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This article presents the author's conception of national specificity in fine and applied arts. To
identify specific features of the art of Tatarstan the authors consider aesthetic ideas from European
Christian and Muslim fine arts. The paper defends the idea that national art is not limited in its origi-
nality of themes and storylines, but creates its own distinct language and artistic morphology. Through
comparative analysis of the creative works of Tatar artists H.Yakupov and I.Zaripov', the article re-
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ing principles of the artistic image in national art.
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The purpose of this study is to answer the fol-
lowing questions: what are ‘national fine arts’?
What are the origins of their specificity? Why do
we find common features in the works of artists of
the same nationality though each of them is distin-
guished by their own creative originality?

In considering the originality of the artistic im-
age in the visual art of Tatarstan and factors deter-
mining its characteristic features, we should first
explore the history of the question. The specificity
of Tatar culture in general, and art in particular,
has been studied since Karl Fuchs in the first half
of the 19" century. At that time, the ethnographic
collections of Fedor Likhachev, and later of his son
Andrew were founded. The heirs of the latter col-
lection provided Kazan with many everyday pieces
and items of Tatar art as well as the collection of
Russian and European art. P.Dulsky, N.I.Vo-
robyov, P.E.Kornilov and other researchers have
made major contributions to Tatar Art studies. Of
particular importance for these authors are the
works of F.H.Valeyeva (“Narodnoye decorativ-
noye iskusstvo Tatarstana”, “Ornament kazanskih
tatar”, etc.) as well as an article by F.H.Valeyeva
— Suleimanova, “Tatarskoye natsionalnoye
iskusstvo : problema ethno-kulturnogo yedinstva”
[1]. Specificity in national culture was also studied
by such authors as S.Aydarov, LAliyev,
A .Khalikov, M.Hasanov, and S.Chervonnaya, etc.

! see color insert to the article — M.Y.

We believe that the determining factor in the
national identity of fine art is not the storyline
(what is painted), but the underlying principles be-
hind formation and implementation of the artistic
image (the way it is painted). An artistic image is a
mapping feature of human thinking, which in turn
depends on many interrelated factors, among them
— spiritual values, ways of life, the material world
surrounding humans, their homes, folklore and re-
ligion.

Research on the specifics of cultural develop-
ment may be based on the works of L.N.Gumilev,
who was devoted to ethnogenesis, wherein two
types of cultural development are distinguished:
sedentary (settled) and nomadic [2], for all their
apparent differences, they are equivalent (ambiva-
lent).

Christian culture is the culture of a sedentic
people. Despite the fact that this culture is based on
dualisms, where physical is opposed to spiritual, it
creates a system of values that emphasizes material
wealth — creation of a Thing. In this case, the con-
cept of property is understood as a concept reflect-
ing possession of a Thing, an object or objects.
Therefore, the Thing, in the broad sense of the
word, is the center of attention. Art reflecting life
should adequately represent the Thing (or things,
objects, man, etc.) and Space. The Thing is created
through regular work and a well-organized system.
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It is difficult to associate the image of the eternal
wanderer, the nomad, with regular, systematic
work. The creation of things, as well as their pos-
session, is not the most important thing for a no-
mad. A nomad feels no attachment to land, he is
always on the move, and space is perceived as
something integral. It is well known that even the
turban — as the last vestment, is always with him. It
adorns his head and constantly reminds him of im-
pending connection with nature.

As sedentary peoples — Christians, and no-
madic peoples — Muslims, each have their own
sense of space, time, subjectivities, and them-
selves. A similar understanding of art is impossible
for these two types of cultures. Their different arts
inevitably have different structures, functions,
tasks and languages, each of them reflecting differ-
ent and special understandings of perspective, their
own particular possibilities for ornamentation.

Christians and Muslims have a different under-
standing of God and build a different relationship
with him. For centuries, religion was the mold for
art. The icon is a product of the artist's work in the
European Christian world. In this context, the word
is not to be understood as an image on wood or
other materials, but as a materialized, spiritual im-
age of God or the Holy. Thus, with all the spiritual
essence of an icon — it is an inspired Thing, and art
is the Bible for the illiterate.

According to H.Beltinga, a prominent German
art critic, Christians believed that the original im-
ages (icons) were endowed with supernatural pow-
ers. “God and the Saints, according to expecta-
tions, were reflected in them [i.e., in icons — Au-
thor’s Note] and sent their message through them.
The expectation of grace was directly linked with
them and it affected a believer more than the sug-
gested concept of God or the idea of the afterlife”
[3: 458]. Middle Age Christian art actively com-
municated with the viewer — a representative of the
congregation, it taught him and proved its truth.
Christian art required maximum credibility, ade-
quacy, an active dialogue with the viewer, and a
consistent presentation of its stories. In the era of
the Renaissance, Christian art had the task of con-
vincingly materializing ideal models (e.g. God), so
as to excite the people. Consequently, it was a time
when drawing was developed, where the tech-
niques of painting light and shade, volume and
space were improved.

In the Muslim world the role of art was differ-
ent: it dates back to an era when in the nomad’s
consciousness, the nomad of the steppes and de-
serts, there was “no pedestal to put a Thing on”.

The World of Art was syncretic and not meant to
create specific models. Moreover, any image of
Man, especially that of the Saint or God, was sug-
gested to be futile, being material and final, while
the transcendent form was never final or frozen.
Thus, Muslim culture developed in philosophy and
poetry. Art in Islam does not separate the artistic
image from its spiritual essence, but rather inextri-
cably binds them.

Omar Khayyam depicts the syncretic nature of
Islamic art in the following way: “The whole world
is a flowing pattern of metaphors and symbols” [4:
149]. To be approved Muslim faith does not need
an icon — a model of spiritual material. A Muslim’s
soul speaks to God without any material prompts
or handmade images. “Art is not the Bible here,
more likely it is ‘Gulistan’, a heavenly garden,
which you can reach through art. Therefore, the
figurative morphology of this language of art does
not accept a visual adequacy, which is the simula-
tion of space on a plane and is based on optical
sensations of the color scheme. Regional Arabic
and religious Muslim foundations are based on the
traditions of the peoples who had adopted Islam”
[5:181].

Unlike Christian art, images of living creatures
are forbidden in Muslim art — this fact is well-
known. However, the Quran contains no prohibi-
tion on image painting, it is found only in the
hadith: Into the house where there are visual im-
ages, angels will not enter [6: 722]. Therefore, in
Islam, the art of painting, sculpture, etc. does not
exist in the way Europeans understand it. Arabic
scholars interpret the meaning of this hadith as a
matter of integration, which religion realized in re-
lation to the peoples of the East, who were so dif-
ferent in appearance. The religious nature of this
prohibition is obvious, but besides the dogmatic
meaning, it arises from the logic of the artistic im-
age in Muslim consciousness. Therefore, the most
developed type of fine arts of many peoples pro-
fessing Islam, along with calligraphy, is applied
art. Painting as an art form with such genres as
thematic painting, portrait, still life, etc. [6: 722]
did not develop in Muslim art.

Artistic images developed, however, in archi-
tecture, calligraphy, miniature and decorative book
arts and applied arts and crafts. Ornamentation
plays a significant role in Islamic art. For Europe-
ans ornamentation had already formed as a decora-
tive component in the epoch of Renaissance, and
its function was to complement and decorate an
object. Ornamentation plays a different role in the
Muslim East: its essence in the Islamic world was
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wonderfully formulated by the researcher of Mus-
lim art G. von Gryunebaum: Disorder worries
Europeans, while regularity surprises Muslims.
Thus, he emphasized the difference between the
desire of the European mindset to reflect the world
in geometric formulas of harmony and the way the
same harmony is understood in the aesthetics of Is-
lam, where it was interpreted as a habit of the di-
vinity which it may refuse at any time [7: 216]. Or-
namentation here is a sign, a symbol, i.e., not an
additional decorative element, but a semantic,
compositional component to the artistic image.
Therefore, it is often inextricably bound with cal-
ligraphy — a graphical image of the word. The ideo-
logical reason for using ornament is in its integra-
tive powers, its whole, tangible, and simultane-
ously, its abstract image, infinite in time, having
almost no contact with forms in the visual world. A
Muslim does not tolerate visual deception and
calls for obliqueness, avoiding materialization of
entities. Man, as an image, is an accidental phe-
nomenon in ‘Gulistan’, even the images of plants
in the heavenly garden are born of fantasy [6:
182].

A Muslim views a specific image with its visu-
ally localized shell separate from spirituality. Mus-
lim art is not limited to an informational function,
it is more important to see the harmony and consis-
tency in the art given to the world by the Almighty.
The role of applied arts and crafts in the formation
of aesthetic ideas is determined by some factors
peculiar to arts and crafts, as integral components
of visual art. The consistency of applied arts and
crafts is specified by four factors: the harmony of
the object shape, its suitability to the function it is
meant for, the organic qualities of the material
used and the appropriateness of the decor. These
factors are extrapolated to all visual objects that
have any aesthetic value, even to those types of art
that were not developed in Muslim art. We have al-
ready mentioned the Islamic rejection of visual il-
lusion — when a Muslim meets works of easel
painting, he sets the same requirements as for the
decorative arts.

He gets puzzled about how and why the flat
surface of the picture destroys the flatness of the
wall with its illusory three-dimensionality. The
Eastern artist never breaks flatness for the sake of
illusion; the images on tile panels, carpets, fabrics,
and miniatures that adorn the houses of Easterners
are fundamentally flat. Their beauty is determined
mainly by the fact that the artist appreciates the
beauty of flatness more than the imitation of three-
dimensional space. For this reason, the Italian lin-

ear perspective, the ability to create illusion of vol-
ume on a flat surface is not always accepted in the
East. A person of Eastern culture believes that an
image is organic only if it hangs on the wall and
does not break space emphasizing its flatness.
Eastern Muslim Art is characterized by the pre-
dominance of the ‘carpet principle’ in a composi-
tion arrangement, built on details completely fill-
ing up the flat image, where no empty space is al-
lowed like a mosaic surface filled with smalt, like
the patchwork and leather mosaics traditional in
Tatarstan. The carpet principle also predetermined
an applicative compositional technique, in which
details are set along the surrounding background
and produce the impression that they are put over
flatness. The rhythm of the composition is in har-
mony with the rhythm of traditional ornamenta-
tion, which is manifested in the distribution of
color accents and stains. The inherent quality of a
work of ornamental art is in its decorativeness, in
which the artwork has the bright, cheerful feature
of decor. These ideas had been laid deep in human
consciousness since childhood.

The atmosphere depicted above was character-
istic of the everyday life of the Tatar people in the
late 19™ and early 20" centuries. Kazan and its ad-
jacent areas provide vivid examples of it. The
situation can be described as a passionate impulse,
which is manifested in the rapid development of
the people’s spiritual life, their aesthetic values and
beliefs, and resulted in the emergence of a pro-
foundly particular national culture. This culture is
characterized both by general Muslim features and
by its own specific features. Long before that time,
Tatar culture acquired features which were not
purely nomadic, but rather sedentary ones with
age-old traditions. These traditions were naturally
combined with the traditions of Islam. Another dis-
tinguishing feature was that this culture united two
origins (frequently opposing each other in other
cultures): where urban culture was interwoven with
rural culture and in which they did not contradict
each other. The unifying factor was the absence of
serfdom in the history of the Tatar people, i.e.,
generally speaking, the urban and rural populations
were not socially divided like Russian serfs and
urban dwellers — commoners.

G.Valeyeva-Suleimanova writes about facts
that are important for understanding of the origins
and specificity of this national artistic thinking: by
the beginning of the 20" century ...Kazan Tatars
had created advanced forms of artisanal products,
arts and crafts enterprises, which enabled them to
produce mass circulated goods, serving the needs
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of almost all the regional groups of the Tatars,
even the Bashkirs, and partly the Kazakhs... The
high level of social and economic organization of
artistic crafts and trades encouraged the birth of
mass culture among Kazan Tatars... which was a
transitional form on the way from traditional folk
art to ‘high culture’ [1]. In other words, a person
born in the first third of the 20" century lived un-
der a particular cultural universe, which naturally
combined moral, ethical, social, religious and aes-
thetic perceptions in a unified concept, despite all
the tragic vicissitudes of that time. Moreover, start-
ing from the 16™ century such conditions gave rise
to other major European styles, i.c., by the begin-
ning of the 20" century Tatar culture had all the
factors that later determined the emergence and
development of a great holistic artistic style.

Like any style of art, Tatar culture had its ideo-
logues, many of them wanted the art and culture of
the native people to develop in the framework of
European art in general, and in Russian realistic
trends in particular. G.Tukay, Derdmend
(Z.Ramiev), G.Kamal, G.Ibragimov, and K.Atlasi
(K.Atlasov), etc., expressed their own view on the
artistic style. The views of these national writers,
publishers, educators and community leaders on
the formation of professional Tatar fine art did not
always coincide. In 1910, the historian and public
figure H.Atlasi (1876 — 1938) wrote about the de-
velopment of Tatar national culture in the newspa-
per ‘Yoldyz’ ‘Star’, as follows: “... fo adopt Euro-
pean culture based on Islam and befriend them like
body and soul” [1]. Another writer, scientist, poli-
tician and educator G.Ibragimov (1887 — 1938),
who made major contributions to national culture,
was eager to introduce a new notion of “the artist”
to the consciousness and public opinion of the
Muslim population. Thus, he defined European re-
alistic art as a guideline in his article “Visual Arts,”
published in the newspaper ‘Yoldyz’ on February,
26, 1910 [8: 286]. In our opinion that was a meth-
odological mistake. Later, it would be a strategy in
the attitude of the new Soviet regime towards na-
tional art. The problem was that the basics of
European art were to be transferred onto funda-
mentally different national grounds, which had al-
ready established its own aesthetic principles. At
the same time, an entire system of priorities was
being established in which the European academic

2 In this context, the term ‘mass culture’ should be un-
derstood as a quantitative rather than a qualitative char-
acteristic of art, i.e., without a negative connotation — as
a culture covering a broad mass of the people. — Au-
thor’s note.

school of painting played a leading role, a priori
accepted as the only professional one. The national
aspect was assigned a secondary role — it was al-
lowed to have original forms only. In Russia, aca-
demic fine arts education developed in the 18"
century and people professing Islam were affected
by the process only in the 20" century. Undoubt-
edly, it had a progressive educational influence.
However, it had its disadvantages: in particular,
education was based on European art concepts at
the head of which was the principle of visual ade-
quacy, the simulation of existing physical objects.
It was understood and is currently understood as
being inappropriate for the culture of particular re-
ligions, still, it has its rationale. European art was
imposed on Muslim nations, and the national as-
pect was found in the storyline and form, thus the
strongest part of regional art was not so much the
subject of the painting, as the use of artistic means
and components inherent in the national con-
sciousness.

Later, specific recommendations were offered
at the First Congress of Soviet Writers, which
stipulated that the art of the new country would be
national in form and international in its content.
Under that form we should understand primarily a
national storyline, where content was the ideologi-
cal doctrine of the totalitarian state, where the na-
tional aspect was assigned a secondary role, how-
ever ideology was the essence of the art. In dic-
tionaries on aesthetics published during the Soviet
period, the notion “national” is given in connection
with the “international” in arts and is defined as “a
reflection of a particular work of art, a work of the
artist and the artistic development of society, the
dialectical relationship of something special, spe-
cific, unique, inherent in national culture, and
something general, arising through comprehensive
communication and interdependence of nations,
the interaction of national cultures” [9: 226]. In-
ternationalization, however erased the boundaries
between peoples and nations and did not mean
progress in art. The international idea was meant to
be non-national and an imperial echo is still heard
in the way the term sounds.

Here we would like to emphasize that national
identity reflects the features of national thinking
which are not a qualitative feature of art, i.e., art
may possess national features or may not. The
presence of national features is not an absolute
guarantee of artistic quality.

Thus, it is not only in the national plot structure
of fine arts representing epic heroes and historical
figures, heroes of everyday labor or national politi-
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cal leaders that national features can be found. The
national essence declares itself at a subconscious
level, it creates its own artistic morphology, which
is evident in pictorial art. This fact can be exempli-
fied by the creative works of two classic Tatar art-
ists K. Yakupov and 1. Zaripov. They both went
down in history as national artists who dedicated
most of their paintings to national topics and de-
veloped their own creative styles. Here we would
like to emphasize that the purpose of our study is
to reveal the morphology of national identity, with
respect to achievements of the artists. They were
not similar in any way and they were never like-
minded in their creative work, moreover, they be-
longed to different generations.

One of them is the Honored Artist of the USSR
and the Honored Art Worker of the TASSR,
Kharis Abdrakhmanovich Yakupov (1919 —2010),
the brightest and most consistent artist of the So-
viet era. Before the war (1941 — 1945) he gradu-
ated from Kazan Art College and after the war he
took a course from famous Moscow artist B.V. Io-
ganson. Yakupov’s work epitomizes socialist real-
ism and he was its consistent creative worker, rec-
ognized and respected by authority. For a long
time he was Chairman of the Union of Artists and
created a series of images of outstanding people
from everyday Soviet life.

Another example is the Honoured Artist of
RSFSR and the Honored Worker of the Arts of
Tatarstan, Ildar Kasimovich Zaripov (1939 -
2012), whose creative work developed in the late
60s of the 20™ century. It is obvious how far the
works of these two artists are from each other in
creative style, the system of images and techniques
of painting. I.Zaripov first graduated from the Ka-
zan Art School, then V.I.Surikov’s Moscow State
Art Institute. Later, he took a studio in easel paint-
ing under the supervision of national artist of the
USSR, D.K.Mochalsky. He was often in passive
opposition to official art and was criticized by So-
viet party leaders. Thus, it is not surprising that in
Soviet times, this educated intellectual, whose stu-
dio was always friendly and open to anyone inter-
ested in art irrespective of their nationality or race
was accused of nationalism. The reason for the
charges was a TV interview in which the artist ad-
mitted that he enjoyed going to a Tatar village and
that he loved to have Tatar tea in one of the village
houses. It was this “Tatar tea” for which the artist
was reprimanded by high-ranking Republican au-
thorities. It was explained to him that the notion of
“Tatar tea” did not exist as tea did not grow in
Tatarstan.

Zaripov has always been considered a national
painter and he himself spoke in traditional terms
about his plot structures and his subjects. In such
ways, he came off like a “naive village boy” al-
though he was quite the opposite. We suggest tak-
ing a look at his paintings from a new angle. A
man who developed spiritually in his ethnic envi-
ronment, who kept up the traditions of the recent
pre-revolutionary past, and who lived in a bucolic
setting in accordance with folk traditions subcon-
sciously learning what art should be like. He
treated pictures like household items, like a plane,
decorating the house in the same way as a carpet
hanging on a wall. The main thing for him was not
to create an illusion on a canvas, but to emphasize
the ability of the object to protect, to warm the cold
wall and to give comfort to a human being. That is
why this artist’s paintings have no depth of space.
Or rather, why they are designed, flattened, look-
ing more like a decorative carpet pattern than the
illusion of a three-dimensional world. A national
feature is revealed neither in the plot, nor in the
colour scheme, but in the understanding of the
function of painting for decorating the surrounding
space.

The characters of his paintings are often lik-
ened to decorative elements of ornamentation dis-
posed on a plane in accordance with his nationalis-
tic way of thinking. Choose any canvas of 1. Zari-
pov, for example, The Tree of Life. Mother. (1989)
— this painting is profoundly national in style, not
because it depicts a young mother wearing a head-
scarf in Tatar style with decorative ornaments in
her braids, but because such a picture could be
painted only by an artist who, since childhood, had
absorbed the specific features of the national way
of life and the system of values of his people. In
spite of his professionalism, knowledge of aca-
demic drawing, the laws of perspective and of all
that he carefully learned and mastered at the Art
Institute. The artist naturally turns space into a pla-
nar background, which is not disturbed by a view
of perspective, the bed and the window behind the
woman do not add depth to the drawing and the
painting is perceived as a decorative ornamental
plate. You can feel the thythm of such planar deco-
rative work in the whole picture. It should be
noted: this is neither a positive nor a negative as-
pect of creativity, it refers only to the integrity of
the artistic nature and profound national organicity
of the talent.

The particular nationalist originality of I.Zari-
pov’s creative work is as obvious as the profound
nationalist uniqueness of K.Yakupov, the patriarch
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of socialist realism. Talking about the nationalistic
originality of the artist is like trying to prove that
milk is white. However, if such paintings are con-
sidered in terms of a nationalistic understanding of
art, you will see that the works, made according to
the traditions of the Russian School of Art, with its
depth and facture, traditions laid down by
P.Chistyakov, suddenly transform into the same
decorative panels as the paintings of I.Zaripov.
From this point of view, the works of K.Yakupov
reveal information different from their subject mat-
ter. For example, ‘Strong People’ (1964), on the
one hand, this is a typical product of the 1960s, de-
picting simple countrywomen, collective farmers,
as the best workers of agricultural industry; on the
other hand, we see the artist avoids creating the
depth of space which is an integral part of realistic
art techniques. Space in the picture is closed with a
green meadow, on which the lines of composition
seem to rest. Between the foreground and the
staffages at the upper edge of the picture not a sin-
gle large-scale element can be found, just a bright,
sunny, grassy plane. Due to the absence of rhyth-
mic composition decreasing into depth, space be-
hind the figures in the foreground loses its volume,
turning into a decorative background just like the
space of [.Zaripov. The figures of milkmaids, de-
spite their specific and material features, acquire
the function of decorative ornamental elements,
skillfully arranged on the plane of a decorative
carpet, which is no longer a painting. Easel paint-
ing of classical content suddenly becomes a kind of
compromise between Western academicism and
Eastern decorativeness. One should be a native of
the Tatar cultural environment from the first quar-
ter of the twentieth century to preserve, in spite of
the training of the Russian academic school, the
profound understanding of such simple (for an
Eastern man) things as not to deceive his viewers
by illusion of depth on a plane but show all its
warming beauty. The same logic and understand-
ing of planar art transforms the people in the back-

ground into decorative, fancy spots, against which
the milkmaids look especially uplifting.

A paradoxical fact: even such different artists
are internally close to each other. They are united
by one thing - their national culture as a system of
values and beliefs, embodied in visual images. It
should be noted that a nationalist awareness of art
is an inner quality of the soul nurtured by the in-
trinsic lifestyle and a specific worldview. National
features are not evidence of talent and skill of an
artist, but their presence in creative works adds to
their harmonious unity and integrity.
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B crarbe npescTaBieHa aBTOpcKas KOHIETIHS HAIIMOHAIBHOTO CBOCOOPa3usl TaTapCKON KHUBOIIHU-
CH U JICKOPAaTHBHO-IIPUKIIQJIHOTO UCKYCCTBA. [1J1s1 BBISBICHUS CHEUU(PHYECKUX OCOOCHHOCTEH HCKYC-
ctBa TaTapcTaHa paccCMOTPEHBI OCHOBBI 3CTETHYECKUX MPEICTABICHUH eBPOINEHCKOro XpUCTHAHCKOTO
¥ MYCYJIbMaHCKOTO M300pa3UTENBHOTO HCKYCCTBA. ABTOPHI OTCTaMBAIOT MJICI0, YTO HAIIMOHAIBHOE B
MCKYCCTBE HE OrPaHMYMBACTCSI CBOEOOpa3MeM TEMaTHKH, CIOKETHBIX JIMHUH, a CO3/1aeT CBOH camo-
OBITHBIN SA3BIK, CBOIO MOP(OJIOTHIO NCKYyccTBa. Ha mpuMmepe cpaBHUTEIBHO-COMOCTABUTEIBHOTO aHa-
JIM3a TBOPYECTBA TATAPCKHUX XyI0KHMKOB X.SIKymoBa u M.3apumoBa’ BEIABIEHA HX BHYTPEHHSS CTH-
JMCTHYECKasi OOIIHOCTh, 00YCIIOBICHHAS PHHAUIC)KHOCTHIO K OJTHOM KYJBTYpPE, YTO MOJITBEPKAACT
(baxT rTyOMHHOTO TPUHIUITA (POPMUPOBAHUS M BOIUIOMICHHUS XyI0KECTBEHHOTO 00pa3a B HallMOHAIIb-

HOM HCKYCCTBE.

KaroueBble cjloBa: HaIMOHATbHOE OOPa3HOE MBIIIICHUE, HAIIMOHAIBHOE HCKYCCTBO, TaTaPCKOE
M300pa3UTENbHOE HCKYCCTBO, MYCYJIBMAaHCKOE UCKYCCTBO, XPUCTHAHCKOE UCKYCCTBO, JKUBOIIHCH, BU-
3yaJIbHBIHA XyI0)KECTBEHHBIN 00pa3, 1eKOPaTUBHO-IIPUKIIAJHOE UCKYCCTBO.

Henp maHHOrO HCCIAEAOBAHUSI — OMPEICIUTD,
YTO TaKoe HAI[MOHAIBHOE H300pa3uTEeNbHOE HC-
KYCCTBO, B 4eM IPHUYMHA €r0 CBOCOOpasusi, oYeMy
IIpY 3HAKOMCTBE C TBOPUYECTBOM XY/JI0KHUKOB pa3-
HBIX HApOJOB OTMEUYAETCS HE TOJbKO HHIWBHUIY-
anbHas W TBOpPYECKas: HETMOBTOPHUMOCTH KaXI0TO,
HO ¥ OOIITHOCTH paboT XyI0KHUKOB OJHOW HAaIHO-
HaJbHOCTH.

Ecmm paccmatpuBaTh cBoeoOpasme XyIOXKecT-
BeHHOro oOpa3a B kuBomucu TarapcraHa u ¢ak-
TOPBI, ONPEACTISIOIINE €T0 0COOEHHOCTH, TO B TEp-
BYIO OYepenb CIeIyeT O0paTUThCs K HCTOPUH JaH-
HOTO BOMpOCa: Tak, O CBOEOOpa3Wu TaTapcKOn
KyJbTYpPHI B LIEJIOM U UCKYCCTBAa B YAaCTHOCTH IH-
canu, HaunHas ¢ K.®dykca, yxke B nepBoil MOI0BU-
He XIX Beka. B 3To Bpemsi CKJIaJbIBalOTCSI 3THO-
rpapuueckue koiutekumn Penopa Jluxauera, a
nosaHee ero chiHa AHapes. Hacnennuku nocnen-
HEro, Hapsy ¢ coOpaHMeM PYCCKOTO W €BpOIEei-
CKOTO HW300pa3WTENbHOTO HCKYCCTBa, Iepeaasn
Kazanu MHOecTBO MpeaMeToB ObITa U UCKYCCTBa
Tatap. B 1eno u3ydeHus TaTapcKoOro MCKYyCCTBa
ceoro Jsenty BHecnu I[LM.[dynwsckuii, H.U.Bo-
poObes, I1.E.KopHuiioB u apyrue ucciiefioBaTelu;
OTPOMHOE 3HAYEHUE AJI1 aBTOPOB JTAHHOM CTaTbu
nvenu Tpyasl @.X.BaneeBa («Hapomuoe mexopa-
TUBHOE HCKyccTBO Tarapcrana», «OpHaMeHT Ka-

1 . .
CM. WLTIOCTpAIlH K CTaThe Ha IBETHOU BKJIEHKe — M. A.
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3aHCKHX TaTapy H© Jp.), a TakkKe CTarhbs
I'.®.Baneepoit-CyneitmanoBoit  «Tartapckoe Ha-
UOHAFHOE HCKYCCTBO: K MpoOJeMe 3THOKYIIb-
TypHoro emuHctBay [1]. CBoeoOpasuto Haiuo-
HAJIBHOU KYJIBTYPhI TIOCBAIICHBI PaO0OTHI TAKUX aB-
topoB, kak C.C.Aitmapos, N.H.Anmes, A.X.Xa-
nukoB, M.X.Xacanos, C.M.UepBoHHas u ap.

MeI nionaraem, 4to ONpenessiFoIuM GakTopoM
HaITMOHAJILHOTO CBOCOOpasus H300pa3UTEIBHOTO
WCKYCCTBa SIBJISIETCA HE CIOKETHAs CTOpoHa (umo
u300pasiceno), a TTyOUHHBIE TPUHIMIBI (OPMUPO-
BaHUS W BOIUIOMIEHHS XyIIO’KECTBEHHOTO 0Opasza
(kax uszobpasiceno). XymoKeCTBEHHBIN 00pa3 — 3TO
0TOOpaXeHHE XYJO0KECTBEHHOTO MBIIIJICHUS Ye-
JIOBEKa, KOTOPOE B CBOKO O4YEpElb OIpeleNseTcs
MHOTHMH B3aWMOCBSI3aHHBIMH MEXIY CO00# (hak-
TOpaMHM, Cped KOTOPBIX — JYXOBHBIC LIEHHOCTH,
JKU3HEHHBIH YKJIaJl, MaTepuaibHBIA MHUp, OKpY-
JKAIOMIMK YeJOBEeKa, KIIUIIE, (PONBKIOp M, KOHEY-
HO, PEITUTHS.

O cneuuduke pazBUTHA KyJIbTYp MBI MOKEM
cynuTh Ha ocHoBaHuu pabor JI.H.I'ymunesa, mo-
CBSIIIIEHHBIX 3THOT'CHE3Y, TJIE BBIIEISIOTCS B TH-
na pa3BUTHA KyJIbTYpbl — OCE/UION U KoueBoH [2];
IpH BCe WX OYEBHJHOW pa3HHUIIC OHU aMOuBa-
JEHTHBI. XPHUCTHAHCKas KyJIbTypa — KyJNbTypa
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oceuTbIX HapoJoB. HecMoTps Ha TO, UTO 3Ta KyIb-
Typa OCHOBBIBACTCA Ha AyaJiM3M€, MNPOTHUBOIIOC-
TaBJICHUN (U3NYECKOMY JYXOBHOTO, OHA CO3/aeT
[IEHHOCTHYIO CHCTEMY, CTaBSIIyI0 BO TJaBy yriia
MaTepHuajbHOe OJaronoiy4ne — co3gaaHue Bernu.
[TonsiTe cO6CTBEHHOCTH 3/1€CH — 3TO MPEXK/IE BCE-
ro TOHSTHE BIAJeHHUS Bemipro, MpeaMeToM WIn
npeameramu. [lostomy Bemps B caMoMm IIMpPOKOM
NOHUMAHUMU SBJIACTCA HECHTPOM BHUMAHUA. HCKyC-
CTBO, OTOOpakaroliee >KHu3Hb, JOKHO MAaKCH-
MaJLHO aJIeKBaTHO M300pakaTh Bems (vin Bemwy,
MpeAMETHl, 4eloBeka u T.A4.) u IIpocTtpaHcTBO.
Bemrs co3maercst Garonaps peryisipHOMy TPYAY U
YETKO OpraHM30BaHHOW cucteMe. TpyaHO coeau-
HHUTb 06p33 BCYHOI'0 CTpaHHHKA — KOYCBHHKaA — C
PEeriIaMCHTUPYIOIIUM €ro BO BCEM PCTYJISAPHBIM,
CUCTeMHBIM TpyJoM. Jla u co3maHue Bely, a Tax-
JKe BJaJleHHe €10 — Jajieko He camoe TJIaBHOE B
CO3HaHMM KoueBHHMKA. Ko4yeBHUK He MMpUBA3aH K
3eMJie, OH BEYHO HAXOAWTCS B JBWKCHHU, a TIPO-
CTPAaHCTBO BOCIPHUHUMAET KaK HEOTHEMIIEMYIO
yacTh caMoro ce0s. OOIIeu3BEeCTHO, YTO Jaxke
YanMma — mocliefHee oOJiaueHHe, KOTOpOoe Bcerna
IIpH HEM, — yKpallaeT TOJOBY M IOCTOSHHO HAIo-
MHHAET O TPSAIYIIEM COEIMHEHUH C TPUPOJIOH.

Kak ocemnbiii yenoBek — XpPUCTHAHWH, TaK U
KOYEBHHK — MYCYJIbMaHHH — UMEIOT KaXKIbIH CBOE
OIyIIEHNE TPOCTPAHCTBA, BPEMEHH, IIpEIMETa,
camoro ce0si. HeBO3MOXHO 0KHAATH OT 3THX ABYX
TUTIOB KYyJIbTYp OJMHAKOBOTO TOHUMAaHHs HUCKYC-
cTBa. PasnmmyHbIe MCKycCTBa HEM30EKHO WMEIOT
Pa3IMUYHYIO CTPYKTYPY, QYHKIIMHU, 3a7aud U SI3BIK,
B KaXXJIOM M3 HHX OTPaXEHO CBOE, OCOOCHHOE TO-
HUMaHHE TIEPCIEKTUBBI, PUCYHKAa W KOJOPHTA,
CBOE0OpA3HO PACKPHITHI BO3MOKHOCTH OPHAMEHTA.

VY XpUCTHAHMHA U MYCYJIbMaHUHA Pa3HBIE II0-
HuMaHus bora, u Kax bl mo-pa3HOMY CTPOUT OT-
HOIIEHUS ¢ HUM. Ha MpOTSHKeHUH BEKOB PENUTHS
6puta hopmoobOpa3zytomel Temoit uckyccrtsa. [1po-
JQYKTOM TBOPYECTBA XYIOXHHKA B E€BPOIEHCKOM,
XpUCTHAHCKOM Mupe siBisiercss Mkona. B nanHoMm
KOHTEKCTE 3TO CJIOBO CIIEAyeT MOHMMAaTh HE Kak
n3o00pakeHue Ha JiepeBe WK APYyroM MaTrepuaie, a
KaK MaTepUaIM30BaHHBINA, CIUPUTYaIbHBIH 00pa3
bora unu Csaroro. Urtak, nmpu Bced JyXOBHOM
CYIIIHOCTH MKOHA — 3TO OLYXOTBOpeHHas Bemp, a
HCKYCCTBO — 3TO OMONHS JUI HETPaMOTHBIX.

ITo muenuro X.benpTHHra, KpymnHeHIiero He-
MEIKOTO HCKYCCTBOBENA M KYJIBTYypOJIOra, XpH-
CTHaHE CUUTAJIH, YTO MOJIMHHBIE 00pa3bl (MKOHBI)
HaJIeJIeHbl CBEPXbECTECTBEHHOW cuiion. «bor u
CBATBIC, COTJIACHO OXHWIAAHWUAM, SABJISAJIMCh B HHUX
[T.e. B MKOHAX — npuM. agmopos] u Belaiu 4epe3
HuX. C 3TUM CBS3BIBAIOCH HENOCPEICTBEHHOE

OXHIaHWEe ONarogaTH, TPOTaBIliee BEPYIOUIETO 3a-
qyacTylo Oombllle, 4eM, BHYNIABIIHECS TMOHATHUS O
Bore, wim mbicnbp 0 3arpoOHON xu3HM» [3: 458].
XpHUCTHAHCKOE UCKYCCTBO CPETHEBEKOBHS AKTHBHO
o0m1amoch €O 3pUTENIEM — IIPEICTaBUTENEM I1acT-
BB, OHO 00ydaslo €ro, J0Ka3blBalO CBOIO HCTHH-
HOCTh. XPHCTHAHCKOMY HCKYCCTBY TpeOoBallach
MaKCHMaJbHasi YOEIUTENbHOCTh, aJeKBaTHOCTD,
aKTHBHBIM JUANOT CO 3pHUTENEM, MOCIeI0BaTEIb-
HOe WH(MOPMAIMOHHOE H3II0KEeHUe CrokeToB. C
91oxoil Bo3poxieHus: B MCKYCCTBO MPUXOAUT 3a-
Jlada — MaKCHUMaJbHO yOeAWTENhbHO BOILIOIIATH,
MaTepUAIN30BLIBATh HICaTbHBIE MOJENN (HANpH-
Mep, bora), Tak BOJHOBaBIIINE BOOOpaKEHUE JIIO-
Jedl. IMEeHHO NOATOMY Pa3BUBAETCA B 3TO BPEMs
PHUCYHOK, COBEpIICHCTBYIOTCS CHOCOOBI Mepeaadu
CBETOTEHH, 00beMa U MMPOCTPAHCTBA.

Wnas pomb MCKyccTBa B MyCYJIBbMAaHCKOM MH-
pe: OHO BO MHOTOM YXOJHUT KOPHSMH B 3IIOXY, KO-
I/1a B CO3HAaHWU KOYEBHHKA, YEIIOBEKA CTEITH, ITyC-
THIHH, HE OBUIO ThejecTana, Ha KOTOPBIA OHO TO-
craBuiio O0b1 Bemnis. Mup ucKyccTBa 3/1eCh CHHKpE-
TUYEH U OCBOOOXKIEH OT 3aJadyd CO3JaHMs KOH-
KpeTHOUW Monenu. boyee Toro, oH 0OBACHSET, YTO
moboe n3obpaxenne Yenosreka, a Tem 0osee Cs-
TOro uiu bora TIIETHO, Tak KaK OHO MaTePHAaIbHO
Y KOHEYHO, TOTJ]a KaK TPAHCIEHJACHTHOE HE MOXET
UMETh KOHEUYHBIe, 3acThIBIIME (opMbl. BOT moue-
My MyCYJbMaHCKasi KyJIbTypa aKTHBHO Pa3BHBAET-
cs B ¢pminocopun u nossuu. MckyccTBo B uciame
HE OTHeNseT XyA0XKECTBEHHBIH 00pa3 oT ero ny-
XOBHOUW CYIIHOCTH, CKOpee, Hepa3phIBHO COCIIHHSI-
eT C HUM.

CHHKpETHYHBIA XapaKTep HCKYyCCTBa HcCIama
xopomo nepexaer Omap Xaiism: «Beck mup — mo-
TOK MeTadop U CUMBOJIOB y30p» [4: 149]. ns yt-
BEPXKJCHHS BEPhl MyCYJIbMaHUHY HE HY’KHA WKOHA
— MaTepuanbHas MOZAENs QyXoBHOTo. Ero mymra
obmaercs ¢ borom 6e3 MaTepHalbHBIX MOJCKAa30K
— pykoTBOpHOTO 00Opasa. «MckyccTBO 31ech He
bubmms, a ckopee «TronmMCTaH» — HEOECHBIN caj,
JI0O KOTOPOTO MOKHO BO3BBICHTBCS Ollaronapsi wc-
KyccTBy. BoT mouemy 31eck B 00pazHoii MopdoIio-
THH 5I3bIKa UCKYCCTBA MPAKTUYECKH HE yIEeNseTcs
BHUMAaHWs BU3YAIbHOH aJIeKBATHOCTH — MMHTAITUU
Ha IUIOCKOCTH MPOCTPAHCTBA U OTTAIKUBAIOIIET OCS
OT ONTHUYECKOTO OIIYIIEHHs [IBETOBOTO CTpos. Pe-
THOHAIBHOE apaOCKOe M PETUTHO3HOE MYCYJIbMaH-
CKOoe Hadaja BOOpaiu B ceOsi TpaauIii HapoJOB,
npuHABIIUX uciaam» [4: 181]. B ortiauuume ot xpu-
CTHAHCKOTO, B MYCYJIbMaHCKOM HCKYCCTBE 3alpe-
HIEHO M300paXKCHUE JKUBBIX CYIIECTB — ATOT (PaKT
obmensBecteH. Oanako B Kopane Het 3ampera Ha
n300pakeHue, OH COJEPKUTCA B xaauce: «B aom,
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Te eCTh M300pakeHWs, HE BOWAYT aHTENBD» [5:
722]. IMeHHO MO3TOMY B HCllaMe€ HET MCKYCCTBa
YKUBOIIMCH, CKYJIBIITYPHI U T.II. B €BPOIEHCKOM TI0-
HAMaHHHA JTHX BHUAOB. ApaOUCTBI OOBSCHIIOT
CMBICIT 3TOTO XaJca 00bEIMHUTECIHLHBIMH 3ajIa4a-
MU, KOTOPBIC BBIIIOJIHATIA PEJIUTU 10 OTHOILICHUIO
K HapoaaM Bocroka, UMEBIINM OTJIMYHSI BO BHEIII-
HeM oOnmke. «Pemurmo3Hslii XapakTep 3TOTO 3a-
npera OYCBHUJCH, HO OH MMECT HE TOJILKO AOTMa-
TUYECKHI CMBICI, a BBITEKaeT U3 CaMOMN JIOTUKHU
XYJIO’)KECTBEHHOTO 00pa3a B MyCyJTbMaHCKOM CO3-
HaHuHu. Bor Imo4eMy y MHOTHMX HaApOJI0B, UCIIOBEC-
IYIOIIUX HCIaM, HanOojee pa3BUTHIM BHIIOM H30-
Opa3UTENILHOTO UCKYCCTBA, HApSAAy ¢ Kaymurpadu-
eil, sBiseTcsl JAeKopaTuBHO-TpuKiIagHoe. Cober-
BCHHO XUBOIIUCH — KaK BUJ HCKYCCTBAa C TaKMMHU
JKaHpaMH, KaKk TeMaTH4YecKas KapTHHA, MOPTPET,
HATIOPMOPT U T.J.» [5: 722] B MyCyJIbMaHCKOM HC-
KYCCTBE HE CIIOKHIICS.

3aTo Xym0KeCTBEHHBIH 00pa3 MONy4Hi pa3BH-
THE B apXWUTEKType, KaUrpadgun, KHWHKHONH MH-
HHUATIOPC U JACKOPATHUBHO-IIPUKIIAAHOM HCKYCCTBE.
Oco0y1o poJib B MyCYJIBMaHCKOM HCKYCCTBE HUIpa-
€T OpHaMeHT. Y>ke B snoxy BospoxkiaeHus B co3-
HaHWU €BPOIeila OpHAMEHT C(HOPMHUPOBANICS Kak
JEKOPAaTUBHBI KOMITOHEHT, €ro (yHKUUS — JO-
MIOJIHUTH U YKPAacUTh npenMet. MHas poib y opHa-
MEHTa Ha MyCyJbMaHCKOM BocToke: cyTh ero B
HCIIAaMCKOM MHpE 3aMeuaTesbHO c(hOopMyIHpOBaHa
WCCIIeJIOBATENIeM  MYCYJIBMaHCKOTO  HMCKYCCTBa
I'.por I'pronebaymom: «EBpONEHIIEB TPEBOXKHUT
OecTIoOpsI0YHOCTh, @ MYCYJIbMaH yAWBISECT PETy-
JIAPHOCTb», TEM CaMbIM IIOAYCPKUBASA pPa3InvUud
MEX]Iy CTPEMIICHUEM E€BPOIEHCKOr0 MBIIIJICHUS K
OTPAXCHUIO MHpa B TEOMETPHUECKHX (OpMyIIax
rapMOHUHU U ITIOHUMAHUEM TOH Xe rapMOHUHU B 3C-
TETHKE WCJIaMa, TJIe OHA TPAaKTOBalach «KaK IMpPH-
BBIYKa 00KECTBa, OT KOTOPHIX OHO B JIFO0OE BpPEeMs
MOXET OTKazaTbCs» [6: 216]. OpHaMeHT cTaHO-
BHTCS 37I€Ch 3HAKOM, CUMBOJIOM, T.€. HE JIOTIOJHH-
TEJNBHBIM JI€KOPAaTUBHBIM, & CMBICIIOBBIM, COCTaB-
JISTIOIIMM KOMIIOHEHTOM XYZ0)KEeCTBEHHOTO 00pa3a.
BoT mouemy OH Tak 4YacTO HEPa3pBIBHO CJIHT C
kaumrpadgueii — rpaduveckuM 00pa3oM CiOBa.
«neiitHasg npuYMHA MCIOJIB30BAHUS OpHAMEHTA
JCXKUT B €TI0 O6’beI{I/IHI/ITeJ'H:HI>IX BO3MOXKHOCTSX,
LIETBHOM, OIIYIaeMOM W, B TO € BpeMs, a0CT-
pakTHOM oOpa3e, OECKOHEYHOM BO BpEMEHH H
MIOYTH HE KOHTAKTUPYIOMHUM C opMaMu BU3yallh-
HOro Mupa. MycynbMaHUH HE TEPIUT BU3YaJIbHO-
ro oOMaHa W MPU3BIBAET K YCIOBHOCTH, HE JOIyC-
Kasi MaTepuaiu3aluu cyuHocTed. YenmoBek, Kak
IIEPCOHAXK, B T'IOJIUCTAHE CIy4YallHOE SIBIICHUE, Ja-
kKe M300paKeHHe PaCcTEHH B PaliCKOM cagy — 3TO

n300pakeHne (HaHTA3MUHBIX PANCKUX PaCTECHUI
[4: 182].

B npencraBneHun MycylbMaHHHAa KOHKpPET-
HOCTh 00pa3a, ero BH3YaJIbHO IJIOKAIM30BaHHAsS
000J109Ka OT/AENSET er0 OT AYXOBHOCTH. Mycyib-
MAaHCKO€ WCKYCCTBO HE OrpaHMYMBACT Ce0sl WH-
(hopmarmonHoO# PyHKIKEH, Ky/la Ba)KHEE YBUIIETh
B MCKYCCTBE FapMOHHUIO U COIJIACOBAHHOCTH, 1ApO-
BaHHbIE MUpY BcesbimHuM. Poib 1ekopaTHUBHO-
MPUKIAIHOTO HCKYCCTBA B (DOPMHPOBAHHUU 3CTe-
TUYECKUX MPEACTABICHUN ONPEAEIUIN HEKOTOPhIE
(hakTOphl, CBOWCTBEHHBIC ICKOPATUBHO-NIPUKIIAI-
HOMY HCKYCCTBY, KaK HEOThEMJIEMbIE KOMIIOHEHTHI
BH3YAIBHOTO XyJOXKeCTBEHHOTO oOpasza. Coctosi-
TETBHOCTh JIEKOPATHUBHO-TIPUKIIATHOTO HMCKYCCTBA
OOBEKTUBHO 3aJIaCTCs YEThIPbMsI (pakTOpamu: rap-
MOHHYHOCTBIO (POPMBI TpEeIMeETa, COOTBETCTBUEM
(dhyHKIMH, IS KOTOPOH OH TpeaHa3HadeH, opra-
HUYHOCTHIO HCIOJIB30BAHHOIO MaTepuaia U yMe-
CTHOCTBIO JIeKOpa. OTH (DaKTOpBI SKCTPAIOIUPY-
IOTCSl Ha BCE BH3YaJbHBIE OOBEKTHI, IMEIOIIHIE JC-
TETUYECKOE 3HAYCHUE, JTaXKe Ha T¢ BUIBI UCKYCCT-
Ba, KOTOpPHIC HE MONYyYMIIU Pa3BUTHUA B MYCYJb-
MaHCKOM HCKYCCTBE. Bplllle yke TOBOPHIOCH O
HEMPUATHN BU3yalbHON WJUTIO3UN — BCTPEUAsICh C
MPOU3BEACHUEM CTAaHKOBON XUBOMHUCH, MYCYJb-
MaHUH TPEIbSBIIET K HEMYy Te e TpeOoBaHUS,
YTO U K JEKOPAaTHUBHOMY MCKycCTBY. OH OKa3bIBa-
eTCsl B HEIOYMEHHH — KaK W 3aueM ILUIOCKas Io-
BEPXHOCTh KapTHHBI pa3pyllaeT CBOEH HILIIO30p-
HOM TPEXMEPHOCTBIO TUIOCKOCTh CTEHBI? XyI0XK-
HUK BoCTOKa HUKOTJa HE HapymaeT IDIOCKOCTh
paau WUTIO3UH, U300paXKCHHSI Ha M3Pa3IlOBBIX Ta-
HeJsIX, KOBpaX, TKaHIX, MUHHUATIOpaxX, YTO yKpa-
MIaf0T OBIT BOCTOYHOTO YEJIOBEKA, MPUHITATTHATHHO
IJIOCKOCTHEI. MIX KpacoTa BO MHOTOM Ompe/eicHa
TE€M, YTO XYAOXHHUK LEHUT NPEJECTh MIOCKOCTH
Oojple, YeM WMHTAIUI0 Ha HEH TPEXMEPHOTO
MpocTpaHcTBa. BOT mouemy juHEHHas WTaJbAH-
CKasl MEPCHEKTHUBA, YMEHUE Ha IJIOCKOCTU CO3/1aTh
WUIIO3UI0 MIPOCTPAHCTBA NaJ€KO HE BCErAa IpH-
HuMaeTcsi Ha Bocroke. UenoBek BOCTOUHOW KYJib-
TYypbl CUMTACT OPTaHUYHBIM TaKOE H300paXKCHHE,
KOTOpPOE BUCHUT Ha CTEHE U IPU 3TOM HE MPOpPHIBa-
€T MPOCTPAHCTBO, & MOAYEPKUBAET €ro IIOCKOCT-
HOCTb. /ISl HCKyccTBa MyCyJIBMAaHCKOro Boctoka
CBONCTBEHEH «KOBPOBBIM MPUHLIMI» OPraHU3ALHUU
KOMITO3ULIMH, KOTOPBIA MOCTPOEH Ha IIOJIHOM 3a-
MOJTHEHUH [JI€TaJIIMH BCEH IIIOCKOCTH H300paske-
HUS, Ha KOTOPOM HE MOJKHO OCTaBAThCS ITyCTOTO
MECTa, KaK HET IyCTOro MeCcTa Ha 3alOJHEHHOU
CMaJbTONW MOBEPXHOCTH MO3aWKH, KaK CKJIAbIBa-
eTCSl U3 JIOCKYTOB aNIUIMKAIUS U TPagUIMOHHAS
mist Tarapcrana koxaHas Mo3auka. KoBpoBblit
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TIPUHIIATI OTIPEIEITHI M KOMITO3UITUOHHBINA ITPHEM —
aNMJIMKaTUBHOCTh, KOT/AA JETajlll HECKOJIBKO 000-
COOJIGHBI OT OKpYy»aromiero (hoHa W TPOHU3BOJIAT
Takoe BIleYaTIeHWe, OyATO OHHM HAJIOKEHHl Ha
IJIOCKOCTh. PUTMHKa KOMIO3HMIIMK COTJIACyeTcs C
PUTMHUKON TPaJUIIMOHHOIO OpHAMEHTa — 3TO IPO-
SIBIIIETCSL B PACIpEICIICHUH [[BETOBBIX aKIIEHTOB U
nsaTeH. HeoTbemieMbIM KaueCcTBOM MpeaMeTa MpH-
KJIQJHOTO HCKYCCTBa SIBIISIETCS JI€KOPATUBHOCTb,
HCXOJs U3 KOTOPOW XYyJ0KECTBEHHOE MPOH3BEE-
HHME HUMEET SIPKUU, MaXOpHBIA XapakTep JeKopa.
Bce atu mpencraBnennst rryOOKO 3aKJIafbIBAIOTCS
B CO3HAHHE YEIOBEKa C JeTCTBA.

HNmenno Takast atMocepa cloXKuiach B OBITY
TaTapckoro Hapoja B koHie XIX — nauane XX Be-
ka. HaunbGonee sipko 510 mposiBuiock B Kazanu u
MpUIIETAIOIUX K Hel palioHax. [laHHYIO CUTYyaluIo
BITOJTHE MOKHO pacCMaTpHBATh KaK MacCHOHAPHBIN
TOJYOK, OJJTHUM M3 TTOKa3aTeseil KOTOpPOro SBJIsIeT-
Csl CTPEMUTENIBPHOE Pa3BUTHE TYXOBHOM XKH3HU Ha-
pona, (hopMHUpOBaHHE €ro SCTEeTHYECKUX IIEHHO-
CTe W TPEACTABICHHUH, BBUIMBIIUXCS B TIIyOOKO
CBOCOOpPa3HyI0 HAIlMOHAJBHYIO KYJIBTYpYy. OTOii
KyJIbTYPE CBOHCTBEHHBI KaKk OOIIEeMyCYIbMaHCKHE,
TaK ¥ CBOM OCOOEHHBIE YepTHl. TaTapckas KyJIbTy-
pa yXe 3a/10JIr0 IO 3TOr0 BPEMEHHM CTajla KyJbTy-
pOii HEe KOYEBOTO, a OCEeIJIOr0 HapOAa, UMEIOIIETO
CBOM BEKOBBIE TPAAWINAN. JTU TPAIAUIHNA MOIyYIH-
JM OPraHWYHOE COETUHEHHE C TPAJAMULUSAMHU HCIa-
Ma. Eme omHOM OCOOCHHOCTBIO SIBIISIETCS TO, YTO
3Ta KyJbTypa COeAWHMJa B cebe /Ba, 4acTo Tpo-
TUBOCTOSIIIMX Yy JAPYTUX HApOAOB Hadaia, KOTaa
KyJbTypa TOpOJICKass OPTaHUYHO MEperieTaeTcs ¢
CEIIbCKOM W OHHM HE NPOTHUBOCTOSAT IPYr IPYTY.
OObeaUHSIOMNM (AKTOPOM CTaJI0 TO, YTO B UCTO-
pUHM TaTapCKOTro Hapoja MNpPaKTHUYECKH He ObUIO
KpPEMOCTHOTO TpaBa, TO €CTh TOPOJCKOE M CEllb-
CKOE HaceJleHHe TI0 OOJIBIIOMY CUETy He OBUTH CO-
LMAIbHO pa3/eNieHbl, KaK PYCCKHE KpENOCTHBIE
KpPECThSIHE ¥ )KHTEIH TOPOIOB — Meliane. B pabo-
te I'.BaneeBoii-CyneiimaHoBold mpuBomaTcs (ax-
THI, 3HAYUMBIE JIJIsl TOHUMAaHUS UCTOKOB M CBOE0O-
pasus HaIMOHAIbHO-XY/I0)KECTBEHHOT'O MBIIIIJIe-
HUS: K Hadamy XX BeKa «... Ka3aHCKHE TaTaphbl
co3anu pa3BuUThIe (HOPMBI PEMECIEHHOTO TPOM3-
BOJICTBA, MPEANPHUATHS XyJI0KECTBEHHBIX MPOMBI-
CJIOB, YTO TIO3BOJHJIO UM BBITYCKaTh MacCOBYIO,
TUPAKUPYEMYIO TIPOIYKIHIO, OOECTIEYHBAIOIIYIO
HYXJIBl TIOYTH BCEX TEPPUTOPHAIBHBIX TPYII Ta-
Tap W Jake OalIKUp, OTYACTH Ka3axoB.... Brico-
KUH ypOBEHb COIMAIBHOM W 3KOHOMHYECKOH Op-
TaHM3alMH XYyJ0KECTBEHHBIX pPEeMecel M MPOMBI-
CIIOB CIOCOOCTBOBAJI 3apOXKIACHUIO Cpeid Ka3aH-
CKUX TaTap MacCOBOW KyJbTYPHI ..., KOTOpas ObLia

CBOETO pojia TIepexoaHol (HopMoOi OT HApOIHOTO
TPAJAUIIMOHHOTO HCKYCCTBAa K «BBICOKOH KYyJIbTY-
pe»2 [1].

MapiMu cioBaMu, 4€0BEK, POXKISHHBIN B TIep-
BOM Tpetn XX BEKa, HECMOTpPS Ha BCE Tparuye-
CKHE TMEpPUNETHH STOTO BPEMEHH, XWJI B CpEle
CBOCOOPA3HOTO KYJBTYPHOTO YHHMBEPCYMa, B KO-
TOPOM OPTaHUYHO COCIUHSIUCH B CIUHON KOH-
UENIUA  HPABCTBEHHO-ITHUECKHE, COLUATIbHEIE,
PENMIMO3HbIE W 3CTETUYECKUE MPECTABICHUS.
3nmechr MOXHO JA00aBHUTH, YTO HMEHHO TaKWe YyCJo-
Bus, HaumHas ¢ XVI Beka, mOpoKmanu OOJbIIHE
eBporeiickue cTuiy, T.e. K Havdamy XX Beka B
KyJbType TaTapCKOTO Hapojaa yXe ObUTH HAaJIHIIO
BCce (PAKTOPHI, ONPEICIIAIONINE BO3HUKHOBCHHE U
Pa3BHUTHE IEIIOCTHOTO OOJIBIIOTO XYJ0XKECTBEHHO-
ro CTHJIS.

Kak u Bcskuit Xymo’KeCTBEHHBIH CTHIIB, (op-
MUpYIOIIAsicsl TaTapckas KyJIbTypa HMeJa CBOUX
UIECOJIOrOB, MHOTHE W3 HHUX CTPACTHO >KEJalH,
9TOOBl KYyNBTypa W HMCKYCCTBO POJHOTO Hapoja
MOJIYYFJIA Pa3BUTHE B paMKax EBPOIECHCKOTO HC-
KyCCTBa BOOOIIE M PYCCKOT'O PEATTUCTHUSCKOTO B
YaCTHOCTH: TaK WM HMHA4Y€ O XYAOXKECTBEHHOM
ctuie BbicKasbiBauch U I'.Tykail, u J3pamenn
(3.Pamuer), u I'.Kaman, u I.HMOparumoB, u
X.Atnacu (X.AtnacoB) u ap. Barmsamel 3Tux Ha-
LHUOHAJIBHBIX JIUTEPATOPOB, U3AATEIECH, IPOCBETH-
Tesell u 0OLIeCTBEHHBIX JesiTeNel Ha (opMHUpoBa-
HUE TaTapcKoro mnpodeccuoHaIbHOro H300pasu-
TEJIBHOIO UCKYCCTBa HE Bcerja comnaganu. Hcro-
puk u oOmiecTBeHHBIH aestens X.Atnacu (1876-
1938) B 1910 romy B rasere «Monmszy mucan o
MyTH Pa3BUTHUS TaTapCKON HAIIMOHAJIBHOM KYJbTY-
PHI CIIEIYIONUM 00pa3oM: «...TEPEHATH €BPOIICH-
CKYIO KyJBTYpY Ha OCHOBE HCJama, CAPYXHB UX
Kak Teno ¢ nymoi» [1]. Hpyroi mucarens, yye-
HbIM, MONUTUYECKUHA JesATelNb U IPOCBETUTEIND
I'."6parumos (1887-1938), MHOTO CrenaBmInil AJis
HallMOHAJIBHOM KYJBTYpPbI, CTPEMUJICS BBECTH B
CO3HaHWE W OOIIEeCTBEHHOE MHEHHE MYCYJIbMaH-
CKOTO HACEJCHHS HOBOE MMOHITHE — XYIOKHUK.
Tak, B crartbe «300pa3uTenibHOE UCKYCCTBOY, Ha-
e4YaTaHHOM B razere «Iﬁonnnn» otT 26.02.1910 ro-
J1a, OH B KAUECTBE OPUEHTHUPA ONPEIEIsI €BpONeH-
CKOE PEaIMCTUYECKOEe M300pa3UTeIbHOE UCKYCCT-
Bo [7: 286]. Ha Hamr B3risia, HMEHHO 3/eCh Oblia
JOTyIIeHa Metopoiorndeckas ommubOka. [lo3mgnee
OHA CTaHET CTPATErMYeCKOW JIMHHWEW OTHOUIECHUA

> B JJaHHOM KOHTEKCTE TEPMHH «MAaccoBas KyIbTypay»
CJIeyeT TIOHNMATh KaK KOJIMYECTBEHHYIO, & HE KadecT-
BEHHYIO XapaKTEPHCTHKY MCKYCCTBa, T.c. 0€3 HeraTtus-
HOTO OTTEHKAa — KaK KyJIbTYpy, OXBaTUBILIYIO LIHPOKHUE
Macchl HAPOAA. — NPUM. AGMOPOE.
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HOBOIl COBETCKOW BJACTH K HAllMOHAJbHOMY HC-
KyCCTBY. DTa ommOKa 3aKJIIoYayiach B TOM, 4TO Ha
NPUHIUIHAIBHO OTJIMYHYIO HALMOHAIBHYIO MOY-
BY, YK€ CO3JaBUIYI0 CBOM ACTETUYECKUE MPUHIU-
IBI, CTPEMHUJINCH TIEPEHECTH OCHOBEI €BPOTIEHCKOTO
uckyccta. [lpu 3ToM co3gaBanach Lenasi CHCTEMa
MIPUOPUTETOB, B KOTOPOH TJIABEHCTBYIOLLYIO POJb
urpaja eBpoIercKas akaJeMHIecKasl ITKoJa KH-
BOIIKCH, alpUOpPH MIPUHUMAaEMasi KaK eJUHCTBEHHO
npoecCUOHaANbHAS, HAIIMOHAIBHOMY JK€ OTBOJH-
JIaCh BTOPOCTETIEHHAs! POJIb — TOJBKO JHIIL (op-
Mbl. OOyueHHEe aKageMUIecCKOMY H300pa3uTeih-
HOMY HMCKYyCCTBY B PoccuM HauMHaeT pa3BUBATHCS
B XVIII cronernu, a Hapo/ibl, UCIIOBEAYIOIINE UC-
JaM, 3TOT IpolLecc 3aTpoHyJ] Juilb B XX BEKe.
Koneuno, oH HOCHJI TPOTPECCUBHBIN, MPOCBETHU-
TEJNBCKUI XapaKTep, OJJHAKO B 3TOM OBLIM U OTPH-
LaTeNbHbIe CTOPOHBI: 00pa3oBaHHWE CTPOMIOCH Ha
OCHOBE €BPOICUCKUX MPUHIUIIOB HCKYCCTBa, BO
[JIaBy KOTOPBIX OBLT TOCTaBJICH MPHUHIIMII BH3Y-
aNBbHOM aJeKBAaTHOCTH, UMUTAINH (DPU3HUECKH CY-
MIECTBYIOMIETO. DTO BO MHOTOM BOCIPHHHMAJIOCH
U HBIHE BOCIIPUHUMACTCS KaK HEIPHEMIIEMOE IS
KYJBbTYpbl UHON PEJIUTUU U, KaK Mbl BUAEIH, OHO
nMeeT Jiorndeckoe oOocHOBaHWE. MycybMaH-
CKHUM HapoJaM HaBs3bIBAJIOCH EBPOIEHCKOE HUCKYC-
CTBO, a HAalMOHAIbHOMY OTBOAWJIACH JIUIIb CIO-
JKETHas, BHEUIHSS CTOPOHA, MOSTOMY Hambouee
CUJIIBHOW CTOPOHOHM PETHOHAIBHOTO UCKYCCTBA SIB-
JSIETCSL HE CTOJIBKO CIOKET B JKMBOIIMCH, CKOJIBKO
OpraHUYECKOE HCIIONb30BAHUE XYIO’KECTBEHHBIX
KOMITOHEHTOB M BBIPA3UTENBHBIX CPEICTB, CBOHCT-
BEHHBIX HAIIMOHAJIHFHOMY CO3HAHHUIO.

[Toznuee Ha IlepBom Che3ne COBETCKUX MHCaA-
TeJae OBUIM MaHbl KOHKPETHBIC PEKOMEHIAITNH,
CyTh KOTOPBIX COCTOSUIa B TOM, YTO UCKYCCTBO HO-
BOH CTpaHBl JOJDKHO OBITh HAIIMOHAIBHBIM II0
(hopMe W WHTEPHANMOHATHHBIM TI0 COJACPIKAHUIO.
Ilon ¢opmoii 3mech MOHMUMANACh IPEXKIE BCErO
HallMOHANbHASI CIOKETUKA, COJICPKAHHEM K€ BbI-
CTynajla UACOJOrnyecKas JOKTPUHA TOTAIUTAPHO-
r0 TOCyAapcCTBa, T.€. HAIIMOHAIBHOMY OTBOJIMIJIACh
BTOPOCTEIEHHAsI POJib, CYLUTHOCTBIO K€ HCKYCCTBA
BBICTyNaJIa ero Oe3MepHas ujpeonorusamnus. B cio-
BapsX ACTETUKHU, M3JIAHHBIX B COBETCKOE BpEMS,
TEPMUH «HAIIMOHATHHOE» JACTCS B CBSI3U C «UH-
TEPHAI[MOHAJILHBIM» B UCKYCCTBE U ONPEICISIETCS
KaK «OTPA)KEHHE B KOHKPETHOM IPOU3BEICHUU
HCKYCCTBa, TBOPYECTBE KAKOTO-THO0 XYJOKHUKA U
XYJI0O’)KECTBCHHOM DPa3BUTHH OOIIECTBA JIUAICKTH-
YeCKOH B3aUMOCBSI3H OCOOCHHOTO, CTICTIM(PUICCKH-
HETIOBTOPUMOTO, TMPHUCYIIETO HAIMOHAIBLHON Xy-
JIO’KECTBEHHON KYJIbType, M OOIIEero, BO3HUKAIO-
miero, Oyarogapsi BCECTOPOHHEH CBSI3U U B3aUMO-

3aBUCUMOCTH HalMii, B3aMMOJCHCTBUIO HALHO-
HaJIBbHBIX KyJIbTyp» [8: 226]. OnHako HMHTEpHa-
[MUOHAJIM3AIIHS, CTUPAIOINAs TPAHUIBI MEXKAY Ha-
poaMH M HAIMSIMH, HHYETO TUIOAOTBOPHOTO HC-
KycCTBY He ngana. VHTepHalmoHalIbHOE TMOIbITa-
JIUCHh NMPEBPATUTh BO BHEHALMOHAJIBHOE, OJJHAKO U
B 3TOM TEPMUHE CIBIIIATCS OT3BYKH UMIIEPCTBA.

3mech MBI XOTHM IOAYEPKHYTH, YTO HAIHO-
HaJIbHOE CBOEOOpasue ecTh OTpakeHHEe OCOOEHHO-
CTel HAIIMOHAIBHOTO MBINUICHUS M YTO 3TO HE SB-
JI€TCSl KAYECTBEHHOW XapaKTepUCTUKOW HCKYCCT-
Ba, T.€. HICKYCCTBO MOJET OBITh HAIIMOHAIBHBIM, a
MOXET W He ObITh. [IpHCyTCTBHE HAIMOHAIBHOTO
emie He SBIsAeTCcS aOCONIOTHBIM 3aJI0TOM XYI0XKe-
CTBEHHOTO Ka4eCTBa.

Urak, HaumoHanbHOE B M300pa3HTENILHOM HC-
KyCCTBE IMPOSIBIISIETCS HE TOJBKO B HAITMOHATBHOUN
CIOXETHKE — M300paXeHHH TepoeB dII0ca WM Tep-
COHaXEH MCTOPHUH, TepOeB TPYJOBbIX OyAHEH HiH
MOJIUTHYECKUX HAIIMOHAIBHBIX JTUAEpPOB U T.1. Ha-
[IUOHATBbHAA CYTh MPOSBIAETCS HA ITOJICO3HATEINb-
HOM ypOBHE, CO3/1aBas CBOIO MOP(OJIOTHIO HCKYC-
CTBa — 3TO APKO MPOSIBIIAETCS B KHUBOMHUCH. B ka-
YecTBe TMpHMepa IMPHBENEM TBOPYECTBO JIBYX
KJITACCHYECKUX, CAMBIX SIPKHX TaTapCKUX XyIOXK-
HuKOB — X.fkynoBa u W.3apunosa. O6a onu Bo-
[IUTH B HCTOPHUIO KaK HAIMOHAIBHBIE XYIOKHHUKH U
OOJBITMHCTBO CBOMX TOJIOTEH TOCBATHIIA HAIHO-
HaJbHOU TemaTuke. Mbl IpejjiaraeM B3IVISIHYTh Ha
WX TBOPYECTBO KaK HAa TBOPYECTBO MACTEPOB, BbI-
paboTaBIINX CBOIO TBOPUYECKYIO MaHEPY. 3/1€Ch MBI
XOTeNU OBl MOTYEPKHYTh, UTO 1EJIb HAIIIETO HCCIIe-
JOBaHUsSI — BBISIBUTH MOP(OJIOTHIO HAIIMOHATIHHOTO
CBOEOOpasus, PU 3TOM OT/aBas JOKHOE KaKIO-
My U3 XyJoXHHKOB. OHH HE MTOX0XKH JIPYT Ha APY-
ra ¥ HUKOT/a He ObLIM TBOPYECKUMH €IHMHOMBIII-
JICHHUKaMH ¥, 00Jee TOro, OHU IMPHHAICKAIN K
Pa3HBIM MOKOJICHUSM.

OmuH W3 HHUX — 3aCHyXEHHBIH XYIOXHHK
CCCP, 3acimyxeHHblil pedarenp uckyccts TACCP
Xapuc Abapaxmanosud Sxymnos (1919-2010), ca-
MbIH SIPKUH M TIOCJIEIOBATENIbHBIM XYJI0OKHUK CO-
BeTckoi smoxu. Jlo Boitabl (1941-1945 rr.) oH 3a-
koHuM KazaHckoe XyJIO’)KECTBEHHOE YUYHIIWIIE, a
ToCTIe BOWHBI YUUJICS Y 3HAMEHUTOTO MOCKOBCKOTO
xynoxnuka b.B.Morancona. X.fkymoB — camo
BOILIOIIEHHE COIMAIIMCTUYECKOTO peaju3Ma, I0-
CJIe/IOBaTENIbHBINA €ro TBOpeEll, NMPU3HAHHBIA U TIO-
YUTAEMBIA BIACTHIO, TOJITOE BPEMs OBIBIIMNA TIPE/I-
cenareneM Coro3a XyJI0)KHUKOB WU CO3JaBIIMH Ta-
Jepero 00pa3oB TEPOEB COMMATMCTHICCKUX OyII-
HEH.

Hpyroit — 3acmyxxeHHbiil xynoxxHuk PCOCP,
3acimykeHHbIN festens uckyccts TACCP Unpnap
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Kacumoswa 3apumos (1939-2012), ero TBOpUYECTBO
MOJTy4nIIo pa3BuTHe B KoHIle 60-x rogoB XX Beka.
OueBUAHO TO, KaK NajJeKd OHU APYT OT Apyra u
TBOPYECKOW MaHEpPOW, W CHUCTEMOW 00paszoB, H
TEXHUKOH WCIIOJTHCHUS CBOHX MIOJIOTEH.
W.3apunos, okoHuuBmmii cHayana Kasanckoe xy-
JIO’KECTBEHHOE YYWIMILE, a MOTOM MOCKOBCKHI
FOCYJApCTBEHHBIA  XYJIO)KECTBEHHBI ~HMHCTUTYT
nmenn B.M.CypukoBa u crnennanu3nupoBaBIIANACS
B MacTEpCKOW CTaHKOBOW >KHUBOIIUCHU IOJ PYKOBO-
JICTBOM HapOJIHOTO XyI0KHHUKA CCCP
J.K.MouanbCcKkoro, 9acTo COCTOSJI B MAaCCHUBHOU
OIIO3UIIUHN O(UIIUAIEHOMY HWCKYCCTBY, IIOJABEp-
rajucsi KpUTUKE CO CTOPOHBI «IIapTUHHOTO PYKOBO-
ICTBa». XapaKTepHO TO, YTO B COBETCKOE BpeMs
€ro, riiyOOKO WHTEIUIMICHTHOTO XYJIOKHUKA, Ybs
MacTepcKasl Bcerja Oblia MPUBETIUBO paclaxHyTa
JUIsl BCEX, KTO HHTEPECYETCs] UCKYCCTBOM, Kakoil
OBl HAPOJHOCTHU WJIU Pachl OHU HU OBbLIH, OOBUHU-
a1 B HanwoHaim3me. lloBomom it oOBHHEHUs
CTaJIO €ro TEJIEBU3MOHHOE MHTEPBBIO, TNIE XYI0XK-
HUK MPHU3HAJICS, YTO C yIOBOJBCTBHEM IPHEIKAET
B TaTapCKylO JICPCBHIO W JIFOOUT BBIIUTH B JIEpe-
BEHCKOM JIOME TaTapcKoro yaro. MIMeHHO 3a 3ToT
«TATapCKHU» Yail XyJA0XKHUKA BBI3BAIA «HA KOBEP»
K BBICOKOMY pecnyOJIMKaHCKOMY HAa4dajbCTBY, IJIC
ABTOPUTETHO OOBACHWIH, YTO «TAaTaPCKOTO Yash»
He ObIBaeT, T.K. OH He pacreT B Tarapcrane.
W.3apumnoB Bcerna cumTancs HAMOHAIBHBIM KU-
BOIKMCLUEM U TPAAULMOHHO TOBOPUIOCH O €ro Ha-
LIMOHAIBHOU CIOXKETUKE, Ieposx, Ja U caM OH
TIPEJICTABIISAJICS HAaUBHBIM «IIAPEHBKOM H3 JEPEB-
HW», XOTs TAKOBBIM M HE ObLI. MBI ke mpeiaracm
B3[VIIHYTh Ha €ro MOJOTHAa C APYrod CTOPOHBIL.
Urak, yenoBek, ITyXOBHO C(HOPMHUPOBABIIHUICS B
HaLIMOHAJIBHOW cpejie, XpaHALIUA yCTOU HEJlaBHeE-
o JOPEBOJIOLMOHHOTO MPOLUIOrO, MXUBYIIMHA B
cpelie NpUpOAbl U HAPOJIHBIX TPAAULIMM, HA YPOBHE
MTOJICO3HAHMSI YCBOWJI TO, KAKUM JIOJDKHO OBITH HC-
KycctBo. K kapTuHEe OH OTHOCWICA KaK K YTHUIIU-
TapHOMY TIpeaMeTy ObITa, KaK K TIOCKOCTH, yKpa-
[IaroIIeH oM, Tak e, KaK 3TO JeNaeT KOBep, BU-
cALIMKA Ha cTeHe. ['TaBHBIM Il HETO SIBJISIETCS HE
BO3MOXKHOCTh CO3JaTh WJUIIO3UIO HAa IIOJIOTHE, a
Ha000pOT, MOMYEPKHYTH CIIOCOOHOCTH IIpeAMETa
OTPaJuTh YEJIOBEKAa, COTPETh COOOI0 XOJOAHYIO
CTEHY U MOAApUTh YIOT. BOT mouemy B MOJIOTHAX
3TOTO XYyJOXXHHKA TPAKTUYECKH HET TIyOWHBI
MIpOCTpaHCTBA. BepHee, OHO TPOEKTHpYyeTCH,
«pacriacTbIBaeTCs», MpeBpalasch, ckopee, B Jie-
KOpPaTUBHBIN KOBPOBBIM y30p, YeM B WILIIO3HUIO
TpexMepHOro Mupa. HammoHameHO€ 37€Ch MPOSB-
JsieTcs HU B CIOXKETE, HU JIaXke B KOJIOPUTE, a B ca-
MOM TMMOHMMaHUW (YHKIMH KapTHHBI — YKpallaTh

OKpYy>Karolee npocrpaHctBo. Ilepconaxu ero mo-
JOTEH 3a4acTyl0 YHOAOOJEeHbl JEKOPaTHBHBIM
3JeMEHTaM OpHaMEHTa, PacloJIOKEHHBIM Ha ILIOC-
KOCTH B COOTBETCTBUM C €r0 HallMOHAJIBHBIM IIO-
HUMAaHHEM. Bozpmem moboe MOJIOTHO
N.3apumnosa: manpumep, «epeBo xu3au. Mama.»
(1989 1.) — 3T0 MONOTHO TIYOOKO HAIMOHAIBHO HE
MOTOMY, YTO M300pakaeT Ha (oHE CTEHHI C Ia-
MawieM MOJIOAYIO MaTh B IIJIaTOYKE, MOBA3aHHOM
MO-TaTapCKU, C JEKOPATUBHBIM YKpalllEHUEM B KO-
cax, a IOTOMy, YTO TaKyl0 KapTUHY MOI HalMCaTh
TOJIBKO XYJOKHUK, C JIETCTBA BIIMTABIIMK B ceOs
0COOCHHOCTH HAIMOHAIBHOTO YKJaJla CBOETO Ha-
pola W BRIpaOOTaHHYIO BEKaMH CHUCTEMY II€HHO-
creii. HecMoTpst Ha cBoii mpogeccnoHaNn3M, 3Ha-
HUE aKaJIeMMUYECKOTO PHUCYHKA, 3aKOHOB TEpCIEK-
THUBBI U BCETO TOrO, YTO €My CTapaTelIbHO MPUBU-
BaJli B XYJOXECTBEHHOM MHCTUTYTE, XYIOKHUK
€CTECTBEHHO IIpeBpaIlaeT MPOCTPAHCTBO B IIJIO-
CKOCTHOH ()OH, KOTOpBIII HE Hapyliaer u300pa-
JKEHHasl B aKCOHOMETPUU KPOBaTh, & OKHO 103311
TepOMHHM HE MPHUJIACT TIIyOUHY PHUCYHKY U BOCIIPH-
HUMaeTcs Kak JIeKopaTUBHAsE OpHAMEHTaJIbHasl Ha-
Kiajgka. Bo Bcel kapTuHE OLIyIIaeTCsi PUTMHKA
TUIOCKOCTHOTO, JIEKOPATUBHOTO  TPOM3BEACHUS.
[ToBTOpPHMCS, 3TO HE SBJIAETCS HHU IOJIOKUTENb-
HOH, HU OTpHUILATEIbHON CTOPOHOW TBOPUYECTBA U
CBUJICTENBCTBYET JIMIIb O LEJIBHOCTH XYyHOMKECT-
BEHHOH HaTypbl M IIyOOKOW HAallMOHAJILHOW opra-
HUYHOCTHU TaJlaHTA.

HammonanpHOe ~ cBOeoOpasme  TBOpUYECTBA
N.3apumoBa 0o4eBUAHO, KaK OYEBHIHA U TIIyOOKas
HaI[MOHAJIbHAs HEMOBTOPUMOCTh MaTpuapxa Coll-
peanmuzma X.SkynoBa. ['oBOpUTH O HAITMOHATIELHOM
CBOCOOpAa3Uu 3TOTO XYJI0KHHKA, Ka3aJoCh ObI, TO
e camoe, YTO JJOKa3bIBaTh, YTO MOJIOKO — O€I0ro
usera. OIHAKO €CNM B3TJISIHYTh HAa €ro MOJOTHA
IJ1a3aMU 4eJIOBEKa ¢ HalMOHAIBHBIM TOHUMaHUEM
UCKYCCTBA, TO MBI YBHJHM, YTO pabOThI, BBIIOJ-
HEHHBIE B TPAIUIMSIX PYCCKOM XyH0KECTBEHHOU
IIIKOJTBI, C 00BEMHOCTBIO M (DaKTYPHOCTHIO PUCYH-
Ka, 3aoxkeHHbIX enle [1.UuCTAKoBBIM, BAPYT Mpe-
BpAaIllalOTCS B T€ K€ JEKOpaTHBHBIE MAHHO, YTO U
kaptuasl W.3apunosa. IIpu 3ToM B3risige paboThl
X.SkyrnoBa pacKpbIBalOT HWHYIO, YEM HX CIOXKET,
unpopmanuo. Hanpumep, «CuibHble THOANY
(1964 r.). C oxHO¥ CTOPOHBI, 3TO THIIMYHOE IIPO-
n3BeneHne 1960-x romoB, HM300pakaromiee IMpo-
CTBIX CENITHOK — KOJIXO3HMII, NEPEOBHKOB Cellb-
CKOXO3HCTBEHHOT'O IPOM3BOJICTBA; C JAPYTod CTO-
POHBI, HETPYJHO 3aMETHTh, KaK M30eraeT OH TITy-
OMHY MPOCTPAHCTBA — HEOTHEMIIEMYIO YacTh TeX-
HUKHU peaMCcTHYecKoro uckyccrsa. [IpoctpancTtso
Ha KapTUHE 3aMKHYTO 3€JICHBIM JIyTOM, B KOTOPBIi
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CJIOBHO OBl yNUPAIOTCS JIMHUU MOCTPOEHHs. Mex-
Iy TIepeJHUM IJIaHOM U cTaddaxkamMu y BepXHEH
KPOMKH KapTHHBI HET HU OJHOIO MAacIITaOHOTO
JJIEMEHTa, HO €CTh spKas, COJIHEYHAas IUIOCKOCThb
TpaBbl. bnarogaps OTCYTCTBHIO yMEHBLIAIOIIEHCS
B TJIyOMHY PUTMHKH KOMIIO3UIIMOHHOTO TIOCTpOE-
HUS1, IPOCTPAHCTBO 3a (UTypaMu IEepeIHEro IuIaHa
yTpaunBaeT CBOIO OOBEMHOCTH, MPEBPAIIAsCh B
TaKoOW K€ JIEKOPATUBHBIA ()OH, YTO U MPOCTPAHCT-
Bo M.3apumoBa. ®urypsl m0sSpoK, MpH BCEM HX
KOHKPETHOCTH M MaTepHallbHOCTH, HECYT B cebe
(YHKIIMIO JEKOPAaTHUBHBIX OpPHAMEHTAJIBHBIX dIle-
MEHTOB, YMEJIO PACIOJIOKEHHBIX Ha IUIOCKOCTH
y’K€ He KapTHHBI, a IeKOpaTUBHOro kKoBpa. CTaH-
KOBOE€ IMOJIOTHO KJIACCHYECKOI'0 JIJIsl CBOETO BpeMe-
HU coJep)KaHUsl BAPYr OKa3blBaeTCci CBOEOOpas-
HbIM KOMIIPOMHCCOM MEXJIy 3alagHbIM aKaje-
MH3MOM M JeKOpaTHuBHOCTHIO BocToka. Hamo ObI-
70 OBITH BBHIXOJIEM M3 TaTapCKOW KyJIBTYPHOMH
Cpeabl IepBOi YETBEPTH ABAALATOrO BEKa, YTOOBI,
MPOHJIS POCCUUCKYIO aKaJIeMUYECKYIO IIKOIY, CO-
XpaHuUTh B ce0e TIIyOMHHOE TOHUMAaHHE TaKHUX
MPOCTHIX AJIA 4esnoBeka Bocroka Bellen, Kak To,
YTO HE cileqyeT OOMAaHBIBATh 3PUTEJI WILIIO3UCH
rITyOUHBI Ha MJIOCKOCTH, TOPa3/o JIydlle TOKa3aTh
BCHO €€ COIPEBAIOIIYI0 IIPUBJIEKATENBHOCTL. TO XKe
CJIEJOBAHNE JIOTMKE TOHMMAHUS IUIOCKOCTHOTO
HCKYCCTBa MPEBpaNIAcT IEPCOHAXKN 3aTHETO TUIaHA
B JIEKOpaTHBHbIC, OpHAMEHTAJIbHbIEC NATHA, HA (O-
HE KOTOPBIX OCOOCHHO Ma)KOPHO BBITJISLIAT Iepou-
HU TOJIOTHA.

[TapamokcanbHo, HO (akT: axke TaKue pa3HbIe
XYIAO)KHUKH OKa3bIBAIOTCSI BHYTPEHHE OJIM3KUMHU
apyr npyry. Ux oObeauHsieT 0JHO — HAaLMOHAJIb-
Hasg KyJIbTypa Kak CHUCTeMa LEHHOCTEH M Ipen-
CTaBJICHWH, BOILJIOMIAIONIASICS B BU3yaJbHBIE 00pa-
3bl. [loBTOpHMCS, HAIMOHAJIBHOE MOHUMAaHHE HC-
KyCCTBa €CTh ITTyOMHHOE KadecTBO AYyIIH, B3pa-
IIEHHOE OPTraHWYHBIM, CBOECOOPA3HBIM YKIJIAZOM

JKU3HU W MUPOBO33peHneM. HammoHanmsHOE — 3TO
OTHIOAb HE KAUeCTBEHHAs XapaKTEePUCTHKA TajaH-
Ta ¥ MacTEpPCTBa YEIIOBEKa MCKYCCTBa, HO MIPHUCYT-
CTBHE €r0 B TBOPUYECTBE XYIOXXHHKA MPHIAET €T0
MPOU3BEACHUSAM TaPMOHUYHOE CIMHCTBO W IICNTh-
HOCTb.
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WIIOpEHIoTe XpUCTHAH hoM MecenMaH CHIHJIBI COHTATeH CTETHK KY3aJUlay HUTE3TOPEHO TasTHBIN AIII
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