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This article, the third in the series devoted to the issues of “median culture” in the fine arts of the
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According to researchers, the “grand style” [3:
142], determining the nature of culture at a certain
historical period, is one of the features characteriz-
ing “median culture”. In the modern epoch, the ep-
och of globalization, Tatar avant-garde is evolving
in a situation of confrontation between two major
paradigms of contemporary visual art: modernism
and post-modernism. Each of them creates its own
rules of the “grand style”, a stylistic invariant,
which is realized in numerous stylistic variations,
artistic trends, and schools. It is known that these
cultural paradigms are in the process of develop-
ment, intersection, and “overlaying”. Conse-
quently, the borders between the “grand styles” are
often blurred.

In the opinion of American art critic J. Free-
man, artists keep “stumbling” one over another and
“isms” bump into one another and intersect [4: 11].
E.V.Korotchenko believes that “the possibility of
fruitful interaction between modernism and post-
modernism is their common task aimed at reveal-
ing the creative possibilities of people in their plu-
ral vision of the universe which each of them has
in their own way” [5: 13].

In the course of the interaction of different
styles, divergences and intersections occur in the
sphere of ideological content, in the methods of ar-
tistic interpretation of the changing world and in
the search for new, “non-traditional” technical de-
vices, which realize the “language” of art. How-
ever, Russian and foreign art critics are seriously

!'See color insert to the article — Y. N.

concerned about the outcome of these searches.
Both “encouraging” and pessimistic opinions are
expressed on this issue. J.Freeman asks if we still
remember Art, canvas, paper, wet paints and
brushes. She believes that all these will live on, but
along with — whether we like it or not — other artis-
tic objects, large-scale installations, performance,
photography and video, and no doubt the Internet,
or World Wide Web, which, she is practically cer-
tain, will change our idea of creativity. J. Freeman
reminds us that the better part of art has always
been linked with real life [4: 136].

According to T.G.Malinina, the interaction of
two artistic systems — one based on the easel paint-
ing experience and the other representing the art-
system using gesture language techniques — results
in their collision, when “they are beginning to
spark”... Who knows, it might be here, in this bor-
der zone, that the future of art is born?! It is here
that ample opportunities for creative work are re-
vealed and the almost unlimited arsenal of expres-
sive devices is created [6: 35].

The stumbling block in the dispute about dra-
matic changes of “the language” of art is the issue
related to the blurring of the national specificity of
art works owing to the use of modern technologies
in creative work and a departure from the classical
techniques of easel painting. On the other hand,
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isn’t this commitment to traditional culture and the
apprehension of new artistic techniques (which can
be observed in the modern visual arts of the Re-
public of Tatarstan) the evidence of “backward-
ness” in the world cultural space, as some re-
searchers believe [7: 155]? These issues require a
thorough and comprehensive study.

The development of the dynamic type of civili-
zation provides a challenging environment for the
prospects of national art, which in many respects
depend on the creativity that has built up and has
been enriched throughout the centuries of peoples’
cultural development as cultural memory and as
national artistic traditions. Functioning in the
sphere of median culture, national artistic tradi-
tions make significant adjustments to the dialogue
of “grand styles”, removing the extremes of their
ideological and aesthetic positions.

In the works of fine arts researchers, Tatar na-
tional artistic traditions are understood as the con-
tinuation and development of the achievements of
decorative and ornamental folk art, which is rich in
artistic and technical morphogenetic devices [8].

It comprises the style of primitivism and the
decorative features of carpet weaving, the nuances
of patterns of “Kazan towels” and the subtle hu-
mour of folk toys, the symbols of shamails that in-
corporate a wealth of Arab-Muslim cultural ex-
perience and arabesque ornamental craftwork. All
of these “components” meet the general trend in-
herent in the art of the peoples belonging to the
Arab-Muslim civilization (their pursuit of abstract
forms of ornamentalization and styling), and in the
nature of the Tatars’ national artistic thinking —
both specific-plastic and nuanced.

However, in a cultural aspect, the concept of
“national artistic traditions” is much wider, as tra-
ditions are formed in the system of spiritual culture
in its entirety, in the course of interaction and the
development of its various subsystems. We should
note that at different historical stages, the subsys-
tems of culture develop unevenly. If conditions do
not allow the use of the language of one subsys-
tem, the spiritual and intellectual power of the
people flows into the other segment of culture.
This process of "mutual substitution" ensures con-
tinuity in the development of Tatar culture, which
has enabled it not only to survive, but to grow even
in adverse historical conditions.

For centuries, the system of Tatar culture was
dominated by written fiction (both original and
translated) which aimed to enlighten people, the
goal of deep civilizational roots [10]. The constants
of the national culture, designated by Bulgar poet

Kul Gali in his famous work The Legend of Yusuf
at the beginning of the thirteenth century, and
socio-political, moral ideals (the unity of family,
the love of the ruler and his subjects, as well as all
the people, the love based on justice and good de-
cisions, the idea of personal responsibility for their
actions) expressed therein, have largely determined
the further development both of Tatar literature
and other cultural subsystems. A particularly im-
portant factor to be considered is the in-depth folk-
mythological layer in Tatar culture. It preserves
and hands over the national artistic traditions from
epoch to epoch.

Traditions of enlightenment in culture aimed to
develop people’s resilience and patience, their abil-
ity to survive, and to preserve their nation, tribe
and family in any dramatic situations. This adap-
tive function of culture, which manifested itself in
varying degrees and forms in different subsystems,
was combined with another important trend — the
awareness of the people’s history and culture as an
integral part of the world civilization (until the
nineteenth century it was the Arab-Muslim world
civilization). Since the second half of the nine-
teenth century, there has been an increased interest
in Russian and Western literature, philosophy and
arts — a new trend of cultural studies: from the East
to the West. In the new historical and cultural situ-
ation of the late twentieth and early twenty-first
century, and the period of rapid development of
world globalization, the Tatar people and other
peoples of Russia have come to understand that the
survival of ethnic cultures and their further devel-
opment are possible if the issue of national identity
is addressed in the context of Eurasian civilization
issues which means broadening and strengthening
creative contacts between the peoples inhabiting
the “Eurasian space” [2].

Thus, the contemporary art of Tatarstan, in-
cluding Tatar avant-garde, which is historically a
relatively young component of Tatar culture, in-
corporates the experience of arts gained by the cul-
tures of different civilizations. National artistic tra-
ditions, determined by a variety of cultural and civ-
ilizational processes, are an integrating factor in
the complex dialogue among different aesthetic
concepts, styles and “languages” of art, and a fac-
tor controlling the dynamics of the artist’s creative
process in each specific case. Without touching on
all aspects of this important issue, the article con-
siders different trends leading to the synthesis of
styles in line with national traditions. The research
is based on the works of Tatar avant-garde artists.
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Varieties of a neo-primitivist style

Many artists in the fine arts of the Republic of
Tatarstan, belonging to the avant-garde (H.Shari-
pov, Z.Minniahmetov, M.Haziev, H.Latypov,
A.llyasova, L.Ahmetov et al.), are guided by the
style of primitivism, combining it with modern
avant-garde techniques. When characterizing the
works executed in this style, researchers primarily
focus on the “external” signs of neo-primitivism:
the planar background, the minimum number of
images, which resemble the contours of children’s
drawings, the free composition, the use of “pure”
colours and colour contrasts. However, the high-
light of neo-primitivism is a combination of child-
ish spontaneity and naivety and a seemingly “sim-
ple” worldview with an interest in important social
and philosophical issues. The works, executed in
such a neo-primitivist style, develop, in our opin-
ion, the traditions of “wise word” poetics in Tatar
folklore and literature (moreover — in Oriental lit-
erature), especially in the genre of “hikmet”, po-
ems of philosophical, didactic content, in which
social, ethical and philosophical ideas are often ex-
pressed in a “naive and simple form” [10: 48-53].

Variations of primitivism in Tatar avant-garde
differ, depending on the traditions that a particular
artist sticks to and productively develops in accor-
dance with his or her ideological and aesthetic
concepts. With regard to the conceptual content of
paintings in contemporary Tatar art, it is possible
to theoretically identify philosophical, social, eth-
nic and other forms of neo-primitivism.

H.Sharipov (head of the “Tamga”, Honoured
Artist of the Republic of Tatarstan, and member of
the UNESCO International Association of Art) is
an artist with a philosophical way of thinking.
H.Sharipov’s style has developed at the intersec-
tion of easel painting and decorative-applied arts
traditions. (This is largely due to the fact that the
artist graduated from the Department of Textile Art
at the Academy of Industrial Arts named after
Mukhina in St.Petersburg). The techniques of Tatar
national embroidery, patterned weaving and the
”flower style” of namazlyk art, used in his work,
are combined with the creative interpretation of his
previous experience, especially that of Sino-
Japanese painting based on the principle of yin and
yang and the notion of life as a dynamic unity of
opposites in need of each other (the mural-curtain
“Colour Music”, 1988; “Chess Flowers”, 1989; his
paintings “The Earth is a Blanket”, 1992; “A Mes-
sage to Mondrian“, 1996; “What a Wonderful
World”, 2002, et al.). For example, one of his early
works — the mini tapestry “The Reed” (1989) — re-

produces the style of Tatar towels: both their pat-
terns and colors and even the type of fabric. Tapes-
try technology — weaving — creates a “ripple” that
resembles “grooves” in the paintings by Chinese
artists, that is, light strokes applied to different
parts of the canvas with a view to convey move-
ment. The simple drawing expresses the artist’s
view of the unity, integrity and dynamics of the
cosmic world. In his annotation to the painting, the
artist says: “Heaven and earth divide the picture
into two halves... Horizontal black streaks in the
sky allude to the black cosmos hidden behind the
top edge of the painting, these strictly horizontal
lines incorporate inevitable vastness — the infinity
of the sky — space ... The lower half of the picture
— the Earth, the edge of the Earth at the intersection
of the sky ... a fragment of the planet, as huge, and
living ... The reed here is the apotheosis of every-
thing living — growing on the ground, its roots in
the ground, aspiring to the space, to the sun, pene-
trating into the sky, stitching, connecting the bot-
tom and the top — the reed which is dynamic, vi-
brant, pulsating and multicoloured (the symbol of
diversity of all living things, including nations and
ethnic groups ...).” This statement outlines the phi-
losophical attitudes of the artist’s further creative
experiences.

For H.Sharipov, the search for the “primordial”
unity of the cosmic space is as important as his
search for the “inner space” — the spiritual world of
the people, the nation and man. He carries out this
search on a “cosmic” scale, because it is insepara-
ble from the awareness of the unity of man and na-
ture, the cosmos. (In this regard, H.Sharipov was
influenced by the Sufi doctrine of the mutual simi-
larity of the macrocosm (the universe) and the mi-
crocosm (man).

This aspect of creativity brings H.Sharipov
closer to the early twentieth century classical
avant-garde artists [11] who sought to understand
the mythological primordial universe and repre-
sented its “primary cells” either in the form of
geometric abstraction (P.Mondrian and K.Ma-
levich), as anthropomorphic characters (H.Miro),
or as “a light proto-language” of the Universe
(V.Kandinsky and R.Delone) [11]. The philosophi-
cal content of H.Sharipov’s paintings, like one of
his avant-garde predecessors, is expressed in a
concise form. H. Sharipov’s style is characterized
by simplicity and the economy of artistic means, a
minimum of details, symbolic images, and a com-
bination of signs and verbal text. However, the
Tatar artist has his own vision of the “external”
and “internal” space. “The picture of the world” is

167



Y.G.NIGMATULLINA

based on the archetypal imagery and mythology of
the Turkic peoples, the images and motifs of Tatar
folklore and literature with their traditional charac-
ters, such as a crescent, a minaret, a lake, the sun, a
white wolf, birds, flowers and a tree like a hand ...
(“A Winter Journey”, 1993; “The White Wolf”,
1999; “The Earth and the Sky”, 1999; “A Bird’s
Shadow”, 2005; “The Voice of Bygone Times”,
2009; “The Land of Ancestors”, 2011; etc.). It is
due to this “traditionality” and “recognizability”
that these symbolic images, combined in a certain
conceptual system by the will of the artist, become
the basis for associative images in the recipient’s
perception. In our view, this method, characteristic
of contemporary Tatar artists, aims to create an
“associative field” of the painting. H.Sharipov con-
trols meaning formation through the symbolism of
colour which is outlined in his paintings in accor-
dance with the traditions of Islamic art [12: 52-47].
He numerously represents the same images, arche-
types and motifs, but does this in different colours
and compositional variations, thus expressing the
idea of endless development and the return of es-
sential spiritual values to people.

In his works, H.Sharipov builds the world of
artistic images on the juxtaposition of “Earth” and
“Heaven”, as earthly and spiritual values: a house
(the symbol for home and native land) — and a
minaret (the symbol for spirituality and national
shrines); grazing horses (the sign for an agricul-
tural civilization) — and a white wolf (the totem of
the Turkic peoples, and the symbol of their histori-
cal memory); a man — and a bird (or wings), sym-
bolizing a spiritual rise, etc. They create a united
artistic system owing to “medium”-images, which
in their symbolic meaning refer both to “Earth”
and “Heaven.” These are the images of a “world
tree”; a lake, reflecting the sky; circles or wheels (a
solar sign, the symbol for the passage of time, and
the eternal rebirth of life), etc.

Thus, H.Sharipov’s painting “A Round Lake”
(1999) is based on the legend about the sacred lake
Rabiga. “According to the legend, pious Rabiga
decided to make a pilgrimage to Mecca and wanted
to pray, but not finding water to wash with, ad-
dressed Allah with an ardent plea. There and then,
a pure, deep lake appeared and got the name of the
‘Sacred Lake Rabiga’” [13: 257]. The panoramic
view of the round lake includes floating ducks (the
sign of the legend about the creation of the world),
the crescent embracing a star, a house and two
tree-like hands, a white mosque and a woman
heading towards it, an old man and a girl, a horse
peacefully grazing on the bank, and, what is more,

a red wheel, symbolizing the motion of the sun in a
circle. There is an inscription below: Bulgar
zZirendd Izge kiil dildr (‘In Bulgar lands this lake is
called sacred’). The Sacred Lake seems to keep
legends dear to people’s hearts. The image of the
“lake” in this painting is a multi-valued symbolic
image of a circle — in the sense of “roundness”,
which is streamlining and smoothing corners and
irregularities. This simple story expresses the idea
of fullness and the harmony of life, and creates a
special lyrical mood, Tatar moup.

The painting “A Bird’s Shadow” (2005) is a
microcosm of art created by the author, and also
has its “centre”. This is a symbolic image of a bird
(in Turkic mythology — a symbol for the human
soul). Its silhouette with a huge wing stands out
against the sky (a cloud and stars are seen through
the wing), and against the background of the earth,
represented as woven multi-coloured mats (with
the inscription “Hamza — 5) and stylized flowers
in the lower left section of the painting. The image
of the bird combines “Heaven” and “Earth”. The
name of the painting takes on a symbolic meaning:
images of a house, minaret, tree, and a person
looking at the stars, placed against the background
of this huge wing, are perceived as a shadow of a
bird, that is a reflection, or rather, an embodiment
of the highest spiritual power in earthly values.
The author’s annotation to the picture focuses on
another idea: thoughts about the fragility of the
world, and the unpredictability of its development.
“We never know where birds have come from and
where they will fly to. Similarly, this world with its
villages and houses, and this person looking at the
stars: where have they come from? What will their
tomorrow be like?”

H.Sharipov’s creative work can be interpreted
in terms of the aesthetics and artistic practice of
modernist art. However, the artist takes an active
interest in post-modern trends, especially in con-
ceptualism, although his attitude to this trend is
ambivalent. On the one hand, he is impressed by
the commitment of the representatives of this trend
to the idea of expressing the essence of “things”,
phenomena and processes, and the conception of
their work through “concepts” (“concept”, in Latin
“conceptus” — ‘notion’). The content of the con-
cept, its semantics, is abstracted away from the
particular linguistic form of its expression [5: 379],
not being limited to or constrained by the means of
its artistic representation. At the same time, he, as a
champion of beauty and harmony in art, often feels
repelled by the ways in which conceptualists real-
ize their aesthetic program: they do not feel the
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need to embody the concept of the artist using the
classical methods of artistic depiction and expres-
sion. Their aim to create a new language of art, be-
ing per se a positive fact in some cases, according
to H.Sharipov, turns to anti-aestheticism, destroy-
ing both the traditional means of easel painting and
graphics and the humanistic principles of classical
cultural heritage.

H.Sharipov conducts his own experiments in
the field of conceptual art. His goal is to use new
materials and technologies (in some cases Old
Bulgar material processing technology) to imple-
ment his concepts, while remaining faithful to the
principles of depiction and expression (note, that
the tendency to synthesize opposing approaches is
one of the main functions of the “median culture”).
These experiments involve the technique of intar-
sia. Intarsia, the artist explains, is a mosaic of
wooden sections, where the picture is created with
the insertion of compositional elements on the lev-
el of the main surface. Instead of wooden sections,
H.Sharipov uses pieces of thick coloured cloth
(“Fight” — 2, 2011; “Up”, 2012), or coloured paper
(“Rider — II”, 2002; “Sounds of the Night”, 2006;
“At Shurale’s in the Woods”, 2006, et al.).

Of particular interest is intarsia, which takes in-
to account the experience of Indian folk art —
“painting on the leaves”. On dry fall leaves, the
images of people, animals and real-life situations
are executed in acrylic paints, and part of the leaf,
like parts of some artists’ canvases, remains un-
painted. This is the series of “Reincarnation”,
2012, (the name meaning a new life of the leaf)
and the series of “Road Signs”, 2012, in which the
artist, with his subtle humour, plays with the mean-
ing of traffic signs by placing them in an atmos-
phere of “forest life” (“Uneven Ground”; “Caution,
Water!”; “Watch Out, Animals”; “Forest Phar-
macy”’; “Forest Dining Hall”, etc.). In this series,
“signs” show concern for people and animals ...

H. Sharipov creates his drawings by means of
metal enamelling (enamel on copper: “Yelabuga”,
2012 and the like). He also uses wood as a material
for his works. On a round cross-section of a tree,
one can see a face of mischievous Shurale, or a
fabulous bird, or a house with a tree. Some items
for intarsia are made from scraps of coloured pa-
per, for example, his painting “A Fir-tree” (2011).
(This intarsia, like all others, is framed like the
works of easel painting). The idea of this painting
is fully consistent with the content of the poem of
the same name by G.Tukay that inspired H.Shari-
pov: while being among one’s own kind, it is nec-

essary to maintain one’s own ‘“colour”, one’s iden-
tity, in any conditions.

G.Tukay:
Caprasaplp ke3 keHeHIo hop arad sippakiapsr;
IOk smennextap xa3ep, ypMaH Ba caxpa cam-capebl.
Capras Taymap, ycaknap, anMarawiap hoMm KaeH;
XacTa Teclie, apTa capbl TOC anapjia KOH CacH.
Y3 TeceH y3ropTMH cakiaydbl apaga Oepce Oap:
Ke3 kene hom kbl Oye capraiiMelii TOpraH 4bIp-
el Oap [14: 56].

(‘In late autumn, everything gets sleepy and yel-
low:

Apple trees, willows, birch trees and bushes.
The forest and fields are doomed to numbness

In the yellow spell of sick beauty.

As days go by, the spell gets stronger.

The forest is lulled in the yellow glow.

Only the fir-tree is always green,

Rejecting the call of almighty time.”)

For both the poet and the artist this image is
probably associated with the image of the nation
... No matter what technique H.Sharipov uses to
embody his ideas and concepts, he always aims to
convey to the viewer the system of spiritual values
of the Tatar people. Being critical of the “concept”
embodiment technique declared by conceptualists,
he looks for his own “median” variants of experi-
ments in creating a “new language” of art and re-
jects extreme postmodern trends in this area.

The works of Hamid Latypov (he completed a
woodcarving course at the Ufa College of Arts) are
another kind of neo-primitivism in Tatar avant-
garde. Let us call it an “ethnic” variety: the main
trend of H.Latypov’s multifaceted creative work
(he is an artist and a poet, a painter and a graphic
artist, a ceramist, a woodcarver and a master in
sculptural graphics) is his search for Turkic peo-
ples’ ethnic origins. He is interested in their my-
thology and ancient beliefs, seeking to discover the
origins of the ethnic uniqueness of the Tatar and
Bashkir worldview. The contents of many of Laty-
pov’s works are based on his observations of Tatar
and Bashkir everyday life and customs, and their
compositions are based on the ornaments of ethnic
decorative and applied arts.

H.Latypov’s system of images functions in
three time dimensions. The most ancient, archaic
layer is of the images and compositions, perceived
as “traces” or “echoes” of ancient myths, arche-
types, religious rites and totems of the Turkic peo-
ples (prophetic birds, horses dancing in the jungle,
the queen snake, dragons devouring the sun on
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both sides, wise shamans and silhouettes of “ances-
tors” against the background of lush vegetation) as
well as the images and stories based on Tatar folk-
lore and literature: Shurale, Water-maid, a white
she-wolf and two brothers — Sak and Sok. (“The
Herald”, 1995; “The Melody of the Forest”, 1996;
“The Bird of Happiness”, 1995; “The Root of
Life”, 1995; “Sun Eaters”, 1995, “Water-maid”,
1997; “The White She-wolf’, 1997; “The Fairy
Bird”, 2005; “Sak and Sok”, 2005; “A Mysterious
Bird”, 2005; etc.). In these romantic-idyllic pic-
tures, H.Latypov creates a fantasy world like an
artist- storyteller who hears “the call of his ances-
tors”. The second time layer is the era of the “ex-
isting” ethnic group: the images of villagers from
the Turkic ethnic group — Tartars, Bashkirs and
others, the scenes of rural life, folk customs and
traditions: “The Neighbour’s Girl”, 2005; “Kazan
Horseman”, 2005; “Fellow-villagers”, 2005; “A
Tea Party”, 1997; “Haymaking”, 1997; “A Ren-
dezvous”; 1995; “The Melody of Koumiss”, 2005;
etc., (these images and motifs are executed in dif-
ferent materials: on wooden souvenirs, pottery and
porcelain). The impression made by H. Latypov’s
paintings is figuratively described by art critic R.
Shageeva: “... in them, like a distant echo of our
ancestors’ deeds, or like a message from the future
coming from the breadth of space, rages a mysteri-
ous cell — a hidden genetic code — in the form of a
triumphant radiating pattern, the pattern of a shoot-
ing star or lamentation” [16: §].

The style of these paintings can be defined as
pictorial graphics. Shown in various everyday
situations, crisp silhouettes of people, in the style
of folk primitivism, are woven into a complex and
dense ornamental background, filling the entire
plane of the picture. This is the most noticeable
feature of H.Latypov’s individual style. These im-
ages are of the same colourful material as the
background, and creates the illusion of the har-
monic unity of man and environment (the echoes
of the idea of “archaic thinking” — a pristine para-
dise). By the degree of “density” the artist distin-
guishes a “mosaic” style (coloured spots are re-
minders of a mosaic, as in his painting “Evening”,
2007), and a “grainy” style (“By the Lake”, 1995;
“The Herald”, 1995): the coloured spots are like
small grains; a “chaotic” style — with a free ar-
rangement of strokes (“The White She-wolf”,
1997), and a “planar” or -carpet-plane style
(“Drinking Koumiss”, 2007). All of them are styl-
ized folk patterns. The composition is arranged in
accordance with the laws of symmetry, the “pair-
ing” of images (people, animals, trees, and flow-

ers), “woven” into a stylized tangle of lines (most
often blue, purple and orange), and the use of ara-
besque ornamentation (in Islamic art, an arabesque
is a symbol of infinite development), consisting of
geometric shapes, swirls and stylized flowers — all
these features of style, in the opinion of the artist,
bring order and perfection (tdgdllek) to an endless
stream of life depicted in his works.

In some of H.Latypov’s paintings created in
2005-2015, the familiar images of “the Turkic
world” appear in a new chronotope — in a historical
one, expressing the dramatic character of the mod-
ern era. Primarily, these are such works as “Iraq —
20037, 2005; “Seeing Off”, 2005; and “The 41°*,
2005. In these paintings of a tragic note, executed
in the style of neo-primitivism, the arabesque infin-
ity disappears. Instead, its place on the plane of the
picture is taken by sharp, broken lines in the style
of Picasso.

The painting “The 41°”, 2005, is dedicated to
the 60" anniversary of the victory of the Soviet
people in World War II. The plot of this painting is
a send-off for the village boys going to war. In the
picture, the broken geometrical lines dominate to
produce the effect of randomness when the normal
pace of life is turned “upside down” and the situa-
tion is tragic.

Almost half of the painting is taken up by the
image of a wagon (two huge wheels are high-
lighted) with the driver in the pose of a “machine-
gunner”, who has lost control of his horse. It is de-
picted with its mouth open with strain and its eyes
bulging. On the wagon, standing in an embrace
like a clip of ammunition, are the mobilized village
lads. The painting illustrates an indispensable part
of village send-offs: one of the guys is playing the
accordion, and others are singing, hopelessly look-
ing at those who have come to see them off. Two
women have their hands outstretched towards the
wagon, and a boy is loping beside the wagon as if
trying to stop it with his upraised palms — these
images express the grief and despair of the people
seeing their loved ones off to war. Behind the fig-
ures of men, we get a glimpse of huts made ram-
shackle as if by an earthquake. The orange stripes
of the sunset, like the glare of fire, permeate the
entire composition, and in combination with blue
and lilac tones enhance the dramatic tone of the
picture.

Its social meaning is focused on associative
symbolic images which are traditional for different
cultures. The rounded shape of the wagon in the
painting reminds me of an old vessel and its bow
looks like the carved wooden head of a horse (it is
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known that images of a boat, canoe or vessel in the
maelstrom of the “everyday” sea symbolize the
destiny of man, people and the nation). This
wagon-vessel with its figures of people, as if shak-
ing the outlines of the houses and the picture “of
the Earth” in the shape of scattered blood-red logs
— all this system of images and all these stylistic
devices, which the artist uses to convey a sense of
the enormity of the disaster looming in the home-
land, contribute to the emergence of a new associa-
tive image — the image of the ark as depicted in an-
cient Tatar shamails. “The epigraphic picture of a
floating ark found in shamails is seen as a symbol
of salvation,” — art critic R.Shamsutov notes [17:
7]. In shamails, the verses from the Qur’an, the
names of Quranic prophets , their ancestry and 7
boys, the cave dwellers (“Al-Kahf”), as well as the
name of their dog Kitmir are inscribed on the rig-
ging and the body of the ark (Shamail “Ali’s ship
with the names and chronology of the prophets”,
Kazan, 1903) [17: 68-69]. All these components of
the ark were perceived as signs of faith and had a
protective, saving power. In H.Latypov’s painting,
this function is performed by the images of soldiers
leaving for a holy war to protect their country.

This artistic technique, the presentation of
dramatic events in modern history through the use
of ancient symbols, is realized in the painting “Iraq
—2003”, 2015. An An American aircraft which has
bombed Iraq is depicted as a horrible flying drag-
on-snake with its mouth open, and with sinister
eyes, dropping fiery “tears”, or bombs onto the
country (shown figuratively). I remember another
picture by H.Latypov where the “dragon” acts as
“the Sun-eater” and the war in Iraq is perceived as
an environmental disaster. By actualizing the sym-
bolic meaning of the “archaic” chronotop image,
the artist extends the dramatic content of the pic-
ture to the worldwide scale.

H.Latypov makes extensive use of the images
of ancient, archaic layers of culture and includes
them in his works on contemporary topical issues
as if scheduling his own way to the postmodern
style through the intertext of the Turkic peoples’
traditional ethnic culture.

Zinnur Minnahmetov’s paintings are also exe-
cuted in the style of neo-primitivism, his works
characterized by a strong socio-critical content.
Back in the 1990s, he created a series of “Evening
Days” (1992-1996), in which he expressed his atti-
tude to the rapid changes and destructive tenden-
cies in the Russian society of that time. As the art-
ist has written, he is moving from his semi-realistic
paintings with their idyllic content to the avant-

garde, to the image of the world of “black silence”,
to the grotesque images of people and animals, and
to the dissonance in his colour palette [11: 25-32].

Z Minnahmetov presents the aggressive face of
the world in the series of paintings ironically titled
“Good” (2006-2015) and based on the archetypal
motif of the Empty City, a city without a soul [1:
169-170]. In some pictures of this series, called
“The Gestures of Time” (No. 1, No. 8, No. 11,
etc.), the system of images is narrowed down to
extreme minimalism, and “the primitive style” to
the style “of children’s drawings”. The style of
these paintings is characterized by the combination
of the intensely expressive colour scheme of Ex-
pressionism and the clarity of the graphics.

For example, in painting No. 1 (the series “The
Gestures of Time”, 2011), the artist mocks the ar-
rogant and self-confident “moneybags” who con-
sider themselves to be the “masters of life”. The
figure of a man without a face, with a characteristic
“gesture of time” (with his hands resting on his
hips), standing like a speaker, poses on top of a
symbolic “pyramid of power” which is painted in a
dirty yellow colour. The purple background around
the pyramid expresses tension and fear: the blurred
grey-blue streaks “get denser”, colouring the cen-
tral figure, which emanates threat to the world
around. With a thick black line the artist encircles
both the “pyramid” and the figure of the man, who
looks like a ghost-vampire from folk legends, and
in this way he overcomes his fear of the tragedy in
life. “I really don’t want to paint it, if only you
knew”, — the author admits in his annotation to the
picture — “but it comes out... I try, as far as I can,
to tell the truth about the world”. In the paintings
of this type, Z.Minnahmetov, in our opinion, bril-
liantly develops the traditions of G.Tukay’s satire
and the genre of kytga of Oriental poetry. Let us
recall that in G.Tukay’s political pamphlets “Copst
koptiapra” (‘To Parasites’) 1906; “ITpisuta Gamr”
(‘A Glass Head’) 1906; “HUmran” (‘Ishan’) 1909,
etc., the characteristic feature of the “masters of the
world” is highlighted by the grotesque detail of the
portrait. For example, in the poem «Copsl KOpT-
napray the poet uses hyperbole, on which the criti-
cism of his “heroes’” social behaviour is based:
ApPHCTOKPAT-COPBIKOPTIAp, KAIBIH KOPCakK, Kedek
Oamurap. ..

Olia Kopcak, Bola KOpcak, >KMhaHHBI KallIaJblH,
Baii-Baii!

BonapusiH hopbepe Kad sxu Kapkasz Taymaps
mukbaap [18: 103].

‘Our nobility is a pack of jackals, bellied and stu-
pid ...
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“Give, give, give!” — yell these gluttons, their
mouths gaping wide,

Their bellies barring the world like a steep Kaf
Mountain...’

Another literary parallel seems to be appropri-
ate here: in its content and methods of creating sa-
tirical images, Z.Minniahmetov’s painting is simi-
lar to the poems in the genre kytga of the fifteenth
century Uzbek poet Alisher Navoi, for example:
Hamprmennstii 601BaH, OT BU3Ta pacialisich,
[MogusTh cIocOOEH YepHb BO UMS 37I0TO JIeJa.
Korza netyx 30BeT, Konast KJIFOBOM T'Psi3b,

Takoro Her aepbma, uToO Kypuiia He chema [20:
108].

‘A pompous fool, from screeching all worked up,
Is capable of rabble-rousing for an evil deed.
When a rooster calls, with its beak digging dirt,
There’s no shit a hen won’t eat.’

The composition of painting No. 8 (in the se-
ries “The Gestures of Time”) is based on another
component of the Empty City image: its “resi-
dents”, a community of people without traditions
and without ideals, blinded by the lure of civiliza-
tion. The central image is a bus with “passengers”,
symbolizing people living in a technocratic soci-
ety. The bus and the “airplanes” flying over it are
executed in the style of “a children’s drawing”.
The meaning of the painting focuses on the image
of the “passengers” on the bus: instead of silhou-
ettes of figures and the heads of people we see
strange clutch pistons, rods, and screws ... The im-
ages from the previous series “The White Exhibi-
tion” (1996), “men-dummies”, symbolizing the
lack of spirituality, and the selfishness and indif-
ference to all that is happening outside private
lives, have turned into soulless machines, into ro-
bots.

From 2005 to 2015, Z.Minnahmetov’s neo-
primitivist style narrowed down to the minimalist
techniques in using the satirical grotesque. Due to
this, the artist achieves a high level of social gener-
alization. Z.Minniahmetov’s paintings, executed in
a modernist style, are evidence of the fruitful use
of experience, gained in the area of literary realism
and fine arts in creating “typical images acting un-
der typical circumstances”.

> We can base our studies of neo-primitivism on the
works by other Tatar artists, for example,
A.Shaymardanov and A.llyasova whose work is intro-
duced by D.I.Ahmetova in her monograph devoted to
the stylistic diversity of contemporary art. [7]

Along with the reference to traditions of folk
primitive art, demonstrated by the painters of the
Tatar avant-garde, we note a markedly manifested
interest in Tatar decorative and abstract art with its
national features of ornamentalization and styling.
The reason that this tradition has gained popularity
is a cultural factor: characteristic features of the art
of the Arab-Muslim civilization which has inte-
grated the traditions of different peoples. This inte-
gration process “required extremely intensive, gen-
eralized and abstracted forms™ [21: 349].

Developing the traditions of “the painterly
abstraction”

At the beginning of the twenty-first century, it
is not only Tatar artists who have displayed an in-
creasing interest in abstract painting. This type of
art is occupying a leading position in modern Rus-
sian and Western art. This fact is noted in the pref-
ace to the reference book Art nov, vol. 3 (‘Modern
Art’, vol. 3), released in Germany in 2012. Preced-
ing the reviews of works by seventy-three contem-
porary artists from around the world, the editor
states, “... today, abstract painting again is coming
out into the open field” [22: 8]. In different varia-
tions, this tendency can be traced in the Tatar
avant-garde, in the works of artists belonging to
the middle-aged and younger generations
(M.Hadiev, H.Latypov, L.Ahmetov, V.Egorova,
T.Mitrofanov et al.).

The artists of the “middle-aged generation” fol-
low the traditions of abstract expressionism, the es-
sence of which is “‘ascension’ from the particular
to the general, with sequential abstraction from the
specificity of the depicted forms in order to
achieve the greatest degree of expression” [21: 34].
Tatar artists themselves call this style “painterly
abstraction” and see its origins in abstract stylistic
forms characteristic of Islamic art. In the Tatar
avant-garde we can find an original variant of this
style in the works of the People’s Artist of the Re-
public of Tatarstan, Madiar Khaziyev (and his stu-
dents). In the second decade of the twenty-first
century, he creates paintings titled “Compositions”
(numbers 1 to 20), which naturally combine na-
tional artistic traditions and the style of abstract
painting found in the works of Russian and foreign
artists.

The process of forming a “painterly abstrac-
tion” style in M.Haziev’s works allows one to see
how the elements of postmodern thinking are
“born” in the depths of modernist painting: a ten-
dency to decentre images, to create spontaneously
self-organizing art systems as “fuzzy sets”, the
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term of the French postmodernism theorists
Deleuze and Guattari [5: 154].

The driving force, or the “energy” factor of this
process, is M.Haziev’s interest in the image of
“sets”, that is a class of one type of phenomena:
the “set” of people, houses, roads, ships, trees,
stars in the sky, etc. (the series “Walking”, 2013;
“The Twentieth Century”, 2012; “Forgotten Fac-
es”, 2013; “A Southern City”, 2012; “The Girl
with a Flower”, 2009, “A Caravan”, 2009; “Aga-
Bazaar in Bulgar”, 2010; “The Elegy of Night”,
2013, etc.). The artist is interested in the fate of
man in the complex world surrounding him, and
this world is presented in his paintings in the image
of either a host of people, or a set of houses, or a
multitude of roads, etc. For example, the painting
“G.Tukay and the old Kazan” (2009) has a close-
up of the poet portrayed against a set of houses and
the people of an old oriental city, while in the other
picture of the Tukay series — “A Spring with Tu-
kay” (2009), his image is outlined against the
background of an innumerable number of people
moving in rhythm with him, in the same spiritual
impulse.

The works with the primary idea of people’s
unity (“The Walking”, 2012; “At the Celebration
of Sabantuy”, 2009; “Sabantuy in Chelny”, 2010,
etc.) have no central character, separate from the
“set”. These paintings depict a monolithic crowd,
fused into a single, celebratory mood, smothered in
greenery and sunshine. “The set” loses its clarity of
shape, however retaining hints of people’s silhou-
ettes (“At the Celebration of Sabantuy”, 2009), and
in some cases it turns into a semi-abstraction (“Sa-
bantuy in Chelny”, 2010; “A Ray of the Sun”).

The artistic experiment in interpreting the role
of “set” continues: in a number of paintings semi-
abstract images become a multi-colored back-
ground, and again, against this background, stand
out clear images of people as well as trees and
houses (the triptych “In the Forests of Kyrlai”,
2013; “The Silence of Night”, 2012). Thus, paint-
ings with a dual structure appear, in which the sec-
ond plan — a picturesque background — becomes a
space of associated images [2: 196-197].

In all these cases, the images of the “set” (us-
ing a mathematical term) can be referred to the
category of “fuzzy sets”. The founder of the theory
of fuzzy sets and fuzzy logic, the American
mathematician and logician Lofti A.Zadeh, argues
that “a lot of, perhaps the bulk of human knowl-
edge and contacts with the outside world include
such constructions, which cannot be named “sets”
in their classical sense. Rather, they should be re-

garded as “fuzzy sets” (or subsets), i.e., classes
with fuzzy boundaries, when the transition from
belonging to a class membership to non-
membership is gradual, not abrupt” [23]. Examples
of the fine arts are another confirmation of
L.A.Zadeh’s idea of the all-penetrating fuzziness
of the real world: he believes that we need a new
perspective, and a new set of concepts and meth-
ods in which the fuzziness is adopted as the uni-
versal reality of human existence [23]. M.Haziev is
interested in the mystery of “fuzzy sets” in social
and philosophical aspects. What is a community of
people, peoples, or nations like and what are the
possibilities and ways of uniting this diverse mass
spiritually? Can a person maintain their individual-
ity in a multifaceted, dynamic world, or are they
completely “dissolved” in it? How do cosmic
processes impact the fate of a human and society?
M.Haziev asks all these questions and other ques-
tions both of himself and his recipient. One of his
paintings is called “The Mystery” (2007): the im-
age of a woman, surrounded by a set of confusing
similar figures, “terrestrial” creatures, almost
merges with the background (set), thanks to the
identical design of images and the lack of clear
boundaries between them. In the painting with the
symbolic name “On the Road” (2012), the area
around the walking woman is full of mysterious
flying anthropomorphic characters similar to the
pupils of the human eye (maybe they are the
“signs” of space?).

From 2005 to 2015, M.Haziev’s paintings, cre-
ated in the style of abstract expressionism, have
images of “fuzzy sets” functioning in terms of
post-modern artistic thinking, which is manifested
in rejecting the composite “centre” (the semantic
node) and in portraying the “background”, or “the
set”, as a “self-regulating” system with its potential
energy activating the creative imagination of re-
cipients, and their ability for co-creation. In the se-
ries “Compositions” (numbered from 1 to 20)
“fuzzy sets” are devoid of any specificity, and seen
as pure abstraction, but an abstraction, which is
picturesque, sensual and expressive. Working on
this series, the artist does not set any specific task
and it is for the viewer to imagine a meaningful
picture. In the initial stage, the nature of a creative
process is intuitive and “automatic”. Using the tex-
ture of cardboard, the artist first draws coloured
spots, then “discerns” vague silhouettes and im-
ages in their combinations, and alludes to them
with the help of colour strokes, lines and accents,
without bringing them to their final shape, that is,
the artist creates a “clue” for the viewer. The artist
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enjoys experimenting with colours and when ad-
miring colour schemes, he experiences “an explo-
sion of emotions”. M.Haziev calls this state “giv-
ing vent to one’s soul”. The mood of the artist is
transmitted to the viewer, who starts to interpret
the paintings building on his associative images.

Thus, the painting “Composition No. 8” (2014)
is an abstract image in the form of randomly
spaced horizontal and vertical lines and blurry col-
oured spots. The strokes, hardly outlined on the
coloured spots, can be combined in a variety of as-
sociative images due to the lack of system in their
relationships in the imagination of the viewer.
Some of the recipients seem to see the awakening
of the cosmic forces arising from chaos in the blur-
ry outlines and scenic spots, and the picture is per-
ceived by them as a romantic cosmic fairy-tale.
Others distinguish mythological images thanks to
the “clues” of the artist, the images of Tatar Folk-
lore (Shurale and other forest dwellers), the cara-
van routes, outlandish ships, etc. — and “the world”
acquires a national colouring, etc.

When  creating  abstract = compositions,
M.Haziev relies on the experience of his predeces-
sors in the field of abstract painting — Vasiliy Kan-
dinsky (1866-1944), and the American artist Jack-
son Pollock (1912-1956). In Kandinsky’s “Compo-
sitions”, whose content is a play on un-outlined
coloured spots displaying the feelings and thoughts
of the artist, M.Haziev is impressed by the artist’s
desire for musical harmony expressed in colour. In
J.Pollock’s paintings, he is interested in the tech-
nique of execution — the technique of “dripping
and splashing” paint onto a raw canvas. Susie
Hodge, who studies J.Pollock’s work, calls this
technique “the imaging of rhythmic energy” [24:
70]. As an example, she chooses the painting
“One: Number 317 (1950), noting that although the
artist does not set the goal of depicting his era, its
essence is vividly felt in his dynamic brushwork.
[24: 70].

M.Haziev’s “Compositions” also have their
own rhythm and colour harmony, and a special
lyrical mood — Tatar moy. However, the “painterly
abstraction” of M.Haziev has its own national fea-
tures. In accordance with the traditions of enlight-
enment in Tatar culture, his abstract paintings im-
plicitly conduct a dialogue with their future recipi-
ents (their audience): as already mentioned, this is
by means of special “tags” and “focuses” on pic-
turesque spots, the artist helps them to actualize the
potential content of his work, actually developing
their aesthetic sense by focusing their attention on

the way the “miracle” of art may emerge from the
“chaos” of colour spots and lines.

In this particular pictorial abstraction created
by M.Haziev, you can see a feature of “median
culture” — a combination of contrasting attitudes:
postmodern (the rejection of centring the system of
images) and modern (the author’s “clue” — the “re-
placement” of the centre by the “game”, that is, a
potential dialogue with the viewer).

Victoria Egorova (Naberezhnye Chelny),
M.Haziev’s student, also follows the tradition of
painterly abstraction, developing the technique:
from “colour spots” — to abstract images. Her can-
vases are covered with fuzzy geometric shapes re-
sembling ancient oriental patterns and the stylistic
devices of Cubism. On this picturesque back-
ground we see both the “clues” for the viewer, and
romantic images of the cities in Turkey, Thailand
and India visited by the artist (“Istanbul by Night”,
2015; “The Market of Carpets”, 2014; “Indian
Women by the Well” 2014; etc.). The young artist
conducts her creative experiments in line with the
ethno cultural focus of the “Tamga” group.
V.Egorova expresses her idea of the origin of life
in a symbolic form (“The Birth of the Universe”,
2015; “The Soul of the Earth”, 2013; “The Soul of
Water”, 2013; “Adam and Eve”, 2013). She is also
interested in the “traces” of ancient civilizations
(“The Motifs of Bygone Civilizations”, 2010;
“Volga Bulgaria”, 2014; “Beneath the Bodhi
Tree”, 2013; “An Oriental City”, 2013; etc.) as
well as in the past and the present in the cultures of
Asia and Tatarstan.

Even from the small number of examples given
[see also numbers 1-2], it can be seen that national
artistic traditions are the basis for those who search
for style in different trends. However, the interac-
tion of different styles and “technologies” in the
Tatar avant-garde is determined by the general
trend — the search for the basic “formula of unity”
(as the Russian avant-garde artist P.V.Filonov puts
it) [25] that would help find solutions to the con-
tradictions in the life of the world community and
their awareness would contribute to the preserva-
tion of the world civilization and culture. The art-
ists of Tatarstan try to realize this great humanist
function of “median culture”, based on the centu-
ries-old experience of their national culture. This
appeal to national traditions, which influence the
transformation of motifs, images and styles of art,
is perceived by the artists of Tatarstan as a way to
assert their national identity and find their own
way of entering the world artistic process.
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TATABAHI'APl: HAIHMOHAJIBHBIE XY IO KECTBEHHBIE
TPAIUIIUUN KAK UHTEI'PATUBHBIUA ®AKTOP B TUAJIOT'E
PA3JIMYHBIX CTUJIENA
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Poccus, 420008, r. Kazans, yn. Kpemnesckas, 1.18,
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B nanHO# cratbe, TpeTheil U3 IMKIIA, TIOCBSIIICHHOTO MPo0JieMaM «CPEIUHHOW KYJIBTYPbI» B H30-
6pasutensHOM HckyccTBe PT [cM.1-2], TBOpUecTBO XyMOKHUKOB TaTaBaHTapjAa pacCMaTpHUBAeTCs B
HOBOM DaKypce, IpoelupyeTcs Ha HOBBIN UCCIEA0BATENbCKUM «dKpaH». Ha MaTepuane HEKOTOpPBIX
POM3BEICHHIT XyI0KHUKOB TAaTABAHTAp/a' MPOCICKMUBAIOTCA (DYHKIMH «CPEIMHHOMN KyNbTYyphbD» B
Ipolecce B3aUMOJCHCTBUS PAa3IMUHBIX CTUIEH. B 3TOM mpolecce HallMOHATIBHBIE XYI0KECTBEHHBIE
TPAIMIINK SBISIOTCS MHTETPUPYIOIIUM AYXOBHBIM (JaKTOPOM, @ B TEPMHHAX CHHEPIE€THKH — aTTPaK-
TOPOM, CIIOCOOHBIM MPHUTATUBATH B CBOE MMPOCTPAHCTBO PA3IMUHBIC CTHIIN U «SI3bIKM) NCKYCCTBA H pe-
TyJIHpPOBATh AUHAMUKY XyA0KECTBEHHOTO TBOPYECTBA.

KumroueBbie cioBa: PecryGiuka TarapcraH, u3o00pa3suTelIbHOE MCKYCCTBO, TaTaBaHIap[, «cpe-
IMHHAS KyJIbTypay, HAMOHAIBHbBIE XYA0KECTBEHHBIC TPAIULUH, B3aUMOJCHCTBHE XYI0KECTBEHHBIX

CTUJIEH.

OnHuM U3 MPU3HAKOB «CPEIUHHOM KYIBTYPBDY
SIBJISIETCSI, KAK OTMEUAIOT UCCIIE0BATENN, HATNINE
B HEll «Oombimoro ctuis» [3: 142], onpenensrorie-
ro XapakTep KyJIbTyphl TOTO WIM WHOTO UCTOpUYE-
CKOro 3Tama. B COBpeMEHHYIO 3MOXy, 3MOXY TIJIO-
Oanmu3aruy, TaTaBaHrap] pa3BUBAETCA B CUTYaIllUU
MIPOTUBOCTOSTHUS JIBYX OCHOBHEIX TapagurM B CO-
BPEMCHHOM H300pa3UTEIHbHOM HCKYCCTBE — MO-
JepHM3Ma U noctMoaepHu3ma. Kaxxnas us Hux co-
3/1aeT CBOM TpaBWiIa «OOJIBIIOTO CTHIIS», CTHIH-
CTUYECKOTO WHBApHaHTa, PEaTU3YIOLIErocs BO
MHOXXECTBE CTHUJIEBBIX Pa3HOBUIAHOCTEH, XyHOxkKe-
CTBCHHBIX TeUYeHMH, mKojl. Kak H3BEeCTHO, 3TH
KyJIbTypHBIE TMapajurMbl HaxOIATCA B TMpOIlEcCce
pa3BUTHS, IEPECEUCHUS U «HATOKEeHUD. [loaToOMy
TPaHUIBI MEXIY «OONBIIMMH CTHIISIMIY 3a4acTyIO
ctuparotcs. Kak 3ameTmiia aMepuKaHCKUH HCKYC-
cteoBel, JIx.DpumaH, «XYyIOKHHKU IIOCTOSIHHO
,,CIIOTBIKAIOTCS APYT O Apyra, ,,M3MbI*“ CTalK1UBa-
OTCsl U ckpemuBatotcs» [4: 11]. «Bo3moxxHOCTH
IJIOIOTBOPHOTO B3aUMOJCHCTBUSL MOJIEPHU3MA U
MOCTMOJIEPHU3Ma 3aKJIIOYAeTCs B TOM, — YTBEp-
)kaet E.B.KopoTueHko, — 4TO KaxKJIbIi U3 HUX TI0-
CBOEMY peliaeT OONIyIo 3a/Jady — PacKpbITh TBOP-
YECKHUE BO3MOXKHOCTH YEJIOBEKa B MpOIlecce ILIIO-
palibHOTO BUJEHUA MUpO3aAaHus» [5: 13].

Pacxoknmennss w TiepecedeHuss B IPOIIECCE
B3aUMOJEUCTBYSI Pa3HbIX CTWJIEH MPOUCXOLAT U B
cdepe UIeOIOTHUECKOT0 COJepkKaHUs, U B CIIOCO-
0ax XyI0>KECTBEHHOTO OCMBICIICHUS MEHSIOIIETO-

'Cwm. WITIOCTpAlMU K CTaThe Ha IIBETHOM BcTaBke. — FO.H.

Csl MUPa, U B TIOUCKAX HOBBIX, «HETPAJIUIIMOHHBIX)»
TEXHUYECKUX CPEICTB PEau3alliy <«SI3bIKa» WC-
KycctBa. OHaKO MCKYCCTBOBEIBI, U POCCHUICKHE,
U 3apyOeKHBIC, CEPhe3HO 03a00YCHBI TEM, KyJa
MPUBEIYT COBPEMEHHOE HUCKYCCTBO OTH TOWCKH.
Ilo »TOMy BOMpOCY BBICKA3BIBAIOTCS pa3IMIHBIC
MHEHUS, KaK MMeCCUMUCTUYIECKUE, TaK U «OOHae-
xkuBatonmey». «Ilomuute Xusomuces? Xoner? by-
Mary? Mokpeie kpacku u kuctu? Bcee arto Oyner
MPOJIOJDKATh CYIIECTBOBATh, HO — HPABUTCS BaM
3TO WM HET — TOJBKO KaK OJ{HA U3 KaTeropuii, Ha-
Py C XYJIOKECTBEHHBIM OOBEKTOM, KpYITHOMAC-
mTabHON WHCTAULIIMEH, mepdopMancoM, (oro-
rpadueil u BUAEO, U, 0E3yCIOBHO, BaKHOE MECTO
3aiiMeT WHTEpHET, BceMupHas mayTuHA, KOTOpas
MPAaKTHYECKH HaBEpHSAKA WM3MEHHT Hallle Ipe-
CTaBJIGHHE O  TBOPYECTBE...», —  MHUIIET
Hx.Opuman. «OmacHOCTh ,,WwWW** 3aKJII04aeTCa B
TOM, YTO CJIMIITKOM MHOTHE T'YMaHOWJBI PHUCKYIOT
M03a0BITh O TOM, — HAIIOMHUHAET OHA, — YTO OOJb-
11asi 4aCTh MCKYCCTBA CBsI3aHA, U BCera Oblia CBS-
3aHa ¢ pealbHOU KU3HBIO...» [4: 136].

Ilo muenmro T.I'.ManmumHnHON, B3aUMOJICHCT-
BHE JBYX XYyIOKECTBCHHBIX CHCTEM, OJHA M3 KO-
TOPBIX OMHPAETCS HAa OMBIT CTAHKOBOH >KUBOTIVICH,
Ipyras TpeICTaBIIsIET apT-CHCTEMY, HCIIONB3YIO-
Y10 S3BIK XYJIOKECTBEHHOTO JKE€CTa, MPUBOIUT K
TOMY, YTO, CTAJIKHBAsICh, «OHU HAYMHAIOT aKTHBHO
,,ACKpUTE.. Kak 3HaTh, MOXeT OBITb, 3J]€Ch, B
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9TOM HOIPaHHYbE, U POXKIACTCS UCKYCCTBO OyIy-
mero?! VIMEHHO 37ecCh OTKPBIBAIOTCSA IIHUPOKHE
BO3MO>KHOCTH JUIsl TBOPYECTBA, CO3/IaHUS MPAKTH-
YECKH HEOTPAaHMYEHHOIO apceHaja CPEeACTB BBIPA-
3UTEIBLHOCTHY [6: 35].

KamHeM npeTkHOBEHHS B CIOpax O Kapau-
HaJIbHOM M3MEHEHUHU «3bIKa» HCKYCCTBa CTaHO-
BHTCSI BOIIPOC O TOM, HE MPUBEAET JIN K CTUPAHUIO
HAIlMOHAJIBHOM  CHEUU(PHUKH  XYAO0KECTBEHHBIX
MIPOU3BEJICHNI aKTHBHOE MCIIOJIb30BAaHUE HOBBIX
TEXHOJIOTHH B TBOPYECKOM MpOIECCE, OTXOHA OT
KJIACCHYECKUX TPHEMOB CTaHKOBOH >kuBommcu. C
Ipyroi CTOPOHBI, HE SBJISETCS N Oojbliasl mpu-
BEP)KEHHOCTh K TPaJWLMOHHOM KyJNBType H OCTO-
POKHOCTH B MCTIOJIB30BAHUH HOBBIX XYJI0’KECTBEH-
HBIX «TEXHOJIOTHil» (YTO HAOIIOAAETCSI U B COBpE-
MEHHOM H300pa3urtensHoM uckycctse PT) mpuun-
HOHM «OTCTaBaHUs», KaK CUHUTAIOT HEKOTOPBIE HC-
ciepoBarenu [7: 155], oT oOmeMUpoOBOro Kyiib-
TYpPHOTO Iporecca? ITH BONPOCH TPeOYIOT TIua-
TEJBHOTO W BCECTOPOHHETO U3yUYEHHUSL.

[lepcriekTHBBI HAIIMOHAIBHOTO HCKYyCCTBa B
CJIO’KHBIX YCJIOBHSAX Pa3BUTHUS TMHAMHUYECKOTO TH-
Ia [WBWJIN3alUd BO MHOTOM 3aBHCAT OT TBOpYE-
CKOTO TIOTEHIIMAaNa, KOTOPHI HaKallJIMBaeTcs |
oOoramjaercsi B TCUEHUE psijia BEKOB (OPMUPOBa-
HUS KyJbTYpPBI HapO/a, KaK MaMsTh KyJbTYpHl, Kak
HallUOHAJIBHBIE  XYNO)KECTBEHHBIC  TPAIHIIHM.
OyHKIMOHUPYsT B chepe CPeIuHHOH KYJBTYpBHI,
HaI[MOHAJBHBIE XYJOXXECTBEHHBIE TPaJUIMH BHO-
CSIT 3HAYUTENIbHBIC KOPPEKTHBBI B JHAJIOTr «0OJIb-
WX CTWIEH», CHUMAas KpallHOCTHM WX UJIEHHO-
3CTETUYECKUX MO3UIIUH.

B Tpynmax wuccrnepoBarenell TaTapcKoro H30-
Opa3uTENbHOTO HCKYCCTBA HAI[MOHAIBHBIE XYZIO-
JKECTBEHHBIE TPAJULMU OCMBICIMBAIOTCS KaK Ipo-
JOJDKEHHWE W DPAa3BUTHE JOCTHKEHHH HapOIHOIO
JEKOPaTUBHO-OPHAMEHTAIBHOTO TBOPYECTBA, OT-
JMYAOIIErocss OOraTCTBOM XYyJIOKECTBEHHBIX H
TEXHUYECKHX MpHEeMOB ¢opMoodpa3oBanus [8].
OTO M CTHINCTHKAa NMPUMHUTHBHU3MA, U JIEKOPATH-
BH3M KOBPOBOTO TKAauecTBa, W HIOAHCOBOCTH y30-
POB «Ka3aHCKOTO TMOJOTEHIa», W TOHKHUI IOMOp
HAPOJHBIX HIPYIIEK, M CHMBOJHMKA IIAMAHJIEH’,
BOOpaBmmMxX B ceOs OoraTelii omeIT apabo-
MYCYJIbMaHCKOH KyJNbTYpHl, H apa0ecKOBBIH OpHa-
MEHT B NPOMU3BEJECHMUAX MPHUKIAAHOTO HCKYCCTBA.
Bce 3tn «cocraBnsone» COOTBETCTBYIOT U 00-
el TEeHAEHIIMU, MPUCYIIEH HCKYCCTBY HapoOJlOB

* Illamamns (c apab. «KauecTBO, IOCTOMHCTBO, BCECTO-
pOHHEe M300paKeHHE») — HACTEHHBIC NMAHHO C U300pa-
JKEHHEM CBSITBIX MECT M Me4eTeH, a TakKe TEKCTOB U3-
pedenuit u3 Kopana, apopusmoB, ¢parMeHTOB MOITH-
YecKHX mpousBeneHui [9: 658].

apabo-MyCyIbMaHCKON TMBHIN3AIMH (CTpeMIIe-
HUIO K abCTparupoBaHHbIM (hopMaM OpHaMEHTAH-
3aliY M CTHJIM3AINN), U XapaKTepy HallMOHAIBHO-
ro XyJOXECTBEHHOIO MBIIUJICHUSI TaTap — KOH-
KPETHO-TTACTHYECKOTO W HIOAHCOBOTO OJIHOBpE-
MEHHO.

OnHako B KyJbTYpPOJOTMYECKOM AacHEKTE CO-
JIEpKaHWe TIOHATUS «HAI[MOHAIbHBIE XYJOXKECT-
BEHHBIC TPATUIMKU» TOPa3No mupe, uoo onu Ghop-
MHUPYIOTCSI B CUCTEME AYXOBHOU KYJBTYpHI B Ie-
JIOM, B TPOLECCE B3aUMOACHCTBUS U Pa3BUTHUA €€
pasHbIx mojcucteM. CremyeT y4decTb, 9TO Ha pas-
HBIX UCTOPUYECKUX ATanax MOACUCTEMbI KyJIbTYpbl
pa3BUBalOTCAd HepaBHOMepHO. Ecnm ycinoBust He
MO3BOJISIIOT BBICKA3aTh YTO-TO Ha S3bIKE OIHOM
MOJCUCTEMBI, TO TyXOBHasg M HMHTEIUICKTyallbHas
CUJIa HApoJa MEpPEeTeKaeT B IPYTroll CETMEHT KyJb-
Typbl. DTOT TPOIECC «B3anMO3aMeIeHHs» obec-
MEYMBaET IPEEMCTBEHHOCTh B PAa3BUTUU TaTap-
CKO# KyJNbTYpBI, OJaromaps KOTOpOH OHa cMoria
HE TOJIBKO COXPaHUTh ce0si, HO M pa3BUBAThCS Na-
K€ B HEOJIarOMPHUATHBIX UCTOPUYECKUX yCIOBHSIX.

B cucreme TaTtapckoi KyJIbTypbl HA IPOTSIKE-
HUU MHOTHX BEKOB JIOMUHUPYIOIIYIO POJIb UTPAET
MUChbMEHHAs XyJ0KeCTBEHHAsI IuTeparypa (1 opu-
THHAJbHAs!, ¥ MEPEBO/IHAsA) C NMPOCBETUTENBCKUMU
YCTaHOBKaMH, UMEIOIIMMHU TIIyOOKHE IUBUIIN3A-
uuoHHble kKopHU [10]. KoHcTaHThl HallMOHAJIBHOM
KyJIBTYpbl, oOo3HaumBIIHecs: euie B Hawaie XIII
BEKa B 3HAMEHHUTOM IPOM3BEACHUU OyJIrapcKoro
nosta Kyn Tamn «Ckasarne o Mycyde», Bbipa-
JKEHHBIE B HEM OOIIECTBEHHO-TIOINTHYECKHE,
HpaBCTBEHHBbIC WuAcaNbl (UAes HEOOXOIUMOCTH
€JIMHEHUSI POJHBIX, JIIOOSANINX, TPABUTENSA U €ro
MOJITAHHBIX, a TakXXe BCEro HapoJla Ha OCHOBE
CTpaBeUIMBOCTU U JOOPBIX peUIeHWH, uaes Iuy-
HOW OTBETCTBEHHOCTH 33 CBOU MOCTYIIKH) BO MHO-
TOM OIpEACNININ AAJIbHENIIEe Pa3BUTHE HE TOJIBKO
TaTapCcKOM JTUTEpaTyphl, HO M JAPYTHX MOJCHCTEM
KyJnbTypbl. OCOOCHHO Ba)KHBIM (haKTOPOM CIIEIYET
CUUTATh U HAJIMYME B TAaTapCKOM KyJbType TIIIy-
OMHHOTO, HAPOJHO-MH(OIOTHUECKOTO, (OIBKIOP-
HOTO CJI0s. B HeM coxpaHSIOTCS M MepexolsiT U3
SIOXU B 3MOXY HALMOHANbHBIC XYAO0XKECTBEHHBIC
TpaJAULIMH.

[IpocBeTuTensckrue TpaauLUU B KYJIbTYpE OC-
HOBBIBJIUCHh HA CTPEMIICHUM BOCHHUTATh B HAPOJE
JKU3HECTOHKOCTh, TEPIIEHUE, CIIOCOOHOCTh K BBI-
JKUBAHHUIO, K COXPaHEHHWIO HAIWH, pPoja, CEMbU B
TMOOBIX JpaMaTU4ecKuX CHUTyalusX >KU3HH. JTa
aJanTuBHAs (QYHKIUS KyJIbTYpBI, TPOSIBUBIIASACS B
TOW WM WHOW CTeTNeHH W (GopMe B pa3HBIX IMOA-
cHUcTeMax, CoYeTanach C JAPYrol BaKHOW TEHJIECH-
Iueld — OCO3HAHUEM UCTOPUU U KYJIBTYPbl CBOETO

177



Y.G.NIGMATULLINA

Hapojia KaKk HeOThEMJIEMON YaCTH MUPOBOM IIUBH-
mmzanuu (o XIX B. — nwuBmiamzanuu  apabo-
MycCyJbMaHCKOro Mupa). Co BTOpOI IOJOBUHBI
XIX Beka HaMeTWJIACh HOBasl KyJbTYypOJOTHUECKas
opueHtanus — oT Bocroka kx 3amafmy, ycuiImiCs
HMHTEPEC K PYCCKOHM U 3aIlaHOEBPOIECHCKON JIUTe-
parype, punocodpun u uckyccTBy. B HOBO mcTo-
PUKO-KYJIbTYPHOM cuUTyauuu KoHua XX — Haydaja
XXI Beka, B 3110Xy UHTCHCUBHOT'O Pa3BUTHS B MU-
pe TI00aNN3alOHHBIX MIPOLECCOB, TATAPCKUN Ha-
pon, Aa u npyrue Haponbl PD, momonuin k moHU-
MaHHUIO TOTO, YTO BBDKHBAaHHE 3THUYECKHUX KYJb-
Typ U UX JalbHelllee pa3BUTHE BO3ZMOXKHBI B TOM
ciy4ae, €clii TpoOJieMbl HaIMOHAIBHON camo-
uaeHTHPHUKAUK OyAyT pemarbcsi B KOHTEKCTE
po0JieM €Bpa3MiCKOM IUBWIM3AIIMY, B TPOIIECCe
pacuIMpeHrs U aKTUBU3ALUUU TBOPUYECKUX KOHTAK-
TOB MEXIY HapoJamH, HACEJSIIOIIMMH «EBpa3uil-
CKOE TIPOCTPAHCTBOY [2].

Wrak, coBpeMeHHOE M300pa3UTEIBHOE HCKYC-
ctBo PT, B ToM uuciie u TaTaBaHrapji, CpaBHHU-
TENbHO MOJIOJOW MO WMCTOPUYECKOMY BO3pACTy
KOMITOHEHT TaTapCcKOW KyJIbTYpbl, BOUpaeT B ceds
OINBIT HUCKYCCTB, POXKACHHBIX KyJIbTYypaMHU Pa3HbIX
uMBWIM3anui. HamnroHanmpHBIE XyI0KECTBEHHBIE
TpPaJuLUM, JETEPMUHUPOBAHHBIE MHOMXECTBOM
KYJbTYpPHO-LIUBIJIM3AI[UOHHBIX IPOLECCOB, SBIIS-
I0TCS MHTETPUPYIOMUM (PaKTOPOM B CIIOKHEHIIIEM
JIUanore paslu4HbIX ICTETUYECKUX KOHIEMINH,
CTUJIEH, «SI3BIKOB)» HCKYCCTBA, a TaKXKE PEryJsiTo-
POM IMHAMHKHU TBOPYECKOT'O MIPOLIEcca Xy I0)KHHUKA
B KaXIOM KOHKPETHOM ciydae. B maHHOH cTartbe,
HE Kacasich BCEX CTOPOH 3TOW Ba)KHOW MPOOJIEMBI,
paccMOTpUM Ha OTACIBHBIX IIpPUMEpax, Kak B
TBOPYECTBE XYJOKHUKOB TaTaBaHTapAa Hameda-
I0TCS pa3Hble TEHJCHIIMU K CUHTE3y CTHUJIEH B pyc-
Jie HAlIMOHAJIBHBIX TPAIULUH.

PasnoBuaHoOCTH HEONPUMUTHUBHUCTCKOTO
CTHJISA

MHorue Xym0)XKHUKH B U300pa3uUTEILHOM FC-
kycctBe PT, oTHOcAmuecs K HampaBJIEHUIO TaTa-
BaHrapaa (X.Iapumos, 3.MuHHHAaXMETOB,
M.Xa3ues, X.Jlateimos, A.Mnpscosa, JI.AXxMeToB
U Jp.), OPUCHTUPYIOTCS Ha CTHUINCTUKY TPUMHUTH-
BHM3Ma, COYETas €€ C COBPEMEHHBIMH aBAHIapIUCT-
ckumu npuemamu. [Ipu xapakrepucTtuke padoT,
HaIlMCaHHBIX B 3TOM CTUJIE, UCCIEAOBATEIN HPEXK-
Je BCero oO0pamiaroT BHUMAaHWE Ha «BHEITHHE»
MPU3HAKH HEONPUMHTUBU3MA: TJIOCKOCTHOH (OH,
MUHUMAaJIbHOE KOJUYECTBO 00Pa30B, KOHTYPHI KO-
TOPBIX HAIOMMHAIOT JUHUM JETCKOTO PHUCYHKA,
CBOOOJIHAsT KOMIIO3UIIHSI, HCIIONB30BAaHHE «YHC-
TBIX» TOHOB, I[BETOBBIX KOHTpacToB. OJHAKO U3I0-
MHHKa HEONPUMUTUBUCTCKOIO CTWJISI — B COYETa-

HUU BIEYATICHUS JNETCKOM HENOCPEICTBEHHOCTH,
HaMBHOCTH, KaXyIelcs «IpocTOThD B3IUIAZa Ha
KU3Hb C HMHTEPECOM K BaXKHBIM COLUAIBHBIM U
dumocopckum mpodiemaM. IIpomsBeneHus, BHI-
MOJTHEHHBIE B MMOJOOHOM HEONPUMHUTHBHCTCKOM
CTWJIe, pa3BUBAIOT, Ha HaIll B3TJAA, B M300pasu-
TEJIBHOM HMCKYCCTBE TPAIULUU MOSTUKH «MYyAPOTO
CIIOBa» B TaTapckoM (oJbKIOpe M JinTeparype (u
mMpe — B BOCTOYHOHM JIUTEpaType), OCOOCHHO B
JKaHpEe «XUKMETOBY, CTUXOTBOPEHUN (PHUI0COPCKO-
ro, TUAAKTUYECKOTO COACPXKAHUsS, B KOTOPBIX CO-
uagbHbIC, dTUYECKUE, (umocodckue uaen 3adac-
TYI0O BBIPAKAJUCh B «HAUBHO-TIPOCTOIYIIHOMN
dhopme» [10: 48-53].

BapuanTtel HeompUMHUTHBH3MA B TaTaBaHTape
pa3IMyaroTCs B 3aBHCUMOCTH OT TOTO, Ha Kakue
TPaAULIMKA OMUPAETCA TOT WIM WHOM XyHOXKHHUK U
MPOJYKTUBHO pa3BUBAET HUX B COOTBETCTBUH CO
CBOCH HAEHHO-3CTETUYCCKOM KoHuenuueir. Ilo
KOHLEMNTYaJIbHOMY COAEPXAaHUIO0 KapTHUH B COBpe-
MEHHOM TaTapCKOW >KUBOMHUCH YCIOBHO MOXHO
BBIJICNUTh (QHUIOCO(CKYIO, COIHMATBbHYIO, 3THHYE-
CKYIO0 M JIpyrHe pa3sHOBHJHOCTH HEONPHUMHUTHBU3-
Ma.

X.apumoB (pykoBoauTenb rpynmsl « Tamray,
3aCIIyKEHHbIN Jedarens uckyccrB PT, uneH mex-
JlyHapOJHOW acCOLMAIMK H300pa3UTEIbHBIX HC-
kyccts JOHECKO) — xymoxxHuK (umocodhckoro
cxnaga Meiauienus. Ctunes X. lapunosa cdopmu-
poBaJiCS Ha CTBIKE TPAaJULUNA CTAHKOBOM >KHUBOIU-
CH W JEKOPAaTHBHO-TIPUKJIAIHOTO WCKyccTBa (B
3HAYUTENFHONW CTETIEHN 3TO OOBSCHSAETCS TEM, YTO
XYJI0’)KHUK OKOHYMJI OTJENIEHHE XYJ/I0’KECTBEHHOIO
TEKCTWISL B AKaJE€MUU MPOMBIIUIEHHOIO UCKYCCT-
Ba uM. Myxunoit B Caukr-Ilerepbypre). Mcmonn-
30BaHME IPUEMOB HAIMOHAJIBHON TaTapCKOH BbI-
IIMBKH, Y30PHOTO TKAYECTBA, «IIBETOYHOTO CTUJIIS»
HCKYCCTBa HaMasJlblKa B €r0 IPOU3BEACHUSIX COYe-
TAeTCsl C TBOPYECKUM OCMBICIIEHHEM OIBITA MPEXK-
Jleé BCEro KHUTaWCKO-SMOHCKOM >KMBOIHCH, OCHO-
BAaHHOM Ha NPUHUMUIE HHb-SIH, MPEACTABICHUU O
JKU3HU KaK JTWHAMHYECKOM EIMHCTBE MPOTHBOIIO-
JIOKHOCTEH, HyXarommxcs Apyr B apyre (ITanHo-
3aHaBec «llBetomy3bika», 1988; «lllaxmaTHbie
uBeTh, 1989; kapTuHBI «3eMIlsl — 3TO OJIEAIION,
1992; «Ilocnanne Monapuany», 1996; «Kax npe-
KpaceH mupy», 2002 u np.). Tak, Hanmpumep, 0JHO
W3 €ro paHHWX IPOW3BENEHUH — MHHHUTOOENeH
«Kampimm» (1989) — BocIpoM3BOIUT CTHUIIMCTUKY
TAaTapCKOT0 IMOJIOTEHILA: WU Y30pbl, U I[BETOBYIO
raMMmy, ¥ Jaxe TUM TKaHU. TexHomorus roderneHa
— MepervieTeHne HUTeH — Co3/1aeT «psiOby», KoTopas
HaloOMHMHAET «0OpO31bl» HAa KapTHHAX KHUTAMCKUX
XyIO0KHUKOB, TO €CTh JIETKHE LITPUXHU, HAHECECH-
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HBI€ Ha OTJENbHBIC YaCTH KapTHHEI C LEIBI0 Tepe-
JaTh ABMkeHHE. He3ambICooBaThlil PUCYHOK BBI-
pakaeT TpeICTaBleHHE XYyIO0XKHHKAa O €IUHCTBE,
LEThbHOCTH W IMHAMHUKE KOCMHYECKOro Mupa. B
AHHOTAIMMA K KapTHHE XYAOXXHUK ToscHseT: «He-
00 ¥ 3eMJIsl JICNIAT KapTUHY Ha JIBE IMOJIOBUHKH. ..
l'opuzoHTaNbHEIE TEMHBIE TOJOCKM Ha Hebe He
TOJIBKO HaMEKAIOT Ha CKPHIBAIOIIUNCS 32 BEPXHUM
KpaeM YepHBI KOCMOC, 3TH CTPOTO TOPU30HTAIb-
HbIE JIMHUU COJepPKaT B cebe Hem30exHyr Oec-
KpaHOCTh — OeCKOHEYHOCTh Heba — KocMmoca...
HwxHss mOI0BUHKA KapTUHBI — 3eMJISL, Kpaid 3eM-
JIM Ha CTHIKE C HEOOM... (hparMeHT IUTaHEThI, TOXE
rpoOMaJHOM, MPU 3TOM KHUBOHU... Kamblii 31ech —
3TO0 ano¢eo3 KUBOTO — PACTET HA 3eMJie, KOPHAMHU
BHYTPH 3€MJIM, CTPEMHUTCSI B KOCMOC, K COJIHILY,
MIPOHUKAET B HE0O, CIIMBAs, COSANHSS HU3 U BEPX,
— KaMbllll JUHAMHUYHBIN, KUBOH, MYyJIbCUPYIOIIUH,
Pa3HOIIBETHBIN (CUMBOJ pa3HOOOpa3usi BCETO KH-
BOTO, B TOM YHCJIE HAPOJOB M 3THOCOB...)». YXKE B
9TOM BBICKa3bIBAHWW HaMeEdyaeTcsl YCTaHOBKa Ha
¢unocopckyro  HANPaBICHHOCTh  JaJIbHEHIINX
TBOPYECKHUX OIBITOB XYOXKHHKA.

Hns X IllapunoBa BaykeH MOUCK «TIEPBOOCHOBY
eIMHCTBA HE TOJHKO KOCMHYECKOTO MHpa, HO H
«BHYTPEHHET'0 KOCMOCa» — TyXOBHOTO MHpa HApO-
Jla, HallUH, YejoBeka. M 3TOT MOMCK OCyIIecTBIIs-
€TCsl UM B «KOCMHYECKHX» MaciTabax, nbo HeoT-
JIEIMM OT OCO3HAHUS €IMHCTBA YEJIOBEKA C MPHUPO-
Joi, ¢ KocMocoM — B 3ToM miaHe Ha X.[lapunosa
OTIpe/IeTIeHHOE BIMSHME OKa3ano W cyduiickoe
y4eHHE O B3aWMHOM TIOJOOMH MakKpoKocMmoca
(yHHBepcyMa) 1 MUKPOKOCMOCa (YesIOBEKa).

Otot acnekT TBopuectBa cOmmxaer X.lHapu-
I0Ba U C XYIO)KHUKAMH KJIACCHYECKOTO aBaHTapaa
Hayana XX Beka [11], koTopble CTPEeMHIUCH IIO-
HATH MUQOJIOTHYECKHE IEPBOOCHOBBI MHPO3/a-
HUS, TPEJICTABISIIN €r0 «IEPBHYHBIE 3JIEMEHTHD)
WM B BUIAE TEOMETPHYECKOW  aOCTpaKIu
(IL.Mounpuan, K.ManeBu4), uiu B BHJIE aHTpPO-
oMopHBIX cuMBONOB (X.Mupo), Wiu B BHUIC
«cBeToBOoro mpassbika»  Bceenennoit  (B.Kan-
munckuit, P Jlenone) [11]. ®unocodckoe cojuep-
xanne B kaptuHax X.[llapumnoBa, xak u y ero
MIpeIIIeCTBEHHNKOB-aBAHTaPIUCTOB, BHIPAYKEHO B
nakoHnuHOH ¢Qopme. nsa ctunsa  X.Illapumosa
TaKXKe XapaKTepHA SKOHOMHUS M TPOCTOTA XYHA0XKE-
CTBEHHBIX CpPEACTB, MHHUMYM JeTaneld, CHMBOIH-
YecKHil xapakTep o0pa3oB, codeTaHHe 3HaKa W
cioBecHOro Tekcra. OJIHaKo y TaTapcKOTo XyJI0%K-
HUKa CBOE BHUJICHUE «BHEITHETO» M «BHYTPEHHETO»
kocmoca. «KapTuny Mupa» OH cO31aeT Ha OCHOBE
apXEeTUNHMYECKHX 00pa3oB M MHUGOJIOTHH TIOPK-
CKMX HapoJOB, 0Opa30B W MOTHUBOB TaTapCKOTO

(hompkiopa W nHTEpaTyphl. OJTO TPaIUIIMOHHBIE
CHUMBOJIBI, TaKHE€ KaK MOIYMECSI], MUHAPET, 03€po,
coJHIle, Oenasi BOYMIIA, MTHUIBI, [[BETHI, JEPEBO B
BHIE pyKH... («3uMHUN TyTh», 1993; «bembrii
BOJK», 1999; «3emist u HeOO», 1999; «Tennp nru-
ue», 2005; «onoc ymemmux Bpemen», 2009;
«3emus ipenkoBy, 2011 u np.) Umenno 6naromaps
CBOCH «TPAAWIIMOHHOCTH», «Y3HABAEMOCTHY», JTH
CUMBOJIMYECKHE 00pa3bl, OOBEIUHCHHBIC BOJICH
XYJIO)KHUKA B OIpPEISICHHYI KOHIENTYalIbHYIO
CHUCTEMY, CTaHOBATCS 0a30f IJIs1 BO3HUKHOBEHUS
acCONMAaTHBHBIX 00pa30oB y penunueHTa. Ha Ham
B3[JISII, OTO XapakKTepHBIH [UIA  XYyIO0KHUKOB-
MoaepHucToB PT cmocob co3maHust «accoIMaTHB-
HOro mnois» kaptueel. X.Illapunoe ympasiser
CMBICII000pPa30BaHUEM U YepEe3 CHMBOJIMKY IIBETA,
KOTOpas HaMeydaeTcsl B ero KapTHHAX B COOTBETCT-
BUM C TPAJAWIUSIMU MYCYJIBMAHCKOTO HMCKYCCTBa
[12: 52-47]. OH MHOTOKpPaTHO BOCIIPOW3BOAMT, HO
B pa3HBIX I[BETOBBIX M KOMITO3UIIMOHHBIX BapHaH-
TaxX, OJHA W T€ e 00pa3bl, apXETUITHI 1 MOTHBBI,
TEM CaMbIM BBIpaXKas HMJICI0 U OSCKOHEUHOrO pas-
BUTHUSA, U BO3BPAIICHUS K HAPOAY CYIIHOCTHBIX Y-
XOBHBIX IEHHOCTEH.

Mup XyII0KECTBEHHBIX 00pa30B B IIPOU3BEIC-
Husix X.IIlapunoBa nOCTpPOEH IO IPHUHLHUILY CO-
TIOCTaBJICHUS «3EMIIH» U «HE0ay, IIEHHOCTEeH «3eM-
HBIX» M JYXOBHBIX: JOM (CHMBOII POJHOTO OdYara,
OoTe4yecTBa) — M MHUHApeT (CHMBOJI JYXOBHOCTH,
HAI[MOHAIBHBIX CBATBIHB); TACYIIAsCsA JIOIIATh
(3HaK 3emITeIeTbUEeCKON ITUBHITU3AINNA) — U OCJTBIiA
BOJIK (TOTEM TIOPKCKHX HApOJOB, CHMBOJI UCTOPH-
YECKOW MaMsTH); YEIOBEK — U NTHUIA (MU KpPbI-
Jbs1), CHMBOJIM3UPYIOIIAsl TyXOBHBIN B3JIET, U T.II.
Enunyro XymosKeCTBEHHYIO CHCTEMY OHU COCTaB-
NS0T U Oyarojaps oOpazaM-«MeIuymam», KOTO-
pBIE TI0 CBOEMY CHUMBOJHYECKOMY CMBICITY OTHO-
CATCS U K «3eMIIe», U K «HeOy». DTo 00pa3bl «Mu-
POBOIO JiepeBay; 03epa, OTpaxarolero Hebo; Kpy-
ra wim Koseca (COJSPHOTO 3HaKa, CUMBOJA JIBH-
JKEHHSI BPEMEH, BEYHBIX JKM3HEHHBIX IEpepoikKiIe-
HUi) U Jap.

Tax, B ocHoBe kaptunbl X.lllapunosa «Kpyr-
noe o3epoy» (1999) — nerenna o CBAIIEHHOM 03epe
Pa6ura. «CornacHo Jeredae, HaOo)kHas PaOwra,
HaJyMaB COBEPIIUTH Xa/pK B MekKy, pemmnia mo-
MOJIUTHCS, HO, HE HAWIsi BOJABI JJIi OMOBEHHS, C
ropstaeit MopOOH oOparmiack k Amraxy. U Tyt
’K€ BO3HHUKIIO YHCTOE, TITyOOKOE 03€pO, MOITYIUB-
miee B HapoJie Ha3BaHue «CBsiieHHOe 03epo Padu-
ra» [13: 257]. B nmaHopamy Kpyrjoro osepa Xy-
JIO)KHUK BKJTIOYACT IIABAIOIINX YTOUYEK (3HAK Jie-
TeHJIbl O COTBOPEHHMH MUPA), MOIyMecsl, OOHH-
MAIONIHiA 3B€310YKY, JIOM U JIBa JIePEBIIA, ITOX0KHUX

179



Y.G.NIGMATULLINA

Ha pyKH, OEIyI0 MEUeTh M HAITPABIISIONUXCS K HEH
KEHILUHY, CTapUKa U AEBOYKY, MUPHO HacyIIyocs
Ha Oepery Jomaap U Jake KpacHOe KOJIecO, CHM-
BOJIM3HPYIOIIiee ABM)KEHUE COJHIIA 110 KpyTy. BHH-
3y Haamuck: «boarap >KupeHae wm3re Kyin JWIsp»
(«Ha Oynrapckoil 3emiie 3TO 03€pO Ha3bIBAIOT
CBAIICHHBIMY ). CBAIIEHHOE 03ep0 KaKk Obl XPaHUT
Joporue cepairy Hapona jereHasl. O6pas ozepa B
3TOW KapTHHE MPEJCTaBIsAeT BapUaHT MHOTO3Hau-
HOTO CHMBOJIMYECKOTO 00pa3a Kpyra — B 3HAaYCHUHU
«KPYTIOCTH», 00TEKAEMOCTH, CTIIAXHBAHHS YTIIOB,
HepoBHOcTel. IIpocTOil CHOKET BhIpaXkaeT Npen-
CTaBJIEHUE O TIOJHOTE, TAPMOHUU KU3HU, CO3/IAeT
0co00€e TMPUYECKOe HACTPOCHNE, TATAPCKUA MOH.

Ha xaptune «Tens nrunen (2005) xymoxect-
BEHHBII MUKPOMHp, CO3LAHHBIA aBTOPOM, TAKXKE
AMEET CBOU «IIEHTp». DT0 00pa3 yCIIOBHO M300pa-
JKEHHOW TITUIIBI (B TIOPKCKOW MH(OJIOTHH — CHUM-
BOJ AyIIM uenoBeka.). Ee cuiryaT ¢ orpomMHbBIM
KpBUIOM BBIPHCOBBIBaeTCs U Ha (hoHe Heba (CKBO3b
KpBUIO TIPOCBEUMBAIOT 3BE3I0YKH U 00JIaK0), M HA
(one 3emin, MPEACTABIEHHON B BU/I€ TKAHBIX pa3-
HOIIBETHBIX JIOPO’KEK (Ha HMX HAAMHUCh «Xam3a —
5») W CTWIM30BaHHBIX IIBETOB B HIDKHEH, JICBOM
gacTh KapTuHb. O0pa3 NTUIEI OO0BEIUHSCT «He-
00» 1 «3emiitoy. Ha3Banue kapTuHBI puoOperaeT
CUMBOJIMYECKHN CMBICI: W300pakeHHBI Ha (poHe
OTPOMHOTO KpBUIa JIOM, MHUHapeT, AEPEBO, UeiO-
BEK, TJISASIIUI Ha 3BE3/bl, BOCHIPUHUMAIOTCS Kak
TEHb MNTHUIIBI, TO €CTh OTPaKEHHE, a TOYHee, BO-
IUIOIICHNE B 3€MHBIX IIEHHOCTSAX BBICIIEH TyXOB-
HOH cuibl. B aBTOpPCKOM aHHOTallMU K KapTHUHE aK-
LEHTUpPYETCS U Jpyras Hjes — pPa3MbIIUICHUS O
XPYIKOCTH MHpa, HETPEICKa3yeMOCTH €ro pa3BH-
Tus: «MBI HUKOTZa HE 3HaeM, OTKyJa MpuieTena
NTUIA U KyJa OHa YJNETUT. Takxke M 3TOT MHUp C
JEpeBHSMH, JOMaMH, YEIIOBEKOM, TJISAAIIMM Ha
3BE3/bI: OTKY/Ia OH B3sUICS? YTO C HUM CTaHET 3aB-
Tpa?»

TBopuectBo X.IllapumoBa NpOYUTHIBACTCS B
ACTIeKTe ICTETHKH W XYAOKECTBEHHOW MPAKTHKH
MOJIEPHHCTCKOTO HCKyccTBa. OJHAKO XYIJOXHHK
MIPOSIBIISICT aKTUBHBIM MHTEPEC U K MOCTMOJEPHHU-
CTCKHUM HaIlpaBJICHUSIM, OCOOEHHO K KOHIIENTYya-
JIU3My, OTHolleHHe K kotopomy y X.[llapumosa
nBoiictBeHHOe. C OfHON CTOPOHBI, €My HMMIIOHH-
pYyeT cTpemileHHe TMPEeICTaBUTEJIeH ITOr0 HaIlpaB-
JIEHWS BBIPA3UTh CYIIHOCTH «BeIIei», SBICHHM,
MIPOIIECCOB, KOHIIETIINIO CBOETO TBOPYECTBA Uepe3
«KOHLENTH» («KOHLENT» OT JaT. conceptus — 10-
HATHE) — COJEpKaHWe MOHITHSA, €ro CMBICIOBas
HaIlOJHEHHOCTh B OTBJIEYEHHH OT KOHKPETHO-
SI3BIKOBOM  (hopMBl ero BeIpaxkeHus [5: 379]), He
OTpaHUYMBasl, HE CTECHss ce0s B IOMCKE CPEJCTB

WX XyJ0KeCTBEHHOTro Borwiomierns. Ho B To ke
BpeMsl €ro, NOOOPHUKA KPacOThl M TAPMOHUH B HC-
KYCCTBE, 3a4acTyl0 OTTAJIKHBAKOT CHOCOOBI, C TO-
MOIIBI0 KOTOPBIX KOHIENTYAJIHCTHl PEan3yIoT
CBOIO CTETHYECKYIO MPOrpaMMy: OHH HE CUHUTAIOT
HEOOXOJAMMBIM BOIUIOIIEHUE KOHIICMIIUU XYJI0XK-
HUKa C TIOMOIIBIO0 KITACCUYECKHUX CPEJICTB XyI0Ke-
CTBEHHON M300pa3UTEILHOCTH ¥ BBIPA3UTEIHHO-
ctu. VX HaleIeHHOCTh Ha CO3JaHKHe HOBOTO SI3BIKA
UCKycCTBa, 4TO, o MHeHuio X.lllapumoBa, camo
Mo ce0e ABJISACTCS TMOJIOKUTEIHHBIM (DaKTOM, B Psi-
Jie ciydaeB 00OpavMBaETCsl aHTUACTETU3MOM, pas-
pYLICHHEM HE TOJBKO TPAAUIMOHHBIX CPEJICTB
CTaHKOBOHM KMBOIMUCH W TpaduKu, HO M TyMaHH-
CTHYECKUX MPUHITUIIOB KJIACCHYECKOTO KYIBTYp-
HOTO HaCJIeHU.

VY X.lapunoBa cBoM 3KCIEPUMEHTHI B obac-
TH KOHIENTYaJIbHOTO WCKyccTBa. MX memp — wc-
MOJIb30BaTh HOBBIE MaTepuajbl U TEXHOJOTUH (B
psjie ciaydaeB M JIPeBHEOYITapCKyl TEXHOIOTHIO
00paboTKM MarepHuayia) Il BOILIOIICHHS CBOHUX
KOHIICTITOB, OCTaBasCh BEPHBIM IMPUHITUIIAM H30-
Opa3uTENBHOCTH M BHIPA3UTEIILHOCTU (HAIIOMHUM,
YTO TEHJCHIHS K CHHTE3WPOBAHUIO MPOTHBOIIO-
JIOXKHBIX TMOJXOJOB — OJIHA M3 IIABHBIX (DYHKIIMH
«CPEAMHHOM KYJIBTYPBI»). OTH 3KCIEPUMEHTHI
MIPOBOJATCS B TEXHWKE MHTapcuu. WHTapcus, Kak
MOSICHAET XYAOXKHHUK, MO3aWka W3 JCpEBIHHBIX
IUTIACTHHOK, TJE PUCYHOK CO3[IAETCS CO BCTaBKOM
3JIEMEHTOB KOMITO3UIIMH BPOBEHb C OCHOBHOH TO-
BEPXHOCTHI0. BMecTo [epeBsHHBIX IJIACTHHOK
X.IITapumnoB HCNONB3yET KYyCOUKM LIBETHOM TKaHU
u3 npamna («bopsba» — 2, 2011; «Bepx», 2012),
win uBetHo Oymarnm («Bcamauk — I, 2002»;
«3Byku HOUM», 2006; «B necy y Llypamey», 2006 u
Jp.).

OcoObIli MHTEpEC BBHI3BIBAIOT MHTAPCHH, B KO-
TOPBIX YUYUTBHIBAETCS OIBIT HHAUICKOTO HapOIHOTO
HCKYCCTBa — (OKMBOIHMCH Ha JIHCTHsIX». Ha cyxme
JUCThA, YIABIINE C JIEPeBa, aKPUIOBBIMH KpacKa-
MU HaHOCSITCA W300pakeHWs JoJieH, KUBOTHBIX,
JKU3HEHHBIX CUTYaIlUd, IPUYEM YacTh JINCTA, KaK U
94acTh XOJICTa HA HEKOTOPHIX €ro KapTHHAX, OCTa-
€TCsl He3aKpalleHHOW. JTo nukiI «PenHKapHaIum»
(2012) (ma3Bamme moIpa3yMeBaeT HOBYIO JKHU3Hb
mucta) U nuka «Jlopoxxueie 3Hakm» (2012), B xo-
TOPOM XYJOXHHK C TOHKHM FOMOPOM OOBITpPBIBAET
3Ha4YeHHE JIOPOKHBIX 3HAKOB, TOMEIIast X B aTMO-
chepy «iecHou ku3Hu» («HepoBHast 3emuisy,
«OctopoxHo, Bomoem!», «OCTOPOKHO, KUBOT-
HBIeY»; «JlecHas amrekay», «JIecHas cToloBas» M
Ip.). B aToM 1ukie «3HaKm» MPOSBISIOT 3a00TY O
JIOJISX U )KUBOTHBIX. . .
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X.IIlapumoB co3maeTr PUCYHKH W CIOCOOOM
SMaMpOBaHus MeTayuia (AMaib Ha meau: «Emaly-
ray, 2012 u np.). B xauectBe marepuana aust cos-
JIaHUsI TIPOU3BEJICHUI OH UCIIONIB3YET U JiepeBo. Ha
[IOTIEPEYHOM KPYTJIOM CIIWJIE JepeBa IOSBISETCS
¢usnonomust ozopuoro llyparne, nim cka3ouHOM
IITUIIBI, WK IOMHK C AepeBoM. HekoTopsie nHTap-
CHH CO3/IaHbl W3 OOpE3KOB IIBETHOH Oymaru, Ha-
npumep kaptuHa «Enka» (2011). (Ora unTapcus,
Kak ¥ Bce Apyrue, ohopMieHa paMol, Kak U Tpo-
W3BEACHUS CTAaHKOBOW KWBomHCH). Mpaes sroit
KapTHHBI TIOJTHOCTHIO COOTBETCTBYET COJIEPKAaHUIO
onHOMMEHHOTo cTuxorBopenus I'.Tykas, BIOXHO-
BuBmiero X.lllapumoBa: Haxomsich B cpede ceOe
MOAO00HBIX, HEOOXOAMMO COXPaHUTh CBOU COOCT-
BEHHBII «IIBET», CBOIO MHIUBHIYaJbHOCTH B JIIO-
OBIX YCIIOBUSIX.

V I''Tykas:

Caprasiislp Ke3 KeHeHAd hap arau sdpaxiapsi;
IOk smennexop xa3ep, ypMaH Bd caxpa camn-caphl.
Capras Tamap, ycakiap, anMarawiap hom kaeH;
XacTa Tecie, apTa capbl TOC ajapa KoH CacH.

Y3 TeceH y3ropT™H cakjay4dbl apaja oepce Oap:
Ke3 xene hoM kbt Oye capraitMeIif TOpraH 9bIp-
et Oap [14: 56].

ITep. H.AxmepoBa:
OceHblI0 MO3/IHEN BCE CITUT U JKEITEeT:
S16510HU, uBBI, OEPE3bl, KYCTHI.
Jlec 1 mosnst OOpEeYEHHO HEMEIOT
B xenToM 3aKiasSTHH 00THHOM KPAaCOTH.
JeHb 0TO IHS 3TH Yapbl CUIIbHEE.
B xenToM CHUSHBH YK JIeC YCBITUICH.
BeuHo B necy TOJBKO €11b 3€JIEHEET,
30B OTBepras BCEBIACTHBIX BpeMeH [15: 32].

HagepHroe, 1 y moaTta, U y XyJ0)KHUKA 3TOT 00-
pa3 acconmmpoBaics ¢ oOpa3oM HamwH... B kakoit
6BI TEXHUKEC HHU BOIUIOINAJIMCH 3aMBICJIbBI U KOH-
nenmuu X.[1lapunoBa, oH cTpeMusics JOHECTH IO
3pUTENS CHCTEMY AYXOBHBIX IIEHHOCTEH TaTapcKo-
ro Hapona. Kputudaeckn OTHOCSCH K NEKIIapupye-
MOI\/'I KOHHGHTyaHI/ICTaMI/I TCXHUKEC BOILJIOIIICHUA
«KOHIIENTOBY», OH WIIET CBOU, «CPEIAMHHEIC» BapH-
AHTBI KCTIICPUMEHTOB B CO3IaHUH «HOBOTO SI3BIKAY
HCKYCCTBa, OTBEpras KpalHOCTH MOCTMOJECPHUCT-
CKUX MPEIJIOKEHHI B 3TON 00JIacTH.

TBopuectBo Xammma Jlatemosa (ydwics B
yq)I/IMCKOM yqpmmue I/ICKyCCTB, HOJ'IyT-H/IJI JUITIIOM
XyIOKHUKA-PE34YMKa IO JEPEBY) MPEIACTaBISICT
JIPYTYI0 Pa3HOBHUAHOCTH HEONMPHUMHTHBHU3MA B Ta-
TaBaHrapjie. YCJIOBHO Ha30BEM €€ «3THHUYECKOM»
Pa3HOBHUIIHOCTBIO: OCHOBHAsl TEHACHLHUS MHOIO-
rpanHoro TBopuectBa X.JlaTeimoBa (OH — XymOXK-

HUK W TT03T, KUBOIIKCEI] U TpaduK, KEpaMHCT, pe3-
YHK TI0 JIEPEBY, MAcTep B OOJIACTH CKYJIbITYPHOMH
rpa@uKr) — 3TO TOUCK NPadTHHUYECKUX KOPHEH
TIOPKCKHUX HaponoB. OH mHTepecyeTrcss ux Mugo-
JIOTHEH, TPEBHUMH BEPOBAHUSIMHU, CTPEMSICH OOHA-
PYXUTh UCTOKU 3THUYECKHX OCOOCHHOCTEH MUPO-
omrymeHus Tatap u Oamkup. B ocHOBe comepixka-
HUSI MHOTHX €rO TMPOM3BEACHUN — HAOJIOICHUS
HaJl OBITOM M 00psiIaMH TaTapcKOTo M OalllKUpCKo-
TO HAPOJOB, 2 B OCHOBE KOMIIO3HUIIMHA — OPHAMEHTHI
WX JEeKOPATHBHO-TIPUKIIAJHOTO HCKYCCTBA.

Cucrema 00pa3oB B mnpowmsBeiieHHsX X.JlaTbl-
noBa ()yHKIIMOHUPYET B TPEX BPEMEHHBIX aCIIeKTax.
CaMpbrii TpeBHAN, apXanmdecKHi IiacT — o0pas3sl U
KOMTIIO3HIIMH, BOCIIPHHUMAEMBIC KaK «CIEIBD», «OT-
TOJIOCKUY» JIPEBHUX MUDOB, apXCTUIIBI U KYJILTOBbIC
00pSIBI, TOTEMBI TIOPKCKUX HApOJOB (BEIIue NTH-
IBl, TUBIIIYIHE B JDKYHTISIX KOHH, Naphiia-3Me,
JIPaKOHBI, C JBYX CTOPOH IOXKHUPAIOIINE COJHIIE,
MYJIpelbI-IIaMaHbl, CUIIY3ThI «IEPBOIPEIKOB» Ha
(hoHE MBITITHOHM PAaCTUTEITLHOCTH), & TAKXKe 00pasbl U
CIOXKETHI 10 MOTHBAM TaTapckoro (oJIbKIIopa U Ju-
teparypsl: llypane, Boxsnas, 6enas Bonuuna, Opa-
Ths Cak u Cok. («BectHuk», 1995; «Menomaus e-
cayn, 1996; «IlItuma cuactes, 1995; «KopeHsp xwus3-
Huy, 1995; «lloxuparenu comnuay, 1995; «Boxas-
Has», 1997; «benas Bomumma», 1997; «Iltuma us
ckazkm», 2005; «Cak u Cox», 2005; «TanHcTBeHHAS
ntunay, 2005 wu gp.). B aTux pomaHTHKO-
WIMUTIYECKUX KapTrHax X.JIaTwimoB co3maer dan-
TACTUYECKUH MHpP, KaK XyIO)KHHUK-CKa309YHUK,
CIBIIIAINUI «30B IpPEIKOB». BTOpoil BpeMEHHOM
IUIAH — SM0Xa «CJIOKUBIICTOCS» 3THOCA: 00pa3bl
JIEPEBEHCKUX JKUTEINeH ¢ STHUIECKUMH PU3HAKAMHU
TIOPKCKOTO 3THOCA — TaTap, OAIlKup | Jp., CIICHBI
JCPEBEHCKOM JKU3HH, HAPOAHBIE 00bIYan U OOPSIbL:
«Cocenckas npeBymika», 2005; «KazaHckuit mxKu-
rat», 2005; «Omgaocempuaney», 2005; «Haenurmey,
1997; «Cenokocy», 1997; «Csumanuey», 1995; «Me-
noaust Kymbicay, 2005 u ap. (3Te 06pas3bl 1 MOTHBBI
oopMIIEHBI U B JIPYTOM MaTepHuajie: B CyBEHHpax
u3 gepesa, kepamukH, (apdopa). Brewarienue,
npousBoarMoe kaptuHamu X.JlaTeimoBa, oOpa3HO
xapakTepusyeT wuckyccrBoen P.lllareeBa: «... B
HUX KaK OT3BYK MJal€KWX [EeSHHHA TPEAKOB WIN
WyIIas ¢ MUPOT MPOCTPAHCTBA BECTh O OY/IyIIEM,
OypiUT TaWHCTBEHHAsI KIIETKA — CKPBITHIA T€HETH-
YecKui Ko — B (pOpMe TOPIKECTBYIOLIETO H3ITyde-
HUS y30pa, PUCYHKA MAaroIeh 3Be30bl WK IIJ1a9a)
[16: 8].

CTUIMCTHKY 3THX KapTUH MOXKHO OTpEIeNUTh
KaK XUBOMHUCHYIO Tpaduky. UeTknue CHUIy3THI JIO-
Jleil B CTHJIE HAPOJHOTO MPUMHUTHBA, MMOKA3aHHBIX
B Pa3HBIX OBITOBBIX CUTYAIlHWsIX, BIHCAHBI B CIIOXK-
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HBI OpHAMCHTAJIBHBIN TIOTHBIH (DOH, 3aITOJTHSIO-
U BCIO TUIOCKOCTh KapTHUHBI. JTO — spKasi MpH-
MeTa MHAuBUAyalbHOro ctwis X.JlateimoBa. DT
0o0pa3sl — M3 TOTO JK€ YKUBOIHMCHOTO Marepuaa,
4910 U (DOH, W 3TO CO3/JaeT WILTIO3UIO0 TapMOHHYE-
CKOT'O CAMHCTBA YEJIOBEKA C OKPYKAIOIIUM MUPOM
(OTroNIoOCKM «apXan4ecKoro MBIIUICHU), Tpel-
CTaBJCHHUS O TMepBO3MaHHOM pae). [lo cremenn
IJIOTHOCTWY XYJOKHUK Pa3IUdaeT «MO3aHMYHBIN»
CTHIIb (I[BETHBIE MMATHA HAIIOMHHAIOT MO3aWKYy, Ha-
npumep B kaptuHe «Beuep», 2007); «3epHUCTHIN»
(«Y o3epa», 1995; «Bectauk», 1995): nBerHbIe
IIATHA TIOXO0XHM HAa MEJKHE 3€PHA; «XaOTHYHBIN» —
CO CBOOOTHBIM pacrojiokeHneM mMTpuxoB («bemas
Bomumiay, 1997), «mnockuity, WIK KOBPOBO-
mockocTHON («lIptoT Kymbicy, 2007). Bce onm
MIPEJICTABIISIOT CTUIIH3AINIO 1101 HAPOTHBIE Y30PBI.
[TomunmHEHHOCTh KOMIIO3UIIMHM 3aKOHAM CHMMET-
puH, «IApPHOCTHY 00pa30B (JIFOJCH, )KUBOTHBIX, JIc-
PEBBEB, IIBETOB), «BIUIETEHHBIX» B CTHJIN30BaHHBIN
KJIyOOK JIMHHH (daIe BCEro CHHETO, (PHOJICTOBOTO,
OpPaHXXEBOTO IIBETOB), HCIOJIE30BaHHE apabecKo-
BOr0 OpHaMeHTa (B MYCYJIBMaHCKOM HCKYCCTBE
apabecka CHMBOJ OECKOHEYHOTO pa3BUTHS), CO-
CTOSIIET0 U3 T'COMETPUYECCKUX (UTYp, 3aBUTKOB,
CTHJIMN30BaHHBIX I[BETOB, — BCE ITH OCOOEHHOCTH
CTHJIS, IO MHEHUIO XYJI0’)KHUKA, BHOCST MOPSIOK U
3aBEPIICHHOCTh (mo2aniex) B OCCKOHEUHBIA ITO-
TOK HU3HU, U300paKEHHOU B €T0 MPON3BEICHUSX.

B otnenbubix kaptuHax X.JlaTeimoBa, co3gaH-
HeIX B 2005-2015 1r., mpuBBIYHBIE OOpa3bl W3
TIOPKCKOTO MUPay» TOSBIIOTCS B HOBOM XPOHO-
TOIE — B MCTOPUYECKOM, BBIPAXKAIOIIEM JpaMaTh-
YECKHUI XapaKTep COBPEMEHHOM 3MOXU. DTO MPEXK-
JIe BCEro Takue mpousBencHusi, kak «lMpak —
2003», 2005; «IIpoBonbr», 2005; «41-it», 2005. B
ATHX KapTUHAX C TpareJuiHbBIM 3ByYaHHEM, TAKKe
HaIMCAaHHBIX B CTWJIE HEONPHUMHTHBH3MA, apabe-
CKOBasi OECKOHEYHOCTh HMCU€3aeT, BMECTO Hee Ha
IUIOCKOCTH KapTUHBI TOSIBISIOTCS OCTpBIE, Pa3o-
pBanubie iuHuHU B ctuiie I.ITukacco.

Kapruna «41-i» (2005) mocesmena 60-netnio
[ToGeapr coBerckoro Hapoma B Bemmkoit Oteuect-
BEHHOM BoifHe. CIOKET KapTUHBI — IPOBOJIBI HA BOM-
Hy JepeBeHCKuX TnapHei. JlomuHHUpOBaHWE pa3o-
PBaHHBIX TEOMETPHYCCKUX JIMHUHN B PUCYHKE CO3/1aeT
3 PEKT XaOTUYHOCTH, «IEPEBEPHYTOCTH)» TPHBHIY-
HOTO PUTMa KWU3HH, TPAreJUHHOCTH CUTYaIIHH.

[Tout BCIO TMOJIOBUHY KapTHHBI 3aHUMAECT
M300paKeHUE TeJeru (BBIACICHBI JBA OTPOMHBIX
KOJIeca) C Ky4epOoM B TI03€ «ITyJIEMETYHKay, HO TI0-
TEPSBIITNM YIIPABJICHHUE JIOMIABI0, ¥ KOTOPOl OT
HaNpPsOKEHUST PACKPBIT POT U BBIMYyYeHHI ria3a. Ha
TeJere CTOSIT B OOHHUMKY, Kak 000iiMa MaTpOHOB,

MOOMJIN30BaHHBIC HAa BOMHY JI€PEBEHCKHE MapHHU.
Hempemennas nertanp JepeBEHCKHUX MPOBOJIOB!
OIMH W3 HapHEeW UrpaeT Ha TapMOHHM, OCTaJIbHbIC
HOIOT, OOpEUeHHO IS Ha MpoBOXKaromux. [Ise
JKEHIIWHBI C IPOTSHYTHIMU BCJIE]] TEJIETe pyKaMH U
MaJlbuyTaH, BOPUIPBDKKY OCTYHIMH PsIoM C Telle-
TOH, CJIIOBHO IBITAsICh OCTAHOBHUTDH €€ MOAHSATHIMU
BBEPX JIAJOMIKaMH, — 3TH 00pa3bl BEIPAXKAIOT rope
U OTYasHHUE JIIOZel, MPOBOKAIOIIUX OJHM3KUX Ha
BOiHYy. 3a ¢QurypamMu MyXUMH MEJIBKalOT H30BbI,
Oyaro moxocuBmIMecs OT 3emierpscenHus. Opas-
JKEBBIE TIOJIOCHI 3aKaTa, CIIOBHO OJNWKH OTHS, TPO-
HHU3BIBAIOT BCIO KOMIIO3UIMIO U B COUYETAHUU C CH-
HUMH M CHPEHEBBIMU TOHAMH YCHJIMBAIOT Jpama-
TUYECKOE 3By4YaHNE KapTHUHBI.

Ee conmanbublii cMbIcT cOKYCHPOBaH B acco-
UAaTUBHBIX CUMBOJIMYECKUX 00pa3ax, TpaauIOH-
HBIX IS KYJIBTYPbl MHOTUX HapoaoB. M300paxen-
Has Ha KapTHHE Tejera Mo CBOUM OKPYIJIBIM o4ep-
TaHUAM HAIlOMHHAET CTAPUHHYIO JIaAblO, HOCOBAS
4acTh KOTOPOH MOX0Xa Ha BBITOYCHHYIO U3 JiepeBa
TOJIOBY JIOMIaau (KaK HW3BECTHO, OOpa3bl Iajbw,
yejgHa, KopalOist — B BOJOBOPOTE <OKHTEHCKOTO»
MOpsI — CUMBOJIM3UPYIOT CyAbOYy uesoBeKa, Hapo-
Ja, Hamuh). «3arpy>KeHHOCTBY» TEJETH-IaTbI»
¢urypamu srofeid, odepTaHUSAMHU CIOBHO Kadalro-
MIMXCS TOMOB, H300paKEHUE «3EMJIM» B BUIE pas-
OpOCaHHBIX KPOBABO-KPACHBIX IIOJIEHBEB — BCS ITa
cucreMa o0pas3oB, Bce CTHIIMCTHYECKUE TTPHUEMBI, C
MOMOIIBIO KOTOPBIX XYIOXHHUK CTPEMHUTCS mepe-
JaTh OLIYLIEHWE I'POMAJHOCTH HAaJBUTaIOILEIOCs
Ha POAMHY OEJCTBUS, CIOCOOCTBYIOT BO3HHKHOBE-
HUIO HOBOT'O acCOIMAaTMBHOTO o0Opaza — oOpasa
KOBYEra, Kak ero M300pa’kaloT Ha CTapUHHBIX Ta-
TapCKUX IMaMamisx. «nurpaguaeckoe mu300pa-
JKEHHE IUIBIBYILEro KOBYera, BCTpevarolieecs Ha
HIaMauiIsiX, PaccMaTpUBaeTCd KaK CHMBOJI cliace-
HUs», — oTMeudaeT uckyccrBoBes P.1llamcyTtoB [17:
7]. B mamannsgx B CHaCTH M KOPIyC KOBUYEra BITH-
ceIBatoTCs asThl U3 KopaHna, nMeHa KOpaHUYEeCKUX
MPOPOKOB U UX POJIOCIOBHAS, a TaKXe 7 IOHOIIIEH,
oburareneit [lemeps! («Anp-Kaxd») n nmsa ux co-
0axku Kutmup (mamanns «Kopabnb Anmu ¢ umeHa-
MU ¥ XpOHoJIoTHel nmpopokoy, Kazans, 1903) [17:
68-69]. Bce 3T KOMIIOHEHTHI KOBYEra BOCIPUHU-
MaJIMCh KaK 3HAaKH BEphl U 00JIafjalii OXpaHUTENb-
HOH, cnacurensHOM cunoil. Ha kaptune X.JlaTel-
moBa 3Ty (YHKIIAIO BEITIONHSIIOT 00pa3bl COJIAAT,
OTIIPABIIAIONINXCA Ha CBAIICHHYIO BOWHY, Ha 3a-
IIUTY OTEYEeCcTBa.

ITomoOHBI XyHOXKECTBEHHBI TpHEM — pac-
KpBITHE JIpaMaTH3Ma COOBITHI COBPEMEHHOH Wc-
TOPUU C TOMOIIBIO UCTIOJIB30BAHUSA IPEBHUX CHM-
BOJIOB — peayin3oBaH U B kKapTuHe «Mpax — 2003
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(2015). AmepukaHCKHMI caMoJieT, OOMOMBIIHIA
Upak, n3o0paskeH B BUAE CTPALIHOTO JICTAIOILIETO
JIPaKOHa-3MEH C PACKPHITOH MAacTbiO, 3JIOBELINM
IJIa30M, U3 KOTOPOrO Ha CTpaHy (Taxke MOKa3aH-
HYIO YCIIOBHO) MAJaf0T OTHEHHBIC «CIIE3bD» — OOM-
Ob1. Bcmomunaercst apyrast kaptuHa X.JlaTeimoBa,
rZe «JPaKkOH» BBICTYNAET B POJIM «IIOKUpaTeNeH
COJIHLIa» U BOHHa B lpake BOCIHpPHHHMAETCS Kak
9KoOJIOTHYecKas KaTacTpoda. AKTyanu3alus CHM-
BOJIMYECKOTO CMBICTIa 00pas3a M3 «apXanuecKoroy
XPOHOTONA paclIMpsieT IpaMaTHYecKOe COJIeprKa-
HUE KapTUHBI 10 00IIeYeI0oBeYecKoro MacmTada.

X.JIaTBIIOB aKTUBHO HCIIOJIB3YyeT 00Opas3bl U3
IPEBHUX, apXaMdeCKHUX IJIACTOB KyJbTYpPbl, BKIIIO-
YaeT WX B IMPOW3BEJICHUS HA COBPEMEHHBIE aKTy-
aJbHBIC TeMBbI, Kak Obl HaMeuast CBOM COOCTBEHHBIM
MyTh K IIOCTMOJICPHUCTCKOMY CTHJIIO Y€pe3 MHTEp-
TEKCT TPaAULMH STHUYECKOH KYJIbTYpPhl TFOPKCKUX
HapoJI0B.

B crune HeompuMHUTHBH3MA BBIIONHEHBI M
KapTUHBl 3UHHYpa MUHHHAXMETOBa — MPOU3BEIE-
HUS C SIPKO BBIPAKEHHBIM COLMATBHO-KPUTHYEC-
kuM cogepxkanueM. Eme B 1990-e ronpl oH co3nan
mukin «Beuepame mHM» (1992-1996), B KO0TOpOM
BBIPA3HJI CBOE OTHOIIEHHE K PE3KHM H3MEHEHUSIM
U paspyLIMTENbHbIM TEHJACHIMSIM B >KU3HH poOC-
cuiickoro obmectsa Toi mopsl. OT moaypeanucTu-
YECKHUX IOJOTEH C MIWUINYECKUM COICpKaHHUEM
XYA0KHUK MEPEXOJUT K aBaHTapAy, Kak OH caMm 00
9TOM MUILIET, K U300paKEHUIO MUpPa «UEPHOH He-
MOTBI», K TPOTECKHO-3a0CTPEHHBIM 00Opa3aM Jio-
JIef 1 ’KUBOTHBIX, K JUCCOHAHCAM B I[BETOBOH Ia-
mutpe [11: 25-32].

ArpeccuBHBI 001MK Mupa 3.MUHHHAXMETOB
BOCHPOHM3BOJUT M B IIMKJIE KAPTHUH C UPOHUUECKUM
Ha3BaHueM «Xopomoy» (2006-2015) na ocHoBe ap-
xerunuyeckoro motusa I[lycroro ropoaa, ropona
0e3 mymm [1: 169-170]. B oTOenbHBIX KapTHHAX
3TOTO IMKJIA, Ha3BaHHBIX «KecTsl Bpemenm» (Nel,
Ne8, Nell wm np.), cucrema oOpa3oB JOBEACHA JIO
KpaiiHero MUHUMaIn3Ma, a «IIPUMUTHBU3M CTUIIS»
— JI0 CTHJISL «JIETCKOTO pucyHka». CTUIb 3THX Kap-
THUH XapakTepHU3yeT COueTaHHEe 3KCIPECCHOHUCTHU-
YECKH OCTPO BBIPA3UTENBHOTO IIBETOBOIO aHcamo-
71 ¥ 9€TKOCTH TpaUIeCKUX N300paKeHUH.

Tak, B kaptune Nel (umxit «OKecTsl BpeMeHM»,
2011) XymO’)KHUK BHICMEHMBAET HATJIBIX U CAMOYBE-
PEHHBIX «TOJICTOCYMOB», CUHTAIOLIMX Ce0s «XO-
3sieBaMU ku3HU». durypa denoseka 0e3 nuia, C
XapaKTEepPHBIM «KECTOM BpeMeHN» (pyKu yIupa-
foTCsl B 00Ka), B 1T03€ opaTopa Kpacyercsl Ha Bep-
IIMHE CHMBOJIMYECKOW «ITHUPaMUIBI BIACTH» TPs3-
Ho-kenToro usera. PuoneroBelii GoH BOKPYT Mu-
paMuIbl BBIpAKACT HAINPSHKEHUE U CTpax: pa3Mbl-

THIE CEPO-CHHHE Pa3BOABI «CTYMIAIOTCS» B OKpacke
HEHTPAJIbHON (UTypHI, OT KOTOPOH Kak Obl MCXO-
UT yrpo3a OKpyxaromemy mupy. JKupHOU uep-
HOW TMHUEH XyI0KHUK OOBOJIUT M «IIHPAMHIY», U
¢burypy 4enoBeka, MOXOKET0 Ha MPHU3PaK-BaMITAP
W3 HapOAHBIX MpelaHul, TEM CaMbIM MPEOA0JICBa-
€T CcTpax mepe] TPareuiHOCThIO XU3HU. «Tak He
XO0YETCs 3TO PUCOBATH, 3HAIH ObI 3TO, — PU3HACT-
Csl aBTOp B aHHOTAIlMM K KapTWHE, — HO PHCYET-
csi...Craparoch, HACKOJIBKO MOTY, TOBOPHUTH IIPaB-
Iy o wMupe». B kapTmHax momoOHOTO THIIA
3.MUHHHAXMETOB, HA HAII B3IJIAJ, OJIECTSIIE pa3-
BUBaeT Tpaaunuu catupsl . Tykas, a Taxke xaHpa
KBITTa B BOCTOYHOW 1M033WHU. BcrmoMHMM, 4TO B MO-
mutnyeckux namduerax [.Tykas («CopbikopTiiap-
ra» («[lapasuramy»), 1906; «[Ipsana Gam» («Crek-
NsiHHAS ToJoBay), 1906; «Umany», 1909 u ap.) xa-
PaKTEepUCTHKA «XO035€B MHpa» (GOKyCHUpyeTCs B
IPOTECKHO M300paKeHHOW AeTanu moprtpera. Ha-
npuMep, B CTHXOTBOpeHUU «COpBIKOPTIapray Hc-
MOJTb30BaHa THUMEpOOya, Ha KOTOPOW OCHOBaHA
KPUTHKA COIIMATBHOTO MOBEACHUS «T€POECBY:
ApPHCTOKPAT-COPBIKOPTIIAp, KaJbIH KOPCaK, KEUeK
Oammap...

Oifa Kopcak, Bola Kopcak, >KmhaHHBI Karuia IeiH,
Baii-Baii!

BonapusiH hapbepe Kad siku KaBkas taynapsr
mukbaap [18: 103].

[Tep. Mopana:
Haiua 3HaTh — m1akanoB cras, TojacToOproxas, Ty-
nas...
«/[ait, nait, gaii!» — OpyT 00>XKOpBI, pOT IUPOKO
paseBas.
Bproxo mup 3aropoamiio, cmosHo Kag-ropa xpy-
Tas... [19: 79].

HanpammBaercss n npyras aurepaTypHas Ia-
pajuiesb: MO COJIEPXAHUIO0 U criocobaM Co3IaHus
caTupu4eckux obpas3oB kapTuHa 3.MUHHHAXMETO-
Ba CO3BYYHA CTHXOTBOPEHUSIM B JKaHpPE KbITra y3-
6ekxckoro mo3ta XV Beka Ammmepa Hasow, Ha-
puMep:

Hanpiuenssiit 6onBaH, OT BU3ra pacnaisich,
[ToxHATE CIOCOOEH YepHBb BO UMSI 3JI0TO JIea.
Korna neryx 30BeT, Komnasi KJIIOBOM I'psi3b,

Takoro Her aeppMa, 4yTo0 Kypuiia He chena [20:
108].

OcHOBY KOMMO3WLMK KapTHHBI No§ (LIMKI
«KecTpl BpeMEHH») COCTaBISET APYroll KOMIIO-
HeHT oOpasa Ilyctoro ropoma — ero <GkuTenImy,
00ITHOCTH JTIOZICH Oe3 Tpamuiuii, 6e3 mmeanos, oc-
JersieHHas cobna3HaMu LuBHiIn3anuu. LleHTpans-
HBII 00pa3 — aBTOOYyC C «IacCaKUpamMmu» — CHUMBO-
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JU3UPYET TOJIOKEHHE JTI0IEH B TEXHOKPATHIECKOM
obriectBe. ABTOOYC, JICTAIINE HAJl HUM «adpOTlia-
HBD» HApUCOBAaHBI B CTHJIC «JIETCKOI'O PHCYHKa».
CMBICT KapTHHBI CKOHLIEHTPUPOBaH B o0pazax
«TACCAXKUPOB» aBTOOYCa: BMECTO CHITYITOB (QHTYD
U TOJIOB JIIOZIEM — KaKHe-TO HETOHSATHBIE CLEIIe-
HUS IOPILHEH, cTepKHEH, BUHTUKOB. .. O0passl 13
npenpiaymero mukina «bemas BeicTaBkay (1996) —
«YeNOBEYKH-00IBaHKIN», CUMBOJIHM3HpYIOUIHE Oe3-
IYXOBHOCTb, 3TOM3M, Oe3pa3iMuue K TOMY, 4TO
MIPOMCXOJNT 3a MpelesiaMi X YacTHOW XKHU3HH, —
MIPEBPATIIINCH B O€3/IyIIHBIE MAIIUHBL, B POOOTOB.

B TBOpuectBe 3.Munnunaxmerosa 2005-2015
roZI0B HEOIPUMHUTHBHUCTCKMH CTWJIb JIOBEIECH 0
MUHUMAaJIM3Ma B HWCIOJB30BaHUM IPHEMOB CaTH-
pHUECKOT0 TpoTecka. XyI0KHHUK OJarofapsi 3ToMy
noOMBaeTCsT  BBICOKOTO  YPOBHS  COLMAJIBLHOTO
0000mennsa. Kaptuabel 3.MUHHMaXMETOBa, BBI-
MIOJIHEHHBIE B MOJIEPHUCTCKOM CTHJIE, CBHUETENb-
CTBYIOT O IUIOJOTBOPHOM HCIIOJIb30BAHUU MM OIIbI-
Ta PEATMCTUYECKOH JIMTEpaTypsl U SKUBOIIUCH B
CO3/IaHUH «THUIHYECKUX 00pa30B, AEHCTBYIOMINX B
TUIIMYECKHUX 00CTOSTENBCTBAX) .

Hapsiny ¢ obOpamienremM K Tpaauuyu HapOIHO-
ro MPUMHTHBAa B TBOPYECTBE XYJO0KHUKOB TaTa-
BaHTapjia 3aMETHO TNPOSIBIAETCS MHTEpEC M K Ta-
TapCKOMY JEKOPATUBHO-aOCTPAKTHOMY HMCKYCCTBY
C €ro HallMOHAJIBHBIMH OCOOCHHOCTSMH OpHAMEH-
Tanu3aluyd U cTuiusanuu. [IpuunHa momyssipHO-
CTH 3TOH TpaJuLMU — B KYJIbTYpPOJIOTHYECKHUX (aK-
TOpax: B OCOOEHHOCTSIX HCKyccTBa apabo-
MYCYJIBMAHCKOW LIMBWJIM3ALMM, HHTEIPUPOBABLICH
TpaJuLMK pasHbIX HapoaoB. [[ns mporecca uHTE-
rpaluu «TpedOBaNKMCh TPEAEeNbHO eMKHe, 0000-
IIeHHbIE, abcTparupoBanHbie GopMbly [21: 349].

PasBuTHe Tpaguuuii <«KUBOMMCHOH abCT-
paKkuum»

B nagane XXI Beka HaOm0aaeTCs MOBBILICHNE
WHTEepeca K aOCTPaKTHOW KMBOIUCH HE TONHKO B
TBOPUYECTBE TaTapPCKUX XYIOXHUKOB. OHa BHOBb
HauMHAET 3aHUMAaTh BEOYLIYIO ITO3MLHUIO B COBpE-
MEHHOM POCCHIICKOM U 3aIllafJHOM MCKYCCTBE. DTOT
(dakT OoTMEYeH M B TPEAUCIOBHM K KHHre-
CHpaBOYHUKY «Art novy», vol 3 («CoBpemeHHOE
HWCKYCCTBO», BBIN.3.), BBIICAIICH B ['epmanwm B
2012 r. [IpenBapsisi 0030pbl TBOpUECTBA CEMUAECCS-
TH TPEX COBPEMEHHBIX XYIOKHHKOB W3 Pa3HBIX

? BapHaHTHl HEONPUMHTHBHCTCKOTO CTHJISI MOXKHO Pac-
cMaTpUBaTh U Ha IMpUMEpe NPOU3BEACHUM Apyrux Ta-
TapCKUX XYIOXKHUKOB, Hampumep A.lllalimapnanona,
A NnpscoBoOH, ¢ TBOPYECTBOM KOTOPBIX 3HAKOMHT 4H-
tateneit .M. AxMeToBa B MOHOTpa(uu, MOCBIIMICHHON
CTHJIIEBOMY MHOTO00Pa3HI0 COBPEMEHHOH XymOXKecT-
BEHHOU KyIBTYpHI [7].

CTpaH MHpA, PEJAKTOP YTBEPXKIAeT: «... B Ha-
cTosiIee BpeMsi abCTpakTHas KUBOITUCH CHOBA BbI-
XOJIUT Ha OTKpbITOE moje» [22: §]. B pa3HbIX Ba-
pUaHTax 3Ta TEHACHIMS HaMe4aeTcs U B TaTaBaH-
rapje, B TBOPYECTBE XYAOKHHUKOB U CPEIHETO MO-
kojieHusi, 1 mojoAwsix (M.Xamues, X.JIaTbeImos,
JI.AxmetoB, B.Eropoa, T.Murpocanos u ap.).

XyI0XKHUKHA «CPETHETO MOKOJIEHHSD CIEAYIOT
TpagULUsIM a0CTPaKTHOT'O 3KCIIPECCHOHHU3MA, CYTh
KOTOPOT'O «3aKJI0YaeTCs B ,,BOCXOXKIECHUU" OT Ya-
CTHOTO K O0IIeMy, IOCIIeZIOBaTEIHEHOM OTBJIeUe-
HUH OT KOHKPETHOCTH M300paxkaeMbIX (OpM C Iie-
TbI0 HauOoJbIIel ,,3kcpeccun» [21: 34]. Camu
TaTapCKUE XYyJOXHUKH HAa3bIBalOT 3TOT CTUIb
(OKUBOTIMCHOM aOCTpakiuen» U ero MCTOKH BHISAT
B a0CTPaKTHBIX CTHJIMCTHYECKHX (hopmax Mpous-
BEJICHUI MYyCYJIbMaHCKOTO MCKyccTBa. B TaraBan-
rapJie WHTePEeCHBI BapuaHT dTOTO CTHIS (OPMH-
pyeTcs, Ha Halll B3IV, B TBOPYECTBE HAPOJHOIO
xynoxkauka PT Manunapa Xa3ueBa (1 ero yueHH-
koB). Bo BrOopoM nmecsatunetnu XXI Beka OH CO3-
JaeT KapTHHBI TOoj Ha3BaHueM «Kommozumum»
(NeNel-20), B KOTOPBIX OPraHUYECKH COYETAIOTCS
HallMOHAJIBHBIE XYJ0XXECTBEHHBIC TPAaJULIUU U
CTHJICTUKA aOCTPAaKTHOMN KUBOIHCH B TBOPYECTBE
POCCHICKUX U 3apyOeKHBIX XYJOKHUKOB.

[Ipomecc GpopmMupoBaHHs CTUIISI «KHUBOITUCHON
abcTpaknum» B TBopuecTBe M.Xa3meBa Imokasare-
JIEH B TOM IUIaHe, YTO J1aeT BO3MOXKHOCTH MpOCIIe-
IUTh, KaK B HeIpax MOJEPHUCTCKON KUBOMHUCHU
«POXKIAIOTCS»  BJIEMEHThl OCTMOACPHUCTCKOIO
MBIIIUIEHUS: TEHAEHIUS K JeIeHTPUPOBAHUIO H30-
OpaskeHHsI, K CO3JJaHWIO0 CIOHTaHHO CaMOOPTaHU-
3YyIOIIEHCS XYIOKECTBEHHOM CHUCTEMBI, KakK «Je-
HEHTPUPOBAHHOW MHOXXECTBEHHOCTH», MO BBIpa-
KEHUIO (PPaHIy3CKHX TEOPETHKOB MOCTMOJEPHHU3-
Mma Jlene3a u I'BatTapu [5: 154].

JIBIKyIIel CHUJION, «3HEPTETHICCKIMY (PaKTo-
poM B 3TOM TIpoIlecce SIBISETCS HMHTEPEC
M.Xa3ueBa K H300paKEHHUIO «MHOXKECTBA», TO
€CThb SIBJICHMM OJHOrO Kjacca, OJIHOIO THIIA:
«MHOXECTBa» ITIOJICH, TOMOB, JTOPOT, KOpadIei,
JepeBbEB, 3Be3/1 Ha HeOe u T.4. (cepust «Mmymue»,
2013; «XX Bek, 2012; «3abwiThie muma», 2013;
«tOxHbIl Topony, 2012; «JleBymika ¢ IIBETKOMY,
2009; «Kapasany», 2009; «Ara-6a3ap B bynrapax»,
2010; «Qnerust Houm», 2013 u np.). XyIooKHUKA
WHTEpECYeT Cyap0a YeloBeKa B CIOKHOM MHpPE
OKpY’KafoIIel ero NeHCTBUTEIBHOCTH, U 3TOT MHP
Ha €ro KapTHHaX MPeACTaeT TO B 00pa3e MHOXKECT-
Ba JIIOJIEH, TO MHOXECTBA JAOMOB, TO MHO>KECTBA
Jopor u T.1. Tak, Ha kaptuHe «I'.Tykail u crapas
Kazanp» (2009) mostT m300pakeH KpyMHBIM ILIa-
HOM Ha ()OHE MHOXKECTBa JIOMOB M JIFOJICH CTaporo
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BOCTOYHOTO TOPO/JIa, & HA IPYrOi KapTHHE TyKaeB-
ckoro mukia — «BecHa ¢ Tykaem» (2009) ero o0-
pa3 BBIpUCOBBIBaETCS Ha (OHE OECUUCIEHHOTO
MHOJKECTBA JIFO/IeH, ABMKYIIUXCS B OJHOM PHTME
C HUM, B €IMHOM JIyXOBHOM ITOPBIBE.

B npousBenenusx, rae ujes eIMHCTBA Hapoja
sBisieTcsi  ocHoBHOM  («Mmymme», 2012; «Ha
npasaauke Cabantyit», 2009; «Cabantyit B Yen-
Hax», 2010 u 7Ap.) HET LEHTPAIBHOIO Tepos, OT-
NENIEHOTO OT «MHOXecTBa». Ha 3Tux kapTuHax
n300pakeHa MOHOJIMTHAS TOJIA, CJIHMBINAsCS B
€MHOM, TPa3JHIYHOM HACTPOSHHH, YTOMAIONIast B
3eJIeHH U COJTHEYHBIX JIy4ax. « MHOXKECTBO» TepseT
YETKOCTh OYEPTAaHWH, HO COXpaHsAeT KaKhe-TO Ha-
MEKH Ha CUIydTHI Jofnei («Ha mpa3ganke Caban-
Tyi», 2009), B HEKOTOPBIX CiIydasx MpeBpariaeTcs
B nostyadcrpakumio («Cabantyit B Uennax», 2010;
«JIy4 comrmay, 2010).

XyI0KECTBEHHBIN 3KCIIEPUMEHT 110 OCMBICIIE-
HUIO POJIM «MHOXECTBY» MPOIOIKAETCS: B psilie
KapTHH TI0yaOCTpaKkTHBIE W300pakeHHsI CTaHO-
BATCS MHOTOIIBETHBIM (JOHOM, M Ha 3TOM (oOHE
BHOBb OTHYETJMBO BBIPUCOBBIBAIOTCS KOHKPETHBIC
00pa3sbl JTIofICH, a TakKe IEPEeBhs, JoMa (TPUITHX
«B necax Keipnas», 2013; «Hounas tummHay,
2012). Tak mosiBIAIOTCA KapTUHBI C JIBYIUIaHOBOH
CTPYKTYpOM, B KOTOPBIX BTOPOH IJIaH — YKUBOIIKC-
HBIH (JOH — CTAaHOBUTCSI TIPOCTPAHCTBOM BO3HHWK-
HOBCHHMSI aCCOIMATUBHBIX 00pa3oB [2: 196-197].

Bo Bcex 0003HaueHHBIX BapwaHTax oOOpPa3bl
«MHOXXECTBa» MOXXHO OTHECTH (MCIOJB3yeM Ma-
TEMATHYECKUH TEPMHUH) K KATETOPUHU «HEUYCTKHUX
MHOXecTB». OCHOBaTeNb TEOPUM HEUETKHX MHO-
JKECTB M HEUETKOW JIOTKU aMEPUKAaHCKUH MaTeMa-
Tk u Jioruk Jlorpu A.3ame yTBep)Kaaer, 4To
«MHOTHE, BO3MOYHO, OOJILIIMHCTBO YEJIOBEYECKUX
3HAaHWH W CBSA3€ C BHEIIHUM MHPOM BKIIIOYAIOT
TaKye TOCTPOCHHS, KOTOPbIe HEeNb3sl Ha3BaTh MHO-
JKECTBaMH B KJIACCHYECKOM cMbIcie. Mx ckopee
CIelyeT CYHMTaTh «HEUYSTKUMH MHOXKECTBAMI»
(WM MOIMHOYKECTBaMHM), T.€. KJIacCaMH C HEJeT-
KHMH TPaHUIAMH, KOT/Ia TEePEeX0] OT MPUHAIIEK-
HOCTH K KJIacCy K HENPUHAJIC)KHOCTH POUCXOIUT
MOCTETIeHHO, He pe3ko» [23]. [Ipumeps! u3 n3o0pa-
3UTEIHHOTO UCKYCCTBA SIBISIFOTCS €Ile OJHUM II0/I-
TBepxkaeHueM uaeu JI.A.3ame o «BcempoHHUKAro-
el HeTOYHOCTH peanbHOoro Mupa»: «Ham HyxHa
HOBasl TOUKA 3PEHUs, HOBBI KOMIUIEKC MOHATUN U
METOJIOB, B KOTOPBIX HEYETKOCTh MpPUHUMAETCS
KaK yHHUBEpCalbHas pPEaJbHOCTh YEIOBEYECKOIO
cymiectBoBanusi» [23]. TaiiHa «HEYETKHX MHO-
KecTB» mHTepecyeT M.Xa3meBa B COIMAIFHOM U
¢unocopckom acmekrax. Yto u3 cebs mpexacras-
nser OOIIHOCTH IIOJIeH, HapoJaa, HAllMW, KaKOBBI

BO3MOXHOCTH U IIyTH JYXOBHOT'O €IWHEHHUS CTOJIb
Pa3HOPOIHOM Macchl, MOKET JIM YeJIOBEK coXpa-
HUTh CBOIO WHIUBUIYAIBHOCTH B MHOTOJIMKOM,
JUHAMUYHOM MUPE, WIK OH IOJHOCTBIO «PacTBO-
pseTcs» B HEM, KaK BIMAIOT Ha CyAb0y UeloBeKa 1
o0mecTBa KOCMUYECKHE TPOLECCH W T.I. — BCE
no1o0HbIe BOMpockl M.Xa3neB ajpecyer He TOIb-
Ko cebe, HO U perunueHTy. OjHA U3 €ro KapTUH
Tak u HazbiBaeTcs — «Taiina» (2007): oOpa3 xeH-
IIUHBI, OKPY>KEHHOH MHOXECTBOM HEMOHATHBIX
OIHOTHITHBIX (UTYp, «3€MHBIX» CYIIECTB, MOYTH
cnmuBaercsi ¢ ¢GoHOM (MHOXECTBOM), Omaromaps
OIMHAKOBOMY O(OpMIICHHIO 00pa3oB M OTCYTCT-
BHIO YETKUX FPaHUI] MEXAYy HUMU. A Ha KapTHHE C
CUMBOJIMYECKMM Ha3zBaHueM «B mytm» (2012)
MIPOCTPAHCTBO BOKPYT MAYIIEH >KEHIIMHBI HaIlOJI-
HEHO TAaWHCTBEHHBIMH, JICTAIOIIUMU aHTPOIIO-
MOp(hHBIMHA CHMBOJIAMH, TTIOXOKUMH Ha 3padKH de-
JIOBEYECKOTo Tiaza (MOXET OBITh, 3TO «3HAKM»
KocMoca?).

B kaptunax M.XaszueBa, coznanubix B 2005-
2015 rr. B cTHIe aOCTPaKTHOTO 3KCIPECCHOHU3MA,
00pa3bl «HEUYETKHMX MHOKECTB» HAUYWHAIOT (PYHK-
LHUOHUPOBATh B ACHEKTE MMOCTMOJAEPHUCTCKOrO Xy-
JIO’)KECTBEHHOTO MBIIUICHNS, YTO TPOSABISAETCS B
MOCTENEHHOM OTKa3€ OT KOMIIO3MIIMOHHOIO «IIEH-
Tpa» (CMBICIIOBOTO y3I1a), B M300pakeHnn «(HoHa»
— MHOXKECTBA KaK «CaMOPETyJIUPYIOLIEHCsS» CHC-
TeMbI, 00JaJaromIe NOTCHIHUAIBLHON »HEpPrucH,
KOTOpas aKTUBHU3MPYET TBOPYECKYIO (haHTA3HIO
pEIHITIEHTa, ero CIOCOOHOCTh K COTBOPUYECTBY. B
ke  «Kommosumum»  (NeNel-20) «HedeTkme
MHOJKECTBa) JIMIIEHbI BCAKOW KOHKPETHKH, Mpes-
CTAalOT KaK YHUCTas aOCTpakius, HO a0CTpakIus
JKUBOTIMCHAS, YyBCTBEHHAs!, IKcnpeccuBHas. [Ipu-
cTynasi K paboTe HaJl 5TUM LHUKIIOM, XyJOXHUK HE
CTaBUT Tepea coOON KOHKPETHOW 3ajaud M Oc-
MBICTICHHE KapTHHBI TIPEIOCTABIIET BOOOPAKEHHIO
3putensd. Ha mepBom 3tame TBOpYecKHil mporecc
UMEET UHTYUTHUBHBIA, «aBTOMATUYECKUI» Xapak-
tep. Ucmonp3ys ¢akTypy KapToHA, XYITOKHHUK
CHayvaja pHUCyeT I[BETHHIC IATHA, 3aTEM HAYMHAET
«BHJETH» B UX COUCTAHUSAX HESICHBIE CHIIYITHI, 00-
pa3bl U HAMEKAaeT Ha HUX C MOMOILBIO IBETOBBIX
yIapoB, WITPUXOB, aKIEHTOB, HE JOBOAS HX [0
KOHKPETHOH 3aBEpIIEHHOCTH, TO €CTh CO3/aeT
IOJCKA3Ky» IJIsl 3pUTENsl. DKCIEPUMEHTHl B KO-
JIOPUCTHKE, JTIOOOBaHNE IIBETOM BBHI3BIBAIOT y XYy-
JIO’)KHUKA YYBCTBO YAOBOJIBCTBUS, «B3PBIB 3MO-
muii». M.Xa3ueB 3TO COCTOSIHME HA3BIBACT «BBIXO-
JIOM W3 3aKaTOCTH Oylin». HacTpoeHue XyqoKHU-
Ka TepelaeTcs U 3pUTEINI0, KOTOPhI HauWHAeT To-
CBOEMY OCMBICIMBATh COJAEP)KaHUE KAapTHUHBI Ha
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OCHOBE BO3HHKAIOIUX y HETO aCCOIMATHBHBIX 00-
pa3oB.

Tak, kaprtuHa «Kommosumus Ne8» (2014)
MIPEACTaBIISIET aOCTpaKTHOE H300paKEHHE B BHUIC
Xa0THYHO PACIOJIOKEHHBIX IO BEPTUKAIN U TOPH-
30HTaJIM I[BETHBIX Pa3MBITHIX JIMHUH U naTeH. Ensa
HaMe4YeHHBIC IITPUXU Ha IBETHHIX MATHAX, Oiaro-
napsi 0ECCHCTEMHOCTH CBsI3ei MEXy HUMH, B BO-
00pakKeHUH BOCHPUHHUMAIOIIETO KAapTHHY MOTYT
ObITh O(DOpPMIICHBI B pa3IM4YHBIE ACCOIMATHBHEIC
00pa3pl. OqHN PEeNUITUEHTH B Pa3MBITHIX OdYepTa-
HUSIX WM JKUBOITUCHBIX MSATHAX Kak Obl HAYMHAIOT
BHJIETHh MTPOOYKICHUE KOCMHUYECKUX CHIJI U3 Xaoca,
Y KapTHHA BOCIPUHUMAETCS MU KaK pOMaHTHYe-
CKasg KOocMHuecKas cKaska. Jlpyrme uepe3 «moj-
CKa3KW» XyAOKHUKA pa3indaloT MH(OIOTHYECKHEe
o0pa3sbl, 00pa3sl TaTapckoro ¢onskiopa (Illypane
W IPYTUX JIECHBIX OOWTATENeH), KapaBaHHbBIC Iy TH,
JUKOBUHHBIE KOPAOJIHU U T.II. — U «MHP» MPEACTAET
B HAI[MOHAIBHOM KOJIOPUTE U T.II.

I[Ipu co3mannm aOCTPAKTHBIX KOMITO3HITHA
M.Xa3ueB onMpaeTcss ¥ Ha OIBIT CBOUX MPEAIIECT-
BEHHHKOB B 00JacTH aOCTPaKTHOW JKMUBOIHCH —
Bacwms Kanmuackoro (1866-1944) u amepukan-
ckoro xynoxnwka Jlxexkcona Ilommoka (1912-
1956). B «Kowmnozumusax» B.Kangumackoro, co-
JIEpKaHWE KOTOPBIX COCTaBIISIET WUTpa HUYEM HE
OUYEpUYEHHBIX PAa3HOIBETHHIX MATEH, BBIpaKaromas
YyBCTBA U MBICIM XyJOKHUKA, M.Xa3ueBy uMIIo-
HUPYET CTPEMJICHHE K MY3BIKaJbHOW TapMOHHH,
BBIpaXXKEHHOH B 11BeTe. A B KaptuHax J[x.ITosmoka
€ro MHTEepecyeT TeXHUKa HCIIOIHEHUS — TEXHHUKa
«KaraHus W pa30OpbI3THBaHU) KPacku Ha HeoOpa-
o6oranaoMm xoncte. Cro3u XOJK, HCCIeI0BaTElNb-
Huna tBopuecTBa Jk.Iloyoka, 3Ty TEXHUKY Ha-
3bIBACT «TEXHUKOW OTOOpaKEHUS PUTMUYECKOU
sHeprum» [24: 70], B kauecTBe MpUMeEpa MPUBOIUT
kaptuHy «Omma: HOMep 31» (1950): «xoTsS OH HE
3a/1aBajcs LENbI0 0TOOpaXkaTh 3TOXY, B €T0 JMHA-
MUYECKMX Ma3KaX J>KMBO OINYIIAeTCsI €€ CyII-
HOCTbY», — nuIieT oHa [24: 70].

«Kommosumuuy M.Xa3ueBa Takke HMEIOT
CBOW PUTM M LBETOBYIO TaPMOHHIO, 1 OCOOBIN JIU-
pUdecKuii HacTpoill — TaTapckuil moH. OJHAKO Y
«OKABOTIMCHBIX abcTpaknmity M.Xa3ueBa cBOs Ha-
LIUOHAJIbHAsE OCOOEHHOCTh. B cooTBeTCTBHH € MpoO-
CBETUTEILCKUMHU TPAIUIUSMHU TAaTAPCKON KYIbTY-
PBI B €r0 abCTPaKTHBIX KapTHHAX HESBHO, HO MPH-
CYTCTBYET IHAJIOT ¢ OyAyIIUM PEIUITUEHTOM (3pH-
TeJleM): KaK yXe ObLIO CKa3aHO, IPU OMOIIH OCO-
OBIX «METOK», «aKIEHTOB)» Ha YKMBOIUCHBIX IIAT-
HaxX XyJOXHHK TMOMOTaeT €My aKTyaJln3HpOBaTh
MIOTEHLMAIILHOE COJEep)KaHNWEe TMPOU3BEACHUSA, TO
eCTh (PaKTHUYECKH pa3BHBAET €ro 3CTETHYECKOE

YyBCTBO, HAlPaBJIAsl €r0 BHUMAHUE Ha TO, KaK W3
«Xaocay IBETHBIX ISATCH U JIMHUM MOXET BO3HUK-
HYTb «4yJ10» U300pa3uTeIbHOTO UCKYCCTBA.

B 3T0li 0COOCHHOCTH JKHBOMHUCHBIX a0CTpaK-
nui, co3gaHabix M.Xa3ueBbIM, MOKHO 3aMETHTH
MPU3HAK «CPEAMHHON KyJIbTYPBDY — COYCTAHHE
MPOTHUBOIOJIIOXKHBIX YCTAHOBOK: IMOCTMOJAEPHUCT-
CKOIl (0TKa3 OT IEHTPHPOBAaHHSA OOpa3HOW cHCTe-
MbI) M MOJAEPHHUCTCKON («IOJCKa3Ka» aBTopa —
«3aMeniaroniasy) HEHTP «Urpa», TO €CTh MOTCHIIU-
ATBHBIA TUAJIOT CO 3PUTEIIEM).

Buxtopust Eroposa (r. HabGepexusie YenHsr),
yuenunia M.Xas3ueBa, Takke CIEeIyeT Tpagulluu
JKUBOIIMICHOW aOCTPaKINH, Pa3BUBAET TEXHUKY OT
«IBETHBIX MATEH» — K a0CTpakTHBIM oOpaszam. [lo-
JIOTHA €€ KapTHUH HUCHELIPEHbl Pa3MBITBIMU Te€o-
METPpUYECKUMH (POpMaMH, HAMOMUHAOIIAMU U
JIpEBHUE BOCTOYHBIE OPHAMEHTBI, U CTUJIMCTHYE-
ckue mpuembl KyOusma. Ha 3ToM >KMBOMUCHOM
(hoHE BO3HHMKAIOT HE TOJBKO «IIOJICKA3KW» IS
3pUTeINsd, HO ¥ POMAaHTUYECKHE H300paKeHHS TO-
ponoB Typuuu, Taunanga, MHAMM, B KOTOPBIX IO~
onBana xynoxauna («Hounoit CramOym», 2015;
«Ha pbiake koBpoB», 2014; «HauiicKkue >KeHIIH-
HBI y uctouHukay, 2014 u np.). TBopueckue ombi-
THI MOJIOJIast XYAOXKHUIIA TPOBOJUT B PYCJE 3THO-
KyJBTYPOJIOTUYECKOH  TPOOJIEMATUKH  TPYTIIBI
«Tamra». B.Eropoa B cumBommueckoir ¢hopme
BBIpPAXKAaeT CBOE IPEJCTaBJIEHHE O MEPBOMCTOKAX
xu3Hu («Poxnenne Bceenennoii», 2015; «/lyma
3emmu», 2013; «/dyma Boas», 2013; «Amxam u
EBa», 2013). Ee Takxe HHTEpECYIOT «CJEIbD»
IpeBHUX HUBWIM3AIUN («MOTHUBBI YHISAIIUX IU-
Bunuzauuit», 2010; «Bomxckas bynrapusy», 2014;
«Ilom nepesom bomxwm», 2013; «BocTouHbld TO-
pom», 2013 u nip.), MpOLLIOE M HACTOSAIIEE B KYJIb-
Type HaponoB A3uu u TaTtapcraHa.

Kax BugHO maxke m3 HEOOJBIIOTO KOJMYECTBA
MIPUBEIEHHBIX MPUMEPOB [cM. Takxke 1-2], Harwo-
HaJbHBIE XYyIOXKECTBECHHBIC TPAIUINH SBISIOTCA
0a30i Al CTHUJIEBBIX ITOWICKOB B Pa3HBIX HAIpaB-
neansx. OFHAKO TpoOIECcC B3aUMOJCHCTBHA pas-
HBIX CTUJIEHM U «TEXHOJIOTHI» B TaTaBaHTapJe OIl-
penensiercs OOINEH TEHACHIUEH — IMOMUCKAaMHU OC-
HOBOTIOJIATAOMNX «(HOPMYJT €IUHCTBa» (IO BHI-
PaXKEHHI0 PYCCKOTO  XYJOXXHHKa-aBaHTapJucTa
[1.B.®unonosa [25]), KOTOpble TOMOTIH OBl HAWTH
IIyTH pELICHUs] IPOTUBOPEUUI B KU3HU MUPOBOTO
c0001IIeCTBa, OCO3HAHNE KOTOPHIX CIIOCOOCTBOBAIIO
OBl COXpaHEHUIO Ha 3emyie IMBUIM3ALUN U KYJIb-
Typbl. DTy BEIUKYIO0 TYMaHUCTUIECKYIO (DYHKITHIO
«CPEOUHHON KyJbTYypb» XynoxHUKUA PT cTpemsr-
Csl peain30BaTh, ONMUPASICH HA MHOTOBEKOBOM OITBIT
CBOCH HaIMOHAIBHOH KynbTyphl. OOpaliieHue K

186



TATARICA: CULTURE, PERSONALITY AND EDUCATION

HallMOHAJbHBIM TPAAULMAM, CKBO3b IIPU3MY KOTO-
PBIX TPOUCXOAUT TpaHcopMalys MOTHBOB, 00pa-
30B, CTUJIE MHPOBOTO MCKYCCTBA, XyJIOXXHUKU PT
BOCIIPHHUMAIOT M KaK CHOCO0 YTBEP)KICHUS Ha-
LMOHAJFHOTO CaMOCO3HAHUS, M KaKk CBOH MyTh
BXOXKJEHUS B MUPOBOHM XYJOKECTBEHHBIN IIPO-
ecc.
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Tarapcran PecnyOnMKachIHBIH —CBHIHJIBI COHTATEHIOIe «MOIOHHUSTHEH YpPTalbIK  30HACHD)
MOCBAIINIOPEHS OarbllUIaHraH [UKIHBIH [Kaparbi3 1-2] edeHue MOKAJIOCEHAd «TaTaBaHIrapmy
paccaMHaphl WXKAThl sSiHA paKypcTa Kapalia, siHa THKIIEPEHY «JIKpaHbIHa» Telleperns. TaraBaHrapn
poccaMHapBIHBIH KalOep acopiiope MaTepHalblHIa TOpIe CTHIBIOPHEH Y3apa TadCHUpE MPOIECChIHA
MOJIOHHSTHEH «ypTalbiK 30HACK (YHKIMAIOPEHD Ky39Ty scana'. By mporeccra MMUIM COHIaTH
Tpamuuusep — OepioiuTepyde pyxu (akTop, 9 CHHEpreTHKa TEpMHHHAphIHIA — Y3€HO Tepiie
CTHIIBJIOpHE hoM COHraTh «TeIapeH» TapTa hoM COHraTH MXKAT XOpPOKSTEeH KOMIIM alraH aTTPakTop
OynbIn Topa.

Ten TemeH4d9p: Tartapctan PecmyOmmkachl, CBIHIBI COHTaTh, TaTaBaHTap, MOIOHHUATHEH
«ypTaJbIK 30HACHI», MIJUIN COHTaTH TPaJULIUSIIOP, COHTaTH CTHIIBJIOPHEH y3apa TO3CHPE.

HNaarocTpauusiadp ucemjiere 13. MuHHEeaxMaTOB 3. «SIXmIb» cepusiceHHaH («BakbiT

8. IHopumnos X. Illypone. Arau. 2014. nmapacey). Nel. 2011, 6., akpun, 30x43.

9. IMspunos X. Tyropak kyia. 1999, x., m., 50x60. 14. Xaxue M. bapyusinap. 2012, x., M., 80x100.

10. IlspumoB X. Kom kymerace. 2005, 6., maTapcus, 15. Xaxme M. Cabanryii Goiipomernmo. 2009, k., M.,
50x65. 100x70.

11. Hlopunos X. Ysipmst. 2011, 6., uatapens, 29x29. 16. Xaxues M. Kommosunms. Ne§, 2014, k., M., 60x40.

12. JlaTsriinoB X. «41 maey. 2005, k., macrens, 52x85. 17. EropoBa B. Tepek cepusicennon. «Kemomuop

6azaperama». 2014. x., M., 60x80.

| .
Mokaiera OMpenroH Tecie KyIbIMTaJarsl HIUTIOCTpansuiopHe Kapa. — M. H.
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