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This article analyzes the traditional technological processes of ceramic
production in the Rishtan pottery school based on historical and
ethnographic sources. The study examines local raw material resources,
clay preparation techniques, methods of shaping pottery, drying
technologies, preparation of engobe (base coating) and glaze layers, as well
as firing processes in traditional kilns. Particular attention is paid to ethno-
territorial factors that influenced the quality, form, and artistic
characteristics of Rishtan ceramic products. The research contributes to a
deeper understanding of the place of the Rishtan pottery school within the
broader system of Central Asian craft traditions and highlights the
distinctive technological knowledge preserved by local artisans.
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INTRODUCTION

Central Asia has long been recognized as one of the
major centers of traditional craftsmanship, and
pottery has played a significant role in both the
material and spiritual culture of the region’s
population. In particular, the Fergana Valley has
historically been distinguished as a region with
well-developed traditions of ceramic production.
Among the pottery centers of this region, the
Rishtan pottery school occupies a special place due
to the high quality of its products, rich decorative
styles, and advanced production technologies.

Archaeological discoveries and  historical-
ethnographic evidence indicate that pottery
production in the Rishtan area dates back to very
early periods. Ceramic production here evolved

not only as a means of satisfying everyday
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domestic needs but also as an important branch of
local economic activity. By the late nineteenth and
early twentieth centuries, Rishtan had become one
of the major pottery production centers not only in
the Fergana Valley but across Central Asia. During
this period, hundreds of craftsmen were active in
the region, and locally produced ceramics were
distributed to distant markets.

The development of the Rishtan pottery school
was largely supported by local natural resources,
particularly the availability of high-quality clay
deposits. The locally known red clay called Hoki
Surkh enabled artisans to produce durable yet
refined ceramic objects. In addition, natural
minerals used in pigment and glaze preparation
played a crucial role in forming the distinctive
color palette and decorative styles of Rishtan
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ceramics. As a result, Rishtan pottery became
recognizable for its harmonious combination of
blue, turquoise, green, and brown tones,
distinguishing it from other pottery traditions in
the region.

At the same time, Rishtan craftsmen managed to
preserve technological knowledge formed over
centuries of practice. Clay preparation, shaping,
drying, glazing, and kiln firing processes were
carried out according to well-established
procedures and rules, each stage directly
influencing product quality and durability.
Particularly noteworthy are techniques such as
gradual drying known locally as the ko‘ktarosh
method, preparation of transparent alkaline
glazes, and specific methods of arranging ceramics
within the kiln—features that represent
distinctive technological characteristics of the
Rishtan pottery tradition.

Although the influx of factory-made goods into
regional markets at the beginning of the twentieth
century caused a decline in traditional pottery
production, Rishtan craftsmen continued efforts to
preserve their skills and traditions. Following
Uzbekistan’s independence, these traditions
experienced a revival, and Rishtan once again
emerged as an important pottery center.
Nevertheless, systematic academic study and
technological analysis of traditional production
processes remain an urgent task.

The aim of this article is to analyze the traditional
technological processes of ceramic production in
the Rishtan pottery school based on historical and
ethnographic sources. The study examines raw
material resources, clay preparation methods,
shaping and drying techniques, preparation of
engobe and glaze layers, as well as kiln firing
processes. It also explores ethno-territorial factors
influencing product form and quality.

The results of this research contribute to clarifying
the position of the Rishtan pottery school within
the broader system of Central Asian craft
traditions and provide a basis for reassessing
traditional technological knowledge through
modern academic approaches.

METHOD

Raw Material Base and Clay Preparation
Traditions in Rishtan
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The formation and development of the Rishtan
pottery school were largely determined by the
natural conditions of the region, particularly the
availability of high-quality clay suitable for ceramic
production. While raw materials play an important
role in many crafts, in pottery the quality of clay is
one of the primary factors determining the
durability, refinement, and long-term usability of
finished products.

In the Rishtan area, potters traditionally used clay
extracted from a deposit locally known as
Tuprogxona, commonly referred to by residents as
Hoki Surkh, or red clay. The key characteristics of
this clay are its plasticity and softness. Such
properties made it convenient for shaping vessels,
while also reducing the likelihood of cracking
during drying and firing processes. As a result,
Rishtan ceramic products became known for their
thin walls, refined forms, and visually light
appearance, distinguishing them from pottery
produced in other regions.

In other pottery centers of the Fergana Valley,
additional materials were often mixed into clay in
order to strengthen its structure. For example,
potters in G‘'urumsaroy and Shahrixon commonly
added reed ash or other tempering substances,
resulting in thicker vessel walls. In contrast, the
naturally high quality of Rishtan clay made such
additives largely unnecessary. This difference
significantly influenced the final form and
appearance of ceramic products from various
regions.

Ceramic production depended not only on clay
itself but also on various mineral resources
required for pigment and glaze preparation.
Historical evidence indicates that Rishtan potters
obtained certain minerals from neighboring areas.
For instance, gilbo‘ta was brought from the Isfara
region, while red coloring materials such as jousha
and mag‘l were transported from Chorku. Copper,
used for producing green pigments, was
sometimes sourced locally and at other times
supplied through trade networks centered in
Kokand. These materials later became essential
components in pigment and glaze preparation.

The process of preparing clay followed a well-
established sequence of procedures. First, clay
extracted from the Tuprogxona deposit was
cleaned, and stones or other coarse impurities
were removed. It was then mixed with water and
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repeatedly kneaded and softened. This process
ensured uniform consistency and facilitated the
shaping of vessels on the potter’s wheel.

After preparation, clay was divided into portions of
suitable size and stored for later use on the wheel.
Potters often used specific local terms for these
prepared clay portions and employed them
gradually during production. Craftsmen were well
aware that properly prepared clay directly
influenced the final quality of ceramic products.

Another important feature of clay preparation in
Rishtan pottery was the craftsmen’s ability to
sense and evaluate the properties of clay.
Experienced masters could determine which clay
was suitable for particular types of vessels. For
example, very fine clay was selected for producing
thin-walled bowls and plates, while denser clay
was preferred for larger and heavier vessels.

Thus, the availability of high-quality natural clay
deposits played a decisive role in the formation of
the Rishtan pottery school. This resource enabled
craftsmen to produce elegant, lightweight, and
durable ceramic wares, contributing to the
widespread reputation of Rishtan pottery across
different regions.

Local Characteristics of Shaping and Drying

Technologies in Rishtan Pottery

One of the features that distinguishes the Rishtan
pottery school from other ceramic production
centers lies in the traditional techniques applied
during the shaping and drying stages of
production. These processes determined not only
the external appearance of ceramic wares but also
their durability and long-term usability.

The shaping of pottery vessels was primarily
carried out on the potter’s wheel. Workshops in
Rishtan commonly employed a two-stage wheel
process: the main body of the vessel was first
shaped on one wheel, while the lower part—
namely the base or foot, locally known as the
poshna—was formed separately in a subsequent
stage. This technique allowed craftsmen to achieve
precise shaping and maintain the balance of the
vessel. After the main body was formed, it was left
to partially dry before the base was added during
the second stage of production.

The shaping process itself largely depended on the
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experience and manual precision of the master
craftsman. Each potter developed a distinctive
working style, and even artisans working within
the same workshop produced vessels that differed
slightly in proportions and forms. These variations
were often connected to the individual tools used
by craftsmen, particularly the smoothing
instrument known locally as the mola, which was
employed to refine vessel surfaces. Since each
master crafted and adjusted this tool according to
personal working preferences, subtle differences
appeared in the final shapes of the products.

Rishtan ceramic wares, especially bowls and large
plates, were widely known for their thin vessel
walls. While this characteristic was partly due to
the natural plasticity of local clay, the shaping
techniques of craftsmen were equally important.
During wheel operation, potters rotated the clay
rapidly while gradually lifting the vessel walls with
their fingers, ensuring uniform thickness
throughout. As a result, vessels typically featured
wide interiors with relatively thin and elegant
walls.

After shaping, proper drying became a critical
stage influencing product quality. If vessels dried
too quickly or under unsuitable conditions, cracks
could develop and shapes could deform. To
prevent such problems, Rishtan craftsmen applied
a traditional drying technique locally known as the
ko‘ktarosh method.

According to this method, newly shaped vessels
were not exposed directly to sunlight but instead
dried slowly shaded and relatively cool
environments. This allowed all parts of the vessel
to dry evenly, significantly reducing the risk of
cracking. The method was particularly important
for thin-walled bowls and plates, which were more
vulnerable to deformation during drying.

in

The drying procedure for porcelain-like fine wares
differed slightly. After shaping on the wheel],
vessels were briefly exposed to sunlight for one or
two hours, allowing the outer surface to firm up,
and were then transferred to cooler shaded areas
where they dried slowly over approximately two
days. This method enabled moisture to escape
gradually from the interior, resulting in stronger
and less crack-prone vessels.

Special attention was also paid to the arrangement
of vessels during drying so that they did not touch
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each other. Craftsmen carefully positioned the
wares to ensure sufficient air circulation between
them, allowing uniform drying conditions
throughout the batch.

The form and size of each vessel also influenced
drying duration. For instance, wide plates and
large bowls required longer drying periods
compared to smaller vessels. Experienced masters
determined when products were ready for the next
production stage by observing changes in surface
color and texture rather than relying solely on
fixed time intervals.

In general, Rishtan craftsmen conducted shaping
and drying processes based on deep practical
experience accumulated over generations. The
proper execution of these stages formed the
foundation for subsequent processes such as
glazing and kiln firing, directly influencing the final
quality of ceramic products.

Technology of Engobe Application, Pigment
Preparation, and Decorative Painting: Practical
Experience of the Rishtan School

One of the most important stages in ceramic
production within the Rishtan pottery school
involves the application of the base coating
(engobe), preparation of pigments, and decoration
of vessel surfaces. It is precisely at this stage that
an ordinary ceramic object is transformed into an
artistic product. For Rishtan craftsmen, the
aesthetic appearance of color and ornamentation
was considered just as important as the form of the
vessel itself.

According to potters’ experience, if the base
coating was not properly applied, subsequent
painted colors could appear dull, or surface defects
could emerge after glazing. For this reason, the
preparation and application of the engobe layer
were carried out with particular care.

Traditionally in Rishtan, a colorless engobe
prepared from alkaline substances and white stone
materials was widely used. Once applied to the
vessel surface, this coating enhanced the
brightness and clarity of painted decorative motifs.
In later periods, colored engobes prepared using
lead compounds, gilbo‘ta, and other minerals also
came into use.

Craftsmen ground mineral substances in special
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stone containers until they reached a fine powder
consistency, which was then mixed with water to
obtain a liquid coating material. This mixture was
evenly applied to vessel surfaces, while
experienced masters adjusted the thickness of the
coating depending on the type and intended
function of the vessel.

According to the renowned Rishtan master Alisher
Nazirov, the true aesthetic appeal of pottery lies in
the harmony of colors. He noted that the dominant
color palette of the Fergana Valley pottery
tradition is based on shades known locally as
lajvard, encompassing blue and blue-green tones.
The combination of these hues with brown and
violet shades distinguishes Rishtan ceramics from
other regional pottery schools.

Pigment preparation also required considerable
expertise. For example, blue pigments were
obtained by grinding the mineral lajvard, while
black tones were produced using a substance
known as mag’l. Green pigments were derived
from copper that had been fired in kilns. After
firing, a blackened layer formed on the copper
surface, locally called posqoloq . This material was
crushed, sieved, and mixed with water to produce
green coloring agents.

When darker or deeper shades were needed,
craftsmen mixed mag‘l with lajvard. Light blue
tones were achieved by diluting lajvard pigments,
while brown hues were prepared by mixing mag’l,
jousha, and gilbo‘ta. In this way, craftsmen
adjusted pigment compositions according to
desired color effects.

Decorative painting itself was highly developed
within the Rishtan pottery tradition. Two principal
techniques were employed: hand painting
(galami) and stamping (bosma). In the qalami
method, motifs were drawn manually onto vessel
surfaces using special brushes often made from
goat hair. Each master typically prepared personal
brushes suited to individual working preferences,
leading to recognizable stylistic differences in
ornamentation.

In the bosma technique, patterns were applied
using improvised stamps or molds, sometimes
made from gourds, carrots, or other vegetables.
This method allowed simpler decorative motifs to
be applied quickly and efficiently.
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In Rishtan ceramics, ornamentation served not
only decorative purposes but also conveyed
symbolic meanings. For instance, pomegranate
motifs symbolized abundance and prosperity,
while representations of peppers or knives were
believed, according to popular belief, to protect
households and their inhabitants from evil forces.
Researcher M. Rahimov notes that well-known
masters Holmat Yunusov and Mamasoli
Mamadaliev often placed knife or knife-sheath
motifs in the central part of vessels specifically as
protective symbols.

Other common decorative elements included
motifs inspired by fish, camels, bird wings, ram
horns, and camel eyes. These motifs reflected
ancient beliefs and aspects of the everyday life of
local populations and were preserved through

generations of craftsmen.

Among the masters particularly recognized for
their artistic achievements were Mahmudbek, Usta
To‘xta, Madamin Okhun-Chinnipaz, Boyniyozmat,
Matyoqub G‘oziyev, O‘lmas Ortigboev, Abdulla
Qosim Boltaboy, and Boysalim Ko‘zagar. Their
works are distinguished by a refined balance
between color selection and ornamental
composition.

Thus, Rishtan craftsmen elevated the decorative
stage of pottery production beyond mere
technological necessity, transforming it into a form
of artistic expression enriched with aesthetic and
symbolic The harmony of color,
ornament, and composition remains one of the
principal factors distinguishing the Rishtan
pottery school from other ceramic centers of
Central Asia.

meanings.

Glaze Application and Kiln Firing Technology:
The Final Stage of Production in Rishtan
Pottery

In the Rishtan pottery school, the most critical
stage of ceramic production was the application of
the final glaze layer and the firing process in
traditional kilns. It was during this stage that the
results of all previous labor became visible. Any
mistake made during firing could lead to cracking
of vessels, burning of the glaze surface, or fading of
decorative colors. For this reason, Rishtan
craftsmen managed kiln operations with
exceptional care and accumulated experience.
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The final glaze layer, locally referred to as tepasir,
was applied after decorative painting had been
completed. This layer smoothed the vessel surface,
enhanced the brightness of colors, and improved
resistance to moisture and water absorption. In the
late nineteenth and early twentieth centuries, a
transparent alkaline glaze was widely used in
Rishtan, and craftsmen referred to this technique
as safedpaz . This glaze type was valued for its
ability to preserve the clarity and brightness of
decorative motifs.

In some cases, a yellowish glaze variant was also
applied, known locally as zardpaz. Later, lead-
based glaze technology spread throughout the
Fergana Valley, becoming known as sariqpaz . The
introduction of this method to the Rishtan region
is associated with nineteenth-century craftsmen
from Ura-Tepa, notably masters Toshkulol and
Usta To'xta.

The preparation of alkaline glaze followed a well-
defined technological sequence. Alkali substances
brought from mountainous areas were first fired in
kilns and then crushed into fine powder. Lime was
added in specific proportions, and the mixture was
combined with water to produce glaze of
appropriate consistency. Controlling glaze density
was crucial: if too thick, it formed uneven layers on
vessel surfaces; if too thin, it failed to adhere

properly.

Lead-based glaze preparation followed a different
procedure. Lead was melted in special containers,
cooled, and then crushed before being mixed with
powdered white stone materials. The mixture was
carefully ground until uniform. For porcelain-type
wares, a more complex composition was used,
combining lead oxide, tin oxide, white stone, and
alkali substances in specific ratios.

After glaze application, vessels were prepared for
kiln firing. The kiln itself represented the most
important structure within Rishtan pottery
workshops. Typically, it consisted of three main
parts: the lower combustion chamber where fuel
was burned, the central chamber where ceramics
were placed, and the upper section through which
heat and gases circulated. Although kiln
construction generally resembled kilns used in
other regions, certain local adaptations were
present. Kilns were often constructed by the
masters themselves.
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The arrangement of ceramics inside the kiln
followed strict practical rules. Large plates were
usually stacked in groups of five with their bases
facing upward, while bowls were arranged in
stacks of eight to ten pieces with their bases facing
downward. Porcelain-type wares were placed in
smaller stacked groups. Special supports were
positioned between vessels to prevent them from
touching each other during firing.

To avoid glazed surfaces sticking together,
craftsmen used newly prepared supports for each
firing cycle. The tips of these supports were coated
with white stone mixtures to prevent visible marks
from forming on vessel surfaces.

Porcelain wares were typically fired twice: first
without glaze and later after glazing. This double
firing technique improved structural strength and
ensured better glaze adhesion.

Controlling kiln temperature required extensive
experience, as no measuring instruments were
available. Craftsmen estimated internal
temperature by observing the color of the flames,
which indicated different heat levels inside the
kiln.

During firing, kiln openings were carefully opened
and closed according to specific procedures. If
steam was not released at the appropriate time,
glaze surfaces could become cloudy or cracks
might appear in kiln walls. Therefore, craftsmen
closely monitored ventilation openings to ensure
proper steam release.

Once firing was completed, the kiln was not opened
immediately. The ceramics were allowed to cool
gradually inside for several days. Rapid cooling
could result in glaze cracking or structural damage.
After cooling was complete, the kiln was opened,
and the finished products were removed and
sorted according to quality.

Thus, in Rishtan pottery production, glaze
application and kiln firing represented
technologically complex processes based on long-
term experience and precise knowledge. These
stages ultimately determined not only the
aesthetic appearance of ceramics but also their
durability and functional longevity.

CONCLUSION
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The results of this study demonstrate that the
formation and development of the Rishtan pottery
school was not a ciayyaliHbIi oOr spontaneous
process but rather the outcome of a complex
historical and cultural evolution shaped by the
interaction of local natural resources, craftsmen’s
experience, and  technological knowledge
transmitted across generations. In particular, the
availability of high-quality clay deposits enabled
artisans to produce thin-walled, refined, and
durable ceramic wares, which contributed to the
widespread recognition of Rishtan pottery
throughout the Fergana Valley and across Central
Asia.

The materials analyzed in this study show that
Rishtan craftsmen organized the production
process according to clearly defined technological
stages. Clay preparation, wheel shaping, gradual
drying, application of engobe, pigment
preparation, decorative painting, and final glazing
followed by kiln firing were carried out as
interconnected stages within a unified production
system. Experience accumulated at each stage
directly influenced the final quality of ceramic
products.

Notably, techniques such as gradual drying
through the ko‘ktarosh method, preparation of
alkaline glazes, use of mineral-based pigments, and
precise rules for arranging vessels within kilns
constitute the distinctive technological
characteristics of the Rishtan pottery school .
Furthermore, the harmony of colors and the
symbolic meanings embodied in decorative motifs
elevated these objects beyond ordinary household
vessels to the level of artistic works.

Analysis of individual craftsmen’s activities also
indicates that each master developed a distinctive
personal style in vessel shaping, ornamental
composition, and color selection. The
contributions of renowned masters such as
Mahmudbek, Usta To‘xta, Madamin Okhun,
Boyniyozmat, Matyoqub G‘oziyev, O‘lmas
Ortigboev, Abdulla Qosim Boltaboy, and Boysalim
Ko‘zagar played a significant role in the
development of the Rishtan pottery tradition. In
later periods, the revival of traditional alkaline
glazing techniques was greatly supported by
masters such as A. Nazirov and Sh. Yusupov.

Although traditional pottery production
experienced a decline in the early twentieth
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century due to the influx of industrially
manufactured goods, craftsmen continued efforts
to preserve their knowledge and skills. Following
Uzbekistan’s independence, the Rishtan pottery
school underwent a revival and entered a new
stage of development. Today, hundreds of artisans
remain active in the region, combining traditional
production methods with contemporary market

demands.

Currently, Rishtan ceramics are valued not only as
functional household objects but also as artistic
representations of national culture and as an
important component of cultural tourism.
Therefore, systematic academic study of
traditional technologies, transmission of skills to
younger generations, and institutional support for
craft schools remain highly important tasks.

In general, the technological heritage of the
Rishtan pottery school represents a unique
cultural legacy formed over many centuries and
still retaining its relevance today. Scientific study
and practical continuation of these traditions
contribute not only to the preservation of
craftsmanship but also to strengthening national
cultural identity.
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