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HIA, KOMMEHTapun.
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TPU KHUTU

ITlepemo mMHOV Ha crosme Tpu KHMUIM. [IBe, BBIIIEAUINE B PasHbIE
rofbl 13 TUIorpaduu, u ogHa, KOTOpast HOKa — TOJIBKO Ha IUIAHIIETe.
Y KHUI, o3arlaBleHHbIX «JTHOrpadus 3amagHoro XaapamayTar»
n «Bcnyx» — ofuH aBTOp, NMpEKpacHO 3HawomWuit ceoe peno. O —
aTHorpad or bora u TamanTINBBIL MuTepaTop. OfHY U3 HUX OH MHe
IIOflapI/I MHOTO JIeT Ha3afl, ¥ s paboTalo ¢ Hell ceifuac, a BTOPYIO BPY-
91T, 3aii/i1 KO MHe B KaOMHeT, TOJIbKO Ha IIPOIIOi Hefiene. Y Hac —
Onu3KMe CHeluanbHOCTH, M HALM ITYTH, U >KUTECKIe, Y Hay4HBbIe,
TaK WIM VMHa4e NEePEeceKarnTCsa BOT YK€ COPOK JieT. B mepBoli pas
4 ysupen Muxanna Pognonosa eme crysenToM. OH 4nMTan HaM cren-
Kypc 110 MapoHuTaM JInBaHa, TOIJa — HEBEPOATHO aKTyalIbHbIN. MBI
CIIeIVI/IN 32 IpaMaTUYeCKUM XOfIOM I'PaK/IaHCKOI BOJHBI B J/IMBaHe,
U, TIBITAACh IOHATD, YTO K€ TaM IPOMCXOJUT Ha CaMOM Jiefle, pac-
CIIpalllMBaIy 3HAKOMBIX apaOCKUX CTY/IEHTOB, YbM paccKasbl elle
Ooree cOMBanyu Hac € TOJKY. 51 ¢ yOBO/IBCTBUEM BCIIOMUHA 3T JIEK-
VM, KOTa YuTaj ero Kuury «Mapouutsl J/InBaHa. VI3 sTHOKOHDec-
cuoHanbHONM ucTopum Bocrouynoro CpenmseMHOMOPDA», CBEXMUI,
elrfe MAXHYIINIT TUIIOTPAadCKOM KPACKOIL 9K3eMIUIAP KOTOPOII £ C pa-
TOCTBIO BBIYAAW/I M3 KHVDKHOTO Pa3Bajia Ha NpUIABKe YIOTHOM «AKa-
OEeMKHUTV» BO JIBOP€ MCTOPUYECKOTO 3[aHuA AKafieMUyu Ha YHMU-
BepCUTETCKOIl HabepexHoil. Bckope, yxe paboras B VHcTutyTe
BOCTOKOBEJIeHNs, 51 IMCTAJI er0 HOBYI0 KHUTY «Paca’mn an-xmukma (ITo-
cmanus mygppocty, [-XIV). U3 npysckux pykonuceit CI16. ¢ V1B PAH»,
nsfaHHyo B 1995 r. B cepum «IlamarHmkm Kynbrypsl BocTokar,
M YOUBJIAJICA LI€NIeyCTPEMIEHHOCTI ¥ IIMPOTE HAYYHBIX MHTEPECOB
aBTopa. Ho eme 6bin Vlemen, craBumit mis Muxamna PogmoHoBa
Cynb0OIl U HaJIONTO OIIpeie/IMBIINIT OCHOBHOE HAIIPaB/IeHMe ero Ha-
y4HOI1 pab6oThlL. S mymalo, 4To 6€3 CTUXOB, BHOBb M3[JAHHBIX B KHIUTE
«Bcmyx», He 6b110 Ob1 1 MOHOTpaduu «KympTypHas maMsATh ¥ MepHas
peub Ha IOre ApaBun: Xagpamayr (2014)...

JIBe KHUTH, YIIOMAHYTbIE B HaYasle, OYE€HD JJOIIOMHAIOT SPYT JPyra.
JIupudecknit repoit CTUXOTBOPEHMUI U repoil aBToOmorpaduaeckmx
IIOBECTell JIETKO CBSI3BIBAIOTCSI BOOOpPa)KEHMEM C pe3y/lIbTaTaMi pe-
a/IbHBIX HAyYHBIX MCCIENOBAHNIA, C SKCIEAVIIVAMI, KOMaHAVPOBKaMI,
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4 E. PesBaH. Tpu KHUrK

[OK/IafjaMy, JIeKIAMy Ha BoctounoMm dakynbrete... ToT, KTO 9acTo
yesKaeT B 9KCIIEAMIIMY, XOPOLIO 3HAET, YTO KOHEYHBII pe3y/IbTaT
B O4YeHb OOJIBILOI CBOEV YacTy OIpee/sieTCss TeM, KTO U KaK JKJeT
Te6s1 toma. Hayka He 3akaHumBaeTcs B 18.15, Korjja Thl BCTaellb B MY-
3ee 113-3a pabOYero CTo/la ¥ UJeIlb TOMOIL, IIPORO/DKAA HOLYMBIBATD
U 10OpMyIpOBaTh HEJONCAaHHOE 32 TeHb. OHa He 3aKaHYMBACTCA
VI TIOCTIE Y>KMHA, KOIJ]a, OTBETVB Ha IIapy IJCEM, Thl BHOBb CaiUIIIbCA
3a paboTy. OHa 9acTO He 3aKaHYMBAETCA aXKe HOUBIO, KOT/a IIPOCHI-
[asiCh, ThI BAPYT MOHMMAEIIb «KaK HY)XHO CelaTb», Gepelb ¢ TyM-
OOYKY IUTaHIIeT U BOMBaENIb HECKOTIBKO CTPOK C YyBCTBOM YIOBJIET-
BOpPEHUs OT OOJIBIION ITpofienaHHol paboTsl. Hayka Trotanpaa. OueHb
pas3HbIe TEKCTHI, IePEKINKAACD, IIePeTeKa0T APYT B APYTra, IPOBOLV-
PYIOT CcO3[jaHMe BCe HOBBIX M HOBBIX CMBIC/IOB. [I/II MeHs He cylle-
CTByeT OTAenbHO Muxanna PonyoHoBa yueHOro, mposanka i Ioara.
Ectp Muxann PogoHOB — yAMBUTENIBHO TaTaHT/IVBbIN 4ETOBEK.

51 6epy IUIaHIIET ¥ OTKPBIBAIO OPUIVMHAI-MAaKeT TPeTbell KHUTH.
9TO — MOJAPOK aBTOPY K 106M1e10. 31eCh CTAThM €r0 OM3KUX KOJITIET,
Iipy3eli ¥ y4eHUKOB, CTaTbyl OY€Hb Pa3HbIe U OYeHb MHTepecHbIe. S He
XOUy VX IIepecKasbIBaTh, X BCe CTOUT IIPOYMTATD. S JMMCTal0 KHUTY,
cpasy pnenas cebe 3aMeTKM Ha Oymylee, ¥ [yMaio O TOM, YTO TPEThs
KHITa IIPEeKPACHO JOIO/IHACT JBe IIepBbIX. VIMeHa npyseit XxapaKTepn-
3YIOT 4e/I0OBeKa MHOTO OO0sIblile, YeM caMble OoApo6HbIe aBTOOMOrpa-
¢y Ycriex yueHOTo 0053aTeIbHO CBA3aH C €T0 OTKPBITOCTDIO I CIIO-
COOHOCTBIO AENUTDHCA C KOJUIETaMI UIeSIMM, HAXOJKaMI, IIePeBOIaAMI,
penKrMU M3FaHUSAMM. MBI ITOCTOSIHHO «IOIUTBIBAEM» APYT APYyra
U, Ha CaMOM JieJie, IUIIeM OMH o01uil 1 6ecKOHeuHbIN TeKcT. Hayka
He JIe/IaeTCs B OIMHOYKY, U Ye/IOBEK He MOXKET OBITh OfVIH.

E¢um Pe3zsan
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I. No33usa, ponbknop,
naneorpadgusa

I. Poetry, Folklore,
Paleography
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IO.E. bepesxun, /I.B. Yepxawun,
JI.E. Kozan, B.B. Haymxun

MOTUBBI COKOTPUNICKOTI'O ®OJIBK/IOPA
B EBPA3VIICKOM KOHTEKCTE

B cTaTbe cpenaHa nonbiTka CPaBHUTENLHOTO aHaNM3a MOTUBOB U CIOXETOB YCT-
Hoit Tpaauumm CokoTpel (AneHckuit 3anus, Memen). Wiccneposakme onupaetcs
Ha 06pasubl YCTHOTO TBOPYECTBAa COKOTpMiiLeB, cobpaHHble B Hadyane XX B.
[0.X. Mionnepom u — B nocnefHue gecatunetus — B. HaymKuHbeim 1 ero konne-
ramu no 3KCNeAmuMn Ha ocTpoB. [Ins KaX[oro COKOTPUIICKOrO CloxeTa nojo-
OpaHbl napanienu B ycTHoIx Tpapuumnsax Craporo Ceeta. [Ins 3Toro npusieyeHa
3N1eKTPOHHas 6a3a MOTWUBOB U CIOXETOB, co3aaHHas H0. bepeskuHeim. B utore
VCTaHOBJIEHbl OCHOBHbIE HanpaBieHWUs KynbTypHbIX cBAzeid mexny CokoTpoit
W ocTanbHbIM MUPOM. BronHe oxunpgaemo, 60bWWHCTBO Napanneneii cea3biBa-
toT 0CcTpoB € bamxHum Boctokom. Mpu 3ToM napannenn o6HapyXeHbl U B yCT-
Hbix Tpaguumax tOxHon Asum n CeBepo-3anapHoit Adpuku. lMo-HacToAwemy
LPEeBHME MUPOBbIE CIOXETbl U MOTMBbI HA COKOTpe KpaiiHe peaku. Pefku u 3Tno-
nornyeckue mudsl. Kocmonornyeckune mudbl He 3aUKCMPOBaHBI.

Kntoyessie cnosa: COKOTpa, YCTHAs TPAAMULUSA, MOTUBbI U CIOXETbI, MUDONOTUS,
KYNbTYpHble CBA3M

Yuri E. Berezkin, Dmitri V. Cherkashin, Leonid E. Kogan, Vitaly V. Naumkin

ORAL LITERATURE OF SOQOTRA AND SOUTH ARABIA;

COMPARATIVE FOLKLORE STUDIES; SOQOTRA’'S CULTURAL LINKS

The article is an attempt at comparative analysis of motifs and plots of the oral literature
of Soqotra (Gulf of Aden, Yemen). Both the early recordings made in the beginning of the
20" century by D.H. Muller and the recent ones, carried out by V. Naumkin and his team,
are involved. For each story we have tried to find parallels in the oral traditions of the Old
World, previously collected and analyzed in the framework of Yu. Berezkin’s electronic
database. The main directions of the cultural links between Soqotra and the external world
have thus been established. Not unexpectedly, most of the parallels connect Soqotra
with the Near East, but some plots and motifs are also known — sometimes exclusively —
in South Asia and North-West Africa. Truly archaic plots and motifs are very rare and
typically reflected in lower mythology only. Etiological stories are rare, and no cosmological
myths have been recorded.

Key words: Soqotra, oral tradition, motives and themes, mythology, cultural links.

CTaTbs nofrotoBneHa B pamMkax paboTel no npoektam POON 14-01-18048 u 15-06-
07613A (B.B. HaymkuH u [1.B. Yepkawun) u PTH® 17-04-00510 (0.E. Bepe3kuH
n JI.E. Koran).
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8 10.E. BepeskuH, [1.B. Yepkawmwmn, J1.E. Koran, B.B. Haymkun

BBenenne

Octpos CokoTpa IpMHAIEXUT VieMeHy 1 pacrioNoXKeH HAPOTHB
A¢pukanckoro Pora. COKOTpMIICKIII A3BIK OTHOCUTCSA K YVCITY COBpe-
MEHHBIX IKHOapaBmitckux s13bikoB (CIOS) u Hambonee 630K s3bI-
kaM mxub6am (Jodap B Omane) n mexpu ([lodap u jiemeHckast 06-
nactb Maxpa). Ecii 651 He cmy4aitHOCTh, M. A. PonytoHOB Mor 6bI BOWITH
B MCTOPMIO CEMUTOJIOTMM KaK OfVH M3 HEMHOTVX CIeIVa/JUCTOB IO
Kynprype Coxorpel. Ho cypgpba pacriopsaiach nHave, I09TOMY HaIIy
CTaTbI0 OCTACTCS PACCMATPMBATh KaK 3aBeplIeHbe HEeOBIBIIETO LIMKIIA.
K cyacTbio, TeX IIVIK/IOB, KOTOPbIE 3aBEPLIVIIVCH YCIIEIITHO U IIPOOJIKA-
I0TCA IVIOJOTBOPHO, Y F006M/IIpa HAMHOTO OOJIbIIIe.

B nauane XX B. aBcTpuiicknit cemuroror JI.I. Miomtep o6paborarn
u ony6OnukoBan cobpaHHble UM Ha COKOTpe Ipo3andecKyie ¥ O9TH-
veckue TekcTbl [Miiller 1905], ogHako aTu pa3paboTKM JONTO He IO-
nydamu passutus. JImmb B cepepuue 1970-x rogos B.B. Haymxun
(a cycts 30 j1eT — ¥ ero KO/Ieru) OTKPbUIM HOBBIN 9TAIl B VICCTIENO-
BaHVM COKOTPUIICKOTO fA3bIKa U ¢onbkaopa. OTHUM M3 MX pe3y/b-
TaTOB CTajl0 ObpeTeHMe OoraTeimieil KO/UIEKIMM TEKCTOB — YKe
ONyO/IVMKOBAHHBIX VIV IPUHATHIX K IYO/IMKAIVIV ICTOYHNUKOB.

[Ipennaraemas cTaThs OTpakaeT JMIIb OAVH M3 aCIIeKTOB UCCIIe-
JIOBaHUA — OIIpefe/ieHNe apaleneil CIKeTaM M MOTVBAaM COKOT-
puiickoro ¢obKIOopa 3a mpefenaMy ocTposa. Peds et 06 uctopu-
YeCKIX, @ He O IMHTBUCTUYECKX VIU POIBKIOPUCTUIECKIIX ACTIeKTax
u3ydeHys Matepuana. Ham 6110 BaKHO OIpeieNinTh KOH(UTYpaLnio
MH(POPMAIIOHHOTO 110/1s1, B KOTOPOM HaXOAVIIVICh OOMTATeNN OCTPO-
Ba Ha IPOTSKEHUN IOCTIEHUX CTONETHII, a, BOSMOXXHO, VI paHbIIIe.
J3Ha4a/bHO Ka3alucb BEPOATHBIMM TPM HAIPABIEHMS CBsA3E —
¢ Appuxkoit, [Tepenneit Asueit u I0xnoit Asueit. OgHaKo 4TOOBI Olje-
HUTDb 3Ha4YeHVe KKIOr0 HallPaB/IeHs, TIOTPeOoBaICs CCcTeMaTye-
CKMIT aHa/IM3 JaHHBIX 110 (ponmbKnopy Beero Craporo Csera.

AHanmuTndeckuit Katamor QonbKIOPHO-MUGDOIOTUIECKUX MO-
TVBOB, B KOTOPOM COOpaHbI JaHHBIE O paclpefeneHnu 6onee IBYX
TBICAY TIOBECTBOBATE/IbHBIX 3MM30[[0B U 00pa30B IIO ITOYTH THICSAYE
TPaANLUIl MUpPa, CTAJl TEM PECYPCOM, KOTOPBIM YAaJIOCh BOCIIONIb30-
BaThCs Jyis petneHus Hamteit 3agaun (http: //www.ruthenia.ru/folk-
lore/berezkin; Taxxe http: //newstar.rinet.ru/kozmin/berezkin/).
BxrroueHe B KaTasor COKOTPUIICKYUX JAHHBIX 3aKPBUIO B HEM CYIIje-
CTBEHHYIO JIaKyHY. MeTofudeckye OCHOBaHMA CO3[aHMsA KaTajora
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MoTuBbI COKOTPUIACKOro (ONbKIOpa B €BPa3niiCKOM KOHTEKCTe 9

ObUIM HEOJHOKpATHO M3/moXKeHbl [bepeskmu 2015; BacuiabeB u gp.
2015: 344-349; Berezkin 2015b], u Mbl OTMETUM JIUIIB OT/E/IbHbBIE MO-
MEHTBI, BaYKHBIE JIA IIOHVMaHMA IPOBEIEeHHON paboThI.

OCHOBHOJI aHAIMTNYECKOI eNVHNULIEN CTY>XKUT MOTUB, II0J], KOTO-
PBIM ITIOHMMAeTCs1 NI000711 anm3ox win 06pas (v moboit Habop smu-
3070B ¥ 00pa3oB), MOBTOPSIOIIMIICA B TEKCTaX KaK MUHVMMYM JIBYX
PasHbBIX Tpaguuil. MOTVBBI He UMEIOT BAPMAHTOB B TOM CMBICIIE, YTO
BCe NpUBEJeHHbIe B ONMCAaHUYU OCOOEHHOCTY 3MM30fa Min obpasa,
OyZib OH IIPOCTOII VIV CTIO>KHBII, O/DKHBI IIPUCYTCTBOBAaTh BO BCEX
IpyUBJ/IeKaeMbIX TeKcTaX. CaMu TeKCThI, padyMeeTcs, BCera pasyimda-
1orcs. IIpy aTOM MOTMBBI HepelKo 0OpasyloT KIacTepbl, COBIIafasd
B OJJHVIX JeTa/IAX ¥ Pa3mm4asAch B Apyrux. Omvcanns u GpopMyampoB-
KI MOTVIBOB OIIPENE/IAITCA NOTPEOHOCTAMY MCC/IEHOBAHNA I MOTYT
MEHSATbCS, HOBble MOTMBBI CO3JAI0TCS IO Mepe 00paboTKu paHee He
YITEHHOTO MaTepuaja, a HEKOTOpble CTapble M3 PacCMOTPEHMS VIC-
K/TIOYAIOTCS, €C/IY OKa3bIBAETCs, YTO OHY pacIpefieIeHbl 110 MUPY Xa-
orndeckn. Hac MHTepecyIoT INIIb Te MOTVBBI, KOTOpPbIe MOTYT ITIOTEH-
IIVIaJIBHO OTPaXKaTh MICTOPUYECKVIE CBA3Y MEXKY TPAAVMLIUAMIL.

Te 3 HaMIMX MOTMBOB-3IN30/0B, KOTOpPbIe 3a(PUKCHPOBaHBI B EB-
pasuu n Adpuke, TOBOTBHO YaCTO COBHAJAIOT IO CYTU (HO INIIb
OYeHb penKo 1Mo GOPMYINPOBKE) C CIOXKETHBIMU TUIIaMU (HOIBKIIOP-
HBIX yKasareJiell, CO3[JaHHBbIX IO cucTeMe AapHe-ToMmIicoHa-YTepa,
cokpaijenHo ATU [Aarne 1910; Aarne, Thompson 1961; Uther 2004],
a MOTUBBI-00pa3bl — ¢ ameMeHTapHbIMu MoTyBamu C. Tommcona
[Thompson 1955-1958]. OpHako GOIBKIOPHbIE yKa3aTenu He Ipef-
Ha3HA4YeHBI /I OLIEHKM CXONCTBA / Pasnmuma MEXHY TpafulyAMu,
II03TOMY JICIIO/Ib30BATh UX /IS IOfJOOHBIX Iiefelt 6e3 KOpPeKTUPOBKI
HerpaBoMepHO. O6palaTbcs K yKa3aTelo 91eMEeHTapHBIX MOTVBOB
He yMeeT OO/IBLIOrO CMBIC/IA Y>Ke TIOTOMY, YTO OH He COJepP>KUT JjaH-
HBIX 00 apeasIbHOM pacIpefie/leHNN OIMChIBaeMbIX e[[HMII, @ OTPaHM-
4yBaeTCA NpyuMepamMi. YToObI UCIIONb30BATh YKa3aTeIy MO CUCTeMe
ATU pnsa cratuctuyeckor o6paboTKy MaTepuaa C Leibl0 pelleHNs
VICTOPMYECKUX IpOo6IeM, TpebyeTcs KpUTHYeCKas OLleHKa KaKIOro
croxera. OnHM onpepenenusa coorBeTcTByomux Tumnos B ATU orse-
Yal0T COJEP>KAHNI0 BCEX TEKCTOB, IMTYPYEMBIX HOf T€M VIV MHBIM
HOMEpOM, a IpyTie He OTBEYAIOT, U 37leCh BO3MOYXHBI Pa3HbIe BapyaH-
TBI — OT C/IyYalfHbIX YaCTHBIX HETOUYHOCTEN 10 00'be[HEeHIA IO Off-
HVIM HOMEPOM HappaTUBOB, KOTOPBIE Pa3/INYAIOTCA CYIBHO M UMEIOT
pasHOe apeasibHOE paclipefie/ieHue.
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10 10.E. BepeskuH, [1.B. Yepkawmwmn, J1.E. Koran, B.B. Haymkun

Hipke MBI IPUBOAMM KaK HOMepa MOTVBOB COITIACHO HAIlleMy Ka-
TaJIOTY, TaK J II0 BO3MOXXHOCT! HOMepPa COOTBETCTBYIOIIVIX THUIIOB 10
cucreMe ATU. Yro KkacaeTcd HOMEPOB 3/IeMEHTApHBIX MOTMBOB
C. ToMIicoHa, TO OHM YKa3aHBbI SIIM30NYECKY, 00 IMONCK TaKMUX CO-
OTBETCTBMIT He BXOAWI B HAlly 3afiady. - 1h” mmepey HOMepOM OTChIIa-
eT uMeHHO K HuM (Hampumep, Th N451.1), a ATU — k cloKeTHBIM
tunaM AapHe-Tomncona-Yrepa (Hanpumep, ATU 613). Hamm co6-
CTBEHHbIe HOMepa BK/TIOYAIOT COYETaHVSA IUTep ¥ IUPP 1 HAUNMHAIOT-
cs1 Beerpa ¢ nmutepsl (A6, L37B, K27nn, u T.1.).

Hioke mepeckasaHbl COKOTPMIICKME TEKCTBI — KaK 3aIlliCAaHHbBIE
Mronnepom, Tak 1 cobpanuble HayMKMHBIM 11 €0 Kojieramu. AHamm-
TUYECKOI eIVMHUIIEN CITY>KUT He TEKCT, a MOTUB, II03TOMY K TEKCTaM,
KOTOpBIe cofiepkaT Oojiee OTHOTO MOTVBA M3 YNC/IA MPOCTIe)KEHHDIX,
HaM IIpUAeTCA 00pallaThcs IIOBTOPHO.

MOTHUBBI M TEKCTHI

(1). «Iopcnymannsii pasrosop» (L37B; ATU 613, “The Two
Travelers”; Th N451.1). Ciry4aiiHO ITOACTYIIaB pasTOBOP KMBOTHBIX
VIV JIyXOB, 4eJIOBEK Y3HAeT, KakK IIOMOYb ceOe I IPYTVM.

Coxotpa: CSOL I, Ne 22: 314-328. Cm. Ne 3.

KommenTapun (puc. 1). MoTuB pacnpocTpaHeH B Ipefiesax 06-
HIMPHOM, HO CIVIOUIHOV TeppuTopuy, BKI4asa Espony, CeBepHyro
Adpuxy, bmoxanit n Cpegauit Boctok, CpegHioo Asuto, I0xHYyMI0
n Boctounyro Aswuto, cesep VMHpoknTad. OH Taxke nspecteH B HOx-
Hout Cubupy, B 6acceitne AMypa, Ha Maparackape u B A¢dpuke 1oxHee
Caxapsr. [lepyanckmit TeKCT Ha Kedya, 3alMcaHHbIl B Havane XVII B.,
MOYTY HaBepHsKa 3aMMCTBOBaH OT ucnaHies [Berezkin 2014].

(2). «3aBuctmussiit Bu3upb» (K27nn; ATU 513C; el-Shami 2004:
270). HekTo 13 OKpy>KeHMs BIACTHOTO MEPCOHAXKA CTPEMUTCS U3Be-
CTM TepOs U TIOAITOBAPUBAET IATh TOMY TPYAHBIE IOPYYEHNA.

Coxorpa. Myx ymep. Korga cpIH BBIPOC, OH CTaj CIpalllNBaTh
Marb, 4eM 3aHuMmacs ero orer (Th P401). MaTb /oKeT: Iy TemecTBo-
BaJI, Ca)KaJl ITa/IbMBI, ITac oBell. ChIH 0e3yCIIeNTHO IIITAeTCs BCEM STUM
3aHATbCA. OgHAKIBI OH CyeT PYKy MaTepy B TOPAYYI0 efy, MaTb
BCKpuUKMBaeT, «IIycTb Tebs 6or coxoxer, cbIH nTumenosal». IOHoma
Ky KIeTKY, HaJIOBWI HTUII, IOJIOBUHY OTAA/M HEKOell CTapyxe.
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MoTuBbI COKOTPUIACKOro (ONbKIOpa B €BPa3niiCKOM KOHTEKCTe 11

Puc. 1. MoacnywwaHHbIi pasroBop

[Tosiman romy6OKy, OCTaBWUI B IOMe, HAyTPO PSLOM C Heil 0OHApY KT
30710TO U cepebpo. Busupsp ckasam 06 3TOM CynTaHy, TOT BEIUT IIPU-
BECTU IOHOIIIY, OT/IATh TONTYOKY, HO HAyTPO PAAOM HIYero HeT. Busupb
COBETYeT Be/IeTh IOHOIIe IpVMHEeCT rony6ds-camua. IOHomra momen
K TOJI JKe CTapyXe, OHa yKa3asia IIelepy, e Ha/i0 BBICTPE/INTD, YBU/IEB
CBET, BBIHECTY KJIETKY, OCTaBUTb KJIETKY €ii, TO/TyOs OTHATh Cy/ITaHYy.
Opnako 307o0Ta 1 cepebpa Bce paBHO HeT. BU3Npb TOBOPUT, 4TO HYX-
Ha 1 Kk1eTka. Crapyxa jjaja KJIeTKy, IOHOIIA ee IpUHeC, HO 307I0Ta
OILATH HeT. Busupsb roBopur, 4To Hafjo J0OBITH f04b Bocxoma. Crapy-
Xa COBETYeT NMOoTpeboBaTh, YTOOBI Ha E€HBIM BU3UPS ObII HOCTPOEH
KOpabb U3 30710Ta U cepebpa, a MaTpocamMy ObUIN YeTBIPHAALIATD Jie-
BylIeK. Buns xopabnp ¢ meBymikamu, foub Bocxoma xodeT mocmo-
TPeTb Ha Hero Mob6jvoke, Kopabib yribiBaeT BMecTe ¢ Heit. IOHOIIA
TOBOPUT CY/ITaHy, 4TO Jo4b Bocxoma crycTurcs ¢ Kopabid, Muiib
eC/IM Ha KaKJOM ee Iary OyAyT yOuBaTh 4e/loBeKa M pacCTU/IATh KO-
Bep — Bce 3a cueT Bu3ups (Th K1633.2§). Yeuznes nepsoro yburoro,
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Puc. 2. 3aBucTnmBbIN BU3MPb

IeByIIKa CKasajia, 4To U Tak poiifieT. ObeliaeT Cy/nTaHy BBIATU 3a
HETO, eC/IV OH YObeT ChbIHA IITUIIETI0BA, HO He MeYOM, He BUHTOBKOI, He
sapoM. IOHomy 6pocaoT B My, pasBOAAT OTOHb, HO Y HEero ¢ co6oit
aMmyreT, oH HeBpefuM. CyITaH pelnl, 9YTO OTOHb He JXKETCH, IPbIT-
Hyn B Hero u cropen (Th J2411.6). FOHoa xennncs Ha godepu Boc-
xoma [Miiller 1905, Ne 2: 50-57].

KommenTtapum (puc. 2). COKOTPUIICKII TEKCT CTIEAYET OHOMY U3
CaMBIX pacrpocTpaHeHHbIX B Crapom CBeTe BapMaHTOB: Y3HAB O TOM,
4TO repoil 06/ajjaeT IeHHBIM IIPEIMETOM, BIACTHBII NTepCOHAX, He-
PENKO MOACTpPEeKaeMblil COBETHUKOM, TpebyeT OT reposi, YTOObI TOT
Ka)X/Iplil pa3 Bo6bIBaI HeuTO elle 6ortee eHHoe. [TocnenHee TpeboBa-
HIle — IIPMBECTM KpacaBMIly, HO e My>XeM B KOHIIe KOHIIOB CTaHO-
BUTCA Tepoli, a He TOT, KTO ero nocnan CymjecTBeHHa Ipodeccus
nporaronucra — nrunenos (K143; Th K143). 9Totr MOTUB OTCYTCTBY-
eT Kak B Adpuke, Tak 1 B VIHAVMM, HO IIMPOKO IIpefiCTaB/IeH Ha biok-
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MoTuBbI COKOTPUIACKOro (ONbKIOpa B €BPa3niiCKOM KOHTEKCTe 13

nem u CpenneM Bocroke (apa6wl roxHoro Vemena u Vpaka, Typku,
asepOaiiKaHIbL, MyITYHbI). OUannnmHcKas napasuens (y MaH000),
CKOpee BCEeTo, CayJaliHa.

(3). «Bepnsit coyra» (K100; ATU 516). Yenosek y3HaeT 06 omac-
HOCTSX, TPO3AIIVX JPYroMy, OOBIYHO 3aHMMalolleMy 6oree BHICOKOE
coIMabHOe MOJIOKeHNe. Yale BCero OH 3HaeT, YTO, NpeyIpennB
Ipyroro o6 onacHOCTH, caM OH oKaMeHeeT. OH JIMKBUAUPYET YIPO3bI
OfIHY 32 [IpyTOIf, HECMOTPS Ha TO YTO CO CTOPOHBI €r0 TOBefleHle BbI-
IJIAAUT CTPAHHO M BO3MYILAeT CIIaCeHHOT0. Bo MHOIMX Bepcusx, 4To-
OBbI OXXVIBUTb OKaMEHEBIIETO CITyTHMKA, TOCIIOANH JJO/DKEH IIPUHECTH
B J)K€PTBY COOCTBEHHOTO peOeHKa.

Coxotpa. UToObI HaliTV HACTOSILETO PYyTa, ChIH Cy/lITaHa Myxam-
Maj] 30BeT I0HOIIeN, IpefjIaraeT efy, caM yXoaut. IIpuramieHnble He
IpUTparuBaioTcs K efie, Myxammaj orepraeT ux. JInmb Carnex cben
npemiokeHHoe. MyxaMMaj, OCTaB/IsgeT ero Ipy cede ¥ OTIpaBIAeTCA
C HJM OXOTUTbBCS Ha raseseil. [[pysps 3amMedyaroT KOpabib, Ha KOTOPOM
IUIBIBET ITPEKpacHas [AeBYILIKA, OHY HaXOJAT ee B [jajieKoii cTpaHe. ITO
OiHa, Koub npaBuTesnA. OHa IPUXOAUT K I0HOIIAM, HO MyXaMMa/| B 3TO
BpeMs cruT. JIumb Ha Tpetumit pas Cajexy ypaeTcs ero pasOyauTh.
OJiHa YT, KaK HaliTK ee KOMHATy. BepxHuil aTaXX JoMa BO3BefleH 13
YepeItoB XeHIXOB, ITbITABIINXCA C/Ie/aTh 3TO paHble. Caex 0ObIBaeT
Jiiny, HO oTHaeT ee Myxammany. Ilo mytn gomoit JitHa 1 MyxaMmarg,
HOYYIOT ITOJ] OffHVUM JepeBoM, a Canex mop fpyruM. VI3 pasrosopa nTuiy
OH y3HaeT 00 OIACHOCTSX, KOTOpbIe TPO3AT HOBOOPAUHBIM, a TaKoKe
0 TOM, YTO Y3HaBILINIT 00 9TOM ¥ COOOIIMBINNII OKaMeHeeT. 3Mes IO -
T0/I3€T, IUTIOHET Ha II[eKy DIHBI, 1 eC/IU AT, He CTepeTb, Ta ympeT. Canex
cTupaert A1, MyxaMmaz 4yTh ero He yout, pemus, yTo Cajiex IbITasncs
nonenoBarhb J1Hy. MyxaMmaj, 3axo4eT MUTb, HABCTPeUy BBIIfIEeT Yero-
BeK C KYBILIVHOM OTpPaB/IeHHOT0 MojIoKa. Cajiex BbIOMBAeT COCYH U3 PyK
Myxammazna. Myxammap HajifieT 307I0TOI NPYT U, €CIU YAAPUT UM
KOH:, KOHb yMpeT. Canex nmomaeT npyT. [Joma MyxaMmaj, ycTpanBaeT
cyn Haj CarexoM, TOT BCe paccKasbIBaeT U IpeBpaljaeTCcs B KaMeHb.
Korpa 9OitHa popnia, Tpy NTUYKIM CKa3ajy eif, YTO eC/Iu 3ape3aThb M-
nenna, Camex oxmBerT. DitHa Tak u cuenana, Canex oxua (Th S268).
Hpysbs momupumuch [CSOL I, Ne 22: 314-328].

KommenTapum (puc. 3). MoTuB pacnpocTpaHeH B 3allajHoOl, He-
CKONIbKO MeHblIlle B BoctouHoit EBpone, Ha KaBkase, bimxuem Boc-
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Puc. 3. BepHblii cnyra

toke u B IO>xHo01 A3nn, BcTpedaetcs B CeBepHoit 1 BocTounoit Ad-
puke, Cpenneit Asun u Kopee.

(4). «iBukoBsI xypasmm» (K80C; ATU 960A). JKeprsa yomiiny
nepes CMepThio oOpaiaeTcs K NTuijaM (KMBOTHBIM, JIyHe, PACTEHMUIO
u t.a1.). ITosxe, Bujsa atux nruy (pacteHue ¥ T.L.), yOuitla BCIyxX
BCIIOMJHAET O CBOEM JesHUY U TeM cebs BbiaeT. JInbo nTuiiel, ABIA-
ACh eUHCTBEHHbIMU CBUMETEIAMMU IPECTYIUICHVS, IPUBOJAT pac-
CTIeAYIOLINX IIPeCcTyIIIeHNe K yOuiljaMm.

Coxotpa. Bo Bpemsa ronofa ABoe MYXXYMH pelnum 3abparb
Y KEHIIMHBI IVTOABI U KOPEHb, a ee youTb. OHa yIpocuia ux He you-
BaTb ee JI0 BOCXO/a JIyHbI, 00paTIIach K JIyHe, IOPY4MB eil «ee (JTyHbI)
BHyka TaHyda, 4bio MaTh 3MOPMHHO yOMINM 32 KOPEHbS U IIOMbI».
CpIH yOUTOJI CTAJT MCKATh MaTb. YOMIILIBI CTyYaliHO 3allUIN B €TO I0M
U, YBUJEB JIYHY, pacCKasaiu 3Ty MCTOPUIO. YCIIBIIIAB UM MaTep, XO-
35MH foMa 3apy6un yomiin cabmeit [CSOL I, Ne 4: 100-105].
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Puc. 4. NBukoBbl Xypasnm

KommenTapumu (puc. 4). MOTVB pacrpocTpaHeH IIMPOKO — OT AHI-
mvu o ceBepHoit bupmbl u ot Kasaxcrana go Opurpen. Ero pactipene-
JTleHMe TIPYIMEPHO TaKoe ke, KaK 1 y MHOTUX JIPYTMX HyK/IeapHO-eBpa-
3UICKMX MOTMBOB, HO YacTOTa BCTpedaeMocTy HM3Ka. COKOTpuiicKas
BepCuA — caMasi I0)KHas, U OOJIBIIMHCTBO CONEP)KAIVIXCA B Hell IIOf-
POOHOCTeIT He MMeeT TOYHBIX MapajUleNiell B IPYTUX TPafuIuax. Apad-
cKue Bepcyy 13 Marpn6a coBeplieHHO MHbIe, a TyHa B PO/ CBUJIETeA
IpecTYIUIeHNA YIIOMAHYTA JINIIb B OTHOM U3 60Nnrapckux TekcTos. Ha-
NM4ye MOTYBA B aHTUYHBIX CTOYHMKAX He O3HAYAET, YTO OH IIPOHMK Ha
CoOKOTpY B IPEBHOCTY — 3TO MOIJIO CIyYUTbCA ¥ MHOTO TIO3XKe.

(5). «<PoguBmasa B xonogue» (K33al; Th T581.2). bpourenHas
B Komopel] (B IPyA, B sIMY M T.II.) >KEHI[HA PO>KaeT TaM pebeHKa
(mBOVIHALIEK, TpOVIHALIEK). Ee 1 jeTeit JOCTaroT >KUBBIMA.

CoxkoTpa. Y 4yenoBeKa ecTb CbIH 110 UMeHU XaMe[| U J0Ub, X MaTh
yMepiia, My>K B3sU1 IPYTYIO XKeHY, Ta IIpefijlaraeT eMy 3ape3aTb JeTell.
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JleBOYKa 3TO CIBILINT, IeTH yOeraroT, Madexa OOBMHSET My)a B TOM,
4YTO OH IpefyIpeanI IeTeil, My>X Bce oTpuliaeT. Madexa njeT UCKaTh
ieTeit 1, MOJONAA K Ielepe, 6pocaeT B TeMHOTY KaMeHb. OH momnaga-
eT Xameny B 7100, HO cecTpa 3a)kajia MaJIbiMKy POT, M TOT HE MOXKET
M3JaTh HYU 3ByKa. Madexa y1ia, ety IpuLuy K TaMapuHLY, IIOf, KO-
TOPBIM TeK pydell. JleBoUKa KyIlaeTcs, ee BOIOC MOIIbLI BHU3 II0 PY-
ypbto. [Ipuzist monmBath MOJIOfbIe MTATbMBI, pab Cy/lITaHa YBUIENI BOIOC,
IIPIMHEC CY/ITaHy, TOT BeJlell HailTu o0JaiaTebHUIy Bomoca. Pab mo-
111e7T BBEPX II0 Py4blo, HallleTI JieTell, IpuBen ux cynrany. CynTaH xe-
HIJICSL Ha JIeBYILKe, OHa 3abepemeHerna. Cay)kaHKa U3 3aBUCTYU CTOJ-
KHy/Ja ee B KOJIOfiell, a XaMe[y Bejlella MO/IYaTbh, MHade OTPEXeT
ronoBy. B Konopue >keHa yepe3 HeJe/I0 poANIa Ma/IbyiKa U JE€BOYKY.
Xame[; 30BET CeCTpy, Ta TOBOPUT B OTBET, YTO [OYb CY/IITaHA Y Hee Ha
KOJIEHAX, ChIH Cy/ITaHa y Hee Ha llee. bpar cTan NpMHOCUTD cecTpe
eny. CynTaH 9T0O 3aMeTUJI, pacCIpPOCUI MaIbuMKa, JOCTAJI XKEeHY U Jie-
Teit, cmyXaHKy o6esrmaBumu [CSOL 1T, Ne 28].

Kommenrtapum (puc. 5). Motus 3adpukcupoBaH or CeBepHoit Ad-
puxu po ITammpa, a Takke Ha fore VHpmokuras (y KoXo U IpKapaii).
EcTp o xpaitHeit mepe opyH BapuanT u3 OxHoi Mupun (6e3 sTHu-
4ecKot aTpubyIum), Ho B 1jesioM 11 FO>kHOI A3uu MOTUB He Xapak-
tepeH. OH Bcer/ja IIOMelleH B KOHTEKCT Oosee ob1ero Mmotusa «Ku-
Bas yromteHHUa» (K33): KeHIIMHY IpeBpamaioT B )XMBOTHOE WM
CTaJIKMBAIOT B BOY, B HYDKHUII MuUp, MO0 OHA caMa BBIHY)K/eHa I10-
rpysuTbca B Bofy. OHa OTBeYaeT Ha 30B, BHIXOAUT U3 BOJbBI WIN U3
Jleca HAHYMTD M/IAJIEHIIa, IIOMOYb CBOMM JeTsAM, OOBIYHO CIIaceHa,
BO3BpaljaeTCA K JIIOAM. DTOT IOC/IEHNII MOTUB, B CBOIO OYEPENb,
ecTh BapuaHr elire 6onee obuiero, «[TommenenHas sxera» (K32), koro-
pblit n3BecTeH nmouty 1o sceMy Crapomy CBeTy: My>K4lMHa He 3aMeyda-
eT, uTo pyras >xkeHiquHa (K1911), 37101t JyX mim My>K4MHa-TPUKCTEP
MOJMEHSAIOT €r0 JKEHY, HEBECTY UJIU CECTPY, KOTOpas U3THAHA, 3aK/TI0-
YeHa B HIDKHEM MMpe, yOuTa I T.I.

(6). «3omymxka» (K57; ATU 510A). [leBy1ka CKppIBaeT CBOIO Kpa-
COTY ¥ / Wy Ipo3s16aeT B O€JHOCTIL, MY>KYVHA BBICOKOTO CTaTyca BU-
IUT ee B ee HACTOsAIleM 06mMube / B POCKOLUIHOM Hapsje 1 Oepet
B JKEHBI, ONIO3HAB II0 IOfJAPEHHOMY UM €Ji WIN NOTEpPSHHOMY €0
npenmMeTy (06b19HO 10 Tydenbke, 6ammaky) b0 yBIUJEB, KaK OHa
MeHsIeT Hapsif.
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Puc. 5. PoauBluas B konopLe

Coxotpa. XXena pribaka ymepra, cocefika JeMOHCTPATUBHO JO-
Opa c ero go4eprlo, Ta yOeK/jaeT OTIIa )KEHUTDHCS Ha 9TON >KEHIINHE.
Y Madexu fiBe cOOCTBEHHbIE TOYepH, IOC/Ie CBAbObI OHA HaYMHAET
OpUTECHATD Nagdepuiny. OfHaX/Ibl Mauyexa BMeCTe C POAHBIMU JO-
4epbMI YXOAUT K CYITaHy Ha [Pas3fHMUK, BeJeB Mafdepuile pasye-
JINTb pUC N AYMEHDb, KOTOPbI€ OHAa CII€IMA/IPHO CMe€IIaia, oMMaTh
HeKylo pbIOy 1 mopMecTn B gome. [lagyepuina moiimana perdy, a Ta
CTajla IJIaKaTh I TOBOPUTH, YTO Yy Hee OCTaMNUCh Aetu. ITaguepuia
ormyctuia pui0y, crana pasoéupars 3epHo. [Ipunerenn Tpu Bopobbs,
Jla/In [eBYIIKe MPa3fHIYHYIO OfieX Ty, 00eljany UCTIOTHUTD BCIO pa-
00Ty, Be/e/iu BEPHYTHCS /1O OKOHYAHMS IpasfHuKa. Ha mpasgHuke
BCe OYapOBaHBI JieBYLIKOi1. Korjja oHa YXO#NT, ChIH CynTaHa OeXuUT
3a Hell U IOOMpaeT NOTePsAHHYI0 canfannio. CyITaH BeNUT IIpyUMe-
pATb ee BCeM JeByllKaM. Madexa 3amep/a Hmajuepully B capae, HO
TPU BOpOObs cO0OMIAIOT 006 3TOM. [IeBYIIKY HaXO[AT, CAaHJaNNs el
BIIOPY, OHA HafieBaeT IPa3THUYHYIO OfleX]y, KOTOPYI0 BOpoObU Be-
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Puc. 6. 3onyuika

JIeNN eil CIpsITaTh, CTAHOBUTCS >XeHOM cbiHa cynraHa [CSOL II,
Ne 20].

KommenTapun (puc. 6). «3omymka» — OfMH U3 CaMBIX pacIpo-
CTPaHEHHBIX MOTUBOB €BPOIIEIICKOT0, O/IV>KHEBOCTOYHOTO U CpefiHea-
3natckoro ¢onpknopa. OCHOBaHHbIE HAa HeM HappPaTUBbI BCTPEYAIOTCS
taioke B CeepHoit 1 CeBepo-Bocrounoit Appuke, Boctounoit Asun
n VMupokutae, HO B IOHOM A3uu mpencTas/ieHa JMIIb Ha CEeBEPO-
3amajie (KoHKaHY, maxapy, Maparxu). Ha Coxorpe «3omymika» 3apux-
CUpOBaHa BIIEPBbIE B XOfie PAbOT POCCUIICKO-TIEMEHCKON SKCIIeIIVIN
(BapmaHT, onry6nmmkoBaHHblI M. butTHepoM [Bittner 1918], 661 nepe-
BeJleH 110 ITpocbbe Miostepa ¢ apabckoro opurnHana). Motus «pasge-
JINTH CMELIIAaHHOE 3€PHO PasHBIX BUIOB» (CM. N¢ 7) 4acTO UCTIONb3YeTCs
B HappaTMBax 3TOTO KPyra, HO BCTPEUAeTCsA U B JPYIMX KOHTEKCTaX.
CoBOKyIIHast 00/1aCTh €ro0 PacIpOCTPaHeHMsI OXBATHIBAET ITIOYTY BCIO
30HY 3epHOBoOTrO 3emesiensa B Crapom Caere.
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Puc. 7. Pa3obpatb 3epHO

(7). «Pa3o6parp 3epHo» (K27hh; Th H1091). Ilepconaxy nopy-
4eHO 3a KOPOTKOe BpeMs OTHEMUTDb APYT OT APYra Me/Kye YacTUIKN
pasHoro copra (0OBIYHO CeMeHa Pa3HbIX BUIOB PACTEHMII), CMEIIaH-
Hble B OJHOM COCYJie, MO0 MOACYNTATh YMCIIO 3epeH, b0 cobpaTh
pacchIIaHHOE VI Y>Ke TTOCesTHHOe 3epHO (puc. 7). Cm. Ne 6.

(8). «bparen-kosnenok» (K33A; ATU 450). IOuble cubnuurn
(qamre Bcero 6pat u cectpa) yxopAar u3 goma. OnyH U3 HUX (pefKo:
HECKO/IbKO OpaTheB) CIy4aifHO HapylIaeT KaKo-TO 3aIpeT 1 IpeBpa-
I[aeTCs B )KMBOTHOE (0OBIYHO KONBITHOE) M (pefKo) B ITHILY, 103~
JKe 0OBIYHO PaCKOJIIOBaH.

Cokorpa. Y 4enoBeka eCTb ChIH M J0Yb, MX MaTh yMepra, MY
B3sUUI IPYTYI0 )KEHY, OHa IIpeJIaraet 3ape3arh OfHOTO 13 [ieTelt BMeCTO
oBupbl Ha [Ipasguuk XKepronpunormmenus (Th §10.5.1§, cp. [el-Shami
2004: 222]). Manpuuk MOACIYIIAT MX PasroBOP, paccKasal CecTpe.
Omna 6epeT CyMOUYKY, Kyfa KaageT rpebeHb, KOCMETHUKY U 3€PKajlo,
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HOYbBIO yOeraeT BMecTe ¢ 6paToM. [leTy IpUIIIN B relepy, B KOTOPOii
6b1710 Ba BXoAa. Ha cepyromuii ;eHb Madexa ¢ My>KeM IIPUXOJISAT MC-
KaTh JIeTell, BXOJAT B Ilellepy Yepe3 pasHble BXOAbl. Madexa HaXOgUT
fieTelt, HO BEJIUT UM CUeTh THX0. My CIpalnBaeT, C KeM OHa pas-
rOBapyBaeT, Ta OTBEYAET, YTO CIOTKHYIAch. OTel] ¢ Mayexoil yIIIm.
TleTy IpULUIN K BOJOEMY, BBIKYIIQTNCh, HOLUIN fa/iblile, 3a0panch
Ha TaMapyHA. [leBoYKa XOTesa puiecaTbcs, Ho 3abbl1a rpebeHbp y BO-
floeMa, IIOCIana 3a HUM OpaTa. Y BofoeMa TOT BCTPeTWI >KeHIIMVH,
OffHa 113 HMX BbIUeChIBasIa y ce6s Blieli rpe6GHeM ero ceCTpbl U HAIo-
Hs/Ia MMM pasbuTyro MucKy. JKeHIIVHDBI Beleny MajlbuyuKy CheCTb
BILIEJT I BBIKYIIAThCsI, TOT/}A BepHYT rpebeHb. Kak TonmbKo OH 9TO Crie-
J1aj, OH IPeBPATIMICS B ObIKA, XKEHIIMHBL ero yBemu. K tamapuumy
npuiien pab, geByuika coOpocuia eMy IUIOJ, OH 3aMeTUII ee, IIOIIes
pacckasaTb cyaTany. Tot obeman yours paba, ecnm JeBylIKa Hekpa-
cuBasi, pab MIPUBOAUT €ro K TaMapyuHAY. JleByIlKa I1ader o HOTepsIH-
HOM Opare, Cy/ITaH CKa3as, 4To TOT y Hero. [IpuBens k cebe feByIIKY,
OH oberas eif IoKa3aTh OpaTa IMOC/Ie TOro, KaK OHa CTaHET ero XKe-
Hoii. [leByiiKa BbIIIIa 3a Cy/TaHa 1 3abpita Opara [Miller 1905, Ne 20:
99-105].

Kommenrapun (puc. 8). Motus npepcraBieH Bo Bceit EBpore
(kpoMme kpaitHero ceBepa), B CpennseMHOMOpbe, Ha KaBkase, B Cpefi-
Heit Asuu u Ha Bmwkuem Bocroke, Bkmiouas Vemen, XampamayT
n Maxpy. COKOTpUIICKIIT TE€KCT CYIIECTBEHHO OT/IMYAeTCs OT KJac-
CUYECKVX BEePCUIL, B KOTOPBIX M/Ia[IINIi OpaT JeByIIKY IpeBpallaeT-
Cs B )KMBOTHOE IIOC/IE TOTO, KaK IIbeT BOAY 13 CJIefia OT KOIBITA U T.IL.,
a B KOHIIe IIOBECTBOBaHMsI BHOBb 0OpeTaeT yemoBedecknit 06mmk. Yro
Kacaercs onpepnenenns cioxera 450 B ATU (“Little Brother and Little
Sister”), TO OH BK/IIOYAaeT HE TOJIbKO OIMCAHHBIN OCHOBHOM 3IN30],
HO U MHoro (akynpratuBHBIX. B Hemanbckoit (monmua MycraHr)
U B ANOHCKOM Bepcusax, kortopble ATU Toxke ylomMuHaeT B CBA3U
¢ Ne 450, motuB «bparer-ko3neHok» BoobOmie orcyrcTByer. OH He
BcTpedaeTcs u B CeBepo-BocTo4HOI Adpuke. JIHaue roBOps, COKOT-
PUMIICKWIT TEKCT OOHAPY>KMBAET MCKIIOYNTETIBHO ONVDKHEBOCTOYHBIE
CBA3YI, HO He I)KHOA3MaTCKIe U He appuKaHCKHe.

(9). «BepHas >xeHa u co6masuurenm» (L100C; Th D2006.1.1;
He cmemnBath ¢ ATU 1730, cm. Ne 25). JKenuuny nbiTaoTcs cobnas-
HUTB 3a JeHbrn. OHa [ieaeT BUJ, YTO COI/IACHA, HO JIMIID U3JIeBaeTCs
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Puc. 8. bparew-ko3neHok

HaJl KaXJIbIM, KTO K HeJl IIPUILET, a TOT, CThIACh, TOBOPUT IPYTUM,
OYZTO IOTY4YNIT YEOBONIbCTBIE.

Coxkorpa. My>x yexas Ha 3apaboTKy 1 IproOpern 60raTcTBO U BbI-
COKO€ TI0JIOKEHVE B HOBOJI CTpaHe. Tpoe My>K4YMH U3 3aBUCTY pelln-
7 cOOIa3HNUTD €T0 XKeHY, OKU/AIIYI0 My>Xa B pogHOM ropoge. [lep-
BBIJI IIPUIIET K HEJl, OHa MONPOCUIA IIPUITY 3aBTPa, YTOOBI YCIIETh
npuBecTy cebs B nopAgok. Korma rocts mpuiies, OHa ero HalouIa,
I06aBUB CHOTBOPHOE, OTpe3ajia TeCTUKY/IbI U 3aumia paHy. [Tpups
B ce0s, OH CKasaJl IPYTUM, YTO Bce ObUIO OTIMYHO. To ke crydmaoch
CO BTOPBIM MY>KYMHOJ, 3aTeM C TpeTbMM. Torga HeyjgaBLIMecs CO-
O/1a3HUTENN [JOTOBOPWINCDH JIMIINTD MMYINECTBA MY>Ka >KEHIVHBI:
OZIVH 3asIBUT, YTO OHO €T0, a ABOE APYIrux OyayT cBupeTenamu. yKen-
1[yHa 00 9TOM y3HaJIa, HapAAV/IACh MY)XYMHOI U O BUIOM Inepuda
IOpUIUIAa K IpaBuTento. ToT pemmna B M0OIb3y TPOUX 3aABUTENEN, HO
MHVMBIT Iepu¢ MpeIoKIII IPOBEPUTD, He KacTparsl i oHu. [Toce
IPOBEPKYM MY)XUMH IOCAAVIN B TIOPbMY. My>X >KEeHIIVMHBI 06ermast
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Puc. 9. BepHasi xeHa n cobnasHutenu

MHUMOMY 1epudy moboe BosHarpaxaenue. lllepud (r.e. xeHmmHa)
HOIPOCU/I Y HETO €ro XeHY, MyX OTKasaucs. Torza TOT IONIpOCKI
KOJIBIIO C €T0 PyKMU, Ipocbba ygosieTBopeHa. [lapa (mopo3Hb) BepHY-
J1ach JIOMOVL, >KEHII[IHA BHOBD IIPUH/IA OO/IMK SKeHBI, II0Ka3asa KOoJb-
110 1 Bce pacckasana [CSOL I, Ne 1: 44-55, 6nm3kuii TekcT cM. B Miiller
1902, texcr K, mocnenusas yacte: 149-161].

Kommentapun (puc. 9). OueHb IIOXOXKME TEKCTBI 3aIVICAHBI
B Maxpe u [Ixodape [Miiller 1907, Ne 10, 19: 23-33, 73-87]. Kpome
TOrO, MOTUB OTMeueH B CeBepHOiT Adpuke (kabuibl) 1 B 3amagHol
EBponie (Mranmus, Bxmroyas Curpmio, Vicnanms, Bmodas CrpaHy
backoB, ®pannus, Janusa, Hopserus). B Bocrounoit EBpone nomo6-
HBIII CIOKET Yia/Ioch OOHAPY>KNUThb TONBKO Y Ka3aHCKMX TaTap. 3ara-
JIOYHBI AKYTCKMI U IOKaIrMpPCKWUII BapMAHTHI, 3allJICAHHBIE COOTBET-
cTBeHHO B 1945 u B 1959 1. Ha ceBepo-BocToke Skytuu (Kypumos
2005, Ne 24: 275-279; Dpruc 1964, Ne 63: 226-228). Bynyun B 1eniom
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CXOJIHBI C €BPOIENICKMMU BepCHUAMY, OHU, OFHAKO, He COfepKaT 3IIM-
30J0B, KOTOpBIe MOITIV ObI CYMTATHCS 3aVIMCTBOBAHHBIMM 13 HUX.

(10). «Cectpsl 3amyxkeM 3a xuBoTHbIMM» (K84; ATU 552.1).
HeckonbKo cecTep BBIZAHBI 32 PA3HBIX JXMBOTHBIX WJIN JI€MOHOB.
OO6BIYHO MYXbsI CeCcTep IOMOTAIOT UX Opary.

CoxoTtpa. YMupas, orel] BeIUT CbIHY BBIIAThb YeTBIPEX CecTep 3a
JeTblpex OpaTbeB, KOTOpble IOC/IENOBATENTbHO NPUAYT CBATATHCH,
a TaK>Ke BE/UT KOMATh 1107 BePOIIKbUM CTOIIOM. CeCTphI BBIJAHBI
3a mpumenmux (crapmas 3a crapurero u T.Jj.). Cryra HamoMuHaeT
IOHOIIIe, YTO Ha/I0 BBIKOIATh Kaak. OHYM HAXOMAT KYBILUVH, B HEM XI-
Basi KypHuIia, OHY IPOJAIOT ee Ha phIHKe. Uepes HEKOTOpOe BpeMs CIIy-
ra BO3BpallaeTCs Ha PHIHOK, BU/UT, YTO KYMUBILNIT KYPUILY PeXeT ee,
IPOCUT OTHATh eMY XenynoK. Baemkobiio Conomona(ThD849.10.1§),
KOTOpOe C/Iyra OT/JaeT IOHOIIe U BeJIUT He TepPATh — MHade OHU 00a
HOrnO6HYT. 3aTeM CIyra IPOCKUT KOJIbIIO Ha3ajl, CasKaeT IOHOIIY cebe Ha
CIIMHY M C TIOMOLIBIO KOJIbIIA JIETUT K 3STbsAM. Te 06elaloT IoMoub,
€C/Iy KOZbII0 YKpaayT. OXHaK/AbI IOHOIIA OT/AeT KObIIO MPUILeIIert
KEHIIJHE, a Ta BEJIUT CBOEMY JOMY HOHATBCS Y OCTATbCSI MEX/Y He-
0oM 1 3eMJIeil. Y3HaB 00 9TOM, CIyra yMUpaeT, a IOHOIIA IIPUXOAUT
K CTaplieMy 35Ti0. TOT OTChIIaeT ero K CIeAyIIeMy 10 CTapIINHCTBY
VI T.Ji., MTQIIINI TIPOCKT IISATD HEN OTCPOYKY, MOChUIAeT Ha TTOMCKM
nTuil. Bce ITUIIBI BepHYINCH Yepes IATD [Hell, He Halifis KO/IbIia, HO
Of{Ha BEpHY/IaCh Yepe3 CeMb IHell, 00HaPY>KIB KOJIbIIO B JOMe KaKOTro-
TO YenoBeka. [IpuHecs ¢ co60it MbIllb, ITUIIA MOI[EKOTATAa XBOCTOM
HO3JPIO CITAIIET0, TOT YMXHYJL, BBIITIOHY/I CIIPSITAHHOE BO PTY KOJIBLIO,
MBIIIb IPUHECTA ero MTULle, ¥ OHM BepHYnch K foHomre (Th K431.1§,
cp. [el-Shami 2004: 314]). B narpany ata ntuia cjenana napeM ITui,
a MBIIIaM pa3peLIVIy iefiaTh B loMe Bce, yTo oHM XoTAT (Th K431.1§,
cp. {el-Shami 2004: 314]) [Miiller 1905, Ne 1: 45-50].

Kommenrtapum (puc. 10). Motus tunuden mis EBpomnbl, KaBkasa
U Bcero apabckoro mmpa. VpaHcKye Bepcuy 3alyiCaHbl Ha CeBepo-
3anaje Vpana. CaMble BOCTOYHbIE BapMaHTHI B Ipefenax EBpasum
3aMKCUPOBaHbl y MaHCHU, Y30€KOB U 3BEHOB. B mocnmemHem ciydae
pyccKoe 3aMIMCTBOBaHME BO3MOXKHO, XOTSI YaCTHBIX OOIINMX MOTUBOB
C BOCTOYHOC/IaBSIHCKMMMY BapuaHTaMmM y 9BeHoOB HeT. B [Uther 2004]
B onpepnenenue ciokera ATU 552 BK/II0UeHbI S1IM30/Ibl, XapaKTepHbIe
ms Hamrero motuBa M38 (= Th J2411.3, “Heymenoe nogpaxkanue”),
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Puc. 10. Cectpbl 3amyxeM 3a XMBOTHbIMU

x0Tt A. AapHe IepBOHa4Ya/IbHO BbIien “Heymenoe noppakanue”
Kak otzenbHblil croxeT ATU 552A. Beuay atoro Ha puc. 10 cioyyan,
KOTOpBIe M3BECTHBI TOJIBKO II0 yKas3aTe/sIM U He IMPOBEPEHBI 10 Ca-
MUM TeKCTaM, 0003HaYeHBbI OebIMIU KPY)KKaMI KaK TpeOyoliye 1Mo -
TBEP>KIEHSI.

(11). «Komka, co6aka m BommeOHbIt mnpeamer» (K33H;
ATU 560). YenmoBek o6peTaeT BOMIIEOHBIIT TPEIMET, BHITIOTHS IO
XemaHus. ITOT mpeaMeT noxuiineH. Ero Bo3BpaIaoT )XMBOTHbIE, KO-
TOPBIX Tepoii 1o aToro crac. Cm. Ne 10.

KommenTtapun (puc. 11). B Espore croxxer ATU 560 — onuH us
caMbIX nonynAapHbIX. OH U3BecTeH Takke Ha KaBkase, Ha bmkHeM
Bocroxke, B VMpane, B I0xHoI1, LlenTpanbroit, I0ro-BocTounoii n Boc-
TOoyHOM Asumy, Ha rore Cubupu, a B Appuxe, cKkopee BCEro, pacripo-
CTPaHWICS 1IOf] apaOCKVIM BIIVISTHVEM.

OnekTpoHHasa 6ubnuoTteka Myses aHTpononorum n atHorpacdumn um. Metpa Benwukoro (KyHctkamepa) PAH
http://www.kunstkamera.ru/lib/rubrikator/03/03_03/978-5-88431-323-1/
© MA3 PAH



MoTuBbI COKOTPUIACKOro (ONbKIOpa B €BPa3niiCKOM KOHTEKCTe 25

Puc. 11. Kouwuka, cobaka v BonwebHbIi npeamet

(12). «Baputp Ha yganenHom orae» (M197; ATU 1262). Bcepbes
WIN JEeMOHCTPUPYS abCYpPAHOCTb IOOOHBIX AEVCTBUI, MEPCOHAX
IIBITAETCS TOTOBUTH Ha OTHE (MCTOYHMKE CBETA), HAXOMAIIEMCS [1ajie-
KO OT 00bEKTa, KOTOPBIII C/IeyeT HarpeBaTh.

Coxotpa. [IBoe My>X4nH obeljany 3aIaTuTb Maab4iKYy, eC/IU OH
IIPOCTOUT IO LIEI0 B BOfIe B MOpe OT 3aKaTa Jj0 paccBeTa. Manbumk
HaXOM[M/ICS B BOJE, @ €T0 MaTh pa3Besia Ha Oepery KocTep U Kypuia
TPpyOKy. My>X4MHBI OTKa3a/IMCh IVIATUTD, CKa3aB, YTO MAJIbYUK IPeJICH
y xoctpa. ToT nmoxanosanca Anmu borwmo. Anmn borunb 3apesan ko3
U TI03Bajl Ha IMP CYZiel U BIacThb npefepkamux. OgHaKo OH IOCTa-
BIJI KOT€JI B OJHOM MECTeE, a OTOHb pasBell B ipyroM. IIpucyrcrayto-
1IMe CKa3aau, 9TO BOofa TaK He 3akunuT. Anau botunb cornacuics, go-
0aBMB, YTO U MAJIbYMK He MOT COTPETbCA OT PasBefjeHHOro Ha bepery
kocTpa. Tem mogam npumiock 3amwmaTntb Manbauky [CSOL I, Ne 16,
240-245].
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Puc. 12. BapuTb Ha yIaneHHOM OrHe

KommenTapum (puc. 12). Onmusop o6brdeH [ apabCKUX CTpaH
[el-Shami 2004: 723]. OTCBIIKY K HECKOTBKUM MEXPUIICKUM BapuaH-
TaM, C KOTOPBIMU COKOTPUIICKME IIOYTV HaBepHsKa CBS3aHbI, CM.
B [Naumkin et al. 2014: 6].

(13). «Opnonorue» (L85E). Y nepconaska muiub ogHa Hora (11 OfHa
pyKa), 9TO He MelIaeT eMy ITepeBUTaThCs.

Coxotpa. KpaTkoe omnmcaHue >XeHIUVHBI-TMHHUIN C >KeJIe3HON
HOTOJ1: KOTJ]a OHa GEXWT, HOTa OCTaB/IAeT Ha TPYHTe IIyOOKMe ClIefIbl
[Miiller 1905, Ne 6: 65]. IIpocTpaHHBIit TEKCT, 3amycaHHbi B 1970-x ro-
nax HayMkuHBIM, IpeficTaBiseT cob0i 6BUINYKY O BCTpede paccKas-
YyKa C >KeHIIVMHOV-TMHHMIIel, uMeromeit «Hory-reo3ab» [CSOL I,
Ne 18].

KommenTapun. B npenenax bmoxaero Boctoka napasnieny He Haii-
neHbl. B Appuke MoTyB 3aduKcMpoBaH y cBa3y U HaHAy, B MuKpo-
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He3Ny — Ha YTy, B EBpore — B ckaHAVHABCKO-OaTTUIICKOM apea-
e (JINTOBIIBL, CETY, Kapesbl, caamMbl). Yallle Bcero MOTUB BCTpeYaeTCA
B Cnbupu u LleHTpanbHOi Asuy (IOTypbl, OipaThl, Xa/lIXa-MOHTOJIBI,
IIVIPOHTOJIBI, XaHTBI, KeThl, HUBXM, HEIVMAA/IbLIbI, IOKarupsl). B fmo-
HUM OH U3BecTeH Ha XOKKaiifo 1 B ToXOKy, 4TO 103BO/NAET IPEAIo-
JaraThb altHCKuMi cy6cTpat, a B HoBom CBete 06br4eH b Ha Komym-
OMIICKOM IIIaToO.

«OIHOHOTUX» TPYJHO YETKO OTHEMUTD OT «CYIIeCTB-IIOIOBHOK»
(L85: mepcoHaxk MMeeT NUIID MTOJIOBUHY TeNa, pasfielieHHOTO 110 Bep-
TUKanmm). 9ToT nocneguuit Motus B Ctapom CBeTe pefcTaByIeH MoY-
TY IIOBCEMECTHO, a TaK)Ke M3BECTEH PAJly C€BEpOaMEPUKAHCKUX Tpa-
TIVALIATA.

(14). «XKena ITotugapa» (F70; Th K2111; [el-Shami 2004: 583]).
JKeHmyHa 710)XKHO OOBVMHSAET MY)XUMHY B IIOCATaTe/IbCTBE Ha Hee.
B Adpuxe u Ha bimxaem Bocroke passepHyThIit cioxet «Kenst Ilo-
Tidapa» OOBIYHO COAEPXKUT CAEAYIOIVe JOIOTHUTENIbHbIE MOTMH-
BBl — BMeCTe VIV B Pa3HbIX COUYETAHNAX.

a. «JKenmuna mapanaer ce6e teno» (F70A): 06BUHSA My>X4YMHY
VI MajibuyKa B IIOCATATE/NIbCTBE Ha Hee (KaK IPaBUJIO, CEKCYaylb-
HOM), >KEHII[HA NIpebsBsieT cpabpUKOBaHHbBIE €l BelljeCTBEHHbIE
JloKa3aTenbCTBa (pBeT Ha cebe OfieX/y, LlaparaeT Teo U T.IL.).

b. «Mectb oTBepruyTOii» (F70B): XeHIIHAa MCTUT MY>KYUHE, OT-
BEPrHYBILEMY ee TI000Bb.

c. «OckorneHHblIi genaetcs MyxunHoi» (F70C): oHo1a cTaHo-
BUTCSI KEPTBOII MHTPUTHK U MCKajedeH (0ObIYHO OCKoIUIeH). Bee Boc-
CTQHOBJIEHO BOJIIIIEOCTBOM, OH CYACT/INBO KEHNUTCS.

d. «Ono3opennsiit gonocunk» (F70D): neByuika Bbijjaet cebs 3a
MY>KUVMHY 1160 KacTpaT WM AeBYIIKa CKpbIBaeT yBeube. HekTo pas-
I7IalaeT ceKpeT. B mocimegHmit MOMEHT repoii (reponHs) BOMIIeOHbIM
o6pa3oM nsbassgeTcs OT yBeubsl (0OpeTaeT My>KCKO€e eCTeCTBO), J10-
HOCYVK OII030peH.

Coxkortpa, BapuanT 1. [[Boe 6paTbeB mrob6unnu fpyr gpyra. Ha Bo-
IIPOC O TOM, €CTb JIJ YTO-TO Ha CBETE, YTO MOXKET Pa3TyuUTh X, M/IAJI-
NI OTBETMJI CTapIleMy, YTO WX PasIydnuT >KeHIMHa. Crapumit
YKEHWJICH, JKeHa 3aXOTela COMTUCh ¢ M/IAZIIIMM, TOT OTKa3aJCs, OHa
HopBajia Ha cebe OfEXAY, CKasala MyXy, YTO €ro OpaT IbITajics ee
M3HACUJIOBATh, MOTPe6OBaIa, YTOOBI MY>K OCKONIMJI €ro, KOTfa TOT
CTaHeT NOUTb KopoBy. Crapiumit Opar Tak M CHenan, MIagummi yoe-
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xay. Yepes HeKOTOpOe BpeMs B CTpaHe, Kyfia IIoNafiaeT Oerel, Cy-
TaH CO3bIBAET MY>X4MH — ITYCTb JOYb OPOCUT KaMellIeK B CBOETO 13-
OpaHHMKA, 32 KOTOPOTO €il IPEeJCTOUT BBIATU 3aMyX. Ta TpUOKAbI
HONafjaeT B IOHOIIY, He 3Has, 4YTO OH OCKOIUIeH. B 6pauHyro HOYb OHa
nemaet cebe Haxpe3 Ha Oefpe, YTOOBI HA MPOCTBIHE OCTANACh KPOBb
(Th K1913.1§; [el-Shami 2004: 528]), u BemuT MyXy He 6€CIIOKOUTHCS
U3-3a CBOero nonoxkeHuA. Ciryra 3aMedaeT, YTO 34Thb Cy/ITaHa KacTpaT.
Cynral Benut BceM My>kurHaM Kymarbcest Harumu (Th H1582.7.3.1§),
IOHOIIIA yOeraeT, II0 Iy TV BCTPeYaeT CTApPUKOB, OHVM BOCCTAHAB/IVBA-
I0T eMy MY>KCKOe JOCTOMHCTBO 3a O0elllaHue OTHaTh peOeHKa, KOTO-
PBIIT Y HETO POAUTCA. 3ATh BO3BPAIAETCSA B CEMbIO VI KYIIAeTCsl HaTuM
BMECTe C OCTJIbHBIMU. YBIIEB 3[I0POBOTO 34T, CY/ITaH Ka3HNUT CIIYTY.
3ATb OTHeC CTapMKaM HOBOPOXX[ICHHOTO, OHV 3ape3ajy MajbyMKa
U OTHA/IM KyCO4YeK IUIOTY OTIY. bBIBIIMIT KacTpaT OpOCHI 3TOT KyCo-
YeK Ha JIOHO KeHe, U pebeHok Bospomucs (CSOL I, Ne 19: 291-302).
Ouens 61m3Kas Bepcus ony6mkosana B [Agafonov 2009; 2010].
Coxotpa, BapuaHT 2. B oTBeT Ha BOIpOC cTapiuero (XKeHaToro)
Opara X0/I0CTOI MIafIInii O6paT OTBEYaeT, YTO UX MOXKET Pasfie/IuTh
KeHIIMHa. YTOOBI MpPOBEpUTDb, TaK /1M 9TO, OH IIpefIaraer Opary
yexaTb Ha JiBa 'Ofja, OCTaBUB C HUM >KeHy. Ta mpeptaraet 6paTy My»xa
CBOIO TI000BB, IOHOIIA OTKA3bIBAETCH, @ KOTZIA MY>K BO3BpAIjaeTCs,
JKEHIIJMHA PBET Ha cebe ofeX/ly 1 0OBMHsET OpaTa My»Ka B IIOIBITKE
ee M3HacwI0BaTh. Korga loHOIIa OV KOPOBY, CTapLINit OpaT oTpesan
eMy rneruc. IOHoIIa IPMHOCUT OTpPe3aHHBIN NEHNUC CTapyXe, IPOCUT
ero ycuenuTb. OHa ITOCBUTAET ero K YeThIpeM JIIO0eIKaM, Y KOTOPBIX
TPYAM 3aKVMHYTBI Ha CIIVHY, BeIUT IPUIOKUTHCA K TPYAU OHON 13
HIUX (JTIoff0efika ofoOpseT ero AeiiCTBIA ¥ TOBOPUT, YTO MHaYe ObI OHA
ero cpena). Korga mpuxoput ee CbIH U IPYHIOXMBACTCA, IYBCTBYA 4e-
JIOBEKa, OHA TOBOPUT, 4TO Ipuiesn ero O6par. CbIH TIOOEIKU OTBeE
IOHOWIY K JIpyroil mopgoenke. Ta BoCcCTaHAaBIMBAeT €rO MY>KeCTBEH-
HOCTH 3a o0elllaHue IIPVHECTU eJl Ha ChbefeHbe NepBeHna. IOHoma
CBaTaeTCA K HEKOeIl IeBYIIKe, OJHAKO €€ OTIa OCAXK/IAIOT ellle IBa JKe-
Huxa. OTel OTAacT O4Yb 32 TOTO, KTO B I'OJION IYCTBIHE IPUTOTOBUT
eny. JIBoe IpeTeHJeHTOB He B COCTOSTHIMM 3TO CIe/IaTh, FOHOIIA HAIION-
HsIET COCYJL CIIOHOV BepO/IIOfOB M KUIIATUT ee, CKNUTasi CBOIL IOCOX.
JKeHUBIINCH, OH OTHOCKUT POAVIBILErOCs peOeHKa JII0I0eNIKe, a 3aTeM
BMECTe C KEHOI IPUXOANT TYHA, IMe ocTancA 6pat. EMy He HpaBuTCH,
YTO JKE€Ha IIYTUT» C ero O6paToM, U OH COYMHSAET II0 3TOMY IIOBOAY
ocyxpamolee ctuxorBopenne [Miiller 1905, Ne 16: 89-95].
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KommenTapym. COKOTpuUIiicKye TEKCThI OOJIbIle TIOXOXKM Ha eIM-
netckyio «CKasKy 0 IByX OpaTbsix» I ee mapanienu B ahpuKaHCKOM
U O/IVDKHEBOCTOYHOM (OJIBKJIOPE, YeM Ha BETXO3aBETHYIO VICTOPUIO
Nocuda, x KOTOpoit BOCXOAUT OONBIINHCTBO XPUCTUAHCKNUX U MY-
CYJIbMaHCKMX Bepcuil. BoT pestoMe caMbIX IOKa3aTelTbHBIX BapuaH-
TOB, HaIIOMUHAIOIUX COKOTPUIICKNME ¥ COfepKaIux Hamboree Xa-
PaKTepHBIIl 91308 — BoJIeOHOe 0OpeTeHe repoeM yTpayeHHOTo
MY>KCKOTO JIOCTOMHCTBA.

IIaxpu (Jxodap). Yesxas, cynTaH BeIUT CbIHY yOUTb peOeHKa,
€C/IU JKeHa POJUT HEeBOYKY, HO COXPAaHWUTD, €C/IM POAUTCA MaJIbulK.
JKeHa pokaeT ImeBOUKy, OTZaeT ee Ha BOCHUTAHNE CTapyxe, a Opat
BMECTO Hee XOpOHMT OBIy. JleBouka BbIpacTaeT. Bompekn 3ampery,
OJTHaXJIbI OHA BBIXOAVIT OTOTHATD KYP OT 3€PHA, €€ BUANT CY/ITaH, XO-
YeT B3ATb B JKEHBI, il IPUXOAUTCA NPU3HATHCS, YTO OHA €r0 JOYb.
CynTaH BeluT ChIHY YOUTD CECTPY, HO TOT BMecTe C Heli yoeraeT. OHU
XXVBYT Y Py4bsl, OpaT OXOTUTCS, BOJIOC CECTPHI IUIBIBET II0 TEYEHMUIO,
ero monbupaeT cTapyxa, coo0IIaeT «HEBEPHOMY», TOT BETUT HANTH
meBylIKy. Korza ymony IpuxonaT 3a eBYLIKOJ, OHA BEJIUT UM YOUTbH
ee OpaTa 1 3aMaHMBaeT €ro B JIOBYIIKY — IIpeJjlaraeT UrpaTb B UTPY
C YCIIOBMEM, YTO IIPOUTPABIIETO IIPUBSDKYT K CKaMbe. Bourpas, oHa
CBsA3BIBaeT Opara, 1 «HeBEePHBII» ero ockoruiseT. Komika meperpeisia
Iy THI, JOHOIIIA BBI3JIOPOBEJI, OTIIPABMUJICA CTPAHCTBOBATD, €I0 YBUIE/IA
[I0Yb Cy/ITaHa, O0elaB BBIITY 3a HEro, HECMOTPS Ha TO YTO OH Ka-
crpar. «HeBepHbIT» TOBOPUT CYITaHY, YTO €TI0 35ATh He MY>K4IHA, TOT
obelraeT Ka3HUTD JOYb U ee M3bpaHHMKA. BeyepoM >XeHa cryckaet
IOHOIIIy 113 OKHA Ha BepPeBKe, OH YXOJUT, TPM aHTe/a 00eIaloT BOCCTa-
HOBUTb €TI0 MY>KeCTBO, €C/IY OH OTHACT VIM ITOJIOBMHY CBOVIX OyIyIINX
meteit. Korma Mope cTaso 3e/1eHbIM, aHIe/Ibl OpPOCAIOT IOHOLIY B BOJI-
HBI, 11 €T0 T€HUTA/INMI BOCCTAHAB/IMBAIOTCA. BepHYBIINICD K XKeHe, OH
CIIUT C Hell, 3aTeM OTpybaeT roJIoBy cecTpe 1 HeBepHOMY. JKeHa poxa-
eT Tpoux jieTert. [IbITasch pa3ennuTh VX COIIACHO 00eIaHNIO, IOHOIIA
paspybaeT OgHOTO IOIO/IAM, HO aHTe/Ibl COAVHAIOT IIOJIOBYHBI 1 OT-
IIYCKAIOT I0HOIIY K >KeHe BMecTe ¢ TpeMs fetbmu [Miiller 1907, Ne 22:
102-110].

Apa6s1 Vipaka. CpegHnil M MyIajIINii CBIHOBBSA IIeliXa He MOTYT
HAaJITV TPaBY ML CKOTA, CTAPIINIT HAXO[WT, BCTPeYaeT IEBYIIKY, OHa
[laeT eMy Med, YTOObI yOUTD JIFofoeNa, IOHOLIA IIPUBO3NUT TPABY OTILY,
IIefIX BE/IUT IepeKoueBaTh Ha 9T0 MecTo. Crapuinii OpaT )XeHUTCS Ha
meBylke. OTel BeUT CpefHEMY YOUTb CTapIlero, TOT He MOXKeT.
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Miafjimmit OCKOIIMJI cTapiiero 6para Bo CHe, TOT YIIIe/T B IPYTOii 03,
youn 70 6eynHOB, ero pab mprcBONI 3acIyry cebe, HO He CMOT IO
HATb KaMeHb, II0J] KOTOPBIl IOHOIIA CJIOKII CTPEMeHa J IIOBOHbA
yourseix. llleiix BbIgan 3a oHOLIY CBOMO 1o4b. FOHOIIA ITpOCKT OTCpOY-
KJ Ha MecAll, 3areM yXxoauT. IIpopok m Anm BOCCTaHaB/IMBAKOT €ro
MY>KeCTBO, HafIeJIAI0T CIIOCOOHOCTBIO BpayeBaTh. lOHOIIA coenHAeT-
cs ¢ KeHoi1. [loma orelt u 6part TsKeno 3aboseny, 6eynHbl yTOBOPU-
nu roHouy usneunth ux [Weissbach 1908, Ne 15: 92-104; nepesog
B Jle6emen 1990, Ne 17: 95-101].

Opeunit Ermner. Crapumit 6par AHyn >keHat, maajmnit bary
KIBET B ero joMe. Bo Bpems ceBa AHyn nocnan baty npunecTu eme
CeMsH, JJoMa >XKeHa AHYIIa IPeJIOKIIA €eMy COMTUCH ¢ Hell, HO bary
oTKasascs. BedepoM >xeHa nputBopuiach 60bHON U M30UTOI, 0OBM-
HuB bary B mokymennnu Ha Hee. KopoBsl mpegynpexjaor bary, 4ro
Anyn xoder ero youtb. AHyn rouutcs 3a bary, Tot npocut 6ora Pe
IIOMOYb, Pe co3fiaeT MeXX Iy HMMM BOIHOE IIPOCTPAHCTBO. YTpoM bary
KPUYUT C Ipyroro b6epera o TOM, YTO IIPOMU3OLIIO, OCKOIIAET cebs
u 6pocaeT CBOJI IIEHUC B BOJY, €r0 IPOITIaThIBaeT COM. bary yxomut
B Jlomuy Kepnpa, mpenymnpenys, 4To ec/y MBO B KPy>KKe BCIIEHUTC,
3TO 3HAYNT, YTO C HMM YTO-TO CITy4MI0Ch. [Joma AHYI yOuI )KeHy, BbI-
opocun Tpyn cobakam. B [lonmune Kenpa baty momoxxun cBoe ceppie
Ha 1BeTok Kenpa. boru OHHeanp! (TouHee XHYM) Ie/maloT eMy >KeH-
myHy. Mope IONbITaNIOCh ee IOXUTUTD, KpUKHYIOo Kenpy cxBatuthb
ee, TOT CXBATWI JIOKOH, Mope IIpUHeCIo ero TyAa, Ihe CTUpaIn i
dapaona. Tor mocblaet moofeit 3a >keHIHON, baty nx yousaer. ®a-
PAOH IIOCBITAeT HOBBIX JIIOfIEl, )KEHIIVIHY IPUBOJAT, OHA TOBOPUT, UTO
CYIIHOCTD (>KM3Hb) ee My>Ka B IIBeTKe Ha KeZipe. BouHbI cpyomu kezp,
bary ymep, y AHyna BCIeHWIOCh IMBO, OH HAaXOOMUT Tpym bary, Ha
4eTBEePTHIN IO HAXOUT CEMEUKO, KJIaJieT B BOLY, 9TO U ObIIO CepALe
bary, Tor oxxuBaet, NpOIrNIOTUB CEMEYKO BMECTE C BOON. baty mpe-
BpaijaeTcs B 6bIka, AHYH IIpojaet ero gapaony, bary cHoBa Ha BpeMs
CTAaHOBUTCA 4Y€/IOBEKOM, OOBVHSAET >KEHIIVHY B IIpefaTenbcTBe. Ta
HIpOCUT papaoHa IPUTOTOBUTD eii ITedeHb ObIKa. VI3 IByX Kamenb Kpo-
BI OBIKa 32 HOYb BBIPOC/IN [IBA lepeBa-Iepcel, KeHIIMHaA TPOCuT ¢a-
paoHa cpyouTb ux, cenarb Mebenb. OfHa Iienka Iomaaa B poT XKeH-
LIVHe, Ta poAuia cbiHa. Masib4uk, T.e. Bce TOT Ke bary, BblpacTaer
U TIOoCIe cMepTy (hapaoHa BOIAPSAETCSA ¥V PacCKasblBaeT CBOIO UCTO-
puto. Yepes 30 ner, nocie cmeptu baty, hpapaoHoMm cTaHOBUTCS AHYTI
[JIuBmmny, 1979: 87-102].
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Conran. Hekpacusepiit crapmmit 6par Kennmabe s>xeHuscs, ero
JKeHa TpejiaraeT cebs kpacuBomy mnapuiemy Kennkennma6e. Korzma
TOT OTKa3bIBACTCsA, OHA IIPUBOJUT ce0s1 B OeCIIOPATOK, TOBOPUT MYXY,
4TO ero OpaT XOTeNl ee M3HACWI0BaTh. CTaplInil OCKOIVI MTAJIIero
u ybexxan B yiec. MyTagumit MjieT MCKaTh CTApIIero, IPUXOANT B Celle-
Hyte. Crry)kaHKa BOXX/A ITOPakeHa ero KPacoTol, J0Yb BOXK/A IPOCUT
OTIIa >KeHNTD ero Ha Heil. FOHOIIa BBIHYX/IeH COITIACUTBCA, HO TIPO-
OyeT yrommTbcA. Kakoii-To 4eloBek BefieT ero K [yXaM, BOCCTaHaBJIN-
BAaeT ero MY>KeCTBO, OH CYAaCT/IMB C >KeHoil. OHa poXKaeT CbIHA, KOTO-
pomy patrot ums Kenmnmabe. bparbs BcTpevatorcs u mupsites [Belcher
2005: 24-30].

Conmnnke (rpanuna Cenerana u Manm, si3bIKOBasi CEMbsI MaHJIE).
JKena crapuero 6para mpiTaeTcst COOMasHUTD MIAZILIETO, TOT €€ OT-
Bepraer. OHa XalyeTcs MyXYy, OyATO MIaJIINI IBITA/ICA €10 OBJIa-
IeThb, BeIUT €ro OcKonuThb. CTapinil ABa>KAbI IIBITAETCA HOYBIO I10-
TOVITY K MIQfILlIeMy, HO cOOaKy mogHuMaroT TpeBory. Ha Tpertnii pas
co6aKy He JIAIOT, CTAPIINII OCKOIUIAET MJIA/IIIETO U IPMHOCKT JKeHe
ero TeHUTaIMM. MIagmmil BeI3AOpaBINBaeT M YXOAUT, @ CTAPLINIT
C )K€HOJI HMIIAIOT ¥ C/IeNHYT. Llapckas fo4p BI6IAeTCA B MIajlIe-
TO, BeJINT OTIIY BBIJIATh €€ 3a Hero. [[Be HouM MOJIOZI0¥ MY)X He Kaca-
eTCs >KeHbl. PabbIHA OCMAaTpyUBaeT ero CIISAIIEro, YKeHa coobIjaeT
OTI[y, YTO MYX KacTpar. OTel] BeJINT CIyTe IpOBEPUTD, IIpaB/a JIN
3TO, U 0bemnjaeT Ka3HUTH MO0 3575, MO0 PabbIHIO, €C/IU Ta COTaJIa.
Jlyxu BeJIAT I0HOIIIe ITOIMaTh HeKoero 3Bepsi. B o6meH 3a obemanne
€ro OTIYCTUTD, 3Bepb HaeT I0HOIIEe Ha BEIOOP CeMb 9K3eMIUIAPOB Ie-
HuTanuit. OCKOIUIEHHBI BO3BpaljaeT cebe MY»CKOe TOCTOMHCTBO,
ybOuBaet 3Beps, 3abupaeT Bce TEHUTANTNM U HOYBIO HECKONIBKO pa3
nofpAJL cxopuTcs ¢ xeHoit. OHa pokaeT cbIHa. [lapcknii 34Th ¢ xe-
HOJ1, CKOTOM ¥ 30JI0TOM BO3Bpalaetcs Ha poguHy [Dantioko 1978:
109-119].

Mody-rynyp (BeTBb OMy-MaHIapa, 4ajckue s3bIki, ceBep Kame-
pyHa). B orcyTcTBUME My>Ka >)keHa He KOPMUT ero Myajuero 6para. Of-
HaXX/IbI OHa TOTOBMT XOPOIINII 06€el, 30BeT I0HOIIY, HO TOT He BEPUT
B ee ToOpoTYy, 30BeT Ha obef Apy3ell, a caM He eCT, IIpAYa efly B KaJle-
6ace. BsbOereHHast >XeHIIHA IPUBOUT ce0s1 B O€CIIOPATOK, XKanyeT-
CA MYXXY, 4YTO Ha Hee IOKyIIamuch. ToT ockommt 6paTa, HO IOHANI
CBOIO OIINOKY, KOIZIa IOHOLIIA ITPVBEJI CBUJETeNIeN U IoKasas Kajebacy
¢ HeTpoHyToII efoii. IOHOIIa yXOAUT, K HeMY IPUCOENUHAIOTCA JOYb
TBMBI, JOYb JIYHBI, JOYb AyXa BOJ (OHa pa3gBUraeT BOABI, YTOOBI
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HPOVITY IO THY PeKU), JO4b COMHIA (yMepsieT >kap). B necy atu >xen-
IVHBI CO3[]AI0T H0raToe JOMOXO3AJCTBO U YAMBJICHBI, YTO IOHOIIA He
crint ¢ HuMu. OH CKpbIBaeT cBoe Oeccune, yberaet, BCTpedaeT CTa-
PYXY, KOTOpas IIOKa3bIBAET €MY YeThIpe AIIMKa C IIEHNCaMM I CTa-
PMKOB, JieTell, B3pOC/IbIX U IoHouIeil. CTapyxa BenuT 6paTh 13 HOCIeN-
HETO, NPUKPEIUIAET IOHOLIE HOBBIN IIEHNC, BEIUT COMTUCDH CIEpBa
C Hell, 4TO OH U Jie/laeT. 3aTeM OHa BEJIUT eMy IIPUMHECTU IIEPBOTo po-
[UBIIETOCcs pebeHKa, KOTOPOro OHA CBeCT B HAarpajy 3a BOCCTAHOB-
neHHbIN neHuc. IOHoIa co cBOei )KeHO IPUBOJAT pebeHKa, cTapyxa
HOTHOCUT HOX K €To Illee, HO pe0eHOK CMeeTCs M CTapyxa BO3Bpalla-
€T ero popuTenaM. Jlaziee TEKCT IIOBECTBYET O BOXK/E, JAOLIEM IOHOIIE
TPYZHBIE 3aJja4li, KOTOpbIe OH BBIIONHACT C MIOMOLIBIO >KeH [Sorin-
Barreteau 2001, Ne 25: 200-226].

(15). «bpocutsp s6m0K0 B mpeteHpenta» (K75A; Th H316; [el-
Shami 2004: 528]).

[TepcoHaxk BBIOVMpaAEeT OJHOTO M3 MHOXKECTBA IPETEHIEHTOB (Jie-
BYIIKAa — MY>Ka, MaJIb9/K — OTII, FOHOIIIa — HEBECTY), OPOCUB B HETO
npeznMeT (4acTo — s167m0K0). Cm. Ne 14.

Kommenrtapum (puc. 13). [JaHHBII 911307 ZOCTATOYHO XOPOIIO
npencrasned B llentpanbHoit EBpone, Ha bankanax, Ha Kaskase,
B Ilepenneit u Cpenneit Asun un nonynsapeH B Vpane. B CesepHoii
Adpuxke 1 Ha ceBepe VIHguu oH BcTpedaeTcs pesxe. VI3BecTHBI Kak
MUHMMYM JIBe KUTalICK/ie BepCUM, OfHA M3 HUX — II0 INTepaTyPHbIM
ucrounukam [Cosquin 1922: 327, Eberhard 1937: 54]. Ha [Iupeneii-
CKOM IIOJTyOCTPOBE MOTVB OOHAPY>KIUTb HE YJa/IOCh, VI IMIIDb B TEKCTE
u3 (paHIly3CcKoil backoHMM rOBOPUTCS, YTO MY>KbsI CTApIINX CeCTEp
KEHBI TepOosi MOTYYM/IN OT HUX 30710ThIe si0710ku [Webster 1879: 111-
120].

(16). «YunpiBumii Bonoc» (K136A, Th H75.1, Th T11.4.1). YBu-
JleB YHECEHHDII1 BOJI0J BOIOC [eBYLIKM VM IOHOIIMN, IIEPCOHAX pella-
eT YKEHUTHCS Ha TOI1 (BBINTY 3aMY>X 32 TOTO), KOMY BOJIOC IIPMHA]IJIe-
KUT. DTOT MOTKB He CJIeyeT CMEIINBaTh ¢ 0ojiee 0OIIMM U rOpasyo
0osee pacipoCTpaHEHHBIM MOTMBOM YHECEHHOTO BETPOM >KEHCKOTO
BOJIOCA, KOTOPBIN HaXO[AT T€pOM V1M aHTarOHUCT.

Coxotpa. JKena poguna cbiHa, a yepe3 Tpu roga — fodb. Orery
yOUI HOBOPOXKIEHHYIO U BBIINI ee KpoBb. ChIH BBIPOC, MaTh CHOBa
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Puc. 13. bpocuTb 96110k0 B NPeTeHAeHTa

OepeMeHHa. Ye3kas, OTell Be/IUT CbIHY YOUTDb pebeHKa, eC pOfUTCA
JIeBOYKa, cOOpaTh ee KPOBb B COCYZ 1 3aTeM II0KasaTb eMy. CblH He
BBIIIO/THII TPUKA3aHIsI, OTHEC HOBOPOXXIEHHYIO CTapyXe, B COCY CO-
Opal KpOBb KOIIKM U yeXasl )KUTb TaM, Iie OcTaBuI cectpy. OHa 1oj-
poCiTa, Kymanach B peke, 1 Bofia yHecna ee Booc. CyaTaH ero mopo-
Opas1, CTa pa3bICKMBATD JIEBYIIKY, YTOOBI )KEHUTHCS Ha Hell, CTapyxa
CKasaja, YTO JIeBYIIKa y Hee. BpaT oTkasazcs ee OTAaTh, Cy/ITaH I10-
CJIaJl BOMHOB, OHY 3a0pajiy CecTpy U TspKeno paHuu 6para. Crapyxa
ero BbIxofuIa. [1o BMOM HUIIETO OH IPUILE K CY/ITaHY, U TOT Ipef-
JIOKWUJI €My CTaThb BOMHOM Y Hero Ha cmyx6e. IOHorma youn cectpy
VI Cy/ITaHa U BepHY/CA K otiyy. OTell: He Ha/jo OBUIO AATh [IeBOYKE BbI-
pactu [Miiller 1905, Ne 3: 57-63]. Cp. Ne 5.

KommenTtapum (puc. 14). JaHHbII MOTUB cBs3biBaeT COKOTPY
¢ Adppuxoit (comanmitipl, apabel Cynana, Mapokko, TyHuca, a Tak-
e TIepeckasaHHas Bblllle JpeBHeermnerckas «Ckaska O [BYX
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Puc. 14. YnnbiBlunit Bonoc

OpaTbsax», Ne 14) — c FO>xHoI1 A3ueit, rie OH 0COOEHHO HOMy/IsIpeH
(4MHBI, Jemya, Xpycco, KalIMUPIbI, HaHKAaOIIbl, XMHAVA3BIYHbIE
TekcThl 13 CeBepHoil VIHAVMM, Taxapy, HellaIbLibl, aCCAMIIbI, CAHTa-
JIBI, XO, OPAOHBI, TAMVJIBI, CIHTa/IbI) ¥ B MeHbIIel cTeneny ¢ [lepen-
Hell Asueir u KaBkasowm, rje oH 3adukcupoBaH y aba3uHOB U B He-
MHOTO0 OT/INYHOI popMe Y TYpOK (YIUIbIIa CAaH/IA/IN, @ BOTIOC YHECEH
BeTpoM). MoTuB usBecteH Takxe B Vpane, bupme (kapensi), Mupo-
He3unu (topamka) n LenTpanbHoit A3um (xanxa-MOHTo/bI). Bepcus
maxpy 67m3Ka cokoTpuiickoit (cM. Ne 14). Tonbko B HEKOTOPBIX F0XK-
HOA3MATCKNUX TeKCTax (IIaxapy, accaMIibl, OPAOHbI, X0) BOJIOC IPM-
HaJIOXNT I0HOIIIE, B OCTa/IbHBIX BapMaHTAaX, B TOM YNC/Ie COKOTPUIi-
cKux — fieBy1ke. Bepcuu us Hosoro CseTa, 3anycaHHble B CEBEPHOI
Kamudopuun, Bpsj m1 MCTOPUYECKY CBA3AHBI C a3MATCKUMIU, XOTSA
HeJTb3sA He OTMETUTD, YTO KaK B AMepyKe, TaK U BO MHOTYIX aMepVH-
JeVICKMX TeKCTaX pedb uaeT o (BO3MOXKHOM) MHIlecTe OpaTa C ce-
CTPOIL.
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Puc. 15. Oreu, 3Han, yto penan

(17). «Oren 3Ham, yto menam» (K102A). Orery BennT ChIHY yOUTD ce-
Cpr, )KeHy I MaTb. TOT HeE BbITIO/THAET HpI/IKasa, a 3aTreM paCKaMBaeTCﬂ
B 9T0M. CM. Ne 16. BO/bIIMHCTBO TEKCTOB, KOTOPBIE COfIeP>KaT 3TOT MO-
TUB, cOOTBeTCTBYIOT Takxke ciokery ATU 315 (“The Faithless Sister”)
n Hamemy MoTyBy K102 («Matb mmm cecTpa — /IF0O0OBHMIIA IEMOHA»).

Kommenrtapum (puc. 15). Coxorpuiickas Bepcrsi O4eHb ITOX0Xa
Ha TEeKCTBI, 3allMCaHHble cpeny Mexpu u pxkub6amu [Hein, Miiller
1909: 20-28; Johnstone, Stroomer 1999: 62-67; Miller 1907: 102; Ru-
bin 2014: 428-436]. [Ipyrue 61musKkye BapyaHThl, COITTACHO KOTOPBIM
OTell Teposi BE/IUT eMy YOUTb HOBOPOX/IEHHYIO CeCTPy, 3apUKCUPO-
BaHbl B IOHOI Asunm y cunranos u kKoHaoB [Elwin 1954: 410-413;
Parker 1914: 293-298], na KaBkase y japrusues u azepOaiiykaHIieB
[borosiBnenckmit 1899: 109-120; Tanmena 2011: 275-278], a Takxke
cpenu kasaxos [[laypeH6ekoB 1979: 223-224] u BaCIOTaHCKUX XaHTOB
[JTyxuna 1990: 237-240]. B ogHoM 13 Kabunbckux TekcTos [Frobenius
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1922: 11-24] cbIH mbITaeTCs CIACTU Math, a B ipyroM [Dermenghem
1945: 69-75], paBHO Kak u B Henanbckoit Bepcun [Heunemann 1980:
84-91], oH cnacaer >keHy.

(18). «My>KYMHBI M >KEeHINWHBL: 00MeH npusHakoB» (F16). My>x-
4yHBI 0071851 6MOIOTMYeCKUMIA TIPM3HAKaMI, KOTOPbIE Tellepb Xa-
PaKTepHBI IS XKeHIIVH, 1160 HaobopoT (6opoaa, MecsSYHbIe, TPYAN,
JIeTOPOXKZIeHNE).

CoxoTpa. Y KeHIIMHBI He ObIJIO MECSAYHBIX, @ Y My>K4YMHBI KPOBb
IOCTOSIHHO COYNM/IACH TTOJ, MBILIKOJ, U OH cobupar ee B cocyn. JKen-
I[VHA HAIIlIa COCYJ, CHsIa KPBILIKY, CYHY/Ia PYKY 1, KaK HM IIbITA/Iach,
He CMOIJIa CMBITh KPOBb ¢ ManbleB. OHa 00paTnach K 3HaXapio, ¥ TOT
IIOCOBETOBA/I CYHYTb Ma/bIibl B By/IbBY. C IajIblieB KPOBb COLIIA, HO
JKEHIIVMHBI CTamy MeHcTpyuposatb [Miiller 1905, Ne 23: 106-107].

KommenTapym. COKOTpUIICKII TeKCT 0OHApY>KMBaeT O/IM3KYIO 1a-
pajIeNb Y a/DKUPCKUX KabuioB. PaHblle MecsyHbIe ObUIN Y MY>KUMH,
KpOBb TEKJIa ¥I3 IIPaBOIL TOAMBIIIKYL. My>K U >KeHa ITOIIV Ha IPa3IHIIK,
y My>ka OBUIV MeCSYHbIe, OH MOJIOKIUT IOJ] MBILIKY caeTKy, a Koria
HOJHAJI PYKY IPMBETCTBOBATb MY>XUNH Ha IUIOLIA/N, caideTKa yIaa.
YT06BI CKPBITB «II030P», YKeHa OBICTPO CIIpsiTaja ee y cebsi MeXIY HOT,
TaK MeCSTYHBIe IIepelin K >keHInyHaM [Arezki 2010: 148-151].

OO6bscHeHVe NTOABIEHNA MECAYHBIX TeM, YTO >KeHIIVHA JICITauyKasIa
CBOV T€HUTA/INY Yy>KOJ KPOBbIO, HU B OfHOI ApyToi Tpaguuuu Crapo-
ro Cera He BcTpewaeTcs. IIpaBma, yuuTbiBass [eNMKaTHOCTb TEMBI,
He/Ib3sA JMICKTIOYaTh, YTO HEKOTOpble COOMpaTeyt MpOUTHOPUPOBAIN
JIAaHHBII MOTUMB — OTCIO[]a, BO3MOXKHO, €ro OTCYTCTBMe B Maxpe
u B VlemeHe. B Ipyrux u3Bomax MOTHB Mepexojia MECIYHBIX OT MY>KIMH
K >KeHIHaM 3adukcuposan B Hemane u ceBepo-BocTouHoit VHmun
(nemua, abop), B Cpenneit Vinpuu (rouppl, xanba, 6arira), Ha bankaHax
(6onraper 1 MakenoH1bl), Ha CeBepHoM KaBkase (kapauaeBiipl u 6ai-
kapipl), B Kapmarax (rymyner), B Cpenaem IloBomkbe (dyBamm), Ha
Caxanune (aitHy). B CeBepHoil AMepuKe MOTUB CTOJIb K€ PEOK, KaK
u B EBpasum (urycar, BepxHyme yexasc, ceHeka), a B FO)KHOI 00bIueH.

(19). «IIpbrraromumii mennc» (F28al). JKusoit meHnc — omacHoe
CYIIeCTBO, HAaMaflafollee Ha JIIOfIE’L.

Coxotpa. Brrazerner| maibMOBOI POLIY BCTPEYAETCS C «aHTETIOM»
JTuxeKo, HO OTKAa3bIBAETCSI OTBETUTD €MY, YTO IMEHHO OH BBIPAI[/BaA-
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eT. JIuxeKo IpeBpaljaeT MajbMbl B MAaHTPOBbIe 3apociu. Brapenen
B OTYAsIHUIY, HO «aHTeJ» COBETYET JIe/IaTh 113 BeTBEIl MaHTP HAepeBsiH-
Hble MeHVCBI U IpoAaBaTh 60oraTseiM >keHInHaM. OfHa IeBYILIKA 110-
KyIlaeT MOfOOHDII IpeAMeT U IOIyYaeT MHCTPYKIMNIO, KaK UM II0TIb-
30BaTbcsl. UTOOBI TPMBECTM IIEHNMC B [EVICTBHUE, CIEfyeT CKasaTb
6ucmunna, a 49T06b1 OCTAHOBUTD — Y0 O6unza. JleBylika ocTaeTcs Jo-
BOJIbHA, HO 3aTeM IIEHNC HA4YMHAeT pearupoBaTh Ha C/IOBa APYIUX
JI0fIell, TOBOPSIIVX 10 Pa3HOMY IOBOAY OUcMU/IIA — HalajaeT Ha
MY>K4MH 1 SKeHIIMH U3 Y¥C/Ia YIEHOB CeMbM JIEBYIIKM, Ha IIPOXOXMIX
U B 3aBepuIeHre Ha nMama [Naumkin et al. 2013: 527-563].

KommenTapun. Motus nmeeT TouHble napanienyu B Cpenaeit Vn-
nvn (6aiira, 6xapua, roHzbI) U Yy Mody-Tyayp Ha ceBepe KamepyHna.
Bort copepyxaHue STUX TEKCTOB.

Modgpy-2y0yp. YMupas, My>k BeIUT )KeHe OTpe3aTb ero neHuc. OHa
XPaHNT IIEHVIC B Kajebace ¥, X0 B CaBaHHY, OTKpbIBaeT Kanebacy,
IIEHVIC TIpBITaeT eil B reHuTamuy. OHaKIBI XKEHIVHA YXOAUT C JI0-
4epblo, BCIIOMIHALT, 4TO 3a0blTa Kasebacy, 11 IIOChbUIaeT JO4Yb ee Ipu-
HecTn. Ta cama OTKpBIBaeT ee, IEHVC BOH3AETCA eif B BaTMHY, JeBYIIKa
ObeT ero KaMHeM M yb6uBaeT. JKeHIIMHA IIPUMHOCUT HEHNUC Ky3HeLy
VI IIPOCUT €r0 OXKMBUTDH. KysHel] 9TO ce/taTh He MOXKET, )KapUT MEeHNUC
U CbeflaeT ero, IpeBpaljaeTcs B aofoena. Ilocre MHOTMX MeTaMop-
¢$b03 omacHBIl TEHNUC, HAaKOHel], YHUUTOXeH [Sorin-Barreteau 2001,
Ne 15:106-111].

Baiiza. Ha Bonpoc 6paxMaHa 00 orypiiax Xo3siH Oropojja oTBe-
TWJL, YTO BBIpaIyBaeT rneHncsl. [1oiiya Ha oropox, OH 0OHAPY>XII TaM
IIeHVIC 110 MMeHM YaHayBa U IIpoJjasl eTo >KeHIHe Ha 6asape. Ta cra-
JTa BBI3BIBATDb €ro II0 Mepe HajoOHOCTH. Ee ManeHbkas mouka mop-
CMOTpeJIa 3a MaTepblo, 103BaJIa IIEHIIC, VI TOT NPBITHY/I €il B BaryHY.
JleBouka cTaja Kpu4aTh, MaTh IpubOEXasa, HocIana MeHNC Ha MeCTo.
B 3T0 Bpems desioBeK Besl BojIa 0 MMeHN YaHyBa, I03BaJI €r0, EHNUC
IPBITHYJT Ye0BEKY B 3aj. Korga >keHIMHa BBINDIA 3aMYy>K, MY>X Ha-
eyt rmeHuc u cxer ero [Elwin 1949, Ne 34: 392-393].

Bbxapua. Monopoit My>X4uHa cTpajan oT umnoreHunu. IIpupsa
C pBIOAJIKYI, OH TTOKa3aJl KeHe IIeHVIC 1 CKasaJl, 9To 9To pbiba. OHa 1mo-
TSAHY/IA ero u 6pocuia B OroHb. My>X yMep, a IIEHNUC IIPBITHYII XKeHe
B POT, IPOH3M/I HACKBO3b, BBILIENT V3 BAaIVHBL, U OHA yMepra. To e
CTY4WJIOCH C ee MaTepblo. Ma/IbuyK I0iMaJl IeHNC, CBA3AJI Y CIIPATAIT
B KapMmaHe [Elwin 1949, Ne 35: 393].
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Tonowvr. B necy mMyX4mHa IOIPOCUJ JIEBYIIKY ITOCTOSITH TOJIOM
y nepeBa. OH pasz6exxascs, 4TOObI BOTKHYTh B Hee CBOVI 9perMpoBaH-
HBIII ITeHNC. JleByIIKa YKIIOHWIACh, IIEHNC C/IOMAJICA, yIaBIIye Ha Ka-
MEHb KaIUIY CIIepMbl YeJIOBeK OTAasl IPOXOAVBIIVM MUMO MY)K4N-
HaM. Te cTamm COBOKYIUIATBCA C [IeBYLIKON, HO OTIOMaHHBIN IEHNUC
BOH3WJICA B 3a]] CHa4a/Ia OMHOMY, a 3aTeM IPYTOMY U3 HUX. My>KUVHBI
yOe>xanu, epBblil My>K4lHa IIpUBsA3aI cebe KOpeHb, IIOTHAICS 3a Jie-
BYILIKOJT, OHa IIPbITHY/Ia B POT JIIOOENY M BBIIIA Yepe3 ero 3af. [le-
HJIC-KOPEHDb MY>KUVHBI 3aCTPSI Y TIOf{0€fia B TOPIIe, JII0J0e] IPOIIOo-
i yenmoBeka [Elwin 1949, Ne 36: 393-394].

(20). «doramarncs, u3 yero caenaH npepmetr» 1 «llIkypa Bum»
(M90, M90A; ATU 857). Hekro 3aragpiBaeT 3arajiky OTHOCUTEIbHO
MaTepuasa, U3 KOTOPOTro CHe/NaH WIN BO3HMK OIpeMle/eHHbIN Ipef-
MeT. Jlorajmarbcs MpaKTUYeCKM HEBO3MOXKHO, OfTHAKO AHTarOHMUCT
y3HaeT CeKpeT M BBIHYXKHAeT Ieposl MIM IePOMHIO BBIIOTHUTDH II0-
CTaBJICHHBIE YC/IOBMA.

Coxotpa. OTel] BeUT CbIHY IIOCTIE €70 CMEPTY OTPe3aTh U 3apbITh
Tajiel], 13 Hero BBIPACTeT JepeBo, KOTopoe ImpuHeceT 6orarcTso. Tak
u cnyunnock. KOHoIIA MpockI MpUXOAMBILNX OTIAJATh, YTO 3TO 32 fle-
peso. Kro He yragan, ormaBan umymectso. IOHoIA sXxeHMICA, XOTA
HeBecTa Mr06una apyroro. OHa obeljana Npe>XxHeMY BO3I00/IEHHOMY
y3HATb CeKpeT JiepeBa 1 Be/lesla My>Ky paccKa3aTbh el CeKpeT, e/l OH
mobut ee. OH B35/ ¢ Hee KATBY COJHIIEM, YTO OHA HUKOMY He pac-
ckaxeT. [IpexxHuil Bo3/mo6/IeHHbI IPUXOANUT K HUM B TOCTH, 3aCU-
KMBaeTCsA JI0 YTpa, Ha paccBeTe TOBOPUT, YTO JAepeBO — U3 Masblja
OTIja BaJiefIblla. BrafiesbIly NpMIIOCh OTAATH BCe CBOE MIMYILECTBO.
OH mo1en B Bafy ¥ BCTPETII TaM CUAOILYI0 XKeHIInHy. OHa cKkasaa,
4TO OHa TO camoe CoJHIle, KOTOPhIM K/IATach skeHa. IlycTh Brmapenery
iepeBa IOCIIOPUT O TOM, B3OJfIeT COMHIIEe Ha 3allajie VI Ha BOCTOKe.
B ciyuae npourpelira ofMH BepHET MMYIECTBO, @ JPYTOil TUIINTCA
m3HuU. CoJHIle B30IIO C 3aI1aJla, YeJIOBEK MOTY4MI CBOE MMYIIeCTBO
U MIMYIIIeCTBO OINIIOHEHTa, a )KeHII[MHA 13-3a HapyLIeHUA K/IATBBI 110-
KpbUtach THoViHbIMY sizBamu [CSOL 11, Ne 4].

IIpyroit TeKCT, B KOTOPOM OOHAapy>XVBAaeTCs JacTUYHAsA Iapaj-
JIeNIb pacCMaTpuBaeMOMY MOTHMBY, onyOnukoBaH Miomiepom. My
npejiaraeT Opary >KeHbl yrajjaTh, 13 Yero cjelaHa BepeBKa B KONbI-
Oenmy MyIafieHIa: eC/lu yrafaeT, TO MOXKeT ero yOuTb, a e/l HeT, TO
caM OymeT yout. [lockonpKy BepeBKa cenaHa U3 cobaubeil MIepCTH,
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Puc. 16. loranatbcs 0 npoucxoxaeHum npeamMeta unm obbekTa. 1. Mpeameta us koxu
BLUK nm 6noxu. 2. [lepesa, BLIPOCLLETO M3 YACTV TeNa YeoBeKka Uam XUBOTHOMO

a cobak Ha COKOTpe HeT, JorajjlaTbCsi HeBO3MOXKHO. JKeHa cracaer
Opara, HaneBasi JETCKYIO IIECEHKY, B KOTOPOJ COIEP>KUTCS OTTafiKa.
bpar gaer orBeT 1 youBaeT myxa [Miiller 1905, Ne 14].

KommenTapum (puc. 16). B OTIMYHOM OT COKOTPUIICKUX M3BOJE
(0OBeKT 3arafku caenaH U3 KOXKU TMTaHTCKOI BIIM VIM OI0XM) MO-
TUB pacnpocTpaHeH 1o CpenuseMHoMopbio 1 Ilepenneit Asun, ectb
B Boctounoit EBpone, LlenTpanpHoit Asun, Tubere, ceBepHoit Vn-
nvin, [Ipuamyppe, 3sapukcupoBaH Takxe Ha banu, a B AMepuke y Kpu
ceBepHOIT MaHuTOO8! (piic. 16.1). Uro kacaeTcs BapuaHTa C IepeBoM,
TO OH BCTPEYaeTCs pexke — y KYp/oB, anbanies, rpekoB [Rouse 1896,
Ne 1: 151-154], noraitnes [Horait 1979, Ne 28: 137-140], rpysuH, cBa-
HOB, apMsH ¥ X0 (0/1M3Kasi K MyHZIapy MYH/jasi3bIYHas IPyIIIa Ha rpa-
Hute [bxapxanga u Opuccel B Cpenneit Vingun [Osada, Onishi 2010:
90]). CrereHpb 6IM30CTH ITUX BEPCUiT K COKOTPUIICKOI MOYKHO Olie-
HUTb 110 HECKOIBKUM KPaTKUM IlepecKasaM.
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Xo. CeMb mouepeit pajpkul KyHalTCA B BOJOEMe, TPA3b C KOXNI
IpAYYT B OTBEPCTUU B 3eMJIe, TaM BbIpacTaet iepeo. Crapiuas IpyuH-
necca obellaeT BBINITI 3a TOTO, KTO JOTAfIaeTCs, Y3 Yero BHIPOCIIO fie-
peBo. BenHblil 607bHON MAacTyX HAOTIORAN 3a CeCTpaMy, HMOTYYUIT
xeHy. Houblo OH cOpacbIBaeT KOXY, [lellaeTcsl KpacaBlieM, XOINUT TaH-
1eBaTh Ipu ABope pamku. Cay)XaHKa BUANT 3TO, PACCKA3bIBAET rO-
CIIOXe, Ta OpocaeT KOXXy B OTOHb; My>K OCTaeTCs KpacaBlieM, HO IIPo-
[IO/DKaeT BBIXOAUTH JIMIIb IO HOYAM, YOO TEIO €ro W3IydaeT
OCJIeNIUTE/IbHBIN CBeT. Pajpka Ioles I0CMOTpeTh, IIOTEPsI CO3HAHIE,
HO 35Th €T0 OKVBIJI ¥ IIOCTIE 3TOTO IIePeCTal TaK CUATD, ITePeCeIICH
C KEeHOJI BO JIBOpeL], CTajl HacJefHUKoM [Bompas 1909: 474-475].

Kypowi. ABun Axmay oXoTuTCs, 6€1ast 3Mest IPOCKT €ro 3allUTUTD
ee OT YepHOT0 3Mes, ABUM AXMaJ CTpeJIAeT, HO CTyYalfHO OTCTpPe/IBa-
eT XBOCT Oesoil. benast Bo3BpalaeTcss K CBOEMY OTI[y — LIaxy 3MeIl.
ToT mocemaeT koOp y>kanmuth ABuM AXMaja, HO OHM CIIBILIAT €r0 pac-
CKas3, 0OpallleHHBIN K are, ¥ COOOIAIOT, YTO AB4YM AXMaJi HEBIHOBEH.
[ITax BBI3BIBaeT K cebe ABuM AXMajia, BEIUT yKa3aThb HA BUHOBHOTO
3Mes, TOro youBaT. Jlouyb I1axa 3Meli BeIUT IPOCUTD B HArpaay Ax 13
nacTy oTua. AB4M AXMaj cTajl IOHMMATh fA3bIK KaMHel, pacTeHMWIT,
KMBOTHBIX. J]0Yb I1axa 3MeJl BEJIUT 3apbITh €€ OTCEYEeHHBIN XBOCT, 113
HETO BBIPOCIIO JIePeBO C HEBUAAHHBIMMU IUIOfAaMy, ABUM AXMaJ BCeX
CIIpAIllMBaeT, 4TO 3TO 3a AepeBo. KapaBaHIIMK MOATOBOPWI >KeHY
ABuy AxMazia BBIBEaTh TallHY, OTBETII IIPABUIBHO, BBIUTPAII CIIOD,
orobpany ABun Axmaza oM u xeHy. benas smest Benut ABun Axmazny
cnath y Masapa. IIoxopoHeHHbINI TaM CBATOM BEINUT CIIOPUTDH € Kapa-
BaHIIVIKOM Ha TO, YTO COJIHIIe B3OJIET Ha 3aIlajie, 3aiileT Ha BOCTOKE,
flaeT IS 3aKIafia KyBUIMH ¢ 3070ToM. COJHIIe B3OIUIO HA 3amaje,
Aun Axmap BepHy cBoit oM [[Dxamun u ap. 1989, Ne 23: 238-247].

Anbanypi. bemHsAK criacaeT 3Mer0 U3 OTHS, OHa BEJIUT eMy Ioca-
IUTH BO IBOpE Yy/IeCHBII MAIOPOTHMK. benHaAk cTan 6orareTs. bora-
TBIN cocef| 00eljaeT OTAATH IIOJIOBMHY CBOETO JIe/Ia, €C/IV YTa/jaeT, YTo
3TO 3a pacTeHMe, He yrajibiBaeT. Torza ero >keHa ckasasa KeHe ObIBIIIe-
ro OegHsKa, YTO MYXX cobupaercs ee 6pocuTb. MyX Bce OTpPUIIAET.
B cnepyrommit pas >xeHa TpebyeT, YTOOBI MY>K HOKJIS/ICS, M OH KIIfA-
HeTCsI «3MeVHON TpaBoii» (T.e. COOOIIaeT Ha3BaHye BOMIIEOHOTO Ia-
nopoTHuKa). YKeHa pacckasbiBaeT 06 9TOM >KeHe 6oraya, Ta cCooOIaeT
MY’KY, ¥ OH BBIUTPBIBAET Iap.

3Mes coBeTyeT 3aK/IIOYNTb HOBOE IIApM: €C/IM COJHIIe B3ONfeT
¢ 3amayia, 6orad Jo/DKeH OyfieT OTHATh BCe MIMYIIECTBO ¥ YT, 3Mes
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nochlaeT ObiBIIero 6enHska Kk Matepu Conmuua. ITo mytu rpya mpo-
CUT y3HAaTb, II0YEMY He OHA IVIOJOHOCUT, 3MesI — II0YeMy He MOXKeT
YIIOZI3TY C MeCTa, BOZIA B IIPYAY — [OYeMY OHA He IPOTOYHasI, IIPUH-
necca — no4yemy ee He 6epyT 3amy>X. Matp CojHia o6elraer ObIBIIe-
My OelHsKY, 9TO ee ChIH B30VileT 3aBTpa ¢ 3amaja. CoBeTyeT IpUH-
1ecce MOAMECTI ABOP [0 BOCXO/ia; B IPYAY HO/DKEH YTOHYTh Ye/IOBEK;
3Mesi JO/DKHA KOTO-HUOYAb CXBAaTWUTh; U3-TIOJ IPYLIN HaJ0 BBIKOIATDH
TSDKeCThb. BBIBIIMIT OefHAK IepefiaeT COBETHI TeM, KTO K HeMy obpa-
1I[aJICs1, BBIKAIIBIBAET M3-TIOf TPYIUM 307I10TO, YTPOM BefieT 6Ooratoro
K 3Mee, Ta XBaTaeT ero, TAIUT B NPYA. BbIBuUIMil GeTHAK IPUXOLUT
K IpUHI[eCCe, CTAHOBUTCS ee MyXeM. CBOIO IPeXHIOK )KEHY U JKeHy
6orauya OH OTIPaBWI K NPYAY, X OHM YTOHYIM B IIPOTOYHOI BOfE
[Lambertz 1952: 138-144].

Bo Bcex BapmaHTax, KpoMe X0 ¥ COKOTPUIICKOTO, BO/MIIeOHOE pac-
TeHIe BBIPACTAeT U3 Te/a 3MeN W/IM ero YacTy. UTo KacaeTcs Masblia,
TO 3TOT MOTUB HaM BCTPETWICA y MHAMICKUX OXyMUs — IIpaBja,
B MHOM KOHTeKCTe: MaTh CUTBI oTpesana cebe 11ecToil nasel, Bouia
B 3€MJIIO, 113 HETO BBIPOC 6aMOYK C ceMeHaMM Pas3HBIX KYIbTYPHBIX
pactenmit B kKaxxgoi cekiyu [Pykc 1970: 27-34].

(21). «Connue Bocxomur ¢ 3anaga» (M90B). [Tepconaxx ommn6cs,
KOTZIa YTBEP)XJa/l, YTO CONMHIlE HUMKOI[A He B3OVIeT Ha 3armafe.
CmMm. Ne 20.

Kommenrtapumn. [Tomumo CoKOTpbI, MOTUB U3BeCTEeH anbaHIaMm,
rpekaMm, KypjaM, HoraliaM 1 apMsAHaM, IpydeM BO BCeX TEKCTaX MO-
TVB COJIHI]A, KOTOpOE B30II/IO Ha 3alajie, CBA3aH C 3araJikoil OTHOCK-
TeNbHO BoyuIeOHOro fepena (cM. Ne 20). B BapuaHTe X0, TakKe mepe-
CKazaHHOM B cBs31u ¢ N2 20, MOTMB BOCXOJAILlEro Ha 3alajie COMHIa
OTCYTCTBYeT, HO MOTMB 3arajKy OTHOCUTEIBHO JiepeBa ecTb. [lepe-
CKa3bIBaeMasl HIDKe apMAHCKas BepCusA He CONEPXXUT B ABHOM BUJE
MOTMBA 3arajiKy, HO B OCTaJIbHOM He OT/INYaeTcs oT npounx. Kpome
toro, Am-IlTamn cooburaer (He IpUBOJS MepecKasoB) O ABYX J€BaH-
TUICKMX Bepcusx (IaJeCTUHIIBI ¥ MOPAAHIIBI), B KOTOPBIX CKOMOMHU-
poBaHbl MOTUBHI “treasure from the father’s hand” n “sun rises in the
west” [el-Shamy 2004: 319].

Apmane. 3Mess BenmUT OeNHAKY OTPYOUTH €l TOJIOBY, OCTAaBUThb
B mome. Tam BbIpacTaeT rpaHaTOBOE JEPeBO, NMPMHOCALIEE IIIOAbI
C IparoreHHOCTAMN. bemHAK 6orareer, fenmaeTcs napeM. [Ipyrue monn
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OTHSI/IV Y HETO JiepeBo, OH UJieT K 60ry ¢ xano6oit. [To myTu iBe >xeH-
I[VHBI IIPOCST Y3HATD, IIOYEMY OHU CTPAJAIOT OT TOIOBHON 607N, TPH
KOHS — IT0YeMY UX U3BOAUT 4ecoTKa. CTapuK-60r: KeHIMHBI JO/DK-
HBI BBIJITY 3aMY>K, KOHU — CITY>XUTb JIIOfSIM, UX HaJl0 B3STb C CO60I,
OTHSBILINMII TPaHATBI CHOBA IpUAET OUTHCS 06 3aKiaj, HafO HOCIIO-
PUTH C HUM, YTO COHIIE B30OJIZIeT ¢ 3amaja. Tak U CIy4mIoCh; 4elIoBeK
BepHY/ cebe [[apCTBO, HO OCTABWJI IPOTMBHMKY €r0 JKeHY U JieTeil
[Xawarpsui 1933: 246-252].

(22). «[Iorosop He cepputbcsi» (K67b, ATU 1000).

Coxorpa. YeroBek HaHMMaeT pabOTHNUKA CIEANUTh 32 KOPOBAMIL.
Ecnu oH paccepputcsi, pabOTHUK BIIpaBe BbIpe3aTh (GyHT IUIOTH U3
€ro ATOAMI], @ eC/IU PACCePAUTCS PAOOTHUK, TO XKe CfiellaeT XO35MH.
OnHa>X7IbI OHY IIOTHA/IN KOPOB, ITOLIET JOXK/Ib, OHY 3aIIUIN B [IePEBHIO,
a KOPOBBI OCTA/INCh IOf] JOK/eM. XO35IMH Bejie/l PabOTHNUKY 3aBeCTn
UX B YKPBITIIE TaK, YTOOBI «TOTOBBI KOPOB OB/ B IIeijepe». PaboTHMK
oTpesan KopoBaM rojoBsl 1 6pocun B nemepy (Th K2310.1§). Korga
IOX/Tb TIPEKPATIUIICS, XO351MH 0OHAPYKII TOTEPIO CTAfja Vi IPU3HAIICA

paboTHMKY, 4TO paccep>keH. ToT BbIpe3as y Hero GpyHT IUIOTH U YILeT
[CSOL III, Ne 7].

Kommentapun (puc. 17). Dnmsop 4yacTto CBsi3aH C APYIUMU,
OIVICBIBAIONIVIMI JOTOBOP MeXAy OefHBIM, HO YMHBIM pabOTHUKOM
U DIyObIM ¥ JKECTOKUMM XO3AUHOM, MO0 MEXJy Ye0OBeKOM
u mogoenoM (ATU 1000-1029). Msl yunTbIBaeM JIUIIb TEKCTHI, B KO-
TOPBIX MOTUB «JJOrOBOp He CepiUTHCSA» BBIPAXKEH SBHBIM 00pa3oM.
COKOTPUIICKMIT TEKCT COZIePXKUT HeOOJIbIIIOe YUCTIO SMU30/[0B U I10-
3TOMY OOHapy>XKMBaeT MaJIo KOHKPETHBIX CXOXKIEHNII C APYTUMM Bep-
cuAMu. MoTtus nonynsApeH 1o sceii EBporte, 3a ncknouenneMm OpaH-
1y v bpuranuy, pacipocrpanen n B CeBeproit Adpuke, Ha bivbkHem
Bocroke, Ha KaBkase 1, BepoATHO, B IOxHO A3um.

(23). «A Pound of Flesh» (C30A; ATU 890).

CoxoTtpa. YMupas, oTel] BeIUT ChIHY B3ATb JKEHY, YIUIATUB 32 Hee
CTOJIBbKO cepebpa, CKOIbKO OHa BecuT. OIH 4eloBeK IIPOCUT 3a CTap-
my fodb 700 Tamepos, a 3a MIAIIyI0 — cepebpo, paBHOe ee Becy.
IOHOIIa TOTOB YIIATUTb, HO €MY He XBaTaeT IecTy GyHTOB. UemoBek
3aHAJI MX Y POCTOBINMKA C YCIOBYEM, YTO, €C/IM He OTAACT Yepe3 MecAll,
3aMMoJIaBel] MOXKeT BbIpe3aTh y Hero u3 Oenpa ¢GyHT miotu (3arem
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Puc. 17. [loroBop He cepanTbCs

Tpu PyHTA POCTOBIIMK 3a4esl IT0 pacyeTaM C OTL[OM YeJIOBEKa, HO TPU
ocrarorcs). Yepes Mecsl IpuIlen POCTOBLIVK, YeTOBEK IpefaraeT
Tpu PyHTa MOHET, HO POCTOBIIMK He cornaceH. JKeHa Berena moiTu
K CyAbe, HO MEXJY TeM HapAguiaach Cyjbeil cama. MHUMBIA Cynbs
CKa3a/J POCTOBILIVIKY, YTO TOT MOXXET BbIpe3aTh QYHT IUIOTH, HO HU
rpamMMa OOJibllle VIV MeHbllle, MIHaYe IOIUIATUTCS >KU3HbI0 — 100
nyctb Oeper Tpu ¢yHTa cepebpa. PocroBuuk B3sin geHbru. JKeHa
BEPHY/IaCh IOMOJ paHbllle My)Xa ¥ CHOBa IlepPeofieNiach B >KEHCKOe
mnatbe [Miller 1902, tekcr K: 149-151].

Kommenrtapum (puc. 18). Motus 3apuKcupoBaH IJITaBHBIM 00pa-
3oM B EBpone 1 Ha bokaem Boctoke. Camas paHHAA Bepcus BCTpe-
vaercs B Tpunurake — cobpannuy OyAIMCTCKUX TEKCTOB, IIepeBeIeH-
HBIX B 492 1. Ha kuTaiickuit [Liungman 1961: 236]. Koperiickas Bepcus
reorpauyecky U30/IMPOBaHa OT APYTMUX Y MOXKET BOCXOJUTD K INCh-
MEHHOMY UCTOYHUKY.
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Puc. 18. ®yHT nnotm

(24). «KopoBa u oB1a».

Coxorpa. PaHbllle J>KCHIIVHBI BbIHAIIVBAAM [eTeil [ecATh
Mecsi1ieB, a KOpOBbI — JieBATh. O HaXK/Ibl IVIOJ II0Ka3aJIcsl OepeMeHHOI
KEHIIJHE CTOJIb TSDKEJIbIM, YTO OHA He CMOIJIa OTBS3aTh 3alepTYIO
B CTOJJIe KOPOBY, M TOJl IPUIIIOCH 3a0paTh y Hee OAVH MeCsI]
6epemenHOCTH. OCBOOOAMBIINCH OT MOJIOKA, KOpOBa IIONIIIA Ha
nacTOMIIe BMeCTe C OBLOI. Y OBIIBI OBIIO YeThIPE COCKa, @ Y KOPOBBI
nBa. KopoBa 6bICTpO Haeach, a OBLIa BCe IPOJO/DKaIA LIUIIATh TPaBY.
Torga kopoBa B3si/Ia y OBIIbI 1Ba COCKA, a B3aMeH Ilepefiaia CHOCOOHOCTD
6pICTpO HachlmaTbcs. Korfa >KMBOTHBIE BepHYINUCh JOMOIL, X03si1Ka
CKasajia OBIle, YTO KOpOBa ee 0OMaHy/Ia, ¥ JIMIINIIA XMBOTHBIX peyl,
Iabbl TIpeNoOTBPaTUTh MOROOHBIe cmydanu B O6ymymeMm [Miiller 1905,
Ne 21: 102-104].

B kparkoit 3amcy HayMKiHa TOBOPUTCS JIMIIb O TOM, KaK OBIA
OTAana [iBa COCKa KopoBe. IIOIpOOGHOCTM 3MM30[a HECKONbKO
Pas3MMYAIOTCA: OBLA HEe MOXKET OBICTPO HAeCThCA; KOPOBA HATIOMUHALT
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eil 0 ee TOJIO[HOM SITHEHKE U IPeJIaraeT ero HaKOPMUTb, eC/IU Ta
OOJDKUT e COCKY, HO mocye He Bo3BpamaeT ux [CSOL II, Ne 22].

KommenTapum. Pacckaspl 0 TOM, KaK IBO€ JKMBOTHBIX TOMEHAINCD
YJacTAMMU CBOEro Tena (OOBIYHO Ha BpeMs, HO OZHO U3 >KMBOTHBIX
OTKa3aJIoChb BEPHYTb IONy4eHHOE), PAaCIpOCTPaHEHbIl B Pa3HBIX
paitonax Craporo m HoBoro Csera. Vmeor nm oHu o6imee
IPOUCXOXKJEHME, ONPENENNTb HEBO3MOXXHO. TOYHBIX Iapasenei
COKOTPMIICKOMY BapuaHTy (OBIIa OfO/DKMJIIA COCKM KOpOBe) He
OOHapy>XeHO, XOTs /I IepejHeasNaTCKIUX CKOTOBOJOB IHOTOOHBIN
CIOXKET BITOJTHE OXKMIAEM.

Yro KkacaeTcs TeMbl IPOLO/DKUTEIBHOCTH OEpeMEeHHOCTHU, TO
371eCh 3aC/y>KMBaeT BHMMaHMA Haml MOTuB B49A («Ckonbko fere-
HBILIEI B TO/?»), XapaKTepHbIit yisi VIHIOKNUTast U Ipuieraolei ya-
ctut JOupHaun. Hanbornee 6/1m3Kas nmapajiesb M3BeCTHA Y JIUCY, JKM-
Bylux Ha rpanune IOnpHanu n bupmbl. CHavana KopoBa, a 3aTeM
OyliBONMUIIA CIPAlIVBAIOT OepeMeHHYI0 >KeHIMHY, CKOIbKO (IyH-
HBIX) MeCsAIeB OHV JO/DKHBI BbIHAIMBATD IUTOA. JKeHIIMHa oTBeva-
€T KaXJOM, YTO JIeCATb. B 3TOT MOMEHT [eTu >XE€HIIVHbBI UTPaIN
U IIEPEBEPHYIN KOTEN C €fI0il, TaK 4YTO, KOIAa 32 COBETOM IIpUIIIA
CJIOHVXA, )KEHIIJMHA B CepPAllaX OTBETI/IA, YTO O€peMEHHOCTD JJODK-
Ha 1uThes 24 Mecsna. C TeX IOp KOPOBBI M OYIBOMUIBI POXKAIOT
yepe3 10 MecALeB nocie 3a4aTus, a CIOHUXU — 4epes 24. [opopAr,
9TO MOITOMY CIOHBI HEHAaBUJAT OepeMeHHBIX >keHIuH [Dessaint,
Ngwama 1994: 184-185].

B mpyrux Bepcusax (tubernnl ColuyaHn, KapeHbl bUpMbI 11 Tail1ibl
Tanmanga) roBOPUTCS O TUTPAX, Y KOTOPBIX JO/KHO ObIJIO OBITH MHO-
O JleTeHblleil (OVH, ceMb JWIN JBEHAALAThb B IOf]), HO IO Heopa-
3yMEHMIO CTaI0 Majo (OAVH B CeMb JUIM JBEHAALATb JIeT). ammceit
3TMOJIOTMYECKUX TEKCTOB HO0OHOTO pofja Majo, TaK 4YTO BEpOAT-
HOCTb MICTOPMYECKUX CBA3EN MEXIY MHIOKUTANICKUMU ¥ COKOTPUII-
CKJIM BapMaHTaMM TPYJSHO OLIEHUTbD.

(25). «Omypauennsie moknoHHuKM» (L100D, ATU 1730). Myx-
9JHA WIM HECKOJIBKO MY>KUVH, OIVH 13 KOTOPBIX, KaK IPABUIIO, K-
PMK, TOMOTAIOTCs JI0OBM KpacaBMUIbL. YCTOBUBIINCH C MY>KeM, Ta
JieflaeT BUJ, YTO COIIACHA, Ha3Hadasl (KaKIOMY) CBU/JAHIE Ha OTIpeie-
nerHoe BpeMmst. [Tpexx/ie yeM KeaHMsI IEPBOTO YAOB/IETBOPEHBI, TP -
xomut BTopoit. JKeHIiHa npsideT mepBoro, 3aTeM BTOPOro i T.Ji. Bxo-
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AT MY>K, ¥ CYIIPYTY U3I€BAIOTCA HaJ OKa3aBIIMMIICA B YHU3UTETbHOM
MOTI0>KE€HNY OK/IOHHUKAMIL.

Coxorpa. KpacaBuija oTkasbiBaeTcs BBIATH 3a Cy[blo, KyIIia
u cynTaHa. Te mpeAonaramT, YTO 3TO CBA3aHO C KAKMM-TO CKPbITBIM
fedeKTOM, ¥ PACIyCKalOT COOTBETCTBYIOMIME CIyXW. YC/IBIIIAB 00
3TOM, >KEHIIMHA 3aKa3ajia IVIOTHUKY TPU CYHAIyKa, IOC/IeJOBaTe/IbHO
IpUI/IACUIA TTIOKJIOHHVKOB K ce0e, XUTPOCTDIO 3allepia UX B CYHJY-
KaX, a Ha pbIHKe 00'bABIIIA, YTO B €€ CYH/[yKaX CKPBITO «HEYTO II0pa3-
utenbHOe». ChIHOBbA CYAbMU, KYIIA U CyATaHA BBIKYIVIN CYHIYKI.
JKenmua mocraBmia ycaoBueM, YTO OHM OTKPOIOT UX IIPU BCeM Ha-
pozie. YHIDKeHHbIe CAHOBHUKM PeIlnIN OTOMCTUTD. Ha skeHImHe sxe-
HUTCA KyIIeIl ¥ IIpMKa3bIBaeT, YTOOBI Ha C/IEAYIOIIMII JIeHb IIOCIIe
OpavHOIl HOYM Yy Hee POAWICA Majlb4MK. Ta corlacHa, ecmy MyX II0-
CaJINT KOCTOYKY IIa/IbMBI, a Ha C/IEAYIOLINIL IeHb 13 Hee BhIPACTET Jie-
peBo. Kyrmenr moH:A/I, 4YTO )KeHa MepexuTpuia ero, u passencs. anee
Ha >KEHIIVHE XEHWICS CY/ITaH, XOTeNl ee YOUTh, OHa IO[ICTaBI/Ia BMe-
CTO cebs KyKIy, KOTOpYIo HamonmHmiaa MenoM. Cyabs jake He CTall
HBITATbCA TATATHCSA C SKEHIMHOI 1 Cpasy MpMU3HAJ CBOE MOPaXKEeHNe
[CSOL I, Ne 26: 378-395].

Kommentapun (puc. 19). MOTUB UCKIIOUUTENBHO IOMY/ISpPEH
B EBporne, HekoTopbIx paitoHax KaBkasa n Ha bmxaem BocTtoke. OH
takxe n3BecteH B CeBepHoil u CeBepo-BocTouHOI Adpuke, Kasax-
ctaHe, Vpane, B npefenax [lamupa u Iunpykyma u 8 CeBepHoii Vu-
nyu. CaMblil BOCTOYHBIN HAppaTUB MOZOOHOTO pofa 3apUKCUPOBaH,
BUZIUMO, Y fyHTaH. [I0CKONIbKY I0)KHOMHIMIICKYIE BepCuM He 0OHapy-
KeHbI, Ha COKOTPY MOTMB MOT ITOIIacTh 160 u3 Apasun, mnbo c Ad-
pukaHckoro Pora. To, 4To nmpumenmmx IOK/IOHHNKOB IIyTaeT He MY»X
KEHII[VHBI, @ ee CITy>KaHKa, — pefiKas 0COOEHHOCTD, BCTPEYarOIasiCs
emle B comanuitickom Texcre [Reinisch 1900: 162-165]. 3akmounTenb-
Has 9aCTb COKOTPUIICKON KOMIIOSUIIUY OTpaXkaeT OTAE/IbHbIN MOTUB,
aHa/IM3 KOTOPOrO MbI OTIOKMM Ha Oyayinee (B OTBET Ha HEBBIIION-
HUMBIe TpebOOBaHUe IEePCOHaXX BBIIBUraeT CBOUM — CTONb >Ke ab-

CYpZIHBIE).

(26). «HeBemomas xossiika» (E9; N831.1). OgyuHokmit My>XunHa
(peke — >KeHIIMHA) 110 BO3BPALlleHNM KaXX/IbIil pa3 00HAPY>KMBAET, 4TO
B JIOMe TIPUOPaHO, efia IPUrOTOB/IEHA (PEKO: efja ChefieHa, B loMe Oec-
nopsiok). OH WM OHa y3HAeT, YTO >KeHIIMHa (IOHOIIA) KUBET B JOMe
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Puc. 19. OmypayeHHble MOKJIOHHMKN

VI TI0671M30CTH (B OO/IVIKE ITYILIBI MIV )KMBOTHOTO, BHY TPU IIPEAMETA)
VI TIOSIBJISIETCS, TTOKA XO35IMH (XO035111Ka) OTCYTCTBYET W/ CITUT.
CoxoTpa. Pr6ak 10BuI pbIOY, OCTaTKaMU KOPMIUTIACh CAMKa CTep-
BaTHMKA (soufido, Neophron percnopterus). Kaxxmpiit pas, Bo3Bpaiia-
SICh JJOMOI1, ppI6aK HAXOANUT HOM IPUOPAHHBIM, €Y IPUTOTOBIEHHOI.
OpHaXIbI, KOTZIa OH ObUI B MOpe, KaIllMTaH ITOJOLIENIIEr0 Kopabis
IPEeUIOKIT €My OTIIPaBUTHCS ¢ HUM. Ppi6ak OTKasancsi — y Hero
JIoMa CTapasi >KEHII[HA, O KOTOPOIT OH JO/DKeH 3a60TuThcst. Kannran
ero OTIYCTW/I, HO KOIZa PbI6aK BEPHY/ICS [OMON ¥ Cel Y>KUHATh,
IPUILIIY TPOe U CUION yBemyu ero Ha Kopabmb. Kopabmb mpuivibia
B JJa/IEKYIO CTPaHYy, Yel0BeK COeXXas, CTal B TOPOJie HUIIEHCTBOBATb.
Hexuil 4yenoBek mpemioxmn emy paboty. Pbibak oTkasancs macTu
CKOT, YX@)KMBATb 3a ITaJIbMaMI1, 11, B KOHIIe KOHI[OB, XO35IIH COTTIACHTI-
Cs1 iep>KaTh ero y cebs1 mpocTo Tak. Yepes monmecsia ppi6ak 3aTOCKO-
BasI 110 joMy. HesHakoMast JKeHIIIHA BeJlela eMY BedepOoM IPUIATH Ha
Oeper 1 6POCUTBCSI B PACKPBITYIO ACTh prIObL. PhIOa foBe3a ero /1o
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roMy. TaM OH BCTPeTHI O>KMAABINYIO €T0 CTAPYIO KEHIINHY U OCTAJICS
¢ Hel xuth [Miiller 1905, Ne 7: 65-69].

KommenTapumu. MoTiB B pasniyHbIX BapualyAaX U3BECTEH 110 BCe-
my mupy. B Crapom Cete oH 6071ee Bcero XapakTepeH jisi KOHTUHEH-
tanbHON IOro-BocTouHoi A3um u compepenbHbIX paiioHoB VIHaum
n Kuras, Ho Hemnoxo npencTasieH Takke B Ilepennert u CpenHeit
Asun, Ha KaBkase, bankanax, B Bocrounoit Appuke, Menanesuu. [Torn-
HOCTBIO OTCYTCTBYeT OH TO/NbKO B ABcrpanuy, Ilommnesun n Muk-
poHesnn, Ha rore IOxHoit AMepuku 1 Ha ceBepe Cubupn. leTambHbIX
QHAJIOTMI1 COKOTPUIICKOMY BapMaHTy OOHApYXUTb He YAaIoCh.

(27). «<HesakonuyenHnast momutBa» (H7C). CmepTs 0bermaet yemo-
BeKy 3abpaTb ero mocje Toro, Kak oH 3akoH4uT MoiuTBy (ATU 1199)
win necHio (panee ATU 1199B; B Uther 2004 sToT MOTUB 06beVHEH
¢ 1199). YenoBek o6ppiBaeT MONMUTBY (IIeCHIO) Ha cepenyHe, 1 CMepTbh
He MOXXET ero 3a0paTh.

Coxotpa. begusk pemraer «1mmb6o ymepeTb, 1160 cTaTh OOraTbIM»
U CTIpalyBaeT MyApela, kKak pasborarets. ToT npemiaraeT 6pocuthbes
B IIPOIIACTh, HO Y€/IOBEK He IIOJTYYNJI VI LIAPAIIVHBI; TOT/IA COBETYET BOJI-
TI B IIELIIePy 3MeM — YeI0OBEK OILATH HeBPeyM. DKCKPEMEHThI 3MeN —
3TO AparoleHHas aMbpa. YemoBek BoIHEC ee, IPOfiasl, pa3boraTes i >ke-
Hutcs. [lepen 6pauyHOl HOUBIO A3panI IPUIIEN 3a ero AyLoi. Yenosek
JlaeT )KeHe Pa3BOJ ¥ PasfiaeT HUIIMM BCe HeHbIU. A3panl TOBOPUT, YTO
HIOJTY4VUI HOBBIV TIPMKa3 — YeJIOBEK MOXKET XKUTh. UeloBek CHOBa 3a-
HOJTy4aeT aMbpy, Bce IOBTOPSETCS, HO €My YHAeTCs B3ATh C A3pana
K/IATBY He 3a0MpaTh ero Aymry, I0Ka OH He 3aKOHYUT MOIUTBBL. TyT de-
JIOBEK OTKa3bIBAETCA IIPOYECTb MOIUTBY [0 KOHIIA U pellaeT BooOIe
He YNMTaTh OTHBIHE MOJMTB. A3paw >kamyeTcs bory, HO TOT coBeTyeT
HOJOKIATh. DTOT Ye/IOBEK paHblIIe ObUI IMAaMOM, II03TOMY B OIVH IIpe-
KPACHBIN JeHb COCEMY IIPOCAT €ro MPOYNTATh MOJIMTBY Ha IIOXOPOHAX
keHIMHBL. OH He MO>KeT OTKa3aThCs, HO NPENyIpPeXAaeT, YTO YMpeT,
" ymupaert, 3akoH4uB MoiutBy [CSOL I, Ne 25: 360-373].

KommenTapun (puc. 20). O6pas Cmepty Kak aHTPOIIOMOP(HOTo
CyIIeCTBA, OT/INYHOTO OT BEPXOBHOTO O0XKeCTBa VI X03AMHA MEPTBBIX
¥ VICTIOTTHAOIIETO UX BOJIIO, IIOBCEMECTHO PAaCIPOCTPAHEH B Ipefeiax
EBpomnsl, Apuku 1 1oro-3ama/fHoi Io/10BUHBI A3yn. MOTUB MOJIUTBBI,
He IPOYMTAHHON ([0 KOHIIA), Habbl He MO3BOMUTH CMepTM YHECTU
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Puc. 20. 1. HesakoHyeHHas MonuTBa. 2. He3akoHueHHas necHst (n1bo 6e3 yTouHeHns —
MECHs UM MONMTBA).

Ryury, uMeeT Oojiee OrpaHIYEHHBIN apeas 1 XapakTepeH i EBpomsr
K 3amajy ot 3anazgHoii [Isuubl u [IHenpa, Kaskasa u [lepenneit Asumy,
OH U3BeCTeH TaKKe KazaxaM, a B IOxnoit Viugum tenyry. Cynsd o yka-
zatemo El-Shami 2004, apabckue Bepcunm (mamecTuHIbI U apabs! Vpa-
Ka) OT/IMYAIOTCA OT COKOTPUIICKOI, MOCKONBKY pedb B HMX MJET He
0 HEJJOYNTAHHOV MOJIUTBE, a O HEIOIETON IecHe. banskux mapaenen
COKOTPUIICKOMY BapMaHTY, B KOTOPOM 4€/I0OBEK OKa3bIBA€TCs BBIHYXK-
JIeHHBIM IIPOYeCTb MOJITBY 10 KOHIIA, 0OHAPY>KUTb HE YIAA/IOCh.

(28). «ConHue u myHa — >KeHCKOTro moma» (A6). Cm. Ne 20.

Kommenrtapum (puc. 21). Ilepconnduxanns ConHua — ofuH u3
PemYailnX KOCMOJIOTMYECKIX PEIUKTOB B COKOTPUIICKOM (POIIBKIIO-
pe. [lepconndunuposanHas JIyHa Takke IpefiCTaB/eHa — B TEKCTe
Ha CIoKeT «J/IBUKOBBIX XXypasiiei» (cM. Ne 4). Tam repouHs ocTaBsieT
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cbiHa 3a6o0taM JIyHbI, Ha3bIBas peOeHKa ee «IUIEMSHHMKOM» VI IIOJ-
pasyMeBas TeM caMbIM, 4T0 cama JlyHa — ee cecTpa.

CornHIje MMeeT >KeHCKIII TI0JT BO BCeX APeBHMX 3aIlaIHOCeMUTCKIX
TpaguIuaAx: Sps u S,ms, BBICTYIAIOT KaK KeHCKIe 60)kecTBa B Yrapu-
Te U npeBHeM VlemeHe, B TO BpeMs Kak pedeKChl MPaceMUTCKOTO
*$ams- 0OBIYHO XapaKTepU3YIOTCS XKEHCKIMM IPaMMaTUYeCKIIM POIOM
(cm. [Koehler et al. 1994-2000: 1589] B cBsi3M C ApeBHEEBPECKNM
$dmds). 3amajHOCEMMTCKasi HOpMa KOHTPAaCTUPYeT C BOCTOYHO-
CEMUTCKOIT (aKKaJICKOi1), B KOTOPOil Samas — My>ckoe 60XecTBo,
a CJI0BO Samsu — My>KXcKoro popa. Hanmportus, >xeHcknit non JIyHbl
(M, COOTBETCTBEHHO, XEHCKIIT POJ CTI0Ba €re) B COKOTPUIICKOM —
penkas 0cOO€HHOCTD, KOTOpas M3 CEMMUTCKVX S3BIKOB CBOVICTBEHHA
TOJIBKO JPYTMM COBPEMEHHBIM I0)KHOAPaBUIICKUM fA3bIKAM — MEXpU
u mxu66am [Kogan 2015: 540].

3a mpepeniaMy CEMUTCKOTO MUPA, B ITTAaHETAPHOM MacIITabe mpeoo-
JTafIaeT COUeTaHNe «MY)KUMHA-COMTHIIE» U «KeHIIMHA-TyHa». Hexapak-
TepHO oHO A CeBepHoll EBpasun, ceBepo-3amaga CeBepHoit Amepu-
ku, ABctpamuy, OxHoit u CeBepHoit Adpuku, e 60/1ee TUINIHBI
06paspl CoNMHLIA-KEHIVHBI 1 MecsAma-My>XIMHbI WIN 000MX CBETUT
KakK My»xuyH. JKeHckuil 1o o6oux — HauMeHee pacIpOCTpaHeHHAsA
KOMOVHAIVA. DTOT BapMaHT IOYTH He BcTpedaercs B Hosom Caere
(4eThIpe cryvast Ha 006a KOHTMHEHTa) U B Adpuke (OVH CTy4ail y Inr-
MeeB KoHro). OTHOCKTE/IBHO YacTO OH IPEICTABIIeH Y MyH/Ia- U IpaBU-
IOsI3BIYHBIX HaponoB Cpennert VIHanu (Typu, 60HO, TOH/IBI, OPAOHBI)
u B IOro-Bocroynoit A3nu, BK/IoYasi conpeenbHyo obmactsb Vuaum
(MUA3Y, KauyH, OMpPMaHIIBI, Tall[bl, BBETHI, CEMAHT}, MaHTpA, aH/a-
MaH/ILIbL, JasAKM MajIoX, TarajoK, BO3MOXHO, 6aTaKy I MUHAaxaca).

[IpencraBieHne O JyHE M CONHIE KaK O KEHIIMHAX, BEPOATHO,
ob10 xapakTepHo i peBHero Kutas [fnmmua 1977: 202-203,
206] n 3acBuUaeTenbCTBOBAHO Takke B LlenTpanbhoit Asun, Cubupn
u Ha Cpepneit Bonre (MmoHronsr Oppoca, ofipatsl, fapXaTbl, OypATHI,
HaHAJIIIBI, CeBepO-3alla/Hble SBEHKY, HIAHACAHBI, IOKATMPbI, OAIIKI-
pbl, Mapuiiiel, yamyptel). B «KaneBane» (pyHa 4, crpoku 141-142)
Matb Voykaxaiinena o6pamtaercs k Pievatir u Kuutir [Castrén 1853:
63]. OTu c1oBa MOYKHO IepeBeCTH KaK «JOYb COMHIIA» U «I0Yb MeCs-
IJa», HO MOXXHO IIOHATb M KaK PEIMKT INPENCTaBICHUA O KEHCKOM
nosie 000X CBETHIL.

[Toutyt yHUKanbHBIN g EBpoIbl mpuMep HaleleHUA KEHCKMM
pomoM Kak «IyHbl» (Moon), Tak 1 «comHLa» (Zon) B TONIAHICKOM,
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Puc. 21. ConHuge 1 niyHa — XeHCKOro nona

HO 3TO, CKOpee BCEro, HelaBH:AA MHHOBaIA. boree 3HaumMa ¢ ucTo-
PUYECKOI TOUKY 3peHNst 6acKcKasi Tpaguiys, B KoTopoi u k ConHIy,
u k JIyHe obpamarorcs kak K «6abymikam» [Caro Baroja 2000: 292]. Ha
KaBkase >XeHCKMIT IOJI IPUMNCBIBAIOT OOOMM CBETWIAM, KaXXeTCs,
TOJIBKO JIJApTUHIIBL, Y KOTOpbIX COMHIle CYNTAETCA MaTephlo, a IyHa —
mouepnto [[amsaros, Janrar 1991: 303-304]. [larecraHCKMM BVs-
HJIEM MOXKeT OBITb OOBACHMMO VM COOTBETCTBYIOIEe IpeCTaBIeHIe
y KaszakoB cranuisl Haypckoit [Boctpukos 1907: 2, 4].

JKencknit mon 060ux CBETII B 10)KHOAPABUICKMX TPAAUIIMAX €CTh
60 YHUKaIbHOE MeCTHOE OTKIOHEHNE OT 001[eCeMUTCKO HOPMBI,
mbo cnencTBue BMMsHUA co cTtopoHbl FOxHOoM / FOro-Bocrounoi
A3y, BpeMs KOTOPOTO OIIpefie/INTh HeBO3MOXKHO.

(29). «IIpeackasanHas cMepTh OT KUBOTHOTO» (K144; ATU 934).
Korza >xMBOTHOe, IIpeMeT WIVM 4eloBeK, KOTOpble JO/DKHBI OBbIIN
CTaTh MPUYMHON I'MOeV MepCoHaXKa, CaMy y>Ke MOTMO/IN WIN Haxo-
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IATCS [aIeKO, BUHOBHUKAMM €TO CMEPTV OKa3bIBAIOTCA VIX OCTaHKU
i usobpakenus [Brednich 1964: 83].

CoxoTtpa, BapuaHT 1. Manbuuk-cupoTa XUBET y JAU, KOTOPbI
IPUTECHSET €r0 U pacTpadMBaeT ero HacnenctBo. CTonb sxe 6e3xka-
JIOCTHBI M €TI0 CBIHOBbS, JIVIIb OAVH U3 HMX JOOp ¢ MabunKoM. Uto-
OBl OTOMCTUTD, Ma/Ib4MK IIPUTBOPAETCA CyMaclIefunM. [IAns mose-
pua B ero 6e3ymue, KOrja TOT OTKa3aJjICcs MPOTH 0Opsz obpe3aHus.
MajpurK youBaeT BOIOPOJHBIX OpaTheB, a 3aTeM U [0, HO TUOHET
caMm. ToT 10HOIIA, KOTOPBI OBUT JOOP C MaJbYMKOM, OCTAJICS B XKU-
BBIX, HO BCKOpe TOXKe ITOr10: IIPOXOfs MYMO MeCTa IO CUpOTHI,
OH yZlapWJI IIAJIKOJL IT0 €r0 KOCTAM, OCKOJIOK IIOIIa/I €My B I71a3, I OH
ymep [CSOL I, Ne 28: 406-413].

CoxkoTtpa, BapuaHT 2. Korzia rmiems Srep 6610 ucTped1eHo, OfMH
JesioBeK cracca. OH IpuIIen B IOM, Y X03sAMHa KOTOPOTro ObUIO JBe
IOHBIX louepy. X035MH COIIAIIAeTCsA YKPBITh Oeryiel|a ¢ yCIoBYeM, 9TO
TOT He CTaHeT IIPMCTABaTh K JieBylKaM. [ocTh obelraeT, HO 3aTeM co-
BOKYIUIsIETCsI ¢ 0b6erMu, 1 X03aMH ybuBaeT ero. Ilosxe, mpoxops
MJMO OCTQHKOB YOMTOr0, OH ObeT Yepel ITajIKOl, OCKOJIOK IIOIafaeT
eMy B I71a3, ¥ oH ymupaet [Miiller 1905, Ne 32: 119].

Kommenrtapum (puc. 22). B ykaszarene ATU pasnuuHble HappaTn-
BBI, CBA3aHHBIE C MOTVMBOM IIPEeICKa3aHHOI CMEPTI OT >XMBOTHOTO,
ob6benyHeHbl nof ogHUM HoMepoM. P.B. Bpemuux [Brednich 1964:
83-91] Boiensier cpepy nmpounx tuibl 934A («CMepTbh OT KOHSI»)
n 934B («Cmeptp oT Bonmkar). Crienudukanysi TUIIOB OCHOBaHA Ha
0COOEHHOCTAX >KMBOTHOT'O — KOIIBITHOTO ULV XVITHMKA. 171 Hac, ofi-
HaKo, BayKHee JIpyras ieTa/b: IPUYMHON CMepPTH SAB/IACTCA He )KIMBOT-
HOE WJIV Ye/IOBEeK KaK TAaKOBbIE, a VIX OCTAaHKM VUM M300pakeHNs (He
BCe TEKCTHI B CloKeTe 934B oTBevaroT aToMy onpepenennio). MoTus
BCTpevaeTcs crnopajgnyecky B npepenax Craporo Csera ot CKaHOu-
HaByy o Kopeu n VIHpoHesuu. B 60/bIIHCTBE BOCTOYHBIX BEPCUI
(opaoHbl, 71a0, KOpEJI[bI) TOBOPUTCA 00 W300pakeHUM TUrpa
[Brednich 1964: 90; Fleeson 1899: 29-30; Hahn 1906: 61-62], a B upas-
ckux — Bojska [Marzolph 1984: 174]. Ilpu aToM nepcupackas v MHIWIA-
cKkasi Bepcuu OnMmM3Ku pyr Apyry. B oboux cnyyasx oHOmIa TMOHET
B OpayHyI0 HOYb, KOT/J]a HAXOAVBIIASACA B CIIa/IbHE PUIypa TUTPA WK
BOJIKA OKVBAET U HAOpachIBAEeTCS Ha HETO.

Cpeny eBponeiicK1X BepCcuii XOpOIIO M3BeCTHBI JpeBHECKAHIIHAB-
CKMe: Tepoii TMOHeT OT yKyca 3MeW, BBINOJI3IIell 13 OCTAaHKOB KOHS,
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Puc. 22. MNpeackas3aHHas CMEPTb OT XMBOTHOTO

CMepTh OT KOTOporo ObUTa reporo mpenckasaHa [Brednich 1964: 83].
B cnoBeHCKMX BepcHAX 4eloBeK, KOTOPOMY BEIEHO OIacaThbCsl KOHe,
your ynaBuieii Ha Hero kKoHHoU ¢urypoit Cs. Teoprus [Tam sxe: 84].
MotuB BcTpevaercs B bacusax J3oma [[acnapos 1968, Ne 162, 339: 111,
162]. CormacHO OfHOI NpeficKasaTe/b MPeAyIpPeXKAaeT KEeHIHY, YTO
ee CbIH YMpeT 13-3a BopoHa. OHa IIpsideT MajibuMKa B CyHAyK. Korza on
TIBITAeTCA BBUIE3T, Ha TOTIOBY €My ITajjaeT TsDKETIBIN KPIoK B popMe BO-
poHa. B mpyrom cimy4ae cTapuKy NpUCHIIOCH, YTO JVIKVIE 3BEPU pac-
TEep3aloT ero CblHa Ha oxoTe. CTapMK CTPONUT ABOPEIl I 3alMpaeT B HeM
MajburKa. TOT mbITaeTcsa BBIOPATLCs, pasioMaB CTeHY, Ha KOTOPOI
nsobpakeHsl 3Bepu. Illenka mopaHmia eMy pyky, 1 OH yMep.

VHpoHe3uiicKas BepcuA ¢ octpoBa CUMAIyp OT/INYAETCA OT PY-
TMX a3MaTCKMX ¥ ITOXOXKa Ha CKaHAMHAaBCKMe (2 B KOHEYHOM CuerTe,
¥ Ha COKOTpuMiickyio). IIpenckasaTenb coobmaeT, 9To MajbuiK yMpeT
ot OyiiBO/Ia, ¥ TOT yMupaeT, uHas OyiiBonuuyio ronosy [Kahler 1952:
98-99; Kenep 1964: 87-88].
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Teorpadmueckn 6mKe Bcero K COKOTPUIICKON COMAIMIICKas Bep-
cuA. YenmoBek yMypaeT OT XKaXK/Ibl B IyCThIHE. [1eHa-000poTeHb faeT
€My I1aJIOUKY, IIO3BOJIAOIIYIO IIPEBPALATLCA B TMEHY U OIATH B 4e-
JIOBEKa, YIUT CBOEMY S3BIKY, OepeT ¢ Hero obeljaHue HU O YeM He
pacckasbIBaTh, IPUBOJUT B cefleHne. Ho4ubo 4emoBeK CIbIINT, KaK
TYIeHBI JOTOBApUBAIOTCA IPOHNKHYTh BHYTPb OTPaKAEHM, ¥ 00BsC-
HsIeT Bce monsaM. [nena-o6opoTens youra BmMecte ¢ gpyrumu. [Tosxe
B ITyCThIHE Y€/IOBEK HACTYIIN/I Ha OCTPYIO KOCTb I'M€HbI, HOTA PacIyX-
na, o ymep [Hanghe 1988: 197-198].

CoxoTpuiicKuit BapuaHT 60Jblile HAIIOMIHAET 3amagHble (coma-
JINVICKUIL, B MEHBIIEN CTEIIeHM CKaH[MHABCKUe 1 JpeBHerpedecKue),
geM asyarckye. C IepBbIMU ero 0ObeVHAIT 1B YaCTHbIE OLPO6-
HOCTU: CMEPTb M3-3a BOH3UBIIMIICA LIENKM WM KOCTU M OCTAHKU
yMepUIEro >KMBOTHOTO KaK IIPMYMHA CMEPTH.

(30). «YmubIe 6paThsa» (M198; ATU 655). bparbs (penko: ofuH
Ye/I0BEK) 110 He3aMeTHBIM IIPM3HAKaM OIPeNeIA0T 0COOCHHOCTH XKI-
BOTHOT'O, KOTOPOTO He BUJI/N, IIPOVICXOXKIeHe OMIof], KOTOpbIe VM
HOZIAIOT, MICTVHHOE NPOVCXOXKJIEHNE Iaps U T.IL; BBIACHAETCA, 4TO
OHJI IIPaBBL

CoxoTpa. Y dyesroBeKa JBO€ CHIHOBEIL, )KeHa yMepina. OH CHOBa ke-
HIICS U yMep B OpauHyio HO4Yb. Mojofjasi )keHa nmoTpeboBaa pasge-
JINTHh MMYILECTBO IIOC/IE TOTO, KaK OHA poinT cbiHa. Crapime 6paTbs
He XOTAT I/IUTHCA C MJIAZIIINM, UAYT K BOX/IIO IIPOCUTD PaspeIlnTh
UX CIOp. YBUIEB C/Iefbl BepOmoaa, OpaTbs ONpefeIN, YTO TOT ObIT
CJIeTI Ha OJ[MH I71a3, 6e3 XBOCTa, Be3 CBMHell. Brazienen; BepOiona pac-
cripammBaeT OpaThbeB, Te OMMUCHIBAIOT BepbOitofa. Brayener; mogospe-
BaeT X B Kpake, IIOCKOJIbKY He BEPUT, YTO OpaThbsl HE BUIEIN Bep-
omona. OHM NPUXORAT K BOX/IIO, TOT BeJeN MOAaTh Ha oben Msco
u puc. bpaTbsi OTKa3bIBAIOTCS €CTh: MSACO HEYMCTOe (Xapam), puc
TPA3HBIN, BOX]b HE3aKOHHOPOXIeHHbI. Cy)KaHKa IIpU3HaIach
BOXKJIIO, YTO AITHEHKA BCKOpMMIa cyKa. Kyxapka: Moit MIajieHel] omy-
cajics, M S He BBIMBUIA PYK, KOTJja FOTOBWIA puUC. MaTb BOXZS: OT
IPEXXHET0 BOXKIA He ObUIO eTeil, M KOTjja OH yMep, OHa COIIACh CO
CTyToli. B oTHOLIEHVN ITpaB HACIeJOBAHNA BOXKIb BEIUT OpaThsAM 00-
patuThes K Mygpeny. Tot mpejyiaraet MiajieMy MONTH K €T0 Jo4epu,
YKPacTb OBILY U IIPMHECTY €My, 3allJipaeT OBILY B OJHOM IIOMEIIEeHNIL,
a IoHowIy B ApyroM. [Ipnbexasna goup, CyJITaH POCUT OINCATh BOpA.
JleBymika: y Hero ObUIO /IMIO JIEBYLIKY, a 3aTBUIOK CTapyKa. bparbs
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Puc. 23. YmHble 6patbs

HIO/ITBEP>KAAIOT: Jja, OTell OBbUI CTapyK, a MaTh MOJIOKOIL. Myppelr Be-
JIAT pasfie/UTh HaC/IeACTBO IOPOBHY MEXY TpeMs OpaTbsaMi, Te CO-
rnacunnuch [CSOL I, Ne 17: 248-261].

KommenTtapum (puc. 23). MoTiB 00bI4eH B apabCKUX TPagMLIMAX
[Nepenneit Asvm u CeBepHoit Appukn [el-Shami 2004: 360]. IToBcromy
B EBpasuy OONBIIVHCTBO TEKCTOB COAEPXKAT Te JKe SIU30Mbl, 4TO
VI COKOTPUIICKMIT: Tepoy MOAPOOHO OMMCHIBAIOT JOMAIIHee >KMBOT-
HOe, KOTOpOe HUKOTZa He BUJIE/N, [e/TAl0T BBIBOJIbI OTHOCUTE/IBHO He-
YMCTOTHI MMM U HE3aKOHHOPOXKAEHHOCTM X03siMHa foMa. Ocoboe
IOJIO>KeHNe MIajilIero 6para (caMoro yMHOTo, Xpabporo mi6o CK/I0H-
HOTO K BOPOBCTBY, HE3aKOHHOPOXX[JEHHOTO M T.I..) XapaKTepPHO I
MHOTUX KaBKa3CKUX, O/IV>KHEBOCTOUHBIX, CPeIHea3MaTCKUX U MH/VI-
CKMX TEKCTOB.
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JaknouyeHne

HanHble 10 Ponbkaopy COKOTPHI MO3BOMAIOT YBEPEHHO OTHO-
CUTh MECTHYIO TPafMLMIO K YUCIy HYKI€apHO-eBPasUCKNX. 31eCh
pPacIpoOCTpaHEHBI T€ >X€ MOTUBBI M SNM307bl, KOTOPbIE XapaKTep-
Hpl s EBpombl, Ceepnoit A¢ppuxy, IOro-3amapnoir, HOxHoii,
LentpanbHoit n 4yactuyHo Bocrounoit u IOro-Bocrouynoit Asum.
ITO Ta TEPPUTOPUA, B IIPeJie/Iax KOTOPOJ Ha IPOTSXKEHNUM MOCIEN -
HUX TBICAYETeTUII CYLeCTBOBANIN CIIOKHbIe 00IeCcTBa YPOBHS BO-
XKJIeCTB, TOCYJAapCTB U UMIIEPUIL, The ZeMorpaduiecKas IJIOTHOCTD
Obl/1a HaMOOIbILelT, a M3OJIALYA OT/e/IbHBIX STHOKY/IBTYPHBIX Tpa-
auuuit — HayMeHblleil. CyIeCTBEHHOI CIOXKETHOI crenudukn
B ¢ponpkope CokoTpsl He 3aMeTHO. ECTh, TpaBza, HeMato MpOCThIX
¢dabyn 1 06pa3os (OONBIIMHCTBO U3 HUX B CTaThe He PACCMOTPEHO),
IUIsL KOTOPBIX He YHanoch OOHApy>XMUTb IapajUleieil 3a Ipefesna-
MU OCTPOBA. DTV BapMaHTBI MO0 [IefICTBUTEIBHO BOSHUK/IN Ha Me-
cTe, MO0 B CYITY UX IPOCTOTHI He ObUIV HaAMM BBISBIEHBI Y OCMBbIC-
JIEHBI.

IIpu conmocTaBIeHUY CIYKETHOTO Pa3HOOOpasus COKOTPUIICKOTO
¢donpKIOpa C APYTMMU IepeSHea3NaTCKIMI TPaJUIIAMY, Ha IIePBbII
B3IJISAJ], KOXXETCS, YTO OH OTHOCUTEIBHO OefieH B CPaBHEHMM He TOJIb-
Ko ¢ JleBanTOM 1 MeconoTamueit, Ho u ¢ Maxpoit u VMemenom. Ynucrno
OII03HABAEMBIX MEXIYHAPOJHBIX CIOKETOB 3/1€Ch IIOYTH BBOE MEHb-
ure, yeM B Maxpe, KaKk MUHUMYM B UYeTbIpe-IATb pa3 MeHblIlle, YeM
B Cupun u Vpaxe, 1 B 11eCTb-CeMb pa3 MeHbIIIE, 4YeM y TYPKOB I Iep-
coB. HekoTopble TEKCTBI Ha OIO3HABAEMBbIE CIOXKETBI IPENCTABIECHBI
B YIIPOLIEHHbIX BapuaHTax. OJHAKO P MOJOOHBIX IIOfiCYeTaX HeJlb-
351 3a0bIBaThb 00 OTPOMHBIX Pa3/MINMYMAX B pa3Mepax U KYIbTYPHOM
pasHooOpasuy 001IeCTB, KOTOPbIe MBI CPAaBHIBAEM.

BrionHe BeposATHO, 4TO ec/y Obl IpOaHaIM3YPOBAHHbIE MaTepyua-
JIBI YAAJI0Ch COIIOCTABUTh He CO BCeM JieMeHCKMM (U TeM Oojiee mpak-
CK1M) GOIBKIIOPOM, a C COOpaHEM TEKCTOB, 3alIVICAHHBIX B ITpefieiax
moboro pariona [lepenneit A3uu Toro ke pasmepa 1 C TeMI >Ke JJeMO-
rpaduueckrMy XapakTepucTukamy, 4To u COKOTpa, COKOTpUIICKas
TPaANULVA BPAL U ObI BBIITIAZIENIa CTOMD YK IepuepuitHoiL.

Haubosnee nHTEHCUBHBIE CBSI3U COKOTPUIICKOTO (HOTBKIOPA BIIOTI-
He 3aKOHOMEPHO TAHYTCSI B CEBEPHOM HampasneHuu, B IlepegHioro
Asnro. B 1o )xe BpemsA MHOTMe 13 ITpeficTaBIeHHbIX Ha COKOTpe CroXe-
TOB M3BeCTHHI U B IO>kHOI A3y 1 ceBepo-BOCTOUHON Adpuke, Tak
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4TO YKa3aTh, OTKyJda KOHKPETHO OHM IPOHMKIN Ha COKOTPY, 3aTPy/-
HUTETbHO.

OpHako ofVH MM Ba CIOXKETa BCe )K€ CBUETENbCTBYIOT UMEHHO
0 I0)KHOA3MATCKMX U aPUKAHCKIX KOHTAKTaX OCTPOBa. DTU CBUJE-
Te/IbCTBA HEb35 He CONOCTABUTD C JAHHBIMU apX€O/IOTUY U INHTBU-
CTUKIM OTHOCUTENBHO JipeBHUX (co II ThIC. 10 H.3.) ¥ IPOJIO/DKUTENb-
HBIX KYIbTYPHBIX cBA3ell Mexny IOro-Boctounoit Asmeit, VInpneii
u Bocrounoit Adpukoit B 06xox, Meconnoramun u Ernnra [Fuller et
al. 2011]. B ob6mactu ¢onpkiopa u MudoOIOrMM IKCKIIO3MBHBIE
napatenu Mexay fOro-Boctounoit un I0xHo1 Asneit, ¢ ogHOI CTO-
POHBIL, U Tponudeckoit Adpukoii, ¢ gpyroi, To>ke MHOTOYUCTICHHBI
" KpacHopeunBhl. [lo/iroe BpeMs Kas3ajnoch, YTO Ha ore ApaBun I0-
IHOOHbBIe TPAHCKOHTVHEHTA/IbHbIE MOPCKME KOHTAKTBI CIe[OB He
octaBuan. OJHAKO MOTHUB «IIPBITAOIIETO MEeHMCa» ABIAETCA UX He-
OIIPOBEPXXVIMBIM CBUJIETE/TbCTBOM, IIOCKO/IbKY CBO€OOpasye 1 CII0X-
HOCTb CI0O)K€Ta COBEPIIEHHO MCK/IIYAIOT €0 He3aBUCHMOE IOsABIIe-
HUle B pasHBIX paiioHax. Hanm4ue Bcero nmuiub ofHOM appruKaHCKOI
BepCU, TOKa/IN30BaHHOM [Ja/IeKO OT BOCTOYHOTO NOOEepeXbs KOHTM-
HEHTa B pajioHe o3epa Yas, He JO/DKHO YAUBIIATD, YIUTBIBAsA C/1a0YI0
M3y4eHHOCTD (PONIbKIOPHBIX TPAANIMII OOTBIIMHCTBA TPYIIIL HA TEp-
putopun Yaga, Cynana, uonun n dpurpen. Korma nMeHHO CroxeT
nomnan Ha COKOTpy, CKasaTb, pasyMeeTcs, HEBO3MOXKHO, PaBHO KaK
Y CyAMUTb, OBUI IV OH IIPMHECEH Ha OCTPOB HEIOCPENCTBEHHO U3
Vinpyn wnm d9epes 100kHYI0 ApaBUIO, Ifie MCYe3 VN XK€ OCTazcsd He
3a(pMKCUPOBAHHBIM.

JIpyroe BO3MOXXHOE CBUMETENIbCTBO MH[MIACKUX KOHTAaKTOB —
MOTUB «YIUIBIBIIETO BO/IOCAa». B 3TOM ciydae mnepefHeasMaTCKuUit
VICTOYHMK, OJIHAKO, TOXe He VICK/II0YeH, 0COOEHHO eC/IN yaacTcs 0OHa-
PY)XUTDb CIOKET B IIepefHea3NaTcKoM apaboA3bIYHOM (OIbKIIOPE,
KOTOPBIil aBTOpaMy IIPOaHA/IN3MPOBAH JJalIeKO He IIOTHOCTDIO.

HaxoHer, >keHCKUI 10JI, IPUIMCBIBAEMBIil 000VM ITTABHBIM CBe-
TWIAM M B OCOOEHHOCTH JIYHE, Pe3KO BBIIE/ACT I0KHOApaBUIICKMe
TpaguIuy Ha poHe ceMUTCKux. Brmssame co croponsr Vupum / FOro-
BocTouHol1 A3uy BBITJIAANT LOIYCTHUMOI TUIIOTE3011.

Yro He BBI3BIBAET COMHEHUI, TaK 3TO peaKocTh Ha CokoTpe (paB-
HO KaK U Ha fore ApaBun) $GoIbKIOPHOI «apXauKiu», KOTOPYIO MO>KHO
OBbUIO OBI CBSI3aTh € IIOXOIL 1O PACIPOCTPAHEHMS «MEXXIYHAPOTHBIX»
CKAa30YHBIX CIOXKETOB, VI3BECTHBIX B Pa3HbIX KOHI[aX A3y 1 AQpuKiL.
[Tomo6Has apxauka OTpakeHa JIUIIb B OTJENbHBIX 0Opa3ax HU3IIEN
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MuGOIOTMY TUIIA IPEICTABIEHNUI O TMHHUIN Ha JKe/Ie3HOI HOTe VTN
o 3Mee-mogoefe. OTHAKO 3THONOTMYECKUX CIoKeToB Ha Cokorpe
Mao (IIPOUCXOX/IeHVe MEeCSIHBIX, CPOKOB OepeMeHHOCTH, 0COOeH-
HOCTeJl BBIMEH) Yy JKMBOTHBIX), 2 KOCMOTOHMYECKVE€ OTCYTCTBYIOT
IIOJIHOCTDIO.
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B.B. Emenvsanos

PE/INTUA N1 ®PNTTOCODPUA
B IIYMEPCKMX ITOCTOBUITAX

B cTaTbe paccmaTpuBaloTCA WyMepCcKue NOCA0BULbI O XKU3HM, cyabbe, Marnye-
CKOM cunie, KaTeropuax 3TUKK, MecaLax KynbToBoro kaneHgaps. M3 Hux pekox-
CTPYMpYETCA CUCTEMA LiIeHHOCTEM, Npucylas obuTatensm toxHoi Meconotamum
koHua ITT — Hayvana II Teic., roBOPMBLLMM Ha LWIYMEPCKOM A3bIKE.

Kntouessie ciosa: I.IJymep, pennrusa, 3TnKa, nocnoBuLbl, CUCTEMA LLleHHOCTen.

Vladimir V. Emelyanov

RELIGION AND PHILOSOPHY IN SUMERIAN PROVERBS

The article focuses on Sumerian proverbs concerning fate, magical power, ethical categories,
and the months of the cult calendar. The texts allow to reconstruct the system of values
peculiar to the people living in South Mesopotamia at the end of the 3¢ — beginning
of the 2" millennium BC, who spoke the Sumerian language.

Key words: Sumer, religion, ethics, proverbs, value system.
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Penurus u ¢punocodus B ymepckux nocnoBuLax 63

[TocnoBuIbl U MOTOBOPKM Ha IIyMepckoM si3bike [Gordon 1959;
Alster 1997; AdanacpeBa 1997: 322-323; Alster 2005] cocraBisioT
BeCbMa 3HAYUTE/NIbHYIO YacTh KOPITyca IIyMepOsA3bIYHbIX TUTEPATYP-
HbIX TekcToB!. Ha ceroguamumit nedp HaMm ussectHo 6osee 2000 mo-
CTIOBMII B COCTaBe 26 IIOCTIOBIYHBIX COOPHIKOB I HECKOJIBKO I€CATKOB
IIOCTIOBUI] M3 JINTEPaTypPHBIX TEKCTOB PasHbBIX >KaHPOB. ITocmoBMIbI
3aIJCBIBA/INCh YYUTEIAMY IMCLIOBBIX IIKOJI C CAMOTO PAHHETO Bpe-
menu (XXVII B. 10 H.3.) ¥ ZOLIUIN OT BCEX 30X IIYMEPCKON UCTOPUN.
[TocnoBMIIBI y>Ke M3YJalu C TOYKM 3PEeHVS MOITHKM, A3bIKA Y CTUIIA
[Alster 1996], cormanpHO-UCTOpUYECKOrO copiep>kanus [/IbsKOHOB
1966], annmanuctuxu [Foster 2002].

Jlo cyX mop He M3BECTHBI LIe/IN UX 3aIMCHU U IPOoOIeMaTIIHa K/1ac-
cuduxanms [Taylor 2005]. OpHako HYU B 3aIIaHON, HU B POCCUIICKOI
HayKe ellje He ObUIO HY OJHOJ IOIBITKY OCBETUTH UX PEIUTVO3HO-
¢dunocodckoe comepkanue’. Mexay TeM U3 IIYMEPCKUX MOCTOBMUI]
VI3BJIEKAIOTCA BCE COCTABHbIE YAaCTV CUCTEMbI IIeHHOCTEN, XapaKTep-
Holt s sxuteneit I0xuoro [IBypeubs B III — navane II Thic. 1o H.3.
ABTOpBI ITYMEPCKUX ITOCTOBUIL, HA PEIKOCTb OTKpoBeHHBI. OHM CO-
00IIal0T HaM O TeX L[EHHOCTSAX, KOTOpbIe Pa3fe/AICh BCeMI CIOSMMI
obmecTBa. B mpoTMBHOM cry4ae STM HOC/IOBMIBI He IIOIAIM OBl
B LIKOJTY, I7ie VX 3ay4MBa/Ii HaM3yCTh .

[IpeBblle BCero Ha CBeTe LTYMEephl LIEHW/IN >KM3HD KaK TaKOBYIO.
OHM cormamanich TepIeTh BCe €€ MHOTOYMC/IEHHbIE HeIIPUATHOCTH,
HO JlepyKaJIich 3a ObITHE O KOHIIA, He YIIOBast Ha IHO MMP.

! B HacTosiuiee Bpems noateepxaaetcs BuiBog M.M. [bskoHoBa 0 TOM, 4TO 60Sb-

LWas YacTb M3BECTHBIX HAM NMOCNOBMUL, Ha LWYMEPCKOM A3blKe OTpaXKaeT MMPOBO33peHue
obuiecTBa fpesHero [lBypeubs BTopoii nonosuHsl I1T n Hayana II Teic. fo H.3. [[bsako-
HOB 1966: 27]. Pa3ymeeTcs, 3T0 He HaLMOHabHble MOCNOBULbI LWYMEPOB, @ BbICKa3bl-
BaHMA BCex HapofoB Meconotamum, KOTOpble B 3TO BPEMSA NMUCann NPeUMYLLECTBEHHO
Ha WyMepcKoM A3biKe. s KpaTKOCTH Mbl flanee Oyfem Ha3biBaTb COCTaBUTENEN NO-
CNOBUL, WWYMepamMu.

2 HacKonbKo MHe U3BECTHO, Takas CTaTbd HeAaBHO Bbllwna Ha uepute. Ee aHmuii-
ckue paHHble: [Klein J., Samet N. Ethics and Religion in Sumerian Proverb Collection
(in Hebrew) // Beit Mikra 2012. 57/2. P. 106-131]. B cTaTbe wymepckue nocnosuLpl
CONOCTaBAAKTCA € 6UGNeickuMn achopusmamu, YTo He BXOAMUT B 334y HaLIero npu-
HOWeHMA Ounspy.

3 [lanee BCe NOCNOBULbI LLUTUPYIOTCSA NO 3N1EKTPOHHOI 6a3se faHHbix ETCSL ¢ ykasa-
HUEeM HoMepa KoJsekuumn (nubo roposa) U HoMepa nocnoBuLbl. B uuTatax u3 neyar-
HbIX My6AMKALNIA YKa3bIBAETCA UCTOUHMK.
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64 B.B. EmenbsiHoB

nig -nam nu-kal zi ku_-ku_-dam*
[Alster 2005: 276].
Huumo He uenHo, (monvko) #usHv cnaoxa xax meo.

ud nu-dug -ga $id-bi [nu]-til, /nam\-til > nam-us -a dirig X [...]
(25.5.16)
Heoobpoim oHam nem cuema, (HO) HU3Hb TyHuule CMEPMUL. ..

[llymepbl 3HaIM, YTO >KMU3HD YeJIOBEKA BO3MOXKHA TOJIBKO IIPU
YCTIOBMM COTPYAHMYECTBA MEKAY MOAbMIL. VI COTPyAHMYECTBO BCeTna
IpoYHee MPOCTOro mpusTenpctBa. OHM ObUIM OIUSKU K OTKPBITUIO
3aKOHa KOOIIepalii, KOTOPBIl B CpefiHNe BeKa CcPOpMyIupoBan
apabckne pumocodsr.

nam-ku-li nig, ud-1-a-kam

nam-gi -me-a-as nig, da-ri,-kam®
(3.17.36-37)

Lpyiba — eewyp Ha 00uH OeHv,
CompyoHuuecmeo — seusp Hadcez0dq.

CMepTh LIyMepbl CUMTAIM HeM30eKHBIM YHE/IOM Ye/IOBeKa, ero
BEYHBIM IIPUCTAHNILEM.

nam-us,-am, ha-la’ nam—luz—uls—lu—kam
[Alster 2005: 273].
Cmepmv — 00711 uenoseuecmaa.

an-ta e -ur -ra-ni ki-ta e,-da-ri -ka-ni
[Alster 2005: 274].
Ceepxy e20 xpynxkuti® 0om, CHU3Y €20 6e4Hblil OOM.

“  3pecb ynoTpebneHo CNOBO Zi «KU3Hb TeNa, Ayway, 0TIMYHOe oT til, «KM3Hb KakK
npouecc». OcHoa ku,-ku, o3HauaeT «mep; cnagkuit». Mo-sugumomy, pedb uaet
0 TOM, YTO HAWBLICLWENA LEHHOCTbIO ANA YENOBEKA ABAAETCA XW3Hb, NpoTeKatolas
B €10 TeNe OT POXAEHUA L0 CMEPTH, @ HE XU3Hb KaK TaKoBas.

> ByKBaNnbHO «HEe0OPLIM LHAM CYET HE OKOHYEHY.

8 PaHblue 3Ty NOCNOBMLY NOHUMANU UHade: «[pyx6a AnuTCA AeHb, POACTBO ANUT-
cs BeyHo» [Kpamep 1991: 131]. OaHako gi,-me-a-as 03Ha4aeT «Konnera, CopaboTHMK,
COTPYAHMK (B KAKOM-TO Aene)y.

7 3pech He nam-tar «MHAMBMAYaNbHas cyabba», a UMeHHo ha-la «gons Hacnep-
ctBa». CMepTb ocTaBneHa NoAAM B HACNECTBO, NO3TOMY OHA NepexoauT U3 nokone-
HUA B NOKOJIEHNeE.

8 Ur, = Sabatu «cmeTath, nobusath BeTpoM (0 notone)».
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Penurus u ¢punocodus B ymepckux nocnoBuLax 65

nig -nam-a-ka-ni lu, na-me la-ba-an-Si-in-kar
[Alster 2005: 273]
Tozo, 4mo cryuumcs, HUKMO He U3bexcum.

[TocKONbKy CMepTV Henlb3sl M30eXaTb, CIefyeT IpefaBaTbcsA Ha-
cnaxpeHuaM >KusHu. IlocmoBuia INpOTMBOIOCTABIAET YAOBOJIb-
CTBIE, KOTOPOE ABAETCA IUIOOM 3eMIENENNsA UM OCeNJION >KU3HMU,
U HENIPUATHOCTY, KOTOPBIE IOCTAB/IAET KOUeBas )KU3HbD.

nam-sag,-ga kas-a nam-hul kaskal-la
(7.98.57-58)
Yoosonvcmeue 6 nuse. 3710 6 crpaHcmeuu.

[IpaBpaa, romoy ele Xy>ke KOYEBbA.

“En-lil -le Ser -da gu-la-ni Sa -gar-ra
(3.93.175)
Benuuaiiuee Hakazanue IHauns — 207100°.

Hackonbko TBOA KU3HD OyZieT IIO/THA YHIOBOIbCTBIIL, BO MHOTOM
3aBUCHT OT CYABOBI. DTO XKe CI0BO YIOTpPeOIAeTCs B IOCIOBUIIAX
Y B 3HaYeHMN «yfada»'’. B cBoeM nepBoHavyanbHOM 3HaueHV Cynbba
CpaBHUMBAETCs € COOAKOII, KyCcarolel TeIo Ye/I0BeKa, C IPS3HOI OfIeX-
TOV, IPUINIIIIEN K HEMY, U C OfieAHNEM, KOTOPOE JJaii TOJIOMY Y€JIO-
BeKy Ha ToJIoN 3emyie. ITO 03HayvaeT, 4To Cyzbba Bcero b IOKPOB
TeJla VIV HaBA3YMBBIN CITy THUK, IIPEC/IENYIOUIT Y€TOBEKa, HO OHa He
VIMMaHEHTHa eMY, He 3aK/II0YeHa BHYTPU €T0 Tejla VIM pasyMa.

nam-tar ur-ra-am, zu, mu-un-da-an-ku,_ tug -mu-dur -ra-gim im-
ma-tab-tab

(2.11.24-25)

Cyovba kak cobaxa — eopasda kycamvcs. Kax epsasuas odexcoa,
OHA KO MHe TUNHEM.

®  Tonop ABAAETCS HAKA3aHWEM 33 CepbesHble MPEecTynNeHUs CTPaHbl Uau Laps.
B WyMepo-aKKaACKUX TMMHAX N naavax IHAUNL — MHULKMaTop noTtona.

10 B KonneKkumMu 2 nocnoeuusl o cyasbe nonagaloT B 06WMil KOHTEKCT NOCA0BUL,
0 6eaHocTu. CTAaHOBUTCA NOHATHO, YTo cyabba 3aech npexae Bcero cyabba begHska
W HEYOAYHMKA, T.€. Hey[aua, Hefons.
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66 B.B. EmenbsiHoB

nam-tar ur-gir, -ra-am, eger-ra-na mu-un-DU
(2.14.29)
Cyovba — cobaka, udyu,ast no3aou.

nam-tar tug,-ga-am, eden-na mu-un-na-an-la,
(2.12.27)
Cyovba — odexncoa, npomsrymas (uenoseky) 6 nycmuoiHe.

Cynp6a MoxkeT ObITh HecyacTHON. OHa Jake ObIBaeT OCKOpOM-
TE/ILHOM, IIPMYeM KaK JJI1 HOCUTENA CyAbObI, TaK U /IS TOrO, KOMY OH
O HEll pacCKa3bIBaeT.

a-a igi i-ni-in-bar nam-tar-gu,  ba-dib-ba
(2.4.15)
A nocmompen na 800y. Mos cyovba (= yoaua) niviia Mmumo.

ud-nam-tar-gig-ga-ka ba-tu-ud-de -en

(2.5.16)

B 3n0cuacmuuvlii deHv 51 poouncs

nam-tar-gu,  usur-ga, ga-na-ab-du,  in-na ma-ga,-ga,

(2.2.13-14)

(Ecnu) s 3axouy pacckazamv cocedy o moeti cyovbe, OH OCbinjiem
MeHs 6paHvio.

nam-tar-gu, ga-am,-du, in-na-am, pa ga-am-e, su-lum mar-am,

(2.2.11-12)

ITossonv pacckazamv mebe o moeti cyovbe: amo ockopbnerue. Ilo-
360/1b NOKA3AMb mebe ee: IMO NO30P.

Cynbba cpaBHMMA ¢ ToTocoM Matepu. Ho deloBek MOXKeT cienaThb
ee JIydlie, e/ OyfieT IpaBaVB 1 He IIepecTaHeT CTPEMUTBCS K COBEP-
IIEHCTBY. BepHOCTh MaTepMHCKOMY Hadaly CBOel IIPUPORbI 1 HoxKe-
CTBEHHOMY Haydajy CBO€il TMYHOCTY — JJBa 3Talla B OCYI€CTBIEHUN
4e/I0BEKOM CBOETO IIPefHa3HaYeH M.

nam-tar-gu, gu.-nam, ama-gu, mu-da-an-kur,

(2.6.17)

Mos cyovba — 2onoc moeii mamepu. Ona (6cez0a) moxem ezo u3-
MeHUMb.
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Penurus u ¢punocodus B ymepckux nocnoBuLax 67

gis-3ub us -sa ama-zu hul-la kas -tuku-ma"* dingir-zu hul-la

(19. C. 3.4-5)

HUcnonnun ceoii smpebuii — nopadosan céoto mamv. ITobexcan (0anv-
we) — nopadosan céoezo 6oza.

lu, inim-gen -na bal-bal inim-dingir-ra-ni-ta nam-tar sag,-ga-am,
ud-su,-us"” mu-da-gal,

(Unknown Provenance. 2)

Cyovba uenoseka, zosopsiuiezo npasoy, 61a20NPpUsMHA NO C7I08Y €20
602a. OH npebvieaem ¢ HUM NOCMOSHHO.

nig -gen -na"-da a-ba in-da-sa, nam-til i -u -tud
(1.1.1)
Umo cpasHumcs ¢ npasodoti? OHa nopoxioaem #usHo.

[lu, nig,]-gen -na [zi]-ni al-su -ud [nam]-/til.\ sag rig_-bi
(Urim.1-2)
IIpasousviii uenosex xusem 0oneo. Hazpaoa emy — Husmo.

Hanporus, m10Xb cuuTanach paspylmmTenbHULIEN )XU3HA ¥ OCHO-
BOJI BCEX MPECTYIIEHUIA.

e, lu,-zid-de du-a lu-lul-la gul-la
(2.142.19)
IIpasousulil uenosex 0OM CIPOUIN, JIHUBLILL — pa3pyuiaem.

til -la lul-la hul na-an-gu-[ul-en] gam' ha-la-zu-3e, mu-un-[gal ]

(3.55.114-115)

Ioxa xuseuiv, He ysenuuusati 3na noxcovio. (Mnaue) na dono mebe
suinadem yHuxMceHue.

" kas,-tuku-ma — HeTpuBManbHas rpaMMaTMYeCKas KOHCTPYKUNSA, COCTOAWAR U3
cywecTsuTensHoro kas, «6exarby, marona tuku «MMeTb» U 3aMMCTBOBAHHOM U3 aK-
KaACKOro fA3blka 3IHKIUTUYECKON yacTuuein —ma (3Aecb B 3HAYEHWUU «BCIEACTBUE
yero»). bykBanbHo «ber umets (6yaews) — Torga 6or TBOM pafocTeH (bynet)».

2 ByKBaNbHO [0 3aX0Aa CONHLAY.

B nig,-gen.-na = kittu «MCTWUHA, NOCTOAHCTBO» — (yHAAMEHTaNbHAA KaTeropus
WyMepo-BaBUNOHCKON penurnu [Ldmmerhirt 2010], ocHoBHOW NpuHLMN OTNpaBse-
HUs npaBocynus B Meconotamum.

' gam 3peck opdorpacnyeckmit BapuaHT gam, «nacTyleckuii Nocox ¢ KPoKoM».
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[TouteHyne K 60Ty CUMTANOCh OOA3aTeIbHBIM I HMOPSIOYHOTO
U IPaBAVBOTO Y€/IOBEKA.

lu, digir-ra-a-ni /nu\-mu-un-kal-la /eden\-na mu-un-sub ad -bi nu-
84,84,

ibila-a-ni alal-am, /gidim\-ma-a-ni a nu-nag

(Urim.3)

Kmo e uenum ceoezo 602a — 6 cmenv 6ydem HUSPUHYM, MPYN e2o
He nozpebym, e20 HACIEOHUK 0YX e20 U3 mpy6oUuKu 80001l He HANOUM.

tukum-bi dingir-ra-ni igi-zi mu-$i-in-bar gestu -ga-ni gal, ba-an-tag,

‘LAMA-"ALAD -dingir-ra-ni"® su ba-an-gal,

[Alster 2005: 278].

Ecnu e20 602 671a20CK/I0HHO HA He20 NOCMOMPUN — €20 pa3ym Om-
kpoemcs, (1) e2o xpanumenu 60tidym 6 ezo meno's.

umus lu-ulu ki digir-ra-/kam\"
(Urim. 3)
Pasym uenosexa — meppumopus 6oza.

OpnHako ecnmy CUIbHBI YelIOBEK He MMeeT 60ra, TO HU HOTepb,
HY YOBITKA B 9TOM He TepIuT. [/TaBHOEe — He pacTepsTh JJOCTOMHCTBO
U MYJPOCTb.

lu -ulu, dingir-da nu-[me-a] a,-tuku i-bi -za la-ba-i-gal,

(Urim. 1)

(Ecnu) uenosex He umeem 60ea — 0715 CumvbHo20 nomepu (6 mom)
Hem.

lu2 tes, <nu>-tuku-tuku hu-ru-/um?\'®-bi
(Urim.1)
He umerouuii docmourcmaea #asiox.

15 BbyKBaNbHO «NYCTb IAMACCy 1 Wepay ero 6ora npucyim ero Teny». Vimetotcs B Buay
[Ba flyXa-XpaHUTeisi, NOCNAHHbIE NYHBIM GOTOM YesoBeKa 15 NOCTOSHHOMN 3alUThl
OT 3/1bIX IEMOHOB.

16 XpaHUTeNn BXOLAT B TeN0, YToObl U3rHATL U3 HETO AIEMOHOB Goe3HM.

7 Tlo-BMAMMOMY, aHANOT UAEN O TOM, YTO eciu 6Or 3aXx04eT HakasaTb, TO OTHUMET
pasym.

B Hurum, «kHUYTOXHbIA YENOBEKY.
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Sag, nig,-kas, nu-zu /sag, igi\-gal -tuku
(4.46.15)
Cepoue He 3Haem pacuema — cepoye myopocmo umeem".

usu-dingir-ga, ni -ga, ba-til*
(10.8.8)
Cuna moez0 60za 0osepuiaem Mo coOCMBeHHY1.

usu igi-gal -tuku nu-mu-e-da-sa,
(10.7.7)
Cuna He moscem cpasHUMbCA ¢ MyOpoCmbIO.

gestu,, hul-la dingir hul-la
(UET 6/2.335.2)
Cuacmnus pasym — cuacmaus 60e*'.

3 mocmoBu1, MOXKHO y3HATh O TOM, KaKye IIOCTYIKM CYNUTAIUCh
B [llymepe TabynpOBaHHBIMY ¥ MEP3KVIMIU J/Is1 KOHKPETHBIX OOTOB.

Su nu-luh-ha kas i -de-a

us -du, -ga giri, nu-saga, -a

giri, te-en-na sahar nu-gi -a

eme ak an-bar, an-dul nu-ga -ga,
nig -gig-‘Utu-kam*

(3.8.16A-20)

¥ Mepesop coctaButenein ETCSL onupaetcs Ha nepesop b. Anbctepa: «A heart
which does not know accounting — is that a wise heart?» B wymepcKkom A3bike HeT
KOHCTPYKLMIA C «pa3Be, nN», NOITOMY BONPOCUTENLHOE NPEANOXEHUE, HE COLEPKa-
llee BOMPOCUTENbHBIX COB, OyAeT BbIMAAETb Kak noBecTBoBaTenbHoe. b. Anbcrep
AYMaeT, YTO aBTOP NOCIOBULLI COMHEBAETCS, MOXHO JIM CYUTATb MyAPLIM CEPALEM TO,
KoTopoe auweHo pacyeta. OfHaKoO TaKoil MepeBofd, CKOpee, XapaKTepusyeT npu-
HaANEXHOCTb NepeBOAYMKA K ONpefeNeHHOM KynbType, B KOTOPOM Tpe3Bblii pacyer
NpeAnoYnTaeTCs cepaeyHon MyapocTy. igi-gal, «mas uMeTb» — CylleCTBUTENbHOE,
ynoTpebnsieMoe B OTHOLWEHWUU 3HAHWIA, NONYYEHHBIX U3 HAONIOAEHUS, T.€. YUCTO 3pU-
TENbHOO 3HaHUs, «y3peBaHusy. LLymepbl XoTenu ckasaTb, YTO CEPALY He HYXHO pac-
4eTa, NOTOMY YTO OHO BUAUT BCE HEMOCPEACTBEHHO.

0 til ophorpacuyecknit BapuaHT til, «npekpauwars, 3asepwarby.

21 Becb 3TOT 610K AEMOHCTPUPYET U3BECTHBbIN NPUHLMN «Ha Bora Hafeics, a cam He
nnoway». Cnefyet UMETb B BUAY, YTO B NOCJ0OBULAX PeYb UAET O IMYHOM GOore Kaxao-
ro YeNOBeKa, a He 0 BEPXOBHbIX 6orax Meconotamuu.

22 bor conHua YTy yuuT YenoBeKa 3aKOHOMOCAYWHOCTU U AeNUKATHOCTU. EMY Henb-
351 NOKa3blBaTb YENOBEYECKUE BbIAENEHUS, TPA3b, KaK HENMb3S U APa3HUTb €T0 BbICYHY-
TbIM 513bIKOM.
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Pasnusamv nuso Hemvimvimu pyxamu,

IInesamv, He 3amanmoviéas NiesoxK,

Yuxamo, He NOKpvL8as OPbI3206 NbLIbIOS,
Buicosvieamv sa3vik 8 non0eHs 6e3 c030AHUS TMeHU —
Mepsocmuv (0ns1) Ymy.

Su-gi -gi, nig -gig-*Nin-urta-kam®*
(11.66.1)
Mecmv — mepsocmu (0ns) HunypmoL.

"Su-rin-na sir -ra ninda al-tum -mu
nig -gig-‘Inanna-ka*
(3.171.302-303)

Hecmu xne6 8 neuv ¢ necreti —
Mepsocmuv (0ns) VIHamHo.

nig -tuku nig, al di*® nig -gig-dingir-ra-kam

(UET 6/2. 261.1)

Bumv 60eamuvim (u) mpebosamv euje 6onvuie — mep3ocmo (071:)
8cex 60208.

Opnnako Kaxzplii yenosek B Illymepe 3HasI, 4TO )KM3HD CO3MAALTCS
©oraMmu TO/IBKO IIPY YCIIOBUM, €C/IY OOTY B/IAZICIOT O€3/IMIHBIMM CYIIa-
My ME, Ha OCHOBe KOTOPBIX BO3HMKAIOT PUTYaJIbl, TOAIEePKIBAIOIIe
MUPOBOII IOPsI/IOK Ha npoTspKeHun rofia [Emenbsuos 2009]. IToato-
My JI0 Hac Jouumm Heckonbko nocnosut; o0 ME. Ot cTapomrymepckoro
BpeMeHN ecTb fABe mocmoBuipl. OpgHa Bomuta B coctas «Iloydenmit
Ilypynnaka», MMeIOMNX JpeBHeNINiI a0y-camaA0MXCKIil IPOTOTHUII,
VI 3BYYUT TaK:

nir-gal -e ni -tuku gaba-gal, me-nam-nun®-na
Boimv usbpannvim (Ha uapcmeo), 61a0emsv UMyuLecmeom, Ovimo
cmotikum — (8om) ME enadviuecmaa.

23 JInbo «CMOpPKaTbCs, He MOKPbLIBAs BblAENEHU NECKOMY.

MecTb Bpary — peno camoro Hunyptol. 114 ntogei mecTb 3anpelyeHa.

WNHaHHa, ynpaBnstowasn My3blKasbHbIMW MHCTPYMEHTAMM, XOPAMKU U CaMOI My3bl-
KOW, He JONyCKaeT My3ULMUPOBAHUS B HENOAXOAs e 06CTaHOBKe.

% al di 6ykBaNbHO «BbIPAXKATb KENAHUEN.

2 NUN = rubi — opiHo u3 cnos, 0603Havalowmux nugepa. Ero TouHoe 3HaueHue He-
M3BECTHO.

24

25
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3nece ME BracTu OTOXEECTBIAIOTCA CO CTAaTycoOM Liaps, 6orada
¥ BOMHA, T.e. TOBOPUTCS, YTO CTATYC caM 1o cebe yxe 1 ectb ME. Bro-
pas moc/oBuIa uMeeT OecClieHHOe 3HaYeHe, IIOCKO/IbKY OHa Cofep-
JKUT YHUKAJIbHBIN, HUITIe 00Jiee He BCTPEeYarolniicss KOHTeKCT:

ni, izi si me i -kal-kal-am eger-ra-bi na

(4.2.2)

Beuyp, 6pouterinas 6 0201b, kpacuso copum (6yxs. « ME (ee) sapku»),
a nocse 3mozo (npespausaemcs 8) HU4Mo.

C/10oBO me 3/ieCb HECOMHEHHO O3HadaeT CBeTOBOI 3ddeKT, sip-
KOCTb' U yIOTpeO/IsieTcss 0 OTHOIIEHNIO K IU1aMeHu Koctpa. [lepen
HaMI COBEPIIEHHO YHVKAJIbHBII OBITOBOI KOHTEKCT YIOTpeOIeHns
JIaHHOTO C/IOBA, HEe CBA3AHHBIN C XpaMOM, Ky/IbTOM ¥ OoraMu ¥ IIpu
3TOM OOHapy)XMBAIOLINIT OTHEHHYIO, CBeTOoBYI0 npupony ME, koto-
pas yrajipiBaeTcs B 60JIee MO3JHIX VICTOYHMKAX.

HoBomymepckas snoxa Takke Jjajaa HECKOIbKO nocmosut, o ME.
[Tocnosuua SP 2.1 npepncraysieT co00ii AMAIOT ABYX COOECETHNKOB.
OpnuH HacTpOeH AeCTPYKTUBHO M XOUeT PaspyLINTb XU3HDb B TOPOJE,
OPpYyTOil COBETyeT eMy YAep>KaTbcs OT paspyiueHuit. K coxanennio,
HeN3BeCTHO, YeM 3aKOHYWJICS 3TOT JMAJIOL.

ki-gul-la-ba ki he,-en-gul

ki nu-gul-la-ba gu -gir, he -en-gal,

ki-ni ki lu-ubsar, kud-da he -a

garza-bi gir, ba-da-kur,

di-ir-ga-a ki ba-e-gul

me-bi ba-da-ha-lam

garza-bi gir, na-ab-ta-ab-kur -ru-de -en-ze -en
di-ir-ga-a ki nam-ba-e-gul-lu-de -en-ze,-en

me-bi na-ab-ta-ab-ha-lam-e-en-ze -en

10 gu,-de, ki-gub-ba na-ab-ta-ab-kur -ru-de -en-ze -en
(2.1)

B mecmax ucmpebnerust nycmo (6onvuie) semens 6yoym ucmpebneroi!
I'oe nem ucmpebnenuss — nycmo 6peutv 3usem!

ITycmov ux nocenenust no00OHbL paconu cpe3aHHot,

O N N U A LW N~

\O

28 Tlepesop b. Anbctepa B nucbMme k aBTopy o1 09.06.2001 r.: «What is fed into the
fire is very precious in effect, but afterwards there is nothing».
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72 B.B. EmenbsiHOB

X00 ux 06ps006 — u3meHeH,

Pumyanvt ux — ynuumosceHul,

ME ux — paspyuienvt!

X00 ux 06ps1006 b1 MeHAMb He 007N HDL!
Pumyanvl 661 yHuumoxcamo He 00m#Hb!

ME ux paspywamv 6vi He 0om#cHbL!

Boikos ¢ ux cmotibuuy c2oHamv vl He 001xcHbL! >

Eme ogHa mocnosuija — QparmMeHT oOpaleHys K HeKoeMy I0HO-
11e, KOTOPBIl OTOMCTW/I 32 IPUYMHEHHbIE €My HEelpUATHOCTU. Bos-
MO>XHO, 9TUM [oHo1elt b1 cam Hunypra.

[x]-x(... na)-zu mu-da-kur,
gis-hur-bi ba-da-bal

me-bi mu-un-la-e

Ses-a Ses-bi igi nu-bar-e
Sul-ea-ra,-zu ()

$a,-zu a-na-as hul ba-dim,
(UET 6/2. 331)

Tsou... usmexeul,

Vx nnanvl Hapyuienol,

Wx ME ymenvuieror™,

Bpam 6pama ceoezo He 6u0um.
IOnowa! Ha meoem nymu
Ymo xyodoe coenaro meoemy cepouy?

3aBeplIAOT 9TOT pasfies ABa pparMeHTa. B 0ZHOM CylecTBUTeb-
HOe me SIBHO yHNOTpeOJeHO B 3HAUYeHMM «paboTa, CIyx6a, JOMXK-
HOCTb». CMBICTT BTOPOTO BbICKa3bIBaHMA ellje 6osee mpo3spadeH: «Kro
ThI TAKOJ1, 4€M ThI 3aHIMAEIIbCSI — HEU3BECTHOY.

2 Karteropus ME ynomsHyTa 3necb BMeCTe C ByMS APYrUMU, TAKXKE 03HAYIOWMMM
«puTyan, 0bpsz, 3aBefeHHbIN nopagoky». N3patens Tekcta b. AnbcTep nepeBoguT cno-
Bo di-ir-ga Kak «bondy, umes B BUAY aKKaACKMI1 3KBUBANEHT riksu, BCTpeYatowWwmiics
B konuu 310 nocnoBuubl UET 6/2, 356, 5. OfHaKo 3TO C/IOBO O3HAYAET HE TOJbKO
«CBA3bY», HO W «puTyan, obpsaa, Teopus, npunuun» (CAD, R, riksu). CnefoBatensHo,
peyb MAET He 0 pa3pyLUeHUM HEKOEN CBA3M, @ 06 YHUUTOXEHUM PUTYANOB B MECTAX, MO
KOTOpbIM NpoLWIa BOMHA.

** CywectsutensHoe me ynotpebneHo 3aech ¢ maronom la, ‘ymeHbwars'. YmeHsb-
weHune ME 03HayaeT yMeHblIEHME YNCA KEPTB U COOTBETCTBEHHO YMEHbLIEHWE CUN
CyLLecTBa, KOTOPOMY NMpefHa3HayeHbl epTBbl. OOLLMIA KOHTEKCT NOCNOBULbI — pas-
pylleHWe nopsafKa B rOpofe HEKUM 037106/IEHHBIM IOHBIM CYLLECTBOM.
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Penurus u ¢punocodus B ymepckux nocnoBuLax 73

em -ma, em -gal-la-am,
me-gu,, me-gal-la-am,
(11.52.4-5)

Mou dena — senuxue dena,
Mou ME — senuxue ME.

me-zu

nu-mu-zu

(3N-T.161)

Teou ME HeussecmHubl.

Kak HU cTpaHHO, HO cpefiu LIyMePCKMUX IOCIOBUL] MOXKHO HAlITU
" TaKMe, KOTOPbI€ CBA3aHbI C OIIPpENEIEHHBIMU MeCALlaMU U ITpa3iHN -
KaMIL.

B nepesone B.K. AdanacbeBoit HaM yKe JJaBHO M3BeCTHA IIOCIIO-
Buua: «/Incuma nmomounnace B Mmope. “Bor mope! Bce mope cpenana
al”» (AdpanacpeBa 1997: 322). A BOT ee KaJIeHIapHbIII BapyuaHT, 6ojee
VIHTEPECHBIII:

i . v v . v ku . v
ka.-a' Idigna-se, kas -ni sur-sur-ra a-estub™_ba-zi-ge-en-e-se
[Gordon 1962: 234].
Jucuya nomouunacv 6 Tuep (u ckasana): «f evi36ana nonosoove
kapnos!»

Hepect xapnos B Boje Turpa, cxogsuieii ¢ rop Ha pasHuHy llly-
Mepa, — IJIaBHBII NpU3HAK NpUIIEAUIeil BeCHbL. B Tekcre «IOHKU
Y YCTPOICTBO MUpPa» TOBOPUTCS O TOM, 4TO OOT DHKM OIIOJOTBO-
pun Turp u EBdpar cBoMM cemMeHeM M OHU CTanM IUIOLOPOSHBIMMU
[EmenbsauoB 2009: 238-239]. CregoBaTenbHO, Mica yIIogo6/saeT CBOIo
MOYY C€MEHM DHKU ¥ CBOVM JIeVICTBYMEM BbI3bIBAET IIPUXOJ, BECHBIL.

iti-du -ku -ga-ka sah, nu-un-[3ar ]

iti-kin -ga-sa-an-na-ka aga’-gibil nu-un-mur

(1.172.65-66)

B mecsiy, CesujeHHo20 Xonma céumvio oH He [00nxeH pe3amn],

B mecsay, O6psoa Tocnoxu VIHaHHbL HOBYI0 KOPOHY Hade8ambv OH
He 00/HeH.

ITo NpegnucaHysa CKpPOMHOCTM U ITOCTA Mepefi HayaoM OCeHHUX
IPa3HNKOB, KOIZIa MPOBOJANTCA OYMILEHME LJapsd M CTPaHbI OT Ipe-
XOB, HAaKOIMBIINXCA 3a IEpBOe Nonyroaue. B aTo BpemsA sanpeniaeTca
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74 B.B. EMenbsiHoB

€CTb CBUHIHY, pbI0Y, €3UTh Ha KOJIECHMIAX Y HaJIeBaTh HOBYIO OIEX-
ny [EmenbsuoB 1999: 91-107; Casaburi 2000: 16-23]. Mecsny Css-
I[eHHOro XO0JIMa COOTBETCTBYeT BaBWIOHCKUIT Tampury. Emy npep-
mectBoBaj Mecsn O6psga VHauue! (= BaBuI. Imyny). VHTepecHo,
YTO ITOC/IOBMIIA IPOM3HOCUTCA HA JKEHCKOM JIMa/IeKTe IIyMepCKOro
A3BbIKa. BIIOTHE BO3MOXKHO, YTO 3TO IpeAIMCaHMe, UCXOAIlee OT
YKEHCKOT0o 60)KecTBa ¥ IpefHasHaYeHHOE [/ MY>K4JH.

Cpeny IIyMepcKUX MOCIOBUL] BCTPEYAIOTCA Y TaKMe, B KOTOPBIX
cdopmynmupoBaHbl uen OOIBIINX TUTEPATYPHBIX TEKCTOB prmocod-
ckoro 3HaueHysA. Tak, upes mMuda o 1moTore BbICKa3aHa B OHOI I10-
CJIOBMIIE, KOTOpas TaKXKe BCTPeYaeTcsA B IIyMepPCKOM I'MMHe «bupra-
Mec 1 XyBaBa»:

ba-su-a-ba ba-su-a-ba

ud ¥ma,-Ma -gan" ba-su-a-ba

ud ¥ma -gur -Ma -gi -lum" ba-su-a-ba
¥ma,-da-la,**ma, zi-Sa -gal -la-ka i -in-dab_
[Gilgamesh and Huwawa, Version A. 112-115].
Kozoa samonnena, koz0a 3amonnena,

Ko20a nadvs Mazarna 6vina 3amonnend,

ko020a 6apka Mazunyma 6vi1a 3amonnena,

(mo Ha) nnomy 6ce #usoe 6bLI0 CNACEHO.

B KoHTeKcTe TMMHa 3Ta IMOCIOBUIIA IIPOM3HOCUTCA CIyroit bub-
rameca JHKUAY, YTOOBI 000CHOBATb HEOOXOAMMOCTb HAfIeXAbl Ha
crlaceHyue B TPYAHOU cuTyauuu. [layke ecnmy BOKPYI He OCTaHeTCsA
HI OJJHOJ JIOIKU, BCE PABHO HAMJETCA IMOCYAVHA, HA KOTOPO MOXKHO
CIacTUCh OT norona. Hy>KHO TOIbKO IPOABUTD CMEKAJIKY.

Nnes snoca o Inibramenie TakXe BbICKa3aHa B OJJHOM KOPOTKOM
IIOC/IOBULIE:

$ah lu -Sah-Sum-ma mi-ni-ib-sum-e

gu, i-ra-ra kaskal ninda,-zu

u, pa-bil-ga-zu i -re -es-am,

u, za-e al-du-un-na-ni gu_ i -ra-ra-e-se

(8.22.2-5)

Mscnux ceéurvio pesxcem,

Ona susscum. «Ilymem (3mum u) npauyypol meou,
W npedxu meou xoounu,

VI mut udewtv. 3auem xe Mol 6USHUULL?»
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Penurus u ¢punocodus B ymepckux nocnoBuLax 75

Hamr genosedeckmuit BU3I — >KelaHMe Ha KOPOTKUII MU BbIfie-
JINTBCA U3 NOPSAKA Belljeil, 3 00IIero 3aKOHa, 3aABUTb MACHUKY, YTO
TBI €CTb, YTO TbI €lle XMB. MACHMK He IIOHMMAET, YTO CTPAIIHOIO
B C/IE€[JOBAHMM TPagULUM NPEAKOB. MACHUMK — cama paBHOJYyLIHAA
[Tpupopa. CBuHbsa — [mnbpramern. [nnpramemr — mo60it 4e0BeK, KO-
TOPBIN He X04ueT ymuparb. IIoka OH KuB 1 310pOB, TO C YIOBOIbCTBU-
eM IIOMHUT O IIpallypax, MHNUT cebs B ux pAny. Ho xorma Hag HUM
HaBJICaeT HOX MACHMKA, MY OYeHb XOUeTCs IOYYBCTBOBATD ce0s OT-
JENbHBIM CYLECTBOM, HaJl KOTOPBIM HE BJIaCTHA TPAJIA CMEPTH.

JInteparypHble TEKCTBI MOITI BO3HUKATD 13 1ocnosull. Ho nnorma
IIOCTIOBNIIA, TIOIAB B JINTEPATYPHBIN TEKCT, yTpauMBajaa CBOM MCXOJ-
HbI cMbIc. Hanpumep, ecTb Takas nymMepo-aKKazcKas IOC/IOBUIIA:

Yenosex svicoxuti 00 Heba He docmanem,
Yenosex wupoxuii 3emnto He 3aKpoem.

9Ta NOoC/IoBMUIA M3BECTHA B JIBYX KOHTEKCTaX. B mrymepckom Tek-
cre 0 bunbramece u XyBase nociie Hee TOBOPUTCA, 4YTO CMEPTb — 3TO
cynbba Bcex Jofiell ¥ 3a00TUTHCA HY)KHO TOJIBKO O CTABHOM MMEHI.
B BaBumonckom «Pasrosope [ocrioguna n Paba» mocie Hee yTBepx-
faeTcs, 4To 61aroM OyzmeT TombKo cMepTh’'. Oba pasa CMBICT B TOM,
9TO He CTOUT CTPEMUTDHCA K TOMY, Y€TO HE CY>KJ€HO JOCTUTHYTb, I10-
TOMY 4TO MUPOBOJI IOPAJIOK 3TOTO He IIO3BOJIAET.

M Bppyr sTa nocnoBuIja cTajia U3BECTHA HAM ITOJIHOCTBIO. V] ee Ko-
Hell yIVBUTENEH.

sukud-de, an-na su nu-um-da-la,

dagal-e ki-a igi nu-um-ma-an-il -il,

kalag-ga ki-nu,, ni, nu-mu-un-gid -de,
za-e-me-en ud-gim du, -du -ga

pirig-gim ne he,-gub

(17.b2.4-8)

Yenosex svicoxkuil pyxoti 0o Heba He docmanem,
Yenosek WUPOKUTI 830POM 3eMIII0 He 0XBAMUTMN,
Yenosek mozy4uii He 3atimem 6ce 7104,

(Ho) mui, nodo6Ho 6ype pesyujuil,

JIvey n0006HO, cebst ymaepoutv.

31 «Yro e Torpa 6naro? — Lleio Moo, Wweto TBOK CNoOMaTh, B peKy 6pocuTb — BOT
n 6naro! KTo cTonb BbICOK, 4T06 AOCTUrHYTH HEDA, KTO CTONb WKPOK, YTOO 3aN0NHUTDL
BCIO 3eMt0?» [Lambert 1960: 48].
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76 B.B. EmenbsiHoB

OxaspIBaeTcs, TYT B KOHIIE IPOTVBOIIOCTAB/IEHNE, IPU3BIB K IIpe-
OJIOJIEHVIO €CTeCTBEHHOTO IopsAnKa. V 3TOT mpusbIB ObUI OTOPOIIEH
B MOPaIU3UPYIOLINX TUTEPATYPHBIX TEKCTaX >,

Takum 06pa3oM, MOXXHO OOHAPY>KUTH B IIYMEPCKUX MTOCTOBUIIAX
TaKye YepThl KaPTMHBI MUPA, MPUCYIIeil 0OUTaTeNsIM F>KHOIT Meco-
notamuu B KoH1le III — wagane II ThiC. 7O H.3., KaK:

1. IIpencrasnenye o0 LEHHOCTY U LIEHHOM.

2. CrabuipHble M HeM3MeHHble KaTeropum ObITUsI, 6e3 BCAKMX
NIPU3HAKOB JMATIEKTNYECKOTO MbIIIIEHNS.

3. Upeamuctuyeckasa konuenyusa ME Kak npefBe4YHbIX IOTEHLINI
OBITUA, KOTOPBIM y IIYMEpPOB He IPOTMBOCTOUT MaTepus Wi Cy6-
CTaHIUA.

4. Onnosunusa ME kak sipkoro ropenus ey u na (Hudro) kak
pesy/brara ee TOpeHus.

5. OrcyTcTBME fyanus3Ma AyLIN U Tea.

6. IIpepnourenne GUBUIN3ALUN U IIEPCOHAJIBHOTO PA3BUTNA IIEP-
BOHAYa/IbHOMY COCTOSHMIO CyObeKTa (B 4aCTHOCTM, IpeAIIOYTeHIe
NyBa KaK pe3y/IbTaTa OCENJION >KM3HM KOYeBbIO, IMYHOrO 6ora —
cynbbe 1 MaTepu).

7. lIpencraBiieHne 0 JOCTOMHCTBE Y€/I0BEKA.

8. IlonumaHme nIpaBJbl ¥ MYAPOCTY KaK 3TUYECKUX KaTeTOpUIA.

9. PapukanbHOe HeNpuUATHE CMEPTU IIPU IIOJTHOM OTCYTCTBUM
uen HeObITHA.

K coxxanennro, u3 myMepcKux IOCTOBUL, HUYETO HENb3s y3HATh
o Bo3pacTe jrofei”. Her B Hux u 6maronoxxenanuii ro6unspam. Ilo-
3TOMY XOYY 3aKOHYUTDH CBOE ITOJHOLIEH)E YHUKA/TIbHBIM T€KCTOM M3
Xysupunsl (coBp. CynraH-Tere), 3anmicanHbM B KoHle VIII B. 1o H.5.
B aTOI1 aKKa/icKOJ MOCIOBUIE KaXK/JOMY BO3PacTy >KM3HU COOTBET-
CTBYET KpaTKasl XapaKTepUCTHUKa:

STT 400, r. 45-47
40 laltum «pacyeem, nonHOMA HUSHU»
50 timu kurtatu «xopomixue OHU»

32 (paBHEHMWe BapWaHTOB 3TOI NOCIOBMULbI C b1ubNedckuMn adopusmamm cM. [Samet
2010: 2-13].

3 WcknioyeHnem U3 3TOr0 MpaBuna ABASETCS Bonpoc: anse-gim dam mu 3-am3
nu-mu-un-tuku (2+6.141) «Pa3Be 51 ocen, YTO6bI KEHUTLCA Ha TpexneTKe?»
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Penurus u ¢punocodus B ymepckux nocnoBuLax 77

60 metliitu «onvimuocmo»
70 dimit arkiitu «0onzue OHU»
80 sibiitu «cmapocmo»

90 littitu «mozyuecmao»

NsBecTHO, uTo B VI-V BB. B MeconoramMmuu yxe OBV JIIONU, JOXKIBAB-
e 1o Moryiectsa. [Ipudem 3TO MUCLIbL, JIFOAM MHTEUIEKTYaIbHOTO TPy
[Manmamaen 1983: 140-143]. [locTUTHYB JONTUX [AHE, OOMISAP MOT ObI IpU-
CMOTPETbCS U K JIBYM ocTaBUIMMCs Ludpam. Bripodem, 13BeCTHO, 4TO 60N
rapaHTUPOBAIN CBOMM TBOpeHusAM 1o 120 jer >xusum [Alster 2005: 337].
Ectb Kyzia cTpeMnTbCA.
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N.I0. Komun

BOCTOK U 3ATIAT]
B IIO93UU TATIKUTA HATPA

B ctatbe N.H0. KoTnHa paccmarprBaeTca TBOPYECTBO MHA0-aHIMMIACKOrO N03Ta
Janpxuta Harpa. AHanu3upyiloTca OTAeNbHble ero Npou3BefeHus, B KOTOPbIX
3aTparvBaloTCcs B3aMMOOTHOWeHMA BocToka v 3anapa.

Knwoyessie cnosa: Qanpxut Harpa, no3asus, Boctok, 3anag.

Igor Y. Kotin

EAST AND WEST IN THE POETRY OF DALJIT NAGRA

The paper studies the heritage of the Indian-English poet Daljit Nagra, focusing on the
poems that deal with East-West relations.

Key words: Daljit Nagra, poetry, East, West.
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80 W.10. Kotun

YBa>kaeMblil 0OMLAp He OCTaBII €3 BHMMAaHI TBOPYECTBO aHT-
JIMICKOTO I03Ta MHAMICKOro mpoucxoxpenua [Hanmxura Harpa.
B cratpe «IlocTOopreHTamM3M B TBOPYECTBE YYEHBIX COBPEMEHHOTO
Cankr-Ilerep6ypra» [Rodionov2015] M.A. PofnoHOB UuTHpyeT CTU-
xorBopenne Janmxura Harpa «Booking Khan Singh Kumar» [Nagra
2007: 6], B KoTopoM 3By4uT M [anraguna — 6eccioBeCHOTO CITyTu-
BOJJOHOCA 13 OfHOMMEHHOro ctuxoTrBopenus P. Kunmara. YcmoBHO
MO>KHO IIepeBeCTI INUTUPyeMble I00M/IAPOM CTPOKM TaK:

MHme cnedyem Oexnamuposamv dmu cruxu
Unu nooame ux, xax [aneadun?

laHrasMH — B aHITIIICKOM TekcTe — raroni. To Gangadin — mo-
IaTh YTO-TO C yCepAVEeM M IIPeJaHHOCTbIO, KaK JIeIajl 3TO TepOl OJHO-
uMeHHOro cruxorBopenus P. Kumnmara BopgoHoc lanragms. Gan-
gadin — 3TO I71aron aHIIMIICKOTO SA3bIKA, MpUIIeAnii ¢ Boctoka. 9to
IJIaTOJT, CBA3aBIINII TBOPYECTBO aHIJIMIICKOTO, 8 HA MOMEHT CO3[JaHVIA
CTUXOTBOpeHMA «laHrajiuH» — aHIIo-MHAMIcKoro apropa P. Kum-
NVHTA ¥ aHIIUIICKOTO, MHJ0-aHIIMiickoro aBTopa [I. Harpa. Tsop-
vyecTBo Kummara, B koTopoM TeMbl BocToka u 3amaza, 1 camBaroTcs,
U COCYLIECTBYIOT, ¥ IPOTUMBOCTOAT JPYT APYTy, ONMM3KO I0OWMIIAPY.
brusko OHO U 3aMedaTebHOMY OPUTAHCKOMY II03TY WMHAMIICKOTO
nponcxoxperns Janmpkury Harpa, IOIbITKa ITepeBecTy CTUXU KOTO-
poro OblTa HpeANpUHITa aBTOPOM 3TUX CTPOK [Anb-Manax 2013:
224-232]. B psape nyOnmkanmit aBTOpa JaHHOI CTaThby pa3pabaThiBa-
NUCh TeMa 1BeTa B moasuu Janmxura Harpa [Kotnn 2012], npo6nema
TEeKCTa MH/IMIICKOI iuacriopsl B TBOpuecTBe [lanmkura Harpa [Kotun
2011 a], Tema TpymOBBIX Oy[Hell ¥ IPa3gHUKOB VHIVUIIIEB-UMMMUT-
panroB [Korun 2010] u, HakoHel], mpobneMa naeHTUPUKALY Opu-
TAHCKMX MH/IMIIeB MM OPUTAHCKUX «a3natoB» [Kormu 2013].

B panHoil crarbe paspabarbiBaeTcs TemMa BocTroka u 3amapma
B TBOpuecTBe [lanmxnura Harpa npenmyIecTBeHHO ¢ IpUBIeYeHNEM
HOBBIX JICTOYHMKOB M PAacCMOTpPEHMEM KaK paHee IepeBefleHHBIX
aBTOPOM 9TOJ CTaTbY, TaK M HOBBIX TEKCTOB TAJAHT/INBOIO MHJO-
OPUTAHCKOTO M03TA.

O6parumcs k aBrobuorpaduu Janmkura Harpa, omy6mukoBas-
HOJI Ha ero cTpaHuydke B VIHTepHeTe [Biography]. /13 Hee MbI y3Haew,
9TO pOAWICS aBTOp B 1966 I. B ceMbe MMMMUIpaHTOB 13 [lenmxaba
(Mupus), npubBIBIIMX B AHIINIO B KOHIIe 1950-X rofoB. [Ja/mkuT, Kak
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¥ ero cTapumii 6pat [lanmKuHaep, MOSABUICA Ha CBET B JIOHJOHCKOM
paiione VB3 61113 Xutpoy. ITo paiioH, rjie MpUCcyTCTBUE NHAWILIEB,
0COOEHHO CUKXOB, cylecTBeHHO. Hapsany ¢ CayTXo/IoM 3TOT paiioH,
PaCIIONIOXKEHHBIN PAIOM C a3pOonopToM XUTPOY, CY>KUT CIIaJIbHBIM
PalioHOM JI/I CITY>Kal[IX MHOTOYMC/IEHHBIX aBMAaKOMIIAHWI, MHOTYE
U3 9TUX CAyXamux — yHguiinbl. Jammxkut Harpa BcrmommHaer ero
TaKMM:

Hawi 2opodok 6 Anenuu emeujaem écto Mnouro
C ee eypyosapamu, MaHOUPAMU U MeuermImu,
Haw npocnexm xenmeem He om yHUPOPM OPAHMUCMOB,
Ho om wagpara undycckux ¢nazos.
Haw anpenvcxuii Baucaxxu
3aenywaem Ilacxy,
A 6esymve npu nonroti nyne — Ipusnax Voa
C ezo manyamu 00 ympa
W xyxneii manoypu. y nac kocmput Iast @oxca
Cnusaromcs ¢ oenamu JJueanu —
IIpasonuxa sosspautenuss Hauweeo Oduccess — Pamol
K ceoeii no-nenenonvu npedartoii Cume.
Y nac 3eyuam xumut bonnueyoa u pummut bxawnepa,
Ilepeoasaemvie Haweit Canpaus Paoduo.
B mazasunax 3gyuam 38yku cumapa’.
Tam, 20e 6penuanu pezeu Kapubyes,
I'0e K020a-mo mycosanuce cCMusseu. ..
Ha sumpunax nawux kage — 6appuxadsl wmappartvix cracmet,
W Osxcanebu, nponumarovie CUponom,
Cnnemarowjuecst 6 naymumy, Kax Hauu KaaHbol,
Hawiu npunasku ommoimot 0m Kposu u MAca, HA HUX —
Macca baknaxanos, aHAHAC08, TUHU U MAH2O0.
Hawu moou, udyujue ¢ pabpuxu,
Kopmsam anenuiickux nebedeti vanammu,
Hawu Oesvl, 6038pausasco U3 wikosn 6 yHugopme,
MeumamenvHo enaserom Ha 6UMPUHBL ¢ MAHEKEHAMU
6 0bnezarousux capu,
Ha wmyxu cumuya u wenka Ha 110601 6Kyc.
B nHawem 6paurom azeHmcmee mamauia

1

Cutap — WHAMACKMNIA CTPYHHDBIA MY3bIKANbHbIA UHCTPYMEHT.
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Céexcasuieti u3-nod eHua 0ovepu
Pvidaem Hao pockowHvIM Anb60OMOM ¢ eNITHUEBLIMU HEHUXAMU
Co sceti Mnoueii 6 Hem.
[Anp-Manax 2013: 230]

V13 VB3nu cempbst Harpa nepeexana B llledpdpunz, ropon B CpepHeit
AHruy, OBIBIINII MPOMBINUIEHHBIN LEHTP, OKa3aBLINUIICS, OJJHAKO,
B TaK Ha3bIBAeMOJ «IEIPECCHBHON 30He» IOC/Ie 3aKPBITVS MHOIVX
npefupuATIii 000pOHHOI NpoMblIeHHOCTH. Poputenn JammkuTa
otkpsun B llledppunpe B 1982 . cBOII HEOONBINIO Mara3uH4MK B MeC-
teuke Gleadless Valley, kmaccuaeckuii «corner shop», kakux B bpura-
HUJ THICAYYM U BJIAJEI0T KOTOPBIMM OOBIYHO VIMEHHO VIHIVILIBI —
HeHPKabubl M TymKapaTubl. B cruxorBopenmn [Jammxura Harpa
«Parade’ End» pacckaspiBaeTcst 0 KOHIle pabo4ero JHs B TAKOM Mara-
3auH4MKe. [IpryemM Ha3BaHNe CTUXOTBOPEHUA MOXKHO IIOHATD JBOAKO.
9TO MOXKeT OBITh HasBaHME YINUIIBIL, @ TAKUX YINUI] B aHITIMIICKUX TO-
pozkax Hemano (0OBIYHO BOINM3YM 3a0POLIEHHOTO BOEHHOTO IIAIA).
Ho 3T0 MO>XHO NOHMMATbh ¥ OYKBaJIbHO — «KOHeI] Iapajia», «KOHeIl
pabouero gusi». Cyns no 6uorpadun Harpa, emy u camomy npuxopu-
I0Ch paboTaTh B TaKMX MarasuHuuKax. HeyauBurenpHO, 4TO ¥ 103-
3us, u ydeba B >xu3Hb Harpa npumum fosonbHO nosgHo. Harpa mm-
LIET, YTO OH CTa/I MHTEpEeCOBATbCA M033Mel B 19 /1eT mocie Toro, Kak
IpodYesl KHUTY CTUMXOB YmnbsAMa breitka «Songs of Innicence and
Experience».

Mp1 3HaeM, 4TO IPUONMM3UTENIBHO B 9TOM BO3pacTe mpodvern bieiika
u Vlocud bpopckmit, Ha KOTOPOTo 0331 3TOIO AHIINIICKOTO BU3NO-
Hepa Taloke IIPoM3BeIa OrpoMHOe BredaTaeHue. Ilogpaxas bieiky,
Bponcknit Hanucan cBoe ctuxoTBopeHue «llecus Hesunnoctu, Ona
e OnbITar.

Yunbsam breiik (1757-1827) ObUI YHUKA/JIbHBIM II03TOM, XYHO0X-
HUKOM, ¢puocodom, BusnoHepoM. Emy 6putm 6mm3ku Tembl Boctoka
u 3amaza. breitk n3ydan n mnmoctpuposan «bubnmio» u «boxe-
ctBeHHYI0 Komenuio» [JanTe. breiik Hanucan ctuxorBopenue «Vepy-
ca/M», HaBesSIHHOE JIETEHIOM 0 TOM, YTO VIucyc mocie pacnATys mo-
cnepoBan ¢ Vocudpom Apumadeiickum B Inmacronbepu B AHIINN.
Hekotopele npusnaior «J/epycamum» 4yTb U HY Heo(UIVIaTbHbIM
ruMHOM AHrMK. AHrnusa s bnerika — «Hosbiit Vepycanum», «Ho-
Bas 3emss Ob6eToBaHHAs», HO OJJHOBPEMEHHO ¥ MECTO COeMHEHNS
Bocroka n 3anapa. I[locnenHee mpencraBieHne He MOITIO He ITIOHpa-
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BUTbHCS CBIHY MHAMIICKVIX UMMWUTPAHTOB, THEM paboTaBIIeMy B Mara-
3MHYMKE POJIUTENIEN, a IO BedepaM IOcCeljaBlIIeMy BedepHue KypcChbl
VIS TIOATOTOBKM K ITOCTYIUIEHVIO B YHUBEPCUTET (aHAIOT COBETCKOI
BeYepHell IKOJIbI).

Harpa numiet, 4To MHTEpEC K TBOpYECTBY bilelika MOBINAT Ha €ro
BBIOOP 00s13aTE/IbHBIX INPEAMETOB IS M3Yy4eHUSA — aHIIMIICKOTO
Y aHIJINIACKOM uTepaTyphl. Bce Menble BpeMenn cran ygenars Ha-
rpa paboTe B MarasyHe cBoero oTua. HecMoTps Ha ocyxaeHue ponmu-
TeJIell ¥ 3eMJIAKOB, BBIOOP B IIO/Ib3Y QHIJIMIICKOTO S3BIKA U II033UM
okasasca BepHbIM. KcraTu, cTuxorBopenne «llecHsa cukxa» B KOTO-
poOIl omychIBaeTcsA OBIT MOJIOJOTO YeTOBeKa, pabOTAIONIEro B JIaBKe
CBOETO OTIIA, B HACTOsAIIee BpeMs BXOAVUT B 0053aTe/IbHYIO IIPOrpaM-
MY II0 aHIJIMJICKOMY fI3BIKY B aHITIMICKMX MIKOTAX U KOJUIeKax. Bor
HECKOJIBKO CTPOK 13 3TOT0 CTUXOTBOPEHUA:

A mopzyto 6 00HOT U3 OMUOBCKUX IABOK
C desamu ympa 0o Oessimu sevepa,
Omey, He paspeuiaem mHe 3aKpvleamv Maza3utx Ha 06eo,
Ho koeda nocemumeneti Hem,
A 3axpuiearo 1aeKy, u cneuty Hasepx,
I'0e meHs Hoem MO MOTI00AS Heecma,
W ¢ komopoil st Oentoco wanammu ¢ 4amHu?,
C komopoti mvlL 3aHumaemcs 110606010,
Kax epebneii 6 [Tammnus’.
Koeoa s1 8038pawuiaroce 6 1a6Ky, 3acmezusasicy Ha x00Y,
IIpodasupl cmeromcs u moluym 6 MeHs NanoUamus:
3ii Cunex! I'0e mot 6117
Teou numoHwvL NPoKUCU,
bananvl nepecnenu,
A non Hyxoaemcs 6 MOKpoil ujemxe!
B amom xyouiem unoutickom mazasume
Ha sceii unouiickoti ynuye!
[Nagra 2007: 51].

2 YaTHM — mapuHap, NUKyau, ocTpas npunpasa.

3 TatHu — paitoH JloHaoHa 6113 ofHOMMeHHOrO MocTa yYepes Temsy. OgHoBpe-
MEHHO, Ha XMHAM W NaHaKabu CNOBO «NaTHWU» 03HAYAeT «kKeHa». Ha 3Ty urpy cnos
Danpxut Harpa ykasana B ogHom 13 uHtepssto [BBC].
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Hammxut Harpa fan 1oBo/ibHO MOAPOOHBINT KOMMEHTAPUI 110 I10-
BOJIY 9TOTO CTUMXOTBOpeHNA. [IprBOAVIM BBIJIEP>KKM 113 9TOTO KOMMEH-
Tapys: «51 cobMparoch pacckasaTb BaM O TOM, YTO CITY>KUT (POHOM 3TO-
rO CTMXOTBOPEHMA U JJaM HeCKOJIbKO IIO[ICKA30K /I ero IIOHMMaHUA.
<...> Ilucarp 0 MarasyMH4YMKax ¥ UX NPOJABIAX [JIA MEHS BaXKHO.
3necp Benb — Moy KopHM. Mowm popurenu npubsim u3 Ilenmxkaba
(CeBepo-3ananguas Vugus) B konue 1950-x ropos. Torga B AHDMm
Obl1a 60TIbIIIast HeXBaTKa paboyert cuybl. MHOTYE 13 9TOTO TOKO/IEHNS
(mpuOBIBIINX) He M3y4Yanu aHIIIMIICKUI A3BIK B 1koje. Korma oHnm
npuObUIV B AHIINIO, BCE, YeM OHU MOI/IV TaM 3aHMMaThbCs, — (HeKBa-
mUIMPOBaHHBI TsDKenblit) TpyA. OHM paborany Ha 0OOPOHHBIX
U IIeMEHTHBIX 3aBOJIAX, Ha MPEANPHUATIAX 10 BBIIEYKe X/1eba 1 U3ro-
TOBJICHUIO CYXJX 3/IaKOBBIX 3aBTpakoB. Ha aTux npeanpuATuax 4acto
ObLI0 XapKo, NbUIbHO. O 3aImyTe 310pOBbA Ha HUX TOBOPUTD He IIPK-
XOIWIOCH. <...> Mowu popgurtenyt KOnwim AeHbIn. <...> OHU yIOpHO
Tpygunuch B 1960-e u 70-e rogsl u B KoHIEe 1980-X cymenu CKOIUTH
JIOCTaTOYHO, YTOOBI OTKPHITH CBOJI MarasyH. <...> Tak 4To mycartb o
TaKOM MarasyHe — 9TO IIVICAaTb O MaJIOVM3BECTHOI MCTOPUM, KOTOpasd
ceityac, Kak Bbl 3HaeTe — 4acTh bpuranckoit ucropum» [Sheer Poetry].

B ucropmsax Janmkura Harpa ectp He4TO OT aHEK/[0Ta, OT 3ab6aB-
HOJI OBITOBOV MCTOPUM, TIPEKPACHBIM MaCTEPOM CO3IaHUsI KOTOPBIX
ObLIY B pycckoit Tpaguiyy Anekcanzp lanna u Bnagumup Beicorkmit.
Ho Comepcer Moam BuguT 910 1 B Ipupope tBopuectsa P. Kumina-
ra. B nmpepucioBun k opHoI 13 mopbopok npoussenenuit Kummnura
MosM nuueT o ero MHANNCKUX «UCTOPUAX»: «B HUX OH, IO-MOeMy,
mokasas cebs1 ¢ camoit ydieit cTopoHsl. Korga on ncan 06 mHpgmit-
nax ¥ o6 aHrmM4YaHax B VHAUM, OH 4yBCcTBOBA cebs JoMa U INCaT
C JIETKOCTBIO, CBOOOZIOT 11 60raTCTBOM BOOOPaXKeHNMsI, KAKMX He BCer-
fa fobuBajcs, paboras ¢ apyruM Marepuanom» [Moam 1991: 419].
MosM pa3ByBaeT 9TOT aHaIU3, 0Opamasch K CIOXKeTaM IIpou3Befie-
Huit Kunnmmuara: «OpgHuM u3 cambIx OmecTsiux ycrnexo Kummara
OBIIO TO, YTO PACcCKa3bl €T0 — AHEKJOTHI, a 3TO, 10 MHEHUIO KPUTH-
KOB, O3HAa4yajIo, YTO He Cepbe3Hoe MoHATMe. <...> Ho ecmu 6l oHU
HOTPYAWINCH 3aIITHYTh B TONKOBBIN OKchOPACKMIT CIOBaph, OHM
Halu ObI TaM Takoe O0OBbsICHEHVE 3TOTO C/IOBA: «MCTOPUs, paccKa-
3aHHasg KaK HeYTO CaMo II0 cebe MHTepecHoe 11 cBoeoOpasHoe». ITOo
ufieaIbHOE OIpefieNieHe pacckasza»» [Tam sxe: 440].

B 1988 r. lanmxut Harpa nepeexan B JlongoH. OH nocTynui Ha
nporpamMMmy 6OakanaBpuara yHuBepcutera Royal Halloway (dbwmnman
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JIOHIOHCKOTO YHUBeEpCUTETa), pacHoNoKeHHOro 6nu3 Buupasopa
11 OCHOBaHHOTI 0 KoposieBoit Bukropueit B 1889 1. B aToM ke yupexpe-
Hyy Harpa nmpopomxwn o6ydeHre B MarucTparype Io IporpaMme
«AHITIMIICKUI A3BIK U TuTepaTypar. OHa BKIIOYasIa N3ydeHNe TI033UN
baiipona, lennu, Knurca. Vimenno pomantuky XIX B. OTKpbUIM AJIA
eBPOIIeIICKOro 06pa3oBaHHOr0 ynrTarens Boctok u, B yacTHOCTH, VIH-
nuio. Kak mucan B ouepke 06 «opueHTanbHoit moasum» Bsa.Be. VBa-
HOB, «Ill;erenn B mopy 71eHCKOTO POMaHTM3Ma OJJHOBPEMEHHO COBep-
IV TIEPEeBOPOT ¥ B IIPEACTaBIeHMAX eBpoIlelilleB 00 VCTOopun
IyXOBHOM >km3HM Asum. <...> He orgenbHble 06paspl, HO U Lieible
CIOKETDI, BOKPYT HUX C/IOKMBILMECH, BXOAT B Ty IIOPY B €BpOIIENi-
CKIe TPV ¥ CTAHOBSTCSA U3/MI00ICHHBIMY, KaK PaHee aHTVYHbIe
IIEPCOHAX!, C KOTOPbIMJ BOCTOYHbIE F€POU ¥ T€POVHM YCIIEIIHO CO-
cTsa3atoTcsi» [VIBaHoB 1985: 427]. VIHpus MaHmIa pOMaHTUKOB U Kak
cTpaHa mo6Bu. BecmomunMm «VHpmitckylo menopuio» Ilepcu bumm
Mlenmm:

A npocwyncs, 3a0poxcarn,
Mpmue 80 cHe s8unaco mol,
HexcHouii semep uymov Ovbiuiar.
Houb ceemuna c 8vicomot.
[BocTounbie MOTUBBI 1985: 234].

VHpuA 01 pOMaHTMKOB — CTpPaHa IPeKPacHbIX XKEHIIUH, POC-
KOIIN, IUBHBIX aPOMATOB U CIIeIVit. MeHee IOIy/IspeH ceifdac y mpe-
nofjaBareneil 1 uspareneil KMIUIMHI, HO ¢ BOCTOYHBIMM TeMaMu
B TBOpuecTBe Kummara Harpa Xxopomio 3HakoM, 4TO BUIHO IIO UC-
II0/Ib30BAaHMIO [la/KITOM KUIUIMHIOBCKMX 0OPa30B.

Xopouio IOATOTOB/IEHHBII 3HATOK QAHIVIMIICKOM JIMTEPATYPbl
Hanmxut Harpa nomyunn paboTy npernofaBaTesia aHITIMIICKOTO A3bI-
Ka B OIHOM 13 JIOHTOHCKIUX Ko/UTeKert. OfHaKO KaK aBTOP OH IIOHM-
MaJI, YTO K/TACCUKOB IT033MM Ceifyac YMTAIOT eAVHUIIBI, M COBPEMEH-
HBIII TT03T JJO/DKEH HalTi 0Cco0YI0 MaHepy, pa3paboTarh CBOW CTUIb
VI A3BIK, HAJTY ¥ OCBOMUTD CBOIO TEMY, HAaKOHeI].

Eme Bo Bpems yue6s! B Poitssm Xamoyait Harpa nmokasan cBoemy
npernofaBarento anrauiickoro Maptuny Hopcsopry (Martin Dods-
worth) Heckonmpko cTuxoTBopeHmit. MapTuH JJoEcBOPT M3BeCTEH Kak
ouorpad Ilexcrimpa m capa Yonrepa Peiinu, nsparens psga aHTto-
JIOTUI aHITIMICKOV 1Mo33um snoxu Bospoxpenns. [JopcBOpT Takxe
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ABJIAETCA aBTOPOM O4YepKa ICTOPUY aHITIMIICKOI TNTepaTypbl U IUTe-
parypHoit KpuTKku aBajaroro Beka [Dodsworth 1994]. Ero orjenka
3Hauwia MHoroe. OH ofoOpM/I TBOPYECTBO MOJIOAOTO VHJAVIALA,
HO caM Harpa npusHaetcs, 4To OH /10 TPUALIATY JIET He BO3BPALIAJICA
K CTUXOC/IOXeHVIO. JINIIb omy4nB paboTy 1 OCBOMBIINCH, OH IIONTY-
91T JOCYT, CTOIb HEOOXOAVMMBII Jiisi paboThl M060oMy aBTOpy. B aTo0
BpeMs (HaumHasg ¢ 1996 r.) Harpa mocemiaer psp mMacrep-KIaccos,
TOYHee — ThIOTOPMAJIOB, T.€. 3aHATUI tet-a-tet ¢ MeTpaMu aHI/INII-
CKOJ II093UM.

B AHrnm noassus, nMes Npu3HaHME B APUCTOKPATUYECKUX U aKa-
[IeMITYeCKVX KPyTax, 3a UX IpefelaMyi OCTAaeTCsl MajJlo BOCTpebOBaH-
Hoit. Takye MacTep-KIacChl — CPefCTBO MOAJEP>KKM KaK Ta/laHT/IN-
BBIX MOJIO[bIX aBTOPOB, TaK ¥ M3TPOB, YaCTO TAK)Ke HYXHAIOLINXCA
B ICTOYHIUKAX ITYCTb CKPOMHOT'O, HO IIOCTOSTHHOTO Joxofa. JammKuT
Harpa sanucacs ciepsa Ha Terotopuan K Pyt Ieiimen (Ruth Padel).

B 2009 r. ona 6bUTa Ha3HaueHa IEPBBIM NMPOGECCOPOM MOIZUM
B yHuBepcurete Okcdoppa. [Io 3Toro oHa coTpygHMYAIA C JTOHTOH-
CKMM 1eHTpoM uckycctB «tOxHbIit beper», paborana Ha BBC, nucana
KPUTUYECKMe CTAaTbM IJIA PAfa aHINIMICKUX Ta3eT M JUTepaTypPHBIX
XypHanoB. B tBopuectBe Ileiien 6ombinyio ponb urpaer Boctok,
cynpba CBATOI 3eMu, aBpaaMUYeCKMUX PEININIL, AVAJIOT MEXJy
HVUMM, OHa TaK)Xe MHTEpPECyeTCA 3allUTOM >KMBOTHBIX, I'PEYeCKOil
noasueit. Ony6/muKoBaHbl ee 6ecelbl ¢ MaTeCTMHCKUM [103ToM Miopu-
nom bapryru. Ileiijen Hanmcana mpepnucioBue K ONMyOIMKOBaHHOM
IIOCMEPTHO KHUTE IIepeBOIOB CTUXOTBOPEHMII U JHEBHUKOB I1ajiec-
TUHCKOTro 1oaTa Maxmyza Japsumia (1942-2008).

Tema Bocroka BomHoBana Pyt Ileiigen. OHa oo6pnia cTMXOTBOP-
Hble onbIThl [Jammkura Harpa. Ho aTo 66110 He mpocTo ofnobpeHue.
PyT HacTosATeNnbHO pekoMeHmoBana JanmKUTy OTXOAUTb OT KIacCH-
YeCKOTO CTUXOTBOPEHM, paboTaTh HaJl TEXHMKON CTHXa, TOCEIIaTh
MO3TUYECKNe CEMUHAPBI, M3Y4aThb COBPEMEHHYIO II033MUI0, KOTOpasd
mpeTepIiesia cepbe3Hble MI3MEHEHNA M0 CPABHEHUIO C KIacCUYeCKO
noasueit baitpona, Konbpumxka, Bopacsopra n TenHucona.

VI3MeHeHNA B 033V OTPaKasIy ¥ U3MEHEHA B 00IecTBe U CTpa-
He. Kak muer I Kpy>XkoB, aHanusupys M3MeHEHMsI B aHITIMIICKOI
MI093WM Y QaHIJIMIICKOM 00111ecTBe, «B cepefiuHe XX B. B UCTOpUYM AHT-
I IPOM3O0IIIIO BaKHOE COOBITHE: pacaj] MMIlepuu, 0OBaJbHOE OT-
HajieHue 3aMOPCKVX TeppPUTOPUIL. AHIINA IepecTana OBbITh BEINKON
MOPCKOJI Jiep>KaBoOJi, B UbMX BIAJIeHNUAX, 110 XO[A4eMy BBIpa’KeHMUIO,
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“HUKOrfa He 3aXOIUT COJIHIIE , ¥ IPEBPATU/IOCH B OFHY U3 PSTOBBIX
eBPOIeIICKMX CTpPaH, HEKOTOPBIM 00pa3oM BEPHYBIINCh K CBOEMY
CTaTyCy B IOLIEKCIIMPOBCKYIE BpeMeHa. [ aHIIM4YaH 3T0 OBUIO II0-
KOM, ITOKO/Ie6aBIIVIM IO ITTyOMHBI Hal[MOHAa/IbHOE CO3HaHue. B monc-
KaX HOBOJI V/IEeHTYHOCTY MHOTYI€ ITO9THI 0OPATIINCh K JOMALIHEMY,
POZHOMY, OCTPOBHOMY. B ItaHe 060CTpuMBIIETrOCs MHTEpeca K aHI-
JIMIICKOMY MOXXHO PaccMaTpyBaTh, HAIIPYMep, T093MI0 COLMATBLHOTO
rporecka “crapomopnoro” [>xona betmxkxemena, ctuxu CtuBu CMut
C VX 3a[iMPUCTOI METaHXO/MEN ¥ HEMOJApa)KaeMOoM 3KCLEHTPUYHO-
CTbBIO, MHTEHCUBHYIO pa3paboTky 6amnagnoit popmer Yapissom Koc-
7N, a TaK)XXe A3BIYeCKYI0, JOXpUCTHAHCKYI0 Mudonornio Tema Xpro3a»
[Kpy>xxoB 2009: 13-14].

Pasmbiniennsa Kpy>kkoBa IepeKk/InKaoTcs ¢ 6oiee paHHMMMI Ha-
omoneHnsiMY 00 aHMiicKo oa3uu JI. ApuHiurerina u B. Cupopen-
Ko0: «Ob1ras TeHgeHus OpUTAaHCKON M033uM B 1970-X rogax, “B Ko-
TOpOJT Tpo3a ObITusA, “chlpas’ ¥ OLIyTMMas BO Bcell ee Tpydoi
BY/IbIapHOJI peaJIbHOCTY, OTYET/IMBO IIOTECHIIA CKAa3KYy XKV3HI, a He-
IpUKpalleHHas IPaBJia COLMAIbHOTO CYLIeCTBOBAHNA I TPYZA CTaja
HEIIOCPEe/ICTBEHHBIM OOBEKTOM IOITMYECKOro MCKaHuA. <...> IJTa
TeHZIeHIMA <...> Haubojee MOTHO BOIUIOTIMIACh B CTUXOTBOPEHMAX
npnanpua [leiimaca Xuanu u anrnmdanmya Jlyrnaca [Janna. <...> He-
IpUTSA3aTe/IbHbIE, 10 BUAMMOCTH, 3aPVMCOBKI TUIIOB I 6bITa pabodero
paiiona IlentpanbHoit AHrIMM coXunuch y JlaHHa B cobuparesns-
HbIIT 00pa3 «Teppu-cTpuT», 3TOr0 “LIAapCcTBa MYCOPHBIX 6AKOB” U 00-
KUTBIX 3aI1aXOB, TJie TPare/iuy YaCTHBIX )XV3Hel IIepeOCMBIC/IEHBI KaK
Tparefys HallMM B IIeJIOM, Pasfie/IeHHON Ha VIMYLIVX 1 OOe/IeHHBIX.
TurarenbHO OTOOpaHHbIE U BBEIEHHBIE B CTUX IPUMETHI KOHKPETHOTO
BpPEMEHU IIOMOTA0T aBTOPY IIPEACTaBIATh COBPEMEHHOCTb B COIV-
aJIbHO-VICTOPMYECKON PeTPOCIEKINY, pas3pyLIaTh COLVA/IbHBIE Jie-
TeH[IbI U CTePEOTUIIHBIE TIPeACTaBaeHus » [ApuHiureitH, CKOpOZEHKO
1994: 57].

B aHmImMiicKkoM 001ecTBe U IUTepaType CI0XKIIACh HOBAs CUTYa-
IV, KOTZIa CTapble aBTOPUTETDI, MEPAPXUYHOCTD U KACTOBOCTD OBLIN
IIOTECHEHbl HOBBIMU DPEANUSAMU, «IIePEeYeHb «IeCTBYIOMINX AL
OPUTAHCKOII 110931 Y)Ke He TaK OTHOPOJieH, KaK paHblle. B HekoTo-
PBIX U3JAaTeNbCKMX CIIVICKAX II0TOB MEHbIIIe, 4eM noarecc. [Ipencra-
BUTE/MM STHUYECKMX MEHBIIVHCTB CETOflHA BXOAAT B JIUTEPATypy
aKTUBHee, 4eM Korpa-nmbo» [[dargerin 2009: 29]. B To sxe BpeMms s
IIO3TNYECKOTO MUpa AHITIMM MOCTIENHNUX JIeCATIIETUN XapaKTepHa
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«rpynmoBas craiika» [Kpyxkos 2009: 15]. ITosTuyeckue gBUXEeHUS
1960-1970-x ropmoB «JIBu>keHme» u «Ipynma» «uspgaBany aHTOJNO-
TUY, paclpefe/AIy IpeMuit 1 BooOIe py/my moasuein» [Tam xe].
B xonne XX — navane XXI B. mpoBopyumMast OpUTaHCKUM MUCTEONIII-
MEHTOM IOIUTHKA MYIbTUKYIbTYpanu3Ma 3acTaBU/Ia NPefCTaBUTe-
Neil IPU3HAHHOM TPYNIbl IIO9TOB IOTECHUTHCH, IaTh MECTO IO
COJIHIIEM HECKOTbKUM IPENCTABUTENAM MEHBIUIMHCTB, HO B 1I€I0M
MVp NIPU3HAHHBIX PO eCcCHOHAIbHBIX TUTEPAaTOPOB AHITIMM JOCTA-
TOYHO Y30K.

Bosspamasce k ucropun craHosneHnsa Harpa kak mosra, oTme-
TUM, 4YTO C/IeAYIOIIMM 3TaloM B No3TH4YecKkoil mxosne Harpa cran
Mmacrep-knacc ¢ Amwxkenoit [loys (Angela Dove). [TpusHanHbIiT Teat-
pasbHBI n3aiiHep, AHXena [JoyB Oblla TeCHO CBs3aHa C JIOHTOH-
ckuM 1ieHTpoM «FOxxHbIIT 6eper». Kak 1oaT oHa Obly1a M3BeCTHA MEHb-
111e, HO TP€e3Bblil B3IJIAJ] 4elI0BEKA, CBA3aHHOTO C MUPOM JIUTEPATYpPhl
u Tearpa, 6pu1 Janmkury Harpa upesBbruaiiHo moneseH. AHXerna I1o-
coeToBasIa [JaNPKUTy UCKATb CBOIO TEMY, U 3TOV TeMOI1 cTasl BocTok
Ha 3amaje. Kpome Toro Anxena [loys oTIipaBuiIa CTUXM TaITaHT/IMBO-
T'O MOJIOZIOTO 1103TA B PAJ, IUTEPATYPHBIX )KYPHAJIOB, ¥ TaM CTa/IN I0-
ABJIATHCA TIepBbIe Ty OIMKaLNU MHI0-aHIINIICKOTO aBTOpa

Cam [anmxur Harpa B cBoeit aBToOMorpadmm mmiier, 4To OH
HepBOHAYAIbHO HE HaJes/IcAd Ha IMyOIMKAIVI0 CBOMX CTUXOB M OT-
npas/iAn ux nop ncesponnmomM Xan Cunrx Kymap. Bor ogno ns cru-
XOTBOPEHUII TOTO Iepuoza:

Boi 3axkasvieanu Xana Cunexa Kymapa?

Craxcume, mHe K ULy 3ma MAacka, He nodouieouiass 6pummy?
VInu mHe no3eosneHo copearmv 6010 HePHYIO KOHY?

C samu noam u3 zemmo Xan Cunex Kymap zosopum —

Vnu noamy u3 zemmo 0yuiy packpuimo He NON0#EHO?
Homnsicen nu s, nenoxcabey, 2080pUMv Ha NeHOHKAOCKOM crieHee?
30ecv, Ha ocmpose, Ha OPUMAHCKOM JieHOe.

Bui noszeanu mes 3anonHumo amy naxyHy!

A npuwien 3anonHUmMp My 1aKyHY.

Xopouio nu mHe 6vbimb 3amoiukoli 6 Oymoinke?

Kax eecmu cebs1, ecnu mol — 3amoiuka 6 Oymoinke?

Bauwe pysxcve cmpensgem — 5 1u cepoiii ObiMok?

Ecnu Bot Ha 0xome — He 3a MHOTL 1u NOMUYUMCS 6Y16002?
ITozsoneHo nu mHe menom moei Oyuiu
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ITucamv cmuxu Ha uepHoti 00cKe Moeil KOHU?
Bce nu cnosa noszeonenwvi? Bee nu oHu xopouiu?
Wnu, xax Ianeadun, st 0onicer cezda 6vimv X0pouum?
Bui nossanu meHs 3anonHumo amy naxyHy!
A npuwien 3anonHUmMb My 1AKYHY.
Xopouio nu mHe 6vbimv 3amviukoli 6 Oymuoinke?
Kax eecmu cebs1, ecnu mot — 3amoiuka 6 Oymoinke?
Y mens scena 6 capu u aHenuiickas po3a 6 nemuuye,
Moey s nonaxomMumocs 0m MynomMuKyIvmypHo20 nupoza?d
Yem cebst Hazpadume, NO360UE CO MHOT 800UMbCA?
Kaxk oanexo 6 Bawi mup cmynum most Hoza?
Mme Hem Oena 00 8auiux anio0UCMeHos —
Cyxux u nycmuix, Kax pakosuHd, Ho 5 xomes OvL 3HaAMb —
Lo xakoii epanuypl, 00 KaK020 MOMeHMA
Moey, pasopeas 0607104KYy, 5 6 Opumanua uzpamo.
[Nagra 2007: 6-7. Anp-Manax 3013: 224-225].

Kak Bcnomuuaer Hanmxut Harpa, criyctsa 18 MecAles mocre nep-
BOJI TI09TUYECKOI IyO/IMKAI[Y OH BHOBb IIOYYBCTBOBAJI HEOOXOMM-
MOCTb 0OpaleHNnsA K MOTpaM 3a COBETOM ¥ IIPUCTYIINI K ITOCEIeHIIO
K/IACCOB, KOTOPbI€ BN Ta/laHTAMBbIe 103ThI [Tackanb IleTn, Monusa
Ansu, Popmn Jlymcpen, [Ixon Cremmepc u Kapon 9un Hadpdu. Ort-
MEeTUM, YTO IIOC/IeIHS B JaHHOM CITIICKe IT03Tecca ABjsgeTcsa ¢ 2009 r.
odurmanpHpIM N03TOM-MaypearoM CoepnuHeHHoro KoporneBcTsa.
Ha sTy cuMBOMMYecKyI0 JO/DKHOCTh C MUHVMYMOM OOs3aHHOCTe
(couMHeHMe CTUXOTBOPEHMI 10 BaYKHBIM C/Ty4YasiM B )KU3HU KOPOJIEB-
CTBa, a IJTABHOE — KOPOJIEBCKOI CeMbI) Ha3HAYAeTCs CaMblil I3BECT-
HBIJ ¥ IPU3HAHHBIN TYYIINM U3 XUBYLIUX aHITIMIACKMX 103TOB. Ko-
HEYHO, B IPUHATUM pelIeHNA O Ha3HaYeHMM Ha 3Ty JO/DKHOCTb
HeMaJIyIo pO/Ib UTPAIOT 11 (PaKTOPBHI, ajIeKye OT 0331y (1071, BO3PacT,
3THMYECKas IPUHAJISKHOCTD, NPMHALIEKHOCTD K OKCHOPHACKOI
VT KeMOPUIKCKON «Madum» U T.7I.), HO 6eCTa/aHHBIX II09TOB CPefu
103TOB-/1aypearoB He 6b110. [TpenmecTBenankamu Kapon un Hadd
ObUIN TO3THI-NTaypeatsl Tex Xbio3, JHAPI0O MOThEH, a [J0 9TOrO B pas-
Hble Tonbl [xoH Bermxemen n Anbdpen Jlopn TenHucon. Yunbsam
Bopacsoprt, Pobepr Caytu u [IxoH [IpaiimeH. ABTOp 3TUX CTPOK
OCMENIUTCA MPENTIONOXKNUTb, 4TO CAEAYIOUMM I03TOM-/IaypPeaToM,
€C/IV MY/IBTUKY/IBTYPHBIN IPOeKT bpuranu He OyfieT CBepHYT, OyzeT
uMmeHHo Janmxur Harpa.
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Ho BepHeMcs K 1IKOJIE MO3TUYECKOTO MACTEPCTBA, KOTOPYIO MPO-
xopgun Harpa. ITackans Iletu, ynmomsaHyTasd B CIIMCKe IIOJTOB, C KOTO-
peiMu Harpa npoxopun Mactep-Kiacc, M3BeCTHa B bpuranum kak aB-
TOP M033UM CKaH/Ja/IbHOTO XapaKTepa, YbY IIOITUYECKIE OTKPOBEHMA
BBIZE/IAIOT ee JaKe Ha (POHE B I1e/IOM OTHIONb He Iy PUTAHCKON OITH-
gyeckoil 6orems! JIoHmoHa. Ho ucropusMu o momamiHeM HacUIUM
U a/IKOTO/IM3Me B CEMbe €€ 110331 He orpaHusaeTca. OHa MHOrO Iy-
TenrecTByeT, Obi1a B Hemase. [Tackanp [leTn — opjHa 13 caMbIX Bus-
TEJIbHBIX NT03TOB coBpeMeHHOM AHrnmuu. OHa npurnacuia Janmxura
Harpa y4acTBOBaTh B psijie u3faHuii, Bkmovyas cOopHuk «I[loasms
Jlongona» (Poetry of London).

Ynomsanyras panee Monmsa AnBu (Moniza Alvi) 6bia epus-
CTBEHHBIM IIPEeJCTaBUTENEM MO3TNYeCKoro Onmumia AHIINM, INCaB-
muM 00 «a3ymaTax», T.e. MHAMIIAX, NMAKUCTAHIAX, OaHIaTeIIax
B AHrmuu. OHa 1oKasasa, 4TO 9TU JIIO[Y 3aCTy>KUBAIOT IMETb CBOETO
1103T4, a ¥IX KM3Hb JOCTOJHA IOITUYECKOTO ONMMCAHMA. DTa 03TECCA
MaKMCTAHCKOTO MPOMCXOXK/IEHNA MUILIET O CBOEM BUIEHUN CTOpUYE-
ckoll poxguHbl (oHa poxwaack B Jlaxope), Tparenuu paspena Vinpum,
cynbbe MaKVCTAHCKOJ >KEHINVHBI M BOOOIIe >XEHIVHBI M3 VMMI-
IpaHTCcKoOl cemby B AHIMM. TBopuecTBO KummHra okasano Ha Hee
CUJIbHOE BIMAHME. PANl eTCKUX MO3TUYECKUX KHUT AJIBU — JaHb
noppaxanuio Kunnmnry.

VHTepecHo, 4To, roBOpst 00 AnBu u ee moasuu, Jammkut Harpa
He BCIOMMHaeT JfiBapfa bparseiita, mMoHepa TeMbl MMMUIPAHTOB
B noa3unu bpuranym. Ypoxener bapb6angoca appo-kapuben SnBapn
Bparseiit (Edward Brathwaite) 3HaunTeNnbHYIO YacTh XU3HU NIPOBETT
Ha fIMalike, I7ie IpenoflaBa; CTOPUIO, 3aTEM OFHO BpeMs Ipenoza-
BaJI ¥ 3aHMMAJICS MCCTIeIOBaTeIbCKOI paboToit B [aHe, HO, KaK 1 MHO-
rue «meTy ViMmepun», oH 4yBCTBYeT cebs goma B bpuranmm, XoTs
OIIBIT CBOMX COOTEYECTBEHHMKOB OIleHNMBaeT HEOJHO3HaYHO. BoT He-
CKOJIBKO CTPOK U3 €70 CTUXOTBOPEHUSA «IMUTPAHTDI»:

Wmax, Boi 6udenu ux

C ux KapmoHHbIMU KOpoOKamu,

Demposvimu WUAANAMY, NIAULAMU,

Wx nceHugun, ¢ ux cepoimu U CUpeHesbiMU Nalbmo,
Ckpuisarouumu nonHvle gueypol.

Imo — amuzpanHmol.

B mopckux nopmax
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M asponopmax,
Besoe, ede ecmv napoxoo unu noeso,
Mawuna unu camonem,
Bui sudume, mam 603HuKarm oHu
[Black 1984: 6-7.]

OmnbiT bpaTBeiiTa U ero HaxoAkKM, Kak HaM KaxeTcs, HammKut
Harpa y4er, X0Ts 110 HesICHOJ IpM4YMHe He Ha3Bajl. Mo)XeT OBbITb, Ie/1o
B KOHKypeHuuu. Jammxur Harpa ceifyac mosmMuMOHMpPYeTCA IICa-
TEIbCKOI S/IUTON U CaM TO3ULIMOHKPYeET Ce0s KaK «I[BETHOI aBTOP».
OTy HMIIY MOXET 3aHATb NMIIb OAMH aBTOp. MoHusa AnBu emy
He conepHuna. OHa MIpefCcTaBIAeT XEHCKMII B3ITIAJ, Ha «IJBETHYIO»
TEMY, I B MiepapXUM >KEHCKOII IT093UN «IIBEeTHAsI HUIIa» MOXeET OBITh
3aHATa €il.

[IpumevarenbHo, yto HJanmxut Harpa He ynoMuHaeT cpenu npeg-
IIECTBEHHMKOB 1 Benukoro Baymiina JIumana Tomaca (1914-1953).
Bynyun Banmmiiniem, Tomac B MynbTUKYIbTypHON bputanum okasbiBa-
€TCA Ha I0/I0YKe MEHBIIMHCTB, XOTsA OH M CYMTAETCA BeNMYailliuM
aHIJIOA3bIYHBIM ABTOPOM /IBA/ILJaTOTO BeKa. MOXKeT, I03TOMY O HEM He
ynoMmuHaeT Harpa. A MmoxeT, geno B ToMm, uto Innan Tomac foBonbHO
XOPOLIO 3Ha/I MVUP VIHTEIEKTya/IbHOI OOTeMBI U OIIICAJI IyTh B 3TOT
Mup, KoTophlil mpofenan Harpa. B myrtimsom acce «Kak cTath mos-
TOM» OH IIpefi/IaraeT HeCKOJIbKO ITyTell K YCIeXy, BKII0Yas 00XaxiBa-
HJle M3TPOB, «KOTOPBIE BCE €llle [IeTAI0T IIOrofy», HalllCaHNe CTUXOB,
KOTOpbIE «IeP3KO 3aIIOJHIIN Obl CI€HT U SA3BIK YINUI, OOPBIBKY I10-
NY/ISIPHBIX ITeCeHOK, cTvxy nop Kumara» [[Junan Tomac 2001: 628].
Iwnan Tomac caM, KaK M3BeCTHO, He Ope3roBaj B CBOEI 033UY CTIeH-
roM 1 s13bIKOM yinL. Ero Bnmsanme Ha [Janmkura Harpa npegcrasisaer-
Csl HaM OY€BUIHBIM, HO caM OH cpefu yuuTeneit Harpa He HasBaH.

He naspan Hanpsamyto n @y JIapkuH, HO €ro 110331 yIIOMIHA-
ercs B cTuxax M KomMmeHTapuax Hanmknura Harpa. @unun Jlapkun
(1922-1985), 3TOT NOYTK HE3aMeTHBIN OMOMMOTEKaph, OTKA3aBIINII-
€Al B CBO€ BpeMs OT 3BaHNA U OIDKHOCTHM II03Ta-/Iaypeara, Bel )KU3Hb
3aTBOPHMKA, MaJIO BBICTYHAJI, M36erajI NIyMHBIX COOPUII M «TPYIIIIO-
BOJI CITalIKI», HE CO3aBILINIA CEMbU 1 CTOPOHMBIUMIICA ApYy3eii. Ho on
IPUCYTCTBOBAJI B TEYEHME NTOTyBeKa B )KM3HY aHITIMIICKON TUTepary-
PbIL, BbIIaBas B TOJ 11O BA-TPY CTXOTBOPEHNA, KOTOPBIe ITyOIMKOBa-
M B KypHAJIaX M aHTOJIOTVAX. [pycTHBIE Pumocodckme cTixm, 3apu-
COBKM, IIOPOJI — CO C/IEHTOBBIMU C/IOBEYKAMM, €T0 IIPOU3BEJEHMA
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CTay cBOeoOpasHbIM (OHOM, Ha KOTOPOM ILIUIO pa3BUTME aHIJIUIA-
ckoit mossun. O nmoasun JlapkuHa, HaBepHOE, MO>KHO CKa3aTh, 4YTO OHA
OTpakaeT BCe Jydvlliee U BCe Xyjllee B aHITIMIICKON II033UM BTOPOII
IIOJIOBMHBI IBa/ILIATOTO BeKa: 10331 IOy TOHOB 1 HI0AHCOB, CO3/1a10-
I11as1 IIPY 9TOM 0COOYI0 «OTIEKIIOCTD», «0E3/TMKOCTh», 328 KOTOPYIO MHO-
e aHITIMYaHe caMi ce0s pyraioT. bobliert 9acThbio 3TO He3aMbICTIO-
BaTO pu¢MOBaHHbIe HAOMIONEHNS, a IOPOIl 3TO Bepnmbp Ha TpaHU
MI033UM ¥ IIPO3bl, KOTOPOMY CI0XKHO TOfIpaXkaThb ¥ KOTOPBI HEBO3-
MO>KHO IIepeBOfIUTh. TPyaHO rOBOPUTD 00 «ombITe JIapkiHay», «ypoke
JIapkuHa», HO, HABEPHOE, MOYKHO CKa3aThb O «MarHUTHOM 1o71e Jlapku-
Ha», KOTOPO€ BAMAET Ha aHITIMIICKUX MO3TOB JIO CUX IIOp U KOTOpoOe
HaMeKaMI 3By4MT U B moasun Janmxura Harpa.

Haxonen, cpepu yunreneit Janmxura Harpa mbl Haxopum Popgn
JIymcpeHa, HIOT/IaH/ICKOTO 1103Ta, IIuIyIero 1 o Bocroke u o 3anage,
aBTOpa MO3TUYECKUX TPAaBE/IOrOB, M03TA, aKTUBHO MCIIO/Nb3YIOIETO
B CBOEM TBOPYECTBE COBPEMEHHDII CTIEHT.

K tpupnatu naru rogam anmxur Harpa chopmuposan cBoit
CTIIb, BBIOpAJI CKBO3HYIO TEMY, OIYOIMKOBAJ PsAJ CTUXOTBOPEHMI
B )KypHasax 1 anbMaHax. OH cTal UCKaTh U3JaTeNs i IePBOil KHU-
ru cBoux cTuxoB. Criepa Harpa o6patnics B usparenbcto «Redbeck
Press», HO MOMY4YM/I TUIIMYHO aHITIMVICKUI BEXK/IMBBIN OTKA3 OT M3/1a-
tens Jlspupa TUNTOHA, KOTOPBI MOXKANTOBAJCA, YTO Y HETO MajleHb-
KO€ M3JaTe/NbCTBO, @ KHura Harpa 3acmyxuBaer my6mkanum B 6071b-
IIOM M3/JaTE€bCKOM JIOME.

3a TaKMM CaMOYHUYVDKUTE/IbHBIM M OJHOBPEMEHHO YHUYTOXKAI0-
MM OTBETOM CTOST IPOOJIEMBl aHITIMIICKMX MaJIbIX M3[aTeTbCTB.
Ony He 06/1aflaI0T pecypcaMyt IS PUCKA Y PaCKPYTKU HEM3BECTHBIX
aBTOPOB, JlayKe €C/IM BBICOKO OLIEHMBAIOT MIX TBOPYECTBO.

V3Bectusiit knnogpamarypr Ctusen Haiir (Steven Knight), 3Ha-
KoMblit Harpa 1o pabore B IOHZOHCKOM IIeHTpe UCKYcCTB «HO>KHBII
Beper (Tem3sl)», BEIOpa ABafLaTh AEBATh CTUXOTBOPeHMIT [Jammxm-
ta Harpa u npepnoxm ux npecTm>XKHOMY U3JaTenbckoMy goMy «Da-
oep u ®abep». Ito nmponsouwio B 2002 r. B 2004 r. kHura 6bl1a Off0-
OpeHa k mevaty, B 2007 . oHa yBujena cBeT. Kunra «Look, We Have
Coming to Dover» (CmoTpu, Mbl ipu6biBaeM B [lyBp) BeiieprKaa iBa
V3JIaHVIA Y TIOJTY9//Ia XOPOIIIVe OT3BIBBL, OITyO/IMKOBAHHBIE B TOM 4JIC-
ne B rasere «lapaman». B 2007 r. raseTs! «lapguan», «/HpenengenT»,
«®DartHeHIMAN TantMc» n xypHan «Hpio CreittcMan» HasBamu Harpa
[Toatom roma. Janmxut Harpa 6bU1 HarpaXkeH pasnndHbIMY TUTepa-
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Boctok u 3anap B noa3um Janmpkurta Harpa 93

TYPHBIMU IPEMUAMU U UUTAT CBOYM CTUXU B IPECTVKHBIX aygUTO-
pusax. Ho Hac nHTepecyoT He cTONbKO Harpajpl Harpa, cKombKo ero
TBOPYECTBO.

B opHOoM m3 mHTepBbpio Harpa rosopur: «f pabotaro B 1mkore,
A MPENOoJal0 aHITIMICKUI A3BIK, S )XUBY aHITIMCKAM A3bIKOM, JBIIILY
UM BCe BpeMs, (I[P 9TOM) 4acTh MeHsI TaK)XXe X04eT ObITb MHAMIILIeM»
[Barkham 2007]. Viuauery a1 Hero — cbIH mnm fo4ub BocToka, MHAYC,
CMKX, MycynbMaHVH. Ho nmomereHo ato suts Boctoka B mHyI0 06cTa-
HOBKY — Ha 3amnaj. 31ech — cMelleHue KyabTyp, 6biTa. [Topoit aTo
160 MPUBOIUT K KOMUYECKUM CUTYalMsIM, 1100 CTAaHOBUTCS HOHOM
Tpareiuu, Kak B ctuxorsopenun «Camxug Haksu»:

Mot nawinu nawezo opyza 6 Hucoene,

B e20 xomHamyuike, mepmevim, yoap cepoeuHulil
OH He neperec, U pOOHS cepoeuHo

Iozeana Hac 6 meuemn, 20e Ml U30AnU

Habnrooanu, kak nawezo Cadxca

ITakyiom 6 2po6, youparom caxcy

Yemanocmu ¢ nuka, nokpuieaiom ezo 2nasypbio,
IIpespawas e2o 8 IO710K0 UNU 8 2TIA3YHDIO.

Bednsea, on moz ynpsmo

Houamu cuumamo 3adauxku us Cmuma,
Tenepo cepoumo

Kmo-mo 6opmouem 6eccuemnoe usz Kopana.

E20 passedennas mamv 0cmanacy 6 céoeti enyuiu,

Omey, u3 [lapbu éce coenan om 6ceti 0yuiu,

Ymob omnpasumy coiHa HA NOCTIEOHUTI NeYaIbHbLi NOCH —
B Cyppeii, 6 e20 enybumky, Ha wuumckuii nozocm.

Tam 38yuanu MONUMEDL, 4 NO3JHe KOMbS 3eMIU
ITadanu 6 enybuny, omkyoa mvl He MO2IU
3abpamv Hawezo Caodxa
[Nagra 2007: 10; Anb-Manax 2013: 225.]

Bocrok miia Harpa — cTpaHna Tpaguumii, poguTeIbCKOrO AVKTaTa,
HEBOJIM MOJIOZIBIX. BOCTOK He 3HaeT Opaka 1o 1068, XOTsI ¥ BOCIIeBa-
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eT Tpareamio pasnydeHHBIX BmoOmeHHbIX (Jleima u MamxuyH, Xup
u Panmpixa). BocTok mpennucbiBaeT MOTOABIM BCTYNATh B Opak IO
JIOTOBOPEHHOCTY popuTesneil. Bor kak ommcpiBaeTcss Takoil Opak
B cTuXOoTBOpeHuu Harpa:

bpax no nesone (no sone pooumerneii)
Bonpexu moeti gone

Mos enomka nonyuuna

W3psonyro nopyuio 1ady

B cnaokom cupone. Mama,
Haxopmue mens cnaoxkum,

B nepenonnentom xpame

W3 kpokoounosoti cymxu

Buinyna xuny 6ankHom

M ux 0oxcoem

Ocssmuna yepemoHu1o,
CHumaemyto Ha 8udeo,

3amem u Ha Hesecmy

IIponuncs OeHexcHovLil 00#Ob,

A 6abywxa

Boznana mme 6 pom

Hosyio napmuto 1a00y,

Tax, umo Kpouiku

IIponunuce noodasHvem 0ns MyX,

A c8AULeHHUK,

Hauan wumamo monumsy,

Tak umo écem NPUWIZIOCH 6CMAMD,
3ombupys meHs u Hesecmy,

You 08uUMeHUST NOBIMOPATUCY

B sameonenHom pumme

B kaodpax eudeo,

I'0e noHu u 06e3vAHbL

CmeHAnuco Ho800PAUHBIMU.
Bo30yx nponax naséandoii om monu,
M nnvn, xax cupon,

VI 6 Hem 6ce dsounoc.

A monua cuden 6 oxcepenve 48emos,
Haoes Ha meno HeoObluHbIX 148€1M08
W ¢pacona odesxdy, 3axonas 6 mopoar
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Tonosy u Hadexoy,
A cnviwman «Bam-6am»
38yKu 2apMOHU.
Y mym moii deo,
ITomepes nadonu,
Ha ceoem «8vicokonapHom» UHOULCKOM
Bonpocun: Kmo eosopus,
Ymo monodexv He ecm Hauty crmapyto eoy?
A 6v1 8udenu, kKak Mot 6HYK ynnemaem nadoy?
[Nagra 2007: 20-21. Anp-Manax 2013: 228-229].

C Touku 3peHus repoes Harpa, nonoxenne monogoro cbiHa Boc-
ToKa (emje B OOJbIIeNl CcTeeHM — fodepyu BocToka) 3aBUHBIM He
Ha3oBellb. [Jaxke Oostee mpreMIeMbIM Ka>KeTCsI MOJIOZON MH/JaHKe 13
cTuxoTBopeHua Harpa moso)xeHue ee 4epHOKOXeN yUMUTETbHUIIBI
AHTIUIICKOTO:

IDKACBUHJIEP IVMAET,
KAK XOPOIIIO BbI BBIJIO BBITh «4EPHOM »

Mama 6vikopmuULG MeHS HA PbIHOK Hesecm,

A cmana 6onvwas, kak ma menka

C oxcepenvamu Ha Hauem KaneHoape.

Tenepv mamv 3acmaensem meHs

IIpumeopsamuvcs 3acmenuusoll u 2po3um mHe nanvyem,
Koeoa st ueparo noxooxoii, kax Mucc Junamum,

Koeda nodato uaii u mamur ocobvtii «6omOetickuti Mukc»
ITomeHnyuanvroim HeHUxam, CPOSULUM MHe 213K U,
Ioxcuparousum meHs 83en0amu.

Hawa yuumenvruya anenuiickoeo mucc Buxmopus,

C 2onocom Maiiu Anxceny u Tonu Mopuccona,

You necHu oHa noem, 3a0pas 207108y,

Ona npocuna Hac onucamv Hawu 8000paxaemole ooma —
Tam, 6 MHouu, Hawiu enuHoOUMHble XUNUHBL HA POOUHE,

I'0e nuib eOUHULUbL U3 HEHUUH HUBYM, KAK UM 630YMACTNCH. ..

Hnozoa s1 0ymaro, Kak xopouio 6vimu «4epHoti».
YepHole — 910 CMenble HeHUsUHDL, OHU MO2YM 34 Ce0S NOCOAMDY,
Kax u Oenvle HeHUsUHDL.

OnekTpoHHasa 6ubnuoTteka Myses aHTpononorum n atHorpacdumn um. Metpa Benwukoro (KyHctkamepa) PAH
http://www.kunstkamera.ru/lib/rubrikator/03/03_03/978-5-88431-323-1/
© MA3 PAH



96 W.10. Kotun

Mucc Buxmopust 6onmaem no-aHenuiicku co 6cemu C60UMU 3HAKOMbIMU,
Mucc Bukmopus nocne pabomoi npunaonexum cebe camoil.
Mucc Bukmopus, ona He 063aHa bepeyus wecmv pooumeneti.
Mucc Bukmopus no eeuepam xooum 6 kny6vt. Mucc Bukmopus
[Ipasum 6anom u c600um c yma napHeii,

bpedsujux cmuxamu Ha ux pazbumuolx, Kax cepoua, menegoHax.
Mucc Bukmopus npoHocum ceéoe meso 6 o6mseusarouseii popme
VI ceou spro HakpaueHHble 2yObl cK603b IOHOOHCKUE 00MA
[Ipsamo Ha ocmpos c60e20 HUNbAL.

Mucc Bukmopus — ¢pnae c60600v1!

Mucc Bukmopus évloenvigaem Homepa

Ha okeane napxema c60umu HoXKAMU HA MOHKUX WNUnvKax!
Ee 6pacnem Ha cepebpsitoil yenouke 36eHum Kax eumH c60600e!
Ona noxopsem mup!

Mucc Bukmopust — amo Inna,

Smo bemcu,
Smo Huna!
Smo bunnu!
[Nagra 2007: 40-41].
BocTok na 3amame misa MomopbIx mereil BocToka — cmoskHas

CUTyanma ,Z[I/ICKOM(i)OpTa " OOJHOBPEMEHHO KOM€,T.U/II7IH3H CUTyalma
HETIOHMMaHNA, HEIIOJTHOTO IMOHMMaHMA, CUTYyalA COKPBITUA U Tpa-
BECTUPOBaHMA, KaK IIOKa3aHO 3TO, HAIIPUMEP, B CIAEAYIOLIEM CTUXO-
TBOpE€HUN:

PACCKA3 PYIIMIH]JEP

Muvt c omuyom cmompenu no éudeo

Hawy xnaccuky «Amap, Ax6ap, AHmonu»

O mpex 6pamvax, yKpadeHHvIX eaHeCmepamu
(Ecmv xaccemul ¢ cyomumpamu, mucc).

Y 60om AHMOHU, YCOIHOBIEHHDITE KAMOIUKAMU,
Monum MadonHy Hatimu podumerneti,

W koeda on nHauan monumay: «O desa Mapus, O desa Mapus? O...»,
A He 8videpxcana u moxe OPOCUNACH HA NOJL:

«O 0esa Mapus, O desa Mapus? O...»,

Kpecmsco, kax oH, u cosepuiast NoKnoHbL.

Omey, 63e1AHY HA MEHSA U NOCMYHYAJl N0 MIOPOAHY,
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Tax, umo s nodymana, umo mwopbaH pasmomaemcs,
Kax 6vi6aem, koeda omeuy, nomupaem 6UcKu,
M nuyo e20 nobazposeno. OH nozpo3un me:
«Tot pewsuna, umo sxera benozo 6oea - meost mamv, uouomkal»
Ilana 6vieaem cmpannvim. VIHo20a oH daxce Kpuuum
W eposumcst omoamv MeHs 8 CUKXCKYI0 UIKOTLY,
Hacmosuyto wikony, mucc.
Ilosmomy s coenana mo, 4mo denaem 6 xpame Mol Ky3eH Auioxk,
Koezoa ece, 3aK0oH4uU8 MONUMEBY, NOBMOPAIOM 6 UIKOTIE:
«O 0esa Mapus, O desa Mapus? O...»,
On npedcmasnsem emecmo 00H020 Bawezo pacnamozo boea
3onomotii Xpam u decamov Hawux 60podamoix 60208, u,
Kax ece mvL 8 80ckpecerve, Mblum:
«Baxe Iypy, Baxe Iypy!»
Bom max.
[Nagra 2007: 30-31. Anb-Manax 2013: 229].

Hanmxutr Harpa Bk/lajgbiBaeT MCTOpUM B yCTa T€POEB Pa3HOTO
0714, BO3pacTa, mpodeccun. Bot, Hanpumep, ucTopus, pacckazaHHasi
IeBYIIKON-TIEH/KA0KOI1, MOCETUBINE)l POAVHY IPEfKOB. JTO AUTS
Boctoka, BeIpociee Ha 3amafe. Iuta BocToka, nocetusiiee Boctok
u Boctok oTTopraromiee. Y cruxorBopenus — anurpad ns « Tameprna-
Ha» Kpucrodepa Mapro: «f rmmaHupyio npopbITh KaHas, <...> 1o ko-
TOPOMY MOXKHO OBLTO ObI OBICTPO HOIUIBITH 0 VHpgum». ITpnmeva-
Te/IbHO, YTO TaKMM KaHa/loM s repouHu Hanpxura Harpa cran
«A3podmoT» COBETCKOTO BPEMEHMU, JIEIIEBO 1 CKOPO HOCTAB/ISABLINIL
nHaniineB u3 Jlongona B [lenu n o6patHo ¢ ocTaHOBKOI B MOCKBe.
Mtak, BOT UCTOPUSA UHAUIICKON HEBECTBI:

3A BOTATCTBOM MHINN

«Aapogpnom» Ha poouHy npeoxos
B momenm nac docmasus,

Kax no mynnento,

Cokpamue paccmosHvs,

M 6om mvr — doma.

IImypmom e3am Iucannanoxap
C ez0 6asapamu,

Llenamu, coumuvimu euse
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Temywxkoti us Yoncana,

C 6ymukamu.

Muvt pasopsem ux

C Mammu. Ona nosena 6posvio

M kmo-mo ¢ «Panmoti»

ITo kusky 3010mo3y60z0 6occa

Kpymumcs 6o3ne Hac:

«Iocnoou, 6nazocnosu Bac, Mam-caxu6»

Ho nunxamu

A omeonst0 €20, KAk Kpovicy,

HInunekamu mygensv <...>

Mecmmvie enaserom Ha Hac,

Ho Mammu ocnensnissem ux 3010moim 671eckom

Ceoezo «Ponexca», ycoinanHozo

bpunnuawmamu. Vinmepecro, ee pooHst

Ewie nposzsbaem 30eco, 8 smux omobpocax,

B amoti 6onu?! Mot sice cnewium ynaxosamo

Hawu noxynku: 6aynvt, meuiku, 4emooaol,

Omoaem ux puxuie co cnosamu: «/manou»,

«/Ircanou»! beicmpeii 6 Bpumanuto!

Bown omctooa! Tlo dopoze 6pocaem neHHu

Yemy-mo 6e3H020MYy, 8ANAIOUEMYCS Y 00PORUL.
[Nagra 2007: 8-9].

Knrouesoii Temoit TBopuectsBa JJamkura Harpa ocrarorcsa oTHo-
ey Mexpay Bocrokom m 3anmagoMm. B ero mossmum Hamm oTpa-
KeHJe MHOTVe OTTEHKM 3TOJN /00BU-HEHABVICTY, NPUTSKEHUA-OT-
TOp>KeHMA, IPUHAIIEKHOCTU-UyXgoctu. He cimyvaiino cnepyromas
xkuura anmkura Harpa nonyunna nassanue «HeseposaTHaa urpym-
ka — turp Tumny cynraHa, nutanoimuiics “6enpiMu mopsmu’ » («Tippoo
Sultan’s Incredible White-Man-Eating Tiger Toy-Machine!!!»). Tor ke
usnarenbcknit foM «Pabep n Gabep» BoiycTmn BTopyto kuury Harpa
B 2011 r. HoBwlit cOopHuk ctuxorBopenuit Jammkura Harpa «Hese-
pOsITHasi UTpylIKa — TUTp Tuiy cyaTaHa, MUTAIOMNICA “OenbIMu
TIOABMM» TIPOROJDKAET TeMY IpefbIAyIell KHUTY — TeMy VHIMIILeB
B bpuranun. Haspanme KHUTM BOCXOOUT K OTPOMHOJN MeXaHUYECKOI
UTPYILKe, TofapeHHol B kKoHe XIX B. ¢ppaniysamu «turpy Maiico-
pa» Tuny cynTany, KOTOpbIil KaK pa3 BO€BaJl C 3aK/IATbIMY BparaMu
¢$paHIy30B — aHIIMYaHaMU. VIrpylIKa-opraH BBIIOJTHEHA B HATy-
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panbHbIiT pocT. Ec/iu ee 3aBeCT, OTpOMHBII UTPYLIEYHBIN TUTD OyeT
TPBI3Th COJIJaTa, OJETOrO B aHIIMIICKYIO BOGHHYIO (OPMY ¥ IIPU 3TOM
poraathb. ITocne mobensl Hax Tuiy cyaraHOM WMIpyIIKa B KadecTBe
tpodes nmonana B Myseit Oct-Vuzackoit Komnannn, a nocre ee pac-
dopmupoBanns — B IOxHO-KeHcunrronckuit Myseii, ceitdac aTo
my3eit Bukropun n Anpbepra.

Kuura Harpa pacmnpser u passusaet TeMy BocTok — 3amnap noj-
Temoit «bpurannel B Mingun». Cam Janmxkut Harpa HasbiBaeT cTuib
U COep>KaHue CBOMX IPOM3BEEHMIT «IMHTBUCTUYECKON OXapKi».
bxamxn — ocrpas mHANIICKaA cMeCh OPEXOB, TOPOXa, COMM, CIIELINIA.
9TO O0YeHb y7lauHOE OIIpefie/ieH e [ TOTO, YTO Mbl HalifleM B KHUTE.

A BOT Kak xapakrepusyeT KHury caM [Hammpxut Harpa B aHHOTa-
1M, IOMEIIeHHO} Ha cTpaHM4Ke aBTOpa B JIHTepHere: «Tam Illek-
crinp BcTpevaercs ¢ (VHAnMiICKMM) CYOKOHTMHEHTOM B cepun Gpopm
OT aHITIMIICKMX COHETOB 10 «bommmBepca» (CTUXM o 0Opasiy Tek-
CTOB IIeCeH MHAMIICKOTO KHeMarorpada) 1 HeKHBIX HeceH (0 m06-
BU), KOTOpBIE VICIIOJIHAIOTCA B Ce30H MYycCOHa». CIOKEThI /I 3THX
CTUXOB HaxofsATCs B («a3smMaTCKMX») Mara3yH4YMKaxX Ha YIIy, B KiIac-
CHBIX KaOyHeTaX, Ha CTPaHHBIX yIulax «/IoHAMHUCTaHa» U B YTONKaX,
r7ie ceBep AHIMY BeTpedaercs ¢ [lenmpkabom; oT moasun JlapknHa 1o
(MHAMIICKUX CrTafiocTei) mafy <...> “pacoBble OTHOIIEHMS , CeMeil-
Hble CKJIOKM, KY/IbTypHOE Haclefjue, PeIUruo3Hass peBHOCTb, <...>
Penbapn Kunnnar».

[IprMeyaTeNIbHO, YTO CTO/Ib BaKHbIN I MHIUICKOV OVACIOPbI
TEKCT, Kak «PaMasdgHa», Tak)Ke IpUBJIEK BHUMaHE PacCMaTPUBAEMOTO
aHIIO-TIeHpKabckoro moata. Tperws kHura [Janmkura Harpa — «Pa-
MasiHa» — HOBO€ ITPOYTEHNE ¥ CBOe0OpasHoe MepeioyKeHune Jiyisi Opu-
TAHCKOTO YMTATe/Is TEMBI CKUTaHMIT PaMbl — Ky/IbTOBO (pUTYPBI /I
VH/IYCOB, BaKHelllleil CMMBOMMYecKoil Gurypsl B amacrnope. Bexp,
KaK 3aMeTWI JuTeparyposen Bumxkait Mupa, «B Tekcre («Pamas-
HBI») €CTh, KOHEYHO, BCE, YTO CO3BYYHO paboyeMy (MMMUTPAHTY. —
J.K.): 14 neT M3rHaHUA 3NMYECKOTO repost PaMbl, MCIIbITaHUA B uep-
HOM Jlecy JlaH[IaK, KpaXka ero >keHbl fieMoHOM PaBanoii. Hakomnen,
BO3BpallleHMe B Mypudeckyto Arionxpio» [Misra 2006: 122].

Crnenyer oTMETUTD TO3TNYECKYIO TeXHUKY Jlanmxuta Harpa, ko-
TOPYIO HEeJIETKO, a MHOTTa ¥ HEBO3MOYKHO IlepefiaTh B nepeBofe. Harpa
IIPEBOCXOIHO BJIafieeT TEXHUKOI cTuxa. OH MOXXeT TOYHO pupMOBaTh
CTPOKU, MOXKET MICATh Bepmnbpom, cosnaet ¢purypusie ctuxu. Camoe
eCTeCTBEHHOe, KaK MOITIO OBl IIOKa3aThcs, oOpalieHne K pudmMoBaH-
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HOMY CTUXy — 93TO cMenblil mar. Kak saMedaeT aHIZIMIICKUII MO3T
u nuTeparyposeq, Iarmeits, «<B COBPEMEHHOV AHIIMIICKON I1033UN
pudma yacTto mpuAAeT CTUXaM MAPOAMITHBIN VI KOMUYECKUIA OT-
TEHOK: II03TOMY-TO OO/IBIIMHCTBO ITI03TOB U OOXOINUT CTOPOHOII IO/~
HO3BYYHYIO prdMy M CIMIIKOM IPaBWIbHBIA pasmep. <...> Pudma
y TO3TOB YacTO 3alpsiTaHa, 3aKkaMyQuupoBaHa, ObIBalOT pudMBbI-
IPUMaHKM, pUPMBI-TIOBYIIKY, U PACCTaBIATh MX He TaK JIETKO, KaK
Kaxercs» [Targeitn 2009: 31].

9TOo crpaBefnMBO B OTHOUIeHUM TBopyecTBa Janmxura Harpa,
KaK 1 3aMedanusA Jlargenna o TpygHOCTAX IIepeBojja CTUXOTBOPEHMI
aBTOPOB, Mofo6HbIX Harpa: «MofepHN3M ¢ ero TMHIBUCTUYECKMMMA
UTPaMM, CMELIEHNEM CTU/IEN M MHTOHALMIL, IIMTaTaMI U 3aIMCTBO-
BaHIAMU IUIOXO HOAmaeTcA (a 3a4acTylo M BOBCe He IOAJAETCH)
IIepeBOAY Ha JPyroil A3bIK M B JPYroil KYJAbTYPHBIM KOHTEKCT»
[Margeiin 2009: 32]. C mHeHueM [larperiia mepekInKaeTCs OLjeHKa
MOCTIEHNX TEHJEHIMI B aHITINIICKON II0393UM, JaHHAsA KPYIHENIINM
HepeBOYMKOM C aHIImitckoro Ha pycckuii I. Kpy>xkoBbim: «Ocobast
npobnema ¢ Bepmnbpom. OTcyTcTBre prdM U BBIPAKEHHOTO METPa,
Ka3ajI0ch Obl, 00JIeryaet 3ajjaqy nepeBOfdMKa, HO 9TO TOJIBKO KaXKeT-
c4. <...> He 4yBcTBys cONnpoOTUBIEHNA MaTepuaa, Iepo CTaHOBUTCA
BAJIBIM, HaIlVICAHHOE CIOBO JIVIIAeTCS HeOOXOAVMOCTY U eVIHCTBEH-
HOCTH. <...> B aHI1053b149HOIT 1093uM XX B. Bep/1nOp 3aHsT UCKITIO-
YUTEIBHOE MECTO, MOXXHO CKa3aTbh, TOCIIOACTBYIOLIEE IIOTOXKEHME.
<...> Brpouem, aHI/IMIiCKas 10331 HUKOIZIA OKOHYATE/IbHO HeE I0-
pbIBasia ¢ pupMOBAHHBIM CTUXOM. ECTh HeMaso aBTOpPOB, KOTOpBIE
UCTIONB3YIOT 06e pOpMBI — B 3aBUCHMOCTM OT 3aJja4yl CTUXOTBOpe-
HUA, OT TOTO, KaK OHO YC/IBIIIAHO BHYTPEHHMM CIyXOM II03Ta»
[Kpy>xxoB 2009: 16-17].

Bce ckasanHOe npuMeHNMO K 11033um Janmxura Harpa u x npo-
O1eMe IepeBofia ero CTUXOTBOPEHUIL.

PaccMoTpuM paboTy mepeBofuMKa HaJ ONHUM U3 IOCTETHUX
tekcToB [ammkura Harpa, onmy61mMKoBaHHBIX Ha €ro CTpaHuIle
B JIHTepHeTe.

Ha caiire Janmxura Harpa mbl BeiOpanu ctuxorBopenne «Pampxa
XayHcnoy». «Pampka XayHcnoy» (The Raja of Hounslow) — 3abaBHoe
C/I0BOCOYeTaHye, oTchbtaomiee n K Boctoky, n k 3amany. Pamxamu
TPaAMIMIOHHO Ha3bIBalOT (eopanbHbIX npasureneit Vupum. Ilpu-
BBIYHO 3By4aT Ha3BaHMA «Pamka [Ixainypar, «pamxka [Tatnans» nim
«Pamxa VYpaimypa», XoTd caMy MHAMILBI MOIYT MCIIO/Ib30BATh
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Boctok u 3anap B noa3um Janmpkurta Harpa 101

M VIHYIO TUTY/IATYypPy : «MaxapajrKa», «<MaxapaHar», «ra€KBag» 1 T.1I. Xa-
YHCIIOy — paifoH 3amagHoro JIoHoHa K ceBepy ot CayTosa, M3BecT-
HBIl Kak «CUKXMCTaH» WM HeHpKabCckuil paitoH ropopma. Pampxa
XayHCIOy — >KUTe/Ib CUKXCKOTO pajioHa, Hab/MIofaroInii 3a 0671a4KoM
M BCIIOMMHAOIINUIL O CBOEI BO3ITIOIEHHOI. 30eCh 0YeBUHbDI AJIII0-
31, OTCBUTAIONIVE K 00pa3y ob/aka-BeCTHMKA 13 M0aMbl Kamupacer
[Kotun 2011 6]. Boobuie ceson goxpeit B ViHguu cunraercs Bpeme-
HeM BeCHBI, I|BeTeHMs], T00BM 1 Opaka.

Tepoii ctuxoTBopenus «Paypka XayHcnoy» oOpaijaeTcs K YuTare-
JI0, HO, BEpOsATHEE, TOBOPUT CaM € COOO0IL. MBI CIBIIINM €T0 MbICIINL:

A scezoa Ovin Jlaxuumanom-Hey0auHUKOM,
Ocmasusuum omxpuimolii CMOK U IUMOHHbLE 0epesbst
B 200 He3asucumocmu VHouu.
Tenepo Hawt HAPOO 6HOBb — BeNUK,
Ho 5 He moey seprymuvcst (k Hemy),
Ymobol yeudemn ceedxicectv mMon000ti CPAHbL.
[Daljit Nagra — Poetry].

B atom ¢parmeHTe He mpOCIEXMBaeTCs pudma, a pUTM — CIIO-
KOJHBII, 3TO MeIaHXOIMYeCKOoe MOBeCTBOBaHME MMMMUIpaHTa. Ero
30ByT JlakIIMaH, 9TO MMA NOAXOAUT IIPABUTENIO, B IAHHOM ClTy4Yae —
«pamxe». Ho, Kak Mbl 3HaeM u3 snoca «PamasgHa», snmyecknii Jlaku-
MaHa He ObUI cyacT/uB U y#adeH. OH, COITIACHO 3MNYECKOMY CKasa-
HUI0, ObUT IpefiaH 6paTy-6ory Pame 1 yiies BMecTe ¢ HUM B M3THAHME.
Kak nHam msBecTHO, Jlanmxut Harpa 3naer ckasanue o Pame, Cure
u JIakiiMaHe, OH JaXke ceaj IepeiosKeHNe 9TON IT03Mbl Ha aHITINIA-
CKMI1 AA3BIK. MOXKHO IIPEJIIONOXNTD, 4TO MM JIaKIlIMaHa JaHO TepOIo
HeC/Ty4aitHO. DTO UM M3THAHHMKA, IIe4aTbHIKa, Teposl He U3 ITIaB-
HBIX, XOTS He JIMIIEHHOTO JOCTOMHCTB. VIMA «JIakmIMaH» BCTpedaeTcs
KaK Y MH/1yCOB, TaK 1 Y CUKXOB. VI3 TeKCTa MO>KHO IIPETION0XKNUTb, YTO
uBeT Jlakmman B XayHcnoy ¢ 1947 r. — roga HesaBucumoctu Vn-
pvu. Cyzda 1o fanbHeiileMy yIOMMHAHUIO XpoMOThl JlakiiMaHa,
MO>XHO IIepeBOIUTD €r0 CaMOyHMYIIDKKUTebHOe Laxman the hobbler,
Kak «JlakmMaH-XpoMOHOXKa». dnudecknii JIakiiMaHa nony4msn T4-
JKermoe paHeHMe B 6010 ¢ cbiHOM PaBanbl VHpgpamxurom. BoamoxxHo,
OH To>Ke 6611 XxpoM. O6 OcTaB/IeHHOJ CTPaHe OH TOCKYeT, HO He ufiea-
NU3UPYET €€, BeJib TaM He TOJIbKO TMMOHHbIE IEPEBbS, HO M OTKPBIThIE
CTOKV (HEYMCTOT) — «Open sewer.
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102 N.10. Kotuu

Ilaree repoit, 4bi0 UCIIOBE/b VTN YbIO IAMEHTALIMIO MbI CIIBIIINM,
HIOBECTBYET 00 YBUIEHHOM MM O0OJIaKe:

Buepa s 6uden sannymasuiee po3osoe 0071aKo,
M g nomaxan emy,
Xoms Huko20a He denazn amoezo parvuue!
[Daljit Nagra — Poetry].

O6pas «cloud lost» (3amnyTaBiiee o6mako) orcoiiaer K «Paradise
Lost» — «Ilorepannomy Paro» MuibToHa, K/1acCM4eCKOi ¥ OHO 13
CaMbIX M3BECTHBIX II09M Ha aHITIMIICKOM sA3biKe. Ho «00mako» — 310
emte 1 oTcbIKa K «O6maky-BectHuky» Kannpacer. Pacckasuuk BUguT
B 9TOM 06/1aKe 06pa3 HOKoIHOII cynpyry [TagMer:

A 0ymaio, umo amo most nokotinas xexa Ilaoma
Hagsecmuna meHst nposepumo,
Bpocun nu s cmupamocst benve.
Koeda 5 ykaszan Ha eepesky ¢ COXHYUUMU HOCOBbIMU NAAMKAMU,
Ona 3acusana cepebpsHbIM UBEMOM.
[Daljit Nagra — Poetry].

BeposiTHO, pedb UeT 0 KaKOM-TO yTpeHHeM 4yace. CHauama o3a-
peHHOe JTy4aMi COTHIIA 00/IaYKO Ka3asoch PO30BBIM, 3aT€M OHO CTa-
710 cepebpsiHbIM. Vi 1o BedepHuit yac. Po3oBoe mpefsakatHoe 06-
JIaKO CTAJIO CepeOPsTHBIM (MBI OBI CKa3aIyl — CTa/TbHBIM), KOTZIa YIIIIO
COTIHIe, HO ellle He cTeMHeso. Jlasee paccKa34yyK BCIIOMIHAET CBOIO
C JKEHOI1 IepByl0 OpayHyI0 HOYb, IpKUYEM, KaK 9TO 4acTo ObIBaeT
B VIHZUM, MOJIOZbIE [JaXKe 3[1eCh OKa3bIBA/INCh MOJ MpUCMOTpoM. VI3
KOHTEKCTa MBI IIOHMMaeM, 9TO Opak ObUI TPaUIIIOHHBIM «OpaKoM I10
croBopy poputeneit» (arranged marriage):

A 8cez0a scnomunaio o moti 6pauHoll HoUu,

Lo komopoii Mbl HUK020a He 6CTNPeHaNUCh.

Kax nac sanepnu 6 Hawieli cnanvHe 6peoHvle memxu,

Komopuvie nodcnywiusanu 3a Hamu Ha éeparoe,

Kax s cmapancs cebst éecmu Kaxk HACMOSUAUTE MyHHUHA,

Ho s scem cyuecmsom wyscmeosan, Kak 6eco MUp cmar

OO0HUM NOOCTY UUBAIOUAUM YXOM.

Beodv u wakan nopoii 3amuxaem, umo6v. NOMOM 3amMA6KAMD,
30CMeAMbCA.
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Boctok u 3anap B noa3um Janmpkurta Harpa 103

Ho mos sxcena npucena na xpati Hauieil 6y0yujeti nocmen.
Takas écs po3osas omo 16a 00 NAMOK. ..
[Daljit Nagra — Poetry].

Bpsiyy mu mop; «po3oBeIM» (pink) 1iBeTOM HeBecTbI (M1 0071aKa, C KOTO-
PbIM OHa CPaBHMBAETCsI), IMEETCSI B BULY COOCTBEHHO KOXKa JIEBYIIKIA.
9TO MOXeT OBITh M IIBET OIEX[, U L[BET Y30POB XHOI (MEXH/M), KOTO-
PBIM TPAMIIMIOHHO YKpAIlla/lach HeBeCTa. 37{eCh 9TO TAK)KE CUMBOJT Y-
CTOTBI, HEBMHHOCTIL:

W60 ona — uucma, ouenv yucma.
A A He CIUKOM MYHecmeeH.
Koeoa st ponsio ceoti uadoap*,
M omkpuiearomcs mou Hozu,
Mou xpomvie Ho2U.
Koeoa enyxoti nusenv
3aenywiaem Hawiu 2onoca,
3axpvLeas Hac 0m NOOCTYUUBAIOULUX HAC,
Mos nesecma pacnyckaem céoe capu
U ycnokaueaem mens, kak Mamo Mnous:
«B30ii0u Ha nosce, Moil 20cn00UH,
A nosabouyco 0 meoux Ho2ax,
OnHu menepo — 4acmo MeHs».
[Daljit Nagra — Poetry].

3nech TeMa 0O/MaKa MepeKINKaeTCs C TeMOIT JOXK/A, MYCCOHa, Bpe-
MeHU cBafieb (cM., Hapumep, MHA0-aMepukaHckuit puabm «CBasipba
B MYCCOH»).

Mui noumaemcst 06HAMbCA,
VI ona nonumaem, nouemy s HAUUHAIO CIOHAMD,
Bedv 5 max nt06mi0 ceoezo omua,
A emy npumnocoy 6cmamv HA KoeHU,
Kozda o nowen monumo o Hegecme 071 MeHs
U npunec ons mens moe coxposuuse ITaomy.
[Daljit Nagra — Poetry].

“  Yappap — (XMHAM, NeHAXabu) — HaKWUAKa, NJATOK, YacTb TPALULMOHHOMN XKeH-

CKOW, HO 4aCTO M MYXCKOW ofexabl.
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BosmoskHO, nMs «ITagMar, 9TO 3HAUUT, <TIOTOC» 3[,€Ch TAKXKe 00bI-
rpbiBaeTcs. LIBeTOK po30oBOro 1jBeTa, KOTOPBIN MO0 OTel] Ipu-
HeC CBOEMY CBbIHY, BEPOSTHO, OPOTO €My JoCTajncA. TpymHO CyanTh,
UJIeT 1 pedb O HepaBHOM Opake U CBA3aHHOM C HUM YHVDKEHWI JIA
CeMbJI >KeHMXa, YIIU pedb UZIET O JOIT0BOI Kabajie, B KOTOPYIO IOMasI
orell, 6epsi Ha cebs1 KPYIIHBIE PacXofbl Ha cBaib0y. Mo/ozio1t 4emoBek
BOCXIIIIEH HEBECTOIA, HO IIPY 3TOM 4YBCTBYET KOMILIEKC BUHBI U KOM-
IJIeKC COOCTBEHHOI HEITOTHOLIEHHOCTIL:

Ona docmotina 1106020 paoxu,

Ho cuacmnuea monvko ¢ JIakuumanom-xpomoHo#Koi!

Tenepw, 5 ced u osdosern,

VI He cmano HUK020 U3 MOUX POOHbIX,

IokuHyswux meHs paou c60Ux HOBbLX 3A00/1aUHbIX 0BOPU08.
[Daljit Nagra — Poetry].

31ech BHOBb 3BYYMT TeMa 00JaKa, Telepb y>ke KaK CyIiecTBa He-
OecHOro, O/M3KOr0 MMPY HeOOXUTENeNl U IMOTYCTOPOHHEMY MUDY.
K aromy mmpy HyHO obpamjarbesi ¢ MonuTBoit. Ho 6ymer nu ona
ycnbiirana? B aTom comHeBaeTcs Apyr JIakiIMaHa, KOTOPOro, ecTe-
CTBEHHO, 30ByT Pamoii, Tounee — PamodaHoM:

Moii 0pyz Pamnouan eosopum: 60208 yiice Hem 6 HUBbIX,
Bmecmo Hux — momvko jynuKu-uwapnamabol.
M xak 6vL mul HU nocMuscs, kKakue 0bt 0apvl He NPUHOCUTI,
30ecv 6cec0a — yaucacHwiti 000!
[Daljit Nagra — Poetry].

Tema goXxps, Kak 1 TeMa 06/1aKa, CTAHOBUTCS CKBO3HOM B CTUXOT-
Bopenun Janmxura Harpa, npu aToM 37ech y>xe — BOXIb KaK sABJIe-
HIIe He)Xe/TaTe/IbHOe 1 HETIPUATHOE, 04eHb OpuTaHcKoe. JIakiMaH He-
BO3MYTHUM, OH Bo3pakaeT Pamouany:

A 2080p10, moil dopoeoti Pamnouan, mot 6ceza 8vitideutb CyXum U3 600bl.
Paszse, c mouku 3penus mex, kmo nepexcun (yxac) Pasoena (cmparot),
Mot He 0o6nadaem 3a8U0HOT yuacmvio paodiceti?

Y nouemy mot oxcudaeusv 8 XayHcnoy sapui?

A e montoce 06 00HOM:

O nocnedrem oHe, K020a MOU POOHbLE
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ITooHnecym ¢gpaxen k moemy nozpebanvHomy Kocmpy,

VI om xocmpa most Oyuia 803Hecemcs 6 Hebo,

Ymobovl cmamv po306vim 0671aK0M,

Pososvim o6nakom, nnvieyuum 6 Ilendnca6 x moeti ITaome,
Amo po3osoe 061a4uKo, HABUCAIOUee HAOO MHOLL.

IIpescoe uem pazeepsHymcs xnsa6u

Y nponvemcst cmemarowuti 6ce 00#0vb,

Ilaoma u 51 coeOUHUMCS 8 00HO

Bonvuioe po3osoe obnaxo.

105

[Daljit Nagra — Poetry].

MBs1 BupyM, uto Janmkut Harpa otkasancs ot pudMsl, HO YCI0X-
HIUI CBOE CTUMXOTBOpeHue obpasamm. ITu 06passl 3pumsl. VI aro
o0pasbl, HaBesIHHBIE 1033ueil BocToka n 3amaza. V Bce B Gombiert
CTEIIEeHY 3TO PETPOCIEKTUBHbIN B3ITIAJ CTApEIOIEro Yel0BeKa, Iepe-
OCMBIC/IMBAIOIIETO U MUP BOKPYT cebsl, ¥ CBOe OTHOIIEHME K 3TOMY
mupy. C BO3pacTOM HPUXOAMUT IEPEOCMbICTIEHME KaK IOJIOXKEHMA
CTaplIero MOKONEHNs, TaK ¥ OoBefeHN A Moyiofiexku. C 9yBCTBOM CTbI-
Jia 3a CBOE TIO[IPOCTKOBOE OTTOP>KEHIE POAUTENBCKON 3a00THI, CaMOI
«VIHAKOBOCTI» POJAUTENEN BCIIOMMHAET TepOil CIEAYIOIIEr0 CTUXO-

TBOpeHuA Harpa:

Co ceoum KAMU3OM’ U 6 UAUPOHEHHBLX UMAHAX
Kax 6vina oHa He noxoxa Ha ocmanvHulx mamau!
Buost makyio mamy, u me eosopunu: «He nau!»
Oensadvl8ascy Ha Hee, CIbIWLA CIMPAHHDBLIL 3aNaX
Kappu, 6uos ee scuprvix 8010c npobop,

Pososvie canoanuu. Bce amo — npuzosop.

A 3a0epeusan wimopul, 061UBA7 X0

Amenutickum cnpeem 1a6aH0bl, 06epb OMKPbI6Ab He UielL.

Ecnu pooumeneti 36anu, 3anucku 8 6eopo 6pocar.
Uaxce koeda noimanu — adpec He 8v.0a8aJ.

A 6vL uyscmeosan cebs 30ecv doma,

Ho cmecHAncs 3HAKOMbLX,

Budesuiux ee Ha puitKe, 3a0e8a6ULYI0 MAM
C80UM HEYKTIONUM TeTIOM AHSULCKUX 0aM.
Uaxce 6 bubnuomexe, 20e s 0enasn ypoxu,

> Kamu3 (xuHau, neHaxabu) — BepxHss KEHCKasn OAexna.
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Om Hee He cnpAMAamvcs, Kaxk om MOpPOKuU.
OHa npuxoouna 3a MHoli, 6v127170b164714 6 OKHO,
Ioxa He Hatidem MeHs, HO HAC PA30eTIATIO CMEKTIO.
A ecnu mul v 6060eM, OHA CMEAIACH
Hao moum Heykntoxcum neHoxcabu: «Euje 6edv manocmo
W moL cmaneutv «6envim» — UCTMUHHBIM «20pa»®,
JTuwv Hesecma u3 Mnouu cnacem mebst om nosopa.
Ymo se HoiHYe 5, K020a ee HABEU4At0,
Mnoe cmywenue ougywsaro?!
Ona xouem 06HAMb MeHA — cepoye OpoeHem!
A xomen 6v1 6pocumuvcst Munoii 6 Hoau!
[Nagra 2007: 8-19. Anp-Manax 2013: 230-231].

TBopuectBo Janmxura Harpa obemraer emje HeMano OTKPBITHIL
BIAYMYMBOMY YMTATEIIIO VI IIepeBONUMKY. XOTENIOCh OB, YTOOBI C STUM
TBOPYECTBOM KOIZTA-HMOYAb IMO3HAKOMMIACH M IIMPOKAs YMTATEIIb-
cKas ayguropusA B Poccun.
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C.A. Dpanuysos

HOBASI HACKAJTIbHASI HAJIIIUCh
XVMVAPUTCKOTO LAPA
ABU‘'KAPUBA ACAJIA

B HacTosweili cTaTbe BNepBble NyOAMKYeTCs HackanbHas HaAnuUCh, 0OHapyXeH-
Has B MecTHOCTM Nadu‘ 6aHit Kicua 1oxHoitemeHckoi o6nactu Nadu He no3p-
Hee utoHs 2014 r. OHa Gbina BbICEYEH], YTOOLI YBEKOBEYMTL NPOBELEHNE LIAPEM
Xumitaputckoro rocygapctea Abikapuoom Ac'agom (ok. 400-440 rr. H.3.) Ha
3TON TEPPUTOPUM PUTYaANIbHON OXOTbI, MPU3BAHHON MOLTBEPAUTL €ro rocnoj-
CTBO HajA Heil. HecMoTps Ha TO YTO 3TOT MOHApX ABASETCA Hanboee N3BECTHBIM
repoem C/0XMWBLIEroca B paHHEMYCYIbMAHCKYIO 3MOXY «KaXTaHUACKOro npefa-
HUsY, LOCTOBEPHbIX CBEJEHUI O HEM COXPAaHWUNOCh Mano. Tak, nnwb 6narogaps
3TOMY TEKCTY MOXHO C YBEPEHHOCTbIO YTBEPXAaTh, YTO €ro peanbHas BAACTb
pacnpocTpaHAnach, No KpaiHei Mepe, Ha yacTb KxHoro emena.

B cTaTbe npennioxeHo TONKOBAHME KIOYEBOrO 1Sl MOHUMaHUs nybanKyeMoil
Hagnucy TepMuHa s°rt Kak «Tpona» Ha OCHOBAHUW aHANM3a BCEX C/IYYaeB ero
ynoTpebneHus B l0xHoapasuiickoii anurpatduke. Ocoboe BHMMaHne obpalyeHo
Ha VHUKanbHYK naneorpaduyeckyio 0COOEHHOCTb LAHHOTO MUCbMEHHOrO na-
MATHWKA — CUsHWE 3HAKOB b 1 d B 0iuH cMMBOJI, hOpMa KOTOpPOro okasanach
TOM e, 4To N y d.

Kntoyessie cnosa: goucnamckuin Mlemen, umsunusaums apesHein HOxHon Apa-
BWW, t0XKHOApaBuitckas anurpaduka, Xumitapurckoe LapcTeo, Uapb A6ii‘kapuod
Ac’ap, obnactb Mladu‘, putyanbHas oxoTa.

Serge A. Frantsouzoff

A NEW ROCK INSCRIPTION OF THE HIMYARITE KING ABIKARIB AS‘AD

In the present article, a late Sabaic rock inscription found in the area of Yafi* bant Qasid (the
South Yemenite region of Yafi’) is published for the first time. The inscription has been
discovered not later than in June 2014. It had been engraved to commemorate the hunting
expedition organized by the sovereign of the Himyarite Kingdom Abigarib As‘ad (400-
440 AD). Ritual hunting in the mentioned area was organized to confirm the king’s domination
over the territory. Although this king had been the most famous hero of the so-called
Qahtanite Saga composed in the early Islamic period, reliable data of his life are scarce. It is
only thanks to the text presented and analyzed in this paper that we can confidently assert
that his power was indeed extending at least over a part of South Yemen. The interpretation
of the term st as “path” proposed in the article on the basis of all its occurrences in the
South Arabian epigraphic documentation proves to be crucial for understanding the published
inscription. A special attention is paid to its unique palaeographic peculiarity which consists
in the merging of the characters “b” and “d” into one symbol having the same shape as “d”.
Key words: Pre-Islamic Yemen, South Arabian civilization, South Arabian epigraphy,
Himyarite Kingdom, the king Abigarib As'ad, Yafi’ region, ritual hunting
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8 mrona 2014 r., Moyt Cpasy mocie OKOHYAHMUA IMPOXOAMBIIEN
B Cankrt-Iletep6ypre c 4 o 7 utons 2014 r 18-i1 1o cyeTy MeX/yHa-
poxHoit KoHbepenunn «Cabeiickie BcTpeun» (Les 18 Rencontres
sabéennes), o6 beruHsIONEN SNUTPadUCTOB U APXEOIOroB, 3aHIMAI0-
muxcsa gpeBHelt I0xHoI ApaBueil, OC/IeAHNI U3 MHOTOYVC/IEHHOI]
ntesifibl yueHnkoB Ilerpa AdanacbeBuya [psisHeBUYa 1 oOpHIi 3Ha-
KOMBII1 100M/IsIpa, TeHepaIbHbI AVPEeKTOp MYKa/UIMHCKOTO OTHerne-
HyA [eHepanbHOV OpraHM3aLUy JPEBHOCTEN U My3€€eB JOKMBaBIIEN
Tor/Ia moc/eHe MecsIpl VemeHckoit Pecry6muku, KaHgumaT ncro-
pudeckux Hayk (ad-oykmyp)' ‘A6pm an-‘Asns [xa‘dap bun ‘Axin,
He CYMeBIINII IIPVHATD y4acTVie B 03HAYeHHOM Hay4HOM ¢opyMe II0
IIe/IOMY PARY OOCTOATENbCTB, KaK (PMHAHCOBBIX, TaK ¥ JIMYHBIX,
IPUCTAT aBTOPY STUX CTPOK /MEKTPOHHOE IIOCTaHMe, K KOTOPOMY
ObUta mpuaokeHa Qororpadus TPeXCTPOUHOI I0XKHOAPABUIICKON
HaJIINCIL.

OH monpocus fjaTh ee TOJIKOBaHMe, IOSACHNB, YTO 3TOT CHUMOK
TIpUC/IaT eMy ero TpusTenb us obmactu Madu' Vis-3a He BcTpedas-
1IelT paHHee 0COOEHHOCTY MVICbMa, KOTOpasi XapaKTepHa /I JaHHO-
ro MaMATHMKA SIUTPadUKIM, Kas3anoch, pedb UIET O IOfJeIKe, OfHa-
KO IIOC/Ie KOHCY/IbTalMM C IaTpMapXoM (paHI[y3CKOM cabencTuKm
Kpncrunanom JKionpenom PobeHOM M ¢ y4eTOM IPUHAIEKHOCTU
HaJIVICU K KaTeTOpUY HacKa/IbHBIX IIepBOHAYa/IbHOE MHEHNE O Hell
KOpeHHBIM 00pa3oM HepeMeHMnIoch. A6y an-Asin3 bun ‘Axin O
u3BelleH 06 3TOM II0 97eKTPOHHOIT mouTe 25 despansa 2015 r; emy
TaK)Ke OblIa HampapjieHa MpPocbba cooOmUTh 00 06CTOSATENbCTBAX
0OHapy>KeHMsI MTHTePeCYIIero Hac TeKCTa. B 0OTBeTHOM NOC/IaHNM OT
26 despans 2015 1. OH yKasas, 4YTO 9Ty HaCKaJIbHYIO HaAUCh cPOTO-
rpadupoBan B MectHocTu Vadu‘ 6anit Kacuy 3HaKOMBDIiT eMy TOBKO
1o VurtepHery xutenb Madu‘ o umenn Axman Ca‘iifi, 4eI0BeEK Bbi-
COKOJI KYJIBTYpPbI, BO3MOXXHO, arpOHOM W/IM arpoOTeXHUK (xabup
3upa‘i) mo npodeccun. Hukakux 6osee meTanbHBIX CBElEHUIT O TOM
MecTe, OTKYZa IIPOVCXOANT Ha/IIINCh, B paclopsDkeHuu A6x an-‘Asiisza

1 CBOW KaHAMAATCKYI AMUCCEpTauuio «ITHOCOUMANbHAS CTPYKTYpa M UHCTUTYTHI
coumnanbHou 3awuTsl B Xagpamayte (XIX — nepsas nonosuHa XX BB.)» no cnewmans-
HocTi 07.00.03 «BCeobuias UCTOpMA» OH 3aWuTUN 26 WioHs 1992 r. Ha 3acefaHun
cneyunanusupoBarHoro coseta [] 003.01.2006 r. npu CaHkT-MNeTepbyprckom dunuane
WHctutyTa BoCTOKOBeAeHus PAH. OduumnanbHbiMM ONMNOHEHTaMM Ha HEN BbICTYNWUAM
t06UNAP U aBTOP ITUX CTPOK.
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110 C.A. ®panuysos

He 0Ka3asoch. Hipke oHa myO/MKyeTcs ¢ epeBOfiOM Ha PYCCKUI A3BIK
" KOMMEHTapyeM.

Fr/BA-Yafi‘ (unn. 1)

Kamezopus (no Hocumenio): HackaibHast

Kamezopus (no codepiarnuo): OXOTHUYbS

A3vik: cabeiickuin

Mecmonaxosdenue: H0xubiit Viemen, obmacts Vadu', mecTHOCTD
Madu 6ani Kacup

ITaneoepagus: IlosgHee MOHYMEHTANIbHOE IICHMO C BeCbMa He-
OpEXXHBIM JYKTYCOM.

JlaHHas HaJNNCh OT/INYAETCS, B IIEPBYIO OYepPe/b, TEM, UTO B Hell
3HaKM HOYKHOAPABMIICKOTO KOHCOHAHTHOTO aaBUTHOTO TMHChMa
n®)ull, ambaTryueckuit d) CIMINCh B OAVIH CUMBOIL, TOYHee, Gop-
ma Il cranma Toit xe, uto y Hl. Takas mameorpaduueckas 0co6eHHOCTD
He 3aCBUJIETENIbCTBOBAHA OoJiee HYM B OIHOM U3 JIpeBHENEMEHCKIX
TEKCTOB, OY/Ib TO MOHYMEHTA/IbHBIX UM TPapPUTH.

Boobuie e cnusiHue [BYX 3HAKOB B OAMH OBUIO OTMEYEHO B UCTO-
pUM I>KHOAPABMIICKOTO MIChMa KaK MMHUMYM ABaXK/[bl. XOPOILIO 13-
BECTHO, YTO HauMHAs C TAK Ha3bIBAEMOTO CPEHETO MEPHUOJIA, OXBATHI-
Batomero | — mepsyto nonosuny IV B. H.9., 1 (), «HOCUK» KOTOpOTO
CK/IOHSAJICA BHU3 TIOJ] PAa3HBIMH YIIaMIL, 1 | (g), Y KOTOPOro OH e
CTPOTO BEPTUKA/NBHO, MEPeCcTaau YeM Obl TO HM OBIIO OTAMYATHCH.
B Hagmucsx nospHero mepuopa (Bropas monoBuHa IV — cepennHa
VIB.)? (@mn 0 (f) cTaHOBATCA OYEHD ITOXOXKVMI, ITPEBPAIIACh IOAYAC

Wnn. 1
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B Of[MH CUMBOJI. BripodeMm, B Ioc/IeHeM CIydae pedb, CKOpee, UfieT
O TEHIEeHLNN 2.

Yro kacaercs I, To ee Tpanchopmar BH cramosures momsTHOIM,
€CJ/IU YYeCTbh, YTO B IIO3JHEM IIepHOfie II0TydaeT paclpoCTpaHeHNe ee
BapMaHT C BEPTUKAIbHOM Y€PTON IIOCPeiVIHE, KOTOPbIN OT/INYA/ICA OT
B mumms orcyTerBmem HuKHelt BepTHKaTBHOI YepThL. Tak, B TabMIE,
[IEMOHCTPUPYIOIeil BapUATUBHOCTb  «IPSMOYTO/MbHBIX»  3HAKOB
B ammrpaduke obmacty Huxm, B us orHocamerics k kowmy cpemmero
neproga Nihm-al-Qutra 16/2 n [l n3 gaTupyemort Mo3gHUM II€pUO-
nom Nihm-al-Qutra 17/3 okasamich 4pe3BbIYaiTHO CXOXI U3-32 Bep-
TUKA/IbHO TPELIVMHBI, IIpoLIesieii TOuHO mof 3HakoM [l [Frantsouzoff
2016: 29, tabl. 1, 1l. 5, 7; cm. mnn. 2]. BosmoxkHo, mojo6Has cyvaii-
HOCTb MOJICKa3ajIa pe3umKy 13 IXKHoiieMeHcKoit o6mactu Madu' npero
COENVHUTD STU IBa 3HAKa B OJVH.

3HaK Hapnucp/cTpoka N3o6pakenne
B(d) Nihm-al-Qutra 16/2
M (b) Nihm-al-Qutra 17/3

Wnn. 2. CxoacTeo 3Hakos Hu MM B JBYX Haanucsix U3 obnactu Huxm

CreflyeT OTMETUTD, YTO Ha IMPOTSHKEHNM IO3IHETO Meprofa 3HaK
[l ornyancs 6onpnM pasHoobpasueM GopM, B TOM YIC/Ie YHUKAIb-
Hbix. Hanpumep, B rpadduru 13 Huxma BHyTpu Hero o6HapyxuBa-

2 TaK, B COOTBETCTBYIOILMX CTPOKAX TabiuLbl, NOCBALEHHO BapuaTUBHOCTU opM
3HAKOB C «KPYXKaMu» U «poMbamMu» B anurpacduke ceBepoiieMeHckoit 06nactu Huxm,
06a 3TUx cumBona 3amMeTHo pasnuyatotcs [Frantsouzoff 2016: 39, tabl. 4, lL. 6-7].
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112 C.A. ®panuysos

I0TCSL TO JIBe Tpamenuu, umeronie o6uryio ctopony (Nihm/Qutubin
21 b/1), TO ObpaleHHbIl BHU3 TPEYTOJIbHNK, OCHOBaHIEM KOTOPOTO
CIY>)XUT ero BepxHsAs BepTukanbHas depra (Nihm/Qutubin 4/2-3,
6/1, 13, 18/1, 49). He umeer ananmoros [l B Nihm/Qutubin 43/1-2, rue
OH IIpeCTaB/IAeT COOO0II IPAMOYTONBHIUK C TAKVM )K€ TPEYTOTbHUKOM
BHYTPM, KaK B BBbIIIEYKa3aHHBIX IpapduTu, ¥ ¢ MaJTeHbKUM Tpey-
TOJIBHMKOM, IPUJIETAIOIIVIM CHAPY>KU K €TI0 JIeBOMY HVDKHEMY YITIy.

TUIMYHBI /151 TO3/{HETo Iepuoyia MpoKoe oTKpbiToe 4 (m), 3me-
esupHoe ) (1) m @ (w) B Buie CMUMBOJIa O€CKOHEYHOCTH. Y TOJIIEHNE Ha
Ka>KJIOM KOHIIe IIPAMOJL JIVHUY, B TOM 4JC/Ie C/IOBOPA3IEIUTeN, Xa-
PaKTepHOE I JAHHONM CTafiuM PasBUTKA I0XKHOAPaBUIICKOTO ICh-
Ma, IIPEeBPATIIOCh B JIBE YEPTOUYKY, CXOIAINECS ITOf yIIoM oT 90° 1o
180°. Taxy1o ke popMy pUHST TPeyronbHUK B A (d).

Konus:

L[B/NDAB/NRILA1910%
Al [B/N) =l [B/N)X sof 2
40091 (B/0 D0 (B/N) 1445 3

Tpancnumepayus:

1. s*rt/mlk-n/(b|d)kr(b|d)/
2. 5" d/t-(b|d-hw/wy(b|d)/k-
3. sd/(b|d)-r(b|d)/Yf-m

Tpanckpunyus:

1. s’rt/mlk-n/’bkrb/
2. 51d/t-b-hw/wyb(?)/k-
3.5d/b-rd/Yfm

Ilepesoo:

1. Tpoma mapss A6rikapuba
2. Ac‘ajia, 10 KOTOPOJI OH BO3BPATHJICS, KOTZI
3. oxortucs B 3emite Vadi'

Kommenmapuii:
Ctk. 1, s’rt: CocraBurermu «Cabeiickozo cnosaps» 3aTpySHUINCDH
JlaKe € OIpefie/ieHNeM KOPHSA 9TOT0 MMEH) HapyLaTe/IbHOTO, He TOBO-
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ps1 yke o ero 3HadeHuu [Beeston et al. 1982: 139]. brnaromaps ganHO
HaJIJCY, B KOTOPOJ C HUM COITIACYEeTCS OTHOCUTE/IbHOE MeCTOVMe-
HIIE )X.P., CTaJI0 OYeBUIHBIM, YTO KOPHEBBIMI B HEM ABJIAIOTCS TOIBKO
IiepBble Ba 3HAKa U YTO OHO BOCXOAWT K IIYCTOMY KOPHIO (CO cpen-
HuUM W nn Y) win K KOpHIo ¢ iepBbiM W.

Panee OHO 6BUIO OTMEYEHO B YeThIpeX CabeVICKUX HAJIUCAX, TPU
u3 KoTopbix ¢pparmenTapHbl. CIH 287, n3BeCTHYI0 TONBKO MO KOINM
Onyappa [na3epa 1 moTOMY He IOAAAIOIIYIOCS TTaeorpadyecKo fa-
TUPOBKeE®, COCTaBU/IM «T€, KOTOpble BO3IBUITIN U BO3Benu Hasec (?)*
3y MaxpaTaH [0 TOro, Kak 6bUIO 3aBepILIEHO CTPOUTENIBCTBO B KaMHe
coopyxeHus s’rt, (umeHyemoro) Mapa'mamc®» (ctk. 1-2: 5'd/hzlw/
w-zbr-n/d-Mhrt-n/dy/nkl/s’rt/Mr | s’ms'/...). [lanee, BIULIOTb TO KOH-
I1a HaJIIVCY, CJIeAyeT MOAPOOHBIN IlepedeHb STVX /L] ¢ HeKOTOPBIMM
JTaKyHaMIL.

B emyHCTBEHHOII LIe/I0i1 Ha/IIIVICH, T/ie BCTpedYaeTcs JaHHOE C/IOBO,
Ja 2867 = al-Mi‘sal 1, matupyemoii cepegunoit II B. H.9.%, OHO Takxe
BIIIICAHO B CTPOMTENbHBIII KOHTEKCT: ee aBTOp, Jlaxait‘acar Mapxym,
Kaitn Pagmana u Xaynana’, cein Baxa6'mna Maxysa, coobmiaet, 9To oH
coopynun creny (mgqf) B untagenu lllaxpap, pacrnono)xeHHOIT B paj-
MaHCKOJI CTo/uIe, roposie Ba‘1ane, jy1a mounTasuieiics TaM 60ruHN

*  BnpoueMm, HEOLHOKpaTHOe YNOMUHaHWe B Hell pofa Kalirel XampaH (CIH 287/2,
11, 15: bny/Hmd-n) no3BonsieT [OCTAaTOYHO YBEPEHHO OTHECTM €€ K CpefHEMY Nepuogy.
4 TonkoBaHwue rnarona hz[ Kak «NOCTPOUTb HEKOE KPLITOE COOPYXKEHUe» NpuBeae-
HO, BMPOYEM, B KAYecTBe COMHUTENbHOTO, B [Beeston et al. 1982: 172]. He uckntove-
HO, YTO TaKOE COOpYXKEHIE UMeNo HEKOE cakpalibHoe Ha3HadeHue. Bo Bcakom cnyyae
B MHOFOYMCNEHHBIX NIUXAAHCKMUX HAANMUCAX W3 oasuca [lepaH (cosp. an-'Yna) rnaron
hzll  ORHOKOPEHHbIE MMeHa CBA3aHbI C KyNILTOM MecTHOro 6oxecTsa 3y [a6a (d-Gbt)
(cM. 06 3Tom nogpobHee: [Scagliarini 2001-2002: 573-577; Frantsouzoff 2001-
2002: 276-277].
5> Wutepnpetauns Hukonbl PopokoHakuca, KoTopbiii nepesen s°rt Kak «mactep-
ctpoutens (Baumeister)» [Rhodokanakis 1915: 296], Ha HblHELWHeM YPOBHE HaLIWX
3HaHUi B 06nacTn cabeilcKoil neKcuKorpadhum He Mo-XeT 6biTb NPUHATA.
6 Cm. [Bafagih 1990: 218, 136 (tabl. 2)], rme ykasaHo, 4yTo ee aBTOp Kalin
Naxait'acat Mlapxym npaBun nonyHe3asnucumoit 061acTbio PagMaH MMEHHO B 3TO BpeMs.
Ero He cnepyet nyTaTh C ero Te3koit — cabeiickuM Lapem KoHua nepeoii Tpet I1I B. H.3.
Ja 2864 = al-Mi‘sal 11 npepacTaBnser coboit cokpalleHHylo Bepcuio Ja 2867,
K TOMY )€ CUIbHO parMeHTUPOBaHHYIO, TPUYEM NPedoXKeHHOe U3faTeNeM BOCCTa-
HoBneHue [s°r] |t-hw (cTK. 3—4) Henb3A NPU3HaTh HafeXKHO 0OOCHOBAHHbIM.
7 Wmeetcsa B BUAY Tak Ha3biBaeMblil KOXHbI XaynaH, KOTOpbIA ClefyeT 0minyaTh oT
YNOMUHAEMOIN HUXKE 06nacTu XaynaH at-Tuitan, pacnonoXeHHoi Ha ceBepo-BOCTOKE
NemeHa.
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[[lamc u, KpoMe TOTO, 0OYCTPOMI «BCAKUE COOPY)KEHUS U TIPUXOKIE
(MoyIenbHM?) U IIpMEeMHBIe 3aJIbl ¥ OalHy U sWbt ¥ IYICTEPHBI ¥ BOJO-
COOPHMKM U VICTOYHVKY 1 BBIPYO/IeHHbIE HA TOPHOM CKJIOHE IIepPexo-
JIbI VI JOPOTM M tWtb M CTOPOXKKY (XVDKMHBI?) 1 miwlt v $°rt v yKperune-
HYIA U KYPTVHBI ¥ BOpoTa U ipyrue (?) creHsl ceit uuragenu llaxpap»
(ctk. 3-5: w-kl/f U/w-mdgn/w-ms’*wdt/w-mhfdt/wswbt/w-kryft/w-"mtr/
w-mynt/w-m | nglt/w-ms'b/w-twtb/w- ‘rys’/w-mtwit/w-s’rt/w-mhsn/
w-gn't/w-hiffw-ms'wrt/d | n/r-n/S*hrr-m/...).

Jlerxo BuieThb, 4TO He TOIBKO WA $°rt, HO UL TPETH 3aCBUJETeNb-
CTBOBAHHBIX 3/IeCb CTPOUTENIbHBIX TepMIHOB B «Cabetickom cnosape»
760 BOOOIIIe He IPEIOKEHO EPEBOJIOB, MO0 TaHBI COMHUTETbHBIE
3HayeHus [Beeston et al. 1982: 20, 39, 139, 146, 154, 165]. Te TepmuHbL,
CeMaHTMKa KOTOPBIX XOTsI ObI B OOLINX YepTaxX yCTaHOBJIEHA, 0003Hava-
0T /100 HOCTPOVIKM, B TOM 4MC/Ie 0O0POHMUTENIBHOTO XapaKTepa, oo
UIX 9aCTH, MO0 My TH COOOIeHNs, MO0 BOJOCOOPHBIE COOPY>KEHNS.

KitouoM K IMOHMMaHMIO TepMUHA s°rt cTasma pparMeHTapHast Hajl-
much Gl 1440, yBepeHHO faTupyeMas MO3HUM IEPUOLOM II0 IT1ajIeo-
rpaduaecknm kputepusAM. OfHAKO IPaBUIbHOE COOTBETCTBYIOMINX
KOHTEKCTOB B HeJl CTa/I0 BO3MOXXHBIM TO/IBKO C YYETOM COZIEepyKaHUA
M3aBaeMOIl 3[eCh HagmucK. B cTk. 1 Tpu c/1oBa ocje 3Toro TepMmuHa
He YNTAIOTCA, YTO JIeJIaeT €r0 MHTEPIIpeTaIi0 HeBO3MOXKHOII, 3aTO
B CTK. 7 Ilepef] BaTUPOBOYHON HOPMYJION, OT KOTOPOI COXPAHUIOCH
TOJIbKO Ha3BaHMeE MeCAIa, YeTKO untaercs: b-s' dt-m/l-hn/s*rt-m/brt/
ythwdnn/w'l-n «c ycuexom Ha s’rt-m, rje oHU HOOBUIM® KaMEHHOTO
Ko37a». IIpenpiayias CTPOKa, HECMOTPsI Ha JIAKYHBI, HE OCTaBIIsEeT
COMHEHUII B TOM, YTO peub upeT 06 oxote: mtrdt/s' dt-m/l-hn/brt/
ythwdnn/... «ynadHble OXOTHUYBY Tpodeu Ty/a, Te OHU 0bpenu fo-
Obr4y...» (CTK. 6)°. B TakoM cry4ae s s’rt HalpamBaeTcsl epeBoy
«OXOTHMYbSI Tpoma». [lapajiens ¢ KIaccuueckuM apabCckuMm cipany™
«pgopora, nytb» [de Biberstein Kazimirski 1846, 1: 1175] mogxperniseT
[laHHYI0 MHTeprpeTanyio. Ha cymecTBoBaHNe MOZOOHBIX TPOII KOC-
BEHHO YKa3bIBaeT B CBOeil MOHOrpadmy, MOCBSIEHHO 0XOTe Ha Ka-

& 13 3HayeHUs «NpefoCTaBAATLY, YCTAaHOBAEHHOrO Ans rarona hwd [Beeston et
al. 1982: 64[, BbIBOAUTCS 3HaYeHUe pedieKCMBHO-NACCUBHOM NOPOAbI: «NPefoCTaB-
NAaTb cebe, ans ceda», B TOM Ynchne «fo0bIBaTb».

°  TpyaHo cormacutbcs ¢ TeMm, 4To B GL 1440/6 coto3 brt 03HayaeT He «raey, a «Kor-
pa» [Beeston 1984: 52 (§ 32: 11)]: BO BCAKOM ciyyae, YOeAUTENbHbIX apryMeHToB
B M0J1b3Y CTONb HEOOLIYHOTO €r0 TONIKOBAHUA NPeAJIoKeHO He Gbino.
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MEHHOTO0 Ko3/1a B XajipamayTe, pofHoii Opat ‘A6x an-‘Asisa [[xa‘dapa
bun ‘Axiina ‘A6p ap-Paxman [xa‘dap. OH nuieT, Kak TpyIa oXoT-
HVIKOB BBIC/IOXKVBAeT KO3/Ia 110 TOpaM U Bajiy, II0 TeM IIPOXOfiaM, I/ie
Te4yeT BOZA, OOpalas BHMMaHME Ha ITyTH, BeAylye K BOJOIOAM, BbI-
6upas onpepnenenHplit MapupyT [bun ‘Axin 2004: 77-79].

Yro kacaeTcsi 3HaAYEHMIT s°rt B CTPOUTENIbHBIX HAAIUCAX Ja 2867
u CIH 287, To jaHHBI TEPMUH B HUX BIIOJIHE MOXKET 0003HAYaTh He
IIOCTPOVIKY VIV €€ 3JIEMEHT, @ Pa3HOBMIHOCTD HOPOTY WM IIPOXOfa
(xax mnglt v ms'b’).

Crk. 1-2, milk-n/’bkrb/ | s'd: IIpaBnenne A6ikapn6a Ac‘aja, KoTo-
poe ObUIO VICKTIOUMTETBHO JONIVM, HPUONIM3NUTETBHO RATUPYETCH
400-440 rogamu H.3. O COOBITUAX €rO IJAPCTBOBAHMS COXPAHMUINCH
JIOBOJIbHO CKYAHBIe cBefileHMA'’. B To ske BpeMs B apabo-MyCyIbMaH-
CKOJI TpajyIlIMJ OH CTAJI IJITaBHBIM I'epOeM TaK Ha3bIBAEMOTO «KaXTa-
HIJICKOTO NIpefaHNA», ITie eMYy ObIIM IPUIVICAaHbI 6aCHOCTIOBHbIE Jes-
Hus [[Inorposckuit 1977].

Yro kacaeTcs KpailHe JaKOHMYHOro tutyna mlk-n, To B oc-
TaJIbHBIX CBOVX HAAIMCAX STOT XMMITAPUTCKMIT MOHapX 00O3HaYeH
ponruM  tuTynoM (mik/S'b’/w-d-Ryd-n/w-Hdrmwt/w-Ymnt «apb
Ca6p1 1 3y Paitana n XagpamayTa u MlamanaTa») i offHOI 13 pas3-
HOBUJIHOCTeN cBepxponroro tutyna (mlk/S'b/w-d-Ryd-n/w-Hdrmwt/
w-Ymnt/w-"rb/Twd/w-Thmt «uapb Cabsl u 3y Paitnana u XagpamayTa
u Vlamanara u 6enynnos ITnockoropbs u [Ipu6pexHoit paBHUHbI» ).

Bo ¢parmMeHTapHBIX KOHTEKCTaX TaKOTO POfja TUTY/IATypa MOXKeET
ObITh pekoHcTpyMpoBaHa [Poben 2004: 311 (tabm.)]. Bmecte ¢ Tem
M3BECTHBI HAAINCY, B KOTOPBIX TUTYI Lapen Xumitapa, 0 BCeil BU-
AMMOCTH, coKpamjancs. Tak, B Masnaat Mariya (ctk. 14) Ca’pan
VlyXaH UM, HAa4aja0 CaMOCTOATENBHOTO MPABIEHNsA KOTOPOTO IMpH-
ITTOCh TPUOIM3UTENBHO Ha 324 I. H.9., Be/IMYaeTCsl KPaTKUM TUTYIOM
(mlk/S'b’/w-d-Ryd-n), XOTs B OCTIbHBIX 3INTpaPUIeCKIX TaMATHMI-
Kax, IJie OH YIIOMAHYT C TUTY/IATypOJi, OHa OKa3bIBaeTcs fonroit [Po-
6en 2004: 290-291, 310 (Tabs.)], 1 HeT HUKAKUX OCHOBAHUI [10/1araTh,
9TO STOT LIapb, IIYCTh Ha BpeMs, YTPAaTWI KOHTPOIb Hajl Xagpamay-
TOM U IO>KHBIMU O0macTsamMm' .

10 Cm. nogpobHee: [PobeH 2004: 293-295, 311 (Tabn.)].
1 Cm. 06 3TOM nogpobHee: PpaHuy3os 2014: 252-253, npumey. 223.

Yto kacaetca Ja 668 + Schm/Marib 28, cocTaBneHHO B Nepuof COBMECTHOrO
npasnenuns Ca'pana Myxan'uma u ero otua 3amap‘anii Myxabuppa, To nponycK «HxHbIX
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Crk. 2, t-b-hw: OTHOCUTENBHOE MECTOVMEHME X.P. €f1.4. t- BCTpe-
YJaeTCsA NMIIb B OYeHb HEMHOTVIX TEeKCTaX, OTHOCAIIMXCS K IO3THEMY
HepHOAY WIN MPOUCXOAAIINX C I0XKHON Hepudepny cabeos3bIIHOTO
pernona [Beeston 1984: 42 (§ 25:2)].

Ynorpebnenne MecTtouMeHHOro cypdukca M.p. ef.d. -hw 1o ort-
HOIIEHMIO K MMEHaM >XEHCKOTO poja IOlTydaeT LIMPOKOe PacIpo-
CTpaHeHMe, Ha4MHasi o cpefHero repuopa [Beeston 1984: 40 (§ 23:2)].

wyb(?): UreHne wyd He UCK/IIOUYEHO, HO BBUIY OTCYTCTBUS BHAT-
HBIX STUMOJIOTMYECKIX MapaUIesieil IpefIodTeHne ObIIO OT/JaHO Ba-
PMAHTY C KOHEYHBIM b, COIIOCTaB/IeH)E KOTOPOTO C KJIACCHYECKUM
apabcknM dba «Bo3BpaiaTbcsi» (Koperb  WB; macmapsl ay6™, uiia6’”,
atibam’™, nbam’*) 3acmyKuBaeT BHUMAHUs, €C/IM YYeCThb, YTO JIETKUIA
TOPTaHHBIN B3pbIB (apabckas xam3a) B CEMUTCKUX SI3bIKaX MMeeT
YCTOMYMBYIO TeHJEHIIMIO K IIePeXOAly B C/1aOblii COIIACHBII (W M ).

Crk. 2-3, k- | sd: HegaBHo 6bUta OmyGIMKOBAHO CYIECTBEHHO
dparmenTupoBanHas Hagmuch MS Siga‘ 1, riie moBecTByeTCs 06 0X0Te
naps A6ikapuba Ac‘aga B obmacty XaynaH aT- Tuitas, K 10ro-BOCTOKY
ot obmactu Huxm u nepesana Haxin [Inmka; B parione rop Kinaiin
u an-bunraitn [Al-Salami 2011: 16-17, 179 (Karte 3)]. MacmTa6sI
3TOTO MepONpMATUA IOPaXaT BooOpakeHne. B Hagmcy coobia-
ercsa cHavaia o 1730 ¢ yeM-To'? JOOBITHIX KAMEHHBIX KO3/1axX (CTK. 8),
a B ee 3aK/TI0YUTE/NIbHON YacTy, IJie, OUYeBHO, IOBOAUTC OOLINIT
UTOT OXOTHUYBUM TpodesiM, YHOMAHYTHI 2700 >KMBOTHBIX, IIO BCel
BUAMMOCTH, IOCBsAIIeHHBIX «[ocrioguny Hebec» (mr’-s'myn), 1.e. Enu-
HoMy Bory (cTk. 15). TakuMm 06pa3oM, pUTyanbHYI0 OXOTY Ha KaMeH-
HOTO KO3JIa BPSJ| /I IPAaBOMEPHO CUUTATD A3BIYECKUM IIEPEXKUTKOM,
pa3 OHa OpPraHMYHO COYETANach C TPAAUIVAMY MECTHOTO MOHO-
Tensma’.

Crk. 3, b-rd/Yf-m: nepBoe yrnoMuHaHue I0>KHOJEMEHCKOI 00/1a-
ctu Vadu', pacnionoxkenHolt K 3amamay ot XajpamayTa, B I)KHOApa-
BIUIICKOI anturpaduxe.

obnacreit» (Ymnt) B 04HOM U3 Tpex cilyyaes, Koraa NnpuBoanTCs ux Tutynarypa (Schm/
Marib 28/2-3; cp. Ja 668/4-5, 17-18), ckopee Bcero, 06bACHAETCA HEOPEKHOCTbIO
KamHepesa [®PpaHuy3oB 2014: 252, npumey. 221].

2 YucnutenoHoe, 0603HavatolLee eAMHNLbI, HE COXPaHUIIOCh.

13 0 XUMIAapUTCKOM MOHOTEU3ME 1 ero UyAaN3NPOBaHHOM XapakTepe cM. [PpaHuy-
308 2014: 259-261].
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* % %

3HaueHle 3TOT0 KOPOTKOTO TeKCTa Jiid u3ydeHus gpeBHen IOx-
HOJ ApaBuUM TPyZHO IepeoneHUTb. Ero yHmkanbHas maneorpadus
IIOKa3bIBaeT, KAKMMM IPUIYAIMBLIMI Ty TAMY LIJIO TIOAYAC pa3BUTHE
10)KHOAPaBUIICKMX 3HAKOB. BpsJl /Iut ero BBICEK/IN 10 IPMKA3y CaMOro
Iaps: B TaKOM CJIydae CIefOBaI0 OBl OXKMAATh YHOTpeOIeHN ero
IIO/IHOM TUTYNATYphl. Tak 4YTO CBOMM IOSIB/IEHMEM OH, CKOpee BCero,
00513aH OJIHOMY 13 MECTHBIX JKITeJIell, IPYHMUMABIINX yYacTye B Iap-
ckol1 oxoTe. CMBICT ee ITPOBefIeHM S 3aK/II0Ya/ICA B IeMOHCTPALINN T10-
JTUTUYECKOTO FOCIIOACTBA ee OPraHM3aToOpa Hafl TEMU TepPUTOPUAMI,
KOTOpbIe OHAa OXBAaTbIBa/Ia, ! IMEHHO B 3TOM, a OTHIO/Ib He B OTIIPaB-
JIEHUY A3BIYeCKVX VI MOHOTEUCTUYECKMX KY/IBTOB COCTOSI, B Iep-
BYIO ouepefb, ee pUTyaabHbI Xapakrep. Llapy Xumitapa A6rikapn6
Ac‘ap mpocnaBuics cBouMy roxonamu B LlenTpanpHyto Apasuto, of-
YVHYBIIVIMA €TI0 BAVISTHMIO OOMTaBIINE TaM IUIEMEeHA, OfHaKO JIVIIb
Omaropiapsi OyO/IMKOBAaHHOI 371eCh HaJIIVICH MOYXXHO C YBEPEHHOCTBIO
YTIBEPXKHaTh, YTO IO €TO peaTbHbIM KOHTPOJEM HAXOAWUIACh, IO
MeHbIIIelT Mepe, oiHa 0671acTh HbiHenHero K)xuoro Viemena — Madu'
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Maxim Yosefi

THE INFLUENCE OF RELIGIOUS IDEOLOGY
ON ARAB POETS IN THE FIRST CENTURIES
OF ISLAM: THE PROBLEM OF LIE

The present paper aims at studying factors which have formed the image of
the poet in Arabia on the eve of the Islamic era and in its first centuries.
It focuses on issues in which medieval Islamic scholarly views on poetic art
have expressed themselves and investigates the influence exerted on poets
by the norms of Islam (din) complementing the pre-Islamic values of manli-
ness (murdwah) and kinship solidarity (‘asabiyyah). The author’s hypothesis
is that certain tensions between Islamic ideology and the pre-Islamic poetic
tradition were not caused by a clash between murdwah and din. Rather they
have been an expression of incompatibility between traditional poetry as an
instrument of social action designed for decentralized tribal society, and
institutionalized, centralized early Muslim society into which this instrument
was imported. The problem of lie is examined in this context as the most
salient point of tension between the norms of traditional Arabic poetry and
the norms of Islam.

Kewwords: Arabic poetry, Islam, Jahiliyya.

Research for this article was supported by Minerva Fellowship of the Max Planck
Society.
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INTRODUCTION

1.1. The State of the Field: Compatibility of Muriitwah and Din

Ignaz Goldziher examined the influence of Islamic ideology on
ancient Bedouin society using the terms muriwah and din [Goldziher
1966-1: 1-39]. The term muriawah refers to the virtues of a true man
(courage, prudence, generosity, etc.) and, at the same time, to the
complex of norms by which proper manly behaviour is defined. The
term “din”, meaning literally “religion” (when Islam is implied), refers
to the norms defining one’s behaviour as a Muslim. Both terms became
useful tools for analysing tribal discourse in the Islamic world. With
these terms ideological issues concerning ancient Bedouin society
were described and explained [Bravmann 1972], as well as those related
to modern tribal society where the norms of muriiwah remain in force.
In addition to these terms, another three are usually mentioned when
the ideological norms of tribal Arab society are being discussed:
hamiyyah (tribal pride), whichis opposed to tagwa (piety) [Kurpershoek
1994: 21], and ‘asabiyyah’ (tribal solidarity manifested in readiness
to defend the tribe’s honour and to afford help to its members) [Rodio-
nov 2007: 159].

After the ideas of Islam were brought into the Arab society by
Muhammad, a complex system of values emerged combining the spirit
of manliness (muriawah) and kinship solidarity (‘asabiyyah) which
reigned among the Arabs from times immemorial, with a new religious
consciousness (din) which started to develop in their minds. Even though
Goldziher established a contrast between muriiwah and din, most scholars
who have been examining the ethical system which appeared in the 7
century Arabia found that, generally, Islam did not oppose pre-Islamic
moral values, but rather approved and even reinforced them. Pre-Islamic
norms were not rejected, but were only expected to undergo a certain
transformation under the influence of Islam.

1 The term “‘asabiyyah” is used by Ibn Haldln in “The Mugaddimah”. The scholar
describes ‘asabiyyah as a basis of the defense capability of the Bedouin [Ibn Haldln
2005-I: 216]. Apart from this Classical Arabic term derived from the word “‘asab”
(“kin™), a synonymous term “qabwalah” (derived from “qabilah” — “tribe”) has to be
mentioned. While extensively used in Yemeni vernacular Arabic [Rodionov 2007:
159], it cannot be found in dictionaries of Classical Arabic like “Lisan al-‘Arab” or
“Taj al-‘Aras”.
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As Bishr Farés showed, such transformation occurred naturally,
because prior to the advent of Islam, jahili ethics was functioning as
a religion in a social sense. Common for all Arab tribes, it was this
ethics that was making them united in terms of basic concepts and
collective behaviour. After the advent of Islam, the Quran and the
Sunnah kept most ethical elements related to honour, turning them
into precepts of the new religion. Old ethical elements were not
integrated into the religious system of Islam in their pre-Islamic form,
but were rather recognized as makarim al-ahlaq (virtues) [Fares 1932:
190-193]. Walzer and Gibb also showed that the pre-Islamic moral
values were not forgotten, but rather were included into Islamic ethics
as one of its constituent elements [Walzer, Gibb 1959: 335-339].

Lecomte came to a conclusion that no sharp contrast between the
ethical foundations of pre-Islamic Arab life and Islam existed, because
jahili virtues did not contradict to Islamic morality. In his opinion, the
old virtues (such as aspiration to defend personal honour, courage,
tribal solidarity, hospitality and generosity, self-restraint, and de-
cisiveness) that were apparently replaced with the new ones (such as
piety, kind-heartedness, mercy, and the brotherhood of believers) in
fact only underwent transformation, and Islamic virtues were nothing
but practical implementation of the pre-Islamic values [Lecomte 1965:
449-450)].

Bravmann argued that the principle known as muriiwah played an
important part is Islamic days and in fact, it was one of the main ideas
of Islamic religion: manly virtues and the virile ethics of the heathen
period were appreciated in the Islamic period, only that in the course
of time other qualities, of pure religious character, were added to them
[Bravmann 1972: 2].

Rezvan found pre-Islamic muriiwah to become one of the core
elements of the Quranic ethics. In his opinion, the difference was
between interpretations of the same virtues by Muhammad and pre-
Islamic poets. For example, pre-Islamic generosity, indeed, turned to
be a religious precept, but unlike the jahili virtue — thoughtless,
immoderate generosity coming from the mere aspiration to the
ultimate generosity, in the Islamic period, a prudent generosity was
appreciated. In the same way, bravery encouraged by the Qur’an (one’s
valour in a battle in which the true faith is defended) is something
different from the jahili bravery manifesting itself mainly in raids and
acts of revenge [Rezvan 1988: 38-41].
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Studying traditional Arab society in the modern period, Mikhail
Rodionov arrived to a conclusion that muriiwah, ‘asabiyyah and din
were still supplementing each other, and it was impossible to predict
which complex will play a greater role in determining individual
behaviour in different situations [Rodionov 1988]. The process of
assimilation between the virtues of the tribal world and Islam was
bilateral. Not only that the religion had adopted the pre-Islamic virtues,
but, in the course of time, piety became a supporting pillar of the tribal
ideology. When characterizing Yemeni society in the 20™ century,
Steve Caton put piety in the first place among the other values of
a tribesman: before honour, generosity, courage and self-possession
[Caton 1990: 26-30].

Thus, there was no contradiction between the pre-Islamic and
Islamic values, but a new system was formed as a result of their fusion.
This paper aims at contributing to the study of muriiwah, ‘asabiyyah
and din by placing the poet in this system. Arguing that a certain
conflict between pre-Islamic morality and the norms of Islam was
inevitable, I examine the problem of lie as one of the most salient points
of tension between Arab poets and religious ethics in the first centuries
of Islam.

The problem of lie in Arabic poetry was previously examined in the
70s by two German-writing researchers. Renate Jacobi [1972] studied
the works of 9-11"™ century scholars trying to understand, to what
extent the truthfulness of words served as a criterion for evaluating
poetic production, and what was the aesthetic function of truth and lie
in poetry as artistic means. Christoph Biirgel [1976] examined the
problem of lie in Arabic and Persian poetry using two Islamic terms:
zahir (the external expression of faith) and batin (the inner or spiritual
dimension of faith). As a result, he has divided poets by their approach
to the problem of lie into zahiri and batini poets. The first ones saw
truthfulness of poetry as an extent to which a poetic description
conformed to the reality. The second ones (Persian poets like Nizami
or Hafiz) tried to reveal the concealed truth (symbolic side of the
universe, divine wisdom and beauty). In the process of the discussion,
I will refer to certain points in both works in the relevant parts of the
discussion. The present paper aims at contributing to the study of the
problem of lie in Arabic poetry by tracing its origins. This will help to
understand not only why the problem was inevitable, but also why it
remained practically unsolved and any changes in the first centuries of
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Islam occurred mainly at the doctrinal level. Also it will lead to new
insights into the social conditions of the state founded by Muhammad.

1.2. General Assumptions, the Hypothesis and the Method

My general assumption is that a certain conflict between the norms
of traditional Arabic poetry and the norms of Islam was inevitable
because of the coincidence of the following factors:

1) After the advent of Islam, poets’ behaviour was exposed to the
criticism of a religious establishment who sought to maintain a certain
social order protecting the young Ummah from moral degradation
and inner instability. Accordingly, the ethics of a good poet was defined
by his abidance by the norms of Islam in interacting with all the
members of the Ummah.

2) The pre-Islamic ways of poetic expression were developed for
ideological tribal wars in which any means were applied to make verses
effective, and only a poet’s commitment to his tribe was defining the
ethics of his actions. The earliest Muslim poets and, first of all, the
crony poets of Muhammad, were initially trained as defenders and
propagandists of their tribes. Almost all of them, after converting to
Islam, have maintained their usual artistic means. Thus, it was
impossible to ban the traditional ways of poetic expression like
exaggeration.

3) Finally, shortly before the advent of Islam, composing panegyrics
and satires became a well-paid profession outside the tribal world and
many outstanding poets left their tribes in search of earning oppor-
tunities.

My hypothesis is that, after the advent of Islam, the pre-Islamic
tradition continued to determine to a great extent the actions of Arab
poets, both because of the stability of a poetic canon moulded by tribal
pre-Islamic reality and because of the importance of the poets’ craft
as propagandists. Indeed, the pre-Islamic poetic canon was designed
to instil into tribesmen the virtues of murawah and ‘asabiyyah and to
make poets act conveying these principles when representing their
tribes and defending them. Considering this fact and the stability of
the canon, muriiwah and ‘asabiyyah continued to influence Arabic
poetry after the advent of Islam and even outside tribal context.
Nevertheless, certain tensions between Islamic ideology and pre-Islamic
poetic tradition (in particular, the problem of lie) were not caused by
a contrast between murtuwah and din in themselves (such a contrast
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did not exist). Rather they were an expression of incompatibility
between traditional poetry as an instrument of social action designed
for decentralized tribal society, and an institutionalized, centralized
early Muslim society into which this instrument was imported.

To argue the hypothesis by the example of the problem of lie, the
following questions have to be answered: what factors have formed the
image of poets as liars so strikingly evident in the Islamic tradition?
Did this image exist already in the pre-Islamic period and in the days
of Muhammad? What changes have occurred (or have not) in the
poets’ behaviour after din emerged by the side of muriawah and
‘asabiyyah? What can be learned from this?

To verify the assumptions and answer the questions formulated
above, I place the discussion on ethics and religious ideology in early
Arabic poetry into the ethical paradigm of muriwah, ‘asabiyyah and
din. Basing on the Quran and Qur’anic exegesis, Hadith texts, literary
and historical works of medieval scholars and, of course, diwans of
7-8™ century poets, I trace the preconditions for shaping the attitude
towards poets as liars on the eve of the Islamic era and during the early
days of Islam. Then, I define how the spirit of manliness and tribalism
contributed to this attitude, what traditional features of pre-Islamic
poetry were unacceptable in terms of din, and why the situation could
change at the doctrinal level, but not on the ground.

IMAGE-MAKING FACTORS
2.1. The ambiguity of the Term “Sa ‘ir” and a Popular Belief in Demons

Ky =Cs

Over the centuries before the advent of Islam, the term “Sa‘ir
referred to a soothsayer or a magician, while by the word “Si‘”, not only
metered, rhymed words but also words of witchcraft and sorcery were
meant [Goldziher 1896: 17]. The mere fact that the word “Sa‘ir” can be
interpreted as an active participle derived from the verb “Sa‘ara”
(to feel; to know; to notice; to perceive; to sense) indicates that
originally, it referred to a person distinguished for special capabilities.
Apparently, $a‘ir was necessary to his tribe due to his talent in witchcraft
and soothsaying. Similar tribal profession was defined by the word
“kahin” (fortune-teller, foreteller). Both professionals used rhymed
prose for their practices. To both of them, public beliefs attributed an
ability to communicate with genies and demons as a source of secret

knowledge [Fahd 1966: 73].
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According to a widely accepted theory, first elegies (rita’) and
satires (hija’) in Arabic were composed in the framework of bewitching
practices, and a magic effect was ascribed to the texts in these genres
[Goldziher 1952: 6; Filshtinsky 1985: 175]. Thus, ancient $a‘rs, if not
poets in the modern sense of the term, at least were among the first
masters of artistic word in the history of Arabic culture. Gradually, the
term “Sa‘ir” was referred to any master of meter and rhyme regardless
of his ability to practice witchcraft and soothsaying. As a result, the
main meaning of the word “$a‘ir” today is “a poet” Goldziher paid
enough attention to this kind of duality. What draws our attention
here is the ambiguity of the term “$a%ir” in its original meaning
(“a soothsayer”).

Certain verses of the Quran indicate that prior to the advent of
Islam, the term “$a‘ir” referred not only to professional tribal sooth-
sayers / foretellers (respected tribesmen, specialists necessary for their
talent), but rather to wandering lying prophets or blessed fools.
Evidently, in the beginning of the 7" century, Arabs were used to
encounter prophesying roamers. These persons were also defined as
“Sa‘irs”, but unlike tribesmen-specialists, they were treated with
ridicule, distrust, and neglect as liars or madmen. In the 6-7" centuries,
absolute ambiguity of this kind characterized not only the term “sa‘ir”.
Amazingly similar fate was shared by the term “suTiik”, and the example
is fine because it also belongs to the field of tribal poetry™.

A typical reaction of the 7 century Arabs to $airs of the despicable
type is shown in the Qur’an. Faithless people are cited as reacting to
Muhammad’s preaching as if he was a usual $a‘ir (hereinafter the
translation is mine):

2 0On the one hand, this term referred to brave heroes who led their fellow-tribes-
men during raids. On the other hand, the same word defined roaming beggars. Even if
this duality was not uncomfortable for ancient Arabs in general, it was bothering
su‘ldks of the first kind who were proud to be defined with this term and were despising
the wandering beggars. In the 6 century, ‘Urwah ibn al-Ward who, due to his poetry
and bravery in raids, was awarded a degree of “the prince of su‘liks”, in one of his
most famous gasidas combined praise of su‘ldks of his own type with deriding su‘liks
of the despicable type [‘Urwah 1998: 67]. The third type of su‘liiks was represented by
“pirates of the desert” ostracized by their fellow-tribesmen who were reluctant to
bear collective responsibility for their actions. Such situation is described by poets
who were experiencing it themselves, for example, by Sanfara al-Azdi in the 6" cen-
tury [Sanfara 1996: 56] and by Sa‘d ibn Nasib in the 7" century [Marzigi 2003: 52].
On the meaning of the term su‘lik see also the work by Hanafi [1987: 17].
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No, they told, [this] (i.e. the words of Muhammad) [is] a mixture
of false dreams! No, he has invented it! No, he is a $a‘ir! Let him bring
us signs [just as the messengers who were] sent first [before him
(Moses or Jesus) did] [21: 5].

And were saying: “Are we to leave our gods for a mad $a‘ir?” [37:
36].

Or they say: “He is a sa‘ir. Let us wait until the fate will punish
him as he deserves” [52: 30].

In the same way, $a‘irs of the despicable type are described by the
Revelation itself. Sa‘irs are shown as obsessed by demons. They are
wandering and propagating nonsense:

Should I tell you upon whom the demons descend? They descend
upon every sinful liar. They (sinful liars) throw [into public] what
they have heard [from demons], while most of them are liars. And
deviators follow [these] $a‘irs. Have not you seen them roaming in
every valley, saying (arrogating to themselves) what they do not do?
(26: 221-226).

In all the four quotations the word “sa‘ir” intentionally was not
translated. It stands to reason that, first of all, prophesying roamers are
implied in all of them (especially in the first three). It is hard to imagine
that a specialist necessary to his fellow-tribesmen and respected
accordingly, could touch off such a reaction of the public as described
in the first three quotations. On the other hand, it is hard to imagine
7™ century Arabs reacting in such a way to the words of a master like
A%a or Nabigah. On the eve of the Islamic era, poetic art in Arabia was
flourishing, being at the peak of its development and at the summit of
its popularity. Poetic canon which continues to influence traditional
Arabic poetry even nowadays has already crystallized by then. Dozens
of outstanding poets became famous due to the trade fair in ‘Ukaz and
due to the mere popularity of the poetic art. As an effective instrument
of propaganda, poetry was necessary to any tribe, both in its interior
and exterior’.

3 Abl ‘Amr ibn al-‘Al@’ (Basra philologist of the 8" century) described the situa-
tion in the following words: “In the Era of Ignorance, a poet was preferred over
a preacher because of their (Arabs) great need in poetry, which stored for them their
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Thus, it is unlikely that in the 6-7" centuries, Arabs perceived
outstanding poets as soothsayers and future-tellers, the more so, the
poets themselves did not pretend to be prophets or foretellers and
openly declared that in their verses. Zuhayr explained in his mu‘allaqa-
poem: “I know the present day, and what was yesterday, before it, /| but
regarding the awareness of tomorrow, I am blind”* [Zuhayr 1988: 110].
In a similar way, the author of another mu‘allaga, ‘Amr ibn Kulttm,
expressed himself when addressing his beloved: “Indeed, the present
day and tomorrow depend, // [as] the day after tomorrow, on what you
are not aware of ”> [Ibn Kultim 1991: 67]. The poet implies that nobody,
including himself, knows the future, even the nearest one. If someone
really tended to attribute to every significant poet a capability of future-
telling, these words of two great masters would surprise him to no
small degree.

Most likely that in the beginning of the 7™ century, Arabs dis-
tinguished well between masters of artistic words who produced
perfect poetry, and soothsayers who used rhymed prose for bewitching
and foretelling (even though both, the former and the latter, were
defined as $a‘irs). It is also likely that a clear distinction existed between
professional tribal soothsayers and prophesying roamers. Muhammad
could not accept any activity of false prophets in Arabia, and as a wide-
spread phenomenon they vanished after the advent of Islam. When
poets (in the modern sense of the word) remained the only type of
what was meant by “Sa‘ir”, everything told about $a‘irs in verses 221-
226 of Surah 26 (first of all, accusation of lying) was referred to them
with all gravity. In such a way, the ambiguity of the term “sa‘ir”
influenced the problem of lie.

What probably added to this ambiguity and, accordingly, to the
poets’ image as liars, was a popular notion of their ability to communicate
with demons. This ability was attributed to poets® not less than to sooth-

heroic deeds, glorified their virtues, and scarified their enemies and those who ar-
ranged raids; it inspired fear for their horsemen and aroused horror because of their
number” [Jahiz 1998-1: 241]. ) )
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& Both in the pre-Islamic period and after the rise of Islam, there was a popular
belief in Arabia that every outstanding poet (fakl) must have a demon responsible
for his inspiration. In Yemen the belief in demons of inspiration survived until now-
adays. In different examples of tribal poetry collected at the end of the 20" century,
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sayers (hence the common term meaning literally “the one who feels”).
Not without reason, Ibn Taymiyyah (13™ c., Damascus, Hanbali school),
commenting on verses 221-226 of Surah 26, has stressed that they refer
to soothsayers, poets, and false prophets at the same time. In his opinion,
the Quran implies that demons help men to lie and sin, but they only
descend upon those who match them as potential liars [Ibn Taymiyya
2011-V: 61]. It follows from this that if demons have chosen someone,
it is a sign that he had a natural propensity for lying. As for poets, not
only the popular notion ascribed to them an ability to communicate
with demons, but many of them, before and after the advent of Islam,
claimed for such a talent themselves. Poets even new personal names of
their demons and addressed them in their poems.” Thus, owing to the
idea of the poets’ ability to communicate with demons (a source of lies),
the stigma of “liars” gained additional argumentation.

Even though verse 227 of Surah 26 explains that everything stated
about $a‘irs as sinful liars does not refer to those “who believe and do
righteous deeds and mention Allah a lot” (protection is guaranteed
to such poets and punishment is promised to those who hurt them),
the charge of lying was not dismissed even after most poets converted
to Islam. The reason for that brings us to the second factor which
contributed to the image of poets as liars at the beginning of the
Islamic era.

2.2. The Struggle for the Supremacy of the Qur'an

Behind the Quranic emphasis on the poets’ propensity for lying,
Renate Jacobi has found three objectives: 1) Muhammad saw poetry
as the most influential expression of pagan views which he had

poets address a demon named Hajis [Caton 1990: 319; Souvorov 2000: 59; Rodionov
2007: 188-189].

7 TItisknown, forinstance, that the demon of Farazdaq (7-8" cent.) was addressed
as ‘Amr [Jahiz 1967-VI: 226]. ASa was assisted by a demon called Mishal. In one
of his satire poems he invited him to help in disdaining a person named Jahannam:
“I'invited my friend Mishal, and for him was invited // Jahannam, may Allah cut him
something, to this despicable bastard” [ASa 1968: 125]. Islamic tradition keeps
reports on encounters with genies of poetry, for example, on a man who stayed as
a guestin a tribe that turned out to be a tribe of genies, and among its members he
met a genie responsible for the inspiration of Hutay’a [Isfahani 2008-1I: 115].
Another narrator claimed to discover that a strange old man he met was a personal
genie of Imru’u [-Qays [QurasT 1981: 51].
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to overcome; 2) In the course of his conflict with those who did not
recognize him as the Messenger of Allah, he was exposed to attacks
with satire poems; 3) Stressing the lying character of poetry was
intended to emphasize, by contrast, the truthfulness of the Qur’an, as it
was stated that Muhammad was not a poet [Jacobi 1972: 86]. In
discussing these objectives, I shall argue that the first two points are
relevant for the short-term outlook only. It turned out very early that
there was no danger in the spirit of muriwah and ‘asabiyyah con-
centrated in poetry, and except for verses in which paganism was
evident, Muhammad did not prohibit to the Ummah enjoying pre-
Islamic poetry [Haytami 2001-VIIL: 157]. As for the second point,
indeed, in the beginning of his way as a prophet, Muhammad was
subjected to attacks with satire poems composed by his opponents, but
very early the Prophet himself started to recruit masters of satire who
became his guards [Ibn Rasiq 1963-1: 31; Ibn al-‘Arabi 2003-111I: 462].
It is with this fact that Christoph Biirgel explained Muhammad’s
double attitude towards poets and apparent contradictions is his state-
ments on poetry [Biirgel 1976: 27].

The third point raised by Jacobi reflects an ideological struggle for
the supremacy of the Qur'an over poetry. It has to be developed here
independently as a factor that seriously strengthened scholarly and
exegetical discourse on poets as liars. In the beginning of the 7 century,
poetry was the most developed, rooted, and popular oral tradition.
Muhammad has brought a new tradition, initially oral, which used
a special form, which was very different from poetry and, what was
more important, was declared the supreme and inimitable one. Under
these conditions, even if it was possible to avoid a conflict between
murtiwah and din, a conflict between two traditions and two different
forms of speech was inevitable, because only one oral tradition and
only one form of speech could remain supreme in Arabia in the era of
monotheism based on words uttered in Arabic.

As the most popular pre-Islamic oral tradition and form of speech,
poetry was doomed to give place to the Quran. Poets and their public
had to keep in mind that poetry, even though not prohibited, should
not derive attention from the Qurian and prayer and nobody should
dare to compete with the Qurian in eloquence. To make the Qurian
prevail over any kinds of artistic speech and, above all, poetry, Islamic
ideology made a good use of the poets’ image as “liars obsessed
by demons”.
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While verses 221-222 of the Sura of the Poets stress the existence of
a connection between demons as a source of inspiration and the falsity
of words inspired by them (Should I tell you upon whom the demons
descend? They descend upon every sinful liar), verses 192-193 of the
same chapter emphasise, that the source of the Qur’an is totally different
from the one of poetry: “It is a revelation from the Lord which was
brought down by the trustworthy spirit (Jibril)”. Keeping the image of
poets as liars helped both, to stress that the words of the Revelation
were noteworthy much more than poetry, and that poetry, unlike the
Qur’an, had a demonic source.

The doctrine of inimitability and divine nature of the Qur'an was
seriously developed for proving the truthfulness of the book, and for
that purpose, scholars widely used the contrast between the Quran
and poetry. Baqillani (10™ cent., Basra, Maliki school) and Ibn Rasiq
(11™ cent., Maghreb, Maliki school) noticed that those who were keen
in poetry, could not imitate the style of the Qur’an, and it was the poets’
inability to compose anything similar to the Quran, that Ibn Rasiq
regarded as the strongest argument for the truthfulness of the book
[Baqillani 1963: 53; Ibn Rasiq 1963-1: 21]. Later, Ibn al-‘Arabi (12" cent.,
Spain, Maliki school) stressed that the clarity of the Quranic language
(as opposed to the obscurity of poetry) was made a proof of its mira-
culous nature and an indication of its truthfulness [Ibn al-*Arabi 2003-
IV: 21].

The discourse on lying poets and the truthfulness of the Quran was
important not only for stressing the contrast between the natures of the
book and poetry, but also for emphasizing the eloquence of the Qur’an,
to which the eloquence of poetry would be incomparable. It was argued
that poetry was beautiful only due to the lie it contains. Explaining
how the supremacy of the Qur'an over poetry manifests itself, Razi
(12 cent., Shafi’i school) noticed that the Holy Book was the most
eloquent text while there was only truth inside, whereas poetry, if to
leave inside only the truth, would not be as beautiful as it was when
containing all its lies [Razi 1982-11I: 126].

Finally, the discourse on lying poets was necessary to explain why
Muhammad could not utter anything in a regular poetic meter®. This

&  Astold in the Qur’an about Muhammad: “And We have not taught him poetry,
nor is it befitting for him. It (this Book) is only a reminder and a clear Qur’an”
[36: 69]. According to the commentaries of Tabrisi (11 cent., Shia Islam) and Razi
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point was intended to stress that, due to the nature of things, the Qur'an
could not appear in a poetic form. As Ibn Faris (11" cent., Persia, Shafii
and Maliki schools) explained, Allah has cleared his Book and his
Prophet from poetry, because “poetry, if it is poor of sense, is funny,
and if serious, is lying” (in hazala adhaka wa-in gadda kadaba) [Ibn
Faris 1997: 212].

Thus, the necessity to decrease the status of poetry in presence of
a new tradition contributed a lot to maintaining the stigma about
lying poets. Nevertheless, initially and to a great extent, driven by
aspiration to values of muriwah and ‘asabiyyah, poets earned their
image themselves.

2.3. A Deserved Image

Abu Dawud (9™ cent., Basra, Hanbali school), explaining that
poetic form by itself does not convert an utterance into an unacceptable
one, emphasized that, “from the legal point of view, poetry is considered
indecent, because of the fact that most of it contains praises for people
who do not deserve them and other things of this kind” [Aba Dawud
2009-VIIL: 358]. In the beginning of the 12 century, Ibn al-Arabi
referred verse 226 of Surah 26 (“And that they say what they do not do”)
exactly to poets (not soothsayers or prophesying roamers). In his
opinion, these words imply “what they (poets) mention in their poems
when lying in panegyrics, self-praise, amatory, and heroic verses” [Ibn
al-Arabi 2003-11I: 463]. Ibn Faris, commenting on the same verse, was
even more radical than Ibn al-‘Arabi and, without setting apart any
certain genres, has stated that everything told in poetic meter is mostly
worthless because poets use to invent and exaggerate’ [Ibn Faris 1997:

(12* cent., Shafi‘i school), when the Prophet tried to utter a verse, he unintention-
ally disrupted its meter [Tabrisi 1995-VIII: 287; Razi 1982—-XXVI: 104]. According
to Qurtubi (13* cent., Maliki school) and Ibn Katir (14* cent., Shafi§ school),
Muhammad broke poetic meter intentionally [Qurtubi 1975-XV: 51; Ibn Katir 1999-
VI: 588].

°  Inthe following way, the scholar described those who were considered poets in
the Arab society before him and in his days: “Poetry was not befitting for the Prophet
as the strongest in his faith among the believers and the most pious in his charitable
deeds among the righteous, because poetry has conditions, and the one who does
not meet them will be never defined as “poet”. It is absolutely impossible that [the
one who is considered a poet] will utter words in a regular meter abiding by the truth
without exaggerating (min gayri an yufrita), crossing the line (yata‘adda), lying
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211-212]. Thus, as follows from the discourse led in urban context
already in the Abbasid period, poets deserved the image of liars because
of arrogating to themselves and attributing to others, usually, in an
exaggerated manner, of positive features. Such attitude towards a well-
developed artistic tradition shows that it developed in conditions
different from those of the environment in which it was harshly
criticized for centuries as something blameworthy. Let us trace its
origins.

Exaggerations, first of all, in arrogating of appreciated qualities in
their extreme degree, were typical for Arabic poetry from the very
beginning. Relying on one of the earliest Arab philologists, Abu
‘Ubayda (8" century), the poet Muhalhil (6™ century) was recognized
not only as the first one whose personal poems were sung by the
Bedouin, not only as the inventor of the gasida form, and the first one
who composed amatory verses, but also “the first one who told lies in
his poetry” (wa huwa awwalu man kadaba fi $i‘rihi) [Isfahani 2008-V:
37]. Later philologists, Ibn Qutayba (9" century), al-Qali and Isfahani
(10" century) accused Muhalhil of lying because of the following verse:
“And if not for the wind, I would make those in Hujr // hear the clunking
of white [helmets] torn by [our] swards™’ [Muhalhil 1993: 41].

The scholars refused to accept these words as a figurative expression
recognizing them as one of the most egregious examples of exaggeration
(min aysari I-mubalagat) in Arabic poetry [Isfahani 2008-V: 37]. Most
likely that Muhalhil gained a reputation of the first lying poet not only
due to this very verse and his mastery in exaggerating. A 9 century
philologist Ibn Sallam characterized him as a poet who invented a lot:
“Arabs used to believe that he (Muhalhil) was telling about himself too
much, claiming for much more than he actually did” (yadda‘i fi gawlihi
bi-aktara min fi'lihi) [Suyati 1985-1I: 476]. In the meantime, the
noteworthy factis that Muslim philologists took a very uncompromising
stand towards figurative speech in Arabic poetry from the very begin-
ning of Islamic literary criticism.

It is most probable that excessive boasting or exaggerated praise,
defined as lie by medieval scholars in the cities, was not perceived as

(vamina) or inventing in it things which could never happen (ya’ti bihi bi-asya’in la
yumkinu kawnuha battatan). Hence, when people call somebody “a poet”, his words
are likely to be worthless and inferior” [Ibn Faris 1997: 211-212].
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such in ancient tribal culture. Exaggeration was acceptable as a legal
means of struggle in the constant tribal wars and as such, became a part
of the canon. When boasting of their deeds or describing the might
of their tribes, heroes did not exercise self-restraint. Muriwah and
‘asabiyyah were driving them to be as effective as possible expressing
devotion and commitment to their relatives.

The example of Hassan ibn Tabit proves it well. Once, still in the
pre-Islamic period when he was a poet of the Hazraj tribe, Hassan
took part in a competition of poets in ‘Ukaz. Nabiga al-Dubyani
served as an orbiter, and the participants were coming into his tent
one by one to recite. After A%a, Hansa' presented her verses, and
Nabiga highly appreciated them by saying: “If not for Aba Basir (A%a)
who recited me before you, I would say that as a poet you are the best
among both, genies and humans” [Ibn Qutayba 1982: 344; Isfahani
2008-XI: 7]. After Hansa, Hassan recited his verses including the
following line:

“[In order to receive guests], we have got beautiful plates shining in
the morning, /| and the blood [of our enemies] is dropping from the
blades of our swards™' [Hassan ibn Tabit 1994: 219].

“You would be a poet, if you were not diminishing the honour of those
you are praising”, was Nabiga’s verdict. “You used the form “Gafanat”,
and that means you have less plates for receiving guests than one would
think if you were using the form “gifan”. You told that your plates are
shining in the morning (yalma ‘na bid-duha), but you would better say
they were flashing in the darkness of night (yabrugna bi-d-duga),
because guests usually come by night. Your words about blood dropping
from your swords prove that you are not killing enough enemies.
Instead of “yaqturna” (is dropping) you would better say “yagrina” (is
flowing), and that would tell about a real bloodshed”, — explained the
orbiter [Isfahani 2008-IX: 252]. Nabiga does not seem preoccupied
with the real state of things in the Hazraj tribe. In his opinion, Hassan’s
problem was that he was not exaggerating well enough and thus, was
not enough effective.

Thus, if someone was not enough effective, his poetry was not
considered good enough. On the other hand, when a Bedouin poet
was sending a message, he expected it to be perceived as trustworthy.
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There was a practice of stressing the truthfulness of words in special
transitional formulas which marked the beginning of the main message
inside a poem. For instance, in a short poem in which he informed his
enemies about the renewal of war, Hassan ibn Tabit!?, after a short
prelude describing his tears, addressed the messenger of his poem with
the following words: “Oh you, the rider who starts his journey in the
morning, /| bring with you this threat with no lie in it”? [Hassan ibn
Tabit 1994: 38]. In a very similar manner, Farazdaq emphasized in one
of his panegyrics the verity of words he was going to say (the poem was
composed outside tribal context, when Farazdaq was already a court
poet, but obviously, being a Bedouin by origin, the poet used to abide by
the canons of Bedouin poetry):

Oh you, the rider who is spurring up his mount, // rushing to
[a place where there is] everything camel riders need,
By your arrival to the leader of the believers, tell [him] // frankly
and with knowledge the [following] words with no lie in it'*
[Farazdaq 1987: 25].

Another argument for the assumption that in ancient Bedouin
culture, excessive boasting of manly qualities was not perceived as lying
could be found in the fact that, traditionally, lying was considered
incompatible with manly spirit. As an ancient Arabic proverb has it,
“a liar has no murawah” (laysa li-kadibin muritwah) [Nuwayri 2004
III: 330]. Al-Ahnaf ibn Qays from the Tamim tribe (after converting to
Islam in the days of Muhammad, he became famous as a commander)
told: “Two things which cannot meet each other [inside one man] are
lie and muriiwah” (itnani la yagtami‘ani: al-kidb wal-muriwah) [Ibn
Qutayba 1996-1I: 26]. An unknown pre-Islamic poet told: “A [true]

12 Régis Blacheére noticed that it would be impossible to distinguish the production
of the pre-Islamic nomadic poets from the poetry of their colleagues from sedentary
tribes. Judging by its characteristics, the poetry of Hassan ibn Tabit is Bedouin
poetry even though the poet’s tribe, Hazraj, was a sedentary one [Blachére 1966:
409].
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man is not lying if not for his meanness // or bad habit or lack of
education™ [Wasa 1953: 41].

At the same time, it can be admitted that in urban culture, poets
gained the image of liars already in the pre-Islamic period, and it existed
in the days of Muhammad. One indirect proof is the Qur’anic thesis
about demons as a source of inspiration which causes $a‘irs to lie.
Whatever is meant by “sa‘irs”, outstanding 7™ century poets like A%a,
even though not aspiring to prophecy, claimed to be in touch with
demons of inspiration. Even if in some cases demons with personal
names were ascribed to poets by later tradition, it is impossible to deny
that this belief existed already in the 7™ century, because some poets
addressed their personal demons in their verses.

The second indirect proof is that, basing on earlier reports, some
exegetes proceeded from an assumption that the notion of lying poets
existed already in the days of Muhammad. Asqalani (14-15 cent.,
Egypt, Shafi’i school) wrote on the image of poets in 7" century Arabia:

Among the pagans were those who told about the Prophet, may
Allah honour him and grant him peace, that he was a poet. It is
noticed [by some scholars that he was perceived as such] because of
metered and rhymed Qur’anic verses. [On the other hand], it is told
that [by defining him as “a poet”] they implied that he was a liar,
because poetic words were mostly lying, and, as a result of it, one used
to define lying words as “poetry” [Asqalani 2001-X: 554].

In the 17" century, Turkish imam Isma‘il Haqqj, reflecting on the
Qur’anic verse 21:5 which quotes unbelievers saying about Muhammad
“He is a $a‘ir!”, assumed that in this way, they accused him of being a
liar, because in the 7™ century, the word “poet” was synonymous to the
word “liar”. The scholar supports his assumption with regular Arabic
expressions:

Indeed, they accused him of lying, and indeed, by the word
“Si‘r” they usually meant lie, and by the word “sa‘ir” they meant a
liar. [For instance, they used to say] “false, poetry-like statement”
and “poetry is a concentration of every lie>. And one used to say:
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“The best poetry is the most lying one”. And one scholar noticed
that a true-speaking, pious poet would be never considered an

outstanding one

[Haqqi 1913-V: 454].

Of course, it is hard to rely on Arabic scholars of the Mamluk and
Ottoman periods who explained how poets were perceived in 7" cen-
tury Arabia. Their vision, even if reflects a true historical situation,
could actually describe the situation of the later centuries, when the
scholarly discourse on lying poets emerged. Nevertheless, the slogan
“The best poetry is the most lying one” (a‘dabu I-$i‘ri akdabuhu) could
reflect the popular notion which existed already in the days of Muham-
mad, because the Prophet himself and his companions were struggling
against this very thesis. Hassan ibn Tabit even tried to reformulate it in
his verses:

Indeed, poetry is an indicator of the intellect of a man presenting
it // to the society, whether he is a wise man or a fool,

But the best verse you utter // is the verse on which it is told after
you recite it: it is truth!'*®

[Hassan ibn Tabit 1994: 174].

3. DIN VS KIDB

3.1. The Change at the Doctrinal Level

While on the eve of the Islamic era one could easily put the sign of
equality between the words “poetry” and “lie”, the new official moto
was formulated as “The best poetic verse is the most truthful one”
(as‘aru baytin asdaquhu). The sign of equality between “as‘aru” (the
best in terms of poetic art) and “asdaqu” (the most truthful) can be
found also among the sayings of Muhammad if to correlate two versions
of a hadit in which the Prophet utters his opinion on the words of
Labid: “Isn’t everything empty of Allah’s presence a vain thing?” (a-la
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kullu $ay’in ma hala llaha batilun)’. According to one of them,
Muhammad characterised these words as “the best words ever told by
Arabs in poetry” (as‘aru kalimatin takallamat bi-ha |-‘arabu).
According to another one, the Prophet told “most trustworthy words
a poet ever uttered” (asdaqu kalimatin qalaha $a‘irun) [Muslim 1930-
XV: 12-13; Labid 1962: 256]. There is no point to guess, which version
is closer to the original, the more so, one cannot reject that both of
them were uttered on different occasions, but the mere existence of the
two shows the ideological vector.

Without objecting muriwah and ‘asabiyyah as a set of values and
virtues, din has come strongly against the expression these values
found in poetry. Three factors made the principle “The best poetry is
the most lying one” unacceptable:

1) Lying in poetry was unacceptable as any lying. Liars are
condemned in the Quran [2: 10; 16: 105], and painful torments are
promised to them by the book. Not once lying was condemned by
Muhammad in his personal sayings: “Lying leads to profligacy.
Profligacy leads to Hell”; “Lying is not permitted, not seriously, not as
a joke”; “A believer should not be a liar” [Nuwayri 2004-I11: 330].

2) Even if we admit that in the 7" century the audience in Arabia
could easily distinguished between lie and truth in poetry without
taking poetic words too seriously, “artistic” exaggerations were
dangerous as they accustomed the public to “beautiful and nice” lies.
Elegant lie was not only widely acceptable by poets and their audience,
but was even encouraged by the poetic form itself. As Ibn Rasiq
complained, “even though people are agreed in opinion that lying is
disgusting, it looks fine in poetry as if poetry was decorating lies, and
[as a result] one is used to forgive the disgusting it contains™® [Ibn
Rasiq 1963-1: 22].

3) The truthfulness of the Quran was presented as a proof of
its supremacy over poetry. If so, one had to admit that the more truth-
ful are words, the more beautiful they are. Thus, as a result of the
Qur’an’s victory over poetry, truthfulness had to become a criterion of
evaluation.

7" These words are the opening part of verse 9 of one of Labid’s elegies [Labid
1962: 256].
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The attitude towards Hassan’s verse about plates and swords, which
was considered ineffective and unsuccessful before the raise of Islam,
has changed in the first centuries of the Islamic era, reflecting the new
vector. Already in the Umayyad period, after Hassan’s death in 674, the
verse was presented as one of the most successful in Arabic poetry.
Abu ‘Ubayda (8™ century, Basra) mentions a man from al-ansar who
was disputing the quality of the poetry of Farazdaq. He found the poet
in Medina in a mosque, recited him the mentioned verse and told:
“You are claiming to be the best poet among the Arabs!? I give you one
year for it: if you manage to compose anything like this, you are really
the best” [Aba ‘Ubayda 1998-1I: 3].

In the Abbasid period (already in the 10" century) Qudama ibn
Jafar was advocating the artistic value of this verse. First of all, he
explained that acting as an arbiter, Nabigah “was not asking from Has-
san anything but exaggeration so that he would turn everything from
what it actually was into something which would be over it and above
it”". Reminding that exaggeration is only one possible way (the second
one is to describe things as they are), which is not acceptable for every-
body, the philologist defined the opinion of Nabiga as an “absolute
fault” (hata’ bayyin) and refuted his arguments against Hassan one by
one? [Qudama 1983: 92-93].

3.2. Irresistible Muriiwah, ‘Asabiyyah, and Earning Opportunities

The described ideological change could not overcome exaggerations
and artistic lie in traditional poetry based on the principles of muriawah
and ‘asabiyyah, and of course, not in the poetry of hirelings who were
not ready to concede their earning opportunities.

Proceeding with the case study of Hassan ibn Tabit, one should
notice that “the poet of the Prophet” was the first not to abide by the
principle “The best poetic verse is the most truthful one” (that he himself
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20 The philologist noticed that it was much more reasonable to say about the
plates “shining in the morning” (“yalma‘na bi-d-duha”, precisely as Hassan did), than
“flashing in the darkness of night” (“yabrugna bi-d-duja”, as Nabiga recommended),
because utensils can shine in the sun but not in the moonlight. As for the recom-
mendation to replace the words “the blood [of our enemies] is dropping from the
blades of our swards” with “is fowing from the blades of our swords”, Qudama ex-
plained that Hassan used a set expression “sayfuhu yaqturu daman”, while there was
no set expression “sayfuhu yajri daman” [Qudama 1983: 93].
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has formulated). Muhammad was absolutely aware of it. As he did in
the pre-Islamic period as a tribal poet, Hassan used to compose self-
praises attributing to himself traditional heroic characters of which he
could not boast in reality. In one of such poems he told about himself:

I woke up before [all] the tribe, girding myself // with a sharp
[sword] which resembles salt in its colour and hits a lot.
It pulls the strap of the sword [which is] long, // wide and resembles
in its colour a stream in a valley*
[Hassan ibn Tabit 1994: 156].

Hadit tells that the Prophet laughed when listening to these verses
form Hassan because the poet was widely reputed for his cowardice.
According to different evidences, he avoided taking part in battles
when he had a chance, so it was unbelievable that his sward really used
to hit a lot [Isfahani 2008-1V: 123-124]. It should be mentioned also
that Hassan was a master of twisting facts for his own advantage®.

In the period of the Righteous Caliphs the rule “Best poetry is the
most trustworthy one” was extremely strong, especially in the days of
‘Umar ibn al-Hattab who paid special attention to the purity of the
verbal art. He was extremely conversant with the questions of
versification. Jahiz even defines him as “the most expert among the
humans in poetry” (a‘lamu n-nasi bi-s-$i‘ri) [Jahiz 1998-1: 239]. As for
the caliph’s general appreciation of poetry as art, Ibn “Abd Rabbih
wrote that “‘Umar defined poetry as “the trunk of the tree of Arabic
poetry” (as-Si‘ru jidlu min kalami I-‘arab) [Ibn “Abd Rabbih 1983-VTI:
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2 Hassan's version of the story on the competition in ‘Ukaz was very different
from the main one transmitted by a number of narrators and fixed by Ibn Qutayba.
As we remember, according to the latter, after Hassan recited his verses, the orbiter
addressed him with the words: “Indeed you were a poet if not...” (innaka la-Sa‘irun
law [a@) and criticized him for ineffectiveness [Isfahani 2008-IX: 252]. Telling his
own version, Hassan did not mention A‘$a (actual winner of the competition) at all
and diminished the success of Hansa’ whose verses were highly appreciated by
Nabiga. From the speech addressed to him by Nabiga, Hassan omitted everything
except for the words “innaka la-Sa‘irun”. According to Hassan, Nabiga told just: “In-
deed you are poet, and the sister of Band Sulaym (i.e. Hans&’) is a mourner” (innaka
la-3a‘irun wa inna uhta bani sulaymin la-bukka atun) [Isfahani 2008-1V: 124].
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130]. In other words, the caliph considered poetry an especially im-
portant form of speech and appreciated it as a means of influence. It
was ‘Umar who came out strongly against objectionable phenomena in
poetry: lies, vagueness of words, slimy language and the use of poetry
as an instrument of slander. The sources tell that once he was listening
all night long to the poetry of Zuhayr ibn Abi Sulma performed by Ibn
cAbbas — the Prophet’s cousin [Ibn Qutayba 1982: 143]. Zuhayr was
one of his favourite poets: unlike most 7" century artists who easily
ascribed in their panegyrics any virtues to the persons they were
praising, Zuhayr (as ‘Umar himself noticed) “did not praise a person
for anything not usual for humans” [Qudama 1983: 95]. Also, as the
caliph himself stressed, Zuhayr “did not become entangled between
rhymes and did not use unclear words™** [Ibn Qutayba 1982: 143].
Thebest poetis the caliph’s opinion was Nabiga [Ibid: 158-9]. According
to the explanation of the philologist Aba ‘Ubayda, he was distinguished
from all other poets, because “his language was the clearest, and he
used foul language less than anybody™* [Ibid: 168].

‘Umar defined as lie any poetic exaggeration. For instance, he found
as such the following verse of Nabiga: “When arriving to him, come up
[to his campsite] in the evening, to the light of his fire // [and] you will
find the best fire with the best one who lights it*® [Nabiga 1996: 160]. The
caliph explained that these words are lie, because the best fire with the
best one who lights it is, undoubtedly, the burning bush seen by the
Prophet Musa (described in the Book of Exodus and mentioned in the
Qur’an in verses 9-15 of Surah 20). It is interesting that, providing this
report on ‘Umar, Isfahani by mistake ascribed the verse to Hutaya
[Isfahani 2008-1I: 130], apparently, because the latter was the most
criticized by the caliph. Due to Hutay’a, we have another example of
what ‘Umar could consider lie in poetry. Once, still in the days of
Muhammad, when “‘Umar saw the Prophet’s admiration for a thorough-
bred stallion”, he has determined as lie the following verse in which
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27 «And he bent his knee and said: “Indeed it is a bakr (i.e. straddling horse)” (fa-
gata ‘ala rukbatayhi wa-gala: “innahu la-bahr”) [Isfahani 2008-11: 114].
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Hutay’a described his own dismal mood: “Best stallions do not attract
us, /1 as well as those covering their wrists with garments (i.e. women)”*
[Hutaya 1958: 396]. In this case “‘Umar considered the poet lying
because, in his opinion, the situation in which a man could not
be delighted with horses, was impossible and thus, Hutay’a was exag-
gerating [Isfahani 2008-II: 114].

Despite such a hard line with respect to exaggerations, ‘Umar is
shown by the tradition as tolerant towards the phenomenon of hireling
poets. Zibirqan ibn Badr who was extremely insulted by Hutay’a’ lie,
complained to ‘Umar reciting him the verses by which he was attacked.
The caliph considered that nobody has ever managed to compose
a more injuring poem. He wanted to hear an experts opinion and
Hassan ibn Tabit was called for that purpose. After hearing the verses,
“the poet of the Prophet” declared that Hutay’a “has not satirized [the
victim], but has covered him with excrements” (lam yahguhu wa-lakin
salaha ‘alayhi). “‘Umar ordered to throw the poet into prison and
threatened him with exile from the lands of Muslims [Ibn Qutayba
1982: 328]. In the prison Hutaya composed a touching poem asking
the caliph to forgive him and explaining that he was forced to practice
his craftin order to support his children (in the poem they are compared
to young birds):

What would you say to young birds in Dit Marah // whose crops
are red when they have no water and no tree [with food]?
You have imprisoned their supporter on the bottom of a pit. //
Forgive me! May Allah grant you peace, oh ‘Umar!
[Hutay’a 1958: 208].

The poet was released, was not exiled, and continued to earn a living
from his craft. Not only did not ‘Umar give him his gruel, but even did
not try to stop his poetry by force or threats. On the contrary, he paid
him three thousand dinars for not composing satires (Isfahani 2008-
I1: 123).

In the Umayyad period, dramatic changes occurred in the attitude
of the establishment towards poets. On the one hand, when most Arab
tribes converted to Islam, ancient Bedouin art was not criticized as
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pagan art any more. On the other hand, Umayyad caliphs were
sympathizing with traditional Arabic poetry and actively used poets as
propagandists in order to pursue a needed policy among the tribes.
Apart from that, the empire was growing at the expense of non-Arabic
population with developed cultures, and highly-developed poetic tra-
dition of the Bedouin was the phenomenon which Arabs could offer to
conquered populations as opposed to their cultures [Filshtinsky 2005:
194]. As a result of these factors, Arabic poetry kept its importance not
onlyin tribal culture butalso in the urban context, and the establishment
became much more tolerant towards poets. Verses of the most out-
standing Bedouin poets of the Umayyad period (Jarir, Farazdaq and
Abtal) show that*. Once, in response to the caliph Sulayman ibn ‘Abd
al-Malik’s (715 — 717) request to recite some of his most successful
verses, Farazdaq told:

Three and two, in all five [girls], // and one inclined to sip wine,
And they have spent the night lying from my both sides, /| and
I have spent the night “breaking locked bolts™.

The caliph scolded the poet in joke: “I see that you yourself ask to
be punished. You are arranging immorality here in front of me, while
[ am an imam and you do not want me to set a limit on you”. Then, the
caliph reminded him the words of the Qur'an about the poets who say
what they do not do” Finally, he laughed and after saying “I have
pushed aside the limit which was on you” (dara’tu ‘anka I-hadd), has
ordered to reward Farazdaq for his poetry [Isfahani 2008-XXI: 262].
Sulaymans successor, ‘Umar ibn ‘Abd al-‘Aziz (717-720), was the

2 Umayyad caliphs enjoyed poems in which the poets of the triad were attacking
each other, while it contained lies and slimy language. Attacking Farazdag, Jarir told
that the poet converted to Christianity (wa-qad lahiqa [-Farazdaqu bi-n-nasara)
[Jarir 1986: 182], or even that he is of Christian origin and because of that he brings
into the mosque impurity when enters (inna [-Farazdaqa hina yadhulu masjidan //
rijsun) [Ibid: 149]. Also he defined his opponent as “a monkey soliciting monkeys to
libertinism” (girdun yahuttu “ala z-zin@’i quridan) [Ibid: 134]. Finally, he told that
the mother of the poet, Fugayra, has spewed him out instead of giving him birth in
a natural way (jarayta bi-irqgin min Fugayrata mugqrifin) [Ibid: 458].
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Umayyad caliph who could be called “an exception that proves the
rule”, as he was pious and did not tolerate poetry of his epoch™.

The Abbasid caliphs positioned themselves as much more pious
and, as opposed to the Umayyads, much less tolerant towards poetic
crimes, such as satires®>. Nevertheless, as the Umayyads did, the Abba-
sids also enjoyed traditional panegyrics®. The words of Abi Dawud,
Ibn Faris and Ibn al-‘Arabi cited above prove that the problem of lies
in poetry remained topical also in 9-12" centuries.

The image of poets as those who are ready to praise and to satirize
for reward is expressed well in anecdotes of that time. A typical hero of
maqamas (urban rhymed prose with intervals of poetry) is a skilled
improvisator. The hero of the third maqgamah in the collection of Aba
Muhammad al-Qasim al-Hariri is an old impudent beggar who has
willingly praised for one dinar a coin shown to him and then, for
another dinar, has satirized the same coin with no less mastery [Sarisi
1992-1: 131-157].

Another fine example is an anecdote about Persian ruler Halid
Humahrawayhi quoted by Jahiz in his “Book of Misers” One may gain
an impression that in urban culture of that time attitude towards lies in
poetry (first of all, in panegyrics) was rational and ironic enough:
poetic words were neither overestimated nor taken seriously. Reacting

31 Tt is notable that ‘Umar II was the only Umayyad caliph whose tomb was not
violated after the Abbasids came to power — apparently, as a sign of their respect to
his piety which distinguished him from other caliphs of his dynasty [Filshtinski
2005: 123]. Unlike other Umayyad caliphs, ‘Umar II has not taken any poet to his
bosom (Jarir was the only one who was granted an audience), and on the contrary,
he ordered to send into exile to Dahlak Island the poet ‘Umar ibn Ab7 Rabi‘a (who
was already an old man at that time) because the latter used to dedicate poems to
women and in his poems used to lie [Ibn Qutayba 1982: 554].

32 Aba al-‘Atahiya was punished by one hundred whips in the days of the caliph
al-Mahdi (775-785) [Husri 1965: 381] and by one hundred lashes in the days of
Harln al-Rasid (786-809) [Isfahani 2008-IV: 53]. Bassar ibn Burd for a satire poem
insulting al-Mahdi was sentenced to 70 whips and died as a result of this punishment
[Isfahani 2008-III: 171], while according to other sources, the caliph has ordered to
drown him to death [Ibn Qutayba 1982: 760].

33 Unlike outstanding court poets of the Umayyad period, the best court poets of
the Abbasid period (Aba Tammam, Buhturi) were not Bedouins by their origin.
Nevertheless, they used to stick to the Bedouin tradition in their poetry including
panegyrics. Abd Tammam even used to put on traditional Bedouin dress before
appearing in front of the caliph [Filshtinsky 1985: 382].
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to more and more pompous panegyrics, the ruler was ordering to bring
more and more money encouraging the poet. Nevertheless, in the end
he let his servant know that he was not going to give anything to the
artist. His explanation is important for understanding the perception
of panegyrics in the Abbasid period: “Did not we know he was lying?
But when he was lying, he was causing joy to us. For that reason we
should also cause him joy by means of words ordering to reward him.
If it is nothing but lie, then let it be lie in return for lie” [Jahiz 1990:
26-27].

Muslim scholarly criticism denied the moto “the best poetry is the
most lying one”. As for literary criticism, in the Abbasid period there
were those who were defending the poets’ right to use artistic means.

3.3. The Allowed Blameworthy

In the 10% century, Amidi, comparing the poetry of Abi Tammam
with that of Buhturi, has written on especially pleasant verses of the
latter: “Some poetry transmitters used to say: “The most praiseworthy
poetry is the most lying one”. Definitely not! By Allah, if really the most
praiseworthy, then only the most truthful one”* [Amidi 1960-11: 58].
In the 11" century, Ibn Rasiq has noticed on exaggerations in poetry:
“There are those who find a poet’s knowledge in the ways of exaggeration
and overstatement as a unique quality. I see this opinion just as an
absurd one <...>. As experts have decreed, best words ever told [in
poetry] are the words of truth, and if they are missing, then [at least]
those which are related to them™ [Ibn Rasiq 1963-I11: 60].

As opposed to this position, there were poets and philologists who
explained that artists of words are not obliged to be truthful in their
verses. Buhturi, one of the most outstanding Arab poets of the 9"
century, rejected the truthfulness as a criterion by which verses should
be judged. In one of his poems, he attacked the principles of Greek
logic, learned by Arab scholars from “The Poetics” of Aristo:

You have imposed on us the boundaries of your logic, // [while] in
poetry lies are more important than truth.
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The One with Ulcers (Imruu 1-Qays) was no devotee of // logic,
[and did not know], what are categories and what are its methods*
[Buhturi 1963: 209].

Jahiz, the famous contemporary of Buhturi, referred to exaggerations
in panegyrics and satire poems explaining that poets had no intention
to lie, but in order to achieve a required effect, used oversaturated des-
criptions: “When composing panegyrics or satire, poets use to over-
saturate descriptions, but nevertheless, they admit that what they say is
truth® [Jahiz 1967-VT: 138].

In the 10" century, Qudama ibn Ja‘far explained that “the quality of
a poet is defined by whether his poetry is considered excellent, and not
by what he is really thinking, because poetry is [not more than] words”
“If he uttered excellent words, one should not demand from him that it
would be what he was actually thinking”, — concluded the philologist*
[Qudama 1983: 138]. At the end of the 10" century, Askari has stated
the same idea in a more delicate form: “It was told to one philosopher
that one [poet] was lying in his poetry, and he (the philosopher)
answered: one expects from a poet that he will say words of beauty, and
as for words of truth, they are expected from prophets” [‘Askari 1952:
137].

In the 12" century, there were still those who condemned any use
of figurative language perceiving it as lies. Ibn Hamdan (Baghdad)
criticized the poet Aba Mansur ibn al-Asbagi for the verse in which
the latter compared himself, when visiting his beloved only in the night
time, with a fayf — a spirit which can get into one’s sole only when one
is asleep. The verse is: “Like a tayf which is not able to get [into one’s
sole] through the opened eyelids |/ and does not get in, except when they
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are closed”.** According to the philologist, ibn al-Asbagi, “as typical for
poets, went to extremes of figurativeness, because a tayf does not get
into [one’s soul] through the eyelids, but appears by itself in the soul as
the dreams do™! [Ibn Hamdan 1996-VIII: 205]. Later in the 12%
century, Ibn al-Atir (Mosul) laughed at Ibn Hamdun as an example of
total misunderstanding of artistic means: “These are words of someone
who did not taste fruits of the tree of eloquence and rhetoric like
nobody else except for one Byzantine ruler. It is reported that after
hearing the verse of al-Mutanabbi” “[I felt] as if thoroughbred camels
[stayed] on my eyelids // for their nightly rest, and [only] after they were
arisen, [the tears] flowed”, the ruler asked for its meaning, and when
it was explained to him, told that he never heard anybody more lying
than this poet” [Ibn al-Atir 1959-11: 30-31].

In the Islamic law the status of poetry was complicated. Islamic
jurisprudence attributes human actions to five categories: 1) Duty
(fard), like the duty to pray five times a day; 2) Recommended behaviour
(mandub), for instance, additional prayers and fasts, hospitability,
copying the Qurian; 3) Allowed behaviour (j@’iz / mubah) — not
encouraged and not condemned (to marry, to go on business trips);
4) Blameworthy behaviour (makrith) which does not cause punishment
(carelessness when keeping religious commandments, stinginess,
rudeness); 5) Prohibited behaviour (mahzir) — acts which cause
punishment in this life and after death (drinking alcohol, giving loan at
bearing interest) [Rodionov 2003: 105].

Composing poems refers to “allowed behaviour”, the more so that
traditional poetry brings one to respect traditional virtues (like
hospitability and courage) that refer to recommended behaviour. On
the other hand, lying refers to blameworthy behaviour, and as there
was quite a lot of lies in poetry (especially in panegyrics and elegies),
composing poems could be referred at the same time to blameworthy
actions. In the 11" century, Ibn Hazm (Spanish Muslim scholar who
belonged in different periods to Maliki and Shafi’i schools), described
the situation in the following words:
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Also there are two genres of poetry which are not prohibited with
a full prohibition, but are not encouraged as well, so they remain as
something “allowed but blameworthy”. These are elegies and
panegyrics. As for being allowed, it is because they mention virtues of
a dead or praised person, and that is encouraging an aspiration for
such qualities in the reciter of these poems. As for being blameworthy,
it is because most of the poems of this kind are lying, and there is
nothing good in lies*
[Ibn Hazm 1987-1V: 68].

The problem of lie in poetry was not solved in the first centuries of
Islam remaining actual until nowadays. Shaikh ‘A’id al-Qarni, popular
in Saudi Arabia in the beginning of the current century, referred to the
issue in a series of lectures “Qasidas which killed their authors” (Qasa’id
Qatalat Ashabaha) based on a book with the same name [Qarni 2005].
Under the heading “Best poetry is the most lying one” the sheikh
referred to the question of acceptability of this statement. In his
opinion, it is acceptable only as a figurative one. He stressed that even
though most Muslim scholars share the opinion that the words “the
most lying one” do not mean that a poet exaggerating in his verses has
an intention to lie, nevertheless, one should shun any lies and to ask
Allah for refuge against it*.

4, Conclusion

The image of poets as liars developed as a result of several factors.
Initially, the principles of personal manly pride and commitment to
the tribe were driving poets to exaggerate when picturing their virtues
and describing the deeds of valour attributed to their tribes. Effectiveness
was the main criterion of evaluation, and exaggerations were a valid
means in a constant competition between tribal poets. After the
phenomenon of hired poets developed, exaggerations and inventions
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in panegyrics and satire poems increased and “lying poetry” became
a part of urban culture, where it attracted special attention of establish-
ment and Islamic scholarly criticism. The ambiguity of the term “sa‘ir”,
the fact that one of the main roots of poetic art was in the craft of
soothsayers, and the popular notion of poets as those who communicate
with demons, contributed to the poets’ image as liars. Everything told
in the Quran about $a‘irs (including soothsayers and prophesying
roamers) as liars, was referred to poets only. The stigma about lying
poets was used against poets in the beginning of the Islamic era in
order to stress the prevalence of the Qur’an over poetry.

After din has emerged by the side of muriiwah and ‘asabiyyah, poetic
exaggerations were exposed to institutionalized, religious criticism, but
changes occurred mainly at the doctrinal level. In spite of the fact that
any poetic lie was condemned, and the truthfulness was declared the
main criterion of evaluation, the traditional poetic canon moulded in
the pre-Islamic tribal culture showed itself as very stable. Due to the fact
that the values of muriwah and ‘asabiyyah were recognized by Islam as
virtues, tribal Arabic poetry, after it was cleaned from paganism, has
maintained its traditional ways of expression attached to the preserved
traditional values. It was still necessary to make verses effective and thus,
exaggerations remained in the poets’ arsenal of artistic means. When the
art of panegyrics and satires turned to be a well-paid profession,
traditional ways of expression became especially demanded. At the same
time, in the beginning of the Islamic era, poets proved themselves as
effective propagandists who could serve the establishment and thus, the
latter had to tolerate traditional ways of expression.
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Aref Abu-Rabia

MOSQUES AND CEMETERIES IN ISRAEL:
SANCTITY, DESECRATION,
AND SOLIDARITY

This paper examines local and international responses to the attempt to
transform a mosque into a museum and event hall in Beersheba. I place the
Muslim outrage over a wine festival held at the mosque in historical context
and trace how a multi-faith coalition of Muslims, Jews, and Christians formed
to protect the sanctity of the mosque and cemeteries in Beersheba. This
coalition has been formed around the principles of peaceful coexistence and
interfaith.

Keywords: Mosques, cemeteries, desecration, solidarity, Israel.

The mosque in Beersheba
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Historical Background

Bedouin tribes have inhabited the Negev for thousands of years.
There have been Bedouin migrations into the Negev from time
immemorial. Researchers contend that Bedouin migrants who came to
Palestine with the Islamic armies in the seventh century comprised the
first of the three Bedouin migratory waves from the Arabian Peninsula
into the region. Each migratory wave displaced previously resident
tribes, which then dispersed into Syria, Iraq, and Palestine, or moved
south to Egypt and North Africa. We know from various sources that
from the time of the conquest of Palestine by the Islamic armies until
the second half of the nineteenth century, the tribes in the Sinai and
Negev constantly fought both each other and invading tribes from the
Arabian Peninsula [Al-Aref 1934: 9-34, 231-37; Bailey 1985: 20-49].

During the four centuries of Ottoman rule (1516-1917), Palestine
did not form an independent administrative unit, but was divided into
several districts, sanjaks [Ma‘oz 1975: xv-xvi]. Beersheba was founded
in 1900, as the capital of the fifth subdivision (gada) of the Jerusalem
mutasarriflik, under a dignitary with the rank of gaimaqam, as were the
qadas of Jaffa, Hebron, Jerusalem, and Gaza [al-Aref 1934: 192, 244;
Marx 1967: 31-32]. The Ottoman reasons for establishing Beersheba
included a desire to expand their tax base and enlarge the population
from which to raise troops. In addition, Turkey, which was interested in
controlling the Suez Canal, was fearful that British and French
domination over it would give them a foothold in the Near East. It was
thought that the Muslim Bedouin could be allies of the Ottomans and
serve as a buffer between them and their enemies. Considerable
diplomatic activity focused upon the Sinai Peninsula and the boundary
between Egypt and the Ottoman Sultanate. The final boundary was
fixed only in October 1906 [Shuqayr 1916: 588-616].

In the early years of Beersheba, rooms were set aside in Saraya
House, the qaimagamia, to serve as a municipal center until a proper
municipality building was constructed. On the top floor, rooms were
reserved to house each of the following: the District Court, the Tribal
Court (Mahkamat al-Ashair), and the office of the gqaimaqam. On the
bottom floor were the office of the Magistrate’s Court, the Muslim
religious court, and rooms for the superintendent of police and the city
clerk. In the first stage of construction (1900-1903), the Saraya House
and several structures around it were built, as were army barracks and
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a center for the gendarmerie. The second stage of the city’s construction
commenced in 1904, during the period of Qaimaqam Assaf Belge Bey
the Damascene (1904-1906), and included construction of the muni-
cipality building, a mosque, and later a two-story school for Bedouin
children, the first school in the gada. Assaf Belge Bey was distinguished
by his hard work and the wide range of his activities. He was also
known for the social events and ceremonies he held, to which he would
invite Bedouin from the surrounding region [Abu-Rabia 2001: 2007].
Beersheba also began to serve as a Muslim religious center with the
appointment of an Ottoman qadi, one Shukry Effendi, whose job was
that of a Muslim religious judge. This was the first such appointment in
the region [Gal-Peer 1979: 273].

Other reasons for the choice of the site included Beersheba’s sanctity
to Muslims, because of its connection to Abraham and Ishmael and to
‘Amro b. al-‘Ass and his son ‘Abdullah (renowned Muslim fighters) [al-
‘Aref 1934: 242-53]. Needles to say, Islamic cities' like Mecca, al-
Madina, and Jerusalem are strongly associated with the sanctity, holi-
ness, and mystical visions.

The government purchased 2,000 dunams (approximately 480 acres)
from the Mhemdiyin tribe of the ‘Azazma clan, and registered them in its
name at the Land Registry Office (Kushan). The authorities appointed
one of the most important sheikhs, Sheikh Hajj ‘Ali Sliman al-‘Atawna,
as mayor. He would serve in this office until his death in 1922.

During World War I, General Edmund Allenby began his Negev
offensive in October 1917, and on October 31 took Beersheba [al-Aref
1934: 245-48; Luke & Keith-Roach 1930: 27]. During the British Man-
date (1917-1948) Beersheba remained the capital of the gada and the
administrative center of the Bedouin population, serving as a unifying
factor that engendered a sense of political belonging. The British drew
the boundaries of the gada so that it included all the Negev Bedouin,
making the city, in effect, the capital of all the Bedouin in southern
Palestine. Beersheba had also become the seat of the gaimagam, who
was chosen because he knew Arabic and admired the Bedouin lifestyle,
which had captivated many of the British officers who served in the

! For more details about the Islamic city, see: [Raymond A. Islamic City, Arab City:
Orientalist Myths and Recent Views // British Journal of Middle Eastern Studies.
1994 Vol. 21, No.1: 3-18; Ira Lapidu. Muslim Cities in the Later Middle Ages. Cam-
bridge: Harvard University Press, 1967].
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district. This official guaranteed public order and Bedouin loyalty by
forging personal ties with the tribes, including frequent visits to their
encampments, and by mediating between the Bedouin and higher
authorities. With Beersheba serving as a base, the British deployed their
forces throughout the Bedouin region, keeping the peace more effectively
than the Ottomans had. The British did not try to impose their own laws
on the Bedouin, but rather endeavored to ‘institutionalize’ Bedouin law.
Towards that end, Beersheba also became a juridical center, in addition
to an administrative center for the authorities [Gal-Peer 1979: 269-98].

The British Mandate in Beersheba terminated in May 1948 as
a result of the United Nations Resolution (29 November 1947) to divide
Palestine between Jews and Palestinians. War broke out between Arabs
and Jews. Muhammad ‘Abd al-Hady was the last gaimaqgam in Beer-
sheba during the British period. The British left Beersheba on May 14,
1948, in an impressive ceremony attended by Bedouin leaders and
senior government officials. The Union Jack was lowered, and the
Palestinian flag raised over the Saraya House by the mayor of Beersheba,
Mr. Shafiq Mushtaha. Arab rule over Beersheba lasted only a few
months, until the capture of the city by the Israel Defense Forces on
October 21, 1948. As a result of the war, no Arabs remained in Beer-
sheba [Abu-Khusa 1994: 274-86; al-Dabbagh 1991: 360].

The law in the State of Israel grants equal rights to all citizens
(Shapira 2006: 448). Concerning the protections of individuals, the law
and courts safeguard the rights of Arab citizens (H.C.] 6698/95).
However, the legal authorities have not recognized the Arab population
as a separate community comprised of a minority entitled to collective
rights (Barzilai 2001: 55; Jabarin 2001: 53). In this light, the law
indiscriminately protects all holy places in Israel, yet the regulations
issued by the (former) Ministry of Religion mention only Jewish holy
places (Protection of Holy Places Law, 1967).

The Ordeal of the Mosque

After constructing the Great Mosque in the town center of
Beersheba (Beer al-Saba’) in 1904, it was used for prayer for next forty
two years. After 19482, with the establishment of the State of Israel, the

2 In that year, there were two mosques in the city: the Great Mosque and the
Mosque of Haj Issa Bsiso. After 1948, the Great Mosque became an archeological

OnekTpoHHasa 6ubnuoTteka Myses aHTpononorum n atHorpacdumn um. Metpa Benwukoro (KyHctkamepa) PAH
http://www.kunstkamera.ru/lib/rubrikator/03/03_03/978-5-88431-323-1/
© MA3 PAH



Mosques and Cemeteries in Israel: Sanctity, Desecration, and Solidarity 159

new Israeli government converted the mosque into a museum, pre-
venting Muslims from praying there.

In 2011, almost a decade after petitioners went to the High Court
of Justice to request to convert the mosque back into a place of prayer
for Muslims. The judges ruled instead that the building should be used
as a museum of Islamic culture. Even this was more satisfactory to the
petitioners than the position of the Beersheba Municipality, which
instead sought to open a “Museum of the Cultures of the Sons of Abra-
ham” and opposed the use of the mosque for prayer, claiming that
doing so would “create violence and disturb the public order”.

In August 2012, the Beersheba municipality’ added fuel to the fire
when its officials decided to organize a wine festival in the courtyard of
the historic Beersheba mosque. This decision evoked protests and
condemnation by local and international Muslim community leaders.
They did not stand alone, however. A diverse group formed to protest
the decision. It included politicians, the Organization of Islamic
Cooperation, a senior Turkish government official, the Islamic Move-
ment in Israel, the Adalah Legal Center for Arab Minority Rights in
Israel, Jewish activists who support co-existence between Arabs and
Jews, and Christians, including the Greek Orthodox Archbishop,
Atallah Hanna. Together, they sharply criticized the Beersheba muni-
cipal officials for using the mosque as a venue for a wine festival to
promote the products of Israeli winemakers.

The Islamic organizations described the wine festival as an act of
blasphemy and a violation to be added to the crime of closing the
mosque and preventing Muslims from praying there. This violation,
they argued, was part of a series of ongoing attempts to desecrate and
obliterate Islamic sanctuaries and antiquities in Palestine under the
mantle of “historic preservation”. They claimed that local and national
Israeli governments have pursued a policy of neutralizing the religious
significance of mosques and the social and political power of those
who pray in them. This is an important but under-acknowledged arena
in which Palestinians and other Muslims have been marginalized
under aggressive nationalism by Israeli leaders.

museum, while the second mosque was turned into a restaurant. The population of
the city of Beersheba in 1946 was 6,490, all Arabs [Gal-Pe’er 1979: 286-290].
3 Mayor Ruvik Danilovich.
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Responses

The decision of Beersheba’s municipality to organize a wine festival
in the courtyard of the mosque evoked protest, outrage, and con-
demnation by local and international Muslim community leaders and
politicians. The Wine Festival took place from September 5 to 6, 2012.
The festival was planned to feature alcoholic beverages from some
30 breweries and wineries from around the country, in addition to
imported products. A number of musical performances were also
planned. Some of the responses to these plans are described below:

August 9, 2012: Adalah
On August 9, 2012, Adalah sent a legal letter to the Attorney

General of Israel, the Minister of Culture and Sports, and the Muni-
cipality of Beersheba demanding that they intervene and cancel the
Sixth Annual “Salut Wine and Beer Festival”, which was due to take
place in the courtyard of the Great Mosque in Beersheba. Adalah
requested that all activity that violated the sanctity of the mosque as
well as the dignity of the thousands of Muslims who live in Beersheba
and the tens of thousands who come to the city daily, be stopped
immediately. This is a sensitive issue that endangers the interests of all
Arab citizens of the State. The use of the courtyard of the mosque for
drinking alcohol is a red line banned in Islam, and is completely
incompatible with the mosque’s intended use for prayer (Adalah Legal
Center for Arab Minority Rights in Israel).

August 16, 2012: The Islamic Movements
The southern branch of the Islamic Movement expressed outrage

over plans to hold a wine festival in Beersheba in a courtyard outside
a building formerly used as a mosque. Even the publicity for the festi-
val constitutes an “unforgivable sin” and “a harsh blow to Muslim
sensitivities”. The Islamic movement accused local Israeli leaders of
carrying out “an ongoing policy of religious persecution targeting
Palestinians in this region”.

August 29, 2012: Negev Muslim leaders
Negev Muslim leaders are calling for mass prayers of protest in the

coming days at Beersheba’s historic Great Mosque to protest the city’s
plans to hold a wine festival in a nearby courtyard. The issue of the
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festival, to be held early next month, is due to be raised Wednesday in
sermons in mosques throughout the Negev [Yanir Yagna and Jack
Khoury // Haaretz. 2012. August 29].

September 5-6, Today’s Zaman

The Organization of Islamic Cooperation (OIC) and a senior
Turkish government official have warned Israel against organizing
a wine festival scheduled for September 5-6 in the courtyard of the
historic Beersheba mosque. OIC Secretary-General Ekmeleddin
Thsanoglu strongly criticized Israel on Saturday over its plans to use
the mosque as a venue for a wine festival to promote the products of
Israeli winemakers. Thsanoglu described the recent plan as a violation
to be added to the crime of closing the mosque and preventing Mus-
lims from praying there. “This violation is part of a series of ongoing
attacks against Islamic sanctuaries and antiquities in Palestine aimed
at obliterating and desecrating them, which is a deliberate provocation
of Muslims in all parts of the world”. This act demonstrates grave
disregard for the principles of international law and norms and that
feeds the atmosphere of tension and instability in the region. Thsanoglu
also called on the international community, rights organizations,
UNESCO, and the UN High Representative for the Alliance of Civili-
zations to take urgent action to stop these attacks and compel Israel to
respect sanctuaries and places of worship.

Other Turkish officials responded similarly. Turkish Deputy Prime
Minister Bekir Bozdag also condemned the planned festival, calling it
a provocation and characterizing it as disrespectful to Muslims. Bozdag
stated that mosques are places of worship for Muslims and disrespect
for sacred places is a violation of human rights. Bozdag further called
on the Israeli government to “stop this violation” Religious Affairs
Directorate President Mehmet Gormez also reacted negatively to the
wine festival, demanding that the Israeli government “act with reason
and avoid such a disrespectful act against a house of worship that
belongs to another religion” Gormez stated that in the globalizing
world, people of different religions live together in the same com-
munities in most countries. He noted that “[i]t is essential that the
beliefs of minorities are respected for members of different cultures
and civilizations to live together in peace”. He said overt signs of
disrespect to symbols sacred to another religion were provocative and
a threat to the social order.
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September 4, 2012: Ben White (freelance journalist, writer and
activist)

A wine and beer festival to be held in the former Great Mosque in
Beersheba is an exemplar of contemporary Israeli history. The
municipality’s plans have provoked anger from the country’s Palestinian
citizens, the establishment of a protest tent, and condemnation by
community leaders and politicians. This episode is a microcosm of the
hidden history of Israel, a country where town and country alike are
strewn with reminders of the ongoing ethnic cleansing at the heart of
the establishment of a “Jewish and democratic” state. The mosque of
ethnically cleansed Palestinian village Al-Khalisa is now the museum
of Qiryat Shemona.

September 5, 2012: The Journal of Turkish Weekly

The municipality of the Israeli city of Beersheba has withdrawn
plans to hold a wine festival in the courtyard of the city’s Great Mosque-
turned-museum in the face of widespread protests and condemnations.
Director of the Beersheba Mosque Museum, Dr. Dalia Manor, told
The Anadolu Agency that the city assembly had decided to hold the
festival outside the courtyard.

September 5, 2012: VESTNIK: Peter Lyukimson, Israel
The Israeli media said that Turkey was responsible for initiating

protests against the wine festival. Some Turkish public organizations
were agitating protesters against Israel. Meanwhile, Israel expressed
surprise at the accusations, since the festival is held dozens of meters
away from the mosque’s fence. The mosque has been idle for years and
was restored by the city authorities. Accusations of discrimination
against Muslims and violation of their rights provoked justified
indignation from Israel.

Space and Conflicts in Mixed Towns

Conflicts and struggles are part of an ongoing campaign to gain
control over the ethnic and cultural identity of urban space in mixed
towns. Ethnically mixed towns in Palestine emerged from the Ottoman
millet system, and then evolved through the melting pot of the ethno-
national conflict to become modern national configurations. In the
first half of the twentieth century and, more dramatically, since 1948,
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these cities were reconstituted as a new urban form. These mixed towns
are in actual fact a fragmented fusion of colonial as well as local
Palestinian and Israeli urban spaces [Monterescu & Rabinowitz 2007].
Scholars have usefully devised means of classifying different modalities
of the “urban ethnic spectrum’, from assimilation through pluralism,
segmentation, and polarization, all the way to cleansing. Within this
simplified classification, Palestinian-Israeli* mixed towns would pro-
bably range between polarization (Lydda, Ramle), segmentation (Jaffa,
Acre), and pluralism (Haifa). The analysis of Jewish—Arab mixed towns
takes the relationship between the Jewish majority and the Arab
minority as its central object of study. Moreover, in this view the Arab
“minority” becomes a key and active agent in the historical making of
Israeli society and the Palestinian-Israeli conflict at large [Monterescu
2011: 274].

The scholarly and political discourse around ethnically mixed
towns in Israel/Palestine is predicated on the tropes of indigenousness
and immigration and their respective claims for territorial legitimacy
and ownership [Kimmerling 2004]. Lockman argues (1996: 12) that
the Arab and Jewish communities are represented as primordial, self-
contained, and largely monolithic entities. By extension, communal
identities are regarded as natural rather than constructed within larger
fields of relations and forces that differentially affected subgroups
among both Arabs and Jews. According to Monterescu (2011: 278-
279) the two groups and their identities were constituted in a series of
dialectic oppositions and homologies which not only opposed each
other, but at the same time dialectically created each other, in dynamic
but constantly asymmetrical relations of power. These processes,
compounded by unresolved ethnic relations, economic tensions, and
public policies, produce the cultural and political urban regime called
“spatial heteronomy”. Rabinowitz and Monterescu (2008: 196) argue
that mixed towns in Palestine/Israel are best characterized as emer-
gent constellations, historically specific superpositions of earlier urban

#  This term refers to the Palestinians inside Israel. The term ‘Arab al-48" was
coined by the Arab countries in order to differentiate and perhaps draw a line
between the Palestinians who live on the West Bank, the Gaza Strip, and Arab
countries, and the Palestinian citizens of Israel who remained inside Israel after
its establishment in 1948 [Abu-Rabia 2008: 159-171]. In this paper I use the term
Arabs in/inside Israel.
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forms. The city canbe viewed notasa container of ethnic “communities”,
but as a locus of dialectic relationships between form, function, and
structure [Lefebvre 1996: 101], in which social processes and urban
“things” become intertwined [Harvey 1997: 19-27]. Modern urban
spaces are mixed socio-spatial configurations and urban mix has often
led to violent conflict over land, identity, and holy spaces. Palestine
was host to two competing national projects: a local Palestinian
Arab project and a colonizing Jewish-Zionist one. Both projects were
equipped with coherent narratives of history and of entitlement: the
Palestinians stressed native indigenous rights, whereas the Zionists
emphasized primordial biblical promise and redemption from
a dangerous diaspora in Europe [Rabinowitz and Monterescu 2008:
196-197]. Many of these mixed towns are still haunted by the bloody
consequences of the old divisions. After 1948, the Arab communities
lagged behind the Jews in education, health care, welfare, employment,
planning, and development. Sixty years later, Arab communities in
these residual mixed towns still include enclaves of poverty, poor
educational facilities, widespread informal residential construction,
and pockets of crime and violence. The 1980s saw the emergence of
a new urban residential mix in Israel’s peripheral towns. New towns
such as Natzeret Illit, as well as old, predominantly Palestinian towns
depopulated in 1948 and reconstituted as exclusively Jewish new
towns, such as Safad and Beersheba® were becoming attractive to Arab
families, who started moving to them to seek employment and cheaper
residential options. Arab families from neighboring communities
soon began renting and purchasing apartments. This phenomenon
reflects the growth of a vital Arab middle class, financially able and
politically and culturally willing to face the challenges associated with
such choice of residence. Arabs by and large remain uninvolved in
commerce, industry, education, and culture in the newly mixed towns,
maintaining social ties and community focus in their neighboring
communities of origin [Rabinowitz and Monterescu 2008: 198-212].
There is also a recent phenomenon of young, upwardly mobile Arabs,
including university graduates, professionals, and artists who take up
residence in long-established Jewish towns. Their relocation allows
them to come closer to the economic, cultural, and political hubs

> In Beer-Sheba this occurred after 1967. Among these were teachers, contrac-
tors, technicians, and other professionals.
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of Israel [Herzog 2007; Rabinowitz and Monterescu 2008: 213; Rabi-
nowitz 1997].

The Arabs in Israel, labeled ‘Arabs’ or ‘Palestinians’ by Israelis, are
equally suspect as Palestinians and Arabs abroad due to their Israeli
citizenship and general association with Israel. Seen from the Arab
world, the Arabs in Israel emerge as an ambiguous and problematic
element whose status in the national arena is yet to be determined, and
whose very loyalty to the Palestinian nation might be suspect. Israel’s
willingness to integrate its Arabs citizens into economic, political, and
social life might, in fact, further reduce their chances of clarifying their
credentials in the eyes of Palestinians generally [Rabinowitz 2001: 71—
74]. The Arabs in Israel claim that “[w]hen [they] are in Israel [they]
miss the Palestinian people, but when [they] are in the Palestinian
territories or Arab countries they consider [them] Israelis or friends of
Israel; then [they] miss Israel”. It hurts me personally that most of the
time we feel that we should apologize for staying to live in steadfast-
ness (samidun®) in Israel [Abu-Rabia 2008: 159-171].

I would argue that rather than feeling estranged, some segments of
the Arabs in Israel may be as cosmopolitan as the elites in business,
religious movements, politics, media, arts, and academia. I am not so
naive as to think that it is easy to achieve that sense of cosmopolitanism
in Israel, since the Arabs in Israel at all times have to feel the suspicions
and ‘stranger-hood’ inflicted upon them by the Israeli authorities and
the majority society, which imposes itself tangibly on their senses.
I think that many Arabs (in Israel) feel that they are alienated within
Israeli society, at the same time Israel feels altogether alienated in the
Middle East. The Palestinians in the Arab countries are labeled
“Palestinians refugees’, but they have felt completely aliented in their
“temporary host countries” during the last 64 years. The tragedy of
both Palestinians and Israelis is that they share the same feeling of
alienation in the Middle East, although they have different (and some-
times contrary) explanations for their feeling. This feeling of alienation
and estrangement captures and controls their minds, mainly when
they cross the borders from one country to other.

8 The term samidun means steadfastness in the face of the Zionists, and is used to
describe Arab/Palestinians citizens in Israel. For more details see: [Khalidi R. 1997:
177-209, Palestinian Identity: The Construction of Modern National Consciousness,
New York: Columbia University Press.
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The way in which human beings divide space shows how they
perceive the reality in which they live and points to their collective
identity. Ethnic factors have a decisive influence on the distribution of
the national space of Israeli Arabs. The reason for this lies in their
sense that belonging to a national-ethnic minority affects the
relationship between Jews and Arabs in the State of Israel. Some claim
that Israeli Arabs are discriminated against because of their national-
ethnic origin. Many young Arabs have voiced the opinion that Israel,
because it is by definition a Jewish state, is unable to grant equal rights
to Israeli Arabs. A hierarchical order is apparent in the fabric of
identities of Israeli Arabs, which includes religious, ethnic, local,
national, civil, personal, and family elements [Schnell 1994: 17-27].
The home, as a territorial unit, is usually a focal point that symbolizes
the identity of its occupants [Cooper 1974]. Most Arab communities
in Israel are homogeneous settlements: their populations consist
entirely of Arabs of uniform ethnic origin. The Arab population does
not tend to move to Jewish communities, except for a few minor
examples that stem from several reasons, the main one being a housing
shortage in Arab communities. In mixed cities as well, a high degree
of spatial separation between Arab and Jewish populations is
maintained [Kipnis & Schnell 1978]. In modern societies, people
construct for themselves a fabric of identities at different hierarchical
levels, emphasizing their family and national identity, and sometimes
their regional identity. In the civil context, Arabs in Israel are striving
to achieve equal rights and equal opportunities through legitimate
democratic means [Schnell 1994: 36, 3.[

The strong sense of territoriality among Israeli Arabs is not only the
result of intensive use of space, but also stems from their ethnic-
national identity. Territories identified as Arab, whether because they
have an Arab majority, or because they were previously owned by
Arabs, are also perceived as territories that arouse feelings of home.
When the muezzin signifies more than anything the feeling of home,
its calls to prayer at set times, five times a day’, symbolize the dominance
of the traditional lifestyle in everyday life. For the Arabs, the place
where their ancestors have been buried for generations is the only
home territory where they can realize their sense of territoriality
[Schnell 1994: 76-86]. In many cases, defining historic moment is the

7 Fajr, dhuhr, ‘aser, masa, eisha/
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disastrous loss of life, limb, property, and rights during the 1948
hostilities, an event subsumed under the powerful term al-nakbah —
the Palestinians disaster [Rabinowitz: 2001: 74]. The vision of a home-
land awaiting’ is articulated as follows: “People with no dream and
vision cannot preserve a memory, and thus we lose our past. Without
a vision, memories become a burden. The old church and the mosque we
see at the entrance to Haifa become nuisance-disturbing landmarks
commemorating our defeat. We keep suppressing them. We suppress our
history” [Zreik 1999]°.

Muslim and Christian Synergy

The fact that most Christians in Israel are Arabs and that Israeli
leaders have doubted their loyalty to the State has added another
problematic element to the relations between Israel and the local
Christian community. At the official level, Israel has usually demon-
strated a thoughtful attitude towards church establishments, but the
situation of the Christian Arab citizens of the country has not
improved much and there is little difference between the relations
with Christians and those with Muslims. This situation has con-
tributed to the identification of the Christian minority with the
Muslim minority. However, it was the Christian minority (which is
mainly urban and has a higher level of education than the Muslim
minority) that was more aware than the Muslim minority of being
discriminated against, and these characteristics have pushed Chris-
tian Arabs in Israel toward political organization and representation
in the Knesset beyond their proportion in the population. It is
important to note that the field of relations between Israel and the
churches, the Christian community, and the Christian world in
general is one of the most neglected in the policy and practice of the
government authorities. Among the reasons for this are the residue
of the historical relations between Jews and Christians; ignorance;
the growing influence of ultra-Orthodox political parties, the in-
crease in the power and influence of the ultra-Orthodox-national
factors as opposed to more moderate approaches that existed in the
past in the religious-Zionist camp, and in particular an Israeli agenda

& [Zreik Raif 1999, ‘Through Arab Eyes’, Haaretz Literature and Art Section, 20 April
1999. (cited from Rabinowitz, Dan 2001:75).
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laden with security-related, social, and economic problems [Ramon
2012].

We assume that when the Arab minority (Muslims and Christians in
the State of Israel) is exposed to danger or the threat of damage or
destruction, there are collaboration and a sense of empathy and solidarity
between members of the ethnic minority who feel persecuted by the
(Jewish) majority. It is important to note that this type of solidarity
between church and mosque is rare, especially in the face of boundless
religious attacks. The transition from the battlefront of the church to that
of the mosque is perceived as very threatening to the Christian mino-
rity. There has been an escalation from defamatory slogans on the walls
to sabotage and burning mosques, the attempt to burn churches, and
the destruction of Christian and Muslim cemeteries, despite the severe
condemnation and rabbis and other Jews and their expressions of
empathy.

In light of the retaliatory degradation of mosques, churches, and
cemeteries (both Muslim and Christian), the Christian Islamic
Conference was held in Bethlehem under the banner “Together
against Racism”. This conference was attended by Muslim leaders and
mulftis as well as the Roman Catholic Bishop and Archbishop and the
Greek Orthodox Archbishop, all of whom presented lectures.
Christian bishops, archbishops, and clerks visited Al-Aqsa Mosque
in Jerusalem, while Muslim leaders and muftis visited Christian
churches.

It is important to note that this new type of solidarity, collaboration
and a sense of empathy and solidarity between the religious leaders
of Muslims and Christians are rare. The ancient conflict and contest
between these two monotheistic religions, turned into new pheno-
menon of synergy.

Examples of defamatory slogans:

Anti-Christian graffiti was found on the walls of the Baptist Narkis
Street Congregation and on a monastery in the Valley of the Cross in
West Jerusalem, the Dormition Abbey in the Old City, reading: “Jesus
is the son of a b *** h”, “Jesus son of Mary, the w ** re”, “Death to
Christianity”, “Christians are monkeys”, and “Christians are slaves”
Cars that were parked outside the church were also vandalized, and
their tires slashed. Graffiti of the type used by extremist settler in
attacks on mosques in the last several years was left on the church
walls.
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The Supreme Court Decision

The petitioners, the Association for Assistance and Defense of the
Rights of Bedouin in Israel and the Muslim Council of the Negev,
appealed the decision of the Municipality of Beersheba to establish
a general museum in the Grand Mosque in Beersheba. According to
the petitioners, the decision violates the right to freedom of religion
and worship as well as the right to dignity and equality, and the Muslim
community should be allowed to use the place as a mosque once again.
According to the respondent, an active mosque whose sole purpose is
to take over the buildings out of extreme nationalist and religious
motivations should not operate in the heart of a Jewish city.

The Supreme Court criticized the Beersheba Municipality, stating
that it had not given appropriate weight to the issue of freedom of
religion and worship and the legitimate expectation of the Muslim
community to return and renew their religious connection with the
mosque building. It was determined that the museum established in
the building would be devoted to museum of Islamic culture, and that
the petitioners had the right to contact the Planning Committee and
demand the re-designation of the building from a museum to a place
of prayer [Supreme Court 731/02, given on 22.6.2011].

Summary

Although there is a consensus in the East, as in the West, regarding
the human rights of freedom of religion and free access to holy places,
the respect of sanctuaries and places of worship, but in the twenty-first
century, in practical terms, the situation is not so simple. Sometimes
places of worship are perceived as a threat or a danger to the quality of
life of the majority, as is the case in Europe, where in some countries it is
forbidden to build minarets on mosques, or in the case of the mosque in
Beersheba, discussed here, where use of the mosque for prayer was not
allowed based on the assumption that it would “create violence and
disturb the public order”. The case of the Great Mosque and cemeteries
(for Muslims and Christians) in Beersheba are a good exemplar for other
mosques and cemeteries in Israel, but not for all of them.

The formation of a multi-faith coalition of Muslims, Jews, and
Christians to protect the sanctity of the mosque and cemeteries, has
been formed around the principles of peaceful coexistence and
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interfaith. This formation of a multi-faith coalition has been existed,
according to my view, because Muslims and Christians are minorities
in Israel. The consequences of this coalition, mainly between Muslims
and Christians, that Muslims Chief Qadis and Christians Archbishops
cooperated together in order to protect their sanctuaries and places of
worship in Israel and Palestine.
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The British military cemetery in Beersheba, for Allied soldiers who died in World
War |

The Archbishop of the Greek Orthodox Church of Jerusalem Atalla Hanna
together with Sheikh Ekrima Sa’id Sabri, the Grand Mufti of Jerusalem
and Palestine
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The article explores the development of janbiya — one of the most prominent
features of the material culture of Yemen and the symbol of tribal and manly
pride of the local tribesmen. The paper focuses on the history, types, and
production process of the traditional Yemeni daggers.

Keywords: Yemen, janbiya, dagger
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Werner Daum

THE ORIGINS OF YEMEN’S
TRADITIONAL SILVER JEWELLERY

Yemen'’s silver jewellery is the most intricate and technically accomplished
jewellery beyond European traditions. In short: the most beautiful. This
judgment refers to what this article defines as the “classic” Yemeni style, i.e.
the jewellery produced primarily in Sanaa by mostly Jewish craftsmen, during
the late 19t century, and the first half of the 20

Until now, nothing was known of the earlier periods. Earlier pieces did not
seem to exist. This was explained with the (assumed) custom of melting down
broken, older, or unfashionable silver, in order to create new pieces. While this
was undoubtedly quite commonly practised, it was not exclusive either.
Bracelets, anklets, ear pendants, and especially scabbards for daggers were
treasured as highly thought of heirlooms, for both their connection with the
family, and for their material value.

There was another idea, which went together with the assumption that no
older pieces were extant; this was the conviction that time had stood still
in fairytale Yemen, and that this would of course have applied to jewellery.
It must have remained immutable through the millennia, must have been
always identical with the classic style.

However, this is not so. The present article examines seven pieces that are
older, and that differ in style and technique from similar classic objects. These
are four scabbards for the Yemeni dagger (janbiya), a pair of anklets, and
a bracelet. Six of them are stamped with a dated Imamic hallmark, and signed,
in Hebrew, by their maker. They date to the 18% century. The seventh piece,
one of these four scabbards, belongs to the Rasilid period, possibly the
14 century. All these objects (and others seen by this author) are identical
in form with the classic period, but fundamentally different in style and
technique.

The article then scrutinizes one of the most extraordinary economic documents
of the Islamic world, the recently discovered and magnificently edited tax and
production statistics of the Yemen under the Rasilid Sultan Yasuf (al-Malik
al-Muzaffar Yasuf), covering the early 90s of the 13 century AD.

This unique document provides detailed insight into the metal industries
(iron, bronze, brass, gold and silver) of Rastlid Yemen. It shows that most of
the production was centred in Sanaa. The jewellery artisans were Jewish and
Muslim. They produced everyday adornment, but also highly valuable and
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192 Werner Daum

spectacular objects for the court. The names of the various types of jewellery
are largely identical with those of the classic period, and of today. We thus have
continuity in form and terminology, but not in the decorative style, and its
techniques. Clearly, what is so specific to the classic style — granulation and
filigree — is a 19t century innovation.

"ou

We do not find the words “janbiya”, “thdima” etc. (today’s common terms for
the dagger and its sheath) in the Rasilid text. The fact that one of our objects
(athima) dates to the Rasilid period (plus some other arguments) are however
proof that the janbiya and its typical scabbards existed at this time, and that
we have to understand the tax assessments for the “Arab dagger” as referring
to what is today called “janbiya”.

Where did the stylistic innovations that characterize the classic Yemeni silver
come from? They originate in the “sunken down” court and church European
filigree gold — and silversmithing of the Middle Ages and the Renaissance. As it
regularly happens when a style is no longer used for high-class production, it
sinks down to the popular level. This happened in 18 century Europe with
filigree, which found new fortunes in folk jewellery. This highly appealing new
style was readily adopted in the Balkans, and soon spread all over the Ottoman
Empire. Some 18" century Jewish finger-rings from Hungary / Siebenbiirgen are
so similar to classic Yemeni silverwork that they could be mistaken for it.

Key words: Yemen, silver jewellery, dagger
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Carsten Niebuhr, wearing the costume and the dagger (thuma) given to him
by the Imam. Bronze statue in Lidingworth, his birthplace.
Artist: Frijo Muller-Belecke. Photograph: Tonjes Reyels
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194 Werner Daum

The “classic” style of Yemen’s traditional jewellery

Traditional silver jewellery from Yemen is widely regarded as the
most beautiful, most accomplished, most intricate and technically
complex jewellery from anywhere beyond European artistic traditions.
It is very beautiful indeed, and it is unique. These judgments refer to
what is considered as the epitome amongst the many regional styles of
Yemeni jewellery: the objects made by mostly Jewish craftsmen in
Sanaa (and to a lesser extent in Sa'da and other places in the highlands)
during the late 19" century, and the first half of the 20™. In this paper,
I will refer to this as the “classic” Yemeni style.

This limitation in time was warranted by the material record of
pieces in museum collections and with private collectors; no older
objects (i.e. before the classic style) were known. The quality judgment
about this “classic” style had as its corollary the express idea that it was
representative for the fine or citadine Yemeni silver jewellery as such,
and that the observable objects were but the last exemplars of a very
long unbroken tradition that might possibly go back to the pre-Islamic
period. It was also expressly assumed by all those who had written
about the subject that the non-existence of older pieces was due to the
fact that damaged or unfashionable jewellery was not preserved, but
brought to the Suq for being melted down and fashioned into new
objects.

Both opinions (unchanged over time, and the regular melting
down) grew out from the fact that no pieces earlier than roughly 1900
were known, with one singular exception (and therefore unfit for
generalization), Carsten Niebuhr’s dagger in Copenhagen.

All those who wrote about Yemeni silver, including this author,
shared these two assumptions. Nevertheless, this view is wrong. In the
present paper, we will see that there was something before, and that it
was quite different. We will try to find out what it was, and how the
changes occurred.

This paper explores uncharted territory. It introduces new and
unknown material; it is not a re-interpretation of previous publications.
What follows is based on objects from my collection, and on the written
sources.
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The Origins of Yemen'’s traditional Silver Jewellery 195

The main regional styles of Yemeni silver

The best-known group of Yemeni silver is the classic jewellery that
was made in Sanaa from the late 19" century and during the first half
of the 20™. The artisans were almost exclusively Jewish Yemenis. One
identical style was practised in Sanaa and the surrounding highlands,
as well as in the North in Sa'da and ‘Asir; most of the industry was
however in Sanaa itself. Apart from the Sanaani/highlands group, other
distinctive regional styles existed: the Tihama, the Hadramaut, the
Southern littoral from Aden to Hadramaut, and, finally, what is being
called the Mashreq, i.e. the regions east of Sanaa/Ta‘izz, stretching to
Marib and Jaba, and extending into the mountain ridge of the former
South Yemen (Yafi;Audhali, ‘Aulaqi). Of course can some sub-regions
be identified within these larger groups.

Mikhail Rodionov’s groundbreaking studies
on Hadrami silversmiths and their production

Only one of these regions has been researched in the full meaning
of the term: Hadramaut. We owe these magisterial studies to Mikhail
Rodionov. Not only has he done unique fieldwork, virtually catching
the last moments of when the craft, and its masters, were still active; he
has also been able to contextualise the social reality of adornment in
his and Hanne Schonig’s groundbreaking edition of documents from
Hadramaut archives (reviewed by Daum, 2013). These texts deal to
quite an extent with regulations against the conspicuous display of
wealth through jewellery, trying to combat female “extravagance’, the
age old human inclination for glitter and glitz. It was of course the
social relevance, the transgression of borders that motivated the desire
of the guardians of society’s rules to define licit and illicit adornment,
in order to control the female in general. No wonder, these rulings and
injunctions are patently similar to Renaissance and early modern
European regulations and sanctions on dressing and jewellery. These
texts thus provide us with good terminology for female jewellery in
traditional Hadramaut. It will be interesting to see further research
comparing Rodionov’s terminology with the one from the highlands,
as well as both with the terms found in the Nur al-ma‘rif (the 13™
century Yemeni tax register discussed extensively in this paper) and in
the Geniza. I am extremely delighted and very proud to be able to offer
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the present paper as a highlands’ complement to Mikhail Rodionov’s
pioneering studies on Hadramaut. I would however not wish not to
also mention Mikhail’s other studies where our interests meet, and,
what is more, where our research has reached the same conclusions:
I mean the ritual hunt, and Mikhail’s insight that the return of the
hunters symbolizes a marriage procession — a sacred marriage of pre-
Islamic inspiration, as I would formulate it.

What was Yemeni jewellery like
before the 19th century?

We will answer this question through an analysis of 7 objects. Four
are dagger sheaths, two (a pair) are anklets, and one is a bracelet (of
what originally was a pair).

The following is the first comprehensive study of such objects; it
owes much to three papers by count Bothmer (for a discussion of these
see below) who was the first person to write about the subject. The
discovery of the very existence of this whole category of pre-classic
jewellery is however due to Ahmad Rassam, the current aqil of the
silver Stq in Sanaa, and his brother ‘Abdullah. Both (as well as their
brother Yahya) had learned the trade from their father Muhammad
who had preceded Ahmad as aqil. From him, ‘Abdullah and Ahmad
had acquired the eye for the unusual; in the 1980s, they realized all of
a sudden that there existed this older and plainer jewellery, and how
important the novelty of an historic approach was. Their generosity in
sharing their knowledge is unique. Much of this paper, and of course
also the stimulus for Bothmer’s articles is to be credited to them. Some
half digested information harvested from them also found its way into
a recently published coffee table book on Yemeni jewellery that the
reader will recognize from its not being mentioned in our bibliography.
The Rassam brothers are also at the origin of all four collections of pre-
classic Yemeni silver, of which I am going to speak now.

Apart from the pieces discussed by von Bothmer, there are four
major collections with such older objects. It is to be hoped that they
will be published in the future. About two dozens such pieces are in the
Rassam family collection in Sanaa; another app. two dozens are in
a collection jointly owned by the Walters Art Museum in Baltimore,
and the Israel Museum. My own collection comprises 34 pieces
(including those studied in this article); 11 of them bear Hebrew

OnekTpoHHasa 6ubnuoTteka Myses aHTpononorum n atHorpacdumn um. Metpa Benwukoro (KyHctkamepa) PAH
http://www.kunstkamera.ru/lib/rubrikator/03/03_03/978-5-88431-323-1/
© MA3 PAH



The Origins of Yemen'’s traditional Silver Jewellery 197

signatures. The “Schenkung Daum” (for which see the PS) contains
21 such older pieces, of which 4 with signatures in Hebrew.

Description of the seven illustrated objects

Let us begin with the anklets (hijl) stamped al-Mahdi 1233. Their
form (intertwined snakes, hence: Abt Hanash, “in snake form”) recalls
ancient Hellenistic models (in gold), but the style here is quite different.
They are made from silver; the ornamentation is enamel, the dark red
“stones” are glass. This is interesting, as the stones of another similar
pair (Bothmer 2000, p. 21) have gone missing. In a piece of Yemeni
jewellery, and such a sumptuous one by that, one would expect agates,
and not glass which we would think of as a cheaper substitute. This was
obviously not so: agates, for which Yemen has been famous from the
pre-Islamic period to this very day, agates were available in quantity in
the 18" century, and rather cheaply, just as they are today, but close
examination of our anklets shows that the glass is original, and the
settings made for them.

With a valuable piece of jewellery such as these bangles, glass must
therefore have been esteemed more than the beautiful locally available
agates. We find the explanation in Niebuhr (p. 420) who mentions the
few rare and small coloured glass panes in Sanaa, “welche sie von
Venedig erhalten” The Nar al-ma‘rif had however noted glass pro-
duction in al-Mahjam and in Zabid, the main items being lamps,
mosque lamps (including for export to Mecca), bottles and table ware.

The two anklets bear the stamped hallmark al-Mahdi, with the year
1233. This refers to Imam al-Mahdi ‘Abdullah who ruled from 1231 to
1251 (he died on the 6th of Sha'ban 1251). The year 1233 corresponds
to AD Nov. 11, 1817 to Oct. 31, 1818. One of the bangles has the maker’s
signature in Hebrew letters “Sh ‘Adant”

This point is the occasion to say how pleased I am to express my
gratitude to Ester Muchawsky-Schnapper, Curator (rtd) of Jewish
Ethnography, The Israel Museum. Ester Muchawsky-Schnapper is the
world’s foremost authority on the material culture of the Yemeni Jews.
She has investigated the difficult Hebrew writing on this and the
following objects, and discussed it with those very few silversmiths
from Yemen who are still active in Jerusalem. The readings given in
this paper are hers. She also noted that the names of these 18" century
Jewish silversmiths still resonated with her informants of today:
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all those names were known as families of Yemeni silversmiths whom
the informants remembered as active artisans of the 20™ century.

A bracelet dated 1231

This is a bracelet (one of a pair of course) of miska (also massak)
type (pl.: missak). Its more formal name is siwar, but the common
popular name today is taffaya, ash-tray. Its characteristic domed
(qubba) decoration gives it its trade name taffaya mugabbaba. It was
cast in two halves which were then rolled into form. Some granulated
and other decoration was added by the silversmith. Our piece is
hallmarked for this same al-Mahdji, this time for the year 1231 (Dec. 3,
1815 to Nov. 21, 1816). The signature of its maker — in Hebrew — is so
worn out that I discovered it only when examining the piece for photo-
graphy. It was then too late for having it examined by Ester Muchawsky-
Schnapper. I leave it to the reader to try his or her skills in deciphering
these ancient Hebrew letters! This type of bracelet has almost perfect
parallels all over the former Ottoman/Persian region, from the West
Balkans to Azerbaijan. Its form (the elevated bosses) has remained in
favour with Yemeni women to this day.

Dagger sheaths: thiimas

We will now move to scabbards — the main item where a man can
display wealth, taste, and individual preference. Yemeni men, with very
few exceptions (the Sufi-Saiyids in the Hadramaut), wear (wore) a dag-
ger in or on their belt. The sheaths are made from wood. Most Yemenis
have their scabbard simply covered with leather, but class or region
may warrant an elaborate silver sheath. The largest regional group of
silver scabbards does again come from the highlands, and here almost
exclusively from Sanaa. There are two main forms, the tribesman’s asib,
and the thizma (plural thiwam), the sheath worn by the representatives
of the two (former) leading classes, the Saiyids and the Qadis. Saiyids
relate their genealogy back to the prophet Muhammad. Qadis (in the
class sense) have nothing to do with “judges”; they are the descendants
of the pre-Islamic ruling class. (In the Hadramaut, the two groups are
called Saiyids and Sheikhs, mashdyikh. The latter again have nothing
to do with tribal Sheikhs.) Both groups are highly respected socially,
very often they are scholars. We might mention that the dagger itself
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is the same for a tribesman and a Saiyid/Qadi: only the scabbards are
different.

I do not have an etymology for the word “thima”. The word asib
does however have an explanation: Behnstedt, the authority on Yemeni
dialects, notes a number of cases where the Yemeni word has a “b”
instead of classical “m”, such as sarama (Yemen: saraba), to cut corn, to
harvest. In this line, he connects asib with asima, “to have a crooked
hand”. The etymology is convincing.

The ‘asib is worn in the middle of one’s body, while the thima is
worn to the right of it (which makes it almost useless as a weapon).

The dagger itself (janbiya: we will propose an etymology later)
visibly denotes the free man; it is a symbol of manliness and masculinity;
it symbolizes the tribesman’s belonging (qabyala) to his social unit that
would protect him, and for which’s interests he would also be prepared
to give his life. It is thus not surprising that the scabbards of both the
‘asib and the thima are of what can only be understood as phallic
forms. The end piece of a thima has a name with explicit sexual con-
notation in the local parlance.

Description of three 18" century thiumas

We will now discuss some thiimas in detail. The first one is a mar-
vellous piece of silverwork, gilt, in perfect condition, despite its age. It
is stamped al-Mahdi 1120, and signed by its maker, Sa‘id Sabatani, in
Hebrew. The ruler’s lagab refers to the Imam al-Mahdi Muhammad,
born on the 7th of Jumada II, 1047, a most interesting figure who was
Imam when the famous French commercial delegation (“the coffee
delegation”) visited him in February/March 1712 in his newly built
capital al-Mauwahib (between Rada® and Dhamar).

The French delegation belonged to the second expedition of
St. Malo merchants to Mokha. After a successful first voyage, which
had lasted from 1708 to 1710, the St. Malo merchant company decided
to repeat the venture. They rigged two of their best ships, the Diligent,
50 cannons, and the lead ship, the Paix, which must have been even
more powerfully armed. The aim of the journey was buying coftee,
combining such commercial venture with the noble art of privateering.
In this, they were equally successful, seizing a Dutchman off the Cape
of Good Hope, and two English merchantmen off Ceylon. Thirteen
months after their departure from St. Malo, the French finally landed

OnekTpoHHasa 6ubnuoTteka Myses aHTpononorum n atHorpacdumn um. Metpa Benwukoro (KyHctkamepa) PAH
http://www.kunstkamera.ru/lib/rubrikator/03/03_03/978-5-88431-323-1/
© MA3 PAH



200 Werner Daum

at Mokha, on the 14" of February 1712. Here, they were told that the
Imam was suffering from an abscess in the ear, and that they should see
him in al-Mauwahib, with their medicus. The embassy was led by
Monsieur de La Grelaudiére and included the deputy doctor of the
expedition. Fortunately, le sieur Barbier, habile chirurgien du vaisseau le
Diligent, was able to cure the Imam (de La Roque, p. 193-226). De La
Roque’s account (based on oral information from de La Grelaudiére,
and on Barbier’s notes) is highly interesting; not least for the fact that
we learn that Jiddah somehow belonged to the Imam’s reign: shortly
before their visit, a rebellion had broken out there which — as de La
Roque writes — the Imam quelled with a force of 3000.

This al-Mahdi (full name: Muhammad b. Ahmad b. Hasan b. al-
Qasim b. Muhammad) is known in the history of Yemen as the sahib
al-da‘wat al-thalatha, the lord of the three throne names, a thing quite
unique not only in Yemen, but in Islamic history as such. Muhammad’s
first lagab was al-Nasir (until 1107), he then took the laqab al-Hadi;
in 1109, he changed again, this time to al-Mahdi. He died on the 5% of
Ramadan 1130, after over 30 years of reign, from 1097 to 1130. Our
scabbard therefore, bearing the hallmark al-Mahdi 1120, was made in
or after the year 1120 (= 23 March 1708 to 12 March 1709).

The next thiima is also gilt. It is stamped al-Manstr 1198 (= 26 Nov.
1783 - 14 Nov. 1784). This is al-Mansur Ali , born in 1150 or 1151,
ruled 19 Rajab 1189 to 1224. Our piece is signed by the silversmith,
Maswari. Ester Muchawsky-Schnapper would not wish to pronounce
herself definitely for the reading of the (abbreviated) personal name of
the silversmith, but I would see it as a slightly sloppy realization of “Sh”

The third thama is very similar in style and motives to the afore-
mentioned two, but its workmanship is less intricate, and not a jour.
It is also not gilt. The upper part which had not been covered by the
belt is rubbed. This thima is hallmarked al-Manstr 1211 (7 July 1796
to 26 June 1797); the Hebrew of the master’s signature says “Sh Mas-
warl. Ester Muchawsky-Schnapper adds a note of caution (“nicht ganz
eindeutig”), but I have no doubt about the reading.

A unique very early thima

Our last piece is not hallmarked, and not signed. It is also not made
of silver, but of iron or possibly steel. It is however the most interesting
amongst the objects presented in this article. This type of iron/steel

OnekTpoHHasa 6ubnuoTteka Myses aHTpononorum n atHorpacdumn um. Metpa Benwukoro (KyHctkamepa) PAH
http://www.kunstkamera.ru/lib/rubrikator/03/03_03/978-5-88431-323-1/
© MA3 PAH



The Origins of Yemen’s traditional Silver Jewellery 201

thiima is known among the great families of Sanaa, and among
traditional Yemeni scholars as amal al-ghassassina, work of the
ghassassina. Qadi Isma‘ll al-Akwa’ has confirmed to me that
“Ghassassina” (at least in Sanaani parlance, I am not cognizant about
the word in the wider Arabic literary tradition) refers to the Rasulid
dynasty of Yemen. I have since found that the qurra al-‘uyin uses the
term (p. 359). The word ghassassina is said to be derived from Ghassan,
or rather the Ghassanid dynasty of early North Western Arabia, to
whom the — originally Turcoman — Rastlids constructed their
fictitious Arab genealogy. Today, in modern Yemeni historical writing,
the term Ghassassina is no longer used, but Ghassanids (ghassaniyn)
instead.

I have had so much trustworthy confirmation for the attribution of
this kind of thiima to the Rasulid period that I have no doubt about
this Yemeni oral tradition being correct. The present piece provides
additional and independent proof: the writing and the decoration are
interspersed with the Rastlid coat of arms, the five-petalled rosette.
This particular thima must therefore have belonged to a member of
the royal family or to one of the great dignitaries or feudatories. I have
a few other thiimas of ghassassina style (and of the same quality of
decoration) that do not bear the rosette, but should equally be assigned
to the Rasilid period, on stylistic and material grounds. As we shall see
soon, these scabbards were not made in workshops attached to the
court (i.e. in Ta‘izz or al-Mahjam), as one would presume, but in Sanaa.

The writing on the sheath is a poem, in a good Mamluk hand which
I would date rather to the later part of the Rasalid reign, but I am not
sure about this. I intend to discuss the object in the future with a scholar
specialising in the field in order to have a more precise opinion. The
poem goes as follows:

al-thauwab ‘ala rabbak
al-saada ya (?)
al-hidaya ‘ala rabbak
wa al-saada fi al-janna

Good deeds — your Lord will reward them
Happiness is (?)

Guidance comes from the Lord

And so will happiness in paradise.
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There is one more important observation to be made here: the
incised decoration was gilt; the gilding is still preserved to some extent.
Originally, it highlighted all of the ornament, the calligraphy, and the
rosettes.

Is there literary documentation for jewellery
and janbiya making?

Yes — and for the Rastlid period by that.

I am referring here to a most extraordinary source for the economic
history of the mediaeval Islamic world, the Nur al-ma‘arif, a unique
compilation dating to the last few years of the reign of the Rasulid
Sultan al-Malik al-Muzaffar Shams al-Din Yasuf b. ‘Umar b. Ali b.
Rastl who ruled Yemen for the half century between 647 and 694 AH
(= 1249-1295 AD). It was under Sultan Yasuf that the Rasulid kingdom
saw its greatest extension, from Aden to Najran, and further north up
to Yanbu|, and in a west-east direction from the Tihama to southern
Oman, with of course certain regions owing allegiance to tribal or rival
authorities, or indeed of mixed allegiance, most prominently the Zaydi
Imams. In fact, the Nar al-ma‘arif also contains the texts of two cease-
fire agreements with the Zaydis, unique documents for the mediaeval
Islamic world (not least for the respect they show each side had for its
adversary). In fact, Sanaa belonged firmly to the Rasiilid domain only
under al-Muzaffar; the territories to the north of it were in the hand of
the Zaydi Imams, even if al-Muzaffar was able to mount several short
lived expeditions to Sa'da. In a somewhat not clearly definable way,
Mecca can also be said as having belonged to the Rasalid sphere,
especially under al-Muzaftar. The first Rasalid Sultan al-Mansar ‘Umar
had already struck Dirhams at Mina (the valley near Mecca); he also
sent silver and gold lamps to Mecca for the adornment of the Haram.
In Muharram 667 AH = September 1268 AD, his successor, Yasuf,
(“our Royal Highness, maulana”) “ordered the door of the glorious
(mu‘azzama) Ka‘ba to be ornamented with gold and silver by the hand
of Najm al-Din Hasan b. al-Ta‘izzi” (al-simt al-ghali, p. 377 s.). The
ghaya al-amani (p. 454) gives the year 666, but the briefness of its entry
makes it clear that this is a slip in its author’s notes. Most of the Rasulids
endowed Mecca with madrassas, above all al-Malik al-Muzaffar Yasuf.
The Rasulids also founded madrassas in Medina and in al-Ta'if, and
of course everywhere in Yemen. Al-Malik al-Muzaftar Yasuf also per-
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formed what has always been the formal act of asserting sovereignty
over the holy places, namely the covering of the Ka’ba with the “kiswa”.
The first one to do this had been the Yemeni Himyaritic king Abikarib
Asad (in Arabic: Abukarib Asad), late 4" / early 5% century AD,
practising with this a well established South Arabian pre-Islamic
religious rite.

It was under Sultan Yasuf that the kingdom reached the apogee of
its economic development and wealth, and its intellectual floruit also,
which it maintained for at least another century. The seat of power and
of the court (“al-bab al-sharif”) was in the south, centring on Ta‘izz,
Aden, Zabid and al-Mahjam, the main residence being Ta‘izz.

The Nir al-ma‘arif has been described as a tax-register (which it is),
but I would also qualify it as a kind of statistical yearbook that lists in
the greatest detail all the productions (plus income, taxes etc) of the
country, be they industrial/artisanal, or agricultural. Extremely
important and providing unique insight into 13" century world trade
are the lists of products and taxes for imports into and exports from
Aden, the port situated at the crossroads of trade between Egypt
(including European goods, such as swords or certain textiles) and
India. This unique material has been made available to scholarship in
a masterly study by Eric Vallet (2010). As to the industrial productions,
they were of course compiled for tax purposes, but sometimes they
only list the price for a specific item.

The importance of the Nir al-marif for the study of the economic
history of the Islamic world can not be overstated (Daum 2006); it can
only be compared with the Cairo Geniza. Unfortunately, scholars of
Islamic history do not seem to be interested in studying it. It is of course
much easier to theorize about our contemporary fashionables, or to
deal with Syrian principalities of the 13™ century for which every
relevant document is available in translation into one of the Indo-
Germanic dialects. The usefulness of the Nur al-maarif is enormously
facilitated by the editor’s copious notes. They provide unique
explanation for difficult words or terms and their meanings. Without
these notes, I would not have understood the text, although I do of
course — as we shall see — sometimes disagree with Muhammad
Jazim.
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What does the Nur al-ma‘arif say about jewellery?

As we said above, the Nir al-ma‘arif provides (among innumerable
other things) detailed accounts of the artisanal production in Yemen in
the early 90s of the 13" century. Sometimes, it reads like the broken
down to factory level accounts of former Five-Year-Plans!

It is obvious that our extant unique and only copy of these statistics
does not reproduce and summarize all the material that was available
and collected (on purpose) in the royal chancellery in Ta‘izz. On the
other hand, it seems quite complete for the manufacturing industries
that interest us in the present paper. While the Nar al-ma‘arif localizes
most of the iron, gold and silver manufacturing in Sanaa, the document
also mentions Dhamar, Ta'izz and al-Mahjam where productions are
however marginal, compared with Sanaa. This makes it clear that the
manuscript is not deficient as far as metal production is concerned, but
that it reflects the reality of the industry. On the whole, the impression
we gain from the Nar al-ma‘arif is that there was no significant metal
production in Ta‘izz, Aden or in most Tihama towns, but that 90% of
metal working (in particular goldsmithing and silversmithing) was in
Sanaa, exactly as it was in the 20™ century. The impression of the
manuscript’s completeness (for these sectors) is also supported by the
substance of the industries listed, i.e. the weight of the luxury manu-
facturing. For the late 13" century, the Nur al-marif provides indeed
so much detail about the production of luxury items (including leather
and trappings for horses) in Sanaa, that much of it must have been
destined to the court (in Ta'izz) and the aristocracy. This reinforces our
impression of the manufacturing industries being centred in Sanaa.

Jewellery and decorated weapons
in 13" century Sanaa

We will now examine the relevant passages from the Nar al-ma‘arif.
A first reading leaves us with a big deception: we would have hoped to
find the terms janbiya, thiima, or asib, but they are not there. As we
shall however see in a moment, the objects themselves are there. This
leads us to the conclusion that the names came up only at a later period.

Volume I of the Nur al-ma‘arif deals extensively with jewellery. The
information has been assembled under the heading “on gold- and
silversmithing”, al-hadith ala al-siyaghat min al-dhahab wa al-fidda
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(note the colloquial un-grammatical non-genitive style!). The statistics
begin with gold jewellery. The listings are extremely detailed. A con-
siderable number of terms continue to be used to this day; in these
cases, the continuity must of course also refer to the objects. To give
a few examples: ‘isaba (also: ‘usaba or ma‘saba), a broad “woven” band
worn on the forehead; duqqa, meaning both the very large hollow
silver beads of globular form, and the necklace composed of them;
lazim, a broadish necklace with many decorative strings hanging from
a broad upper band; qubla and shammas, the centre-piece and the two
end pieces of alazim’s upper band; siwar (pl.: aswira), bracelets; khala-
khil (sg.: khilkhal), anklets; hijl (pl.: ahjal), the larger form of anklets;
khurs (pl.: akhras), ear pendants, etc.

Then come mostly the same objects in silver (ashghal al-fidda,
p. 158 ss), but also, for instance, such still everyday objects as containers
for kohl (makhala, Jazim vocalizes makhula), and, funnily, amulets for
children (al-qita‘ li-al-sughar).

Then comes an interesting subchapter: al-ajr ‘ala al-ashghal min al
dhahab wa al-fidda min iml& ‘Abd al-Salam al-Isra’ili. His productions
are divided into (first) gold, and (second) silver. The first item is
a “kullaband”, a word not known to Jazim or to me, but which is
described in another source as a highly valuable piece in the treasury
of a later Rasiulid king, decorated with pearls and precious stones, such
as rubies and emeralds.

Wetake thisand similar exquisite objects as yetanother confirmation
that the Sanaa artisans and jewellers were the leading craftsmen of the
kingdom, providing not only the aristocracy at large with jewelled
objects, but also the ruler (in Ta‘izz) — which means that there was no
significant quality production in Ta‘izz itself.

The listing for ‘Abd al-Salam al-Isr@ili continues with the well
known staples of Yemeni jewellery, such as hijl, khurs, siwar, khauwatim
(sg: khatim, Ring), lazim, zayn al-khidd (cheek-hangers, still common
in the 20th century), or golden belts. These items are then followed by
those same objects in silver.

One single person can not have such a broad range of objects on
offer, in both gold and silver, for all and sundry, from the ordinary
citizen to the ruler himself. It must have been a rather large workshop,
with a number of family and relatives working for the firm’s head. Also,
the length and detail of this entry for just one jeweller (with very few
others being named individually) can only mean that he was the
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foremost producer of these items. We must therefore see in ‘Abd al-
Salam al-Isra1li the head of a large workshop, a production “firm”
where a considerable number of workmen must have been employed
under his supervision. This conclusion is all the more plausible as it
was repeated (or still practised!?) in the 20th century with the workshops
of Bausani and Badihi and the large high quality output that went
under those names and their hallmark.

But who was ‘Abd al-Salam al-Isra’ili? Muhammad Jazim is of the
opinion that he was Muslim. He feels that a Jew would never have
such a typical Muslim name as is ‘Abd al-Salam. Muhammad Jazim,
very much aware of the historical importance of the question (as
shedding light on the history of the astonishing Jewish predominance
in jewellery making in the first half of the 20" century) says that he
had expressly travelled to Rayda and Sa'da in order to discuss this
with members of the Jewish communities. They had told him that it
was unimaginable for a Jew to have such a distinctively Muslim name.
Muhammad Jazim therefore comes to the conclusion, that ‘Abd al-
Salam al-Isra’1li was Muslim. I do not share Jazim’s conclusion. It may
well be true that in recent centuries Jews would not have such
specifically Muslim names, but the characterization of a person as
“al-Isra1li” (which is not a nisba) can not have any other meaning
than pointing to his religion/personal statute. This I find supported
by the fact that no patronym is given — a thing to be expected in the
case of a Muslim.

We have thus here the proof that already in Rasulid times gold- and
silversmithing was extensively practiced by Jewish craftsmen, and that
the 20™ century situation was not really different from what we can say
for the 13" century.

Then, after an insert concerning the prices for hammering gold
come two more expressly named artisans (p. 163 ss.): al-Shaykh Hasan
al-Ajri, and Yasuf al-Isra’1li al-Wathiqi, “for the year 6927, i.e. that the
data were collected in 692 AH = 12 December 1292 to 1 December
1293 AD.

Two more craftsmen, again of course heads of large family
production units, one Muslim, and the other one Jew. For the latter, the
three-tiered linguistic make up of his name — again without pat-
ronym — leaves no doubt as to his religion/personal status. Summing
it up, we note that only three manufacturers are mentioned by name.
There must have been small single owner workshops which the Nar
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al-ma‘arif does not list expressly, but the bulk of the production (of the
tax worthy production of course) came from three workshops. They
provided much of the jewellery for the large Rasulid kingdom, the
ruler, his court, the aristocracy, and the ordinary citizen, for both male
and female adornment.

The products made
by the two aforementioned businesses

We will again limit our presentation to some selected items. The
first one I want to discuss are al-aswira qubiir al-‘ushshagq, the “tomb”
bracelets. These bracelets continued to be produced into the 20"
century where they constituted one of the summits of the Jewish
Yemeni jeweller’s art (a beautiful pair is reproduced in Muchawsky-
Schnapper 2000, p. 142 s.). Their name also has maintained itself to
this day — with a small but significant change: in fact, today they are
simply called “qubur”; another name is Aba sundaq (“with boxes”).
They were worn by both Jewish and Muslim women of higher social
standing. It is interesting to find their full name in the Nar al-ma‘arif:
this dispels the oddity of the somewhat somber connection with tombs
which does not fit a jewel — after all, isn’t the word jewel derived from
Italian gioia, joy! The full name, “the lovers’ tombs” would therefore
mean “I would die for our love” as Jazim notes. What a lovely name for
a beautiful piece of art!

The next type which I would like to pick up also continued to this
day. It is all the more interesting in the context of the present article
as we have already discussed a real pair: it is the “snake anklets”,
stamped al-Mahdi 1233. They were already manufactured in 13th
century Sanaa. The Nur al-ma‘rif distinguishes three types, Abu
Zurug, then a model with two snake heads, and finally a snake form
without heads. I may add that ‘Abd al-Salam al-Israili also had silver
snake anklets (al-hijl alladhibi-thu‘ban) in his production programme
(p. 162).

Metalwork decorated with calligraphy

The next paragraph deals with an extremely important subject for
the history of Islamic metalwork: “work with decorative / engraved
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calligraphy”, ashghal al-mukattaba al-manqgisha. 1 will translate the
passage in full (the text is difficult, and I hope to have grasped it), but
before coming to the substance I want to share my impression that the
text also allows for a pleasant insight into the mentality or rather the
work ethos of the inspector who was charged, 700 years ago, with
assessing the craft and its taxation: the keenness of his observation and
his interest in the technical process are quite obvious, well beyond the
strict necessity of establishing a tax basis.

“Section on engraved calligraphy”,
tasmiya al-ashghal al-mukattaba al-manquasha

The first procedure (fa-alladhi) is as if somebody pulls out (erases)
plants from the earth (tuqla® arduhu), so that only the writing remains
raised, as if it was a plant left and not pulled out (wa tabqa al-kitaba
ka-innaha munabbata); then, the whole ground and the writing are
being coated/plated (wa al-jamiya’ min al-ard wa al-kitaba tali),
a procedure called gala‘ ardihi matli, the erasure of its ground (and its)
coating/plating.

Wa alladhi yakin barth, the second style is when the parts where
the metal has been erased (the word barih is not known to me, but
Jazim explains it as a Yemeni word meaning kasht) are inlaid with gold,
and where the ground around it has been whitened (with tin?), naqsh
matli bi-dhahab wa arduhu mubaiyida yusamma mubarriz mukarkash.
This is called “mubarriz mukarkash”. The third procedure (wa alladhi)
is as if the raised sections were blackened (kahal) and the ground
around it (wa arduhu) white (bayd@’) tusamma al-kitaba qala® wa dafn,
it is called the erased and dug-out writing. In this style, the ground
remains mubarriz mukarkash.

Jazim notes that the three methods are employed for both jewellery
and metal vessels (another section); the text makes it also clear that the
technique is the same for calligraphy and ornamental decoration. Jazim
concludes that all three methods are basically identical. I am not so
sure about this (yes, the erasing of the metal with a burin, leaving only
the writing raised, is the same), but could the third method not be
Niello? I tend to understand the first procedure as coating with gold,
i.e. gilding, while the second procedure would be inlaying, and the
third one Niello (laz).
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Was calligraphic metalwork produced in Yemen?

Whatever the precise technical meaning of this paragraph, this is
the only technical description known to me for what is the summit of
Islamic metalwork, the inlaid masterpieces of the Aiyubids and the
Mamluks with their engraved decoration and the beauty of their bold
thuluth calligraphy. The question of whether the inlaid plates,
chandeliers, braziers, stands or basins bearing the Rasiilid rosette have
all been made in Cairo and Damascus, and imported into Yemen, or if
there has been a Yemeni production in this exquisite technique has
been discussed controversially (Porter p. 236). This author has
maintained that some Rastlid metalwork was indeed produced in
Yemen. Here is the proof!

Making an inlaid vessel comprises two stages: the production of the
vessels, and, secondly, their engraving. The production of bronze
(nihas) and brass (sifr, but sometimes also nihas asfar) vessels as such
is inventoried in the Nur al-ma%rif vol. I, p. 298. We just saw that
engraving and inlaying with gold or silver had also been practised. The
qurra al-‘uyin (p. 359) speaks expressly about the Rasulids’ concern
for “opening the doors for industry and metalwork (ta'din), and that
the sound of the Ghassani bronzes inlaid (mutam) with gold still
echoes the generations to this day”. With “to this day”, Ibn al-Dayba’
(866/1461 to 944/1536), the author of the qurra al-‘uyin, writing
already under the Tahirids, refers to the early 16th century. Inlaid
metalwork was as much appreciated in Yemen as it was in Egypt and
Syria (and on todays art market). Therefore, inlaid works of bronze and
brass were preferred objects in the exchange of embassies and
diplomatic gifts between the Rastlids and Cairo, both ways, as were
exquisitely manufactured inlaid weapons: thus, in 799 AH / 1396 AD,
when al-Malik al-Ashraf Isma‘il (1377-1400) sent gifts to Sultan
Barqugq, these included a steel sword, the blade of which was inlaid
with gold, on a golden belt (references in Vallet 2011, p. 297).

Diplomatic “gifts” between Yemen and Egypt:
Motor of trade and luxury industries

The Rasilids (and above all Aden, their main port) sat at the
crossroads of the Egyptian / Mediterranean, and the Indian and East
Asian worlds, renewing the earlier tradition of the Jewish dominated
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Yemeni world trade documented in the Geniza (Daum 1988). The
Rasulids therefore did everything to strengthen their commercial and
political relations with Egypt and India / China, but they were also not
loath to enforce their monopoly as the only go between, as has been
convincingly argued by Vallet (2011). Their principal way of
maintaining good relations with both worlds did however consist in
the regular exchange of presents, sent through diplomatic missions.
These embassies were reciprocated by their partners, chiefly the
Mamluk Sultans in Cairo.

Doris Behrens-Abouseif has written a wonderful book on this
mediaeval Mamluk custom of exchanging gifts between rulers.
A detailed and documented, but at the same time immensely readable
chapter deals with the gifts exchanged between the Mamluks in Cairo
and the Rasulids. As far as the relations between the two states are
concerned, Behrens-Abouseif views the gifts sent by the Rasalids as an
expression of a mutually perceived feeling/status as (at least nominal)
vassals of the Cairo rulers. “These were not mere gifts, but a kind of
tribute imposed on the Rastlid sultans” (p. 37). I tend instead to rather
sharing Vallet’s interpretation who feels that the very considerable
quantities so exchanged were a form of state to state trade, and not an
expression of inequality. Otherwise, how would the enormous
quantities of luxury goods sent by the Mamluks be explained! would
they in turn feel to be in a state of vassalage towards the Rasalids?
Vallet’s main argument against the idea of a “tribute” comes however
from the tax exemptions from which those “gifts” benefitted in both
kingdoms: in their dealings from ruler to ruler, both the Rasalids and
the Mamluks thus established a privileged extra trading channel that
benefitted their treasuries directly, besides the normal trade relations
that were in the hands of the great Cairo international merchants. I can
also not dispel the feeling that the Egyptian sources are somewhat
biased in favour of their rulers, endowing them with more power and
lustre than what they wielded in the reality of Red Sea political and
economic relations.

The exchange of such quantities of luxury industrial productions
(both ways), plus, of course, the usual curiosities, is of great importance
for our subject, as it always included metalwork of all kinds. In this
way, an “international style” could develop, with models and techniques
from Egypt (plus Syria) being available in Yemen, and the clear
indication of precious metalwork, in bronze, in gold, in silver, being
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manufactured in Yemen. Vallet (2011, p. 281-301) provides a detailed
year by year list of the various embassies and their goods, as far as our
sources allow for it, confirming this impression. The goods and
commodities exchanged consisted largely of metalwork, such as basins,
ewers, chandeliers, plates in bronze and silver. Spices, Chinese textiles
(and, in the return direction, textiles from Venice and Sousse) and
Chinese porcelain were regular items. The Rastlids received embassies
(in addition of course to the normal trade relations) from Bahrain (al-
‘uqud, p. 185), Shiraz, Calicut, Cambay, Bengal, Ceylon, and China —
and “recycled” some of these as gifts for Cairo. Horses figured pro-
minently amongst the Yemeni “gifts™: in the year 666 AH, al-Muzaffar
sent 20 horses fully caparisoned for warfare, to Sultan Baybars (Yemen
was famous for its horses, the main item in its exports to India; in order
to keep this business going, veterinarians were prohibited from
travelling to India). These horse trappings — presumably in leather,
silver and steel — would be products of the Sanaani luxury industries
catalogued in the Nur al-ma%rif. This embassy also included an
elephant, and a “wild ass striped black and white” (Vallet 2011, p. 282
s.; al-simt al-ghali, p. 377; ghaya al-amani, p. 454; al-Magqrizi, p. 563 s.
who interestingly calls al-Muzaffar “malik al-Yaman”).

The embassy sent by al-Malik al-M@‘ayyad Daad in the year
703/1304 is particularly interesting for the details transmitted by the
Rasilid court historian, al-Khazraji (p. 297s): When the ambassador,
the Emir Asad al-Din Muhammad b. Nur, left on the 1 of Shawwal 703
(6 May 1304), his two “majestic” ships were laden with innumerable
valuable goods, which I will refrain from enumerating in full. Suffice it
to mention the many and various objects in silver (interesting in our
context as yet another proof for the manufacturing of precious metal
objects in Yemen), such as basins, ewers, necessaries, braziers,
containers, etc. (the word “silver” might probably mean bronze or
brass, inlaid with silver). The cargo also consisted of logs of sandal
wood, and of big chunks of ambergris (found on the Indian Ocean
shores of Yemen) and bags with musk (a Yemeni / Soqotri product).
Both these raw materials for the perfume and fragrance industries
were (and still are) more valuable than gold. The gifts included the
“most splendid” Chinese porcelain and jade, Chinese cushions, gilt
sedan-chairs, Chinese gold-brocaded robes, etc. Other valuables were
Chinese shah (a pharmaceutical plant), camphor, and bags of pepper,
of cloves, of ginger, of lac (the red dye). The obligatory elephant, the
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zebra, a giraffe were of course not missing, all of them bedecked with
silk and gold weave atlas, as were pure Arab horses.

The “return” trade / gifts were equally important. It was especially
the large quantities of inlaid metal vessels, trays, chandeliers etc. sent
by the Mamluks that were greatly appreciated by their recipients, and
treasured in the Rasulid palaces. They continued to be valued by the
successor states, the Tahirids and the Zaydi Imams, to whom much of
these works of art passed, as revealed by later Zaydi ownership
inscriptions (Porter, p. 232).

In the ghaya al-amani (p. 671, “year 934”), we read about an
interesting episode concerning silver-inlaid vessels of the Rasalids:
when its author, Yahya b. al-Husayn (born ca. 1035 AH = 1625/26 AD,
died 1100 AH = 1688/89 AD, or in 1080 AH = 1669/70 AD), describes
the conquest of al-Miqrana (near Damt), the last stronghold (“capital”)
of the Tahirids, on the 13% of Safar 934 (7 November 1527), he has the
following to say:

“... when al-Mutahhar (i.e. the son of Imam al-Mutawakkil Yahya
Sharaf al-Din) entered al-Miqrana, he captured arms (sillah) of all
kinds, and the cannons (madafi‘), and the exquisite silver inlaid bronze
objects of Rastlid manufacture, wa al-alat al-rafia min al-nihas al-
ghassani al-murasa’‘ bi al-fidda, and various kinds of porcelain”

Engraved dagger scabbards,
in precious metal and in iron

Nearer to the more restrained subject of this article, the description
of the technical procedure (and with yet another word for “inlaid”)
given by the Nar al-ma‘arif refers also to our inscribed iron/steel thima:

On pages 290 ss. (vol. I), we find detailed lists of ironwork, iron
door fittings, ploughs, horse trappings, locks, lamps, etc. Next is the
section which is what we have been looking for, namely daggers and
their sheaths, still under the heading “iron”

In this chapter (and unsystematically elsewhere), the Nur al-ma‘arif
lists four kinds of daggers (p. 297 s.); they must be of comparable value,
as the tax is 1/8 Dinar for each model. The four types are al-khanjar
al-khatari, al-kanjar al-‘arabi, al-khanjar al-hadrami, and al-khanjar al-
shami.

Jazim has no doubt (he doesn't even argue about it) that the Arab
dagger and the Hadrami dagger are what we call today janbiya. I also
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do not have the slightest hesitation about it. Even today, there are only
two main kinds of daggers (i.e. the blade), the highlands janbiya,
identical for the tribesman and the Saiyid (only the scabbard is dif-
ferent), and the smaller and narrower Hadrami blade. It does seem
most natural that this broad division is anchored in the past. I do not
know what is meant by the khatari dagger, and I feel not competent for
defining what is meant by the Syrian (shami) dagger, but straight blades
might be a reasonable guess for both.

Then (p. 298), still under the heading “iron”, come the scabbards,
ghilaf (the text uses al-ghultf as plural; the normal Yemeni plural is
however aghlifa, of Sabaic dialectal inspiration), for both swords and
daggers. Following is the description of other armour, such as helmets,
etc. This classification makes it clear that scabbards made of iron or
steel are meant, not silver or gold; scabbards decorated with gold or
silver are indeed treated in another section. Swords, daggers and knives
inlaid with gold and silver are inventoried in II, p. 152-160; silver
scabbards for swords are in II, p. 160s, silver scabbards for daggers
(janbiyas) are p. 161. But the scabbards this chapter lists under the
heading “iron” are of course in iron, i.e. they are the iron / steel thimas
we are interested in. We have thus here the written proof for the
manufacturing of iron/steel thimas of the kind of our exemplar. The
tax is % Dinar; somewhat casually mentioning only the khatari and the
‘arabi, but obviously referring to all four types. Then (I p. 298) comes
a highly interesting note: hadhihi dariba mustamira li-al-qawi wa al-
da‘if, this tax is the same for “the strong” and “the weak” What does
this mean?

Jazim interprets the words as meaning that this tax should not
differentiate between a rich and a poor person. Does this make sense?
No, it doesn’t: the tax is on the object, not the person. So what?

“‘gqaw1” and “da‘if” have a very specific meaning in tribal Yemen,
especially in the Hadramaut: they denote the class structure. A “qaw1”
may be a small person, a scholar without any physical strength, but
from the Saiyid or Qadi class. He may be rich, he may be poor. A “da‘it”
is a member of the lowest class who may well be a muscled giant, or
again rich or poor. The text therefore refers to class distinction in the
form and decoration of the janbiya’s sheath, not to the person wearing
it or ordering it. In other words: It says that the scabbards for an upper-
class janbiya are visibly different from those for a lower class sheath.
Todays difference between a thima and the very conspicuous silver
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scabbards of the lowest classes therefore existed already in the 13%
century.

In a much later section (II 152), the Nar al-ma‘arif deals again with
daggers (under the heading “knives and similar things”, but this time
with knives and daggers the hilts or blades of which are inlaid with
gold and silver. The eight categories mentioned and the very high
prices show the level and the quantity of luxury production in Sanaa.

Then (II 153), the Nar al-ma‘arif comes back to iron production in
Sanaa. Of the three family businesses mentioned, two continue to work
as smiths to our day! This is extraordinary! Such continuity should not
be alien to the other crafts, such as silversmithing.

Another section then deals again with weapons, sillah, inlaid with
silver and gold. It also deals with sheaths made of silver and gold. We
saw above that such swords were also sent as diplomatic gifts of the
Rasulid Sultans to the Cairo rulers (Indian princes, dignitaries, and
Islamic scholars were mostly treated with valuable robes and with
gold). The prices reported for these objects are very considerable.

One item here sticks out for our theme: “ibzim” What is an ibzim?

Every ordinary leather belt has a buckle at one end which serves for
fastening it and a tongue at the other end which goes into the buckle.
We must now take into account that Islamic law frowns upon the
conspicuous display of precious metal for male adornment; but of
course the decoration of weapons and related gear is allowed, as are
rings and seals. In order to satisfy the human desire for showing oft
one’s wealth, Yemeni silversmiths developed ways that allow both, by
transforming utility into ornament.

The belt for a classic 20" century thima comes therefore decorated
with a number of silver ornaments; the most prominent are the tongue
and the buckle, both made of silver and purely decorative — not serving
any practical purpose. The silver forms are no longer functional; they
are simply sewn on the belt which is fastened by an iron buckle. Such
purely decorative buckles have obviously been worn already in the 13
century. The ibzim, the false buckle of the Nar al-ma‘arif, is still found
on every 20" century thima belt, and is still called by this very same
name.

We end our reading of the Nur al-ma@rif with the paragraph
mentioning those craftsmen who practise the “hammering industry”,
sunna‘al-daqq, in gold and silver (p. 165): some Persians, a‘jam, one in
Ta'izz, two in Sanaa, and some relatives of them, a Jew in Sanaa by
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name of Salim, others in Dhamar etc. “They produce decoration where
the gold or silver is raised, on a basis of black (¢?)”. I am not sure of my
translation, maybe Niello is meant? They also produce “seals for sealing
on paper, finger rings, and dies for the mint”.

Interim conclusion

At the beginning of this paper, we saw that what is generally
considered as the classic Yemeni jewellery (both female and male)
does not go back deep in time, as had always been assumed: our dated
18" century pieces, while they show the same forms as the 20" century
pieces, are in fact totally different in style and technique. Even more
surprising is the fact that one of our thiima scabbards (identical in
form with the 20" century exemplars) made of iron/steel is even
older, and indeed much older than the 18" century: It is of a type
recognized by traditionally educated Yemenis as dating to the Rasalid
period. We found this type of sheath described in the 13" century
Nar al-ma‘arif.

Our Rastlid thima thus allows for another conclusion: while the
style of its decoration and its material are not encountered in later
periods, its form is absolutely identical with our 18™ century pieces,
and with the elaborate exemplars of the 20" century classic style. This
is not only brilliant proof for the idea of continuity, it also allows for
drawing another conclusion: as the sheath has remained the same for
(at least) 700 years, the dagger itself must also have remained the same.
Otherwise, it would not have fitted into our Rasilid scabbard. This
means that the Yemeni janbiya, this most visible marker of Yemen’s
culture, did indeed already exist in Rasalid times, but without being
named so. We were therefore justified when we equated the Nur al-
ma‘arif’s “Arab” and “Hadrami daggers” with what is known today as
janbiya.

We had mentioned above that Jazim, with his unparalleled know-
ledge of Yemeni words and things, had already argued for the identity
of these two daggers as janbiyas. Our iron/steel piece is the material
proof.

Later on in this paper, we will propose an opinion on how the new
techniques (such as granulation and filigree) were introduced into
Yemen in the late 19" century.
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Pictorial representations of janbiyas
on late Mamluk metalwork

In the late Mamluk period, the blazons of the high officials became
more and more complex, combining a plethora of titles, possibly
reflecting the accumulation of offices in one person, or the decline in
real power that engendered inflation in titles. Our photograph shows
an engraved late Mamluk plate in the al-Sabah collection, Kuwait,
bearing the name of the Amir Aqbirdib. ‘Alibay. This tray is an example
of a well-known late Mamluk type (see Wiet, planche LI, planche LII,
planche LIII, planche LV, planche LV], planche LVIII). All of them bear
this very typical late Mamluk coat-of-arms. This tray is however unique
in providing the place of its manufacture, something extremely rare
with Islamic metalwork. Wiet (p. 48 ss) lists only 12 such objects.
Hence the difficulty of attributing Islamic metalware to specific schools
or places of manufacture. The present plate is the only one of its period
mentioning it, namely al-Qahira al-mahriisa, “Cairo, the city protected
by God”

On this tray, Aqbirdi bears the title dauwadar kabir, Chief Secretary
of the Sultan. He was awarded this function in 1481 AD. In 1486, he
became wazir. He died in Aleppo, on the 12" of June 1499. The tray is
therefore to be dated between 1481 and 1486.

The blazon is intriguing. The top register shows a napkin (“royal
steward”), then, in the middle register, a large cup (“cupbearer”).
Inscribed into it is a pen-box, indicating his status as chief secretary;
the small cup in the lower field accentuates his position as the Sultan’s
cupbearer (Mayer, p. 19ss, p. 32, p. 65s). While the significance of these
elements is well established, this is not so for the two curious objects
left and right of the large cup. Mayer discusses them at great length,
coming to the conclusion that they are “horns” or “trousers of nobility”
(whatever that may mean). This interpretation has not generally been
accepted, but no convincing alternative has been offered.

It seems to me that this impasse is due to the fact that Islamic art
scholars at the time (and still today) were not familiar with Yemen.
There can be no doubt that these are thima sheaths — even the
characteristic subdivision into two parts with the ridge separating
them is clearly visible. The association is also quite fitting if the meaning
of the object is considered: the thima designates Saiyids and Zaydi
Imams, descendants of the prophet — quite fitting for a Turkish Emir!
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Published 18™ century silverwork

Most of the material discussed so far in this article is new. The very
existence of real 18™ century silverwork is new, or almost. Still, a few
dated 18" century items have been published. The author is the art
historian, count Bothmer. Unfortunately, his three papers did not get
the attention they merited. I will now discuss them in detail. My
rectifications should not be understood as trying to minimize von
Bothmer’s pioneering work: the three articles are the groundbreaking
opening of a totally new vista on the history of Yemeni silver jewellery.
Compared with such an achievement, the inevitable errors do not
weigh heavily. The following remarks are therefore simply meant as
a service for future researchers.

Von Bothmer’s first object (2000, p. 19) is a rather plain bracelet,
with some engraved linear decoration, and remains of gilding and
enamelling (greenish or turned into green). It is stamped al-Mansiir
1153 and bears the silversmith’s signature in Hebrew, Shukr Jamal.

Count Bothmer’s next piece is a bracelet similar to ours, equally
with some remains of enamelling. It is stamped al-Mansar 1153, but
has no signature.

The third object is an Aba Hanash anklet, almost identical to ours.
The glass beads are missing. The remaining enamel is blue/green. It is
hallmarked al-Mansur. Bothmer reads the year as 1189, but the photo-
graph shows that it is 1197. It is not signed.

Bothmer 2001 begins with another al-Mansur bracelet, year 1142,
signed by Salim Dawud Qafih.

The next piece is an intriguing a jour filigree bracelet which I have
no doubt is early 20™ century. Bothmer discusses it at great length
because of its being stamped “mukhlas 1166~ Bothmer feels puzzled
because he as well would at first glance date such workmanship to the
early 20™ century which does of course not fit with 1166 AH =
1752/1753 AD. He is also worried by the term mukhlas which he thinks
was only used during the flourishing of the industry in the late 19"
century and the first half of the 20™. This is however not so: mukhlas,
“fine silver”, appears already in the Nar al-ma‘arif (I 165).

Leaving such doubts aside, Bothmer strongly feels that the stamp
was punched into the metal by its original maker, during the fabrication
process. He boldly concludes that here we have proof for the existence
of the “classic” style filigree technique in the mid 18" century already.
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I can not share this arguing. There is no evidence at all that this
style was practised before the late 19" century. Also, “mukhlas” stamps,
when genuine, come without a frame (this one has a frame) when they
are not part of the frame containing the maker’s name. Finally, a genuine
18™ century object never bears a mukhlas stamps; its authenticity (good
silver) is guaranteed by the hallmark bearing the Imam’s name. There
can be no doubt that this bracelet is early 20" century, and that the
stamp is a fake. I feel not competent enough to pronounce myself on
the authenticity of the Hebrew signature Sh Salih.

Bothmer then discusses another filigree bracelet which I have again
no doubt is late 19th or rather early 20th century. It is a typical product
of the Badihi workshop.

Bothmer however, fired by his euphoria for just having discovered
an 18" century a jour bracelet, sets this one too in the technical/artistic
vicinity of the preceding bracelet (which is correct), and therefore also
within the dating range he had proposed for the other piece (which is
not correct). The bracelet is stamped with a hallmark that looks perfect.
It says mukhlas 07. Bothmer however reads it upside down (although
the lettering of the word mukhlas indicates what is top and what is
bottom), misreading the number 7 for an 8. In his elation caused by his
dating of the previous piece, he then interprets this as referring to the
1180s AH, i.e. to the decade 1766 to 1776. All this is of course not
possible. The date reads 07; this is to be understood as 1307 AH, i.e.
1889/1890 AD (still an interesting early date!).

In his 2003 article, von Bothmer discusses three thimas. The third
one, made in 1347 (= 1927/28), is beyond the time period of our article;
we will therefore only comment upon the other two.

There is no doubt that the first of these three thimas is indeed
old — but its two halves are in totally different techniques. Thamas
always show the same style in their upper (sadr) and their lower part
(tdza). This is therefore a composite object, soldered together some
time after the two thiimas from which the two halves originate were
made and had partially disintegrated. The tiza has an inscription
which Bothmer reads as “bi-rasmi Salih al- .., made on order of Salih
al-.... T am unable to read the inscription on the photograph in full, but
Bothmer’s reading is not possible: if indeed it began with bi-rasmi, this
would always be followed by a title, and not by the name (which would
come after the title). The number of possible titles is quite considerable;
al-maqar might be common, or al-janab al-ali, “the lofty excellence”.
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I have said above that I would offer a possible etymology for janbiya:
could the name be derived from this title?

But let us return to this thima. On its back, it bears three or four
words casually engraved in a cursive Arabic hand. Bothmer reads it as
amal Misa al-Jamal. His photograph is not perfect, but allows for
reading the first word, which is ‘Ali. The next word can not be Miisa, as
an initial sin and a normal alif are clearly visible. The inscription therefore
does not give us the name of the maker, as Bothmer surmises, but the
name of its owner. I can also not recognize the presumed date (1155
AH = 1742/3 AD), but style wise, the sadr is 18th century. It should also
be said that (as far as I know) these not uncommon inscriptions in
cursive Arabic always denote the owner, and not the maker.

The next piece is identified correctly by count Bothmer. It is
inscribed for Sayf al-Islam Muhammad, son of Imam al-Mutawakkil
al-Muhsin, and thus datable to the 1860s. This is an important piece,
providing a glimpse on the style of royal patronage. The inscription
ends with the maker’s name, amal Ali. The photograph shows that
Bothmer’s reading is correct. I think I know who this ‘Ali is, but will not
expand on it here.

A few more published old Yemeni silver objects

The Museum fiir angewandte Kunst (MAK) in Vienna possesses
a pair of lovely qubiir al-‘ushshaq bracelets dated al-Mansuar 1153. This
is the Imam al-Manstr Husayn, born on 13 Dhi al-qa‘'da 1108, died on
7 Rabi‘11161, ruled 1139 — 1161. The bracelets also bear the signature
(in Hebrew) of the silversmith Misa Sarum (colour photograph in
Janata p. 136, description p. 187).

The other piece is an extremely important (the only one known to
me) pre-classic thtima belt with not only the thima, but complete with
all the other fittings. It is in the Rassam family collection in Sanaa, and
reproduced in fine photographs by Stephen Gracie (pp. 84-87). The
hallmark says al-Mansar 1159 (wrongly read by Gracie as 1119), the
same Imam as with the Vienna bracelets. The Jewish silversmith’s
signature is said to be Zabanti. Gracie’s book has photographs of four
other thiimas (p. 122) that do not bear a date. He assigns them to the
18"/ 19™century. This is correct.

The third piece is of course Carsten Niebuhr’s thima which he
received as a gift from Imam al-Mahdi ‘Abbas. The Imam had sent the
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gifts to the Niebuhr delegation on the 25" of July 1763, after their
second audience. This allows for a perfect dating, although it is not
hallmarked or signed. Niebuhr’s dagger is kept in the National Museum
in Copenhagen which recently (at last!) staged an exhibition on the
Royal Danish expedition to Arabia, this extraordinary voyage inspired
by the spirit of the Enlightenment, in ambition and in its scientific
results comparable only to Cooks voyages. The catalogue of the
exhibition (see: Hansen) is not only lavishly illustrated (Niebuhr’s
dagger is on pages 191 to 193), but also a serious piece of research that
at the same time makes good reading.

Where does the “classic” Yemeni jewellery
come from?

This article has shown that there is both continuity and rupture
between the “classic” age of Yemeni jewellery (late 19 century and first
half of the 20™), and what preceded it. Most of the forms go back in
unbroken continuity to at least the Rastlid period and so do most of
the names. The techniques used by the silversmiths are however
radically different, with in particular the switching to granulation and
a specific style of filigree, with a jour work as the summit of the art.

Filigree is an age old technique, almost as old as jewellery in
precious metal itself. It was invented in early 3™ millennium Meso-
potamia. The Etruscans brought it to great mastery. The term “filigree”
does however cover an enormous array of visually different forms and
techniques which only have in common that the basic material are
wires. Wolters provides the most comprehensive documentation of
what falls under “filigree”, both historically and for the contemporary
goldsmith. His treatise shows that filigree can take all kinds of visual
shapes that would seem at first glance (or rather to the lay person) to
have nothing in common. The judgment about possible connections
of Yemeni Jewish filigree is therefore not so much an opinion based
on technical criteria, but rather inspired by art-historical impressions
that are of course subject to individual and therefore disputable
appreciation. With this caveat, I would say that the type of filigree in
classic Yemeni Jewish silver is first encountered in early mediaeval
Europe, for instance on shrines, such as the 1183 Annoschrein in
Siegburg (Wolters, col. 1119). It becomes quite common in the later
Middle Ages and the Renaissance, such as the Hans Ment tankard
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in Munich, which dates to 1590 (Wolters, col. 1142). During the
Baroque and the Rococo, it is found all over Europe, in Germany, Italy,
France, the Netherlands, and especially in Hungary. In the 18" and the
first half of the 19" century, Europe’s main production centre was
Schwibisch Gmiind. In the mid 19" century, shortly before its eventual
decline, there were still hundreds of workers active in Schwibisch
Gmiind, with their products peddled all over Europe, stimulating
similar local production, especially in Northern Germany and in the
Eastern Austrian lands.

From amongst this vast production, the nearest I can see to Yemeni
filigree are Jewish finger-rings from Hungary / Siebenbiirgen (Tran-
sylvania), of the 17" and the 18" century. They are very typically Jewish
in form (going back to mediaeval Jewish rings, such as those from the
Erfurt treasury). They usually bear the inscription mazal tov, and there
can be no doubt that the silversmiths were also Jewish. For a fine group
of these see the Louis Koch collection, vol. II, especially numbers 1074,
1075, 1076, 1077, and 1078. These highly elaborate rings are so similar
to Yemeni Jewish silverwork that one might easily mistake them for
early 20" century Bausani work from Sanaa.

Thus, by the 17" century, and particularly by the 18%, the technique
was practised in the Ottoman neighbourhood or indeed in the Ottoman
sphere. In the 19" century (and possibly earlier), it spread over the
Balkans and the rest of the Ottoman Empire. The various national
museums in the capitals of modern Balkan nations all have pieces that
are astonishingly near in style to the later Yemeni work; some forms
(such as certain belts or necklaces) are identical with Yemeni models.
In 1872, the Ottomans entered Sanaa. This political situation and the
increased exchange of goods and people that were so enormously
facilitated by the Suez Canal (opened in 1869) made it easy for itinerant
craftsmen to come to Yemen. Above all, the Turkish officers and their
wives would now constitute a demanding clientele with quite some
spending power. They would have asked the local silversmiths for
jewellery in the style of models they had brought with them from back
home. Fashion would endow the new style with the aura of the
fashionable, as fashion always does.

The course of events and influences here presented also explains
why not only new techniques, but also some new forms entered Yemen
at this time — new forms for which I saw the prototypes in the Balkan
museums. That there is some connection has already been seen by Inge
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Seiwert, a professional anthropologist and museum curator. She
suggested an Ottoman inspiration for certain pieces (i.e. for their
forms) of Yemeni silver jewellery. Ester Muchawsky-Schnapper has
shown that one of the most famous items of Yemeni jewellery, the labba
Abu tuyir (“bird necklace”), has a foreign (possibly European) origin
in both form and technique.

Post scriptum: the Schenkung Daum

This article is based on the knowledge assembled through and with
my collection of Yemeni silver jewellery. It comprises 1032 items plus
a complete pre-1950 Jewish silversmith’s workplace. It is the largest
collection of its kind in the world. It was assembled with the scholarly
aim of systematically documenting all styles and all regions of Yemen
(North and South), as far as possible, together with information on ter-
minology and their makers. It was brought together with great material
sacrifice; much of it through trying travelling to remote places.

In 1995, the collection was donated (Schenkung) to the Staatliches
Museum fiir Volkerkunde, Munich (today: “Museum fiinf Kontinente”),
through the Association of the Friends of the Museum. It has been
inventoried at the Museum, but is not exhibited.

The contract of July 17, 1995, between me, the Museum, and the
Association of the Friends of the Museum stipulated, among other
things, the following:

— In publications or when exhibited, the objects must be labelled
“Schenkung Dr. Daum”.

— If descriptions were required for such purposes, I was to be
asked for them.

All three sides expressed their intention (“gehen davon aus”) that
a catalogue raisonné of Yemeni silver jewellery should be produced,
written by me, in order to make this unique material available to the
public. This was left pending on the understanding that I would be able
to assume this task only after my retirement in 2008, and that the
Association of the Friends of the Museum would provide the financing.

The agreement was unfortunately broken in all three points:

When a number of the objects were exhibited and published in
a catalogue, they were not only not labelled “Schenkung Dr. Daum’,
but, what is more, expressly said to have been “acquired” (erworben).
In the catalogue issued on the occasion of that exhibition, my objects
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were described by the curator of the Islamic art department. I was not
asked.

When I took up the catalogue raisonné project, after 2008, the
question of providing the funds for the publication was examined by
the Association of the Friends of the Museum. In 2010, the Chairperson
(Vorsitzende) of the Association informed me that the financing was
secured. Shortly afterwards, a new director was appointed for the
museum. She refused that a catalogue be produced or financed by the
Association (which of course complied). The reason is to be sought in
her active predisposition against her predecessor and his highly
successful (attracting hundreds of thousands of visitors) focus on the
history and anthropology of North-Eastern Africa and Arabia. I believe
that it is extremely regrettable that the unique documentation I have
assembled in the form of real objects and my field-notes is doomed to
be lost. In the last few decades, much of the knowledge which I was still
able to collect has disappeared, and so have many types of objects.
Today, traditional Yemeni jewellery could no longer be researched,
even if anthropologists were found to do it (if travelling was at all
possible), and if the financing would be made available.
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Elena I. Malozyomova

THE STRONGLY CURVED DAGGERS
IN THE 18™-19™ CENTURY IRAN

The article is devoted to the dagger with an I-shaped hilt and a wide double-
edged ribbed blade of different curvature that was widely used in Iran from
the end of the 18™ and during the 19 centuries and called khanjar. The
weapon seems to have appeared in the country under the influence of the
Arabic military culture where the strongly curved jambiyya was a social marker
and an essential part of the symbolic code of the nation. The local Iranian
variants of the dagger, its shape, materials it was made of, its decoration
scheme — the features showing its absorption of the Iranian culture — are
described and analyzed by the author on the good number of pieces preserved
in different collections.

Keywords: Dagger, khanjar, jambiyya, Iran, Arabia, weapon,
blade, hilt, sheath.
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236 Elena |. Malozyomova

On the edge of the 17 and 18" century in the Iranian culture there
appeared a new type of a dagger which since then would have occupied
a rather prominent position among the rest weapons in the country.
The dagger has an I-shaped hilt and a short (23-24 cm), wide (about
5 ¢cm) and highly curved double-edged blade with a prominent central
rib along its entire length. One of the earliest examples of such a type
dagger is the one from the Hermitage museum (NeB.O.2345) which
appeared in the Hermitage in 1927 directly from the Faberge collection
[The Hermitage Inventory Vol. II, Folio 335] (pic. 1). The blade is dated
to 1124 year of hegira that corresponds to 1712 (pic. 2) and marked
with a name of its master Mehr(?) Rahim (pic. 3). On its both sides the
blade is decorated with the Arabic script that includes the Qur’anic
verse (61:13) and the appealing to Allah with his beauteous names that
was made in the technique of gold overlaying.

According to the specialists a dagger with I-shaped hilt was first
excavated in Osterrode in eastern Prussia and it is the oldest Persian
dagger of Islamic period dating to the Timurid era [Stoklein 1935: 2576;
Khorasani 2006: 219]. In those times the blades were only slightly curved
assuming a more definite curve only in the 16"-17" century [Stoklein
1935: 2576] though the curved dagger with this type hilt is shown on the
number of miniatures dating to this period while on the miniature with
the Siavush death from the Baysonghur Shahnama made in Heart in
1430 it is held by an attendant in the left hand in reverse position. The
same position of the dagger is also shown in the hand of a murderer on
the miniature “The Murder of Khosrow” by Behzad from the Khamsah of
Nizami in 1494 though its hilt is of a slightly different type with quillons
turned downwards [Khorasani 2006: 219]. The dagger with a high
curved blade but a quillon hilt is also shown on the miniature “Bizhan
beheads Human” from the Shahnama 1482 [Canby 1998: 33].

The miniatures though don’t usually show the details of the weapons
except the rare cases when the weapon is depicted on the separate
miniatures representing a single person and hence it is shown very
precisely as it is on the pictures made about 1430 with soldiers probably
of the Timur army [Martin Vol. 2 1912: Plate 55] but here the daggers
are put in richly ornamented sheaths and once again it is impossible
to see the blade features.

The Safavid era already at an early stage also knew daggers with an
I-shaped white hilt and a blade with high degree of curvature as it is
shown on miniatures [Sims, Marshak, Grube 2002: 124, cat. Ne41].
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The real objects both dated and not from the time of the Safavids
represent several types of daggers with an I-shaped hilt and a curved
blade which were fashionable in those times. The first one is a dagger
with quite narrow and very slightly curved almost straight double
edged blade with a midrib like the dagger dated 1621 and marked with
the name of master Lari and almost of the same type another dagger
from the Hermitage museum [Ivanov, Lukonin, Smesova 1979: 28,
Ne 53, 54]. The ivory hilts of these two daggers are much wider than the
blades but should to be also Safavid as both daggers were brought to
Russia not later than in the early 18" century and till the middle of the
19" century were preserved in the Kunstkammer of Peter the Great. Of
another type is a dagger from the Hermitage museum that also seems
to be of Iranian workmanship with a slightly curved but rather wide
double edged blade without a midrib that was also in the Kunstkammer
of Peter the Great already in 1727 and thus can be dated not later than
the beginning of the 18" century too [Ivanov, Lukonin, Smesova 1979:
28, Ne 55]. The third type is represented with above mentioned dagger
NeB.0.2345 (pic. 1-3) with wide and strongly curved double edged
blade with a prominent midrib though according to M. Khorasani the
majority of the daggers of the Timurid and Safavid time have a slighter
curve and a less central midrib as compared to the later counterparts
[Khorasani 2006: 219]. The dimensions of the first type daggers’ hilts
show that it is the dagger with a wide blade that became fashionable
already in the late 17" — the beginning of the 18" century.

This type of daggers with an I-shaped hilt and a rather wide double
edged blade with a central rib preserved the prominent position among
the short blade weapons and were the most widespread in Iran in the
18" and 19" centuries though these daggers continued to be slightly
different concerning in the degree of blade curve. The blade of the
Hermitage museum dagger made by master Taqis that is dated
according to the quality of its enamel decoration approximately to
the middle of the 18" century is not very strongly curved as are the
blades of the daggers from the same museum that are precisely dated
to 1801-2 and 1826-27 [Ivanov, Lukonin, Smesova 1979: 29, NeNe 59,
62, 68] or the dagger Ne36.25.678a,b from the Metropolitan museum
[http://www.metmuseum.orgcollectionthe-collection-online-
search31848 — 21.12.2015]. The others like for instance another dagger
from the Hermitage museum [Ivanov, Lukonin, Smesova 1979: 32,
Ne 76] or the dagger Ne32.75.266 from the Metropolitan museum
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[http://www.metmuseum.orgcollectionthe-collection-online-
search32261 — 19.12.2015] have stronger curved blades while there
are pieces that represent even more strong curvature (for example
the dagger NeOA2170 from the Wallace Collection[http://wallacelive.
wallacecollection.orgeMuseumPlusservice=direct1 ResultLightboxVie
wresult.tl.collection_lightbox.$TspTitlelmageLink link&sp=10&sp=S
collection&sp=SfieldValu — 22.12.2015]). These various type blades
were widespread in Iran all along the 19" century as the daggers them-
selves preserved extreme popularity among the Iranians.

These daggers with an I-shaped hilt and a wide double-edged ribbed
blade of different curvature were called khanjar in Iran — the word that
came to Persian language from Arabic (arabic ,~& — khanjar,
«a dagger»). As M. Khorasani with reference to Dekhoda states the
word appeared as early as in the Shahnama texts and it is the only correct
one referring to such a weapon [Khorasani 2006: 219]. Some authors
though like A. Jacobs [Jacobs 1985: 167] or A. Tirri [Tirri 2003: 208-
210] use another Arabic word jambiyya (from s — jamb, “side”
speaking about these daggers. This word is also used towards these
daggers on the web-site of the Metropolitan museum [http://www.
metmuseum.org/search-results?ft=jambiya — 19.12.2015]. This last
term is more commonly known when one speaks about Arabic daggers
that also have an I-shaped hilt and a very wide, usually quite short,
strongly curved blade with a prominent midrib going along the entire
blade (pic. 4) though in different regions and in different tribes the
shapes of Arabic daggers also differ in details. The words used in Arabia
towards the daggers are both khanjar and jambiyya. They mean the
same but are widespread in different regions of the Arabian peninsular:
khanjar is commonly used in eastern Arabia, on the territory of modern
Emirates, Oman, Muscat and some parts of Hadramaut as well as in
Syria and Iraq while jambiyya is the word of the western parts of the
peninsular especially Yemen. There are some regions (Salala for
example) where both terms are common [Elgood 1994: 70].

The usage of the term jambiyya towards the curved daggers in Iran,
India and Turkey by the scholars just signifies that their shape is very
close to the shape of an Arabian dagger and may have appeared and
become fashionable in these regions because of the influence of the
Arabian culture though A. Jacob is hesitating on defining this influence:
either the Arab on thr Iranians or vise versa [Jacob 1985: 166]. All the
three regions had got contacts with the Arab world.
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In 1516-17 during a short sharp war the Turkish armies overthrew
the Mamluk Sultanate which had dominated Egypt, Syria and western
Arabia for two and a half centuries and brought these lands under their
rule while they managed to occupy both shores of Red Sea, Iraq and
two holy cities of Mecca and Medina [Lewis 1995: 114] and hence
already in the 16" century the Ottomans possessed almost all Arabian
territories as far south as Yemen and as far west as Algeria [McHugo
2013: 73].

In India where the strongly curved dagger became also widespread
the members of the south Arabian tribes served as warriors. In Decan
the infantry completed with the Arabs was estimated as the best one and
the Arabian soldiers were paid more than the rest [Elgood 1994: 83].

In Iran the Arabs appeared once again in the early 16" century. In
1522-23 Shah Ismail Safawi gave lands in Khorasan and Fars to re-
fugees from the Ottoman empire, including a group of Gazali Arabs.
At the end of the 16™ century the Ka b tribe settled down in Kuzestan.
During the succeeding centuries many more Arab tribes moved from
southern Iraq to Kuzestan and as a result, Kazestan, which until
recently was called Arabestan, became extensively arabized. The
Shaikhs of the Ka‘b tribe and later those of the Mohaysen were for two
centuries the most powerful chieftains of southwestern Persia [EI —
http://www.iranicaonline.org/articles/arab-iv — 21.12.2015].

In the Arab culture the dagger was not just a weapon or an addition
to the male dress. It was a social marker and an essential part of the
symbolic code of the nation. Consequently the Arabs who readily
adopted the high quality Indian and Persian blades for their swords
and sabers [Elgood 1994: 14, 78, 83, 86] could have hardly done the
same towards the daggers. To the contrary the Arabs came to these
lands armed with their national dagger — A.H. Sharar mentioned
jambiyya in India as a dagger which had a four-sectioned tip that could
inflict a clover-shaped wound which was extremely hard to sew [Sharar
1994: 111] — that became popular among the locals and inspired
the local smiths to produce the resembling pieces or put the blades of
true Arabian workmanship in the hilts and sheaths made by Indian
smiths in imitation of the Arabian style [http://www.metmuseum.
orgcollectionthe-collection-onlinesearch31742 — 21.12.2015].

In Iran the fashion on the Arab daggers manifested itself in
appearing of a local very special and recognizable type of the blade.
It can be of different length and curvature but of approximately equal
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width of about 5 cm with a slight elegant narrowing at the very end of
the blade almost at the hilt as if it were a waist of the blade. This variant
that existed alongside the other types of the blade had been thoroughly
developed by the beginning of the 18" century as it is seen on the
dagger from the Faberge collection in the Hermitage museum (pic. 1).
It is definitely a Persian blade as it is ornamented with a chain of car-
touches with floral design that was so famous for the Persian book
decoration while as for this particular chain of a large semi-cartouche
and a small cartouche it is almost the same as the one that decorates
the bull-headed mace from the same collection that seems to have been
made in the 18" century Iran [Iran v Ermitage 2004: 135, cat. Ne 155]
and the dagger Ne 186&A-1896 from the Victoria and Albert museum
[http://collections.vam.ac.ukitemO67970dagger-and-sheath-
unknown — 21.12.2015] and.

The khanjar blades were made in the 18" and 19" century Iran
from different quality watered steel except only the blades which were
specially intended for the muharram rituals. This statement is based on
the analysis of the local Iranian daggers in the Hermitage museum and
supported with the pieces from other collections such as the Metro-
politan museum, the Wallace collection, The Victoria and Albert
museum, The Notational military museum and Niavaran Palace
museum in Iran and etc.

Sometimes the blades of these daggers were decorated with chiseled
design or just outlines of cartouches made at the lowest part of the
blade near the hilt that can be seen on the dagger blade Ne B.O.3184
(pic. 5) from the Hermitage museum or on the daggers’ blades
Ne OA2170 from the Wallace collection [http://wallacelive.wallace-
collection.orgeMuseumPlusservice=direct1ResultLightboxViewresult.
tl.collection_lightbox.$TspTitlelmageLink.link&sp=10&sp=Scollecti
on&sp=5SfieldV-20.12.2015], Ne 5702-1901 from V&A museum [http://
collections.vam.ac.ukitemO71514dagger-unknown — 19.12.2015]
and Ne 36.25.781 a, b [http://www.metmuseum.orgcollectionthe-col-
lection-onlinesearch31761 — 19.12.2015].

Another variant of decoration is gold or brass used in the technique
of overlay as it is on the blade Ne 1602&A-1888 from the Victoria and
Albert museum [http://collections.vam.ac.uk/item/O0113962/dagger-
and-sheath-unknown — 21.12.2015] or on the blade NeOA1714 from
the Wallace collection [http://wallacelive.wallacecollection.orgeMuseu
mPlusservice=direct1ResultLightboxViewresult.tl.collection_

OnekTpoHHasa 6ubnuoTteka Myses aHTpononorum n atHorpacdumn um. Metpa Benwukoro (KyHctkamepa) PAH
http://www.kunstkamera.ru/lib/rubrikator/03/03_03/978-5-88431-323-1/
© MA3 PAH



The Strongly Curved Daggers in the 18""—19" century Iran 241

lightbox.$TspTitlelmageLink.link&sp=1&sp=Scollection&sp=Sfiel
dV — 20.12.2015]. The most gorgeous pieces combine the two like the
blade of the dagger Ne B.0.2969 from the Hermitage museum (pic. 6)
or the blade of the dagger from the Fogg / Harvard Art museum
Ne 1958.131.A[http://www.harvardartmuseums.orgcollectionsobject2
16044position=140 — 21.12.2015]. Another pair of very elegant de-
coration reminding the European design is the daggers Ne 718&A-1889
[htt://pcollections.vam.ac.ukitemO71466dagger-and-sheathun-
known — 21.12.2015] and 732:1, 2&A-1889 from the Victoria and
Albert museum [http://collections.vam.ac.ukitemO71266dagger-and-
sheath-unknown — 21.12.2015].

In Iran the blade of khanjar daggers existed in several variants
though. The simplest and simultaneously the most elegant one was the
double edged blade which was described above with the central rib
going along the entire blade. Some of the examples like for instance
the dagger Ne B.0.2893 from the Hermitage museum (pic. 7) or
thedagger Ne OA2170fromtheWallacecollection[http://wallacelive.
wallacecollection.orgeMuseumPlusservice=direct1ResultLightbox
Viewresult.tl.collection_lightbox.$TspTitlelmageLink.link&sp=10&
sp=Scollection&sp=SfieldValu — 21.12.2015] were forged with thick
cutting wages.

The second variant is the blade with the central midrib and two
rather wide fullers going from the tip but not till the very end of the
blade thus leaving a small space at its low part near the hilt. This space
was sometimes left plain (pic. 8) [http://www.metmuseum.org-
collectionthe-collection-onlinesearch31692 — 22.12.2015] but more
often it was additionally decorated with the chiseled floral design [Tirri
2003: 209, fig. 146A] or with a script [http://collections.vam.ac.
ukitemO67800dagger-and-sheath-unknown — 21.12.2015] or with
the figurative scenes the most usual among which is the one that is
known both in the culture of sedentary Iranians of the Acaemenid
times and the nomadic Scythian tribes — the combat between a beast/
bird of pray and its victim that is usually a quadruped or a bird. The
variants could be very different. The scene with a combat between
alion and an ibex was chiseled on the blades of two daggers Ne B.0.2349
(pic. 9) and Ne B.0.3167 (pic. 10) from the Hermitage collection, two
daggers Ne 96.5.138 [Alexander 2015: 224] and Ne 36.25.1058 [http://
www.metmuseum.orgcollectionthe-collection-onlinesearch31454 —
21.12.1015] from the Metropolitan museum and the dagger blade
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Ne 574&A-1876 from the V&A museum [http://collections.vam.
ac.ukitemO71468dagger-and-sheath-unknown — 21.12.2015]. The
thick cutting wages (at least in case with the Hermitage example) were
left unsharpened. The combat compositions of the particular above
mentioned blades are so akin to each other that the blades seem to
have been made in the same workshop or even by the same master.
These blades represent the third variant that is to some extant
a derivation of the previous one when a blade was forged with its edges
sharpened only in its first half while further the they were left thick and
unsharpened. It must be noted that on the same type blades there could
be a “combat scene” of other types (for example, on the daggers from
V&A museum [http://collections.vam.ac.ukitemO67796dagger-and-
sheath-unknown — 20.12.205] and [http://collections.vam.ac.ukitem
071240dagger-and-sheath-unknown — 20.12.2015] or the dagger
Ne B.0.5476 from the Hermitage museum) that must mark other
workshops while the diversity of the blade types seems to point to
different centers of the blade production. Unfortunately even if the
blades are marked with the name of a master or a year of forging they
are not marked with the place which consequently seems to have been
of no importance both for a master or a customer. Some information
about the centers of weapon production in Iran can be traced from the
European written sources. Thus in the in the 19" century the best
blades though of lower quality than they used to have been were made
in Shiraz [Misl-Rustem 1897: 176] that definitely preserved its
predominant place after the years of being the country’s capital city
during the reign of the Zand dynasty.

The Iranian type of a khanjar dagger became popular not only in
Iranbutalsoin Turkey [http://collections.vam.ac.ukitemO67800dagger-
and-sheath-unknown — 20.12.2015] and India where the Iranian
blades were put in the hilts of local traditional shapes [http://collections.
vam.ac.ukitemO71468dagger-and-sheath-unknown — 20.12.2015]
Finally under the influence of the Arabian dagger Indian and Turkish
smiths also developed their own distinctive style of the blade. Never
the less Iranian khanjar daggers were transported as far as Bali [http://
www.metmuseum.orgcollectionthe-collection-onlinesearch32258 —
20.12.2015], but of the much more extensive use they were in the
nearby lands of the Central Asia. It is evident because of the numerous
gemstone additions that were put on the good number of the daggers’
hilts and sheaths that are mostly in the collection of the V&A museum
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(for example [http://collections.vam.ac.ukitemO67796dagger-and-
sheath-unknown — 20.12.2015].

The hilts and sheaths of the khanjar blades were put in during the
18" and 19" century Iran were very different and made from various
materials. The hilts could have been made of jade which was very
rare — there are only two pieces from the collection of the National
museum in Tehran [Khorasani 2006: 221]. A stone colored with green
in case with the dagger from the Faberge collection in the Hermitage
museum (pic. 1) could be an imitation of jade in less expensive material.
The hilts were also made of metal and sometimes decorated with
enamel [Ivanov, Lukonin, Smesova 1979: 29, Ne 59, 62, 68] that became
very fashionable in Iran especially in the second half of the 18" the
beginning of the 19" centuries or richly ornamented with jewelers as it
is on the above mentioned dagger from the Hermitage museum
[Ivanov, Lukonin, Smesova 1979: 32, Ne 76] or the Victoria and Albert
museum [http://collections.vam.ac.ukitemO113962dagger-and-
sheath-unknown — 21.12.2015]. These very richly ornamented daggers
were popular among the Iranian aristocracy as the members of the
Qajar dynasty like for example Fath ‘Ali Shah or ‘Abbas Mirza are
shown armed with daggers of such a type [Adamova 2010: 333, 357,
cat.Ne103, 117] while above mentioned dagger from the V&A collection
is said to have been presented by Fath ‘Ali Shah to an officer of the
British East India Company Captain John Malcolm who concluded the
Company’s first treaty with the shah in 1801 [http://collections.vam.
ac.ukitemO113962dagger-and-sheath-unknown  —  22.12.2015].
G. Drouville though points out that in the beginning of the 19" century
the daggers continued to serve as the social marker in Iran and says
that the rich Iranians were armed with the strait knives (in Persian they
are called kard — 3 )\S ‘@ knife”) while curved khanjar daggers were
typical to the middle class [Drouville 1826: 65-66], but as the real
objects show the situation was more complex.

The most remarkable group of daggers consists of the pieces with
ivory or walrus bone hilts. There are fourteen such items in the Her-
mitage collection. The hilts could have been left plain (pic. 5, 11) or
decorated with carving. Ivory and walrus bone were very widespread
not only for the khanjar dagger hilts but also for the knives from about
the 17" century while the history of ivory usage for the arms decoration
in Iranian culture is very long and goes back as early as the Acaemenid
era (the famous scabbard from the Takht-e Sangin sword [Pichikjan
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1991: 94]) and continued in the Sasanian times and later till the middle
ages [Khorasani 2006: 223]. Another stage of white bone usage for the
khanjar hilts seems to have corresponded with the general fashion for
the ancient Iranian culture known at the court of Fath-‘Ali-Shah. This
fashion was reflected not only in the court life and its organization but
also in the scenes that were carved on daggers’ hilts.

These scenes are also very different but there are some daggers
where the images are defined with the script as it is with the dagger
from the Oriental Arms (by courtesy of David Darom), with the image
of a Sasanian shah Shapur whose name is written lower [Khorasani
2006: 224, cat. Ne 218]. Another dagger of such a type with the defined
image is in the collection of the V&A museum Ne717&A-1889. The
front of the massive probably ivory hilt is ornamented with an image of
a man dressed in Iranian court garments — a long coat with a sash and
a tall hat, as well as loops of pearls and other jewels — wearing a dagger
of this particular type tucked under the sash. He is also armed with a
sword and a rifle. The decoration on the front of the hilt also includes
two inscriptions in Persian, above and below the carved figure, which
together read, ‘Portrait of Manouchehr, the brave king, the prince
who wrestles panthers and grapples lions’ [http://collections.vam.
ac.ukitemO67801dagger-and-sheath-al-husayni-ahmad —
20.12.2015]. Manouchehr is a hero of the Shahnama. Unfortunately on
the museum’s site there is no photo of the dagger’s reverse and any
information about its decoration except that there are inscriptions
which give an appropriate Qurianic quatation: ‘In the name of God, the
Merciful, the Compassionate. We have opened for thee an evident
victory, the name of the maker Ahmad al-Husayni, who has the sob-
riquet Kashtah, and what is very important the date of 1254 year of
hegira which is 1838-1839 AD [http://collections.vam.ac.ukitem
067801dagger-and-sheath-al-husayni-ahmad — 20.12.2015]. The
date points that the dagger was made during the reign of Muhammad-
Shah. Another such dagger that was marked wit a certain date of
1225 year of hegira corresponding to the 1810 AD — the Fath ‘Ali Shah
time — is in the H. Moser collection Ne M.W. 205. Its hilt decoration
represents the group of characters that includes Rustam — the most
famous personage from the Shahnama — who is mentioned in the
verses put on the upper and lower parts of the hilt [Balsiger, Klay 1992:
80-81]. The scene is shown under the arch which is flanked with two
“angels” in the composition which is very similar to the one that
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decorates the relief of Tag-i Bustan. There is another dagger NeM.W.207
in the same collection with a scene made in a very close manner and
organized in the same composition with an arch [Balsiger, Kldy 1992:
81]. These daggers that seem to have been made in the same workshop
and in the same time marks the famous respect to the ancient Iranian
culture and Sasanian in particular adopted at the court of Fath ‘Ali
Shah. It was at his court that the last attempt was made to revive the
representational function of the illustrated Book of Kings [Artisans
2010: 34] while these two above described daggers mark the usage of
Shahnama stories for the daggers’ hilts ornamentation.

The scene from the famous Iranian epic could be very easily
recognized even if not marked with words as it is for example with the
classical Shahnama scene of Rustam killing Sukhrab [Khorasani 2006:
226, cat. Ne 220] while sometimes there are scenes which origin is not
evident as it is with the dagger from the Hermitage collection
Ne B.0.2349 (pic. 9). Both sides of its hilt are ornamented with different
scenes which include a landscape with the straggle of a mounted hero
(he is dressed according to the Qajar fashion and armed with the
curved khanjar) with a tiger (pic. 12), a bow hunting of another man
dressed in a kind of beast skin (pic. 12, 13) and on the back side the
same character with a kind of hammer in his hand is shown in
a landscape surrounded with animals at a rock (pic. 14). These scenes
evidently illustrate the story that was very well known for the Iranians
in the Qajar times as were the other scenes carved on the daggers’ hilts.

Sometimes the scenes and iconography of the personages carved
on a dagger hilt can be to some extant estimated as a basis for the
dagger’s dating which is usually not easy as the above mentioned
precisely dated pieces are the exception of the rule. For example the hilt
of a dagger Ne B.0.3172 from the Hermitage museum is ornamented
with the image of a warrior dressed in armour and a helmet marked
with the royal aigrettes and armed with the same type dagger tucked
under the sash (pic. 8, 15). The personage is shown seated on the chair
that became popular in Iranian culture from the beginning of the 19"
century as it is shown on the paintings [Adamova 2010: 357, 377].
Under the chair there is a lying loin as if supporting the chair. The
opposite side of the dagger is ornamented with a scene of hunting of
a young man armed with a bow on the pair of animals depicted in the
“scene of combat” (pic. 16). These images representing the archaic
personages and occupations in combination with the stylistic features
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could propose approximately the date of the middle 30-40s of the
19" century that is the reign of Muhammad-Shah while the dagger
Ne B.0.3186 from the Hermitage museum with the image of a crowned
man dressed in king garments seating on the chair (pic. 17) can be
dated to the Fath-‘Ali-Shah time. The dating is supported with the
above mentioned precisely dated pieces made in a close style and
iconography.

Simultaneously different variants of a crowned man image were
used to decorate the daggers’ hilts. One of these variants is the image of
a crowned man dressed in ordinary Persian garments of the 19" cen-
tury who is surrounded with youths and even naked children that was
carved on the dagger Ne 186&A-1896 from the V&A museum [http://
collections.vam.ac.ukitemO67970dagger-and-sheath-unknown —
22.12.2015]. Above and under the image in the two rectangular
cartouches there is a line of a verse reading “Because of the eyebrows of
the beloved there is more blood” which obviously don’t help with the
recognition of the scene. The same scene but in combination with
different verses is on both sides of the dagger’s hilt Ne 36.25.1056a,b
from the Metropolitan museum [http://www.metmuseum.org-
collectionthe-collection-onlinesearch31452 — 22.12.2015]. The
scholars described the group as figures of kings, heroes or courtiers
[http://collections.vam.ac.ukitemO67970dagger-and-sheath-
unknown — 22.12.2015]. The same group differing only with the
European styled hat of the central personage in combination with the
same verses decorates a hilt of another dagger from the V&A museum
[http://collections.vam.ac.ukitemO71462dagger-and-sheath-
unknown — 20.12.2015]. Both hilts are executed in a very close manner
that indicates that they were made in the same center but in different
workshops or just by different artists while the scene seems to originate
from a famous for the culture source.

The above mentioned line is just a part of the verse:

Ao oss Mg 50 A8 Gl gkl i)
“Because of the passion towards Plato its edge is sharper
Because of the eyebrows of the beloved there is more blood”.
There is another variant of this verse translation: “Its edge [literary
tail] is sharper than the intelligence of Plato. It sheds more blood than

the eyebrows of the beloved [sweetheart]” [Khorasani 2006: 590,
cat. 223].
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This verse is known for the decoration of different type blades till
the 19" century [Skralivetskij 2013: 116; Art of the Islamic and Indian
Worlds 2008: Ne 272]. These lines (hardly legible though) being put in
“pearl” cartouches decorate the walrus bone/ivory hilt of the dagger
NeB.O.1951 from the Hermitage museum (pic. 18). Its front side
(pic. 19) is ornamented with a medallion and a half-medallion one
under another and consequently two images of young men in. The
men are dressed in simple garments and high hats reminding the
darvish kulah. Different images put in medallions seem to have became
fashionable for the arms decoration as early as on the edge of the 18"
and the 19" century [Ivanov, Lukonin, Smesova 1979: 29, Ne 61]. The
opposite side of the Hermitage dagger (pic. 20) is also ornamented
with images of two young people. They are shown in full size embracing
and dressed in European style garments — a man in a short dress and
alady in a long one with her hair accurately done. On both sides above
the images there is a kind of pedestal reminding the style of Persepolis
reliefs. The same image in combination with the same verses decorates
the above mentioned dagger Ne 36.25.1058 from the Metropolitan
museum [http://www.metmuseum.orgcollectionthe-collection-
onlinesearch31454 — 21.12.2015], but the hilts seem to have been
made by different masters as the work differs considerably. The opposite
side of the Metropolitan museum dagger is decorated with the “king”
scene. The date of manufacturing for the dagger’ hilt with such images
can be proposed by another Hermitage museum dagger Ne B.0.3184
(pic. 5). The images with two embracing young men dressed in the
short European styled garments are not equal but close (pic. 21) to the
above mentioned daggers. The opposite side of the hilt is ornamented
with the same image but added with two angels (pic. 22). The line is the
same “Because of the eyebrows of the beloved there is more blood”
with thedate) Y+ A 7,15 )0 —“atthe date 1308” that is corresponded
to 1890-1891 AD (pic. 21).

The dresses of the young men on this dagger obviously show the
collars fashionable in Holland in the 17" century. This points to the
famous fact that the masters of the second half of the 19 century just
copied the pieces of the previous days — the glorious times of the
Safavid dynasty when the Dutch musters worked at the Iranian court
[Adamova 2010: 28, 30, 92-94] while in the 17" century the Iranian
artists mostly copied Italian paintings both engravings and oil paintings
brought to the East by the Roman Catholic divines. These paintings
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have for two hundred years been ranked higher in Persia than the
works by Bihzad and Mirak [Martin 1912: 76]. In the 19" century the
Europeanization of Iranian society started in great scale during the
reign of Nasir ad-Din-Shah (in the beginning of the Qajar reign direct
Iranian encounters with the Western world were extremely limited
[Artisans 2010: 26]) was reflected in the decoration of the daggers.
The blades of the three above described daggers are different
marking that daggers’ hilts and blades were made in different regions
and in different regions daggers were assembled though there seems to
have been centers where the daggers were made in full as some pieces
represent a very special and quite remarkable variant. At least other
four daggers can support this conclusion. One of them is Ne B.0.3185
in the Hermitage museum (pic. 23), another one is in the Metropolitan
museum [http://www.metmuseum.orgcollectionthe-collection-
onlinesearch31450 — 22.12.2015], the third is in the H. Moser col-
lection [Collection Henri Moser-Charlottenfels 1912: X, cat. Ne 233]
and the fourth is in the Muse-ye honarha-ye taziini [Honar va mardom
1344 / 1965: 22]. All the four have got a distinctive type of an ivory/
walrus bone(?) hilt which is not very much close to the I-shape while
their blades have a rib forged not on the center of the blade but on its
lower edge then changing with the wide fuller as if the blade were
remade in accordance with the fashion from a blade of another weapon.
On the lower part the blades are ornamented with a chiseled in relief
floral design marked with gold/brass(?) overlay. The hilts of these
daggers were also made in a close manner. The hilt of the Metropolitan
museum piece is ornamented with cartouches and the images of
warriors that definitely show the above mentioned fashion of the early
Qajar rulers on the Acaemenid art as does the scene with a “king” and
two attendants on the dagger’s hilt from the Muse-ye honarha-ye
taziini. The hilt of the dagger NeB.0.3185 from the Hermitage museum
is also adorned with the “king” scene. On the one side (pic. 24) the
ruler is shown sitting on the oriental throne — takht — under a stylized
arch and armed with a mace and a saber being put on his knees. Under
him there are the two youths almost boys who are also armed with
a dagger and a mace each. They are shown in the iconography typical
to the image of Imam ‘Ali while the king’s image represents the variant
that is close to the throne images of Fath-‘Ali-Shah. On the other side
of the hilt (pic. 25) there is another ruling personage who is armed
with a shield, a dagger, a saber and a mace and is also sitting on the
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takht surrounded with his arm bearers holding his another mace and
a saber. This scene represents the composition which is better known
for the Safavid court. The hilt of the dagger from the H. Moser collection
is also decorated with the “king” scene made in the same style [Col-
lection Henri Moser-Charlottenfels 1912: X, cat. Ne 233]. These daggers
evidently represent work of a common centre but the items again don't
bear the information about the place of their manufacturing while the
written sources are not completely informative regarding the details.
The shape of these three daggers’ hilts though is quite close to the shape
of the above mentioned dagger Ne717&A-1889 from the Victoria and
Albert museum [http://collections.vam.ac.ukitemO67801 dagger-and-
sheath-al-husayni-ahmad — 22.12.2015] made by master Ahmad
Husayni in 1838 and henceforward the three above described dagger
may have been made approximately in the middle 30-40s of the
19" century which is also supported with the stylistic features.

As it was already shown verses were a widespread decoration of
daggers’ hilts in the 19" century as they used to have been of the daggers
blades’ in the 15" — the beginning of the 17" centuries [Ivanov 1979:
64-77]. There seems to be the only verse which was very popular on
the arms as early as in the 17" century India [Alexander 2015: 225;
Sotheby’s 2009: Ne 145] that was preserved till the 19 century:

AL O sl ey 4a S IV BV PRI PR E QL LY JUO
AL e 0 Sl R oty alle IS s

“The hilt of your dagger will be the world conqueror

Only if the whole fist is bone.

The World will not reach the order

Without your feet in the middle”.

As M. Khorasani marks the last phrase is a Persian idiom meaning
“without your presence or intervention” [Khorasani 2006: 224,
cat. Ne 220]. These verses were put not only on the daggers’ hilts made
from ivory/walrus bone but also on the metal ones [http://collections.
vam.ac.ukitemO71240dagger-and-sheath-unknown — 22.12.2015].

The verses appeared on the dagger’s hilts haven't got any evident
connection with the scenes carved on their central part. It is the same
verses that complete the decoration of above mentioned dagger
Ne 36.25.1056 a, b from the Metropolitan museum with the “king”
image [http://www.metmuseum.orgcollectionthe-collection-online-
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search31452 — 22.12.2015]. The decoration of the hilt of another
dagger from the Metropolitan museum with these verses is a garden
scene showing a lady in oriental garments playing with a naked child
[http://www.metmuseum.orgcollectionthe-collection-online-
search25032 — 22.12.2015]. The scene with a lady, a man and a child
all the three dressed in oriental garments in combination with a line
from the verses is carved on the dagger hilt NeB.0.3167 from the
Hermitage museum collection (pic. 10, 26). The man is shown with
a crown reminding a depiction of a Keyanid one at the Qajar court. On
the opposite side of the hilt there is just a pair of a young man and
a woman (pic. 27). The variants of this scene could be the one on the
above mentioned dagger Ne574&A-1876 from the V&A museum
[http://collections.vam.ac.ukitemO71468dagger-and-sheath-
unknown — 20.12.2015] and the European styled images of a man and
a lady with a naked child combined with the Quran quotation (61:13)
on the dagger Ne 732:1, 2&A-1889 from the same collection [http://
collections.vam.ac.ukitemO71266dagger-and-sheath-unknown = —
20.12.2015] while the same Quran quotation can appear together with
a separate figure of a man dressed in European garments [http://
collections.vam.ac.ukitemO71285dagger-and-sheath-unknown = —
20.12.2015] or “king” scene (pic. 28) and the medallions with the young
men in darvish kulahs as are on the dagger Ne B.0.3180 from the
Hermitage collection (pic. 29).

The hilts were also decorated with a floral compositions as it is on
the above mentioned dagger from the Victoria and Albert museum
[http://collections.vam.ac.ukitemO67796dagger-and-sheath-
unknown — 22.12.2015] and the dagger Ne B.0.2969 from the
collection of a Russian military officer K. Ksido in the Hermitage
museum [Hermitage museum Archive: Corpus 4, Inventory 1, Act 548,
folio 36] (pic. 6). The front sides of these daggers’ hilts are decorated
with the flower bunch with the motive ‘gol-0-bolbol’ or “the flower and
the nightingale” — the image that was so famous in Iranian poetry and
hence the art till the end of the 19" century when the renewal of Persian
poetry started in the second half of the 18" century reached maturity
[Artisans 2010: 30]. This motive can be seen on the lacquer objects (for
example [Adamova 2010: 308, 309, 412, cat. Ne 74, 75, 171]) while the
basis for the paintings on the pieces of applied art was provided by the
miniature painting [Adamova 2010: 84]. The reverse of the dagger
from the Hermitage museum (pic. 30) shows a medallion with the
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representation of a miniature portrait of a European style lady made in
combination with the above mentioned verses about Plato carved over
a background with high quality floral design and the lines in Persian
put in two small cartouches above and under the central medallion.
The script in the lower cartouche is not yet legible while the phrase
in the upper one seems to read: Cuw dasa [JI] &) — ‘ahl-i [al]
Muhammad ast — “from the Muhammad family”. The line refers ether
to the dagger itself or to its owner. The quality of both hilt and blade
work is very high that may point to the royal workmanship or at least
to the special order for a Persian aristocrat. This dagger as many other
examples shows that the images on the sides of a dagger’s hilt must mot
be necessarily semantically connected one with the other.

The brief examination of the images made on the khanjar daggers’
hilts shows that despite of the vast number of such type daggers
preserved in different collections the number of subjects for their hilts
ornamentation is quite limited. These were the scenes for owners’
pleasure like images of young men and ladies (sometimes naked [Khora-
sani 2006: 227]) or for showing the socio-culturally constituted dif-
ferences between men and women revealed through erotic scenes
[Khorsani 2006: 225]; or the images of the heroes from the legendary
past who were also shown in paintings as the embodiments of national
glory of Persia [Artisans 2010: 46]; or just the scenes that must have
been easily recognizable (either with help of the verses or by their own)
like the images of the characters from Shahnama or other texts. As it
was shown these images could have been made both in European style
that was so fashionable in the second half of the 19" century Iran or in
accordance with the traditional Persian art. The European style was
chosen by a celebrated painter in his days Abu-1 Hasan Gaffari (1814-
1866) for the execution of the most lavishly illustrated Persian manu-
script of all times The Arabian Nights (1853-55). Its 3600 miniatures
were made in accordance with European compositional principles and
portraying characters wearing European-style dresses. The translation
of the tales from Arabic into Persian ordered by the shah was in reaction
of its European edition [Artisans 2010: 34, 35]. The appearance of the
erotic scenes on the contemporary paintings and hence applied art
may have been prompt by the revising of this text that had been faded
into oblivion in Iran already in the Middle Ages [Artisans 2010: 35].

The connection of objects decoration with the literature was marked
by 1. Rapoport already in the 70s of the 20" century for the ceramic
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produced in the 19" century Iran while A.T. Adamova compares the
development of Iranian lacquer painting with the situation in the
manuscripts making [Adamova 2010: 87] which according to E. Bertels
in the 19" century represented the low classes books like novels and
short stories inspired with Persian written literature [Bertels 1988:
334-337, 341]. This thesis can be supported by the fact that the images
appeared on the Iranian objects (both ceramic and lacquer ones) and
daggers of the 19" century to some extant correspond with each other
[see: Iran v Ermitage 2004: 157-158] while the similarity between
the daggers decoration and the Persian miniature have been already
marked by the scholars [Jacob 1985: 168]. The Persian miniature
images were somehow transported to the daggers’ hilts like for example
the images of the Indians that appeared on the Persian miniature art in
the end of the 17" century and then were made on the daggers’ hilts
like the one Ne36.25.781a,b from the Metropolitan museum [http://
www.metmuseum.orgcollectionthe-collection-onlinesearch31761 —
19.12.2015]. On the one side of the hilt there is an image of a Persian
warrior with a saber while on the other side there is an image of an
Indian warrior in the armour and Indian type helmet and shield. In the
17™ century the interest to Indian culture in Iran was not limited with
the painting but included the literature that resulted in appearance of
so cold “Indian style” in Persian poetry [Adamova 2010: 35]. For the
19* century Iran the images of the Indians were also quite up to date as
it was the time of active collaboration of the countries in printing
industry [Artisans 2010: 47].

The quality of the miniatures and manuscripts’ artistic expression
in Iran in the 19" century was very different. The high quality
manuscripts made in the traditions of Persian book art were still
produced for the court [Artisans 2010: 30] though parallel with the
rising popularity of the new forms of representational art, most notably
easel paintings, prints and photographs the art of miniature painting
was rapidly declining while as it was already mentioned painters of old
school took their refuge in the imitation of the 16™ and 17" century
style painting [Artisans 2010: 34] that was reflected on the daggers’
hilts decoration that was also already mentioned. The miniatures made
for book illumination were not always of very high quality even if
showing signs of influence of famous 19" century Iranian painters like
‘All Qoli Kayi (active in 1845-1860) [Artisans 2010: 49, 47] and in
terms of iconography [Artisans 2010: II, 49] corresponded with the
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images on the daggers. Besides the lithograph illustrations provided
the Iranians with the shapes and forms of mythical heroes as well as the
main characters of Shi’ite religious legends as ‘Ali, Hasan nd Hoseyn.
“After this point, lithographs came to provide the main inspiration in
designing all the wall paintings, stucco ornaments, textiles, carpets and
utensils of private homes” [Artisans 2010: 49]. The same is quite evident
for the daggers’ hilts decoration that consequently seems to have
corresponded with the rest contemporary applied arts including book
making and hence literature.

The daggers were sometimes worn not just tucked under the belt
but additionally fixed with the cord which has preserved for example
on the sheath of the above mentioned dagger Ne 36.25.781 a, b from the
Metropolitan museum [http://www.metmuseum.orgcollectionthe-
collection-onlinesearch31761 — 19.12.2015] or on the dagger from
the Oriental Arms and former collection of David Darom [Khorasani
2006: 585, Ne 218]. The cord was fixed either directly to the body of the
sheath (mostly made of wood and covered with leather of different
colors (pic. 31) or sometimes with cloth and completed with a metal or
bone end) or to a small metal loop (pic. 32) which shape corresponds
with the one known on the Caucasus daggers to fix the additional small
knives. Some sheaths of the Iranian daggers like the dagger’s one
Ne B.0.2969 have the additional space for such a small knife (pic. 33).
It appeared to be a kind of fashion that could have come with the artist
of Caucasian decent who moved to Iran ”in such a transient milieu”
[Artisans 2010: 44]. Artist of Georgian, Aseri decent along with the
Armenians of Isfahan played an increasing role in artistic innovation
representing the middle road between tradition and innovation
[Artisans 2010: 44] while the after Isfahan’s loosing its status of the
capital city the center of new artistic efforts shifted to Tabriz, the capital
of South Azerbaijan which became the first hub of intelligentsia of
European outlook [Artisans 2010: 44]. These ideas completely reflected
on the daggers decoration and their sheath construction that even in
the second part of the 19" century preserved their position as an
essential part of the male image.

The Caucasian culture of edged weapons was also to some extent
influenced by the Iranian one as it is evident for example in regard with
the dagger Ne B.0.2860 from the Hermitage museum (pic. 34). Its shape
and especially bone hilt decoration (pic. 35) are arranged in accordance
with the Persian scheme and include the personages and even the script
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that is not at all legible but just an imitation of the Arabian letters.
Sometimes the daggers seem to have been assembled somewhere in the
Caucasus region as it is clear with the dagger Ne B.0.2899 also from the
Hermitage museum (pic. 11) which blade is fixed in the hilt with small
additional steal plates marked with a brass(?) disc.

This short article that can’t claim the complete investigation of the
topic show that the khanjar daggers which had been popular in Iran for
about two centuries from the late 17" to the late 19" century being an
important part of the culture were made in accordance with the Persian
artistic traditions and hence reflected the changing tastes of Iranian
society first the aristocracy and then the members of the middle class
who became the main clients of the Persian art market from the second
half of the 19" century and on.
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Pic. 1 — A dagger. Detail. Ne B.0.2345. Iran. 1712.
The State Hermitage museum. Unpublished

Pic. 2 — A dagger. Detalil.

Ne B.0.2345. Iran. 1712.

The State Hermitage museum.
Unpublished

Pic. 3 — A dagger. Detail. Ne B.0.2345.
Iran. 1712. The State Hermitage museum.
Unpublished
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Pic. 4 — A dagger Ne 6878-2a. The Arabian peninsular. 20th century.
The Museum of Anthropology and Ethnology (Kunstkammer)

Pic. 5 — A dagger. Ne B.0.3184. Iran. 19th century.
The State Hermitage museum. Unpublished

Pic. 6 — A dagger. Ne B.0.2969. Iran. 19th century.
The State Hermitage museum. Unpublished

OnekTpoHHasa 6ubnuoTteka Myses aHTpononorum n atHorpacdumn um. Metpa Benwukoro (KyHctkamepa) PAH
http://www.kunstkamera.ru/lib/rubrikator/03/03_03/978-5-88431-323-1/
© MA3 PAH



Pic. 7 — A dagger. Ne B.0.2893. Iran. 19th century.
The State Hermitage museum. Unpublished

Pic. 8 — Adagger. Ne B.0.3172. Iran. 19th century.
The State Hermitage museum. Unpublished

Pic. 9— A dagger. Ne B.0.2349. Iran. 19th century.
The State Hermitage museum. Unpublished
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Pic. 10 — A dagger. Ne B.0.3167. Pic. 11 — A dagger. Ne B.0.2899.
Iran. 19th century. The State Hermitage Iran, Caucasus. 19th century. The State
museum. Unpublished Hermitage museum. Unpublished

Pic. 12 — Adagger. Ne B.0.2349. Iran. 19th century.
The State Hermitage museum. Detail

Pic. 13 — Adagger. Ne B.0.2349. Iran. 19th century.
The State Hermitage museum. Detail
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Pic. 14 — A dagger. Ne B.0.2349. Pic. 15 — Adagger. NeB.0.3172.
Iran. 19th century. Iran. 19th century.
The State Hermitage museum. Detail The State Hermitage museum. Detail

Pic. 16 — Adagger. Ne B.0.3172.
Iran. 19th century.
The State Hermitage museum. Detail
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Pic. 17 — Adagger. Ne B.0.3186. Iran. 19th century.
The State Hermitage museum. Unpublished

Pic. 18 — Adagger. Ne B.0.1951. Iran. 19th century.
The State Hermitage museum. Unpublished

Pic. 19 — A dagger. Ne B.0.1951. Pic. 20 — Adagger. Ne B.0.1951.
Iran. 19th century. The State Iran. 19th century. The State
Hermitage museum. Detalil Hermitage museum. Detail
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Pic. 21 — Adagger. Ne B.0.3184. Pic. 22 — A dagger. Ne B.0.3184.
Iran. 1890—1891. Iran. 1890—1891.
The State Hermitage museum. Detail The State Hermitage museum. Detail

Pic. 23 — A dagger. Ne B.0.3185. Iran. 19th century. The State Hermitage museum.
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Pic. 24 — A dagger. Ne B.0.3185.

Iran. 19th century.

The State Hermitage museum. Detail Pic. 25 — A dagger. Ne B.0.3185.
Iran. 19th century.
The State Hermitage museum. Detail

Pic. 26 — A dagger. Ne B.0.3167. Pic. 27 — Adagger. Ne B.0.3167.
Iran. 19th century. Iran. 19th century.
The State Hermitage museum. Detail The State Hermitage museum. Detail
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Pic. 28 — A dagger. Ne B.0.3180.
Iran. 19th century. The State Hermitage
museum. Unpublished. Detail

Pic. 29 — A dagger. Ne B.0.3167. Iran. 19th century.
The State Hermitage museum. Unpublished

Pic. 30 — A dagger. Ne B.0.2969. Pic. 31 — A sheath. Ne B.0.5476.
Iran. 19th century. The State Iran. 19th century. The State
Hermitage museum. Detail Hermitage museum. Unpublished
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Pic. 32 — A sheath. Ne B.0.3172. Pic. 33 — A sheath. Ne B.0.2969.

Iran. 19th century. Iran. 19th century. .
The State Hermitage museum. Detail The State Hermitage museum. Detail

Pic. 34 — A dagger. Ne B.0.2860. Iran. 19th century.
The State Hermitage museum. Unpublished

Pic. 35 — A dagger. Ne B.0.2860.
Iran. 19th century.
The State Hermitage museum. Detail
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A.B. Mouceesa

MEYETU 1 MUHAPETDI
CTAPOIOTOPOJA CAHBI

B 3710#1 paboTe aBTOp onucbiBaeT KpaTtkyto uctoputo Craporo ropoaa CaHbl 1 U3-
MEHEHUs ero rpaHuL, Ha NPOTKEHWUU HECKoNbKux BekoB. Ocoboe BHUMaHMe
VAeNnseTca rpajoCcTpouTeNbHbIM U3MEHEHUAM, NPOU30LWeINM Nocae peBoio-
umu 1962r. u rpaxpaHcKoin BoiHbl. OCHOBHYIO YaCTb CTaTbM 3aHUMAET aHanu3
W KnaccuduKaums apxUTEKTYPHBIX U CTUAUCTUYECKUX 0COBEHHOCTEN MeyeTeit
u muHapetoB Ctaporo ropoga CaHbl.

Kniouessie crosa: apxutekTypa BanxHero Boctoka, Memen, Cana, meueTs, Mu-
HapeT

Anna V. Moiseeva

MOSQUES AND MINARETS IN THE OLD CITY OF SANAA

The author gives an overview of the history of the Old City of Sana’a (Yemen) considering
how its borders were changing during several centuries. The paper focuses on changes in
urban planning brought about by the revolution of 1962 and the following civil war. In its
main part, the study examines and classifies the architectural and stylistic characteristics
of the mosques and minarets of the Old City of Sana‘a.

Key words: Middle Eastern architecture, Yemen, Sana’a, mosque, minaret.

Bbipasato ocobyto 6narogapHocTs 0.B. AHApHsIHOBOW 3a NOMOLLb B NOATOTOBKE TEKCTA.
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Cana' — ofVH U3 IPEeBHEIINX FOPOJOB MIPA, IO JIETeH/Ie OCHO-
BaHHBIT CuMoOM, cbiHOM 6ubeiickoro Hos. PacrionoskeHHas Ha BbI-
core 2 506 M Hap ypoBHeM MopsA CaHa HaXOJUTCSA y MOHOXWA TOPBI
HykyM u okpyxkeHa elle TpeMs BepIIMHAMMU-TPEXTHICAYHMKAMIL:
9H-Habu-1llan6, [I>xebenbsnp u Kannn. HasBanue ropopa n3BecTHO
cIB.H.9. [Tocenenne Ha MecTe CaHbl paHee Ha3bIBaIOCh A3ai (Y3an) —
TaK 3Ba/IM IIecTOro cbiHa KaxTaHa, pofoHayaIbHIKA I0>KHO-apaBuii-
cknx mwiemMeH. TononnM CaHa IepeBOAVTCS IPEIIONIOKITEIbHO KaK
«xopolo ykpernieHHas» [Lewcock 1983: 19; ['ycrepun 2006: 96].

ITocne Toro, kak CaHa ctana B VI B. ONUTHYECKUM LIEHTPOM, OHA
3a CBOIO JIO/ITYIO U CJIOKHYIO MCTOPUIO HEOHOKPATHO Teps/Ia I BHOBb
obpeTasa cTomuHblit craryc. Iloce o6benunenns B 1990 r. Viemen-
ckoit Apabckoit Pecriy6nuku (Cesepubiit Viemen) u Hapogroii Jemo-
kpatnueckoii Peciy6nukoii Viemen (IOxubiit Viemen) Cana crama
cronuueit Viemenckoit Peciy6muku. Opaako B mapte 2015 T. Ipesu-
IEeHT Mchyp Xaay nepenec cTonuuy B AfieH, 6I)IBH_IYIO cromuny I0x-
Horo Vemena. Cana — kpymnHeiimmit roposi B Vemene, ¢ Hacenennem
OKOJIO 2 MJIH YeJl., KOTOPBI/I aKTMBHO Pa3BUBAJICA M pa3pacTajcs
JI0 COOBITUII ITOC/IeTHNIX JIET.

PajioH, KOTOpBbII IPUHATO celiyac Ha3biBaTb CTapbIM TOpPOJOM
(Cana’ an-Kaouma)?, cpopmmposancs npumepro B XVI B. B XVIII B.
K TOPOAY OBUIV IIPUCOeMHEHBI 3ana/iHble Tepputopun: bu'p an-A36
(«Konodey, cnadkoti 600vi») M HOBOOOPa30OBAaHHBIN eBPENICKUI KBap-
tan Ka’ an-Vaxyo («Eepetickasi donuna»), BOKPYT KOTOPBIX ObIIA TO-
CTpO€Ha CTeHa B JIONOHEHNE K OCHOBHO T'OPOJICKOIL.

ITo omucanmam cepepmubpl XX B. CaHa MOXoAyuiaa Ha I€COYHbIE
qachl. B ropozie 6bII0 IeBATH BOPOT, KOTOPbIE 3aKPBIBA/IVICH Ha BpeMs
MONIMTBBI M Ha HOYb: «Ba6 anv-Wemen «Bopora Viemena», ba6 ac-
Cmpan «Bopota ykpeitusi», ba6 aw-Illay6 «Bopota nnemenu may6»,
ba6 aw-Illezadug «Bopora BeiBO3a», bab ap-Pym «Bopota B Busan-
Thio», ba6 anv-Kaa «Bopota gonuusi», bab anv-bansea «Bopora us-
BecTui», ba6 ac-Cabax «Bopora yrpa», ba6 anv-Kycema «Bopota

! 06uwen3BecTHble TONOHUMbI AaOTCA B hOpME, NPUHATON B POCCUIACKOI KapTorpa-
tbunyeckoi Tpaguumun. HasBaHuA meuyeTeil, rOPOLCKUX KBApTanoB U PaloHOB, BOPOT
1 NeMEeHCKUX TEPMUHOB BblAeNeHbl KYPCUBOM W MPUBOAATCA B (POpMe, MaKCUMaNbHO
NpUGIMKEHHOW K HayYHO TPaHCAMTEpaLMK.

2 YacTo B pa3rosopHoii peun CTapblit ropos Takke HasbialoT bab an-Memen
(N0 Ha3BaHMIO COXPAHUBLUMXCA KXHBIX BOPOT).
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KIATBBD»» (BpeMs ommcanust — 1961 r.) [CyBopoa 1964: 143]. To xe
KO/IMYeCTBO BOPOT ¥ MX Ha3BaHWA IPUCYTCTBYIOT Ha KapTe CaHBI
1879 T. UTambsSHCKOTO uccienoBarens: lemena Penzo MaH30HU
(puc. 1). OgHaKO HEKOTOpBle MCTOYHVKM YKa3bIBAIOT IIECTb BOPOT
(Bpems onmcanusi — npumepHo 1951 r.) [Daiten 1959: 79] u cemb Bo-
port (1960 r.) [ITepecpinkmn 2008: 154].

Takas myTaHuIa B YMCIEHHOCTM, BEPOATHO, BBI3BaHA VIMEHHO
PaCIUIBIBYATOCTBI0 YeTKUX TpaHuy ropopga. Ha maHHBII MOMEHT
B CTapoM ropojie OCTa/IVCh JNIIb OfHY I0XKHBbIe BOpoTa — bab an-
Vlaman, peKOHCTpynpoBaHHble ocMaHamy B XIX B., He3HaYNTeNbHAS
nepecTpolika BOpOT poBoauaach B 1970-e rogpl. 9T BOpOTa CUNUTA-
IOTCs1 OJTHOI 13 BU3UTHBIX KapTouek Canbl 1 Viemena (puc. 2). OcTasnb-
Hble BOPOTAa COXPAaHWINCh JIMIIb B HAa3BaHMAX VM MaJIOYVC/ICHHBIX
dboTorpadmsx.

CrycTs HeKOTOpOe BpeMsI II0CTIe PEBOJIIOLVIN VI CBEP)KEHIIS IMaMa
B cepezinHe 1960-X rofioB B Xofie 60/1b11011 peKoHCTpyKIyy CaHbI Jie-
MOHTVPOBA/IN 3aIaJHYI0 CTEHY, YaCTbh I0T0-3aIIaIHOI CTEHBI ¥ IOYTU
Bce BopoTa. CnoBa MuHuctpa OO61jecTBeHHbIX pabot (Busapam an-
awiean an-’amma), 3aHVMaBIIETO 3TY TOKHOCTD B 1960-e rogpr: «MbI
He XOTUM 00'beKTOB, HAIOMIHAIOIIVIX HaM BpeMeHa, Korfa CaHa Obl1a
OTCTaJIol, — BpeMs IpaBjIeHNA MMaMa, Korfa CaHa OblTa OKpy)XeHa
IIMHAHBIMY CTeHaMu. MBI He XOTUM 3TMX cUMBOIOB. [Lamprakos
2006: 121]». OHM He XOTeNy OCTAB/IATb HATOMIUHAHYE O 3aMKHYTOCTI
ropofia ITIMHOOUTHBIMYU CTEHAMM, KOTOpPbIe Ha CaMOM Jiefie ObUIM BO3-
BeJIeHbl He VIMaMaMU, a OCMaHaMU JIA YCUIEHNS 000pOHNUTEIbHO
CUCTEMBI TOpOJa BO BpeMeEHA IEPBOIT I BTOPOJ OCMAHCKO OKKYIIa-
iy [Lamprakos 2006: 122].

[ToMMMO HeMOHTaXka CTEH ¥ CHOCA BOPOT BO BPEMs 9TOIl PEKOH-
CTPYKLUY ObUI CYJIDHO M3MEHEH C/IABAIMIICA CBOMMM CaZlaMyl pajioH
bu’p an-A36. 9T0 MeCTO pe3ueHIMIl MIMaMa ¥ OCMaHCKVX YMHOBHU-
KOB. PajioH 3acTpowmy cOBpeMeHHBIMIU TUIIOBBIMU JJOMaMM, XapaK-
TEPHBIMM JUIS HOBBIX KBAaPTa/IOB KPYIIHBIX OIV>KHEBOCTOYHBIX TOPO-
JIOB, HaIIpUMep, eTUIETCKIX. B 370 ke Bpems Ha MecTe BopoT ac-Cabax
u an-Xy3atima nosBunach mwiomanb Taxpup. OgHaKo KpyNHbIE 37a-
HVISI COXPAHWINCH, TaKMe KakK, HallpyiMep, OAVH V3 JBOPIIOB VIMaMa
Bo3/le MeueTnt Kyb6bam an-Mymasaxku, Tne ceiidac Haxogurcs Ha-
LVIOHA/IbHbIV MY3eIl.

B panpHeiiieM ropop OpIcTpoO BbIIen 3a rpaHuibl Azn-A36 u Ka
Haxyd u cuibHO paspoccs. MHOTOe MeHsieTcs, HO TTaHOpama CTapoi

>
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CaHbl TO-TIpeXXHEMY IIEPEHOCUT HaC B CKa3Ky «LIBeTOK ThICAYN 1 OfI-
HOVl HOuM», puabMa, cuaroro IIbepom ITaomo Ilasonmum (1974 r.).
A 4gyTb panee, B 1970 r., I[Ibep ITaono [lasonmum cHANM JOKYMeHTalb-
Hbll 14-MunyTHBIT GunibM «Crensl CaHbl». ITOT GuabM CTam BO3-
3BaHueM K IOHECKO c npussiBom coxpannutb Crapslit ropos CaHbl
OT paspyLIeHS.

B 1984 1. 6p1710 co3mano ob6mjectBo 10 oxpaHe Crapoit CaHbl, ye-
pes3 Tpu rofia IeperMeHOBaHHOe B [eHepa/IbHOE yIIpaB/IeHNe 10 OXpa-
He uctopudecknx ropogios Viemena (GOPHCY). A B 1986 . Crapbiii
ropoy, Canbl 6611 BHeceH B Crincok BcemmpHoro Hacnegus FOHECKO,
OTOZIBUHYB Te€M CaMBbIM YIPO3y JCYE3HOBEHMS 3TOTO YHMKAIbHOTO
KOMIUIEKCHOTO ITaMATHMKA apXUTeKTypsl. Ceituac rpanniamu Crapo-
ro ropoza CaHbl CUMTAIOTCA KOHTYPBI TOPOACKOiL cTeHbl X VI B.

Cana’ an-Kaduma yCloBHO pasfenseTcsi Ha TPU YacTU BEPTUKATLA-
mu Bajgu Caiina n peiHKoM (cyk). I[To manHbIM Havama 2000-X rofos
B HeM 64 kBaprana [Cana 2005: 140-141]. ITonmagas suepssie B Cra-
PBI TOPOJ, YeJIOBEK [yMaeT, 4TO 3[ieCh HEBO3MOXKHO OPYIEHTMPOBATh-
c, a y3Kue Oe3bIMAHHbBIC YIOYKM IPENCTAB/IAITCA TaOUPUHTOM.
Iloma GaIeHHOro T, CYlIeCTBYyIoNIero B VemeHe cornacHo apxeo-
JIOTVYeCKVIM JICCTIEIOBAHNAM ellle C JOMCITaMCKIX BpeMeH, CTOAT I10Y-
TV BIUIOTHYIO PYT K APYTY, ¥ IIO YINUIIaM He Be3Jie MOXKeT IIPOoeXaTh
JIeTKOBOJI aBToMoOMIb. HO B 3TOM /1abupuHTe Haxke HaJl BBICOKVMM
JIOMaMJ BBICATCSA, KaK MasKV, MUHapeTsl. [1o HUM, Ipy HEKOTOPOM
3HaHWM, OpMEHTUpOBaTbcs B CrapoM ropope mpoige. MeueTn u Mu-
HapeTbl B CaHe COXpaHWINCh TOPAs3/o JIydlle, YeM TOPOfCKas CTeHa
VI SKIIbIe IoMa. ITO 00YC/IOB/IEHO VICIIO/Ib30BaHMEM PV CTPONUTEIb-
CTBe MeyveTell 00TeCaHHBIX KaMHell 1 000XX>KeHHBIX KMpIYeli, KOTOo-
pble COXpaHAITCA rOpa3io JIydlle, YeM >KIJIble ITIMHOOUTHbIE TOMa,
HOfIBEp)KEHHBIe OOJIbIIEMY pPa3pYIIEHMIO, HAIIpUMep, OT CEe30HHBIX
NIMBHEN, KoTopble 6b1BatoT B CaHe BECHO 1 B KOHIIE JIeTa.

Kak 1 rpaHnIipl ropoja, TOYHOE KOMMYECTBO MUHAPETOB U Mede-
teit B Cana’ an-Kaduma nonroe BpeMsi 0CTaBaIoch HeTOUHBIM. [leTep-
COH ykasbiBaeT, uTo B CaHe 34 «mcTopmyeckue MedeTn» [Peterson
1996: 34]. «B Cana B 1960 r. 661710 25 Meveteti» [[Iepecbnkun 2008:
156]. Knopgu @aiten npumMepHoO B TO >ke BpeMs nuuiet: «B CaHa okono
COpOKa MedeTell, IPYMepHO IATHAILATD 13 HUX VIMEIOT O9eHb Kpacl-
Bble MMHapeTb» [Parien 1959: 83]. B nccnepoBanmsax XX B. 1o apxu-
TeKkType VleMeHa OMMChIBAIOTCA IUIIb OT/ENbHBIE MedeTH. B nccemo-
BaHMAX Havasa 2000-X TomoB NMOABMINCH OOjlee TOYHbIE NaHHbIE.
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MeueTu 1 MMHapeTbl CTaporo ropoaa CaHbl 271

B Crapowm ropoge 46 meuereit [Can'a 2005: 285]. (puc. 3). Ho moka
B JICC/ITIOBATE/IbCKOIL JINTEPAType HeT ITIOJIHOTO aHa/lu3a BCeX Mede-
teit Cana’ an-Kaduma m uctopum mMx moctpoiiku. Viccnemosarenn
IpeAIoaraioT, YTo OO/NBIIMHCTBO MedYeTell B IL[eHTPaJbHONM YacTH
noctpoeHo B VII-XII Bekax.

K 3amajy ot r1aBHbIX BOpoT Ba6 an-Mamar HaxomaTCs eHTpaib-
HBII U ApeBHeumit ppiHOK Cyk an-Musnx (CONSTHOM PBIHOK) U MeYeTh
an-IIncamu’ an-Kabup (puc. 4), o 2007 1. ABIABLIASICS [TaBHON (IIAT-
HUYHOIT) MedeThIo ropoaa. C 2008 r. mATHNYHON MedeThio CaHbI cTa-
na medeThb Ac-Canex (MedeTh uMeHu Anu A6panbl Canexa, ObIBIIETO
npesnjieHTa cHavyama CeBepHOro, a 3aTeM 00befHeHHOTO VemeHa),
HaXOJAIAsACA B HOBOM paitoHe CaHBI Hefla/IeKO OT pe3uieHIIUN TIpe-
sugenTa u 1wiomamu Ca6’ux. OKOHYaHME CTPOUTENbCTBA U TOPKe-
CTBEHHOE OTKPBITHE COCTOSIIOCH B HOs10pe 2008 1. Ha maHHBIT MOMEHT
5TO camasi 6o7blast ¥ COBpeMeHHas MedeThb B Viemene (puc. 5).

Meuets an-/wamu’ an-Kabup, cornacHo nmpegaHuAM, IOCTPOEHa
II0 BOJIE CaMOro npopoka Myxammena. [Io ogHMM MCTOYHMKAM, Me-
4eThb ObUTa MocTpoeHa B 628-629 rr. [Cana 2005: 302; I'ycrepun 2006:
101], mo gpyrum — mexy 705 u 715 rr. [Finster 1992: 127]. 910 BTO-
past MeueTh IO IPEBHOCTH B VleMeHe, TIepBOIi Ke MEYEeThI0 CINTAETCA
An-JImanadutia, koTopas Obl1a moctpoeHa 6mm3 ropopa Taus B ropo-
me >xaHaj npuMepHO B 609 T. (COr/IacHO IpefaHuIo IO ITOBEIEHNUIO
npopoka MyxamMefa mocTpousa ero copatHuk Myan 6en J[>kabanb
[TycTepun 2006: 106]). Ere ogHa ereHsa Iacur, 4To /sl CTPOUTENb-
cTBa Medetu an-/wamu’ an-Kabup MCIONb30BaINCh KaMHM paspy-
meHHoro Bopua Iymoan [Ilepecsinkun 2008: 154; Lewcock 1983: 75;
[TnorpoBckmit 1985: 27] u cobopa Kanuc, cyiiecTBoBaBIIero BO Bpe-
MeHa IpaBuTena AGpaxyl B JOUCTaMCKIie BpeMeHa.

CornacHo kmaccudukaunm bapbaper @unctep [Finster 1993]
B VleMeHe CylIecTByeT Tpu THIIA MedeTell: KyOudecKuii, KOHTpUSPII-
HBII (JIBOPOBBIIT) ¥ TUTIOCTUIBHBIN. An-/Incamu’ an-Kabup oTHOCUTCS
K KOHTPUAPTHOMY TUITy MeYeTell, [yIA KOTOPOro XapaKTepPHO HalMi-
gye OOIIMPHOTO OTKPBITOTO BHYTPEHHETO JBOpa C pasMelleHHON
B HeM KubOoii, apkajg ¢ HepaMy U 3aKPBITOTO IOMEIEHNS Xapam
(puc. 6).

KoHTpusppHblii  (ZBOPOBBII) TUI IIMPOKO pacCIpOCTpaHEeH
B apabckoMm Mupe. K atomy Triy Medereit oTHOCATCS MedeTb OMeiisi-
noB B [lamacke, MmedeTb Myxammena Anu B uutajenu B Kaupe, lony-
6as meuyetb B CrambOyrte, an-Macmkup an-Xapam B Mekke 1 fip.
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An-JImcamu’ an-Kabup HeOIHOKPATHO pacIIMpsIach U pecTaBpu-
poBasack. B amoxy Omeiianos K MedeTyt ObUIM IPUCTPOEHBI /1BA MI-
HapeTa M yCTaHOBJIeHa Kuba. A B artoxy A66acuzmos B 1258 1. jobas-
JIEHBI apKafibl C 3allaJJHOM M BOCTOYHONM CTOpPOHBL B 1972 1. B Xopme
pEeHOBAIMY MeYeTV B OHOM 13 aTTVIKOB ObUIN 0OHAPY KEHBI IpeBHIE
PYKOIINCY, KOTOPBIE ceffyac XpaHATCA B CO3[IaHHOM IIpy MedeT JJome
MaHyckpunTos. [locnenuas pecraspanusa nop arupoit KOHECKO Ha-
vajach B 2003 I. ¥ BK/II0OYasa B ce6s1 apXeoIorndecKye NccaeSoBaHms.

V3nayanpHo Bornblas MedeTs OblTa KBafipaTHOI GOPMBI, OCTe-
HIEHHO yBe/INYMBAACH 3a CUET apKaTyphl. /1 JieMeHCKIX MedeTell Xa-
paKkTepHa IUIOCKas Kpbllla 0e3 KyIo/la, KOTOPYIO IOfEp)KMBAIOT
MHOTOYNC/ICHHbIe KOMOHHBL. B konmounane an-icamu’ an-Kabup vic-
C/IefiOBaTe/N IIPeAIIoNaraloT Haadye KOJOHH HOMC/IAMCKOTO TIepuo-
la u3 paspyuieHHoro jBopua I'ymman (puc. 4). OHU 3HAYUTENTBHO
OT/INYAIOTCA 110 $OopMe U CTUIIO OT TPAAUIVIOHHBIX JIEMEHCKMX —
HPSIMBIX C IPOCTOI KaUTeNbIo (puc. 7).

KeccoHHBII1 TepeBsIHHBIN ITOTOJIOK — ellje OJHa 0COOEHHOCTD, Ya-
CTO BCTpEYaoIIasAcA B IPEeBHNX MeueTAX paiioHa Jxabenvy CeBepHOTO
VlemeHa, HanpuMep, B MATHUYHBIX MeveTsX B V66e, [I>xubrne, Kapka-
6ane. Hanboee MCKyCHBIN ¥ HeJaBHO OTPeCTaBPUPOBAHHBIN Jiepe-
BSIHHBIII TIOTOK HaXOfUTCs B MedeTu Asn-Abacca B cenenuu Acuad
B 40 kM Ha 10ro-BocToK oT Canbl (puc. 8, 9) [Baker Ph. 2004].

MHe He yanoch Bo BpeMs Ttoe3yiku B 2009 1. B Vemen nonactb B ai-
Incamu’ an-Kabup. VI 5T0 HeyMBUTENbHO, Beb BXO /I HEMYCY/IbMaH
B 9Ty MeYeTb 3allpellleH, BIPOYeM, KaK U B OOJNBIIVHCTBO MedeTell
CaHbl. YHa/l0ch 3aCHATH JIMIIb KYCOK ITOTO/IKA B BOCTOYHON apKaje
(puc. 10). Ho pmaxe ata dororpadus okasanach ygadHOl, TaK Kak Ha
Hell ObUI 3aVKCHPOBAHbI ISMEHEHMA 110 CPABHEHUIO C JOCTATOYHO
pacrpoctpaneHHoi poTorpadueit Hagana 2000-x ropos (puc. 11).

[Tpu cpaBHeHUM maHOpaMHBIX ¢poTorpadmit bonpuroi meyeTn Ha-
vaja XX B. (puc. 12) 1 COBpeMeHHBIX BUJHO, YTO Celf4ac MOYTH MOJI-
HOCTBIO OTCYTCTBYeT 3yO4aThIii OOpAIOp 10 BHEIITHEMY Kpalo IlepyMe-
Tpa KpbIIIM. DTOT OOPAIOp IIEMKOM COXPAaHEH TOJMBKO Ha KpBIIIe
Kn671bI (puc. 4).

OCHOBHOII 0cO0E€HHOCTBIO ITIaBHOM azn-/Iucamu’ an-Kabup siBnsiet-
s Ha/IM4yie IBYX BBICOKUX MUHAPETOB ¥ KMObL. JINIIb HOBas MeyeThb
Ac-Canex IpeBOCXOUT KOMMIECTBOM MIHAPETOB, KOVX Y Hee LIeCTb.
/1 HacKOTIPKO CKpOMHA BO BHEIITHEM U BHYTPEHHEM JIeKOpe, BKIIIoYas
CKPOMHOCTb M WM3SIIEeCTBO Muxpaba m MuHOapa, an-wamu’ an-
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Kabup, HacTONbKO >Xe 6orata B APKOCTY U pa3Maxe MedeTb Ac-Canex
(puc. 5).

Ho opHO 13 6eccriopHbIX BOCTOMHCTB Medetu Ac-Caznex — 310
BO3MOXKHOCTD 3alITV B Hee HeMyCy/IbMaHaM. Tak jKe HeXapaKTepHOII
0COOEHHOCTBIO ABJIACTCSA MOJMTBEHHBIN 3a [y >KeHIMH. EpwH-
CTBEHHAasA MeYeTb, I7ie, 10 MOVIM CBEICHVAM, €CTb BBIIE/IEHHOE MECTO
11 JKEHIIVH, 3T0 MedeTb An-Baxupuiiiia B BocTouHoit yacTu Crapo-
o Topofa.

Kak yxe ynommuanocs Bbilte, B Cana’ an-Kaouma 46 medereii,
VI TO/IBKO 26 3 HUX MIMEIOT MMHApeThl. B mepBble rofpl ucmama Mede-
TV CTPOVINCDH 6e3 MUHapeToB. V p13bIB Ha MOUTBY, COITACHO IIPU-
JaHVAM, IPOU3BOAVIICS MY33MHOM C KPBIIIV MEYETH.

HekoTopble 3eifanTcKyie GOTOCIOBDI BBICTYIIAMN IPOTUB CTPOM-
Te/IbCTBA MIHAPETOB HAa TOM OCHOBAHNY, YTO OHJ HATIOMJHAIOT IIepK-
BU. DTO 3alpeT, BUJUMO, He Kacajcs KPYIHBIX MedeTell, ¥ IHOocie
XV B. aTOMY 3ampery y>xe He cnegoBaiu. [Lewcock 1989: 89; Varanda
1994: 71]. BeposiTHO, 607bIIMHCTBO MUHapeToB B CaHe ObUIM Ipu-
CTPOEHBI K y)Ke paHee IIOCTPOEHHBIM MeYeTsAM.

B CrapoM ropoge MHOTO He6O/IBIINX OFHOITAXKHBIX IIPSMOYTOJIb-
HBIX MedeTell 6e3 MIHapeTOB, KOTOPbIe 4acTO TepsIoTcs Ha GoHe Oa-
IIEeHHBIX JOMOB (puc. 13, 14). V1 He Bcera Ha mepBbIii B3I/ MOXKHO
IIOHATD, YTO 3TO Me4eThb. VIHOIA MNIIb HeaBHO ITOBEIIEHHAA 30710-
TYCTas1 TAOMITIKA V1 IPVIE/IAaHHDII Ha KpbIlIe Merad)OH MOXKeT IOMOYb
VIHOCTPAHIYy IOHATD, YTO 3TO MEYETb.

OpHa U3 crapeimnx MeyeTeit ropopia Ap-Pudéar HaXOOUTCS B He-
NOCpefiCTBEHHON 6nmsoctu ot Ba6 an-Vlaman m 49acto momajaeT
B Ka/[p IAaHOPAaMHOII CbeMKI BOPOT, HO pacCCMOTPETb MeYeThb CO BCex
CTOPOH 13-3a IVIOTHOM 3aCTPOMKY HEBO3MOXHO (puc. 15), Tem 6oree
4TO 3TO CaMoe HavyajIo 6asapa U BO3JIe ee CTeH YacTO CTOAT TOPTOBIIbI
(puc. 16). MuHapeTa y Me4eTy HeT. BHellHue CTeHbI BLIITOTHEHBI U3
OTECAaHHOTO CepOro KaMH: 1 HUKAK He JIeKOpupoBaHbL. IIpsAMoyronb-
Hasi popMa C IIOCKOI KPBIIIeil, ITOiep)KMBAeMOll MHOTOYMC/IeHHbI-
MM KOJIOHHAaMU, HalloMMHaeT 6osbile GOopMy JOMCTAMCKIX JieMeH-
ckux xpamoB [Peterson 1996: 251; Schmidt 1988: 78].

JHorpa, cenys MO M3BMINCTBIM Y/IOUYKaM B CTOPOHY BBICOKOTO
KPacyBOTO MIHApeTa, 0OHAPY>KMBAETCS COBEPIIEHHO IPOCTAsA MIHM-
MaJIbHO IeKOPMPOBAaHHAs MedYeTb, KaK, HallpuMep, Me4eTb Anu ubH
A6u Tanuba. VI3-3a y30CTH ylI0OYeK He BCer/ja MOXKHO ITOHSATH, K YeMY
MIMEHHO IIPUCTpOeH MuHapeT (puc. 17).
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Meueru [wcanax v An-Madxab pacrionoxeHsl psgoMm. VIx pas-
HensgeT y3KUil IMPOXOJ, LIMPVHOM OKOIO 2 M, BEAYLINUI KO BXOJaM.
Hauao sToro mpoxopja BeHYaeT apKa, Ha KOTOPOJl PacIOOXeH M-
HapeT BBICOTO IPUMEPHO 4 M, CIy)Kaluil 00erM MedeTsIM O[HOBpe-
MEHHO, HO TepPUTOPUATBHO OTHOCAIMIICA K Jxanax (puc. 18).

Meuetp An-Abxap HaxopuTCcs B I0>KHOI yacTu Craporo ropopa
B offHOMMeHHOM KBapTase (puc. 19). [loctpoena ona 6puta B 1374 1.
Ky6uueckas ycpimanbpamiia 6bu1a npuctpoena B 1748 r. bapbapa Oun-
CTep OTHOCKT 3Ty Me4eThb K KOHTPMAPAHOMY THUITY, IIPY KOTOPOM KO-
JIOHHBI yAep>KMBawT npsmoit notonok [Finster 1992: 132]. OpHako
y MedeTy HeT apKaTyphl I BHYTPEHHUII IBOP ¢ cabunom (MecTo i
OMOBEHNII) OOHeCeH JIMIIb BHELTHEN CTEeHO, IPUCTPOEHHON K 3/ja-
HVIAIM, OTHOCAIIVIMCS K MedeTy. Pe3Hoil 1o mTykaTypke Muxpab Ha
MoMeHT ¢oTtodukcanyu B 2009 . 6b1 sipko packpauieH. (puc. 20).
Kpaii kpplmu 1o epuMeTpy, Kak Korga-to u 'y an-Ixamu’ an-Kabup,
yKpalleH 3y04aTbIM 1osicoM. IIpsAMOyropHOe OCHOBaHMe MIHApeTa
ObII0 cOOpyXKeHO NpuMepHO B 1390 1. OTIMYUTENBbHOI YePTOI 3TOTO
MIHapeTa SBJIAITCA PACIONOXKeHHbIe Ha BHEITHMX TPAHAX OCHOBA-
HYIA CTpe/IbYaThIe HYIIV C Pe3HBIM IEKOPOM II0 IITYKaTypke (puc. 21),
XapaKTepHBIM UL leKopa MedeTeli ropoa 3abuaa. Ha BHeImHux cre-
Hax YCBIIA/JIbHNUIBI U MuHapeTa MedeTn Canax aod-/Juxa Taxoke pac-
HO/TaraloTCsl 37IeMEHTBl Pe3HOro Hekopa (puc. 22). ITOT CIOXKHBIA
JIeKOp OPYIEHTMPOBOYHO OBIT M3TOTOBJIEH B 00MX MEYeTAX OTHOBpe-
MeHHO — 0Ko0/10 1390-x rogos [Finster 1992: 132].

CaHckue MUHapeTbl — Hanbosiee y3HaBaeMble SJIeMEHTBI MedeTeil
B naHopame Cana’ an-Kaduma. BeinonHeHHBIE B OJHON IIBETOBOIA
raMmme (KOpMYHEBO-0e/1011), OHM COCTABJISIIOT € XKVJIBIMU JIOMaMU ey~
HBIII CTYIMCTUYECKUIT PUCYHOK ropoga. IIpAaMoyronpbHoe ocHOBaHue
MIHapeTOB U3TOTAB/INBAETCS U3 00TeCAaHHOTO YepPHOTO 6asanbra Xao-
JHap an-acéad VUM, YTO 4Yalle BCTpedaeTcsd, U3 xabaul — YepHOro
IJIaJIKO OTECAaHHOTO IOPYUCTOro KaMHsA. OCHOBaHMA MIHApPETOB Mede-
Teit an-Maodpacca (puc. 23) u Canax ao-una (puc. 24) BBIIIOTTHEHBI 13
000X KEHHOTO KUPIINYa adxypp M MOKPHITH INHGO Mypabba an-
xaoxap [Marchand 2001: 54]. IlenTpanpHast 4acTb 4aie UIVHIPU-
94eCKOJ KOHCTPYKIVIV C KOHCOTTbHBIM 0a/IKOHOM JIJISI MY3/I3UHa, YBEH-
YaHHasg HeOOJbUIVM BBITAHYTBIM KymnonoM. IDImmHda, cosparomas
[IeKOpaTVBHBIE TO/IOCHI, BK/IIOYAETCA BO BpeMsA KUPIUYHON KIaIKN
IpU CTPOUTENbCTBE. B manbHerieM OHa MOXXeT MOKPBIBATbCSA II0-
Oenkoit My ocrarbcsi HekpamieHoi. K mpumepy, Ha ¢ororpadusx
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Havyasa 2000-X TOZoB MMHapeT MedeTu An-A6Xap MOMHOCTBIO mobe-
neH. A B 2009 . 611 BbIO€TIEH JIUIID TEKOP.

B Crapoit Cane nuuib yeTbIpe MedeTy MMeIOT onycdeprdecKnit
OOJIBIION KYIIO/ Hal MOIMTBEHHBIM 3a/I0M 6e3 KeCCOHHOTO IIOTOJIKA.
910 An-bakupuiitia (puc. 25), An-Tanxa (puc. 26), An-Mapaouiia
u An-Maxou A66ac (puc. 27). VI oHM UMEIOT CIlelagbHOe Ha3Ba-
HUe — Macoxud ky66a. KyrnompHoe CTpOUTENbCTBO, XapaKTepPHOE JIs
MHOTVIX MYCY/IbMaHCKIIX PEIVIOHOB, He VIMEJIO BIVISAHMA Ha TPaJyIIN-
oHHYyI0 apxuTekTypy Canbl. Tem 6osee 60NBIIMHCTBO MedeTeil 6bIIO
IIOCTPOEHO JI0 IepBOIl OCMAHCKOJ okkymauuyu. Hebonbime kymona
0o/bIle XapaKTEePHBI /IS YChIITQTbHNUL], BXOIHBIX IIOPTA/IOB B MEYETH
1 o01jecTBeHHBIX 6aHb (xammam) B Crapom ropoge Canbl. s can-
CKOW mMacoxuo xky66a XapaKTepHO pas3MelljeH)e KYIIojla Ha BOCbMMU-
rpaHHOM 0OapabaHe C OKHaMu, KOTOPbIJI B CBOI0 OYepelb CTOUT Ha
KyOuueckoM ocHoBaHUM. [Io ero deTbpeM yIZIaM PpacIONIOXKEHBI
HeOoJIbIINe LMIVHApUYecKue OameHku. [lepBas Takas MedeTb —
An-baxupuiiiia 6pl1a TOCTpOEHa OCMaHaMM BO BpeMsI IIEPBOIl OCMaH-
ckoit okkymaunuu Viemena B 1592 . [Can’a 2005: 321] B BOCTOUHOI!
yacTy CTaporo ropoga.

BayTpp Meuetn An-baxkuputitia MHe IIOIIACTb YAAIOCh. B TO Bpems
MeXly HamazaMi ObIJIO Majio Hapofy ¥ Masio KTo oOpalan BHUMA-
HIIe Ha 4y)XecTpaHIleB. Kak s y>ke roBopumia, onactb XpUCTUAaHNHY
B JIeMEHCKYI0 Me4eThb B IIPMHIIIEe BO3MOXHO. Hayto muib BbIOpaTh
IPaBIIbHOE BPeMs ¥ MECTHOTO IIPOBOJHMKA, >KeIaTeIbHO MYCY/Ib-
MaHIHa.

Kaxk 1 MHor1€ TieMeHCKMe MedeTH, An-bakupuiiiia mopaxkaeT cBoeit
CHep>KaHHOCTBIO B JleKOpe ¥ MVHUMAIM3MOM jeTasneil. YeTolpe yria
MOJINTBEHHOTO 3ajIa IIOf KYIIOJIOM VM MUXpa6 YKpallleHbl HeXapaKTep-
HBIMM JUIS1 IeMEHCKOI apXUTEKTYpbl MykapHacamu. Kamapuiiu, Tpagu-
IIVIOHHBIE CAaHCKVE BUTPaXKY, MCIIONb3YIONIVEeCs Jallle BCETO B SKMIIBIX
Y QJIMVHUCTPATVBHBIX JOMaX, COCEACTBYIOT C HAapUCOBAHHBIMIU IIOX
KYIIOJIOM 30/IOTBIMY Ba3OHAMIU C LIBETaMV B IICeBJO-0apOYHOM CTHIIE
(puc. 28). Tem He MeHee POCIIVICh MUHVMAJIbHA, OHA JINIIb NOYepPKIBa-
eT apXMTEKTOHVIKY: ITapyca, apKi1 1 apxuTpaBbl. Kak roBopuiocs Bolie,
B 9TOJI MEYETH eCTb MeCTO JyIA JKEHINUH. JTO NOJHATAsA HAJ BXOLOM
pe3Has IUIOIIA/IKa, ¢ KOTOPOJ YHOOHO paccMaTpyBaTh MPOCTPAHCTBO
MOJIUTBEHHOTO 3a7a (puc. 29). An-bakupuiitia mpenctasiseT co6oit 00-
paser] OCMaHCKOJ apXUTEKTYPbI TOTO BPEMEHM C JIeMEHCKVIM aHTypa-
YKEM: MIHAapeT Maca/pKIAY Ky00a BBIIIOTTHEH B CAHCKOM CTHTIE.
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CaHa — yHUKaJbHOE MeCTO: CTWIb €€ CTapbIX JJOMOB, MedeTeil
Yl MTHAapETOB, UX JIEKOP COCTAB/IAIT OT/INYNTEIbHYIO TePPUTOPIATID-
HYIO TPAJVIIVIO, KOTOPask IIPU BCeVl CBOEN APEeBHOCTY TPebyeT IOCTO-
SHHOTO BHMMAHMA M HopfepxaHudA. [locmenHye Tpy mecATMICTHA
Crapplit ropop; CaHbl akKTMBHO M3y4aeTcs. IIpoBefjeHbl HECKOIbKO
KPYIIHBIX pPeCTaBPALMOHHBIX IIPOEKTOB IIPM Y4YacTUM JeMEHCKNX
Yl MTHOCTPAHHBIX OPTaHM3aIUI 10 COXPAHEHMIO apXUTEKTYPbI TOPOJA.
HecTtabunpHasa momurudeckas CUTyalusA B CTPaHe TOPMO3NT IIPOBe-
JIeHVe PeryIsApHBIX PeCcTaBPallMOHHBIX pabOT M HAHOCUT BpeJ, CO-
xpaHHOCTM mamsATHUKOB Canbl. Tak, Bo Bpems 6ombexxek B 2015 T.
YaCTUYHO NocTpasana ky66am An-Maxou. K caacTbio, MOTUTBEHHBII
3aj1 He ObUI TOBpeXXeH. UyTh paHee B cOCeHEM KBapTajle ¢ MeYeThIO
An-Abxap 6pUIM paspylIeHbl Xunble foma. Ho B nienom meveru Cra-
poro ropopa CaHBI [TOKa OCTAIOTCA B COXpaHHOCTH. V] OyeM HaiesATh-
Cs1, YTO OHU He IOCTPAZIAIOT.
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Puc. 1. Kapra ropoga CaHbl, BbinonHeHHas Pen3o Mansonu. 1879 rog.
13 OTKPBITbIX UCTOYHMKOB

Puc. 2. IOxHbie BopoTa b5ab asi-Mamar.
OTKpbITKa MUHMCTEPCTBA Typuama Vemena. 2000-e rogpl
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Puc. 3. Cxema pacnonoxenus mevetein B Crapom ropoae Canbl [Can’a’ 2005; 285-284].
HekoTopble MeyeTH, ynommHaeMble B cTatbe: 2 — Ar-Mapaagmia, 4 — An-baknpuiiia,

T — Canax ag-finm, 8 — An-Magpacca; 12 — An-Manxa6; 13 — [Ixarnax, 17 — Ap-Pesgar,
21 — A nbH Abun Tammb, 22 — an-Lxamm’ an-Kabmp; 26 — An-Abxap;

29 (mexqay Homepamu 31, 33 u 32) — An-Tanxa; 40 — An-Lxana’, 41 — An-Haxpesix,

42 — An-Maxgn Abbac

Pvc. 4. Obwias naHopama meyetn ar-xamu’ an-Kabup. [hitp://mww.whitr-ap.org/]
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Puc. 5. Meuetb ac-Canex. 06wmin Bua. ®oto asropa. 2009 rog

Puc. 6. Cxema meuetn. An-Lxamn’ an-Kabup. [Can’a’ 2005]
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Puc. 7. BHytpu meyetn an-Lxamm’ an-Kabup.
Ha ¢oT0 BuaHbI KONOHHBI (60/1EE TOHKME) AOMCNAMCKIX BPEMEH
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Puc. 8. O6wwmit Bup, Mmevetn An-Abacca B AcHade. [Baker Ph. 2004]

Puc. 9. KecCoHHbIIt NOTOMOK 1 KONOHHBI BHYTPM MeyeTn An-Abbaca B AcHade.
[Baker Ph. 2004]
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Puc. 10. KeccoHHbiit notonok. An-Zxamn’ an-Kabup. doto ana astopa. 2009 rog,

Puc. 11. KeccoHHbiin notonok. An-Lxamm’ an-Kabup. [Can’a’ 2005]
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Puc. 12. Mevetb Asr-Lxamu’ an-Kabump. Google. OpueHTupoouHo 1929—1934 ropa

Puc. 13. Kpbiwa mevetn An-Zxana’. ®oto astopa. 2010 rog
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Puic. 14. O6wwmii BUA, Ha KpbiLy MeveTn Ar-Haxpesin. ©oto astopa. 2010 rog

Puc. 15. OxHas ctopoHa meyetn Ap-Pezgear. ®oto astopa. 2009 rog
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Puc. 16. Bxop, B Meuetb Ap-Pezggar. Goto astopa. 2009 rop,

Puc. 17. Meyetb A nbH Abn
Tamb. doto asTopa. 2009 rop,
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Puc. 18. Apka ¢ MuHapeToMm, BeayLas B mevetu Ar-Maaxab v [xarax.
®oro aeTopa. 2009 rog

Puc. 19. 06wwmit Bun, mevetn Ar-Abxap. ®oto astopa. 2009 rog
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Puc. 20. Muxpab v nosupyiowumii iiemeHel,. Meuetb Ar-Abxap.
«®DoT0 N5 aBTOpPa». MeHs He NYCTUNM B 3Ty MEYETb, TOJLKO B3sIM MOV oToannapar
1 Tam choTorpaduposau
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Puc. 21. Ctpenbyartble HULLIM Ha OCHOBaHUU MuHapeTa A-Abxap. doto asTopa. 2009 rop,

Puc. 22. Ctpenbyatble HULWK HA OCHOBAHWM MUHAPETA W YCbiNanbHUUbl Catax aa-LuH.
®oto asTopa. 2009 rog
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Puc. 23. Munapet meuetn An-Magpacca. ®oto astopa. 2009 rop
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Puc. 24. MuHapet meuetn Canax ag-/nxH. ®oto astopa. 2009 rop
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Pvic. 25. Obwwit Bup Meyetn An-baknpwiivia. ®oto astopa. 2009 rog

Puic. 26. MeueTb Asr-Tasixa. ®oto asTopa. 2009 rog
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Puc. 27. Meyetb A1-Maxau Abbac. doto astopa. 2009 rop,

Puc. 28. MonuTeeHHblii 3an Meyetn Ar-bakupwiivia. Bun Ha Muxpab n muHbap.
®oto asTopa. 2009 rog
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Puc. 29. MonuTBeHHbI 3an meveTu Ar-bakvpmiia. Bup Ha BXOLHOV NOPTan B MEYETb.
®oto asTopa. 2009 rog,
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Ester Muchawsky-Schnapper

SYNAGOGUES IN YEMEN
AND THEIR OBJECTS

The article is based on written and oral sources about synagogue architecture
and synagogue objects from the 18th to the 20th century. The information on
the ceremonial objects of Yemenite synagogues is mainly based on objects
brought to Israel from Yemen by Yemenite immigrants since the end of the
19th century and by European travelers and researchers who worked in Yemen.

Kew words: Yemen, Jews, Judaism, Synagogues.
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296 Ester Muchawsky-Schnapper

Introduction

Jews have lived in Yemen for at least some 2000 years keeping old
traditions made possible by the relative isolation of the Yemen and its
Jewish community.

With the onset of Islam their status became one of foreigners
(dhimmi), subject to Muslim law in regard to other religions, which
influenced their social status but also the architecture of their houses
and synagogues. They had to be of a modest nature not allowing any
extravagant demonstration of religious worship.

Jews lived in over a thousand different locations in Yemen, many of
them in very small rural communities consisting of a few families. But
there were also larger more urban-type communities, of which Sanaa
was the largest having many synagogues.

This article is based on written and oral sources about synagogue
architecture and synagogue objects from the 18" to the 20" century. The
few visual sources of the architecture consist of the few extent photos of
synagogue-interiors taken in Yemen when Jews still lived there in the
first half of the 20™ century before most of them left for Israel in 1949/50.
No photographs of clearly identifiable synagogue exteriors exist any
longer except from Aden'. We will not enter the socio-economic
organization nor the ritual-liturgical aspects including books, except
when these are relevant to the handling and location of the objects.

The information on the ceremonial objects of Yemenite synagogues
is mainly based on objects brought to Israel from Yemen by Yemenite
immigrants (since the end of the 19" century) and by European
travelers and researchers in Yemen. These objects are now either used
in synagogues in Israel, or are part of museum collections, many of
them in the Israel Museum. Their shape and material will be analyzed
aided by ethnographic interviews of people still born in Yemen,
including some craftsmen who made ceremonial objects. Only
a limited amount of objects has survived and in many cases we had
to rely on oral information alone’.

1 We did not include in our discussion the synagogues of Aden where various
Jewish communities, also of non-Yemenite origin lived. The fagade of only one
synagogue existed still when I was there in 1999 but it is of a completely different
style than we find in the rest of Yemen and is therefore not included here.

2 For previous publications on the subject by the author, see [Muchawsky-
Schnapper 1999: 119-133; 2000: 152-175].
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Yemenite Synagogues

Opinions about when Jews have settled in Yemen are divided.
Historical records point to the beginning of the common era but oral
traditions go further back in time, some of them even to the time before
the destruction of the First Temple in the 6™ century B.C. [Ahroni
1986: 20-37]. According to oral information, the first Jews settled in
a place called Barash on Mount Nuqum near Sanaa in the mid-first
millennium before our era and were believed to have lived there until
500 years ago. Eyewitnesses of the 20" century report of having still
seen the ruins of two synagogues there. The late Rabbi Yosef Qafih for
instance, in a personal communiqué recounted that in 1937 as a young
man of about twenty, he went up the mountain and saw there the ruins
of a synagogue with large stone-arches and a niche on the northern
wall which used to serve as heykhdl, in addition to two ritual baths
carved out of the rock. He also said that his grandfather Yihye Qafih
had told him that in 1882 when he met with the Austrian-Jewish
researcher Eduard Glaser, Glaser had reported having found at the
same place Jewish inscriptions from the year 900 of the Seleucid Era, or
4349 according to the Jewish calendar, i.e. 589 C.E. indicating as he
said, a Jewish presence there at the time’.

Various excavations and inscriptions have revealed traces of antique
synagogues from the 3¢ to the 5" century A.D. in southern Yemen [Tobi
2013: 352-354; Tobi 2015: 373-385; Patrich 2011(A): 102-106; Salles
& Sedov 2010: 87-122; Robin 2006 (Unpublished manuscript)]. There
may have existed many more antique synagogues but due to limited
excavations, only a few have been found so far. Already Wendell Phillips
mentions in 1950 the ruins of a 4™ century Jewish synagogue in Ta'izz
without however giving any further elaboration [Phillips 1955: 196].

One of the very significant finds from these early periods relating
to a synagogue is the discovery in 1970 by Walter W. Miiller of a large
stone engraved with the names of the twenty-four priestly courses
(mishmarot) within a mosque in Bayt al-Hadhir near Tan'im, east of
Sanaa, probably stemming from a synagogue as such plaques were in
the post-Temple Byzantine period affixed to the synagogue wall as
known from several such plaques found in ancient Israel. This proves

*  Similar oral information was given by informants to Prof. Goitein. See also
[Qafih 1965; Tobi 2013: 353 a; Rathjens 1957: 11, n. 1].
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298 Ester Muchawsky-Schnapper

beyond any doubt the presence of a Jewish community and their strong
spiritual connection to the Land of Israel and the memory of the
Temple [Degen & Miiller 1974: 117-123; Levine 2000: 221-222, 496-
497]*,

But even physical evidence of synagogues of more recent centuries
is scarce. There is the example of a 17" century mosque which was
previously a synagogue. The Zaydi Imam al-Mahdi Ahmad (1620-
1681) turned this synagogue into a mosque in 1680, the Masjid al-Jal&’
(“Mosque of the Expulsion”) after destroying its Torah scrolls and
demolishing parts of the building at the time when the Jews from Sanaa
and vicinity were expelled in 1679 for the duration of one and a half
years to Mawza’ at the Red Sea shore. An inscription on its frieze praises
the Imam for expelling the Jews and turning the synagogue into
a mosque [Haykel 2003: 118, photo 119; Ahroni 1986: 125-126;
Serjeant & Lewcock (1983) 2013: 353-358, 399-400, photos 19.11,
19.12; Chelhod 1984: photo Cl. 8]. The spacious room and rows of
ancient columns point to a much more impressive structure than we
know from the more recent synagogues in Sanaa’s Jewish quarter
(Ga“ al-Yahiid) all built only after the Jews’ return from the Mawza
exile.

Yemenite synagogues (kanis, knis or kanisah) of the 19"-20"
century were modest, dome-less one-story structures with whitewashed
outer walls which identified them from outside as synagogues as re-
ported by informants [Rathjens 1957: 17]. Jewish houses were generally
not allowed to exceed the height of Muslim houses, and synagogues
had likewise to be lower than the lowest of mosques which were in
Yemen often splendid structures flanked by high minarets and preceded
by large courtyards. This law is based on the Pact of ‘Umar laws (ca. 637
C.E.) concerning Jews and Christians [Stillman 1979: 157-161; Ahroni
1986: 122]. The old law concerning the limited height of Jewish
buildings was vigorously renewed in the beginning of the 20" century
with the rule of the Imam Yahya Hamid al-Din (Imam since 1904, and
also ruler since 1918, until 1948) [Sémach 1910: 38-39].

To give an idea about the numbers of synagogues in Sanaa since the
18" century: Carsten Niebuhr counted on his visit in Yemen in 1763 14
synagogues of which 12 were demolished a year earlier by the Imam

4 My thanks go to Prof. Lee. I. Levine as well as Prof. Yosef Tobi for their kind
assistance with bibliographic information.
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Al-Mahdi ‘Abbas (1748-1775). Reports from Christian missionaries,
Joseph Wolff and Henry Aaron Stern mention 18 synagogues in 1836
and 1856 respectively. In 1910, Yomtob Sémach counted 27 synagogues.
Erich Brauer received in the early 1930s detailed information about
28 synagogues in Sanaa, of which 4 were large, the rest small. Apparently
the Jewish population in Sanaa consisted then of over 8000 souls,
more than 10 percent of the general population. An ongoing history
of alternating government-induced destructions and closures of
synagogues followed by re-openings and re-buildings was reported
[Niebuhr (1774) 1997: 416-417, Brauer 1934: 299-307].

The synagogues had all a similar layout, but differed in size and
wealth of furnishings. The entrance to the synagogue was usually an
unpretentious gate bordering the street, leading some three to ten steps
down into one or two adjoining courtyards. This way there was no
direct access to the synagogue from the street. The courtyard (hijreh)
was surrounded by high walls. One to two further steps led down from
the courtyard into the synagogue. Thus the synagogue was built
partially below ground level, which created a greater sense of height
inside while the building from outside, being one storey high, seemed
even lower than the rest of the Jewish houses which were limited to 9m
height following the Muslim law. At the same time, it complied with
the Jewish tradition of building synagogues that were taller than
domestic abodes by providing the congregation with the illusion of
more space. Simultaneously it allowed to fulfill the promise of Psalm
130: “Out of the depths have I called to thee, O Lord”

In the courtyard used to be a water well (like also in most Jewish
houses) and a stone container which was regularly refilled with water
so that the congregants could ritually wash their hands before prayer.
It was covered by a stone lid when the place was empty. On one of the
high walls of the courtyard were small lockers (ca. 40x40 cm), niches
with little doors and locks, where congregants placed their shoes before
entering the synagogue. Each man had his own locker, sharing it with
his sons and keeping the key at all times. Visitors who didn’'t own
lockers, left the shoes outside the entrance to the synagogue. The
ancient Jewish custom of removing shoes before entering the syna-
gogue may have survived in Yemen because of a parallel Muslim
custom of removing shoes before entering a mosque [Havazelet 1995:
13-14]. At the far end of the courtyard was the toilet, furthest away
from the prayer-house.
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Adjacent to the main room used to be a small room (tabiq) for
storage of oil necessary for lighting the synagogue’s stone oil-lamps
hanging on metal chains from the ceiling which were at a later stage
replaced by petrol-lamps. Also next to the prayer hall was always at
least one study room for small boys.

Although the synagogue had no dome, it was long and broad and
needed therefore a row of columns in the centre to hold the wooden
beams of the ceiling. As it was built partly below ground, it was desirable
to have many windows along the walls in order to let in a maximum
amount of light and air. Windows were placed on the southern, western
and eastern walls of the synagogue hall while the northern wall — the
direction towards Jerusalem — was reserved for the niche holding the
Torah scrolls. Windows consisted in Yemen usually of two parts, the
upper part being filled with either a pane of alabaster (gamariye) —
unique to Yemen — letting in a milky soft light, or of stained glass
designed in decorative patterns. This upper part was always closed
while the window’s lower part was open and had for closure wooden
shutters. Varying information exists about the location in the synagogue
of 12 additional small round window-openings symbolizing the 12
biblical Hebrew tribes. All agree that they were close under the ceiling.
Rabbi Qafih writes about a division of three windows on each wall
while Brauer writes that they were all placed on the northern wall
above the heykhal> Some informants reported on the other hand, to
remember these round openings only on the eastern, southern and
western walls of the synagogue, not on the northern one with the
heykhal.

The synagogue’s floor was made of plastered gypsum, not stone,
and was covered by carpets. The courtyard however had a stone paving.

It happened frequently that synagogues simply occupied the upper
light-filled section of a private home donated to the congregation by its
owner.

Most synagogues were named after their donor or founder, usually
an important rabbi (functioning also as a judge in the community)
who had gathered a community around himself. Thus, in Sanaa for
example, we find synagogue-names like Kanis Bayt al-Usta, Kanis Bayt
al-Shaykh or Kanis Bayt al-Badihi, etc.

> For a detailed description of the Sana'ani synagogue see [Qafih 1978: 63-65].
About the 12 round window-openings [Qafih 1965; Brauer 1934: 302].
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In rural areas, synagogues were very simple often consisting of only
one room in a private home. In villages with less than 10 Jewish adult
men (from age 13) necessary to hold public service, prayers were held
on a daily basis at home. For Sabbath and holidays, they traveled to
the nearby village which had a synagogue. Being very poor, there was
at times no fixed furniture in such synagogue-spaces, the Torah scrolls
were then kept inside the homes for security reasons but maybe also
as an old tradition originating in the Land of Israel (see discussion
below).

The general impression was that the interior of synagogues as seen
on photos by for instance Hermann Burchardt, Carl Rathjens and
Yihye Haybi (Photos 1-7) from the first part of the 20" century, was
modest but with clearly identifying characteristics and a dignified
austerity. Characteristic is a niche in the northern wall — the direction
of prayer towards Jerusalem — in which the synagogue’s Torah scrolls,
considered the most important items in the synagogue, were stored.

There were no chairs or benches, unknown in Yemen, but
worshippers sat on the floor along the walls, legs crossed in oriental
fashion, on a mattress-like cushion (farsh) or sheep-skin (jarm) spread
on large black locally-woven goat-hair carpets (fara’iq).

1. Synagogue interior in Sana’a, 1907.
Hermann Burchardt, Ethnologisches Museum, Staatliche Museen zu Berlin.
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2. Synagogue interior in Rijam, ca.1930s.
Yihye Haybi, Collection of the Israel Museum, Jerusalem.

3. Synagogue interior in Sana’a, ca. 1930s.
Photo: Carl Rathjens, Vera Bryce Salomons Legacy, Collection of the
Israel Museum, Jerusalem.
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4. Synagogue interior in Sana’a, 1907.
Photo: Hermann Burchardt, Ethnologisches Museum, Staatliche Museen zu Berlin.

5. Interior of Dhamari Synagogue in Sana’a, ca. 1930s.
Photo: Yihye Haybi, Collection of the Israel Museum, Jerusalem.
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6. Interior of Kissar Synagogue in Sana’a, ca.1930s.
Photo: Yihye Haybi, Collection of the Israel Museum, Jerusalem.

7. Synagogue interior in Sana’a, ca.1930s.
Photo: Carl Rathjens, Vera Bryce Salomons Legacy, Collection of the
Israel Museum, Jerusalem.
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In small villages, simple palm straw mats (hasirah) had to suffice. In
the synagogue-walls were niches (khizaneh), open or fitted with
wooden doors, which served as cupboards and in which the wor-
shippers’ prayer books were kept in piled fashion. Each worshipper
brought from home two pieces of fabric measuring ca. 50-60 cm, one
to be hung on two hooks on the wall behind his seat, the other to sit on.
He also provided the cushions (wusadeh) on which to lean, and a small
bench (marfa‘) (60%30%40 cm) on which rested the prayer book. The
wall hangings and cushions bestowed a bit of color to the otherwise
black-and-white synagogue interior with its whitewashed walls and
black carpets. Books were a precious rarity and in most cases when
studying, especially boys and young men, had to sit around one book.
This way, they developed an ability to read the Hebrew text from all
sides. All male members of Jewish communities knew thus Hebrew
having to learn it from an early age on. (It is the topic for a separate
study to discuss the kind of books which were kept in the synagogue.)

As is clear from this description, the Yemenite synagogue was not
a luxurious, awe-inspiring place. Subdued and intimate, it served the
community members as a place where they could gather daily for
communal prayer, study and discussion. But one had also coffee made
of spiced coffee-husks (gishr) brought from home in coffee-pots
(dalleh). Smoking was not allowed. A Jewish man passed most of his
time in the synagogue which served also as study-hall (Hebrew: beyt
midrash) before and after prayers. In the smaller adjoining room, called
knis sghire (“small synagogue”), boys studied from the early age of 3-4
years on. In that small room were often plaster shelves projecting from
the walls high above the floor for boys to sit on because of a lack of
space. Jewish men and boys would get up in the wee hours of the
morning to go to the synagogue, even before breakfast and work, in
order to pray and study. Thus the Yemenite synagogue managed to
combine an atmosphere of profound spirituality with that of a “cozy
clubhouse for men” as defined by Yomtob Sémach, the envoy from the
Alliance Israélite Universelle in Sanaa in 1910 [Sémach 1910: 59].
Synagogues were occasionally also used to lodge travelers.

Women had no real place in this kind of environment, although
some synagogues had a small separate room built slightly higher than
the men’s part, with a separate entrance from the court or from the
street, in order not to meet the men. This was especially the case with
the oldest synagogues of the Jewish quarter such as the synagogue

OnekTpoHHasa 6ubnuoTteka Myses aHTpononorum n atHorpacdumn um. Metpa Benwukoro (KyHctkamepa) PAH
http://www.kunstkamera.ru/lib/rubrikator/03/03_03/978-5-88431-323-1/
© MA3 PAH



306 Ester Muchawsky-Schnapper

Kanis Bayt al-Shaykh built in 1681, after the return from Mawza.
Mainly elderly women went to the synagogue, the younger ones being
too busy with children and household.

As a rule, on the northern wall, facing Jerusalem, the direction of
prayer, was a broad niche built into the wall, a kind of closet, closed by
wooden doors, which was called by the Hebrew name heykhal (meaning
originally “Torah ark’) in which the Torah scrolls were kept. In western
communities, it is known as aron ha-qodesh (“cupboard of holy
content”). The entrance to the synagogue was therefore mostly on the
southern wall facing the northern wall so that the congregant could
bow in front of the heykhal when entering the synagogue. The heykhal
often filled the wall’s entire width and was over 2.5 m high. Below this
niche above the floor was a closed space of some 80 cm which served
for storage of damaged ritual objects no longer in use (genizah).

The upper section of the heykhal was padded with scarves and
divided in two horizontal spaces by a shelf which allowed to store
Torah scrolls in two rows, each scroll encased in a wooden box (tig)
and placed in upright position®.

The number of Torah scrolls owned by the synagogue varied
according to the wealth of the synagogue’s community. In Sana’a for
instance, the largest synagogue Bayt al-Usta, had 150 scrolls while
smaller ones like Bayt al-Hubare had only 20 scrolls [Brauer 1934: 302,
n. 1]. Village synagogues had often only very few scrolls which, when
not in use, were kept at home. When in Rhayda in 1999 visiting a Jewish
family, a large room adjacent to the house was made into a simple
synagogue. The Torah scrolls were brought in for service only, otherwise
they were kept in a closed cupboard at home for better safeguarding.
(Photos 9, 10).

The wooden doors of the heykhal, used to be closed with a typical
Yemenite wooden lock-and-bolt. They were said to be in some cases
richly carved or even inlaid with mother-of-pearl. Especially mentioned
were the heykhal doors of the Sanaa synagogues: Al-Usta, Al-Shaykh
and Kuhlani. No example has survived. On the few extent photos

& It was reported to me that some exceptionally large synagogues in Sana'a had
more than one heykhal such as the synagogue Al-Usta with five heykhal niches and
the Salah synagogue with four to store the many Torah scrolls of the synagogue. See
also [Gamliel 1982: 20; Nahshon 2000: 42, n. 38]. My thanks go to Dr. Paltiel Giat for
much bibliographic information.
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8. Prayer Stand (tévah) in Badihi Synagogue in Sana’a, ca.1930s.
Photo: Yihye Haybi, Collection of the Israel Museum, Jerusalem.

OnekTpoHHasa 6ubnuoTteka Myses aHTpononorum n atHorpacdumn um. Metpa Benwukoro (KyHctkamepa) PAH
http://www.kunstkamera.ru/lib/rubrikator/03/03_03/978-5-88431-323-1/
© MA3 PAH



9. Synagogue interior in Rhayda, 1999.
Photo: The Israel Museum,Jerusalem/Naftali Hilger.

10. Man reading in synagogue in Rhayda, 1999.
Photo: The Israel Museum,Jerusalem/Naftali Hilger.
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of synagogue-interiors, one cannot discern any such details but sees
clearly the heykhal itself and its doors with typical lock-and-bolt.
(Photos 1, 2, 4).

The special curtain drawn over the heykhal was called by the
Hebrew term parokhet and can be discerned clearly on some of the
photos of synagogue interiors (Photos 1, 6, 7). It was made of silk,
velvet, or cotton and was always lined. While having varying designs
and colors, it had as a rule a border made in a different fabric featuring
ageometric pattern of arow of up-ended rhomboid squares (mshawzag)
in one color on a background of resulting triangles in a contrasting
color. The two colors were often red and green. This row is a recurring
motif in Yemenite material culture appearing on many Yemenite
textiles such as the cloth called kufyeh covering the Torah pulpit (tevah)
(Photos 2, 4, 6), and on wall hangings (smadar) adorning the living
room during festive occasions. Other occurrences of this motif on
materials other than textiles can be found on house fagades, minaret
decorations and wooden and silver objects. The frequency of it points
to a symbolic significance [Muchawsky-Schnapper 1988: 66-67].
Figurative designs, such as a pair of lions represented on many
Ashkenazi Torah curtains, never figured on Yemenite curtains, as,
according to oral information, nothing should distract the worshipper’s
eye when facing the heykhal during prayer. An additional reason for
the relative abstinence from figurative motifs on the parokhet may also
reflect the Jewish and Muslim religious avoidance of figurative imagery.
Only one original parokhet has survived (Photo 11).

An interesting precedent of the heykhal may have been found in the
antique south-eastern port of Qani’ (near modern Bir ‘Ali) where traces
of two synagogues built approximately on top of each other in two
stages were excavated. In the older building (3¢ to 4™ cent. A.D.) no
niche or indication of a direction towards Jerusalem has been found.
A Greek graffito inscription in gypsum plaster with a prayer to the
Almighty wishing success for a caravan journey, found in this layer,
indicates however a possible Jewish origin. In the more recent
synagogue on the other hand (end 4™ to beginning 5" cent. A.D.)
a small rectangular chamber, a kind of an apse, added to its northern
wall, the direction towards Jerusalem, has been found. Interpreted
by the archaeologists as “Holy of Holies”, it may have been an earlier
version of the Yemenite heykhal where the Torah scroll was kept [Pat-
rich (A) 2011: 104-105; Sedov 2010: 88, 98, Fig. 38, Fig. 45, Cat. pl. 132
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11. Torah curtain (parokhet) from village near Sana’a.
Gift of the late Shmuel Badih7, Jerusalem,
Photo: The Israel Museum, Jerusalem/Avraham Hay.

(Greek inscription), 120-122; Bowersock 2010: 394-396; Patrich (B)
2011: 244-246]".

Introduction to the ceremonial objects

Jewish Yemenite material culture is usually associated with the
better known silver jewelry and garment-embroidery for which
Yemenite Jews became famous. The ceremonial objects used in
synagogues such as Torah cases, finials, pointers, and pulpits, have
received less attention. Much artistic knowledge, great variety and
traditional values were however invested in the production of these
objects which, unlike in many other Jewish communities, were made
in Yemen mostly by Jewish craftsmen. Working as craftsmen in many
fields was a professional niche occupied by Yemen’s Jews for centuries
possibly because being a craftsman was not an especially esteemed
occupation by Muslims.

7 My thanks go to Prof. Patrich for his help with the bibliography.
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Much of the ceremonial objects have disappeared as many objects
found their way to genizah storage, a closed repository, where old or
damaged ceremonial objects and holy scriptures are till this day ritually
buried. It is believed that sacred objects no longer in use should be
stored away rather than disposed of or re-used for secular purposes.
This satisfied also the Yemenites' preference for new and unworn
objects which is another reason why not much of the older objects have
survived.

Torah scrolls and their cases

The most sacred and important items in every synagogue are the
Torah scrolls. In Yemen they were made of deer or goat hide, tanned in
areddish hue. The outer, top layer of the hide, just below the hair of the
animal’s skin, called by the Hebrew term gvil, served as parchment, an
old tradition keptby the Yemenite and a few other oriental communities.
Some of the more ancient scrolls were imbued with magic qualities and
they were believed to help to bring forth rain or to heal the sick [Brauer
1934: 366-367, 385-386].

Torah scrolls, wrapped in protective scarves, were brought by
Yemenite immigrants to Israel, held as carefully as if they were
babies. This analogy to the holding of the most precious belonging,
a small child, exists also when men are dancing in the synagogue
during the Simhat Torah (“Rejoicing with the Torah”) celebrations
at the end of Succoth while holding Torah scrolls and babies in their
arms.

Every Torah scroll had its own wooden case (Hebrew: tig). Yemenite
Torah cases (Photos 12-15) are always of octagonal shape with a flat
top and bottom. They came in varying sizes, being tailor-made for the
scrolls they held, the average size being 75 cm high with a diameter of
about 30 cm. It is interesting to note that their octagonal shape recalls
that of many Yemenite mosque-minarets®, a stylistic similarity ref-
lecting a common aesthetic sensitivity. It may be said that in general
Yemenite ceremonial objects are characterized by an archaic style
reflecting ancient Jewish traditions, combined with stylistic influences
from the surrounding Muslim material culture.

&  For examples of octagonal minarets in Yemen, see [Serjeant & Lewcock (1983)
2013: Figs. 19.18; 19.50; 19.53; 19.64].
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12. Torah case and accessories
from Bayt Baws.
Gift of Haim Avi‘ad and Salem
Ya“ish Avi‘ad , Etz Hayim
Synagogue, Kfar Saba.
Photo: The Israel Museum,
Jerusalem/Avraham Hay.

13. Painted Torah case with finials.
Photo: The Israel Museum, Jerusalem.

OnekTpoHHasa 6ubnuoTteka Myses aHTpononorum n atHorpacdumn um. Metpa Benwukoro (KyHctkamepa) PAH
http://www.kunstkamera.ru/lib/rubrikator/03/03_03/978-5-88431-323-1/
© MA3 PAH



14. Painted Torah case from central
Yemen.
Private synagogue, Israel.
Photo: Ester Muchawsky-
Schnapper.

15. Painted Torah case with finials
from the al-Kuhlani synagogue
in Sana’a. ca.1845.
Private synagogue, Israel.
Photo: Ester Muchawsky-Schnapper.
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The Torah case is composed of two main vertical sections held
together with hinges at the back and closed by hooks at the front. They
were made of brass or copper and cut into floral and arabesque shapes.
Of the case’s eight sides, the front one is divided into two vertical panels,
while the back one into three. Another typical feature of the Yemenite
Torah case is that it has only one elongated slit at the top and not like in
other communities, two separate ones for the two staves around which
the Torah scroll is bound. They protrude there, topped by finials.

Most of the surviving Torah cases are of unadorned wood, usually
tunub (cordia abessinica) and are covered with a tightly fitted fabric of
varying abstract designs. A small number of preserved painted cases
point however to a past tradition of wood painting in a range of styles.
They are rare because wood painting was no longer practiced in the
last generations and only a few cases have survived. Designs and color-
combinations are evidence of a high order of artistic ability. Differences
of style indicate that different artists must have been at work. While
some of the cases display a dense horror vacui style, others are
characterized by a few dominant designs drawn with swift impres-
sionistic brush strokes. In all cases the designs are organized along
each of the eight facets, while each facet is framed by a band of me-
dallions, arabesques, rosettes, rhombi, leaves or flowers. While
geometric and floral designs predominate, we found on three Torah
cases bird designs. On one such case, one may quite securely identify
peacocks with their typical little crown on the head, relatively short
legs and a down-curving body ending in an elaborate feather-tail.
Moreover, the peacock-motif alternates on this Torah case with the
typical peacock feather having thin lines at the bottom and a rich
feather bouquet on the top (Photo 14). Obviously the elegant peacock
kept for their beauty in wealthy Muslims’ gardens are aristocratic
enough to figure on a Torah case. Some of the interviewees remembered
keeping a peacock in the backyard. It was thus a known species.
Another peacock depiction can be seen on a Torah pulpit photographed
in the 1930s (discussed below). On a necklace, called labbeh tuyur
(“birds necklace”) dove-like birds are represented. But also on
manuscript illuminations and architectural decorations schematized
birds are a favored motif [Muchawsky-Schnapper 1997: Fig. 10; 2000:
178-179; 2004: 181-192]°. It is interesting to note that when asked

°  For architectural decoration, see also: [Scott 1942: 125,128; Bel 1988: 214-217].

OnekTpoHHasa 6ubnuoTteka Myses aHTpononorum n atHorpacdumn um. Metpa Benwukoro (KyHctkamepa) PAH
http://www.kunstkamera.ru/lib/rubrikator/03/03_03/978-5-88431-323-1/
© MA3 PAH



Synagogues in Yemen and their objects 315

about the bird motif, Yemenites often denied recognizing it as such,
probably out ofa principle opposition towards figurative representations
especially on ceremonial objects. This may however be a contemporary
reaction which would not have necessarily been the reaction at the
time when such motifs were painted.

Torah cases — unlike metal Torah finials — were never signed or
dated. The only instance of an approximate date of a Torah case is based
on a promissory note with the Seleucid date 2156 and the Hebrew date
5605 (1845) stating the presentation of an extremely fine Torah case,
only 50 cm high, to the Kuhlani synagogue in Sana’a until the payment
of a debt would be fulfilled". According to oral information the case
was then already some 50 years old which would place the date of its
creation to the end of the 18" cent. On its 8 facets, an elaborate flower
motif similar to a violet or pansy is painted on a dark red background
together with delicate light-green leaves, each facet being framed by
a dark frame sprinkled with a small light-colored flower-motif. The
top of the frame ends in a mihrab-shaped arch (Photo 15). It brings to
mind the decorative paintings on wood-panels in the elegant homes
and palaces of wealthy Muslims, not only in Yemen but also Syria,
Turkey and India.

Only one example of a silver-decorated case exists. It stems from
the Al-Kissar synagogue and was made in 1939-1940 by the silversmiths
Yosef Cohen and Rabbi Yosef Qafih (Photo 6). The lack of other
examples combined with oral information to the same effect seems to
prove that such silver-adorned cases were highly unusual''. The absence
of silver decoration on Torah cases in a culture whose silver jewelry
was so highly developed, is surprising yet it is not unique. An interesting
analogy is the lack of silver Sabbath and Hanukkah lamps which were
de rigueur in most other Jewish communities. In Yemen such oil lamps
were made of stone (Photos 25, 26). They were used in synagogues and
at home when lights have to be lit on the eve of the Sabbath and during
Hanukkah. Medieval stone Hanukkah lamps from France and Spain
support the assumption that Yemenite stone Hanukkah lamps are of

1 Photo of the promissory note in [Muchawsky-Schnapper 2000: 156].

1 The late Rabbi Qafih who used to work as a silversmith when still in Yemen until
1942, told me in one of the many enlightening interviews, for which I will be always
grateful, that it was exceptional to make such expensive silver decorations on Torah
cases and that this-one was made especially on commission.
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the most ancient type and are only paralleled by stone Hanukkah lamps
from the Moroccan anti-Atlas region, another relatively isolated region
[Muchawsky-Schnapper 1982: 76-83; 2011: CXXXIV-CXXXVII; Nar-
kiss 1980: 187-206; 1988: 7-15; Benjamin 2003: 128-137]. Metal petrol
lamps lit the synagogue during week days as can be seen on photographs
of synagogue interiors from the early 20" century (Photos 2-5).

Another object that kept an archaic character in Yemen is the
meziizah (Heb. lit. “doorpost”) a piece of parchment scroll hand-
inscribed with Hebrew verses from the Torah (Deut. 6: 4-9 and 11:
13-21) obligatory to be affixed to the doorjamb of every Jewish home
and synagogue. In Yemen it never had a decorated silver container like
in many other Jewish communities. The Yemenite meziizah was
inserted either directly into a cavity in the doorjamb, or in a tube of
reed, or a tube of simple undecorated metal-sheet, all purely functional
non-decorative devices of protecting the parchment.

One reason for the near-absence of Yemenite silverwork on Torah
cases must have been the great cost of such silver adornment which in
turn would have caused the danger of burglary to which synagogues
were prone. Another reason may have been not to trigger the wrath of
Muslim authorities by displaying too much luxury in their religious
devotion. The fact that the Imam Yahya (1904-1948) known from
many oral interviews to have occasionally inspected synagogues,
created the concern that any overt display of material wealth found
there, would have aroused his anger.

On the other hand, it is possible that the painting of wooden
ceremonial objects was the natural expression of a local aesthetic
tradition. Thus, when not flourishing any longer, it was not replaced by
other types of ornamentation. The more recent wooden Torah cases
are only covered by a tightly fitting fabric.

Another reason for modestly decorated ceremonial objects may have
stemmed also from an early local aesthetic expressing the religious
preference to convey sobriety rather than pomp. Early Muslim injunctions
against exaggerated decorations of mosques and objects in the service of
God reflect that concept [Serjeant & Lewcock: 1983: 321b]. One or both
of these reasons may also have been responsible for the fact that we don't
find any wall decorations in Yemenite synagogues.'*

2 The sparse bibliographic sources about an ostrich egg hung in the synagogue
[Levy Nachum 1986: 46; Amar 2004: 176] has not been confirmed by interviews
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Torah “garments”

Among the appurtenances belonging to the Torah case are the
Torah “garments”, four to five scarves, called by Yemenite Jews by the
Hebrew term mitpahot but also by the Arabic term masarat. They
padded the heykhal and enveloped the scrolls inside their case for
maximum protection. When reading from the Torah, the reader puts
one of the scarves to cover the lower part of the hand-written Hebrew
script in order not to stain the Holy Scripture with perspiring fingers.
The scarves were preferably not made of silk, which was believed to
stick to, and thus damage the letters of the scrolls. They were made of
variously printed fabrics, often identical to fabrics used for secular
purposes, such as scarves worn by women, or scarves used as wall
hangings or as bundle kerchiefs for carrying possessions. It was
considered a pious deed for women in Yemen (also in other Jewish
communities) to donate scarves to the synagogue. This tradition was a
way for women — who had otherwise hardly a part in the synagogue
service — to express their affection and respect. Once the scarves had
been dedicated, they received ceremonial status and were henceforth
forbidden to be re-used for non-religious purposes.

Two tight-fitting mantles enveloped the Torah case on the outside,
one wrapped on top of the other. The Torah mantle (Photo 12) was
called quftan meaning in Arabic “man’s coat”, and was frequently made
of patchwork of different fabrics, preferably precious material such as
velvet in royal blue, bottle green, or wine red, or of gold brocade. Silk
patches in pastel hues were at times added. The mantles were fitted
with strings bound around the lower part of the case. Each coat was
also fastened by hollow silver or brass bells, smooth or in filigree,
functioning as buttons when inserted into the sewn-on string-loops.
The tender care and protection with which the Torah scrolls were
wrapped is again reminiscent of the way babies were bundled up tightly,
an analogy mentioned above.

After the Torah case was closed, a long narrow piece of thin fabric,
fringed at the narrow ends, called in Hebrew tallit, the name of the
typical Jewish man’s prayer shawl, was placed on top of the double

and seems therefore to have been rather rare in contrast to ostrich eggs hung in
aroom decorated for after-birth receptions of Jewish women in Sana’a and in Muslim
tomb-structures and mosques [Muchawsky-Schnapper 1988: 66-69].
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mantle-wrapping between the finials [Muchawsky-Schnapper 1994:
114-115]. It is interesting to note the personification of the Torah-
accessories through the borrowing of terms referring to male garments.
The use of this terminology for holy objects shows a deep sense of
identification with them, an affinity and intimacy that characterized
the Yemenite Jews attitude towards their ceremonial objects and
towards the synagogue in general.

Torah finials

Torah finials called by their Hebrew name rimmonim (“pome-
granates”) are metal ornaments placed over the two wooden staves
around which the Torah scrolls are bound. The variety of Yemenite
finials is often ignored as there is one known type which is preponderant
and geographically widespread. It is made of cast brass or repoussé
brass-sheet. Consisting of two vertical halves soldered together, its
elegant slim form bulges gently into three different, slightly fluted
protrusions (Photos 12, 13, 21). Their bulbous shape recalls their
namesake “pomegranates” which may be an indication that they reflect
an early stage in the stylistic development of Torah finials. Rimmonim
are mentioned for the first time by Maimonides in the 12" century but
may have an earlier origin in the Byzantine period. A sign pointing to
an early origin is that their slim shape fits tightly on the wooden staves
reminiscent of the original carved wooden finials. It is believed that at
the beginning, the early type of metal finials were still fixed to the wood
imitating the original not-separate wooden finials, and that only later
they were made to be removable so as to be transferable from one scroll
to another [Narkiss 1941: 23; Landsberger 1970: 92-93].

Yemenite Torah finials of this basic type come however in many
elaborate variations of material, size, ornamentation and technique.
They can be made of brass, silver-plated copper, silver or gilt silver.
Their size varies between 17 and 35 cm in height and 2 and 6 cm in
width, the average size being 23%3 cm. The gently faceted smooth
bulges are separated by variedly shaped sections. Vegetal or geometric
designs are at times engraved, punched or made in repoussé technique.
Occasionally, the fish motif appears. A decoration made with niello,
a black enamel-like inlay called in Yemen lazz aswad has been
mentioned by Yemenites but must have been rare as none has survived
[Qafih 1982: 89-93].
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Synagogues in Yemen and their objects 319

Less frequent are the very elaborate and luxurious finials made of
silver or gilt silver, but having the same basic shape like the common-
ones. They feature exceptionally fine filigree and granulation work and
carry motifs similar to Yemenite jewelry such as lozenges, discs and
seven-dotted granule rosettes. Certain variations of ornamentation
consist of vertically applied twisted filigree wires giving the bulges
a ribbed impression (Photo 19). Others have little bells on chains
attached to the outer circumference of the bulbs. More seldom are
inserted semi-precious or colored glass beads.

The craftsmen who made finials tended to specialize in a particular
technique (as did jewelry silversmiths) for which they then became
famous. The more elaborate and precious pairs of finials are often
signed by the craftsman, and at times also with the name of the person
who commissioned them, adding a personal dedication. These
inscriptions appear always on the finial’s shaft. Verses of psalms were
also popular inscriptions.

An example of such an elaborate pair of finials is today in the Israel
Museum collection (photo 20). Especially large and made of gilt silver,
their three typical bulges are made in a less elongated shape. The lower
bulge is circular, the central one pear-shaped, and the upper one onion-
shaped. Special about them is their dense sharply ribbed pattern.
Between the bulges are two flat convex bulbs of smooth metal-sheet
with pierced holes through which the inside red and yellow fabric
shows. The bulbs consist of two horizontal halves glued together with
a green paste still visible where they are joined. The name of the man
for whom the pair was commissioned, Hayyim ben Shalom Kissar
[d. Sana’a 1918], is pierced on the upper intermediate bulb giving us an
approximate date of manufacture. According to oral information, the
silversmith was the late Yehudah Ghiyath, famous for his exquisite
craftsmanship. Similar finials but not gilt are today in a Jerusalem
synagogue. They were made ca. 1944 by ‘Azri Ghiyath, a specialist who
continued this tradition of finials and was able to give us precious
information.

Different from this finial-type are the Torah finials from southern
and eastern Yemen. They are composed of one large spherical element
on a hollow shaft crowned by a smaller, often onion-shaped knob,
with attached chains holding tinkling bells. Examples of such finials
are known from Shar‘ab (near Ta'izz), Rada‘a, Aden and Habban
[Muchawsky-Schnapper 2000: 161 (photo)]. They can be seen on old
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photographs of immigrants from these towns on their way to Israel,
carrying Torah scrolls with finials in their arms®. In these communities,
especially in the easternmost Jewish community of Habban, Jewish
silversmiths made also Torah finials besides jewelry. The ornamentation
consists mainly of lines, circles, and stylized rosettes. Also here,
dedicatory inscriptions and passages from the Book of Psalms are
written along the round or facetted shaft. On an especially intricate
pair of a 19" century finials from Radaa, the inscription surrounds the
main bulb (Photo 17).

A similar type of finials is known from Aden. There the finials were
combined with additional smaller finials and an elaborate unique
Torah crown (Photo 16) [Cohen Grossman 1976: 34; Raccah-Djivre
1994: 56-57]. The artisans of this elaborate silver crown are not known
but may have been Jewish silversmiths from other south-eastern
communities like Habban as they worked in a similar style. These
silversmiths traveled long distances in order to sell their products. This
however, does not explain the Torah crown with multiple finials typical
for Aden, a city-port, subject to foreign influences as it was situated on
an important junction on the trade route between East (India) and
West (Africa). The origin of this motif has been speculated on variously.
It may have been a product of Indian influence brought by the Hindu
Banians who had settled in Aden in the sixteenth century and worked
there also as silversmiths. A resemblance between the Aden Torah
crown and the royal parasol depicted in Indian miniatures is undeniable
[Yaniv 1997: 50, ill. 24]'*. On the other hand, looking to the west of
Aden, to Africa, we find a great similarity of this Torah crown and the
“church-crowns” carried by Ethiopian priests during the Timkat
festivities [Helfritz 1972: 107-109]. Ultimately, however, the elaborate
Hebrew inscriptions adorning the crowns and the close resemblance
of their finials to the other southern Yemenite finials point also to
a Yemenite source. A 17" century Yemenite manuscript with the
drawing of the tree of the ten kabbalistic sfirot by the Yemenite sage
Yitzhak Ben Abraham Ouannah (d. 1680) shows a striking similarity

13 For Shar‘ab finials, see [Zadoc 1967: 112-113, 2 a]. For Habban and Aden finials,
see [Cohen Grossman 1976: 7, 34].

% One may wonder why the king's parasol and not the king's crown influenced the
Aden Torah crown. For depictions of similarly shaped sacred parasols from Rajasthan
art of the 19th century, see [Rawson 1973: figs. 28 and 51].
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16. Torah crown with finials from Aden,
Purchased through a donation
of the Weisz children, Caracas,
in memory of their
father, David Weisz.
Photo: The Israel Museum,
Jerusalem/Peter Lanyi.

17. Silver finials from Rada‘a,
19th century.
Photo: The Israel Museum,
Jerusalem/Nahum Slapak.
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to the structure of the Aden Torah crown-cum-finials and may have
been a source for inspiration®.

It is interesting to see that the shape of Torah finials often echoes
architectural elements of the surrounding culture. Just as one can
recognize in European finials the shape of church towers and in
Moroccan finials elements from mosques in the Maghreb, so are
Yemenite finials strongly reminiscent of the finials adorning the
minarets of Yemenite mosques [Landsberger 1970: 78-80; Thon 1988:
88-90; Shwartz-Beeri 1988: 92-93]'°. As most of the Torah finials, the
minaret-finials are also made of brass. The same phenomenon can be
observed in Aden where the Torah finials are different from the ones in
northern Yemen, but they too are similar to the local minaret-finials.

The ribbed pattern on some finials (Photo 20) may have been
inspired by the fluted upper part of some of Sanaa’s mosque minarets
as for example the 13"-14™ cent. Zaydi fluted tomb-cupolas in Sadah
[Scott 1942: photos 67, 69; Lewcock 1987: photo 200 bottom]. The
decorative fluting creates an attractive interplay of light and shade in
addition to an element of mysterious depth as it is hinting to a deep
inaccessible interior space.

Torah pointer

Another metal Torah accessory is the pointer used while reading
from the Torah to point on what is read without touching the script with
the fingers. In most Jewish communities it is called yad, the Hebrew
word for ‘hand, after its hand-shaped tip. Yemenite pointers however, do
not feature a hand at their tip. Instead, they taper into a pointed tip and
are called makhwat meaning “guide” in Arabic (Photo 18). Made of silver
or brass, they are thin and angular adorned with geometric designs, such
as stripes, dots or rhombi in chased, punched, or engraved technique,
and are frequently inscribed with a verse from Psalms, typically verse 8
or 9 from Psalm 19. Little bells were sometimes attached to the upper
end of the pointers adding a delicate tinkle to the voice of the person
reading from the Torah. When not in use, the pointer was tucked inside
the Torah case near the scrolls, which explains why Yemenite pointers
lack the chain attached to pointers typical for other communities where
they were hung onto the exterior of the Torah case.

5 See the photograph in [Muchawsky-Schnapper 2000: 163 right].
6 For Yemenite mosque finials, see photo in [Serjeant & Lewcock 1983: 210].
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18. Torah pointer
Photo: The Israel Museum, Jerusalem.

19. Torah finials from Sana’a.
Photo: The Israel Museum, Jerusalem/ David Harris.
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20. Torah finials from Sana’a.
Purchased with the help
of Moshe and Charlotte Green,
Jerusalem and New
York, in memory of their
mothers, Bertha K.Green
and Helene Apfel.
Photo: The Israel Museum,
Jerusalem/ David Harris.

21. Torah finials from Sana’a.
Photo: The Israel Museum,
Jerusalem/ David Harris.
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Torah pulpit (tévah)

An important object typical for Yemenite synagogues and a kind of
highlight in the synagogue was the wooden prayer pulpit called by its
Hebrew name tévah [Muchawsky-Schnapper 1997: 67-93]. It is the
lectern upon which the Torah scroll is placed four times a week (of
which twice on Sabbath) when one reads from the Torah. It is ca. 1 m
high, a comfortable height for reading. Nearly square (ca. 30 cm), it has
a slightly slanting larger board on top (ca. 7060 cm) to be able to hold
an unrolled Torah scroll in its open case. Its four small peg-like legs are
inserted into a simple undecorated wooden square base made of four
beams which facilitates the tévah to be moved without damaging it.
It is important to note that the tévah was moved each time before the
Torah-reading from the right side next to the heykhal where it usually
stood, to the centre (Photos 2, 4, 6).

Like the wooden Torah case, the pulpit bears witness to a rich
tradition of wood painting and carving executed in diverse styles by
artisans of different levels of skill.

The most beautiful specimen of the few samples which have
survived belonged to the largest synagogue in Sanaa, Bayt al-Usta,
named after the master craftsman (al-usta) Shalom ‘Araqi who built
this synagogue a few years after the Jews return from the Mawza’
expulsion (Photo 22, 23). Rabbi Qafih communicated orally that he
believed that this tévah was made even before the expulsion because of
its superior craftsmanship. Its previous owners, the ‘Araqi family, dated
it either to the 1680s, after the return from the expulsion in 1681, or to
the mid-18™ century. The latter date was a more prosperous period and
is therefore a more plausible date for the production of such an elaborate
object. As it was considered to be a precious heirloom of the past, the
family insisted to take it with them to Israel despite its rather large size
which made it cumbersome to transport under the hard conditions of
the immigration. The al-Usta synagogue had additional pulpits but
this one was the most beautiful. The others were cut into pieces and
buried as a non-ceremonial secondary use after the Jews’ leaving would
have been a sacrilege. Now part of the Israel Museum’s collection in
Jerusalem, it attests to the highest standard of wood carving and
painting. Made of cordia abessinica wood (tunub), it is finely carved on
all sides with multiple mihrab- and rosette shapes, also on its top. The
whole surface is delicately lacquer-painted with rich flower designs.
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22. Prayer stand (tévah) from
the al-Usta synagogue
in Sana’a, 18" century.
Purchased with the help
of Florence and Sylvain
J. Sternberg, Jerusalem.
Photo: The Israel Museum,
Jerusalem/ David Harris.

23. Part of Prayer stand (see above).
Photo: The Israel Museum,
Jerusalem/the Restoration
Laboratories.
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24. Prayer stand (tévah) from Sana’a, ca.1900.
Private synagogue, Israel.
Photo: Ester Muchawsky-Schnapper.

One is reminded of similar size mosque Quran stands (kursi) but also
of small foldable stands where similar multiple-arched carving designs
and lacquer wood-painting reveal a common artistic creativity [Migeon
1927: 71-73, figs. 250, 251; Brosh 1995: 54, ill. 7]"". No other Torah
pulpit of such fine artistic craftsmanship has survived.

The existence of various styles in the decoration of Torah pulpits
can be seen at other examples such as a tévah from around 1900, made
by the young artist and later jeweler Mori Yihieh al-Abyad which is still
in use in a Yemenite synagogue in Jerusalem. It has a much simpler
decoration consisting of strongly colored planes and hardly any
carvings (Photo 24).

7. See also photo of Turkish Mosque lectern in [Muchawsky-Schnapper 1997: fig. 15].
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25. Hanukkah lamps of stone.
Rathjens collection on permanent loan by S. Schocken.
Photo: The Israel Museum, Jerusalem/ David Harris.

26. Sabbath lamp of stone, Sa’dah,
Rathjens collection on permanent
loan by S. Schocken.

Photo: The Israel Museum,
Jerusalem.
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On a photograph made in the 1930s by the local Jewish photo-
grapher Yihye Haybi (Photo 8)' one sees a more recent tévah, which
was constructed and painted in 1932 by a Muslim Egyptian craftsman
for the high amount of 375 reals (Maria Theresa thaler.) Peacocks with
their typical feathers and crown are depicted in an imaginary landscape
in naive style. This tévah was especially ordered for the newly built Bet
al-Badihi synagogue. The photograph gives also the unique visual
information about how the reader stands behind the tévah wearing
a weekday prayer shawl (tallit, shamlah makhattareh). He is reading
from an open Torah scroll lying inside its open case on the elaborately
carved slightly slanting desktop, while facing the heykhal, ergo
Jerusalem.

On top of each Torah pulpit was always placed at least one specially
fitted cover cloth called kufyeh, the name for a male headgear in Yemen
(Photos 2 and 6). Meant to protect the often luxuriously decorated top of
the lectern, it was made of a thick cloth hanging slightly over the sides,
its frame decorated by the typical band of interlocked rhomboid up-
ended squares and triangles discussed above, and tassels on the edges.

The Yemenite tévah cannot be considered to be just a regular prayer
pulpit because of its specific and exclusive function to hold the Torah
scroll during the time of the reading. While reading, the scroll stayed
in the opened Torah case lying on the tévah’s desk (not held upright as
in other communities). The tévah’s relatively small size was meant for
one person only to stand behind. Unlike in other communities and in
Yemenite synagogues in modern-day Israel, there was no group of men
assembled at a desk fixed on an elevated platform (bimah) in the centre
of the synagogue. An additional unique feature of the Yemenite tévah
is a little built-in bench that can be drawn out for a young boy to stand
on, when called up to read from the Torah. To let boys of only 6-7 years
of age, i.e. before adulthood (13 y.) read from the Torah as long as they
are capable to do so, is an old custom kept only in Yemen. Another old
custom kept only in Yemen was for a boy to stand next to the reader
and translate the Torah text into Aramaic. Some synagogues had for
this young translator (metargem) a smaller tévah placed next to the
main-one. During Simhat Torah at the end of Succoth, the Feast of
Tabernacles, it was the custom to put 2 pulpits (tévot) (larger
synagogues had more than one tévah) at a distance from each other

' For photographs by Yihye Haybi, see [Muchawsky-Schnapper 2014].

OnekTpoHHasa 6ubnuoTteka Myses aHTpononorum n atHorpacdumn um. Metpa Benwukoro (KyHctkamepa) PAH
http://www.kunstkamera.ru/lib/rubrikator/03/03_03/978-5-88431-323-1/
© MA3 PAH



330 Ester Muchawsky-Schnapper

and cover them with a wooden plank. On it were then placed many
Torah scrolls in their cases in upright position as was reported
by informants and can be seen on a photo taken in a Sana’a synagogue
by Carl Rathjens in the 1930s (Photo 3).

We may assume ancient roots for the Yemenite tévah. In the antique
town of Qani’ mentioned above, among the finds of the 4%-5" cent.
A.D. synagogue, was a burnt wooden coffer, interpreted as a wooden
tevah, in which the Torah scroll might have been held. It seems to have
been wrapped by a drapery (the pulpit cover?) which was burnt as well.
Two un-deciphered very short South Arabian inscriptions connected
to it have been found, as well as a decoration of schist relief incrustations
which were to be attached to the wooden “tévah” by bronze nails®.
Also in the more recent Yemenite pulpits discussed here, we can see
that the wooden parts, especially the top plank, are held together by
copper clasps (maludj) which may correspond to the nails of the Qani’
tevah. Through interviews with Jews from Habban in south-east Yemen
we know that their tévah had copper decorations with Hebrew
inscriptions which recall also the Qani tévah’s incrustations and
inscriptions. The fact that the inscriptions on such a ceremonial “holy
object” (“tashmish qdiisha”) as the tévah were written in South Arabian
and not in Hebrew on the Qani tévah could be explained as a point in
favor of the theory that many members of the Jewish community in
Qani’ were probably converts who didn't know Hebrew. Although the
archaeological finds in Qani are according to the photos difficult
to identify, we saw certain hints pointing to a the discovery of a tévah.
In addition, the material itself, namely wood, and the size (app. 60—
70 cm) of it are also in accordance with material and size of the more
recent Yemenite t€vot.

Another interesting object found in Yemen depicting a kind of
a tévah is on a seal stone, a red carnelian, with an intaglio cut image.
It was discovered by Paul Yule who gives as a possible dating the 2™
century A.D. [Yule 2007: 94-95, Fig. 62]. It is set into a modern-day
silver ring by its present Yemeni owner who says to have found the
stone in the Himyarite cemetery in Zafar. Surrounded by a Hebrew/

¥ Photo of remains of the “tévah” see [Patrich 2011 (A): 105; Patrich 2011 (B):
245; Salles & Sedov 2010: 104, pl. 65]. For the “tévah” inscriptions — [Salles & Se-
dov 2010: 114-115, cat. 467-468]. For the bronze nails — [Salles & Sedov 2010: 117,
cat. 475-485].
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Aramaic inscription engraved in mirror image with “Yitzchak bar
Hanina’, it depicts an object of box-shape on short legs, actually very
similar to the Yemenite tévah, inside an ark which looks like the
entrance to a room. It looks like a smallish movable object which suits
the Mishnaic description of a tévah as “metaltelet” (Hebr: movable).
This iconography reminds the typical Bar Kochba coins (132-135 C.E.),
silver tetradrachms of the time of the Bar Kokhba revolt where a similar
object is represented but in a more architectural setting interpreted
as temple facade, and with different inscription. Another tévah-like
object figures on the frieze of the Capernaum synagogue: It is a wagon,
maybe the portable Torah shrine, of which one sees the facade,
reminding the Yemenite tévah, but also the whole length of its side
[Levine 2000: 337, fig. 75].

The Yemenite tévah seems to be a derivation of the Torah shrine / ark
from Mishnaic, post-biblical time which was also called tévah meaning
“box” or “chest” in Hebrew. This early rabbinic tévah used to be
a portable box which contained the Torah scrolls taken into the streets
of the town during public feasts (Mishnah, ta‘anit 2:1). It was probably
also made of wood and therefore none are left. Kept in a room adjacent
to the synagogue, it was brought into the synagogue for reading only.
A fixed niche in the wall for keeping the scrolls and a fixed podium
from which the Torah was read in the centre of the synagogue were
introduced in the Land of Israel only around the 4 century of our era.
The Yemenite tévah’s size, shape and function, and the lack of a central
podium in Yemenite synagogues, reinforces the assumption that Jews
were in Yemen before the 4™ century. Apart from their common name
tevah, there are thus also common characteristics which relate the
Yemenite tévah to the Mishnaic tévah: the box-like shape more similar
to a container than just a stand, the inner space which was always kept
symbolically empty in Yemen and was often fitted with a little door to
protect its symbolic content, which used to be the Torah scrolls, and —
like its old predecessor — the mobility of the Yemenite tévah brought
into the synagogue for reading [Levine 2000: 220-223, 320-323, 326,
328; Safrai 1989: 69-84]. That mobility was still the case in some of
Yemen’s rural communities as we saw and continued symbolically in
larger communities when the tévah stood inside the prayer hall but
was moved each time for the Torah reading from the side to the centre.
The heykhal niche was probably introduced into Yemenite synagogues
later after having been introduced in ancient Israel in the 4™ century
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keeping the movable box-like ancient shape of the tévah and its
symbolic significance but reducing its function to a lectern. It was
however still considered a holy object in the synagogue, not com-
parable to just a stand. Proof is that it was believed to be endowed with
special powers: On rare occasions, it was taken out of the synagogue
under the open sky for prayers to invoke rain or end epidemics®. Oral
information relates that Jews in Yemen were also asked for help by
their Muslim neighbors after a long drought, to bring about rain.

Conclusion

When analyzing the Yemenite synagogue and its ceremonial
objects, they seem relatively modest and austere especially when
compared for instance with the lavishness of Yemenite jewelry or
embroidery. Reasons for this range from fear of theft to the desire not
to provoke the Muslim environment, but also considerations relating
to the aesthetics of religious expression, namely a preference to convey
sobriety rather than pomp. This attitude can also be noticed in the
preference of Yemenite Jews for stone rather than precious metals for
their Sabbath and Hanukkah lamps despite their great expertise as
silversmiths and in the meziizah made with archaic simplicity of pure
textual function without any decorative additions.

Furthermore, a similarity of Jewish ceremonial objects to stylistic
elements in the Muslim surrounding supports the idea of a common
aesthetic font of stylistic creativity in the work of Jewish and Muslim
craftsmen in addition to the individual artistic creativity of each
craftsman. We have seen examples in the pervasive octagonal shape
of Torah cases and Yemenite mosque-minarets, in the Torah pulpit’s
decoration recalling the one of mosque lecterns and Qurian stands,
and in the Torah finials and the similar minaret finials on Yemen’s
mosques.

In a relatively isolated country like Yemen, certain customs re-
mained unchanged for centuries if not millennia, and designs, materials
and techniques were handed down from generation to generation

2 Ahroni [1986: 153] describes a ceremony practiced by the pseudo-Messiah
Yosef ‘Abdallah held at the Jewish cemetery in Sana’a around 1888 in order to bring
forth rain: The tévah was carried, wrapped in a black sheet, while blowing the shofar.
See also [Ratzaby 1958: 207-208].
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with little alterations until the modern age. It is therefore safe to assume
an ancient typology for many of the objects discussed here, especially
as they were used in a religious context, which is inherently more
traditional and less open to changes.

The stylistic symbiosis between ancient Jewish roots and artistic
inspiration drawn from the Muslim environment may well be the most
characteristic trait of Jewish Yemenite ceremonial objects.

Nevertheless we are faced with an incomplete puzzle where many
pieces are missing. They would help to define various styles and their
development, geographical differentiations and dating. While we are
lucky to have some old ceremonial objects, the majority of artifacts
were left behind in Yemen, buried with great sorrow before the Jews
left to Israel. They were broken before being buried in order to prevent
any future desecration by using them for secular functions. Chance has
brought to light some of the objects discussed above. Others however,
such as finely carved doors of Torah shrines and synagogues and
colorful Torah curtains have been irrevocably lost. Their nature can
only be guessed at through the nostalgic reminiscences of the oldest
members of the Yemenite community.

Bibliography

Ahroni R. Yemenite Jewry. Origins, Culture, and Literature. Bloomington:
Indiana University Press, 1986.

Amar, Z. The Tradition of Fowl in Jewish Halacha. An Anthology, Tel Aviv:
A. Orech Publ. Ltd, 2004. (in Hebrew)

Bel, J-M. Architecture et peuple du Yémen. P. Conseil international de la
langue frangaise, 1988.

Benjamin Ch. North African Lights: Hanukkah Lamps from the Zeyde Schul-
mann Collection in the Israel Museum. Jerusalem: The Israel Museum,
2003.

Bowersock G.W. The new Greek inscription from South Yemen // J.-F. Salles
& A.V. Sedov (eds.). Qani. Le port antique du Hadramawt entre la Médi-
terranée, I'Afrique et l'Inde: Fouilles russes 1972, 1985-1989, 1991,
1993-1994. Turnhout: Brepols, 2010. P. 393-396.

Brauer E. Ethnologie der Jemenitischen Juden, Heidelberg: Carl Winters Uni-
versitaetsbuchhandlung, 1934.

Brosh N. Jewish-Muslim Damascene Work // Sh. Sabar (ed.). Between Judaism
and Islam in the Mirror of Art, Jerusalem: The Union for Jewish Art, 1934.
P. 49-55. (in Hebrew)

OnekTpoHHasa 6ubnuoTteka Myses aHTpononorum n atHorpacdumn um. Metpa Benwukoro (KyHctkamepa) PAH
http://www.kunstkamera.ru/lib/rubrikator/03/03_03/978-5-88431-323-1/
© MA3 PAH



334 Ester Muchawsky-Schnapper

Chelhod, J. L'Arabie du Sud. Histoire et Civilisation, vol.2, Paris: Editions
G.-P. Maisonneuve et Larose, 1984.

Cohen-Grossman, G. The Jews of Yemen, Chicago: Spertus College of Judaica
Press, 1976.

Degen R. Die hebraeische Inschrift DJE 23 aus dem Jemen // R. Degen,
W.W. Mueller & W. Roellig (eds.). Neue Ephemeris fuer Semitische Epi-
graphik. Vol. 2. Wiesbaden: Otto Harrossowitz, 1974. P. 111-116.

Degen R. & Mueller W.W. Eine hebraeisch-sabaeische Bilinguis aus Bait al-As-
hwal // R. Degen, W.W. Mueller & W. Roellig (eds.). Neue Ephemeris fuer
Semitische Epigraphik. Vol. 2. Wiesbaden: Otto Harrossowitz, 1974. P. 117-
123.

Gamliel Sh. Pekude Teman. Jerusalem: Shalom Research Center, 1982.
(in Hebrew)

Havazelet M. Understanding ‘Yemenite Midrashim’ // TEMA. Journal of
Judeo-Yemenite Studies. Vol.5, Y. Tobi (ed.), Netanya: Association for
Society and Culture. 1995. P. 3-16.

Haykel B. Revival and Reform in Islam: The Legacy of Muhammad Al-Shawkani,
Cambridge, New York: Cambridge University Press, 2003.

Helfritz H. Athiopien — Kunst im Verborgenen: Ein Reisefiihrer ins Land des
Lowen von Juda, Kéln: Dumont Dokumente, 1972.

Landsberger F. The Origin of European Torah Decorations // J. Gutmann (ed.).
Beauty in Holiness, Studies in Jewish Customs and Ceremonial Art. N.Y.:
Ktav, 1970. P. 87-105.

Levine Lee. I. The Ancient Synagogue: The First Thousand Years. Yale:
University Press, 2000.

Lewcock R. Medieval Architecture of Yemen // W. Daum (ed.). Yemen:
3000 Years of Art and Civilisation of Arabia Felix. Innsbruck: Pinguin-
Verlag, 1987. P. 204-211.

Migeon G. Manuel d’Art Musulman. Vol. II. P.: Auguste Picard, 1927.

Muchawsky-Schnapper E. Oil Sabbath-Lamps and Hanukah-Lamps of Stone from
the Yemen // Journal of Jewish Art. 1982. Vol. 9. P. 76-83.

Muchawsky-Schnapper E. Symbolic Decorations for a Woman after Childbirth
in Sana’a // The Israel Museum Journal. 1988. Vol. 4. P. 61-74.

Muchawsky-Schnapper E. The Jews of Yemen. Highlights of the Israel Museum
Collection. 1994.

Muchawsky-Schnapper E. A Unique Yemenite Tévah from San’a // The Israel
Museum Journal. 1997. Vol. 15. P. 67-93.

Muchawsky-Schnapper E. Ceremonial Objects in Yemenite Synagogues //
Judaeo-Yemenite Studies. Proceedings of the Second International
Congress. E. Isaac and Y. Tobi (eds.) Princeton, NJ, and Haifa, Israel:
Institute of Semitic Studies, Princeton University, 1999. P. 119-133.

Muchawsky-Schnapper E. The Yemenites. Two Thousand Years of Jewish
Culture, Jerusalem: The Israel Museum, 2000.

OnekTpoHHasa 6ubnuoTteka Myses aHTpononorum n atHorpacdumn um. Metpa Benwukoro (KyHctkamepa) PAH
http://www.kunstkamera.ru/lib/rubrikator/03/03_03/978-5-88431-323-1/
© MA3 PAH



Synagogues in Yemen and their objects 335

Muchawsky-Schnapper E. An exceptional type of Yemeni necklace from the
beginning of the twentieth century as an example of introducing artistic
novelty into a traditional craft // Proceedings of the Seminar for Arabian
Studies. Vol. 34, Oxford, UK: Archaeopress, 2004. P. 181-192.

Muchawsky-Schnapper E. Stone Hanukkah Lamps made by Yemenites in Jeru-
salem // Ayelet Oettinger and Danny Bar-Maoz (eds.). Mittuv Yosef.
Vol. 2. (P. CXXXIV-CXXXVII). Haifa: The Center for the Study of Jewish
Culture in Spain and Islamic Countries, University of Haifa, 2011.

Muchawsky-Schnapper E. Scenes of Sana’a. Yihye Haybi’s Photographs from
Yemen, 1930-1944. Jerusalem: The Israel Museum, 2014.

Nahshon Y. Batei Knesset be-Sanaa (18-19'cent.). Natanya: Association for
Society and Culture in Israel, 2000/ (in Hebrew)

Nachum Y.L. M-Tzefunot Yehudei Teman. Tel Aviv: Afikim, 1986. (in Hebrew)

Narkiss B. Un objet de culte: la lampe de Hanuka // B. Blumenkranz (ed.). Art
et Archéologie des juifs en France médiévale. Toulouse: Edouard Privat,
1980. P. 187-206.

Narkiss B. The Gerona Hanukkah Lamp: Fact and Fiction // Jewish Art. 1988.
Vol. 14. P. 7-15.

Narkiss M. The Artcraft of the Yemenite Jews. Jerusalem: Society of Friends
of the Jewish National Museum Bezalel, 1941. ( in Hebrew)

Niebuhr C. Reisebeschreibung nach Arabien und anderen umliegenden Lan-
dern. Ziirich: Manesse Verlag, 1997 (original edition in 1774, Kopenhagen)

Patrich J. ( 2011) (A) Bet keneset yehudi gadum be-"ir ha-namal Qani she-be-
Teman // Qadmoniyyot. 2011. Vol. 142. P. 102-106. (in Hebrew)

Patrich J. ( 2011) (B) Review of: Salles et Sedov // Semitica et Classica,
International Journal of Oriental and Mediterranean Studies, Comptes
rendus. 2011. P. 243-249.

Phillips W. Qataban and Sheba: Exploring the Ancient Kindoms on the Biblical
Spice Routes of Arabia. N.Y.: Harcourt, Brace and Co., 1955.

Qafih J. Batey kneset be-teman // Mahanayim. Vol. 92. The Israel Defense
Forces publication. 1965. P. 130-133. (in Hebrew)

Qafih J. Jewish Life in San‘a. Jerusalem: Ben-Zvi Institute, Kiryat-Sepher
Ltd., 1978. (in Hebrew)

Qafih Y. ‘Laz’ or ‘Khal’ // Pe’amim. Vol. 11. Jerusalem: Yad Ben Zvi, 1982.
P. 89-93. (in Hebrew).

Qafih Y. & Tobi Y. (eds.). Ketavim (Collected Papers). Vol. 2. Jerusalem:
Yemenite Community, 1989.

Raccah-Djivre D. Torah Crown with Finials // L. Fishof. Jewish Art Masterpieces
from the Israel Museum. Jerusalem: The Israel Museum, 1994. P. 56-57.

Rathjens C. Jewish Domestic Architecture in San’a, Yemen. Jerusalem: The
Israel Oriental Society, 1957.

Ratzaby R. Te'uddot le-Toledot Yehudei Teman // Sefunot. Vol. 2. Jerusalem,
Yad Ben Zvi Institute, 1958. P. 207-208. (in Hebrew)

OnekTpoHHasa 6ubnuoTteka Myses aHTpononorum n atHorpacdumn um. Metpa Benwukoro (KyHctkamepa) PAH
http://www.kunstkamera.ru/lib/rubrikator/03/03_03/978-5-88431-323-1/
© MA3 PAH



336 Ester Muchawsky-Schnapper

Rawson Ph. Tantra. Le culte indien de l'extase. P.: Editions du Seuil (original
English: Tantra The Indian Cult of Ecstasy. L.: Thames and Hudson, 1973).

Robin, Ch.J. Himyar juif et chrétien (380-560): inventaire et analyse des
inscriptions locales les plus significatives pour les évolutions politiques
et religieuses. Paris, 2006. Unpublished Manuscript

Safrai Z. Dukhan, Aron and Teva. How was the Ancient Synagogue Fur-
nished? // R. Hachlili (ed.). Ancient Synagogues in Israel. Oxford: British
Archaeological Reports, International Series 499, 1989. P. 69-84.

Sedov A.V. La synagogue // J.-F. Salles, A.V. Sedov (eds.). Qani’. Le port
antique du Hadramawt entre la Méditerranée, ['Afrique et 'Inde. 1972,
1985-1989, 1991, 1993-1994. Turnhout: Brepols, 2010. P. 87-122.

Sémach Y. Une Mission de l'Alliance au Yémen. P.: Siege de la Société (AIU),
2010.

Scott H. In the High Yemen. L.: Butler &Tanner Ltd., 1942.

Serjeant RB & Lewcock M. (eds.). San’a’. An Arabian Islamic City. L.: The World
of Islam Festival Trust, 1983. Reprinted by Melisende UK Ltd. L., 2013.

Shwartz Be'eri 0. Kurdish Jewish Silvercraft // The Israel Museum Journal.
1988. Vol. 7. P. 75-86.

Stillman N.A. The Jews of Arab Lands. Philadelphia: The Jewish Publication
Society of America, 1979.

Thon D. Tappuhim: Torah Finials from Morocco // The Israel Museum Journal.
1988. Vol. 7. P. 87-95.

Tobi, Y. “The Jews of Yemen in the light of the excavation of the Jewish
Synagogue in Qani”, Proceedings of the Seminar for Arabian Studies,
vol.43, Oxford, UK: Archaeopress, 2013. Vol. 43. Pp. 349-356.

Tobi Y.Y. The Jewish Community in Hasi, South Yemen, in the light of its
Makrab Suri'el and Cemetery // Ch.J. Robin (ed.). Le Judaisme de l'Arabie
Antique. Turnhout: Brepols, 2015. P. 373-385.

Yaniv B. The Torah Case: Its History and Design. Jerusalem: Bar-Ilan
University Press / Jerusalem: Ben-Zvi Institute, 1997. (in Hebrew)

Yule P. Himyar. Late Antique Yemen. Aichwald: Linden Soft, 2007.

Zadoc M. History and Customs of the Jews in the Yemen. Tel Aviv: Am Oved
Publishers Ltd., 1967. (in Hebrew)

OnekTpoHHasa 6ubnuoTteka Myses aHTpononorum n atHorpacdumn um. Metpa Benwukoro (KyHctkamepa) PAH
http://www.kunstkamera.ru/lib/rubrikator/03/03_03/978-5-88431-323-1/
© MA3 PAH



II1. OT KynbTOB
K ugeonorusam

II1. Cults
and Ideologies

OnekTpoHHasa 6ubnuoTteka Myses aHTpononorum n atHorpacdumn um. Metpa Benwukoro (KyHctkamepa) PAH
http://www.kunstkamera.ru/lib/rubrikator/03/03_03/978-5-88431-323-1/
© MA3 PAH



OnekTpoHHasa 6ubnuoTteka Myses aHTpononorum n atHorpacdumn um. Metpa Benwukoro (KyHctkamepa) PAH
http://www.kunstkamera.ru/lib/rubrikator/03/03_03/978-5-88431-323-1/
© MA3 PAH



M.D. Anvbedunnv

KVIIbT TATEIJKY BXABAHU
N KNBAA bBOITVIHA B HEITAJIE:
JKEHCKOE JIMITO BEPXOBHO1 BJIACTU

HacToswas cTaTbha nocBsleHa HenanbCKkoi 6ornHe Taneaxy bxaBaHu, KoTopyio
NOYUTANMN KaK XpaHWUTEbHULY KOPOJIEBCKOrO TPOHA U CTpaHbl. 10 Bcelt BeposT-
HOCTM, ee KynbT Obn NpuHeceH u3 MHauu u yteepauncs B Henane B cpefHue
BeKa. ITOT Ky/bT TECHO CBA3aH C KyJbTOM 3XU1BOI 60ruHu Kymapu, pacueHnBas-
wencs Kak sonnoweHune Tanemxy. MoXHO NpefnonoXuTs, 4TO B KynbTax Tanea-
Xy 1 Kymapw 3akoHcepBUpoBanuch npeactaBieHuns 06 0COBEHHOCTAX apxau-
YECKOIl CTPYKTYpbl BNACTW, COXPAHABWMXCA B TPagMLMOHHbIX 00LWECTBaX,
K 4MCy KOTOPbIX 10 HelaBHEro BpeMeHu oTHocuacs u Henan.

Kntoqessie cnosa: Henan, Tanemxy, Kymapu, nerexgbl, cakpanbHas BnacTb, pu-
Tyan.

Margarita F. Albedil

THE CULT OF TALEJU BHAWANI AND THE LIVING GODDESS IN NEPAL:

A FEMALE FACE OF SUPREME POWER

The present article deals with the Nepalese goddess Taleju Bhawani who was revered as the
guardian of the royal throne and the country. Perhaps, her cult was brought from India
and established in Nepal during the Middle Ages. This cult is closely associated with the
cult of the living goddess Kumari, regarded as an incarnation of Taleju. We can assume that
the cults of Taleju and Kumari preserved certain elements of the traditional notions of the
archaic power structures peculiar to the traditional societies, among which Nepal was until
recently.

Key words: Nepal, Taleju, Kumari, legends, sacral power, ritual
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340 M.®. AnbGepunb

B o6mmpHOM 9K/IeKTMYHOM WMHAYUCTCKOM HaHTeoHe Hemama
€CTb OfIVH VHTPUTYIOLINII XeHCKMIT 00pa3. HMKTO He 3HaeT, Kak BbI-
IJIASUT 3Ta OOTMHA, XOTS OHA CYMTAETCS OJHOI M3 ITIaBHBIX B Jlo-
nune Katmanpy. Bee, 4To ¢ Hell cBA3aHO, TAMHCTBEHHO VM COKPBITO,
dakTbl ee «6uorpadum» He BCerha JOCTOBEPHBI M CUCTEMATU3UPO-
BaHbL. HM OfjyIH XyHO>XXHMK VJIU CKY/IBIITOP HE 3alledaTiieN ee 0OmmKa
HI B KpPAacKaxX, HM B KaMHe, HU B MeTasne. Hackonbko nsBecTHo, ee
He BOCIIE€BA/IN B CTUXAX WIN B NIPO3€, HE ONNUCHIBA/IN B CBAIIEHHbIX
TEKCTaX U He YIIOMMHA/IN B CBETCKMX KHMUTaX. B oT/m4me ot gpyrux
HeIaJIbCKMX OOIVMHD OHA He VIMeeT CYNpyra U IIOTOMY He ABJAeT-
CsL HUYbUM SHEPreTUIeCcKUM HavasoM — wiakmu. Ecmu gpyrue 60-
TVHY HEPEeIKO BXOAAT B TPYIIbI U3 TPeX, MATU, CEMU MU BOCbBMU
HepcoHakell, To 3Ta 6OrMHs He 00'beIMHsETCS HU C KeM: OHa Bcerja
OfiHa.

BecrenecHas 60rMHA OTCTpaHEHA Y OT IIOBCEIHEBHOI KVM3HM JIIO-
meii. IIpocTbie cMepTHBIE He OOpaljaloTCs K Hell ¢ MOMUTBAMM, He
IIOIOT B €€ 4eCTb TMMHOB, He YCTPaMBaloT [ Hee KePTBOIPHUHOIIIE-
HVIA NyOx#u VULV IpyTye puTyansl. Ee Ky/IbT HOCUT 3aKpBITBIN, JjaXke
CEKpEeTHBI XapakTep. Bo3MOXXHO, 3T0 00BACHAETCA TeM, YTO ITIaB-
HBIM IIpUBEp)KEHIIeM OOTMHM Ha NPOTSKEHUM HECKONbKMX BEKOB
CUMTAJICS KOPOJIb, IIPAaBUTE/Ib TOCYAAPCTBA, 2 OHA OblIa KOPOIEBCKIM
POZIOBBIM OOXXECTBOM Ulimadeéama U ITTaBHO JYXOBHOI ITOKPOBU-
Te/IbHUIIEN TPOHA VM CTPaHbL BeposATHO, 110 3TO¥ Jke IpUYyHe OOTMHS
U3BEeCTHA TONbKO B JJonmmue Karmany; aT0 ropojickoii, TogHee — CTO-
MUYHBIA KyNbT. VIMs 910l TamHCcTBeHHON 60rMHM — Tanemxy bxasa-
Hu. EcTb u gpyrue BapuanThl ee uMmenu: Tymamxka, Typmxka, Tynnsa,
Tyna [Amatya 1998 49-53].

J13-3a 3aKpBITOrO XapakTepa KylbTa TamemXy oH cmabo M3ydeH
[JTenxos 1999: 392]. [locTynHble cBefieHUs 0 OOTVHE Yallle HOCAT Jie-
TeHJapHO-MM(OIOTMYECKIIL, 4eM JOCTOBEPHO-MCTOPUIECKIIT XapaK-
tep. CorylacHO OJHOJN M3 JIeTeHJI, KOTopas IpefCcTaBsieT coboil ma-
padpas mupmiickoro smoca «PamasnHa», Tamemxy Hekorpa Obura
IJIaBHBIM 60)XeCTBOM AMaparrypsl, crommubl 6oros. Ho 37m0k03HeH-
HbII TeMoH PaBana mobenu 1apsi 6oros VHApY, moxutmn 60rMHIO
B BUJIe SAHTPbI, MUCTUYECKOTO CMMBOJA, M yHeC Ha ocTpoB Ilpnu-
Jlanky. Opnako Pama no6opon PaBany, cnac Tanemxy, noctasun 30-
JIOTOM 71apel] ¢ AHTPOI B ropoj AJlOfIXbI0, CTONNIIY JIET€HIAPHOTO
napcrBa Komrana, u cipsitan B Bogax pekn. Tak 60ruHs crana ceMeii-
HBIM 60XKeCTBOM MeCTHBIX paBureneil. B Henane cuuraior, uto Pama
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Kynbt Tanemky BxaBanu u xusas 6oruns 8 Henane... 341

cfieflazl 9TO TailHO, ¥ IIOTOMY JAHHBIN CIOKET HMKAK He OTpasuicA
B KaHOHMYecKoll «PamasiHe» [Amatya 1998: 50].

Tem BpeMeHeM XapucyHXajeBe, OLHOMY 13 BIaJbIK AJIOIXbI, IIPU-
IIUIOCh CITAcaTbCsA OEICTBOM OT MYCY/IbMAaHCKOTO HallecTBysA. VIMeHHO
6oruna Tanemxy, ABUBLINMCH €My BO CHe, IIOCOBeTOBaIa Oexxarb u3 VIH-
mvy. OH Tak ¥ cAenaj, B KOHIle KOHIIOB IIPUOBIB B HENa/IbCKOEe KHA-
»kecTBO bxazraoH (HpiHe bxakramyp), KoTopoe M3iaBHa ObUIO Ba>KHEII-
VM IIeHTpoM nHAyn3Ma B Hemmanbckoit jonmue [Wright 1977: 105-106].
Ha ocHOBaHMM 9TOJT JIeT€HAbI CYNTAOT, YTO KY/IBT TanemKy yTBepaniI-
ca B Hemane B pesynbrare 3aBoeBaHNA CTPAHBI XapUCHHXAEBOIL.

EcTb u fpyras Bepcus, MHade OODBACHAIOIAA IOSABIEHME Xapu-
cnHxazieBsl B Hemasne u He cBA3bIBalommas ero uMsA ¢ Tanemxky: 6ynro
ObI OH OTIIPaBIICA TY/a 110 YKa3aHVIO CBOETO JYXOBHOI'O HAaCTaBHMKA
KamemBapa. IloTepnes nopaxenne B 6uTBe ¢ MyCy/IbMaHaMy, Xapu-
cMHXafieBa mpuien K KamemBapy u cupocus, Ife B 3T0 BpeMs Oeli-
CTBUII MOYXHO COXPAHUTb VICTUHHYIO caHamana oxapmy (MHIyU3M),
I/ie HailTy HaJieXKHOe yOexuile Iy 6paXMaHOB ¥ CBSAIIEHHBIX KOPOB.
HacraBHuk 6yaTo O6bI MOTYa yKa3asna pyKoil Ha ceBep, M o3ToMy Xa-
PUCHHXaJIeBa BMeCTe CO CBOMMU NpUOMDKeHHbIMY oTIIpaBucs B He-
nan [Wright 1977: 75].

HecMmoTpsi Ha JereHAapHbI XapaKTep NPMBENCHHBIX CBEMCHMII,
cBA3b XapucuHxajieBbl U Kynbra Tanemky B Hemane mogrsepxpator
U Marepuanbl XpoHMky HemammkabxynaBamiaBanu. B Heil roso-
PUTCH, YTO 3TOT KOPOJIb IPUHEC ¢ CO001T KyIbT TamepKy 1 yCTaHOBIIT
cBATWIMINE OOTMHY Ha IIaBHOM JiBope ABopia Myna Yoka B bxakra-
nype [History of the Kings 2015: 71]. Xpam, noCBsIIeHHBIIT 3TON 60-
ruHe B bxakranype, B cepenune XIX B. ycren 3ane4aT/ieTb Ha CBOE
akBapem [.O. Onpduny [Tam xe: 87]. Vimsa XapucunxazieBol BCTpe-
JaeTcsA U B anmrpaduike; IpUBOAUTCA U JjaTa ero nepecenenns B [o-
mmuy Katmangy: 1323 . [Regmi 1952: 150].

Jlerenppl cBA3BIBAIOT MM TaepKy 1 € IpeKOM XapJCUHXaIeBEl,
IIpaBUTe/IEM IOKHOMHAMIICKOTO KHspkecTBa Kapnarak HanbaApesoii.
[ToTepsB B/IacTb, OH CKUTAJICA B CEBEPHBIX JIeCaxX B IpeAropbax [ma-
naeB. EMy Take BO CHe AIBM/IaCh OOIVHA ¥ YKa3aja MeCTO B JIeCY, Tie
IIOf] CBALIEHHBIM KaMHEM HaXOJVJICS HeOObIYHBI Med. DTUM MEe4OM
IIPVHIL JO/DKEH ObIT yOUTD 3Mes I OCHOBATb KHXKECTBO J HOBYIO CTO-
nuny. Tak 6ynro 661 1 6p11 0ocHOBaH ropox CumpoyH lapx, cronnia
KHsDKeCTBa Ha Iore coBpeMeHHoro Henaa, B Tepasx [J/lenkos, JIyHes
2011: 358-359].
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ITo gpyromy npeganuio, ABMUBIIAACA BO cHe Tanemxy npukasa-
J1a IPUHECTH €1 B XePTBY IlepBOe XMBOTHOE, KoTopoe HanbAnesa
U eTO CIyTHUKM BCTpeTAT B Hemase. TakyuM >XMBOTHBIM OYATO ObI
OKa3aJICs OVIKMUIL OYIIBOJI, ¥ C TeX IOP Hesapvl, KOTOPbIE CINTAIOTCSA
aBTOXTOHHBIM HaceneHueM [lonmupl KaTMmanpy, exxerogHo mpu-
HOCAT B >XepTBY Tamemxy youtsix 6yiiBonos. Kcratu, n camo cio-
BO HEBapbl MHOIA BO3BOJAT K MHAUIICKUM HAApAm: TaK Ha3blBa-
much cnytHuku HasbsgeBpr [Regmi 1960: 129]. Kak 6bI To HM
ObIJIO, MOXXHO HOIYCTUTH, YTO KyIAbT Tamemxy yrBepamicsa B He-
najie ¥ BIUTAJ 31ech B ce6s MecTHbIe 4epThl. OH MOT, HapuMep,
COeMHUTLCA C KyIbTOM OOrmHM MaHemBapy, IOKPOBUTEIbHMU-
bl NIpeflIecTBYIOIIel AnHacTUM JImuuxaBoB [Majupuria 1979-
1980: 52].

Jlerenpipl, MOIKpeIIEHHbIE MaTepUaaMyi XPOHUKMY, JAIOT OCHOBA-
HIe NIPEeJIIOIOKUTD, 4TO KY/IbT TanemKy ckopee BCEro MMeeT MH/MII-
CKO€ IIPOUCXOXKJEHME, XOTs MHOIJIA €T0 OTHOCAT U K MECTHBIM KY/Ib-
TaM. B 1osb3y ero MHAMCKUX MCTOKOB CBUJETENIbCTBYET U TO, YTO
Ky/IbT 6orvHM Tynassl, MHOIVIMU 4epTaMM CXOHHBINA ¢ Tamemxy, mo-
nynsapeH B Maxapaiurpe, Iie faxe ecTb ropop, Tynnsamyp ¢ xpamom,
HOCBsALIeHHBIM 910Vt 6oruHe [Ilepronmpn 196