
is a unique decoration technique:
from the inside, the bowl is decorated
in multicolored streaks, and it gives
a certain effect of constant movement
(flowing down to the bottom).

This technique was popular with
Samarkand craftsmen: before firing,
they spilled paints of various colors into
the dishes, which spread over the surface
in the form of streaks and stains.

The tricolor drip spots were a favorite
decoration of ceramic dishes.

The ethnographic information collected
by scientists in this case is valuable.



So, “according to ancient ideas, dishes,

as living beings, could be exposed

to the ‘malefice’. To avoid this, Samarkand
potters lit dishes and cups (designed

for serving on the table) with spots of copper
oxide. The dishes covered with stains

and drips, like the drips itself, were called
avr — a cloud, and it was believed that this
chashm namegira was not susceptible to
the malefice”, according to Y. M. Peshere,
notes Y. L. Kubel (Salinas 419).

Fig 3. Restored glazed ceramics. Bowl.
18th—19th centuries. Kultobe settlement

Probably, the Turkistan potters, spraying
green and red-brown paint on the inner
surface of this bowl, pursued a similar goal.
The diameter of this bowl is 46.1 cm
and the height is 16.1 cm. It dates
to the 18th—19th centuries.

Y. Gul writes about such Urgut dishes,
“In the painting, local masters emphasize
the line, the drawing — geometric
abstractions drawn in green — stars, chains
of triangles, etc., on a yellow background.
In addition to painted ceramics, there is
also a group of ceramics, where the décor
is made by drips of paint of two different
colors. These two styles may be compared
with geometric abstraction and abstract
expressionism” (Rodriguez et al. 787).

Pictorial streaks are also used as an
artistic element of decoration in glazed
ceramics of the 10th—11th centuries in
Dzhigerbent settlement (Turkmenistan),
which is described by N. Y. Vishnevskaya
(Kubel).

A similar technique was used
by Shakhrisyabz potters, who covered
glazed pots with white engobe, and then,
using ferrous clay, created chaotic streaks

and spots on the inner surface of the vessel.

They called it “ala guli or ala bulo,
which means piebald, and said that they
do so because it is not good to leave
the inside of the vessels smooth”
(Salinas 421).

The concept ala (piebald) has a deep
semantic and symbolic meaning
in the Turkic (Kazakh) culture, associated
with the veneration of an ancient totem,
a certain piebald horse-deity, etc. It being,
undoubtedly, consecrated by Islam (like
other favorite traditional colors), has many
archaic features.

On the inner surface of another
typical item, there is a traditional decor
in the form of small flowers “stars”
(in this case, in red-brown and green
colors), which, according to the historian
Sergey Yurenev (Mirzaakhmedov 172),
are called basma (Fig. 4 ). This special
technique called hasma in translation
from the Turkic languages means “stamp”,
“imprint”. Moreover, the number of these
“stars” is 18. This element was applied
with a stamp on a raw vessel and,
as a result, it created a rhythmically
monotonous and somewhat primitive
pattern. Sometimes such a pattern was
scratched on.

Fig 3. Restored glazed ceramics.
Bowl. 18th—19th centuries.
Kultobe settlement
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Djamaliddin Mirzaakhmedov notes
that this element, unlike many others,
remained a popular motif in Bukhara
ceramics until ethnographic modernity
(185). Close analogs to this ornamental
motif were found in Suzak.

Many examples of yellow background
ceramics with the basma motif and other
decorative designs are found in Bukhara,
which in the 17th—18th centuries received
a special popularity due to the availability
of source materials. Thus, Djamaliddin
Mirzaakhmedov, while studying the glazed
ceramics of the late Middle Age’s Bukhara,
points out that expensive types of bowls
were often overlaid with yellow glaze
from the inside and green outside. Such
a color effect was one of the characteristic
decorative techniques of ceramists of this
period and, most likely, was associated
with the traditional ideas of the Central
Asians, who believed that yellow toned
dishes are unclean, the ones that attract
malefice. Green, in contrast to yellow,
was considered pure, not accepting
malefice (Zhushchikhovskaya & Nikitin
98). The discussed bowl (Fig. 4) with its
ornamental decor differs from the generally
accepted design of that time and is closer
to the minimalist style.

The results of the study show
that the color and ornament of ceramic
products in the traditional period were not
only an artist’s expression, but contained
much deeper concepts and were a “holder”
of certain sacred information. The product
itseli made by hand in the traditional
culture was considered a living being
supposed to protect the food inside
and wishes for well-being to the person
who uses the dish.

Discussion

The uniqueness of the situation, in which
original Turkistan style ceramics formed
in an artistic and aesthetic way,

was connected with the attraction

of the best creative powers to the region

over hundreds of years and the geographical
location of the city itself at the crossroads
of various cultures and religions.

At the same time, as a holistic,
artistically completed phenomenon,
Turkistan ceramics embodied the best
achievements of Central Asian masters
not only in artistic and aesthetic terms,
but also in a semantic interpretation,
where the color and ornament
of the product appear to be the dominant
“exponent” of ideological information.

Both these main artistic and expressive
means, we think, “worked” for the expression
of the traditional worldview constants.
Among the Central Asians, yellow
is a warm color and is associated with
positive energy, the color of the sun, earth,
and gold. In the Kazakh’s traditional
culture, it has a double meaning.

On the one hand, yellow is the color

of the sun and divine fire; on the other hand,
it “means movement, longing, endless life,
space and weight ... a long, continuous
type of movement. To prove this, we will
show the following series of phraseological
combinations: from the word yellow were
created phraseologisms expressing a feeling
of longing: yellow sadness (lit.) — painful
sadness; to wait until yellowing (lit.) —

to wait, yearning for a long time” (Gul 62).

The dominance of yellow (lemon-
yellow) color in Kultobe ceramics
in a worldview context is probably
associated with the Sufi tradition
of “interpretation, when the external,
revealed ( zahir) hid in itself the sacred,
secret (batin)” (Yelibaeva), where yellow
(color of the sun, fire) was the color
of the second stage of the spiritual path
(tarikat). At the same time, Annemari
Shimmel (194 ) notes the “role of the Sun
as a symbol of the radiation of God or the
Prophet” in the Sufi tradition.

In the [slamic tradition, according
to the analysis of Konstantin Vasiltsov (99),
among the representatives of the kubravia
tarikat, yellow is associated with a subtle
substance — the world of spirit ( rukh),



“friend of God” (wali) is a human type;
in the Nagshbandiyya brotherhood

the yellow color is a soul ( nafs), which is
located under the navel. Anyway, yellow
in Muslim culture has a very important

symbolic function associated with the spirit,

spiritual path, the Prophet, etc.

At the same time, the yellow color

(the color of gold) among representatives
of the Turkic ethnic groups (and Kazakhs
as well) meant the highest value,

the beginning of all principles

and a symbol of divinity.

After analyzing the specifics of yellow
background ceramics, we can conclude
that ceramics are perceived in traditional
culture not only as a part of material
culture, but also as a part of spiritual,
sacred culture; it transmits information
about the spiritual development
of the people and their ideas about
the model of the universe, in this case
associated by the authors of the article
with Sufism. Also, if we take into
consideration the ascetic life of the Sufi
community (as part of their religious
dogmas), then the appearance of yellow
background ceramics indicates its use

in special cases, possibly in initiation rituals

associated with adherents’ attainment
of the second stage of the spiritual path...

Conclusion

The study of the Kultobe collection ceramics
with yellow background of the medieval
Turkistan allows making the following
conclusions.

First of all, relatively simple ornamental
decoration of ceramics fully pays off with
the richness of the color background and,
sometimes, with the polychrome patterns,

constituting one of the most interesting
types of local glazed ceramics.

Secondly, the entire collection
is a completely formed artistic system,
where pictorial motives and images
are made in the vein of a single artistic
style of Central Asia that continue
the traditions of the entire region.

Thirdly, the color and ornament
of the ceramic were the “exponents”
of important worldview information,
sometimes as an effective means
of scaring away evil spirits and sometimes
as a neutralizer of the “evil eye”, etc.
Turkistan masters managed to change
the general Central Asian style, choosing
simpler motives and abandoning complex
plot compositions.

In general, if looking at Turkistan
ceramics through the prism of the yellow-
background, their main feature is
the ability to perceive various artistic
traditions and on their basis create its
own unique style. The ornament, rooted
in the Central Asian ornamental art,
is characterized by a complete lack of pomp
and festivity. It looks more modest, differs

in laconism and thoughtiulness of lines with

a limited choice of ornamental motifs.
That absolutely did not diminish the sacred
and symbolic meaning of the vessels.
Thus, the collection of yellow
background glazed dishes found during
excavations at the Kultobe settlement
is very informative. In conclusion, we want
to say that the main idea of this work was
to put attention of researchers to the
contexts of yellow background pottery.
Further accumulation of relevant
information will help to test our hypotheses
and identify other nuances of the sign
meaning of these products.
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JKanepke Lllaiirozosa

A6aii atbinnarsl Kasak yJTTbIK MearoriKasibik YHHBEPCHTET
(Anmarsl, Kasakcran)

Anpapeii Xa36ynaroB

Kaszax Fbl/ibIMK-3epTTey MOJCHHET HHCTHTYThI
(Anmarbl, Kazakcran)

CAPbl ®OH/1bl KEPAMUKAHbIH CANTTTbIK-CUMBO/AbIK MaHI: KAUTA KAJINbIHA
KENTIPY MYMKIHAIKTEPI (KYJITOBE KAJTIAXKYPTbIHbIH APXEOJIOTUAJIbIK
JKOAITEPNEPI MbICAJIbIHAA)

Axgatna. OpTa Facblpiapfa Kapam TYNKIiNiKTI KanbiNTaCcKaH TYPKiCTaHAblK KepaMuKa CTUAIHIH Aamybl
GipHelue Facbipiap 60Mbl XKYpin, Ka3ak MaAEHUETIHAETT 63iHAIK KEPKEMAIK KYObIbIC AEHTEeNiHe
KeTepine angbl. ApXeonorus TyprbicbiHaH OHTYCTIK Ka3aKCcTaHHbIH KYMblpa ©HAIPICIH 3epTTey OTaHAbIK
fanoiMaapAabliH: Kapn bannakos, Anekcanap MNoaywkuH, Ep6onat CMaFy/10B XaHe T. 6. KenTereH
eHbeKTepi apHanfaH. Onap oTaHAbIK 6HEPTaHYLWbINIbIKTa a3 KeHi1 66/iHreH Ka3aKCTaHAbIK Kbl
OHEPIHIH KenelweK MaeHN-eHepPTaHy UHTepnpeTaLmsCbiHbiH 6a3asblK HEri3iH Kypaabl.

Ocbl Makanaga OHTYCTiK Ka3aKcTaH KepaMUKacbIHbIH, epeKLUeniriHe KaTblCTbl eHOEeKTepai,
coHpav-ak Kyntebe KanaxypTbiH (TypKicTaH Kanackl, TypKicTaH 06J1bICbl) apXEOSIOTUANIbIK 3epTTey
6apbiCbliHAa TabblaFaH Kblll ©HAIPICIHIH YArinepiH Tangay HerisiHge capbl GOHAbI XKbIATbipAaTblIFaH
KepaMUKaHblH CanTTblK-CUMBOJIMKa/bIK MOHIH KanTa KanblHa KeNTipy apeKeTi Typasibl *Ka3blaabl.

Makanaga aBTopfap eKi Heri3ri acnekTinep: 4ocTyp/li MoAEHUETTIH KeNTereH TiNAepiHiH KepHeKi
KepiHicTepiHiH 6ipi aen atayFa 60naTbiH KOPKEM TiNl MEH TaHGanay *yMeciHiH (0l0-epHEK NeH TyC)
e3apa 6annaHbICbiH KapacTbipabl. Kbilw 6yMbiMaapabiH TYCi, POpMachl, O0-6pHETI XXaHe 0lapablH,
CanT-4aCcTypni eMipMeH 6annaHbICbl Typasibl TaHbIMan MAesNapFa epeKkLle Ha3ap ayaapbinagbl.

Ocbl *yMbICTa YCbIHbIIFaH MaTtepuangap OHTYCTiK KasaKCTaHHbIH ASCTYP/i Ka3aK KOJIOHEPIHIH,
OYriHri KYHre AeniH apTblnan caKTanfaH KyMblpa eHAipiCiHiH reHe3nci MeH epeKLUEeniri canacblHaafb
FblbIMK 6a3aHbl KEHENTEI.

Makana KasakcTtaH Pecnybnvkachl binim yaHe FbiibiIM MUHUCTPAITIHIH AP09259862 «3amaHaym
KasaKcTaHHbIH ASCTYPAi KONIOHEPIH 3ePTTeY: XKafFAavbl }oHe caKTay KonAapblH i3aey» *obachl
asicblHAa AanblHAANFaH.

Tipek ce3gep: KepamuKa, 63iHiK TypKiCTaH CTUAi, KYHAENIKTI XKaHe CaNTTbIK KEHICTIK, apxeonorus,
Xogirepnep, Kynte6e.

Hoarekceo3s ywiH: LLlanro3osa, *aHepke aHe AHapen Xa3bynatoB. «Capbl GoHAbI KEPAMUKaAHbIH,
CaNTTbIK-CUMBOJIABIK MBHI: KarTa KannblHa KenTipy MyMKiHAiKTepi (KynTebe KanarypTbIHbIH,
apxeonorusanbIK xagirepnepi moicanoiHga)». Central Asian Journal of Art Studies, T. 6, N2 3, 2021,
74-88 6. DOI: 10.47940/cajas.v6i3.454.



JKanepke Lllaiirozosa

Kasaxckuit HallMOHAJIbHBI MeIaroriyecKuii yHnBepcuTeT nMeHn Abast
(Anmarsl, Kasaxcran)

Anppeit Xa30yaaToB

Kaszaxckuil HayuHO-HCC/Ie10BATEIbCKUIT MHCTUTYT KYJILTYpbl
(Anmarbl, Kazaxcran)

CAKPAJIbHO-CUMBOJIMYECKOE 3HAYEHUE XXENTO®OHHON KEPAMUKMU:
BO3MOXHOCTU PEKOHCTPYKLIUU (HA MTPUMEPE APXEOJIOTMYECKUX
APTE®AKTOB rOPOAINLLIA KYJIbTOBE)

AHHOTaUuA. Pa3BUTHE TYPKECTAHCKOIO CTUNSA KEPAMUKKU NMPOUCXOANN0 B TEHEHNE HECKOJSIbKMX
BEKOB, KOTOPbIN, K CPeAHEBEKOBbLIO OKOHYaTEIbHO CHOOPMUPOBABLINCHL, CMOT MOAHATLCSA A0 YPOBHS
CaMOObITHOIO XyA0OXXECTBEHHOIO AB/IEHMSA B KA3axCKOM KynbType. MccnefoBaHuIo roH4apHOro
npou3BoacTBa KOxHOro KasaxctaHa ¢ TOYKM 3pEHMS apXeonornm NoCBSLLEHO HEMANO TPYAOB TaKMX
OTEYECTBEHHbIX YYEHbIX, KaK Kapn bavnakos, AnekcaHap lNoaywkuH, Ep6onat CmarynoB n MHOrne
apyrue. OHKM cocTaBNSAOT 6a30BYI0 OCHOBY ANS AaJlbHENLWMX KY/IbTYPOIOr0-UCKYCCTBOBEAYECKMNX
MHTEpnpeTaLui Ka3axCTaHCKOro roHYapHOro MCKYCCTBA, KOTOPbIM B OTEYECTBEHHOM
WCKYCCTBO3HAHWUM HE3ACNYXEHHO YAENEHO O4EHb Maio BHUMAHUS.

B HacToslleln cTaTbe Ha OCHOBE aHannsa paboT o cneunduKke kepamumkm KOxHoro KasaxcraHa,
a TaKKe 06HapyXeHHbIX 06pa3L0B KEPAaMMUYECKOrO MPOM3BOACTBA B NMPOLIECCE apXe0I0rMYECKOro
ncenegosaHusa ropoamia Kynstobe (r. TypkecTaH, TypkecTaHCKas 061acTb) NnpeAcTaBieHa NnonbiTka
PEKOHCTPYKLIMK CaKpasibHO-CUMBOJIMYECKOIO 3HAYEHMS KENTOGOHHON MONUBHON KEPAMMKM.

B cTtaTbe aBTOpPbI CTPEMSATCA PACKPbITh ABa rMaBHbIX acneKTa: B3auMOCBSA3b XyA0XECTBEHHOIO
A3blKa U 3HAKOBOM CUCTEMbI (OPHAMEHTA 1 LIBETA), YTO MO 6OJbLIOMY CHETY MOXXHO Ha3BaTb OAHUM
13 BM3YyallbHbIX OTPAXEHUN MHOFOYMUCIIEHHbIX A3bIKOB TPAAMULIMOHHOM KynbTypbl. Oco60€e BHUMaHWe
yAeneHo HapoaHbIM MPeACTaBAEHUSM, CBA3aHHbIM C LIBETOM, GOPMOI, OPHAMEHTOM KEPAMMUYECKUX
U3AENUI, U UX B3aMMOCBSA3U C 06PSA0BO-PUTYaNIbHOM KU3HbIO.

Martepwuansl, npeacTaBfieHHble B JaHHOW paboTe, paclunpsaioT Hay4Hyto 6a3y B 061acTv reHe3uca
1 cneunduKM TPaaULIMOHHBIX Ka3axcKkux pemecen tOxHoro KazaxctaHa, oaAHUM M3 KOTOPbIX SIBASETCA
rOH4YyapHOEe NPOM3BOACTBO, YACTUYHO COXPaHMUBLLEECS A0 HALWIWX OHEN.

CraTbsl MOArOTOB/IEHA B paMKax npoeKkTa MuHuctepcTtBa 06pa3oBaHus 1 HayKu PecnybnmKku
KazaxctaH AP09259862 «MccnegoBaHume TpaanLMOHHbIX peMEcen coBpemMeHHoro KasaxcraHa:
COCTOSIHME W MOMUCK NyTEN COXPaAHEHWUS».

KnroveBble cioBa: KepamuKa, CaMoObITHbIN TYPKECTAHCKUI CTUIb, 0ObIAEHHOE 1 CaKpanibHOe
NPOCTPaHCTBO, apxeonorus, aptedakxTbl, Kynstobe.

Ans yntnpoBarus: LLavro3oBa, aHepKke n AHapen Xazbynatos. «CakpaibHO-CUMBOINYECKOE
3Ha4YeHMe KeNToOGOHHON KEPAMMUKM: BOSMOKHOCTU PEKOHCTPYKLIMKU (HA MPUMEpPE apXeOIOrMYECKMX
aptedakTtoB ropoamuia Kynetobe)». Central Asian Journal of Art Studies, 7. 6, N 3, 2021, c. 74-88.
DOI: 10.47940/cajas.v6i3.454.
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