



































Left, “King Davld", a fresco palnting
by Onufrl, adorning the church at
Shpat in central Albania.

ONUFRI

MASTER OF FANTASY
AND REALISM

A 16th-century Albanian painter
of icons and frescoes
virtually unknown outside his country

by Theophan Popa

WHEN Michelangelo, Titian

and Tintoretto were producing works
of art in ltaly which became famous
in their day, another great artist, only
a few hundred kilometres away on the
other side of the Adriatic, was painting
masterpieces . which are still practically
unknown today outside his country.
The artist, an Albanian priest, whose
only name known to us is “Onufri”,
produced a large number of frescoes
and icons of rare quality and powerful
originality. It is only now that he is
beginning to find his place in the world
of art as one of the great painters of
his age.

Onufri, most of whose works
fortunately remain intact, worked
chiefly at Elbasan, a small town in
central Albania. He injected new life
into the Byzantine pictorial art of his
time which was until then shackled
to medieval tradition. His influence
led to a search for realistic human
expression and movement, and to an

THEOPHAN POPA, Albanian art historian, has
doev?ted numerous studies to the work of
nufri.

attention to life-like detail which had
never before appeared in Albanian
painting.

Albania was for many centuries part
of the Byzantine empire. During the
Middle Ages the Albanian Church
observed Greek Orthodox rites, Greek
became the country's literary language,
while Byzantine art and architecture,
spreading from Constantinople, took
root and flourished there.

In the 13th and 14th centuries, under
the Byzantine Paleologus dynasty,
Albania enjoyed a period of remarkable
economic and social progress. The
feudal chiefs formed principalities
which became independent of the
Byzantine empire and less subjected to
the political, religious and cultural
authority of Constantinople. Artistic
expression began to assume certain
distinct characteristics of its own.
One of these was a search for true-
to-life art, but the movement was
arrested at an early stage by the
Ottoman conquest in the second half
of the 15th century.

A period of turbulence ensued
during which the length and breadth
of the land were torn asunder by
insurrections against the invader.
Struggling to defend their language
and culture against the arbitrary rule
of the Ottomans, the Albanians joined
forces with their neighbours, Greeks,
Serbs, Bulgarians, Macedonians and
Montenegrans who were all trying to
rid themselves of the common yoke.
It was during these sorely trying times
that Onufri appeared.

We have very little information about
the artist’s life—neither the date of his
birth nor that of his death are known.
He worked during the first half of the
16th century, and a few autographic
inscriptions appear on some of his
frescoes covering the walls of the
churches of Elbasan, Shelcan and
Valsh. Some of these inscriptions are
simple prayers, and one of them dates
the fresco as 1554. His son Nicola,
who was also a painter, left some
clues on a fresco painted in \1578—
scraps of information indicating that
Onufri married, had children, was
ordained and became archpriest of
Elbasan.

Information about his artistic training
is no more plentiful. He was probably
able to study frescoes and icons at
leisure, for at the time there were in-
numerable and very fine examples of
both. Some can still be seen today,
but a great many have been lost. ltis
almost certain that Onufri must have
begun work in Berat, a lively centre
on the river Osum. He presumably
studied in the studio of a master-
painter who, according to the custom
of the times, passed on to his pupil
the secrets of his art.

The life-like expressions of Onufri's
characters were a distinct departure
from traditional Byzantine painting, and
lead to the supposition that the painter
visited Italy and gained inspiration from
the various Renaissance schools which
in the early 16th century were at the
height of their brilliance. However,
Onufri restricted his art to large-scale
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OLDEST PAINTING ON SILK (Continued from page 18) .

legendary monsters, as well as sacri-
ficial vessels and musical instruments.
The whole painting is divided into three
sections, representing the Heavens,
the Earth, and the Nether Regions.

The upper section depicts a scene
in heaven. In the upper right-hand
corner is a round sun, inside it a crow
and under it eight smaller suns with
spreading foliage between them.
According to an ancient Chinese myth
there were once ten suns and ten
golden crows on a huge tree known as
fusang in a place called Tang-Ku.
These ten suns circled the sky in turn.
When one sun came out, carried on
the back of its crow, the other nine
would rest under the boughs of the
tree. A sun being carried by a crow
may have symbolized the cycle of day
and night.

Once all ten suns came out at the
same time, so that plants and crops
hegan to shrivel. Then the sage king
Yao ordered a famous archer, Yi, to
shoot them down, and Yi shot down
nine suns and nine crows. This
painting shows eight small suns only.
Perhaps the artist deliberately con-
cealed the ninth behind the leaves.

IN the upper left-hand
corner is a crescent moon with a toad
and a white hare in it, while a woman
on a winged dragon is ascending
towards it. This is a scene from
another ancient myth which relates how
the woman, Ch'ang Ngo, wife of the
archer Yi, stole the elixir of immortality
which her husband had obtained from
the Queen Mother of the West and
fled to the moon.

Between the sun and the moon
hovers Ch'u lung, a deity with a man’s
head and a serpent’'s body, who has
authority over heaven and earth. Five
stork-like birds are flying towards him.
Further down in the middle hangs a
bell. The two capped and robed figu-
res with folded hands below it are
either the musicians who sound the
bell or guardians of the gate of heaven.

Flanking them are two horizontal
beams each supporting a vertical
board, and on these boards are two
leopards spotted red. The wooden
structures probably represent the gate
of heaven which the leopards are
guarding. On either side of the bell
are monsters riding on horses towards
the sun and the moon, beneath which
winged dragons with claws and fangs
are breathing out red flames.

In the middle section, the main part

Colour page opposite

Atop this celestial scene hovers Ch'u-lung,
a deity with human head and serpent’s
body, who has authority over heaven and
earth. The two capped and robed figures
at the bottom are either musicians who
sound the bell hanging above them or
guardians of the gates of heaven (here
depicted as twin pillars surmounted
by leopards).

Photo House of Culture Publishers, Peking

of the painting, is a dignified and
elegant old lady with elaborately
dressed hair who is walking slowly
with the help of a stick. Two kneeling
figures in front are welcoming her with
trays of food in their hands, while
behind are three maidservants.

This old lady, the central figure in
the painting, is a noblewoman. The
curtain above her may represent some
hangings in the sacrificial hall, while
the horizontal line with coloured
lozenge designs below the figures
presumably stands for the ground.

The lower section of the painting
appears to represent the earth and the
ocean. Under the horizontal earth-line
is a jade pendant, a symbol of nobility,
from which two dragons are issuing
and rearing upwards. Strings of beads
suspended from the pendant fan out
on either side above a jade chime, and
on them perch winged birds with
human heads.

Below these are two short tables
beside which, facing each other, sit
two rows of seven neatly dressed
figures with folded hands. The tripods,
boxes, pots, bowls and other utensils
on the tables may be the sacrifice for
the dead lady.

Underneath, supporting the tables
with both hands, a mighty monster, half
man and half bear, stands astride two
fish-like monsters. Beside it are two
tortoises with two owls on their backs.
Since owls come out only at night,
shunning the light of day, they are
usually depicted as creatures of the
Nether Regions.

At the very bottom are the two sea
monsters with protruding mouths, fish
tails and spotted intertwined bodies.
These may be the creature called Ao
which, according to early Chinese
mythology, could support the heaviest
weights. That would explain why they
form the base of the whole compo-
sition.

Thus the striking scenes painted on
the silk were inspired by myths and
legends or represented the life of that
period. Whether imaginary or based
on life, they have been arranged by
this unknown artist into one perfect
whole, a gem of ancient pictorial art
reflecting the high level reached by the
Chinese painters of old.

The composition, though so rich in
content, is no mere jumble of objects
but pleasingly presented. The chief
subject, the dead lady, has the central
position to give prominence to the
main theme, while the sun and moon
and other accessories form an integral
part of the whole.

The lines are fluid and vigorous and
the objects depicted are remarkably
lifelike. The garments of the dead
lady, for example, are painted with
exquisite delicacy of touch which
conveys the texture of silk, while we
can see that the monster supporting
the earth is flexing its powerful
muscles. The sun and moon, the
dragons, leopards, tortoises, birds and
sea monsters appear thoroughly vivid
and lifelike.

The use of such mineral dyes as
cinnabar, azurite and malachite has
produced glowing and resplendent
colours, while the perfect symmetry of
the composition induces a sense of
order and harmony.

The tomb has also yielded more than
180 pieces of lacquerware retaining
their original lustre. Some of the lines
on the surface designs are as fine as
silken threads. Most of these wares
are inscribed inside or outside with the
name of the owner or with the purpose
and capacity of the utensils. When
first unearthed some of them contained
lotus-root, or food made of rice and
flour. On some lacquer plates were
ox-bones, chicken-bones and fish.

IHE objects made of

bamboo and wood include 162 wooden
figurines, 312 bamboo slips and 48
bamboo vessels. The wooden fi-
gurines are dressed in coloured gar-
ments or have clothing painted on
them. Twenty-three of them are giving
a performance of music and dancing;
opposite them are lacquer stands,
screens, a walking-stick, a scented
pouch, a powder-box and lacquer trays
heaped with food. This evidently
represents a feast during the dead
lady’s lifetime.

Slips of bamboo were used for
writing on before the invention of
paper. Those found in the tomb were
inscribed in elegant calligraphy with
the number, size and name of different
objects in the tomb. These ink in-
scriptions are still clear and unblurred.
The woven bamboo vessels with covers
contained silk, pendants, meat, veg-
etables, eggs, fruit and medicinal herbs.

Among the musical instruments are
a 25-stringed zither 1.16 metres long
with four pegs; a pipe-organ 90 cm.
long with 22 pipes in two rows; and
twelve bamboo pitch-pipes. These
well-preserved musical instruments
provide valuable material for the study
of ancient Chinese music.

There were 50 pottery objects in the
tomb including tripods, food containers
with lids and wine-pots, some with
a yellow glaze or painted surface.
'fl’hese contained cereals, pickles and
ruit.

Inscriptions in ink or clay seals on
the funerary ware indicate that these
objects belonged to the family of the
Marquis of T'ai. According to Han-
dynasty histories, the hereditary title
of Marquis of T'ai was created in
193 B.C. and the title remained in the
family for four generations. The
woman in the tomb was probably the
wife of the first marquis. This
nobleman, who was chancellor of the
Prince of Ch’ang-sha, ranked relatively
low in the Han aristocracy.

The unearthing of the Ma-Wang-T'ui
tomb is a significant discovery in
contemporary Chinese archaeology, a
find of considerable value for the study
of the culture and history of the early
Han Dynasty. |
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This imposing head forms the spout of an oval-shaped

terracotta vessel.

it was moulded by a potter of the

Tuncahuan culture which flowered on the plateaus of northern
Ecuador between 500 B.C. and 500 A.D. About one metre
high and possibly representing a sarcophagus, the amphora
is embellished with black and red geometric patterns
suggestive of the texture and design of a fabric.

THE ENIGMA
OF ECUADOR’S
ANCIENT POTTERY

Did it receive the imprint
of an Asian people 4,500 years ago ?

by Jorge Enrique Adoum

ADDRESSING the Royal
Geological Society in London just
over a century ago, Sir Roderick Mur-
chison, a well-known British geologist
declared: “There was human civiliz-
ation... in South America at the time
of the older Stone Age in Western
Europe.”

Sir Roderick based his statement
on the discovery of some ceramic
vessels and gold figurines that James
S. Wilson had unearthed two years
earlier, in 1860, at an archaeological
site on the coast of Ecuador.

The site of the discoveries was the
scene of the first known “geological
tragedy™ in that part of the South
American continent which was destin-
ed to become Ecuador. It consisted
of a stratum of vegetal loam covered
over with a thick layer of marine
deposits, indicating that the Ecuadorian
coast was once inhabited but then sank
into the sea, only to rise again
thousands of years later.

We do not know exactly what the
objects were that Wilson discovered
or where they are today. What we do
know is that the “biography” of the
Ecuadorian people goes back to the
Valdivia culture which dates from 3200
to 1800 B.C. A number of ceramic
pieces of this period are to be seen in

JORGE ENRIQUE ADOUM, Ecuadorian poet
and writer, was formerly National Director
of Culture in Ecuador. Among his works
are a 4-volume poetic cycle, “Los Cuadernos
de la Tierra® (Notebooks on my Country,
1952-1962), and a play on the fall of the Inca
Empire following the Spanish Conquest
entitled “El Sol Bajo las Patas de los
Caballos® (The Sun Trampled by Horses'
Hooves). He is now a member of the
editorial staff of the “Unesco Courier”.

a magnificent exhibition of pre-Colum-
bian art from Ecuador that has been
travelling through Europe since 1973.

How Ecuador was given its name—it
mean “equator” in Spanish—makes an
interesting story. It was originally a
confederation of tribes which 16th
century chroniclers baptized the King-
dom of Quito. In the Spanish colonial
period it was known as the Real
Audiencia de Quito (the Judicial Dis-
trict of Quito under the authority of
the Spanish Crown), and afterwards
the Presidencia (Presidential District)
of Quito.

By 1736 it was well known that the
earth was round and measurements
had been made of the terrestrial
meridians in the polar regions. That
year the French Royal Academy of
Science sent a mission of geodesists
to Quito to ascertain whether, as a
result of its rotation, the earth was
flattened at the equator as Giovanni
Domenico Cassini, director of the
Paris observatory, had claimed, instead
of at the poles as Newton had main-
tained.

The surveyors found the equinoctial
line to be twenty kilometres north of
the capital, Quito. This is -probably
the only place where the line is not
just an imaginary one: it has been
drawn on the concrete base of a
commemorative pyramid. The country
then began to be called the “Land of
the Equator” and subsequently this
name was officially adopted, though it
was somewhat ambiguous and could
suggest that the country lay in Africa
or some other place through which
the earth's longest parallel passes.

The relative isolation of South
America from the rest of the world

was originally a geological phenomenon
dating back some two hundred million
years. According to the theory of the
German geophysicist, Alfred Wegener,
South America was once a part of a
single land mass that also included
what are now the territories of
Antarctica, Africa, India and Australia.
This mass had in turn broken off from
the primeval land mass that further
comprised present-day Europe, North
America, Greenland and Asia.

The future continents separated and
moved westward, and as they did so
they left behind telltale traces of their
breakaway. The Red Sea, for example,
is a vestige of the sundering of Africa
from Asia, and North America seems
to have left Greenland behind as it
migrated ever farther to the west.
Meanwhile South America had worked
itself loose from the vast continent that
Wegener called Gondwana, and form-
ed an immense island drifting away
from the rest of the world.

If we look closely at a map of the
world, we see that the eastern coast
of South America fits perfectly into
the western coast of Africa, ke a
piece in a jigsaw puzzle about to be
set in place. (For an earlier treatment
of Wegener's theory of continental
drift, which he formulated in 1912,
see the “Unesco Courier”, October
1963, p. 7.)

Science, however, is not content,
to rely on such superficial evidence.
It has dug deeper and found convinc-
ing proof of Wegener's thesis in the
geological links between South Amer-
ica, Africa, India and Australia, in
the continuity of the Mid-Ocean Ridge
with its branches, and in a certain
“family connexion” to be found bet-

CONTINUED PAGE 26







































POP OR NO POP?

We thank the many readers who
replied to our query “Want an issue
on pop music?” The replies
show a majority in favour of an
issue on pop and other forms of
modern music. A large percentage
come from young people, but a
significant proportion are from older
readers who want to know more
about pop, including its origins,
meaning and social significance. An
issue on pop is planned for late
next year. Space permits us to
publish only a few of the many
letters received.

Sir,

An issue on pop and other forms
of modern music would have a
universal appeal. | shall look forward
to its publication.

Mary Dewhurst
Burlington, Ontario
Canada

Sir,

My reply is No! This is not a
suitable subject for a serious magazine
such as the “Unesco Courier". Pop
music gives a harmful slant to the
moulding of young minds and tastes.
It also turns young people away from
the beauties of our folk-music and
from the classics—the finest music of
all.

L. Carrion
Sao Gabriel
Rio Grande do Sul, Brazil

Sir,
| suggest you include articles dealing
with the origins of pop music and its
different forms and styles. The issue
will help people to understand this
kind of music, which has become so
obviously a part of present-day culture,
and no form of culture should be
looked down upon.
Matti Palomaki
Turku, Finland

Sir,

| enjoyed your June 1973 issue devot-
ed to “Music of the Centuries” and
1 would welcome an issue on pop. |
am not an expert on modern pop, but
| think that as time goes by it will
be seen as something unique and
revolutionary in the history of music.

Raymond Laberge
Villeneuve, Quebec
Canada

Sir,

Bravo for your idea. | teach music
to 300 young people at a technical
education centre and believe me, pop
makes a far bigger impact on them
than classical music or jazz. The
young are seeking a language for the
20th century. | try to understand them,
but it is not easy for an adult. So
let the specialists enlighten us on the
pop craze.

Ch. Tripp
Belfort, France

Letters to the Editor

Sir,

Because | was made to practise the
piano from the age of 5 to the age
of 18, and because | was saturated
with Bach, Mozart, Haydn, Mendels-
sohn, etc., | found myself, as an adult,
addicted to Debussy, Ravel, Stravinsky,
Messiaen, etc. Now at the age of
61, | am a fan of King Crimson, Pink
Floyds and other pop stars and collect
their records. | confess that for me
pop has blotted out all other music.
With its violence and despair, its
planetary use of instruments from every
continent and played by the teen-agers
who are the world of tomorrow, it is
the real pulse of our times. Thank
you for the June 1973 issue devoted
to non-European music.

N. Provins
Paris, France

Sir,

Please, Please, NO pop issue. The
British Broadcasting Corporation and
all the world's record companies cater
for ALL mankind's needs in this respect.

G. England
Porthcawl, United Kingdom

Sir,

Pop is not a subject that should
concern Unesco. With so many other
media, pouring it out, it is practically
impossible not to know something
about it.

Why not wait another ten years by
which time the controversy will have
died away—if pop still exists. By then
it will have become part of the world's
musical heritage—whether one likes it
or not.

Robert Daigneault
Montreal, Canada

Sir,

A great idea, but please include an
article on “Musica Contesta” (Protest
Music) or “Cancién Protesta” (Songs
of Protest) now so popular throughout
Latin America.

David Gonzales Gross
Palma Soriano, Cuba

Sir,

Why not take a retrospective look
at young people’s music since 1950:
rock, twist, pop, folk-songs, etc.

Alain Charmillot
Besangon, France

Sir,

By all means devote an issue to pop
music as well as to modern music in
general. As a music teacher in a
secondary school, | had been intend-
ing to prepare a course on the origin
of pop music and on how electronic
music is “made”.

M. Trancart
Chartres, France

PAKISTAN—5,000 YEARS
OF CIVILIZATION

Sir,

In your December 1973 issue the
history of civilization in Pakistan has
been captivatingly presented in 40

pages of informative articles and
photographs on ancient sites, antiquities
and historic monuments.

| am sure this commendable effort
will go a long way in giving the world
a distinct glimpse into the cultural
heritage of Pakistan and the treasures
of art and culture in this ancient land
of the Indus.

Dr. Mohammad Ajmal
Pakistan Ministry of Education,
Islamabad, Pakistan

Sir,

In your Issue dedicated to Pakistan,
| must congratulate your for highlighting
the salient features of Pakistan's
ancient art and culture in a most
appealing manner.

Taswir Hussain Hamidi
Superintendent,

National Museum of Pakistan,
Karachi, Pakistan

THE ICELAND SAGA

Sir,

Congratulations on  giving  your
readers those excellent articles on the
life and culture of the Icelanders
(February 1974). As lJdnas Kristjansson
rightly says, in the sagas “are to be
found answers to all the problems of
human life”.

To the sagas and Eddas of Iceland
we are indebted for the preservation
of the faith that guided the actions of
all northern Europe until the coming
of Christianity. | hope readers of the
“Unesco Courier” will have been
encouraged by your articles to discover
for themselves the magic of the sagas.
They will not regret itl

Paul Vavasour
Secretary,

The Odinist Committee
London, U.K.

WHEN CHILDREN
CAN TEACH ADULTS

Sir,

1 would like to endorse what Rosa
Maria Pérez Mirabent had to say in
the letters column of your January 1974
issue. | really enjoy your publication
but | hate to feel that people younger
than myself (I am in college) are being
deprived of a good resource because
they cannot understand the material.

Many children and young people are
very concerned about their world and
| think publications like yours should
encourage this. | suggest that you
regularly publish a supplement that can
be used in the classroom. As a beginn-
ing, | would like to see a supplement
dealing with World Population Year,
the problems, the solutions, and espe-
cially some ideas for younger folks on
how they can help to solve the problem.
You would be suprised to see how
often children can educate adults.

Anne Fullerton
Nashville, Tennessee, U.S.A.
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