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Auppen Epodees

JPUK bynartoB

B TpeTbAAKOBCKOil ranepee

B 3anax Ha Kpbimckom Bany npegcraBneHo TBopyecTBo Jpuka Bnagummposuya byna-
TOBa 3a NocNnegHne COpPoK eT. ITo cobbIThe Be3 NpeyBennYeHns SBNAETCA CeHcalneil.
Benb pabotbl bynatoBa, XxpaHALWMeECs B KPYMHENLIMX My3€esX M YaCTHbIX KOMMEKLUAX
M1pa, MLWb BTOPOI pa3 (nepBas nepcoHanbHas BbICTaBKa Mactepa npotuna B Mapuxke
B LleHTpe YKopxa Momnuay B 1988 roay) cobupatotcs Bmecte. OcyLiecTBNeHNE CTONb
rPaHAMO3HOro NPOEKTa CTaNo BO3MOXHbIM Gnarogaps cotpyaHudectsy I n ®oHaa
KynbTypbl «EKatepuHax, a Take npu MHAHCOBOW nopaepxkkKe [pynnbl KOMNaHWK
«Ctpontekc», OAO «CyprytHedTeras» u hoHaa «HoBbIN».

KCNo3nuMA MpoAOSIKaeT CKNaAbl-

BalOWMINCA B HalleM My3ee Kypc

Ha MoKa3 caMbIX 3HaYUTeNIbHbIX
MMeH B MMPOBOW KynbType XX cTonetus.
OHa nornyHo cneayert 3a NpoLIorofHei
BbicTaBKo JHaM Yopxona. 06a macTepa
TUMONOrMYecKn o4eHb cxoxu. M Yopxon,
n bynaTtoB okasanucb nepej CloXHewn-
e 3aaayel NoMcKa ejMHOro 3HaMeHa-
TensA, obuero KynbTypHOro Koja AnA
OrPOMHOM N MHOTOJMKOW Hauuu B Kpu-
31CHbIA MOMEHT yTpaTbl ee WAEHTUYHO-
CTW. YOpXon ucKan KituyeBble BU3yasb-
Hble cumBonbl CLUA B To 6ypHoe Bpems,
Korja Ha OfHO3TaxXHylo AMepuKy C ee
natpumapxanbHO-NPOBUHLMNANbHbIMK
HpaBaMy W BKycaMu cBanunacb, Kak
MHOIMM TOrfa Kas3anocb, COBEpLUEHHO
Yyy)KepoAaHaa LMBMIM3ALMA MaccoBOro
npoayKkta notpebneHuns. 370 ceitvac,
KOrAa BM3yaNbHble KaHOHbI Yopxona
nouyTu He pasgenumbl ¢ umngxkem CLUA,
HaM KaXXeTcs, 4To «BUr-MaK» 1 KoKa-Kona
BCerga Haunyywum obpasom Bbipaxanu
CYLLHOCTb 3TOW CTpaHbl. A B Te BpeMeHa
AMepuKa BOBCe He OTOXAeCTBAANA cebs
C 3CTeTUKOW MaccoBoro npoaykrta. OHa
cTpounia nceBAoOKNaccMyeckre nanauuo
W cniowb pagunacb Mo OGypKyasHyto
EBpony.

Moxoxan cutyauma Bbinana Ha fo-
nio Spuka bynaTtoBa v ero noKoneHuns xy-
LOXKHMKOB, paboTaBlumnx B CCCP B 6pex-
HeBCKoe BpeMsA. Ha ogHol Yale BecoB -
pyccKas rymaHucTMYecKas nntepartypa, Be-
NINKaA My3blKa U He MeHee BblAaloLieecs
n3o6pasuTeNbHOe MCKYCCTBO C ABYMSA
nukamMy B3netoB - peanusmom XIX u
aBaHrapaom XX cronetuii. A Ha BTOpOM
Yale - ApAxneollan COBETCKanA BNacTb,
napann3oBaBLUias BOJIO, YyBCTBA, pasyM
1 Bepy BeJINKOW HaL MM C NOMOLLbIO BYJb-
rapHo M MPUMWTUBHOWN MAeOoNornye-
CKOI nponaraHapl.

3arasika 3Toro MaccoBoro napanuuya,
ee onucaHue, HasblBaHWe, AMarHOCTUPO-
BaHWe, a CJiIeloBaTeNIbHO, M U3BECTHOE pe-
WweHne 1 obe3BpexrBaHne 6onesHu cTa-

Cnasa KIICC II.
2003-2005
XoncT, Macno
200x200
CoGpaHve

Y. 1 B. CeMeHUXUHBIX

Glory to the Communist
Party Il (Slava KPSS).
2003-2005

Oil on canvas

200 by 200 cm

Collection
of E. and V. Semenikhin
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no anA bynatoBa rnaBHOM TeMON 1 CMbI-
C/IOM €ero XMBOMUCHbIX pabot 1970-x -
Hauyana 1980-x rogos. B Ty nopy no Mock-
Be xoaumn aHekaor, yto B CCCP mnmeetca
TONIbKO OAUH NO-HACTOALEMY COBETCKUIA
XYAOXHWK, KOTOPbI BAOXHOBEHHO, He
Ha 3aKas, a AnA cebA NUWeT NopTpeThl
JleoHnpa bpexHeBa, repbbl 1 NO3yHrK,
HO 1 OH 6bli 0OpeyeH Ha cyliecTBOBa-
Hue B noanonbe. B otnnune ot Konner no
XMBOMUCHOMY Liexy, BMecTe C KOTOpbIMU
OH Mpolen Bce CTyNeHW aKajemuyec-
KOW Bbly4KMW, @ 3aTeM (paKynbTaTUBHbIE
3aHATMA y PobepTta Panbka u Bnagnmu-
pa ®aBopckoro, bynatoB He yexan B
JlepeBHI0 NUCaTb BOCXOAbI, 3aKaTbl, N0~

TOMOHOB WMAN CMOPLWEHHbIX CTapyllek.

OH nocTaBun ansi cebs uenb yBUAETb U
0TpasnTb CyTb W CMbICIOBOW LEHTP
COBETCKOM LMBUAN3ALMU, HEe OTBEpPHYI-
cA c Ope3rnuBOCTbIO, He cTan Aenatb
BUJ, YTO BbIlle COLMYMa, YTO NAeonorus
ero He TporaeT, He cTan u3jeBaTbCA U
nasicHMYaTb.

OwunbouyHo 6bLI0 Obl AymaTb, 4TO
KapTuHbl bynatosa - 310 nensaxu. Xota
€ro peanvcTUYecKune, MaCTepCcKu caenaH-
Hble BUAbl MocKBbl U Kpemns, nnakatbl 1
JIO3YHIMN CMMCaHbl C HaTypbl, HO He C
06beKTMBHO HabnogaeMoit peanbHoOCTH,
a ¢ ee n306paxkeHWn Ha NponaraHancT-
CKOI NpOAYKUUN BpeXHEBCKUX BPEMEH.
Tyt cHoBa BcnoMuHaetca Yopxon, KOTo-
pbli1 Bce cBOW 06pa3bl B35/ U3 raseTHbIX
doTorpaduin U peknamMHbIX PUCYHKOB.
TouHbI 0TGOp, NepeBOA B MHOM Mac-
wTtab, nerkasa nepecTaHoBKa aKLEHTOB 1
naeonorMyeckas armTka B pyKax Xy[ox-
HWKa-aBaHrapamcra CTaHOBUTCA KpacHo-
peyMBbIM JOKYMEHTOM 06 0CcOB6eHHOCTAX
MeCTHOro BUAEHWUA W KOHCTPYMPOBaHUA
Mupa. Yopxon oTKpbU1 B peKiaMHOI npo-
aykumm CLUA aKueHTMpOBKY MaHMaKanb-
HOro cTpaxa CTapocCTVM U CMepTu WU Nnpu
3TOM KynbT 00LiefoCTynHbIX YA0BOJb-

ctBuin. bynatoB o6HapyXun B COBETCKOW
nponaraHAMCTCKON BU3yanbHOW pUTopu-
Ke COBCeM WHble, 6IM3KMe HaLuMOHaNb-

HOMY MUPOBOCMPUATHIO MOTVBbI — BbICO-
Koe Hebo, conHLe, ryOVHHbIV «NOTyCTO-
POHHWI» CBET, JOPOTY U KaKOW-TO nyiaHe-
TapHbIi, Kak Obl U3 KOCMOCA, B3MNAL Ha
3emnto. XyAOXKHWK BbIABWN 3TN apxeTu-
Nbl, NMOJYEPKHYN WX MOBTOPAEMOCTb B
pyccKou Kynbtype. MHorve ero KapTuHbl
cogepxat anno3un Ha nensaxu ®.Ba-
cunbeBa u B.lloneHoBa, Ha npocTpaH-
CTBeHHble KybohyTypuUCTMYECKME KOH-
cTpykuum J1.Monosow n 3nb JlcuuKoro.
B yacTHocTk, BakHeMWwMin anemeHT pyc-
CKOro neisaxHoro obpasa - gopora u
BO3MOXHOCTb M306pasuTenbHOro ABu-
KEHUA No Hel B ryOGuMHY KapTWHbI, B
Aanb, B 6eCKOHEYHOCTb npeTepneBaeT B
KapTuHax bynaTtoBa cylecTBeHHYyO
TpaHchopmaumto. [lopora npespaliyaet-
CA B TYMNWK, TaK KaK B710KMpyeTcA CTeHOM
M3 KpacHOW KOBPOBOW JOPOXKM (Kap-
THa «[OpU30HTY), MNK ynupaertca B Or-
POMHbIN CTeHA ¢ n3obpaxeHveM JleHu-
Ha (KapTvHa «Ynuua KpacukoBa»), unu
«HaTblkaeTcA» Ha Kpemnb (KapTuHa
«@KuBy - Buxy»). OTcyTCTBMeE NpopbiBa B
6ecKkoHe4yHOCTb abCcoNOTHO He BOJIHOBA-
Na, CKaxeM, MMMPEeCCUOHUCTOB U WX

lopuzoHm. 1971-1972
Xonct, Macno
150x180

Mys3eit uckycctBa aBaHrapaa

Horizon. 1971-1972
Oil on canvas
150 by 180 cm

Museum of Avant-Garde
Mastery

¢paHuy3ckux nountatenen. Ho, cornac-
HO npeacTaBneHusm bynatoBa, nopo6-
HOoe OTCYTCTBME «MpopbiBa» O3Hayaer
Be/AMYalllee HacuAMEe Haj MECTHbIM
HaUMOHaNbHBbIM MUPOOLLYLIEHNEM U
MOpOXAAeT oLUyLeHMe nonHerwweit ¢py-
cTpauun. 3To HaMepeHHOe Hacuive -
6N10KMPOBKY BOOBpPaXKeHWA, NpeAnpuHsA-
TOe KOMMYHUCTMYECKOW BNacTbio, Xy-
LOXHWUK 1306pasun B cepuu Tak Hasbl-
BaeMbIX «COBETCKMUX» KapTuH. LleHTpanb-
HbIM 3/1IeMEHTOM 3TOW cepun ABNSAETCA
nsBectHas pabota «Cnasa KIMCC». Kap-
TUHa GpOHTaNbHO BOCMPOM3BOAMT Kpac-
HbIA NO3YHT, KOTOPbI NpeAcTaeT CBOEro
poAa pelleTKol, He NO3BONALLeR 3pu-
TeNo «MpOTUCHYTbCA» B MMyOGUHY, B He-
GecHble fanu, eaBa pasanyaeMblie B Npo-
MEXYTKaxX Mexay TOACTbIMU U NAOCKUMU
6yKkBamu.

M3o06pa3uTenbHas MeTtatdopuka by-
natoBa AO HasWAaTeNIbHOCTU MOHATHA.
TeM He MeHee XYAOXHWUK CTPEMUTCA A0-
MOJIHUTENBHO YCUANTL U MPOSACHUTL ee
CMMBOJIMKON LBeTa (KpacHoe-nnockoe-
coumanbHoe 3aKpbiBaeT NPOXOA B rony-
6oe-npocTpaHCTBEHHOE U JyXOBHOE) U
TEKCTOBbIMU BKJlOYeHMAMU («Bxoa»,
«CnaBa KMNCC» u t.n.). N 10 n apyroe
TaKXe YpesBblYaliHO TUMWUYHO AA poCc-

CMICKOTO XYZO0XXEeCTBEHHOr0 MeHTanu-
TeTa. MOXHO BCMOMHWUTb TeopeTuye-
CKue noctpoeHua KaHAMHCKOro BOKpyr
rony6oro LBeta U HajuMume TeKCTa BO
MHormx paboTax pyccKoro aBaHrapaa.
Mpesen otyasHUA M 6e3bICXOAHOCTM
bynatoB Bblipa3un B KapTuHe «[lpo-
rpamMma “Bpemsa”», kak 6bl BOCNpon3Bo-
aawein dotorpacumio u3 xypHana «Oro-
Hek». [oXunnana xeHWwmHa CMOTPUT Te-
nesun3op, cnywaet guktopa U.Kupunno-
Ba. bynatoB n306pa3un 6bITOBYIO Kax-
[0AHeBHY0 1 obLiepacnpocTpaHeHHyo
CUTyaLMIo MAEONOTrMYECKOW WMHTOKCU-
Kauuu, BO3MOXHO OCO3HaBaeMyl, HO
He OTMeHAEMyl W3-33 ecTeCTBEHHOro
CTpeMJIeHMA OAMHOKOro CTaporo 4yeno-
BeKa K 00LeHunto, NycTb Aaxe U GUK-
TUBHOMY.

OAHaKO HMYTO He OKasanocb B
MCTOPMYECKOM BpeMeHU CTob 3demep-
HbIM, KaK OpyAuA nponaraHibl U pekna-
Mbl. Bce no3yHru, aaxe Te, yto 6binn K13
ctanu u 6eToHa, AaBHO UCYE3NN C yuL,
HalWunx ropoAoB, MOPTPeTbl WM MaaKaTbl
NbINATCA MNLWb FAe-TO Ha «BpoHenonKax»
XpaHunuw, 6ubnunotek. Mo3ToMy KapTu-
Hbl bynatoBa Tenepb ABNAOTCA OAHO-
BPEMEHHO W JOKYMEHTOM W aHann3om
TOW KaHyBLel B JleTy COBETCKON LMBU-
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. The Tretyakov Gallery \

Andrei Erofeyev

Eric Bulatov

in the Tretyakov Gallery

The entire artistic heritage of Eric Bulatov is being
showcased in a landmark exhibition, made possi-
ble due to fruitful co-operation of the Tretyakov
Gallery and the Cultural Foundation “Ekaterina”,
and financial support of NCP GOC “Stroyteks” and
0JSC “Surgutneftegas” and Fond “Novi”. Exhibit-
ing a major Russian painter who has achieved
distinction over the last 40 years, the result is
nothing less than an international sensation.

of least because the works of Bula-
N fov, which can be seen in major

museums and private collections
around the world, are being brought
together only for the second time: the
artist's first solo show was in Paris, at the
Pompidou Centre, in 1988.

The exhibition at the Tretyakov
Gallery follows a trend that was develop-
ing naturally at the museum - fo show the
most important international artists of the
20th century. If's a logical continuation of
last year’s exhibition of the works of Andy
Warhol - the two masters belong fo the
same species. Both Warhol and Bulatov
were faced with the most difficult chal-
lenge of finding a “common denominator”,
a common cultural code for a whole
nation, large and many-sided at a critical
moment of the nation’s loss of identity.
Warhol was looking for major visual sym-
bols of America at a turbulent tfime when
the country, with its patriarchally-provin-
cial “mores” and tastes, was invaded, as it
then seemed to many, by a completely
alien civilization of mass consumption.
Now, when Warhol's visual canons are
almost inseparable from the image of
America itself, we have come to think that
the Big Mac and Coca-Cola have always
been the most appropriate symbols of the
country. But back then America did not
identify itself at all with the aesthetics of
such mass production; instead it was build-
ing pseudo-classical palaces, and borrow-
ing such trappings from a bourgeois
Europe.

Bulatov, and the generation of artists
to which he belonged, working in the Sovi-
et Union during the time of Brezhney,
found themselves in a similar situation. On
one hand was Russian humanist literature,
great music, and similarly great art, with its
two high points - 19th-century realism
and the 20th-century avant-garde. On the
other, the aging power of the Soviets,
which paralysed the country's will, feel-

Bxo0 - 8xo0a Hem.
1974-1975

Xoncr, macnio. 180x180
LleHTp opxa Momnuay,
Mapux

Entrance - No Enfrance
(Vhod - vhoda net).
1974-1975

Qil on canvas

180 by 180 cm

Centre Georges Pompidou,
Paris
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ings, mind and trust with the help of vulgar
and primitive ideological propaganda.

The conundrum of this mass paraly-
sis - its description, labelling, diagnosis
and following treatment of the disease -
became for Bulatov the major subject and
purpose in art in the 1970s and the early
1980s. A joke made the rounds in Moscow
at that time: the USSR had only one truly
Soviet artist who, with inspiration - not
under orders, but of his own volition -

jin|

painfed portraits of the General Secretary
Leonid Brezhnev, Soviet emblems and slo-
gans. But even this painter was relegated
to an underground existence. That was an
absolute truth. Unlike his colleagues
among painters, with whom he had shared
all the steps of academic fraining and,
later, optional classes with Robert Falk and
Vladimir Favorsky, Bulatov did not with-
draw to the countryside to paint sunrises,
sunsets, raftsmen or wrinkled old women.

A

a

He set for himself the goal of surveying
and capturing in art the backbone and
meaning of Soviet civilization. He did not
furn away in disgust; he chose not to pre-
tend that he was above the environment or
untouched by the ideology; he chose not fo
shower scorn and clown around.

Bulatov's paintings should not be
mistaken for landscapes. Despite his real-
istic and masterfully crafted landscapes
of Moscow and the Kremlin, his posters
and the like were painted from nature - a
nature not fo be observed in reality, but
one represented in the political propagan-
da visuals of Brezhnev's time. Here, again,
there is a reminder of Warhol, who bor-
rowed all his images from newspaper pho-
tographs and advertising visuals. Careful
selection, re-scaling, a slight rearrange-
ment of visual accentuation - and the
avant-garde artist turns a propaganda
piece into a revealing testimony about the
characteristics of the local mentality and
approach to life. Warhol discovered in
American adverfisements a frenetic fear
of aging and death, along with the cult of
publicly accessible entertainment. Bula-
tov discovered in the Soviet “in-doctrine
visual rhetoric” quite different motifs,
relating fo the national mentality - a high
sky, the sun, a remote light "from the other
world", a road and a view of the Earth
from very far away, as if from space. The
artist revealed such archetypes, empha-
sizing their repetitiveness in Russian cul-
fure. Many of his paintings refer to the
landscapes of Fyodor Vasilyev and Vasily
Polenov and the spatial cubo-futurist con-
structs of Lyubov Popova and El Lissitsky.
In particular, the key element of Russian
landscape imagery - a road and the visual
opportunity for moving along it into the
depth of the painting, info the far dis-
tance, into eternity - is considerably
transformed in Bulatov's paintings. “The
road” turns into a “dead-end”, because it
runs into the wall of a red-carpeted walk-
way (as in “Gorizont” (Horizon)), or hits up
against a huge stand with Lenin’s picture
(“Ulitsa Krasikova” (Krasikov Street)) or
“stumbles onto” the Kremlin (“Zhivu-Vizhu”
(I Live and | See)).

The absence of such openings on to
eternity did not in the least distress the
Impressionists, or their French admirers. In
Bulatov's view, though, the absence of the
“opening” was tantamount to an outrage
against the national mind-set, and led to
complete frustration, and accompanying
utter desperation. This deliberate curtail-
ment of freedom through a blockage of
imagination, effected by the Communist
authorities, was tackled by the artist in his
set of the so-called “Soviet” paintings. The

Ynuua Kpacukosa. 1977 « Krasikov Street. 1977
XoncT, Macno Oil on canvas
150x200 150 by 200 cm
XyA0XecTBeHHbIN My3eit Jane Voorhees Zimmerli
[Lxeiin Boopxeec 3ummepnn. Art Museum.

Yuusepcurter Patrepc, Rutgers University,
Holo-[xepcu New Jersey

CosemcKuli Kocmoc.
1977

Xoncrt, Macno. 260x200
Co6Gpanve [xona Crioapra,
Hbto-Mopk

Soviet Cosmos. 1977
Qil on canvas
260 by 200 cm

The John L.Stewart collection,
New York

famed “Glory to the Communist Party of
the Soviet Union” painting is its center-
piece: the painting features the close-up of
the red-lettered slogan, where the lettering
looks like prison bars, blocking for the
viewer any opportunity of “squeezing his
way” through the bars on to the other side,
into the expanse of heaven, barely visible in
the span between the stout and flat letters.

Bulatov's visual metaphors are plain,
clear, and even didactic. However, the
artist tries to enhance and clarify such
metaphors through the symbolism of
colour (the red and the flat and the social
obstructs access to the blue and the spa-
fial and the spiritual), and textual inlets
(“Entrance - No Entfrance,” and the like).
Both are very typical for the Russian artis-
tic mentality. The viewer is reminded of

BbicTaBku

Kandinsky's theories of the colour of blue,
and the practices of including text, typical
for many works of the Russian avant-
garde. A feeling of utter desperation and
misery was conveyed by Bulatov in the
“Programma Vremya” (The “Vremya”
(Time) News Hour, referring to the title of
the nightly Soviet main television news
programme) - a painting seemingly repro-
ducing a photograph from the popular
“Ogonyok” magazine. An elderly woman
watches television, listening to a classic
presenter named Igor Kirillov. Bulatov por-
frayed an everyday and mundane situation
of ideological poisoning - an action of
which the poisoned is possibly aware, but
from which the lonely old person’s desire
for human contact, no matter how ficti-
fious, still cannot escape.
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However, nothing in history has
proved as ephemeral as the tools of propa-
ganda and advertising. All the slogans, even
those built of steel and concrete, long ago
disappeared from the streets of our cities,
with their accompanying portraits and
posters that gather dust somewhere in the
much forgotten reserves of libraries. For
this reason, Bulatov's paintings now repre-
sent both a piece of evidence and an analy-
sis of Soviet civilization as it fell into obliv-
jon. It is no accident that his works are
shown at every exhibition of Russian art
outside Russia in this dual role - as evi-
dence of Soviet agitprop, and an instrument
of its deconstruction. And it is at this point
that the viewer can discern an important
difference between Bulatov's paintings and
those of Warhol. The latter borrowed
imagery from advertisements enthusiasti-
cally, with irony and even love. Bulatov's
works, meanwhile, are free of any mockery
or caricature - instead, they are detached,
dispassionate statements without any trace
of compassion. Of course this stance origi-
nates not from the author’s lack of empathy,
but from his intent to convey, not his per-
sonal pain, but a common attitude, a kind of
conventional view of things, the view that,
as recent Russian history shows, was
indeed typical for the society of that period.

After the collapse of the Soviet
regime Bulatov left Russia. It was not an
emigration, but an opportunity, suddenly
materialized, to live and earn his living
through his art. In Russia no one was buy-
ing his paintings, and the artist had had to
make his living as a children’s book illus-
trator. In New York and Paris Bulatov's art
was initially focused on a similar range of
problems - the impact of the visual propa-
ganda of the capitalist mass culture on
consumers’ minds.

But over the years Bulatov has been -
little by little — abandoning such social ref-
erences, steadily shifting his focus to more
existential sentiments, those borderline
states of mind which, willing or not, any
person experiences with age. The theme of
the road, motion, or a breakthrough began
fo be replaced with a mood of expectation
and anticipation of the nether world - sen-
fiments which Bulatov conveys through
colour. The artist's works lost their former
polychromatic elements and became filled
with a pitch-black abyss, from and into
which burst streams of light. One can talk
about the variety of “light” in Bulatov's
paintings. They include a warm, caressing,
cozy, “of this world” sunlight, and head-
lights and lamp lights, and the light of
human faces, and, most important, a radi-
ance issuing from a large body of light or
even a luminous space located behind the
picture and suffusing all the objects with
light, making them look ethereal, as though
melting. Bulatov is increasingly often dis-
patching wayfarers, explorers, and trav-
ellers in the direction of his immense lumi-
nescent ocean. They melt in this haze of
light, their backs to the viewer - although

Xarenoce 3aceemiio, Hy,
He ycnenock. 2002
XoncT, macno, LuBeTHoN
KapaHaal, nacresb
200x200

Co6cTBEHHOCTL aBTOpa

We Wanted to Make It
by Dark, Too Late
(Hotelos zasvetlo, nu,
ne uspelos). 2002

Qil, colored pencil
and pastel on canvas
200 by 200 cm
Property of the artist

Way. 1975
XoncT, Macno
230x230
YacTHoe coGpaHue,
Liropux

I'm Coming (Idu). 1975
Oil on canvas
230 by 230 cm

Private collection, Zurich
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without much politeness, they nevertheless
invite us fo think about the solitude of relo-
cation to an unknown, which looms in front
of each of us.

In any other country a painter such
as Bulatov would have been a source of
pride, hailed as a national treasure. Espe-
cially since he performs his analysis of the

social and existential aspects of modern
life with the fime-honoured means of
expression of a traditional painter. He did
not cast aside his brush and his canvas,
nor replace it with video cameras and or
installations. Despite - or perhaps because
of - all that, his particular version of con-
temporary art remains priceless.

nusaumn. He cnyyaiHO OHM Hen3MeHHO
NPUCYTCTBYIOT Ha BCeX 3arpaHUYHbIX
BbICTaBKax POCCUICKOro MCKyccTBa B
3TO ABOWMHOW ponu — CBUAETENbCTBA O
COBETCKOM arutnpone v WHCTPyMeHTa
ero [JeKoHCTpyKuumn. B 3tom Touke
MOXHO KOHCTaTMpoBaTb BaXHoe OTIu-
yme KkapTuH bynatoBa ot paboT Yopxona.
Mocnepnwuii 3amMcTBOBan 06pasbl pe-
KnaMmbl € 60MbWINM 3HTY3Ma3MOM, C UpO-
Huel 1 paxe c nobosblo. bynatoBckue
npoun3BefeHnaA nuLleHbl Kakor-nmbo na-
POAVIAHOCTW, epPHUYaHUA, OHW NpeacTa-
BNAOT COBON OTCTPaHEHHO-XONOAHbIe
KOHCTaTauuMm 0Ge3 BCAKOro HameKa Ha
CHUCXOXAeHe. 3aech AeNo, KOHeYHO, He
B YepCTBOCTM aBTOPa, @ B €ro HaMepeHunn
BbICKa3aTb He CBO JINYHYt0 60b, a 06-
Lyto No3uuMio, Kak 6bl obLepacnpocTpa-
HEHHbIN B3rNA4 Ha Belu, KOTOpbIM, Kak
noKasblBaeT Halla HeAaBHAA WUCTOpWA,
6b11 AeCTBUTENBHO TUNUYeH ANns obLue-
CTBa Tex JeT.

[Mocne KoHua coBeTCKOW BnacTtu
BbynatoB yexan 3a rpaHuuy. 310 6bina He
aMurpauma, a BApyr obpeTeHHas BO3-
MOXHOCTb XWTb 1 3apabaTbiBaTb CBOMM
nckycctsoM. B Poccun ero KapTuHbi
HWKTO He MoKynas, u XyLOXHUKY Npuxo-
aunocb noapabaTtbiBaTb MANOCTPUPO-
BaHMEM JIETCKUX KHUXKeK. B Hbr0-|7|0p+<e
n Mapwxe TBOpYeckui nytb bynatosa
6b11 MOHayany CBA3aH CO CXOXWUM Kpy-
romM npobnem, T0 ecTb BIVUAHUEM BU3Y-
anbHOW arnTauMyM MaccoBOW KanuTanu-
CTUYECKOW KynbTypbl Ha CO3HaHue
notpebuteneir. Ho ¢ rogamu BbynatoB
nporpeccuBHO 0CBOOOXAaeTcs OT Co-
umanbHon npobnematukn, Bce 6Gonee
nepeKkso4aeTca Ha 3K3MCTEHLUNaNbHble
nepexunBaHWA, Ha Te MNOrpaHWyHble
COCTOAHWA, B KOTOPble BO/e-HeBoen ¢
BO3pacToM norpyxaetca nboin yeno-
BeK. TeMa nyTu, ABWXEHWA, NpopbiBa
nocTeneHHO BbITECHAEGTCA HAaCTpoeHNeM
OXMAAHUA N NpefvyyBCTBUA UHOOBLITUA,
KoTOopoe B KapTuHax bynatoBa sABneHo
cBeToM. PaboTbl XyJoXHUKa TepstT
MPEXHIO MHOFOLBETHOCTb U YXOAAT B
TeMHO-YepHYio FyOuHY, U3 KOTOPOI U B
KOTOpYl0 MpOpbIBAlOTCA MOTOKWM CBeTa.
MOXXHO roBOpUTb O MHOXECTBEHHOCTU
pa3HOro poja «cBeToB» B KapTuHax by-
natoea. 370 W TennbliA, NacKaloLwWmmn,
YIOTHBIW, €3eLUHNN» CONTHEYHbIV CBET, U
cBeT ¢ap v namn, cBeT AuL U, camoe
rnaBHoOe, U3/y4YeHVe HeKOoero OrpoMHo-
ro cBeTWNa, UAN Aaxe CBETOBOro Npo-
CTpPaHCTBa, PacnoyioXXeHHOro no3ajun
KapTUHbI, KOTOpOe MPOHWN3biBaeT BCe
npeaMeTbl U fenaeT X cNoBHO Bbl Tato-
WMMU, COTKaHHbIMM M3 3dupa. Has-
cTpeyy emy, aToMy beckpaitHeMy cBeTs-
wemycAa mopto, bynatos Bce yvale ot-
npaBnAeT NyTHWKOB, Pa3BeAYMKOB, XO-
nokos. OHK pacTBopAtOTCA, Tana B CBETO-
BOM MapeBe, NOBEPHYBLWCb CMUHON K
3pUTeNto, He 0YeHb BEXJIMBO, HO NpUrna-
wan 3agymaTbCA O HajBUrawlemca u
Ha KaXpAoro M3 Hac oAMHo4YecTBe nepe-
X0/ia B HeN3BeCTHOe.

3uma. 1996-1997
XoncT, uBeTHOM
KapaHaalu, Macno
200x200

Mys3eit uckyccTsa aBaHrapaa

Winter. 1996-1997
Oil and colored
pencil on canvas
200 by 200 cm
Museum of Avant-Garde
Mastery

Mot mpamsaii yxooum
2005
XoncT, macno. 200x200

®oHp «Hosbii», Mocksa

My Tram Is Leaving
(Moi tramvai uhodit).
2005

Oil on canvas

200 by 200 cm

Fond "Novi", Moscow

BbicTaBku

B ppyroii ctpaHe TaKon XyAOXHUK,
kak BbynatoB, Obin Obl ropaoCTbiO 06LLe-
CTBa ¥ c/bl Obl HALMOHANbHBIM AOCTOA-
HueM. Tem Gonee yTo aHanu3 coumarnb-
HbIX W 3K3UCTEHUMaNbHbIX acCnexkToB
COBPEMEHHON XW3HW OH NpPOU3BOAUT

CTapbiMy BbIpa3uTeNbHbIMU CPeACTBaMU
TpaauUMOHHOIO Xueonucua. bynatos He
CAaN KNCTU U XONCTbI B YyTWJIb, HE CMEHUN
MX Ha BUAeoannapatbl U MHCTaNNALNOH-
Hble aekopauun. Ero BapuaHT coBpemeH-
HOro UcKyccTBa BecueHeH.
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