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The Ritual of Receiving High Status
Depicted in the Khitan Mural Painting

(Hebei Province, Xuanhua District) *

In search for parallels which may elucidate some obscure aspects in Mi-
nia art objects, I was looking through Khitan art material !, and among others,
the mural paintings in Khitan burials published in Wenwu. As it proved,
Khitan and Mi-nia paintings share some images — boys with a peculiar haircut,
dogs, pens in a special holder, etc. Seemingly all these images have a symbolic
meaning, but regrettably neither in Mi-nia nor in Khitan scholarly literature
these images so far have been touched upon (evidently they need a special
study).

But, quite unexpectedly, I came across an astonoshing fact: one of the Khitan
mural paintings found by Chinese archeologists in Hebei province, Xuanhua
district, Zhanjiakou city, in the burial of Zhang Wen-zao (designated as M7)
(Wenwu, 1996, No 9, colour plate) proved to yield a complete corroboration for
the ideas of the distinguished Russian scholar Professor Marianna I. Nikitina
(1930—1999). This mural painting portrays all the steps of performing the ritual
of receiving high status as reconstructed by Nikitina, since all the figures depicted
in this mural painting are easily identified with the participants of this ritual in

*  TlocnemHuie TOabI OUSHB TETUTbIE IPYXKeCKre OTHOIIeHUs cBsi3biBau Kcenno bo-
PUCOBHY C €€ KOJIJIEroi, MCTOPMKOM KOpeucKo Jiuteparypbl MapruanHoit ViBaHOBHOM
Hwuxurunoii. [Tocne Bbixona B cBeT MoHOrpaduu «Mud o XKenimne-CosHiie 1 ee po-
TIUTEJISIX U €TO «CIYTHUKW» B PUTYaTBbHOM Tpaguiu npeBHeil Kopeu v coceqHmx ctpan»
(CIT6., 2001) Kcenusa boprcoBHa cunTana CBOMM JOJITOM HaIlvcaTh Pa3BEpHYTYIO pe-
LIEH3MIO Ha aHTJINIICKOM si3bike. OIHAKO IS Hee, TAHTYTOBeIa-TMHTBUCTA, 9TO OKa3a-
JIOCh BecbMa HerpocTo. « Touka onopsl» Hatwtach 1etom 2002 1., korna Kcenust bopricos-
Ha 00paTiia BHUMaHYe Ha OIyOJIMKOBAHHYIO B KUTaiiCKOM XKypHasie « Wenwu» HaCTeHHYIO
POCIIMCh M3 KUAAHBCKOTO TIOTpeOeHus, 0OHApYKeHHOTo B I. UXaH35IKOy B MPOBUHIIMK
X3651. CroKeT poCTiCH «ITPOYUTABAICS» TT0 aHAJIOTUY C PEKOHCTPYMpPOBaHHBIM Huku-
TUHOI CJIOKHO-COCTABHBIM PUTYaJIOM TIoTydeHus1 ChIHOM BBICOKOTO CTaTyca, OCHOBaH-
HoMm Ha Mude o Kenmune-Connue. K coxanenuto, Kcennst boprucosHa He ycrena
3arMcarh, 4To XKe OHa «yBHIETa» Ha PETIPOLYKIIMYA HACTEHHON pocrivicu. JlaHHas myomu-
Kalvsl TPeCTaBIsIeT CoOOM JIMIITh YePHOBbIe HAOPOCKU K HE3aKOHUYEHHOI CTaThe-pe-
ueHsuu (/lpumeu. O. Bacuavesoii).
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Nikitina’s interpretation. All the paraphernalia depicted around the figures in
the mural painting, are also in keeping with the description made by Nikitina.

The ritual of receiving high status shown in this painting, represents one of
the rituals based on the myth of the Sun-Woman and her Parents. According to
Nikitina, this myth reflected in the Korean state ritual, lies at the base of Korean
culture and its traces may be found in the cultures of adjacent countries (China,
Japan) as well.

Since it is not the case when only separate features of the description of a
phenomenon coincide with their artistic embodyment (one gets here an overall
confirmation between Nikitina’s description of the ritual and the content of the
mural painting), for me it was quite clear that the Khitan mural painting reproduces
the ritual of receiving high status as reconstructed by Nikitina on the basis of the
myth of the Sun-Woman.

This startling fact impressed me so much, that I thought it would be unfair not
to attract scholarly attention to it, all the more the explanations given so far to the
content of the mural painting seem to be rather far-fetched 2.

Aswas said above, according to Nikitina, the myth of the Sun-Woman and her
Parents, lies at the foundation of the Korean culture. But not being confined exclusively
to the Korean material, she found fragments and traces of the same myth in Chinese
and Japanese sources.

That the Khitan mural painting mirrors the same myth evidently means, first,
that this myth was a part of their culture as well, and, second, that the Khitans shared
with the Koreans, Japanese and Chinese the same mythological ideas, i.e. the same
outlook.

o . -




166 KCEHMA KEITMHI

In this essay I would like to give a description of the Khitan mural painting,
which proceeds from Nikitina’s ideas. I am not a specialist either in Khitan history,
or in iconography, and my aim is just to attract attention to the fascinating ideas of
Professor Nikitina, which may be applied to Khitan cultural objects aswell (Nikitina
has never used any Khitan material in her work). I am absolutely convinced that her
ground-shaking works deserve to be put into scholarly circulation, since the ideas she
expressed are valid for cultures of the huge Far Eastern region. Her approach to the
literary and visual Far Eastern sources discloses such deep archaic layers in the Far
Eastern culture, which so far no one has delt with. Since Nikitina had been trained as
aspecialist in Korean literature, it was quite natural for her to start with the study of
Korean poetry, namely hyangga and sijo.

Nikitina’s ideas on Far Eastern myths and rituals connected with them are
scarcely known even in Russia, let alone the Western reader *. One of the reasons of
such situation is that her scholarly style may be characterised as extremely meticulous:
she tried to supply her pioneering ideas with as much material taken from various
Far Eastern cultures as she could. In order to corroborate her rather complicated
(perhaps it would be more appropriate to call them «unusual») theories she was
constantly searching for new material and successfully finding it even in such places
remote from the Far East as the Caucases. And, importantly, she never sought hasty
publications of her studies.

Being the first to write on this subjct, she strove for absolutely exactness in
the wording of her writings. It is not so easy to penetrate the content of her
writing, since her approach is so unusual that one has to make efforts to grasp her
method of scientific description.

Up to the last days of her life she was working on her voluminous summing
up monograph «The myth of Sun-Woman and her parents and other accompanying
myths in the ritual tradition of Ancient Korea and neighbouring states» (SPb.,
2001), the book which, as she supposed, would bring together all the myths (as
well as rituals based on these myths) she managed to reconstruct in the course of
her nearly half-a-century long career. Unfortunately, she passed away before
completing her work. Her husband, V.P. Nikitin, prepared her book for
publication putting together separately written chapters of it. Regrettably, the
book lacks the author’s editing and, what is more important, a detailed author’s
conclusion. Nevertheless, it gives access to professor Nikitina’s theory based on
the priceless material which includes Korean, Chinese, Japanese and other
sources. Unquestionably, V.P. Nikitin deserves high praise, since only because of
his efforts the scholarly community received such a valuable publication, which
gives a different vision of many literary and art objects in the Far East and changes
the generally accepted notions of the mythical foundation of Far Eastern culture
shared by scholars today.

Since, as it was said, Nikitina’s ideas are scarcely known even in Russia, it is
necessary to supply the reader with the results of her study. Certainly it is impossible
(and there is no need for it) to narrate all the eighty rituals described in her book —
it is quite sufficient to relate here only the myth of the Sun-Woman and her parents
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and the ritual depicted in the Khitan mural painting.
In what follows I retell Professor Nikitina’s ideas, which are essential for the
interpretation the Khitan mural painting

The myth of the Sun-Woman and her parents and other accompanying myths
in the ritual tradition of Ancient Korea and neighbouring states as a narration has
not come down to us, but its traces are found in the Korean state ritual, agrarian
and wedding ceremonies, architecture, sculpture, paintings, fiction, poetry,
proverbs. Seemingly this myth belongs not only to Korean culture, but to the Chinese
and Japanese cultures as well. Some traces of this myth may be found in «Samguk
yusa», «Han Fei-zi», «Kodziki».

The myth tells us that in the sea there lives a couple - a Turtle (Mother), as
huge as a mountain, and a Serpent (or Dragon) (Father). The couple conceives a
Daughter. First the Daughter in a shape of an inanimate object comes out from her
Mother’s head. It may be a flower, a peach, a piece of red jasper, a pearl, etc. The
Serpent extorts the object from the Turtle and after wrapping it into his girdle
(waist-band) carries it. Importantly, the object has to be in contact with Father’s
waist. One day the Couple meets a Young Man on the road. The Young Man takes
the object away from the Father and brings it home. Here the object turns into a
beautiful girl. She becomes the wife of the Young Man and is busy about the house.
Once the Young Man, her Husband scolds her without any reason and she leaves
the house and returns into the sea, to her Mother. And everything begins again: the
Daughter is conceived by the Turtle and Serpent. etc. This represents a day’s and
a year’s cicle of the Sun. As is seen the Sun was perceived as a female deity.

The agrarian cultures gave birth to that myth of the Sun-Woman and her
Parents. This myth follows the world-outlook shared by all agrarian cultures.
According to this outlook, everything in the world (all living beings and inanimate
objects) may be characterised as belonging either to male or to female principles.
Hence 1) each living being or an inanimate object does not represent only itself, it
personifies a certain mythological phenomenon, 2) one and the same mythological
phenomenon may correspond to absolutely different animate (living beings) and
inanimate objects, these objects are interchangeable in course of the ritual. All
living beings and inanimate objects which take part in a ritual, may be characterised
by 1) the lack of direct correspondence between the essence and its physical
embodiment, 2) a wide range of variations of these embodiments.

The explanation of these two points lies in the fact that it is the logic of identity
that rules the myth.

As we have seen, there are two couples acting in the myth of the Sun-Woman and
her parents: the Turtle and the Serpent (Dragon) and the Sun-Woman and her
Husband. These four characters stand for four mythological phenomena — Mother,
Father, Daughter, Daughter’s Husband. The ritual embodiments of all four are shown
in the following four tables:
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Table 1. Mother (Turtle)
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Person Animal Means of crossing  Inanimate object
the river
An old beggarly Turtle Bridge Basket
Woman
An old Wife Fish Boat Case
of an official
A homeless Shell with Ship Large Bottle
Beauty a Pearl inside
A common Girl Cow Ice Tea-pot
Ox Pot for Indian-ink
Bitch Table
Pig Cupboard
Lion
Tiger
Deer
Ounce
Dog

As is clear from Table 1, for theTurtle, the Mother of the Sun-Daughter, may
stand both animate and inanimate objects. Ifa woman represents the Turtle, she has
to be old, poor, low social status or homeless. In case an animal stands for the
Mother-Turtle, it is not necessarily a female animal.

If an inanimate object plays the part of the Mother-Turtle, it has to belong to one
of the three following groups: 1) high objects; 2)«dark capacity»and 3) objects with

plane surface.

Person

An old
Man-Beggar
Anold
Ambassador

An Official
of low rank

Ayoung
Monk

Table 2. Father (Serpent/Dragon)

Animal

Serpent

Dragon

Lizard

Tiger

Crane
Boar

Weapons
(Instrument)

Sword

Knife

Spear

Arrow

Spade

An inanimate
object

Staff?

Stick

Branch

Stake (picket)

Brush for writing

Clothing

A Shoe

Beggar’s cloth

Girdle

Wandering
Monk’s Cassock
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Amazingly, the content of the Khitan mural painting at issue here is within the
framework of Far Eastern cultural notions—it uses a sort of «internatonal language»,
shared by many peoples in the Far East, except one image, which unquestionably
points to the Khitan origin of the painting (I mean the figure of the main personage,
who conducts the ritual, for details see below), all the remaining personages and
objects depicted in the mural painting do not have any specific ethnic tinge and could
be perfectly understood in the context of Korean, Chinese or Japanese cultures .

Notes

It is well known that the Khitans (907—1125) had close cultural and other
relations with their contemporaries, the Mi-nia (932—1227).

2 Thus, Chinese scholars name this mural painting as «Children playing» (Wenwu.
1996. No 9), while D. Kuhn gives it the title «Playing children in a scholar’s study
while tea is prepared» in Dieter Kuhn «How the Qidan reshaped the tradition of the
Chinese dome-shaped tomb» (Heidelberg, 1998. P1. 1:1).

3 So far only one of Nikitina’s articled is published in English «On the cemantics
of the «Unicorn» from the tomb of the Paekche king Muryong» (Cah. d’etudes
coreennes. Paris, 1989. N. 5: Twenty papers on Korean studies offered to Prof. W.E.
Skillend).

* The material given by Nikitina in her Tables is extremely vast, so I had to leave
out some of it.

> Ha atom aBTOpCcKuii TeKCT oOphiBacTcst. Xotsa Kcenust bopricoBHa He ycmnena
3amucaTh CBOM HAOJIOAEHUST M BHIBOJIbI OTHOCUTEIbHO ClOXeTa (ppecKu KUIaHbCKO-
ro norpedeHust, oHa OXOTHO Aeauaach UMU. [TornpoOdyeM BOCCTAaHOBUTD XOJ €€ MbIC-
Jieit, onupasicb Ha ucciaenoBanue M.U. HukutuHoii.

B 1ieHTpe KOMMO3ULIMU HAXOASITCS MPeaMeThl OOCTAaHOBKHU: CTOJ C MUCbMEH-
HBIMU TIPUHAMIEKHOCTIMU, CTOJ I TOCYAbl U TymM0a ¢ suKaMu. DT1a Mebelb
JEJIUT MPOCTPAHCTBO KApTUHBI Ha IBe 30HbI. CiieBa HaXOMSTCS YeThIpe 3pMUTENs.
OHU CHpsITaIuCh 3a Mebesblo, XXeCTaMM IIPU3bIBAIOT APYT Apyra He IIyMeTb U He
BBICOBBIBATBLCSI; IIPU 3TOM BCE YETBEPO «IJISIAAT BO BCE IIa3a» Ha TO, YTO IIPOMCXO-
IIAT C TIPaBOil CTOPOHBI KOMITO3UIIMH.

CrpaBa HaXOJSITCS YeThIpe IepCOHaxka, pa3birphIBalONINe HEKOEe AeICTBO, Ya-
CTbIO KOTOPOTO sIBJIsIeTCsl pyuTyas 3auatus u poxaeHust ZKeHuuHbl-Cosnue. [Toxu-
Jlast KeHIIMHA JOCTaeT MEePCUK M3 BUCSIIEH Ha KPIOKe KOP3MHKM. DTa KOp3MHKa-
CYMKa MMeeT «HOXKHU» (BUIHA TOJBKO OJlHa — BTOpPAsi 3aKPbITa PYKaBOM XKEHIIIUHbI)
U «XBOCTUK». M KOp3MHKa U XEeHIIMHA CUMBOJM3UPYIOT coboii Matb-Yepemnaxy. B
KOP3MHKE HaxoAsTcs Tpu mepcuka. [lepcuK Kak KPYIUIblid IpPeIMeT MOXET pac-
cMaTpuBaThces BorutolieHueM 2KeHuHbl-CoHue B ctanuu [Ipeamera. B ToMm, uto
MPEJIMETOB TPU, HET HUYErO YAMBUTEIbHOIO, TaK KaK TPOiiKa B paMKaX 4MCIOBOIO
koga Muda o XKenwmune-CoHile npeacTaBisieT co00il XEeHCKOe Havyajlo. DTHU XKe
MEePCUKU HAXOIITCS B «(apTyKe» My>XUMHbI. B cooTBeTcTBUM ¢ MU oM KeHInHa-
Connue B cranuu [Ipeamera noHamubaetcs ee OtuoM-JpakoHom B mosice. B puty-
ajie ero poJib MCIOJHSETCs XpeloM (ctapukoMm, MoHaxoM). Kcenust bopucoBHa
obOpaTtuja BHUMaHWE Ha CTpaHHOU (OpMbI OOYBb JAHHOTO TMepcoHaxa (pecku,
BecbMa HAaIllOMUHAIOLIYIO CBMHBIE KombiTia. OO0yBu Xpena (Ortua-JIpakoHa) npu-
JlaBajoch 0c000e 3HaYeHUe MPU MPOBEACHUN pUTYyasia, MOCKOJbKY UMEHHO Ha-
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CTyIJIEHUE HOTOW Ha MpenMeT, TOXAEeCTBeHHbII Matepu-Yepenaxe, cCuMBOIU3U-
pYyeT aKT 3ayaTtus. DTUM MPEAMETOM, BIOJHE BEPOSITHO, SIBJISIETCS HEKOE XO3s1ii-
CTBEHHOE YCTPONCTBO, BHEIIIHE HATOMUHAIOLIEE JIOAKY U CTOSIIIEE Mepel KPeLoM.
TakuMm o6pa3om «iogka» — TpeTbs (HO He MocieqHss) unocracb Marepu-Yepena-
XU.

Kenuuny-CoJiHLIe TPeACTABISIET HAPSIAHO OAETasi U U3bICKAHHO MpUYecaH-
Has MoJiofiasl Jama, nepkainasi mepcuk B pyke. JKenmuna-CofHIle, poxkaeHHast
Mareprio-Yepemnaxoit u Otiiom-/IpakoHOM, TIpeHa3HaUYeHa B KEHBI 3aKa3uuKy
putyana, cBoemy mMudosorndieckomy bpaTy (4acto oH cooTHeceH ¢ Mecsiem-
Jlynoit). O Tom, uto Bpar poxneH (i OymeT poXAeH) TeMU Xe POIAUTEISIMU,
KPacHOPEUYMBO FTOBOPUT €T0 M03a: OH HAXOAUTCS MEXIy HOT Matepu U npu 3ToM
MPEKJIOHWI KojieHU miepen OTIoMm.

[To noruxe putyana momydeHust CBIHOM BBICOKOTO cTaTyca, onucanHoro M. .
Hukutnnoit B rmase 9 (c. 110-129), momemnenHo#t B paznen 3 «Putyansl, B KOTO-
peix CoiH OTiia obperaeT 0OXKECTBEHHBINM CTaTyC», XKpell JOJKeH Iepenath 3a-
Ka3uuKy HeKui mpenmeT, onuuerBopsiomuit Cortna Matepu-Yepenaxu u Otia-
[pakoHa. TakuM rmpeaMeToM MOXKET CITYKUTh 0aMOyKOoBast JOIIeUKa ¢ TMChbMeHaMU
WJIA YCTHO TiepeaBeMoe 3HaHue. MeXmy TeM Ha CToJIe ¢ MUCbMEeHHBIMU TTPUHA -
JIEXKHOCTSIMUM HaXOISITCS JIBE KUCTOUKU (IBOMKA — «MYKCKOE» YMCII0) B TTOACTAaB-
K€, CYHIY4YOK, neHas (?) u Aol1evyKu (eMKOCTU CUMBOIU3UPYIOT MaTtb-Yepemnaxy,
kuctouka — Otna-/IpakoHa, momeuka — ux CoiHa). BeposiTHO, Xpell MoaxKeH
TOJIOMTHU K CTOJTY U OOMaKHYTh KUCTOUKY B TylieuyHuily (B meHan?). [loHaTHO, 4TO
TocJjienHee NeiiCTBUEe TOXIECTBEHHO aKTy 3a4aThs; COOCTBEHHO ero Xe MOXeT
CUMBOJIM3UPOBATh U MECTOTIOJIOKEHNE KUCTOYKHU B TTOACTaBKe. 3aTeM Xpell 0~
JKeH YTO-TO HAITMCaTh Ha NOIIevYKe W TepenaTh ee 3aka3uuky. biaromapst atomy
neiicTBuio 3aka3uuwKk cTtaHeT ToxaecTBeHeH CwuiHy Marepu-Yepemaxu u Otia-
[pakoHa, T.e. 0OpeTeT GOXECTBEHHYIO CYTb.

Xots Bpat XKenmunsi-ConHile siBisiercsi CBIHOM TeX ke 00KeCTBEHHBIX PO-
IUTeJNel, eMy Halo XeHUThcsT Ha CecTpe W TeM CaMbIM YKPEIUTh CBOW OOJIMK U
MOBBICUTD cTatyc. s atoro xpen (Orten-[pakoH) HanbeT U3 «4allHUKa» (e1le
OIVH ceMaHTUuYeckuit n1yoap Marepu-Uepemnaxu) B 4aliky Topsiauii 1 apoMaTHBIN
HanmuTOK (cuHOHUM KeHImWHBI-COJTHIIE) U MPeUIOKUT ero 3aKka3uuky. [Iutbe um
«Jasi» OyneT o3HavaTh BCTYIJIeHUe B OpauHble oTHOIIeHUs1. OTHAKO Ha CTOJIE CTO-
ST BE YalIK¥ Ha moaHoce (?); BO3MOXHO, OHU MpeaIHa3HAYeHBI 711 000UX CyTpy-
roB. [IpoTuBopeunst B 3TOM HET, TTOCKOJIbKY COBMECTHAs Tpare3a — ellle OjHa
Metacdopa Opaka. BmecTe ¢ 1mrecTbio mepeBepHYTHIMU BBEPX THOM YalTKaMM WX
ob1ree ynciio cocrapisieT 8. OOIIee Ynciio TepcoHaXeil Ha KapTUHe TakkKe PaBHO
BocbhbMU. B uncioBom kome muda o Kenmune-CorHile BochbMepKa (CyMMa «KeH-
CKOIi» TPOMKHU U «MYXCKOI» TISITEPKU) 3HAMeHyeT poxaeHue Jlouyepu, a Takxke
SIBJISIETCSI CHMBOJIOM TApDMOHUU B KOCMOCE.

Purtyan monyuenuss CbIHOM BBICOKOTO CTaTyca peKOHCTpyupoBaH HukuTuHO
Ha OCHOBAHUU NBYX TeKcToB. OIMH U3 HUX — KopelicKas cka3ka «BojoBuit Tpym»,
3armucanHas H.I. TapuabiM-MuxaiinoBckum B 1898 . cpenu KopeiilieB, mpoxuBaro-
mux B OacceiiHe p. AMHOKKaH. BTopoii Tekct — npuBeneHHoe B «McToprueckux
3anuckax» CeiMa LlgHsa xuszHeonucanue [IxaH JIstHa (ym.189 mo H.3.), cOBeTHUKA
OoCcHOBaTeJssT IuHAacTUM XaHb — [ao-113y. OnucaHHbIe TaM COOBITUSI TIPOUCXOMISIT Ha
TEPPUTOPUU COBPEMEHHBIX KuTalickux nposunmii L3sucy u lanbnyn. Mutepec-
HO, uTo ¢ TipoBuHIMel LllaHbpayH rpaHnuUT MTpOBUHIIMST X201, B KOTOPOI HaX0-
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NUTCSL KUIaHbcKasi TpPOOHUIIA C HACTEHHON pocnuchkio. [1o cpaBHeHUIO ¢ 000UMU
TEKCTAMU «KapTUHA» MPEACTaBAgeT HauboJiee MOJHbIA BApUAHT PUTYyasla U HECET
Oosibllie ”HGOPMALUU O HEM. B 11eJ1oM Bce TpU UCTOUHUKA TOBOPST O CYIIECTBOBA-
HUU JAHHOTO pUTyajia (WM UCTOPUYECKOI MaMsTH O HEM) Ha ceBepo-BocToke Ku-
tast — ceBepe Kopewu co 11 B. 10 H.3. 1 10 KoHua XIX B.

OcTarTcsl U OTKPHITHIE BOMIPOCHI, HAIPUMeEpP, KTO 3aKa3uynuK U KTO 3puTenn?
Bo3MOXHO, 3aKa34MK — MUCTOPUUYECKOE JIUI0, TOXOPOHEHHOE B TpoOHUlle, KeH-
muHa-CoJiHIle — ero peanbHas xeHa, Oreir-Ilpakon (kper) u Matb-Yepemnaxa
(cTrapyxa-HUIIeHKA?) — <«UCIIOJHUTEIN», BHEIIHE OYEHb TTOXOXWUE Ha JIBYX 3pU-
TeJiel U3 HUXHETOo psina. MoxeT ObITh, 3TU 1BOE 3pUTEJIeil — peajibHble POAUTEU
3aKkazumrka? A IBoe Ipyrux — JeTH 3aKa3uuka (MU UX CBIH cO cBoelt xeHoit)? U,
TJIaBHOE, eCJIM 3aKa34uK yXKe YCOII, 4TO ke m300pakeHO Ha KapTtuHe? SIBisercs
OHa JINIIIbL BOCIIOMUHAHUEM O paHee MPOBENeHHOM puTyane? A BO3MOXHO, OHA
MpencTaBisieT coO0il HEKYI0 «MaTepualn3aluio» 1eiCcTBa, HUKOIIa HE UMEBILIETO
MECTa B 3¢MHOI XXU3HU, HO OYEHb BaXXHOTO U151 XKU3HU 3arpOOHON.

Kax 6b1 To HU ObLTO, MonbITKa K.b. KenuHT B3MISHYTh Ha KUAAHBCKYIO Ha-
CTEHHYI0 POCTIMCH Yepe3 MPpU3My 3HAHUI O KOPeWCcKOoil MUMOIOTUU U MTOCTPOEH-
HBIX Ha HEell puUTyaJlaXx OKa3ajach BeCbMa MPOAYKTUBHOU. B To Xe Bpems oHa ele
pa3 noarsepauia BeiBoa M.M. HUKUTUHOIT O TOM, UTO apea pacnpoCTPaHEHUS
3Toil Mudoaorun He orpaHuuuBaicsa KopeiickuM nonyoctpoBoM. (llpumeu.
O. Bacuavegoii.)



