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AHHOTauus. B cratbe aHanmmMsupyercss ponb YuibsiMa ge MopraHa
(1839-1917) B pasBUTUM QHIJIUICKOTO KEpPaMMYECKOTO WCKYCCTBA
XIX Beka C akleHTOM Ha WCIIOIb30BaHUM MEPCUACKUX MOTUBOB. [is
YITyOIeHUST B TEMY aBTOD XapaKTepu3yeT 3HaUeHVe TIePCUICKOTO VCKYC-
CTBA B MY3elHbIX KOJUIEKLMSIX BUKTOPUAHCKOM AHITINMM, @ TaKkKe MOHSI-
THUE «TIePCUICKUI CTUIb» Y €r0 MHTEePIIpeTaluy COBpeMeHHUKaMM aH-
IJIMiiCKOro KepamucTta. Kpome TOro, paccMaTpuBAIOTCSI OCOOEHHOCTMU
06pa3sHO-XyIOXKEeCTBEHHOI cucTeMbl Y. e MopraHa, copMMUpPOBaHHOI
107, BAMSIHMEM KOJUIEKLIUI U MUCCIeOBaHUI MEePCUACKOTO MCKYCCTBA,
a Taxke 300MOp(dHbIE MOTUBBI, TaKVE KaK CII€HbI 60PbObI IITHUIL U 3MEIA,
(baHTacTMUECKME CYIeCTBA M CMMBOIMYECKIE M306paskeHsI, XapaKTep-
Hble UCK/TIOUUTEIbHO [IJIs1 TIePCUICKOTO UCKYCCTBA. AHAIM3 Mpou3Bee-
HUit e MopraHa MO3BOM/I BbISIBUTb OTIMYMS MUCIIOTb30BaHUS TTepPCU/I-
CKMX MOTVMBOB B €ro TBOPUECTBE 10 CPABHEHUIO C M300pa3UTeTbHBIMMU
M 3CTEeTUYECKUMM aclieKTaMy APYTUX PerMOHOB, KOTOPbIe M3ydayl Ma-
crep. B utore aBTOp MPUXOOUT K BBIBOAY, UYTO MEPCUACKIE MOTUBBI CIIO-
COOGCTBOBAIM PACHIVMPEHNIO XYIOKECTBEHHBIX I'PAHNI] €BPOIIeIiCKOro JIe-
KOPaTMBHOTO MCKyCCTBa BTOPOJ MonoBMHBI XIX Beka. MaTepuasisl
MyGIMKALMY MOTYT CYIECTBEHHO PACHIMPUTD MpecTaBIeHe 06 1CTo-
pUM 1eKOPaTUMBHO-TIPUKIALHOTO MCKYCCTBA BUKTOPMAHCKOM AHIINU
Y pa3BUTKUM TBOpUecTBa Y. e MopraHa.

Abstract. This article discusses the role of William de Morgan (1839-
1917) in the development of the 19th-century English ceramic art, with
a particular focus on his use of Persian motifs. To further explore this
topic, the author characterizes the significance of Persian art in in the
museum collections of Victorian England, as well as the concept of ‘Per-
sian style’ and how it was interpreted by the contemporaries of the Eng-
lish ceramist. Additionally, the article analyses the characteristics of W.
de Morgan’s figurative and artistic system which was shaped under the
influence of Persian art collections and studies. The article also exam-
ines zoomorphic motifs such as scenes of birds and snakes fighting and
fantastical creatures which are typical of Persian art. Through an analy-
sis of W. de Morgan’s creative works this article identifies the unique
features of his use of Persian motifs and distinguishes them from those
of other regions he studied. As a result, the author has come to the con-
clusion that Persian motifs played a significant role in the expansion of
artistic boundaries in European decorative arts during the second half of
the 19th century. This material significantly enhances our understanding
of decorative and applied art history of Victorian England and W. de
Morgan’s artistic development.
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BBepeHue

B BMKTOpPMAHCKYIO 3110XY MOSIBMJICS TEPMUH «KepaMyKa B IepCUICKOM
CTUJIe», TIOL, KOTOPBIM MIOHUMAaJINUCh U3LEeNNsI, OTHOCSIIECS K ITepCu-
CKOJ, OCMaHCKO (M3HUKCKOM), CUPUIICKON ¥ eTUIIeTCKONM Tpaguuusm
[Art, Trade and Culture, 2016, p. 188; Gracia, 2020, p. 56]. Baxxayto poib
B (hopMMpoBaHUM TOFOOHOTO HEKOPPEKTHOTO TTPEICTABIEHNS ChITPa
Po6ept Mépmok Cmut (Robert Murdoch Smith, 1835-1900), nupekTop
[Mepcuackoii TenerpadHoit Kommanuy B TerepaHe. B 1873-1885 rogax
CMMUT GbIT aTEHTOM, 3aHMMAaBIIMMCS IPUOOPETEHMEM MTPOU3BEIeHMUIT
ucKkyccTBa B [lepcunm miisg aurniickux mysee [Helfgott, 1990, p. 171;
Carey, 2018]. B pe3synbrare 3TOi LeSTENbHOCTA U YBJIeUeHUS [1epCUl-
CKMM ucKkycctBoM CMuT ontybimkoBai B 1876 romy kuury «Ilepcuackoe
MCKYCCTBO», B KOTOPOJI M3JI0KWI CBOIO TOUKY 3pDeHMSI O pa3BUTUH Tep-
CUCKOTO CKYCCTBA M €ro 3HaUeHUM JJIs MUPOBOIt KyJIbTYPbI, IOCBSITUB
OTAENbHYIO IJIaBY KepamuKe. TaM OH MOAPOOHO OMMCa IIECTh Pa3INMYHbIX
TUTIOB TEePCUJICKOI KepaMMKU C YKa3aHMEM X XMMUUECKOTO COCTaBa
U NeKOPATUBHBIX MOTUBOB. [I0 MHeHMI0 CMUTA, NCIaMCKO€e UCKYCCTBO
B 11€JI0M OBLJIO0 006513aHO CBO€# M3BICKAHHOCTHIO (GOPM MMEHHO TTepCu/I -
CKOMY MCKyCcCTBY. OH OTMeuaJ, 4YTo IepBbie MyCyJlbMaHe, TPUOBIBIINE
B Ilepcuio, 00HAPYKMIIV IMBWITM3AIIIO C PA3BUTON apXUTEKTYPOIA, CKYJ/Tb-
TITYPO¥i ¥ JeKOPATUBHBIM MICKYCCTBOM U OBUIY MTOPasKEHbI YBUIEHHBIM.
OTM JOCTVUKEHUs 3aTeM, 10 MHeHVI0 CMUTa, 6bUIM SKCIIOPTUPOBAHBI
B AHJa/IyCUIO U IpyTyMe CTpaHbl, a OTTyAa — PaclIpOCTPaHUINUCH 110
BCeMY MYCylIbMaHCKoMY Mupy [Smith, 1876, p. 2—4]. CMKUT Takke 10O[ -
YepKUBAJI, UTO HA IEPCUJICKYIO KePAMVKY CMIIBHO MOBJIMSIIO MPUObITHE
usmennit ns kuraiickoro dapdopa 1o IlesKOBOMY ITyTH — TaK Ke, Kak
v Ha usaenust u3 isuuka. OmHako CMUT mmcal 06 0c060M «IepcuacKoOM
dapdope», Tom KOTOPBIM OH IIOAPasyMeBas (GasiHcoBbIie u3aenus [Smith,
1876, p. 7-17].

Takum 06pa3oM, U3bICKAHHOCTb OPHAMEHTOB U3AENNiT M3 MHOTUX
CTpaH MyCYJIbMaHCKOTO MMpa CBSI3bIBAaCh C MePCUACKOI KYJIbTYPOIA.
Takas cBSI3b MPOCAEXMBAIACh U B APYTUX TPyLax 3TOTO Mepuoia, Kaxk
orMmeTw uccienoBarens I I'pacua [Gracia, 2020]. Taxk, B Te romsl paboTann
(bpaHIiy3cKye KepaMMCThI, TaKMe Kak keH-Bukrop Komnmuo (Eugéne-
Victor Collinot) n Aganb6ep ne Bomon (Adalbert Marc de La Bonniniére de
Beaumont), aBTOpbI HECKOIBbKIX COOPHMUKOB 10 OpHAMEHTAM Pa3IUUHbIX
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cTpaH, B ToM uncie «I[lepcunckoro opHameHnTa» (1880) [Collinot, De
Beaumont, 1880]. B aToii pa6oTe, MOMUMO MEPCUACKUX KEPAMUUIECKUX
TaHeJIeit, GbUIA MICIIOIb30BaHA KePAMMKa, HEITOCPEACTBEHHO CKOMMPOBaH-
Has co 3ganmit OcmaHcKoi umnepuu. YacTo Iy Taay He TOJIbKO PETrMOHbI,
HO ¥ KOHKpPeTHbIe TOPO/ia, B KOTOPBIX OBLIN MPOM3BEIeHbI KepaMUUecKye
U3OeNus: TaK, B KaTaJore MCIaMCKOM GassHCOBOI TTOCYIbI U TUTUTKY AJIS
Myses Osxaoro Kencunarrona 1873 roma MHOTUM U3nenusam u3 VIsHuka
6BLIO TIPUCBOEHO Ha3BaHMe «KepamMuka B cTwie Jamacka» [Fortnum,
1873] — roponma B OCMaHCKOJ MMIIEPUM, aDXUTEKTYPHbIE COOPY>KEHMS
KOTOPOTO YacTO yKpallaMch KepaMukoit u3 M3Huka. DTo CBUAETENb-
CTBYeT O TOM, UTO aBTOPBI STOr'0 [1epuoja IyTAJINCh B TEDMMUHOIOIUHA
U crienydrike OPHAMEHTOB Pa3HbIX CTPAaH M PETMOHOB.

Taxkast ke cuTyalysl B 3TU IOl CKIaAbIBANIACh Y C TEDMUHOM «SIII0-
HM3M», BBeJIeHHBIM KOJUIEKIIMIOHEPOM JaJbHEeBOCTOUHOTO MCKYCCTBA
u uckyccrBoBenoM @wmmmmom Broptu (Philippe Burty). ITof, «SITTOHM3MOM»
OH IIOHMMAUJI «BCe, UTO KacaoCh SIMTOHCKOI MCTOPUY U KyAbTypbl» [Dufwa,
1981, p. 197]; nomo6Has hopMyIMpoOBKa IpUBeJa K CIUSHIUIO GOPMBI
U cofepyKaHMsl, ¥ BCe a3uaTCKOe MCKYCCTBO A0Jroe BpeMsi MapKupoBa-
JIOCh KaK SITTOHCKOe. Takue «OmMOKY MHTePIIPeTalluN», B CBOIO OUepeb,
CII0COOCTBOBAIY TOMY, UTO PSIT, KUTAMCKUX U3IEIUIl B IPOU3BEIEHUSIX
MICKYCCTBA pyOeska BeKOB MapKMPYIOTCS VICC/IEIOBATEIISIMY KaK «SITTOHCKIe»
[cM. mogpo6Hee 06 Toit Tpobneme: Merill, Ridley, 1993].

B ananuse pernpeseHTaL ¥ BOCTOYHBIX U3Je/NI1 B BUKTOPMAHCKOM
MCKYCCTBE TAKKe MOXKHO BCTPETUTD ITOI06HbIE HEKOPPEKTHbIE MHTEP-
IpeTalyy: IpY ONMCAaHMM MY3bIKaJIbBHOTO MHCTPYMEHTA KOTO Ha KapTMHe
«CuHss 6ecenka» (1865, UHCTUTYT McKyccTB BapGepa, Bupmutrem) lante
Tabpuans PocceTTy vcceoBaTeny OTHOCST €ro K pa3HbIM PervOHaTbHBIM
TPaAUIMSIM — KTO-TO K SImoHuN, KTo-To K Kopee [Barringer, 1999, p. 150].
IMomo6HOe JKe ITPOVCXOANIIO U ¢ KepaMuKoii Yuuibsima ne Moprana (William
de Morgan, 1839-1917), aHIIMIICKOTO KepaMMCTa-HOBATOPA U IKCIIe-
pUMeHTaTOpa B 06JIACTY TOHYAPHOTO Jejia, B KOTOPOii OH MCITO/Ib30Ba
MOTMBBI U3 MCTAMCKOI KEPAMMUKHU ¥ KOTOPYIO COBPEMEHHMKM 0603Ha-
yaau Kak nepcuackyo. Ero kepammuyueckue uspenusi ykpauiaau MHOTYE
BUKTOPMAHCKME JOMAa, M OHM IO CUX TTOP CYUTAIOTCS OGHUMU U3 CaMbIX
y3HaBaeMbIX 00pa3Ii0B 1eKOPATUBHO-TPUKIIAJHOTO UCKYCCTBA TO 3MTOXM
6naronapsi ceoeMy Heo6piyHOMY odopmiIeHN 0. [Ipy 3TOM, B OTIMYME
OT APYIUX MCCaefoBaTesnel nepcuiCcKuX OpHaMeHTOB, KaK, HallpuMep
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apxurektop Oyan Ixonc (Owen Jones)M [Art, Trade and Culture, 2016],
VAJIVL IHBIX CHO’KETOB O [1ePCUICKUX BIMSIHUSIX Ha BUKTOPUAHCKYIO KyJIbTYpY
B CIydae ¢ Mup3oit Ak6apom (Mirza Akbar) [Safaeianpour, Valibeig, 2024](@),
10 KOTOPBIM €CTb U ITyOIMKAIMY, U OTJeJIbHbIe MOHOTPabUu, O AesITeNb-
HOCTU e MopraHa u ero paboTe C epCcUICKUMHM TeMaMy U o6pa3amMu
He HaIMCaHO IOTHOLIEHHOTO MCCIeNoBaHys. TeM He MeHee OH ChIrpall
pelarIyio pojib B CO34aHMUM MOAbI Ha TaK Ha3bIBA€MBbI «II€PCUACKUIA
CTWIb» B IEKOPATUBHO-TIPUKIIATHOM MCKYCCTBe U MHTepbepe [Art, Trade
and Culture, 2016, p. 188—189]. [leficTBUTENBHO, 671aT0AaPST TPUPOTHOMY
UyTBIO ¥ MaCTEPCTBY, MO3BOJISIOLIEMY CO3[4aBaTb OPUTUHAIbHbIE, JJ1e-
TaHTHbIE Y30pbl ¥ TApMOHMYHbIEe KOMIIO3ULIMM (MacTep CO3A4aJ ThICSUN
OPUTUMHAJIBHBIX PUCYHKOB [IJISI M3pa3L 0B, Ba3 U I1OCyIbl), e MopraH
BBIZEJISIeTCSl Cpeliy IPYyrux KepaMucToB KoHla XIX — Havana XX Beka.
[Ipu 9TOM Ha HACTOSIIIMIT MOMEHT CYIIECTBYET BCEro OfHA MyOIMKaLMs
0 peLenUMy BOCTOYHOI'O MCKYCCTBA B KepaMMKe ¥ PUCYHKaxX YUIbSIMa
e Moprana — uccnenoBartens ['mibepmo I'pacua o BAMSTHUAX UCIIaHO-
MaBPUTAHCKOM, U3HUKCKONM U NTePCULICKON TpaauLuii Ha aHIJIUICKOTO
macrepa [Gracia, 2020]. HecMoTps Ha LleHHbIe JaHHbIE [10 MaTepuaaaM
ne MopraHa, ['pacua 60bIiie KOHIIEHTPUPYETCS Ha CBOe06pas3ny BOCIIPU-
satus [lepcun B 11e7I0M B BUKTOPMAHCKOV AHITINM, HE YAensiss BHUMaHUS
OCMBIC/IEHMIO Ie MopraHoM crienMbuaHoi 06pa3Hoit cuctemsl Ilepenn.

) JI>KOHC MNO3HAKOMWN GPUTAHCKYIO NMYGINKY C AEKOPATUBHLIMU BO3MOXHOCTSMU M3Pa3LoB
B MCIAMCKOW TpaauLIMK, 1 3TO BrieyaT/ieHne BNoCcNeacTBUM YCUAMNOCh 6naropapsi Co3aaH-
HOMY UM ABoOpY Anbram6psbl Ha BbiCTaBke B XpycTanbHOM AsopLe B 1851 roay, B KoTopon
MCMOMb30BaNUCh MNTKK, 3roToBNEHHbIe KomnaHuen Minton & Co.

2) B 1875 roay ans my3es Buktopun n Anbbepra 66110 npuobpeteHo cobpaHune n3 238 acku-
30B Ha 6ymare, BbINO/THEHHbIX B pa3HOO6Pa3HbIX CTU/ISIX U C Pa3HbIM cofiepyKaHeM. ATu
PUCYHKW MNNIOCTPUPYIOT PasfiniHble BapuaHTbl 06NLIOBKM MAUTKON, NEMHUHOW U AEPEBOM,
a TaKyke BKJ/II0YaloT apXUTEKTYPHbIE NnaHbl 1 pacambl. HekoTopble 3 HUX oTpakatoT ApeBHUe
nepcuackue Tpaauumn, B To Bpemsi Kak apyrue AeMOHCTPUPYIOT eBponeinckme MoaHble
TEeHAEHUMW TOro BpeMeHuW. 3Tu aCKuU3bl 6binv NoaapeHbl My3eto apxuTekTopom Kacnapom
MepnoHom Knapkom (Caspar Purdon Clarke), koTopbili BNOCNEACTBUM CTan AUPEKTOPOM
Myses Buktopuun n Anbbepta. B 1874-1875 ropax NepaooH Knapk Haxoguncs B TerepaHe,
3aHMMasiCb PEMOHTOM 3,|13HVII7I 6pVITaHCKOF0 noconbcTea. B Xofe 3Toro rnpoekTa MecTHble
mMacTepa-CTpouTenv Nepeaasnn eMy CEpUIo PUCYHKOB B 3HaK 6/1aroaapHoCTL 3a obyyeHne
€BPOMNEenCcKNM CTPOUTENBbHBIM TEXHMKaM. [103)Ke OH NOSICHWI, YTO 3TO 6bi/1 HE O6MEH 3a
OeHbr, a 06MeH B 3HaK NpusHaTenbHocTW. [1Ba mactepa — Octag Xopapapn (Ostad Khodadad)
1 OcTtap Akbap (Ostad Akbar) — pacckasanu, 4To NopTdONNO NpUHaANEXano NOKOMHOMY
Mwup3se Akb6apy, NpuOBOPHOMY apXMTEKTOpPY, paboTaBweMy B TerepaHe B Ha4asne Beka
[Scroll. Mirza Akbar]. OpHako ceryac BeayTcs Copbl, CyLLECTBOBAs /N TAaKOW apXUTEKTOP,
kak Mupsa Ak6ap, nimn B anb6ome npeacTaBieHbl NPOU3BeaeHWs rpynnbl MacTeEPOB.
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B cBSI3M € 3TUM LieJIbI0 HACTOSILEr0 MCCIeNOBaHMs SIBJISIETCS] aHa-
JIX3 U MHTepIIpeTauus epcuiCKuX MOTUBOB B TBOPUECTBe YuibsMa
e Moprana, a Taikoke BbISIBJIEHME MX BIMSIHMS Ha €r0 Xy 0XKeCTBEeHHbI
CTU/Ib ¥ KOMIIO3MLIMOHHbIEe pelileHus. VccnenoBaHye HallpaBjJieHo Ha
yITyb/eHMe TOHMMAaHUS KYJIbTYPHBIX M Xy 05KeCTBEHHBIX CBSI3eil MeXIY
[lepcueii u Aurnmerii B XIX Beke, a Takoke Ha BbISIBJIEHVE POV ITePCULCKUX
MOTMBOB B GOPMUPOBAHNUY ICTETUUECKUX U TEXHUUECKNUX KOHIIeTIMIA
XyOOKHMKA. AKTYaJIbHOCTB Pab0ThI 00yC/IOBIEHA BO3POCIINM MHTEPECOM
K MEXKYJIbTYPHBIM B3aMMOZENCTBUSIM M PelleNTUBHBIM MeXaHU3MaM
B VICKYCCTBE, 8 TaK’Ke He0OXOIMMOCThIO 60jTee TITyOOKOTO OCMBIC/IEHMUS
BKIaga V. ne MopraHa B pa3BuTHe JeKOPaTMBHO-IIPUKIIaLHOIO MCKYCCTBA
M ero CBsI3Y € BOCTOUHBbIMM Tpaguuyusimu. Kpome Toro, rnpencraBieHHbI
HIDKe MaTepyas 3all0JIHUT JIaKyHY B M3y4yeHUM TBopuecTBa fe MopraHa
U TIO3BOJIUT OTIPEJIeINTh, UTO B €I0 KepamyKe ObUIO BIOXHOBJIEHO Iep-
CUICKUM VICKYCCTBOM.

O6pas3 MNepcuu B uckycctee Bennko6putaHuu: 3BoN0LUA peuenumm

VBnedueHMre MepCUACKUM UCKYCCTBOM B AHTJIMM HA4YaI0Ch C MUCCUIA,
OTIIPaBJIEHHBIX KO ABOPY cedeBuackoro maxa Abdacal (1588-1629).
B mepByto ouepeb «3aKOHOIATEISIMYU MOJI» CTaJTM 6paThst Po6epT 1 DHTOHM
IInpmau (Robert and Anthony Shirley), 6iarogapst KOTOpPbIM aHIJIMYAHE
Y3Ha/M O MIePCUAICKUX KepaMyKe, LeJKe-CbIplie, KOCTIOMax (TYT BaKHO
OTMETUTD, UYTO MOJ, «IIEPCUICKMM» MOIJIV IOHMMATb U 3JIeMEHTBI Typell-
KOT'0 ¥ apMSIHCKOT'0 KOCTIOMOB) M HpaBax. Mozia Ha ITepcuICKIii KOCTIOM
OTpa3njach B psifie MPOU3BeJeHMii MCKYCCTBA: HeCKOIbKUX IIOPTpeTax
Po6epra u Tepesuu Ilnpau kuctu AHTOHMCA BaH [eiika (A. BaH Jleiik
«Cap Pob6eprt lnpnu», 1622, IletBopT-Xayc; A. BaH [leiik «[lopTpert jgenn
Tepesnl Hlnpnn», 1622, IleTBOPT-XaycC) ¥ HEM3BECTHOI'O aHITIMIACKOTO Ma-
cTepa (Hem3BeCTHbI MacTep «[IBoitHOI mopTpeT Pobepra Illupnu u ero
>keHbl Tepe3un», ok. 1624-1627, komnexkuus P.b. bépknn), moprperax
TePCUICKIX TIOC/IOB, OTIIPaBIEHHBIX B Bemmko6puTannio. OQHAKO B CBSI3U
C 5KCIIOHEHLIMaIbHBIM POCTOM KOJIMY€eCTBa NEPCUACKMX TOBapoB B EBpone
YITyO/I€HHOTO M3YUEeHUS MX CBOe0Opasus B 3TOT Iepuof, He 6b110. EBpo-
IIeJICKMI 3pUTe/Ib TOIbKO II03HAaBaJI TAMHCTBEHHYIO U JaJIeKyl0 CTPaHy,
YTO IIPUBOAWIO K 3K30TU3aLVM U YIIPOLIEHNIO MHTePIIpeTaLii.
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B XIX ke BeKe HauajaoCh CUCTeMaTHUUYeCKOe KOUIeKI[MOHMPOBaHNe,
9KCIIOHMPOBaHMe U U3yueHMe IepCUACKIX KepaMMKY U TKaHelt, BbI3BaB-
IIMe pacTyIMii MHTepec K Ky/IbType I[lepcum cpeu yaeHbIX, XYI0KHUKOB
" peMec/IeHHUKOB. OHM MCC/IeqoBaIy TEXHUKY ITPOMU3BOLCTBA, a TaKkKe
«KYJIBTYPHBIN Kof» [lepcumn: ee murepaTypy, TpaKTaTbl M PyKOIIMCHU. 3HA-
YUTEbHBI BKJIAJ, B Pa3BUTHeE ITOIOOHBIX MHULIVATYB BHECJIO OCHOBAHME
B 1852 romy my3es IOsxkHoro KencmurroHna (HpiHe — Myseit Bukropun
1 Anp6epTa) 1o TpeIosKeHUIO MTpUHIIa AbbepTa Imocie 06CYKIeHUiA,
CBsI3aHHBIX CO BcemupHOIt BricTaBKo# 1851 roma. AToT Myseii cTai cobupaTth
TTepPCUICKOE VCKYCCTBO, ¥ CETOMHS 00/1aJaeT OIHOI U3 €ro KPYIMHeNmnx
" Hanbosee pa3HOO6Pa3HBIX KOJUIEKIMIT B MM PE, OXBATHIBAIOIEN PAa3HbIE
BUJIbI ICKYCCTBA, MCTOPMUECKNE TIEPUOABI U PErMOHbI. Viest KomieKim-
OHMPOBATh MEePCUICKOE UCKYCCTBO IPUHAAJIEKUT IEPBOMY OUPEKTOPY
my3es l'eupu Koyny (Henry Cole). B 1871-1873 romax oH o6paTuiics
C 9TUM MpeJoskeHeM K Pobepty Mepnoky Cmuty. B pesynbrate CMUTY
yIaI0Ch IepenaTh My3elo 06pas3iibl KepaMMUKH, MeTaJUINUeCKUX U3 eNnit,
MY3bIKaIbHBIX MHCTPYMEHTOB, JParoLieHHbIX KaMHei, BBIIIMBOK 1 KOBPOB,
a TakKe KapTMH U pyKomuceii. B ie1oM BaykHO OTMETUTD, YTO PYKOIIUCU
UrpaIY 3HAYNUTEIbHYIO POJIb B M3YYeHUM MepCUICKOrO UCKYCCTBa B Be-
MURO6pUTaHNN. UUTIOCTPUPOBAHHbIE Y MJUTIOMUHUPOBAHHBIE PYKOITUCHU
" aJIbOOMBI GBIV TIOTyYeHbI 13 61bmoTeky Turry CynTaHa, 3aXBaueHHOI
6puTaHIIaMu rocie 6UTBbI pu CepuHrumnatame B 1799 roxgy, 1 mouTu Bce
6bUTM ceceBMICKOTO TTIEPMOJA; a TAKKe pyKomucy 6putn cobpaHsl Pyuap-
nom IxkoncoHom (Richard Johnson) 1 psimom Apyrux myTeliecTBeHHUKOB
" oc/I0B. Biiaromapst 3Tum cobpaHusiM aHIIMicKast my6amnKka cCMOorvia 03-
HakoMUThCS ¢ «[laxHame», «kOcydom 1 3yneitxoit» ¥ MHOTMMM IPYTUMMU
MIPOM3BeIeHUSIMMU.

Kpome Toro, B 1893 rogy myseit Bukropun u Anbbepra rnpuobpes
3HAMEHUTBIN Apmebmiibckuii KoBep (1539-1540, Myseit Bukropun
u Anp6epTa, JIOHAO0H) — LIefeBp MepCHUICKOTO KOBPOTKAUeCTBa, CTa-
peimii faTUPOBaHHBIN KOBEP, M3TOTOBJIEHHDIN B ropoae Apaedusib Ha
ceBepo-3anazge [lepcun, KOTOPBI OCMaTpMBal OT MUMeH My3est Bukropum
u Anbbepta Yunbsim Moppuc (William Morris) [Stead, 1974, p. 32-33].
B 11€/10M B 3TOT Mepuop, HabII0[aaCs POCT MHTepeca K KOBPOTKAYeCTBY
Y PYYHOMY ITPOM3BOACTBY. VI3BecTHO, uTo Y. Moppuc 6bU1 0c060 yBIIeYeH
MCIaMCKMM MCKYCCTBOM: OH M3Yy4aJl IepCUICKYI0 IMTePATypy, WITIOCTPU -
pOBaJI pyKOTIMCK U YepIiaj BLOXHOBEHMe JJIsl CBOMX 3HaMEeHUTHIX Y30POB
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13 MePCUICKUX OpHAaMeHTOB. KpoMe TOro, K mepcuacKuM MOTUBaM 06-
panianyuch M IpeAcTaBuUTeNn mpepadasauTCKOro IBVKeHMS, HallpuMep
yriomsHyTbiii [I.T. PocceTTn.

TMoryasipu3anmuy NepcuICKOro MCKyCcCTBa CIIOCOOCTBOBAIN M PACKOTI-
K1, U my6nmkanum. Tak, BeposiTHO, Ha ie MopraHa MOT/IN ITOBUSITD JIBe
yonmkanyu 1887 u 1888 romos (panirysckoro apxeosiora JKaHHsr JIbé-
nadya (Jane Dieulafoy), koTopas myTeriectBoBasa o Ilepcun, MapokKo
u Cy3am [Dieulafoy, 1887; Dieulafoy, 1888] u BMecTe cO CBOMM MYKeM,
apxeosorom Mapcenem [Inénacdya (Marcel Dieulafoy), mpuHecna B map
JIyBpYy CBOM apXeoyIoTMUYeCcKie HaXOAK!. DTU PabOoThl MOIYUMIN HMIVPO-
KOe pacIipocTpaHeHye 61aromapsi MHOTOUYMCIEHHBIM M/UTIOCTPAIMSIM
MePCUACKUX KEPaMUUECKUX U3TEITNIL, UTO CITIOCOOGCTBOBAIIO 3HAKOMCTBY
¢ ux o6pasiamu IMUPOKOI MyOGIUKY B PA3HBIX CTPAHAX.

CTOUT OTMETHUTD, UTO [IOMMUMO BJUSHMS IPEBHEIIePCUICKOI KePAMUKH,
KOTOpas yke 6bl1a rpezcrapieHa B mysee IOkHoro Kencmurrona B 70-x
rogax XIX Beka, aHIIMUaHe MOIJIM GbITh 3HAKOMBI ¥ C KepaMUYeCKUMM
U3LeNVSIMU, IPOM3BeeHHbIMM B TerepaHe B 310 BpeMs. B my3ee Bukropuu
" AnibbepTa COXPaHMIIOCh HECKOIBKO TIIATEIbHO MPOIYMAaHHBIX TTAHHO,
CO3[IaHHbBIX B paiioHe Anbdapec ajis ppaHIry3cKoro KOMIosuTopa Aibbepa
Jlemepa (Albert Lemaire), mpokuBasiero B Vipane c 1868 roma [Gracia,
2020, p. 65]. 9TV maHeI UMUTUPOBAIN CJIOKHBIE IPEBHIE KOHCTPYKIIUA
MHTEPbepOB MepCUICKUX TOMOB. BeposiTHO, Ae MopraH 3Has 3TOT TUII
apXUTEKTYpPbl, 3aMMCTBYS U3 HEro pacTUTe/bHble MOTUBBI, TaKMe KaK
JIUCTBS WK epcuackue nepesbs [Greenwood, 2004, p. 12]. 9To MOXXHO
J0Ka3aTb, eCJIM BHMMATEIbHO U3YIUTh €T0 paboTy 110 odhopMiieHIo Apao-
ckoro xoinna (ok. 1898, lom-mys3eii JleiiToHa, JIoH0H). Tak, B n3pasiax
OH VICTIOTb3YeT M300paskeHVe KUTapyca-capBa, BaSKHOTO JIJIS TePCUICKOIA
KY/JIbTYPbI: KUTIAPVC BOTLIOIIA/I CBET, TEILJIO U JOJIro/ieTHe, ObLI CBSI3aH
¢ TI060BHBIMU MOTHMBAMIA.

Mepuoaunsauunsa TeBopuecTsa Yunbama ae MopraHa

Yunbsm ge Mopras 6bUT IpyTOM U KOJIIeroii Yusmbsima Moppuca, ¢ KOTOPbIM
pa6otain c 1863 mo 1872 rox. OH 6bIT 6/IM30K K ABVKEHMIO «VICKyCcCTBa
Y peMecyia» ¥ OTBepraj IpoMblilJIeHHble MeTO/IbI IIPOM3BOACTBA AeKopa-
TUBHBIX IIPEMETOB, OTAABasI [TpeJIouTeHye pyYHOoi paboTe. [le Mopran
cosnaBai ajist komrnanuy Morris & Co TUIMTKM, BUTPAXKU 1 Me6elb.
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TepBble MOMBITKY 06KMUTa KepaMyKy ie MopraH MpearnpuHsIT B Ha-
yasie 1870-x romoB B cBoeli cTyauu Ha @uiipoii-ckBep B JloHaoHe. OgHaKo
ero 3KCIepuMeHThI IPUBEJIN K IoXKapy, U3-3a KoToporo B 1872 romy oH
0b60CcHOBaJICSI B HOBOJ cTynuu, B Yencu. B 1882 romy MopraH nepeexain
B MépToHCcKoe a66aTcTBO (PSILOM C MacTepcKuMu Yunbsima Moppuca);
B 1888 romy — B Canpac-Oun, ®ynxam. C cepenayubl 1890-X romoB, YTOOBI
COXPaHUTh 300POBbe, OH KaskAbll roj MpoBOLWI BpeMsi B Mtanuu, oT-
TIPaBJISst 3CKU3bI B AHIIMIO. [TociegHMe paboThl OH CO3a MPUMEPHO
B 1907 rony, a B KOHIIe >KM3HM CTaJl BeCbMa YCIIelIHbIM IucaTeneM. B pe-
3y/IbTaTe BCEr0 HACUMTHIBAIOT TPU MEePUOJA ero TBOPUECKO JesaTeIbHO-
CTU B 3aBUCUMMOCTHU OT pacrnosioskeHust Mactepckux: Yencu (1872-1882),
MépTtoHckoe a66aTcTBo (1882-1888) 1 dynxsM (roHYapHAst MacTepcKast
Canpc-2Hn) (1888-1907). Kaxkaplii aTan B pa3BUTUM KepaMuky e MopraHa
XapaKTepu3yeTcs TH060BbI0 K OMpeie/IeHHbIM 00pa3aM U LIBETaM U CBOU-
MM TEXHOJIOTMYECKUMM 0CO6eHHOCTIMM. B mepmon Uesicu rpeobiagaoT
1IBETOUHbIE MOTUBBI U CTUIM3auus non, CpeiHMe BeKa; B 3TO ke BpeMsi
MacTep Hauyal 3KCIIePMMEHTUPOBATD C IVISTHIIEBOI I71a3ypbl0, BI,OXHOB-
JIASICh GIVMKHEBOCTOUHON UM MepCUICKOi KepaMuKoii. B MEpToH-2661
e MopraH MpoeKTUPOBA Teun ¥ 060pyI0BaHNe, CTPEMSICh TOBBICUTH
9(pheKTMBHOCTb MPOU3BOACTBA M KAUECTBO M3MAEINIT; Ha 9TOM JTare OH
YCIOKHSUT OpHAMEHT M BCe Yallle 006pamiaics K MCJIaMCKOMY MCKYCCTBY.
B ®ynxamMcKuil mepuop TPoeKThl Ie MopraHa CTaHOBMIIMCH 6osiee aM-
OUITMO3HBIMM: OH HavaJl CO34aBaTh KPYIMTHOMACIITAOHbIE KepaMUUECKIe
nanHo. Kpome Toro, pa6oTsl e MopraHa MOXKHO YCJIOBHO pa3euTb Ha
TPY OCHOBHbIE TPYMIIbI [0 UCTOYHUKY BILOXHOBEHMS : U3,EMS, BLOXHOB-
JIEHHbIE TIePCUICKMM VICKYCCTBOM; paGOThI B CTUJIE TYPeIKoro V3HuKa;
a Taxke MPOU3BeIeHNs, UMUTUPYIOIIVEe UCTIaHO-MaBPUTAHCKOE UCKYCCTBO.
CHMMMeTpUUHBIN XapaKkTep JeKOpaTMBHBIX MOTMBOB Ha M3pasiiax " Uc-
JIAMCKMX U3JeIUsIX ObUT OUeHb GIM30K ¥ TBOpeHUSIM Moppuca, SIBJISISICh
He3aMeHMMbIM MCTOYHMKOM BAOXHOBEHMS AJ1s1 KepaMuCTa.

CoBpeMeHHMKM IeHWIN Ae MopraHa 3a ero 0Co0YI0 TeXHOIOTHIO
JIIOCTPOBOI KepaMuku. Tak, cyripyra ae MopraHa, XyJoKHULIA DBEJIVH [ie
Mopra# (ITukepunr) (Evelyn de Morgan (Pickering)), Haricana B 1909 romy
noptpet Macrepa (HaimoHanbHasi mopTpeTHasi ranepes, JIOHIOH), IepKa-
11ero JIOCTPOBYIO Ba3y, B YKpalleHY KOTOPOii yIa4uHO COYETAI0TCS SIpKue
30JI0ThbIe, PyOMHOBbIE U [JTYOOKME TEMHO-CHHIE TJIa3ypu. DTa Ba3a Ha
TTOJIOTHE CTY>KUT CMMBOJIOM MaCTEPCTBA ¥ MHHOBAIIMIT MacTepa B 06/1aCTu
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KepamMuKu. [le Moprad moTpaTuia MHOTO JIET Ha M3yUeHMe JPeBHUX Mep-
CUICKUX Y UTATbSTHCKUX TEXHOJIOTMYECKUX METOJOB YCOBEPIIEHCTBOBAHMS
3TOTO 9K30THYecKoro 3ddekTa.

Co3paHue ncTpoBOM KepaMUuKu: TexHosnorus ae MopraHa

CpIH MaTeMaTHKa, [le MopraH o6Jiaaa MbITIMBBIM YMOM. B rporiecce
M3YUYeHMs] CBOVCTB LIBETHOTO CTeKJa OH 3aMeTWJI, YTO OTpaHUYeHIe
MTOTOKA KMUCJIOPO/Ia B TT€UM CO3aeT MeTa/UTMUECKUIi 6J1eCK, KOTOPBI IO
CBOMM OTaJIeCMPYIOIIMM CBOICTBAM HAllOMMHAET U3[eus U3 CTeKIa,
pacripocTpaHeHHble Ha biivokHeMm Boctoke 11 B EBporie snoxy BospoxxpeHust.
BOOXHOB/IEHHBII 3TUM HaGIIOAEHVEM, OH Haual 3KCIIePUMEHTVPOBATh
U BCKOPE CO3[1aJI JIIOCTPOBYIO (0T hpaHIy3ckoro lustre — rsiHel, 6yieck,
JATMHCKOTrO lustro — ocBeljaTh) KepaMMUKy — U3JeNMsI C XapaKTepHbIM
MeTaJTTMUeCKUM BJIeCKOM, TOCTUTAEMbIM 61ar0fapst 0060V TEXHOIOTUN
06paboTKI U OOKUTY.

B MyCy/bMaHCKOV KyJIbType K JIIOCTPOBOJ KepaMMKe OTHOCSATCS C 0CO-
O6BIM TpPeImeToM: TeMa CBeTa 3aHMMaeT BaKHOe MecTo B KopaHe, a «cBe-
TAMIASICST» KePaMMKa CUMBOIM3UPOBAIa KPacoTy U 60KeCTBEHHYIO CJIABy,
OKMIAEMYIO BepYIoIIMMM B pato. [le MopraH oAgpoOHO OIca CBO METOT
npugaHus 6yiecka KepaMUIeCKUM U3OeNUSIM B JIEKINY, TTPOYNUTAHHOI
B 1892 romy B JlonmoHckoM KoposneBckoMm obmiectBe [De Morgan, 1892,
p. 756-764]. TeKCT 3TOJi JEKIVH, OyOIMKOBAaHHbIN B JKypHasie Journal
of the Society for Arts, npezncraiiseT co60it O4eHb KPACHOPEUMBBIN 10-
KyMEHT O 3HaHMSIX Xy[JOKHMKA 06 MCTIAaHCKO¥, TePCUICKOI M OCMaHCKOIA
Kepamuke. B HeM OH MOJPOGHO OMMCHIBAJI OCOGEHHOCTH JeKOPATUBHBIX
TeXHUK, MOTMBOB U TEXHOJIOTUIA, & TAKKE NEeJJICS] CBOMMM HAGTIOIEHUSIMU
O KYJIBTYPHBIX CBSI35IX U BAVISIHUSIX MEXIY 3TUMU PErMOHaMU.

Kpome toro, B 1893 ropy ne Mopran otrnipasuiics B Eruner, roe nsy-
yaj MecTHble Tpagunmu u pemecia [Gracia, 2020, p. 62]. [To utoram 3Toit
TTOe3K OH ITOATOTOBWJI IIPOEKT 10 CO3IaHMI0 B Erumnre MaHy(haKTypsbI IO
MIPOU3BOJCTBY I7Ia3YPOBAaHHOI KepaMIKM, HaJlesICb BO3POAUTD U Pa3BUTD
MeCTHbIe KepamMuyiecKie MPOMBICIIbI C MICIIOMb30BaHeM COBPEMEHHBIX TeX-
HOJIOTUI ¥ COXPaHUTh O0TaTOE KYJIbTYpHOE Haciene perroHa [De Morgan,
1894]. 3HaunTenpHas 4aCTh JOKYMEHTALMM 10 9TOMY He3aBepIIeHHOMY
MIPOEeKTy XpaHUTCs B BpuraHckoii 6ubmoreke B JIonmoHe [Gracia, 2020,
p. 62]. imenno Tomac ApmcrpoHr (Thomas Armstrong), XyioskeCTBeHHBI
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PYKOBOIMTEb OT/IeIa HayKu 1 UCKyccTBa My3est KOkHoro KeHCMHTITOHa,
peKoMeHI0Bas ie MopraHa ermneTcKoMy IpaBUTeNbCTBY. HecMoTpst Ha
€ro KopoTkoe IpebbiBaHye B ETUIITe — OKOJIO TpeX Heelb — B €ro OT-
yeTe 0 CO3JaHMUM TaM COBPeMEeHHOr0 ITpou3BozcTBa Moderna rmompo6Ho
OIMCHIBA/IMCH 3aTPATBI, TUIII IIVH, SMaJieii, meveii u T.1.68) [Gracia, 2020,
p. 62-63].

TexHOMOTYS, OTIMCAaHHAs Te MopraHoM, 3aK/TI0YaiIach B CIeIYIOMIEeM:
CMeIMBaINCh OKCUIIbI METAJVIOB, TAKMX KaK Meb U cepebpo, ¢ 6eoii
IJIMHOJ, B KOTOPYIO JJIs1 00/1erueHmst 06paboTKy J06aB/IsiM r'yMMuapa-
6uK. [To33ke U3Iemusl, MTOKPBIThIE TAKO IJIa3yPb0, 0OKUTAIV IIPU CJ1IaO0M
Harpese, a 3aTeM J00aB/IsUIM JpeBecHble OMUIKM. Korma onmiaky Haum-
HaJIM PasropaThCsl, Teyb OTKIIIOUA/IN U TIePEKPbIBAJIN JOCTYII KMCIOPOa,
COo3/1aBast Tak Ha3bIBAEMYIO «BOCCTAHOBUTEIbHYIO aTMOChepy». B Takmx
YCIOBMSIX TEIUIO M€Y OKUC/ISIIO I1a3ypb, M Ha IMTOBEPXHOCTM OCTaBaJICs
TOJIbKO MeTa/TMUeCcKuit HajieT. [Tocjie IMOTHOTO OCThIBAHMSI IIOCYIbI STOT
MepeMBaOIINiiCs HaJIeT TIIATeIbHO ITOIMPOBAIN, UTOOBI TIOAUEPKHYTh
ero 61eck ¥ TPUIATH U3JENNI0 XapaKTepPHbBI MeTa/TnuecKuit 3 dexT.

B cBoux m3pasuax u cocynax ge MopraH TaksKe UCTIONb30Bas CTYIIN30-
BaHHbIE M300PasKEeHNS IUCTHEB U I[BETOB B CHNX, 3€JIEHBIX M OMPIO30BbIX
TOHAX. DTV OTTEHKU ¥ MOTUBBI CTa/IM €T0 GUPMEHHBIM CTUIIEM, KOTOPBIA
0GBIYHO M Ha3bIBAIOT «ITepcuackuM». Haunuas ¢ 1875 roga oH mpeumyiie-
CTBEHHO paboTaJl C «IIePCUACKOM» IIBETOBOI MaJUTPOi, OrpaHUUNBASICh
KPaCHBIMM, CUHVIMM, ITYPITYPHBIMM, 3€JIEHBIMM U JKEJITHIMM TOHAMU. B cBOeji
KepamuKke e Moprad IIpyMMeHSUT TPaAUIMOHHbIE TIEPCUICKIE 06Pa3bl:
AHTU/IOIBI WM AJIMHHOPOTYE KO3bI, CONOBeii 1 po3a (Iya Ba 6y/16yi (s K
Juby)), IIBeTOUHbIe KOMITO3ULIMM C ITUILAMMU (TY/I Ba MypT (§ = 5 X)), 3men,
pasynuHble (haHTACTMUECKME IITUIIBI, & TAK’Ke OYKBbI BaB 9 U <MCIUMMU».
3mech HEOOXOIMMO OTMETUTh, UTO M300paskeHye HeITOCPeICTBEHHO K-
BBIX CYIIECTB ObIJIO XapaKTEePHO MMEHHO JIJIS TePCUICKUX ITPOM3BEIEeHMIA,
TIe aHMKOHM3M, XapaKTePHbII JI McIaMa, ObUT He Tak SIPKO BBIPAKEH;
KpOMe TOT0, B KOJUTEKIIMSIX aHIIMIICKUX My3€eeB OBI/I0O MHOTO ITPUMEPOB
KepaMUJeCcKuX u3mennii Ilepcuy JOMUCIaMCKOTO Iepuona. ITO OTANYaeT
TepCcUICKMe Kepamuyeckye paboTsl OT M3HUKCKUX, IIe Tpeobiamgany
IIBETOYHbBIE Y30PBI.

3) MpOoEeKT He CMOr/IM peann3oBaThb, Tak Kak MMMOPTUPOBATb Yrosb 6b110 LOPOTo.
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CoxpaHMIOCh MHOXEeCTBO 3CKM30B M 3apMCOBOK Je MopraHa, Bbl-
IIOJIHEHHBIX HAa OCHOBE IIePCULCKOJ KepaMMKM, UTO ITOATBEePXKAaeT ero
r1y6oKOe M3yUdeHMe 3TOM Ky/IbTYPBI M CTpeMIIeHNe K TOUHOI Ilepefjaye ee
XYIOKeCTBEHHBIX 0COOeHHOCTel . HeKOTopble 13 PUCYHKOB e MopraHa
HAMTOMMHAIOT WITIOCTPaIinu Mup3bl AK6apa — MPUIBOPHOTO apXUTEKTOPa
Terepana cepennabl XIX Beka, ubM paboThI Ob1THN TPHOOpeTeHbI My3eem
IOxHoro Kencuurrona B 1875 rony [Carey, 2018, p. 47-67]. 3HauuTeNb-
Hasl 4acTh 3TOTO COOpHMKA U3 238 PUCYHKOB BHITIOTHEHA Ha Gymare,
¥ B HUX JOMMHMPYIOT reoMeTpudeckre MOTUBbI. OGHAKO B OCTaIbHBIX
1300pakeHUSX TIPEACTABIEHbI SKUBOTHbIE, TAKME KAaK OJIEHU U ITTUIIBI,
a Takke pasHOO6Pa3HbIe PACTUTEIbHbIE KOMITO3UIIUU — YHMBEPCATbHBII
periepryap, KOTOPbI JIerKO MOYKHO ObUIO BOCIIPOM3BECTM HA KepaMuye-
CKUX U3JeNNsIX.

3HayeHue MOTUBOB PO3bl U COJIOBbS U TEP3aHUNA
B TBOopyecTBe ae MopraHa

Oco60 BMsiHME PUCYHKOB MMp3bI AKGapa MOSKHO IIPOC/IEAUTD Ha aKBaPeJTb-
HBIX U KapaHAAIIHbIX PUCYHKaX e Moprana [Gracia, 2020, p. 65]. Tax, me
MopraH KonupyeT pUCYHOK AKGapa ¢ M300paskeHMeM MITUYEK, CUMMETPUYHO
PacIooskeHHbIX 10 OTHOIIEHUIO APYT K APYTY € BYX CTOPOH OT CTUIN30-
BaHHBIX I1BETOB. CTOUT OTMETUTD, UTO M300paskeHMe MTHUII U ITBETOB Je¥i-
CTBUTEJIbHO YaCTO BCTPeYasoch B IpousBeneHusix e Moprasa. B [Tepcun
MOTUB «IIBEThI-TITUI[bI» ObUI TAK)KE KpajiHe PacIpoCTPaHeH U JeTAJICS Ha
CIeayIoNINe KaTeropuit: TymaH (4K) — 1306paske st pasIMuHbIX IBETOB
(P03, MPUCOB, T€OPIYH, TMaLMHTOB 1 T.[1.), Iy Ba 6y/6yn (Lb 5 K) — posa
¥ CONOBeji, Iyl Ba Mypr (¢ » s S) — HerocpeiCTBEHHO LIBETbI M IITULIBL.
LIBeTOYHBIE MOTMBBI 6bUIM 0COO0 PACIIPOCTPAHEHBI B IT€PUOT, ITPABIEHNS
Cedenupmos (1501-1722) u Kamkapos (1795-1925). OnHako 3apoauianch
OHM paHbllIe: € IOMCIaMCKUX BpEMeH, 30p0acTPUICKMUX PUTYaJIOB U B UC-
JIAMCKUIi TIepMOoz, pO3bl 3aHUMAJM BayKHOE MeCTO KaK B CMMBOIMYECKOM
3HaYeHUM, TaK U B IPAKTUUECKOM IIPUMeHEeHUN B KyJAbTYpe U UCKYCCTBE
[Mepcun. Po3a onuiieTBOPsijia COBEPILIEHCTBO, KPACOTY M UBSIIITHOCTD, @ CO-
JI0Bei CMMBOIM3UPOBAJ YeI0BeUeCKIii IyX B epCUICKOM MUCTULIU3ME.
BMecTe oHU TIpeACTaBIISIIN ITapy — JTIOOMMOrO U BO3/TI00IeHHY0. Takas
7M1060Bb MOIVIa MMEThb KaK 3eMHOI, TaK 1 60KeCTBEHHbII XapakTep, OT-
paxkast cTpeMieHMe oymu K eguHenuio ¢ borom [Cowen, 1989, p. 41-43,
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56-58]. Takue 1306paskeHNsI TAK)Ke HABOJMIIM Ha MbIC/Ib O PAiiCKMX cafax,
onucaHHbIX B KopaHe, ¢ uX pyubsiMM U IPeKPaCHbIMU IYPUSIMU, KaK yKa-
3bIBaloT McciemoBaTeny 1. Baap u k. Baym [Blair, Bloom, 1991, p. 16-17].
PocT yB/IeueHUST «1IBETAMMU-TITULIAMM» MUMEHHO B ceeBUACKMIA TTepuop,
TaK’Ke CBSI3bIBAIOT C IMOMY/ISIPHOCTBIO KUTACKOI KMBOIIMCH JKaHPa «1[BEThI
M ITUIBI» B 3TO BpeMms [Sugimura, 1986, p. 104-105].

Kpome Toro, ;e MopraH 3auMCTBYeT ¥ U300paskeHust oyieHeit. OneHun
YacTO BCTPEUINCh Ha APEBHUX MepCUICKUX MPOM3BeAeHMsIX (AMall
u JlypucTaH) — B KepaMuKe, MeTa/UTMIecKux usgennsx [Grishman, 1964,
p. 36, 334]. B nepcuackoi KylbType OJlIeHb IMeeT BaKHOe CMMBOJINYECKOe
3HaYeHMe, YaCcTO ONMUIIETBOPSISI rPauyio, 61aropOACTBO U JYXOBHOCTD.
OTO MOBTOPSIIOLMIICS MOTUB B MCKYCCTBe, INTepaType u (oabkiope,
CUMBOJIVI3UPYIOLIVI 0GHOBIIEHNE, SKU3HD U CITYKAIUii [aXKe BeCTHUKOM
13 JYXOBHOTO MMpa.

OneHb MOSBISIETCS ¥ HAa pUCyHKax Mup3bl AKb6apa, Harpumep B Clie-
Hax Tep3aHusl. [logo6HbIe CIIeHbI, IIe XUIIHUK HallaJaa Ha TPaBOSIGHOe
SKMBOTHOE, OBITM pacrpocTpaHeHsl B Ilepcun ¢ IpeBHMUX BpeMeH (I1Ha-
cTUsE AXeMeHU,0B) U YaCTO BCTPevYaauCh Ha MPOMU3BEIEHNIX UCKYCCTBA
XIX Bexka®, manpumep Ha mure-cunape u3 [oCyIapCTBEHHOTO My3es
Bocroka (MockBa). DTOT MOTUB fie MopraH Takke KONUPYeT, TOKa3bIBast
MacTepCTBO BiafeHus JuHMei. OGbIYHO CIIEHbI TEP3aHMUS B IIEPCULCKOI
KyJIbType 0603HaYaIM TTEPEPOKAEHNE : CMMBOJI BECEHHETO BO3POKIEHMS,
KOTOpbIVi mepcel cooTHOCUM ¢ Hoypysom [KysemuHa, 1979, c. 78-80].

O6pas3bl aHTUNON U KO3 B paboTax gae MopraHa

Oco6oe mMecTo B 06pa3HOI CUCTEMe KepaMUUYeCKUX MPOU3BeIeHuit e
MopraHa 3aHMMaIOT KO3bI ¥ aHTUJIOIIBI: OH CO3/1aJ1 60JIbIIOe KOMNUeCTBO
6071, ¢ Mx n3obpaxkenusimu. B [lepcun KepamuKa ¢ Mogo06HBIMY 1306pa-
SKeHUSIMY OblJIa OYeHb PACIIPOCTPAHEHA B IIEHTPAIbHOI, I0T0-BOCTOYHOI
U I0ro-3anafgHol yactax crpansl B [V-III TeicsiueneTun 10 Hallei 5pbl.
Bonee Toro, B ipeBHIE BpeMeHa 1300paskeHe K0371a ObII0 YHUKAIbHBIM
JJISL 3TUX PErMOHOB, BBIAENISIOIIMM UX CPeay APYTUX PerMOHalbHbBIX

(4) B cBsa3u ¢ xxenaHvem Kapyxapos nokasatb CBOK NPEEMCTBEHHOCTb C APEBHUMU ANHACTU-
AMN.
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mKoJ. OTANYUTENbHBIMY OCOGEHHOCTSMMU 3TUX M306paskeHMii Gbuia
JM060Bb K MekTudopMaM, JJIMHHBIM POraM-IIOIyMeCsSI[aM Y YePHOMY
¥ KOpUYHEeBOMY 1iBeTaM (Harnpumep, kKepamuka [llaxp-u Coxra). Kaskgoe
JIpeBHee IIeMs CUMTAIO TOPHOTO KO3/1a CMMBOJIOM OLHOV U3 IIPUPOJ-
HBIX, ITOJIE3HBbIX CTUXMI. THOTra KO3eJs OMMULeTBOPSII LOXKAb, IOTOMY
4YTO B IPEBHOCTY JIyHA aCCOLMMPOBAIACh C LOXKAEM, a COJIHIIE — C Kapoil
U CYXOCTbI0. Pora Ko3/1a Takske HaroMuHaim ¢Gopmy noiaymecsiia. Kpome
TOTO, B ITIEPCUACKOV KyJIbTYpe aHTWIOMNA Y KO3e/ CYUTAINCH CUMBOJIAMU
CUaCTbsI, MX M300paykasay Ha MTpa3gHUIHON rocyzme. MOTMBBI KO3/1a 1 fie-
peBa 6bITM 0c060 pacpocTpaHeHbl B IIePCU/ICKO KepaMuKe, apXeoIorn
KITacCUQULIMPYIOT UX Ha CIeYIOIIVIe TPYIITIBI: <KO3JIbI M CBSIIIEHHOE 1I€PEBO
(IpeBO >KM3HM)», «<MOTMB IaJIbMbI ¥ TODHOTO KO3J/1a», «repajlbIyudeckye
TPYIIIBI XKMBOTHBIX» [Bushnell, 2008, p. 65].

AHIMINIACKUI KepaMUCT IIOApakaeT PUCYHKY JPEeBHUX MacTepoB,
Hameuast GUTypbI KMBOTHBIX JIATIMIAPHBIMU TMHUSIMMY, YIIPOILAS UX Tea
u yBenuumBasi pora B 6itoze 1880—-1885 romos (My3eit Buktopuu 1 AJib-
6epra, JIonmoH). Ero anTmiomna crout Ha GoHe mepeBa KU3HU Y KDOMKA
BOZbI — CTAaHAAPTHOE yKpallleHye ITepCUACKON TICTPOBOV Kepamukiu. Enre
B OTHOM 3CKM3e fie MopraH CBsI3pIBaeT 00pa3 K03/1a C paCTUTENIbHOCTBIO!
€ro IIepCTh 6YKBATbHO IIOBTOPSIET JIUCTHS, & U3 XBOCTA PACTET I[BETYILAS
BeTKa. [IpyMeuaTesbHO, YTO B 5CKM3 3TOV TapeJIKM KepaMMCT BCTPayBaeT
TEKCT — IMOI0OHO TOMY, KaK IMepCUACKMe KePAMUCTHI BKITIOUAIU B CBOU
Tpou3BeieHst OyKBbI, CO3/IaHHbIe, HATIPUMep, MCeBIOKY(hUIeCKUM I10-
YepKOM, KOTOPBIN UCIT0/Ib30BAJICS VICK/IIOUMUTEIbHO KaK yKpalleHue.

B omHOM 13 9CcKU30B U3 My3est Bukropuu u Anb6epra e MopraH
MOYTV GYKBAJIbHO KOTIMPYET TPEYTONbHbIVi KOPUYHEBbI/ ODHAMEHT, UaCTO
BCTpevaruuiics B IepcuacKoil kepaMuke, xapaktepHoii s [laxp-u
Coxra. O6pa3 aHTUIIOIbI B pabore ne MopraHa o61afjaeT orpoOMHOI SHep-
TMedl ¥ TTOIBVDKHOCTBIO — 3TO OIIyIIeHNe CO3/1aeTcst 6arofaps OCTPhIM
poram ¢ IMPOKUM M3TUOOM, TUIIMIHBIM U JIJISI APEBHEN mepCuCKoii
KepaMUKN.

3MeunHble MOTUBbI B pUCYHKaX U kKepamuke ae MopraHa

B cBoux IMpom3BeJeHUgX e MopraH 4acTo M306pa>1<an U 3MeJi, UTO CBSI3aHO
¢ 60oraThbIM CMMBOJIM3MOM I KYJIbTYPHBIMU TPAOAULIUAMMU, IIPUCYITUMU
9TOMY 06pa3y Y pa3/IMYHbIX HApPOAOB U B pa3HbI€ 3I1OXN. B wactHOCTH,
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B IIEPCUICKOI KY/IbTYPe 3MeU 3aHUMAalOT 0co60e MeCTo, 06/1a1ast MHOKe-
CTBOM 3HaUeHMi1. B yCJTIOBUSIX ITOTY3aCyIIIMBOTO KIMMATA M 3aBUCUMOCTU
OT MOJI3€ MHBIX BOJI, 3Mes], KaK CYIecTBO, KUBYIIee 0] 3eMJIei 1 BOM3u
BOJIHBIX MCTOUHMKOB, CUMTA/IACh TOKPOBUTEIbHUIIEN TTOA3€MHBIX BOJ,
M MICTOYHMKOB u3HM [Shakiba, 2018]. 3ToT 06pa3 BcTpeuaeTcst Ha Ke-
pamMMUecKux U3genmsx, faTupyeMoix KoHLOM IV — III TeicaueneTyiem 1o
Hallleil 3pbl, YTO CBUAETENIbCTBYET O ero JpeBHelileM MPOUCXOXKIeHUN
Y BaKHOCTU B KYJIbType perMoHa. 3Meu B MepCuiCKOM UCKYCCTBE CMMBO-
JIV3UPYIOT He TOIBKO BOAY U TUTOIOPO/IE, HO TAaKKe 6ecCMepTe U IVKITbI
SKU3HU U CMEPTH.

Kpome Toro, B mepcuickoi MudomoTu 1 MCKYCCTBE IIPUCYTCTBYIOT
Muduueckye 3Mmeerofo6HbIe CYIECTBa, Takyue Kak Cumypr (CeH-MypBa) —
1apb OTUIL U 61aT0¥ MOKPOBUTEb. B Tak Ha3bIBaeMblIii aBeCTUINCKMIA
niepyon, CUMYPT BBICTYIIAJ B POJIM IIPOBOIHMKA AYIIl YMEPIIMX B 3arpo6-
HOM mMupe, a B CacaHuackoit [lepcuy CMMBOIM3UPOBAN «XBAPHO», TO
ecTb 60XKeCTBEeHHYIO CJIaBY MpaBuTeselt (KIacCuK MepCcuCcKoi Mo3sun
@upnoycu Takke rpecrapiisi Cumypra Kak ocpeHMKa MeXIy MUpamu
U «XBapHO»), KaK uuieT uccienosarens V.B. AHIpy1ieHKO [AHIPYIIEHKO,
2023, c. 67]. Cumypr n3ob6paskaeTcst Kak BeJIMYeCTBeHHAs XUITHAS ITUIIA
C yelnyeii, 3MeMHBIM XBOCTOM, KPbUTBSIMMU, JIATIAMM U TOJIOBOI COOAKM
[cMm.: TpeBep, 1937]. OTOT 06pa3 MOKHO BCTPETUTD Ha Pa3IMUHBIX IEKOpa-
TUBHBIX ITPeMeTaXx, BK/II0Uasi TApeIKA U PUTYaTbHbIe U3eNNsl, CO3JaHHbIe
MepCUICKMMY MacTepamMu. YacTo oHM 1306 paskaiiy ClieHYy 60pbObI IITHUIIbI
¥ 3MeM — TaKye KOMIIO3UIIMYU CUMBOIM3UPYIOT 60pb6Y 106pa CO 3710M MU
CBeTa C ThMOJ1. B TepcuIckoM MCKYCCTBE MTHIIA OGBIYHO aCCOLVMPYETCS
C BBICIIMMM JTYXOBHBIMM KaueCTBaMM: MYAPOCThIO, 60KeCTBEHHOCThIO
u 6eccmepTieM. 3Mes JKe HepeaKo CMMBOIM3UPYET II0A0POANE, IO -
3eMHBbII1 MUD MJIX HEeraTUBHbIE CUJIBI — 3710 WJIM XaocC.

B3aumoeiicTBME ITULIBI U 3MeU B XyI0XKeCTBEHHBIX ITPOU3BEIeHUSIX
YacTO MHTEPIIPeTUPYEeTCS Kak mobena nobpa Haf 37I0M MM CBeTa Haf,
TbMOJ1. DTU MOTUBBI OTPakaloT ITy6oKMe puaocopckue umen o 6oproe
TIPOTUBOIIOJIOKHOCTEN M TapMOHUY B PUPOJE U UeoBeke. B paborax
Ie MopraHa Takue CIeHbI TPUOOPETAIT 0COOYI0 BHIPA3UTEIHLHOCTD
6yarofapst UCIOIb30BAHUIO XapaKTePHBIX MEPCUACKUX MOTUBOB C UX
JMHAMMKOI 60pb0bI, KOHTpacTamu GOpM M CUMBOJIOB. TakuM 06pa3omM,
13006paskeHNs 3Meli B KepaMyKe MacTepa He TOJIbKO IEMOHCTPUPYIOT ero
ITy60KOoe TMOrpy>keHye B MepCUICKYI0 MUDOIOTHIO U XYIOKECTBEHHbBIE
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TPagULIVU, HO TAKKE CJIYKAT YHUBEPCATbHBIMU CUMBOJIIAMU GOPbOBI
[IPOTUBOIIONIOXXHOCTEIA.

B 11€710M MOYKHO CKa3aTb, YTO UCIIOIb30BaHNe 06Pa30B 3Meii B TBOpUe-
cTBe e MopraHa OTpakaeT ero CTpeM/IeHMe [lepeaTh CJI0KHYI0 CUCTEMY
MubonIornyeckux cMbIciaoB [lepcuu yepes [eKOPaTUBHOE UCKYCCTBO.
VccnemoBaHue IePCHUICKOTO MCKYCCTBA a0 fe Moprany 300MopGhHbI
peniepTyap, KOTOPBIJ OH He MOT TaK JIerKO HaliT! HU B MU3HUKCKOM Kepa-
MMVKe, H/ B MCTITAHO-MaBPUTAHCKOI, IJle aHMKOHM3M ObLT 6071ee CUITbHBIM
[Gracia, 2020, p. 68]. Cyzas 1o BceMy, KepaMUCT TILATENIbHO U3YUMUIT I[Be-
TOYHBIE Y30PbI KaK U3 perepryapa Mup3bsl AK6apa, Tak 1 U3 COXpaHUB-
IMXCS TpeaMeToB Kepamuky B My3see IOkHoro KeHenHITOHA, pazpaboTas
JecsITKY 06pa31ioB [/1sl U3TOTOBIEHMS IUTUTKY M KePaMUUeCcKuX U3 et
C LIBETOYHBIM PUCYHKOM.

3akntoueHume

AHanusupys Ko/uleKIUM My3esl, a Takke COBpeMeHHbIe UCCIeJOBaHMS
M TAMSITHUKY TTIePCHJICKOTO MCKYCCTBA, ie MopraH co3mai COOCTBEHHYIO
06pa3HO-XyJ0KeCTBEHHYIO CUCTEMY, TIOTyUYNMBINYIO YCIOBHOE Ha3BaHIeE
«TIePCULCKUI CTUb». B cBOMX mponsBefeHusx fe MopraH ucIonb30Bajl
XapaKTepHbIe MepCcHUCcKye 300MOpdHbIE MOTUBBI — CIIeHbI Tep3aHuiA,
TapHble U306paskeHNsT IITUI] U 3Meii, GaHTaCTUUECKUX CYIIEeCTB U Tpa-
BOSIIHBIX )XMBOTHBIX, UTO II03BOJISITIO €My IIOJUePKHYTD CBSI3b C IpeBHeI
[1epPCUICKON KYJIBTYPOIA. DTV MOTUBBI TUIIMYHBI AJI51 IEPCUACKOIO MCKYCCTBA
Y OTVIMYAIOTCS OT 3aMMCTBOBAHHBIX M3HUKCKMX M MCIIAHO-MaBPUTAHCKUX
3JIEMEHTOB, B KOTOPBIX JOMMUHUPYIOT PaCTUTENbHble ODHAMEHTBI, UTO
CBUIETENbCTBYET O ero IIyOOKOM IMOTrpykeHuM B Tpanuiuu [lepcun.
B pesynbraTe TBOpUecTBO e MopraHa €Tajio BayKHbIM BK/IaZJ0M B Pa3Bu-
THe aHIINIICKOI TeKopaTUBHOI Kepamuky XIX Beka U CIIocOOCTBOBAIO
MOy pMU3aL My IePCUACKOro UCKyccTBa B EBpomne.
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WUn. 2. 3. pe MopraH (Mukepunr). MopTpeT Yunsama
ne Moprana. 1909. XoncT, macno. 68,8x54,8 cm.
HauunoHanbHas nopTpeTHas ranepes, JIoHaoH

Fig. 2. E. de Morgan (Pickering). Portrait of William de
Morgan. 1909. Oil on canvas. 68.8x54.8 cm. National
Portrait Gallery, London
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Wn.1. Y. ne MopraH. ®parmeHT opopmsieHmsa 13
Apab6ckoro 3ana. Ok. 1898. GasHc, rnasypb. [lom-my3sei
NenTtoHa, JToHaoH. McTo4Huk: https://www.rbke.gov.uk/
museums/de-morgan-collection-leighton-house

Fig. 1. W. de Morgan. A fragment of the decoration from
the Arab Hall. Ca. 1898. Faience, glaze. Leighton House
Museum, London. Source: https://www.rbkc.gov.uk/
museums/de-morgan-collection-leighton-house
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WUn. 3. Mupsa Ak6ap. PucyHok ¢ ntuuamu. Ok. 1840-1870. Bymara, YepHuna. 34x22,2 cm. Mysen

BukTopuun n AnbbepTa, JlIoHgoH

Fig. 3. Mirza Akbar. A drawing with birds. Ca. 1840-1870. Ink on paper. 34x22.2 cm. Victoria and
Albert Museum, London

WUn. 4. Y. pe MopraH. PucyHok. KoHeu, XIX Beka. CMHAS1 U YepHast OTMbIBKM, 6ymara. 20,5x 33 cm.

Mysei Buktopun n AnbbepTa, JlIoHaoH

Fig. 4. W. de Morgan. Drawing. The end of the 19th century. Blue and black washes on paper.
20.5x33 cm. Victoria and Albert Museum, London
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Wn. 5. Mup3sa Ak6ap. PucyHok. Ok. 1840-1870. Bymara, 4epHuna. 21,8x73 cm.
Mysen BukTopun n Anbbepta, JToHaoH

Fig. 5. Mirza Akbar. Drawing. Ca. 1840-1870. Ink on paper. 21.8x73 cm. Victoria
and Albert Museum, London

WUn. 6. Y. ne MopraH. Basa ¢ 6enbimu
oneHsMu 1 epesbsamu. 1888-1897.
®dasHc. 26x20,8 cm. Myzei
BukTopun n Anbbeprta, JloHaoH

Wn. 7. lWuT-cenap. MpaH, XIX B. CTanb, TMTbe, KOBKa, TaylUMpOBaHMe
cepebpom, rpaBUPOBKa, TKaHb, LWHYP, nneTeHue. [. 61,5 cm.
[ocynapcTBeHHbIN My3en BocToka, MockBa

Fig. 6. W. de Morgan. Vase with
white deer and trees. 1888-1897.
Earthenware. 26 x20.8 cm. Victoria
and Albert Museum, London

Fig. 7. Shield-separ. Iran, 19th century. Steel, casting, forging, silver taushing,
engraving, fabric, cord, weaving. D. 61.5 cm. State Museum of Oriental Art,
Moscow
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Wn. 8. Y. ne MopraH. PUcyHoK. .
KoHeu XIX Beka. KapaHpaly, 3 y \
NosMXpoMHasi OTMbIBKa, Gymara. { 2 i

46 x47 cm. Myseli Buktopum ge ’ i
v Anb6epTta, JToHOOoH :

Fig. 8. W. de Morgan. Drawing. The end
of the 19th century. Pencil, polychrome
wash on paper. 46 x47 cm. Victoria and
Albert Museum, London

Wn. 9. V. pe MopraH. PucyHok.
KoHeu, XIX Beka. KapaHpaly, cenus,
6ymara. 23,5x19,7 cm. Mysen
BukTopumn n AnbbepTta, JToHAoH Un.10. VY. ne MopraH. [lnsaiiH 6nt04a ¢ KpblnatbiM 3Bepem 1 3meelt. KoHeu XIX Beka. Kapanpaly,
rony6as n Kopu4yHeBasi OTMbIBKK, Bymara. 23,5x%19,7 cm. Mysein Buktopun n Anb6epTa, JIOHOOH
Fig. 9. W. de Morgan. Drawing. The
end of the 19th century. Pencil, sepia,
paper. 23.5x19.7 cm. Victoria and
Albert Museum, London

Fig. 10. W. de Morgan. The design of a dish with a winged beast and a snake. The end of the 19th
century. Pencil, blue and brown washes on paper. 23.5x19.7 cm. Victoria and Albert Museum,
London
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Interpretation of Persian Motifs in the Artworks of William de Morgan

Abstract. This article discusses the role of William de Morgan (1839-
1917) in the development of the 19th-century English ceramic art, with
a particular focus on his use of Persian motifs. To further explore this
topic, the author characterizes the significance of Persian art in in the
museum collections of Victorian England, as well as the concept of ‘Per-
sian style’ and how it was interpreted by the contemporaries of the Eng-
lish ceramist. Additionally, the article analyses the characteristics of
W. de Morgan’s figurative and artistic system which was shaped under
the influence of Persian art collections and studies. The article also ex-
amines zoomorphic motifs such as scenes of birds and snakes fighting
and fantastical creatures which are typical of Persian art. Through an
analysis of W. de Morgan’s creative works this article identifies the
unique features of his use of Persian motifs and distinguishes them from
those of other regions he studied. As a result, the author has come to the
conclusion that Persian motifs played a significant role in the expansion
of artistic boundaries in European decorative arts during the second half
of the 19th century. This material significantly enhances our understand-
ing of decorative and applied art history of Victorian England and
W. de Morgan’s artistic development.

AHHOTauus. B cratbe aHanmsupyeTtcss ponab YwibsiMa e MopraHa
(1839-1917) B pa3BUTUM aHIIUICKOTO KepamMMUuecKoro MCKyCcCTBa
XIX Beka C aKILeHTOM Ha MCIOJIb30BaHUM IEPCUACKUX MOTUBOB. [Ijisi
yIIy6/IeHNsT B TEMY aBTOP XapaKTepu3yeT 3HaueHMe IepCuaCKOTo MCKYC-
CTBa B MY3€lMHbIX KO/UIEKIMSIX BUKTOPUAHCKON AHITINM, & TaKKe ITOHSI-
THUE «IePCUICKUI CTUIb» U €r0 MHTepIIpeTaluy COBpeMeHHKaMM aH-
IINIICKOTO KepamucTa. Kpome TOro, paccMaTpuBAIOTCS OCOOEHHOCTU
00pa3HO-XyIOXKEeCTBEHHOI cucTeMbl Y. 1e MopraHa, copMUPOBaHHOI
1107, BJIMSIHMEM KOJUIEKUMI M MUCUIeNOBaHUI MEePCUACKOrO MCKYCCTBA,
a Takke 300MOp¢HbIe MOTUBBI, TaK/e KaK CLieHbI 60pbOBI IITULL U 3Meii,
(aHTacTMUECKME CYIIEeCTBA U CMMBOIMYECKIE M300paskeHNsI, XapaKTep-
Hble MCK/IIOUUTENIbHO [JIs1 TIePCUICKOTO MCKYCCTBA. AHAIM3 IIpou3Bene-
HMii e MopraHa Mo3BOU/ BBISIBUTh OTIMYMS MCIIOIb30BaHMS TTePCUTL-
CKMX MOTVMBOB B €r0 TBOPYECTBE I10 CPABHEHMIO C 1306pasUTETbHBIMMU
U 3CTEeTUYECKMMM aclieKTaMy APYTUX PEerMOHOB, KOTOPble M3ydas Ma-
crep. B utore aBTOp NpUXOOUT K BBIBOAY, UYTO MEPCUACKIE MOTUBBI CIIO-
COOCTBOBAIM PACHIVMPEHNIO XY OKECTBEHHBIX I'PAHUI] €BPOTIEIiCKOTrO Je-
KOPaTMBHOTO MCKyCCTBA BTOPOV MonoBMHBI XIX Beka. Marepunaiisl
MyOGIMKAINMY MOTYT CYIIECTBEHHO PaCIIMPUTD MPeCcTaBIeHne 06 1CTo-
puUM IeKOpaTUBHO-TIPUKIALHOTO MCKYCCTBA BUKTOPMAHCKON AHTIMUM
¥ pa3BUTKUM TBOpUecTBa Y. e MopraHa.
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Introduction

An interest in Persian art in England began with missions to the court
of the Safavid Shah Abbas the Great (1588-1629). The brothers Robert
and Anthony Shirley were the first to introduce the English to Persian
ceramics, raw silk, clothing, and customs. The fashion for Persian clothing
is evidenced in a number of artworks, for instance, portraits of Robert and
Teresa Shirley by Anthony van Dyck (A. van Dyck, Sir Robert Shirley, 1622,
Petworth House; A. van Dyck, Portrait of Lady Shirley, 1622, Petworth House)
and an unknown English artist (unknown master, Double portrait of Robert
Shirley and his wife Theresa, ca. 1624-1627, collection of R.B. Berkeley),
and portraits of Persian ambassadors sent to Britain. However, due to the
exponential growth of Persian goods import into Europe, their uniqueness
was not studied in depth at that time. The European audience was just
getting acquainted with the mysterious and distant land, which lead to
exoticization and simplification of interpretations.

The 19th century was marked by methodical collecting, exhibiting,
and studying of Persian ceramics and textiles, which excited a growing
interest in Persian culture among scholars, artists, and artisans. They
studied production techniques and the cultural code of Persia: its literature,
treatises, and manuscripts. An important step was the founding of the
South Kensington Museum in 1852 (presently the Victoria and Albert
Museum) upon the suggestion of Prince Albert, following discussions
surrounding the 1851 Great Exhibition. The museum started collecting
Persian art, and currently houses one of the largest and most diverse
collections of Persian art in the world that contains various art forms
and covers different historical periods and regions. The idea of collecting
Persian art belongs to the museum’s first director Henry Cole (1808-1882).
Between 1871 and 1873, he turned to Robert Murdoch Smith (1835-1900),
head of the Persian Telegraph Company in Tehran, who had a thorough
knowledge of Persia. Smith committed himself to the role of agent for
the acquisition of Persian artworks and handled purchases from 1873 to
1885. As a result, he succeeded in adding ceramics, metalwork, musical
instruments, gemstones, embroideries, carpets, paintings, and manuscripts
to the museum collection. It should be highlighted that manuscripts
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played a major role in the study of Persian art in Britain. [llustrated and
illuminated manuscripts and albums were obtained from the library of Tipu
Sultan which had been seized after the battle of Seringapatam (1799), and
almost all of them dated back to the Safavid period. Manuscripts were also
collected by Richard Johnson and other travellers and ambassadors. It was
due to these collections that the English audience discovered Shahnameh,
Yusuf and Zulaikha, and many other works.

In 1893, the Victoria and Albert Museum acquired the famous Ardabil
Carpet (1539-1540), a masterpiece of Persian carpet weaving and the
oldest dated carpet made in the city of Ardabil in northwestern Persia.
It was examined by William Morris on behalf of the Victoria and Albert
Museum [Stead, 1974, p. 32-33]. In general, that period enjoyed a growing
interest in carpet weaving and handicrafts. William Morris was known
for his passion for Islamic art: he studied Persian literature, illustrated
manuscripts, and found inspiration for his famous patterns in Persian
ornaments. Representatives of the Pre-Raphaelites, such as Dante Gabriel
Rossetti, turned to Persian motifs too.

What also played an important role in the dissemination of Persian
culture in Victorian everyday life and art, in addition to museum and
library collections, was the research into ornamentation by the architect
Owen Jones and the drawings of the Persian architect Mirza Akbar(.
Meanwhile, the above-mentioned aspects and personalities have already
been discussed in publications and monographic studies, whereas the
creative activity of William de Morgan (1839-1917), English ceramicist
and pioneering experimenter in pottery, and his appeal to Persian themes
and imagery have not been studied sufficiently, although the researchers

) In 1875, the Victoria and Albert Museum acquired a collection of 238 sketches on paper that
vary in style and content. They show designs proposed for tilework, stucco, and woodwork, as
well as architectural groundplans and elevations. Some reflect ancient Persian traditions, while
others depict contemporary European trends. The sketches were acquired for the museum
by the architect Caspar Purdon Clark, who later became the director of the Victoria and Albert
Museum. In 1874-1875, Purdon Clark was in Tehran renovating the British Embassy buildings
and local master-builders presented him with a series of sketches in appreciation of teaching
them European building techniques. The two master-builders, Ostad Khodadad and Ostad
Akbar, explained that the portfolio had belonged to the late Mirza Akbar, a court architect
active in Tehran at the beginning of the century [Scroll. Mirza Akbar]. However, currently it is
debated whether there really was such an architect as Mirza Akbar, or the album contains
works by a group of masters.
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highlight his key role in setting a fashion for the so-called ‘Persian style’
in decorative arts and interior design [Art, Trade and Culture, 2016,
p. 188-189]. Indeed, de Morgan’s ceramics adorned many Victorian
homes; due to their unique design, they are considered among the most
recognizable examples of decorative art of the era. The master’s natural
flair and skill for creating original, elegant patterns and harmonious
compositions (he created thousands of original designs for tiles, vases,
and tableware) let him stand out among other ceramicists of the late 19th
and early 20th centuries. The only research on the reception of Eastern art
in William de Morgan’s ceramics and designs was published by Guillermo
Gracia and is dedicated to the influence of Hispano-Moresque, Iznik, and
Persian traditions on the English master [Gracia, 2020]. However, Gracia
focuses more on the unique perception of Persia in Victorian England in
general, without paying attention to de Morgan’s understanding of the
specific Persian image system.

Therefore, the purpose of this article is to analyse and interpret
Persian motifs in the work of William de Morgan, as well as to identify
their influence on his artistic style and compositional solutions. This study
is intended to provide insight into the cultural and artistic ties between
Persia and England in the 19th century and to define the role of Persian
motifs in shaping the artist’s aesthetic and technical perspectives. The
relevance of this research is due to the increased interest in intercultural
interactions and receptive mechanisms in art, and the need for a deeper
understanding of William de Morgan’s contribution to the development of
decorative and applied arts and their connection with Eastern traditions.
Furthermore, the material presented in the article will fill the gap in the
study of William de Morgan’s work and will allow us to trace the Persian,
Turkish, and Spanish influences in his ceramics.

Periodization of William de Morgan’s work

William de Morgan was a friend and colleague of William Morris; they
worked together between 1863 and 1872. He was close to the Arts and
Crafts movement and rejected industrial methods of decorative objects
production, giving preference to handcrafts. De Morgan created tiles,
stained glass, and furniture for Morris & Co.

William de Morgan made his first attempts at firing ceramics in
the early 1870s at his studio in Fitzroy Square, London. However, his
experiments led to a fire, which forced him to move to a new studio in
Chelseain 1872.1n 1882, de Morgan moved to Merton Abbey (nearby William
Morris’s workshops); in 1888 — to Sands Ends, Fulham. Every year from
the mid-1890s, in order to maintain his health, he spent time in Italy and
sent sketches back to England. He produced his last works around 1907,
and in the decline of years became a successful writer. Thus, based on the
location of his workshops, there are three creative periods distinguished:
Chelsea (1872-1882), Merton Abbey (1882-1888) and Fulham (Sands Ends
pottery) (1888-1907). Each period of de Morgan’s ceramics is characterized
by distinctive artistic features and production peculiarities. The Chelsea
period was dominated by floral motifs and pastiche of the medieval
times; in that period, the master, inspired by Middle Eastern and Persian
ceramics, began experimenting with glossy glazes. At Merton Abbey, de
Morgan designed kilns and equipment, striving to increase production
performance and quality; that period was characterized by sophisticated
ornamentation and the master’s increasing appeal to Islamic art. During
the Fulham period, de Morgan’s designs became more ambitious and
developed into large-scale ceramic panels. Furthermore, William de
Morgan’s works can be roughly divided into three main groups based on his
source of inspiration: works inspired by Persian art, works in the Turkish
Iznik style, and works imitating Hispano-Moorish art. The symmetrical
motifs on tiles and Islamic pieces were very close to W. Morris’s works as
well and constituted an essential source of his inspiration.

De Morgan’s contemporaries valued him for his distinctive technique
of lustreware which will be discussed further in the article. In 1909,
William de Morgan’s wife, artist Evelyn de Morgan (née Pickering), painted
portrait of him (National Portrait Gallery, London) holding a lustre vase
skilfully decorated with bright gold, ruby, and deep dark blue glazes.
The vase can be considered a symbol of his mastery and innovation in
ceramics. He spent years studying ancient Persian and Italian techniques
for creating and perfecting this exotic effect. The pattern heavily borrows
from Italian majolica and Iznik ware, but contemporaries associated it
with the ‘Persian style’.
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On the problem of defining the ‘Persian style’
in English ceramics of the 19th century

understood “everything related to Japanese history and culture” [Dufwa,
1981, p. 197], which led to the merging of form and content, and for a long

In the Victorian era, the term ‘Persian-style pottery’ referred to pieces that
belonged to the Persian, Ottoman (Iznik), Syrian, and Egyptian traditions
[Art, Trade and Culture, 2016, p. 188; Gracia, 2020, p. 56]. Robert Murdoch
Smith, whom we mentioned in the introduction, played a fundamental
role in shaping this concept. In 1876, he published the work Persian Art,
in which he stated his views on the development of Persian art and its
significance for the world culture. A separate chapter was devoted to
ceramics — there, he gave a detailed description of six different types of
Persian pottery, highlighting their chemical composition and decorative
motifs. According to Smith, it was Persian art that Islamic art as a whole
owed its refined forms to. He noted that the first Muslims to arrive in
Persia discovered a civilization with advanced architecture, sculpture, and
decorative arts, and were fascinated by what they saw. Those advances,
according to Smith, were then exported, e.g. to Andalusia, and from there
spread throughout the Muslim world [Smith, 1876, p. 2—-4]. Smith also
emphasized the distinctive character of Persian ceramics which were heavily
influenced by the arrival of Chinese porcelain via the Silk Road — and so
was Iznik porcelain. Smith also identified a distinct ‘Persian porcelain’ by
which he meant faience ware [Smith, 1876, p. 7-17].

Thus, the refined ornamentation of many Muslim countries was linked
to Persian culture, which was also evident in other works of the period, as
noted by the researcher Gracia [Gracia, 2020]. Thus, French ceramists Eugene
Victor Collinot and Adalbert de Beaumont created several collections of
ornamental designs, including the one entitled Persian Ornament (1880)
[Collinot, De Beaumont, 1880] which, in addition to Persian ceramic panels,
employed ceramics copied from Ottoman buildings. Moreover, in the South
Kensington Museum catalogue of Islamic faience and tiles, many Iznik
pieces were labelled ‘ceramics in the style of Damascus’ [Fortnum, 1873] —
a city in the Ottoman Empire whose architecture was often decorated with
Iznik ceramics. This indicates that in the period under consideration there
was no clear understanding of terminology and specificity of ornamental
designs from different countries and regions.

A similar thing happened to the term ‘Japonisme’ coined by the
collector of Far Eastern art and art critic Philippe Burty. By Japonisme he

time all Asian art was labelled as Japanese.

So, probably, William de Morgan may also have been influenced by
the two publications (1887 and 1888) by the French archaeologist Jane
Dieulafoy, who travelled to Persia, Morocco, and Susa [Dieulafoy, 1887,
Dieulafoy, 1888], and together with her husband, archaeologist Marcel
Dieulafoy donated her archaeological finds to the Louvre. The mentioned
publications disseminated widely thanks to numerous illustrations of
Persian ceramics, which contributed to the promotion of their designs in
different countries.

A noteworthy detail is that, in addition to ancient Persian ceramics
which were already on display at the South Kensington Museum in the
1870s, the British may also have been familiar with ceramics produced
in Tehran at that time. The Victoria and Albert Museum houses several
elaborate panels created for the French composer Alfred Lemaire who
had lived in Iran since 1868 [Gracia, 2020, p. 65]. The panels imitated the
complex interior designs of Persian houses. It is likely that de Morgan
was familiar with this architecture type and borrowed floral motifs such
as leaves or Persian trees from it [Greenwood, 2007, p. 12]. This can be
evidenced through a thorough examination of his design for the Arab Hall
(ca. 1898, Leighton House Museum, London): in the tiles he employed
an image important for Persian culture — a cypress that embodied light,
warmth and longevity, and was associated with love.

The mentioned works and events were widely discussed in the press
and among artistic circles of the period, so de Morgan, who had established
close contacts with the staff of the Victoria and Albert Museum, was likely
to be aware of the latest research and acquisitions. More importantly,
through an in-depth analysis of Persian and Iznik ceramics and a study of
ancient Persian glaze techniques, de Morgan invented a new lustre glaze
technique and created outstanding lustreware.

The creation of lustreware: William de Morgan’s technique

The son of a mathematician, William de Morgan had an inquiring mind.
While studying the properties of coloured glass, he noticed that restricting
the flow of oxygen in the kiln created a metallic lustre, the opalescent
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properties of which were reminiscent of the glassware common in the
Middle East and Renaissance Europe. Inspired by this observation, he
began experimenting and soon developed the technique of lustreware
(from the French lustre meaning ‘shine’ and the Latin lustro meaning ‘to
illuminate’) — ware with a distinctive metallic gloss achieved through
special processing and firing techniques.

In Muslim culture, lusterware is cherished: the theme of light is given
a prominent place in the Quran, so ‘luminous’ ceramics symbolized the
beauty and divine glory awaited by believers in paradise. De Morgan gave
a detailed description of his method for adding lustre to ceramics in a lecture
given in 1892 at the Royal Society of London [De Morgan, 1892, p. 756-764].
Its text published in Journal of the Society for Arts speaks volumes about
W. de Morgan’s knowledge of Spanish, Persian, and Ottoman ceramics:
the master went into detail about techniques and motifs, and shared his
observations on the cultural connections of the regions.

In 1893, de Morgan also travelled to Egypt where he studied local
traditions and crafts [Gracia, 2020, p. 62]. Following the trip, he designed
a project for the establishment of a glazed ceramics factory in Egypt, hoping
to revive and develop local ceramics with the use of modern technology
and preserve the rich cultural heritage of the region [De Morgan, 1894].
The bulk of documentation for the unfinished project is kept at the British
Library in London [Gracia, 2020, p. 62](. It was Thomas Armstrong, artistic
director of the department of Science and Art of the South Kensington
Museum, who recommended Willim de Morgan to the Egyptian government.
Despite his short stay in Egypt — it lasted no more than three weeks — his
report on the establishment of the Moderna production site contained
a detailed overview of costs, types of clays, glaze, kilns, etc. [Gracia, 2020,
p. 62-63].

The technique described by de Morgan implied mixing metal oxides
such as copper or silver with white clay to which gum arabic was added
to facilitate processing. Having been glazed, the pieces were then fired at
low temperatures, and then sawdust was added. When sawdust began to
ignite, the kiln was turned off and the oxygen supply was blocked, which
created the so-called reducing atmosphere. Under such conditions, the

2 The project implementation failed as importing coal was expensive.
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heat of the kiln oxidized the glaze, leaving only a metallic patina on the
surface. After cooling, the iridescent patina was carefully polished to
intensify its shining and give the piece the characteristic metallic effect.

In his tiles and vessels, William de Morgan also used stylized floral
images in blue, green, and turquoise. Such hues and motifs formed his
signature style, commonly referred to as ‘Persian’. From 1875, he worked
primarily with the ‘Persian’ colour palette, limiting himself to red, blue,
purple, green, and yellow. In his ceramic works, de Morgan employed
traditional Persian imagery: antelopes, long-horned goats, roses and
nightingales (gul va bulbul), floral arrangements with birds (gul va morgh),
snakes, various fantastical birds, the letter waw (), and islimi. It should
be highlighted that the depiction of living creatures was typical of
Persian artworks, in which the aniconism characteristic of Islam was less
pronounced. Furthermore, English museum collections contained numerous
examples of pre-Islamic Persian ceramics. These facts distinguish Persian
ceramics from Iznik ceramics dominated by floral patterns. Furthermore, de
Morgan himself classified his designs inspired by Ottoman art as Persian.

A variety of sketches by William de Morgan based on Persian ceramics
have survived which testify to the master’s profound knowledge of
Persian culture and his commitment to accurate portrayal of its artistic
characteristics. Some of de Morgan’s drawings are reminiscent of those by
Mirza Akbar, a mid-19th-century court architect of Tehran whose works were
acquired by the South Kensington Museum in 1875 [Carey, 2018, pp. 47-67].
A significant portion of the collection comprising 238 sketches is done on
paper and depicts geometric motifs. The rest of the images feature animals
such as deer and birds, and a variety of floral compositions — a universal
range that could easily be reproduced on ceramics.

The importance of the motifs of rose-nightingale
and torture in the work of William de Morgan

The influence of Mirza Akbar’s works can be seen in de Morgan’s
watercolours and pencil drawings [Gracia, 2020, p. 65]. De Morgan copied
Akbar’s drawing of birds positioned symmetrically on either side of stylized
flowers. Interestingly, birds and flowers were common in de Morgan’s works,
indeed. The flower-bird motif was extremely widespread in Persia, and
was classified according to the following categories: gulshan — depiction
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of various flowers (roses, irises, dahlias, hyacinths, etc.), gul va bulbul —
rose and nightingale, and gul va morgh — flowers and birds. Floral motifs
were particularly common during the Safavid (1501-1722) and Qajar
(1795-1925) periods. However, their origins go back even further: back in
the pre-Islamic times and Zoroastrian rituals, and in the Islamic period,
roses occupied an important place symbolically and in terms of practical
application in the culture and art of Persia. In Persian mysticism, the rose
represented perfection, beauty, and grace, while the nightingale symbolized
the human spirit. Together, they symbolized a loving couple; and love
could be both earthly and divine, reflecting the soul’s aspiration for unity
with God [Cowen, 1989, p. 41-43, 56-58]. Such images also give an idea
of paradisiac gardens described in the Quran with streams and beautiful
houris [Blair, Bloom, 1991, p. 16—-17]. The rise of the bird-and-flower genre
during the Safavid period is also associated with the popularity of Chinese
bird-and-flower painting at that time [Sugimura, 1986, p. 104-105].

Additionally, de Morgan borrowed deer images. Deer was common in
works of ancient Persian art (Amlash and Luristan) — ceramics, metalwork,
etc. [Grishman, 1964, p. 36, 334]. In Persian culture, the deer has an
important symbolic meaning, representing grace, nobility, and spirituality.
It is a recurring motif in art, literature, and folklore, a symbol of renewal
and life, a messenger from the spiritual world.

The deer also appears in the drawings by Mirza Akbar, for example, in
animal torture scenes. Similar scenes of a predator attacking a herbivore
were common in Persia since ancient times (the Achaemenid dynasty) and
were often found in the 19th-century works of art, for instance, on the sipar
shield in the State Museum of Oriental Art (Moscow). William de Morgan
copied this motif too, demonstrating his mastery of line. Scenes of animal
torture typically signified rebirth in Persian culture — spring rebirth which
the Persians associated with Nowruz [Kuzmina, 1979, p. 78-80].

Images of antelopes and goats in the works of William de Morgan

A special place in the imagery of de Morgan’s ceramics is given to goats and
antelopes: he decorated a number of dishes with such images. Ceramics
with similar images were widespread in central, southeastern, and
southwestern Persia in the 4th and 3'd millennia BC. Moreover, in ancient
times, depiction of the goat distinguished the schools of the mentioned
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regions. The characteristic features of those images were pectiforms, long
crescent-shaped horns, and black and brown colours (for example, ceramics
from Shahr-i Sokhta). Each ancient tribe considered the mountain goat
a symbol of a natural element. Sometimes it personified rain, because in
ancient times the moon was associated with rain, and the sun — with heat
and drought. The horns also resembled a crescent shape. Furthermore,
in Persian culture, the antelope and goat were the symbols of happiness
and were depicted on festive tableware. The goat-and-tree motifs were
particularly common in Persian ceramics; archaeologists classify them into
the following groups: the goat and the sacred tree (the tree of life), the palm
tree and the goat, and heraldic animal groups [Bushnell, 2008, p. 65].

The English ceramist imitated the designs of ancient masters,
outlining the animal figures with laconic lines, simplifying their bodies,
and enlarging their horns on a dish dated ca. 1880-1885 (Victoria and
Albert Museum, London). The antelope stands against the tree of life at
the water’s edge — a typical decoration of Persian lusterware. In another
sketch, de Morgan merged the image of the goat with vegetation: its fur
literally mimics leaves, and a flowering branch grows from its tail. It is
noteworthy that the master incorporated text into the sketch for the dish.
Persian ceramists included letters in their works, for example in pseudo-
Kufic script used purely for decoration.

In one of his sketches, William de Morgan almost literally copied
the brown triangular pattern often found in Persian ceramics typical of
Shahr-i Sokhta. The antelope in de Morgan’s work has boundless energy
and mobility — this feeling is produced by the sharp, sweeping horns also
characteristic of ancient Persian ceramics.

Snake motifs in William de Morgan’s drawings and ceramics

In his works William de Morgan frequently depicted snakes — the image
with rich symbolism and cultural tradition inherent to various peoples
and eras. Thus, in Persian culture, the snake image takes on multiple
meanings. Given the semi-arid climate and dependence on groundwater,
the snake as a creature living underground and near water was considered
the patron of underground waters and life [Shakiba, 2018]. This image is
found on ceramics dated the late 4th and 3'd millennia BC, which proves
its ancient origins and importance in the culture of the region. Snakes in
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Persian art symbolize not only water and fertility, but also immortality
and the cycles of life and death.

Apart from this, Persian mythology and art feature mythical snake-
like creatures, such as the Simurgh — the king of birds and a benevolent
protector. During the so-called Avestan period, the Simurgh was believed
to act as a guide for the dead souls in the afterlife, and in the Sasanian
Empire, it symbolized khvarenah, or the divine glory of rulers (the classic
Persian poet Ferdowsi also represented the Simurgh as a mediator between
the worlds and khvarenah), according to researcher I.V. Andrushchenko
[Andrushchenko, 2023, p. 67]. The Simurgh is depicted as a majestic bird
of prey, scaly, with a snake’s tail, wings, paws, and a dog’s head [Trever,
1937]. This image can be found on various decorative objects, including
dishes and ritual objects created by Persian artisans. They often depicted
scenes of the bird and the snake fighting — such compositions symbolize
the struggle between good and evil or light and darkness. In Persian art, the
bird is usually associated with higher spiritual qualities: wisdom, divinity,
and immortality. The snake, on the other hand, often symbolizes fertility,
the underworld, or negative forces — evil or chaos.

The interaction of birds and snakes in artwork is often interpreted as
the victory of good over evil or light over darkness. Such motifs reflect deep
philosophical thought on the struggle of opposites and the harmony of
nature and humanity. In William de Morgan’s works, such scenes become
particularly expressive through the use of characteristic Persian motifs
that include dynamic struggle and contrasting forms and symbols. Thus,
not only do the images of snakes in his ceramics demonstrate his deep
knowledge of Persian mythology and artistic traditions, but they also serve
as universal symbols of the struggle between the opposites.

Generally, William de Morgan’s appeal to snake imagery reflects his
desire to convey the complex system of Persian mythological meanings by
means of decorative art. It can be concluded that his study of Persian art
provided a zoomorphic range that could not be easily found in either Iznik
or Hispano-Moresque ceramics where aniconism was more pronounced
[Gracia, 2020, p. 68]. Furthermore, the ceramist appeared to have carefully
studied floral patterns from Mirza Akbar’s works and the surviving ceramic
examples in the South Kensington Museum, and developed dozens of
patterns for tiles and ceramic ware with floral designs.
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Conclusion

The second half of the 19th century in England was marked by a broad
interest in Persian art and culture. Collecting, exploring, and promoting
Persian heritage was of great importance to the Victoria and Albert Museum
which closely collaborated with experts and artists of the time. In this
regard, a key role was played by the ceramicist William de Morgan who
strived to incorporate elements of the Persian artistic tradition into his work.
Scrutinizing the museum collections, contemporary research and images, he
developed his own artistic system — the signature style known as ‘Persian’.
In his works, de Morgan employed distinctive Persian zoomorphic motifs,
such as scenes of torture, paired images of birds and snakes, fantastical
creatures, and herbivores, which emphasized the connection to ancient
Persian culture. These motifs are characteristic of Persian art and differ
from the borrowed Iznik and Hispano-Moorish features dominated by
floral ornaments, which proves the artist’s profound knowledge of Persian
traditions. Therefore, William de Morgan’s work largely contributed to
the development of the 19th-century English decorative ceramics and the
promotion of Persian art in Europe.
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