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BREAKTHROUGH TO FREEDOM
Yevgeny Barabanov

freedom is
freedom is
freedom is
freedom is
freedom is
freedom is
freedom is freedom

Vsevolod Nekrasov

Erik Bulatov is a central figure in Russian contemporary art. The re-
assessment of the tasks of painting he undertook half a century ago
led him, along with other enthusiasts who followed in his wake, to a
new view of the artistic profession, modernity, and art itself. Although
the epithet “classic” is now attached to his name, the ultimate signifi-
cance of this reassessment itself, as embodied in Bulatov’s artistic and
theoretical legacy, has not yet been exhaustively interpreted by re-
searchers. One thing is irrefutable: with his original art, Bulatov has
accomplished the impossible. He took up the challenge of the Soviet
modernity he was confronted with and, without hiding from it, with-
out turning away from the totality of its indoctrination, opened doors
into a world of freedom, into a world that enabled him to link art’s past
with its future.

It has been at the crossroads of the classical past, the avant-garde,
ideological kitsch, and innovation that the problematics of Bulatov’s
art — the problematics of the picture — has been tested.

The question of the picture remains suspended in today’s critical
consciousness. For some critics and artists, the picture is a commercial
product that has outlived its age. For others, it is an arbitrary object just
as arbitrarily dubbed “picture.” For still others, it is an occasion for sim-
ulative practices. For Bulatov, however, the picture continues to be part
of a basic experience of trust in the world, with all the existential, on-
tological, cultural, and anthropological implications that follow from
that trust. For Bulatov, the picture is a foothold, an opportunity for
encounter, dialogue, recognition, understanding, and self-knowledge.

The absence of naiveté in this stance, a naiveté that from the
outset has been deflected by a consistent theoretical self-conscious-
ness, has often moved Russian critics to detect in Bulatov’s work
“ludic strategies” combining the techniques of, say, photorealism
with the constructivist poster or mass media production. Moreover,
the thematics of his pictures and the presence therein of elements of
Soviet propaganda have long been interpreted in terms of Sots Art.!
Hence, Bulatov has been ranked both among the modernists and the
postmodernists.”

Here we should immediately note that what Erik Bulatov was
the first to undertake on the eve of the 1970s was of course not Sots
Art, neither in the sense that it acquired in the subsequent ventures
of Komar and Melamid, nor in the sense of a combinatory polysty-
listics, a masquerade-like doubling that employs fictional “artists”
as its “characters” (a program absent in Bulatov’s work), nor in the
sense of a Bakhtinian “carnivalization,” that is, a grassroots culture of

folkloric jokes made at the expense of ideological symbols. In Bulatov’s
work, the social dimension is represented in all seriousness: he does
not employ an alien idiom to mock it. There is no irony in his work;
irony is replaced by distance, by a viewpoint that enables him to see
and recognize things, to give them names and images. Bulatov is not
an eclecticist, and therefore his work is bereft of postmodernist pas-
tiche, simulacra, and imitations of classicism. For him, the picture is
an opportunity to defend the reality of art on the frontier between life
and its devastation.

The seriousness with which Bulatov has taken the theoretical
bases of his stance has encouraged attempts to rank him among the
conceptualists.® If what is meant here is concept art, then he makes
no attempt to situate his art “after philosophy,” that is, after the phi-
losophy of art, after the aesthetics of the painting, as Joseph Kosuth
called on artists to do. Bulatov has never tried to replace the tradition-
al image with its technical counterpart, to replace the colored pencil
or paint brush with extra-pictorial realia — with texts, photographs,
objects or actions. On the contrary, he has consistently defended the
value and relevance of the picture. He has done much to overcome the
aestheticism and aestheticization of “French painting,” but he consid-
ers the denial of aesthetics itself naive.*

It is obvious that instead of the empty and, in our case, meaning-
less, one-size-fits-all word “conceptualism,” it would be more correct
to speak of conceptualization — that is, of the construction of particu-
lar models of pictorial space vis-a-vis the picture as thing and the per-
ceptual experience of the picture’s artistic world. This perhaps sounds
a bit old-fashioned, but it brings us noticeably closer to the essence of
the matter, to the intentions, tasks, and problems that Bulatov himself
is concerned with.

1 See Margarita Tupitsyn, “Sots Art: The Russian Deconstructive Force,” in Margarita
Tupitsyn, et al., Sozs Art, exh. cat. New Museum of Contemporary Art, New York, et al.
(New York, 1986), pp. 4-15 [on Bulatov pp. 7-8, 106]. The characterization of Bulatov
as Sots Artist can also be found in concise form: “Erik Bulatov is today considered a lead-
ing representative of the so-called ‘Sots-art.” Eric A. Peschler, Ateliers de Moscou: Dessins
contemporains (Paris: Enrico Navarra — Galerie de France, 1989), p. 37.

2 E. Andreeva, Postmodernizm. Iskusstvo vtoroi poloviny XX-nachala XXI veka (Saint
Petersburg: Azbuka-Klassika, 2007), pp. 210-211.

3 “Bulatov is one of the key names in Moscow conceptualism.” I. Kulik, “Govorit i poka-
zyvaet Erik Bulatov. Retrospektiva zhivopistsa-nonkonformista v Tret'iakove,” Kommer-
sant, September 21, 2006, p. 13.

4 V. Tupitsyn, “Erik Bulatov,” in V. Tupitsyn, “Drugoe” iskusstvo. Besedy ¢ khudozhnikami,
kritikami, filosofami: 1980~1995 gg. (Moscow: Ad Marginem, 1997), pp. 66-67.

We should remember that we are dealing with a wholly origi-
nal, tremendously important artist who has achieved a supreme level
of artistic maturity, definition, perfection, and formal precision. In
Bulatov’s work, there is none of the coyness, ambiguity, pretentious
striving after literary effects or mystical fogginess that in contempo-
rary art so often conceals an ambitious incompetence. On the con-
trary, Bulatov is an artist capable of formulating general problems
and articulating his own tasks with utter clarity and responsibility.

The same can be said of his system of self-interpretation, which is
least of all a makeweight to the work itself. Its function is to limit all
forms of indeterminacy, and that is why it is directed both towards
integration and differentiation. And because any form of integration
consists of differentiations, Bulatov is particularly attentive to the lat-
ter. Moreover, the system of differences he has introduced encompass-
es not only the specifics of the works themselves, but also the premises
and rules of their hermeneutics, which are generated in dialogue with
the picture, with tradition, with the viewer. The agency of the viewer
is particularly important: Bulatov’s system of unities and differences is
an open system albeit one that seems, to some, paradoxical; however,
it excludes all ambivalence. Hence, the desire to reduce indeterminacy
also gives rise to more basic distinctions signaled to the outside world,
to those negative self-definitions on which Bulatov never tires of in-
sisting: that his work is 70 modernism, not Sots Art, not hyper- (or
photo-) realism, 70f mass media.

We should begin our brief resume of Bulatov’s life with this eluci-
datory “not.”

1. MOSCOW - PARIS

Bulatov is zo# from the Urals. Although he was born in Sverdlovsk
(now known as Yekaterinburg) in 1933, his parents were Musco-
vites. After his father returned to the capital from an assignment in
Sverdlovsk, Bulatov grew up, studied, and then worked in Moscow
right up until his emigration from the Soviet Union in the late 1980s.
From 1947 to 1952, he studied at the Moscow Arts Middle School
(MSKhSh) and after graduation in the painting department at the
Surikov Art Institute in Moscow. These educational institutions re-
mained the most prestigious strongholds of Soviet academic art right
up until the fall of communism.

However, the decisive role in Bulatov’s formation as an artist was
played by two men - the painter Robert Falk (1886-1958), whom
Bulatov met in 1952, and Vladimir Favorsky (1886-1964), a graphic
artist, master book illustrator, original thinker, and art theorist whom
Bulatov met in 1956.

Both Falk and Favorsky emerged as artists during the avant-garde
period. Later, during the 1920s, both men taught at the renowned
Vkhutemas/Vkhutein in Moscow. Finally, both were denounced as
“formalists” by semi-official doctrinaires and shunted to the side-
lines of artistic life. Recognition of their significance, role, scale, and
indisputable achievements in Russian art came only gradually, with
the advent of the Khrushchev Thaw. Both Falk and Favorsky formed
original artistic systems based on a profound knowledge of the latest
tendencies in European art, as well as a critical reassessment of them.
Favorsky studied in Munich in 19061907 and, later, in the art his-
tory department of Moscow University; he translated the theoretical

texts of the sculptor Adolf Hildebrand as well as Karl Voll’s book
Comparative Studies of Paintings® Falk, an adherent of Cézanne and
the Cubists, was a member of the Jack of Diamonds group. Later,
from 1928 to 1937, he lived and worked in Paris, where he had been
sent originally (for a much shorter term) to study “classical art.” This,
however, did not prevent him from becoming intimately familiar
with all the significant phenomena in the artistic life of this period.

Falk’s conversations with the student Bulatov, and their viewing
and critique of work (this all began while Stalin was still alive!) were
a defining moment for Bulatov. “T essentially got my understanding
of French art (and all French culture in general) from Falk. But per-
haps what was more important was that Falk became for me an ex-
emplar of how the artist should conduct himself in social space. He
had no opportunity to exhibit his works, and as an artist he lived in
total isolation. Official critics pretended that there was no such art-
ist. And without fuss, without becoming indignant, without trying
to adapt, not reacting to anything, he went on with his work, peaceful
and focused. I think that Falk was the only member of his generation
of artists who not only did not regress during those years, but, on the
contrary, worked better than he previously had.”®

Bulatov continued to master Falk’s painterly principles and, oc-
casionally, up until 1961, to imitate his manner. Thereafter, and right
up to the present day, the place of the teacher in Bulatov’s life has been
occupied by Vladimir Favorsky. For Bulatov, it was no longer a matter
of overcoming the deadening academicism of socialist realist painting
as much as it was a matter of developing his own problematics, his own
artistic system.

Bulatov did not imitate Favorsky, nor did he even show him his
works. Instead he would go to the patriarch of Moscow art to ask ques-
tions. The master’s answers, which were grounded in his own artistic
practices, a profound analysis of the spatiality of artworks, and, finally,
his rich experience as a teacher, introduced Bulatov not so much to
readymade solutions as to methodological self-consciousness, to a clear
sense of one’s own work and the how, what, and why of the work done
by others. Under Favorsky’s tutelage, Bulatov mastered and rethought
principles, not techniques.

Bulatov’s encounter with Falk and Favorsky marked the beginning
of a thoroughgoing process of re-education — a conscious overcoming
of the doctrines and methods of socialist realist painting. Along with
this re-education, Bulatov formulated his own problematics as an art-
ist: the problematics of the picture as a multi-dimensional spatial uni-
verse. This was least of all a quest for formal solutions. The question of
the picture — its potential, place, and role in art — became the content
of Bulatov’s life, a means of self-understanding, a way to reflect on exis-
tential, metaphysical, and social questions. It goes without saying that
this interpretation of the picture and his own mission in life inevitably
distanced him from a successful career as a Soviet painter.

5 A. Gildebrand, Problema formy v izobrazitelnom iskusstve, trans. N. B. Rozenfeld and
V. A. Favorskii (Moscow: Musaget, 1914) [Russian translation of Adolf Hildebrand,
Das Problem der Form in der Bildenden Kunst (Strafburg: Heitz, 1901)]; K. Foll, Opyt
sravnitelnogo izucheniia kartin, trans. N. B. Rozenfeld and V. A. Favorskii (Moscow:
Izdatel'stvo G. A. Lemana i S. I. Sakhorova, 1916) [Russian translation of Karl Voll, Ver-
gleichende Gemiildestudien (Munich: Miiller, 1907)].

6 E. Bulatov, “Avtobiografiia,” in E. Bulatov, Zhivu dalshe (Moscow: Artist. Rezhisser.
Teatr, 2009), p. 12.
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MPOPLIB K CBOBO/JE

Eseenuii bapabaros

cB0b0Aa €CTD
cBOOOAQ €CTD
cB060Aa €CTD
cB0OOAQ €CTD
cBobOAQ €CTD
cBobOAQ €CTD
cBobopa ecTh cBObOAA

Bcesorod Hexpacos

Opuk byaaros — ¢urypa B cOBpeMEHHOM PYCCKOM HCKYCCTBE Li€H-
TpaAbHasl.

IIpepnpunsATas UM elje MOABEKA Ha3aA IEPEOLICHKA 3aAaY XKH-
BOIIMCHU IMPHUBEAA €TO, A BCAEA 32 HUM U APYTMX dHTY3HACTOB, K HO-
BOMY B3TASIAY Ha A€AO XYAOXKHHKA, HA COBPEMEHHOCTD, Ha CAMO HC-
KyccTBO. Temepb ero HMEHH COIYTCTBYET SIMHUTET «KAACCUK>, XOTSI
HUTOTOBOE 3HAYEHUE CAMOM NEPEOLIEHKHU, BOMAOLUIEHHON B XYAOXKeE-
CTBCHHOM U TEOPETHYECKOM HacaeAnu byaartoBa, eme He HamAo 06-
CTOSTEABHBIX HCCAEAOBATEABCKUX TOAKOBaHMH. Heocmopumo opHo:
CBOUM OPUTIMHAABHBIM HCKYCCTBOM XYAOKHHK COBEPIIMA HEBO3-
MO)KHOE: IIPUHSA BbI30B BBINABIIEH HA €r0 AOAIO COBETCKOM COBpE-
MEHHOCTH U, HE IPAYACh OT HEE, HE OTBOPAYUBAACH OT TOTAABHOCTHU
ee¢ BHYLICHUH, OTKPBIA ABEPH B MUP CBOOOABI — MUP, IO3BOAUBIIMH
€My CBSI3aTh IPOLIAOE HCKYCCTBA C €I OYAYIIMM.

Ha sTom cxpemjenuu myTeii — KAACCHYECKOTO IMTPOLIAOTO, ABAHTAP-
A2, HACOAOTHMYECKOIO KHTYa U HOBATOPCTBA — U IIPOBEPSAACH COO-
cTBeHHas mpobaeMaruka uckyccrtBa Byaarosa — mpobaemaruxka xap-
MUHbL.

Bompoc o xapTHHe B CErOAHSIIHEM KPUTHYECKOM CO3HAHHUH
OCTAETCA IOABEIICHHBIM. AASL OAHHX pedb HAET O MEPEXKHUBIIEM
CBOM BEK KOMMEPYECKOM IIPOAYKTE, AAS APYTHX — O IPOU3BOABHOM
00BEKTE, CTOAD K€ IIPOM3BOABHO HMECHYCMOM KaPTHHOM, AAS Tpe-
TBUX — O IIOBOAE AASL CUMYASTHUBHBIX mpakTHK. OpHAKO AAs Dyaa-
TOBA KAPTHHA IO-TIPEKHEMY IIPHHAAACKUT OA3HCHOMY OIIBITY AOBE-
pHs K MHPY, CO BCEMU €TI0 9K3UCTEHIIMAABHBIMU, OHTOAOTHYECKUMHU
U KyABTYPHO-aHTPOIOAOTMYECKHMMH akcnaukanusaMmu. Kapruna
AASL HETO — TOYKA OIOPBEI, BO3MOXXHOCTb BCTPEYH, AUAAOTA, Y3HABA-
HUSI, IOHUMaHU S 1 CAMOIIOHHUMaHM .

OrcyrerBHEe B TaKOH MO3MLMHM HAMBHOCTH, HCXOAHO OTTEC-
HEHHOMH ITOCACAOBATEABHOH TEOPETHYECKOH pedAcKCHEH, HEPEAKO
o6Y>KAAET POCCUHCKUX KPUTHKOB BUACTb B TBOpdyecTBe byaatosa
«HUTPOBBIE CTPATETUH >, OCHOBAHHbIE HA COEAMHEHUH IPUEMOB, CKa-
XKeM, $OTOpeasr3Ma ¢ KOHCTPYKTHBUCTCKHUM MAAKATOM HAHM Macc-
MeauiHOl npopykuueit. [Tpu aTom TemaTKa €ro KapTHH, HAAUYHE
B HUX BH3YaAbHBIX JAEMEHTOB COBETCKOH NPOIAraHAbI YXKE AABHO
TOAKOBAaAMCH B Ayxe con-apra.! OTcioaa — IPUYMCACHHE €TI0 TO K MO-
ACPHHCTAM, TO — K IOCTMOACPHHCTaM.

3aech HEOOXOAUMO Cpady OTMETHTh: TO, YTO DyaaToB Hadaa
IEPBBIM AEAATh HA IMOPOTE CEMUAECATHIX, KOHEYHO XK€, COL-apPTOM
HE SIBASIETCS: HM B 3HAYCHHH TOCAeAyiomux naunuarus Komapa u
MeaaMuaa, HU B KOHTEKCTE OTCYTCTBYIOmMUX ¥ byaaToBa nporpamm

KOMOMHATOPHON IOAUCTHAMCTHKH, MACKAPAAHBIX YABOCHHUH ¢ IIO-
MOIIIBIO BHIAYMAHHBIX «II€PCOHAKHBIX XYAOKHHUKOB>, HU B KOHTCK-
CTC 63XTI/IHCKoﬁ <<KaPHaBaAI/138,LU/II/I» — HU3OBOU KyAI)Typr (l)OAb-
KAOPHBIX IIYTOK HAaA HMACOAOTHMYECKON CUMBOAMKOH. Y byaaroma
COLIHAABHOE U3MEPEHHUE IIPEACTABACHO BO BCEH CEPbE3BHOCTH; OH HE
IIOAB3YETCS YYSKUM A3BIKOM OCMESTHUE; Y HETO HET MPOHHH, ¢€ 3aMe-
HSET AUCTAHIIUS: TOYKA 3PEHUS, IIO3BOASIOIAS YBHACTD M PACIIO3-
HaTbh, AATh UM, 00pas. ByaaToB — He 9KACKTHK, II03TOMY Y HErO HET
HHU HOCTMOACPHI/ICTCKOFO nmacruiiaa, Hu CI/IMyA}IKpOB, HH I/IMI/ITauI/Iﬁ
kaaccunuaMa. KapruHa AAst Hero — BO3MOXXHOCTh OTCTAUBATD pe-
AABHOCTb HCKYCCTBA Ha TPAHHILIC )KU3HH H €€ OITYCTOICHHSL.
CepbesHocTb, ¢ KOTOpOi ByaaToB oTHeccst K TEOPETHYECKHM
000CHOBAHMSM CBOCH IIO3ULIMH, CTHMYAMPOBAAA HOIBITKH 3a4MCAC-
HUSI €0 B PSIABI KOHIenTyasucToB.” Ecan uMers B BUAY concept art —y
ByAaTOBa HCT HUKAKHX IIOIIBITOK IIOCTABUTH CBOC I/ICKyCCTBO «I10-
cae puAOCOPHHU >, TO €CTh IOCAE PUAOCOPHHU HCKYCCTBA, IIOCAE ICTE-
THKH KAPTHHBI, KaK npusbiBas k ToMy Komryr. byaaros Hukoraa He
IIBITAACS 3AMCHHUTb TPAAULIMOHHBIN 00pa3 TEXHUYCCKUM, LiBETHOM
KAPAHAAII HAH KHCTh — BHEKAPTHHHOM ACATEABHOCTBIO: TEKCTAMH,
dororpapusimu, obsexramu, aknusmu. Hanporus, on mocaeposa-
TCABHO OTCTAHUBACT ICHHOCTD U aKTyaAI)HOCTI) KapTI/IHI)I. OH MHOTO
CACAAA AAS TIPECOAOACHHSI SCTETU3MA U ICTETH3ALUH «PPaHIIy3CKOH
JKUBOIHCH>», HO CINTACT HAUBHBIM CaMO OTPULIAHUE ICTETHUKM.'
OueBHAHO, BMECTO 6ECCOACPHKATCABHOrO, B HALIEM CAydac
HMYEro He 3HAYAINEro 0e3pasMepHOrO CAOBA «KOHICITYAAU3M>»,
IIPABUABHEE TOBOPHUTb O KOHUCHIMYAAUZAUUY KAK O HOCTPOCHHU

1 M. Tupitsyn. Sots Art: The Russian Deconstructive Force. // Sots Art. The New Museum
of Contemporary Art, New York, April 12-June 12, 1986, pp. 4-15 [0 Byaarose pp. 7-8;
ToT e maccaxx nosropen: M. Tynuypina. Ot Conapra x CoBapTy. 3aMeTKH 0 MOCKOB-
CKOM aAbTcpHaTHBHOM Hckycctse. // Paam Aprt. Pycckoe nspanue. 1989, N 1, c. 106];
pycck. nepesop texcra 1986 ropa: M. Tynuypina. Kpurnueckoe onruyeckoe. Crarbu o
COBpEMEHHOM pycckoM Hckycerse. M., Ad Marginem, 1997, c. 40-62. Ksasuduxario
DyaaroBa kak XyAOKHHKA COLj-apTa MOXHO BCTPETUTh M B KPaTKHMX GOpMyAax: Hanpu-
Mep, «IpuK ByaaToB cuuTaeTCs CErOAHS BEAYIIMM NMPEACTABUTECACM TAK HA3BIBAEMOTO
“con-apta’» (Eric A. Peschler. Ateliers de Moscou Dessins contemporains. Paris, Enrico
Navarra — Galerie de France, 1989, p. 37).

2 E. Andpeesa. TToctmopepuusm. Fckycerso sropoii mososunst XX — navasa XXI Beka.
CI1T6., Asbyka-Kaaccuka, 2007, ¢. 210-211.

3 «ByAaaToB — OAHO M3 KAIOYEBBIX HIMEH MOCKOBCKOTO KoHuenTyasusma» (M. Kyaux. To-
BOPHUT M NOKasbiBaeT DpuK Dyaaros. PerpocrekTyBa XUBONUCIA-HOHKOHPOPMHCTA B
Tpetbsxoske. // Kommepcant, 2006, N¢ 176, 21 centsa6ps, c. 13).

4 B. Tynuywin. « Apyroe> uckycctsa. Beceabl ¢ XyAOKHUKaMH, KpUTHKaMH, $pruaOCOPaMu:

1980-1995 rr. M., Ad Marginem, 1997, c. 66-67.

0COOBIX MOAEACH MPOCTPAHCTBA KAPTHUHBI B COOTHOWICHUH C Kap-
THHOM-BELIbI0 U MEPLENTYAABHBIM OIBITOM BOCIPUSITHS XYAOXKE-
CTBEHHOT'O MHpPa KaPTHHBL. DTO, OBITh MOXET, BBHITASIAUT HECKOABKO
CTapOMOAHO, OAHAKO KyA2 3aMeTHee IPUOAMKACT K CYyTH A€Ad — K
TEM HaMEPEHHAM, 332Aa4aM U IpobAaeMaM, KOTOPBIMH 032004YeH caM
XYAOXKHHK.

CaeayeT IOMHHTD: MBI HMEEM ACAO C BCELICAO OPHUTHHAABHBIM
XYAOXKHHKOM OTPOMHOIO MacIuTaba, AOCTHTIIMM BBICOYAHILEro
YPOBHSI XYAOXKCCTBEHHOH 3aBEPIICHHOCTH, ONPEACACHHOCTH, 3a-
KOHYEHHOCTH, ToYHOCTH ¢opmbl. Hukakoil HepOroBopeHHOCTH,
ABYCMBICACHHOCTH, IIPETCHIJHO3HOM AHTEPATyPUJUHBl HAH MUCTHU-
4ECKOro TyMaHa, 32 KOTOPBIMH B COBPEMEHHOM HCKYCCTBE TaK 4ACTO
npsyercst aMbunosHas HecocrosTeabHOcTs. Hanporus, Byaaros
— XYAOXHHK, CIOCOOHBII IPEACABHO SCHO, C BHUMATEABHON OTBET-
CTBEHHOCTBIO POPMYAHPOBaTh OOwIME MPOOAECMBI U APTUKYAHPO-
BaTbh COOCTBEHHBIE 32 A4 H.

To >xe OTHOCHTCS K €ro cucTeMe caMOMHTeprperanuu. Menee
BCETO 3TO «AOBECOK>» K TBOpuccTBY. E€ HasHaueHne — B orpanmdye-
HUH BCAKOH HeompeAeAeHHOCTH. VIMeHHO moTomy oHa HaljeacHa
PAa30M U Ha MHTErPanuio, 1 Ha AudPepeHIHAHI0. A TOCKOABKY BCS-
Kasl MHTETPALiUsl KOHCTUTYUPYeTCst AUGPepEeHIIHALIUIME, HMCHHO
K HUM-TO 0cobeHHO BHUMaTeAeH byaatos. [Ipu aTom BBeacHHAS UM
CHCTEMa Pa3AUYHI OXBATHIBACT HE TOABKO CIIeUPHKY caMUX pabor,
HX [TOCACAOBATEABHOCTD M B3AMMO3aBHCHMOCTD, HO TAKIKE IIPEAITO-
CBIAKH M IPABHAQ HX TEPMEHEBTUKH, POXKACHHBIE B AHAAOTE C KAPTHU-
HOM, Tpapunuei, sputeseM. IHCTaHIUA 3puTeAs 0cOGeHHO BaxHa:
aBTOPCKAsl CHCTEMA CAMHCTB M PA3AHYMH — CHCTEMA OTKPBITAsI, AAS
KOTO-TO I1aPaAOKCAABHAS, OAHAKO HCKAIOYAIOIAS BCIKYIO ABYCMbIC-
AeHHOCTB. OTCI0AQ — U3 CTPEMACHHUSI K YMEHBIICHUIO HEOTIPEACACH-
HOCTH — CACAYIOT 1 Goace 06mue, HAIPABACHHEIC BO BHE CUTHAABI
6a3HCHDBIX OTAHYHI: TE #¢ CAMOOIIPEACACHUH, HA KOTOPBIX HE yCTACT
HacTauBaTh ByAarTos: ...xe MoAepHUBM, He col-apT, #e rurnep-($oTo)
PEaAU3M, He MACC-MEAHA ...

C pasbsICHUTEABHOTO #e CACAYET HavyaTb U KPaTKyko Guorpadu-
4ECKYIO CIIPaBKY.

1. MOCKBA - MAPHX

He ypasen: xors Opuk byaaros popnacs B 1933 roay B CBepasoBcke
(ubine Exatepunbypr) — poautean ero mockuuu. [locae BosBpa-
ICHUST U3 CBEPAAOBCKOI KOMaHAUPOBKH OTIIa B CTOAHUIY — ByaaTos
poc, yumacsi, 3ateM paboras B MockBe BIIAOTB A0 mepeesaa 3a rpa-
HUI[Y B KOHIIE€ BOCBMUACCSTBIX.

C 1947 mo 1952 roa byaaros — yuenux MockoBckoit cpeaHeii
xypoxkectBenHoi mkoabl (MCXIII); mocae ee OKOHYAHH S — CTYACHT
JKHBOIUCHOTO paKkyAbTeTa MOCKOBCKOTO XYAOXKECTBEHHOTO HHCTH-
tyTta umMenu B.M. Cypuxosa. Itu quGHblc 3aBEACHUS OCTaBAAMCH
CaMBIMHM TIPECTHKHBIMU HHCTAHITHSIMH COBETCKOTO aKAAEMHYECKO-
IO HCKYCCTBA BIIAOTH AO ITAACHUSI KOMMYHH3MA.

OpHako pemamIyo posb B $opMUPOBAHUH BysaToBa-XyA0XK-
HHKa CHITPAAO 3HAKOMCTBO 3uUMOH 1952 roaa c¢ sxuponucuem Po-
6eprom Padannosudem Pasvkom (1886-1958), a B 1956-M — ¢ rpa-
$UKOM, MACTEPOM HCKYCCTBA KHHTH, OPUTHHAABHBIM MBICAHTEACM,
TEOPETHKOM HcKyccTBa Baapumupom Anppeesuyem PaBopckum

(1886-1964).

CranoBacHue ®aapka u PaBOpPCKOro MPHUHAAACKAAO IIIOXE
aBaHIrapAa; MO3Xe, B ABAALIATHIE TOABL, 002 MPEMOAABAAN B 3HAME-
HUTOM BxyTemace-Bxyrenne; HakoHer, 06a GbIAM IPHUYHCACHBI
OQHIIMO3HBIMU AOKTPHUHEPAMH K «POPMAAHCTAM» H OTTCCHEHBI
Ha nepudepHIo XyAOKECTBEHHOMN Xu3HU. [ IpusHaHue nx sHadeHM S,
poaH, MaciuTab2, HCOCIIOPUMBIX 32CAYT B OTCICCTBCHHOM HCKYCCTBE
CTaAO MEAACHHO IPUXOAUTb K HUM AHIIb C XPYLIEBCKOI «OTTEIIe-
abto». VI Qaapk, u PaBopckuil cpopMHPOBAAH OPUTHHAABHBIC
XYAOXKECTBCHHBIE CUCTEMBI, OCHOBAaHHBIE KaK Ha TAyDOKOM ycBOe-
HUHU HOBEHIIUX EBPOIEHCKUX XYAOXKECTBEHHBIX TEHACHLUH, TaK
U Ha KPUTHYECKOM HX Imepecmorpe: B 1906-1907 rr. PaBopcxuii
yuaracs B MioHxeHe, IIO3Xe — Ha HCKYCCTBOBEAYECKOM (PaKyABTETE
MOCKOBCKOrO YHHBEPCHUTETA, IIEPEBEA TEOPETHYECKOE COYUHECHUE
ckyabriropa Apoabda Iuasacbpanaa, kaury Kapaa @oaast «Omnsir
CPaBHHUTCABHOTO U3y4YeHHs KapTHH»,” a Paabk — mocaepoBaTeAb
CesaHHa 1 KyOHCTOB — BXOAHA B 3HAMECHHUTOE 00bepAUHeHHE «By6-
HOBBIH BaaeT». [Tosxe, ¢ 1928 mo 1937 rop, Paabk 6614 KOMaHAU-
poBan Bo OpaHLMIO «C IIEABIO H3YYEHHS KAACCHYECKOTO HCKYC-
CTBa>», 9TO, OAHAKO, HE IIOMEIIAAO €My GAUSKO MOSHAKOMHTBCS CO
BCEMH 3HAYUTEABHBIMH SIBACHHSIMH XYAOKECTBEHHOH >KM3HH TOH
HOPBL

Beceant ByaatoBa-crysenta ¢ Paaskom, mpocMoTp u 06Cysk-
AcHHEe paboT (Bcé Havasock eme npy xusHu CrasnHa!) okasaAuCh
onpeaeasomumu: «Ilo cyru, monumanue PppaHIy3cKOro HCKyc-
cTBa, Aa U BoobIie Bceil cl)paHuyscxoiI KYABTYPBI, — BCIIOMHUHACT
Opuk byaaros, - st moayuna or Paaska. Ho, moxer 6b1T5, emte 6oace
BXXHBIM 0bIAO TO, 4TO PaAbK CTaA AASI MEHS 00PasIlOM [TOBEACHUS
XYAOKHHKA B COLIMaABHOM npocTpaHcTBe. OH HEe HMEA BO3MOX-
HOCTH BBICTABASITb CBOH PabOTBI U CYLIECTBOBAA KaK XYAOXKHHUK B
noaHo# nsoaanuu. OdunrasbHast KPUTHKA ACAAAA BHA, YTO TAKO-
IO XyAO>KHHUKA HE CYLIECTBYET. A OH, HE CYETSCh, HE BO3MYIIASICh, HE
CTapasich PHUCIIOCOOUTHCS, CIIOKOMHO U COCPEAOTOYCHHO paboTaa,
He pearupys HU Ha 4TO. Sl pAymato, Paabk ObIA €AMHCTBEHHBIM U3
XYAOXKHHKOB €I0 TIOKOAEHH S, KTO HE TOABKO HE ACTPAAHPOBAA B TE
TOABI, HO, HAIIPOTUB, paf0OTaA Ay4IIIE, 4eM IIPEKAC>."

IMepros ocBoenus sxusonucHsix npuHunos Paspka, mopoit
MOAPAKAHUS €My IPOAOAXKAACS A0 1961 ropa. 3arem — u mo cei
ACHB! — MecTO yuuTeas 3aHsA Aast byaatoBa Baapumup AuppeeBuy
®asopckuit. Terepp pedp HmIAa HE CTOABKO O IPEOAOACHUU MEPT-
BAIJETO aKAAECMH3Ma COLIPEAAUCTUYECKOH >KHUBOMHUCH, CKOABKO O
dopmMupoBaHn cOGCTBEHHOM Mpo6AEMATUKH, COOCTBCHHOM XyAO-
JKECTBEHHOM CHCTEMBI.

byaaros He moapaxaa PaBopckomy, saxe HE IOKA3BIBAA EMY
cBoux pabor. OH NPUXOAMA K IATPHAPXY MOCKOBCKOTO HCKYC-
ctBa ¢ Bompocamu. OTBeTsl MacTepa, 06s3aHHBIE COOCTBEHHBIM
XYAOXKECTBCHHBIM IPAKTHKAM, YTAYOACHHOMY aHAaAU3y NPOCTpPaH-
CTBEHHOCTH NPOHU3BEACHMH HCKYCCTBa, HaKOHel, HOraroMy Ieaa-
FOTMYECKOMY ONBITY npuobmuan ByaaroBa He CTOABKO K TOTOBBIM
PELICHUSM, CKOABKO K METOAOAOTHYECKOH pedACKCHH, K SICHOCTH

5 A Tuavdebpand. Ipobaema $popmbl B nsobpasurearHom uckyccrse. Ilepesos H. B. Po-
seHdeapaa u B. A. Pasopcekoro. M., Mycarer, 1914; K. @o.45. OnbIT cpaBHUTEABHOTO
usyyenus kaptuH. [lepesoa H. B. Posendeanaa u B. A. Pasopcexoro. M., Mspanue I A.
Aemana u C. M. Caxaposa, 1916.

6 Opux Byramos. Xusy passuie. M., Apruct. Pesxuccep. Tearp. 2009, c. 12.
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5 | CALCUTTA / KAJTbKYTTA
1956
120 x 74 cm

7 | AT THE SPRING / Y MICTOYHMKA
1957
128 x 100 cm

13 | UZBEK CARPET WEAVERS / Y3BEKCKME KOBPOBLLALIbI
1958-59
120x 90 cm
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45 | LANDSCAPE. TREETOPS / MEM3AX. BEPXYLLKM [EPEBbEB
1964
Q9 x79cm

46 | POPPY / MAK
1964
72.5x62cm

47 | BUTTERCUPS / NIIOTUKM
1964
70x90 cm
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64 | PORTRAIT OF OLGA ANDREEVA (STUDY FOR CITY AT NIGHT) / MOPTPET OJ1bI
AHIPEEBOM (3CKM3 019 HOYHOTO FOPOIA)

1966

79.2x69.6 cm

68 | CITY AT NIGHT / HOYHOW TOPO[,
1967
100 x 129 cm
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87 | ENTRANCE - NO ENTRANCE / BXO[, - BXOJA HET
1974-75
180 x 180 cm
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ENTRANCE — NO ENTRANCE, 1974-75

Bulatov’s studies with Robert Falk strongly influenced his artistic
deontology: only by starting with the most obvious manifestations
and forms of reality — those visible to everyone — and using its lan-
guage, can the artist capture it in his picture. In his encounters with
reality he must renounce any kind of a priori approach, as well as any
adherence to his own tastes and individuality. What he hopes to ap-
propriate is not his own personal relationship with a phenomenon but
the phenomenon itself.! It is simply a matter of waiting until reality
seizes the artist’s attention with one or other of its manifestations:
“It may be said that I do not seck the object, but the object secks
me.”?

For the first time in Bulatov’s creative biography, the subject in
Entrance — No Entrance has an exclusively written form. As in pre-
vious works (Danger, 1972-73, p. 102; Caution, 1973, p. 103), the
painting invokes the conventional system of traffic signs. But whereas
carlier the text had been a warning signal and the written message
was in conflict with the figurative elements, here the text itself proves
ambivalent by suggesting various options. It indicates a driveway
while simultaneously blocking it; it expresses an invitation and, at the
same time, a prohibition. It develops in two dimensions and on two
levels. In its dual image of central perspective, “Entrance” dictates the
space’s three-dimensionality by pointing to a dimension beyond the
canvas, while “No Entrance,” represented on the plane, denies the im-
age’s depth. Bulatov discovers a new conception of the text as a uni-
versal artistic element that can be represented both as space and as
surface.

The picture’s ambivalence is underscored by the bright chromatic

contrast that we can also discover in other works from this period
(Welcome, 1973-74, p. 106; Stop — Go, 1975, p. 107). According to
Innesa Levkova-Lamm, blue — the color of extended space — indicates
progress, freedom of movement. Red, an aggressive and anti-spatial
color, looms over the viewer, denying him freedom with a peremptory
ban.?
The picture’s figurative component is reduced to written signs,
which contradict one another in terms of their meanings. And not
only via semantic and chromatic antithesis, but also in the very com-
position of the work, whose center is, as Bertrand Lorquin has pointed
out, occupied by two letters, “AA” (“yes”), which in turn reject the ban
expressed by the phrase of which they themselves are a part.* Thus the
picture is rendered not merely an expression of the contradiction and
ambivalence of social space, but at the same time is a brilliant projec-
tion of Bulatov’s grand existential dilemma: whether it is possible to
pass into another reality — the only reality the artist believes in, that of
the picture.

The picture’s simplified graphics-like composition alludes to
the aesthetics of avant-garde posters — the structuring of space with
diagonals, and the use of the most ordinary typographic fonts, but
ones possessing a strong visual impact. In their intention to totally
organize life, the members of the Soviet avant-garde defined this or-
dinary life for a long time thereafter, leaving an indelible mark on its
formal appearances. The cognitive function that Bulatov has appro-
priated for the picture is here reduced to its essence, thus achieving
maximum effect. The square format and monumental size of the can-
vas define the severe, compressed composition, imparting to it an aura
of mournful sanctity.

Matteo Bertelé

1 Erik Bulatow, “Gespriche mit Falk,” in Robert Falk, ed. Dmitri Sarabjanow (Dresden:
Verlag der Kunst, 1974), p. 257.

2 Eric Bulatov, “My Attitude Towards Social Reality,” in Margins of Soviet Art: Realism to
the Present, ed. Margarita Tupitsyn (Milan: Giancarlo Politi Editore, 1989), p. 152.

3 I Levkova-Lamm, “Vlast’ prostranstva — prostranstvo vlasti,” Tvorchestvo 2 (1990): p. 6.

4 Bertrand Lorquin, “Erik Bulatov: A Genealogy,” in Erik Bulatov: That’s it, ed. Natalya
Godzina and Alexandra Kharitonova, exh. cat. State Tretyakov Gallery, Moscow (Mos-
cow: Knigi WAM, 2006), pp. 20f.

BXO[ — BXOOA HET, 1974-75

O6yuenne y Pobepra Paspka cHABHO HOBAHSAO Ha XYAOXKCCTBCH-
HYIO ACOHTOAOTHIO byAaToBa: AUIIb OTTAAKHBASICH OT CAMBIX SIBHBIX
HPOSIBACHUH U $OPM PEAABHOCTH — TEX, YTO HAXOASTCS HA BHAY Y
BCEX, — M UCIIOAB3Ys €€ S3BIK, aBTOP MOXET H300pa3uTh e¢ B CBOCH
xapTiHe. XYAOKHHK AOAXKEH OTKa3aThCsl OT AI06OIO BHAA AIPHOP-
HOTO IIOAXOAQ B CTOAKHOBEHHU X C PEAABHOCTBIO, KAK M OT CACAOBA-
HH COOCTBEHHBIM BKyCaM U COOCTBEHHON HHAUBHAYAABHOCTH. 10,
4TO OH XOYeT H300Pa3nUTh — HE €ro ANYHOE OTHOIICHHE K SIBACHHIO,
a camo sBacHue.! Peub nACT IPOCTO-HANIPOCTO 06 OXKUAAHHU — AO
TEX NOp, MOKA PeaABHOCTh KAKUM-AH00 CBOUM IPOSIBACHHEM HE OB-
AAACCT BHUMAHHMEM XYAOKHHKA: « MOXKHO CKa3aTh, 4TO HE 5l HAY Ha
MOMCKHU 00BEKTa, HO OOBEKT UIIET MEHA .2

OG6ubexr B KapTuse Bxod — 6x00a nem BrepBble B TBOPYECKOH
6uorpa¢un ByaaToBa MMeeT HCKAIOYUTEABHO TUCHMEHHYIO GOPMY.
Kak u B mpeABIAYIINX IPOU3BEACHUIX (Onacno, 1972-73, c. 102;
Ocmopoxcno, 1973, c. 103), OH UCTIOAB3YET OOIICNIPUHATYIO CHCTE-
MY AOPOXKHBIX 3HaKOB. Ho ecAm paHblIe TEKCT SIBASIACS CHTHAAOM
TPEBOTH, U MUCHMEHHOE ITOCAAHHE BXOAUAO B KOHPAUKT ¢ purypa-
THBHBIMH JAE€MCHTaMH, TO 3ACCh CAM TEKCT OKa3bIBACTCS ABYCMBIC-
ACHHBIM, IIOACKa3bIBasi BapUaHThl Bo3MokHOcTeil. OH ykasbiBaer
Ha IOABE3AHON IIYTh U OAHOBPEMCHHO IIPETPASKAACT €rO; BBIPAXKACT
IPUTAALICHHE U B TOXE BPeMsl — 3alIPeT. TekcT pasBUBAETCS B ABYX
U3MEPEHUSX U Ha ABYX ypoBHsx: «BXOA>», B cBoeM ABOIHOM H30-
Opa’XCHMH LICHTPAABHOM MEPCIEKTUBBI, AHKTYET TPEXMEPHOCTD
[POCTPAHCTBA, YKa3biBas HA H3MEPEHME IO TY CTOPOHY XOACTa;
tekeT «BXOAA HET», npeacTaBACHHBIH TAOCKHUM, OTPHIIACT TAY-
6uHy u300paskeHNs. DyAaTOB OTKpHIBaeT HOBYI0 KOHILENLJUIO TEK-
CTa, KaK YHMBEPCAABHOTO XYAOXKECCTBECHHOTO 3ACMEHTA, KOTOPBIH
MOXeT ObITh HCIIOAHEH H KaK IPOCTPAHCTBO, U KaK IOBEPXHOCTD.

AMOUBAACHTHOCTb KapTHHBI IOAYCPKHYTA SPKHM XPOMATH-
YeCKMM HPOTHBOIIOCTABACHHEM, KOTOPOE MOXHO OOHAPYXHUTh U
B Apyrux pa6orax artoro nepuopa (4ob6po noxcarosams, 197374,
c. 106; Cmoii — udu, 1975, c. 107). Cunuii user, coraacuo Munece
AeBKOBOH-AaMM, — L|BET IIPOTSKEHHOTO HPOCTPAHCTBA; OH YKa3bl-
BAaCT Ha IIPOABIIKCHHE, cBOOOAY ABMeHUs. KpacHbii, arpeccus-
HbBIH U «aQHTUIPOCTPAHCTBCHHBIH>» LIBET, HABUCACT HaA 3PUTCACM,
OTpHLasL ero cBOGOAY 6€3aeAASILIHOHHBIM 3aIIPETOM.>

@uryparuBHbIN KOMIIOHEHT KAPTHHBI COKPALICH HUCKAIOYUTEABHO
AO TIHCbMCHHBIX 3HAKOB, KOTOPBIC 110 CBOECMY 3HAYCHHIO IIPOTHBO-
pedar Apyr Apyry. He ToApko B ceMaHTHYeCKOH M XpOMATHYECKOH
aHTHTE3€, HO U B CAMOH KOMITO3UIIMH PabOThl, TAC B LICHTPE HAXO-
asrcs ABe Oyxspl «AA», kak sameuaer Beprpana Aopkus, onpo-
BEPraiolie B CBOIO OYEPEAD 3AIIPET, BRIPAXKEHHBIH CAOTaHOM, YaCTh
KOTOpOro onu cocraBasior’. Kapruna rakum o6pasom acaactes He

[POCTO BbIPA)KCHHEM IPOTUBOPEYHBOCTH U ABOMCTBEHHOCTH, IIPH-
Cylell COLMaABHOMY IIPOCTPAHCTBY, HO B TOXE BpeMsi GaccTseil
npoeknueil 60AbIION IK3UCTCHLMAABHON AuAeMMbl Dyaarosa: cy-
LIIECTBYET AM BO3BMOXXHOCTB IICPEXOAA B APYTYIO PEAABHOCTD, — CAMH-
CTBCHHYIO, B KOTOPYIO BEPHUT XYAOKHHK — PEAABHOCTD KAPTHHEL.

B cBoeit ynpomenHoi rpaduke KOMIO3UIUA KAPTHHBI OTCHI-
AQET K 3CTETHUKE [TAAKATOB aBAHTAPAHOTO HPOUCXOKACHHS: CTPYK-
TypPUPOBAHUE NPOCTPAHCTBA AMATOHAASMH, HCIIOAB3OBAHME THU-
norpagckux MpHPTOB, CAMBIX OOBIKHOBEHHBIX, HO 00AaAAIOIUX
CHABHBIM BH3yaAbHBIM Bo3aciicTBueM. COBETCKHE aBaHIAPAMCTHI
B CBOEM CTPEMACHUH K TOTAABHOH OPTaHH3AIMU )XUSHH HAAOATO
OHPCACAI/IAI/I TIOBCCAHCBHYIO )KHU3Hb, OCTaBUB HCH3FA3AHMbIﬁ CACA
B €C q)OPMaAI)HI)IX HPOHBACHI/IHX. KOFHI/ITI/IBHaH q)yHKHI/Iﬂ, HPI/ICBO‘
cHHasi ByAaTOBBIM KapTHHE, 3A¢Ch PEAYLUPOBAHHA AO CAMOTO CyLile-
CTBCHHOIO M TAKUM 00PasoM AOCTHIACT MAKCHMAABHOTO 3¢eKTa.
KBaapaTHbIit popMar 1 MOHYMEHTaABHBIH MACIITA0 XOACTA ONIPeAE-
ASIIOT CYPOBYIO CKATYI0 KOMITO3HIIHIO, IPHAABASI €H Ay Py HEYaABHOM
CBATOCTH.

Mammeo bepmene

1 E.Bulatow, «Gespriche mit Falk», B Robert Falk, nsp. D. Sarabjanow (Dresden: Verlag
der Kunst, 1974), c. 257.

2 E. Bulatov, «My Attitude Towards Social Reality», 8 Margins of Soviet Art: Realism to
the Present, nzp. M. Tupitsyn (Milano: Giancarlo Politi Editore, 1989), c. 152.

3 . AeBxoa-Aamm, «Baacte mpocTpaHcTBa — MPOCTPAHCTBO BAACTH>, T80puecmso 8
(1990): c. 6.

4 bB. Aopken, «Ipuk Byaaros. Teneanorus tBopuectsa», B Ipux byiamos: Bom, cocr.
H. Toasuna n A. Xapuronosa. Kar. Beict. Tocyaapcrennas TperbsikoBekast Taaepes,
Mocksa (M.: Knuru WAM, 2006), c. 22.
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193 | BLACK NIGHT = WHITE SNOW (from the series HERE) / YEPHbI BEYEP — BESIbIM CHET (13 cepum BOT)
2000
200 x 200 cm

197 | THAT IS WHAT IT IS (from the series HERE) / TO-TO M1 OHO (u3 cepun BOT)
2001
200 x 200 cm
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Von der Revolution zur Perestroika, Lucerne ...

Vienna / AtouepH ... Bena (cat., Kunz, col. ill. p. 120);

1993 (g), Von Malewitsch bis Kabakov, Cologne /
Kéabn (cat., Weiss, pp. 238, 239, cat. N 515, col.

ill. N 89 [n. p.]); 1995, permanent exhibition /
NOCTOsIHHAs BbIcTaBKa, Peter and Irene Ludwig’s Gift
to the Russian Museum, Saint Petersburg / Cankr-
Ierepbypr (cat., Kiblitsky, p. 18 [with col. ill.]);
2006 (s), Zhats it! | Bom!, Moscow / Mocksa (cat.*,
Godzina/Kharitonova / Topsuna/Xapuronosa, col.
ill. p. / uB. naa. c. 115)

Literature / Jluteparypa: (period.) McGill, D. C. “Art
Ventures Increase between U.S. and Soviet.” New
York Times, May 18, 1987, ill. p. C14; 1988 (cat.),
Peschler, Kiinstler in Moskau, col. ill. p. 96; 1989
(E. B.), dexopamusnoe ucxyccmso 6, c. 26; 1990 (pe-
riod.), Taylor, Art in America 3, col. ill. p. 174; 1995
(cat.), Becker / Bexxep, Flug, Entfernung | Ioaem,
yx00, b/will. p. / 4/6 naa. c. 42; 2003 (cat.), Arns,
Objects in the mirror, p. 184, col. ill. fig 1b; 2009
(cat.), Cuneavnuxosa, Honxongopmucmor, c. 422

Provenance / Mpowucxoxaenne: Sammlung Ludwig,
Aachen / Aaxen (acquired in 1989 / mpno6pereno
B 1989 1.); transferred to / nepeaano 8 Museum
Ludwig, Cologne / Kéasn, in / 81993 1.

Ne 99, p./c. 126

SEVA'S BLUE / CEBMHA CMHEBA, 1981

200 x 200 cm

Collection Zimmerli Art Museum at Rutgers Univer-

sity, Norton and Nancy Dodge Collection of Noncon-

formist Art from the Soviet Union, New Brunswick,

USA / Heio-bpyncuk, CIIA

Exhibitions / Buicrasku: 198889 (s), Erik Bulatov:
Moscow, Zurich ... Chicago / Llropux ... Yuxaro
(cat./E. B., Jolles, p. 26, col. ill. p. 73; cat./E. B.%,
Ouvrard, pp. 24, 75, col. ill. p. 53; cat./E. B.*, 1989,
Lingwood, pp. 22, 23-24, col. ill. p. 73); 1999 (g),
Examining Pictures, London, Chicago / Aonpon,
Yuxaro (cat., Bonami/Nesbitt, col. ill. p. 54); 2006
(g), Artists Against the State, New York / Heio-Wopx;
2006 (s), That’s it! | Bom!, Moscow / Mocksa (cat.”,
Godzina/Kharitonova / Topsuna/XaputoHosa, col.
ill. p. / uB. maa. c. 109); 2011 (g), Ostalgia, New York
/ Horo-Hopk

Literature / Jlutepartypa: 1988 (cat.), Tavel/Landert,
Ich lebe — ich sehe, p. 219; 1990 (period.), Taylor, Ar¢
in America 3, p. 174; 1995 (cat.), Becker / Bexkep,
Flug, Entfernung | Iosem, yx00, p. 28 / c. 245; 2004
(period.), O’Dea, Zimmerli Journal 2, col. ill. p. 87

Provenance / lMpoucxoxpaenue: Phyllis Kind Gallery,
New York / Haio-Hopx

Ne 100, p. / c. 127

THE POET VSEVOLOD NEKRASOV / NO3T
BCEBOJIO[ HEKPACOB, 1981/85

201 x201 cm

Collection Zimmerli Art Museum at Rutgers Univer-
sity, Norton and Nancy Dodge Collection of Noncon-
formist Art from the Soviet Union, New Brunswick,
USA / Hero-bpyncsuk, CIIA

Exhibitions / Beicrasku: 1982/84 (g), Photography and

Painting | Pomozpagus u ywusonucs, Moscow, Tartu /
Mocksa, Tapry; 1986 (g), International Art Exposi-
tion, Chicago / Yukaro; 1988-89 (s), Erik Bulatov:
Moscow, Zurich ... Chicago / Llropux ... Ynxaro

(not exhibited in Amsterdam and Freiburg i. Br. / me
BbIcTaBAsIAOCH B AMcTepaame u Ppeitbypre; cat./

E.B., Jolles, pp. 26, 35, col. ill. p. 77; cat./E. B.%,
Ouvrard, p. 75, col. ill. p. 55; cat./E. B.*, 1989,
Lingwood, pp. 23-24, 36, 37, col. ill. p. 77); 1988
(g), Ich lebe — ich sehe, Bern / Bep (cat., Tavel/
Landert, col. ill. p. 41); 2004 (g), Beyond Memory,
New Brunswick / Heto-Bpyncsux; 2006 (g), Soviet
Dis-Union, Minneapolis / Munneanoauc; 2006 (s),
That’s it! | Bom!, Moscow / Mocksa (cat.*, Godzina/
Kharitonova / Topsuna/Xaputonosa, col. ill. p. / us.
uaa. c. 108)

Literature / Jluteparypa: (period.), «Kpyrabrit

croa. [IpeacTaBasieM yqacTHUKOB» . Texnuueckas
scmemuxa 6 (1982): 4/6 uaa. c. 17; 1987 (period.),
Tupitsyn, Flash Art 137, col. ill. p. 78; 1983 (E. B.),
A-A. Unofficial Russian Art Review S, b/will. p. / 4/6
uaa. c. 28; 1989 (E. B.), dexopamusnoe ucxyccmso 6,
¢. 26; 1990 (int.), Schiitz, Kunstforum 106, col. ill.
p-259; 1990 (period.), Taylor, Art in America 3,

pp- 174/175, col. ill. p. 174; 1995 (cat.), Becker /
bexkep, Flug, Entfernung / Hoaem, yxod, p. 27 /
c.245,b/will. p. / 4/6 naa. c. 63

Provenance / MpowucxoxaeHue: Acquired from the

artist / TTpuo6pereHo y aBropa

Ne 101, p./ ¢. 202

I LIVE — | SEE | / XXMBY — BUXY I, 1982

200 x 200 cm

Private collection, Zurich / YacTHas koareknus,
Llropux

Exhibitions / Buicrasku: 1982/84 (g), Photography and

Painting | Pomozpagus u wusonucy, Tarcu / Tapry
(not exhibited in Moscow / He BbicTaBASAOCH B
Mockse); 198889 (s), Erik Bulatov: Moscow, Zurich
... Chicago / Llropux ... Yuxaro (not exhibited in
Amsterdam and Freiburg i. Br. / e BeicTaBasiaoch B
Awmcrepaame u Ppeiibypre; cat./E. B., Jolles, pp. 14,
26, 35,45, col. ill. p. 79; cat./E. B.*, Ouvrard, pp. 13,
75, col. ill. p. 56; cat./E. B.*, 1989, Lingwood, pp. 15,
22,23-24,36, col.ill. p. 79); 1988 (g), Ich lebe — ich
sehe, Bern / Bepn (cat., Tavel/Landert, p. 219, col.

ill. cover and p. 41); 1990 (g), Contemporary Russian
Abtists, Prato / Ilparo (cat., Barzel/Jolles, p. 86, col.
ill. p. 116)

Literature / Jlutepartypa: 1981 (period.), Patsyukov /

IMauyxos, A-A. Unofficial Russian Art Review 3, pp.
15f. / c. 15 caep; 1983 (E. B.), A-A. Unofficial Rus-
sian Art Review S, b/w ill. p. / 4/6 naa. c. 29; 1986
(period.), Tpotic, Wiener Slawistischer Almanach,

c. 335; 1987 (int.), Jolles/Misiano, Flash Art 137, col.
ill. p. 82; 1988 (period.), Kawyk, Hexycemso 3, c. 14;
1988 (cat.), Peschler, Kiinstler in Moskau, p. 91; 1989
(period.), Tpotic, dexopamusnoe ucxycemso 6, c. 22;
1991 (cat.), Groys, Zeitgendssische Kunst aus Moskau,
pp- 88£; 1992 (cat.), Groys, Total Art of Stalinism,

p- 84; 1993 (cat.) Ipoiic, Vinonus u obmen, c. 78;

1995 (cat.), Becker / Bexxep, Flug, Entfernung /
Tosem, yxod, p. 27 / c. 245; 1998 (int.), Bockosckas,
Pyccxuti weypras (enponymep.); 2001 (cat.), Aerots,
Hunrwcmpuposannviii crosaps, c. 74; 2001 (cat.),
Acrots, Pycckoe uckycemso, c. 92; 2002 (cat.), Aerots,
Pyccxoe uckycemso XX sexa, c. 174; 2004 (period.),
O’Dea, Zimmerli Journal 2, p. 91, b/w ill. p. 90;

2005 (cat.), Bacuaves, Oxwa namsmu, c. 141; 2006
(E. B.*), Freedom is Freedom, p. 28; 2006 (E. B./cat.®),

Godzina/Kharitonova / Toasuna/Xapuronosa,
That’s it! | Bom!, pp. / c. 13-14, 27,199; 2008
(cat.), Milkova, Painting Photography, pp. 99f.,
147-151,ill. p. 293, fig. 2.14; 2009 (E. B.*), ’Kusy
dasvue, c. 23-27,47; 2009 (cat.), CuneabHUKOBa,
Houxongopmucmor, u. uaa. c. 426

Provenance / Mpoucxoxpenue: Phyllis Kind Gallery,
New York / Hpto-Hopx

Ne 102, p. / . 123

BREZHNEYV IN THE CRIMEA /

BPEXXHEB B KPbIMY, 1981-85

190 x 260 cm

Private collection, Italy (as at 2006) / YacrHas

xoaaexius, Uraaus (coorsercts. 2006 r.)

Exhibitions / Beicraeku: 1987 (g), Direct from
Moscow!, New York / Hyio-Hopx; 1988-89 (s),
Erik Bulatov: Moscow, Zurich ... Chicago / Iiopux
... Yuxaro (cat., Jolles, p. 14, col. ill. p. 75; cat.”,
Ouvrard, p. 13, col. ill. p. 59; cat.*, 1989, Lingwood,
col.ill. p. 75); 1995 (g), Russian Jewish Artists, New
York / beo—PIop]( (cat., Goodman, b/wll. p. 157);
2003-04 (g), Berlin — Moskan, Moscow / Mocksa
(not exhibited in Berlin / ne BrIcTaBASIAOCH B
Bepaune); 2006 (s), That’s it! | Bom!, Moscow /
Mocksa (cat./E. B.*, Godzina/Kharitonova / Topsuna/
Xaputonosa, p. / ¢. 50, col. ill. p. / yB. uaa. c. 107)

Literature / Jluteparypa: 1987 (period.), Tupitsyn,

Flash Art 137, pp. 75,77, 80; 1988 (period.),
Gauville, Libération, p. 43; 1988 (period.), Martin,
Plus 3-4, pp. 31-33 (with b/w ill.); 1988 (period.),
Schenker, Noema, p. 67, col. ill. p. 68; 1989 (E. B.),
Aexopamusnoe uckycemeo 6, c. 26; 1989 (period.),
Tymuusina, Quoue Apm 1, u. uaa. c. 109; 1990
(period.), AeproBa-Aamm, Tsopuecmso 2, c.7; 1990
(int.), Schiitz, Kunstforum 106, col. ill. p. 259; 1990
(period.), Taylor, Art in America 3, p. 175; 1994
(cat.), Xoamoroposa, Coyapm, up. uaa. c. 47; 1995
(cat.), Becker / Bexxep, Flug, Entfernung | Ioem,
yx00, p. 27 / c. 245; 1997 (cat.), Jolles, Memento aus
Moskau, p.75; 1997 (cat.), Tynuupina, Kpumuuecxoe
onmuueckoe, c. 46; 2006 (cat.*), Gorner, Freedom is
Freedom, p. 55; 2009 (E. B.*), 2Kusy darvuse, c. 55

Provenance / Mpoucxoxaenne: Acquired from the
artist / TIpuobpereHo y aBropa
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NATASHA / HATALLIA, 1983

63.5x37 cm

Collection of N. Godzina / Koaaexuus H. Toasunoit

Provenance / lMpoucxoxpenue: Gifted by the artist /
IToaapeno aBTopoM

Signature / Moanuce: S. and d. “Bulatov 83” (in
Ciyrillic) recto / IToanucs u aata «Byaaros 83»
Ha AMIIEBOH CTOPOHE
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PORTRAIT OF A LADY / MOPTPET AMbI, 1983

48.3x35.6cm

Private collection, California / YactHas xoaaexims,

Kaaupopuus

Provenance / lMpoucxoxaetue: Gifted by the
artist to Tatyana Turkestanova / ITopapeno
asropom Tarbsne TypkecraHoBoit; acquired from /
npuobpereno y Gallery 1912, Los Angeles, USA /
Aoc-Anpxeaec CIIA, in the 90s / 8 90x 1.

Signature / Moanuce: S. and d. “E Bulatov 83” (in
Ciyrillic) recto / IToanucs u aata «E Byaaros 83>
Ha AMIIEBOH CTOPOHE

Ne 105, p. / . 130

PORTRAIT OF THE ARTIST’S MOTHER (STUDY) /

MOPTPET MAMBI (3TIO), 1983

61x55cm

Collection of the artist / Co6cTenHOCTS aBTOpP

Exhibitions / Buicrasku: 2006 (s), That’s it! | Bom!,
Moscow / Mocksa (cat.*, Godzina/Kharitonova /
Toasnna/Xapuronosa, col. ill. p. / us. naa. c. 110)

Ne 106, p. / c. 131

WATCHING TV / Y TENEBU3OPA, 1984

116 x 160 cm

Collection Zimmerli Art Museum at Rutgers Univer-

sity, Norton and Nancy Dodge Collection of Noncon-

formist Art from the Soviet Union, New Brunswick,

USA / Heto-Bpyncsuk, CIIA

Exhibitions / Bricrasku: 1986-87 (g), Sots Art, New
York ... Cincinnati / Hb}O-I;IOP]( ... Luanuanary;
2003-04 (g), Berlin — Moskan, Betlin, Moscow /
Bepaun, Mocksa (cat., Choroschilow, vol. 1, col. ill.
p- 92; cat., 2004, Acrots, uB. naa. c. 82); 2004 (g),
Beyond Memory, New Brunswick / Hpio-BpyncBux;
2006 (g), Soviet Dis-Union, Minneapolis /
Munneanoauc; 2006 (s), That’s it! / Bom!, Moscow /
Mocksa (cat.*, Godzina/Kharitonova / Topsuna/
Xaputonosa, pp. / ¢. 13-14, col. ill. p. / up. uaa.
e 111)

Literature / Jlutepatypa: 1988 (cat.*), Jolles, Erik

Bulatov. Moskau, col. ll. p. 83; 1988 (period.), Stahel,

art — das Kunstmagazin 1, col. ill. p. 103; 1990 (int.),
Schiitz, Kunstforum 106, col. ill. p. 259; (period.),
Alings, Reinhard. “Berlin — Moskau. Moskau —
Berlin. 1950-2000.” Museums-Journal 4 (October

2003): col. ill. p. 19; 2006 (cat.*), Gorner, Freedom
is Freedom, pp. 55,57

Provenance / Mpouncxoxpaenue: Collection of
Galina Main, Moscow (acquired from the artist) /
Koanaekuus Taauns Maiin, Mocksa (npuo6pereno
y aBropa); acquired from the aforementioned in
1985 / npuobpereno y Bouneynom. B 1985 1.
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SEAL OF QUALITY. STUDY /

3HAK KAYECTBA. 5CKM3, 1984

33 x46 cm

The Pushkin State Museum of Fine Arts — Museum

of Private Collections, Moscow / Myseii Ananbix

xoasekuuit umenn A. C. Ilymxuna, Mocksa

Exhibitions / Buicrasku: 2003 (s), Here / Bom,
Moscow / Mocksa

Provenance / Mpoucxoxaenue: Gifted by the artist
to Vsevolod Nekrasov; transferred to the museum in
2011 / ITopapero aBropom BeeBoaopy Hexpacosy;
nepeaano B myseii B 2011 r.

Signature / Moanuce: S. and d. “Bulatov 84” (in Cyril-
lic) recto; inscr. verso: “To Vsevolod Nikolayevich
Neckrasov in commemoration of today’s solemn
date this Seal of Quality size 46 x 33 cm donated
March 24, 1984” (in Russian) / [Toanuce u pata
«DByaaros 84> Ha annesoii cropone; Ha 06opote

nocssimenne: «BeeBoaopy Hukonaesmay Hexpacosy

B O3HAMEHOBAHHUE CETOAHSIIHEH TOPXKECTBEHHOM
AAThl 3HAKOM Ka4cCTBa pasMepoM 46 x 33 cM ¢
BpyucHHueM 24 MapTa 1984 ropa»
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POTRAIT OF LUDMILLA STARIKOVA /

MOPTPET NNIOAMMUIIbI CTAPUKOBOM, 1985

79 x49.5 cm

Collection of Ludmilla Starikova, Russia / Koaaexriust

Asoamuasr Crapuxosoii, Poccust

Provenance / lMpoucxoxpaenue: Gifted by the artist /
IToaapeno aBropom

Signature / Mognuce: S. and d. “Bulatov 85” (in
Ciyrillic) recto; inscr. and d. verso: “Liusia, I wish
your literary creations to be equally charming and
irresistible 4.5.85” (in Russian) / [Topnucs u
aata «Byaaros 85» Ha annesoii cropone; Ha
060poTE MOAIHCD, HA3BaHHE, OCBALICHHUE H AATA:
«/AIOCS1, XKEAAIO TBOUM AHTEPATYPHBIM CO3AAHHSM
OBIT TAKUMH XK€ IPEACCTHBIMH H HEOTPASHMBIMU

4.5.85»
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STUDY FROM STUDIO WINDOW /

3TIO[, U3 OKHA MACTEPCKOM, 1985

53x38 cm

Collection of the artist / Co6cTBennoCTS aBTOPA

Exhibitions / Beicrasku: 2006 (s), That’s it! / Bom!,
Moscow / Mockasa (cat.*, Godzina/Kharitonova /
Topsuna/Xapuronosa, col. ill. p. / 1ys. uaa. c. 126)

Ne 110, p. / . 128

SKY — SEA / HEBO — MOPE, 1985

200 x 200 cm

Private collection, Switzerland / YacThas xoasekius,

IBefrapus

Exhibitions / Beicrasku: 1988-89 (s), Erik Bulatov:
Moscow, Zurich ... Chicago / LTiopux ... Yuxaro
(not exhibited in Amsterdam and Freiburgi. Br. /
He BbIcTaBAAAOCH B AMcTepaame n Opeitbypre; cat.”,

Ouvrard, col. ill. p. 57); 1988 (g), Ich lebe — ich sebe,

Bern / Bepn (cat., Tavel/Landert, col. ill. p. 41); 1990

(g), Contemporary Russian Artists, Prato / Tlparo
(cat., Barzel/Jolles, b/w ill. p. 70); 1995-96 (g), Flug,
Entfernung | Ilosem, yxod, Prague, Berlin, Kiel /
Ipara, Bepaun, Kuav; 1999 (s), Erik Boulatov,

Paris / TTapux (cat.*, Vierny, col. ill. p. 53); 2006 (s),
That’s it! | Bom!, Moscow / Mocksa (cat.*, Godzina/
Kharitonova / Toasnna/Xapuronosa, col. ill. p. / us.
uaa. c. 112)

Literature / Jluteparypa: 1987 (period.), Tupitsyn,
Flash Art 137, col.ill. p. 75; 1988 (period.),
Schenker, Noema, p. 70, col. ill. p. 65; 1989 (E. B.),
Aexopamusnoe uckyccmso 6, s uaa. c. 21; 1990
(period.), AcsroBa-Aamm, Taopwecmso 2, 1B. UAA.
c.7; 1990 (period.), Taylor, Art in America 3, p. 174;
2004 (period.), O’Dea, Zimmerli Journal 2, p. 91,
b/will. p. 92; 2006 (period.), Kyaux, Kosmepcanms
176,¢.13

Provenance / Mpoucxoxaenne: Ambassador Karl
Fritschi, Switzerland / TTocoa Kapa ®purun,
HIsesitapus; acquired at / mpuo6pereno B Phillips de
Pury & Company, London / Aospos, in / 5 2008 r.

Signature / Mognuce: S. and inscr. verso / Ha o6opore
TMOATHCh U HAATHCh

Ne 111, p./c. 133

TRADEMARK / 3HAK KAYECTBA, 1986

Oil and bronze powder on canvas / Xoact, Macao,

GPOH30BBII TOPOIIOK

203 x203 cm

Museum Ludwig, Cologne / Kéapn

Exhibitions / Buicrasku: 1987 (g), The Artist And His
Era | Xydowuux u e20 snoxa, Moscow / Mocksa;
1988-89 (s), Erik Bulatov: Moscow, Zurich ... Lon-
don / Lltopux ... Aonaon (not exhibited in Boston,
Newport Beach and Chicago / He BbicTaBAsiAOCH B
Bocrone, Heionopr bua u Ynkaro; cat./E. B., Jolles,
pp- 15, 35; cat.*, Ouvrard, p. 13, col. ill. p. 58; cat.*,
1989, Lingwood, pp. 13-14, 37, b/will. p. 1); 1989
(g), Neue Kunst aus Moskan, Cologne / Kéabn (cat.,
Galerie Krings-Ernst, ill. p. 12); 1989 (g), Behind
the Iron Curtain, New York / Heto-Vopx; 1989-92
(g), Von der Revolution zur Perestroika, Lucerne ...
Vienna / Atoneps ... Bena (cat., Kunz, col. ill. p. 121);
1991 (g), Ostkunst — Westkunst, Aachen / Aaxen
(cat., Uelsberg, p. 42, col. ill. p. 41); 1991-92 (g),
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