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This article reveals the role of the avant-garde tendencies of the visual arts of Tatarstan in forming
the adaptive defending "mechanisms" of culture in the contemporary era of globalization, when de-
structive tendencies are becoming more active in peoples' lives. The individual artistic examples of the
Tatar avant-garde artists' show how the contradictions of the era of globalization and modernization
are reflected in the content and "language" of art. Much attention is paid to the social content of Tatar
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garde is considered as a component of the "median culture".
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The visual arts of the Republic of Tatarstan are
experiencing a difficult period, the difficulties and
contradictions of which arise from a number of
factors of common cultural and civilizational de-
velopment. The present stage of civilization is
characterized by the processes of globalization and
modernization, accompanied by large-scale chang-
es in the global community. Along with the posi-
tive trends the processes of globalization also have
some negative aspects and lead to an aggravation
of the contradictions of social, religious, national
and ethnic plans. Negative phenomena occur in the
spiritual life of society, human psychology, culture
and art (art commercialization, consumer

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

attitude towards it and, as a result, a decrease of the
ideological and artistic level of works) [1: 41]. The
main threat to culture, which is caused by the proc-
esses of globalization, is the leveling of national
differences and the trend towards the unification of
different cultures [2], which lead to the problem of
the survival of ethnic cultures. However, adaptive
and protective “mechanisms” of culture come into
force in the transitional periods of historical de-
velopment [3]. They manifest themselves through
the functioning of the so-called “median culture”,
the presence of which is an essential condition for
the development of a civilization.
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The concept of “median culture”, used in the
writings on culture and civilization, does not mean
“mediocre” culture! “In a certain terminological
sense”, B.S.Erasov says, “this area may be desig-
nated as the core of a culture or the central area of
a culture” [2: 144], it is like a bridge between the
elite and mass culture. The main function of the
“median culture” is that it is a synthesizing spiri-
tual core, “within it the extremes of the value ori-
entations are removed: asceticism — hedonism,
humility — willpower, one’s own — alien, sacred —
demonic, national — anti-national, proletarian —
bourgeois, etc.” [2: 144]. This very feature of the
“median culture” contributes to the integrity and
stability of the spiritual life of a society: the values
of national significance are being affirmed.

Following the ideas of R.Retfild, M.Singer and
other culturologists, B.S.Erasov notes the existence
of a “big” and “small” tradition in the structure of
the “median culture”. “The “big” tradition includes
teachings, philosophical, aesthetic and ethical prin-
ciples, where the higher knowledge, meanings and
values inherent in the civilization are expressed”
[2: 138]. In addition to knowledge, this tradition
also includes the system of symbolic means, the
“grand style” expressed in the mainstream art
forms” [2: 142]. The “small” tradition (in fact, na-
tional culture) “consists of traditions, beliefs, folk
wisdom; it is formed by customs and resists inno-
vations” [2: 139]. These traditions present different
levels in the structure of the “median culture”.
Their interaction is manifested in two ways: as a
confrontation and as a productive dialogue. In our
research, we rely on these basic concepts of the
“median culture” in the works of B.S.Erasov.

The “median culture” is formed in different
subsystems of culture, including the subsystems
representing fiction, the visual arts and music. In
terms of synergy (a general scientific discipline
that studies complex dynamical, self-organizing
systems with a high degree of probability and un-
certainty) the “median culture”. appears as a "pa-
rameter of order" (the term by G.Khaken), a bearer
of a “general rule”, a general law, a bearer of in-
formation, which it uses to communicate with the
environment as well as with its separate compo-
nents [4]. In different historical periods one or an-
other subsystem or even a particular trend in litera-
ture and art comes to the foreground as the “pa-
rameter of order” and “median culture”. In the So-
viet era, for example, the literature and art of so-
cialist realism performed the functions of the “me-
dian culture”. What direction in the post-Soviet era
art works in the “median culture”?

There may be different approaches to the study
of society culture, including the “median culture”:
from general to particular and from particular to
general. In the first case, there is the task of a full
and integrated review of the “median culture” of a
society at a certain historical stage of civilization
development as a complex dynamical (synergistic)
metasystem in the unity of all its diverse compo-
nents, structural connections and functions. In such
an integrated plan the “median culture” of the Re-
public of Tatarstan has not yet been considered in
science. Implementation of this approach will be
possible only with the help of an integrated re-
search in various fields of science. Another method
of scientific research of the “median culture” is a
“selection” of its individual component, an exam-
ple of which can identify some specific features of
the system in general. We consider the second way
as the most reasonable. We consider the avant-
garde trends in the visual arts of the Republic of
Tatarstan as components of the “median culture”
for the following reason.

The contemporary visual arts of Tatarstan rep-
resent a varied panorama of different styles and re-
alistic and avant-garde trends, which are in a com-
plex interaction. However, the main trend is the
convergence of cultural positions. The leadership
role of avant-garde trends is becoming more and
more essential in this complex and contradictory
process. They often act as a “parameter of order”,
bearing the function of the attractor which attracts
realistic movements of art. This is explained by the
fact that the avant-garde trends are an “open” art
system, the “language” of which is able to over-
come the strict canons of realist art and respond ef-
fectively to the “requests” of the modern era.

In the Tatar visual arts such modernistic and
avant-garde searches started to be called the Tatar
avant-garde. Initially, this term referred to the
works of the contemporary Tatar modernist artists.
Firstly, in the 1980s-1990s, the group of Tatar art-
ists “Genghis Khan” was formed, its members liv-
ing in the Republic of Bashkortostan (Nail Latful-
lin, Rinat Kharisov, Vasil Khannanov, Rasih Ak-
hmetvaliev, and others). The name “Genghis
Khan” is associated with the notion of “winner” in
art among the artists [5]. At the moment of their
unification this was “the union of dissimilar, fully
developed masters, which excluded the centrifugal
forces of competition and rivalry within the group”
[5: 10]. Researchers note unanimously that the rep-
resentatives of this group combine in their works
ethnic traditions, techniques of archaic stylization
and primitivism with creative principles of the
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avant-garde art of Russia and Western Europe,
transforming them in accordance with the
achievements of Islamic culture [6: 186].

In 1999, another creative association of the Ta-
tar artists — “Tamga” appeared in the Republic of
Tatarstan. Its members were Khamza Sharipov,
Madiyar Khaziev, Zinnur Minniakhmetov, Bulat
Gilvanov, Riat Mukhamedinov, Alphiya Ilyasova,
Hamid Latipov and others. With the course of
time, this union became international: the artists
from the Chuvash Republic (Praski Vitti), from the
Republic of Bashkortostan (Salavat Gilyazetdinov)
and others joined it. “Tamga” is the ancient Turkic
word that means a generic sign, a symbol. In the
introduction to the program of the group its organ-
izer and leader, Khamza Sharipov, explains its ba-
sic creative tasks: “The artists of the group work in
the style of “ethnic avant-garde”. “The characteris-
tic feature of this trend is the combination of the
global art experience with the avant-garde trends
of the 20™ century with the national traditions. The
main goal is the reflection of the world not only
through the individual, but also through the origi-
nality of the ethnic originality of vision, through
the specifics of national thinking, manifested in the
line, spot, color, rhythm, peculiarity of the styliza-
tion of natural forms, in the collective memory liv-
ing in us in the form of fundamental concepts and
archetypes” [7].

Both creative associations gained recognition
and credibility in Russia and Western Europe, par-
ticipating in numerous exhibition projects (the art
project “Khabar” (“News”) (2007), “The Wheel”
(2008), “Urman Arte” (2008) and “Stamps”
(2014)).

The creative group “Tamga” also cooperates
with the movement representing ethnofuturism in
the visual arts and literature of the Finno-Ugric
peoples. The term, the cultural and aesthetic pro-
gram of ethnofuturism emerged in Estonia, in Tar-
tu, in the late 1980s. It denotes a new way of think-
ing of the Finno-Ugric peoples, combining deep
commitment to the traditions of their culture with
the postmodern worldview [8]. In this regard, we
note that the Tatar avant-garde should not be
“bound” to postmodernism (for more inf.: [9]). But
this idea of the revival of the “roots”, the ancient
traditions of national culture is close to the artists
of the Tatar avant-garde, and this idea unites them
with ethnofuturists.

One of the conditions of the “median culture”
formation is to have a productive dialogue between
different areas and styles of art, the dialogue that
provides not only their survival in the present con-

ditions, but also mutual enrichment and further de-
velopment. The art of the Republic of Tatarstan
has been developing as a realistic method and style
for a long time, and not just because it used to exist
in the historical and artistic context of the culture
of socialist realism. The realistic style of creativity,
the realistic style of creative thinking have strong
local roots in Tatar classical literature as well as in
other arts, and they corresponded to the artistic and
aesthetic needs of Tatar society in different histori-
cal epochs. The traditions of realist art have a sig-
nificant impact on the relatively young Tatar
avant-garde. However, the role of modernist trends
increased in the art of the Republic of Tatarstan of
the late 20™—early 21% centuries. Abstracting from
the specifics of everyday life, the avant-garde art-
ists convey a picture of the world through symbols
and signs which help them express their feelings,
emotions and thoughts about the essential prob-
lems. Trying to be understandable, the artists of the
Tatar avant-garde avoid (not without the influence
of the realistic traditions) the depth of abstraction
and remain within the figurative painting. In their
works they rely on the “big” and “small” traditions
of the culture and decipher the codes of Western
European, Russian, Eastern and national art
through symbolism, mythology, archetypes of the
national culture.

For this reason, we believe, their credibility in
art increases, and the negative attitude of the ven-
erable artists —“the traditionalists” — towards them
is gradually changing. These traditionalists are of-
ten influenced by the avant-garde trends (a bright
example — the works of a classic of Tatar realism, a
national artist of Russia and the Republic of Tatar-
stan, I.V.Rafikov [10: 16-24]).

How do the artists of the Tatar avant-garde re-
spond to the challenges of the globalization era?
The works of the artists of the Tatar avant-garde
are developing in the atmosphere of tumultuous,
often tragic events that shake the world, in the at-
mosphere of resentment about the sharp social and
property stratification of society, with anxious ex-
pectations of natural disasters and concern for
“tomorrow” of the national culture. The artists are
especially anxious about such a phenomenon as the
commercialization of social and cultural activities,
which is the consequence of the spiritual impover-
ishment of society and also the loss of moral rela-
tions between people and nations. Under such cir-
cumstances the ancient archetypes and the results
of the collective unconscious revive in the artists'
perception of the world, and the symbolic images
of modern society appear on their basis. Those ar-
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chetypes are actualized, their content expressing a
threat to the existence of humanity and society.

1. Archetypal motif of the empty city

The concept of the unconscious by C.G. Jung
presents the archetypes of the Shadow (the dark,
negative half of a human psyche) and the archetype
of the Empty City (the negative form of social
community) as hazardous [11]. The Shadow arche-
type is embodied not only in the symbolic images
of the devil, werewolf and evil sorcerer, but also in
the satirical images of people of modern society.
[11]

The archetype of the Empty City is also recon-
structed in different ways: in the literal sense — as
the city left by the inhabitants due to some reason,
and in symbolic terms, the meaning of which was
aptly defined by Y.Manin: the Empty City “is the
form of a society deprived of its soul and not wait-
ing for filling, a corpse which has never been a liv-
ing body” [12: 33].

The Empty City motif (in a symbolic content)
is developed by Zinnur Minniakhmetov [9: 25-32]
in the paintings of the series “White Exhibition”
(1996) and “Good” (2006). Aesthetic appreciation
of the reality is conveyed by the artist by means of
the generalized characteristic of “the hero of time”
psychology. The concept of the Empty City has
undergone a certain evolution in these cycles,
which represents a “symbolic process”. “Its begin-
ning,” says C.G.Jung, “is almost always character-
ized as a deadlock or a similar desperate situation;
the purpose of the process is, in general, higher
consciousness or enlightenment. The initial situa-
tion is transferred to a higher level through them”
[13:302].

The main stages of the symbolic process in the
paintings of Z.Minniahmetov are the following:

a) The situation that leads to deadlock.

In the paintings of the series “White Exhibi-
tion” the city and the people living in it are de-
picted in the style of primitivism. As
S.Chervonnaya rightly noted, the Silhouettes of the
people are reminders of jugs, empty vessels of ir-
regular shape, wooden blanks [14]. The black line
delineates the contours of objects in white, which
are associated with the images of “men-blanks”.
The images are colorless, which symbolizes their
impersonality and spiritual emptiness. The artist
places these “men-blanks” in the most unusual po-
sitions in the paintings, sometimes upside down;
they are busy, gathering into crowds on the street
for some obscure reason...this free treatment of
“heroes” expresses the author’s mockery of the

“playing” relations of people in real life. The artist
condemns carelessness, a lack of spirituality, an
indifference to what is happening outside their pri-
vacy through the bizarre images of “men-blanks™.

b) The situation of deadlock.

In the series of paintings with an ironic title
“Good” (2006) the archetypal motif of the Empty
City, a city without soul, is realized in a highly
critical, grotesque plan. Z.Minniahmetov repre-
sents greed, arrogance and self-confidence of a
“character” of the time with the help of a success-
fully found method — the disclosure of a character
through the plastic of gestures (hands rest on the
body sides). The artist called this gesture the “ges-
ture of peace”, thus underlining the psychology of
the “owners” of life, which is typical and common
in modern society. One of the paintings in this se-
ries, which has the author's extensive annotation
(“This is all a huge place called earth, and where I
live”), depicts houses in a brick-red color, elon-
gated like barracks, with black roofs, black facades
or black window frames, with many closely
planted windows. It seems that a primitive beast
had crawled from somewhere and flooded the city.
There are many dissimilar people and cars in the
streets of the city. The citizens depicted in the pic-
ture are faceless characters who have dark spots in-
stead of faces. All of them have thickset figures,
feet widely apart, their hands resting on the body
sides. This “gesture of peace” is the main recurring
detail. Conventionally designated trees with black
trunks are “ousted” from the city (they occupy a
small upper corner of the picture). This is how the
artist sees the “city without soul”.

¢) Breaking the deadlock

Life-affirming mood is expressed symbolically
in the paintings of “The Joy of Being” (2009) and
“The Flowers of the World” (2009). The schematic
images are filled with “flesh and blood” in the
painting “The Joy of Being”; they are painted in
the rainbow colors of the surrounding nature. In
the center there are images of a man and a woman
(drawn in the style of neo-primitivism), but with-
out the “gesture of peace”: their arms are straight
and easy on the knees, faces and figures painted in
green, orange, yellow, purple tones. The brush-
work of Z.Minniahmetov was influenced to some
extent by the pointillism designed by the French
artist, Georges Seurat (1859-1891). This is a
“method to break each color spot into thousands of
colored specks of the main and additional colors”
[15: 66]. The lines lose their graphical clarity,
making the illusion of human dissolution in the
surrounding nature. The subtle silhouettes of the
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houses far away are also buried in the summer col-
ors. The “partitioned” color becomes the main
means of expression. The name of the painting —
“The Joy of Being” corresponds to the artist’s
worldview; his optimism is based on the anthropo-
logical understanding of life.

Some other variants of interpretation of the ar-
chetype of an Empty City as a deserted city (or a
house), abandoned by residents for various rea-
sons, have become widespread in the modern
painting of the Republic of Tatarstan. First of all,
these are the image-memories about old Bulgarian
cities devastated by invaders. The paintings by Riat
Mukhametdinov, dedicated to the Bulgars (“The
Call of Stones” 1997; “The Black Chamber”, 1997;
“The Window of an Abandoned House”, 1999),
reproduce the archetype of an ancient city through
the metonymic images and details which concen-
trate a capacious universal sense: social and na-
tional specifics are sidelined. The black chamber,
like a guardian of the century, is similar to a giant
with black socket-windows, with stone debris at
the foot, looking like hands. The painting “The
Window of an Abandoned House” shows a broken
window boarded crosswise, with the ruins of a
wooden hut inclined by the wall of the house. The
image is interpreted as a symbol of a ruined life, an
obliterated story.

The motif of the Empty City is also actualized
in the light of modern social problems (the state of
the Russian backwoods). A striking example is the
picture  “Abandoned  House” (2010) by
B.Gilvanov, which depicts a dirty, dilapidated
porch with some abandoned peasant utensils on it
(woven baskets, shovels, hoes, etc.) and the door
with a huge lock. (This is the compositional center
of the picture). All of this suggests that the owners
have left this house for a long time, perhaps, for-
ever.

In the pictures on the theme of the Kazan
Khanate history the archetype of the Empty City is
actualized as an image of "the khan Kazan” demol-
ished to the ground after the conquest of Ivan the
Terrible (Sh.Shaydullin. “Kazan”, 1989;
F.Khalikov. “Radiant Kazan”, 1999; “Kazan of the
16" century”, 1999; M.Khaziev. “The Kazan Tsa-
rina”, 2010; “The Oriental City”, 2008, etc.). Many
artists have a desire for the fantasy “replenishment
of the emptiness” of the ruined city, for the artistic
reconstruction of its initial appearance. “Vivid ar-
tistic imagination, overturned into the past, ” says
S.Chervonnaya, “is inextricably interwoven in the
works of such type with the avid interest of the art-
ists for the exact, meticulous details of the national

history, which were reconstructed with archaeo-
logical care, especially in everything that relates to
its Islamic coloring” [16: 47]. As an example of
such an art historical reconstruction the researcher
cites the painting by Kanafi Rafikov. The cycle of
his paintings: “Anxious” (1976), “Christening”
(1976), “Syuyumbike — the Concubine” (1988) — is
perceived as a “requiem for the Khanate of Kazan
”. The paintings of this cycle were created in the
expressionistic style, they were based on the con-
trast of a black color (the symbol of extinction) and
a “silver glow” (the symbol of spiritual power).
The artist aspired to restore the beauty of the ru-
ined city with the force of his imagination. As can
be seen even from a few examples, the archetypal
motif of the Empty City underlies a variety of op-
tions for its actualization.

2. “Horror’-images

The anxiety of the artists about modern people
living in the world of the temptations of civiliza-
tion, which mutilate their souls and blind their
minds, is expressed in “horror”-images (versions
of the Shadow archetype) — grotesque images of
humanoid monsters, zoomorphic creatures and var-
ious kinds of chimeras. All this explains the inter-
est in the archetypal images, fairy tales and myths,
which existed even in the pagan pre-Islamic era.
Archetypes, which appeared in the deep layers of
the collective unconscious, “come alive” in the
form of wizards, witches, wood goblins, water
sprites, shurales and albasts (evil spirits who cast a
spell on people and who usually live in the dense
forests, like shurale and goblins), etc.

In accordance with the spirit of the times, these
"horrors" in the works of artists of the Tatar avant-
garde are often associated with the images of mod-
ern people (ghosts-vampires in the cycle “Evening
Days” by Z.Minniahmetov), as well as the cosmic
beings (cycle “Chimera” (1993) by B.Gilvanov;
“Karakchi” (“bugaboo”) (1995), “Bakcha Iyalere”
(‘The Owners of the Garden®) (2000) by
T.Massalimov).

One more thing that provokes an interest is a
tendency to rethink traditional mythological im-
ages which function as negative in the works of
some authors and as positive characters in the
works of others (e.g. su anasy (water sprite) and
shurale).

In B.Gilvanov’s picture “The Bewitching
Comb” a water sprite, an ugly creature with long
locks of hair, is passing her magic golden comb to
a woman who is in fright pressing one hand to her
cheek and reaching out the other hand for the
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comb. The effect is that the heroines are alike: the
same ovals of the faces and narrow eyes; a long
veil on the woman's head resembles the hair of the
water sprite. One gets the impression that this is a
sinister collusion between a person and a witch.
The background of the painting consists of the
vague silhouettes of obscure creatures with their
arms outstretched, as they are also eager to get the
bewitching comb, the symbol of power over the
human soul.

A different image of a water spirit, which is
close to the literary prototype of the poem “Su
Anasy” by G.Tukay, was created by V.Khannanov
(“Water Spirit”. Dedication to G.Tukay, 1993) — an
image of a gracious hostess of the river with jewels
in her ears and a golden comb in her hands, look-
ing like the moon illuminating the water kingdom.

Most of the paintings were painted according
to G.Tukay’s fairy tales, and there Shurale is repre-
sented as a “material part”, a structural element of
the forest: one time it looks like a quaint bush, then
like a stump, then like a “revived” rhizome.

Thus, for example, this image appears in the
picture “Shurale” (1993) by B.Gilvanov. The long
arms of Shurale, his “half-yard fingers” and long
beard like a tree’s roots, fit perfectly into the back-
ground of the symbolically depicted forest. How-
ever, Shurale’s head resembles ancient masks, and
the hand touches either a white tree trunk, or an
ancient scroll. And this contrast of the “forest” de-
tails and the subtle signs of ancient culture create
the possibility of different interpretations of the
image of Shurale: this is a part of the forest king-
dom, a symbol of cultural traditions, and a symbol
of the rich imagination of the people.

H.Sharipov recreates the image of Shurale in a
different way in the picture “Shurale with a Bird”
(2011). His Shurale does not resemble a forestry
monster. He is like a man. The identification marks
of Shurale are a curved horn on his head and long
fingers. The trees in the forest, depicted symboli-
cally, resemble “the hands of believers” (one of the
traditions of art — the likening of tree branches to
the fingers) [17]. The background color of the for-
est is also unusual, based on the different shades of
blue, purple and brown, it corresponds to the “state
of mind” of Shurale who is carefully holding a bird
(a bluebird?). The image of Shurale, made in blue,
is associated with the blue grass and flowers at the
foot of fabulous trees (the flowers in the paintings
by H.Sharipov are the symbol of spirituality). The
images of forests and Shurale are perceived as a
whole, the forest — as a body and Shurale — as a
good spirit, the “soul” of the forest.
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In the creative process of reconstruction of the
archetypal images there is a wide range of interpre-
tations, revealing new meanings which are often of
opposite content.

3. The mysterious power of space

The artists of the Tatar avant-garde project the
questions and concerns connected with the percep-
tion of modern life onto the image of the natural-
space environment. The artistic representation of
the cosmic world differs from the images of the
Earth's nature, which in most cases reproduce the
beauty and harmony of cherished landscapes of the
Volga, Kama, the towns and villages of the native
lands in the paintings of the representatives of the
Tatar avant-garde (R.Kharisov. “Berry-picking”,
1996; M.Khaziev. “At the Apiary”, 1995; “Indian
Summer”, 1997; L.Sharipov. “Etude”, 1999, etc.).

Space as a sublime, infinite, boundless and in-
comprehensible phenomenon arouses artists’ am-
bivalent feelings: admiration and fear. Relation to
space becomes a philosophical problem for them: a
human as a part of the universe — is he in harmony
with space or in confrontation?

Solutions to this problem are different: from
the approval of harmonious connection of a human
with space to the apprehension of universal catas-
trophe and apocalypse. In any variants the general
trend can be seen as an attempt to find some “en-
couraging” moments in the relationships between a
human and space.

The forms of artistic representation of space
themes are also different. In this regard, the general
point is that the images placed into the space chro-
notope in the paintings of the artists of the Tatar
avant-garde acquire philosophical sense, for the
transmission of which the symbols, symbolic sys-
tem and mythology of national and world art are
frequently used.

Here are some examples. The idea of harmoni-
ous unity of God, the world and people dominates
in the works of Khamza Sharipov and it is revealed
through a pantheistic worldview. The artist inspires
the earth's nature (according to Kh.Sharipov, “it’s
all alive”) and the cosmic world as the beautiful
creations of God.

The painting “The Kiss of Earth and Sky”
(1998) expresses the meaning of his numerous
works. In this picture the human mental features
are transferred onto the natural phenomena. Moun-
tains resemble the facial profile of a lying person,
and the clouds bent over them outline the contours
of a human face with the lips open for a kiss. Bal-
ance and harmony are achieved through the com-
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positional vision of the theme: there are four color
zones marked clearly on the picture, they denote
earth, mountains, sky and clouds. The earth is de-
picted in warm mustard-yellow colors and in semi-
circular shape, symbolizing the terrestrial globe (it
also looks like a lake). The artist placed the signs
of water on its surface — two ducks and a fish (the
images appearing in the myths about the origin of
the earth), the signs of the forest — the treetops re-
flecting the blue sky. In the center of the composi-
tion there are plants of light-green color, stylized
according to the motifs of the Turkic ornament.
The grass and flowers fluctuating in the wind cre-
ate the effect of the "breathing of the earth." "The
ancients believed that the earth, like a human body,
has a pulse and arteries," said the researcher of the
culture of Japan and China, E.V.Zavadskaya [18:
153]. Kh.Sharipov also tries to catch and pass this
“arterial pulsation” in a conventionally symbolic
form. The second color layer is the mountains (in
this version — of a warm brown color). A pupil is
hiding in the contours of trees in the background of
the mountains, as if watching the sky, and the in-
scription “Khamza” is a sign of the virtual human
presence in this marvelous natural-cosmic world.
The sky image (the third level of the composition)
is of a cold blue color. Maybe this color symbol-
izes the cold of space? However, gray clouds with
iridescent color halftones are approaching the
earth. The signs of distant space can be seen
through the clouds: silver stars seem to be falling
onto the ground (reflecting the lake on the back-
ground of the earth), and a silver crescent of the
moon, looking like the half-closed eye of a person
(the moon “sees” the earth!). The idea of the unity
of the world is expressed through a dynamic
rhythm of the painting. Kh.Sharipov uses the tech-
nique of "furrows", borrowed from the ancient
Chinese painting, named “cun”. This method pre-
supposes the overlapping of light touches (“fur-
rows”) onto the individual part of the painting in
order to transmit the effect of motion [18: 142].
The Kh.Sharipov’s painting has the strokes of dif-
ferent colors, put onto all four color backgrounds.
They rhythmically combine the earth, the sky and
distant space into one harmonious system. A sig-
nificant role in the approval of the unity of the
world is given to the fact that Kh.Sharipov is under
the spell of Japanese and Chinese art, whose pic-
turesque traditions he is eager to understand in re-
lation to his own creative work.

Kh.Sharipov perceives a human through “the
focus of the global cycle” (J.Rowley [19:141]).
However, the artist does not emphasize his idea of

the abandonment of a human in the cosmic world.
In many paintings Kh.Sharipov outlines the theme
of “observation”, “watching attentively” each other
(and a person too) of the separate spheres of the
natural-cosmic world, and a human seems to be
under the supervision and protection of the cosmic
forces.

In the painting “Sagittarius” (1999) space is
perceived through the eyes of the character of the
work. A deep blue lake with the stars reflected on
its surface is shown on the planar background.
Above it, under the dome of the dark sky there is a
single house with an “eye”-window, a tree and a
green mountain looking like a cat with glowing
eyes watching what is happening. Its tail hangs
over the lake, like the crescent of the moon. The
house, the tree and the mountain are shrouded in a
grayish-white haze of clouds. They resemble an
unusual animal which puts a huge paw onto the
“cat”-mountain. The lake is surrounded by the
quaint outlines of the dark hills, like the sky. The
rider (the Sagittarius) flies above the lake, sitting
on a long-legged horse, surrounded with the stars,
with a bird flying by his side (a bird is the symbol
of' a human soul in Turkic mythology).

The basic intonation of the painting is defined
by the inscription, the words of the folk song:
“havadagy yoldyzlarny nigader sanamadym, shul”
(“Yes, for some reason I did not count the stars in
the sky”). This is a tone of sadness (mon) of the
person, who is distraught at the sight of the great-
ness of the universe, but it also conveys a sense of
pride, caused by a sense of involvement in the
magnificence of the natural-cosmic world: the en-
ergy of the earth, water, sky and stars is flowing to
this person.

In the effort to convey the variability and the
dynamics of the natural world, Kh.Sharipov prefers
to create color variations with the same graphic
pattern on the same theme (“Up”, “In the Forest, at
Shurale’s”, “The Lake”, “The Bird-Earth”, etc.).

The idea of unity of the world and a human in
the works of Kh.Sharipov is inseparably linked
with the idea of the movement of the world in
time, characterized with changes, destruction and
rebirth (“Ancestor”, “The Wheel of Time”, “Here
and Now”). The paintings by Kh.Sharipov, which
are simple and unsophisticated at first sight, repre-
sent a complex system of signs. Its symbolic mean-
ing, which comprises a plurality of conceptual lay-
ers, is revealed to the viewer gradually through the
author’s personal associative conceptions and
knowledge of the national and world culture.
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Madiar Khaziev, one of the active participants
of the artistic association “Tamga”, is close to
Kh.Sharipov’s ideas in the approach to the problem
of “a human and space”. He also sees the power
and the greatness of human beings in their unity
with nature, in the absence of fear in the face of the
cosmic forces. M.Khaziev shows the influence of
the natural-cosmic world on humans as the mani-
festation of the four elements: the Sun, the Stars,
the Earth and the Water.

In the world of images created by M.Khaziev,
the Sun (of golden yellow color) is the triumphant
element. Whether an artist draws portraits, or still
life paintings, landscapes or paintings on historical
or mythological themes (“Indian Summer”, 1997,
“The Song about the Motherland”, 2007; “Gran-
ny”, 2003; “Elegy of Autumn”, 2008; “Memories
of the Bulgars™, 2008; “The Village. May”, 2008,
etc.) — he passes it all through the prism of sun-
light. Space, where the Sun dominates, does not
scare people. Images created by M.Khaziev hap-
pily absorb the heat and the light of the Sun. Draw-
ing the “solar” landscapes, the artist uses the tech-
niques of decorative-planar representation and im-
pressionistic style, one of the main features of
which was the dissolution of the depicted objects
in the light and aerial environment. In the center of
the painting “Elegy of Autumn” we can see three
trees that resemble bouquets of the golden purple
flowers in vases standing on the background of the
autumnal color diversity of the earth. The moun-
tains in the distance, and the sky, and the figure of
a woman with a dog in the joyous autumnal garden
— everything is pierced with the play of light and
shadows, which gives dynamism and conviviality
to the autumn landscape.

The sphere of the Sky functions in different
ways. In some scenes the stars in the vicinity of the
Moon (“Moon Girl”, “Harvest Moon”, “Lullaby”,
etc.) are seen as a symbol of a human's cosmic
connection with the Universe. The close-up images
of the silhouettes of a boy and a girl are hardly
seen in the painting “In the Starry Night” (2008).
Far away there are the contours of rural houses
with glowing windows. The people and the houses
are shrouded in colored "star" dust. M.Khaziev
used the method of the “radiant” artists — the repre-
sentatives of the avant-garde direction of the early
20™ century. This method teaches us to perceive
things through the prism of rays emanated from
them (in this case — from the stars, from the light in
the window of the house and from human figures);
thereby the romantic character of assignation is
emphasized. The human is not lost in the starry

night; on the contrary, this human plays a central
role in the life of nature.

The sphere of the Earth reminds us of a colored
carpet or a tapestry in the painting “For Water”
(2008). The artist condenses the objects and human
figures (the outlines of the mountain, village hous-
es and trees that look like girls), pulling them one
onto another. Following the traditions of Cubism,
the artist gives many subjects the geometric shapes
of squares, rectangles and triangles. The illusion of
the unity of the world texture appears. The human
and the surrounding nature represent integration
due to the common design of the images and a
muted, almost worn out graphic picture. But in this
picture the images of people are also enlarged,
their figures are thrusting upward, like trees to the
sun.

The element of Water is the main one in the
painting “Shower” (2004). A continuous flow of
water is violently attacking the world. The outlines
of the town houses and a telegraph pole far away,
the silhouette of a girl with a yoke, the outlines of
trees, the rickety fence of the front garden are bare-
ly visible through the veil of water. There are elon-
gated figures in the center of the picture: men
wearing caps, women wearing hats, and finally, the
tallest figure — a girl with bags in her hands. Her
head almost reaches the “sky” (the top of the pic-
ture). People are not afraid of the element; they are
enjoying the life-giving water. As can be seen from
the examples given above, the common moment of
the depiction of the four spheres of the natural-
cosmic world is “consolidation”, exaltation of a
human, who is at the mercy of the elements.

Another idea can be traced in solving the prob-
lem of “a human and space”, shown in the paint-
ings of the artists of the Tatar avant-garde: space is
an enemy of a human and people underestimate the
danger coming from space. Mankind is too care-
less, so it can become a victim of the mysterious
and cruel forces of nature and unexpected natural
disasters. Infinite and incomprehensible space ter-
rifies artists and they warn us about the danger us-
ing the language of symbols and mythological im-
ages. To Talgat Masalimov, danger seems to be in
the form of the image of a blood-red cloud in the
clear blue sky, like a cloud resembling a primitive
beast-monster (“Red Cloud”, 1997). The trees in
his painting “The Weeping Willow” (1994) are
bemoaning the earth, flooding it with an ocean of
tears, just like living beings. Praski Vitti (Vitali Pe-
trov) represents the universe in the form of a fire
maze which is full of mysterious signs (“Fire
maze”). Space is filled with a mysterious power in
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the works of artist and poet, Hamid Latipov: it is a
harmonious cluster of planets, stars in the bottom-
less darkness of the universe, their shapes are simi-
lar to the amusing writings or hieroglyphs of an
unknown language (“Space picture”, 1999). In the
painting by Kh.Latipov “Eaters of the Sun” (1995),
there are two dragons with open mouths (the im-
ages of Turkic mythology), which are attacking the
sun from both sides.

Nail Baiburin (also a member of the associa-
tion “Genghis Khan”) creates a postmodern collage
(a painting “Dancing at the club in the winter and
at night, or eclipse of the Moon”, 1998). There the
material that is different in its content and form is
combined: a scene from the life of the country
club, framed with a symbolically depicted lunar
eclipse and inscriptions about what happens in the
club and in the nature of the night. One of the
phrases, placed twice on the”frame® of the main
part of the painting, expresses the tragic subtext of
the picture: “It was from the Moon that the girl
with water who splashed the stars out of her buck-
et, had gone”. In Turkic mythology the goddess
Zohra living on the Moon is known as a patroness
of the deprived and the defenseless. Her image — a
blue silhouette of a girl with a receding yoke, mov-
ing away — is reflected on the wall of the country
club. And the phrase is repeated: “Has gone...”.
The people were left without the protection of the
good goddess, being in captivity of the mysterious
forces of nature .

The concern for the future of humanity, caused
by global changes in the life of nature, sharpens the
interest of the artists of the Tatar avant-garde in the
myth about Noah's ark. The most dramatic variant
of transformation of this theme is created by Nail
Latfullin (1952 — 1992), the first head of the "Gen-
ghis Khan" association. In the painting “Boat”
(1992), created not so long before the artist's pre-
mature death, N.Latfullin gives his original inter-
pretation of the theme of Noah’s Ark — not as a
symbol of salvation, but as a symbol of despair and
frustration. Like so many of his other works, the
picture represents a “plot-metaphor”. A stranded
boat is depicted on the background of the abstract
image of a space structure in the form of large
bright horizontal stripes of black, red, blue, green
and yellow colors (each color stripe has its seman-
tics and, probably, has some features of the Uni-
verse, but in this color polyphony the dominant
role is given to the funeral colors of black and red).
The conventional plot boils down to the fact that
there is a huddle of desperate people in the boat
(they are shown as fragmentary through the broken

swirling graphic picture, conventionally transmit-
ting their feelings). In the center of the boat there is
a huge figure of a single-wing angel reaching up-
wards to the sky. This figure stands with an out-
stretched hand, with a red blood sign on the palm.
The angel seems to be asking for people to be
spared, invoking God for help.

The theme of “a Human and Space” is one of
the major ones in the works of Ildar Khanov [20].
He is congenial to N.Latfullin’s ideas about the
scale and the expressivity of representation of the
cosmic world and its impact on a human life.
However, developing the space theme, I.Khanov
shifted the accents: he believes that the fault lies
primarily on a human in the conflict between a
human and nature. Using the achievements of civi-
lization unreasonably, mankind disrupts the bal-
ance in the natural-cosmic world. I.Khanov criti-
cizes the inhumanity of modern civilization, which

leads to wars and environmental disasters.
[.LKhanov’s monumental paintings “The Bonfire of
Humanity” (1965), “Hiroshima” (1965) and

“Apocalypse” (1974) are a warning of an impend-
ing disaster: destructive energy dominating in the
world can lead to universal madness, savagery and
self-destruction. The line between the earth nature
and space is erased in these paintings. There is an
impression that the images created by the artist, ex-
ist directly in outer space. The meaning of the im-
ages in the pictures “Hiroshima” and “Apocalypse”
is revealed in several aspects. The first of them re-
lates to the organization of a particular scene: in
“Hiroshima” there is a tragedy of people who have
undergone atomic bombing; in “Apocalypse” there
is a biblical story of doomsday. Psychological
symbolism interweaves into the plot. The mental
states of people such as pain, despair, horror and
madness are transmitted through the plastic of the
pictorial forms (crazy facial expressions, eyes that
seem to be blind, wide open screaming mouths,
outstretched hands, as if seeking for a savior, the
crouched figures of people huddled together) and
through the rhythmic pattern of a chaotic motion,
restrained only by the efforts of the central figure,
the image of a person, the only one who managed
to keep sanity, patience and desire to help people
in the situation of general madness. In the center of
the painting “Apocalypse” there is a figure of a
woman, which is clutched by both children and
adults, like the last hope of salvation. In the mass
of people huddled in fear and terror some biomor-
phic figures can be seen (the image was often used
by the surrealists). People's figures twisted in pain
remind of a fetus in the womb, and the dead bodies
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lying on the ground seem like a heap of stones.
The figures of the people, resembling a triangle in
the mass, seem to burn in a giant fire of the cosmic
chaos... In [.LKnanov's words, the tragic picture of
a catastrophe is “a warning, a cry from the depth,
an appeal to God and to conscience of mankind”
[21:47].

An effective role of the Tatar avant-garde as a
component of the “median culture” is expressed in
the fact that it has evolved into the formation of a
new “Eurasian” identity and worldview, which has
a dual ideological and psychological basis. On the
one hand, the artists of the Tatar avant-garde
strengthen the ethnic identity by means of art and
confirm the idea of a cultural individuality of the
people, thereby contributing to the “ethnic mobili-
zation” of the masses (I.Zaripov. “At Home”,
1971, “In the village”, 1989; M.Khaziev. “The
Song about the Homeland”, 2007; “Rose-colored
Evening”, 1999; “Mother’s Prayer’, 1995; “Land-
scape with a Yellow Cabin”, 2008; Kh.Latipov.
“At the Lake”, 1995; “In the Native Land”, 2005;
“Outskirts of Kazan”, 2005; “The Melody of Ka-
zan”, 2005; R.Gaysin. “The Blue City”, 1998;
“Mother’s hands”, 1998; “The soul of the village”,
1999, etc) [10: 49]. At the same time they are de-
veloping a sense of belonging to the spirit, culture
and customs of other peoples of Russia in the pub-
lic mind, they consider it to be a historical neces-
sity to go beyond their civilization, to look into the
other cultural worlds (the paintings of the artists of
the Tatar avant-garde on the theme of “Eurasia”:
“The Cow” (1996), “The Abduction of Europe”
(2008) by V.Khannanov, B.Gilvanov’s triptych
“Eurasia” (2009), “World Tree” by Khamza Shari-
pov (2002)) [10: 51-60].

Using the example of the creative works of
some artists of the Tatar avant-garde we tried to
show that the “median culture” which is essential
for the normal civilizational development of soci-
ety is based on the dialectical opposition of differ-
ent ideological and artistic concepts, on the “po-
lyphony” of different points of view about the
pressing issues of today, but not on the compro-
mises. This very basis (of comparing and contrast-
ing) has been a platform for forming ethical and
aesthetic ideals which embody national values. The
phenomenon of “emergence” appears — the phe-
nomenon of the appearance of a new “surplus”
content in the art system and in the whole.

The art of the Tatar avant-garde functions ac-
tively in the “median culture” due to the fact that it
has a high generalizing power and a possibility of
stimulating the recipient's associative processes.

The effectiveness of the artistic and expressive
means in the works of the artists of the Tatar avant-
garde is explained by the invariant features of the
“language” of this style. This is primarily due to
the nature of compositional elements in the picture:
not the cause-effect relation, but the functional
one. Images are extracted from the usual everyday
context; they “coexist” by means of similarity or
contrast, or on the basis of following each other.

The image included in such a functional sys-
tem of relations must have a certain symbolic
meaning. Semiotic and symbolic expression of the
author's concept provides the capacity of artistic
generalization. The semantics of the images should
be clear and the symbols should be “recognizable”.
Therefore, the artists often use signs, symbols,
myths and folk art, as well as traditional symbols
found in the works of world art as the “material”
for creating an image.

The Tatar avant-garde is an open artistic sys-
tem: it is known for the vague boundaries between
styles. Neo-primitivism (the style used by many
Tatar artists) and stylistic techniques of expression-
ism, cubism, impressionism, suprematism, post-
modernism and other styles can peacefully coexist
in the works of the artists of the Tatar avant-garde.
However, the universal synthesizing basis of the
Tatar avant-garde is supposed to be the traditions
of ethnic and sub-ethnic art, according to which the
transformation of motifs, images and styles of art
occur.
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TATABAHTAPJI KAK KOMIIOHEHT «CPEJIUHHOM KYJIbTYPbI»
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B cratbe paccmarpuBaeTcs posib aBaHTapAHBIX HAMpaBJiIeHU B 1300pa3uTenbHOM uckyccTBe PT B
(hOpMUPOBAHHUHU aANITUBHBIX, 3aIIUTHBIX «MEXAaHU3MOBY» KYJILTYPhl B COBPEMECHHYIO 3IOXY TI00aH-
3allM, KOTJla B )KMU3HU HApOJ0OB aKTUBU3UPYIOTCS pa3pylIMTENbHbIE TeHACHINU. Ha oTaenbHbIX npu-
Mepax TBOPUYECTBA XYJ0KHUKOB szlBaHrap,ual MIOKa3aHO, KaK B COAEPKaHUH U «SI3bIKE» HMCKYCCTBa
OTPaXKAIOTCS MPOTUBOPEYHS MOXU TIo0amu3anuu 1 MoaepHu3anud. OCHOBHOEC BHUMAHHE YACTACTCS
00IIeCTBEHHO-COIMATHFHOMY COJICPIKAHHUIO TaTapCKOTO MCKYCCTBA. DMITMPHUYCCKUA MaTEpUAN CHUCTE-
MaTH3HPOBAH TI0 MPOOIEMHO-TEMaTHIECKOMY MPH3HAKY. TaTaBaHTap paccMaTpUBACTCS KaK KOMITO-

HEHT «CPEIUHHON KYJIBTYPBI».

KiioueBbie ciaoBa: PecnyOnuka Tarapcran, m300pa3suTeNbHOE HCKYCCTBO, TaTaBaHIapl, «cpe-

JVHHAs KyJIbTypay», apXeTHUIl, MOTHB.

'Cwm WIUTIOCTPAIMY K CTaThe Ha IIBETHOM BKIeiike — FO.H.

166



TATARICA: CULTURE, PERSONALITY AND EDUCATION

U3zobpaszutensHOe nckyccTBo Pecny6nuku Ta-
TapCcTaH MEPEeKUBACT CIOXKHBIN MEPHOA, TPYIHO-
CTH M IPOTUBOPEUHUS] KOTOPOTro OOYCIIOBJICHBI Psi-
oM (haKTOPOB OOIIEKYIBTYPHOTO W ITMBUIIH3AIHU-
OHHOTO pa3BuTHs. COBpeMEHHBIN 3Tan UBHUIIN3a-
UM XapaKTepU3yIOT MPOLECCH TI00aIu3alud |
MOJIEPHM3AIMH, COIPOBOXAAIONIUECS  KPYITHO-
MacIITaOHBIMU U3MEHEHHSIMH B MUPOBOM cOOOIIIe-
ctBe [1]. Hapsigy ¢ moioKuTenbHBIMUA TEHACHLIMSI-
MU [IPOLIECCHl MI00AIN3AMH HECYT U OTPULIATEIb-
HbIE MOMEHTBI, TPUBOAAT K 00OCTPEHHIO MTPOTHUBO-
peunii COIMaIbHOrO, PETUTHO3HOT0, HAlMOHAJb-
HO-3THUYECKOTO IUIaHOB. HeraTuBHBIE SBJICHUS
BO3HUKAIOT U B [yXOBHOW XH3HHU OOIIECTBA, TICH-
XOJIOTHH JII0JIel, B KyJbType M HCKYCCTBE (KOM-
MepLUann3anys UCKycCcTBa, MOTPEOUTENbCKOE OT-
HOIIEHHE K HEMYy W, KaK CIIEICTBHE, CHW)XXCHHE
HIEMHO-XY10’KECTBEHHOTO YPOBHS MPOU3BEICHUN)
[2: 41]. OcHOBHas yrpo3a KyJbType, KOTOpasi BbI-
3BaHa IpoleccaMy II100anu3aluy, — 3TO HUBENU-
POBKa HAIMOHAIBHBIX DPA3NU4MNA, TEHISHIHS K
yHH(UKAMH KYJIbTYp pa3HbIX HapoAoB [2], B CBs-
3 C 4E€M OCTPO BCTaeT ImpoljeMa BBDKUBAHUS 3T-
HUYECKHX KyJBTYP.

OpHako B TepexojHble MEepUoNbl HCTOpHYe-
CKOTO pa3BUTHA BCTYNAalOT B CHJIy aJalTHBHBIE,
3alIUTHBIE «MEXaHU3MbI» KyJnbTypbl [3]. IIposs-
JSIFOTCSL OHU Yepe3 GYHKUMOHUPOBAHUE TaK Ha3bl-
BAEMOM «CPEAMHHOW KyJbTYpbD», HalIHYUE KOTO-
poil SBIIIETCS ONHUM W3 HEOOXOMUMBIX YCIIOBHI
pa3BUTHS TOM WIIM UHOW LIMBUIU3ALINY.

[lonsiTHe «cpennHHas KyJbTypay, UCIOIb3ye-
MO€ B TpYyJAax IO MpodiemMaM KyJIbTYpbl U IUBUIIU-
3alyy, HE 03HAYAeT «IIOCPEACTBEHHAsN» KyJIbTypa!
«B omnpeneneHHOM TEPMHMHOJIOTHYECKOM CMBICIIE,
— ormeuaeT b.C.Epacos, — 3ta cdepa MoxeT ObITh
0003Ha4YeHa KaK «SIIPO KyJbTYPbD» WIN LEHTPallb-
Has 30HA KyJnbTypb» [2: 144], oHa sABIsAeTCS Kak
OBl COCAMHUTEILHBIM 3BEHOM MEXKIY JIMTAPHOU U
MaccoBO# KynbTypoi. OcHOBHasT (GYHKITHS «cpe-
JTUHHOHN KYJIBTYPBD» COCTOWUT B TOM, YTO OHA SIBIIf-
€TCsl CHHTE3UPYIOLIUM TyXOBHBIM CTEP)KHEM, «B €€
pamMKax CHMMArOTCsl KpaWHOCTH LIEHHOCTHBIX OpH-
€HTAlUN: AaCKeTH3M — TEIOHH3M, MOKOPHOCTb —
BOJIS, CBOE — UYy’KO€, CBALICHHOE — OECOBCKOe, Ha-
pOIHOE — aHTHHAPOAHOE, MPOJIeTapcKoe — OypxKy-
azHoe W T.1.» [2: 144]. Nmenno sra ¢GyHKIHS
«CPEeIMHHOW KyJBTYpPBI» CIOCOOCTBYET JOCTHIKe-
HUIO LEJIOCTHOCTH M CTaOMIBHOCTH JyXOBHOM
JKU3HH OOIEeCTBa: YTBEPXKIAIOTCS IIEHHOCTH O0-
[IEHAIMOHAIFHOTO 3HAYCHMS.

Bcenen 3a P.Per¢pungom, M.Cunrepom u apy-
rumu KyiabryponoramMu b.C.EpacoB oTmeuaeTr Ha-

nrune «OOJBIION» U «MaJloi» TPaaWIMH B CTPYK-
Type «CPEIUHHON KyJIbTYphD». «bonbluas» Tpaau-
WS BKITIOYACT yYCeHHS, (PHIOCOPCKHE, dCTETHIC-
CKHE€ W 3THYECKHE MPHUHITUIBI, B KOTOPBIX M BBIpa-
JKAIOTCA BBICIIME 3HAHUS, CMBICIBI U IIEHHOCTH,
npucyuue nanHoil umsuimzanuu» [2: 138]. Ilo-
MHMO 3HaHWH, K 3TON TPaJUIMU OTHOCUTCS U CHUC-
TEeMa CUMBOJIMYECKHUX CPEJICTB, «OOJIBIION CTHIIbY,
BBIP2)XCHHBIN B TOCIOJICTBYIOIIUX (POpPMAx HCKyC-
ctBay [2: 142]. «Mamas» Tpamgumus (IO CyTH, Ha-
ponHas KyJIbTypa) «COCTOWT W3 TIpelaHuil, Bepo-
BaHUWI, HApOAHON MyjapocTu; oHa (opmupyercs
OOBIYasiIMH W COTIPOTHBIIICTCS WHHOBAIAAMY [2:
139]. OTr Tpagumuu NPEACTABISIIOT Pa3THYHBIC
YPOBHH B CTPYKTYPE «CPENMHHON KyJIbTYpbDy. X
B3aUMOJICHCTBUE MPOSBISETCS B JIBYX BapUaHTaX:
U Kak IPOTHUBOCTOSIHUE, M KaK HPOIAYKTHUBHBIH
nuanor. B cBoem mccie1oBaHUM MbI OITUpaeMcs Ha
3T OCHOBHBIC MOJIO)KEHUSI KOHLEMLUU «CPEAUH-
HOM KynbTypsl» B Tpyaax b.C.Epacosga.

«CpennaHasg KynpTypa» (opmupyercst B pas-
HBIX MOJCHUCTEMAax KyJIbTYpPhI, B TOM YHCIIC U B
MOJICUCTEMAX, IPEACTABISIOIINX XY/I0)KECTBEH-
HYIO JIUTepaTypy, H300pa3suUTeNbHOE HCKYCCTBO,
My3bIKy. B mnane cunepretuku (oOuieHay4YHOI
JUCUUIUIMHBI, U3yYarole CloXHOIUHAMUYECKUE,
CaMOOPTaHHU3YIOIIHECS] CHCTEMBI C OONBIION cTe-
TIEHBIO BEPOSITHOCTH U HEONPEJEIIEHHOCTH) «Cpe-
JUHHAsl KyJIbTypa» NpPEICTaeT «IMapaMeTpoM IOo-
psanka» (TepmuH I'.XakeHa), HOCHTENIEM «OOIIETO
npaBuiay, OOIEH 3aKOHOMEPHOCTH, HOCHUTEIEM
MHQOpMaIMH, KOTOPO OHa OOMEHHMBAeTCS Kak C
BHEIIHEH CpeNoi, TaKk U C OTACIbHBIMH CBOUMHU
KoMITOHEHTamMu [4]. B pa3Hbie HCTOpPHYECKHE Tie-
pUOABI B Ka4yeCTBE «IapaMmeTpa MOPSOKa», «cpe-
JUHHOM KyJIbTYpBDY Ha HEPBbIN IJIaH BBIIBUTACTCS
Ta WIM MHAs MOJCHCTEMAa WIH JaKe TO WU WHOE
TE€YeHHE B JIMTEpaType, UCKyccTBe. B coBeTckyio
3MOXY, HApuMep, PYHKIUU «CPEAUHHOW KYIbTY-
PBD BBIMOJIHSUIA JIUTEpPATypa U UCKYCCTBO COLMA-
JTucTHYecKoro peanm3ma. Kakoe HampaBieHHE B
HCKYCCTBE MOCTCOBETCKOH 3MOXH (DYHKIHOHUPYET
B CUCTEME «CPEOUHHOU KYIbTYpPbI»?

Bo3MOXHBI pa3zHble NOIXOIbl K H3YUYEHUIO
KYJIBTYpbI OOIIECTBA, B TOM YUCIIC U «CPEIUHHOMN
KYJBTYPBI»: OT OOIIEro K 4aCTHOMY M OT YacTHOTO
K obmeMy. B mepBoM cirydae cTaBUTCS 3amada 1Mo
BO3MOKHOCTH TIIOJJHOTO W BCECTOPOHHETO pac-
CMOTPEHUS «CPEAUHHOU KyJIBTYpBD» OOIECTBa Ha
ONPEIEICHHOM HMCTOPUYECKOM ATale pa3BUTHS
[MUBWIM3AIAN KaK CI0XHOJAWHAMHUYECKOH (CHHep-
TeTUYECKOM) METAacHUCTEMBbl B €IMHCTBE BCEX €€
Pa3HOPOJHBIX KOMIIOHEHTOB, CTPYKTYPHBIX CBA3EH
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n ¢(yaknouid. B mMogo0HOM KOMIUIEKCHOM IIIaHE
«cpenunHas KyineTypa» PT eme He paccMoTpeHa B
Hayke. Peanuzanus Takoro moaxoja CTaHET BO3-
MOKHOM TOJBKO OJaromapsi KOMIUIEKCHOMY HCCIIe-
JIOBAHHUIO B Pa3HBIX oOmacTsax Hayku. [lpyroit myTh
HAy4YHOTO HCCIIEJIOBAHUS «CPEAWHHOW KYJIBTYpPbI»
— «BBIJIEIECHHUE» €€ OTIEIBbHOr0 KOMIIOHEHTa, Ha
MIpUEMepe KOTOPOTO MOXKHO OIPENEIUTh HEKOTO-
prle crienuduyeckue 0COOEHHOCTH CUCTEMBI B Iie-
noM. Ham mpexacraBnsercs menecooOpa3HbIM MOWA-
TU BTOPBIM IIyTeM. B KauecTBe KOMIIOHEHTa «cpe-
OUHHOM KyJbTYpPBD» MBI paccMaTpUBaeM aBaH-
rapJHble HApPaBICHHUS B W300pa3UTEIIEHOM UCKYC-
ctee PT no crnenyroiei npuyurHe.

CoBpeMeHHOE HU300pa3UTEIIEHOE HCKYCCTBO
Tarapcrana mnpejacTaBiIseT TMECTPYI0 MaHOPaMy
pa3HbIX CTHJIEH, HANIPABICHUN, PEAIUCTUUECKUX U
ABAaHrapJIUCTCKUX, HAXOMASILUXCS B CI0)KHOM B3a-
nMmozieicTBur. OJTHAKO OCHOBHAsI TEHJCHIIMUS — 3TO
cOMmMmKeHne KyJIbTYPHBIX MO3UIUi. B aToM ciox-
HOM, TIPOTHBOPEUHNBOM IIporiecce Bce Oosee u 00-
Jiee BO3pacTaeT JHAMPYIOUasl pojib aBaHTAPIHBIX
HanpasyieHUil. IMEHHO OHU 3a4acTyIO BBIIOJIHSIOT
(hyHKIHIO «TmapaMeTrpa TOpsaKa», (QYHKIHMIO aT-
TpaKkTOpa, MPUTATHUBAIONIETO K cebe peamncrude-
CKHe TeueHHUs1 B UcKyccTBe. OOBSACHICTCS 3TO TEM,
YTO AaBaHTApJHBIC HANPABICHUSA SBISIOTCA «OT-
KPBITOM» XYJI0KECTBEHHOM CUCTEMOM, «S3BIK» KO-
TOpOH crocoOeH MPeosoieTh CTPOTHe KaHOHBI pe-
AMUCTUYECKOTO0 HCKYCCTBA, NEHCTBEHHO OTKIIMK-
HYTBCS Ha «3alpOChD» COBPEMEHHOH 3MOXU.

B Tarapckom m300pa3suTEeTsHOM HCKYCCTBE IO-
JNOOHBIE MOAEPHHUCTCKHE M aBaHTapAHMCTCKHE IO-
HCKM CTaJd Ha3bIBaThCsl TaTaBaHrapiom [5]. Ilep-
BOHAUYaJIbHO ATHM TEPMHHOM O0O3Ha4alll TBOpYE-
CTBO COBPEMEHHBIX TaTapCKUX XYyI0KHUKOB-
moaepHucTtoB. Caauama, B 1980-1990 rogsl,
chopMupoBaNach IpyIia TaTApCKUX XYT0KHUKOB
«Hunarncxany, XUBymmx B PecmyOmmke bamkop-
toctad (Hawne Jlatdymmuu, Punat Xapucos, Ba-
cuiIb XaHHaHOB, Pacux AxmerBanueB u np.). Ha-
3BaHMe «YMHTHUCXaH» acCONMUPYETCS Y XyHAOKHH-
KOB C TIOHSATHEM «IOOEAUTEIh» B HUCKYCCTBE [6].
OTO — «EOAUHCTBO HEMOXOXKHUX, COI03 CIOKUBIIUX-
csl, HA MOMEHT HX OOBEAWHEHWS, MacCTepOB, UTO
HCKITIOYMIIO BHYTPH TPYIIBI LEHTPOOEIKHBIE CHIIBI
KOHKypeHIIuu u comepHuuectBay [6: 10]. Uccne-
JIOBaTeNId €IUHOAYIIHO OTMEYAIOT, YTO B CBOEM
TBOPYECTBE MPEACTABUTENN 3TOM TPYMIBI coYeTa-
0T ATHUYECKHUE TPaJWIUH, IPUEMbl apXandecKon
CTWIM3alM¥, IPUMUTUBHA3MA C TBOPYECKUMHU
MIPUHIMIIAMH aBaHTapIHOro HMcKyccTBa Poccnn n
3anannoit EBpombl, TpaHCGOpPMUPYS X B COOTBET-

CTBUM C JOCTHKEHHSMH MYCYJIbMAaHCKON KYJIIBTY-
puI [7: 186].

B 1999 romy B Pecryonuke TartapcraH BO3-
HHUKJIO APYroe TBOPYECKOE OOBEAWHEHHE TaTap-
CKHX XyIOXHUKOB — «Tamra» (Xamza Illlapwuros,
Maausap XasueB, 3uHHyp MunuHunaxmetos, bymnar
l'uneBanoB, Puar MyxametrnuHoB, Anbdus Winbs-
coBa, Xamup JlatumoB u ap.). C TedenneM Bpeme-
HU 3TO OOBEAMHEHHE CTaHOBUTCS WHTEpPHAIMO-
HQJIBHBIM 10 COCTaBY: K HEMY NPHCOEAUHSIOTCA U
xynoxankn w3 Yysammm (Ilpackn Burtn), w3
Pecry6mmuku bamkoprocran (CanaBar ['unszetnu-
HOB) U np. Tamra — CTapMHHOE TIOPKCKOE CIIOBO,
O3Hauaroliee poJoBoi 3HaK, cuMBOJI. B npeaucio-
BUHU K TPOTpaMMe ITOM TPYIIBI €€ OpraHu3aTop U
pyxoBoautens Xamsa Illapunos nosicaser ee oc-
HOBHBIE TBOpUYECKHE 3ajaun: «XYIOXKHHKHU TPyII-
bl paboTalOT B CTWIIE «3THUYECKUH aBaHTapa».
XapakTepHOH O0COOCHHOCTBIO 3TOTO HATPABICHUS
ABIISIETCSI COEMHEHNE MUPOBOTO XYA0XKECTBEHHO-
ro OIbITa M aBaHrapAHbIX TeHJeHIn XX Beka ¢
HAIlMOHAIBHBIMH TpaauiusaMu. OCHOBHas IeNb —
3TO OTpaXEHHE MMpa HE TOJBKO Yepe3 WHAMBHITY-
JIBHOE, HO U CBO€OOpa3ue ITHUYECKOTO BUACHUS,
Yyepe3 CHENU(PHUKY HAIMOHAILHOTO MBIILIICHNUS,
MIPOSBJIAIOIIYIOCS B OTHOLICHUSX JIMHHUM, IATHA,
[[BETA, PUTMHUKH, B OCOOCHHOCTH CTHIM3aLUH HPH-
poAHBIX (GOPM, B KOJUICKTMBHOM HaMSTH, XHUBY-
niei B HaC B BUjAE (QyHIAMEHTATbHBIX MOHATHH U
apxeTumnon» [8].

Oba TBOpPYECKHX OOBEIUHEHUS 3aBOCBAIN
MIpU3HAHKE W aBTOpUTET Kak B Poccuu, Tak u B 3a-
nagHod EBpome, ydacTBys B MHOTIOYHMCIICHHBIX
BBICTABOYHBIX NPOEKTax (apTHpOeKThl «Xabap»
(«Bectp») (2007), «Komecox» (2008), «Ypman Ap-
» (2008), «IlouroBsie mapkmw» (2014)).

TBopueckass rpynmna «Tamra» coTrpynHuYaeT
TaKXe C JABHXCHUEM, IPEACTaBIAIOLIMM 3THO]Y-
TYpH3M B U300pa3HUTENLHOM UCKYCCTBE M JIHTEpa-
Type (uHHO-yropckux HaponxoB. Cam TEepMHH H
KYJIBTYPHO-3CTETHUYECKasl IMporpaMma 3THOQYTY-
pu3Ma BO3HHMKJIM B OCTOHHUH, B T.TapTy, B KOHIIE
1980-x rogoB. OH 0O3Ha4yaeT HOBBII THIT MBILLIE-
HUSI (PMHHO-YTOPCKMX HapoJ0B, OOBEIMHSIOLINHA
HPUBEPKEHHOCTh K INIyOMHHBIM TPagULUSAM POJI-
HOW KyJNBTYpbl C MOCTMOJEPHUCTCKUM MHUPOOILY-
mieHreM [9]. B cBsi3u ¢ 3TUM OTMETHM, YTO TaTa-
BaHTapJ HE CIEAYeT «IPHUBS3BIBaTE» K IOCTMO-
nepamMy (Cm. momp. o6 srom: [10]). Oxmaxo
ujies BO3POXKICHUS «KOPHE», TIPEBHUX TPaguLIdn
HAllMOHAIBHOM KYJIBTYphl OJM3Ka XYyHOKHHKaM
TaTaBaHrap/a, u 3Ta ujaes o0beIuHSIET UX C 3THO-
¢byTypucramu.
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OmauM w3 yciaoBU (OPMUPOBAHMS «CPEIHUH-
HOM KyJBTYpBI» SIBISIETCS HaJIM4YUE MPOAYKTUBHO-
ro Jauajgora MeXAy pa3juuHbIMU HaIpaBICHUSIMHU
¥ CTHISIMH B HCKYCCTBE, AMajora, o0ecrednBaro-
IIer0 HE TOJBKO WX BBDKMBAaHHE B COBPEMEHHBIX
YCIIOBUSIX, HO M B3aUMOOOOralieHue W JajbHen-
mee pa3BuTHe. B TedeHue IIMTENbHOrO BpEeMEHHU
n3o0pasuTenbHOe HCKyccTBo PT pasBuBamoch kak
peaINCTUYECKOe MO0 METOAY U CTHIIIO, U HE TOJIBKO
MOTOMY, 4YTO OHO HAaXOJWJIOCh B HCTOPHUKO-
XYZIO)KECTBEHHOM KOHTEKCTE KYyJbTYphl colipea-
au3Ma. PeamcTudeckuil THII TBOpPYECTBA, peasu-
CTUYECKUH THUI XYHOKECTBEHHOTO MBbIIICHUS
HAMEIOT IIPOYHbIE HALIMOHAJIbHBIE KOPHU U B TaTap-
CKOM KIJIaCCHMYECKO#l NuTepaType, U B JAPYTHUX BU-
JlaX MCKYCCTBa U COOTBETCTBOBAIM XYJOXKECTBEH-
HO-CTETHYECKUM TIOTPEOHOCTSIM TaTapcKoro 00-
LIECTBA B pa3HbIC HCTOpUUYECKHE 3M0XH. Tpaguiuun
pPEaIMCTUYECKOTO HCKYCCTBAa OKa3bIBAIOT 3HAYM-
TEJIbHOE BO3JCHCTBUE U HA CPAaBHUTEIBHO MOJIO-
JOM 1O HMCTOPUYECKOMY BO3pacTy TaTaBaHIap.
Omnako B uckyccrse PT konma XX — Haganma XXI
BEKa BO3PACTaeT POJIb MOJEPHUCTCKUX HarpaBie-
Hul. OTBJIEKAsCh OT KOHKPETUKH OBITa, COOBITHI
[TOBCETHEBHOW JKHU3HHU, XYI0KHUKH-aBaHTaPIUCTHI
MepealoT KapTUHY MUpa 4epe3 CUMBOJIBI M 3HAKH,
Yyepe3 HUX BBIPAXKAIOT CBOM SMOLMOHAJIBHBIE
OILYIICHHS M UHTEIUIEKTyalbHbIE Pa3lyMbs 110 IO-
BOJy CYIIHOCTHBIX mpobnem. Crapasich OBITH HO-
HSATHBIMH, XyI0)KHUKH TaTaBaHrap/a u3oeraroT (He
0e3 BIMSHHS PEATMCTUICCKAX TPAIUIIAN) KpaHEeH
CTelieHH aOCTparupoBaHMs, OCTAIOTCS B pPaMKax
($urypaTuBHO# KUBOMUCH. B CBOMX mpou3BeacHU-
SIX OHU ONMHUPAIOTCS M Ha «OOJBIIYIO», W Ha «Ma-
NYI0» TPagdld KyJIbTYpbl, Pacin(ppoBBIBAIOT
KOJBI 3aMaJHOEBPOIEHCKOro, PyCCKOro, BOCTOY-
HOTO U HAllMOHAJIBHOTO HCKYCCTBa 4epe3 CHUMBO-
JUKY, MADOIIOTHIO, apXEeTHIThI HapOJIHOW KYyJbTY-
PBL

[To sTO#1 mpuuMHE, KaK HaAM KakeTcs, BO3pac-
TaeT UX ABTOPUTET B UCKYCCTBE, IIOCTEIEHHO Me-
HSIETCS] HETaTUBHOE OTHOIIEHNE K HUM CO CTOPOHBI
MacCTHUTBIX XYJOKHUKOB-(TPaAULINOHATINCTOBY,
KOTOpBbIE 3a4acTyI0 CaMH MOMNaAaloT MOJ BIUSHUE
ABaHTAPIUCTCKUX TCUYCHWH (APKHHA TpuMep —
TBOPYECTBO KJIACCHKAa TaTapcKOro peaau3Ma, Ha-
ponHoro xynoxxuuka Poccun u PT U.B.Padukosa
[11: 16-24]).

Kak pearumpyioT XymoKHUKM TaTaBaHTapAa Ha
BBI30BBI 3M0XW TIiobanmmuzanun? TBopuyecTBO Xy-
JO)KHUKOB TaTaBaHTapAa pa3BHBaeTcsl B aTMocge-
pe OypHBIX, 3a4acTyI0 TParuuecKux COOBITHH, CO-
TpACAIOIINX MHp, aTMOc(epe HeroJJoBaHus Mo TOo-
BOJY PE3KOro COLHMAIBHOIO M HMMYLIECTBEHHOTO

paccioeHus OOIIECTBA, TPEBOXKHBIX OXKHUIAAHUI
NPUPOJHBIX KaTaKIM3MOB, OECIOKOICTBA 3a «3aB-
TpallHUM J€Hb» HalMOHAJIBHOW KylbTypbl. Oco-
OyI0 TPEBOTY Yy XYAOKHHKOB BBI3BIBAET TAKOE SIB-
JIeHWe, KaK KOMMEpUIHAJIHM3alus CONUAIBHOW U
KyJbTYpPHOM NEATENbHOCTH, CIEICTBUEM KOTOPOMH
SBJISIFOTCSL TyXOBHOE OOHHMIIaHUE OOIECTBa, yTeps
HPAaBCTBEHHBIX CBS3€H MEXIy JIOJbMH, 1a M Ha-
polamu Takxke. B Takux yclnoBHsSIX B MHUPOOLIyIIe-
HUM XYJIO’KHUKOB OJKMBAIOT JPEBHEHIINE apXeTH-
Ibl, TWIOABl KOJIJIEKTUBHOIO OECCO3HATENIBHOIO, M
Ha UX OCHOBE BO3HUKAIOT CHMBOJIMYECKHE 00pa3bl
COBPEMEHHOI0 00mecTBa. AKTYaJM3UPYIOTCS Te
apXETUIIbl, COJCPKAHUE KOTOPBIX BBIPAXKaeT yIpo-
3y JUIsL CYLIECTBOBAHUS UeJIOBEKA U 0OIIEeCTBa.

1. Apxerunuyeckuii motuB IlycToro ropoaa

B xonmnermmmmn OeccoznarenpHoro K.-I'.}Onra
KaK OIaCHBIC apXETHIIBI BBIICICHBI apXeTuribl Te-
HU (TEMHOMW, OTPHULIATEIILHON TMOIOBUHBI TICHXUKH
genoBeka) u apxetun Ilycroro ropoma (HeraTHB-
HOM (popmbI cormanbHOro coobmiectsa [12]. Apxe-
Tunl TeHru BOILIOMIAETCS HE TOJIBKO B CHMBOJIMYE-
CKHMX 00pa3zax IbsABOJIa, OOOPOTHS, 3JI0TO KOJITyHA,
HO M B CaTMPHYECKHUX 00pa3ax JI0IeH COBpEeMEH-
HOTO O0IIecTBa.

Apxerun [lycroro ropona Takxe peKOHCTPYH-
pyercsi B pa3HBIX BapHWaHTaxX: M B MPSMOM 3HaYe-
HUM, KaK TOPOJI, MIOKUHYTHIA XKUTEISIMH BCIIC/ICT-
BHE KaKUX-JIUOO TPUYMH, U B CHUMBOJIHUYECKOM
IJIaHe, CMBICIT KOTOpOoro MeTko omnpexaenui FO.Ma-
nHuH: [lycroit ropon «ectb ¢opma commyma, Jin-
IICHHAs €ro JyIIM W HE XAyllas HaloJHEHUS,
TPYI, HUKOTJAa He OBIBIIMI >KUBBIM Termom» [13:
33].

Mortus [lycroro ropoga (B CHMBOJIMYECKOM
CoJlep)KaHUM) pa3BHBaeT 3UHHYP MUHHHAXMETOB
[10: 25-32] B kapTuHax nukia «benas BbICTaBKa»
(1996) n «Xopomro» (2006). DcTeTHIECKYIO OIICH-
Ky JCHCTBUTEIBHOCTH XYJOKHUK IEpelaeT Io-
CpencTBOM OOOOIICHHON XapaKTePUCTHUKH TICHXO-
norun «repos BpeMmenn». Konuenmus Ilycroro ro-
poAa B 3TUX IHMKJIaX MpeTepresia OmpeneiIcHHYIO
SBOIIOIUIO, MPEICTABIAIONIYI0 «CHMBOJIHYECKUI
nporecc». «Ero Hauano, — yreepxkaaetr K.-I'.FOHT,
— MOYTH BCETJla XapaKTePU3yeTcss KaK TYNMUK WX
nomoOHast emy O€3BBIXOJHAS CHUTYalHs; LEIbI0
mporiecca SBJsIeTCs, BOOOIE TOBOPS, MpocBeTJie-
HHMe WM BbICHIasi CO3HATEJBHOCTBb. YUepe3 HHMX
nepBOHaYaIbHAsl CUTYalUsl epeBOJUTCS Ha Oolee
BBICOKHI ypoBeHb» [14: 302].

OCHOBHBI€ 3Tanbl CHMBOJIMYECKOTO MpoIiecca B
KapTuHax 3.MUHHHAXMETOBA!

a) Cumyayus, npueooAwasn K mynuxy.
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B kaptunax nukia «benasi BIcTaBKa» ropoj u
KHUBYIINE B HEM JIFOJIU M300paKeHBI B CTHJIC MpPU-
MutuBU3Ma. CHIIySTHl JIIOACH HAIOMHHAKOT, Kak
BepHo 3ameruiia C.UepBoHHasl, KyBUIMHBI, ITyCThIE
COCYJIbl HETIPABHIIBLHON (OPMBI, JIepeBsSHHbIC 00JI-
BaHKH [7]. YepHast TuHUS 0OOPUCOBBIBAET KOHTYPHI
MIPEeIMETOB OEJIOTO IIBETa, ¢ KOTOPHIMH acCOIMH-
PYIOTCST 00pa3bl «4eI0BEUKOB-00IBaHOK». OOpa3bl
0ECIBETHBI, YTO CUMBOJIM3HPYET UX OE3JIMKOCTh U
OYIIEBHYI  TYCTOTy.  OJTHUX  «YEIIOBEYKOB-
00JBaHOK» XYJOXKHHUK pacrioyiaraeT Ha KapTHHaX B
CaMbIX HEOOBIYHBIX TIO3UIHSIX, HHOT/IA BHHU3 TOJIO-
BOH; OHM 3aHHMAIOTCS JellaMH, COOMpAroTCs, He-
MOHSTHO, C KaKOW IIeNbI0, TOJMAMH Ha YIIHIIE...
TaKoe BOJBHOE OOpAaIIeHHE C «TepOsIMI BhIpaxka-
€T HACMEIIKY XYJIO’)KHUKA HaJl «UTPAbHBIMU» OT-
HOLICHUSIMH JIIOAeH B peanbHOM ku3HU. UYepes
MIPUIYUTHBBIC TpaduIecKue 00pas3hl «IEeTOBEIKOB-
0OJIBAaHOK» XYJOKHUK OCYXKIaeT OCCIICYHOCTD,
0€3/yXOBHOCTh, Oe3pa3iuine K TOMY, YTO IPOWUC-
XOJIUT 3a MpeJielaMy UX YaCTHOW KU3HH.

0) Cumyayus mynuxa.

B nukie xapTHH C MPOHUYECKUM Ha3BaHHUEM
«Xopomro» (2006) apxerunudeckuii motuB Ilyc-
TOTO TOpoja, ropoda Oe3 Iymiu, peanu3yercss B
OCTPOKPUTHYECKOM, TPOTECKHOM IUIaHe. Auy-
HOCTb, HArJIOCTh, CAMOYBEPEHHOCTh «Te€pOs» Bpe-
MeHM 3.MUHHHAXMETOB MepenaeT MNpu MOMOIIU
yIa4HO HaWJEHHOTO MpHeMa — PAaCKPBITHA Xapak-
Tepa uepe3 IUIACTHKY JXecTa (PyKH YIHpAITCS B
00Ka). DTOT KECT XYIOKHUK Ha3BaJ <«OKECTOM MH-
pa», MOJYEPKHYB TEM CaMbIM TUITHUYHOCTH U pac-
MPOCTPaHEHHOCTh B COBPEMEHHOM OOILECTBE TICHU-
XOJIOTHH «XO03sieB» JXU3HU. Ha onHOW W3 KapTuH
3TOTO IMKJIA, IMEIONIEH MPOCTPaHHYIO aBTOPCKYIO
aHHOTaLUIO («OTO TO BCE OIPOMHOE MECTO, KOTO-
pO€ HazbIBaeTCs 3eMJIsl M Ha KOTOPOU 5 )KHUBY»), —
JIOMa B TOPOJE KUPIHYHO-KPACHOTO IIBETA, BHITA-
HYThle, KaK Ka3apMbl, C YEPHBIMH KPBIIIAMH, C
YepHbIMUA (acajaMu WIH C YEPHBIMA OKOHHBIMHU
pamamu, ¢ MHOXXECTBOM TE€CHO TMOCAKEHHBIX OKOH.
Co3paeTcs BIeYaTICHUE, YTO TIEPBOOBITHBIE Y10~
BUIIIA MPHITIO3IH OTKYIa-TO ¥ 3aIOJIOHHUIH TOPO/I.
Ha ymuiax roposia MHOXKECTBO MOXOXKHUX APYT Ha
Ipyra JroAek u MamuH. M300pakeHHbIe Ha KapTH-
HE JKUTENHN ropoja — O0e3JHMKHe MEePCOHAXHU, Y KO-
TOPBIX BMECTO JIUI] — TEMHBIC IATHA. Y BCEX y HHUX
— KopeHacTble (PUTYpHI, IHPOKO pPacCTaBICHHBIC
HOTH, PyKH yIIHPAIOTCs B O0Ka. DTOT «XKECT MUPa»
— IJIaBHas TOBTOPSIOMIAsCS AeTalb. Y CIOBHO 000-
3HAYEHHBIE JIEPEBbSI C YEPHBIMUA CTBOJIAMH «BBI-
TECHEHB» M3 ropojia (OHW 3aHMMAIOT HEOOJBIION
BEpXHUHN yron KapTuHbl). TakuM mpencTaBisercs
XYJIO)KHUKY «TOPOJ 0€3 TyIIm.

B) Bbix00 u3z mynuxa.

KuzneyTBep:xkaroliee HaCTpOSHHE CHMBOJIH-
YECKH BBIPAXKEHO B KapTHUHax «PamocTh OBITHS»
(2009) u «lIBeTsr mupa» (2009). B xaptune «Pa-
JIOCTHh OBITHS» CXEMaTHYHBIE 00pa3bl HAMOTHSIIOT-
C «IJIOTBIO U KPOBBIO»; OHU DPAa3pUCOBAHBI pa-
Iy>KHBIMU KpacKaMU OKpY>Karolllel ux npupoisl. B
HeHTpe — 00pa3bl My KUYMHBI U )KEHIIMHBI (HaApUCO-
BaHbl B CTHJIC HEOTIPUMHUTHBH3MA), HO 0€3 «KecTa
MHUpPa»: PyKH BBIIPSMIICHBI U CIIOKOMHO JIEXKAT Ha
KOJICHSIX, JINIA U (PUTYPHI pacICaHbl B 3€JICHBIX,
OpaH)XEBBIX, JKENTHIX, (proeToBbIX TOHAX. Ha u-
BONUCHYI0 MaHepy 3.MuHHHaxMeTOBa B OIpeie-
JICHHON Mepe TMOBIHSUT MyaHTHIIN3M, pazpaboTaH-
HBIH Qpanmy3ckuM xyaoxaukoMm JKopxkem Cépa
(1859-1891). DT0 «™MeTo pa3dUBaTh KaXJ0€ IBE-
TOBOE IISITHO HA THICAYU IBETHBIX ISTHBIIIEK OC-
HOBHOI'O M JIOTIOJIHUTEJILHOTO IBETOB» [15: 66].
JIuHUM TepSIOT TpapHUUecKyl0 UYETKOCTb, OTYETO
BO3HUKACT WJUIIO3USI PACTBOPEHUS UEJIOBEKA B OK-
pyxarole ero npupoje. Jla u easa 3aMeTHbIE CH-
JIy3THI JOMOB BAAJM TaK)Ke YTOMAIOT B KpacKax Je-
Ta. «PacuneHeHHbI» LBET CTAaHOBUTCA TIJIABHBIM
BBIPA3UTENIBHBIM CpeACcTBOM. HazBaHue KapTUHBI —
«PamocTp OBITHS» COOTBETCTBYET MHUPOBO33PEHHIO
XYJI0’)KHUKA; €0 ONTHMMHU3M OCHOBAaH Ha aHTPOIIO-
JIOTUYECKOM OCMBICIICHUH >KU3HH.

[Ilupokoe pacnpocTpaHeHHE B COBPEMEHHOMU
skusonucu PT momyuunu vHbIE BApUAHTBI OCMBIC-
nenwns apxeruna [lycroro ropoga xak ropona (wim
JIOMa) OIYCTEBIIEro, MOKHHYTOTO YXHUTEISIMH TIO
pa3HBIM TIpUYUHAM. JTO, TIPEXAE BCETro, 0Opa3bl-
BOCIIOMHHaHMA O JIPeBHEOYJIrapcKuX ropojax, pa-
30peHHBIX 3aBoeBaTensamu. Kaptunsl Puara My-
XaMETAWHOBA, TOCBAMICHHBIE bynrapam («30B
kamHe», 1997; «Yepnas mamatay, 1997; «OxHO
MOKUHYTOTO JoMay», 1999), BocmpousBogsT apxe-
THT IPEeBHETO TOpojia Yepe3 METOHHUMUYECKHE 00-
pa3bl ¥ JAeTajiy, KOHLIEHTPUPYIOIIHe B cebe eMKHii,
00IIIeUeIOBEYeCKUI CMBICI: COIMANIbHAS U HAIHO-
HaJbHasi KOHKPETUKA OTCTYNAeT B HMX Ha BTOPOMU
raH. YepHas manaTa, Kak CTpaXX BEKOB, MOXO0Xa
Ha BEJMKaHa C YEpHBIMH OKHAMH-TJIa3HHULIAMH, C
KaMEHHBIMU OOJIOMKaMH Y TIOJHOXUS, MTOX0XKUMHU
Ha pyku. Ha xaptunHe «OKHO MOKHHYTOTO JOMay
M300paXeHO 3aKOJIOUYEHHOE KPECT-HAKPECT OKHO C
pa3OUTBIMH CTEKJIaMH, C OCTaTKaMHU JAEPEBSIHHON
13061, HAKIIOHEHHOW cTeHOoM qoma. OOpa3 BocmpH-
HUMaeTcs Kak CHMBOJI ICKOBEPKAaHHOW JKM3HH, TIe-
PEYEPKHYTOM UCTOPUHU.

Mortus IlycToro ropoja akTyaJlu3upyercsi U B
CBETE€ COBPEMEHHBIX COLMAIBHBIX MpodiieM (co-
CTOSTHHE JIepeBEHb POCCUHCKON ITyOuHKH). SpKuit
npumep — kapruHa b.I'mnbBanoBa «I[loxkuHyTHIiM
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mom» (2010), Ha KOTOpOH HM300pakeHBI TPSI3HOE,
oOBeTIIaNoe KPBUIBLO C OpOILICHHOW KpecThsH-
CKOH yTBaphlO (IJIETEHbIE KOP3WHBI, JIOMATHI, MO-
THITH ¥ T.1I.) ¥ JIBEPH, 3alepTasi Ha OTPOMHBIN 3a-
MOK. (OTO KOMIO3WIMOHHBIN ILIEHTP KapTHUHBI).
Bce 310 TOBOPHUT O TOM, YTO XO035€Ba HAIOJTO,
MOJXKET OBITh, HABCET/[a, OCTABHIIN CBOE KHJIHIIIE.

B xaptunax Ha Tembl u3 ucropun Kazanckoro
xaHcTBa apxetun IlycToro ropona axkTyanusupy-
eTcsl Kak o0pa3 «xaHckod KazaHuy, CHecCeHHOH C
JUIa 3eMJIM 1oclie ee 3aBoeBaHus MBanom I'pos-
veiM  (LI.Maiinynmma. «Kazauaey, 1989; ®.Xa-
nukoB. «Kazanb cBerozapHas», 1999; «Kazaub
XVI B.», 1999; M.Xa3zueB. «Kazanckas mapuiay,
2010; «Bocrounsrit ropoa», 2008 u ap.). Y MHO-
I'HX XYJ0KHUKOB BO3HUKAET CTpEMIICHHE K (haHTa-
3UIHHOMY «BOCIIOJHEHHIO ITyCTOTHD» Pa3pyIIeHHO-
ro TOpoAa, XyAOKECTBEHHOMY pPEKOHCTPYHPOBa-
HUIO ero mpexHero obnuka. «bypHas Xymoxect-
BeHHasi (aHTa3us, ONPOKUHYTas B MPOIUIOE, —
numier C.UepBoHHAsA, — CIOXHO TEperieTaeTcs B
MIPOM3BEECHIUSIX TAKOTO poja C JKaJHBIM HHTEpe-
COM XYyJI0)KHHKOB K TOYHBIM, CKPYITyJIE3HBIM JIETa-
JIIM HaIlMOHAJIFHOW MICTOPWH, PEKOHCTPYUPYEMBIM
CO BCEH apXeOoJOrMYeCKON TUIATEIBHOCTBIO, OCO-
OEHHO BO BCEM, UTO KacaeTcs ee MCIaMCKO# oKpa-
ckm» [16: 47]. B kauecTBe npumepa 1mMogo0HOH Xy-
JOKECTBEHHON PEKOHCTPYKIIMH  HCCIIeI0BaTeNh
MPUBOIUT HUCTOPUYECKYIO JKHMBOmUCh Kanadus
Padukosa. Lk ero kaptun: « TpeBoxno» (1976),
«Kpemenne» (1976), «CroroMOunKe-HAIOXKHHUIIA
(1988) — BocmpuHUMaeTcs kKak «pekBueMm 1o Ka-
3aHCKOMY XaHCTBY». KapTHHBI 3TOTo IMKIa CO3-
JIaHbI B 9KCTIPECCUOHUCTHYECKOM CTHJIE, OCHOBAHBI
Ha KOHTpAacTe YepHOro IBeTa (CMMBOJA HCYE3HO-
BEHUSI) M «CEpeOpsIHOTO CBeUeHHs» (CMMBoOJA Iy-
XOBHOH 3HEpreTHKH). XyJO0KHUK CUJIOH CBOed
(haHTa3MM CTPEMHUTCS BOCCTAHOBUTH KPacoTy pas-
pymeHHoro ropoaa. Kak BuaHO Jaxke M3 HECKOIb-
KHX TpUMEpPOB, apxertunuveckuid Mmotus I[lycroro
ropoJia JISKUT B OCHOBE CaMbIX Pa3HBIX BAPHAHTOB
€ro aKTyaJIH3alHy.

2. O0pa3bI-«CTPALTHIKI»

TpeBora XyJOXHHUKOB 32 COBPEMEHHOI'O YeJIo-
BEKa, HaXOASALIETocs B MHpe cOOIa3HOB LWBUIIHU-
3alUH, YPOAYIOMIUX €ro AyIly, OCICIUISIOIUX ero
pasyM, BbIpaxaercss B 00pa3ax-«CTpalIMIKax»
(BapmanTax apxeruna TeHm) — rpoTecKHBIX 0Opa-
3aX YeJOBEKOMOJ0OHBIX MOHCTPOB, 300MOP(HBIX
CYLIECTB, pPa3lIW4YHOrO poja xumep. Bce 310 BO
MHOTOM OOBSICHSIET HMHTEPEC K apXeTUITHYECKUM
oOpa3zam, cka3kam, Mudam, OBITOBAaBIIUM €IIC B
SI3BIYECKYI0, JOHMCIAMCKYIO 3IO0XY. ApPXETHIBI,
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BO3HMKILIME B ITTyOMHHBIX IJIaCTaX KOJUIEKTUBHOT'O
0ecco3HaTeNFHOT0, «OXXHUBAIOT» B BUIE KOJIYHOB,
BE/IbM, JICIINX, BOASHBIX, LIIypaje, andacTsl (3IbIX
IYXOB, HAChUIAIOUIMX IOPYY Ha JIIOAEH, KUBYIIHX
00BIYHO, KaK ITypaJe U JIEHINe, B JPEMYUHnX Jiecax)
u J1p.

B cootBeTcTBHU € AyXOM BpEeMEHH, MOJ0OHBIE
«CTpAIIWJIKK» B TMPOU3BEACHUAX XYI0KHUKOB Ta-
TaBaHrapa HEepPeIKO acCOLMUPYIOTCA C 00pazaMu
COBPEMEHHBIX Jrozeil (IpU3paKu-BaMIUpPhl B IHK-
ne 3.MunaMaxMeToBa «BeduepHrue MHMY»), a TaKkKe
¢ KocmMudeckumu cymiectBamu (uukn b.I'mnsBa-
HoBa «XumepsD» (1993); T.MaccanumoB «Kapau-
keD» («Crpammumie») (1995), «bakdya wsitope»
(«Xozsea cama) (2000)).

BrI3biBaeT 0COOBIN MHTEPEC TEHJACHIUS K IIe-
PEOCMBICIICHHIO TPAIULMOHHBIX MHU(OIOTHIECKUX
00pasoB, KOTOpPHIE y OMHUX XYIOKHUKOB (PYHK-
IUOHUPYIOT KaK OTpULATENbHbIE, Y APYTUX — Kak
MOJIOKUTEINIbHBIC TIEPCOHAXKH (HapUMep, Cy aHaChI
(BomstHAS) W TITypae. ).

B kaprune b.I'mnbBaHoBa «IIpuBOpOTHBIN
rpebeHby BOAsSHAs, YPOAJIMBOE CYIECTBO C JJIHMH-
HBIMH KOCMaMH BOJIOC, TIepeAacT CBOW BOJIIICOHBIMA
30JI0TOW TpeOeHb JKEHIIWHE, KOTOopas HCIyTraHHO
MPWKUMAaeT OHY JIAJIOHb K IIEKe, a IPYTyIo Mpo-
TATUBACT K rpeOHI0. D(P(PeKT cOCTOUT B TOM, UTO
TepOMHHM TIOXOXHM [Ipyr Ha Jpyra: OAMHAKOBBIH
OBaJl JIMIA, y3KHE IJ1a3a; JUIMHHOE MOKPHIBAJIO Ha
JKEHILMHE HaIllOMUHAET KOIHY BoJioc BoAsHOH. Co-
3/1aeTCsl BIEUYATICHUE, YTO IEepell HaMU 3JI0BEILHi
CrOBOp ueloBeKa C BeabMOW. DOH KapTUHBI CO-
CTaBJIAIOT CMYTHBIE CHJIYSThl HENOHSTHBIX CY-
IECTB C MPOTSIHYTHIMH PYKaMH, TAaKXKe HKaXKAyIIuX
3aMoNy4YuTh MPUBOPOTHBIN IrpeOeHb, CHMBOJ Bia-
CTHU HaJ LyILIOH YeIOBEKa.

Wnoit 00pa3 BoAsSHOMN, ONHM3KUI K JUTEpaTyp-
HOMy Tipototuiy u3 ctuxorBopenus I'.Tykas «Cy
aHacel», cosmaer B.XannanoB («Bonsuas». Ilo-
cesmienne ['.Tyxkato, 1993) — 06pa3 noOpoit xo3s1ii-
KU PEKH, C AParoleHHbBIMH YKpaICHUSIMH B YIIax,
C 30JI0TBIM TpeOHEM B pyKax, MOXO0XXHM Ha JIyHY,
OCBEIAIOIIYI0 BOISHOE L1apCTBO.

BosbIIMHCTBO KapTHH HamMcaHo MO MOTHBaM
cka3ku Tykas, u B Hux lllypane nmpeacrtaBieH Kak
«MarepuaibHas dYacTb», CTPYKTYPHBIH 3JIE€MEHT
JIECHOTO MHUpa: OH IOXOX TO HA HPUYYAJIUBBIA
KYyCT, TO Ha IIeHb, TO Ha «OXWBIIEE» KOPHEBUILE.

Takum, Hampumep, 3TOT o0Opa3 MpeacTaeT B
kaptuHe b.I'mnbBanoBa «Ulypane» (1993). [nun-
Hele pyku lllypane, «B mon-apiiuHa HaabLbDy H
JUTMHHAs 00pojia, IOX0XKasi Ha KOPHH JIepeBa, Op-
TaHUYHO BIIMCHIBAIOTCA B ()OH YCJIOBHO H300pa-
xkeHHoro neca. OnHako ronosa lllypane Hamomu-
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HaeT JpeBHHE MACKH, a pyKa KacaeTcs TO Ju Oeso-
ro CTBOJIA JIepeBa, TO JIU JpeBHEro cButka. 1 stor
KOHTPAcT «JIECHBIX» JeTalleil W e/Ba YJIOBUMBIX
3HAKOB APEBHEH KyJNbTYPBHI CO3/1a€T BO3MOKHOCTb
pa3IMYHBIX MCTOJIKOBaHUI oOpasa Illypane: 3Tto n
4yacTh JIECHOTO I[apCTBA, 3TO M CHUMBOJ INPEEMCT-
BEHHOCTH KYJIBTYPHBIX TPagULUH, 3TO U CHMBOJI
Ooratoii GaHTa3zuM HapoJa.

[To-unomy Boccozgaer oOpa3 lllypane X.1lla-
punos B kaptuHe «lllypane ¢ nrunei» (2011). Ero
[llypane He moxoX Ha JjecHoe crpamwiuiie. OH
HamoMyHaeT 4enoBeka. Omo3HaBaTENbHBIMHM 3HA-
kamu lllypane sIBISIOTCSI KpUBOH pOT Ha TOJIOBE U
IUIMHHBbIE nanblel. JlepeBbs B jecy, yCIOBHO H30-
OpaXeHHbIE, HATOMUHAIOT «PYKH BEPYIOMHX» (0]I-
Ha M3 TpaJuluil MyCYJIbMaHCKOTO HCKyCCTBa —
yHoJ00JIeHuE BETBEH JepeBbeB nanbiaM pyk) [17].
IIBeToBoii hoH Jeca Takke HEOOBIUCH, OCHOBAH HA
Pa3HBIX OTTEHKAX CHHET0, CHPEHEBOTO U KOpUYHE-
BOT'0, OH COOTBETCTBYET «IYLIEBHOMY COCTOSIHUIO)
[lyparne, KOTOPBIH OEpekHO ACPKHUT B pPyKax NTH-
ny (urumy cyactesi?). O6pa3 Lllypare, BEITIOTHEH-
HBIH B TOyOOM IBETE, aCCOLMUPYETCS C rony0oit
TPaBOM M LBETAaMM y IOJHOXHS CKa304YHBIX Je-
peBbeB (1BeTHl Ha KapTuHax X.Illapumnosa — cum-
Bost ayxoBHoctH). OOpaswl seca u lllypane Boc-
MPUHUMAIOTCS] KaK €MHOE LIeJIoe, Jiec — KaK TeJo,
[ypane — kak JOOPBIN AYX, «IyIIay Jieca.

B TBOpuUeckom mporiecce PEeKOHCTPYKIUH ap-
XCTUIMYECKUX O00pa3oB HaMeyaeTcsl IIUPOKHUH
CIIEKTP PAa3JIMYHBIX TOJKOBAHUI, BBIABICHUS HO-
BBIX CMBICIIOB, 3a4acCTYI0 MPOTHBOMOJIOXKHBIX TIO
COJIEPKAHMUIO.

3. TauHcTBEeHHBIE CHJIBI KOCMOCA

Bompocel u comMHEHUS, CBS3aHHBIE C BOCIIPH-
SITUEM COBPEMEHHOM KHU3HU, XYJOKHUKU TaTaBaH-
rapzia IpoeIupyoT U Ha N300pakeHrne TPHUPOTHO-
KOCMHYECKOH Cpeapl. XyI0KeCTBEHHOE OTOOpa-
KEHHEe KOCMHUYECKOTO MHUpPA OTJIMYAeTCsl OT o0pa-
30B 36MHOW MPUPOIBI, KOTOPHIC B KapTHHAX TIPEI-
CTaBUTEJICH TaTaBaHrap/a B OOJIBIIMHCTBE CIy4acs
BOCIIPOU3BOMAST KPacoTy M TapMOHHUIO MUJIBIX
cepany nenszaxeir Bonru, Kambl, roponos u cen
pomroro kpas (P.XapucoB. «3a sromamu», 1996;
M.Xas3ueB. «Ha maceke», 1995; «babwe eTon,
1997; JI.Iapumos. «3Atoa», 1999 u np.).

KocMoc kak siBieHHE BO3BBHINICHHOE, Oecripe-
JeTbHOE, HEOOBATHOE W HEIIOHSTHOE BBI3BIBACT y
XYyI0KHUKOB JBOMCTBEHHOE YyBCTBO: BOCXHUIIICHUE
u ctpax. OTHOMICHHE K KOCMOCY JUIsI HUX CTaHO-
BUTCSE (WIOCOPCKONH TPOOIIEMON: YeloBeK Kak
4acTh MUPO3JAHUS — B TAPMOHUH C KOCMOCOM WJIH
MIPOTUBOCTOSTHAH?

[TyTn pemeHust 3TOW POOIEMBI PA3IMYHEL: OT
YTBEPXKIICHUSI TapMOHUYECKON CBSI3M YEIOBEKa C
KOCMOCOM JI0 MpPEAYyBCTBUSI BCEJIIEHCKOW KaTacT-
podrl, amokaaumcuca. B 00X BapwaHTax Tpo-
CMaTpHUBacTCs 00Ias TEHIACHITUS — MOTBITKA Haii-
TH KaKUE-HUOYIh «O0HAJIC)KUBAIOIINEY» MOMEHTBI
BO B3aMMOOTHOILIEHUSAX YEJIOBEKA C KOCMOCOM.

Crocobb1  XyI0XKECTBEHHOTO  OTOOpaXEHUS
KOCMUYECKOM TEMBl TAaKXke pasinuHel. B 3TOM
TUTaHe OOIMM MOMEHTOM SIBJISIETCS TO, YTO 00pa-
3bl, NOMEIICHHBIE B KOCMHUYECKHUH XPOHOTOI, B
KapTHHAX XyIO0KHUKOB TaTaBaHTapjaa MpuoOpeTa-
10T PuIocopCKUil CMBICH, AJIs TIEpelaud KOTOPOTO
HEPENKO HCIONb3YIOTCS CUMBOJIBI, 3HAKOBAsl CHC-
TeMa, MHUQOJOTUS HAIMOHAIBHOIO W MHPOBOIO
HCKYCCTBa.

[IpuBenem HekoTopble mpuMepsl. B TBopuecT-
Be Xam3sl [llapunoBa JOMUHUPYET UJied TAPMOHHU-
YEeCKOro €UHCTBAa OOra, MUpa M 4YejoBeKa M pac-
KpBIBACTCSl OHA HA OCHOBE MAaHTECUCTUUYECKOTO MHU-
poBocnpusiTUs. XyIOKHHUK OJYXOTBOPSIET U 3E€M-
HyIo nipuposy (o cnoBam X.IIlapunosa, «oHa Bcst
JKUBas»), U KOCMUYECKUNW MHUP KaK MPEKpacHbBIE
TBOpEHHS Oora.

CMBICT MHOTHX €ro IMPOW3BEACHHUIA BBIpakaeT
kaptuHa «[louemyit 3emmn u HeOGa» (1998). Ha
ATOM KapTUHE HA MPUPOAHBIC SIBJICHUS MEPEHOCST-
csl MICUXWYECKUE CBOWCTBA 4esloBeKa. ['opbl Haro-
MUHAIOT TPOQWIb JIMIA JISKANEr0 4YeJIOBeKa, a
CKJIOHUBIIMECS HaJ HUMH OOJIaka TOXe OOpHuco-
BBIBAIOT KOHTYPBI YEJIOBEUECKOTO JIUIA C PACKPHI-
TBIMU I TIOLIETYsI Ty0amMu. Y paBHOBEIICHHOCTh U
TapMOHHUS JOCTUTAIOTCA Yepe3 KOMIIO3UIIMOHHOE
pElICHHE TeMbl: Ha KapTHUHE YETKO BBIJICICHBI Ye-
ThIPE IIBETOBBIC 30HBI, 0003HAYAIOIINE 3EMJIIO0, I'0-
pbL, He0O, obJiaka. 3eMisi — B TEIUIBIX TOHAX JKEJl-
TO-TOPYUYHOTO I1IBETA, NOJIYKPYriod ¢(opMbl —
CHUMBOJIU3HPYET 3eMHOH mIap (IT0X0Xka TaKkKe M Ha
o3epo). Ha ee mMOBEpXHOCTH XYIIOKHHUK ITOMECTHII
3HAKHM BOJIBI — JIBE TUIABAIOIIUE YTKH U pbida (00-
pasel, BCTpedaromuecss B MU(pax O IMPOUCXOKAE-
HUW 3€MJIH), 3HAKU Jieca — OTPAKAIOIINE CHHEBY
HeOa BepXyIIKH JIepeBbeB. B 1ieHTpe KOMIo3uiuu
— pacTeHMs CBETJIO-3€JICHOTO LIBETa, CTUIIM30BaH-
HBIE TI0O MOTHBaM TIOPKCKOTo opHameHTa. Koieo-
JIONIMECS OT BETpa TpaBa W IBETHI CO3AAIOT 3(h-
(hexT «apIxaHus 3eMiIn». «JlpeBHUE BEpwiu, YTO Y
3eMJTH, TOJJOOHO YEeTIOBEYECKOMY TNy, €CTh ITyJIbC
U apTepumn», — OTMEUACT UCCIICIOBATENh KYIbTYPHI
Anonun w Kuras E.B.3aBaackas [18: 153].
X.IIapumnoB Takke MbITAETCS yJIOBUTH U NepeaTh
3Ty «apTEPHATBHYIO IyJIbCAIIMIO» B YCIOBHO-
cUMBOJIMYECKOlN (opme. Bropoii mnBeroBoii ruact
— ropsl (B JaHHOM BapHWaHTE — TEIJIOr0 KOpHYHE-
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BOTO IBeTa). B KOHTypax nepeBbeB Ha (hoHE TOP
«TIpsYeTCs» 3padoK, CIOBHO HAOIOAAIOMIMN 3a
HeOOM, M HAJIMUCh «XaM3a» — 3HaK BHPTYaJIbHOTO
MIPUCYTCTBHSI Y€JIOBEKA B 3TOM JHBHOM IPHPOJIHO-
kocMudeckoM mupe. O0pa3 Heba (TpeTuil ypoBeHb
KOMITO3HUIIMH) — XOJOAHOTO CHHETo LiBeTa. MoxkeT
OBITh, 3TOT IBET CUMBOJH3UPYET XOJOJ KOocMoca?
OpHako cepele OOlaka C TEpPEeTUBaMHU IIBETOBBIX
MOJYTOHOB cTpemMsTcst K 3emie. CKBO3b oOiaka
MIPOCMATPUBAIOTCSA TPUMETHI JIaJEKOTO0 KOCMOCA!
cepeOpuCThIe 3Be3/bl, CIIOBHO MaNarollie Ha 3eM-
a0 (oTpaxaromuecs Ha (OHE 3eMJIM — 03epa), U
CepeOpHUCTHIN Cceprl JTyHBI, TIOXOXHA Ha IOJy3a-
KPBITBIA TJa3 YeloBeKka (JyHa «BUIAUT» 3eMIiIro!).
Wnest emuHcTBa MHpa BBIpaK€Ha W depe3 JUHA-
MU4HBIM puTM KapTulbsl. X.[[lapunos ucnons3yer
3aMMCTBOBAHHBIA U3 APEBHEKUTANHCKON UBOIHUCH
METOJT «O0po3/» — IyHb — HAKJIaAbIBAaHUSA Ha OT-
JeNbHBIE YacTH KapTHUHBI JIETKUX MITPUXOB («00-
po3m») C 1enblo nepenaTh apmwkeHue [18: 142]. Ha
kaptuHe X.[llapumoBa MmMITPpUXK Pa3HOTO IIBETA,
HaHECCHHbIE Ha BCE YETHIpE IBETOBBIX (POHA, PUT-
MHUYECKH OOBEIAMHSIOT B OJHY TapMOHHYECKYIO
CHUCTEMYy W 3eMJII0, ¥ He0O, M JaIeKHid KOCMOC.
Hemanyio ponp B yTBEp)KIEHHHM HJIEH E€IWHCTBA
Mupa urpaet u ToT ¢axt, uro X.lllapunos Haxo-
IUTCS TIOJ OOasHWEM SIIIOHCKOTO W KHUTalCKOTO
WCKYCCTBAa, YbH JKMBONMHMCHBIE TPAIUIIUN OH CTpe-
MHUTCS OCMBICIUTDh TPHUMEHHUTEIBHO K COOCTBEH-
HOMY TBOPYECTRBY.

X.IIlapunoB BOCIPUHUMAET YEJIOBEKA «CPEJO-
TOYHMEM MHPOBOTO KpyroBopotay» (Jx.Poymu [19:
141]). OgHako XyIOKHUK HE aKLUEHTUPYET UICIO
3aTEepPsIHHOCTH YelIoOBeKa B KOCMHYECKOoM Mupe. Bo
MHorux kapruHax X.[llapunosa Hamedaercs Tema
«HAOJIOACHUS», IIPUCMATPUBAHUA» OPYT K IPYTY
(¥ K 4emoBeKy TOXKe) OTIENBHBIX C(hep MPUPOTHO-
KOCMHYECKOTO MHUPAa, a 4eJIOBEK KaK Obl HAXOAHUTCS
o1 HabJIIOZCHNEM U 3aIIUTON KOCMHYECKUX CHIL.

B kaptune «Ctpenen» (1999) kocmoc Bocnpu-
HUMAaeTCs Tila3aMu repos mpousBeneHus. Ha mio-
CKOCTHOM (hOHE M300PaKEHO 03€PO TIIYyOOKOIro CH-
HEro I[Be€Ta C OTPaKEHHBIMH B HEM 3BE3JaMHU.
CBepxy, O]l KYIIOJIOM TEMHOTO He0a, — OJIMHOKUI
JIOMHK C OKOIIKOM-«TJIa30M» W JIEPEBO, 3eJeHas
ropa, Moxoskas Ha KOIIKY CO CBETALIMMMUCS IJ1a3a-
MU, HaOJIFOTAOIUMHU 3 TIPOUCXOISAIINM. XBOCT €¢
CBHCAeT HaJ 03epoM, Kak cepn JIyHbl. JJomuK, me-
peBO W TOpa OKYTaHBI CEPOBATO-OCIION BIMKOM
o0sakoB. OHM HAMIOMHHAIOT JUKOBUHHOTO >KHBOT-
HOTO, TOJIOKMBIIIETO OTPOMHYIO JIally Ha TOpy-
«xomKy». O3epo OKpyXaloT NPUYYINBBIE OYep-
TaHMS TEMHBIX, Kak He0o, XoJMoB. BcagHuk
(cTpemen) Ha JUIMHHOHOTOM KOHE B3JI€TAaeT HaJ

03€poM, B OKPY)KEHHH 3BE3[, PAAOM C HUM JIETUT
nTuia (B TIOPKCKOW MH(OIOrHM MTUIA — CUMBOJ
JIYIITU YEeI0OBEKa).

OCHOBHYI0 WHTOHAIIMIO KapTHUHBI OMpEIeIseT
HAJINCh, CJIOBA W3 HAPOAHOU TIeCHU: «hagadaswi
HONObI3NAPHLL HU2a0ep canamaovim, wyny («/a,
MOYEMY-TO 5 HE CTajJ CUYHUTaTh 3Be3]] Ha HeOey).
OT0 WHTOHANWS TPyCTH (MOH) HYEIOBEKa, pacTe-
pABILIETOCST TPHU BUJIE BEIUYUS MHUPO3JAHUS, HO
OHAa TaKXe IepelaeT W YyBCTBO TOPJOCTH, BbI-
3BaHHOE OIIYIIEHUEM COMPUYACTHOCTH K BEJIHKO-
JIETIMIO TIPUPOJHO-KOCMHYECKOTO MHpa: K HEMY,
YEIIOBEKY, CTEKAeTCs YHEPTHs 3eMITH, BOJBI, HeOa,
3Be3.

Crpemsich miepenaTts N3MEHIYUBOCTh, THHAMUKY
mupa npupoasl, X.llapunos moOUT co3naBaTh
[[BETOBBIE BapHAIlH C OJMHAKOBBIM rpauuecKumM
PUCYHKOM Ha OIHY M Ty ke Temy («Bmepx», «B
necy y lypane», «O3epo», «3eMis-nTuma» 1 ap.).

Wnes emuHCTBa MHUpa 1 YEIIOBEKA B TBOPYECTBE
X.lapunoBa Hepa3pbIBHO CBsI3aHA C WJeel JIBU-
JKEHUSI ITOTO0 MHpa BO BPEMEHH, XapaKTEPH3YIO-
HIETOCSl U3MEHEHUSIMU, Pa3pyLICHUSIMUA U BO3POXK-
nenausmu  («IlepBornpenkny, «Kojeco BpeMeHM»,
«3necy u ceitgacy). Kaprunst X.Iapumosa, Ha
TICPBBIN B3MJISII, IPOCTHIC U OECXUTPOCTHBIC, MTPE/I-
CTaBJIAIOT CIIOKHYIO 3HAKOBYIO cucteMmy. Ee cum-
BOJIMYECKUM CMBICI, COJEp>Kallui MHOXXECTBO
CMBICIIOBBIX IIJIACTOB, PACKPBIBACTCS NJISI 3PUTEIS
MOCTENEHHO Yepe3 €ro JMYHBbIe aCCOIMaTHBHBIC
MIPEJCTABIICHUS] ¥ 3HAHWE HAIIMOHAJIBLHOW W MHPO-
BOH KyJIBTYPBL.

Manuap Xa3ueB, OQUH U3 aKTUBHBIX YYaCTHH-
KOB XYJIO’)KECTBEHHOTO oObeauHeHus «Tamray, B
MOJIX07Ie K Mpo0JIeMe «9eJI0BEK M KOCMOC)» OJIM30K
Kk X.[HapunoBy. OH TakXe BUIUT CHIIy U BEITUYHE
YEIIOBEKa B €r0 €AMHEHUU C MPUPOJIOH, B OTCYTCT-
BHW CTpaxa Iepe]l KOCMUYeCKMMH criamMHu. Bos-
JIeficCTBHE Ha dYeNOBeKa NPHUPOJAHO-KOCMHUYECKOTO
Mupa M.Xa3ueB MoKa3bIBaeT Kak IPOsBICHUE Ye-
Thipex cruxuil: ConHua, 38e3a, 3emiu, Bosbl.

B wmupe o0pazoB M.XaszueBa TOpPKECTBYET
ctuxuss CoiHua (3010THCTO-KenThi 1BeT). [lu-
IIeT JIU XYJIOKHUK TMOPTPETHI, HATFOPMOPTHI HITU
neii3akn, KapTHHBI Ha UCTOPHYECKUE I MH(O-
noruueckue TeMbl («babwse neton, 1997; «Ilecus o
Ponuney, 2007; «babymikay, 2003; «Dnerus oce-
Hu», 2008; «Bocnomunanus o Bynrapax», 2008;
«JlepeBHs. Mait», 2008 1 np.) — OH BCe MPOMyCKa-
€T CKBO3b MpU3MY CONHEUHBIX Jyued. Kocmoc, B
KoTOopoM TriaBeHCTByeT CouHIle, HE CTpalleH de-
noBeky. O6pa3bl, cozmanasle M.Xa3ueBsIM, pajgo-
CTHO morjomaiT Temwio u ceeT Conana. B «con-
HEYHBIX» Nei3akax XyJ0KHUK HCIONB3YeT MpHe-
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MBI JEKOPaTHBHO-TIOCKOCTHOTO HM300pakeHUs W
HAMIIPECCUOHUCTUYECKOTO CTUIIS, OAHOU M3 OCHOB-
HBIX OCOOCHHOCTEH KOTOpPOTro OBLIO pacTBOPEHHE
M300pakaeMbIX TPEIMETOB B CBETOBO3IYIITHON
cpene. B xaptune «Onerus oceHw» TpU JepeBa B
LIEHTPE  HAIOMHHAIOT  OYKEThl  30JIOTHUCTO-
OarpsiHPIX I[BETOB B JUIMHHBIX Ba3ax Ha (QoHe
OCCHHETO MHOTOIIBEThSI 3eMid. M TOpsl BIanmm, u
He00, ¥ PUrypKa KEHIIMHBI C COOaYKOW B JIHKYIO-
LIEM OCEHHEM CaJy — BC€ MPOHU3AHO UTPOH cBEeTa
U TEHU, TPUJAIONIEH OCEHHEMY TMeW3axy auHa-
MH3M U PA3THAIHOCTD.

Cdepa 3Be3gHoro Heba (YHKUIMOHHPYET B
pa3HBIX BapHaHTaX. 3BE3[bl B HEKOTOPBIX KapTu-
Hax B cocenctBe ¢ Jlynoit («JlyHHas meBymikay,
2002; «Jlenp mnomHOIyHUs», 2008; «KombiOenb-
Has» U JIp.) BOCOPUHUMAIOTCS KaK CUMBOJI KOCMH-
4yecKoM cBsizM uenoBeka co Beenennoil. Ha kapTu-
He «B 3Be3gnyro Houb» (2008) enBa BBIACTIAIOTCS
M300paKCHHBIE KPYIHBIM IUIAHOM CHIIY3THI IOHO-
UM W JEBYWIKU. Branu — KOHTYpBl JEPEBEHCKUX
JIOMUKOB CO CBETAIIMMHCS OKHamMu. U momu, u
JIoMa OKyTaHbl LBETHOM, «3BE3IHOW» MbBUIBIO.
M.Xa3ueB HCMONb30Bal MPUEM XYJIOXKHUKOB-
«JTy4UCTOB» — TPEACTAaBUTENIEH aBaHTapAHOTO Ha-
IpaBiaeHUss Hadyana XX BeKa — BOCIHPUHHMMATh
NpPEAMETHl CKBO3b MPU3MY UCXOJSAUIMX OT HHUX JIy-
4yeil (B JAaHHOM cllydae — OT 3Be3Z, OT CBETa B
OKOIIIKE POJHOTO JIOMa W OT 4eJOBEeYeCKUX (u-
Typ); TEM CaMbIM TOAYEPKUBACTCS POMAHTHUECKUN
Xapaktep JI0OOBHOTO CBHIaHHA. YeloBeK He Te-
pseTcst B 3BE3JHONM HOYM — HA0OOPOT, €My OTBO-
JUTCS IICHTPaIbHAS POJIb B KU3HU IPUPOIBI.

Codepa 3emnn B kaptuHe «3a Bomoi» (2008)
HAlOMUHAET 1[BETHOW KOBep wiu rodeneH. Hanpu-
ras Ipyr Ha Apyra, XyJ0KHHUK YIUIOTHAET MpeaMe-
THI B (UTYpHI JItOJIel (OYepTaHHs TOPHI, IEPEBEH-
CKHX JIOMHKOB, JIEPEBBEB, MOXOXKUX Ha JIEBYIIEK).
Crenys TpagumusM KyOm3mMa, MHOTUM TIpeIMETaM
XYJIO)KHUK TPHUIACT TeOMETPUYECKHE (POPMBI
KBaJpara, NpsAMOYTOJbHUKA, TpEyroibHUKA. Bo3-
HUKAeT WLTIO3WS eIMHCTBA (hakTypsl Mupa. Yerno-
BEK M OKpYXKaIoIlas €ro Mpupoja MPeacTaBIsIOT
eIMHOE 11eNioe Oyarojapsi OMUHAKOBOMY OQopMmIIe-
HUIO 00pa30B M NPUTITYIIEHHOMY, TIOYTH CTEPTOMY
rpapuueckoMy pUcyHKy. Ho m Ha 3TOH KapTuHe
o0pa3sl JIOfei YKPYIHEHBI, UX (UTYpPHI TSIHYTCS
BBEPX, KaK U JEPEBbs, K COJHILY.

B xaptune «Jluers» (2004) TopxKecTByeT
ctuxusi Bonpl. CrutomiHoi MOTOK BOJBI SIPOCTHO
oOpymmBaercss Ha MUp. CKBO3b BOJIHYIO IEJICHY
€1Ba 3aMETHBI KOHTYPHI TOPOJICKUX JOMOB H TeJe-
rpadHOro cTos0a BIaIH, CHIY3T JCBYIIKH C KOPO-
MBICJIOM, OYEPTaHUS AEPEBbEB, MOKOCUBIICHCS OT-

panpl manucagHuKa. B meHTpe KapTHHBI — TPH BbI-
TSHYTBIE KBEPXY (QUTYpBl: MYXYHHBI B KEIIKE,
JKEHIIUHBI B TUISATIE W, HAKOHEI, CAMOM BBICOKOU
(burypsl — neByImKHu ¢ cyMKamu B pykax. Ee romo-
Ba MOYTH AOCTHraeT «Heba» (Bepxa KapTHUHBI).
Jlroau He OOSATCS CTUXHMM, OHU HACTAXKIAKOTCS KH-
BUTENbHOM Biarod. Kak BHIHO W3 NpUBENECHHBIX
MPUMEPOB, OOIIMM MOMEHTOM NpU H300pakeHUH
BCEX YETHIPEX Cep MPUPOTHO-KOCMHUYECKOTO MHU-
pa SBISETCS «YKPYIHEHHE», BO3BEIHUYCHHE YeIO-
BEKa, HAXOAIIETOCS BO BIACTH CTHXHH.

B perieHnn npo0iieMbl «4eI0BEK U KOCMOC» B
KapTHHAX XYJOXXHHUKOB TaTaBaHTapJa IMPOCIIEKH-
BaeTCs W Jpyras Haes: KOCMOC — BpakJaeOHas 1o
OTHOIIIEHHUIO K YEJIOBEKY CHJIa, JIIOJW HEIOOICHU-
BAalOT OIMACHOCTH CO CTOPOHBI kKocMoca. Yenoseue-
CTBO CIIAIIKOM OECIIEYHO, MO3TOMY OHO MOXET
CTaTh JKEPTBOM TAMHCTBEHHBIX IKECTOKHUX CHII
OPUPOABl U HEOKUJAHHBIX MPUPOJHBIX KaTaKIN3-
MOB. becnpenenbHbplii KW HENOHSTHBIA KOCMOC
BHYIIIAeT CTpaxX XyJOKHUKaM, M Ha SI3bIKE CHMBO-
70B ¥ MU(DOJIOTHYECKIX 00pa30B OHH MPEIyTPEK-
naroT 00 omacHocTH. Tanraty MacanuMoBy omac-
HOCTH MepemmuTcss B BHIe oOpa3a KpoBaBoO-
KpacHOro o0Jiaka Ha sSICHOM cuHeM HeOe, oOJiaka,
MOXOXKEr0 Ha TMEPBOOBITHOTO 3BEPsI-UY/IOBUILC
(«KpacHoe o6Omako», 1997). A B ero kaptuHe
«ILmakyuane uBb» (1994) mepeBns, Kak >KUBBIC CY-
IIECTBA, OIUIAKUBAIOT 3€MIIIO, 3aTOIUISISI €€ MOpPEM
cnes. Ilpacku Buttu (Burtanmii IletpoB) mpen-
cTaBisieT BeeneHHyio B BUie OTHEHHOTO JTA0UPHH-
Ta, 3aI0JIHEHHOTO TAWHCTBEHHBIMHU 3HaKamu («Or-
HEHHBIW JTaOMpPHUHTY). B TBopuecTBe XyJOKHUKA U
nodta Xamuna JlaTumoBa KOCMOC IPEHCIIONHEH
TAaUHCTBEHHOH CHJIBI: 3TO TaPMOHHYECKOE CKOILIE-
HUC IUIaHET, 3Be3]l B Oe3IOHHOM Mpake BceneH-
HOW, CBOUMH OYEPTAHUSAMHU IMMOXOXKHUX HA MPHUUY]I-
JMBBIE THCHMEHA, NePOTTN(BI HETIOHATHOTO S3bIKa
(«Kocmmueckas kaptuHa», 1999). Ha xaptune
X.JlatunoBa «Iloxuparenu comrana» (1995) nea
JIpaKkoHa C OTKPBITOH MacThio (00pa3bl U3 TIOPK-
cKkoil MH(OJIOTHH) HAMaJalT Ha COJIHIE C JBYX
CTOpPOH.

Haunp baiiOypur (y4acTHUK TBOPYECKOTO
o0bemuHEHNsT «YHHTHUCXAaH») CO3MAeT MOCTMOIEP-
HUCTCKMI KOJUTaxX (kapTuHa «TaHIibl B Ki1yOe 3u-
MO W HOYBIO, WiH 3arMeHue JlyHer», 1998). B
HEM COEIWHEH Pa3HOPOIHBIA 1O COAEPIKAHUIO U
(dopMe Marepuan: CIEHKAa W3 >KU3HU CEJIBCKOTO
KIy0a B 0OpaMJICHWH CUMBOJIHMYECKA H300pakeH-
Horo 3atMeHus JIyHbl, HaAmUce# O TOM, 4TO MpPo-
UCXOAWT B KiyOe n B HOUHOM mpupoae. OxHa u3
(hpa3, nBax bl OMEIICHHAs Ha «PaMe» OCHOBHOMN
YaCTH KapTUHBI, BRIPAKAET TPArHUeCKUH MOATEKCT
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npousBeieHnd: «Yuuia ¢ JlyHbl Ta JeByIika ¢ Bo-
JIOW, 4TO OpBI3rH 3Be3] IUIeCKalla W3 Beapa». B
MU(DOIIOTUN TIOPKCKUX HApOJOB kuBYyIIas Ha Jly-
He OormHs 3yXxpa BOCIPHUHHMAETCS KaK ITOKPOBH-
TeNbHUIIA 00€3/10JICHHbBIX, Oe33amuTHbIX. Ee 00pa3
— roiay0oil CHIIy3T yAalstouencsi IeBYIIKH C KO-
POMBICIIOM — OTpa)aeTcsl Ha CTEHE CEeIbCKOTO
xiryba. W moBropsiercs dpaza: «Yuwra...». Jlrogm
OCTaJIMCh 0e3 3alUThl 100poil OOrMHM, B TUICHY Y
TaUHCTBEHHBIX CUJI IPUPOJHI. ..

TpeBora 3a Oyjayliee udenoBe4ecTBa, BBHI3BAH-
Has TIO0ANTBHBIMUA M3MEHEHUSMHU B KU3HU MPUPO-
IIbI, 000CTPSIET MHTEPEC XyI0KHUKOB TaTaBaHTap-
nma x mudy o HoeBom koBuere. CambIii ApaMaTd-
HBIM BapHaHT TpaHC(OPMaIIMU 3TOW TEMBI CO3AaET
Haunp Jlatpymmmn (1952-1992), nepBbiii pykoBo-
nutenb «Yuurucxanay. B kaptune «Jlogka»
(1992), mamumcaHHOW HE3aJOITO M0 TPEKIACBPE-
MeHHOH cMmeptn, H.JlatdymimH naer cBoro, opu-
THHAIBbHYIO UHTEpIpETalnio cMbicia TeMbl HoeBa
KOBYEra — HE KaK CHMBOJIA CIIACEHUS, a KaK CUM-
BOJIa OTUASHUS, KPYIIEeHUS Hanex . Kak u MHOTHE
JIPYTUE €T0 MPOU3BEACHUS, KapTUHA NPEICTABISICT
«croxer-meradopy». Ha done abcTpakTHOTO M30-
OpaXeHUsI CTPYKTYpHl KOCMOCa B BHJE SPKHUX,
KPYIHBIX TOPU3OHTAIBHBIX MOJIOC YEPHOIrO, Kpac-
HOTO, CHHETO, 3€JICHOTO0, KEJITOTO I[BETOB (Kaxmas
LBETOBasI Imojioca 00JaJaeT CBOEH CEMAHTHKOM,
O3HauaeT, BEPOSTHO, KaKue-To CBOMcTBa BcesneH-
HOH, HO B 3TOW LBETOBOW MOJMU(OHUHU TIABEHCT-
BYIOILLYIO POJIb UTPAIOT YEPHBIE U KpPacHbIE, Tpayp-
HbI€ Kpacku) TIOKa3aHa CeBIIas Ha MeNb JIOJKA.
VY CIIOBHBIN CIOKET CBOJIUTCS K TOMY, UTO B JIOAKE
HaXOJTCS OTYASsIBIIMECS, COMBIIUECS B Kydy JIFO-
o (OHM TIOKa3aHbl (parMeHTapHO, Yepe3 H3Jo-
MaHHBIH, BUXPEBOH rpaduvecKkuii pUCYHOK, yc-
JIOBHO TIepearoInil X 4yBCTBa). B meHTpe noaku
— OTpOMHas, YCTpEMJICHHAs BBEpX, K HeOy, dhurypa
OJHOKPBUIOTO aHresa ¢ NPOTAHYTOW PyKOM, Ha na-
JIOHU KOTOPOM — KpacHBI, KPOBaBbIM 3HAK. AHIres
CJIOBHO TIPOCHT TTOIIATUTh JIFOJIEH, B3BIBAET K OOTY
0 TTOMOIITH.

Tema «HenoBek U KOCMOC» SIBIISIETCS OJHOMU U3
rMaBHBIX B TBOpuecTBe Mnpaapa Xanosa [20]. Ilo
MacIITaOHOCTH M DKCIPECCHBHOCTH TIOKa3a KOC-
MHUYECKOTO MUPa U €ro BO3ACUCTBHUS Ha JKU3HB Ue-
noBeka oH O0nu3ok k H.Jlardymmuny. Ongnako, pas-
BUBasg KOCMHUYECKylo Temy, M.XaHOB mepecTaBui
aKIECHTHI: B KOH(JIMKTE YeoBeKa C TPUPOJION BU-
Ha JIOXKHUTCA MpEXKIe BCEro Ha CaMOro 4eloBeKa,
cuutaeTr oH. HepazyMHO pacnopsikasich TOCTHXKe-
HASMH TIMBWJIA3AINH, YEJIOBEUECTBO HapyIIaeT
OanaHc B mpupoJHOKocMuueckoM mupe. U.XaHoB
KPUTHKYeT 0ecdelIOBeYHOCTh COBPEMEHHOW IIMBH-

JU3AIAH, KOTOpast MPUBOJIUT U K BOWHAM, U K JKO-
JoruueckuM  katactpodam. MoHyMeHTalbHBIC
kaptunel M. XanoBa «Koctep uenoBeuyecTBay
(1965), «Xupocuma» (1965), «ATIOKaTUIICHCY
(1974) — npenynpexacHue O TPO3SIICH KaTacTpo-
(hbe: paspylmTeNnbHAs SHEPTUS, TOCIIOACTBYIOIIAs B
MHUpEe, MOXKET NMPHUBECTH K BceoOIeMy Oe3ymuto,
O/IMYaHUIO, CaMOYHHYTOXKeHWto. Ha 3Tmx kapTu-
Hax TpaHb MEXIY 3€MHOU IPUPONOH U KOCMOCOM
cTupaeTcs. Bo3HuKaeT BneuaTiieHHe, 4TO 00pasbl,
CO3/IaHHBIC XYJIO’)KHUKOM, HaXOISATCS HEMOCPE/ICT-
BEHHO B KOCMHYECKOM TpocTpaHcTBe. CMBICT 00-
pa3oB Ha KapTUHAX «XHUPOCUMa» W «AIOKaJHII-
CHC» pacKpbIBaeTCsl B HECKOJIbKHX acriekrax. Ilep-
BBIN M3 HUX CBSI3aH C OpPTraHU3AIMEH OIpeaeIICHHO-
To CIOXKETa: B «XUPOCUME» Tpareaus JoAeu, moa-
BEPrHYBIIUXCS aTOMHOH  OoMOapaupoBke, B
«Amokanuricuce) — OMONEWCKUN CIOXKET O CBETO-
MPECTaBICHUU. B CIOKETHBIM IUIaH BIUIETAETCA
TICUXOJIOTHYECKasi CUMBOJNHMKA. [lcuxuyeckue co-
CTOSIHUS JTFOACH: 0011b, OTIasTHUE, YKac, Oe3yMue —
MEPear0TCsl Yepe3 IUIACTHKY JKHUBOMUCHBIX (opM
(6e3yMHOE BBIpaXKEHUE JIUI, OYJTO OCIIEIIINE TJIa-
3a, IMUPOKO PACKPHITHIE B KPUKE PTHI, IPOTSIHYTHIC
PYKH, KaK Obl MIIYIIHE CIIACUTENsS,, CKOPYUBIIHECS
(urypsl NpUKaBIIUXCS JAPYT K IPYry JIHOJCH) U
yepe3 PUTMHUYECKHI PUCYHOK XAOTHYECKOTO JBH-
JKEHHsSI, CIAEPKUBAEMOTO JIMIIb YCHIUSMH IICH-
TpaJbHOW (GUTyphl, 0Opa3a 4eIoBeKa, €AMHCTBEH-
HOTO, KTO CyMeJl COXPaHHThb Pa3yM CpeiH BCeoO-
mero Oe3yMmus, BBIAEPKKY W JKEJaHHE IOMOYb
moasM. B «Amokanumcuce» B neHtpe — ¢urypa
JKEHILKHBI, K KOTOPOM, KaK K IOCIJIETHEW HaJexKIe
Ha CIaceHWe, NPWKUMAIOTCA U JIETH, U B3POCIIbIC.
B Macce cOMBmHMXCS OT cTpaxa W yxkaca JIOAei
npocMaTpuBaroTcs O6uomopdHbsle QopMbl (K H30-
Opa)XEHHI0 KOTOPBIX YacTo oOpallainch croppea-
JIUCTHI), CKPIOYCHHBIE OT 00JIM (UTYPHI JIFOACH Ha-
MMOMHUHAIOT TIOJIOKECHHE IIJI0/Ia B yTpoOe Marepu, a
JeKale Ha 3eMJie MEpPTBBIC Tela — TPYIy Kam-
Hel. Durypsl Jrojed, B Macce HaloOMHHAIOIINe
TPEYTOJIbHUK, KaK OBl MBUIAIOT B TUTAHTCKOM KO-
CTpe KOCMHYECKOTO Xaoca... Tparndeckas KapTu-
Ha KaracTpo®bl — 3TO, BBIPAXKASACh CIOBaMHU
N.XaHoBa, «IpeaocTepekeHne, KpUK IyIId, BO3-
3BaHME K OOy U COBECTH uenoBeuectBay [21: 47].
JleiicTBeHHast poJib TaTaBaHrapna Kak KOMIIO-
HEHTAa «CPEAMHHOW KYJbTYpBD» BBIpaXaeTcsi U B
TOM, 9TO OH Y9acTBYET B mporiecce GopMUPOBAHIIS
HOBOTO, «EBPa3UICKOT0» CaMOCO3HAHUS U MHPO-
BOCTIPUSITHS, KOTOPOE UMEET TBONCTBEHHYIO HJIE0-
JIOTUYECKYIO0 U TICUXOJIOTHYECKYI0 oCHOBY. C on-
HOHM CTOPOHBI, XyJOKHUKH TaTaBaHrapaa CPEeACT-
BaMHU HCKYCCTBa YKPEIUISIOT STHUYECKOE CaMOoCOo3-
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HaHUe, YTBEPXKAAIOT HACI0 CaMOOBITHOCTH KYJb-
Typbl CBOET0 HapoJia, TEM CaMbIM CIIOCOOCTBYIOT
«3THUYECKON MmoOmnu3anuu» wMacc (M.3apurmos.
«loma», 1971; «B nepeHe», 1989; M.Xa3ues.
«llecass o pomuue», 2007; «Po30BbIii Bedepy,
1999; «MonutBa Matepu», 1995; «Ileiizax c xen-
TeiM nomMukoM», 2008; X.JlatumoB. «VY o3epay,
1995; «Ha pomnoii 3emiie», 2005; «Oxpanna Kaza-
HIY, 2005; «Memoaust o Kazanuy, 2005; P.I"aiicun.
«Cunuii ropom», 1998; «Mamunsl pykn», 1998;
«Jlyma nepesam», 1999 u ap.) [10: 49]. OmHoOBpe-
MEHHO OHH Pa3BHBAIOT B OOIECTBEHHOM CO3HAHUHU
YyBCTBO CONPUYACTHOCTU K AYXY, KYIbTYpe, OOBI-
YasiM JpyTHX HapoioB Poccum, cUMTarOT UCTOPH-
YeCKON HEOOXOAMMOCTBIO BBHIUTH 3a PaMKH CBOCH
LIMBWIM3AIIMH, 3aTJISIHYTh B UHBIC KYJIBTYPHBIC MU-
pHl (KapTHHBI XyJIO)KHUKOB TaTaBaHTapAa Ha TeMy
«EBpazusa»: B.Xannanos. «Koposa» (1996), «Ilo-
xumenue Espomnbeny (2008); b.I'mnbanoB. Tpumn-
tux «EBpazus» (2009); Xamza lapuros. «Mupo-
Boe aepeBo» (2002) [11: 51-60]).

Ha mpumepe TBoOpuecTBa OTACTBHBIX XYIOXK-
HUKOB TaTaBaHTapAa MbI CTPEMWINCH IOKa3aTh,
YTO «CPEIUHHAS KyJNbTypay, KOoTopas HeoOxoauma
JUTST. HOPMAJIHHOTO TMBWIM3AIMOHHOTO Pa3BUTH
o0IiecTBa, OCHOBaHa HE Ha KOMIIPOMHCCAX, a Ha
UAIEKTUYECKOM TPOTUBOIOCTABICHUH Pa3HBIX
WIEHHO-XyI0KECTBEHHBIX KOHIETIINNA, Ha «IIOJH-
(hoHHM3ME» pa3HBIX TOYEK 3PEHHUSI MO MOBOAY aKTy-
QNBHBIX TPOOJIeM COBpeMEeHHOCTH. VIMeHHO Ha
9TOW OCHOBE (COMOCTaBICHWH W TPOTHBOIIOCTAB-
neHun) GOPMUPYIOTCS ITHYSCKUE M ICTCTHUCCKUE
ujeaibl, BOILIOMIAIONIME  OOIICHAIMOHAIBHBIC
LIEHHOCTH, BO3HHKAaeT (DEHOMEH SMEP/KEHTHOCTH
— TIOSIBICHUE HOBOTO, «M30BITOYHOTO» COJEpKa-
HUS B CUCTEME UCKYCCTBA U ICJIOM.

HckyccTBo TaTaBaHrapja akTUBHO (DyHKIIMO-
HUPYET B COCTaBE «CPEAMHHOM KyIBTYpBD» Oiaro-
JIapsi TOMy, 9TO OHO oOOyiamaeT OoJbIIoi 0000-
[IArOIIeH CHIIONH W BO3MOXKHOCTBIO CTHMYJIUPOBAThH
accolMaTUBHBIE MPOIECCHl Y peuunueHTa. Jenct-
BEHHOCTH XYI0’)KECTBEHHO-BBIPA3UTEITBHBIX
CPEICTB B TBOPUECTBE XYAOKHUKOB TaTaBaHrapaa
OOBSICHSETCS WHBapUAHTHBIMH  OCOOEHHOCTSIMHU
(cBoOiicTBaMH) «S3BIKA» 3TOTO HAIpaBJICHHI. ITO,
MPEXIE BCETO, XapaKTep CBSI3M KOMIIO3UITMOHHBIX
JJIEMEHTOB B KapTHHE: HE  IMPUYUHHO-
CJICICTBEHHAs, a (PYHKITMOHATLHAS CBsI3b. OOpa3sl
BBIZICJICHB M3 MPHUBBIYHOTO >KUTEHCKOTO KOHTEK-
CTa, OHU «COCEJICTBYIOT» WJIU 10 CXOJCTBY, WU TI0
KOHTPACTY, WIH TI0 TPUHIIAITY TPOCTOTO CJIEJ0Ba-
HUS JIPYT 32 APYTOM.

O6pa3, BKIIOYEHHBI B MOAOOHYIO (YHKIIHO-
HaJBHYIO CHCTEMY CBS3€H, JHOJDKEH 00Nafarh Ofl-

pellesieHHbIM CUMBOJIMYECKUM CMBICJIOM. 3HAKOBO-
CHUMBOJIMYECKOE BBIPAKEHHE aBTOPCKOW KOHIIET-
i 00ecreynBaeT €MKOCTb XYJOXXECTBEHHOTO
0000menns. CemaHTHKa 0Opa3oB JODKHA OBITH
MOHATHA, CHUMBOJBI «y3HaBaeMmbl». IlosTomMy xy-
JIO’)KHUKH 4YacTO HCIIOJIb3YIOT B KauyecTBE «MaTe-
puaiga» Uil co3jaHus oOpasza 3HAKH, CHMBOJIBI,
MHU(B HAPOJHOTO TBOPYECTBA, a TAKXKE TPAJUILHU-
OHHBIC CHUMBOIJIbI, BCTpCHAIOMIUECA B IIPOU3BLCC-
HUSIX MUPOBOTO UCKYCCTBA.

TaraBaHrapa — OTKphITasi XyI0KECTBEHHAsI CU-
cTeMa: OHa OTJINYAETCS Pa3MBITOCTHIO TPAHUI] Me-
Ky CTHISIMH. B mpou3BeaeHusX XyI0KHUKOB Ta-
TaBaHrapAa MHUPHO Y>XKHBAIOTCS HEONPUMUTHBHU3M
(cTumnb, MCTIONB3YEMBIi MHOTHMHU TaTapCKUMHU XY-
,[[O)KHI/IKaMI/I) 1 CTUWINCTUYCCKUC IMPUCMBI 3KCIIpEC-
CHOHM3Ma, KyOu3Ma, MMIIPECCHOHHM3Ma, CyNpemMa-
TU3Ma, NIOCTMOJepHU3Ma U T.A. OmHAaKO yHUBEp-
CaJbHOW, CUHTE3UPYIOLIEH OCHOBOW TaTaBaHIapAa
SBISIFOTCS TPAAWLUKM 3THUYECKOTO M CyO3THHUeE-
CKOTO HMCKYCCTBA, B COOTBETCTBUHM C KOTOPBIMH H
NPOMCXOANUT TpaHchopMmalus MOTHBOB, 00pa3oB,
CTUJIEY MUPOBOTO UCKYCCTBA.
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