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 Mohammad Esmail Esmaeili Jelodar Scientific Editor :ډلمي إمب٭ٕڄ إمٮٕچٓ ػچًىاٍ  : ئَإشبٍ ٭چمٓ 
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 سبطَٕ أَان-  - َىَ َىيْ:  ډ٫ً١ً 

 Art, Indic – Iranian influences: ډ٫ً١ً 
 ؿٕه --ٍياث٤ ٵََىڂٓ--أَان:  ډ٫ً١ً 
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3 

 أِىٔب 

 

ٔب الله 

 

 

 

 

 

 

  ًَٔب 

 

ٔب ٥َاف 

 ىيٕز ځَاډٓ، 

 ي ػُز دَىاهز ٹٕمز   اُ ٥َٔٸ ػٖشؼًْ وبڇ ٽشبة ىٍ أىشَوز اډپبن دٌَٔ ډٓ ثبٙيe-book  سٍُٕ أه وٖوٍ اُ
َُٔ   ي ثٍ ٔپٓ اُ ډًٍٕٖ َبْ  اوشوبة ومًىٌ  (ثٖشٍ ثٍ ډِٕان ىٍآډي هًى)  سًډبن 333000ٽشبة ډجچٲٓ ٍا سب ٕٺٴ 

 ثب سٚپَ اُ ٙمب                                                                                              . دَىاهز ومبٕٔي

  /https://behnamcharity.org.irدًٍ  ډًٍٕٖ هٍَٕٔ ثُىبڇ ىَ٘ 

   /https://mahak-charity.orgډًٍٕٖ هٍَٕٔ ډلټ 

  /https://kahrizakcharity.comإٓبٔٚڂبٌ هٍَٕٔ ٽَُِٔٻ 

  5467006993ثىٕبى كبډٕبن ٭چڈ ي ٵه آيٍْ ىاوٚڂبٌ ٝىٮشٓ ٹًؿبن،  ثبوټ سؼبٍر،  ٙمبٌٍ كٖبة   

获取全书的电子版。考虑到这项崇高的事业，您需要支付一定的费用来下载本书。
根据您的支付能力，支付金额最多 333 人民币，支付是通过直接捐赠给以下的慈善
组织完成的。请进入下面的壹基金官方网站完成您的捐赠。  

Jet Li Charity http://www.onefoundation.cn/ 

Han Hong Charity http://www.hhax.org/ 

Dear Friend, 

A digital copy of this e-book is available on the internet. We ask that should you 

download it that, according to your ability, if you could pay any amount up to 333 Yuan 

(RMB) to  a charitable organization in your country, for instance: old age or retirement 

homes,  health care, especially cancer wards; to oppose child labor, or another of your  

choice. The Yuan exchange rate (RMB) can be found on the internet. 

 

Thank you 

Mohsen Jaafarnia,  Renke He and Ji Tie 

https://behnamcharity.org.ir/
https://mahak-charity.org/
https://kahrizakcharity.com/
http://www.onefoundation.cn/
http://www.hhax.org/
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 دبٔىيٌ أَان ثٍِٿ

، إشبى ىٍ ٍٙشٍ ٥َاكٓ ٝىٮشٓ ىٍ ډيٍٍٕ ٥َاكٓ ىاوٚڂبٌ  ي ػٓ سٍٕ ٍَ ٍوپٍ،ؤًٖىيځبن أه ٽشبة ډلٖه ػٮٶَوٕب
أه ٽشبة ٍا ثٍ ٍيف ثٍِٿ  ٹبئڄ َٖشىيَٕىاٍ ًٍٕوب  ، ٵَډبويٌ ثٍِٿآوُب ثٍ يا٦ٍٕ اكشَاډٓ ٽٍ ثٍ. ثبٙىي ًَوبن ډٓ

 ٽَإًٓ ٍا ٙپٖز ډٓ، ٵَډبويٌ ٍيډٕلاى اُ دٕ٘ 53 ډًٍُٚ ٙي ٽٍ ىٍ ٕبڃ څٕڄ ىٔهثٍ ااي  . سٺئڈ ډٓ ٽىىيًٍٕوب 
 ىٕز ٱَة ٍا اُ ٕچٕمبوٓ ٹبٕڈ َٕىاٍ ٽٍ ْ إًٌٙډلبٵ٪ز ٽَى، ثٍ َمبن   ٔٚڈ ػبىٌ اثَ  ي  ثبٕشبنَٔاناُ ا ىاى ي 

 .  ډلبٵ٪ز ٽَىٍٔ ٭َاٷ ي ًٍَٕٔان، ي اُ اومًى ٹ٬٦ اډَيُْ ٔٚڈػبىٌ اثَ

 ْإز ٽٍ ډَىَٕىاٍ ًٍٕوب  آن َب ٔهډٮَيٳ سَ.  دبٍر ثًىويْ اډذَا٥ًٍْ هبوًاىٌ َبٔه اُثَػٖشٍ سَٔپًٍٕٓوب َب 
 ىٍ ُډبن دبٍسٕبن اي ىٍ ىٍػٍ ايڃ ٔٓ؛ ىٍ ٙؼب٭ز ي سًاوب ٍا ىاٙز دٔ اُ دبىٙبٌْاي ٍسجٍ ثٮي. ٵًٷ اڅٮبىٌ ثَػٖشٍ ثًى

 سبع ٍا ثَ َٕ  ْ ٽٍ ىٍ سبػڂٌاٍ  ثبٙيٽٖٓ څٕه اي ىاٙز ٽٍ  ٍا كٸ ٔها  هبوًاىٌ اٗ، ډشٕبُ ا ٔټثٍ ٭ىًان  هًى ثًى؛ 
 كپًډز هًى ٍا آٱبُ ٽَىوي، هبوًاىٌ وٕبن ي ٕبٕب ٕٕي ٍٔبن ثٍ دبدبٍسٕبن ْ اډذَا٥ًٍ  ٽٍډَٓىڂب . ثڂٌاٍىدبىٙبٌ دبٍر 

 َٔاوٕبن أٮىٓ .  ثٍ هيډز هًى اىاډٍ ىاىوئَان ىٍ إچ٦ىشٓ  ي ثٍ ٭ىًان ٵَډبويٌ  ومًىٌ ٠ٔ ٍا سٮًٙٲڄ ٕبثٸ ًٍٕوب 
  .ثبٙي كپمَان ٽٖٓ ٽٍ ؿٍ وٕٖز آوُب ډُڈ ْ ٽىىي ي ثَاډٓ هًى ډلبٵ٪ز َُٕډٕهاُ ي ىٍ ََ َٙا٦ٔٓ  َمٍٕٚ

本书作者 Mohsen Jaafarnia 教授、何人可教授和季铁教授均就职于湖南大学设计艺
术学院。他们对苏雷纳将军的深切敬意，可以在这本书中找到反映。本书的作者谨
以此献给苏雷纳的伟大精神。这位伟大的指挥官因为在公元前 53 年击败了罗马指
挥官克拉苏而出名。保护古代伊朗和陆上丝绸之路，就像卡西姆·苏莱曼尼将军切
断西方与现代丝绸之路的联系，保护伊朗、伊拉克和叙利亚一样。 

苏雷纳家族是帕提亚帝国最杰出的家族之一。其中最著名的是苏雷纳，他是一位非
常杰出的人才，地位仅次于国王，在勇气和能力方面，他是当时帕提亚人中的佼佼
者。作为家族的一项古老特权，他有权在加冕典礼上第一个为帕提亚国王戴上王冠。
当帕提亚帝国结束，萨珊人开始统治时，苏雷纳家族改变了立场，继续在伊朗担任
皇家指挥官。这意味着伊朗人总是保护他们的土地，谁是州长对他们来说并不重要。 

The authors Mohsen Jaafarnia, He Renke, and Ji Tie are Professors in the field of Industrial Design 

at the School of Design, Hunan University. Their veneration and respect for General Surena is 

reflected in this book. They dedicate this book to Surena's Great Spirit. He became famous by 

defeating the Roman commander Crassus in 53 BCE which protected ancient Iran and the Land 

Silk Road, in the same way as General Qasem Soleimani lessened the influence of Western 

countries on the modern Silk Road thus protecting Iran, Iraq, and Syria.  

The Surenas were one of the most outstanding families in the Parthian empire. The most famous 

one of them is Surena who was an extremely distinguished man. He ranked next after the king. In 

courage and ability, he was the foremost Parthian of his time. He exercised his family’s ancient 
privilege of crowning the Parthian king of Parthia at coronation. When the Parthian empire 

ended and the Sasanians began their rule, the Surena family adapted and continued to serve as 

royal commanders in Iran. Iranians always protect their land and who governs is less important 

than the land. 
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8 

 

General Surena, Parthian, National 

Museum of Iran, (Iran Bastan 

Museum) Tehran. 
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9 

 ډٺيډٍ
序言 

Introduction 
ٍاٌ اثَٔٚڈ اََُؿىي ىٍ ٥ًڃ ُډبن، َمـىبوپٍ ثَٚ ثبٍُځبوٓ . دٕٕٚىٍ ْ ٥َاكٓ ډلًٞڃ سٺَٔجب ثٍ ٹيډز ثَٚٔز إز

ډشلًڃ ٙي ياُ ډََُبٔ٘ ٵَاسَ ٍٵز؛ َىَ ي ٵََىڀ ََډچشٓ ىٍػٲَاٵٕبْ  َڈ  ٍا ځٖشَٗ ىاى، ٥َاكُٓډٕىٓىٍٔبٔٓ ي 
ىٍ ٥ًڃ سبٍٔن، ثٖٕبٍْ  وڂبٌ ډوشَْٞ ثٍ سلًڃ ي ځٖشَٗ ٥َاكٓ ډلًٞڃ  . اُ ػبٔٓ ثٍ ػبْ ىٔڂَ ٍياوٍ ٙي [ػُبن]

ثب اٙپبڃ َىَْ ډشمبِٔ،  ىٍ اوِيا ٍيُځبٍ ځٌٍاويٌ اوي،  ثٖٕبٍْ اُ ٵََىڀ َب ٽٍ   .ډًاٍى اُ أه ىٕز ٍا ٭ٕبن ډٓ ٕبُى
اثِاٍ َبْ ډوشچٴ، َٙي٫ ثٍ سبطَٕځَٵشه اُىٔڂَان ٽَىٌ اوي ي ٽڈ ٽڈ سلز  ٕوىًٍان ُثبن َبْ ډشٶبير، ثپبٍ ثَويځبن

؛ 1974وَٞ، )  آډيٌ إز  ٵََىڀ َب ثًػًى ي سٮبډڄ ىٍين ډبٍٔ َبْ ٥َاكٓ ډٕبن  ٹَاٍ ځَٵشٍ  ٵََىڀ َبسبطَٕ ىٔڂَ
ثبٵشه اثَٔٚڈ ٩َٔٴ ي ٥َاكٓ ٩َيٳ ٵچِْ ؿٌَٕ ىٕز ثًىوي ياُ ُډبن ثٖٕبٍ ٹئڈ َىئبن   ىٍأَاوٕبن  .(1934وَُي،

اٍسجب٣ ډٕبن أه ٍٕ سمين، ثٍ ٥ًٍػبڅجٓ س٤ًٕ . ػًاََار ډٕٖبهشىي، ؿٕىٓ َب اثَٔٚڈ ي ٩َيٳ ٕٶبڅٕه سًڅٕي ډٕپَىوي
 ي  سًاوىي ثب ثٌَُ ځَْٕ اُ ؿىٕه ٙپبٳ َبْ ٵىٓ ي ػٲَاٵٕبٔٓ ًٕى ٽٖت ٽىىي ثبٍُځبوبوٓ سظجٕز ٙيٌ ٽٍ ٵُمٕيوي، ډٓ

 . ًٙوي ْ ٥َاكٓهًإشٍ ٔب وبهًإشٍ ، ثب ٍى ي ثيڃ ٽَىن ٽبلا ډىؼَ ثٍ اوشٚبٍ أيٌ َب
产品设计史几乎同人类历史一样悠久。随着海上丝绸之路与陆上丝绸之路的开辟，
设计日渐发展，超越了国界束缚，各国间打破了地理空间限制，进行了广泛的艺术
与文化交流。简要回顾产品设计史的演变与发展有助于读者了解上文所述。某些以
独特艺术形式独立存在的文化即使使用着不同的语言与媒介，也开始受到其他文化
辐射，跨文化设计理念开始相互作用(Nehru, 1934)。自古以来，波斯人擅长生产
精美的丝绸与金属器皿，印度人尤擅制造珠宝，中国则是丝绸织造与陶瓷烧制大国。
有趣的是，这三种文明间的纽带是由商人一手建立的，他们意识到，利用好技艺与
地域差异可以使其在有意无意间获取财富、交换商品，进而传播思想。 

Product design is coterminus with human evolution. Over time humans developed the 

Maritime and Land Silk Routes. These, in turn, led to the development of designs which 

transcended boundaries. The art and culture of every nation has traveled from one 

place to another. A concise look at the evolution and development of product design 

through time brings many such cases to light. Several relatively isolated cultures having 

distinctive art forms, speaking different languages, and using different mediums began 

to be influence others leading to an interplay of cross-cultural design motifs (Nehru, 

1934). Iranians were fine silk weavers and have designed and produced fine metal wares 

since time immemorial. Indians lead artisans in jewellery artisanship and gem trading. 

Chinese silk and molded ceramic ware left their mark globally and were extensively 

traded. The links among these three civilizations were established by traders who, 

having realized that profits could be made by exploiting technical and geographical gaps, 

and wittingly, or unwittingly, exchanged merchandise which spread design ideas. 
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10 

 

Figure 1. A,B, and C. Luristan artworks, 1st millennium BCE. Luristan bronze, Iran; D and E. Chinese artworks with ancient 

Iranian designs. 

ُٕڈ ٥َاكبن دبٍٕٓ، َىيْ ي ؿٕىٓ ىٍ ځٖشٌَ اْ اُ َىََب، ٥َاكٓ ي و٪بڇ َبْ سؼبٍْ،  أه ٽشبة وٚبن ډٓ ىَي ٽٍ 
ٽشبة وڂبَٓ اػمبڅٓ ثٍ ډَٕاص ٱىٓ ٵََىڂٓ ډٕبن دبٍٕٕبن، َىئبن ي ؿٕىٓ َب ٽٍ وٺ٘  .اٱچت وبىٔيٌ ځَٵشٍ ٙيٌ إز

طبٍ آإشٶبىٌ اُ   ثب  سب َمـىٕه ٍئپَىْ دٕ٘ ځَٵشٍ ٙيٌ  . ډٓ اوياُى  دَٕٚٵز ٥َاكٓ ډلًٞڃ ىاٙشٍ اوي، ډُمٓ ىٍ
َىَْ ٽٚٴ ٙيٌ ْ َىيْ، ؿٕىٓ ي ٕبٕبوٓ، ىاډىٍ ْ ي٬ٕٕ سبٍٔن سلًڃ ٙپڄ ډلًٞلار ٍا ىٍ ثَ ځَٕى ٽٍ ثَدبٍٔ ْ 

إلاډٓ، ؿٕىٓ،  ٕبٕبوٓ ثَ َىَ ىيٌٍ ْ ډب ىٍأه ٽشبة ثَ سبطَٕ ٥َاكٓ . سِٕٔه، ٵىًن ٕبهز ي ٍوڀ أؼبى ځٚشٍ إز
٥َاكٓ  سبطَٕ ٽٍ ىيٌٍ ْ ٕبٕبوٓ ومٓ ثبٙي، ؿَا  ډلييى ثٍ   اډب سبطَٕ ٥َاكٓ دبٍٕٓ، سىُب ًٙٔڈ؛  ډشمَٽِډٓ ي َىيْ

ىاىيٍ ي )  ىٔيٌ ډٓ ًٙى ىٍ ډلًٞلار ؿٕهډَث٣ً ثٍ َِاٌٍ ْ ايڃ ٹجڄ اُ ډٕلاى (أَانىٍ )ډلًٞلار ثَوِْ څَٕشبن 
 .(1385 ،ډىًٍْٞ

本书研究了波斯、印度及中国设计师在艺术领域的贡献，不过多讨论设计与商业准
则。此外，本书也提供了一窥波斯、印度和中国丰富文化遗产的机会，它们对产品
设计的发展起着重要作用。借助已发现的印度、中国和萨珊王朝时期艺术品，本书
提出了一种可以涵盖产品演变史的多领域的研究方法。这种方法体系以装饰、制造
工艺和色彩为基石。在本书中，我们旨在探讨萨珊王朝时期的设计对伊斯兰、中国
及印度艺术的影响，但波斯的设计艺术并非仅局限于萨珊时代，公元前一千年时，
卢里斯坦（位于波斯）就有了青铜制品（达德瓦尔, 曼苏里, 2006）。 

This book showcases the contributions of Persian, Indian, and Chinese designers over a 

wide range of arts, design, and commercial disciplines which is not yet well documented 

and often overlooked. This book attempts to provide a glimpse into the rich cultural 

heritage of the Persian, Indian, and Chinese cultures which led to advances in product 

design. It develops an approach which covers the wide domains of history of the 

evolution of product forms using Indian, Chinese, and Sasanian artworks. This approach 

is based on embellishment, manufacturing techniques, and color. The authors 

concentrate on the effects of Sasanian design on Islamic, Chinese, and Indian art. They 

also examine the influence of Persian design not only of the Sasanian era. It is visible in 

the design of bronze products of Luristan (in Persia) related to the first millennium 

BCE(Dadvar, Mansouri, 2006). 
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11 

ډٕشًان ىٔي ىي كًٕاوٓ ٽٍ ٙجٍٕ ٕڀ ډٕجبٙىي ثٍ ٥َُْ وبډٮمًڃ ي ثٖٕبٍ ػبڅت، ىٍ ډؼبيٍر  (1سًَٞٔ)ىٍ َىَ ؿٕىٓ 
وُب دٚز ثٍ دٚز ي وٕمٍ ْ ىٔڂَ أىڂًوٍ وٕٖز؛ اډب ىٍوڂبٌ ايڃ دٚز ثٍ َڈ ثٍ و٪َ آَڈ ٹَاٍ ځَٵشٍ اوي، وٕمٓ اُ ثين 

ي ٕٕىٍ   (ىي دبْ ػچً) ي ىي دبْ ٭ٺت آوُب دٚز ثٍ دٚز إز، اډب ىٕشُب  ىٍ وڂبٌ ىٹٕٸ ََؿىي، َٕ ي دٚز .ډَٕٕىي
 ىڃسٮب ي كٶٌَ اْ ثَاْ   ٹَاٍ ىاٍى ٽٍ اوشُبٔٚبن ثٍ َڈ  ډَٕٕي  ُائيٌ اْ سبع ډبوىي ٍيْ ََ َٕ .ٍي ثٍ ػچً ډٓ ثبٙىي

  .٥ٍَاكٓ دبٍٕٓ دٕ٘ اُ إلاڇ ثٍ و٪َډَٕٕيطبٍيْ َڈ ٍٵشٍ، أه ډى٪ٌَ، ثٖٕبٍ ډشبطَ اُ آ . ٽىىيأؼبى ډٓ

 . َٕٙ اٙبٌٍ ٽَى ٽٍ كًٕان هبٝٓ وِى ډَىڇ ؿٕه ډٓ ثبٙي (كؼبٍْ ٙيٌ ْ)ثٍ ٭ىًان ډظبڅٓ ىٔڂَ، ډٕشًان ثٍ ډؼٖمٍ 
َٕٙ وَ ٕمز   .ًٙى ػچًْ ىٍياٌُ َبْ ٕبهشمبوُبْ ٕىشٓ ىٔيٌ ډٓډٮمًلأټ ػٶز َٕٙ ٕىڂٓ، ٔپٓ وَ ي ٔپٓ ډبىٌ، 

َٕٙثٍ   .ؿخ إز ي دىؼٍ ْ ٍإش٘ ٍيْ ٔټ ځًْ، ي ډبىٌ، ٕمز ٍإز ي دىؼٍ ْ ؿذ٘ سًڅٍ اْ ٍا وًاُٗ ډٕپىي
ځًْ ٽٍ َٕٙ وَ ثب آن  .٭ىًان ٙبٌ كًٕاوبر ىٍ و٪َځَٵشٍ ډٓ ٙيٌ، ثىبثَأه سًَٞٔ اي وٚبوڂَ ٹيٍر ي ا٭شجبٍ ډٓ ثبٙي

 .ثًىٌ ي سًڅٍ ٽىبٍ ډبىٌ، ٍيوٸ وٖڄ َب ډٓ ثبٙي (اډذَا٥ًٍْ)ثبُْ ډٕپىي، ٕمجڄ اسلبى ٹچمَي 

图一是两只以罕见、有趣形式扭曲并立的类狗的中国艺术品，它们的身体一半背向
相贴，一半各自分离，好像背靠背似的。然而仔细观察一番后，我们会发现它们的
头、臀部和腿是背向相贴的，而前肢和胸部则是面对面的。它们的头上都有一个类
似冠的附属物，其末端彼此相连形成了一个可以用于悬挂的孔。总的来说，该物品
似乎有浓重的伊斯兰教出现前的波斯文化色彩。另外，狮子雕塑也是一个很好的例
子，对中国人而言，它们是一种具有特殊意义的动物。在中国传统建筑的大门前，
常装饰有一雄一雌两个石狮子。左边的雄狮右爪踩着球，右边的雌狮左爪爱抚着幼
崽。狮子素来被当作万兽之王，因而代表了权力与威望。雄狮把玩的球象征着帝国
统一，雌狮爱抚幼崽意味着子嗣兴旺。 

Chinese art (Fig. 1) has two dog-like animals in a rare and unusual contorted 

juxtaposition. Half of the body is addorsed, or back-to-back and the other half not. 

Initially they appear to be completely addorsed. Close examination reveals that the 

heads, hips, and legs are addorsed, but the arms and chest are frontally oriented. There 

is a crested appendage on each head, the ends of which touch and form a hole allowing 

the piece to be suspended.  Overall, the object shows a strong pre-Islamic Persian 

influence.  

Another such linkage shows in lion sculptures which are significant to the Chinese. A pair 

of stone lions, male and female, is often seen at the front gates of traditional buildings. 

The male is on the left with his right paw resting on a ball. The female is on the right 

with her left paw fondling a cub. The lion is regarded as the monarch of the animal 

world and represents power and prestige. The ball toyed with the male symbolizes unity 

of the empire while the cub with the female hearkens to a thriving future. 
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 ثٍ دبىٙبٌ ّاوڀ (دبٍر)ثبيٍ ثَأه إز ٽٍ ٙبٌ اٙپبوٓ  .ٹبثڄ سًػٍ إز ٽٍ ىٍ ؿٕه ىٍاٝڄ َٕٙ يػًى وياٙشٍ إز
ٹئمٓ سَٔه ډؼٖمٍ َبْ َٕٙ ىٍ آٱبُ .  ډٕلاىْ كپًډز ډٓ ٽَى، ٔټ َٕٙ َئٍ ډٓ ٽىي87ىٍ َبن َٙٹٓ ىٍ ٕبڃ 
ثب يٍيى إٓٔه ثًىا ثٍ ؿٕه ثبٕشبن ٕبهشٍ ٙيٌ إز؛ ٽٍ آوُب وِٕٹًٔبً ډشبطَ اُ  ( ډٕلاى220ْ-25)ٕچٖچٍ ْ َبن َٙٹٓ 

  .ٕىڀ سَاٙٓ َبْ دبٍٕٓ ىيٌٍ َوبډىٕٚبن ثًىٌ إز

ٽٍ  (1974وَٞ  )(2سًَٞٔ )ىٍ َىَ َىي ىٔيٌ ډًٕٚى  ( ٹجڄ اُ ډٕلاى500)َمـىٕه سبطَٕ ٕىڀ سَاٙٓ َبْ َوبډىٚٓ 
ىٍ دَٕذًڅٕٔ « ٽبم ٝي ٕشًن» ٽٍ ٙجٍٕ ي ىٍ وٺٍٚ ْ ُډٕه ٹَٞ اي، ًٙٽب ثًىٌ آأه سبطَٕ اُ دبٍٓ، ډَث٣ً ثٍ ىيٌٍ 

 ؛  2014ډبًَٚاٍْ،  ) ثبٙي ومًى ىاٍى ٽٍ ىاٍاْ َٕٕشًن َٕٙ ډٓ ًٙٽب ىٍ څًٍٔب،آ ٕٝٺچٓ   ىٍ ٕشًن َمـىٕه، إز
ثًىإٔبن  اُ ػبٔٓ ٽٍ ډٕجٕىٕڈ َمٕه ٥َاكٓ ىٍ ډٮجي ىٍ َىي ثٍ اسمبڇ وَٕٕيٌ اڅجشٍ أه سبطَٕ .(1385 ،ىاىيٍ ي ډىًٍْٞ

 .ٙيٌ إزوڂٚب وِٕ سپَاٍ ؿبىٍ ٽًٌ ٔچً ىٍ َُٙ 

有趣的是，中国原本没有狮子。据说，公元 87 年，帕提亚国王曾向东汉章帝进献
狮子一头。东汉初期（公元 25 至 220 年），在佛教传入古代中国的同时，匠人们
雕刻出了第一批石狮子。它们深受波斯阿契美尼德王朝石雕的影响。 

公元前 500 年，印度艺术就糅合了该王朝石雕的创作特色（见图二）（纳斯尔，
1974）。波斯文化对印度的影响亦在阿育王时代有所体现：阿育王宫殿的建筑式
样与波斯波利斯百柱大殿别无二致；劳里亚的阿育王石柱形制精美，柱头冠有雄狮，
颇具波斯文化色彩（马赫什瓦尔，2014；达德瓦尔，曼苏里, 2006）。这种影响
当然不仅局限于印度，长沙岳麓山的麓山寺也有同样的设计。 

Lions were not native to China. It is believed that when Emperor Zhang of the Eastern 

Han reigned in CE 87, the Parthian king gifted him with a lion. The earliest stone lions 

were sculpted at the beginning of the Eastern Han Dynasty (25 – 220 CE) along with the 

introduction of Buddhism into China. These lions show a strong Achaemenid influence 

derived from Persian stone carvings. 

Achaemenid stone carvings around 500 BCE also influenced Indian art (Fig. 2)(Nasr, 

1974). Persian influence is visible in Ashokan art and craft. It appears in the ground-plan 

of his palace which resemble the “Hall of a Hundred Columns” at Persepolis and on the 

Ashokan pillar at Lauriya which is crowned with a lion-capital (Maheshwari, 2014; and 

Dadvar, Mansouri, 2006). This effect is present in India and is repeated in Changsha’s 
Yuelu Mountain Buddhist temple. 



 

 

P
a

g
e

   
   

  
   

   
   

  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

 

13 

 

Figure 2. A, B and  C. Stone carvings of Achaemenid pillars, Persepolis, Iran; D. Ashoka Pillar, a 

23 centuries old architectural marvel in the ancient Persian style, Patna, India; E. Ashokan 

pillar, third century BCE in ancient Persian style, Sarnath, India; F. Buddhist temple with 

ancient Persian design elements, Yuelu Mountain, Changsha, Hunan, China. 
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أَانٍياث٤ ىيػبوجٍ َىي ي   

印度和伊朗的双边关系 

Bilateral Relations: India and Iran 

 ٔټ ًٍٕٔ  ي أه وٚبن ىَىيٌ آن إز ٽٍ سجبىڃ ٵََىڂٓ ډٕبن َىي ي أَان ثبٙي  َىَ َىي ىاٍاْ سبٍٔن ثب ٹيډشٓ ډٓ
طبٍ َىَْ دبٍٕٓ ي َىيْ، ٽٍ ىٍ َٕٙز هًى سجبىڃ دٌَٔوي ي آډلٺٺٕه، ثٍ اڅُبڇ ځَٵشه َبْ ٵَايان ډٕبن  .وجًىٌ إز

ىٍ أه  .  ٽٍ ثٕبوڂَ ٵَڇ َبْ َىَْ ٱىٓ ََ ىي ٵََىڀ ډٕجبٙىي ىاٍاْ وٚبوٍ َبْ ٍياث٤ ىي ٥َٵٍ َٖشىي دٓ ثَىٌ اوي
 اڅُبڇ ثوٚٓ ى٥ٍَاكٓ سِٕٔىبر ْاثَ   ډبوىي ٵٕڄ،  َىيْ، اُ ډبٍٔ َبْ سِٕٔىٓ  سٺچٕي ٽٍ سًان ډٚبَيٌ ٽَى ٍاث٦ٍ، ډٓ

ٍٕٓ  دبطبٍآاځَ ىٍ أه ډلًٞلار ثٍ َُٔؤًٔ سًََٞٔب ىٹز وپىٕي، ډمپه وٕٖز ٽٍ . ًٙى ډلًٞڃ دبٍٕٓ ٩بََ ډٓ
 .ٍا سٚوٕٜ ىَٕي

印度的艺术史源远流长，这表明波斯与印度的文化并非单向交流。研究人员已从印
度与波斯的艺术品中追溯到了许多灵感来源，这些艺术品虽分属两国，但在本质上
几乎可以互相替代，它们具有鲜明的双边关系特征，可以反映两种文化的丰富艺术
形式。鉴于此点，我们会发现印度的装饰图案，譬如大象，往往会成为波斯产品设
计装饰的灵感来源。如果不看图案说明，就不可能分辨出它们是波斯的产品。 

Indian art has a long history. The exchange between Persian and Indian cultures reveals 

that it was not a one-way process. Researchers have traced high levels of inspiration on 

Indian and Persian artworks. They are largely interchangeable in nature, bearing 

distinctive features of their bilateral relations which reflect the rich art forms of both 

cultures. Indian motifs appear in features such as elephants in Persian product design 

decoration. It is often visually impossible to distinguish them as Persian pieces. 

 

 

 

 

Figure 3. A. Iranian bowl with the Indian element elephant and the Chinese element Phoenix, fourteenth century CE. 

Kashan, Iran, Ilkhanid period; B and C. Persian Sasanian coin with Indian elements, Hormizd I Kushanshah, Circa 270-295 

CE. India, Kushano-Sasanian: Balkh mint. King standing left, wearing lion-headed crown, flames on the shoulders, holding 

a trident and sacrificing at an altar, symbols in fields with  Shiva, resembling the king, standing facing, holding trident, the 

bull Nandi behind. 
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 .  سٲَٕٕ ىاىوي"٦َٙوغ" ثٍ "ٙبسًٍاوڂب"ډًٍى ىٔڂَ، دبٍٕٕبن ٦َٙوغ ٍا ياٍىٽَىٌ ي وبڇ آن ٍا اُ 

 ٵََىڀ آوبن اَمٕز ځٖشَىٌ اْ ثَاْ  .ٕبڃ ٹيٍر ثَسَإٕٓبْ ٱَثٓ، ډٕبوٓ ي هبيٍ وِىٔټ ثًى400دبىٙبَٓ ٕبٕبوٓ
كبيْ ډ٢بډٕه ٵچٖٶٓ ىٍ ډًٍى ُويځٓ  ٽٍ اُ آن ثٍ ٭ىًان ډىج٬ ي يٕٕچٍ ْ ثٕبن،  ٙبن ٹبئڄ ثًى؛   ٥َاكٓسِٕٔىٓػىجٍ 

، ٙبَبن ٽًٙبن َىييٕشبنډُمشَٔه دبىٙبَبن . ثًىٌ إزأه ػىجٍ سِٕٔىٓ، وٚبن ىَىيٌ ْ ٵََىڂٚبن . ثَىوي ثٌَُ ډٓ
ثَ ډى٦ٺٍ  ىٍ ُډبن َبٔٓ ٽًٙبوٕبن  .  ٕچ٦ىز وٖٚز  ډٕلاىْ ثٍ سوز120 ىٍ آوُب، ٽبوٕٚپب، ثًىوي، ٽٍ ډًٍُٚسَٔه 
  ؿٕه ي ٍڇ وِٕ ٙيٌ ي ثب ځىڀ ډٓ ډىب٥ٸ ػىًة َىي ي ٍيى ٽَىوي ٽٍ ٙبډڄ إٕٓبْ ډَٽِْ سب  يٕٕٮٓ ٵَډبوَيأٓ ډٓ

ثب  ٔپٓ اُ ٙبَبن ٽًٙبوٓ   ډٓ ٽَىوي ي كشٓ ٔپجبٍ  ٍا ٭چٍٕ ٕبٕبوٕبن سلَٔټ ٙبَبن ٍڇ ډَسجب آوُب  .ډَايىٌ ىاٙشٍ اوي
 . (1974وَٞ، ) اٍډىٖشبن ٭چٍٕ أَان ډشلي ٙي

ىٍ ډٕبوٍ ْ ٕيٌ ْ ًٕڇ ډٕلاىْ، ثٮي اُ آوپٍ ٕبٕبوٕبن سلز ٵَډبوَيأٓ اٍىَٕٙ ايڃ أَان ي ډىب٥ٸ ډؼبيٍ ٍا ډلٶ٧ً 
ي سبډٕه ٽَىوي،  

再举一例：波斯人引进了国际象棋，并将其名从“Chaturanga”（译者注：恰图兰卡，
一种起源于印度笈多时期的双人或四人对弈图版游戏）改成了“Chatrang”（象棋）。 

萨珊王朝在西亚、中亚和近东称霸四百年。在萨珊文化中，装饰对艺术设计至关重
要，那是他们围绕人生，展示深刻哲学意义的源泉与载体。可以说装饰就体现了文
化。同一时期，称雄印度的统治者是贵霜诸王，其中最著名的迦腻色伽
（Kanishka）登基于公元 120 年。贵霜王朝的统治范围最大时可以从中亚延伸到
印度南部及恒河流域，可谓是幅员辽阔，中国与罗马都曾与其建立过联系。 

罗马偶尔会煽动贵霜对抗萨珊王朝，有段时间，贵霜某王甚至还联手亚美尼亚共同
对抗波斯。伊朗及周边地区在阿尔达希尔一世（Ardashir I）的统治下固若金汤后， 

In another instance, Persians imported chess and changed the name from “Chaturanga” 
to “Chatrang”.  

The Sasanian Empire was the major power in West and Central Asia and the Near East 

for four centuries. The culture emphasized decoration in design. This was used as 

resource and vehicle of expression with deep philosophical meanings of life. This 

decorative aspect shows the culture. The periods most important rulers were the 

Kushan kings. The most famous, Kanishka, ascended the throne in 120 CE. During their 

era the Kushans ruled over a vast territory extending from Central Asia to the Southern 

India and the Ganges River. The Kushan empire was in contact with China and Rome. 

Occasionally Rome warred upon the Sasanians and once a Kushan king joined Armenia 

against Persia (Nehru, 1934). 

In the middle of the third century CE. Sasanians secured Iran and its neighboring regions 

under Ardashir I, 
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، كپًډش٘ ٍا ثٍ ٕمز َٙٷ سب إٕٓبْ ډَٽِْ، دىؼبة، ٙمبڃ ٱَة َىي، ػبٔٓ ( ڇ270 سب 240)ٙبٌ ىيڇ، ٙبدًٍ ايڃ، 
 اډذَا٥ًٍْ ٽًٙبن ىٍ دبٔبن ٹَن ًٕڇ ٽبَ٘ ٹيٍرَمـىٕه  .ٽٍ ٽًٙبوٕبن هًىډوشبٍ كپًډز ډٕپَىوي،ځٖشَٗ ىاى

 يا١ق إز َمبوڂًوٍ ٽٍ ٕبٕبوٕبن ىٍ أه .ٔبٵز ي ىٍ ٹَن ؿُبٍڇ اډذَا٥ًٍْ ځًدشب ىٍ ٙمبڃ َىي ػبٔڂِٔه آن ځَىٔي
ىٍ ځٖشَٗ َىَ ٽلإٕټ  دٌَٔٵشٍ ٙيٌ ثبٹٓ ډبويوي، َىَ ٕبٕبوٓ وٺ٘ ٭ميٌ اْ  (ځؼَار)ثٍََ ىٍ ٙمبڃ ٱَة َىي 

آوبن ٍاث٦ٍ هًى ثب كپًډز . َىي ىٍآن ُډبن ىاٙشٍ إز، ىٍأه ُډبن سبطَٕسمين ٕبٕبوٓ ثٍ ثبلاسَٔه ٦ٕق هًى ٍٕٕي
ثٍ ًٍٝر ٽچٓ، ٽًٙبوٕبن سلز سبطَٕ أيٌ ْ ٙبَىٚبَٓ ٕبٕبوٓ ثًىوي، . َبْ ٽًٙبوٕبن ي ځًدشب ىٍ َىي ٍا كٶ٨ ومًىوي

ا٥َُٔٸ سؼبٍر وٺٌَ ػبر ي ډىًٖػبسٓ ٽٍ ٙبَبن ٍاىٍكبڃ ٙپبٍ ٔب ػبٍْ ٽَىن ٭ياڅز وٚبن ډٕياى، ځٖشَٗ أه ٽٍ 
ىٍ آن ُډبن ٽبلاَبْ ٕبٕبوٓ، اُ ػمچٍ اثَٔٚڈ، دبٍؿٍ َبْ دٚمٓ ي ٍُثٶز، ٩َيٳ وٺٌَ، . (2020ٽَٖٔشبڃ، ) ٔبٵشٍ ثًى

 ي ٕبَٔ اٹلاڇ، ثب ٥َف ٕبٕبوٕبن هچٕغ ٵب٥ٍٓلا؛ ٍٕٙٚ؛ دبٍؿٍ ځچييُْ، ٵَُٙب ي ٹبڅٕـٍ َب، دًٕز، ؿَڇ؛ ډَيأٍيَبْ 
 .(1999ؿٓ، )س٤ًٕ ثبٍُځبوبن ىٍ َمٍ ػب كمڄ ډٓ ٙيوي

第二代国王沙普尔一世（Shapur I，240 年-270 年）于公元三世纪中叶，将萨珊的
权力触角向东伸入了中亚及印度西北部的旁遮普，那里是贵霜自治之地。贵霜帝国
衰落于三世纪末，并于四世纪被印度北部的笈多帝国取而代之，而同一时期，萨珊
王朝却占据着印度西北部（古吉拉特邦），当时，该王朝的艺术极大推动了印度古
典艺术的发展，萨珊文明的影响达到了顶峰。萨珊王朝与印度贵霜和笈多帝国都保
持了联系。尤为值得一提的是，在贸易交流中，萨珊王朝的银器与纺织品都刻画过
帝王狩猎或主持公道的画面，萨珊王朝的王权观念由此传播开来，深深影响了贵霜
王朝（克里斯特尔, 2020）。当时的商人带着萨珊王朝的货品走南闯北，那些丝绸、
毛纺织品、金线织物、金银器皿、玻璃制品、锦缎、地毯、小毛毯、兽皮、皮革、
波斯湾的珍珠和其他物品在设计上都具有浓厚的萨珊风格（齐，1999）。 

The second emperor, Shapur I (240–270 CE), extended imperial authority east into 

Central Asia and the Punjab in northwestern India, where autonomous Kushans ruled. 

Although the Kushan Empire declined by the end of the third century and was replaced 

by the northern Indian Gupta Empire in the fourth century, Sasanian influence remained 

relevant in India's northwest Gujarat throughout this period and Sasanian art played a 

major role in the development of classical art of India that time. Sasanian civilization 

influence reached its peak. It maintained relations with the Kushan and Gupta empires 

of India. Kushans were influenced by the Sasanian conception of kingship which spread 

along with the trade in Sasanian silverware and textiles. It depicted emperors hunting or 

dispensing justice (Crystal, 2020). Sasanian goods, including silk, woolen, and golden 

textiles, silver and gold ware; glass; brocades, carpets and rugs; skin, leather; Persian 

Gulf pearls, and other items, with Sasanian design were carried by merchants 

everywhere (Qi, 1999). 
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اډذَا٥ًٍْ ٽًٙبوٓ   .ياٍى ډٓ ٽَىوي (اىئٍ ػبر ، ٭بع ، ٕىڂُبْ ٹٕمشٓ ي ػًاََار)  ىٍ ډٺبثڄ آوُب ٽبلاَبٔٓ اُ َىي
.  ځَىٔي ډَٽِ سؼبٍْ طَيسمىيْأَان ثبٕشبن ي  (ؿٕه)َبن  ډٕبن ډَىڇ َىي، ثٍ ىڅٕڄ ٹَاٍ ځَٵشه ىٍ ډًٹٮٕز ډَٽِْ،

اىئٍ ْ َىيْ ي اثَٔٚڈ ؿٕىٓ ىٍ ٽًٙبن ىٕز ثٍ ىٕز ډٓ ځَىٔي، ٽٍ ثَاْ يا٦ٍٕ َبْ ٽًٙبوٓ ًٕى هًثٓ ىٍ ثَ 
َىَ ثَ   ىٍ ي  سمين َىي ثًى  ىيٌٍ ْ ٥لأٓ   ىيٌٍ ْ ځًدشب، ثٮي اُ ٽًٙبوٕبن، . (2013ٽًوٖشىلا ٽَياوشٔ، )  ىاٙز

: ډٕڂًٔي (1964)ىٍ ٍاث٦ٍ ثب أه ډ٫ً١ً ځًئشِ (. 2020؛ ډټ أشبٗ، 1973وَٞ، ) هٍٕٞٞ َبْ ثًډٓ َىي سبٽٕي ٙي
ىٍٹَن ًٕڇ ډٕلاىْ، ٕبٕبوٕبن كشٓ ډبڅًا ىٍَىي ډَٽِْ، . ايع اٍسجب٣ ٵََىڂٓ َىيي دبٍٕٓ ىٍ ىيٌٍ ځًدشب كبٝڄ ٙي"

ثىبثَأه، وٺ٘ ډبٍٔ َبي ٵىًن ٕبٕبوٓ ثٍ ٕبهز . ػبٔٓ ٽٍ ثٮياً ٔپٓ اُ ډَاٽِ ٹيٍر ځًدشب ٙيٍا سلز ډئَٔز ىاٙشىي
ثب أه كبڃ، ډٕشًان اوٮپبٓ َىَ ٕبٕبوٓ يإٕٓبْ ډٕبوٍ ٍا سب ٹَن ٙبوِىَڈ ىٍ ٍاػذًسبوب ... َىَ َىيٽمټ ثٖٕبٍْ ٽَىوي

اُ و٪َ سؼبٍْ، . "...ٕپٍ ٕبٕبوٓ ٽٍ ىٍ اٵٲبوٖشبن ي ىٌٍ ٕىي ٍأغ ٙيٌ ثًى، سب ٹَن ٔبُىَڈ ډبويځبٍ ډبوي. ػٖشؼً ٽَى
 .سؼبٍر ُډٕىٓ ي ىٍٔبٔٓ ثَاْ اډذَا٥ًٍْ َبْ ٕبٕبوٕبن ي َىي اُ اَمٕز ثَهًٍىاٍ ثًى

他们也会从印度进口商品（如香料、象牙、珍宝）。由于地处中心位置，贵霜帝国
一度是印度人、汉人（中国）和波斯人的贸易中心，因而十分富庶。印度香料和中
国丝绸在贵霜帝国内交易，贵霜的中间商个个赚得盆满钵满（康斯坦拉·塞万提斯，
2013）。继贵霜王朝后，笈多帝国开启了印度文明发展的黄金时代，在艺术领域，
它强调凸显印度本土特色（纳斯尔，1974；麦金托什，2020）。关于此点，赫尔
曼·格茨（1964 年）曾写道：“印度-波斯文化交流在笈多帝国统治时期达到了顶峰。
公元三世纪，萨珊王朝甚至控制了印度中部的摩腊婆，后来摩腊婆成了笈多帝国的
权力中心之一。萨珊王朝的装饰图案与技艺为印度古典艺术的发展做出了巨大贡
献……一直到 16 世纪，拉杰布达纳还有对萨珊及中亚艺术的回响。萨珊的货币在
阿富汗和印度河流域十分常见，一直流传到 11 世纪……” 

In return they imported goods from India such as spices, ivory, precious stones, and 

gems. The centrally-located Kushan Empire was a wealthy trading hub among India, Han 

China, and Persia. Indian spices and Chinese silk were traded in the Kushan Empire and 

created prosperous Kushan middle-men traders (Constenla Cervantes, 2013). After the 

Kushans, the Gupta Empire, a golden age of art in Indian civilization, emphasized 

indigenous Indian traits (Nasr, 1974; McIntosh, 2020). H. Goetz (1964) noted: “The 

zenith of Indo-Persian cultural contact was reached during the Gupta period. In the third 

century CE. the Sasanian had controlled even Malwa in Central India, later one of the 

centers of Gupta power. Thus, Sasanian motifs and techniques contributed much to the 

making of classic Indian art... Echoes of Sasanian and Central Asian art can, however, be 

traced in Rajputana up to the sixteenth century. Sasanian coinage had become common 

in Afghanistan and the Indus Valley and lingered on until the eleventh century...” Land 

and maritime commerce was important to both the Sasanian and the Indian empires. 
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ٽبلاَبْ ٕبٕبوٓ، .َمٍ اډذَا٥ًٍْ َب اُأه سؼبٍر ثٌَُ ډٕجَىوي يىٍ كٶ٨ ي كمبٔز اُ سؼبٍر ٭لاٹٍ ډٚشَٻ ىاٙشىي
 ثب ٥َاكٓ ٕبٕبوٓ س٤ًٕ ثبٍُځبوبن ثٍ َٙٷ ي ٱَة كمڄ ډٕٚي  اُ ػمچٍ وٺٌَ، ٍٕٙٚ، دبٍؿٍ ْ ځچييُْ ي ٕبَٔ اٹلاڇ،

ځچييُْ ي  اثَٔٚڈ ثبٵٓ،   ثٍ ٭ىًان سِئٕه دبٍؿٍ،   س٤ًٕ ٝىٮشڂَان َىيْ  ٽٍ ډبٍٔ َبْ ٕبٕبوٓ ىٍ آن ُډبن ثًى ي 
ډُمشَٔه ىٕشبيٍى  (.1962ځياٍ،) ثٍ ٭بٍٔز ځَٵشٍ ٙيٌ ثًى ډلًٞڃ ياٍىاسٓٵز، َمبو٦ًٍٽٍ اُؿىي  ډَٕػًاََار ثپبٍ

 أه آٽبىډٓ ٔپٓ اُ ډُمشَٔه ډَاٽِ  . سًػٍ ئٌْ ثٍ ىاوٚڂبٌ ػىئٚبدًٍ ثًى ي َىَْ دًٔب ي سجبىڃ ٵََىڂٓ  ٕبٕبوٕبن 
ىٍ سبٍٔن ػُبن ثًى َُٔا ډشًن ٍااُ سمبڇ ٽًٍَٚبْ َمٖبٍٔ، اُ ػمچٍ ىٕز وًٙشٍ َبْ َىي، سب ډشًن ٍُسٚشٓ  آډًُٙٓ

ي أه ٕٶََبْ ٍٵز ي ثَځٚشٓ ډٓ سًاوٖز   ثٖٕبٍْ اُ ډلٺٺبن اُ َىي ٕٶَ ډٓ ٽَىوي  .أَاوٓ ٍا ػم٬ آيٍْ ډٓ ٽَى
اډب أه سجبىڃ ٵََىڂٓ ثب٭ض ځٖشَٗ ًٌٕٙ َب ٔب  . (2013ٽًوٖشىلا ٽَياوشٔ، )ٵََىڀ ي َىَ ٍا ثٍ َىي ځٖشَٗ ىَي

 (سلمٕڄ ډٌَت ) ٭يڇ سجچٰٕ ډٌَجٓ   َمٍٕٚ ثٍ ٕٕبٕز  َُٔا ٕبٕبوٕبن .ٕبٕبوٕبن ىٍ َىي وٚي  ډٌَجٓ  وڂَٗ َبْ
 .دبٔجىي ثًىوي ي ثٍ آُاٍ ي أًز ٔب سٲَٕٕ اػجبٍْ اىٔبن اٹچٕز ومٓ دَىاهشىي

从商业角度而言，陆上和海上贸易对萨珊王朝及印度诸帝国非常重要。所有帝国都
因此获利颇多，且在维持与保护贸易方面有着共同的利益。商人们带着极具萨珊设
计风格的商品（包括银器、玻璃制品、锦缎等）东奔西跑时，印度工匠开始把萨珊
的图案装饰在纺织品、丝织品、锦缎和珠宝上，以展现异国情调（戈达德，
1962）。旨在传播文化与艺术、对贡德沙普尔学院给予特别关注是萨珊王朝取得
的重要成就。贡德沙普尔学院是全球史上最重要的学习中心之一，它会搜集邻国的
文字材料，譬如印度的手稿及波斯琐罗亚斯德教的文稿。许多学者来自印度，他们
在往返旅行时可以将文化与艺术传播到印度（康斯坦拉·塞万提斯，2013）。这种
文化交流并不涉及萨珊的宗教习俗或倾向。不过萨珊始终坚持宣扬改教政策，有时
他们还会迫害或强迫少数群体改变宗教信仰。 

All empires benefited from trade and had common interests in preserving and 

protecting it. Sasanian goods, including silver, glass, brocade and other items, of 

Sasanian design were carried by merchants to the East and the West. It was during this 

period that Sasanian motifs were adopted by Indian craftsmen as ornamentation on 

textiles, silk weaving, brocade, and jewelry (Godard, 1962). An important Sasanian 

achievement was in exploring culture and art while travelling and special attention was 

given to the Academy of Gundeshapur. This academy was one of the most important 

centers of learning in world history. It sought texts from neighboring countries including 

Indian and Persian Zoroastrian texts. Many scholars travelled from India. These trips 

spread cultural and artistic influence into India (Constenla Cervantes, 2013). These 

cultural interchanges did not spread Sasanian religious practices or attitudes to India. 

Sasanians had a policy of religious proselytization and sporadically engaged in 

persecution or forced conversion on minority religions. 
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اډب وٶًً   ثبٙي،  وَٵشٍ (ځؼَار)ٙمبڃ ٱَثٓ َىي   ٵَاسَ اُ  ٽىشَڃ ٕٕبٕٓ ٙبٔي ، . ڇ651-224ىيٍان ٕبٕبوٕبن،  ىٍ 
 اُ آوؼب ٽٍ ډُبػَر، ثٍ اوياٌُ ْ سؼبٍر ىٍ ٥َاكٓ  ،(1974وَٞ، )ٵََىڂٓ ثٍ ًُٕڅز سب ا٭مبٷ َىي ځٖشَٗ ٔبٵز 

ٍٕ ٹَن، . ڇ78اُ ٕبڃ . ىٍ ىيٌٍ اٙپبوٓ ٹجبٔڄ ډوشچٴ هبٍػٓ ډَث٣ً ثٍ دبٍٕٕبن ىٍ َىي ډٖشٺَ ٙيوي .سبطَٕ ځٌاٍ ثًى
. ثًى  أَاوٓ ٔټ   ايڅٕه ٽبٙبسَادبْ ځؼَار . ٙىبهشٍ ډٓ ًٙوي (ٕبسَاح)ىيٌٍ ٽبٙبسَادب   ثٍ ٭ىًان  ىٍ سبٍٔن ځؼَار

ىٍ ډًٍى .  ي ثٍ ثََمه ډٰ ٔب ثََمىبن أَاوٓ ډٮَيٳ ثًىوي َىي ُويځٓ ډٓ ٽَىوي َمـىٕه ځَيَٓ اُ ډٲبن أَاوٓ ىٍ 
 ي ىٽشَ ثَوڄ ثبيٍ ىاٍى ډٓ ثبٙىيىٔڂَْ ىٍ ػىًة َىي ٽشٕجٍ َبٔٓ ثٍ دُچًْ يػًى ىاٍى ٽٍ ډَث٣ً ثٍ ىيٌٍ ٕبٕبوٕبن 

 .(1973وَٞ، ) يػًى ىاٙشٍ إز"َُٙ ډبوٓ"ٽٍ ىٍ ػىًة َىي وِٕ َُْٙ ثٍ وبڇ ډبوٕڂَاڇ ٔب 

سٮياىْ اُ آوُب ثٍ َىي .  ٍُسٚشٕبن ثٍ اٹچٕز آُاٍ ىٔيٌ سجئڄ ٙيوي َمـىٕه ثٍ ىوجبڃ ٵَيدبٙٓ اډذَا٥ًٍْ ٕبٕبوٕبن،
ٵَُويان آن ٍُسٚشٕبن اٽىًن ثٍ دبٍٕٕبن ډٮَيٳ َٖشىي، ٽٍ َمٍ أه  . ػبٔٓ ٽٍ اٽىًن ځؼَار إز ډُبػَر ٽَىوي

 . ډًاٍى وٺ٘ ثِٖأٓ ىٍ سًٕٮٍ ٥َاكٓ ډلًٞڃ ىٍ َىي ىاٍى

公元 224 至 651 年，在萨珊王朝统治期间，其政治控制范围可能没有超出印度西
北部（古吉拉特邦），但其文化在印度得到了广泛传播（纳斯尔，1974），移民
有力推动了设计方面的交流与贸易发展。在帕提亚统治时期，许多波斯部落选择在
印度定居。自公元 78 年起的三个世纪是古吉拉特邦历史上的总督时期。古吉拉特
邦第一任总督是波斯人。还有一群被称作麻葛婆罗门或伊朗婆罗门的波斯麻葛僧生
活在印度。还有一个事例：巴列维的铭文可以追溯到萨珊时代，伯内尔博士认为印
度南部也有一个名叫麻尼格拉姆或麻尼的城市（纳斯尔，1974）。萨珊王朝覆灭
后，伊斯兰教取代了琐罗亚斯德教，琐罗亚斯德教教徒成为了备受迫害的少数群体，
因此其中许多人移民到了印度的古吉拉特邦。琐罗亚斯德教教徒的后代现今被称作
帕尔西人。这些因素都在印度产品设计发展史上起到了重要的作用。 

During the Sasanian era,  224-651 CE, its political control may not have reached beyond 

the India's northwest Gujarat area, but its cultural influence extended well into India 

(Nasr, 1974). Immigration transported design influences as well as trade. During the 

Parthian period various foreign tribes related to Iranians settled in India. The three 

centuries beginning in 78 CE are called in Gujarat history the “Kashatrapa (Satrap)” 

period. The first Kashatrapa of Gujarat was Iranian. A group of Persian Magi lived in 

India and were known as the “Mag Brahmins” or “Irani Brahmins”. Elsewhere in South 
India there are Pahlavi inscriptions dating from the Sasanian period. It is thought by Dr. 

Burnell that in Southern India there was also a city named Manigram which means “the 
city of Mani” (Nasr, 1974). Following the collapse of the Sasanian Empire, when Islam 
supplanted Zoroastrianism, Zoroastrians became a persecuted minority. A number 

settled in Gujarat India. The descendants of those Zoroastrians are now known as 

“Parsis”. All these played a significant role in the development of product design in 
India. 
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َىَ ٕبٕبوٕبن ىٍ َىي، ٍىدبٔٓ اُ َىَ ٕبٕبوٕبن ٍا ىٍ َىي ډٕجٕىٕڈ ٽٍ اٱچت ډلٺٺبن ٍا  ثب ىٍو٪َ ىاٙشه سإطَٕار ثٖٕبٍ
 ډؼٌية ثِٕاؤ ٽٍ َىي ډشًػٍ ٙي ډَٞ ي ډبوُٓ . اوي ٔب َىيْأَاوٓثٍ ٙټ ياډٕياٍىٽٍ آٔب ډلًٞلار ٽٚٴ ٙيٌ 

 َىي ػٓ  وٖبْ ٽبٍځبٌ َبوٖٕڄدشب  إشٶبىٌ اُيٍْ ي ٙيٌ اوي ىيىډبن ٽًٙبن َٙي٫ ثٍ ثٌَُ وٓ ډىًٖػبر ٕبٕبك٥َٓا
ٔڂَ  ىٍ ٥َٳ ىؿٕه ٥َٳ ي ٔټ  اُ َُٕډٕه دبٍٓ ي ثِٕاؤ ډَٞ، ثٕه ٔٚڈ ػبىٌ اثَثَ ٍيْ َىي  ؛ َمبو٦ًٍ ٽٍٽَى

 ىٍ ٵَيٗ ْ ثَاوٓ ٕبٕبكٓ ثب ٥َاػٓ ٍا وٖبڅٕيارسًي   ٽَىٌ ياٍىؿٕه اُ ډًٍى إشٶبىٌ ٍا هبڇ ٔٚڈ آوُب اثَٹَاٍ ىاٍى،
 (.1997 ثبٍؤ، ؛2012 څِٕاثز،ا)سًڅٕي ډٓ ٽَىوي  (E.44سًَٞٔ )ثِٕاؤ ي ثبُاٍ ( C.54سًَٞٔ )ډَٞ

通过回顾萨珊艺术对印度的影响，我们可以找到萨珊艺术在印度留下的痕迹，印度
研究人员时常陷入好奇与困惑的境地，因为他们无法判断已经发现的物品究竟源于
波斯还是源于印度。印度正处于丝绸之路上，一侧连接埃及、拜占庭和波斯，另一
侧毗邻中国，因此印度的纺织作坊非常发达，贵霜王朝因此从中得益。印度人发现
埃及和拜占庭对萨珊纺织品的设计着迷，便从中国进口粗丝来生产萨珊设计风格的
织物，然后出售给埃及和拜占庭市场（Elizabeth，2012; Barnes，1997）。 

Researchers have often been intrigued and bewildered by Sasanian art’s many 
influences on India and whether discovered products originated from Persia or India. 

The Kushan dynasty benefited by using Indian textile workshop products as India was 

located on the Silk Road between Egypt, Byzantium and Persia to the West and China to 

the East. It  imported crude silk from China to produce textile with Sasanian designs and 

sell it on to Egypt and Byzantium markets after Indians discovered Egyptian (Fig. 54.C) 

and Byzantium (Fig. 44.E ) fascination with Sasanian textile design(Elizabeth, 2012; 

Barnes, 1997). 

 
Figure 4. Indian coin in Sasanian style, Hunnic Kingdom, fifth century CE. Hunnic tribes from the northwest began posing a 

serious military threat to the Indian empire. Kumaragupta and later his son, Skandagupta. initially repulsed these invaders. 

Eventually the Huns were established a major presence in northwest India. 
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21 

 

 

Figure 5. A. Golden armlet lion head from Persian ancient; B. Indian armlet influenced by Persian design; C. Armlet, 

Hamadan, Achaemenid, 550 BCE– 330 BCE. National Museum of Iran, (Iran Bastan Museum) Tehran; D. Achaemenid 

armlet. 559 BCE- 330 BCE. Reza Abbasi Museum, Tehran; E. Armlet, Hamadan, Achaemenid, from the tomb of a key the 

Achaemenidian Empire minister, this work is inlaid with turquoise and lapis lazed mane and the two lions against each 

other are the highlights of this armlet, The Louvre Museum, Paris. 

 

Figure 6. Sasanian Empire map.       
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 أَانٍياث٤ ىيػبوجٍ ؿٕه ي 

中国和伊朗的双边关系 

Bilateral Relations: China and Iran 

 ػبوڀ ؿٕبن، ػُبوڂَى  .اٍسجب٣ هًثٓ ثب ؿٕه ىاٙشىي وٚبن ډٓ ىَي اٙپبوٕبن ي ٕبٕبوٕبن   اػمبڅٓ ثٍ ځٌٙشٍ  ٔټ وڂبٌ
 دٕ٘ اُ ډٕلاى ثٍ ٽًٍَٚبْ َمٖبٍٔ ْ ٱَثٓ ٕچٖچٍ َبن ٕٶَٽَى، ايڅٕه ځِاٍٗ ٙىبهشٍ ٙيٌ 126ؿٕىٓ، ٽٍ ىٍ ٕبڃ 

، "اٍٙپٕي"ىٍځِاٍٗ َبْ يْ، دبٍر ثب ثٌَُ ځَْٕ اُآياؤًٖٓ .  ٍا اٍائٍ ىاى(َُٕډٕه اٙپبوٕبن)ؿٕىٓ َب ىٍثبٌٍ دبٍر 
 .(1974وَٞ، ) وبډڂٌاٍْ ٙيٌ إز( 安息)"اوٚٓ"وبڇ هبويان اٙپبوٓ، 

回顾历史长河，我们会发现帕提亚与萨珊均与中国交好。中国探险家张骞于公元前
126 年探访了汉朝西边诸邻国，并撰写了中国首部介绍帕提亚的文稿。在他的记录
中，帕提亚被称之为“安息”，即为该王朝之名 Arsacid 的音译（Nasr，1974）。 

This section overview past Parthian and Sasanian contacts with China. The Chinese 

explorer Zhang Qian, while visiting countries to the West of the Han Dynasty in 126 BCE., 

wrote the first known Chinese report on Parthia. In his account Parthia is called “Ānxī” 
(安息), a transliteration of “Arsacid”, the name of the Parthian dynasty (Nehru, 1934).  

 

 

Figure 7. Zhang Qian travels to the West, Mogao Caves, 138 - 126 BCE.  Wall painting.  
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 ىٍ َِاٍان َِاٍ ډشَْ ٱَة ،اوٚٓ".ػبوڀ ؿٕبن ثٍ ي١ًف دبٍر ٍا ثٍ ٭ىًان ٔټ سمين دَٕٚٵشٍ َُْٙ ډٮَٵٓ ډٕپىي
ډَىڇ ٕبٽه ىٍ ُډٕىُبٔٚبن، ىٍ ډِا٫ٍ ٽٚز ډٓ ٽىىي ي ثَوغ ي  . ياٹ٬ ٙيٌ إز (ىٍ ډبيٍااڅىَُ) ډى٦ٺٍ ًٔاػٓ ثٍِٿ

 أه (ٵَٱبوٍ) ََُٙبٔٚبن كٞبٍىاٍى، ډبوىي ډَىڇ ىأًان. آوُب َمـىٕه اُ اوڂًٍ َٙاة ىٍٕز ډٕپىىي. ځىيڇ ډٓ ٽبٍوي
 ٕپٍ َبْ ٽًٍٚ اُ وٺٌَ ٕبهشٍ ٙيٌ ي ًٍٝر ٙبٌ ٍا وٚبن  .ډى٦ٺٍ ٙبډڄ ؿىي ٝي َُٙ ثب اوياٌُ َبْ ډشٶبير ډٕجبٙي

 ثلاٵبٝچٍ دًڃ ٍأغ سٲَٕٕ ډٓ ٔبثي ي ٕپٍ َبْ ػئي ثب ؿٌَُ ػبوٕٚه يْ ١َة ډٓ  َىڂبډٓ ٽٍ ٙبٌ ډٕمَٕى،. َىيډٕي
 ي   ٔبوپبْ ىٍ ٙمبڃ، ي  (ثٕه اڅىَُٔه) ىٍ ٱَة، سٕبئًُْ  .ؤًٖىي  اٵٺٓ ډٓ وًاٍَبْ ؿَډٓ  ډَىڇ ډٮمًلا ٍيْ  .ًٙى

 اُ آوؼبٔٓ ٽٍ   ي ځِاٍٗ ػبوڀ ؿٕبن،  ثٍ ىوجبڃ ثٍ ٕٶَ ٵَٕشبىن(. 1961ثًٍسًن، ) ". ٹَاٍ ىاٍى  (ََٕٽبوٕب)  څٕپًٖان
ٍياث٤  ، ډٖبٵَر ٽَىوياُ ػُبوڂَىان ؿٕىٓ اُ ٥َٔٸ ػبىٌ ډًًٕڇ ثٍ اثَٔٚڈ ىٍ ٥ًڃ ٹَن ايڃ ٹجڄ اُ ډٕلاى  ثٖٕبٍْ 

 .(2010؛ څًٕ ي اي، 1996ٵىڀ، ) سؼبٍْ ثٕه ؿٕه، إٕٓبْ ډٕبوٍ ي دبٍر ٙپًٵب ٙي

张骞明确指出，帕提亚已步入城市发达文明阶段：“安息在大月氏（在中亚河中地
区）西可数千里。其俗土著，耕田，田稻麦，蒲陶酒。城邑如大宛（位于费尔干纳
盆地）。其属小大数百城。安息以银为钱，钱如其王面，王死辄更钱，效王面焉。
画革旁行以为书记。其西则条枝（位于美索不达米亚），北有奄蔡、黎轩（位于赫
卡尼亚）”（伯顿，1961）。张骞携使团通西域并记载相关史料后，公元前 1 世纪，
许多中国使团踏上了丝绸之路，中国、中亚、帕提亚间的商业贸易由此蓬勃发展起
来（冯，1996；刘，吴，2010）。 

Zhang Qian describes Parthia as an advanced urban civilization, ”Anxi is situated several 

thousand li west of the region of the Great Yuezhi (in Transoxonia). The people are 

settled on the land, cultivating the fields and growing rice and wheat. They also make 

wine out of grapes. They have walled cities like the people of Dayuan (Ferghana), the 

region contains several hundred cities of various sizes. The coins of the country are made 

of silver and bear the face of the king. When the king dies, the currency is immediately 

changed and new coins issued with the face of his successor. The people keep records by 

writing on horizontal strips of leather. To the west lies Tiaozi (Mesopotamia) and to the 

north Yancai and Lixuan (Hyrcania)." (trans. of Shiji) (Burton, 1961).  Following Zhang 

Qian’s embassy and report, commercial relations between China, Central Asia, and 
Parthia flourished, as many Chinese missions were sent via the Silk Road during the first 

century BCE. (Feng, 1996; and Liu, and Wu, 2010). 

 

              

Figure 8. Ancient Iranian Parthian dynasty coins. 
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آوُب ٍياث٤ هًى ٍا ثب ؿٕه دبٔياٍ  .  ٹيٍر اٝچٓ ىٍ ٱَة ي هبيٍ وِىٔټ ثًى  ٕبڃ400اډذَا٥ًٍْ ٕبٕبوٓ ثٍ ډير 
ثَاْ   [دبٍٕٕبن]  سمبڇ آوبن " سٖبوڀ ځٶشٍ إز  هًان  ػُبوڂَى ډًٍُٚ ؿٕىٓ،   آوُب، ىٍ ډًٍى ٍياث٤ . ىاٙشىي وڂٍ 

ىٍ ډًٍى ىٔڂَ، ػًاََ څٮڄ وَُي ٽٍ ايڅٕه ووٖز ئَُ . (1974وَٞ، )"ٽًٍَٚبْ َمٖبٍٔ اٍُٗ ثٖٕبٍْ ٹبئڄ َٖشىي
ثٍ وٺڄ اُ ٽبن ٽٕٕه، ّوَاڃ ؿٕىٓ ا٭ِاډٓ  ػبوجٍ ؿٕه ي ٵبٍٓ،  َىي ثًى، ىٍ ٕوىَاوٓ هًى ىٍ ډًٍى ډبَٕز ٍياث٤ ىي 

 هًى ىٍثبٌٍ سمين ي   ٍا ثب ځِاٍٙبر  هًى اي َم٥ًىبن  ":ا٩ُبٍ ىاٙشٍ  ثچن،   ٕٲي ي   ٵَٱبوٍ، ثٍ ي ا س٤ًٕ اډذَا٥ًٍ 
 ثٍ   ٔب ٙبٔي  هًى َىَډىيان ثٍِځٓ ثًىوي ؿٕىٓ َب، ځَؿٍ.  ٽَى  ثًى ډشلَٕ  آيٍىٌ  اُ أَان ثٍ اٍډٲبن ډلًٞلاسٓ ٽٍ

 ىاٙشٍ ٔٓٝىٮز ٙپًٵبهًىٙبن  ٔىپٍ ٍا ثب اأَانډىًٖػبر  آوُب (.1934وَُي، )."َمٕه ىڅٕڄ، ٕٙٶشٍ َىَ أَاوٓ ثًىوي
 وٓ ٕبٕبكٓ ثب ٥َاڅٕي وٖبػٓ سًْ ثَاوٖبػٓ ؿٕه ْ ٽبٍځبٌ َباډپبوبر اُ ؿٕه ىَي ډٓإىبى وٚبن . ىويډٕپَياٍى  اوي
( A.45سًَٞٔ) سبوڀ، ىٍ ډٮبثي ًًٕٙ ُٔجبْ ثبٹٓ ډبويٌ ْ؛ دبٍؿٍ َبٌ إزىډٕپَ ٝبىٍار ثٍ ٽٌَ ي ّاده إشٶبىٌ ْثَا
  (.1974وَٞ، ) وٓ ٍا وٚبن ډٓ ىَي، ٥َف َب ي ومبىَب اُ ُډبن ٕبٕبثٕز ىٍ وبٍا، ّاده، ډلجًََٕئؼٓي 

在西亚及近东称雄 400 年的萨珊帝国与中国维持了良好的关系。著名的中国旅行
家玄奘曾表示“他们（波斯人）得到了邻国的重视”（纳斯尔，1974）。印度开国总
理贾瓦哈拉尔·尼赫鲁曾在演讲中谈及中国与波斯双边关系的本质，当时他提到了
中国将军张骞（汉武帝曾派其出使拔汗那国、粟特及巴克特里亚）：“张骞对波斯
文明的描述及其从波斯带回的物品令国人们震惊不已。中国人本就是伟大的艺术家，
或许正因为如此，他们才会如此痴迷于波斯艺术”（尼赫鲁，1934）。尽管自己的
纺织业蓬勃发展，他们还是进口波斯织物。资料显示，中国利用其便利的纺织作坊，
生产了萨珊设计的织物，并将其出口到韩国和日本。日本正仓院和奈良法隆寺所藏
的精美唐朝织物（图 45.A）上，便有着萨珊时代的图案、设计和符号（Nasr，
1974）。 

The Sasanian Empire was the major power in West Central Asia and the Near East for 

400 years. It sustained relations with China. Regarding these relations, the Chinese 

traveller, Huan Tsang, wrote that “all *the Persians+ make the neighboring countries 

value very much.”  (Nasr, 1974). Jawaharlal Nehru, first Prime Minister of India, in a 

lecture on the nature of Chinese and Persian bilateral relations, quoted Can K’ien, a 
Chinese general sent by emperor Wu to Fargana, Sogdiana and Bactria. He wrote that 

“He astounded his countrymen by his accounts of the Persian civilization and products 
which he brought back from Persia. The Chinese, although great artists themselves or 

because of it were fascinated by the Persian art” (Nehru, 1934). Persian textiles were 

imported even though the Sasanians had a flourishing textile industry of their own. 

Documents show that Chinese textile workshops produced textile with Sasanian designs 

for export to Korea and Japan. Tang fabrics, at the Shoso-in (Fig. 45.A) and Horyuji 

temples in Nara, Japan, featured popular imagery, designs, and symbols originating from 

the Sasanian era (Nasr, 1974). 
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25 

 

Figure 9. A. Sasanian product; B. Green glass lobed-cup, Sasanian, seventh century CE.  

ٽٍ سٞبئَ ډشيايڃ، ٥َف ي ومبىَبْ ٵََىڀ   وِىٔپٓ سًٍٵبن ىٍ إٕٓبْ ډٕبوٍ ٔبٵز ٙيٌ إز  ُٔبىْ ىٍ ومًوٍ َبْ 
، (B.9سًَٞٔ  )ي َمـىٕه ٩َيٳ ٍٕٙٚ اْ ثب ٙپڄ ډٚبثٍ  (A. 9سًَٞٔ  )٩َٳ وٺٌَ اْ  .ٕبٕبوٕبن ٍا وٚبن ډٓ ىَىي

 ثٍ ػَٔبن ثٍِځشَْ سجئڄ ٙي ٽٍ   ٽ٥ٍَكٓ ثٍ ؿٕه ٍٕٕيٌ ثًىوي،  ثبٕشبنىٍ ُډبن ٕچٖچٍ َبن اُ اډذَا٥ًٍْ أَان
ىٍ ډًٍى أه  .ثٕه َٙٷ ي أَان إز ثٕه ٵََىڂٓ ٽٍ َىًُ ٹَٔىٍ ْ ډُمٓ اُ اٍسجب٥بر   سبوڀ ٍٕٕي، ثٍ اډذَا٥ًٍْ 

 :ډٓ ځًٔي (1963)اٍسجب٣ ٙبٵَ 

ؿٌَُ َب : اٙشٕبٷ ؿٕىٓ َب ثٍ ؿَِٕبْ ثٕڂبوٍ ىٍ َمٍ ٥جٺبر اػشمب٭ٓ ي ََ ثو٘ اُ ُويځٓ ٍيُډٌَ َٕأز ٽَى  ..." 
 . ي سِئٕىبر أَاوٓ، َىيْ ي سَٽٓ ثَ ٍيْ ََ و٫ً يٕبٔڄ هبوٍ ٩بََ ډٓ ٙي

在中亚吐鲁番附近发现的许多物品都展示了萨珊王朝流行的图像、设计与文化符号。
银制容器（图 9.A）及样式类似的玻璃器皿（图 9.B）都是汉朝时从波斯流入中国
的，一开始，只有少许波斯货物如涓涓细流般流入中国，后来细流愈发宽阔，变成
大河般汇入了大唐帝国，这是古老东方与波斯跨文化交流的重要象征。针对这种交
流，F. H.舍费尔（1963 年）表示： “……中国对异国情调的喜爱渗透到了各个阶
层及日常生活的方方面面： 

所有家居用品上都有波斯、印度、土耳其的人物与装饰图案。公元八世纪，外国服
装、食物和音乐在唐朝尤为盛行。 

Many samples were found near Turfan in Central Asia display popular Sasanian images, 

design, and symbols. This silver vessel (Fig. 9.A) as well as glassware of a similar form 

(Fig. 9.B), are from the Han dynasty that the Persian Empire had reached. This trickle of 

trade turned into a greater stream feeding the Tang Empire and is an important 

indication of the intercultural communication between East and Persia. F. H. Schafer 

(1963) says:  

 “ … The Chinese taste for the exotic permeated every social class and every part of daily 

life: Persian, Indian and Turkish figures and decorations appeared on every kind of 

household objects.  
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 هبٍػٓ ثٍ ئٌْ ىٍ ٹَن َٚشڈ ٍياع ىاٙز، اډب َٕؾ ثوٚٓ اُ ىيٌٍ  څجبُٕبْ هبٍػٓ، ٱٌاَبْ هبٍػٓ ي ډًٕٕٺٓ َبْ
ىٔڂَ ډيڃ َبْ هبٍػٓ ايا٤ٕ ىيٌٍ ْ سبوڀ، ٽلاٌ َبْ اُ دًٕز دچىڀ،ٽٍ ډَىان ډٕذًٕٙيوي،   .سبوڀ هبڅٓ اُ آن وجًى

 ٙبڃ َبْ ثچىي   ٽٍ ُوبن َمَاٌ ثب ىاډه َبْ دچٍٕٖ ىاٍ ډٓ دًٕٙيوي ي إٓشٕىُب ي ٕٕىٍ ثىيَبْ سىڀ ثٍ ٕجټ دبٍٕٕبن،
هَډب اُ ډير َب ٹجڄ ثٍ ٭ىًان  .ُٔىشٓ ٽٍ ىيٍ ځَىن ډٓ دٕـٕيوي ي كشٓ ډيڃ َبْ ډً ي آٍأ٘، ډشيايڃ ؿٕىٓ وجًىوي

 ٭چَٕٱڈ ثَسَْ ىٍ ٝىٮز وٖبػٓ سبوڀ ٔب ٙبٔي ثٍ  .ډلًٞڅٓ أَاوٓ ٙىبهشٍ ډٓ ٙي ي ىٍ ىيٌٍ ْ سبوڀ، ياٍى ډٓ ٙي
ثىبثَأه، دبٍؿٍ َبْ سبوڀ ثَاُويٌ ٽٍ ىٍ ًًٕٙٔه ي ... ثٖٕبٍْ اُ څجبُٕبْ سًڅٕي هبٍع، ياٍى ډٓ ٙي - ... َمٕه ىڅٕڄ 

ْ ّاده ډلٶ٧ً ډبويٌ ي دبٍؿٍ َبْ سٺَٔجب ډٚبثُٓ ٽٍ ىٍ وِىٔپٓ سًٍٵبن ىٍ إٕٓبْ ډَٽِْ ٔبٵز "وبٍا"ًًٍَٔػٓ ىٍ 
ډب اٙبٌٍ ٽَىٔڈ ٽٍ ډُمشَٔه  . "…ډٓ ىَىي  ومبٔ٘   ډلجًة ٕبٕبوٕبن ٍا  ٥َف َب ي ومبىَبْ  سٞبئَ،  إز، ٙيٌ

 إشٮياىسَٔه   ٕبٕبوٓ ثب ىٍ ؿىئه ډىبٕجز دبىٙبَبن. ثًىآوبن  ْ ٵََىڀ ي َىَ دًٔب ځٖشَٕٗبٕبوٕبن  ىٕشبيٍى 
اډذَا٥ًٍْ ٕبٕبوٓ ډبوىي   أه ډ٫ً١ً وٚبن ډٕيَي،  . ؿٕه ډٓ ٵَٕشبىويَبناوبن أَاوٓ هًى ٍا ثٍ ىٍثبٍ ٙبٕٕٺٕيډً

ؿٕىٓ َب ثٍ َىَ أَاوٓ    ًٙاَي وٚبن ډٓ ىَي . دٕٕٚىٕبن هًى، اٙپبوٕبن، ٍياث٤ ٵٮبڃ هًى ٍا ثب ؿٕه كٶ٨ ٽَىٌ إز
 .(2004ييى، )٭لاٹٍ ډىي ثًىٌ اوي

到了唐朝中期，男性戴的豹皮帽，女性穿的波斯风窄袖紧身胸衣、百褶裙及长披肩
也体现了异国风情，唐朝女性甚至还模仿过国外的发型与妆容。人们素来认为椰枣
产自波斯，实际上，唐朝就进口过这种水果。尽管唐朝纺织业十分发达，但或许正
因为如此……才会进口许多国外的服饰……日本奈良的正仓院和法隆寺藏有精美的
唐朝纺织品，在中亚吐鲁番附近，人们也曾见过几乎一模一样的织物，它们饰有萨
珊流行的图案，颇具波斯设计风格及文化色彩。上文曾提及旨在传播文化与艺术是
萨珊王朝取得的重要成就。萨珊国王曾多次把最才华横溢的波斯音乐家送往中国的
朝廷。这表明萨珊王朝和帕提亚帝国一样，都与中国交好。有证据显示，中国对波
斯艺术颇感兴趣（伍德，2004）。 

The taste for foreign clothes, food, and music was most notably prevalent in the eighth 

century, but no Tang era was free from it. Other exotic fashions of the mid-Tang were 

leopard skin hats worn by men, Persian style tight sleeves and fitted bodices worn by 

women along with pleated skirts and long stoles draped around the neck and even hair-

styles and makeup of a very un-Chinese character. Date fruit had long been known as a 

Persian product and it was imported during the Tang. Despite the excellence of the Tang 

textile industry or perhaps because of it … many clothes of foreign make were imported… 
therefore, the handsome Tang fabrics preserved in the Shosoin and Horyuji at Nara in 

Japan and the almost identical ones found near Turfan in Central Asia, display the 

popular images, designs, and symbols of Sasanian Persia…” Sasanians took great 

interest in cultural diversity and exploring art through travel. On several occasions 

Sasanian kings sent their most talented Persian musicians to the Chinese imperial court.  
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ػب ىاٍى هب٥َوٚبن   ډلًٞلار ىاٍوي،  ؿٕىٓ َب ٕبثٺٍ ٥ًلاوٓ ىٍ ٥َاكٓ ػيا اُ ٭لاٹٍ ؿٕىٓ َب ثٍ ډلًٞلار أَاوٓ، 
ډلٺٺبن ثٍ ډِٕان ٵَايان اڅُبڇ ځَْٕ ىٍ . ٽىٕڈ ٽٍ ډجبىڅٍ ثٕه ٵََىڀ َبْ أَاوٓ ي ؿٕىٓ ٍيويْ ىي ٥َٵٍ ىاٙشٍ إز

ىي ٥َٵٍ ْ   ي ٙبهٍٞ َبْ وٚبوڂَ ٍياث٤  ٽٍ ډبَٕز آوُب ٭ميسبً سجبىڅٓ إز  دٓ ثَىٌ اوي  آطبٍ َىَْ ؿٕىٓ ي أَاوٓ
ډٕشًان ٵُمٕي ٽٍ ؿڂًوٍ َىَډىيان دبٍٕٓ ٕچؼًٹٓ ىٍ  .آوُب كبٽٓ اُ ٱىبْ ٥َاكٓ ډلًٞڃ ىٍ أه ىي ٵََىڀ ډٕجبٙي

. ٍا اُ ٙمبڃ ؿٕه اٹشجبٓ ٽَىٌ اوي ثَهٓ ٭ىبَٝ إٕٓبْ َٙٹٓ (1115-1234)ػٕه  ي  (907-1255)څٕبي  ىيٌٍ َبْ 
 ٽٍ ثب هٞبٜٔ ٭بٍٔشٓ ىٍ هًى ياٍى سِٕٔىبر ٥َاكٓ ډلًٞلار  ډبوىي ٹٺىًٓ ي اّىَب،  وٺًٗ سِئٕىٓ ؿٕىٓ،  سٺچٕي اُ

 ىٍ ؿىٕه ډلًٞڅٓ اځَ ثٕىىيٌ ثٍ َُٔؤًٔ ٭پٔ َب ىٹز وپىي، ىًٙاٍ ډٓ .سًاوي ډظبڃ هًثٓ ثبٙي أَاوٓ ډٓ ًٙى، ډٓ
وٶًً  ىٍ ډًٍى ىٔڂَ، ىٍ اياهَ ٹَن ِٕٕىَڈ ډٕلاىْ، ىٍ وشٕؼٍ. ٍٕٓ سٚوٕٜ ىَيډلًٞلار دبسًاوي آوُب ٍاثٍ ٭ىًان 

 .ؿٕىٓ َب اوڂٌِٕ َبْ ٥جٕٮز ځَأبوٍ ثٍ سئٍغ، س٤ًٕ ډٲًڃ َب ثٍ َىَ أَاوٓ ډٮَٵٓ ي ياٍى ٙي

抛开这点不谈，中国的产品设计史本就十分悠久。可以说，波斯与中国的文化交流
是双向的。研究人员从中国与波斯的艺术品中追溯到了许多灵感来源，这些艺术品
虽分属两国，但在本质上几乎可以互相替代，它们具有鲜明的双边关系特征，可以
反映两种文化的丰富艺术形式。塞尔柱时期的波斯艺术家借鉴了中国辽（907 年至
1125 年）、金（1115 年至 1234 年）两代北方地区的东亚元素。波斯艺术设计采
用了龙、凤等中式装饰图案就是一个很好的例子。面对这类艺术品时，如果观众不
刻意阅读相关说明，便很难看出其产地在波斯。再举一例：13 世纪末时，自然主
义逐渐化身为中华文化的一部分经由蒙古人传入了波斯。 

This interest, like that of their predecessors, the Parthians, evidences that the Sasanian 

Empire maintained active relations with China. The Chinese were interested in Persian 

art (Wood, 2004). Apart from this Chinese interest in Persian products, China has a 

lengthy history of product design and Persian-Chinese cultural exchange was two way. 

Researchers have identified many instances of influence on Chinese and Persian artwork, 

largely interchangeable in nature and bearing distinctive features of their bilateral 

relations reflecting the rich design of these two cultures. Seljuk-era Persian artists easily 

could have adopted certain East Asian elements from northern China during the Liao 

(907-1125) and Jin (1115-1234) periods. A couple of examples of the emulation of 

Chinese decorative motifs, are that the phoenix and dragon bear traces of inspiration as 

they appeared in Persian product design. This adaptation is a good example. Without a 

caption to inform a reader viewer he, or she, might find it difficult to determine whether 

the items are Persian or Chinese. Towards the end of the thirteenth century, naturalistic 

motifs were added gradually as a result of Chinese influence introduced into Persian art 

by the Mongols. 
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28 

 

Figure 10. A. Bowl with Chinese dragon motif, fifteenth century CE. Iran, The Metropolitan Museum of Art, (1932)32.33; B. 

Bowl with Phoenix motif, fourteenth century CE. Kashan, Iran, The Metropolitan Museum of Art, (1970)70.27.  

 

Figure 11. A. Textile fragment, ca. 

1540, Attributed to Iran, The 

Metropolitan Museum of Art, 

(1927)27.51.1; B. Star-shaped 

tile, fourteenth century CE. 

Made in Iran, probably 

Sultanabad, stonepaste, paint 

underglaze, The Metropolitan 

Museum of Art, New York, 

(1928)28.89.11; C. Chinese 

dragon used on Persian tile, Iran, 

V&A Museum, 1275013.9.28;  D. 

A Chinese phoenix element on 

Iranian tile, The Metropolitan 

Museum of Art, New York. 

 

 

 

 

http://www.metmuseum.org/art/collection/search/448663
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أه ٩َيٳ . ا٥َُٔٸ ػبىٌ ډًًٕڇ ثٍ اثَٔٚڈ ثٍ أَان ٍاٌ دٕيا ٽَى (ٍٕ ٍوڀ) ؿٕىٓ"ٕه ٕبْ"ىٍ ډًٍى ىٔڂَ، سپىٕټ 
ىٍ . څٮبثياٍ ٽَُثبٔٓ، ٹًٌُ اْ ي ٕجِ، ٝىٮشڂَان أَاوٓ ٍا ثٍ سًڅٕي ٩َيٵٓ ٽٍ څٮبة ٍا ٍيْ آن ډٓ دبٕٙيوي ثَاوڂٕوز

 َىَ أَاوٓ  ٔټ ډظبڃ ىٔڂَ، ٙبٌ ٭جبٓ ثٍِٿ ىٍ ىيٌٍ ٝٶًٍٔ ٝيَب ٝىٮشڂَ ؿٕىٓ ىٍ دبٔشوز هًى اٝٶُبن ىاٙز ي
 . (2010څًٕ ي اي، ) ٝٶًْ وِٕ سب كييىْ ډشبطَ اُ َىَ ؿٕه ثًى

 ٵََىڂٓ اډذَا٥ًٍْ   اډب ٍىدبْ وَٕٕي؛ ىٍ إٕٓبْ ډٕبوٍ  ؿٍ ٽىشَڃ ٕٕبٕٓ ٕبٕبوٓ ثٍ آن ًْٕ ٍٙشٍ ٽًٌ دبډَٕ  اځَ
ثب . (1974وَٞ،)ّاده ځٖشَٗ ٔبٵز   ؿٕه ي  سب َٙٷ ػبىٌ ډًًٕڇ ثٍ اثَٔٚڈ ثٍ ( ثٮي اُ ډٕلاى651-224)ٕبٕبوٕبن 

ثٍَٕٓ َمٍ ْ أه سإطَٕار َىَ ٕبٕبوٕبن ثَ َمٖبٔڂبن، ٍىدبٔٓ اُ َىَ ٕبٕبوٕبن ٍاىٍ اډشياى ٍاٌ اثَٔٚڈ ډٓ ثٕىٕڈ ٽٍ 
وٍ سىُب سؼبٍر . دبٍٓ إز ٔب ؿٕهىٍ ٙيٌ ٕبهشٍ ډلٺٺبن ٍا اٱچت ثٍ ٙټ ياىاٙشٍ إز ٽٍ ډىٚب ي ډجيا ډلًٞلار 

 .أٶب ٽَى [ىٍ أه ډ٫ً١ً]ثچپٍ ډُبػَر وِٕ وٺ٘ ډُمٓ 

中国的唐三彩工艺也随丝绸之路传到了波斯。那些琥珀色、褐色和绿色的铅釉陶瓷
激发了波斯工匠制作“彩色器皿”的灵感。还有个例子，萨法维王朝的阿拔斯一世曾
在首都伊斯法罕召集了数百名中国工匠，伊朗萨法维艺术在一定程度上也受到了中
国艺术的影响（刘与吴，2010） 

虽然萨珊王朝（公元 224 年至 651 年）的势力范围未超出中亚的帕米尔高原以外，
但其文化却传入了丝绸之路东面的中国与日本（纳斯尔，1974）。通过回顾萨珊
文化对邻国的影响，我们可以沿着丝绸之路寻找萨珊艺术的踪迹。那里的研究人员
时常陷入好奇与困惑的境地，因为他们无法判断已经发现的物品究竟源于波斯还是
源于中国。除了贸易以外，移民也是促进文化交流的重要手段。 

The Chinese Sancai, or three color, technique was carried to Persia via the Silk Road. 

These amber, brown, and green lead-glazed wares inspired Persian craftsmen to 

produce “splash ware”. In another instance, Shah Abbas the Great, during the Safavid  
dynasty, had hundreds of Chinese artisans in his capital Esfahan. Safavid Iranian art was 

also influenced by Chinese art to a large extent (Liu  and  Wu, 2010). 

Sasanian political control did not reach beyond the Central Asian Pamir mountain range 

Sasanian Empire (CE. 224-651) but its cultural influence extended far east on the Silk 

Road into China and Japan (Nasr, 1974). Going by all these influences of Sasanian Art 

influence on its neighboring countries, which are seen in traces of it along the Silk Road, 

researchers often are unable to determine whether the artifacts originated in Persia or 

China. Trade and emigration both were significant factors. 
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ىٍ ډَاٽِ سؼبٍْ  ، ٍن هًي (胡人)ډٮَيٳ ثٍ   ػًاډ٬ ثبٍُځبوبن ٵبٍٕٓ ُثبن،  ثٍ ٭ىًان ډظبڃ، ىٍ ٥ًڃ ٕچٖچٍ سبوڀ،
 س٤ًٕ أَان سٮياى ُٔبىْ اُ َٕثبُان، ٽبٍٙىبٕبن ي ٝىٮشڂَان إٕٓبْ ډٕبوٍ ي  . ٭ميٌ ٙمبڃ ٱَثٓ ؿٕه سٚپٕڄ ٙيوي

ٕمًيٍن، دٖشُبْ ډُڈ ٍٕمٓ ٍاىٍ ىيڅز ٕچٖچٍ  色目人))ثَهٓ اُآوُب، ډٮَيٳ ثٍ . ٕچٖچٍ ًٔان ؿٕه ػٌة ٙيوي
 (.1999ىٔچًن، )ًٔان اٙٲبڃ ٽَىوي 

ػبن ځبٍيٍ، إشبى اډًٍ ثٕه اڅمچڄ ىٍ اوٖشٕشًْ ٵىبيٍْ ػًٍػٕب، ثٍ أه وشٕؼٍ ٍٕٕي ٽٍ ؿٕه ي أَان اُ ٥َٔٸ سٮبډلار 
ځبٍيٍ، ) ٵََىڂٓ، اىٍاٻ ي ا٭مبڃ ٹيٍر هًى ٍا ٙپڄ ډٓ ىاىوي ي أىڂًوٍ، ُډٕىٍ َمپبٍْ ي ىيٕشٓ آوُب ٵَاَڈ ډٓ ٙي

2007). 

例如，唐代时，波斯商人（又称胡人）在中国西北地区建立了庞大的贸易中心。元
朝曾招募了大批中亚与波斯的士兵、专家及工匠。其中有些人（又称色目人）甚至
在元朝政府担任了重要官职（狄龙，1999）。 

乔治亚理工学院国际关系专业的教授约翰·W·加弗（John W. Garver）总结道：中
国和伊朗通过文化交流塑造了彼此的观念与文化实力，进而为双方的合作与友谊铺
平了道路（加弗，2007）。 

During the Tang Dynasty Persian-speaking merchant communities, known as Húrén (胡

人), emerged in major northwestern China trade centers. A large number of Central 

Asian and Persian soldiers, experts, and artisans were recruited by the Yuan Dynasty. 

Known as Sèmù rén (色目人) they were important officials of the Yuan Dynasty 

administration (Dillon, 1999).  

John W. Garver, Professor of International Affairs at the Georgia Institute of Technology, 

concluded that China and Iran shaped their perceptions and power projection through 

cultural interactions and thus, paved the road for their cooperation and friendship 

(Garver, 2007). 

 

Figure 12. Sasanian motifs on Chinese wall painting, sixth-seventh century CE. Cave 60, in Kizil Grottoes, Xinjiang, China, 

Museum of Asian Art, State Museums in Berlin, Acquisition #MIK III. 8419. 
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 ػبىٌ دبىٙبَٓ َوبډىٕٚبن

阿契美尼德皇家大道 

Achaemenid Royal Road 

 ٽٍ س٤ًٕ ٙبَىٚبَٓ َوبډىٚٓ أَان، ىأًٍٗ ثٍِٿ  ثٕه ٹبٌٍ اْ ثًى ٔټ ٙبََاٌ اٝچٓ  ػبىٌ ٕچ٦ىشٓ َوبډىٕٚبن 
هًى ىٍ  ٽىشَڃ ََُٙبْ ډُڈ  ثٍ ىأًٍٗ اډپبن ىٕشَٕٓ ي   ٙجپٍ ٍاَياٍْ  .ٕبهشٍ ٙي ( ٹجڄ اُ ډٕلاى485–521)

 ډىشُٓ ډٓ ٙي ٽٍ ٥ًڃ آن كييى هچٕغ ٵبٍٓثٍ   اُ ىٍٔبْ اٌّ ډَٖٕٗ  .َٕإَ اډذَا٥ًٍْ دبٍٓ ٍا ٵَاَڈ ډٓ ٽَى
ٔټ ٙبهٍ اٝچٓ ََُٙبْ ًٙٗ، ٽَٽًٻ، وٕىًا، اىٕب، َشًٕب ي ٕبٍىٔٔ ٍا ثٍ َڈ ډشٞڄ ډٕپَى .  ٽٕچًډشَ إز2400

  (.2018ََٕز، )

َُٙ ًٙٗ، دبٔشوز ألاڇ اځَؿٍ اُكٕض ٭٪مز ي ٙپًٌ ٩بََْ َڈ ٍىٔٴ وٕىًا ي ثبثڄ وجًى، اډب اُ ىٍهٚ٘ ٵََىڂٓ 
ىاٙشٍ   ثَ آن ثٖٕبٍ سبطَٕ ٽبٍياوُبْ طَيسمىي  ډًٹٮٕز ډپبوٓ هًى ثَهًٍىاٍ ثًىٌ ي ځٌٍ  ي اٹشٞبىْ ئٌْ اْ ثٍ څلب٧

 ػبىٌ اُ ًٙٗ ثٍ سوز ػمٕٚي ي َىي ډَٕٕٕي ي ثٍ ٕٕٖشڈ َبْ ػبىٌ اْ ډشٞڄ ډٓ (.1385ىاىيٍ ي ډىًٍْٞ، )إز 
 .ٕبوي ثبٕشبوٓ ډبى، ثبهشَ ي ٕٲي ډٓ ٍٹجبْ ٍٍا ثٍٙي ٽٍ دبىٙبَٓ ډشلي 

阿契美尼德皇家大道是波斯阿契美尼德帝王大流士大帝（公元前 521 至 485 年）
修建的洲际大道。这条四通八达的交通干线让大流士得以通往并控制全国的重要城
市。它起于爱琴海，通往波斯湾，全长约 2400 公里，主干道连接了苏萨、基尔库
克、尼尼微、埃德萨、哈图沙、萨迪斯等城市（赫斯特，2018）。 

虽然苏萨是伊拉姆的首都，但就富丽堂皇的程度而言，比不上尼尼微和巴比伦，不
过其地理位置优越，因而有着特殊的文化与经济地位，路过此地的富裕商队对其产
生了深远的影响（达德瓦尔、曼苏里，2006）。从苏萨开始，大道连接了波斯波
利斯与印度，并与其他通往古老同盟强国，如米提亚、巴克特里亚和索格底亚那的
道路网相交。 

The Achaemenid Royal Road was a intercontinental thoroughfare built by the Persian 

Achaemenid King Darius the Great (521–485 BCE). The road network facilitated access 

and control over important imperial cities throughout the Persian Empire. It stretched 

from the Aegean Sea to the Persian Gulf, a distance of 2,400 kilometers. A major branch 

route connected Susa, Kirkuk, Nineveh, Edessa, Hattusa, and Sardis (Hirst, 2018). Susa, 

the capital of Ilam, was not the equal of Nineveh or Babylon in terms of grandeur, 

splendor and appearance, but it did have a special cultural and economic influence due 

to its location with the rich caravans transiting having a strong influence (Dadvar  and 

Mansouri, 2006). From Susa the road connected Persepolis and India and intersected 

with other road systems leading to the ancient sometimes allied and sometimes 

competing kingdoms of Media, Bactria, and Sogdiana. 
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ٽچٕپٍٕ ي   ي ٵَار، اُ  ٍيىهبوٍ ىػچٍ ىاډىٍ ُاځَٓ ي َٙٷ ثٍ ٕبٍىٔٔ اُ ٍٕٕين  ٙبهٍ ٵبٍٓ ثٍ ٕبٍىٔٔ ٹجڄ اُ
 هًاويٌ ٙيٌ "ػبىٌ ٕچ٦ىشٓ"أه ٙجپٍ ډمپه إز   .ډٕپَى ي ٙبهٍ ىٔڂَْ ثٍ ٵَٔڂٍٕ ډىشُٓ ډٕٚي ٽبدبىيٽٍٕ ٭جًٍ 

.  ثًى وِٕىٍ ىٍٔب ثبٙي، اډب ٙبډڄ ٍيىهبوٍ َب، ٽبوبڃ َب ي ډََٖٕبْ دٕبىٌ ٍيْ ي َمـىٕه ثىيٍَب ي څىڂَځبٌ َب ثَاْ ٕٶَ
 (.2018ََٕٕز،)ٕبهشٍ ٙيٌ سب ىٍٔبْ ډئشَاوٍ ي وٕڄ ٍاثٍ ىٍٔبْ َٕم ډشٞڄ ٽىي (ٽبوبڃ ًٕئِ دبٍٕٓ)ٽبوبڃ ىأًٍٗ

 ډُىيٕٕه أَاوٓ إز ٽٍ س٤ًٕ ىاوٚمىي سًاوبْ َوبډىٚٓ آٍسٍ كٶَ   ٔپٓ اُ ٕبهشٍ َبْ ا٭ؼبة اوڂِٕىأًٍٗٽبوبڃ 
ثٍ ئٌْ ٍاٌ ىٍٔبٔٓ   ىأًٍٗ ثب سًػٍ ثٍ اَمٕز ٍاٌ َبْ ىٍٔبٔٓ  .ځَىٔي ي اٵشوبٍْ َمٕٚڂٓ ٍا ثَاْ أَاوٕبن طجز ومًى

 سب   ٽبوبڃ كٶَ ًٙىأه  ىٕشًٍ ىاى  سبثٮٍ اډذَا٥ًٍْ َوبډىٚٓ ثًى  ثٕه أَان ي ډَٞ ٽٍ ىٍ آن ُډبن ػِي ٽًٍَٚبْ
ٓ َبْ سؼبٍْ ي وِٕ وبيځبن ىٍٔبٔٓ أَان ثٍ ٍاكشٓ اُ آن ٭جًٍ ٽَىٌ ي ٍاٌ ٽًسبٌ سَْ ثٕه أَان ي ډَٞ دٕمًىٌ ًٙى . ٽٚش

كٶَ ٙي اُ و٪َ ډَٖٕ ٽمٓ ډشٶبير   ډًن ٵَىٔىبڅي ايٕذٔ   س1869٤ًٕٽبوبڃ كٶَ ٙيٌ ثب ٽبوبڃ اډَيُْ ٽٍ ىٍ ٕبڃ 
.  ډٓ ثبٙي

从法尔斯到萨迪斯的一条支线穿过扎格罗斯山脉的丘陵地带和底格里斯及幼发拉底
河以东，又经过西里西亚和卡帕多西亚通往萨迪斯，另一条支线则连接了弗里吉亚。
虽然“皇家大道”这个名字可能更为人所熟知，但这个道路网其实也包括河流、运河、
小径，以及为海上航行而建的港口与锚地。大流士下令修建的运河（波斯苏伊士运
河）连接了地中海、尼罗河和红海（赫斯特，2018）。苏伊士运河是伊朗工程师
的杰作之一，由才华横溢的阿契美尼德科学家阿特主持挖掘，是伊朗人永恒的荣誉。
考虑到海上通道，尤其是伊朗与埃及间海上通道（当时属于阿契美尼德）的重要性，
大流士一世决定下令挖掘苏伊士运河，这样伊朗的商船和海军就能轻易在运河上航
行，伊朗和埃及之间的距离也大大缩短了。这个时期挖掘的运河和如今的苏伊士运
河有些许不同，今天的运河是斐迪南·玛利·德·雷赛布（Ferdinand Marie de 

Lesseps）于 1869 年主持开凿的。 

The Fars to Sardis branch crossed the Zagros Mountains foothills. Beginning east of the 

Tigris and Euphrates, through Kilikia and Cappadocia it stretched to reach Sardis. 

Another branch connected Phrygia. Called the " Royal Road," it included rivers, canals, 

and trails, and ports and anchorages for seaborne travel. The Darius Canal (Persian Suez 

Canal) connected the Nile, and thus the Mediterranean, to the Red Sea (Hirst, 2018).  

The Suez Canal was an amazing construction of Iranian engineers. It was under the 

direction of Arte, a talented Achaemenid scientist, and is deemed a permanent honor by 

Iranians. Darius, considering the importance of sea lanes especially the sea between Iran 

and Egypt, which at that time was part of the Achaemenid Empire, ordered the canal 

dug so that Iranian merchant ships and navy could easily pass through establishing a 

shorter route between Iran and Egypt. The route of the 1869 canal dug under the 

supervision of Ferdinand Marie de Lessepsis differs only slightly from today's canal. 
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دٔ اُ دبٔبن ٔبٵشه كٶَ ٽبوبڃ ثٍ ٔبىثًى أه اٵشوبٍ ثٍِٿ څًف ٔبىثًىْ ثٍ ُثبن َبْ دبٍٕٓ، ألاډٓ، ثبثچٓ ي ډَْٞ ىٍ 
. آوؼب وٞت ځَىٔيٽٍ ډشه دبٍٕٓ آن ثٍ َٙف َُٔ ډٓ ثبٙي

运河竣工时，人们用波斯语、埃兰语、巴比伦语和埃及语写了一块纪念碑，以纪念
这一伟大的荣誉。其中，用波斯语撰写的文本如下： 

When the canal digging was complete, a memorial plaque in Persian, Elamite, 

Babylonian, and Egyptian languages was erected to commemorate this great honor in 

Persian text in the following: 

  

Figure 13. A. Darius canal in blue line. 500 BCE.; B. 2500 years old document shows Darius carved the name "The Sea of 

Pars" (Persian Gulf), The Louvre Museum, Paris. 

 ٙبٌ أه َُٕډٕه ثٍِٿ ثب ډََُبْ ٵَام  . ډىڈ ىأًٍٗ، ٙبٌ ٙبَبن، ٙبٌ ٽًٍَٚبٔٓ ٽٍ سمبڇ وْاىَب ٍا ىٍ هًى ىاٍى»
ٍ اْ ثٍ وبڇ وٕڄ، ٽٍ  ٍا ىاىڇ، (سَ٭ٍ)ډه ٵَډبن ٽىين أه ػًْ  .  اُ دبٍٓ ډَٞ ٍا ځَٵشڈ .ډه دبٍٕٓ َٖشڈ  اُ ٍيىهبو

ٓ ٍيى [هچٕغ ٵبٍٓ] ىٍ ډَٞ ػبٍْ إز سب ىٍٔبٔٓ دبٍٓ ٽٍ ٵَډبن ىاىڇ ي   دٔ اُ آن أه ػًْ ٽىيٌ ٙي، ؿىبن  . ډ
ٓ َب اُ ډَٞ اُ ډٕبن أه ػًْ ثٍ ًْٕ ىٍٔبْ دبٍٓ  .« ٍياوٍ ٙيوي، ؿىبن ٽٍ ډٕڄ ډه ثًى  [هچٕغ ٵبٍٓ] ٽٚش

“我，大流士，乃万王之王，境内各族各国之王，这片广阔疆域之王，我是波斯人。
我从波斯起兵，征服了埃及。我下令开凿此河，由此贯通了埃及奔腾的尼罗河与波
斯湾。此河奉吾命修成之时，船只可如我所愿直抵波斯海【波斯湾】。” 

"I am Darius, king of kings, King of the countries that have all the races in it. The king of 

this great land with wide borders, I am a Persian. I conquered Egypt from the land of 

Persia. I ordered the digging of this canal (branch), from a river called the Nile, which 

flows in Egypt to the Persian Sea. After that, the stream was dug, as I ordered, and ships 

sailed from Egypt through this stream to the Persian Sea [the Persian Gulf], as I wished." 

Darius the Great. 

Darius  

Canal 
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ٍيْ أه څًف ٕىڂٓ .  ٽٕچًډشَْ ٽبوبڃ ٽىًوٓ ٔبٵز ٙي33 َىڂبڇ كٶَ ٽبوبڃ ػئي ًٕئِ ىٍ 1866أه ٽشٕجٍ ىٍ ٕبڃ 
ىٍ ًْٕ ىٔڂَ څًف ٽشٕجٍ ډٶٞڄ سَْ ثٍ  . ي ىٍ ډٕبن آن وبڇ ىأًٍٗ ٙبٌ وًٙشٍ ٙيٌ إز وٺ٘ ىيسه كؼبٍْ ٙيٌ 

ًٍٝر اي َُٔ ٹَٛ آٵشبة . ُثبن ډَْٞ كټ ٙيٌ ي وٺ٘ ىأًٍٗ ٙبٌ ډبوىي ٵَ٭ًن َبْ ډَْٞ سِئٕه ځٚشٍ إز
ثبڅياٍ كټ ٙيٌ ي هيأبن ىي وٕمٍ دبٕٔه ي ثبلاْ ٍيى وٕڄ ىٍ َُٔ دبْ اي ثٍ َڈ ډشٞڄ ځٚشٍ اوي ي وبڇ ٽًٍَٚبْ سبث٬ 

 ثٍ أه ٙپڄ هًإشٍ اوي وٚبن ىَىي ٽٍ ىأًٍٗ ٙبٌ اُ ٕچٖچٍ َؼيَڈ ٵَا٭ىٍ ډَٞ  .ىأًٍٗ ٙبٌ وًٙشٍ ٙيٌ إز
  .  (1387 ٍيٙىيڅٓ،)ٽٍ ډٺشيٍسَٔه آوُب ثًى وِٕ ثَسَ إز 

 ٔب "ىيويٌ ْ ٬َٕٔ ") ثٍ وبڇ دَٕاىأُ٘   ٔټ ٕٕٖشڈ ثبُدو٘ دٖز  ډًٍم ًٔوبوٓ، َمـىٕه ٥جٸ ځٶشٍ ْ ََيىير
 ٌىأَ ثًى  ثٍ ډى٪ًٍ اسٞبڃ ََُٙبْ ثٍِٿ ثٍ ًٍٝر ومًوٍ ْ ثبٕشبوٓ اٍسجب٥بر ٬َٕٔ،  ىٍ دبٍٓ، ("ىيويٌ سِٕ ٍي"

 . َٕؾ ؿِٕ َٕٔٮشَ اُ ٕٕٖشمٓ وٕٖز ٽٍ دبٍٕٕبن ثَاْ إٍبڃ دٕبڇ اثيا٫ ٽَىٌ اوي (.2018ََٕٕز، )إز 

1866 年挖掘新苏伊士运河时，人们在新运河 33 公里以外的地方发现了这段铭文。
载有铭文的石碑上有两个人的画象，大流士一世的名字刻在两人中间。石碑的另一
面除了用埃及语刻了内容更为详尽的铭文以外，还有大流士装扮成埃及法老的雕像。
他的脸被刻在一个带翼的太阳圆盘下面，尼罗河上游和下游的诸神在其脚下相连，
隶属于大流士一世的国家也被刻在石碑上。通过这种方式，他们想表明大流士一世
的地位高于埃及第十八王朝的法老（最强大的法老）（罗尚德里，2008）。 

希腊历史学家希罗多德（Herodotus）称，波斯有一种名为“pirradazish”（“特快信
使”或“飞毛腿信使”）的邮政接力传递系统，以一种古老但高效的通讯形式连接着各
主要城市（赫斯特，2018）。当时没有什么比波斯人设计的信息传递系统更快了。 

This inscribed stone was found in 1866 while digging the Suez Canal, 33 km from the 

existing canal. On this tablet, two people are carved and the name of king Darius is 

written between them. On the reverse, a more detailed inscription is engraved in the 

Egyptian language and the figure of king Darius is adorned like the Egyptian pharaohs. 

His face is engraved under a winged sun disk and the gods of the lower and upper halves 

of the Nile are connected under his feet. The names of the countries subordinate to King 

Darius appear. This was a way to show that king Darius was superior to the eighteenth 

dynasty Egyptian pharaohs and was more powerful than them. (Roshandeli, 2008).  

Also according to the Greek historian Herodotus, a postal relay system called, in Persian, 

pirradazish, "express runner" or "fast runner", connected major cities in an ancient form 

of high-speed communication (Hirst, 2018). There was nothing faster than the system 

that the Persians devised for sending messages.  
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35 

 

Figure 14. The Persian Empire and its Royal Road. 

 

ثَاثَ ثب ٽڄ  ٽلا سٮياى آوُب  ٩بََاً آوُب ىاٍاْ إجُب ي ډَىاوٓ ثًىوي ٽٍ ىٍ ٥ًڃ ډَٖٕ ىٍ ٵًاٝڄ ُډبوٓ ٹَاٍ ىاٙشىي، 
ًَاْ   ثَٳ، ثبٍان،- ىٍ ََ َٙا٦ٔٓ . ىاٙشٍ اويٍيَُبْ ٥ًڃ ٕٶَ ثًى ي ثَاْ ََ ٍيُ ٔټ إت سبٌُ وٶٔ ي ًٕاٍٽبٍ 

ډَى  . ډٕشًاوٖشىي ٕٶَ ډٮٕه هًى ٍا ثٍ اسمبڇ ٍٕبوىي ىٍ َٕٔٮشَٔه ُډبن ډمپه آوُب َمٍٕٚ  - ثٖٕبٍ ځَڇ ي ٔب سبٍٔټ
  (.2008ياسَٵٕچي، ) ٽَىٌ إزايڃ ىٕشًٍاڅٮمڄ َب ٍا ثٍ ىيډٓ، ىيډٓ ثٍ ًٕډٓ ي اڅٓ اهَ ډىشٺڄ ډٓ 

 ىٍ ٍاث٦ٍ ثبأه ډ٫ً١ً ا٥لا٭بر ځٖشَىٌ اْ ىٍډًٍى ػبىٌ ٕچ٦ىشٓ اُ ثبٔڂبوٓ إشلپبډبر سوز ػمٕٚي ثيٕز آډيٌ،

显然，他们每隔一段距离就会安排马匹与信使驻守，每天都有新的信使策马奔走相
同的行程。无论下雪、下雨、酷热难耐还是陷入黑暗，他们都能在最短的时间内完
成任务。第一个人会把信息传给第二个人，第二个再传给第三个，以此类推（沃特
菲尔德，2008）。 

与皇家大道有关的信息大都源自波斯波利斯要塞新埃兰文泥版文书， 

Fresh horses and postmen were at posts along the way. The number of posts equaled 

the number of days a journey would take. There was a fresh horse and rider for every 

day of travel. They were available regardless of the conditions be they rain, snow, heat, 

or darkness. They completed their assigned journey in the fastest possible time with the 

first traveler passing his instructions on to the second, the second to the third, and so on 

(Waterfield, 2008). 

The Persepolis Fortification Archive says the following about the Royal Road, 
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ىٍ سوز ػمٕٚي ٽبيٗ  ي اُ ئَاوٍ َبْ دبٔشوز ىأًٍٗ  ىٌ َب َِاٍ څًف ٕٶبڅٓ ي ٹ٦ٮبسٓ ثٍ ه٤ ډٕوٓ وًٙشٍ ٙيٌ 
٥ًڃ ډَٖٕ، ډٺٞيَب ي ډجيؤ آوُب ٍا  ىٍ. ػٌَٕ َبْ هبٛ دٕټ َب وًٙشٍ ٙيٌ إز  َِٔىٍ دَىاهز  ىٍ آوُب ٙيٌ، ٽٍ 

 اُ آوؼبئٕپٍ ػبىٌ َوبډىٚٓ ثٍ  (.2018ََٕٕز، )ٽٍ ٵَاسَ اُ ډى٦ٺٍ ډلچٓ سوز ػمٕٚي ي ًٙٗ ثًىوي ډٕيَي َٙف 
 اكشمبلاً  . ىأًٍٗ سب كييىْ ىًٙاٍ إزُډبناىاډٍ ػبىٌ َبْ ٹئمٓ سَ ٕبهشٍ ٙيٌ، سٚوٕٜ ي ٙىبٕبٔٓ ػبىٌ َبْ 

 ٽٍ ډَث٣ً ثٍ  ٹٖمز ٕبڅڈ اُ ػبىٌ ؿىي. اډب إشظىبئبسٓ وِٕ يػًى ىاٍى وجًىٌ اوي  (ډ٦ٖق) ډََٖٕب ٕىڀ ٵَٗ ثٕٚشَ 
 ډشَ ٕبهشٍ ٙيٌ 7-5 ٭َٟ ثب ٕىڂٶَٗ ٍيْ َُٕٔبُْ هبٽٓ ٽڈ ثب ُډبن ىأًٍٗ إز، ډبوىيځًٍىًٔڇ ي ٕبٍىٔٔ، 

   ډشَ ٭َٟ ىاٙز،6.25ځًٍىًٔڇ،  أه ػبىٌ ىٍ .ٙىي ډٕجبٕىڀ َبْ ٕٝٺچٓ ىاٍاْ ٵَاُ ي ٵَيى إز ي ىٍ ډپبن َبٔٓ،
 َمـىٕه ٔټ  .ىٍ ي٤ٕ ٽٍ آن ٍا ثٍ ىي ه٤ سٺٖٕڈ ډٓ ٽَى  ٔټ ه٤ اڅَآ  ثب ٦ٕق ٕىڀ ٌٍِٔ اْ ي ٕىڀ ٵَٗ ي

 ډشَ ډَسج٤ 5٭َٟ   ثٍ  ًٙٗ- ػبىٌ سوز ػمٕٚي   ٽٍ ثٍ  ىاٍى يػًى   ډبىاٽٍ  اُ ٕىڀ ىٍ ٙيٌ  ػبىٌ سَإٙيٌ 
(. 2018ََٕٕز، )أه ثوُٚبْ ٕىڂٶَٗ ٙيٌ اكشمبلاً ډلييى ثٍ ډؼبيٍر ََُٙب ٔب ډُمشَٔه ٍاٌ َب ثًىٌ اوي  . إز

人们在首都波斯波利斯的废墟中挖掘出了数以万计刻有楔形文字的泥板和碎片，它
们记录了信使途中产生的给养支出，描述了位于波斯波利斯及苏萨以外的目的地与
出发地概况（赫斯特，2018）。确定大流士时代的道路有些困难，因为阿契美尼
德是仿照古旧道路修建新路的。大部分的路可能未曾铺砌，但也有一些例外。譬如
大流士时代，在戈迪安和萨迪斯，有几条完整的路段在 5 至 7 米宽的低矮路堤上
铺设了鹅卵石，有些地方还把料石当作了路缘石。在戈迪安，6.25 米宽的路铺满
了砾石，那些道路不仅配有路缘石，中间还有脊状凸起将其分成两条小路。马达凯
还有一段路，宽 5 米，通过开凿岩石建造而成，与波斯波利斯和苏萨相连。可能
只有城市或重要主干道附近才有铺设好的路段（赫斯特，2018）。 

Tens of thousands of clay tablets and fragments in cuneiform and excavated from the 

ruins of Darius' capital at Persepolis, record the disbursement of specific traveler rations 

along the way, describe destinations and points of origin which were beyond the local 

area of Persepolis and Susa (Hirst, 2018). Locating roadways of Darius’s era is somewhat 
difficult since the Achaemenid road was built along or on top of older roadways. Most 

routes were unpaved with some exceptions. A few intact sections of the road which 

date to Darius's time, such as those at Gordion and Sardis were constructed with 

cobblestone pavements atop a 5–7 meters wide low embankment. In places it was 

faced with a curbing of dressed stone. At Gordion, the road is 6.25 m wide with a 

packed gravel surface and curbstones with a ridge down the middle dividing it into two 

lanes. There is a rock-cut road segment at Madakeh which has been associated with the 

Persepolis–Susa road. It is 5 m wide. These paved sections were limited to the vicinities 

of cities or the most important arteries (Hirst, 2018). 
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 ىاٙشٍ، ػبٔٓ ٽٍ إت َبْ سبٌُ ٔبُىٌ أٖشڂبٌ ىٍٙبهٍ اٝچٓ ثٕه ًٙٗ ي ٕبٍىٔٔ يػًى ځِاٍٗ ٙيٌ إز ٽٍ ٝيي
 اثَٔٚڈ،  ىٍ ػبىٌ ډًًٕڇ ثٍ  سبػَانَبْسًٹٶڂبٌ  ي آوُب ثٍ ٽبٍياوَٖاَب. ٌ إز وڂُياٍْ ډٓ ٙي وٶٔ ثَاْ دٖشـٓ َب

ؿىئه اسبٷ ىٍ ا٥َاٳ ډل٥ًٍ ي٬ٕٕ ثبُاٍ ي ٔټ ىٍياٌُ ٭٪ٕڈ  ٕبهشمبوُبْ ٕىڂٓ ډَث٬ ٔب ډٖش٦ٕڄ ٙپڄ ثب وي؛ اٙجٍٕ
 ډٕىبډٕي "hippon"ځِوٶًن، ٵٕچًٖٳ ًٔوبوٓ، آوُب ٍا  .ٽٍ اػبٌُ ډٕياىٌ ٙشََب ثب ثبٍ ُٔبى ي اوٖبن اُ َُٔ آن ٭جًٍ ٽىىي

سٮياى اوڂٚز  .  ٽٍ اكشمبلا ا٦ٕجڄ وِٕ ىاٙشٍ اويوي إز، ٽٍ أه ډٶًُڇ ٍا ډَٕٕب"ثَاْ إجبن"ٽٍ ىٍ ًٔوبوٓ ثٍ ډٮىٓ 
 ٔټ ٕبهشمبن  ٔټ أٖشڂبٌ ٍاٌ اكشمبڅٓ، .  ٙىبٕبٔٓ ٙيٌ إز  َبْ ثٕه ٍاٌ اُ ډى٪َ ثبٕشبن ٙىبٕٓ ٙمبٍْ اُ أٖشڂبٌ

ٽٍ ثٍ  ًٙٗ إز، - ػبىٌ سوز ػمٕٚي   وِىٔټ  ىٍ  ٹچٮٍ ٽبڅٓ،  ىٍ وِىٔپٓ ( ډش30َ ى40ٍ) اسبٹٍ ثٍِٿ  5ٕىڂٓ 
 ٕشًوُب ي ٍياٹُبْ ډؼچڄ اُ آوـٍ ثَاْ ډٖبٵَهبوٍ ٕبىٌ وٕبُ ، أه ډپبن .٭ىًان ٍاٌ اٝچٓ آډي ي ٙي ثٍ ىٍثبٍ ثًىٌ إز

ٍٕٙٚ َبْ ٩َٔٴ ي   ي ٹٕمز   څًٽٔ ځَان  اٹلاڇ . ًٙى  سب كييىْ ثَػٖشٍ سَ ىٔيٌٙشٍ ٽٍ ثب٭ض ډٓ ٙيٌ ثًىٌ ىا
َمٍ أىُب ډلٺٺبن ٍا ثٍ أه ٵپَ ياډٕياٍى ٽٍ أه ٕبٔز ٔټ أٖشڂبٌ  ٕىڂُبْ ياٍىاسٓ ىٍ ٹچٮٍ ٽبڅٓ ٔبٵز ٙيٌ إز، 

 (.2018ََٕٕز، ) ډىلَٞ ثٍ ډٖبٵَان طَيسمىيسَ ثًىٌ إز

据称，苏萨和萨迪斯间的主干道上有 111 个驿站，那里有为信使准备的健壮马匹。
它们与骆驼商队在丝绸之路上停靠的驿站有相似之处。那些正方形或长方形的石头
建筑围绕着宽阔的市场而建，有许多房间，还有可供驮着行李与人的骆驼们通行的
巨门。希腊哲学家色诺芬把它们叫做“马房”，这意味着那里可能也有马厩。考古学
家初步确定了几个驿站。卡莱卡利遗址附近有座大型（40 米×30 米）的五室石砌
建筑似乎是驿站，它位于或非常靠近波斯波利斯-苏萨路，这条路是王室专用主干
道。从某种程度上说，这个石砌建筑有精美的圆柱和门廊，比普通人入住的简单旅
舍更加精致。人们在其中发现了用精致玻璃和进口石头制成的昂贵奢侈品，学者们
猜测这个奢华的驿站可能专供富人使用（赫斯特，2018）。 

There were at least a hundred and eleven way-posting stations on the main branch 

between Susa and Sardi. They are recognized by their similarities to caravanserais and 

were stops on the Silk Road for camel traders. The stations are square or rectangular 

stone buildings with multiple rooms around a broad market area and an enormous gate 

which allowed camels bearing either persons or parcels to pass under it. The Greek 

philosopher Xenophon called them hippon, which means “of horses” in Greek, which 
strongly suggests stables were present. Archaeology has tentatively identified a handful 

of way stations. One is a large (40x30 m) five-room stone building near Qaleh Kali, on, or 

very close to, the Persepolis–Susa road. It is known to have been a major artery for royal 

and court traffic. It is somewhat more elaborate than would have been expected for a 

simple traveler  inn with its fancy columns and porticoes. Expensive luxury items such as 

delicate glass and imported stone have been found at Qaleh Kali. Scholars conclude that 

the site was an exclusive way station for wealthier travelers (Hirst, 2018). 
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ىي ډًٍى ىٍ . ، ىٍ أَان ٙىبٕبٔٓ ٙيٌ إز(سذٍ َٕيان)أٖشڂبٌ ٍاٌ اكشمبڅٓ ىٔڂَ اډب ٽڈ سَ ٙپٕڄ ىٍ ٕبٔز ػٕىؼبن 
ًٙٗ، ٔپٓ ىٍ سىڂٍ ثلاٱٓ ىٍ وِىٔپٓ دبٕبٍځبى ي ىٔڂَْ ىٍ ىٌ ثِان - وِىٔپٓ ځَډبثبى ي ډياٽٍ ىٍ ػبىٌ دَٕذًڅٕٔ

سىڂٍ ثلاٱٓ كٕب٥ٓ إز ٽٍ ثب ىًٔاٍَبْ ١وٕڈ، ډٕبن ؿىئه ٕبهشمبن ثبٕشبوٓ . ثٕه ًٙٗ ي اٽجبسبن ٙىبهشٍ ٙيٌ اوي
ډًٍى وِىٔټ ډبىاٽٍ وِٕ ىاٍاْ . ٽًؿپشَ، ٽٍ ٙجٍٕ ثٍ ىٔڂَ ثىبَبْ ثبٕشبوٓ ي اڅجشٍ ٽبٍياوَٖاَب إز اكب٥ٍ ٙيٌ إز

إىبى ډوشچٴ سبٍٔوٓ وٚبن ډٕيَي ٽٍ ثٍ اكشمبڃ ُٔبى وٺٍٚ َب، ه٤ َٕٕ  (.2018ََٕٕز، )ٕبهز ډٚبثُٓ ډٓ ثبٙي 
 إشلپبډبر  ٥جٸ إىبى ډًػًى ىٍ ثبٔڂبوٓ . ي ٵَٕن ٙمبٍ ثَاْ ٽمټ ثٍ ډٖبٵَان ىٍ ډٖبٵَسٚبن يػًى ىاٙشٍ إز

اٍػب٭بر ثٍ ىٕشٍ َبْ ٽبٍځَاوٓ يػًى ىاٍى ٽٍ ثٍ ٭ىًان . سوز ػمٕٚي، هيډٍ وڂُياٍْ ػبىٌ وِٕ يػًى ىاٙشٍ إز
َمـىٕه  . ي١ٮٕز ٍاٌ َب ٍا ثٍَٕٓ ډٕپَىوي سباُ ډىبٕت ثًىن ي٬١ ػبىٌ ا٥مٕىبن كبٝڄ ًٙى"ٍاٌ ىاٍ"ٔب "ٍاٌ ٙمبٍ"

، ؤًٖىيٌ ٍيډٓ ٽچًىًٔٓ آڅٕبوًٓ ثٍ ٵَډبن ىأًٍٗ ثَاْ ُىيىن ٭ٺَة َب "De natura animalium"ىٍ ٽشبة 
 (.2018ََٕٕز، )اُ ػبىٌ ًٙٗ ثٍ ډئب اٙبٌٍ ډٓ ٽىي

伊朗金扬（又称塔佩·苏万）有一个没那么豪华，但可能是驿站的地方。在波斯波
利斯-苏萨路上，靠近戈马巴德和马达赫的地方也有两个驿站，一个在帕萨尔加德
附近的坦吉-布拉吉，一个在苏萨和埃克巴坦那之间的德赫·波赞。 

坦吉-布拉吉是个四周都有厚实墙壁、内含若干小型古建筑的庭院，它既和其他类
型的古建筑相得益彰，又适合商队停留。马达赫附近的那个驿站也是类似的风格
（赫斯特，2018）。许多历史文献表明，旅行者或可借助地图、旅行指南和里程
碑导航。据波斯波利斯要塞新埃兰文泥版文书记载，当时还有道路维护人员。有文
献显示，那时还有一群“数路人”负责保养道路。罗马作家克劳狄俄斯·埃利安
（Claudius Aelianus）在《动物本性》中也提到大流士一世曾要求清除苏萨到米
提亚路段上的蝎子（赫斯特，2018）。 

Another possible but less decorated station has been identified at JinJan (Tappeh 

Survan), in Iran. There are two known roads near Germabad and Madakeh on the 

Pesrpolis–Susa road, one at Tangi-Bulaghi near Pasargadae, and the other at Deh Bozan 

between Susa and Ecbatana. Tangi-Bulaghi is a courtyard surrounded by thick walls with 

several smaller ancient buildings. This is consistent with other types of ancient buildings 

and caravanserais. The one near Madakeh is similarly constructed (Hirst, 2018). Various 

historic documents suggest that there were maps, itineraries, and milestones to aid 

travelers in their journeys. According to Persepolis Fortification Archive records, there 

were also road maintenance crews. References exist to gangs of workmen known as 

"road counters" or "people who count the road," who made sure that the road was in 

good repair. The Roman Claudius Aelianus, in "De natura animalium", wrote that Darius 

asked at one point for the Susa Media road to be cleared of scorpions (Hirst, 2018). 
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Figure 15. A. Darius canal; B. According to IRNA in 2019, 

Admiral Sayyari, referring to the army's navy's trip to 

Syria and the Mediterranean Sea, said: When we entered 

the Mediterranean, Hassanein Haykel, one of the Arab 

expert analysts, wrote “ the long-standing dream of the 

Achaemenids [again] has fulfilled”. 
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 ٍاٌ ُډٕىٓ اثَٔٚڈ

陆上丝绸之路 

Land Silk Road 

 ػبىٌ ْ اثَٔٚڈ اُ ىي ٹَن ٹجڄ اُ  .ىٍ ځٌٙشٍ ػبىٌ ْ اثَٔٚڈ ٍاٌ ډًػًى ثَاْ ثٍ َڈ يٝڄ ٙين ٽًٍَٚبْ ىوٕب ثًى
ٵََىڀ، ٕٕبٕز ي اىٔبن ډٕبن  ٍاٌ كٕبسٓ سؼبٍر ثٕه َٙٷ ي ٱَة ي ٍاٌ اٝچٓ سجبىڃ اٍُ،   ډٕلاىْ، 18ډٕلاى سب ٹَن 

ٵََىڀ َبْ ثبٕشبوٓ ډٮَيٳ ثًى؛ ؿَاٽٍ ٔټ سبػَ ٍا ثٍ ثٺٍٕ ْ سؼبٍ، ٔټ َىَډىي ٍا ثٍ ثٺٍٕ ْ َىَډىيان ي ٔټ ٙبٌ 
 . ٍا ثٍ ثٺٍٕ ْ ٙبَبن ډشٞڄ ډٓ ٽَى

َىَ،  ٵََىڀ،   اوٖبوٓ،  أه ػبىٌ اٍُٗ َبْ .  ىٔڂَ ٽمټ ډٓ ٽَى أه ػبىٌ ثٍ سمين َب ىٍ ٔبىځَْٕ اُ سمين َبْ
ځَٵشٍ ٙيٌ؛ ػبىٌ   اُ ٽبلاْ ٽمٕبة ي ثٖٕبٍ دَ سٺب١ب،  اثَٔٚڈ ثب وبډٓ ٽٍ  . ٍا اٍسٺب ىاى ىٔذچمبٕٓ ي ٵىبيٍْ  اٹشٞبى، 

 6500 ٕبڃ دٕ٘ سإٕٕٔ ٙي ي ٙبډڄ َڈ ډَٖٕ ُډٕىٓ ي َڈ ىٍٔبٔٓ ثًى ٽٍ ثٕ٘ اُ 2200ډًًٕڇ ثٍ اثَٔٚڈ كييى 
 ثچپٍ   ُډٕه  وٺب٣ وٍ سىُب ىٍ ثٮ٢ٓ (. 2001يىٔڈ، ) يػًى ىاٙز  آن ُډبن ٽٕچًډشَ ىٍ َٕإَ ىوٕبْ ٙىبهشٍ ٙيٌ 

ن ٵٚب ٍيىهبوٍ ٍُا  ىٍ ٕمَٹىي ياكٍ ٍيىهبوٍ   ډبوىي   ثًىٌ اوي، ػبىٌ ډًًٕڇ ثٍ اثَٔٚڈ اُ  ثوٚٓ   وِٕ  ٍيىهبوٍ َب
 .اُثپٖشبن

过去，丝绸之路是连接世界的桥梁。从公元前 2 世纪到公元 18 世纪，丝绸之路一
直是连接东西方的贸易主动脉，是著名文明古国流通货币，进行文化、政治及宗教
交流的主要途径它能将商人与商人，艺术家与艺术家，国王与国王连接在一起。它
可以帮助一种文明了解其他文明。它推动了人类价值的实现，促进了文化、艺术、
经济、外交和科技的发展。丝绸之路得名于当时供不应求的稀有商品丝绸，约建于
2200 年前，包括陆路与海上路线，跨越了 6500 多公里，连接了当时已知的世界
（瓦迪姆，2001）。除了土地以外，河流也是丝绸之路的一部分，乌兹别克斯坦
绿洲城市撒马尔罕附近的扎拉夫河就是一个很好的例子。 

The Silk Road connected different parts of the ancient world. This trading path between 

East and West was the commercial artery and was central to the monetary, cultural, 

political, and religious exchanges between old cultures from the 2nd century BCE to the 

18th century CE. It connected traders, artists, and kings.  

It aided civilizations in extracting elements from other civilizations. It promoted human 

values, culture, art, economy, diplomacy, and technology. Named for the rare and highly 

in-demand commodity, silk, the Road was established about 2200 years ago, and has 

land and marine routes. It spanned more than 6500 Kilometers transversing the known 

world at the time (Vadime, 2001). Rivers were part of the Silk Road such as the river 

oasis Samarqand on the Zarafshon River in Uzbekistan.  
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ثَاْ ىاوٖشه ا٥لا٭بر ثٕٚشَ ډٓ  .  وٺ٦ٍ آٱبُ ػبىٌ ډًًٕڇ ثٍ اثَٔٚڈ ډٓ ثبٙيي ٔټ دبٔشوز ثبٕشبوٓ ډٮَيٳ  ٕٙبن
ػبىٌ اثَٔٚڈ اُ . اُ أه َُٙ ثبٕشبوٓ ػبىٌ ثٍ ٕمز ٱَة ډٓ ٍيى. سًاوٕي اُ ٕٙبن ي ډًٌُ سبٍٔن ٙبوٚٓ ثبُىٔي ومبٕٔي

ډٕبن ىٌٍ َبْ ډَسٶ٬ ٵلار سجز ي اُ ٵَاُ ٍٙشٍ ٽًٌ َبْ َٕمبڅٕب ٭جًٍ ډٓ ٽَى، ٕذٔ ثب ٭جًٍ اُ ىٙشُبْ ځٖشَىٌ، اُ 
(.  2007ئچًٖن، )أَان ډٕڂٌٙز سب ثٍ ىٍٔبْ ډئشَاوٍ ي ٕذٔ ثٍ اٍيدب ډٓ ٍٕٕي 

 اډذَا٥ًٍْ ٍيڇ ٽٍ اُ و٪َ اٹشٞبىْ ىؿبٍ سى٘ ي ٵٚبٍ  ىٍ ٱَة، .  ىيٍان ثلَان ػُبوٓ ثًى (284-235)ٹَن ًٕڇ 
ىٍ ډَكچٍ اْ ٽٍ ډًٍهبن آن ٍا ثلَان ٹَن ًٕڇ وبڇ   ىٍكبڃ ٵَيدبٙٓ ي وِىٔټ ثٍ ٕٺ٣ً ثًى،  ثٕ٘ اُ كي ٙيٌ ثًى

ؿٕه ٍا ثٍ ٔټ ىيٌٍ آًٙة ي ػىڀ سٺَٔجبً ډٖشمَ ٽٍ   (. ڇ220. - ڇ.  ٷ206)ىٍ َٙٷ، ٕٺ٣ً ٕچٖچٍ َبن . وُبىٌ اوي
٥ًڅٓ وپٕٚي ٽٍ أه يٹب٬ٔ ي َٕوڂًوٓ وبځُبوٓ اډذَا٥ًٍْ اٙپبوٓ ىٍ ٕبڃ  .ثٍ ىيٌٍ ٙ٘ ٕچٖچٍ ډٮَيٳ إز، ٽٚبوي

.  ثىٕبوڂٌاٍ اډذَا٥ًٍْ ٕبٕبوٓ، سؼبٍر ًٕىآيٍ ػبىٌ اثَٔٚڈ ٍا ىٍ ډٮَٟ ه٦َ ٹَاٍ ىاى س٤ًٕ اٍىَٕٙ ايڃ، .  ڇ224
 .اډب ٕبٕبوٕبن ي ٕذٔ كپًډز سبوڀ سًاوٖشىي ډٚپلار ٍا ث٥ََٳ ٽىىي سب سؼبٍر ػبىٌ اثَٔٚڈ اُ َٕځَٵشٍ ًٙى

著名古都西安是丝绸之路的起点。如想了解更多，可以去参观西安博物馆和陕西历
史博物馆。丝绸之路从这座古老的城市向西延伸，蜿蜒着跨越了青藏高原上高耸的
山谷和喜马拉雅山脉，穿过了广阔的平原，从波斯直达地中海，然后到达了欧洲
（Wilson，2007）。公元三世纪，全球陷入了危机。在西方，经济衰落、捉襟见
肘的罗马帝国正在逐渐崩溃，这个阶段被历史学家们称作三世纪（235 至 284 年）
危机。在东方，汉朝灭亡（公元前 206 年至公元 220 年）让中国陷入了一个动乱
连年、战争不断的时期，即六朝时期。再加上萨珊帝国建立者阿尔达希尔一世于公
元 224 年突然推翻了帕提亚帝国的统治，创造财富的丝绸之路贸易变得岌岌可危。
不过萨珊王朝和唐朝相继解决了内乱，使丝绸之路贸易再次繁荣了起来。 

Xian is a well-known ancient capital that was the beginning terminus of the Silk Road. A 

visit to the Xian and the Shaanxi History Museum will discover the intricacies of the silk 

route. From this ancient city it meanders West. It snaked through the high valleys of the 

Tibetan plateau and over the Himalayan mountain range. Passing over wide plains, it ran 

through Persia to reach the Mediterranean Sea and the onwards to Europe (Wilson, 

2007). The third century was marked by a global crisis. In the West, the Roman Empire 

was economically strained overstretched crumbling and on the verge of collapse. This 

situation has been described by historians as the Crisis of the Third Century (235–284). 

In the East, the fall of the Han Dynasty (206 BCE. - 220 CE.) left China in turmoil and led 

to the nearly-continuous warfare known as the Six Dynasties period. These events, along 

with the sudden overthrow of the Parthian Empire in 224 CE by Ardashir I, founder of 

the Sasanian Empire, soon put the Silk Road trade at risk. But Sasanians and Tang could 

identify and understand the issues making the Silk Road trade active again. 
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 دڄ َبْ  ػبىٌ َب ي .  اٝىبٳ ډشٮيى ثًىوي . اُ هبوڂٓ ثٍ َُْٙ سًٕٮٍ ٔبٵز  ُډبن ٕبٕبوٕبن ٙپڄ ٝىٮز دبٍٓ ىٍ
. هًة، ثب دبٕياٍْ هًة،ٽبٍيان َبْ ثبٍُځبوٓ ي دٖز أبڅشٓ ٍا ٹبىٍ ډٕٖبهز سب سٕٖٶًن ٍاثب َمٍ إشبوُب ډَسج٤ ٽىىي

 ث٦ًٍ هلاٍٝ، ػبىٌ ډًًٕڇ ثٍ اثَٔٚڈ ثٍ ٥ًٍ  .سؼبٍر ُډٕىٓ ثَاْ دبٍٕٕبن، َىيْ َب ي ؿٕىٓ َب ډُڈ ثَٙمَىٌ ډٕٚي
 . ٽبٍآډي ي ډاطَ سمبڇ ػُبن ٙىبهشٍ ٙيٌ ٍا ثُڈ ډشٞڄ ډٓ ٽَى

ػبىٌ اثَٔٚڈ ىٍ يَچٍ ايڃ ثبٍ اثَٔٚڈ هبڇ اُ ؿٕه ثٍ أَان ي ٽبلاَبْ ٽمٕبة اُ أَان ثٍ ؿٕه ډَٕٕبوي، ثبځٌٙز ُډبن 
ػبىٌ ډًًٕڇ  .ػبىٌ ْ اثَٔٚڈ سجئڄ ثٍ ډُمشَٔه ي سىُب ډؼَاْ ٽڄ ٽبلاَبٔٓ ٙي ٽٍ ىٍ ػُبن ډٓ سًاوٖز ډجبىڅٍ ًٙى

ثٍ سجبىڃ اٍُٗ   إز ٽٍ ٹبىٍ  ثٓ ٕبثٺٍ اْ اُ دَٕٚٵز ي ٍٵبٌ سمين ثَٚ ځَىٔيٌ ثٍ اثَٔٚڈ ثب٭ض ٙپچڂَْٕ ىيٍان 
ثٍ هًٞٛ ٽبٱٌ، ػًََ ي كشٓ ؿبح ثٍ ځٖشَٗ ىاو٘ ثٍ و٫ً ثَٚ ٽمټ ٽَى   .َبْ اوٖبوٓ ىٔه، َىَ ي ٵََىڀ ٙي
ٔپٓ اُ ٽبلاَبْ ډُڈ ياٍىاسٓ ثبٍُځبوبن  (ؿٕىٓ ٕٶٕي)ثٍ ٭ىًان ډظبڃ ٩َيٳ ؿٕىٓ . ي آن ٍا ثَاْ ػُبن ثٍ اٍډٲبن آيٍى

 ؿٕىٓ ثٍ أَان ثٚمبٍ ډَٕٵز، 

萨珊王朝让波斯的工业模式从家庭工业发展到了都市型工业，同业公会比比皆是。
状况良好的道路和桥梁、严密的巡逻，都让邮政系统及商队得以连接泰西封和其他
省份。陆上贸易对波斯、印度和中国而言至关重要。从本质上说，丝绸之路有效连
接了整个已知的世界。 

其作用主要是将中国的生丝运往波斯，将波斯的稀奇玩意儿运往中国。随着时间的
推移，丝绸之路逐渐成了世上最重要且独一无二的商品交换渠道。它为人类文明带
来了前所未有的进步与繁荣，使人类价值的交流得以实现，它把纸张、墨水、印刷
术带向全世界的同时，也把宗教、艺术和文化知识传播给了全人类。瓷器（白瓷）
是波斯从中国进口的重要商品之一，波斯人过春节（新年）时，会将七种有代表性
的传统食物盛在白瓷碗里， 

Persian industry under the Sasanians developed from being domestic to being urban. 

Guilds were numerous. Well-patrolled and well-built roads and bridges, enabled state 

post and merchant caravans to link Ctesiphon with all provinces. Land trade was 

important for them (Persian, Indian and Chinese). The Silk Road efficiently and 

effectively connected the entire known world.  

Primarily a carrier of crude silk from China to the Persia, and rare goods from the Persia 

to China, the Silk Road evolved into the most, indeed only, significant conduit of goods 

the world exchanged. It ushered in an unprecedented era of progress and prosperity for 

human civilization which enabled the exchange of human values such as religion, art, 

and culture helping the spread of knowledge to humanity as it brought the paper, ink, 

and even the printer to the world. Porcelain, white china, was one of the important 

imported goods of Chinese merchants in Persia,  
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Figure 16. Afrosiab, 

ambassadors fresco: Nowruz 

celebrations part of the 

Afrosyab royal palace murals 

on Silk Road (Nowroz is the 

Persian name for the Persian 

New Year, which is on 21st 

March), two dromedary riders 

on the southern wall, and 

delegates in western wall, 

seventh century CE. Samarkand, 

Archaeological Museum of 

Afrosiab. 
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ثوٚٓ اُ آډبىٌ ٕبُْ  َُٔا ډَىڇ دبٍٓ ىاٍاْ ٕىز ٹَاٍىاىن َٶز ٱٌاْ ومبىٔه ىٍ ٽبٍٕ َبْ ؿٕىٓ ٕٶٕي ثٍ ٭ىًان
؛ ٭ىبٔز الله، ١ٍ1999بٔٓ، ) وبډٕيٌ ډٓ ٙي "َٶز ؿٕه"ثٍ َمٕه ىڅٕڄ  ٽٍ اكشمبلاً  ثًىوي،   (ٕبڃ ػئي) ثَاْ وًٍيُ 

 (. 1969؛ ٵٕشِػَاٍى، 1988؛ آًٍْ 2008

وٺبٙٓ . ٍا ىاٍىٕمَٹىيٽٍ َُْٙ ثب اَمٕز ثَ ٍيْ ډٍَٖٕاٌ اثَٔٚڈ إز، ٔپٓ اُ ډُڈ سَٔه ٔبٵشٍ َبْ ثبٕشبن ٙىبٕٓ 
 ثٍ ٹَن َٶشڈ   أه وٺبٙٓ ډَث٣ً . ډٓ ثبٙياُ أه ػمچٍ  ٍا وٚبن ډٓ ىَي ثٖٕبٍ ثباٍُٙٓ ٽٍ ٔپٓ اُ دبىٙبَبن ٕٲيْ 

. ډٓ ثبٙي اُ ٕٶَٕان هبٍػٓ  وٚبن ډٓ ىَي ٽٍ ىٍ كبڃ ځَٵشه َيأب ٍا  (Varkhuman) ډٕلاىْ ثًىٌ ٽٍ يٍهًډبن 
ٽٍ ىٍ ػٚه وًٍيُ َٙٽز  ىَي  َٕؼبن ثَهٓ اُ ٙوٕٞز َبْ ثَػٖشٍ هبٍػٓ ٍا وٚبن ډٓ وٺبٙٓ ىًٔاٍْ دَ ًٍٙ ي

ىٍ ٽڄ وٺبٙٓ ىًٔاٍْ سٚوٕٜ ډٓ ىَىي  دبډَْٕ ي سَٻ ٍا  ؿٕىٓ،  ډشوٞٞبن، ؿٌَُ ي څجبٓ َبْ ٵبٍٕٓ، . ٽَىٌ اوي
 (.2002ډپچًى ي ډبًُٔ، )

他们把这种新年餐点布置称之为“haft chin”（译者注：haft 意指“数字七”，chin 意
指“布置”，过新年时，波斯人会在餐桌上摆七种以波斯语字母 S 开头的食物以示吉
祥）（礼萨伊，1999；埃那亚托拉赫，2008；阿扎里，1988；菲茨杰拉德，
1969）。 

撒马尔罕是丝绸之路上的一个重要城市，那里有最重要的考古发现之一。其中有幅
价值非凡的壁画，描绘了某位古索格代亚纳国王。此画创作于公元 7 世纪，画中
所有人都在朝中心移动（壁画已经残缺），正中央坐着的人很可能是撒马尔罕国王
拂呼缦，他正在接受外国大使的礼物。这幅壮观的壁画展现了某些外国政要参加诺
鲁孜节庆祝活动的盛况。专家们在壁画上辨认出了波斯人、中国人、帕米尔人、土
耳其人的面孔与服饰（麦克劳德、梅修，2002）。 

Traditionally Persians placed seven symbolic foods in white china bowls as part of the 

Persian Spring, or New Years, Festival. This is called “haft chin” (Rezaii, 1999; 
Enayatollah, 2008; Azari, 1988, and  Fitzgerald, 1969). 

Samarkand, an important Silk Road city, contains one of the most important 

archaeological findings of the Silk Road. A painting refers to a Sogdian king. This 7th 

century CE painting shows everyone moving towards the center of the painting which 

has been obliterated. Possibly the obliterated image is a person seated in the center was 

that of Varkhuman a king of Samarkand who was holding the gifts from foreign 

ambassadors.The sensational mural shows some foreign dignitaries taking part in a 

Nowruz Celebration. They include distinguished Persians, Chinese, Pamiri, and Turkish 

faces and displays their costumes across the entire mural (MacLeod  and  Mayhew, 

2002).  
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أه اسبٷ ىاٍاْ وٺبٙٓ ثٍ وبڇ اسبٷ ومبٔىيځبن  دٕٚىُبى ايثٍ ٕٙٚپٕه ٔپٓ اُىاوٚمىياوٓ ثًىٽٍ ثَ أه آطبٍ سلٺٕٸ ٽَىي 
ډ٫ً١ً َمٍ وٺبٙٓ َب اكشمبلا َئٍ آيٍويځبوٓ َٖشىي ٽٍ ىٍ وًٍيُ ثٍ ىٍثبٍ ٙبٌ ٕٲي آډيٌ اوي ي . ډچڄ وبډڂٌاٍْ ٙي

 ډٕلاىْ 1060ىٍ ٽشبة سىڂًٚ ٽٍ سبٍٔن ٕچٖچٍ سبوڀ ؿٕه ٍا ىٍ . ىٍ سٞبئَ ډَإڈ ٕىشٓ آوُب وٚبن ىاىٌ ٙيٌ إز
ىٍ أه ٽشبة ثٍ سًَٞٔ ٽٕٚين . طجز ٽَىٌ إز، ثٍ َُْٙ ٽًٙبوٓ ىٍ ٱَة ٕمَٹىي ىٍ ٹَن َٶشڈ اٙبٌٍ ٽَىٌ إز

 ىٍ أه ٽشبة  .سَٻ َب، ؿٕىٓ َب ي َىيْ َب ثَ ىًٔاٍ س٤ًٕ ٕٲيْ َب اٙبٌٍ ٙيٌ إز ثِٕاوٖٓ َب،  ؿٌَُ دبٍٓ َب، 
 ډُمشَٔه ىًٔاٍ  ىًٔاٍ ٱَثٓ ٽٍ  وٺبٙٓ َبْ  . ىٍ أه اسبٷ ًٽَ ٙيٌ إز ٙبٌ ٽًٙبوٓ َمـىٕه وٕبٔ٘ ََ ٍيُ ٝجق 

ثٍ اكشمبڃ ُٔبى أه اٵَاى ىٍ ډَإڈ وًٍيُ ىٍ أه ډلڄ . ډؼمً٭ٍ إز ومبٔىيځبن ٽًٍَٚبْ ډوشچٴ ٍا وٚبن ډٓ ىَي
 ؿٕىٓ َب  .ٔپٓ اُ أه ٕٶَٕان، ٕٶَٕ ؿٕه إز ٽٍ ىٍ كبڃ َئٍ ىاىن دبٍؿٍ َبْ اثَٔٚڈ ډٓ ثبٙي. ځَىَڈ آډيٌ اوي

ىٍ ٔپٓ اُ وًٙشٍ )  ٽًَٖشبن ىڇ ځبيډٕ٘ ډَىان  دبٍؿٍ اثَٔٚڈ هبڅٜ، أَاوٓ َب ځَىن ثىي ي اثَٔٚڈ ځچييُْ ٙيٌ، 
 َبْ ٍيْ ىًٔاٍ ځٶشٍ ٙيٌ ډَىاوٓ ٽٍ څجبٓ ًُٔدچىڀ ثٍ سه ىاٍوي

锡斯金（Shishkin）是研究这些文物的科学家之一，在他的建议下，这个满是壁画
的建筑被命名为大使厅。或许所有壁画都在描绘大使在诺鲁孜节那天向粟特国王进
献贺礼的场景，这些画展现了古人的传统仪式。锡斯金在《唐书》（此书记录了公
元 1060 年中国唐朝的历史）中曾提及 7 世纪时，撒马尔罕西边有个名叫贵霜的城
市。此外，他还称是粟特人在墙壁上绘制了波斯人、拜占庭人、突厥人、中国人及
印度人。该书还描绘了贵霜人每日清晨在大厅内祷告的场景。绘有各国大使的西墙
壁画是最重要的壁画。这些大使极可能是在诺鲁孜节期间聚集于此。其中有位中国
大使在进献丝织品。中国人带着真丝织物，伊朗人带着项链和绣花绸，山地人带着
水牛尾巴（墙上刻的铭文称， 

Shishkin studied these relics and, at his suggestion, the room was named the ‘House of 
Representatives of the Nations’. The subject of all the paintings were probably gift-

bringers who had come to the court of king Sughd on Nowruz. The pictures show 

traditional ceremonies. In his book, Tangshu, a history of the Chinese Tang Dynasty in 

1060 CE., he refers to a Kushan city west of Samarkand in the 7th century. It is 

mentioned that the Sogdians painted the faces of Persians, Byzantines, Turks, Chinese, 

and Indians on the wall. In Tangshu, it is reported that the Kushan king prays every 

morning in this room. The paintings on the western wall, which is very significant among 

this collection, show representatives of different countries. Most likely, they have 

gathered during Nowruz. One is the Chinese ambassador who donated silk fabrics. The 

Chinese have pure silk fabric, the Iranians have a necklace and embroidered silk, and 

each of the mountain men a buffalo tail. One of the wall inscriptions states that the men 

wear cheetah clothing 
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ىٍ ډٕبن َئٍ آيٍويځبن، ٵٕڄ َب، ٙشََب ي إت َب   .ثٍ َمَاٌ ىاٍوي  (.ي ىڇ ځبيډٕ٘ ثٍ َمَاٌ آيٍىٌ اوي سجشٓ َٖشىي
ٽٍ وٺبٙٓ آن سؤَت  َمٍ ثٍ ٕمز ډَٽِ سًَٞٔ  . ٽٍ آوُب ٍا َيأز ډٓ ٽىىي َٕثبُان وِٕ ىٔيٌ ډٓ ًٙوي َمـىٕه 

٥َاكٓ اڅجٍٖ ي دبٍؿٍ   .ډَٕيوي ٽٍ اكشمبلا ٵَىْ ٽٍ ىٍ ډٕبوٍ سًَٞٔ وٖٚشٍ إز يٍهًډبن ٙبٌ ٕمَٹىي ډٕجبٙيٙيٌ 
 ٍا ثَ څجبٓ َب ي دبٍؿٍ َبْ ٭ُي ٕبٕبوٓ وٺُٚب ي أه ډٕجبٙيَب ىٍ أه وٺبٙٓ َبْ ىًٔاٍْ وٚبن اُ سبطَٕ َىَ ٕبٕبوٓ 

 . ثَاْ ډظبڃ ثٍ ٥َف َبْ َُٔ ډٓ سًان اٙبٌٍ ٽَىسًان ىٔيي كشٓ ٩َيٳ ي اثَٔٸ َبْ أه ٭َٞ ُٔبى ډٓ 

身穿豹皮、带着水牛尾巴的是藏族人）。这群前来进献礼物的大使还带着大象、骆
驼、马及保护他们的士兵。壁画中的服饰与织物设计深受萨珊艺术的影响，那些装
饰图案经常出现在萨珊时期的服饰与织物之上，有时还会出现在器皿乃至水壶之上，
这些图案包括: 

Tibetans are wearing the buffalo tail. Depicted among the gifts are elephants, camels, 

and horses, as well as soldiers who riding them. Clothes and fabric design in these wall 

paintings, clothes, and fabrics show Sasanian influence. Even in the wares and jugs of 

this era, for example, the following designs have been mentioned:  

 
 

 

 

 
Figure 17. Map of silk roads. 
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كًٕاوٓ ثب َْٕ ٙجٍٕ ٍيثبٌ، ىٕشبوٓ ٙجٍٕ َٕٙ ي ثبڅُبٔٓ ٙجٍٕ ٭ٺبة ي ىډٓ ٙجٍٕ ٕىؼبة ٽٍ ٕٕمَٯ ٕبٕبوٓ ٍا - 1
 .(B .47سًَٞٔ)وٚبن ډٓ ىَي 

ٱبُْ ثب ثبڅُبٔٓ ثب وًٻ ؿَهٕيٌ ٽٍ ځَىوجيْ اُ ډَيأٍي ٽٍ ٍٕ ىاوٍ اُ آن آئِ إز ٍا ىٍ ډىٺبٍ ځَٵشٍ ي ٍيثبن - 2
 (AB.128ي A. ،123.C ،124.B ،125 130سًَٞٔ)ثَاٵَاٙشٍ اْ ثَ ځَىن آن إز 

 (.A.60سًَٞٔ) ٽٍ وٚبن يٍطَٱىٍ ٔب هياْ دَٕيُْ إز ٥َف ٍأغ ځَاُ ٕبٕبوٓ ٍا ډٕجٕىٕڈ- 3

 (.C.47 ي A.26سًَٞٔ) ٥َف ډياڅًٕن  ٽٍ ىٍ ؿُبٍ ځًٍٙ آن وٺ٘ كلاڃ ډبٌ ي ٕشبٌٍ ىٔيٌ ډٓ ًٙى- 4

 .سَٽٕت ٵٕڄ ىٍ ىاهڄ ډياڅًٕن ٽٍ وٚبن اُ سبطَٕ َىَ َىي ثَ َىَ ٕبٕبوٓ إز- 5

 (.C.47 سًَٞٔ)ٍثبوُبٔٓ ٽٍ ثَ دبْ إجبن ثٖشٍ ٙيٌ إز - 6

1. 头像狐狸，爪似狮子，翅膀像鹰，尾巴像松鼠的伊朗神鸟（图 47.B） 

2. 翅膀扭曲的鹅，用嘴叼着一串穿了三颗珍珠的项链，脖子上挂着一条丝带（图
123.C，124.B，125，128.AB，130.A） 

3. 萨珊常见的野猪纹样设计，是战神的象征（图 60.A）。 

4. 圆形浮雕设计，在四个角上可以看到新月和星星的图案（图 47.C 和 26.A）。 

5. 圆形浮雕内有大象图案，这体现了印度艺术对萨珊艺术的影响。 

6. 绑在马脚上的丝带（图 47.C）。 

1.Headed fox animal with lion paws, eagle wings and a squirrel tail shows the Sasanian 

Simorgh (Fig. 47. B).  

2.A goose with wings twisted to hold a pearl necklace with three beads on its beak, and 

a ribbon around its neck (Figs. 123. C; 124.B; 125; 128.AB; and 130.A). 

3.A Sasanian boar very common, a symbol of Vartanghneh (Verethragna) or the God of 

victory (Fig. 60. A). 

4.Medallion design with its four corners in the pattern of crescent and star (Figs. 47. C; 

and 26.A). 

5.A composition of the elephant inside the medallions evidencing the influence of 

Indian art on Sasanian art. 

6.Ribbons tied to a horse’s feet (Fig. 47. C). 
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  ٍاٌ ىٍٔبٔٓ اثَٔٚڈ
海上丝绸之路 

Sea Silk Route 

ٓ ٍاوٓ ىٍ آة َبْ   .سؼبٍر ىٍٔبٔٓ وٕبُ ثٍ ډُبٍر ىٍٔبوًٍىْ ىاٙشٍ ي أَاوٕبن أه ډُبٍر ٍا اُ ىَٔثبُ ىاٙشٍ اوي ٽٚش
ٓ ٙيٌ  ىَٔثبُ اوؼبڇ  اُ  أَان ٓ ٕبُْ ي  ىٍٔبوًٍىْ،   أه ٕىز  سًػٍ ثٍ ي ثب  ډ  اثِاٍَبْ  ػٖشه اُ  ًٕى وٕبُ ثٍ ٽٚش

 . ىٍٔبوًٍىْ ىٍأَان يػًى ىاٙشٍ إـز

 ، دبٍٓ ىٍٔبْ َبْ  آة  . ٕبُْ ثٖٕبٍ ٱىٓ ي دَثبٍ إز ډُىيٕٓ أَاوٕبن اُىٔيځبٌ ىٍٔبوًٍىْ يٽٚشٓٵََىڀ ٵىٓ ي 
ٍ َبْ  ػىًة ٱَثٓ أَان، اُ ىَٔثبُ دُىٍ ىٍٔبوًٍىْ ي ىٍٔبدًٔٓ أَاوٕبن  ىٍٔبْ ٭مبن ي اٹٕبوًٓ َىي، َمـىٕه ٍيىهبو

ٓ ٕبُْ ي   ؿىئه ثبٍ، ىٍ ٙبَىبډٍ ٵَىيٕٓ، . ثًىٌ إز ٹيډز ي  . ٕوه ٍاويٌ ٙيٌ إز اوٓ أَاوٕبن، ٽٚشَٕ اُ ٽٚش
ٓ سًان ىٍٔبٵز  .دٕٕٚىٍ أه ٍٙشٍ اُ ىاو٘ ي ٵه ډُىيٕٓ أَاوٕبن ٍا اُ َٕيىٌ َبْ ٵَىيٕٓ ډ

 

 " ځٌٍٽَى ُان دٔ ثٍ ٽٚشٓ ثَ آة ُٽًٍٚ ثٍ ٽًٍٚ ثَآډي ٙشبة"

进行海上贸易需要掌握航海技能，伊朗人早就擅长于此了。伊朗水域的航运活动由
来已久，正因为有此传统，伊朗才需要造船，并从海运工具中获利。在航海及造船
领域，伊朗的技术与工程文化丰富灿烂。 

波斯湾、阿曼海、印度洋及伊朗西南部的河流一直是伊朗人航海的舞台。菲尔多西
（Ferdowsi）在《列王纪》中数度提及伊朗的造船业和航运业。在他的诗歌中，
我们可以找到伊朗工程科技的历史与背景： 

 

“他乘船穿过水域/在各国匆匆穿梭” 

Maritime trade required maritime skills and Iranians are long-time mariners. Iran has a 

long history of maritime commerce. There has always been a need for shipbuilding and 

profit from maritime tools in Iran.  

Iranian technology and Iranian engineering culture have had rich and fruitful influences 

on navigation and shipbuilding. The Persian Gulf, the Sea of Oman, and the Indian Ocean, 

as well as the rivers of southwestern Iran, have long been a seafaring centers for the 

Iranians. Ferdowsi's Shahnameh mentions Iranian shipbuilding and shipping several 

times. The history and background of this field of Iranian engineering science and 

technology is seen in Ferdowsi's poems.  

 

“He then passed of water by ship/ He hurried from one country to another.” 
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ٓ ٕبُْ ي ىٍٔبوًٍىْ ٍا  ٵَىيٕٓ اُ ػمٕٚي، دبىٙبٌ دٕٚياىْ، ثٍ ٭ىًان ووٖشٕه اوٖبوٓ ٽٍ َىَ ٱًاٝٓ ي ٝىٮز ٽٚش
ډٕشًان ىٍٔبٵز ٽٍ ىاوٚمىيان أَاوٓ ىٍ ىيٌٍ سبثىيځٓ وْاى آٍٔبٔٓ ٽٍ ىٍ ٙبَىبډٍ . ثٍ ىٔڂَان آډًهز، وبڇ ثَىٌ إز

ىٍٔبدًٔٓ   ىٍٔبوًٍىْ ي  ٵىًن ډًٵٸ ثٍ اهشَا٫ ٽٚشٓ ي  وبڇ ثَىٌ ٙيٌ إز،  دبىٙبَٓ ػمٕٚي   ثٍ وبڇ ىيٌٍ  ٵَىيٕٓ
ن إشٶبىٌ ٽَىٌ ثًىوي لاسٚبىٍ ٝىٮز ي ٥َاكٓ ٔپٓ اُ ٭ىبَْٝ ٽٍ ٥َاكبن ٕبٕبوٓ ثٖٕبٍ ىٍ ٥َاكٓ ډلًٞ .ٙيٌ اوي
ىاٙشه ډُبٍر  ٔپٓ اُ اٹلاڇ ٝبىٍاسٓ ٕبٕبوٕبن ثًىٌ ٽٍ أه هًى وٚبن اُ  أَانَمـىٕه ډَيأٍي .  ثًىٌ إز ډَيأٍي

وَٕيْ ىٍٔبٔٓ دبٍُٕب .  سب ىٍ ا٭مبٷ آة ډَيأٍي ٍا ػًٔب ًٙوي  ثًىٌ ٽٍ ثٍ آوُب ٽمټ ډٕپَىٌ هچٕغ ٵبٍٓٱًاٝٓ ىٍ 
ىٍ آن . ىٍ ىيٍان َوبډىٚٓ، اُ ػمچٍ ډؼُِسَٔه ي سًاومىيسَٔه وَٕيْ ىٍٔبٔٓ ثًىٌ ٽٍ سبٍٔن ػُبن ثٍ هًى ىٔيٌ إز

 .  ثٕٚشَ ځٖشَٗ ىَىي  هًى ٍا  سًاوبٔٓ وَٕيْ ىٍٔبٔٓ ثٍِٿ  هًى سًاوٖشىيٵىٕٺٓ ثٍ ىٕشٕبٍْ ٍ٭بٔبْ  ُډبن دبٍٕٕبن

ٓ َبْ ثٍِٿ سَٔه  دبٍٕٕبن ىٍ آن ُډبن،  وجَىوبيَبْ ي ثبىثبن   دبٍي ُن   ٽٍ ٍٕ ٍىٔٴ  ػىڂٓ ُډبن هًى ثًىوي  ٽٚش
ٓ ٽَىوي80ىاٙشىي ي ثب َٕ٭ز   وٶَ اُ آوُب 30 ػىڂؼً ثًى ٽٍ 200ََ وجَىوبي كبډڄ .  ډٕڄ ىٍٔبٔٓ ىٍ ٍيُ كَٽز ډ

 .(1387 ٍيٙىيڅٓ،)َٕثبُان ُثيٌ دبٍٕٓ، سپبيٍ، ثًىٌ اوي 

菲尔多西称，皮西达德国王贾姆希德（Jamshid）是首位传授潜水技艺，传播造船技
术，发展航海工业的人。《列王纪》曾记载，在贾姆希德统治时期，雅利安民族文
化辉煌灿烂，这一时期的伊朗科学家们成功发明了船只、海运与海军技术。在工业
和设计领域，萨珊设计师设计产品时最常用的元素之一就是珍珠。珍珠也是萨珊王
朝的出口货物，是展示萨珊人波斯湾潜水技艺的标志，这种技能令他们得以在深水
区寻找珍珠。阿契美尼德时期的波斯海军是当时世界上装备最精良、实力最强的海
军之一。当时，波斯人在腓尼基诸侯的帮助下，进一步增强了庞大海军的战斗力。
在那个时期，波斯的战舰是最大的战舰，有三排桨手和帆，每天可以航行 80 海里。
每艘战舰载有 200 名士兵，其中有 30 人是精英士兵或游骑兵（罗尚德里，
2008）。 

Ferdowsi mentioned Jamshid, the Pishdadi king, as the first to teach the art of diving 

and shipbuilding and seafaring industry. Iranian scientists of the period of the Aryan 

ascendance, mentioned in Ferdowsi's Shahnameh as the reign of Jamshid, invented 

ships and maritime and naval techniques. In industry and design, one of the most 

common elements used by Sasanian designers was pearls. Pearls was also a Sasanian 

export item, which was a sign of their diving skills in the Persian Gulf, which helped 

them to search the pearls in deep-water. 

The Achaemenid period Persian navy was, at the time, one of the world’s best equipped 
and powerful navy forces. Persians using Phoenician vessels expanded the capabilities of 

their large navy. Persian battleships of that time were the largest warships, with three 

rows of oarsman and sails it could traverse 80 nautical miles per day. Each battleship 

carried 200 soldiers, 30 of whom were elite Persian soldiers, or Rangers (Roshandeli, 

2008). 
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ىٍ ُډبوٓ ٽٍ وبيځبن أَان ىٍ سمبډٓ ىٍٔبَبْ   ي ىٍ ُډبن ٵَډبوَيأٓ هٚبٔبٍٙبٌ،   دٕ٘ اُ ډٕلاى ىٍ آٱبُ ٕيٌ دىؼڈ
ٓ ٽَى،  ٔټ َٕبر أَاوٓ ثٍ َٕدَٕشٓ َٕمٕچپًن، ىٍٔبوًٍى أَاوٓ، ډبډًٍ ٽٚٴ ي ثٍَٕٓ ًٕاكڄ  ػُبن ٵَډبوَيأٓ ډ

 سبٍٔن وڂبٍان أه َٕبر ثٖٕبٍ ٵَاسَ اُ ٕبكڄ ي سب ىٍٔبْ ٕبٍځبًٕ، ىٍ ډٕبوٍ ٍاٌ اډَٔپب ىٍ اٹٕبوًٓ  ثٍ ځٶشٍ. اٍيدب ٙي
 ٵَيوي وجَىوبي سٚپٕڄ 1207اُ  ىٍ ىٍٔبْ ډئشَاوٍ،  وبيځبن ثب ٙپًٌ هٚبٔبٍٙبٌ  . ا٥چٔ، ٍا ډًٍى ثٍَٕٓ ٹَاٍ ىاىوي

.  ٙيٌ ثًى

ٓ ځَىىهچٕغ ٵبٍٕٓىي ىٔڂَ دَٕاډًن ىٍٔبوًٍىْ ىٍ  ىٍ آن ُډبن، ىٍٔبوًٍىْ .  ثٍ ٕيٌ ْ ؿُبٍڇ دٕ٘ اُ ډٕلاى ثبُ ډ
اُ ډٞت ٍيى ٕىي ثٍ  ٕٶَ هًىىٍ اي . ثٍ وبڇ وٕبٍهًٓ ثٍ ٵَډبن إپىيٍ ډٺييوٓ ثَاْ ٽبيٗ ثٍ َُٕډٕه دبٍٓ آډي

ٍ ْ سىڂٍ ََډِ ي اُ آن ػب ثٍ آة َبْ  ډبػَاْ  . ي َٕاوؼبڇ ىٍ ٕبكڄ ٍيى ٽبٍين څىڂَ اوياهز  ٍٵز هچٕغ ٵبٍٓىَبو
ٍ اْ وًٙز ٽٍ اٝڄ آن اُ ثٕه ٍٵشٍ، اډب ؿپٕيٌ اْ اُ آن ىٍ ٽشبة ٔپٓ اُ 146ٕٶَ ىٍٔبٔٓ   ٍيٌُ ْ هًى ٍا ىٍ ٕٶَوبډ

 . سبٍٔن وڂبٍان ٕيٌ ْ ووٖز دٕ٘ اُ ډٕلاى ثٍ ٭ىًان څٚپَٽٚٓ إپىيٍ، ثبٹٓ ډبويٌ إز

公元前 5 世纪初，在薛西斯统治期间，伊朗舰队称霸了海上世界，伊朗水手希米
尔康（Himilcon）曾率领伊朗代表团前往欧洲海岸探险。据历史学家记载，这支探
险队的考察范围已远远超出了海岸，到达了马尾藻海，即大西洋上美国航线的中部
区域。薛西斯的强大海军队伍在地中海拥有 1207 艘战舰。 

另一份与波斯湾航海史有关的文献可以追溯到公元前 4 世纪。当时，一位名叫尼
阿卡霍斯（Niarkhos）的水手奉亚历山大大帝之命踏上了探索波斯的旅程。他从印
度河河口到达了霍尔木兹海峡入口，又从那里出发抵达了波斯湾，最后锚泊在卡鲁
恩河河畔。他写了一本游记，记录了自己为期 146 天的海上航行见闻。这本游记
的原稿已经遗失，但公元前 1 世纪，某位历史学家在所著书中，保留了一篇名为
《亚历山大远征》的摘要。 

At the beginning of the fifth century BC, during Xerxes’ reign the Iranian fleet ruled the 
seas of the world. An Iranian delegation led by Himilcon, an Iranian sailor, explored the 

coasts of Europe. According to historians, the expeditionary group traveled far beyond 

the coast and to the Sargasso Sea, in the middle of the Atlantice route to America. The 

Xerxes Mediterranean navy consisted of 1,207 warships. 

Another Persian Gulf navigation document dates to the fourth century BCE. A sailor, 

Niarkhos, explored Persia on Alexander’s orders. He travelled from the mouth of the 
Indus River through the Straits of Hormuz and from there the waters Persian Gulf. He 

finally anchored on the banks of the Karun River. He wrote the story of his 146-day sea 

voyage in a travelogue the text of which has been lost, but a summary was presented in 

one of the historians of the first century BCE. and linked to Alexander's expedition.  
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ٍ ٍي ٙيٌ ثًى هچٕغ ٵبٍٓاي َىڂبڇ ىٍٔبوًٍىْ ىٍ  ٓ َبْ ىٍٔبٔٓ ثٍِځٓ ٍي ث ٽٍ سب آن ُډبن ډبوىي آن ٍا وئيٌ   ثب ٵبوً
ٍ ْ ي ىٍ ثًى  ٓ َبْ ٕٶَٗ ٔبى ٽَىٌ إز  هًى اُ آن َب ثٍ ٭ىًان  ٕٶَوبډ ٽُه سَٔه ٕىي ىٍٔبوًٍىْ   . ٔپٓ اُ ٙڂٶش

٘ َِاٍ ي   ؿٲبډٕ٘ ثٍ  سمين وبكٍٕ سبٍٔن  . ثيٕز آډيٌ إز  هًُٕشبن   ٽٍ ىٍ ؿٲبډٕ٘ څًكٓ إز أَاوٕبن،  ٙ
ٓ ٍٕي ٓ ىَي  أه څًف ځچٕه،  .َٚشٞي ٕبڃ دٕ٘ اُ ډٕلاى ډ ىٍ أه ٽٚشٓ ٔټ  . ٔټ ٽٚشٓ ٍا ثب َٕوٕٚىبو٘ وٚبن ډ

ٓ ًٙوي ىٍ أه ډَُ ٔټ ځبي وَ ي . َٕىاٍ دَٕيُ أَاوٓ، ثبُځٚشٍ اُ ػىڀ وٖٚشٍ ي إَٕان ُاوًُىٌ ىٍ ػچًْ اي ىٔيٌ ډ
ٓ ًٙىڅٓٔټ دَؿڈ كلا  . ٙپڄ َڈ ىٔيٌ ډ

尼阿卡霍斯在波斯湾航行时，遇到了闻所未闻，见所未见的巨型灯塔，在游记中，
他称其为海上奇观。胡齐斯坦乔加米什发现的一块泥板上有最古老的伊朗海军文字
记录。乔加米什的文明史可以追溯到公元前 6800 年。泥板上绘有一艘载着乘客的
船，船上坐着一位从战场凯旋归来的伊朗将军，囚犯跪在他面前。此外，泥板上还
有一头公牛和一面新月形的旗帜。 

While in the Persian Gulf, he encountered large lighthouses unlike any he had seen 

before. His travelogue declares them as one of the wonders of his voyage. The oldest 

Iranian naval document is a tablet found in Choghamish, Khuzestan. Choghamish-region 

civilizations date to 6800 BCE. This clay tablet depicts a ship with its passengers. On this 

ship, a victorious Iranian general, returning from war, sits with prisoners kneeling in 

front of him. In this seal, a bull and a crescent-shaped flag can be seen. 

 

 

 

Figure 18. A. Chogha Mish tablet shows a Persian ship of about 

6800 BCE. Tappeh-ye Chogha Mish dates to 6800 BCE and it  is 

the site of a Chalcolithic settlement in Western Iran, in Khuzistan 

Province on the Susiana Plain; B. Commemorative limestone 

plaque of a banquet celebrating the exchange of goods. Probably 

Sumerian. 
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دبٔبن ىيٍان اٹشياٍ اٙپبوٕبن ًٍٙٗ ي ََع ي ډَػٓ ىٍ  َُٙ سبٍٔوٓ ا٦ٝوَ ىٍ َُٕډٕه دبٍٓ ثب٭ض ٙي   اُ  دٔ
 اٍىَٕٙ ثٮي اُ سَٞٳ ٽَډبن ي  .ثٮي اُ اي اٍىَٕٙ ثبثپبن ثؼبْ اي ثَ سوز ٕچ٦ىز وٖٚز . ثٍ ٕچ٦ىز ٍٕي ٙبدًٍ 

 ٽٍ وجَىَبْ وُبٔٓ اٍىَٕٙ ثب اٍىيان ىٍ  ىٍ َمٕه ػب ثًى .  ٍٕٕيهچٕغ ٵبٍٓ ي ثٍ ًٕاكڄ  اٝٶُبن، هًُٕشبن ٍا ٵشق
سىُب ډىج٬  ٙـَف ٽـشجٓ  . وَٕيْ ىٍٔبٔٓ ٙي ثٍ إشٶبىٌ اُ   ٵشق ٭مبن ي ٭جًٍ اُ ىػچٍ وبؿبٍ   اٍىَٕٙ ثوب٥َ ځَٵز ي

ٽٍ ىاډىٍ ىٍٔبوًٍىْ ٕبٕبوٕبن اُ ٕٕلان ي كييى ي طٲًٍ   ُثبوٚىبٕبن وِٕ ډجٕه أه كٺٕٺز إز  سبٍٔوٓ ي وِٕ ځًآَ
.   إزٔبٵشٍسٚپٕلار َٕمبٍَب ثٖٕبٍ ٵَاسَ ٍٵشٍ ي سب ًٕډبسَا ي ثىبىٍ ؿٕه ځٖشَٗ 

ٍ ْ ػٌَِٔ   (ًيالاٽشبٳ)ٙبدًٍ ىيڇ  ىٍ ُډبن ٕبٕبوٕبن،   ثَاْ ػچًځَْٕ اُ ًٍٔٗ  ٵبٍٓ هچٕغَبْ  دٔ اُ سَٞٳ َم
ٍ وٕٚه، إشلپبډبر و٪بډٓ ٍا ىٍ َٕٕاٳ  ؛ 1387 ٍيٙىيڅٓ،) ي ثلَٔه ٕبهز هچٕغ ٵبٍٓ ي ػٌَِٔ َبْ  ٭َة َبْ ثبىٔ

ىٍ ٹَن ىَڈ  هچٕغ ٵبٍٓ  ډَٽِ اٝچٓ سؼبٍْ ، ػٌَِٔ ٽٕ٘  ٹجڄ اُ ٩ًٍُ  َٕٕاٳ (.1973يأشُبيٓ ي ئچٕبډًٖن، 
 . ډٕلاىْ ثًى

帕提亚帝国覆灭后，在波斯历史名城伊什塔克尔中发动的叛乱与混战将沙普尔推上
了王位。后来阿尔达希尔·帕帕克成了继任者。占领了克尔曼和伊斯法罕后，阿尔
达希尔征服了胡齐斯坦，势力范围延伸到了波斯湾的海岸。在那里，他与阿达瓦展
开了决战，且不得不动用海军征服阿曼，渡过底格里斯河。仅存的史料与语言学家
都证实萨珊海军的势力范围已远远超出锡兰和喜马拉雅山脉边界，延伸到了苏门答
腊和某些中国港口。 

在萨珊王朝统治时期，沙普尔二世（佐拉克塔夫）占领波斯湾所有岛屿后，为了防
止贝多因人入侵，在尸罗夫、波斯湾岛屿和巴林岛建立了军事防御工事（罗尚德里，
2008；怀特豪斯、威廉森，1973）。在基什岛崛起前，公元 10 世纪，波斯湾的
主要商业中心是尸罗夫。 

When Parthian authority ended, rebellion and chaos in Persian Estakhr led to Shapur’s 
reign. After him, Ardeshir Babakan ascended the throne. After capturing Kerman and 

Isfahan, Ardeshir conquered Khuzestan and reached the Persian Gulf. It was here that 

Ardashir's final battles with Ardavan took place. Ardashir usedhis navy to conquer 

Oman and cross the Tigris River (Dijlah). Historical sources as well as linguistic evidence 

indicates that the Sasanian naval reach extended beyond Ceylon and the borders of the 

Himalayas and on to Sumatra and Chinese ports.  

During the Sasanian era, Shapur II (Zolaktaf) occupied all Persian Gulf islands toprevent 

a Bedouin Arab invasions. Military fortifications were built in Siraf  and on Persian Gulf 

islands and Bahrain (Roshandeli, 2008; Whitehouse and Williamson, 1973). Siraf was the 

chief emporium of the Persian Gulf in the tenth century CE. prior to the rise of Kish 

Island.  
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 ي كشٓ ىٍ َٙٷ ډلًٖة ډٓ ٙي ي ىٍ ياٹ٬ هچٕغ ٵبٍٓأه ثىيٍ كييى ٍٕ ٹَن ثٍ ٭ىًان ثٍِځشَٔه ثىيٍ سؼبٍْ ىٍ 
 اُ   اډب  وجًى،هچٕغ ٵبٍٓ أه ثىيٍ سىُب ثىيٍ طَيسمىي  ََؿىي  .ي ٔټ ډَٽِ سؼبٍْ طَيسمىي ثًى ٔټ ثىيٍ ثٕه اڅمچچٓ 

ٹئمٓ سَٔه ډشًن وًٙشٍ ٙيٌ س٤ًٕ ډًٍهبن ډٖچمبن ٽٍ ىٍآن اُ َٕٕاٳ وبڇ ثَىٌ اوي . اَمٕز ئٌْ اْ ثَهًٍىاٍ ثًى
ىٍٕز ىٍ َمبن ُډبوٓ ٽٍ أه َُٙ َىًُ ثٍ ٭ىًان ٔټ ثىيٍ  ايا٤ٕ ٹَن وُڈ ډٕلاىْ ډٓ ثبٙي،   ثٍ وٕمٍ ايڃ  ډَث٣ً

.  ثٍِٿ ىٍ و٪َ ځَٵشٍ ډٕٚي

ىٍ ثَوبډٍ ٕٶَ هًى  ىٍٔبوًٍىْ اُ َٕٕاٳ ٽٍ  هًى وبڇ ثَى ٕچٕمبنِ سبػَ ثًى،   ٽٍ اُ َٕٕاٳ ىٍ ٽشبة  ايڅٕه ٙوٞٓ
َٙف  (. ڇ1229–1179) كمًْٔبٹًر  .(2001َٕٕاٵٓ،) ىٍثبٌٍ ډًٹٮٕز َٕٕاٳ ي اَمٕز سؼبٍر ىٍ أه َُٙ وًٙز

ٽٍ ثبٍُځبوبن آن ٍا ٕٙلاي ډٓ   ََُٙبْ ٵبٍٓ إز   ٔپٓ اُ َُْٙ ىٍ وبكٍٕ اٍىَٕٙ هًٌٍ ي [َٕٕاٳ]... » : ډٓ ىَي
 اُ ؿًة ٕبع ٕبهشٍ   ثب ٕشًوُبٔٓ ٔبىثًىَب ي ثىبَبْ ُٔجبٔٓ ىٍ َُٙ يػًى ىاٍى ي َمـىٕه ٔټ ډٖؼي ػمب٭ز. وبډىي

  .يٹشٓ ًَا هًة إز اُ َٕٕاٳ سب ثٌَٞ َٶز ٍيُ ٥ًڃ ډٓ ٽٚي .ٙيٌ إز

三百年来，它一直是波斯湾乃至东方最大的商业港口，同时也是国际港口和繁荣的
商业中心。虽然尸罗夫不是波斯湾唯一富饶的港口，但却具有特殊的意义。穆斯林
历史学家记录的与尸罗夫有关的最早史料可以追溯到公元 9 世纪中叶上半叶，当
时，这座城市还不算伟大的港口城市。 

苏莱曼·阿尔·塔吉尔（Sulayman-I tajir）是首位在书中提及尸罗夫的人，他是一位
来自尸罗夫的航海家，在航海日程中记录了该城的地理位置及其商业的重要性（西
拉菲，2001）。雅古特·哈马维（YaqutHamawi）(公元 1179 年-1229 年) 曾写道：
“【尸罗夫】既是阿达希尔古尔地区的一个城市，又属于法尔斯，被商人叫作希拉
瓦。尸罗夫内有一些美丽的纪念碑与建筑物，此外还有一座用柚木做柱子的公理会
清真寺。天气不错的时候，从尸罗夫到巴士拉只需要七天。 

For about three centuries Siraf was the greatest Persian Gulf commercial port and an 

international port and a wealthy commercial center. It was not the only wealthy Persian 

Gulf port but it had special significance. The oldest Muslim historian texts mention Siraf 

as being a great port as early as the first half of mid-ninth century CE.  

Sulayman-I tajir, a navigator from Siraf, was the first to mention his home town and its 

important commercial position. (Sirafi, 2001). Yaqut Hamawi (1179–1229 CE.) writes 

that Siraf “is a city in the Ardashir Khurrah district, and one of the cities of Fars, which is 

called Shilav by the merchants. There are some beautiful monuments and buildings in 

the city, and also a congregational mosque with columns made of teak wood. When the 

weather is good it takes seven days from Siraf to Basrah. 
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، ىٍثبٌٍ ْ َٕٕاٳ 1966سب ُډبن آٱبُ ٽبيٗ َب ىٍ ٕبڃ . «إز [ ٽٕچًډش289َكييى ] څٕڀ60ٵبٝچٍ َٕٙاُ ي َٕٕاٳ
 وٚبن ىاى 1973 سب 1966 ٽبيٗ َبْ اوؼبڇ ٙيٌ س٤ًٕ ىًٔٔي يأشُبيٓ اُ ٕبڃ.سب ٹجڄ اُ ٹَن وُڈ ا٥لا٭بسٓ وياٙشٕڈ

سب كيْ ىٍ كٕه   إشٺَاٍ آن  ٹچٮٍ ٽًؿټ ٕبٕبوٓ ي ډلڄ  ىٍ ىيٌٍ ٕبٕبوٕبن ثىيٍ ٽًؿپٓ ثًىٌ إز،   أه ثىيٍ ٽٍ
ثَ ډٕڂَىى ي ٕبهشمبوُبْ ىٔڂَ ثلاٵبٝچٍ  ( ثٮي اُ ډٕلاى379–309)كٶبٍْ ٽٚٴ ٙيٌ ياكشمبلا ثٍ ىيٌٍ ْ ٙبدًٍ ىيڇ 

ٔټ دبٕڂبٌ ډَُْ ىٍ ٱبوڈ، ىٍ سىڂٍ ََډِ  وِٕ ٽٚٴ ٙي؛ ٵبٍٓهچٕغ ثبلاْ ٕبكڄ ئټ اٍٿ ىٍ اٍسٶب٭بر ډَٚٳ ثٍ 
.  يػًى ىاٙشٍ ٽٍ اكشمبلا ثٍ ډى٪ًٍ و٪بٍر ثَ ٽٚشَٕاوٓ ثًىٌ إز

 6ٹَنىٍ  (اوًَٕٙيان)هَٖي ايڃ ىٍ ُډبن  ىٍ ٭مبن ىٍ اډذَا٥ًٍْ هًى ثىيٍَبْ ىٔڂَْ وِٕ اُ ػمچٍ ډٖٺ٤ ٕبٕبوٕبن
٭ىًان اوجبٍډًٹز ٭مڄ   ډبوىي َٕٕاٳ ثٍ ٵبٍٓهچٕغ أه ثىبىٍ ثٍ َمَاٌ ثىيٍَبْ  .سؼبٍر ثىبٽَىوي ثَاْ ځٖشَٗ  .ڇ

أه اډَ ثبيػًى ثٺبٔبْ إٙبْ ياٍىاسٓ ډبوىي ٩َيٳ ٝبىٍاسٓ ٕچٖچٍ سبوڀ، ٩َيٳ ٕٶبڅٓ ډًػًى ىٍ َٕٕاٳ  . ډٕپَىوي
 .(ٽٍ ىٍ ډًٌُ ٙبوڂُبْ وڂُياٍْ ډٓ ًٙى)ي سٮياى ُٔبىْ ٕپٍ ٥لاْ ٕبٕبوٕبن اُ دبىٙبَبن ډوشچٴ ىٍ ػىًة ؿٕه 

设拉子和尸罗夫距离 60 里格（约 289 公里）”。一直到 1966 年进行考古挖掘时，
我们才逐渐开始了解 9 世纪之前的尸罗夫。1966 至 1973 年，大卫·怀特豪斯
（David Whitehouse）主持了考古挖掘工作，结果显示尸罗夫在萨珊时期是一个
小港口，在挖掘过程中，工作人员还发现了一个可能属于沙普尔二世时期（公元
309 至 379 年）的小堡垒；海滩上有些建筑物，高地上有座可以俯瞰波斯湾的城
堡；在霍尔木兹海峡加奈姆，有个可能用于监管航运的哨所。为了进一步扩大贸易
规模，萨珊人还在某些地方建造了其他港口（譬如公元 6 世纪，在胡斯鲁一世统
治时期，于阿曼马斯喀特建造了港口）。这些港口和波斯湾的尸罗夫都充当了贸易
中心的角色。出土的舶来品残骸，如唐代出口器物、尸罗夫发现的陶瓷、中国南部
地区大量出土的、印有不同国王的萨珊金币（现藏于上海博物馆）、 

It is 60 leagues from Shiraz to Siraf or about 289 kilometers. ” Until excavations began in 
1966, little was known about Siraf before the ninth century. The David Whitehouse 

excavations from 1966 to 1973 revealed that it was a small port with a small Sasanian 

fortress. The fortress and settlement was partly uncovered during the excavation and is 

tentatively dated to Shapur II (309–379 CE.)Other buildings immediately above the 

beach and a citadel on high ground overlooking the bay tend to confirm the dating and 

there was a Persian outpost at Ghanam, in the Strait of Hormuz, Persian Gulf, which may 

have overseen shipping.  

Sasanians built other imperial ports to expand their trade in such places as Muscat in 

Oman during the time of Khosrau I (Anushirvan) in 6th century CE. These ports along 

with the Fars ports such as Siraf acted were entry points. This is supported by the 

finding of imported objects, such as Tang dynasty export wares and pottery in Siraf and 

a large number of Sasanian gold coins of different kings in Southern China. These are 

kept in the Shanghai Museum); 
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ىٍ ډًٌُ ثَٔشبوٕب وڂُياٍْ )ي ٕپٍ َبْ ٕچٖچٍ سبوڀ ٽٍ س٤ًٕ ىًٔٔي يأشُبيٓ ىٍ َٕٕاٳ ىٍ ػىًة أَان كٶبٍْ ٙي
 ىٍ ٵبٝچٍ َبْ ُٔبى ثٕه َٕٕاٳ ي  أه ډًاٍى ٽٚٴ ٙيٌ ځًاٌ ٍيٙىٓ ثَاْ سؼبٍر ٕبٕبوٕبن ډًُٚى إز؛  (ًٙى ډٓ

اځَؿٍ ثٍ و٪َ . أه وٚبن ډٕيَي ٽٍ ىٍ دبٔبن ىيٌٍ ٕبٕبوٕبن، َٕٕاٳ سىُب ٔټ دبٔڂبٌ و٪بډٓ وجًىٌ إز. ؿٕه ډٓ ثبٙي
اډب ىٍ اياهَ ىيٌٍ ٕبٕبوٕبن ثٍ ٔټ ثىيٍ سؼبٍْ سجئڄ  ډٓ ٍٕي ىٍ ىيٌٍ  ٙبدًٍ ىيڇ، َٕٕاٳ ٔټ دبٔڂبٌ و٪بډٓ ثًىٌ، 

(. 2014دبٙبُوًُ، ډىش٪َ ٩ًٍُْ ي اكميْ، )ٙيٌ إز 

大卫·怀特豪斯于伊朗南部尸罗夫挖掘的唐代钱币（现藏于大英博物馆）都可以佐
证这一论点，即出土文物显然可以证明尸罗夫与中国之间有过长途贸易。这表明在
萨珊时代末期，尸罗夫不仅仅是警戒基地。虽然在沙普尔二世统治时期，它似乎一
直是警戒基地，但在萨珊末期，它已转变为贸易港口（帕沙·赞努斯，蒙塔泽尔·佐
胡里，艾哈迈迪, 2014）。 

Whitehouse excavated Tang Dynasty coins in Siraf in Southern Iran which are housed in 

the British Museum. These items are clear proof of long-distance Sasanian trade 

between Siraf and China. It shows that by the end of Sasanian period, Siraf was a 

military and economic outpost. In the Sasanian period of Shapur II, Siraf appears to have 

been a military outpost being transformed into a trading port by the late Sasanian 

period (Pashazanous, Montazer Zohouri and Ahmadi, 2014). 

 

 

Figure 19. A. Coin, 621 CE. Tang dynasty, Excavated in Siraf, The Trustees of the British Museum, 2009,4088.183; B. 

Drachm of Khosrow II, with royal crown with bottom and side crescents, 590 CE. Sasanian, Iran, Probably found in China, 

The People Museum, 2017. 3Iran-521. 
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 (. ڇ242–224) ثىبثَأه اٍىَٕٙ  . ٍا اُ و٪َ ٕٕبٕٓ ي سؼبٍْ ډى٦ٺٍ اْ ثٖٕبٍ ډُڈ ډٓ ىاوٖشىيهچٕغ ٵبٍٕٓبٕبوٕبن 
اُ ػمچٍ ٍڇ اٍىَٕٙ، ًٍٔ  هچٕغ ٵبٍٓ ثىبىٍ ثٖٕبٍْ ٍا ىٍ څجٍ َبْ ٕبكڄ ٙمبڅٓ  (. ڇ379–309)ي ٕذٔ ٙبدًٍ ىيڇ 

. اُ آٱبُ ىيٌٍ ٕبٕبوٕبن، ثبٍُځبوبن ي ومبٔىيځبن ٍٕمٓ دبٍٕٓ ثٍ ؿٕه ٕٶَ ډٓ ٽَىوي. اٍىَٕٙ ي َٕٕاٳ اكياص ٽَىوي
ٔټ ډٺبڇ ٕبٕبوٓ ٍا ډٕٚىبٕٕڈ ٽٍ ثب ٽچمٍ ؿٕىٓ ٕبدبي وبډٕيٌ ډٓ ًٙى، ٽٍ ىٍ ٕٓ وبن ډلڄ إشٺَاٍ ډٮجي هياْ آس٘ 

 .ډٖشٺَ ثًى

آوبن  ثب ٍيډٓ َب ٍٹبثز ډٕپَىوي ي اډشٕبُار سؼبٍْ . ٕبٕبوٕبن ىٍ اياهَ ىيٌٍ دبىٙبَٓ هًى ىٍٔبَب ٍا ٽىشَڃ ډٕپَىوي
 ٽٍ كشٓ ىٍ ډبڅِْ ٔټ ډٖشٮمٌَ ٕبٕبوٓ يػًى ىاٙشٍ  ٍا سب َٕٔلاوپب َڈ ډًٍى ډىبٹٍٚ ٹَاٍ ډٕياىوي ي ثٍ و٪َ ډَٕٕي

، ٽبلاَبْ ٕبٕبوٓ وٺ٘ إبٕٓ ىاٙشىي ي كشٓ ځبَٓ ايٹبر ثَاْ ډلًٞلار 6 ي 5ىٍ ٕيٌ َبْ. (1979ٽَيځَ، )إز 
.  إشٶبىٌ ډٓ ٙي (دبٍٓ)دبٍٕٓ ٽٍ اُ ٱَة ثٍ ؿٕه ډٓ آډيوي، اُ څٺت دًًٕ 

从政治和商业意义而言，萨珊人认为波斯湾是非常重要的地区。因此，阿尔达希尔
（公元 224 至 242 年）和沙普尔二世（公元 309 至 379 年）在波斯湾北海岸边缘
建造了许多港口，其中包括拉姆·阿尔达希尔、里夫·阿尔达希尔和尸罗夫。从萨珊
时期开始，波斯商人和官方使团就拜访过中国。有位中文名叫“萨庖”的萨珊官员驻
扎在火神殿的所在地司南（Si-nan）。在萨珊王朝末期，萨珊人控制了海洋。 

他们与罗马人竞争，不断争取在斯里兰卡的贸易特许权，甚至似乎还在马来西亚拥
有殖民地（克律格，1979）。公元 5 世纪和 6 世纪，萨珊王朝的货物在贸易界举
足轻重，“波斯”这个词有时甚至会被用来形容从西方传入中国的波斯产货物。 

Sasanians considered the Persian Gulf to be a very important political and commercial 

region. Ardashir (224–242 CE.) and Shabuhr II (309–379 CE.) constructed many ports on 

the northern Persian Gulf coast including Ram Ardashir, Riv Ardashir, and Siraf. From the 

beginning of the Sasanian period, Persian merchants and official missions visited China. 

A Sasanian official called ‘sa-pao’ by Chinese officials was stationed in Si-nan where the 

temple of the celestial god of fire was established.  

By the late Sasanian period, Sasanians controlled the maritime routes. They had been 

competing with the Romans and disputing trade concessions as far as Sri Lanka, and it 

appears there was a Sasanian colony in Malaysia (Kröger, 1979). In the 5th and 6th 

centuries Sasanian goods played a major role. The term Po-ssu (Persia) was applied to 

Persian products that came to China from the west.  
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٭ٺٕٸ ػڂَْ،   ثٍ ؿٕه ٽٍ ٙبډڄ ډَػبن، ٭ىجَ،  ٝبىٍ ٙيٌ (دبٍٓ)  ډًٍى ډلًٞلار دًًٕ ثَ ٥جٸ ځٶشٍ ئًٚ، ډب ىٍ
إشًٍاٽٔ، دًسـًٻ،  ٽىيٍ،  ػًٌٕ،   ٵًلاى، ٙىڂَٳ،  اڅمبٓ،  ٕىڀ ثچًٍْ،  َڈ ٙٶبٳ ي َڈ ډبر، ٍٕٙٚ،  ډَيأٍي، 

 .ډ٦چ٬ ډٓ ثبٕٙڈ (وً٭ٓ ُوؼجٕڄ)ىاډبٕټ، ځچيان، هَډب، اٹًو٦ًٕن، آػٕڄ ي ځبلاوڂبڃ 

ؿًة ٝىيڃ، ثبٵشىٓ َبْ ډوشچٴ،  ًًٕٔٚ څٕٖز ډلًٞلار أَاوٓ ثبلا ٍا ث٤ٖ ىاىٌ ي ثٍ آوُب ٥لا، وٺٌَ، سبٗ، َٕة، 
ثٍ و٪َ ډٓ ٍٕيٽٍ ىٍ ٹَن ٙٚڈ ډٕلاىْ ثبٍُځبوبن ؿٕىٓ ي أَاوٓ ثَاْ ډجبىڅٍ ډلًٞلار . ٙپَ ي يٕمٍ ا١بٵٍ ډٕپىي

. ًٙاَي ٹبثڄ سًػُٓ ثَاْ إشٺَاٍ دبٍٕٕبن ىٍ ؿٕه يػًىىاٍى. هًى ثٍ ٥ًٍ ډى٪ڈ ىٍ ٕٕلان ثب ٔپئڂَ ىٔياٍ ډٕپَىوي
ٵىڀ ٍيئً "ىٍ هچٕغ سًوپٕه،   ٽٍ ىٍ ٕبكڄ ػىًثٓ ػٌَِٔ َبٔىبن  ٍاَت ؿٕىٓ ػٕبن ّن ډشًػٍ ٙي .  ڇ748ىٍ ٕبڃ 

 ثبٍ  ََ ٕبڅٍ ىي ٔب ٍٕ ٽٚشٓ سؼبٍْ أَاوٓ ٍا سًٹٕٴ ډٓ ٽىي، ، [ډى٦ٺٍ څٕىڀ ًْٙ اډَيُْ] ٵبوڀ، ٍئٕٔ يان آن ّي
 ٽٍ  ٽٍ أه ځًاٌ هًثٓ ډٓ ثبٙي (. 1928سبٽبٽًًٕ، )  " ي هيډٍ ٍا ثٍ إبٍر هًى ډٓ ځَٕى ٍا ثَاْ هًىٗ ثَىاٙشٍ

ؿبي ي )ؿٕه ډبوىي َبوًْ ي ٽبوشًن ثبُىٔي ډٓ ٽَىوي  ثىبىٍ ػىًة  ىٍ ىيٌٍ سبوڀ ثٍ ٥ًٍ ډپٍَ اُ  ٽٚشٓ َبْ أَاوٓ 
 (.1911ؿب، 

据《魏书》记载，波斯出口中国的商品有：珊瑚、琥珀、光玉髓、珍珠、透明及不
透明的玻璃制品、水晶、钻石、钢铁、朱砂、水银、乳香、安息香、广木香、织锦、
锦缎、椰枣、附子花、五倍子、高良姜等。《隋书》记载的波斯商品大体与上文相
同，但多了金、银、獠牙、铅、檀香、各种薄纱织品、糖和靛蓝染料。公元 6 世
纪，中国和波斯的商人似乎经常在锡兰会面，彼此交换物品。有大量证据显示波斯
人曾在中国定居。公元 748 年，中国高僧鉴真得知在海南岛南部海岸北部湾，有
个名叫冯若芳的万州首领（今陵水县）每年都会劫掠两、三艘波斯商船，取物为己
货，掠人为奴婢（高楠顺次郎，1928）。这表明在唐代，波斯船只会经常造访中
国南边的港口，如河内和广州（周，赵 1911）。 

According to the Weishu, Po-ssu, meaning Persia, exported to the following to China: 

coral; amber; cornelian; pearls; glass, both transparent and opaque; rock-crystal; 

diamonds; steel; cinnabar; quicksilver; frankincense; storax; putchuk; damask; brocade; 

dates; aconite; gall nuts; and, galangal. The Suishu lists the above as Persian products 

and also includes gold, silver, tush, lead, sandalwood, various cloths, sugar, and indigo. 

Sixth century CE. Chinese and Persian merchants met regularly in Ceylon to exchange 

their products. There is considerable evidence for Persian settlement in China. In 748 CE. 

A Chinese monk, Jian Zhen, understood that on Hainan, which is on the Gulf of Tonkin, 

on its south coast, “Feng Ruo-fang, the chief of Wan-an-zhou [the modern district of 

Ling-shui], seized two or three Persian merchant ships every year, taking the cargo for 

himself and making the crew his servants” (Takakusu, 1928). This is good evidence that 
in the Tang period Persian ships frequently visited the ports of Southern China such as 

Hanoi and Canton (Chau  and Chao, 1911).  
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ىٍ اډشياى ٕبكڄ ػىًة َٙٹٓ ؿٕه دٕ٘ اُ  ثىبىٍ  . ٌ اويثًىډب ډٓ ىاوٕڈ ٽٍ ثٖٕبٍْ اُ دبٍٕٕبن ىٍ آن ََُٙب ٕبٽه 
 سب   ٹَن ٙٚڈ ډمپه إز ىٍ اډب ثٍ و٪َ ډٓ ٍٕيٽٍ ؿٕىٓ َب . ٙشٍ اويآډين إلاڇ ٕبثٺٍ سؼبٍر ٥ًلاوٓ ثب أَان ىا

 ٔب ثٲياى ٕٶَ ٽَىٌ ثبٙىي، اډب أه ډًاٍى ډٮييى ډبػَاػًٔٓ  ثٌَٞ  َٕٕاٳ،   ثٍ ََډِ،هچٕغ ٵبٍٓ  ٭ين ٔب ىډبٱٍ ْ
  (.2014دبٙبُاوًُ، ډىش٪٩ًٍَُْ ي اكميْ، )سؼبٍْ ثًىٌ اوي 

 ي ٍٹبثز ٕبٕبوٕبن ثب ٍيډٓ َب ثَاْ ٽىشَڃ ثبُاٍ ي ٍاٌ َبْ سؼبٍْ، ثب٭ض ٙيٽٍ ٕبٕبوٕبن ثىبىٍْ هچٕغ ٵبٍٓاَمٕز 
ٹچٮٍ َبْ ٕبٕبوٓ وِٕ يػًى ىاٙشٍ اوي ٽٍ  ىٍٔبْ ٭مبن ي وِٕ ىاډب ي ػًٍاٵبٍ ثٖبُوي،  ، هچٕغ ٵبٍٓىٍ ډىب٥ٸ ډوشچٴ 

 ؿٕه   ي  سؼبٍر ثب َىي َٕ٭ز ثوٕٚين ثٍ ٕبٕبوٓ ثَاْ  ثىيٍَبْ  (.2009ىٍٔبٔٓ، ) اوي ثًىٌسؼبٍر ډلڄ اكشمبلا 
سمبڇ اډذَا٥ًٍْ َب اُ سؼبٍر . ٌ إز َىي ي ؿٕه ډُڈ ثًى سؼبٍر ُډٕىٓ ي ىٍٔبٔٓ ثَاْ أَاوٕبن، . ٕبهشٍ ٙيٌ ثًىوي

 . ىٍ ډََٖٕبْ ػبىٌ ْ اثَٔٚڈ ثٌَُ ډىي ډٓ ٙيوي ي ىٍ كٶ٨ ي كمبٔز اُ سؼبٍر ٭لاٹٍ ډٚشَٻ ىاٙشىي

许多波斯人在国外的城市定居了下来。在伊斯兰教到来之前，中国东南沿海的港口
和波斯有着悠久的贸易往来。但中国人似乎 6 世纪时就已经探索过遥远的亚丁湾
或波斯湾岬角，去过霍尔木兹、尸罗夫、巴士拉或巴格达，然而这些只是中国人进
行商业探险的个例（帕沙赞努斯、蒙塔泽尔·佐胡里、艾哈迈迪，2014）。 

萨珊王朝之所以要在波斯湾、阿曼海域、达马及尤拉法各地设立港口，一是因为波
斯湾举足轻重，二是因为萨珊王朝意图与罗马争夺对市场及贸易通道的控制权，它
似乎还将堡垒当成了贸易场所（达里亚，2009）。萨珊建设港口是为了加快与印
度和中国的贸易。陆上和海上贸易对波斯人、印度人、中国人而言都很重要。所有
帝国都因丝路贸易获利颇多，且在维持与保护贸易方面有着共同的利益。 

Many Persians settled in those cities. Southeastern China coast ports had a long history 

of trade with Persia before the coming of Islam. The Chinese,in the sixth century, may 

have travelled as far as Aden which is the head of the Persian Gulf, to Hormuz, Siraf, 

Basra or Baghdad, but these were isolated commercial adventures (Pashazanous, 

Montazer Zohouri and Ahmadi, 2014). 

The importance of the Persian Gulf and Sasanian competition with the Romans for 

control of the markets and trade routes is that caused the Sasanians to establish various 

Persian Gulf ports, ports on the Sea of Oman, as well as at Dama and Jurrafar. These 

Sasanian forts may have participated in trade (Daryaee, 2009). Sasanian harbors were 

built to facilitate trade with India and China. Land and maritime trade were important 

for Persian, Indian and Chinese merchants. All the empires benefited from trade along 

these Silk Routes, and shared a common interest in preserving and protecting trade.  
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ثبٍُځبوبن ؿٕىٓ ثَاْ ٵَيٗ . ثبٍُځبوبن ٕبٕبوٓ ىٍ ډََٖٕبْ ًٕىآيٍسؼبٍر اٹٕبوًٓ َىي سؼبٍر ځٖشَىٌ اْ ىاٙشىي
، دٚمٓ ي ٥لأٓ، ٵَٗ ي ٹبڅٕـٍ ثٍ ثىيٍَبْ دَ ٍيوٸ أَاوٓ ډبوىي َٕٕاٳ ډٓ ٔٚمٓاثَٔٚڈ هبڇ ي هَٔي ډىًٖػبر اثَ

ََُٙبْ يػًى ثچپٍ  ثىبىٍ أَاوٓ،  وٍ سىُب  . اهشٕبٍ ٕبٕبوٕبن ثًى ثب ؿٕه ٭ميسبً ىٍ  سؼبٍر اثَٔٚڈ  ُډبن  آن . آډيوي
  (.1996َٕٵَاُ ي ٵَٕيُډىي، )ٔمه وِٕ كبٽٓ اُ اَمٕز سؼبٍر ثب َىي ډٕجبٙىي ٕبسَاح ٭مبن ي  ٕبسَاح ٕبٕبوٓ ىٍ 

萨珊商人借助印度洋贸易通道进行了广泛的贸易，获得了丰厚的利润。中国商人曾
前往繁华的波斯港口，如尸罗夫，出售生丝，收购丝绸、羊毛及金线织物、地毯和
小毛毯。当时，主要是萨珊诸侯掌控与中国的丝绸贸易。除了波斯港口以外，在阿
曼和也门的萨珊人定居点也证明了与印度贸易的重要性（萨发拉兹，菲鲁兹曼迪，
1996）。 

Sasanian merchants ranged far and wide on these lucrative Indian Ocean trade routes. 

Chinese merchants came to Persian ports such as Siraf to sell raw silk and buy silk, 

woollens and golden textile, carpets and rugs.The silk trade with China was then mainly 

in the hands of Sasanians. Persian ports and Sasanian settlements in Oman Satrap and 

Yemen Satrap, in Persian kshathrapavan,confirm the importance of trade with India 

(Sarfaraz and Firuzmandi, 1996). 

Figure 20.  A Sea Silk Road market painting by Liu Yonghua, Professor of Department of Stage Art, Shanghai Academy of 

Drama, 2002. 
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 َٕاډٕټ َبْ ٽًٌٍ ؿبوڂٚب

长沙窑瓷器 

Changsha Kiln Ceramics 

ىيٌٍ ٵٮبڅٕز ٽًٌٍ ؿبوڂٚب ٽٍ ډٮَٳ ٩َيٳ ؿٕىٓ ډٮَيٳ  .  ٽًٌٍ ؿبوڂٚب ىٍ ًَوبن ډٓ ثبٙي َٕاډٕټ ؿبوڂٚب سًڅٕي
 907-618) ٕچٖچٍ سبوڀ ي ايأڄ دىغ ٕچٖچٍ   ٽٍ ىٍ اوشُبْ  ډٓ ثبٙي11 سب 8 اُ ٹَن  ثًىٌٝبىٍاسٓ ىٍ ػىًة ؿٕه

ٽًٌٍ ؿبوڂٚب ٽًٌٍ سىڂڂًان وِٕ وبډٕيٌ ډٓ ًٙى ٽٍ ىٍ  . ٕذٔ اُ دىغ ٕچٖچٍ سىِڃ ٔبٵز  .ثٍ ايع هًى ٍٕٕي (ډٕلاىْ
ٽًٌٍ ؿبوڂٚب ََځِ ىٍ َٕؾ ٕىي  . ىٍ إشبن ًَوبن ياٹ٬ ٙيٌ إز ډى٦ٺٍ ٙٓ ػًًَ ىٍ كًډٍ ياوڂـىڀ َُٙ ؿبوڂٚب 

 ي 1978ىٍ ٕبڃ   ٽٍ سٮياى ُٔبىْ اُ ډلًٞلار آن ىٍ ٕبٔز ٽًٌٍ ؿبوڂٚب 1978سبٍٔوٓ طجز وٚيٌ ثًىٌ ي سب ٕبڃ 
 (.2009ځچىٕٖشَ، ) كٶبٍْ ي ٽٚٴ ٙي، ثَاْ ػُبوٕبن وبٙىبهشٍ ډبويٌ ثًى 1983

 ثَدبٍٔ آَه وِٕ ډٮيوٓ ٩َيٳ ثب څٮبة ثٍ ٍوڀ ٕجِ ډبٔڄ ثٍ هبٽٖشَْ ثًىٌ، اډب سمبڇ ٍوڂُبْ ؿبوڂٚبډلًٞڃ اٝچٓ 
َمـىٕه إٙبْ ٕٶبڅٓ ډًٍى إشٶبىٌ ْ  ، اُ ػمچٍ ٵَڇ َبْ ٹبڅت ُىٌ ي أه ٽًٌٍ اوًا٫ ډلًٞلار ٕٶبڅٓ  .يػًى ىاٍى

 . ٍيُډٌَ ٽٍ ٍيْ ؿَم ٕٶبڅڂَْ ٕبهشٍ ډٓ ٙيٌ ي َمـىٕه ٩َيٳ ثب ٙپڄ َبْ ډوشچٴ ي سِئٕىبر ٕبهشٍ ٙيٌ إز

湖南长沙是生产长沙窑之地。公元 8 至 11 世纪，中国南方的长沙窑因出口瓷器而
闻名于世，并于唐代至五代（公元 618 至 907 年）期间达到鼎盛。五代之后，长
沙窑开始逐渐衰落。长沙窑又称铜官窑，位于湖南省长沙市望城区石诸湖一带。
1978 年以前，它曾一度湮没无闻，无任何史料记载，后来其于 1978 及 1983 年出
土大量瓷器后，才为世人所知（格莱尼斯特，2009）。 

长沙窑的瓷器大多为青灰色釉面，所有瓷器均呈铁褐色。陶瓷制品品种丰富，其中
包括人物，以及用拉坯法制作而成的各种形状各异、装饰不同的实用型壶、罐和盘
子等。 

Changsha Hunan ceramics were produced at the Changsha Kiln. Changsha kilnwork is 

the best-known export porcelain from South China from the 8th to the 11th century. It 

reached its peak in the Tang Dynasty to Five Dynasties Era (618-907 CE.). It declined 

after Five Dynasties. This kiln is also called the “Tongguan Kiln” and is located in the Shi 
Zhuhu area of  Wangcheng in Changsha City Hunan. The Tongguan is not recorded in 

any known documents and was unknown to the world until 1978 when a large number 

of its products were excavated at the Changsha kiln site between 1978 and 1983 

(Glenister, 2009). 

The kiln’s main products were wares with a grayish-green glaze but all iron-based earth 

colors are present. The widest variety of ceramic products were made, including molded 

figures, thrown utilitarian pots, jars, and dishes in all shapes and with various 

decorations.  
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ډلًٞلار أه ٽًٌٍ ثٍ ىڅٕڄ   .ٔټ آٵشبثٍ ْ څًڅٍ ٽًسبٌ ٽَيْ ثب ځَىن ٝبٳ ډٓ ثبٙي ٔټ ٵَڇ ډشيايڃ ٙىبهشٍ ٙيٌ 
 دَٕأٍ َبْ ٥جٕٮٓ، وٺبٙٓ ثٍ ٕجټ ؿٕىٓ،  سِٕٔىبر ٱىٓ ي ډشى٫ً، ډوًٞٝب ٙپڄ َبْ ايڅٍٕ ْ وٺبٙٓ ٙيٌ ْ سِٕٔىٓ،

وٺًٗ ٕبٕبوٓ، ه٦ب٥ٓ ي َمٕى٦ًٍ سِٕٔىبر ثب إشٶبىٌ اُ ٱ٥ًٍ يٍ ٽَىن، وٺبٙٓ ٔب دبٕٙين څٮبة ي َمـىٕه ٥َف َبْ 
ثٍ و٪َ ډَٕٕي ٽٍ ٥َف ي ٙپڄ سِئٕىبر . ډَسج٤ ثٍ ًائٺٍ ْ ډلچٓ إٕٓبْ ډَٽِْ ي إٕٓبْ ٱَثٓ ډًٍى سًػٍ ډٕجبٙىي

أه ډلًٞلار اُ ٥َٔٸ ثبُاٍَبْ ػبىٌ اثَٔٚڈ ؿىي ٹَن ٹجڄ اُ ٕچٖچٍ ْ سبوڀ ىٍ سمبٓ ثب ٵََىڀ ٕبٕبوٓ ځٖشَٗ 
ؿىبوپٍ اكشمبلاً  إشٶبىٌ ډٓ ٽَىوي،  َُٔ څٮبة  ٽٍ سِئٕىبر   ايڅٕه ٽٖبوٓ وجًىوي  ٕٶبڅڂَان ؿبوڂٚب . ٽَىٌ إز دٕيا 

ٕٶبڅڂَان دبٍٕٓ ٽبٙبن ثٕ٘ أُټ ٹَن ٹجڄ اُ آوپٍ ؿٕىٓ َب َٙي٫ ثٍ إشٶبىٌ اُ أه ٍيٗ ٽىىي، اُ سِٕٔه َُٔ څٮبة 
ٽًٌُ ځَان  (.2010؛ ياسٖه،2007 دَٓ سًْٕ،)إشٶبىٌ ډٕپَىوي ي ثَاْ ٥َاكٓ َبْ هًى اُ آثٓ ٽجبڅز ثٌَُ ډٕجَىوي 

ي ٕذٔ أؼبى څٮبة ٙٶبٳ ٍيْ آن، دٕ٘ اُ ىٍ ډٮَٟ   دبٕٙين ي څٲِٔين ٍوڀٔب  اُ ٥َٔٸ وٺبٙٓ ٍيْ هًى ٕٶبڃ، 
ٍوڀ َبْ إشٶبىٌ ٙيٌ ىٍ ٥َاكٓ َُٔ څٮبة، اُ  . سًاوٖشىي اُ ٥َاكٓ َبٔٚبن ډلبٵ٪ز ٽىىي ٙٮچٍ ٹَاٍ ىاىوٚبن، ډٓ

  .ٹًٌُ اْ سب ٕجِ ډشٶبير ثًىٌ اډب ځبَٓ ٍوڀ آثٓ وِٕ إشٶبىٌ ٙيٌ إز

最常见的是鼓腹、直颈的短嘴宽口壶。窑炉烧制的瓷器装饰图案丰富多样，特别是
其早期的人物绘画装饰、源于自然界的纹饰、中国画、萨珊纹饰、书法、附加性的
装饰或浸釉、涂釉、溅釉等，以及中亚、西亚图案的地方风味。在唐朝之前的几世
纪，萨珊文化随丝绸之路传播到了中国，中国瓷器的样式和装饰图案似乎受此影响，
开始有所变化。当时，釉下彩并非由长沙的制陶工人首创，波斯卡尚的制陶工人很
可能早在一个多世纪之前，就掌握了釉下彩技术，他们还使用了钴蓝色（伊朗国家
英文电视台，2007；华生，2010）。制陶工人会直接在陶坯或陶衣上绘图，然后
在烧制前罩以透明釉，这样就可以固定图案。釉下彩的图案有褐有绿，但极少有蓝
色。 

A typical shape is the short-spouted ewer which has a globular body and a straight neck. 

The kiln was noted for its rich and varied decorations, especially the early painted 

decoration of figures, natural ornaments, Chinese painting, Sasanian patterns, 

calligraphy and applied ornaments or dipped, painted and splashed glazes as well as 

local flavor of central Asia, west Asia pattern. The types and decorations seem to have 

developed after contact with the Persian Sasanian culture through Land Silk Road 

markets a couple of centuries before the Tang Dynasty. Potters working near Changsha 

were not the first to do underglaze decoration. The first were probably Kashan Persian 

potters who had been using the underglaze technique for more than a century before 

the Chinese and the Persians used cobalt blue for their designs (PressTV, 2007; Watson, 

2010). By painting their designs directly onto the clay body or slip coat and then 

covering them with a clear glaze before firing, potters could protect their designs. The 

colors used in the underglaze designs varied from brown to green, though sometimes 

rarely a blue underglaze color was used. 
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ٙىبٕبٔٓ ي سمِٕىاىن وٕبُ ډٕشًاوي ډُمشَٔه ٹٖمز سلٺٕٺبر ٥َاكٓ . ٥َاكٓ ٽَىن ډشمَٽِ ثَ وٕبَُبْ ٽبٍثَان إز
 ٽبٍثَان ثَاْ   ي وٕبَُبْ ٙىبهشٓ ي ٵََىڂٓ ىٍ ٙىبٕبٔٓ هًإشٍ َب ثٖٕبٍْ اُ دبٍاډشََب ډبوىي ډٖبئڄ ٵَډٓ،  . ثبٙي

سِئٕىبر ٙب٭َاوٍ ي  ٙبهٜ َُٔ څٮبة،   وٺبٙٓ  ٽًٌٍ ؿبوڂٚب ثب  . هبٍع اُ ٽًٍٚ ىهٕڄ َٖشىي  ثٍ ثبُاٍَبْ ىٕشٕبثٓ
.  سجئڄ ٙي ىٍ ػُبن  ٙىبهشٍ ٙيٌ اْ   ثٍ ٽًٌٍ َٕاډٕپٓ  ثبُاٍَبْ هبٍع اُ ٽًٍٚ،  هلاٹبوٍ ثَاْ  ٥َاكٓ َمـىٕه

ډٓ  أه ٩َيٳ ٕٶبڅٓ وٶٕٔ ؿٕىٓ ثٍ َمٍ ػب ثَىٌ ي ٙيٌ ْ ؿٕىٓ س٤ًٕ ثبٍُځبوبن هَٔياٍْ ٙيٌ ٕبهشٍډلًٞلار 
  (.1985ٽًَٕڃ، ) ٙي

ىٍ اډشياى ډَٖٕ ىٍٔب، اُ ػمچٍ ػىًة  ٩َيٳ  ډپًٚٵٍ ؿبوڂٚب ىٍ ثٖٕبٍْ اُ ډىب٥ٸ  ثَ إبٓ إىبى ثبٕشبن ٙىبٕٓ، 
ىٍ ) هچٕغ ٵبٍٓډيٍٓ ي ډًٍٕٖ ىٍ َىي، َٕٕاٳ ىٍ  َٙٹٓ إٕٓب، ٽيٌ ىٍ ډبڅِْ، ٙجٍ ٹبٌٍ َىي، َٕٔلاوپب، ىٌٍ ٕىي، 

 ي  سب ٱَة ٹبٌََ ٹئمٓ ىٍ ډَٞ  ا٥َاٳ ىٍٔبْ َٕم  ،(هچٕغ ٵبٍٓاُ ٥َٔٸ ثىيٍ ثٌَٞ ىٍ ) ٕبډَا ي ثٲياى  ،(أَان
 . او٦بٽٍٕ ىٍ ًٕاكڄ ًٍٍٕٔ ي سب ػىًة ػٌَِٔ ٽًډًٍ ي ُوڂجبٍ ٔبٵز ٙيٌ اوي

产品设计以用户需求为中心。识别与定位用户需求可能是设计研究中最重要的一环。
为了获得海外市场的青睐，需要以物理性能、认知及文化因素等为参数，以此定位
用户的期望与需求。长沙窑因其独特的釉下彩、诗意的彩绘及面向海外市场的创意
设计，成为了享誉世界的瓷窑。购买中国货品的商人们把这些精美的中国陶瓷带到
了世界各地（卡斯韦尔，1985）。 

据考古文献记载，海运航线附近的许多地区都出土过长沙窑，如东南亚、马来西亚
吉打州、印度次大陆、斯里兰卡、印度河流域、印度马德拉斯及迈索尔、伊朗波斯
湾的尸罗夫、萨迈拉和巴格达（直通波斯湾巴士拉港）、红海附近，向西远至埃及
旧开罗和叙利亚海岸附近的安提俄克，向南远至科摩罗群岛和桑给巴尔岛。 

Design centers on user needs. Identifying and discovering the needs can be the most 

important part of design research. Many parameters such as physical, cognitive and 

cultural issues are involved in identifying user aspirations and needs for achieving 

overseas markets. Changsha Kiln became a well-known ceramic kiln in the world with its 

typical under-glazed painting, poetry decoration as well as its creative design for 

overseas markets. The finished Chinese goods were purchased by merchants who took 

this earthenware everywhere (Carswell, 1985).  

Changsha wares have been found in many sites along the sea route, including south-east 

Asia, Kedah in Malaysia, India, Sri Lanka, the Indus Valley, Madras, and Mysore India, 

Siraf Iran, Samarra and Baghdad, Basra the Persian Gulf port, around the Red Sea, as far 

west as Cairo and Antioch in Syria, and as far south as the Comoros and Zanzibar. 
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ډٓ سًاوٕڈ سٚوٕٜ ىَٕڈ ٽٍ َمبن ػبىٌ اثَٔٚڈ ىٍٔبٔٓ  اځَ اُ ٥َٔٸ وٺٍٚ، ډَٖٕ اسٞبڃ َمٍ ََُٙب ٍا ثٍَٕٓ ٽىٕڈ، 
 ٽٍ  اډب ىٍ ٽىبٍ أه وپشٍ، لاُڇ ثٍ ًٽَ إز ، (2010څٓ، )ثًىٌ إز ٽٍ ؿبوڂٚب ي دبٍٓ ٍا ثٍ َڈ ډشٞڄ ٽَىٌ إز 

 .َٕاډٕټ ؿبوڂٚب اُ ٥َٔٸ ػبىٌ اثَٔٚڈ ُډٕىٓ وِٕ ثٍ دبٍٓ ٝبىٍ ډٓ ٙيٌ إز

如果我们在地图上仔细观察，并连接这些城市的路线，就会发现与连接长沙与波斯
的海上丝绸之路重合（李，2010）。此外，还需提及的是，陆上丝绸之路也是长
沙窑出口到波斯的途径之一。 

This route of the cities of the Land Silk Road is the same as the Sea Silk Road that 

connected Changsha and Persia (Li, 2010), Changsha ceramics were exported to Persia 

over both land and sea. 

 

 

Figure 21. A. Changsha ceramics with Sasanian pattern of symmetrical birds, date and palm leaf; B. Changsha ceramics 

with pattern of harp, a Persian ancient instrument. 
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وٺًٗ ٕٶبڃ َب وٚبن اُ سبطَٕ ډَٖٕ كَٽز آوُب ٽٍ اُ ٍاٌ اثَٔٚڈ ُډٕىٓ ٭جًٍ ډٕپَىٌ ىاٙشٍ إز ي وٚبن ډٕيَي أه 
و٫ً ٕٶبڃ َب ٹجڄ اُ ٝبىٍار اُ ٍاٌ ىٍٔب اكشمبلا اُ ٍاٌ ػبىٌ اثَٔٚڈ ُډٕىٓ وِٕ ثٍ َُٕډٕه دبٍٓ ٝبىٍ ډٕٚيٌ ي كشٓ 

 ثب ډَىڇ ؿبوڂٚب ىٍ اٍسجب٣  ٕبٕبوٕبن ي دبٍسٕبن ثٖٕبٍ ٹجچشَ اُ ىيٌٍ دبىٙبَٓ سبوڀ ٹجڄ اُ سًڅٕيار َٕاډٕپٓ ؿبوڂٚب، 
 ي ډٌَُ ٍٕٙٚ اْ دٕيا ٙيٌ ىٍ ؿبوڂٚب ٽٍ ىٍ ډًٌُ ؿبوڂٚب وڂُياٍْ ډٓ ًٙى  اُ ٍيْ ىاوٍ ثًىوي ٽٍ أه ٍا ډٓ سًان 

 ًٍٝر ډٓ ځَٵشٍ  ي   اثَٔٚڈ ٹجڄ اُ َٕاډٕټ اُ ػبٔٓ ٽٍ ٝبىٍار ؿبْ ي . (2016اي، )  (C .22سًَٞٔ)ډشًػٍ ٙي 
َمـىٕه ومًوٍ َبْ َٕاډٕټ ؿبوڂٚب ٔبٵز ٙيٌ اُ وٕٚبثًٍ ي وٺًٗ ٵََىڂُبْ ډَىډٓ ثَ ٍيْ ٕٶبڃ َبْ ؿبوڂٚب ٽٍ 

 أه  ٍاٌ ىٍٔبٔٓ  اُ  ثب ٝبىٍار َمِډبن ٔب   ٹجڄ ي أه إز ٽٍ ٽَىٌ اوي، كبٽٓ اُ  ُويځٓ ډٓ ٍاٌ اثَٔٚڈ ُډٕىٓ ىٍ
 : أه وٺًٗ ٙبډڄ. ډلًٞلار اُ ٍاٌ ػبىٌ اثَٔٚڈ ُډٕىٓ ٝبىٍ ډٓ ٙيٌ إز

وٺ٘ ډَىان ىٍ كبڃ ٍٹٜ ي آٍأ٘ ډً، ٥َف څجبٓ - 2  . وٺ٘ ؿبىٍ اٹًاڇ سَٻ ٕبٽه ٙمبڃ أَان ي ٙمبڃ ؿٕه- 1
 .وٺًٗ ٕبٕبوٓ- 3  .دبٍسٓ ي ٕٲيْي ٕبُ ډًٕٕٺٓ 

陶瓷上的装饰图案显示这条经由陆上丝绸之路的商道具有深远影响，这类陶瓷在经
海运出口前，或许就已由陆上丝绸之路出口到了波斯，在进口长沙窑之前，萨珊人
和帕提亚人早在唐朝前就和长沙人有过往来，长沙市博物馆收藏的琉璃珠可以证明
这点（图 22.C）（吴，2016）。茶叶、丝绸出口的时间早于瓷器，尼沙布尔出土
过长沙窑，长沙窑上的民俗文化设计源于陆上丝绸之路附近的居民，这三点表明经
由海运进行出口贸易之前或在同一时期，人们已通过陆上丝绸之路出口了货物。这
些图案包括： 

1-定居于伊朗北部与中国北部的土耳其部落的帐篷 

2-跳舞的男人，他们的发型、乐器和服饰都是帕提亚和索格迪安 

3-萨珊风格的图案 

 
The motifs on the pottery show the influence of their path, which was through the 

terrestrial silk route before being exported by sea. It was probably to exported Persia via 

the Silk Road and included Changsha ceramics. Sasanians and Parthians had contact 

with the people long before the Tang Dynasty as is evidenced from glass beads found in 

Changsha now kept in the Changsha Museum (Fig. 22.C) (Wu, 2016). Tea and silk export 

occurred before ceramics. Changsha ceramics designs found in Neyshabour and folk 

cultures designs on Changsha pottery are from the people then living along the Silk Road. 

This is indicated at or before the time as the sea export of these products via terrestrial 

silk route occurred.  

These motifs include: 

1- The figure of the Turkish tribe tent from northern Iran and northern China. 2- A 

pattern of dancing men whose hair, and headpieces, musical instruments, and clothing 

design show them as Parthians and Sogdians. 3- Sasanian motifs. 
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أه اډپبن ٍا ٵَاَڈ ډٓ ٕبُى سب ثٮي )٥َاكٓ ٵَڇ ىَبوٍ ٩َيٳ ي كچٺٍ َب ي ثَػٖشڂٓ َبْ ا٥َاٳ ىَبوٍ ٕٶبڃ َب - 4
 ىيٍ دًٙ٘   ثب ٥ىبة ي ٔب ون  ٔب دًٕز ثٖشٍ ًٙى ي ىٍة آن ثب دًٙٚٓ اُ دبٍؿٍ اُ دَٽَىن ٩َٳ اُ ؿبْ هٚټ، 

دٕـٕيٌ ٙيٌ ي اُ كچٺٍ َب ي ثَػٖشڂٓ َبْ ىيٍ ىَبن ٩َٳ إشٶبىٌ ٙيٌ سب دًٙ٘ ٍا ثٍ كبڅز ٽٕٚيٌ ٙيٌ وڂٍ ىاٍى 
وٚبن ډٕيَي ٽٍ ٕٶبڃ َب ثٍ ډى٪ًٍ ثٖشٍ ثىيْ ؿبْ ٔب ٕبَٔ ډلًٞلار  (سب ًَا ىاهڄ ثٖشٍ ثىيْ َٕاډٕپٓ ؿبْ وَيى

َمبوىي ىي ٽبٍثَىٌ ثًىن ثَهٓ ثٖشٍ ثىيْ َبْ  سب اُ ٥ًٍثز ىيٍ ثمبوىي إشٶبىٌ ډٓ ٙيٌ اوي،  َمٖبن ٽٍ وٕبُ ىاٍوي 
اكشمبلا ٩َيٳ ٕٶبڅٓ ؿبوڂٚب . اډَيٌُ ٽٍ ثٮي اُ ډَٞٳ ډلشًاْ آن هًى ثٖشٍ ثَاْ ٽبٍثَى ىٔڂَْ إشٶبىٌ ډٓ ًٙى

إشٶبىٌ ٽىىيٌ هًى ٩َٳ ٍا وِٕ ثَاْ ٽبٍثَى ػئي ډًٍى  ٽٍ ثٮي اُ إشٶبىٌ ډلشًٔبر آن  وِٕ ثٖشٍ ثىيْ َبٔٓ ثًىٌ 
 . إشٶبىٌ ٹَاٍ ډٓ ىاىٌ إز

4-器皿口部及口部附近环与把手的设计表明该瓷器（这种器皿装满茶叶后可以合上
盖子，再覆上黏土或皮革，用绳子或线绕着盖子缠绕，环和把手可以让盖子保持紧
绷的状态，这样就可以把空气隔绝在茶罐之外）是用来储存茶叶或其他容易受潮之
物的。现今，某些商品的包装可以二次利用，长沙窑或许原本也是个包装，当其储
藏之物消耗完后，就被另作他用。 

4- The mouth design of the wares and the rings and knobs around the mouth of show 

that the pottery was used to pack products needed to be kept dry. The mouth features 

allowed for closing and sealing of the container after it was filled with, for example, dry 

tea. The lid closed and was in turn covered with a cloth or leather. Rope or thread was 

wrapped around the cover. The loops and knobs around the mouth were used to hold 

the cover stretched so that air does not get inside. It was tea or other similar products 

needing to stay dry. Changsha pottery was probably also a package that the final 

possessor recycled into a new function after using the contents. 
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66 

 

Figure 22. A. Changsha ceramics bowl with a 

pattern of tent of the Turkish tribe living in 

northern Iran and China, found in the Black Stone 

(Belitung) shipwreck cargo, ninth century CE.; B. 

Fragment of an imported Chinese ewer with 

Sasanian symmetrical birds, date and palm leaves, 

ninth century CE. China, Changsha, excavated in 

Iran, Neyshabour, The Metropolitan Museum of Art, 

(1938)40.170.455a,b; C. Geometric glass bead, 

Parthian or Sasanian, 221 BCE. - 475 CE. Discovered 

on Fuxing Street in Changsha, China, By Changsha 

Cultural Relic and Archaeology Research Institute in 

1994; D  and  E. Sasanian glass beads, Discovered in 

Changsha, China, Hunan Provincial Museum.  
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(ٕىڀ ٕٕبٌ)ٽٚشٓ ٱَٷ ٙيٌ ثچٕشبوڀ   

“黑石号”（勿里洞岛）沉船 

The Black Stone, or Belitung, shipwreck 

 ىٍ ډى٦ٺٍ ىٍٔبٔٓ اوييوِْ، ثبٕشبن ٙىبٕبن ٍا ٹبىٍ ٕبهز  ىٍ ٹَن وُڈ (ثچٕشبوڀ)ٽٚٴ ٽٚشٓ ٱَٷ ٙيٌ ٕىڀ ٕٕبٌ 
ٕىڀ  ) ډبَٕڂَٕان ٽٚشٓ 1997  ىٍٕبڃٹٓاسٶبىٍ  . اوؼبڇ ىَىي ؿبوڂٚب ثُشَْ ىٍډًٍى أه ٕٶبڃ َبْ ٽًٌٍ سلٺٕٺبر

ثب سًٍَبْ  آوُب . اوييوِْ ٽٚٴ ٽَىوي ىٍ وِىٔټ ػٌَِٔ ْ ثچٕشبوڀٍا ٱَٷ ٙيٌ ىٍٙمبڃ ثىيٍسبوؼًوڀ دبويان  (ٕٕبٌ
  سٮياى ُٔبىْ ٽبٍٕ ي ٩َيٳ ثٍ ٍوڀ َبْ ؿٚمڂَْٕ ٔبٵشىي ٽٍ ثٍ ٍاكشٓ ډٓ سًان ډٚوٜ ٽَى ىٍ  ډبَٕڂَْٕ هًى

-618 ) هَ ٕچٖچٍ ْ سبوڀ  آډلًٞلار ٕبڃ َبْ  أه ٕٶبڃ َب سىُب  سًڅٕي ٙيٌ اوي، ٽًٌٍ ؿبوڂٚب ىٍ إشبن ًَوبن 
 وٺٌَ اْ ي ٕٶبڅٓ  ډلًٞلار ٥لأٓ،  ٹ٦ٮٍ   َِا60ٍأه اسٶبٷ ثب٭ض ٽٚٴ سٺَٔجب  . (2001ٵچـَ، ) ثًىٌ اوي (. ڇ906

ٕٶبڅٓ ٽًٌٍ ْ ؿبوڂٚب   َِاٍ ډلًٞلار 56 وِىٔټ ثٍ   ىٍٝي آوُب،80ثٍ   وِىٔټ  ٙي ٽٍ هًة كٶ٨ ٙيٌ ثًىوي ي
 ثب څٮبة "ىيًٕن "ثٕٚشَ آوُب ىٍ اثشيا ىٍ إشًاوٍ َبْ ٕبهشٍ ٙيٌ اُ ػىٔ ٙبڅٓ ثَوغ ٔب ىٍ همٌَ َبْ ٕٶبڅٓ . ثًىوي

 ٙبډڄ  َٕاډٕپٓ  ډلًٞلار َمٍ ْ  .اوي وبكٍٕ ځًاوييوڀ ٕبهشٍ ٙيٌ ثًىٌ  ٽٍ ىٍ ٙيٌ ثًىوي ٕجِ سٌَٕ ثٖشٍ ثىيْ 
  ي؛2001؛ ٵچـَ، 2003ئي، )  ثٚٺبة َبٔٓ ثب اوًا٫ اوياٌُ َب ي سِٕٔىبر ثًىٌ اوي  هُڈ ي   ٽًٌُ، ٹبڅت ُىٌ، ٙپڄ َبْ 

 (. 2011ٽَاَڄ، ځبْ، ئچًٖن ي ٍاثٓ، 

自从 1997 年，渔民在印度尼西亚勿里洞岛丹戎潘丹港北边发现“黑石号”后，这艘
沉没于 9 世纪的船，为考古学家研究长沙窑陶瓷提供了更好的机会。渔民在渔网
中发现了颜色各异的碗和器皿，它们显然来自湖南长沙窑，因为在唐朝后期（公元
618 至 906 年），只有长沙窑才生产瓷器（弗莱克，2001）。考古人员发现了大
约 6 万件保存完好的金、银及陶瓷制品，其中 80%以上（约 5.65 万件）产自长沙
窑。最初它们被装在草扎桶或广东出产的青釉“杜顺罐”内（韦德，2003；弗莱克，
2001；以及克拉尔，盖伊，威尔逊&雷比，2011）。 

In 1997 a ninth century shipwreck the Black Stone (Belitung) shipwreck in Indonesian 

waters near the port of Tanjung Pandan, Belitung island, was discovered. It allowed 

archaeologists research ceramics of the Changsha Kiln. A number of distinctly-colored 

bowls and utensils were readily identified as originating in the Changsha Kiln. This kiln 

was only in production during the later years of the Tang Dynasty (618-906 CE.) (Flecker, 

2001). More than 60,000 pieces of well-preserved gold, silver, and ceramic products 

were found. More than 80 percent of the ceramic items approximately 56,500 were 

from the Changsha kiln. They were originally packed in either straw cylinders or "Dusun" 

storage jars which have a dark green glaze made by Guan Dong (Wade, 2003; Flecker, 

2001; and Krahl, Guy, Wilson  and  Raby, 2011).  
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Figure 23. Products of Belitung sunken ship packed in 

storage jars.   
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ثٍِځشَٔه ػبڇ ٥لأٓ ٽٚٴ )ىٍأه ٽٚشٓ ٱَٷ ٙيٌ اٹلاڇ هبٛ ىٔڂَْ وِٕ يػًى ىاٙشٍ إز، ډبوىي ٔټ ػبڇ ٥لأٓ
ي ٔټ دبٍؽ وٺٌَ اْ ډِٔه ثٍ ٔټ ػٶز اٍىٻ ثٍ َمبن ٕجټ إشٶبىٌ ٱبُ ىٍ ٥َاكٓ ٕبٕبوٓ، (ٙيٌ اُ ٕچٖچٍ ْ سبوڀ

 ډبوىي   ٽٍ ډٚٲًڃ ٽبٍَبْ ډوشچٴ ثًىوي،  ٍا ىٍ ا٥َاٳ هًى ىاٙز  ٽٖبوٓوٺًٗ  ػبڇ ٍُٔه، . ٽٍ ٹَٔىٍ أٖشبىٌ اوي
 ىٍ ٽٴ آن ٽٍ ثيڅٕڄ ىاٙشه   ٔټ ٍٹبٛ دبٍٕٓ ي ٭پٔ َبٔٓ اُ ىي ډَى ډ٦َثبن ىٍ كبڃ وًاهشه ٕبَُبْ ډوشچٴ ي

ىٍ سِٕٔىبر . (2009ځچىٕٖشَ، ) ٕىيؿٕىٓ ثٍ و٪َ ومٓ ٍ ئْځٓ َبٔٓ ډبوىي ٙبهٍٞ َبْ وْاىْ ډشٶبير ي ډًْ ډؼٮي، 
َمٕه ثٍ سىُبٔٓ، وٚبن ىَىيٌ . ه٦ب٥ٓ ٔپٓ اُٽبٍٕ َبْ َٕاډٕپٓ، اُ ًَوبن ثٍ ٭ىًان ډلڄ ٕبهز وبڇ ثَىٌ ٙيٌ إز

أه ٽٚشٓ ډٖچمب ٽبلاَبْ ؿٕىٓ ثٖٕبٍْ ىاٙشٍ ٽٍ ثٕٚشَٙبن . ْ آن ډٕجبٙي ٽٍ أه ډلًٞلار اُ ًَوبن ډٓ آډيٌ اوي
َمـىٕه ؿىبوپٍ ٍيْ ٽبٍٕ ْ ؿبوڂٚب وًٙشٍ ٙيٌ  .ٕٶبڅٓ ثًىٌ اوي ي ٕٶبڅڂَان ډلڄ ٽًٌٍ ٍا ٍيْ آوُب ًٽَٽَىٌ ثًىوي

"??bao-lier- nion qi- yue shi – lui- ri"   ډَث٣ً ثٍ ٵَډبوَيأٓ  ٍيُ اُ َٶشمٕه ډبٌ اُ ىيډٕه ٕبڃ  ٙبوِىَمٕه
 . ډٕلاىْ ډٓ ثبٙي826ٽٍ ثَاثَ ثب  إپبر وِٕ ىٍ دْيَ٘ هًى سبٍٔن ٕبهز ٍا آيٍىٌثًىٌ،  ، ُيوڀ-اډذَا٥ًٍ ػٕىڀ

这些陶瓷制品有人物及形状与装饰各异的壶、罐、盘。沉船上还有一些特殊的物品，
譬如金杯（迄今为止最大的唐代金杯）和银壶，银壶上面有一对鸳鸯纹，正如在萨
珊纹饰中，时常有鹅相向而立一样。金杯的侧面刻有各种姿态各异的人物，如演奏
乐器的音乐家、波斯舞者，其手柄顶端还有两个男人的头像，他们头发卷曲，样貌
颇具异国风情，似乎不是中国人（格莱尼斯特，2009）。陶瓷碗上的书法注明了
其产地为湖南。仅凭这点就足以说明这些物品来自湖南（韦德，2003）。这艘船
肯定载有许多中国货物，其中大部分是陶瓷，工匠在陶瓷上刻了窑址。斯科特在其
研究中也提到了制作日期，其中有个长沙窑碗写着“宝历二年七月十六日”（宝历二
年即为公元 826 年）。 

Numerous kinds of ceramic products were included such as: molded figures; pots; jars; 

and dishes; in many shapes, sizes, and style of decorations. Other special items included 

the largest Tang dynasty gold cup ever found and a large silver flask decorated with a 

pair of ducks in the same shape as Sasanian motif in which confronting geese stand 

symmetrically. The gold cup has depictions of musicians playing instruments and a 

Persian dancer. Two men shown on its thumb plate have non-Chinese, features such as 

curly hair (Glenister, 2009). Calligraphy on a ceramic bowl mentions Hunan as the place 

of manufacture. This alone is indicative of the fact that these products were from Hunan 

(Wade, 2003). The craftsman of the Chinese goods, mostly pottery, had inscribed the 

location of the kiln on the ceramics. Scott noted mentioned the date of production, as 

inscribed one of the Changsha bowl was given as: “ ??bao-lier- nion qi- yue shi – lui- ri” 
or “16th day of the seventh month of the second year of the Baoli reign”, which would 
be 826 CE. 
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أه سبٍٔن ډًٔي آن إز ٽٍ ٕٶبڃ ؿبوڂٚب ىٍ ٕبڅُبْ اهَ ٕچٖچٍ ْ سبوڀ سًڅٕي ٙيٌ ٽٍ ثٍ ثبٕشبن ٙىبٕبن اػبٌُ ډٓ 
ىاى كيٓ ىٹٕٺٓ ىٍ ډًٍى سبٍٔن اكشمبڅٓ ٕٶَ ٽٚشٓ ىاٙشٍ ثبٙىي،ٽٍ ٕذٔ سٮٕٕه ٹيډز ثب ٍاىًٔ ٽَثه آن ٍا سٞئٸ 

ٍ ىٕز آډيٌ إز.(2008إپبر، )ٽَى ٍ ْ ؿٕىٓ َڈ اُ ٽٚشٓ ٱَٷ ٙيٌ ث ْ آن َب  ىاٍاْ اطَ  ٽٍ َمٍ  اڅجشٍ ؿىئه ٕپ
ٓ ىَيآن َب ىٍ ٕبڅُبْ   ډٕلاىْ سًڅٕيٙيٌ اويٽٍ ډَث٣ً ثٍ ايأڄ ٕچٖچٍ 618- 26ٽبڃ ًٔان سبوڀ ثبي، ثًىٌ ٽٍ وٚبن ډ

( 5: 1978ٍٔمچز، ). سبوڀ ډٓ ثبٙىي

该日期证明长沙窑是在晚唐时期生产的，考古学家因而能进一步推测船只可能航行
的日期，随后再借助放射性碳测定年代法进行确认（斯科特，2008）。沉船上还
有印有“开元通宝”字样的中国钱币，这表明它们产自公元 618 至 626 年，属于唐
朝早期。（雷姆特，1978 年，第 5 页）。 

This date confirmed that the Changsha pottery was produced in the later years of the 

Tang Dynasty which allowed archaeologists to more closely date when the ship might 

have sailed. The dates were later confirmed by radiocarbon dating (Scott, 2008). Several 

Chinese coins had been recovered from the ship. They all have a k'al-yuantung-bao 

impression, indicating production between 618 and 626 CE., a date in early Tang 

Dynasty. (Remelt, 1978: 5).  

 

Figure 24. A. Bowl inscription evidencing the 

date, ninth century CE.; B. bowl inscription 

evidencing the production location. 
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71 

 

Figure 25. Showing location of Changsha Kiln, Black Stone (Belitung) shipwreck, and Siraf.  

 ٽٍ ىٍ ىٍٔبَبْ ىيٍ ىٕز ثٍ ىٍٔبوًٍىْ   َوبډىٕٚبن ي ٕبٕبوٕبن ىٍٔبوًٍىاوٓ ثًىوي َمبو٦ًٍ ٽٍ ٹجڄ َڈ اٙبٌٍ ٙي،
سبٍٔوياوبن ډٕڂًٔىي ٽٍ َِاٍان ٽٚشٓ ؿًثٓ ډٕبن دبٍٓ ي ؿٕه اُ ٍاٌ آثٓ ػبىٌ ْ اثَٔٚڈ، ثب ىٍٔبَبٔٓ   .ډٓ دَىاهشىي

ٽٚٴ ٽَىٌ ي ىإشبن  ىاوٚمىيان َٕون َبٔٓ ٍا. ٽٍ ډًع، ٽٴ ٕٶٕي ٍيْ آوُب أؼبى ٽَىٌ ثًى ٍٵز يآډي ډٕپَىٌ اوي
 َُٔا ٽٚشٓ َبْ ٙپٖشٍ ْ ٹئمٓ ػٌاة ډٓ ثبٙىي؛ آوُب ا٥لا٭بر سبٍٔوٓ ٍا  ٽٚشٓ َبْ ٙپٖشٍ ٍا ډٮچًڇ ډٓ ٽىىي،

  ،كٶ٨ ډٓ ٽىىي

如前所述，阿契美尼德人和萨珊人都擅于远洋航行。历史学家称，曾有成千上万只
木船沿着从波斯到中国的海上丝绸之路，在白茫茫的大海上长途航行。学者们之所
以要搜寻线索，挖掘沉船背后的故事，是因为那些残骸颇具吸引力，它们保留了史
料，重现了历史， 

Historians think that that thousands of Achaemenids and Sasanian ships plied the Sea 

Silk Road from the Persia to China. Scholars uncover clues and reveal the story of the 

wrecks, because historic wrecks are attractive, they preserve historical information, 
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ٽٍ ډمپه إز اُ ٽشبة ٕچٕمبن َٕٕاٵٓ، سبػَ ) ثَى   ډچًان اٵٖبوٍ اْ ډٓ ي ثبُٔبثٓ ډؼيى آوُب ډب ٍا ثٍ ُډبن ٕىيثبى،
اډب ُډبن ي آة اٹٕبوًٓ ًٙاَي ٍا وبثًى ٽَىٌ  (ډًٍُٚ أَاوٓ ي ډچًان َٕٕاٳ ٽٍ ثٍ ؿٕه ي َىي ٕٶَ ډٕپَى ډشبطَ ثبٙي

ٍ ْ ٽٚشٓ ٱَٷ ٙيٌ   (.2004ييى، ) ويا ثچٕشبوڀ ايڅٕه ډيٍٻ ثبٕشبن ٙىبٕٓ ٍيٙه إز ٽٍ سؼبٍر ډٖشٺٕڈ ثٕه  لاٙ
ٓ ٽىي  . أه لاٍٙ ډًٍى ثٍَٕٓ ٹَاٍ ځَٵز .ٱَة اٹٕبوًٓ َىي ي َٙٷ آن ىٍ اياهَ َِاٌٍ ايڃ دٔ اُ ډٕلاى ٍا سإٕٔي ډ

ٍ َبْ ډشٞڄ  ثٍ  َڈ   ډبويٌ إز  ٕبهشبٍ ٽچٓ ٽٍ اُ أه لاٍٙ ثبٹٓ ٍ َبْ ي يٝڄ ٙيٌ ٙبډڄ سوش  ىاهچٓ ي   ثٍ َمَاٌ لأ
 ٔټ ٝٶلٍ سوز ٽٍ ٽٚشٓ ي ؿىڂټ آن ي څىڂَْ اُ ٽٍ اُ ثٕه ٍٵشٍ ثًى،  ٕٺٴ آن   َبْ  ؿًة هبٍػٓ لاٍٙ ٽٚشٓ، 

 ىَي ٽٍ أه ٕبهشبٍ ډَث٣ً  وڂبٍْ وٚبن ډٓ  ډياٍٻ ٹًڇ وڂبٍاوٍ ي ٙمبٔڄ  .ػىٔ سَٽٕجٓ ؿًة ي آَه إز ډٓ ثبٙي
ٓ َبْ دبٍٕٓ اڅجشٍ ىٍ ثلض دَٕاډًن و٫ً ٽٚشٓ َبْ ډًٍى إشٶبىٌ ىٍ ايأڄ إلاڇ و٪ٍَٔ َبْ  . ٭َثٓ ډٓ ثبٙي-ثٍ ٽٚش
ٵچـَ اوشٖبة   ىٍ أىجبٌٍ ډٺبڅٍ  . ثَهٓ اُ ؤًٖىيځبن ثٍ اٙشجبٌ آوُب ٍا ٭َة وبډٕيٌ اوي  ډٓ ًٙى، ٱَٕ ډى٦ٺٓ وِٕ ىٔيٌ

 ٔپٓ ىاوٖشٍ ٙيٌ اوي   أه ىي،  اُ و٪َ ډٶًُډٓ  ىاوٖشٍ إز ٽٍ ي َڈ ډٶًُڇ دبٍٕٓ  َڈ ډٶًُڇ ٭َثٓ  ٭َة ثٍ آن ٍا
(. 2001ٵچـَ، )

将我们带回了航海家辛巴达的传奇时代（这或许受到了苏莱曼·西拉菲（Soliman 

Sirafi）著作的影响，他是波斯著名的商人兼航海家，曾去过印度和中国），但时
间和海水已抹去了真相。这艘沉船是首个可以证明西印度洋与东印度洋在公元一千
年后期存在直接贸易的证据。考古人员查验了沉船的整体结构，包括连接在一起的
木板、内层和外层、已经损毁的房橼、平板以及用木头和铁制成的锚。当然，在讨
论伊斯兰早期的船只类型时，也有一些不合理的观点。某些人错误地将其称为阿拉
伯船。就这点而言，弗莱克在文章中探讨了阿拉伯及波斯含义的归属。从概念上讲，
两者是一体的（弗莱克，2001）。 

Re-enactments can transport a reader back in time to an age of Sinbad the Sailor. A 

story showing much influence from Soliman Sirafi, the Persian merchant and sailor of 

Siraf who had traveled to China and India (Wood, 2004). The Belingtung ship is the first 

clear archaeological evidence showing direct trade between the western and the 

eastern Indian Ocean in the late first millennium CE. The ship’s design includes joined 

planks along with the inner and outer layers of the wreck. Its roof rafters have been 

destroyed over time. A flat plate belonging to the ship and its prong and anchor made of 

a combination of wood and iron was located. Some writers have mistakenly label these 

features Arabic. Fletcher in uses the term ‘Arab’ and means Arabic and Persian. 

Conceptually, these two have been joined (Flecker, 2001). 
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 ىٍ وشٕؼٍ َٖشىيډشمبِٔ   ډٖشٺڄ ي ثب ٵََىڀ ي ُثبن٭َة َب ي دبٍٓ َب ٹ٦ٮب ىي ډچز : اُ ٥َٳ ىٔڂَ، ثبٔي ځٶز ٽٍ
اسٶبٹبر ي ٕبهشٍ َب ي ٝىٮز ٍا ثَإبٓ ُثبن ٔټ ډى٦ٺٍ ثٍَٕٓ ومٕپىىيٽٍ ؿًن ُثبن ٕبُويٌ ٭َثٓ ثًىٌ دٔ ٽٚشٓ 

ثچپٍ ٕبهشٍ َب ي ٥َاكٓ ډلًٞڃ اُ ٵََىڀ وٚبر ډٓ ځَٕى دٔ آوُب ٍا ثٍ ٵََىڀ وٖجز ډٓ . هَٕ. ٭َثٓ ثًىٌ إز
اُأه ٍي ٕبهشٍ َب ي سًڅٕيار ىٍََ وٺ٦ٍ اُ َُٕډٕه ٕبٕبوٕبن ثٍ ٵََىڀ ٕبٕبوٓ . ىَىي وٍ ثٍ ُثبن ي ځًٔ٘ ٔټ ٹًڇ

 يىٍٔبْ ٭مبن، ؿٍ ػىًة ي ؿٍ ٙمبڃ هچٕغ ٵبٍٓوپشٍ ډُڈ أه ٽٍ سمبڇ ٽًٍَٚب ي ثىبىٍ كبٍٕٙ . ډَث٣ً ډٕٚيٌ إز
ٽٚشٓ َبْ ٕبهشٍ ٙيٌ ثَ إبٓ وٺٍٚ ي ٥َف ىٍٔبوًٍىان . َمٍ ثوٚٓ اُ َُٕډٕه ٕبٕبوٕبن ي ثىبىٍ ٕبٕبوٓ ثًىٌ اوي

 ثٮي اُ  َُٔا. ځَٵشٍ اُ ٵََىڀ ي ٝىٮز دبٍٕٓ ثًىٌ ََ ؿىي ُثبن ٕبُويٌ ٱَٕ دبٍٕٓ ثًىٌ ثبٙيسبطَٕٕبهشٍ ډٓ ٙي ي 
ٕبٕبوٕبن ٵََىڀ َمبن ٵََىڀ دبٍٕٓ ثًىٌ يڅٓ ُثبن اػجبٍا سٲَٕٕ ٽَىٌ ي أه ىڅٕڄ ومًٕٚى ٽٍ ؿًن ُثبن ثَاْ ډيسٓ 

.   دٔ سمبڇ ٕبهشٍ َبْ آوُب ىٔڂَ دبٍٕٓ وجًىٌ ثبٙي،ىٍ َُٕډٕه دبٍٓ سٲَٕٕ ٽَىٌ

从另一方面而言，应该指出的是：阿拉伯和波斯之概念不归属于两个截然不同的独
立贸易国家，因为它们不以地区的语言为基础考察事件、结构体和工业。这意味着，
鉴于官方语言是阿拉伯语，所以这艘船属于阿拉伯。然而，倘若产品的制造与设计
源于某种文化，则应将其归因于这种文化，而非某种语言或方言。因此，在萨珊王
朝土地上存在的任何建筑、产出的任何物品都应归属于萨珊文化。关键点在于，波
斯湾及阿曼海附近的国家与港口，无论地处南北，都在萨珊王朝掌控之下。虽然船
只建造者说的不是波斯语，但进行规划设计的船员受波斯文化哺育，属于波斯工业
的一环。因为萨珊王朝灭亡后，波斯文化仍在，但语言却被迫改变，这种经历伊朗
也曾有过，但这并不意味着伊朗建造的船只不再属于伊朗。尽管船只造于阿巴斯时
期，但建造经验和工业基础都源自萨珊王朝。 

The Arab nations and the Persian nation are independent and distinct cultures, 

therefore do not examine events, structures, and industry on the basis of the language 

of a region. The language was Arabic, so the ship “must” also have been Arabic is not a 

defensible argument.  Products originate from culture, so they can attribute them to the 

‘cultural lingo’, not the spoken language. Products of any part of the Sasanian land are 
likely been related to Sasanian culture. The important point is that all the countries and 

ports of the Persian Gulf and the Sea of Oman, both south and north, had each been 

part of the Sasanian imperial holdings. Ships were built according to the plan and design 

of the seafarers were taken from Persian culture and industry, even though the 

language of those building the ships may have been non-Persian. Sasanian culture was 

the largely the same Persian culture, with only a language change. This language change, 

which took place in Persia, does not mean that the ships built by them were not Persian. 

They may have been ships designed by Persian-speakers and constructed by Arab-

speakers.  
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ُډبن ٕبٕبوٕبن ثًىٌ ََ ؿىي ثٮيَب ىٍ ُډبن ٭جبٕٓ ٕبهشٍ ٙيٌ   ي ٝىٮز َبْ   ٕبهشٍ ي سؼَثٕبر  أه َب َُٔا سمبڇ
 أه ٽٚشٓ َب ٽٍ ٍٍٔٚ  ٥َاكٓ دبٍٕٓ ثٍ َمٕه ىڅٕڄ إز ٽٍ اُ و٪َ ډياٍٻ سبٍٔوٓ أه اډپبن يػًى وياٍى ٽٍ  .ويا

 ٱچ٤  اٙشجبٌ ٔبىٍ ٵََىڀ ٕبٕبوٓ ىاٙشٍ ٍا ٵَاډًٗ ٽىٕڈ ي ثٍ إشىبى أه ٽٍ ُثبن ٕبُويٌ ٽٚشٓ ٭َثٓ ثًىٌ أه وشٕؼٍ
 . ثَاْ ډظبڃ ثٍ ٥َاكٓ أه ىي ډلًٞڃ ىٹز ومبٕٔي. ٍا ثڂَٕٔڈ ٽٍ ٽٚشٓ ٭َثٓ ثًىٌ إز

这就是为什么，根据历史文献，如果我们忽略了船的设计源于波斯并根植于波斯文
化的事实，就不可能将其判定为波斯船只的原因。基于船只制造者使用阿拉伯语的
事实，我们错误地将这艘船当作阿拉伯船只。举个例子，请注意以下两个产品的设
计。 

All these were based on Sasanian era experience and industry, though constructed in 

the later Abbasid era. One should not ignore the fact that these ships design were 

Persian, with roots in Sasanian culture. So despite the maker’s language being Arabic it, 

is a mistake to automatically conclude that the ships were Arabic. Attention to the 

design of these two products given below bear out this continuity amid discontinuity. 

 

   

 

Figure 26. A. Sealed spell, seventh century CE. Sasanian, Iran, Qasr-i Abu Nasr, Un-fired clay, The Metropolitan Museum 

of Art, New York, 1936; B. Crescent-star-shaped pendant with Sasanian patterns, eleventh century CE. Made in Egypt, 

Gold, cloisonne enamel, turquoise, The Metropolitan Museum of Art, 30.95.37. 
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( .26B  ي.167A سًَٞٔ) ىٍ ډَٞ ُډبوٕپٍ ډَٞٔبن اػجبٍا ٭َة ُثبن ٙيٌ ثًىوي ٕبهشٍ ٙيٌ إز ځَىن آئِ ٥لا
يڅٓ ٥َاكٓ ٽبډلادبٍٕٓ ي ثَځَٵشٍ اُ ٥َاكٓ ىيٌٍ ٕبٕبوٕبن ي َمـىٕه سپىٕټ ٕبهز ثو٘ ىي دَويٌ ډٕىبٽبٍْ ثًىٌ 

ٕشبٌٍ ومبىَبٔٓ ډَث٣ً ثٍ ٭چًڇ ٱَٔجٍ ىٍ ٵََىڀ ٕبٕبوٓ  ي َمـىٕه ٥َف ىي دَويٌ ي ډبٌ ي  ٽٍ سپىٕټ دبٍٕٓ إز 
 ٙيٌ ٥َاكٓٔٮىٓ أه ځَىن آئِ ي ډَُ ځچٓ ي ٕپٍ ٕبٕبوٓ َمٍ ثب ىٍ و٪َ ځَٵشه ډٺبٝي ػبىيْ كٶب٩شٓ )ډٓ ثبٙىي 

ثٮي اُ ٕبٕبوٕبن ٕبهشٍ -  1ىٍ أىؼب ومٕشًان ځٶز ٽٍ ؿًن أه ځَىن آئِ  (. .19Bسًَٞٔ ٕپٍ ٕبٕبوٓ ٙمبٌٍ  . اوي
ثٍ ىٕز ډَىډٓ ٽٍ ُثبن ػئيٙبن ٭َثٓ إز ٕبهشٍ - 3  .ىٍ َُٕډٕه ٱَٕ اُ َُٕډٕه دبٍٓ ٕبهشٍ ٙيٌ- 2. ٙيٌ

 ٥َاكٓ ډلًٞڃ اُ ٵََىڀ   َُٔا َمبن ٥ًٍ ٽٍ ٹجلا َڈ ًٽَ ٙي .هَٕ. ٙيٌ، ىٍ وشٕؼٍ أه ځَىن آئِ ٭َثٓ ډٓ ثبٙي
 َىڂبډٓ ٙيٌ ثُشَ إز  ىٍ وشٕؼٍ ىٍ ډًٍى ثلض ډَث٣ً ثٍ ٽٚشٓ ٱَٷ. وٚبر ډٓ ځَٕى وٍ اُ ُثبن ي ځًٔ٘ ٔټ ٹًڇ

 ىيٌٍ  ؿىي ثٮي اُ ىٍ ډٕبن إز، ََ ٥َاكٓ ٕبٕبوٓ ىٍ ٹچمَي َُٕډٕه ٕبٕبوٕبن  ٝلجز اُ ٕبهز ډلًٞلار ثب ٽٍ
  .  اُ ياٌّ أَاوٕبن ډٖچمبن ثؼبْ ياٌّ ا٭َاة إشٶبىٌ ومبٕٔڈثًىٌ،ٕبٕبوٕبن 

这个金吊坠产自埃及，当时埃及人被迫使用阿拉伯语交流（图 167.A 和 26.B），
但吊坠的设计风格却源自波斯，且以萨珊王朝时期的设计为基础。此外，两只鸟的
部分采用了波斯的珐琅工艺，这两只鸟和月亮、星星都是萨珊文化中与外来科学相
关的符号（这意味着，这条项链、粘土印章和萨珊王朝的硬币都是为了帮助人们把
守护魔法记在心中而设计的。萨珊硬币见图 19.B）。我们不能说因为这条项链：1）
制作年代晚于萨珊王朝，2）产自帕尔斯以外的地方，3）由说阿拉伯语的人制造，
所以它就是阿拉伯项链。不是的。正如前文所述，产品设计源于文化，而非某一民
族的语言和方言。因此当我们提及黑石号中具有萨珊风格、产自萨珊、但制造年代
晚于萨珊王朝的物品时，最好说它们属于伊朗穆斯林而非阿拉伯。 

请使用 “伊朗穆斯林” 这个词，而不是“阿拉伯人”。 

This gold pendant was made in Egypt after the Egyptians had become Arabic speakers 

(Figs. 167.A and 26.B). The design is entirely Persian and is based on Sasanian design. 

The technique of making the part of two birds is enamel which is a Persian technique. 

The design of two birds, moon, and star symbolically relate to the occult sciences in 

Sasanian culture. This necklace, clay seal, and Sasanian coin were all designed as 

protective magic. Sasanian coin Image No. 19.B. The argument that because this 

necklace was: 1-made after the Sasanians. 2- Made in a land other than Pars. 3- Made 

by people whose language was Arabic, Therefore this necklace is Arabic, is surely not 

persuasive. The product’s design comes from a culture, not language or dialect of the 
craftsman. We use the term “Muslim Iranians” rather than “Arabs” when discussing 

products made using Sasanian designs in lands that were Sasanian, but made after the 

Sasanian period. 

 

The term“Muslim Iranians” is to be used instead of “Arabs”. 
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وٍ ٵََىڀ . َُٔا أَاوٕبن كشٓ ثٮي اُ سَٞٳ َُٕډٕىٚبن س٤ًٕ ا٭َاة َمـىبن ىاٍاْ ٵََىڀ دبٍٕٓ ي دبٍسٓ ثًىٌ اوي
. ٭َة ي ٔټ سٲَٕٕ ُثبن سبطَْٕ ثَ ىاٙشٍ َبْ ٵََىڂٓ ٔټ َُٕډٕه ومٕشًاوي ىاٙشٍ ثبٙي

 ثبُوڂَْ ىٍ ډشه َبْ سبٍٔوٓ ىٍثبٌٍ ْ سؼبٍر ي سًػٍ   ډٓ سًان ځٶز ٽٍ،ٽٚشٓ َب  ثبٍځَْٕ ُډبن ي ډپبن ىٍ ډًٍى 
ٓ َبْ ثبٍُځبوٓ ىٍ . ثًىٌ إز ثَٹَاٍ  ًٍٝر ډٖشٺٕڈ   ثٍ ي ؿٕه  ي َىي  دبٍٕٕبن ٔبثٕڈ ٽٍ سؼبٍر ثٕه ػُبن ډٓ ٽٚش

ٗ َبْ اوؼبڇ  ٌ ْسًػُٓ اُ ٕٶبڃ َبْ ىيٍ ٕز آډين سٮياى ٹبثڄ ثي ٙيٌ ىٍ َُٙ ډَُْ سبوڀ ىٍ ٔبوڂْي ډىؼَ ثٍ  ٽبي
َبٔٓ   و٫ً ًٔئٍ ي كشٓ ٕٶبڃ ،ٕٶبڃ ثب څٮبة ٕجِ  سبوڀ و٪َٕ ٕٶبڃ ٕبوٖبْ ثب ٕٶبڃ ٕٶٕي ٙمبڅٓ، ٕٶبڃ ډىٺًٗ ؿبوڂٚب،

ٓ َب ٽٍ ډَث٣ً ثٍ   آځبَٓ    ٙيٌ ي  ٙىبهشٍ ثىيٍ ثبٕشبوٓ ؿٕىٓ، ٔټ  َب ىٍ أه ٔبٵشٍ . ٌ إز ٙي ډٕجبٙىي(أَاوٓ) دبٍٕ
ٓ ىَي ٽٍ ثبٍُځبوبن   ٔټ وشٕؼٍ ٕز آيٍىن ثي ډىؼَ ثٍ   ډٖئچٍ أه.  ثًىٌ اوي ؿٕه ىاٍاْ ػبٔڂبٌ ثبلأٓ  هبٍػٓ ىٍ ډ

اُ   ثچٕشبوڀ  ىٍ ډلمًڅٍ ٽٚشٓ ٙيٌ  َبْ ٽٚٴ   اكشمبلاً سمبڇ ٕٶبڃ  .لاٍٙ ٽٚشٓ ٱَٷ ٙيٌ هًاَي ٙي  ځَْٕ هًة اُ
ٍ ْ أه ٹ٦ٮبر ٕٶبڅٓ ىٍ ٽٚشٓ  . ثىيٍ ٔبوڂْي ىٍ ىيٍَٓ سبوڀ ثبٍځَْٕ ٙيٌ ثًىٌ إز كٺٕٺز أه إز ٽٍ يػًى َم

ٍ ًٍٝر َمِډبن ٝبىٍٙيٌ اوي  ٙيٌ ٱَٷ  . وٚبن ډٕيَي ٽٍ أه ٕٶبڃ َب َمڂٓ ىٍ ٔټ ُډبن ي ث

因为即使阿拉伯人占领了他们的土地，伊朗人仍拥有波斯和帕提亚文化，而非阿拉
伯文化，语言改变不会改变文化源头。 

鉴于此船载运的时间与地点，可以说，在回顾有关贸易、聚焦商船的历史文献后，
我们发现波斯、印度和中国建立了直接的贸易联系。唐代时，扬州边城挖掘出了大
批唐代陶瓷，如唐三彩、北方白瓷、长沙彩瓷、越窑青瓷、乃至波斯（伊朗）瓷器。
这些文物出土于中国古代港口，这表明外国商人在中国有很高的地位，同时也可以
让我们得出这一结论：沉船中的所有陶瓷可能都是由唐代扬州港装载的。事实上，
这表明那些陶瓷都是在同一时期出口的（伊斯梅利·杰洛达，贾法尼亚，2016）。 

Iranians, even after the Arab occupation, continued to have a Persian and Parthian 

culture, not an Arab culture. Language change did not affect cultural resources. 

Regarding the time and place of loading the ship, it can be said that after reviewing the 

historical texts about trade and the attention of merchant ships. Trade between the 

Persian world and India and China had been directly established. Excavations in the 

border town of Tang in Yangzhou discovered a significant number of Tang period 

ceramics, such as the Sancai pottery with its Northern White Ware pottery style, 

Changsha painted pottery, green glaze pottery of the YUE type and even Persian or 

Iranian pottery. It is likely that all the pottery had been was loaded in Yangzhou during 

the Tang period. 
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اُ ٥َٳ ىٔڂَ، ٕٶبڃ َبْ ډُمٓ اُ ىيٍَٓ سبوڀ ىٍ اوييوِْ ٔبٵشٍ ٙيٌ إز، ػبڅت سًػٍ أه إز ٽٍ أه ٕٶبڃ َب 
ٽٚشٓ  و٪َ ثٮٕي إز ٽٍ  اډب ثٍ   ثًىٌ اوي،  دَاډجبوبن ىٍ ډَٽِ ػبيٌ  ډٮجي  دبڅمجبوڀ ىٍ ًٕډبسَا ي ىٍ ډؼمً٭ٍ ىٍ 

ثبُاٍَبْ اوييوِْ ىٍ أه ُډبن   ىٍٔبٔٓ ٽٍ ډىلَٞا ثَاْ ، ىٍَبْ ؿٕىٓ ثَاْ اوشٺبڃ ډلمًڅٍ ٕٶبڃ دبٍٕٓډٖچمبوبن 
َب ثٍ ًٍٝر آٙپبٍا سٺب١بْ ثٖٕبٍ ثبلأٓ ىٍهبيٍډٕبوٍ  آن َڈ ىٍ ُډبوٓ ٽٍ أه ٕٶبڃ ثًىٌ، ثٍ ٽبٍځَٵشٍ ٙيٌ ثبٙي،

 (. 2001ٵچـَ، )ىاٙشٍ إز 

ثب أه كبڃ، ثٍ و٪َ ډٓ ٍٕي ٽٍ ٹجڄ اُ ىيٌٍ سبوڀ، دبٔبوٍ ْ َٙٹٓ سؼبٍر ىٍ ىٕز اوييؤِبٔٓ َب ثًىٌ ي ٕٕلان وٺ٦ٍ 
؛ 1958ياوڀ، )  ډٺٞي ؿٕه ډجبىڅٍ ډٓ ٙيٌ إز ډلًٞلار ؿٕىٓ ثٍ ډٺٞي ٱَة ي ډلًٞلار أَاوٓ ثٍ  ٽٍ ٌاْ ثًى
 دٔ اكشمبڃ ىٔڂَ أه إز ٽٍ ٽٚشٓ ډلمًڅٍ اٗ ٍا ىٍ ًٕډبسَا ىٍ ثىيٍ يا٤ٕ اٝچٓ دبڅمجبوڀ ٽٍ ىٍ  .(1967ياڅشَ، 

ٍ َب،  .  ثبٍځَْٕ ٽَىٌ ثبٙي  ٹَاٍ ىاٙشٍ، ًَٕٔٔؼبيا ډلييىٌ دبىٙبَٓ  ٵَاياوٓ أه ځًوٍ ٕٶبڃ َبْ ىيٌٍ سبوڀ ٍا ىٍ  ٔبٵش
 . ډٕلاىْ وٚبن ډٓ ىَي11َٕٕاٳ، ثىيٍ اٝچٓ دبٍٓ ىٍ ٹَن 

在印度尼西亚，也有唐代陶瓷的身影。有趣的是，人们在苏门答腊岛附近的巴邻旁
和爪哇中部的普兰巴南神庙群都发现了唐代陶瓷。装运它们的船只似乎不太可能是
穆斯林波斯船只，当时，中国陶瓷只供给印度尼西亚市场，中东对陶瓷的需求显然
非常旺盛（弗莱克，2001）。 

然而，在唐朝之前，东部地区的贸易似乎由印尼人掌控，锡兰是中国产品运往西方、
波斯产品运往中国的交换点（王，1958；沃特斯，1967）。还有一种可能性：这
艘船是在苏门答腊岛巴邻旁的主要转运港装载货物的，巴邻旁当时在室利佛逝帝国
的统治之下。11 世纪，人们在波斯主要港口尸罗夫发现了大量唐代陶瓷的残片。 

Tang-era pottery has been found in Indonesia in Palembang, Sumatra, and the 

Prambanan Temple complex in central Java. It seems unlikely that a Muslim Persian ship 

transported Chinese pottery as cargo exclusively for the Indonesian markets. Middle 

Eastern demand was clearly great (Flecker, 2001). 

Prior to the Tang period, the western terminus of the trade route was in Indonesia while 

Ceylon was where Chinese products destined for the west and Persian products 

destined for China were exchanged (Wang, 1958, and Wolters, 1967). Although it is 

possible is that the ship loaded its cargo in Sumatra at the main port of Palembang 

which was located within the Srijava Kingdom. A number of Tang period pottery 

specimens have been found at Siraf, the main Persian port of Persia of the 11th century. 
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ٍ ىٕز ٕٶبڃ ٍ دٕ٘ اُ سبٍٔن  آډيٌ اُ  َبْ ث ٽٍ  ( ډٕلاى820ْكييى ) ډٖؼي ػبډ٬ ثٍِٿ َٕٕاٳ إز  آوؼب ډَث٣ً ث
ثٖٕبٍْ اُ ٹ٦ٮبر  ي (ډَث٣ً ثٍ ؿبوڂٚب)ٕٶبڃ ثب همٌَٕ ٕىڂٓ ًَوبن   څٮبة ٕجِ ُٔشًوٓ،  َبٔٓ ثب ٙبډڄ ٹ٦ٮبر ٽًٌُ

ٍ ْ أه ٕٶبڃ َب ثٍ   ډٕلاىْ 10 ي 9َمَاٌ ٕلاىن َبْ ًٔئٍ ىٍ ٥ٓ ٹَن  ٕٶبڃ همَٕ ٕىڂٓ ٕٶٕيٍوڀ ډٓ ثبٙىي ي َم
 اكشمبلا  اُ و٪َ ٽمٕز َىييٕشبن َڈ ٔبٵشٍ ٙيٌ اډب  ٕٶبڃ َبْ ٔبى ٙيٌ اُ  . ٔبٵشٍ اوي َبْ ډَث٣ً ثٍ آن سيايڇ  ي لأٍ

ٹئمٓ سَٔه ٕٶبڃ َبْ ؿٕىٓ ثٍ ىٕز  (1996)ٕبثبٍأبڅً ډي٭ٓ إز ٽٍ. (1990؛لاڇ،1999ٽًَٕڃ،)ٽمشَ ډٓ ثبٙىي 
 ثىبثَأه  . ډٕلاىْ ډٕجبٙىي15ي 13  ډٕلاىْ ثًىٌ، اډب ثٕٚشَ ډٖشىيار ډَث٣ً ثٍ ٹَن11آډيٌ اُ َىي ډَث٣ً ثٍ ٹَن 

 ٽٍ اكشمبڃ طبثز ډٓ ٽىيَٕاډٕپٓ  ٩َيٳ   اُ وٺًٗ ٕبٕبوٓ ىٍ أه و٫ً   َمـىٕه إشٶبىٌ ډياٍٻ ثبٕشبن ٙىبهشٓ ي
؛ 2015آثبٔٓ ي ػٮٶَوٕب، ) ثًىٌ إز  ىٍ كَٽز ٵبٍٓ هچٕغ وڀ ثٍ ٹٞي ي ډٺٞي ثچٕشبٽٚشٓ  ٽٍ  ثٕٚشَْ يػًى ىاٍى

ځَيٌ  )   ډلمي إمب٭ٕڄ إمٮٕچٓ  ػچًىاٍ إشبى دْيَ٘ َبْ  ًْٕ ىٔڂَ  اُ   (. 2018، څٕه ان ثَيډىي ي  وٕب، ػٮٶَ
  ي(ثبٕشبوٚىبٕٓ ىاوٚڂبٌ سَُان

这些陶瓷可以追溯到尸罗夫大清真寺建成之前（约公元 820 年），其中有橄榄绿
釉瓷罐，湖南石质黏土制成的陶器（和长沙有关），还有很多件白色石质黏土制成
的陶器，这些陶瓷及越瓷，在 9 至 10 世纪间频频出土于某些地层和相关层。上文
提及的那种陶瓷也在印度发现过，但数量可能少一些（克雷斯韦尔，1999；林，
1990）。Sabarayalo（1996）称，印度已知的最古老的中国陶瓷可以追溯到 11

世纪，但在大多数文献中，只能追溯到 13 至 15 世纪。考古证据和这类陶瓷使用
的萨珊图案表明黑石号当时极可能正驶向波斯湾（阿贝、贾法尼亚，2015；贾法
尼亚，博罗曼，林安，2018）。此外，德黑兰大学考古系教授穆罕默德·伊斯梅
尔·伊斯梅利·杰洛达（Mohammad Esmail Esmaeili Jelodar）， 

The date of the pottery precedes the construction of the Great Mosque of Siraf which 

took place about 820 CE. The ceramics includes pieces of olive-green glazed jars, Hunan 

stone paste pottery which is related to Changsha, and many pieces of white stone paste 

pottery.  All pottery, along with the Yue Celadon, shows continuity during the 9th and 

10th centuries CE. This style of pottery has been found from India, but in less quantity 

(Creswell, 1999; Lam, 1990). Sabarayalo (1996) claims that the oldest Chinese pottery 

from India dates to the 11th century. Most documents date to the 13th and 15th 

centuries. Archaeological evidence, as well as the presence of Sasanian motifs on this 

type of ceramic pottery suggest that there is a greater probability that the Belitung ship 

was outbound for the Persian Gulf (Abaei and Jaafarnia, 2015; Jaafarnia, Boroomand 

and LinAn, 2018). Professor Mohammad Esmail Esmaeili Jelodar, Department of 

Archaeology, University of Tehran, 
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79 

 

Figure 27. Evidence showing the relation of the shipwreck products design of with the Persian, Indian, and Arab if one 

accepts that the inscription on the bottom left corner of the product is the word for ‘Allah’). 

 وٚبن اُ سٚبثٍ ثٕه إٙب ٽٚشٓ  (يُاٍر ډَٕاص ٵََىڂٓ، ٝىب٬ٔ ىٕشٓ يځَىٙڂَْ دْيَٚڂَ) ي ىٽشَ وَٞالله اثَإَمٓ
ثَ إبٓ ٔبٵشٍ َبْ َٕٕاٳ ىٍ ځٌٙشٍ ي سٞبئَ ":  أه ىي ډٓ ځًٔىي.ٱَٷ ٙيٌ ي إٙب ٔبٵز ٙيٌ ىٍ َٕٕاٳ ډٓ ثبٙي

،   (…32 ، 28سًَٞٔ  ) ډلًٞلار ٽٚٴ ٙيٌ اُ ٽٚشٓ ٱَٷ ٙيٌ، ډٓ سًاوٕڈ سٞبئَ َُٔ ٍا اُ إٙبْ

和纳斯罗拉·易卜拉希米（Nasrollah Ebrahimi）博士（布什尔文化遗产、手工艺及
旅游组织的职工兼研究员）称他们在尸罗夫发现了与黑石号装运货物相似的物品。
他们说：“基于尸罗夫过去的发现和黑石号货物的照片，我们可以找出以下物品的
照片（图 28 至 32）， 

and Dr. Nasrollah Ebrahimi (a faculty and researcher of Boshehr Organization of Cultural 

heritage, Handicrafts and Tourism) statethat, in Siraf, they have found products similar 

to those of the of Black Stone. They write: “Based on the discoveries of Siraf in the past 

and the pictures of discovered products of Black Stone shipwreck, We can identify 

following pictures of products (Figs. 28, …32), 
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ثَإبٓ ٍوڀ ي ٍيٗ څٮبة ٽبٍْ ثٍ ي١ًف ٙىبٕبٔٓ ٽَىٌ ي ډ٦مئه َٖشٕڈ ٽٍ اٽىًن ٹ٦ٮبسٓ  ٙپٖشٍ اُ إٙبْ َُٔ 
 .ىٍ َٕٕاٳ ٽٚٴ ٙيٌ إز

 ٩َيٳ ثب ٍوڀ َْٕٙ - 

وُب ىٍ َُٙ ثٌَٞ وِٕ ٽٚٴ  آ٩َيٳ ٕٶٕي ي آثٓ ٽٍ ىٍ وٺُٚب اُ ٽجبڅز آثٓ إشٶبىٌ ٙيٌ إز ٽٍ ډٚبثٍ -
 .ٙيٌ إز

 .ثب څٮبة ٕجِ دبٕٙيٌ ٙيٌ (ٕجِ سٌَٕ ْ ٕٶبڃ)٩َيٳ ٕجِ ٍوڀ  -

 .٩َيٳ ثب څٮبة ٹًٌُ اْ ٍوڀ -

ثَإبٓ سلٺٕٺبر ډب، ٩َيٳ ٙپٖشٍ ٽٚٴ ٙيٌ ثب ٕٶبڃ َبْ ډلچٓ ٙجبَز وياٍوي، ثىبثَأه سىُب ډٕشًاوىي ډلًٞلار 
اُ أه   وشٕؼٍ ثيٕز آډيٌ  اٽىًن، ."ډٓ ثبٙي  َمٕه   ثبٙىي ي سٞبئَ ٽٚشٓ ٱَٷ ٙيٌ  وِٕ وٚبن ىَىيٌ ْ ياٍىاسٓ

 .ځِاٍٗ وٚبن ىَىيٌ آن إز ٽٍ ٩َيٳ ٙپٖشٍ ثب څٮبة ٹًٌُ اْ ډٓ سًاوىي اُ ٽًٌٍ ؿبوڂٚب ثبٙىي

基于颜色和上釉工艺，我们十分肯定以下物品的残骸显然是在尸罗夫发现的。” 
-乳白色瓷 

-花纹是钴蓝色的青花瓷，也发现于巴士拉 

-白釉绿彩青瓷 

-褐釉瓷 

根据我们的研究，那些瓷器残片与本土陶瓷迥异，所以只可能是进口商品，而黑石
号所载物品的照片显示，二者有相似之处。如今，这篇报告得出的结论是，残破的
褐釉陶瓷可能源于湖南长沙窑。 

based on the color and the technique of glazing we are sure now the broken parts of 

following products are discovered in Siraf. 

- Milky color ware.  

- White and blue ware which used blue cobalt for the patterns and which has also been 

discovered in Basra. 

- Celadon wares with sprinkle green color glaze. 

- Wares with brown glaze. 

 Based on our research the discovered broken wares are not similar with local pottery 

therefore they can be just imported products and the picture of Black Stone shipwreck is 

shown the same.”. The conclusions are that the wares with brown glaze ceramic pieces 

could be from the Changsha Kiln. 
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Figure 28. Left, Blue and white porcelain dish of Tang Dynasty, ninth century CE. found in Belitung, the Blackstone ship 

wreck. Right. Xing Kiln porcelain, ninth century CE. found in Belitung, the Blackstone ship wreck.  

 

 

Figure 29. A. White glaze, green colored porcelain, ninth century CE. found in the Belitung wreck; B. Celadon glaze green-

brown fish pattern bowl. The language is Sanskrit. These are common animals of Buddhism culture,and are regarded as 

the river deities; C. Celadon glaze green-brown bowl of Hu Ren portrait pattern. The Hu Ren area northern tribes of 

ancient China, Drawing Hu Ren portrait on the surface of the bowl, thick curly hair covering his eyes. The big nose and 

rough figure are the significant features of Hu Ren.  
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Figure 30. A. Yue Kiln porcelain, ninth century CE. found in Belitung,the Blackstone wreck; B. Changsha celadon glaze 

brown with Sasanian pattern by sticking molded paste technique, This pot has a horn mouth, outside lips, short neck, 

plump shoulders, multi-edge short export, curved handles, deep belly, and a flat base. There are some patterns in brown 

on the surface. This was frequently exported from Changsha Kiln. This is the first unearthing of so many complete 

artifacts; C. Celadon glaze pot, this pot has horn mouth, curved neck, multi-edge short export, curved handles, oval 

abdomen and flat bottom. The pot is covered with celadon glaze. 

 

 

Figure 31. A. Celadon glaze pot, the bottle mouth is open, with short neck, double handles, and flat bottom, The entire 

surface is covered with yellow glaze; B.Green glaze pot, the bottle has straight mouth, short neck, square handles, four 

grooves on the surface and flat bottom. The entire surface is covered with green-blue glaze; C. Brown blue glaze lamp 

holder, open mouth, six-petal lotus shape, round feet. The entire surface is covered with brown-blue glaze; D. Brown blue 

glaze bowl, open mouth, four petal lotus shape, with four grooves on the surface, and round feet, The entire surface is 

covered with brown-blue glaze. 
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Figure 32. A. Celadon glaze of green-brown, ball-shaped body, with green bar surface decorations ; B.Green glaze green-

brown gourd-shape, gourd shape body with small mouth and two-layer neck, The surface is in green glaze; C. Celadon 

glaze green-brown, horn mouth, plump shoulders, and green plant-shaped decorations on the surface;D. Brown glaze 

dragon-shaped, the handle a Chinese dragon,combined with other parts, it looks like a whole product in harmony,no 

neck,the surface glaze is peeling.  
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  ثىيٍ ٕبٕبوٓ َٕٕاٳ
萨珊港口尸罗夫 

Sasanian Port of Siraf 
1
 

 ډشَ ثٕه ىٍٔب ي 700 ٽٕچًډشَ ي ٭َٟ وِىٔټ ث4ٍاْ ثٍ ٥ًڃ  ډشَ اُ ٦ٕق ىٍٔب ىٍ ثبٍٔپ10ٍثىيٍ َٕٕاٳ ىٍ اٍسٶب٫ 
ىٍډٕبن ډلٺٺٕه ډشإهَ . َبْ هًى ٔبىٽَىٌ اوي ؤًٖىيځبن ي ډًٍهبن إلاډٓ ثٖٕبٍْ اُ َٕٕاٳ ىٍوًٙشٍ. ٽًٌ ٹَاٍىاٍى

ٓ ٍٕي ٽٍ أه ثىيٍ ي. ډٕشًان ثٍ ډًٖٕ دِاٍ اٙبٌٍ ٽَى ٷ ىٍ اطَ .368ٌٷ ٔب . 366ٌ َُٙ ٕبكچٓ آن ىٍ ٕبڃ  ثٍ و٪َ ډ
 ثبٕشبوٚىبهشٓ،   ٽبيُٙبْ (٥1388بََْ، )  .ٙيٌ إز سؤَت   اىاډٍ ىاٙشٍ،   ٍي15ُ ٔب 7اْ ٽٍ  ُڅِڅٍ ٥ًٵبن ٔب 

ٱَٕإلاډٓ اُ ٹجٕڄ ډىبث٬ وًٙشبٍْ ؿٕىٓ وٚبن ډٕيَي  اْ ي ډشًن  وًٙشبٍْ ٝيٍ إلاڇ ي ډىبث٬  ډ٦بڅٮبر ډٕبوَٙشٍ
  ثب ثىيٍ ىٍٔبٔٓ ثٕه اڅمچچٓ آن  ثًىٌ ٽٍ ثبٍُځبوٓ ٵبٍٓ هچٕغَبْ ډُڈ   ٔپٓ اُ ثىيٍ ٕبٕبوٓ  اُ ىيٍان  كياٹڄ َٕٕاٳ

ٍ اْ ي  ٍ اْ  َبْ ډى٦ٺ ٍ  ٵبٍٓ هچٕغٵَا ډى٦ٺ  ىٍٔبْ ؿٕه ىٍ ػَٔبن ثًىٌ  اٹٕبوًٓ َىي ي ئٌْ ثىيٍَبْ ىٍٔبْ ٭مبن،  ث
ٍ ىٕز آډيٌ ىٍَٕٕاٳ ٕٶبڃ ؿبوڂٚب . إز  (. 2016إمٮٕچٓ ػچًىاٍ، ػٮٶَوٕب،)ډٓ ثبٙي ډُڈ سَٔه ٔبٵشٍ ثبٕشبوٚىبٕٓ ث

尸罗夫港的海拔有 10 米，其地形狭长，长 4000 米，宽近 700 米，介于海与山之
间。许多伊斯兰作家和历史学家都曾在著作中提及尸罗夫。近期研究此港的学者是
佩扎尔先生（Monsieur Pezar）。尸罗夫港和附近的沿海城市似乎在伊斯兰历 366

或 368 年因持续七或十五天的风暴或地震而毁于一旦（塔赫里，2009）。考古发
掘、跨学科研究、伊斯兰教早期的文献及非伊斯兰教文献（如中国的文献）都表明
尸罗夫一直是波斯湾最重要的港口之一，至少从萨珊王朝开始，尸罗夫就已与波斯
湾附近的本区域及跨区域港口，尤其是阿曼海、印度洋及中国海域附近的港口联手
开展了国际海事贸易。在尸罗夫出土的瓷器中，长沙瓷是最重要的考古发现之一
（伊斯梅利·杰洛达，贾法尼亚，2016）。 

Siraf is 10 meters above sea level on a strip of land 4 km long and nearly 700 meters 

wide between the sea and the mountains. Many Islamic writers and historians have 

mentioned Siraf in their writings. More recent scholars include Monsieur Pezar. The port 

and the coastal city was reportedly destroyed in 366 or 368 AH due to a storm or 

earthquake that lasting 7 or 15 days (Taheri, 2009). Archaeological excavations, 

interdisciplinary studies, and early Islamic and non-Islamic texts such as Chinese written 

sources suggest that Siraf had been one of the most important ports in the Persian Gulf 

since, at least, the Sasanian era. Its international maritime trade included regional and 

trans-regional ports on the Persian Gulf, especially the Oman Sea, the Indian Ocean, and 

the China Sea. One of the most important archaeological findings obtained regarding 

Siraf pottery are the Changsha ceramics (Esmaeili Jelodar, Jaafarnia, 2016). 

                                                 
1
 Author of this section and scientific editor of this book is Mohammad Esmail Esmaeili Jelodar, an Associate Professor at  

Department of Archaeology, Faculty of Literature and Humanites, University of Tehran, Tehran, Iran.  
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Figure 33. Changsha ceramic wares, eight - 
eleventh century CE. National Museum of Iran, 

(Iran Bastan Museum) Tehran. Mohammad 

Esmail Esmaeili Jelodar (2019) Article: Siraf and 

its role in International Commerce in the Ancient 

World. In the Book: Man and the Sea, A review of 

thousands of years of human-sea relationship in 

Iran,  Publications of the National Museum of 

Iran and the Ports and Maritime Organization.  
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 اٍسجب٣ ډٕبن أَان ي ؿٕه ىٍ ثبٌُ ُډبوٓ َِاٌٍ ايڃ   ډبََيثبن، َبْ أه ٕٶبڃ ىٍ ثىيٍ َٕٕاٳ ي ثٍ ىٕز آډين ځًوٍ
 (.2016إمٮٕچٓ  ػچًىاٍ، ػٮٶَوٕب،  )ٽىي  ٍا سإٕٔي ډٓٵبٍٓ هچٕغ ډٕلاىْ ىٍ 

 ډشٮيىْ اُ سؼبٍر َٕٕاٳ ي ډًٵٺٕز أه َُٙ ثٕه ٕبڅُبْ كييى   وًٙشبٍْ ىٍ ډىبث٬ ي ډشًن ٝيٍ إلاڇ ا٥لا٭بر
ي  ؿٕه   ثب   ثٍ سؼبٍر  اٙبٌٍ  ٙيٌ اْ إز ٽٍ  طجز سَٔه ډپشًثبر  ثب ٹئمٓ  ٽٍ َمَاٌ يػًى ىاٍى،. ڇ950 – 850

ٓ سَٔه . ىاٍوي.  ڇ900ْ آن اٙبٌٍ ثٍ سؼبٍر ثب ډىب٥ٸ آٵَٔٺب ي ىٍٔبْ َٕم اُ كييى ٕبڃ  َىييٕشبن ي ىٍ اىاډٍ ٹئم
ٍ َبْ اثه ٵٺٍٕ  ً ٙش آډيٌ إز ٽٍ يْ ثٍ ٽٚشُٕبْ ثبىثبوٓ َٕٕاٵٓ ٽٍ ثٍ َىييٕشبن  (.ڇ850كييى)اٙبٌٍ ډًػًى، ىٍ و
ٓ ٽىي ٓ ٽَىٌ اوي اٙبٌٍ ډ ىٍ َمٕه ُډبن ٕچٕمبن َٕٕاٵٓ ثبٍُځبوٓ إز ٽٍ ٝبىٍار ٽبلاَبْ هبيٍډٕبوٍ . ي ؿٕه سَىى ډ

ثٍ َٕٕاٳ ي ٕذٔ اُ ٥َٔٸ ډٖٺ٤ ثٍ ٹًٔچًن ٽٍ ٔټ ثىيٍ  ي ًٕاكڄ آن ثٍ ؿٕه ٍا طجز ٽَىٌ إز ٽٍ ا٥َُٔٸ ثٌَٞ
ٓ ٙيٌ إز ؛ ٕچٕمبن ي 1381؛ ٕچٕمبن سبػَ َٕٕاٵٓ، 1349اثه ٵٺٍٕ، ). يا٤ٕ اوشٺبڃ ٽبلا ىٍ ًٕاكڄ ډبلاثبٍ ثًىٌ ٍياوٍ ډ

 (.1989 ؛سبډذئً، 1335اثًُٔي َٕٕاٵٓ، 

于尸罗夫和马赫鲁班发现的这类陶瓷可以证明公元 1000 年时，伊朗和中国在波斯
湾已经建立了联系（伊斯梅利·杰洛达，贾法尼亚，2016）。 

据伊斯兰教早期的资料及文献记载，公元 850 至 950 年间，尸罗夫在贸易领域取
得了巨大成功，最古老的史料曾记录过它与中国及印度的贸易情况，后来公元 900

年左右，尸罗夫又和非洲及红海地区建立了贸易关系。最早记录从尸罗夫驶向印度
及中国船只资料的是伊本·法基（Ibn Faqih）（约公元 850 年）。同一时期，商人
苏莱曼·西拉菲记录了中东货物出口及对中国开放海岸的情况，当时，那些货物经
由巴士拉，运至尸罗夫，又穿过马斯喀特，到了马拉巴尔海岸的货物中转港基隆
（伊本·法基，1970；苏莱曼·塔耶尔·西拉菲，2002；苏莱曼和阿布·扎伊德·西拉菲，
1956；Tampeo, 1989）。 

The discovery of ceramics at Siraf and Mahroban confirms the connection between Iran 

and China during the first millennium CE in the Persian Gulf (Esmaeili Jelodar, Jaafarnia, 

2016). 

In the sources and texts of early Islam, there is much on the Siraf trade and the success 

of this city between 850-950 CE. They are among the oldest documents referring to 

Chinese and Indian trade, and later on African and the Red Sea trade of about 900 CE. 

The oldest reference is in the writings of Ibn Faqih (c. 850 CE), who refers to Sirafi sailing 

ships that sailed to India and China. At the same time, Suleiman Sirafi a trader, recorded 

the export of Middle Eastern goods to the China and documented that these goods 

went through Basra to Siraf and then Muscat to Qoylon, which was an intermediary port 

for the transfer of goods along the Malabar coasts (Ibn Faqih, 1970; Suleiman Tajer Sirafi, 

2002; Suleiman and Abu Zayd Sirafi, 1956; Tampeo, 1989).  
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ٓ ؤًٖي. 279ٌٵٺٍٕ ٽٍ ٽشبث٘ ٍا ىٍ ٕبڃ  اثه َبْ  َٕٕاٳ ثٍِٿ سَٔه ٵ١ٍَ"ٷ سإڅٕٴ ٽَىٌ إز دَٕاډًن َٕٕاٳ ډ
َُْٙ إز ثب ډَىڇ . ىٍ آوؼب وٍ ٽٚبيٍُْ َٖز ي وٍ ځبي ي ځًٕٶىيْ سىُب ػبْ آډييٙي ٕٶبٔه إز. ٵبٍٓ إز

اْ ٕٓ َِاٍ  َبْ هًى ډبڃ ٵَايان َٝٳ ٽىىي ؿىبوپٍ ثبٍُځبوٓ ػُز ثىبْ هبوٍ ډَىڇ آن ىٔبٍ ىٍٕبهشه هبوٍ. ثٖٕبٍ
ثىبَبٔٚبن اُ ؿًة ٕبع ثًى ي وِٕ ؿًثٓ ٽٍ اُ ثلاى ُوغ . ىٍ ا٥َاٳ آن وِٕ ثٖشبن ي ىٍهشِاٍ وٕٖز. ىٔىبٍ َِٔىٍ ٽىي

  َؼَْ ډٓ  ٹَن ؿُبٍڇ  وٕمٍ ايڃ ٕچٕمبن سبػَ َٕٕاٵٓ ٽٍ ىٍ. (1349ٵٺٍٕ،  اثه ) " َٕٕاٳ ثٖٕبٍ ځَڇ إز .آيٍوي
يْ ٽٍ ثب  ٥جٸ ځٶشٍ . ُٖٔشٍ ا٥لا٭بر ډج٥ًٖٓ اُ َٕٕاٳ ي ثبٍُځبوٓ ىٍٔبٔٓ آن ىٍ ايأڄ ٹَن ؿُبٍڇ َؼَْ ډٕيَي

يْ ٽًىٽٓ . ډٖٮًىْ ىٍ ډٕبن ځٌاٙشٍ، اي ٭مًُاىٌ ْ ډِٔيثه ډلمي ثه اثَىٔه ثٖشبٍٙ، ٵَډبوَياْ َٕٕاٳ ثًىٌ إز
؛ 1344ډٖٮًىْ، )  ٷ اُ َٕٕاٳ ثٍ ثٌَٞ ٍٵشٍ ي آوؼب اٹبډز ٽَىٌ إز. 330ٌ ثٍ ٕبڃ  ي وًػًاوٓ ىٍ َٕٕاٳ ثًىٌ ي

 (.2016إمٮٕچٓ  ػچًىاٍ، ػٮٶَوٕب، ؛ 1381؛ ٕچٕمبن سبػَ َٕٕاٳ،1337ٕمٖبٍ، 

伊斯兰历 279 年，伊本·法基曾写道：“尸罗夫是波斯最大的港口之一。那里没有农
业，没有牛羊，只有供船只往来的场地。当地人口众多，人们往往会花很多钱盖房
子，譬如某个商人为了盖房子，曾花了 3 万第纳尔，房子周围没有果园和树木。
当地人用柚木和辛吉地区的木材建造房屋。尸罗夫是个天气炎热的地方”（伊本·法
基，1970）。苏莱曼是尸罗夫的商人，生活在伊斯兰历 4 世纪上半叶，他记录了
4 世纪初与尸罗夫及其海上贸易相关的详细信息。据他说，他曾向马苏德表示自己
是尸罗夫统治者马吉德·伊本·穆罕默德·伊本·阿伯丁·巴斯塔什（Mazid ibn 

Muhammad ibn Aberdin Bastasheh）的表兄弟。他在尸罗夫度过了童年与少年时
期，后于伊斯兰历 330 年前往巴士拉，并最终定居在那里（马苏德，1956；塞姆
萨尔，1958；苏莱曼·塔耶尔·西拉菲，1381；伊斯梅利·杰洛达，贾法尼亚，
2016）。 

Ibn Faqih, in his 279 AH book writes of Siraf: “Siraf is one of the largest ports in Persia. 

There is no agriculture, no cattle or sheep on it, and there is only a place for ships 

commuting. It is a city with a lot of people. The people of that land spend a lot of money 

to build their houses, as a trader spends thirty thousand dinars to build his house. There 

are no orchards and trees around it. Their buildings were built of teak wood, as well as 

wood brought from Zanj land. The weather of Siraf is very hot” (Ibn Faqih, 1970). 

Suleiman Siraf merchant, who lived in the first half of the fourth century AH., gives 

detailed information about Siraf and its maritime trade in the early fourth century AH. 

According to him, as shared with Mas'udi, he was the cousin of Mazid ibn Muhammad 

ibn Aberdin Bastasheh, the ruler of Siraf. He passed his childhood and adolescence in 

Siraf and went to Basra from Siraf in 330 AH where he settled (Masoudi, 1956; Semsar, 

1958; Suleiman Tajer Sirafi, 1381; Esmaeili Jelodar, Jaafarnia, 2016). 
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Figure 34. Siraf on the Persian Gulf.  

ٙٞز يدىغ ٕبڃ ثٮي اُ ٕچٕمبن، اثًُٔي كٖه َٕٕاٵٓ، ٕٶَوبډٍ ٕچٕمبن ٍا هًاوي ي ا٥لا٭بر ٵَاياوٓ ٍا دَٕاډًن ؿٕه اُ 
ډٖٮًىْ سٺََٔار اي ي ٕچٕمبن  (.1337؛ ٕمٖبٍ، 1381اثًُٔي، ) ٙوٞٓ ثٍ وبڇ اثه يَت ٹَٔٚٓ ځَٵشٍ ي ثيان اٵِيى 

 ( 1381ٕچٕمبن سبػَ َٕٕاٵٓ،). اكشمبلاً  ا٥لا٭بر َىي ي ؿٕه ٍا ډٖٮًىْ اُ اثًُٔي ځَٵشٍ إز. ٍا سإٕٔي ٽَىٌ إز

苏莱曼逝世 65 年后，阿布·扎伊德·哈桑·西拉菲（Abu Zayd Hassan Sirafi）读了苏
莱曼的游记，了解了更多关于中国的信息，这些信息源于伊本·瓦赫伯·库雷希（Ibn 

Wahb Qureshi）（阿布·扎伊德，2002；塞姆萨尔，1958）。马苏德证实了他和
苏莱曼的说法。他可能是从阿布·扎伊德那里获得了印度和中国的信息（苏莱曼·塔
耶尔·西拉菲，2002）。 

Sixty-five years after Suleiman, Abu Zayd Hassan Sirafi read his travelogue and its 

information about China, which had been acquired from Ibn Wahb Qureshi, which he 

added to (Abu Zayd, 2002; Samsar, 1958). Masoudi confirmed his and Suleiman's 

statements. Masoudi probably took the information of India and China from Abu Zaid 

(Suleiman Tajer Sirafi, 2002). 
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 ډٕڂًٔيٽٍ اي ډإډًٍ ثًىٌ  ٍأُي كٖه َٕٕاٵٓ ىڅٕڄ وًٙشه ٽشبة ىيڇ ٕچٖچٍ اڅشًأٍن ٔب اهجبٍ اڅٕٞه ي اڅُىي هًى اثً
أه ُډبن ٽبٍَبْ أه ىٍٔب  اٙبٌٍ ىاٍى ٽٍ ىٍ ٷ ثًىٌ ي .ٌ 237 سبٍٔن ٽشبة ٕبڃ.  ثذَىاُى أه ٽشبة  سإډڄ ىٍ ٽٍ ثٍ

ٕچٕمبن ي اثًُٔي  ؛ 1381ٕچٕمبن سبػَ َٕٕاٵٓ، ).  إز  إشًاٍ ثًىٌ  ي  دٍَيوٸ ثبٍُځبوبن ثٍ آن  آډييٙي  ثٍ ػُز
ٓ ٽىي (1335َٕٕاٵٓ، َٕٕاٳ  ٽٍ ٕٕبكبوٓ ٽٍ ډٕوًاَىي ثٍ ؿٕه ثَيوي ىٍآٱبُ كَٽز ثبٔي اُ ٕچٕمبن َٕٕاٵٓ اٙبٌٍ ډ

 ٽبلاَب اُ  : يْ ىٍ اىاډٍ ډٕڂًٔي (1335َٕٕاٵٓ،   ٕچٕمبن ي اثًُٔي  ؛1381ٕچٕمبن سبػَ َٕٕاٵٓ، )  .٥ٓ ډَٖٕ ٽىىي
ٓ ٙيٌ  ي ىٔڂَ وٺب٣  ي ٭مبن  ثٌَٞ  اثًُٔي َڈ ثٍ . ي اُآوؼب ٽٚشُٕبْ ؿٕىٓ ثبٍځَْٕ ډٕپَىٌ اوي ثٍ َٕٕاٳ ثَىٌ ډ

ٓ ٽىي ٽٍ أه وباډىٓ ثٍ يػًىآډيٌ ٕجت ډٕڂَىى سب ځَيَٓ اُ ٍاَىمبٔبن  (ىٍٔب) ٱبئچٍ ثىيٍٽبوشًن ي ٱبٍر آن اٙبٌٍ ډ
؛ 1381ٕچٕمبن سبػَ َٕٕاٵٓ، ) . َب ٹ٬٦ ځَىى  آن   ي ٍُٷ ي ٍيُْ  ثًىوي، ثٕپبٍ ٙيٌ  َٕٕاٳ ي ٭مبن ػبٍْ ٽٍ ىٍ

إمٮٕچٓ  )   ٵچًٓ ثًىٌ إز َب ثب  ٽٍ ډٮبډلار ؿٕىٓ َمـىٕه اثًُٔي اٙبٌٍ ىاٍى ( 1335ٕچٕمبن ي اثًُٔي َٕٕاٵٓ، 
 (.2016ػچًىاٍ، ػٮٶَوٕب، 

阿布·扎伊德·哈桑·西拉菲撰写第二部著作《中国印度见闻录》时表示，他是受人之
托才有此思考成果。这本书的出版时间可以追溯到伊斯兰历 237 年，它可以证明
尸罗夫附近的海域曾因商人的到来而异常繁荣（苏莱曼·塔耶尔·西拉菲，2002；苏
莱曼和阿布·扎伊德·西拉菲，1956）。苏莱曼·西拉菲指出，对去中国的游客而言，
尸罗夫是旅途开始时的必经之地（苏莱曼·塔耶尔·西拉菲，2002；苏莱曼和阿
布·扎伊德·西拉菲，1956）。他表示，巴士拉、阿曼和其他地方的货物运到尸罗夫
后，会被装上中国船只。阿布·扎伊德曾提及广州港常有劫掠，这种危险的环境令
生活在尸罗夫和阿曼的海上导游们失去了谋生的手段（苏莱曼·塔耶尔·西拉菲，
2002；苏莱曼和阿布·扎伊德·西拉菲，1956）。他还指出，中国人曾把丝绸当作
货币，购买地产、货物或谷物等，会支付卖家丝绸（伊斯梅利·杰洛达，贾法尼亚，
2016）。 

Abu Zayd Hassan Sirafi, in the second book of his “Series of Chronicles or News of China 
and India” wrote that contemplation on this book was commissioned to him. The book 
narrative begins in 237 AH. and states that the sea was prosperous for the arrival of 

merchants (Suleiman Tajer Sirafi, 2002; Suleiman and Abu Zayd Sirafi, 1956). Suleiman 

Sirafi points out that tourists who wanted to go to China had to pass through Siraf at the 

beginning of their travel (Suleiman Tajer Sirafi, 2002; Suleiman and Abu Zayd Sirafi, 

1956). Goods were taken to Siraf from Basra, Oman, and elsewhere, and from there 

they were loaded on Chinese ships. Abu Zayd also refers to the plunder of the Canton 

port and looting. This insecurity caused a group of sea guides living in Siraf and Oman to 

be unemployed and their livelihoods terminated (Suleiman Tajer Sirafi, 2002; Suleiman 

and Abu Zayd Sirafi, 1956). Abu Zayd also points out that the Chinese traded by floss 

(Esmaeili Jelodar, Jaafarnia, 2016). 
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ٍ اوياٌُ  ٓ هَى اُ أه ٵچًٓ َب ث ٓ ٽىيٽٍ ؿًن هَٔياٍ، ُډٕه ٔب ٽبلا ٔب كجًثبر ي ؿَِٕبْ ىٔڂَْ ډ يْ ٕذٔ اٙبٌٍ ډ
ٓ دَىاُى  أه ځًوٍ ٵچًٓ َب ىٍ َٕٕاٳ َڈ ډًػًى إز ٽٍ ثَ آن ": وپشٍ ػبڅت ىٍ اٙبٍار يْ أه إز ٽٍ. ٹٕمز ډ

وپشٍ ػبڅت أىپٍ ىٍ ٽبيُٙبْ َٕٕاٳ  ډٺبىَٔ ُٔبىْ  (1381ٕچٕمبن سبػَ َٕٕاٵٓ،) ".وٺٚٓ ثٍ ه٤ ډَىڇ ؿٕه ىاٍى
ٍ ىٕز آډيٌ إز  ځًوٍ ٕپٍ أه  اُ (. 1390؛ إمٮٕچٓ  ػچًىاٍ، 1985څًٔټ، )َب ث

ٷ ٽشبث٘ ٍا سلز ٭ىًان ٭ؼبٔت َىي . 342ٌ ٽٍ ىٍ ٕبڃ ثًىٌ اُ ىٔڂَ وبهيأبن أَاوٓ  ثٍِٿ ثه َُٙٔبٍ ٍاډَُډِْ 
ٍ ئٌْ ىٍٔبوًٍىاوٓ ٽٍ اَڄ َٕٕاٳ ثًىٌ  هچٕغ ٵبٍٓىٍٔبوًٍىان أَاوٓ   يْ دَٕاډًن  .سإڅٕٴ ٽَىٌ إز اوي ا٥لا٭بر  ث

ٍ ًٍٝر ىإشبن ثٕبن ٙيٌ اډب ثب سًػٍ ثٍ وبډُب ي ډپبن . ػبڅت سًػُٓ ٍا طجز ٽَىٌ إز ََؿىي ثٖٕبٍْ اُأه ٍيأبر ث
ىٍ ٝيٍ إلاڇ ي   ي١ٮٕز ىٍٔبوًٍىْ  أه ا٥لا٭بر ىٍ ٙىبهز ډجبىڅٍ ٙيٌ،   ثبٍُځبوٓ   ي ٽبلاَبْ  ػٲَاٵٕبٔٓ َبْ

ٍ ئٌْ ٙىبهز ي١ٮٕز ثبٍُځبوٓ َٕٕاٳ ثٖٕبٍ ًٕىډىي ډٓ ثبٙىي ؛ إمٮٕچٓ  1348؛ ثٍِٿ ثه َُٙٔبٍ، ٥1388بََْ،)ث
 (.2016ػچًىاٍ، ػٮٶَوٕب، 

有趣的是：“在尸罗夫也发现过这种丝绸，上面还有汉字。”（苏莱曼·塔耶尔·西拉
菲，2002）。更有趣的是，当地还出土了大批曾被当作货币的丝绸”（洛伊克，
1985；伊斯梅利·杰洛达，2011）。伊朗船长博佐格·伊本·沙赫里亚尔·拉姆霍莫齐
（Bozorg Ibn Shahriar Ramhormozi）于伊斯兰历 342 年撰写了《印度奇迹》。
他记录了波斯湾伊朗水手，特别是尸罗夫水手的趣闻轶事。虽然此书以故事为主要
叙述形式，但鉴于其中记录了参与商品交换的地区及其地理位置，这类信息对了解
伊斯兰教建立初期的海上贸易情况，特别是尸罗夫的商业发展情况颇有帮助（塔赫
里，2009；博佐格·伊本·沙赫里亚尔，1969； 伊斯梅利·杰洛达， 贾法尼亚，
2016）。 

He mentions that a Chinese purchaser lands, goods, or grains uses flosses as payment. 

"Such flosses were also present in the Siraf and it had a Chinese script on it." (Suleiman 

Tajer Sirafi, 2002). Large quantities of these coins have been found in Siraf excavations 

(Lowick, 1985; Esmaeili Jelodar, 2011). 

The Bozorg Ibn Shahriar Ramhormozi was another Iranian captain. He wrote Wonders of 

India in 342 AH. He recorded information about Iranian sailors in the Persian Gulf, 

especially those Sirafi sailors. These narrations usually appear as stories, the names and 

geographical locations and commercial goods exchanged, is information very useful to 

come to understanding of the maritime situation at the beginning of Islam and 

especially Siraf’s commercial situation (Taheri, 2009; Bozorg Ibn Shahriyar, 1969; 
Esmaeili Jelodar, Jaafarnia, 2016). 
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: يٵبر )اثًإلبٷ اثَإَڈ ثه ډلمياڅٶبٍٕٓ الا٦ٝوَْ اُ ډَىڇ إشوَٵبٍٓ ډٮَيٳ ثٍ اڅپَهٓ، ػٲَاٵٕيان ډٖچمبن 
ىٍ ٽشبة ډٖبڅټ اڅممبڅټ هًىٽٍ ثَ إبٓ ٽشبة ًٍٝالاٹبڅٕڈ اطَ اثًُٔي ثچوٓ إز ىٍثبٌٍ َٕٕاٳ ډٕڂًٔي؛  (ٷ.346ٌ

 (ىي ډٕچًٕن دًوي)اَبڅٓ آوؼب اُ سمبڇ اَڄ ٵبٍٓ سًاوڂَسَوي ي ٽٖبوٓ َٖشىي ٽٍ طَير آوبن اُ ٙٞز َِاٍ َِاٍ ىٍَڈ 
(   1383څٖشَوؾ،). اوي ثٕٚشَ إز ي َمٍ آن ٍا اُ ٍاٌ سؼبٍر ىٍٔب ثٍ ىٕز آيٍىٌ

ٓ ؤًٖي إز ي ؿًثُب ٽٓ اُ َىييٕشبن ي  (وً٭ٓ ىٍهز َىييٕشبن)ثىبْ أٚبن ٕبع ":يْ ىٍ ډٖبڅټ ي اڅممبڅټ ډ
 ي دَٕاډه َٕٕاٳ َٕؾ ىٍهز   ٽٍ ٕٓ َِاٍ ىٔىبٍ ثَ ٭مبٍر َٕا هَع ٽىي  آٍوي ؿىبن ٽٓ ډَى ثبٍُځبن ثًى ُوڂجبٍ
ډَىْ اُ َٕٕاٳ ثٍ ثبٍُځبوٓ ىٍٔب ٙي ي ؿُڄ ٕبڃ ىٍ ٽٚشٓ ثمبوي ٽٓ : اڇ ٽٍ ي ٙىًىٌ  "( 1373ا٦ٝوَْ،) "وجبٙي

 ( 1373ا٦ٝوَْ، ) ".ي ډَىډبن َٕٕاٳ ٍا اُ ثبٍُځبوٓ ىٍٔب ٍيُْ سمبڇ َٖز... ثَ هٚټ ثَوٕبډي

阿布·伊沙克·易卜拉欣·伊本·穆罕默德·艾尔法尔西·艾尔伊斯塔赫里（Abu Ishaq 

Ibrahim Ibn Muhammad Al-Farsi Al-Istakhri）是法尔斯省伊斯泰赫尔人，别名艾
尔卡基，是穆斯林地理学家（于伊斯兰历 346 年逝世），基于阿布·扎耶德·巴尔基
的《Sowar al-Aqalim》，他在《贸易路线与王国》中写道：“那里的人比所有波斯
人都富有，有些人的资产超过 6 万迪拉姆（约合 200 万英镑），他们都是通过海
上贸易获取财富的（莱斯特恩奇，2004）。 

他的建筑是用柚木（一种印度木材）和印度及桑给巴尔岛的木材建成的；尸罗夫附
近没有树木，为了修建宅邸，这个商人花了 3 万迪纳尔”（伊斯塔赫里，1994）。
“我听说有个来自尸罗夫的人从事海洋贸易后，在船上呆了 40 年，没有上过岸……
这类人的生计完全靠海上贸易维持。”（伊斯塔赫里，1994）。 

Abu Ishaq Ibrahim Ibn Muhammad Al-Farsi Al-Istakhri, is an Istakhr Fars, who is also 

known as Al-Karkhi, the Muslim geographer (died: 346 AH.) He discusses Siraf in his 

book Masalak al-Mamalak, which was based on Sowar al-Aqalim by Abu Zayd Balkhi, 

who wrote “The people there are richer than all the Persians and there are those whose 
wealth is more than sixty thousand dirhams (two million pounds) and they have all 

gained it through the sea trade (Lesternch, 2004).  

He wrote, in Masalak al-Mamalak, "His [the Sirafi] buildings are made of teak, woods 

from India, and Zanzibar; [the] merchantman spent thirty thousand dinars for his 

mansion and there are no trees around the Siraf" (Istakhri, 1994). "And I have heard that 

a man from Siraf entered the business of the sea, and remained in the ship for forty 

years and did not come ashore... and all sustenance of the people of Siraf are in the 

business of the sea." (Istakhri, 1994). 
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ي اُ َٕٕاٳ ډشب٫ ىٍٔب هِٕى ؿًن ٭ًى ي ٭ىجَ ي ٽبٵًٍ ي ػًاََ ي هٍِٕان ي ٭بع ي آثىًٓ ي دچٕڄ ي ٝىيڃ ي ىٔڂَ "
 "ځًوٍ ٥ٕت ي ىاٍيَب اُآوؼب ثٍ آٵبٷ ثَوي ي ىٍ أه َُٙ ثبٍُځبوبن ىٔيڇ ََ ٔټ ٙٞز ثبٍ َِاٍ ىٍَڈ ثًى َٕډبٍٔ

اويٽٍ ىاٍأٓ ډىٺًڅٚبن  يْ ىٍ ثو٘ ىٔڂَْ اُ ٽشبث٘ ډٕىًٖٔي ٽٍ ىٍ َٕٕاٳ ثبٍُځبوبوٓ ثًىٌ (1373ا٦ٝوَْ،)
.  ىٔىبٍ ثبڅٰ ثًىٌ إز000/000/4 ىٍَڈ ډٮبىڃ 000/000/60ََ ٔټ ٙٞز ثبٍ َِاٍ َِاٍ ىٍَڈ ٔٮىٓ 

: يٵبر)ىٔڂَ ډًٍم ي ػٲَاٵٕيان ډٖچمبن   اثًاڅلٖه ٭چٓ ثه اڅلٖٕه ثه ٭چٓ ثه ٭چٓ ډٖٮًىْ،  (1373ا٦ٝوَْ،)
: ، ىٍ ٽشبة ډَيع اڅٌَت ي ډٮبىن اڅؼًََ ىٍثبٌٍ َٕٕاٳ ا٥لا٭بر اٍُٙمىيْ ثٍ ىٕز ډٕيَي ي ډٕىًٖٔي(ٷ.346ٌ

  ُوغ، ٭َثٖشبن، أٍشٌَ ي كجٍٚ ٽٚشَٕاوٓ ٽَىٌ ي ىاىيٕشي ىٍٔبَب ٍا اىاٌٍ ډٓ ډچًاوبن َٕٕاٳ ىٍ ىٍٔبْ ؿٕه، ٕىي،"
 ٕچٕمبن ي اثًُٔي كٖه ٽشبثٓ ثٍ وبڇ ٕچٖچٍ اڅشًأٍن ىاٍوي ٽٍ ىٍ آن اُ سؼبٍر ىٍٔبٔٓ َٕٕاٵٕبن ي أَاوٕبن ثب ".ٽىىي

   .ډ٦بڅجٓ آډيٌ إز... ؿٕه ي اكشَاڇ دبىٙبٌ ؿٕه ثٍ ډٖچمبوبن ي

“尸罗夫运载的货物十分丰富，其中包括沉香、琥珀、樟脑、珠宝、木材、竹子、
象牙、乌木，胡椒及香料，它们最终都会被带到遥远的地方。在这个城市，我看到
许多商人有 6 万迪拉姆”（伊斯塔赫里，1994）。在其他章节中，他写道：尸罗夫
的商人其地产价值 6000 万迪拉姆，相当于 400 万第纳尔（伊斯塔赫里，1994）。
另一位穆斯林历史学家、地理学家阿布·哈桑·阿里·伊本·侯赛因·伊本·阿里·伊本·阿
里·马苏迪（Abu al-Hasan Ali ibn al-Husayn ibn Ali ibn Ali Mas'udi）（逝于伊斯兰
历 346 年），在《Muruj al- zahab wa Ma'daen al-Jowhar》中，记录了与尸罗夫
相关的宝贵信息，他写道：“尸罗夫的海员航行于中国、信德省、辛吉、沙特阿拉
伯、厄立特里亚国的海域，从事着海上贸易”。苏莱曼和阿布·扎伊德·哈桑著有《中
国印度见闻录》，书中谈到了尸罗夫、伊朗与中国的海上贸易及中国皇帝十分尊重
穆斯林的事迹，其中还有中国宦官欺负呼罗珊商人的故事。 

"And in Siraf sea goods are abundant, goods such as Oud, amber, camphor, jewels and 

wood, such as bamboo, ivory, ebony, pepper, and aromatic things, and from there they 

are taken to distant parts of the world. And I saw many merchants in this city who had 

sixty thousand dirhams" (Istakhri, 1994). Elsewhere in the book he writes, there were 

Siraf merchants, whose real estate was sixty times a million dirhams, that is, 60,000,000 

dirhams, equivalent to 4,000,000 dinars (Istakhri, 1994). Abu al-Hasan Ali ibn al-Husayn 

ibn Ali ibn Ali Mas'udi, another Muslim historian and geographer (Death. 346 AH.), in 

Muruj al- zahab wa Ma'daen al-Jowhar, wrote about Siraf saying: "Siraf sailors shipping 

in seas, in the China Sea, Sindh, Zanj, Saudi Arabia, Eritrea and manage the trade of the 

seas". Suleiman and Abu Zayd Hassan wrote the Series of Chronicles about the maritime 

trade of the people of Siraf and the Iranians with China and the respect of the Chinese 

king towards Muslims,  
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 ٍ ٍ ْ ثٍ ىاى اي ي ثَٽىبٍؿٕه دبىٙبٌ ٕٕيځٓ ي ٍوٓ  ثٍ ثبٍُځبن هَإبؿٕىٓ ْاُػمچٍ ىإشبن ٩چڈ ي ٕشڈ هًاػ  ْ هًاػ
ٍ ىاٍؿٕىٓ  (.1344 ْ،ډٖٮًى) ٽٍ ٽَىٌ ثًى٩چمٓ ثٍ  يا٦ٍٕ ْ ٽڄ اډذَا٥ًٍْ اُ هِاو

 367  إز ٽٍ ىٍٽشبث٘ ًٌٍٝ الاٍٟ ٽٍ ىٍٕبڃهٓ ډًٍٔڂَ ٭َة، ىٵٕيانكًٹڄ، ػُبوڂَى ي ػٲَا  ډلميثهاثًاڅٺبٕڈ
 اثًثپَاكمي ٔٓ اُطَير ي ىاٍاَمـىٕهاثه كًٹڄ .  ٍا طجز ٽَىٌ إزسٓ ثىيٍ ا٥لا٭بٔه اٵٓ ٙيٌ إز ىٍډٮَڅٕٴٷ سإ.ٌ

 ثًى، طَير ي ډپىز اي ىٍ َٔ و٨  ثبثز ٽڈٔهاُ ا (َؼَْٕيٌ ؿُبٍڇ ) ٽٍ ىٍ ُډبن هًى ډٕپىي ٔز كپبَٕٕاٵٓثه ٭مَ 
٥جٸ وًٙشٍ اثه كًٹڄ .  ٽٖت ٙيٌ ثًىٔٺب آٵَٹٓ َْٙ ي ََُٙب ي ثىيٍَبٔت ي َىي ي َٕاويؿٕه ثب ْ ىاىيٕشي يوشٕؼٍ

 ډًٍم َمٕه(. 1345اثه كًٹڄ، ) ثًىٌ إز  ٽٚشٓ َبٔ٘ ثيين ىٍ و٪َ ځَٵشهٔىبٍ َِاٍ ى900 ثبٍُځبن ٔهطچض ډبڃ ا
 (.1345اثه كًٹڄ،).  ثًىَٕٕاٳ اي اٙبٌٍ ىاٍى ٽٍ اَڄ ٬ٔ ي يٹبوٕبډي ٽٚشٓ ثَٕين ٽٍ ؿُڄ ٕبڃ اُ ْ ډَىٕشبنثٍ ىا

据此书记载，中国皇帝听取了呼罗珊商人的控诉，宦官最终因欺辱商人，被革去了
掌管国库之职（马苏德，1965）。 

阿拉伯旅行家、地理学家阿布·卡色斯·穆罕默德·本·霍奇尔（Abu al- qasim 

Muhammad ibn Hawqal）也是于伊斯兰历 367 年著有《Soroat al Arz》的历史学
家，在书中，他记录了与尸罗夫相关的信息。伊本·胡克（ Ibn Huql）曾提及阿
布·巴克尔·艾哈迈德·伊本·乌马尔·西拉菲（Abu Bakr Ahmad Ibn Umar Sirafi）是伊
斯兰历 4 世纪首屈一指的富豪，通过与中国、印度、萨兰迪布及东非城市、港口
开展贸易，他积累了丰厚的财富。伊本·霍卡尔（Ibn Hawqal）称，90 万迪纳尔只
占这位商人财产的三分之一，此外他还拥有众多船只（伊本·胡克，1966）。伊
本·霍卡尔还写了来自尸罗夫、四十年没有下过船的男子的故事（伊本·霍卡尔，
1966）。 

One story included is that of a Chinese man's oppression of a Khorasan merchant. The 

Chinese man was removed from the treasury of the Chinese empire by the king of China 

after hearing that the lawsuit in response to his oppression(Masoudi, 1965). 

In 367 AH Abu al-Qasim Muhammad ibn Hawqal, an Arab traveler, geographer and 

historian wrote on Siraf in his book Soroat al Arz. Ibn Huql narrated the wealth of Abu 

Bakr Ahmad ibn Umar Sirafi, who was unique in his time (fourth century AH.) in this 

regard, his fortune was gained as a result of his trade with China, India, Sarandib, and 

cities and ports of East Africa. According to Ibn Hawqal, a third this merchant’s was 
900,000 dinars without including his ships (Ibn Huql, 1966). The same historian writes of 

the experiences of a man from Siraf who remained in the maritime trade did for forty 

years (Ibn Hawqal, 1966).  
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ٔ اڅئه اثً٭جيالله ډلمي ثه اكمي ثه اثًثپَ ٙبډٓ ډٺيٕٓ ډٮَيٳ ثٍ ثٚبٍْ، ٽٍ ٽشبة اكٖه اڅشٺبٕٕڈ ٵٓ ډٮَٵٍ  ٙم
ډَىډ٘ ثٍ َىڂبڇ آثبى ٽَىن آن ٍا اُ ": ٷ سإڅٕٴ ٽَىٌ إز، ىٍ هًٞٛ َٕٕاٳ ډٓ ځًٔي. 375ٌالاٹبڅٕڈ ٍا ىٍ ٕبڃ 

وبډ٘ ثچىيآياٌُ  ثٌَٞ ثَسَ ډٕىُبىوي، َُٔا ٽٍ ٕبهشمبوُبٔ٘ إشًاٍ، ػبډٮ٘ ُٔجب، ثبُاٍَبٔ٘ ىٍٕز، ډَىډ٘ ىاٍا،
  .إز

اڇ ٽٍ ثچىي ثب  َبٔ٘ وئيٌ  اوڂِٕسَ اُهبوٍ ثبٍْ ډه ٙڂٶز .ىٍځبٌ ؿٕه أىؼبٕز وٍ ٭مبن، اوجبٍ ٵبٍٓ ي هَإبن إز
ٍ ٙيٌ إز يڅٓ دٔ اُدَٕيُْ ىٔچمٕبن . ٔټ هبوٍ سب ثٕ٘ اُ ٔټ ٝي َِاٍىٍڇ هَٔياٍْ ډًٕٚى. ؿًة ٕبع ي آػَٕبهش

ډى٪ًٍ ) 67 ي 66 ٕذٔ ُڅِڅٍ ٕبڃ. ْ ٭مبن ٍا ٕبهشىي  ٹٞجٍ  ٍياوٍ ٙيٌ ْ ىٍٔب ډَىڇ ثٍ ٽَاوٍ  ئَاوٓ ٍٵشٍ  ٍي ثٍ
ٍ  . څَُاوٕي  َٶز ٍيُ آن ٍا دٕ٘ آډي ٽٍ (ٷ . 366ٌ ي 367 َب ئَان ٙي ٔب   ثٕٚشَ هبوٍ ًْٕ ىٍٔب ځَٔوشٍ  ډَىڇ ث

 (.2016إمٮٕچٓ  ػچًىاٍ، ػٮٶَوٕب، ؛ 1345 اثه كًٹڄ،) ".سَٻ ثَىاٙز

沙姆斯·艾尔丁·阿布杜拉·穆罕默德·伊本·艾哈迈德·伊本·阿布·巴克尔·沙米·马基迪西，
又称巴沙里（Bashari），于伊斯兰历 375 年撰写了《Ahsan al-Taqasim fi 

Maarefat al-Aqalim》：“尸罗夫建成之时，当地人认为尸罗夫比巴士拉更胜一筹，
因为其建筑坚固，聚礼清真寺美丽，市场繁荣，人民富有，名气也更大。” 
阿曼不是向中国出口货物的港口，尸罗夫才是，尸罗夫是波斯和呼罗珊的仓库。那
里的房子是用柚木及砖石建造的，比较高大，我从未见过比它们更令人惊异的东西。
在尸罗夫，一套房子价格高达 10 万迪拉姆以上。然而，在迪尔门胜利之后，尸罗
夫被摧毁了，当地人民移居海边，建造了阿曼城。伊斯兰历 366 年及 367 年，尸
罗夫又发生了地震，地震持续了七天之久。人们不得不逃到海上，大部分房屋或被
摧毁，或出现了裂缝。（伊本·霍卡尔，1966；伊斯梅利·杰洛达，贾法尼亚，
2016）。 

Shams al-Din Abu Abdullah Muhammad ibn Ahmad ibn Abu Bakr Shami Maqdisi, known 

as Bashari, wrote Ahsan al-Taqasim fi Maarefat al-Aqalim in 375 AH., and mentions Siraf:  

 "Its people considered it superior to Basra when it was built, because its buildings are 

strong, its Jame mosque is beautiful, its markets are prosperous, its people are rich, its 

name is famous.  

The port of China is here, not Oman, here is the storehouse of Persia and Khorasan. I 

have never seen anything more amazing than its houses which are built high in teak and 

brick. A house can be bought for more than one hundred thousand dirhams. But after 

the victory of Dilmian, Siraf was destroyed and the people went to the seashore and built 

the town of Oman. Then there were earthquakes in the years 66 and 67 (meaning 367 

and 366 AH.) which shook it for seven days. People fled to the sea, most of the houses 

were destroyed or cracked." (Ibn Huwqal, 1966; Esmaeili Jelodar, Jaafarnia, 2016).  
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ډؼمً٭ٍ ٽبلاَبْ ياٍىاسٓ  ثٍ )ډٺيٕٓ ىٍ ًٽَ ثبٍُځبوٓ َٕٕاٳ ثٍ ٽبلاَبْ ٵ٥ًٍ، څًڅً، څىڂُبْ ٽشبوٓ، سَاُي ي ثَثُبٍ  
ٓ ٽىي ( (1383څٖشَوؾ،) َىيْ ځًٔىي   500اثه ثچوٓ ٽٍ ٽشبث٘ ثٍ وبڇ ٵبٍٕىبډٍ ٍا ىٍ ٕبڃ  (. 1385ډٺيٕٓ، )اٙبٌٍ ډ

َٕٕاٳ ىٍ ٹئڈ َُْٙ ثٍِٿ ثًىٌ إز ي آثبىان "ٷ سإڅٕٴ ٽَىٌ إز ىٍسًٕٝٴ ثبٍُځبوٓ َٕٕاٳ ؿىٕه ډٕڂًٔي؛.ٌ
ي ٽٚشُٕب ي ثٍ ٭ُي هچٶب ځٌٙشٍ ىٍ يػٍ هِاوٍ   (. ثًُْ ٔب ثًٕز وً٭ٓ ٹبٔٸ إز :ثًُُٔب) دَوٮمز ي ډ٫َٚ ثًُْ،

 ډبوىي آن ىاهڄ آن ثًىْ ډبڅٓ ثٖٕبٍ اُآوؼب هبٕشٓ ي   ي ثٍ ٕجت آوپٍ ٭٦َ ي ٥ٕت اُ ٽبٵًٍ ي ٭ًى ي ٕىيڃ ي ثًىْ
ىأٌَ  ُٙبة اڅئه اثً٭جيالله ٔبٹًر ثه ٭جيالله كمًْ،  ( 1374اثه ثچوٓ،)  ".سب آهَ ٍيُځبٍ ىٔچڈ َڈ ثَٔه ػمچز ثًى

ىٍىأٌَ اڅمٮبٍٳ ػٲَاٵٕبٔٓ هًى، ډٮَيٳ ثٍ ډٮؼڈ اڅجچيان، ا٥لا٭بر اٍُٙمىيْ (ٷ. 626ٌ:يٵبر)اڅمٮبٍٳ ؤًٔ ٭َة
 (.1362؛ ٔبٹًر،1383څٖشَوؾ، )اُ َٕٕاٳ ٹَن َٶشڈ ثٍ ىٕز ډٕيَي 

谈及尸罗夫的贸易概况时，莫加达西（Moghadasi）提到了 Futeh（一种洗澡时充
当遮盖物的织物），珍珠，亚麻长裤（一种洗澡时充当遮盖物的织物），天平和巴
拉哈尔（Barahar）（印度进口货物集市）。（莱斯特恩奇，2004）（莫加达西，
2006）。伊本·巴尔基（Ibn Balkhi）于伊斯兰历 500 年撰写的《Farsnameh》曾
提到过尸罗夫的贸易情况：古时候，尸罗夫是个庞大且繁荣的城市，也是“布齐”
（Boozi，又称 Boost，是一种船的名字）及哈里发所属船只停泊的海港，一直到
Dilmian 时代，尸罗夫都因为拥有樟脑、熏香、檀香等香料而富庶一方”（伊本·巴
尔基，1995）。阿拉伯地理百科全书编纂者沙哈布丁·阿布杜拉·雅库特·伊宾·阿卜
杜拉·赫马维（Shahabuddin Abu Abdullah YaqutIbin Abdullah Hemawi）（逝于伊
斯兰历 626 年），别名莫贾姆·博尔丹（Mojam Al Boldan），提供了 7 世纪时，
与尸罗夫有关的宝贵信息（莱斯特恩奇，2004；雅库特，1983）。 

Moghadasi refers, in describing the Siraf trade, to Futeh
2
  goods, pearls, linen longs 

3
, 

balances and Barahar which is the term for a collection of imported Indian goods 

(Lesternch, 2004, and Moghadasi, 2006). Ibn Balkhi, in his book Farsnameh written 

about 500 AH., describes Siraf business. In ancient times, Siraf was a large and 

prosperous city and with a harbor of Boozi, also Boost which is a style of boats and ships 

that belonged to the treasury in the time of the previous caliph. Due to fragrance goods 

such as of camphor, incense, and sandalwood in Siraf, there was much wealth.  This 

situation remained the same until the end of Dilmian's time" (Ibn Balkhi, 1995). 

Shahabuddin Abu Abdullah Yaqut Ibin Abdullah Hemawi, the Arab encyclopedia writer 

(died: 626 AH.) provided, in his geographical encyclopedia, the Mojam Al Boldan, much 

valuable information about the Siraf in the seventh century (Lesternch, 2004; Yaqut, 

1983). 

                                                 
2
A type of fabric that was used as a cover during bathing. 

3
A type of fabric that was used as a cover during bathing. 
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اي اُ ډچًٻ كمبٌ ي ډًٍم  .ډٓ ثبٙيىٔڂَ ٹَين ډٕبوٍ ثٍ وبڇ اثًاڅٶياء اڅمچټ اڅمًٔي ٭مبىاڅئه إمب٭ٕڄ ثه ٭چٓ  ډًٍم 
ىٍ ٽشبث٘ ثٍ وبڇ سٺًٔڈ اڅجچيان ا٥لا٭بر اٍُٙمىيْ اُ ي١ٮٕز سؼبٍر  إز ي  (ٷ. 732ٌ: يٵبر)  ػٲَاٵٕيان ٭َة

 َب ٽمٓ ثٮيسَ ثٍ أه  ډپشًة ؿٕىٓ  ډًٍهٕه ي ډىبث٬ . (1349اثًاڅٶياء، )   َٚشڈ َؼَْ ډٕيَي  ٹَن ىٍ َٕٕاٳ ىٍ
اٙبٍار ډپٍَْ ثٍ ثبٍُځبوبن ي ػبډٮٍ ثبٍُځبوبوٓ دًًٕ  (ؿبئً ٵبن ٙٓ)ؿبئً ػًٽًآ .  ڇ12ىٍ ٹَن . ډٖئچٍ اٙبٌٍ ىاٍوي

ٍ ئٌْ ثٍ ثىيٍ َٕٕاٳ ثٍ .ٽٍ ىٍ ٽبوشًن ثًىٌ اوي، ىاٍى (دبٍٕٓ)  ٭ىًان ثىيٍ اٝچٓ آن َب ٽٍ طجز ٙيٌ إز، اٙبٌٍ   يْ ث
ٓ ٽىي  :ډٓ ځًٔي (1063 ) ٙبٵَىٍ أه ٍاث٦ٍ(. 2016إمٮٕچٓ  ػچًىاٍ، ػٮٶَوٕب، )ډ

 اُ ٹَن َٶشڈ سب ٹَن  . ػىًة ىٍٔبْ ؿٕه ي اٹٕبوًٓ َىي ثًىٌ إز  هبٍع اُ ٽًٍٚ ؿٕه اُ ٥َٔٸ ثٕٚشَ سؼبٍر... "
 هچٕغ  ٍآ  دبٔشوز ثٍ ثٲياى، ... ثًى، ډمچً اُ ٽٚشٓ َبٔٓ اُ ََ ډچٕز   اډه ي ٱىٓ  اٹٕبوًٓ َىي ٔټ اٹٕبوًٓ وُڈ،

  . ډىشٺڄ ي سؼبٍر َٙٹٓ ثٖٕبٍ ٙپًٵب ٙيٵبٍٓ

另一位中世纪历史学家、地理学家兼哈马国王阿布·法达·穆克·穆阿依德·艾马
德·丁·伊斯梅尔·伊本·阿里（Abu al-Fada 'al-Mulk al-Mu'ayyid Emad al-Din Ismail 

ibn Ali）（逝于 732 年）在《Taghvim al Boldan》中记录了尸罗夫在伊斯兰历 8

世纪时的贸易状况（阿布·法达，1970）。 

中国史学家在相关文献中记录尸罗夫贸易情况的时间要稍晚一些，公元 12 世纪，
赵汝适（Chao Jokua）时常提及波斯商人及商团曾在广州做过生意。他着重强调
尸罗夫是当地认可的主要港口（伊斯梅利·杰洛达，贾法尼亚，2016）。针对这种
贸易上的交流，F. H.舍费尔（1063）写道：中国大部分海外贸易都是通过南海与
印度洋进行的。从 7 世纪到 9 世纪，印度洋都是一片安全且富饶的海域，各国船
只都汇聚于此……后来伊拉克的首都迁到了波斯湾入海口西北方向的巴格达，东方
的贸易异常繁荣。 

The medieval historian is Abu al-Fada 'al-Mulk al-Mu'ayyid Emad al-Din Ismail ibn Ali was 

a kings of Hama and a historian of Arab geographers (died: 732 AH.). His book Taghvim 

al Boldan provides described Siraf trade in the eighth century AH. (Abu al-Fada, 1970). 

Chinese historians and written sources mention Siraf a little later--in the 12th century CE. 

Chao Jokua (Chao Fan Shi) frequently notes merchants and members of the business 

community of Poso (Persian) in Canton. He specifically mentions Siraf as their main port 

(Esmaeili Jelodar, Jaafarnia, 2016).F. H. Schafer (1063) says:  

 “ … Most of China’s overseas trade was through the south China Sea and Indian Ocean. 

From the seventh to the ninth century, the Indian Ocean was a safe and rich ocean, 

thronged with ships of every nationality… capital was moved to Baghdad at the head of 
the Persian Gulf, the eastern trade flourished greatly.  
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ىٍ َُٔ ثٌَٞ،  .ثٌَٞ، ٔټ َُٙ ٭َثٓ، وِىٔپشَٔه ثىيٍ ثٍ ثٲياى ثًى، اډب ٽٚشٓ َبْ ثٍِٿ ومٓ سًاوٖشىي ثٍ آن ثَٕىي
 اډب طَيسمىيسَ اُ َمٍ َٕٕاٳ،  .الاثچٍ، ٔټ ثىيٍ ٹئمٓ ىٍ ٥َٳ أَاوٓ اډذَا٥ًٍْ ٹَاٍ ىاٙز ، هچٕغ ٵبٍٓىٍ ٍآ 

ي سب ُډبوٓ ٽٍ   أه َُٙ سمبڇ ٍيوٸ هًى ٍا ډئًن سؼبٍر ثب َٙٷ ثًى  . دبٕٔه َٕٙاُ ثًىهچٕغ ٵبٍٓىٍ ٥َٳ دبٍٕٓ 
ثٕٚشَ ٕبٽىبن أه ٍَُٙا اَبڅٓ دبٍٓ سٚپٕڄ .  سٖچ٤ ىاٙز ٵبٍٓهچٕغئَان ٙي، ث977َىٍ اطَُډٕه څٌَُ اْ ىٍ ٕبڃ

اُ أه ثىبىٍ، ٽٚشٓ َبْ ثٖٕبٍْ اُ ٽًٍَٚب، ثب ... . ُياڃ َٕٕاٳ ثَاْ سؼبٍر ثب هبيٍ ىيٍ ٵبػٮٍ ثبٍ ثًى ... ډٓ ىاىوي 
 ٕٲيْ ٽٍ ُثبن   َمبوىي َُٔا ُثبن ٵبٍٕٓ ُثبن ډٚشَٻ ىٍٔبَبْ ػىًثٓ ثًى،  ثٍ ٍاٌ ډٓ اٵشبىوي؛  هيډٍ ٵبٍٕٓ ُثبن،

آوُب ىٍ ډٖٺ٤ ىٍ ٭مبن سًٹٴ ډٓ ٽَىوي، ٙبٔي ٍٖٔټ ثىبىٍ ٕبكچٓ ٕىي ٍا وِٕ . ډٚشَٻ ػبىٌ َبْ إٕٓبْ ډٕبوٍ ثًى
ي ثٮي ثٍ ٕٕلان، ػبٔٓ ٽٍ   ٔب أىپٍ ډٖشٺٕڈ ثٍ ډبلاثبٍ  ډٓ دٌَٔٵشىي، ډي ثًىوي،  آ ىٍ آن ىٍ ٍٵز ي ٽٍ ىُىان ىٍٔبٔٓ

اُ آوؼب ٍاٌ ثٍ ٕمز َٙٷ ثًى سب ثٍ ػِأَ وٕپًثبٍ، ٕذٔ ثٍ ٙجٍ ػٌَِٔ ْ ډبلا  . ٕىڀ َبْ ٹٕمشٓ ډٕؤَيوي ډَٕٵشىي
ډَٕٕٕيوي، اُ آوؼب اُ سىڂٍ ْ ډبلاٽب ثٍ ٕمز َُٕډٕه ٥لاهِٕ ډٓ ٍٵشىي،  

巴士拉是阿拉伯离巴格达最近的港口城市，但大型船只无法靠泊。巴士拉东面的乌
剌国位于波斯湾头，是波斯的古老港口之一。在所有波斯湾波斯港口中，位于设拉
子南面的尸罗夫最为富有。这座城市的繁荣完全归功于东部贸易，直到 977 年被
地震摧毁之前，它一直称霸波斯湾。尸罗夫的居民以波斯人为主……尸罗夫的衰落
对远东贸易而言是一场灾难……许多国家的船只从这些港口起航，船员都说波斯语，
因为波斯语是南部海域的通用语，正如古索格代亚纳语是中亚陆路的通用语一样。
他们会在阿曼的马斯喀特稍作停留……可能会在海盗出没的信德沿海港口遭遇危险，
或者直接前往马拉巴尔海岸，从那里抵达锡兰……在那里购买宝石。然后再向东到
达尼科巴，在马来半岛登陆……他们沿着马六甲海峡向富庶之地航行， 

Basra, an Arab city, was the port nearest to Baghdad, but it could not be reached by the 

largest ships. Below Basra, at the head of the Persian Gulf, was Ubullah, an old port of 

the Persian side of the Empire. But richest of all was Siraf, on the Persian side of the 

Persian Gulf below Shiraz. This town owed all its prosperity to the Eastern trade, and it 

dominated the Persian Gulf until destroyed by an earthquake in 977. Its inhabitants were 

Persians in the main … The decline of Siraf was a disaster for the trade with the Far 
East … From these ports, then, the ships of many nations set sail, manned by Persian-

speaking crews –for Persian was the lingua franca of the Southern Seas, as Sogdian was 

the lingua franca of the roads of Central Asia. They stopped at Muscat in Oman … may 
be  they risked the coastal ports of Sind haunted by pirates, or else proceeded directly to 

Malabar and thence to Ceylon … where they purchased Gems. From here the route was 
eastward to the Nicobars … then they made land on the Malay Peninsula … hence they 
cruised the Strait of Malacca towards the lands of gold …  
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ىٍ َبؤًٓ ٔب ٽبوشًن ىاى ي ٕشي  سب دبٍؿٍ ْ اثَٔٚڈ ځچياٍ ځچييُْ ٙيٌ  سٲَٕٕ ػُز ډٕياىوي،  وُبٔشب ثٍ ٕمز ٙمبڃ 
 ثٍ ىڅٕڄ أىپٍ اُ اوياٌُ ْ ٽٚشٓ سؼبٍ ىٍٔبوًٍىْ ٽٍ ثٍ ثىبىٍ ؿٕه ىٍ ُډبن  ؿٕىٓ َب، .ٽىىي ٔب كشٓ ىيٍسَ ډٓ ٍٵشىي

 . ىٍٔبَبْ ػىًة ي ډوًٞٝب وبيَبْ دبٍٕٓ ډٓ وبډٕيوي (وبي سؼبٍْ)  سبوڀ ډَٕٵشىي ډشلَٕ ثًىوي، آوُب ٍا آٍځًٕٕٔ

ًٔان ي ثٮيسَ ډٕىڀ، ُډبوٓ ٽٍ ؤًٖىيځبن  وڀ، ًٕ   ىٍ ٕچٖچٍ َبْ  دٕمبْ ؿٕه ؿىي ٹَن ثٮي، ٽٚشٓ َبْ اٹٕبوًٓ
 هجَ ډٓ ىَىي ٩بََ ډٓ ًٙوي ٽٍ ډى٪ًٍ آوُب هچٕغ ٵبٍٓ ثىبىٍ  ىٍ ډًٍى ٽٚشٓ َبْ ؿٕىٓ ىٍ.  ڇ10 ي 9٭َة ٹَن 

  .ٽٚشٓ َبٔٓ ثًىٌ ٽٍ ىٍ سؼبٍر ثب ؿٕه ډٚبٍٽز ډٓ ٽَىٌ اوي

 ٵًر ٥ًڃ 200. ثَ ٥جٸ ډىبث٬ ؿٕىٓ ثٍِځشَٔه ٽٚشٓ َبٔٓ ٽٍ ىٍ أه سؼبٍر دًَٕى َٙٽز ىاٙشٍ اوي ٕٕلاوٓ ثًىوي
 [ٽجًسَوبډٍ ثَ] سٮياى ُٔبىْ اُآوبن ٽٚشٓ وؼبر ٔيٻ ډٓ ٽٕٚيوي ي ٽجًسَ ػچي. ي ٙٚٞي ٔب َٶشٞيهيډٍ ىاٙشٍ اوي

ٽبوشًن ). ٕبهشٍ ډٓ ٙيوي ٽًؿټ سَ ثًىوي ي ثبىثبن ډظچظٓ ىاٙشىيهچٕغ ٵبٍٓٽٚشٓ َبْ ٔټ ىٽچٓ ٽٍ ىٍ . ىاٙشٍ اوي
 .(ٌ إزآن ُډبن َُْٙ ډَُْ ي ىٍ ىيٍان سبوڀ، َُْٙ ياٹٮب ؿٕىٓ ثًى

最后转向北方……在河内、广州乃至更北处交换丝绸锦缎。唐代时，聚集在中国港
口的海上商船体型巨大，令人讶异，因而被叫作南海大商船…… 

特别是（波斯大商船）……几个世纪后，宋、元、明初时，中国才有了远洋大
船……9、10 世纪阿拉伯作家笔下波斯湾港口的中国船只，意指专门从事中国贸易
的船只。……某些中国人说，最巨大的商船自锡兰而来。它们长 200 英尺，载着
六七百人。许多船员拖着救生艇，带着信鸽。在波斯湾建造的单桅三角帆船体型要
小一些。（广州曾是边疆小镇，唐代时逐渐发展成了城市） 

Finally they turned north … to trade for silk damasks in Hanoi or Canton or even farther 
north. The sea-going merchantmen which thronged the ports of China in Tang times 

were called by the Chinese, who were astonished at their size, (Argosies of the South 

Seas) … and especially (Persian Argosies) …  

The great ocean-going ships of China appear some centuries later, in Sung, Yuan and 

early Ming … when the Arab writers of the ninth and tenth centuries tell of Chinese 
vessels in the harbors of the Persian Gulf, they mean, ships engaged in the China trade… 

… Chinese sources say the largest ships engaged in this rich trade came from Ceylon. 

They were 200 feet long and carried six or seven hundred men. Many of them towed 

lifeboats and were equipped with homing pigeons. The dhows built in the Persian Gulf 

were smaller, lateen-rigged. [Canton was then, during the Tang Dynasty, truly a frontier 

Chinese city.] 

 

 

 



 

 

P
a

g
e

   
   

  
   

   
   

  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

 

99 

ي دبٍٕٕبن ي ډبڅِٔبٔٓ َب ٹَاٍ ىاٙشىي ٽٍ سٮياىٙبن  (َىيْ َب)ىٍ ډيهڄ أه َُٙ ٍوڂبٍوڀ ي هٕبڅٓ، وبيَبْ ثََمىبن 
 ". ٵَاْ ٙمبٍٗ ي ىٍ آوُب دُٚشٍ ْ ىاٍي ي إٙبْ ٽڈ ٔبة ي ٹٕمشٓ ثًى

سًػٍ ٽٚشَٕاوبن َٕٕاٵٓ ثٍ سؼبٍر ثب ىٍٔبْ َٕم ي آٵَٔٺب ډٮ٦ًٳ ثًىٌ إز ي ىٍ ايأڄ ىيٍان . ىٍ آٱبُ ٹَن ىَڈ ڇ
 ٔټ ثبٍُځبن  (. ڇ915 سب 877كييى )اثًُٔي  .سَ اٍسجب٥بر ثب َٙٷ آٵَٔٺب سٺًٔز ډٕڂَىى  ٹئمٓ اوياُ ؿٚڈ إلاډٓ 

سَ َڈ ځَىٗ  ثئُٓ إز ٽٍ يْ ىٍاډشياى ًٕاكڄ ٹئمٓ. َٕٕاٵٓ ثًىٌ ٽٍ إًُاكڄ ػيٌ ي ُوڂجبٍ ثبُىٔيٽَىٌ إز
ډٕىًٖٔي ٽٍ كٖه ثه ٭مَاڅَٖٕاٵٓ، ثبٍُځبوٓ إَُٕاٳ إز،  ( ڇ970– 893)كمٌِ ثه كٖه الاٝٶُبوٓ . ٽَىٌ إز

ٍ ََكبڃ ٥ٓ ُډبوٓ ٽٍ ډٺيٕٓ َٕٕاٳ ٍا ىٍ ٹَن . ٽٍ َُٕډٕه ٽًوبڇ ىٍ ًٕىان ٍا ىٔيٌ إز ٓ ٽىي .  ڇ10ث سًٕٝٴ ډ
ٓ ًٙى ٍ َبْ ډؼچڄ إز َُٙ َىًُ ٔټ . ىيٍان اٵًڃ أه ثىيٍ آٱبُ ډ ٍ َبْ .  ثىيٍ يا٤ٕ ٽبلاَبْ سؼبٍسٓ ثب هبو اډب ُڅِڅ

 ػبَبْ ىٔڂَ ٽًؽ  ٽَىٌ ي ثٖٕبٍْ اُ ثبٍُځبوبن ثٍ ن ياٍى  ثٍ آَبٔٓ  إٕٓت  سؤَت ي  977 ٕبڃ   ٍا ىٍ ډشٮيى آن
 (. 2016إمٮٕچٓ  ػچًىاٍ، ػٮٶَوٕب،  )ٽَىٌ اوي

后来又变得异常繁荣与梦幻……婆罗门、波斯、马来的商船数不胜数，全都载着香
料、药材和奇珍异宝，他们的货物堆积如山。 

公元 10 世纪初，尸罗夫的水手们已经将注意力转向了与红海地区及非洲的贸易。
在伊斯兰教发展早期，此地与东非进一步加强了联系。阿布·扎伊德（公元 877-

915 年）是到访过吉达和桑给巴尔海岸的尸罗夫商人。他显然也沿着古老的海滩游
历过。哈姆扎·伊本·哈桑·伊斯法哈尼（Hamza ibn Hassan al-Isfahani）（公元
893-970 年）曾写道，哈桑·伊本·乌马尔·赛拉菲（Hassan ibn Umar al-Sirafi）是
个来自尸罗夫的商人，他在苏丹看到了科纳姆的土地。然而，公元 10 世纪，当莫
加达西介绍尸罗夫时，这个港口已经开始走向衰败。但它仍是豪宅的聚集地。然而，
公元 977 年发生的几次地震摧毁了它，许多商人搬到了其他地方（伊斯梅利·杰洛
达，贾法尼亚，2016）。 

In the estuary before this colorful and insubstantial town were… the argosies of the 
Brahmans, the Persians and the Malays, their number beyond reckoning, all laden with 

aromatics, drugs and rare and precious things, their cargoes heaped like hills”. 
At the beginning of the tenth century CE., Sirafi sailors increased trade in the Red Sea 

and Africa. In the early Islamic period, an older perspective of relations with East Africa 

was strengthened. Abu Zayd (c. 877-915 CE.), a Siraf merchant who visited Jeddah and 

Zanzibar also visited the older beaches. Hamza ibn Hassan al-Isfahani (893-970 CE.) 

wrote that Hassan ibn Umar al-Sirafi was a Siraf merchant , who visited the land of 

Konam in Sudan. During the time Moghadasi describes Siraf, in the 10th century CE., a 

decline of this port had begun. The city was still an important port of call for 

merchandise. Several year 977 earthquakes severely damaged many parts and 

destroyed some others. Many traders moved elsewhere (Esmaeili Jelodar, Jaafarnia, 

2016). 
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سؼبٍْ ىٍ ٵبٍٓ، ثٕٚشَ ٍاٌ َبْ ىٍٔبٔٓ اُ َٕٕاٳ ثٍ  َبْ ي وباډه ٙين ػبىٌ (ڇ1055كييى ) ٕٺ٣ً آڃ ثًٍٔ  دٔ اُ
ٓ ؤًٖي، .  ڇ12 يٹشٓ اثه ثچوٓ ىٍ ٹَن  ٽٕ٘ ډىشُٓ ٙي، ثىبثَأه ٍ ٥ًٍ ٽبډڄ ىؿبٍ ُياڃ ٙيٌ  ٵبٍٕىبډٍ ٍا ډ َٕٕاٳ ث

ٓ ٽىي، َُٙ ئَان ٙيٌ ي ٵٺ٤ ىاٍاْ سٮياىْ ٕبٽه ٽڈ ث٢ب٭ز ي   أه ډل٥ًٍ ٍا  ُډبوٓ ٽٍ ٔبٹًر. ثًىٌ إز ثبُىٔي ډ
 (. 1989سبډذً، )ٕبهشمبوُبْ ډؼچڄ َىًُ ٕبڅڈ ي ډٖؼي آن ىاٍاْ ٕشًوُبْ ؿًثٓ ثًىٌ إز . ٵٺَٕ ثًىٌ إز

 وبڇ سبػَان َٕٕاٵٓ، ډِٕان طَير، 1 ثب سًػٍ ثٍ إىبى طجز ٙيٌ ىٍثَهٓ اُ ډُمشَٔه ډشًن ٝيٍإلاڇ ىٍػييڃ ٙمبٌٍ
ډپبن سؼبٍر يو٫ً ٽبلاَبْ سؼبٍْ آوبن ثٍ سٶپٕټ آډيٌ إز ٽٍ وٚبن ډٕيَيٽٍ آوبن اُأه ٥َٔٸ ؿٍ ًٕىَٕٙبٍْ 
وٕٞجٚبن ډٕٚيٌ إز ي ثيين ػُز وٕٖز ٽٍ أه ثىيٍ ثٍ ډلڄ سؼم٬ ثبٍُځبوبن دبٍٕٓ يٱَٕدبٍٕٓ سجئڄ ٙيٌ ثًىٌ، 

 (. 2016إمٮٕچٓ  ػچًىاٍ، ػٮٶَوٕب، )ؿَا ٽٍ اُ ٥َٔٸ أه سؼبٍر ًٕى َىڂٶشٓ ٍا ثٍ ىٕز ډٕأيٍىٌ اوي

继阿莱·布耶沦陷（约公元 1055 年）、波斯商路风险重重之后，大部分海上航线
先通向尸罗夫，然后再去基什岛，雅库特到访尸罗夫时，看见了被摧毁的城市和少
数贫穷的居民，豪宅仍完好无损，清真寺的木柱还在（坦佩奥，1989）。 

伊斯兰教早期某些极重要的文献记录了尸罗夫商人的名字、资产、贸易地点及货物
类型（见表 1），这表明那些商人们曾家财万贯，因此波斯和非波斯商人聚集在尸
罗夫是合情合理的，毕竟在那里，他们可以通过贸易积累巨额财富（伊斯梅利·杰
洛达，贾法尼亚，2016）。 

After the fall of Ale Buyeh (c. 1055 CE.) and the insecurity of commercial roads in Persia, 

most sea routes led to Siraf then to Kish, as they did when Yaqut visited the site. The city 

was devastated having only a handful of poor residents. Luxurious buildings were still 

intact including the mosques wooden columns (Tampeo, 1989).  

Table No. 1, provides the names of Sirafi merchants, their amount, the trade site, and 

the type of their commercial goods. Huge profits were made and it is not unreasonable 

that Siraf had become a gathering place for Persian and non-Persian merchants because 

they earned a huge profit through the trades (Esmaeili Jelodar, Jaafarnia, 2016). 
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 ثبٍُځبوبن طَيسمىي ٝيٍ إلاڇ ىٍ َٕٕاٳ ي ىاٍأٓ َبْ آوُب ثَځَٵشٍ اُ ډشًن وًٙشبٍْ – 1ػييڃ ٙمبٌٍ

【表 1】伊斯兰早期尸罗夫富豪资产状况（来源：文献） 

Table 1 - Siraf merchants in the early Islam period and their assets 

 وبڇ سبػَ
姓名 

Merchant Name 

 ډِٕان طَير
资产 

Amount of 

Wealth 

 ډپبن سؼبٍر
贸易地点 

Trade location 

 و٫ً ٽبلاَبْ سؼبٍْ
货物类型 

Type of Commercial 

Goods 

 ډىج٬
来源 

Source 

  ىٔىب900.000ٍ اكمي ثه ٭مَ َٕٕاٵٓ

َبٔ٘ ىٍ َٙٷ آٵَٔٺب، هًٞٝب  ٽٚشٓ
 ُوڂجبٍ

اىئٍ ي ٕىڂُبْ ٹٕمشٓ ي 
 ٭٦َ ي ٽبلاَبْ آٵَٔٺبٔٓ

 اثه كًٹڄ، ًٌٍٝ الاٍٟ

艾哈迈德·伊
本·乌马尔·西拉

菲 

90 万迪纳尔 

商船主要停留在非洲东部，
尤其是桑给巴尔岛 

香料、宝石、香水、
非洲货 

伊本·霍卡尔 

《Sorat al Arz》 

Ahmad Ibn Umar 

Sirafi 
900,000 dinars 

Ships in East Africa especially 

in Zanzibar 

Spices, precious 

stones, perfumes and 

African goods 

ibn Hawqal, Sorat 

al Arz 

ٔپٓ اُ ثبٍُځبوبن 
 َٕٕاٵٓ

  ىٔىب40.000.000ٍ

سمبڇ ثىيٍَبْ ىٍٔبٔٓ ٝيٍ إلاڇ ثٍ 
. ٕبڃ ىٍ ٍيْ آة ثًىٌ إز40ډير   

 ػُٕبوٓ، اٙپبڃ اڅٮبڅڈ 

某位尸罗夫的商
人 

4000 万迪纳尔 

在伊斯兰早期的所有港口航
行了 40 年 

 
贾哈尼 

《世界的形状》 

One of the Sirafi 

merchants 
40,000,000 dinars 

All the ports of the early Islam 

era. A trader for 40 years 
 

Jaihani, Ashkal Al 

Alam 

 

. ٷ.ډَٖٕ ىٍٔبٔٓ َٕٕاٳ سب ؿٕه اُ وڂبٌ ٕچٕمبن َٕٕاٳ ىٍ ٹَن ؿُبٍڇ ٌ
ثبٍُځبوٓ ىٍٔبٔٓ  َؼَْ ډِٕٖٔشٍ ا٥لا٭بر ډج٥ًٖٓ اُ َٕٕاٳ ي   وٕمٍ ايڃ ٹَن ؿُبٍڇ  ٕچٕمبن سبػَ َٕٕاٵٓ ٽٍ ىٍ

َب ي ډِٕان ُډبن وٕبُ ثٍ   ٽٍ ثوٚٓ اُ آن ثٍ ٍاَُبْ ىٍٔبٔٓ، ٵبٝچٍ ثٕه آن   َؼَْ ډٕيَي ايأڄ ٹَن ؿُبٍڇ آن ىٍ 
 . ٽٚشَٕاوٓ اُ ٔټ ثىيٍ ثٍ ثىيٍ ىٔڂَ، ډَث٣ً ثًىٌ إز

尸罗夫到中国的海上航线；从苏莱曼·西拉菲（Suleiman Sirafi）的角度看伊斯兰
历 4 世纪的尸罗夫。 

苏莱曼是伊斯兰历 4 世纪上半叶的尸罗夫商人。他详细记录了尸罗夫在伊斯兰历 4

世纪初的海上贸易情况，其中有些章节介绍了海上航线、航线长度以及从一港到另
一港的航程。 

The sea route from Siraf to China; from Suleiman Sirafi 's point of view in the fourth 

century AH. 

Suleiman was a Siraf merchant who lived in the first half of the fourth century AH. He 

gives us detailed information about the Siraf and its maritime trade in the early fourth 

century AH., which is partly related to the sea routes, the distance between them, and 

the amount of time required to ship from one port to another. 
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ثَ إبٓ أه ٽشبة اٍُٙمىي ٵًاٝڄ ىٍٔبٔٓ، ُډبن، ٽبلاَبْ ډجبىڅٍ ٙيٌ ي ػِأَ ي ٽًَُبْ ثٕه َٕٕاٳ ي ثىيٍ هبوٶًا 
ٕچٕمبن سبػَ )  وً٭ٓ ثبُٕبُْ اُ ډََٖٕبْ سؼبٍْ ٵٮبڃ آن ىيٍان ډٓ ثبٙي   ثًىٌ إز ٽٍ ث2ٍثٍ َٙف ػييڃ ٙمبٌٍ 

 (.1335؛ ٕچٕمبن ي اثًُٔي َٕٕاٵٓ، 1381َٕٕاٵٓ، 

借助苏莱曼的珍贵著作，我们可以在表 2 中列举尸罗夫与卡恩芙瓦（Khanfova）
间的海上距离、航程、货物交易情况、岛屿与山脉概况，以此再现当时活跃的贸易
之路（苏莱曼·塔耶尔·西拉菲，2002；苏莱曼和阿布·扎伊德·西拉菲，1956）。 

This book, gives insight into distances, time, goods exchanged, islands, and mountains 

between Siraf and Khanfova. Table 2, is a reconstruction of the active trade routes of 

the era (Suleiman Tajer Sirafi, 2002; Suleiman  and  Abuzid Sirafi, 1956). 

 

؛ ومًىاٍ ٵ١َٓ ډٖبٵز، ُډبن، ٽبلاَبْ ډجبىڅٍ ٙيٌ ي ػِأَ ي ٽًَُبْ ثٕه َٕٕاٳ ي ثىيٍ هبوٶًا ثَ 2ػييڃ ٙمبٌٍ 
 (1381ٕچٕمبن سبػَ َٕٕاٵٓ، )َبْ ٕچٕمبن سبػَ َٕٕاٵٓ  إبٓ ځٶشٍ

【表 2】基于苏莱曼·塔耶尔·西拉菲的著作，表 2 推测出了尸罗夫与卡恩芙瓦间的
海上距离、航程、货物交易情况、岛屿与山脉概况（苏莱曼·塔耶尔·西拉菲，2002） 

Table 2- Diagram of distance, time, goods traded, and islands and mountains between 

Siraf and Khanfova based on the testimony of Soleiman Tajer Sirafi (Soleiman Tajer Sirafi, 

2002) 

 اُ 
出发地 

From 

 ثٍ
目的地 

To 

 ٵبٝچٍ
距离 

Distance 

 س١ًٕلبر
描述 

Description 

 ثٌَٞ 1
巴士拉 

Basra 

 َٕٕاٳ

尸罗夫 

Siraf 

  ٵَٕىڀ ىٍٔبٔٓ 120

120 海里 

120 marine miles 

 

 َٕٕاٳ 2

尸罗夫 

Siraf 

 

 ډٖٺ٤
马斯喀特

Muscat 

 

  ٵَٕىڀ ىٍٔبٔٓ 200

200 海里 

200 marine miles 

 

َُٕډٕه ثه اڅٞٶبٷ ي ػٌَِٔ اثه ٽبيان ىٍ أه ډَٖٕ ياٹ٬ 
. إز  

本·萨法克和伊本·卡万岛都在这条路线上 

The land of ben al-Safaq and the Ibn Kavan 

island are located on this route. 

 ډٖٺ٤ 3
马斯喀特 Muscat 

 

 ٽًٌ َبْ ىٍٔب ٭مبن

阿曼海域的山
脉 OmanSea 

Mountains 

  ٵَٕىڀ ىٍٔبٔٓ 200

200 海里 

200 marine miles 

 

 ٽًٌ َبْ ىٍٔب ٭مبن 4

阿曼海域的山脉
Oman Sea Mountains 

 ٝلبٍ ٭مبن

阿曼苏哈尔 

Sahar Oman 

 ٽًٌ َبْ ٽَٖٕ ي ٭ًَٔ 

卡菲尔和阿维尔山脉 

Kasir and Avir mountains 
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 ٝلبٍ ٭مبن 5

阿曼苏哈尔 

Sahar Oman 

 

 ٽًڅڈ ډچٓ

科尔姆·梅利
Kolm Melli 

 

ىٍ ًٍٝر ئُين ثبى 
.ډلأڈ ٔټ ډبٌ ٍاٌ إز  

如果风力不大，
航程大概一个月

左右。 

If the wind is 

gentle, it takes a 

month to get 

there. 

 

٭ًاٍٟ ٭جًٍ، .  اُ ٍاٌ ىٍٔبْ ََٽىي. كَٽز ثٍ ډٺٞي َىي
ثَاْ ٽٚشٓ َبْ ؿٕىٓ َِاٍ ىٍَڈ ي ٕبَٔ ٽٚشٓ َب ىٌ سب 

.ٔټ ىٔىبٍ إز  

经由哈尔康德海前往印度。中国船只的过
路费是 1000 迪纳尔，其他国家的船只只

需支付十分之一。 

Moving to India. Via the Harkand sea.Tolls 

crossing, for Chinese ships are one 

thousand dirhams and for other ships are 

ten to one dinar. 

 ٽًڅڈ ډچٓ 6

科尔姆·梅利 

Kolm Melli 

 

څٕن ثبڅًٓ ٔب 
 څىڂجبڅًٓ

利克巴鲁斯或
兰巴鲁斯 

Lykh Balus or 

Langbalus 

  

 څٕن ثبڅًٓ ٔب څىڂجبڅًٓ 7
利克巴鲁斯或兰巴鲁

斯 

Lykh Balus or 

Langbalus 

 

ٽچٍ ثبٍ ٔب ُاثغ ىٍ 
 ٕمز ٍإز َىي

卡利·巴里亚或
扎巴依位于印

度东面 

Kale Bar or Zabj 

on the right 

side of India 

 

ٵبٝچٍ ٽًڅڈ ډچٓ سب ٽچٍ 
.ثبٍٔب ُاثغ ٔټ ډبٌ إز  

从科尔姆·梅利到
卡利·巴里亚或扎
巴依大概需要一

个月 

The travel time 

from Kolm Melli 

to Kale Baria or 

Zabaj is one 

month. 

ىاٍاْ . ډجبىڅٍ وبٍځٕڄ ي ډًُ ي وٕٚپَ  ي َٕٙ وبٍځٕڄ ثب آَه
.ٹبٔٸ اُ ٔټ سپٍ ؿًة وٺَ ٙيٌ اوي  

用铁交换椰子、香蕉、甘蔗和椰奶。他们
有用一块整木制成的船 

Exchange of coconuts, bananas, sugarcane, 

and coconut milk with iron.They have boats 

made of a piece of wood. 

 

ٽچٍ ثبٍ ٔب ُاثغ ىٍ ٕمز  8
 ٍإز َىي

卡利·巴里亚或扎巴依
位于印度东面 

Kale Bar or Zabj to the 

east of India 

 

(سًٕډه)ثشًډٍ   

土曼
Batomeh(Tuma

n) 

 

.ٵبٝچٍ ىٌ ٍيُ ٍاٌ إز  

航程十天左右
Travel time is ten 

days 

 

 ىاٍاْ آة َٕٙٔه

有淡水 

Has fresh water 

 

(سًٕډه)ثشًډٍ  9  

土曼 

Batomeh(Tuman) 

 

 ٽيٍوغ ٔب ٽًويٍوڀ

凯德伦吉或昆
顿 Kedrenj or 

Kundrung 

 

.ٵبٝچٍ ىٌ ٍيُ ٍاٌ إز  

航程十天左右
Travel time is ten 

days 

 

ْ ٽًٌ ثچىيْ إز ٽٍ ډلڄ ٵَأٍبن ي ىُىان اٽيٍوغ ىاٍ
.إز  

凯德伦吉有一座高山，那里常有逃亡者和
强盗出没 

Kedrenj has a high mountain that is a place 

of fugitives and robbers. 

 ٽيٍوغ ٔب ٽًويٍوڀ 10

凯德伦吉或昆顿
Kedrenj or Kundrung 

 

ٽبډذب ٔب آوبڇ ٔب 
 ٽٕٚىٕٚه

坎帕或安南或
克辛申 

Kampa or Anam 

or Keshinshien 

.ٵبٝچٍ ىٌ ٍيُ ٍاٌ إز  

航程十天左右
Travel time is ten 

days 
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ٽٕٚىٕٚهٽبډذب ٔب آوبڇ ٔب  11  

坎帕或安南或克辛申
Kampa or Anam or 

Keshinshien 

 ٝىيٍ ٵًلار

孙达尔·弗拉特
Sundar Fulate 

.ٵبٝچٍ ىٌ ٍيُ ٍاٌ إز  

航程十天左右
Travel time is ten 

days 

.ىاٍاْ آة َٕٙٔه إز. ډلًٞڃ آن ٭ًى ٽبډذبٔٓ إز  

当地特产是 Compaee oud。有淡水资源
Its product is a Compaee oud. It has fresh 

water. 

 ٝىيٍ ٵًلار 12

孙达尔·弗拉特 

Sundar Fulate 

 ىٍٔب ٝىؼٓ ٔب ؿٕه

桑吉或中国海
域 Sanji or 

China Sea 

.ٵبٝچٍ ىٌ ٍيُ ٍاٌ إز  

航程十天左右
Travel time is ten 

days 

 ػٌَِٔ اْ ىٍ ىٍٔب ثب آة َٕٙٔه

海上小岛，有淡水资源 

An island in the sea with fresh water 

 ىٍٔبْ ٝىؼٓ ٔب ؿٕه 13

桑吉或中国海域 

Sanji or China Sea 

 ىٍياٌُ ؿٕه

中国门 

China Gate 

.ىٍياٌُ ؿٕه ٍٙشٍ ٽًٌ َبٔٓ ىٍ ىٍٔب إز   

China Gate is a mountain range in the sea. 

 

 ىٍياٌُ ؿٕه 14

中国门 

China Gate 

 ثىيٍ هبوٶًا
广府港 

Port Khanfua 

.ٵبٝچٍ ىٌ ٍيُ ٍاٌ إز  

航程十天左右
Travel time is ten 

days 

.ىاٍاْ آة َٕٙٔه إز. ډلًٞڃ آن ٭ًى ٽبډذبٔٓ إز  

Its product is a Compaee oud. It has fresh 

water. 

ٍ   ډى٦ٺٍ)ثبٍُځبوٓ ىٍٔبٔٓ َٕٕاٳ ثب ىٔڂَ ثىيٍَبْ  ٙىبهشٓ   ثَ إبٓ ډياٍٻ ثبٕشبن (اْ اْ ي ٵَا ډى٦ٺ
ي َٙٷ ىيٍ (اْ ثٍ ٙپڄ ډى٦ٺٍ)هچٕغ ٵبٍٓٔپٓ اُ ډُڈ سَٔه ډياٍٽٓ ٽٍ ثبٍُځبوٓ ىٍٔبٔٓ َٕٕاٳ ٍا ثب ثىيٍَبْ ػىًثٓ 

ٍ اْ) ٍ  ٕپٍ. َب ډٕجبٙىي وٚبن ډٕيَي، ٕپٍ (ثٍ ٙپڄ ٵَا ډى٦ٺ َبْ َٕٕاٳ  َب ي ثٍَٕٓ آډيٌ ٥ٓ ٽبيٗ ىٕز  َبْ ث
 ٹ٦ٮٍ، ُوڂجبٍْ، َىيْ، ٔمىٓ 4ډٖٺ٤ ي ٭مبن   ٹ٦ٮٍ، 1 اډًْ إذبوٕب   ٹ٦ٮٍ،3ثِٕاوٖٓ   ٹ٦ٮٍ، 1ٍيډٓ  : ٭جبٍر اوي اُ

 ٹ٦ٮٍ، 3 ٹ٦ٮٍ، ٕبٕبوٓ ٔب ٭َة ٕبٕبوٓ 33 ٕبٕبوٓ   ٹ٦ٮٍ،4دبٍر ي ٕبٕبوٓ   ٹ٦ٮٍ، 70ؿٕىٓ  ََٽياڇ ٔټ ٹ٦ٮٍ ي 
 (. 1985څًٔټ، )( ٹ٦ٮ138ٍ وبډٚوٜ ، ٹ٦ٮٍ، اډًْ ٔب ٭جب78ٕٓ ٹ٦ٮٍ، ٭جبٕٓ 38اډًْ 

尸罗夫与其他港口间的（本区域或跨区域）海上贸易概况（有考古学证据支持） 

货币是证明尸罗夫与波斯湾南部港口（属于本区域范畴）及远东港口（属于跨区域
范畴）曾开展过海上贸易的最重要证据之一。在挖掘与调查过程中，在尸罗夫发现
的货币包括：罗马货币 1 块，拜占庭货币 3 块，西班牙倭马亚货币 1 块，阿曼马
斯喀特货币 4 块，桑给巴尔、印度、也门货币各 1 块，中国货币 70 块，帕提亚-

萨珊王朝货币 4 块，萨珊王朝货币 33 块，阿拉伯-萨珊王朝货币 3 块，倭马亚王
朝货币 38 块，阿巴西 78 块，倭马亚或出处不明的阿巴西货币 138 块（洛伊克，
1985）。 

Siraf Regional and Trans-Regional Maritime Trade with Other Ports Using the 

Archaeological Evidence 

Coins provide some of the most persuasive evidence of Siraf's maritime trade with 

regional southern Persian Gulf ports  and transregioinal Far East ports. The Siraf 

excavations coins are: Roman 1 piece; Byzantine 3; Spanish Umayyad 1; Muscat and 

Oman 4; Zanzibar, Indian, Yemeni 1 each; Chinese 70; Parthian and Sasanian 4; Sasanian 

33; Sasanian or Sasanian Arab 3; Umayyad 38; Abbasi 78; Umayyad or unknown Abbasi 

138 (Lowick, 1985). 
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Figure 35. A. Copper alloy Chinese coin, discovered in Iran, Siraf, The Trustees of the British Museum; B and C. Song 

dynasty coin, discovered in Iran, Siraf, The Trustees of the British Museum; D. Tang dynasty coin, discovered in Iran, Siraf, 
The Trustees of the British Museum. 

ٍ ىٕز آډيٌ كؼڈ ثبلأٓ اُ ٕپٍ َبْ  َمبن ځًوٍ ٽٍ اُأه آډبٍ ډٚوٜ إز ىٍډٕبن ٕٶبڅُبْ ٱَٕ إلاډٓ ي دبٍٕٓ ث
 ثبٕشبن اٍسجب٣ ىاٙشٍ  اُ ػُبن ياٹ٬ اُ ىيٍِ ٕبٕبوٓ ثٍ ثٮي َٕٕاٳ ثب ثو٘ ٭ميٌ اْ  ىٍ .ٔبٵز ٙيٌ ؿٕىٓ ډٓ ثبٙىي

َبْ ٕٶبڅٓ اُػمچٍ ٕٶبڃ ثَاٷ َىيْ، ٕلاىن ي  ٔبٵشٍ ځٶشٍ، َبْ دٕ٘ إز، ډياٍٻ ىٍ سإٕٔي أه اٍسجب٣ ٭لايٌ ثَٕپٍ
اْ، ٕٶبڃ  ْ ٵَٕيٌُ ٕٶبڃ څٮبثياٍځًوٍ .٭بػٓ اُ اٵَٔٺب ډٓ ثبٙىي اْ، إشوًاوٓ ي َبْ َٙٷ ىيٍ ي إٙبء ٍٕٙٚ ؿٕىٓ

 ثب  اٍسجب٣ ػبډٮّ ٕبٕبوٓ َٕٕاٳ ٕٶبڃ ٹَډِ ٕٝٺچٓ َىيْ اُ و٫ً ٕٶبڃ َبْ ځؼَاسٓ،  ، (ځًوّ ډٕىبة)وبډَُى  ډىٺًٗ 
َبْ  َىييٕشبن، َٙٷ ىيٍ ي ؿٕه ي ٕبَٔ ډىب٥ٸ أه كًٌُ ، هچٕغ ٵبٍٓ٭َاٷ، ثىيٍَبْ ػىًثٓ  ، ډٕىبة، (ىٔجًڃ)ىٔجڄ 

ٓ ىَىي   (. 1973؛ يأشُبيٓ ي ئچٕبډٖه، 1974يأشُبيٓ، )ٵََىڂٓ ٍا وٚبن ډ

从这一统计数据可以看出，在非伊斯兰及波斯陶瓷中，藏有大量中国钱币。事实上，
从萨珊王朝开始，尸罗夫就已经和世界上的大多数地区建立了联系，除了上文提及
的货币，人们挖出的陶瓷也可以证明这点，那些耀眼的印度陶瓷、青瓷、远东的陶
瓷、非洲的玻璃制品、骨制品和象牙制品都是尸罗夫广交四方的证据。孔雀绿釉瓷
器、米纳布纳莫德陶瓷（译者注：一种带有黑色纹饰的橙色陶瓷）、印度古吉拉特
抛光红陶都表明萨珊时期的尸罗夫与迪博尔、米纳布、伊拉克、波斯湾南部港口、
印度、远东、中国及其他地区有所联系（怀特豪斯&威廉森，1973；怀特豪斯，
1974）。 

From the Sasanian period onwards, Siraf had trade associations with a large part of the 

ancient world. The coins are evidence of this are pottery finds, including shiny Indian 

pottery, Celadon, Far Eastern porcelain, and glass, bone, and ivory objects from Africa. 

Turquoise glazed pottery, Namord painted pottery of the Minab type, polished red 

Indian pottery of the Gujarati type, which suggests a connection between the Sasanian 

Siraf community with Dibel (Diboll), Minab, Iraq, Persian Gulf southern ports, India, the 

Far East, and China and elsewhere (Whithouse  and  Williamson, 1973; Whithouse, 

1974). 
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 ډٕشًاوٖشٍ ىٍ هًى ٵبٍٓ هچٕغ اْ ي ٙبهٜ  َبْ ډى٦ٺٍ اْ اُ ٕٶبڃ  ثو٘ ٭ميٌٕپذَٓبْ ډٕپَ آُډبٔ٘ ثَإبٓ
ٽٕڄ ي ډٕٖه،  ؛ 1979يأشُبيٓ، ) .اوي  اوشٖبة ىاىٌ  ثٕه اڅىَُٔه  ډلٺٺبن آن ٍا ثٍ  اډَْ ٽٍ ٱبڅت ډلڄ سًڅٕي ًٙى،

1991 .) 

ٍ  َب ي ؿٕىٓ َبْ َٙٷ ىيٍ  ٙبډڄ  ډٕبن ٕٶبڃ أه  ىٍ ىٍ  ٍٵشٍ  ٽبٍ  ٕلاىن َب ثٍ ػُز ٵه هبٛ سًڅٕيْ  ي ډًاى ث
-ځًوٍ ٕٶبڅٕه ؿبوڂٚب ٔپٓ اُ ٙبهٜ.  ٝبىٍ ډٕڂٚشٍ إزٵبٍٓ هچٕغ َب، ىٍ ؿٕه ي َٙٷ ىيٍ سًڅٕي ي ثٍ  ٕبهز آن 

٥جٸ  َب،  ىٍٽىبٍ أه ٕٶبڃ. (2016إمٮٕچٓ  ػچًىاٍ، ػٮٶَوٕب، ) إز هچٕغ ٵبٍَٓبْ اٍُٙمىي ياٍىاسٓ ثٍ  سَٔه ٕٶبڃ
ٍ  ډٖؼي  سًاڅٓ ٵََىڂٓ Eْ  اُ ډَكچٍ  يأشُبيٓ،  ٙيٌ س٤ًٕ ٽبيُٙبْ اوؼبڇ سبوڀ  َبْ ٕچٖچٍ   ػبډ٬ َٕٕاٳ، ٕپ

 F ډل٥ًّ  اُ  ًٕوڀ  ي اياهَ   ثٍ ىيٌٍ سبوڀ  ډٶَٱٓ ډَث٣ً  ٕپ60ٍ ٙمبٍ  ي .  ڇ621 ٕبڃ  ١َة ( ًٔان–ٽبْ )
ٍ َبْ ډٖپًوٓ ٹَن ) ٍ ىٕز آډيٌ ٽٍ وٚبن اُ ٍياث٤ ثبٍُځبوٓ أَان10ي9هبو  ي ؿٕه ىٍ اياهَ ىيٌٍ ٕبٕبوٓ   ډٕلاىْ ث

 (.2016؛ إمٮٕچٓ  ػچًىاٍ ي ػٮٶَوٕب، 1989سبډذئً، ) ډٓ ثبٙيي ٝيٍ إلاڇ 

微观实验显示，大多数地区和波斯湾的陶瓷可能产自本地，大多数研究人员认为它
们源自美索不达米亚（怀特豪斯，1979；基尔&梅森，1991）。 

与此同时，因为工艺与原材料特殊，远东的陶瓷，包括瓷器和青瓷，只能在中国和
其他远东地区生产，然后再出口到波斯湾。长沙窑是波斯湾进口的最具价值的陶瓷
之一（伊斯梅利·杰洛达，贾法尼亚，2016）。除此之外，怀特豪斯的挖掘结果显
示，在尸罗夫聚礼清真寺文化序列的 E 时期处，发现了大批公元 621 年由唐朝开
铸的“开元通宝”，在 F 区（9 世纪和 10 世纪的民居），他们发现了 60 枚唐朝和晚
宋的铜钱，这表明伊朗和中国在萨珊王朝晚期及伊斯兰早期建立了贸易关系（坦佩
奥，1989；伊斯梅利·杰洛达，贾法尼亚，2016）。 

Microscopic experiments, mostly on the regional pottery and the Persian Gulf index 

could have been produced on-site and which most researchers attribute to 

Mesopotamia (Whithouse, 1979; Keal  and  Mason, 1991).  

Far Eastern pottery, including the porcelains and Celadons, produced in China and the 

Far East and then exported to the Persian Gulf. This was due to their special 

manufacturing production technique and materials. Changsha pottery was one of the 

most significant valuable pottery imported to the Persian Gulf (Esmaeili Jelodar, 

Jaafarnia, 2016). In addition to the this pottery, the Whitehouse excavations, from the E 

phase of the cultural sequence of the Siraf Jame Mosque, found coins of the Tang 

Dynasty "Kai Yuan" which were present and increasing in 621 CE, and 60 bronze coins 

from the Tang and Late Sung periods from area F which is residential houses from 9th 

and 10th century. These all show trade relations between Iran and China in the late 

Sasanian and early Islamic era (Tampeo, 1989; Esmaeili Jelodar and Jaafarnia, 2016). 
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 ٹ٦ٮٍ 2ي ( IRPW )ډياٍٻ اٝچٓ ثبٍُځبوٓ َٕٕاٳ ىٍ ىيٍِ ٕبٕبوٓ ثب َىي ي َٙٷ ىيٍ ٙبډڄ ٕٶبڃ ٹَډِ ثَاٷ َىيْ
ٍ َبْ ٕبهشمبن  ٕٶبڃ   J   ىٍ ډلEٍ٥ًُډوز ٕىڂٓ ؿٕىٓ ثب څٮبة ٕٕبٌ ٍوڀ إز ٽٍ اُ ٹچٮٍ ٕبٕبوٓ ي دبٕٔه سَٔه لأ

ٍ ىٕز آډيٌ إز ( يأشُبيٓ ىٍ َٕٕاٳ س٤ًٕ ىٽشَ ٽبيٗ ٙيٌ   ٔب َٕثبُهبوٍ،  ډل٥ًٍ ځمَٻ هبوٍ )  يأشُبيٓ  .ث
ٍ َبْ ٔبىٙيٌ   ٍا ډىشَٚ وپَىٌ، Jځِاٍٗ ډل٥ًٍ  ٓ ٽىي  ثٍ ٹچٮٍ ٕبٕبوٓ إز ٽٍ ډَث٣ً  ىٍ ثبلا ٍا  اډب ٔبٵش  ډٮَٵٓ   ډ

 (. 1974يأشُبيٓ، )

 َبْ ىيٍِ ٕبٕبوٓ َٕٕاٳ اُ ډپبن اډب ډُڈ سَٔه ٔبٵشٍ ََ ؿىي ثٺبٔبْ ثبُاٍ ىيٍِ ٕبٕبوٓ ي سؼبٍر ٍا ىٍ ىٕز ويأٍڈ،
ٍ ىٕز آډيٌ إز؛   30 ډٌَُ ٕىڂٓ، 31 ًٍُٔآلار ٥لأٓ ثب ډَيأٍي،  ،(ځًٍٕشبن) Oاُ ډل٥ًّ  َبْ ٽبيٗ ٙيٌ َُٔ ث

 سٮياىْ اويٻ  (.1973؛ يأشُبيٓ، 1985څًٔپٔ، )   ٕپٍ ډٶَٯ ي وٺٌَ ا36ْ سب 33 ي  ٕپٍ ٕبٕبوٓ ي ٔټ ځًوٍ ٍيډٓ
يػًى ٕپٍ اٽًٖډبٔشٓ ىٍ آن، وٚبن اُ اٍسجب٣ ثبٍُځبوٓ َٕٕاٳ ثب  ًٕ ي  ي ؿٕىٓ َڈ اٵٸ ىٍ َٕٕاٳ اُ ٔټ  ٕپٍ ٍيډٓ 

ٓ َب ىاٍى   (. 1989سبډذئً، )ٍيډ

在萨珊的城堡和 J 区 E 建筑的最底层（海关所在地和营房，怀特豪斯博士在尸罗
夫挖掘而出），他们发现了印度亮红色陶瓷和两件中国黑釉陶瓷，这是萨珊王朝时
期，尸罗夫与印度及远东地区交易的主要商品。怀特豪斯没有发表 J 区的报告，但
却介绍了上文提及的、与萨珊堡垒有关的发现（怀特豪斯，1974）。 

虽然我们没找到萨珊王朝时期的市集与贸易场所遗迹，但在挖掘过程中，却找到了
该时期与尸罗夫相关的最重要的发现：在 O 区（墓室区），有嵌有珍珠的黄金首
饰、31 颗石珠、30 枚萨珊钱币、1 箱罗马货币以及 33 至 36 枚铜币和银币（怀特
豪斯，1973；洛伊克，1985）。在同一地层，还挖出了少量的罗马钱币和中国铜
钱，其中的埃希米钱币可以证明尸罗夫和罗马之间存在贸易往来（坦佩奥，
1989）。 

Evidence documenting Sasanian period Siraf interactions with India and the Far East 

include shiny red Indian pottery (IRPW) and 2 pieces of black glazed Chinese stone 

pottery obtained from a Sasanian castle and the lowest layers of building E in area J 

which were customs house or barracks, and excavated by Dr. Whitehouse in Siraf. 

Whitehouse did not publish the report of Site J, but introduced the findings mentioned 

above, which are related to the Sasanian fortress (Whithouse, 1974).  

The physical remains of the market and trade from the Sasanian era do not remain, but 

the most important findings of the Sasanian period of Siraf are obtained from the O area, 

a cemetery, include gold jewelry with pearls, 31 stone beads, 30 Sasanian coins, a 

Roman coin, and 33 to 36 bronze and silver coins (Whithouse, 1973; Lowicks, 1985). The 

small number of Roman and Chinese coins from the same horizon as the Siraf study on 

one hand and the presence of Exumiti coins in it on the other indicate commercial 

connections between Siraf and Rome (Tampeo, 1989).  
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َبْ ٽبيٗ ٙيِ يأشُبيٓ ٹبثڄ اطجبر إز يىٍ سَاوّٚ  اوشٺبڃ ىيٌٍ ٕبٕبوٓ ثٍ ىيٍان إلاډٓ ثبسًػٍ ثٍ ثٺبٔبْ وُٚشٍ
Bَبْ دىؼڂبوٍ ثٍ ٙپڄ َُٔ ىٔيٌ ٙيٌ إز ٍ ٕپٍ ډٶَٯ، ځًًٙاٌٍ ٥لا ي ډٌَُ َبْ ٭ٺٕٸ ٔمىٓ ٕبٕبوٓ؛  (1لأٍ :  ىٍ لأ

ٍ َبْ َٕثٓ ثيڅٓ  (4لأٍ   ؛ (ڇ651ٹَن َٶشڈ ډٕلاىْ )ٕپٍ ٽڈ يُن ثِٕاوٖٓ  (3لأٍ   ٵبٹي ٕپٍ إلاډٓ؛  (2لأٍ  ٕپ
؛ إمٮٕچٓ  ػچًىاٍ 1989سبډذئً، )ډٮمبٍْ ايأڄ ىيٍِ ٭جبٕٓ  (5؛ لأٍ (ايأڄ ىيٍِ ٭جبٕٓ) ډٕلاىْ 9اياهَ ي ايأڄ ٹَن

 ىٍ  (ٷ. 121ٌ سب 80اډًْ،).  ڇ738- 9   ډٕلاىْ سب699-80 ي 670 ٕپٍ ثب سبٍٔوٓ اُ 24يػًى   (.2016ي ػٮٶَوٕب، 
ٔ اُأه ُډبن. دَٙيځٓ ډ٦ٞجٍ َٕٕاٳ وٚبن اُ إشٺَاٍ َڈ اٵٸ ثب ىيٍِ اډًْ ىٍ َٕٕاٳ ىاٍى  ٹ٦ٮٍ ٕٶبڃ 46 اويٽٓ د

ٍ ىٕز آډيٌ إز ٽٍ آن وٚبن اُ ثبٍُځبوٓ ثب ؿٕىُٕب ٹجڄ  ثب همٌَٕ ٕىڂٓ ؿٕىٓ ىٍ ىيٍِ ؿُبٍڇ وُٚشٍ هبٍع اُ ٹچٮٍ ث
 َبٔٓ   ډلييى ثٍ ٕپٍ  ىٍ َٕٕاٳ َبْ اډًْ  وُٚشٍ  اُ ا٥لا٫ ډب. ډٕلاىْ ىاٍى  800اُ اكياص ډٖؼي ىٍ كييى ٕبڃ

ٍ ىٕز آډيٌ 3 ٽٍ اُ لأّ ثًىٌ  . اوي يأشُبيٓ ىٍ دَٙيځٓ ډ٦ٞجٍ ډٖؼي ػبډ٬ ث

怀特豪斯挖掘出的文物可以证明萨珊王朝的衰落和伊斯兰教的兴起，在 B 渠中，
我们可以看到五个文化层：第一层有铜币、金耳环和萨珊时期的也门玛瑙珠；第二
层没有伊斯兰的货币；第三层是拜占庭轻型货币（产于公元 7 世纪，公元 651

年）；第四层有产于公元 9 世纪早期及晚期（阿巴斯早期）的仿铅币；第五层有
阿巴斯的早期建筑（坦佩奥，1989；埃斯迈伊利·杰洛达尔和贾法尼亚，2016）。
尸罗夫出土的 24 枚钱币（可以从公元 670 和 680 至 699 年追溯到公元 738 至
739 年）（倭马亚，伊斯兰历 80 至 121 年）可以证明倭马亚曾统治过尸罗夫。此
后不久，在城堡外进行的第四期挖掘发现了 46 件中国石质黏土制成的陶器，这表
明在清真寺于公元 800 年左右建造之前，尸罗夫已与中国有了贸易往来。我们对
倭马亚在尸罗夫遗迹的了解仅限于从第三层聚礼清真寺地台出土的钱币。 

The change over from the Sasanian era to the Islamic era is evidenced by the remains in 

deposits excavated by Whitehouse. Trench B has five layers as follows:  

1) bronze coin, gold earrings, and Sasanian Yemeni agate beads;  

2) without any Islamic coins;  

3) Byzantine light coin (seventh century CE., 651 CE.);  

4), imitation lead coins of the late and early 9th century CE (early Abbasid period); 

5) Early Abbasid architecture (Tampeo, 1989; Esmaeili Jelodar and Jaafarnia, 2016). 

Twenty-four [24] coins there date from 670; and, 699-80 CE. to 738-9 CE. (Umayyads, 80 

to 121 AH.) Shortly after this time, 46 pieces of pottery with Chinese stone paste were 

found in the fourth period of deposits outside the castle. This indicates trade with the 

Chinese before the construction of the mosque around 800 CE. Knowledge of the 

Umayyad deposits in the Siraf is limited to the coins obtained from the 3rd Whitehouse 

layer in the filled part of the Jame mosque platform. 
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اْ َڈ اُ ًٕڅٕييٓ ٽىٖشبؤ   ثٕه ٕپٍ ي ىٍأه. ٷ. 121ٌَمـىٕه ٔټ ٕپٍ اډًْ ډَث٣ً ثٍ اډًٔبن اويڅٔ ثب سبٍٔن 
ٍ ىٕز آډيٌ إز  (َڈ اٵٸ ثب ىيٌٍ اډًْ)سبٍٔوڂٌاٍْ ٙيٌ اوي،. ڇ750 سب 651ىيڇ ٽٍ ثٕه ٕبڅُبْ  (. 1989سبډذئً، )ث
٘ ٔبٵشٍ ي وٚبن اُ ٍيوٸ ثبٍُځبوٓ ىٍ َٕٕاٳ  أه ډياٍٻ ىٍ لأٍ َبْ ٭جبٕٓ ي وِٕ آڃ ثًٍٔ ثَهلاٳ ىيٍان اډًْ اٵِأ
. ٙيٌ إزطجبسٓ يآٙٶشڂٓ ُيىځٌٍ سٲَٕٕ ٹيٍر ٕٕبٕٓ ىٍىيٍِ اډًْ اُ ٕبٕبوٓ ثب٭ض ثٓ .ٷ ىاٍى.ٹَن ىيڇ سب دىؼڈ ٌ

ٓ ىٍدٓ ىٍډَاٽِ اٝچٓ ٕبٕبوٕبن و٪َٕ ځًٍ، ا٦ٝوَ، ځىبيٌ ي ٕٕىِٕ َموًاوٓ  أه ډٖئچٍ ثب اٙبٌٍ ډًٍهبن ثَ ػىڀ َبْ د
ٍ َبْ ٝيٍإلاڇ ي وِٕ ٕپّ اډًْ اويڅٖٓ وٚبن اُسيايڇ ثبٍُځبوٓ ثب ٱَة ي ثِٕاوٖٓ. ىاٍى  يػًى ٕپّ ثِٕاؤ ىٍ وُٚش

؛ ثًىٌ اوي ئٌْ يا٤ٕ، ٽَډبن، ََار، ډَي، ىډٚٸ ي ا٦ٝوَ  ١َة ثٕٚبدًٍ، ثٌَٞ ي ثٍ َبْ اډًْ ٭ميسبً  ٕپٍ .َب ىاٍى
ٓ .  ٕپٍ اويڅٖٓ ٽٍ ١َة إذبوٕب ډٕجبٙي1ثٍ َمَاٌ   ىٕز آډيٌ ٽٍ ډلڄ ١َة آن َب   ٕپٍ ث78ٍَب  اډب اُ ىيٍِ ٭جبٕ

ٍْ، ثٌَٞ، ثٲياى، يا٤ٕ، ثلَٔه، َٕٙاُ ي َٕٕاٳ إز،  

此外，还有一枚源于安达卢西亚的倭马亚钱币，可追溯到伊斯兰历 121 年及一枚
源于君士坦斯二世时期的苏勒德斯钱币，可追溯到公元 651 至 750 年（据倭马亚
统治时期推测）（坦佩奥，1989）。这类文物常见于阿巴斯和阿尔布耶文化层，
与倭马亚文化层形成了对比，并凸显了伊斯兰历 2 至 5 世纪尸罗夫繁荣的商业面
貌。从萨珊时期到倭马亚时期，政权更迭导致了短暂的不稳定与动荡。历史学家针
对萨珊王朝中心地区如戈尔、伊斯泰赫尔、吉纳维和西尼兹战争连年的记载和这些
发现相符合。伊斯兰早期遗迹中的拜占庭货币及安达卢西亚的倭马亚货币都表明此
地曾与西方及拜占庭帝国保持了长久的贸易关系。倭马亚钱币主要铸造于毕沙普、
巴士拉，特别是瓦瑟特、克尔曼、哈拉特、马弗、大马士革和伊斯特赫；还有西班
牙的安达卢西亚钱币。然而，有 78 枚阿巴斯时代的钱币铸造于雷伊、巴士拉、巴
格达、瓦瑟特、巴林岛、设拉子和尸罗夫，这表明，经历了战争与动荡后， 

There are also Umayyads of Andalusia coins dated 121 AH. and Solidos coins of 

Constance II dated between 651 and 750 CE. (according to the Umayyad period) 

(Tampeo, 1989). This information increases in the Abbasid and Al-Buyeh layers, in 

contrast to the Umayyad era, which show the commercial prosperity of the Siraf in the 

second to fifth centuries AH. Political power transfer from Sasanians to Umayyads 

caused a transient instability and turmoil. This issue is consistent with historian 

references to successive wars in the main Sasanian centers such as Gore, Istakhr, 

Genaveh, and Siniz. Byzantine coins in the deposits of early Islamic and also the 

Andalusian Umayyad coins indicate a continuity of trade between the West and the 

Byzantines. The Umayyad coins were largely minted in Bishapour, Basra, and especially 

Waset, Kerman, Harat, Marv, Damascus, and Istkhr; with 1 Andalusian coin that is 

Spanish multiplied. Seventy-eight [78] coins are from the Abbasid era and minted in Rey, 

Basra, Baghdad, Waset, Bahrain, Shiraz, and Siraf,  
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َب وٚبن إَُځَْٕ ٍياث٤ ثبٍُځبوٓ ىٍ اياهَ  ٕپٍ. ٽٍ ثَٹَاٍْ اٍسجب٣ سؼبٍْ ثب ثلَٔه ي ثىيٍَبْ آن ٍا سإٕٔي ډٕپىي
ىٍ اياهَىيٍان ٕبٕبوٓ اُ ٥َٔٸ ثىيٍ  ثبٍُځبوٓ ىٍٔبٔٓ ٽٍ اُ ٹجڄ. ىاٍىٍا ىيٍِ اډًْ دٔ اُ ٔټ ىيٌٍ ػىڀ ي آًٙة 

ىٍ ىيٍِ اډًْ ٽمٓ ٍيوٸ ځَٵشٍ ي ثب اكياص ََُٙبْ ػئي و٪َٕ ٕبډٌَ ٙشٍ، يػًى ىا (وِىٔټ ثٌَٞ) Ubullah اثچٍ
.  ډًٕٚىاثچٍ ثىيٍ ػئي ثٌَٞ ىٍ ډلڄ ٔب وِىٔپٓ ثىيٍ ٕبٕبوٓ  ي ثٲياى أه ٍيوي ٍٙي ثبلأٓ ٔبٵشٍ ي ډىؼَ ثٍ اكياص

ٗ َبْ ثبٕشبوٚىبهشٓ ىٍ وُٚشٍ. ٭يڇ ٽبيُٙبْ ثبٕشبن ٙىبٕٓ ىٍ ثٌَٞ ؿٚڈ اوياُ أه ٍياث٤ ٍا ډجُڈ ٽَىٌ إز  ٽبي
ٷ .ٌ 178ٽٍ ډَث٣ً ثٍ كييى  ىاٍىوؼب  ٹَين ىيڇ ي ًٕڇ َؼَْ ىٍ َٕٕاٳ وٚبن اُ ك٢ًٍ ٕٶبڃ َبْ ؿٕىٓ ىٍ آ َبْ

هبوّ آن اكياص  آن ثىبْ ځمَٻ ثىبْ ثبُاٍ ي ىٍ اىاډّ   ػبډ٬ َٕٕاٳ، أه ُډبن ډٖؼي ىٍ .ډٓ ثبٙىي ډٕلاىْ 800ٔب
ٕٶبڅُبٔٓ اُ َىييٕشبن ي إٙبء ٭بػٓ ي إشوًاوٓ ي وِٕ سِئٕىٓ اُ هَځًٙٓ ٽٍ ىٍ كبڃ ػُ٘ اُ ٍيْ  يػًى. ًٙى ډٓ

 اٍسجب٣  وٚبوٓ اُ آډيٌ،   ىٕز  يأشُبيٓ ثٍ ٽٍ س٤ًٕ  (.ڇ621ٕبڃ) سبوڀ   ډٶَٱٓ ډَث٣ً ثٍ ىيٍِ ي آٔىٍ آة إز 
 (.1973يأشُبيٓ ، )ثبٍُځبوٓ َٕٕاٳ ثب ؿٕه ي َىي ىاٍى ٽٍ سيايڇ آن ىٍ ىيٍِ اډًْ ي ٭جبٕٓ ىٔيٌ ډًٕٚى 

在倭马亚王朝后期，贸易又得到了恢复。萨珊王朝后期已通过乌剌港（位于巴士拉
附近）开展的海上贸易在倭马亚时期又得到了进一步的发展，随着萨马拉、巴格达
等新城市建成，这种趋势愈发明显，新的港口如位于乌剌港附近的巴士拉应运而生。
由于人们没有在巴士拉进行考古发掘，该地的贸易情况还不甚明朗。尸罗夫在伊斯
兰历 2、3 世纪的遗迹中有中国陶瓷的存在（可追溯到伊斯兰历 178 年或公元 800

年）。此时，聚礼清真寺、集市、海关办事处即将建成。怀特豪斯发现的印度陶瓷、
象牙制品、骨制品及唐代（公元 621 年）的兔子在水面跳跃装饰与铜镜表明尸罗
夫与中国及印度的贸易往来延续到了倭马亚及阿巴斯时期（怀特豪斯，1973）。 

Trade with Bahrain and its ports is established by this coinage. They indicate trade 

resumption in the late Umayyad era after wars and unrest. Maritime trade, which was 

present in the late Sasanian era going through the port of Ubullah (near Basra), 

flourished slightly during the Umayyad period. Construction of new cities such as 

Samarra and Baghdad, also led to the construction of the new port of Basra on or near 

the Ubullah Sasanian port. Archaeological excavations in Basra are not numerous and 

are ambiguous prospects for these relations. Archaeological excavations of deposits of 

the second and third centuries AH. in Siraf show Chinese pottery present dated to about 

178 AH. or 800 CE. During this time, the Siraf Jame Mosque, the bazaar building, and 

finally the customs house were built. Pottery from India and ivory and bone objects, as 

well as a decoration in form of a rabbit jumping on water and a bronze mirror from the 

Tang period (621 CE.) obtained by Whitehouse, suggest Siraf's trade relations with China 

and India which stretch up to the Umayyad and Abbasid periods (Whitehouse, 1973).  
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ٍ ىٕز آډيٌ إز ػىًة ؿٕه اُ   ثبٍُځبوٓ ىٍٔبٔٓ ثب  ايڅٕه وٚبوّ ٹ٦ٮٍ  . دَٙيځٓ ډَكچّ ايڃ ډ٦ٞجٍ ډٖؼي ػبډ٬ ث
څٮبة ىاىن ٕٶبڃ أه إبډٓ   ٹجڄ اُ ، ٔب ډٕمًن إز ٕٶبڅٓ ٽٍ اُ و٫ً همَٕ ٕىڂٓ ثب وبڇ َبْ ٭َثٓ ًٕٔٴ ي ډىًٍٞ 

ٍ ٙيٌ ي اكشمبلاً اُ ٥َٳ ثبٍُځبن ډٖچمبوٓ ٽٍ ډٺٕڈ ؿٕه ثًىٌ إٍبڃ ٙيٌ إز   ٽًٌُ. (1989سبډذئً، )ىٍىاهڄ آن وًٙش

ٍ  څٮبة ٕٕبٌ،  همَٕ ٕىڂٓ ُډوز ي   ثب   آډيٌ اُ   ىٕز  ثٍ َبْ  اُ ىٔڂَ ٔبٵشٍ و٫ً ىيًٕن  ٙيِ  َبْ سَاٗ ىاىٌ دبٔ
-ٽًٌُ ٕبٕبوٓ . ىٕز آډيٌ إز ٝيٍ إلاڇ ثٍ  ٕبهز ډٖؼي ډَث٣ً ثٍ  دَٙيځٓ ډ٦ٞجٍ َبٔٓ إز ٽٍ ىٍ  وُٚشٍ

ٍ ىٕز ٍ ٙيٌ ثًى ي وِٕ ٕٶبڃ َبْ و٫ً ًٙٗ اُ  آډيٌ ٽٍ وبڇ كبسڈ إلاډٓ ث  إز ٽٍ َٔٓب ىٔڂَ ٔبٵشٍ  ثٍَيْ آن وًٙش
َبْ  ثٕٚشَٔه ډياٍٻ ثبٍُځبوٓ ثب ؿٕه ٕٶبڃ (. 1970يأشُبيٓ،)اٍسجب٣ ثبٍُځبوٓ آن ٍا ثب ډَاٽِ ٔبىٙيٌ سإٕٔي ډٕپىي 

 (.ڇ1000 – 906)َبْ دىؼڂبوٍ إز ٽٍ َمِډبن ثب اياهَ ىيٌٍ سبوڀ ي ىيٌٍ ٕچٖچٍ. ڇ907 سب 827ډَث٣ً ثٍ ٕبڃ َبْ
هًى ي   َُٙر ثبٍُځبوٓ  ىٍ ايع َٕٕاٳ ىٍ أه ُډبن  .ډٓ ثبٙىي َمَاٌ  ًٕوڀ ٙمبڅٓ آٱبُ ٕچٖچٍ   ثب  ي ؿٕه ثًىٌ 

 ايع سًٕٝٴ  ٽٍ ثب ډٓ ثبٙيٷ .  378ٌ سب  293 َبْ ډٞبىٳ ثب ٕبڃ  أه ُډبن. ٌ إزدَٕٚٵشٍ ثًى ىاٍاْ ٽٚشَٕاوٓ 

ٽٍ اُػمچٍ أه ٕٶبڅُب ډٕشًان ثٍ  (1989سبډذئً، ) َبْ ډًٍهبن اُ َٕٕاٳ َمَاٌ ثًىٌ، ٽٍ ىٍ ثبلا ثيان اٙبٌٍ ٙيٌ إز
 .ٕٶبڅُبْ و٫ً ؿبوڂٚب اٙبٌٍ ٽَى

在挖掘聚礼清真寺地台填充体的第一阶段，人们发现了此地与中国南部地区曾有过
海上贸易往来的首条证据。他们挖掘出了釉面之下写有阿拉伯名字（如优素福、曼
苏尔、拉克）的熔块胎陶，这可能是某个在中国定居的穆斯林商人运来的（坦佩奥，
1989）。伊斯兰早期建造的聚礼清真寺地台填充体中还有表面粗糙的黑釉熔块瓷
和多森式雕刻地基。写有哈坦名字的萨珊-伊斯兰罐子和苏萨陶瓷都表明此地曾与
上文提及的中心城市有商业联系（怀特豪斯，1970）。从公元 827 至 907 年，尸
罗夫与中国交易的商品主要是陶瓷，此时恰逢唐朝结束，五代开启（公元 906-

1000 年），北宋也处于这一时期。彼时的尸罗夫不仅将贸易水平发展到了顶峰，
还提高了航运能力。伊斯兰历 293 至 378 年即为此时期，如上文所述，针对尸罗
夫的历史记录在这一时期呈井喷之势（坦佩奥，1989）。 

Evidence of maritime trade with southern China is om the first phase of filling of the 

Jame Mosque platform. Pottery a stone paste inscribed with the Arabic names of Yusuf 

and Mansour or Meimun, adorns it. It was probably sent by a Muslim merchant living in 

China (Tampeo, 1989). Jugs with coarse stone paste and black glaze and Dosson-type 

carved foundations, are other items in the deposits found in the filled part of the 

platform of Jame mosque building from the early Islamic period. The Sasanian-Islamic 

jar with Hatem's name was written on it and the Susa type pottery tend to confirm 

commercial connections with the these centers (Whithouse, 1970). Most evidence with 

China is pottery from 827 to 907 CE., coinciding with the end of the Tang Dynasty and 

the period of the Five Dynasties (906-1000 CE.). This is associated with the beginning of 

the Northern Song Dynasty. Siraf was at the peak of its commercial fame at this time 

and had advanced shipping. 



 

 

P
a

g
e

   
   

  
   

   
   

  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

 

112 

 ىٍ A ي ىٍ سَاوٍٚ 2009اُأه ځًوٍ ٕٶبڃ ىٍ ٥ٓ ٽبيُٙبْ يأشُبيٓ، َمـىٕه ىٍٽبيُٙبْ ػئي َٕٕاٳ ىٍ ٕبڃ
ٍ َبْ آن، ثٍ ىٕز آډيٌ إز  دبٕٔه  (.1394إمٮٕچٓ  ػچًىاٍ،  )سَٔه لأ

长沙窑也在出土陶瓷之中。在怀特豪斯的主持下，人们挖掘出了长沙窑，后来到了
2009 年，人们再次于尸罗夫挖掘时，又在 A 渠的最底层找到了这种瓷器（伊斯梅
利·杰洛达，2015）。 

This period 293-378 AH. is associated with the time of the historian descriptions of Siraf 

mentioned above (Tampeo, 1989). The ceramics, include Changsha-type pottery from 

the Whitehouse excavations, new [2009] excavations in Siraf in 2009, and from trench A, 

buried under its lowest layers (Esmaeili Jelodar, 2015). 

  ډٕلاى1644ْ سب  ٹجڄ اُ ډٕلاى326 َبْ أَان، َىي ي ؿٕه اُ سبٍٔن ٕچٖچٍځبَىڂبٍْ -  3ػييڃ 

【表 3】公元 326 年-公元前至 1644 年伊朗、印度及中国历史朝代年表 

Table 3 - Chronology of Iranian, Indian, and Chinese Dynasties for 326 BCE-1644 CE. 

ىيٍان ٕچٖچٍ َبْ أَاوٓ 
伊朗朝代纪 

The era of the Iranian dynasties 

 َىيْ  َبْٕچٖچٍ
印度朝代名 

The name of the Indian dynasties 

ؿٕىٓ  َبْ ٕچٖچٍ 
中国朝代名 

The name of the Chinese dynasties 

 دبٍسٕبن

Parthian (247 BCE.- 224 CE.) 

公元前 247 年-公元前 224 年
（帕提亚） 

 اډذَا٥ًٍْ ډًٍٔبن

The Mauryan Empire (326 BCE.-184 

BCE.) 

 دبىٙبَٓ َىييدبٍر
Indo-Parthian Kingdom ( 9 - 226 CE.) 

孔雀王朝（公元前 326 年-公元前
184 年） 

印度-帕提亚王国 （9 - 226 CE.） 

  ؿٕه
Qin (221 BCE.- 207 BCE.) 

 َبن

Han (206 BCE.- 220 CE.) 

公元前 221 年-公元前 207 年（秦） 

公元前 206 年-公元 220 年（汉） 

 وٕبنٕبٕب

Sasanian (226-651 CE.) 

公元 224 年-公元 651 年（萨珊
王朝） 

 

اډذَا٥ًٍْ ٽًٙبن 
  ي دبىٙبَٓ ٽًٙبوً ٕبٕبوٕبن 

 The Kushan Empire  

and the Kushano-Sasanian Kingdom 

(30 CE. – 250 CE.) 
ثٓٽٚبسَادبٓ ٱَ  

Western Kshatrapas (35-405 CE.) 

 اډذَا٥ًٍْ ځًدشب

The Gupta Empire (320 – 550 CE.) 
  ي دبىٙبَٓ ٕبٕبوً ًَوٕټ ًَن َٓدبىٙب

Hunnic Kingdom and Sasano-Hunnic 

Kingdom (5-6th century CE.) 
库沙诺-萨萨尼亚王国 

贵霜王朝（公元 30 年-公元 250） 

西方 克沙特拉帕斯 （35-405 EC.） 

笈多王朝（公元 320 年-公元 550） 

匈奴王国  

萨萨诺-洪尼奇王国)5-6 世纪，CE.) 

  دبىٙبَٓ َبْ ٙٚڂبوٍ
Six Kingdoms (220-589 CE.) 

ًٕٓٔ 

Sui (581-618 CE.) 

  سبوڀ ٹئڈ
Early Tang (618-684 CE.) 

公元 220 年-589 年（六国） 

公元 581 年-618 年（隋） 

公元 618 年-684 年（初唐） 
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 (ثىٓ اډٍٕ)اډًْ
 Umayyad (661-750 CE.) 

公元 661 年-公元 750 年（倭马
亚） 

اډذَا٥ًٍْ ؿبڅًٽٕب 
The Chalukya Empire (550 – 750 CE.) 

 ٽٚمَٕ ٔيأٍزٻدبىٙبَٓ 
Kidarites of Kashmir(7th century CE.) 
遮娄其王朝（公元 550-公元 750） 

克什米尔基达里特) 7 世纪，CE.) 

 سبوڀ ٹئڈ
Early Tang (618-684 CE.) 

High Tang (684-756 CE.) 

公元 618 年-684 年（初唐） 

公元 684 年-756 年（盛唐） 

٭جبٕٕبن 
Abbasid (750-1258 CE.) 

公元 750 年-公元 1258 年（阿
巴斯） 

 

  ؿچًٽٕبٓ ٱَثٓ
Western Chalukyas (970. – 1190 CE.) 

 ٍاٙشَاٽًسب

Rashtrakuta Empire (750– 980 CE.)  
 دبىٙبَٓ َىييٽبثڄ

Hindu Shahis of Kabul (870–1015 CE.) 

 اډَٕان ٕىي
Habbarids (Amirs of Sind), (850-1025 

CE.) 

ٔبنٱِوً  

Ghaznavid dynasty (977–1186 CE.) 

西遮娄其（公元 970 -公元 1190） 

拉什特拉库塔王朝(750 -公元 980） 

印度 - 喀布尔国王(870–1015 CE.) 

信德省国王（850-1025 CE..） 

加兹纳维德王朝（977-1186 年 CE） 

 سبوڀ ډٕبوٍ
Middle Tang (756-827 CE.) 

 سبوڀ ډشبهَ

 Late Tang (827-907 CE.) 

 َبْ دىؼڂبوٍ ٕچٖچٍ

 Five Dynasties (907-960 CE.) 

 ًٕوڀ ٙمبڅٓ 

Northern Song (960-1127 CE.) 

 ًٕوڀ ػىًثٓ

 Southern Song (1127-1279 CE.) 

公元 756 年-827 年（中唐） 

公元 827 年-907 年（晚唐） 

公元 907 年-960 年（五代） 

公元 960 年-1127 年（北宋） 

公元 1127 年-1279 年（南宋） 

 ٔبنٱِوً
Ghaznavid (977–1186 CE.) 

加兹纳维德王朝（977-1186 年
CE） 

ٕچؼًٹٕبن 
Seljuq (1037-1231 CE.) 

公元 1037 年-公元 1231 年（塞
尔柱） 

 

أچوبوٕبن 
Ilkhanid (1227-1336 CE.) 

公元 1227 年-公元 1336 年（可
汗尼德） 

 ٱًٍٔبن

Ghurid dynasty(1148 to 1215 CE.) 

 ىيىډبن هٕچؼٓ

Khilji Dynasty (1290- 1320 CE.)  
 ىيٌٍ ٕچ٦بوٓ

Sultanate Period (Delhi) 1206 -1526 

CE.) 

卡尔吉王朝（1290 -公元 1320 年） 

苏丹统治时期（德里）公元 1206

年-公元 1526 年 

 ًٔآن

Yuan (1271-1368 CE.) 

公元 1271 年-1368 年（元） 

سٕمًٍٔبن 
Timurid (1385-1500 CE.) 

公元 1385 年-公元 1500 年（帖
木儿） 

 

 ىيىډبن هٕچؼٓ

Khilji Dynasty (1290 CE.- 1320 CE.)  
 ىيٌٍ ٕچ٦بوٓ

Sultanate Period (Delhi) (1206 -1526 

CE.) 

دبىٙبَبن ډبڅًا 
Sultans of Malwa (1200-1562 CE.) 

 ٽٚمَٕدبىٙبَبن 
Sultans of Kashmir (1480-1530 CE.) 

卡尔吉王朝（1290 -公元 1320 年） 

苏丹统治时期（德里）公元 1206

年-公元 1526 年 

马尔瓦国王 （1200-1562 CE. ） 

克什米尔国王（1480-1530 CE.） 

  ډٕىڀ
Ming (1368-1644 CE.) 

公元 1368 年-1644 年（明） 
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Figure 36. A. Sogdian merchants 

from Panjikent, Hermitage 

Museum wall painting; B. Silk Road 

Market, painted by Zhang 

Hongnian in 2004; C. The Silk Road 

Map. 
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 َبٔٓ اُ ٕٶبڃ ؿبوڂٚب ىٍ ٽبيٗ َبْ ػئي َٕٕاٳ ؤًبٵشٍ

 ډًٌُ ثَٔشبوٕب  دْيَ٘ اُ ٥َٔٸ  ،10ٹَن  (ايا٤ٕ) سب 8 ډَث٣ً ثٍ ٹَن  ىٍ ػىًة أَان، ىٍ َٕٕاٳ  ٩َيٳ ؿبوڂٚب 
ثَاْ أه اٽشٚبٳ، دَيٌّ . ىَىيوٚبن ډٓ  ٽٍ ٝبىٍار ٭٪ٕڈ ٽًٌٍ ؿبوڂٚب ثٍ أَان ٍا   اويٌ ٙي  ٽٚٴ (39 سًَٞٔ)

كمبٔز ډًٍٕٖ اوڂچٕٖٓ   ثب  ٕبڅٍ ىي  ٥َف سلٺٕٺبسٓ   ٔټ  ٭ىًان  ثٍ  2007 ثَٔشبوٕب ىٍ ٕبڃ   ډًٌُ ْ  ْ َٕٕاٳ
ٔبٵشٍ َبْ كٶبٍْ ٙيٌ اُ َٕٕاٳ ىٍ ډًٌُ ثَٔشبوٕب  َيٳ أه دَيٌّ سٍُٕ ٽبسبڅًٿ ٽبډچٓ اُ . ډ٦بڅٮبر دبٍٓ آٱبُ ٙي

 ډؼمً٭ٍ َبْ ثبٕشبن ٙىبٕٓ إز ٽٍ  اطَ اُ َٕٕاٳ ٔپٓ اُ ثٍِځشَٔه  20،000 أه ډؼمً٭ٍ ثب ثٕ٘ اُ  .ثًىٌ إز
 ثٍ َٕٕاٳ ىٍ ډًٌُ ثَٔشبوٕب طجز  َمٍ ٔبٵشٍ َب ي ومًوٍ َبْ ډَث٣ً . س٤ًٕ ثو٘ هبيٍډٕبوٍ ډًٌُ وڂٍ ىاٍْ ډٓ ًٙى

ثٕٚشَ ډؼمً٭ٍ ٍا  أه ًٕاثٸ إبٓ سلٺٕٺبر ي سؼٍِٔ ي سلچٕڄ  .  ډًٌُ ياٍى ٙيٌ اوي  ډَٽِْ  دبٔڂبٌ ىاىٌ ٙيٌ ي ىٍ
دبٔڂبٌ ىاىٌ  (Britishmuseum )ثب ػٖشؼًْ آولأه . سٚپٕڄ ډٓ ىَىي ي ثٍ ٭ىًان طجز ايڅٍٕ هًى إٙب ٭مڄ ډٕپىىي

 .ډؼمً٭ٍ ډٓ سًان ثٍ ډٚوٞبر، س١ًٕلبر ي سٞبئَ ٔبٵشٍ َبْ َٕٕاٳ ىٕشَٕٓ دٕيا ٽَى

尸罗夫的最新考古发掘——长沙窑 

8 至 10 世纪中期，人们在伊朗南部的尸罗夫发现了长沙窑。根据大英博物馆的发
现（图 39），长沙窑曾大批出口至波斯。大英博物馆曾于 2007 年启动了尸罗夫
项目，这是由英国波斯研究所支持的为期两年的研究项目。该项目旨在梳理出在馆
的尸罗夫出土文物名录。博物馆中东部规模最庞大的考古收藏展展出了 20000 多
件尸罗夫文物。所有来自尸罗夫的文物都被登记在册，且录入了博物馆的中央数据
库。这些针对藏品的记录是进一步研究、分析这些藏品的基础。如今，人们可以通
过在线馆藏数据库搜索尸罗夫文物的规格、说明和图像（大英博物馆）。 

New finds from Changsha pottery in new Siraf excavations  

Changsha Wares were discovered Siraf which are from the mid-8th-10th century. The 

British Museum (Fig. 39) materials show a huge export of Changsha kiln to Persia. In 

2007, the British Museum started its Siraf Project, a two-year research initiative 

supported by the British Institute of Persian Studies. The project was to create a 

complete catalogue of the Siraf finds housed in the British Museum. The collection of 

over 20,000 artifacts from Siraf represents one of the largest archaeological held by the 

Museum's Middle East department. All British Museum items from Siraf were registered 

and entered into the Museum’s central database. This database with its  records form 
the basis for further research and analysis of the collection and serves as a primary 

record of the objects themselves. Specification, descriptions and images of the finds 

from Siraf can now be accessed by searching the Collection database online (British 

museum). 
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 ٔپٓ ىٍ B ي  Aٽٍ ىٍ ٥ٓ آن ىي سَاوٍٚ   ډٓ ثبٙي 1388َبْ اوؼبڇ ٙيٌ ىٍ َٕٕاٳ ډَث٣ً ثٍ ٕبڃ  ٽبيٗ آهَٔه 
دٚز ډٖؼي ػبډ٬ َٕٕاٳ ي ىٔڂَْ ىٍ ډلچٍ ثىڂٖبٍ ىٍ ٱَة َٕٕاٳ اوؼبڇ ځَٵشٍ ٽٍ ىٍ دبٕٔه سَٔه لأٍ اُ سَاوٍٚ 

Aوپشٍ ػبڅت سَ أىپٍ ىٍ ٵبٝچٍ كييى  (37سًَٞٔ )(1394إمٮٕچٓ  ػچًىاٍ،).  ٕٶبڃ و٫ً ؿبوڂٚب ثٍ ىٕز آډيٌ إز
ْ ٕبكڄ كٶَ ٙيٌ ثًى ىٍ ٵٞڄ ايڃ ٽبيٗ ثٍ َٕدَٕشٓ إمٮٕچٓ  ػچًىاٍ ىٍ   ډشَْ أه سَاوٍٚ ٽٍ ىٍٕز ثَ څج20ٍ

ثب ٕٶبڃ و٫ً ؿبوڂٚب  و٪َ ځبَىڂبٍْ   ثٍ ىٕز آډيٌ ٽٍ اُ  ٕپٍ ؿٕىٓ ٔټ ٹ٦ٮٍ  ډٮمبٍْ ٽبيٗ ٙيٌ  ٽٴ ډؼمً٭ٍ
  (.1390إمٮٕچٓ ػچًىاٍ،) ډٓ ثبٙيډَث٣ً ثٍ ٔټ ثبٌُ ُډبوٓ 

  ي ډَٚٳ N:،  E:052 19 37 1 4004.3 27 ىٍ ػىًة ډل٥ًٍ ثىڂٖبٍ ثب ډوشٞبر ػٲَاٵٕبٔٓ A ځمبوٍ :Aځمبوٍ 
ډشَ ىٍ ػُز ٙمبڃ ػٲَاٵٕبٔٓ أؼبى ٙيٌ 2×2أه ځمبوٍ اثشيا ثٍ اثٮبى  . ثٍ ىٍٔب ثَ ٍيْ ثَٗ ٕبكچٓ أؼبى ٙيٌ إز

 .ٌ إز ثٍ اثٮبى آن ا١بٵٍ ٙي ٙمبڅٓ ػىًثٓ  ډشَ ىٍ ػُز 1اډب ثَاْ ىٕشٕبثٓ ثٍ ا٥لا٭بر ي ډًاى ٵََىڂٓ ثٕٚشَ
 ٽٍ دٕ٘ اُ أه ٔټ ډؼمً٭ٍ ٌَبْ أه ثو٘ اُ َٕٕاٳ ثًى ٵََىڂٓ لأٍ  ىٕشٕبثٓ ثٍ سًاڅٓ  أه ځمبوٍ أؼبى َيٳ اُ

 .ٌ إز اوؼبڇ ځَٵشٍ ثًى1386ډٮمبٍْ ٽبډڄ ىٍ ٕبڃ 

尸罗夫最新一期的考古挖掘可以追溯到 2009 年，在此时期，人们挖掘了 A 渠和 B

渠，它们一条在聚礼清真寺后面，一条在尸罗夫西边的孟沙居民区，长沙窑就是在
A 渠最底层发现的（伊斯梅利·杰洛达，1394）（图 37）。更有趣的是，在距离 A

渠 20 米左右的地方，由伊斯梅利·杰洛达监管的一期挖掘项目在海岸边缘的古建筑
基层发现了一枚中国钱币，从年代上看，这枚钱币和长沙窑出现的时期相关（伊斯
梅利·杰洛达，1390）。A 渠：位于孟沙居民区南部，地理坐标 N：27 4004.3，E：
052 19 37 1，与海岸相近，可以俯瞰大海。这条渠最初向北挖了 2 米，但为了获
取更多信息、发现更多文物，考古人员又往南-北方向挖了 1 米。建造 A 渠是为了
梳理该区域的文化序列，2007 年时，人们已在某个完整的建筑群中进行过此类探
究。 

The most recent Siraf excavations were in 2009. Two trenches, A and B, were dug. One 

behind the Siraf Jame Mosque and the other in a Bangsar neighborhood in west Siraf. In 

the trench A layer was Changsha type pottery was found (Esmaeili Jelodar, 1394) (Fig. 

37). About 20 meters from this trench which had been dug right to coast, in the first 

season of excavation, which was supervised by Esmaeili Jelodar, a portion of Chinese 

coin was found and relates to another period (Esmaeili Jelodar, 1390).  

Trench A: Trench A is in the south of the Bangsar area with geographical coordinates N:  

27 4004.3, E: 052 19 37 1, and overlooks the sea. This trench was dug 2 meters north, 

and, in order to obtain more information and cultural materials, a 1 meter north-south 

section was added. The purpose was to achieve the cultural sequence of the layers for 

this area of Siraf, which had been conducted in the entire architectural complex in 2007. 
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ثٍ ډٚبَيٌ آطبٍ   ثب سًػٍ   ثٍ ىٕز آيٍىن ا٥لا٭بر ٽبډڄ  أه ځمبوٍ، اوشوبة ډپبن أؼبى سَٔه ىڅٕڄ  ىٍ ياٹ٬ اٝچٓ
لأٍ آن ډًاى ٵََىڂٓ  ٽٍ هًٙجوشبوٍ ىٍ دبٕٔه سَٔه ٌ ٥ًڃ ثَٗ ٕبكچٓ ىٍٔب ثًى  يػًى ډًاى ٵََىڂٓ ىٍ  ډٮمبٍْ ي

(. 2016إمٮٕچٓ ػچًىاٍ ي ػٮٶَوٕب، )ٌ إز ٕز آډيثي ثب ؿٕىٓ َب ٵُٕبٙبډڄ ٕٶبڃ ي ٕپٍ ثٕبوڂَ اٍسجب٣ ډٖشٺٕڈ َٕٕا
دبٕٔه سَٔه ٦ٕق سَاوٍٚ  .  لأٍ سٚوٕٜ ىاىٌ ٙيٌ إز8   څًٽًٓ ي23 وڂبٍْ ىٍ أه سَاوٍٚ  ٥ٓ ٽبيٗ لأٍ ىٍ 

ػُز ٕبهز ايڅٕه  دٔ اُ آن ىيٌٍ ايڃ َٕٕاٳ ثب ډ٦ٞجٍ ٕبُْ .ډٓ ثبٙي هبٻ ثپَ   يٵبٍٓ هچٕغَم٦ٖق ثب ٽٴ 
ًٙاَي ثبٕشبن ٙىبهشٓ ي سلچٕڄ ٔبٵشٍ َب وٚبن اُ ٔټ . إز   Iaْ ىيٌٍ َمبن   ٽٍ  ٙيٌىٍ أه ثو٘ آٱبُ  إشٺَاٍ 

ىيٌٍ ٵََىڂٓ ٔٮىٓ ىيٍان إلاډٓ ٍا ىاٍى ٽٍ هًى أه ىيٌٍ ثَ إبٓ ډًاى ثٍ ىٕز آډيٌ ثٍ ؿُبٍ ثو٘ ٹبثڄ سٺٖٕڈ 
 ډشَْ 10 ٽٍ ىٍ كييى 1385 ي ٽبيٗ اوؼبڇ ٙيٌ ٵٞڄ ايڃ َٕٕاٳ ىٍ ٕبڃ 1388 وشبٔغ ٽبيُٙبْ ٕبڃ. ډٓ ثبٙي

 اوؼبڇ ٙي وٚبن ډٕيَي ٽٍ ډى٦ٺٍ ثىڂٖبٍ ىٍ ىيٍان ٙپًٵبٔٓ َٕٕاٳ ثٍ ػُز ٍٙي ػمٮٕز َُْٙ Aٙمبڃ سَاوٍٚ 
 .َٕٕاٳ ثب ٽبٍٽَى سؼبٍْ ىٍ ثو٘ ٕبكچٓ ډٖپًوٓ ٙيٌ إز

事实上，在对古迹及沿海地区文物的现有研究基础上，开挖 A 渠主要是为了获得
更完整的信息，幸运的是，在最底层，考古人员发现了陶瓷和钱币，这表明尸罗夫
与中国有直接往来（伊斯梅利·杰洛达，贾法尼亚，2016）。在挖掘 A 渠的过程中，
考古人员共探测了 23 个地点和 8 个地层。A 渠最底层与波斯湾海床及原始土壤层
处于同一水平线。尸罗夫的第一个历史阶段开始于地台修建时期，当时古人们在建
造首个定居点，考古学证据与调查发现表明这一文化时期即为伊斯兰时期，基于对
出土文物的研究，该时期可以分为 4 个阶段。2009 年及 2006 年的一期挖掘（往
A 渠北面挖了 10 米）显示孟沙地区是商人在尸罗夫繁荣时期的定居之处。 

The primary reason for locating this trench in this way was to obtain more complete 

information by observing architectural relicts and cultural materials along the coast. 

Fortunately, in the lowest layer, cultural materials including pottery and coins were 

found thus establishing a direct connection between Siraf and China (Esmaeili Jelodar 

and Jaafarnia, 2016). During the excavation of this trench, 23 locus and 8 layers were 

detected. The lowest trench level is located at a level with the Persian Gulf floor at 

pristine soil. Siraf’s first period begins with the construction of a platform for the first 
settlement, which is the same period as LA. Archaeological evidence and analysis 

indicate a cultural period--the Islamic era—which can, itself, be divided into four parts 

based on the materials obtained. The results of excavations from the first season of Siraf 

in 2006, which was carried out about 10 meters north of trench A, combined with those 

of 2009 show that the Bangsar region was inhabited by the commercial population of 

Siraf during the flourishing period of Siraf. 
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. ٍا ىٍ ثَ ډٕڂَٕى.  ڇ976 ډٕلاىْ سب 850سبٍٔوٓ ثٕه ، ICْ  اُ ومًوٍ إشوًاوٓ ىيٌٍ  اوؼبڇ ٙيٌ 14ٽَثه  آُډبٔ٘ 
ٽٍ ثٍ و٪َ اُ   أه ثو٘ ډٕيَي اْ ثًىن ىيٌٍ َبْ ثٍ ىٕز آډيٌ اُ سَاوٍٚ وٚبن اُ سټ اْ ٕٶبڃ ډ٦بڅٮبر ډٺبٍٖٔ

 1050 سب800اْ ٕٶبڅُبْ آن سبٍٔن  ډٕلاْ ٍا ىٍ ثَډٕڂَٕى ٽٍ ثب سًػٍ ثٍ ډ٦بڅٮبر ډٺب1100ٍٖٔ سب 800و٪َ ُډبوٓ
َبْ ٕلاىن، ٕٶبڃ  و٫ً ؿبوڂٚب ثب همَٕ ٕىڂٓ ىٍ  سؼبٍسٓ اُ ځًوٍ َبْ يػًى ٕٶبڃ .ډٓ ٍٕيډٕلاىْ ىٹٕٺشَ ثٍ و٪َ  

ي وِٕ  (1ٽبسبڅًٿ) ډٓ ثبٙي 1388 ٽبيٗ ٕبڃ A ىٍ سَاوٍٚ 120ٹئمٕشَٔه لأٍ ٽبيٗ ٙيٌ ٽٍ ډَث٣ً ثٍ څًٽًٓ 
ي  1385إمٮٕچٓ  ػچًىاٍ،  ) 1385  ٽبيٗ ٕبڃ Iثٍ ىٕز آډين ٕپٍ ؿٕىٓ ي ٕٶبڅُبْ ٙبهٜ سؼبٍسٓ اُ سَاوٍٚ 

اٹٕبوًٓ َىي،   أه ُډبن ىٍ َٕٕاٳ ثب ثىيٍَبْ ؿٕه،  سًٕٮٍ سؼبٍر ي ثبٍُځبوٓ ىٍٔبٔٓ َٕٕاٳ ىٍ وٚبن اُ  (1388
 ځٶشىٓ إز اُ أىڂًوٍ ٕٶبڃ َڈ ىٍ ٽبيٗ ډبََيثبن ي  (.1394إمٮٕچٓ  ػچًىاٍ، )َٙٷ آٵَٔٺب ىاٍى  ىٍٔبْ ٭مبن ي 

 (.38سًَٞٔ) ٌ إزَڈ ىٍ ثٍَٕٓ ٦ٕلٓ آن ثيٕز آډي

碳-14 年代测定法显示这一时期可以追溯到公元 850 至 976 年。这一时期似乎涵
盖了公元 800 至 1100 年，但陶瓷的对比研究表明，该时期是单周期时期，更准确
的说法是，该时期或可追溯到公元 800 至 1050 年。2009 年，在 A 渠 120 号遗址
处，考古人员从最古老的地层中挖出了青瓷、石质黏土制成的长沙陶器（目录 1）。
此外，2006 年 I 渠出土的中国钱币与商用陶瓷（伊斯梅利·杰洛达，2006 和 2009）
展示了尸罗夫与中国、印度洋、阿曼及东非港口海上贸易往来的发展历程（伊斯梅
利·杰洛达，1394）。值得一提的是，这些陶瓷是在马赫鲁班地下及地表处发现的
（图 38）。 

Carbon-14 tests performed on IC bone sample covers a period between 850 CE. and 976 

CE. Comparative pottery studies obtained from trench show that this section is a single-

period section apparently for the 800-1100 CE era. A date of between 800 to 1050 CE 

can be accepted. This seems to be a more accurate finding. Commercial Celadon pottery, 

and Changsha-type pottery with stone paste has been excavated in the oldest layer 

which relates to Locus 120 in Trench A excavated in 2009 (Catalog 1). The discovery of 

Chinese coins and trade pottery in Trench I during the 2006 excavation (Esmaeili Jelodar, 

2006 and 2009) shows links between of Siraf maritime with the ports of China, Indian 

Ocean, Oman Sea and East Africa (Esmaeili Jelodar, 1394) developing. It is worth 

mentioning that such pottery was obtained both in Mahroban excavation and in its 

surface survey (Fig. 38). 
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Figure 37, Discovered samples from Siraf (Esmaeili Jelodar, 2015). 
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 .َبْ ٙبهٜ ٕٶبڃ ثب وٺبٙٓ َُٔ څٮبة ي څٮبة دبٕٙيٌ اُ َٕٕاٳ اُ ځًوٍ- 4ػييڃ 

【表 4】从天狼星上撒上釉面的陶器索引物种 

Table 4: Index species of pottery with underglaze painting and glazed sprinkled from 

Siraf. 

 ٍىٔٴ

Row 

 سًٕٝٴ
Describes 

 لأٍ

Layer 

 ډىبث٬
References 

 ؿَم ٕبُ،ډبٍٕ وَڇ،ٹًٌُ اْ ٍيٙه،ٽبٵٓ 1

Wheel maker, soft sand, light brown, 

sufficient 

106 
 ٕٶبڃ و٫ً ؿبوڂٚب

Changsha type pottery 

 ؿَم ٕبُ،ډبٍٕ وَڇ،ٹًٌُ اْ،ٽبٵٓ 2

Wheel maker, soft sand, light brown, 

sufficient 

100 
 ٕٶبڃ و٫ً ؿبوڂٚب

Changsha type pottery 

 ؿَم ٕبُ،ډبٍٕ وَڇ،ٹًٌُ اْ،ٽبٵٓ 3

Wheel maker, soft sand, light brown, 

sufficient 

120 
 ٕٶبڃ و٫ً ؿبوڂٚب

Changsha type pottery 

 ؿَم ٕبُ،ډبٍٕ وَڇ،هبٽٖشَْ ٍيٙه،ٽبٵٓ 4

Wheel maker, soft sand, light gray, 

sufficient 

121 
 ٕٶبڃ و٫ً ؿبوڂٚب

Changsha type pottery 

 ؿَم ٕبُ،ډبٍٕ وَڇ،ووًىْ،ٽبٵٓ 5

Wheel maker, soft sand, buff, enough 

120  

 ىٕز ٕبُ،ډبٍٕ وَڇ،ٹًٌُ اْ،ٽبٵٓ 6

Wheel maker, soft sand, light gray, 

sufficient 

120  

 ؿَم ٕبُ،ډبٍٕ وَڇ،ووًىْ،ٽبٵٓ 7

Wheel maker, soft sand, buff, enough 

113 
(ٷ.ٹَن ؿُبٍڇ ٌ) 1380ٽٕبوٓ،   

Kiani, 2001 (4th century AH.) 
 

 

Figure 38, A.Changsha pottery, Mahroban Port, trenches B-Locus 101 (Esmaeili Jelodarand Tofighian, 2009); B. Changsha 

pottery from Trench A’s lowest layer, Siraf (Esmaeili Jelodar, 2015).  

 

Figure 39. Two Changsha ware bowls and some broken Changsha wares, South Iran, Siraf, eight-tenth century CE. Fully 

reconstructed wheel-thrown pottery bowl, low squared and bevelled foot-ring, curving sides and a simple gently everted 

rim, covered with a white slip and translucent shiny light green glaze over the interior and exterior stopping above the 

foot, interior decorated with sparse abstract green swirling patterns, underlying fabric is a fine buff colored borderline 

earthenware/stoneware. 
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 دْيَ٘ ٹٕبٕٓ ٥َاكٓ ډلًٞڃ
产品设计比较研究 

Comparative Product Design Research 

 ٌؿپٕيَىَ أه  ىيٌٍ   َىَ ٕبٕبوٓ وٍ ٔټ دئيٌ وبځُبوٓ ىٍ َىَأَان  ي وٍ ثَىاٙشٓ هبٛ اُ َىَ ډچڄ ىٔڂَ ثًىٌ ثچپٍ
ٍ  أَان  سمب اْ اُ  ٓ  ا٭ٞب ْ  427أه َىَ ىٍ ٥ٓ. ډٓ ثبٙيډ ٭ٕه  اُ يكير ٍا ىٍ  ٕبڃ  كپًډز ٙبَبن أه ٕچٖچٍ ػچًٌ ا

ٓ سًان اوٖؼبڇ  ي أىَاُ    .سى٫ً ي ٽظَر آن دئي آيٍى   ډٚبَيٌ ٽَى  ٍا ىٍ سمبډٓ آطبٍ أه ىيٌٍ  َمڂًوٓ آٙپبٍْ ي  ډ
  .( 1364 ځَٕٙمه) 

 وپشٍوِٕ يػًى ىاٙشٍ إز ي أه  ىٍٽىبٍٽٚٶٕبر ډلًٞلار ي ٩َيٳ ٕبٕبوٓ، ىٍأه ىيٌٍ سًڅٕي دبٍؿٍ ثٍ ډٺياٍ ُٔبى
ٓ ډىباُ  ٍ  ٙب ٕچ٦ىز ىٍ َتيع اڅٌډَْ  ىٍ ډٖٮًىډظلا  . ًٙى ث٬ ثبٕشبوٓ سإٕٔي  ډ  دًٍ ىيڇ اثَٔٚڈٙبدًٍىيڇ ډٕڂًٔي ٽ

٘  اُ َمٍ ًٍْٕ ٓ  ثًى   ٔپٓ اُ ډَاٽِ اثَٔٚڈ(ىٍ آن ُډبن ًٍٍٕٔ)ى ٽٍَا ثٍ هًُٕشبن ډىشٺڄ   ثبٵبن هبٍػٓ ي ثٕ   . ثبٵ

萨珊王朝时期的艺术既不是伊朗艺术中的突然现象，也不是其他国家艺术的特定概
念，而是伊朗历代艺术在这一时期的集大成者。萨珊王朝历任君主统治波斯 427

年，这一时期的艺术丰富多元又展现出同一性。因此，萨珊王朝时期的所有作品中
都可以观察到明显的连贯性和同质性（Gershmaneh，1985）。 

除了发现萨珊王朝时期的制品和器皿外，有古籍为证，这一时期还大量生产织物。
例如，马苏德在《黄金草原》(阿拉伯历史学家于地理学家马苏德（986-957 年）
所著，书名全称直译为《黄金草原和珠玑宝藏》，《黄金草原》是其汉译本略称书
名) 中这样评价沙普尔二世的统治：沙普尔二世将外国丝织工和大部分叙利亚人安
置到胡泽斯坦——当时的丝织中心之一。 

Sasanian art was neither a sudden phenomenon in Iranian art nor a specific conception 

of the art of other nations, rather the art of this period was a summary of all the 

preceding eras of Iranian art. During the 427 years that Sasanian kings reigned it showed 

its diversity and multiplicity, while created a manifestation of unity. Coherence and 

homogeneity are observed in the works of this era (Gershmaneh, 1985).  

In addition to Sasanian products and utensils, there was also a large amount of fabric 

production in this period which is confirmed by ancient sources. Masoudi in Moravej al-

Zahab on the reign of Shapur II states that Shapur II transferred foreign silk weavers and 

nearly all Syrians, from was one of the centers of silk weaving of Khuzestan.  
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 ثٍ كبڅز ؿٕهاُ  ٔٚڈ  ٍا  ثَ ا سب آيٍىوي، ډٓ ٕز ىثٍڇ ٍا ٕبٕبوٕبن اُ ٥َٔٸ و٪بٍر ثَ ٹٖمشٓ اُ ٍاٌ اثَٔٚڈ هبٔٚڈ ثَا
ٍ  ٽًٍَٚبْ ٱَثٓ ياٍى  ىٍ ُډبن ٕبٕبوٕبن  ډَىڇ أَان ىٍ سؼبٍر اثَٔٚڈ يا٦ٍٕ ډٕبن َٙٷ ي ٱَة  ػُبن  .ٽىىيهبڇ   ث

 َبْ اثَٔٚمٓ  دبٍؿٍ  . اوي ٵشه اثَٔٚڈ  َُٙر  ىاٙشٍثب ثبٵىيځبن أَان ىٍ  َمٕه ػُز اُ ُډبن اٙپبوٕبن   اوي ي ثٍ  ثًىٌ 
ٓ  أَان ؿىبن ٍ  ٽًٍٚ هًى ډ  ؿىبوپٍ هبيٍٙىبٓ .ثَىٌ اوي ػبڅت ثًىٌ إز  ٽٍ كشٓ ډَىڇ ؿٕه آوُب ٍا  هَٔيٌ ي ىيثبٌٍ ث

 ٕچ٦ىشٓ  هِاوٍ  ي كشٓ ىٍ   ٔبٵشٍ إز  ؿٕهاوڀ ىٍ ًَسًن   ٍا  ىٍ ٱبٍ آوُب   ثَهٓ اُ آيٍڃ إشبٔه  اوڂچٕٖٓ ډٮَيٳ  
ُ  أه  ّاده َُٕډٕه  ًًٕٕٙٔه ىٍ     . ٙيٌ  إز  َب ٔبٵز  دبٍؿٍ  ا

ٍ   ډشٮچٸ  ىيٌٍ ٕبٕبوٓ  َىَ ٍ َبْ   ي ډ٢بډٕه  سًَْٞٔ ٙبډڄ   ُويځٓ آوبنډوشچٴى ػً ػـچًٌ ځبٌ  ي ي  ٙبَبن   ث ٝلى
ٔ   ،ځچُب  ي دَويځبن، سبػڂٌاٍْ، اوؼبڇ سَٚٔٶبر ډٌَجٓ ٙپبٍ، ثٕٚشَٔه    . ځَان ي ٍاډٚڂَان ثًىٌ  إزهىٕبٵز، ١ٕبډؼبڅ

  ٍ ٓ  آن  إز ٽـ َ  ٕبٕبوٓ، وٺًٗ سِٕٔى ٍ  َى ٍ َبْ . َب ىاٙشٍ إز  ثَ َىَىٔڂَ ٽًٍٚ٭مٕٺٓطَٕ سبډٚوٞ سمبڇ  ډٚوٞ
ْ  ىٍ أه آ ، ٕچلًٍْٚ دبىٙبٌ اُػمچٍ ٙؼب٭ز  . ًٙىډَٓيٌ ډٚبٍ طب، ػىڂبيٍ

丝绸之路是古代中国出口生丝到西方的商道，凭借对部分丝绸之路的监管，萨珊
人获得了生丝。在萨珊王朝时期，伊朗人民充当着东西方丝绸贸易的中间人，因
此，自安息帝国时期以来，伊朗织工就以丝绸织造闻名。而伊朗的丝织品非常有
趣，以至于中国人也争相采购回国。英国著名汉学家 Aurel-Steim 便在中国的敦
煌石窟中发现了伊朗丝织品，甚至在日本正仓院的皇家内库中也有收藏。萨珊王
朝时期的艺术是国王的艺术，展示了君主生活的方方面面，描绘题材诸如狩猎场
景、加冕、宗教仪式、花鸟、宴会和隐士。 

萨珊王朝时期艺术的最大特色是其装饰纹样，对其他国家的艺术产生了深远影响。
勇敢无畏，勇猛好战，一个王者应有的特质都可以在这些作品中看到。对称的设
计，纹样环饰四周。 

Raw silk was obtained by the Sasanians via the Silk Road over which imported raw silk 

came from China to the West. During the Sasanian period, Iranians were intermediaries 

in the silk trade between the East and the West. It is for this reason that since the 

Parthian period, Iranian weavers were famous for silk weaving. Iranian silk fabrics were 

so well-done that even the Chinese bought them and took them back to their country. 

The English orientalist Aurel-Steim found some in China’s Touen Houang cave. Some are 
found in Japan’s Shosoin Royal Treasury.  

The art of the Sasanian era focused on the kings and illustrated various aspects of royal 

lives. It included visual themes the hunt, coronations, religious ceremonies, flowers, 

birds, banquets, harriers, and hermits. The most prominent feature of Sasanian art is its 

decorative patterns which have had a profound effect on the art of other countries. All 

the characteristics of a king, including courage, bravery, and warfare, can be seen in 

these works. 
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ٍ  سٺبٍن  ي ٥َف َب  ٘   ث ٍ  ډياڅًٕن  ٍا ىاٍوي ځَأ ٍ  ثًٕٕچ  ثٍ   ٥ًٍ ډپٍَ ځـٕبَبن، ثـٍ دَويځبن ي كشٓ   كًٕاوبر،  . اكب٥
ٓ  اُ ډًسٕٴ. ٔب دٚز ثٍ َڈ ياٹ٬ ٙيٌ اوي ٍيثَي ي  ًٍٝر  ػٶز،  ْ  ىٍ َٙٷ وي ُهز َب ډبوىي ىٍ ثٮ٢ ځٓ، ٹيډز ُٔبى
ْ ډشٚپڄ اُ َٔ ىيأب٭ىبَٝ سِٕٔىٓ ٕبٕبوٓ ٍأغ ٽٍ ٭جبٍسىي اُ كچٺٍ ځڄ ي . (2019اډَٕكٖٕه ٝىب٬ٔ، )وِىٔټ ىاٍوي 

ٓ   كًٕٗ  وٺً ثَٿ دبڅڈ، وٕچًٵَ ي ډً،   ُويځٓ، هزىٍ َبن،ٙباٍٽبٍان ي دبىًٕ ٭ىبَٝ ٹچجٓ ٙپڄ،  ډَيأٍيَبْ ىٍٙز، او
ٍ َبْ ػًاََوٚبن ي آي ، ُوُبْ ىٍ اَشِاثبٍي  ثِ ٽًَٓ،  إت ثبڅياٍ، ٕٕمَٯ، هَيٓ،  ځَاُ،  ٙبډڄ َٕٙ،  ٌ َبْ ِٔكبٕٙ

 َبْ   ډًسٕٴ  ٭ىبَٝ ثَهٓ اُ ٥َف َب َمبوىئهىٍ ثٕه ا . ن ٍا ىٍ أه ٽشبة ثٍَٕٓ ډٓ ومبٕٔڈوٚبځـَىوجىي ډَيأٍي 
سټ سټ أه ٥َف َب سبطَٕ َىَ دبٍٕٓ ثَ َىَ ٕبَٔ ډچڄ  ٽٍ ىٍ أه ثو٘ ثب ډٺبٍٖٔ    ثبٙىي څت ډٓٱبٗ  وٺًډياڅًٕن  

 ىٍ ُډبن ثبٕشبن   ئٌْ ثٍ  آٔب ىٍ ځٌٙشٍ ٹجڄ اُ اوٺلاة ٝىٮشٓ  ثٍَٕٓ أه وپشٍ ډُڈ إز ٽٍ  .ٍا ثٍَٕٓ ډٓ ومبٕٔڈ
اٍُٙمىي  ٍا ٥َاكبن َمبوىي ٥َاكبن اډَيُْ ثَاْ هچٸ ٥َكٓ اوؼبڇ ډٓ ىاىويٽٍ اُ و٪َ ُٔجبٔٓ ٙىبٕٓ وِٕ ٥َاكٓ َب

 .دْيَ٘ َبْ ډب وٚبن ډٓ ىَي ٽٍ ػًاة هَٕ إز. ثبٙي

动物、鸟类甚至植物都是成对出现，或两两相向，或两两相背。诸如生命之树这样
的图案在中东地区历史悠久（Amir Hossein Sanaye, 2019）。在本书中，我们希
望对萨珊王朝时期的常见装饰元素进行比较研究，形状常为花瓣状或圆形，圆心饰
以大珍珠、心型元素、骑士、国王、生命之树、棕榈树叶、莲花、葡萄树和动物图
案如狮子、猪、神鸟斯莫夫、公鸡、有翼马、羚羊、飞舞的彩带，圆周饰宝石、珍
珠联珠。其中最有影响力的设计当属圆形联珠纹样。在本节中，通过对这些设计进
行比较，我们研究了波斯艺术对其他国家艺术的影响。在工业革命之前，尤其是在
古代，设计师们是否只基于美学价值进行设计而不考虑污染问题，了解这一点非常
重要。我们的研究表明，答案是否定的。 

The designs tended to be symmetrical and surrounded by medallions. Animals, birds, 

and plants are often paired either facing each other or back-to-back. Some motifs, such 

as the tree of life, have a long history in the Middle East (Amir Hossein Sanaye, 2019). 

This book is a comparative study of the common decorative elements present in the 

Sasanian period. They are flower garlands or circles of large pearls, heart-shaped 

elements, horsemen and kings, the tree of life, palm leaves, lotus and grapevine, animal 

patterns including lions, hogs, Simorgh, roosters, winged horses, antelopes, fluttering 

ribbons, jewelled margins, and pearl necklaces. Among these elements, some designs, 

such as medallion motifs, are the predominant designs, which in this section, by 

comparing each of these designs, we study the impact of Persian art on the art of other 

nations. It becomes a matter of relevance to know whether in the past, before the 

Industrial Revolution, (especially in ancient times), designers designed in the same way 

as contaminator designers  who designed based on aesthetics value.  Our research on 

this topic has proved otherwise. 
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 ثٍ أه وپشٍ اٙبٌٍ ٙيٌ ٽٍ سمبډٓ ٥َاكبن ىٍ ځٌٙشٍ "َمٍ ٥َاف اوي" ثب ٭ىًان  ډلٖه ػٮٶَوٕبىٍ ٽشبة ډىشَٚ ٙيٌ 
ػبىيځَاوٓ ثًىويٽٍ ثَاْ اَياٳ هبٛ ٭لائڈ ي وٚبوٍ َبْ ػبىئٓ ٍا ٥َاكٓ ي اُآوُب ثَاْ سِئٕه ډلًٞلار إشٶبىٌ 

.  ډٓ ٽَىوي

اډَيٌُ ىٍىاوٚڂبٌ َب اُ ىاوٚؼًٔبن هًإشٍ ډًٕٚى سب ى٥ٍَاكٓ ډلًٞلار ٵبٽشًٍَبْ ُٔجبٔٓ ٙىبٕٓ، ٵىٓ،ٵًِٕٔڅًّٔټ 
٥َاكٓ ىٍ ځٌٙشٍ ٹجڄ اُ اوٺلاة ٝىٮشٓ ثَ دبٍٔ سًڅٕي   َمبو٦ًٍ ٽٍ ځٶشٕڈ  يڅٓ. ىاٙشٍ ثبٙىي ډي و٪َ  ي اٹشٞبىْ ٍا 

 ٥َاكٓ ډىلَٞ  سب ٌ  ؿُبٍ ٵبٽشًٍ ٔبى ٙيٌ ٵبٽشًٍَبْ ىٔڂَْ ٍا وِٕ ډي و٪َ ٹَاٍ ډٓ ىاى اوجًٌ وجًىٌ ي ٥َاف ىٍ ٽىبٍ 
 .ثٶَىْ ٽٍ َڈ هًان ثب ٕلأٸ ي هًإشٍ َبْ ډىلَٞ ثٶَى إشٶبىٌ ٽىىيٌ ثبٙي ٍا ثَاْ ٵَى ٵَى اٵَاى ػبډٮٍ هچٸ ٽىي

 إشٶبىٌ ٽىىيٌ ٍا ثَاْ ،ٔپٓ اُ أه دبٍاډشََب ٵبٽشًٍ ٭چًڇ ٱَٔجٍ ثًىٌ سب ثٍ ٽمټ ٽبٍٽَىَبْ ػبىئٓ اُ ٥َٔٸ ډلًٞڃ
ٓ   .ٍٕٕين ثٍ اَياٳ هبٝٓ َمَآَ ومبٔي ٍ َبْ ُٔجبٔ ٓ سًاوي ثٍ ٭ىًان ٔټ ٵٮبڅٕز كڄ ډٖئچٍ هلاٷ ٽٍ ػىج  ٥َاكٓ ډ

ٓ ٽىي، هلاٍٝ ًٙى . ٙىبهشٓ ٔټ ډلًٞڃ ٍا ثب إشٶبىٌ آن َمَاٌ ډ

在我出版的名为《每个人都是设计师》的书中，我曾提到所有设计师都是魔术师，
他们可以出于特殊目的使用魔法符号。 

如今，在大学里，我们要求学生在设计产品时考虑美学、技术、生理和经济参数或
者说因素。但是正如我们所说，过去的设计，尤其是工业革命之前的设计并不是基
于批量生产的目的。除了上述四个参数之外，设计师还要考虑其他因素，以期为社
会中某一群体里某一个人创造出独一无二的设计，符合使用者的独特品味和期望。
神秘学参数就是要考虑的因素之一，同产品中的魔法功能一起实现某些目的。设计
是一种具有创造力的问题解决行为，它专注于产品的美感但又不使其失去实用性。 

Jaafarina in "Everyone is Designer" (Jaafarnia, 2017) noted that every designer was a 

magician whom used magical signs  to send certain messages for specific purposes. 

Modernly university students are often asked to consider aesthetic, technical, 

physiological, and economic parameters or factors in designing products. Pre-Industrial 

Revolution was not based on mass production. Designers, influenced by the four above-

mentioned parameters, considered other factors to create unique customised designs 

that suited the taste and personality of the user. One of these parameters included 

occult sciences parameters which accompanied the use of magical functions of the 

product in order to achieve certain goals. Design could be be summed up as a creative 

problem-solving activity that contemplates aesthetic aspects along utility in product 

design decisions. 

 

 

 



 

 

P
a

g
e

   
   

  
   

   
   

  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

 

126 

ٍ َبْ ُٔجبٔٓ ٙىبٕٓ ثٍ اوياٌُ ٔټ ډٮٕبٍ ډُڈ ثٌَُ يٍْ ي دَثبٍْ ډُڈ  ثَاْ ومًوٍ ىٍ ٥َاكٓ ي سًڅٕي ٔټ ډلًٞڃ ػىج
ٓ ځَٕىي سٶپَ ٥َاكٓ سلز سبطَٕ ػُز  . ډٓ ثبٙىي ْ  . سًٕٮٍ كًٌُ ٭چًڇ اػشمب٭ٓ ٹَاٍ ډ َب  سٶپَ دٖز ډيٍن ي سئًٍ

ٍ اوي . ىٍ ډٮىب ٙىبٕٓ وشٕؼٍ ډٮىبٙىبٕٓ ډلًٞلاسٓ َٖشىي ٽٍ ثَاْ ثٕ٘ اُ ىي ىٍَ ډ٫ً١ً سلٺٕٺبر ٥َاكٓ ٹَاٍ ىاٙش
سٮَٔٴ  أه ځًوٍ  (1984)  ي س٤ًٕ ٽَٔذىييٍٳ ي ثبسَ  ډلًٞڃ سًٕٮٍ ٔبٵشٍ  ډٮىبٙىبٕٓ  ډير ُډبن،  أه ىٍ ٥ًڃ

 "ډ٦بڅٮٍ ٽٕٶٕز َبْ ومبىٔه اٙپبڃ ٕبهشٍ ٙيٌ س٤ًٕ اوٖبن ىٍ ُډٕىٍ ٙىبهشٓ ي اػشمب٭ٓ إشٶبىٌ آن َب" : ٙيٌ إز
ٓ وبډلٖه ػٮٶَوٕباډب   .ډي آن ٍا ىاو٘ ػبىيْ ډيٍن ي سًَڈ ډ

ٍ اْ ثَاْ ٥َاكبن ٵَاَڈ ډٕپىي سب دٕبڇ ٍيٙىٓ ٍا ا٥َُٔٸ ډلًٞڃ  (1996)ئپٖشَيڇ ډي٭ٓ إز ٽٍ سبث٬ ډٮىبٔٓ، ىاډى
اثلاٯ ًٙى   ٥َٔٸ ډلًٞڃ   ٔب وجبٔي اُ دٕبډٓ ٽٍ ثبٔي ٥َاكبن ثبٔي ىٍ هًٞٛ  ٕز ٽٍ  اأه ثيان ډٮىب . ډىشٺڄ ٽىىي
ثب ٵَىْ ٽٍ   اٍسجب٣   ځبَٓ ىٍ َمـىٕه  ثب هًىٗ ي   ٍا ىٍ اٍسجب٣  إز ٽٍ ډلًٞڃ  سبث٬ ډٮىبٔٓ لاُڇ .ٹب٬٥ ثبٙىي

 . ٝبكت آن ډلًٞڃ إز ٹبثڄ ىٍٻ ٕبُى ٽٍ دٕبڇ ډًٍى و٪َ ٍا ډىشٺڄ ٽىي

例如，在设计和生产产品时，让产品拥有美感，是与让产品拥有实用性一样重要的。 

社会科学的发展趋势和方向已经影响了设计理念，而符号语义学中的后现代设计理
念已经成为一门设计研究学科 20 多年了，产品语义学便是由此产生的。在此期间，
由 Krippedorff& Butter (1984） 发展并引入的产品语义学被定义为是一门在加入人
类认知及联系社会背景后来探索人造符号特性的研究。但是，我会将其称之为现代
幻想和魔法的集合体。 

Wikstrom (1996） 认为语义功能为设计人员提供了通过产品来表达清晰信息的空
间。 这意味着，设计人员必须明确通过产品应不应该传达这个信息。语义功能使
产品能够被理解， 有时也会让拥有它的人能够传递预期的信息。 

Aesthetics in product design and production are as important as the productive and 

efficiency aspects of a product. Design has been influenced by directions and 

developments in social sciences. ‘Post-modern’ thinking and theories in Semiotics 
resulted in Product Semantics which has been a subject of design research for more 

than two decades.  In this era product semantics developed and introduced by 

Krippendorff and Butter (1984) were defined as ‘the study of symbolic qualities of man-

made shapes, in the cognitive and social context of their use’. Jaafarnia refers to it as 
knowledge of modern magic and illusion. 

Wikstrom (1996) opines that the semantic function provides scope to the designer to 

communicate a clear message through the product. A designer must be definite as to 

what should and should not be communicated through the product. Product’s semantic 
functions should be comprehensible about itself and also at the time of the individual 

who owns it to deliver the intended message. 
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ٓ ٽىي،ډلًٞڃ ٗ  ٍا اُ ٥َٔٸ ٥َاكٓ ي ٭مچپَى آن ثٕبن ډ ي ٕذٔ ََ ٙوٞٓ اَمٕز آن ٍا ثَ إبٓ دٌَٔٗ ٔب   اٍُ
ٓ ٽىي ٭يڇ دٌَٔٗ َىؼبٍَبْ اػشمب٭ٓ،   سًاوي اُ ٥َٔٸ ډلشًاْ  ثب أه كبڃ ډلًٞڃ ډٓ .٭لاٹٍ ٔب ٭يڇ ٭لاٹٍ سٶَٖٕ ډ

ٗ َب ي ډٮبوٓ ډظجز ډٮىبٔٓ ٔب ثٕبن هًى، أه وٺ٘ ٍا سٺًٔز ٔب س٢ٮٕٴ ٽىي،  ىٍ    ٍا ٔب ډىٶٓ اىٍاٽبر، اكٖبٕبر، اٍُ
و٪َار ئپٖشَيڇ ىٍ ډًٍى اَمٕز ىاٙشه آځبَٓ ىٍډًٍى ٵََىڀ ٽبٍثَ . (1996ئپٖشَيڇ، )ىٍين ََ ٵَى هچٸ ومبٔي

ٓ ٽىي ثَاْ أه ډى٪ًٍ وًٍډه  .ي ډيڃ ًَىٓ اي ثَاْ ٥َاكٓ اٍسجب٥ٓ ثب ٔټ دٕبڇ ٍيٙه إز ٽٍ اَمٕز آن ٍا سٶَٖٕ ډ
ٓ سًاوي ثب  ٕٮٓ ىاٍى (2004) ٘  ىٍٔبثي ٽٍ آٔب ٵَڇ ٔټ ډلًٞڃ ډ  ٍاث٦ٍ ثَٹَاٍ ٽىي ٗ ثب ىٔڂَان«دٕبڇ» ثب ٥َف دَٕ

ٓ سًاوىي  ډلًٞڃ ٍا سىُب ثَاْ ځَيٌ ٽًؿپٓ اُ ډَىڇ ىٍ ػبډٮٍ ٥َاكٓ ٽىىي « دٕبڇ» ٔب وٍ؟ اډب ثب ٔټ ثٍَٕٓ ٥َاكبن ډ
 ٭چڈ ډٮىبٙىبٕٓ ٭چڈ ډ٦بڅٮٍ ډٮبوٓ إز ٽٍ ثَ ٍاث٦ٍ  . َيٳ ٹَاٍ وياٍوي وبىٔيٌ ثڂَٕوي  ډَىڇ ٍا ٽٍ ىٍ ځَيٌ ي ٕبَٔ

ٓ ٽىيٽٍ اُ ډىج٬ ي ډيڅًڃ  (، ٵَڇ ومبىَب، ٥َف)ي٭لائڈ  (ٽچمبر، ٭جبٍار، ٝياَب)ډٕبن ىاڃ َب   سًڅٕي ٙيٌ (ډىج٬)سمَٽِ ډ
 (.2006ٽَٔذىييٍٳ، ) اوي ي وٚبوڂَ آن ؿِْٕ إز ٽٍ ىلاڅز ثَ آن ىاٍوي 

通过它的设计和功能，该产品表达它的价值，用户解释它的意义，与某些社会规范
相关。然而，产品可以通过其语义内容和表达，加强或弱化这个角色，在个体中创
造积极或消极的感知、情绪、价值和联系(Wikstrom, 1996)。Wikstrom 的观点阐
述了了解用户文化的重要性以及他的交际设计思想模式，并以明确的信息解释其意
义。关于这一点，Norman (2004) 尝试设计调查，并试图找出产品的形式是否可
以传达“信息”。但是，通过调查，设计师只能避开其他不属于目标群体的人，针对
社会上的一小部分人设计出“产品信息”。语义学是关于意义的研究。它集中研究信
号(如词、短语、声音)、符号(标志、设计、形式)之间的关系，它们是从指定的本
源中产生，并暗示它们所指示的事物(Krippendorff, 2006)。 

Through its design and function, the product expresses values, the individual then 

interprets its significance, relating to certain societal norms of acceptance or rejection, 

liking or disliking. The product can through its semantic content and expression, either 

strengthen, or weaken, this role. It may create positive or negative perceptions, 

emotions, values and associations within individual (Wikstrom, 1996). Wikstrom reflects 

his understanding of the importance of understanding the user’s culture and mental 
models for communicative design with a clear message which interprets its significance. 

Norman (2004) inquires about design to find out if product form communicates ‘The 
message’. A survey conducted by designers can help design product ‘message’ for a 
small group within the society and miss others who are not of the target group. 

Semantics is the study of meaning. It concentrates on the relationship between 

signifiers such as words, phrases, and sound; signs such as symbols, design, and form, 

which has been generated from the source and the signified source and implies what 

they signify (Krippendorff, 2006). 

 



 

 

P
a

g
e

   
   

  
   

   
   

  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

 

128 

ٔټ ؿبٍؿًة و٪َْ ىٍ ٥َاكٓ ثٍ ٙير سلز سبطَٕ دَٕٚٵز َبْ و٪َْ ٹَاٍځَٵشٍ ٽٍ اُ كًٌُ ُثبن ٙىبٕٓ ىٍ ٭چًڇ 
ٍ   ي اٙبٌٍ ثٍ سٶَٖٕ ٭لائڈ ي ومبىَبٔٓ اػشمب٭ٓ وٚبر ځَٵشٍ إز اوي   ىاٍى ٽٍ س٤ًٕ ٥َاكبن ډًٍى إشٶبىٌ ٹَاٍ ځَٵش

ٓ سًاوٕڈ ىٍ ډيڃ ٵَىٔىبوي ى ٕبًٍٕ ډٚبَيٌ ومبٕٔڈ (. 1955وًٍار ي َمپبٍان، ) اډَيٌُ  .ٍاث٦ٍ ډٕبن أه ٭ىبَٝ ٍا ډب ډ
ډٖبئڄ  ٵچٖٶٍ ٥َاكٓ ډلًٞڃ سلز سبطَٕ سلًلار ىٍكًٌُ ډٮىبٙىبٕٓ ډلًٞڃ ي و٪ٍَٔ َب ىٍ وٚبوٍ ٙىبٕٓ َمَاٌ ثب 

ٓ   ډَسج٤ ثب  وٺ٘ ډُمٓ  ي ډٓ ثبٙي سؼبٍة  اكٖبٕبر ي   ثٍ ٙىبهز،  ډَث٣ً  اُ ډلًٞلاسٓ   ٙيٌ َبْ ىٍٻ ئْځ
 ٓ ٍ َب، سمبٔلار ي ١ٍبٔز اي ٽىىيأٶبء ډ    ٽٍ اٱچت ثٍ ػبْ أىپٍ ثٍ وٕبَُبْ ډَٞٳ ٽىىيٌ سًػٍ ٽىىي، ىٍ ډلًٍ هًإش

 ثَاْ ډَٞٳ ٽىىيٌ   ډٶٕي ي ًٕىډىيْ  ډلًٞڃىاٍويَىڂبډٓ ٽٍ سلاٗ   ٥َاكبن  اډب (. 1988څًاڅٖپٓ، ) ٹَاٍ ىاٍوي
(. 2004ٽَٔچٓ ي َمپبٍان، )ثٖبُوي، وجبٔي اوش٪بٍ ىاٙشٍ ثبٙىي ٽٍ ١ٍبٔز سمبڇ ػبډٮٍ ٍا ػچت ٽىىي 

设计中的理论框架受到了社会科学领域语言学领域的理论发展的强烈影响和借鉴，
这涉及了由设计者所使用的符号或标志的含义(Neurath et al., 1955)。 在这些元素
中，我们可以看到在费迪南德·德·索绪尔的模型中以下关系。现在的产品设计理念
受到了产品语义领域的发展和理论符号学的影响，问题的认知,情感和经验发挥了
主要的作用。产品的感知属性经常集中在满足消费者需求和欲望,而不是他们他们
真正需要的(Lewalski, 1988)。 所以设计师在产品设计过程中，再试图确定消费者
需求时，不能期待整个社会都满意(Crilly et al., 2004)。 

A theoretical framework in design has been strongly influenced and drawn from 

theoretical developments in linguistics which refers to the interpretation of signs or 

symbols as used by designers (Neurath et al., 1955). Between these elements is the 

following relation noted in Ferdinand de Saussure’s model. Modernly, product design 

philosophy is influenced by developments in the domain of product semantics and 

theories in semiotics along with issues of cognition, emotion, and experience playing a 

major role. This relates to perceived product attributes frequently centers on satisfying 

consumer wants and desires, rather than need (Lewalski, 1988). But designers cannot 

expect universal satisfaction, when their attempt to identify form for consumers’ 
desired utility in product design (Crilly et al., 2004). 

 

 

Figure 40. Semantic model of Ferdinand de Saussure.                                                                                                            
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ثَْٞ ډلًٞڃ ٍا ؿڂًوٍ ثب إشٶبىٌ اُ ىاو٘   ىاوٚڂبٌ َب ثٍ  ٥َاكبن أه آډًُٗ ٍا ډٕيَٕڈ ٽٍ ٔټ ٵَڇ  اډَيٌُ ىٍ
سپىٕپٓ ٽٍ ثَاْ ثٍَٕٓ ٵَڇ َبْ ثَْٞ  . ډٮىبٙىبٕٓ آوبڅِٕ ي ثٍَٕٓ ومبٔىي سب ډٮبوٓ وُٶشٍ آن ٥َف ٍا ٽٚٴ ٽىىي

 ثٕىىيٌ ٱَٕ اوٖبن   ثَاْ ډلًٞڃ،  ٽبٍا وٕٖز ؿًن ٭مچپَى ٭چًڇ ٱَٔجٍ (ٹجڄ اُ اوٺلاة ٝىٮشٓ) ډلًٞلار ځٌٙشٍ 
ٍا َڈ ٙبډڄ ډٕٚيٌ إز ي ؿًن ډب اُ ًَه ډًػًىار ٱَٕ اوٖبن ا٥لا٭ٓ ويأٍڈ  (ډى٪ًٍ ډًػًىار ٹيٍسمىي وبډَئٓ)

 ٍا ثَاْ  ْ"ىاڃ"ي (ډىج٬)"ډيڅًڃ" ؿٍ  ثٍ ٭ىًان ډظبڃ ثجٕىٕڈ ٔټ ٭لاډز، سًاوٕڈ ثٍَٕٓ ٕمىشٕپٓ ٍا اوؼبڇ ىَٕڈ  ومٓ
ٌ اڅجشٍ ٥َاكبن أه ډلًٞلار ٽٍ هًى ػبىيځَاوٓ ثًى.  سب ډٮىٓ آن ٍا ٽٚٴ ومبٕٔڈ ډًػًى ٱَٕ اوٖبن سيا٭ٓ ډٓ ٽىي

 أه ٥َاكبن اثً وَٞ  اُ ٔپٓ  . ويَٓ ىاٙشٍ ا آځبوٓ٭لائڈ ثَ ډًػًىار ٱَٕ اوٖب  سبطَٕ آن  وٚبوٍ َب ي  ثَ ډٮبوٓ ، ويا
ٙيٌ  ىٍ ډشًن سبٍٔوٓ ثٍ أه ٵٕچًٖٳ دبٍٕٓ، اثً وَٞ ډلمي ثه ډلمي ٵبٍاثٓ اٙبٌٍ  .ډٓ ثبٙيډلمي ثه ډلمي ٵبٍاثٓ 

ٽُٕبن  َمـىٕه ٔټ ىاوٚمىي،   اي  .ډى٦ٸ وًٙشٍ إز ي  اهلاٷ   ډشبٵِٕٔټ،   َبْ ٵچٖٶٍ ٕٕبٕٓ، اي ىٍ ُډٕىٍ). إز
ٙمٔ اڅئه  ثبٙي؛  ډٓ ثَ ډشبٵِٕٔټ ٙىبهشٍ ٙيٌ  ثٍ هب٥َ سٖچ٤ هًى  ٽٍ   ثًىٌ  ډًٕٕٺٕيان ي  ٍٔب١ٕيان  ٙىبٓ، 

ٓ ُٖٔشٍ، 1288َُُٙيٍْ وِٕ ٽٍ ىٍ ٕبڃ َبْ   ډٕلاىْ ډ
如今，在大学里，我们教设计师如何使用“设计语义学”方法分析产品的视觉形式，
以发现该设计的隐藏含义。但是，设计语义学分析工业革命前产品的视觉形式的效
率不高。因为该产品的神秘学因素包括一个非人类观察者——强大的隐形生物，也
因为我们不了解非人生物的思维，所以我们无法做设计语义学研究。比如说，我们
无法知道非人生物可以用什么符号去表示“被符号化”的东西和“符号化”。也无法知
晓它的含义。当然，这些产品的设计者—无论他们究竟是巫婆还是魔术师—很清楚
这些符号的含义以及它们对非人类的影响。阿布·纳斯尔·穆罕默德·法拉比就是这些
设计师中的一员。历史记载了波斯哲学家阿布·纳萨尔·穆罕默德·伊本·穆罕默德·法
拉比和他前往沙姆游历纳塞尔宫殿的故事（法拉比在政治哲学、形而上学、伦理学
和逻辑学领域都颇有建树。他是哲学家，也是科学家、宇宙学家、数学家和音乐家。 

Currently [2021] in university, designers are taught to analyze product visual form using 

a design semantics method intended to discover meanings hidden in the design. This 

technique that is not efficient for analyzing visual forms of pre-Industrial Revolution 

products because those products included occult sciences and a non-human viewer 

(powerful invisible beings). We do not know the minds of non-human beings. Hence it is 

not possible to do a Design Semantic study for a non-human mind. For example, to see 

what kind of "signified" (source) and " signifier" can be represent through a sign to the 

non-human being is to discover what it means. Of course, these product designers were 

perhaps witches or magicians themselves. They were aware of the meanings of the signs 

and the impact of those signs on non-inanimate objects. One such designer was Abu 

Nasr Mohammad ibn Mohammad Farabi. This Persian philosopher who wrote in the 

fields of political philosophy, metaphysics, ethics, and logic. 
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ٍ اْ ٵبٍاثٓ ٽشبثٓ  (.هبوًاىٌ دبٍٕٓ ثًىٌ إز  ٽٍ اي اُ ٔټ   ٽٍ وًٙشٍ ثب ٕشبٔ٘ اُ ٵبٍاثٓ ٭ىًان ٽَىٌ ىٍ ُويځٓ وبډ
 ٹبثچٕز آن اًٝڃ ٵچٖٶٓ ىٍثبٌٍ ډًٕٕٺٓ، ىٍ وًٙشٍ ي Kitab al-Musiqa« ٽشبة ډًٕٕٺٓ»ىٍثبٌٍ ډًٕٕٺٓ ثب ٭ىًان 

 ٽٍ ثٍ ډًٕٕٺٓ ىٍډبوٓ   ٍٕبڅٍ ىٍ ډٮبوٓ ٭ٺڄ وًٙشٍ  اي َمـىٕه ٔټ .سبطَٕار آن ٍا اٍائٍ ىاىٌ إز  َبْ ٽُٕبوٓ ي 
٥َاف ي ػبىيځَ ثٍِٿ ي   ډه ډٮشٺيڇ ٽٍ اي .ٹَاٍ ىاىٌ إز دَىاهشٍ ي اطَار ىٍډبوٓ ډًٕٕٺٓ ثَ ٍيف ٍا ډًٍى ثلض

ٵٓ يػًة ٝىب٭ٍ  "  ٽشجٓ ؿًن سٖچ٤ ىاٙشٍ ي   ي ٭چڈ الا٭ياى  ٽٍ ثَ ډًٕٕٺٓ اُ آوؼبٔٓ   وِٕ ثًىٌ إز  هًٙىبډٓ
  . سلََٔ ىٍ آيٍىٌ إزٍٙشٍ  ٍا ثٍ "ٍٕبڅٍ ٵٓ اطجبر اڅمٶبٍٹبر"ي " اٱَاٟ ډب ثٮياڅ٦جٕٮٍ ا٦ًٍٕ"  ،"اڅپٕمٕب

وٺ٦ٍ ي ٦ٕق ثَاْ  ثبٵز، ٙپڄ، ه٤،  ٍوڀ،   ډبوىي كؼڈ،  ډلًٞڃ ٔٮىٓ ٵَڇ ي اػِاْ سٚپٕڄ ىَىيٌ آن ٥َاكٓ ٔټ
ثٍ ىڅٕڄ ډبَٕز ًَىٓ ٽٕٶٕز ثَْٞ، اٱچت ثَاْ ٔټ ډلٺٸ ىًٙاٍ  . ػچت ١ٍبٔز ٽبٍثَ س٤ًٕ ٥َاف ىٕشپبٍْ ًٙى

  .  ډٺبٍٖٔ ٽىيثًىٌ ثَْٞ ډٚبثٍ   ىاٍاْ هًٕٞٝبر ډوشچٴ ٍا ٽٍ  ٥َف  سَٽٕجبر ىي إز ٽٍ 

阿尔·萨赫拉祖里（公元 1288 年）著有法拉比的早期传记，据传记记载，法拉比
生长于一个波斯家庭）。法拉比曾写过一本有关音乐的书，名为 Kitab al-Musiqa

（《音乐之旅》）。在书中，法拉比讲述了音乐的哲学原理、自然特性以及音乐所
带来的影响。书中他还论述了“理解力”的重要性，并进一步阐述了音乐对灵魂的治
疗作用。因此，我也相信他是一位伟大的设计师和白魔法师，因为他不仅在音乐和
命理学方面颇有研究，还写了很多关于关于超级厉害的隐形生物，形而上学和炼金
术的书。 

一个产品被设计出来，从形式到内容，比如体积、颜色、纹理、形状、线条、由点
及面，皆是设计师为了使用户满意而巧手操控的；肉眼难免带有主观色彩，如果两
个不同设计的某些部分具有相同的视觉特征，那么研究者是很难辨别的。 

He was also a scientist, cosmologist, mathematician, and musician who was known for 

his mastery of metaphysics. Al-Shahrazuri who lived around 1288 CE wrote an early 

biography stating that Farabi was from a Persian family. Farabi wrote a book on music 

titled Kitab al-Musiqa (The Book of Music) in which he presented philosophical 

principles about music, its cosmic qualities, and its influences. He also wrote a treatise 

on the meanings of the intellect which discussed the therapeutic effects of music. He 

was a great designer and a great white magician also being skilled in music and 

numerology. He wrote many books related to superpowers and invisible entities like 

Metaphysics and Alchemy. 

Design of a product, its form and constituents such as volume, color, texture, shape, line, 

point and surface are manipulated by the designer in order to satisfy the user. The 

subjective nature of the visual quality can make it difficult for a researcher to compare 

the constituents of two different designs which share similar visual characteristics. 
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  ډٮَٵٓ ثٍ ٵََىڀ ىٔڂَْ ٽىىي ډلًٞلار ٍاډٓ ي ٵََىڀ ډشٶبير ٕٮٓ  سًڅٕيٽىىيځبن اُ ډچٕزيٹشٓ ٽٍ أه ډٚپڄ 
  ٍا سٲَٕٕ ىاىٌ إز،  ٵَڇ ډلًٞڃ ثب ځٌٙز ُډبن، سٲَٕٕ ىٍ ٕجټ ُويځٓ ي ٵََىڀ،  .، اثٮبى ثٍِځشَْ ډٓ ٔبثيومبٔىي

أه ډ٦بڅٮٍ  . ٽٍ ډبوىي سِئٕىبر ٕٶبڃ َبْ ؿبوڂٚب ثب إشٶبىٌ اُ ه٦ب٥ٓ، ىٍ أؼبى ډلًٞلار ػئي سإطَٕ ىاٙشٍ إز
   ډوشچٴ ٵٮبڅٕز  ٵََىڀ َبْ  ىٍ ٥َاكٓ ډلًٞلار ثَاْ ىاو٘ ي آځبَٓ ثَاْ ٥َاكبوٓ ٽٍ دبٍٔ،  ثَْٞ ډٓ سًاوي 

ثًػًى ؿبڅ٘ َبْ ډوشچٶٓ  ىٍ ډ٦بڅٮبر ډٺبٍٖٔ اْ ٥َاكٓ ډلًٞڃ ثب سًػٍ ثٍ ٍػلبن ٵَڇ َب،  .أؼبى ٽىي ډٓ ٽىىي، 
  ٵىبيٍْ،   سإطَٕار اٹشٞبىْ، سَػٕق ٵََىڂٓ،  سَػٕق ٵَڇ،  ډَث٣ً ثٍ  ٙبډڄ ډ٦بڅٮبر   ٵبٽشًٍَب ډٓ سًاوىي .ډٓ آيٍى

اُ ًٙاَي ي ىاىٌ َبْ اطجبسڂَإشٶبىٌ  ثب ثٌَُ ځَْٕ اُ ٍيٗ ٹٕبٕٓ ىٍأه ٽشبة .ػىٖٕز ي سَػٕلبر ډى٦ٺٍ اْ ثبٙىي
ىاىٌ َبْ ػم٬ آيٍْ ٙيٌ ثَ إبٓ ٔټ سلٺٕٸ ځٖشَىٌ سبٍٔوٓ ىٍ ډًٍى اٍسجب٣ ٵََىڂٓ ي سؼبٍْ ځٌٙشٍ .  إزٙيٌ

 ٽٍ ثٍ ىوجبڃ ٔبٵشه  سلٺٕٸ ىٍ ُډٕىٍ ٥َاكٓ إز ىٍ أىؼب ثٍَٕٓ ٥َاكٓ ٹٕبٕٓ،  . ٙىيَىي ي ؿٕه ډٓ ثب ثٕه أَان، 
 .  ډٓ ثبٙي ٥َاكٓ ډٖشٺڄ ي ياثٖشٍ، ٽٍ ىٍ ځٌٙشٍ ثٕه ٍٕ ٵََىڀ أَان، َىي ي ؿٕه ياٹ٬ ثًىٌ ٍياث٤ ثٕه ډشٲََٕبْ 

国籍不同、文化背景各异的情况下，制造商想引进产品到另一种文化中，更是困难
重重。时光荏苒，生活方式和文化的变化改变了产品形式，进而对产品设计产生了
影响，例如长沙陶瓷用书法装饰来创造新产品。这一视觉研究为不同文化中从事产
品设计的设计师提供了重要的知识基础。在产品设计中，有关形式偏好的比较性研
究带来了种种挑战。这些因素包括形式偏好、文化偏好，经济影响，技术素养，性
别和区域偏好方面的研究。在本书中，我们采用比较性方法，用证据和实证数据说
话。数据的采纳均基于对中国、印度、伊朗三国以往文化和商业关系的广泛历史研
究。这里所谓的比较性设计研究既旨在寻找独立变量和因变量之间关系的设计研究，
该研究曾发生在伊朗，印度和中国的三种文化之间。 

This difficulty is magnified when manufacturers from different nationalities and cultures 

attempt to introduce products to another culture. Over time, changes in lifestyle and 

culture changes product form which bear influences on its design like decorating 

Changsha ceramics with calligraphy in the creation new products. This visual study could 

create a significant knowledge base for designers engaged in design of products for 

different cultures. In product design comparative studies with respect to form 

preferences offers diverse challenges. Factors could include studies in form preference, 

cultural preference, economic influences, technology literacy, gender and regional 

preferences. This book relates a comparative methodology involving evidence and 

substantiation data. The data assimilated is based on widespread historical research of 

past cultural and commercial relation between Iran, India and China. Here the 

comparative design study is a design research that seeks to find relationships between 

independent and dependent design variables, has occurred in the past between three 

cultures of Iran, India and China. 
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٥َاكٓ ډلًٞڃ سٮٕٕه ٽىٕڈ ؿڂًوٍ ٥َاكٓ ٕبٕبوٓ ثَوشٕؼٍ  َيٳ ډب أه إز ٽٍ ثب ډٺبٍٖٔ ځَيٌ َبٔٓ اُ ومًوٍ َبْ
 سٶبير َبٔٓ ثٕه ومًوٍ َبْ أه سلٺٕٸ  ٙجبَز َب ي .ٙشٍ إزسإطَٕ ځٌا ىي ٵََىڀ َىي ي ؿٕه،  ياثٖشٍ  ډشٲََٕبْ 

 َب ثلض   ٥َف  وٺي أه و٫ً أه سٶبير َب ي َمـىٕه ٙجبَز َب، ثَاْ  ىٍ ډًٍىٽشبةىٍ أه . ډٺبٍٖٔ اْ يػًى ىاٍى
 ثٍ ئٌْ  أه و٫ً سلٺٕٸ . ډٓ ثبٙيډلًٞڃ  ىٍ ډًٍى ٥َاكٓ اٵپبٍډبن سلٺٕٺبر س٦جٕٺٓ ٍآَ ثَاْ ځٖشَٗ. ډٓ ًٙى

ٙي ٽٍ ثٍ اكشمبڃ ُٔبى ىٍ َٕؾ ػبٔٓ ػِ ىٍهًى ډلًٞلار ډٕجبَىڂبڇ سلاٗ ثَاْ ٙىبٕبٔٓ ٍاث٦ٍ ٵََىڂٓ ثٖٕبٍ ډٶٕي 
 اُ ٽٍ ډٕجبٕٙڈ َىي ي ؿٕه ىٍ أىؼب َىڂبڇ اوؼبڇ سلٺٕٺبر س٦جٕٺٓ، إبٕبً ىٍ كبڃ وٺي ٥َاكٓ ډلًٞڃ . طجز ومٓ ًٙوي

سلٺٕٺبسٓ إز ٽٍ ثٍ  ٵَأىي  أه ٔټ  . ځٌٙشٍ ٕبهشٍ ٙيٌ إز إشٶبىٌ ٽَىٌ ي ىٍ ٕبٕبوٕبن ډلشًاْ ډٚبثٍ ٥َاكٓ
ثٍ أه سَسٕت ډشًػٍ  .ډب اػبٌُ ډٓ ىَي سب اُ سؼَثٍ ْ ٥َاكٓ َبٔٓ ٽٍ ىٍ ٵََىڀ َبْ ىٔڂَ آډيٌ إز إشٶبىٌ ٽىٕڈ

ځَيٌ  ډٚشَٻ ثٕه ډجىبٔٓ ثَاْ ُثبن ٥َاكٓ وٺًٗ ډَث٥ًٍ اٱچت. ٭بٍٔز ځَٵشٍ ٙيٌ إز ډٓ ًٙٔڈ ٽٍ ؿٍ ؿِٕ ثٍ 
 ډَاكڄ ايڅٍٕ ْ ٽبٍ   ٽٍ ډٚوٍٞ ْ  ثٍ ئٌْ َىڂبڇ ٕٮٓ ىٍ ډئَٔز اثُبډٓ  ٽٍ أه اډَثبٙىي  ډٚشَْ َب ډٓ  َب ي

  .  ډٓ ثبٙي  ثٖٕبٍ ډُڈ ډلًٞڃ إز،

我们旨在通过产品设计的样本组之间的比较来来确定萨珊王朝时期的设计是如何影
响中印两种文化的因变量结果的。这一比较研究中的样本之间既有相似又有不同，
本文简要讨论一下这些异同点，以批判这些类型的设计。比较性研究是拓宽我们对
产品设计思考的一种方式，这种研究形式在尝试确定文化关系时尤其有效；究其本
质，所谓比较性研究，其实就是对他人的作品设计进行批判。这一方法在寻找萨珊
设计的相似点时已经采用。在此过程中，我们可以基于已进入其他文化的设计智慧
进行调查，来发现相应的借鉴之处。相关地模式是团队和客户之间对设计语言达成
共识的基础，在产品工作的早期阶段，如果存在分期，达成共识则尤为重要。 

Our goal is to determine how Sasanian design affected the outcome of dependent 

variables of two cultures of India and China, by comparing groups of product design 

samples. There are similarities and differences between the samples examined in this 

comparative research. This entry discusses these differences, as well as similarities, to 

provide a critique of these types of designs. Comparative research is a way to broaden 

thinking about product design. This type of research is particularly useful when trying to 

identify cultural relations. These are ones that are not likely to be documented 

anywhere but in the products themselves. Here while conducting comparative research, 

a critique of others product designs has been done when navigating content similar to 

Sasanian design. It is an investigative process that allows for building on the wisdom of 

design that in products of other cultures. Who borrowed what from whom can be 

determined accordingly. Relevant patterns often become the basis for a common design 

language shared between teams and clients, which is particularly significant when trying 

to manage the ambiguity that characterizes early phases of product work. 
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 (سٶپَ ػُبوٓ ي ٥َاكٓ ډلچٓ)ډلچٓ - ثَ ٍيْ ٥َاكٓ ثٕه اڅمچچٓ (ىٍ ىيٌٍ ٕچٖچٍ سبوڀ)سًڅٕيٽىىيځبن ؿٕىٓ ٽٍ ٹجلاً 
ٵشٍ ، ىٍ و٪َ ځٌَثًى ٍا ٽٍ أيٌ ٥َاكٓ آوُب دٔ اُ سمبٓ ثب ثبُاٍ ػُبوٓ أؼبى ٙيٌ وي، وٕبَُبْ ٵََىڂٌٓ اډشمَٽِ ثًى

 ډٓ ٙيٌ ٍا ٙبډڄ  ٵََىڂٓ  اَمٕز أؼبى ٵَډٓ ٽٍ َمٍ ځًوٍ ډلاك٪بر سًاوٖشٍاكشمبلاً أه وٚبن ډٓ ىَي ٥َاف  .اوي
  ثَاْ اطجبر أه اډَ ډٓ سًان ٍياث٤ ثٕه ىأٌَ آثٓ،ځچجَځُبْ ٹَډِ .ٽىي ي وٕبَُبْ ثبُاٍ دبٍٓ ٍا دًٙ٘ ىَي ٍا ىٍٻ

 1258 - 750)، ٭جبٕٓ (. ڇ651- 224) ډَث٬ ٍُى ي ثَٿ ووڄ ٕجِ ٍا ىٍ ٥َاكٓ ٕبٕبوٓ  ،( دٕټ ٔب ٹچجٓ ٵَڇ َبْ)
.  َىيْ ي ؿٕىٓ ىوجبڃ ٽَى (.ڇ

أٍُبثٓ ي و٪َ سوٞٞٓ، وشبٔغ ډٺبٍٖٔ اْ - اُ ػمچٍ هًى أه سلٺٕٸ ثب إشٶبىٌ اُ سَٽٕجٓ اُ ٍئپَىَب: ٽچٕبر ځٶشبٍ َُٔ
  اُ دبٕنثَىٌ ٙيٌ ډبَٕز ٽٕٶٓ ىاٍى ي ٍيٗ ثٍ ٽبٍ .ٍا اُ سؼٍِٔ ي سلچٕڄ ثَْٞ ي سلچٕڄ سبٍٔوٓ ثيٕز آيٍىٌ إز

ځٖشٌَ اْ اُ سلچٕڄ َبْ سبٍٔوٓ ي سؼٍِٔ  ثَاْ ٕىؼ٘، . ٌ إز ثَىثٌَُډشوٞٞبن وٖجز ثٍ ٙپڄ ثَْٞ ومًوٍ َب 
 ،وي ثپبٍ ځَٵشٍ ٙيٌ إزٌ اًٍٝر َمجٖشٍ اػَا ٙي سلچٕڄ َبْ ثَْٞ ىاٍاْ ٍياث٤ ىٍيوٓ ٽٍ ثٍ

唐朝的中国制造商便已专注于全球设计，用全球化的格局思考，针对本土需求进行
设计，考虑到了他们的设计理念和世界市场接触后发展起来的文化需求。这表明设
计师可能早已了解这一艺术形式的重要性，它既考虑到文化包容性又要满足波斯市
场的需求。为了求证，你可以探究萨珊王朝设计（公元 224-651 年），阿巴斯王
朝（公元 750-1258 年），印度设计和中国设计中的蓝色圆圈、红色花瓣（帕克斯
牌或者扑克牌）、黄色方块和绿色棕榈树叶之间的关系。 

从以下领域借鉴经验：本研究采用了包括自我评估和专家意见在内的各种方法，从
视觉分析和历史分析中产生比较结果。本质上采用的是定性研究，分析专家对各个
样本的视觉形式的反应。评估方法包括广泛的历史分析和综合进行的关联视觉分析。 

Chinese manufacturers of the Tang Dynasty had previously focused on glo-cal design in 

the sense of thinking globally while designing for local tastes, thus took into account the 

cultural needs which their design ideation that developed post-contact with world 

markets. Designer appears to have understood the importance of creating form that 

undertook to be inclusive culturally and covered the needs of the Persian market. One 

sees this by following the relations between blue circle, red petals, in the form of pikes 

or spades, yellow squares and green palm leaf from Sasanian design (224 - 651 CE.), 

Abbasid design (750 -1258 CE.), Indian design and Chinese design. 

Drawing from the following named domains, this research used a combination of 

approaches including self-evaluation and expert opinion to generate comparison results 

from visual analysis and historical analysis. The technique applied was qualitative in 

nature and engaged expert responses to the visual form of samples. Its evaluation 

included a wide range of historical analysis and co-relation visual analysis conducted in 

an integrated manner. 
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 ثَ إبٓ  . ٙجبَز َب ي سٶبير َب ىٍ ػِئٕبر ثًىٌ إز  ثَْٞ سَػٕلٓ ثَاْ ډٺبٍٖٔ  إشٶبىٌ اُ وٺًٗ ٽٍ َيٳ
 َىيْ ي ؿٕىٓ ىٍځٖشٌَ اْ اُ َىََب، ٥َاكٓ ي كًٌُ  ًٙاَي آطبٍ َىَْ ىٍ أه سلٺٕٸ، ډٕشًان ُٕڈ ٥َاكبن دبٍٕٓ،

 وڂبٌ اػمبڅٓ ثٍ ډَٕاص ٵََىڂٓ ٱىٓ ىٍين أه ٵََىڂُب ىاٍى ٽٍ وٺ٘ ثِٖأٓ ٽشبةأه . ْ سؼبٍْ ٍاثٍ اطجبر ٍٕبوي
َي ٽٍ ډٞبىٔٸ اڅُبڇ اُ َىَ ٕبٕبوٕبن ىٍ ٥َاكٓ ډٕيىٍأىؼب ًٙاَي وٚبن . ىٍ دَٕٚٵز ٥َاكٓ ډلًٞڃ ىاٙشٍ إز

 ٥َاكٓ ډلًٞڃ  ٽَىٌ أڈ ٽٍ ىٍ سًٕٮٍ   سبٍٔوٓ ٍا سٮٺٕت  ؿٚڈ اوياُ ي ٕذٔ. ډلًٞلار َىي ي ؿٕه يػًى ىاٍى
ثٍ ٭ىًان ډظبڃ، . سإطَٕځٌاٍ ثًىٌ ي ىٍٔبٵشٍ أڈ ٽٍ ډلًٞلار ٕبٕبوٓ ىٍ أه ډير ثٍ َىي ي ؿٕه ٝبىٍ ډٓ ٙيٌ إز

ډٚبٍٽز  ډٓ سًان ثٍ اڅُبڇ ځَٵشه ٥َاكبن ؿبوڂٚب اُ ٕبٕبوٕبن ثَاْ سًڅٕي َٕاډٕټ ثَاْ ثبُاٍ ٭جبٕٓ اٙبٌٍ ٽَى ٽٍ 
ډٓ  ٹبثڄ سٚوٕٜ   ي١ًف سؼبٍر ثٍ ي  ٥َاكٓ َىَْ،  اُ ٍٙشٍ َبْ ىٍ ٥ٕٴ ځٖشَىٌ اْ  أَاوٓ ي ؿٕىٓ  ٥َاكبن

 .ثَاْ وٚبن ىاىن ؿڂًوڂٓ اوؼبڇ سلٺٕٺبر ډٺبٍٖٔ اْ، ډظبڅُبْ اٍائٍ ٙيٌ ٍا ىٍ أىؼب ىوجبڃ ٽىٕي. ثبٙي

其目的是要了解视觉偏好模式，以比较细节上的相似之处和不同之处。本研究中的
这些艺术品有力地证明了波斯、印度和中国设计师对艺术，设计和商业等广泛领域
的贡献。本研究提供了一瞥波斯、印度和中国丰富文化遗产的机会，这三国的文化
底蕴对产品设计的进步至关重要。证据表明印度和中国的产品设计中均有灵感来自
于萨珊艺术的产品。我们追溯了影响产品设计发展的历史观点；我们意识到，在这
一发展过程中，萨珊艺术品已经出口到印度和中国。例如，长沙的设计师从萨珊艺
术品中汲取灵感，为阿斯巴德市场生产陶瓷。例如，长沙设计师的灵感来自萨萨尼
（Sasanian），为阿巴斯德（Abbasid）市场生产陶瓷。这一例子已经表明了波斯
和中国设计师对艺术，设计和商业等广泛领域的贡献。为展示比较性研究的方法，
请见如下例子。 

The objective was to get a sense of the visual preference patterns to compare 

similarities and differences in details. Based on the evidence in these works of art the 

contribution of Persian, Indian and Chinese designers to a wide range of art, design and 

commercial area is established. This research provides a glimpse into the rich cultural 

heritage within these cultures which has played a significant role in the advancement of 

product design. Here the evidence shows inspiration from Sasanian art in Indian and 

Chinese product design. It traces the historical perspective that influenced the 

development of product design. Sasanian products were exported to India and China 

during the period. Changsha designers were inspired by the Sasanians to produce 

ceramics for the Abbasid market. This shows contributions of Persian and Chinese 

designers to a wide range of art, design and commerce disciplines are clearly detectable. 

The following examples demonstrate the comparisons. 
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 وٺ٘ ٙپبٍ َٕٙ

ىٍ ٍاث٦ٍ ثب أه ډ٫ً١ً، دچًسبٍٻ هب٥َوٚبن . (1977ََډه،) ډٕجبٙياډذَا٥ًٍْ اٙپبوٓ   ٙپبٍ َٕٙ ايڅٕه ٍىدبْ سبطَٕ
ٕبځٕشبٍْ  .ويٌ ا سَٕاوياُْ ثب ٽمبن ٙىبهشٍ ٙيٌ ي ََآ اوڂِٕ ثًى ٽَىٌ ٽٍ ػىڂؼًٔبن اٙپبوٓ ثٍ ىڅٕڄ ډُبٍسٚبن ىٍ

ٔټ سبٽشٕټ  . ويٙشٍ اډُبٍر ىا وٮڄ  سبهشه ؿُبٍ ډوًٞٝبً ىٍ سَٕاوياُْ َىڂبڇ  - ًٕاٌٍ و٪بڇ ٕجټ-  َبْ اٙپبوٓ
 ٔبى ډٓ "سَٕاوياُْ اٙپبوٕبن" ٽٍ سبٍٔن اُ آن ثب ٭ىًان ٌَمبن ؿِْٕ ثًى  سَػٕق ي ثٖٕبٍ ډًطَ اٙپبوٕبن  و٪بډٓ ډًٍى

ثٍ ٭ىًان ډظبڃ، آٍسًٍ ٽبوه ىئڄ، ىٍ . ډٓ ثبٙي ثٕه ٽچمبر اوڂچٕٖٓ ډًٍُٚ  َمـىٕه ىٍ ىٍ اىثٕبر ٍيډٓ ي  ٽىي ٽٍ 
 ٽٍ ىَبن ىي ٍٹٕت دٚز َٕٗ   ٙي ؿىبن ډبوىي سَٕاوياُْ اٙپبوٓ ىيٍ": ځٶشٍ( 1886 )" ٔټ ثٍَٕٓ ثَ إپبٍڅز"

 ثبلاْ  ٕذٔ وٕمٍ ْ  ي   ٭ٺت وٕٚىٓ ډٓ ٽَىوي ٔب كٺٍ إت ًٕاٍان ؿٍ اُ ٍيْ وٕبُ   سبٽشٕټ،  ىٍ أه . "ثبُ ډبوي
ىٍ آن ُډبوٓ ٽٍ سٮٺٕت   ثًىوي سَٕ ډٓ اوياهشىي،  سٮٺٕجٚبن  ثٍ ىٙمىبن ٽٍ ىٍ   ٍا ثٍ ٭ٺت دٕؾ ډٓ ىاىوي ي ثيوٚبن

 .وياٙشٍ ثًىويٽىىيځبن ىٔڂَ ٕذَ ٍا ثَاْ ډلبٵ٪ز اُ ٍيثَي وڂٍ 

猎狮图案 

要追溯帕提亚帝国的足迹，首先要找的就是猎狮图案（赫尔曼，1977）。关于这
个问题，普鲁塔克曾提到过，帕提亚的勇士以射艺闻名天下，令人胆寒。帕提亚的
轻骑兵“安息弓骑兵”尤擅高速骑射。历史上赫赫有名的“回马箭”，是帕提亚人首选
的战术，这一战术非常有效，在罗马文化和英语世界中都颇有威名。例如阿瑟·柯
南 ·道尔在 1886 年出版的《血字的研究》中写道：“讲完这几句临别赠言以后，福
尔摩斯转身就走了，剩下这两位敌手目瞪口呆地站在那里。” 在这中战术下，骑兵
会佯作（或实际）撤退，在追兵松懈下来，不再用盾牌保护正面时，再回身放箭。
这一骑射战术必定令人印象深刻，因为帕提亚回马箭是在高速马匹全速奔跑时射出
的，而且帕提亚人的马匹没有马镫。 

 

Hunting lion pattern 
The Hunting Lion pattern is the first evidence of Parthian Empire influences (Herrmann, 

1977). Plutarch had mentioned that Parthian warriors were known and feared for their 

archery skills. The Parthian sagitarii, a light cavalry, were particularly adept at shooting 

at a fast gallop. This preferred and very effective Parthian military tactic history is 

named the "Parthian shot,". It is well known in Roman and English literature. For 

instance, Arthur Conan Doyle, in his A Study in Scarlet (1886) wrote "With which 

Parthian shot he walked away, leaving the two rivals open-mouthed behind him". 

Parthian horsemen would retreat whether of necessity or as a feint and while riding 

away would twist around and shoot arrows at their pursuers who were no longer 

holding their shields for protection. 



 

 

P
a

g
e

   
   

  
   

   
   

  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

 

136 

ٽٍ  َمبو٦ًٍ  .ډٓ ٽَىويٍٽبة اُ ؿچٍ ٍَب  ىٍ سبهز ي ثيين  ٍا سََٕبٽٍ وي، ٌ اثًىهبٍٷ اڅٮبىٌ اْ ٕت ًٕاٍان ٔىُب اا
ٵَى ًٍٙ اٙبٌٍ ډٓ ٽىي، سََٕبْ دبٍسٓ ثَى ٵًٷ اڅٮبىٌ اْ ىاٙشٍ ي آوـٍ څًْٔوََبْ ٽَإًٓ ٍا ثٕٚشَ ډٓ سَٕبوي، أه 

ن َٶز څًْٔن  آ ٽٍ ىٍ  ٙيٌ،  ډٕلاى ځٶشٍ  ٹجڄ ا53ُ ٽبٍٍَ ىٍ  ډٓ ٙپبٵز ٽٍ ىٍ ډًٍى ػىڀ  ٍيډٓ ٍا  ثًى ٽٍ ٌٍُ
 أه  ٔټ ؿُبٍڇ ٽمشَ اُ ثب وٶَارثٍ ٵَډبويَٓ َٕىاٍ ًٍٕوب اُ اٙپبوٕبن   ( َِاٍ وٶَ سومٕه ُىٌ ٙي42ٌكييىا )ٍيډٓ 

 ىٍ ٥َاكٓ ډلًٞلاسٚبن ثًى،  ثٖٕبٍ دَسپَاٍ  اُ أه وٺ٘ ٽٍ ٕبٕبوٕبن ثٮيَب (.2016ثبة، )وي ٌ اسٮياى ٙپٖز هًٍى
ٔب ٙشَ ًٕاٍ  ىٍ ډبٍٔ ْ ٙپبٍؿٓ إت ًٕاٍ  ٙبډڄ ٙپبٍ َٕٙ ٽٍ    ومًوٍ ٥َف َبْ أه ډلًٞلار،  .إشٶبىٌ ٽَىوي

  ٕبٕبوٓ   ي  َىَ اٙپبوٓ ثٍ ىٍ اٝڄ ډَث٣ً   ي ٽمبن ىاٍى،  ي سَٕ  ؿَهٕيٌ  ٽٍ ٙپبٍؿٓ ثٍ دٚز ثبُسبة دٕيا ٽَىٌ، 
 ٕبٕبوٓ ٽٍ سَٕاوياُْ ثٍ ٔټ َٕٙ ٍا ثٍ ٭ىًان  أه اډَ ثٍ ٭ىًان كبڅز ٍأغ دبىٙبَبن (. 1998ايسبيٕپٓ، )ډٓ ثبٙي 

 ٙيٌ  سًان ىٍ ډلًٞلار ٽٚٴ ٍا ډٓ ًٙىٽٍ أه ياٹٮٕز  ډٚبَيٌ ډٓٙشٍ اويثوٚٓ اُ ٵََىڀ هًى ثٍ ومبٔ٘ ځٌا
 (.2015ياسًٖن، )ٽٍ ډٕشًاوٖز ٥َكٓ ياڇ ځَٵشٍ ٙيٌ اُډلًٞلار ٕبٕبوٓ ثبٙي، ػٖشؼً ٽَى 

正如弗雷德·肖尔所说帕提亚人的弓射程极远，可以射穿罗马人的盔甲，令克拉苏
的军团步兵闻风丧胆。说的当然就是公元前 53 年的卡莱会战，在这场战役里，克
拉苏集结的七个罗马军团，共计约 42000 人，被人数不足其四分之一的帕提亚军
队击败（由苏雷纳领导）（Bob,2016）。后来，猎狮图案也是萨珊王朝常用的装
饰图案，用于萨珊时期的产品设计中。与之相关的产品设计母题为猎狮，图案是马
背上或者驼背上的射手放箭，射杀狮子，这一图案源于安息和萨珊艺术。这是萨珊
王国猎狮的常见姿势，也是萨珊文化的重要组成部分。猎狮是王室的特权。猎狮图
样是萨珊艺术品和织物的常见图案（奥塔夫斯基，1998）。追溯已发现的这些产
品，我们可以发现，这一图案借鉴自萨珊艺术；例如，东京博物馆展出的中国丝绸
便有这一设计（沃特森，2015）。 

This Parthian horsemanship had to have been impressive as it was done at full gallop 

without stirrups. Fred Shore notes in reference to the Battle of Carrhae. 53 BCE that the 

Parthian bow "had extraordinary range and could, to the horror of Crassus' legionaries, 

pierce Roman armor". Seven Roman legions, about 42,000 men were defeated by a 

Parthian force led by General Surena less than quarter that size (Bob, 2016). Later this 

pattern was commonly used by Sasanians in their product design. The evidence related 

to these product designs are a lion hung that is reflected in the motif of a horse, or 

camel-mounted hunter with the hunter shooting backward with bows and arrows 

originally related to Parthian and Sasanian art. This is a common Sasanian king pose 

featuring a lion hunt as part of their culture. Lion-hunting was a kingly sport. The lion-

hunt pattern is common on their products and textiles (Otavsky, 1998). This is traced 

from products that could have been a borrowed design from Sasanian products such as 

a brocade collection in a Tokyo museum showcasing Chinese silk having these designs 

(Watson, 2015).  
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أه ًٕاٍٽبٍْ ٍا ثٍ سًَٞٔ ډٕپٚىي ٽٍ ثٍ ََٕٙبٔٓ سَٕاوياُْ ډٓ ٽىىي ٽٍ ىٍ كچٺٍ اْ اُ ډَيأٍي -ډىًٖػبر ًًٕٙ
دبٍٓ ي ٙمبڃ  (. 1964؛ ايدبڇ ًَح ي آٽَډه، 2008؛ ًٕځٓ ډًٍا، 1998ايسبيٕپٓ،  )(A.45سًَٞٔ  )ٹَاٍ ځَٵشٍ اوي 

ٱَثٓ َىي ىٍ ىيٌٍ ٽًٙبن ىاٍاْ ٍياث٤ ٵََىڂٓ ثًىوي، َُٔا ثَهٓ ٭َٳ َبْ ٕبٕبوٕبن ىٍ َُٕډٕه ٽًٙبن ځٖشَٗ 
٥َٔٸ سؼبٍر ډىًٖػبر ٕبٕبوٓ ٽٍ ٙپبٍ اډذَا٥ًٍَب ٍا وٚبن ډٓ  أيٌ دبىٙبَٓ ٕبٕبوٕبن اُ  ثٍ ٭ىًان ډظبڃ، . ٔبٵز
 وٺٌَ، ٍٕٙٚ، ډىًٖػبر ٕبٕبوٓ، اُ ػمچٍ ،ثبٍُځبوبن. (2020ٽَٖٔبڃ، ) إز ٹَاٍ ىاىٌ ٍا سلز سبطَٕ  ٽًٙبوٕبن  ىَي،

 اُ ٥َٔٸ  ؿٕه ي وٺ٘ ٕبٕبوٓ ٍا ثٍ ٱَة ي َٙٷ ثٍ َىي،  ي أهٌ هَٔي ٍاځچيان ي ٕبَٔ ٽبلاَبْ كبډڄ ٥َف ٕبٕبوٓ
 ي   ډٺٞي اٹشجبٓ ٙي  ٝىٮشڂَان ىٍ ٽًٍَٚبْ  س٤ًٕ  ٕبٕبوٓ ىٍ آن ُډبن وٺًٗ . ٽَىويډٓ ؿٕه ثٍ ّاده ډىشٺڄ 

 ډٓ  ځٖشَٗ كپًډز إلا (.1962ځياٍى، ) ځَىٔي  ځچييُْ َب   اثَٔٚمٓ ي دبٍؿٍ َبْ  ىًٔاٍْ،  ُٔىز وٺبٙٓ َبْ
ٽٍ ځَيٌ  ، ؿَا ځٖشَٗ ىاى ثٕٚشَ  ىٍ َىي ٍا وٓ ٕبٕبْ اډذَا٥ًٍٹجچٓ  ٵشٍ َبْثب٥َف َبْ   َٚشڈ  ىٍ ٹَن َٶشڈ ي

 ؛ٕبٽه ٙيوي اٽىًن ځؼَار إز ػبٔٓ ٽٍىٍ دبٍٕٕبن  اُ ځٓثٍِ

图 45.A，收藏于日本正仓院的织物，展现了一圈联珠纹饰样中的骑手正在射杀狮
子（奥塔夫斯基，1998；杉村，2008；阿珀姆·奥普及阿克曼，1964）。波斯和印
度西北部早在贵霜帝国时期便已有文化交流，因此某些萨珊人的习俗也流传到了贵
霜。例如，通过描绘国王狩猎的萨珊纺织品贸易，萨珊人的王权观念也影响了贵霜
人（克里斯托，2020）。萨珊的银器、玻璃、纺织品，包括织锦和其他带有萨珊
设计的商品都随商人流传出去，猎狮图案也因此向西传播到印度，向东传播到中国，
并通过中国流传至日本；当时，所到之处的匠人们立刻采用了萨珊纹饰，用这些纹
饰装饰了壁画、丝绸和织锦（戈达德，1962）。随着一批波斯人在如今的古吉拉
特邦扎根，伊斯兰统治在七、八世纪扩大，涵盖并融合了萨珊帝国在印度的早期纺
织业。 

The Shoso-in textile depicting mounted hunters shooting lions set in a pearl roundel is 

an example (Fig. 45.A) (Otavsky, 1998; Sugimura, 2008; and Upham Hope and Ackerman, 

1964). Persia and North West India engaged in a cultural intercourse during the Kushan 

period with certain Sasanian practices spreading into Kushan territory. Sasanian notions 

of kingship influenced to the Kushans through Sasanian textile trade items which 

depicted emperor imperial lion hunts (Crystal, 2020). Sasanian silver, glass, textile, 

including brocade, and other goods of Sasanian design were traded by merchants. This 

Sasanian pattern diffused westwards and eastwards to India, China, and on to Japan. 

Sasanian motifs were used and adapted by craftsmen in the receiving countries and 

appear in ornamented wall paintings, silk weavings, and brocades (Godard, 1962). The 

spread of Islamic rule in the seventh and eighth centuries encompassed and 

incorporated the previous textile styles of the Sasanian Empire in India. During this era  

large number of Persians landed in what is now Gujarat; 
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 دبٍٕٕبنڇ، 651ٕبڃ   ىٍٕبوٓ ٕبْ اډذَا٥ًٍٕٙٓبوؼبن ډٖشىي ٙيٌ إز ٽٍ دٔ اُ ٵَيدب  ٹٞبٛ ځٶشٍ َبْثَإبٓ
 ثِٕاؤ ثٍ ډَٞ يػٓ ٝبىٍار وٖبثَاْ سًڅٕي يَىي ُٔبىْ ىٍ  ْ ٽبٍځبٌ َب.(2020 ٖٔشبڃ،ٽَ) ٽَىوي ډُبػَرثٍ َىي

ثب ( E .44سًَٞٔ)  ْ َىيډومچٓ ػٓوٖب  ډظبڃ،  ثٍ ٥ًٍ. وًُىَڈ اىاډٍ ىاٙز  سب ٹَن  ٽٍٕبهشٍ ٙي  ( اٍيدبثٍثٮيَب )
. ثبٵشٍ ٙيٌ إز وٓ دبىٙبٌ ٕبٕبثٍ ٕجټ َٕٙ إز ٙپبٍْٝلىٍ َب  ثبْ أٌَ ىااڅُبْ ډيْ اڅڂًٽٕججىيْ ٽٍ ىاٍاْسَ

 َٶيَڈ   ي  ٙبوِىَڈ  ىٍ ٹَن  َىيٵىٓ   ي سٖچ٤ (.ڇ1736-1501 )ٔبن ډومڄ ٝٶً سپىٕټ سًڅٕي ثب كٓ ٥َأىؼبىٍ ا
ثَ  (ٕچٖچٍ يْ ٙمبڅٓ)  . ڇ386 ډٓ ىاوٕڈ ٽٍ ؿٕىٓ َب سب ٕبڃ (.2019؛ ػَٕيٕټ، 2019و٪ڈ ٔبڃ، ) اٹشجبٓ ٙيٌ إز

 (.B.44 )إت َبْ اٙپبوٓ ًٕاٍ ډٓ ٙيوي ي ىٍ ٥َاكٓ ي اػَاْ هًىٙبن اُ سَٕاوياُْ اٙپبوٓ إشٶبىٌ ډٓ ٽَىوي 

据 Qissa-iSanjan 记载，公元 651 年萨珊帝国覆灭，波斯人移居印度（Crystal，
2020）。印度的工坊继续生产纺织品并出口到埃及和拜占庭，后期也出口至欧洲，
直至 19 世纪。例如，印度的天鹅绒（图 44E）特点就是其精美的构图——带有萨
珊国王猎狮图案的团窠纹。这一设计契合了 16 到 17 世纪莫卧儿王朝（公元
1501-1736 年）采用的天鹅绒纺织技术，印度人以大师工艺无比精确地再现了这
一设计（Nazmiyal，2019; Jirousek，2019）。从图 44B 我们得知，北魏时期
（公元 386 年），中国人骑着帕提亚人的马，表演中国式“安息回马箭”。 

Qissa-i Sanjan documents that after the Sasanian Empire collapsed in 651 CE, Persians 

emigrated to India (Crystal, 2020). Indian workshops continued to make textile for 

exporting to Egypt and Byzantium and thence on to Europe. This influence lingered on 

until the nineteenth century CE. Indian velvet (Fig. 44.E) is characterized by its alluring 

composition with circular medallion patterns showcasing figural lion hunting scenes in 

Sasanian-style kingly pose. This design is adapted to the velvet technique used by the 

Sassanid (1501-1736 CE) in the 16th and 17th centuries and was reproduced with 

remarkable fidelity and technical mastery by the Indians (Nazmiyal, 2019; Jirousek, 

2019). By 386 CE in the Northern Wei Dynasty, the Chinese rode Parthian horses and 

performed their own variation of the Parthian shot (44.B). 

 

Figure 41. A. The Parthian shot when turns back with bow and arrow;  B. 

Brooch decorated with Sasanian medallion, mounted lion hunter on a camel 

and three beads pendant in the middle which is also Sasanian feature, 

nineteenth century CE. Rajasthan, India, The Metropolitan Museum of Art, 

(1953)53.167. 
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Figure 42. A. Medallion depicting addorsed amazons on horseback, sixth–seventh century CE. Sasanian, made in Syria, 

The Metropolitan Museum of Art, (1927)27.58.1; B. Patterned woven cloth with medallions with four mounted lion 

hunters, tenth century CE. Song Dynasty, China, Silk Brocade, Chengdu Brocade Weaving and Embroidery Museum; C. Silk 

textile, third-sixth century CE. Sasanian, Iran, National Museum of Iran, (Iran Bastan Museum) Tehran. 

 

Figure 43. A. Fragment, sixth century CE. Sasanian, attributed to Egypt, The Metropolitan Museum of Art, (1890)90.5.855; 

B. Plate showing king Shapur II (King) hunting lions, fourth century CE. Sasanian, Iran, The State Hermitage Museum, St. 

Petersburg, S-253; C. Textile of hunting scene, eighth century CE. Attributed to either Egypt or Syria, The Metropolitan 

Museum of Art, (1951)51.57; D. Stamp seal ring, third century CE. Sasanian; E. Textile of with Sasanian hunting scene 

pattern, in Sasanian style bow.  
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Figure 44. A.  

Figure 44. A. Fragment gauthuli hunting, Located on the gentle slope of the southern foothills of Ji'anshan, the 

tomb is tomb No. 458 in the Tomb Area of Lushan, and is a large-scale stone-sealed stone chamber fresco tomb; 

B. Hunting scene fresco of Western Wei Dynasty,  Grotto 249, Mogao Caves; C. Paintings of hunting a tiger,  Han 

dynasty, China; D. Brick painting, Wei Jin, Jiayuguan No. 5 Tomb Chamber North Wall;  
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Figure 44. E. Sasanian patterns in an antique Indian velvet textile, produced in 

India for the European market, nineteenth century CE. Nazmiyal Antiquerugs. 
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، ٔټ ًٕاٍٽبٍ ؿٕىٓ ٍا وٚبن ډٓ ىَي ٽٍ اُ ٽمبن سټ ډىلىٓ 249ؿٕه ٵً سًوڀ ىٍ ٔټ وٺبٙٓ ىًٔاٍْ ىٍ ٕٺٴ ٱبٍ 
٥َف اٙپبوٓ ي ٕبٕبوٓ ډٓ  ٙپبٍ أه ځَثٍ ثٍِٿ ثب إت ٙجٍٕ  . ډبوىي َٕٙ إشٶبىٌ ډٓ ٽىي ٕىشٓ ىٍ ثَاثَ ډًػًىْ 

 ثٍ أه ځَثٍ  ډَىان ًٕاٍ ثب وٌِٕ ي ٽمبن .ٙيثَهًٍىاٍ َب اُ ػٌاثٕز ثٕٚشَْ  ثب يٍيى إت ثٍ ؿٕه، ٙپبٍ َٕٙ. ثبٙي
 (.2014؛ ٵَم، 2014ډبوًيٍا، )ډٓ ثَىوي   ٙپبٍ اُ ثٕه  ىٍ ٔټ وًثز ي سمبڇ ځچٍ َب ٍا   كمچٍ ډٓ ٽَىوي  َبْ ثبٙپًٌ

َمـىٕه أه و٫ً ثٍ سًَٞٔ ٽٕٚين َٕٙ ىٍكبڃ ٙپبٍ اُ ػمچٍ  ٥َف َبٔٓ إز ٽٍ اُ ٵََىڀ أَان ثٍ َىي ٕٶَ ٽَىٌ 
ثوًٞٛ َىڂبډٓ ٽٍ إشٶبىٌ اُ َٕٙ ىٍ َىَ َىي ٍا ثب سَٽٕت ثىيْ هبٝٓ ډٓ ثٕىٕڈ ىٍكبڅٕپٍ ٙپبٍؿٓ ي ٙپبٍ . إز

 ثَاْ ومًوٍ ډٓ سًان ثٍ وٺبٙٓ ډٕىٕبسًٍ ٍاػٖشبن ي ٕپٍ  .ىٍكبڅز هبٝٓ ٽٍ ډوًٞٛ ٥َاكٓ أَاوٓ إز ٹَاٍ ىاٍى
أه ډٖپًٽبر اُ و٪َ  .  ٍا ډٚبَيٌ ومًى اٙبٌٍ ٽَى  ډجبٌٍُ َٕٙ ثب ٙبٌآوُبَبْ ُډبن ؿبويٍا ځًدشب ٽٍ ډٕشًان ىٍ وٺ٘ 

ځَىْ ٽبىٍ ي ػبٔڂَْٕ وٺ٘ ٙبٌ ٽٍ ځَىوجىي ډَيأٍي ثَځَىن ي ٍثبن ثَاٵَاٙشٍ ثَٽمَ ي َٕٙ ٽٍ ىٍ كبڃ ٙپبٍ ٙين 
؛ 2006ىايٍ ي ډٮًٞډٓ، ) إز ٙجبَز ُٔبىْ ثب وٺًٗ ٩َيٳ ٕٕمٕه ٽٍ ٙپبٍ ٙبَبن ٕبٕبوٓ ٍا وٚبن ډٓ ىَي ىاٍى

www.royalfurnish.com). 

千佛洞第 249 窟的窟顶壁画上，一名汉族骑兵使用传统单曲弓猎捕类狮生物。在
马背上猎杀大猫，这一设计酷似帕提亚和萨珊设计。随着巨马进入中国，猎狮变得
愈加有趣。骑兵用长矛和弓箭攻击这些巨型猫科动物，同样地，这种猎狮的描绘也
是从伊朗文化传播到印度的设计之一。尤其是印度文化中狮子的应用有着特定的构
成，即同时有狩猎者和猎物便是伊朗文化特有的特殊风格。例如，我们可以看到拉
贾斯坦邦的微型绘画和旃陀罗笈多二世铸币中国王斗狮的画面。这些铸币为标准圆
形币，上面镌刻国王形象人物，颈带珍珠项链，腰缠缎带，正在猎狮。这一设计酷
似萨珊银器中萨珊国王狩猎的场景。 

A fresco on the ceiling of Chien-Fo-Tung Cave 249, shows a Chinese horseman using the 

traditional single curve bow against a lion-like creature. Mounted hunting of this great 

cat is similar to Parthian and Sasanian designs. With the arrival of the horse in China, 

lion hunts became more interesting. Mounted men would attack these with spears and 

bows, eradicating entire prides on a single hunt (Manuvera, 2014; Farrokh, 2014). This 

style of depiction of a lion hunt is one of the designs which had travelled to India from 

Iran. This is seen in the use of a lion in Indian art with a special composition, for instance 

the hunter and the hunt in a special mode specific to Iranian design. Miniature 

Rajasthan paintings and Chandragupta coins, have the king battling a lion is a common 

pattern. These coins, with the king centered show a pearl necklace around his neck and 

a ribbon on his waist. The lion is being hunted is very similar to the designs on Sasanian 

silver vessels showcasing Sasanian kingly hunting skills (Dadvar, and Mansouri, 2006; 

www.royalfurnish.com).  
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Figure 45. A. Silk brocade with four mounted lion hunter medallions, eighth century CE. Tang dynasty, China. Discovered 

in Shoso-in, Nara, Japan, The Imperial Household Agency; B. Egyptian-woven woolen curtains or trousers based on a 

fresco of King Khosrau II fighting Axum Ethiopian forces in Yemen Satrap (A Persian kshathrapavan), fifth–sixth century 

CE.; C. Textile with lion hunter pattern; D. Design inspired by a Sasanian design on a Japanese brocade, eighth century CE. 

Silk, Shoso-in, Nara, The Imperial Household Agency. 
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Figure 46. A. Phoenix-headed ewer, 

seventh-first half of the eighth 

century CE. Tang Dynasty, China, The 

Metropolitan Museum of Art, 

(1991)91.253.4; B and C. Copper pipe 

with  gold and silver hunting map, 

Unearthed in 1965 in a West Han 

Tomb at 122, Ding County, Hebei 

Province; D. Saddle pommel plate 

with hunting pattern thirteenth - 

fifteenth century CE. North India or 

Central Asian, The Metropolitan 

Museum of Art, (2010)2010.336; 
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Figure 46. E. Rajasthani Mughal miniature painting featuring a royal 

animal hunt; F, G, H,  and I. Coins, 415 - 450 CE. Kumara Gupta; J, K, L 

and M.Lion Hunt,objects from Yu Hong's tomb in Jinyang (present day 

Taiyuan).These Shanxi Museum exhibits presently [2021] on display in 

the Shenzhen Museum. The Yu Hong tomb is related to the Sui Dynasty, 

but the stone carving style is based on an ancient Persian design.  

https://www.douban.com/note/655759911/?cid=52530248 

https://www.douban.com/note/625741094/?type=like 

https://www.douban.com/note/655759911/?cid=52530248
https://www.douban.com/note/625741094/?type=like
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 وٺ٘ ډياڅًٕن ي وٺ٘ وٺ٦ٍ اْ

ثب ډَث٬ َب، ىأٌَ َب ٔب كلاڃ  َبْ ډشلياڅمَٽِ ىٍ ثبلا، دبٕٔه ي ىي ٥َٳ، ٔټ وٺ٘ ٕبٕبوٓ ډٓ  (ډياڅًٕن)كبٍٕٙ ځَى 
آطبٍ َىَْ ٕبٕبوٕبن   اْ اُ هٍٞٙب  (ډياڅًٕن)أه كچٺٍ ىأٌَ اْ ډَيأٍيْ  . ثبٙي ٽٍ ثٍ ٍاكشٓ ٹبثڄ ٙىبٕبٔٓ إز

٥َاكبن ىيٌٍ ٕبٕبوٓ ثب وٞت ډَيأٍيَب ٍيْ . (1999ؿٓ،) ٵََىڀ ٵبٍٕٓ ډٮىبْ ډُمٓ ىاٍى ډَيأٍي ىٍ . ډٓ ثبٙي
ٔټ َْٕ ٵَڇ  َمٕه ٥َاكٓ ٕبٕبوٓ ثب إشٶبىٌ اُ .ف، اٍُٗ َبٔٓ ثٍ ډلًٞلاسٓ ډبوىي سبع ي ٩َيٳ ا١بٵٍ ٽَىوي٦ًٕ

 ٽَىٌ اوي  ثَاْ كبٍٕٙ ْ ډَيأٍيډبوىي أؼبى  ٥َف َبْ ډوشچٶٓ ٍا َبْ ىأٌَ اْ ثَاْ ثٍ سًَٞٔٽٕٚين ډَيأٍيَب، 
ٍ  ثبٵٓ أَانَمـىٕه   (.F.66سًَٞٔ  ) ٍ  ٭ىًان ډٚوٍٞ .  ثًىٌ إزډياڅًٕن، اډ٢بْ َىَ ٕبٕبوٓ ثَ دبٍؿ ډياڅًٕن  َب ث

ٓ  ٙيوي ٍ  هًٞٛ وٺًٗ كًٕاوٓ ي ځٕبَٓ ىٍ ىاهڄ أه ٹبة ٹَاٍ . اٝچٓ َىَ ٕبٕبوٕبن ٙىبهشٍ ډ ىٍ آن ىيٌٍ وٺًٗ ث
ٓ  ځَٵشىي ي ىٍ  ٍ  ًٍٝر ٹبة ي كبٍٕٙ ىيٍ  ٽٍ ډٓ ثبٙىي سًان ځٶز ډياڅًٕن  َب َمبن ٥َف  َب ي وٺًٙٓ  ياٹ٬ ډٓ ډ ث

ٓ  ځَ  .ويٵشٍ إبَٔ سِئٕىبر ٹَاٍ ډ

团花纹和圆点纹 

萨珊纹饰中，极具辨识度的便是联珠纹，由一串同心方形、同心圆形和新月组成，
装饰于顶部、底部和边缘。而联珠纹则是萨珊艺术的另一母题，也是萨珊艺术品的
衍生。珠纹在波斯文化中意义重大（齐，1999）。萨珊时期，设计师们为了使王
冠和陶瓷之类的产品更加珍贵，在冠面或陶瓷表面饰以珍珠。同样的，设计师为了
创造出不同的联珠纹设计，这些“珠”采用了各种圆形图案。（图 66.F）。团花纹同
样成为伊朗纺织品中萨珊艺术的鲜明标志。团花纹也成为萨珊艺术的主要特色。当
时，团花中间常饰以图案，尤其是动植物图案。实际上，可以说团花纹就是一连串
同样的设计和图案作为骨架和边饰，围住其它饰物。 

 

Medallion pattern and spot pattern 
The Sasanian-motif pattern of a roundel medallion border with concentric squares, 

circles and crescents on all exterior surfaces is easily identified. This medallion’s pearl-
roundel border presents another Sasanian motif and an offshoot of Sasanian artwork. 

Pearls have important meanings in Persian culture (Qi, 1999). Sasanian designers 

envalued their products such as crowns and other head wares by placing pearls on the 

surface. The same Sasanian designer created different designs for the pearl roundels 

border using a series of circular forms to mimic pearls (Fig. 66.F). Medallions have also 

been a signature of Sasanian art appearing on Iranian weavings. Medallions were known 

as the main feature of Sasanian art. During this period, motifs, especially animal and 

plant motifs appear in this frame. Medallions had the same design and motif as those 

placed as a frame and border around other decorations. 
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ٓ  ٙيٌ،  ٍ  ٥ًٍ اوجًَٓ اُ آن َب سٺچٕي ډ ډياڅًٕن  َبْ ٕبٕبوٓ ؿىبن ډًٍى سًػٍ ٕبَٔ ٽًٍَٚبْ ا٥َاٳ ٹَاٍځَٵشىي ٽٍ ث
ٍ  َبْ ْ  ٽٍ ومًو ًٍ٥  ٍ أشبڅٕب، ٵَاوٍٖ، إذبوٕب ي كشٓ )  ّاده ي ىٍ ٱَة سب اٍيدبْ ٱَثٓ   ؿٕه ي  آن ىٍ َٙٷ سب َىي، ث

.  وِٕ سإطَٕځٌاٍ ثًىٌ اوي (اوڂچٖشبن

ٓ  ٙبن ٽَى سى٫ً ٥َف  َبْ ډياڅًٕن ثٖٕبٍ ٍ  ًٍٝر ػياځبوٍ ډٮَٵ ٍ  سټ ي ث  أه وٺ٘ ثٍ ىي .ُٔبى ثًىٌ ي ومٕشًان سټ  ث
 ډَيأٍي إشٶبىٌ ٽَىٌ اوي ي ىٍو٫ً ىيڇ، ٥َاكبن  ٥َاكبن اُ ٵَڇ ىٍ و٫ً ايڃ، . ٙيٌ إز ځًوٍ ىٍ ٥َاكٓ َب إشٶبىٌ 

ٽٍ دٕؾ هًٍىځٓ َبْ ٍِٔځٕبٌ، ډَيأٍيَب ٍا ثٍ ٽٕٚيٌ اويكبٍٕٙ ځَى ٍا ثب ػًاوٍ َب ٔب ٕبٹٍ َبْ دٕؾ هًٍىٌ ثٍ سًَٞٔ 
 سًَٞٔ) ثٍ آطبٍ َىَْ ؿٕىٓ  ٵََىڀ َىَْ اُ ٕبٕبوٕبن،  اوشٚبٍ " ىأٌَ اْ ٹبة ٙپڄ" أه ٥َف  .ځٌاٍوي ومبٔ٘ ډٓ

51.A ، 52 57 ي.C) ي َىيْ َب  (ًَٔٞ53س.C 54 ي.C) ثٍ َٙٷ ٍاٌ  ي أىپٍ ٵََىڀ ٕبٕبوٓ اُ ٥َٔٸ ػبىٌ اثَٔٚڈ 
ىي  هبٝٓ   وٺٍٚ ْ  ٙيٌ ٽٍ ثيينډَُ َبْ  ثب ډياڅًٕن (A.50سًَٞٔ  )  ٵَڇ دبٍؽ أه . ٔبٵشٍ إز ٍا وٚبن ډٓ ىَي

ثب ٦ٕق ٕٕبٌ ٕٝٺچٓ ٽٍ ىاٍاْ وٺًٗ وبډشًاُن ثًىٌ، ډٚوٜ ٽىىيٌ  هبٽٖشَْ سٌَٕ  ٹَاٍځَٵشٍ اوي ي ٕٶبڃ  ٥َٳ آن 
 ،"َٕ ٹٺىًٓ"اډب ٕبهز ٕٶبڃ ثٍ ٙپڄ  آن إز ٽٍ أه سِٕٔىبر هبٛ ډٓ ثبٙىي،

萨珊团花纹引起邻国的广泛关注和大量模仿。它的翻版东到印度、中国、日本，西
至西欧意大利、西班牙和英国，同样令人印象深刻。 

团花纹的设计种类繁多，难以列举。这一图案的表现形式有二，一为圆点串珠；一
为叶片或植物最细微的蔓枝卷须串联成圆轮。这一“连珠”设计证明了萨珊文化向中
国（图 51.A，52 和 57.C）和印度（图 53.C 和 54.C）艺术作品的传播，证实了
萨珊文化通过丝绸之路发现了通往东方的道路。图示陶壶（图 50.A）在两侧随机
压印团花纹，壶面呈黑色，表面有厚重的深灰色抛光，团窠纹深浅不一，大小各异，
装饰精美，十分独特。 

Sasanian medallions were so attractive enough to neighboring cultures to be widely 

imitated. Eastwards to India, China, and Japan and in westward to Western Europe 

countries such as Italy, France, Spain and the UK all have similar medallions.  

Medallion designs vary widely. This first style of pattern has two manifestations. In 

Designers used a pearl form. In the second, designers budded or tendriled the roundel 

border. These buds or rotating tendrils are the uncurling of the tiniest part of the plant. 

Such roundel border design evidences its cultural dissemination from Sasanian to China. 

(Figs. 51.A, 52 and 57.C), and Indian (Fig. 53.C, and 54.C) Such artwork establishes that 

Sasanian culture found its way East, via the Silk Road. This style of ewer (Fig. 50.A) is 

stamped and medallions are applied randomly on both sides. It has heavy dark-gray 

polished pottery with a blackened surface with asymmetrical patterns which are 

elaborate decoration and unique. It is pottery of this ‘phoenix-head’ design, 
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ډبوىي  . ثَ إبٓ ومًوٍ َبْ ايڅٍٕ ْ ٕبٕبوٓ، ومًوٍ ْ دَ ٥َٵياٍ ٩َيٳ څًٽٔ ىٍ ؿٕه ي ٕچٖچٍ ْ سبوڀ ثًىٌ إز
ٽٍ ٥َاكٓ آوُب  (A.46سًَٞٔ  ) ٹبڅت ُىٌ ٙيٌ اوي "َٕ ٹٺىًٓ"ٕٶبڃ َبْ ثب څٮبة ٍٕ ٍوڀ، دبٍؽ َبٔٓ ٽٍ ثٍ ٙپڄ 

 ي ٌ ٙيڅٕي ډٓ سًسبطَٕ اُ ٥َف َبْ ٕبٕبوٓثب َىي ډىًٖػبر ىٍ َىي،  .وٚبر ځَٵشٍ اُ ٵچِٽبٍْ َبْ ٕبٕبوٓ ډٓ ثبٙي
ډَست ي  ډشٺبٍن  وٺًٗ ځَى ثبڅًٕوُبْډيا  ثب٥َٓٔف َب  .ويٌ ا ثًىٔٴډؼچڄ ي ٩َ  وٕبن ٕجټ ٕبٕب ډبوىيثٍ ٥ًٍ هبٛ

   ٽٍىَىيډٓ وٚبن ٍا  ٵََىڀ َىي ا٦ًٌٍٕ اْ ثب ٭ىبَٝ كًٕاوبر ي ان ػبوًٍَمـىٕه ي ځٓٙيٌ ىٍ ا٥َاٳ ىٍهز ُوي
 (.2013 ٔپشًٍي،ي) ٌ اوي ٙيٌ ثًىثبٵشٍ ىٍ دبٍؿٍ َب ئٕبر اُ ػِٔبىْ ٍوڂبٍوڀ ي ٦ٕق ُْ َبٙٓثب وٺب

但是，这种凤首设计的陶瓷源于萨珊，是中国唐朝时期风靡一时的奢侈器皿。例如，
三彩釉陶制的“凤首”铸陶壶（图 46.A），其设计源自萨珊金属器皿。印度纺织品受
波斯尤其是萨珊风格影响至深，成品华丽优雅。其设计的团花纹里，具有印度文化
神秘元素的珍奇异兽围绕着生命树对称分布，并最终以鲜艳的色彩和高度的细节化
呈现在织物上（Victorero，2013）。 

These are based on Sasanian prototypes which were a popular luxury vessel in China in 

the Tang dynasty. Sancai-glazed pottery ‘phoenix-head’ moulded ewer (Fig.46.A) with 

designs derive from Sasanian metalwork. In India, textiles produced under Persian 

influence, specifically the Sasanian styles were sumptuous and elegant. Designs with 

round medallions in symmetrical motifs were arranged and arrayed around a tree of life. 

Fantastic beast and animals with mystic elements of the culture of India appear in vivid 

detailed drawings on the fabric (Victorero, 2013). 

  

 

 

 

 

 

Figure 47. A. Spanish textile, first half twelfth century CE. Attributed to Spain, The Metropolitan Museum of Art, (1958) 

58.85.2; B. Silk fragment simorgh pattern and pearls pattern which in Persian pearl represent the inner gem, sixth-

seventh century CE. Sasanian, The Victoria and Albert Museum, 8579-1863; C. Fragment of textile with horses, fifth–
seventh century CE. Sasanian, Central Asia, The Metropolitan Museum of Art, (2004)04.255. 
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Figure 48. A. Wall panel with a guinea fowl, sixth century CE. Ctesiphon, Sasanian, The Metropolitan Museum of Art, 

(1932)32.150.13; B. Bowl, twelfth century CE. Attributed to Iran, The Metropolitan Museum of Art, (1964)64.247; C. 

Sasanian motifs on Chinese wall painting, sixth-seventh century CE. Cave 60, in Kizil Grottoes, Xinjiang, China, Museum of 

Asian Art, State Museums in Berlin, Acquisition #MIK III. 8419. 

 

Figure 49. A. Fragment, eighth century CE. Attributed to Iran, The Metropolitan Museum of Art, (1938)38.147; B. Textile 

with pearl roundels with dragons, ninth century CE. Central Asia, China, The Metropolitan Museum of Art, (1998)98.147;  

C. Textile with horned animals in a pearl roundel, seventh century CE. China, Xinjiang, Central Asia, The Metropolitan 

Museum of Art,  (1996)96.1a,b; D. Nose ring with Sasanian design, twentieth century CE. Gujarat, India, Victoria and 

Albert Museum, IS.317-2019. 

 

 

 

Figure 50. A. Black 

burnished pottery 

‘PHOENIX-HEAD’ 
ewer, Tang 

Dynasty, 618–907 

CE. China; B. Bowl 

emulating 

Chinese 

stoneware with 

Sasanian ancient 

design, ninth 

century CE. Iraq, 

probably Basra, 

Islamic, The 

Metropolitan 

Museum of Art, 

(1963)63.159.4.  
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Figure 51. A. In this depiction from Qizil, Tarim Basin China, The “Tocharian donors,” are dressed in Sasanian style with 
circular medallion design; B. Fragment, thriteeth century CE. Attributed to Spain, The Metropolitan Museum of Art, 

(1987)87.440.2. 

 

 

 

Figure 52. A. Changsha ceramic wares with 

Sasanian pearls circular medallion design, 

eight-eleventh century CE. China, from 

private collection of Mr. Lin An, Changsha, 

China, and from Asian Civilisations Museum, 

Singapore. 
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Figure 52. B. Changsha ceramic wares 

with Sasanian pearls circular 

medallion design, eight-eleventh 

century CE. China, from private 

collection of Mr. Lin An, Changsha, 

China; and from Asian Civilisations 

Museum, Singapore. 
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Figure 53. A. Textile fragment silk with Sasanian goose motif, eight century CE. Dunhuang area, Central Asia, China, Jack 

Daulton Collection, Los Altos Hills, California, Inv. no. 50; B. Silk fragment with peacocks on pearl roundels, sixth century 

CE. Sasanian, Iran, The Treasury of Aachen Cathedral; C. Textile fragment with part of a large Sasanian medallion design, 

fourteenth century CE.  Made in Gujarat, India, Found in Egypt, Ashmolean Museum, EA1990.947. 

 

Figure 54. A and B. Bottom and top views of drinking bowl with the inside engraved with a duck holding a necklace, sixth-

seventh century CE. Sasanian, Iran, The David Collection Inv. no. 8/1966; C. Textile fragment with a large circular Sasanian 

medallion and birds design, tenth century CE. Made in Gujarat, India, Found in Egypt, Ashmolean Museum,  EA1990.686. 

 

Figure 55. A. Children’s silk jacket in the Sasanian style, tenth century CE. Song Dynasty, China.  
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Figure 56. Silk robe with Sasanian simurgh on sleeves, seventh-eighth century CE. Sasanian –Sogdian, Arts of the Islamic 

World, Londres (Truong , 2012). 

 

Figure 57.  A. Medallion on a pot depicting a bearded figure, possibly a bodhisattva, fifth- sixth century CE. Khotan, China, 

Ashmolean Museum, EA1984.26; B.  Silk brocade textile fragment, seventh century CE. Sasanian –Sogdian, silk, Andy 

Lloyd collection; C.  Linked-bead brocade with Sasanian ancient design, the Northern Dynasty-Sui Dynasty, Turfan, 

Xinjiang, China. 
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Figure 58. A. Sasanian dish, a person 

feeding  the an with good deeds in 

the shape of pearls in Persia the 

pearl represented a person’s inner 

gem). Based on Zoroastrian 

precepts like to those of the 

Sumerian period, the eagle the soul 

to the world of the dead, fifth-sixth 

century CE. Sasanian, The State 

Hermitage Museum, S-217; B. 

Added pattern on pottery, Sasanian, 

Shush, National Museum of Iran, 

(Iran Bastan Museum) Tehran. 
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Figure 59.  A. Pearl roundel enclosing four pairs of geese facing each other standing on flower arranged around a central 

floral medallion, eighth century CE. Tang dynasty, China, The Trustees of the British Museum, MAS.876; B. Persian 

Sasanian coin with medallion elements, Kushanshah, Circa 270-295 CE. India, Kushano-Sasanian; C. Medallion elements 

on impressive Sasanian or Sogdian silk lampas panel Iran or central Asia. 

 

Figure 60.  A. Textile with boar head roundels. seventh century CE. Sasanian, The Metropolitan Museum of Art, (2004) 

04.260; B. Textile fragment with medallion in pattern of elephants and horses, tenth century CE.  Made in Gujarat, India, 

Found in Egypt, Ashmolean Museum, EA1990.250. 
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 دبٍؽ َبْ ځلاثٓ ٙپڄ

ٽًٌُ َبْ ډوَي٥ٓ ىاٍاْ ثيوٍ اْ ثٍ ٙپڄ ځلاثٓ، ثب ىٕشڂٌَٕ َب، ٔټ ځَىن إشًاوٍ اْ ثچىي ي سپٍٕ ځبٌ َبْ اوڂٚز 
. ٕبثٺٍ ٥ًلاوٓ ىٍ ٥َاكٓ ٕبٕبوٕبن ىاٍى ٖٙز ډشٞڄ ٙيٌ، ٽٍ ىٍ آن ثيوٍ اٝچٓ ىٍ ٹٖمز دبٕٔه ډىج٤ٖ ډٓ ًٙى، 

ٽٍ ىٍ اياهَ ٹَن َٶشڈ ٕچٖچٍ سبوڀ، ُډبوٓ ٽٍ ٩َيٳ ٙيٌ  ٩بََ  أه ٥َف ثٮياً ىٍ َىَإلاډٓ، َىَ ؿٕه ي َىَ َىي
ىٍ َىي ٩َيٳ ثٍ َمٕه . (1976ىيٍاوز، )(E. 64سًَٞٔ) ٵشٍ إزسيٵٕه ٍٕ ٍوڀ ډلجًة ثًىٌ، ىٍ ؿٕه ځٖشَٗ ٔب

.  (F.64سًَٞٔ)ٙپڄ اكشمبلا ثَاْ وڂٍ ىاٍْ ځلاة ىٍ ډَإڈ سيٵٕه إشٶبىٌ ډٓ ٙيٌ إز 

 ىٕشٍ   ثب ىَىٍ اْ ثٍ ٙپڄ َٕ ٹٺىًٓ، ٙپڄ ډ٦ٖق ٙيٌ ْ ؿٕىٓ،  ٔټ ٩َٳ ځلاثٓ(A.64سًَٞٔ)ىٍ ومًوٍ اْ ىٔڂَ
ٽٴ   .آن ثٍ ٕمز ثبلاْ ثيوٍ ٹًٓ ىاىٌ، ثٍ َٕدَويٌ ؿٖجبويٌ ٙيٌ ٔټ ډظبڃ ىٔڂَ اُ سبطَٕ ٵََىڂٓ ٕبٕبوٕبن ډٕجبٙي

 ٹٺىًٕٓ ،ٔپٓ اُ وٺًٗ . ىي ٝٶلٍ ثب وٺ٘ ثَػٖشٍ ٽىبٌٍ َبْ دبٍؽ ٍا سِئٕه ډٓ ٽىىي،دبٍؽ ٽٍ سً دَ ثچىي ي دُه إز
سبع ځٌاٍْ اٍىَٕٙ ىيڇ، ډٕشَا  ډبوىي كبڅشٓ ٽٍ ىٍ كپبٽٓ ٕىڂٓ  ٍا وٚبن ډٓ ىَي ٽٍ ٍيْ ٙپًٵٍ ْ وٕچًٵَ أٖشبىٌ، 

 .إز (٥بٷ ثٖشبن، ٕبٕبوٕبن)ٍيْ وٕچًٵَ أٖشبىٌ 

梨形壶 

圆锥体水壶，壶身似梨，圆颈鼓腹，带壶把，把上有指托，这种壶在萨珊设计中历
史悠久。这一设计后来又出现在伊斯兰艺术、中国艺术和印度艺术中。并在 7 世
纪后期的唐朝得到进一步发展，当时唐三彩冥器盛行一时（图 64.E）（杜兰特，
1976）。在印度，同一形状的容器可能用于盛装葬礼上的玫瑰水（图 64.F）。 

在另一个例子中(图 64.A)，来自中国的梨形壶，壶身扁圆，壶身上部有把手与凤首
相连，凤首所遮挡的把手盲区上有一凸起，这是文化影响的另一个例子。这种壶有
倒八字高足，两侧均饰有大块浮雕。一侧为一只凤凰立于莲花之上，正是萨珊波斯
皇帝阿达希尔二世摩崖石刻上密特拉站在莲花的姿势（塔克·博斯坦，萨珊）。 

Pear-shaped jugs 
Pear-shaped conical jugs with handles, a long, cylindrical neck with thumb-rests 

attached have a long history in Sasanian design. It appears later in Islamic, Chinese, and 

Indian art. It evolved in China during the late seventh century Tang Dynasty, when 

Sancai funerary wares were popular (Fig. 64. E) (Durant, 1976). In India vessels of this 

shape were probably used to carry rosewater during funeral ceremony (Fig. 64.F).  

In another instance (Fig. 64.A) a Chinese flattened, pear-shaped, vessel with a blind spot 

in the shape of a phoenix head joined to the bird’s head with an arched handle to the 
upper portion of the body is another example of cultural influence. The solid foot is high 

and splayed. Two relief panels ornament the sides of the vessel. One shows a phoenix 

standing on a lotus blossom in Mithra’s pose of standing on a lotus flower in the rock 

relief of the crowning ceremony and investiture of Ardashir II (Taq Bostan, Sasanian). 
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ى٥ٍَٳ ىٔڂَ ٔټ ٙپبٍؿٓ إت ًٕاٍ سَٕ ي ثبٽمبن ىٔيٌ ډًٕٚى ٽٍ ډبوىي سَٕاوياُ اٙپبوٓ، ٔب ٙبدًٍ ىيڇ ٙبٌ ٕبٕبوٓ 
ٍا دًٙبويٌ   ٙپڄ وٺ٘ ُىٌ ٙيٌ ٍيْ ٩َٳ ځلاثٓ ٕچٖچٍ ْ سبوڀ  ثٍ ٭ٺت ؿَهٕيٌ إز ي څٮبة ٍٕ ٍوڀ ډًَٕڇ 

ډلًٞڃ ىٔڂَ . ومًوٍ َبٔٓ اُ ٥َاكٓ ډٚبثٍ ٍا ډٓ سًان ثب دبٍؽ َبْ ٽٚٴ ٙيٌ ىٍ ځٕلان ي ٹِئه ډٺبٍٖٔ ٽَى. إز
 ٽٍ َٕ ثب اثُز اّىَب، ځَىوٍ ي ثين ثبٍٔټ آن ٍا سٚپٕڄ ډٓ ىَي ٽٍ ډٓ ثبٙي( A.62سًَٞٔ)دبٍؽ ثٍ ٙپڄ َٕ اّىَب 

- وٺًٗ ٕىشٓ َٙٷ ي ٱَة- أه ٙٓ ډؼچڄ، ثب سَٽٕت ٔټ اّىَبْ ؿٕىٓ ي إت ثبڅياٍ دبٍٕٓ. ثب ىٕشٍ اىاډٍ ډٓ ٔبثي
، اځَؿٍ سًٍٞ ډٓ ډٓ ثبٙي أه ډلًٞڃ ډَث٣ً ثٍ ىيٌٍ آًٙٽب  . ٥َاكٓ ډىشٺڄ ډٓ ٽىيس٤ًٕكٔ ٹيٍر ي اوَّْ ٍا 

وٺٌَ ْ ٕبٕبوٓ اڅُبڇ ځَٵشٍ  ؿٕه ثبٙي، اډب اُ دبٍؽ َبْ ٥لا ي  (907 - 618كييى )ٙي ٽٍ ډىٚب آن اُ ٕچٖچٍ سبوڀ 
 دوشٍ ٙيٌ "ٕٶٕي-آثٓ"دبٍؽ ثب َٕ ٹٺىًٓ ومًوٍ اْ ٵًٷ اڅٮبىٌ اُ َٕاډٕټ  ډٓ ثٕىٕڈ ىٍ ډلًٞڅٓ ډٚبثٍ، . ٙيٌ إز

  .ډَٕٕي ( ثٮي اُ ډٕلاى907-618) ٹيډز آن ثٍ ٕچٖچٍ سبوڀ   إز ٽٍ ىٍ ىډبْ ثبلا
 .  ثب ٔټ وڂبٌ ډٓ سًان ٙجبَز َبْ ُٔبىْ ثٕه ٥َف َبْ َىيْ ي ؿٕىٓ ي أَاوٓ ډٚبَيٌ ٽَى

另一侧为一骑士策马而行，回身射箭，正是经典的“帕提亚回马箭”，又称萨珊国王
沙普尔二世箭术。标准的唐三彩中，釉料应当涂满器皿，它是出现在唐朝的梨形壶。
类似设计可以与在基兰和加兹温省发现的水壶作比较。另一艺术品为龙首瓶（图
62.A），以龙首为流，龙身细长为柄。这一华丽的器物，集合了东西方的传统图
案——中国龙和波斯飞马，其设计传达出力量感和能量。这一器物与印度阿育王时
期有关，长久以来，人们一直认为它起源于中国唐朝（公元 618-907 年），实际
上这一设计受萨珊金银壶启发。在类似器物中，起源于唐朝的青花瓷凤首壶就是一
个很好的例子。 

我们可以看到印度、中国和波斯设计间的诸多相似之处。 

The reverse displays a horsed hunter, with bows and arrows, turning in the classic 

“Parthian Shot” or “Shapur II, Sasanian King” pose. Standard Tang Sancai glaze covers 
the vessel. It appears on a Tang Dynasty pear-shaped vessel. These instances of similar 

design can be compared to ewers discovered in Gilan and Qazvin. Dragon Headed Vases 

(Fig. 62.A) with a stately dragon's head forming the spout and its slender body is 

extended as the handle are other examples. This magnificent object which combines a 

Chinese dragon and a Persian Pegasus- traditional motifs of east and west-conveys a 

sense of power and energy through design. This product is related to the Asuka period 

although it had been thought to originate in Tang Dynasty (618-c. 907) China. This could 

have been inspired by gold and silver ewers from Sasanian culture. A similar product a 

phoenix-headed ewer is a terrific example of "blue-white" high-fire ceramic which dates 

to the Tang Dynasty (618-907 CE).  

One sees many similarities between Indian, Chinese and Persian designs. 
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ٔټ ډٺبٍٖٔ وٚبن ډٕيَيٽٍ ٙپڄ دبٍؽ اُ ٵچِٽبٍْ ٕبٕبوٓ ځَٵشٍ ٙيٌ إز ٽٍ سإطَٕ سؼبٍر ىٍ اډشياى ػبىٌ اثَٔٚڈ 
َمـىٕه ډٓ سًان أه ٙجبَز َب ٍا ىٍ دبٍؿٓ ٽٍ ثٍ  (.1985؛ ډَٕٖ، ٽًَٕڃ ي ډبىع، 1988آًٍْ،)ٍا وٚبن ډٓ ىَي 

ٙپڄ ځلاثٓ ٍٔوشٍ ځَْ ٙيٌ، ثب ىَبوٍ اْ ثٍ ٙپڄ وٕڈ ٽٌَ ي ىٕشٍ ْ ځٌَ ىاٍ ٽٍ ىٍ څجٍ ْ ىٕشٍ ٙپچٓ ډبوىي ډبٍ ٔب 
 ىٍ ومًوٍ اْ ىٔڂَ، دبٍؽ ثَوِْ ٹبڅجَِْٔ ٙيٌ ْ دبٍٕٓ، ډَث٣ً ثٍ ٕچٖچٍ  (.B.63سًَٞٔ  )اّىَب ىاٍى، ډٚبَيٌ ٽَى 
 ىٕشٍ اْ ثب سپٍٕ ځبٌ ٖٙز ي ثيوٍ اْ ثب  ، ىاٍاْ دبٍٔ ْ ډوَي٥ٓ،(A.63سًَٞٔ  ) 12 ٔب 11ْ ٱِؤًبن، كييى ٹَن 

ډظبڅٓ ىٔڂَ دبٍؽ ٍٕٙٚ اْ ځلاثٓ ډبوىي،  . ځَىوٍ اْ ثٍ ٙپڄ َٕ ثِ ٽًَٓ ډٓ ثبٙي َىيٍٕ ي ځچىٺ٘ َبْ ٕبٕبوٓ ي 
 كًٕان ي   ٙپڄ َبْ َىيٕٓ،يډٮمًڃ ٕبٕبوٓ  ٽٍ  وٺ٘ َبْ سِٕٔىٓ  ( B.64سًَٞٔ  )ٽٍ ىٍ ډَٞ ٽٚٴ ٙيٌ إز 

ډٕشًان سبطَٕ ٥َاكٓ ٕبٕبوٓ ٍا . ٥َاكبن ډَْٞ، اُ ٥َف َبْ ٕبٕبوٓ وِٕ اڅُبڇ ځَٵشٍ اوي. ىٍ ٦ٕق هًى ىاٍىٍاځچياٍ 
؛ ٽًَٕڃ، 1988آًٍْ، )  (A.167 ي B.166سًَٞٔ  َبْ ) ومًىډَٞ ډٚبَيٌ   ىيٍان إلاډٓ ىٍ ٥َاكٓ ډلًٞڃ ىٍ 

1985). 

比较表明，这种壶型源于萨珊金属器皿，表明了丝绸之路贸易的影响（Azari，
1988； Maser，Carswell 和 Mudge，1985）。我们也可以在铸青铜壶的梨形壶身、
底座、半球形壶嘴和带指托的把手上找到相似点，把手常为蛇形或龙形，蛇嘴或龙
嘴张开；在另一个例子里，来自公元 11-12 世纪伽色尼王朝的铸青铜水壶（图 63. 

A.），锥形底座，壶把带拇指托。壶身饰萨珊风格几何和花卉图案，壶流为山羊首
形状。 

另一个例子是在埃及发现的梨形玻璃壶（图 64.B）。壶身饰典型的萨珊风格几何、
动物和花卉图案。埃及设计师也从萨珊设计中汲取了灵感。在图 166.B 和 167.A

中，可以看到萨珊设计对埃及伊斯兰产品设计的影响（Azari，1988； Carswell，
1985）。 

This ewer shape derives from Sasanian metalwork which evidences the impact of trade 

along the Silk Road (Azari, 1988; and Maser, Carswell, and Mudge, 1985). The 

similarities in the cast bronze ewer with pear form body, pedestal base, hemispherical 

mouth and handle with knops which on the rim of handle has shape like snake or 

dragon (Fig. 63.B) with open mouth, and in another case, a cast Persian bronze jug, 

belonging to the Ghaznavid dynasty, circa 11th-12th century CE.(Fig. 63. A.) has conical 

base, handle with thumb-rest, its body with geometric and floral Sasanian decorative 

pattern.  It also has the spout in the form of an ibex head.  

A pear-shaped glass jug discovered in Egypt (Fig. 64.B) has the typical surface geometric, 

animal, and floral Sasanian decorative patterns on the surface. This Egyptian designer 

derived inspiration from the Sasanian design. One can see the effect of Sasanian design 

on Islamic product design of Egypt in figures 166.B and 167. A (Azari, 1988; and Carswell, 

1985). 
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Figure 61. A. Sasanian jug, sixth century CE.; B. Jug found in the cargo of Black Stone (Belitung) shipwreck, ninth century 

CE.; C. Ewer with a feline-shaped handle, Early seventh century CE. Sasanian, Iran, The Metropolitan Museum of Art, 

(1947)47.100.90; D. A black burnished pottery ‘PHOENIX-HEAD’ ewer, Tang Dynasty, 618–907 CE. 

 

Figure 62. A. Dragon head water jug copper casting gold and silver plated, seventh century CE. Fallon Temple Jingna 

Treasures, Tokyo National Museum Collection; B. Gilded silver ewer with dancing women, Sasanian period, fifth - sixth 

century CE.; C. Jug, from Sunken Ship, Tang dynasty, China; D. Phoenix-headed ewer, China.  

 

Figure 63. A. Cast Persian 

bronze Zoomorphic ewer; B. 

Post-Sasanian period, circa 

third - fourth century CE.; C. 

Jug found in the cargo of 

Black Stone (Belitung) 

shipwreck, ninth century CE.; 

D. Ewer, Louvre MAO. 
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Figure 64. A. Phoenix-headed ewer, seventh–first half of the eighth century CE. Tang Dynasty, China, The Metropolitan 

Museum of Art, (1991)91.253.4; B. Rock crystal ewer, eleventh century CE. Egypt, Victoria and Albert Museum, 7904-

1862; C.  Jug, seventh - tenth century CE. Tang Dynasty, China, Collection Calmann, 05-01-01/61; D. Eastern glass Jug with 

handle, eighth century CE. Tang Dynasty, Shoso-in, Nara, The Imperial Household Agency; E. Ewer, late seventh century 

CE. Tang dynasty, Chinese, The Metropolitan Museum of Art, (1997)1997.1.2; F. Lobed vessel, ninetieth century CE. 

Gujarat, India, The Trustees of the British Museum, 2011,3014.45. 

 

Figure 65. A.  Ewer 

with dancing females 

within arcades, sixth-

seventh century CE. 

Sasanian, Iran, The 

Metropolitan Museum 

of Art, (1967)67.10a, b; 

B. Pewter ewer, sixth 

century CE. Sasanian, 

Iran, The Metropolitan 

Museum of Art, (1972) 

72.6.1; C. Ewer, third - 

seventh century CE. 

Sasanian, Iran, The 

Metropolitan Museum 

of Art, (1988) 

88.102.22. D.  Ewer 

with protruding lip, 

eighth century CE. 

Attributed to Iran, The 

Metropolitan Museum 

of Art, (1978)78.549.1. 
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Figure 66. A. Chinese blue glazed phoenix head dragon handle pot with Sasanian ancient design, China, The palace 

museum; B. Chinese white porcelain phoenix with Sasanian ancient design, China; C. Chinese three-color decal phoenix 

with Sasanian ancient design, China; D and E. Sasanian ewers; F. Sasanian ewer, the Hu bottle from the tomb of Li Xian of 

North Zhou in Ningxia Guyuan. 
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 ة ىاٍڅًٵَډُبْ 

ٵَڇ .  ثٍ ثبلاسَٔه كي إشٶبىٌ ٍٕٕي  ىٍ ُډبن ٕبٕبوٕبن، ٱبُ ٙي يآإشٶبىٌ اُ ٙپڄ َبْ څًة ىاٍ ىٍ ُډبن اٙپبوٕبن 
 ايڃ ىٍ وٺ٘ ٦ٕلٓ  :ٽٍ ثٍ ىي ٍيٗ ډًٍى إشٶبىٌ ٹَاٍ ډٓ ځَٵشٍ إز څًة ىاٍ وٚبن ىَىيٌ ٔټ ٍٙشٍ ٽًٌ إز 

أه دبٍؽ اىاډٍ وٺًٗ اٙپبوٓ ي ٕبٕبوٓ ٍا . ډظبڅٓ ٍا اٍائٍ ډٓ ىَي (A.75سًَٞٔ  )وٚبن ىَىيٌ ْ ٍٙشٍ ٽًٌ ثًىٌ ٽٍ 
اٙپبڃ څًة ىاٍ ٽًٌ َب ٍا وٚبن ډٓ ىَي ي ه٣ً٦ ٭مًىْ ثٍ ٙپڄ . ىٍ اياهَ ىيٌٍ ٕبٕبوٕبن ىٍ أَان وٚبن ډٓ ىَي

وٺًٗ سپَاٍ  ٕجټ ٵٕڂًٍاڃ ثٍ ًٌٕٙ ٍي ثٍ ٍٙي،  اوشٺبڃ اُ  سَٽٕت ٽچٓ ي وٺًٗ آن،  .ډٕجبٙىياكشمبلاً ځٕبَبن  ػًاوٍ 
ٵَڇ أه ىٕشٍ ډبوىي ٔټ ځَثٍ ثب ثين ٽٕٚيٌ ٙيٌ إز ٽٍ ثٍ َٕ ىي دَويٌ ٽٍ ىٍ . ًٙويٌ ٍٔشمٕټ ٍا وٚبن ډٓ ىَي

 ډٓ ثبٙي ډًٍى ىيڇ ٔټ ٥َف څًة ىاٍ  . وڂبٌ ډٓ ٽىي، اوڂبٍ ٹٞي دَٗ ىاٍى څجٍ ْ ٩َٳ ثٍ سًَٞٔ ٽٕٚيٌ ٙيٌ اوي
 ٥َاكٓ ٩َيٳ څًة ىاٍ ثٍ َىي ي ؿٕه  ثٮياً،. (A.71سًَٞٔ) ٽٍ ٍيْ كؼڈ ي ا٥َاٳ څجٍ َبْ ٽبٍٕ أؼبى ٙيٌ إز

 (. E ي B ، C ، D. 75 ؛ F ي B ، C ، D. 71سًَٞٔ  ) ٌ إزٍٕٕي

莲瓣纹 

瓣状在设计器皿中的应用始自帕提亚时代，于萨珊王朝时代达到鼎盛。瓣状代表山
脉。这一图案有两种用法：一种做器物表面图饰，代表山脉，如图 75.A 所示，图
中的水壶表明伊朗后萨珊时代的设计延续了帕提亚人和萨珊人的图案。瓣状代表山
脉，竖线顶部有芽形图案可能代表植物。它的整体构图和图案展现了品味的变化，
从具象化的风格到规律的图案重复。这只水壶的把手像一只细长的猫，盯着器皿边
缘描绘的两鸟的头部，似要立扑。另一种是器体及器口分曲瓣状（图 71.A）。后
来，瓣状设计传到了印度和中国（图 71. B，C，D 和 F；以及 75. B，C，D 和
E）。 

Lobed forms 
Lobed design ware was first used in the Parthian era. During the Sasanian era it reached 

its greatest use. It represents a mountain range and was used in two ways: first, as a 

surface pattern featuring a mountain range. Fig. 75.A is an example. Ewers continued 

Parthian and Sasanian forms use during late Sasanian era Iran. The lobed forms 

represent mountains and the vertical lines surmounted by bud like shapes probably 

depict vegetation. Its overall composition and motifs show a transition from figural style 

to a growing taste for rhythmic repeating patterns. The handle is shaped like a large 

pouncing cat peering at two birds on the rim of the vessel. The second is a lobed design 

created on volume and around bowl rims (Fig. 71.A). Later, lobed vessel design reached 

India and China (Figs. 71. B,C,D, and F; and 75. B, C, D and E). 
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 ٽٍ سجئڄ ثٍ ػَٔبن ثٍِځشَْ ثَاْ إشٶبىٌ ىٍ ٽًٌٍ ؿبوڂٚب ثًىٌ ئًٓٙاَي وٚبن ىَىيٌ ځٖشَٗ أه ٵَڇ اُ َٕډىٚب
ىٍ ٥ًڃ ػبىٌ ْ  ٽٍ  أه ٙبَي ىٔڂَْ اُ ٔټ ٥َف إز ٽٍ  ( B.67سًَٞٔ ) ٌ إز سبوڀ ٙي ىٍ اياهَ اډذَا٥ًٍْ

. (2015؛ ي ٽٕپًىا، 2017؛ ين ٵَٕـز، 2015؛ آثبٔٓ ي ػٮٶَوٕب، 1974وَٞ، ) اثَٔٚڈ ځٖشَٗ ٔبٵشٍ إز

有证据表明，其瓣叶逐渐变大，到了唐朝末期（图 67.B），在长沙窑中的瓣纹的
影响已从涓涓细变成大大的溪流。这进一步证明了设计随着丝绸之路得到了更广泛
的传播。（Nasr，1974；Abaei 和 Jaafarnia，2015； Von Ferscht，2017；
Kaikodo，2015）。 

 Evidence showing the limited use of the form which later became much as it was used 

at the Changsha Kiln at the end of the Tang Empire (Fig. 67.B). This tends to prove that 

the design traveled along the Silk Road trade (Nasr, 1974; Abaei, and Jaafarnia, 2015; 

Von Ferscht, 2017; and Kaikodo, 2015). 

 

Figure 67. A. Lobed silver cup, Sasanian products, seventh century CE. Shoso-in, Nara, The Imperial Household Agency; B. 

Lobed Changsha ware with Sasanian ancient design, Late ninth century CE. China, Tang Dynasty, Stoneware, molded and 

glazed, Hunan Provincial Museum, Changsha.  
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Figure 68. A. Green glass lobed-cup, Sasanian, seventh century CE. Shoso-in, Nara, The Imperial Household Agency; B. The 

lobed Sasanian silver bowl; C. Lobed silver cups, Sasanian, seventh century CE. 

 

Figure 69. Lobed elliptical parcel-gilt silver cup with Sasanian ancient design, Tang dynasty, ninth century CE. 

 

Figure 70. A. Lobed elliptical silver footed dish, late Tang dynasty, eighth -ninth century CE. after Bo Gyllensvärd, Chinese 

Gold and Silver in the Carl Kempe Collection, Stockholm, 1953; B. Ding ware lobed elliptical cup, excavated from the tomb 

of Qian Kuan dated to 900 CE., Hangzhou, Zhejiang province, after Zhang Bai, ed., Zhongguo chutu ciqi quanji, vol. 9 

(Zhejiang), Beijing, 2008; C. Chinese lobed elliptical cup, Shaanxi History Museum, Xian, China; D. Bowl, seventeenth 

century CE. Mughal period, India, The Metropolitan Museum of Art. 
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Figure 71. A.  Lobed gold bowl, fifth-sixth century CE. Sasanian, The State Hermitage Museum, Z-525; B. Lobed Changsha 

ware, Late ninth century CE. China, Tang Dynasty, Hunan Provincial Museum, Changsha; C. Cup with figures in a 

landscape, ninth century CE. China, The Metropolitan Museum of Art, (1921)21.46; D. Lobed silver pedestal bowl, 

nineteenth century CE. India; E. Lobed bowl, sixteenth century CE. Gujarat, India, The Ashmolean Museum, EA1998.1.  

 

Figure 72. Lobed bowl, ca. sixth – seventh century CE. Iran, Sasanian, The Metropolitan Museum of Art, 1992.233. 

Figure 73. A. Lobed dish, ninth century CE. Abbasid dynasty, The Trustees of the British Museum; B. Lobed cup, Early 

ninth century CE. Abbasid dynasty, The Trustees of the British Museum; C. Lobed bowl, eighth–ninth century CE. 

Attributed to Iran, The Metropolitan Museum of Art, 1970.20. 
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Figure 74. A. Changsha ware; B. Changsha ware, End of Tang dynasty; C. Chinese Sancai-Glazed pottery dish, Tang 

Dynasty, Gibson Antiques. 

Figure 75. A. Ewer with a feline-shaped handle, early seventh century CE. Sasanian, Iran, The Metropolitan Museum of 

Art, (1947)47.100.90; B. Changsha ware with Sasanian ancient design, ninth century CE. Tang Dynasty, Changsha, China; 

C, D, and E. Changsha wares, late ninth century CE. Tang Dynasty, private collection of Mr. Lin An, Changsha, China.       
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Figure 76. Changsha ceramic wares showing a mountain 

range, eight-eleventh century CE. China. 
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 ٩َيٳ ثٍ ٍوڀ وٺٌَ ي ٥لا
اُ ٩َيٳ ٥لأٓ ي وٺٌَ اْ إشٶبىٌ  ډٕوًإشىي  ٭جبٕٕبن  ىٍ ُډبن ىٔڂَ أه إز ٽٍ ډَىڇ ٭بىْ ياٹٮٕز ٹبثڄ سًػٍ

٥َاكبن ؿٕىٓ ثب ىٍ و٪َ ځَٵشه أه . ٽىىي، َُٔا ٵٺ٤ هبوًاىٌ َبْ ٕچ٦ىشٓ سًاوبٔٓ إشٶبىٌ اُ أه و٫ً ٩َيٳ ٍا ىاٙشىي
وٚبن ىَىيٌ وٺٌَ ٍوڀ آډِْٕ  (هبٽٖشَْ ٍيٙه)ياٹٮٕز، ٕٶبڃ َب ٍا ثب إشٶبىٌ اُ ٍوڀ ٍُى وٚبن ىَىيٌ ٥لا ي ٕٶٕي

ىٍ كٕه  .  هَٔياٍْ ٽَىوي  ي وٺٌَ اْ ٍوڀ ٥لأٓ ٩َيٳ ثٍ  ٍٓ دبډَىڇ   ىڅٕڄ ىٍ وُبٔز   ٙبٔي ثٍ َمٕه .ٽَىوي
 كٶبٍْ ٙيٌ   ؿبوڂٚب  ٽ٩ًٌٍَيٳ   اُ ٹ٦ٮبر أه و٫ً ثٖٕبٍْ ، هچٕغ ٵبٍٓ كٶبٍْ ىٍ ډل٥ًٍ ثبٕشبوٓ َٕٕاٳ ىٍ 

 .(2010څٓ، ) إز

金银彩器 

另一个值得注意的事实是，虽然那个时侯普通百姓都想用金器和银器，但是只有王
室才能用得起金银器。中国设计师将这一点牢记于心，于是给陶瓷上色，他们用黄
色代表金色，用近乎白色的浅灰色替代银色。也许正因如此，最后波斯人购买了金
色和银色的陶瓷。在发掘波斯湾尸罗夫古遗址期间，就出土了大量长沙窑烧制的类
似金银器的陶瓷（李，2010）。 

 

Gold and silver-colored vessels 
The less wealthy during this time wanted to be seen using golden and silver vessels 

usually only affordable to the Royal families. Chinese designers noting this produced 

colored ceramics. Yellow color representing gold and white or light gray representing 

silver. Persians ultimately also purchased golden and silver-colored wares. During 

excavation at the ancient site of Siraf in Persian Gulf, many pieces of these kinds of 

Changsha Kiln wares were excavated (Li, 2010).  

 

 

Figure 77. Yellow and white products. 
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Figure 78. Similarity between vessel with gold on the left side and pretend gold expression on the right. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 79. Similarity between vessel 

made of silver and pretend silver. 
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كٶب٩ز ٽىىيٌ آثٓ اُ ؿٚڈ ُهڈ، ٍوڀ آثٓ ي ډٖبئڄ ٵىٓ  
 "ؿٚڈ و٪َ" ٭چًڇ ٱَٔجٍ ىٍ ٥َاكٓ ډلًٞلار إشٶبىٌ ٙيٌ  وٺُٚبْ ػبىئٓ ٽٍ ثَ إبٓ ٵبٽشًٍ ٔپٓ ىٔڂَ اُ أه 

ثٍ ٙپڄ ؿٚڈ اډب ىٍ ٍوڀ آثٓ إز ٽٍ ډٓ سًان   ثٖٕبٍ ٹيٍسمىيْ ثب ٥َاكٓ ٙجٍٕٵ٪شٓډٓ ثبٙي ٽٍ ومبى ٕىشٓ ډلب
اوَّْ ډىٶٓ  ثٍ ډى٪ًٍ ډىلَٳ ٽَىن  ىاهڄ هبوٍ  هبٍع ٔب  كًٕاوبر،  ثَاْ وًُاىان،  كٶب٩ز ٙوٞٓ،  اُ آن ثَاْ 
 وٚبن   ٩َيٳ َٕاډٕټ ؿبوڂٚب ي ٔب ثَ ٍيْ  سِئٕىبر ډٌَُ ٍٕٙٚ اْ ٕبٕبوٕبن   ىٍ ي٤ٕ سًَٞٔ آن . إشٶبىٌ ٽَى

ٽىشَڃ إٕٓت ٔب ثيٙبوٖٓ   ٵََىڀ َب ٹبىٍ ثٍ   ثٖٕبٍْ اُ أه ؿٚڈ آثٓ ثٍ ا٭شٺبى .  ٔټ ؿٚڈ ډَاٹت إز ىَىيٌ
ي ىٍ اهشٕبٍ  ٙيٌ إز   ٵَىْ َيأز  ثٍ ٥َٳ (كٖبىر ٔب ىيٕز وياٙشه) ٦ٕٙبوٓ ثَهٓ  ٥َٳ وڂبٌ اُ  إز ٽٍ
ٍيْ ٩َيٳ  اكشمبلا ىٍ أىؼب وٺًٗ إشٶبىٌ ٙيٌ  .  ٍا اوؼبڇ ىَي أه ٽبٍ  ډٓ سًاوي   ثب أه ٥َاكٓ ډلًٞڃ ىاٙشه 

ٽجبڅز ٔټ ٭ىَٕٞٙمٕبٔٓ .َٕاډٕټ ؿبوڂٚب اُىٽًٍإًٕن ډٌَُ ٍٕٙٚ اْ ٕبٕبوٕبن ٔبٵز ٙيٌ ىٍ ؿبوڂٚب آډيٌ إز
ٍوڂياوٍ َبْ ډًٍى  ٍوڀ آثٓ ٽجبڅز ي إمبڅز اُٽٍ ځِاٍٗ ٙيٌ إز . ٩َيٳ ٍوڀ آثٓ ډٕجوٚي إز ٽٍ ثٍ څٮبة

 (.1988ٵٕشٔ َبٷ، )ثًىٌ إز إشٶبىٌ دبٍٕٕبن ىٍ سٞبئَ وٺبٙٓ ٙيٌ ٔب وٺبٙٓ َبْ ىًٔاٍْ 

邪眼，波斯钴，蓝色与技术问题 

 “邪眼”是依据神秘学因素设计，并应用于产品设计的魔法符号之一，它是一种传统
的强大保护力的象征，状似人眼，但为蓝色。“邪眼”可以保平安，保护婴儿、动物、
家宅内外，以转移负能量。这种代表着悉心守护的符号常被描绘在萨珊玻璃珠的中
央或者长沙窑上。许多文化相信，一个人由于嫉妒或厌恶而产生的恶念会给他人带
来灾祸或不幸，而蓝眼可以挡灾消厄，带有邪眼的东西也可以做到。长沙窑上的蓝
眼可能就源于发现在长沙的萨珊玻璃珠上的装饰。产自波斯的钴是一种化学元素，
为陶瓷上蓝色釉彩。据说波斯插图手稿或者壁画使用的颜料中就有钴蓝和深蓝
（FitzHugh, 1988）。 

Protective blue evil eye, blue color and technical issues 
The “Evil Eye” is a magical sign based on occult sciences and used on products. It is a 

very powerful traditional protective symbol, colored blue. It can be used for personal 

protection, for babies, animals, outside or inside the house in order to deflect negative 

energy. Its central location on Sasanian glass beads or Changsha ceramic wares 

represents a watchful eye. Many cultures believe it to control the damage or bad luck 

directed towards someone by the evil view of some due to jealousy or dislike. Having a 

product with this design can be effective. Here it is likely that the pattern on Changsha 

ceramic ware comes from Sasanian glass beads discovered in Changsha. Persian Cobalt 

is a chemical element that results in blue glaze ware. Cobalt blue and Smalt have both 

been detected in the pigments used in Persian manuscript illustrations and wall 

paintings (FitzHugh, 1988). 
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ثَاْ أه ډى٪ًٍ . څٮبة َبْ َٕاډٕپٓ آثٓ ٍوڀ ثب ٽجبڅز اُ ٔټ ډى٦ٺٍ ػٲَاٵٕبٔٓ ځٖشَىٌ ىٍ أَان ٙىبٕبٔٓ ٙيٌ اوي
 ايڅٕه ٙٓ ٙىبهشٍ ٙيٌ كبيْ  . ي أه ٽبٍ ٹيډز ٥ًلاوٓ ىٍ إٕٓب ىاٍى  ٽجبڅز إشٶبىٌ ٙيٌ إز اُ سَٽٕجبر ډوشچٴ

ىٍ ػىًة ثٕه اڅىَُٔه إز   ٹجڄ اُ ډٕلاى اُ ٕبٔز أٍيي، 2000 ٽٍ ډَث٣ً ثٍ ثًىٌ ٽجبڅز، ٔټ سًىٌ ٍٕٙٚ اْ آثٓ 
ٕٶبڅڂَان ؿٕىٓ أه ٍيٗ ٍا اُ دبٍٕٕبن اٹشجبٓ ٽَىوي ٽٍ ٙبډڄ وٺبٙٓ ٥َف َبْ آوُب ډٖشٺٕمبً ٍيْ  (. 1956ځبٍوَ، )

 . ٌ إز ثًى ډٮَٟ ٙٮچٍ ځٌاٙشه  ٹجڄ اُ ىٍ   ٙٶبٳ  څٮبة ٕذٔ دًٙبوين آوُب ثب ثيوٍ ٕٶبڅٓ ٔب ٱ٥ًٍ يٍ ٽَىن ي 
 ٍا وِٕ اُ   وٺبٙٓ َُٔ څٮبة  أيٌ  ثچپٍ اكشمبلاًٵشٍ،  ٍا اُ أَان ځَ  ٍوڀ آثٓ  أيٌ إشٶبىٌ اُ  وٍ سىُب ؿٕىٓ َب ثىبثَأه

 (.2007؛ دَٓ سٓ يْ، 2010ياسًٖن، )دبٍٕٕبن ځَٵشٍ اوي 

伊朗多地都发现了各种钴蓝釉彩陶瓷，当时为了制瓷使用了各种钴化合物。钴的使
用在亚洲历史悠久。已知最早的含钴物品是来自美索不达米亚南部的埃里杜遗址的
蓝色玻璃，可追溯至公元前 2000 年（加纳，1956）。中国陶艺家从波斯人那里获
得了这项技术，包括直接在陶坯上作画，或着用水浸染色然后在烧制前覆以透明釉
彩。因此，中国不仅从波斯获得了使用蓝色釉彩的灵感，更是获得了釉下彩的制作
技法（Watson，2010；PressTV，2007）。 

Cobalt-based blue ceramic glazes have a wide geographical distribution in Iran. Various 

cobalt compounds were used for this purpose. It has a long history in Asia. The earliest 

known use is in a blue glass lump dated to about 2000 BCE. from Eridu, in southern 

Mesopotamia (Garner, 1956). Chinese Potters got this technique from Persia which 

included painting the designs directly on the clay body or dip coating and then covering 

them with a transparent glaze before firing. The Chinese obtained the idea of using blue 

color from Persia and most likely they derived the idea of underglaze painting from 

Persia (Watson, 2010, and PressTV, 2007).       

 

 

Figure 80. A. Persian cobalt on products, Abbasid Dynasty; B. Persian cobalt used on Chinese ceramic, ninth century CE. 

Belitung, the Blackstone ship wreck; C. Changsha ceramic ware with blue, eight-eleventh century CE. China. 
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Figure 81. A. Blue glass bead with geometric pattern, and protective blue evil eye design, Parthian or Sasanian. 221 BCE.- 

475 CE. Discovered in Fuxing Street in Changsha, China, By Changsha Cultural Relic and Archaeology Research Institute in 

1994; B and C. Probably Sasanian glass beads with protective blue evil eye design, Discovered in China. 

 

Figure 82. A and B. Sasanian glass beads with protective blue evil eye design, Discovered in Changsha, China, Hunan 

Provincial Museum.  

ٽٍ ثَهٓ اُ آوُب ٍا   (1966ايىا، )َمـىٕه ىٍ هَډٌَُ َبْ اياهَ اٙپبوٓ اُ ٙمبڃ أَان ٙىبٕبٔٓ ٙيٌ إز  ٽجبڅز 
اي، )ؿٕىٓ َب ىٍ ُډبن هبويان ؿً څٮبة َبْ آثٓ ٍا ثب ٽجبڅز ٍوڀ ډٓ ٽَىوي. ىٍ ؿبوڂٚب ٽٚٴ ٽَىٌ اوي (81سًَٞٔ)

ٽجبڅز ىٍ  اډب ٙبٔي ډًٍُٚسَٔه ٽبٍثَى  ثٍ ىيٌٍ سبوڀ إز،   ٽجبڅز ؿٕىٓ ډَث٣ً  ٹئمٓ سَٔه څٮبة َبْ (. 2016
ي ډٕىڀ  ( 1979-1336 )  ىٍ ٕچٖچٍ َبْ ًٔان  ىٍ ٩َيٳ آثٓ ي ٕٶٕي آثٓ َُٔ څٮبة سِئٕه  َٕاډٕټ َبْ ؿٕىٓ، 

 (. 1956ًٔوڀ، )ثبٙي  (1344-1668)

在波斯北部的帕提斯晚期珠子中也发现了钴（Oda，1966）。长沙也有类似发现
（图 81）。周朝时期，中国人就用钴上蓝色釉彩（Ritchie，1937）。中国的钴釉
最早可追溯至唐朝（Gettens，1955），但钴在中国陶瓷上最为著名的用途可能是
在元（1279-1368 年）和明（1368-1644 年）时期青花瓷上的釉下蓝色装饰
(Young, 1956)。 

Cobalt has also been detected in late Parthian beads originating in northern Persia (Oda, 

1966). Some were (Fig. 81) discovered in Changsha (Wu, 2016). The Chinese were using 

cobalt-based blue glazes during the Chou dynasty (Ritchie, 1937). The earliest Chinese 

cobalt glazes date back to the Tang period (Gettens, 1955). Perhaps the best-known use 

in Chinese ceramics is the underglaze-blue decoration on blue-and-white ware of the 

Yuan (1279-1368) and Ming (1368-1644) dynasties (Young, 1956). 
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أه وبڇ ٙبٔي ثب سبػَ )   س٤ًٕ ؿٕىٓ َب ثٍ ؿٕه ياٍى ډٓ ٙي"دبٍٕٓ ٕچٕمبوٓ"   ثب وبڇ "ډه-لاْ-ًٕ"ډبىٌ اْ ثٍ وبڇ 
 ثٍ َىي ي 851اٵٓ اٍسجب٣ ىاٙشٍ ثبٙي، ٽٍ اَڄ ثىيٍ َٕٕاٳ ثًى، اي ثَاْ سؼبٍر ىٍ ٕبڃ َٕٕډٮَيٳ أَاوٓ ٕچٕمبن 

 Moḥammadan"   َمـىٕه ٔټ ډبىٌ ٍوڀ آډِْٕ ٽٍ ثٮ٢بً ثٍ ٥ًٍ ډجُڈ اُ ؿٕىٓ ثٍ ٭ىًان (.ؿٕه ٕٶَ ډٓ ٽَى

blue"ٍٽٍ څٮبثُبْ آثٓ  ىٍ َىي ډٚوٜ ٙيٌ إز  (. 1979يار، ) ٌ إز وِٕ ىٍ ىٕشَٓ ثًى  ٙيٌ إز   سَػم
 (. 1992؛ ٵٕشَِبٿ، 1953لاڃ، )ٽجبڅز ٍوڀ ٙيٌ إز   ثُٕبٍ ي ٽبُٕٙبْ اياهَ ډٲًڃ ثب  اُ ٽبُٕٙبْ ٹَن ٙبوِىَڈ 

ډٮمًلاً  ىٍ كبڅٓ ٽٍ آثٓ ډبٔڄ ثٍ ٕجِ ٔب ٵَٕيٌُ اْ  ٙىبٕبٔٓ ٽجبڅز ىٍ ٍٕٙٚ ي څٮبثُبْ آثٓ أَاوٓ ىٔيٌ ٙيٌ إز، 
 وِىٔټ   ٹمَٞ،  ،(1944دبلاؽ ي َمپبٍان، )ىٍ آًٍثبٔؼبن  ٥جٸ ډٺبلار ډٮيوٓ ډيٍن،  . ثٍ ىڅٕڄ يػًى ډٔ ډٓ ثبٙي

ٽٕچًډشَْ ٱَة اوبٍٻ، ٽبوٖبٍَبْ   30َُٕٙشبن َبْ ٽًؿټ ډٖپىٓ ي سڄ ډٖٓ  كييى  ي  ( 1945لاىاڇ، )ٽبٙبن 
 ثَوؼټ ىٍ  وِىٔټ سَُان ي  اډبډِاىٌ ىاييى  ډٮبىن ٽًؿپشَْ ىٍ  . ډٮين ٽجبڅز يػًى ىاٍى ٕىڀ اُ  ځٖشَىٌ اْ 

 َىي وِٕ ٔبٵز ډٓ ًٙى  ٍاػذًسبوب  ىٍ  ىٍ ډٮبىن ٽشَْ  ٕىڀ ډٮين ٽجبڅز  (.1979َبًٍٖٔن،)ثچًؿٖشبن يػًى ىاٍى 
 (.1944دبلاؽ ي َمپبٍان، )

一种叫做“苏莱曼”的材料被中国人引入到中国，这个名字可能与著名的波斯商人苏
莱曼有关。这种着色材料，中文常含糊地翻译为“穆罕默德蓝”（Watt，1979）。在
印度，16 世纪的比哈尔邦瓷砖和莫卧儿晚期瓷砖上的蓝色釉被发现是用钴着色的
（Lal，1953；FitzHugh，1992）。我们已从波斯蓝玻璃和釉料中鉴定出了钴，而
绿色和绿松石蓝则是由于铜的存在。根据现代矿物学文献记载，在阿塞拜疆
（Palache et al.，1944）、伊朗卡尚附近的卡姆萨尔（Ladame，1945）和阿纳
拉克以西约 30 公里的梅斯卡尼和泰尔梅西小镇都有大量的钴矿床，在德黑兰附近
的 Emamzada Dawood 和俾路支省的 Berenjiki（Harrison，1979）也有少量的矿
床。在印度拉吉普塔纳的凯特里矿也发现了钴矿石（Palache 等，1944）。 

The name of the material called ‘su-lai-man’ by the Chinese comes from the Persian 

‘solaymani’. It may have derived from the Persian merchant Soliman Sirafi from Siraf 

Port. He traveled to India and China for commerce in 851 CE. A coloring material 

ambiguously translated from the Chinese as “Moḥammadan blue” was also available 
(Watt, 1979). In India the blue glazes on 16th-century tiles from Bihar and on late 

Mughal tiles were cobalt based. (Lal, 1953, and FitzHugh, 1992). Cobalt is present in 

Persian blue glass and glazes. The greenish or turquoise blue is due to the presence of 

copper. There are extensive cobalt ore deposits (Palache et al., 1944), at Qamṣar, near 

Kashan (Ladame, 1945), and the small towns of Meskani and Talmesi about 30 km west 

of Anarak. There are lesser deposits at Emamzada Dawood near Tehran and Berenjiki in 

Baluchistan (Harrison, 1979). Cobalt ores are also found at the Ketri mines in Rajputana, 

India (Palache et al., 1944).  
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ًٙاَي ثٕه اڅىَُٔه ي ؿٕه كبٽٓ اُ آن إز ٽٍ أَان سب اياهَ ٹَين ي٦ٕٓ ډىج٬ اٝچٓ ٕىڀ ډٮين ٽجبڅز ىٍ ػُبن 
 (.1992ٵٕشَِبٿ، )ثبٕشبن ثًىٌ إز 

来自美索不达米亚和中国的证据表明，直到中世纪晚期，波斯一直是古代世界钴矿
石的主要原产地（FitzHugh，1992）。 

The evidence from Mesopotamia and China suggests Persia as the chief source of cobalt 

for the ancient world until the late Middle Ages (FitzHugh, 1992). 

 

Figure 83. A and B. Probably a Sasanian glass bead with protective blue evil eye design, Discovered in China. 

 

Figure 84. Changsha ceramic wares with protective blue evil eye design, eight-eleventh century CE. China.  

 

Figure 85. Contemporary blue evil eye design. 
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 ٽًٌُ َبْ ٽًؿټ ډشٞڄ ثٍ ٽًٌُ َبْ ىَبوٍ ىاٍ

  ىَبوٍ اْ اُ ثيوٍ ْ دبٍؽ ٹجڄ اُ آوپٍ ثٍ. ډٕجبٙيىاٍاْ ثيوٓ ٽَيْ، دبٍٔ كچٺٍ اْ ي څجٍ ځَى  (A.86سًَٞٔ)أه دبٍؽ 
ؿُبٍ ٽًٌُ ٽًؿپشَ ىٍ ؿُبٍ ٥َٳ ثيوٍ دبٍؽ ډشٞڄ ٙيٌ إز ٽٍ  . ٙيٌ إزًٍٝر اٵٺٓ ػچً ثٕبٔي ثب ُائٍ هبٍع 

ٍيٙٓ ٽٍ ٥َاكبن، ٽًٌُ َبْ ٽًؿپشَ ٍا ٍيْ ثيوٍ ٽًٌُ َبْ څجٍ ىاٍ ٹَاٍ ىاىٌ اوي . ٹٖمشُبٔٓ اُ دبٍؽ ٍا دَ ډٓ ٽىي
 ٽًٌُ َبْ  َمبو٦ًٍ ٽٍ ىٔيٌ ډًٕٚى، .  ثٕه ٥َاكٓ ؿٕىٓ ي ٥َاكٓ أَاوٓ يػًى ىاٍى وٚبن ډٓ ىَي ٽٍ ٙجبَز َبٔٓ

 ثَاْ ډَإڈ ډٌَجٓ ي سيٵٕه  ٩َيٳ  ػبڅت آوپٍ أه   وپشٍ ْ . څجٍ ىاٍ ؿبوڂٚب يػًى ىاٍى ٍيْ ٽًٌُ َبْ ٽًؿپشَ 
 .إشٶبىٌ ډٓ ٙيٌ إز

有口罐子上的小水罐 

（图 86.A）水罐罐体为球状，圆底圆口。一个尖尖的壶嘴从壶身上斜着出来，端
部水平延伸。壶身四面附着四个水罐状装饰，可以从四个小罐口往水罐中注水。设
计师在水罐罐体上放置小水罐的方式表明，中国设计和伊朗设计颇有相似之处。如
你所见，长沙窑水罐上也有类似的小水罐装饰。有趣的是，这些罐子通常是用于宗
教仪式和葬礼。 

Juglets on the spouted jars 
This pitcher (Fig. 86.A) is globular, with a ring base and a rounded rim. A pointed spout 

emerges from the body at an upward angle before then extending horizontally. Four 

ornamental juglets are attached. One on each of the four sides and are filling sections. 

Chinese designers placed juglets on the body of spouted jars in a manner similar to 

Iranian design. The same design of juglet attached is on Changsha spouted jugs. These 

are ritual and funerary jugs.   

 
 

 

Figure 86. A. Spouted bowl with juglets, Northern Iran, possibly from the Rudbar Valley or 

Amlash, circa 1350-800 BCE. Vessel, Ceramic, Dark orange ware, Iran; B and C. Changsha 

ceramic wares, eight-eleventh century CE. China; D. Changsha ceramic ware, eight-eleventh 

century CE. From Private Collection of Mr. Lin An, Changsha, China. 
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 ػبڇ ثٍ ٙپڄ ٙبم كًٕاوبر

 ٙبم  ٔپٓ اُ أه ډلًٞلار . اٙپبڃ كًٕاوٓ ىٍ ٥َاكٓ ډلًٞڃ ثٖٕبٍ ډًٍى إشٶبىٌ ثًىٌ إز ىٍ ىيٍان َوبډىٚٓ، 
أه . ډٓ سًاوىي َىَ َٶز َِاٍ ٕبڅٍ ْ أَاوٓ ٍا ثٍ ٍم ثپٚىي (ٍٔشًن َب)أه ٩َيٳ ثٍ ٙپڄ ٙبم . كًٕاوبر ډٓ ثبٙي

ٍٔشًن َبْ ؿٕىٓ ٽٍ . ٔټ ډَيٍ ٽچٓ اُ سبٍٔن ٥ًلاوٓ ي ځٖشَىٌ ٍٔشًن اُ ٵََىڀ َوبډىٚٓ سب اٙپبوٓ ي ٕبٕبوٓ إز
ىٍ أَان ثبٕشبن . ثٍ ٥ًٍ ٽبډڄ ٔب ثوٚٓ اُ آن ثٍ ٙپڄ كًٕان ىٍ وٖوٍ َبْ ٵچِْ، ٕىڂٓ ي َٕاډٕپٓ ٕبهشٍ ٙيٌ اوي

ىٍ ثَهٓ اُ أه ٝٶلبر وٺٌَ ي ٥لاٽبٍْ ٙيٌ ٽٍ  كًٕاوبر ٙبهياٍ، ډبوىي ځبي، ثِ، ٹًؽ ي ٱِاڃ،  . ٕبثٺٍ ٥ًلاوٓ ىاٍوي
ډؼٖمٍ ٕبُْ ثٍ ٙپڄ َبْ ډوشچٴ، أىؼب ]ثب دَيسًڇ . ٙپبٍ ٕچ٦ىشٓ ٍا وٚبن ډٓ ىَي، ثٍ ٭ىًان ٙپبٍ ٩بََ ډٓ ًٙوي

ثٍ ٙپڄ َٕ كًٕان، ٽٍ ثٍ ٙبم يٝڄ ٙيٌ ي اُ ىَبن كًٕان، څجٍ اْ سٮجٍٕ  [كًٕان، ٽٍ ثَاْ سٚوٕٜ ثٍ ٽبٍ ډٓ ٍٵز
ٔټ ډب٬ٔ هبٛ، ىٍ آن وڂُياٍْ ي ىٍ ثٮ٢ٓ  : أه و٫ً ٩َيٳ ىاٍاْ ٔټ سًَٞٔ ي ډٶًُڇ ډُڈ ډٓ ثبٙىي. ٙيٌ إز

 .ٌ إز ٽٍ هًى ىاٍاْ ثبٍ ًَىٓ ٕچ٦ىز ي ٹيٍر ثًىٌاُ ٥َف َب اُ ىَبن كًٕان وًٕٙيٌ ډٓ ٙي

兽角来通杯 

在阿契美尼德王朝时期，动物形象在产品设计中的运用风靡一时。其中之一就是来
通杯，它是伊朗 7000 年艺术的代表。本文概述了从阿契美尼德王朝时期到帕提亚
和萨珊文化里，来通杯悠久的历史。中国的来通杯通常部分或全部为动物造型，材
质有金属、石料和陶瓷等，在古波斯有着悠久的历史。角状杯上的动物，比如狮子、
牛、山羊、公羊和瞪羚，常以猎物的角色出现在描绘皇家狩猎场景的银盘或镀金盘
上。来通杯器首为动物头部，器身为小巧的角状杯，动物嘴部为出水的壶口。这类
容器上的动物本身就很强大，暗指皇室，从这些动物的嘴中流出某种特殊的液体
（可能是红酒）有着强烈的象征意味。 

 

Horn rhyton cups 
During the Achaemenid era, the use of animal forms in product design increased. One 

product is the rhyton. Rhytons have been present for seven thousand years in Iranian 

art. This gives an overview of the long and widespread history of the rhyton from the 

Achaemenid to Parthian and Sasanian culture. Chinese animal-shaped ceramic rhytons 

came in metal, stone, and ceramic versions. Typical were horned animals, such as, cows, 

goats, rams, and gazelle, which appear as quarry on some of the silver and gilt plates 

depicting a royal hunt. Theanimal-shaped protome or forepart is joined to a short horn 

and with a spout through the mouth. This vessel embodies an important image and 

concept. There is a special liquid, probably wine, was contained in and in some of them 

dispensed from the mouth of an animal that itself held powerful and royal connotations. 
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ډبوىي ومًوٍ َبْ ٹجچٓ ثبٕشبوٓ هًى ٙپڄ ٹٕٴ ډبوىي ىاٍى، اډب دَيسًڇ دَويٌ ْ  (A .90سًَٞٔ)أه ٩َٳ ٕبهز ؿٕه، 
دَيسًڇ َٕ ي دٕٚبوٓ ډًػًى . ٍا وٚبن ډٓ ىَياٵٖبوٍ اْ، ډبوىي ومًوٍ َبْ َوبډىٚٓ، دَيسًڇ َٕ ي ػچًْ سه كًٕاوبر 

 ثٍ   ي ثبڃ َبٔٓ ٽٍ ىٍ ىي ٥َٳ ثين ٙبم ډبوىي،  ٔټ دَويٌ ىاٍاْ ٙبم، ؿىڂبڃ، ډىٺبٍ ٹلاة ډبوىيي  ٽبډلاً ٍأغ إز
ٕجټ دَويٌ ْ َٕٙىاڃ، ثٕٚشَاُ ډئشَاوٍ،  ثىبثَأه ػِئٕبر ؛ډٕجبٙي٭ٺت ٽٕٚيٌ ٙيٌ ډًٕٚوي، ډٚبثٍ ٥َف َوبډىٚٓ 

ثٍ أَان ثبٕشبن اٙبٌٍ ىاٍى ي ٵبٝچٍ ٽڈ اُ دبٍٓ سب ؿٕه َمٖبٍٔ سبطَٕ ثَ وٺ٘ ثَػٖشٍ سِئٕىٓ ٥ًډبٍَب ىاٙشٍ، ٕجپٓ 
 ٭ىبَٝ  .ډىٮپٔ ٽىىيٌ َمڂَأٓ َٙٷ ي ٱَة ډٓ ثبٙي ىٍ ډؼم٫ً،  . سٍٕ ىاىٌ إز- ثٍ ٹٺىًٓ ي ډبٕټ سبئً هبٛ

سَٽٕجٓ اُ ٕجټ ٱَٕ ٹبثڄ سَىٔي ي ٹبثڄ ٙىبٕبٔٓ ډٓ ثبٙىي، اډب ًٕاڃ أه إز ٽٍ آٔب أه ٽبٍ ىٍ إٕٓبْ ډٕبوٍ س٤ًٕ 
٥َاكٓ ي ٕبهشٍ ٙيٌ، ٽٍ س٤ًٕ ٝىٮشڂَان ؿٕىٓ ثٍ َمٕه   ىٍ إٕٓبْ ډَٽِْ  ثَاْ ٕچٕٺٍ ؿٕىٓ ډَىڇ إٕٓبْ ډٕبوٍ 

ىٽًٍإًٕن ؿٕىٓ ډوچ٣ً   هًى ٍا ثب  ٽٍ ٵَڇ ٍٔشًن  إٕٓبْ ډَٽِْ،   ؿٕه س٤ًٕ  ٝىٮشڂَان  ٔب ىٍ ډى٪ًٍ ياٍى ٙيٌ
 . ٽَىٌ اوي ٥َاكٓ ي ٕبهشٍ ٙيٌ إز

图 90A 中的中国来通杯为漏斗状，形状是中式的史前饮器，但是器首为神兽，鸟
兽兽躯，类似阿契美尼德时期的设计。这个来通杯器首的兽首和前躯很常见，但是
这只神兽，头上生角，两爪抓地，尖喙如勾，背有双翼，向后从器身两侧掠过，酷
似阿契美尼德时期的设计。对于这一狮鹫兽样式的神鸟，细节更多地指向古波斯而
不是地中海地区。当时波斯与中国是一衣带水的邻国，其影响主要体现在卷轴形装
饰、凤纹、兽面纹等浮雕装饰上。总而言之，这个来通杯反映了东西方的融合。东
西方元素的混合是确凿无误，显而易见的。但问题是，这个杯子到底是谁制造的？
是中亚人在中亚制造的，目的是为了迎合中国人的口味，这个杯子可能是贡品？还
是中国工匠们出于同样目的在中国制造出来的？有没有可能是旅居中国的中亚工匠
们生产的，他们将来通杯的形状和中国装饰融为一体。 

This funnel-shaped Chinese vessel has its prehistoric drinking horn antecedents (Fig. 

90.A). The mythical bird bears similarities to Achaemenid productions and is composed 

of an animal head and forequarters termini.  

Face and forequarters appear commonly. A horned bird with grasping talons, hooked 

beak and wings that sweep back on both sides of the horn shaped body is similar to 

Achaemenid design is rare. These details of the Griffin-type bird style points to ancient 

Persia more so than the Mediterranean. Cultural influences are seen in the decorative 

relief carving of scrolls, stylized Phoenix, and Tao-tieh masks.  This is an unmistakable 

and identifiable hybrid style. The question is “Is it present due to  Central Asia and 
Central Asians for Chinese taste?”. It could have come into existence in Central Asia and 

been imported by Chinese artisans for the same purpose, or done in China by imported 

Central Asian artisans, who blended their rhyton form with Chinese décor still remains 

unanswered.  
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ىٍ ثٖٕبٍْ اُ ومًوٍ َب، ډٓ سًان أه ٩َيٳ ىاٍاْ وٺًٗ كًٕاوبر ٙبهياٍ ؿٕىٓ ٍا ډٚبَيٌ ٽَى ٽٍ ٙپڄ ٹٕٶٓ ومًوٍ 
أَان َمڂَأٓ َٙٷ ي  كٶ٨ ٽَىٌ ي ثبُسبة ىَىيٌ ْ  ٍا   ٌ ډٓ ٙي َبْ ثبٕشبوٓ ٙبم َبٔٓ ٽٍ ثَاْ وًٕٙين إشٶبىٌ

 دَيسًڇ كًٕاوبر اٵٖبوٍ اْ ډبوىي ومًوٍ َبْ  ىٍ َمٍ ومًوٍ َب،. (Bي A. 90؛ يBي A. 88؛ Bي  A. 87سًَٞٔ ) ډٓ ثبٙي
ي ىٍآطبٍ َىَْ ؿٕه ثًىٌ ي دَيسًڇ كًٕاوبر إز ٽٍ ثٓ سَىٔي وٚبن ىَىيٌ ْ ٕجټ َوبډىٚٓ  َوبډىٚٓ ثب َٕ، دبَب

  . وِٕ ثٍ ي١ًف ٹبثڄ ٙىبٕبٔٓ ډٓ ثبٙي

我们可以看到许多中国兽角杯都保留了中国的史前饮器的漏斗状器身（图 87.A 和
B；88.A 和 B；图 90.A 和 B），反映了东西方的融合。所有的例子里，神兽都有
着阿契美尼德时期的风格，有兽首、兽腿和前躯，这说明了阿契美尼德时期的风格
在中国艺术品上也显而易见。 

Many of these Chinese horned animal vessels (Figs. 87.A B; 88. A B; and 90.A B) retain 

the pre-historic funnel drinking horn funnel shape which reflects a coming together of 

East and Persia. These fantastical animals protome is like the Achaemenid relative «with 

animal head, legs and protome and reflects the style of Achaemenid seen unmistakable 

and identifiable on Chinese artworks too.  

 

 

Figure 87. A. Rare shape of the cow's horn cup with Iranian ancient design,  should be Xiangzhou kiln products, Hong 

Kong Baogang Spring Auctions; B. Rhyton with Iranian ancient design, Tang dynasty, China, 675-750 CE.  glazed 

earthenware, Royal Ontario Museum, DSC04059. 
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Figure 88. A. Cow head cup with Iranian ancient design, the British Museum; B. Horn cup with Iranian ancient design, 

Chinese artwork, private collection. 

 

Figure 89. A. Rhyton cup, fourth century CE. Sasanian period,  Smithsonian, Gift of Arthur M.Sackler S1987.33; B.  

Achaemenid rhyton cup, 550 BCE– 330 BCE. Hamadan, Iran, National Museum of Iran, (Iran Bastan Museum) Tehran; C. 

Drinking horn (rhyton), Acheamenid, probabbly sixth century BCE. The Trustees of the British Museum. 

Figure 90. A. Rhyton with bird having grasping talons and long curving horns; B. Rhyton with Iranian ancient design, 

Shaanxi History Museum, Xian, China. 
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Figure 91. A. Parthian rhyton cup; B. 

Achaemenid rhyton cup, 538-331 BCE. Seattle 

Art Museum. 
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  سِٕٔىبر ثب وٺ٘ ثَٿ َبْ ووڄ

إشٶبىٌ اُ ثَٿ ووڄ ىٍ َىَ دبٍٕٓ ٕبثٺٍ ْ ٥ًلاوٓ ىاٙشٍ؛ اُ َمٕه ٍي، وٺ٘ ثَٿ ووڄ ي ثَٿ َبْ ثٍ ٙپڄ ٹچت، 
ثبيٍ ثَ أه إز ٽٍ ووڄ هَډب ي ٙپڄ  . ٍىدبْ ٵََىڀ دبٍٕٓ ډٓ ثبٙي ډبٍٔ ْ ډُڈ ىٔڂَْ إز ٽٍ وٚبن ىَىيٌ 

ي ألاډٓ َب ىاٍى  ًٕډَٔبن  ٽٍ ٍٍٔٚ ىٍ َوبډىٕٚبن،  ؛ (1963ٙبٵَ، )ډبٍٔ َبْ ٕبٕبوٓ ثًىٌ   ػِئٓ اُ  ثَٿ ووڄ،
  (.92سًَٞٔ  )

ىٍ أه ٥َاكٓ َب .  ُٔبىْ ٙيٌ إز  ثٍ ٭ىًان ىٍهز ډٺيٓ إشٶبىٌ  ي ٕبٕبوٓ ىٍ َىَ َوبډىٚٓ اُ ىٍهز ووڄ 
ىيثَٿ ثٍ ٙپڄ ثبڃ وٚبن ىاىٌ اوي ٽٍ ىٍ ىي٥َٳ آن ىي ثِ ٔب دَويٌ ثٍ ٥ًٍ ٹَٔىٍ ٍي ثٍ   ٍا ثب  ډٮمًلا ىٍهز ووڄ

 سب ٵَى ٍا ىٍ ُويځٓ   أه و٫ً ٭لائڈ ػىجٍ ػبىئٓ ىاٙشٍ . (A.105؛ AEF.93سًَٞٔ ) َڈ أٖشبىٌ اوي  َڈ ٔب دٚز ثٍ
 . ي كٕبس٘ ډلبٵ٪ز ومبٔي

棕榈饰 

在艺术品中使用棕榈叶在波斯艺术中有着悠久的历史，因此棕榈饰，形似长矛的棕
榈叶呈扇形放射状打开的图饰，是展示波斯文化足迹的另一个重要纹样。据信，枣
椰树叶纹和棕榈树叶纹是萨珊纹样的一部分（Schafer，1963），发源于阿契美尼
德、苏美尔和埃拉米特（图 92）。 

棕榈树被广泛用作阿契美尼德和萨珊艺术中的一种圣树。在这些设计中，棕榈树上
通常有两片翅膀形状的叶子，在叶子的两侧，两只山羊或鸟对称地面对面或背对背
站立（图。105.A 和 93.AEF）。这些图案有一个神奇的作用就是，保护使用者的
生活。 

 

Palmettes  
Palm leaf designs in artwork has a long history in Persia. Palmette decoration through 

pikes (Spades) and heart-shaped leaves is another important motif showing the 

influence of Persian culture. Date palm and palmettes are components of the Sasanian 

motifs (Schafer, 1963); which had its roots in Achaemenid, Sumerian, and Elamite 

culture (Fig. 92). 

The palm tree has been widely used as a sacred tree in Achaemenid and Sasanian art. 

The palm is usually shown with two leaves arranged to resemble extended wings, one 

on each side of a pair of goats or birds that stand symmetrically facing each other or 

behind each other (Figs. 105.A and 93.F). These symbols are believed to have a magical 

aspect for protecting the life of a person.     
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، ػىًة هچٕغ ٵبٍٓ ىٍ ډى٦ٺٍ ْ  (A.93سًَٞٔ)ٕىڀ ٕجِ ي هبٽٖشَْ سَإٙيٌ ٙيٌ  اُ  ٩َيٵٓ ٽٍ  ثَاْ ډظبڃ ثٍ 
ډًٍى إشٶبىٌ ىٍ ٕبهز آوُب ىٍ  (ٽچَٔز ٔب إشبسٕز)٩َيٵٓ ٽٍ ډًاى هبڇ . أَان ٕبهشٍ ٙيٌ اوي ډٓ سًان اٙبٌٍ ٽَى

ډًاى ) ٕىڀ َبٔٓ ، ٹجڄ اُ ډٕلاى ډٓ ثبٙىي  وٕمٍ ْ َِاٌٍ ْ ًٕڇ  ډَث٣ً ثٍ ٕبٔز سذٍ ٔلٕٓ ىٍ أَان دٕيا ٙيٌ اوي
٩َيٵٓ ٽٍ ثب وٺ٘ ثَٿ ووڄ سِٕٔه ٙيٌ ثًىٌ ىٍ هبيٍ وِىٔټ . ٽٍ ىٍ سذٍ َبْ ا٥َاٳ ٹبثڄ ىٕشٕبثٓ ثًىٌ إز (هبڇ

أه . ٽٍ ٙبَي ٙپًٵبٔٓ سؼبٍر ٍاٌ ىيٍ ىٍ آن ُډبن إز ىٍ ًٍٍٕٔ سب ىٌٍ ْ ٕىي دٕيا ډٓ ٙيٌ  ىٍ ىيٍان ثبٕشبن، 
ىٍهشبن هَډب   ي   اُ ٔټ وٺ٘ ٽًٌ ډبوىي وًاٍَبْ ډشٮيى  إز ي ثٍ ٙپڄ  ٙپڄ ثچىي ثب څجٍ ْ ٭٠َٔ ٹ٦ٮٍ ىاٍاْ 

ډٮمًلاً ىٍ ىٽًٍإًٕن ىاهچٓ ي ٩َيٳ هبوٍ َبْ وؼجبْ ٕبٕبوٕبن إشٶبىٌ ډٓ ٙيٌ  سَإٙيٌ ٙيٌ ي أه وٺ٘ ي وڂبٍ 
 . إز

ثٖٕبٍْ اُ ومًوٍ َبْ كٶبٍْ ٙيٌ ىٍ هبوٍ َبْ ٽبيٗ ٙيٌ ىٍ وِىٔپٓ سٕٖٶًن، ٽبم َب ي ډٮبثي ٔب ىٍځًٍَبْ ٥جٺبر 
 ډلجًثٕز أه وٺ٘  .ٔبٵز ٙيٌ إز (ايأڄ ٕچٖچٍ ايڅٍٕ)ډمشبُ ىٍ ډَاٽِ اٝچٓ َُْٙ، اُ ػمچٍ ثٕه اڅىَُٔه ًٕډَْ 

 . ىٍ سٞبئَ ىٔيٌ ډٓ ًٙى ي ډٓ سًان سإطَٕ آن ٍا ىٍ ٱَة ي َٙٷ ډٚبَيٌ ٽَى

例如，图 93.A 中，灰绿色石材雕刻的器皿是在伊朗南部的波斯湾地区制造的。在
位于伊朗的雅亚遗址，发现了生产器皿的作坊和原材料绿泥石、滑石，可追溯至公
元前三千年中期。这些石头在附近的山上随处可见。从叙利亚到印度河流域，古代
近东各地都发现了带有棕榈纹的器皿，这证明了当时长途贸易的繁荣。棕榈纹形状
较高，呈扇形放射状，由重叠的波状图饰和枣椰树叶纹交错而成，这一纹样常用于
萨珊贵族府邸的内部装饰和家居用品。 

在泰西封附近挖掘的房屋中，宫殿和庙宇中，或是主要城市中心的贵族坟墓中，包
括苏美尔早期王朝时期的美索不达米亚，都发掘出带有棕榈纹的文物。这些图案也
证明了这一纹样的流行。我们可以看到它对西东西方的影响。 

Vessels carved of a gray-green stone (Fig. 93.A) were made in Iran’s Persian Gulf region. 

At Tepe Yahya in Iran, workshops with vessels and raw materials-chlorite or steatite-for 

their manufacture, dating to the mid-third millennium BCE have been found. The stone 

came from nearby hills. Vessels decorated with palmettes are found across the Near 

East from Syria to the Indus Valley evidencing a flourishing long-distance trade. This 

piece is tall with a flaring rim and is carved in alternating bands of overlapping 

mountains and date palm trees. This motif commonly used in interior decoration of elite 

Sasanian houses and on house wares.  

Many examples have been found in houses excavated near Ctesiphon, palaces, and 

temples or in graves of the privileged classes in major urban centers, including Early 

Dynastic Sumerian  Mesopotamia.  
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ثىبثَأه ډمپه إز ٙجٍٕ ٕبُْ اوشِا٭ٓ اُ ٙپڄ ٕبٕبوٓ ثبٙي ٽٍ ثٍ يا٦ٍٕ ْ ػبىٌ اثَٔٚڈ  ؿٕىٓ َب هَډب وياٙشىي،
ٕچٖچٍ ْ سبوڀ ياٍى ډٓ ٙيٌ  ي ىٍ ىيٍان  هَډب ډير َب ډلًٞڃ أَاوٓ ىاوٖشٍ ډٓ ٙيٌ   َُٔا  ثٍ آوُب ٍٕٕيٌ ثًىٌ

 سِٕٔىٓ ثًىٌ ٽٍ اُ وٺ٘ ثَٿ هَډب سٚپٕڄ ٙيٌ ي ٔټ ځـجَْ ډييٍ ٔټ ومًوٍ D. 96سًَٞٔ (.  1963ٙبٵَ، )إز 
ٍػٕىب ٽَاٌ ي َمپبٍاو٘ ىٍٽشبثٚبن . (101سًَٞٔ)ډىج٬ ٥َاكٓ ثَاْ اثيا٫ ثٖٕبٍْ اُ وٺًٗ ٩َيٳ ؿبوڂٚب ثًىٌ إز

أه ٥َاكٓ، ډبٍٔ ْ ٝلٍ ځٌاٍْ إز، ٽٍ  [ٽٚشٓ ٱَٷ ٙيٌ ْ ثچٕشبوڀ]  ډلمًڅٍ ْ…ىٍ ُډٕىٍ ْ "  :ډٓ ؤًٖىي
ي ٕٶبڃ َبْ ؿٕىٓ ىٍ أه ىيٌٍ   [طبٍ َىَْ ٕبٕبوٓآ ] ٍياث٤ ثٕه ىَىيٌ ْ   وٚبن…دَسىبية ٩بََ ډٓ ًٙى  ثٖٕبٍ 
 ي  ٵََىڀ ٕبٕبوٕبن ٍياث٤ ثٕه  ىٍ أه وٺ٘،   ٙجبَز أه ٙپڄ َب  (.2011ٽَاَڄ، ځبْ، ئچًٖن ي ٍاثٓ، )  ".إز

ي َمـىٕه ډىج٬ ٥َاكٓ ثَاْ ٥َاكبن  (1919لاٵَ، ) ٍا وٚبن ډٓ ىَي   ډَٖٕ ٕٶبڅٓ ىٍٔبٔٓ   اُ ٥َٔٸ ٵََىڀ ؿٕىٓ
. ډِٕان سإطَٕ ٕبٕبوٕبن ٍا وٚبن ډٓ ىَي ٍياث٤ ثٕه ٵََىڀ ٕبٕبوٕبن ي ځؼَار َىي ي  أه وٺًٗ  . َىيْ ثًىٌ إز

 .َمٕه اډَ ىٍ َىَ إلاډٓ ىٔيٌ ډٓ ًٙى ي ډِٕان سإطَٕ ٕبٕبوٕبن ٍا وٚبن ډٓ ىَي

中国没有枣椰树，所以中国的枣椰树叶纹可能是通过丝绸之路传入的萨珊纹样的抽
象化模仿，因为人们早就知道枣椰树叶纹是波斯的产物，并在唐朝时期传入中国
（Schafer，1963）。例子之一就是放射状棕榈纹组成的团花纹（图 96）。这是
许多长沙窑陶瓷纹样的设计来源（图 101）。Regina Krah 等在书里写到：“…的
背景下，黑石号沉船上的货物上，这一设计是标识性的纹样，出现的最频繁…，表
明了这一时期萨珊艺术品和中国陶瓷之间的关系 ”（Krahl、Guy、Wilson 和 Raby，
2011）。这些图案的相似性证明了这一点。这一纹样表明了萨珊文化和中国文化
通过海上陶瓷之路产生关联（Laufer，1919）。同样，这一纹样也是印度设计师
的设计来源。这一纹样同样也表明了萨珊文化和印度古吉拉特邦之间的联系，伊斯
兰文化中也是如此，可见萨珊文化影响之深。 

The Chinese did not have date palms. Their palmettes may have been attempts to 

emulate Sasanian forms with Persian characteristic products to the Tang period arrived 

via the Silk Road (Schafer, 1963). One roundel (Fig. 96. D) decoration consists of 

radiating palmettes. This was a source for generating many Changsha ware patterns 

(Figs. 101). Regina Krah, et al., write: “In the context of the … *Belitung+ cargo, this 

design is a signature motif, appearing most frequently ...[and ] showing relationship 

between [Sasanian artwork] and Chinese ceramics during this period” (Krahl, Guy, 
Wilson, and Raby, 2011).  The similarities of these figures provide proof. This motif 

suggests relations between Sasanian culture and Chinese culture via the Maritime 

Ceramic Route (Laufer, 1919). It was also a design source for Indian designers. This motif 

suggests relations between Sasanian culture and Gujarat showcasing the level of 

Sasanian influence. The same is seen in Islamic art and shows the level of Sasanian 

influence.  
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Figure 92. A. Lobed vessel with a frieze of falcons, ca. sixth– fourth century BCE. Achaemenid, Silver, The Metropolitan 

Museum of Art, (1973)73.82; B. Cylinder seal, ca. sixth– fifth century BCE. Achaemenid, Chalcedony, The Metropolitan 

Museum of Art, (1999)99.325.109;  C. Cylinder seal and modern impression, animal flanking a sacred tree, ca. eleventh – 
tenth century BCE. Iran, Luristan, Surkh, Elamite, Burnt steatite, The Metropolitan Museum of Art, (1943)43.102.38. 

 

Figure 93. A. Vase with overlapping 

pattern and three bands of palm trees, 

third millennium BCE. Persian Gulf 

region, southern Iran, The Metropolitan 

Museum of Art, 17.190.106; B. Pattern 

on Changsha ceramic wares, eight-

eleventh century CE. From Private 

Collection of Mr. Lin An, Changsha, 

China; C. Stone stamp seal bead stand 

symmetrically in both side of  date palm  

and Zoomorphic Figures, second to 

seventh century CE. Sasanian; D. 

Garment, a similar Sasanian influenced 

design, seventh - eighth CE. Coptic, 

Egypt,  Metropolitan Museum of Art; E. 

Stamp seal with goats stand 

symmetrically in both sides of date palm, second to seventh 

century CE. Sasanian; F. Stamp, animals stand symmetrically 

in both side of date palm, fifth century CE. Sasanian, The 

Metropolitan Museum of Art 62.66.19. 
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Figure 94. A. Palm trunk and leaves decoration, sixth 

century CE. Ctesiphon, Sasanian Empire; B. Palm leaves on 

broken Changsha ware, eighth- tenth century CE. 

Discovered in Siraf; C. Textile fragment with medallion and 

petals, tenth- fifteenth century CE. Made in India, Gujarat, 

Found in Egypt, The Ashmolean Museum, EA1990.258; D. 

Textile fragment, thirteenth – fourteenth century CE. 

Made in India, Gujarat, Found in Egypt, Fustat. 

 

 

 

 

 

 

 
 

 

Figure 95. A. Cup with floral and palmettes decoration, second half 

twelfth-thirteenth century CE. Attributed to Iran, probably Ray, The 

Metropolitan Museum of Art, (1970)70.36; B. Wall decoration with 

palmettes and geometric design, sixth century CE. Ctesiphon, Sasanian, 

The Metropolitan Museum of Art, (1932)32.150.32; C. Prayer arch 

Kalimkari with Sasanian ancient design, nineteenth century CE. Kutch, 

Gujarat, India, Khadi Cotton cloth. 
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Figure 95. D. Sasanian pattern used on contemporary auditorium at Hunan University, Changsha, China. 
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Figure 96. A. Changsha ware with palm leaves, ninth century CE. Tang Dynasty, Belitung shipwreck, Asian Civilisations 

Museum; B. Ware with palm leaves, ninth century CE. Abbasid Dynasty, Most likely made at Basra in Iraq, Tareq Rajab 

Museum, Kuwait, CER-1739-TSR; C. Bowl with red and purplish black palmettes, tenth- eleventh century CE. Attributed to 

Nishapur, Iran, The Metropolitan Museum of Art, (1980)1980.540; D. Roundel with radiating palmettes, sixth century CE. 

Sasanian, Ctesiphon, The Metropolitan Museum of Art, (1932)32.150.1; E. Textile fragment with medallion and palm 

leaves, tenth- fifteenth century CE. Made in Gujarat, India, Found in Egypt, The Ashmolean Museum, EA1990.244. 
 

Figure 97. A and B. Changsha 

ceramic wares, ninth century CE. 

China, Found in the cargo of Black 

Stone (Belitung) shipwreck; C. 

Nose ring, twentieth century CE. 

Gujarat, India, Victoria and Albert 

Museum, IS.317-2019. 

 

 

Figure 98. A.  Changsha ware with heart-shaped leaves, ninth century CE. Tang Dynasty, Belitung shipwreck, Asian 

Civilisations Museum; B. Artwork with palm leaves, ninth century CE. Abbasid Dynasty, Iraq, The Los Angeles County 

Museum of Art, M.73.5.238; C.  Ware with palm leaves, tenth - eleventh century CE. Abbasid Dynasty, Nishapur, Iran, 

National Museum of Iran, (Iran Bastan Museum) Tehran; D. Wall panel with a guinea fowl, sixth century CE. Sasanian, 

Ctesiphon, The Metropolitan Museum of Art, (1932)32.150.13; E. Wall panel with wings and a Pahlavi device encircled by 

pearls, sixth century CE. Sasanian, Ctesiphon, The Metropolitan Museum of Art, (1932)32.150.48; F. Textile fragment with 

palm leaves, tenth- fifteenth century CE. Made in Gujarat, India, Found in Egypt, The Ashmolean Museum,  EA1990.701. 
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Figure 99. A and B. Changsha ware with pikes, from private collection of Mr. Lin An, Changsha; C. Metal art with Pikes 

(Spades) shape, sixth century CE. Sasanian Empire, National Museum of Oriental Art 'Giuseppe Tucci', Rome.   

 

Figure 100. A. 

Roundel with 

radiating spade-

shaped pikes and 

palm leaf shapes, 

sixth century CE. 

Ctesiphon palace, 

Sasanian Empire, The 

Metropolitan 

Museum of Art, 

32.150.4; B. Bowl 

with radiating pikes 

(Spades) and palm 

leaf shapes, tenth -

eleventh century CE. 

Nishapur, (The 

Metropolitan 

Museum of Art, 

40.170.15; C. Star 

shaped tile, 1261 CE. 

Kashan, the Los 

Angeles County 

Museum of Art. 
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Figure 101. Changsha wares with pikes (Spades) motif, ninth century CE. China, Found in the cargo of Black Stone 

(Belitung) shipwreck. 

 

 

Figure 102. A. Changsha ware, ninth century CE. China, found in the cargo of Black Stone (Belitung) shipwreck; B. 

Bowl with pikes, early ninth century CE. Abbasid Dynasty, Ashmolean Museum, University of Oxford; C. Sasanian 

geometric pattern, sixth century CE. Ctesiphon, Sasanian Empire. 
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Figure 103. A. Abbasid bowl. Late twelfth century CE. The Metropolitan Museum of Art. 48.113.5; B. Abbasid bowl, ninth 

century CE.; C. Abbasid bowl, ninth century CE. The Victoria and Albert Museum, London, CIRC.175-1926; D. Abbasid bowl, 

tenth century CE. The Metropolitan Museum of Art, 38.40.120. 

 

Figure 104. A. Teabowl, thirteenth – fourteenth century CE. China, Stoneware with painted decoration on dark brown 

glaze, tortoise-shell glaze on reverse, The Metropolitan Museum of Art, (1893)93.1.2; B, C and D. Changsha ceramic 

wares, eight-eleventh century CE. China. 
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 سَٽٕت ثىيْ وٺ٘ كًٕاوبر ثب ٙبهٍ َبْ ځڄ
 سَٽٕجٓ إز و٫ًايڅٕه   . ٙيٌ إزسَٽٕت  َبٽٍ اُ دَويځبن َمَاٌ ٙبهٍ ي ػًاوٍ ٥َف ٕبٕبوٓ يػًى ىاٍى ٍٕ و٫ً 

أه وٺ٘  B.115سًَٞٔ.  اطَ َىَْ ٕبٕبوٕبن ٍا وٚبن ډٓ ىَيA.105سًَٞٔ). ٽٍ دَويٌ ٍيْ ثَٿ هَډب أٖشبىٌ إز
َمبن   وٚبن ىَىيٌ سإطَٕ آن ثَ ٥َاكٓ َىي ډٓ ثبٙي، B.105 سًَٞٔ ٍا ثَ ٍيْ ٩َيٳ ؿبوڂٚب ؿٕه وٚبن ډٓ ىَي ؛

 .(ډًٍى ىٍ َىَ إلاډٓ َڈ ىٔيٌ ډٓ ًٙى ي ٦ٕق وٶًً ٕبٕبوٕبن ٍا وٚبن ډٓ ىَي

花枝兽纹图 

萨珊设计中共有三种图案是由鸟、枝桠和花蕾组成的。第一种就是棕榈树叶上的立
鸟图（图 105.a 展示了这种图案的萨珊艺术作品；图 115.B 展示了它对中国长沙
窑的影响；图 105.B 展示了它对印度设计的影响，伊斯兰文化中也是如此，可见
萨珊文化影响之深。）。 

Animal composition with flowering branches 
There are three Sasanian design types containing composed of birds with branches and 

buds. The first has a bird perched on a palm leaf. Figure 105.A shows Sasanian art work. 

Figure 115.B shows its effect on Chinese Changsha ware. Figure 105.B shows its effect 

on Indian design, the same is seen in Islamic art and shows the level of Sasanian 

influence). 

 

Figure 105. A. Wall decoration with birds perched on palm and vegetal design, sixth century CE. Sasanian, Ctesiphon, The 

Metropolitan Museum of Art, (1932)32.150.20; B. Nose ring with Sasanian ancient design, twentieth century CE. Gujarat, 

India, Victoria and Albert Museum, IS.317-2019. 
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 أٖشبىٌ إز ٽٍ ا٥َُف ډياڅًٕن ډَيأٍيْ اٹشجبٓ ٙيٌ   ٽٍ ٍيْ ډياڅًٕن ځٕبَٓ ىأٌَ اْ ٕز او٫ً ىيڇ، دَويٌ اْ
َىيْ َب، ؿٕىٓ َب ي   ي ثبڅُبٔٚبن ثبُ إز،   ډٓ ٽىىي  ٽٍ ثٍ ٽىبٍ وڂبٌ ثب دَويٌ أٖشبىٌ، ډياڅًٕن ځٕبَبن ٥َف . إز

(. C.110، ي B ،107.D.106سًَٞٔ )ډٕجبٙي َىَ ٕبٕبوٓ   ثب  ي ٹبثڄ ډٺبٍٖٔ  ٹَاٍ ىاىٌ  ٍا سلز سبطَٕ ډٖچمبوبن 
٭ٺبثٓ ٽٍ ىٍ كبڃ دَياُ إز، ثب ىي ىٍهز ىٍ .  ډٓ ثبٙيسٚشٓ، إب٥َٕ ٍُ(A.58)ډ٫ً١ً أه ٩َٳ وٺٌَ ْ ٕبٕبوٓ

. ٽٍ أه ډمپه إز اوشٺبڃ ٍيف ٙوٞٓ ثبٙي ٽٍ اهَٕاً ىٍ ځٌٙشٍ ي ثٍ ثُٚز ډٓ ٍيى ډَٽِ ډياڅًٕن ٹَاٍځَٵشٍ ٙيٌ 
 ٽبٍَبْ هًة  آن ثب َٕؾ ؿِٕ َمَاٌ وياٍى ػِ ا٭مبڃ ي ٽَىاٍٗ ٽٍٍيف ثٍ ٭ىًان ٔټ اوٖبن وٚبن ىاىٌ ډٓ ًٙى، ٽٍ

 (ډَيأٍي ىٍ ٵََىڀ ٵبٍٕٓ ځًََ ىٍين ٍا وٚبن ډٕيَي)ٽٍ ثٍ ٙپڄ ډَيأٍي وٚبن ىاىٌ ٙيٌ ٭ٺبة ٍا سٲٌٍٔ ډٓ ٽىي
ډىشٺڄ  ثٍ ػُبن ډشًٵٓ ، ٭ٺبة ٍيف ٍا(اػياى دبٍٕٓ)ي ډمپه إز ثَ إبٓ اكپبڇ ٍُسٚشٓ ثبٙي َُٔا ىٍىيٌٍ ًٕډَْ

ىي دَٖ . (B.107 ي C.106سًَٞٔ) إلاډٓ ىٔيٌ ډٓ ًٙى   ىٍ آطبٍ َىَْ  َمـىٕه أه اډَ . (1385ىايٍْ، ) ډٓ ٽىي
ٔپٓ ىٍٕمز ٍإز ىٍكبڃ ٽٕٚين ٽمبن هًى إز ٽٍ ومبىْ اُ ٍيُ إز، ىٔڂَْ . َُٔ ثبڅُبْ ٭ٺبة دىبٌ ځَٵشٍ اوي

 . سجَ ىٍ ىٕز ىاٍى ٽٍ وٚبن ىَىيٌ ٙت إز

第二种是从联珠纹演变来的植物联珠团窠纹，主纹是团纹中间的鸟。放眼望去，植
物连珠团窠纹中的展翼立鸟对印度、中国和穆斯林设计影响深远，可与萨珊艺术比
肩（图 106.B；107.D；和 110.C）。图 58.A 中这个特别的萨珊银盘的主题是琐
罗亚斯德教的神话图案。团窠纹中间是一只被两棵树围住的振翅高飞的老鹰，可能
是要将新死之人的灵魂送往天堂。灵魂呈现为一个裸体的女人，正在用善行喂养老
鹰。这可能是基于苏美尔时期（波斯先祖）琐罗亚斯德教的戒律，这只老鹰将灵魂
送往亡者之地 (Davari, 2006)。这个纹样也出现在伊斯兰艺术品中（图 106.C 和
107.B）。两个男孩被庇护在鹰翼之下。右边拉弓的象征着白天，左边执斧的代表
黑夜。 

The second has a bird standing on a medallion plant roundel circle which, itself, had 

evolved from the pearl roundel border. The medallion type influenced Indian, Chinese, 

and Muslim designs, and is comparable to Sasanian art (Figs. 106.B; 107.D; and 110.C). 

The subjects of this particular Sasanian silver dish (Fig. 58.A) is Zoroastrian mythological 

motifs. An eagle, in flight, is framed by two trees in the central medallion. This may 

illustrate the transport at of the soul of the recently-deceased to heaven. The soul is 

presented as a nude female. She is feeding the eagle with good deeds in the shape of 

pearls. This may be based on Zoroastrian precepts as in the Sumerian period  the eagle 

transmits the soul to dead world (Davari, 2006). It is also seen in the Islamic artwork 

(Figs. 106.C and 107.B). Two boys are sheltered by the eagle’s wings. The one on the 
right is drawing his bow, a symbol of the day. The other holds an axe indicating night.  
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ډياڅًٕن ځٕبَٓ ىأٌَ اْ وٺ٘ ځٕبٌ ىاٍى ٽٍ اُ ىٍ َڈ دٕـٕين ثًسٍ ي ځڄ ي ثَٿ َبْ ووڄ، ىٍهز اوبٍ ي اوڂًٍ ي ٕڀ 
. ،ٽٍ َمٍ ْ أىُب ومبى آٵَٔى٘ هياْ ٍُىٙشٓ، اًٍَا ډِىا ډٓ ثبٙيَبْ ىٍ كبڃ ىئين ي دَويځبن سٚپٕڄ ٙيٌ إز

أه وٺ٘ ىٍ ٵََىڀ َبْ ىٔڂَ ٍأغ . (هَٔه ىيٌٍ ْ اډذَا٥ًٍْ ثٍِٿ دبٍٕٓ ثًىآ 642 سب 226ىيٌٍ ْ ٕبٕبوٕبن، )
 ، A ، C ، E. 106 ي ىٍ آطبٍ إلاډٓ سًَٞٔ  H.106 ثَ َىَ َىي سًَٞٔ   ،D. 106سإطَٕ آن ىٍ َىَ ؿٕىٓ سًَٞٔ )ٙي 

F ،G ي I 107 ؛ ي. A ي B٥َاكبن َىيْ ي إلاډٓ أه وٺ٘ ٍا ثب إشٶبىٌ اُ دَويځبن (ؿٕىٓ َب)ثٮياً ؿبوڂٚب . (ډٕجبٙي ،
ډًٍى ًٕڇ دَويٌ اْ إز ٽٍ ٍيْ ځڄ . ي ٵٺ٤ ؿىي ىأٌَ ثَاْ ػبٔڂِٔىٓ ډياڅًٕن ځٕبَٓ ىأٌَ اْ ٕبىٌ ٕبُْ ٽَىوي

وٖٚشٍ ي ٍيْ ٩َيٳ سَإٙيٌ ٙيٌ اُ ٕىڀ ، ٥لا ي وٺٌَ ي آٔىٍ َبْ ثَوِْ ىٔيٌ ډٓ ًٙى، ىٍ كبڅٓ ٽٍ َٕ ځڄ َبْ 
أه وٺ٘ ىٍ دبٍؿٍ  (. A.109سًَٞٔ) ٙيٌ اوي٥ًڃ ىيٌٍ ْ سبوڀ ٩بََ  ىٍ   ډٓ ثبٙىي،ٙپٶشٍ ٵٺ٤ ىٍ َُٔ دبْ دَويٌ

ډ٦بثٺز  آن ىيٍان   ځڄ   ٕجټ ياٹ٬ ځَأبوٍ وٺًٗ ىٔڂَ يػًى ىاٙشٍ ي ثب ځٖشَٗ دىغ ٕچٖچٍ  َبْ اياهَ سبوڀ ي 
 .ٵَڇ ٝىيڅٓ ځڄ ٍا ډٓ سًان ثٍ ٭ىًان ٙپڄ وٕچًٵَ آثٓ ٍأغ ثًىأٓ ىٍ َىي ډٚبَيٌ ٽَى . ىاٍى

玫瑰花瓣、棕榈树叶、石榴、葡萄、奔跑的狗和鸟扭曲交缠成植物连珠纹。这些生
物都属于琐罗亚斯德教的至高之神阿胡拉·马兹达，他是伊斯兰征服前最后一个波
斯帝国（萨珊王朝）的统治者。这一图案在其他文化中也很流行（其对中国艺术影
响可见图 106.D，对印度艺术影响见图 106.H，对伊斯兰见图 106. A, C, E, F, G, I；
和图 107.A, B）。后来，中国长沙、印度和伊斯兰设计师简化了图案，只用鸟作
主纹，用各种圆的联珠来代替植物联珠。第三种是鸟栖花纹样，常出现在石刻、金
银器和铜镜上，唐朝最常见的是花卉盛开在鸟的脚下（图 109.A）。这一纹样出现
在晚唐及五代时期的织物中，与当时花卉纹样现实主义风格的传播相吻合。这种花
座图案可能被视为印度常见的佛教莲花。这种图案见于萨珊和佛教文化。 

This form is a plant roundel border consisting of twisted and intertwined rosette-flowers 

and palmette leaves, pomegranates, and grapes, running dogs, and birds. All these 

creatures are represent the Zoroastrian god, Ahura Mazda, ruler of the last great Persian 

Empire (Sasanian) before the Islamic conquest. The pattern became popular in other 

cultures. Its effect on Chinese art is evidenced by Figure 106.D;on Indian art Figure 

106.H, and on Islamic artifacts Figures 106. A, C, E, F, G and I; and 107.A and B). Later 

Han-Changsha, Indian and Islamic designers simplified the pattern using the birds and 

only a few circles replaced the plant roundel border. 

The third has a bird perching on a flower and appears on carved stone, gold and silver 

wares, and bronze mirrors. In the Tang era they were mostly only blooming flower 

heads only under a bird's feet (Fig. 109.A). This pattern emerged in late Tang dynasty 

and later in the corresponding five dynasties fabrics signifying the spread of realistic 

style of flower patterns of the era. In India the flower-as-chair form could have been 

viewed as the common Buddhist lotus. 
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Figure 106. A.  Islamic ware. 

eighth century CE. Iran. The 

Museum with No Frontiers; 

B. Sasanian dish eagle, fifth - 

sixth century CE. Sasanian, 

The State Hermitage 

Museum. S-217; C.   Ware 

with the imperial eagle, 

tenth century CE. Abbasid 

Dynasty, Victoria and Albert 

Museum; D.  Changsha 

ware, ninth century CE. 

Tang Dynasty, Belitung 

shipwreck, Asian 

Civilisations Museum; E. 

Bowl, tenth century CE. 

Attributed to Iran or 

present-day Turkmenistan, 

Nishapur or Merv, The 

Metropolitan Museum of 

Art, (1965)65.270.5; F. Bowl 

with repeating Persian 

inscription wishing good 

fortune, 1419 - 1420 CE. 

Attributed to Afghanistan or 

Iran, The Metropolitan 

Museum of Art, 

(2005)2005.1; G. Fritware 

dish, second half of twelfth 

century CE. Raqqa, Syria, 

The David Collection, Inv. 

no. 22/1985; H. Bird-man in 

medallion, India, (Current 

Pakistan), The Trustees of 

the British Museum,  

2013,6001.3382; I. Ware, 

tenth- eleventh century CE. 

Islamic art work, The David 

Collection. Soustiel 1985 pl 

59. # 39/1966.     
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Figure 107.A. Islamic art work, Mirror; B. Islamic design; C. Silver plate with double head eagle, fifth and sixth century CE. 

Sasanian- Reza Abbasi Museum; D. Sasanian gold bottle made under the Sasanian kings of Persia, third - sixth century CE. 
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Figure 108. A and B. Bowls found in the cargo of Black Stone (Belitung) shipwreck, ninth century CE.; C. Gold clasp with 

turquoise inlay, Iranian, Parthian period, first - second century CE. The Metropolitan Museum of Art, 17.190.2055.  
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Figure 109. A. Mirror with two birds holding flower in 

beaks, a rare bronze 'Double Phoenix' mirror with 

inscription, seventh-ninth century, Tang dynasty, China, 

AlainR.Truong Collection; B. Foliated mirror with birds 

standing on flowers and floral scrolls, Late seventh–early 

eighth century CE. Tang dynasty, China, Alain.R.Truong 

Collection; C. Phoenix standing in roundel board, the 

Shoso-in, The Imperial Household Agency; D. Mithra 

standing on a flower and the pearl roundel border, fifth-

seventh century CE. Sasanian-Sogdian; E. Dong brocade 

with pattern of bird, Dong Brocade Digital Museum.  

 

Figure 110. A. At his investiture, Ardashir II, as the new 

king receives a fluttering ribbon from Ahura Mazda (God), 

Taq Bostan, 379-383 CE. Sasanian, Iran; B. Brocade with 

the bird holding ribbon pattern, seventh-ninth century CE. 

Tang Dynasty, China, Mr. He Qisi, Hong Kong collection; C. 

Textile medallion, sixth century CE. Sasanian, The 

Metropolitan Museum of Art, (1890)90.5.10; D. Pearl 

roundel enclosing four pairs of confronted geese Standing 

on flower arranged around a 

central floral medallion with 

Sasanian ancient style, eighth 

century CE. Tang dynasty, China, 

The Trustees of the British 

Museum, MAS.876. 
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أه وٺ٘ ىٍ ٵََىڀ ٕبٕبوٓ ي ثًىأٓ ىٔيٌ ډٓ ًٙى ٽٍ ٱبڅجبً ډٕشَا ثَ ٍيْ وٕچًٵَ آثٓ ىٍ وٺ٘ ثَػٖشٍ اْ اُ ډَإڈ 
ٕٲيْ ىٔيٌ ٙيٌ ٽٍ -َمٕه وٺ٘ ىٍ كپبٽٓ ؿًثٓ ٕبٕبوٓ. (A.110سًَٞٔ )سبع ځٌاٍْ دبىٙبٌ ٕبٕبوٓ أٖشبىٌ إز 

ٽىيٌ ٽبٍْ، ډشٚپڄ اُ ٔټ وٺ٘ َىيٕٓ ي ځڄ إز ٽٍ ډٕشَا ٍا وٚبن ډٓ ىَي . ىٍ سِئٕىبر ىاهچٓ إشٶبىٌ ٙيٌ إز
 ٕبثٺٍ ٽُه  وٕچًٵَ وِى أَاوٕبن ي َىئبن ثٍ كيْ (.D.109سًَٞٔ)ٽٍ ٍيْ ځڄ ثب ډياڅًٕن ډَيأٍي ډبوىي وٖٚشٍ إز

. ىٔي ډٓ سًان  ٹًڇ ىي ثَٿ ٍا ىٍ ډٮمبٍْ ي ٥َاكٓ َبْ ثبٕشبوٓ أه  ٥َف ځڄ َٚز ي ىياُىٌ ثٍ ٵَاياوٓ  إز ٽٍ 
ثٍ .  ډٕياوٖشٍ اوي ىٍ ٍيأز ٽُه أَان ځڄ وٕچًٵَ ٍا ػبْ وڂُياٍْ سوڈ  ٔب ٵَ ٍُسٚز ٽٍ ىٍ آة وڂُياٍْ ډٓ ًٙى

ي اثشيا ىٍ إٓٔه   ي آٵَٔى٘ إز   وٕچًٵَ ٕمجڄ ُويځٓ . إٓٔه ډَُْ دًٕٕشڂٓ وِىٔپٓ ډٓ ٔبثي  وٕچًٵَ ثب َمٕه ٭چز
دٔ وٕچًٵَ ٽٍ ىٍ َىَ ثًىأٓ ٵَايان ىٔيٌ ډٓ ٙيٌ، ٔټ ومبى ثًىأٓ سًٍٞ ډٓ  . ډَُْ أَاوٕبن ٩ًٍُ دٕيا ٽَىٌ إز

ٽٍ أَاوٕبن ٹئڈ ثَځِاٍ ډٓ ٽَىوي ي ډٓ ٌ ػٚه وٕچًٵَ ػٚىٓ ثًى .  إزډشٮچٸ ثًىٌ ىٍ كبڅٓ ٽٍ ثٍ إٓٔه ډَُ  ٙيٌ
 (.1385ىايٍْ، )ومًىىٍ ډَإڈ ٍٕمٓ ي ىٍثبٍْ ډبوىي سوز ػمٕٚي ډٚبَيٌ ٍا سًان إشٶبىٌ اُ وٺًٗ ومبىٔه آن 

在绘有萨珊国王加冕仪式岩石浮雕上，经常可以看到密特拉站在莲花上（图
110.A）。同样的图案也用于室内装饰萨珊 -栗特木雕上。雕刻的通常是几何和花
卉纹样，联珠纹装饰的中央，密特拉端坐莲上（图 109D）。莲花在伊朗人和印度
人中有着古老的历史，在这两个民族的古代建筑和设计中可以看到设计成八瓣和十
二瓣的莲花。在古伊朗传统中，莲花被认为是保存琐罗亚斯德教种子的地方，因为
莲花生在水中。因此，莲花与伊朗麦赫尔干节的仪式息息相关 (被称作伊历中秋节，
伊历中秋节是继伊历新年“诺鲁兹”之后最大的伊朗节日之一，是自古代宗教米特拉
教沿袭下来的节日)。佛教艺术中随处可见的莲花被认为是佛教符号，也与麦赫尔
干节有关。莲花节是古代伊朗人举行的庆祝活动，其象征图案可在诸如波斯波利斯
等地的官方和宫廷仪式中看到（Davari，2006）。 

This pattern is often seen in Sasanian and Buddhist cultural artifacts. Mithra standing on 

a lotus in a Sasanian king crowning ceremony is often seen (Fig. 110.A). The same 

pattern is seen on a Sasanian-Sogdian interior decoration wood carvings. The carving is 

a geometric and floral pattern showing Mithra sitting on a flower with a pearl roundel 

border (Fig. 109.D). The ancient history of Niloufar among Iranians and Indians is such 

that the flower design of eight and twelve leaves can be seen in the ancient architecture 

and designs of these two people. In the ancient Iranian tradition, the lotus flower was a 

place to keep the seed or ‘Far’ of Zoroaster, which is kept in water. For this reason, the 
lotus is closely associated with the ritual of Mithra. The lotus is a symbol of life and 

creation and first, appeared in the Iranian Mithra ritual. The lotus, ubiquitous in 

Buddhist art, was associated with the Iranian Mithraism religion. The lotus festival was a 

celebration held by the ancient Iranians and its symbolic motifs  can be seen in official 

and court ceremonies such as Persepolis (Davari, 2006).  



 

 

P
a

g
e

   
   

  
   

   
   

  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

 

202 

وٕچًٵَ آثٓ ثٍ ٭ىًان ځڄ ډٺيٓ إٓٔه ٍُسٚشٓ ي ثًىأٓ، َمٍٕٚ ثٍ ٭ىًان دبٍٔ كمڄ إٙبْ ډٺيٓ ىٍ َىََبْ سِئٕىٓ 
ٵٓ "وٺ٘ وٕچًٵَ َُٔ دب، ايڅٕه ثبٍ س٤ًٕ . ثٍ ٭ىًان دبٍٔ ثًىا ي ډؼمَ ٩بََ ډٓ ًٙى ٍُسٚشٕبن أَان ي ثًىإٔبن َىي ي 

ىيوڀ هًن هً ٝىٮشڂَان " . ىٍ سبٍٔن ٕچٖچٍ َبْ ػىًثٓ طجز ٙيٌ إز"ؿٓ ثه ػٓ ٕٙب"  ي "ىْ ىيوڀ هًن هً
 ٕذٔ اي اُ َمَٖٗ دبن ډٓ هًاَي  .ثب آوُب ُډٕه ٍا ٵَٗ ٽىىي  وٕچًٵََبْ ٥لا ىٍٕز ٽَىٌ ي  ٍا ډچِڇ ډٓ ٽىي ٽٍ

 وٕچًٵَآثٓ َُٔ دبْ ٹٺىًٓ ىٍ سًَٞٔ َمـىٕه. (ٔبن ًٙڅٓ) " ٍا ٍاٌ ٍيْ وٕچًٵَ ډٓ وبډيأه ٍاٌٽٍ ٍيْ آن ٍاٌ ثَيى ي 
ځٌاٙشىي  ٔب دَويٌ دب ٍيْ آن ډٓ ىٍ ٥ًڃ ٕچٖچٍ سبوڀ، ځچُبٔٓ ٽٍ ثًىا  . ٍيْ آػَ ىٍ ٕچٖچٍ َبْ ػىًثٓ يػًى ىاٍى

 اڇ ډًځبئً 159 ٱبٍ   ٽٍ ىٍ آن ٽبًٍٔثٕىڂب ٍيْ ځچُبٔٓ ډبوىي ځڄ دئًوٓ ي ٽبډچٕب ىٍ وٺٚٓ يػًى ىاٍى. ٵٺ٤ وٕچًٵَ وجًى
وٺ٘ َبْ ُٔبىْ اُ دَويځبوٓ ٽٍ ٍيْ ځڄ َب ثب دََبْ ځًٚىٌ . ىٍ ډٕبوٍ ْ ٕچٖچٍ ْ سبوڀ َٕځَڇ إز ي ډٓ ٍٹٞي

أىُب وٺًٗ ٕبٕبوٓ دَياُ دَويٌ . (D.112سًَٞٔ)ٔب ىٍ كبڃ دَياُ َٖشىي ثٖٕبٍ ُٔجب ٍيْ أه دبٍؿٍ َب ٽٕٚيٌ ٙيٌ اوي 
ىٍكبڃ دَياُ ٍيْ ځڄ َب إز، ُٔجبٔٓ ٥جٕٮٓ  ٵَڇ َبْ ؿٕىٓ دَويٌ اْ ٽٍ ٍيْ ٙبهٍ أٖشبىٌ ٔب. ډٕجبٙىيثٍَيْ ځڄ 

 . ىاٍاْ سَٽٕت ٹٺىًٓ ي ٙبهٍ ځڄ ثًىٌ إز"ؿٕه" ىٍ ىيٌٍ  ٹجڄ اُ "ؿً"ځچييُْ َبْ . ٍا ثٍ سًَٞٔ ډٓ ٽٚي

莲花是琐罗亚斯德教和佛教的圣花，在波斯琐罗亚斯德教和印度佛教装饰艺术中，
莲花一直是承载圣物的底座，佛像和香炉也以莲花为宝座。《南史·齐本纪下·废帝
东昏侯》：“（东昏侯）又凿金为莲华（花）以贴地，令潘妃行其上，曰：‘此步步
生莲华（花）也。’”南朝画像砖上有凤凰踏莲花。在唐朝，佛祖或鸟踏的花卉并不
仅限于莲花。中唐时期的莫高窟第 159 窟的图案上，有迦陵频伽于牡丹、茶花等
花卉上弹琴跳舞。图 112.D 的织物上，形态各异的鸟站在花上，张开翅膀，愉快
地飞翔。这些鸟在画上飞的图案是萨珊的风格。中国设计中，鸟站立在花上，或是
在花上飞舞，展现了自然之美。先秦时期，楚国的刺绣上便有了凤鸟和花枝纹样。 

As the holy flower of Zoroastrian and Buddhism, the lotus is the base for carrying holy 

articles in the Zoroastrianism of Persia and the Buddhism of India decorative arts and as 

the base of Buddha and Censer. The lotus-under-the-feet pattern was earliest recorded 

by Fei Di Dong Hun Hou, Qi Ben Ji Xia, and in the History of the Southern Dynasties: 

“(Dong Hun Hou) required the craftsmen to make gold lotuses and paved ground with 
them. He then asks the consort, Pan, to walk on it and calling the gait the walking with 

lotus accruing step-by-step.” (Yanshou Li) A phoenix’s  foot on a lotus is in a portrait 

brick of the Southern Dynasties. During the Tang era, flowers in addition to lotus were 

trod up on. There is a pattern in which Karyobinga plays and dances upon flowers such 

as peony and camellia in the 159th cave of the Mogao Grottoes in the middle Tang. 

There are many forms of birds standing on flowers and opening wings for flying, drawn 

delightfully on these fabrics (Fig. 112.D). There are Sasanian forms of a bird flying on a 

flower. The Chinese forms of birds standing and flying on flowers showcases a natural 

form of beauty. Chu state embroidery during the Pre-Qin Period had phoenix and 

flowered branch combinations. 



 

 

P
a

g
e

   
   

  
   

   
   

  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

 

203 

أه دَويځبن . َمبو٦ًٍ ٽٍ وٺًٗ ٕچٖچٍ يْ ي ػٕه وٚبن ډٕيَي، ٕجټ َبْ ٕبٕبوٓ ثٍ ي١ًف ثَآن سبطَٕ ځٌاٙشٍ اوي
. ثًىوي  ثٍ ٕجټ ٕبٕبوٓ ثَ ځچُب وٖٚشٍ   ثچپٍ ٙبډڄ ٥بييٓ ي ٥ً٥ٓ َبٔٓ ثًىوي ٽٍ ډلييى ثٍ ٹٺىًٓ ٕىشٓ وجًىوي

ډٕپىىي  ومًوٍ َبٔٓ اُ سبٻ اوڂًٍ ثٍ ٙپڄ ډشٺبٍن ٹًٕٓ ٙپڄ، َمَاٌ ٭ٺبة، ډبٍ ي دَويځبن ٽٍ ثب ٙبهٍ َبْ ځڄ ثبُْ 
ىٔيٌ  ٕبٕبوٓ وِٕ  ثٖٕبٍ ډلجًة إز ي ىٍ ډلًٞلار ىٍ سًڅٕيار ٕچٖچٍ يْ ي ػٕه ٩بََ ډٓ ًٙى ٽٍ َمٕه ډًٍى 

أىُب ثٍ ٥ًٍ . ډشٚپڄ إز اُ سبٻ اوڂًٍ ٽٍ ٔپٓ اُ ډبٍٔ َبْ َىَْ ډلجًة ٕبٕبوٕبن إز (B.111)سًَٞٔ. ډٓ ًٙى
ىٍ َىي، وٺ٘ ځڄ، . ډشٺبٍن َمَاٌ ثب اوڂًٍ، وٕچًٵَ آثٓ، دَويځبن ي كًٕاوبر ي دٕپَ ٱبُ ٕبٕبوٓ ىٍ ډَٽِ ؿٕيٌ ٙيٌ اوي

 ٙپڄ َبْ  دٔ ُډٕىٍ ثَاْ ىٍ سِٕٔه   ډلميان،  كبٍٕٙ اْ ىيٌٍ ْ  ىٍ سِٕٔىبر   ډُمٓوٺ٘  دٕؾ ىاٍ، ٔب ثشٍ َبْ 
ػُبوڂَٕ ډ٦بڅٮٍ ْ ځٕبَبن ي ػبوًٍان ٍا ثٖٕبٍ سَٱٕت . (1930ىٔمبوي،) ٙشٍ إزډ١ًً٭ٍ، كًٕاوبر ي وٺًٗ ځٕبَٓ ىا

 ثب  اُ ٕجټ دبٍٕٓ  دٕ٘ سؼٖڈ ځٕبَبن ثٕ٘ اُ  ډًٍى ٽچپًٖٕن َبْ ځٕبَٓ،  ٽشت اٍيدبٔٓ ىٍ  ډٓ ٽَى ي ثب ٍٕٕين 
ىٍ َمٍ  ؿٕيډبن ىٍ ٍىٔٴ َبْ ډٚوٜ  ثٮيْ سًٕٮٍ،   ډَاكڄ ىٍ  . ثيين كي سٲَٕٕ ٔبٵز يسبٻ َبْ دٕؾ ىٍ دٕؾ

 (.1997ياٽَ ، ) ډىًٖػبر ي ٵَٗ َبْ َىي ٩بََ ٙي   كپبٽٓ َبْ ډٮمبٍْ، وٖوٍ َبْ ه٦ٓ،

从魏晋时期的纹样可以看出，萨珊风格对其有明显的影响。这些鸟并不局限于传统
的凤鸟，还包括孔雀和栖息在萨珊风格花朵上的鹦鹉。魏晋时期的作品中出现了对
称、卷曲的葡萄藤架，鹰、蛇和鸟在花枝间嬉戏。这一图案在萨珊艺术品中也很普
遍（图 111.B）。它由卷曲的藤蔓卷须组成，这是最流行的萨珊艺术纹饰之一。藤
蔓、葡萄、莲花、鸟类和各种动物一一对称，正中间有一个萨珊鹅。在印度，缠枝
花和卷草纹在穆罕默德时期的装饰中起着重要的作用，常形成人物题材，结合动物
和阿拉伯纹样的背景图（Dimand, 1930）。贾汗季(印度莫卧儿帝国的第四代皇帝)

长期鼓励人们仔细研究动植物，而欧洲草药书籍的问世进一步改变了对花卉的描绘
方式，从波斯风格无休无止的卷曲藤蔓里解放出来。这一时期所有的印度媒体手稿、
建筑雕刻、织物和地毯中的纹样布局有了进一步的发展，都是整齐排列的。 

Sasanian styles clearly influenced it as evidenced by Wei and Jin dynasty patterns. The 

birds were just the traditional phoenix and include peacocks and parrots perched 

Sasanian-style, on flowers. Examples of patterned symmetrical, arc-shaped, grape vine 

pergolas with eagles, snakes, and birds playing with the branches of flowers appear in 

Wei and Jin dynasty productions. The same was popular and appeared in Sasanian 

products (Fig. 111.B). They are scrolled vine tendrils which is one of the most popular 

Sasanian art motifs. These are arranged symmetrically along with grapes, lotuses, birds, 

and animals, Sasanian goose figures in the center. In India, floral scrolls or curly plants 

played an important part in ornamentation of the Mohammedan period, frequently 

forming the background for figure subjects, animals, and arabesques (Dimand, 1930).  

Jahangir had long encouraged the careful study of flora and fauna, and the arrival of 

European books on herbals further changing the depiction of flowers from the Persian 

style of endless scrolling vines. The development of the arrangement in neat rows 

appeared in all Indian media-manuscripts, architectural carving, textiles, and carpets 

(Walker, 1997).   
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Figure 111. A. Oval bowl with grapevine scrolls populated by birds and 

animals, ca. sixth–seventh century CE. Iran, Sasanian, The Metropolitan 

Museum of Art, (1959)59.130.1; B. Lid, Sasanian period, sixth-seventh 

century CE. Arthur M. Sackler Gallery, DSC05860; C.One relief of the 

pillars with pattern of birdin pearls roundel border medallion in 

Sasanian style, the Badami 2nd Cave, seventh century CE. Karnataka, 

India; D. One relief on the pillars has a pattern of birds eating pearls in 

Sasanian style, the Badami 2nd Cave, seventh century CE. Karnataka, 

India;  
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Figure 111. E. The relief shows birds eating pearls, Sasanian style, the 22nd cave 

pillar head in Ayutthaya, around the sixth century CE. Maharashtra, India; Fand G. 

The relief with bird in a pearl roundel border, The 22nd cave pillar head in 

Ayutthaya, sixth century CE. Maharashtra, India. 
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Figure 112. A. Textile fragment with medallion bands of 

flower tendrils, thirteenth century CE. India, Ashmolean 

Museum, EA1990.1233; B. Carpet with scrolling vines and 

blossoms, ca. 1650 CE. Kashmir, Northern India, The 

Metropolitan Museum of Art, (1913)14.40.725; C. 

Embroidery with the pattern of Phoenix standing on flower, 

the Shoso-in, The Imperial Household Agency; D. Pattern 

on jacket of the female donor in the 139th Cave of the 

Mogao Grottoes in Dunhuang, Late Tang Dynasty; E, F, G 

and H. The relief of birds consuming pearls in Sasanian 

style, 2nd Cave column in Badami cave Temples, seventh 

century CE. Karnataka, India. 
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Figure 113. A. Pattern on Changsha ceramic ware, eight-eleventh century CE. China; B and C. Boxs with Sasanian ancient 

design, found in the cargo of Black Stone (Belitung) shipwreck. ninth century CE. 

 

Figure 114. A and B. Boxes with Sasanian ancient design, found in the cargo of Black Stone (Belitung) shipwreck, ninth 

century CE. 
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 دَويځبوٓ ٽٍ ىٍ ي١ٮٕز ډشٺبٍن أٖشبىٌ اوي

ډشٺبٍن  دَويځبن  ىٍ ىيٍان ٕبٕبوٕبن  . ويٌ اثٖٕبٍ ډلجًة ثًى  ٕبٕبوٓ  دَويځبن ىٍ ٥َاكٓ ډلًٞلار ٙپڄ َبْ 
ډٮمًلا ډِٔه ٽىىيٌ ْ هبوٍ  (A.118سًَٞٔ)وٺ٘ ثَػٖشٍ َبْ ځؾ ثَْ   .ٌ إزأٖشبىٌ ٍيثَيْ َڈ إشٶبىٌ ډٓ ٙي

 وِىٔټ سٕٖٶًن ثب ْ ومًوٍ َبْ ثٖٕبٍْ ىٍ هبوٍ َبُٔبٍكٶبىٍ  . ويٌ اَب ي أًان َب ي ثبٍځبٌ َبْ ووجڂبن ٕبٕبوٓ ثًى
 ؿبوڂٚب   ىٍ ٥َاكٓ ٩َيٳ  ٕبٕبوٓ َٖشىي  أه وٺًٗ ٽٍ ثٍ ٥ًٍ يا١ق .ٔبٵز ٙيٌ إز وٺًٗ ډلجًة ٕبٕبوٓ، 

 ؛B.117سًَٞٔ)ي ٥َاكٓ إلاډٓ (121 ي 120C ؛A.119؛C، 115.A.54سًَٞٔ)٥َاكٓ َىيْ  ،(116؛ B.115سًَٞٔ )
118. B 119 ؛. B 120 ؛. AB 122 ي.B ) ثٖٕبٍْ اُ ډىًٖػبر ثب أه وٺ٘ ىٔيٌ  ىٍ ځؼَار َىي . ډٓ ثبٙىي ومبٔبن 

اډب وٺ٘ ي وڂبٍَبْ ٔټ ػٶز كًٕان . ډٓ ثبٙيسٺبٍن ٭ىَٞ اٝچٓ ٥َاكٓ ؿٕىٓ . (2014څٓ،) (A.115سًَٞٔ)ٙيٌ اوي 
وٺ٘  . ٍي ثٍ ٍيْ َڈ، ٔب دَويځبن، ىٍ ََ ىي ٥َٳ ځٕبٌ سب ُډبن ثًػًىآډين ػبىٌ اثَٔٚڈ ىٍ ؿٕه ډٮمًڃ وجًىٌ إز

دَويځبوٓ ٍا وٚبن ډٓ ىَي ٽٍ ٍيْ ٙپًٵٍ َبْ وٕچًٵَ آثٓ أٖشبىٌ اوي ٽٍ ىٍ ايأڄ  (C.112 يD.110سًَٞٔ)ځچييُْ 
 .ٕچٖچٍ سبوڀ ثٖٕبٍ ډلجًة ثًىٌ إز

对鸟纹 

鸟在萨珊的产品设计中风行一时。萨珊时期，人们用相向而立的对鸟。图 118.A

中的灰泥浮雕通常用于装饰萨珊贵族府邸和接待厅。在泰西封附近发掘出的房屋中
有许多这样的例子，绘有当时流行的萨珊纹样。这些鲜明的萨珊风格纹样也出现在
长沙的陶瓷设计中（图 115.B；116），印度设计中（图 54.C; 115.A；119.A；
120.C；和 121）和伊斯兰设计中（图 117.B、118.B、119.B、120.AB 和
122.B）。在印度古吉拉特邦，许多织物都有这种图纹（图 115.A）。对称性是中
国设计的一个基本元素，但在丝绸之路以前，植物两侧有相向而立的对鸟或其他动
物的图案在中国并不常见。图 110.D 和 112.C 中的刺绣中有鸟立莲花的对称图
样，在唐朝早期十分流行。 

Symmetrical standing birds  
Bird forms were very popular in Sasanian product design. Symmetrical, standing face-to-

face birds were used during the Sasanian era. Stucco reliefs (Fig. 118.A), which 

commonly decorated elite Sasanian home with swans and reception halls have them. 

Many examples presenting popular Sasanian motifs have been found in houses 

excavated near Ctesiphon. These Sasanian motifs also appear in Changsha ware design 

(Figs. 115.BC; 116ABC), Indian design (Figs. 54.C; 116.DEF; 119.A; 120.C; and 121) and 

Islamic design (Figs. 117.B; 118.B; 119.B; 120.AB; and 122.B). In Gujarat India many 

textiles have this pattern (Fig. 115.A) (Li, 2014). Symmetry is an essential Chinese design 

element; but the motif of a pair of animals facing each other, or birds, on either side of a 

plant was not common in China until the Silk Road came into existence. The pattern on 

embroidery (Figs. 110.D; and 112.C) shows birds standing on lotus blossoms. 
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 ٙيٌ اوي  ي ٍوڂبٍوڀ سَ ي ياٹ٬ ځَأبوٍ سَ سٮياى أه وٺًٗ اٵِأ٘ ٔبٵشٍ   ډٕبوٓ ي اياهَ سبوڀ،  اُ ىيٌٍ َبْ ثٍ ئٌْ 
 .أه وٺ٘ ثبٔي اُ ٥َٔٸ دبٍٓ ثٍ ؿٕه ٕٶَ ٽَىٌ ثبٙي. (A.117  ي AB .114 ؛ BD.110سًَٞٔ )

特别是从唐朝中后期开始，这些图案的数量增加，变得更加丰富多彩、生动逼真
（图 110.BD；114.AB；和 117.A）。这种图案一定是经由波斯传入中国的。 

This was very popular particularly during the middle and late period Tang, the number 

of these patterns increased and became more colorful and realistic (Fig. 110.BD; 114.AB; 

and 117.A). The pattern travelled to China via Persia. 

 

Figure 115. A. Textile fragment with birds, palm tree, 

and stylized plants in Sasanian style, tenth- fifteenth 

century CE.  Made in Gujarat, India, Found in Egypt, 

Ashmolean Museum, EA1990.167; B and C. Fragment 

of an imported Chinese ewer with Sasanian ancient 

design, ninth century CE. China, Changsha, excavated in 

Iran, Nishapur, The Metropolitan Museum of Art, (1938) 

40.170.455a,b. 
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Figure 116. A,B,and C. Changsha 

ceramic wares and its pattern in 

Sasanian style, eight-eleventh 

century CE. China; D and E. One of 

the stone carved of Great Bodhi 

Gaye Tower with Sasanian ancient 

design, birds eat pearls, in Gaya 

district, Bihar State, India; F. Relief 

with Sasanian ancient design, birds 

eat pearls, on architectural 

components of the site of the 

Buddha Temple probably Najili, 

Orissa, India. 
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Figure 117. A. Textile with birds 

face-to-face on flower, early eighth 

century CE. China, The 

Metropolitan Museum of Art, 

(1996)1996.103.2; B. Bowl with 

two facing peacocks, tenth century 

CE. Iraq, probably Basra, The 

Metropolitan Museum of Art, 

(1964)64.134; C. Textile fragment 

with ducks in roundels, eighth-

ninth century CE. Central Asia, The 

Metropolitan Museum of Art, 

(1999) 99.325.229; D. Relief on the 

front porch of the 1st Cave in 

Ayutthaya. Maharashtra, India; E. 

Relief on the patio of the 1st Cave 

front porch in Badami , seventh 

century CE. Karnataka, India. 
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Figure 118. A. Wall decoration 

with birds and vegetal design, 

sixth century CE. Sasanian, 

Ctesiphon, The Metropolitan 

Museum of Art, (1932) 

32.150.20; B. Appliqué plaque 

with a tree and four birds, 

twelfth century CE. Attributed 

to Iran or Iraq, The 

Metropolitan Museum of Art, 

(1949)49.71.1; C. Textile 

fragment with facing birds in 

medallions, nineteenth 

century CE. Gujarat, India, 

Victoria and Albert Museum, 

IS.541-1952; D. Changsha 

ceramic ware and its pattern 

in Sasanian style, ninth 

century CE. China. 

 

 

Figure 119. A. Talismanic plaque with confronted peacocks, ninth - tenth century CE. Attributed to India, The Ashmolean 

Museum, EA2000.108; B. Fragment, eight–ninth century CE. Attributed to Iran, The Metropolitan Museum of Art, 

(1938)38.147; C. Silk fragment with peacocks on pearl roundels, sixth century CE. Sasanian, Iran, The Treasury of Aachen 

Cathedral. 
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Figure 120. A. Gold earring, Persian, Seljuk period, eleventh century CE.; B. Crescent shaped pendant with confronted 

birds in Sasanian style, eleventh century CE. Made in Egypt, Gold, cloisonne enamel, The Metropolitan Museum of Art, 

30.95.37; C. Nose ring in Sasanian style, twentieth century CE. Gujarat, India, Victoria and Albert Museum, IS.317-2019. 

 

Figure 121. A. Jewelled pendant. nineteenth century CE. India, 

The Metropolitan Museum of Art, (1902) 02.18.789; B and C. 

Stone carved shows birds eat pearls in Sasanian style, on the 

small tower of the ruins of the Udayagiri Buddha Temple, Orissa, 

India. 
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Figure 122. A. 

Contemporary Japanese 

textile with Sasanian 

pattern; B. Fragment with 

Sasanian pattern, thirteenth 

century CE. Attributed to 

Spain, The Metropolitan 

Museum of Art, 

(1987)87.440.2; C. Portion 

of silk Gauze Sari in 

Sasanian style, nineteenth 

century CE, China produced 

for Parsi market in Bombay, 

The Metropolitan Museum 

of Art, (1976)1976.4; D. A 

painting shows birds in a 

symmetrical position on 

ancient military costumes in 

Sasanian era. 
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 ٕجټ اٍىٻ ٔب ٱبُ ثب وًٻ ثبڃ سبثٕيٌ ٙيٌ

أه و٫ً ٥َاكٓ ٍا ډٓ سًان ىٍ ٍٕ ډى٦ٺٍ َىي،  . ىٍ ٥َاكٓ ډلًٞڃ ٕبٕبوٕبن ثٖٕبٍ ٍأغ ثًىٌ إز وٺًٗ دَويځبن 
. أه ٽشبة ثٖٕبٍْ اُ ډلًٞلار ٍا ثب وٺًٗ دَويځبن ىٍ ٕچٖچٍ سبوڀ ډٖشىي ٕبُْ ډٕپىي .ؿٕه ي إلاڇ ٍىٔبثٓ ٽَى

 ي دَويٌ دىغ ٍوڀ   سًاوٖشٍ اوي وٖوٍ اهشٞبٝٓ ٙيٌ ْ ٥بييٓ اڅُبڇ اُ ٥َاكٓ ٕبٕبوٓ ٝىٮشڂَان ٕچٖچٍ سبوڀ ثب 
سَٽٕجبر ثب ثَ ٍيْ    آوُب وٍ سىُب ثَ ٍيْ ىٽًٍإًٕن ثچپٍ . يا١ق ي ىٹٕٸ ثًىٌ اوي ثٕٚشَ وٺًٗ . هًى ٍا سًڅٕي ٽىىي

ىٍ اثَٔٚڈ ٍوڀ ٙيٌ ٔب ځچييُْ َبْ ُډبن ٕچٖچٍ ْ "دَويٌ ْ دىغ ٍوڀ"وٺ٘. ٌ اويثًىئْځٓ َبْ ٥جٕٮٓ ډشمَٽِ 
ىٍ دَويٌ ْ دىغ ٍوڀ ثٍ ىٹز  ثٓ، ٕجِ ي ٕٶٕي،آػبئً ٵىڀ، ا٭شٺبى ىاٙز ٽٍ دىغ ٍوڀ ٹَډِ، ٍُى، . سبوڀ يػًى ىاٍى

ػبي ي )  (A.123سًَٞٔ )   إزٙيٌ ٽٍ أه ډ٫ً١ً ىٍ وًٙشٍ َبْ ىين هًاوڀ طجز   اوي، ډٕوشٍي هًثٓ ثب َڈ ىٍآ
سبوڀ ُډبوٍ ْ سجبىڃ ي   ٕچٖچٍ ْ  .ٌ إزٕجټ هبٛ آن ىيٍان ثًى  وٺًٗ دَويٌ ْ ٕچٖچٍ ْ سبوڀ،(.2011ؿٓ، 

 ثٍ   يٙپٖشٍ  ډى٦ٺٍ اْ ي ىٍآډيْ ٍا  ډٌَجٓ،  ٕچٖچٍ ډَاست َبْ َىََبْ سِٕٔىٓ،  .  ثًىٌ إزْاډشِاع ثٓ و٪َٕ
 .ٌ إز ٽٍ ٥جٕٮز ٍا ډٓ ٕشًىٌٔټ ٕجټ ٭بٙٺبوٍ ٹًْ كَٽز ٽَى ٕمز 

卷翅鸭纹/鹅纹 

鸟纹在萨珊的产品设计中非常常见。这种设计可以追溯到印度、中国和伊斯兰这三
个地区。文献记载了唐朝许多鸟纹产品。唐朝的匠人们受萨珊设计的启发，增添中
国特色，发明出中国版本的孔雀和五色鸟。图案大多生动细致。他们不仅注重装
饰，而且注重与自然特征的结合。“五彩鸟”图案出现在唐朝的彩绸或刺绣中。 赵峰
认为，红、黄、蓝、绿、白五种颜色精确复制了敦煌文献记载的“五色鸟”（图
123.A）（Zhao 和 Qi，2011）。鸟纹是唐朝特有的一种时尚。唐朝是一个前所未
有的大交流大融合的时代。装饰艺术突破了宗教、地域、收入阶层的限制，走向了
歌颂自然的豪放浪漫主义风格。 

Waterfowl with curled wingtip style 
Bird motifs were very common in Sasanian product design. They can be traced to 

regions of India, China, and Islam. The literature documents many products with bird 

patterns in the Tang Dynasty. Tang Dynasty artisans, inspired by Sasanian design. This 

literature also states that the design could have developed and added their own version 

of a peacock and the five-colored bird. Most of the patterns are vivid and meticulous. 

They concentrated on decoration and combinations with natural features. The “five-

color bird” pattern is present in the colorful silk or embroidery in the Tang Dynasty. 
Zhao Feng believed the five colors of red, yellow, blue, green, and white was precisely 

replicated in the “five-color bird” recorded in the Dunhuang documents (Fig. 123.A) 
(Zhao, and Qi, 2011). Tang Dynasty bird patterns were a fashion specific to that age. The 

Tang Dynasty was an unprecedented era of great exchange and fusion. Decorative art 

broke through religious, regional, and income hierarchies, and moved towards a bold 

romantic style which eulogized nature. 
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ٕجټ َبْ  ىيٌٍ،   أه  .اڅُبڇ ځَٵشٍ إز اىٱبڇ ٙيٌ   ثب ٵََىڀ ډلچٓ   ٵََىڀ ٕبٕبوٓ ٽٍ  اُ ػىجٍ َبْ أه ىيٌٍ
أه ىيٌٍ . ىډٕپَ كًڃ اكٖبٕبر ياٹٮٓ ي ٥جٕٮز ثًىٌ ي آوَا سلٖٕه ي ثٕبن ٌ ٽٍاػشمب٭ٓ ٍا ياٍى َىََبْ سِٕٔىٓ ٽَى

 ٽٍ ثٍ ٌٹبڅت َبْ ػئي ىٍ وٺًٗ سِٕٔىٓ أؼبى ٽَى  اىٱبڇ ي ٙپڄ َب ي  ػٌة ي َىَْ ثٕڂبوٍ ٍا   اٙپبڃ  ثٍ ىڅوًاٌ،
 ثب ًيٷ ٥جٕٮز ځَا ي ٭لأٸ اوٖبوٓ   َىَ ٕبٕبوٓ، اُ أه سبطَٕ وٺًٗ دَويځبن  . إٓبوٓ ي آُاىاوٍ ځٖشَٗ دٕيا ٽَىوي

 ًٙان ُيوڀ ثٍ ډًٕٕٺٓ ي وٺبٙٓ دَويځبن ثٍ هًثٓ طجز  ٭لاٹٍ َٕځَډٓ اډذَا٥ًٍ . ٙپڄ َبْ ػئيْ ٍا دئياٍ ٽَى
اٍع وُبىن اي ثٍ دَويځبن . اي ٔټ ٽٚشٓ ثب ٥َف دَويٌ ثَاْ ىٍثبٍٔبن هًى ٕبهشٍ ثًى. (ٽشبة ٹئمٓ سبوڀ)ٙيٌ إز 
ي   َىَډىيان  ٭لاٹٍ ْ. (ځًاوڀ ٕٕمب) ډٓ ثبٙييا١ق  وُب آ ثَاْ ٽٕٚين ٭پٔ ٔبن څٕجه  ثٍ  ىٍ ىٕشًٍٗ ٽڈ ٔبة، 

ك٢ًٍ ثَػٖشٍ ْ دَويځبن ىٍ دبٍؿٍ َب ي ډلًٞلار ٵََىڂٓ ؿٕىٓ   ٝىٮشڂَان ٕچٖچٍ ْ سبوڀ ثٍ وٺًٗ دَويځبن اُ
   ؤًٖىيٌ ډٮَيٳ  ؿٕه  ىٍ ىيٌٍ ًٕوڀ،  ٽٖٓ ٽٍ ؿٍ ٵً، . ډٓ ثبٙيډبوىي وٺًٗ دبٍؿٍ ي وٺًٗ دَويځبن ډٚوٜ 

ٍيدًٗ ي " اٙبٌٍ ٽَىٌ ٽٍ ( ډٕلاى1060ْ )ػئي سبوڀ ٽشبة سبٍٔن ٕچٖچن  سبوڀ ٍا  ثٍ ٍٙشٍ سلََٔ ىٍ آيٍىٌ ىٍ 
 ٱبُ يكٚٓ ثب ٍيثبوٓ ىٍ ډىٺبٍ ي ىي   ثب ٙبَٕىٓ ٽٍ ٕئًؿً ىٍ ډىٺبٍ ىاٍى، دبٍٔ ْ ًٕڇ ي ثبلاسَ،  اٵَٖان …وٕمشىٍ ْ

 ".٥بييٓ سِٕٔه ٙيٌ إز

这一时期的灵感来自异域的萨珊文化，萨珊文化的某些方面与当地文化融合。它反
映了装饰艺术中的社会风尚，即关注、赞美、表现真实的情感和大自然。它欣然融
合并吸收异域的艺术形式，自由奔放，无拘无束，去创造全新形式和主题的装饰图
案。萨珊鸟纹的影响通过融合自然趣味和人类的兴趣点展现出新的形式。《旧唐
书》记载唐玄宗对鸟乐和绘画等娱乐都有着浓厚的兴趣。他为朝臣们建造了一艘鸟
形的船。玄宗喜爱珍禽，曾命阎立本绘珍禽图（司马光）。中国的服饰上，生产的
织物上，鸟的形象是多么的突出啊！唐朝艺术家和匠人们对鸟的兴趣可以想见。
《新唐书·车服志》记载：“袍袄之制……三品以上服绫，以鹘衔瑞草，雁衔绶带及
双孔雀。” 

This period drew inspiration from the exotic Sasanian cultural aspects which merged 

into local culture. It reflected social fashions in decorative arts. It concerned itself with 

expressions of true feelings and nature. It readily fused and absorbed exotic art forms 

creating new forms and themes in decorative patterns that emerged freely and easily. 

This influence of Sasanian bird patterns manifested new forms by fusing natural taste 

and human interests. Emperor Xuanzong’s interest in bird music and painting 
entertainments is well-recorded (Old Tang Book). He had a bird-shaped ship constructed 

for his courtiers. His appreciation for rare birds is evident in his order to Yan Liben to 

draw their images (Guang Sima). Tang Dynasty artist and artisan interest in bird motifs is 

evidenced by the prominence of birds on clothing and Chinese cultural productions such 

as fabric patterns and bird patterns. Che Fu, a famous Chinese author from the Song 

dynasty (960–1279 CE), who has recorded the history of the Tang Dynasty in The New 

Tang Book (1060 CE.), says: “gowns and jackets, … 
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 ؿىي ػٶز ٽجټ  ثٍ ىاډه اثَٔٚمٓ ػئي،" ٽٍ  اٙبٌٍ ډٓ ٽىىي  َٕيىٌ َبْ ُډبن سبوڀ.(ًٕٙ ؿًٔبوڀ ي ؿٓ ًٕوڀ)
ٱبَُبْ ]   ٩َٔٴ ي َُٕٙن ىٍ څلبٳ ا٥چٔ ٽٍ اٍىٻ َبْ ډبويأٍه  ي ثبڅٚز َب ٹلاثييُْ ٙيٌ، دَىٌ ٙٶبٳ إز

ىيُْ ٙيٌ  ځڄ څجبٓ ؿىي سپٍ ي وٺًٗ"ٔپٓ سًٕٝٴ ډٓ ٽىي . (ين) "ىيُْ ٙيٌ هًاة إز ځڄ ٍيْ آن [ٕبٕبوٓ
 سًَٞٔ)  ٕبٕبوٓ  ٱبُ َبْ  / اٍىٻ ؿَا  ډٓ ٽىي ٽٍ   ډٖشىيٕبُْ  وًٙشٍ أه  ، (ياوڀ)  " ٱبَُب  ي  ٹٺىًٓ َب ْ

123. ;C124.B 125؛.B)  ثب وًٻ دََبْ سبثياىٌ ىٍ َىَ ؿٕىٓ ٕچٖچٍ ْ سبوڀ ٩بََ ٙيٌ اوي(123.AB 124 ي.C)  ي
 .ډًٍى ٭لاٹٍ ْ ٥َاكبن ثَاْ إشٶبىٌ ىٍ ډلًٞلاسٚبن ثًىٌ اوي

（修欧阳、齐松）。唐代诗文记载：“水精帘里颇黎枕，暖香惹梦鸳鸯锦。”（温庭
筠·菩萨蛮·水精帘里颇黎枕）。有诗云：“罗衫叶叶绣重重 ,金凤银鹅各一丛”
（王）。这篇文献记载了为什么中国唐代艺术中出现了翼尖卷曲的萨珊鹅或者鸭的
形象（图 123A 和 B；以及 124.C），它们也成为了设计师最喜欢用在作品中的元
素。 

of the officers in the third grade and above, are decorated with a falcon holding a seocho 

in the beak, wild goose holding ribbon in their beak and two peacocks”(Xiu Ouyang and 

Qi Song). Tang Dynasty-era poems report that: “the new silk skirt is embroidered with 
pairs of partridges, there is a crystal curtain and a fine and smooth pillow, and the 

heroine is sleeping in a satin quilt embroidered with mandarin ducks [Sasanian goose].” 
(Wen). One describes a “silk garment [of] many pieces and the embroidered patterns of 

phoenixes and geese.” (Wang). This literature documents why Sasanian curled wingtip 

style fowl (Figs. 123.C; 124.B; and 125.B) appeared in Tang Dynasty art and that they 

were favorites for the designers to use in their products (Figs. 123. A B; and 124.C). 

 
 

 

Figure 123. A. Embroidered five-color bird pattern, Tang 

Dynasty, China, The Abegg-Stiftung, CH-3132 No. 4902; B. 

Pattern on reclining Buddha pillow in the 158th Cave of 

the Mogao Grottoes in Dunhuang, eight century CE. 

Middle Tang, China; C. Stamp seal, fifth century CE. Iran, 

Sasanian, The Metropolitan Museum of Art, 

(1985)85.357.40. 
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Figure 124. A. Brocade of opposing ducks and flower missions, Shoso-in, The Imperial Household Agency; B. Lid, sixth-

seventh century CE. Sasanian, Iran, Arthur M. Sackler Gallery, DSC05860; C. Textile with facing birds on flower, early eight 

century CE. Middle Tang dynasty, China, The Metropolitan Museum of Art, (1996)96.103.2.  

 

Figure 125. A and B. Bottom and top views of drinking bowl 

with the inside engraved with a duck holding a necklace, 

sixth-seventh century CE. Sasanian, Iran, The David Collection 

Inv. no. 8/1966; C, D and E. Sasanian beads with magical bird 

patterns. 
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دَويٌ اْ ٽٍ ٔټ ٍٙشٍ ثٍ ډىٺبٍ ىاٍى 
َمٕه ىٍ ډًٍى وٺ٘  ٍى دبْ ثٮيْ، وٺ٘ دَويٌ اْ إز ٽٍ ٍٙشٍ اْ ډَيأٍي ٔب ٍيثبن ٔب ٙبهٍ اْ ځڄ ثٍ ډىٺبٍ ىاٍى؛

ثٖٕبٍْ . دَويٌ اْ ٽٍ دًٙبڃ ىٍ ډىٺبٍ ډَٕيىٽٍ لاوٍ اْ ىٍٕز ٽىي ٔب ىاوٍ ثَاْ ػًػٍ َبٔ٘ ډٕجَى وِٕ ډٞياٷ ىاٍى
ٽٍ )ىاٍوي  ٽٍ ٍٙشٍ اْ ډَيأٍي، ثب ٍٕ هَډٌَُ ىٍي٤ٕ ثٍ ډىٺبٍ ډٕجبٙيوٺًٗ دَويځبوٓىاٍاْ اُ ډلًٞلار ٕبٕبوٓ، 

أه وٺ٘ ٍٍٔٚ ى٥ٍَاكٓ ٕبٕبوٕبن ىاٍى ي ثٖٕبٍ اڅُبڇ . (ثٖٕبٍ ٙجٍٕ ځَىوجىيْ إز ٽٍ دبىٙبَبن ٕبٕبوٓ ډٕذًٕٙيوي
ډِٔه ثٍ ػًاََار ٍا ىٍ  ٍيثبوٓ    ٽٍ ٔټ ٱبُ، ىيٍان ٕبٕبوٓ أه ډًٍى، ٍيْ دبٍؿٍ َبْ   .ثو٘ ٥َاكبن ثًىٌ إز

أه وٺ٘ ٕبٕبوٓ، وٺ٘ سِٕٔىٓ  . ډٕشًاوي ثٍ ٭ىًان اڅُبډٓ اُ ٥َف َبْ ٹجچٓ ٙمَىٌ ًٙى ، (110سًَٞٔ )ډىٺبٍ ډٓ ثَى 
سًاوٖشٍ س٤ًٕ  ٽٍ ډٓ (125سًَٞٔ )  ډٓ ًٙى َڈ ىٔيٌ  ٕبٕبوٕبن  ٩َيٳ ٥لا ي وٺٌَ ْ  ٽٍ ٍيْ  ثًىٌ  دَٽبٍثَىْ 

أه وٺ٘ يا١لب ىٍ ډىًٖػبر ػبىٌ   (. 2011 ػبي ي ؿٓ،)٥َاكبن إلاډٓ، َىيْ ي ؿٕىٓ ثٍ ٭بٍٔز ځَٵشٍ ٙيٌ ثبٙي 
 ىٍ ٱبٍ ىٍ ُډبن سبوڀ ىٍ ؿٕه ىٔيٌ  ثًىأٓ ډٮجيْ  ٽِٕٔڄ  ډبوىي  (12سًَٞٔ )  َمـىٕه ىٍ وٺبٙٓ ىًٔاٍَب اثَٔٚڈ، 
 .ډٓ ًٙى

雀鸟衔绶带纹 

萨珊文化的下一个足迹就是雀鸟衔绶带纹，雀鸟嘴中衔着一串珍珠、丝带或花枝，
也有鸟嘴中衔着一根稻草筑巢或者衔食喂养幼鸟的图案。许多萨珊产品中都有雀鸟
衔着一串珍珠，中间是一个吊坠，由三颗珠子拼成的图案，与萨珊国王佩戴的项链
十分相似。这一图案起源于萨珊设计，赋予设计师诸多灵感。图 110.C 中，萨珊
织物上，一只鹅嘴里衔着一条宝石绶带，可以认为是从前人设计中得到的灵感。这
一萨珊纹样是萨珊金银器上常见的装饰性图案（图 125），伊斯兰、印度和中国的
设计师可能都模仿过这种图案（Zhao 和 Qi，2011）。这种图案在丝绸之路上的
织物、壁画（图 12）都能清楚地看到，比如中国唐代佛教石窟寺建筑群克孜尔石
窟的壁画。 

Bird holding a string 
The trace of the next footprint is that of a bird motif holding a string of pearls or ribbon 

or a tiny branch of flowers in its beak.The same is the case of the motif of a bird carrying 

straw in its beak flying to make a nest or carrying the fodder for its chicks. Many 

Sasanian products show birds holding a string of pearls, a three bead pendant in the 

middle which is quite similar to the necklace worn by the Sasanian kings. This pattern 

has its origins in the Sasanian design and inspired designers frequently. In this case of a 

goose holding a jewelled ribbon on its beak embroidered on Sasanian textile (Fig. 110.C) 

can be considered as an inspiration from the former design. This Sasanian motif was a 

common decorative pattern seen on Sasanian gold and silver wares (Fig. 125), that could 

have been emulated by Islamic, Indian and Chinese designers (Zhao, and Qi, 2011).  This 

pattern is seen clearly visible on Silk Road textiles, wall paintings (Fig. 12) such as those 

at Kizil, a Tang Dynasty era Buddhist cave temple complex in China. 
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.  ىٍ ؿٕه، سجئڄ ثٍ ٍٕ هَډٌَُ ْ آئِان اُ ون ٙي10 سب ايأڄ ٹَن8ٔټ ٍٙشٍ ډَيأٍي، ىٍ اياهَ وٕمٍ ْ ىيڇ ٹَن 
 ځڄ   ٙپڄ ځٌَ َبْ ٍيثبن ٔب ثٍ ، ٥ٌَاكبن َىيْ ي ؿٕىٓ اٹشجبٓ ٽَى وٺًٗ ٕبٕبوٓ ٍا   ٽٍ  ًٙاَي وٚبن ډٓ ىَي

. (څٕه ٵًڅٓ) اُ ُډبن ثبٕشبن ىٍ ؿٕه إشٶبىٌ ډٓ ٙيٌ إز "ځٌَ ُىن".ويٌ اٽٍ ثب سبثٕين ٍيثبن أؼبى ډٓ ًٙى ىٍآيٍى
ځٌَ ٽبٍثَىْ ي . ىٍ ُډبن ٕچٖچٍ ْ سبوڀ، ځٌَ ىٍ څجبٓ ي اطبطٍٕ، ډبوىي ىٕشڂٌَٕ َب ي سِٕٔىبر، إشٶبىٌ ډٓ ٙيٌ إز

ځٌَ ٭ٚٸ "٭ىًان  . إز ٽٍ ىٍ اٙٮبٍ سبوڀ ثٖٕبٍ إشٶبىٌ ٙيٌ ومًى دٕيا ٽَىٌ "ځٌَ ٭ٚٸ ياٹٮٓ" ىٍ   يٌسِٕٔىٓ ثًى
: ٔبوڀ څًٕػٓ ىٍ ُډبن څًًٕٔٙٓ ىٍ ٕچٖچٍ ْ سبوڀ وًٙشٍ.  ثٕبن ډٓ ٽىي ٽٍ أه ځٌَ ىياڇ ٭ٚٸ ٍا ىٍ ثَ ىاٍى"ياٹٮٓ

كبلا ډه ځٌَ ٭ٚٸ ياٹٮٓ ٍا ثٍ ٙبهٍ ثٕي ډٓ ُوڈ ي آن ٍا ثٍ ٭ىًان ٔټ َئٍ ثٍ ٙوٜ ډٖبٵَ ډٓ ىَڈ، آٔب اي سبطَٕ "
ځٌَ ":  ىائً اْ دٕه ىٍ ُډبن څٓ ثبْ ىٍ ٕچٖچٍ ْ سبوڀ ډٓ ؤًٖي (. 1960څًٕ ىٍ ٔبوڀ څًٕ ػٓ، ) "؟ ډٓ ىاوي آن ٍا

 ي َمـىٕه ثوًٍ   هًٙمٌِ اْ ٽٍ ٍيْ ډِٕ سمِٕ ٹَاٍ ىاىٌ ٙيٌ  ي ٱٌاَبْ ىٍ دَىٌ َبْ څًٽٔ آئِان ٭ٚٸ ياٹٮٓ 
دَويٌ اْ ٽٍ أه ٵَڇ ٍا ىٍ ډىٺبٍ وڂٍ ىاٙشٍ إز، اكٖبٕٓ اوٖبوٓ ٍا . (1960څٓ ىٍ ىاي اْ دٕه، ) "ًٍَٕ يػًى ىاٍى

 . ثب وٺٚٓ وٚبن ډٓ ىَي ٽٍ ٭لاٹٍ اوٖبن ٍا ثٍ ډٶبَٕڈ ٕبُويٌ ٍيثبن ي ځٌَ وٚبن ډٓ ىَي

8 世纪下半叶到 10 世纪初，它在中国从一串珍珠变成了三串下垂的串珠。证据表
明印度和中国的设计师在绶带和花结的设计上采用了萨珊图案，即通过缎带扭曲形
成图案。“结”在中国古代很早就有了(Linfu Li)。唐朝时期，“结”应用于服装和工具
上，比如把手和装饰物。“结” 既具实用性又富装饰性。唐诗中常提到的同心结便是
明证。“同心结”这个名字表明了这个结是爱情的寄托。唐朝诗人刘禹锡在《杨柳
枝》中写道：“如今绾作同心结，将赠行人知不知？”唐李白《捣衣篇》中写道：“横
垂宝幄同心结，半拂琼筵苏合香”。雀鸟衔同心结是人类的情感表达，展现了人们
对绶带和结所蕴含的吉祥寓意的向往。 

From the late half of the eighth to the early tenth century in China, this pattern 

developed into three strung beads drooping rather than a string of pearls. Sasanian 

patterns adopted by Indian and Chinese designers in the shape of ribbon or flowered 

knots, formed by twisting the ribbon are common. The “tying knots” has been used 

earlier in the ancient times in China (Linfu Li). During the Tang Dynasty, knots were used 

in costumes and on implements, such as handles or decorations. It was practical and 

decorative. It could be reflected by the truelove knot mentioned often in Tang poems. 

The title “True Love Knot,” suggests that this knot symbolises the sustenance of love. 
The Yang Liu Zhi of Liu Yuxi of the Tang Dynasty wrote: “now I tie the true love knot with 

willow twig and give it to the travel person as a present, does he know the affection 

thereof.” (Liu, in Yang Liu Zhi, 1960). The Dao Yi Pian of Li Bai in the Tang Dynasty wrote: 
“there is a true love knot hanging in the luxury curtains and the delicious meals placed 

on the clean table, as well as Suhe incense burning.” (Li, in Dao Yi Pian, 1960).  The bird 

holding this form in the beak, expresses human emotion showcasing their interest in the 

propitious meanings of ribbon and knot.  
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ٽٍ ٍيثبوُبٔٓ ٽٍ وً٭ٓ ځٌَ  ډٓ ىَي  ٥بييُٕبٔٓ ٍا وٚبن  ىي ٍوڀ ؿٕىٓ،   ډًٌُ ثَٔشبوٕب اُ وٺًٗ اثَٔٚمٓ  ډؼمً٭ٍ
 ىٍ ٽشبة سبوڀ ػئي   ٽٍ ثبلاسَ ځٶشٍ ٙي، ؿٍ ٵً َمبو٦ًٍ .(D.129سًَٞٔ )ډىٺبٍ ځَٵشٍ اوي  ٭ٚٸ ياٹٮٓ َٖشىي ثٍ 

، [827ٕبڃ ] ىٍ ُډبوٓ ٽٍ ين ُيوڀ ثَ سوز ثًى  دبٍٔ ْ ًٕڇ ي ثبلاسَ،   ي ٍيدًٗ َبْ اٵَٖان وٕمشىٍ …": وًٙشٍ
ًٕٙؿًٔبوڀ ي ؿٓ ) "… ٍيثبن ىٍ ډىٺبٍ ي  ٱبَُبْ يكٚٓ ثب   ځَٵشٍ ثًى،  ٽٍ ٕئًؿً ثٍ ډىٺبٍ وٺ٘ ٙبَٕىٓ ىاٙشىي

ٔپٓ اُ وٺًٗ ٍيدًٗ  ٽٍ ػٶز دَويځبن ډشٺبٍن ٽٍ ٍثبن ىٍ ډىٺبٍ ىاٍوي،   دْيَ٘ ّائً ٵىڀ وٚبن ډٓ ىَي .(ًٕوڀ
ٕچٖچٍ دىغ دبىٙبَٓ ي َمـىٕه ٕچٖچٍ څٕبئً وِٕ أه وٺًٗ ٍا ثٍ . (2007ػبي،)َبْ ٍٕمٓ ٕچٖچٍ ْ سبوڀ ثًىٌ إز 

اٙپبڃ ډٚبثُٓ دٚز ٍيدًٗ ىهشَ هيډشپبٍ ىٍ سًَٞٔ ډُمبوٓ َبن ِٕٙاْ ىٍ ځًهىڀ ىٍ ٕچٖچٍ . ٭بٍٔز ځَٵشٍ اوي
 ٙبوٚٓ ىٔيٌ ډٓ  ىٍ ا٥َاٳ ثٕه   ٕچٖچٍ ىٍ  اُ دىغ ٵىڀ هًاْ   ډٺجٌَ ْ  وٺبٙٓ َبْ ىًٔاٍ  ٍيْ  دىغ دبىٙبَٓ ي

َمـىٕه ٍيدًٗ اثَٔٚمٓ ثب ځچييُْ ثَػٖشٍ ْ ٱبُ يكٚٓ ثب ٍيثبوٓ ىٍ ډىٺبٍ ىٍ ډٺجٌَ ْ ٕچٖچٍ ْ څٕبئً ىٍ  . ًٙى
َمٕه وٺ٘ ىٍ ٽبٙٓ َبْ َىيْ ىٍ ٝله ډٮجي ثًىأٓ ىٍ  . ډٲًڅٖشبن ٽٚٴ ٙيٌ إز ىاٹٕىشبلا، َٕىڂڂبن څٕڀ ىٍ 

 (. C.126سًَٞٔ )َبٍيان ىٔيٌ ډٓ ًٙى ٽٍ اٍىٻ ٍيثبوٓ ثٍ ډىٺبٍ ىاٍى 

大英博物馆馆藏的中国双色绸上即有孔雀衔绶图，其中的绶带即是一种同心结（图
129.D）。如前文所述，《新唐书·车服志》中写道：“文宗即位，袍袄之制：三品
以上服绫，以鹘衔瑞草，雁衔绶带...”。赵峰的研究表明对鸟衔绶纹是唐代官袍纹
样之一（Zhao，2007）。这种纹样在五代时期乃至辽代的装饰性纹样中均有传
承。五代时期顾闳中画作《韩熙载夜宴图》中，侍女外袍背部便有类似的图案，陕
西彬县五代时期冯晖墓壁画中也有类似图案。内蒙古兴安盟代钦塔拉辽墓出土的锦
袍上便有雁衔绶带纹样。在印度哈万的佛教寺院，庭院的印度地砖上也有类似的鸭
衔绶带纹（图 126.C）。 

The British Museum collection of Chinese two-color silk patterns has peacocks holding 

true love knotted ribbons (Fig. 129.D). Che Fu in the New Tang Book: “as to the gowns 

and jackets of the time when Wen Zong was on the throne [the year 827 CE.], those of 

the officers in the third grade and above are decorated with falcon holding seocho in the 

beak, wild goose holding ribbon in the beak and …” (Xiu Ouyang and Qi Song). Zhao 

Feng’s research shows the pattern of symmetrical twinned birds holding ribbons was 
one of the patterns of Tang Dynasty official robes (Zhao, 2007). It was inherited in the 

decorative patterns of the Five Dynasties and also the Liao Dynasty. Similar forms are 

seen on the back of the gown of the maids in the painting in the Banquet Figure of Han 

Xizai in Gu Hong of the Five Dynasties and on the wall paintings of Feng Hui Tomb of the 

Five Dynasties in Bin County, Shaanxi. There is also a brocade gown with a wild goose 

holding ribbon in the beak pattern unearthed at Liao Dynastic tomb in Daiqintala, 

Hinggan League, Inner Mongolia. The same has seen painted on Indian tiles with ducks 

holding ribbon from the courtyard of the Buddhist monastery at Harwan (Fig. 126.C).  
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ىٍ ډٕبوٍ ي اياهَ ٕچٖچٍ سبوڀ،  . وِٕ ډًَٕڇ إزوًىٍ كبڃ كب١َ ىٍ َىي ي ؿٕه ځٌَ ُىن أىڂًوٍ ْ ٍيثبن ثٍ ډبٕٙه 
 ىٍ ډٕبن ٍٙشٍ َبْ ډَيأٍيْ ٽٍ ٙپڄ ىٕشٍ ځڄ ثًىٌ ، ٍيثبن ثب ډٌَُ َبٔٓ ٽٍ ثٍ ٙپڄ ځڄ ٽىبٍ َڈ ٹَاٍ ىاٍوي كچٺٍ

 ٽٍ ثب ون ثٍ َڈ ثبٵشٍ ٔٓاُ ډٌَُ َب، ٔٚڈ ي إٙبْ ځَاوجُب .ډٓ ثبٙيٽٍ ٔټ ٍٙشٍ سِٕٔىٓ ثٍ ٙپڄ ځڄ  ثبٹٓ ډبويٌ إز
 ىٍ اْ ډً ٙبوڀ ىٍ  ُٔىز ثوٕٚين دٕپٌَ ثًىا إشٶبىٌ ډٓ ٙيٌ ي أه ٍٙشٍ ْ سِٕٔىٓ ثَاْ  . ٙيٌ ٕبهشٍ ٙيٌ إز

ٔبن ًٙ ) "أه څٕه اْ ٙبٌ َمبوىي ثًىا ٍيدًٗ ي ٍٙشٍ ْ سِٕٔىٓ ډٓ دًٙي": سبٍٔن ٕچٖچٍ َبْ ػىًثٓ طجز ٙيٌ إز
ثٍ ٭ىًان ځَىوجىي وِٕ   ثَ ٽبٍثَىٙبن ثَاْ سِٕٔه دٕپٌَ ثًىا،  ىٍ ُډبن ٕچٖچٍ ْ سبوڀ، ٍٙشٍ َبْ سِٕٔىٓ ٭لايٌ . (څٓ

. ٌ إز ثًىٙشٍدَويٌ اْ ٽٍ ٍيثبن ىا سجئچٓ اُ  ، ىاٍىوٺ٘ دَويٌ اْ ٽٍ ٍٙشٍ ْ سِٕٔىٓ ثٍ ډىٺبٍ . دًٕٙيٌ ډٓ ٙيوي
ياٹ٬ ىٍ  ٙبهٍ   ثب   ډشٺبٍن ىي ٥َٵٍ وٺ٘ ايڃ  : ډٓ ثبٙيډًػًى   ىي ٙپڄ  ثٍ ٙبهٍ ځچٓ ىاٍى،  وٺ٘ دَويٌ اْ ٽٍ 

ًٙى ي س٤ًٕ ىي دَويٌ سٺٖٕڈ ٙيٌ ٽٍ  ٹٖمز ٵًٹبوٓ ي٤ٕ ي اوشُبْ دبٕٔىٓ ٙبهٍ ځڄ ثٍ ٕمز ىي ٥َٳ ډىٚٮت ډٓ
وٺ٘ ىيڇ، ٔټ دَويٌ ىٍكبڃ دَيأُب وٖٚشٍ ٽٍ ٔټ ٙبهٍ ځڄ ٍا وڂٍ ىاٙشٍ ي . اُ ََىي ًٕ ډشٺبٍن، وڂٍ ىاٙشٍ ډًٕٚى

 .ي١ٮٕز ثين آن ُويٌ سَ ي ٥جٕٮٓ سَ اُ وٺ٘ ايڃ إز

在今日的印度和中国，在新车上系红丝带的做法依然很普遍。唐朝中后期，绶带带
子上的串珠上装饰有珠花，即为花环。花环，是一种花形串饰，由珠子、玉石和名
贵饰品用纱线编织而成。花环被用来装饰佛像。《南史·夷貊传上·林邑国》:“在林
邑国，其王者著法服,加瓔珞,如佛像之饰”（唐 ·李延寿）。在唐朝，花环除了能装
饰佛像之外，还可作项链。雀鸟衔花环纹是雀鸟衔绶带纹的改良版。雀鸟衔花纹共
有两种式样：一种是左右对称的，花枝位于中上部，下端向左右分出两根枝桠，由
两只对鸟分别衔着；另一种则只有一只鸟，或展翅飞翔或栖于花枝上，其姿态比第
一种更加生动自然。 

Currently in India and China, this practice of tying red ribbons newly-purchased vehicles 

is quite common. In the middle and late Tang Dynasty, the belt, or ‘dai’ in Chinse, of the 
ribbon with beaded flowers among strings of beads remained in wreaths. A wreath is a 

flower-shaped string decoration. It is consists of beads, jade, and precious items knitted 

together with yarn. Wreaths were used to embellish the figure of Buddha. It was 

recorded in Yi Mo Shang in the History of Southern Dynasties that: “In Lin Yi, the king 

wears gown and wreath, just like the figure of Buddha.” (Yanshou Li) During the Tang 
Dynasty, wreaths were used as necklaces in addition to being offered to the figure of 

Buddha. The pattern bird holding wreath was an additional transformation of the bird 

holding the ribbon. There were two forms of the birds-holding-flower patterns: the first 

is bilaterally symmetric with the branch located in the upper-middle part, and lower end 

of the flower branch forking towards the two sides and is held by the two birds 

distributed symmetrically on both sides. The second form is the pattern of a single bird  

flying, or perched, holding one flower branch, with its posture more vivid and natural 

than the first form.  
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( C.129سًَٞٔ)ٕچٖچٍ ْ ًٕٔٓ ٽٍ ىٍ إشبوب سًٍٵبن ٽٚٴ ٙيٌ- ٽبٍاٽشَ ٥بييٓ ځًٔٓ ىٍ ځچييُْ ٕچٖچٍ ْ ٙمبڅٓ
. وٺٚٓ ٍا وٚبن ډٓ ىَي ٽٍ ىي اوشُبْ دبٕٔىٓ ٔټ ٙبهٍ ځڄ، اوشُبْ ؿىڂبڃ ډبوىي ىاٙشٍ ي ىٍ ډىٺبٍ ٥بييٓ ٹَاٍ ىاٍى

ځڄ، ىٍ -ىٍ ډىٺبٍ ىٍ وٺ٘ دَويٌ ٕبهشبٍ ډشٺبٍن دَويځبن ثب ځڄ. ٵشٍ إزىيٍان سبوڀ ځٖشَٗ ثٕٚشَ ٔب أه وٺ٘ ىٍ
ځڄ وڂٍ ىاٙشٍ ٙيٌ، ثب  . ٙبَِاىٌ ًٔوڂشبْ ىٍ ائڄ ىيٌٍ دبىٙبَٓ سبوڀ يػًى ىاٍى  سبثًر ٕىڂٓ ډٺجٌَ ْ  كبٍٕٙ ْ

ٽٍ  ٙبهٍ ْ ځڄ ٍا ډٓ ٽٚىي ي ثبُ ډٓ ٽىىي  دَويځبن ىٍ ىي ٥َٳ،. إز٭چٴ سبة ىاىٌ ٙيٌ ډشٺبٍن ػبٔڂِٔه ٙيٌ 
(. D.131سًَٞٔ) سبوڀ كټ ٙيٌ إز  ٔب ٩َيٳ وٺٌَ ْ ُډبن   آٔىٍ َبْ ثَوِْ ي ٥لا،   دَٽبٍثَىْ ٍيْ أه وٺ٘

 ډٕلاىْ، َمٖبن ثب 8ٹَن  أه وٺ٘ ىٍ ايا٤ٕ  .  سَٽٕت ٙيٌ اوي  ٍٙشٍ ْ سِٕٔىٓ ځڄ َمـىٕه ثٍ ٙپڄ ٙبهٍ َبْ 
(. A.129سًَٞٔ ). ٙيٌ إزىٍ وٺًٗ ٩بََ  ،ٌي ډشٺبٍوىي، ډلجًة ي دَ ٽبٍثَى ثًى ٽٍ ٙبهٍ ىٍ ډىٺبٍ ىاٍوي دَويځبوٓ

 وٺٌَ ْ وٕمٍ ْ ايڃ ٹَن َٚشڈ دئياٍ  ىٍ ٩َيٳ ٥لا ي  ىٍ ډىٺبٍ ىاٍوي،   ىيډٓ اُ دَويځبوٓ ٽٍ ٙبهٍ ْ ځڄ وٺ٘
ىَڈ ىٍ ٹَن ي ثبٵشٍ ٙيٌ ْ وٕمٍ ْ ىيڇ ٹَن َٚشڈ سب ايأڄ   أه وٺ٘ ٭مًډب ىٍ دبٍؿٍ َبْ ٍوڀ ٙيٌ  .ٙيٌ إز

 .ځٚشٍ إزؿٕه دئياٍ 

新疆吐鲁番的阿斯塔纳出土的南北朝-隋朝“贵”字样孔雀织锦（图 129.C）展现了一
个花枝下端分出两根枝桠，分别衔在两只孔雀嘴里。这一纹样在唐代得到进一步发
展。唐初永泰公主墓石棺边缘，即有对鸟衔花的花鸟纹样。只是衔着的花被卷草替
代了。花枝在两侧被两只鸟拉开。在唐代，这一图案常刻在的铜镜和金银器上（图
131.D）。花枝也能合起来变成花环。这种纹样和对鸟衔花纹一样常见，对鸟衔花
纹在 8 世纪中期同样风行一时。比如图 129.A 中即有这种图纹。第二种雀鸟衔花
枝纹出现在公元 8 世纪上半叶的金银器皿上。这种纹样在中国 8 世纪下半叶到 10

世纪初的染织物上常出现。 

The Gui peacock brocade of the Northern Dynasty – Sui Dynasty unearthed at Astana 

Turfan (fig. 129.C) shows the pattern with the two lower ends of one flower branch fork 

ending and held in the peacock beaks. The motif developed further during the Tang 

Dynasty. A symmetrical structure of birds holding flowers in the flower-bird pattern is 

on the edge of the stone coffin of Yongtai princess tomb in early Tang Dynasty. The 

flower held was replaced by symmetrical scrolled grass. The flower branch is pulled 

open on both sides by the birds. This form is a common pattern engraved on bronze 

mirrors and gold, or silverware of the Tang Dynasty (Fig. 131.D). Flower branches were 

also combined to become a wreath. This pattern was common with the symmetrical 

birds-holding-flower pattern that was equally popular during the mid-eighth century CE. 

It appears on patterns (Fig. 129.A). A second pattern of birds holding a flowered branch 

appears in gold and silver wares from the first half of the eighth century CE. These 

patterns appear in dyed and woven textiles in the era from the second half of the eighth 

century to the early tenth century in China. 
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 دَويٌ اْ ٽٍ آُاىاوٍ ثب ځچٓ ىٍ   أه ىيٍان، ٕجټ ډلجًة . ىيٍان اُ وٺ٘ ٥جٕٮز ځَأبوٍ ػيا ومٓ ثبٙيآن أه ډي 
ٙپٖز ي ٍي ثٍ ػچً ًٕٷ   ىيٌٍ ْ سبوڀ ٍا  ؿٕه ىٍ ايا٤ٕ ي اياهَ ىٹٕٸ سِٕٔىٓ   ٕجټ ثٖٕبٍ  ډىٺبٍ دَياُ ډٓ ٽَى،

 ٥جٕٮٓ ثب دَويٌ ْ ىٍ كبڃ دَياُ ډٓ څَُى ي ثٍ دَويٌ وٚب٣ ي ثٍ ٽڄ وٺ٘ ُويځٓ ډٓ   ًٍٝر  ثٍ ٙبهٍ ْ ځڄ . ىاى
.    ٥َاكٓ ډلًٞڃ  ىٍ ُډبن ثبٕشبن  ثب  ٥َاكٓ ډلًٞڃ  اډَيُْ  ٽبډلا ډشٶبير  ثًىٌ إز.(A.129سًَٞٔ )  ثوٚي

اُ٭لائڈ  (ثَاْ ثبلاثَىن ٽٕٶٕز ثَْٞ ډلًٞڃ)٥َاكبن ٕبٕبوٓ ىٍ ٥َاكٓ َبْ هًى ٭لايٌ ثَ إشٶبىٌ اُ اػِا سِٕٔىٓ 
( 168سًَٞٔ)،  دَويځبن (167سًَٞٔ)،  ه٣ً٦ ډبٍدٕؾ (166سًَٞٔ)،  ډبٌ ي ٕشبٌٍ (93سًَٞٔ)ػبىئٓ ؿًن ثَٿ ووڄ 

ٽٍ ځڄ ىٍ   ٙيٌ إز ٔيٌ ى ُٔبى دَويٌٕىشٓ  وٺًٗإشٶبىٌ اُ   وٕبن ٕبٕبكٓا٥َىٍ .  ي ٱٌَٕ  َڈ إشٶبىٌ ډٓ ٽَىوي
 ثٍ ٥ًٍ   ي إزڅُٕبر اُ اْ ومبى ،ثًىٌ َىي ٌ اْ  ا٦ًٍٕ  دَوئٌټ  ٽٍ(B.130سًَٞٔ )ٽٚٓ ډبوىي آوبدب   ىاٍويډىٺبٍ

 ْ َبٽشٕجٍ ْ،ٍٹچمپب ْدبٍؿٍ َب  وؼٓ، ثَ ؿَاٱُبْ َب، ٙٓوٺب  ْ، ثَوِْ ډؼٖمٍ َب  ډىًٖػبر،ْ ثَ ٍيْځٖشَىٌ ا
  َٖشىي ٔؼٓ ٍاوٺًٗ آوُب َمـىٕه  ًٙى، ډٓ سَاٽًسب إشٶبىٌ ٩َيٳ سبوؼًٍ، ػًاََار، ْ َبٙٓ ٙيٌ، وٺبٙٓىٕز وٺب

 . ٙيٌ اويإشٶبىٌ ىٍ َىي وٓٽٍ اٱچت ىٍ ډٮبثي ثبٕشب

这一时期的时尚与植物纹的现实主义风格是分不开的。鸟衔花枝，自由飞舞，这一
纹样打破了中国中晚唐时期传统严谨的装饰风格。花枝随飞鸟自然地摆动，赋予鸟
儿活力，也让整个图案栩栩如生（图 129.A）。古代的产品设计与现代的产品设计
大不相同。除了魔法符号外，萨珊设计师也使用其他装饰元素来提高产品的视觉质
量，比如棕榈叶（图 93）、星月（图 166）、漩涡纹（图 167）、雀鸟（图
168）等等。传统的鸟衔花图案也可见萨珊设计，例如雀鸟采用印度神话中的神鸟
——安纳普及什（印度神话天鹅媒中促成那罗和达摩衍蒂姻缘的天鹅），它是神性
的象征，被广泛应用于织物、青铜雕塑、绘画、黄铜灯、印度手工绘染布、手绘卷
轴、坦焦尔绘画、珠宝饰物、赤陶器皿，这一图案也是印度古寺庙常见的雕刻图
案。 

Plant pattern realism is rife in fashion of this period. A free-flying bird with a flower 

branch in its beak broke through the traditional rigorous decorative style of the Chinese 

decoration of the middle and late Tang. The flowered branch flutters naturally with the 

flying bird vivifying the bird and enlivening the entire pattern (Fig. 129. A). The product 

design in ancient times has been quite different from today's product design. Sasanian 

designers used decorative components (to enhance the visual quality of the product) 

besides magical signs including, among others, palm leaves (Fig. 93), crescent and star 

(Fig. 166), spirals (Fig. 167), and birds (Fig. 168). The Sasanian design saw the use of 

traditional bird holding flower motifs such as the Annapakshi (Fig.130.B) The latter is a 

Hindu mythical bird, a symbol of divinity, used widely on textiles, bronze sculptures, 

paintings, brass lamps, kalamkari fabrics, hand-painted scrolls, Tanjore paintings, 

jewellery, terracotta ware, this common motifs often found carved in ancient temples of 

India. 



 

 

P
a

g
e

   
   

  
   

   
   

  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

 

227 

 ْدَويٌ ا  ثٍ ٔز  ىٍ ٕبوٖپَ . ځَٵشٍ ٙيٌ إز اڅُبڇډٕبوٍ ٭بْ  ٽُه ي ىإشبن َبثٕبراى٥َٕ،  اُ إبٽٚٓآوبدبدَويٌ  
 َٕزإز ٽٍ ثٍ اڅًٙيٌ ىٍ َىي ډًٍى اكشَاڇ ٹَاٍ ځَٵشٍ   ٽٍ ٹَن َبٕز   ٽىيځٓ ډٓ ٽٍ ىٍ ثُٚز ُويډٕپىياٙبٌٍ 

 ٽٚٓآوبدب . ٽَىٌ إز دَياُډٕهثٍ ُ (ًٕاٍځب) ثُٚز اُ ْاٵٖبوٍ ا  دَويٌ ٔهٽٍ ا  َب ډٓ ځًٔىياٵٖبوٍ  . ډٮَيٳ إز
 آن اُ ٥بييٓ اڅُبڇ ٔٴ ٩َْ ٽٍ دََبڅٓىٍ كب  ٹً إز ٙجٍٕ ؿَا ٽٍ ډىٺبٍ ي ثين ،  ٥بييٓ ي ٹًدَويٌ اْ إز ثٕه

  دَويٌ ٔه؛ اىاٍى ځڄ ىٍ ډىٺبٍٔټ  ٔب ٍٙشٍ ثَٿ ئټ ٽٍ أه دَويٌ ډًاٍى، وٚبن ىاىٌ ٙيٌ هٓىٍ ثَ .ځَٵشٍ ٙيٌ إز
 وٕبڇ،ثبلإًثبٍاډب) إز  وڂٍ ىاٙشٍ ٍا ىٍ ډىٺبٍ هًىْ ٍٙشٍ ا ٔب ٍيثبن وٓ ثًىٌ ٽٍٱبُ ٕبٕب  َٔ ثٍ سًٞٙجٍٕ ْسب كييى

 (.2014؛ څٓ، 2020

安纳普及什图案受神话、古代文学和民间传说启发。在梵语中，安纳普及什是生活
在天堂的神鸟，以神性著称，在印度备受崇敬长达几世纪。传说神鸟安纳普及什从
天国降临大地，它有孔雀和天鹅的羽毛，其嘴和身躯形如天鹅，而优雅的羽毛则受
孔雀启发。在某些图案中，安纳普及什口衔花枝。这只神鸟在某种程度上类似萨珊
鹅的形象，衔绶带或者花枝（Balasubramaniam，2020； Li，2014）。 

Annapakshi was inspired by mythology, ancient literature, and folklore. Sanskrit folklore 

describes a bird that lives in heaven, revered in India for centuries, known for its divinity. 

Legend has it that this mythical bird flew down to earth from the heaven (the Swarga). 

Annapakshi has the plumage of a peacock, its elegant feathers are inspired by the 

peacock and its beak and body are swan-like. In some instances, it appears holding a 

string of leaves and a flower in its beak. This mythical bird somewhat akin to the 

Sasanian goose image held a ribbon or string in its beak (Balasubramaniam, 2020; Li, 

2014). 

 

Figure 126. A. Textile fragment with roundel and bird, ninth 

century CE. Country of Origin Egypt, The Metropolitan Museum of 

Art, (2015)2015.796.5; B. Roundel, sixth century CE. Attributed to 

Egypt, The Metropolitan Museum of Art, (1965)65.24.1; C. Tile 

with ducks in Sasanian style, from the courtyard of the Buddhist 

monastery at Harwan, fifth century CE. Gupta Period, Harwan, 

India, Ashmolean Museum, EAX.2043; D. Tile behind balconies 

and gander in Sasanian style, fifth –sixth century CE. India, 

Kashmir, Harwan, The Metropolitan Museum of Art. 
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Figure 126. E. This is in Chinese and Indian cultures to tie a red ribbon on a new car to indicate that the future life is 

secured. See the same in Fig 122.D on the forehead of guards and shoes of Sasanian king. 
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Figure 127. A and B. Textile with animal 

pattern, twentieth century CE. Gujarat, 

India; C. Element of a lamp, eighteenth – 
nineteenth century CE. Attributed to 

India, The Metropolitan Museum of Art; 

D. Finial in the form of a Peacock, 

seventeenth – eighteenth century CE. 

Attributed to Northern India, The 

Metropolitan Museum of Art; E. 

Annapakshi on wood artwork holding 

strings, India. 
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Figure 128. A and B. Pheasant as depicted in late Sasanian arts sixth- seventh 

century CE. Partially gilt, The Hermitage, Saint Petersburg; C. Fragment of a 

bowl, ninth– tenth century CE. Attributed to Iran, Nishapur, The Metropolitan 

Museum of Art, 36.20.38; D. Sasanian gold cup, National Museum of Iran, 

(Iran Bastan Museum) Tehran; E and F. Fragment of a cup decorated with a 

crane, fifth - seventh century CE. Sasanian, Susa (Iran). 
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Figure 129. A. Silk cover with two geese perched on flowers holding flowered branches, tenth century CE. Late Tang 

Dynasty, China, British Library, Ch.c.001 (IOL Khot S 47); B. Oval bowl with grapevine scrolls with birds and animals, sixth–
seventh century CE. Sasanian , Iran. The Metropolitan Museum of Art, (1959)59.130.1; C. Linked-bead brocade with 

peacock character, the Northern Dynasty-Sui Dynasty, Turfan, Xinjiang, China; D. Traced pattern from two-color silk with 

peacocks displaying ribbons, eight-ninth century CE. Middle and late Tang, Dunhuang Library Cave, China, Collected by 

the British Museum; E and F. Changsha ware, ninth century CE. Tang Dynasty, from Private Collection of Mrs. JiangHua, 

Changsha, China. 

 

Figure 130. A. Traced pattern with facing Sasanian 

geese eating string of pearls within pearl roundel 

border of a wall painting, fifth century CE. 

Sasanian , Image of the 167th Cave mural in 

Bamiyan, Afghanistan; B. Indian textile with 

Annapakshi pattern. 
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Figure 131. A, B and C. Changsha ceramic ware with 

pattern of bird holding a knot in the beak, eight-

eleventh century CE. China; D. Mirror with two birds 

the two sides holding flower branch forking towards in 

beaks, A rare bronze 'Double Phoenix' mirror with 

inscription, seventh-ninth century CE. Tang dynasty, 

China, Alain R.Truong collection. 

 

 

 

 

 

Figure 132. Musical instrument with mussel shell art, 

eighth century CE. Tang dynasty, China, Japan 

Masakura Compound. 
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Figure 133. A. Octagonal mirror paint back gold and 

silver flat, eighth century CE. Tang dynasty, China,  

Japan Masakura Compound; B, C, D and E. Stone carved 

of the temple columns of the ruins complex temple, 

fifteenth century CE. Karnataka, India. 
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Figure 134. Fluttering ribbon was 

some part of Parthian and Sasanian 

military costumes. Egyptian-woven 

woolen curtain or trousers (Fig. 

45.B), shows King Khosrau II 

fighting Axum Ethiopian forces in 

Yemen Satrap (A Persian 

kshathrapavan), one can see 

Sasanian Iranian army have 

fluttering ribbons on their 

foreheads, fifth–sixth century CE.  

We can see the same in the 

contemporary military costume 

design in Iran.  

 

 

 

 

 

 

 

Figure 135. Parthian and Sasanian 

warriors tied ribbon around their 

foreheads. Based on their occult 

science, the wearer will be 

protected, as it has a magical 

aspect for protecting the life and 

receiving help and power from God, 

see the figures 110.A, 122.D  and 

139.C.We can see the same in the 

contemporary military costume 

design in Iran, in the same way as 

their ancestors were used fluttering 

ribbon on forehead such as General 

Surena (read pages7, 136 and  235). 

 

http://ehyagarmarof.ir/1399/10/30/

ضووذ-می-رساوه-وقتی-سربىذها-واگفته-راز  

 

http://ehyagarmarof.ir/1399/10/30/???-??????-???????-????-?????-??-????
http://ehyagarmarof.ir/1399/10/30/???-??????-???????-????-?????-??-????
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 ْ ثَ اٵَاٙشٍ ىيٍ ځَىنڅُبٍيثبن ي ٙب

 ٽٍ ىٍ َىَ دبٍسٓ ي ٕبٕبوٓ إشٶبىٌ ٙيٌ إز ثًىٌ  ىٔڂَْ ٙيٌ وٺ٘ ځَىن دٕـٕيٌَٕ ي َبٔٓ ٽٍ ىيٍ (ٙبڃ)ٍيثبن 
اډب . (A.136سًَٞٔ) ٽٍ سٺَٔجب ىٍ سبع َمٍ ٙبَبن ٕبٕبوٓ ىٔيٌ ډٓ ًٙى (A. 130 ي AB.128؛ D.109؛ B.43سًَٞٔ )

ډٓ ٍيى ٽٍ ٍيثبن ډَث٣ً ثٍ ىُٕٔڈ إز، ٽٍ ٔټ كچٺٍ  ځمبن . (C.139سًَٞٔ) ٍٍٔٚ ىٍ ٵچٖٶٍ ْ اٙپبوٓ ىاٍى ٭مٕٺب 
 سًَٞٔ) ىٔيٌ ډٓ ًٙى  اٍىَٕٙ ايڃ ي اٍىَٕٙ ىيڇ  ثٍ ٙپڄ وٕڈ سبع ډٓ ثبٙي، ٽٍ ىٍ وٺ٘ ثَػٖشٍ ډَإڈ سبع ځٌاٍْ

110.A)  ٍوٚبن ډٓ  ي ٹيٍرثٍ ٭ىًان ومبىْ اُ سٶ٠ًٔ ٕچ٦ىز (هيا)اًٍَاډِىا  آن اُ  ٙبَبن ٍا ىٍ كبڃ ىٍٔبٵز ٽ 
ٽٍ  (C.110سًَٞٔ )دبٍؿٍ اْ ىٍ اياهَ ىيٍان ٕبٕبوٕبن سًڅٕي ٙيٌ  .  ٙبڃ َبْ ٔپٖبوٓ ىاٍوي اًٍَاډِىا ي ډٕشَا . ىَي

ىٍ ؿُبٍ ځًٍٙ ىاٍاْ وٺًٗ . أه ٹ٦ٮٍ ٥َكٓ ٍا ثٍ ٍوڀ اثَٔٚڈ وبٍوؼٓ ي ٭بػٓ ىٍ ُډٕىٍ اثَٔٚڈ آثٓ وٚبن ډٓ ىَي
 وٚبوٓ ثَٕٕىٍ ي ډَيأٍي كلاڃ  وٕمَم ٔټ دَويٌ ثٍِٿ ٵَثٍ دَ ٙيٌ إز، ځٕبَٓ سچ٦ٕٴ ٙيٌ ي كلاڃ ډَٽِْ آن ثب

 .ډٓ ثبٙي [هبوًاىٌ ْ ٕچ٦ىشٓ ٕبٕبوٓ] ومبى ٕچ٦ىز ٕبٕبوٓ ٽٍٍيثبن وڂٕه ىاٍْ ىٍ ډىٺبٍ ي ٙبڅٓ ثٍ ځَىن ىاٍى 

颈带 

帕提亚和萨珊艺术中颈上飘逸的绶带是下一个图案（图 43.B；109.D；128.AB 和
130.A）。公元 3 世纪，几乎所有萨珊国王的王冠上都出现过绶带（图 136.A），
但是它是先深深扎根于帕提亚哲学中（图 136.C）。一种推测是：绶带与王冠有
关，王冠就是个饰有绶带的头带。阿尔达希尔一世和阿尔达希尔二世加冕仪式的岩
石浮雕上（图 110.A），国王从至高之神阿胡拉·马兹达手中接过它，作为皇权神
授的标志。阿胡拉·马兹达和密特拉带着相同的飘逸的绶带。图 110.C 中的织物是
在萨珊末期生产的。这一残片为蓝底绸缎，上有橙色和象牙色纹样。它的四角都有
风格化的植物纹，中间的团纹内有一只肥硕的大鸟，胸前带着一个镶珍珠的月牙形
饰物，鸟嘴衔宝石绶带，绶带在鸟颈处飘舞，这是萨珊王室的象征。 

Neck ribbons 
Fluttering ribbons around the neck or head are the next pattern appearing in the 

Parthian and Sasanian art (Figs. 43.B; 109.D; 128.AB; and 130.A) in the 3rd century. It is 

seen in almost all Sasanian crowns (Fig. 136.A). It is deeply rooted in Parthian philosophy 

first (Fig. 139.C). One speculation is that the ribbon relates to the diadem, which is a 

beribboned ring like the one seen in the rock relief of the Ardashir I and Ardashir II 

coronations (Fig. 110.A) It depicts kings receiving it from Ahura Mazda (God) as a symbol 

of power and the royal investiture. Ahura Mazda and Mithra symbolise the 

same fluttering ribbons. This textile (Fig. 110.C) was produced towards the end of the 

Sasanian era. This fragment displays a design in orange and ivory silk against a blue silk 

ground. It has stylized plant motifs in the four corners and its central roundel is filled 

with a large plump bird, in profile, wearing a pearl-studded crescent on its breast, while 

holding jeweled ribbon in the beak with ribbons fluttering around the neck--an emblem 

of Sasanian royalty. 
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 ٙيٌ إز٩بََ  سب َٶشڈ   ٕٙه ػٕبوڀ ىٍ ٹَن دىؼڈ  ٽِٕٔڄ ځَير،  ىًٔاٍْ ؿٕه ىٍ وٺبٙٓ َبْ وٺ٘ ډبٍٔ ىٍ  أه 
دبٍؿٍ َبٔٓ ٽٍ  . (ډَاػٮٍ ٽىٕي  HIJKL.139ي  C .129 ؛ B .123 ؛ A .53 ؛ JKLM.46؛ َمـىٕه ثٍ سًَٞٔ 12سًَٞٔ)

 َمٕه وٺ٘ ىيٍ  .ډشٮچٸ ثٍ ايا٤ٕ ٹَن َٶشڈ ي ايأڄ ٹَن َٚشڈ ډٕجبٙىي  ثب أه وٺ٘ ىٍ ٕٙه ػٕبوڀ ٽٚٴ ٙيٌ اوي،
ىٍ ٥َاكٓ َبْ   .(4 ي46سٞبئَ) ي  ٔب ىٍ ٕپٍ  َىي (B.137سًَٞٔ)  إز ٙيٌ  ٽمَ وبسبٍاػبْ ٍٹٞبن ىٍ َىي ىٔيٌ

 اڃ ثًٍٔ   ٕبډبوٕبن ي اډٍٕ، ٭جبٕٕبن،ثىٓ ٽٍ سبطَٕ ُٔبى ثَ ډٓ ًٙى ايڅٍٕ ْ إلاډٓ ٕبٕبوٓ وٺ٘ ډبٍٔ ٙبڃ ځَىن ىٔيٌ 
   ىٍ آطبٍ  َمـىٕه ٙبڃ ځَىن ٕبٕبوٓ  ډبٍٔ   وٺ٘ (.2014 ډًًْٕ َبَٓ ي ٍيٕشب،  ُا٫ٍ اثَؿًٔٓ،) َيډٓ ىٍا وٚبن 

  (. 2016ػبوڀ، )، ؿٕه ي إٕٓبْ ډٕبوٍ ىٔيٌ ډٓ ًٙى (B.138سًَٞٔ )َىَْ ډَٞ، ٕبٕبوٓ ٕٲيْ 

这一图案出现在中国，是在 5 世纪到 7 世纪新疆克孜尔石窟壁画上（图 12；图
46.JKLM；53.A；123.B；129.C；和 139.HIJKL）。新疆出土的这种花纹织物可
追溯到 7 世纪中叶至 8 世纪初。印度舞蹈之神娜塔罗伽的腰部也系有同样的飘带
（图 137.B）印度硬币（图 4 和 46）。在萨珊早期伊斯兰设计中，我们可以看到
同样的飘带图案，展现了倭玛亚王朝、阿巴斯王朝、萨曼尼王朝和 Al-eBuyeis 的
重要影响（ZareAbarqui、Musavi Hahi 和 Rousta，2014）。萨珊飘带图案也见于
埃及、萨珊 -栗特（图 138.B）中国和中亚的艺术品中（张，2016）。 

The motif appears in China in the Kizil Grottoe wall paintings, Xinjiang in the fifth to 

seventh century (Fig. 12; See also Figs. 46.JKLM; 53.A; 123.B; 129.C; and 139.HIJKL). 

Fabrics with such patterns unearthed in Xinjiang can be traced back to the mid-seventh 

century–early eighth century. The same has seen around the waist of Dancing Nataraja 

in India (Fig. 137.B), Indian coins (Fig. 4 and 46). In the Sasanian early Islamic designs, 

one can see the same fluttering-ribbon motif which shows the significant influence of 

the Umayyads, Abbasids, Samanids, and Al-e Buyeis (Zare Abarqui, Musavi Hahi, 

and Rousta, 2014). The Sasanian fluttering-ribbon motif is also seen in artworks from 

Egypt, Sasanian –Sogdian (Fig. 138.B), China and Central Asia (Zhang, 2016).  

Figure 136. A. Fluttering ribbon on Drachm of Bahram IV, 388-399 CE. Sasanian, Iran, The Metropolitan Museum of Art, 

(1898)99.35.2965; B. Fluttering ribbon on textile fragment, walking ram with a neckband and fluttering ribbons, seventh 

century CE. Sasanian, Egypt, The Metropolitan Museum of Art, (1977)77.232; C. Sasanian Panel, ca. sixth–seventh century 

CE. Stucco-Reliefs. The Metropolitan Museum of Art. 
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Figure 137. A. Brocade with the bird holding ribbon 

pattern and fluttering ribbons on neck, seventh-ninth 

century CE. Tang Dynasty, China, Mr. He Qisi, Hong 

Kong collection; B. Fluttering ribbon on waist of 

dancing Nataraja in medallion in Sasanian style, India. 

 

 

Figure 138. A. Ribbon patterns metal work in Sasanian style, Shaanxi History Museum, 

Xian, China; B. Fluttering ribbons used on pattern of Afrosiab ambassadors fresco, 

fluttering ribbons on four legs in Sasanian style, Nowruz celebrations part of the 

sensational murals from the royal palace Afrosyab on the Silk Road (Nowroz is the 

Persian New Year or the Iranian New Year, which is on 21st March), two dromedary 

riders in southern wall, and delegates in western wall, seventh century CE. Samarkand, 

Archaeological Museum of Afrosiab; C. This is in Chinese  culture to tie a red ribbon in 

the shape of fluttering ribbon on four wheels of a new car (see four legs of horses in 

figs. 47.C, 139. KL also fig. 138.B) to indicate that the future life is secured; D. Dish, 

Sasanian, Found vill. of Bartym. 
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Figure 139. Fluttering ribbon 

pattern, A. Nine-color deer this 

rise, North Wei, murals Dunhuang 

257 caves, the west wall of the 

middle, China; B. The dead man's 

cut meat trade pigeon, North Wei, 

murals, Dunhuang Mogao Grotto 

254 Cave right, China; C. Left to 

Right: Moon Goddess, the king, 

Mitra Sun Goddess, Mitra Sun 

Temple, second century CE. 

Parthian, Palmyra, Syria Satarp (A 

Persian Kshathrapavan), Syrian 

Museum; D. Wall painting 

Xinjiang, China; E. The 17th cave 

column frescoes of Azalea are 

from the 5th and 6th centuries, 

India; F. The patio frescoes of the 

1st Cave of Azalea, fifth -sixth 

century, India. 
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 إشٶبىٌ وٕبن ىٍ ىيٍان ٕبٕبْي ثٍ ٥ًٍ ځٖشَىٌ ا  ْ ثًىٌىيٍ ځَىن وٚبوٍ ٕچ٦ىز هياىاى  ثٍ ْ ثَاٵَاٙشٍٍيثبن َب
( 12ي F .116) ًٙوي ډٓ ٔيٌ ي َىي ىؿٕه ٽٍ ىٍ وٓ ىيٍ ځَىن دَويځبوجٓ څًاُڇ ػبٕٙين دًْ اڅڂًَب .ٙيٌ إزډٓ 

 ٕشًن ٱبٍ  ثَ ٍيْ ٙيٌٙٓ وٺبْ، اڅڂًډظبڃ ٭ىًان  ثٍ .  ثبٙي ځَىنثَاٵَاٙشٍ ىيٍ ٍيثبن ٥َف وٓ ٕبٕبطَٕار سإاُ ٔيثب
 ٽٍ ٵشٍ ٹَٟ ځَوٕبنٵََىڀ ٕبٕباُ    ٍاَُٙٔبٍْىُٕٔڈ  اڅڂً كچٺٍ ٔها،  ٽٍ (E.139سًَٞٔ )6 ٹَن ىٍ ًٔسبٔبَٶيَڈ ا

 څٕب آُا  ٱبٍ ايڃًٕٕ دبًٔاٍْ ىٙٓ وٺبَٔ  دبٍٕٓ سًٞ  ٔه، ٭لايٌ ثَ ا .اىٌ ٙيٌ إز َىي وٚبن ىٕىشٓ  َٔ سٞبيْثَ ٍي
 ىٕز،   ثچىي ىٍٍٕٙٚ  ٔټ  وٖٚشٍ ثَ سوز،  ډبوىي دبىٙبٌ  ٙوٞٓ ي٤ٕ ىٍ،ٌ وٶ6ََٓځَي ، (F.139سًَٞٔ)ىٍ َىي 
 ًٙاَي ٔها. َٔاوٓ وٚبن ډٓ ىَي اڅٓڅجبٓ ډٮمً ثب   دُه،ٽلاٌ ٍا  ثب  وٶَ 6ي  ىٍ ا٥َاٳ وٖٚشٍ ٔب ٖٔشبىٌ وٶَ ا5كييى 

 .ډٓ ثبٙي ثَ َىي ٍٕٓدب ٵََىڀ طَٕ اُ سإْٹبثڄ ا٭شمبى
绶带普遍流行于萨珊王朝摩崖浮雕君权神授图像以及各种生活场景图像中，是波斯
萨珊时代广泛认同的吉祥物象。毋庸讳言，上述印度鸟雀口衔串珠的表现形式吸收
了波斯文化因素，柱头侧面半圆形或圆形联珠纹样自然也来自萨珊文化。奥里萨邦
两实例所见鸟雀颈部系带并连缀饰物的做法，应该与萨珊文化中鸟雀颈部系绶带的
表现有所关联。作为旁证资料，约五六世纪之际阿旃陀第 17 窟列柱侧面绘制诸多
联珠纹样（图 139E），外围借用了萨珊文化联珠圈，圈内表现印度传统的各种物
象。再者，阿旃陀第 1 窟天井壁画的波斯人画面（图 139F），一组 6 人，中间似
王者端坐宝座上，手举长杯，周围 5 人或立或坐围绕前者，6 人头戴毡帽，帽后系
宝缯，为典型波斯人装束，持物亦然。这是波斯文化影响印度的可靠证据。 

Fluttering ribbons around the neck show monarchy of god-given sign and widely 

recognized in the Persian-Sasanian era. Bird neck accessories are also seen in China and 

India (Fig. 116.F and 12). It can be associated with Sasanian influences of performance 

of the neck floating ribbon. Sixth century evidence would be the 17th cave column of 

Ayutthaya painted pattern (Fig. 139E) which appears to be a borrowed Sasanian cultural 

ring showcasing traditional Indian images. Further, the Persian picture of the patio 

mural of the 1st cave of Azalea in India (Fig. 139F), a group of 6 people, the middle one 

sitting like a king on the throne, holding a long glass, around 5 people all of them 

wearing felt hats, in the typical Persian costume is a reliable evidence of the influence of 

Persian culture on India. 

Figure 139. G.Fluttering waist ribbons on of the Zoroastrian divinities pattern, Sogdian, seventh century CE; H, I, J, K,  and  

L. Objects of Yu Hong's tomb have unearthed in Jinyang (present day Taiyuan).They belong to the Shanxi Museum and are 

exhibited in the Shenzhen Museum. Yu Hong tomb is related to the Sui Dynasty, but the carving style of the stones are 

old Persia designs. Fluttering ribbons have been used on waists, legs and necks in patterns. Yu Hong was not an 

expatriate, but was born in ancient Iran and later moved 

to Jinyang. Yu Hong left Persia at the age of thirteen, in 

figure H. The tomb owner Yu Hong and his wife sit on the 

throne. Yu Hong appears to be of the Hu people from 

Persia, in figure I. Birds shape Zoroastrian priests, 

guarding the flame, in figure J. Horse with fluttering 

ribbons on four legs is waiting for Mithra god to pick her 

up, in figure L. Mithra god. 
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  َىيٕٓوٺًٗ

٥َف َبْ َىيٕٓ ٕبٕبوٓ اٱچت ٙبډڄ ډَث٬ ي  .٥َاكبن ٕبٕبوٓ اُ وٺًٗ َىيٕٓ ىٍ آطبٍ َىَْ هًى ثٌَُ ډٓ ثَىوي
 َىي ي ؿٕه وِٕ ىاٍاْ ډٮبوٓ   َىَ إلاڇ،  اٙپبڃ ىٍ أه .  ىٍ ٵچٖٶٍ ْ دبٍٕٓ ىاٍوي  ٽٍ ٍٍٔٚ ٭مٕٸ ىأٌَ ډٓ ًٙى،

 وٚبن ډٕيَي ًٙاَي.  ىٔڂَ ثبٙيَىڂُبْأه ډٖبئڄ ډٓ سًاوي ىڅٕڄ ډلجًثٕز وٺًٗ َىيٕٓ ٕبٕبوٓ ىٍ ٵَ. ډٓ ثبٙىي
 َىيٕٓ  وٺ٘ . َىَ ٕبٕبوٓ ػٖشؼًٽَى سًان ىٍ  ؿبوڂٚب ٍا ډٓ ى٥ٍَاكٓ إلاډٓ ي إشٶبىٌ ٙيٌ  وٺًٗ َىيٕٓ ٽٍ

 ي ٵَٗ َبْ َىي ىٔيٌ ٙيٌ   ثَ ډىًٖػبر  سإطَٕ ٥َف ٕبٕبوٓ . ډَث٬ ي ىأٌَ إز ډٮمًلاً ىاٍاْ َٕاډٕټ ؿبوڂٚب، 
 َُٔا اُ ٹجڄ اُ  إز  ٹجڄ اُ ىيٍان ډٲًڃ ىٍ َىي ا٥لا٭بر ٽمٓ ىٍ ىٕز  ٵَٗ َبْ ډىًٖػبر ي   ىٍ ډًٍى  .إز

 إشٶبىٌ ٙيٌ ىٍ ډىبث٬ ډپشًة وبډٚوٜ إز   ي اٙبٍار ٵَٙٓ ثبٹٓ ومبويٌ  ي   َٕؾ ډىًٖػبر اياهَ ٹَن ٙبوِىَڈ
ٍأٓ ډىًٖػبر ي ٵَٗ َب سبطَٕ ٥َاكٓ ايڅٍٕ ْ دبٍٕٓ إز آاډب اٽىًن ډب ډٕياوٕڈ ٽٍ وٺ٘ َبْ َىيٕٓ ي ٕجټ ځڄ 

 (.2003َٕىاٍ،  )(146سًَٞٔ )ٽٍ َٕډٚٸ ٥َاكٓ ډلًٞڃ َىيْ ثًىٌ إز 

几何纹样 

萨珊设计师在他们的艺术品中使用了几何纹。他们享受作品中几何纹的好处。萨珊
几何设计中常有方形和圆形，方与圆在波斯哲学中根深蒂固，在伊斯兰教、印度和
中国的艺术中同样颇有意义。这就是萨珊几何纹在其他文化中同样风靡的原因。有
证据表明伊斯兰和长沙设计中的几何图案可追溯到萨珊艺术。长沙窑的几何图案，
一般为正方形和圆形。萨珊设计的影响见于印度织物和地毯。在印度莫卧儿王朝之
前，人们对织物和地毯知之甚少。因为在 16 世纪末之前，并无存世的织物和地毯，
书面资料中的术语也不清不楚。但我们现在看到的织物和地毯上的几何纹和花卉风
格都受到了早期波斯设计的影响，早期波斯设计是印度生产的典范（图 146）
（Sardar，2003）。 

Geometric pattern 
Sasanian designers used geometric patterns in their artwork. Sasanian geometric 

designs frequently are squares and circles which themselves are deeply rooted in 

Persian philosophy. These shapes also hold meaning in the art of Islam, India and China. 

These issues could be the reason why Sasanian geometric patterns were so popular in 

other cultures. The evidence of geometric patterns in Islamic and Changsha design can 

be traced back to Sasanian art. The geometric pattern of Changsha ceramics, commonly 

show squares and circles. The influence of Sasanian design have been seen on Indian 

textiles and carpets. Little is known about textile and carpet before the Mughal era in 

India because no textile and carpets survived from before the late sixteenth century, 

and the terms used in written sources are unclear. But we now see geometric and 

flower patterns stylised on textiles and carpets which are influences of early Persian 

design which were the models for Indian production (Fig. 146) (Sardar, 2003).    
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Figure 140. A. Bowl, ninth century CE. Attributed to Nishapur, Iran, The Metropolitan Museum of Art, (1940)40.170.106; 

B. Changsha ware, ninth century CE. Tang Dynasty, Belitung shipwreck,  Asian Civilisations Museum; C. Bowl with pikes, 

Early ninth century CE. Abbasid Dynasty, Ashmolean Museum, EA-1978-2141; D. Sasanian geometric pattern, sixth 

century CE. Sasanian, Ctesiphon. 

 

Figure 141. A. Casket with geometric decoration, sixteenth century CE. Gujarat, India, The Ashmolean Museum, 

EA1980.146; B. Fragment, thirteenth century CE. Attributed to Spain, The Metropolitan Museum of Art, (1987)87.440.2. 
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Figure 142. A. Geometric decorations on a casket, sixteenth century CE. Gujarat, India, The Ashmolean Museum, 

EA1980.146; B. Textile, tenth- fifteenth century CE. Made in Gujarat, India, Found in Egypt, The Ashmolean Museum, 

EA1990.207; C. Bowl with radiating pikes and palm leaves, late tenth-eleventh century CE. Made in present-day 

Uzbekistan, probably Samarqand, Excavated in Nishapur, Iran, The Metropolitan Museum of Art, (1940)40.170.15; D. 

Star-shaped tile, 1265 CE. Kashan, Iran, The Metropolitan Museum of Art, (1891)91.1.105; E. Changsha ware with heart 

shaped leaves, ninth century CE. Tang Dynasty, Belitung shipwrecked, Asian Civilisations Museum. 

Figure 143. A. Dish, ninth century CE. Basra, Iraq, The Museum with No Frontiers; B. Earthenware, ninth century CE. 

Abbasid Era, Basra, Iraq, The Victoria and Albert Museum, CIRC.175-1926; C. Chinese ceramic, ninth century CE. Tang 

Dynasty, Belitung shipwreck, Asian Civilisations Museum; D. Coin, 621 CE. Tang dynasty, Excavated in Siraf, The Trustees 

of the British Museum, 2009,4088.183.  

Figure 144. A. Chinese ware with 

geometric decoration; B. Changsha 

ware with geometric decoration, 

Late ninth century CE. China, Tang 

Dynasty, Stoneware, From Private 

Collection of Mr. Lin An, Changsha, 

China.       
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Figure 145. Chinese ware with geometric decoration, ninth century CE. Tang Dynasty, Belitung shipwrecked, Asian 

Civilisations Museum. 

 

 

Figure 146. A. Textile fragment with geometric pattern, tenth - fifteenth century CE. 

Made in Gujarat, India, Found in Egypt, Ashmolean Museum, EA1990.353; B. Textile 

fragment, tenth - fifteenth  century CE. Made in Gujarat, India, Found in Egypt, 

Ashmolean Museum, EA1990.698; C. Textile fragment with geometric pattern, tenth - 

fifteenth century CE. Made in Gujarat, India, Found in Egypt, Ashmolean Museum, 

EA1990.968; D. Textile fragment with quatrefoils, tenth - fifteenth  century CE. India, 

Ashmolean Museum, EA1990.430.    

 

 

 

 

 



 

 

P
a

g
e

   
   

  
   

   
   

  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

 

248 

 سِٕٔه ثٍ يٕٕچٍ ْ ه٦ب٥ٓ
ىإشبن  .  ٽٍ س٤ًٕ ٵََىڂُب ي ډچٕشُبْ ډوشچٴ ثٕبن ډٓ ًٙوي  دَٕاډًن ډٶًُڇ ه٦ب٥ٓ يػًى ىاٍوي ىإشبوُبْ ُٔبىْ

ىإشبن َبْ ٵََىڂٓ ي ډٮبوٓ . ويډًٕٚ، ٱبڅجبً اُ ٥َٔٸ ه٦ب٥ٓ ثٕبن ډٕجبٙىيَبٔٓ ٽٍ ىٍډًٍى ٝياٹز، ٙؼب٭ز يٱٌَٕ 
هبٛ آوُب ىٍ ٥َاكٓ ٔټ ډلًٞڃ سإطَٕځٌاٍ إز ٽٍ أه ياٹٮٕز ٍا ىٍ ٱبڅت ثلض هًى ثَػٖشٍ ډٓ ٽىٕڈ ي ثٍ ٥ًٍ 

 ډٮمبٍْ ىٍ أَان اُ  .هبٛ ثٍ ثٍَٕٓ ؿڂًوڂٓ سإطَٕځٌاٍْ ه٦ب٥ٓ ٔټ ٵََىڀ ثَ ٥َاكٓ ٵََىڀ ىٔڂَ ډٓ دَىأُڈ
٭ىبَٝ ډشٮيى أَاوٓ ٹجڄ اُ إلاڇ ثٍ ٙپڄ  اُ ډٕلاى ډٖٕق سب ثٍ اډَيُ ىاٍاْ دٕٕٚىٍ إز ي    ٕبڃ ٹجڄ5000كياٹڄ 

سِئٕىبر ثٍ ًٍٝر َىَ ځؾ ٽبٍْ ي آػَٽبٍْ دَٕٚٵز ٽَىٌ ي ىٍ ډٮمبٍْ . ځَْٕ َىَ إلاډٓ ٽمټ ٙبٔبوٓ ٽَىٌ اوي
 ىٍ َىََبْ  يَىَځؾ ٽبٍْ ي آػَٽبٍْ ىٍ ٹجڄ اُ إلاڇ ٍياع ىاٙزىٍ  (كًٕاوبر ي ځٕبَبن)وٺًٗ. ثٍ ٽبٍ ٍٵشٍ إز

ُٔجبٔٓ ډٮمبٍْ أَاوٓ، ثٍ ئٌْ ىٍىيٌٍ إلاډٓ، ثٍ  ٙپًٌ ي. سِئٕىٓ ثٮي اُ إلاڇ َىَ ه٦ب٥ٓ ډًٍى إشٶبىٌ ٹَاٍ ځَٵز
ىٍ اُ كمچٍ ا٭َاة ثٍ دبٍٓ ثٍ ٥ًٍ ؿٚمڂَْٕ اُ ه٦ب٥ٓ  ډٮمبٍْ ٽُه أَاوٓ دٔ  . سِئٕه ي ٥َاكٓ ډَث٣ً ډٓ ٙي

 ٍيْ َمٍ  ٔه ٵٺ٤ ثٍ ډٮمبٍْ ډلييى ومٓ ٙي َُٔا َىَډىيان ٭لاٹٍ ډىي ثًىوي ٽٍا ٽٍ إشٶبىٌ ٽَىډٖبػي سِئٕىبر 
 .ؿِٕ ه٦ب٥ٓ ٽىىي

书法纹 

许多故事围绕着不同文化和民族对书法意义的感知。诚实、勇敢等主题的故事常常
围绕书法展开。文化故事及其本身的意义影响着产品设计。当我们有意识地研究一
种文化的书法如何影响另一种文化中的设计时，我们也在讨论中强化了这一事实。
波斯建筑至少从公元前 5000 年一直延续至今，海量的波斯前伊斯兰元素对伊斯兰
艺术的形成有巨大的贡献。灰泥和砖墙艺术让装饰得到了发展，并应用于建筑中。
前伊斯兰时代，动植物图案的石膏和砖墙艺术盛行一时，后伊斯兰时代，石膏和砖
墙与书法艺术结合应用于装饰中。 

Calligraphic decoration 
Calligraphy, the act, its value, and appearance on art forms is perceived differently by 

different cultures and nations. Calligraphy stories revolve around honesty, braveness, 

and others are often spun around calligraphy. Cultural stories and their own meanings 

influence the design of a product. How calligraphy of one culture influences the design 

of another culture will be answered in this section. Persian has a continuous history 

from at least 5000 BCE to the present, and numerous Persian pre-Islamic elements have 

contributed significantly to the formation of Islamic art. Decoration progressed in the art 

of plaster and brickwork and applied in architecture. The art of gypsum and brickwork, 

which was prevalent in the form of motifs (animals and plants) in pre-Islam, was used in 

the aftermath of Islam imbibed with the art of calligraphy in decorations. The splendour 

and beauty of Persian architecture, especially during the Islamic era, results from 

decoration and design. 
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ډب ډٮشٺئڈ ٽٍ ىٍ ځٌٙشٍ  . ځٕبَبن سِٕٔه ډٓ ٽَىوي  ٹَآن ي ٙپڄ َىيٕٓ   سَٽٕجٓ اُ ه٦ب٥ٓ ډلًٞلار ٍا ثب آوُب 
َٕاډٕپٓ ي ٵچِْ ي ډىًٖػبر ه٦ب٥ٓ ډٓ ٽَىوي   ثَ ٍيْ ډلًٞلاسٓ ډبوىي ٩َيٳ  ډٖچمبوبن ىٍ ډىب٥ٸ أَان ي َىي

اًٝڃ .  ٽٍ ډَث٣ً ثٍ ا٭شٺبى ٵََىڂٓ آوُب إز( ٍػ٫ً ًٙى244 ي َمـىٕه ثٍ ٝٶلٍ AB.168 ي C.165؛149سًَٞٔ )
ثٍ ٭جبٍر ىٔڂَ ه٦ب٥ٓ ٔپٓ . ُٔجبٔٓ ٙىبٕٓ َىَ ه٦ب٥ٓ ىٍ أَان ىٹٕٺبً ډجشىٓ ثَ اًٝڃ ُٔجبٔٓ َىَثبٕشبوٓ أَان إز

اُ يٍيى إلاڇ سب )ه٦ب٥ٓ  سبٍٔوـٍ  . ٵََىڀ إلاډٓ ثًىٌ إز  ډُڈ  اُ ئْځُٕبْ اُ ډُمشَٔه ډىبث٬ َىَ إلاډٓ ي 
ٕذٔ َىَډىي ؿبوڂٚب .  ه٦ب٥ٓ ٍا ىٍ ٥َاكٓ  وبىٔيٌ ثڂَٕٔڈ وٚبن ډٓ ىَي ٽٍ ومٓ سًاوٕڈ وٺ٘ سِئٕىٓ (ىيٌٍ ٝٶًٍٔ

 كشٓ دٔ اُ ، ٽٍ أه ياٹٮٕز ٍا وٚبن ډٓ ىَيٌ ي َٙي٫ ثٍ ه٦ب٥ٓ ٍيْ َٕاډٕټ َبْ ؿبوڂٚب ٽَىٵشٍاُ أه اڅُبڇ ځَ
 .اٙشٍ اويأَاوٓ ٹَاٍ ى-ٕبٕبوٕبن، ٥َاكبن ؿبوڂٚب سلز سإطَٕ ٵََىڀ إلاډٓ

尤其实在伊斯兰时期，波斯建筑的辉煌壮美与装饰和设计息息相关。阿拉伯人入侵
波斯后，受清真寺书法装饰的影响，波斯古典建筑发生了重大变化。这种变化并不
仅限于建筑，因为艺术家们乐于将书法和任何事物联系起来。他们将古兰经的书法
文字和植物组合为几何图形，用来装饰艺术品。我们相信过去波斯和印度部分地区
的穆斯林曾在陶瓷、金属器皿和织物上饰以书法（图.149, 165.C 和 168. AB.，这
些图片请见页 244），这与他们的文化信仰有关。波斯书法艺术的美学原则正是建
立在古波斯艺术的美学原则之上。另一方面，书法是伊斯兰艺术最重要的源泉之一，
也是伊斯兰文化的重要特征之一。书法的历史（从伊斯兰开始直到萨法维王朝时期）
表明，我们不能忽视书法在产品设计中的装饰性作用。后来长沙艺术家从中得到灵
感，开始在长沙窑上进行书法创作。这一事实说明，即使萨珊时代已经结束，长沙
的设计师们依然处在伊斯兰-波斯文化的影响之下。 

The arrival of the Persian classical architecture significantly changed through calligraphic 

decoration of the mosques after the invasion of Persia by the Arabs. It was not limited 

to architecture as calligraphic artists were interested in composing on everything they 

could. They were decorating products with the mixture of calligraphy of the verses of 

Quran and plants in a geometric shape. Muslims in Persia and India used calligraphic 

inscriptions on products such as ceramic and metal wares and textiles (Figs. 149, 165.C 

and 168. AB. which is related to their cultural belief. The principles of aesthetics in the 

art of calligraphy in Persia are based precisely on the principles of the beauty of ancient 

Persian art. On the other hand, calligraphy was one of the most important sources of 

Islamic art and one of the important features of Islamic culture. The history of 

calligraphy from early Islam until the Safavid period shows one cannot ignore 

calligraphy’s decorative role of the calligraphy in product design. Later Changsha artists 

derived inspiration from this and began doing calligraphy on Changsha ceramics. And 

this shows that even after Sasanian, Changsha designers were influenced by Islamic-

Persian culture. 
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 ډًػًى ىٍ اػبٷ َبْ ٽًٌٍ ؿبوڂٚب ثٍ ٙپڄ ځَْٕ سلٺٕٸ ىٍثبٌٍ ډلًٞلار ٽًٌٍ ؿبوڂٚب ٽمټ ٽَىٌ  ثٺبٔبْ ٽٚٴ 
سٮياىْ اُ ٽبلاَبْ ؿبوڂٚب ىاٍاْ وٺًٗ ه٦ب٥ٓ ډٚبثٍ . إز ٽٍ ٽبډلاً ثَإبٓ ٥َاكٓ ي سِئٕىبر ه٦ب٥ٓ ډٓ ثبٙي

ىٍ ٥َاكٓ ثَاْ   ثًىوي ٽٍ اُ ه٦ب٥ٓ   ٥َاكبن ؿبوڂٚب ايڅٕه ٽٖبوٓ  ډٓ ىاوٕڈ ىٍ ؿٕه .ډٖچمبوبن إز آطبٍ َىَْ 
 ډلًٞلاراډب ٕذٔ ه٦ب٥ٓ ىٍ ثٖٕبٍْ اُ اوًا٫ ىٔڂَ َىََب ىٍ ُډٕىٍ ٥َاكٓ  . ويٌ ا إشٶبىٌ ٽَى سِئٕه ډلًٞلار

 .ىٍ ؿٕه دَٕٚٵز ٽَى

长沙窑遗存的发现，有助于开展完全基于书法设计和装饰的长沙窑陶瓷研究。不少
长沙窑器物中已有类似穆斯林艺术品的书法图案。我们知道在中国，长沙的设计师
首创用书法作为瓷器装饰。但后来，随着书法进一步发展，进入了中国其他类型的
产品设计。 

Changsha Kiln ware discoveries have brought focus to an aspect of Changsha Kiln 

product research entirely based on calligraphy design and decorations. A large number 

of Changsha wares have calligraphy patterns similar to Muslim works. Changsha 

designers were the first to use calligraphy in design to decorate their products. But later 

calligraphy further advanced into many other types of product design in China.  
 

 

 

 

Figure 147. A. Ware with palm leaves and calligraphy, ninth century CE. Most likely 

made at Basra in Iraq, Abbasid Dynasty, Earthenware, Courtesy Tareq Rajab 

Museum, Kuwait, CER-1739-TSR; B. Ceramic bowl, ninth- tenth century CE. Abbasid 

Dynasty, Ceramic bowl, Earthenware, tin-glazed and painted (dichromatic), The 

National Museum of Damascus, The Museum With No Frontiers. 2719٫; C. 

Changsha bowl with calligraphy proofs the location of production discovered from 

Belitung shipwreck, ninth century CE. Tang Dynasty, Belitung shipwrecked, Asian 

Civilisations Museum; D. The auspicious words “glory, prosperity, blessed power, 
and mercy to its owner” are inscribed in cursive script on this bowl, while the 
inscription reads “Made by Hasan al-Qashani.” The latter portion of the potter’s 
name links him to Kashan, a central Iranian town that was a major center for 

stonepaste production and is believed to have had a monopoly on complex ceramic 

technologies, Stonepaste,   eleventh – twelfth century CE. Iran, The Metropolitan 

Museum of Art, (1968) 68.223.9; E.Changsha ceramic ware with calligraphy, eight-

eleventh century CE. China. 
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Figure 148. Changsha ceramic wares with calligraphy, eight-eleventh century CE. China; Left. Calligraphy is about pursuing 

good morals, for example when you visit someone, please do not go into his house directly, Doing so will irritate the host, 

After you knock the door three to five times, The host will naturally come out to welcome you; Right. Calligraphy is about 

cherishing nature (The spring pond is filled with fresh water flowing, the spring grass is exuberantly growing, People are 

drinking spring wine full of fun, Spring birds are happily chirping spring song) (Wang, 2020). 
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Figure 149. A. Calligraphic dish, 1600 CE. Deccan, Bijapur, Attributed to India, The Metropolitan Museum of Art, 

(1983)1983.227; B. Textile fragment with Kufic script, rosettes, and floral pattern, tenth- fifteenth century CE. Made in 

Gujarat, India, Found in Egypt, Ashmolean Museum,  EA1990.216; C. Conclusion of this section. Timeline shows designs 

travel from the Persia to China. 
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  ثَ ٍيْ  َٕاډٕټ ؿبوڂٚب إز؟'الله'آٔب سًَٞٔ، ٽچمٍ ْ 

长沙窑上的那个图案，是真主的名字“安拉”吗？ 

Does the Image, Word of ‘Allah’, appear on Changsha Ceramics? 

ثٍ ٙڂڄ ځَْٕ سلٺٕٸ  (ثچٕشبوڀ)ډ٦بڅٮٍ أه ٩َيٳ ٽٚٴ ٙيٌ اُ ٽًٌٍ ؿبوڂٚب ي ثٺبٔبْ ٽٚشٓ ٱَٷ ٙيٌ ٕىڀ ٕٕبٌ 
سٮياىْ اُ آوُب وٺٚٓ  . ډلًٞلار ٽًٌٍ ؿبوڂٚب ٽٍ ٽبډلاً ډجشىٓ ثَ ٥َاكٓ ي سِئٕىبر إز؛ ٽمټ ٽَىٌ إز ىٍثبٌٍ 

ثٍَٕٓ آځبَبوٍ أه ومًوٍ   ؿبٍؿًة ثلض هًى ثَػٖشٍ ډٓ ٽىٕڈ،  ي ډب أه ياٹٮٕز ٍا ىٍ  ىاٍوي "الله"ٙجٍٕ ثٍ ٽچمٍ 
 ىٍ ځٌٙشٍ  أه وٺ٘ وًٙشٍ ٽچمٍ الله إز،  َُٔا ډلٺٺبن ا٭شٺبى ىاٍوي  ٽٍ ثٖٕبٍْ اُ  اُ ٩َيٳ ؿبوڂٚب  َبْ هبٛ

ډَسج٤ ٽٍ  ،ويٌ ا ډبوىي ثٚٺبة إشٶبىٌ ډٓ ٽَى ثَ ٍيْ ډلًٞلار  اُ وبڇ الله ثَاْ وڂبٍٗ  ډٖچمبوبن ىٍ أَان ي َىي
سلٺٕٺبسٓ   ځَيٌ  ؛2005 څٕڈ،  ؛2015ٍَ، ػٮٶَوٕب، ٵبوڀ ي ٙٓ څٕبوڀ،  ؛ 2009ځچىٕٖشَ،  )ٙي ډٕجبثب ا٭شٺبىار ٵََىڂٓ 

  (. 1996 ؿبوڂٚب، ډٕټَٕا

ډٚبَيٌ   A.149َىيْ ىٍ سًَٞٔ    ثٚٺبة   ډَٽِْ وٺ٘ ىٍ ه٦ب٥ٓ   ٍا  'الله'  ډٓ سًان إشٶبىٌ اُ ثٍ ٭ىًان ډظبڃ 
 آوشًوٓ ځبٍوبر، ٔپٓ اُ ډلٺٺبوٓ ٽٍ أه أيٌ ٍا ثبيٍ ىاٍى ،  . ډٓ ثبٙي ا٥َاٳ آن اُ ٹَآن ٽَٔڈ  ٭جبٍر َبْ  ٽٍٽَى 

:  ثٕبن ډٓ ٽىي

对长沙窑出土器物和黑石沉船遗骸的研究有助于开展完全基于书法设计和装饰的长
沙窑陶瓷研究。许多器物上都出现了一个类似于词语“安拉”的图案。我们已经在讨
论概述中强调了这一事实，因为我们有意识地研究了长沙窑里这些特定的碎片。许
多研究员认为，过去波斯和印度地区的穆斯林将真主的名字“安拉”写在器物上，比
如与文化信仰有关的盘中（Glenister, 2009; He, Jaafarnia, Fang &Shiliang, 2015; 

Lim, 2005; and Changsha Kiln Research Group, 1996）.例如，图 149.A 中的艺
术品印度银碟中，人们可以看到碟子中央有书法写着“安拉”，围绕着它的是《可兰
经》中的段落。Anthony Garnaut，是相信这一观点的学者之一，他提到： 

Some scholarship on studying Changsha Kiln wares and the Black Stone (Belitung) 

sunken ship wares has focus on the Changsha Kiln products entirely based on design and 

decorations. A number of them have a pattern similar to the word of ‘Allah’. This fact 
led prior researchers to believe that in the past Muslims in Persia and India region have 

the name ‘Allah’ written on products such as plates which is related to the cultural belief 
(Glenister, 2009; He, Jaafarnia, Fang  and  Shiliang, 2015; Lim, 2005; and Changsha Kiln 

Research Group, 1996).  

For instance the Indian plate artwork in the figure 149.A, one can see  ‘Allah’ in the 
central inscription on this dish and the passages around it are from the holy Quran. 

Anthony Garnaut, one of the scholars who believes in this idea, writes:  
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٩َٳ څٮبثٓ هبٽٖشَْ ډبٔڄ ثٍ ٹًٌُ اْ ثب وٺًٗ ٭َثٓ سًٕٝٴ ډٕپىىي، ٽٍ وٚبن ډٓ ىَي  ٩َٳ ٕٶبڅٓ ٍا ثٍ ٭ىًان "
 سٶَٖٕ ٙيٌ إز، "الله" ډشه وبىٍٕشٓ اُ ٽچمٍ وٺًٗ آن س٤ًٕ ډلٺٺبن ثٍ ٭ىًان  .ىٍ ٽًٌٍ ؿبوڂٚب ٕبهشٍ ٙيٌ إز

 ٔټ س١ًٕق ډلشمڄ سَ أه إز  . أه اطَ س٤ًٕ ٙوٞٓ ثب ډُبٍر ٭َثٓ ١ٮٕٴ وًٙشٍ ٙيٌ إز ٽٍ وٚبن ډٓ ىَي
أه ٔټ ٙپڄ ٍأغ ىٍ .  سَٕٕڈ ډٓ ٽىي"الله"ٽٍ أه ٔټ ومبٔ٘ ه٦ب٥ٓ اُ ٔټ ؿٌَُ اوٖبن إز ي ًٍٝر ٍا ثب ٔټ 

 ٽٍ ثب سپَاٍ  ډٕبن وٺًٗ ٭جبىْ إلاډٓ إز ي اُ ډى٪َ ٭َٵبوٓ ًٝٵٕبوٍ اسلبى ثين اوٖبن ٍا ثب ٽلاڇ هيا ثٕبن ډٓ ٽىي
. ډًٹٮٕز أه وٺ٘ ي وڂبٍ ىٍ ىاهڄ ٽبٍٕ ثٕبوڂَ سًػٍ ډؼِا ثٍ ډلشًاْ آن إز . كبٝڄ ډٓ ًٙى  هيا  ډيايڇ إبډٓ

 ٽبٍٕأه . وٺًٗ ياٍيوٍ ثٍ ٥ًٍ ډٚبثٍ ثٍ ٭ىًان ؿٌَُ ه٦ب٥ٓ سَٕٕڈ ٙيٌ ٽٍ ومبٔبوڂَ ثٕىٓ ثچىي، ډٌْ َب ي ؿٚڈ إز
(. 2006ځبٍوبر، ) "ًٙاَي ايڅٍٕ اْ اُ يٍيى َىَ ي ٵه آيٍْ دَٕٚٵشٍ ډٖچمبوبن ىٍ ٝىٮز َٕاډٕټ ؿٕه اٍائٍ ډٕيَي

:  يْ ًٽَ ډٓ ٽىي و٪َ ىٽشَ كٖه ػًاىْ اُ ىاوٚڂبٌ سَُان ثَاْ ٍډِځٚبٔٓ اُ وٺًٗ ٍا ډٓ ثٕىٕڈ، ىٍ سلٺٕٺٓ ىٔڂَ، 
 .اٙشجبَبسٓ ىٍ وًٙشه يػًى ىاٙشٍ ٽٍ اوش٪بٍ ډٓ ٍٵز"

被描述为书写不明的这个陶瓷出自长沙窑。其正面纹饰经专家解读为釉下紫褐阿拉
伯纹样，真主之名“安拉”的书写不准确，表明书写这一纹样的人并不精通阿拉伯
文。更可能的一种解释是，它用书法的形式表现人脸，用一个镜像的“安拉”来描摹
鼻子。这是伊斯兰宗教纹样的一种常见形式，从苏菲派的神秘学角度表达了人体与
神之道的结合，这是通过不断重复神的名而实现的。这一纹样位于碗的内部，寓意
着盛满了连绵不绝的祝福。反面的纹样类似于一张书法组成的人脸，表现为一个长
鼻子、睫毛和眼睛。这个壶证明了工艺精良的穆斯林艺术和技术对中国陶瓷业的投
入(Garnaut, 2006)。在另一项研究中，我们看到来自德黑兰大学的 Hassan Javadi

博士对破译铭文的看法，他提到：“写作中会犯错误，这是意料之中的。 

“Earthenware is described as underglaze purplish-brown glaze pottery ware with Arabic 

motifs, indicating it was made at the Changsha kiln. The obverse motif has been 

interpreted by scholars as an inaccurate rendition of ‘Allah ‘ (God), suggesting it was 
written by someone with poor Arabic skills. A more likely explanation is that it is a 

calligraphic representation of a human face, tracing the nose with a mirrored ‘Allah’. 
This is a common form among Islamic devotional motifs, and from a Sufi mystical 

perspective expresses the union of the human body with the word of God that is 

achieved through constant repetition of the names of God. The positioning of this motif 

on the inside of the bowl suggests a discrete blessing of its contents. The reverse motif is 

similarly explained as a calligraphic face, representing a long nose, eye lashes and eyes. 

This pot provides early evidence of sophisticated Muslim artistic and technological input 

into the Chinese ceramics industry” (Garnaut, 2006). In another research we see the 

opinion of Dr. Hassan Javadi from the University of Teheran in deciphering the 

inscriptions, he mentions: “There were mistakes in the writing as can expect.   
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.  "ٕٶبڅڂَ ؿٕىٓ ٽٍ ٽشٕجٍ َب ٍا وًٙشٍ، ُثبن ٭َثٓ ومٓ ىاوٖشٍ ي ډشه ٍا اُ ثَهٓ ومًوٍ َب ٽذٓ ډٓ ٽَىٌ إز

، (151سًَٞٔ) وٕٖز "الله"( 150سًَٞٔ)أه سلٺٕٸ و٪َ آوُب ٍا ٍى ډٓ ٽىي ي وٚبن ډٓ ىَي وٺ٘ ٩َيٳ ؿبوڂٚب 
 . ثَ ٍيْ ٩َيٳ يػًى ىاٍى"الله"اځَؿٍ ٙجبَز َبٔٓ ثٕه وٺًٗ ډلًٞلار ؿبوڂٚب ي وً٭ٓ اُ ه٦ب٥ٓ 

写下铭文的中国陶艺家不懂阿拉伯语，只是简单地复制了一些样本上的文字。” 
本研究否定了他们的观点，并表明长沙窑上的纹样（图 150）并不是真主“安拉”
（图 151），尽管长沙窑上的纹样与盘子上的真主“安拉”名讳的书法纹颇有相似。 

The Chinese potter who wrote the inscriptions did not know the Arabic language and 

simply copied, perhaps tracing,  the text from some samples.” 

The research here contradicts this opinion and shows the pattern on Changsha wares 

(Fig. 150) is not ‘Allah’ (Fig. 151), although there is some similarity between patterns of 
Changsha wares and some kind of calligraphy of ‘Allah’ on the plate. 

 

 

 

 

Figure 150. Changsha wares with graphical line similar to ‘Allah’, from private collection of Mr. Lin An, Changsha, China 

and Asian Civilisations Museum, Singapore. 



 

 

P
a

g
e

   
   

  
   

   
   

  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

 

256 

ٔبٵشٍ إز ٽٍ ىاډىٍ   إشٶبىٌ ډٓ ٽىي ٽٍ ٍئپَىْ إشىشبع  ىاىٌ َب ٙبډڄ ًٙاَي ي اْ أه ٵٞڄ اُ ٍيٗ ډٺبٍٖٔ 
 ٽٍ ىاٍاْ ٙپڄ  اُ سبٍٔن سپبډڄ سًَٞٔ َٕاډٕپٓ ؿبوڂٚب ډشٮچٸ ثٍ ٽٚشٓ ٱَٷ ٙيٌ ٍا ىٍ ثَ ډٓ ځَٕى َبْ يٕٕٮٓ 

٭َثٓ ىٍ أَان، َىي ي ډى٦ٺٍ -ي ثٍ ډى٪ًٍ ٽبيٗ وشبٔغ، سًٕٮٍ ٕجټ َبْ ه٦ب٥ٓ ٵبٍٕٓ  ثًىٌ "الله"ډٚبثٍ ه٦ب٥ٓ 
. ٭َة ٍا ثٍ ٥ًٍ ىٹٕٸ ډًٍى ډ٦بڅٮٍ ٹَاٍ ډٓ ىَي

سلًلار ىٍٻ ٽچمٍ ي   ػَٔبوُبْ ډوشچٴ   سب ډَيٍْ ثَ ډٓ ٽًٙي  ډٺبلار ډىشَٚ ٙيٌ،  ډ٦بڅٮٍ أه ٵٞڄ اُ ٥َٔٸ 
 ي أؼبى ٔټ ؿبٍؿًة  َيٳ أؼبى ډٚبَيار ىٍ أه ٵَآٔىي،  . ٵَڇ ثَْٞ ىاٙشٍ ثبٙي  ډ٦بڅٮبر  سًَٞٔ ثب سًػٍ ثٍ

  ي ډٮبوٓ سٚوٕٜ سًَٞٔ َٕاډٕټ ؿبوڂٚب ٽمټ ډٓ ٽىي ٽٍ ىٍ اوشٺبڃ اٍُٗ يسؼَثٓ إز ٽٍ ثٍ ىٍٻ ډٮىبٙىبٕٓ
ْ  ځًوبځًن ىٍ ثوُٚب  ډَث٥ًٍ   ډپشًثبر. ډُمٓ ىاٍوي  ؿبوڂٚب وٺ٘ ٥َاكٓ ٩َيٳ َٕاډٕپٓ  ثٕىىيٌ ىٍ  سًَٞٔ ثٍ

.  ثٍَٕٓ ډٓ ًٙى سب ؿبٍؿًة ٽبٍَبْ آُډبٔٚٓ ثٕٚشَ َٙف ىاىٌ ًٙى

本章采用了比较法，涉及例证和实证数据。它逐渐形成了一套方法，从“黑石号”沉
船上形似“安拉”的书法纹出发，涵盖了广泛领域里长沙窑图案的演变史，又深入研
究了波斯、印度和阿拉伯地区中波斯-阿拉伯书法风格的发展，以探索为什么会出
现这样的结果。 

通过对已发表文献的综述，试图从视觉形式研究的角度对单词和图像感知的不同发
展趋势进行概述。在此过程中，本文旨在通过观察建立起一套经验框架，以区分长
沙窑上涉及语义感知和意义感知的图像。它有助于将长沙窑设计中重要图片的价值
传达给观者。相关文献将在下面部分进行综述，为进一步的实验工作勾勒出框架。 

This chapter uses a comparison methodology involving evidence and substantiation data. 

It has evolved an approach that covers the wide domains of history of the evolution of 

Changsha ceramic image belonging to the sunken ship which had a similar shape like 

calligraphy of ‘Allah’ and intensely studied development of Perso-Arabic calligraphy 

styles in Persia, India and Arab region to explore results.  

Through a review of published literature, it seeks to give an overview of the different 

streams of developments in perception of word and images with respect to visual form 

studies. In this process it aims to make observations and establish an experiential 

framework that will help to distinguish the image on Changsha ceramics involving 

perception of semantics and meaning; that contribute in significant image in 

transferring and communicating value from image to viewer in the design of Changsha 

ceramic wares. Relevant literature is reviewed in the sections to follow the framework 

for further experimental work outlined.  
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 اىٍاٻ ي ډٮىبٙىبٕٓ ٥َاكٓ

ىٍ ُډٕىٍ َبْ ډوشچٴ ډبوىي  ٽٍ س٤ًٕ ٭ًاډڄ ٔب ػًاډ٬   ٥َاكٓ ثٍ سٶَٖٕ ٭لائڈ ٔب ومبىَب ځٶشٍ ډٓ ًٙى  ډٮىبٙىبٕٓ
ډٮىٓ ىاٍ  ډلشًاْ  ثَاْ ىاٙشه  ، (ثب ٙبهٍ َبْ ډَث٣ً ثٍ ډ٦بڅٮٍ آن)  دَيځِډٕټ َب  ُثبن ثين، ه٦ب٥ٓ،  اًٝار، 

 ثب ٭بىر طبثز ډٓ "ډيڅًڅُب" .  ثٍ اٙشَاٻ ځٌاٙشٍ ډٓ ًٙوي"ىاڃ"أيٌ َب اُ ٥َٔٸ . (1955وَار، )إشٶبىٌ ډٓ ًٙى 
ډب ډٓ ىاوٕڈ ٽٍ ډٮبوٓ ي ومبىَب اُ .  ثٍ هًثٓ ثٍ ٽچمٍ اٙبٌٍ ډٓ ٽىي"ىاڃ".  سٞبئَ ٍا وٚبن ډٓ ىَي"ىاڃ"ًٙوي، َُٔا 

ډًين )ٵََىڀ َب وبٙٓ ډٓ ًٙوي ي ٔټ سًَٞٔ ډٓ سًاوي ىٍ ىي ٵََىڀ ٔب ىي ىيٌٍ ډشٶبير ډٮىبْ ىٔڂَْ ىاٙشٍ ثبٙي 
 (.2008ي ډٕىًٍ، 

感知与设计语义学 

设计语义学是指在不同的语境下，对主体或群体所使用的标志或符号的阐释。对声
音、书法、肢体语言、行为学及其相关分支的研究，以发现语义（有意义的）内容
（Neurath，1955）。思想经能指分享。所指随习惯而变得固定，因为能指指示图
像而所指则指示词语。我们知道意义和符号都有其文化背景，一个图像在两种文化
中，或处于两个不同的时代，都可能有着不同的意义（Mowen 和 Minor，
2008）。 

Perception and Design Semantics 

Design semantics interprets signs or symbols as used by agents, or communities, in 

various contexts. Sound, calligraphy, body language, and proxemics with their relevant 

branches of study have a semantically meaningful content (Neurath, 1955). Ideas are 

shared through signifiers. The signified becomes known from habit as the signifier 

indicates images and the signifier is pointing the word fairly. Meaning and symbols come 

from cultures and one image may have different meanings in differing cultures or two 

different era of the same culture (Mowen and Minor, 2008), 

 

 

Figure 151. Sign, signifier and signified. 
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ډمپه إز َمبن سًَٞٔ ثَاْ اٵَاى ىيٌٍ  ٔټ ٽچمٍ ٍا ىٍ ًَه ډب وٚبن ډٓ ىَي،  (وٚبوٍ) 'الله'سًَٞٔ  ډيسٓ إز 
ډمپه إز  .  ڇ ډٮىبْ ډٚبثُٓ وياٙشٍ ثبٙي826ٍٓ ٔب ٭َثٖشبن ىٍ  دبىٔڂَ ي َمـىٕه ثَاْ ډَىڇ ډشٮچٸ ثٍ َىي، 

سٞبئَ ډمپه إز سب كيْ ثَإبٓ أٍُبثٓ اٍُٗ  ومبىٔه آوُب َىڂبڇ ډٚبَيٌ  . ٍا ډشًػٍ وًٚوي (ىاڃ)َمبن ٽچمٍ 
دٔ . ثبٙي ي اٍُٗ ومبىٔه ٔټ سًَٞٔ ومٓ سًاوي ىٍ ُډبن َبْ ډوشچٴ ىٍ ثٕه ثٕىىيځبن ىاٍاْ اٍُٗ ډٚشَٻ ثبٙي

 . ٭َثٓ ىاٙشٍ ثبٕٙڈ-ثَاْ سلٺٕٺبر ډب ثبٔي ډَيٍْ ٽًسبٌ ي سلچٕچٓ ىٍ ډًٍى ه٦ب٥ٓ  ٵبٍٕٓ

 ه٦ب٥ٓ

أؼبى ه٤ ُٔجب، ٩َٔٴ . ځَٵشٍ إز ٽٍ ٹَن َب ىٍ ٍاث٦ٍ ثب َىََبْ سؼٖمٓ ډًٍى إشٶبىٌ ٹَاٍ  وًٙشبٍ اثِاٍْ إز
َمبو٦ًٍ ٽٍ ه٦ب٥ٓ ٔټ ٽچمٍ ثٍ ىٍٕشٓ وٚبن ډٕيَي وڂبٙشه هًى  . َىَ ه٦ب٥ٓ إز ٔب وًٙشبٍْ ثب ٕجټ َىَْ، 

 ډَث٣ً ثٍ ٕبُْ سًَٞٔ  ياٹ٬ َىَ  ومًوٍ اْ إز ٽٍ ىٍآن ٽچمٍ وًٙشبٍْ ىٍ أه ٔټ ډظبڃ ٭بڅٓ اُ. ٔټ َىَ إز
 . ډٓ ثبٙي"ٽچمٍ" ٔب ثُشَ إز ثڂًٕٔڈ سًَٕٞٔبُْ اُ ٔټ "سًَٞٔ"أؼبى 

“安拉”这一（标志）的图像此刻在我们的脑海中代表着一个词语，但相同的图像对
不同时代的人来说可能意义不同，因此公元前 826 年的印度人、波斯人或阿拉伯
人可能并不能想到同一个单词（能指）。在某种程度上，图像是基于其观察到的符
号价值的评价。一个图像的符号价值在不同时代的观者眼中可能并不是普世的。就
本研究而言,我们需要对波斯-阿拉伯书法、笔触和变音符号做一个全面细致的概述. 

书法 

文字是一种工具，几个世纪以来，文字一直与视觉艺术相结合。创造出漂亮、优雅
的书写方式或者将书写艺术风格化就是书法艺术。文字和书法恰已证明，文字本身
就是艺术，文字实际上就是一种视觉艺术，去创造“图像”或者说将“词语”视觉化，
这就是最好的例子。 

‘Allah’,  the image, is a sign representing a word in the readers mind now. The same 

image may have a different meaning for people in another era, such as Indians, Persians, 

or Arabians in 826 CE. Image may be partly based on evaluation of their symbolic value 

when viewed. Image symbolic values may not have a common value among viewers 

from different times and different cultures. This point is elaborated by a study of Perso-

Arabic calligraphy, pointing, and diacritics.  

Calligraphy  

Written words are tools that have been used in the visual arts for centuries. Creating 

beautiful, elegant handwriting or artistically stylized writing is the art of calligraphy. The 

written word itself is an art as calligraphy has aptly demonstrated. It is an example of an 

instance where the written word is visual art related to creating ‘image’ or the 
visualizing of the ‘word’. 
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ثب ٥َاكٓ ي  (ىاڃ) "ٽچمٍ"اُ ٥َٔٸ وًٙشه  ي ٕٮٓ ډٓ ٽىي  ٕجټ ه٦ب٥ٓ ٍا اوشوبة ډٓ ٽىي   َىَډىي  ىٍ أه َىَ،
ٍاث٦ٍ ثٕه ٽچمٍ وًٙشبٍْ ي َىََبْ . أؼبى ٽىي (وٚبوٍ) "سًَٞٔ"ٹچڈ ډً ي ٕبَٔ اثِاٍ وًٙشه،  اػَاْ كَيٳ ثب اثِاٍ، 

أه ٽبٍ ثب إشٶبىٌ اُ  .  ي ٕبَٔډل٤ٕ َب وٚبن ىاىٌ ډٓ ًٙى سؼٖمٓ ٔټ ٍاث٦ٍ دٕـٕيٌ إز ٽٍ اُ ٥َٔٸ ٙٮَ ثَْٞ
ي وٍ ٵٺ٤ ؿِْٕ ىٍ ٍاث٦ٍ ثب ٔټ ٹ٦ٮٍ  إشٶبىٌ ډٓ ٽىي  ٽچمبر وًٙشبٍْ ٍا ىٍ َىَ سؼٖمٓ )  َىَ سؼٖمٓ  ٍيُٙبْ

٭َثٓ، ٽٍ ىاٍاْ -ىٍ أىؼب، وڂبَٓ ځٌٍا ثٍ سبٍٔن ه٦ب٥ٓ ي ه٤ ؤًٖٓ ٵبٍٕٓ . سپمٕڄ ډٓ ًٙى (سًَْٞٔ وًٙشٍ ًٙى
ػبٔڂبٌ ډشمبِْٔ إز اوياهشٍ ٙيٌ، ومًوٍ َبْ ٵَاياوٓ يػًى ىاٍى ٽٍ وٚبن ډٓ ىَي ٕجټ ه٦ب٥ٓ ىٍ وًٙشه ٽچمبر 

 ثٍ اوشٺبڃ ىٹٕٸ  ٹَآن ي وٕبُ ىٍ إلاڇ أه ٽبٍ ثب  . سًَٞٔ ثَْٞ هبٛ إشٶبىٌ ٙيٌ إز  ثَاْ أؼبى ٔټ  ي كَيٳ
٭چٓ اثه ډٺچٍ َٕٙاُْ  (.B. 149سًَٞٔ) ٌ إزاډب ىٍ آٱبُ سىُب ٕجټ ٽًٵٓ ٍأغ ثًى .ډىبٕت آن آٱبُ ٙي ډٶبَٕڈ ي 

 ي ثٍ ٭ىًان ٔټ هًٙىًٔٔ  ٭جبٕٓ ثًى ٽٍ ىٍ ايأڄ ٹَن ىَڈ ثٍ ډٺبډبر ٭بڅٓ ىيڅشٓ ٍٕٕي ٔټ ډٺبڇ دبٍٕٓ هلاٵز 
 ىٍ ىيٍان ٭جبٕٓ، .  ڇ922أَاوٓ ىٍ كييى ٕبڃ 

在这种艺术中，艺术家选择一种书法风格，使用硬笔、毛笔等各种书写工具，对字
母进行设计和书写，通过写下“词语”（能指）来创造“图像 ”（符号）。文字和视觉
艺术之间关系复杂，通过视觉诗歌和其他媒介表现出来。这是通过融合视觉艺术或
者将文字融入视觉艺术的方式完成的，而不仅仅是让文字与视觉作品相关。本文对
波斯-阿拉伯书法和变音符的历史进行了简要回顾。因为波斯-阿拉伯书法不仅仅是
一种装饰文字，它使用频率很高，有着独特的地位。大量例子表明，对文字和字母
的风格化表现，是为了创造出特定的视觉意象。在伊斯兰世界，书法始于《古兰
经》，其诞生之初就是为了精确而恰当地传播《古兰经》。起初，库法体盛行一时
（图 149.B），伊本·穆格莱（Ali ibn Muqla al-Shirazi ）是阿巴斯王朝的一名波斯
官员，在 10 世纪初身居高位，约为公元 922 年的阿巴斯时代， 

An artist selects calligraphic style to create an image, or sign, through the writing of a 

word or a signifier with a design and execution of letters using a broad tip instrument, 

brush, or instrument. Relationships between the written word and the visual arts are 

complex. This is demonstrated through visual poetry and other mediums and completed 

by looking at the ways that visual art has included or worked with written word into the 

visual art and not just having something written in relation to a visual piece. The 

uniqueness of the history of Perso-Arabic is that it is one where calligraphy and diacritics 

are frequently used as more than just an embellishment of words. There are many 

examples that show the words and letters are stylized to create a specific visual image. 

In Islam it started with the Quran and the need for its precise and appropriate 

transmission. Only the Kufic style was common in early Islam (Fig. 149.B); Ali ibn Muqla 

al-Shirazi, a Persian official of the Abbasid Caliphate who rose to high state posts in the 

early 10th century and as a Persian calligrapher created the six basic styles of Muhaqqaq, 

Reyhan, Thuluth, Naskh, Reqa, and Tawqi around 922 CE.  
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اي   .ډلٺٸ، ٍٔلبن، طچض، وٖن، ٍٹب ي سًٹٓ ٍا ثَاْ ََ ىي ُثبن ٭َثٓ ي ٵبٍٕٓ أؼبى ٽَى ٙ٘ ٕجټ ه٦ب٥ٓ ٙبډڄ 
-، ٕجټ َبْ ډوشچٴ ه٦ب٥ٓ دبٍٕٓايٕذٔ ٍٕ ٹَن دٔ اُ . ايڅٕه ٽٖٓ ثًى ٽٍ أه ٕجټ اُ ه٦ب٥ٓ ٍا اٍسٺبء ىاى

 (.1974وَٞ، )، ثٍ ډَكچٍ ػئيْ اُ ٽمبڃ ي ُٔجبٔٓ ٍٕٕيوي ډٖشٮٞمٓ٭َثٓ ثب سلاٗ َبْ ٔټ أَاوٓ ىٔڂَ، ٔبٹًر 

 اٍْ ي ا٭َاةځٌوٺ٦ٍ 

ي ٙيٌ ىٍ ه٦ب٥ٓ ٭َثٓ، وًٙشبٍ ا٭َاة َبْ ثٖٕبٍْ ىاٍى، اډب ىٍ اٝڄ أه ا٭َاثُب ىٍ اثشيا ىٍ ه٤ ٭َثٓ إشٶبىٌ ومٓ 
 اثًالإًى  ا٭َاة س٤ًٕ َىَډىي دبٍٕٓ،  ثٮياً  اډب . ٌ إزكشٓ ىٍ ُډبن اډًْ هًاوين أه ه٤ ىًٙاٍ ي ٔپىًاهز ثًى

 اډب أه ا٭َاة َب ثٍ  ثَاْ سٮٕٕه ٹَائز، سٶَٖٕ ي ٔپىًاهشٓ َبْ ډًٍى وٕبُ ا١بٵٍ ٙي، (. ڇ650كييى )اڅيياڅٓ اڅٶبٍٓ 
ډٓ   ُثبن ٭َثٓ ثَٚف َُٔ سًٕٮٍ ٔبٵشٍ ا٭َاة َبْ  (.1974وَٞ، )ي ىٍ ٹَن ىَڈ سًٕٮٍ ٔبٵشىي  سئٍغ ا١بٵٍ ٙيوي 

: ثبٙىي

作为一名波斯书法家，伊本·穆格莱创造出阿拉伯语和波斯语的六种基本字体，包
括学者体、雷哈尼体、苏鲁斯体、纳斯赫体、里卡体和塔乌吉体。伊本·穆格莱拔
高了字体种类的标准和样式，是当之无愧的第一人。伊本·穆格莱之后的三个世
纪，涌现出另一位波斯艺术家雅库特·穆希米，经过他的不懈努力，波斯-阿拉伯书
法的字体种类迈上新台阶，日趋完美，美丽绝伦 (Nasr, 1974)。 

在文字中使用点，变音符号 

在阿拉伯书法中，阿拉伯语字母有许多变音符号。但最初，阿拉伯语字母并没有变
音符和句读，即使在倭玛亚王朝时期，这种字母也很难阅读，缺乏韵律之美。后来，
波斯艺术家阿斯瓦德·杜拉伊（Abu al-Aswad al-Duali al-Fars）增加了句读和变音
符，确定了读音长短、音调高低、韵律抑扬顿挫。但是变音符号实在 10 世纪逐步
增加并发展（Nasr，1974）。以下是 10 世纪阿拉伯语言中发展出的变音符： 

He was the first to level up standards and models for those styles in both Arabic and 

Persian. For three centuries after Ibn Muqlah, Perso-Arabic calligraphy styles reached a 

new stage of perfection and beauty through the efforts of another Persian artist, Yaqut 

Mustsimi (Nasr, 1974).   

Pointing and Diacritics  

In Arabic calligraphy, the script has many diacritics. Originally diacritical marks and 

pointing were not employed in Arabic script and even during Umayyad time it was 

difficult to read and monotonous. The later addition of pointing and diacritics by the 

Persian artist, Abu al-Aswad al-Duali al-Fars (650 CE.) determined the expected readings, 

interpretations, and monotony. Diacritics were gradually added and developed in the 

tenth century (Nasr, 1974).  These are tenth century developed diacritics of Arabic 

language: 
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 .وٚبن ىَىيٌ سًٹٴ إز (ئ ئ ب ؤ ي ء) كمٌِ  ●
 .وٺ٘ ىٕشًٍْ ىٍ ٭َثٓ ثبُْ ډٓ ٽىي (ـــًــٍــٌ) سىًٔه  ●
 .ىي ثَاثَ ٙين ٝبډز َب ٍا وٚبن ډٓ ىَي (ـــّ) ●
 .ثٕٚشَ ىٍ اثشياْ ٽچمٍ ډٓ آٔي (ٱ) يٝڄ ●
 .ػبٔڂِٔه وًٙشبٍْ ثَاْ كمٌِ ډٕجبٙي (آ) ډي ●
ـ) اڅٴ ٍيْ ٽچمٍ  ● ٰـ  .ػبٔڂِٔىٓ ثَاْ اڅٴ اٝچٓ ډٕجبٙي (ـ

. ثٍ ٭ىًان ٍاَىمبْ آيأٓ ٭مڄ ډٓ ٽىىي (ـــْ)ن ٕپًي  (ـــُ )١مٍ، (ـــِ )ٌ، ٽَٖ(ـــَ )ٵشلٍ ● 
ىٍ أه سلٺٕٸ ٭لايٌ ثَ ډٺبٍٖٔ ه٦ب٥ٓ ثب وٺ٘ ٩َيٳ ؿبوڂٚب، ٙجبَز ا٭َاة َب ٍا ثَاْ ٙىبٕبٔٓ وٺ٘ ٩َيٳ 

. ؿبوڂٚب ثٍَٕٓ ډٓ ٽىٕڈ
 

 Hamza (ئؤإأ and 和ء）表示喉塞音。 

 Tanwin（ٌـــًــٍــ）在阿拉伯语中起语法功能。 

 Shadda（ّـــ）辅音配对（叠音）。 

 Wasla（ٱ）通常出现在单词的开头。 

 Madda（آ）Hamza 的书面体。 

 上标 Alif（ـ Alif（ٰـ 的变体。 

 Fatha、Kasra、Damma 和 Sukun）作为语音指南。 

本研究除了对长沙陶瓷纹样与书法进行比较之外，也检查了变音符的相似性，以确
定长沙陶瓷上的纹样。 

 
-Hamza (ئؤإأ and ء) indicates a glottal stop. 

-Tanwin (ٌـــًــٍــ) serve a grammatical role in Arabic.  

-Shadda (ّـــ) gemination or doubling of consonants. 

-Wasla (ٱ) comes most commonly at the beginning of a word.  

-Madda (آ) a written replacement for a Hamza.  

-Superscript Alif (ـ ٰـ   .a replacement for an original Alif (ـ

-Fatha(َـــ), Kasra(ِـــ), Damma(ُـــ) and Sukun (ْـــ)  they serve as a phonetic guide.  

The comparison of calligraphy with the pattern of Changsha wares and similarity of 

diacritics are performed in this study to identify the pattern on the Changsha ware.  
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أه ډ٦بڅٮٍ ثَْٞ ډٓ سًاوي ٔټ . َىيډ٦بڅٮبر س٦جٕٺٓ َىَْ ثب ٍػ٫ً ثٍ ډِٔز َب، ؿبڅ٘ َبْ ډوشچٶٓ ٍا اٍائٍ ډٓ ى
 ٍيٗ ډٺبٍٖٔ   سلٺٕٸ اُ ٔټ  ىٍ أه ثَاْ أه ډى٪ًٍ،. أؼبى ٽىي ثَاْ ه٦ب٥ٓ ٥َاكٓ ډلًٞلار  دبٍٔ ٭چمٓ ډُڈ 

 إبٓ ٔټ سلٺٕٸ ځٖشَىٌ  ػم٬ آيٍْ ٙيٌ ثَ ىاىٌ َبْ  .  ي ىاىٌ َبْ اطجبر ٙيٌ إشٶبىٌ ٙيٌ إز ٙبډڄ ًٙاَي
أه ٔټ ٍئپَى سًٕٮٍ ٔبٵشٍ . ثبٙىي٭َثٓ ډٓ -سبٍٔوٓ ىٍ ډًٍى اهشَا٫ ه٦ب٥ٓ ي وٚبوٍ ځٌاٍْ ثَاْ ه٤ َبْ ٵبٍٕٓ

ثَاْ ٔبٵشه دبٕوٓ .  ډٕپىيثٍَٕٓ َٕاډٕټ ؿبوڂٚب ٍا ، سِئٕىبر ىٍ ډًٍى ٙپڄ ي ٔټ ډ٦بڅٮٍ ډٺبٍٖٔ اْ ثب إز ٽٍ 
 ٍا ٍى ډٓ ٽىي "الله" ډٚبثٍ ٽچمٍ "سًَٞٔ"ثَاْ ٵ١ٍَٕ هًىډبن، ََځًوٍ اڅُبڇ ي ٍاث٦ٍ ىٍ َٕاډٕټ َبْ ؿبوڂٚب ٍا ثب 

. ي آځبَبوٍ أه ومًوٍ َبْ ٩َيٳ ؿبوڂٚب ٍا ډ٦بڅٮٍ ډٓ ٽىٕڈ

 1ٍاَپبٍ 

ډىج٬ ىاىٌ  ثَاْ أؼبى  (150سًَٞٔ ) "الله" ثٍ  ؿبوڂٚب ثب وٺٚٓ ٙجٍٕ  اُ ومًوٍ َبْ  ډؼمً٭ٍ اْ ، ٍاَپبٍ أه  ثَاْ
 .سًَْٞٔ ثَاْ اوؼبڇ ډٺبٍٖٔ اوشوبة ٙيٌ إز

关于形式偏好的艺术比较研究带来了不同的挑战。此项视觉研究可以为产品设计中
的书法形成重要知识基础。为此，本研究采用了比较法，涉及例证和实证数据。本
研究所采集的数据是基于对阿拉伯语字母过去发明的书法和变音符广泛的历史研究。
本研究发展出一种方法，促进了长沙窑形式和装饰的比较性研究。我们猜想长沙窑
器物上的图案虽然类似阿拉伯书法“安拉”，但二者之间并无灵感或联系，为了验证
这一假设，我们着意研究了长沙窑中带有类似图案的作品，并在讨论框架中着重强
调了这一点。 

操作一 

方操作一：我们选择了一组带有类似“安拉”字样的长沙窑（图 150）来创建视觉数
据库进行比较。 

Comparative artistic studies with respect to form preferences offers diverse challenges. 

This visual study could provide a significant knowledge base for calligraphy used in 

product design. This research uses a comparison methodology involving evidence and 

substantiation data. The data assimilated is based on historical research of past 

invention of calligraphy and diacritics for Perso-Arabic scripts. It developed an approach 

that fostered a comparative study on Changsha ceramic form and decoration. To test 

this hypothesis, which rejects any inspiration and relation in the Changsha wares having 

a similar ‘image’ with the word of ‘Allah’, the discussion frame will be Changsha ware.  

Manipulation 1 

A set of Changsha wares with patterns resembling ‘Allah’ were selected (Fig. 150) to 

create the visual database for comparison. 
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ىٍ أه ٍإشب اُ ىي ډشوٜٞ كَٵٍ اْ ىٍ ُډٕىٍ ٥َاكٓ هًإشٍ ٙيٌ إز ٽٍ ثَإبٓ ٹ٢بير هًى ىٍ ډًٍى ئْځٓ 
َٕاډٕټ ٽٚشٓ ٙپٖشٍ ٙيٌ ؿبوڂٚب   ٩َيٳ ؿبوڂٚب ٍا اُ ثٕه ډلًٞلار   ومًوٍ ا4ُي ُثبن ٭َثٓ  َبْ ٥َاكٓ ه٤ 

 ٙجبَز ثٍ ٽچمٍ   إبٓ كياٽظَ آوُب أه ومًوٍ َب ٍا ثَ . سب ډىج٬ أه سلٺٕٸ أؼبى ًٙى (150سًَٞٔ)  ومبٔىي  اوشوبة
ٙجبَز - :ىٍ أه ٍاَپبٍ، ډلٺٺبن ي ىي ډشوٜٞ سلاٗ ډٓ ٽىىي . اوشوبة ٽَىٌ اوي  Dي  A  ،B  ،C ٽيځٌاٍْثب "الله"

.  ىٍ ٕجټ َبْ ډوشچٴ ٍا دٕيا ٽىىي"الله" ثب ه٦ب٥ٓ D ي A  ،B  ،Cَبْ ثٕه ومًوٍ َبْ

 2ٍاَپبٍ 

 ي كياٽظَ ٙجبَز ثٍ ومًوٍ "الله"ثَاْ ٍاَپبٍ ىيڇ، ډؼمً٭ٍ اْ اُ َٕاډٕټ َبْ ؿبوڂٚب ثب كياٹڄ ٙجبَز ثٍ ه٦ب٥ٓ
ډب اُ َمبن  . إز اوشوبة ٙيٌ  ډٺبٍٖٔ   ثَاْ   سًَْٞٔ ډىج٬ ىاىٌ  ثَاْ أؼبى  (D ي A  ،B  ،C) ٹجچٓ  َبْ ٍاَپبٍ
 ٹ٦ٮٍ اُ َٕاډٕټ َبْ ؿبوڂٚب ٍا اُ ٩َيٳ ٽٚشٓ ٱَٷ ٙيٌ ؿبوڂٚب اوشوبة ٽىىي ٽٍ 18هًإشٍ أڈ ٽٍ  ډشوٞٞبن 

 ( 155سًَٞٔ). ٙىيإبٓ أه ٍاَپبٍ ثب

我们邀请了两位设计领域的专家，基于他们对阿拉伯语言和阿拉伯书法字体样式的
表现力的判断，在黑石号沉船的所有长沙窑中挑选出四件(Fig. 150)作为本研究的
基础。他们挑选出与“安拉”字样相似度最高的样本，标记为样本 A、B、C、D。在
此操作中，研究人员和两位专家试图找到：-样本 A、B、C、D 与不同风格的“安拉”
字样之间的相似性。 

操作二 

操作二：我们选择了与“安拉”字样，样本 A、B、C、D 相似度最小的一组长沙陶瓷，
创建视觉数据库进行比较。我们请同样的两位专家从黑石号沉船的所有长沙陶瓷中
挑选出 18 件陶瓷（图 155）作为本研究的基础。 

Two design field experts who based their judgment on the expressive qualities in 

calligraphy styling, and Arabic language select 4 pieces of Changsha wares among the 

products of Changsha ceramics of shipwreck (Fig. 150) made the base for this research.  

They selected these samples based on how similar to the word of ‘Allah’ as coded by A, 
B, C , and D. The researchers and two experts searched for:  Similarities between 

samples of A, B, C, and  D with ‘Allah’ in different calligraphic styles. 

Manipulation 2  

The second manipulation was of the set of Changsha wares having a minimum similarity 

to calligraphy of ‘Allah’ and with maximum similarity to samples of last manipulation (A, 
B, C, and  D) have been selected to create the visual database for comparison. These 

experts were to select 18 pieces of Changsha ware from the shipwreck as the basis for 

this manipulation (Fig. 155).  
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 . ٍا ثٕبثىي"الله" ثب ه٦ب٥ٓ 2٭يڇ سٚبثٍ ثٕه ومًوٍ َبْ ٍاَپبٍ -  :ىٍ أىؼب ډلٺٺبن ي ىي ډشوٜٞ ٕٮٓ ٽَىٌ اوي

 . ٍا دٕيا ٽىىي2 ثب ومًوٍ َبْ ٍاَپبٍ A  ،B  ،C & Dٙجبَز َبْ ثٕه ومًوٍ َبْ- 

 3ٍاَپبٍ 

. ډٓ ثبٙىي   ُثبن ٭َثٓ هًاوين  َمٍ ٹبىٍ ثٍ  .دبٕن ىَىيٌ ىٍ أٍُبثٓ ي آُډبٔ٘ اىٍاٻ وٺ٘ ىاٙشٍ اوي (19)وًُىٌ 
 A ،B ،C سب ومًوٍ َبٌْاُ اٵَاى هًإشٍ ٙي. ډٓ ثبٙىياُ وًُىٌ وٶَ ٙ٘ وٶَ ُن  .ډٓ ثبٙي ٕبڃ 27 سب 20ٕه آوُب ثٕه 

 :، ډلٺٺبن ىٍ أىؼب ثٍَٕٓ ٽَىٌ اويومبٔىيٍا ډٚبَيٌ  (ٍيْ ٝٶلٍ ٍأبوٍ) ايڅٕه ٍاَپبٍ D  ي

 ٍيْ َٕاډٕټ َبْ ؿبوڂٚب ٹبثڄ هًاوين إز؟ "سًَٞٔ"آٔب - 

在此操作中，研究人员和两位专家试图找到： 

-操作二中样本与“安拉”字样书法的不同之处。 

-样本 A、B、C、D 与操作二中样本之间的相似性。 

操作三 

共有 19 名受访者参与操作三，以评估和测试他们的感知力。所有受访者均可阅读
阿拉伯语。受访者年龄在 20 至 27 岁之间，其中 6 名是女性。我们请受访者在电
脑屏幕上观看操作一中的样本 A、B、C、D。此处研究人员想要通过研究发现： 

十九（19）名受访者参与评估和测试感知。所受访者被要求查看第一次操作的样
本 A、B、C 和 D（在电脑屏幕上）。在这里，研究人员通过研究发现： 

-长沙窑上的“图案”是可读的吗？ 

Here researchers and two experts have tried to find:  

- Dissimilarity between samples of manipulation 2 with calligraphy of ‘Allah’. 

- Similarities between samples of A, B, C and D with samples of manipulation 2. 

Manipulation 3  

Nineteen (19) respondents were involved in evaluating and tested the perception. All 

were able to read Arabic language. The age ranged between 20 to 27 years. Six out of 

the nineteen subjects were females. The respondents were asked to see samples A, B, C 

and D of the first manipulation set. Here researchers have examined whether:  

- The ‘image’ on Changsha ware is readable?  
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وشٕؼٍ ٍاَپبٍ ايڃ 

ثٖڈ "اثيا٫ هًٙىًٕٓ ي وٚبوٍ ځٌاٍْ ىٍ أه سلٺٕٸ ٹبثڄ ىٍٻ إز ي ثَاْ ډٺبٍٖٔ ثُشَ ََ ٕجټ اُ ه٦ب٥ٓ ُډبن 
 "الله"ٍوڀ ٽچمٍ .  ٍا ىاٍى"الله" ٍا ىٍآن ٕجټ وڂٍ ىاٙشٍ أڈ، أه ايڅٕه آٍٔ ٹَآن إز ٽٍ ٽچمٍ"الله اڅَكمه اڅَكٕڈ

 . ثَاْ ٙىبٕبٔٓ ثُشَ سٲَٕٕ ٽَىٌ إز

 ه٤ ٽًٵٓ

َمبو٦ًٍ ٽٍ ىٍ  . ُثبن ٭َثٓ إز ٽٍ ډشٚپڄ اُ كَيٳ ثيين ا٭َاة ډٓ ثبٙي ٙپڄ وًٙشه   ٹئمٓ سَٔه  ه٤ ٽًٵٓ
 أه ه٤  . ٹَن َٶشڈ سًٕٮٍ ٔبٵشٍ إز ىٍ اياهَ ه٤ ٽًٵٓ . ويٌ اَب ا١بٵٍ ٙي ثوُٚبْ ځٌٙشٍ ًٽَ ٙي، ا٭َاة ثٮي

 ثَاْ  سِئٕىٓ  ثٮياً ثٍ ٭ىًان ٵَڇ  ي  ٵشٍډًٍى إشٶبىٌ ٹَاٍ ځَ  ىٍ آطبٍ َىَْ   ٽٌٍ  ثًى  سب ىَڈ ٹَآن اُ ٹَن َٚشڈ
 . ٌ إزإشٶبىٌ ٙي (2009ٽَوه، )ي أَان  (B. 149سًَٞٔ)ډىًٖػبر ي ډٮمبٍْ ىٍ َىي 

操作一的结果 

我们掌握了书法和变音符的发明，并已在本研究中做出详细说明，为了更好地比较
每种书法字体，我们选择了各种字体撰写的بسماللهالرحمهالرحیم’，这是《古兰经》的
第一节，包含“安拉”这个词。为了看得更清楚，我们已经将“安拉”突出显示。 

库法体 

库法体是阿拉伯语最古老的书法体，由字母组成，没有变音符和句读。正如前文所
述，变音符和句读都是后来添加的。库法体发明于大约 7 世纪末期。8 世纪到 10

世纪，库法体是书写《古兰经》的字体，也被应用于艺术作品中。后来，在印度
（图 149.B）和波斯，库法体用于装饰织物和建筑中 (Kvernen, 2009)。 

Manipulation 1 results  

This research maps calligraphy and diacritics. For a better comparison between each 

style of calligraphy we kept "ثٖڈ الله اڅَكمه اڅَكٕڈ"  in that style, the first verse of Quran 

which has the word of ‘Allah’. For a better identification, the color of the word ‘Allah’ 
differs from the other text. 

Kufic Calligraphy  

Kufic is the oldest known form of Arabic script. It is free of diacritics and pointing which 

came later. Kufic developed around the end of the seventh century.  It was the script for 

Quran from the eighth to tenth century. It has been used in artwork and then later as a 

decorative form on Indian and Persian textiles and architecture (fig. 149.B) (Kvernen, 

2009).  
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Figure 152. Calligraphy and timeline show the era using Kufic. 

ىٍكبڅٕپٍ    ىٍ ه٦ب٥ٓ ٽًٵٓ يػًى وياٍى،"الله" ي D  ي A ،B ،Cډٓ سًان ٵُمٕي ٽٍ َٕؾ ٙجبَشٓ ثٕه وٺًٗ ومًوٍ َبْ
ٽٍ وٚبن ډٓ ىَي ه٤ ٽًٵٓ ىٍ ُډبن ٭جبٕٓ ه٦ب٥ٓ ٍأغ ثًىٌ  ثًىٌ اوي ډًٍى إشٶبىٌ ٹَاٍ ځَٵشٍ آوُب ىٍ ٔټ ُډبن 

  . ىٍ ٽًٌٍ ؿبوڂٚب سًڅٕي ٙيٌ إزD ي A ،B  ،C ومًوٍ َبُْډبوٓ ٽٍ
 ه٤ طچض

ثٍِٿ ي ُٔجب إز ٽٍ ىٍ ٹَين ي٦ٕٓ  ىٍ ٹَن ىَڈ ٩بََ ٙي ٽٍ ٔټ ه٤ ډىلىٓ ىاٍ  طچض ه٦ٓ إز ٽٍ ايڅٕه ثبٍ 
ٕجټ َبْ ډوشچٴ ه٦ب٥ٓ اُ ٥َٔٸ طچض . (A.149سًَٞٔ )ىٍ سِئٕىبر ډٖؼي ي ٩َيٳ ډًٍى إشٶبىٌ ٹَاٍ ډٓ ځَٵز 

(. 1995ثچَٕ ي ثچًڇ، )ثب سٲَٕٕاسٓ ػِئٓ ىٍ ٵَڇ سپبډڄ ٔبٵشىي 

我们可以看出，样本 A、B、C、D 上的纹样与库法体的“安拉”并无相似之处，尽管
它们在时间线上有重叠 ——样本 A、B、C、D 在长沙窑被烧制出来的时候，正是
库法体达到鼎盛的阿巴斯王朝时期。 

苏鲁斯体 

苏鲁斯体首创于 10 世纪，属草书，字形大气秀逸，多用于清真寺和产品上的装饰
文字（图 149.A）。苏鲁斯体稍加变化，便能演变出多种书法字体。  (Blair & 

Bloom, 1995)。 

The dissimilarity of patterns of samples A, B, C  and  D and ‘Allah’ in Kufic calligraphy are 
readily seen. Although they overlap in the time line which shows Kufic as a common 

calligraphy the Abbasid Dynasty era when samples A, B, C, and D were produced at the 

Changsha Kiln.  

Thuluth Calligraphy   

Thuluth is a script which first appeared in the tenth century. It is a large and elegant, 

cursive script used on mosques and as product decorations (Fig.149.A). Various 

calligraphic styles evolved from Thuluth through slight changes of form (Blair  and  

Bloom, 1995). 

750-1258 CE. 

618 -907 CE. 

CE. 
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Figure 153. Calligraphy and timeline show the era using Thuluth .  

 ه٤ وٖشٮچٕٸ

 ٽٍ ىٍ وًٙشه ه٤ ٵبٍٕٓ ثٍ ٽبٍ ډٓ ٍيى ي ثٍ ٥ًٍ ٕىشٓ ٔټ   ٕجټ َبْ  ه٦ب٥ٓ إز وٖشٮچٕٸ ٔپٓ اُ اٝچٓ سَٔه
أه ه٤ ىٍ  (. 1945ىَويا، ) ي َٕسٕشَ إشٶبىٌ ډٓ ٙيٌ إز  ٽٍ ثَاْ ٭ىبئه ٕجټ ٱبڅت ىٍ ه٦ب٥ٓ ٵبٍٕٓ ثًىٌ 

أه ه٤  .  سًٕٮٍ ٔبٵشٍ ي إشٶبىٌ اُ آن َمٍٕٚ ىٍ ٵبٍٕٓ، سَٽٓ ي اٍىي ډلجًثٕز ثٕٚشَْ ىاٙشٍ إز15 ي 14ٹَين 
 دبٽٖشبن ي اٵٲبوٖشبن ثَاْ وًٙشه ٙٮَ ي ٕبَٔ اٙپبڃ َىَْ ثٍ ٥ًٍ ځٖشَىٌ ډًٍى إشٶبىٌ ثًىٌ إز   َىي، ىٍ أَان،

 (.2001ه٦ٕجٓ ي ٕٕؼچمبٕٓ، )

波斯体 

波斯体（音译为“纳斯赫·泰阿利格体”）是波斯字母的手写体，是传统上波斯书法的
主流字体，常用于书写题名和标题（Dehkhoda, 1945）。波斯体形成于 14 和 15

世纪，盛行于波斯语、突厥语和乌尔都语中。在伊朗、印度、巴基斯坦和阿富汗，
波斯体被广泛用于写诗和其他艺术形式（Khatibi 和 Sijelmassi，2001）。 

Nastaliq Calligraphy  

Nastaliq is one of the main and predominant calligraphic styles used in writing Persian 

script. It has been used for titles and headings (Dehkhoda, 1945).  It developed in the 

14th and 15th centuries and has always been more popular in Persian, Turkic, and Urdu 

than other languages. It is used extensively in Iran, India, Pakistan, and Afghanistan for 

poems and other art forms (Khatibi and Sijelmassi, 2001). 

750-1258 CE. 

CE. 

618 -907 CE. 



 

 

P
a

g
e

   
   

  
   

   
   

  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

 

268 

 

 

 

 

 

Figure 154. Calligraphy and timeline show the era using Nastaliq. 

 .ډٺبٍٖٔ ه٦ب٥ٓ ٽچمٍ الله ثب وٺًٗ ٕٶبڃ ؿبوڂٚب. 5ػييڃ 
【表 5】三种书法字体的“安拉”与长沙窑纹样的比较。 

Table 5. Comparison of ‘Allah’ in three calligraphic styles with Changsha ware patterns.  
 

 

Samples 

样本 

 
Kufic 

库法体  

        

Samples are not similar calligraphically although the style of Kufic was common in the time of 

samples production. Samples have diacritics, but Arabic did not have diacritics at this time. 

尽管样本生产的时候，库法体盛行一时，但样本于库法体的“安拉”并不相似。样本中有变

音符，但当时变音符还未进入阿拉伯语言中。 

Thuluth 

苏鲁斯     

     

One sees similarities in the calligraphy. But these calligraphic styles arrived after the samples 

were produced.    

书法确有相似之处。但从时间上看，这种字体的出现晚于样本生产时间。 

=                                          =  =   

One sees similarities in diacritics. But diacritic use began after the samples were produced.    

变音符确有相似之处，但最初使用变音符的时间晚于样本生产时间。 

=           =             =                =  

Nastaliq 

波斯体 

 

750-1258 CE. 

CE. 

618 -907 CE. 
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 2 وشٕؼٍ ٍاَپبٍ

 ډٺبٍٖٔ "الله"ىٍ أه ډ٦بڅٮٍ، ډشوٞٞبن ي آُډبٔٚڂَان وشبٔغ ػِئٕبر آهَٔه ٍاَپبٍ ٽٍ ډب ثب ه٦ب٥ٓ َب ي وٚبوٍ َبْ
وشٕؼٍ اْ . (155سًَٞٔ ) ډٺبٍٖٔ ډٓ ٽىىي 2 ي ٕذٔ ىيثبٌٍ آوُب ٍا ثب ومًوٍ َبْ ػئي ٍاَپبٍ ٽَىٌٽَىٔڈ ٍا إشٶبىٌ 

 2ثٍ ػِئٕبر ومًوٍ َبْ ػئي ٍاَپبٍ   ثٕٚشَ D  ي A ،B ،C وٚبن ډٓ ىَي ػِئٕبر آډي  ثيٕز   ډٺبٍٖٔ  أه ٽٍ اُ
(. 155سًَٞٔ )ٙجبَز ىاٍوي 

ومٓ سًاوٕڈ َٕؾ اٍسجب٥ٓ ثٕه أه ىي ثَٹَاٍ ٽىٕڈ ٽٍ وٚبن ډٓ ىَي  ، "الله" ثب ه٦ب٥ٓ َبْ 2ومًوٍ ٍاَپبٍ  ثب ډٺبٍٖٔ 
وشبٔغ ٍا ىٍ سًَٞٔ   ثًىن ٍا دٚشٕجبوٓ ٽىىي، "الله" أيٌ ٙجٍٕ ٽچمٍ   ومٓ سًاوىيD  ي A ،B ،Cٕبهشبٍ ثَْٞ ومًوٍ َبْ

 إشوَاع ډٓ 2ٍا ثب ومًوٍ َبٔٓ اُ ٍاَپبٍ  (157سًَٞٔ)ٕذٔ وٺًٗ ځَاٵٕپٓ ٩َيٳ ؿبوڂٚب .  ډٚبَيٌ ډٓ ٽىٕڈ156
. ٽىٕڈ سب ثٍ ډشوٞٞبن ؿٕىٓ وٚبن ىَٕڈ سب ډ٫ً١ً وٺُٚب ٍا ٙىبٕبٔٓ ٽىىي

操作二的结果 

在本研究中，专家和实验者已掌握了操作一的细节，我们将操作一中的样本与“安
拉”的书法和变音符比较，再将其与操作二中的新样本进行比较（图 155）。比较
得出的结论显示，从细节上看，样本 A、B、C、D 与操作二中的新样本更为相似
（图 155）。 

将操作二的样本与“安拉”书法字样进行比较，二者并无联系。这说明样本 A、B、C、
D 的视觉结构不支持“样本上的图案为‘安拉’书法字样”的观点，结果见图 156；然
后我们从操作二的样本中提取了长沙窑的图形模式（图 157），显示中国专家如何
识别纹样的主题。 

Manipulation 2 results 

In this study experts and experimenters, using the details of the first manipulation, 

compared calligraphies and diacritics of ‘Allah’ and then again compared them with the 
manipulation 2 (Fig. 155). The results shown in the details of A, B, C, and  D resemble to 

the details of new samples of manipulation 2 (Fig. 155).  

No relation between these two was apparent in the sample of manipulation 2 with 

calligraphies of ‘Allah’. This visual structure of samples A, B, C, and D do not support the 
any conclusion regarding ‘Allah’ (Fig.156). Changsha ware graphical patterns (Fig. 157) 

are compared with samples of manipulation 2 to show Chinese experts to identify the 

subject of patterns. 
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Figure 155. Samples of manipulation 2 (Changsha wares), from private collection of Mr. Lin An, Changsha, China, and 

from  Asian Civilisations Museum. Singapore. 

 

 

 

Figure 156. Comparative study shows similarities and dissimilarities between ‘Allah’ and samples of both manipulations 
(Figs.150 and 155). 
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Figure 157. Other similar patterns on Changsha wares. 

 3ٍاَپبٍ وشٕؼٍ 

ٍيْ  (وٚبوٍ) "سًَٞٔ"دبٕن ىَىيځبن  ٽٍ ؿڂًوٍ ثٖٕبٍْ اُډٓ ثبٙي  َيٳ ىاوٖشه أه وپشٍثو٘ اُ ډ٦بڅٮٍ،  ىٍ أه
 ثَاْ أه ډى٪ًٍ ومًوٍ َبْ ايڅٕه ٍاَپبٍ ٍا ثٍ دبٕن  ،ډٕپىىي ىٍٻ "الله" (ىاڃ) "ٽچمٍ" َٕاډٕټ ؿبوڂٚب ٍا ثٍ ٭ىًان

ډشًػٍ ٙئڈ ٽٍ  دبٕن َبْ آوُب  إبٓ  ٕذٔ ثَ.  ٍا س١ًٕق ىَىي"سًَٞٔ"ىَىيٌ وٚبن ىاىٌ أڈ ي اُ آوُب هًإشٕڈ 
 . ډٚبَيٌ ډٓ ٽىٕي158 ثوًاوىي َمبو٦ًٍ ٽٍ وشبٔغ ٍا ىٍ سًَٞٔ  "الله" ٍا ٽچمٍ "سًَٞٔ"اٽظَ آوُب ډٓ سًاوىي 

操作三的结果 

在这一部分的研究中，我们想知道有多少受访者认为长沙窑上的“图案”（符号）是
“安拉”的“字样”（能指），为此我们向受访者展示了操作一的样本，并要求他们解
释“图案”。他们的回答让我们意识到，大多数受访者都能将“图案”读作“安拉”，该结
果见图 158。 

Manipulation 3 results 

The question of “How many respondents perceived the ‘image’ or sign on Changsha 
ceramics as a word or signifier for ‘Allah’. To answer this question respondents were 
shown the samples used in the first manipulation and asked to explain or describe the 

‘image’. Based on the responses it was realized that most did read the ‘image’ as a word 
of ‘Allah’ (Fig. 158). 
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Figure 158. Viewers’ response. 

 ثلض

سؼٍِٔ ي سلچٕڄ ثَْٞ، سلچٕڄ سبٍٔوٓ ي ُثبن ٭َثٓ، أه سلٺٕٸ ثَ سَٽٕجٓ اُ ٍئپَىَب اُ : ثب إشٶبىٌ اُ ٍٕ كًٌُ ٵًٷ
 أٍُبثٓ ٙبډڄ ٥ٕٴ   سپىٕټ َبْ .ٙيٌ إز ډشمَٽِ  وشبٔغ ډٺبٍٖٔ   ىٍ سًڅٕي  ي و٪َ ډشوٜٞ  أٍُبثٓ  ػمچٍ هًى

 سلچٕڄ ثَْٞ اٍسجب٣ ډشٺبثڄ ثًىٌ ٽٍ ثٍ ٍيٙٓ ٔپذبٍؿٍ اوؼبڇ ٙيٌ  ي سلچٕڄ سبٍٔوٓ ي سؼٍِٔ ي ځٖشَىٌ اْ اُ سؼٍِٔ 
 .َيٳ أه ثًى ٽٍ اُ وٺًٗ سَػٕلٓ ثَْٞ ثَاْ ډٺبٍٖٔ ٙجبَز َب ي سٶبير َب ىٍ ػِئٕبر إشٶبىٌ ٽىٕڈ. إز

讨论 

本研究从视觉分析、历史分析和阿拉伯语这三个领域出发，将自我评价和专家意见
相结合，得出比较结果。本质上，本文采用定性技巧，邀请专家对操作中样本的视
觉形式作出反应。评估技巧综合了广泛的历史分析和关联视觉分析。旨在获得视觉
偏好模式的感觉，以比较细节上的异同。以此方式，考虑到了许多参数，比如阿拉
伯语字母的发展问题，以识别的视觉模式 

Discussion 

Drawing from these three domains: visual analysis, historical analysis and Arabic 

language studies, this research focused on a combination of approaches including self-

evaluation and expert opinion to generate comparison results. The techniques applied 

were qualitative in that and expert response to the visual form of samples in both 

manipulations was used. The evaluation included a wide range of historical analysis and 

an integrated co-relation visual analysis. The objective was to get a sense of the visual 

preference patterns and compare similarities and differences in the details. 
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 A ،Bثٍ أه سَسٕت دبٍاډشََبْ ُٔبىْ ډبوىي دَٕٚٵز ډٖبئڄ ډَث٣ً ثٍ ه٤ ٭َثٓ ىٍ ٙىبٕبٔٓ وٺ٘ ثَْٞ ومًوٍ َبْ

 ،C ي Dأه ومًوٍ َبْ .  وٺ٘ ىاٍويA ،B  ،C ي D ٘ډٖشظىٓ َٖشىي ٽٍ ډلٺٺبن ًٽَ ٙيٌ ډٮشٺيوي ٩َيٳ ؿبوڂٚب وٺ 
ثٍ أه  . وشبٔغ ٍاَپبٍَب ډٓ سًان ىٔيځبٌ ډوبڅٴ ٍا ثيٕز آيٍى ثَدبٍٔ ډٚبَيار ي  ثَإبٓ أه سلٺٕٸ  .  ىاٍوي"الله"

 وٺًٗ  ثب  'الله'   ثٕه ٽچمٍ ٙجبَز ٽمٓ .  ثيٕز آډيٌ إز ٽٍ وٺ٘ ډُمٓ ىٍ وشٕؼٍ ځَْٕ ىاٍوي َُٔ سَسٕت وپبر 
ډُبٍر "١ٮٕٴ سٺچٕي آن   ىٍثبٌٍ وٖوٍ   ٽٍ ثَهٓ اُ ډلٺٺبنْٝىٮشڂَ ٵٺ٤ ثٍ ىڅٕڄ  وٍ ٩َيٳ ؿبوڂٚب يػًى ىاٍى، 

ډب سًٍٞ ډٓ  ،ٌٽًٌٍ ؿبوڂٚب ؿىي ٝي ٕبڃ ٽبٍ ډٓ ٽَى ثب أه يػًى اُ آوؼب ٽٍ  .  ًٽَ ٽَىٌ اوي "وًٙشه ٭َثٓ ١ٮٕٴ
ٽىٕڈ أه اډپبن يػًى وياٍىٽٍ ٵٺ٤ ٔټ وٶَثًىٌ ٽٍ أه وٺ٘ ٍا سَٕٕڈ ٽَىٌ ثچپٍ ٝيَب وٶَ اُآوُب أه ٥َف ٍا سَٕٕڈ 

 كياٹڄ ٔټ ٹ٦ٮٍ   ٽًٌٍ ؿبوڂٚب ثبٔي ثشًاوٕڈ اُ أه ٍي ډٓ سًان اوش٪بٍ ىاٙز ٽٍ ىٍ ثٕه ثٖٕبٍْ اُ ٩َيٳ . ٽَىٌ اوي
 دٕيا ٽىٕڈ ي اُ آوؼب ٽٍ ډُبٍر َبْ هًة آوُب ٍا ىٍ ٝىب٬ٔ ىٕشٓ ؿبوڂٚب ډٚبَيٌ ډٓ ٽىٕڈ، "الله"هًة ٽبډلاً ډٚبثٍ 

 .ويىٌ اومٓ سًاوٕڈ ٹجًڃ ٽىٕڈ ٽٍ َمٍ ٝىٮشڂَان ىٍ سٺچٕي اُ ه٤ ٭َثٓ ١ٮٕٴ ثً

样本 A、B、C、D 都是例外，上文的研究人员认为长沙瓷器上有“安拉”纹样。通过
这项基于证据的研究，我们可以看到操作的结果，以获得相反的观点。以此方式我
们得出了以下几点看法，它们对结论至关重要。“安拉”字样与长沙窑纹样之间的相
似度很低，不仅是因为一些研究者提到的工匠拙劣的模仿：“阿拉伯语书写能力很
差”。长沙窑开窑数百年，不可能只有一个人画过这个纹样，可能有几百人画过。
那么，我们可以预测，在不计其数的陶瓷中，一定有一件好作品，它上面的纹样与
“安拉”字样一模一样。我们都知道长沙工匠卓越的模仿技巧，不可能只是模仿阿拉
伯字母。 

Several parameters, such as Arabic script evolution are involved in identifying the visual 

pattern of samples A, B, C, and D. These samples are exceptional in that researchers 

believe that Changsha wares have the pattern of ‘Allah’. Through this evidence one can 
see the results of manipulations reach a contradictory point. In this way following points 

have been derived which play an important role for concluding the results. There is a 

little similarity between ‘Allah’ with patterns of Changsha wares, not just due to 
individual handicrafts man technique which some of the researchers have mentioned 

about weak copy and they may have “possessed poor Arabic writing skills”. The 
Changsha kiln operated over several centuries and thus it is not possible for one single 

person to draw this pattern but dozens, scores, perhaps hundreds did the work drew it 

on the product. It is to be expected that at least one good piece absolutely similar to 

‘Allah’ would be found in much Changsha ware. Since we saw the skills of Changsha 

craftsmen in imitating work, it was difficult to accept that handicrafts men were poor in 

imitating Arabic script. 
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 ثب ډٚپڄ ٍيثَي  ؿبوڂٚب  ٩َيٳ  ىٔي ٽٍ ثٖٕبٍْ اُ  ډٓ سًان "الله" اُ "څڄ"سپَاٍ ثٍ   ىٍ ػِئٕبر ډَث٣ً ي َمـىٕه
ډظبڃ .  ثٍ َڈ دًٕٕشٍ وٕٖشىي، ثىبثَأه أه ٵٺ٤ ډَث٣ً ثٍ ډُبٍر َبْ ٝىٮشڂَ ومٕجبٙي"الله" اُ "ڃ ڃ"َٖشىي َُٔا ىي 

 ( ثبٹٓ ډٓ ډبوي"الله"ٽٍ ثٍ ه٤ ٭َثٓ ىٍ ثبلاْ ىي ) "الله" ٽًؿټ "سٚئي"ىٔڂَْ ٽٍ ډٓ سًاوٕڈ ىٍ أىؼب ًٽَ ٽىٕڈ، 
ډٖئچٍ ىٔڂَ ٽچمٍ الله سَٕٕڈ ٙيٌ إز  . ىٍ َٕؾ ٔټ اُ ٩َيٳ ؿبوڂٚب ىٔيٌ وٚيٌ إز (ـــَ)ي َمـىٕه ا٭َاة ٵشلٍ 

ډٓ سًان أيٌ  ر سٺبٍن آوُبٕٔب ډ٦بثٺز ىاى ي ثٍ ىڅٕڄ ػDِ ي B  ،Cٽٍ ٥جٸ و٪َ ډلٺٺٕه ومٕشًان ىٍ ډًٍى ومًوٍ َبْ 
يػًى ىاٍى ٽٍ ىٍ وٺ٘  (ـــُ) ىٍ ثبلا ٕمز ؿخ سِئٕىبسٓ ٙجٍٕ ثٍ ا٭َاة Aسَٕٕڈ ٽچمٍ الله ٍا ٍى ٽَى َُٔا ىٍ ومًوٍ 

ډٓ سًان وٺٚٓ اُ ٩َيٳ ؿبوڂٚب ٍا  (156سًَٞٔ) ثب ډٺبٍٖٔ وشبٔغ ََ ىي ٍاَپبٍ .ثبلا ٕمز ٍإز ډىٮپٔ وٚيٌ إز
 A ، B ىٍ اوًا٫ ٕجټ َبْ ه٦ب٥ٓ وياٍوي ي ومًوٍ َبْ "الله" ډٚبَيٌ ٽَى، سٚبثٍ ُٔبىْ ثب ه٦ب٥ٓ DيA ، B  ، Cىٍ 

 ، CيDىٍ ٍاَپبٍ ىيڇ ثٍ وٺًٗ ومًوٍ َب ثٕٚشَ وِىٔټ ثًىٌ اوي . 

除此之外，从细节上来看，几乎所有长沙窑上的“Allah”里的“ll”都有问题，两个“ll”
没有连写。因此，相似度低并不仅仅与工匠的技术有关。再举一个例子，“Allah”里
小写的“a”，在阿拉伯语字母里小写的“a”应该位于“ll”并且所有长沙窑图案上面都没
有变音符 Fatha  (َـــ) 。另一点是研究人员提到过的镜像“Allah”的想法。在本例中，
由于对称细节的关系，样本 A 是不对称的，所以我们无法讨论样本 B、C、D。人
们可以否定镜像“Allah”的想法，因为样本 A 的左上角有个类似于 Damma（ُـــ）的
变音符，但右上角并没有对称的符号出现。对比两种操作的结果（图 156），我们
可以看到样本 A、B、C、D 上的纹样和所有字体的“Allah”都不甚相似，反而与操
作二中样本的纹样相似度更高。 

The ‘ll’  [double L] in ‘Allah’ is where much Changsha ware has an issue because the two 

‘l’ of ‘Allah’ are not joined which makes this not related just to the skills of handicrafts 
man. Another example is the second ‘a’ in ‘Allah’. In an Arabic script it appears over the 
two ‘ll’ of ‘Allah’ and the diacritic Fatha  (َـــ) has not been seen in any Changsha ware. 

The idea of a mirrored ‘Allah’ which researchers have already mentioned in , we cannot 
talk about samples B, C  and  D because of symmetrical details, but since the detail of 

sample A is not symmetric, one can reject the idea of mirrored ‘Allah’ because in sample 
A in the top-left there is a detail similar to diacritic of Damma (ُـــ) which has not been 

mirrored from the pattern in the top-right side. While comparing the results of both 

manipulations (Fig.156), one can see pattern of Changsha wares on A, B, C and  D, do 

not have high level of similarity to the calligraphy of ‘Allah’ in all kind of styles and more 
than that samples of A, B, C and D were so close to patterns of samples in second 

manipulation.  
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ىٍ أىؼب ػييڃ ُډبوٓ   ه٦ب٥ٓ سب ٹَن ىَڈ ثٍ ه٤ ٭َثٓ ا١بٵٍ ٙيٌ إز،  ي ٕجټ َبْ اٝچٓ وٚبوٍ َبْ ًٽَ ٙيٌ 
ثىبثَأه سًَٞٔ ىٍ ٩َيٳ ؿبوڂٚب ومٓ   ٹجڄ اُ ٹَن ىَڈ ٕبهشٍ ٙيٌ اوي، DيA ، B  ، Cوٚبن ډٓ ىَي ٽٍ ومًوٍ َبْ 

 ٍا ثٍ اٵَاىْ ٽٍ ُثبن ٭َثٓ ډٓ ىاوىي وٚبن ىاىٌ أڈ DيA ، B  ، C، ومًوٍ 3اځَؿٍ، ىٍ ٍاَپبٍ.  ثبٙي"الله"سًاوي ٽچمٍ 
اځَؿٍ أه اډَ ٹبثڄ ٹجًڃ وٕٖز َُٔا أه ٍاَپبٍ .  ٍا ىٍ ٩َيٳ ؿبوڂٚب ىٍٻ ٽىىي"الله"ي ٽٖبوٓ ٽٍ ډٓ سًاوىي ٽچمٍ 

ثُشَ ثًى اځَ ډٓ  ٵََىڀ ٍا سٲَٕٕ ډٓ ىَي،   اُ آوؼبٔٓ ٽٍ ُډبن،  .ىٍ َمبن ُډبن ٱَٷ ٙين ٽٚشٓ اوؼبڇ وٚيٌ إز
ىٍ أه ًٍٝر ډٓ  . ډٕلاىْ وٚبن ىَٕڈ  826 ٍا ثٍ ډَىڇ ُډبن ٭جبٕٕبن ىٍ ٕبڃ D ي A   ،B  ،Cسًاوٖشٕڈ ومًوٍ َبْ

 إشوَاع ډٓ ٽىٕڈ ي ثٍ 2 ډٚبثُٓ ٍا اُ ومًوٍ َبْ ٍاَپبٍ  اډب ىٍ دبٔبن يٹشٓ وٺ٘ . سًاوٕڈ وشبٔغ ډٮپًٓ ىاٙشٍ ثبٕٙڈ
َمٍ ومًوٍ َبْ ٍاَپبٍ ٵٺ٤  دبٕن َبْ ػئيْ  ډجىٓ ثَ أىپٍ وٺ٘  ، (157سًَٞٔ)ٽبٍٙىبٕبن ؿٕىٓ وٚبن ډٓ ىَٕڈ 

 .ىٍٔبٵز ډٓ ٽىٕڈٍا اثَ ي ثبى إز 

从时间线上来看，上文所提到的变音符和主流的书法字体都是在公元 10 世纪进入
阿拉伯语字母中，但是样本 A、B、C、D 的生产时间都要早于 10 世纪，所以长沙
窑上的纹样不可能是“Allah”。尽管在操作三中，我们向阿拉伯语学习者展示了样本
A、B、C、D，他们所有人都能认出长沙窑上的词语“Allah”。这一结果可能令人难
以接受，但海难发生时，根本没有这种“Allah”写法。时移事易，如果我们能回到公
元 826 年的阿巴斯帝国，在黑石号沉船发生的时候，将样本 A、B、C、D 展示给
船上的人，那就最好不过了。那么，我们可能得到完全相反的结果。最终，当我们
将操作二中样本提取出的相似纹样展示给中国专家时（图 157），我们得到了全新
的答案：这些纹样都是风和云。 

The diacritics and main calligraphy styles described above had been added to Arabic 

script by the tenth century. The timelines show samples A, B, C, and D before the tenth 

century. The image on Changsha ware cannot be the word of ‘Allah’. Although, in 
manipulation 3, the samples of A, B, C and D which were shown to people who know 

Arabic and all perceived the ‘word’ of ‘Allah’ on Changsha ware. This differs from the 
date of the shipwreck. Culture changes over time. It samples A, B, C, and D could be 

shown Abbasid of the during the time of shipwreck in 826 CE different results may 

obtain. But a similar pattern was extracted from manipulation 2 samples, appearing in 

Figure 157, and was shown to Chinese experts and a different answer presents itself.  
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 ٔټ ٥چٖڈ ػبىئٓ ٔب ٔټ ٽبٍٕ َٕاډٕټ

陶瓷碗上的魔咒 

A Magic Spell or a Ceramic Bowl 

ثبٕشبن ٙىبٕبن . ٔپٓ اُ ٭ؼٕت سَٔه ػىجٍ َبْ سلٺٕٸ، ٽبيٗ ىٍ إٓٔه َبْ ػبىئٓ ډَسج٤ ثب ٕىز َبْ ثبٕشبن إز
ډًٵٺٕز اُ ػمچٍ ٙپبٍ ډًٵٸ كًٕاوبر، سؼبٍر، ٽىشَڃ ډَىڇ، كٶب٩ز، ػٌة ث٦ًٍ ډيايڇ إٙب ٥َاكٓ ٙيٌ ىٍاٍسجب٣ ثب 

 .ا٥مٕىبن اُ اُىياع ٙبى ثب ٔټ َٙٔټ ػئي ي كشٓ اوشٺبڇ ٍا ٽٚٴ ډٓ ٽىىي

سبٍٔن ا٭شٺبى اوٖبن ثٍ ٔټ ٹيٍر ػبىئٓ ي ٔب ډبيٍأٓ ثٍ اوياٌُ سبٍٔن هًى وْاى ثَٚ ثب ٥چٖڈ َب، څٮه ي وٶَٔه، ٹئمٓ 
ؿىئه َِاٍ ٕبڃ دٕ٘ ثًى ٽٍ اُ وٺبٙٓ َبْ ٱبٍ ثَاْ ٍٕڈ . إز ٽٍ ثٍ ٥ًٍ ځٖشَىٌ ىٍ َمٍ ٵََىڀ َب يػًى ىاٍى

ًٙاَي ډَسج٤ ثب إٙبء ٔبٵز ٙيٌ  . ر ٽىىي  سب كًٕاوبسٓ ٍا ثَاْ ٙپبٍ ى٭ً ډٓ ٽَىوي إشٶبىٌ "ػبىئٓ"  هًٕٞٝبر
 سب اٵَاى  ي ډچپٍ َب   دبىٙبَبن   اُ اٹٚبٍ ػبډٮٍ س٤ًٕ َمٍ   "ػبىئٓ"ي ٩َيٳ  اوڂٚشََب  طبثز ډٓ ٽىي ٽٍ آئَِب، 

 . ٙيٌ إز  أؼبى "ػبىيځَان"ىٍ وٺًٗ س٤ًٕ  ډًػًى   ي وٚبوٍ َبْ  ډُڈ أىپٍ ٭لائڈ .٭بىْ إشٶبىٌ ډٓ ٙيٌ إز
 .اٙشٍ اويثٍ ٭جبٍر ىٔڂَ، ٥َاكبن أه إٙب ثبٕشبوٓ ٹيٍر اوؼبڇ ٕلَ ٍا ى

研究中最古怪的方向之一就是探索与古代传统有关的巫术仪式。科学家们不断发现
一些有特殊用途的巫术用品：求马到功成，比如代表成功的动物可以保佑求职成功；
求操控他人；求护身符；求姻缘；好不意外地，求复仇。人们信仰魔法和（或）更
高力量的历史和人类本身一样古老，咒语、诅咒和魔咒几乎是所有文化的特色。几
千年前，洞穴壁画因其“神奇”的特性而被使用，它能吸引动物，便于捕猎。相关证
据表明，从国王、王后到平民百姓，社会各阶层都佩戴“魔法”吊坠、戒指和项链，
这些设计上的符号和标志都是由“魔法师”创造的。换言之，这些古代物品的设计者
也掌握了施放魔法的力量。 

One of the more interesting aspects of this research is that it explored magical rituals 

associated with ancient traditions. Archaeologists discover objects designed to invoke 

victory, such as a successful animal hunt or business, political control, personal safety, a 

happy and prosperous marriage and, unsurprisingly, revenge.  

Human belief in a supernatural, magical or a higher power might be as old as the human 

race itself. Spells, curses and incantations feature widely across all cultures. Several tens 

of thousand years ago cave paintings are modernly believed to have been used for their 

‘magical’ qualities, bringing animals to the hunt. Magic pendants, rings and utensils 
were used by all strata of society – from kings and queens to commoners and that the 

signs and symbols on the designs were created by ‘magicians’. Designers of these 
ancient objects also held the power to perform magic. 
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 ٔپٓ ىٔڂَاُ .أه ومبىځٌاٍْ َمـىٕه كبٽٓ اُ آن إز ٽٍ دًٙىيٌ ٔب ٽبٍثَ ٙٓ س٤ًٕ ٥چٖڈ ډلبٵ٪ز ډٓ ٙيٌ إز
 . ډٕجبٙي"كلاڃ ډبٌ ي ٕشبٌٍ" أه وٺُٚبْ ػبىئٓ ٽٍ ثَ إبٓ ٵبٽشًٍ ٭چًڇ ٱَٔجٍ ىٍ ٥َاكٓ ډلًٞلار إشٶبىٌ ٙيٌ

سلٺٕٺبر ډب ثٍ ٥ًٍ هبٛ ثَ ٍيْ ٥َف ٕبٕبوٕبن ډشمَٽِ ٙيٌ إز ي ډ٦بڅٮٍ ډب وٚبن ډٓ ىَي ٽٍ إشٶبىٌ اُ آن ىٍ 
ډب سٞمٕڈ  .  ٽٍ ٥َف إٙب ي ومبىَبْ ػبىئٓ ثٍ ٥ًٍ ځٖشَىٌ اْ ػبثٍ ػب ًٙوي آطبٍ ؿٕىٓ ي إلاډٓ ثب٭ض ٙيٌ إز

 ٽبٍٕ ؿبوڂٚب ي   ٍا ٍيْ (A.169  ي A.166؛ A.165؛ C.110 ؛ C.47سًَٞٔ ) كلاڃ  ٕبٕبوٓ   اسٞبڃ ٭لاډز ځَٵشٕڈ
 ٹبثڄ سًػُٓ ٽٍ  ثَاْ اوؼبڇ أه ٽبٍ ثب ىاىٌ َبْ .  سب سإطَٕ آن ٍا ىٍ ٭چًڇ ٱَٔجٍ ډٚوٜ ومبٕٔڈ إلاډٓ ثٍَٕٓ ٽىٕڈ

. ثٍ سلٺٕٸ ٽَىٔڈ ٕبٕبوٓ َٙي٫   ثٕه ٵََىڂٓ ٥َف  ثَاْ سٮٕٕه ي اطجبر ٍياث٤  ډشَيدًڅٕشه ثًى   ډًٌُ َىَ ىٍ اهشٕبٍ
ٽبٍٕ َبٔٓ . ؿىئه ٹ٦ٮٍ ٱَٕډٮمًڃ ىٍ ډٕبن ٥َف َبْ َٕاډٕپٓ ؿبوڂٚب ي ٥َاكٓ َٕاډٕټ ايأڄ إلاډٓ يػًى ىاٍى

 لاُڇ إز ىٍٻ ٽىٕڈ ٽٍ  . ډىٚإ آوُب أؼبى ډٓ ٽىىي ثب ٭لائڈ ٭ؼٕت كلاڃ  ٽٍ ًٕالار ػبڅت سًػُٓ ٍا ىٍ ٍاث٦ٍ ثب
 ٥َٳ څجٍ ٽبٍٕ ىٍ ٵََىڀ إلاډٓ ي ؿبوڂٚب اُ سإطَٕ وٺًٗ ٕبٕبوٓ   اٵِيىن ٍوڀ ثٍ ؿُبٍ إشٶبىٌ اُ ٙپڄ كلاڃ  ثب

 . س٤ًٕ ٥َاكبن ډٖچمبن ي ؿبوڂٚب ځَٵشٍ ٙيٌ ثًىٌ إز"كلاڃ  ي ٕشبٌٍ"

这一符号同样暗示物品的佩戴者或使用者也同样受到咒语的保护。另一个基于神秘
学因素设计并用于产品设计的魔法符号是“星月”。我们的研究主要集中在萨珊设计
上，研究表明“星月”符号在中国和伊斯兰作品中的使用，使得魔法物品和标志的设
计流传甚广。我们选择追溯长沙窑和伊斯兰碗上萨珊新月符号之间的联系（图
47.C；110.C；165.A；166.A；和 169.A），以确定其对神秘学的影响。为此，我
们从大都会艺术博物馆（Metropolitan Museum of Art）浩如烟海的数据开始，以
确定并证实萨珊设计的跨文化关系。长沙窑和早期伊斯兰陶瓷设计中颇有几件不似
凡品，碗上的新月标志，颇为新奇，引起人们的好奇，想要知道它们出自何处。不
难看出伊斯兰和长沙窑中，在碗沿的四个侧面添加颜色来形成新月，这是因为穆斯
林和长沙设计师都受到了萨珊“星月”纹样的影响。 

The symbolism also implied that the wearer, or user, was protected by the spell. The 

“crescent and star” is another magical sign designed on occult sciences and used in 

product design. The research is centered on Sasanian design and demonstrates its use 

on Chinese and Islamic artwork. Magical designs and symbols travelled widely. The 

Sasanian sign of the crescent is traced in this study (Figs. 47.C; 110.C; 165.A; 166.A; and 

169.A) as it appears on Changsha ware and Islamic bowls. There is substantial data on 

this in the Metropolitan Museum of Art which can be used to determine and 

substantiate the intercultural relationship of Sasanian design. Changsha ware and 

Islamic ceramic design have several unusual pieces. Bowls with this crescent sign raise 

intriguing questions regarding their provenance. It is pertinent to understand that the 

use of a crescent shape by adding color to the four sides of a bowl edge in Islamic and 

Changsha are derived from the influence of the Sasanian motif of ‘Crescent  and Star’ by 
both Muslim and Changsha designers. 
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ثَاْ إشٶبىٌ ٽىىيٌ أه ٩َيٳ، أه ډٖئچٍ  .  َٕاډٕپٓ ٍا ثٍ ٍاكشٓ ىٔي وٺًٗ سِئٕىٓ ٽبٍٕ َبْ ىٍ اثشيا ډٓ سًان 
.  ه٦َ إز ٝبكت هًى ىٍ ثَاثَ ىاٍاْ ٹيٍر ډلبٵ٪ز اُ   ٽٍ سًٍٞ ٽىىي ٽبٍٕ ٌثٍ ُويځٓ ٔب ډَٿ ثًى ډَث٣ً 

 ثب ومبى  ٙيٌ سِئٕه  (٥چٖڈ) آئِ   إلاډٓ ډبوىي  اُ ػمچٍ آطبٍ ډلًٞلار ىٔڂَ ىٍ   اُ أه ومبى  ٥َاكبن َمـىٕه
ٔټ ٕبهشبٍ ػٮجٍ ډبوىي ډٮمًڅٓ ثب إشٶبىٌ اُ سپىٕټ ډچٕچٍ ىيُْ ي كچٺٍ َبْ  .  ٕبٕبوٓ إشٶبىٌ ٽَىٌ اوي"ػبىئٓ"

 ٙپڄ ي ٕٕڈ دٕؾ هًٍىٌ ىٍ سًَٞٔ  S دَٽىىيٌ  وًاٍْ ٙبډڄ ٭ىبَٝ ثبُ ي ٔټ سپٍٕ ځبٌ  ثب ٽبٍ ٥َاكٓ  ٍٙشٍ اْ ٥لا 
166.Bىٍ اوشُبْ ىي ځًٍٙ سِٕ كلاڃ  ٔټ ډٌَُ ٵَٕيٌُ اْ يػًى ىاٍى ٽٍ ومبٔبوڂَ ٔټ ٕشبٌٍ إز، .  ىٔيٌ ډٓ ًٙى

 ثب إشٶبىٌ اُ څٮبة ثٍ سًَٞٔ "ډٕىبٽبٍْ"ىٍكبڅٕپٍ ىٍ ډَٽِ آن، ٔټ ػٶز دَويٌ ٕبٕبوٓ ثب إشٶبىٌ اُ سپىٕټ أَاوٓ 
أه وٺ٘ ي وڂبٍ ىٍ ٔټ ډٌَُ . څٮبة َب دٔ اُ اسمبڇ ثب ؿٖت ىٍ دٚز كلاڃ  َب ډلپڈ ٙيٌ اوي . ٽٕٚيٌ ٙيٌ إز

َمـىٕه ىٍ ( A. 166سًَٞٔ ) ي   ىٍ ٹَٞ اثًوَٞ ٽٚٴ ٙي1935ىٍ ٕبڃ  ٕٶبڅٓ دوشٍ وٚيٌ س٤ًٕ ثبٕشبن ٙىبٕبن 
 . سِئٕه ٙيٌ ثًى"ػبىئٓ"ثب ومبى  (B. 167سًَٞٔ )ٔټ ډًٍى ىٔڂَ

最初，人们很容易认为陶瓷碗上的图案是作装饰用的。对他们来说，这一点生死攸
关，因为人们认为碗蕴藏着力量，可以保护它的主人免遭危害。设计师们在其他产
品上也使用了这一标志，包括伊斯兰作品比如装饰着萨珊文化中具有“魔力”的回文
标志的吊坠（护身符）。图166.B中是一个典型的箱形结构，采用掐丝工艺和金线
圈连珠，运用开放式设计，整体支撑为金线，外圈以双绞丝装饰，内圈有S形相连
饰件。新月形顶部装饰着一颗绿松石，代表着星星。中间有一对萨珊风格的对鸟，
采用波斯“涂抹珐琅”技法描绘而成，在完成珐琅上的图案之后，用粘合剂固定在月
牙吊坠背面。考古学家于1935年在卡希尔·阿布·纳西尔王宫遗址（Qasr-i Abu Nasr）
发现了一枚未烧制的粘土印章，上面装饰着“有魔力”回文符号（图166.A），图
167.B的饰品中也可见同一符号。 

At one level of analysis, the patterns on the ceramic bowls are simply decorative. There 

is another level which is it was a matter of life or death as the bowl was perceived to be 

imbued with the power to protect its owner from danger. Designers used this symbol on 

other products including Islamic works such as pendants or amulets decorated with the 

Sasanian 'magical’ palindromic symbol. A typical box-like construction using filigree and 

gold string loops with open design work and a strip-support including S-shaped filler 

elements and twisted wire is seen in Fig 166.B. The crescent points are topped with a 

turquoise bead representing a star. At its center, a pair of birds, in the Sasanian style, is 

depicted using the Persian ‘Meenakari’ enamelling technique. The enamels were 

secured to the back of the crescents with adhesive when completed. This motif is also 

visible in an unfired clay seal that archaeologists discovered in 1935 in Qasr-i Abu Nasr 

and decorated with the 'magical’ palindromic symbol (Fig. 166.A) also in another case 

the same sign has been seen (Fig. 167.B). 
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آٙپبٍ ٙيٌ ٽٍ (ډياڅًٕن) ًٽَ ٙيٌ إز ٽٍ وٺ٘ كلاڃ ثٍ ٭ىًان ثوٚٓ اُ كچٺٍ ىأٌَ اْ ډَيأٍيBْ.164ىٍ سًَٞٔ
كلاڃ َب ثٍ ٥ًٍ ٕىشٓ ىٍ ثبلا، دبٕٔه ي ىي ٥َٳ ډَٽِىأٌَ . ثٍ ٔټ َىَ ٙڂٶز اوڂِٕ اُ َىَ ٕبٕبوٓ سجئڄ ٙيٌ إز

ٽٍ   ي ٱَة ډٓ ثبٙىي ٽٍ أه ډ١ًً٭ٓ إز  َٙٷ  ػىًة،   ي ومبٔبوڂَ ؿُبٍ ٥َٳ ُډٕه ىٍ ٙمبڃ، ٩بََ ډٓ ًٙوي
 يػًى ىاٍى ٽٍ وٚبن ډٓ ىَي ثٖٕبٍْ اُ ٥َكُبْ طجز ٙيٌ اًْٙاَي   .َمٍٕٚ ىٍ ٭چًڇ ٱَٔجٍ ثٍ آن اٙبٌٍ ډٓ ًٙى

ىٍ ٥ًڃ  (ؿٕه)ىٍ ػُبن إلاڇ ي َمـىٕه ٱبٍَبْ ٽِٔڄ ځَٔبوڂشًُ ىٍ ٕٙه ػٕبوڀ  وٺًٗ ډَيأٍيْ  ډشٚپڄ اُ أه 
ي ٱَة اٹشجبٓ ٙيٌ   ومبى ٕبٕبوٓ س٤ًٕ َٙٷ   ٽٍ وٚبن ډٓ ىَي ٹَن دىؼڈ سب َٶشڈ ٩بََ ٙيٌ،

 (.BC.169 ي 168؛ A.167؛ B.166؛ BC.165؛ A.164؛ 163 ؛ 159؛ 155؛ 150سًَٞٔ)  إز

我们注意到在图164.B中，新月形纹样是联珠纹（团窠纹）的一部分，
这将成为萨珊艺术的一个分支。传统上，新月出现在同心圆的顶部、
底部和侧面，代表地球的四个侧面：北、南、东和西。这是神秘学
的范畴。据记载，5至7世纪，在伊斯兰世界和中国新疆的克孜尔石
窟中出现了许多由这种圆形纹样构成的设计。由此可见，这一萨珊
纹样为东西方共有（图150、155、159、163、164.A、165.BC、
166.B、167.A、168、和169.BC）。 

Figure 164.B  has a crescent pattern revealed as part of the pearl circular 

border of the medallion which is definitely an off-shoot of Sasanian art. 

Traditionally the crescents appear on the top, bottom, and sides of 

concentric circles and represent the four earthly directions; north, south, 

east, and west. There is recorded evidence that indicates many designs 

consisting of this roundel motif appeared in the Islamic world, and also at 

the Kizil Grottoes of Xinjiang China during the Fifth to Seventh centuries. 

The Sasanian symbol was, therefore, adopted by both East and West 

(Figs. 150; 155; 159; 163; 164.A; 165.BC; 166.B; 167.A; 168; and 169.BC). 

Figure 159. A. Circle with a cross in between two crescents in a Chinese ‘spell’ used for the purpose 
of house protection ( Shangang, 2010); B. Papers with the top, bottom and sides of a concentric 

crescents pattern. The ‘spell’ is for daily income protection; C. Arab-Sasanian, Drachm in the name of 

Yazdegerd, 652 CE. 31 AH; D and E. HISHAM. 

AG, Dirham, Umayyad; F and G. Tabaristan. 

Abassid Governors. Suleiman AR 

Half-Drachm. 
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ډبٌ ٔڂبوٍ ډٚٮڄ أِىْ ىٍ ٙت سبٍ ىٍ ثَاثَ ىًٔ  ډبٌ وِٕ َمـًن هًٍٕٙي ىٍ إب٥َٕ ٽُه أَان وٺ٘ ډُمٓ ىاٍى َُٔا
آيٍىن   ي  ډبٌ ٕىجچٓ ثَاْ كٶب٩ز ىاٍويٌ آن ثٍ أه ىڅٕڄ وٚبن . ىٍى ډٓ  ٽٍ دَىٌ ٕٕبَٓ ٍا (C.139 )٩چمز إز

 ي   ثَهًٍىاٍ إز  ٵََىڀ أَاوٓ  اَمٕز ي سبٍٔوـٍ ځٖشَىٌ اْ ىٍ  اُ ٙپڄ كلاڃ  . ډٓ ثبٙي هًٙجوشٓ ثَاْ يْ
ًٕډَٔبن ي ٕبَٔ ٵََىڀ َبْ  ألاډٕبن،   آًٍْٙ َب،  َوبډىٕٚبن، ٕبٕبوٕبن،  ىيٌٍ َبْ  ىٍ  ډٮمًلاً"كلاڃ  ي ٕشبٌٍ"

ثىبثَأه، إشٶبىٌ اُ آن ىٍ . ىٍ ٥َاكٓ ٵبٍٕٓ ٹجڄ اُ ٩ًٍُ إلاڇ ثَػٖشٍ ثًىٌ إز اػياىْ دبٍٕٓ إشٶبىٌ ډٕٚيٌ ي
 (. C.159سًَٞٔ )  ٍا وِٕ ثب َمٕه ٭لاډز ىٔي  ٕپٍ إلاډٓ َُٔا ډٓ سًان ٥َاكٓ َٕاډٕټ إلاډٓ ٱَٕډٮمًڃ وٕٖز، 

 .ډٓ ثبٙي َٕاډٕټ ٕبُان ؿبوڂٚب ىٍ اياهَ ٹَن َٚشڈ آن س٤ًٕآوـٍ ػبڅت سَ إز، إشٶبىٌ 

便如太阳一般，月亮在古伊朗神话中同样至关重要（图 139.C）。长夜无光，月亮
便是唯一那神圣的火把，它对抗着暗夜之魔，撕开了夜色的黑幕。因此，月亮的符
号表示守护，守护它的主人，为他带去安乐。新月形状在波斯文化中意义非凡，博
大精深。“星月”图案在萨珊、阿契美尼德、亚述、伊莱米特、苏美尔和其他波斯先
祖文化时期被广泛使用。在伊斯兰教诞生之前，“星月”图案便已在波斯设计中举足
轻重。它在波斯陶瓷设计中也并不少见，伊斯兰古币上也有同样的“星月”图案（图
159.C）。更令人好奇的是，8 世纪后期，长沙的陶艺家们也使用了“星月”图案。 

The moon, like the sun (Fig. 139.C), plays an important role in ancient Iranian mythology. 

The moon is the only divine torch in the night against the demon of darkness who 

cleaves the blackness. The moon sign signifies protection for its owner and brings him 

happiness. The crescent shape has significance and extensive history in Persian culture. 

The ‘crescent and star’ was used commonly in the periods of Sasanian, Achaemenid, 

Assyrian, Elamite, Sumerian and other Persian ancestral cultures. It was prominent in 

Persian design before the Islam. It is not uncommon to see it in Islamic ceramic design, 

as is visible in the Islamic coin (Fig. 159.C). It has been used by Changsha ceramists in the 

late-Eighth century. 

 

 

Figure 160. Bowl with pikes, Early ninth century CE. Abbasid Dynasty, Ashmolean Museum, EA-1978-2141; D. Sasanian 

geometric pattern, sixth century CE. Sasanian, Ctesiphon. 
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 كلاڃ  ٕبٕبوٓ ىٍ ٵََىڀ إلاډٓ ي "ػبىئٓ"سًٕٮٍ ٥َاكٓ ډلًٞڃ ي سًڅٕي اوجًٌ، ٔټ وٺ٦ٍ يٍيى إٓبن ثَاْ ومبى 
سلٺٕٺبر وٚبن ډٓ ىَي ٽٍ َٕاډٕپُبْ اُ ػىٔ همَٕ ٕىڀ ؿبوڂٚب وِٕ ىٍ ايا٤ٕ ٹَن َٚشڈ سب  . ؿبوڂٚب أؼبى ٽَى

 ٕبٔز َبْ  ىٍ  كٶبٍْ ٙيٌ  ومًوٍ َبْ (. 2018،  څٕه ي ػٮٶَوٕب، ثَيډىي)ٝبىٍ ٙيٌ إز  ٱَة إٕٓب  ٔبُىَڈ ثٍ 
ثٍ ٭ىًان ځًاٌ ډلجًثٕز ٽبٍٕ َبْ ىاٍاْ ؿُبٍ كلاڃ ىٍ ا٥َاٳ څجٍ ٽبٍٕ   (َٕٕاٳ)ډوشچٴ ىٍ َٕإَ ػىًة أَان 

 ٽٍ ډَاكڄ ٽبډڄ ٙين ډبٌ ٍا وٚبن ډٓ ىَي ي ثٍ ٭ىًان كلاڃ ثبٍٔټ،  ،"دبځبن"إز ٽٍ أه ثب ومبى ٔټ ډبٌ ٍٕ ځبوٍ 
 ىٍ   وٚبن ىَىيٌ ٔټ ډبٌ ٽبډڄ إز،"دبځبن"ىأٌَ ىٍ ډَٽِ  . ٽبډڄ ي كلاڃ ٽمَوڀ ٙىبهشٍ ډٓ ًٙى، ډشٶبير إز

أه ٩َيٳ َٕاډٕپٓ هبٍٷ اڅٮبىٌ ىٍ ىيٍان . كبڅٓ ٽٍ ىٍ ومبى ډلبٵ٨ ٕبٕبوٕبن ىأٌَ ډَٽِْ، ُډٕه ٍا وٚبن ډٓ ىَي
ي همَٕ   (إلاڇ) هبٽٓ   أه ٩َيٳ ٕٶبڅٓ اُ همَٕ ځڄ . سبوڀ ؿٕه ډٓ ثبٙىي  ي ثَاثَ ثب ىيٌٍ ٭جبٕٓ ٕبهشٍ ٙيٌ اوي

 وٺ٘   ي ٽبٍٕ َب  ٽبٍٕ ىاٙشٍ ا٥َاٳ څجٍ  ىٍ  ثٕٚشَٔه إشٶبىٌ ٍا ي وٺ٘ كلاڃ  ٕبهشٍ ٙيٌ إز   (ؿبوڂٚب)ٕىڂٓ 
 .ډَٽِْ ډشٶبير ىاٍوي

产品设计和批量生产的发展新月形“魔法”符号从萨珊艺术进入伊斯兰和长沙文化创
造了契机。研究表明，长沙石质黏土制成的陶器在8世纪中期至11世纪回销至西亚
（Jaafarnia、Boroomand和An，2018）。伊朗南部尸罗夫的几处遗址均出土了类
似陶瓷，证明碗沿四周带新月装饰的碗风靡一时。碗沿代表地球，四周的新月则代
表了四面的守护。这与“新异教”的三月符不同，三月符代表着月亮的盈亏。在“新异
教”的三月符中，中间的圆圈代表满月，而在萨珊文化中，中心圆为守护符，代表
地球。这些非凡的陶瓷器皿是在阿巴斯王朝时期制造的，当时中国处于唐朝时期。
伊斯兰地区使用粘土质制作陶瓷，长沙则制作石泥胎陶瓷，碗沿常用新月形，中央
纹样则各不相同。 

The product design development along with mass production provided an easy entry for 

‘magical’ symbols of the crescent into Islamic and Changsha culture from Sasanian times.  
Changsha stone-paste ceramics were exported back to western Asia during the mid-8th 

to 11th centuries (Jaafarnia, Boroomand and Lin, 2018). Examples discovered at sites 

throughout Southern Iran, such as Siraf, the popularity of four crescent-rimmed bowls 

with four crescents around the rim. The circle in the design is the earth which is the rim 

of the bowl and the four crescents around the rim represent protection from four 

directions. This differs from the symbol of a triple moon, called ‘Pagan’, which 
represents the phases of the moon and are known as waxing, full and waning. In the 

‘Pagan’ circle the center represents a full moon, whereas in Sasanian the protective 
symbol of the central circle, represents the earth. These extraordinary ceramic vessels 

were made in the Abbasid era and are equal to the Tang era of China. Islam in pottery 

was made from earthenware clay while stoneware clay was used in Changsha, with the 

pattern of crescents being the most commonly used around the rim with a different 

central pattern. 
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ي ٕٶبڅڂَان  (2015آثبٔٓ ي ػٮٶَوٕب، ) ىٍ آطبٍ ؿبوڂٚب ٙبډڄ ئْځٓ َبْ َىَ ٕبٕبوٓ أَاوٓ ثًىٌ إز  أه سٶبير َب
، ډٖچمبوبن ىٌسپىٕټ َبْ وٺبٙٓ ثٕه ٕبُويځبن ډٖچمبن ي ؿبوڂٚب ډشٶبير ثً. إلاډٓ اُ ه٦ب٥ٓ إشٶبىٌ ډٓ ٽَىٌ اوي

ٙپڄ ٩َيٳ ډوَي٥ٓ ٙپڄ ثٍ . اُ ٹچڈ ډً ي ٕٶبڅڂَان ؿبوڂٚب اُ ٔټ ٍيٗ ٱ٥ًٍ يٍْ ىٍ څٮبة إشٶبىٌ ډٓ ٽَىٌ اوي
 ىٍ ىاهڄ ٽبٍٕ َبْ َٕاډٕپٓ ثب إشٶبىٌ اُ ډوچ٥ًٓ  ى٭ب  ىٍ ػُبن إلاڇ وًٙشه  .ٽبٍثَى آن ٽمټ ډٓ ٽىي س١ًٕق 
 ٍا ثب َڈ ثىًٙي   ډب٬ٔ ي ٽچمبر ثىبثَأه ثٕمبٍ ډٓ سًاوٖز ثٍ ٍاكشٓ  ي وًٕٙيوٓ ډٮمًڃ ثًى،  ي ٥ٮڈ ُ٭ٶَان اُ ٭٦َ 

 ومًوٍ B ي A.168 ْ ىٍ سًََٞٔب(. ٭ٺڄ اڅٮجبى اڅٕٚن كجٕت اثه ډًٕٓ اڅ١َب اٵٚبٍْ ايٍډٕب اڅىؼٶٓ )(C. 161سًَٞٔ )
 سپَاٍ ٙيٌ "٭بٹجز ثٍ هَٕ ثبى" وًٙشٍ ػمچٍ ٵبٍٕٓ A.168ىٍ سًَٞٔ  . َبٔٓ اُ ډشه َب ثب اٍُٗ ػبىئٓ يػًى ىاٍى

 ٹٖمز ډَٽِْ أه ٽبٍٕ  . سَػمٍ ډٓ ًٙى"ىٍ دبٔبن هًٙجوز ثبٕٙي" ٔب "دبٔبن ٽبٍ هًة ثبٙي"إز ٽٍ ثٍ ډٮىٓ 
ىٍ . (106ډب آن ٍاىٍ ثو٘ ډَث٣ً س١ًٕق ىاىٌ أڈ سًَٞٔ)ىاٍاْ دَويٌ اْ إز ٽٍ ومبى كمڄ ٍيف ثٍ ثُٚز إز 

 . هًاويٌ ډٓ ًٙى ي ىٍ ډَٽِ آن ىي ثبٍ ثب ٍوڀ آثٓ ٽجبڅز سپَاٍ ٙيٌ إز"ٱج٦ٍ" ه٤ ٭َثٓ B. 168سًَٞٔ 

差异部分主要来自包含波斯萨珊艺术特点的长沙窑（Abaei和Jaafarnia，2015）和
采用书法纹的伊斯兰陶瓷。穆斯林和长沙匠人的绘画技法不同，穆斯林使用毛笔，
长沙匠人则使用浸釉技法。锥形容器的形状有助于解释它的用途；在伊斯兰世界，
用藏红花和可饮用香料的混合物在陶瓷碗里写咒语很常见，所以病人在饮下碗中液
体时，也会饮下写下的咒语（图161.C）（Aghl Al-ebad Al-shikhHabibebnmosa 

Al-rezaAfshariUrmiya-e Al-najafi）。图168.A和B中的陶瓷里的书法有充满魔力的
价值。168.A重复着以波斯语写就的“akibatkhayr bad”祝福，意为“愿有好结局”或
者“愿最后有好运”。碗中央有一只鸟，象征将亡灵送往天堂（图106，我们已在相
关章节中做过解释）。图168B的中央，用钴蓝重复了两遍的阿拉伯字母读作
“ghibta”，翻译过来，就是为饮此碗之人祈求幸福。 

These Changsha works included characteristics of Persian and Sasanian art (Abaei and 

Jaafarnia, 2015) and the Islamic potters used calligraphy. Painting techniques differed 

between Muslims and Changsha makers with the Muslims using brushes and Changsha 

makers using an immersive glaze technique. Conical vessels helped to explain this. It was 

common in the Islamic world to write incantations inside ceramic bowls by using a 

mixture of saffron and drinkable aroma, so a patient could easily drink in the fluid and 

words together (Fig. 161.C)(Aghl Al-ebad Al-shikh Habib-ebnmosa Al-reza Afshari 

Urmiya-e Al-najafi). In Figs. 168.A and B there are examples of scripts with magical value. 

168.A repeats a blessing written in Persian ‘Aqibatkhayr bad’ which translates to "may 
the end be good” or “may you have good fortune at the end". The bowl center has a 
bird symbolising the transportation of the soul to heaven (Figs. 106). In 168.B the Arabic 

script reads ‘ghibta' and is repeated twice in cobalt blue at the center. 
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ىٍ ََ ىي ډًٍى، ډشه ىٍ ىاهڄ ىأٌَ وًٙشٍ ٙيٌ  . أه ٽچمٍ ثَاْ ََ ٽٔ ٽٍ ثب ٽبٍٕ ډٓ وًٙي، هًٙجوشٓ ډٓ هًاَي
اُ ٽبٍٕ َبٔٓ ثب ٥َف   ومًوٍ َبْ ُٔبىْ . ىٕشٕبثٓ ثٍ ډ٢مًن اكب٥ٍ ٙيٌ إز  ډلبٵ٪ز ي  ي س٤ًٕ كلاڃ ثٍ ډى٪ًٍ

َبْ ه٦ب٥ٓ ي دٕبڇ َبْ هًٗ ٙبوٖٓ ٍا ډٓ سًان ىٍ أه ىي ٵََىڀ ډٚبَيٌ ٽَى ٽٍ ثَهٓ اُ آوُب ىاٍاْ ٥َف َبٔٓ 
 وٺ٘ ػبىئٓ   ٵپَ ډٓ ٽىٕڈ  أه ډ٫ً١ً وڂبٌ ډٓ ٽىٕڈ، يٹشٓ ىٍ اثشيا ثٍ . څٮبة ي  ځٕبَٓ َٖشىي دبٕٙين  ثب سپىٕټ 

ډىشٺڄ ٙيٌ اُ ٥َف ٽبلاْ ٕبٕبوٓ ثٍ إلاڇ ي ؿبوڂٚب س٤ًٕ ثبٍُځبوبن آيٍىٌ ٙيٌ ي ٕذٔ ٝىٮشڂَان ٝىب٬ٔ ىٕشٓ اُ 
ىيٌٍ  إلاڇ   ډَيٍ ٽشبة َب ي ٥چٖڈ َبْ   ثٍ  اډب يٹشٓ ٽٍ ٭مٕٺبً،ٍيْ ډلًٞلاسٚبن إشٶبىٌ ٽَىٌ اوي َمبن ٭لاډز 

 ٽٍ إشٶبىٌ اُ ٭لائڈ  ثذَىأُڈ ډشًػٍ ډٓ ًٙٔڈ ( 2010ٙبوڂبوڀ ،  )(A.159سًَٞٔ)ي ؿٕه  (C ي A  ،B.161سًَٞٔ )
ًٕاڃ ثبٹٕمبويٌ ىٔڂَ أه إز ٽٍ آٔب ٝىٮشڂَان إلاډٓ ي ؿبوڂٚب ٽٍ اُ  .ډٚبثٍ ىٍ ٭چًڇ ٱَٔجٍ ثٖٕبٍ ٍأغ ثًىٌ إز

ٵَٝشٓ ثَاْ ډٞبكجٍ ثب ٽبَه  اُ ٭چًڇ ٱَٔجٍ ٕبٕبوٕبن سإطَٕ ځَٵشٍ اوي؟   هًى إشٶبىٌ ٽَىٌ اوي، "ػبىي" كلاڃ ثَاْ 
 اُ اي ًٕاڃ ٙي ٽٍ ؿَا ىٍ ٥َف   سبئًئٕٖڈ ىٍ ثبلاْ ٽًٌ ًٔئچً ىٍ ؿبوڂٚب ٵَاَڈ ٙي، ا٭٪ڈ ٔپٓ اُ ٹئمٓ سَٔه ډٮبثي

 . ىٔيٌ ډٓ ًٙىA.159َبْ ػبىيئٓ ؿٕه اُ ىأٌَ إشٶبىٌ ډٓ ًٙى، َمبو٦ًٍ ٽٍ ىٍ سًَٞٔ 

在这两个例子中，文字都写在圆圈内，周围饰以新月，以示守护并保咒语达成。在
这两种文化中，有很多碗都带有书法设计和祈求好运的信息，有些碗上还有植物纹
和绿色的泼洒状色斑装饰。一开始看到这个问题，我们会想，这种魔法纹样是通过
商人从萨珊产品设计传播到伊斯兰和长沙的，然后匠人在他们的产品上使用了同样
的符号。但是当我们深入探究伊斯兰教（图161A，B 和C）和中文（图159.A）
（Shangang，2010）书籍及咒语时，我们发现在他们的神秘学领域，同样的符号
非常普遍。然后才是这个问题的答案：伊斯兰和长沙的工匠是否因为受萨珊神秘学
的影响，而相信新月形纹样具有魔力并在产品中使用？如果有机会采访长沙岳麓山
顶上最古老的道教寺庙之一的主持，我们可以问他为什么中国的咒语设计使用如图
159A所示的圆圈。 

Translated, the word seeks happiness for whoever drinks from the bowl. In both cases, 

the text is written within the circle and surrounded by crescents for the purpose of 

protection and achievement of the incantation. Many examples of bowls with 

calligraphic designs and messages of good fortune can be viewed in these two cultures 

with some of them featuring vegetal and green splash designs. At first thought this 

magical pattern appears to have been transmitted from Sasanian product design to 

Islam and on to Changsha by merchants and then their craftsman used the same sign on 

their products but if one go deeply through Islamic (Figs. 161. A, B and C) and Chinese 

(Fig. 159.A)(Shangang, 2010), books and incantations one finds the same sign being used 

to explaining their occult sciences. Remaining is an answer to the question as to 

whether Islamic and Changsha craftsmen used the crescent for their ‘magic’ because 
they were influenced by Sasanian occult sciences?If ever an opportunity presents to 

interview the High Priest of one of the oldest Taoism temple on top of the Yuelu 

Mountain in Changsha, we could ask him why the design of Chinese incantations uses 

the circle as seen in figure 159.A. 
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ىأٌَ ىٍ ٍىٔٴ ايڃ ٽٍ َٕؾ كلاڃ  ي ٝچٕجٓ ىٍ ىاهڄ )  ٽٍ ٔټ ىأٌَ ياكي وٚبن ىَىيٌ ثُٚز إز  ثٍ ډب ځٶزاي 
َمـىٕه وٕبُْ ثٍ ه٣ً٦  .  ثٍ كلاڃ اكشٕبع وياٍى ډلبٵ٪ز َُٔا ثُٚز ډپبن ثبلاسَْ إز ثيين ډبٌ ي ثَاْ  وياٍى 

ؿَا ىأٌَ ىٔڂَ ىاٍاْ ه٣ً٦  ي ىيڇ أه ٽٍ،   ( وياٍى  ؿًن َٕؾ ػُز ػٲَاٵٕبٔٓ ىٍ ثُٚز يػًى ٭مًى ثََڈ وياٍى
ىٍ ٍىٔٴ ىيڇ، ىأٌَ ىاٍاْ ه٣ً٦ ٭مًى ثََڈ إز ٽٍ )٭مًى ثََڈ ىٍ ىاهڄ هًى ي ىي كلاڃ ىٍ ىي ٥َٳ آن إز 

ٽٍ ثٍ أه  . (وٚبن ىَىيٌ ُډٕه ثب ؿُبٍ ػُز ػٲَاٵٕبٔٓ ي ىي كلاڃ  ثٍ ډى٪ًٍ ډلبٵ٪ز اُ ُډٕه اُ ؿُبٍ ػُز إز
 اُ  اډب وٺ٘ ٽبٍٕ َٕاډٕپٓ ؿبوڂٚب اكشمبلاً  (A.159سًَٞٔ ) ٽٍ ََ ؿىي أه وٚبوٍ ىاٍاْ ىي كلاڃ إز ډٮىٓ إز 

 ٽٍ أه وٺ٘ اُ ٥َٔٸ  ٙبٔي ثًٚى ثَ إبٓ ځٶشٍ ٽبَه ا٭٪ڈ ثٍ أه وشٕؼٍ ثَٕٕڈ . ػبىيځَْ ؿٕىٓ ځَٵشٍ ٙيٌ إز
 ٕبٕبوٓ ثب ؿُبٍ كلاڃ  ىٍ "٭لاډز ٕلَآډِٕ"َمبو٦ًٍ ٽٍ أه   ډلًٞڃ ٕبٕبوٕبن كبٝڄ ٙيٌ،   ي ٔب ٥َاكٓ"ٕلَ"

أه ثيان ډٮىٓ إز ٽٍ أه وٺًٗ . (A.164سًَٞٔ)ىي ٥َٳ ٽٍ ىٍ ٱبٍَبْ ډَډًُ ٽِٕٔڄ ىٍ ؿٕه ٽٚٴ ٙيٌ إز 
.  ٹَاٍ ځَٵشٍ اوي  سَٕٕڈ ي ډًٍى إشٶبىٌ اُ ٔټ ډَإڈ ػبىئٓ  ډپبوٓ هًى اكشمبلاً ثٍ ٭ىًان ثوٚٓ  ډًٹٮٕز ثٍ ىڅٕڄ 

  . ثٍ ډٮبثي ډٓ ٍيوي ي ٍٕ ٝٶلٍ ٽبٱٌ ډٓ ًُٕاوىي ډَىڇ ثٍ ډى٪ًٍ ډلبٵ٪ز اُ دًڃ هًى  ٽٍ ىٍ ٵََىڀ ډٮبَٝ ؿٕه، 

他可能知道为什么单独一个圆圈代表天堂（第一行的圆圈旁边没有新月，内部也没
有十字，它表示天堂。因为天堂至高无上，所在之处并无月亮，也无需新月作守护；
无需十字，因为天堂没有地理方向）。其次，为什么其他圆圈内部有十字，两侧各
有一个新月（第二行，圆圈代表地球，共有四个地理方向，两轮新月表示从四方守
护地球）。这意味着，尽管它只有两侧的新月（图159.A），但长沙窑碗的图案可
能源自于中国的符咒。基于主持的观点，我们可能会得出结论，这一图案肯定是从
萨珊魔法或者萨珊产品设计来的，因为这种四周带新月图案的萨珊魔法符号是在中
国神秘的克孜尔石窟发现的。值得一提的是，在当代中国文化中，为保家财，人们
会去庙里烧三张纸。 

He would know why a single circle represents heaven which is the circle in the first row 

which does not have any crescent and a cross inside as heaven is a higher place without 

a moon and does not need a crescent for protection. There is also no need for a cross as 

there are no geographical directions in heaven. And secondly, other circle has a cross 

inside it and two crescents on either side, in the second row, the circle with a cross 

represents earth with four geographical directions and two crescents for the purpose of 

protecting the earth from four directions, fuels other questions. This means that 

although it has two crescents (Fig. 159.A) the pattern of the Changsha ceramic bowl has 

probably been derived from Chinese ‘magical incantations. Based on the High Priest 

opinion, we maybe would conclude that this pattern has certainly come by way of 

Sasanian ‘magic’ or Sasanian product design, as this Sasanian ‘magical sign’ with its four 
crescents on concentric sides, was discovered in the mysterious Kizil Caves in China (Fig. 

164.A). This means that they were probably drawn/used as part of a magical ritual 

practice due to their location. It is worth mentioning that in contemporary Chinese 

culture, people go to temples and burn three pages of paper for the purpose of 

protecting their money. 
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 دبٕٔه ي ىي ٥َٳ ثًىٌ ٽٍ ٔټ ډَث٬ ٽًؿټ اُ  ٔټ َْٕ ىيأَ ٽٍ ؿُبٍ كلاڃ ىٍ ثبلا، أه ٍٕ ٝٶلٍ ٙبډڄ ٥َف
 (.B.159سًَٞٔ )ډَٽِ ىيأَ ثَٔيٌ ٙيٌ إز 

这三张纸上的同心新月顶部、底部和侧面都有一个圆圈；中间是被挖去的一个小正
方形（图159.B）。 

The three sheets include the design of a circle with the top, bottom, and sides of a 

concentric crescent; a small square in the center is cut off from the paper (Fig. 159.B).  

Figure 161. A. Islamic ‘spell’ used for the purpose of hiring a server who has a crescent on his head. This sign has four 

crescents in the circle and a cross showing main four directions (MolaAbd Al-latifGilani); B. Islamic ‘spell’ of the moon 
with four crescents around. Persian book of Daghaiegh Al-haghiegh, fifteenth century CE. The National Library of France; 

C. Islamic ‘spell’ in the shape of a crescent used for health recovery through writing and drawing on the inside of a 
ceramic bowl by using a mixture of saffron and drinkable aroma for an unwell person; D. Sasanian crescents used by 

Professor Hamid Nadimi in design of Allah on the flag of Iran to protect Iran from West and East; E and F. Based on 

Sasanian occult sciences, cross used to protect owner, as it has a magical aspect for protecting from four directions. We 

can see the same on decoration of Sholeh Zard in Iran, which is a delicious dessert that is very delicate and light in texture, 

mild in sweetness and it gets its golden color from saffron with designs made with cinnamon and pistachio or almonds in 

the shape of four small circles with a cross showing main four directions (Compare figures 81.A, 161.A and E and 164.E). 
This food was common in the Iranian holidays of Norwuz (the Iranian New Year) and Tiregan (a traditional Iranian 

summer holiday, which celebrates rain), and now it is traditionally served during the Ashura holiday of Muharram. 
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Figure 162. Folio from a Mu'nis al-ahrar fi daqa'iq al-ash'ar (The Free Man's Companion to the Subtleties of Poems) of 

Jajarmi. Author: Muhammad ibn Badr al-Din Jajarmi (active 1340s). Folio from an illustrated manuscript. dated A.H. 

741/CE. 1341. Attributed to Iran, Isfahan; The Metropolitan Museum of Art. (1956)57.51.25 and, (1919)19.68.1.  

 ډبٌ ٍا وٚبن ډٓ ىَي ٽٍ ٍا وٚبن ىاىٌ ٽٍ  ٙٮَ ٥بڅ٬ ثٕىٓ ٵبٍٕٓ اَمٕز أه ٭لاډز ىٍ ٵََىڀ ٵبٍٕٓ  اُ ًٙاَيْ 
َىڂبډٓ ٽٍ ډبٌ ىٍ .  ُيىٔبٻ ډٓ ًٙى ٽٍ ډىبٕت سَٔه ٽبٍَب ٍا ثَاْ اوؼبڇ ىٍ آن ډبٌ وٚبن ډٓ ىَي  ػبٔڂب12ٌياٍى 

ثٍ ٭ىًان ومًوٍ، ٙب٭َ . ػبٔڂبٌ ىياُىٌ ځبوٍ ٍيثَيْ ََ ٔټ اُ ُيىٔبٻ َبْ ٵچپٓ ډَسج٤ ثب ٭چًڇ ٱَٔجٍ إز ٹَاٍ ىاٍى
 يٹشٓ ډبٌ ىٍ ثَع ىڅً إز،": ډٓ ځًٔي

波斯占星诗选集表明，这一符号在波斯文化中意义重大；它表示月亮入黄道十二宫。
在神秘学中，月亮入十二宫中的某一宫，可卜吉凶。例如，诗人曰：“月亮落水瓶
座，宜聚财、购买家具杂物； 

An evidence of an anthology of Persian astrological poetry illustrates the importance of 

this sign in Persian culture; it shows moon entering the houses of the twelve zodiac 

signs which tells the most appropriate things to do when the Moon is in conjunction 

with each of the twelve signs of the zodiac related to occult sciences. As an instance, the 

poet says: "When the Moon is in Aquarius, 
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 ٙپبٍ، اُىياع ي   ٽَىن، ٹَثبوٓ/  .ىٔين ډًٽچٕه ي ًٕٙم هًة إز/  .إجبة ي اطبطٍٕ ثؤَي/  اځَ دًڃ ىاٙشٍ ثبٕٙي
ٹَثبوٓ . ىٔين ٽبسجبن ي ډلبٕجبر ٥بڅ٬ ثٕىٓ. / وًٙشه ي آډًُٗ هًة إز ثب ډبٌ ىٍ ثَع ٕىجچٍ، / ٕٶَ ډمى٫ً إز 

  (.1994ډًٍسًن، )"اُىياع ٽىٕي، څجبٓ ػئي ثذًٕٙي ./ ٽَىن ي ډٖبٵَر ي ٕبهشمبن ٕبُْ هًة إز

 ي ٙب٭َ دبٍٕٓ ډلمي ثه ثيٍاڅئه ػبػَډٓ ػم٬   ٽٍ ٍيٙىٶپٌَاُ ډؼمً٭ٍ ٙٮََبٔٓ ثًى أه سٞبئَ ىٍ اٝڄ ثوٚٓ 
آن ٔټ ُن سبع ىاٍ وٚبن  ىٍ. َيډٕيىٍ أىؼب ومبْ ٔټ ٝٶلٍ اْ ٽٍ ىاٍاْ ډشه ي سًَٞٔ إز ٍا وٚبن . إزٽَىٌ 

ثٍ ٭ىًان ډظبڃ، . ىاىٌ ٙيٌ ي ٔټ كلاڃ ٽٍ وٚبن ىَىيٌ ډبٌ إز ي ىٍ ػچًْ ََ وٚبن ُيىٔبٻ ٵچپٓ ٹَاٍ ځَٵشٍ إز
 ٔټ ىڇ ثچىي ٽٍ ثٍ َٕ اّىَب هشڈ ډٓ ًٙى ي ثب ډبٍ ډبوىي ،  ٔټ ډًػًى ٍا ٙىبٕبٔٓ ٽَى ثٍ ٍاكشٓ ډٓ سًان أه ٭لائڈ

 .أه ٙوٜ ىٍ كبڃ سَٕاوياُْ ثٍ ىڇ اّىَب ډبوىي هًىٗ إز

宜从事经纪人和族长。忌杀生、狩猎、结婚和旅行。月亮落处女座，宜写作、教学；
宜从事抄写员和占星术计算；宜杀生、旅行、破土；可结婚，穿新衣”（Morton 

1994）。 

这些图文并茂的书页最初是波斯智者和诗人穆罕默德·巴德尔（Muhammad ibn 

Badr al-Din Jajarmi）汇编的诗集中的一部分。此处说明的是，双开本的封底上有
图像和文本。训诫似的，有一女子，头戴王冠，手持代表月球的新月，坐在一排十
二宫的符号前。这些符号易于分辨，例如，一个射手，后有长尾，尾部为一龙头，
射手作射箭状，箭指他自己龙头形状的尾部。 

if you have money / Buy furnishings and goods. / To see agents and sheikhs is good. / 

There is a ban on bleeding, hunting, marriage, and travel/ With the Moon in Virgo, 

writing and teaching are good./ Seeing scribes and astrological calculations. Bleeding 

and travel and building are good./ Make marriages, wear new clothes "(Morton 1994).  

These illustrated pages were originally part of a compilation of poems assembled by the 

Persian intellectual and poet Muhammad ibn Badr al-Din Jajarmi. Illustrated here is the 

verso of the folio that includes the text and images. Didactically arranged on a crowned 

woman holding a crescent around her head to represent the planet Moon, sits in front 

of each sign of the Zodiac. The signs are easy to identify, for instance, as an archer with 

a long snaky tail ending in a dragon's head, who is in the act of shooting an arrow 

against his own dragonlike tail. 

 

Figure 163.  Jewelry with form of 

crescent found in the cargo of 

Black Stone (Belitung) shipwreck, 

ninth century CE. 
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Figure 164. A. Sasanian motifs on Chinese wall painting, sixth-seventh 

century CE. Cave 60, Kizil, in Kizil Grottoes, Xinjiang Province, China, Museum 

fürAsiatische Kunst, Staatliche Museenzu Berlin, Acquisition #MIK III. 8419; B. 

Silk fragment, sixth - seventh century CE. Sasanian, Silk fragment, The 

Victoria and Albert Museum, London; C, D, and E. Stone Seal with the 

Sasanian crescent and 'magical’ palindromic symbol, Sasanian. 
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Figure 165. A. Drachm with a royal crown on the bottom and sides crescents, 629 CE. Sasanian, Iran, Qasr-i Abu Nasr, 

Silver, The Metropolitan Museum of Art, 1936; B. Changsha ware with palm leaves, ninth century CE. Tang Dynasty, 

Belitung shipwreck, Hunan Fine Arts Publishing House, Changsha, and Asian Civilisations Museum; C. Ware with palm 

leaves, ninth century CE. Most likely made at Basra in Iraq, Abbasid Dynasty, Earthenware, Courtesy Tareq Rajab Museum, 

Kuwait, CER-1739-TSR. 

 

Figure 166. A. Sealed Spell, 

seventh century CE. Sasanian, 

Iran, Qasr-i Abu Nasr, Un-fired 

clay, The Metropolitan Museum 

of Art, 1936; B. Crescent shaped 

pendant with Sasainan 

confronted birds, eleventh 

century CE. Made in Egypt, Gold, 

cloisonne enamel, turquoise, 

filigree, The Metropolitan 

Museum of Art, 30.95.37. 
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Figure 167. A. Pendant decorated with the Sasanian crescent and magical 

palindromic symbol, eleventh century CE. Made in Egypt, Gold, wire and 

granulation, 1974.22; B. Stone Seal with the Sasanian crescent and magical 

palindromic symbol, Sasanian, National Museum of Iran, (Iran Bastan Museum) 

Tehran; C. Contemporary amulet design shows a popular sacred yan (yant) in 

Buddha culture which shows it is a Sasanian influence on Buddha culture; D. 

Magical spell of yan (yant) which shows it is a Sasanian influence on Buddha 

culture. 

Figure 168. A. Bowl with repeating Persian inscription wishing good fortune, 

1419 - 1420 CE. Attributed to Afghanistan or Iran, luster-painted on opaque 

white glaze, The Metropolitan Museum of Art, 2005; B. Bowl emulating Chinese 

stoneware, ninth century CE. Iraq, probably Basra, Islamic, Earthenware, 

painted in blue on opaque white glaze, The Metropolitan Museum of Art, 1963; 

C. Changsha ware, ninth century CE. Tang Dynasty, Belitung shipwreck, Hunan 

Fine Arts Publishing House, Changsha, and Asian Civilisations Museum, 

Singapore.  
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Figure 169. A. Drachm of Khosrow II with royal crown/bottom/and sides crescents, 590 CE. Sasanian, Iran, The People 

Museum, 2017 . 3Iran-521; B. Gold earring, Persian, Seljuk period, eleventh century CE.; C. Ceramic bowl, ninth- tenth 

century CE. Abbasid Dynasty, Ceramic bowl, Earthenware, tin-glazed and painted (dichromatic), The National Museum of 

Damascus, The Museum With No Frontiers. 2719٫  

 

Figure 170. A. Conoid stamp seal: king mastering two rearing lion-griffins, star and reversed 

crescent with sun-disc. fourth– sixth century BCE. Achaemenid, Iran, The Metropolitan Museum of 

Art, (1964)64.98.1; B. Head of Shapur II, Sasanian king, fourth century CE. Sasanian, Iran, The 

Metropolitan Museum of Art, (1965)65.126). 
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 ي ؿٕه ىٍ ٥ًڃ ډَٖٕ ٍاٌ  وشٕؼٍ ډٓ ځَٕٔڈ ٽٍ ٵََىڀ ٕبٕبوٕبن ىٍ ډى٪َ ػُبوٓ ي ىٍ وٺب٣ ډوشچٴ ٹچمَي ٕبٕبوٕبن
ىٍ أه  . ٌ إز ثچپٍ وًآيٍاوٍ ي ٵَاځَٕ وِٕ ثًى ٵََىڀ دٕٚڂبڇ  ډىشَٚ ٙيٌ ثًىٌ ٽٍ أه وٍ سىُب ٔټ  اثَٔٚڈ ثبٕشبن

 /  ثٍ اوشٺبڃ  اډَ ډىؼَ  أه .ٌ إز ډََُب ٵَاسَ ٍٵشٍ ثًى  ډلًٞڃ ٕبٕبوٓ اُ ٕبٕبوٓ ٔب ٥َاكٓ  ٱَٔجٍ  ٭چًڇ ډير
آوؼب ٽٍ أه ٩َيٳ  اُ   . ثٍ ٥َف َبْ َٕاډٕپٓ، اُ ػمچٍ كلاڃ  ٕبٕبوٓ ٙي  ٕبٕبوٓ إشٶبىٌ اُ ٭لائڈ ي وٚبوٍ َبْ

ٹًر ډٓ ثوٚىي ٽٍ ٵََىڂُبْ ىٔڂَ سپبډڄ ٔبٵشٍ ي  ٕبهشٍ ٙيٌ اوي، ثٍ أه ياٹٮٕز  ٹَوُب دٔ اُ ٵَيدبٙٓ ٕبٕبوٕبن 
ثٍ أه سَسٕت سًڅٕي ٽىىيځبن ؿبوڂٚب ي ډٚشَْ َبْ آوُب ثوٚٓ اُ  . اٹشجبٓ ٽَىٌ اوي ٭لائڈ ي وٚبوٍ َبْ ٕبٕبوٓ ٍا 

ډچِڇ ثٍ ٕٶَ ډؼيى ي ثبُځٚز ثٍ   أه ډلًٞلار ؿبوڂٚب ٍا  ٝبىٍار سؼبٍْ، ٔټ كچٺٍ دًٔبْ ؿىي ډچٕشٓ ثًىوي ي 
سًڅٕي ؿبوڂٚب ىٍ ٹَن ٔبُىَڈ ډشًٹٴ ٙي، اډب ٝىٮشڂَان إلاډٓ اىاډٍ ىاىوي، َمبو٦ًٍ ٽٍ ٽبٍٕ اْ ىٍ . أَان ډٓ ٽَى

 .ٙشٍ إز سب ٹَن دبوِىَڈ اىاډٍ ىاأه ٥َفسًڅٕي   وٚبن ډٓ ىَيA.168 سًَٞٔ

我们得出的结论是，横贯整个古代丝绸之路，萨珊文化早已在萨珊和中国各地的世
界博览会和其他国际性展会上有所展示；萨珊文化是一种开拓性的文化，既富创新
性又具包容性。那时，萨珊神秘学或萨珊产品设计超越了国界束缚。这导致萨珊符
号和标志被转移或者说使用到陶瓷设计中，包括萨珊新月。这些符号都是在萨珊倾
覆几个世纪后才成形的，事实不言而喻：萨珊符号和标志在其他文化中得到了继承
和发展。就这样，长沙的生产商及其顾客成为了这一跨国的巡回商圈的一部分，同
时，他们的出口贸易使得这一设计最终回到波斯。长沙窑的生产止于11世纪。但
伊斯兰匠人未曾停止，他们继续生产至15世纪，如图168A中的碗所示。 

The Sasanian culture exhibited at World Fairs and other international displays different 

parts of Sasanian territory and China throughout the ancient Silk Route. It was a 

pioneering culture that was also innovative and inclusive. During this time Sasanian 

occult sciences or Sasanian product design transcended territorial boundaries. This led 

to the transfer and use of Sasanian signs and symbols onto ceramic designs, including 

the Sasanian crescent. Because these were made centuries after the collapse of 

Sasanian it reinforces the fact that other cultures have evolved and adapted Sasanian 

signs and symbols. In this way Changsha producers and their patrons were part of a 

multinational, peripatetic circle, and their trade exportation required the design to 

travel back to Persia. The production of Changsha stopped in the Eleventh century, but 

Islamic craftsmen continued, as evidenced by the bowl in Fig. 168.A continued 

production until the Fifteenth century.     
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 ډجبىلار آلار ډًٕٕٺٓ
乐器交易 

Musical Instruments Exchanges
4
 

ي َىََبْ ٍأغ ىٍ ٭َٞ إلاډٓ ٍا  ٽًٙىي َمٍ ىاوُٚب   ي ٭َة ُثبن، ىاوٖشٍ ٔب وياوٖشٍ ډٓ ثَهٓ ؤًٖىيځبن ٱَثٓ
ي َٕـڂبٌ ىيٕز وياٙشٍ اوي ا٭شَاٳ ٽىىي ٽٍ أه ىاوُٚب ي َىََب  اوئٍٚ ا٭َاة وٚبن ىَىي  اُآن ٹًڇ ٭َة ي ُاىٌ 

ىٍ أَان ٍيُځبٍ ٕبٕبوٓ ٙىبهشٍ ٙيٌ ي ٍأغ ثًىٌ إز ٽٍ ثٮي َب ثب ىٕز ځَيَٓ اُ هًى أَاوٕبن سبٌُ ډٖچمبن ٙيٌ 
ىٍ كبڅٓ  .  ٽٍ دبٍٔ ي ډبٍٔ سمين ي ٵََىڀ ٭َٞ إلاډٓ ځَىٔيٌ إز ىٍ ٹبڅت ُثبن ٭َثٓ ٍٔوشٍ ٙيٌ ي َمبوُب إز

ٽٍ اځَ ٵٺ٤ ٽمٓ ىاو٘ ي اوٞبٳ ىاٙشٍ ثبٙىي ډٓ ىاوىي ٽٍ سمين ي َىَإلاډٓ ٵٺ٤ ډًََن كًٌُ سمين أَان ثٍِٿ 
ډشبٕٶبوٍ أه اډَ وِٕ ډبوىي َٕٹز ډٚبََٕ . ثًىٌ ي ثيين أَان ا٭َاة ٙجٍ ػٌَِٔ ٕوىٓ ثَاْ ځٶشه ىٍ ػُبن وياٙشىي

يڅٓ . س٤ًٕ ا٭َاة وٚبن اُ أه ډ٫ً١ً  ىاٍى. . .   ي هچٕغ ٵبٍٓػٮڄ وبڇ  - (. . . ٵبٍاثٓ، اثًٍٔلبن ي دًٍٕٕىب )أَان 
 (.1392ًٙٙشَان، )آٙپبٍ إز ٽٍ ًَٔز ؿِْٕ وٕٖز ٽٍ ٹبثڄ َٕٹز ثبٙي 

一些西方和阿拉伯作家有意或无意地试图表明，伊斯兰时代的所有常识和艺术皆属
于阿拉伯人民，并且归功于阿拉伯思想的诞生。他们从不愿承认，这些科学和艺术
在萨珊伊朗早已广为人知，随后被一群新皈依的伊朗穆斯林传入阿拉伯文化中，正
是伊朗艺术铸就了伊斯兰文明的基石。他们但凡还有丝毫知识和原则，都会知道伊
斯兰文明和艺术皆受惠于大伊朗文明，没有伊朗，阿拉伯半岛在世界上默默无闻。
不幸的是，阿拉伯人也在作同样的时期，他们偷窃伊朗著名人物（法拉比、阿
布·莱汉和普尔西纳……）伪造了波斯湾的名字等等。但是我们都很清楚，认同是
偷不走的（Shushtaran，2013）。毫无疑问，正如古代作家和当今中立阿拉伯学
者所写， 

Some Western and Arabic writers, knowingly or unknowingly, attempt to that all the 

common knowledge and arts of the Islamic era originated from the Arabs. They do not 

seem to acknowledge that these sciences and arts were known and common in Sasanian 

Iran and later were decanted into Arabic format by a group of newly converted Iranian 

Muslims, and it was the Iranian art that formed the basis of Islamic civilization. From the 

limited knowledge available, it is evident that Islamic civilization and art are only 

indebted to the sphere of the civilization of Great Iran, and without Iran, the Arabs of 

the peninsula would have little richness in their culture. Arabs draining Iranian 

conceptes into their own region  such as Farabi, Abu Raihan, and Poursina or 

counterfeiting the name of Persian Gulf relates to the same thing. But what is clear is 

that identity is not something that can be easily stolen (Shushtaran, 2013). 

                                                 
4
 Authors of this article are Cui Jinshan, Faculty member, School of Design, Hunan University, and Wu Xiaoping a 

researcher in field of Changsha ceramics. 
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ىٍ ډٕبن ٭َثُبْ , ثبٍْ ثٓ ٙټ ؿىبوپٍ ؤًٖىيځبن ٹئڈ ي وِٕ ىاوٚمىيان ثٓ ٥َٳ ٭َة ُثبن ىٍ ٭َٞ ډب وًٙشٍ اوي
 ٽٍ ٔټ ځًوٍ كيا يڅٓ ثب آَىڀ سىيسَ "وٞت" ٽٍ ثَاْ ٙشَان هًاويٌ ډٕٚي ي "كيا"ٍيُځبٍ ػبَچٕز اُ ډًٕٕٺٓ ػِ 

 ي ىَچُبْ ٕبىٌ ي ىٵُبْ ؿُبٍځًٙٓ   ٙبهٓ اثِاٍَبْ ډًٕٕٺٓ وِٕ اُ ثًٹُبْ .  ؿِْٕ ٙىبهشٍ ٙيٌ وجًىٌ إز إز،
ثَ٭پٔ ىٍَُٕډٕه دبٍٕٓ، ٵه ډًٕٕٺٓ سب آوؼب  .  ډًٔڂَْ ثَ ډَىځبن ډٓ وًاهشىي، ثَسَ وجًىٌ إزَىڂبڇُوبن ډًٔڂَ 

ثٍ يالأٓ ځَإٔيٌ ثًى ي ػىجٍ ٭چمٓ ىاٙز ٽٍ ثَاْ وًٙشه آياَُب اڅٶجبْ ئٌْ اْ ډبوىي وز ؤًٖٓ ىٍ اډَيُ ثًىٌ ي ثب 
  َؼَْ ىٍ ٽشبة اڅٶَُٕز وًٙشٍ إز وًاْ دَويځبن ي 378 ثٍ ٕبڃ  ډلمي ثه إلبٷ ىٍ ځٌٙشٍ آن اڅٶجب ؿىبوـٍ 

 345 ٭چٓ ثه كٖٕه ډٖٮًىْ ىٍ ځٌٙشٍ ثٍ ٕبڃ  .  ػبوًٍان ٍا وِٕ ډٓ وڂبٙشىي  ََآ  ثبىَب ي  آثُب ي ٱًَٔ َٙ َٙ
 ثبٍْ  .( ٍا ډؼيىا ډ٦بڅٮٍ ٵَډبٕٔي130ٝٶلٍ  )  وٚبوٍ وًٙشٍ إز160 أه ه٤ أَاوٓ ٍا   ٙمبٌٍ وٚبوٍ َبْ َؼَْ

سَػمٍ ٽشبثُبٔٓ ٽٍ ىٍ أه َىَ   ثًىٌ ٽٍ َىڂبڇ   سب آوؼب دٕ٘ ٍٵشٍ  َڈ اُ ػىجٍ ٭چمٓ ډًٕٕٺٓ ىٍ ٭َٞ ٕبٕبوٓ َىَ 
ٵبٍٕٓ ثٍ ٭َثٓ ډبٍٔ َب ي ٍاَُب ي ثٌَُ َب ي ثٕٚشَ ٕبَُب ثٍ َمبن ٙپڄ ٵبٍٕٓ ٔب ثب اويٻ ٙپٖشڂٓ ىٍ  ثًىٌ إز اُ 

 (.1392ًٙٙشَان، ) ثٍ ُثبن ٭َثٓ ىٍ آډيٌ ي ثٍ ٽبٍ ٍٵشٍ ي سب ٽىًن ٍأغ ډبويٌ إز،ياٌّ

前伊斯兰时代的阿拉伯人除了“胡达”和“纳西布”之外，对音乐一无所知，“胡达”是一
种驱赶骆驼的吟唱，在此基础上又产生了“纳西布”，只是旋律更响。乐器也不过是
号角和简单的鼓，还有哭泣的阿拉伯妇女手上的手鼓杜弗，她们在哀悼时为亡者演
奏此鼓。相反，在波斯，音乐艺术既大胆又科学，有专门写歌的字母表，类似于今
天的音符，正如穆罕默德·本·伊萨克（卒于伊斯兰教纪元 378 年）在他的书《科学
书目》中写道：“有了这字母表，他们还能写鸟儿歌唱，奔流咆哮，风声呜咽和群
兽惊惶”。阿里·本·侯赛因·马祖迪（卒于伊斯兰教纪元 345 年）已将此伊朗字母的
符号数目写成 160 个（阅读第 130 页）。总之，萨珊时期的音乐艺术从科学的角
度发展到这样一种观点：将这种艺术的书籍从波斯语翻译为阿拉伯语时，其主题、
方式、兴趣和大多数乐器名与波斯语并无二致，只是阿拉伯单词里常有断词，直至
今日依然很常见（Shushtaran，2013）。 

Ancient writers, as well as the neutral Arab scholars of our time, have written, among 

the Arabs of pre-Islamic times, nothing was known about music except "Hada" which 

was sung for camels, and "Nasb" which is a kind of Hada but with a louder melody. 

Musical instruments also were nothing but the horn and simple drums and the square 

dafs of weeping women, who played for the dead while mourning. On the contrary, in 

the land of Persia, the art of music was bold and had a scientific aspect. It had a special 

alphabet for writing songs, like today's music note, and as Muhammad ibn Ishaq (died: 

378 AH.) writes in his book, Al-Fehrest, "With that alphabet, they also wrote the songs of 

birds and the roar of waters and the cry of winds and the animal's fears." Ali ibn Hussein 

Mas'udi (died: 345 AH.) has written 160 signs of this Iranian script as (Read page 130). 

Anyway, the music art in the Sasanian era progressed from a scientific point of view.  

While translating the books from Persian to Arabic, the themes, ways, interests, and 

most of the instruments remains unmodified (Shushtaran, 2013). 
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َمٍ سبٍٔن ؤًٖبن وًٙشٍ اويٽٍ اثه َٕٔغ هًاوىيٌ ډٮَيٳ كؼبُ آياٌُ هًاوٓ ٍا ، ىٍثبٌٍ دٕٕٚىٍ آياُ هًاوٓ ىٍ ٭َة
 أىبن ثٍ  .ثَاْ وًٕبُْ هبوٍ ٽٮجٍ اُ أَان ثٍ ډپٍ آيٍىٌ ثًىوي  ٽٍ ثٍ ٵَډبن الله ثه ُثَٕ  اُ ثىبٔبوٓ ٔبى ځَٵشٍ إز
 ٽٍ اُ  آٹبْ ٭جبٓ ٭ِايٌْ  . ي ثٍ ٭َثٓ ثَځَىاوٕي  آياَُب ٍا اُ آوبن ٔبى ځَٵز  ي اثه َٕٔغ ٵبٍٕٓ آياُ ډٓ هًاويوي

آَىڂُبْ ډًٕٕٺٓ أَاوٓ ىٍ َُٙ ډئىٍ ثًٕٕچٍ و٤ٕٚ ٵبٍٕٓ ي ٥ًٔٔ ٕبئت : ؤًٖىيځبن ډًٍُٚ ٭َاٷ إز وًٙشٍ
ثبٍْ دٔ اُ آن  .هبطَ ٽٍ َمٍ أَاوٓ ډُبػَ ثًىٌ اوي ٍياع ٔبٵشٍ ي ډٮجي ي اثه َٕٔغ ىٍ ډپٍ ٙبځَىان أىبن ثًىٌ اوي

٥ًٔٔ ي اثه ډٖلغ ي ډٮجي ي   ي ىٍ ډئىٍ ي ډپٍ آياُ هًاوبوٓ و٪َٕ  ډًٕٕٺٓ أَاوٓ ىٍ ٕيٌ ايڃ َؼَْ ٍياع ٔبٵز
  .  دئي آډيوي ٕبئت هبطَ

وبډٕيٌ ډٕٚيٌ "ىڃ أَاوَُٚ"٭َٞ ٕبٕبوٓ ثًىٌ ي  ٭َاٷ ٽبوًن ٵََىڀ ي سمين أَان ىٍ ٥ًڃ سبٍٔن ي ثٍ هًٞٛ ىٍ
 .ىٍ أىؼب ثًىٌ ٽٍ وًاثٲٓ ىٍ ٵه ډًٕٕٺٓ دئي آډيٌ ٽٍ ثٕٚشَ أَاوٓ ثًىٌ اوي. إز

关于阿拉伯人唱歌的历史，所有历史学家都写过汉志（Hejaz）著名歌手伊本·萨里
学唱歌的故事。伊朗的建筑师遵从安拉·伊本·祖拜尔（Alla Ibn Zubayr）之命，到
圣城麦加翻修神庙喀巴庙(Kaaba)。建筑师们用波斯语唱歌，伊本·萨里从他们那里
学习了歌曲，并将其翻译成阿拉伯语。伊拉克著名作家阿巴斯·阿扎维先生
（Abbas Azawi）写道：波斯歌曲在麦地那市受到 Nashit Farsi 和 Tuys Saeb 

Khaser 的欢迎，他们都是伊朗移民，麦加的 Maabad 和 Ibn Sarij 是他们的学生。
但是后来，伊朗音乐在伊斯兰教纪元 1 世纪流行开来。在麦地那和麦加，出现了
图瓦伊斯（Tuwais），伊本·马沙吉（Ibn Mashaj），马巴德（Ma'bad）和塞卜·卡
瑟（Saeb Khaser）等歌手。 

纵观历史，伊拉克一直是伊朗文化和文明的中心，尤其是在萨珊时代，它被称为
“伊朗沙赫尔之心”。那些音乐天才便在这里诞生，其中大多是伊朗人。 

The history of Arabic singing that historians have written is that Ibn Sarij, the famous 

singer of Hejaz, learned to singing from the builders who were brought to Mecca from 

Iran by the order of Allah Ibn Zubayr to renovate the Kaaba. They sang in Persian and 

Ibn Sarij learned the songs from them and translated them into Arabic. Abbas Azawi, a 

well-known Iraqi writer, wrote: Persian songs were popularized in the Medina city by 

Nashit Farsi and Tuys Saeb Khaser, which both were Iranian immigrants, and Maabad 

and Ibn Sarij in Mecca were their students. However later on Iranian music became 

popular in the first century AH. and in Medina and Mecca, singers such as Tuwais, Ibn 

Mashaj, Ma'bad, and Saeb Khaser emerged.  

Iraq has been centeral to Iranian culture and civilization throughout history, especially 

the Sasanian era, and has been called the "heart of Iranshahr". It was here that geniuses 

in the music art emerged, out of which the most were Iranians. 
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ثًىٌ اوي  (اٍػبن وِىٔټ ثُجُبن ٽىًوٓ)   ي دَٖٗ إلبٷ ٽٍ اُ ډَىڇ َُٙ اٍځبن  أه وًاثٰ وبڇ اثَإَڈ ىٍ دٕٚبدٕ٘
 (.1392ًٙٙشَان، ) ٙىيډًٍُٚ ډٓ ثب

سب آوؼب دٕ٘ ٍٵز  (سٕٖٶًن ډيائه أَاوٕبن)ي َىََبْ ياثٖشٍ ثٍ آن ٍٹٜ ىٍ ډل٤ٕ ډشمين ثٲياى   أَاوٕٕٓٺَٓىَ ډً
ىٍ أه ډًٍى ىإشبن ىهشَ ډُيْ ٭جبٕٓ ُثبوِى َمڂبن  .اُ ىيىډبن ٭جبٕٓ اُ أه َىَ ثٌَُ ىاٙشٍ اوي  ثبوًاوٓ ٽٍ كشٓ

 دِٙټ ډًٍُٚ ٭َة ُثبوٓ   ٽٍ وَٞثه كبٍص ثه څپيٌ  وًٙشٍ إز ډلمي ثه وجبسٍ ډَْٞ  ىٍ ُډٕىٍ ٕبَُب،   .إز
ډًٕٕٺٓ ي آياُ أَاوٓ  ىٍ َمبوؼب وِٕ ثب  هًُٕشبن ىٍٓ ډٓ هًاويٌ إز  (ػىيْ ٙبدًٍ)ىاوٚڂبٌ ځىيْ ٙبدًٍ  ٽٍ ىٍ 
آډًهشٍ ي ؿًن ثٍ ډپٍ   ىٍيوٓ ي ٍياوٓ ثًىٌ،   ثٕمبٍُٔبْ  ثَث٤ وًاُْ ٍا ٽٍ ٔپٓ اُ يٕبٔڄ ىٍډبن ثَهٓ ٙيٌ ي آٙىب 

ٔپٓ اُ ډُڈ سَٔه   آٍٔبٔٓ أَان،   اٹًاڇ هًُٕشبن َُٕډٕه ٽُه. ٽىي ډٓ ٍأغ   ثَث٤ وًاُْ ٍا   ىٍ آوؼب ځَىى ثبُ ډٓ
 .ډَاٽِ سمين أَاوٓ إز ٽٍ ډًػت ځٖشَٗ أه َىَ ػُبوٓ ىٍ وِى ا٭َاة ٙجٍ ػٌَِٔ ٙي

在这些天才之前，来自阿尔干市（今贝赫贝汗郡附近的）易卜拉欣和他的儿子伊萨
克早已闻名遐迩（Shushtaran，2013） 

在巴格达（泰西封，伊朗人的迈丹）文明的环境中，波斯音乐和舞蹈艺术及相关艺
术飞速发展，以至于阿巴斯王朝的女性也从中受益。在此情况下，Mehdi Abbasi

女儿的故事人尽皆知。在乐器领域，埃及的穆罕默德·本·纳巴塔（Muhammad ibn 

Nabata）写道，在胡齐斯坦省的贡迪·沙普尔大学（又称“荣迪·沙普尔”）就读的著
名阿拉伯医师 Nasr ibn Harith ibn Lakdeh 在那里熟悉了伊朗音乐和歌唱，他还学
习了巴尔巴特琴，这是治疗某些内在和精神疾病的方法之一。回到麦加后，他使得
弹奏巴尔巴特琴风行麦加。胡齐斯坦，伊朗雅利安人部落世代居住之地，是伊朗文
明的至关重要的中心之一，这也导致了巴尔巴特琴在阿拉伯半岛的传播。 

Amongst all these geniuses, Ibrahim and his son Ishaq, both who haled from the city of 

Argan  modern Arjan near present-day Behbahan, were also famous (Shushtaran, 2013).  

The art of Persian music, dance and related arts in the civilized environment of Baghdad 

(Ctesiphon, the Madain of the Iranians) went so far that even women of the Abbasid 

dynasty benefited from this art. In this case, the story about Mehdi Abbasi's daughter is 

well-known. In instruments, Muhammad ibn Nabata from Egypt wrote that Nasr ibn 

Harith ibn Lakdeh, a famous Arab physician who studied at the Gondi Shapur University 

(Jundishapur) in Khuzestan, also became acquainted with Iranian music and singing, he 

learned to play the Barbat, which was one of the means of treating some internal and 

mental illnesses, and when he returned to Mecca, he made playing the Barbat common 

there. Khuzestan, the ancient land of the Aryan tribes of Iran, is one of the most 

important centers of Iranian civilization, which led to the spread of this global art among 

the Arabs of the peninsula. 
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 ٽٍ ثٍ كييى دىغ َِاٍ ٕبڃ   ؿٲبډٕ٘ هًُٕشبن آطبٍْ اُ ووٖشٕه اٍٽٖشَ ػُبوٓ ٽٚٴ ٙيٌ إز ىٍ ډى٦ٺٍ ثبٕشبوٓ
 ٔپىًاهز ځَيَٓ   ډًٕٕٺٓ ډٚٲًڃ وًاهشه وًاَبْ آلار  وًاُويٌ ثٍ َمَاٌ   وڂبٌٍ ٔټ ځَيٌ ٕىڀ. ځَىى ډٓ دٕ٘ ثَ

دْيَٚٓ ٕبىٌ ىٍ ٽشبثُبْ ډًٕٕٺٓ ٽٍ ثٍ ُثبن ٭َثٓ وًٙشٍ ٙيٌ إز  .ًٙى  َٖشىي ىٍ ؿٲبډٕ٘ ثٍ ٍيٙىٓ ىٔيٌ ډٓ
ي وبڇ ٕبَُب ىٍ ٭َثٓ، أَاوٓ إز ي ثٍ َمبن ٙپڄ أَاوٓ ي ځبَٓ ثب   ٽٍ وًى ىٍٝي وبڇ آياَُب  آٙپبٍا وٚبن ډٓ ىَي

ثٍ ٽبٍ ٍٵشٍ ي  (َىٕبٽَ)ي  (هىٕبٽَ) ياٌّ هىٕبځَ ٽٍ ىٍ ٭َثٓ ثٍ ٙپڄ. اويٻ ٙپٖشڂٓ ىٍ ُثبن ٭َثٓ ٍأغ ډبويٌ إز
ثٍ ٥ًٍ ډ٦چٸ  ډٮىٓ ډًٕٕٺٓ ىان  ثَىٌ اوي،    ي ٵٮچُب ٕبهشٍ ي ثٍ ٽبٍ"َىپٌَ"ي  "هىڂٌَ" ٙپڄ   ثٍ اُ آن ډًٍَٞبٔٓ

ثٍ ا٦ٝلاف )هىٕبځَ ثٍ هًاوىيځبن ي وًاُويځبوٓ ځٶشٍ ٙيٌ ٽٍ ىٍ ثِډُب ي ٙبىُٔب ځًوٍ اْ ډًٕٕٺٓ ٕجټ . وياٙشٍ إز
 ډٓ ځٶشٍ اوي ٽٍ ثٕٚشَ ىٍ ډٕوبوٍ ي   أىڂًوٍ آياَُب ىٍ ٵبٍٕٓ ډبكًٌُ ي ډبكًُْ . ډٓ وًاهشٍ اوي (اډَيُْ ثِن ثپًة

 .هَاثبر هًاويٌ ډٕٚيٌ، َمٕه ياٌّ وِٕ ىٍ ٭َثٓ ٍأغ ثًىٌ إز

在古代胡齐斯坦的 Choghamish 地区，发现了最早的巴尔巴特琴管弦乐团的遗迹，
其历史可追溯至大约五千年前。在 Choghamish，我们可以看到，一群音乐家从演
奏一成不变的团体歌曲中解脱出来。 

我们对阿拉伯文音乐书籍做了个简单的研究，研究清楚地表明，阿拉伯语中的歌曲
和乐器名中，90%都是伊朗语，而且形式一直保持不变，只是阿拉伯版本在断词
上有细微差别。在阿拉伯语中，单词“khonyagar”有两种形式“khonyakr”和
“honiyakar”；由此衍生出动词“khaongareh”，动词不定式“haonkereh”，这个词一
开始的意思肯定不是音乐家。相传，Khonyagar 是一位歌手和音乐家，在聚会和
庆祝活动中演奏轻音乐，也就是所谓的现代打击乐。这类歌曲在波斯语中被称为
“Mahoozeh”和“Mahoozi”，一般是在酒吧里演唱的，同样的单词在阿拉伯语中也很
常见。 

In the ancient region of Choghamish in Khuzestan, relicts from the first global orchestra 

have been discovered that dates back to about five thousand years ago. The relief of a 

group of musicians with musical instruments playing monotonous group songs can be 

seen in Chaghamish. 

An elementary study of music books written in Arabic strongly suggests that ninety 

percent of the names of songs and names of instruments in the Arabic language is 

Iranian, and have remained in the same Iranian form, sometimes with a slight break in 

Arabic. The word khonyagar, which is used in Arabic in the form of (khonyakr) and 

(honiyakar) led to the creation of verbs and infinitives in form of "khaongareh" and 

"haonkereh", used extensively not necessarily as a musician. Khonyagar is said to be a 

singer and musician who played a kind of light music (so-called modern percussion) at 

parties and celebrations. Such songs were called in Persian as Mahoozeh and Mahoozi, 

which were mostly sung in pubs, the same word was also common in Arabic. 
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ىٍ أه ډٮىٓ  (ډبكًُ) ًٍٝسٓ اُ ياٌّ ثًىٌٽٍ اډَيُ وبڇ ٔپٓ اُ ىٕشڂبَُبْ ٙبىْ آٵَٔه ډًٕٕٺٓ أَاوٓ  (ډبًٍَ)ياٌّ 
 أه ٕبُ ىٍ ډًٕٕٺٓ ٭َثٓ ٕبُ اٝچٓ ثٍ  ثَث٤،. وِٕ اٙبٌٍ ډٓ سًان ٽَى ثٍ وبڇ ثَهٓ اُ ٕبَُبْ إٝڄ أَاوٓ . ډٕجبٙي

أه ٕبُ ي ؿُبٍ ٕٕڈ آن ثٕبن  (دَىٌ َب)ي َمٍ سٮَٔٶُبْ آياَُب ىٍٽشبثُبْ ډًٕٕٺٓ اُ ٍيْ ىٕشبوُبْ  ٙمبٍ ډٓ آډيٌ 
 ػبْ َٕاوڂٚز وًاُويٌ ٍا ثَ ىٕشٍ ثَث٤ ٔب ٕبَُبْ  .ځبَٓ ثَث٤ ٍا ٭ًى ي ډٌََ َڈ سَػمٍ ٽَىٌ اوي . ځَىٔيٌ إز

څٶ٨ دَىٌ ىٍ ٭َثٓ ثٕٚشَ ثٍ ډٮىٓ ځبڇ . ػم٬ ثٖشٍ اوي (ىٕبسٕه)ىٔڂَ ىٕشبن ډٓ وبډٕيٌ اوي ي أه ياٌّ ٍا ىٍ ٭َثٓ ثٍ 
ٔڂَ ٕبُ ٖٙشب ٍا ډٓ ثٕىٕڈ ىىٍ ډظبڃ .  ثٍ ٽبٍ ثَىٌ اوي"ثَىيار" ػم٬ "ثَىٌ"ىٍ ډًٕٕٺٓ ثٍ ٽبٍ ٍٵشٍ ي آوَا ثٍ ٙپڄ 

ٍ سىجًأه ياٌّ ثٍ ٙپڄ . سىجًٍ ٕبُْ ىٔڂَ إز. ډٓ ځًٕٔڈ"سبٍ"ٽٍ ىاٍاْ ٙ٘ سبٍ إز ي َمبن إز ٽٍ اډَيُ آوَا 
ىٍ ُثبن ٭َثٓ ٍاٌ ٔبٵشٍ إز ي اُ ډُڈ سَٔه ٕبَُبْ ٭َٵبوٓ ي ډٺيٓ أَان ډلًٖة ډٓ ًٙى ي دبٍٔ سًٕٮٍ ي ٕبهز 

. ياٌّ ؿىڀ ثٍ ىي ٙپڄ ٭َثٓ ٙيٌ إز. ٕبُ ؿىڀ ٽُه سَٔه ٕبُ أَاوٓ ډٕجبٙي. سبٍ ي ٍٕ سبٍ ي ىيسبٍ ثًىٌ إز

Mahour 这个词，现在是伊朗音乐中一种欢快的风格的名字，在这种意义上，它是
“Mahouz”这个词的变形。此外，它也指某些伊朗原创乐器的名字。巴尔巴特琴是
阿拉伯音乐的主要乐器，许多音乐书籍中的歌曲定义都是通过这种乐器的旋律（音
阶）和四根琴弦来表达的。巴尔巴特琴也称乌德琴或马兹哈琴。演奏者手指在巴尔
巴特琴或其他乐器上的弦上按压位置的变化被称为“Dastan（品格）”，在阿拉伯语
中，这个词与“dasatin”结合在一起。“品格”这个词在阿拉伯语中意为音阶，常用作
复数形式“Bardeh”，其单数形式为“Brodat”。在下面的例子中，我们可以看到，塞
塔尔琴有六根弦，弦就是我们今天所说的塔尔（Tar）。而塔布尔琴又是另一种乐
器。这个词已经进入了阿拉伯语，被认为是伊朗最重要、最神秘也最神圣的乐器之
一，也是塔尔琴、塞塔尔琴和都塔尔琴发展的基础。竖琴（harp）是最古老的伊
朗乐器。Harp 这个词在阿拉伯语中有两种形式： 

“Mahour” today the name of one of the joyous styles of Iranian music, is a form of the 

word “Mahouz”. Also, it refers to the names of some original Iranian instruments. The 

Barbet, is the main instrument in Arabic music and all the versions of songs in music 

books are expressed from the Dastan (frets) of this instrument and its four strings. 

Sometimes Barbat has been translated as Oud and Mazhar. The place of the musician's 

finger on the Barbat or other instruments is called the Dastan, and the word is 

combined in Arabic with (dasatin). The word fret in Arabic mostly means step in music 

and it is used in the form of "Bardeh" plural of "Brodat". In the following example, we 

see a Shasta instrument that has six strings, which is what we call "Tar" today. The 

tanbur is another instrument. This word has found its way into the Arabic language and 

is considered one of the most important mystical and sacred instruments of Iran and has 

been the basis for the development and construction of Tar(strings), Setar(three strings), 

and Dutar(two strings). The harp is the oldest Iranian instrument. The word harp has 

been translated into Arabic in two forms. 
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 إز ٽٍ ىي ٝٶلٍ ځَى ٵچِْ إز ٽٍ اُ ٝياْ ثٍ َڈ ُىن آوُب ډبٍٔ ََ آياُ ٍا "ځٞىًع"ٝىغ ٽٍ ػم٬ آن - 1
ٕبُ ثٮي ٍثبة إز ٽٍ ثٍ َمٕه  . إز"ػىًٻ"ػىټ ٽٍ ػم٬ آن - 2. وڂٍ ډٓ ىاٍوي ي آياُ ٍا دبٌٍ دبٌٍ ډٓ ٽىىي

ٕبُ ٽمبوـٍ ثٍ ىي ٙپڄ ٽمىؼٍ ي  . ٙپڄ ىٍ وِى ا٭َاة ثٍ ٽبٍ ډَٕيى ي ىٍ اٵٲبوٖشبن ٽىًوٓ َڈ ػبٔڂبٌ ثبلأٓ ىاٍى
ٕبُ َٕوب ثٍ . اډَيٌُ ىٍ ٽًٍَٚبْ ٭َثٓ ثٍ ػبْ ئچًن څٲز ٵبٍٕٓ ٽمبن ٍا ثٍ ٽبٍ ډٓ ثَوي. ٽمىؼب ياٍى ٙيٌ إز

َٝوبٍٔ ثٍ ٽبٍ ٍٵشٍ ي وِٕ ياٌّ ًٍٝ ٽٍ ثٍ ډٮىٓ ٕٙذًٍ إز ي ٕجټ ٙيٌ أه ٽچمٍ  ٍُوب ي  َٕوب،   ًٍٝوب،  ٙپچُبْ
ٕبُ ځبيىڇ ٽٍ ٔټ ٕبُ ٍُډٓ أَاوٓ ثًىٌ ي وبڇ آن ىٍ ٙبَىبډٍ ثٖٕبٍآډيٌ إز ثٍ ٙپڄ ػبيىڇ ٭َثٓ . ٵبٍٕٓ إز

.  ثٍ َمٕه ٙپڄ ي ډٮىٓ ىٍ ُثبن ٭َثٓ ثٍ ٽبٍ ٍٵشٍ إز ٕبُ ٹبوًن ٽٍ ډٕڂًٔىي ډوش٫َ آن ٵبٍاثٓ إز . ٙيٌ إز
ځٶشٍ ډٓ ًٙى ىٍ (ىأٌَ ي ىأٍٍ )ٕبُ ىاٌٍ ٽٍ ثٍ ٱچ٤ ىٍ أَان  .  آډيٌ إز"ٕى٦َٕ"ٕبُ ٕىشًٍ ىٍ ٭َثٓ ثٍ ٙپڄ 

(. 1392ًٙٙشَان، )ډٕڂٶشٍ اوي "٥بٍٍٔ" آډيٌ ي ىاٌٍ ُن ٍا "٥بٍ"ي"٥بٌٍ"٭َثٓ ثٍ ٙپڄ 
一种是 Sanj，是“Gsnoj”合在一起而成，Sanj 有两个金属圆片，金属片相互碰撞发
出声音，用来把握歌曲的主旋律，并为歌曲分章节；第二种是 Jank，它是“jonok”
的复数形式。下一个乐器是热瓦普（Rubab），阿拉伯人也弹奏热瓦普，它在当今
阿富汗地位崇高。卡曼恰（Kamancheh）在阿拉伯语中有两种形式“kamanjeh”和
“kamanja”。今天，在阿拉伯国家，人们依然用波斯词语 Kaman 代替英文单词
violin。乐器 Sorna 在阿拉伯语中有以下形式：Soorna、erna、Zarna 和
Sarnayeh，还有 Sour，这是一个波斯词汇，意为小号。Gavdam 是一种伊朗军乐
器，它的名字在《列王纪》中被多次提及，阿拉伯语中表现为“Jauadm”。据说是
法拉比发明的乐器卡侬（Qanun)，在阿拉伯语中单词和含义都与波斯语一致。
Santour 在阿拉伯语中为“Santir”。名叫 Dare 的乐器在阿拉伯语中译为 tareh 和 tar。
演奏 Dareh 的音乐家被称为“Tariyeh”（Shushtaran，2013）。 

1- Sanj, which is the sum of "Gsnoj", has two round metal plates and when the sound of 

them collide, they hold the theme of each song and tear the song to pieces. 2- Jank, 

which is the plural of "jonok". The next instrument is the Rubab, which is similarly used 

by the Arabs and has a high status in present-day Afghanistan. The instrument 

Kamancheh has entered in two forms, kamanjeh and kamanja. Today, in Arab countries, 

the Persian word Kaman is used instead of violin. Sorna instrument is used in the forms 

of Soorna, Serna, Zarna, and Sarnayeh and also the word Sour which means trumpet is a 

Persian word. The Gavdam instrument, which is an Iranian martial instrument and 

whose name is mentioned a lot in the Shahnameh Ferdowsi, has become Arabic in the 

form of Jauadm. The instrument of Qanun, which is said to have been invented by 

Farabi, has been used in the same form and meaning in Arabic. Santour instrument in 

Arabic is in the form of "Santir". Dare instrument is in Arabic in the form of "tareh" and 

"tar". The musician of Dareh is called "Tariyeh" (Shushtaran, 2013). 
Figure 171. A, B, C and D. Objects of Yu Hong's tomb have unearthed from Jinyang (present day Taiyuan), are stored at 

the Shanxi Museum and has been exhibited in the Shenzhen Museum. Although Yu Hong tomb is relatively related to the 

Sui Dynasty, but the carving style of the stones are based on old Persia design. Compare these figures with fig. 172. 
https://www.douban.com/note/655759911/?cid=52530248 

https://www.douban.com/note/655759911/?cid=52530248
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 أه ياٹٮٕز ٍا ٹجًڃ ٽىىي ٽٍ ٕبَُبْ ډًٕٕٺٓ آوُب ٽذٓ ٙيٌ اُ ٕبُ َبْ أَاوٓ إز، َىي ثَهلاٳ ا٭َاة ٽٍ ومٕوًا
ن ٽلإٕټ ي سبٍٔوٕٚبن ًٽَ ٽَىٌ اويٽٍ ىٍ ٕبهز ٕبَُبٔٚبن اُ أَاوٕبن اڅُبڇ ځَٵشٍ ډشًؿٕىٕبن ىٍ سمبڇ ډياٍٻ ي 

 ٽٚٴ ٙيٌ ىٍ ٽًٌٍ ؿبوڂٚب، ٽٍ كييى  ىيثبٌٍ ثب ًٙاَي  إز،   أه ثبيٍ ٭مًډٓ ٽٍ ډًٕٕٺٓ ٔټ ُثبن ثيين ډَُ.اوي
ډٞىً٭بر، وٺُٚب ي ٩َيٳ ډًػًى ىٍ أه ٽًٌٍ  .  سإٕٔي ٙيٌ إز  ٕبڃ دٕ٘ ىٍ ٕچٖچٍ سبوڀ ٕبهشٍ ٙيٌ اوي،1000

ؿىٕه ٵٮبڅٕز  . هًٞٝبً ثب ډى٦ٺٍ دبٍٕٓ ٍم ىاىٌ إز  ٽٍ ٔټ سؼبٍر ډًٵٸ ىٍ ډى٦ٺٍ ٽًٌٍ ؿبوڂٚب  وٚبن ډٓ ىَىي
؛ 847-846؛ هًاڅياٍُ ثٍُٕ، 846ځًىاثٓ، ) َبٔٓ ىٍ ىيٌٍ َبْ ډوشچٴ سبٍٔوٓ ىٍ اىثٕبر ډًٍى سًػٍ ٹَاٍ ځَٵشٍ إز

 .(851ٕچٕمبن، 

 ي ډلمي  اُ ىاوٚڂبٌ ًَوبن ي ډلٖه ػٮٶَوٕب  دَيٵًٍٖ ٍوپٍ ٍَ  ٔټ سٕڈ سلٺٕٺبسٓ ثٍ ومبٔىيځٓ  ، 2016ىٍ آځًٕز 
 ثىيٍ َٕٕاٳ ىٍ أَان  هَىٌ َبْ ؿٕىٓ سِئٕىٓ ٽًٌٍ ؿبوڂٚب ٍا ىٍ آطبٍ إمب٭ٕڄ إمٮٕچٓ  ػچًىاٍ اُ ىاوٚڂبٌ سَُان، 

 .(2021ًْٕ ي اي، ) دٕيا ٽَىوي

阿拉伯人并不想接受这个事实，那就是他们的乐器都是从伊朗乐器复制而来的。中
国人却不同，他们在所有经典和历史文献中都提到过他们制作乐器的技艺乃是受伊
朗人启发。 

音乐是无国界的语言，这一点在 1000 多年前唐代长沙窑出土器物及纹饰被再次证
实。关于唐代长沙窑对外贸易活动，特别是与西亚波斯地区的交往，中外史籍多有
记述， 伊本•郭大贝《省道志》(公元 846 年); 伊本•忽尔达兹比赫《道里郡国志》
(公元 846-847 年);苏来曼的《中亚游记》(公元 851 年)。 

2016 年 8 月由湖南大学何人可先生组织的赴伊朗长沙窑考察团，在伊朗西拉夫港
口遗址，再次考察发现了长沙窑彩瓷片(崔 和 吴, 2021)。 

Unlike the Arabs who do not want to accept the fact that their musical instruments are 

copied from Iranian instruments, the Chinese have mentioned in all their classical and 

historical documents and texts that they were inspired by Iranians in making their 

instruments. 

The general belief that music is a language without borders, has been confirmed again 

by evidence unearthed in Changsha Kiln, which were made in Tang Dynasty about 1000 

years ago. Artifacts, patterns and utensils found in this Kiln indicate that a prosperous 

trade exchange occurred in the area of Changsha Kiln especially with Persian area. Such 

activities in different historical periods have been noted down in literatures (Guo Dabei, 

846; Hueldarz Bihe, 846-847; Sulaiman, 851).  

In August 2016, a research team delegated by Professor Renke He and Mohsen Jaafarnia 

from Hunan University and Mohammad Esmail Esmaeili Jelodar from University of 

Tehran found decorative porcelain shards of Changsha Kiln in the relics of Siraf Port in 

Iran (Cui and Wu, 2021).  
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اُ ٩َيٳ ٽًٌٍ   ٦ٕق ثٖٕبٍْ  ىٍ سبٍٔن ىٍ  ٍٓ دبسجبىڃ ٵََىڂٓ ؿٕه ي  ٽٍ وٺًٗ وٚبن ىَىيٌ  ٙبٔبن ًٽَ إز 
ثٍ ٭ىًان ډظبڃ  ثٍ ئٌْ وٺًٗ ډَث٣ً ثٍ آلار ډًٕٕٺٓ أَاوٓ ثبٕشبن ٔپٓ اُ آوُب ډٓ ثبٙي، . ؿبوڂٚب ٔبٵز ٙيٌ إز

ي ٥جڄ َبْ ىيٍ  (ٽٍ ىٍ ٵبٍٕٓ ثٍ آن سمجټ وِٕ ډٓ ځًٔىي)ډٕشًان ثٍ ٕبَُبْ ٽًثٍ اْ ٙبډڄ ٥جڄ َبْ ؿٕىٓ، سمذً 
 ؿىڀ   ٕبَُبْ ثبىْ اُ ػمچٍ ٍىٔٴ ي ٽلأٍىز ي سبٍَبٔٓ ډبوىي ؛(ډٓ ځًٔىي  ٥جڄ َبْ ؿًثٓ وِٕ   ثٍ آوُب ٽٍ)ٽمَ 

ٽٍ ىٍ ډى٦ٺٍ سًوڂًآن ىٍ ٕچٖچٍ سبوڀ ُويځٓ ډٓ ٽَىوي ثب أَان  أه وٺُٚب وٚبن ډٕيَىي ډَىڇ ؿبوڂٚب . اٙبٌٍ ٽَى
َىي ي   دبٍٕٕبن ي ٵََىڀ   ډًٕٕٺٓ ي ٍٹٜ ٵََىڀ ثب َىََبْ ډوشچٴ ډبوىي  يٙشٍ اويسجبىلار سؼبٍْ ي ٵََىڂٓ ىا

ٍا ثب ٭ىبَٝ ؿٚڈ وًاُسِئٕه ډٓ ٽَىوي سب ثٕٚشَ   ډلًٞلار هًى  َمـىٕه ؿبوڂٚب ډَىڇ   .ٌ اويٱٌَٕ ٽبډلاً آٙىب ثًى
  .ٽبٍثَان هبٍػٓ ٵَاَڈ ډٓ ٽَىوي ډًٍى سًػٍ ډَىڇ أَان آن ُډبن ٹَاٍ ځَٕوي ي ٔب كشٓ ډلًٞلار ٕٶبٍٙٓ ٍا ثَاْ 

ٔه ٔټ ٵچٖٶٍ ډيٍن اُ ثبُاٍ ي اٹشٞبى ىٍ ډٕبن ؿٕىٓ َبْ ثبٕشبن ثًىٌ، ٽٍ ثبآوپٍ ىٍآن ىيٌٍ كمڄ ي وٺڄ ي اٍسجب٥بر ا
ؿىٕه . وي، ډٞىً٭بر ثب وٺًٗ ٕجټ أَاوٓ ٍا ىٍ ٽًٌٍ ؿبوڂٚب ٽٍ اُ ه٣ً٦ ٕبكچٓ ىيٍ ثًى، سًڅٕي ډٕپَىٌډٚپڄ ثًى

 .(2021ًْٕ ي اي، ) دئيٌ اْ سلٺٕٺبر ثٕٚشَْ ٍا ډٓ ٥چجي

值得注意的是国内外已出土的长沙窑器物中，许多纹饰留有波斯文化交流印记，特
别是反映古波斯地区乐器，已知的打击乐有瓷鼓、铃鼓(波斯称之为达卜)、腰鼓(又
称杖鼓)；吹奏乐有排箫、竖笛，弹拨弦乐有竖琴等。这些乐器纹饰的发现，表明
唐代铜官“窑上人”不仅有贸易往来，而且与波斯有很深文化的交流，在交流中并已
经熟知波斯、印度等地区的音乐、乐器及舞蹈、为了将产品顺利进入这些国家市场，
唐代铜官“窑上人”利用所在国文化元素，装饰自己的产品外销，或者是西域外商的
“私人订制”，这种国际化的市场思维彰显了古人的智慧。特别是在交通、通讯落后
的古代，一个深处中国内地的长沙，并非交通便利的沿海，能生产反映波斯文化的
器物，实为国内少见，引人所思(崔 和 吴, 2021)。 

It is worth noting that patterns showing Sino-Persian cultural exchange in history have 

been found on the surface of many utensils of Changsha Kiln. Patterns of ancient Persian 

musical instruments are one of them in particular, for example percussions including 

porcelain drums, tampo (drum) (also called Tombak in Persian), and waist drums (also 

known as stick drums); wind instruments including rows and clarinet, and strings such as 

harps. These patterns indicate that Kiln people living in the area of Tongguan in Tang 

Dynasty had trade and cultural exchanges with the Persia, and were quite familiar with 

different art such as music and dances of Persian and Indian culture etc. The Kiln people 

also decorated their products with authentic elements to make them more appealing to 

Persia, or even customized products for foreign users. It revealed a modernish 

philosophy of market and economy among ancient Chinese, who produced artifacts 

with patterns in Persian style in Changsha Kiln where it was far from coastal lines, in an 

ancient period when transportation and communication were inconvenient. Such a 

phenomenon demands more research (Cui and Wu, 2021).  
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Figure 172. A. Persian 

instruments used in a 

Sasanian plate;  

B. Persian instrument 

of Barbat (Ood) 

(Persian musical 

instruments as far 

away as the Silk Road, 

2018). 

https://history.sohu.c

om/a/214271532_999

08978 

 

 ٥جڄ

هبيٍډٕبوٍ إز،  سمذً ىٍ  ، ٽٍ ٙجٍٕ(ABC .173 ډبوىي سًَٞٔ )٥جڄ َبْ ؿٕىٓ ىٍٽًٌٍ ؿبوڂٚب ثٖٕبٍْ اُٽبيٙڂَان 
ډشإٕٶبوٍ، سًػٍ ٽمٓ ثٍ آن ٥جچُب ي اٍسجب٣ آن ثب ٵََىڂُبْ أَاوٓ ٙيٌ إز، ثٍ ػِؿىي سًَٞٔ اُ . ٽٚٴ ٙيٌ إز
ؿٕىٓ ٕٶٕي ىٍٙمبڃ ي ٩َيٳ ؿٕىٓ سِئٕىٓ ىٍؿبوڂٚب ٩َيٳ  ٽشبة ٕلاىن ىٍ ػىًة، 387 سب 386آوُب ىٍ ٝٶلبر

ىٍكبڅٕپٍ ٥جڄ سىُب ٙبَي ؿىٕه سجبىڃ ٵََىڂٓ . (2012څٓ ي اي،)ٽٍ س٤ًٕ څٓ ٕٙبيْ ي اي ًٔاػٕبن ئَأ٘ ٙيٌ إز 
ٍيْ  وٺ٘ ثَػٖشٍوٕٖز، ثب سًػٍ ثٍ أىپٍ إٙب ډوشچٶٓ ىٍٽًٌٍ ثب ئْځٓ َبْ سجبىڃ ٵََىڂٓ دٕيا ٙيٌ إز، ډبوىي 

سِئٕىبر ډَىڇ  ثب ٵَٚىن  لأٍ ځڄ ثَ ٍيْ ٹبڅت سٍُٕ ٽَىٌ ي ثَ ٍيْ ٕٶبڃ ډٓ ؿٖجبوىي ي أه ه٩ًَيٳ ٽٍ ډَىڇ 
. (2021ًْٕ ي اي، ) ْ وٚبن ډٓ ىَي ٥جڄ ٽمَهشهي وًا كبڃ وًاهشه سمذً  ىٍٍاهً 

手鼓  

长沙窑出土了许多的瓷鼓(图 173），类似于中东手鼓。长沙窑这种鼓出土后一直
被搁置，只有在李效伟、吴跃坚主编的《南青北白长沙彩》作品卷第 386、387 页
出现彩图，暂无人将它们与波斯中东一带乐器、音乐、舞蹈相关联，这是研究窑火
文化的一种遗憾。但从被出土的众多遗珍来看，长沙窑唐代生产的类似波斯手鼓绝
非孤件，除了手鼓产品外，还有胡人使用手鼓捏塑和模印贴花胡人演奏腰鼓，这是
中西方文化交流十分珍贵的历史信息(崔 和 吴, 2021)。 

Tempo 

Many porcelain drums were unearthed at the Changsha Kiln (as in figure 173), which 

bear resemblance to the tempo (drum) in Middle East. Little scholarly attention has 

been given to these drums or their relation to Persian culture, Some pictures of them 

appear at pages 386 to 387 of the book Celadon in the South, White Porcelain in North 

and Decorative Porcelain in Changsha edited by Li Xiaowei and Wu Yuejian. (Li and Wu 

2012). The drum is not the only evidence of such cultural exchange, as a variety of 

objects were found at the Kiln with features of cultural exchange, such as kneading-clay 

sculptures of Hu people playing tempo (drum), and waist drum played by Hu people 

with molding decal (Cui and Wu, 2021).  

https://history.sohu.com/a/214271532_99908978
https://history.sohu.com/a/214271532_99908978
https://history.sohu.com/a/214271532_99908978
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Figure 173. A.Waist Drum played by Hu people, Changsha Kiln of Tang Dynasty (Li Xiaowei 2008); B. Porcelain tempo 

(drum) of Changsha kiln of Tang Dynasty unearthed from the kiln site; C. Kneading-clay sculpture of Tempo played by Hu 

people of Changsha Kiln of Tang Dynasty and morden demonstration. 

 آن ٍا دًٕز   ٔټ ٥َٳ  ٽٍ  ډًٕٕٺٓ ځَى إز ٕٕٖشَيډٕټ ٕبُ  ٔب ( وِٕ ډٮَيٳ إز ىٍ ٵبٍٕٓ ثٍ ىٳ) سمجَڃ
َىڂبڇ ١َة،آن ٹ٦ٮبر ٵچِْ . كًٕان ثٍ ٭ىًان لأٍ وبُٻ دًٙبويٌ إز ي څجٍ آن ثب ٹ٦ٮبر ٵچِْ آٍإشٍ ٙيٌ إز

 ي ىٍ إىبى سبٍٔوٓ ىٍ  (174ډبوىي سًَٞٔ)أؼبى ٽىىي   ُوڀ دَياُ   سب ٝياَبٔٓ ٙجٍٕ ثٍ ثٍ ٔپئڂَ ثَهًٍى ډٓ ٽىىي
 ٱچشبوين ي اوڂٚز ُىن اوؼبڇ   ثٍ ٍٕ ٍيٗ ١َثٍ ُىن،سمجَڃوًاهشه  .  اٍيدبْ ډٕبوٍ طجز ٙيٌ إز دَسٲبڃ ي َىي سب

ٝٶلٍ ٍٙشٍ اْ ثٍ ٥ًٍ ډش٤ًٕ اُ دىغ ٔب ٙ٘ ٝٶلٍ سٚپٕڄ ٙيٌ إز ٽٍ ىاٍاْ كياٽظَ : ٝٶلٍ ٍٙشٍ اْ. ډٓ ًٙى
ي ىٍ ي٤ٕ آن ٔټ ثَػٖشڂٓ يػًى   ٝٶلٍ ډٕبوٓ ٽمٓ ١وٕڈ إز  .ډٓ ثبٙي  ٝٶلٍ ي كياٹڄ ٍٕ سب ؿُبٍ ٝٶلٍ 9

اُډىب٥ٸ اٹچٕز ٙمبڃ ٱَثٓ ثٍ ىٙز َبْ ډَٽِْ ؿٕه ثبٕشبن ياٍى ٙيٌ ي ٕذٔ ثٍ ٥ًٍ ځٖشَىٌ اْ ىٍ ډًاٍى . ىاٍى
 .ډوشچٶٓ اُ ػمچٍ ډًٕٕٺٓ ثَاْ ٍٹٜ، ډَإڈ ي ډٌَت ډًٍى إشٶبىٌ ٹَاٍ ځَٵشٍ إز

铃鼓 (波斯称之为达卜)又称为摇鼓。鼓框为圆形，一面蒙动物皮作鼓膜，边镶有金
属片，敲打时，金属片互相撞击发出近似于飞铃声音而得名，由中亚、中欧一带的
葡萄牙及印度的历史文献及出土文物可见。以敲打、滚奏和拇指轮奏三种方式演奏。
串板通常由五六块板组成，最多者九板，最少三四板。中板略厚，有一面中间隆起
呈脊状。古代的拍板，是由西北少数民族地区传人中原的，隋代已应用于乐舞、仪
礼和佛教音乐中。 

Timbrel (also known as Daf in Persian) Timbrel, or sistrum, is a round musical instrument 

with one side covered with animal skin as the film layer and the edge inlaid with metal 

pieces. When struck, the metal pieces strike each other producing a flying bell sound (as 

in Figure 174). It was recorded in historical documents in Portugal and India with relics 

of them found between Central Asia to Central Europe. Timbrels are played in three 

ways: tapping, rolling and thumbing. String plate: A string plate consists of five or six 

plates on average, with nine at the most and three to four at least. The middle plate is 

slightly thick with a ridge in the middle. It was introduced into the Central Plains of 

ancient China from northwest minority areas, and was then used widely in various 

occasions in Sui Dynasty, such as music for dance, ceremony and religion. 
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ډًٕٕٺٓ ثب ٝٶلٍ  ثَهٓ اُ ؿٌَُ َبْ   ٕچٖچٍ سبوڀ اُ ٱبٍ َِاٍ ثًىا ىٍ ىين هًاوڀ، أڄ ىٍ وٺبٙٓ َبْ ىًٔاٍْ اي
ٔټ ٝٶلٍ ٍٙشٍ اْ دٕيا ٙيٌ ىٍ ٽًٌٍ ؿبوڂٚب   ثبٹٓ ډبويٌ ډَىڇ هً،  ٭لايٌ ثَ أه ځىؼٕىٍ َبْ .ٍٙشٍ يػًى ىاٍوي

ًْٕ ي اي، ) ډٓ ثبٙيډٓ ثبٙيٽٍ ثٕبوڂَ سجبىڃ ٵََىڂٓ ثٕه ؿٕه ثبٕشبن ي أَان ىٍ ايا٤ٕ ي اياهَ ىيٌٍ ٕچٖچٍ سبوڀ 
2021) .

在敦煌千佛洞的唐代初期壁画中，已绘有击拍板的乐伎像。 唐代诗人曾为拍板写
下诗篇，杜牧的诗中也有:“画堂檀板秋拍碎，一引有时联十觥”之句。长沙窑的胡人
击串板，记录了唐中晚期中西方民间文化的交流(崔 和 吴, 2021)。 

Early Tang Dynasty frescoes of the Thousand Buddha Cave in Dunhuang, depict musical 

figures with string plate. It was also depicted in poems, such as in Du Mu’s poem, a poet 
in Tang Dynasty, that “the sandalwood clapper in paining hall was broken in the 

autumn”. Moreover, treasures of the Hu people hitting a string plate found in Changsha 

Kiln evidence cultural exchanges between ancient China and the Persia in the middle 

and late period of Tang Dynasty (Cui and Wu, 2021).  

 

 

Figure 174. A. Tang Dynasty Changsha Kiln Hu people Timbrel dance illustration; B. The Timbrel instrument. 

 

Figure 175. Remained treasures of Hu people hitting string plate. 
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 ٕبُ ؿىڀ

 . اُ أَان ثبٕشبن َٕؿٚمٍ ځَٵشٍ اوي (178ډبوىي سًَٞٔ )ؿىڂُب ثٍ ٭ىًان ٔپٓ اُ ٹئمٓ سَٔه ٕبَُبْ َُٓ ىٍ ػُبن 
.  ثَ ٙىًويٌ ىاٙشٍ اوي   ٍاي ثٕٚشَٔه سإطَٕ ډوشچٴ ډَست ٙيٌ  ٥ًڃ َبْ ٽٍ ىٍ  ٍٙشٍ ثًى47ٌىاٍاْ  ؿىڂُبْ ايڅٍٕ 

 َٕ ؿىڀ ثٍ اوشُبْ ىٔڂَ، ىٍ ٔټ   اوڂٚز اُ ٔټ ، ثٍ أه ًٍٝر ٽٍډٓ ثبٙي   وًاُْ  اوڂٚز ثَيٗؿىڀوًاهشه 
 ډَىڇ  ثٕبوڂَ دٕڂَْٕ ًٙى،  ؿبوڂٚب ٔبٵز ډٓ  ډَث٣ً ثٍ ؿىڀ ٽٍ ىٍ ٽًٌٍ  وٺًٗ . ډٓ ًٙى ډٺٕبٓ ٬َٕٔ ٽٕٚيٌ 

 ٭لاٹٍ  ٽٍ ؿٕىٓ َب ًٙاَيْ يػًى ىاٍى   ُډبن،  ىٍ َمبن . دٕ٘ إز  ٕبڃ 1000  ن ثَاْ َىَ ډًٕٕٺٓ ىٍآسًوڂً
ثٍ   هًى ٍا ثَاْ اػَا   أَاوٓ وًاُويځبن   ثبٍَب ثب إشٮياىسَٔه ٕبٕبوَٓبن  دبىٙب .َىَ أَاوٓ ىاٙشٍ اوي  ثٍ  ُٔبىْ
. اويؿٕه ٵَٕشبىٌ ثًىٌ  ىٍثبٍ

اٙپبڃ ٹبڅت ځَْٕ ثب ٥َف ؿىڀ ډًٍى إشٶبىٌ ثَ ٍيْ َٕاډٕټ َبْ ؿبوڂٚب ٔپٓ اُ ٹئمٕشَٔه ډياٍٻ ٽٚٴ ٙيٌ 
.  ډٓ ثبٙىيىٍ ؿٕه 

竖琴 

这是世界上最古老的拨弦乐器之一(图 178)，起源于古波斯(伊朗)。早期的竖琴具
有 47 条不同长度排列的自然音阶弦，竖琴最出名的效果是滑奏法，即:手指从竖琴
的一端滑到另一端，好像一个快速的音阶。长沙窑模印贴花人物竖琴纹样（图 176）
将 1000 多年前的国际文化交往物像化，反映当时铜官“窑上人”对音乐艺术的追求。
同时有证据表明中国人对波斯艺术很感兴趣，萨珊王朝的国王多次把他们最有才华
的波斯音乐家送到中国宫廷演出。 

长沙窑模印贴花地毯人物竖琴图饰，应是中国较早的竖琴图。关于竖琴图模印贴花
的创作，根据铜官“窑上人”绘画创作习惯，很可能是千年前，“海上丝绸之路”的纪
实之作，而绝非凭空臆想。 

Harp 

As one of the oldest stringed instruments in the worlds, harp (as in figure 178) 

originated from ancient Persia. Early harps had 47 strings arranged in different lengths, 

and the effect of harps was maximum after playing with fingers, sliding from one end of 

the harp to the other end, like a fast scale. The patterns about harps found in Changsha 

reflect the pursuit of Tongguan people for music  in 1000 years. At the same time, there 

is evidence that the Chinese were very interested in Persian art; the King of Sasanian 

Dynasty sent their most talented Persian musicians to the Chinese court for 

performances many times. 

Changsha ceramics figure of molded harp pattern is one of the early discovery of harp 

patterns in China. 
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ثًىٌ  َِاٍ ٕبڃ دٕ٘ "ػبىٌ اثَٔٚڈ ىٍٔبٔٓ" وٺبٙٓ ډَىڇ سًوڂًان، اكشمبلاً ٩ًٍُ ٵٮبڅٕز ياٹٮٓ  ثب سًػٍ ثٍ ٭بىر َبْ
ډى٪ًٍ  ثٍ   ٽٍ دبٍٕٕبن، اكشمبڃ يػًى ىاٍى   أَاوٓ َب ثٍ ٽًٌٍ ؿبوڂٚب ډٓ آډيوي، أه  آن ىيٍان، كشٓ اځَ إز، ىٍ
ًْٕ )ىٍ ٥َاكٓ وٺ٘ ډلًٞلار ؿبوڂٚب ډٚبٍٽز ىاٙشٍ اوي  هَٔي،  َىڂبڇ سٮٕٕه ٕٶبٍٗ   أَاوٓ،   ٕجټ اوٮپبٓ

 .(2021ي اي، 

因为在那个年代，波斯人很有可能来到长沙窑窑址， 当然还在一种可能就是波斯
人在订货时，为了体现波斯风格，参与了长沙窑模印贴花“范”模的设计而留下的(崔 

和 吴, 2021)。 

According to the painting habits of Togonguan people, it is likely to be a reappearance of 

the real life of the “Maritime Silk Road” a thousand years ago, rather than a mere 
imagination. In that era, even if Persians would visited Changsha Kiln, also a possibility 

that the Persians, in order to reflect the Persian style, participated in the design of 

Changsha Kiln pattern while placing the purchasing order (Cui and Wu, 2021).  

        

Figure 176. A. Harp playing (Changsha kiln molding decal process of Tang Dynasty); B. A painting.  

Figure 177. Barbat and Harp in Tang Dynasty.  
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Figure 178. A, B, C, and D. Chogha Mish tablet shows ancient Iran had orchestra about 6800 BCE. Tappeh-ye Chogha Mish 

dating back to 6800 BCE., the site is a Chalcolithic settlement in Western Iran, located in the Khuzistan Province on the 

Susiana Plain. Later, the nearby Susa became culturally dominant in this area; E. Harp. 260 CE. Bishapur, Iran. 

 ؿىڀ ثبٕشبوٓ ؿٕىٓ

٥لا، : ؿىڀ ثبٕشبوٓ ؿٕىٓ ىٍ اٝڄ ىاٍاْ دىغ ٍٙشٍ ثًىٌ ٽٍ ثٍ ډٮىبْ دىغ ٭ىَٞ إبٕٓ ُويځٓ ىٍ ٵچٖٶٍ ؿٕه إز
   .ؿًة، آة، آس٘ ي هبٻ

                                                                                                  古琴 
中国古琴最初只有五根弦，内含“金、木、水、火、土”五行， 

Guqin (Chinese ancient harp).  

Ancient Chinese harps first had five strings came to represent the five basic life 

elements in Chinese philosophy: gold, wood, water, fire and soil. 
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اډذَا٥ًٍ ين اُ ٕچٖچٍ ػً ثٮياً ٔټ ٍٙشٍ ثٍ آن ا١بٵٍ ٽَىٌ َُٔا ثَاْ دَٖ ُوياوٓ ٙيٌ اٗ ثً ٕٔپبئً ىٍ ُويان ٕٙبن 
ثٮياً ، اډذَا٥ًٍ اي اُ ٕچٖچٍ . وبډٕيٌ ٙي ( ىٍ ؿٕىٓ إز"َىَ"ين ثٍ ډٮىٓ)ٍٙشٍ ٙٚڈ، ٍٙشٍ ين . څٓ ىڅشىڀ ٙيٌ ثًى

ىٍ ؿٕىٓ اي ثٍ ډٮىٓ )ػً َىڂبډٓ ٽٍ ٭چٍٕ اډذَا٥ًٍ ػً ػىڂٕي ٍٙشٍ ىٔڂَْ ٍا ثٍ آن ا١بٵٍ ٽَى يآن ٍا ٍٙشٍ اي وبډٕي
ؿىڀ، ٦َٙوغ، ه٦ب٥ٓ ي . اي ؿىڀ َٶز ٕٕڈ ځٶشٍ ډٓ ًٙى-اُ آن ُډبن ثٍ ٔټ ؿىڀ ثب َٶز ٕٕڈ ين. ( إز"وَٕي"

ؿىڀ َبْ ؿٕىٓ ډًٕٕٺٓ آٍاڇ ي ٕبٽز ٍا  .  ٽٍ ؿٕىٕبن ثبٕشبن ثٍ آن اكشَاڇ ډٓ ځٌاٙشىي وٺبٙٓ، ډُبٍسُبٔٓ ثًىٌ اوي
ځًؿٕه وً٭ٓ  .  دو٘ ډٓ ٽىىي ٙجٍٕ ٱَيٍ ي اٵشوبٍ ٍيٙىٶپَان ثَاْ ثٕبن اكٖبٕبر ي ىٍٻ ىوٕبْ ٥جٕٮٓ إز ٽٍ 

 څجبٓ َبْ ٕىشٓ هًى ي  ٍا ثب ثَهٓ اُ وٺًٗ دبٍٕٓ َب  . ٕبُ ډًٕٕٺٓ دَ اُ ٵََىڀ ي ٵچٖٶٍ ٕىشٓ ٭مٕٸ ؿٕىٓ إز
  (.2016اي ،  ) اويوًاهشه ځًؿٕه ثٍ ومبٔ٘ ځٌاٙشٍ 

后文王囚于羡里，思念其子伯邑考，加弦一根，为文弦，后武王伐纣时又加弦一根，
为武弦，合称为文武七弦琴。中国古代将“琴、棋、书、画”视为文人雅士修身养性
的必由之径。古琴安静悠远，和雅、清淡的音乐品格，寄写了文人风凌傲骨、超凡
脱俗的处世心态。琴音可状人情之思，也可达天地宇宙之理。铜官“窑上人”将藏有
深厚中国传统文化哲学的古琴改由波斯人演奏，从衣着服饰考究是古波斯人的装束。
这种模印贴花图饰不仅仅只是一种创意(图 179)，它还表明，千年前有波斯人长期
居住望城石渚，与当地文人有很深的接触和往来，并在铜官“窑上人”心中留下印象。
故这应该是铜官“窑上人”的一幅纪实性的作品。有深厚中国传统文化哲学的古琴改
由波斯人演奏，从衣着服饰考究是古波斯人的装束(吴, 2016)。 

Emperor Wen of the Zhou Dynasty later added one string because he missed his son Bo 

Yikao when he was imprisoned in Xian Li. The sixth string was called String Wen (Wen 

means “arts” in Chinese). Later, Emperor Wu of Zhou Dynasty added another string 
when he fought against Emperor Zhou and named it String Wu (Wu means “force” in 
Chinese). Since then a seven strings harp has been called ‘Wen-Wu’. Harps, chess, 

calligraphy and paintings, were skills the ancient Chinese respected. Chinese harps play 

peaceful and quiet music, resembling intellectual pride and dignity. It was played to 

express emotions and understandings of the natural world. The Guqin is a kind of music 

instrument full of profound Chinese traditional culture and Philosophy. Some patterns 

displayed Persians dressing with their traditional costumes while playing the Guqin (Wu, 

2016).  

Figure 179. The treasures and illustrations of Guqin of the Hu people in the Changsha kiln in the Tang Dynasty. 

 



 

 

P
a

g
e

   
   

  
   

   
   

  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

 

311 

ډَىڇ سًوڂًان ٍا وٚبن ىاىٌ، ثچپٍ اډپبن ٕپًوز دبٍٕٕبن ىٍ ډىب٥ٸ  (179ډبوىي ٙپڄ )أه و٫ً وٺًٗ وٍ سىُب هلاٹٕز 
 ي ثبٔي ٹ٦ٮٍ  ثَ ډَىڇ سًوڂًان سبطَٕ ځٌاٙشٍ اوي ٽٍ اٍسجب٣ ٭مٕٺٓ ثب ٵََىڀ ډلچٓ ىاٙشٍ ي  وِىٔټ ٍا وٚبن ډٓ ىَي 

  (.2021ًْٕ ي اي، )ډٖشىيْ اُ َىَ آن ىيٌٍ اُ سبٍٔن ثبٙي 

 ٽلأٍىز

 ثٍ ٭ىًان ٔټ ٽلأٍىز ىٍ و٪َ 180 ثٍ ىي ىڅٕڄ ٕبُ سًَٞٔ .  وِٕ وبډٕيٌ ډٓ ًٙوي"ثٓ څٓ"ي   "هً ػٕب" ٽلأٍىز َب 
 ىًٙاٍ إز َُٔا وٺًٗ ٍيْ   ًٕر يػًى ىاٍى سٚوٕٜ أىپٍ آٔب ٔټ ٹٖمز ډىلَٞ ثٍ ٵَى ثَاْ . ځَٵشٍ ډٓ ًٙى

 ًٝر أؼبى ٙيٌ س٤ًٕ ٽلأٍىز َب ٝبٳ ي ُٔجب ډٓ  .ىٔڂَ أه ٽٍ هً ػٕب ٥ًلاوٓ سَ إز . سًَٞٔ ډٚوٜ وٕٖشىي
ٔبىځَْٕ ٽلأٍىز إٓبن إز ي  .  ډبوىي ٝياْ آياُ دَويځبن ٙىبهشٍ ډٓ ًٙوي"ٵچًر وَڇ"َمـىٕه ثٍ ٭ىًان . ثبٙي

ٽٍ ىٍ اٍيدب ٹيډز آن ډٓ  ٕبُ ٵچًر ؿًثٓ ٹئمٓ إز  ا٭شٺبى ثَ أه إز ٽٍ ٽلأٍىز ٔټ  . ٕجپٓ أيٌ آڃ ىاٍى
 .  ىٍ ٽًٍَٚبْ اٍيدبٔٓ ٍياع ٔبٵشٍ إز18 سب 16أه ٕبُ اُ ٹَن . سًاوي ثٍ ٹَن دبوِىَڈ ىٍ أشبڅٕب ثبُځَىى

这种模印贴花图饰不仅仅只是一种创意(图179)，它还表明，千年前有波斯人长期
居住望城石渚，与当地文人有很深的接触和往来，并在铜官“窑上人”心中留下印象。
故这应该是铜官“窑上人”的一幅纪实性的作品(崔 和 吴, 2021)。 

竖笛  

又称是“胡笳”、“筚篥”，因图饰较模糊，很难辩认是否有胡茄独有的“哨嘴”，加之胡
茄较长，故本文将其视为竖笛。竖笛音色优美、圆润、清丽，被誉为“柔和的笛子”，
像“鸟唱歌的笛子”简单易学，具有田园风味。现有的资料认为:竖笛是欧洲一种悠久
的木笛乐器，起源于15世纪的意大利，16至18世纪盛行于欧洲各国。 

This pattern shows the creativity (as in figure 179) of Tongguan people, but also shows 

the possibility of Persian residents in the nearby city, and had a deep contact with the 

local culture and made an impression on the Tongguan people. It should be a 

documentary piece of art of that period of history (Cui and Wu, 2021).  

Clarinet 

Clarinets are also called “Hu Jia” and “Bi Li”. The instrument in the Figure 180 is 
regarded as a clarinet for two reasons: one is that it is difficult to identify whether there 

is a unique part for whistles because the patterns on the picture is unclear; the other is 

that Hu Jia is longer. The sound clarinets made is beautiful and smooth, also known as 

the "soft flute" like the bird’s singing. It is easy to learn and has an idyllic style. It is 
believed that the clarinet is a long-standing wooden flute instrument in Europe which 

could be dated back 15th century in Italy. It became popular in European countries from 

the 16th to 18th centuries. 
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 سًڅٕي ٙيٌ اوي، ىٍ أه ډٕبن ؿىئه ډًٍى ثب سٞبئَْ اُ 9ٵٕڂًٍَبْ ٵچًر َبْ ٽٚٴ ٙيٌ ىٍ ٽًٌٍ ؿبوڂٚب ىٍ ٹَن 
ٔټ ، :  ډٚبَيٌ ډٓ ًٙى180ئْځٓ َبْ َُٔ اُ سًَٞٔ (. 180ىٍ سًَٞٔ)اٵَاى هً ٽٍ ٽلأٍىز ډٓ وًاُوي يػًى ىاٍى 

آوُب ثب كبڅز . اٵَاى هً ثب ؿٚڈ َبْ ځًى اٵشبىٌ ثٕىٓ ٽٕٚيٌ ي ٍٔ٘  ٽلأٍىز َب ٍاثب ىي ىٕز هًى ځَٵشٍ ي ډٕىًاُوي
وٺٚٓ ٽٍ ډَىڇ هً اُ ډلًٞلار ؿبوڂٚب  . َبْ ُويٌ ي٥جٕٮٓ ډبوىي وًاهشه َىڂبڇ ٍاٌ ٍٵشه ي أٖشبىن سَٕٕڈ ٙيٌ اوي

ٙپڄ وٚبن ډٓ  .  ٍا طجز ډٓ ٽىىي9ثٍ وًاهشه ٽلأٍىز دَىاهشٍ اوي، ا٥لا٭بر َٕځَډٓ ډَىډبن ٱَة إٕٓب ىٍ ٹَن 
ىاٍاْ اٍُٗ ُٔبىْ ىٍ سلٺٕٺبر   ثًىٌ ي 15 ثٍ ٹَن  ُيىسَ اُ ٍٽًٍى ډَث٣ً ٽلأٍىز  ىَي ٽٍ ُډبن ثَٕين آډين 

ٽٍ اٍُٗ ثٍَٕٓ  ډىٚب ٽلأٍىز ىٍ ٽًٍَٚبْ إٕٓبْ ٱَثٓ ي أَان إز، وٍ ىٍ اٍيدب ي أشبڅٕب، ىي،. ډٓ ثبٙيسبٍٔوٓ 
ډًاٍى ٽٚٴ ٙيٌ اُ ٽًٌٍ ؿبوڂٚب ىٍ سًٕٝٴ ډَىڇ هً اُ ٱَة إٕٓب ىٍ كبڃ وًاهشه ٽلأٍىز   ٍٕ،  .ثٕٚشَْ ىاٍى

 ثٍ ٽًٍَٚبْ ٱَة إٕٓب ٍٵشٍ ي ُويځٓ ٵََىڂٓ "ػبىٌ اثَٔٚڈ ىٍٔبٔٓ"وٚبن ډٕيَي ٽٍ ډَىڇ ٽًٌٍ سًوڂًان اُ ٥َٔٸ
(. 2021ًْٕ ي اي، )ي ډَىڇ ډلچٓ ٍا ىٍٻ ٽَىٌ اوي ٽٍ اٍُٗ ٵََىڂٓ ثٖٕبٍ ډُمٓ ىاٍى

长沙窑出土的竖笛器物图，生产年份为 9 世纪，其中有胡人吹竖笛模印贴花图案
器物多件(图 180)。从图中可见：一、深眼窝高鼻梁满腮胡须的胡人双手持笛，正
在吹奏，其姿势有行进中吹奏的，也有站立式吹奏的，取像生动自然。长沙窑胡人
吹竖笛图，记载了公元 9 世纪西亚民间百姓的娱乐信息。其图表明:竖笛问世的时
间，早于起源于 15 世纪的记载，有历史研究的价值；二、竖笛起源地也不在欧洲
意大利，而是西亚伊朗诸国，有科考价值；三、长沙窑远隔万里记载反映西亚胡人
吹竖笛，说明铜官“窑上人”借“海上丝绸之路”已深入西亚各国，并了解当地人的文
化生活(崔 和 吴, 2021)。 

The figures of the flutes unearthed in Changsha kiln were produced in the 9th century, 

among which there are several items with molding decals of Hu people playing the 

clarinet (as in Figure 180). The following features from Figure 180 are noticed: One, the 

Hu people with deep eye socket, high nose and beard are holding the clarinets with 

their two hands and playing. They are presented with various postures in a vivid and 

natural way, such as playing while walking or playing while standing. The pattern of Hu 

people playing clarinet in Changsha Kiln ware records the entertainment information of 

the folks in West Asia in the 9th century. The figure suggests that the clarinet arrived 

earlier than the record of being in the 15th century. It had great value of historical 

research. Two, the origin of the clarinet is in the countries of West Asia and Iran, not in 

Europe and Italy, which is worth more research. Three, the unearthed items from 

Changsha Kiln describing Hu people from West Asia playing the clarinet indicates that 

Kiln people of Tongguan went far into countries in West Asia through the “Maritime Silk 
Road” and understood the cultural life and local people. It has a very important cultural 
value (Cui and Wu, 2021).  
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Figure 180. Changsha Kiln of Tang Dynasty Hu people playing the clarinet instrument and the illustration. 

  ٵچًر

أه ٕبُ ٔټ څًڅٍ . ي ٵچًر ثىڀ ىٍ ٙمبڃ ؿٕه اٙبٌٍ ىاٍوي (181ډبوىي سًَٞٔ)ٵچًر َب ثٍ ٵچًر ثبډجً ىٍ ػىًة ؿٕه 
ٔپٓ اُ ٍأغ سَٔه آوُب ٙ٘ ًٍٕام ىاٍى ياُ ثبډجً ٕبهشٍ . ٥ًلاوٓ إز ٽٍ سٮياىْ ًٍٕام ٽًؿټ ٍيْ آن ٹَاٍ ىاٍى

ؿىٕه ٵچًسُبٔٓ ډٮمًلاً ډٓ سًاوىي ىي اٽشبي ثب ٝياَبْ . ٝيا ا٥َُٔٸ اٍسٮبٗ ًَا ىٍ ىاهڄ څًڅٍ سًڅٕي ډًٕٚى. ٙيٌ إز
 ؿُبٍ ٵچًر سًڅٕي  .ٝبٳ ي ثچىي أؼبى ٽىىي ٽٍ ىٍ ُډبن َبْ ٹئڈ ثٍ ٭ىًان ٝياْ ثُٚز سًٕٝٴ ډٓ ٙيوي ٙٶبٳ، 

 ٵچًر ٕچٖچٍ  . وڂُياٍْ ډٓ ًٙى ّاده ػىڀ ٕبوڀ ىٍ وبٍا،   ثٍ هًثٓ ىٍ ډًٌُ   ىٍ ؿٕه ٙيٌ ىٍ ُډبن ٕچٖچٍ سبوڀ
ىٍ كبڃ وًاهشه ٵچًر   هً  وٺ٘ ډَىڇ ٽٍ اُ َٕاډٕټ ؿٕىٓ ٕبهشٍ ٙيٌ ثًىٌ سبوڀ ٽٍ ىٍ ٽًٌٍ ؿبوڂٚب ٽٚٴ ٙيٌ 

 .ٍا وٚبن ډٓ ىَي

横笛 

中国南方称竹笛，(图 181)北方称梆笛。在一根长管上面开有若干小孔，常见的有
六孔竹制膜笛，演奏时由管内空气柱的震动而发音，常用音域有两个八度，笛音清
脆、高亢、透明而圆润、婉回，古人谓“荡涤之声”，日本至今还保留有“涤笛”之说。
日本古都奈良的正仓院珍藏着中国盛唐时期制作的 4 支横笛。  

Flute 

The Flutes referred to is the bamboo flute in South China (as in Figure 181) and the Bang 

flute in North China. It is a long tube with a series of small holes. The most common one 

has six holes and is made of bamboo. Sounds are produced through the vibration of the 

air inside the tube. Such flutes can usually make two octaves with clear, smooth and 

high sounds, which were described, anciently, as the sound of heaven. Four flutes 

produced during the Tang Dynasty in China are kept well in Zhengcang Museum in Nara, 

Japan. 
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 اهشٞبٝٓ ًٍٝر ډٓ ٍٹٞىي، ٵچًر   ډَىڇ هً ىٍ كبڅٓ ٽٍ ثب كبڅز َبْ ُٔجب ي كبڅز َبْ أه وٺُٚب وٚبن ډٓ ىَي
 وٚبن ډٓ ىَي ٽٍ وٍ سىُب ډجبىلار اٹشٞبىْ ي سؼبٍْ ثٕه ډَىڇ سًوڂًان ي أَان 181سًَٞٔ. ٕىشٓ ؿٕىٓ ٍا ډٓ وًاُوي

 وِٕ يػًى ىاٙشٍ إز  َٙٹٓ ي ٱَثٓ   ي وٶًً ٵََىڂُبْ  ثچپٍ سإطَٕ ډشٺبثڄ يػًى ىاٙشٍ، ىٍ إٕٓبْ ٱَثٓ   ُډبن  آن
 .(2021ًْٕ ي اي، )

长沙窑出土的唐代横笛为瓷质，并出土器物上也有胡人吹横笛纹饰，胡人使用中国
传统横笛一边跳一边演奏，动作娴熟，轻盈优美而认真，(图 181)表明:铜官“窑上
人”与西亚波斯诸国，不仅有经贸往来，而且东西方文化已相互影响和渗透(崔 和 

吴, 2021)。 

The flute of Tang Dynasty unearthed in Changsha Kiln was made of porcelain, also with 

patterns of Hu people playing the flute. The patterns show Hu people playing the 

traditional Chinese flute while dancing with delightful postures and devoted facial 

expressions. Figure 181 indicates there are not only economic and trade exchanges 

between the Tongguan people and the Persia in Western Asia, but also the mutual 

influence and infiltration of Eastern and Western cultures (Cui and Wu, 2021).  

 

Figure 181. Image and illustration of flute with molding decals in Changsha Kiln of Tang. 

سٮياىُٔبىْ وٺ٘ ثَػٖشٍ َبْ سِئٕىٓ اُآلار ډًٕٕٺٓ أَاوٓ ٽٍ ىٍٽًٌٍ ؿبوڂٚب ٽٚٴ ٙيٌ ٽٍ ډ٪َُ سجبىڃ ٵََىڂٓ 
 . ثٕه َٙٷ ي ٱَة ىٍ ٕچٖچٍ سبوڀ ډٓ ثبٙىي

长沙窑出土了众多的波斯使用乐器写真装饰图，是唐代东西方文化交流的“复印”，
这表明：千年前“玩泥巴”的铜官“窑上人”也关注他国乐器。 

A large number of decorations on musical Persian instruments found at the Changsha 

Kiln site are the manifestations of the cultural exchange between the East and the West 

in the Tang Dynasty. 
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ن ٽٍ ثٍ هب٥َ ٝىٮشڂَْ ٽٍ ىٍ ٹبڅت ځَْٕ ځڄ َِاٍان ٕبڃ دٕ٘ ډًٍُٚ ثًىوي، آډَىڇ سًوڂً أه وٚبن ډٓ ىَي ٽٍ 
آوـٍ ثب٭ض ٙڂٶز اوڂِٕسَ ٙين آن ډٓ ًٙى أه إز ٽٍ . ثٍ ٕبَُبْ ٵََىڀ َبْ ىٔڂَ وِٕ سًػٍ ُٔبىْ ىاٙشٍ اوي

سٮياى آلار ډًٕٕٺٓ ي إٙب سِئٕىٓ ډًٍى إشٶبىٌ دبٍٕٕبن ثٍ اوياٌُ ٽبٵٓ ثٖٕبٍ ډٓ ثبٙي ي ډٓ سًاوي ٔټ ځَيٌ ډًٕٕٺٓ 
ىٍ كٕه ػم٬ آيٍْ أه وٺًٗ، ډب ډياڇ ٵپَډٓ ٽَىٔڈ ٽٍ ډًٕٕٺٓ َٕؾ ډَُ ډچٓ  (182ډبوىي سًَٞٔ)ثٍِٿ أؼبى ٽىي 

 ٹًډٕز ي ٵََىڀ  اٵَاىْ ٽٍ اُ ٽًٍَٚب ي ډچڄ ډوشچٴ ډٓ آٔىي ثٍ ُثبوُبْ ډوشچٴ ٝلجز ډٓ ٽىىي،  ځَؿٍ  .وياٍى
 ثٍ ډًٕٕٺٓ ثوٚٓ اُ ًار   ٽٍ ٭ٚٸ ىٍ ډًٕٕٺٓ دٕيا ٽىىي، ٽٍ وٚبن اُ أه إز  ٥ىٕه ُٔجبٔٓ ٍا  ډشٶبير ډٓ سًاوىي

 .ډٓ ثبٙياوٖبن 

让人匪夷所思的是，出土的波斯胡人乐器和演奏装饰的器物，简直可以组成一个庞
大的乐队了（图 182），这是我们在梳理这些实物图饰资料时突然冒出来的一个想
法， 音乐无国界，虽语言不通，国度和民族不同却能在音乐里找到美的共鸣，现
代人如此，古人也是如此，因人性是如此。 

It shows that the people of the Tongguan Kiln who were famous for their craftsmanship 

in molding the mud thousands of years ago were also attending to instruments from 

other cultures. What makes it more amazing is that the number of musical instruments 

and decorative objects used by Persians is large enough to make a big musical band (Fig. 

182). During collecting those patterns, we have kept thinking that music has no national 

boundaries. Although speaking different language, people coming from different 

countries and nations, different ethnicity and cultural background can find the 

resonance of beauty in music. The love for music is a part of human nature.  

 

 

 

Figure 182. Hu People band combination of Changsha Kiln in Tang Dynasty. 
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 ٍا سچٶٕٸ ٍوڂٓ آنسًڅٕي ٩َيٳ  ډِأبْ ثب ٽَىٌ ي  ډَىڇ ؿبوڂٚب ډلًٞلار هًى ٍا ثب وٺًٗ ٵََىڂُبْ هبٍػٓ سِئٕه
ٽَىٌ اوي ٽٍ أه ٔټ ډٶًُڇ ٥َاكٓ دَٕٚٵشٍ ي ډيٍن ٍا وٚبن ډٓ ىَي ي ثٕبوڂَ أه إز ٽٍ َِاٍ ٕبڃ دٕ٘ إشبىان 
٥َاكٓ ي سلچٕچڂَان ثَػٖشٍ ثبُأٍبثٓ ٽٍ ىٍ سؼٍِٔ ي سلچٕڄ ىٹٕٸ ي ػم٬ آيٍْ ٽبډڄ ا٥لا٭بر ثبُاٍ ډُبٍر ىاٙشىي 

 ډٺٕبٓ ي٬ٕٕ ډلًٞلار ٩َيٳ  ىٍډَىڇ ؿبوڂٚب ثٍ ٭ىًان ٔټ سًڅٕيٽىىيٌ  .ىٍ ډٕبن ډَىڇ سًوڂًان ك٢ًٍ ىاٙشٍ اوي
ډلًٞلار ثب ٽٕٶٕز هًة ي ثب ٹٕمز دبٕٔه سًڅٕي ډٓ ٽَىٌ اوي، ډُمشَ اُ آن ىٍ ايا٤ٕ  وٍ سىُب ؿٕىٓ ىٍ ٕچٖچٍ سبوڀ،

 ٵََىڂٓ ثٍ  ئْځٓ َبْ  ي  ثبُاٍ َبْ  ثب وٕبُ ډ٦بثٸ،  ډلًٞلار ٥َاكٓ،( ډٕلاى907ْ-800)سبوڀ  ي اياهَ ٕچٖچٍ 
 ٕٙىڀ ي ًٔئٍ ىٍ ٔټ  أه ډلًٞلار ثب َٕاډٕټ َبْ ٽًٌٍ َبْ. ثًىٌ اويډى٪ًٍ دبٕوڂًٔٓ ثٍ هًإشٍ َبْ ډوشچٴ 

ډلًٞلار  ثَػٖشٍ َبْ ډؼمً٭ٍ آلار ډًٕٕٺٓ دبٍٕٓ إشٶبىٌ ٙيٌ ثٍَيْ ٽٚٴ وٺ٘.ډٚبثٍ ډشٶبير ډٕجبٙىي ىيٌٍ
 أَان اُ ُډبن اٙپبوٕبن ي ٕبٕبوٕبن آٱبُ  ؿبوڂٚب ي ثٕه ٽًٌٍ  سجبىڃ ٵََىڂٓ ؿبوڂٚب، ثبٍ ىٔڂَ طبثز ٽَى ٽٍ سؼبٍر ي

(. 2021ًْٕ ي اي، )ٙيٌ إز 

长沙窑利用域外主流文化作为产品纹饰设计,并结合自己彩瓷生产优势,表明长沙窑
产品设计理念是超前的，说明：千年前铜官“窑上人”有一批产品设计大师和出类拔
萃的市场营销高手，能精准分析、掌握万里之外的市场信息。长沙窑成为唐代外销
瓷器的大宗,不仅只是因为产品的价廉物美，更重要的因素是唐代中晚期（公元
800-907 年）长沙窑能够根据域外市场的特点与要求,进行产品差别设计，这一点
有别于同时代的邢窑、越窑。长沙窑出土的系列西域乐器和胡人形象再次证明从帕
提亚和萨萨尼亚时间世纪长沙窑与波斯商业和文化的交融(崔 和 吴, 2021)。 

The Kiln people decorated their products with patterns showing foreign cultures and 

integrated the advantages of color porcelain production. It showed an advanced and 

modern design concept, and indicated that there were many design masters and 

outstanding marketing analysts among the Kiln People of Tongguan a thousand years 

ago, who were skillful at accurate analysis and complete collection of market 

information. As a large-scale manufacture of porcelain products in the Tang Dynasty, 

Changsha Kiln people did not just produce products of good quality with low price, more 

importantly in mid and late Tang Dynasty (800-907 CE.), made products according to 

market needs and cultural features in order to meet different demands. This is different 

from the Xing Kiln and Yue Kiln of the same period of time. The series of Persian musical 

instruments unearthed in Changsha Kiln once again proved that the trade and cultural 

exchange between Changsha Kiln and Persia started from Parthian and Sasanian time 

(Cui and Wu, 2021).  
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 ٽلاڇ آهَ

结语 

Last word 

ثَاْ  دْيَ٘ َبْ . ثلٖبة ډٓ آډيٌ إز   ؿبوڂٚبْ ٽًٌٍ َب ډلًٞلار  ْ ثَاډُمٓ ر ډٺٞي ٝبىٍأَان اوٓ،ُډب
   ىاوٚڂبٌ ىي ْ ٵََىڂٓ ي َمپبٍَٓ ىاوٚڂب  ډجبىلار ىاوٚڂبٌ ًَوبن  ثٍ ډى٪ًٍ، 2015ىٍ ٕبڃ   ډَسج٤ ثب أه ډ٫ً١ً،

ډلًٖة ډٓ ًٙى ٍا ثٍ ؿبوڂٚب ى٭ًر    َىي ثَسَ ٕٖبرډًٽٍ ٔپٓ اُ    َىي،ْډًٍٕٖ ٵىبيٍ  ي َٔان ٝىٮز ا ٭چڈ ي
 ي ډىبث٬ ډَسج٤ ؿبوڂٚبٽًٌٍ ډلًٞلار  ٥ًٍٕٓ ځٖشَىٌ ثٍ ثٍَ  ډوشچٴ ثٍ ْ ٍيوي، ٽبٍٙىبٕبن ٽًٍَٚبٔهىٍ ا . ومًى

ٌ  ٽَى ٽٍ ىٍ دْيَ٘ َبٔٚبن دٕياؿبوڂٚب ْ ٽًٌٍ َب ډلًٞلار  أُٓ ومًوٍ َب دَىاهشىي ٽٍ هًىْٽًٍَٚب ثب آن ىٍ
ثب ٵََىڀ   آن َب ٍٖٔ ثب ډٺب  ي  ٍا  اٍائٍ ىاىويوڂَٵشٍ اوي ډ٦بڅٮٍ ٹَاٍ  ډًػًى ډًٍى ٕبَٔ ډشًن  ََځِ ىٍ ي  ثًىٌ اوي

 َمـىٕه.   ډًٍى ډ٦بڅٮٍ ٹَاٍ ىاىوي ٭مٕٺبٽًٌٍ ؿبوڂٚب ٍا ډلًٞلار  َىڂٓ ٵَدْيَ٘ ډٕبن   ډوشچٴ،ْ ٽًٍَٚبډلچٓ
 ثٍ ؿبوڂٚب   َىڂٓٵَ  ي  َٚٓدْي سجبىڃ  ثَاْ   ٍا   إمب٭ٕڄ إمٮٕچٓ ػچًىاٍ ډلمي  ،ًَوبن ىاوٚڂبٌ   2016ىٍ ٕبڃ 

 څٓ   ي  ياوڀ ثبئًٙىڀ وٕب،ډلٖه ػٮٶَ  ٔبن آٹب  ٍوپٍ،ٍَدَيٵًٍٖ  ، 1395ٕبڃ   وٓ سبثٖشبٔلار ىٍ سٮ٤ .ومًىى٭ًر 
   ػچًىاٍ٭ٕچٓ إمب٭ٕڄډلمي إمبي    وٕب ډلٖه ػٮٶَ ٍَْجَ ثٍ   ٍا  َٔانا ثٍ   ٍيٌُ   10 َىڂٕٓٶَ ٵَ  ٔټ  هًٔٓ،

   .سَسٕت ىاىويثبٕشبن ٙىبٓ ىاوٚڂبٌ سَُان 

伊朗曾是长沙窑的重要输出目的国。因此今年我们与伊朗科技大学、以及印度顶级
学府印度理工学院进行长沙窑研究的学术交流与合作。在此过程中，各国专家广泛
调查本国的长沙窑及相关资源，发现了一些从未见诸现有文献研究的长沙窑样本，
并且通过与各国本土造物文化的对比，深入研究了长沙窑产品的跨文化基因。同样
在 2016 年，湖南大学邀请 Esmaeili 到长沙进行研究和文化交流。2016 年（波斯
历 1395 年）暑假期间，我院院长何人可教授、Jaafarnia, 王宝升, 李辉以及一行在
伊朗顶级学府德黑兰大学考古专家 Jaafarnia 和 Esmaeili 教授、博士的引领下赴伊
朗进行了为期 10 天的“重走丝绸之路” 文化考察活动。  

Iran was once an important export destination for Changsha kilns. In 2015, Hunan 

University conducted an academic exchange and cooperation with the Iran University of 

Science and Technology and the Indian Institute of Technology, India's top institution. In 

the process, experts from various countries extensively investigated the Changsha kiln 

and related resources in their own countries, found some samples of Changsha kilns 

that have never been studied in the existing literature, and studied the cross-cultural 

genes of Changsha kiln products in depth by comparing them with the local creation 

culture of various countries. Also in 2016, Hunan University invited Mohammad Esmail 

Esmaeili Jelodar to Changsha to conduct a research. During the summer vacation of 

2016 (Persian calendar 1395), Professor He Renke, Mohsen Jaafarnia, Wang Baosheng, 

and Li Hui, led a 10-day cultural expedition to Iran under the leadership of Mohsen 

Jaafarnia  and Esmaeili. 
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Figure 183. Left to Right, Mohammad Abaei, He Renke, Rohini Mokashi Punekar, Ravi Mokashi Punekar, Li Xiaowei and 

Changsha ceramic collector; Hunan University, Changsha, China. (2015); B. Mohsen Jaafarnia, Rohini Mokashi Punekar, 

Ravi Mokashi Punekar, He Renke, Zhou Shirong, and Mohammad Abaei. Hunan Library, Changsha, China. (2015).  

  ٍوٕٚبثً ډُٚي، َٕٕاٳ، َٕٙاُ، سوز ػمٕٚي،  اٝٶُبن، ْ، ډبوىي ٍَٔان ثٍِٿ اْ َبٔزَٕإَ ٕب  ثٍ ٔجبً سٺَسٕڈ ٔها
 ي َىڂٓٵَ  ْ َبٔز ٕبٍْي ٭ميسب ثَ   َٕٓيٳ اُ ثٍَ . ځَٵز ٕٶَ ٽَىډٓ ٽٍ َِاٍان ٕبڃ ٵََىڀ ٍا ىٍ ثَ ٱٌَٕي 

 هبٛ كٓ ٥َا ْ َبْٔځٓ يَىڂٓ ٵَ ث٬ ډىب ٙيٌ ،   ثبٕشبن ډشمَٽِ  ؿبوڂٚب  ٽًٌٍډٕټَٕا  ډلًٞڃ ډَث٣ً ثٍ ك٥َٓا

ثَاْ ٔبٵشه )ٙيٌ َبْ اوؼبڇ  ْ كٶبٍإشٶبىٌ اُ وشبٔغ ي ډٕياوٓ  ثٓ سؼَٕٓثٍَ  ٔٸ اُ ٥َ ٍا ٽًٌٍ ؿبوڂٚب    ډلًٞلار
 ي ٭مٕٸ  ډجبىلار   ٔبٵز ٙيٌ،ډلًٞلار ٽًٌٍ ؿبوڂٚب   ًٙاَي  ي ،  ٽَىآٙپبٍ (َٔانا  ٍى  ٽًٌٍ ؿبوڂٚب ډلًٞلار

 ثٕٚشَ «ٔبٔٓ ىٍٔٚڈػبىٌ اثَ» ي«ډٕىٓ ُٔٚڈػبىٌ اثَ »ٔٸ ٍا اُ ٥ََٔان ثبٕشبن ي اؿٕه َىڂٓ ي ٵَْ ډير سؼبٍو٥ًٓلا
 .دٕٕٚىٍ ىاٍى اُ َِاٍ ٕبڃ  ٽٍ ثٍٕ٘يٙه ٽَى

考察团队几乎走遍伊朗（古称波斯）跨越数千年文化的主要遗址，如雷伊、伊斯法
罕、波斯波利斯、设拉子、西拉夫港、马什哈德、内沙布尔等。考察对象主要着重
于与古代长沙窑陶瓷相关的文化遗址与器物设计，通过田野实证调查确认了长沙窑
异域设计特征的文化源头，同时结合长沙窑在伊朗发掘的不同地点路径，进一步明
确了一千多年前在长沙窑产品上所体现的古代中国同波斯通过“陆上丝绸之路” 和
“海上丝绸之路” 进行的深入持久的经贸与文化交流 

The team traveled almost all major sites in Iran that spanned thousands of years of 

culture, such as Rey, Isfahan, Persepolis, Shiraz, Siraf, Mashhad, and Neshapur. The 

objective of investigation mainly focused on the cultural sites and product design 

related to ancient Changsha kiln ceramics, confirmed the cultural source of the exotic 

design characteristics of Changsha kiln through field empirical investigation. Combined 

with the different location paths excavated for Changsha ceramics in Iran, it was 

clarified that a deep and lasting economic, trade and cultural exchanges between 

ancient China and Persia through the "Land Silk Road" and the "Maritime Silk Road"  

were embodied in Changsha kiln products more than a thousand years ago. 
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Figure 184. A. Cities and the route of trip. 

 ٽٍ وٺًٗ ٕبٕبوٓ س٤ًٕ   َمٍ ػب ٍٕٕيٌ ي ىٍ آن ُډبن ثًى سؼبٍْ ثبٍُځبوبن ثٍ  اُ ٥َٔٸ ډلًٞلار  وٺًٗ ٕبٕبوٓ
ٝىٮشڂَان ٕبَٔ ٵََىڀ َب ثٍ ٭ىًان سِئٕه ٍيْ وٺبٙٓ ىًٔاٍْ، اثَٔٚڈ ثبٵٓ، ٩َيٳ َٕاډٕپٓ ي ځچييُْ ٽٍ اُ ومًوٍ 

 (.1962ځياٍى، )َبْ ډلًٞلار هبٛ ځَٵشٍ ٙيٌ ثًى، دٌَٔٵشٍ ٙي 

萨珊设计随世界各地的商人传播，那个时候，其他文化中的匠人们从一些异域作品
中取材，将萨珊纹样用作壁画、丝织品、陶瓷器皿和织锦上的装饰（Godard，
1962）。 

Sasanian designs were carried by merchants everywhere and it was during that time 

that Sasanian motifs were adopted by craftsmen of other cultures as ornamentation on 

wall painting, silk weaving, ceramic wares and brocades as understood from a few 

retrieved exotic pieces (Godard, 1962). 

Figure 185. Group photos in Siraf, Iran, Left to Right, A. Mohsen Jaafarnia; B.  He Renke, Mohsen Jaafarnia, and 

Mohammad Esmail Esmaeili Jelodar; C. Mohammad Esmail Esmaeili Jelodar, Najaf Haidari, Nasrollah Ebrahimi, Wang 

Baosheng, Mohsen Jaafarnia, Li Hui, Mohammad Kangani and He Renke; D. Employee, Najaf Haidari, Mohammad Esmail 

Esmaeili Jelodar, Nasrollah Ebrahimi, He Renke, and Mohsen Jaafarnia. 
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وٕبَُبْ ٵََىڂٓ ٽبٍثَان  ٥َاكٓ ػُبوٓ سمَٽِ ىاٙشىي،  ٍيْ  (ىٍ ىيٌٍ هبويان ٭جبٕٓ)ؿٕىٓ ٽٍ ٹجلاً  سًڅٕيٽىىيځبن 
ثٍ و٪َ ډٓ ٍٕي ډيڃ َب ي سِئٕىبر دٔ اُ اٍسجب٣ ثب .  آوُب اُ و٪َ ٥َاكٓ ىٍ و٪َ ځَٵشىي دبٍٕٓ ٍا ثَاْ ػچت ١ٍبٔز

٥َاف اكشمبلاً سًاوٖشٍ اَمٕز أؼبى ٵَڇ ٍا ىٍٻ ٽىي ٽٍ ډلاك٪بر  ثبُاٍ ػُبوٓ ٕبهشٍ ٙيٌ إز ٽٍ وٚبن ډٓ ىَي، 
ٵََىڂٓ ٵَاځَٕ ٍا ىٍ دٓ ىاٙشٍ ثبٙي ي وٕبَُبْ ثبُاٍ دبٍٓ ٍا دًٙ٘ ىَي َُٔا آوُب اُ ٭ىبَٝ ٥َاكٓ ٕبٕبوٓ ثَ ٍيْ 

ثٍ ؿٕه ٝبىٍ ډٓ ٙيٌ ډب ىٍٔبٵشٍ أڈ ٽٍ ډلًٞلار أَاوٓ ىٍ ىيٌٍ ٕبٕبوٕبن . ډلًٞڃ هًى ثٖٕبٍ إشٶبىٌ ډٓ ٽَىوي
ٕچٖچٍ ٭جبٕٓ   ثٍ أَان ُډبن ٕبٕبوَٓبْ ثب َمبن ٥َاكٓ   ؿبوڂٚب ي ٽًٌٍ َبْ ٙمبڅٓ ي ػىًثٓ ؿٕه سًڅٕياري ثٮياً 
.  ډلاك٪بسٓ ٙبډڄ ٭ىبَٝ ثَْٞ ي ٍياث٤ ډشٺبثڄ آوُب ډٓ ًٙى ىاٍاْ ٽٍ، ډٓ ٙيويٝبىٍ

早在阿巴斯王朝时期，专注于全球设计的中国制造商便已考虑到了，在设计方面要
满足波斯用户的文化需求。这些产品类型和装饰似乎是在与世界市场接触后开发的。
这表明设计师可能早已理解了形式的重要性，他们要创造出一种产品形式，既包含
中国文化元素又满足波斯市场的需求，而波斯人常用的产品有许多萨珊设计元素。
我们已意识到，在萨珊王朝时期是波斯产品出口到中国的、后期便是长沙窑和南北
窑器皿出口到阿巴斯王国。他们都考虑到了彼此欣赏的视觉元素。 

Chinese manufacturers who previously (in the period of Abbasid dynasty) focused on 

global design took into account the cultural needs of Persian users to satisfy them in 

terms of design. The types and decorations seem to have been developed post contact 

with the world market. This shows, the designer, could have probably understood the 

importance of creating form that undertakes inclusive cultural considerations and 

covered the needs of the Persian market as they used Sasanian design elements on their 

product a lot. We have realized that the Persian products were exported to China in 

Sasanian period and later the Changsha wares and northern and southern kilns had 

productions with similar design of Sasanian exported to Abbasid Dynasty. They include 

considerations involving visual elements and their inter-relations.  

Figure 186. A. Left to right, employee of museum, Mohammand Abaei, He Renke, Mohsen Jaafarnia, Majid Rahmandost, 

Wang Baosheng, In Glassware and Ceramic Museum of Iran (Abgineh Museum), Tehran, Iran. 
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 ٽٍ دٔ اُ يٍيى إلاڇ ثٍ أَان، َىَ إلاډٓ ٭ميسبً اُ ٥َٔٸ َىَډىيان أَاوٓ ٽٍ  ًٕاثٸ ثٓ ٙمبٍْ وٚبن ىاىٌ إز
أه سلًلار ثٍ . (1974وَٞ ، ) ئْځٓ َبْ َىَ ٕبٕبوٕبن ثٍ ومبٔ٘ ىٍآډي ثبوٺًٗ َىيٕٓ ُٔجب ٍا هچٸ ډٓ ٽَىوي، 

ىڅٕڄ ٹًاوٕه إلاډٓ ډَث٣ً ثٍ َىَ ىٍ ػبډٮٍ ٭َة ٍم ىاى ٽٍ ډىؼَ ثٍ سپبډڄ وٺًٗ َىيٕٓ ٕبٕبوٓ ٙي ي َٕاوؼبڇ 
 .ثٍ ٙبهٜ سَٔه وٺًٗ َىَْ ىٍ ٵََىڂُبْ إلاډٓ سجئڄ ٙيوي

 ٽٍ ٹَوُب دٔ اُ ٵَيدبٙٓ اډذَا٥ًٍْ ٕبٕبوٓ   ډىًٖػبسٓ ٙي ٕبٕبوٓ ثٍ  وٺًٗ   ثٍ اوشٺبڃ  څًٽٔ ډىؼَ ډلًٞلار
ٵشًكبر ا٭َاة ىٍ ٹچمَي ٕبٕبوٕبن ثب٭ض ځٖشَٗ َىَ إلاډٓ ٙي ٽٍ اُ َىَ ٕبٕبوٓ سٺچٕي . ٙيويډٓ ٕبهشٍ َمًاٌٍ 

.  دبىٙبَبن ٕبٕبوٓ ثًى څجبٓ ٕچٖچٍ ٭جبٕٓ إز ٽٍ ٙجٍٕ ٭جبٕٓ ىٍ (ٙبٌ)ٔټ ومًوٍ، ٥َاكٓ څجبٓ هچٕٶٍ . ٙيٌ ثًى
 ٽٍ َىي   ىَيډٓ   ٽشبة وٚبنٔها  . ثًىٌ إز ي ٵَاځَٕ اثشپبٍْ  ٔټ ٵََىڀ دٕٚڂبڇ،  ٕبٕبوٓ   ٵََىڀ  ىٍ وشٕؼٍ

 ْ ثَأَٔىٍ ىْ ٍاث٦ٍ اؿٕه َىي ي َٔان،ا  ٔٚڈػبىٌ اثَاُ ٥َٔٸ  ٙشٍ إز  ٽٍ ىا ؿٕه ي َٔان اثٕه ْ  ٹبٌٍ اٹٮٕشٓډً
 .ٌ إز ٙيوٓ ىٍ ىيٍان ٕبٕبَٔان ثب اؿٕه ثُشَ َىي ي دًٕوي ثب٭ض ىاٙشٍ اوي ي ٔپئڂَ  َبْ ٵََىڀسمبٓ ثب

无数记录表明，伊斯兰教进入波斯后，伊斯兰艺术也展现出萨珊艺术的特性，这种
变化主要通过波斯艺术家们，他们将精美的几何图案概念化和公式化（Nasr，
1974）。这种发展是由于阿拉伯社会的艺术遵循着伊斯兰规则，从而导致萨珊几
何图案的演变并最终成为伊斯兰文化中最重要的艺术形式。奢侈品的兴起导致了萨
珊纹样向纺织业的转移，在萨珊王朝倾覆后的数百年间，这种纺织品一直在生产。
阿拉伯人征服萨珊领土，也传播了伊斯兰艺术，虽然它也是模仿萨珊艺术。举个例
子，在阿巴斯王朝，哈里发服饰的设计与萨珊王朝国王服饰极为相似。萨珊文化是
一种开拓创新，包容万象的文化。本书表明，正因为印度横亘亚洲大陆，通过丝绸
之路连接着伊朗和中国，伊朗、印度和中国才建立了长期合作关系，拥抱彼此的文
化。 

Innumerable records have shown that after Islam made an entry into Persia, Islamic art 

was displayed in Sasanian art properties mainly through Persian artists who 

conceptualized and formulated beautiful geometric pattern (Nasr, 1974). These 

developments occurred because of Islamic rules pertaining to art in Arab society which 

led to evolution of the Sasanian geometric patterns. These eventually became the most 

significant art forms in Islamic cultures. Luxury products led to the transfer of Sasanian 

patterns into textiles which were made for centuries after the collapse of the Sasanian 

Empire. The Arab conquests of Sasanian territory spread Islamic art which 

emulated Sasanian art. One example is the design of Abbasid Khalifah (King) cloth in 

Abbasid Dynasty which were similar to the Sasanian Kings. Sasanian culture was a 

pioneering, innovative, and inclusive culture. This book highlights how India had a 

continent-crossing position between Iran and China, through Silk Road. Iran, India and 

China branded a long-standing relation to embrace each others culture, hence it 

established a linkage between India and China with Iran in the Sasanian era. 
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Figure 187. Sasanian, Chinese, Indian and Islamic products with Sasanian design have used in this book. 
 وٓ ثٍ ثٖٕبٍْ ٕبٕبكٓ ثب ٥َاڅٕيار هًى  ٍا ي َىي سًؿٕه ٽٍ  إزآٙپبٍ ډٓ ٽىي أه  ٽشبة ٔه أپٓ اُ وپبسٓ ٽٍ 

 كٓ ٥َأي سًان ى ډٓ ٽَىٌ اوي ٽٍ ډٓ ثًىوي ٝبىٍدبٍٕٓ ي َىَ كٓٽٍ ډَٞٳ ٽىىيځبن ٭لاٹٍ ډىي ثٍ ٥َااُ ٽًٍَٚب 
َٕاډٕټ ٽىىيځبن څٕي سً  ډظبڃ ثٍ ٭ىًان  ىاٙشٍ إز؛ طَٕ سإ  َٙٷډٕپٓ  ي َٕاْ  دبٍؿٍ اڅٕيار سً  ؿڂًوٍ ثَوٕٓبٕب

 ډٓ ٽَىٌ ي آوُب ٍا ثٍ ٽًٍَٚبْ ثٖٕبٍْ ٝبىٍ ډٓ ٽَىٌ اوي هًى إشٶبىٌ څٕيار سًْ ٍي  ثَٕبٕبوٓ كٓ ٥َاُؿبوڂٚب ا
 ٝبىٍ  (AD. 45سًَٞٔ) ثٍ ّاده وٓ ٕبٕبكٓ ثب ٥َاػٓ ٽٍ وٖبي َمـىٕه ىٍ سًڅٕيار وٖبػٓ ؿٕه ٹبثڄ ډٚبَيٌ إز 

، E ،53.C ،54.C.44سًَٞٔ)إز  هشٍٵَيډٓ  ثِٕاؤ ثٍ ډَٞ ي وٓ ٕبٕبكٓ ٥َاثبي َىي ډلًٞلار هًى ٍا   ډٓ ٙيٌ
94.D ،115.A.) اُ  (.ڇ1911–1644 )ؿٕىڀُډبن ىيىډبن   َب ىٍ ؿٕىٓ   ىَيډٓ  ٽٍ وٚبن يػًى ىاٍى څجٓ  ډًٍى ػب
 ډٮبَٝ  ىٍ ډًٍى ي ٝبىٍ ډٓ ٽَىٌ اوي  ( C.122سًَٞٔ ) َىي  ي ثٍ  ٽَىٌ   إشٶبىٌػٓ وٖبڅٕي سًْ ثَاوٓ  ٕبٕبْاڅڂً

 . ٕزٝبىٍ ٙيٌ ا (A.122) ثٍ ّاده ٔڂَْى

因此，印度和中国在萨珊帝国时期与伊朗建立了良好的关系。本书的重点是，中国
和印度生产的具有萨珊设计风格的产品出口到了诸多国家，这些国家的消费者对波
斯设计和艺术颇有兴趣。我们可以看到萨珊设计是如何影响东方的织物和陶瓷生产
的，比如长沙窑的制造商便在产品上采用波斯设计以出口到更多国家。中国生产的
带有萨珊设计的纺织品出口到了日本（图 45 A、45D）；印度将具有萨珊风格的
产品出售到埃及和拜占庭（图 44E，53C，54C，94D，115A）。有趣的是，一些
例子表明清朝时期（公元 1644 年至 1911 年）的中国人采用萨珊图案生产织物并
出口到印度（图 122C），同一时期也有织物出口到日本（图 122A）。 

The crux of this book is that production of China and India embodied with Sasanian 

design were exported to many countries wherever consumers were interested in 

Persian design and art. One can see how Sasanian design influenced the fabric and 

ceramic productions of East; as Changsha manufacturers used Persian design on their 

productions for exporting to many countries. China was exporting textile with Sasanian 

designs to Japan (Figs. 45 AD); and India sold its products influenced by Sasanian design 

to Egypt and Byzantium (Figs. 44E, 53C, 54C, 94D, 115A,). There are interesting cases, 

showing the Chinese culture at the time of Qing dynasty (1644–1911CE). During this 

time, Sasanian pattern was used to produce textile and exported to India (Fig.122C) and 

in another contemporary case to Japan (Fig.122A).  
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 ڇ ي ډَىثمجئٓ ډَىڇ َىي ىٍ ډٕلاىْ،  21 ي 19 ْٽٍ ىٍ ٹَن َبآوُب ىاٍى   آځبٌ ثًىنوٚبن اُ  َب ؿٕىٓ كَٽز ٔها
 ؿبوڂٚب ي ْ َبډٕټ ىٍ ډًٍى َٕاسلٺٕٸ، ٕبڃ 8 ٽشبة كبٝڄ ٔها  . ٭لاٹٍ ډىي َٖشىيوٓ ٕبٕبكّٓاده َىًُ ثٍ ٥َا

.ډٓ ثبٙي ىٍ ىاوٚڂبٌ ًَوبن ؿٕهٵََىڀ   

这表明，19 和 20 世纪的中国人就知道，生活在孟买的印度人和生活在日本的日本
人仍然对萨珊设计兴趣浓厚。本书是在湖南大学 8 年来对长沙窑和中国文化研究
的成果。 

These show that Chinese were aware that in 19th and 21st centuries, people in Bombay 

and Japan were still interested in Sasanian design. This book is the result of 8 years of 

research conducted extensively on Changsha ceramics and Chinese culture at Hunan 

University. 

Figure 188. Naghshe Rostam, Sasanian, Iran. 
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( 1374َٕٙاُ، ثىٕبى ٵبٍٓ ٙىبٕٓ،  )س١ًٕق ي سلٍٕٚ اُ ډىًٍٞ ٍٕشڂبٍ ٵٖبٔٓ  (ثَ إبٓ ډشه ډٞلق څٖشَوؾ ي وجپچٖه )اثه ثچوٓ، ٵبٍٕىبډٍ اثه ثچوٓ 
  1345سَػمٍ ىٽشَ ػٮٶَ ٙٮبٍ، اوشٚبٍار ثىٕبى ٵََىڀ أَان، . ًٌٍٝ الاٍٟ. اثه كًٹڄ

 1349ډٖٮًى، اوشٚبٍار ثىٕبى ٵََىڀ أَان، . اثه ٵٺٍٕ َمياوٓ ، اثًثپَ اكميثه إلبٷ،سبٍٔن ػٲَاٵٕبٔٓ أَان، سَػمٍ ډوشَٞ اڅجچيان، سَػمٍ ف

 (1349اوشٚبٍار ثىٕبى ٵََىڀ أَان، سَُان،  )اثًاڅٶياء، سٺًٔڈ اڅجچيان، سَػمٍ ٭جياڅملمي آٔشٓ، 

( 1388سَُان، دْيَٚپيٌ ثبٕشبن ٙىبٕٓ، )إمٮٕچٓ  ػچًىاٍ، ډلمي إمب٭ٕڄ ي كٖٕه سًٵٕٺٕبن، ځِاٍٗ ٵٞڄ ايڃ ٽبيٗ ثبٕشبن ٙىبٕٓ ىٍ ثىيٍ ډبََيثبن، 
ډَيٍْ ثَ َِاٍان ٕبڃ : ډٺبڅٍ ډٺبڅٍ اْ ىٍ ٽشبة اوٖبن ي ىٍٔب. َٕٕاٳ ي ػبٔڂبٌ آن ىٍ ثبٍُځبوٓ ثٕه اڅمچچٓ ىٍ ػُبن ثبٕشبن: إمٮٕچٓ  ػچًىاٍ، ډلمي إمب٭ٕڄ

اوشٚبٍار ډًٌُ ډچٓ أَان ي ٕبُډبن ثىبىٍ ي ىٍٔبوًٍىْ، )ٵَٔيين ثٕڂچَْ، ٭جياڅمؼٕي وبىٍْ ثىٓ ي ٭چٓ َْثَْ : ځَىآيٍويځبن.  . ٍاث٦ٍ اوٖبن ي ىٍٔب ىٍ أَان
1398  )

 ځَىَمبٔى وُمٕه ډٺبلار ىٍ ډؼمً٭ٍ« ( Iٽبيٗ ىٍ سَاوٍٚ: ثو٘ ايڃ)ځِاٍٗ ډٺيډبسٓ ٽبيٗ وؼبر ثوٚٓ ىٍ َٕٕاٳ » إمٮٕچٓ  ػچًىاٍ، ډلمي إمب٭ٕڄ، 

 (1390سَُان، دْيٙپيٌ ثبٕشبن ٙىبٕٓ،  ) .أَان ٙىبٕى ثبٕشبن ٕبلاوٍ

 (1385سَُان، دْيَٚپيٌ ثبٕشبن ٙىبٕٓ، )، ځِاٍٗ ٵٞڄ ايڃ ٽبيٗ ثبٕشبن ٙىبٕٓ ىٍ ثىيٍ َٕٕاٳ، ---------

( 1394سَُان، دْيَٚڂبٌ ډَٕاص ٵََىڂٓ ي ځَىٙڂَْ، )، دْيَُٚبْ ثبٕشبوٚىبٕٓ هچٕغ ٵبٍٓ، ثىيٍثبٕشبوٓ  َٕٕاٳ، -------------
ډلمً٭ٍ اوشٚبٍار اىثٓ ي سبٍٔوٓ ډًٹًٵبر ىٽشَ  )سٖشَْ ثٍ ٽًٙ٘ أَع اٵٚبٍ... ډلمي ثه ٕٮيثه ٭جيا: ا٦ٝوَْ، اثًإلٸ اثَإَڈ، ډٖبڅټ اڅممبڅټ، سَػمٍ

ٍ ِٔىْ، ٙمبٌٍ    (1927اوشٚبٍار ٝيٍ، )ي  (1373، سَُان، 52ډلمًى اٵٚب

ثًَُٙ، )، سَػمٍ ٕٕي ١ٕبء ډٞچق؛ س١ًٕؼبر ي سٮچٕٺبر ٱلاډلٖٕه و٪بډٓ، (ځِاٍٗ كٶبٍْ َب ي ډ٦بڅٮبر ثبٕشبوٚىبٕٓ)ډبډًٍٔز ىٍ ثىيٍ ثًَُٙ.دِاٍ، ډًٍٔٔ
( 1384َٙي٫، 

اٙپبڃ اڅٮبڅڈ، ووٖشٕه ػُبوڂَى ػٲَاٵٓ وڂبٍ أَاوٓ، سَػمٍ ٭چٓ ثه ٭جياڅٖلاڇ ٽبست، ثب ډٺيډٍ ي سٮچٕٺبر ٵَٕيُ ډىًٍْٞ، اوشٚبٍار .ػُٕبوٓ، اثًاڅٺبٕڈ ثه اكمي
 ، 1368إٓشبن ٹيٓ ١ًٍْ، ؿبح ايڃ، 

ٍ ْ ثُٚشٓ ىٍ ىٍياٌُ ػىُڈ» (1)ٕٕي اكمي،. كٖٕىٓ ٽبٍُيوٓ ٍ ْ » ځٶشبٍ دىؼڈ ىٍ ثًَُٙ َُٙ آٵشبة ي ىٍٔب« اُ َٕٕاٳ ىٍ ٵَاُ ي ٵَيى ُډبن، ٵ١َ  15ډلمً٭
 (1384اوشٚبٍار څٕبن، سَُان، )« ډٺبڅٍ دَٕاډًن ثًَُٙ ي ثَهٓ اُ ثىيٍَبْ ي ػِأَ هچٕغ ٵبٍٓ

ٍ ْ » ػٲَاٵٕبْ سبٍٔوٓ ي ٕٕبٕٓ ډى٦ٺٍ ٭ٖچًٍٔ، ىٍ ىٍ ثًَُٙ َُٙ آٵشبة ي ىٍٔب(2)،----------------  ډٺبڅٍ دَٕاډًن ثًَُٙ ي ثَهٓ اُ ثىيٍَبْ 15ډلمً٭
( 1384اوشٚبٍار څٕبن، سَُان، )« ي ػِأَ هچٕغ ٵبٍٓ

( 1337.سَُان ، اوؼمه آطبٍ ي ډٶبهَ ٵََىڂٓ، ثٓ سب)ٕمٖبٍ، ډلمي كٖه،ػٲَاٵٕبْ سبٍٔوٓ َٕٕاٳ،
( 1348سَُان، اوشٚبٍار ثىٕبى ٵََىڀ أَان، )َُٙٔبٍ ٍاډَُډِْ، وبهيا ثٍِٿ،٭ؼبٔت َىي، سَػمٍ ډلمي ډچپِاىٌ،

 (1388سَُان، ىإشبن َٕا، )، (اُ ثىيٍ َٕٕاٳ سب ٽىڂبن ي ٭ٖچًٍٔ)سبٍٔن هچٕغ ٵبٍٓ : اُ ډَيأٍي سب وٶز. ٥بََْ، اډ١ٍَٕب

 (1370سَُان، وَٚ اڅجَُ، )ٽشبة اڅوَاع، سَػمٍ ي سلٺٕٸ ىٽشَ كٖٕه ٹٌَ ؿبوچً، .ٹياډٍ ثه ػٮٶَ، اثًاڅٶَع

ٓ ٵََىڂٓ ؿبح ووٖز: ػٲَاٵٕبْ سبٍٔوٓ َُٕډٕه َبْ هلاٵز َٙٹٓ، ډشَػڈ. څٖشَوؾ، ځبْ  1383: ، ؿبح َٚشڈ1337. ډلمًى ٭َٵبن، سَُان، اوشٚبٍار ٭چم
  (1337. ثىڂبٌ سَػمٍ ي وَٚ آطبٍ، سَُان)

( 1344سَُان، ثىڂبٌ وَٚ ي سَػمٍ ٽشبة، )ډٖٮًىْ، اثًاڅلٖه ٭چٓ ثه كٖٕه، ډَيع اڅٌَت ي ډٮبىن اڅؼًََ، سَػمٍ ْ اثًاڅٺبٕڈ دبٔىيٌ، 
سَُان، .  ؿبح ىيڇ1361إٶىي . اكٖه اڅشٺبٕٕڈ ٵٓ ډٮَٵٍ الاٹبڅٕڈ، سَػمٍ ىٽشَ ٭چٓ وٺٓ ډىِيْ، ؿبح ٽبئبن، ع ايڃ. ډٺيٕٓ، اثً ٭جيالله ډلمي ثه اكمي

 1385. اوشٚبٍار ٽًډ٘

( 1362وبَٙ ٽشبثوبوٍ ٥ًٍُْ، سَُان،  )كييىاڅٮبڅڈ ډه اڅمَٚٷ اڅٓ اڅمٲَة، ثٍ ٽًٙ٘ ډىًؿَُ ٕشًىٌ، .ډًڅٴ وبډٮچًڇ
 (.سَُان، اوشٚبٍار آٍٔب،   ثٓ سب)ثبٍُځبوٓ ىٍٔبٔٓ ٕبٕبوٕبن، سَػمٍ ځًٕ آٹبٕٓ، ؿبح ٽشٕجٍ، .يأشُبيٓ، ىًٔٔي ي ئچٕبډٖه، آويٍي

( 1395سَُان، دْيَٚڂبٌ ډَٕاص ٵََىڂٓ ي ځَىٙڂَْ، )« ثىبىٍ ځًاوؼً، ؿًاوؼً، هبوؼً» يطًٹٓ، ډلميثبٹَ، ډَٕاص ىٍٔبوًٍىان أَاوٓ ىٍ ثىبىٍ ؿٕه
  1362ٔبٹًر كمًْ، ثَځِٔيٌ ډٚشَٻ ٔبٹًر كمًْ، سَػمٍ ډلمي دَئه ځىبثبىْ، ډًٍٕٖ اوشٚبٍار اډَٕ ٽجَٕ، سَُان، 

 1387آًٍ  20. ٍٕ َِاٍ ٕبڃ ىٍٔبوًٍىْ أَاوٕبن، ډؼچٍ ٝىٮز كمڄ ي وٺڄ(1387)ٽبدٕشبن ډلمي١ٍب ٍيٙىيڅٓ  

.  اسٚبٍار إٓشبن ٹيٓ ١ًٍْ. ٕٕي ډلمي ډًٕٓ َبٙمٓ ځچذبٔڂبوٓ. سَػمٍ . َىَ ىٍ إٕٓبْ ډَٽِْ (1380)ډبوِي، ّان دبڃ 
 https://iranatlas.info/other/afrasiab-painting.htmٕمَٹىي - وٺبٙٓ َبْ اٵَإٕبة

 /https://ghomashin.ir/sasanians-and-egyptians-fabric. ثٍَٕٓ دبٍؿٍ َبْ ٕبٕبوٓ ثب دبٍؿٍ َبْ ډَْٞ. (2019)اډَٕكٖٕه ٝىب٬ٔ 

. سَُان. ٽچَُ- اوشٚبٍار ىاوٚڂبٌ اڅََِا  . ىٍآډيْ ثَ إ٪ًٌٍ َبْ ي ومبىَبْ أَان ي َىي ىٍ ٭ُي ثبٕشبن (1385)ىاىيٍ، اثًاڅٺبٕڈ ي ډىًٍْٞ، اڅُبڇ 
ٍ ْ ډل٥ًٍ ډٕلاػَى، و٦ىِ: ٵََىڀ ٭َٞ آَه ىٍ ثو٘ ػىًثٓ ډَٽِ ٵلار أَان (1387)ٵُٕمٓ، كمٕي   45ٙمبٌٍ . ځِاٍٗ ډٺيډبسٓ ثٍَٕٓ إٙبء ثبُٔبٵش

 http://persianshid.blogfa.com/category/28سبطَٕ ډًٕٕٺٓ ػُبوٓ أَان ثَ ډًٕٕٺٓ ا٭َاة ٙجٍ ػٌَِٔ . (1392)ًٙٙشَان، ډلمي٭چٓ
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