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U zbirci kineske umjetnosti i drugih azijskih umjetnosti
Muzeja Mimara istice se skupina od devet keramickih po-
suda. Sest od njih mogu se prema obliku tijela od kamenine
i caklini pripisati proizvodnji kineskih keramickih radionica
iz razdoblja vladavine dinastije Song (960. - 1279. g.). Unu-
tar te skupine razlikuju se dvije podskupine: podskupina od
dvije posude ocakljene u tonovima zelene i plavo-zelene

boje poznate pod nazivom celadon i podskupina od ¢etiri
smede-crno ocakljene posude. Uz podskupinu posuda oca-
kljenih u boji celadona povezana je veca zdjela losije kvali-
tete izrade, prethodno pripisana keramici iz Longquana, a
koja se prema obliku tijela i caklini moze pripisati proizvod-
nji tajlandskih keramickih radionica Si Sachanalai (Sawank-
halok), te dvije plitke zdjelice kasnije kineske proizvodnje iz

razdoblja dinastije Ming (1368. - 1644. g,).

KINA URAZDOBLJU VLADAVINE DINASTIJE SONG

Razdoblje vladavine dinastije Song u Kini se smatra naj-
znacajnim u povijesti kasnijcg carstva. Bilo je to vrijeme
velikih drusevenih i gospodarskih promjena koje su obli-
kovale i presudno utjecale na daljnje duhovno i politicko

usmjerenje Kine kroz razdoblja vladavine dinastija Ming
i Qing (1644. - 1911. g.) sve do pada carstva. Prvi car iz
dinastije Song Taizu (vladao 960.-976.g.) ujedinio je car-
stvo nakon politicki nestabilnog razdoblja poznatog kao
razdoblje Pet dinastija i Deset kraljevstva (907. - 960. g.).

Osnovao je novu prijestolnicu u gradu Bijanjing (danas

In the collection ofC}Jl’nese and other Asian
art of the Mimara Museun a group of
nine glazed stoneware vessels stand out.
According 1o their body shapes and glazes
six of them are attributed to the production
qf(‘/)l’nm kilns _ﬁ’vm the pmbd of the Song
dynasty (960 — 1279). In this group two
subgroups can be distinguished: a subgroup
of two vessels glazed in shades of green and
bluish-green colour known as celadon and
a subgroup of four brown-black glazed
vessels. Connected 10 the celadon ghzm’
stbgroup of vessels is a celadon glazed bow!
of a lesser quality previously attributed 1o
the Longquan kilns which, according 1o
its :/Jﬂpe and g/ﬂze, can be attributed to
the production of the Thai Si Satchanalai
(Sawankbalok) kilus and two shallow bowls
produced later in the Ming dynasty period
(1368 1644).

CHINA DURING THE SONG DYNASTY

The reign of the Song dynasty in China is
considered the most significant in the histo-
1y of the later empire. It was a time of great
social and economic changes that shaped
and decisively influenced the spiritnal and
pa/ifita/ orientation 0f China Ihmug/? the
periods of the Ming and Qing (1644 -
1911) dynasties until the fall of the empire.
The ﬁrxl emperor 0f the Song d)wmgy Tai-
zu (reigned 960 - 976) unified the empire
after a politically unstable period known as
the Five Dynasties and the Ten [(iz{gdomx
period (907 960). He founded a new cap-
ital in the city of Bianjing (today Kaifeng)
o the banks ﬂffhe Yellow River in Henan
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Province. The economy ()f the new empire
(f&/ng aperim[e{/ a mpi// progress 7"6!)/[71 4
on a range of innovations such as banknote
payments. The 514&1’/1’1)/ 0fymte revenues was
ensured b)/ a monopo[y in the trade in sal,
tea, alcohol and silk. Thanks to the progress
in rice cultivation and rich harvests, the
number (f inhabitants gew thp[y, s0 it
can be assumed that in the 11th century the
number of the subjects of the empire reached
100 million. Cities dez%e/ope// as rich centres
of trade and free enterpris.

The rich empire also demanded a new and
more cﬁa’mt administration. B)/ the order
of the emperor, the first cartographic maps
of n:gz'tms and cities were made at that
time. Thanks to advances in printing using
wooden blocks, books have become available
toa [arge number of ]Jmp/e ona daz’/)/ basis,
which has z'mprowz/ /l'z‘emcy and enabled
the flourishing of literature. Numerous
inventions im])ro'ved the ilzszg/m in the
naturalsciences, KS/)K[M/!)’ mathematics and

astronomy, which led 1o the construction of

ﬁn\‘t astronomical mechanical devices.
Instead (gf the usual election (gfxtatf ()ﬁqfiﬂlf
from the ranks of the military nobility that
was ﬂpplied durz’ng the reign oj ‘the T. ang
dynasty (Schwartz-Arenales eral: 2018: p.
26), anew way of governing was established
with the help of state officials. The selection
and. 4/)1'/@ ofmdiuidmlc ﬁ/r administrative
profession was controlled through the system
ofxlﬂte exams, and these new z'mpm'ﬂ/ /Jﬁ
cials /ugﬂn 0 reb/ hmz'{/y o local govern-
ment representatives.

The empire was not supported by a strong
army, a situation taken ﬂdmmﬂge of /gy
the semi-nomadic Tungusic Jurchen people,
who a’ﬂéated the impmd/ army, L‘tmqum’d
the capital Bianjing and founded their Jin
dynasty there (1115 - 1234). The impe-
rial court then moved 1o the southern part
of the former state and established a new
capital in the city of Lin'an (present-day
Hangz/]ou ) in Z/%’g'/ﬂng province. The
state known as the Southern Song lasted
until 1279, when it was conquered by the
11/10ng0[§ who foimdm’ their Yuan ﬂﬁ/}m@/
(1279—1368).

Afier the first difficudt wenty years of the
Southern Song pm’m’ marked b)/ earth-
quakes, landslides, floods and  famines
(Kerr2018: p. 76) the life of the inhabitants
slotwly returned to normal activities. Settling
inthe security ()f the new Cﬂ‘Di[ﬂ/, the imperi-
al court and social elite continued their ele-

gant /{/é enjoying the beauties 0/ the /)ilé/ en-

Kaifeng) na obalama Zute rijeke u pokrajini Henan.
Gospodarstvo novog carstva Songa doiiVjelo je brzi na-
prcdak oslanjajuc’i s¢ na niz novina poput plac’anja nov-
¢anicama, a stabilnost drzavnih prihoda osiguravao je
monopol u trgovanju solju, ¢ajem, alkoholom i svilom.
Zahvaljujuéi napretku u uzgoju rize i bogatim Zetvama
broj stanovnika naglo je rastao pa se moze pretpostaviti
da je u X1 st. broj tadasnjih podanika carstva dosegnuo
100 milijuna. Razvili su se gradovi kao bogata sredista tr-
govine i slobodnog poduzetniétva.

Bogato carstvo zahtijevalo je i novu u¢inkovitiju upravu.
Po naredbi cara tada su izradene prve kartografske mape
regija i gradova. Zahvaljuju¢i napretku u tiskanju drve-
nim plocama knjige su postale svakodnevno dostupne
velikom broju ljudi $to je unaprijedilo pismenost i omo-
gudilo procvat knjizevnosti. Brojni izumi unaprijedili
su poznavanje prirodnih znanosti, osobito matematike
i astronomije $to je dovelo do konstrukcije prvih astro-
nomskih mehanickih naprava.

Umjesto uobicajenog izbora drzavnih duznosnika iz redo-
va vojnog plemstva koji se primjenjivao u razdoblju vlada-
vine dinastije Tang (Schwartz-Arenales etal. 2018: str. 26)
uspostavljen je novi nacin upravljanja uz pomo¢ drzavnih
¢inovnika. Odabir i sposobnost pojedinaca za ¢inovnicko
zvanje stogo sc¢ nadziralo kroz sustav drzavnih ispita, a ti
novi carski ¢inovnici poceli su se u velikoj mjeri oslanjaci
na predstavnike lokalne viasti.

Carstvo nije podupirala i snazna Vojska sto su iskoristi-
li dotadasnji saveznici, polunomadski turkijski narod
Dzurdzi, koji su porazili carsku vojsku, zauzeli glavni
grad Bianjing i tamo osnovali svoju dinastiju Jin (1115.
- 1234. g.). Carski dvor tada se presclio u juzni dio do-
tadasnje drzave i osnovao novu prijestolnicu u gradu
Lin’anu (danas Hangzhou) u pokrajini Zheijang, Drzava
poznata pod nazivom Juzni Song trajala je do 1279. g,
kada su je osvojili Mongoli koji su osnovali svoju dinasti-

juYuan (1279.-1368. g,).

Nakon prvih teskih dvadeset godina razdoblja Juznog

Songa kojeg su obiljeiili potresi, uruéavanja tla, poplave i
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glad kao posljedica tih prirodnih nepogoda (Kerr 2018:
str. 76) zivot stanovnika polako se vratio uobicajenim
djelatnostima. Smjestivéi s¢ u sigurnost nove prijestolni-
ce carski dvor i drustvena clita nastavili su svoj otmjeni
zivot uzivajudi u ljepotama brdovitog okolisa i obliznjeg
Zapadnog jezera cije su obronke uljepéali palaéama, vrto-
vima i buddhisti¢ckim hramovima.

Drustveni zivot toga razdoblja bio je visoko organiziran
i odvijao se u nizu dnevnih, mjesecnih, sezonskih i godis-
njih obreda koji su se jednakim ritmom smijenjivali tije-
kom godine odrazavajuci uljudno i tolerantno drustvo.
Festivali su oznacavali promjenu godisnjih doba, carske
rodendane, zahvalnice, odredene buddhisticke blagdanc
poput Buddhina rodendana na 8. dan 4. mjeseca u lunar-
nom kalendaru. Druge svetkovine bile su povezane s pri-
rodnim pojavama kao $to je primjerice bilo promatranje
plimnih valova na rijeci Zhe. Stovali su se brojni duhovi,
preci, lokalni junaciipovijesne licnosti od znamenitih VOj-
nika do uglednih znanstvenika. Izrazavalo se divljenje lje-
poti slaganja cvijeca i vjestini posluzivanja caja (Kerr 2018:

str. 74-75).

Gradani su rado trgovali umjetninama i procjenjivali nji-
hovuljepotuisklad oblika. U filozofiji obnovljena su drev-
nanacela Konfucija koja su se s vremenom stopila s budd-
histickim Vrijednostima u neo-konfucijanizam primjeren
nastalim promjenama u kineskom drusevu.

Pripadnici nove Vladajuée elite u skladu s neo-konfucijan—
skim duhovnim ucenjem rado su se u slobodno vrijeme
bavili slikanjem i kaligrafijom u stilu slobodnijem od pro-
pisanog stila Carske slikarske akademije koja je okupljala
nadarenc umjetnike iz svih dijelova Kine. Stil akademije
zasnovan na naturalistickom pogledu na svijet imao je
krajolik kao sredisnju temu.’

ISPIJANJE CAJA U RAZDOBLJU DINASTIJE SONG
Uzivanje u ispijanju ¢aja u Kini ima dugu tradiciju. U po-

¢etku smatran tek ljekovitim napitkom, u doba dinastije

Tang (618. - 907. g.) ¢aj se ve¢ posluzivao kao napitak za

vironment and the slopes of the nearby West
Lake, embellished with pﬂ/ﬂm‘, gﬂrz[c’m and
Buddhist temples.

The social /ﬁ’ of the perz'cd was hz'gh_/y or-
gﬂm’zerj and took ‘D/ﬂa* in a series (f {laz'b/,
monthly, seasonal. and annual rites that
alternated at the same pace t/}mughoul the
year ref/fcll’ng a po/ite and tolerant sociely.
Festivals marked the change of seasons, im-
perz'a/ bif'[/ﬂdﬂ]\; gmlilude rituals, certain
Buddbist ha/i//ﬂ)/.v like Buddbas lll'rth//ﬂ)/
on the 8th day of the 4th month in the lunar
calendar. Other féstz'm[v were associated
with natural ‘phmomwm such as the ob-
servation of tidal waves on the Zhe River.
Numerous spirits, ancestors, local heroes and
hixtorz’m/ﬁgm‘aﬁom ]fzmaux soldiers to em-
inent scientists were worshiped, Admiration
was expressed for the beauty of arranging
ﬂazum and the skill of serving tea (Kerr
2018 pp. 74-75).

Citizens were hdpgy 1o trade in works ()f art
and appreciate their bmu{y and hm‘mon)/
of form. In philosaphy, the ancient principles
q/ VConﬁmm were restored, which over time
mezged with Buddbist values into neo-Con-
fucianism  appropriate to the resulting
c/mngfs in Chinese society.

Members of the new m/ing elite, in ac-
cordance with the neo-Confucian spiritual
tmchingx, were ha];p)/ lo engage in pﬂilztz’ng
and cﬂ//igmp@y in their ﬁu time in a sg//e
[freer than the one prescribed by The Imperial
Painting Academy which broughr together
talented artists ﬁam all parts of China. The
academy style based on a natwralistic view of
the world had /mzdmpe asits central theme.

TEADRINKING IN THE PERIOD
OF SONG DYNASTY

Tea /lm'nking has a long tradition in Chi-
na. [nitiﬂ/é/ considered on[y a medicinal
beverage, during the Tang dynasty (618-
907) tea was a/rmd)/ served as /)evmge for
enjoyment. This was done @/ extracting a
small amount of dried leaves from a pressed
Larger piece the size of a brick and placing it
in a teapot with hot water. Other fmgmm‘
spices were gladly added - ginger, orange peel
nint, various berries, etc. The tea ])repared in
this way was reddish in colour, which, in the
opinion of the sophisticated consumers of that
time, stood out best against the ll('g/}t green
g/ﬂzazl Yue stoneware.

During the Song dynasty period, tea prepa-
ration changmi Instead oj ‘brfwz'ng whole




leaves, tea was now gmzmd into powder
and then a small amount (f that /Jowdfr
was placed on the botton of the botw, poured
over with hot water and then beaten with a
small bamboo whisk until it faﬂme/[ white

(Kerr:2009: p. 65).

Emperor Huizong (reigned 1101 - 1125),
the eighth and last ruler of the united stare,
a Pﬂ'i/){/ll known in Chinese hislmy as the
Northern Song (960 — 1126), was himself
a skilled painter, calligrapher, and musi-
cian. He liked 1o paint landscape motifs with
birds. He was also a passionate connoissenr
of tea and tea ceremonies and displayed his
knowledge in the text entitled “Record of
Teain the Daguan Period

White tea for the emperors pleasure was
grown on a mea/ szymm ])[anl«ztimz n
Fujiml province run b)/ a /ng/J»mnkl’ni
imperial official-scientist Cai Xiang (1012
— 1067) and was considered the ﬁm{vf tea
on the market, more valuable than gold.
Cai also wrote the treatise “Record of Tea”
and. dcmm'ing 1o this e/qgmzl expert the most
suitable bowls ﬁ/r //rl'fl/ciﬂg itwere Jian stone-
ware with a “hare’s fur” pattern in glaze
which /;roug/?t out m'ceb/ the white _//)dm
(Barnes 2014:p. 18).

Tea called “dragon and phoenix” from Fir-
Jian province, divided into nwelve mb-{)pex,
was considered 1o be (f bl'g/m‘l qmz/l’gy, al-
though other types of tea were also imported
ﬁom central China and Sichuan province.
Numerous teahouses were arranged along
the Imperial Avenue, the central street in the
capital /eﬂdz’ng 10 the palace. They opened
their doors at ﬁl’t‘ oclock in the »g‘}mzoan
and remained open long into the night as a
ﬁz vourite gﬂt/ﬂm’ng p/ace of wealthier citizens
who, in a pleasant ambience, surrounded by
flowers and bonsai trees (Kerr 2018: p. 76),
g/ﬂdb/ made lucrative deals all the while
//mamtmtz’ng their /moza/e{lge (f teas and

clegance in drinking (Kerr 2018:p. 78).

Tea dVlh/C(‘rS‘ ﬁ"om high sociely gﬂthered 0
compete in a tea game known as doucha
which was ﬂm've_/y pr/)mﬂlm' Ig/ Cai in
which the colour (1f tea and the duration af
frothwere judged (Barnes 2014: p. 18),

CERAMICS IN THE PERIOD OF
SONG DYNASTY

/l/[mgy experts still consider the ceramics
from the reign of the Song dynasty 1o be the
most bmutfu/ artistic achievement 0/ "Chi-

ugodu na nacin da se iz presanog ve¢eg komada velicine
opeke izdvajala manja koli¢ina susenog lisca i stavljala u
éajnik s viu¢om vodom. Rado su se dodavali i drugi miri-
sni zac¢ini —dzumbir, narancina kora, metvica, razlic¢ite bo-
bice i sl. Tako pripremljeni ¢aj bio je crvenkaste boje koja
se, prema misljenju tadasnjih otmjenih uzivatelja, najbolje
isticalau svijetlozeleno ocakljenoj kamenja(:i Yue.

U razdoblju dinastije Song nacin pripremanija ¢aja se pro-
mijenio. Umjesto da se kuhaju cijeli listici Caja sada se Caj
najprije samljeo u prah, potom se¢ manja koli¢ina toga pra-
ha stavljala na dno zdjelice i prelijevala vru¢om vodom, a
zatim se¢ uz pomo¢ male bambusove metlice tukla dok se

ne bi bijelo zapjenila (Kerr 2009: str. 65).

Car Huizong (vladao 1101. - 1125. g.), osmi i posljednji
vladar ujedinjene drzave, razdoblja poznatog u kineskoj
povijesti kao Sjeverni Song (960. - 1126. g), i sam je bio
vjest slikar, kaligrafi glazbenik. Omiljcna tema njegovog
slikarstva bili su motivi krajolika s pticama. Bio je i stra-
stveni uiivatelj Cajai poznavatclj Cajne ceremonije $to je i
pokazao u svom djclu pod naslovom ,,Zapis 0 Caju u raz-
doblju Daguan®?

Bijeli ¢aj za carev uzitak uzgajao se na poscbnoj plantazi
Beuyain u pokrajini Fujian koju je vodio visoki carski ¢inov-
nik-znanstvenik Cai Xiang (1012. - 1067. g.) i smatrao se
najfinijim ¢ajem na trzistu, vrijednijim od zlata. Cai je napi-
sao i studiju ,Zapis o caju” i prema misljenju tog otmjenog
znalca za njegovo ispijanje najpogodnije su bile zdjelice od
kamenja(’:e Jian s uzorkom zecjeg krzna“ u caklini kojc su
lijepo isticale bijelu pjenu (Barnes 2014: str. 18).

Caj pod nazivom ,zmaj i feniks” iz pokrajine Fujian po-
dijeljen u dvanaest podvrsta smatrao se najkvalitetnijim
prcmda su se pile i druge vrste Cajeva dopremljcne iz sre-
disnje Kine i pokrajine Sichuan. Brojne ¢ajane bile su ras-
poredene uzduz Carske avenije, sredisnje ulice u glavnom
gradu koja je vodila prema palaci. Otvarale su vrata u pet
sati popodne i ostajale otvorene dugo uno¢ kao omiljeno
okupljaliéte bogatijih gradana koji suu ugodnom ambien-
tu, okruzeni cvije¢em i bonsai drvec¢em ((Kerr 2018: str.
76), rado sklapali unosne poslove usput pokazujudi svoje
znanje o Cajevima i otmjenostu njihovom uispijanju (Kerr

2018: str. 78).

Uzivatelji ¢aja iz visokog drustva okupljali su se i radi na-
gjecanja u igri ocjenjivanja boje éaja i trajnosti pjene po-
Znatoj pod nazivom doucha koju je promicao Cai (Barnes

2014: str. 18).

KERAMIKA 1Z RAZDOBLJA DINASTIJE SONG

Keramiku iz razdoblja vladavine dinastije Song i da-
nas mnogi stru¢njaci smatraju najljepsim umjetnickim
postignucem kineskih keramicara. Podjela na carsku i
ne-carsku ili pucku keramiku tipi¢na je za kineski i opée-
nito azijski pristup procjeni kvalitete pojedinih predme-
ta sukladno uvjerenju da je keramika namijenjena car-
skom dvoru kvalitetnija od one puéke, dok se strucnjaci
na zapadu vise oslanjaju na osobni estetski dojam. U Kini
ta se tradicionalna procjena vrijednosti osobito razvila u
kasnijem carskom razdoblju vladavine dinastija Ming i
Qing kada su prosvije¢eni znalci ustanovili eradiciju ,Pet
klasicnih vrsta keramike dinastije Song” premda se ona
ne zasniva na povijesnim cinjenicama. Pet radionica ¢ine
Ru’ Guan’, Ge*, Ding’ i Jun” (Kerr 2004: str. 26).

Prema povijesnim Cinjenicama u razdoblju dinastije Song
nisu postojale radionice za proizvodnju keramike namije-
njenu iskljucivo za carski dvor nego su drzavni ¢inovnici
posjec’ivali radionice da bi tamo medu proizvedcnom
keramikom izabrali najljcpée primjerke za dvorsku upo-
trebu. Cinjcnica je da se keramika proizvedena u nekim
radionicama’ vise cijenila nego keramika iz drugih radio-
nica’ koje bi se prema toj podjeli mogle smatrati puckim
radionicama premda su i ¢jenjene radionice proizvodile
kamenjacu za slobodno trziste. Njihovi kupci bili su iz
redova nove drustvene klase drzavnih ¢inovnika koji su
keramicke posude sakupljali radi divljenja njihovoj ljepoti
na isti nacin na koji su uzivali u ljepoti predmeta od zada,
kamena ili bronce (Tregear 1982: str. 14).

Za potrebe ostalih slojeva drustva postojale su velike kera-
micke radionice s pec¢ima u gradovima Longquan, Yaozhou
i Cizhou kojc su proizvodile velike koli¢ine raznovrsne kame-
njace razlicite razine kvalitete i stila ukrasavanja. Brojni oblici
posuda ukraseni obojenom caklinom koristili su se u svakod-
nevnom zivotu od Vjerskih obredai grobnih priloga do posu-
dazahranui pice, teza ukraéavanjc doma.

nese porters. The division into z'm[)erm/ and
nan»l’mperz’ﬂ/ or ‘pa/m/ﬂr wares is g/pim/ of
the Chinese and generally Asian approach
10 d&\‘mmg the qm/zlig/ zg/ individual objecls
in accordance with the be/iaf that pottery
intended for the imperial court is better than
po])u/m‘ pottery, while experts in the West
relymoreon ‘Dm'wm/ aesthetic impression. In
China, this traditional valuation developed
€J])€Ciﬂ/_/)/ in the later z'mperm/ perz'od o/ the
Ming and Qz’ng z{yzmlz’ex when m/igbtmal
scholars established the radition of the “Five
Classic Wares of VSong Dynasty” a/f/mug/]
it is not based on historical ﬁzm Five ware
nypeswere Rie', Guan', Ge', Ding’, and Jun’
(Kerr 2004: .26, ).

/4{5077][715/ fo bl&'larim/fﬂcta; during the Song
Dynasty there were no kils for the produc-
tion of pottery intended exclusively for the
z'mpmh/ court, but state (ﬂdﬂ[f visited the
kilss to choose the most beautifil ivens for the
court use. The fact is that pottery produced

in some kilns® was valued more than pottery

from other kilus’ (Kerr 2004: p. 26) which,

ﬂa‘oroﬁng 10 this division, could be considered
‘Dapu/m' kilzs, ﬂ/fhough the esteemed kilns also

produced stoneware for the free market. Their
customers weve from the ranks of a new social
dlass of government officials who collected
ceramic vessels 1o admire their beauty in the

same way they enjoyed the beauty of jacl,

stone, or bronze objects (Tregear 1982:p. 14).

For the needs of other levels of society, there

were /m’ge ceramic wmkr/ao])s with kilns

in the cities ofLangquﬂn, Yaozhou and
Cizhou, which produced large quantities of
stoneware of different levels of quality and
sgyle (1f decoration. Vessels Qf various shﬂ/m

decorated with coloured glazes were used in

emy//i@/ /zfe n re/zgi/)m vites and as burial
goods as well as wares for food and drink,

and as decorative items for the home.

LONGQUAN CELADON

The city of Longquan is located in the
southwestern part of the Southern Chinese
province of Zhejjang. A peculiarity of the
Longquan stoneware is the glaze in green
and green-blue tones known in Europe as
celaclon, named after the young shepherd
/10)/ Céladon who wore a costume with misty
green ribbons on bis sleeves in the /Mstom/
play L Asirée by the French writer Honoré
d Uk (1568~ 1625)"

Rich deposits of clay suitable for making
stoneware in the m//zy of the Ou River (Ou-
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jz;mg) /,z/zmg which the city q/ Zongquﬂn s

located, were the /}4&1@ ﬁ}r the opening af nu-
merous ceramic workshops with large kilns
The pottery produced there was transported
by theriver to the centre for sale, and the sur-
rounding mountain forests provided large
quantities /)fﬁ’eu/o{)d.
The prwlua‘im of pottery in ngqmm
began in the short period of the Western Jin
dynasty (265 - 306) long before the reign
(f[/)e S(mg {1)/714&9/. Few kilus at the time
mae portery for the needs of local popula-
tion. I the perz'od theﬁyeD]}zmﬂav (907
= 960), kilns already produced stoneware
with light green glaze, which continued into
thereign of the Somg dynasty.

From the end of the 12t century, potters
ﬁnm Lzmgqmm used kaolinite c[a] as their
basic material and because it does not con-
tain iron oxide in firing produces a white
clqy boaj/. For the L‘//,l_)/ body 1o take on the
desired ‘Dﬂ/L’ng:)/ colour, and ng/azal bot-
tom of a vessel to turn o a rusty colowr after
ﬁrz’ng and ve-oxidation that blends harmo-
m’am@/ with the celadon g[ﬂZL’, the potters
deliberately added clay with an iron oxide
content of about two percent (| Wood 2007
P-76; Kerr 2004: p. 90).

On Longquan celadon, the g[qze was ap-
/)/l'a/ in mu/tll’p/e h)/m 10 a thickness ofl 0
1.5 mm (Kerr, Wood 2004: p. S75) thus
mmp/eff/y covering the c&z)/ /Iﬂ{/l_’)& The g/z/zze
was ﬂpp/z'ed @/ immersing the a/}jm‘ inthe di-
luted mixture. The porous unfured clay body
would absorb the water while the dried tiny
solid PﬂVl[(/ﬁ‘S remained on the su{]%fe na
uniform layer. The layer applied in this way
was oo thin fyr the desired gﬂ’d, sothe potters
repeated the procedure from three up 1o eight
times until the glaze layers would 1ake on the
requived thickness. Each new layer was fived
with lower temperature ﬁﬁll/ (Kerr 2004:
- 92) of abour 1150°C (Celadon 2005:
P-28) [nlereslingé/, during the last ﬁring at
a hz'gb temperature (Jf about 1220-1280°C
there was no complete chemical bonding
0_/ ' l'n//l'z'z/idtm/b/ a])p/ied glaze /ﬂ]m‘ nto a
homogeneous layer, but each of these layers
retained its chemical arrangement of differ-
ent c7_y5ta//z'ne structure (f calcinm and silica
both on the outer as well as in the inner part of
cach individual layer (Kerr, Wood 2004: p.
576). This can be explained as a consequence
(Jf the agency (f tiny insoluble pieces inside the
diluted glaze which at the time of drying lefia

mixture zf limestone and quartz pm‘lic/ex on

CELADON 1Z LONGQUANA

Grad Longquan smjesten je u jugozapadnom dijelu juz-
nokineske pokrajine Zheijang, Osobitost kamenjace iz
Longquana je caklina u zelenim i zelenoplavim tonovima
koja jeu Europi poznata pod nazivom celadon, nazvana
prema liku mladog pastira Céladona iz pastoralne pred-
stave L Astrée francuskog pisca Honor¢ d'Urféa (1568. -

1625.) koji je nosio kostim s trakama svijetlozelene boje
na rukavima."

Bogate naslage gline pogodne za izradu kamenjace u doli-
ni rijcke Ou (Oujiang) uz koju se smjestio grad Longqu-
an, bile su osnova za otvaranje brojnih keramickih radio-
nica s velikim pecima. Proizvedena keramika rijekom se
prevozila do sredista za prodaju, a okolne planinske sume
osiguravale su velike koli¢ine drva za lozenje.

Proizvodnja keramike u Longquanu zapocelaje davno prije
dinastije Song u kratkom razdoblju vladavine dinastije Za-
padni Jin (265. - 306. g,). Malobrojne tadasnje radionice
izradivale su keramiku za potrebe lokalnog stanovnistva.
U razdoblju Pet dinastija (907. - 960. g.) radionice su ve¢
proizvodile kamenjacu sa svijetlozelenom calkinom - ce-
ladon koja se nastavila i s dolaskom na vlast dinastije Song;

Od kraja XILI. st. keramicari iz Longquana koristili su kao
osnovni materijal kaolinitnu glinu koja ne sadrzi zeljezni
oksid pa u pecenju daje bijelo glineno tijelo. U zelji da gli-
neno tijelo poprimi zeljenu svijetlosivu boju, a neocakljeni
rub dna posude nakon pecenjai reoksidacije dobije topli
icljeznocrvcni ton koji se skladno stapa s caklinom zele-
noplavih tonova, keramicari su u smjesu morali dodavati
glinu's udjelom zeljeznog oksida od oko 2% (Woo0d 2007:
str. 76; Kerr 2004: str. 90).

Na celadonu iz Longquana caklina se nanosila u vise
slojeva do debljine od 1 do 1,5 mm (Kerr, Wood 2004:
str. 575) ¢ime se potpuno prekrivalo glineno tjelo." Ca-
klina se nanosila potapanjem predmeta u razvodnjenu
smjesu. Porozno nepeceno glineno tijelo upilo bi vodu
dok su se na povrsini zadrzali osuseni sitni krudi sastojci
ujednolikom sloju. Tako naneseni sloj bio je pretanak za
icljeni dojam pa su keramicari ponavljali isti postupak i
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do ¢etiri puta da bi sloj cakline poprimio trazenu deblji-
nu. Zanimljivo je da prilikom pecenja na temperaturi od
oko 1230°C koje je potom slijedilo nije doslo do taljenja
i potpunog kemijskog vezivanja pojedinacno nanesenih
slojeva cakline u homogeni sloj vec je svaki od tih slojeva
zadrzao svoj kemijski raspored razlicite kristali¢ne struk-
ture kalcija i silicija kako u vanjskom dijelu tako i u unu-
tarnjem dijelu svakog pojedinog sloja (Kerr, Wood 2004:
str. 576). To se moze objasniti kao posljedica djelovanja
sitnih netopivih komadi¢a unutar razvodnjene cakine koji
suu trenutku susenja na povrsini ostavili mjesavinu vapne-
nenackih i kvarenih ¢estica dok su dijelovi glinenca poto-
nuli dublje u caklinu. Prilikom pecenja te naslage bogate
kvarcom i kalcijem potaknule su rast kristala volastonita
na povrsini sloja, dok su naslage ¢estica od glinenca i glina
bogatih aluminijem u pecenju potakle rast minerala anor-
tita (Kerr, Wood 2004: str. 576-577). To svojstvo uz pri-
sutnost finih mjehuric’a plina zarobljenih unutar cakline i
ncrastopljenih cestica dajc puno sloieniju mikrostrukturu
viseslojnoj caklini keramike iz Longquana nego sto bi se
postiglo prekrivanjem samo s jednim slojem cakline.
Ovisno o redukcijskim uvjetima u peci i udjelu zeljeznog
oksida (0.5 - 2,5%) (Wood 2007: str. 165) boja cakline
mijenjala se u tonovima plavozelene boje. Dodatkom
male koli¢ine titanijevog dioksida (TiO2, 0.2 - 0,5%) kera-
micari su boju cakline mogli promijeniti od plavog spek-
tra prema zelenom spekeru tonova (Kerr, Wood 2004, str.
578 -579; Wood 2007: str. 160). Divedi se ljepoti cakline
celadon Kinezi su je usporedivali sa zadom, svojim naj-
¢jenjenijim poludragim kamenom.”

Najveci izazov kineskim keramicarima bio je kako odrza-
ti stabilnim redukcijsko okruzenje unutar peci na visokoj
temperaturi pecenja o kojem je ovisila kvaliteta kamenja-
¢e celadon. U postupku redukcijskog pecenja namjerno
se smanjuje dotok zraka u pec. Pri smanjenom dotoku
zraka radi nedostatka kisika gorivo ne izgara u cjelosti vec
se razvija ugljicni monoksid i manja kolicina vodika. Oba
plina kemijski sunestabilna i vezuju na sebe kisik iz najlak-
Segizvora,$toje u pedikisik iz oksida u glinenom tijelui ca-
klinilome¢i pri tom u njima dotadasnje molekularne veze.
Time se mijenja kemijski sastav glinenog tijelai cakline sto
se odrazavau njihovoj teksturi i bojama. Keramicari na jugu

the surfiace while parts of feldspar sank deeper
into the gbzze. Dlm'ng ﬁring, these 6[6’/70.Yil‘5
vich in quartz and calcium stimulated the
growth of wollastonite crystals on the surface
of the /ﬂyﬁ: while de/}oxz‘ﬂ qf ﬁ/dfpﬂr pﬂrtz‘[/e;
and clay rich in alumininm stimulated the
growlh (f anorthite minerals during ﬁring
(Kerr, Wood 2004: pp. 576-577). This prop-
erty along with the presence of fine gas bubbles
ﬂupped inside the ghze logef/]er with undis-
solved pﬂﬂic/es qives a much more [omp/ex
microstructure to the multilayered glaze of
Longquan ceramics than could be achieved by
coating it with onb/ one hyﬁ'r oji//;zza

Depending on the reduction environment
in the kil and the proportion of iron oxide
(0.5-2.5%) (Wood 2007, p. 165), the colour
of the glaze took different blue-green tones.
B)/ ;zddz’ngd small amount of titanium oxide
(02-0.5%), potters could vary the colour of
the glaze from the blue to the green spectrum
of tones (Kerr, Wood 2004, pp. 578 - 579
Wood 2007: p. 160). Admiring the beanty
of celadon glaze, the Chinese compared it 1o

jdde, their most prz’zm’ semi-precions stone.”

The biggest challenge for Chinese porers
was how to maintain a stable reduction
environment inside the kil at a hz'g/] ﬁrmg
temperature on which the quality of the cel-
adon stoneware depended. In the reduction
ﬁriﬂg process, the air wpp[y to the kil is re-
duced on purpose. With reduced air supply
due 10 the lack of oxygen, the fuel does not
burn completely bur carbon monoxide and
asmaller amount of hydrogen are developed,
Both gases are chemically unstable and steal
oxygen from the easiest source, ie. the oxygen
from oxides in the clay body and glaze in the
kil thus brmking their previous molecular
bonds. This fhngex the chemical compo-
sition of the clay body and glaze, which is
rdlecled in their texture and colours. Pot-
ters in southern China have dew’/apfd a
new type of long ceramic kil kinown as the
‘Zz’mgon kiln” that uses the slope’s natural
slant so that ot air rises through chambers
Jfrom the bearth at the base to the chimney a
the top of the slope. First such kilus appeared
n Z/)eji’mlg Province /(mg ago, durz’ng the
Shang dynasty (16th 10 11t century BC),
and were tec/mnlogz’m/b/ pﬁﬁdm’ until the
Southern Songperiod (1127~ 1279), when
they became 50 10 80 meters long and divid-
ed b)/ upto 12 chambers. Inside the SO-meter
kb, abowt 20,000 pieces of pottery could be
fired at the same time. The kiln in the shape
of a long tunnel of a semi-circular vauds was
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1. Grobna vaza, Muzej Mimara,
Zagrcb, Inv.br. ATM 84
Funerary vase, Mimara Museum,

Inv. no. ATM 84

buill of bricks resistant to high temperature.
The vault was pmtectm’ against raim that
could cool the kil @/ a rotf When build-
ing the kiln, potters paid special attention
1o the katz'ng 5/0]16 of the kiln, which was
about 20 dcgm’s at the base Just bebind
the firebox; and then the slope towards the
upper chambers was reduced 1o about ten
degrees to ensure that hotair in the front rose
towards the upper chambers fast but not too
Jast. At the end of the kiln there was a wall
with openings which direct the hot air and
expel it through the chimney just enough to
keep the chambers warm for firing (Cela-
don 2005:p. 33).

Art/meo/ogim/ excavations at the sites have
shown that there were ceramic workshops
and living quarters near the kiln, and that
water-powered machines were also used
in the production (Ccladon 2005: p. 35;
Kerr, Wood 2004: p. 439). The number
of potters wheels found abso indicates thar
production increased significantly during
the Southern Song period, and thar there
was probdb_/y a division of labour in which
poiters specialized in making individual
parts of vessels (Kerr, Wood 2004: p. 440).

Unfired pottery was arranged inside the

chambers according to the quality of work-

mnm‘/ﬂp that the potters wanted 1o achieve.

The highest quality pieces were placed in

the upper chambers which were gradually

heated for the longest time so that the desired
chemical changes in the body andglaze could
Joelly develop. This explain the large range of
green and blue tones in the glaze of celadon

A P di g on the conditions prez’ﬂi/ing in

each chamber, which, despire adjusting the
ratio 0fl'rtm oxicle and titanium oxide in the

dlaze, ceramists could not fully predict

The ﬁring process began with the bummg
of wood in the firebox at the base, most often
conifers from the survounding hills, which
mzfum/é/ burn in the reduction manner.
The hor air rising through the chambers
towards the chimney gradually cooled, 5o 10
maintain the h{gh temperature there were

openings on the sides along the kil through

Kine razvili su novi tip duge keramicke pe¢i poznatu pod
kineskim nazivom ,zmajeva pe¢” koja koristi prirodnu
kosinu padine tako da se vru¢i zrak izdize kroz komore od
lozistau podnozju do dimnjaka na vrhu padine. Prve takve
peci pojavile su se u pokrajini Zhejiang davno, u razdoblju
dinastije Shang (XVI. do XL st. pr. Kr.), a technoloski su
se usavrsile do razdoblja Juznog Songa (1127. - 1279. g.)
kada su postale duge 50 do 80 metara i podijeljene do 12
komora. Unutar peci od 50 metara moglo se istovremeno
peci oko 20.000 komada keramike. Pe¢ u obliku dugog
tuncla polukruinog svoda bila je sazidana od opeka ot-
pornih na visoku temperaturu. Svod je izvana bio zasticen
krovom protiv kise koja je mogla rashladiti pe¢. Pri gradniji
peci keramicari su osobitu pozornost posvetili kosom na-
gibu peci koji jeu podnoiju odmah iza lozista bio oko 20°,
a potom se prema gornjim komorama kosina smanjivala
na oko 10° kako bi se osiguralo da se vreli zrak brzo, ali ne
i prebrzo uzdize prema gornjim komorama. Na kraju peci
nalazio se zid s otvorima Cija ulogaje bila davreli zrak i pla—
men usmijere i izbace kroz dimnjak upravo onoliko koliko
je potrebno da komore ostanu dovoljno tople za pecenje

(Celadon 2005: str. 33).

Provedena arheoloska istrazivanja na lokalitetima poka-
zala su da su se u blizini pe¢i nalazile keramicke radioni-
ce i stambeni prostori, te da su se u proizvodnji koristili i
strojevi tjerani vodom (Celadon 2005: str. 35; Kerr, Wood
2004: str. 439). Brojnost pronadenih loncarskih kola tako-
der ukazuje da se u razdoblju Juznog Songa proizvodnja
znatno povec’ala, te da je vjerojatno postojala podjcla rada
pri kojoj su keramicari bili specijalizirani za izradu poje-

dinih dijelova posuda (Kerr, Wood 2004: str 440).

Nepecena keramika rasporedivala se unutar komora pre-
ma kvaliteti izrade koji su keramicari ieljeli postici. Naj—
kvalitetnije komade stavljali su u gornje komore koje su se
najduze postupno zagrijavale tako da su se zeljene kemij-
ske promjene u tijelu i caklini mogle u potpunosti razviti.
To pojasnjava i veliki raspon zelenih i plavih tonova u ca-
klini celadona ovisno o uvjetima koji su vladali u pojedinoj
komori, a koje ni pored prilagodavanja omjera zeljeznog
oksida i titanijevog oksida u caklini keramicari nisu u pot-
punosti mogli predvidjeti.

13
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2. Grobnavaza, dcta]j, dno, Muzcj
Mimara, Zagreb, Inv. br. ATM 84
Fw;mzij/ vase, detail, bottom, Mimara

Musewm, [nv. no. ATM 84

which the potters could insert additional fuel,
and the side holes allowed them to monitor
the condition in the chambers. The gﬁqu
of the “dragon kil is extremely high and the
zuez'g/ﬂt (J the ])rodumz’ ceramics equa[r the
weig/n‘ af l‘hq ﬁte/ used in the process.

To protect agm’mt direct ﬁre and ash carried
/{y the hot air, the vessels were ﬁrst stacked in
saggars made of high temperature-resistant
ﬁred [/d_)/, which were then laid one on top
(f the other on the sand-covered ﬂaor of the
kiln. The firing of fine portery in saggars has
been known in southern China since the pe-
riod ofthe Eastern Han dynasty (25— 225).
It was improved during the Tang dynasty
(618 — 907), and by the time of the Song
//)/nmgf it was ﬂ/ﬁ‘ﬂ&{)/ te[him/og'm/[y ﬁt//y
developed with different systems of stacking
vessels and the use of dividers between each
vessel f t/)cy were intended for m’ry//ﬂ)/ use,
such as bowls. Large and specially decorared
items were p[zm’d z'miz'w'duﬂlb/ in a box and
closed against smoke and ash. The c/}mpe;t
ceramics were fired unproected, on spurs
that prez)mtm' the bottom /f the vessel ﬁ'om
:ﬁckz'ng 1o the bottom (f the kiln.

I the Northern Song pm'ﬂaf /immzry vas-
es with lids, Jugs, and boxes with lids were
made in Longquan. The predominant
decoration was an mgmmi stylized f/om/

Postupak pecenja zapocinjao je paljenjem drva na lozistu
u podnozju, najcesée crnogorice s okolnih brda koja pri-
rodno redukcijski sagorjeva. Vreli zrak koji s¢ pritome di-
zao kroz komore prema dimnjaku postupno se hladio, pa
su radi ocuvanja visoke temperature na bo¢nim stranama
uzduz peci postojali otvori kroz koje su keramicari mogli
umetnuti dodatno gorivo, a bo¢ne rupe omogucavale su
im pogled na stanje u komorama. Ucinkovitost ,zmajeve
pedi’izrazito je visoka i tezina proizvedene keramike ravna
je tezini utrosenog goriva.

Radi zastite od izravne topline i pepela kojeg je nosio vreli
zrak posude su se najprije slagale u zastitne kutije od pece-
ne gline otporne na visoku temperaturu koje su se potom
jedna na drugu polagalc na pod peci prekriven pijeskom.
Pecenje fine keramike u zastitnim kutijama bilo je pozna-
to ujuznoj Kinijos od razdoblja dinastije Isto¢ni Han (25.
- 225.¢.). Unaprijedilo se u razdoblju dinastije Tang (618.
- 907. g.). a do doba dinastije Song ve¢ je bilo posve teh-
noloski razvijeno s razlicitim sustavima slaganja posuda uz
uporebu razdjelnika izmedu svake pojedine posude ako su
posude, primjerice zdjelice, bile namijenjene svakodnev-
noj upotrebi. Veliki i osobito ukraseni primjerci stavljali
su se pojedinacno u kutiju i zatvarali protiv dima i pepela.
Najjeftinija keramika pekla se bez zastite na podloscima
koji su sprjcéavali dase dno posude ne zalijepi zadno peci.

U razdoblju Sjeverni Song u Longquanu izradivale su se
vaze s poklopcem, vréevi i posudice s poklopcem. Pre-
vladavajuci ukras bio je urezani stilizirani cvjetni preplet.
Cvjetovi bozura, telaticeilisé¢e lotosai drugih vodenih bilj-
aka bili su osobito popularni motivi. Sloj cakline bio je jos
bojom neujednacen i relativno tanak na dijelovima relje-
fnih ukrasa. Brojni primjerci takvih posuda pronadeni suu
grobnicama kao uobiéajeni grobni prilog $ namjenom da,
prema tadasnjem vjerovanju, pokojniku osiguraju lagodan
zivot i nakon smrti (Celadon 2005: str. 150). Ponavljanje
istih oblika i ukrasa na grobnim posudama navodi na za-
klju(:ak dasuse proizvodilc uvedim koli¢inama. Vaza Inv.
br. ATM 84 iz Muzeja Mimara (vis. 22,1 ; promjer otvora
8,5 cm) (sl. 1) pripada toj vrsti posuda. Ima trbusasto tijelo
ukraseno urezanim stiliziranim biljnim motivima. Uz vrat
iispod trbuha prema bazi (sl. 2) ukrasena je stiliziranim uz-
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dignutim listovima lotosa koji se mjestimicno preklapaju
dok jeu sredistu tijela siroka VIpca unutar koje s¢ povija-
ju stilizirani cvjetovi bozura. Vrat jOj zavrsava proSirenim
rubom na kojem se vidi nedostatak cakline $to navodi na
zakljucak da je vaza nekada imala i pripadajuci poklopac
tipican za tu vrstu posuda.13

Pailjivo urezani srediénji cvjetni motiv na vazi Inv. br.
ATM 84 kvalitetom izrade nadmasuje tipi¢ne ukrase na
sli¢cnim vazama i moze se usporediti s najljepsim primjer-
cima te vrste grobne keramike kao sto je primjerice vaza
tipa meiping iz Grassi Museum tur Angewandte Kunst,
Leipzig (Inv. Nr. 2017.98) (Frithchinesische Keramik, str.
209, kat. 115) i vaza meiping prodana na drazbi u ku¢i So-
theby’s, New York (17.03. 2015.; N09338; drazbovni
broj 64)."

U razdoblju Juzni Song (1127. - 1279. g.) keramicke radi-
onice oko Longquana doscgnule suvrhunac proizvodnje.
Ovisno o obliku, tijelo posude oblikovalo se na lon¢ar-
skom kolu ili u dijelovima u kalupima i sastavljalo. Nakon
susenja na nepeceno tijelo nanosila se caklina. Sadrzavala
je glinenac, biljni pepeo i kalcijev karbonat dobiven od raz-
mrvljenih stijena. Prisutnost glincnca u caklini poveéalaje
razinu kalijevog oksida naspram razine kalcijevog oksida
i kemijski promijenila sastav cakline ¢ime se snizio udjel
zcljeznog oksida i titanijevog oksida na oko 1% (Celadon
2005: str. 28) pa se boja cakline u pecenju promijenila od
zelenih prema plavim tonovima (Kerr 2004: str. 92). Ca-
klina se takoder nije se nehoti¢no slijevala niz posude sto
je keramic¢arima omoguc’ilo visestruko ocakljivanjc s pe-
¢enjem svakog novog nanosa cakline na nizoj temperaturi
od oko 1150°C (Celadon 2005: str. 28). Sitni mjchurici
zraka zarobljeni visokom temperaturom ispod povrsine
davali Sujoj sjaj.

Iz tog razdoblja potjece izdjelica Inv. br. ATM 82 ( vis. 8
cm: promjer 12,2 ecm) (sl. 3) iz Muzeja Mimara. Zdjelicu
jednostavnog oblika prekriva, Za kamenjaéu iz Longqu-
ana, relativno tanka neprozirna caklina u zelcnoplavoj
boji ispod koje se nazire plitko urezani ukras. Oko dna
posude on je u obliku jednostavno stiliziranih latica lo-
tosa dok uz rob otvora ukras tvore usporedno urezane
vodoravne crte sa stiliziranim cvjetovima. U unutarnjem

design. Motifs of peony flowers and lotus per-
als and leaves, and other aquatic plants were
particularly popular. The glaze layer was
still uneven in colour and re/ﬂtz'z%e/] thin on
the reliefornaments. Numerous specimens of
such vessels were found in tombs as common
grave goodr, with the intention 0f accord-
ing 10 the bf/l’ef af the time, proz/l’rll’ng the
deceased with a comfortable lfe even after
death (Celadon 2005: p. 150). The repe-
tition oft/%' same J‘bﬂ/}fs and decorations on
the funerary vessels points 1o the conclusion
that l/acj/ were pmducm' n kzrgﬂ quanti-
ties. Vase Inv. no. ATM 84 (height 22.1;
openingdiameter 8.5 cm) from the Mimara
Museum (fig. 1) belongs to this type of vessel.
It has a globular body decorated with en-
graved stylized plant motifs. Along the neck
and below the body towards the base (fig 2),
itis decorated with ygy/ize(/ yaised lotus leaves
that overlap in places, while in the centre of
the boaﬁ/ there is a wide band inside which
stylized peony flowers bend. Iis neck ends
with an extended edge showing a lack of
glaze, which leads 10 the conclusion that the
vase once had a com':pondmg lid {ypi[ﬂ/ (f
this type of vessel

Carefully engraved central floral motif on
the vase Inv. no. ATM 84 surpass the qlm/»
ity of workmanship typical for ornaments
on similar vases and can be mmpared lo
the most bmutg[u/ fxamp/e: of this hpe of

funerary ceramics, such as the meiping vase

: from the Grassi Museum fl,?r Angewmzdle
Kunst, Leipzig, (Inv. No. 2017.98) (Frith-

chinesische Keramik 2017: p. 209, cat.
115) and a meiping vase sold at auction
in Sotheby’s, New York (17 March 2015;
N09338; lot 64)."

In the Southern Song period (1127 -
1279), kilns around Longquan reached
the ])mk tf their pmductz’on. Depmdiﬂg on
the shape, the body of the vessel was made
on a potters wheel or in paris in moulds,
and then assembled. Afier drying, glaze
was applied 10 the unfired body. It con-
tained porcelain stone (petuntse), plant
ash, and calcium carbonate obtained ﬁ()m
crushed rocks. The presence of feldspar in
the glaze increased the level of potassium
oxide mmpared 1o the level tif calcinm oxide
and cbeml’m/b/ [}}ngf// the composition af
the glaze, reducing the content of iron ox-
ide and titanium oxide to about 1 percent
(Celadon 2005: p. 28). This changed the
colour of the glaze from greener to bluer
tones (Kerr 2004: p. 92). The glaze in
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several lqym', and tiny air bubbles tmpped
b.)/ the /ﬂl’gh temperature below the :uq‘ﬁza’

made it lustrous.

Bowl lrv. no. ATM 82 (height 8 om; diam-
eter 122 om) from the Mimara Museum
(ﬁg 3) also originates ﬁom that pm'yd This
:imp[y :}m‘ped dish is covered @/ a re[aﬂ'veb/
thin — for a piece of Longquan stoncware
~ Opaque grem—b/ue gkzze under which a
:hﬂ//ow!y incised decoration can be seen.
Around the bottom of the vessel, this deco-
ration takes the y}mpf qul’mp/e xg/lz'zm' lotus
peta[c while ﬂ/ong the e//ge af the opening,
the decoration is formed by parallel incised
horizontal lines with xg//z'zm’ ﬂywm. In the
inner part, dcﬁm caused b}/ air bubbles in a
thin layer of glaze that burst to the surface
duﬂng ﬁm’ng can be noticed (J’Zg 4), which
isa ﬁﬂlm’e of items intended for ezzz'ryda)/
use that were placed in chambers in the
ﬁonm/ chambers of the kiln closer 1o the
ﬁrehox where chemical, [ processes Wfo/derl at

a higher speed due to the high temperature

O/ﬁﬂﬂg Itcan bf mmpﬂrm’lo a ”ﬂmb&’i’ lz/

similar bowls of this hpe, far exﬂmp/e those
inthe Victoria and Albert Museum.”

With the fall of the Song dynasty in 1279,
the Mongol Yuan dynasty (1279 - 1368),
which took power, reunited northern and
southern China. The new rulers support-

ed the development of trade and export of

Chinese ceramics, so the kilus in Longqmm
:mm.rﬁt/é/ continued and increased the

production of celadon 10 meet the needs of

the expanded market. In doing so, they have
adapied 10 the tastes of Mongolian and for-
cign buyers. Simple shapes of vessels thar em-
Phasized the beauty and lustre of the glaze
from the Song dynasty era were replaced by
larger vessels made in moulds with decora-
tion in relief"
Atthe beginning ofthe Ming dynasty (1368
~ 1644), kilns in Longquan continued to
produce high-quality celadon for the court
as well as hrge quantities of a wide variety
of everyday vessels that were exported by sea
across Asia to the Persian Gu% Numerous
items faum/ in Wclmeo/agim/ excavations
of shiprorecks'” often within mixed cargoes
with pottery ﬁom other Asian countries
such as Vietnam and Thailand, as well as in
inland excavations around ports or grave-
)/»mif in Indonesia and th'/z])pines, lestﬁ
tothe dwe/ope;/ maritime trade thraugb the
centuries before the arvival of the Portuguese
inthe 16th century.

dijelu mogu se primjetiti nedostaci u tankom sloju cakli-
ne izazvani mjehuric’ima zraka koji suse u pecenju probi-
li do povrsine (sl. 4) sto je odlika predmeta namijenjenih
za svakodnevnu upotrebu koji su se smjestali u prednje
komore pediblize lozistu gdje su se kemijski procesi radi
visoke temperature zagrijavanja ubrzano odVijali. Moze
se usporediti sa brojnim sli¢nim zdjclicama toga tipa, pri-
mjerice onima u Victoria and Albert Museumu.”

S padom dinastije Song 1279. g. mongolska dinastija Yuan
(1279. - 1368. g.) koja je preuzela vlast ponovo je ujedini-
la sjevernu i juznu Kinu. Novi vladari podrzavali su razvoj
trgovine i izvoz kineske keramike, pa su radionice u Long-
quanu uspjesno nastavile i povec’alc proizvodnju celadona
kako bi zadovoljile potrcbe prosirenog trzista. Pri tome su
se uspjesno prilagodile ukusu mongolskih i seranih kupa-
ca. Jedostavne forme posuda koje su isticale ljepotu i sjaj
cakline iz doba dinastije Song zamijenile su vece posude
izradenc u kalupu s ukrasom u reljf:fu.16

Pocetkom razdoblja vladavine dinastije Ming (1368. -
1644. g.) radionice u Longquanu i nadalje su proizvodile
celadon visoke kvalitete namijenjen dvoru kao i velike
koli¢ine najraznovrsnijih posuda za svakodnevnu upotre-
bu koje su se morem izvozile po Aziji sve do Perzijskog
zaljeva. Brojni primjerci nadeni u arheoloskim istraziva-
njima olupina brodova' ¢esto unutar mijesanoga tereta s
keramikom iz drugih azijskih zemalja poput Vijetnama i
Tajlanda, kao i u kopnenenim iskopavanjima oko luckih
sredista ili grobova u Indoneziji i Filipinima, svjedoce o
razvijenoj pomorskoj trgovini kroz stoljec’a i prije dolaska

Portugalaca u XV st.

Dolaskom na vlast dinastije Ming, prvi car Hongwu (vla-
dao 1368. - 1398.) vec je 1371. g, zabranio izravnu trgo-
vinu i zatvorio luke zeledi tako odvojiti Kinu od, prema
konfucijanskom ucenju, stetnih izvanjskih utjecaja. Sva
trgovina bila je od tada pod upravom dvora i odVijala se
po sustavu razmjene dobara sa zemljama koje suna dvor
slale izaslanike i postovale protokol. Izgubivsi unosno tr-
ziste celadon iz Longquana postupno je postao keramika
namijenjena svakodnevnoj upotrebi (Kerr, Wood 2004:
str. 581). Dvije plitke zdjelice Inv. br. ATM 2391 (vis. 4.8
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3. Zdjclica, Muzcj Mimara,
Zagrcb, Inv. br. ATMS2

Bowl, Mimara Museum, Zﬂgreb,
Inv. no. ATM 82

When Ming dynasty came to power the first
emperor Honguu (veigned 1368 - 1398)

banned direct trade as early as 1371 and
closed, portsin orderto separate China ﬁom,

according to Confucian teachings, harm-
Joul external influences. All trade has since
been administered b)/ the court and took

lace according to the system of exchange of
goodds with the countries that sent envoys 1o

the court and respected the protocol. Having
lost its lucrative market, Longquan cela-

don gradually became pottery intended for
everyday use (Kerr, Wood 2004: p. 581).

Two small shallow bowls hrv. no. ATM
2391 (height 4.8 cm; diameter 16.3 cm)

4.Zdjelica, Muzej Mimara, unutar-
njastrana, Zagrcb, Inv.br. ATMS2
Bowl, Mimara Museum, inner side,

Zﬂgreb, Inv. no. ATM 82
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5. Plitka zdjcla, Muzej Mimara,
Zagreb, Inv.br.2391
Shallow bowl, Mimara Museum,
Zagreb, Inv. no. 2391

6. Plitka zdjela, detalj, dno, Muzcj
Mimara, Zagreb, Inv. br. 2391
Shallow bowl. detail, bottom, Mimara
Museum, Zagreb, Inv. no. 2391

7. Plitka zdjela, Muzej Mimara,
Zagreb, Inv. br.2393

Shallow bowl. Mimara Museum,
Zagreb, Inv. no. ATM 2392

8. Plicka zdjela, dctalj, dno, Muzcj
Mimara, Zagreb, Inv. br. 2393
Shallow bowl. detail bottom, Mimara
Museum, Zﬂgre/f, Inv. no. ATM 2392
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cm ; promjer 16,3 ecm ) (sl. 5, sl. 6) i Inv. br. ATM 2392
(vis. 4 cm; promjer 17 ecm) (sl. 7, sl. 8) iz Muzeja Mima-
ra jednostavnog oblika s narebrenim rubom kao jcdinim
ukrasom i prekrivene gustom tamnozelenom caklinom,
primjeri su te kasnije proizvodnje.

Zatvaranje Kine i nedostatak uvozne keramike u Jugo-
istocnoj Aziji uspjesno suza razvoj proizvodnjc iskoristi-
li keramicari iz Tajlanda i Vijetnama. Srediste tajlandske
keramicke proizvodnje bilo je smjesteno u blizini grado-
va Sukhotai, sredista tadaénjcg kralj evstva Sukhotai, i 50
km sjevernije smjestenog grada Si Satchanalai (poznat
i pod nazivom Sawankhalok)." Suvremena arheoloska
iskopavanja nekadaénjih keramickih peci pokazala suda
su one oko grada Si Sachanalai tehnoloski bile naprcd-
nije od peci oko grada Sukhotaija, te da su proizvodile
ocakljenu kamenjacu za izvoz u oblicima poznatim s
podmorskih i grobnih arheoloskih nalazista diljem Ju-
goistocne Azije. Proizvodnja ocakljcne kamenjaéc u
Tajlandu dosegnula je svoj vrhunac u XV. st.

qu. S ﬁg 6) and Iiv. no. ATM 2392
(height 4 cm; diamerer 17 cm) (fig7, fg
8) from the Mimara Museum, of a simple
shape with ribbed ed, ige as the on/}/ decoration
and coveredwith thick dark»grem ghze, are
examples of this later production.

The t/oxl'ng af China and the lack 0f im-
ported pottery in Southeast Asia have been
successfully exploited for the development
of prodmtz'oﬂ b)/ potters ﬁom Thailand
and Viemam. The centres of Thai ceram-
ic proa’mtion were located near the town
of Sukhotai, the capital of the kingdom of
Sukhotai, and S0 kom to the north near
the town 0f Si Satchanalai (also known as
Sawankbalok)” Modern archacological
excavations of former kilus have shown that
those around Si Sachanalai were techno-
/ogz’m/é/ more advanced than kilns around

Sukhotai, and produced glazed stoneware

9. Zdjela, Muzej Mimara, Zagreb,
Inv. br. ATM 2390

Bowl, Mimara Museum, Zﬂgreb,
Inv. no. ATM 2390




10. Zdjela, unutarnja strana, Muzcj
Mimara, Zagreb, Inv.br. ATM 2390
Bowl. inner side, Mimara, Museum,

Zagreb, Inv. no. ATM 2390

11. Zdjela, detalj, dno, Muzcj Mi-
mara, Zagreb, Inv. br. ATM 2390
Bowl. detail, bottom, Mimara Muse-
wm, Zagre/f, D, no. ATM 2390

Jor export in forms best known from un-

derwater and archacological burial sites

throughout Southeast Asia. The production

of gkzzm’ stoneware in Thailand reached its

pmk inthe 15th century.

Numerous brick kilus discovered in archae-

0/0gi[ﬂ/ excavations around Si Satchanalai
used the slope of the ground of abour 3.5
meters for the flow of hot air from the firebox
1o the fbimn@/ but unlike ‘Zlmgon kilns”
they were only about 9 meters long with

one chamber (Guy 1986: p. 129). Inside
the chamber, each piece of pottery siood on a

high tubular stand because the glaze of Thai
potters was unstable and during firing it
lowed down the wall of the vessel and with-

out the stand it would stick 1o the bottom of
the kil (Guy 1986.p. 128). Thisis especial-

by present o celadon-style vessels and can be
seen on the nv. no. ATM 2390 (height 9
on; diameter 27.5 om) from the Mimara
Museum (fig. 9). The body of the vessel is
made of fine yellow-grey clay. Modelled af
ter the Longquan celadon, it is ribbed on the
outside, and on the inside, besides the incised
circle at the bottom, the only decoration is an
incised geometric pattern in the form of a

Brojne keramicke peci od zidane opeke otkrivene u arheo-
loskim istrazivanjima oko Si Satchanalaija koristile su nagib
tla od oko 3,5 metra za protok vruceg zraka od lozista do
dimnjaka ali su za razliku od “zmajevih pedi” bile duge tek
oko 9 metara s jednom komorom (Guy 1986: str. 129).
Unutar komore svaki komad keramike Stajao je na visokom
gjevastom stalku jer je caklina tajlandskih keramicara bila
nestabilna te se tijckom pecenja slijevala niz stijenke posude
i bez stalka posuda bi se zalijepilaza dno peci (Guy 1986: str.
128). To je osobito prisutno na posudama u stilu celadona
sto se moze vidjeti i na zdjeli Inv. br. ATM 2390 (vis. 9 cm;
promjer 27,5 cm) iz Muzeja Mimara (sl. 9). Tijelo posude
izradeno je od fine zutosive gline. Po uzoru na celadon iz
Longquana izvana je narebrena, a u unutrasnosti uz ureza-
ni krug nadnu jedini ukras je urezani geometrijski uzorak u
obliku uske vrpce smjestene ispod izvijenog ruba otvora (sl.
10). Caklina zutozelene boje nejednoliko prekriva unutar-
njui vanjsku stijcnku posudc mjestimicno se slijcvajuéi pre-
ma dnu. Na Vanjskoj neocakljenoj strani dna vidi se tamni
kruzni otisak cjevastog stalka za pecenje (sl 11).

12. Zdjclica za ¢aj, Muzej Mimara,
Zagrcb, [nv.br. ATM 85

Teabowl Mimara Museum, Zﬂgrfb,
Inv. no. ATM 85

13. Zdjclica za éaj, unutarnja
strana, Muzej Mimara, Zagrcb,
Inv. br. ATM 85

Teabowl, inner side, Mimara Muse-
um, Zﬂgreb, Inv. no. ATM 85

14. Zdjclicaza ¢aj, detalj, dno, Muzej
Mimara, Zagrcb, Inv.br. ATM 85
Teabowl, detail, bottom, Mimara
Museum, Zﬂgn’b, Inv. no. ATM 85
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narrow band located below the curved edge
of the opening (fig. 10). The yellow-green
glaze covers the inner and outer walls of the
vesselunevenly, flowing in places towards the
bottom. On the outer unglazed side of the
bottom, a dark circular imprint of a tubular
Jfrring stand can be seen (fig. 11)

BROWN AND ‘BLACK™ GLAZED
STONEWARE

In contrast to celadon coloured glaze which
is pmrluml in a reduction environment
insicle the kiln if the amount of iron oxidle in
the g[/,zze is below 0.8 percent, the prodmtion
of Chinese stoneware glazed in brown tones
requires an oxidation environment and the
presence // a bégher proportion 0_/ “iron oxide
in the g/ﬂza Tron oxide in a ratio (f 08 per-
cent to S percent will color the glaze in tones
[from light brown to dark brown, while for 4
distinctly dark brown colour that appears
black, the proportion of iron oxide should be
greater than S percent. Special patterns such
assilver or api//ed dark red stains are achieved
by saturating the glaze with iron oxide which
thenseparates from therest of ihe glaze at high
temperatures and collects on the surface while
cooling, thus forming a separate layer. Like

celadon ware, the most beautifil specimens of

/lrozm»g/ﬂzed Chinese stoneware date fmm
the Song dynasty period. Although it is called
Dlack g/azm’ ", it should be emphasized thar
on its own, the iron oxide in the g/ﬂze will not
produce a real black colowr but a very dark
brown colowr which can beseen in br{q/ol /zglft
True black ghze 4/7/)647‘6/// later in 17th cen-
1ury on porcelain from Jingdezhen, and was
made by adﬂ'mg cobalt oxide and. manganese

oxidle to iron oxide.

At the time, xﬂ])hzb‘tz’mted tea drinkers
thaug/]l white fmm stood out better in
dark-glazed bowls, so kilns in Jian (near
Jianyang, Fujian Province) and Jizhou
(Jfiangxi Province) specialized in making
tea bowls with various decorative details in
brown glaze.

Ceramic workshops with kilns in Jian had
a developed production of stoneware from
the Tang Dynasty periad and later //url'ng
the turbulent period known as the Five Dy-
nasties (907 — 960) in the style of the then
.wugbt»»y‘ier Yue stoneware. During the
Song dynasty, they began producing dark-
glazed tea bowl.

SMEDE I,,CRNO" OCAKLJENA KAMENJACA

Suprotno kamcnjaéi ocakljenoj u bojama celadona koja
nastaje u redukcijskom okruzenju unutar peciako je koli-
¢ina zeljeznog oksida u caklini iznad 0.8 %, za proizvodnju
kineske kamenjaée ocakljene u smedim tonovima potrcb-
no je oksidacijsko okruienje i prisutnost Veéeg udjcla ze-
lieznog oksida u caklini. chjczni oksid u omjeru od 0,8%
do 5% obojat ¢e caklinu u tonovima od svijetlosmede do
tamnosmede boj e, dok za izrazito tamnosmedu boju koja
se doima crnom udjel ieljeznog oksida treba biti ve¢i od
5%. Posebni uzorci poput srebrnih ili razlivenih tamnocr-
venih mrlja postizu se zasi¢enjem cakline Zeljeznim oksi-
dom koji se potom na visokim temperaturama odvaja od
ostatka cakline i u hladenju sakuplja na povrsini tvoreci
zascbni sloj. Poput celadona i najljepsi primjerci smede
ocakljene kineske kamenjace potjecu iz razdoblja dinastije
Song. Premda se naziva ,crno” ocakljena, treba naglasiti da
samo ieljczni oksid u caklini ne¢e dati pravu crnu boju vec
izrazito tamno smedu boju $to se moze uociti pod jakim
sviedom. Caklina crne boje pojavila se tek krajem XVIL st.
na porculanu iz Jingdezhena, a nastaje dodavanjem kobalt-
nog i manganovog oksida ieljeznom oksidu.

U to doba otmjeni uzivatelji ¢aja smatrali su da se bijela
pjena bolje istice u tamno ocakljenim zdjelicama pasusc
keramicke radionice u Jianu (pokraj grada]ianyanga u, po-
krajini Fujian) i Jizhouu (pokrajina Jiangxi) specijalizirale
za izradu zdjelica za ¢aj s razlicitim ukrasnim detaljima u
smedoj caklini.

Keramicke radionice s pe¢ima u Jianu imale su razvijenu
proizvodnju kamenjace ve¢ od razdoblja dinastije Tang
i kasnije tijckom nemirnog razdoblja poznatog kao Pet
dinastija (907. - 960. g.) u stilu tada trazene kamenjace
Yue. U razdoblju dinastije Song zapocele su proizvodnju
tamno ocakljenih zdjelica za ¢aj.

Prema sacuvanim primjercima i suvremenim istrazivanji-
ma strucnjaci danas razlikuju sedam osnovnih oblika zdje-
lica (Wood 2007. str. 147). Najveci dio ih pripada tipu s
vise ili manje izrazenim uvuc¢enim dijelom ispod ruba sa-
vr$eno prilagodenim za lagano ispijanje Vruéeg Caja u ma-

15. Zdjclica za ¢aj, Muzej Mimara,
Zagrc:b, Inv.br. ATM 86

Teabowl, Mimara Museum, Zﬂgrf/),
Inv. no. ATM 86

16. Zdjelicaza ¢aj, unutarnja stra-
na, Muzej Mimara, Zagrcb, Inv. br.
ATM 86

Teabowl. inner side, Mimara Muse-

um, Zagre/z Inv. no. ATM 86

17. Zdjelica za ¢aj, detalj, dno, Muzej
Mimara, Zagrcb, Inv.br. ATM 86
Teabowl. detail, bottom, Mimara
Museum, Zﬂgn’/}, Inv. no. ATM 86




18. Zdjclica za ¢aj, Muzej Mimara,
Zagrcb, [nv.br. ATM 87

Teabowl, Mimara Museum, Zﬂgrfb,
Inv. no. ATM 87

According 10 preserved tea bowls experts
lm'@/ dis‘fz’ﬂgmkh seven basic Sbapex (Wood
2007 p. 147). Most of them belong 1o the
type with a more or less pronounced indent-
ed part beneath the rim, perfectly adapted
Jor sipping hot tea (Kerr 2004 p. 112;
Wood 2007: p. 147). The Mimara Muse-
wnt has three such bowls: Inv. no. ATM 8S
(height 6.4 cm; diameter 11.8 om) (fig. 12,
_ﬁg 13 ﬁg 14), Inv. no. ATM 86 (1 bf{g/}t
6.6 om; diameter 12.3 cm) (fig. 15, fig. 16,
Jug. 17), and lro. no. ATM 87 (height 5.9
om; diameter 12.5 cm) _(ﬁg 18 _ﬁg 19, _ﬁg
20, ﬁg 21). At ﬁm g/dﬂa’, it is noticeable
that the vessels are not shaped perfectly.
The clay from which the body is made is of
a rough Mm{y texture rich in iron oxide
whose property is to retain heat for a long
time, and the inner wall of the vessel thickens
from the apening o the bottom to protect a

hand from the beat of tea.

lim gudljajima (Kerr 2004 str. 112; Wood 2007: str. 147).
Muzej Mimara posjeduje tri takve zdjelice Inv. br. ATM
85 (vis. 6,4 cm; promjer 11,8 em) (sl 12, sl 13, sl. 14), Inv.
br. ATM 86 (vis. 6,6 cm; promjer 12,3 cm) (sl. 15, sl. 16, sl.
17) i Inv. br. ATM 87 (vis. 5.9 cm; promjer 12,5 cm) (sl.
18,51 19,51.20,s1. 21). Na prvi pogled uocava se da zdjelice
nisu savrsenog oblika. Glina od koje je izradeno tijelo gru-
be je pjcskastc strukture bogatc icljcznim oksidom Cije je
SVOjStvo da dugo zadrzava toplinu, aunutarnja stijcnka po-
sude siri se od otvora prema dnu kako bi dodatno zastitila
prste uzivatelja od vrucine caja.

Nakon oblikovanja zdjelice na lonc¢arskom kolu kerami-
¢ar bi odstranjivanjem viska gline oblikovao nogu posude.
Potom bi na zdjelicu nanosio gustu caklinu od razvodnjene
glinc s dodatkom pcpcla tako da bi najprije ulio caklinu u
unutrasnost i potom izlio visak. Zdjelicu bi zatim okrenuo
naopako i jednom rukom nalijevao caklinu na Vanjsku po-
visinu stijenke, a drugom ju je polako okretao kako bi se

caklina ravnomjcrno rasporcdila. Zbog sklonosti cakline

19. Zdjelica za ¢aj, suprotna
strana, Muzcj Mimara, Zagrcb,
Inv. br. ATM 87

Teabowl, opposite side, Mimara Mu-
seum, Zagreb, Inv. no. ATM 87

20. Zc]jclica za ¢aj, unurtarnja
strana, uzorak »zecje dlake”, Muzcj
Mimara, Zagrcb, Inv.br. ATM 87
Teabowl, inner side, ,Hare's ﬁtr “
pattern, Mimara Museum, Zagreb,
Inv. no. ATM 87

21. Zdjelica za ¢aj, detalj, dno, Muzej
Mimara, Zagrcb, Inv.br. ATM 87
Teabowl. detail, bottom, Mimara
Museum, Zﬂgrf/), Inv.no. ATM 87
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Afier shaping the vessel on the potter s wheel,

the potter would shape the foot of the vessel
by removing the excess clay. A thick glaze
of diluted clay mixed with ash would be
applied 1o the vessel by first pouring the glaze
inside and then pouring out the excess. The
vessel would then be turned upside down

and glaze poured onto the outer surface of
the wall with one hand and turned slowly
with the other to distribute it ezfmé/. Due
1o the ﬂm’(/l’gy (f the g/ﬂze which was prone
10 dripping during firing, the potter left the
lower part of the vessel and foot unglazed
(Wood 2007 pp. 147-148). Afier drying,

the finished vessel would be placed on small
clay supports at the bottom of a saggar. The
ﬁ//e{/ saggars were stacked on top (gf each

other in the chambers of the “dragon kilz”

Like celidlon, darke-glazed stoneware was
frred ina “dragon kil (Kerr, Wood 2004:

. 267) at a temperature of abour 1300°C
10 1330°C (Wood 2007: p. 148), but in an

axz'dz'zing 1o neutral environment. Sﬂgﬂrx

laced closer 1o the firebox heated up faster
and when the beat in the kiln reached its
peak, the potters would open a passage for
Jresh air that abruptly cooled the saggars
in the front of the kil while at the same
time that heated air, with the he/p (gf ﬁw/
thrown in through the openings on the sicles

warmed the upper chambers.

The high-temperature induced chemical
changes produced a varied overflow of
brown tones within the xbm] g/ﬂzf, ad-

mired by tea lovers during the Song dynasty.

Acmrding to their slaape, three basic g/aze
patterns are dl’s‘tz’ngm’:bed known as: the
‘hare’s fur”, the “oilspot” and the “par-

tridge-feather”. The most common glaze
pattern of “hare’s fur” is recognizable on

the tea bowl Inv. no. 87 (fig: 20) from the
Mimara Museum. In a comp/ex chemical
process within the molten glaze, ar some
point ivon oxicle was released in the form of
iron-rich dmp/f[x that bonded mgel/aer into

athin layer. Gas bubbles then brought some
of this material to the surface where brown

spots of iron-rich glassy mass formed on the
dark gl é/m Under the lrﬂumw (f gmw{y

the molten stains flowed down the wall of
the vessel, forming a pattern of “hare’ fur”.

Once cooled, these iron-rich crystals spill
over in tones ranging from grey-ilver to
yellow-red and yellow-brown. Bowls with
yellow-red and yellow-brown lines formed
during the complete oxidation of the kiln,

such as the bowl Inv. no. ATM 87 Oggr 18-

prema razlijevanju u procesu pecenja keramicar je unaprijed
ostavljao donji dio zdjelice i nogu ncocakljenima (Wood
2007: str. 147 - 148.). Nakon susenja gotovu zdjelicu stav-
ljao je na male glinene nosace u dnu zastitne posude. Napu-
njene zastitne posude slagale su se jedna na drugu u komore
“zmajeve pedi”. Poput celadona i tamno ocakljena kamenja-
¢a pekla se u “zmajevoj pedi” (Kerr, Wood 2004: str. 267)
na temperaturi od oko 1300" C do 1330°C (Wood 2007:
str. 148), ali u oksidiraju¢em do neutralnom okruzenju. One
postavljene blize lozistu brze su se zagrijavale i kada bi topli-
nau peci dosegnula vrhunac, keramicari bi otvarali prolaz 7a
svjezi zrak koji je naglo hladio zastitne posude u prednjem
dijelu peciiistovremeno se zagrijavao i tako uz pomoc gori-
va ubacenog kroz otvore na stranama pei stvarao dodatnu
toplinu koja je zagrijavala gornje komore.

Visokom temperaturom potaknute kemijske promjene
proizvele su raznoliko prclijevanje smedih tonova unutar
sjajne cakline kojima su se divili ljubitelji ¢aja u doba di-
nastije Song, Prema obliku tih preljeva razlikovali su tri
osnovna uzorka: uzorak ,ze¢jeg krzna®, uzorak ,mrlje ulja*
i uzorak prepeli¢jih prsnih pera®. Najcesdi je uzorak ,zec-
jeg krzna® prepoznadjiv na zdjelici Inv. br, ATM 87 (sl.
20) iz Muzeja Mimara. U slozenom kemijskom procesu
unutar rastaljene cakline doslo je u jednoj fazi do izdvaja-
nja zeljeznog oksida u obliku zeljezom bogatih kapi koje
su se medusobno povezalc u tanki sloj. Mjchuric’i plino-
va potom su dio toga materijala iznijeli na povrsinu gdje
su s¢ oblikovale smede mrlje Zeljezom bogate staklaste
mase na tamnoj povrsini cakline. Pod utjecajem sile teze
rastopljene mrlje slijevale su se niz stijenku posude obliku-
juci uzorak ,ze¢jeg krzna®. Jednom ohladeni, ti zeljezom
bogati kristali prelijevaju se u tonovima od sivosrebrne
do zutocrvene i zutosmede boje. Najéeéée su zdjclicc sa
zutocrvenim i zutosmedim crtama nastalim pri punoj
oksidaciji pe¢i poput zdjelice Inv. br. ATM 87 (sl. 18-20).
Premda je postupak proizvodnje bio isti, svaka zdjelica je
razli¢ita ovisno o manjim razlikama u kemijskom sastavu
cakline, dijclu peciu kojem se nalazila, o poloiaju unutar
zastitne posude (Kerr, Wood 2004: str. 270, sl. 56), te o
temperaturi pecenja i uvjetima u pedi koje tadasnji kine-
ski keramicari nisu u potpunosti mogli nadzirati. Nakon
dvodnevnog hladcnja pecse otvarala i keramicari su mogli
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procijeniti kvalitetu pojednih primjeraka. One najljepse
odvajali su za potrebe dvora (Hare’s Fur 1996: str. 31, Kerr
2004: str. 114), a ostale su ovisno o kvaliteti dobivenog
ukrasnog uzorka slobodno prodavali na trzistu. Neuspjeli
primjerci iskrivljeni ili zalijepljeni u zastitnoj posudi od-

mah su se bacali (Medley 2000: str. 163).

Ispijanje ¢aja osobito je bilo rasireno u buddhistickim
hramovima gdje se osvjezavajuce svojstvo caja koristilo
za oporavak redovnika tijekom dugih meditacija. Budd-
histicki redovnici sljedbe chan (jap. zen) u planinama Tian-
mu sjeverno od Jiana takoder su rado koristili te zdjelice,
pase one ¢esto nazivaju i Tianmu zdjelicama (jap. tenmoku
ili temmaku).]apanski buddhisticki redovnici koji suposje-
¢ivali Tianmu (jap. Temmoku) radi u¢enja odnijeli su te
zdjelice u domovinu gdje su zbog svoga nesavrienog obli-
ka ubrzo postale cijenjene u japanskoj cajnoj cremoniji
(jap. chﬂnoyu) za pripremu caja od zelenog praha (jap. mac-
ha) (Kerr 2004: str. 114). Osobito rijetki primjerci i danas
se smatraju dragocjenim naslijedem u japanskim obitelji-

ma. (Medley 2000: str. 162, Hare's Fur 1996: str. 49).

KAMENJACA 1Z SJEVERNOKINESKIH KERAMICKIH
RADIONICA POD VLASCU DINASTIJE JIN

Nakon pada Kaifenga, Dzurdzi, doscljeno nomadsko
stanovni$tvo, a osobito njihova vladajuca klasa rado su pri-
hvaili kinesku kulturu. Vladari iz dinastije Jin promicali
su proizvodnju i trgovinu, pa su i brojne keramicke radi-
onice iz sjevcrnih pokrajina ubrzo nastavile proizvoditi
ocakljenu kamenjacu koja se naziva cizhou prema vec spo-
menutom gradu Cizhouu, poznatom sredistu keramicke
proizvodnje. Danas se pod nazivom cizhou podrazumij cva
kamenja(:a proizvedena u brojnim obiteljskim radioni-
cama u pokrajinama Shandong, Hebei, Henan, Shanxi i
Shaanxi u razdoblju od vladavine dinastije Tang (618. -
907. g.) do kraja vladavine dinastije Yuan dok je nekoli-
ko radionica nastavilo proizvodnju do razdoblja dinastije

Ming (McElney 1998: str. 21-22).

Suprotno celadonu koji se izvozio diljem Azije, kamenja-
Casa sjevcra Kine bilaje namijcnjcna potrebama lokalnog

20), are the most common ones. A/l/atmgh
the production process was the same, each
bowl is different depending on minor varia-
tions in the chemical composition 0/[176 gkzze,
the part afthf kil in which it was ‘Dkzm],
its position inside the saggar (Kerr, Wood
2004: p. 270, Fig. 56) and on the furing tem-
perature and conditions in the kiln, which
the Chinese potters of that time could not ful-
by control. Afier two days of cooling, the kil
was opened and the potters were able 1o assess
the quality of individual pieces. The most
beautifiul ones were set aside for the needs of
the court (Hare's Fur 1996: p. 31, Kerr
2004 p. 114), and the others were freely
sold o the market depending on the quality
of the obtained decorative pattern. Flawed
items distorted or stuck in a saggar were im-
mediately discarded (Medley 2000:p. 163).

Tea drinking was especially widespread
in Buddhist [emp/ey where the rg%v/aing
property of tea was used to restore monks
during long meditations. Buddbist monks
of the chan (Japanese: zen) sect in the
Tianmu Mountains north of Jian also en-
Joyed using these tea bowls so they are often
called Tianmu bowls (Japanese: cenmoku
or temmokuw). Japanese Buddbist monks
who visited Tianmu (Japanese: Temmokn)
10 study, took these bowls to their homeland
where, due to their im/mj@a‘.vba/)e, thg/ soon
became prized in the Japanese tea ceremony
(jap. chanoyu) for the preparation of por-
dered green tea (jap. macha) (Kerr 2004:
P114). Particularly rare specimens are suill
considered as precious heirloom in ]d]mnm
Jamilies (Medley 2000: p. 162, Harc’s Fur
1996:p. 49).

STONEWARE FROM NORTH CHI-
NESE KILNS UNDER THE RULE OF
THE JIN DYNASTY

After the fall of Kaifeng, the Jurchen, im-
migrant nomadic ‘Dopu/ﬂz‘im, mpm’ﬂ//}
their ruling class, gladly accepted Chinese
cdture. The rulers of the Jin Dynasty
‘Dmmom/ /)ra/[uftion and trade, which is
why mumerous independent kilus from the
Northern provinces soon continued 1o pro-
duce g/dze{l stoneware called Cizhou ﬂﬁer
the city of Cizhou, a famous centre of pottery
proﬂ'mtzon 1t 0(1’4)/ the name Cizhou refers
1o stoneware produced in Shandong, Hebei
Henan, Shanxi and Shaanxi provinces in

the Pﬂ' iﬂd ﬁ'om [ht’ V'M/E 0_//‘ fhf 1. ang 4)0111\‘-
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22.Posuda, Muzej Mimara,
Zagreb, Inv. br. ATM 80

Jar, Mimara Museum, Zagreb, Inv.
10. ATM 80

1y (618 = 907) until the end of the rule
of the Yuan dynasty with several kilns
continuing into the Ming ﬂ')/mt&{y (Me.
Elney 1998: pp. 21-22),

Unlike * celadon, which was  exported
throughout Asia, stoneware from north-
ern China was intended for use in daily
eeds of/am/ popu/ﬂtim Liberated ﬁvm
the tastes and demands qf the z'mpmkz/
court, potters r)f the Cizhou kilus produced
stoneware coated with one or more layers of
wl/[wg/azzc’ :/lp dm{ ﬁ‘ef[y decorated it with
incised, carved and painted designs. They
also produced brown and brown-black
monochrome-glazed ~ stoneware  (Harc's

Fur 1996:p.31).

An additional dgﬁmlg)/ inthe pmdum’on qf
ceramics in the novth of China was created
by unfavourable local clay of loess origin. Be-
cause ofz‘/Jl’: the ceramic baab/ and the g///zzc’
differed in composition, which required
/J{gbﬁﬁrz‘ng temperature of about 1370°C
and. d(carfll'ng[)/a longerki/n»wa/ingpw‘iad
(Kerr 2004: p. 78). In contrast 1o the long
wood-burning “dragon kilns” used by por-
ters in southern China, a type of coal-fired
kiln developed in northern China during
the Song dynasty, since this area was abun-
dant in coal. The advantage of coal as fuelis
its high calorifec value that develops a higher
ﬁrz‘ng temperature durz’ng combustion while
the short flame and a large amount of ash
are its disacvantages. Due 10 the shortess
0f the ﬂﬂme, a kiln ﬁrmf with coal cannot
be as long as a “dragon kiln” burning wood
nor have a large number of chambers. In the
Song dynasty period, a typical North Chi-
nese ceramic kiln was of a horseshoe shape
with a single circular chanber measuring 2
1o 3 meters in diameter vaulted with a low
dome. The firebox was located at the from,
and two wide but low chimneys were most
often found at the rear. The advantage of a
chimney pair over a single chimney is in the
better ability to control the flow of heated air
and the conditions qfﬁrz’ng inside the cham-
ber (Kerr, Wood 2004: p. 323). This type
of kil is known as mantou, which derives
ﬁ'om the Chinese name for aroll 0fd similar

stanovnistva u svakodnevnom zivotu. Oslobodeni ukusa i
zahtjeva carskog dvora, keramicari radionica cizhou izradi-
vali su kameninu prckrivenu jednim ili vise slojeva slipa (ra-
zvodnjena mjesavina gline i boje) ispod cakline i slobodno
ju ukrasavali graviranim, urezanim i oslikanim motivima.
Izradivali su i smede i crno ocakljenu kamenjacu (Hare's

Fur 1996: str. 31).

Dodatnu poteskocu u proizvodnji keramike na sjeveru
Kine stvarala je i sastavom nepovoljna lokalna glina pra-
pornog porijekla tako da sukeramicko tijelo i caklina razli-
¢itog kemijskog sastava sto je zahtijevalo visu temperaturu
pecenja oko 1370° C i sukladno tome duze razdoblje hla-
denja peci (Kerr 2004: str. 78). Suprotno dugim “zmaje-
vim pe¢ima” lozenim drvom koje su keramicari koristili u
juznoj Kini, na sjeveru Kine u razdoblju vladavine dinastije
Song razvio se tip keramicke peci lozen uglienom kojeg
je u okolici bilo u izobilju. Prednost ugljena kao goriva
je njegova visoka kalori¢na Vrijednost te u sagorijevanju
razvija viSu temperaturu pecenja, dok su kratak plamen i
veca kolicina pepela njegova mana. Radi kratkoce plame-
na keramicka pec lozena ugljenom ne moze biti duga(:ka
poput “zmajeve pedi” lozene drvom i imati vedi broj ko-
mora. U razdoblju dinastije Song tipi¢na sjevernokineska
keramicka pe¢imala je oblik potkove s jednom komorom
kruznog oblika veli¢ine 2 do 3 metra u promjeru nadsvo-
denom niskom kupolom. Loziste se nalazilo s prednje
strane, a naj¢es¢e dva Siroka ali niska dimnjaka sa straznje
stranc. Prednost para dimnjaka nad jednim dimnjakom je
u boljoj mogucnosti nadzora nad kretanjem topline te u
laksem postizanju uvjeta reduktivnog paljenja unutar ko-
more (Kerr, Wood 2004: str. 323). Poznata je pod nazi-
vom mantou koji proizilazi od kineskog naziva za pecivo
slicnog oblika. Pripada tipu keramickih pe¢i u kojima se
plamen siri vodoravno. Peéi mantou bile su izgradene od
cigle dok im je unutrasnjost zasti¢ena glinenom oblogom
otpornom na visoke temperature. Keramika se pekla unu-
tar posuda od pecene gline zasticena od velike kolicine tes-
kog pcpcla koji se proizvodi sagorjevanjem ugljena.

Radi grube gline koja se koristila u proizvodnji keramike
cizhou, tijcla posuda bila su teska i imala su debele stijen—
ke. Osobito popularna bila je “crno® ocakljena kamenjaca
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23.Posuda, dctalj, dno, Muzcj
Mimara, Zagrcb, Inv. br. ATM 80
Jar, detail, bottom, Mimara Museum,

Zﬂgré’[?, Inv. 0. ATM 80

shape. It belongs 10 the type of kilns in which
the flame spreads horizontally. Mantou

s udjelom zeljeznog oksida u caklini visim od 6% . Pot-
kraj XII. st. u brojnim radionicama cizhou keramicari su
po(:eli izradivati i kamenjaéu s ukrasom urezanim u ta-
mnu caklinu. Na nepeceno keramicko tijelo nanijeli bi
gusti sloj cakline, pricekali da se slegne i potom duboko
urezali obrise stiliziranog, najcesée cvjetnog ukrasa kroz
caklinu sve do keramiékog tijela. Uklonili bi odrezani
dio cakline i ogolili keramicko tijelo ¢ime bi postigli da
se nakon pecenja istice suprotnost izmedu sjajnih dije-
lova tamno ocakljene povrsine i grubc sivkaste povrsine
ogoljclih dijelova kcramiékog tijela. Takav nacin ukrasa-
vanja potekao je od tehnike u kojoj se na bijeli sloj slipa
nanosio crni sloj slipa ispod prozirne cakline. U nastoja-
nju da sakriju grubo glineno tijelo keramicari su posudu
prcmazivali bijelim slipom. Potom su nanijeli gusti sloj
crnog slipa. Duboko su urezali obrise ukrasnog motiva
do sloja bijelog slipa i uklonili dijelove crnog slipa ¢ime
su dijelove bijelog slipa ogoljeli kao pozadinu. Tchnika
izrezivanja cakline pojednostavljena je inacica tehnike
slipa izmisljena u svrhu povecanja proizvodnje (Hare's

kilns were built ty‘f brick while their interior ﬁt 71996 str. 35 - 36 ) .

was protected by a high-temperature resisr-

ant clay lining. The pottery was fired inside

saggars protected from the large amount of
heavy ash prodiced by burning coal.

The clay used in production of Cizhou ware
was coarse making the bodies of the vessels
thick and heavy. The “black” glazed stone-
ware with iron oxide content in the g/ﬂze
higher than six percent was very popular. Ar
theend of the 12th century potters in numer-
ous Cizhou kilns beg;m to make stoneware
with decoration cut into dark glaze. They
applied a thick layer of glaze 1o the unfired
ceramic ba{é/, waited for it tosettle, and then
deeply engraved the outlines of the stylized,
usually floval decoration through the glaze
all the way 10 the ceramic body. Then they
removed the cut parts of the glaze and
exposed the ceramic body to enbance the
contrast benween the shiny dark glazed parss
of the decoration and the rough greyish sur-
Jace of the clay body afier firing. This ype
(f decoration derived _ﬁ’am the techﬂique
which combined black slip over whire slip
under clear glaze. To conceal poor quality
clay body a vessel was covered with a layer
of white slip. Then it was coated with a thick
Layer of black slip. The outlines of the deco-
ration were deepé/ incised and paris of the

Posuda Inv. br. ATM 80 (vis. 22,5 cm; $ir. 14 cm) iz Muzcja
Mimara (sl. 22) pripada toj skupini kamenjace cizhou. Ima
trbusasto tijelo s dvije nasuprot postavljene drskice u obli-
ku prstena smjestene ispod kratkog vrata. Unutar ukrasne
VIpce smjestene u gornjoj polovici tijela odmah ispod rame-
na posude istice se urezani ukras u obliku stiliziranog bilj-
nog prepleta tipican za tehniku izrezivanja dijelova cakline.
Ponesto izduzeni donji dio tijela posude uz dno ostavljen
je neocakljen (sl. 23) $to se ¢esto moze vidjeti i na brojnim
drugim primjercima kamenjace cizhou bez obzira na boju
cakline i na tehniku kojom su ukraseni. Posude slicnog obli-
ka kao sto je posuda Inv. br. ATM 80 mogu se naciiu zbir-
kama drugih muzeja kao sto je primjerice posuda iz Victoria
and Albert Museuma.” Prema obliku i nacinu ukrasavanja
posuda Inv. br. ATM 80 moze se datirati u XIII. st. u kasno

razdoblje vladavine dinastije]in.

Mala skupina od sest posuda od kamenine u zbirci Muzeja
Mimara odrazava teznju za skladnim spajanjem oblika gli-
nenog tijela i cakline tipican za razdoblje dinastije Song i
dinastije Jin. Ljepota detalja ukrasa na grobnoj vazi Inv. br.
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ATM 84 i jednostavnost oblika zdjelice Inv. br. ATM 82
istaknuti su sjajnom caklinom u boji celadona. Suprotno
njima, ljepota triju ¢ajnih zdjelica iz Jiana Inv. br. ATM
85, Inv. ATM 86 i Inv. br. ATM 87 nije s ocjenjivala pre-
ma savrienstvu izrade. Mjchurici zraka, nakupine kristala,
nerastaljeni komadici i nestabilne boje u caklini ucinili su
svaku od njih jedinstvenim keramickim djelom.
Oblikovana za svakodnevnu upotrebu, posuda keramickog
tipa cizhou Inv. br. ATM 80 iz sjevernokineskih radionica
izgledom je manje proﬁnjena nego kamenjaéa iz juinoki-
neskih radionica, ali ju slozeno stilizirani urezani biljni ukras
¢ini suvremenom gledatelju vrlo privlacnom.

black 5/1]7 removed exposing the white J‘/lp as
a /mtkgrouml Cut»g/ﬂze method. a simp/z‘»
fred version of this technique, was invented to
increase the ﬁa’mgf oﬂ;mdmlmn (Harc’s
tur 1996: bp- 35-36).

Jar Inv. no. ATM 80 (height 22.5 cm;

width 14 cn) ﬁom the Mimara Museum
(fig. 22) belongs 10 this group of Cizhou
stoneware. It has a rounded body with fivo
small 7ing handles p/ﬂml opposite below
the short neck. Iuside the decorative band
located around the belly of the vessel below
the shoulder a carved dexl’gn in the farm (1f
a stylized floral decoration tpical for the
cul—g/ﬂze lfc/am'que stands out. The x/{ght_/y
c'/wgﬂted lower part ()f the /}05{)/ ﬂ/ong the
bottom was left unglazed (fig. 23 ), which isa
Jeature also found on other pieces of Cizhon
stoneware, regardless of the glaze colour and
the decoration technique. Vessels of similar
shape and decoration can also be found in
the collections of other museums such as the
Jarfrom the Victoria and Albert Museum.”
Aa‘m’dingm its. x/mpe and decoration the /m’
Inv. 0. ATM 80 could be dated 1o the be-
ginning of the 131h century at the end of the
reign of the Jin Dynasty.

A small group of six Song and Jin stone-
ware vessels in the collection of the Mimara
Museum nﬂmy the tendeng/ ofthe pm'od
towards harmony between the shape of the
clay body and the ghze. Bmulg/u/ details
of decoration on the funerary vase Inv. no.
ATM 84 and a simple shape of the bowl
Inv. no. ATM 82, are enhanced b)/ the cela-
don colour of the glossy glaze. The three Jian
tea bowls Inv. no. ATM 85, Inv. no. ATM
86, Inv. no. ATM 87, on the contrary, were
not evaluated ﬂcmrding 10 the ‘perﬁ‘cll’w of
craftsmanship. Air bubbles accumdation of
crystals, unmelted particles and unsiable col-
oursinthe g/ﬂze made each (f them a unique
piece of ceramic work. Shaped for everyday
use, the Ciz/]ou-{ype jar lnv. no. ATM 80
ﬁom the Northern kilus looks much less
refined than the pieces from the Southern
kils but the inlrz’mteb/ deﬂ'gnm' carved f/o-
ral decoration makes it very ﬂppeﬂ/ing to the
contemporary viewer.
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Notes:

1

A typical Song landscape painting can

be seen on hitp://www.metmuseum.org/
toah/works-of-art/1973.120.1

Daguan is the period of Huizong s reign.
The rarest are the examples of Ru pottery
with glaze in shades of light blue and
cracked. The crackles can vary in shape
from shallow and irregular 1o accentuated
ice-shaped ones (Kerr 2004: p. 29). The
largest collection of Ru stoneware con-
taining 21 pieces is in the National Palace
Museum in 1aipei (1aiwan).

After the relocation of the Song dynasty
court to the new capital in the year 1138,
new imperial stoneware kilus were imme-
diately established near the palace on the
outskirts (1ft/)e city. This is where the pro-
duction of Guan stoneware began, which
rc’[)/dcc’d the previous im/m’izz/ pottery Ru
(Celadon 2005: p. 29).

A feature of the stoneware called Ge is
its densely cracked glaze. Some modern
experts identify the Ge stoneware with the
Guan stoneware (Kerr 2004: p- 86-87,
.86, Fig 86).

Ding stoneware has a particularly fine
white thin ceramic body covered with yel-
lowish-white transparent glaze that empha-
sizes ﬁne/] incised. .f{y/ize// pkmt ornaments.
Due to their fragility, the wares were fired
turned u[)xi//f down with the m’gc' qf the
opening facing downmwards, which lefi a
thin unglazed part that was ofien decorated
with a metal ring or gilded in the imperial
workshop afier firing. In addition to the
yellowish-white glazed ware, the workshaps
also made dark-glazed cevamics in black,
brown and green (Kerr 2004: p. 47).
Jun stoneware has a somewhat coarser
ceramic body, and exceptionally beautiful
glaze, the colour of which can change from
milky blue 1o brilliant purple. It was fired
in reduction at temperatures ﬁom 128010
1300°C (Kerr 2004: p. 31).

Yue, Ru, Ding, Yaozhou and Guan kilns
(Kerr 2004: . 26).

Longquan, Jun, Chizow, Jizhou and Jian
kilns (Kerr 2004: p. 26).

This shade of light green called celadon
was m])m‘ﬂ/ﬁ/ pa/]u/dr in France in the
18th century, when elegant people wore
clothes in this colour and decorated lux-
urious interiors 0f their homes with paint
and furnishings in the same colour which
also included il/l[)OV[E{l Chinese ceramics

(Kerr 2019: . 69).

Biljeske:

o

6

10

Primjer slike s prikazom krajolika na heep://www.metmuseum.org/toah/works-
ofart/1973.120.1

Daguan je naziv za razdoblje vladavine cara Huizonga.

Najrjcdi su primjerci keramike Rz u tonovima plavozclcne bojc cakline prckrivcnc
prcplctom finih krakelira kojc mogu varirati od gotovo jcdva vidlj ivih pauéinastih
do naglasenih krakelira u obliku leda (Kerr 2004: str. 29). Najveca zbirka keramike
Ru (21 predmet) nalazi se u National Palace Museumu u Taipciju (Taiwan).
Nakon prescljenja dvora dinastije Song u novu prijestolnicu 1138. g. odmah su
osnovane nove carske radionice kamenjaée kojc su bile smjestene u blizini palac'c
na rubnom dijelu grada. Tu je zapocela proizvodnja kamenjace Guan koja je
zamijenila dotadasnju carsku keramiku Re ( Celadon 2005: str. 29).

Odlika kamcnjaéc pod nazivom Ge je gusto krakelirana caklina. Suvremeni stru¢-
njaci poistovjecuju kamenjacu pod nazivom Ge s kamenjacom Guan (Kerr 2004:
str. str. 86-87, str. 86, s1. 86).

Kamenjaca Ding ima osobito fino bijelo keramicko tijelo tankih stijenki koje
prekriva zuckastobijela providna caklina koja istice fino urezane stilizirane biljne
ukrase. Radi svoje osjctljivosti pckla se prcokrcnuta s rubom otvora prema doljc Sto
je ostavilo tanki neocakljeni dio koji se poslije pecenia ¢esto ukrasavao prekriva-
njem metalnim prstenom ili se pozlatio u carskoj radionici. Uz caklinu iutobijclc
boje radionice su izradivale i tamno ocakljenu keramiku crne, smedeizelene boje.
(Kerr2004: str. 47).

Kamenjacu Jun odlikuje ponesto grublje keramicko tijelo, aljiepotom se istice cakli-

na ¢ija boja se moze mijenjati od mlijecno plave do sjajne grimizne kao posljedica
veceg udjcla silicija nego aluminija u caklini. Pekla se u rcdukcijskom okruicnju na
temperaturi od 1280 do 1300°C ( Kerr 2004: str. 31).

To sukeramicke radionice Yue, Ru, Ding, Yaozhou i Guan (Kerr 2004: str. 26).
Manje cijenjene keramicke radionice su Longquan, Jun, Chizou, Jizhou i Jian (Kerr
2004: str, 26).

Pod nazivom celadon ta nijansa svijctlozclcnc bojc bila je osobito Populama u
Francuskoj u XVIIL st. kada su se otmjeni ljudi u nju odijevali i upotpunjavali ra-
skosne unutarnje prostore svojih domova ukrasnim prcdmctima uistoj boji medu

kojima je bila i izvozna kineska keramika (Kerr 2019: str. 69).
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The basic constituent of glaze is silicon
oxide (67-69%) (Wood 2007: p. 76,
Table 26) in crystalline form (quartz
sand formed by rock decay). Iis other main
ingredients, in various smaller ratios, are
aluminium oxide (AL,0,), calcium oxide
(Ca0) and magnesium oxide (MgO)
while some other oxides are present in a
ratio of 1% or less than 1%.

In Chinese d/}/?/ié’&l arts, a type rjkfmz'«[m’«
cious stone called jade usnally implies two
different minerals. Most Chinese jade
until the 18th century was made of neph-
rite (NaAlSi,0,) pale green in colour,
while dark green jadeite (Ca,MgSis0,,
(OH),) prevails afier the year 1780
(Kerr, Wood 2004; 577). Ever since the
periods of earliest Chinese dynasties, neph-
rite has been extracted from river alluvi-
um in the Khotan n’gl’on, in the western
county of Xixiang in the Shaanxi prov-
ince._Jadeite was impom’/l ﬁ"(/m Burma.
Similar funerary vase with lid from the
Victoria and Albert Museum on https://
collections.vam.ac.uk/item/0133222/
lidded-vase-unknown

This vase can be seen on hitp.//wiww.sothe-
bys.com/en/auctions/ecatalogue/2015/
song-ceramics-yang-de-tang-collec-
tion-n09338/lot.64.html

Similar Longquan bowls from the Victoria
and Albert Museum on bitps.//collections.
vam.ac.uk/item/O181201/bowl-un-
known/ and on hip://collections.vam.
acuk/item/O181047/bowl-unknown

In relief decoration traditional Chinese

Sloral motifs predominate - chrysanthe-

mum, camellia, peony, hibiscus, lotus 1o
which the matg’/f nf the Chinese (/mgrm
were added as well as those of the phoenix
among the clounds, and the fish and trles
among the lotuses. Typically Chinese de-

pictions were also popular, such as those of

The Eight Taoist Immortals o7 symbols
such as The Eight Treasures. The deco-
ration in the ﬁ)rm 0f dark brown spots on
the surface of the vessel obtained by occa-
sionally adding a thick mixture rich in
iron oxide was also appreciated.

More information about Asian ship-
wrecks with Chinese ceramic cargoes

available on  hitp://wwwminguwrecks,

com/shipwrecks.html
The kingdom of Sukhotai was established

in the middle of the 13th century afier the
rulers of that region in 1238 renounced
obedience to the hitherto ruling Khmers.

Similar jar ﬁam the Victoria and Albert

Museum  bttps://collections.vam.ac.uk/
item/Q1271S/jar-unknown

Osnovni sastojak cakline je silicijev oksid (67 - 69 %) (Wood 2007: str. 76, tabela
26) u kristalnom obliku (kvarcni pijesak nastao raspadanjem stijena). Ostale sa-
stojkc u razli¢itim manjim omjerima ¢ine aluminijcv oksid (ALO,), kalcijcv oksid
(CaO) i magnezijev oksid (MgO) dok su neki drugi oksidi prisutni u omjeru od

1% ili manjem od 1%.

U kineskoj primijenjenoj umjetnosti za vrstu poludragog kamena pod nazivom
zad podrazumijevaju se dva razlicita minerala. Vecinu kineskog zada do XVIIL
st. ¢ini nefrit (NaAlSi,O,) koji je u zelenoj inacici blijedozelen, dok zadeit
(Ca,Mg,Si,O,,(OH),) tamnozclene boje previadava nakon 1780. g. (Kerr,
Wood 2004; str. 577). Od razdoblja najranijih kineskih dinastija nefrit se vadio iz
rije¢nih naplavina u regji Khotan, u zapadnokineskoj pokrajini Xixijang, Zadeit
se uvozio iz Burme.

Sli¢na grobna vaza s poklopcem iz Victoria and Albert Museuma na
hetps://collections.vam.ac.uk/item/O133222/lidded-vase-unknown

Spomcnuta vaza moze se Vidjcti na
htep://www.sothebys.com/en/auctions/ccatalogue/2015

cs-yang-de-tang-collection-n09338/lot.64.huml

Sliene zdjelice iz Victoriaand Alber Museuma na

Prevladavaju cradicionalni kineski evjeni motivi - krizantema, kamelija, bozur,
hibiskus, lotos kojima su pridodati motivi kineskog zmaja i feniksa medu oblacima,
te riba i kornjaca medu lotosima. Popularni su bilii tipicno kineski prikazi, primje-
rice Osam davistickih besmrinika i simboli poput Osam dragocjenosti. Ukras u obliku
tamnosmedih mrlja na povrsini posude koji se dobivao mjestimic¢nim dodavanjem
jako zgusnute smjese bogate zeljeznim oksidom takoder je bio cijenjen.

Novi podaci o istrazivanjima brodskih olupina s teretom kineske izvozne keramike
u Aziji dostupni su na heep://www.mingwrecks.com/shipwrecks.heml

Kraljcvstvo Sukhortai nastalo je sredinom XIII. st. nakon sto su vladari te regije
1238. g otkazali poslusnost dotada vladaju¢im Khmerima.

Primjer posude istog oblika i iste tehnike ukraéavanja iz Victoria and Albert Muse-

uma na hteps://collections.vam.ac.uk/item/O12715/jar-unknown
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