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The article presents further development of the topic “Tatar avant-garde as a component of ‘me-
dian culture” [1]. The Tatar avant-garde creative function is considered in a new perspective: the focus
is on its role in the complex process of developing a Eurasian identity in the Tatar community. While
admitting the relevance of ethnic self-identity and affirming the ideas of originality and self-
sufficiency of Tatar culture, the artists of Tatarstan, at the same time, develop a sense of belonging to
the spirit, culture and customs of other peoples of Russia. This tendency is a unifying spiritual factor
as well as the basis for the effective interaction between different artistic styles in the contemporary

art of the Republic of Tatarstan.

The article analyzes certain examples selected with the aim to present in general terms different
variants of artistic and stylistic solutions to the investigated issue and draw attention to the folklore

and historical sources of creating works of art.
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Currently, the concept of Russia as a model of
Eurasian civilization has been of keen interest for
both Russian and foreign scholars [2]. Regular inter-
national Eurasian congresses are evidence of this in-
terest. To a large extent, the popularity of the Eura-
sian idea depends on the fact that progressive social
thought is growing in opposition to the concept of
unipolar Americocentrism and globalization. This
conception is contrasted to the ideas of polycentricity
and the multiline development of socio-economic,
political and cultural systems in the modern world as
well as to the idea of the equal cooperation of peoples
[3]. The Eurasian issue is part of global issues about
relations between different nations and peoples in
modern civilization, the fact that accounts for the
relevance of this research. The supporters of the
Eurasian concept (especially the representatives of
the “old” Eurasianism) consider the locus of people’s
development to be one of the major civilizational fac-
tors. Russia spreads across the territory of both
Europe and Asia. As a Eurasian community, it is a
major geo-political, socio-economic, cultural and
civilizational system with a plurality of subsystems.
The Republic of Tatarstan, one of its subsystems, has
an internal position in Russia and the Tatar people's
culture is the focus of Western and Eastern traditions.

Kazan, as a large multi-national city with a
predominance of Tatar and Russian populations,
has been developing at the intersection of Western

!'see color insert to the article — Y. V.

and Eastern civilizations, just like Russia, and it
has become an internal center at this intersection.
As Alexander Herzen once noted, “Kazan is the
venue for two worlds. And so there are two ori-
gins: the western and the eastern ones, and you will
find them at every intersection here, as a result of
continuous interaction, they have tightened, united,
started to make something original in nature” [4:
10]. The culture of the Republic of Tatarstan pro-
vides great material for Eurasian Studies.

In international Eurasian congresses the par-
ticipants focus their attention on geopolitical and
socio-economic aspects, the migration of peoples,
and religious affairs, especially in diachronic
terms, within the temporal space after the Second
World War. However, there is a growing tendency
to vote for the protection of cultural priorities. It is
noted, that we need to establish cooperation in the
cultural field on a larger scale, that the cultural as-
pect of civilization is most productive for regula-
tion in international relations and contacts, that cul-
ture is the most open field for people, etc. [5: 263].

However, as R.S.Khakimov rightfully notes, the
definition of the “internal cultural component which
can unite peoples” is unclear, there is no “definite
concept of Eurasia as a cultural phenomenon”, and
‘the statement of the fact that Eurasia incorporates
the elements of “European” and “Asian cultures”
does not explain much” [6: 7].
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We share the view of those scholars who be-
lieve that the “cultural component” of Eurasian
community is an integrative concept: the combina-
tion of national identity with Eurasian (sub-ethnic)
identity [7], which generates an entirely new
world-view. But what is it?

In this article, we make an attempt to identify
some signs of the integration of national con-
sciousness with the artists' understanding of their
involvement in the Eurasian community based on
the oeuvre of individual representatives of Tatar
avant-garde. This task is extremely difficult, as
these “signs” are expressed in the language of art
found in the artists’ paintings; they are notable for
polysemy and associativity, and thus, the interpre-
tation of the content of these works is personal and
subjective.

It should also be noted that the formation of
Eurasian consciousness and the perception of the
world are continuous, dynamic historical processes
which are determined by the particular stage in the
development of civilization. How can one distin-
guish the basic patterns of the emerging con-
sciousness in this process and not replace them
with random or intermittent features? The problem
is complicated by assimilation with different types
of locally-historical civilizations which took place
in the history of Russian and Tatar people [8: 103].

“Russia is a kind of “drifting society” at the
crossroads of civilizational magnetic fields”, writes
L.I.Semennikova, “:In this regard, our history, like
no other, always had a daunting problem of choos-
ing the alternatives: Which way to develop?” [9:
109]. In the modern era of globalization, the issue
of finding its own way for the civilizational devel-
opment of Russia and its peoples is of particular
relevance.

The artists of the Republic of Tatarstan acutely
feel the threat to national cultures in the era of
globalization and the threat of losing their national
identity. Therefore, they consider their primary
task to be the search for effective ways which can
prove the viability of artistic and aesthetic values
of national art. In this case, the most convincing
method is to show that the images expressing peo-
ple’s philosophy and wisdom and their ethical and
aesthetic views have universal meaning.

“What does Motherland begin with” in the
works of the Tatar avant-garde artists? She begins
with the poetization of hearth and home, the soul
of which is a mother, with native lands, their sce-
nic beauty and the national mode of life and cus-
toms. The national colouring of their works, as
well as their special atmosphere of lyricism (mor),

characterizes the paintings devoted to these topics
(I.Zaripov. “At Home”, 1971, “In the Village”,
1989; M.Khaziev. “The Song about Homeland”,
2007, “Rose-colored Evening”, 1999, “Mother's
Prayer”, 1995, “A Landscape with a Yellow
Cabin”, 2008; Kh.Latipov. “At the Lake”, 1995,
“On the Native Land”, 2005, “The Outskirts of
Kazan”, 2005, “The Melody of Kazan”, 2005;
R.Gaysin. “Blue City”, 1998, “Mother's Hands”,
1998, “The Soul of the Village”, 1999, etc.).

The style of these paintings is different. The
artists, each in their own way, use neo-primitivist
techniques of the decorative and ornamental trend
and the images of national folklore. By using
symbolic language, the artists expand the signifi-
cance of their native land interpreted as a part of a
larger world. For example, Kh.Latipov’s picture
“At the Lake” (1995) shows a girl in a Tatar na-
tional costume with a yoke on her shoulders in the
foreground against the triangle of the blue water
surface. And in the distance, across the lake, there
are mountains, looking like Egyptian pyramids, as
a sign of another, larger world. The green color
unites the near and distant worlds; the land and the
sky behind the mountains-pyramids are painted
green. Different symbols are used by R.Gaysin in
the picture “The Soul of the Village” (1999). There
is something fabulous in the image of a good giant
who is holding a sleeping village in his arms, pre-
serving its peace. Against the dark night sky, his
extended arch-shaped hand painted in gray-blue
tones is perceived as a symbol of universal care.

According to the national canons of beauty,
the artists of Tamga association reproduce national
types of men and women in traditional costumes
against the background of native lands. B.Gil-
vanov’s picture ’Agyidel‘ represents a romantic
image of a beautiful Tatar horsewoman dressed as
an Amazon with a bow and arrows in her hands
against the backdrop of a river and mountains.
This image is associated with the image of Kazan
Tsarina Suyumbike, a symbol of freedom and
courage. The paintings “The Bride” (2007), “The
Portrait of a Turkish Girl” (2007), and “Stealing
the Bride” (2008) by S.Gilyazetdinov recreate the
image of a Bashkir beauty, and the details of her
clothing, the signs and symbols of national life
(with its indispensable attribute — an image of a
horse) are painted out with great precision. The il-
lusion of vast steppes is created by means of a
special technique of “hot stamping” (handmade
paper). The images of Chuvash women and men
express the philosophy of the nation in Praski
Vitti's pictures. The artist explains that the whole
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of the woman’s outfit was subordinated to the
cosmological conception of the Chuvash people: a
human is created as the universe, a human is the
axis of the world, whose skull is similar to the sky
and the “sky” is supported by the shoulders of the
human, etc. In accordance with such views a
woman’s headdress is *Tuhya‘ in the shape of a
small cone, on the top (Mount Tube) of which a
Senior God ”dwells“. This item of the headdress
indicates that God protects the girl... Some special
signs are embroidered on the shoulders of the
woman's shirts. (They are called “the foundation
for the sky”). There is a lot of silver jewelry and
items of red color on clothes, which protect the
girl from diseases and misery, because, according
to a popular belief, evil spirits feared the red color
and the tinkling of silver...

In these examples we observe the symbolism
of ethnic consciousness which makes romantic
portraits a part of a large theme which is very im-
portant for the artists: the historical memory of the
nation (regarding their “ancestors”, dramatic
events in their history, heroic personalities, signifi-
cant events in the field of culture, their morale, and
customs). This largely explains the keen interest of
the artists in the national myths, legends, symbols
and signs of folklore (M.Khaziev “Call of the
Wild”, 2008; Kh.Sharipov “The Voice of Bygone
Times”, 2009; R.Kharisov. “A Journey to Bul-
ghar”, 1998, etc.). Historical memory stores things
which become life experiences and lessons for
other nations [10].

Tatar avant-garde as a component of “median
culture” plays an active role in strengthening eth-
nic identity and affirming the idea of the nation's
spiritual unity. National ideals appear in various
forms of artistic and stylistic solutions in their
works.

One of the favourite images in the works of
Tatar artists is the image of Kazan, which is pre-
sented in different aspects: heroic, sublime, tragic,
historical, and common. The paintings, highlight-
ing the spiritual core of the Tatar people, are of
particular interest. In this context, Z.Minniakhme-
tov’s painting “Kazan” (1998) is indicative. The
artist uses a special artistic technique: its graphics
synthesize diverse and colourful pictorial images
into a unity, and its continuous, impulsive brush-
work with multiple colours becomes a means of
analysis which aims to reveal the inner spiritual es-
sence of the depicted world.

Planar space fills the graphic image of Kazan
with its distinguishing feature — the Suyumbike
Tower. The city with a conglomeration of houses,

where the contours of the Mosque and the Cathe-
dral barely stand out, is a cramped, closed, stress-
ful world. However, the picturesque multicolour
art of the painting — deep red accents on the tower
and on the clouds in the vicinity of the yellow,
green, blue, and white brush strokes reduces the
stress and creates unusual dynamics, a sense of
space, the triumph of life and, what is more impor-
tant, its spiritual significance. The alternation of
colour strokes on the canvas creates the illusion of
another world in the space of a worldview of the
Tatar folklore images symbolizing the beliefs and
views of the Tatar people. There is a mullah lean-
ing against the tower. He is wearing a green cha-
pan and a yellow turban. In front of him (as if he
saw it), there is a huge yellow bear (the symbol of
the sun in Turkic folklore). A little higher is the
head of a white horse (myanap am — the symbol of
poetic inspiration), then — a sheep and a goat (the
symbols of prosperity and good luck).

In the air over the Kremlin wall, a silhouette
can be discerned, which reminds us of a person
stepping over a precipice. And in the weather-
driven red, white, and yellow clouds, there are
floating boats, painted canoes and ships. Under the
clouds, on a narrow strip of the river, there is a
small boat. All these associative images, as if
stamped on a beautiful canvas, create a joyful feel-
ing of abundant life and the development of his-
tory. Derdmend’s poem “The Ship” comes to mind
in connection with this painting:

UYBIKTHI XKD, The winds have been blow-

KynTel qynKsiH, ing,
Wn xopaOBIH XU cOpo The waves have been rag-
[11:33]. ing,
The wind is rushing the
ship of the homeland.

The idea of a national unity as a prerequisite
for the nation’s viability and the progressive de-
velopment of society, is maintained by Madiyar
Khaziev in the triptych °Kyrlay urmannarynda’,
2013 (“In the Woods of Kyrlay”?). The creation of
this work was inspired by G.Tukay's poem
“Shurale” with its philosophical meaning. Like
Z.Minniakhmetov, M.Khaziev creates two-
dimensional paintings. In the foreground, there is a
forest and its inhabitants are depicted in a figura-
tive and symbolic way: animals, birds, flowers and
the wood spirit — Shurale. At the same time, the
“forest™ is a space for the emergence of associative

* Kyrlay is a homeland of a Tatar poet — Gabdulla Tu-
kay.
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images, scarcely marked, but recognizable in
touches and details. This is the second world of the
picture.

In the first part of the triptych, graphically dis-
tinct dark, thick trunks of the trees arranged in a
row, unite the images of the forest world. They,
just like waves (the same as in Tukay's poem),
constrain the "pressure" of a huge multi-coloured
world, which shows through the branches in the
form of picturesque strokes and pulsating glares
(Shurale is sitting on one of the branches in the
centre of the picture). And, as if by magic, these
coloured spots are transformed into the images of
people, buildings, roads, rivers, mosques and for-
tresses. While trying to catch the conveyed mean-
ing, one gets a feeling of the immensity and integ-
rity of the depicted world, and a poetic image of
the native land emerges, just the same as in the
poem “Shurale”:

Monda bulvarlar, klub,
tansavalnya, tsirk ta shul;
Zur bu urman: chitlore
kyrenmider, dingez kebi:
Binihaya.yu bikhisan-
byr.yu gaskori Chingiz
kobi. [12: 983].

Here they are: music and
dancing, singers and acro-
bats,

Here they are: boulevards
and theatres, wrestlers and
violinists.

This fragrant forest is
wider than the sea and
higher than the sky,

It is powerful and boister-
ous like the army of Gen-
ghis Khan.

(translated from the Rus-
sian variant by S.Lipkin)
[13:312].

In the second painting, we can see the same
colourful forest, but in the foreground the figures
of woodcutters are “enlarged” against the back-
ground of mighty ancient trees. “The Woodcutters”
are shown on the move, at work. One is embracing
a wide trunk, the other is supporting a leaning tree,
and the third one is loading a huge log on to a
stump; the log is like a folded multi-coloured ori-
ental carpet... And the left side of the picture
shows an old man having a “conversation” with
Shurale which looks like a tall green bush. The old
sage is depicted as if he were exhorting it, Shu-
rullu... The images of people look like batyrs,
strong men from Tatar legends and fairy tales, pro-
tecting the forest and its wealth.

The final part of the triptych is performed in
the Impressionist style. The black colour is almost
removed from the picture, and the colours are sof-
tened. Kyrlay's forest with all its wonders, unreal
images and the world of people is smothered in

sunlight. The structural elements of the “wood-
land”, including the image of Shurale, are dis-
solved in light and air. In this picture, a golden-
yellow background dominates and creates the feel-
ing of harmony and peace. The leitmotifs of the
triptych are: grasping its meaning, feeling admira-
tion, comfort and harmony.

The interpretation of the fate of the homeland
theme in the paintings of Tatarstan artists is based
on popular national legends and baits about Sak
and Sok (the paintings by B.Urmanche,
A Fatkhutdinov, M.Khaziev, and Kh.Shamsutov).
The bait describes how a mother cursed her two
sons because of a seemingly innocent prank: the
brothers fought over an iron arrow. We can assume
that the mother understood it as a terrible omen of
separation and the future bloody wars of the frater-
nal peoples (an iron arrow is a symbol of power).
The boys transform into mythical birds — Sak and
Sok, and fly in different directions, aspiring to get
closer to each other, but it is not bound to happen.

The mother's curse is based on the right of the
“mother's milk”, so its power is so great that it can
be removed only on Judgement Day [14: 204-210].
The plot of the bait gets its original artistic inter-
pretation in the painting “Sak and Sok” (2012) by
Lenar Akhmetov, an active participant of the
*Tamga* Association. In the centre of the composi-
tion there is a boat lost in deep waters. As is
known, the boat, canoe, and ship symbolize the
fate of people and a nation in many works of art,
for many nations, including Tatars. The image cre-
ated by L.Akhmetov has the same meaning. The
head and the stern of the boat are decorated with
images of a duck's head (an allusion to the myth
about the origin of the Earth). There are figures at
both ends of the boat. They are Sak and Sok, who
are wearing white robes which look like sails and
wings, and birds with capitate tips. Each “hero” is
holding a long pole with a tip in the shape of a
ram’s head which is the symbol of stupidity and
stubbornness. The brothers are looking at each
other and rowing hard in opposite directions. The
boat is not moving... A net with fish (the symbol
of money and wealth) is hanging down the sides of
the boat. And inside the boat there is a weapon (the
symbol of power). Through the dark waters of the
sea the text from the bait “Sak and Sok™ is emerg-
ing. The imagery of the painting recalls a parable.
The artist expresses a certain morality in an alle-
gorical form, anticipating an active dialogue with
the recipient.

In all these examples we can trace one of the
features characteristic of Tatar avant-garde: keep-
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ing up the educational traditions in Tatar culture
(which is especially evident in literature), and the
philosophical and rationalistic aspects of treating
topical issues.

In today's cultural and historical situation, the
works of Tatar artists demonstrate a complex proc-
ess of participation in the Eurasian community
while comprehending “Eurasianism” in different
ways.

First of all, it is expressed in their desire to un-
derstand the uniqueness of spiritual culture and the
national achievements of other peoples living in
Russia. It is also promoted by the expanding rela-
tions of Tatarstan artists and other peoples inhabit-
ing "Eurasian space" with avant-garde trends in art
(in particular, ethnofuturism in Udmurtia, Mor-
dovia and Chuvashia). At the same time, we note a
critical attitude towards the concept of Americano-
centrism in globalization processes which is im-
posed by foreign politicians. Sometimes, these two
aspects of solving the national culture issue in a
multi-ethnic world can be found within the works
of one and the same artist. The picture “Udmurt
Forest” (2014) by L.Akhmetov and his own series
of ”dollar modules” (2011) can serve as an exam-
ple.

“Udmurt Forest” is a sample of minimalist art.
It is an abstract image presenting the essence of
Udmurt ethnofuturism, the symbol of its soul. Ac-
cording to the researchers, the Forest is very im-
portant in the life of Udmurt people [15]. It is re-
lated to many household and religious rites. The
Udmurt religion is characterized by a combination
of Christianity with some strong traditions of pa-
ganism, which is abundant in mythological images.
Many of them are connected with the worship of
vorsuds® [15]. One of the main objectives of Ud-
murt ethnofuturists is to intuitively grasp the per-
sonal-tribal mythologem, and thereby, to feel the
communion with the Finno-Ugric worldview. And
this requires “tuning your soul to the higher ener-
gies”, and to the energy of the outer space [16]. In
the light of all these considerations we will guess
the symbolic meaning of the painting “Udmurt
Forest”. Symbolical trees are pictured against the
black background, as if they were floating in the
darkness of space. Sharp white lines outline the
contours of the trunks, branches, and leaves. The
trunks themselves are black, but inside them (like
the ”’soul” of the tree) bright blue stripes are drawn
up, like a radiant vitality. And the intricate weaves
of the white patterns of the branches are perceived

? Vorsuds — mythological complexes belonging to a sin-
gle genus or a family.

as a countless number of vorsuds, as a collective
“continental subconscious”, as “capture of the
power” of cosmic energy [16].

In the series of dollar modules, L.Akhmetov, in
the same way as many foreign artists, has a critical
attitude towards contemporary American civiliza-
tion. However, he sees the dollar not as a “com-
modity equivalent”, but as a code of American cul-
ture. L.Akhmetov neither “spoils” real banknotes,
nor cuts and glues them together, nor writes words
on them, etc. (unlike, for example, the conceptual
artist from Zagreb Mladen Stilinovich, who pre-
sented his collages on the dollar theme at the exhi-
bition of contemporary arts of Eastern Europe
(2005) in Slovenia) [17]. Taking the form of a dol-
lar note as a pattern, L.Akhmetov replaces its
structural elements with other marks, images, or-
naments and inscriptions in the Tatar, Russian and
English languages. In some paintings of this series
we can see that the portrait and the name of the
American President in the centre of bank notes is
replaced by the portraits of some famous American
rock musicians (Jimi Hendrix, Elvis Presley and
others), who based their works on Negro blues.
The number of a banknote is replaced by the musi-
cians’ date of birth; symbolic dollar signs also lose
their meaning. L.Akhmetov seeks to convince us
that the true value of American culture is not in the
promotion of the economic and political power of
the United States, but in its art, which is deeply-
rooted in Native American Art. Other paintings of
the series are devoted to his fellow artists who rep-
resent the culture of the Tatar people. Almost all
the features of the "dollar" are displaced by Tatar
ornaments, images and symbols of Tatar folklore
and fragments of texts of folk songs. Now, the eye
of the artist is not on America, but on the native
lands. “Camonemxa ymuvipam — myean sxiapea
kaumam*“ (‘Taking an airplane — going back
home’) is one of the phrases framing the ’dollar®.
The painting is dedicated to Kh.Sharipov, the head
of the Tamga Association. Separate images of
these works (a horse, a minaret and a lake) and the
names of favourite poets become distinguishing
features of the artist's oeuvre. The phrase "Birdsen
tatar  avangardyn!!!” (‘Vivat Tatar avant-
garde!!!”), framing the starry dome of the “’dollar”,
is a key to understanding L.Akhmetov’s position as
an artist. All the signs of disrespect to the ’dollar*
add the charm of a humoresque genre to the series.

The interest in Eurasianism by certain Tatar
avant-garde artists is expressed directly through the
subject-matter of their paintings. There are not
many works of this kind, however, they present
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approaches to this topic which differ in their artis-
tic and semantic content. Let us consider some of
them.

The Eurasian theme can be found in many
works of Vasil Khannanov (the leader of the
“Genghis Khan” Association since 1992) created
during his pursuit of Suprematism, one of the
trends of geometric abstraction, and his infatuation
with “Black Square” by Kazimir Malevich. The re-
lations of Europe and Asia are presented through
ancient myths and cultural codes and one of them,
according to V.Khannanov, is “Black Square” (the
code of Europe, European avant-garde).

In the painting “The Abduction of Europa”
(2008), V.Khannanov reinterprets the ancient
Greek myth. According to this myth, Jupiter was
captivated by the beauty of Europa, daughter of the
Phoenician king, and transformed himself into a
white bull, crossed the Mediterranean Sea with his
captive, and took her to the island of Crete. In
V.Khannanov's painting “abduction” is presented
against the green background illuminated by a
golden star, with the bull's horns depicted as a
golden crescent. The green colour, the golden cres-
cent, and the golden star are the images and sym-
bols of oriental culture.

A.Uspensky, a scholar researching Khan-
nanov's works, gives an original interpretation of
the picture: “Perfect in plasticity “The Abduction
of Europa”, retains recognizability of both a female
torso and the back of the bull which is reduced to
its main symbol — wide horns. At the same time,
the third component of the composition — the star —
admits another interpretation. The crescent and star
are a traditional Oriental metaphor for a loving
couple: Relations of Europe and Asia, the encoun-
ter of the East and the West, where the square is
given a female, subordinate role” [18: 11].

In “The Abduction of Europa (Suprematist)”,
painted earlier in 1991, the “encounter” of Europe
and Asia is shown even more succinctly through a
planar geometrical combination: instead of a fe-
male torso there is a black square clinging on to the
golden crescent.

The artist's point of view on the relationships
between Europe and Asia can be seen more clearly
in the picture called “The Cow” (1996). A fattened
red cow with crescent-like horns is placed into Ma-
levich's “Black Square” — an image inspired by the
second surah from the Koran, entitled “Al-
Baqarah* (“The Cow™). It says: “And when a man
had been killed among the people of Musa, and
they did not know who had killed him, Musa told
his people: “Allah is telling you to sacrifice a cow”

[19: 10]. Once the astonished tribesmen had
slaughtered a cow, they hit the dead man with its
part (with a tail) "and the dead came to life for a
while and named the murderer” [19: 11].

The meaning of the allegory in V.Khannanov's
painting can be explained in the following way: the
black square symbolizes the West, the Koranic im-
age of the sacred cow (with its golden crescent-like
horns) — the East, which has healing, revitalizing
energy. The leitmotif of the picture is the idea that
Europe should reckon with Asia, which gives the
world new cultural values which are capable of
improving the life and culture of the West.

Laconicism, minimalism and bright colours
contrasting the background of the symbolic green
colour, and “the play” with traditional symbols of
world culture, both Western and Eastern — are all
features which characterise V.Khannanov's artistic
style in his work on Eurasia.

Kazan artist Bulat Gilvanov (a member of
Tamga) began his career by creating a series of il-
lustrations for the poem “The Story of Joseph” by
Kol Gali. This significant work by B.Gilvanov in-
fluenced all his subsequent works. Under the spell
of the Old Bulgar poet’s work the artist created the
triptych “Eurasia” (2009), which includes the
paintings “The West“,“Idel-Ural”, and “The East”.
The Eurasian theme is presented here in an original
artistic form. The figurative world is given in the
perception of Kol Gali, the artist's own view is pro-
jected onto this perception, and a kind of "dia-
logue” emerges: a thin, filigree conversion of the
symbols and images of ancient Turkic, Islamic and
Christian cultures. The style of the triptych repeats
the style of the illustrations to Kol Gali's poem.
The planar picture resembles the composition of
the Iranian and Russian chronicle miniature.
Placed on the same plane, the images and scenes
denote various events and “geographical locations”
found in different parts of the East and the West.
Between the individual images and scenes there is
no cause-effect relationship, they are united by a
functional connection of similarity or contrast. In
all three pictures, the images are arranged both ver-
tically and horizontally. Wavy, arabesque lines
perform the function of unification of all the im-
ages and details into a unified whole. The left part
of the triptych is the picture of “The West”. At the
top, there are sacred images of the Virgin with the
Child in her arms, in the golden light, the Sun in a
red sky. On the right, there is a schematic represen-
tation of an Old Russian town with domed
churches, and on the left — a Western European
castle guarded by knights. In the middle part of the
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picture, there are signs of an agricultural civiliza-
tion (a farmer with a plough in the field), and eve-
ryday scenes of peaceful life. Against the back-
ground of a blood-red circle (the sign of troubled
times) there is a woman in a sarafan playing an an-
cient musical instrument; three girls with cups in
their hands meet a wayfarer on the bridge (accord-
ing to the Christian tradition). In the lower tier of
the picture, there is an almost naturalistic scene of
hunting a wild boar: a group of riders, hunters, and
a pack of dogs tearing the wild boar against the
backdrop of a blood-red circle. And finally, on the
right, in the vertical direction, there is an image of
Saint George holding a long spear and killing a
snake. And the snakes keep crawling out of the
pit... The basic elements of “The West” composi-
tion are the images which characterize the life of
Early Russia.

The right part of the triptych is “The East”. At
the top, the Prophet Muhammad hovers over the
city riding the mythical horse Buraq. (According to
the Koranic legend, Muhammad ascended to Allah,
to the seventh heaven, riding his horse which was
as fast as lightning). Above him is the golden cres-
cent in the dark blue sky. The ”signs of civiliza-
tions* are located under the sacred images: brick-
layers are building a town on the site of the one
that was destroyed, and a caravan of camels is
moving along the trade route from a remote Chi-
nese town (on the left side of the picture) to the
Turkic steppes (a yurt is their sign). In the centre of
the picture, riders are carrying a Chinese beauty
under a canopy, with trumpets blowing, and musi-
cians playing lutes. All this create an atmosphere
of friendliness and a joy of life, but it is against the
background of a red circle symbolizing, on the one
hand, holidays and fun, but on the other hand, the
threat of destruction and war.

The second semantic aspect is reinforced by
the painting depicting a detachment of riders
armed with spears. In the lower part of the painting
there are scenes and images from Kol Gali's poem:
a traveller is saying a prayer in the steppe; the epi-
sode of the remorse of the Yusuf brothers; and
nearby is a well, into which Yusuf was thrown.
And finally, in the right-hand corner of the paint-
ing there is a cave and inside is a man with a pi-
geon. Could it be the image of Kol Gali dreaming
about peace and a happy future for his people? The
image of the cave (which is often found in the
paintings of other Tatar artists) also has a symbolic
meaning. According to the content of the 18" surah
of the Koran, entitled “Al-Kahf”, the cave is a se-
cret refuge, a place of spiritual enlightenment and

rebirth. The main characteristics of the East are
expressed in the images symbolizing religion, ur-
ban development, trade, and culture.

The “Idel-Ural” painting is a central, unifying
part of the triptych. The symbol of the encounter of
Europe with Asia is in the images of the Sun (on
the left) and the Moon (on the right) aspiring to
approach each other. Between the Sun and the
Moon there are angels uniting them. The moun-
tains and the Idel River, the main waterway of
Russia, occupy the central place in the composi-
tion. The wide blue body of the river emerges in all
parts of the picture. (On the bank of the Volga
River there is the figure of Kol Gali with an open
book on his lap). Left of the river are Russian
armed forces and to the right are Mongol horsemen
(the threat is to both Old Russian towns and to the
towns of Volga Bulgar). In the centre there are
signs of a centralized state development (the con-
struction of a city, a rider controlling the army). At
the bottom of the picture, there are scenes of a
peaceful life: a man ploughing, a woman with a
child, fishermen are seining fish to the sounds of
quray, and a traveller with a camel is following the
caravan route (“the caravan of centuries” is an im-
age inspired by oriental poetry). The system of im-
agery is completed by the family hearth: a man and
woman are sitting on the rug and a red apple, a
symbol of love, is in front of them, as the begin-
ning of all beginnings. This scene is the semantic
focus of the whole work; the idyll of family happi-
ness is at the base of a symbolic tree — the tree of
life.

Each of the paintings of the triptych has its
own content, being a part of a unified system of art
expressing the artist’s concept. Each of them has
their medium-images (intermediaries) unifying all
the paintings according to their meaning. First of
all, these are the images of saints (the Virgin, the
angels, the Prophet Muhammad, Saint George),
which embody supreme spiritual values. These are
the images of the Sun and the Moon symbolizing
intellect and love, the image of a red apple in the
hands of the Virgin and the married couple and, by
contrast, the image of a snake (a sign of hatred,
envy and betrayal). An imaginary “presence” of
the image of Kol Gali, both direct and indirect
(through the fragments of the poem), is also per-
ceived as a unifying factor. All these parts are
painted in the single style of book illustrations and
in a single colour scheme. The blue colour domi-
nates (the colour of the Idel River) against the land
in a variety of shades with a few touches of red
(the colour of alarm). The blue serpentine of the
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river (the symbol of historical time) appears in
various forms in all three paintings, as if combin-
ing the East and the West on the basis of supreme
spiritual values and on the basis of peace and love.
The theme of “Eurasia” in B.Gilvanov's triptych is
an indispensable part of people’s historical mem-
ory.
As already mentioned, V.Khannanov considers
the code of European culture — ”Black Square” by
Kazimir Malevich to be a starting point for the de-
velopment of the Eurasian theme. But for B.Gil-
vanov, it is the code of Ancient Turkic literature —
the poem “A Story of Yusuph” by Kol Gali.
Khamza Sharipov is guided by the philosophy and
aesthetics of Japanese and Chinese art, developing
their basic principles in terms of national cultural
traditions of Turkic and Finno-Ugric peoples. A
striking example of their effective combination is
the painting “A World Tree” by Kh.Sharipov
(2002), in which the Eurasian theme is revealed
from an unpredictable, but expected side: the main
idea of this work is the idea of sub-ethnic identity.
For the artist, Eurasia is first of all, the community
and spiritual unity of all the peoples of Russia. It is
not accidental that the artist chooses the image of a
tree to express this idea: the tree is a totem of many
“forest” peoples (Udmurt, Mari, Komi, etc.), who
are the branches of this “tree”. In the imagery of
this picture there is no intended distinction be-
tween the East and the West. The social theme is
developed by the author in a cosmogonic aspect.
Following Japanese aesthetics, Kh.Sharipov starts
with the idea of the universe as a single living or-
ganism, “where everything interacts like echo,
resonance, common breath” [20: 11]. The artist
creates an allegory in which the world tree be-
comes the symbol of unity and interrelation both in
nature and in society.

The painting shows a large tree against the yel-
low background of outer space. The type of com-
munication in this picture is traditional for Japa-
nese paintings — “one in all and all in one.” The
whole world is in the “tree”. The blue sky with the
golden crescent is revealed in the green crown of
the symbolic tree. The earthly world is ”’placed in
the trunk: a house and nearby is a lake with ducks
swimming in it. The tree branches represent differ-
ent nations and ethnic groups. To the left of the
tree is a planar figure of a person with lowered
transparent wings. The person is looking down,
having forgotten about the wings (the ability of the
soul to fly). On the right there is a wolf with a
raised head (a wolf is a totem of the Turkic peo-
ples): the person hears the call of the wild. The

white colour unites all three images (the human,
ducks, and wolf) created according to the traditions
of ancient Bulgar mythology. All the structural
elements of the world tree image are covered with
light strokes (“grooves”) of different colours: they
convey the dynamism of nature and society. Only
three white images are static. A problem situation
arises due to the colour and rhythmic contrast, and
the question is asked: what place do the Tatar peo-
ple occupy in the “big tree”? The artist's views on
the unity of space, the unity and interrelation of the
history of all peoples of Russia merge in the
“World tree”.

We have attempted to show that the emerging
sub-ethnic worldview manifests itself in the paint-
ings with the subject matter of “Eurasia”, and in
the works which are not directly related to it.

In the conception of Tatar avant-garde artists,
ethnic self-affirmation and Eurasian identity de-
velopment are two interconnected aspects of cul-
tural and civilizational progress. By penetrating
into the depths of this dialectical process we can
understand and explain the nature of the dialogue
between different styles and artistic traditions in
the “median culture”, and see the prospect of inno-
vative search in Tatarstan fine art.

A further understanding of the complexity of
this issue requires a detailed consideration of a
wider range of contemporary paintings.
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TATABAHI'AP/I: HAHMOHAJIBHASA NWAEHTUYHOCTD
U EBPABUIICKOE CAMOCO3HAHUE

HOany3 IN'anumssainoHa Hurmaryiuna,

Kazanckuii ¢penepanbHbIil yHUBEPCUTET,
420008, Poccus, r. Kazauns, ya. Kpemnesckas, 18,
ermakeev(@mail.ru.

Cratbs IpelcTaBiIseT AalbHEHIee pa3BUTHE TEMBl «TaTaBaHTap] KaK KOMIIOHEHT «CpPEeIMHHOM
KynbTypsD» [CM. 1]. TBopueckas QyHKIINS TaTaBaHTapAa pacCMaTPHUBAETCS B HOBOM acIleKTe: OC-
HOBHOE BHHMAaHHE yIEIIeTCs €ro POl B CIOKHOM Iporecce (OPMUPOBAHUS B TATAPCKOM OOIIECTBE
€Bpa3uiickoro camoco3HaHus. [Ipu3HaBas akTyalbHOCTh STHUYECKON CaMOWIECHTU(HUKALUH, YTBEp-
JKIasi U0 CaMOOBITHOCTH M CaMOJOCTATOYHOCTH KYJBTYPbI TaTapckoro Hapoja, XyIOXKHUKH Pec-
myosmuky TaTapcraH OHOBPEMEHHO Pa3BUBAIOT U YYBCTBO CONPHYACTHOCTH JyXY, KYJIbType, oObIva-
SIM JIpYrux HaponoB Poccuu. Drta TeHneHnus sSBiseTcs 00bEANHSIONMM TyXOBHBIM (DAaKTOPOM, a TaK-
K€ OCHOBOHM IUIOJIOTBOPHOTO B3aMMOJCWCTBHSI Pa3HbBIX XYHOKECTBEHHBIX CTHIEH B COBPEMEHHOM
n300pasutenpHOM HeKyceTBe PecrryOnuku Taraperas.

Jlnst aHanm3a OTOGPAHKI JIMIIG OTAETbHBIE IPUMEpPHI' , TTO3BOJSIONIME HPEICTABUTH XOTS OBl B Ca-
MOM OOIIeM IUIaHe pa3HbIe BapHaHTBl XYHOXKECTBEHHO-CTHIIMCTHYECKOTO PEIICHUS HCCIeHyeMOil

! CM. MmocTpariy K cTaThe Ha IBETHOH BKIelike — FO.I.
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poOJieMbl, 00paTUTh BHUMaHKE Ha (ONBKIOPHBIE U INTEPATypHbIC HCTOYHUKH CO3/1aBAEMBIX ITPOU3-

BEJICHUH.

KmroueBble cioBa: PecnyOnuka TarapcraH, M300pa3sHTeNIbHOE HCKYCCTBO, TaTaBaHrapl, «cpe-
JIMHHAsI KyJIbTypa», HAl[MOHANbHAS WIECHTUYHOCTh, EBPa3HiiCKOe CAaMOCO3HAHME.

Konnenuus Poccusi kax modens espasuiickoii
yueunU3ayuy B HACTOSIIEE BPEMs BBI3BIBAET 000-
CTPEHHBIN UHTEpEC M POCCHIUCKUX, U 3apyOeKHBIX
yueHbIx [2]. O6 3TOM HHTEpece CBUICTEIbCTBYET U
pETYJIIpHOE TPOBEICHHE MEXKIYHAapOIHBIX €Bpa-
3UHCKUX KOHTpeccoB. [lomynsipHOCTh €Bpa3uiickon
HAer BO MHOTOM OOBSCHSIETCS TE€M, YTO CO CTOPO-
HBI TIPOTPECCUBHON OOIIECTBEHHON MBICI pacTeT
MPOTUBOAECHCTBUE  KOHUEMNLMH  OJHONOJISIPHOM
AMEPHKAHOLIGHTPUYHOCTH  TNIo0aNu3auy. DTOH
KOHIIETIIMN POTHUBOINOCTABIAIOTCS HWAECH IOJIHU-
LHEHTPU3Ma U MHOTOJIMHEHHOTO IIyTH Pa3BUTHSA CO-
[IUAIEHO-9KOHOMUYECKHX, MOJUTHUYECKUX U KYJIb-
TYpPHBIX CUCTEM COBPEMEHHOT'O MHUpa, UJIes paBHO-
MPaBHOTO COTPYyIHWYECTBA HaponoB [3]. Erpa3uii-
ckas mpobiemMa — 4acTh OOIIeMHUPOBOI MPOOIEMBI
B3alMOOTHOILIEHUSI pa3HBIX HalMi M HAapoJIOB B
COBPEMEHHOM LUMBWIH3ALIMOHHOM IIporiecce, U B
3TOM ee 0co0ast aKTyaJbHOCTb.

CTOpOHHHMKM eBpa3uilckol KOHLENIuu (0co-
OCHHO NPEACTaBUTEIN «CTaporo» eBpasHiicTBa)
OJHMM M3 IJIABHBIX LUBHJIN3ALMOHHBIX (AKTOPOB
CUMTAIOT «MECTOpa3BHTHE» Hapoaa. Poccusi oxsa-
ThIBaeT Tepputoputo u Eponbl, 1 A3zuu. Kak eB-
pasmiickoe COOOIIECTBO, OHA SBJISCTCS KPYITHOM
TEOMOJUTHYECKON,  COMUAIBHO-3KOHOMUYECKOH,
KYJbTYPHO-LIMBUIM3ALUOHHONM CUCTEMOM € MHO-
xecTBOM nojcucteM. Pecniybnuka Tarapceran, on-
Ha U3 ee MOJCUCTEM, 3aHUMAaeT BHYTPUPOCCUHCKOE
MOJIOKEHHUE, sBIseTcss (POKYycOM KOHICHTpPALMH
3aMagHbIX U BOCTOYHBIX TpaJULUil B KyJbType Ta-
Tapckoro Hapona. Kazanb, KpynHbI MHOTOHAIHMO-
HaJNbHBII TOpOA C MpeobiagaHueM TaTapcKoro U
PYCCKOTO HacejeHHs, Ha MPOTSHKEHUHU Bcell cBoeit
HCTOPHM pa3BHBaBIIAsACs, Kak U Poccus B menowm,
Ha CTBIKE 3alaJHON M BOCTOYHOM ITUBUJIM3AIUM,
SIBJIIETCSI BHYTPEHHUM LIEHTPOM 3TOTO CThIKa. Kak
3ametui B cBoe BpeMsa A.U.I'epuen, «Ka3zanb — 310
MECTO BCTPEYM M CBHAAHUA IBYX MHpoB. 1 mo-
3TOMY B HEW J[Ba Hayaya: 3arajgHoe U BOCTOUHOE, U
BBl UX BCTPETUTE Ha Ka)IOM IEPEKPECTKE, 3/1€Ch
OHU OT OecIpepbIBHOIO JAEHCTBUA Ipyr Ha Apyra
CKAJTUCh, CIPYXKHUINCH, HAUYaIl COCTABIIATH HEUTO
camoObITHOE 10 Xapaktepy» [4: 10]. Kynbrypa PT
npeacTaBiseT OoraTelii MaTepuan AJsl UCCIIENoBa-
HUS Ipo0JIeMbl eBpa3uiCTBa.

Ha mexnyHapoJHBIX €BPa3UICKUX KOHIpeccax
OCHOBHO€ BHHMAaHHE YYaCTHUKOB YJENSIETCs Teo-
MOJINTHYECKHM, COLUAIBHO-DKOHOMHYECKHM  ac-

MeKTaM, MpodiieMaM MUTPaIMyd HapOJOB U BOIIPO-
caM pEeNUTHH, TPUYeM TMPEXKAE BCEro B THAXPOH-
HOM IUIaHE, BO BPEMEHHOM INPOCTPAHCTBE IOCTE
Bropoit MupoBoii BoiiHBI. OgHAaKO BCe yalle pas-
JTAIOTCS TOJIOCA M B 3AIIUTY KYJIBTYPHBIX NMPHOPH-
TeToB. OTMEUaeTcs, 94To cleAyeT B Ooyiee MUpo-
KHX MaciTabax YCTaHOBHTH COTPYIHHYECTBO B
o0JacT KyJNbTypbl, YTO KyJbTYpHBIA aCTeKT IH-
BUWJIM3AllUK HauboJiee TPOIYKTUBEH Ui peryJiu-
pOBaHMsI MEKAYHAPOJHBIX OTHOIIEHHH M KOHTaK-
TOB, YTO KyJIbTypa — HanOOJee OTKPHITAS IS JIFO-
neit o0iacTh u T.II. [5: 263].

Opnako, kak crpasemmBo orMmedaer P.C.Xa-
KHMOB, HET SICHOCTU B OTIpECIICHUH «BHYTPEHHEH
KyJIBTYPHOHM COCTaBIISAIONICH, CITOCOOHON 00Bemu-
HUTh HapOJBI», HET «OJHO3HAYHOTO MoHATUS EB-
pasuu Kak KyJbTYpHOTO SIBICHHS» U YTO «KOHCTa-
tarus Toro ¢akra, uro EBpa3us BOMpaeT B cebs
JJNIEMEHTHI «EBPOIICHCKHUX» U «a3HaTCKUX KYIlb-
Typ», MaJIo 4To 00bsACHSIET» [6: 7].

Me1 pa3gensieM MHEHHE TeX yYEHBIX, KOTOpBIC
CUHTAIOT, YTO «KYJBTYypHasi COCTABISIONIAs) €Bpa-
3HHACKOTO COOOIIECTBA — IMOHITHE HHTETPATHBHOE:
COUYETaHHWE HAIMOHAIHLHOW CaMOOBITHOCTH C €Bpa-
3UHCKON (CyOATHHUYECKOW) WICHTUIHOCTRIO [7],
NOPOXKJIAtoIee KAYeCTBEHHO HOBOE MUPOBOCIIPHSI-
tue. Ho xakoBo oHO?

B nanHO#1 cTaThe Ha MaTepualie TBOPYECTBA OT-
JENBHBIX TIPEJCTAaBUTENIeH TaTaBaHrapia IMpearpH-
MEM IOMBITKY BBIIBUTH HEKOTOpBIE MPUMETHI TPO-
1ecca MHTErpalyy HallMOHAIBHOTO CAaMOCO3HAHHUS C
MOHUMAHHEM XyJI0’)KHUKAMHU CBOEH MPHUYACTHOCTH K
eBpa3uiickoMy cooOIecTBy. 3amada 3Ta YpPE3BHI-
YailHO TPYIHA, KOO «IIPUMETHD» BBIPAKEHBI B Kap-
THHAX XYJIOXXHHUKOB SI3BIKOM HCKYCCTBA, OTIHYAF0-
HIMMCS. MHOTO3HAYHOCTBIO M aCCOIMATHBHOCTHIO, U
MHTEpIpeTalys COACP)KaHUs MPOU3BEICHUN UMEET
JMYHOCTHEIN, CYOBEKTHUBHBIN XapakTep.

Crnenmyer TakXe ydecTb, 4TO (HOpMHpOBaHHE
€BPa3UHCKOr0 CO3HAHUS W MUPOOIIYIICHHUS — 3TO
JUIUTENbHbIN, JUHAMUYHBIA HCTOPUYECKUU MIPO-
1ecc, 00yCIIOBICHHBIN CIIEHU(UKOI TOTO FIIH WHO-
O JTana pa3BUTHs IHBWIM3anuH. Kak pa3nudaTs B
9TOM TIpOLIECCEe OCHOBHBIE 3aKOHOMEPHOCTH (hop-
MUPYIOLIETOCS CO3HAHUS U HE MOJIMEHSTh UX CIy-
YafHBIMM WM HEYCTOHYMBBIMH TpHU3HAKaMuU?
[Ipobnema ycrnoxkHseTCsl €e U TeM, 4TO B UCTO-
PHUH PYCCKOTO OOIIECTBA, a TAKXKe M B UCTOPUH Ta-
TapCcKOr0 HapoAa IMPOUCXOAMIA ACCUMWIISIIHAA C
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Pa3HBIMH JIOKAJIbHO-UCTOPHYECKUMHU THITAMHU ITH-
pum3anuii [8: 103].

«Poccus mpencraBisier co0ol Kak Obl «Ipei-
(hyromee oOmMECTBO» Ha TEPEKPECTKE ITMBHIIA3A-
[IMOHHBIX MArHUTHBIX TOJEH, — MUIIET 10 3TOMY
nosoay JI.U.CemennukoBa. — B cBsi3u ¢ atuM 111
Haleil uCTOpUHU, KaK HUKAKOH OpYyroi, Ha OpOTs-
JKEHUU BCEH MCTOPUM KpailHE OCTpO CTOsjIa Mpo-
Onema BbiOOpa anmbTepHaTuB, [lo KakoMmy myTH
pazBuBathca?» [9: 109]. B coBpeMeHHYIO 310Xy
IO0ATM3AITMH BOTIPOC O CIEIU(HUKE TIBUITH3AIH-
OHHOTO Pa3BUTHA Poccum U HacensIoNINX ee Hapo-
JIOB IIPHOOpETAEeT 0COOYI0 aKTyallbHOCTb.

XynoxHuku PT ocTpo 4yBCTBYIOT yrpo3sy, Ha-
BHCIITYIO HaJl HAITMOHATLHBIMHU KYJIbTypaMU B 3II0-
Xy Tio0anu3aiuy, yrpo3y MOTepd HAMOHATLHOU
camoObITHOCTH. [loaTOMY CBOEH IEepBOCTENIEHHOM
3a7a4el OHM CUMTAIOT MOWUCK MyTeH W JeHCTBEH-
HBIX CIIOCOOOB J0KAa3aTeNbCTBa KU3HECIIOCOOHO-
CTH ¥ XYyJ0XXECTBEHHO-ICTETUYECKONH IEHHOCTH
CBOETO HaIIMOHAIBHOTO UCKyccTBa. CaMblil yoeau-
TENBbHBIM B 3TOM Cilydae CIocod — MoKa3aTh, YTO
00pasbl, BeIpaxkaomue (QUIocOPHI0 U MYAPOCTbH
Hapoza, ero 3THKO-3CTETUYECKHE BO33PEHHS, CO-
Jepxat o0IIeueI0BeYeCKH CMBICTT.

«C dero nHaumnaetcsi PomunHa» B TBOpUYECTBE
TaTapCKUX XyAOXHHKOB-aBaHTapaucto? C to-
STH3AIMH POJHOTO OYara, QyIIOoW KOTOPOTO SIBIIA-
€TCsl MaTh, POAHOTO Kpasi, >KUBOIMUCHON MPUPOIBI,
ObITa W HallMOHAJBLHBIX 0ObuaeB. HarmoHabHBIN
KOJIOpUT WCIIOJTHEHUS W ocobas arMmocdepa Ju-
pusMa (MOH) XapakTepHu3ylOT KapTHHBI, IOCBS-
meHHsie 3tuM TeMaMm (U.3apumos. «lomay, 1971,
«B nepesne», 1989; M.Xa3ueB. «llecHs o poau-
uHe», 2007, «PozoBerit Beuepy, 1999, «MonutBa
Marepu», 1995, «llelizaxk C >KEATBIM JTOMUKOMY,
2008; X.Jlatunos. «¥Y o3epay, 1995, «Ha ponnoit
3emien, 2005, «Okpauna Kazaun», 2005, «Meno-
mus o Kazaumy, 2005; P.I'aficun. «Cunmii Topomy,
1998, «Mamunbl pykw», 1998, «llyma nepeBHU»,
1999 u np.).

CrunucTuka 3THX KapTHH pasziiudHa. XyJI0XK-
HUKH, KOKIBIH MO-CBOEMY, HCIONB3YIOT MPHUEMBI
HEONPUMHUTHBHU3MA, JCKOPATHBHO-OPHAMEHTAIIb-
HOTO HampaBieHus, oOpa3sl HAIMOHAIBHOTO
¢donbkopa. C MOMOIIBIO YCIOBHOTO A3bIKA, S3bIKA
CUMBOJIOB, XYJOXHHKH PACIIUPSIOT 3HAYUMOCTh
MIPEJICTABJICHUSI O POJHOM Kpae KaK 4acTh OO0ib-
I0ro MHpa dejoBedecTBa. Tak, Hampumep, B Kap-
tuHe X.Jlatunosa «Y o3zepa» (1995) Ha nepennem
IIaHe, Ha (OHE CHHETO TPEeyTrOoJbHHKA BOISHON
IJ1aay, u300pakeHa JIeBYyIIKa B TaTApCKOM HaIHO-
HaJbHOM KOCTIOME, C KOPOMBICIIOM Ha Iiedax. A
BIIAJIA, 32 03€POM, — TOPBI, TTOXOXKHUE Ha ETHUIET-

CKH€ TTUPaMUJIBI, — 3HAK APYTOT0, OOIBIIOr0 MUpA.
OObenuHsIomUM OMMKHANA U JaTbHUA MUD SBIIS-
€TCsI 3eJICHBIN IBET, MM OKpAIeHBI U 3eMJIs, U He-
00 3a ropamu-npamuaaMu. VIHbIE CHMBOJBI HC-
nosib3oBail P.I'aiicun B kaptune «/lyma nepeBHu»
(1999). Cka3o4HBIM JyXOM OBEsH 00pa3 JA00poro
BEIIMKaHa, KOTOPBIA NEPKUT B CBOUX OOBATHSIX
CISIIYIO JepeBHIO, obeperas ee mokod. Ha Qone
TEMHOT0 HOYHOTO Heba ero BBITSHyTast Ayroil ¢u-
rypa B cepo-TONyOBIX TOHAaX BOCITPHHUMAETCS Kak
CHUMBOJI BCEJIEHCKOW 3a00THI.

COOTBETCTBEHHO HAIIMOHAILHBIM KaHOHAM Kpa-
COTBI XYJIOHHUKH TPpyHIbl « Tamray BOCIPOU3BOMASAT
HaIMOHAJIBHBIEC THITHI KEHIIIMH ¥ MYXXYWH B TPaau-
[IMOHHBIX KOCTIOMax Ha (oHe poJHO# npupossl. B
kapTuHe b.I'mnbBaHOBa «ATBIMJENB» pOMaHTHYE-
CKuil 00pa3 KpacuWBOW TaTapcKOW JEBYIIKH-
HAE3/IHUIIBI B KOCTIOME aMa30HKH, C JIyKOM U CTpe-
JaMH B pyKax, Ha ()OHE PeKH U TOp acCOLUUPYETCS
¢ oOpa3om kazaHCKo# mapuipl CroroMOnKe, CHMBO-
JIOM CcBOOOMOMIO0NS 1 MykecTBa. C.I Misi3eTnnHOB
B KaptuHax «Hesecta» (2007), «IlopTper TIOpK-
ckoii aeBymkm» (2007), «[loxurieHue HEBECThD»
(2008) Bocco3maeT 0Opa3 OAIIKMUPCKON KpacaBHIIHI,
TIIATENHFHO BBITUCHIBAsI JETalld OASKIBI, 3HAKU M
CHMBOJIbI HAIIMOHABHOTO ObITa (HENpEMEHHBIM at-
pubytom ero sBisieTcs oOpa3 KoHs). Mmmo3us
CTEITHBIX MPOCTOPOB CO3/IAETCSA U TIPH MTOMOIIHU HC-
MOJIB30BaHUs 0CO00H TEXHUKH «KOHTpeBy» (Oymara
py4Horo omimBa). O0pa3sl YyBaIICKOH KEHIIWHBI 1
MyX4MHbl B KapTuHax IIpacku Buttu BbIpakaroT
¢dunocopuro Hapona. XyHOKHHK Pa3bsCHSIET, UYTO
BECh KOMIUIEKT KEHCKOTO KOCTIOMa OBbLI IOAYHHEH
KOCMOTOHMYECKAM TPEACTABICHUSIM YYyBaIlICKOTO
Hapo/ia: YeJIOBEeK Co3/aH Kak BceeneHnHas, yemoBex —
OCh MHpa, €ro 4YepenHas KOpoOKa ymonoOisercs
HeOy, «He0O» AEePIKUTCS Ha IJIeyax 4YelloBeKa M T.JI.
B pamMkax momoOHBIX BO33pEHUI TOJOBHOW yOOp
*eHIUHBI — «Tyxbsi» B BUJIe HEOOMBIIIOTO KOHYCA,
Ha Makymike (ropa Tro0e) KOTOporo «oOHTaeT»
cTapimii 60r. DTa IeTanb roJIOBHOTO yOOpa yKasbl-
BaeT, YTO OOT MOKPOBHUTEIBCTBYET ICBYIIKE... Ha
IUIe4ax JKCHCKOW pyOallkd BBIIIMBAJIHMCH OCOOBIC
3Hakd. (VX Ha3pIBaOT «(pyHAaMEHTOM IS HEOa»).
Ha oxexxne MHOTO cepeOpsHBIX YKpalIeHuH U JeTa-
Jiell KpacHOTO L[BETa, KOTOPBIE 00eperainu JIeByIIKY
oT OoJe3Hel, HecyacThsi, MO0 3IIbIe ITyXH, IO Ha-
POIHOMY TOBEPHIO, OOSITHCH KpPacHOTO IIBeTa W
3BOHa cepedpa...

B npuBeseHHBIX TpuUMepax MPHCYTCTBYET
CHUMBOJIMKA dTHHYECKOTO CaMOCO3HaHus, Onarona-
P KOTOPOIl POMAHTHUYECKUE TTOPTPETH CTAHOBSATCS
YacThI0 peain3allii OOJBIIONH U OuYeHb BAXKHOU
JUTS XyJTO)KHUKOB TEMBI: HCTOpUYECKasi TaMsITh Ha-
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poma (0 «IepBOIPEAKax», MPAaMATHUCCKUX COOBI-
TUSX B UCTOPHM U TEPOMYCCKUX JTUYHOCTSX, 3HA-
MEHATENLHBIX SBIECHUSAX B OONACTH KYJBTYpHI, O
HpaBax W 00BIYasX). DTUM BO MHOTOM OOBSICHSET-
Ccsi M OOOCTPEHHBIM HHTEPEC XYyJA0KHUKOB K Ha-
LMOHATIBHBIM MHU(paM, TpPEJaHHUSIM, CHMBOJIAM U
3HaKaM HapogHoro TBopuectBa (M.Xasmues. «30B
npeakoBy, 2008; X.Illapumos. «['onoc ymemamux
Bpemen», 2009; P.Xapucos. «IlyremectBue B byn-
rapei», 1998; u np.). B ucropuyeckoir mamstu co-
XpaHsSeTCsl TO, YTO MOXET CTaTh J>KU3HEHHBIM
OTIBITOM, YPOKOM | JUIA APyTuX Hapozos [10].

JleiicTBeHHasi poJib TaTaBaHTapja Kak KOMIIO-
HEHTa «CPETUHHOHN KyJIbTYypPhD» BHIPAXKAETCS B TOM,
YTO OH CIIOCOOCTBYET YKPEIUIGHHUIO STHHYECKOTO
CaMOCO3HaHHMS, YTBEpKIasi HACI0 HEOOXOAUMOCTH,
CIUIOYEHHOCTH, JYXOBHOTO enuHCTBa Hapona. O0-
[IeHAMOHANFHBIE WAEabl MPEICTaI0T B Pa3HBIX
BapHaHTaxX XYJI0’)KECTBEHHO-CTUIMCTUYCCKOIO Pe-
[ICHHUS.

OnuH u3 TFOOMMBIX 00pa30B B TBOPYECTBE Ta-
TapCKUX XYyIOKHUKOB — o0pa3 Kazanm, ocmeic-
JICHHBIM B Pa3HBIX aCIMEKTaX: I'ePOUKO-BO3BBIIICH-
HOM, TpParmueckoM, HCTOPUKO-ObITOBOM. OcoObIit
UHTEPEC BBI3BIBAIOT KAPTHUHBI, B KOTOPBIX BBICBE-
YHBAETCS JYXOBHAs CYIIIHOCTh TaTAPCKOI'O HApo/a.
B »ToM nnnane nokazaTtenbHa KapTuHa 3.MUHHHAX-
MmeToBa «Kazaan», 1998. B Heit ncnoab30BaH 0co-
OBIf XyIO’)KECTBEHHBIN MpHUeM: IpadKa BBITIOJIHS-
€T 371eCh (PYHKIIMIO CHHTE3UPOBAHUS PA3HOPOIHBIX
¥ Pa3HOIIBETHHIX >KMBOIMHUCHBIX OOpa3oB B HEKOE
€JIMHCTBO, & HEMPEPHIBHOEC MMITYJLCUBHOE JBIKE-
HUE [BETHBIX Ma3KOB CTAHOBHTCS CIIOCOOOM aHa-
TM3a, EeNh KOTOPOTO — BHISIBUTH BHYTPEHHIOIO [Ty-
XOBHYIO CYIIHOCTh H300pakK€HHOTO MUPA.

[TnockocTHOE MPOCTPAHCTBO 3alONHSET Tpa-
(uuecknii 06pa3 ropoga Kazanu c oro3naBaTens-
HO# pumeToii — OamHeit CroromOuke. ['opox ¢ Ha-
TPOMOXKJICHUEM JOMOB, CpPEJll KOTOPHIX €7Ba BBI-
JIENSI0TCS KOHTYPBI MEYeTH U cobopa, — 3TO Tec-
HBIH, 3aMKHYTBIH B caMOM ce0e HampsKeHHBIN
mup. OHAKO >KUBOITUCHOE MHOT'OI[BETHE KapTHHBI
— CTYILLEHHO-KpacHbIC aKLEHThI Ha OalrHe u Ha 00-
JIaKaX B COCEJICTBE C JKEITHIMH, 3€JICHBIMH, TOIY-
OBIMH ¥ OEJTBIMH Ma3KaMH — CHIMaeT HaIlpsDKEeHHe,
co3/laeT HEOObIUaliHyl0 JIMHAMUKY, OIIyIICHUS
MPOCTOpa, JTMKOBaHUs >KU3HHU W, TIIABHOE, €€ Y-
XOBHOM 3HauMMmocTu. YepenoBaHue LBETHBIX Mas3-
KOB Ha MOBEPXHOCTH TMOJOTHA CO3JIACT WILTIO3HUIO
CYIIIECTBOBAaHUSI BTOPOTO MHpa B IPOCTPAHCTBE
KapTHUHBI, MApa 00pa3oB TaTapckoro (oibpKiIopa,
CHUMBOJIM3UPYIOIINX BEPOBAHHSA W TPEICTABICHUS
TAaTapCKOTr0 Hapojaa. BmioTHyo k OaliHe «mpH-
CIIOHHWIICSDY MyJIa B 3€JIEHOM 4YarlaHe U JKeITOH

ganMe, meped HUM (OH KaK OBl BHIUT 3TO) — OT-
POMHBII JKEeNThIii MeABeAb (B (OJBKIOpPE THOPK-
CKHX HapOJIOB — CUMBOII COJHIIA), HEMHOTO BHIIIIE
— ToJioBa OeNoro KOoHs (myanap am — CAMBOJ TIO-
ITHYECKOTO BJIOXHOBEHHs), 3aTeM — OapaH W KO-
304Ka (CUMBOJIBI Onaromonyuus u yjaauu). B Bo3-
nyxe Hajx creHoW Kpemus yrameiBaercst CHITYDT,
HAIIOMHMHAIOMIMK 00pa3 4enoBeKa, NepeliaruBaro-
miero yepes mpomactb. A B o0nakax, TOHUMBIX
BETPOM, KPACHBIX, OETIBIX, JKENTHIX, TUTBIBYT JIA/IbH,
pacnucHbie 4enmHbl, kKopabmu. Ilox obOmakamm, Ha
Y3KOM IOJIOCKE PEKU — MaJieHbKas JojKa. Bece atu
accoluaTHBHBIE 00pa3bl, Kak OBl OTIIEYATABIINECS
B JKHBOIIMCHOM IIOJIOTHE KapTHHBI, CO3/IAl0T Pajo-
CTHOC OLIYIICHUEC IMOJHOTHI JXU3HU, JIBUKCHUA HUC-
TopuH. B CBs3M ¢ 3TOI KapTHHON BCHOMHHAIOTCS
cTpoku ctuxoTBoperus Jppamenna «Kopabis:

UBIKTBI )KUIIIOP,
Kyntel nynkbix,

W xopaObIH >Kui1 copa
[11:33].

ITonynu BeTpsl,
Paz0ymieBanach BojHa.
Berep MunT KOpabab 01-
YH3HBI.

Wnero oOmIeHapoJHOTO €IWHCTBA Kak HEeo0Xo-
JUMOTO YCJIOBUS >KH3HECHOCOOHOCTH HallMU M
MIPOTPECCHBHOTO Pa3BHUTHUS OOIECTBA YTBEPKAACT
Manusp XazueB B Tpuntuxe «Kpipiail ypMmanHa-
poiaza», 2013 («B necax Keipnas»®). Ha co3naunue
3TOTO MPOU3BENEHHUS XYA0KHHUKA BIOXHOBHJIA TO-
ama [".Tykas «Illypane», ee punocodhckuii CMBICIL.
Kak n 3.MunanaxmeroB, M.Xa3ueB co3maeT Kap-
THHBI C IBYIIJIaHOBOU CTPYKTYpOM. IlepBblii m1aH —
YCIIOBHO-CUMBOJIMYECKU U300pakeHHBIN JIeC C ero
oOWTaTEeNsIMHU: KUBOTHBIMHU, ITHI[AMH, IIBETaMH,
necHbpM ayxoMm — llypame. OgHOBpEMEHHO «Jiec)»
MIpeJICTaBIsgeT MPOCTPAHCTBO BO3HUKHOBEHHS ac-
COLIMAaTHUBHBIX 00pa3oB IO eBa HaMEYeHHBIM, HO
y3HABAaEMBIM IITPUXaM U JETajsiM. JTO — BTOpPOU
MUP KapTUHBI.

B meproii yactu Tpuntuxa QyHKIHIO 00BEH-
HEHHUs 00pa30B JICCHOTO MHUpPA BBITIONHSIOT Tpadu-
YeCKM YEeTKO HAapUCOBAaHHBIE TEMHBIE, IUIOTHbBIE
CTBOJIBI BEICTPOCHHBIX B Psifi JAepeBbeB. OHH, TOU-
HO BOHWHBI (Kak W B modMme Tykas), CACpKUBAIOT
«HATUCK» OTPOMHOTO MHOTOI[BETHOT'O MHpPAa, KOTO-
pBIH B BHJIE KUBOIUCHBIX Ma3KOB, IMTyJIbCHPYIOLIUX
OJIMKOB MPOCBEYMBAET CKBO3b BETBU (HA OJHOU M3
BeTBel, B meHTpe KaptuHel, cugut llypane). U,
KakK M0 BOJIIEOCTBY, 3TH LBETHHIE MSATHA MpeBpa-
MIAl0TCS B 00pa3bl JI0/IeH, IOMOB, JIOPOT, PEeK, Me-
yered, kpenoctedl. B mporecce yraasiBaHuA
CMBICIIa BO3HHMKAET OINYIICHUE HEOOBATHOCTH H

* Keipnaii — poauHa Tatapckoro mosta I'a6mymmer Ty-
Kasl.
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LEJIOCTHOCTH H300paKEHHOTO MMpa, IPEACTaeT
MO3TUYECKUI 00pa3 poAHON 3eMiH, KaK U B MTO3MeE

«Ilypane»:

Moupa OyabBapiap, Kiyo,
TaHCABAJIbHS, [IUPK Ta
Iy,

3yp Oy ypMaH: 4uTIOpE

KYpeHMUzep, AMHre3 KeOu:

Bunnhas, Ouxucanteip,
rackopu UbIHIbI3 KOOU.
[12:983].

31ech U My3bIKa, U TaHIIbI,
U MEBUbI, U IUPKAYH,
3nech OyJbBaphl, U TEaT-
PBI, 1 OOpIIBL, ¥ CKpUIIAYH.
OroT Nec 6IaroyxaHHbIN
IIMpEe MOPs, BBIIIE Ty,
CrnoBHO Boticko YnHTHC-
XaHa, MHOTOLITYMEH 1 MO-

ryd (nmep. C.JIunkuna)
[13:312].

Bo BTOpOIl KapTHUHE — TOT K€ KPACOYHBIN JIEC,
HO Ha TIEPBOM IUIAHE — «YKPYITHEHHBIE» (DUTYPBHI
KPECThSIH-JPOBOCEKOB Ha (pOHE MOTYYMX BEKOBBIX
nepeBbeB. «JlpoBOCEKn» MMOKa3aHbI B IBIKCHHUH, B
pabore. OquH 0OOHMMAET IUPOKHUN CTBOJ, APYTOH
— HOJJEP>KUBAET CKIOHUBLICECS NIEPEBO, TPETHUI
B3BaJIMBACT HA NIEHb OTPOMHOE OpPEBHO, MOXOXKee
Ha CBEPHYTbIi MHOTOLBETHBI BOCTOYHBIN KO-
Bep... A B JIGBOH YacTH KapTUHBI — GUTYpa cTap-
na, «becemyrommero» ¢ lllypane, KOTOPBIA MTOXO0X
Ha BBICOKHMII 3eneHbld KycT. Crapblil Myzaper| Kak
Oynro ysemeBaet ero, lypymry. O6pa3sr moseit
KaXyTcs OaThlpaMHd W3 TaTapCKHUX JIETEHT U CKa-
30K, 3aIUIIAIOIIUMH JIeC, IECHOE OOTaTCTBO.

[locnenHas wacTb TPUIITHMXAa CO3/aHA B HM-
MPECCUOHUCTUYECKOM CTUJIe. YepHbIN LIBET MOYTU
W3THaH U3 KapTUHBbI, Kpacku cMsryeHsl. Jlec Keip-
Jasi coO BCEMH €ro 4yaecamu, (aHTaCTUYECKUMH
o0pa3amMu U MHPOM JIOJIE yTOIaeT B MOpE COll-
HeYHOTO cBeTa. CTPYKTYPHBIE JIEMEHTHI «JIECHOTO
Mupay, B ToM gucie u obpas lllyparne, pactBops-
IOTCSI B CBETO-BO3AYIIHON cpene. B aToil kapTuHe
TJIABEHCTBYET 30JI0THCTO-KENThIA (poH, Omaromaps
KOTOPOMY CO3JaeTCsl OLIyIIeHHWEe FapMOHHMH H TO-
Kosi. JISHTMOTHUBBI TPUNTHXA: YIabIBAHUE CMBICIIA,
BOCXMILIEHHUE, YCIOKOCHHUE U TApMOHUSL.

Tema cyap0Obl poIWHBI B KapTHHAX TaTapCTaH-
CKHX XYJIO’)KHMKOB OCMBICIMBAETCS U Ha OCHOBE
MOMYJISIPHBIX B Hapoje jereHn u 6autoB o Cak u
Cok (kaptuael b.Ypmande, A.DaTxyTauHOBa,
M. Xasuera, X.I1lamcyToBa). B Gaute pacckasniBa-
eTcsl 0 TOM, Kak MaTh MPOKJIAJA JIByX ChIHOBEH 3a
HEBHHHYIO, Ka3aJI0OCh OBI, MAJIOCTh: OpaThs Moapa-
JIUCh U3-3a KEJEe3HOW cTpesibl. MOXXHO Ipeanoio-
KHUTh, YTO 3TO OBUIO BOCIPHUHSATO MAaTepblo Kak
CTpALHOE MPEA3HAMEHOBAaHUE pPa3bCAUHEHUS U
OyIyIMX KPOBaBBIX BOWH OpaTCKWX HapoaoB (ke-
Jie3Has CTpeia — CUMBOJI BJIAacTH). Malb4MKH Ipe-
Bpamatorcs B ganractuueckux nrur] Cak u Cok,
pasyeTaroTca B pa3HbIE CTOPOHBI, CTPEMSTCS IPYT

K JIpyTy, HO HE MOTYT BCTPETHTECSA. MaTepHHCKOE
MPOKJISITHE OCHOBAaHO HA IpaBe «MAaTEPUHCKOTO
MOJIOKa», TIO9TOMY CHJIA €r0 TaKOBa, YTO OHO MO-
XKeT OBIThb CHSTO JMIIb B JI€Hb CTPAIIHOIO CyJa
[14: 204-210]. Croxer OanTa TONYYWI OPUTH-
HaJbHYIO XYJ0KECTBEHHYIO WMHTEPIPETALUI0 U B
kaptuHe «Cak u Cok» (2012) Jlenapa Axmertosa,
aKTHBHOI'O y4acTHUKa rpynmnsl « Tamra». B nenrpe
KOMIIO3MIIMM — JIOJKA, TOTpPYyKEHHass B IIy4HHY
BoJl. Kak usBectHo, s1011Ka, J1aaps, 4eiH, Kopalib B
TBOpPYECTBE MHOTHX HAapOZOB, B TOM M YWCIIE U Ta-
TapCKOro, CUMBOJHM3UPYIOT CyAbOY UelloBeKa, Ha-
pona, Haruu. Takoil ke CMBICT MMeeT U 00pa3s,
coznanubld  JI.AxmetoBsiM. HocoByto wyacTe u
KOpMY JIOAKH YKpalIaloT H300pa)KeHUsS! TOJIOBBI
YTKH (HaMeK Ha MH(QBI O TPOUCXOXKICHUN 3EMJIH).
B nByx xonmax noaku — ¢urypsl Cak u Cok, B Oe-
JBIX OJIESHUSX, HAIIOMUHAIOIINX U Mapyca, U Kpbl-
Ibs OTHLBL. B pykax y KaXIoro M3 «repoeB»
JUIMHHBIA IIECT ¢ HAKOHEYHWKOM B BHJE TOJIOBBI
Oapana, CHMBOJIA TYTIOCTH M YIpSIMCTBa. bpates He
CMOTPST APYT Ha JApyra, YIopHO Ipe0yT B HIpOTH-
BONOJOXHBIE CTOPOHBI. Jloaka He nBuraercs... C
ee OOpPTOB CBHUCAET CETh, B HEW phIOa (CHMBOII Je-
Her, OoraTcTBa). A BHYTPH JIOJKH — OpYXHe (CUM-
BoJ BiacTh). CKBO3b TEMHBIE MOPCKHE BOABI MPO-
crymnaet TekcT Oanta «Cak u Cox». OOpa3Has cuc-
TeéMa KapTUHBI HAIIOMHHAET NPUTHY. XYIOKHUK B
MHOCKa3aTeJIbHON (opMe BBIpaKaeT ONpeleieH-
HYI0 MOpaJlb, paCCYUTHIBASL HAa aKTUBHBIM AHAJIOT C
PEeLUIIHEHTOM.

Bo Bcex mpuBeneHHBIX MpUMeEpax MPOCIEKH-
BAaeTCsl O/HA U3 0COOCHHOCTEH TBOPUECTBA Xy IOXK-
HUKOB TaTaBaHTrapja: CJIE€JOBAHUE MPOCBETUTEIb-
CKOHl Tpajuluu B TaTapcKOHM KyJIbType (OCOOEHHO
SIPKO NPOSIBUBIIEHCS B XYJOKECTBEHHOM JIHUTEpa-
Type), (UI0cOPCKO-PAMOHATTUCTHYECKOMY — ac-
HEKTY OCBEILEHUS aKTYaJIbHBIX IIPOOIIEM.

B coBpeMeHHOU KyJIbTYpHO-HCTOPUYECKON CH-
Tyaluy B TBOPYECTBE XYAOKHUKOB HAOIIOAACTCS
CIIOKHBIM TPOIECC Pa3BUTUS OT ITHUYECKOU ca-
MOUJICHTU(QHKAIIMU K OCO3HAHUIO CBOCH MpHYACT-
HOCTH K eBpasuiickoMy coobuectBy. K ocmbicie-
HHUIO NPOOJIEMBbl «EeBPA3UIICTBA» XYAOKHUKH IOJI-
XOIAT Pa3HBIMHU ITyTSIMH.

[Ipexxne Bcero 3To BeIpa)KaeTcsl B CTPEMIIEHUU
HOHATH CBOCOOpa3ne TyXOBHOW KyJbTYpHI, HAILIHO-
HaJIBHBIE JOCTHKEHUS IPYTMX HAPOJOB, )KUBYIINX
B Poccun. OTOMy CrOCOOCTBYIOT M pacuIMpsito-
1iyecs: TBOPYECKHE CBsI3U Xy 0KHUKOB PT u aBan-
rapJHbIX HAlpaBICHUN B HCKyCCTBE HApOJIOB, Ha-
CEJIAIONINX «EBPAa3UHCKOE MPOCTPAHCTBOY (B HacT-
HOCTH, 3THOQYTypu3Ma B Y amMypTuu, MopaoBuu,
Yysammu). B T0o ke BpeMsi 3aMETHO KPUTHYECKOE
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OTHOIIIEHUE K HaBA3BIBAEMOW 3apyOeKHBIMHU TTOJH-
TUKaMU KOHLEMNIMY aMEepUKaHOLIEHTpHU3Ma B Ipo-
neccax riaobanuzanuu. M 3TH aBa acriekra Howc-
KOB peIIeHHs Tpo0IeMbl HAITMOHAIBHOW KYJIBTYPBI
B MOJUATHUYECKOM MHPE COBMEMIAIOTCS MHOTA U
B paMKax TBOPYECTBA OJHOTO U TOTO XK€ XyI0KHU-
ka. B kadecTBe mpmMepa ykaxkeM Ha KapTHHY
JLAxmeToBa «Ynmyprckuit nec» (2014) u ero xe
CEPHIO «JIOJLTAPOBBIX Moayei» (2011).

«Y IMypTCKHii Jtec» — o0pa3el] MHHUMAIHCTH-
YECKOTO HMCKycCTBa. JTO — aOCTpaKTHOe Hm300pa-
JKEHHE CYIIHOCTH TBOPYECTBA YJIMYPTCKHUX 3THO-
(hyTypHCTOB, CUMBOJ «IyIIN» yAMYPTCKOTO Hapo-
na. Jlec B )KM3HM yAMYypTOB, KaK yYTBEPXKIAIOT HIC-
ciaeioBaTeld, MMeeT BaxkHoe 3HauyeHue [15]. C
HUM CBSI3aHO M TNPOBEACHUE MHOTHX OBITOBBIX U
PEJNUTHO3HBIX 00psiIoB. Penuruio yaMypToB OTiH-
YaeT coveTaHhe XPHCTHAHCTBA C MOIHBIMH Tpa-
JULUSMH SI3BIYE€CTBA, UMEIOIIET0 0OraTyro COKpo-
BHUITHUIY MH(OIOTHYECKUX 00pa3oB, MHOTHE U3
KOTOPBIX CBSI3aHBI C [IOYMTAHHEM BOpIIyaoB° [15].
OnHa U3 OCHOBHBIX 33J1a4 YAMYPTCKUX 3THODYTY-
PUCTOB — HWHTYUTHUBHO IOCTUTHYTh JHYHOCTHO-
pOIOBYI0 MU(DOIOTEMY, TEM CaMBIM TTPHOOIITUTHCS
K MHPOOIIYIIEHUIO (PMHHO-YTOPCKUX HApOJOB. A
IUISL 3TOTO HEOOXOAMMa «HACTPOWKA AYIIU C BBIC-
LIUMHU JHEPrUsiMU», ¢ 3Hepruer kocmoca [16]. B
CBeTe IMOJOOHBIX MPECTaBIEHUH MOXXHO YralaTh
CUMBOJIMYECKUM CMBICII KapTUHBL «YIMYPTCKHU
nec». YCIOBHO M300pa)KEHHBIE IEPEeBbS NaHBI Ha
4yepHOM (poHE, OHH CIIOBHO IapsT BO MIJIE KOCMO-
ca. Yerkue Oenple TMHUN OOPUCOBBIBAIOT KOHTYPHI
CTBOJIOB, BeTBeH M JIHCTheB. CaMu CTBOJIBI YEPHO-
ro IBeTa, HO BHYTpU HUX (KaK «IyIIa» JiepeBa)
NPOTSTHUBAIOTCS BBEPX SpPKHE CHHHUE IIOJIOCHI,
CJIOBHO M3JIy4Yarolllie >KN3HEHHYIO dHEpruo. A 3a-
MBICIIOBATEIE TIEpeTyIeTeHusT OeIbIX y30pOB BeTBeH
BOCIIPUHUMAIOTCSI KaK OeCcUHCIEHHOE KOJINYIECTBO
BOPIIY/IOB, KaK KOJJIEKTUBHOE «KOHTHHEHTAJIHHOE
MTOJICO3HAHME», KaK <JIOBJS CHIIBD KOCMHUYECKON
sHepruu [16].

B cepun mommapoBeix Momynei JI.AxmeTos,
KaK U MHOTHE 3apyOeXHbIC XYAO0KHUKH, NIepeacT
CBOE KPHUTHYECKOE OTHOIIEHHE K COBPEMEHHOM
aMepuKaHCcKoM nuBuian3anuu. O1HaKO OH BOCIPH-
HUMAaET J0JUIap He KaK «TOBAapHBINA SKBUBAICHTY, &
KaK KOJi aMEpPUKaHCKOU KyJbTypbl. J. AXMETOB HE
«TOPTUT» peaNbHble ICHEXHBIE KYITIOPHI, HE pe-
KET W He CKJIEHMBAeT MX, MOAMNCHIBAs CBEPXY CIIO-
Ba U T.I. (B OTJIMYUE, HAIIPUMEp, OT XyJ0KHUKa-
KoHIenTyanncra u3 3arpeda Miamena CTHiMHO-
BHUYa, TPEJCTABUBIIETO CBOM KOJUIAXXH Ha TeMy

’ Bopmymsl — ME(OJIOTHYECKHE KOMILIEKCH, OTHOCH-
IIMECs K OTAEIBHOMY POJLy HIIH CEMBE.

JoJutapa Ha BBICTABKE COBPEMEHHOTO HMCKYCCTBa
Bocrounoit Espomnsr (2005), B Cnosenun) [17].
B3sB 3a ocHOBY koMmo3uiuu GopMy I0JIapOBON
KYITIOpBI, €€ CTPYKTYpHBIE 3JEMEHTHI, OH,
JILAXMeTOB, 3aMEHAET APYTHMMH 3HaKamH, o0pas-
aMd, OpHAMEHTAMH, HAAMHUCSIMU Ha TaTapCKOM,
PYCCKOM M aHTJIMHACKOM s3bIKax. B OgHHMX KapTH-
HaxX OTONH CEepHH BMECTO MOPTpeTa U (aMIIUU
aMEPHUKAHCKOTO MPE3UJCHTa B IIEHTPE «I0JIapay
TIOSIBJIAFOTCA TIOPTPETHl 3HAMEHUTHIX aMEepHUKaH-
CKHX POK-MY3BIKaHTOB (J[>knmMvu XeHapukca, Ii1-
Buca [Ipecnu u np.), onmupaBIIUXCsl B CBOEM TBOP-
YecTBe Ha HETPUTSHCKHUU Omo3. Homep GaHKHOTHI
3aMEHSeTCS MaTOW POKACHHUA MY3BIKaHTa, CHUMBO-
JMYecKre 3HaKH JoJU1apa Takke TepSIoT CBOE 3Ha-
yenue. JLAXMETOB cTpeMHuTCs yOeouTh, YTO HC-
TUHHAs [ICHHOCTh aMEPHKAHCKOW KYIbTYpPHl HE B
Mporaranfie AKOHOMHYECKOTO U TOJUTHIECKOTO
moryimectBa CIIIA, a B TOM HCKyCCTBE, OCHOBBI
KOTOPOTO YXOZST B TIyOHMHBI TBOPYECTBA KOPEH-
HBIX xutener Amepuku. [[pyrve kapTUHBI cepuu
MOCBSIIEHBl  APY3bAM-XyAOKHUKAM, TIPEICTaB-
JSIOIUM KyJIbTYPY TaTapckoro Hapoza. [Toutu Bce
MIPUMETHI «JI0JIJIapay» BBITECHAIOT TaTapCKHEe OpHa-
MEHTBI, 00pa3bl ¥ CUMBOJIBI TaTAPCKOTO (POJIBKIO-
pa, ¢parMeHTHl TEKCTOB HAapOAHBIX IeceH. B3op
XyJIO’)KHUKAa OOpallleH Temneph He K AMepHKe, a K
pomHOMy Kparo. «CaMoIleTka yThIpaM — TYTaH fK-
Japra Kairam» — ofHa u3 ¢pa3 Ha JIMHUH, 00Opam-
JAOMIeH  «JoJutap», KapTHHY, MOCBAIIEHHYIO
X.IMlapunoBy, pyKoBOAMTENIO TIpymmbl «Tamray.
Ono3HaBaTeNbHBIMI 3HAKaMHU TBOPYECTBA 3TOTO
XYAO0KHUKA CTaHOBSITCS OTJENBHBIC 00pa3bl U3 €To
Mpou3BeeHNH (JIomaab, MUHAPET, 03€p0), NMEHA
MoOUMBIX 1M03TOB. KimtoueBast Al TOHHUMaHUS
TBOpueckoi  mo3uumuu  JLAxmeroBa  (pasza
«bupacen TaraBanrapapH!!!» («/laemp TaraBaH-
rapza!!!») oOpamisieT 3Be3AHBIN KYTION «JI0JIIapay.
Bce mpuMersl HENMOYTHTENHHOTO OTHOIIEHHUS K
«IOIUTApy» TPUAAIOT MPOU3BEICHHUSIM CEpPHH OYa-
poBaHHE )kKaHpa FOMOPECOK.

B kapTuHax OTHETBHBIX XyJIO0XXKHUKOB TaTaBaH-
rapjia MHTepec K mpobJeMe eBpa3uiiCTBa BHIPaKEH
HEMOCPEICTBEHHO B TeMaTHKe npousseneHuil. [o-
JMOOHBIX TIPOW3BENEHUI OTHOCHUTEIHFHO HEMHOTO,
HO B HHUX JaHbl pa3HbIE IO XYJO0>KECTBEHHO-
CMBICIIOBOMY COJCPKAHUI0O TYTH OOCYXKIEHUS
3TOM TeMbl. PaccMOTpUM HEKOTOpBIE U3 HUX.

EBpa3zuiickas TeMa IIpOCMaTpUBAETCsl BO MHO-
rux npousBeaeHusx Bacwns XannanoBa (pyKoBO-
mutenst rpymnmsl «Yuarucxam»y ¢ 1992 roma), cos-
JAHHBIX B MIEPHOJ €T0 YBICYCHHS CyIPEMaTH3MOM,
OHUM W3 TCUCHHUH T'€OMETPUYECKOro abCTPaKTH-
BU3Ma, U «YepHbiM kBampaTtom» K.Manesuua.
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BzaumootHomenust EBponbsl 1 A3uu npejacrasiie-
HBI 4epe3 JIpeBHHE MUQBI U KyJIbTypHBIE KOJPbI,
OIHUM U3 KOTOphIX B.XaHHAHOB BOCHpPUHHMAET
«YepHuprit kBagpa™» (kom EBpoOIBI, eBpoIeickoro
aBaHTap/a).

B xaprune «lloxumenne Espomb» (2008)
B.XannaHoB 1o-HOBOMY HHTEPIPETUPYET IpPEBHE-
rpeudecknii Mud. Cormacuo stromy mudy, FOmmrep,
IIeHUBIIMica kpacotol EBpombl, noyepu ¢uHu-
KHIICKOTO I1apsi, MpeBpamaercs B 0enoro ObIKa,
MeperibiBaeT co cBoel rieHHuuer CpeauzemMHoe
Mope, nepeHocut ee Ha octpoB Kpur. Ha xaptune
B.XanHaHOBa «OXUIIEHUE MTOKA3aHO HA 3€JICHOM
(oHe, ocBemaeMoOM 30JIOTUCTOW 3BE3NIOH, pora
ObIKa M300pakeHbl B BUE 30JIOTOTO IMOJyMECsIIa.
3eneHbli 1[BET, 30JI0TOM MOIyMeCAll U 30JI0THCTas
3Be304Ka — 00Pa3bI-CHMBOJIBI BOCTOYHOU KYIBTY-
PBL

OpurnHanpHy0 paciiM@poBKY KapTHHBI JaeT
HCCIIEI0BATENh TBOpYECTBA B.Xannanoa
A.Ycnenckuit: «besynpeunoe mno muiactuke «Ilo-
xumeHne EBpomb» coxpaHseT y3HaBaeMoCTh W
KEHCKOTO TOPCa, U CIIUHBI ObIKa, KOTOPHIH CBEJCH
K IVIABHOMY CBOEMY CHMBOJIy — LIIMPOKHM pPOram.
B 1o ke BpeMs TpeThsl COCTAaBISIOMIAs KOMIIO3H-
UM — 3Be3a — JOMYCKaeT MHYI0 pacuudpoBKy.
[Monymecsan u 3Be3ga — 3TO TpPaAMLMOHHAS BOC-
To4yHas MeTadopa BItoOIeHHON maphl. OTHOIICHMS
EBponel u A3un, cBuanue 3anana u Boctoka, roe
KBaJpaTy OTJOaHAa >KEHCKas, Beaomas poiby [18:
11].

B «lloxmmennn EBpomsl (cympemaTtude-
CKOM)», HallMCaHHOM paHnee, B 1991 roay, «BcTpe-
ya» EBpombl 1 A3um m3zoOpaxkeHa emie Ooree ya-
KOHUYHO, Yepe3 IUIOCKOCTHYI0 TE€OMETPHYECKYIO
KOMOMHALIMIO: BMECTO YKEHCKOI'O TOpCa — YEPHBIH
KBaJpaT, YUETNHUBIIUKACA 3a 30JI0TOM MOJIyMECSL.

Hambonee or4eTnmBO TOYKa 3peHUS XYHAOKHH-
Ka Ha OTHoLIeHUs EBpombl 1 A3uu NpoCTyNaeT B
kaptuae «Koposa» (1996). Ha «UepHsbiii kBagpar»
MarneBuya nocakeHa ynuTaHHasl pblKasi KOpOBa C
poraMu, IOX0KHMH Ha TIoJIyMecsl, — o0pa3, HaBe-
SIHHBIM XyJ0KHHUKY BTOpOil cypoi Kopana noz Ha-
3BaHneM «Anb-bakapa» («Koposay), B Heil ckaza-
HO: «M xorma ObUT yOWT YelloBeK B Hapoje MycCHI,
W OHM He 3HajH, KTO ero yOwi, Myca cka3zan cBo-
eMy Hapony: «AJax NpUKa3bIBaeT BaM MPUHECTH
KopoBy B xepTBy» [19: 10]. Ilocme Toro, kak
YAUBIIEHHBIE COIUIEMEHHHUKH 3aKOJOJIH KOpOBY,
YacThIO €€ (XBOCTOM) yJapWiid YOUTOTO, «d MEpT-
BBII 0KWJI HA HEKOTOPOE BPEMSL, 3a KOTOPOE OH Ha-
3Bast UM youne [19: 11].

Cwmbicn amneropun B KapTuHe B.XaHHaHOBa
MOJKHO, OYEBHJIHO, PA3bICHUTH CIIEAYIONIUM 00pa-

30M: YEpHBIN KBaJpaT CUMBOJM3UPYET 3araj, Ko-
paHudeckuil oOpa3 CBSIIEHHON KOpPOBHI (C 30J0-
THIMH POTaMHU-TIOTyMecsIieM) — BOCTOK, KOTOpBIH
HECET 03JI0POBISIOLIYI0, OKHUBISIIOIIYIO SHEPTHUIO.
JleiitMOTHB KapTHHBI — Hzesd 0 ToM, 4yTo EBpomna
JIOJDKHAa CEphe3HO CUMTaThesl ¢ A3Mel, Koropas
JApUT MUPY HOBBIC KYJbTYpHbIE€ LEHHOCTH, CIIO-
COOHBIE 03/I0POBUTH KU3HB U KYJIbTYpY 3amaja.

XynoxecTBeHHY0 MaHepy B.XannaHoBa B ero
pabore Ha TeMy EBpasuu OTIMYAIOT JTAKOHU3M,
MUHHAMAJIN3M, SIPKUH 1TBETOBOM KOHTpACT Ha (oHE
CHUMBOJIMYECKOTO 3€JICHOTO IIBETa, «HUIpa» C Tpa-
JUUMOHHBIMA CUMBOJIAMH MUPOBOU KYJBTYpHI, 3a-
MaJHON ¥ BOCTOYHOM.

Kazanckwnit xynoxxuuk bynar ['unsBanoB (unen
rpynnsl «Tamra») Hadaa cBOil TBOpUYECKUI MyTh ¢
co3fanus cepun wumoctpauuit k mosme Kyn Nanu
«Ckazanme o IOcyde». Drta 3HaKoBas pabota
b.I'unbBaHOBa HanoXKWJjla TNe4aTh HA BCE IOCIHE-
IyroIue ero npousBeneHus. Haxomsce mox obas-
HUEM TBOPYECTBA JAPEBHEOYNITapcKOro Mo3Ta, Xy-
MoKHUK co3naer Tpuntux «EBpasms» (2009), co-
CTOSIIIUKA W3 KapTuH «3amany, «Mpems-Ypamy,
«Bocrok». EBpasuiickas Tema BOIUIONIAETCS 3/1€Ch
B OPUTMHAJILHOM Xya0kecTBeHHOU (opme. OOpas-
HBIH MHUp TpejcTaBieH B Bocnpusatun Kyn I'anm,
Ha 5TO BOCHPUSITHE MPOCHUPYETCS TOUKA 3PEHUS
CaMoOTrO XyJOXKHWKa, BO3HHKAaeT CBOEOOPa3HBIN
«IUanor»: TOHKas, (UIUrpaHHasl MEePeKOAUPOBKa
CHUMBOJIOB M O0pa30oB JPEBHETIOPKCKOW, HCIIaM-
CKOM U XpUCTHAHCKOW KynbTyp. CruiucTuka
TPUINTHXA TOBTOPSIET CTHIIb WIUTIOCTPAIIUN K [T0O3Me
Kyn Tanmu. IlnockocTHoe u300paskeHHE HAlOMU-
HAeT KOMIIO3ULUIO UPAHCKON U PyCCKOH JeTomnuc-
HOM MuHHaTIOpbl. Ha 0QHON IUIOCKOCTH NOMeElIe-
HBI 00pa3bl M CHEHKH, 03HAYAIOIINE Pa3HOBPEMEH-
HBbIE COOBITHS W «TeorpaduuecKkue MTyHKTHD), Ha-
XOIsIurecss B pa3HbIX dacTsax BocTtoka m 3amana.
Mexay OTHenbHBIMH OOpa3aMH U CIEHKaMH HET
MIPUYUHHO-CIICJICTBEHHOHN CBS3HM, OHH 00BEINHEHBI
(hyHKIIMOHATBHON CBS3pIO IO CXOZACTBY WIJIH IIO
KOHTpacTy. Bo Bcex Tpex kapTtmHax oOpasbl pac-
MIOJIO’KEHBI M IO BEPTUKAIH, U MO TOPU30HTAJIM.
Bonaucrteie, apabeckoBble JHUHHH BBITOIHSIOT
(hyHKIHIO O0BEAMHEHHSI BCEX 00Pa30B U AeTajici B
€IIMHOE LETIOE.

JleBas yacTe TpunTHxa — KapTuHa «3anany. B
BEpXHEH YacTH HaxXOJATCS CBSIIEHHBIE 00pa3bl —
Boromateps ¢ mulazeHneM Ha pykKax, B 30JI0TOM
cusinny, ConHie Ha kpacHoMm HeOe. CrpaBa — yc-
JIOBHOE H300pa)KeHHE IPEBHEPYCCKOTO TOpoaa ¢
KyInoJlaMU LIEPKBEH, clieBa — 3a1aIHOEBPONIEUCKUI
3aMOK, OXpaHseMblil poiLapsaMu. B cpenHel yactu
KApTUHBI — 3HAKU 3€MIIEJICIbUYECKON UBUIN3ALNU
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(KpecThTHUH C TUIYTOM Ha TIalllHE) W OBITOBBIC
CIeHKM MHpHOH xu3Hu. Ha ¢one KkpoBaBo-
KpacHOTo Kpyra (3HaK TPEBOXKHOTO BPEMEHH) H30-
OpakeHa >KEHINWHA B capadaHe, WUrparomas Ha
JIpEBHEM MY3BLIKAJIbHOM HHCTPYMEHTE; TpH Ji€e-
BYILIKU C YalllaMd B PyKaxX BCTPEYAIOT HAa MOCTY
MyTHUKA (TI0 XPHUCTUAHCKOW Tpaawmnuu). B HIK-
HEM sSIpyCe KapTHUHBI II0YTH HATYPaIUCTHYECKH I10-
Ka3aHa CLieHa OXOTHl Ha kabaHa: rpymia BcaaHU-
KOB-OXOTHHKOB, CBOpa CO0aK, pa3IuparoIIuX Ka-
Oana, — Ha ()oHE KpOBaBO-KpacHOTO Kpyra. U, Ha-
KOHEll, ClpaBa IO BepTHKanun — o0pa3 [eoprus
[TobenoHocna, ¢ UIMHHBIM KOTBEM B pyKax, yOu-
BAIOIIETO 3MEI0. A 3MEH BCE BBITOJI3AI0T M BBITOI-
3al0T U3 sAMBL... Ha kapTuHe «3amaa» OCHOBHEIC
9MIEMEHTHl KOMIO3ULUHN COCTaBIISIFOT 00pasbl, Xa-
pakTepusyroume xxu3Hb Jpesueit Pycu.

IIpaBas yacts Tpuntuxa — «Boctok». CBepxy:
HaJ TOPOJOM MapuT mpopok Myxammen Ha mudu-
yeckoM koHe Bbypaxe. (CoryiiacHO KOpaHH4eCcKOH
JlereHie, Ha 3TOM KOHE-«MOJHHW» Myxammen
BO3HEccs K Ataxy Ha cenpMoe He00). Han Hum —
30510TUCTBIN cepnt JIyHBI Ha TeMHO-cMHEM HeEOO-
ckione. [lox cBAmEeHHBIME 00pazaMu pacmooxe-
Hbl «3HaKu HI/IBI/IJIH3aHI/II>'I)>: KaMCHIIUKN CTPOAT
TOpoA Ha MeCTe pa3pylIeHHOro, KapaBaH BepOIIio-
JIOB JIBYDKETCS IO TOPTOBOMY ITyTH M3 JAJIEKOTO
KUTACKOTO ropoja (JeBas CTOpOHA KapTHHEI) B
TIOPKCKHE CTenH (MX 3HAKOM SIBIAETCs ropTa). B
LIEHTpe: BCAAHHUKH BE3yT IO/ OAIJaXWHOM KUTAi-
CKYI0 KpacaBHWIly, TPYOST TPyObI, My3bIKAaHTHI WT-
paroT Ha JIIOTHE — BCE JTO co3laeT armochepy
JIpYKemo0usi, palocTH KU3HU, HO Ha (oHEe Kpac-
HOT'O KpyTa, CHMBOJIM3HPYIOIIETO, C OJTHOW CTOPO-
HBI, TIPa3JHUK, Becejbe, C IPyroil — yrposy pas-
pyLIeHus, BOMHBL. BTOPON CEeMaHTUYECKUM aACIIEKT
MOJIKPETUIAETCS, KApTUHOW, M300paXkarolieil OTpsiI
BOOPY’KEHHBIX BCaIHHKOB C KONbAMH B pyKax. B
HID)KHEW 4acTH KapTHUHBI — CLIEHBI M 00pa3bl U3 MO-
oMbl Kyn Tamu: myTHHK B CTeM 4YuTaeT Hamas;
amu30] packasaus OpatbeB HOcyda, psmom — xo-
nojen, kyaa obut copomen FOcyd. W, nakonern, B
NPaBOM YTy KapTUHBI — MElIepa, BHYTPU KOTOPOH
HAXOJWTCS MY>K4YHHA ¢ ToryoeM. MoxeT OBITh, 3TO
o6paz Ky 'anmm, medraromero o Mupe, 0 C4acTiIu-
BOM Oyaymiem cBoero Hapoaa? OOpa3 nemeps! (oH
4acToO BCTpedaeTcs W B KapTHHAX APYTUX Tarap-
CKUX Xy,ZIO)KHI/IKOB) TaK)Ke UMEET CUMBOJIMYECKUI
cMmeici. CornacHo copepxkanuto 18 cypsl Kopana,
o3arnaBieHHOUH «Anb-Kaxd», memepa — TaitHoe
yOeXKHIIe, MECTO JyXOBHOTO ITPOCBETICHUS U BO3-
poxnenus. OCHOBHBIE XapaKTepUCTUKH BocToka
BBIpKEHBI B 00pa3ax, CUMBOJIHM3HPYIOLUINX PeIu-
THUIO, TPaIOCTPOUTENECTBO, TOPTOBIIIO, KYIBTYPY.

Kaptuaa «Unens-Ypam» — meHTpanbHas, 00b-
eMHSIOAs YacTh TpunTuxa. CUMBOJIOM BCTPEUH
EBpomnbl 1 A3uu Ha 3TOH KapTUHE SIBISIFOTCS YCT-
peMIICHHBIC APYyT K ApyTy oopas3er ComHIa (ciaena)
u Jlyns! (cnpaBa). Mexay HUMH — 00BETUHSIFOLIIE
ux aHreinsl. I'opsl 1 pexka Wpnens, ocHOBHAs BogHast
MarucTpaib Poccuu, 3aHUMAIOT EHTPaIbHOE Me-
cTo B Komno3unuu. [llupokas cuHsas moioca pexu
BBIDHCOBBIBAaETCS BO BceX dacTsax kKaptubl. (Ha
oepery Bonru — ¢durypa Kyn [Mamu ¢ packpeiroit
KHUTOH Ha KoneHsx). CieBa OT peKkH — pycckas
Ipy>KHMHA, CIIpaBa — MOHTOJIbCKHE BCATHHUKH (YIpo-
3a KaK JPEeBHEPYCCKHM TropojaM, TaK M TOpoaaM
Bomxckoit bynrapun). B 1ieHTpe — IpUMeTH TIpo-
1ecca 00pa3oBaHUs LEHTPATU30BAaHHOTO TOCyaap-
CTBa (CTPOHMTENHCTBO TOpPOJA; BCAAHUK, YIpaB-
TSAIOMMKA BOWCKOM). B HWKHEW 4acTH — KapTUHBI
MUPHOH JKM3HM: MYXKHK Ha IaxoTe, XEHIUHA C
pebeHKoM, pbIOaku JOBAT PbIOy HEBOAOM IOA 3BY-
KH Kypasi, IIyTHUK C BepOIIIOIOM IIIararoT Mo Kapa-
BaHHOMY TyTH («KapaBaH BEKOB» — o0pa3, HaBe-
SIHHBIM BOCTOYHOM moa3ueii). OOpa3Hyr cHUCTeMy
3aBepIIaeT KapTHHA CEMEHHOro odvara: CHIAT Ha
KOBpHKE MYXXYMHA W JKCHIIWHA, TIepe]l HUMH Jie-
KHT KpacHoe sS0JI0K0, CUMBOJI JIFOOBH, Havyaja BcexX
Hadan. JTa CHEHKa — CMBICIOBOH (DOKYC BCETO
MIPOM3BEICHNS; WAMIUTHS CEMEWHOTO CYACThs Ha-
XOJUTCA B OCHOBAaHWHM YCIOBHO H300paXKEHHOTO
JiepeBa — JiepeBa JKU3HH.

Kaxxnast u3 kapTHH TpUNITHXA UMEET CBOE COO-
CTBEHHOE COJIepXKaHHUe, HO BMECTE C TEM COCTaBIIs-
€T 4acThb €IMHOM XyJ0’KECTBEHHON CUCTEMBI, BBI-
paxaronieil KOHIENIUIO XyJ0KHUKA. B kaxnon us
HUX €CTh 00pa3bl-MeIUyMbI (ITOCPEIHUKH), 00be-
JTUHSIOIINE TI0 CMBICITY BCE€ KapTHUHBL. DTO Mpexe
Bcero ob6passl cBiTbix (Boromarepm, aHrenos,
mpopoka Myxammena, [eoprus IloGemonocia),
OJIUIIETBOPSIONINE BBICIITHE TyXOBHBIE IIEHHOCTH.
310 00pa3sl Connua u JIyHbI, CHMBOIU3UPYOIIUE
Pa3zym u JIro60BB, 00pa3 KpacHOTO S0JI0Ka B pyKax
y boromarepu u y cemeiiHOl maphl U, IO KOHTpa-
CTy, — 00pa3 3MeH (3HaK HEHAaBHCTH, 3aBUCTH, TIpe-
narenbcTBa). OOBETUHSIIOIIMM MOMEHTOM BOC-
MpUHUMAETCH U (paHTa3HIHOE «IIPUCYTCTBUEY, HE-
MTOCPENICTBEHHOE M Yepe3 (parMeHTHI MMO3MBI, 00-
pasza Kyn I'anmu. Bee kapTHHBI HaprCOBaHbI B €U~
HOM CTWJIe KHIDKHOU TpaduKy, B €IMHON [IBETOBON
ramme. JlomuHMpyeT cuHME 1BeT (I[BET pEKH
Wnenn) Ha hoHE caMbIX pa3HBIX OTTEHKOB 3EMJIH, C
BKpaIJICHUSIMH KPacHOTro (TPEeBOXKHOTO) IIBETA.
Cunsis 3Melika pekn (CUMBOJI HCTOPHIECKOTO Bpe-
MEHH) B Pa3HBIX BapHaHTaX MOSBISIETCS Ha BCeX
Tpex KapTHHaX, Kak Obl oObenuusist 3amang u Boc-
TOK Ha OCHOBE BBHICIIUX TYyXOBHBIX IIEHHOCTEH, Ha
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ocHOBe mupa u mobBu. Tema «EBpasus» B TpwIl-
tuxe b.I'MipBaHOBa OpPraHUYECKU BXOIUT B TEMY
HCTOPUYECKON MaMsATH HapoJa.

Kak yxe ObIIO CKazaHo, B pa3paboTke eBpa-
3UHACKOM TEeMbl OTIPaBHbIM MOMEHTOM A
B.XanHaHOBa OBUT KOJ €BPOMEHCKOW KYJIBTYpBI —
«HepHsrit KBaJpaT» K.Manesnua, TS
b.I'mnbBaHOBa — KOJ IPEBHETIOPKCKOM JIMTEPATY-
pel — mooma Kyn lamu «Cxazanme o FOcydey.
Xamza IllapunoB opueHTHUpYyeTCsl HA (PHIocohrto
U 3CTETHKY SIIMOHCKOTO M KHUTalCKOrO0 HCKYCCTBa,
pa3BHBasg MX OCHOBHBIE MPUHIUIBI B aCTeKTe Ha-
LHUOHANBHBIX TPaJAULMUNA KyJIbTYPHl TIOPKCKHX U
(PMHHO-YTOPCKUX HAPOIOB. SIpKUM NPHUMEpPOM HX
MPOAYKTUBHOTO COYETaHMs SBJISAETCd KapTHHA
X.apumnosa «MupoBoe nepeso» (2002), B koTo-
poil eBpasuiickas TeMa OTKpBIBACTCSI HaM C He-
0XXUJaHHOM, HO OXHUJA€MOW CTOPOHBI: B 3TOM
MPOU3BE/ICHUY TJIABHOW SBJISETCA WIS CyOITHH-
yeckod camougeHTU(UKanuu. Jnsg XymoKHHKa
EBpazus — 3TO, mpekae BCEro, COBOKYNHOCTb U
JTYXOBHOE €IMHCTBO BCEX HApOAOB, HACEISIONINX
Poccuro. B kauecTBe OCHOBBI AJ1s1 BEIpaXKEHUS ITOU
WIEW aBTOp HE CIydaiiHO BRIOMpaeT m300pakeHIE
JiepeBa: IepeBO — TOTEM MHOTHX «JIECHBIX» Hapo-
J0B (YAMYpPTOB, MapH, KOMH U Ap.), KOTOpPbIE CO-
CTaBIAIIOT €r0, «IepeBay, BeTBU. B oOpasHoii cuc-
T€ME€ 3TOH KapTUHBI HET CIIEHHUAJIBLHOTO pa3rpaHu-
yenusi Bocroka u 3anama. ComnuanbHyl0 TeMy aB-
TOp Pa3BEpPTHIBAET B KOCMOTOHUYECKOM AaCIIEKTE.
Crnenyss  TONOXEHUSIM — SIIOHCKOM  3CTETUKH,
X.1lapunoB ucxoauT U3 mpencraBieHus o Bce-
JICHHON KaK elMHOM >KHBOM OpraHM3Me, «IJie BCe
B3aUMOJICUCTBYET IO MPUHUUIY 3Xa, PE30HAHCA,
obmero apixanus» [20: 11]. XymoxkHuUK co3laer
aJJIErOpHUI0, B KOTOPOH MUPOBOE JEPEBO MpejcTa-
€T KaK CHUMBOJI €IUHCTBAa U B3aUMOCBS3U KakK B
TIPUPOIE, TaK M B OOIIECTBE.

Ha xaptune mokazaHo O0ojbIoe IepeBO Ha
KeNToM (POHE KOCMHUYECKOTO MPOCTpaHCTBA. Twum
CBSI3U B 3TOM KapTHHE TPAIUIMOHHBIN HJI AMOH-
CKOI1 )KMBOIIMCH — «OJTHO BO BCEM M BCE B OJTHOM).
B camom «aepeBe» 3akiroueH Bechb Mup. B 3ene-
HOHM KpOHE YCJIOBHO HM300pa)X€HHOTO JIepeBa pac-
KpBIBAETCS TOMy00# HEOOCBOJ C 30JO0THCTHIM IIO-
ayMecsaneM. B cTBom «momemieH» 3eMHOW MHp:
JOMHK, PAIOM O03€p0 C IUIaBAIOLIUMHU YTKamHu.
BeTBu nepeBa CUMBOJIM3UPYIOT pa3HbIE HAPOIbI U
sTHOCHL. ClleBa OT JepeBa — IUIOCKOCTHAs (urypa
YeJIOBeKa ¢ OIMYIICHHBIMU MPO3PAYHBIMU KPBLUIbSI-
Mu. YenoBeK CMOTPUT BHHU3, 3a0bIB O CBOHX
KpBUTBSIX (0 BO3MOXKHOCTH ToJieTa aymin). CrapaBa
BOJIK C TIOAHATOW BBEPX TOJIOBOH (BOJK — TOTEM
TIOPKCKHAX HAPOJOB): YEIOBEK CIBIIIUT 30B IMPEJ-

koB. benbrit mBeT oO0benuHsAET TpH 0Opaza (derno-
BEKa, YTOK, BOJIKA), CO3JAHHBIX B JyXe TPaJWLUH
npesHeOynrapckoii mudonornn. Ha Bce crpyk-
TypHBIE 3JIEMEHTHI 00pa3a MHPOBOTO JIepeBa HaHe-
CEHBI JIETKHE ITPUXH («OOPO3BI») pa3HOTO 1IBETA,
OHU TEPeAaloT ITUHAMU3M >KU3HH IPUPOIBI U 00-
mectBa. CTaTW4Hbl JIMIIb TpU oOpas3a Oeoro uBe-
Ta. brarogaps 1BeTOBOMY M PpUTMHUYECKOMY KOH-
TPacTy BO3HHUKAaeT MPOOJEMHAs CUTyalusl, Hampa-
LIMBAETCs BOIIPOC: KaKOe MECTO B «OOJIBIIOM Je-
peBe» 3aHMMaeT Tarapckuilt Hapoa? B «Mwuposom
JIEpeBe» CIMBAIOTCS MPEACTABICHNA XYJO0KHUKA O
€IMHCTBE KOCMHYECKOIO MHpa M €AWHCTBE H
B3aUMOCBSI3H UCTOPUM HaponoB Poccuu.

MBI CcTpeMHIINCH TIOKa3aTh, 4TO (hopmupyro-
nieecsi cyO3THUYECKOE MUPOBOCTIPUSITHE TPOSIBIIS-
er ce0s M B KapTuHax Ha Temy «EBpasus», u B
IPOU3BENCHNUAX, HEIIOCPEICTBEHHO C HEI0 HE CBS-
3aHHBIX.

B npencraBneHnsx XynoKHUKOB TaTaBaHTrapnaa
THUYECKOE CaMOYTBEpXkIeHHEe M (HOpMHpPOBaHUE
€Bpa3MiICKOr0 CaMOCO3HAHHS — JIBE B3aMMOCBS-
3aHHBIE CTOPOHBI KYJIBTYPHO-LUBUIN3AIMOHHOTO
pasButus. [IpoHuKHOBEHNE B ITyOMHBI 3TOTO AMa-
JIEKTHYECKOTO TpoIiecca MO3BOJIUT MOHITh U 00b-
SICHUTh XapakTep Ouajora pasiMuHbIX CTHICH U
XYI0KECTBEHHBIX TPaAULUI B «CPEAWHHON KyJb-
Type», YBUIETh NEPCHEKTUBY HOBATOPCKUX ITOMC-
KOB B H300pa3uTenbHoM UcKyccTe PT.

Hnst Toro 4roObl MPOABUHYTHCS BIIEPEA B IO-
HAMaHWW BCEH CIIOHOCTH ITOU MpOOJIEMBI, HEOO-
XOJUMO JIETAIbHOE PacCMOTpeHue 0oJiee MIMPOKO-
ro Kpyra IpOU3BE€HUI COBPEMEHHOM KUBOIKCH.
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