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German scientists are for some reason inaccessible to Mongolian readers. Therefore,
the publication of the book written by Professor Erdenetsog should be qualified as an
important event because it provides a vast panorama of the historical development of
Mongolian art divided into some periods and studied in great detail.

Now, we are going to consider some basic positions of this book and add several
comments that help to understand its core 1dea in a better way.

A comprehensive introduction opens with substantiating the relevance of the topic.
It also comprises a formulation of the basic research tasks of this book. There are eight in
number which is quite unusual. On the other hand, this helps the author to concentrate on
investigating a very wide range of issues within a framework of one single monograph
which unifies them through the notion of a “color system”. To summarize, the main goal
consists of studyingthereasonsas well as different aspects of the forming and subsequent
evolution of this phenomenon over a long historical period from ancient times until
nowadays. Along with this, the author provides the reader with a comprehensive survey of
publications divided into several sections according to their content. This approach helps
to establish some basic priorities for further research, although sometimes omissions and
gaps are inevitable.

Taking into account the importance of the research initiated by Professor Erdenetsog,
we can list some other books that are of considerable use in their context. As to the various
surveys of modern Mongolian art, of note are some important publications along with the
book by Lomakina (omitted in the text, it is mentioned, nevertheless in the bibliographical
list, number 189). Among them, there are research publications by J. Schulze (1979), I.
Rinchen-Habaeva (2005) and K. Tchutcheva (2001) which provide us with a great amount
of useful information concerning the evolution of the local artistic tradition in the 20th
century. In the same way, the ground-breaking book by Johannes Itten, who taught in
Bauhaus in the 1920s, is of great use for a better understanding of the color perception
problem. Published in 1961 and since then re-edited in many languages, it is highly
estimated as a guide to the nature of color combinations as a basic phenomenon in fine art.

The first chapter of the book deals with a color perception typical of Mongols and
its dependence upon some features of the Mongolian natural landscape. Professor
Erdenetsog was absolutely correct when he established a profound connection between
the color system of Mongolian painting in general and the natural as well as climatic
conditions of the country. As it seems to us, this statement needs to be developed further
because this could lead to the understanding of more fundamental patterns of Mongolian
artistic consciousness, i.c., the creative mind which was deeply influenced by some
specific features of local atmosphere and light conditions. Necessarily, this approach
should be based on a fundamental scientific groundwork which must include a survey
of theoretical as well as historic research in this field. We can even label this issue as
a study of the specific “Mongolian way of feeling art forms” (Bruckmann, 1931). It
should also be noted that such an analytical approach has its roots in the 18th century when
J. Winkelmann, founder of art history as an academic discipline, contemplated the various
forms of influence produced by the beneficial Greek climate on Classical art.

The principle of “geographic determinism” was further developed inresearch conducted
by the French Positivist historian and philosopher Hippolyte Adolphe Taine. As is well-
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At the same time, Professor Erdenetsog succeeded in establishing the idea that color
perception had never been constant and unchanging. Since the meanings of different
colors were overlapping having many common elements, this inevitably led to the
further development of the semantic fields of each color.

The second chapter of the monograph deals with the problem of the interaction of
native Mongolian artistic tradition with the other ones during the large-scale invasions
in the 13th century and the subsequent incorporation of the new territories mnto the
Great Empire of Mongols. Due to the newly established cultural interconnections, the
color system of Mongolian art experienced a considerable evolution while obtaining
new symbolic values. Professor Erdenetsog also emphasized the role of Buddhism in
this process which had been considerably accelerating since the late 16th century. From
that time, many Buddhist monasteries had been established on the territory of Mongolia
which, in turn, led to the radical transformation of its religious as well as cultural
life. In this respect, the investigation of Buddhist religious ritual is of especially great
significance because it included a kind of theatrical performance called Zama. Being a
mysterial spectacle, zamas had a very elaborate scenography in the form of theatrical
masks and richly decorated costumes.

As it seems to us, this part of the monograph could be considerably expanded due to
the study of the phenomenon of zamas in greater detail. Accurate research of its further
development should lead us to the formation of the early Mongolian national theatre in
the 19th century and, thereafter, its consequent evolution in the next century which could
provide rich material concerning the color system.

The last chapter, entitled “Color System in the Works of the Traditional Painting”,
deals with icon painting and traditional Mongol zurag style, although it also includes a
large section dedicated to casel painting and its evolution in Mongolian art of the 20th
century. Professor Erdenetsog with good reason considered the borrowed principles of
pictorial representation and new color schemes as a modern alternative to the traditional
color system of Mongolian art. This new approach which demanded to convey the
atmospheric effects in the most precise way impressed greatly the color perception of
many Mongolian painters. During the 20th century, the local artistic school experienced
a strong influence on the part of European and Russian Impressionism as well as other
Modernist movements (OpasHauor, 1999, 141-145). As an especially good thing, we can
point out the in-depth and, at the same time, subtle analysis of artistic merits in many
well-known artworks created by prominent Mongolian artists. Eventually, they managed
to work out a specific pictorial style that combined essential elements of traditional
Mongolian art with the newly borrowed representative principles of various Modernist
movements. In our opinion, this process is of particular interest because it testifies to
the persistent striving for the national Mongolian identity in the sphere of artistic activity
(Spmuauor, 1999, 148- 149). It’s also important to note that the retumn to the native
Mongolian color system in the art of the mid-20th century didn’t contradict the principles
of modernism and even stimulated this process to some extent. This is clearly visible in
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