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Mapraputa TynuusiHa
Spuk bynaros:
KaptrHa kak npoekT

XYBOXHMKM U UCTOPUKM MCKYCCTBA, CyMeBLlUMe 3adUKCH-
poBaTb KoHel, XX BeKa B MKOHWUYeCKMX 06pa3ax unm ambu-
LMO3HBIX NyBankauuax, npeycneny 6narogaps ToMy, 4To
MX TBOPYECKME M MHTENNEKTYQSIbHbIE YCUIIMS OXBATBLIBANM
WMPOKMIA CMEKTP COLMOKYILTYPHOW NMPOBAEMATUKM. DPUK
Bynatos — ofyH 13 TAKMX XY[OXHMKOB; B TPEX BAPUAHTAX
kapTuHel «Pycckuin XX Bek» o cozpan metadpopsbl TeX Nonu-
TMYECKMX M SCTETUYECKUX KOHPIMKTOB, KOTOPLIE OKA3AMUCh
XM3HEHHO BAXHBIMK ANSi HETO M ero nokonexus. Nepsbii
M3 3TUX XONCTOB, HanucaHHbii B 1990 ropy, Bckope nocne
nepeesfa Ha 3anag, — Qnneropus 3noxu, o6arpeHHoM
kposbio. Ha nepegHem nnane suaeH HebonblwoW poccuii-
CKMit rOpOAOK; OH MPOCMATPMBAETCS C BbICOTbI MTUYLETO
noneTa v paKTUYECKM HE BbILEPXKMBAET KOHKYPEHLMM C 6o-
nee MacWTabHbLIM, PPOHTANBHBIM M306PAXEHNEM LIEPKBM.
Mosaan ropofa naHAWadT pacceyeH KPACHOM PEKOoi, Kak
6bl BNOACIOWEN HO YPOBHE FTOPM3OHTA B BEPTMKANIbHYIO
MAOCKOCTb C BCTPOEHHbIMU B HEE PUMCKMMMK Ldpamm XX
(6enoro useta). Kaxpas HanomuHaeT kpecT, Ha KOTOPOM
pUMAsSHE pacnuMHanu xpuctuaH. Bropas sepcus «Pycckoro
XX Beka» oTnuyaetcs oT nepeoit fobasneHnem obnakos;
MX ABMXEHME BAONb KPACHOW CTEHbI CBOAMT HA HET CUM-
BOJIMYECKOE BO3[ENCTBME STON LBETOBON JOMMHAHTbI.



Mo KoHTPACTY € NpeAblAyWUMU BEPCUIMU KOMMO3NLMUS
TPeTbero BAPMAHTA, CO3AAHHOTO 3a rOf A0 3ABEPLIEHMS
XX Beka, 3HA4YUTENbHO M3MeHeHa. XOTS ropof U LiepKOBb
Te Xe camble, peka obpena HaTypanbHbIit (peyHoit) uset,
O KpACHAsi CTeHA yCTynuna mecto Heby. Bee Te e pumckme
umdpbl, CTABLIME KPACHBIMM, «YMNOLLEHBI, FEOMETPUIOBAHBI,
YNOPSAOYEHDI: MAP KAXKETCS QHTMECTECTBEHHBIM, QHTUMMME-
TMUYHBIM, GHTUpeanbHbiM» . TaK BBIFASAMT MCKYCCTBO, «MOBEP-
HyTOe cnuHoi k npupoae». Lindpb XX obpasyiot peluetky,
KOTOPQ$ «yYPEXAAET ABTOHOMMIO XYAOXKECTBEHHbIX POPM»”.

Mpowatnue bynatosa ¢ pyccknm ABAALATEIM BEKOM
4ETKO OTAENAET SCTETUHECKUE M MHTENNEKTYANIbHbIE MHTE-
PEeChl Xy[OXHMKA OT TOTO, YEM 3AHUMANTUCh €ro KOJIErt Ha
NPOTSXEHUM YETbIPEX AECITUNETHH. 3AMEUY, YTO peyb uaeT
O KAPTMHE KAK MPOEKTE, a HEe O XMBOMUCHBIX MPAKTUKAX
(malerisch) 8 pamkax ctankoenama. Hactamsas Ha 3tom
PA3AMYMM, S MOABEPIAI0 COMHEHMIO HE CTOHKOBM3M KAK
TOKOBOM, a Ty (MPMUCYLLYIO eMy) SKCRIYaTALMIO XMBOMMCHOM
cy6beKTUBHOCTH, KOTOPAS NPENATCTBYET CO3AAHMIO AUCKYP-
cHBHBIX Mogeneit. Ecnv ana MofepHUCTOB CTAHKOBK3M Gbin
5CTETMYECKOW MPAKTMKOM, TO COLPEAUCTb MCMOMb30BANM
ero ans pabpuKALMM MAEONOrMYECKOrO KOHCTPYKTA (co-
BETCKMI 3iaoc). Bosepallasics K «kapTMHe KAk NpoekTy,
no6aenio, YTO HAPSAY C APYIMMMU XYAOXHMKAMMU-HOH-
KoHpopMmucTamu bynatos ocyuectensn 3ToT npoekT, He
Y4ACTBYSl B MHCTUTYLIMOHANbHBIX CTPYKTYPAX M HE ynosas
HO BHUMAHME KPUTUKKM W 3pUTENbCKOW ayauTopun. Bort
noYyemy ero Kapbepa — YHMUKANbHbIA NOCNEBOEHHbIA dpeHo-

Spuk bynatos



MeH, LlEMOHCTPHPYIOLLMIA, KAKMX BbICOT MOXHO AOCTUYbL 30
npefenammn MHAYCTPHUM KyIIbTypbl.

HeoduumansHas kapbepa bynatosa Hauanach
B 1966 rogy. Hauano 6bino nonoxeHo yepHo-6enbim gun-
Tnxom «lopusontans I» n «fopusontans Il», nnockoctu
KOTOpPbIX pa3fefeHbl Y3KOM rOPU3OHTANbHOM MOJIOCOM.
MoxHo npeanonoxute, 4To, peayumpys LBETOBYIO rAMMY
3TMX paboT, UX ABTOP — C TAKOM Xe ICHOCTbIO, KaK 1 Bonee
PAHHME QfENTbl MOHOXPOMHOCTH, — NMPOLEMOHCTPUPOBAS
CBOE PA304YAPOBAHME B SKCMPECCMOHM3ME, B KOTOPOM
MHOTME NPeacTaBUTENN AUCCUAEHTCKOrO MOAepHM3Ma*
BMaenn anbtepHaTuey coupeannsmy. OpgHako B oTanume
OT OMLITOB ero cooteyectseHHnka Anekcangpa Popuerko,
6YNATOBCKMIA XMBOMMUCHBINA PEAYKLMOHM3M HE BO3BELAN
KoHua paboTsl Ha xoncTe. bynartos Takxe He 6bin 3Be-
HOM MPOrPAMMbI, CBIBAHHOM C PENpPe3eHTaLMeN KHUUTOY
M CTPEMIIEHMEM AKLEHTMPOBATb MIOCKOCTHOCTL XONCTA
(kak y K. Honanga 1 X. Onuukoro, paboTaslumx B TOT Xe
nepuoa). Hanpotue, paccekas noBepxHOCTb CBOMX «MOHO-
XpomMoB» Hapeoe, bynatos gasan noHsTs, 4TO «MNOCKOCTL
BOBCe He nnockas. To ecTb, OCTABASACH MIOCKOCTbIO, OHA
B TO K€ BPEMsI OKA3bIBAETCS MPOCTPAHCTBOM M KAK bl XMBET
ABOWHOM, MyNbCUPYIOLWEN XM3HbIOY. BhisiBnerne nopobHoit
LBOMCTBEHHOCTM BbIIO HEOBXOAMMBIM YCIOBUEM Af1si U3YYe-
HWMSI BAPMAHTOB COCYLLECTBOBAHMS U B3AUMOAENCTBMS ab-
CTPAKTHBIX 1 PUrYPATUBHbIX 11EMEHTOB M306pa3uUTENLHOrO
a3bika. C aToi uensto Bynatos caenan Heckonbko KapTuH,
06beAMHEHHbIX B <TOPOACKYIO» CEPUIO MU BKITIOYAIOLMX



B cebs «[MpasgHuk» (1967) u «Astonoptper» (1968). He
cnepyet aymatb, 6yATO 30TEMHEHHBIA CUAYST NEPCOHAXA
B KOTeske HO «ABTOMOPTPETE» — 3TO CXEMATUYECKUH
obpas cpegHero cosetckoro rpaxaanuta. Ckopee, 3to
MHOCTPAHeEL, TO CTb COMO BOMIIOLIEHME OTHYXKAEHMS U AHO-
HUMHOCTHM, NMOCKOJIbKY TAKOBbIM Eblfl CTEPEOTUN MHOCTPAHLA
B 1960-e rogbl. BnonHe ecrectBeHHO, 4TO MMEHHO Ha 3Ty
BAKAHTHYIO dpopmy bynatos (xymoxHuk-aytcaiigep) Hano-
XWNn ABa CBOMX asTonoptperta. [lonyyerHsiit mynsTobpas
AEMOHCTPUPYET, HACKONbKO MIMIO30PHOM siBRsieTcs nobas
TOTQbHOCTb, B TOM YMCIE TOTANbHbIN 06PA3 OPULMATbHOM
KYJbTypbl, 0BECMOKOEHHOM NepCneKTUBOM NPEBPALLEHMs
B KOHIIOMEPAT pa3po3HeHHbix obbekTos. Cosgasas sToT
bpArMeHTMPOBAHHBI ABTOMOPTPET, XYAOXHUK (Mo xoay
Aena) NoBecTBYET 1 O CBOEM COBCTBEHHOM BHYTPEHHEM
KOH(IMKTE, CBA3AHHOM C HEOBXOAMMOCTbIO [ENNTL BPEMS
Mexay 6eCKOMNPOMMUCCHbIM TBOPYECTBOM M 30KA3HOM pa-
6OTON UNMIOCTPATOPA AETCKMX KHM.

B «ropopckoi» cepun bynatoe npeogonen py6ex,
CTABLUMIM KOMHEM MPETKHOBEHMS AN MHOTUX U3 €ro KOJJer.
OH cymen B3rmsHyTb B «/IMLO» COBETCKOMN AENCTBUTENBHOCTH
B KOHTEKCTE FOPOACKOro NerM3aXa He3UBMCMMO OT TOTO, Ha-
CKOJIbKO OTHYXAEHHO OH cebsi B HeM ouyuan. YTobsl ¢ ewe
Bonbluei ONpeaeneHHOCTLIO OMO3HAT MPOCTPAHCTBEHHbIE
M MKOHOTPAdUYECKNE XAPAKTEPUCTHKM STOTO BHELIHErO
Ans Hero KoHTekcTa, bynartos Havan cospaeate ceon cob-
CTBEHHbIE MOAENN MOLEPHUCTCKOM «pelleTkun» (oHa xe
«kneTka» — grid), nonb3yace ycnyramu ee conepHuka —
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peun. B kapture «Bxop» (1972) sech xonct nepekpsit
PeLEeTKOM, 30 KOTOPOM CO3AAETCS UNIO3ust ryBuHbl. DTOT
3¢ deKT yaBanBAETCS TEM, YTO CIIOBO «BXOAY, HAMUCAHHOE
[BA PA30 HA KAXAOM CTOPOHE XOMCTA, YXOAMT B nep-
CMEKTUBY M KAXAAs M3 Nap cHaBXeHa ykasaTtensHoM (Ha-
NPABAEHHOM BOBHYTPb) CTPENKOM. [1ns MHOIMX COBETCKMX
rpaxaaH ocBoboXaeHMe OT UAEONOTMYECKOro NPeccuHra
M HEPBOTPENKM KOMMYHQIBHOM XM3HWM MOTNO JOCTUTATHCS
MCKITIOYMTENbHO HA NPUPOAE, B AAYHOM MM CENbCKOM
npoctpaHcTee. Bot, HaBepHOe, MoYeMy XaHp NaHawadpTa
npuenek BHumarue bynatosa, u, nopobHO TOMy Kak 310
NPOMCXOAMNO C FOPOACKMMM MEN3CAKAMM, 30ECh TOXE BCE
Ha4Yanock ¢ GOpPManbHeIX MOMeHTOB. B pabote «JTbixHMK»
(1971-1974) xynoxH1K MCNONb30BAN Ty Xe KPACHYIO
«knetky» (grid) ¢ uenbio onpepennTs BHYTpEHHWE W BHELW-
HME rPAHMLbI XONCTA. 3aAaUA MbIXXKHMKA, OTAENEHHOrO OT
3pUTENS «KINETKOM», — NPEOLONETb U AAXE YNPA3AHWUTL
MAOCKOCTHOM XAPAKTEP XONCTA, YCTPEMASSCh K Necy, Ha-
XOAALEMyCsl BAAM, O 3Q0AHO M «MPUXBATUTE» C COBOM
B3MNAg 3puTens (Kak 370 6bINO CAENAHO C MOMOLLbIO CNOB
v cTpenok B kaptiHe «Bxogy). Ytobbl uamepuTh «rnyBuny»
MNIIO3MOHMUCTCKOTO NPOCTPAHCTBA KAPTUHLI, bynaros po-
6aBKN elle OAHOTO NbIKHMKA HA 304HEM MNAHE — KAK eABa
PA3AMYMMYIO TOYKY.

B «lopusonTte» (1971-1972) bynatoe socnonb3o-
BQJICS APYrOM MOAENbIO OTHOLWEHUN MeXay 3puTenem
n nsobpaxeHHon peansHocTbio. Ecnn npexne Barnag
3puTens Bbin NPUMMIOCHYT K pelleTke, TO Tenepb ABTOP
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M XEHLMH, ABUXYLLMXCS MO HAMPABIEHUIO K MOPIO, MpPH-
o6LMTbCS K MPOCTPAHCTBEHHOCTH NaHawadTa. Ho cso-
6040 BU3YanbHOM KOMMYHMKALMM UATIO30PHA, Tem Bonee
YTO 3peHMe BXOASLLErO B PEMPE3EHTALMIO NOYTU CPa3dy
ynuMpaeTcs B KPACHYIO MOMIOCY, NPOCTUPAIOLLYIOCS BAOSb
nHnn ropusonta. OTgensis mope oT Heba, NNOCKOCTHOCTb
5TOM Pa3fenuTenbHOM Nonock (MPoWuToi AByMs 3ono-
THIMK HUTSAMK) TaBYMPYET NPOCTPAHCTBEHHOCTb KAPTHHBI
M BO3BPALLAET B3NS4 3pUTENs K ee ABymepHocTu. [pyroe
neno — nepcoraxu «[opuaoHTtar. byayuun He B Kypce 3ToH
OMNTUYECKON MAHWUMYNSILUK, OHM OBbEAMHEHBI «OBLLUM ro-
pU3OHTOM cBoero onbiTax. [Ins bynatosa Takoi tpuyme
KOJUIEKTUBHOTO CO3HAHMS SBASIETCS CUTHANIOM HOMBLICLLIEH
onacHocT1. KpacHas nonoca noxoxa Ha Ty, 4TO Mbl BUAMM
Ha kaptiHe Manesunya «KpacHas koHHmuas (1928-1932).
Ho ecnn y Manesnua npogeunxerne KoHapMuu Yepes
JIMHWIO FOPU3OHTA NpefBeLLaeT KoHel, GecnpeamMeTHoOCTH,
10 Teneonorus bynatosckoro «[opusoHTa» npegnonaraet
HeuyTo obpaTHoe. Xy[OXHMK HE XO4YeT, 4Tobbl KpacHas
MosIOCA FOPMU3OHTA BOCMPUHMMANACH KOK BAKOHTHBIA MM,
BEpHee, OTCPOYEHHbIM MONUTUYECKMI No3yHT. braropaps
0CcBOBOXAEHMIO KPACHOTO LBETA OT NPUBLIYHOM UAEONOTH-
4eCKOM HArpysKku, 3puTenb 0BPeTaeT BOZMOXHOCTb BUAETD,
O He YUTATb KPACHBINA LBET M CTATb CBMAETENEM Nepexoad
KPOCHOIO KAK O3HAYAIOWETO B KPACHBIA KOK O3HAYAEMOE.

Bynaroeckasi Mogenb AEKOHCTPYKLMM MAEONOrMYECKOTO
naHawadTa 6bina UM peannsosara B kapTuHe «OcTopox-
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HO», rae 3Ta dpPa3a NPOYUTLIBANACE KOK HECNOKOMCTBO MO
noBofy KaxyLiencs 6e30nacHOCTM PypanbHOro NPOCTPaH-
ctea. B «OcTopoxHO» BEPXHIOIO M HUXHIOK 4ACTb XOMNCTA
paspenser NyHKTUPHAs FOPU3OHTANb — PErMCTPaTOp ero
nnockoctHocti. Y KanamHckoro (B Tekcte «Touka m nmHMs
HO MNOCKOCTM») Ty Xe CAMYIO pOfib UrPAET KHUYTO» WMNU
«rEOMETPMYECKAS TOUKA» KAPTUHBI, KOTOPAS «MPUHALNEXHUT
A3bIKY M O3HAYAeT MonyaHue». Monuanme HapywaeTcs
B MOMEHT MbICTIEHHOTO MPOYTEHUS PEJOCTEPEratoLEN HOA-
nucu. JJByKpATHO MOBTOPEHHAS M HAMMCAHHAS MOJ, YTTIOM,
B MepCneKTMBe, OHA HAMPABASET B3rMsg 3puTens Brnybb
kaptuHbl. O603peBas npoucxoasiuee, TPYAHO YAEPXKATbCS
OT CPUBHEHMSI «<HAPPATUBHOM BU3YQASIbHOCTM» COLPEATN3MA
C 3TUM KPOCHBIM KOBPOM M3 CIIOB, ONPERENsoWMM Npo-
CTPAHCTBEHHbIE NTAPAMETPbI UAEONOTMYECKON MAHUMYISLMM.
MNMoxoxe, yto B kapTnHe «OcTopoxHo» bynaTtos uHcue-
HUPYeT OOMeH NpeaynpeanTeNbHBIMA CUTHANAMMU MEXAY
MOZEpPHU3MOM 1 coupean1amom 1 (ecnu nepedpasmposats
Manesunua) ycraHaenueaet Ha aTom nepekpectke cemadop
NOCTMOAEPHM3MA.

Conpotuenenne 060MM KOHOHOM NMOPOAMIO NepPBbIi
B uctopmn Poccun noctMofepHUCTCKUMI XY[OXKECTBEHHbIN
NPOEKT nog HasBaHWem «cou-apT». OH oTnmyancs ot 3a-
NAAHbIX NAPCAANTM MOCTMOAEPHN3MA NMPEXAE BCEro APYrHM
OTHOLIEHWEM K GOPMASbHBIM MPUHLMMAM M TEOPETUHECKUM
YCTGHOBKAM, CHOPMYNIMPOBAHHBIM B Nepeoi nososuHe XX
BEKA XYLOXHMKAMM, KPUTUKAMM M MAEONOraMM — KAK HA
3anage, tak u 8 CCCP. B tex cTpaHax, rae MoAepHMU3M
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keanuduumposanm kak kutd. B Cosetckom Cotose kuty 6bin
obULMANBbHOM KyNbTYPOM, O MOAEPHU3M — AUCCUAEHTCKOM
npaktukoi. B koHue 1960-x — Hauane 1970-x rogos a1
BMHAPHbIE ONMO3ULMK CTANM NOBCEMECTHO (M TAM M 3aech)
YyTPA4MBATL XECTKOCTb, MPUYEM MPOUCXOAMIO 3TO MO-
PA3HOMY, C y4ETOM PETMOHANBHON CNELUPUKM.

Ecnn kaptuHa «OctopoxHo» 6esnogra, To «OnacHo»
(1972-1973) anennupyeT k 13M06NEHHON TEME PAHHUX
bPAHLY3CKMX MOAEPHUCTOB — Teme nukHuKa. MNepen Hamu
CeMenHas Napa — [BOE rPy3HbIX NIOAEH, HOCIKAAIOLMXCS
NeTHUM OTAbIXOM Ha Bepery menkoeogHoi pekn. Oba nep-
COHAXA BbIABOPEHbI XY[OXHMKOM M3 PPOHTANBHOM 4ACTH
KApTHHbI. bonee Toro, XeHWMHA CUANT CIMHOM K 3pUTento
M — MO KOHTPACTY € nepcoHaxamu Sayapaa Mane B ero
«30BTPAKE HA TPABE» — NIULIEHA BO3MOXHOCTH BCTPETUTLCS
B3MNSIAOM CO 3puTenem. Takxe, B oTnumMe oT «3aBTPaAKA
Ha Tpase», rmybuHa nangwadta B «OnacHo» 06o3HaueHa
He MMpaxHocTbio Humbsl (kak y Makne), a nactopansHoit
B6AHANBHOCTBIO ABYX KOPOB, MACYLMXCS HA 3A4HEM MIAHE.
Ho ecnu B «3aBTpake Ha TpaBe» COYETAHME OAETBIX MYXHMH
1 OBHAXEHHOM XEHLLUMHbI C PAMbIM, HAMPABIEHHBIM HA 3pK-
TENs B3rNSAOM «B36ANTHIBAET KAPTUHY» KAK MUKCTYpPY, TO
B pabote bynartosa cxopnHoe olwyleHe gocTMraeTcs ¢ no-
MOLLbIO CIIOBA «OMACHO», HAMUCAHHOTO KPACHBIM HO BCEX
YeTbipex CTOPOHAX KBAAPATHOro xoncta. Bot to, Gnaropapst
semy bynarosy (kak n Make B ero ckaHganbHoM ans ceoero
BPEMEHM KOPTUHE) yAaeTCs NPEBPATUTb STOT CaMbIM TPAAM-
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LIMOHHBIM M3 BCEX XAHPOB B OPYyAME HEraTMBHOM OLEHKM,
HeobxoanMMoe ans Toro, YTobbl AT CBOMM MyTeM — Mpo-
TMB rereMoHn apOUPMATUBHBIX PEXMMOB B ODULMATBHOM
1 HeOPMULMANBHOM PErMOHAX KYNbTYpbl.

Xonet «Jlioau Ha npupoge» (1976) nepeHocut yxe
3HaKOMylo Ham napy, urypupytowyto s kaptuHe «Onac-
HOY», B UCKYCCTBEHHYIO Cpefly — B KOPObKyY, 6nokupyioLLyio
BHEMONOXHOE el N306paxXeHne NPUPOLHON MAUNIUM.
BepbanbHas nHdpopmaums B 3o paboTe He Ucnonbayercs,
O LBETOBAS NAMMTPA OFPAHMYEHA KOMMYHAIbHO-6lOPO-
KpaTM4eCcKMM HabopoMm 3eneHoro u kopuuresoro. [Mpo-
CTPAHCTBO, C KOTOPbIM Mbl 3,€Cb CTASIKUBAEMCS, MOXOXE
Ha uBeTHble MHTepbepbl bayxaysa u rpynnsl «Crunb», 06-
yCTpauBaBLume TPAHCHOPMALMIO ABCTPAKTHON KAPTHUHBI
B peanbHoM npocTpaHctee. Hanbonee pagukansHoe Bo-
nAoLeHMe 3TOM TPAHCHOPMALMK CBSI3AHO C KOHLEMUME
«NPOCTPAHCTBEHHOW 06PATUMOCTMY, NPOAEMOHCTPUPO-
BaHHoM Dnem JTncuuknm B «[MpoyHax» 1 ero ansanHe ans
«AbcTpakTHoro kabureTa», a Takxe [yctasom Knyumcom
B «[IMHOMWYeCKOM ropoge», rae YenoBeK, UrHOPUPYIOLLMA
30KOHbI TPABMTALMK, M306paxkeH BBepx Horamu. [Mogsox
B TOM, 4TO B «J1l0AAX 30 rOpoOAOM» QHTUMOAEPHMUCTCKUE
NApaMeTPbl «BEPXA» M «HU3A» KAXYTCS pPA3 M HABCEraa
YCTAHOBNEHHbIMKM Bnarogapst GUrypam OTAbIXAIOWMX, HbM
NPOCTPAHCTBEHHbIE NPEPOraTHBLI ObLWenpUHATLL. B 3TV
CBSI3M LIAT M3 UCKYCCTBEHHOTO MPOCTPAHCTBA KAPTUHbI
B PeasnbHOe BOJIHE NOrMYeH. Takas uaesi AeiCTBUTENbHO
sanmumana bynarosa B 1960-e rogpl, korpa oH 3ameiciunn
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n Genblit LBETA, YTOGLI CONEPEXMUTL CO 3PUTENSMU OLLLy-
weHue kopobku, BoccospanHoe B kapTuHe 1976 ropa.
B nouckax MMnepatMBHOM AePUHULMM NPOCTPAHCTBEHHBIX
napameTtpos bynatos nnanuposan HanUcaTh COBO «HKU3»
6enblM LBETOM HA YEPHOM MOJTY, O CIIOBO BEPX» — YEPHbIM
Ha 6enom notonke®.

OrcyTcTBME BOCTYNA K COLMANBHOMY NPOCTPAHCTBY
M e dULMT KOHTAKTA C MyBAMKOM ONPABABIBANM IMXOPAROH-
Hble MOWCKM MyTeM AUCKYPCMBHOM (He coupeanucTUyeckon,
HE HAPPATMBHOM) penpeseHTaLumu 3TOro NPOCTPAHCTBA
B MPEAENaX OrpaHUYEHMNH, HAKIAALIBAEMBIX KMBOMMUCHBIM
KAHOHOM. Bcsikuin pas Ha NomolLLb MPUXOAMIO CIOBO — UMEH-
HO sI3bIK OKa3biBancs ans bynatoea HagexHbIM NApPTHEPOM,
NOMOTas PA3peLLTb KPU3UCHYIO cuTyaLmio. Takum oBpasom,
23bIK (peYeBOi 311A0C) HECET YOCTUUYHYIO OTBETCTBEHHOCTb 30
TO, YTO COBETCKUI U30BPASUTENbBHBIM SHAOC HE YLOCTOUCS
B pabotax bynatosa npsmon penpesentaumu. Ha nports-
XEHWUM MHOUX JEeT ero U3nobAeHHbBIM MHCTPYMEHTOM Bbin
unaekc (indexical sign) «Bxopm», KoTOpbIN B coueTaHmnm ¢ ero
QHTOHMMOM BXOLA HET» MAPKMPOBAS 30HBI NCUXOMOMMYE-
CKOM HEOMPEAENEHHOCTH B ClyHae HeU3BEXHbIX CONPUKOC-
HOBEHMIA C PEANUAMM CoLpanmucTnieckoro ropoaa. Bo scex
NofoBHbIX CUTYALMAX COBETCKMI «dpacany 3assnsn o cebe Ha
ypoBHe nepdopMATUBHOTO s3biKa. DTOT MeTog bbin 6bl camo-
AOCTATOYHBIM, €CAM Ebl MCTOPUYECKMIA KOHTEKCT, K KOTOPOMY
otcbinanu pabotel bynarosa, He Hyxgancs B MOEHTMPUKALMM
co cTopoHbl Gyaywmx 3puteneit. OlylieHne s3GemepHOCTH
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KOHTEKCTA CTANO CTUMYSIOM /1S €r0 apXeonorn3aumm u ao-
KYMEHTUPOBAHMS MOCPEACTBOM KAPTHH, K KOTOPbIM (Bnocnea-
cTBMM) MOXHO Bbino Gbl 0BPALLATLCS KAK K <MCTOPUHECKOM
NamsiT», HeobXOAMMOM A/isi ABEKBATHOTO MOHUMAHMs Bonee
KoHuenTyanbHeix pabot bynarosa.

B «dobpo noxanoeats» (1974) bynatos npunan pe-
WweHue M306pa3nTe GPArMEHT PEANBHOCTH, B KOTOPOM ne-
NIEHA NMCUXONOTUYECKOM HEOMPEAENEHHOCTH, OKYTHIBAIOLLAS
TakMe KapTuHbl, Kak «Bxop — Bxopa Het» (1974-1975),
ncyesaet. Ppasa «[Jobpo noxanosaTb» HANOXeHA HA
NAHOPAMHOE M306PAXEHNE BXOAA B UCTOPUYECKOE ANS
Mockebl mecto — BIAHX. M3o6pasutensHbii psg skiodaet
B cebst NO30M0YEHHbIE XEHCKME CTaTyM (anneropuu coser-
ckmx pecnybnuk) 1 BMECTE C TMAPOTEXHUYECKUM GHTYPAXEM
obpasyet komnnekc nog HassaHnem «PoHTaH apyx6Ebl
HapogoBy. OTkiioueHne NpeaynpeanTenbHbIX MEXAHU3MOB
No3BOMsIET BOCCO3AATb MAEONOTMYECKMit NAdOC, HO He paau
HEro camoro, a YTo6bl NOKOHYMTb C UTHOPUPOBAHWEM MCTO-
puueckoi Tpaembl’. AHanornuHbie nadocHsie NPOCTPAHCTEA
BOCMPOMU3BOAMNNCH U B APYTMX PABOTAX XYAOXHMKA, TAKMX,
kak «Ynuua Kpacukosa» (1977) c orpomHoit ¢urypo
JleHnHa, 3ane4aTneHHoro Ha PekIaMHOM MAHHO M KaK Gbl
WwaraloLwero HaBcTpedy npoxoxum, n «CoseTckuit Koc-
moc» (1977) — noptpete bpexHesa, aekopnposaHHoro
bnaramm coseTckux pecnybauk (KOMNO3uuMs, 4aCTUYHO
3aMMCTBOBAHHAS M3 xypHana «OroHek»).

Mo Mepe BbISICHEHMSI, KOKAS KMBOMMCHAS MNAHUPOBKA
COYEeTanach B HUX C MOHATUEM «BXOA», bynatos npuctynun
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TEPUANN3OBANMUCE B MOPTPETAX APY3eit U Bnuskux — Tex,
KOro XyAOXHWK LLEHWN KOK B MEPCOHANbHOM NdHe, TaK
M B KOHTEKCTE 3CTETMYECKON CONMAAPHOCTH, CBS3bIBABLUEH
ero rnaBHbIM OBPA3OM C MO3TOM-3KCMEPUMEHTATOPOM
Bcesononom Hekpacossim. Ewe ogra (M3niobnennas) meta-
bopa «BBIXOAA» XYAOXHWKA U3 COLMANBHOTO MPOCTPAHCTBA
6bina npepctasneHa B kapture «May» (1975), rpe a1o
neppopmaTneHoe cooblueHme, Ha4epPTaHHOE Ha Hebecax,
nepepaet xapaktepHoe ans bynatoea owyuieH1e asToHOM-
HOCTH 1 CBOBOABI OT NPOCTPAHCTBEHHBIX HOPMATUBOB, OCO-
GeHHO KOrAa OHM CyXaT MeTadopoi COLMAnbHBIX Orpa-
HuyeHni. OfHOKO YeTKoe pasaeneHne Mexay CyLHOCTbIO
M CyLLecTBOBAHMEM He BCeraa yaosneTtsopsano bynatosa.
OH MUCMBITHIBAN MHTEPEC K KOHLENTYAnM3aumn X COBME-
weHus, npuyem nMbo B OAHOM NponaseaeHuH, nMbo B ABYX
pa3HbIX paboTax, KOTopble NO3AHee BOCIPUHMMANNCH KaK
amntnx. B pabote «Cnase KMCC» (1975) xynoxHuk mc-
MONb30BA 3TOT FIABHbIN IO3YHT COBETCKOM BNACTM C LENbIO
sabappukaamposats (1. e. 3ape3epBupoBaTh 3a cob0it
u cebe nogobHbIMK) «BXx0A» B Hebeca, KOTopblie OH HanMcan
B kapTuHe «Mpy». [ins 3putens octaeTcs 3aragkoit, cmor
SIM COM OBTOP NPEOAONETh 3TOT K3UCTEHLMANbHBIN Bapbep
W, €CIIU HeT, YAQNOCh M eMy UCMLITATE Ma30XMCTCKMi plaisir
(8 TepmuHonoruu Ponana bapra) ot storo Hanbonee Hewa-
BMCTHOTO B KPYTy €ro Apy3ei coBeTckoro angoca’.

B kapTure «bpexnes B Kpeimy» (1981-1985) cocros-
NIOCb TAKOE X€ NPUHECEHUE B XEPTBY NO3UTUBHO 3APSKEH-
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HOW QYPATUYHOCTM YEMY-TO ANPHUOPHO HEFrATUBHOMY. 3AeCh
BpexHeB — rnaBHbIM 3KCMOHAT M OHOBPEMEHHO XPAHUTESNb
COBETCKOrO 3ACTOSI — BbINMUCAH B TEX XE TOHOX HE3AELHEN
NPO3PAYHOCTH, YTO M MPOrPECCHBHBIN (AN CBOETO BpemeHn)
nost Hekpacos. B TeyeHne Heckonbkux net napannensHas
pabota Hag STMMM ABYMS KAPTUHAMM CTANA 41 MX ABTOPA
naboparopweit No BhISBNEHMIO TOTO, KAK BOCMPUATME UKOHO-
rpadum (MO3UTUBHOM MM HErATUBHOM — B 3ABUCMMOCTH OT
KOHTEKCTA) MOXET NOABEPraTbCsl BO3AEMCTBMIO CO CTOPOHSI
cumBonMYeckoit pyHkumm useta. M kak XyBoxHWK cnocoben
OXMBUTb Aypy MOPTPETHOTO 06pa3d, BHIBETPEHHYIO €ro
TEXHWUYECKO BOCMPOU3BOANMOCTLIO.

B nepectpoeunsit nepuog bynartos nonsitancs Bos-
OBHOBMTE MHULMATUBY XYAOXHMKOB, XMBLUMX B SMOXY
pesonioumit (kak o Ppanumm, Tak u 8 Poccun) u sepus-
WKX B «OBHOBASIOLLYIO POSib UCKYCCTBA MO OTHOLIEHMIO
K 06LLeCTBY BO BCEX €r0 NposiBneHuax»’. B ganHom cnyyae
scTadera MCTOPUUECKOTO ABAHrapAd Gbina NoAXBAYEHA
CKEMTMKOM, KOTOPbIMA AeCATUNETUIMM 30HAUPOBAN KAP-
TUHY HQ NMPEAMET AyTEHTUYHOCTM, HO TEMEPb — HA 3ape
NepecTporKK — pewwmn NoCBsTUTb cebsi CO3AAHMIO MKOHM-
yecknx obpasos anoxu, aabbl HOAENUTb €€ Y3HABAEMO-
cTblo. Ha xynoxecTBeHHOM cleHe 5Ta ponb Gbina ceirpaHa
MM LOCTOMHO M noyTh B oguHouectee. B «EauHornacro»
(1987) bynaToe nocTaeun Nof COMHEHWE A3bIK KOMNeK-
TUBHOrO 0J0BPEHUsS HO NMPUMEpPE COBETCKOM CUCTEMBI
OTKPbITOrO rONOCOBAHMS KAK OJHOTMO M3 MEXAHM3MOB MO-
nuTudeckon manunynsurn. CaMmum pakTom nepeHeceHus
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HOM M3 raseThl, XyAOXHUK GAKTUYECKM BbIHEC €/ MPUro-
BOP, O YEM CBUAETENbCTBYET «TIOPEMHAN» pelueTka 6yks,
BO3HMKAIOLLAS B PE3YNbTATE TPEXKPATHOrO MOBTOPEHMS
cnosa «eanHornacHo». B «Pesontouns — lMNepectpoitkar
(1988) bynaToe npeactasun nkoHuueckmit o6pas Jlennna
B BMAE COLPEeaNMCTUYECKOM CTATYM, CUMBOJIA YXOasLEN
snoxu. Coscem nHave Bbirnsaut fop6ayes: oH nonox
SHEPrMM M ero CTaTyC AKTUBHOM MONUTMYECKOM UTYPbI
nepesaH «ABUXEHUEM B CTOPOHY BbIXOAA» — BbIXOAA M3
KAPTHHbI B pearnbHbii MUp. B oTnnumne ot asaHrapancros
1920-x rofoB, roTOBbIX HE TOMLKO CO3AATH BU3YASbHbIM
3bIK 3MOXMU, HO U MOCTPOMUTb HOBYIO MHCTUTYLIMOHASbHY IO
ceTb, nokoneHne bynatosa Buaeno ceoe MHCTUTYLMO-
HanbHoe Bynyuwee Ha 3anage. He cronbko notomy, 4to
HeobULMabHbIE XYAOXHMKM 13 Poccuu Bbinm Tam BocTpe-
60BaHbI (KOK MHOTMM KA3AIOCh B EPUOL, NEPECTPOEYHOM
5/1$popun), a No NpUYMHE TOTO, YTO roAbl U3OMSLNMU OT
COBETCKMX XYAOXECTBEHHbIX CTPYKTYP OTYUMSIU UX NPU-
HMMOTb BCEPbLE3 CUMTYALMIO B pofHbiX neHatax. OpHako
paxe nocne Toro, kak bynartos ctan xuTb 3a rpaHuuei, oH
NPOAOXKAN YYBCTBOBATbL OTBETCTBEHHOCTb 30 CO3[AHME
y3HOBAeMoro o6pa3a CBOEN CTPEMMTENbHO MEHSIIOLLENCS
cTpanbl. B pabote «Bocxon unu saxop connua» (1989),
HOMMCaHHOM B MioHXxeHe, NosiBUAOCH OTCYTCTBOBABLUEE
B IPYrMX NepecTpOeyHbIX XONCTAX OLLyLLEeHNE [BOICTBEH-
HOCTM U, Boree TOro, HeCTABUABHOCTH NOANTUYECKOH
cutyaunn B Poccun. CioxxeT 3Toi scxaTonornyeckoi
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kapTuHbl npegsocxuiwaet pacnag Coserckoro Cotosa,
Yeit repb YBEHYMBAET CONHEUHbIM AMCK, 3ACTHIBLIMIA HAA
NOBEPXHOCTbIO OKEAHA TO /M B HAYASE, TO NN B KOHLE
CBOEro KpyroBoro nyTu.

B «Mepectpoiike» (1989), Hanucankoit 8 Hulo-Mopke,
Bynatos ybupaet ¢ xoncra cnoso «pesontoums» U Gurypy
[opbayeBa, B UCHE3HOBEHMM KOTOPOrO YraabIBAETCS €ro
nonutuyeckoe Byayliee M NPOBAN CBI3AHHOTO C HUM MO-
NUTUYECKOrO NPoeKTa. [PAHANO3HOCTL KAPTUHBI, CPABHUMOW
C KOHOHMYECKMM PEBOMIOLMOHHBIMM obpasamu XKaka-JTyu
Hasupa, lycrasa Kypbe n DxeHa [lenakpya, He ucueprbi-
BOETCS €€ PO3MEPOM: OHA CTAHOBKTCS TAKOBOM Brarogapst
Tprymdpy Bynatoeckoro cnocoba penpeseHTaumm, cocTo-
ALEro B NOCTPOEHMM U30BPA3UTENBHOrO NMPOCTPAHCTBA
NOCPEACTBOM CHHTE3A BU3YQsbHbIX M BEpOanbHbiX smbrem,
CMMBOJIMKM KPOCHOTO LBETA M TeXHUKE GPATMEHTALMM.
3pech, HO PpOHE OCKONOYHBIX 0BNAKOB, MOAHOE CNOBO
«MNepecTpoiKa» COBEPLLIAET B3IET U3 IEBOTO YA B MPABbINA.
Byksbl «T» 1 «P» nsobpaxeHbl B BUAE cepna u MonoTa,
KOTOpbIE B3MbIBAIOT BBEPX B ABYX MOLLHbIX pykax. [osanm-
CTBOBAB STOT ClOXeT y ckynbnTopa Bepsl Myxuto#t, bynatos
nepeBen PUTOPUKY MAEONOTMYECKOTO efMHCTBA HA A3bIK
AEKOHCTPYKLMM, CTABLUEN CUHOHUMOM NEPECTPOMKM.

* % %

[NoTpsiceHus, NpUxoAsLLME U3HYTPM... BbI3BAHBI COMWUM YenoBe-
KOM 1 MMetOT OnpeaesieHHyto ocHoBy B Hem camom. OHa Bbipa-
XAETCS He B HABMIOBEHUM <YNULbI» YEPE3 KOKOHHOE CTEKIO,
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CAaMoMy MATH no ynuue. «Buaawpe rmasa» v «cnbiwatpe ywm»

NPUBOAST HE3HAYMTENbHbIE NOTPSCEHMS K BOMbLIMM Nepexmsa-

Husim. Co BCex CTOPOH MbIOTCS FONoCa, M MUP 3BYYMT.
Bacunuit KanamHckui, «Touka 1 nMHMS HA NAOCKOCTU»

Panee s rosopuna o 6ynatosckom noptpete Becesonopa
Hekpacoea. B npouecce nstunetHen paboTsl HOA HUM
XYBOXHMK 3aKOH4YMA kapTuHy «Xusy — Buxy» (1982),
HA3BAHKME KOTOPOW — MOC/EAHSs CTPOYKA HEKPUCOBCKOTO
CTUXOTBOpPEHMS, nocesueHHoro bynatosy. B kaptuHe 3a-
neyatneH eug Ha Kpemnb M3 OKHO MOCTEPCKOM XYAOXKHMKA
B Mockse. Ecnut B couetanmnu ¢ kaptuHon «bpexnes B Kpbi-
My» nopTpeT Hekpacosa HanomuHan o «eauHcTee M Gopbbe
MPOTUBOMONIOXHOCTEN» U — B NyHLIEM CllyHde — COCTABAS
C HeW AManekTUieckuit aunTux, 1o B «Xusy — Buxy» oH 06-
pasosan metaduanyecknin colos. Tak Kak OKOHHbIA Npoem
aBnsieTcs apxeobpa3oM MOAEPHM3MA, MOXHO MOAYMATb,
uto ero agantaums B «<Xusy — Buxy» cenpetenscreyer
O CAMOYCTPOHEHMUM OT CO3AAHMUS CBOEH COBCTBEHHOM
CTpykTypbl knetku. Ha camom pene bynatos cosgan antu-
MOLEPHMUCTCKMI 0BPA3 OKHA, B KOTOPOM ErO BM3YasbHAS
ABOWMCTBEHHOCTb KOK OBBEKTA, MPO3PAYHOrO MO 3AMbICTY
M 3AMYTHEHHOTO B XOfE CO3epLAHMs, MOPOXAAET MHO-
XECTBEHHOCTb MPOYTEHMI, TeM Boree 4TO pacnaxHyToe
HACTEXb OKHO COEAMHSIETCS CO CIIOBAMM «KMBY» U KBUXYY,
dYHKUMOHUPYIOLWMMK KaK ero cTBopku. bykea «x» B cnose
«KMBY» YIMPAETCs B KPAi XONCTA, TOMAA KAK nepeas byksa
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cnoea «BuXy», Byayun TOUKOM MAK, BEPHEE, MYHKTOM
CXOAQ NepcnekTuebl, HAOBOPOT, ANENNUpPyeT K 3puTenio.
Ecnu covetanue cnoe «xmey» U «BUXY» NPUPABHMUBAET
XM3HEHHbIN OMbIT K BU3yanbHOMY, TO NOpPTpeTHbIM obpas He-
KPQCOBA MAMIOCTPUPYET HEYTO NPSIMO MPOTUBOMONOXHOE:
rnasa nosta 3akpbitel. KomneHcauus paet o cebe 3Hath
Ha BepbanbHom yposHe. Kaxetcs, 6yato okHO OTKpbITO
He Ans Toro, 4Tobbl BUAETb, A 4TOBLI KPUYATE B HETO, KAK
B pynop: «Xusy!» B npoctpaHcTtse, k koTopomy obpalueH
3TOT KPUK, HET «3HOKOBOTO 3KPAHA, COCTOSLUENO U3 MHOTO-
YUCNEHHBIX AUCKYPCOB HA TEMY BUAEHMS — TEX, YTO BPOCNM
B counanbHyto TkaHb»'%. B pesynbTate umnynbc euaeHus
oKa3aCs NOBEXAEHHBIM MMMYIbCOM CNbILIAHMS, U 3pEHMe
66110 OBPEYEHO BUAETL CIIOBA BMECTO BELLEH.

B nepebiit neprop Xu3nu 3a rpanmueii, B Hulo-Mopke
u Mapuxe, BynaTtos ¢ MHTEepecom BrASALIBANCS B MOCCOBYIO
KynbTypy 3anaga, NOHMMAs, YTO TYPUCTUYHOCTL BOCMPHS-
TMS — UMEHHO TO, YEro Hemb3si U36EeXaTb B MOMEHT OYHOM
cTaBKkM ¢ ApyriM. bonee Toro, anuctemonorus onTMyeckoro
OCBOEHMS YYXOM MK OTYYXHAEHHOM PEanbHOCTM BCerad
MHTPUIOBANA XYAOXHMKA, O YEM CBUAETENbCTBYET €ro oTBeT
Bukropy Aramosy-Tynuupity B 6ecepe 1991 ropa:

«Korga s Hanucan ceou nepsble COBETCKME KAPTHHDI,
a 370 6bio B Havane 1970-x rogoe, OHK BOCIPUHUMANUCD
NOYTH BCEMM KAK MPsSIMAsi M OAHO3HAYHAS AMONOreTMKa
cosetckol ugeonorunn. Ceityac o6 3Tom 3a6bi1M, HO TOraa
neno obcrosino uMeHHo Tak. [ostomy, korga cendac mow
HBIO-MOPKCKME KAPTHHBI BOCAPUHMMAIOTCS KOK QNOMOreTHKa



22  aMepMKAHCKOM XM3HM, B KOTOPOM 5, AENCTBUTENBHO, HUYErO

He MOHWMMAIO, 5 He OropYaloCh»'!.

MospHee bynaTtoe Hanucan elwe ofiHY «OKOHHYIO» KAPTUHY
(«OkHo», 1998). OgHako 370 6bINO yXe He MOCKOBCKOe
OKHO ¢ BMAOM Ha Kpemrnb, a OKHO ero napuxckoi ma-
ctepckoi. CTBOPKM OTKPbITEI BOBHYTPb, KK B KAPTMHE
Kacnapa Oasuaa Ppuaprxa «Bug ns okHa xypoxHuka,
HO YEM CXOACTBO MEXAY 3TUMM PABOTAMM 30KAHYMBAETCS.
B cBoeit penpesenTaummn okHa bynatos coeauHsieT wropsl
3aXMMAMM, OCTABASIS BHM3Y HeBONbLIOKH 3a30p MEXAY
HUMM NSt NPOHWUKHOBEHMs cBeTa. B nanHom cnyyae 1ot
XPeCTOMATHIHbLIN 06pa3 MCMONb3yeTCs XYAOXKHMKOM KK
Qnneropus OTYYXAEHUs OT PEAsIbHOCTU APYroro Uim «apy-
rOM» PeanbHOCTY.

Bropas Bepcus kapTtuHbel «Xusy — Buxy» Bo3Hukna
B 1999 rogy u 6bina TOYHO TAKOTO Xe pa3mepd, KaK nep-
Basi. Pasnnums mexay HUMM CBOAMNMCE B OCHOBHOM K CTUSIIO
Hanucanus B6yks M nangwadta — «bonee KOHTPACTHOMY,
6onee HANpsKeHHOMy», no crnosam camoro bynatosa.
O6e Bepcum CHOBA CNOXMIUCL B AMMTMX, OBHAKO Tenepb
5TO BO3BPALUEHUE HA KPYrM CBOS BbINIO CBA3AHO C TEM, YTO
XYBOXHUK YXe YCren yTONUTb XAKAY CTONKHOBEHM (koTo-
PYIO OH MCMbITLIBAN 30 TPAHMLEN) CO 3HOKOBBIMM SKPAHAMM
B KOX[0/ M3 CTPAH, rae oH BbiBas.

Ecnu «OkHO» npepbiBOET 3TOT LUK CTONKHOBEHMH
(uMKn couMOKynbTYpHOI M ONTUYECKOM agantauuu), To
BTOopas sepcus «XKuey — Buxy» BosobHoBnsieT KOHTPAKT
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C NpowWnbiM, KaK ecnu Bbl ee aBTOP BOCMPUHMMAN Tenepb
TO, YTO HE MOT BOCMPHMHSTL Mpexae. Bot noctynar, sokpyr
KOTOPOro packpy4YnMBaeTcs NIGHETAPHAS CUCTEMA CEPUM
«BoT», 3akoHuyeHHO! yxe B XX| Beke. B Heit pparmenTe
HEeKPOCOBCKMX CTUXOB MIABAIOT MIIM PEIOT B MPOCTPAHCTBE
KAPTHHBI, KaK Gbl BOCNAPMB HAL cBOeH BepbanbHOM npw-
pogoit. 3neck bynatos neitaeTcs 0ocBO6OAUTLES OT TUPAHMM
cnos, chOPMMPOBABLLUEN COBETCKYIO XYAOXECTBEHHYIO
MenTansHOCTh. Cepusi KOHYAETCS YEPHBIM MOHOXPOMOM, HO
yXe He C NIMHWEN, a C 6enoi reOMETPHUYECKON TOUKOM B LIEH-
Tpe xoncta — Tem, 4to ans KaHauHckoro 6bino «BbicLeH
M eOMHCTBEHHOM CBSI3bIO MOMYAHMS M cnosax». bnarogaps
3Toi paboTe XMBONUCHBLIM Anckypc bynatosa okasbisa-
eTCcs B «HYneBoW Touke nucbma», kotopyto Captp u bapr
onpegensanu kak |'écriture blanche, «6ecusetHoe nucsmo,
0CBOBOXAEHHOE OT BCEX CBA3EM C NPEAONpPEeneneHHbIM
cocrtosiHMem a3bikax. [oxoxe, yto opncces bynartosa, Ha-
yaswascs B 1966 ropy, BepHynach Ha Kpyru cBos — TyAd
Xe, rAe OHa HOYaNach, KOrAA OH NPeoaosnen cobnasH «He-
MOCPEACTBEHHOM ICHOCTU HEPUIYPATUBHOTO UCKYCCTBAY.
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Margarita Tupitsyn
Erik Bulatov: Painting as Project

Artists and art historians who commemorated the end of the
twentieth century with iconic images and ambitious publications
could only do so successfully if their creative and intellectual
endeavours had grasped the century’s broader sociocultural
issues. Erik Bulatov is one such artist. In three of his paintings,
each titled Russian XX Century, he metaphorized the political
and aesthetic conflicts that had greatly impacted him and his
generation. In the first canvas, executed in the West in 1990,
Bulatov allegorized the blood and gore of Russia’s modern age.
A small town — painted from a bird’s eye view — is dominated
by a frontal view of a church. Beyond the town, a landscape is
cut by a swirling red river that runs into a red wall at the horizon
line. On that wall Bulatov paints in white the Roman numeral XX,
alluding to the cross the Romans used to crucify the Christians.
The second Russian XX Century differs from the first in its inclu-
sion of clouds, which move across the painting’s red wall, thus
disrupting the colour’s symbolic function. In contrast, the compo-
sition of the third canvas, executed at the turn of the twenty-first
century, is considerably transformed. Although it features the
same town and church, the river has a natural colour, and the red
wall is eliminated in order to let in the sky. Now red, the numeral
XX is “flattened, geometricized, ordered.”" It looks “antinatural,
antimimetic, antireal. It is what art looks like when it turns its back
on nature.”? In other words, the numeral becomes the grid that
“states the autonomy of the realm of art.”*
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Bulatov’s farewell to the Russian twentieth century de-
marcates his aesthetic and intellectual agenda (which differed
significantly from that of his colleagues) and bears testament
to four decades of “painting as project”. Here | am referring to
the practice of working on canvas not for the sake of painterly
subjectivity, but in order to develop discursive models that chal-
lenge modernist easelism and socialist realism alike. Bulatov
accomplished this project without any institutional support, audi-
ence or crifical reaction. As a result, his oeuvre presents a unique
postwar phenomenon of autonomous aesthetic practice, illustrat-
ing what is possible when an artist does not participate in the
culture industry.

Bulatov’s unofficial career took off in 1966 with the black
and white diptych Horizontal | and Horizontal I, whose sur-
faces he split info two parts. It can be assumed that by reducing
these canvases to one single colour, Bulatov, much like earlier
producers of monochromatic work, demonstrated his frustration
with expressionism, a painterly style that a number of dissident
modernists* employed as an alternative to socialist realism. How-
ever, unlike in the case of his compatriot Aleksandr Rodchenko,
Bulatov’s pictorial reductionism did not signify the end of working
with canvas. Nor did he plan to continue to represent “nothing”
or (as his American peers Kenneth Noland and Jules Olitski were
doing at the time) concede to the canvas’ flatness. Instead, by
cutting the surfaces of his monochromes, Bulatov asserted that
“while a canvas is flat, it simultaneously encompasses space,
and thus lives a double, pulsating life.” The crystallization of
such duality was a necessary condition for the analysis of the
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co-existence of and correlation between the abstract and figura-
tive elements of representation. With that in mind, Bulatov made
several paintings for his urban series, including Holiday (1967)
and Self-Portrait (1968).

Self-Portrait features a black silhouette of a man in a top
hat, suggesting that the figure is not the average Soviet citizen.
More likely, he is a foreigner; the embodiment of alienation and
anonymity that fits the 1960s stereotype of the outsider. It is thus
logical that Bulatov, a nonconformist artist, superimposed two
of his self-portraits on this vacant face. The resulting multi-image
undermines the illusion of totality, including the total image of the
official culture industry fearful of splitting into fragments. Portray-
ing himself as a victim of fragmentation, Bulatov also addressed
his own schism between creativity and official art commissions,
such as the illustrations for children’s books that he produced
in order to survive financially. Bulatov’s urban series tackled
a psychological issue that many of his colleagues were unable
to face: the alienation of Soviet urban space. In order to define its
spatial and iconographic characteristics, Bulatov began to invent
his own grid models, revealing the grid's main rival — speech.
In the earliest example, Entrance (1972), Bulatov covers the
entire canvas with a red grid, creating the illusion of depth by
painting the word entrance in perspective twice on each side of
the canvas and inserting an arrow between each pair of words.

For many Soviet citizens the countryside was an escape
from the ideological and alienating pressures of urbanity and
from the anxieties of communal living. Thus, the landscape genre
caught Bulatov’s attention. And much like in the urban series,
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a formalist device. In Skier (1971-74), Bulatov employed the
same red grid to demarcate the internal and external borders of
the canvas. The task of the skier, separated from the viewer by
ared grid, is fo surmount, or even eradicate, the canvas’ flatness
by moving towards a distant forest, drawing with him — as the
words and arrows did in Entrance — the viewer's gaze. To further
accentuate the depth of space, Bulatov renders a second skier in
the background in the form of a barely visible dot.

In Horizon (1971-72), Bulatov adopts another relational
model between the viewer and the painting. If previously the
gaze of the viewer was obstructed by the grid, now the arfist lets
it enter the painting to join a group of men and women strolling
towards a sea shore. Such freedom, however, is illusory, for the
viewer's gaze meets yet another obstacle in the form of a red
band that extends along the horizon. Separating the sky from
the seq, the flatess of the band (decorated with two golden
stripes) counteracts the illusion of space, pulling it towards
the foreground. Oblivious of the viewer's subjection to spatial
manipulation, the strollers are united by the “common horizon
of their experience”. For Bulatov, the triumph of collective con-
sciousness signals danger. Horizon's red band is a vestige from
Malevich’s Red Cavalry (1928-32). However, if in Malevich’s
painting the horsemen passing through the horizon line allego-
rize the end of nonobijectivity, the teleology of Horizon proposes
something opposite. The artist does not want his horizon to be
perceived as a blank or deferred political statement. Instead he
insists on freeing the colour red from its customary ideological
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connotations, thus teaching us to see — rather than read — it. As
a result the viewer experiences a swing from red as a signifier to
red as a signified.

Bulatov’s model of what can be dubbed ideological
landscape was further advanced in Beware (1973), a paint-
ing that cautions against a seemingly harmless rural location.
The canvas's surface is split by a punctuated line — a device
registering its flatness; in Vasily Kandinsky's terms, the “nought”,
or the “geometrical point” of a painting that “belongs to speech
and indicates silence.” The silence is broken by the reading
of the cautionary word beware that, painted in perspective
twice, draws the viewer’s gaze into the painting’s depth. One
is tempted to compare the “visual narrativity” of socialist realism
with this red carpet of words that defines the spatial parameters
of ideological manipulation. This means that in a single paint-
ing Bulatov managed to stage an exchange of warning signals
between modernism and socialist realism and, by doing so,
installed at this crossroads (to paraphrase Malevich) the sema-
phore of postmodernism. Resistance to both canons gave birth
to Russia’s first postmodern movement — sots art. Above all, sots
art differed from other Western postmodernist paradigms in its
aftitude towards the formal and theoretical norms that were for-
mulated in the first part of the twentieth century by Western and
Soviet critics and artists alike. In countries where modernism had
gained institutional status, mass culture was often qualified as
kitsch. In the Soviet Union kitsch was the official culture, whereas
modernism was a dissident practice. In the late 1960s and early
1970s, however, these binary oppositions (both in Russia and in
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tions based on the specificity of regional contexts.

If Beware excludes people, Danger (1972-73) turns to the
theme of picnic, beloved by early French modernists. In Danger,
an overweight couple enjoys a leisurely afternoon on the bank of
a shallow river. Removed from the foreground, with the woman
sitting with her back to the spectator, the couple — unlike the
subjects of Edouard Manet's Le Déjeuner sur I’herbe — does
not seem to care about the viewer's gaze. Also, in contrast to
Manet's painting, Danger's depth is marked not by the clas-
sical nymph, but by the banality of two cows pasturing in the
background. If in Le Déjeuner sur I’herbe the combination of
clothed men and a naked woman looking straight into the eye
of the spectator sends “a jolt through the picture”,® in Bulatov's
canvas a similar shockwave is generated by the word “danger”
stencilled in red on each side of the square canvas. This allows
Bulatov (as it did Manet with his painting, scandalous for his
time) to turn landscape painting into a weapon of negation,
targeting the hegemony of mainstream culture in both official
and unofficial circles.

People in the Countryside (1976) transports the couple
from Danger to the artificial space of a geometric box that ob-
scures a landscape behind it. Words are not used here and the
palette is limited to a bureaucratic-communal range of greens
and browns. The resulting space is similar to the Bauhaus’ and
De Stijl’s coloured interiors that applied principles of abstract
painting in actual space. This conversion was radicalized by the
concept of “spatial reversibility”, demonstrated in El Lissitzky's
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Abstract Cabinet and Gustav Klutsis’ Dynamic City, which
depicted the human figure upside down, ignoring the laws of
gravity. In this respect, People in the Countryside is antimodern,
for it establishes the parameters of top and bottom by firmly
rendering the two figures on the ground. There is also a logical
step from the artificial space of People in the Countryside to
actual space. Indeed, this shift also preoccupied Bulatov in the
1960s, when he considered painting the lobby of a cinema
in black and white, creating the same box-like feeling as in
People in the Countryside. In pursuit of the imperative definition
of spatial parameters, Bulatov then planned to stencil the word
bottom in white on the black floor, and the word top, in black
on the white ceiling.®

The lack of access to public space, along with the defi-
ciency of viewers, propelled Bulatov’s feverish search for ways
of representing that space discursively (in non-socialist realist,
non-narrative way) within the canonized constraints of paint-
ing. Each time, language (verbal eidos) came to Bulatov’s
rescue and helped him to resolve the dilemma. Language thus
became partially responsible for Bulatov’s choice to avoid
representing official imagery (Soviet visual eidos) directly in his
art. During that time Bulatov relied on the semantics of the word
“entrance”, which in combination with “no entry” mapped the
zones of psychological ambiguity in unavoidable encounters
with a socialist city. In those cases, the artist acknowledged the
Soviet facade on the level of performative language; a method
that would prove to be successful if the historical context to
which Bulatov’s paintings refer remained decipherable to
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compelled Bulatov to archeologize and document its primary
symbols so that in the future they could act as historical memory,
in turn making it possible to understand his more conceptual
paintings.

In Welcome (1974), for example, Bulatov decided to
represent a fragment of reality in which the zone of psychologi-
cal ambiguity, engulfing such paintings as Enfrance — No Entry
(1974-75), disappears. Bulatov superimposes the word wel-
come over a broad view of the entrance to Moscow's historical
exhibition centre, the VDNKh, which includes the Peoples’ Friend-
ship fountain. The latter consists of wheat and sunflower stalks
surrounded by gilded female statues that represent the Soviet
republics. Here Bulatov’s warning signals are turned off and the
image of ideological pathos takes over, all for the sake of being
able to overcome “the disavowal of historical frauma.”” A similar
process occurs in Krasikov Street (1976), with its huge billboard
portraying an ambling Lenin, and in Soviet Cosmos (1977),
which features a portrait of Brezhnev decorated with the national
emblem of the Soviet Union and the Soviet republics’ flags, a de-
sign adopted from the cover of the magazine Ogonyok.

As Bulatov rendered images associated with the concept
of entrance, he simultaneously conceived compositions that
symbolized an exit from those official spaces. These backups
materialized in the form of portraits of people Bulatov was either
close to personally or felt some aesthetic affinity with, such as
the experimental poet Vsevolod Nekrasov. Another favourite
metaphor for exiting oppressive spaces is proposed in | Am Go-
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ing (1975), in which this determined message is painted over
a fragment of the blue sky. The result is characteristic of Bulatov's
creative autonomy and freedom from spatial norms, especially
when they metaphorize social limitations.

However, drawing a clear line between the ontic and the
ontological did not always satisfy Bulatov, and in those instances
he felt it necessary to conceptualize their convergence in a single
painting, or in two different paintings that later qualified as a pair.
In Glory to the CPSU (1975), Bulatov used the main Soviet
slogan for building a red grid over a fragment of the bright blue
sky, barricading (safeguarding) his “private entrance” into the
heaven that he imagined in | Am Going. One can only speculate
as to whether the artist succeeded in transgressing that barrier.
If not, did he experience a masochistic plaisir from that Soviet
eidos, despised by his circle of friends?

In Brezhnev in the Crimea (1981-85), once again Bulatov
sacrifices a positively charged colouristic aura for something
a priori negative. In this case, it is a portrait of Brezhnev (the
chief engineer and guardian of Soviet stagnation) painted in lofty
transparent fones similar to those seen in the above-mentioned
portrait of the progressive poet Nekrasov. This odd pair of pic-
tures (worked on concurrently and for several years) became
Bulatov's laboratory for testing how the perception of positive
and negative (depending on the context) iconography could
be manipulated by the symbolic function of colour; and how
the hand of a painter could resuscitate the auratic qualities of an
official portrait (in this case Brezhnev's) that had been endlessly
subjected to “mechanical reproduction”.
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With perestroika in full gear, Bulatov wanted to revive the
initiative of those artists who had worked during the revolution-
ary eras in France and Russia; he believed in “the emancipatory
role art could play with respect fo society at large.”® After several
decades of testing painting for authenticity and doubting Soviet
reality, Bulatov decided to commit himself to creating iconic im-
ages for a new epoch. He accomplished this goal almost single-
handedly. In Unanimous (1987), Bulatov tackled the language
of collective affirmation, taking Soviet voting practices as a key
mechanism of ideological manipulation. He condemned that
corrupt apparatus by appropriating a scene of unanimity from
a newspaper and caging it inside a red grid of letters spelling
three times the word unanimous. In Revolution — Perestroika
(1988), Bulatov presented Lenin in the form of an iconic social-
ist realist sculpture, a symbol of a vanishing epoch. By contrast,
in the same painting, Gorbachev is animated; his movement
towards the edge of the canvas conveys his status as an active
politician.

Unlike the avant-gardists, who were not only ready to cre-
ate a visual language for the Bolshevik epoch, but also to build
a new institutional network, Bulatov’s generation of unofficial
artists saw their institutional future in the West. On the one hand,
they were in demand abroad (at least during perestroika); on the
other hand, after years of being alienated from Soviet institutions,
Bulatov and his contemporaries were unprepared for reforming
them. Yet even after moving abroad, Bulatov felt responsible for
shaping the image of his rapidly changing country. In Sunrise or
Sunset (1989), painted in Munich, he expressed a duality and
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ambiguity — absent in his earlier perestroika canvases — with re-
gard to the stability of Russia’s political environment. The compo-
sition of this eschatological picture anticipates the disintegration
of the Soviet empire whose national emblem encases a vanishing
sun disk. Together they sit frozen on the surface of an ocean —
either at the beginning or end of the sun’s cycle.

Perestroika (1989), painted in New York, forecasts Gor-
bachev's political demise as well as the general failure of his
campaign, for he, like the word revolution (present in Revolu-
tion — Perestroika), is removed. The grandeur of this painting,
comparable with the iconic works of Jacque David, Gustave
Courbet and Eugéne Delacroix, is not only due fo its scale, but
is also the result of the triumph of Bulatov's representational de-
vices, such as the amalgamation of the visual and the verbal, the
symbolic power of the colour red and the use of fragmentation.
Here, against the background of a red fragment of the sky, the
buzzword perestroika stretches from the lower left to the upper
right corner. The Cyrillic letters “T” and “P” take the shape of
a hammer and sickle and are elevated by two mighty hands in
the top centre of the canvas. Appropriating a fragment from Vera
Mukhina’s emblematic sculpture, The Worker and the Collective
Farm Woman (where the figures hold a hammer and a sickle),
Bulatov transformed this 1930s emblem of socialist unity into
a perestroika flag.

* * *

The disturbances that come from within [...] are occasioned
by man himself and find within him a fertile field. This field is
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“window-pane,” which is hard, firm, but easily broken; but
rather, the capacity of betaking oneself into the street. The
open eye and the open ear transform the slightest disturbance
into profound experience. Voices are heard on every side. The
world resounds.

Vasily Kandinsky, Point and Line to Plane, 1926

Earlier | mentioned Bulatov’s portrait of the poet Nekrasov.
While working on it for nearly five years, he also finished
the painting I Live — | See (1982). The title comes from the
last line of Nekrasov's poem dedicated to Bulatov. | Live —
| See depicts a view of the Kremlin as seen from a window
of Bulatov’'s Moscow studio. If Brezhnev in the Crimea and
Nekrasov’s portrait present an oppositional pair, some kind of
dialectical diptych, I Live — I See forms a metaphysical unity with
Nekrasov's portrait.

Since a window is the source image for the modernist
grid, one might think that by painting it Bulatov refrains from
conceptualizing yet another grid structure. However, as always,
he transforms this modernist emblem into an antimodernist
one. Here, the visual ambiguity of @ window — an object that
is simultaneously transparent and opaque — is manifested by
a wide-open window with the words | live and | see serving as
its panes and taking charge of the painting’s semantics. The first
letter of live is closer to the canvas’ edge, whereas the first letter
of see, a vanishing point, appeals to the viewer. If the combina-
tion of the words | live and | see equalizes existential and optical
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experience, Nekrasov's portrait illustrates something entirely
different, for the poet’s eyes are closed. The recompense oc-
curs on a verbal level: the window, it seems, is open not to see
from but to scream out of it, “I livel”. In the space (Soviet space)
into which this scream emanates, there is no “screen of signs,
a screen consisting of all multiple discourses on vision built into
the social arena.”? As a result, “the impulse to see” is trumped
by the “impulse to hear”, and vision is destined to “see words
instead of objects.”

During his first years in New York and Paris, Bulatov
observed Western mass culture with fascination, while
simultaneously acknowledging that a superficial reading
of the West was inevitable. The epistemology of the optical
assimilation of alien or alienated reality was always
a fascinating topic for Bulatov. This is revealed in his 1991
conversation with Victor Tupitsyn:

When | did my first “Soviet” paintings — that was in the
early 1970s — they were perceived by nearly everyone as
a straightforward, simple apology for Soviet ideology. Now this
is forgotten, but that's exactly the way it was then. That is why,
when my New York paintings today are seen as an apology for
this New York life, of which, incidentally, | really do know very
little, this does not upset me. Nor am | distressed by accusations
of looking at New York with the superficial eyes of a tourist
delighted by the outer magnificence of the city that understands
nothing of its problems, and is in a rush to express his or her naive
enthusiasm. Indeed, | work with the philistinism of consciousness
in a variety of manifestations, and the philistinism of the tourist is
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which | am now dealing.'°

In 1998, Bulatov painted another window composition. Yet
it was no longer the Russian window overlooking the Kremlin, but
a window in his Paris studio. Similar to Caspar David Friedrich’s
View From the Artist’s Studio, in Bulatov's Window, the glass
panes are pulled in instead of out. However, the similarity ends
there. Bulatov secures two curtains with clips, leaving a small gap
at the bottom of his Paris window in order to let in a stream of
natural light. The classical image of the window is used here as
an allegory of alienation from the reality of “the Other” or from
“the other” reality. The second version of | Live — | See (1999)
followed Window and was painted exactly the same size as the
first one. They differed, in Bulatov's words, in a “more contrast-
ing and more anxious” landscape. The two versions once again
formed a diptych, marking the end of Bulatov's need (triggered
by living abroad) to confront the “screens of signs” that he
encountered in every foreign country he visited. If Window inter-
rupts Bulatov's cycle of cultural clashes (a cycle of sociocultural
and optical adaptations), the second version of | Live — | See
renews his contract with the past, as if the artist has learned to
perceive what he could not perceive before. This is the postulate
on which Bulatov based the series That's It, its twelve canvases
completed at the beginning of the twenty-first century. Based
on the pictorial rendition of Nekrasov's poetic expressions, it is
as much a perspectival rush or words, illustrative of the triumph
of the visual over the verbal, as it is a revolt against the tyranny
of words under which Bulatov's oeuvre has been created. The
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series That's It concludes with a black monochrome, only now in-
stead of a line at the centre there is a white dot — the “geometric
point” that for Kandisnky signified “the ultimate and most singular
combination of silence and speech.”'" With this picture Bulatov’s
painterly discourse attained the “writing degree zero” point
that Sartre and Barthes had described as ['écriture blanche or
“a colourless writing, freed from all bondage to a pre-ordained
state of language”. Chances are that Bulatov has arrived at the
point where he started in 1966: he has overcome the seductive
power of “the unmediated clarity of non-representational art.” 1

1 Rosalind E.Krauss, “Grids”, in The Originality of the Avant-Garde and Other
Modernist Myths, Cambridge, MA: The MIT Press, 1985, 9.

2 lbid.
3 Ibid.
4 |introduced the term to identify those Soviet artists who, since the 1950s, refused to

work in the style of socialist realism. See “Avant-Garde and Kitsch”, in Margarita Tupitsyn,
Margins of Soviet Art: Socialist Realism to the Present, Milan: Giancarlo Politi Editore,
1989, 23-57.

5 Paul Wood, «Introduction: The Avant-Garde and Modernism» in Paul Wood (ed.), The Challenge
of the Avant-Garde, London: Yale University Press, 1999, 15.

6 This installation was realized in the exhibition Malevich and Film, curated by Margarita
Tupitsyn, Fundacdo Centro Cultural de Belém, Lisbon, 17 May-18 August 2002.

7 Benjamin H.D. Buchloh, Neo-Avantgarde and Culture Industry: Essays on European
and American Art from 1955 to 1975, Cambridge, MA: The MIT Press, 2000, 260.
Buchloh uses this expression in his discussion of the European neo-avant-garde, which,
according to him, prohibited “historical memory as much as discursive memory [...] in order
to position and expose the new type of autonomous visuality.” Ibid, 262.

8 The Challenge of the Avant-Garde, 24.

9 Norman Bryson, “The Gaze in the Expanded Field,” in Hal Foster (ed.), Vision and
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New York: Da Capo Press, 1994, 538.
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