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The article analyzes the artists’ works at the Exhibition of Works of Art depicting the significant
events, related to the history of the TASSR formation (September 26-30, 2020). The winners of the
competition for the grant of the Cabinet of Ministers of the Republic of Tatarstan were Nailya
Kumysnikova’s interior panel “Altyn Kosh” (“the Golden Bird”), Rustem Shamsutov’s triptych “The
History of the Tatar Written Language”, Anvar Sayfutdinov’s painting “My Mother”, Marina
Samakaeva’s triptych “Festivities in Kazan”, Farit Valiullin’s “Laying the Stone of the Bulgarian
Academy of Islam”, the painting “The Birth of Energy” by Grigory Eydinov and others, as well as Al-
exander Drevsyannikov’s sculptural composition “Gabdulla Kariev” and Rustam Gabbasov’s “The
Artist”. The purpose of the research is to reveal the features of historicism in the works of the artists,

participating in the exhibition.
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Introduction

In order to establish a fund of literary works
and works of art, reflecting the significance of
events, related to the history of the TASSR for-
mation, on the eve of the 100" anniversary of the
TASSR formation, the Cabinet of Ministers of the
Republic of Tatarstan created grants for the nomi-
nations “Literature”, “Musical Art”, “Fine Arts”
and “Art of Different Genres for Children”. Twen-
ty four contemporary artists are known to have
nominated their projects for the competition. On
September 26-30, 2020, at the Karim Tinchurin
Tatar State Drama and Comedy Theater, viewers
had the opportunity to get acquainted with the
works of the winners of this competition. All
works, presented at the exhibition, are distin-
guished by their historicism. Following V. O.
Kisunko, by historicism we mean “the self-
domineering desire of artistic consciousness to re-
produce the historical events of the past”
[Vzaimosviaz' iskusstv..., p. 17], and by histori-
cism of thinking we understand “the ability of an
individual or a group of people to analyze and in-
terpret a fact, event, phenomenon, etc. whose de-
velopment forms their history as a system of genet-
ically interrelated elements replacing each other in
time” [Luchkin, p. 32]. The purpose of our re-
search is to reveal the features of the image of the
Motherland — TASSR - as a concept in the works
of artists Nailya  Kumysnikova, Anvar

Sayfutdinov, Rustem Shamsutov and Gennady
Eydinov.

Methods
We used the formal-stylistic and hermeneutic
methods of analysis when considering the exhibi-
tion works.

Discussion

The exhibition featured an interior panel
“Altyn kosh” (“The Golden Bird”) by Nailya
Kumysnikova, the triptych “The History of the Ta-
tar Written Language” by Rustem Shamsutov,
Anvar Sayfutdinov’s painting “My Mother”, the
triptych  “Festivities in Kazan” by Marina
Samakaeva, the painting “The Laying of the Stone
for the Bulgarian Academy of Islam” by Farit
Valiullin, the painting “The Birth of Energy” by
Grigory Eydinov and other works, as well as Alex-
ander Drevsyannikov’s sculptural compositions
“Gabdulla Kariev” and “The Artist” by Rustam
Gabbasov.

The main work of the exhibition was an interi-
or panel “Altyn kosh”, made in the technique of
leather mosaic by Nailya Kumysnikova, a member
of the Union of Artists of Russia in the Republic of
Tatarstan, People’s Artist and Honored Art Worker
of the Republic of Tatarstan, laureate of the Minis-
try of Culture of the Republic of Tatarstan named
after B. Urmanche. Such works of the artist as
“Birds” (2003), “The Tree of Arts” (2006), a series
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of leather bags dedicated to the 1000™ anniversary
of Kazan have become widely known. Nailya
Kumysnikova’s works are held in the collections
of galleries and museums in Russia and abroad.

As noted by art critic Guzel Valeeva-
Suleimanova, the artist exhibited her interest in ap-
plied arts in the early 1990s. The wall panel “The
Seasons” (1995) was the first work in which the
main artistic effect was achieved by an expanded
composition ornament. Valeeva-Suleimanova be-
lieves that in her color compositions, N.
Kumysnikova refers to the traditions of leather
mosaic of its heyday period: the late 18" -mid-19™
centuries, using monochrome color combinations,
bringing them closer to the shades of the vegetable
dyes used in the old days. [Kozhanaia mozaika, p.
10].

One of the panels by N. Kumysnikova adorns
the lobby of the Ministry of Culture of the
Republic of Tatarstan. “Stylized motifs of the
symmetrical panel, their traditional symbolism: a
bird with outstretched wings flying towards the
sun, paired birds of happiness, located at the base
of the Tree of Life, a tulip motif and other ele-
ments reflect the folk philosophy of understanding
the universe” [Ibid., p. 10].

In the interior panel “Altyn kosh” (“The Gold-
en Bird”) (2020), the artist looks towards the
mythological past of the Tatar people. The Turks
have a legend about the bird-people, which is an
echo of “bird totemism”. According to the legend,
the people of the Great Turkic El (state) were the
descendants of the bird-people from the land of
cloudless happiness and joy. The image of this bird
was immortalized by our ancestors on the forehead
of the headdress decoration of Kul-tegin, the co-
ruler of Bilge-Kagan.

The panel makes us remember the immortal
lines of the Orkhon-Yenisei inscriptions, carved
during the creation of the first Turkic state. “Sky-
like, sky-born Turkic kagan, | have now sat down
(to reign). Listen to my whole speech (you), my
younger relatives and youth following me, (you)
my allied tribes and peoples ... gathered (1) the per-
ished, poor people, made the poor people rich,
made the few people numerous ... may the Turkic
people never perish , let them be people ... 7, -
Bilge-Kagan made such an address (Quoted from:
[Malov, p. 33]).

Thus, N. Kumysnikova’s “Altyn kosh” con-
veys the idea of statehood, the idea of creating a
country of happiness for the Tatars. By means of
leather mosaic, the artist emphasizes the national
originality of the Tatars’ statehood image. N.

Kumysnikova reinterprets the image of the bird
Simurg, which lived at the top of the world
Baiterek-tree (“The Conversation of Birds”). The
artist’s bird-statehood is the basis of the world tree,
the axis of the Tatars’ world. The spreading
branches of this tree with its center in the shape of
an artistically modified image of a shamrock from
the Bolgarian ornament, on the one hand, convey
the idea of prosperity, on the other, they symbolize
love for the native land. In the center of the panel,
there is a pattern in the shape of a pulsating heart.

At the same time, the shamrock motif conveys
the idea of historicism. We dare to assume that
through the composition of the panel the artist re-
flects about the essence of the Tatars’ statehood.
The shamrock motif allows N. Kumysnikova to
express the idea of continuity in the principles of
the Tatars’ state structure, their way of life. The
blue shamrock refers us to Tiirk-El, the heavenly
Tiirks. The golden shamrock - to the Golden Age
of the Tatars, associated with the Bolgar state and
the Kazan Khanate, the heir of the Golden Horde;
the red shamrock - to the TASSR, born on the
wave of the revolution. The image of the garden-
country is the Republic of Tatarstan, the country of
the Tatars, which flourished after the signing of the
Declaration of State Sovereignty (August 30,
1990).

The image of the Altyn-kosh bird conveys the
idea of flight, a manifestation of the divine es-
sence. This is one of the most beautiful patterns,
which is similar to the zoomorphic ornaments of
antiquity.

The triptych “The History of the Tatar Written
Language” attracted our attention at the exhibition.
It was created by Rustem Shamsutov, an Honored
Art Worker of the Republic of Tatarstan (2014),
candidate of art history, laureate of the Republican
Prize named after I. B. Urmanche (2016). The idea
itself is not novel, it was born in the mainstream of
the artist’s creative searches and works, executed
in the last decade.

In 2010, Rustem Shamsutov participated in the
development of the conception of the Museum of
the Turkic-Tatar Written Language (headed by K.
Minnullin). Unfortunately, the project was not real-
ized. In 2014, R. Shamsutov was more fortunate
and he was able to implement his ideas when creat-
ing the panel “The History of the Tatar Written
Language” (L = 25 m, h = 2.5 m), which adorns
the interior of the school in B. Saba. The project
was implemented with the support of the Ismail
Akhmetov Foundation. In 2015, a series of ceramic
panels by R. Shamsutov were awarded the Baki
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Urmanche Prize of the Ministry of Culture of the
Republic of Tatarstan in the “Decorative Art”
nomination. In 2014, the Museum of Bolgarian
Civilization began to develop the conception of a
thematic open-air exposition, dedicated to the his-
tory of the Turkic-Tatar writing (the curator of the
project was the Institute of History named after Sh.
Mardzhani of the Academy of Sciences of the Re-
public of Tatarstan) (See also [Safiullina-Al Ansi,
Zamaletdinova]). Unfortunately, this project was
not completed either.

It seems to us that in his new work R.
Shamsutov reflects not so much upon the stages of
the Tatar writing, but rather on national trends in
the development of culture in general and on the
features of the art development in 1917-1932, in
particular. The artist seeks to express his attitude to
a whole stage in the Tatar people’s history,
associated with the creation of the TASSR. The
use of contrasting paints testifies to his ambiguous
attitude towards this period. For R. Shamsutov, this
period is associated not only with gains, but also
with catastrophic losses of national identity. In
addition, the artist is laying a bridge to the future,
proving the relevance of national art,
demonstrating his anti-globalization attitude. | dare
suggest that the triptych should be better
understood if one got acquainted with it from ... the
end, as when reading books in Arabic. The Arabic
script is written from right to left, that is, it is
believed to return from the sphere of activity to
one’s heart.

The creator of the triptych looks back to the
time when the TASSR was created. In the history
of Tatar art, this is the heyday of Tatar constructiv-
ism. The artist suggests reflecting on the forerun-
ners of this art. Unfortunately, the organizers of the
exhibition split the triptych into parts and placed
other works between them. This interfered with the
holistic perception of the work, deprived the work
of the composition integrity.

It is obvious that the third part “Latinitsa” re-
fers us to the works of F. Tagirov and his experi-
ments in the field of book graphics. He was one of
the leading Soviet graphic artists of the 1920s—
1930s, a typography organizer. F. Tagirov was in
favour of the Latin alphabet. He published a color-
ing book “Our Alphabet”. F. Tagirov laid the
foundations for the modern design of the Tatar
book. R. Shamsutov fixes our attention on the
graphics that the Tatars used in their writing in
1920, and on the letters that are a distinctive fea-
ture of the Tatar alphabet. The period of the Arabic
script lasted for eight centuries, and only in 1927,

after Tatarstan became part of the Soviet Union
and after heated debates about updating the lan-
guage, Yanalif, a script based on the Latin alpha-
bet, was declared the official one. In the work of R.
Shamsutov, the revolutionary change of the Arabic
alphabet and the transition to the Latin alphabet is
conveyed through a contrasting range of red-white
and red-black colors. The change of alphabets
turned into a disaster for the Tatar people, because
for decades we were severed from the treasury of
Turkic culture, from our roots. Unfortunately, we
cannot make up for these losses even today, which
is the cause of the enormity of the situation in
which our national culture, our native Tatar lan-
guage, finds itself today.

As an artist, F. Tagirov’s innovation was his at-
tempt to show the possibilities of Muslim art to the
whole world. The graphic artist clearly shows that
the Tatar (Muslim) graphic tradition does not for-
mally oppose constructivism but is open to novel
things. This is possible, for Tatar graphic art is
based not on figurative drawing, but on the font.
As you know, among constructivists, the font pre-
vailed over the image. In Kufic writing, everything
was built on uncompromisingly rectangular intri-
cacies, as in the case of orthodox constructivists.
All this made it possible to transfer new principles
to the eastern soil. The revolution in social life
turned into a revolution in art. R. Shamsutov’s
work captured the achievements in Tatar art at the
dawn of the TASSR formation when the Tatars
were able to break new ground in book design. F.
Tagirov was a pioneer of Tatar design. At the same
time, R. Shamsutov draws our attention to another
date - 1932, the year when the Union of Soviet
Avrtists was created. In his design R. Shamsutov
used the technique of glaze painting.

In our opinion, the first two parts of the trip-
tych, dedicated to runes and Arabic script, demon-
strate the origins of the Tatar constructivist artist’s
discoveries.

The first part is a clay book of runic inscrip-
tions. The pastel shades of orange and brown, cho-
sen for this period, are reminiscent of clay and
stones - the materials on which the ancestors of the
Tatars recorded their texts. The runes remind us of
our ancestors’ Orkhon-Yenisei writings. In this
panel, R. Shamsutov uses the technique of clay and
engobe paints when working with ceramics.

The second part takes us to the Arabic script.
The brilliance of blue smalt immerses us in the Is-
lamic period. The color scheme corresponds to the
symbolism of spiritual wealth, and the smalt tech-
nology testifies to the high level of artistic skill of
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that time. Arabic-Muslim decor represents the
sumptuous art of ornament and calligraphy.

The central image is an enlarged fragment of
the Arabic letter, a part of the Arabic script used in
decor as an element of a flexible ornament. The
scale of the work demonstrates that the time of Ar-
abic alphabet was a huge period in the history of
our writing, which constitutes the basis for the de-
velopment of national culture. It is possible R.
Shamsutov strove to artistically convey the princi-
ples of calligraphy as an art. Prominent calligra-
pher Abu Ali Muhammad ibn Ali ibn Mukla (866-)
was the creator of the script that is considered the
giblah of calligraphers. He invented 5 principles
for organizing Arabic writing:

1. Mind the endings of the letters.

2. Pay attention to the proportions of the let-
ters.

3. Distinguish between geometric shapes in re-
lation to their horizontal, vertical and circular mo-
tion.

4. Focus on thin and thick lines.

5. Maintain firmness and ease moving the
kalam, there should be no jitter of the kalam.

In this fragment, the artist used the technique
of mosaic, smalt.

Compositional accents and metaphorical fig-
ures are striking in the triptych. In particular, the
triangle: black in the first panel, gold in the second,
black-red-white in the third. Thus, the artist em-
phasizes the dramatic nature of the transformations
in national culture. The triangle is often used in or-
namentation. It is noteworthy that the Arabic rune
is a triangle with white signs. The triangle is al-
ways black and the rune is white. Each Arabic rune
corresponded to a particular letter of the alphabet.
Moreover, the letters were not fully written, but
were given in scraps. At the same time, R.
Shamsutov’s triangle motif refers us to Islamic ar-
chitects who, using two connected triangles, built
an ellipse and created the domes of their buildings.

In our opinion, it is not accidental that the
shape of the panel is square, it refers us to the
square Kufic style, allowing us to create composi-
tions based on structural forms of letters. Square
Kufic was an interesting precursor to pixel art, alt-
hough it was originally composed of bricks and
tiles used in architecture.

For the artist, the period of creation and exist-
ence of the TASSR is associated with the birth of a
whole galaxy of national intellectuals, striving to
prove the originality of Tatar culture and its devel-
opment in the future. In a historical context, the
triptych “The History of the Tatar Written Lan-

guage” acquaints us with the history of our state-
hood from the era of Tiirk-El (Turkic runes) to the
time of the Bolgar state creation on the Volga, the
adoption of Islam (Arabic script) and the TASSR.
R. Shamsutov showed the capabilities of national
art not only in terms of content, but also in terms of
form, technique and the variety of materials used.
The triptych is another proof of the originality of
national culture, its competitiveness in the present
and the development prospects in the future. We
are, we have always been and we will be Tatars ...
We have something to share with the Universe. We
have our own distinctive mark in world culture.

Solar  energy radiates from  Anvar
Sayfutdinov’s painting “My Mother”, in which the
artist pays tribute to his native land. The key idea
of the picture is rooted in the conceptual metaphor
“the Motherland”, which was developed in Soviet
culture. The origins of this image are in the myth
of the 1930s: “Stalin’s Falcons”, based on the text
of a greeting telegram sent by the top leadership of
the USSR to the Chelyuskinites and the first He-
roes of the Soviet Union on April 14, 1934. “We
are glad that you have justified the best hopes of
the country and turned out to be worthy sons of our
great Motherland”. “As an affectionate mother, the
country followed the flight of her sons, rejoiced at
the success of the pilots with a hope to hear from
them ... As gasoline fuels the engine of an airplane,
so the hearts of the pilots were nourished by the
miraculous power that the Motherland sent them”.
These are the lines from the editorial of the Pravda
newspaper [Gunther, p. 125].

In his painting, the artist includes the poster by
I. Toidze “The Motherland Calls!” created at the
beginning of the Great Patriotic War, where the
image of the Motherland was marked by visualiza-
tion and personification. In this way, Anvar
Sayfutdinov achieves the tangibility of the Mother-
land image developed in the picture. Owing to
male portraits, the artist adds masculinity to his
work and the Motherland becomes the Fatherland,
whose history interines the history of the TASSR.
The multinational image of the Motherland is
formed due to the gallery of female portraits. Here,
the national costume plays an important role in the
image decoration.

Anvar Sayfutdinov’s painting is very decora-
tive. The painting “My Mother” is a composition
made from fragments of family memories (the im-
age of a family album), woven, thanks to the image
of the mother, into a single whole. Anvar
Sayfutdinov has brought the private biography of
his mother (youth, marriage, motherhood, old age)
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into the historical context of the Big Country. The
family story is told through photographs. The 100"
anniversary of our republic is presented through
the images of the coats of arms, i.e. state symbols.

Figured and patterned pillars refer us to the im-
age of the Homeland, which the artist associates
with the warmth of a mother’s affection, hospitali-
ty and an abundance of gifts from his native nature.

The portrait of a child on a home rug is perme-
ated with autobiographism. This image adds a new
context in comprehending the Homeland image in
the picture. In the Homeland, according to the art-
ist, the family principle dominates. The key ele-
ment of the picture is the leitmotif of the circle,
which is conveyed by the images of a home rug, a
sunflower, pies and a coat of arms, referring the
viewer to the idea of domesticity. The painting by
Anvar Sayfutdinov strikes our imagination with its
richness and the riot of patterns, through which the
images of people, events and feelings show.

Among the works, presented at the exhibition,
Grigory Eydinov’s work “The Birth of Energy”
stands out for its monumentality. Grigory Eydinov
is an Honored Artist of the Russian Federation,
Honored Art Worker of the Republic of Tatarstan,
laureate of the Baki Urmanche award, laureate of
the State Prize of the Republic of Tatarstan named
after G. Tukay, as well as the awards of the repub-
lican media community “The Crystal Pen” and the
international award “TURKSOY”. The artist’s
works are stored in the funds of the State Museum
of Fine Arts of the Republic of Tatarstan, the mu-
seums of Elabuga, Kirov, Kasimov, Canakkale and
Ankara.

The traditions of Soviet monumentalism domi-
nate in the painting “The Birth of Energy”. The art-
ist managed to create a surprisingly emotional and
sensual image of our republic, whose flourishing
development is associated with the achievements
of the oil industry and the energy of labour. At the
same time, the production style of the work takes
the audience back to the 1920s, the time of the
TASSR creation. The spirit of industrial romanti-
cism with the deification of technology (oil rigs,
oil pumps) and the working man dominate in the
picture. The artist exploits poster images under-
standable to everyone: the image of an oil rig be-
comes structure-forming. The artist resorts to the
contrast of blue and yellow colors to emphasize the
strength of working people who transform nature.
The oil rig acquires a metaphorical meaning in the
picture - it is a thermometer that determines the
degree of well-being in the republic. In 2021,
Grigory Eydinov was awarded the State Prize of

the Republic of Tatarstan named after G. Tukay for
the creation of his graphic series “Oil and Time”,
“The Kazan Album”, “The World of the Tatar
Fairy Tale”, “Kazan Secrets” and the artistic de-
sign of the book “The Tatar World”.

Results

Our article does not provide an exhaustive
analysis of the works presented at the exhibition.
We shared our impressions of the works that left
an indelible mark on our souls.

It was not by chance that the organizers chose
the opening date of the exhibition, timed to coin-
cide with the 100" anniversary of the republic. On
September 26, 100 years ago, the Constituent Con-
gress of the Soviets of the TASSR was held in the
building of the contemporary theater named after
Tinchurin (in 1920 it was “Krasnoarmeisky Pal-
ace”). The permanent bodies of power were creat-
ed - the TatCEC and the Council of People’s
Commissars. Each of the exhibition participants
implemented their individual vision of the TASSR
anniversary and made their contributions to the
sacralization of the republic’s history in their
works. The triumph of the Tatar statehood in the
creative works of various genres is depicted with a
peculiar compositional structure. 1 would like to
believe that the practice of state orders for cultural
workers, restored in the year of the TASSR anni-
versary, will continue in the future. Each genera-
tion of creators, thanks to state support, should
make its own contribution to the fund of works de-
voted to significant events in the life of the Repub-
lic of Tatarstan.

Conclusions
The works presented at the exhibition allow the
viewers to be a part of the historical process, to
comprehend its national originality and to realize
the creators’ belonging to a certain aesthetic com-
munity.
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100-TETUE TACCP CKBO3b I[TPU3MY BOCHPUATHUA JEATEJIEN
COBPEMEHHOTI'O UCKYCCTBA

Muieyma Myxamer3ssHOBHa Xa0yTANHOBA,

Kazanckuil ¢penepanbHblii YHUBEPCUTET,
Poccus, 420008, r. Kazans, yn. Kpemnesckas, a. 18,
mileuscha@mail.ru.

B crarbe aHanu3upyOTCs MPOU3BEACHUS JIEATENCH UCKYCCTBA, TIPE/ICTaBICHHbIE Ha BricTaBke Xy-
JIOKECTBEHHBIX PabO0T, OTPAXKAIOUIUX 3HAYMMOCTh COOBITHH, CBS3aHHBIX C HCTOpHEW 0Opa3oBaHUs
TACCP (26-30.09.2020). ITobequtensiMu KOHKypca Ha IIpaBo MOIydeHHUs rpanTta KabuHera MUHHCT-
poB PT cranu untepreproe nmanno Hawmmm KyMBICHUKOBOM «ANTBIH KOI» («30J10Tast MITHIIAY), TPHII-
tux Pycrema IllamcyroBa «Vcropus TaTapckoil MUCBMEHHOCTH», KapTuHa AHBapa CaldyTauHOBa
«Mos mamay, Tpuntux Mapunsl CamakaeBoit «Haponnoe rynsaue B Kazanu», kapruna ®@aputa Ba-
nuyiuiiHa «3akiaaka kamHs bonrapckoil akamemun uciamay, kaptuHa ['puropus DitnunHoBa «Pox-
JICHHE SHEPTUI» U Jp., a TAKXKe CKYJIBNTYPHBIE KOMIO3UINH Ajekcanapa JpeBcsaankosa «[ abmymna
Kapuesy, Pycrama ["'ab6acoBa «Xymoxauk». Llens nccnemoBanus — BRIIBUTH CIENU(PUKY UCTOPU3MA

XYHAOXHHUKOB — YYaCTHUKOB BBICTaABKH.

KuroueBble ciioBa: PecniyOnuka TatapcraH, Tatapsl, s)xuBonucsk, oouneit TACCP, uctopusm.

Beenenue

B nensx ¢popmupoBanust poHIa IPOU3BEACHAN
JTUTEepaTypsl M HCKYCCTBA, OTPa)KaroOIIUX 3HAYH-
MOCTh COOBITHIi, CBS3aHHBIX C HUCTOpHEW 00pa30-
Banuss TACCP, u B mpegaBepuu Ipa3gHOBAHUS
100-nerus obpazoBanuss TACCP Kabuner muHU-
ctpoB PT yupenun rpantsl B HOMUHANUAX «Jlure-
patypa», «My3bIKallbHOE UCKYCCTBOY, «300pa3u-
TEJIbHOE UCKYCCTBO», «/ICKyCCTBO pa3HbIX KaHPOB
JUtst ieTeiiy». MI3BeCTHO, 4TO Ha KOHKYPC BBIIBUHY-
JI1 CBOM TPOEKTHI 24 nesTensi COBPEMEHHOTO HC-
kyccTBa. 26-30 centsa6ps 2020 r. B Tarapckom ro-
CyJIapCTBEHHOM TeaTpe IpaMbl U KOMEAWH HUMEHHU
Kapuma TrHYypuHa 3pUTENH MOIYYWIA BO3MOXK-
HOCTh ITO3HAKOMHTBHCS ¢ paboTaMu moOeauTeneit
3TOro KOHKypca.

Bce pabothl, mpencTaBlIeHHBIE Ha BBICTABKE,
ornmuaer ucropusM. Bemen 3a B. O. Kucynsko
[I0J1 UICTOPU3MOM MBI IOHUMAEM «CaMOJOBJIEIOIIEE
CTpEMJICHHE XYIOXXECTBEHHOTO CO3HAaHHS K BOC-
MIPOM3BENIEHUIO COOBITUH MHHYBIICH HWCTOPHUI

[B3auMoCBsI3b UCKYCCTB..., . 17], a o1 HCTOPHU3-
MOM MBIIIUIEHUSI — «CIIOCOOHOCTh WHAMBHIyYMa
WU TPYIIBI JTIOACH aHATIW3UpOBAThH U HMHTEpIIpe-
THPOBaTh (aKT, COOBITUE, SBJICHUE U T. J., Pa3BU-
THE KOTOPBIX 00pa3yeT WX UCTOPHIO B BHUJE CUCTE-
MBI CMEHSIFOIIUX JAPYT Ipyra BO BPEMEHU U TeHe-
THUYECKH B3aMMOCBSI3aHHBIX JJIEMEHTOBY» [JIydKuH,
c. 32]. Lenp Hamiero HCCICIOBaHUS — BBISBUTH
crierduky xKoHmenuuu odpaza Poguasr — TACCP
— B paborax xynoxxHnkoB Hanmm KymbeIcHHKOBOI,
AnBapa CaiipyraunaoBa, Pycrema IllamcyTosa,
I'ernangusa DWanHOBA.

MeTtoasl
[Ipu paccMOTpeHUM BBICTABOYHBIX PAa0OT MBI
WCTIIONB30BAINA (hOPMATbHO-CTHIIUCTUYECKUAN, Tep-
MEHEBTHYECKHNIT METOAbI aHAJIN3Aa.

O6cy:kaenne
Ha BwIicTaBKE OBUTM TPENCTABIEHBI WHTEPHEP-
Hoe manHo Hammm KymMbICHUKOBOW «ANTBIH KOIDY
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(«3onoras ntunay), tpuntux Pycrema [llamcyroBa
«/cTopusi TaTapcKo NHUCBMEHHOCTH», KapTHHA
AnBapa CaitbpyrnunHoBa «Mosi MaMay, TPHITHX
Mapunst CamakaeBoit «Hapognoe rynsuue B Ka-
3aHu», KaptnHa Papura Bammymmmaa «3akimamka
kamMHsi bosrapckoil akajgemMuu uciamMa», KapTHHa
['puropusa DitnunoBa «PoxaeHue SHEPTUU» U Ip.,
a TaKXXe CKYJIBITYpPHbIE KOMITO3UIMHN AJEKcaHapa
HpeBcaannkoBa «l'abmymna Kapues», Pycrama
I"ab6acoBa «Xym0KHHAK.

3arnaBHOW PaOOTON BBICTABKH CTajl0 MHTEPb-
epHoe maHHo wieHa Coro3a XynokHUKOB Poccun B
PT, HaponHOro XynoXHUKa U 3aCIYyKEHHOTO Hesi-
Tens uckycctB Pecybnmku Tarapceran, naypeara
npemun Munucrepcrsa KynsTypsl PT um. b. Vp-
manue Hannn KyMbICHUKOBON «AJTBIH KOII», BbI-
MOJJHEHHOE B TEXHUKE KO)kKaHOW Mo3zauku. Ilupo-
KyI0 W3BECTHOCTH TOJIyYHIIM Takue padoThl Xy-
noxuunpl, kKak «l[Itumen» (2003), «/lpeBo wmc-
kycctB» (2006), cepus KOXKaHBIX CyMOK, TOCBS-
menHas 1000-netuto Kazanu. Pa6oter Hanmm Ky-
MBICHIKOBOH XpaHATCS B COOpaHMSX raiepei, Mmy-
3eeB Poccun u 3a pyoekom.

Kak ormeuaer uckycctBoBen ['y3ens Baneesa-
CyneiimaHoBa, = WHTepeC K  JEKOpPaTUBHO-
MNPUKIAJHOMY UCKYCCTBY Y XYAOKHULBI MPOCHYJI-
cs B Havane 1990-x rr. [lepBoit paboToii, B KOTO-
pOli OCHOBHOH XYHOXKECTBEHHBIH S(QPEKT AOCTH-
rajcsi pPa3BEpHYTOM KOMIIO3ULIMEH OpHAMEHTAa,
CTall0 HACTeHHOE MaHHO «BpemeHa roma» (1995).
«B uBeropsix kommno3unusx H. KymbeicHukoBa 00-
pauaeTcs K TpaaulusIM KOKaHOW MO3auKU MEPUOo-

na ee pacusera: koHma XVIII — cepemunbpr XIX
BeKa, UCHOJb3ys MOHOXPOMHBIC  IIBETOBBIC
coueTaHus, TNPUOIMKAsT HMX K  OTTCHKaM

NPUMEHSIBIIMXCS B CTapUHy  PacTHTEJBHBIX
KpacuTenei», — cuuraer ucKycctBosen [. Banee-
Ba-Cyetimanosa [Koxxanast mo3awka, c. 10].

Opno n3 nmanHo H. KymbIcHHKOBOI ykpariaeTr
BecTHOIOIb MuHnuctepcTBa KynsTypbl PT. «Cru-
JM30BaHHBIE MOTHBBI CUMMETPUYHOTO TMaHHO, MX
TpaJWLMOHHAsA CUMBOJIMKA: MTHUI[A C paclpocTep-
TBIMUA KpPBUIBSIMH, JIETSINAas HABCTPEUY COJHILY,
MapHBIE NTHIBI CYACThHS, PACTIONOKHUBIIUECS Y OC-
HoBaHUs J/IpeBa )KM3HU, MOTUB TIOJIbIIAHA M JIPYTHE
— OTpaXaroT HapoIHYIo (uiocoduio NOHUMAaHUS
Mupo3aanusi» [Tam xe].

B unTeprepHoM maHHO «ANTHIH Ko («30710-
tas ntuna») (2020) B30p XyI0KHHILBI yCTPEMIIEH B
MHU}OIOrHIecKoe MPOLUIOE TaTAPCKOTO Hapona. Y
TIOPOK €CTh JIET€HA O JIFOIX-TITHIaX — OTTOJIOCOK
«ITHYBETO TOoTeMu3May. COTIacHO TMOBEPHIO, JIO-
11 Bennkoro Tiopkckoro ans (rocynapcTsa) ObUTd
MOTOMKaMHU JIIOJIEH-TITUI] U3 CTPaHbl 0€3001a4HOr0

cuacThsl ¥ pagoctH. OOpa3 5TOW MTHIBI yBEKOBe-
YeH IpeaKaMy Ha HAIOOHOM YacTH yKpaIleHHs To-
nosHOTO yoopa Kromp-Ternna, conpasurenst buib-
re-Karasa.

[larHO 3acTaBMIO BCHOMHHUTH OECCMepTHBIC
CTPOKM OPXOHO-€HHUCEMCKHUX HaJINUCeH, co3daH-
HBIX B IMEpUOJ OOpa30BaHUS MEPBOTO TIOPKCKOTO
rocynapcta. «HeOomonoOHbIH, HEOOM pOXKICH-
HBIN TIOPKCKHWH KaraH, s HeIHYE cell (Ha MapCcTBO).
Peur MOIO MOTHOCTHIO BEICTyIIANTE (BBI), HAYIIHE
32 MHOIO MOM MJIaJIIINE POTUYN U MOJIOJACKD, (BBI)
COIO3HBIC MOW IUIEMEHa W HapOoABl... cobpanm (i)
MOTUOIINH, HEMMYIIUH HapoJa, HEUMYIIUH Hapo.
caenan OoraTbIM, HEMHOTOYHMCIICHHBIH Hapo[ clie-
Jam MHOTOYMCIICHHBIM... Ja HE MOTMOHET Hapoj
TIOPKCKHIA, HAPOJIOM IyCThb OYIET...», — C TaKuM
oOpamieHneM BBICTYNHJ bunbre-xaran (UMT. 10:
[Marog, c. 33)).

Takum o6pazoMm, «AnteiH ko H. KymbeicHH-
KOBOHM HeceT B cebe WO TOCYNapCTBEHHOCTH,
WJCI0 CO3/IaHMsl CTPaHBl CHYACThs AJsl Tatap. Xy-
JIO)KHUK 4epe3 KOKHYI0 MO3auKy MOTYepKHBACT
HaIMOHAIBHOE CBOeOOpasme co3maBaeMoro obpasza
rocynapcrBenHoctH Tatap. H. KymbicHukoBa me-
peocmbicnuBaeT 00pa3 mrumpl CuMmypr, KoTopas
JKAJIa Ha BEpLIMHE MUPOBOro ApeBa-baiiTepex
(«becena  mTHIY). Y XYIOXKHUIBI  NTHIA-
rOCYJapCTBEHHOCTh €CTh OCHOBa MHUPOBOTO JIpeBa,
ocw Mmpa Tartap. PackuHyBIIHMecS BETBH 3TOTO
JIpeBa C MEHTPOM B BHJIE XyJI0’)KECTBEHHO J0pado-
TaHHOTO 00pa3a TPUIUCTHHUKA U3 OyIrapcKkoro op-
HaMEHTa HECyT B ce0e, C OJTHOW CTOPOHBI, IO
MIPOIBETAHMSI, C JPYTOH — CHMBOJH3UPYIOT JIFO-
00Bb K poJHOH 3emiie. B LleHTpe maHHO — y30p B
BUJIE MYJIbCHPYIOIIETO CEPALIA.

B To ke BpeMs MOTHB TPHIIMCTHHKA HECET B
cebe wmpero ucropmsma. CMeeM NPEAINOTIOKHTE,
YTO XYIOKHUK Pa3MBIIIIET Yepe3 KOMIO3UIHIO
MaHHO O CYIIHOCTH TOCYAapCTBEHHOCTH TaTap.
MotuB TpunuctHuka no3possier H. KymbicHuko-
BOW BBIPAa3UTh HJICIO MMPEEMCTBEHHOCTH B MPHHIIU-
nax TOCYAapCTBEHHOT'O YCTpPOWCTBa TaTap, yKiajaa
WX KU3HHU. TPUIMCTHHUK TOy0Oro LBETa OTCHUIAET
Hac K Tropk-Onb, HeOECHBIM TIOpPKaM. 30JI0TOH
TPUJIMCTHHUK — K 30JI0TOMY BEKy TaTap, CBS3aHHO-
My c bymrapckum rocymapctBom u KazaHckum
XaHCTBOM, HacleAHUKOM 30J10Tor Opbl, KpacHbII
TpuucTHUK — K TACCP, poxneHHOW Ha BOJIHE
pesomonnu. O6pa3 crpaHbl-cafa — K PecnyOnuke
Tarapcran, cTpaHbl Tarap, JAOCTHUIIIEH pacuBeTa
nocye mojanucanus Jleknaparyun o TocyaapCcTBeH-
HOoM cyBepenutete (30 aBrycrta 1990 1.).

O06pa3 nTuubl ANTBIH-KOLI HECET B ceOe HIeto
noJjieTa — TMPOSIBICHUS] O0KECTBEHHOW CYIIHOCTH.
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3TO OAMH U3 CaMBIX KPacHUBBIX y30pOB, OJM3KUH K
300MOP(HBIM OPHAMEHTAM JIPEBHOCTH.

[IpuBriekaeT BHUMaHWE TPUIITHUX 3aCITy’KEHHO-
ro npesarenst uckyccts PT (2014), kanmuaara wuc-
KyCCTBOBEJIeHHsI, Jlaypeara PecmyOnmMkaHCKOH
npemun uM. b. Ypmande (2016) Pycrema Illamcy-
ToBa «Mcropus Tatapckoil muceMeHHOCTHY. Cama
ujiest He HoBa U POJWIIach B pyciie TBOPUECKHX IO-
WCKOB M HapabOTOK XyAOKHHKA, CO3aHHBIX B TIO-
cleTHee JECATIIIETHE.

B 2010 r. Pycrem IllamcyTtoB ydacTBOBal B
pa3paboTke KoHIENnuuu My3es TIOPKO-TaTapcKOH
nmuceMeHHOCTH (pyk. K. MunnymuH). K coxane-
HUIO, IPOEKT TaK U OCTAJICS HEpealn30BaHHBIM. B
2014 r. ynaua Obuta Ha cropone P. lllamcyTtoBa, u
OH CMOT pealln30BaTh CBOM HIEH MPH CO3JaHUU
nanHo «HMcTtopust TaTapcKOl MUCBMEHHOCTH
(L=25 m, h=2,5 M.), KOTOpO€E yKpaIllaeT MHTEPhEP
LIKOJBI B TOocesike ropoackoro tuma borateie Ca-
Ob1. IIpoekt OBUT peanu3oBaH TIPH TOIEPIKKE
®onna Mcemanna AxmeroBa. B 2015 rony cepus
kepamudeckux nanHo P. [llamcyroBa Oblima ymo-
croena IIpemun MunucrepcTBa KynbTyphl Pec-
nyonukn Tatapcran umenun baku Ypmanue B HO-
MuHaiuu «JlexkopatuBHoe nckyccTBo». B 2014 ro-
Iy Hadamach pa3paboTKa KOHIENIMH TeMaTHde-
CKOH dKcro3uuuu Mysesi Gonrapckoll IUBHIN3a-
UK O]l OTKPBITHIM HEOOM, MOCBSILIEHHOW HCTO-
pHUH TIOPKO-TaTapCKOW MHUCHBMEHHOCTH, KypaTOpOM
mpoekra cran Mactutyr ucropum umenwm LI
Mapmkarau AH PT (cm. nozp.: [Caduymimna-Ajb
Ancu, 3amaneraurosa)). K coxaineHuo, 3ToT mpo-
€KT TaKKe He ObLT JOBEICH 0 KOHIIA.

Kax nam kaxercs, P. [llamcyToB B HOBOM CBO-
el paboTe pa3MBIILIAET HE CTOJILKO 00 3Tamnax Ta-
TapCKOW MHCHMEHHOCTH, CKOJIBKO O HAI[MOHAIb-
HBIX TEHJICHIUAX B Pa3BUTHH KYJIBTYPHI B IIEJIOM, a
Takke 00 OCOOCHHOCTSIX Pa3BUTHSI MCKYCCTBA B
1917-1932 rr. XyJOOXXHUK CTPEMHTCS BBIPA3UThH
CBOE OTHOIIICGHHWE K IIeJIOMYy OJTally B HCTOPUH
TaTapcKOro Hapoja, CBS3aHHOMY C CO3JaHHEM
TACCP. Hcnonb3oBaHue KOHTPACTHBIX KpPAacoK
CBUACTEIBCTBYET O  €r0  HEOJHO3HAYHOM
OTHOLIEHUH K 3TOMY niepuony. Jdns P. Ilamcyrosa
3TOT TEpPHOJ AaCCOIMHPYETCS HE TOJIBKO C
OoOpeTeHHsIMH, HO W  KaTacTpOo(UUECKUMH
MOTEPSMH, CBA3AHHBIMH C YTPATOil HaIllMOHAJIBHOM
camoObITHOCTH. KpoMe Toro, XymoKHUK MpOKIIa-
IBIBACT MOCTHK B Oynyliee, TOKa3blBasi aKTyallb-
HOCTh HallMOHAJIEHOT'O UCKYCCTBA, JEMOHCTPHUPYET
CBOHM aHTHTIOO0ANMHMCTCKUM HacTpoil. CMero mpen-
MOJIOKUTh, YTO TPUNTHX Jy4Ille MOHATH, €CIH C
HUM 3HAKOMHTCS C... KOHIA, KaK IPYU YTEHUH KHUT
Ha apaOckoMm. ApaOCkoe MHUChMO pacIojiaraercs

crpaBa HaJleBO, TO €CTh OHO, KaK CUMUTAETCsI, BO3-
Bpawiaercs u3 ceprl AEATEIbHOCTH K CEpPALLY.

B3op cosnmarens Tpuntuxa oOpaiieH KO Bpe-
Menu cozpanust TACCP. B ucropum TaTapckoro
HCKYCCTBa 3TO MEPUOJ paclBeTa TaTapCKOro KOH-
CTPYKTHBU3MA. XYyNOXHHUK IpeAjaraerT Ham IO-
pPasMBILUIATE O TpPEATeYax 3TOT0 HCKYCCTBA.
OueHb Kallb, YTO CO3/JATEIH BBICTABKU pa3OHIIH
TPUIITHX Ha YacTU U PaccTaBHIIM PabOTHl HE BMe-
CTe, TaK KaK 3TO MEUIAE€T BOCHPUSTHIO, JIUILNACT
paboTy LEIOCTHOCTH, Pa3pylias KOMIIO3HIIHIO.

OueBuAHO, YTO TPEThs YacTh «JlaTHHMIIAY OT-
ceutaet Hac k paboram @. X. TarmpoBa u €ro 3Kc-
MEepUMEeHTaM B 00JacTH KHIDKHOW Tpauku. DTO
ObUT OOMH M3 BEIYLIUX COBETCKUX TpaduKoB
1920-1930-x rr., opranuzarop mipudTOBOrO Aema.
®. X. TarupoB OBUT CTOPOHHUKOM JIATWHH3AILIWH.
OH BBIMYCTHJI KHIXKKY-packpacky «Hama a30ykay.
@®. X. TarupoB 3aJ10KUJ OCHOBBI COBPEMEHHOTO
XYI0KECTBEHHOT0 0()OpMIICHHSI TATAPCKON KHUTH.
P. IlamcyToB oOpalaeT BHHMaHHE Ha CHUCTEMbI
MKCHbMa, KOTOPBIE HCIOJIb30BaId TaTtapsl B 1920-¢
IT., 1 Ha OyKBBI, KOTOPBIC SIBJISAIOTCS OTIMIUTEIIb-
HOW 0COOEHHOCTHIO TaTapckoro andasuta. [lepuoa
apaOCKON MUCHbMEHHOCTH JJIHIICS BOCEMb BEKOB, H
TonbKO B 1927 rony, nmocne BxoxxaeHus: TaTtapcra-
Ha B coctaB Coerckoro Coro3za U ropayux AMC-
Kyccuil 00 OOHOBJIEGHUM SI3bIKA, OQUIHATBHBIM aJl-
(aBuTOM OBLT OOBSABIECH sHANMH(] — MUCEMO HA OC-
HOBE JIATHUHULIBI. PEBONIOLIMOHHBIN HACTPOl CTO-
POHHHMKOB CMEHBI apaOCKOro ajdaBnTa u mepexosia
Ha jJatuHuLy B pabote P. lllamcyroBa nepenaercs
yepe3 KOHTPACTHYI0 T'aMMy KpacHO-O€JbIX, Kpac-
HO-4epHbIX 1BeToB. CMeHa andaBuUTOB OOEpHY-
nack karactpooil Ui TaTapcKoro Hapoja, Tak
KaK TaTapbl ObUIM Ha AECSATHJIETUS OTIYYEHBI OT
COKPOBHMUIHMIBI TIOPKCKOH KYyJIBTYpPbI, OT CBOUX
kopael. K coxanenuro, 3T morepu He ymaercs
KOMIIEHCHPOBATh M TOHBIHE, YTO OOBSICHAET BCIO
YYZOBHUIIHOCTh CHUTYallMM, B KOTOPOH OKa3ajach
CerofiHs HalMOHAJIbHAS KyNbTypa, TaTapCKUl
S3BIK.

HosaropctBo @. X. TarnpoBa Kak XyJOKHUKA
COCTOSJIO B TOM, YTO OH MPOJIEMOHCTPHPOBAI BCE-
My MHPY BO3MOKHOCTH MYCYJIBMaHCKOTO HCKYC-
cTBa. XyIOXHHUK-TpaQyK HArJIAAHO MOKa3al, 4To
TaTapckas (MycyJbMaHCKas) rpaduyeckas Tpaau-
st GopMalbHO HE MPOTHBOCTOUT KOHCTPYKTHU-
BU3MY, OTKPBITa U1 HOBOT0. JTO BO3MOXKHO OJia-
rojapsi TOMy, YTO B €€ OCHOBE JIGKHT He (urypa-
TUBHOE pucoBaHue, a nMeHHO wmpudr. Kak us-
BECTHO, Y KOHCTPYKTHBHCTOB MIpU(T mpeodiaman
Hajx u3oOpakeHneM. B kypuueckoMm mmceMe Bce
OBIJIO TOCTPOEHO HA CTPOTHX MPSMOYTOJIBHBIX
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XUTPOCTIJIETEHUAX, KaK U Y OPTOJOKCAIBHBIX KOH-
CTPYKTHUBHUCTOB. Bce 3T0 MO3BOIMIIO EPEHECTH Ha
BOCTOYHYIO ITOYBY HOBBIE IPHHIUMBI. PeBomonus
B COLIMAIBHOM JKU3HH OOEPHYJIACh PEBOJIIOLUEH B
uckycctse. P. IllamcyToB 3amedatsen B CBOeH pa-
00Te MOCTHMKEHUS TAaTapCKOI'0 HCKYCCTBa Ha 3ape
co3nanusi TACCP, xorga TaTapbl cymMenu CKa3aThb
HOBO€ cyioBO B nu3aiiHe KHuru. @. X. Tarupos
OBIT TTMOHEPOM TaTapckoro am3aitHa. B To ke
BpeMsa P. IllamCyTOB akLEHTHMpyeT BHUMaHUE Ha
eme ogHoi nate — 1932 rozge, koraa ObLT yupek-
neH Coro3 COBETCKMX XYJIOKHHUKOB. B odopmite-
Huu P. IIlamMCyTOB HCNONB30Bal TEXHUKY INIa3yp-
HOH pOCIIUCH.

[lepBrie nBEe 4yacTH TPUNTHXA, MOCBSILECHHBIC
pyHaMm u apaOCKOM BsI3M, IEMOHCTPUPYIOT, Ha HAalll
B3IJIS1/I, MEPBOMCTOKH OTKPBITUH TaTapcKoro Xy-
JO’KHUKA-KOHCTPYKTHBHUCTA.

[lepBas gacTh mpeacTaBIseT cOOOH TIUMHIHYIO
KHUT'Y pyHH4YecKuX Hanamucei. [lacrenbHble opaH-
KEBO-KOPHYHEBBIC OTTEHKH, BHIOPAHHBIC ISl ATO-
ro MepHoja, HATOMHUHAIOT O TJIMHE U KaMHSX — Ma-
Tepuanax, Ha KOTOPBIX MPEIKU TaTap (HUKCHUPOBa-
JM CBOU TEKCTHl. PyHBI HamoMHWHAIOT HaM 00 op-
XOHO-CHUCEMCKUX NMHCbMEHAaX HalIUX Ipenkos. B
sToM maHHO P. [IlamMCcyTOB HCHOJB3YET TEXHHUKY
TJIMHBI U aHTOOHBIE KPacKu MpH paboTe ¢ KepaMu-
KOH.

Bropast wacte mepeHocHMT Hac B apabCKyro
MUCBMEHHOCTb. bieck romy0oil cManbThl mOrpy-
JKaeT Hac B UcIaMCKMi nepuoi. IIBeroBas ramMmma
OTBEYAET CUMBOJIUKE AyXOBHOI'O OOraTcTBa, a TeX-
HOJIOTHSL CMAaJIbThl CBUJAETENBCTBYET O BBICOKOM
YPOBHE XYIOXXECTBEHHOT'O MacTepCTBa TOTO Bpe-
MeHU. ApaOCKO-MYyCYJIBMaHCKHHA JEKOp — pOcC-
KOIIIHOE MCKYCCTBO OPHAMEHTA U KaJIUrpaduu.

LenTtpanpHblii  00pa3 mpeacTaBiseT coOoi
YBEJIMYCHHBIH B MaciiTade (parMeHT apaOCckoin
OyKBBI, YacTh apaOCKOro MUCbMa, MCIIOIb3yEMOTO
B JIEKOpE KaK 3JIEMEHT I'MOKOro OpHaMEHTa, 3THUM
XYJOXKHUK CTPEMUTCS BBIPA3UTh MBICIH O TOM, YTO
nepuoJ| apadCKOW MUCHbMEHHOCTH €CTh OTPOMHBIH
MepuoA B HCTOPUM NMUCBMEHHOCTH TaTap, KOrja
dbopmupoBanack 0aza sl pa3BUTHs HAIMOHAIb-
HOH KYyJIBTYPBL.

Bo3moxno, P. IlamcyToB cTpeMuics mnepe-
JaTh B XYJOXECTBEHHOM IPOU3BENCHUU NPUHIIM-
el Kaumurpaduu kak MCKyccTBa. Beimaromuiics
kamurpadp A0y Amm Myxamman uOH Anu uOH
Mykina (866- ) — cozaatenb MHCbMa, KOTOPOE CUH-
TarT Kubnou xamrpados. OH u3zodpen 5 npuH-
IIUTIOB OpPTraHU3aluy apadCKOro MHChMa:

1) cuemyer cnequTh 32 OKOHYaHUEM OYKB;

2) oOpamath BHUMaHHE Ha MPOTOPIMU OYKB;

3) pasnmmyaTh reomMerpudeckre (HOpMbI OTHO-
CUTEJIBHO UX TOPU30HTAIBHOIO, BEPTUKAIBHOIO U
KpYTOBOI'O JBHKECHUS;

4) oOpamate BHUMaHUE HA TOHKUE U TOJICTHIC
JIMHUY;

5) coxpaHsTh TBEPAOCTh W HEMPUHYKICH-
HOCTh B JIBIDKCHHHW Kajnama, He JOJDKHO OBITh HU-
KaKoro JpOKaHus Kanama.

B »TOM (Qparmente XymOKHHUK HCIOIB30BAI
TEXHUKY MO3aUKH, CMaJIbTHI.

B Tpuntuxe oOpamaroT Ha cebs BHUMAaHHUE
KOMITO3UIIMOHHBIE aKIEeHTHI, (purypsi-metadopsl, B
YaCTHOCTH TPEYTOJIbHUK: YEpPHBIM B IEPBOM IaH-
HO, 30JI0TOH — BO BTOPOM, YE€PHO-KPacHO-OEIbIH B
TpeTbeM. Tak XyI0>KHHUK MOJYEpPKUBAET ApaMaTH-
YeCKUH XapakTep npeoOpa3oBaHWil B HAIIOHAb-
HOH KynbType. TpeyrojbHUK 4acTO HCIOJIB3YETCs
B opHaMmeHTe. He crout 3a0bIBaTh U 0 TOM, 4TO OY-
KBa — apaOcKas pyHa — IIPeICTaBIIIeT U3 ce0s Tpe-
YTOJIBHUK C HaHECEHHBIMH OelbIMH 3HakaMu. Tpe-
YrOJBHUK BCErJla YepHBIH, a pyHa — Oemnas. Kaxnas
apaOckas pyHa COOTBETCTBOBaja TOH WM HHOM
OykBe andasura. [Ipu 3ToM OyKBBI N300paXKaIvCh
HE TIOJHOCTHIO, a (hparMeHTapHO. B To ke Bpems
MOTUB TpeyrosbHuka y P. IllamcyTtoBa oTChUIaeT
Hac K HCIAMCKHM apXUTEKTOpaMm, KOTOphIE, HC-
MOJIB3YS IBa COEAMHEHHBIX TPEYTOJbHUKA, CTPOH-
JIY JUTATIC ¥ BBIYEPUHBAJIM KYIIOJIa CBOUX 3/1aHUH.

He cnyuaiina, Ha Haml B3IJIAl, U KBaJpaTHas
(¢opMa TaHHO, OTCBHUIAIONIAS HAC K KBaJpaTHOMY
Ky(QHUECKOMY CTHIIIO, KOTOPBIH MO3BOJISIET CO3/1a-
BaThb KOMIIO3ULMHU, HCIIOJIb3YsI OCHOBHBIE CTPYK-
TypHBIe (hopMbI OykB. Square Kufic 6pu1 uHTEpEC-
HBIM TPEIIIIECTBEHHUKOM IMUKCEIFHOI0 HCKYCCTBA,
XOTSI OH OBIJT COCTaBJIEH U3HAYAILHOTO U3 KUPIIU-
Yyel U INIUTOK, UCIIOJIb30BAJICS B aPXUTEKTYPE.

Jist XynoKHMKa TIEpUONl CO3JaHusi U OBITOBa-
Hus TACCP acconmmpyeTtcsi ¢ IEpHOJIOM POXKIe-
HUS LENOM Iuiesiibl HAMOHAJIBHOM WHTEJIUTEH-
MU, CTPEMSIIENcs JI0Ka3aTh CaMOOBITHOCTH Ta-
TApCKOW KYJBTYPHI U MEPCIEKTUBHOCTH €€ Pa3BH-
i B Oyaymem. Tpuntux «Mctopust TaTapckoit
MMUCBMEHHOCTH» B HCTOPUYECKOM Da3pe3e 3HAKO-
MHUT Hac C MCTOpUEH Halled ToCyJapCTBEHHOCTU
oT »moxu TIOpK-DOib (TIOPKCKHE PYHBI) 10 CO37a-
Hus bynrapckoro rocynapctsa Ha Boire ¢ mpuss-
tem Hcmama (apabckas Bs3p) u TACCP. P. Ilam-
CyTOB TIPOJIEMOHCTPHPOBATT BO3MOXHOCTH HAITHO-
HaJIBHOTO HCKYCCTBa HE TOJIBKO B IUIaHE COZEpKa-
HUS, HO U B TulaHe (DOPMBI, TEXHUKH, KOTJa WC-
MOJIB3YIOTCS] pa3Hble MaTepHaibl. TPHUNTHX — elle
OJTHO JTOKA3aTeNbCTBO CaMOOBITHOCTH HAI[MOHAIb-
HOU KyJIbTYpBI, €€ KOHKYPEHTOCIIOCOOHOCTH B Ha-
cTosIIeM u OyayIieM: TaTapbl ObUTH, €CTh U OYIyT,
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UM €CTh YeM IMOJIEIHUThCA cO BceneHHOH, y HUX
CBOI CaMOOBITHBIN CJIeT B MUPOBOM KYJIBTYypeE.

CoHedHOH 3Heprueii BeeT oT KapTHHBI AHBa-
pa CaiibyrauHoBa «Mosi Mama», B KOTOPOH Xy-
JIOKHUK BbIpa3WJl MOKJIOH poaHOo# 3emue. Kiroue-
Basg Wes KapTHHBI BBIPOCITA W3 KOHIIETITyalbHOU
Metadopel «PoamHa-mMaTh», KOTOpas TOIy4Hia
pa3BUTUE B COBETCKOH KyibType. McTOkH 3TOTO
obpasza cmenyer mckath B Mupe 1930-x rozos
«CTanmuHCKUE COKOJIBI», 0a3UPYIOMEMCS Ha TEKCTE
TEJerpaMMbI, KOTOPYIO BBICIIEE PYKOBOJCTBO
CCCP HampaBujIo 4eIIOCKAHIIAM U TIepBBIM I epo-
ssm Comerckoro Coroza 14 ampens 1934 roma c
npuBeTcTBUEM: «Pajibl, YTO BBl ONpaBIaId JTy4-
IIME HANCKIbl CTPAaHbl U OKA3aJKCh JOCTOWHBIMU
ChIHAMH Hamel Benmkoil Poxmnab»; «Kak HexHas
MaTh ClIeUJIa CTpaHa 3a IMOJIETOM CBOMX CHIHOB,
pazoBaiach ycrexaM JICTYMKOB U C HETePICHUEM
kKmana OT HUX cBeieHWid... Kak OeH3uWH mwmTaer
MOTOp CamoJeTa, Tak CepAlla JIETYNKOB IMHUTAINICH
TOW YyJIECHOW CUJION, KOTOPYIO cjaja UM POAUHA-
MaTe». OJTO CTPOKH W3 TIEPEAOBUIBI Ta3eThl
«IIpaBma» [['roHTED, C. 125].

XyIOKHHUK BKIIIOYACT B CBOKO KapTHUHY ILIAKAT
W. Toun3e «PoauHa-math 30BeT!», CO3MaHHBIA B
Havayie Bennkoii OteuecTBEHHOM BOMHBI, I'I€ 00-
pa3 PomuHBI-MaTepu 03HAMEHOBAJICS BHU3yallH3a-
nueil 1 nepconudukanmeii. Aupap CaidyTanHOB
JIOCTUTAET OCS3aEMOCTH pa3pabaThIBA€MOTO B Kap-
TrHe oOpa3a Pomuabl. XynoxHUK, Onaromaps
MYXCKUM (QoTonoprperam, J00aBIsieT B HETO
MyKCKoe Hayano, U PoxmHa BeIpactaer B OTum3-
Hy, B UCTOPHIO KOTOpOW BIIMCAaHA HCTOPHUS
TACCP. MHoroHanuoHalIbHbIH 00pa3 OTYU3HBI
CKJIQJIBIBACTCS M3 KEHCKHUX MOPTPETOB, B JIEKOPHU-
poBaHMH 00pa3za BaXKHYI POJIb WrpaeT Haluo-
HaJIbHBIA KOCTIOM.

JKusornmch AnBapa CaiidyTauHoBa IeKopa-
trBHa. Kommosunus kaptuHbl «Mosi Mama» co-
TKaHa W3 OTPHIBKOB CEMEWHBIX BOCIIOMUHAHHN
(obpa3 cemeitHOro anbOoMa), CIUICTEHHBIX OJiaro-
napsi obpasy marepu B equHoe 1ienoe. Aupap Caii-
(yTAMHOB BIMCHIBAET YaCTHYIO OMOrpaduio cBoei
Matepu (IOHOCTb, 3aMY’KECTBO, MATEPUHCTBO, CTa-
pOCTh) B mcTOpHIO Ooybmioi crpanbl. CemeitHas
ucrtopusi maercst uepe3 ¢ororpapuu, 100-nmerue
Haleil pecyOJuKy — dyepe3 u300pakeHue repoos,
TO €CTh IT'OCYIapPCTBEHHYI0 CHMBOJIHKY.

QdurypHsie U y30pYaThie CTOJOBI OTCHUIAIOT
Hac K 00pa3y PoauHBI-TOMa, KOTOPKIM acCOIUUpPY-
eTCS y XYJIOKHUKA C TEIUIOM MaTEPUHCKOH JIaCKH,
XJ1Ie00COIbCTBOM, M300MIIMEM JapOB POJHOU IPH-
POJIBL.

IToptper pebGenka Ha [AOMAalIHEM KOBPHUKE
MPOHM3aH aBTOOHMOrpagu3MOM. ODTOT 00pas Jmo-
0aBJseT HOBBIH KOHTEKCT B ITOCTIDKCHHE 00pasa
ponuHbl B KapTuHe. B Poaune, mo MHEHUIO Xy-
JIO’)KHHKA, TOCHOACTBYET ceMeliHoe Hayano. Kito-
YEeBBIM B KapTHHE CTAHOBUTCS JICUTMOTUB KpYra,
KOTOpPBbI HaxXOIUT BOIUIOLICHWE B oOpaszax mao-
MAIllHETO KOBPHKA, MOJCOJHYXa, MUPOroB, repoda,
U OTChUIACT 3pUTENs K HAee CEMEWCTBCHHOCTH.
Kaptura AnBapa CaliyTnnHOBa mOpakaeT Haile
BOOOpakeHHE OOraTCTBOM M OYyHCTBOM Y30pOB,
CKBO3b KOTOpBIE NMPOCTYMNAOT 00pa3bl JroAeH, Cco-
OBITHI, YYBCTB.

Cpenu paboT, mpeacTaBICHHBIX Ha BHICTABKE,
BBIJICJISIETCSI CBOGH MOHYMEHTAaJIBHOCTBIO paboTa
xynoxHuka I'puropuss OiiguHoBa «PoxxneHue
sHeprumy». ['puropuii DUAMHOB — 3aCIy>KEHHBIN
XYJLOKHUK P®, 3aCiIyKEHHBIA JEATENb HCKYCCTB
PT, naypeatr ['ocymapctBennoit mpemun PT um.

I'. Tykada, npemun uMm. baku Ypmanue, mpemuu
pecnyOJIMKaHCKOro — MeauacoodmiecTBa  «Xpyc-
TATbHOE  TMEpo»,  MEXKIYHApOIHOW  MPEMHUHU

«TIOPKCOW». TIpousBeneHust XyHOKHHKA Xpa-
HaTca B (oHmax [‘ocynapcTBEHHOTO Mys3esl HM30-
OpasutenbHbIX HckyccTB PT, myszeeB EnaOyruy,
Kupogsa, KacumoBa, Hanakkane, AHKapsbl.

B xaptune «PoxaeHue »HEpPrum» rocroj-
CTBYIOT TPaJUIIMH COBETCKOI'O MOHYMEHTaJIM3Ma.
XyIOKHUK CyMeJl CO3/1aTh YAUBUTEIHHO IMOLMO-
HAJIBHBIN ¥ YyBCTBEHHBIH 00pa3 pecryOnuKku, e
pacuBeTr accomuupyetrcs y ['eoprus DiinuHOBa C
JOCTIKEHUAMHU HE(TSIHOW OTpaciM U C dHEPreTHu-
Kol Tpynma. B To e Bpemsi NmpOM3BOJCTBEHHAS
CTHJIUCTUKA pabOThl OTChUTaeT 3puTeneit B 1920-¢
ronel, B nepuoxa co3ganus TACCP. B xaptune
TOCIIOACTBYET OyX IPOU3BOACTBEHHOIO POMaH-
TH3Ma C OOOXKECTBICHWEM TEeXHUKU (He(TSHBIC
BBIIIKK, HE(TAHBIC KAyalIki) W YelOBEKa TpyJa.
XyIOKHUK SKCIUTyaTHPYeT BCEM MOHSTHBIC IUIa-
KaTHbIe 00pasbl: CTPYKTypooOpasyloUMM CTaHO-
BUTCS 00pa3 He(TAHOHN BBIIKH. XYA0KHUK TpHU-
OeraeT K KOHTPAcTy CHHETO W JKEJITOrO IBETOB,
9TOOBI MOAYEPKHYTH CHITY JIIOJEH TpyAa, mpeodpa-
3yrommux npupoay. HedrsiHas BbIKka npruodperaet
B KapTUHE MeTaOPHUUECKHIA CMBICT — 3TO Tpajyc-
HUK, OMNpeNeNIIONMKA rpagyc Oyiaronomydusi B
pecniyomuke. ['puropuii DimnaoB B 2021 r. Ha-
rpaxJieH 3a co3zaanue rpapudeckux cepuit «Hedth
u BpeMs», «Kazanckuit ans6om», «Mup TaTapckoi
cKa3Kkn», «TalHbBI Ka3aHCKHE» U XYJI0)KECTBEHHOE
odopmienne kuuru «Tartapckuit mup» [ocynap-
creeHHol npemueit PT nm. I'. Tykas.
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PesynbTarsl

Hama crates HE mpeTeHIyeT Ha HCUYEpIIbI-
BaIOIIWI aHamN3 PadoOT, MPEACTaBICHHBIX Ha BbI-
cTaBKe. MBI MOACIUINCH BICUATICHUSIMHU OT TPO-
W3BEJIEHUI HCKYCCTBa, KOTOPHIE OCTaBWIIM B Ha-
el Aynie HeU3riaguMbli ces.

JlaTta OTKpBITHS BBICTABKH, IMPUYPOUYCHHOU K
100-neturo  TACCP, opranuszaropamMu BbIOpaHa
Hecmydaiino. 26 ceHTssops 100 jeT Ha3zam B 37aHUN
COBpEMEHHOI0 TeaTpa uMeHn Tunuypuna (B 1920
r. — «KpacHoapMelickuil 1BOpEI) ObLI MPOBEACH
Yupenurensusiid cbe3n CobetroB TACCP, cozmanbt
roctostHAbIe opranbl Biaacth — TarllMK u Coser
HapOJHBIX KoMmuccapoB. Kaxaplii U3 y4acTHUKOB
BBICTaBKU BOIUIOTHJI B CBOCH pabOTe WHAUBUIY-
anpHOe mpeacTannenne o robunee TACCP u BHec
CBOH MOCUJIBHBIA BKJIAJl B CAaKPAJIU3ALUI0 UCTOPHUH
pecnyonnku. B TBopUeckux paboTax, CO37aHHBIX B
Pa3NMUYHBIX KaHpaX, HMMEIONMX CBOEOOPA3HYIO
KOMITO3UIIMOHHYIO CTPYKTYpy, HAIJI0O OTPaKCHHE
TOPAKECTBO TaTapCKOM TOCYyIapCTBEHHOCTU. XO-
4eTcs BEPHUTh, UYTO MPAKTHKA TOc3aKas3a JesTelsM
KyJIbTYpbl, BOCCTAaHOBIIEHHAass B ToOj IoOwiIes
TACCP, naiiner npomoinkeHue u B Oynymem. Ka-
JKJI0€ MOKOJICHHE TBOPIIOB, OJiarojaps rocyaapcT-
BEHHOU MOJAEPKKE, JODKHO BHECTH CBOM MO-
CWIBHBIN BKJIaJ B co3fanue (hOHIA MPOU3BEACHUIN
0 3HAYMMBIX COOBITHUSAX B *HU3HU PecnyOnuku Ta-
TapCTaH.

BriBOaBI
Pabotel, mpencTaBieHHBIE HA BBICTaBKE, IIO-
3BOJISIIOT 3PUTENSIM OIyTUTH ce0s1 YaCTHIIEH HCTO-
PUYECKOrO MpoIiecca, MOCTUTHYTh UX HaIlMOHAJb-
HOE CBOEOOpa3me W OUIYTUTHh NMPUIACTHOCTH TOTO
WJIM MHOTO TBOPIIA K ONPEEIEHHON ACTETHYECKON
OOIITHOCTH.
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Mokanoms coHrath JMuekienspeHeH CoHraTh 9Ccopiiape Kypro3moceHs TokpauM urenen, TACCP
Te3eny Tapuxbl (26-30.09.2020) Genon Ooiine BakbIHTamapHBIH ShoMUITEH YarbUIABIPTaH SILISPE
aHanmm3nmaHa. Tarapcran PecnmyOmukacsl MuHHCTprmap KaOWHETHI TPAaHTBIH aly XOKYKbl ©4YeH
koHKypcTa Hammo KyMBICHWKOBaHBIH «AJNTHIH KOID» MHTEpbep MaHHOCH, Pectom IlloMcyTOBHBIH

«Tarap s3ybl TapuXbl» TPUITHUXBI,

OHBop ColiheTAMHOBHBIH

«OHHeM» paceme, Mapuna

CamaxkaeBanblH «Ka3aHzna xanbIk KyHen aqynapb» TpunTuxel, ©oput BonnynnunusiH «bonrap ucaam
aKaJeMUSICEHEH HUTe3 TallblH Cally» KapTHHAChl, ['puropuil ONIUHOBHBIH «OHEPIUSHEH TYYybI»
paceme h.0., mynaii yk Anexcannp [lpeBcsiHHMKOBHBIH «[abnymnna Kapuesy, Pecrom ['ab6acoBHBIH
«Paccam» cKynbNTypa KOMIO3MLUAIAPE XKUHYTO upemTe. Kypro3zmono kaTHaIIydbl pocCaMHAapHBIH
TApUXWIBIK Y3€HYAJIEreH a4ybIK/Iay THKIIEPEHYHEH MaKcaTsl OyJbI TOpa..

Ten TemeH4ddp: Tarapcran PecmyOmumkacel, Tarapmap, pacem conrate, TACCPHBIH 100wmiee,

TapUXHUJIIBIK.
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