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MPUBETCTBEHHOE CJIOBO
YPE3BbIYAMHOIO W
NOJIHOMOYHOI O NOCIA
POCCUU

B BEIMKOBPUTAHNN

bopuc lNaHKuH

C Pyponbthom XayaTpsHOM S Briepebie BCTPETUNCH B
1992 rogy B JloHAoOHE, Ha XYy40XXECTBEHHOW BbICTaBKe.
YBblI, He ero. Bnpodem, noyemy yBbl? Takyro CKPOMHYIO MO
06bemMy 3KCNO3ULMIO OH MOT 34eCk UMeTb U He ogHy. Ho ot
NPeANOXeHWA Ha 3TOT CHET OH YNPAMO OTKasbiBancs. [Ana
HacTosALWeR, BonbLLoK, BCeobbemnioleil BLICTABKU Bpemsi
Toraa ewe He npuwno. OH XXMBET U TBOPUT CNOBHO
Bnepeau ero 100-neTre. N aTo AeUCTBUTENBHO Tak, ecnu
UMeTb B BUY ero TBOPYecTso.

MHe Bcerga kKasanoch, YTO MHOXECTBO periurui Ha
3emne He onpoBepXxeHue, a HaobopoT, NOATBEPKAEHNE
HECOMHEHHOro d)akTa cyLUecTBOBaHUS CUIbI, KOTopas
npeebilwe Becero. Penurua xe - aTo runotesa HapogoB w
3THOCOB OTHOCUTENbHO 3TON Bbiclwein cunbl. COGCTBEHHO,
BCA UCTOPUSA AYXOBHOW U MaTepuanbHOW KynbTypbl
Yenoee4ecTea - BCEro Nyl NPOM3BOAHAA OT HEOL0NUMON
noTpebHOCTK pasragatb TanHy. B moem npegcrasneHuu,
TakoBa e npupoaa uckyccrea XadatpsHa. Tonsbko
npeAmMeT U HanpasneHue ero rnoucka - 4enoBek W
4enoBe4ecTBo, YTO B KOHEYHOM CYeTe NPUBOAUT ero K
BEYHbIM UCTOKam ObiTuaA. LLUnpoTa guwanasoHa - OT
asaHrapauama 60-Xx K YTOHYEHHOMY peanuamy
04yXOTBOPEHHOW (hurypaTMBHOCTW W CHOBA - B Li@pCTBO
noucka. CMeHa 3TanoB U NepuooB - He NOUCK CBOEi
MaHepbl, a Nnib BUTKW Cnupann, no KOTOpOI:‘I OH
B30MpaeTcs K BepLUMHam nosHaHvusa mupa n camoro cebs.

Korpaa s 661 y Hero B gome, 6ykBankHO 3acTaBNeHHOM
NONOTHaMKU - TONMLKO 3a TPWU HEMOMHbIX NOHOOHCKUX roga
M CcO30aHbl COTHM paboT, - y MeHs ObINO OLUYLeHWe, HTO
TallHa pasrajaHa U pasrajka 3ataunach B 3TOM COHME
nonoTeH. Ho s He Mor B 3TOM BOOYMIO yOeauTeCs, noTomy
YTO MOBEPHYTb NULIOM K NMOCETUTENAM O4HOBPEMEHHO
MOXHO BbINO TONLKO HECKONbKO KapTuH. Tenepb C
OTKpbiTUeM BbicTaBku B Mockee, KOTOpyO mactep Tak
oXMaan, nosemnacb BO3MOXXHOCTb YBUAETb BCE UNW NOYTA
BCe cpasy. H npeaBkywaw aheKT U NPpUBETCTBYIO BCEX
YYACTHUKOB 3TOr0 COBbITUS.

INTRODUCTORY WORDS
OF HIS EXCELLENCY,
THE AMBASSADOR

OF RUSSIA

TO GREAT BRITAIN

Boris Pankin

| first met Rudolf Khatchatrian in 1992 at an arts exhi-
bition in London. It was not his show. He could have had
several shows like that, though, had he not been continu-
ously declining “small-scale” proposals. As for a large and
really representative exhibition, the artist thought it was too
early. He lives and works as if looking forward to his hun-
dredth anniversary. And when it does come, the works will
be there to celebrate their Maker.

I've always sensed that the versatility of religious belief
on Earth does not deny the existence of the universal high-
est Power. On the contrary, the versatility is another proof
to it, different religions being the hypotheses of different
nations. The entire spiritual and economic history of
mankind has sprung from the peremptory and insatiable
need to unravel the basic mystery. In my oppinion,
Kchatchatrian's art is of the same origin. And though the
object and aim of his quest have been humanity and
human beings, transcending them, he arrives at the well of
life itself. What a span - from the avantgarde of the sixties
to the refined soulful realism, and then - to the pursuit of his
own “formula”. Changes of stage and period have by no
means been the search for a personal manner - but differ-
ent curves of his spiral way to the heights of knowledge.
Knowledge of life and himself.

When | was at his place - it is literally stuffed with can-
vases (only his London works comprise several hundred
pieces) - my impression was that the mystery of life has
been unravelled and the paintings know the final answer.
But | couldn’t quite make sure, for in the studio one couldn’t
see more than two or three pictures at a time. Now with
this long awaited exhibition we can see everything or
nearly everything together. | anticipate the effect and
congratulate all the participats.



BPEMA PACLIBETA
PYOOJIb®A XAHATPAHA

AmuTtpun CapabbsHos

C 1890 roga go HepaeHux nop Pygonbd Xadatpad
Xun wn pabotan B JloHgoHe. JIOHAOHCKMIA NEPUO, Xy[0XK-
HUK Ha3blBaeT CBOel “60NnauHCKOI oceHbio”. He Byaem no-
fAospesaTh Xa4aTpaHa B HECKOPOMHOCTW: peyb UAET He O
TOM, YTO OH Harnucasn KapTuHbl, PABHOLIEHHBIE “ManeHbKnm
Tparegusm®. [leno B ToM, YTO 3a ABa C NONOBUHOA roga oH
co3fan HeCKONMbKO COT Mpou3BegeHnid. 3ambICnbl NpUxo-
AV K HEMY HEOXKWAAHHO W MrHOBeHHO. OH paboTan 3ano-
€M, NpeBo3Moras ycTanocTb, a 3ateM U 6onesHb, 3acTae-
LYK €ro BpPacnmox 1 3acTaBMBLUYIO HA BPeMA NOKWHYTL
MacTepckyto.

B aton 3ameTke g Byay roBOpuUTh npexpae Bcero o
NOHAOHCKUX paboTax, 3HaMEeHYIOWWUX BbICLIYIO TOYKY B
pasBUTUKM XyA0XKHWKa, W He CTas/ilo nepen coboin sagady
[AaTb XxapakTepucTUKy BCEeMy ero TBOpHecTBy, onucaTb OT-
[enbHble ero atanbl. 3amedy Nulb, Y4TO pasHuLa mMexay
paHHUM Xa4aTpsHOM W 3penbiM Benuka. Kasanochk 6bl,
TPYAHO BbINO NpeAcTaBuTb, YTO TOHKWIA CTUITUCT, B COBEP-
LIeHCTBEe BNaferoluUi NMHen n co3gatoli “o4eHb Noxo-
XUE" 1 cnerka npuykpalleHHble NopTpeThl B “peHeccaHc-
HOM cTune", BAPYyr cTaHeT cBepxpearnbHbiM, 3HEPrUYHbLIM
n3obpeTtartenem HoBbIX (hOPM, TBOPLIOM COBPEMEHHbIX MU-
donorem n pa3sepHeT CBOW TanaHT B CTOMb HEOXWAaH-
HOM HanpaeneHun. Mexxay Tem ecTb TOYKWU CONPUKOCHOBE-
HWA MeXy Ha4anoM u apenocteto. Cam Xa4aTpaH cuuTa-
€T, 4YTO paHHee TBOPYEeCTBO He npowno gapom. OH oBna-
Aen dhopmoid, No3Han ee BO3MOXHOCTW, CTan nocneaoea-
TeNbHbIM CTOPOHHWKOM MO3WTUBHbLIX XYA0XKECTBEeHHbIX
LieHHOCTei, 4YTO B JanbHenwem ybeperno ero ot npumara
naeu Unu ake KoHLenLum Haa nnacTuko.

XauaTpsiH norpy»eH B 0co0blin MUP, CO3AaHHbIA ero
chaHTasmeir. B 3ToM Mupe XUBYT yaMBUTENbHbBIE CYLLECT-
Ba. OHWM He NPOCTO pesynbTaT BOOBPaXKEHUS, HO U NNo4
npucTanbHoro HabniogeHus Haj peanbHOCTbIO, KoTopas
kak 6bl nepe rnasamv Xy40oXKH1Ka NpuyMHOXKaeT CBOW Ka-
YecTBa, paspacTaeTcs, KOHLUEeHTPUpYeTCcs B CBOEW aHep-
rn. 3TON NPUPOAHOI CUNOIA NUTaeTca XyaoxHuk. OBna-
[leBasi peanbHoCTbIO, OH B YeM-TO NOAYMHAETCH eil, BOc-
MPWHUMAS 1 BOCNIPOU3BOAS €€ PUTMbI, NOBUHYACH 3aKOHaM

RUDOLF KHATCHATRIAN
IN HIS PRIME

Dmitry Sarabianov

From 1990 until just recently Rudolf Khatchatrian
was living and working in London. The artist calls the
London period his “Boldino autumn”. Let's not think
him immodest: he doesn’t imply that in those two years
he created pictures rivalling the Pushkin “short
tragedies”. What he means is that in two and a half
years he drew several hundred pictures. Images -
unexpected and immediate - swarmed at him. He
worked like mad overcoming fatigue and later the ill-
ness that caught him off guard and forced him out of
the studio for a while.

In this brief outline | have no intention of covering
all of Khatchatrian's work or dwelling upon particular
stages of his artistic development - | will only speak of
the London period which was the pinnacle of his cre-
ative life. | must mention, though, that the difference
between “early” and “late” Khatchatrian is drastic. A
renowned master of minute stylization with his superb
feel of the line, he was drawing “very accurate” and
somewhat flattering “Renaissance style” portraits. Who
could imagine that he would become the super-realis-
tic and intense inventor of new forms, the contempo-
rary myth-maker. It was hardly possible to predict that
his talent would develop like this. Still, there are com-
mon points between the early period and maturity.
Khatchatrian himself thinks that his early efforts taught
him many things - he mastered the form, learned its
possibilities and became an adept of the positive artis-
tic values. All this made him invulnerable to the domi-
nance of ideas or concepts over form.

Khatchatrian belongs to the world of his own
fancy. Curious creatures live there. Not only are they
whims of imagination, but also results of close obser-
vation of real life, which protracts, accumulates energy,
develops itself. The artist himself feeds on this natural
power. Mastering reality, he gives in to it at the same
time, he responds to its rhythm, follows the imperious
laws of its growth.

Any true myth believes itself, and so does



pOCTa, TOPXKECTBYHOLWUM B NPUpoe.

Kak un BCAKUA MU, UCMONHEHHBLIA YBEPEHHOCTU B
NOAMMHHOCTK CBOEW peanbHoCTh, Mud) XadarpsHa sacrae-
NAET BEPUTL B UCTUHHOCTL CBOEro Mupa. PaHTacTuyeckue
0b6pa3bl Bbi3bIBAKOT AOBEpUe Npexjie BCcero notomy, 4To
XYAOXKHUK poXAaeT cBou Mudbbl B nnactuyeckom obnm-
uuKn, a He unnlcTpupyeT ux. Pyka, rnas u ym AeicTsytoT
OAHOBPEMEHHO, co3aasasn obpasbi-ChopmMynbl, a nocnea-
HWEe camu nogeepraloTcs meTamopcposam, oTAalTCa CTu-
XWHBIM cunam, npeocbpaxatotca. Cam npuHUmMn paboThbl
cepuamMin, KOTOpPbIA NpakTUKyeT XadaTpsH, cnoco6eTeyeT
TakoMy TBOPHYECKOMY MeToay. XyAOKHUK NOBUHYETCH CTU-
XU, UCNOABONb YyNpaensas eto, (PUKCUpyeT BCe HOBble U
HOBbIE BapuaHTbl (hOpMyn, pOXAEHHbIE ATOW CTUXWER, A0-
BOAS WAEK A0 NOrMYecKoro saseplueHns. PauuoHansHoe
W VHTYUTUBHOE OPraHnyHO B3auUMOAEWCTBYIOT B 3TOW CU-
CTEeME MbILLINEHUS.

dopmMynbl, 0 KOTOPbIX MAET peyb, CBA3aHbl C Yenose-
yeckoi churypon, npuobpeTaioleil caMble HeoXuaaHHble
moaudhukaumn. 13 TpaguumMoHHOro MoTUBa MaTepm ¢ pe-
6eHKOM BbipacTaeT thurypa cocToAlan U3 CPocLUMXcs Ten
- 6onblworo 1 Manoro. MiHorga v pasHosenukue opmbl Be-
AyT “ABOIHOE cyulecTBoBaHue". Y uryp paspacraioTcs
ronoBbl, NPEeBpaLasch B OrPOMHbIE MAcku, B KOTOPbIX
CNOBHO 3aKpennieHa NnaMsATb O POXAEHUN XKUBOTO U3 HEXK-
BOW npupoabl - u3 Martepu-3emnu. ByTo 3emna ¢ He3ana-
MATHbIX BpemeH oTgenuna ot cebq 3Tu cyllecTsa, Hecy-
wye Ha cebe neyartb APEBHUX 3MOX, ELie He 3HaBLUKMX OT-
cyeTa BpemeHu. Mexay Tem OHW BO BCE CBOEi [oCTOBep-
HOCTU NpebbIBalOT Nepes Hamu, CMOBHO COEAUHAS Lenbio
NpOoLLNoe 1 HacTosLee.

Korga, ymHOXasch, thurypbl CO34aI0T CKOMMEHNA - He-
KWe MypaselHWKM (Kak BbIpasunca ogHaxkibl cam XyOox-
HUK), OHW BHOBb CMBAIOTCA ¢ 3emnen, obpasys nopobus
ckan unu newep. OTBepcTUs B Tenax (Npuem, KOTopbiM
nonek3oBanucb Benukue Myp u Apn) ycyrybnsiot aTo Brie-
yaTtneHve. OHKM He TOMbKO BKMIOHAIOT B hopmy NpocTpaH-
CTBO, HO COEAMHSAIOT BHYTPEHHUMK Xodamu 3Ty chopmy C
HeBEAOMOW Ham NMOA3EMHOM KUSHBIO.

daHTacTuyecknini Mup XavatpaHa yHusepcaneH. OH
obpalleH B npownoe, Hactosuee 1 Gyayllee U BMecTe C
Tem pacnonaraeTcs Kak 6bl “Hag BpemeHem”. OH KOpeHWT-
csi B rnybuHax 3emnu u 04HOBPEMEHHO OTKPLIT BeeobLLemy
npocTpaHcTBy. OH He ckoBaH ObITOBbIM UamepeHuem. OH
Mor Bbl NOKAa3aTbCA HagyMaHHbIM WU NOTOMY HENpPOYHbIM,
ecnu bl HE OpraHM4eckas NpUPOLAHOCTb U CWUNA, BNOXEH-
Haa B Hero mactepom. Emy cooblueHa aHeprus, KOTopoit BO
MHOrOM onpegensieTcs Aap XadarpsaHa. Ero TanaHt mMox-
HO HaaBaTb aHepreTudeckum. Co BpemeH ®unoHosa cTano
WCTUHOW NPOCTOE ypaBHEHWE: BNOXKEHHANA B NPOU3BeAeHNe
3Heprus paeHa cune 06paTHOro BO34encTBUA 3TOro NPou3-
BefeHus. PUNoHOB “3apspkan” cBoM KapTuHbl MeANEeHHbIM
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Khatchatrian’s myth: his world makes us believe it is
real. The artist does not provide us with illustrations to
it - he generates his myth in plastic images, and this
makes his phantasms unquestionably real. Eye, hand
and brain do it at once - and the images or formulae
they create give in to their own force, get transformed
and transfigured by their inherent power.
Khatchatrian's practice of making “series” accords well
with his creative method. The artist both submits to
elemental powers and keeps control over them, he
captures emerging formulae, and helps them develop
unto their final forms. Rational and intuitive are min-
gled together in a creative act.

The formulae | speak of stem from the human
form, unexpectedly modified. The traditional mother
and child motive transforms into a knitted figure com-
prising “the big" and “the small”". Sometimes even-
sized bodies lead “double existence”. Heads grow into
huge masks, which seem to incarnate the memory of
dead nature springing to life. Those pre-historic crea-
tures, as yet ignorant of time, seem to be thrust out of
the Earth itself. But there they are - true and real -
binding together the past and present.

When bodies multiply and make kinds of ant-hills
(the artist himself once called them this), they fall back
to earth again, forming rocks and caves. Hollows in the
bodies (the device, used by Henry Moor and Hans Arp)
strengthen this impression. Not only do they let space
into the forms. Cavelike, they also seem to connect
those forms to the inscrutable underground world.

Khatchatrian's phantasmic world is univeral. It
refers to the past, present and future, but it also
remains “above time”. Its roots go deep down but it is
open to the whole world. It is not fettered by the every-
day and obvious. It could have appeared wishfully
invented and therefore frail, were it not for the natural
power and intensity that the master had put into it. It is
charged with the same organic energy that largely
accounts for Khatchatrian’s gift. His talent could be
called energetic. A simple equation has become valid
since Filonov: the impact of a work is equal to the
energy put into it. Filonov achieved it through slow
painstaking work, spending years on one canvas.
Khatchatrian's energy bursts out furiously, at amaizing
speed. And because of this dash from the original
impulse to the finished work, the charge doubles.

A distinctive quality of Khatchatrian's talent is his
tremendous inventiveness. He uses different tech-
niques and different media. His reliefs, made of sever-
al layers of cardboard, with their complex interplay of
line, shade and size are wonderfully harmonious. In
these works the artist seems to set aside the mystery,



KPOMOT/MBLIM TPYAOM, 3anofHARA XONCT OT Kpas 1 4o kpas
W TpaTs Ha 3TOT TPYA rogbl. Xa4aTpsH CBOW “3apas” Bbl-
cTpenueaeT ¢ nopasuTensHon beicTpoTon. OH genaeT aTo
APOCTHO. A cuna, BnoxeHHas B obpas, yasavBaeTcs B pe-
3ynbTarte CToMb CTPEMUTENBHOro NyTU OT NEPBOro UMNYSb-
ca K 3aKOH4YeHHou paboTe.

K cBoeobpasHbiM KadecTBam TanaHta XadatpsaHa oT-
HOCWTCS ero nopasutenbHas n3obpetartenbHocTb. OH pa-
6oTaeT B pasHbIX TEXHWKAX, C pa3HOOGpasHbIMKM MaTepua-
namu. YauBuTenbHO rapMOHWUYHBI €ro penbedbl, caenaH-
Hble U3 HECKOMbKWX CNOEB KapToHa, HanoXXeHHbIX Apyr Ha
Apyra 1 co3garoLmx CRNOXHYI UIpy NUHWIA, TeHel, obbe-
MoB. B aTux paborax mactep cnoBHo oTbpachiBaeT npoyb
3araf04HOCTb U TaWHCTBEHHOCTb MUDONOTM3MPOBAHHBIX
0bpa3oB U nNpeacTaeT nepes Hamu Kak YWCTBIA MNacTUK,
TBOPALWMIA CBOEOOPasHy0 My3blky hopmM. U MOXeT 6biTb
3TO “BTOPOE NMLID" XyA0XHUKA CNoCOBHO COPEeBHOBATLCA C
nepebIM.

MpuBbi4HOMY 06Ky XadaTtpsaHa C ero npev3bbiTKom
hopmM, CNOBHO BbINWBAOWMXCA HABCTPEYY HaM W3 pora
n306UNnsA, B U3BECTHOW Mepe NPOTUBOCTOUT WU30bpeTeH-
Haa UM rpadunyeckan maHepa, 0603HaYEHHaA KaK “MiHU-
mManuam®. JIuHWKM, BblHepYEeHHbIe HA KapToHe, 3aBepLueH-
Hble HaBepxy Kpy>XKamu, a BHU3Y 3arHyTbIMK OKOHYaHWA-
MU, MOTYT ObITb BOCMPUHATBI, KAK CXeMaTu3npoBaHHble
churypbl. Ho BOBCE He 06513aTeNbHO BUAETL B HUX 3TO (hu-
rypatusHoe nipowroe. JluHum camoueHHbl. Kaxxgas umeer
CBOW MyTb, & NepeceyeHns NyTen NonHbI CMbiCHa.

B JloHgoHe paclumpuncs Kpyr uckasui Xa4atpada. OH
OTKPbLIN 4ns ceba HOBbIe NNacTUYecKue BO3MOXHOCTH, 0b-
pen TBOp4ecKyto cBobody, 3aBoeBan NpaBo COpPeBHOBAaTb-
CA C eBPONencKUMK Knaccukamu. Ha4ae ceoit nyTe B Epe-
BaHe, NPOAOo/MKMB ero B Mockse, macTep BOCMonbL3oBancs
NPaBoM COMocTaBUTb CBOW COBCTBEHHbIA Aap W ONbIT elye
C OZHO BEMWKOIA KynbTypoi. Ho Npu BCeM CBOEM YCTpem-
neHun K ToMy, 4Tobbl BbITh “HyenosekoM Mupa‘, OH ocTancs
apMAHCKUM XyJOXHUKOM. Benvkue cocegy He nomeluanm
pa3BUTb CBOW HaLUMOHanbHbIK TanaHT. Tem 6onee, 4To Tpa-
AUUUM apMAHCKON KyNbTypbl KOPEHATCHA B TOW camoi
CBEPXMCTOPUHECKON OPEeBHOCTW, KOTOPYIO Tak rny6oko cy-
Men NoYyBCTBOBaTb Xa4aTpsaH. BHe 3TUX HaumMoHanbHbIX
KOPHe BPSA /M MOXXHO MOHATL ero TBOPHEeCTBO.

the enigma of his mythologized images and step to the
foreground as the master of plastic par excellence,
composing form as music. These reliefs might even
stand comparison with his major works.

Overabundant forms that we are used to see in
Khatchatrian's work - as if pouring out at the spectator
from some Horn of Plenty - are balanced by the “mini-
malist” technique that he himself invented. Drawn on
cardboard, those lines with pin-heads on top and small
hooks at the bottom can be viewed as schematic fig-
ures. But their figurative past is not domineering. The
lines are self-sufficient. Each follows its own track and
the crossings are full of meaning.

In London the scope of Khatchatrian's artistic
quest has expanded. He has arrived at new plastic
possibilities, has found more creative freedom and has
proved his right to compete with European classics.
Khatchatrian started his artistic career in Erevan, con-
tinued it in Moscow and challenged his own talent and
experience again - bringing it to comparison with yet
another great culture. But for all his wish to be a “man
of the world”, he has remained an Armenian artist.
Great neighbours didn’t stifle the growth of his national
talent. The Armenian tradition is rooted in the same
super-historic antiquity which lies so close to his heart.
Ignoring these national roots one can hardly under-
stand his art.



lopbl B 3aHresype. ApMEHUA
The Zangezur mountains, Armenia.
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NCKYCCTBO NN MNDOJOT NA
PYOOJIb®A XAHATPAHA

JleBoH AbpamsiH

“W cBET BO TEME CBETHT,
U TbMa He obwana ero”

Korpa Pygonbdy Xadatpsady 66100 TpuHaguate NeT, ¢ HUM CAyYnnock yauen-
TenbHoe CobbiTUe, KOTOPOE NOCTOAHHO XKWBET B €ro NamATh W KOTOpoe BO MHOroOM
npegonpegenuno ero cyasby. OgHaxkabl HoYbIO, Korga oH 6bin B NOCTENnwW, Hag HUM
BOZHWKIIO Ybe-TO NWLO, KOTOPOE NPUCTaNbHO CMOTPEno Ha Hero. Jluuo - BepHee, NuK -
6bIN0 COTKAHO M3 CBETa W BUCENO HU3KO, YyTb NN He HA PACCTOAHWW BbITAHYTOW PYKW,
M ucHesno nuuwe Korga Pygoned He Bbigepxkan v 3akpudyan oT cTpaxa. Hemuoro nos-
e ero nepesiit U eAMHCTBEHHBLIN yunTens Epeana Koyap, nosHakomuBlKek ¢ paboTa-
mu Pyponsga v yaHas 0 HOYHOM BMAEHWW, cKasan, 4To mank4uka nocetun cam Moc-
noAb W Hanpaewn Ha Hero ceoW ykasytowuin nepct. Cam Pygonbd Toxe ybexaeH, 4To
Buaen B Ty Houb Bora u 41O ¢ Tex nop Bor cneguT 3a HAM.

Ho B 3aToM BMAEHWM BCTb W Apyras 3HameHaTenbHas 0CobeHHOCTh, C KOTOPOW
CBA3aAHO yXKe uckyccTeo Pygonkta Xavartpasa. Jluk, no cyti, 6bin CBETOBLIM NOPTPe-
TOM Ha 4epHOM (DOHEe, HEKUM HeraTMBOM, KOTOPbIA Kak bbl oTnedarancs no3vTMBOM
Ha no3gHenwnx nopTpetax Pygonbdha. Kak ny4 ceeta npoyvepHuBaeT CBETNYIO NMMHMIO
BO MrMne, Tak OCTPO OTTOYEeHHbIW KapaHgall ocTaBnsaeT TeMHbIA cneq Ha 6enon byma-
re. Hegapom pucyHku Pyaonbha, Kak npasuno, He UMeloT (HoHa W NPoHW3aHbl cBe-
TOoM. Ho 3TO Gonblue KacaeTcs pUCYHKOB MOCKOBCKOrO, 3penoro nepuoAa, K KoTopbim
Mbl elje BepHeMes.

OpgHa n3 camblx yaAWBMTENbHbLIX CTOPOH TBOpYecTBa Pygonbda Xa4atpsHa - ato
TO, YTO OH (PAKTUHECKMN HEe YHMNCA PUCOBATbL, a, B3AB KapaHgall B pyKy, cpady npos-
BUN cebfA 3penbiM XyA0XKHWKOM. 3TO XOPOWO BUAHO U3 ero COXPaHWUBLLUMXCA OeTCKUX
pucyHkoB. Kak 6y4To OH He Tonbko Hocun B cebe MacTepcTBO BENMKUX PUCOBAanbLM-
KOB MPOLLMOro, HO U X BugeHue mupa. Pyaonbt-nogpocToK NoBecun Ha reosgb Ky-
COK TKaHW W CTan pucoeartb ApanupoBKW, HE 3Has, 4TO Tak NOCTynanwu ero Benvkue
npegwecTBeHHnKK. MNpuyem HapucoBaHHOE Tak MOXOAMNOo Ha 3HameHuTble JleoHap-
AOBCKWE ApannpoBku, 4To Kodap BocknukHyn: “[lyx Jleonapao »ue!”, Bnepsbie npous-
Hecs nepej Manb4uKoM UMSA reHNansHoro hnopeHTiLa.

3atem, B monogele rogsl, Pyaonedg oTowen oT peanucTUYecKOro pucyHka, nog-
OaBWwunch BCeOOLWEMY YBNEYEHUIO MOAEPHUCTUYECKMMI TedeHuamMn. B aToT nepuog,
ocobeHHo B Ha4ane 60-x rogos, Havbonee xapakTepHbiM 4ns Hero 6bino obpateHue,
Bcnep 3a mMaacTpo Ko4apom, K "OTKpbIThIM hopmam B NpocTpaHcTee” - cnocoby w3o-
BpavkeHus HaTypbl C 3UAIOWMMK TYT U TaMm nyctoTamu. Ho B oTnuM4ue oT mMascTpo, Mo-
nopgon Pyponkd cospgaean 3t nycToThl “OTKpbiBas (QopMy" He NPou3BoNbHbLIM hop-
ManbHbIM 06pasoM, a yaansan w3 aHaTtoMun Yenoseka NpevMyLecTBEeHHO Te YacTu,
KOTOpble AenatoT ero 3emMHbiM, nnoTckum. Tem cambiM Pygonbd cosgasan Hekui ob-
pas “Yenoeeka U3 MHOrC MUpa“, Kak OH ero cam HasblBarn, YenoBeka ackeTU4ecKoro u
AyxXOBHOro. 3atem 3T0T 6eCnnOTHbLIA YenoBeK yAanMnca B CBOW MHOW MUP, A0 NyHLWMX
Ans Hero BpemeH, a Pygoned B 1971 rogy, yxe xues B Mockee, BHOBb 0bpaTuncs K
peanncTMHecKOMY PUCYHKY CBOEro Aetctea. 370, KOHEYHO, He Dbino nosTopeHnem
paHHNX PUCYHKOB W MaHepbl, & eCTECTBEHHbIM UX NPOAOMKeHWem, kak 6yaro He 6bino
NPOMEXYTOYHOTro GYpHOro M 6eCNOKOMHOTO Nepuoga (hopManbHbIX WCKaHWiA, npuHec-
wux Pyaonsdy XadaTpsiHy U3BECTHOCTb W NMpU3HaHue. 3To 6bin cBOe0bpasHbii BO3-



THE ART AND MYTHOLOGY
OF RUDOLF KHATCHATRIAN

Levon Abrahamian

“And the light shineth in darkness;
and the darkness comprehended it not"

At the age of thirteen Rudolf Khatchatrian lived through a remarkable experi-
ence which stays fresh in his memory and which has had an enduring influence on
his subsequent life. One night lying in bed he suddenly became aware of a face look-
ing at him from above. The face, or rather, the image woven out of light seemed to
hang low, at an arm's length. It vanished only after the boy screamed with fear,
unable to bear the sight any longer.

Some time later, Ervand Kotchar, Rudolf's first and only teacher, having already
seen the boy's pictures, said at hearing the story of this nighttime vision that the boy
had been visited by the Lord. Rudolf himself also feels certain he saw God that night
and that He has been keeping an eye on him ever since.

This vision is also remarkable for the effect it had on Rudolf's art. The image
was in fact a portrait in light set against black background, a kind of photographic
negative to be printed in Rudolf's |ater portraits. As a ray of light draws a line in the
dark, a sharp pencil leaves a dark trace on white paper.lt is no accident that most of
Rudolf's drawings have no background and are imbued with light. But this is more
true of his mature, Moscow period drawings, which | will get to later. The first thing to
interest us is how Rudolf first started to draw.

One of the most fascinating features about his mastery is that it appears to have
come to him the very moment he first picked up a pencil. It can hardly be said that he
was ever learning to draw. The few remaining drawings he did in his mid-teens are
testimony to his early skill. More than that - together with the mastery of the great
draughtsmen of the past, he inherited their vision of the world. As a young boy,
Rudolf hung a piece of cloth on a nail and started drawing draperies never suspect-
ing that his great predecessors had done the same. The resemblance of Rudolf's
drawings to the famous Leonardo draperies was so striking that it made Kotchar
exclaim: “Leonardo’s spirit lives!". It was the first time Rudolf heard the name of the
fabulous Florentine.

Later in his youth Rudolf, swept by the then-popular passion for modernism, left
realistic drawing aside. This period, especially in the early 1960s, was marked by an
interest in the so called “open forms in space” - a technique of representing real
objects with hollows here and there. But unlike Maestro Kotchar, Rudolf was not “dig-
ging holes” or “opening forms” in a random and formal way - he used to remove the
more carnal, fleshy parts of human beings. Thus he first made his ascetic and spiritu-
al “man of another world”, as he himself would call him. Later on, this ethereal man
withdrew into his own world until a better time, while Rudolf, having already settled in
Moscow, got back to the realistic drawing of his childhood. It hardly needs to be said
that this did not mean repeating his early drawings and manner - he seemed to catch
up with himself and continue on the same road, as if erasing the intermediate tem-
pestuous years of unwearied experimenting with form, which had brought him fame
and recognition. In a way it was a return to childhood. The divine “negative” which
must have stayed with Rudolf through all those years was to be “developed” through
the lightbearing drawings of the new phase.

Xpam Ce. Puncume VIl 8. ApMEHMA,
Church of St. Ripsime, Armenia, VIl century.




14

Bpar K geTcTBy. BoXecTBeHHbIN HeraTue, 0 KOTOPOM Mbl YXKe roBOpWUNW, BCcerga, Bu-
AVMO, CTOABLUMI Nepeg rnasamu Pygonbda, HakoHel, NPOsiIBUACA B €ro CBETOHOCHbIX
pUCYHKax 3TOro Nepuoga.

Bnoxa pucyHKa Unu Bo3BpallieHue K geTcTey

PucyHok ana Pygoneca XauaTtpaHa Booble sHameHyeT Hayano HOBOW, TpeTbei
anoxu B 3BONIOLUMM U306pa3nTensHOro NckyccTea. Pedb naeT He O pUCYHKe-acKuae
WNW PUCYHKEe-IOATOTOBKE, KOTOPbIW CylecTBOBan BCerga, a O pUcyHKe camocTOos-
TENbLHOM M CamMOA0CTATOYHOM, KakoBbIM ABNsAeTcH TBop4ecTBo Pyaonbta XavaTps-
Ha aToro nepuoaa. Ho 4Tobkl NPeAcTaBUTE CYTh 3TOW TPETLEW 3MNOXKW, CneayeT KpaT-
KO O4epTWUTL NepBbie 4Be 3Mnoxu Tpuagbl, KoTopyio BuluneHun Pygonsd. Ero Tpuaga
cooTHocuTCA co CeATon Tpouuen, B Kaxkayio 3noxy Ha nepsbii Nnad nocnegosarens-
Ho BoigsuraoTcs Oteu, Coiv u [lyx CeaTton. MNMepeas anoxa - anoxa CKynbnTypbl, W
nepBblil 3aecb MacTep - Bor-TBopey, KOTOpbIA CO34aeT, NenuT YenoBeka ‘M3 npaxa
3emHoro”. Ho ToT, nepeein ckynsnNTop, paboTan B XaHpe aBTONOPTPEeTa, Tak Kak co-
3gasan Agama no ceoemy obpasy u nogobuio. Bropas anoxa uget nog 3Hakom ChbiHa.
Kak cuntaet Pygonsd, nepebiM TPEXMEPHEIM UBONWUCHLIM Npon3eegeHnem obin “ae-
TonopTpeT" XpUcTa, KOTOPbIA TOT COTBOPMUIT, NPUIIOKME K NNLY KYCOK HUCTOro Xoncra
- cornacHo nereHge, aToT NopTpeT ObiN caenaH No 3akaay 3fecckoro uyapsa Abrapa,
YT1obbI BEINEYUTE Ero OT NPoKAasbl, UNu, cornacHo bonee nosaHen neredae, oH oTne-
yaTanca Ha nonoTeHue cepgobonsHon BepoHuku. Kak Buaum, n BTopana anoxa Hauu-
HaeTcAc aBTonopTpeTa OHa HeceT B cebe NamATb O NEpBOA U BO BpeMms
cBOEW KynbMUHauuu Bo3poxkaaeT ee. Hegapom Bo Bpema Bo3poxkgeHna BHaqane oT-
KPbINW aHTUYHbIE CKYNbNTYPbI. Takxke W nepcrnektnsa, 06beMHOCTb, NOABUBLLWECS B
XWBOMUCHW, BO3BpaLlany Kk obbemHbiM TBOpeHuam OTua-ckynbntopa. W BOT, cornacHo
Pygonsdy, npubnuxkaeTtcsa TpeTes anoxa - anoxa [flyxa CeaToro, BeigBnstowero cebs
B pPUCYHKe. 3geck TOXe BCE HAYMHAETCS, MOXHO cKasaTb, ¢ asTonopTpeTta. Ho
3TO aBTOMOPTPET ONOCPEefOoBaHHbIN, KAKNM U AONKHO ABNATLCA TBOpeHue [lyxa.
BecnomHuM, Kak HoyHoe BuaeHue Pygonstha “oTnedaranock’ B ero pucyHkax. 3gech
Pygonsgy Beinana MUcCcUsa BbISBUTbL 3TO B MHOFOYUCNEHHLIX NOPTPETax (U coBCTBEH-
HbIX aBTonopTperTax) - 3eMHbIX oTbneckax boxecTBeHHoro npotoTuna. NogobHo
MpepTeye, “oH He 6bin cBeT, HO 6bIN Nocnad, 4Tobel ceMpgeTenscTeoBath 0 Ceete'.
BcrnomHum, KeTaTh, 0Tne4aTok Ha TYPUHCKOW NnawaHuue, HeraTMBHLIA XapakTep Ko-
Toporo npubnuxaeT ero K 3epkasibHbiM “aBTonoprperam” HeaaBMCUMO OT HeAaBHUX
COMHEHWI Y4YeHbIX B BOMPOCE ero AaTUPOBKM.

1968. Epeean. Pyponst Xa4aTpaH B cBOER
MacTepCcKon C APY3bAMM,

Cnesa nanpaso cugaT: P.XauaTpaH, PobepT
3nmbekaH, Mwxan HasapaH, ApTo Yakmak4aH, MuHac
ApetucaH, FeHpux Mrutad; ctouT: MapTux NeTtpocad.

1968. Rudolf Khatchatrian and friends in his Erevan
studio. Sitting, left to right: R. Khatchatrian, Robert
Elebekian, Ishkhan Mazarian, Arto Chakmachian,
Minas Avetisian, Henry Igitian.

Standing: Martin Petrosian.



The Epoch of Drawing, or Back to Childhood

Rudolf Khatchatrian regards drawing as the third epoch in the evolution of fine
arts. In this phase it is no more the preparatory technique it has always been - it
becomes an emancipated and self-sufficient mode of expression. It is undoubtedly so
in Khatchatrian's own works of the “realistic” period. To better understand the
essence of the third epoch it might be helpful to look at the first two phases, Rudolf
isolates. The whole triad correlates with the Holy Trinity, each epoch successively
bringing to the foreground the Father, the Son, and the Holy Spirit. The first epoch is
dominated by sculpture, the first Master being the Creator, who “formed man of the
dust of the ground”. The first sculpture was a self-portrait, for the Lord made Adam in
his own image , after his own likeness. The symbol of the next epoch is Christ. In
Rudolf's theory the first “painted” three-dimensional portrait was the imprint of Jesus'
face on a piece of clean cloth. The legend has it that the portrait was made to cure
Abgar, King of Edessa, of leprosy. According to a later legend, the “holy face” was
first miraculously impressed on the handkerchief or veil that St.Veronica gave to
Jesus to wipe His face on the way to Calvary. Anyway, the second epoch also begins
with a self-portrait. It bears memories of the first phase, and reaching its own pivotal
point, restores it back to life. Reassesment of the ancient sculpture at the time of
Renaissance was no accident. Renaissance paintings with their depth of perspec-
tive also bear referrence to the three-dimensional creations of the Father-
Sculptor. Rudolf maintains that the third epoch is approaching. The Holy Spirit will be
revealed in drawing. This phase could also be said to start with a self-portrait - but as
the Holy Spirit cannot be portrayed directly, Rudolf mediated his nighttime visitation
in his drawings. It may be said that the many portraits the artist made (self-portraits
including) were meant to make visible that fundamental image through its earthly
reflections. Like the Forerunner, “he was not that Light, but was sent to bear witness
of that Light."

It is to be noted that the first self-portraits of all the three epochs share the same
“mirror” quality. It is only natural, for no artist can do a self-portrait without a mirror.
“Negative” imprints also have that reverse quality. The Shroud of Turin - disregarding
its much disputed dating - is still another vivid example of a “mirror self-portrait”.

“Art is Nature's mirror” - Leonardo said. And as the creation mirrors the Creator,
Rudolf Khatchatrian believes that an artist, catching the reflection of the “mirror” cre-
ation, approaches its true and divine essence.

It should be specified that by no means is each epoch posessed by one art only,
- be it sculpture, painting or drawing. The ancients used to paint their sculpture, and
a drawing serves as the basis of any sculpture, is composition. As has already been
mentioned, completeness of form in painting, its three-dimentionality was inherited
from sculpture. Drawing, in turn, plays an important structural role in some painting
technigues, Flemish for one, itself remaining a hidden preparatory layer.
Remarkably, even among the non-figurative artists anything truly significant was
done by those who had mastered drawing.

Apparently, Rudolf's three epochs are nothing disjunct, but are projections of a
threefold entity, which shows its different sides succesively. Following Rudolf's logic,
we are to expect reappearances of painting and sculpture in the epoch of drawing.
And as the third epoch “revived” sculpture, the third should “revive" painting. It so
happened with Rudolf's own work - in the early 1980s he began to draw on levkas -
the chalk and glue priming used for icons.

Black lead or sepia leaves a trace on the passively receptive but alien surface of
paper or cardboard much like a ray of light struggles through lifeless darkness. The
same sepia used on levkas interacts differently with the chalk of the priming, which is
similar to it in texture and therefore “live”. This active interaction gives another
dimension to Rudolf's drawings. Combination of black lead and chalk inevitably pro-
duces abundant half-tones. Ultimately, the new “background” comes to light, and
drawings on levkas begin to resemble painting. It needs to be stressed that these

Xaukap Xl a. Apmenus.
Khachkar, Armenia, Xl century.




Bor Otey. Penved Ha chacage HopasaHckoro
moHacTeipa. Xl -XIV B. Apmexma.

God the Father. Front relief of the Noravank
monastery, Armenia, XIlI-XIV centuries.

“UckyceTeo - 3epkano npupoasl’, - rosopun JleoHapgo. A Tak Kak COTBOPEeHHbIA
Borom mup cam “3epkaneH” no OTHOLEHUIO K 60XXECTBEHHOMY NPOTOTUNY, TO, Kak no-
naraet Pygonbd Xa4aTpsH, XyAoXHWK, “3epkanbHo” oTobpaxarolmin aTy “3epkanb-
HYH" NPUPOAY, NPUBNMKABTCH K 8€ NCTUHHOWN, GOXKECTBEHHON CyTH.

CnepyeT O0TMETUTb, HTO KaXkaan anoxa He WAeT Noj UCKNIYUMTENbHbIM AnKTa-
TOM CKYbNTYPbl, XXUBONWUCU UMK PUCYHKA. Tak, ApeBHWe packpalluBanu CBOWU CKYMb-
NTYpPbl, TO €CTk B HUX NPUCYTCTBOBANO Y>Ke HeYTO OT XKUBONUCKU. PUCYHOK Xe NnexuT
B OCHOBE KoMno3auyuu mioboi ckynenTypbl. Vinu Xe B XnBonucKu Hanuuyo Tpexmep-
HOCTb, KA4eCTBO, A0CTaBLUIEeCs el OT CKYNbMNTYpPbl, O YEM Mbl YK€ rOBOPUIK, a pucy-
HOK MPW WHBIX TEXHUKAX XMBOMWCKU, Hanpumep namMaHaCKoW, rpaeT BavKHYIO CTPYK-
TYPHYIO pOnib, OCTaBasiCh CKPbIThIM B OCHOBE NoAroToeku. MokasaTensHo, 4To Aaxe
B HethUrypaTMBHON UBONUCU Haubonee 3HaYUTENBLHOE CO3AaHO TeMU, KTO Bnagjeet
Knaccu4eckum pucyHkom. Buaumo, Tpu anoxu Pygoneda, unm Tpu naobpasutensHbix
Ha4ana, - 3T0 He HeYTO pa3po3HEHHOE, @ NPoeKUN HEKOero TpMeguHCTBa, KOTopoe
BblKa3biBaeT Ty WK WHYIO CBOIO CTOPOHY B Te WNK WHbie 3anoxu. Mo noruke Pyaons-
thOBbIX MOCTPOBHUI B 3MNOXe PUCYHKA A0MKHbI NPOABUTLCSH XXUBONUCHAA U CKYNLNTYP-
Hasi OCHOBbI - CKOPO Mbl YBUAMM, 4YTO Tak OHO U cny4unock. Bonee Toro, kak BTopas
anoxa “Bospoguna’ cKynbnTypy, TaK TPeTLA 3roxa Ao/KHa bbina “Bo3poavTh" XKUBO-
nuck. ATO CTano o4eBnHbIM, Korga B Hadane 80-x rogos Pygonst pewwn pucosaTtb
Ha nesKace - rpyHTe, Ha KOTOPOM MUCANUCb NKOHbI.

Ecnu rpadmT vnu cenns NpoYepYnBaloT CBOW NYTh HA NaccuBHOW, "MepTBon" no-
BEpXHOCTW Bymarn unu KapToHa, NpeofonesBas UX WHEPTHOCTb, TO Ta XXe cenua Ha
nesBKace BCTYNaeT COBCEM B WHbIE OTHOLIEHUS € “XKWBbLIM" MENOM, KOTOPbIA COCTaBnNs-
€T ocHOBY rpyHTa. iMmeHHo 6narogaps Takomy akTUBHOMY B3aMMOAEUCTBUIO U BO3HU-
KaeT TO, 4TO BHOCUT B pUCYHKW Pyaonbtha Ha neeBkace ka4ectea Xveonucu. 3To coe-
AvHeHue rpacuta U Mena HeMmHyemo NpUBoAWT K BoraTbiM NONyTOHaM, HaKOHeL, K
nosieneHuio hoHa, Tak YTO PUCYHOK Ha NeBkace nNpuobpeTaeT W BHELHee CXOACTBO C
XuBonucblo. Mog4epKHEM, HTO aTO BHYTPEHHAA 3aKOHOMEPHOCTb Pa3BUTUA PUCYHKA
Pygonbtha, a He nogpaxaHue xkusonucu. Keratu, B monogeie rofbl UckaHwia Py-
O0Nbg) MHOrO 3aHUMASCH W XKUBONKUCLIO, OAHAKO, KaK OH Cam Npu3HaeTcs, cepauem K
Hel He Bbln NpuBA3aH.

Ho HacTtana nu anoxa pucyHka? Vnu Pyponed XauatpsaH asnsaeTcs ee npeare-
YeW, ABMBLUMMCS CNULWKOM paHo? Kak 6bl To H1 6bino, ero TBOpYecTBo U cyasba yau-
BWTENbHO CreayroT 38KOHOMEPHOCTAM BbIAGNEHHOW MM 3N0XK, NYCTb AaXKe aTa anoxa
npeAcTaBneHa eAnHCTBEeHHbIM XyA0XHWUKOM - Pygonbcom XadaTpaHom. Bnpoyem,
O4eHb MOXeT BbITb, Y4TO 3Ta 3noxa npeaHasHaqYeHa ToNbKo ANA Hero - Hegapom Py-
nons Kak-TO ckasan MonojoMy XYAOXKHWUKY, HeyMeno nbiTaslemycs ero Konvpo-
BaTh, YTO UATU 32 HUM OYeHb TPYAHO, AaXe HeBO3MOXHO, TaK Kak OH ecTb U nayLui
no MOcCTy, U cam MOocCT.

BTOpoii BO3BpaT WK BO3BpalyeHwe 6ecnnoTHoro repos

OceHeto 1988 roga B TeopyecTee Pygonbtha XavaTpsiHa HameTunca euje oauH
BO3BpAT, Ha 3TOT pas K rnope MOMOZOCTH, 8 MMEHHO - K OTKPbITbIM chopmam. Cnyqn-
NOChb TakK, YTO A cTan CBUAETENeM 3Toro U Aaxe oKasancs NpuHacTHbIM K Hemy. Py-
noned pucoBan cueHy ¢ ®omoin HeBepyiowmm 1 pewnn nucaTk ero ¢ MeHs. Korga oH
3aKOHYWUN peanucTudeckuin nopTpet oMbl U NPUCTYNWUN K L@HTpanbHon urype Xpu-
cTa, TOT BAPYr cTan npuobpeTtaTb YepThl €ro NepcoHaken nepuoaa “oTKPbIThIX
copM": B HEM MOABUIIUCE TaKWe >Xe OTBEPCTUA U NoMocTy, u Poma BNIOXKUN CBOW UC-
MbITYIOWWA Naney He B paHbl, a B 3MAIOWWE NycTOThl B Tene XpucTa (kar. 156). Tak B
TBOp4ecTBO Pygonsga Xa4aTpsiva BepHyncA ero Yenoeek n3 nHoro mupa.

HenocpeacTBeHHO cneayiowmia 3a aTum nepuog 6bln 03HaMeHoBaH, MOXHO CKa-
3aTb, OypHbIM NPa3AHUKOM B 4ECTb BO3BPALEHUA BHOBL 0BpeTeHHoro repos. OH cTan
nomelwaTbca B Cambie pasHble CUTyaLuu, NpUYem XyAOXKHWK nbiTanca npubnusntsea
C NOMOLYbIO 3TOro obpasa K AByM TaHam, KOTOpble 3aH1Manu ero BCiO XW3Hb - K 3ep-
KanbHOMY OTPaXKeHWio U TeHw. MoBopuTb 06 3TOM nepuofe AOBOMbHO TPYAHO, Tak



developments were inherent to Rudolf's drawings and were by no means stimulated
by the desire to imitate painting. Notably, in his youth Rudolf did quite a bit of paint-
ing, but he admits, it never tugged at his heart-strings.

The questions to answer here would be: Has the epoch of drawing arrived yet?
Or is Rudolf Khatchatrian the forerunner who has come too early? No matter what
the answers might be, his art and life are wonderfully in tune with the phase he him-
self identified - even if it is doomed to be represented by the only artist - Rudolf
Khatchatrian himself. The third epoch may well be entirely his own. This could be the
reason why Rudolf once warned a young and inexperienced follower that it was hard-
ly possible to go his way, for he was both the bridge and the man crossing it.

The Second Comeback, or the Return of the Ethereal Man.

The Fall of 1988 was marked for Rudolf Khatchatrian by another “return”, this
time - to the “open forms” of his youth. It so happened that | was the first to witness
it, and even had a role to play. Rudolf conceived a scene with Thomas the Apostle. |
was to be the model. Having done the realistic “portrait” of St. Thomas, he started to
work on the central figure of Christ, which quite unexpectedly acquired the character-
istic “hollows"” of Rudolf's "open forms” period. As a result, it was not the wounds that
Thomas touched - but the hollows of Christ's body (cat. 156). Thus, the ethereal man
found his way back to Rudolf.

The regained hero was welcomed and celebrated in the many works that came
out shortly after that fateful comeback. The man was placed in different situations,
with particular attention to the two mysteries that had always attracted the artist - the
mirror reflection and shade. It feels odd to speak of this period, because most of the
works have been destroyed. Rudolf had scrubbed off the levkases to make room for
further experimentation, which lasted until 1993 when the hero evolved unto his
“final” form. Though nearly effaced, this intermediate phase ought not to be over-
looked if we wish to understand how the artist arrived at the ultimate solution. Of
major importance is the fact that the realistic “character” keeping company for the
ethereal man was generally a woman. So it is in the picture showing St. Mary
Magdalene (cat. 155) - the only one of the kind that has not been ruined. It suddenly
made Rudolf remember that he knew that female character long ago. At the age of 4
or 5 he had used to indulge in daydreams of his double - a gaunt-looking, nearly
ethereal ageless knight (the boy identified with him in full earnest and even checked
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1970. Erevan. Rudolf Khatchatrian with the teacher and
friend, Maestro Ervand Kotchar.
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Kak COOTBETCTBYIOWMX paboT NpakTu4eckn He coxpannnocs - Pygoned cownudosan
neBKachl, 4ToObl OCBOOOAWTE NMone ANa AanbHerwunx Nouckoe, 6o, Kak Mbl BCKOpe
yBUAWM, MOUCK CBOEro repos npogorkanca ewe gonro - ennote Ao 1993 roga. Ho
NOMHUTL O HEM BCE e, fiymaio, HeobX0AUMO, 8CNU Mbl XOTUM TNOHATb, KaK XYA0XHNUK
NpUWen K OKOH4YaTensHoMy peleHuto. [(naBHoe, peanucTUHecku NepcoHax, ¢ KoTo-
pbIM HenpemeHHo cocepcTeoBan becnnoTHel repoil Pyaonecha XavaTpsaHa, 6bin npe-
MMYLLECTBEHHO XeHLWMWHOW, Kak, Hanpumep, Ha kapTuHe co Ce. MarganuHoi (kar.
155), eguHcTBEHHOW coxpanuBLUeica paboToi aToro Tuna. W Tyt Pygonsd BcnomHun,
YTO 3HAN ero ropasfAo paHblle, B YeThipex-NaTUNeTHEM BO3pacTe, Korja npeaasancs
CTPaHHbIM MEYTaHNAM O CBOeM ABOWHWKe-ackeTe, 6ecTenecHoMm W 6e3803pacTHOM
poitape (oH fAaxe oulynbisan cebs, 4Tobbl yAOCTOBEPUTLCA, ECTE NN Y HEro N0Th WU
KOCTW), KOTOPbIW W C HEKOW NNOTCKOW HAaroW XeHLWWHOW 3penbix oHepTaHnin. XKunw
OHW NOg 3emneil - 4eTCKOM NpeacTaBNeHun MHOro Mupa, - BAaNW oT Nogen, B noboe-
HOM 1 OJHOBPEMEHHO [AYXOBHOM CMWSHWW - Beflb ABOWHUK MANeHbLKOoro, Ho He no ro-
Aawm 3penoro Pygoneda 6ein 6ectenecHsiM, a ero nogpyra - TenecHoi. Teneps Yeno-
BEK U3 MHOro Mvpa, a Ha Jene AyXOBHbIA ABOMHWMK Pynoneda, npuobpen ceoto xe-
NaHHYyo napy - Ha KapThHax OH cTan COCeACTBOBAaTb C PeanucTUHECKOW Haron xeH-
wuHoi. Takum 06pas3om, BO3BpaT OKa3ancs He K MONOAOCTH, & K PaHHeMy AETCTBY.
Cka4ok Hasaf okasancs HanpasneHHbIM B ropasao bonee AaBHWE BpeMeHa, Yem npu
NepeoOM BO3BPALLEHNU.

B nouckax chopmynbl Yenoeeka

Ecnu cTporo npuaepxusBaTbCa XPOHONOrMKM, TO CReaytowmniA, NOHAOHCKKIA, aTan
TBopuyecTBa Pyponbcha Xadatpsada (1989-1993) co Bcemu cBOMMW nepuoaamu Wwen
nog o6LWumM 3HaKoM NOWCKa rNaBHOro NepcoHaxa, unu “chopmynel Yenoeeka', Kak Ha-
abiBaeT ero Pygoned. Cnepsa oH npuwen K Tomy, Y4TO Bbl4NeHUN U3 06pa3oe repoes
npegpigylwero nepuoga nilib YCnoBHYIO YenoseYeckyo iMrypy, COXpaHuBLLYIO0 TONb-
KO OCHOBHbIE YHUBEpcanbHbIe YacTy YenoBe4ecKkoro nuua u Tena, Ho 6es obosHauve-
HWA nona (kar. 169). lNpasaa, vHorAa B HEW yrafbiBalOTCH HEYNOBUMbIE MYXCKWe
YepThbl, NHOTAA XXeHCKUe, YacTo NOM MOXHO Y3HaTk Mo NNacTUKe U B3auMOAEeVCTBUIO
thuryp, kak, Hanpumep, Ha ‘lbete" (kart. 157). C nomowbio aToro obpasa Pygonbd
cTan co3gasaTb MHOXECTBO paboT camoro pasHoro poaa W Aaxe B pasnuyHbIX xaH-
pax. Tak, kpome paboT B 3HAKOMOW HaM y)Ke TEXHWKe neBKaca, NoABUIUCE penbedsbl
W NNOCKWe CKYNbATYpPbl, 00bIrpbIBaAOLLME TEHb KaK NONHONPasHoe u3obpasutensHoe
cpepacTeo (kar. 171, 172, 175). Unu e TeHb OT NNOCKoW CKyNbNTYpLl CTaHOBMNACHL
MOAENbLIO 41151 CAMOCTOATENbHLIX KapTuH (kart. 176, 177) unu penvedos (kar. 174).

Kaxaoe 13 aTux uckanuin Morno 6bl ¢ NErkocTbio CTaTh OCHOBOW ANS UenbiX Ha-
npasneHui, ecnn Obl Pyaoned) Hagyman ocTaHOBMTBCHA HA HEM, @ He NpOoAeiKaTb
YNOpHbI@ MOUCKW, NOATanNKUBaeMble HEKOW He BMOMHE OCO3HABAEMOW CBepXUensio.
Boobuje wHoraa ctaHoBKUTCA He no cebe, Koraa aaelb BApyr cebe oTYeT, YTO BCe aTH
MHOTOYUCNEHHbIE NPOU3BEAEHUA CO3AaHbl OAHUM XYAOMHUKOM. Tak, NpUMepHo 3a
ogvH Tonbko 1992 rog Pygonecgom XavaTpaHoM co3aaHo okono Tpexcot paboT, Bbi-
NOMHEHHbIX B PA3HOW TEXHWKE, KOTOPbIE BNOMHE MOrNK Obl NPeACTaBNTbL TBOPHECKMNIA
nyTb ANKHOIO B UENYIO XXW3Hb, HACTOMNBKO OHW COCTaBNAT e[jMHOEe L|eNnoe, co CBOUM
Ha4anom, BHyTPeHHeh AMHAMWKOW pa3BUTWA, 3aBepLieHNeM U OTKPLITOCTLIO K Byay-
LWKMM NOUCKam,

YnomaHyTasa Bolwe copmyna Yenosexka B 1991 rogy Tpancgopmuposanack B
CTpaHHbIA gByeanHblil 00pas, KOTOPLIA CTan akTUBHO 3acendaTb kapTuHbl Pygonsda
Xadatpana. OgHako npexie 4Yem paccmoTpeTh, OTKYAa OH BO3HWK W BO 4TO OH Aa-
nee obpaTtuncs, s xoten bel NnoBeaate 0 ToM (Pygonsd He pas rosopun MHe 06
3TOM), YTO cywecTByeT Tpu cnocoba oTobpaxkeHus mupa. Mepebii - 3T0 Koraa Thbl B
TOYHOCTW M MacTepcKW oTobpaxaelub BHEWHWW Mup Ha Bymare, XoncTe unw BONmo-
waewb B cKynbnType. Bropon cnocob - Korga ygaeTcst Bocco3fath M TO 4y4o, KOTo-
poe NeXuT B OCHOBE OTOOpa)aemoro BHewHero mupa. ¥, HakoHel, ecTb TPeTui,
BbICLIKIA, Hanbonee TPYAHOOOCTUXUMKIA Cnocob - Korga Thl Co3faellb HEKUA HecylLle-



himself to see if he still had the flesh and bones). Surprisingly, Rudolf's ethereal dou-
ble lived in his underground home (the child's version of the other world) with a
mature naked woman. Love and spiritual harmony united that strange “incompatible”
couple. Due to these memories Rudolf's “man of another world” (or the artist's spiri-
tual double) was given the desired companion. The pictures began to show him
together with a “real” naked woman. Thus, the backward leap that Rudolf made
proved to be much deeper in time than it seems at first sight - not to his youth, but to
his early childhood.

Searching for the Formula of Man.

Proceeding chronologically we arrive at Rudolf's London period (1989-1993).
With all its smaller phases and subdivisions it may be said to have had one stimulus -
the pursuit of the protagonist, or the “formula of man”, as Rudolf phrases it. First, from
all the characters of the previous, unpreserved period he distilled a generalized
human form, having barely enough to suggest the face and body, without indication of
sex (cat. 169) , though it can be hinted at by the figures’ attitudes - as in the “Pieta”
(cat. 157). That human form settled in many of Rudolf's works of different genres.
Besides the afore mentioned levkasses, he started making reliefs and “flat’ sculp-
tures, which are to be viewed together with the shades they cast (cat. 171, 172, 175).
The shades can then be “portrayed” in drawings (cat. 176, 177) or reliefs (cat. 174).

Any of these findings could start a new “generation”, if Rudolf lingered. He could
not do that - pushed forward in his pursuit by some half-conscious but imperative
necessity. It makes your flesh creep to think that the huge bulk of his London works
is the output of only one person. The three hundred works done by Rudolf in 1992 in
different media could well make the output of a life-long artistic career. There is the
beginning, development, and end - and readiness to start the search anew.

The formula discovered in 1991 gradually transformed into a strange twofold
image, which started to win more and more ground in Khatchatrian's work. But
before | dwell on the origins and evolution of this image, | would repeat what Rudolf
likes to say about the three methods of representing reality. The first is the dedicated
and accurate transposition of the outer world onto paper, or molding it in clay and
stone. The second - when the artist seeks (and succeeds) to recreate the essential
mystery of life. The third - the most sublime and hard to master - is to create an
“unreal” world that would breath all the mystery of real life. The artists of ancient

1959. Epesan. Pygonsth Xa4arpsx B MacTepckon y
MapTtupoca CapbaHa,

1958. Erevan. Rudolf Khatchatrian in Martiros Sarian's
studio with the artist.
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CTBYIOLMIA MUP, HO NPW 3TOM BAbIXAELUb B HErO HyA0 PeanbHON Xn3Hn. Takos mup wuc-
KycCTBAa, Hanpumep, ApPeBHUX erunTaH WKW COBPEMEHHbIX TPaAuUMOHHbIX 06WecTs,
MoxHO ckasaTtbh, HEeCKONbKO ynpoujas, 4To npexae Pygonet XadaTpsaH npeycnen
rnaeHeiM 06pa3om B nepebix AByx cnocobax oTobparkeHua mupa. MNocnegHui xe atan
ero TBOpYecTBa - 370 “TpeTui nyTh". Pygonbt Xa4yaTpsaH co3faeTt HeYTo HecyuecT-
BylOLlEE B PEanbHOW XU3HW, HO HA4ENEeHHOEe HYAOM KU3HW.

YTO e 9TO 3a HECYLECTBYIOLMA MWP W YTO 3a cywlecTea ero HacensawT? Ecnu
npocneauTh BHYTPEHHIOW NOrMKY NOSBMEHWA rMaBHOro nepcoHaxa pabot Pygoneda
XadaTpsaHa, TO MOXHO CKasaTb, 4TO ero poguna obbi4Has math. KOHeYHO, 8 HEMHOro
CXEMaTU3MpYH, HO Bce e Hadano ceoero byayuiero AByeAvHOro obpasa XyAoXHUK
Hanbonee ApKo yrnAagen uMeHHo B obpase maTteprHcTBa. 3TO U NOHATHO: BEAb UMEH-
HO MaTb ECTECTBEHHO W BEYHO roToBa K YABOEHWIO, 3TO OHa HOCWT B cebe BTOpPOro,
Opyroro ManeHbLKoro YenoBe4vka, KOTopbli, BbINAA U3 rMybuH ee Tena, Aonro, Nopon
BCIO »XM3Hb, OCTAETCH CBA3aHHLIM ¢ Hell. Pypone XadaTpaH pucyet maTth ¢ MNajeH-
Uem, 3Ty U3BEYHY TEMY B UCKYCCTBE, U NOCTENEHHO MNafeHel CTaHOBUTCA YacTbio
Tena mMaTepu, HO 3TO NPOMCXOANT TakK ECTeCTBEHHO, YTO Mbl Aaxe He 3ajaemca BO-
NPOCOM, Kak 3To npousowno (kat. 205). Mbl npuBbiknu, 4To pebeHok Bcerga B 00ba-
TUAX MATepn, 4TO OH MakKcUmanbHO NPUBNMXKEH K HeW, Kak Obl Bpoc B Hee. Pygoned
XadaTpsH hakTUYecku cHUMaeT “Kak Bbl", HO TakK MacTepcKu, 4To Mbl 3TOrO Aaxe He
sameqaen. MigeansHblil cnyy4ai Takoro BpactaHna - pabota, KoTopaa CMOTPUTCA Kak
Knaccu4eckas, 4yTb M He ¢ aKkagemMu4eckumn nponopumamm (kar. 233) - TyT HeeoOnb-
HO BCMOMWHEELLb PEHECAHCKNIA peanvaMm MOCKOBCKOro nepuwoga Pygonbda Xaqatps-
Ha. C nepBOro B3rnAga KaXeTcs, 4TOo mMaTe npwkana pebeHka K rpyaw, HO rnoTom
0OCO3Haelllb, 4To pebeHoK - 3TO NONOBUHA Tena MmaTepu, NUYUMKG pebeHka BXoauT B
CTPYKTYPY Nnuua maTtepu, a ero ManeHskas Hora - 370 ogHa u3 Hor martepu. [pocTto
XYAOXKHWK TaK pacrnonoXun ee, 4TO HMKakKoro HecooTBeTCTBMA He ouywaeTtca. Ho
€Cnv B cny4ae ¢ MaTepblo Takoe CrAHWe Bpoae Obl eCTECTBEHHO W NOHATHO, To Py-
aonsth Xa4atpsaH ngeTt ganblue: cXoaHbid pe0eHoK OKasbliBaeTcs B NOOM YernoBeke.
Tak UCKOHHaA ABROWCTBEHHOCTL MaTepuHcTea nomorna Pygonedy OTKPbITE MNageH-
ua B Kaxaom u3 Hac. Bugumo, Hegapom ewe B 1964 rogy oH nony4un cneuuansHyo
npemuio 3a nonoTtHo “MaTtepuHcTeo” (KaT. 44).

MokasaTeneHo, 4TO, CO34aB Takoe pasfBOEHHOe eAnHCTBO Yepea obpaa marte-
puHcTBa, Pygonet Xa4aTpaH B pamkax ToW e TeMb! Hanbonee 3pumo QemMoHCTpupy-

1967. Epesan. Pyaoneth Xa4aTpaH c Cepreem
MapafxaHoBbiM HaKaHyHe CHEMOK unbMa
“Usert rpaxara’.

1967. Erevan. Rudolf Khatchatrian with Sergey

Paradjanov prior to the shooting of
“The Colour of Pomegranate”



Egypt knew how it was to be be done, and so do the artists of some contemporary
traditional societies. Simplifying things slightly, | may argue that Rudolf himself mas-
tered the first two methods and in the last years has been practicing the third. He is
making something that has never been in real life, but the universe he wills into being
is miraculously alive.

But what is it like, and what creatures live there? If one traces the inherent logic
behind the emergence of Rudolf's protagonist, one is lead to think that it was born to
an ordinary mother. | realize that | am slightly simplifying things, but it remains true
that motherhood served as both the model and the original impulse for his future dual
image. And it is only natural, because the mother is ever ready to duplicate. She is
the one who always carries another, small being in the innermost depths of her body,
and when that being comes out it keeps the old ties for long - sometimes for as long
as it will live. Taking up the age-old mother-and-child theme, Rudolf gradually blend-
ed together the two bodies. The change came about so naturally and impercepti-
bly, that one never asks oneself how it was effected (cat. 205). The picture of a
mother holding the child to her heart - so that it seems to be part of her own body -
looks very familiar to us all. Rudolf Khatchatrian makes the seeming convergence
become real, and we hardly ever notice how he does that. One of Rudolf's works
makes the perfect example of such in-growth (cat. 233). Its nearly academic propor-
tions may remind the viewer of Rudolf's “Renaissance” realism typical of his Moscow
period. Yet what you first take for an embrace is more than that. The child is half of
the mother’'s body, its face is framed into her face, and its little leg - is also her leg.
The composition is so balanced that one doesn't feel any discrepancy. To blend the
mother and child is apt to appear naturally logical, but Rudolf moves a step further:
he puts such a child inside any person. Thus the inherently dual nature of mother-
hood has lead him to discover the child in each of us. It seems no accident that back
in 1964 he won a special prize for the canvas called “Motherhood” (cat. 44).

It is especially noteworthy that having arrived at his twofold image through the
dual nature of motherhood, Rudolf Khatchatrian demonstrates the universal value of
his gain through the same motherhood theme. Again he portrays the mother and
child, but now it is the “outer” baby that she is fondling, while the “inner” child has
nothing to do with it - it is reaching for the moon (cat. 283). Thus the “inner” child (it
is half of the mother’s body), is most autonomous and indifferent to the “outer” dou-
ble, to whom he owes his existence - pictorially at least.

What is it that the new-found dual image may mean for Rudolf Khatchatrian's art
and art in general? First of all, it can convey two states of one being. Rudolf tried to
do that back in the 1960s, while experimenting with “open forms in space”. At that
time he painted a bi-headed reclined figure with one head sleeping and the other
wide awake (cat. 67). But he could not attain then what he has attained now. As he
himself reflects, it was because in his old pictures figures had equal proportions, and
- more importantly - were of the same age. Now the child has imparted the time fac-
tor to his figurative language.

Thus Rudolf succeded to bring together two different times. We can see the like
in rock paintings, and something comparable happens when we read the Bible and
meditate over its often controversial harmony. A child in Rudolf's language is the sign
of memory, of the time passed. His double metaphor reads as both two states and
two times. For example, in one of Rudolf's pictures the sitting mother is dozing, while
the standing “child” is looking at himself in the mirror (cat. 276). The child’s small-
ness allowed the artist to set him upright without distorting the whole figure.

It should be emphasized right away that the psychological notions of per-
sonality split or haunting childhood impressions are not directly relevant to Rudolf
Khatchatrian's art. He never exploits or illustrates these popular concepts the way
surrealists do. On the contrary, his art itself may make an object of research for psy-
chologists of different stripes, for the archetypes to be found in his work (| have
already spoken and intend to speak more on this subject) arise from within its own
depths.
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1990, Sepia on levkas, 80 x 100
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Fig. 3.

1991, Indian ink on cardboard, 85 x 11,5
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1991, Charcoal on cardboard. 15 x 10

€T, 4YTo ObpeTeHue ero reposMn AByeAWHON CYLWHOCTU NPOM3O0LLNIO OKOHYaTenbHo W
OoCcHOBaTenbHO. Tak, OH pUCyeT CHOBa MaTb C MNafeHLEM, HO yXke MnajeHLem “BHeLl-
HUM", KOTOPLIM 3aHATA MaTh, "BHYTPEHHEMY" Xe mnageHuy HeT gena ao Hero, OH TA-
HeTcs K nyHe (kat. 283). To ecTb MnageHey, COCTABNAIOWMWA NONOBUHY MaTepu, MaK-
CMMarbHO aBTOHOMEH W De3pasnnyeH K “BHeWHeMy" CBOeMy ABOWHUKY, KOTOPOMY XO-
75 6bl N306pasnTENbHO 06A3aH CBOMM NPOUCXOX AEHUEM.

Yto xe paet Pyponby XadaTtpaHy U UCKYCCTBY BOooOLIe co3faHHbIA UM ABye-
AvHbIA 06pa3? Mpexae Bcero ¢ ero NoMoLbio XYAOXKHUK nepegaeT OAHOBPEMEHHO
ABa COCTOAHWA OAHOro Yenoeeka. Takylo 3agady OH NbiTancsa pewnTs elle B 60-e ro-
Abl, Koraa cosgasan “oTkpbiThie hopmbl B npocTpaHcTee”. Tak, oH uaobpaaun Torga
nexawyro urypy ¢ AByMA ronoeamu, ogHa U3 KoTopbix cnana, a gpyras - 604pcTeo-
Bana (kar. 61). Ho emy Toraa He yganock 4o6UTbCS TOro, YTO yAaanoch cerogHs. Py-
A0nbg) BEpHO CYMTAET, YTO Te ABoe ObiNv copasmepHbIMKA W, rNaBHOe, OAHOro BO3pa-
cta. Tenepb e npucyTcTene pebeHka BHOCUT B paboTel (hakTop BpeMeHu. [lencTeu-
TenbHO, Ha aTux paboTax NPOM3OLWN0 HANOXEHWE ABYX BPEMEH, Kak 3aTo Mbl HEepeaKo
BMOWM B HACKANbHOW XKMBOMWUCK, WK KOTAa Mbl 4uTaem ctuxv Bubnum, coctasnen-
Hble U3 pa3sHbiX TEKCTOB, HO cO3Aaowue yauBuTenbHylo rapmonnio. Y Pygonbsta Xa-
yaTpsHa pebeHoK - 3TO 3HAK MPOLLNOro, 3HaK BocnoMuHaHua. Takum obpasom, 3gech
NPOUCXOAWUT HE TONbKO COBMELLEHWE ABYX COCTOSIHUM, HO U HANOXEHWe ABYX BPeMeH.
Hanpwwvep, B ogHon u3 pabot Pygonbtha Xavatpada "math" gpemneT, cuaa Ha cTyne,
a “pe6GeHOK" CTOMT BO BECb POCT, CMOTPSACh B 3epkano (kar. 276). To ecTb turypa
BCTAMNA U3 CuanYero NONoXeHus, Npogorkaa CUAeTh Ha CTyne, HO NPOW3oLWNo 3TO
Ha o4HOK NnockocTn U Gnarofapsa ManocT pebeHka.

3peck cnegyeT cpasy e Nog4epKHYThb, 4TO BO3BpAT K 4eTCTBY, pacwenneHue
NNHHOCTW - NOHATHA NCUMXONOrMHEcKue, He MetolMe NPSMoro OTHOWEHUA K TBOpYe-
cTBy Pynonbtha XadaTpaHa Kak TakoBoMy. XyAOXKHWK HU B KOEM Criy4ae He WnncT-
pUpyeT Unu aKChayaTupyeT 3TW U3BECTHbIE NOMOXKEeHWA, Kak 3TO AenalT, CKaXewm,
cioppeanucTsl. HaobopoT, ero TBOPYECTBO CaMO MOXKET CNY>XUTh XOPOLINM 06HEKTOM
ONS N3YYEeHUR CO CTOPOHbI NCMXOMOroB PasHOro TONKa, Tak Kak Bce apxeTurnudeckue
CXeMbl, O KOTOPbIX Mbl YK€ rOBOPWMM W O KOTOPbIX elje NOWAeT pedb, BbIABNAITCA
M3HYTPW Ero TBOpYeECTBa.

Tak HeoXnaaHHO NOABNSAETCA TemMa MAckW, 3a KOTOPOi NPAYETCA CYTh "Haaes-
wero" ee Yenoreka. B HekoTopbix paboTax HecopasmepHo bonbline nuua BykeanbHO
BOCNPUHUMAIOTCA KAk Macku. 3TO BrnieyaTrneHne ycunmBaeTca ewe U Tem, 4To nHoraa
nepcoHax Pygonbtha Xadatpana, ocobeHHo Manas ero nonosuHa - “pebeHok" nogHu-
MaeT pyku K Nnuuy, kKak 6bl 4epXuT rpomagHyio macky (kar. 236). B gpyrom cny4ae
(kaT. 192) pByeAVHbIA NEPCOHaX AePXUT nepep NMUOoM HAcTOsLY0 Macky, Kak Obl B
noaTBepxAeHue Hawen goragku. MNpudem rnybokas ABOWCTBEHHOCThL repoes Py-
ponstha XayaTpaHa 3axBaThIBAET U MAcKy, U TOro, KTO 3a Heil npa4YeTcs, BepHee, Bbl-
rnAgLIBaeT M3-3a Hee.

O ToM, 4YTO TEMA MACKW He BbldyMaHa MHOIO, 8 COAEPXUTCA B rnybuHe TBopYecT-
Ba Pygonstha XavatpsHa, roBopuT creaytowuin nokasaTenbHbld cny4an: B ogHoW pa-
boTe nepcoHax Pygonbta Kak Obl HAAEN 3K30TUHECKYH, Tuna adipuKaHcKon unu
MenaHe3nnCcKol WHWLMaUMOHHON mackn. CxoAcTBO NOKAa3anoch HACTONBbKO SIBHbIM
camomy aeTopy, 4TO OH nepenucan paboTy. [NepBoHa4anbHbLIV XKe BapuaHT He coxpa-
HUNcs. DTOT cny4ai XOpoLWo NoKasbiBaeT, HTO apxauyeckas ocHoBa TsopyecTea Py-
nonbtha XavaTpsHa NeXxuT MMeHHo B rnybuHe, a He B3sATa N3BHe U3 Kakon-nubo 3T-
Horpacthu4eckon peanuu, Kak 3To AenaeTcs, Kak npasuno, B COBPEMEHHOM UCKYC-
cTBe HauduHasa c lNMukacco. [ina MeHa aToT cnyyan ocobeHHOo nokasaTerneH, Tak Kak s
CNULLKOM XOPOLUO NMOMHIO, Kak Pyaoned elle coBceMm HeAaBHO, YMOM NpusHasas ap-
Xau4ecKoe UCKYCCTBO, CepALEM ero HUKaK He Mor NPUHATL.

Ewe ogHo kKayecTso, KoTopoe 6bino Bcerga opraHndeckn 4yxao Pygonedy Xa-
4aTpsaHy, 3TO 3cTeTU3auusa ypoactea. KpuTUKKW ero peanncTMHeckoro nepvoaa gaxe
nopuLany ero 3a 4YpeaMepHylo, Kak UM Kasanoch, KpacuBocTb ero pabot. W BOT Heo-
MUOAAHHO B NocnegHux paboTax NoABNAeTCs HeM3MEeHHbIV NepcoHax, B OCHOBE CBOEN
ypoAa, HyZ4OBuLIE - MHAaYe He HasoBellb CYLeCTBO, COCTOALLee HanonoBuHy U3 B3poC-



In the same way , quite unexpectedly for an external observer, the mask theme
comes up. The mask is perceived as a means to hide the real self, the “essence” of
the person that puts it on. In some works disproportionately large faces look like
masks, especially when the protagonist, or particularly his smaller part - “the child” -
is holding his arm to his face, as if supporting it (cat. 236). As if to give evidence to
my guess that large faces are potentially masks, one of the later pictures shows the
character holding a real mask in front of his face (cat. 192).

Still another occasion proves that the mask-theme is not just my fancy. Rudolf
once painted a character that seemed to have drawn some exotic African or
Melanesian initiation mask. Himself struck by the similarity, the artist repainted the
work. Now the original figure can only be seen in a photograph, while its successor
looks more like the regular Rudolf's protagonist. This occasion is evidence to the fact
that the roots of Rudolf Khatchatrian's archaic images go deep down, unlike the
superficial ethnographic borrowings common in contemporary arts since Picasso.
This example was especially enlightening to me, for | could well remember the time
when Rudolf, though recognizing archaic art, could not bring himself to accept it
emotionally.

One other thing that has always been alien to Rudolf is aesthetisizing ugliness.
His works of the realistic period were even critisized for what some critics thought
prettification. This makes all the more sudden the appearance of his latest character -
one couldn’t but call that monstrous creature ugly, had one met his likeness in the
street. But this is exactly where the “third method" that | have mentioned at the begin-
ning of this chapter, enacts its laws. Khatchatrian's twofold figures are something that
“does not exist”, and though they are a pictorial “formula of man”, they live their own
life in their own world. The beautiful Egyptian reliefs or the Bushmen rock paintings
would also have seemed freaks, could they appear in flesh in our everyday life.

Rudolf's characters are not ugly because the plastic “distortions” they undergo
come naturaly from the human architectonics. The noseline divides a face into the
smaller and larger parts, a little arm leans over a prop, and a small leg gives the right
balance to the whole picture and makes it look monumental - a large, proportionate
leg would have impaired the whole (cat. 238). In similar way the broadly spaced
steps of the Garni Temple (they seem to have been designed for some supernatural
giants of the bygone) are indispensable for the whole. The seeming disproportion of
the huge steps and the tiny temple produces the unique architectural harmony. There
is yet another example from the Armenian architectural tradition that Rudolf likes to
cite. To the fully completed Ripsime monastery there was later attached a small,
incompatible belfry. Though some critics would argue to the contrary, it perfectly fits
into the whole composition and makes it more monumental. It may be here that we
are to look for the national roots of Rudolf Khatchatrian's art. Many of his images
could be inspired by his unfailing admiration of the architectural treasure of his peo-
ple. Another source of influence was the huge anatomically incorrect, but artisti-
cally harmonious face of God the Father in the bas-relief of the Noravank momas-
tery. Rudolf himself referred to it once, by way of explaining his artistic method.

With the first “formula of man”, the sex remained unclear. It stays so with the
twofold image, too. Though the smaller part is given small female breasts, the “child”
does not look female. As is usual for the motherhood theme, even if we set aside the
powerful Virgin and Child model, one tends to think of the child as a boy. The moth-
er- and- son relationship is perceived as the most natural, be it even an aberration of
the Oedipus kind.

In spite of the little breasts of the smaller figure, our intuition that it is a boy gets
confirmed by many pictures showing male genitalia where the small and the big legs
join together (or separate?). Thus, Rudolf Khatchatrian has not only uncovered the
child in each of us, but also the person of the opposite sex. The androgyne theme
in Rudolf Khatchatrian's works is not always conspicuous, and always is unobtrusive.
Thus, the two parts of his vertically divided figures are never sexually differentiated,
the way Indian ardhanarishwara androgynes are. Double sex is hinted at rather, than
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1992, kapToH, akpun, 98 x 58

Fig. 5.

1992, Acrilic on cardboard, 98 x 58

PucyrHok 6.
1990, KapToH, KapaHgaw, 12 X 16

Fig. 6.
1990, Pencil on cardboard, 12 x 16
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1992, KapToH, Tylb, NurMedT, 17,7 x 15,3
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1992, Ink and pigment on cardboard, 17,7 x 15,3
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1990, Charcoal and sepia on levkas, 80 x 100
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noro Yenoeeka, HanonoBwuHy n3 pebexka. 3geck n cpabaThiBaeT TPETUA NPUHLMN
oTobpaXkeHWs MUpa, 0 KOTOPOM 5 YNOMMHan B camoM Havane 3ToW rnasbl. [leno B
TOM, 4TO AByefuHble nepcoHaxu Pygonbga XadaTpsHa - cylwectsa abCTpakTHble.
370 Hekas hopmyna YenoBeka, KOTOpas HanoNHeHa [bIXaHUeM XU3HW B CBOEM, 0CO-
6om mupe. ToYyHO Tak Xe NpekpacHble ernneTckue pensedbl unu GylMeHcKre Ha-
CKanbHble u3obparkeHns Bbirnagenu 6el ypoauamu, NoABUCL OHW B Hawem obblaeH-
HOM Mupe.

Mepconaxun Pygonea Xa4atpsHa poxaalnTca B pesynbrate NNacTuHecknx u
XKUBOMUCHbIX PELLEHUA W NOITOMY OHWU He YPOANMBLI: NUHUS HOCA ECTECTBEHHO AenuT
NULO Ha BONbLWYIO U Manylo YacTh, ManeHbKasi pyka ecTecTBEHHO NOXWTCS Ha nog-
CTaeKy, a ManocTb HOMM pebeHka Kak bbl Heobxoauma, 4Tobbl cugawan curypa (kar.
238) nony4una cBOKO MOHYMEHTanNbHYIO apXWTEKTOHWKY - Bonbluas, copaamepHas ne-
Bas Hora Hapywwna Obl NNacTUYecKylo LUenocTHOCTL Beew thurypel. Tak, B MapHuin-
CKOM Xpame CTYMNeHW BbiNOXeHbl ¢ rpOMaaHbIM LaroM, Kak ecrnn Obl B KPOXOTHbLIN
Xpam MoAAHUMANUCH HEKOr[a HeBeAOMbIE TUraHThl, HO 3Ta HEeCOPA3MEPHOCTL HyXHAa
Ans obuleh rapmoHun. TONbKO Toraa BCe COOPYXKeHWA CTaHOBUTCH apXUTEKTYPHLIM
ueneim. Minw gpyron npumep M3 apmMAHCKON apxXMTEKTYPHOW TpaavuuvM, KOTOpbIA Nio-
6uT npuBoguTb Pygoned: K copasmepHomy W Bpoge Obl NMOMHOCTbIO 3@BEPLUIEHHOMY
CTPOEHWIO, KaK MOHacTbipk Puncume, no3xe npunennseTca maneHbkas, Hecopasmep-
Hasl KONMOKOMbHSA, KOTOPasi rapMoOHUYHO BNUCKLIBAETCA B 8IUHYIO apXUTEKTYPHYH KOM-
nosuuuio U coobujaeT e MoHyMeHTanbHocTs, MoxeT 6biTh, 3feck UMEeT CMbICN UC-
KaTb HauyuoHanbHbie UCTOKW TBop4ecTBa Pygonbtha Xaqyatpana? MoxeT BbiTh, Tak
MarepmnanbHo BONMOTUIOCE €ro HeyCTaHHOe BOCXMLeHVE LWeAeBpaMn UepKOBHON ap-
XUTEKTYpbl CBOEro Hapogda? BenomHum Takke 6onblwoe nuuo bora-OTua, Hecopas-
MEepHOe aHaTOMWYECKMW, HO rapMOHWYHOe 3CTeTUYecKW, Ha penbede HopasaHkckoro
MOHACTbIPA, NPUMEP, KOTOPLIA Kak-To npuBoaun Pyaonsg B noaATBEpXAEHWE CBOEro
TBOPYECKOro MeTofa.

Kak 1 B cny4ae c nepeoHa4YanbHon “dopmynoin Henoeeka“, B AsoeguHon “dop-
Myne" TOXe He BCe ACHO C NOMOM. XOTA XyA0XHUK U HA4eNseT Manyko nonoeBnHy ABy-
€AMHOro Tena ManeHbkKon rpyabio, “pebeHok” Tem He MeHee He BOCMPWHw..3B8TCH Kak
CylecTBOo XeHckoro nona. Kak v Bcerga Ha usobpaxeHusx MaTepuHcTBa, fae BHe
[0BNeOWero BNUAHUA Benukoro npacbpasa Boromatepu, pebeHOK MbICIMTCA Manb-
4yukom. Hanbonee ectecTseHHa cBA3b MaTh - CbiH, ByAb 37O Ja)ke NPOTMBOECTECT-
BEHHOe BriedeHve Tuna daunosa.

Hawe sBocnpuatue pebeHka Kak manbyvka, HECMOTPS Ha HanWyue ManeHbKow
XEHCKOW rpyaW, noaTeepxgaetcs B LUenoMm page paboT, rge B cOeaguHEeHUU (Unu
pasbeanHeHun?) BONbLLIOW U Manon HOr MOXXHO 3aMeTUTb MYXXCKOW Npu3Hak nona.
Takum obpasom, B kaxaoM U3 Hac Pygoned XadatpaH yrnsgen He TOMNbKO 3aTavs-
werocs pebeHka, HO 1 CyLecTBO NPOTUBONONOXHOIO nona. TemMa aHgporuHnama B pa-
foTax Pygonetha Xa4atpaHa uaeT He Bcerga ABHO W BCerga HeHaeas34queo. Tak, ero
churypsl, pasfieneHHsie No BEPTUKANLHOW OCK Ha ABE YaCTW, HUKOr[a He pasHATCS no
MOMoBbLIM NpU3HaKaMm, Kak 3aTo AenaeTcs, CKaem, B U300parKeHUAX UHAMACKUX aH-
AporvHoe apaxuHapuiusapa. CABoeHHOCThL Nona ckopee yragpisaeTcA. Tak, pyka no-
nosuHKK-"pebeHka” (kar. 233) HEXHO NMOKOWTCA Ha rpyAWM MaTepwn, HO 3TO He COBCEM
HEBUWHHBIA >KECT - BCMOMHUM CHOBa ncTopuio dauna. JTiobonsITHO, 4T cpeau He cylye-
CTBYIOLWMX Yke paboT Toro nepuoaa, korga 6ecnnoTHeI repon BEpHYNCS B TBOPYECT-
80 Pyponetha Xavatpsaxa, bbinu Takue, rae Tema aHaporuHuaMa nonyyuna sBHoe Bbl-
paxeHnue. Tak, B “Agame 1 Eee" nesyio NonoBuHy ABYeAWHOro Tena aHaporvHa co-
CTaBNANA 3eMHan KEeHLWMHA, a NPaeyo - My>K4WHa, ee AyXOBHbIA ABOMHWK U3 MHOIO
MVUpa u Apyroro uamepeHvs. 34ecb 6onee ABHO NPOM3OLINO CMUAHWE MYXXCKOTro W
XEHCKOro Ha4yana, AYyX0BHOrO U TeNeCcHOro, MHOTro U 3TOro MUPa, K Yemy (hakTuyecku
Bcerga ctpemutca Pygoned XavaTtpsH. Tak oH nonbitanca pewnTe 3agaqy, KoTopyio
noctasun anocton ®oma B ceoem EsaHrenuu: “...Korga bl caenaete ABOUX OAHWM...
W KOrga Bbl cAenaeTe My»4YuHY W XKEHLMHY OAHUM, H4TOObl MyX4YUHA He Obln My»4u-
HOM W XeHWwwuHa He Dbina »eHWmHon...” Ho Ha4ae ¢ coeawHeHnA B OABYEOWHOE Teno
MYMHUHBI W XKEHLUHbI, OH NPULLIEN K TOMY, YTO B €ro HOBOW aHAPOrvHHOW chopmyne



directly marked. The child's hand may rest gently upon the mothers breast (cat. 233),
but the gesture will not be altogether innocent - it will again bring Oedius to mind.
Curiously enough, in the period when the ethereal man was making his way back to
Rudolf, there were some overt treatments of the androgyne theme. Those have not
been preserved. In "“Adam and Eve” the left side was shaped by and earthly woman,
while the right side represented her male spiritual double from another world and
another dimension. Blending male and female elements, spiritual and carnal, this and
that world - everything that Rudolf has always sought to achieve - found its expres-
sion in that work. That was an attempt to carry out the task, set by the alleged author
of an apocryphal Gospel, Thomas the Apostle: “When you make the two into one...
and when you make the male and the female one, so that the male not be male nor
the female female..." But having started with bringing man and woman together in
one androgynous body, Rudolf later arrived at his mother-and-child androgyne for-
mula. His childhood dreams of the ethereal double and his underground life may
have played a role here, too.

“Open Forms in Space” and Going Out into the Open Space

Having constructed the twofold “mother-and-child” image, Rudolf Khatchatrian
begins to look closely at both halves. They look so much unlike each other, that the
artist feels an urgent impulse to follow their respective behavior. A large series called
‘Double existence" studies the independent lives of the two halves of a twofold fig-
ure: the may both be sunk in different reveries (cat. 278, 280, 286), or busy with dif-
ferent things - the "mother” will read, the “child” will play with a doll (cat. 275); the
“mother” can be roominating, the “child" - reading. Sometimes we can even see the
two in conflict - the “child” wants to break free, but the “mother” will not let him go.
The relationship may even look like express violence of the “big” over the “small”.

Now that the two halves have come to be relatively independent, one can forsee
the artist's next step. The two halves may establish relationships with some other
twofold creature's halves. Indeed, earlier even the “real” mother-and-child picture
could show both the “child” and the “mother” as twofold creatures, but the “small” and

1978. Pygonoth Xa4aTpsaH B CBOEA MOCKOBCKOW
MACTEPCKOW ¢ aTHOrpachoM u ounocodom NesoHom
AbpamaHomM.

1978. Moscow studio. Rudolf Khatchatrian with the
ethnographer and philosopher friend, Levan
Abrahamian.
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1980, Charcoal on paper, 118 x 90
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1891, neekac, cMelaHHan TexHuka, 35,5 x 455

Fig. 10.
1991, Combined technigue on levkas, 35,5 x 45,5
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COEANHWNUCE PE6EHOK M MaTb, B YeM, MOXET ObiTb, Chifpani CBOIO ponk U JeTckue
mMeqTanusi Pygonsga o TanHoW Nog3emMHON K1n3HKW cBoero 6ecTenecHoro ABoiHUKa.

“OTKpbITbie (hOpMbI B NPOCTPAHCTBE" U BLIXOZA B OTKPLITOE NPOCTPaHCTBO

MocTpoue ceoi AByeanHbIM 00pa3 “MaTepu-peberka’, Pyaonbt XaqaTpaH Hauu-
HaeT NpUrNagbIBaThCA K Bbl4NEHEHHbIM WM nonoBuHam. OHW CTONb HENOXO0XW ApYr
Ha 4pyra, 4YTO XyA0XKHUK HA4MHAET UCKaTb pasnuyna B ux nosegeHun. “[lsonHoe co-
CTOSHWE" - TaK OH Hasean 60nMblUylo cepuio paboT, rae NoNoBUHLI ABYEAMHOrO cylue-
CTBa XUBYT HE3aBUCUMMOWN XU3HbIO: NO-Pa3HOMY NpeAalnTca pasayMbam (kar. 278,
280, 286), 3aHMMalOTCs pasHLIMW fenamu - Hanpumep, “matek” uuTtaet, pebeHok" urpa-
€T ¢ KyKnoi (kar. 275), “maTtb" 3afymanach, “pebeHok" yutaeT kHury. EcTb gaxe aB-
Hble NPOTMBOPEYNA - Hanpumep,“MaTk" He gaeT "pebeHKy" BbipBaThCA M3 ee 00bATUN,
MIA K@ Mbl CTAHOBUMCA CBMAETENAMKU HyTb N HE HACKMNWA BONLLUOrO HaA ManbiM.

Cnegylowmin war xyAoXKHUKA YXKe MOXHO npegyragats: ecni nonosuHsl obpera-
10T CPABHUTENbHYIO CaMOCTOATENEHOCTL, TO OHW MOTYT BCTYNUTL B KakWe-TO B3anMo-
OTHOWEHWA C NONOBMHAMW APYroro AsyeawHoro cyuwlectsa. B camom gene, ecnu
paHblue fae MaTepuHcTBO MOTMo M3obpaXkaTbes B BMAE YABOEHHON churypel matepm
1 pebeHka, 4acTh KOTOpOn Benu cedbs, MOXHO CKasaTb, COrnacoBaHHO, He BCTynas B
NPOTUBOPEYNA, TO NOCTENEHHO OHW Ha4YWMHalOT BCTYNATh BO BCEBO3MOXHbIE B3aWMO-
OTHOWeHUs. Hanpumep, obe NoNoBUHLI 4BYX ABYeAUHLIX CYLECTB BCTyNaioT B guanor
APYT C Apyrom - “AeTu" HaxoAAaT CBOIO TeMy pas3roBopa,“B3pocnbie” - ceolo (kar. 287),
unn Hao6bopoT," AeTH" OTBEPHYIMCL APYr OT Apyra, a “B3pocnbie” 06epHYnMch oavH K
Apyromy (kar. 281).

MOHATHO, YTO CTOWUT XYAOXHUKY 3aCENUTh CBOW KapTWHbI elje 60MbLUUM Konude-
CTBOM ABYeAWHbIX ChUryp, Kak UX COCTaBnsAoWwme BCTYNST B elle Honbwee 41cno Bos-
MOXHBIX B3aUMOOTHOLWEHWA. Tak 970 U npoucxoauT B page paboT Pygoneta XauaT-
paHa. MoxeT CnoXWTbCH BrneYaTneHne, 4To XyAOXKHWK NpOCTo cTan co3gasath Ho-
nee CrnoXHole MHOrothurypHole KoMNo3uumn. ®opmansHo Tak OHO U eCTb, HO ecnn
NpUrnageTbcs K 3TUM KOMMO3ULWAM, TO MOXHO 3aMETUTL, 4TO Cloga BCero nNuilb ne-
pecennnuck ero NepcoHaxku ¢ Apyrux pabot. XyAoXKHUK Kak Obl UCMONb30Ban uUx B
KadecTse "Kupnuyen”, 4Tobbl NOCTPOMTL CBOW NpUYyAnuBesie 3gaHna. Byayyun emecTe,
OHW CO3JAl0T HEYTO Ka4YecTBEHHO WHOe. Tak 1 B NpWpode: Hanpumep, NpUHyANMBLIA
KamMeHHbIN BbICTYI, XapakTepHblit Ans 3aHre3ypckoro nensaxa cam no cebe ocraer-
€A YHUKanNbHLIM MOHYMEHTOM, HO OyAY4YA OKPYXEHHbIM CXOAHBIMU CKanamu, OH pac-
TBOPAETCH B BENWYECTBEHHOM nensaxe. TOYHO Tak e MHOXECTBO OTAeNbHbIX WHAK-
BUAYanbHOCTeW, cobpaBluvch BMecTe, 00pasyloT HeYTo Ka4yecTBEHHO WHoe - Geanu-
KYI0 TONMY WKW MHOTOAWKUA NPasgHnK.

3peck cnegyeT caenaTh ABa Ba)KHbIX 3aMeqaHus, Kacalowmxcs (opmbl, B KOTO-
poit Pygonbd co3gaeT CBOMX NepcoHaMei, MOXHO AaXKe cKasaTb, Ux aHaTtomuun. [eno
B TOM, YTO MMEHHO Hanu4yue NOonocTew 1 OTBEPCTUR, YHAcNeAOBaHHbIX OT "OTKPbITbIX
chopm B npocTpaHcTee", nozeonseT Pyaonsdy pasbeAuHATL U BHOBbL COBAWMHATL Ya-
CTW, cocTaenawlme eauHoe Teno, 6es Toro, 4Tobbl BNacTe B CTOMb HENpUeMnemylo
4N XyAokHWKa acTeTnsauwio ypoacTea. W gpyroe: B npouecce cosgaHva paboT atoro
nepuoga Pygonbth Hanwcan HECKONbKO KapTuH, rae n3obpakeHa Hekas cTapas »eH-
LWKMHA, XOTA ee Non U He akueHTupyeTcs (kar. 225). 3To He MewaeT ToMy, YToDbl U30-
fpaxeHHasa urypa BOCNPUHUMANACh Kak MeHckasn - Befjb AeTOpOAHbIe opraHbl Y
KEHLUMHBLI CKPbITLI OT NOCTOPOHHWX rNas ropasfo HafexHee, Yem y My>KHMHbI,

Kctatn, Tak Pyponbt o6bACHWN MHE OAHaXKAbl OTCYTCTBUE ABHbIX NPU3HAKOB
repMadpoAnTU3Ma Y HEKOTOPbIX aHAPOrMHHBIX thuryp. Tak BOT, 3Ta XeHWwwHa ewle
bonblle yTBEPXKOAETCA B CBOEW XXEHCTBEHHOCTKU, bonee TOro, NPU4aACcTHOCTU K Tan-
Ham marepuHcTBa, Gnaroaaps NonocTy, 3usolien B ee 4ypese. Cam ee obnuk, KoTo-
pbiit 6bin 6bl OTBEPrHYT YYTh MU He ¢ 6pearnuBocTeio Pyaonstgom XavatpaHom B ero
‘peHeccaHcHbIn" nepuof, BNM30K Hem-TO K NaneorniMTUHYecKumM BeYHO GepemMeHHbIM
Bexepawm. Torga oHa BocnpuHMManack Obl Kak AaHb YPOACTBY, HO Tenepb, Bbipocwas
13 Hep HOBOro NOAXoAa K YenoBeky, OHa cTana CUMBOMOM MaTepuHcTBa ¢ yTpoboin-



the “big"” of each figure would always be in agreement. Now both parts become
involved in different relationships: the “children” have something to discuss, and the
“‘adults” follow suit (cat. 287). Or the “adults” turn to each other, and the “children”
look aside (cat. 281).

Understandably, once the artist populates his pictures with greater numbers of
dual figures, their halves can enter into still greater numbers of prospective relation-
ships. This happens in many Rudolf's works. One might think that the artist has
merely begun to make more sophisticated multifigured compositions. Such an
opinion would be formally right, but if one takes a closer look at those compositions,
one can see that the characters that were tranposed from Rudolf's earlier works,are
used as bricks to build something entirely new. The like can be seen in nature: a fan-
cyfully protruding rock, typical of the Zangezur landscape, looks a unigue monument
if viewed as a lone piece, but blends into the majestic landscape if viewed among
similar rocks. A multitude of individuals gathered together also makes a new phe-
nomenon - it either becomes a crowd without face and image or a multifaced festival.

Two important specifications should be made here concerning the “anatomy” of
Rudolf's characters. The hollows inherited by his characters from the "open forms in
space” allow the artist to connect and disconnect the “halves” of one body, without dis-
torting them to the point of ugliness. Second, roughly at the same period as the multi-
figured compositions, Rudolf made several pictures of an old woman (cat. 225). The
figure looks apparently female, though it lacks any direct indication of sex. (Which may
itself indicate femininity. This is how Rudolf once explained to me why many of his
androgynes do not bear any signs of sex). What makes “the old woman” the quintes-
sence not only of femininity, but also of motherhood, is the huge hollow in place of her
belly. The figure's profile reminds the viewer of the ever-pregnant Paleolithic Venuses -
the appearance, which Rudolph himself would have rejected with something like dis-
gust in his “Renaissance” period. True, what would have then seemed a tribute to
ugliness, was transfigured by the artist's new approch to man and life. It has become
the symbol of motherhood, the cavelike womb, whence the human race goes out into
the world, and to which it ever returns. Thus the formal device of cutting out forms
leads Rudolf to yet another archetype - but the archetype itself had come up from the
depths of Rudolf's art. In pictures that comprise many inter-related twofold figures, the
cavelike wombs of the “mothers” come to resemble the doors and windows of some
architectural fantasy or even caves of the Zangezur mountains - the ancient refuge and
home of Rudolf's ancestors (cat. 315, 316). When | first saw these pictures, they made
me remember the realistic drawings Rudolf had made a few years ago as his tribute to

1986. Mockea. B macTepckoi ¢ Apkaawem PaikuHbIM.
1986. In the Moscow studio with Arkadi Raikin.
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Mewepoi, U3 KOTOPON NPOW3OLLEN BECb YENOBEYECKWA POA U B KOTOPYIO OH BEYHO
Bo3Bpalaercs. Tak hopmanbHblii MeToq Bbipe3biBaHua 0TBepcTuA npusen Pygons-
tha XauaTpaHa ewle K ofHOMY apxeTuny, U ONATh XKe 3TO NPOM30LLNIO U3HYTPK, U3 rny-
61HBI ero UCKYCCTBa, a He U3BHE.

B kapTuHax, 06beanHAIoWMX MHOTO ABYeAUHBLIX (OUryp, YacTH KOTOPbIX BCTYNWIN
BO BCEBO3MOXHbI@ B3AWMOOTHOLLEHWA, 3TU Newepbl-yTpobbl, MMEIOLWMECS Y Kaxaon
ABYeAMHOA “maTtepun’, CTanu HeOXUAaHHO HanoMUHaTh OKHA W ABepn HeBEAOMbIX ap-
XUTEKTYPHBIX COOPYKEHUIA UNK Aaxe nellepbl NpUYyANUBLIX rop 3aHreaypa, Cyxus-
wux Hekoraa copoguyam Pyponscha XadatpsaHa ybexuuem u xxunuwem (kar. 315,
316). Yeuges atu paboTsl, A BCNOMHWN Kak Pygonkg Heckonbko neT Hasag xoten
OTAAaTh JaHb NaTpuMoTM3Ma poAHbIM neisaxam W nobumon apxuTekType. Torga oH
pucoBan B peanucTnyeckon madepe. Ho aToT OnbIT He Jan emy A0/MKHOro yaosneT-
BOpeHua. M BOT Tenepb Te e nensaxu Bapyr NPoABWUKUCL, B ero AByeAWHbLIX Nepco-
Hakax, Korjia oH Kak bkl BepHYNCcA B POAHOK AoM, 06peTs cBoe AeTCTBO.

ConocrasneHne MHOrOOUIrypPHBIX KOMMNO3ULMIA C FOPHBIM NMen3aXkem - He NpocTo
obpasHoe cpaBHeHue. XKeHwuHa ¢ yTpobor-newepon CToMT NPOYHO Ha 3emne, oHa
cama sonnowaeT coboo MaTb-3emnto - BCNOMHAM N O 4 3 8 M H bl 1 MUP ManeHbKo-
ro Pygoneda. He cnyqaiHo Takxe, 4To napannensHo ¢ atum obpasom Pygonsd pu-
coean bepemeHHbIX XeHWuH (puc. 9, kat. 197), y KoTopbix yTpoba ewe He passeps-
nace, a ogHa n3 paboT “nen3akHoro” TUna UMeeT B CBOEM OCHOBaHWM 60nblyio BO3-
nexaiyyio 6epemeHHyro XeHwwuHy (puc. 10). XyaokHUMK Kak 6bl BBOOUT Hac B TawH-
CTBO 3apOXAEHUA W YMHOXEHWA »U3HKW (nepvog "Mposienexuns obpaza’), n Mul BAPYT
0CO3HaeM, 4TO W B nocneaylowux paoTax, B KOTOPbIX YXe HeT Tembl 6epeMeHHoCTH,
nonocTk U OTBEPCTUA TeM He MeHee npuobpenn nopoXpawlue Kavectsa nelyepsb-
yTpobbl, rae 6kl OHW HK BbINK pacnonoXeHsl. Tak NOABNAITCH ABYeAuHbIE CyllecTea
€ “OTKpLITEIMK hopMammn®, N3 KOTOPbLIX NOABNAIOTCA NoA0OHLIE, Kapabkaowmecs K
crnegylowmm oTeepctuam (puc. 12, kar. 328). NMopoi OHW NPOCTO KMWAT Ha 6ONbLIOM
LEHTPanbHoOM Tene, 0TBEPCTUA KOTOPOro 0e3yAepXHo BKAYWNUCL B NpOLEcchl ca-
MOYMHOXeHUs (puc. 11, kaTt. 337). lobONbITHO, 4YTO Aaxe Toraa, koraa yrpoba-neuye-
pa, Kak Mbl NbITanUch NpocneanTsL, Nepedana CBOK MOPOXAAIOLWYI0 cNocobHOCTL
BCEM NOMocTAM B Tene,"6ecnnofue” OTKPbIThIX (hOPM NOPbI IOHOCTU HE JAl0T emy no-
Kos, h Pyaonbt BbigyMbiBAET CneunanbHyo CTaguio B XW3HW CBOWX CYLLECTB, 4Tobbl
0OBACHWTL WX CTPAHHYK “MNoAoBMTOCTL". A Obl HA3Ban ee cTaguen KOKoHa, Tak Kak
AByeauHble urypbl 34ech NNOTHO CReneHyThl KaKoW-TO Y3Koh 6ECKOHEeYHOoN NEHTON
UMW TOHKUMKU HUTAMW, KOTOPbIE U3HYTPK, U3 NONOCTEN, PaspbiBAOT KPOXOTHbIE CyLie-
cTBa, 4TOObI BLIATU HA cBeT 6oXMA. TO, YTO 3TO B U3BECTHON Mepe BbiAYMAaHO YMOM,
a He naeT U3 NorvkK camoro obpasa, roBOPAT HEKOTOPbIE KOMNO3MLKMK, FAe NPOWUNIo-
CTPUpPOBaH BECb NPOLECC NOPOXAEeHWA - OT LENbHOr0 KOKOHa K KWlalemy »*us-
HOCTbIO OCBOGOAMBLUEMYCA OT NeneHbl cywecTsy (kar. 333). XyQoXHWK Kak Obl cam
YAUBMEH 3TON HEOXKNAAHHOW NNOLOBUTOCTLHD CBOUX (OMryp € "OTKPLITLIMKU chopmamMu’.
Tak "pebeHok"'-NONOBUHA OOHOW U3 OUryp - KOKOHOB C YAMBNEHUEeM CMOTPUT Ha cy-
LEeCTB, BLIXOAALMX U3HYTPK €ro AByeavHoro Tena (kar. 334).

Ham octaercsa npocnegnTs, Kak Aanblie passueancs AsyeanHsin repoin Pyaons-
(ha XauaTpaHa, Kak fiBa COCTOSHWUA, BapbUPOBAHWEM KOTOPbIX OH Obin 3aHAT donroe
BPEMS, HAKOHEL|, BbIKPUCTaNNW30Banuch B HEKUIA KAHOH: OTHbIHE (He Bepyck ckasaTs,
HaBcerga nu) “pebeHoK” cTan CMOTPeTb Ha Hac aHthac ¢ OTpelweHHoW yneibkon, a
“maTb" NnoBepHyna ronoey B CTOPOHY (pue. 13), U ee NpohuNbHLIA HOC, 380CTPUBLLWCD,
BbITAHYNCA B "KaHOHWYECKUA" KNioBooOpasHbii (puc. 14, kar. 336). W, yousutenoHoe
Aeno, cpasy e ncyesna HecopasMepHOCTb O0NBLLIOTD NUUa U ManeHsKoro Tena nep-
BOHa4anbHoro obpasa. [pasaa, Tenepb 3HAYMTENbHO YBENUYNNWUCE KOHEYHOCTH - HO-
ra v pyka, Ho oHv 6nm3ku no macwraby k 6onewoii nonosuHe. Cnepsa HOBLIE ABYE M-
Hble “MaTb-U-guTA", NoAo6HO CBOWMM NpeALecTBeHHWKAM, CUAeNn Ha CTYNbaAX (puc. 15,
kar. 356), HO NOTOM OHW CTanu yTBepXAaTbCA Ha 3emne - Honbluas Hora gasana um
0co0YH0 YCTOMYMBOCTL U (DYHAAMEHTANBHOCTL, - NOKa He obpaTunvch B 06pas, KoTo-
Pblid MOXHO CYUMTATb KOHEYHbLIM Pe3ynbTaToM UCKaHWA Xya0XHWKa (hopMy bl Yenose-
Ka, HO B TOM BapuaHTe, rge durypa noka npoyHo cTouT Ha 3emne (kar. 348).



the native landscape and architecture. None of those had been a masterpiece, and
Rudolf had been little satisfied with himself. He was to go back to early childhood
again and meet with his dual hero to obtain what he was hardly looking for at the
time. His multifigured compositions unexpectedly reflected his native landscape.

The connections between multifigured compositions and mountain landscape go
deeper than the superficial similarity of appearance. The woman with cavelike womb
is not only firmly set on the ground. She is an embodiment of the Mother-Earth herself
and must somehow be tied with the underground fancies of Rudolf's childhood. It
seems meaningful that at the same time as he created the “old woman”, Rudolf was
painting pregnant women without hollows in the abdomen (fig. 9, cat. 197). One of his
“landscapes” also has a big pregnant woman in its base (fig. 10). These paintings initi-
ate the viewer to the mystery of begetting and multiplying life (see the "Development
of the image” period), and we suddenly become aware that in Rudolf's later works,
no more manifestly linked with the pregnancy theme, the openings and hollows, no
matter where they are placed, preserve the procreative functions of the womb-cave.
Thus the artist arrives at the large dual creatures, whose “open forms” let out their tiny
replicas, that climb up to other openings and crawl into other hollows (fig. 12, cat.
328). Sometimes they swarm like bees in the big “central” body, while the hollows
frantically produce more and more tiny creatures (fig. 71, cat. 337). Curiously enough,
even after the womb-cave had shared its procreative ability with all the other open-
nings and hollows of Rudolf's figures, the “sterility” of his early “open forms” seemed
to haunt him. To bridge the gap between former “barrenness” and later “fertility”
Rudolf invents a special phase of his creatures' development. | would call it the
cocoon phase, because the twofold creatures that live through it are spun over and
over by some narrow endless band, or thin thread. Small creatures tear these “swad-
dling bands” to come out of the hollows and see the light. Some compositions show
the whole process of development from an intact cocoon to the unbound body teem-
ing with life (cat. 333). They make me think that to an extent the artist, himself aston-
ished by the sudden fecundity of his “offspring”, consciously enforced the cocoon
phase upon them. Note the amazement with which the “child" half of one of his dual
figures is watching the small creatures emerging from its own twofold body (cat. 334).

If we trace further development of Rudolf's dual character, we can see that
after a period of much variety, the two states of the “mother” and “child” have set (we
cannot say for how long) into one model frame: now the “child" looks at us full face,
smiling remotely, and the “mother” looks aside. The figure itself has also undergone
considerable change. Many “two states” pictures show the “mother” in profile (fig.
13), her nose protruding into the “model” beak-like nose (fig. 14, caf. 336). Quite
unexpectedly, this has balanced the disproportion between the big face and small
body of the original image. It must be noted, though, that the legs and arms have
also grown in size and better correspond to the "big” half. At first the new generation
of dual "mother-and-child” figures was painted seated, like their predecessors (fig.
15, cat. 356), but a big leg allowed the artist to steady them upon the ground. In the
final “formula of man” we see the character firm on his feet (cat. 348).

To arrive at the latest variant of the formula, Rudolf had to leave his protagonist
aside for a while. He began to make strange clusters composed mainly of legs and
arms, without the heads (cat. 384). It took him a whole series of such plastic compo-
sitions (fig. 16) to be able to get back to his standing “formula”. But it borrowed addi-
tional legs from the “headless” series, which gave the whole figure the symmetry and
dynamics of a swastika (cat. 398). This symmetry lifted them up from the ground and
turned them into something totally independent and self-sufficient. Small figures of
the same form keep emerging from the hollows of the original big body, but they bear
no resemblance to the different crawling and climbing creatures of the “womb-cave”
period. Now they come out complete and self-sufficient, like their primogenitor.

When the artist first began to make compositions with the swastika-shaped figures,
he no longer felt the need to intertwine the elements, as he had done with his former
“landcapes’. The swastikas are utterly autonomous and cannot get into any deep con-

Pucyrok 13.
1991, KapToH, Tyws, nacTens, 23,5 x 19,5

Fig. 13.
1991, Ink and pastel on cardboard, 23,5 x 19,5

PucyHox 14.
1992, 6ymara, Tyws, 18 x 20

Fig. 14.
1992, Ink on paper, 18 x 20




Pucyrok 15,
1992, KapToH, Tyws, 12x 7,5

Fig. 15.
1992, Ink on cardboard, 12 x 7,5

PucyHok 16.

1992, Gymara, Tylb, 44 x 60
Fig. 16.

1992, Ink on paper, 44 x 60
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Y0661 nony4nTh NnocneaHni sapuanT chopmynsl, Pygonecdy npuwnoce npexae
Ha BpemMsa OTOWTW OT CBOEro AsyeAnHoro repos. OH HaynHaeT co3fasaTh CTpaHHbIe
KOMMNO3WLMK, COCTaBMNEeHHbIE BONbLIEN YacTbio M3 PYK W HOr, HO 6e3 ronossbl (kKar.
384). NMonapobunack Uenas cepus NOAo6HBLIX NNACTUHECKUX KOMNO3UUMIA (puc. 16),
4TO6bI BEPHYTLCA BHOBb K CTOSALLER Ha 3emne chopmyne, HO Tenepb oHa npuobpena
6narogapa npejwecTByioWemMy nepuoay AONOMHUTENbHBIE HOTW, BbICTPOMBLUWECH B
churypy, HANOMUHAKOLLYIO CBACTUKY (kaTt. 398). Mx cMMMETPUYHOCTb NO OTHOLWEHUIO K
LeHTpy oTopeana (urypy OT 3emMnu, Tenepb 3TO CAMOCTOATENbBHBLIA, MOXHO CKa3arts,
camofocTaToyHbin obpa3s. V13 nonoctein U OTKPbIThIX (hOPM 3[eCh TOXE POXAATCA
MUHWATIOPHBIE CYWECcTBa TON e KOHUrypaLumn, HO OHN yxe He BbikapabkueawoTcs
13 “newjep“-NnonocTen KaXabiv Ha CBOW mMaHep, Kak 31o H6bino B 6onee paHHMx Bapw-
aHTax, a nosBnAlTCA Ha CBET TakVMK K& KaHOHWYECKUMU W CamofoCcTaTOYHbIMM,
Kak ux 6onbluoit npacbpas-npapoavTens.

Korga XyaoHUK cTan U3 nonyyeHHbIX MHOTOHOTWMX uryp cobupaTk 6onbline
MHOrothUrypHLle KOMNO3WLIMKM, eMy yxKe He NoHaaobunock cuennaTe oTAeNbLHLIe ane-
MEHTbI B3aMMOCBA3LIO YacTeM, Kak 3To Gbino B npownbix “nensaxax”. CeacTukoob-
pasHasn hopMmyna Yenoseka okaszanach HacTOMbLKO aBTOHOMHOW, YTO COEAMHAETCA C
TaKoWN e HYUCTO BHELIHe, CONPUKacasiCb HOramn U pykamu. XygoKHUKY NpuxognTcs
NO3TOMY pellaTh CKOpee KOMMO3ULMOHHbIE 3a4a4K, CTPOA NpUYyAnNuBbie KOMBUHALMK
13 y>Ke roTOBLIX ANIEMEHTOB. '

MocneaHee, HYTO @CTECTBEHHO BbITEKAET U3 NonyuMBLIerocsa obpasa, aTo ABuKe-
Hue. Horu, BbICTPOMBLUMECH B CBACTWKE, YK€ HAXOAATCA B ABVMXEHWW, OHW YXKe nayT
no BeYHOMY Kpyry. HO XyAoXHUMK Nog4YepKuBaeT 3To ABMXEeHue-BpaljeHne ele v
TeM, 4YTO B 3IKCNPECCUBHOM PUCYHKE HECKOMNbKO CMasbiBaeT HOrW, Yem co3faeT y Hac
NOMNHYIO MNJTIO3UI0 WX ABWXEeHNUR (kaT. 400).

Bnarogapsa Ttomy, 4TO churypa BpawaeTcsa BOKPYr LEHTPanbHOW OCK, OHa BblKa-
3blBAET TEHAEHLMIO K CUMMETPUYHOCTU OTHOCUTENBHO 3TOW OCK, TO BCTb OTHOCUTENb-
HO AyeguHoro nuua. Moatomy B NpUHUMNE KapTUHY MOXHO NEpeBepHyTb, NOMEHSB
MecTamu Bepx W HW3 - HeKoTopbie Urypbl Tak U N3006pakeHbl B MHOTOMUIYpPHbIX KOM-
no3nymnax - Mbl yaHaem 0b 3TOM TONEKO NO HanpaeneHuro HoNLWOoro NUUAa-"knea” u
B3rnsiaa maneHskoro nuya. Mo atomy nosogy Pyponsd nobut BcnoMuHaTte cnosa u3
Esanrenua ot ®ombl“Korga Bol cgenaete gBovMx O4HWM, U KOr4a Bbl cAenaeTe BHYT-
PEHHIOK CTOPOHY KaK BHELWHIO CTOPOHY, W BEPXHIOD CTOPOHY KaK HUXXHIOK CTOPOHY,
... KOra Bbl cenaete rnasa BMECTO [Masa, U pyKy BMECTO PyKU, U HOry BMECTO HOru,
obpa3s BmecTto 0bpasa, - Toraa bl BongeTe B Lapcteue”. O TOM, Kak B TOM e BbiCKa-
3LIBAHVUN COBMELLAeTCA MYXKHMHA U XKEeHLUMHA, Mbl y>Ke rOBOPUNK B CBA3W C aHAPOrnH-
HOCTbIO AByeauHoro obpasa. OgHako Tenepb B HEM NOSBAAETCA EWe OAUH acnekT,
KOTOPbIA MOXHO COMOCTaBUTL CO CNOBaMn W3 Apyroro anokpucnyeckoro EesaHrenus
- o1 Gununna; “Korga Eea 6eina B Agame, He 6b1no cmepTu. MNocne Toro, Kak oHa oT-
Aenunack OT Hero, NoABWnack cMepThb. Ecnu oHa cHOBa BOWAET B HEro W OH ee npu-
meT, cmepTu Gonble He Byaet”. 3aeck hakTUHECKW yKkasbiBaeTcs, Kakium obpasom
nobeauTb Bpems u Aobutbes BedHocTu. Ho “Bpawatowasnca” gopmyna Pygonsca -
3TO W €CTb 3HaK BEYHOCTH, U3BECTHBLIN BO MHOMMX Tpaauumsx. W ewe oaHo conocTas-
neHne - B nocnegHem sapwadTe chopmynel “maTek”, ynogoOMBLUNCE TMIAHTCKOW CKa-
304HOI NTULE, KaK Dbl BBIHOCUT “ChIHA" U3 TEMHOMO LapcTea Ha Bensin ceeT.

Tak aeyenuHbin repon Pygoneda XadaTtpaHa nobexpgaeT Bpems 1 K TOMY Xe,
6yay4u NopoxaeHeM “oTKpbITbiX hopM B NPOCTPAHCTBE", BLIXOAUT B OTKPbLITOE NPo-
CTPaHCTBO, K CBETY, C KOTOPOrO Ha4MHANCHA ero TBOPHECKUA NYThb.



tacts - the legs and arms touch each other only on the surface. The elements being
ready-made and finished, the artist's main task has now become composition.

The last logical step in the evolution of Rudolf's swastika-shaped form would be
motion. The legs of his “swastikas™ already seem to move, and involve the figure in end-
less rotation. The artist makes this rotary movement more prominent by slightly smearing
the legs’ contours. The illusion becomes complete (cat. 400).

A rotating figure tends to be symmetrical about its central axis - or its dual face. In
effect, the picture can be turned upside down. Only the direction of the large “beak’-face
and the turn of the small will change. Such self-sufficiency corresponds to Rudolf's
favourite passage from the apochryphal Gospel of Thomas: "When you make the two
one... and the above like the bellow... and when you fashion eyes in place of an eye, and
a hand in place of a hand, and a foot in place of a foot, and a likeness in place of a like-
ness; then will you enter the kingdom”. | have already cited the part about man and
woman from the same text, while speaking of the androgyne theme. But now Rudolf's
twofold anrogyne image has acquired still another aspect, which could be compared to
the verses of yet another apocryphal Gospel - of Philip: “When Eve was still in Adam
death did not exist. When she was separated from him death came into being. If he enters
again and attains his former self, death will be no more.” Actually, Thomas gives direct
indication how to overcome time and gain immortality. This has been achieved in
Rudolph's art. His “revolving” formula is the sign of eternity, known to many traditions.
And there is something else - in the latest variant of the swastika-shaped formula the
“mother” resembles some fantastic giant bird, carrying its “child” out of the dark into light.

This is the way how Rudolf Khatchatrian's dual protagonist overcomes time.
Himself the offspring of the “open forms in space”, he comes out into the open space, to
that Light that started the artist's career.

1990. NosgoH. Pyaoned) Xa4aTpaH Co CEBOMM APYToM -
AHIMUACKUM NMPeANPUHUMATENEM U MELIEHATOM
Bare KapanetaHom.

1990. London. Rudolf Khalchatrian with his friend, the
businessmen and public figure, Vage Karapetian.




CoeanHeHne HaYanbHbIX apMAHCKUX BYKB Combination of the initial Armenian Letters
haMrunum u MMeHn XyaoXKHUKA. of the artist's last and first name.
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PLATES
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{fepesHn

1955

Bymara, macno, nepo
7x10

Village
1955

QOil wash on paper
7x10



[floma B Kagxapaqe
1955

bywmara, macno, nepo
10x14

Cotteges in Kadjaran
1955

Qil wash on paper
10 x 14



ABTOnopTpeT Self-portrait
1956 1956
bymara, caHruHa Sanguine on paper
50 x 38 50 x 38



MaTepuHCTBO Motherhood
1965 1965
KapToH, macno Oil on cardboard
325x28 32,5x28
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MenaHxonus
1966

KapToH, macno
38 x 36

Melancholy
1966

Qil on cardboard
38 x 36



ABTOMOpTPET Self-portrait
1966 1966
KapToH, macno Qil on cardboard
24 x 17 24 x17



Porrait of a W
1977

Coloured pencil on paper
25 x 21



XKeHuuHa B 4anuwe

1978

Bymara, uBeTHON KapaHgaL
19x 16

Woman wearing a Turban
1978

Coloured pencil on paper
19x16
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Awor

1979

Kap'ron, CaHruHa, cenwa
60 x 50

Ashot

1979

Sanguine and sepia on cardboard
60 x 50



David
1978

1978

KapToH, caHrnHa

fasug

Sanguine on cardboard

73 x 57

73 x 97



[omuk B necy Cottage in the Forest
1987 1987
lNeskac, cenna Sepia on levkas
75 x 90 75 x 90



HaTtiopmopT
1987

lleekac, cenuna
100 x 80

Still Life

1987

Sepia on levkas
100 x 80
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MopTpeTt WU. Onesckoii
1983

NeBkac, cenua

115 x 95

Portrait of |.Olevskaya
1983

Sepia on levkas

115x 95



Tycuna Lucine
1988 1988
JleBkac, cenua Sepia on levkas
80x 70 B0 x 70




Mpochuns
1982

Jleekac, cenwua
80 x 60

A Profile

1982

Sepia on levkas
80 x 60



MopTpet 3. XapassHa Portrait of E.Kharazian
1988 1988
INeskac, cenuna Sepia on levkas
90 x 75 90 x 75




AHe4ka B BeHKe Anechka with Garland
1985 1985
INeBkac, cenus Sepia on levkas
80 x 60 80 x 60
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KapapaH - 6awum
1982

NeBkac, cenva
80 x 60

Karavan-Bashi
1982

Sepia on levkas
80 x 60
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@®oma Hesepyiowmi
1989

IlesBkac, cenua

125 x 120

Doubting Thomas
1989

Sepia on levkas
125 x 120



e e ]

Moeta The Pieta
1989 1989
Neskac, cenws, yronb Sepia and charcoal on levkas
100 x 80 100 x 80
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Pensed. Mruua

1990

MHorocnoiHbiin kapToH, 6ymara
52,5x 36

Relief. The Bird

1990

Multilayered cardoard and paper
52,5 x 36



Pensed. Komnoauyus Relief. Composition
1990 1990
MHOrocnowiHbIA KapToH Multilayered cardoard
102 x 117 102 x 117
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N3 cepun "MuHumanuam". Penbed
1991

MHorocnoiHbIn KapToH

100 x 80

From the "Minimalizm" series. Relief
1991

Multilayered cardoard

100 x 80



W3 cepun "MuHumanmam”.
Komnoauuus VI

1991

Neskac, cenusa, yrons
115 x 95

From the "Minimalism" series.
Composition VII

1991

Sepia and charcoal on levkas
115 x 95
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Mepwog “[syeanHcTBO"
Akpobarsi |

1990

Neekac, cenus, yronb
60 x 50

The “Dual Unity” Period
Acrobats |

1990

Sepia and charcoal on levkas
60 x 50



Mepwog “[ByeauHcTBO" The “Dual Unity” Period
®durypa ¢ Mackom Figure with Mask
1990 1990
NeBkac, cenus, yrons Sepia and charcoal on levkas
100 x 80 100 x 80




MepwoA “fisyeanHcTeo”
Gurypa V

1990

NeBkac, cenus, yrons
65 x 55

The “Dual Unity" Period
Figure V

1990

Sepia and charcoal on levkas
65 x 55



Mepwop “[ByeauHcTBO"
®durypa c abnokom
1991

JleBkac, cenus, yronb

115x 95

The “Dual Unity” Period
Figure with an Apple

1991

Sepia and charcoal on levkas
115 x 80
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Crapyxa

1991

JleBKac, cMellaHHan TexHuKa
122x 95

Old Woman

1991

Combined technique on levkas
122 x 95
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Mepwog “[syeanHcTeo"

[soe

1991

lNleBkac, cmewaHHasa TexHuka
122 x 95

The “Dual Unity” Period

The Two

1991

Combined technique on levkas
122 x 95



Mepuog “AeyeauHcTeo”
YKeHwmHa c 3epkarnom |l

1991

JleBkac, cMmelwaHHas TexHuka
100 x 80

The “Dual Unity" Period
Woman with a Mirror Il

1991

Combined technique on levkas
100 x 80
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Mepwog *[iByeauHcTso”
Cupswasn curypa Vi

1991

JleBkac, cMellaHHasa TexHuKa
80 x 65

The "Dual Unity” Period

Sitting Figure VI

1991

Combined technique on levkas
80 x 65



Mepuog “[BoitHoe cocTosHue"
Cnswasn cdurypa c 3epkanom
1981

NeBkac, cmelwaHHan TeXHUKa
45 x 33,5

The “Double Existence” Period
Sleeping Figure with a Mirror
1991

Combined technique on levkas
45 x 33,5
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Mepuop “[OeoitHoe cocTosHKe"
[Luanor

1991

ﬂeaKac, CMelWaHHas TexHnKa
455 x 35

The “Double Existence” Period
Dialogue

1991

Combined technique on levkas
45,5 x 35



Mepwog “[BoiHoe cocTosHue"
[Ounanorn

1931
lNeekac, cmewanHas TexHuKa

115 x 95

The “Double Existence" Period
Dialogues

1991

Combined technique on levkas
115 x 95

-%:
l
!
|
i
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3 cepun “O6pasbl U TeHn"
Crosiwas durypa

1992

Bymara, nurmeHT, naenexne
31,5x215

From the “Images and Shadow” series
Standing Figure

1992

Pigment on pressed paper
31,5x215



W3 cepvn "O6pasbl n TeHn"
®urypa |

1992

JNleBkac, cenwus, yrone
48,5x 33,5

From the "Images and Shadows" series
Figure |

1992

Sepia and charcoal on levkas

48,5 x 33,5






Mepuog ‘TNposiBnesus o6pasa” The “Development of the Images™ Period

BnaXkeHHbIA God's Fool
1992 1992
JleBkac, cmellaHHan TexHuka Combined technique on levkas

65 x 80 65 x 80
78



Mepwog “lNposisneHns obpasa” The “Development of the Images” Period
lNexawan ¢urypa Reclined Figure
1992 1992
Neskac, cenus, NUrMeHT Sepia and pigment on levkas
33,5x485 335x485
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Mepuog ‘TpossnexHus obpasa”
[flopora

1992

Neskac, cenus, NUrMeHT

65 x 50

The “Development of the Images” Period
Path

1992

Sepia and pigment on levkas

65 x 50



Mepuop “TiposieneHus o6pasa”
Komnoauyus |1

1992

Ileekac, akpun

90 x 70

The "Development of the Images” Period
Composition [l

1992

Acrilic on levkas

90x 70
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Mepuog “Mudonoremsi-I"
Cupswas durypa V
1992

XonecT, akpun

76 x 61

The “Mythologems-I" Period
Sitting Figure V

1992

Acrilic on canvas

76 x 61



Mepuog “Muconoremsbi-I"
Cupswasn durypa VI
1992

XoncT, akpun

76 x 61

The “Mythologems-I" Period
Sitting Figure VII

1992

Acrilic on canvas

76 x 61
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Mepuopg “Mudronoremsi-1"
Croswasn curypa |

1992

KapToH, akpwn, Tylwbe

21 x16

The “Mythologems-|” Period
Standing Figure |

1992

Acrilic and Indian ink on cardboard
21 x 16



Mepuog “Mudonorembi-1"
Crosawas curypa Il

1992

KapTtoH Ha xoncTe, akpun, Tylb
96 x 70

The “Mythologems-I* Period

Standing Figure Il

1992

Acrilic on cardboard mounted on canvas
96 x 70
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Mepuog “Mucbonorembi-1"
CknoHeHHas turypa
1992

bymara Ha xoncTte, akpun
118 x 100

The “Mythologems-I" Period
Leaning Figure

1992

Acrilic on paper mounted on paper
118 x 100
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Mepwog “Mudcponoremsbi-1"
Cugswasn curypa IV
1992

XoncTt, akpun

122,5x 95

The “Mythologems-I" Period
Sitting Figure IV

1992

Acrilic on canvas

122,5x 95



Mepvog “Mudhonoremsi-1"
Cuaswasn courypa IlI
1992

Xonet, akpun

108,5x 88,5

The “Mythologems-I” Period
Sitting Figure IlI

1992

Acrilic on canvas

108,5 x 88,5
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Mepuog “Mudponoremsi-11"
Croswas curypa |

1992

KapToH Ha xoncTe, akpun, Tylb
100 x 70

The “Mythologems-II” Period

Standing Figure |

1992

Acrilic and Indian ink on cardboard mounted on canvas
100 x 70



MNepuog “Mudronorembi-II" The “Mythologems-II" Period
lNexxawan curypa Reclined Figure
1992 1992
KapToH Ha XoncTe, akpun Acrilic on cardboard mounted on canvas
70 x99 70 x99
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Mepwog “Coegnrexne”

Awanor Il

1992

KapToH Ha xoncTe, akpui, Tyllb,
100 x 120

3
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The “Joining Together” Period
Dialogue Il

1992
Acrilic and Ink on cardboard mounted on canvas

100 x 120



Mepwopg “CoeguHernve”
Komnoauuus |

1992

Xonct, akpun

142 x 132

The “Joining Together” Period
Compeosition |

1992

Acrilic on canvas

142 x 132
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Mepuog “CoepuHeHue”
Komnoauuma XVI

1992

Akpun, xoncT, Tywb
51 x 41

The “Joining Together” Period
Composition XVI

1992

Acrilic and Indian ink on canvas
51 x 41
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Mepuog “MeTtamopdoabl”
Cembs

1993

XoncT, akpun

91 x76

The “Metamorphoses” Period
The Family

1993

Acrilic on canvas

91 x76



MNepwog “MeTtamopdosbl”
PasaroBop

1993

XoncT, akpun

71 x 61

The “Metamorphoses” Period
Conversation

1993

Acrilic on canvas

71 x 61



Mepuwog “MeTamopchosb!” The “Metamorphoses” Period
Gurypa Il Figure Il
1993 1993
XoncT, akpun Acrilic on canvas
100 x 90 100 x 90




Mepwog “MeTamopdgoanl” The "Metamorphoses” Period
®urypa lll Figure llI
1993 1993
Xoner, akpun Acrilic on canvas
168 X 152 168 X 152




Mepuog “MeTtamopdosni” The “Metamorphoses” Period
Bonblas KoMnosuuus | The Great Composition |
1993 1993
XoncT, akpwun Acrilic on canvas
220 x 200 220 x 200




Mepuog “MeTtamopcposbl” The “Metamorphoses” Period
Bonbluan komnoamumsa |l The Great Composition Il
1993 1993
XoncT, akpun Acrilic on canvas
200 x 220 200 x 220
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KATAJIOI
CATALOGUE
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Kaxablit HacTOAWWIA XyA0KHIK 3HAET 0 cebe Bee. M 3To HaynHaeTca o4YeHb paHo. OH
npospesaeT cBowo cygbly, BCcerga owywaeTt cBoe ABWKeHWe.

Benwknx apTUCTOB He y4aTt urpaTtbh, BeNUKWX nucatenen - nucate. OTKPbLITHIO
“Hay4mTbcA" HeNb3A. A XaqaTpsH ABMXKETCHA K OTKPbITUIO, BOT, COGCTBEHHO ero 4opora.
Kakoe cyacTbe ObiTb camum coboW, CO3HABATH CBOE MAcTepCTBO, NOCTUraTh W
NoCTUraTh 3aHOBO TaWHbl XU3HKW, HO W MOHWMATb, YTO Yero-To Tak W HE y3Haellb
HUKOrga.

Y Tex, kTo BepeH cebe, KTO He ycTaeT “OTKpbIBaTb" TO, YTO 3a/0XKEHO B Hero
NPUPOAON, Nony4aeTcs.

OrnsaHnce 1 yBUAWWG: BCE MAET Tak, Kak Tol gyman. Kak Tkl 3Han ele manb4mkom. W
Aanble byaeTt Tak, Kak Hago. 3To gopora. Tenepb Thl MOAHANCA BbICOKO W BUAMLIb
Aanble. Tonbko u BCero.

Muxann PowwuH, nucatens

Every true artist knows everything about himself. This knowledge comes early. His fate
reveals itself to him, and he is constantly aware of his own progress.

No one can teach acting to a great actor, and writing to a great writer. No one can teach
“revelation”. And Rudolf Khatchatrian's progress is towards revelation - this is his chosen
path.

It is bliss to be yourself, to be aware of your mastery, to reach for the mystery of life
again and again, and realize that there will always remain something you can never
know.

Those true to themselves, who never tire to disclose what was given them by nature,
cannot fail.

Turn around and you will see: everything is the way you thought it would be. You knew it
as a boy. And it will be, as it should be. This is the road. But now you have risen high and
can see farther. That is all there is to it.

Mikhail Roschin, writer



HAYAJIO
THE BEGINNING

1962. C Epsangom Koyapom, EpesaH.
1962. With Ervand Kotchar. Erevan



1.KomHara, rge pogaunca xygoxHuk,1951
The Room, in Which the Artist Was Born,1951



2. AsTonopTpeT,1953
Self-portrait,1953
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3. HaTtypwmk, 1952
Model, 1952

4. Crapbim 6awmak,1953
Old shoe, 1953



5. Apanuposka 1,1952
Draperie 1,1952

6. fipanvposka I1,1952
Draperie 11,1952



7. loma B KagxapaHe,1955 8. oM, rae poauncs xyaoxHuK,1954
Cotteges in Kadjaran,195 The House, Where the Artist Was Born,1954
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9. MNenasax, 1954 10. NaBka, 1955
Landscape,1954 The Shop,1955



11. lepeBHa,1955 12. Ctapbid AwTapak,1955
Village, 1955 The Old Ashtarak,1955
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13. TyToBoe aepeeo,1955 14. Meitzax,1954
The Mulberry Tree, 1955 Landcsape, 1954



15. babyluka xyaoxHuka, 1956
The Artist's Grandmother,1956



16. Cat0,1956
Sato,1956



17. MopTpeT xygoxHuka ApyTioHa
KaneHua, 1955
Portrait of the Painter Arutiun
Galenz, 1955

18. MNopTtpeT maacTpo EpsaHaa
Kouapa,1955
Portrait of the Maestro Ervand
Kotchar,1955
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19. Barpawm lNana3ssH, "Otenno®, 1955
Vagram Papasian as Othello,1955

20. MopTpeT oTua, 1955
Portrait of the Artist's Father,1955

21. MNopTpeT cTapuka,1956
Portrait of an Old Man, 1956

22. Nonoea mans4uka, 1956
Head of a Boy,1956

23. CaTto,1958
Sato,1958



24. xemma, 1959
Jemma,1959



25. AsTonopTpeT,1951
Self-portrait, 1951

26. AeTonopTpeT,1952
Self-portrait, 1952

27. AeTonopTpeT,1955
Self-portrait, 1955
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28. AeTonoptpeTt,1954
Self-portrait, 1954

29. AetonopTpert,1956
Self-portrait, 1956

30. AsTonopTpeT,1957
Self-portrait,1957

31. AstonoptpeT,1954
Self-portrait,1954

32. AsTonopTtper,1958
Self-portrait, 1958



33. AsTonoprper, 1958
Self-portrait, 1958



130

MopobHo anxumuky, npobyoulemy pasHble peuenTsl co3ganna "cmnocodckoro
KamHa", B wectugecatbie roabl Pygoned XadatpaH 6GbicTPO Npolwen B cBOEM
TBOpPYECTBE MHOrWE HanpasneHwa uckyccTea XX Beka: peannam, cioppeanvam v
nocTkybuam. Ho Hawen ceoe nvuo B NpUHUKNE "OTKPbLITON (hopMbI”, KOTOPBIN OH B TE
rogbl paspabaTbiBan NpevmyLWecTBEHHO B XKUBOMKUCHK,

B 1969 roay B nogmockoBHom fome TeopHecTsBa "CeHex" npoxogun oT4eT rpynnbi
XYAOXKHWKOB, CbEXaBLMXCA W3 MHOrux pecnybnuk. Pygonbd nokasbiBan cepuio
nutorpachvia ¢ "oTKpbIThIMKA thopmamn”, CTporas maTemaTuyeckas nornka nocTpoeHns,
ackeTu4eckan YncToTa, 3aMKHYTOCTb KOMMNO3ULUWIA HA CBOEW BHYTPEHHEWN XN3HW
NPOM3BENy COBEPLIEHHO HEOXWAAHHOe, LWOKWpYyoLee BrneYaTneHne Ha YMHOBHWKOB
Cotosa xygoxHukos CCCP.

Mx peweHuem 6bino - apectoBath Tupax. K cyactbio, Pygonedy yaanock cnpataTte
nutorpadumn, coxpaHue ux Ans spuTenen.

370 6blnK paboTkl M3 APYroro Mupa v gpyroro epemenn. MoxHo nu 6bino gymats B Ty
3aumy 1969 roga, 4TO 4epe3 ABaAUATb NET XYAOKHWK BHOBb BEPHETCH K MPUHUMNY
"oTKpbiTOW dopmbl”. "JlIoHAOHCKWIW" B3NEeT ero NCKyccTBa CBA3aH W C 3TON Aanekon
ncTopuen.

Muxaun llazapes, uckyccteoeef.

As an alchemist probing different ways of making philosopher's stone, in 1960s Rudolf
Khatchatrian quickly went through many styles of the XX century art. He had tried the
realistic drawing, surrealism and post-cubism, but found his own means of expression in
the "open forms in space" principle, which at that he time implied principally in painting.

In 1969 artists from many of the former Soviet Union republics came to the suburbian
Moscow artists'retreat "Senez" to show their works. Rudalf exhibited a series of "open
forms" lithographs. Austere mathematical logic of composition, acsetic clarity and with-
drawal of the pictures into their own life were a shock to the Artists' Union officials.

Their decision was to confiscate the prints. Fortunately, Rudolf managed to hide them
and keep for future viewers.

Those were the works from a different time and a different world. Who could imagine in
that long gone Winter of 1969 that twenty years later the artist would return to the "open
forms" principle. The London flourish of his art has its roots in the "Senez" story, too.

Mikhail Lazarev, arts critic



OTKPbITbIE ®OPMbI
OPEN FORMS

1967. ¥ ceomx paboT Ha pecnybnukaHckoi seicTaske. EpesaH.
1967. With his works at the National Exhibition. Erevan.



34. MNoptpeT geywkun,1961
Portrait of a Girl,1961

35. Ctpactb, 1963
Passion,1963

36. Myxu4uHa 8 kpecne, 1961
Man in an Armchair,1961
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37. Bocto4Has moboeb, 1961
Oriental Love, 1961

38. MNepep 3epkanom,1961
At the Mirror,1961

39. BOCTOYHbIE XeHLWWHbI, 1963
Oriental Women, 1963

40. MaTepuHCTBO, 1965
Motherhood, 1965

41. Mecpon MawToy, 1962
Mesrop Mashtotz, 1962

42. MenaHxonus,1966
Melancholy, 1966



43. Yenoeek un ObIK,1966
Man and Bull, 1966



44, MaTepuHcTBO,1965
Motherhood, 1965




45. AsTonopTpert, 1966
Self-portrait, 1966



46. Kpuk,1968
The Cry,1968

47. Pacnartve, 1968
The Crucifix, 1968

48. MoneT,1968
The Flight,1968
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49, [leBylwka ¢ ANUHHLIMA
sonocammn, 1969
Girl with Long Hair,1969

50. MNioboeHasa cueHa,1968
Love Scene, 1968

51. XKeHcku nopTpeT,1968
Portrait of a Woman, 1968

52. Aeoe, 1969
The Two,1969

53. MNouenyn,1968
A Kiss, 1968

54. [leHb 1 HoYb, 1968
Day and Night,1968



55. Cnenon,1968
Blind Man,1968



56. Moner, 1969
Flight, 1969

57. BoaHeceHue, 1970

The Ascension, 1970
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58. OnnakuBatve, 1969
The Mourning, 1969
59.KpeLyerve, 1969 61. Con,1969
The Baptism,1969 A Dream,1969

60. NbeTa, 1969 62. Anam u Esa, 1969






64. AeTonopTpeT,1969
Self-portrait,1969

65. Pacnsatue, 1969
The Crucifix,1969

66. XeHckun nopTpeT,1965
Portrait of a Woman, 1965
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67. Cnenow MeicnuTens,1969
The Blind Thinker,1969

68. MNouenyn ¢ nyHon,1969
Kissing the Moon,1969

69. Kpuk,1969
The Cry,1969

70. Yenosek u bbik, 1969
Man and Bull,1969



71. Tpu rpaummn, 1969
The Three Graces,1969
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MyTb, nabpaHHbIiA UM, HECKOHEYEH, MMeeT Aanexkux npefecTBeHHUKOB U He MeHee
OTAaneHHY KOCMWYECKYIO Bbich, MNocTuras ero TBOPHECTBO, MOXHO 0CO3HATL
NOCTOAHHO 3BONIOUWOHUPYIOWYIO NUHWIO, NPUBOAAWYIK MacTepa Kk 6apbepy
HeoCAraeMocTH.

Accoynauun, Bbi3biBaeMble npousseaeHnamn Pyaonstda XadaTpsaHa cTonb
HEeOXWAAaHHbI, YTO NOPOA HAM HE XBaTaeT CMENocTH JONYCTUTL MbICTb, YTO CPeaW Hac
YKMBET KNAcCUK He TOMbKO B BO3BbLILIEHHOM CMbICMIE 3TOFO CNOBa, HO U B €ro CTUHHO
Ka4ecTBeHHOM coBeplieHcTBe. Mbl MOXeM CHWTaTbh, YTO CPean Hac XWBET W TBOPUT
(heHOMeHaNbHbIA XYA0XKHWK, Kak roBOpMTCA, "MMNOCThIO 60Xkben", Yok BnncTaTensHbie
ycnexw He SBNATCA PEMUHUCLIEHUMEN, a NWLWbL CBUAETENLCTBYIOT O TOM, 4TO U B HALIW
[OHW MOXET NPOM30oATH YyA0.

eHpux WrutaH, aupexktop Myses CoBpemMeHHOoro nckycctea ApMeHun.

His chosen path has no end. Its cosmic destination is immeasurably high up, and his pre-
cursors are far removed in time. Appreciation of his art makes one perceive that route of
uninterrupted evolution, which is bringing the Master to the barrier of the unattainable.
Associations invoked by Rudolf Khatchatrian's art are so spontaneous that we may
sometimes not have the courage to admit that our contemporary is a classic not only in
the laudatory sense of the word but also in its strict meaning of sublime artistry. We must
realise that a fabulous artist lives and works in this time, the artist by God's Grace.
Rudolf's incredible success is no reminiscence. It is evidence to the truth that this time
can also house a miracle.

Henry Igitian, Director, Museum of Modern Art of Armenia



PNCYHOK HA BYMAT'E
DRAWINGS ON PAPER

1874, C weHon HaTtanwen,
1974, With his wife Natalia,



72. ABTonopTpeT,1971
Self-portrait, 1971



73. XKeHckuih nopTpeT,1973
Portrait of a Woman,1973



74. Canomes, 1977 75. Anta, 1978
Salome, 1977 Anna, 1978

T D———— 77. O6HaxeHHan, 1976
s it g o
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78. Mopenb, 1973
Model, 1973
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79. Hapsa, 1976

‘81. XKeHckuit noptpet,1977

Portrait of a Woman,1977

80. Mpoduns, 1978

Profile,1978

82. KeHimHa B yanme, 1978
Woman Wearing a Turban,1978
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83. MNMopTpeT XeHbl XyaoXkHWKa,1973
Portrait of the Artist's Wife, 1973



84. HaTiopmopT ¢ pbibamu,1976 85. HatiopmopT ¢ 6ymarkHbim aHrenom, 1976

Still Life with Fishes, 1976 Still Life with Paper Angel, 1976
86. MonopocTs, 1974 87. HaTiopmopT ¢ Kocudkamn, 1972
Youth,1974 Still Life with Plaits,1972
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88. LipeThb, 1976
Flowers,1976
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dolescence, 1977
91. AsTonopTpert,1972

90. My>unHa ¢ kHuron, 1976
Man with a Book,1976

92. ABTONOpTPET ¥ MoNbbepTa,1976
Self-portrait at the Easel, 1976




93. I0aub, 1976
Judith,1976



94. My»ckon npocuns, 1977 95. lasna,1978

Man in Profile,1977 David, 1978
96. Naypa, 1978 97. Aby-nana Maapu,1978
Laura,1978 Abu-lala Maari, 1978
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98. My ckoin noptpeT, 1977
Portrait of a Man,1977



99. NHra, 1980
Inga, 1980
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100. MNbepo,1978
Pierrot,1978



| O

101. fleBywka B 6epete, 1978
Girl Wearing a Beret,1978



102. Haralwa (eHa XyA0xXHuKa), 1978
Natasha (The Artist's Wife),1978
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PucyHok Ha neekace Pyponbgha XadaTpsHa - cenus Unv caHrvHa - MOHOXPOMHbIA no
CyWwecTay, NpoOM3BOAWT HEOXKWMAAHHOE BNEYaTNEHWe MOMMXPOMHOCTM. 3TO MPOUCXOAWUT
noTomy, 4To 6eNOCHEXHbLIA NeBKac CBETUTCS U3HYTPWU, CBET MepuaeT, nepenusaeTcs
MEXAY WTPUXamu, urpaeT Yy4ecHylo ponb - Kak 6bl yBOAWT 3puTens B newepy, rae
AnnaguH u3 “ThiCA4M M OA4HOW Ho4M" obpen MHorouseTHble HoraTcTBa. Kaxabli, KTo
Bugen pabotel Pyaonstda XayatpsHa, ocTpo owywan aToT BenukonenHuli achexT, B
TOM HMCNE 1 A - B er0 MOCKOBCKOW MacTepckoi. A He xyaoxHuK. BenuaHa neekaca... u
BCE-TAKU He A0 KOHLUA MOHMMaellb, KakuMKu XXe elle cpeacTBamu 3ToT adhekT
pocTuraeTca. 34eck TaUTCA HEYTO YyaecHoe.

ApceHunit TapKoBCKWA, NO3T.

Pygonbd cuutaet, 4TO XyA0XKeCcTBO - 3TO Nioboeb. Bee, Ha 4To ynan nodsawun B3arnag
XyAOXHUKA, NpeBpalwjaeTcs B AparoueHHocTb. [4yene Bce paBHO, OTKyAa AocTasaTth
HeKTap, U3 UBEeTKa Kpanuebl UNK U3 po3bl. Myene - goctate. XyQOXKHUKY - BINOXWTb.
TwaTenbHO NPOpUCOBaHHanA BOPCMHKA TPAMKW Npespallaetcs B MeCcTO OeWCTBUSA
no6en 1 No3ToMy nNpuobpeTaeT Ba)HOCTb. ECnu BbDKATh TPANKY WKW KNMACCHMHECKYHO
Wwane, HanMCaHHY XyZLOXHWKOM, TO LEHHOCTL Belin onpeaennuTca KONW4ecTBOM
no6BK, KOTOpas U3 Hee BLITeYeT.

®asunb Wckangep, nucatens.

Rudolf Kchatchatrian's essentially monochromatic drawings on levkas - sepia or san-
guine - look unexpectedly polychromatic. This happens because the snow-white /evkas
radiates from within, shimmers and glimmers between the lines. It plays a wonderful role
- seemingly luring the viewer into the cave where Alladin of the “Arabian Nights" found
his multi-coloured riches. Everyone familiar with Khatchatrian's works is acutely aware of
this formidable effect. So was |, when visiting his Moscow studio.

| am not an artist. The levkases whiteness ... and still the mechanism of the effect
escapes you. There is an element of miracle here.

Arseni Tarkovsky, poet

Rudolf believes that art is love. Everything touched by his loving eye becomes a gem. A
bee doesn’t care whence it takes its honey - from a rose, or a nettle. The bee wants to
get. The artist - to give. The subtly drawn hair of a cloth becomes the place most impor-
tant, the love scene. If you squeeze a cloth or classic shawl drawn by the artist, you'll
know its true value by the amount of love it will coze.

Fasil Iskander, writer



PNCYHOK HA JIEBKACE
DRAWINGS ON LEVKAS

1985. B macTepckoi. Mocksa,
1985. In the studio. Moscow.
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103. AetonopTpeT,1979
Self-portrait,1979

105. AsTonopTpeT y monebepta, 1981
Self-portrait at the Easel,1981
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104. AeTonopTpeT ¢ Tpybkoir, 1983
Self-portrait with a Pipe, 1983

106. ABTONOPTPET Yy MonbbepTa, 1988
Self-portrait at the Easel, 1988



107. AetonopTpeT,1989
Self-portrait,1989
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108. BecHa ,1987
Spring,1987

109. BopoTa,1987
The Gates, 1987

110. HaTiopMmopT € UBeTammn
pakoeuHon, 1981
Still Life with Flowers and Shell, 1981
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111 OkHo. MacTtepckasn,1982
In the Studio. The Window, 1982

112. MNeitzax Ha 3akaTte,1986
Landscape at Sunset,1986

113. Jomuk B necy,1987
Cottage in the Forest,1987



114. Huwa, 1981
A Niche, 1981



115. AkTpuca,1983
The Actress, 1983

116. Y okna, 1982
By the Window,1982

117. My>ckon nopTpeT,1980
Portrait of a Man,1980
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118. MoHonor,1984
Monologue, 1984

119. Moko, 1982
Moko, 1982

120. ObHaxeHHan,1981
A Nude, 1981

121. MywkuH. Quanor,1987
Pushkin. Dialogue,1987

122. AHeyka B BeHke, 1985
Anechka with Garland,1985

123. JlycuHa, 1988
Lucine, 1988



124. NMunurpmm,1981
Pilgrim, 1981
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125. KapaeaH - 6awmn,1982
Karavan-Bashi, 1982

126. MopTtpeT A. PankunHa, 1986
Portrait of A.Raikin,1986

127. MopTtpeT B. M.,1981
Portrait of V. M., 1981
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128. XeHckuin nopTpeT, 1982
Portrait of a Woman, 1982

129. MoptpeT . Buctn, 1983
Portrait of D.Bisti, 1983

130. Npochuns, 1982
A Profile,1982
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131. MoptperT /1. Abpamaxa,1983
Portrait of L.Abrahamian,1983

132. xemma, 1987
Jemma, 1987

133. MopTpeT A. Muraana,1983
Portrait of A.Migdal,1983



134. Mepkyuwno,1982
Mercucio, 1982
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139 : 140
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143

141. Apmen [pxurapxansH. MNepeg
cnekTaknem,1986

135. MNMopTtpeT utanbaHkn, 1981 138. MNoptpet M. MapTupocaHa,1983 Armen Djigarkhanian. Before a
Portrait of an Italian Woman, 1981 Portrait of M.Martirosian, 1983 Performance,198

136. MopTpeT 3. Xapa3saHa,1988 139. NoptpeT I'. Urutana, 1982 142. NopTtpet WU. OneBckoin, 1983
Portrait of E.Kharazian,1988 Portrait of H.lgitian,1982 Portrait of .Olevskaya,1983

137. Mapwam (Moko),1987 140. MNopTpeT rpy3auHkn, 1986 143. NopTtpeTt I'. MaTesocaHa, 1986
Mariam (Moko),1987 Portrait of a Georgian Woman, 1986 Portrait of G.Matevosian,1986
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144. NMopTpeT cbiHa, 1986
Portrait of the Artist's Son,1986



145, LipeTel B 6enom kyslwuHe, 1986
Flowers in a White Jug,1986

146. HaTiopmopT ¢ pbiboi, 1981
Still Life with a Fish,1981

147. HaTtropmopT,1987
Still Life, 1987
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148. KopauHa c usetamu, 1986
Basket with Flowers, 1986

149. Bonbwow HaTiopmopT, 1982
The Great Still Life,1982

150. Tpw kKyewuHa, 1987
Three Jugs,1987

151. ApMAHCKMIA HaTopmopT, 1986
The Armenian Still Life,1986

152. VTBapb,1987
Utensils, 1987

153. HaTiopmopT ¢ 3epkanom,1983
Still Life with the Mirror,1983



154. LieeTbl, 1988
Flowers,1988



174

B cnoHbix KOMNO3MLKUAX CO MHOXECTBOM (Uryp matepei n mnajeHues nokasaHa
beckoHeYHan M3MEHYMBOCTb XU3HWU: NOABNEHWE HOBbIX CYLECTB, HE3AaBUCUMBIX, HO
CBA3aHHbLIX BPOXAEHHbLIMA CBA3AMU C UCTOYHUKOM CBOEro ObiTUA W BEYHO K HEMY
BO3BpaLjaloWmxcsa. T 0bpasbl NOMHLI NPOH3UTENbLHON HEXHOCTU U Hagexabl. B ceoem
NpUpPoXAeHHOM 6naropofcTee i CMEenocT OHW OTPaXkaloT Te CBOMCTEA YenoBe4eckoro
AyXa, KOTOpble MHEe MocYacTNMBMIOCL BUAeTb B apmsHax HaropHoro Kapabaxa. Oxu
TOXEe yBeKOoBeYeHbl UCKyccTBOM Pyaonbktha XadarpsaHa.

Benuuue ero uckycctea - nnog AyXOBHOTO BeNWYUA APEBHEro, MHOrocTpajanbHoro
apMmAaHckoro Hapoga. MHe gymaeTtcA, mup o6sa3aH UM 6naro4apHOCTbIO 3a UX
YHWUKanNbHbIA BKNAA B COKPOBULLHMLY MUPOBOM KYNbTYPbl U 32 ABNEHHYIO UMW AYXOBHYIO
CUNy CBUAETENbCTBOBATL O MI0BBU, 683 KOTOPON HET XU3HW.

bapoHecca Kaponaiii Kokc

Pyponeth Xa4aTpsiH yBEPEHHO, OMbITHOW PYKOW BBOAWUT 3pUTENs B MHOFOMEPHLIN MUp, B
KOTOPOM O4HOBPEMEHHO OdaHbl ‘celdac” v “torga”, “sgeck’ K “tam”, “ceoe".n "obuwee",
"co3HaTenbHoe" u "6ecco3HaTtenbHoe". M3Haq4anbHbin MMNYMbC ero CKyccTsa - BMecTe
BOCTOPr U Tpesora, Tparegusa U TopXxecTso. Mo3HAaKOMUBLLMCE C HUM, HETPYAHO
NpeacTaBnTb, Kakoso 6bino 6bl BCTpeTuTbes ¢ Lekcnvpom. Moxoxe, MHOronukue
NOPOXAEHUA ero Mory4en aHeprin BCTPe4aloT oguH oTKnuk: “MocTonTe, TyT Kakas-To
TanHa'.

[-p Mioppei Kok,

noyeTHbIl YneH Wekcnuposckoro LieHTpa, BupmuHremckuin YHusepcuteT

In the complex paintings of multiple figures of mothers and babies, there are innumerable
aspects of the challenge of life: the emergence of new beings, with their independence
and yet their inherent belonging and perpetual returning to the source of their being.
These images are full of tenderness, poignancy and hope. In their inherent dignity,
courage and hope, they reflect the characteristics of the human spirit which | have been
privileged to encounter in the Armenians of Karabakh. These, too, are immortalised in the
art of Rudolf Khatchatrian.

The greatness of his art springs from the greatness of the spirit of the ancient, suffering
Armenian people. | believe the world owes them a debt of gratitude for their unigue contri-
bution to the treasure chest of world culture and to their testimony to the power of the
human spirit to witness to the love which is the ground of our being.

The Baroness Cox

Rudolf Khatchatrian takes the viewer safely, surely, into a perspectival world where now
and then, here and there, the solitary and the communal, the conscious and the uncon-
scious are encountered simuitaneously. The primordial impact of his art is both exciting
and disturbing, tragic and jubilant. Meeting him it is not difficult to imagine what it would
be like to meet Shakespeare. "Just a moment, there's something else here" seems to be
a universal response to the many modes of his huge energies.

Dr Murray Cox,

Honorary Research Fellow
The Shakespeare Institute, The University of Birmingham



METAMOP®O3bI
METAMORPHOSES

1992. B macTepckoi. MoxaoH.
1992. In the studio. London.



156

158

160
161
NMEPUOL "OTKPbITbIE ®OPMbI.
1989-1990"
THE "OPEN FORMS. 1989-1990"
PERIOD
157. MNbeTa, 1989
The Pieta, 1989
155. XpucToc n MarganuHa,1989 158. OnnakusaHue avrena,1989 160. Agam 1 EBa, 1989
Christ and Magdalene, 1989 Mourning of an Angel, 1989 Adam and Eve, 1989
156. ®oma Hesepyowuia, 1989 159. CeaTow MNeoprvin, 1989 161. BnaroseweHne, 1989
Doubting Thomas ,1989 St. George, 1898 The Annunciation, 1989

176



162. MoaH Kpectutens. Mpodonguyc,1990

John the Baptist. De Profundis, 1990



163

165

167

163. ®urypa Ha ctyne |. 1989
Figure on a Chair 1,1989

164. ®urypa Ha ctyne Il. 1989
Figure on a Chair 11,1989

165. ®urypa Ha cTyne |Il. 1989
Figure on a Chair I11,1989

178

168

166. MoHonor,1990
Molologue, 1990

167. becepga. 1990
Conversation, 1990

168. oboeHas cueHa. 1990
Love Scene, 1990



169, Tpu rpayum, 1990
The Three Graces, 1990



180

170 171

172
173
PENBE®bI RELIEFS
170. Tpu nTuubl, 1990 171. My»4nHa v xxeHwmra, 1990
Three Birds,1990 Man and Woman, 1990
172. NuHna B npocTpaHcTee, 1990 173. BbIk, 1990
A Line in Space,1990 Bull, 1990



174. MHorocnoiHelin pensed.
Multilayered Relief
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175. [lea aHrena, 1990
Two Angels, 1990
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[pynna npocTpaHCTBEHHbIX KOMNO3NLWA.
A Group of Compositions in Space



R

o

i

176. Teatp TeHew 1,1990
Shadow Show 1,1990



177. Teatp TeHen 11,1990
Shadow Show 11,1990



178

181

N3 cepum "MuHumanuam”
From the “Minimalizm” series

178.

179,

180. Komnoauuma 11,1991

186

Komnosauuma 1,1991
Composition [,1991

Komnoauymsa 11,1991
Composition 11,1991

Composition 11,1991

179

185

181. Komnoauuywma 1V,1991
Composition 1V,1991

182. Komnosuywa V,1991
Composition V,1991

183. Komnoawuwmsa VI,1991
Composition VI,1991

180

186

184. Komnoauuua VII,1991
Composition VII, 1991

185. Komnoauyua VIII, 1991
Composition VIII,1991

186. Komnosuumnsa 1X,1991
Composition 1X,1991



187. Komnoauuums X,1991
Composition X,1991



188

194

NEPWUO/ "ABYEAVHCTBO"
THE "DUAL UNITY" PERIOD

188. Nokonexnus,1990
Generations, 1990

189. Bnaxxenxan, 1990
God's Fool,1990

190. Cupgawas durypa ,1990
Sitting Figure 1,1990

188

191. Tyanet,1990
Toilet, 1990

192. durypa c mackoi,1990
Figure with Mask,1990

193. Kynansuymua, 1990
Bather,1990

190

193

196

194. Mokoir,1990
Repose, 1990

195. Cuagawasn durypa ¢ sénokom,1990
Sitting Figure with Apples, 1990

196. llexxalyasn, 1990
Reclined Woman,1990



197. CoH,1990
Sleep,1990



199

201 202

200. Paaroeop,1990
Conversation,1990

198. NMio6oes, 1990 201. fopora,1990
Love, 1990 A Path/ A Road, 1990
199. MNpuaHaxue B noben, 1991 202. MaTepuHcTEO, 1991
Love Avowal 1991 Motherhood,1991

190

200

203

203. TyaneT,1991
Toilet, 1991

204. No6oeHana cueHa, 1990
Love Scene, 1990



205. [iBe xeHckue durypsl, 1990
Two Female Figures,1990



206. Akpobars! |,1990
Acrobats 1,1990

207. AkpobaTei 11,1990
Acrobats 11,1990

208. Akpobarts! 11,1990
Acrobats 11,1990

192

20

209. Ckop6b,1990
Grief,1990

210. Tpu nokonexHua,1990
Three Generations, 1990

211. Ose churypbl, 1990
Two Figures, 1990

211

214

212. WUrpa c conHeYyHbim 3ain4nkom, 1990
Playing with a Sunbeam, 1990

213. Taney,1990
A Dance, 1990

214. TaHeu,1990
A Dance, 1990



215. Cuaswas curypa ll, 1990
Sitting Figure 11, 1990



219

216. durypa 1,1990
Figure 1,1990

217. @urypa 11,1990
Figure 11,1990
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220

222

218. ®urypa 11,1990
Figure 11,1990

219. durypa IV,1990
Figure IV,1990

220. ®urypa V,1990
Figure V,1990

218

221. ®urypa VI,1990
Figure V1,1990

222. durypa V11,1990
Figure V11,1990



223. MopTtpeT,1990

Portrait, 1990



224

224. Cngawasn dwrypa 11,1991
Sitting Figure 111,1991

225. Ctapyxa,1991
Old Woman,1991

226. Cugawasn curypa IV,1991
Sitting Figure 1V,1991

196

225

227. BmobneHHbie, 1991
Loving Couple, 1991

228. Cugawasn curypa V,1991
Sitting Figure V,1991

229. MoboeHasn cueHa, 1991
Love Scene, 1991

226

229

232

230. Wrpa ¢ conHe4Hbim 3an4mkom,1991
Playing with a Sunbeam,1991

231. [ise nexkawme curypsl, 1991
Two Reclined Figures, 1991

232. Durypa c abnokom, 1991
Figure with an Apple,1991



233. ObbaTue, 1990
Embrace,1990



— e wi &l i
234 235

237 238 239

240

236. Ctosawan dwurypa 1,1991
Standing Figure 1,1991

234. Ckopbb, 1991 237. Osoe, 1991 239. Cvgawas courypa VII,1991
Grief,1991 The Two,1991 Sitting Figure V11,1991
235. lioboeHas cueHa, 1991 238. Cugawas durypa V1,199 240. MaTtepuHcTeo,1991
Love Scene, 1991 Sitting Figure V1,1991 Motherhood, 1991

198



241. NMonynexawas dgwurypa,1991
Half-Reclined Figure, 1991



245

242. Ctoawasn churypa 11,1990
Standing Figure 11,1990

243. Ctosawasn curypa 11,1990
Standing Figure 11,1990

244. KoneHonpeknoHeHHas, 1990
Kneeling Woman,1990

200

245. [1se thurypsi 1,1990
Two Figures 1,1990

246. Cngawas curypa VIII, 1990
Sitting Figure V11,1990

247. e churypsl 11,1990
Two Figures 11,1990

244

248. Ope churypeil 11,1990
Two Figures 11,1990

249. Cugawasn durypa 1X,1990
Sitting Figure 1X,1990

250. Monynexauwasn durypa,1990
Half-Reclined Figure,1990



251. OBbHaxeHHan, 1990

A Nude, 1990



252

253

252. Cembs,1991 253. Cemba, 1991
The Family,1991 The Family,1991
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255

254

254. BnaxeHHas, 1991 255. bnaxenHan, 1991
God's Fool, 1991 God's Fool, 1991



259 260

263
256. XKeHwwmHa ¢ 3epkanom |,1991 259. [1eoe, 1991
Woman with Mirror 1,1991 The Two,1991
257, XeHwwmHa c 3epkanom 11,1991 260. becepna, 1991
Woman with Mirror 11,1991 Conversation,1991

258. My>x4mnHa U xeHLmuHa, 1991 261. MNopg gepeeom, 1991
Man and Woman,1991 Under a Tree, 1991

204

261

262. Ctoawas curypa IV,1991
Standing Figure 1V,1991

263. TyaneT,1991
Toilet, 1991

264. [lse nexxawyme curypsl, 1991
Two Reclined Figures,1991



265. MopTpeT,1991
Portrait, 1991



269

272

266. Ctoswan durypa V,1991
Standing Figure V,1991

267. Cugsawan churypa X,1991
Sitting Figure X,1991

268. MaTepuHcTBO,1991
Motherhood, 1991
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270

273

269. Cugawas durypa X|,1991
Sitting Figure X1,1991

270. Cugawas curypa XlI,1991
Sitting Figure XI1,1991

271. NoboBHanA cueHa |,1991
Love Scene |,1991

268

271

272. NoboeHasn cuyena 11,1991
Love Scene 11,1991

273. NoboeHas cueHa 11,1991
Love Scene 11,1991



o
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274. bonblasa obHa)keHHas, 1991
The Great Nude, 1991



275

MEPMOA "ABOVMHOE COCTOAHWUE"
THE "DOUBLE EXISTENCE" PERIOD

275. durypa ¢ KHWrow n Kyknow,1991
Figure with a Book and a Doll,1991
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276

276. CnAawas dwurypa ¢ sepkanom,1991
Sleeping Figure with a Mirror,1991



277.CnAwan durypa c 6aboqkon, 1991
Sleeping Figure with Butterfly,1991



278. Pazgymesa |,1991
Ruminations 1,1991



279. ®urypa c geyma sepkanamu,1991
Figure with Two Mirrors, 1991



280

281

280. Pasgymbs |1,1991 281. finanor,1991
Ruminations 11,1991 Dialogue, 1991
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aa rpynna,1991

H

282. Ceme

Family Group,1991



283

283. Matb v auTa,1991
Mother and Child, 1991

284. Cugsawas curypa,1991
Sitting Figure,1991

285. Ctoawan curypa, 1991
Standing Figure, 1991

214

284

286

288

286. Pasgymes 11,1991
Ruminations 11,1991

287. Qnanorn,1991
Dialogues,1991

288. bnaxe+Hana, 1991
God's Fool, 1991



289. MNoprtpeT,1991
Portrait,1991



29

292

& 1Pl

W3 cepumn “Obpasbl n TeHn"
From the “Images and shadows” series

290. ®urypa 1,1992 293. finanor,1992
Figure 1,1992 Dialogue,1992
291. Komnoawuwsa, 1992 294. Tpu churypbt, 1992
Composition, 1992 Three Figures,1992
292. @urypa 11,1992 295. Cembn,1992
Figure 11,1992 The Family,1992
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296. ®urypa 111,1992
Figure 11,1992



297

299

300 301

303

NMEPXON "MPOSABNEHNA OEPA3A"

THE "DEVELOPMENT OF THE IMAGE"
PERIOD

297. Tpw churypel 1,1992
Three Figures 1,1992

298. fiee churypsl 1,1992 301. Tpw churypei 111,1992
Two Figures 1,1992 Three Figures 11,1992

300. Tpw domrypsi 11,1992
Three Figures 11,1992

299. MHorodurypHas komnoawuua 1,1992 302. Oee domrype 11,1992
Multifigured Compasition |,1992 Two Figures 11,1992

218

302

303. [ge churypel 11,1992
Two Figures 111,1992

304. MHorochmrypHas komnoauuyus 11,1992
Multifigured Composition 11,1992



305. MHorodurypHas komnoauuusa (11,1992
Multifigured Composition 11,1992



307 308

309 310 311

312
306. Cupawasn dwurypa 1,1992 309. Ctoswan churypa 1,1992
Sitting Figure 1,1992 Standing Figure 1,1992
307. Cupawas cdwrypa 11,1992 310. Crosawan curypa 11,1992 312. CrosAwas curypa I11,1992
Sitting Figure 11,1992 Sitting Figure 11,1992 Standing Figure 11,1992
308. [soe 1,1992 311. CknoHuewasca urypa,1992 313. AkT,1992
The Two 1,1992 Leaning Figure, 1992 Act, 1992

220



314, Cvgawasn dwrypa lll,1992
Sitting Figure 11,1992



315

316

317

315. Mpynnoeas komno3auuwma |,1991
Group Composition 1,1991

317. Mpynnosas komnoauums 11,1991
Group Composition 11,1991

222

318

316. M'pynnosas komnoauuus 11,1991
Group Composition 11,1991

318. Mpynnoeas komnoauuus 1V,1991
Group Composition IV,1991



319. N'pynnoeas komnoauuma V,1991
Group Composition V,1991



320. fivanor 1,1992 321. Awanor 11,1992

Dialogue 1,1992 Dialogue 11,1992
322. N'pynna na Tpex twuryp, 1992 323. Auanor 11,1992
A Group of Three Figures,1992 Dialogue [11,1992

224



324, finanor IV,1992
Dialogue 1V,1992



226

325

327

325. Cembn,1992
The Family,1992

327. Komnozuyus 11,1992
Composition 11,1992

326

328

326. berywui 1,1992
The Running Man 1,1992

328. Komnosuyus 11,1992
Composition 11,1992



329. Komnozuuwa 1V,1992
Composition IV,1992



330

332

330. Komnoauuua 1V,1992
Composition 1V,1992

332. [lee nexauwwue urypsl, 1992
Two Reclined Figures,1992
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331. NNexawasn dumrypa,1992
Reclined Figure,1992

333. Tpu churypel, 1992
Three Figures,1992



334. Owanor 1,1992
Dialogue 1,1992



230

335

337

335. BnaxeHHbiin, 1992
God's Fool, 1992

337. CoH |,1992
Sleep 1,1992

338

336. berywun 11,1992
The Running Man 11,1992

338. CoH 11,1992
Sleep 11,1992



339. Komnosuyua V,1992
Composition V,1992



232

340

342

340. Cembn 1,1992
The Family 1,1992

342. Komnoanuua VII,1992
Composition VII,1992

341. Cembs 11,1992
The Family 11,1992

343. dopora,1992
Path,1992



344. CoH nepep 3epkanom,1992
Sleeping in Front of The Mirror,1992



345. MHorodurypHasa komnoauums 1,1992 346. MHoroturypHas komnosuuus [1,1992
Multifigured Composition 1,1992 Multifigured Composition 11,1992
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347. Qwanor 11,1992
Dialogue 11,1992



348

351

354

NEPUOA "MUBONIOrEMbI - 1"

THE "MYTHOLOGEMS - |" PERIOD

348. CtoAwas dwurypa 1,1992
Standing Figure 1,1992

349. Cugawan churypa 1,1992
Sitting Figure 1,1992

350. Ctosauwan curypa 11,1992
Standing Figure 11,1992
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349

355

351. Cupsawasn curypa 11,1992
Sitting Figure 11,1992

352. CugAwan curypa I11,1992
Sitting Figure 111,1992

353. Cugswas churypa IV,1992
Sitting Figure 1V,1992

353

354. Cugawas cdurypa V,1992
Sitting Figure V,1992

355. Cuasawas curypa VI,1992
Sitting Figure VI1,1992



356. Cuasawasn cowurypa VII,1992
Sitting Figure V11,1992



357. Cugawasn churypa V11,1992
Sitting Figure VII1,1992

358. Cugawasn durypa 1X,1992
Sitting Figure IX,1992
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358 Ld=i 359

361

359. Ctoswasn curypa ll1,1992
Standing Figure 11,1992

360. Cngawas churypa X,1992 362. Cnpgawas cmrypa X1,1992
Sitting Figure X,1992 Sitting Figure X1,1992

361. CknoHeHHas durypa,1992 363. Cupawas churypa XI1,1992
Leaning Figure,1992 Sitting Figure X11,1992



364. Waywas durypa,1992
Walking Figure, 1992



365

366
MNEPMOL "MUDPONOTEMBbI - 11"
THE "MYTHOLOGEMS - II" PERIOD
365. Nexawasn durypa 1,1992 366. Naywasn durypa,1992
Reclined Figure, 1992 Walking Figure,1992
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367. ®urypa,1992
Figure,1992



368 369

368. CrosAwas curypa |,1992 369. Komnoanuwma,1992
Standing Figure 1,1992 Composition, 1992

370. Crosawan curypa 11,1992 371. Cugawasn cdurypa, 1992
Standing Figure 11,1992 Sitting Figure,1992
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372. MNpoTuBocTosHKue, 1992
Opposition, 1992



373

375

NEPUO/ "COEANHEHVE"

373. Ananor 1,1992
Dialogue 1,1992

375. Komnoauums 1,1992
Composition 1,1992

244

THE "JOINING TOGETHER" PERIOD

374. Qwanor 11,1992
Dialogue 11,1992

376. Komnoauuus 11,1992
Composition 11,1992



377. Komnoauyws 11,1992
Composition 11,1992



378. Owanor 11,1992

Dialogue 11,1992



379. Komnoanuwsa 1V,1992
Composition 1V,1992



248

382

380. Komnoaunyua V,1992
Composition V,1992

381. Komnoauyusa VI1,1992
Composition VII,1992

383

382. Komnoauumua VI,1992
Composition VI,1992

384. Komnoanuus VIII1,1992
Composition VIII1,1992



384. Komnoanuma IX. bawHs, 1992
Composition IX. The Tower,1992



385 386

387

388
385. Komnoauuua X,1992 386. Komnoanyms XI,1992
Composition X,1992 Composition X1,1992
387. Komnoauyusa XI1,1992 388. Komnoauuwa XllI1,1992
Composition XIl,1992 Composition XIII,1992
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389. Komnoauyus XI1V,1992
Composition XIV,1992



390

390. Komnoauyus XV,1992 391. Komnoauuma XVI1,1992
Composition XV,1992 Composition XVI,1992
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392. Komnoauuua XVII,1992
Composition XVII,1992
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393

395

NEPMOL "METAMOP®O3bI"

393. Komnoanuyma, 1992
Composition, 1992

395. durypa 1,1992
Figure 1,1992

394

396

THE "METAMORPHOSES" PERIOD

394, Nexawas curypa, 1992
Reclined Figure,1992

396. Mpynna,1992
A Group,1992



397. Owanor,1992
Dialogue,1992



256

398. durypa 11,1993
Figure 11,1993

400. ®urypa IV,1993
Figure 1V,1993

399. ®wurypa 11,1993
Figure 11,1993

401. durypa V,1993
Figure V,1993



402. ®urypa VI,1993
Figure VI,1993



403. durypa V11,1993
Figure VII,1993



404. durypa VII1,1993
Figure V111,1993
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405, Bonbwas komnoauuma, 1993
The Great Composition,1993




KATANOr

Bee pasmepsl ykasaHbl B caHTUMEeTpax

10.

1.

12.

13.

14.

15.

18.

19.

21,

23.

24,
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HAYANO

KomHarta, rge poaunca XyaoxHuk, 1951
Gymara, kapangaw, 30 x 25
AsTonopTpet, 1953

Gymara, kapaHgaw, 31 x 23
HaTypumk, 1952

bymara, kapangaw, 45 x 20
Crapbii 6awmak, 1953

Bymara, kapadgaw, 20 x 9
[OpanupoBka |, 1952

Bymara, kapaHgaw, 27 x 18
QApanupoeka Il, 1952

Bymara, kapangaw, 25 x 23

fOoma B Kampkapane, 1955
Bymara, macno, nepo, 10 x 14
flom, rae poguncs xypoxHuk, 1954
Gymara, Tylb, Nepo, KMCTk, 9 x 13
Meisax, 1954

Bymara, Tywes, 13 x 17

Naska, 1955

Bymara, macno, nepo, 8 x 11
[epeeHs, 1955

Bymara, macno, nepo, 7 x 10
Crapbii AwTapak, 1955
Bymara, UBeTHOW KapaHaaw, 9 x 11
Tytosoe gepeso, 1955

Gymara, macno, nepo, 20 x 15
Meiisax, 1954

bymara, Tyws, 10 x 14

Babywka xyaoxHuka, 1956
Gymara, us. kapasgaw, 27 x 23
Caro, 1956

Gymara, Cyxas KMCcTb, 43 x 34
MopTpeT xyaoxHuka ApyTioHa
Kanenua, 1955

Gymara, caHrHa, 41,5 x 31
MopTpet maacTpo EpsaHaa Koyapa,
1955

bymara, caxwruHa, 40 x 30

Barpam Manassx, “Otenno”, 1955
Bymara, canruHa, 30 x 21
MopTpeT oTua, 1955

Bymara, cairnHa, 42 x 35
MopTpert cTapuka, 1956
Gymara, canriHa, 58 x 36

lonoea mane4uka, 1956
Gymara, caHruua, 35 x 27

Caro, 1958

Gymara, cenws, 55 x 45
MocyapcTeeHHan kapTuHHan ranepes
ApmeHun, Epesa,

Ibkemma, 1956

Oymara, yrono, 44 x 34

25,

S

29.

30.

a1.

36.

a7.

39.

41,

AsTonopTpeT, 1951

Gymara, kapaHgaw, Genuna, 42 x 31
AsTonopTper, 1952

Gymara, kapaqgaw, 35,5 x 26,5
AgTtonopTtper, 1955

Gymara, UseTHOW KapaHgaw, 23 x 18
AsTonopTpeT, 1954

Gymara, TylWs, Nepo, KWEThb, 25 x 16
AstonopTpeT, 1956

Bymara, yronb, 65 x 44
AstonopTpeT, 1957

Bymara, canrmHa, 50 x 38
AsTonopTpeT, 1954

Gymara, Tyws, nepo, 25 x 22
AsTtonopTperT, 1958

Gymara, cyxan kucTe, 53 x 42
AstonopTper, 1958

Gymara, cadruna, 59,5 x 42

OTKPbITbIE ®OPMbI

MoptpeT pesywku, 1961
Gymara, nactens, 35 x 25
CoGpanwve A. YyaHoeckoro, Cavkt-NeTepbypr
Crpacts, 1963

xoncT, macno, 90 x 60

YacTHoe cobpaHne

My»xumnHa B kpecne, 1961
Gymara, nactens, 65 x 55
Cobpanue . ByHataHa, EpesaH
BocTouHan nioboeb, 1961
Bymara, nactens, 70 x 50
Cobpanwe . MacnapsH, Epesax
Mepeg sepkanom, 1961
Gymara, nacrens, 65 x 37
Cofpanue . MacnapsH, EpesaH
BocTo4HbIe XeHLWmHbI, 1963
XoncT, macno, 65 x 60

YacTtHoe cobpaHue
MarepuncTBO, 1965

xoncT, macno, 114 x 64,5
Cobpanwe A. MpuropaHa, EpesaH
Mecpon MawTou, 1962
xoneT, macno, 100 x 70
Cobpanwe . Bynartana, Epesad
MenaHxonus, 1966

KapToH, macna, 38 x 36
Cobpatue A. Tpuropsana, Epesan
Yenosek U 6bik, 1966

KapTOH, Macno, 25 x 35

YactHoe cobpatne
MarepuHcTBo, 1965

KapToH, Macno, 32,5 x 28
Cobpanwve A. Mpuropana, Epesan
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49,

51.

57.

59.

60.

61.
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65.

AstonopTper, 1966
KApTOH, Macno, 24 x 17
Cobpanuwe A, puropsiva, EpesaH
Kpuk, 1968

Eymara, Tyws, nepo, 94 x 68
YacTHoe cobpanuwe, Epesan
Pacnsitve, 1968

xonct, macno, 170 x 110
YactHoe cofipanue, CLUA
Monert, 1968

xoncT, macno, 100 x 80
YactHoe cobpaHuwe
[leBywKa ¢ AnWHHBIMK Bonocamu, 1969
nutorpacms, 53 x 38
JNio6osHan cuyeHa, 1968
KapTOH, ryaws, 80 x 55
YacTHoe cobpadwe, BenpyTt
KeHckuit nopTper, 1968
Bymara, Tywb, nepo, 30 x 20
[eoe, 1969

MoHOTMNKMA, 70 x 55
Cobpauwe [x. CaakaH, Epesax
Mouenyi, 1968
nwutorpacpms, 53 x 43
YacTHoe cobpaHue

[leHb 1 Ho4b, 1968 -
Gywmara, akeapens, 15 x 40
YactHoe cobpaHue
Cnenoii, 1968

KapToH, Temnepa, 110 x 80
Cobpanwne [x. CaaksaH, Epesan
Moner, 1969

MOHOTUNKA, 50 x 41
BoaHecenwe, 1970
bymara, Tyws, nepo, 49 x 41
Onnakueaxue, 1969
MoHoTANKA, 41 x 50
KpeweHue, 1969
MoHoTUNMA, 50 x 41

Moera, 1969

MoHoTUNKA, 50 x 41

CoH, 1969

MoHOTUNKA, 41 x 50

Apam v Eea, 1969
nutorpachua, 43 x 53
CepeHapga, 1968

Bymara, Tylws, nepo, 44 x 41
AsTonoptpeT, 1969
nuTorpachus, 53 x 43
PacnsTue, 1969
moHOTMNKSA, 60 x 40
YactHoe cobpaquwe, CLUA
JKeHckwit nopTpeT, 1965
Gymara, Tyws, nepo, 13 x 9,5
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Dimensions are given in centimetres with height before width

10.

11.

12.

14.

15.

16.

17.

18.

18.

21.

24,

THE BEGINNING

The Room, in Which the Artist
Was Born, 1951

Pencil on paper, 30 x 25
Self-portrait, 1953

Pencil on paper, 31 x 23

Model, 1952

Pencil on paper, 45 x 20

Old Shoe, 1953

Pencil on paper, 20 x 9

Draperie |, 1952

Pencil on paper, 27 x 18

Draperie Il, 1952

Pencil on paper, 25 x 23

Cotteges in Kadjaran, 1955

Qil on paper, 10 x 14

The House, Where the Artist Was
Born, 1954

Ink wash on paper, 9 x 13
Landscape, 1954

Ink on paper, 13 x 17

The Shop, 1955

Oil wash on paper, 8 x 11

Village, 1955

Oil wash on paper, 7 x 10

The Old Ashtarak, 1955
Coloured pencil on paper, 9 x 11
The Mulberry Tree, 1955

Qil wash on paper, 20 x 15
Landcsape , 1954

Ink on paper, 10x 14

The Artist's Grandmother, 1956
Coloured pencil on paper, 27 x 23
Sato, 1956

Qil on paper, 43 x 34

Portrait of the Painter Aritiun Galenz,
1955

Sanguine on paper, 41,5 x 31
Portrait of the Maestro Ervand Kotchar,
1955

Sanguine on paper, 40 x 30
Vagram Papasian as Othello, 1955
Sanguine on paper, 30 x 21
Portrait of the Artist's Father, 1955
Sanguine on paper, 42 x 35
Portrait of an Old Man, 1956
Sanguine on paper, 58 x 36

Head of a Boy, 1956

Sanguine on paper, 35 x 27

Sato, 1958

Sepia on paper, 55 x 45

National Museum of Arts, Erevan
Jemma, 1956

25.

26.

i
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31.

32.

33.

37.

39.

41.

Charcoal on paper, 44 x 34
Self-portrait, 1951

Pencil and chalk on paper, 42 x 31
Self-portrait, 1952

Pencil on paper, 35,5 x 26,5
Self-portrait, 1955

Coloured pencil on paper, 23 x 18
Self-portrait, 1954

Ink and brush wach on paper, 25 x 16
Self-portrait, 1956

Charcoal on paper, 65 x 44
Self-portrait, 1957

Sanguine on paper, 50 x 38
Self-portrait, 1954

Ink on paper, 25 x 22
Self-portrait, 1958

Oil on paper, 53 x 42
Self-portrait, 1958

Sanguine on paper, 59,5 x 42

OPEN FORMS

Portrait of a Girl, 1961
Pastel on paper, 35 x 25

A. Chudnovski Collection, St. Petersburg

Passion, 1963

Qil on canvas, 90 x 60

Private collection

Man in an Armchair, 1961
Pastel on paper, 65 x 55
G.Bunatian Collection, Erevan
Oriental Love, 1961

Pastel on paper, 70 x 50
G.Gasparian Collection, Erevan
At the Mirror, 1961

Pastel on paper, 65 x 37
G.Gasparian Collection, Erevan
Oriental Women, 1963

Qil n canvas, 65 x 60

Private collection
Motherhood, 1965

Oil n canvas, 114 x 64,5

A. Grigarian Collection, Erevan
Mesrop Mashtotz, 1962

Oil n canvas, 100 x 70
G.Bunatian Collection, Erevan
Melancholy, 1966

Oil on cardboard, 38 x 36

A Grigorian Collection, Erevan
Man and Bull, 1966

Oil on cardboard, 25 x 35
Private collection
Motherhood, 1965

Oil on cardboard, 32,5 x 28

49.

47.

51.

57.
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61.

62.

R

A.Grigorian Collection, Erevan
Self-portrait, 1966

Oil on cardboard, 24 x 17
A.Grigorian Collection, Erevan
The Flight, 1968

Oil on cardboard, 100 x 80
Private collection

Girl with Long Hair, 1969
Lithography, 53 x 38

The Cry, 1968

Ink on paper, 94 x 68

Private collection, Erevan
The Crucifix, 1968

Oil on canvas, 170 x 110
Private collection, USA

Love Scene, 1968
Gouache on cardboard, 80 x 55
Private collection, Beyrouth
Portrait of a Woman, 1968
Onl on paper, 30 x 20

The Two, 1969

Monotype, 70 x 55

J.Saakian Collection, Erevan
A Kiss, 1968

Lithography, 53 x 43

Private collection

Day and Night, 1968
Watercolor, 15 x 40

Private collection

Blind Man, 1968

Tempera on cardboard, 110 x 80
J.Saakian Collection, Erevan
Flight, 1969

Maonotype, 50 x 41

The Ascension, 1970

Ink on paper, 49 x 41

The Mourning, 1969
Monotype, 41 x 50

The Baptism, 1969
Monotype, 50 x 41

The Pieta, 1969

Monotype, 50 x 41

A Dream, 1969

Monotype, 41 x 50

Adam and Eve, 1969
Lithography, 43 x 53
Serenade, 1968

Ink on paper, 44 x 41
Self-portrait, 1969
Lithography, 53 x 43

The Crucifix, 1969
Monotype, 60 x 40

Private collection, USA
Portrait of a Woman, 1965
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72.

74.

78.

a1,

82.

87.
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Cnenoid meicnuTens, 1969
MOHOTUNMA, B0 x 40

YacTHoe cofipanwe, CLUA
Mouenyi ¢ nyHo#n, 1969
nutorpadms, 39,5 x 37,6
Kpuk, 1969

MOHOTHWSA, 60 x 40

YactHoe cobpanwne, CLUA
Yenosek M 6bik, 1969
MOHOTHIWA, 40 X 60
Cobpanwe [*. Caaran, EpesaH
Tpu rpavyu, 1969
nurorpacous, 40,5 x 40,5

PUCYHOK HA BYMATE

AsTonopTper, 1971
Gymara, upeTHOW kapangaw, 13 X 13

locynapcTBeHHas TpeThAKOBCKAR ranepes,

Mockea

MeHckuit nopTpeT, 1973
6Gymara, Tyws, nepo, 17 x 16
Canowmes, 1977

Gymara, kapaKgaw, 24 x 19
YactHoe cobpanwe, Epesan

AHHa, 1978

Gymara, kapangaw, 20 x 13
Yactroe cobpanue, Mapux
O6HaxeHHaa mogens, 1976
Gymara, LUBeTHON KapaHaaw, 26 x 21
Cobpatue P. flemnpysH, Epesan
O6HaxeHHasn, 1976

Oymara, YeeTHOW KapaHaaw, 31 x 27
Cobpanue . Tep-MeprepsH, Mapcens
Mogens, 1973

Gywmara, kapasgaw, 39 x 35

Haga, 1976

Oymara, kapangaw, 13 x 10
YacTHoe cofipaHwe, Mapux
Mpodouns, 1978

Bywmara, UseTHOW KapaHaaL, 25 x 20
Cobpanue B. Tymarnoea, Mockea
JKeHckuit nopTpeT, 1977
Gymara, LBeTHOR Kapangaw, 25 x 21
XKeHwuHa B yanme, 1978
fymara, UBETHOW KapaHgauw, 19 x 16
Co6panue I". Tapeeppasna, Epesan
MopTpeT »*eHbl XyAoKHUKa, 1973
Bymara, kapavaauw, 42 x 36
Cobpanue J1. Xa4aTpsaH, Mockea
HamiopmopT ¢ poibamu, 1976
Gymara, kapangaw, 39 x 31
Cobpanue I, TapeepgaHa, EpesaH

HaTmiopmopT ¢ GymaxkHbim aHrenom, 1976

6ymara, kapangaw, 35 x 25
Cobpanne ", TapeepgaHa, EpesaH
MonogocTs, 1974

Gymara, useTHoM kapaHgaw, 38 x 27
YacTHoe cobpauue, [etpout
HaTiopMopT C Kocu4kamu, 1972
bymara, kapangat, 40 x 35
Cobpanue A. [lemugosoin, Mockea
LiseTsl, 1976

Gymara, kapasgaw, 33 x 30
Cobpanue . TapeepgsHa, Epesaan
OrtpouecTso, 1977

Gymara, kapangaw, 32 x 27
YactHoe cobpanue, CLUA
My>xumHa ¢ KHuron, 1976
Gymara, kapavgaw, 22 x 19
Cobpanne . TapeepasaHa, EpesaH
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93.

97.

98.

100.

101.

102.

103.

104,

105.

106.

107.

108.

110.

111,

12,

113.

114,

AsTonopTper, 1972

6ymara, kapakgaw, 33 x 31

Cobpaxne H. Xa4aTtpsaH, Mockea
AsTonoprpet y monsbepra, 1976
Gymara, kapangaw, 36 x 33

Co6panwe . Tapeeppana, EpesaH
IOgudn, 1976

bymara, kapangaw, 32 x 27

Cobpanue . TapsepasaHa, EpesaH
My>xckoil npotune, 1977

KapToH, cenus, 75 x 60

My3ei cospemeHHoro uckycctea, Epesau
[Oasug, 1978

KapTOH, caHrmHa, 73 x 57

My3aeih coepemerHoro nckyccrea, Epesand
Naypa, 1978

KapToH, cenus, 72 x 56

Cobpanwe M. Tapeepgaqa, Epesar
Aby-nana Maapwu (No MOTUBaM NMO3amMbI
AseTnka Wcaaknnxa), 1978

KapTOoH, cenua, 78 x 58

My3eil cospemeHHoro uckycetea, Epesan
Myxckoi noptper, 1977

KapToH, cenms, 64 x 52

My3e#h coBpemeHHoro uckycctea, Epesan
Whra, 1980

KapToH, cervA, 65 x 80

CobcTeeHHocTs A, [kuHarana, Mockea
MNbepo, 1978

KapTOH, cenua, 62 x 52

CobeteenHocTs M. Xaqatpad, Mockea
[eeywka B 6epeTe, 1978

KapToH, cenus, 52 x 46

YactHoe cobpanwe, Epesad

Harawa (xeHa xygoxHuka), 1978
KapToH, cenws, 72 x 57

PUCYHOK HA NEBKACE

AsTonopTpeT, 1979

neskac, cenus, 80 x 60

Myaei cospemenHoro uckycctea, Epesax
ABTONOPTPET C TpyGKo#, 1983
nesxkac, cenud, 80 x 60

AsTonopTpeT y montbepta, 1981
neskac, cenna, 130 x 100

My3ei cospemeHHOro wckyccTea, Epesan
AsTonopTpeT y monsbepTa, 1988
neskac, cenua, 115 x 90
[ocyfapcTBeHHas KapTWHHas ranepes
Apmerun, Epesad

AsTonopTper, 1989

neskac, cenwa, yrone, 60 x 50

BecHa , 1987

neekac, cenun, 115 x 95

YactHoe cofipanwe, CTOKronsm

. Bopora, 1987

neekac, cenua, 95 x 115

Cofipanune Bare Kapanetsaua, lloHgoH
HaTiopMopT C UBETAMW M PAKOBMHOM,
1981

nesekac, cenwa, 100 x 130

OxkHo. MacTepckas, 1982

neskac, cenwna, 100 x 130

Myzen cospemeHHoro uckycctea, Epesad
Meisax Ha 3akare, 1986

neskac, cenws, 65 x 80

[fomuk B necy, 1987

neskac, cenus, 75 x 90

Huwa, 1981

neekac, cenws, 130 x 100

115.

116.

117.

118.

118.

120.

121,

122,

123.

124,

125.

126.

127.

128.

129.

130.

131.

132.

133.

134.

135.

136.

137.

138.

139.

140.

KyneTypHel UeHTp Anexca MaHykaHa,
Detpoir

AxTpuca, 1983

neekac, cenvsa, 115 x 95

Co6panwe 1. Makcakosow, Mockea
Y okHa, 1982

neekac, cenws, 115 x 95

Mykckoit nopTpeT, 1980
neekac, cenws, 130 x 100
KynbTypHbIiA UeHTP Anekca MaHykaHa,
fOetpont

Mowonor, 1984

neekac, cenus, 100 x B0
KynbTypHeii UueHTp Anexca MaHyrsada,
Detpont

Moko, 1982

neekac, cenns, 130 x 100
O6HaxeHHas, 1981

neekac, caurmua, 100 x 80

YacTroe cobpanve, Epesan
Mywkwy. Auanor, 1987

neekac, cenus, 100 x 80

AHeyka B BeHke, 1985

neekac, cenws, 80 x 60

Cobpaxue ©. lanvensHa, Epesan
JlycuHa, 1988

neskac, cenws, 80 x 70

YacTHoe cobparue, QyGnuH
Munurpum, 1981

neekac, cenus, 100 x 130
KapasaH - 6awwu, 1982

neekac, cenus, 80 x 60

MopTper A. PailikvHa, 1986
nesekac, cenus, 80 x 65

MopTper B. M., 1981

neekac, cenwa, 80 x 60

XeHckuit nopTpet, 1982
neekac, cenwa, 60 x 50

Cobpanue K. Mensxa, Jetpont
Moptper [. Buctw, 1983
neekac, cenwa, 50 x 45

Mpodouns, 1982

neekac, cenws, B0 x 60

YactHoe cobpanune, Epesan
Moptpert I1. AGpamsiHa, 1983
neekac, cenus, 60 x 50

Dxkemma, 1987

neekac, cenus, 80 x 70

Cobpanve [Ix. CaakaH, EpesaH
Moptper A. Murgana, 1983
neskac, cenus, 60 x 50

Cob6paunve A. Murgana, Mockea
Mepkyuwo, 1982

neskac, cenua, 60 x 50
KyneTypHbil UeHTp Anexkca ManyksaHa,
LeTtpout

MopTper uranssHky, 1981
neekac, cenus, 80 x 70
CobereenHocTs 3. ApakensHa, Epesad
MopTper 3. Xapasnxa, 1988
neskac, cenwa, 90 x 75

Mapuam (Moko), 1987

neskac, cenws, 80 x 60
CobcTeeHHocTs M. XavatpsH, EpesaH
MopTpet M. MapTupocsHa, 1983
neekac, cenws, B0 x 70

YactHoe cobpanne, JeTponT
Moptpert I'. UruTaHa, 1982
neskac, cenws, 100 x 80
CotcreeqHocTs [, Mrutana, Epesan
MopTpert rpyauHky, 1986
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Ink on paper, 13 x 9,5

The Blind Thinker, 1969
Monotype, 60 x 40

Private collection, USA
Kissing the Moon, 1969
Lithography, 39.5 x 37.5
The Cry, 1969

Monatype, 60 x 40

Private collection, USA
Man and Bull, 1969
Monatype, 40 x 60
J.Saakian Collection, Erevan
The Three Graces, 1969
Lithography, 40,5 x 40,5

DRAWINGS ON PAPER

Self-portrait, 1971

Coloured pencil on paper, 13 x 13
The Tretiakov Gallery, Moscow
Portrait of a Woman , 1973
Ink on paper, 17 x 16

Salome, 1977

Pencil on paper, 24 x 19

Private collection, Erevan

Anna, 1978

Pencil on paper, 20 x 13

Private collection, Paris

Nude Model, 1976

Coloured pencil on paper, 26 x 21
R.Demirchan Collection, Erevan
A Nude, 1976

Coloured pencil on paper, 31 x 27
G.Ter-Mergerian Collection, Marseille
Model, 1973

Pencil on paper, 39 x 35

Nadia, 1976

Pencil on paper, 13 x 10

Private collection, Paris

Profile, 1978

Coloured pencil on paper. 25 x 20
V. Tumanov Collection, Moscow
Portrait of a Woman, 1977
Coloured pencil on paper, 25 x 21
Woman wearing a Turban, 1978
Coloured pencil on paper, 19 x 16
G.Tarverdian Collection, Erevan
Portrait of the Artist's Wife, 1973
Pencil on paper, 42 x 36
L.Khatchatrian Collection, Moscow
Still Life with Fishes, 1976
Pencil on paper, 38 x 31
G.Tarverdian Collection, Erevan
Still Life with Paper Angel, 1976
Coloured pencil on paper, 35 x 25
G.Tarverdian Collection, Erevan
Youth, 1974

Pencil on paper, 38 x 27

Private collection, Detroil

Still Life with Plaits, 1972
Pencil on paper, 40 x 35
A.Demidova Collection, Moscow
Flowers, 1976

Pencil on paper, 33 x 30
G.Tarverdian Collection, Erevan
Adolescence, 1977

Pencil on paper, 32 x 27

Private collection, USA

Man with a Book, 1976

Pencil on paper, 22 x 19
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100.

101.

102.

103.

104.

105.

106.

107.

108.

109.

110.

111,

112.

113.

114,

G.Tarverdian Collection, Erevan
Self-portrait, 1972

Pencil on paper, 33 x 31
N.Khatchatrian Collection, Moscow
Self-portrait at the Easel, 1976
Pencil on paper, 36 x 33
G.Tarverdian Collection, Erevan
Judith, 1976

Pencil on paper, 32 x 27
G.Tarverdian Collection, Erevan
Man in Profile, 1977

Sepia on cardboard, 75 x 60
Museum of Modemn Art, Erevan
David, 1978

Sanguine on cardboard, 73 x 57
Museum of Modern Art, Erevan
Laura, 1978

Sepia on cardboard, 72 x 56
G.Tarverdian Collection, Erevan
Abu-lala Maari (after the poem
by Avetik Isaakian), 1978
Sepia on cardboard, 78 x 58
Museum of Modem Art, Erevan
Portrait of a man, 1977

Sepia on cardboard, 64 x 52
Museum of Modern Art, Erevan
Inga, 1980

Sepia on cardboard, 65 x B0
A.Djinanian Collection, Moscow
Pierrot, 1978

Sepia on cardboard, 62 x 52
|.Khatchatrian Collection, Moscow
Girl wearing a Beret, 1978
Sepia on cardboard, 52 x 46
Private collection, Erevan
Natasha (The Artist's Wife), 1978
Sepia on cardboard, 72 x 57

DRAWINGS ON LEVKAS

Self-portrait, 1979

Sepia on levkas, 80 x 60

Museum of Modern Art, Erevan
Self-portrait with a Pipe, 1983
Sepia on levkas, 80 x 60
Self-portrait at the Easel, 1981
Sepia on levkas, 130 x 100
Museum of Modern Art, Erevan
Self-portrait at the Easel, 1988
Sepia on levkas, 115 x 90

Mational Museum of Arts, Erevan
Self-portrait, 1989

Sepia and coal on levkas, 60 x 50
Spring, 1987

Sepia on levkas, 115 x 95

Private collection, Stockholm

The Gates, 1987

Sepia on levkas, 95 x 115

Vage Karapetian Collection, London

Siill Life with Flowers and Shell, 1981

Sepia on levkas, 100 x 130

In the Studio. The Window, 1982
Sepia on levkas, 100 x 130

Museum of Modern Art, Erevan
Landscape at Sunset, 1986
Sepia on levkas, 65 x 80

Cottage in the Forest, 1987
Sepia on levkas, 75 x 90

A Niche, 1981

Sepia on levkas, 130 x 100
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118.

119.

120.

121.

124,

125.
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128.

129.

130.

131.
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133.

134.

135.

136.

137.

138.

138.

140.

141,

Alex Manoogian Cultural Centre, Detroit
The Actress, 1983

Sepia on levkas, 115x 95

L.Maksakova Collection, Moscow

By the Window, 1982

Sepia on levkas, 115 x 95

Portrait of a Man, 1980

Sepia on levkas, 130 x 100

Alex Manoogian Cultural Centre, Detroit
Monologue, 1984

Sepia on levkas, 100 x 80

Alex Manoogian Cultural Centre, Detroit
Moko, 1982

Sepia on levkas, 130 x 100

A Nude, 1981

Sanguine on levkas, 100 x 80

Private collection, Erevan

Pushkin. Dialogue, 1987

Sepia on levkas, 100 x B0

Anechka with Garland, 1985

Sepia on levkas, 80 x 60

Ph.Danilian Collection, Erevan

. Lucine, 1988

Sepia on levkas, 80 x 70

Private collection, Dublin

Pilgrim, 1981

Sepia on levkas, 100 x 130
Karavan-Bashi, 1982

Sepia on levkas, 80 x 60

Portrait of A.Raikin, 1986
Sepia on levkas, 80 x 65

Portrait of V. M., 19481

Sepia on levkas, 80 x 60

Portrait of a Woman, 1982
Sepia on levkas, 60 x 50

K.Pelian Callecton, Detroit
Portrait of D.Bisti, 1983

Sepia on levkas, 50 x 45

A Profile, 1982

Sepia on levkas, 80 x 60

Private collection, Erevan

Portrait of L.Abrahamian, 1983
Sepia on levkas, 60 x 50

Jemma, 1987

Sepia on levkas, B0 x 70
J.Saakian Collection, Erevan
Portrait of A.Migdal, 1983
Sepia on levkas, 60 x 50

A Migdal Collection, Moscow
Mercucio, 1982

Sepia on levkas, 60 x 50

Alex Manoogian Cultural Centre, Detroit
Portrait of an Italian Woman, 1981
Sepia on levkas, 80 x 70
E.Arakelian Collection, Erevan
Portrait of E.Kharazian, 1988
Sepia on levkas, 90 x 75

Mariam (Moko), 1987

Sepia on levkas, 80 x 60
M.Khachatrian Collection, Erevan
Portrait of M.Martirosian, 1983
Sepia on levkas, 80 x 70

Private collection, Detroit

Portrait of H.Igitian, 1982
Sepia on levkas, 100 x B0
H.\gitian Collection, Erevan
Portrait of a Georgian Woman, 1986
Sepia on levkas, 80 x 70

Private collection, ltaly

Armen Djigarkhanian.

Before a Performance. 1986
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167.
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266

neskac, cenwns, 80 x 70

YacTtHoe cobpanue, Mtanua
ApmeH [bxurapxaHsH. Mepeg
cnektaxknem, 1986

neewxac, cenwa, 100 x B0

Moptpet U. Onesckon, 1983
neskac, cenns, 115 x 95
locypapcTBeHHas KapTUHHARA ranepes
Apmenan, Epesan

Moptpet I'. MaTeBocAHa, 1986
neekac, cenwa, 100 x BO

MoptpeT cbiHa, 1986

neskac, cenus, 30 x 75

LiseTbl B Genom kyswwuHe, 1986
neskac, cenws, 70 x 60

YacTHoe cobpanue, NoHaoH
HaTtiopmopT ¢ peiboi, 1981
neskac, cenws, B0 x 60
CobcteeHHocTs P. lemupusn, Epesaq
Hariopmopr, 1987

neskac, cenva, 100 x 80

KopawHa c upetamu, 1986
neskac, cenua, 120 x 100
Bonblwoi HaTiopMopT, 1982
neskac, cenws, 115 x 95

Tpwm KyBwuHa, 1987

neekac, cenua, 115 x 95
ApMsHCKMA HaTiopMopT, 1986
neekac, cenua, 115 x 85

YTBaps, 1987

neekac, cenwna, 75 x 90

. HaTiopmopT ¢ 3epkanom, 1983

neekac, cenua, 115 x 95

. UseTsi, 1988

neekac, cenun, 150 x 120
METAMOP®O3bI

MEPNOJ "OTKPLIThIE @OPMBbI.
1989-1990"

Xpuctoc v MarganuHa, 1989
neekac, cenwa, 100 x 8D

®doma Heeepylowwmia, 1989
neekac, cenur, 125 x 120
Meera, 1989

neekac, cenws, yrone, 100 x B0
Onnakusanue aHrena, 1989
neekac, cenua, yrons, 120 x 100
CenToit Meoprvia, 1989
neekac, cenwa, yrons, 80 x 65
Apam v Esa, 1989

nesekac, cenua, yrons, 100 x 80
Bnaroeewexwe, 1989
neekac, cenws, yrone, 100 x 80

Woan Kpectutens. Mpodorauyc, 1990

neekac, cenws, yrons, 100 x 80
®urypa Ha ctyne |. 1989
neekac, cenus, yrons, 100 x B0
®urypa Ha ctyne |l. 1989
nesKac, cenus, yrons, 80 x 65
®urypa Ha ctyne lIl. 1989
neekac, cenus, yrone, 100 x 80
Motonor. 1990

KapTOH, cenun, yrons, 67,5 x 54
Becega. 1990

KapTOH, Cenus, yrons, 194 x 75,5
NMobosHasn cuexa. 1990
yBeTHan Bymara, yronk, Men, 54 x 41
Tpw rpaumm. 1990

yeeTHan bymara, yrons, men, 48 x 62

170.

171.

172

173.

174.

175.

176

177.

178.

179.

180.

181.

182.

183.

184.

185.

186.

187.

188.

189.

190.

191.

192.

193.

194.

195.

196.

197.

Pencedubi

Tpu nTuysl. 1990

MHOrOCNOWH. KapToH, 123 x 129
MyxuuHa u xeHiwmHa. 1990
MHOTOCNOAH. KapToH, 110 x 106
JnHua B npocTpaxcTee. 1990
MHOrOCTONH. KapToH, 91 x 119
Bbik. 1990

MHOrOCNOWH. KapToH, 123 x 148
MHuorocrnoiHbiit penbed. 1990
MHOrOCNOAH. KapToH, 122 x 150
[ea axrena. 1990

KapToH, 16 x 11 x 8

Wa cepumn "TeaTp TeHeilr"

TeaTtp TeHei |, 1990
neskac, cenws, 100 x 80
Teatp Texed II, 1990

neskac, cenna, 100 x 80

W3 cepun "MuHumaniame!”

Komnoauumsa |, 1991

KAPTOH, CENKA, TYWs, nactens, 14 x 10
Komnoauums 11, 1991

nesBKac, NMrmenT, cenus, 120 x 100

Komnoauyus 111, 1991

KapTOH, cenua, Tylb, nacTens, 10,5x 10,5

Komnoauums IV, 1991

neBKac, cenus, yrons, 122 x 93
Komnoauuma V, 1991

KapTOH, Cenws, Tylb, nactens, 17 x 13
Komnoauuus VI, 1991

KapToH, cenus, Tylws, nactens, 20 x 22
YacTHoe cobpanve, NoHgoH
Komnoauuma VII, 1991

neeKac, cenusi, yronk, 115 x 95
Komnoauuma Vi, 1991

KAPTOH, CENKA, Tyws, nacTens, 10 x 30
Komnoauyusn 1X, 1991

KapTOH, CenuA, Tylb, nactens, 22 x 18
Komnoauymsa X, 1991

KBPTOH, CEeNuUA, Tyls, nactens, 25x 15
CobcreenHocTs B. Paiuesa, Codmn

NEPUOM "ABYEOMHCTBO"

MNokonexns, 1990

NeBKAac, cenus, yrons, 115 x 85
BnaxenHasn, 1990

neskac, cenus, yrons, 100 x 80
Cupnawasn dwurypa |, 1990
NeBKAc, Cenus, yrons, 85 x 75
Tyaner, 1990

neekac, cenus, yrons, 80 x 65
Durypa ¢ mackoi, 1990

neekac, cenua, yrons, 100 x 80
CobereeHHocTs B. 3yfikosa, Mockea
Kynansumua, 1990

neskac, cenua, yrons, 100 x B0
Mokoit, 1990

neskac, cenus, yrons, 100 x 80
Cuprwas durypa c sbnokom, 1990
neekac, cenus, yrons, 80 x 75
Nexawasn, 1990

neekac, cenus, yrons, 90 x 75

Con, 1980

198.

198.

200.

201.

8

8

206.

207.

208.

209.

210.

211.

212.

213.

214.

215.

216.

217.

218.

219.

221,

224,

225,

226.

227.

228.

230.

231.

Gymara, cenus, yrone, 93 x 131
Tio6oes, 1990

neekac, cenus, yrons, 70 x 60
MpusHaxve B niobeun, 1991
KapToH, yrons, 66 x 46
Pasrosop, 1990

NEeBKac, Cenws, yrons, 75 x 90
JHopora, 1990

neeKac, cenus, yrons, 85 x 75

. MarepuHcTeo, 1991

KAPTOH, CENKWA, TywWws, kapaHpaw, 62 x 43,5

. Tyanert, 1991

Gymara, yrons, 101 x 110
Nio6oeHan cuyeHa, 1990

neekac, cenus, yrons, 50 x 60

. [Be xeHckme durypbl, 1990

neskac, cenws, 74 x 90
Akpobarsl |, 1980

neBKac, cenua, yronb, 60 x 50
AxpoGarsi I, 1990

neskac, cenws, yrones, 60 x 50
Axpobarsi [1l, 1990

neBkac, cenus, yrons, 50 x 60
Ckopb6b, 1990

neBKac, cenun, yrons, 60 x 50
Tpu nokonexus, 1990
neBKac, Cenws, yrons, 80 x 65
{ise churypsi, 1990

neeKac, cenws, yrons, 60 x 50
Wrpa ¢ conHe4Hbim 3aitqukom, 1990
neekac, cenus, yrons, 100 x 80
Taxed, 1990

NeBKac, cenws, yrone, BO x 65
Taxeu, 1990

neskac, cenus, yronk, 85 x 75
Cuaswas curypa Il, 1990
neekac, cenws, yrons, 100 x 80
Durypa |, 1990

neskac, cenus, yrone, 60 x 50
Durypa Il, 1990

neskac, cenua, yron, 70 x 60
Durypa lll, 1990

neBsKac, Cenws, yrone, 65 x 55
®urypa IV, 1990

neskac, cenuws, yrone, 65 x 55

. Gurypa V, 1990

neskac, cenws, yrons, 65 x 55
®urypa VI, 1990

NeBsKac, cenua, yronb, 65 x 55

. ®@urypa VII, 1990

nesKac, cenua, yrons, 80 x 65

. Moptper, 1990

neekac, cenus, yronk, 70 x 60

CobcreeHHocTe Mioppen w Kaponain Kokc,

Nowgox

Cugawas durypa lll, 1991

NEBKAC, CMellaHHan Texsmka, 115 x 95
Crapyxa, 1991

neskac, CMellaHHan TexHuka, 122 x 95
Cungsiwas dwrypa IV, 1991

neskac, CMelwaHHan TexHuka, 115 x 95
Bnio6nenxbie, 1991

neskac, cenms, yrone, 115 x 95
Cupgswas curypa V, 1991

neBkac, cenwa, yronk, 80 x 65

. Nio6oeHas cuexa, 1991

neskac, cenwa, yrone, 115 x 95
Wrpa c conHeYHbIM 3aiiymkom, 1991
nesKac, cenwa, yrons, 80 x 65

{se nexauwpme urypoi, 1991

neekac, cenua, yrons, 115x 95



142.

150.

151.

152.

153.

154,

155.

156.

157.

158.

158.

160.

161.

162.

163.

164.

165.

166.

167.

168.

169.

170.

Sepia on levkas, 100 x 80
Portrait of .Olevskaya, 1983
Sepia on levkas, 115 x 895
Mational Museum of Arts, Erevan

. Portrait of G.Matevosian, 1986

Sepia on levkas, 100 x 80

. Portrait of the Artist's Son, 1986

Sepia on levkas, 90 x 75

. Flowers in a White Jug, 1986

Sepia on levkas, 70 x 60
Private collection, London

. Still Life with a Fish, 1981

Sepia on levkas, 80 x 60
R.Demirtchan Collection, Erevan

. Siill Lite, 1987

Sepia on levkas, 100 x 80

. Basket with Flowers, 1986

Sepia on levkas, 120 x 100

. The Great Still Life, 1982

Sepia on levkas, 115x 95
Three Jugs, 1987

Sepia on levkas, 115 x 95

The Armenian Still Life, 1986
Sepia on levkas, 115 x 95
Utensils, 1987

Sepia on levkas, 75 x 90

Still Life with the Mirror, 1983
Sepia on levkas, 115 x 95
Flowers, 1988

Sepia on levkas, 150 x 120

METAMORPHOSES

THE "OPEN FORMS. 1989-90" PERIOD

Christ and Magdalene, 1989

Sepia on levkas, 100 x B0

Doubting Thomas , 1989

Sepia on levkas, 125 x 120

The Pieta, 1989

Sepia and charcoal on levkas, 100 x 80
Mourning of an Angel, 1989

Sepia and charcoal on levkas, 120 x 100

St. George, 1989

Sepia and charcoal on levkas, 80 x 65
Adam and Eve, 1989

Sepia and charcoal on levkas, 100 x 80

The Annunciation, 1989

Sepia and charcoal on levkas, 100 x B0
John the Baptist. De Profundis, 1990
Sepia and charcoal on levkas, 100 x 80
Figure on a Chair |, 1989

Sepia and charcoal on levkas, 100 x 80
Figure on a Chair 11,1989

Sepia and charcoal on levkas, 80 x 65
Figure on a Chair 111,1989

Sepia and charcoal on levkas, 100 x 80
Molologue, 1990

Sepia and charcoal on cardboard, 67,5 x 54
Conversation, 1990

Sepia and charcoal on cardboard, 194 x 75,5
Love Scene, 1990

Charcoal and chalk on coloured paper, 54 x 41
The Three Graces, 1990

Charcoal and chalk on coloured paper, 48 x 62

Reliefs

Three Birds, 1990
Multilayered cardboard, 123 x 129

171.

172.

173.

174.

175.

176.

177.

178.

179.

180.

181.

183.

184.

185.

186.

187.

188.

189.

190.

191.

192

193.

194,

195.

Man and Woman, 1990
Multilayered cardboard, 110 x 106
A Line in Space, 1990
Multilayered cardboard, 91 x 119
Bull, 1990

Multilayered cardboard, 123 x 148
Multilayered Relief, 1930
Multilayered cardboard, 122 x 150
Two Angels, 1990

Cardboard, 16x 11 x 8

From the "Shadow Show" series

Shadow Show |, 1990
Sepia on levkas, 100 x 80
Shadow Show II, 1990
Sepia on levkas, 100 x 80

From the "Minimalism" series

Composition |, 1991

Sepia, Indian ink and pastel on cardboard,

14x10

Composition Il, 1991

Sepia and pigment on levkas, 120 x 100
Composition lI, 1991

Sepia, Indian ink and pastel on cardboard,

10,5x 10,5
Composition 1V, 1991

Sepia and charcoal on levkas, 122 x 93

. Composition V, 1991

Sepia, Indian ink and pastel on cardboard,

17x13
Composition VI, 1991

Sepia, Indian ink and pastel on cardboard,

20x 22

Private collection, London
Composition VII, 1991

Sepia and charcoal on levkas, 115 x 95
Composition VIII, 1991

Sepia, Indian ink and pastel on cardboard,

10 x 30
Composition IX, 1991

Sepia, Indian ink and pastel on cardboard,

22x18
Composition X, 1991

Sepia, Indian ink and pastel on cardboard,

25x 15
V. Raychev Collection, Scfia

THE "DUAL UNITY" PERIOD

Generations, 1990

Sepia and charcoal on levkas, 115 x 95
God's Fool, 1990

Sepia and charcoal on levkas, 100 x 80
Sitting Figure |, 1990

Sepia and charcoal on levkas, 85x 75
Toilet, 1990

Sepia and charcoal on levkas, 80 x 65
Figure with Mask, 1990

Sepia and charcoal on levkas, 100 x 80
V. Zubkov Collection, Moscow

Bather, 1990

Sepia and charcoal on levkas, 100 x 80
Repose, 1990

Sepia and charcoal on levkas, 100 x 80
Sitting Figure with Apples, 1990
Sepia and charcoal on levkas, 80 x 75

196.

197.

188.

199

201.

202,

204,

207.

208.

209.

210.

211.

212

213.

214,

215.

216.

217.

218.

219.

221.

222.

223.

224,

226.

227.

228.

230.

Reclined Woman, 1990

Sepia and charcoal on levkas, 90 x 75
Sleep, 1990

Sepia and charcoal on paper, 93 x 131
Love, 1990

Sepia and charcoal on levkas, 70 x 60
Love Avowal, 1991

Charcoal on cardboard, 66 x 46

. Conversation, 1990

Sepia and charcoal on levkas, 75 x 90

A Path, 1990

Sepia and charcoal on levkas, 85 x 75
Motherhood, 1991

Sepia, Indian ink and pencil on cardboard,
62 x 43,5

. Toilet, 1991

Charcoal on paper, 101 x 110
Love Scene, 1990
Sepia and charcoal on levkas, 50 x 60

. Two Female Figures, 1990

Sepia on levkas, 74 x 90

. Acrobats |, 1990

Sepia and charcoal on levkas, 60 x 50
Acrobats I, 1990

Sepia and charcoal on levkas, 50 x 60
Acrobats IIl, 1990

Sepia and charcoal on levkas, 60 x 50
Grief, 1990

Sepia and charcoal on levkas, 60 x 50
Three Generations, 1990

Sepia and charcoal on levkas, 80 x 65
Two Figures, 1990

Sepia and charcoal on levkas, 60 x 50
Playing with a Sunbeam, 1990
Sepia and charcoal on levkas, 100 x 80
A Dance, 1990

Sepia and charcoal on levkas, 80 x 65
A Dance, 1990

Sepia and charcoal on levkas, 85 x 75
Sitting Figure II, 1990

Sepia and charcoal on levkas, 100 x 80
Figure |, 1990

Sepia and charcoal on levkas, 60 x 50
Figure Il, 1990

Sepia and charcoal on levkas, 70 x 60
Figure 1ll, 1990

Sepia and charcoal on levkas, 65 x 55
Figure IV, 1990

Sepia and charcoal on levkas, 65 x 55

. Figure V, 1990

Sepia and charcoal on levkas, 65 x 55
Figure VI, 1990

Sepia and charcoal on levkas, 65 x 55
Figure VII, 1990

Sepia and charcoal on levkas, B0 x 65
Portrait, 1990

Sepia and charcoal on levkas, 70 x 60
Marry and Caroline Cox Collection, London
Sitting Figure I, 1991

Sepia and charcoal on levkas, 115 x 95

. Old Woman, 1991

Combined technigue on levkas, 122 x 95
Sitting Figure 1V, 1991

Combined technique on levkas, 115 x 95
Loving Couple, 1991

Sepia and charcoal on levkas, 115 x 95
Sitting Figure V, 1991

Sepia and charcoal on levkas, 80 x 65

. Love Scene, 1991

Sepia and charcoal on levkas, 115 x 95
Playing with a Sunbeam, 1991



232. durypa c sénokom, 1991 267 Cwgswasn curypa X, 1991

neskac, cenus, yrone, 115 x 95 KapTOH, Cenua, Tyws, nactens, 17 x 12

NEPWOJ "MPOABNEHWA OEPA3A"

233. O6vaTwe, 1990 268. MartepwHcTBO, 1991 297. Tpu churypei |, 1992
neskac, cenns, 95 x 80 KEPTOH, CenWs, Tyllb, nactens, 19 x 14 Oymara, NUrMeHT, Tyws, 20 x 24,5

234. Ckopbb, 1991 YacTHoe cobpaume, NonaoH 298. [ise churypsi |, 1992
neskac, CMeWaHHas TexHuka, 70 x 60 269. Cupswasn curypa XI, 1991 Gymara, NurMeHT, Tywb, 19 x 26

235. Mobosxas cyeHa, 1991 KApTOH, CenuA, Tylb, NacTens, 18 x 15 CobcreenHocTs B. Paidesa, Codms
nesKac, cMelanHas TexHuka, 110 x 80 270. Cugswan curypa XII, 1991 299 MuorocurypHan komnosuums |, 1992

236. Croswasn curypa |, 1991 KapTOH, Cenua, Tylb, nacrens, 17 x 12 Bymara, MUrMeHT, Tyws, 50 x 60

KapTOH, CMewwaHHas TexHmka, 113 x 70 271. Mo6osHan cueHa |, 1991 CoficTeenHocTs B. Xavwatpsiva, Mockea
237. [ipoe, 1991 KapTOM, Cenua, Tyllb, nacTens, 19 x 24 300. Tpwm churypei I, 1992

neBKac, CMeLWaHHan TexHuka, 122 x 95 272. Nio6oeHasn cuena ll, 1991 Bymara, NUrMeHT, Tylb, 24 x 31
238. Cugsawasn durypa VI, 1991 KapTOH, Cenua, Tyllb, NacTens, 15,5 x 18 301. Tpw curypsl IIl, 1992

NEBKAC, CMELAHHAR TexH1Ka, B0 x 65 273. NobosHan cuenxa lil, 1991 Gymara, NMIMeHT, Tylb, 23 x 23
239. Cungnawan curypa VI, 1991 KAPTOH, CONWA, TYWb, NacTens, 14 x 20 302. [se churypei II, 1992

neekac, cMellaHHas TexHuka, 100 x 80 274. bonblwas obHaxxeHwHas, 1991 Bymara, NUrMenT, Tylb, 21 X 28,5

240. MarepuHcTBo, 1991 neekac, cenws, yronb, 65 x 80 303. [Ose churypei I, 1992
neBkac, CMelaHHas TexHuka, 80 x 100 YactHoe cobpanve, NoHgoH Bymara, NUrMeHT, Tywb, 20 x 21
241. Monynexauwjan courypa, 1991 304. MuorodurypHas komnosnuwa |, 1992
NeBKac, CMellaHHan TexHuka, 80 x 100 MEPWOJ "ABONHOE COCTOSHUE" Bymara Ha XoncTe, NMIMEHT, Tywe, 101 x 121
242. Cronwan durypa i, 1990 305. MuorogourypHas komnoauyus I, 1992

243. Croswas durypa lil, 1990 275, DUYDe G RETOR 1 RAcs, 1991 306. Cupswas durypa |, 1992
NEBKAC, Cenus, nurmeHT, 110 x 90
KapToH, Tyws, 18,5 x 8,5 276. Cns @ 656 M 1991 Bymara, NMrMeHT, Tylb, 22,5 x 18,5
244. KonexonpeknoxeHHas, 1990 ) WA GERTPe PIEATION, 307. Cupswas curypa ll, 1992
neBkac, cMewaxHHan TexHuka, 45 x 33,5
KapToH, Ty, 18 x 11 R Bymara, NUrMeHT, Tyws, 25 x 19
245. W 1, 1990 ' . Oeoe |, 1992
A5+ 4y s 277. Cnsawan curypa c 6abouxoi, 1991 ad
6ymara, yront, 110 x 80 ST, Bymara, NUrMeHT, Tyws, 27 x 31
246 C VIIIl 1 o neBKac, cenwa, NUrMeHT, mg. CTOH a l. 1992
WS Glypa VU, 199 278. Pasaymss |, 1991 Ups pryp
KapTOH, LUBETHOM NUrMEeHT, 19 x 12,5 Bymara, NUrMeHT, Tylb,
247. ,de ¢W'l'YPH 1. 1990 KapTOH, CMewwadHan Texsuka, 101.5x 75 102 x 66
Bymara, cenvs, yrons, 100 x 90 279. Durypa ¢ Ry sepranamm., 1991 310. Crosuwan curypa lll, 1992
neekac, cMellaHHan Texkuka, 110 x 90
248. [ise urypsi lIl, 1990 4 o CIIlA Gymara, NUrMeHT, Tylub, 24 x 20,5
tymara, yrone, 110 x 87 ACTHOB, COUPAHNG, 311, CknonwuBwasnca curypa, 1992
280. Paagywmes |l, 1991
U s DrIp L, 1990 neekac, cMewaxHan TexHnka, 66 x 50 CRNME; SumL T, BT 2R
Gymara, yrons, 105 x 70 281 Olr 1991 ' 312. Croawas curypa ll, 1992
250. Monynexawan cwurypa, 1990 = : Gymara, NArMenT, Tylus, 26 x 21
Gywmara; yrons, 87 x 107 NEBKAC, CMEWAaHHan TexHuka, 45,5 x 35 313. AT, 1992
251 OﬁHB)K&HHSiI! 1990 282. Cemedan rpynna, 1991 ﬁyME;ra MUIMEHT, TyLb, 21 X 25
Bymara, cenus, yrone, 111 x 64 283 n' BI BK:CH; (;ﬁrl':a};?; 1T8XHI1Ka. 11090 314. Cugawas curypa lil, 1992
252. Cembs, 1991 d e nHrmellfr iy Gymara, TUrMeHT, Ty, 24 x 18,5
nesKac, cenua, yrons, B5 x 72 o84 g" ! e W 1‘99 ] 315. Mpynnosas komnoauuus |, 1991
253. Cembs, 1991 o A s, o 105 B4 neskac, CMeWwaHHas TexHuka, 66 x 55,5
KapTOH, CMewanHas TexHuka, 29 x 23 285 KcapTOH' INSHwas Tf ;9:»(3. 316. I'pynnosas komnosuyws II, 1991
254. BnaxeHHas, 1991 . GTW ian durypa, S neBsKac, CMewaHHas TexHuka, 55,5 x 66
KAPTOH, CMewWaHHas TexHuka, 18 x 21 08 P""ara‘ r::";ﬁ”:;;;”“ X 317. pynnosas komnoauuyws I, 1991
255. BnaxenHan, 1991 : Ay § NEBKAC, CMEWAHHAR TexHMKa, 24 x 18
Gymara, NUrMeHT, Tylb, 20 x 13
neBKac, CenuA, yrons, 75 x B85 YacTHoe cobpanwe, NloHgoH
256. XeHwwHa c 3epkanom |, 1991 287. fipanomw, 1961 318. M'pynnoeas komnosuuuma IV, 1991
nNeeKac, cmewwaHHas TexHuka, 115 x 95
KapTOH, CMellanHan TexHuka, 60 x 40 288. Bn HHas, 1991 NEBKACc, CMELAHHAR TexHka, 65 x 50,5
YacTHoe cobpatve, NloHgoH ’ b I'IHI'ME'H'I' —— 319. Npynnosas komnoauyus V, 1991
257. XeHwmHa c sepkanom |, 1991 MRS, B s ' neakac, CMeLLAaHHas TexHuka, 50,5 x 65
nesKac, cMelaqHan TexHuka, 100 x B0 59 Topper, 19N 5 320. [fwanor |, 1992
258. MyxuuHa v xeHwmHa, 1991 SRR, CHORA IR TGS, 20 X B 6ymara Ha xoncTe, yrons, 109 x 91
KapTOH, CMewWaHHana TexHuka, 36 x 47 321. [wanor ll, 1992
259. [isoe, 1991 W3 cepum "O6pasbl n TeHW" Bymara Ha xoncre, yrons, 95 x 99,5
KapToH, CMellaHHan TEXHWKa, 25 x 18 322. Ipynna w3 3-x churyp, 1992
260. Becepa, 1991 290. ®wurypa |, 1992 Gymara Ha xoncTe, yrons, 94 x 114
KapTOH, Cenus, Tylllb, nacTens, 17 x 12 neekac, cenusa, yrons, 48,5 x 335 323. [wanor lll, 1992
261. Moa pepesom, 1991 291. Komnosuuwms, 1992 ymara Ha xoncTe, yrons, 97 x 115
KApTOH, CMelaHHan TexHuka, 35,2 x 28 Gymara, UseTHas Tyws, 25 x 30 324. [wanor IV, 1992
262. Croswan curypa IV, 1991 292. dwrypa ll, 1992 6Gymara Ha xoncre, yrons, 106 x 86
KapTOH, CMeLaHHan Texnuxa, 18 x 11 KapTOH, CMelaHHan TexHuKka, 15 x 12 325. Cembs, 1992
263. Tyaner, 1991 293. [wanor, 1992 NeBKac, cMellanHas TexHuka, 80 x 65
KapToH, CenWA, Tyws, nacTens, 29 x 27 Gymara, UBeTHan Tyws, 14 x 15 CobeTeeHHocTs Mioppeid u KaponaiH Koke,
264. [iee nexauwme urypsi, 1991 294. Tpw churypsl, 1992 TloHaoH
Oymara, NUrMeHT, Ty, 19,5 x 22 KApTOH, CMEWAHHAA TexHuKa, 18,7 x 19,5 326. Berywwn |, 1992
265. MNopTper, 1991 295. Cembn, 1992 NeBKac, cMelwanHan TexHuka, 170 x 122
KAPTOH, Cenua, Tyllb, nactens, 16 x 12 Bymara, yBeTHas Tyws, 16,5 x 18 327. Komnoawums |, 1992
266. Croswan dmrypa V, 1991 296. durypa lll, 1992 NesKac, Cenua, NUrmenHT, 65 x 50
KapTOH, CENuA, Tylb, nacTens, 18 x 10 Gymara, NUrveHT, Tyws, 93,5 x 66,5 328. Komnoauums I, 1992

268

KapTOH, Tylib, 28 x 15

6ymara Ha XoNncTe, MMIMEHT, Tylub, 66 x 82



231.

240.

241.

242,

243.

244,

245.

246.

247.

248.

249,

251.

254,

255.

256.

257.

258.

259.

260.

261.

Sepia and charcoal on levkas, 80 x 65
Two Reclined Figures, 1991
Sepia and charcoal on levkas, 115 x 95

. Figure with an Apple, 1991

Sepia and charcoal on levkas, 115 x 80

. Embrace, 1990

Sepia on levkas, 95 x 80

. Grief, 1991

Combined technique on levkas, 70 x 60

. Love Scene, 1991

Combined technique on levkas, 110 x 80

. Standing Figure |, 1991

Combined technigue on cardboard, 113 x 70

. The Two, 1991

Combined technique on levkas, 122 x 95

. Sitting Figure VI, 1991

Combined technique on levkas, 80 x 65

. Sitting Figure VII, 1991

Combined technique on levkas, 100 x 80
Motherhood, 1991

Combined technigue on levkas, B0 x 100
Half-Reclined Figure, 1991
Combined technique on levkas, 80 x 100
Standing Figure I, 1990

Indian ink on cardboard, 28 x 15
Standing Figure 1Il, 1990

Indian ink on cardboard, 18,5 x 9,5
Kneeling Woman, 1990

Indian ink on cardboard, 18 x 11

Two Figures |, 1990

Charcoal on paper, 110 x 80

Sitting Figure VIII, 1990

Coloured pigment on cardboard, 19x 12,5
Two Figures Il, 1990

Sepia and charcoal on paper, 100 x 90
Two Figures lll, 1990

Charcoal on paper, 110 x 87

Sitting Figure X, 1990

Charcoal on paper, 105 x 70

. Half-Reclined Figure, 1990

Charcoal on paper, 87 x 107
A Nude, 1990
Sepia and charcoal on paper, 111 x 64

. The Family, 1991

Sepia and charcoal on paper, 85 x 75

. The Family, 1991

Combined technique on cardboard, 29 x 23
God's Fool, 1991

Combined technigue on cardboard, 18 x 21
God's Fool, 1991

Sepia and charcoal on paper, 75 x 85
Woman with a Mirror |, 1991

Combined technique on cardboard, 60 x 40
Private collection, London

Woman with a Mirror II, 1991

Combined technigue on levkas, 100 x 80
Man and Woman, 1991

Combined technigue on cardboard, 36 x 47
The Two, 1991

Combined technique on cardboard, 25 x 18
Conversation, 1991

Sepia and ink and pastel on cardboard, 17 x 12
Under a Tree, 1991

Combined technigue on cardboard, 35,2 x 28

. Standing Figure IV, 1991

Combined technigue on cardboard, 18 x 11

. Toilet, 1991

Sepia, ink and pastel on cardboard, 23 x 27

. Two Reclined Figures, 1991

Coloured pigment and Indian ink on paper,
195x 22
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269.

271.

272.

273

274,

275,

276.

278.

279.

280.

281.

282,

283.

284.

285,

286.

287.

289.

201,

. Portrait, 1991

Sepia, ink and pastel on cardboard, 16 x 12

. Standing Figure V, 1991

Sepia, ink and pastel on cardboard, 18 x 10
Sitting Figure X, 1991
Sepia, ink and pastel on cardboard, 17 x 12

. Motherhood, 1991

Sepia, ink and pastel on cardboard, 19 x 14
Private collection, London
Sitting Figure X1, 1991
Sepia, ink and pastel on cardboard, 18 x 15

. Sitting Figure XII, 1991

Sepia, ink and pastel on cardboard, 17 x 12
Love Scene |, 1991

Sepia, ink and pastel on cardboard, 19 x 24
Love Scene Il, 1991

Sepia, ink and pastel on cardboard, 15,5 x 18
Love Scene Ill, 1991

Sepia, ink and pastel on cardboard, 14 x 20
The Great Nude, 1991

Sepia and charcoal on levkas, 65 x 80
Private collection, London

THE "DOUBLE EXISTENCE" PERIOD

Figure with a Book and a Doll, 1991
Sepia and coloured pigment on levkas,
110 x 90

Sleeping Figure with a Mirror, 1991
Combined technique on levkas, 45 x 33,5
Private collection, Landon

. Sleeping Figure with Butterfly, 1991

Sepia and coloured pigment on levkas,
110x 90

Ruminations. |, 1991

Combined technique on cardboard, 101,5 x 75
Figure with Two Mirrors, 1991
Combined technique on levkas, 110 x 90
Private collection, USA

Ruminations. 11, 1991

Combined technigue on levkas, 66 x 50
Dialogue, 1991

Combined technigue on levkas, 45,5 x 35
Family Group, 1991

Combined technique on levkas, 110 x 90
Mother and Child, 1991

Coloured pigment and Indian ink on paper,
25x17

Sitting Figure, 1991

Combined technigue on cardboard, 105 x 61
Standing Figure, 1991

Coloured pigment and Indian ink on paper,
26 x 18

Ruminations. 1Il, 1991

Coloured pigment and Indian ink on paper,
20x13

Dialogues, 1991

Combined technigue on levkas, 115 x 95

. God's Fool, 1991

Coloured pigment and Indian ink on paper,
15,5 x 20,5

Portrait, 1991

Combined technique on levkas, 80 x 65

From the "Images and Shadows"
series

. Figure |, 1992

Sepia and charcoal on levkas, 48,5 x 33,5
Composition, 1992
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302.

303.

305.

307.

308.

309.

310.

311.

312

313.

314,

315.

316.

317.

318.

318.

Coloured ink on paper, 25 x 30

Figure II, 1992

Combined technique on cardboard, 15 x 12
Dialogue, 1992

Coloured ink on paper, 14 x 15

. Three Figures, 1992

Combined technique on cardboard, 18,7 x 19,5
The Family, 1992
Coloured ink on paper, 16,5 x 18

. Figure Ill, 1992

Indian ink and pigment on paper, 93,5 x 66,5

THE "DEVELOPMENT OF THE
IMAGE" PERIOD

Three Figures |, 1992
Coloured pigment and Indian ink on paper,
20x 245

. Two Figures |, 1992

Coloured pigment and Indian ink on paper,
19x 26

Multifigured Composition I, 1992
Coloured pigment and Indian ink on paper,
50 x 60

Three Figures I, 1992

Coloured pigment and Indian ink on paper,
24x 3N

Three Figures IV, 1992

Coloured pigment and Indian ink on paper,
23x 23

Two Figures I, 1992

Coloured pigment and Indian ink on paper,
21 x 285

Two Figures lll, 1992

Coloured pigment and Indian ink on paper,
20x 21

. Multifigured Composition 11, 1992

Indian ink and pigment on paper mounted
on canvas, 101 x 121

The Multifigured Composition Ill, 1992
Indian ink and pigment on paper mounted
on canvas, 66 x 82

. Sitting Figure 1, 1992

Indian ink and pigment on paper, 22,5 x 18,5
Sitting Figure 1I, 1992

Indian ink and pigment on paper, 25 x 19
The Two |, 1992

Indian ink and pigment on paper, 27 x 31
Standing Figure |, 1992

Indian ink and pigment on paper, 102 x 66
Sitting Figure IIl, 1992

Indian ink and pigment on paper 24 x 20,5
Leaning Figure, 1992

Indian ink and pigment on paper, 27 x 22
Standing Figure II, 1992

Indian ink and pigment on paper, 26 x 21
Act, 1992

Indian ink and pigment on paper, 21 x 25
Sitting Figure llI, 1992

Indian ink and pigment on paper, 24 x 18,5
Group Composition |, 1991

Combined technique on levkas, 66 x 55,5
Group Composition 1I, 1991

Combined technique on levkas, 55,5 x 66
Group Composition Ill, 1991
Combined technique on levkas, 24 x 18
Private collection, London

Group Composition IV, 1991
Combined technigue on levkas, 65 x 50,5
Group Composition V, 1991
Combined technigue on levkas, 50,5 x 65



330.

331.

337.

338.

345.

347.

349,

351.

357.

359.

361.

270

neekac, akpun, 90 x 70

. Komnoauuus I, 1992

neekac, cMelwaHHan TexHwka, 80 x 65
Komnoauums IV, 1992
neskac, cenus, nurmedT, 38 x 33,56

Nexauwan curypa, 1992

neBKac, Cenun, nurmenT, 33,5 x 48,5

. Ase nexauwwe curypsl, 1992

neekac, cenus, nurmedT, 50 x 65

. Tpv churypbi, 1992

neskac, cenns, nurmenT, 50 x 65

. fwanor |, 1992

neskac, Cenws, nurMedT, 65 x 50

. BnakeHHbid, 1992

fiesKac, cMelasHasa TexHuka, 65 x 80

. Berywpwmii Il, 1992

OymMara Ha XoncTe, aKkpun, Tylsb,
995 x 151

Con |, 1992

NEBKAC, CENUA, NUrMeHT, 35 x 45
Con Il, 1992

xoncT, akpun, 132 x 178

. Komnoawums V, 1992

xoncT, akpun, 61 x 71

. Cembs |, 1992

NesKac, CMeWaHHas TexHuka, 110 x 95

. Cempn Il, 1992

NeBKac, CENUA, NUrmeHT, 65 x 50

. Komnoauums VI, 1992

NEeBKAac, CMeLAHHas TexHuka, 80 x 65

. [opora, 1992

NeBKac, cenus, nurmedT, 65 x 50

. CoH nepeg sepkanom, 1992

neskac, cenws, nurmesT, 80 x 65
MHorocurypHan komnosuuus |, 1992

neskac, cenus, nurmendT, 50 x 60

. MuorodmrypHas komnosuums I, 1992
ﬁwara Ha XONcTe, NUrMeHT, UBeTHaR Tyllb,

99,5 x 151
[Owanor I, 1992
NEBKAC, CBNWA, NWIMEHT, 65 x 80

NEPUOL "MUDONOTEMbI - | "

. Croswasn cdurypa |, 1992

KapTOH, aKpun, Tyws, 21 x 16

Cugswan curypa |, 1992

XoncT, akpun, 51 x 41

. Croswas curypa Il, 1992

KapTOH Ha XoncTe, akpun, Ty, 96 x 70

Cupswan dwrypa Il, 1992
xoncT, akpun, 101,5x 76,5

. Cupsawan curypa lll, 1992

xoncT, akpun, 1085 x 88,5

. Cupswan dwmrypa IV, 1992

xOncT, akpun, 122,5 x 95

. Cupswan churypa V, 1992

XOncT, akpun, 76 x 61

. Cnpgsawan courypa VI, 1992

KEpPTOH Ha XONCTe, akpun, Tywk, 106 x 70

. Cupawan curypa VII, 1992

XONCT, akpun, 76 x 61

Cugswan dmrypa VIll, 1992

Bymara, UBeTHaA Tywb, 30 x 23,5

. Cugsiwasn durypa |1X, 1992

Bymara, UBeTHaRA Tywb, 28,5 x 20

Croswasn dwmrypa lll, 1992
Bymara, uBeTHaA Tyws, 31 x 24,5

. Cugswas cdurypa X, 1992

Bymara, UBeTHas Tyws, 27 x 23,5
CknoHeHHan turypa, 1992
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370.
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376.

377.

378.

379.

380.

3s1.

382.

385.

386.

387.

388.

390.

391.

392,

. Maywan durypa, 1992

Gymara Ha xoncTe, akpun, 118 x 100

Cugsuwas durypa XI, 1992

Gymara, UBeTHan Tyws, 18 x 18

Cugsawan curypa XlI, 1992

Gymara Ha xoncte, akpun, 143 x 99,5

MEPVUO[ "METAMOP®O3bI"

. Komnosuuma, 1992
XoncT, akpun, 91 x 76
Nexauwan curypa, 1992
XoncT, akpur, 76 x 91
Durypa |, 1992

xoncT, akpun, 81 x 71
Mpynna, 1992

XONCT, akpun, 91 x 76

394,
xonet, akpun, 41 x 30,5 395.

NEPWOL "MUBONOrEMBI - 11" 396.

Nexawasn durypa, 1992 397. [wanor, 1992
KapToH Ha xoncTe, akpun, 70 x 99 xoncT, akpun, 91 x 76

. Waywasn domrypa, 1992 398. dwrypa ll, 1993
xoncT, akpwn, 107 x 96 xonct, akpur, 100 x 90
Durypa, 1992 399. durypa lll, 1993
xoneT, akpun, 107 x 88 xoncT, akpun, 168 x 152

. Croswas cwrypa |, 1992 400. Purypa IV, 1993
KapTOH Ha XONcTe, akpun, Tyllb, xonct, akpun, 100 x 90
100 x 70 401. ®durypa V, 1993
Komnoauuma, 1992 xoncT, akpun, 100 x 90
xonct, akpun, 80,5 x 65,5 402. durypa VI, 1993
Croswan curypa ll, 1992 xonct, akpun, 100 x 120
xancT, akpun, 108,5 x 88 403. durypa Vil, 1993
Cupswasn durypa, 1992 xoncT, akpur, B1 x 71
xoncT, akpun, 107 x 90 404. durypa Vi, 1993

MpoTueocTosHue, 1992
XoneT, akpun, 178 x 132

X0ncT, akpan, B1 x 71
Bonblas komnoanywsa, 1993
xoneT, akpun, 200 x 270

405.
NEPNOS "COEOVHEHME"

Owanor |, 1992

xoncT, akpun, 90 x 110

DOuanor Il, 1992

KapTOH Ha XoncTe, akpun, Tyws, 100 x 120
Komnoauuwms |, 1992

XONcT, akpun, 142 x 132
Komnoauuyus Il, 1992

XONcT, akpun, 111 x 86
Komnoauums Ill, 1992

Gymara Ha xoncTe, akpan, 99,5 x 153
[Owanor Ill, 1992

KapToH Ha XoncTe, akpan, 91 x 70
Komnoauuusa IV, 1992

KapTOH Ha xoncTe, akpun, 66 x 102
Komnosuuus V, 1992

KapToH, akpun, 79,5 x 66
Komnoauuus VI, 1992

neeKac, akpun, 65 x 80
Komnoauums VII, 1992

xoneT, akpun, 157,5 x 132

. Komnoauuma VIII, 1992

KapToH, akpun, Tylb, 21,5x225

. Komnoauuus IX. Bawus, 1992

KApPTOH Ha XONCcTe, akpun, Tyws, 100 x 65,5
Komnoanuma X, 1992

xoncT, akpan, 141 x 180

Komnoauuun XI, 1992

XOncT, akpun, 213 x 177

Komnoanuus XlI, 1992

xoncT, akpwn, 167,5 x 183

. Komnosuuwa XIII, 1992

xoncT, akpwn, 97 x 86

Cobpanue M. MN'ynebekana, NoHaoH
Komnoauyua X1V, 1992

XONcT, akpun, B9 x 108

Komnoauyuna XV, 1992

KAPTOH, aKpun, Tywe, 66,5 x 83,5
Komnoanuyuna XVI, 1992

aKpWn, XONcT, Tyls, 51 x 41
Komnoauums XVII, 1992

KapTOH Ha XONcTe, akpun, Tyws, 97,5 x 65
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322,

323

324.

325.

326.

327.

328.

330.

331.

335.

336.

337.

338.

350.

Dialogue I, 1992

Charcoal on paper mounted on canvas,
108 x9N

Dialogue Il, 1992

Charcoal on paper mounted on canvas,
95x 99,5

A Group of Three Figures, 1992
Charcoal on paper mounted on canvas,
94 x114

Dialogue Ill, 1992

Charcoal on paper mounted on canvas,
97 x 115

Dialogue IV, 1992

Charcoal on paper mounted on canvas,
106 x 86

The Family, 1992

Combined technique on levkas, 80 x 65
Marry and Caroline Cox Caollection, London
The Running Man. |, 1992
Combined technique on levkas, 170 x 122
Composition |, 1992

Sepia and pigment on levkas, 65 x 50
Composition |1, 1992

Acrilic on levkas, 90 x 70

. Composition IlI, 1992

Combined technigue on levkas, 80 x 65
Composition IV, 1992

Sepia and pigment on levkas, 38 x 33,5
Reclined Figure, 1992

Sepia and pigment on levkas, 33,5 x 48,5

. Two Reclined Figures, 1992

Sepia and pigment on levkas, 50 x 65

. Three Figures, 1992

Sepia and pigment on levkas, 50 x 65

. Dialogue |, 1992

Sepia and pigment on levkas, 65 x 50
God's Fool, 1992

Combined technique on levkas, 65 x 80
The Running Man. I, 1992

Acrilic and Indian ink on paper mounted on
canvas, 99,5 x 151

Sleep |, 1992

Sepia and pigment on levkas, 35 x 45

. Sleep Il, 1992

Acrilic on canvas, 132 x 178
Composition V, 1992
Acrilic on canvas, 61 x 71

. The Family. |, 1992

Combined technigue on levkas, 110 X 95

. The Family II, 1992

Sepia and pigment on levkas, 65 x 50

. Composition VI, 1992

Combined technique on levkas, 80 x 65
Path, 1992
Sepia and pigment on levkas, 65 x 50

. Sleeping in Front of The Mirror, 1992

Sepia and pigment on levkas, 80 x 65

. Multifigured Composition |, 1992

Sepia and pigment on levkas, 50 x 60

. Multifigured Composition I, 1992

Coloured ink and pigment on paper mounted on
canvas, 99,5 x 151

. Dialogue II, 1992

Sepia and pigment on levkas, 65 x 80

THE "MYTHOLOGEMS - I" PERIOD

. Standing Figure I, 1992

Acrilic and Indian ink on cardboard, 21 x 16

. Sitting Figure |, 1992

Acrilic on canvas, 51 x 41

Standing Figure I, 1992
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361.

367.

368.

369.

370.

art.

372.

ar7a.

374.

375.
376.
377.

378.

379.

Acrilic and Ink on cardboard mounted
on canvas, 96 x 70
Sitting Figure 11, 1992

Acrilic on canvas, 101,5x 76,5

. Sitting Figure 1ll, 1992

Acrilic on canvas, 108.5 x 88,5

. Sitting Figure IV, 1892

Acrilic on canvas, 1225 x 95

. Sitting Figure V, 1992

Acrilic on canvas, 76 x 61

. Sitting Figure VI, 1992

Acrilic and Indian ink on cardboard mounted on
canvas, 106 x 70

Sitting Figure VII, 1992
Acrilic on canvas, 76 x 61
Sitting Figure VIII, 1992
Coloured ink on paper, 30 x 23,5
Sitting Figure IX, 1992
Coloured ink on paper, 28,5 x 20
Standing Figure IIl, 1992
Coloured ink on paper, 31 x 24,5
Sitting Figure X, 1992
Coloured ink on paper, 27 x 23,5
Leaning Figure, 1992

Acrilic on paper mounted on paper, 118 x 100

. Sitting Figure XI, 1992

Coloured ink on paper, 18 x 18

. Sitting Figure XII, 1992

Acrilic on paper mounted on canvas, 143 x 99,5

. 1982

Acrilic on canvas, 41 x 30,5

THE "MYTHOLOGEMS - II" PERIOD

. Reclined Figure, 1992

Acrilic on cardboard mounted on canvas, 70 x 99

. Walking Figure, 1992

Acrilic on canvas, 107 x 96
Figure, 1992

Acrilic on canvas, 107 x 88
Standing Figure |, 1992
Acrilic and Indian ink on cardboard mounted on
canvas, 100 x 70
Composition, 1992

Acrilic on canvas, 80,5 x 65.5
Standing Figure Il, 1992
Acrilic on canvas, 108,5 x 88
Sitting Figure, 1992

Acrilic on canvas, 107 x 90
Opposition, 1992

Acrilic on canvas, 178 x 132

THE "JOINING TOGETHER" PERIOD

Dialogue I, 1992

Acrilic on canvas, 90 x 110

Dialogue Il, 1992

Acrilic and Ink on cardboard mounted

on canvas, 100 x 120

Composition |, 1992

Acrilic on canvas, 142 x 132
Composition Il, 1992

Acrilic on canvas, 111 x 86
Compasition 11, 1992

Acrilic on paper mounted on canvas, 99.5 x 153
Dialogue I, 1992

Acrilic on cardboard mounted on canvas,
91x70

Compeosition IV, 1992

Acrilic on cardboard mounted on canvas,
66 x 102
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383.
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396.
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399,

401.

402.

403.

405.

Composition V, 1992
Acrilic on cardboard, 79,5 x 66

. Composition VI, 1992

Acrilic on levkas, 65 x 80

. Composition VII, 1992

Acrilic on canvas, 157, 5 x 132

. Composition VIII, 1992

Acrilic and Indian ink on cardboard, 21,5 x 22,5

. Composition IX. The Tower, 1992

Acrilic and Indian ink on cardboard mounted on
canvas, 100 x 65,5

. Composition X, 1992

Acrilic on canvas, 141 x 180

. Composition XI, 1992

Acrilic on canvas, 213 x 177

. Composition XII, 1992

Acrilic on canvas, 167,5 x 183

. Composition XIll, 1992

Acrilic on canvas, 97 x B6
P. Goolbekian Collection, London

. Composition XIV, 1992

Acrilic on canvas, 89 x 108

. Composition XV, 1992

Acrilic and Indian ink on cardboard, 66,5 x 89,5

. Composition XVI, 1992

Acrilic and Indian ink on canvas, 51 x 41
Composition XVII, 1992

Acrilic and Indian ink on cardboard mounted on
canvas, 97,5 x 65

THE "METAMORPHOSES" PERIOD

Composition, 1992
Acrilic on canvas, 91 x 76

. Reclined Figure, 1992

Acrilic on canvas, 76 x 91
Figure |, 1992

Acrilic on canvas, 81 x 71
A Group, 1992

Agcrilic on canvas, 91 x 76
Dialogue, 1992

Acrilic on canvas, 91 x 76
Figure I, 1993

Acrilic on canvas, 100 x 90
Figure lll, 1993

Acrilic on canvas, 168 X 152

. Figure IV, 1993

Acrilic on canvas, 100 x 90
Figure V, 1993

Acrilic on canvas, 100 x 90
Figure VI, 1993

Acrilic on canvas, 100 X 120
Figure VII, 1993

Acrilic on canvas, 81 x 71

. Figure VIII, 1993

Acrilic on canvas, 81 x 71
The Great Composition, 1993

Acrilic on canvas, 200 x 270



BEVOIMPAGUA

1937 Poaunca 4 mapTa B EpesaHe, Apmenus. Otey [lopuc Xa-
4aTpsH bbin akTepom-nobuTenem, mate BapTyw - gomaliHas
xo3anka. Crapwui 6Hpat AnbbepT cTan conucTom
rocyfapcTBEHHOW XOpOBOW Kanennbo, WUMEeT 3BaHue
“HapogHeiit apTUCT ApMeHUn'.

1944-48 Yuutca B HaqanbHoM WKone.

1951 MocTynaet B xyaoxecTBeHHOE y4unuwe. WckniodeH
yepes HEeCKONMbKO MECALIEB 3a HeCOrnacue ¢ NPUHUMNamu yde-
6HOI NporpamMmbi.

1952 B natHaguyatuneTHem sospacTte eget us Epesana 8 Mo-
ckBy v JleHuHrpag AnA 3HaKOMCTBA C My3eamu.

Mo eoaepaweHuu 8 Epesad mHoro pucyeT. [lenas Habpocku c
HaTypbl, NpuBnekaeT BHumaHue Masctpo EpsaHga Kodapa -
Xy[0XHWUKa-HOBATOpa, CO3AaTens XyAoXKecTBeHHOro NpuHLmMna
“peinture dans I'espace” (“xuBonuck B NpocTpaHcTee”), Yenose-
Ka TparM4yeckon NUYHOM 1 TBOop4Yeckoit cyasbel. [Nocne Bo3spa-
wenua 8 1936 rogy w3 MNapwxka, rge oH Npoeen CBOK MONO-
focTb, Kouap 6bin penpeccupoBaH. Kak XygoXHUK nony4un
ouymansHoe Npu3HaHWe TOMbKO B KOHLE XW3HW. Ero ckyne-
ntypa “fOasug CacyHckuit" ctana cumsonom ApMeHwu, a ma-
cTepckas B EpeBaHe npeepallyeHa B My3eil. Koyap ctasosutca
APYrom U AyXoBHbIM yyuTenem Pygonsda, 3HaKOMUT ero ¢
LIBeTOM 8pMAHCKOW WHTeNnUreHuun - noatom Asetukom Kcaa-
KAHOM, XyA0XHWKOM ApyTioHom [aneHuem, aktepamn Barpa-
mom Manasanom, Mpauyns HepcecsaHom, nesuyom ApmeHakom
Tep-AbpamsaHom u MHorumu apyrumu. OBLueHre ¢ HUMK cTano
noAnvHHoW akagemuen Pygoneda.

VXOAUT U3 CeMbi C Lenbi Ha4yaTb CAMOCTOATENBHYIO XKU3Hb.
CHuUMaeT KOMHATY, rage Ha4yuHaeTcs ero TBOPYECKUn NyThb.
YeTpanBaeTtcs Ha BpemeHHbie paboThl.

1953 3HakomuTcs ¢ xyaokHUKom MapTupocom CapbsiHom.

1955 Bnepsblie yuacTeyeT B pecnybnvMKaHCKOR BoiCTaBKe.
Pa6oTbl npuBnekawT BHUMaHue o06LWECTBEHHOCTW.
MosBNAOTCA Nepebie peLeH3vn.

1957 Ha nepsom thecTuBane monogexv ApmeHud nonyyaer
6pOH30BYIO MeAanh 3a Cepuio NOPTPETOB.

1958 XKenutca Ha dxemme CaaksH.
1959 PoxpaeTca godb MHra.

Ha mexgyHapogHou BbicTaske B BeHe BO Bpema ceabmoro
BcemupHoro hectuBans MONOAEXKM U CTYAEHTOB HarpaXkjaeT-
cA 6poH30BON Megansio 3a paboTy “TlopTpeT CTyAeHTKK".

272

1941. Cemon: otey Jlopuc Xauvartpan, 6pat Ansbept (eeepxy), Pygonst, mate
BapTyw

1941, The family: father Loris Khatchatrian, brother Albert (above), Rudolf,
mother Vartush,

1960 MpuHaT B Colo3 XygoxHukos CCCP.

1961 Coszpaet cepvio NOPTPETOB BbIGAKWWNXCH AeATenen
KyNbTypbl ApMEHWMM A7 BLICTABKWM COBPEMEHHbIX XYA0KHWKOB
B locyaapcTBEHHOW KapTMHHOW ranepee Apmexwn. anepes
npuobpeTaeT BCe BbICTABNEHHbIE paboThl.

B Ha4ane wectnaecaTbiX rogoe NnepexvsaeT HECKONbKO TBOP-
yeckux 3atanos. OT KpaTKOBPEMEHHOID YBNEeYeHUs Kyouamom m
cloppean3MoM Hagosnro NPUXoanT K Maee "oTKpbITbix chopm”.
B 3t rogsl MONoAoe NOKONEHNE XYO0KHUKOB HAYWMHAET HOBbLIW
aTan B COBpemMeHHOM uckyccTee Apmernn. Cpeaw nepsbix y4a-
CTHWKOB ABWMXXEHWA - XyA0XKHWKK MuHac AeetucaH, PybeHn Apa-
nad, MaptuH MeTpocsaH, Pygonbd XadaTpsaH, UCKYCCTBOBE[
FeHpux WrnTaH u apyrue.

1962 WNasecTHblil NEHUHTPAACKUIA (DU3NK W KONNEeKUMOHEP
Abpam YHyaHwosckui npuesxaet B EpesaH gna sHakomcTea C
TBOPHYECTBOM MONOAbIX apMAHCKUX XYAOXHWKOB W NokynaeTt
ase pabotel Pygonsdga. B 1O e Bpems HadwmHawT
npuobpeTaTb €ro KapTWHbl M3BECTHLIE KONMNEKLUWOHEPbI
A. KagembsH - AnonnoH, akagemunk . ByHataH u gpyrve.

1965 3nakomutcs B Epesare ¢ (hpaHLyy3CcKuM Xy 40KHUKOM
»KaHom Iypca, npucyTcTeyeT npwn ero scTpe4ax ¢ Kodapom, cny-
WAeT BOCMOMUHAHMA O NMAapUKCKUX XyAOKHUKAX Haqana sexa.



BIOGRAPHY

1937 Born on March 4 in Erevan. His father Loris Khatchatrian
was an amateur actor, his mother a housewife. Elder brother
Albert became soloist of the State Choir of Armenia, was
awarded the title “People’s Artist of Armenia”.

1944-48 Goes to primary school.

1951 Enters a Liberal Arts School. Gets expelled in a few
months because of disobedience to the regular teaching
practices.

1952 At the age of fifteen leaves Erevan for Moscow and
Leningrad to see the museums.

Back in Erevan, he does a lot of drawing. While making
sketches, Rudolf gets noticed by Maestro Kotchar - the
avantgarde artist, inventor of the “peinture dans I'espace”
artistic principle. A man of tragic fate, Kotchar was persecuted
by the KGB, shortly after his 1937 return from Paris where he
had spent his youth. He received official recognition only at the
end of his artistic career. Kotchar's monument to David of
Sassoon has become the symbol of Armenia. His Erevan studio
is now a museum. Kotchar becomes Rudolf's friend and
spiritual guide, introduces him to many people prominent in the
cultural life of Armenia, among others the poet Avetik Isaakian,
painter Arutiun Galenz, actor Vagram Papasian, Gracha
Nersesian, singer Armenac Ter-Abrahamian. Knowing them
was Rudolf's true “Academy”.

Separates from his parents to start an independent life. Does
different temporary jobs and rents a room, which also serves as
studio.

1953 First meeting with the painter Martiros Saryan.

1955 Takes part in the Republican Exhibition for the first time.
The exhibited works receive public acclaim and favourable
criticism.

1957 Awarded Bronze medal at the First Festival of Armenian
Youth for a series of portraits.

1958 Marries Jemma Saakian.

1959 Daughter Inga born.

Awarded Bronze Medal at the International Competition in
Vienna for the “Portrait of a Student”.

1960 Enters the Soviet Artists' Union.

1961 Exhibits portraits of prominent Armenian culturati at the
“First Exhibition of Contemporary Artists” in the State Picture
Gallery, Erevan. All the works get purchased by the Gallery.

Lives through several creative stages in the early 1960s. After a
relatively short-lived romance with cubism and surrealism
arrives at the “open forms” period. In these years the young
generation of Armenian artists starts a new phase in
contemporary arts. Among the first artists to begin the
movement are Ruben Adalian, Minas Avetisian, Rudolf
Khatchatrian, and arts historian and critic Henry Igitian.

1962 The well known Leningrad physicist and arts collector
Abraham Chudnovsky comes to Erevan to see the young
Armenian artists' works and purchases two works by Rudolf.
The Erevan famous collector A. Kademian - Apollo,
academician G. Bunatian, and others start buying Rudolf's
paintings at the same time.

1965 Meets the French artist Jean Lourca in Erevan, listens to
Kochar and Lourca remembering their Paris youth and the
artistic lite of the early 20th century.

Awarded Second Prize at the Republican Exhibition for the oil
painting “Motherhood”.

Is given a government apartment and studio due to Martiros
Saryan's application.

1966 Takes part in the exhibition “Native Land painted by the
young Armenian artists”, Prague.

1967 Daughter Mariam (Moko) born.

1967. Epesan. Pygoneth B macTepckon.
1967. Erevan. Rudolf in his studio.




Mony4aeT cepebpAHHLIA NpU3 Ha BTOpOM (hecTuBane
MOnoAeu ApMeHnH 3a NonoTHo “MaTtepuHcTeo”.

Bnaroaaps xogatancTey Maptupoca CapbaHa nony4aeT Keap-
TUPY U MacTepckyto B EpesaHe.

1966 MpuHumaeT yvacTve B BoicTaBke ‘PoguHa B npowase-
[EHUAX apMAHCKNX XyA0KHWKOB", [para.

1967 PoxgaeTcs godb Mapuam (Moko)

3HakomuTea ¢ Cepreem NapagaHoBbIM, B 3TO BPEMSA CHAMAHD-
wum 8 ApmeHum counem “LiseT rpanata’.

1968 Typuctudeckasn noesgka e ['epmaHuio. bonblioe Bnedar-
neHWe Ha XyAoXHMKa npov3soauT [lpeaneHckas [anepes u
ocobenHo antaps flykaca KpaHaxa B Benmape.

1969 CospaeTt NOpPTPET BEMMKOro apMAHCKOro KOMMo3uTopa
Komutaca K npasgHoeanvio ero 100-netus. MNopTpeTt yA0CTOeH
NepBoiA NPEMUA MUHUCTEPCTBA KYNbTYPbl ApMEHWN.

B noamockosHom [ome TeopqecTtBa “CeHex" genaeTt cepuio
nutorpadvin, KOTopbie NOABEPralTCA KPUTUKE CO CTOPOHbI
pykoBoAcTea Cotosza XyaoxHWKoB 3a dhopmanuam. Haxogures
Ha rpaHv uckniodeHns na Cowosa w apecta oTneYaTaHHoro
TUpaxa.

BeTpeuaeTtes ¢ TeaTpanbHOW XygoxHuued Hatanuweit LHai-
aep.

1970 Vuacteyet B BbicTaBke “OT YpapTy 40 HalMX AHen” B
Nyepe, Mapwx.

1971 Nepeeaxaet 8 Mockey. XKeHuTca Ha Hatanuum WHangep,
ychIHOBNRET ee cbiHa Becesonoaa.

Ha BcecowaHoin BeicTaeke B Mockee bnarogaps cosgarenio
My3sen coBpemeHHOro uckycctsa ApmeHun enpuxy MrutaHy
nony4aeT BO3MOXHOCTb BbICTABUTL CEPUIO PUCYHKOB, KOTOPbIE
BbI3bIBAIOT AWCKYCCUIO CPean XY[AOXHWKOB W KPUTUKOB. “AB-
TonopTpeT” n ‘TopTpeT Ceebl" npuobpetaeT TpeTbAKOBCKAA
ranepesi. Ha4unHaeTtcs HoBbIA Nepvop B TBOpYecTBe. XyLOKHUK
UenunKom noceswaeT cebn pucyHKy.

1972 VyacteyerT B BoicTaBke “XyaoxHuku 3akaskasen” B bep-
nuHe.

1973 Poxaaetca aodb JlycuHa.
1974 HauuHaeT CTPOMTbL MOCKOBCKYIO MaCTEepCKYI0.

1975 YuacTeyeT B BbicTaBke “TpuHaguaTb XyAOXKHUKOB U3
ApmeHun" B Manepee coBpeMeHHOro nckycctea, bonoHbA.

BumecTe ¢ xeHol egeT B Bonrapuwio, rge Hatanua pabotaet
XyAOXHUKOM MO KOCTIOMam Ha cbemkax thunema “Pycanouka’.
Ora noesgka nogapuna MHoro Apysei cpegu 6onrapckow
WHTENNUreHLWK.

1976 3akaH4vBaeTCcs CTPOUTENLCTBO MACTEPCKOM.

3HakomuTcsa ¢ AnbbepTo Mopasua u Yunobamom CapoaHom.
Pucyet nopTpet CaposHa.

1977 Brepsble Bbie3XaeT € XEHOW NO 4acTHOMY npurnaiue-
Huo B Mapwx. Betpevaetcs ¢ xyaokHukamu KaHom Kapay u
»arcemom. Cosgaet GorbLUYIO CEPUI0 3aKasHbIX NOPTPETOB.

MPUCBOEHO 3BAHWE 3aCNYMEHHOTO XYAOXHUKA APMEHUN.

1978 lMepsasa nepcoHansHan BbicTaBka B MockBe B 3anax
Cotoza XypoxHukoe CCCP. lNoka3sbiBaeT pUcyHKK, co3daHHbie
3a nocneaHune naTh ner.
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VY4acTeyeT B BbicTaeke “[ilBeHaguaTh COBPEMEHHBIX XYA0XHU-
koB 13 ApmeHun”. Hito Mopk.

YyacteyeT B BbicTaBke "COBpeMEHHbie XYA0KHUKN 13
Apmenun”. Fanepes coBpemeHHOro uckyccTaa, JinccaboH.

1979 22 anBaps B Epesare ckoH4anca EpsaHg Ko4ap.

MepcoHanbHaa BeicTaBka B JleHnHrpage B 3anax Colosa
XypoxHUKOB.

MepcoHanbHasn BbicTaBka B My3ee 3anagHoro UCKyccTBa.
Opecca.

YuacTeyeT B BbicTaBke ‘24 apMmaHCKWx xypoxHuka u3 Coset-
ckoro Coroza n ®panHymn’”. NIoHAoH.

Bo Bpems BTOpOW noesgku Bo ®paHyuio B lNapuxe BHOBL
BcTpedaeTca ¢ Yunesimom CapofaHom Ha npasgHoBaHWW cTone-
TWUSA BENWKOro apMAHCKOro nonkosogua AHApPOHUKE, NoXopo-
HeHHoro Ha kKnagbuwe Mep-Nawes. 3Hakomutes ¢ LWapnem As-
HaBypOM Ha KOHUepTe neeua e 3ane “Onumnua”.

1980 Ha nepcoHansHon BhicTaske B EpeBaHe nokasbiBaeT pa-
fotel 1972-80 rogos. Cepua nopTpeToB npuobpertaetcs
Myseem coBpeMeHHOro UCKyccTea.

YyacTByeT B BbicTaBKe ‘Bbigalowvecs pycckue XyOoXHUKW
nsaguatoro ctonetus”, Hermitage Gallery, JlongoH.

MoWCcKK HOBOrO Ka4ecTea pUCYHKa NPUBOAAT K OTKPbLITMIO. Haum-
HaeT pucoBaTh Cenuen Ha rpPyHTOBaHHbLIX NeBKAacoM AOCKax.

1964, Epesan. B macTepckon y Munaca AsetucaHa. Cnesa Hanpaso: Pygonst
XauatpaH, MuHac AsetucaH, Epeang Kouap.

1964, Erevan. In the studio of the painter Minas Avetisian. Left to right: Rudolf
Khatchatrian, Minas Avetisian, Ervand Kotchar.
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Makes the aquaintance of the film director Sergei Paradjanov
who was shooting “The Colour of Pomegranate” in Armenia.

1968 Tourist trip to East Germany. The Dresden Zwinger
Gallery and especially the Lucas Cranach altar in the Weimar
Staditkirche leave a profound impression on the artist.

1969 Draws a portrait of the great Armenian composer Komitas
for his Centenary. Portrait awarded First Prize by the Armenian
Ministry of Culture.

Meets the theatre and cinema costume designer and painter
Natalia Scneider in the Moscow suburbian artist's retreat
“Senezh". Makes a series of lithographs there. The works are
received by official critics with hostility and pronounced
“shallow”. Narrowly escapes excommunication from the Artists’
Union and appropriation of the prints.

1970 Takes part in the exhibition “From Urartu to the Present”,
Louvre, Paris

1971 Moves to Moscow. Marries Natalia Schneider, legally
adopts her son Vsevolod.

Due to the founder of the Erevan Museum of Modern Art Henry
lgitian, gets the opportunity to exhibit a series of drawings at the
All-Union Exhibition in Moscow. The works cause lively
discussion among artists and critics. The State Tretiakov
Gallery purchases two of the exhibited works - “Self Portrait”
and “Portrait of Seva" New period commences. The artist
devotes his time entirely to drawing.

1972 Participates in the exhibition * Artists from the Caucasus”,
Berlin.

1973 Daughter Lucine born.
1974 Starts to build the Moscow studio.

1975 Participates in the exhibition “13 Artists From Armenia”.
Modern Arts Gallery, Bologna

Natalia Schneider-Khatchatrian works as costume designer on
a joint Bulgarian-Soviet film. Together with his wife Rudolf goes
to Bulgaria for the shooting. Makes friends with many Bulgarian
culturati.

1976 Moscow studio finished. Makes the acquaintance of
Alberto Moravia and William Saroyan. Draws a portrait of
Saroyan.

1977 Together with his wife goes to Paris for the first time on a
private visit. Meets the painters Jean Corzou and Jansem. Does
many commissioned portraits.

Awarded the title “People's Artist of Armenia”.

1978 First one-man exhibition in the Artists' Union show-rooms
in Moscow. Exhibits drawings made in the previous five years.

Participates in the exhibition “12 Contemporary Artists From
Armenia”, New York.

Participates in the exhibition “Contemporary Artists From
Armenia” . Modern Arts Gallery, Lisbon.

1979 Ervand Kochar dies on Jan. 22, in Erevan.

One-man exhibition in the Artists's Union show-rooms in
Leningrad.

One-man exhibition at the Museum of Western Art, Odessa

Takes part in the exhibition 24 Artists From the Soviet Union
and France”, London.

In his second trip to France meets William Saroyan again at the
Centenary Celebration of the great Armenian commander
Andronik, buried at the Pere-Lachaise cemetry. Makes the
acquaintance of Charles Aznavour after his performance at the
“Olympia” concert hall.

1980 Exhibits works created in 1972-1980 at a one-man show
in Erevan. A number of portraits is purchased by the Museum of
Modern Art.

Participates in the exhibition "Outstanding Russian Artists of the
20th Century”, Hermitage Gallery, London.

Seeking new expressiveness in drawing, finds an unexpected
medium. Starts using sepia on board primed with levkas (variety
of chalk and glue grounding used in icon-painting).

1983 One-man exhibition at the Museum of Modern Art in
Erevan. Shows drawings on levkas created in 1980-1983. “Self
Portrait” 1981, “Portrait of the Artist's Wife”, and “Window. The
Studio” are purchased by the Museum.

1984 The new building of the Museum of Oriental Art in Moscow
(The Lunin Mansion) opens with the retrospective exhibition of
Rudolf Khatchatrian.

Receives the title “People’s Artist of Armenia”

1985 First post-war exhibition of a Soviet artist in the US.
Detroit. Meets the prominent public figures and patrons of art
Alex and Marie Manoogian, who purchase a number of
drawings for their museum.

1979. B ApmeHia.
1979. In Armenia.




1983 MepconanbHas BbicTaBka B Mysee COBPEMEHHOIO MC-
KyccTea B Epesane. BoicTaBnseT Hoeble paboTel Ha neekace,
co3gaHHblie 3a 1980-83 roagbl. Mysewn npnobpetaet “ABTO-
noptpet" 1981 r., “MopTpeT *eHbl" n “OkHo. MacTepckasn.”

1984 Hosoe apaHue MocyaapcTeeHHoro My3ses MCKyCCTB Hapo-
doe Boctoka B Mockee - “[lom JlyHnHa" - oTKpbiBaeTcs peTpoc-
NeKTMBHOWN BbicTaBkon Pygonbta XaqartpsHa.

MonyuaeT 3BaHue “HapogHblin Xy A0XKHUK ApMmeHun”,

1985 MepcoHanbHas BbicTaska B [leTPoiTe cTana nepsoit no-
CNEBOEHHON BLICTABKOW COBETCKOro xygoxHuka 8 CLUA. 3Ha-
KomuTcs ¢ Anekcom 1 Mapn MaHykaHamu, M3BecTHEIMK 00Lye-
CTBEHHbLIMW AEATENAMW U MELieHaTamn, KOTOpLIe NpModpeTatoT
CepVio KapTUH ANSA CBOEro My3es.

MepcoHanbHan suicTaeka B Heritage Gallery, floc Avxenec.
BcTpeyaeTca co cTapbiM 3HaKOMBIM, KONnekyuoHepom Anon-
NOHOM, KOTOPbIN B Ha4ane ceMWaecATbiX rofos aMUrpupoBan B
CLUA.

1986 Monyuaet 3onoTyi0 Megans Ha 3akaekasckoi BueHHane
B THunucu,

BeTpeda ¢ Apkaguem PainkuHbIM, KOTOPbIA BRepeble cornaua-
eTCA No3npoBarthb ANns noprTpeTa.

1987 [enaet noptper M.C.Mop6adesa no 3akasy XypHana
“Taim”.

1988 MepcoHantHana eoicTaska B [lome XyaoxHuka B
EpesaHe. locyaapcTBeHHas KapTUHHaa ranepes ApmeHuu
npuobpeTaeT cepuio NPoM3BEeAEHUI XyAoKHWKa. Cpean HUX -
“AeTonopTpeT-88" u "TopTpeT xygoxHuusl MHHe Onesckoi”.

Cozpaet Gonbluyto KapTuHy “LiBeThl” naMaTu xepTe Tpareguu
8 CymrauTe.

Ha LleHTpansHoM TeneBuaeHWn CHUMaeTca AOKYMEeHTanbHbIA
thvnem “AeTonopTpeT” 0 TBOpYecTBe Pyaonbga Xa4aTpsHa.

1989 Mepeas noeaaka ¢ xeHoit B JIOHAOH.

3HakomuTCs ¢ 06LecTBEHHBIMW AEATENSAMA U NPeanpUHUMaTe-
namu 6pateamu CruamanTo n Bare KapanetaHamu,

Boaepawaercs K uaeam “OTKpPbITbIX (hopm”, cO3faeT cepuio
paboT Ha eBaHrenbckwe croxkeThl. ObLWecTBEHHbIE 3aD0Thl Ha-
YMHEKOT OTHUMATL CMWULWKOM MHOro BpemeHwn. Pygonbd npuHu-
MaeT npurnaweHve Bare KapaneTsHa Ha Bpems nepeexartb B
JloHaoH. Mony4aeT cneuvansHoe paspelleHve Ha NpoXxusaHue
W paboTy B BenukobpuTtaHuu.

Ha4unHaeTcs HOBbIM aTan TBOp4ecTBa - “MeTamopdosbl®.

1990 B NongoH npueaxaet Hatanes ¢ godepsio. C npueagom
CeMbl XYAOKHWK Lenukom otaaetcs pabote. Mouty oTwens-
HWYeCKMIn 06pa3 XKN3HW AaeT BO3MOMXHOCTL BLICTPO Peanuso-
BbIBaTb BO3HUKAIOWME 3aMbICTbI. '

CTaHOBUTCH NOYETHLIM YNEHOM aHrNo-apMAHCKOW accouualini.

MepcoHanbHas BbiCTaBKa B pe3angeHunn Apxuwennckona
KeHTepbepwitckoro, Pobepta PaHcu. JToHGoH,

YyacTeyeT B BbicTaBke “CoBeTcKue W upnaHackue xyaox-
HukuW". Mansion House. [y6nnH.

1991 VuacteyeT B BeicTaBke “CoBpeMeHHOe apMAHCKOe
vckyccTeo". New Academy Gallery. lloHaoH.

Y4yacTeyeT B MexayHapoaHow seicTaeke "Onumnuna-91".
JloHAOoH.
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1980. JeHb oTKpbITUA BolicTaskn B Epesane. Cnesa Hanpaso: xexa Hatanus,
Aods Mapuam, Pygonst XauyatpaH, ceid Beesonoa, mate Bapryw, 6pat
AncbepT, otey flopuc.

1980. Opening day of the exhibition in Erevan. Left to right: wife Natalia, daughter
Mariam, Rudolf Khatchatrian, son Vsevolod, mather Vartush, brother Albert,
father Loris.

1984. BuicTaeka Pygonetpa Xa4atpama 8 [0CcyAapcTBeHHOM My3ee CKYCCTB
Hapogoe Boctoka 8 Mockee.

1984. Exhibition of Rudolf Khatchatrian's works at the Moscow State Museum of
Oriental Art.

Aeryct. EgeT B EpesaH Ha NOXOpoHbI maTepw.

1992 3nakomuTca ¢ 6apoHeccoit KaponaiH Kokec, ussecTHOM
CBOEN MUPOTBOPYECKON AeATenbHOCTLIO, PUCYeT ee MopTperT.
OTHolweHus ¢ YeTon KoKCOoB NepepacTaioT 8 Tennyio apyxoy.

YyacTeyeT B BbicTaBke “[lea peka rpachukun’ Ha ManeTe.

TpeTbero ceHTAOPA NepPeHoCUT OOWMPHBLIV MHAaPKT MUOKapaa.
Yepes aBa mecsAla Ha4dMHaeT HOBYIO cepuio paboT.

1993 B Hauane uioHs npueaxaeT B MockBy ANs NOAroTOBKM
peTpocneKkTMBHOW BbicTaBkn. Co3gaeTt cepuio KOMNO3WULMi
6onbuioro pasmepa.



One-man exhibition at the Heritage Gallery, Los Angeles. Meets
the old acquaintance Apollo, who emigrated to the US in the
early 1970s.

1986 Awarded Gold Medal at the Transcaucasian Biennale,
Thilisi.

Gets acquainted with the great actor Arkadi Raikin, who sits for
a portrait for the first and last time in his life.

1987 Draws a portrait of M.S.Gorbachov, commissioned by the
"Time" magazine.

1988 One-man exhibition at The Artists' House in Erevan. The
National Arts Museum purchases a number of works, including
“Self Portrait - 88" and portrait of the painter Inna Olevskaya.

Draws the big still life "Flowers” in the memory of the Sumgait
victims .

A documentary about the artist and his works is broadcast on
TV - “Self Portrait".

1989 First trip to London together with the wife.

Meets the public figures and businessmen, Siamanto and Vage
Karapetian.

Gets back to the “open forms” conceptions. Creates a series of
works on the New Testament themes. Public activities begin to
be a strain on the artist’s time. On the invitation of Vage
Karapetian, Rudolf takes the decision to move to London for a
time. Receives permission for temporary residence and work in
GB. Begins the “Metamorphoses” series.

1980 Natalia and daughter come to London. Reunited with the
family, the artist goes into work entirely. Secluded life adds to
the intensity of his creative activity.

Given Honourary Membership in the “Anglo-Armenian
Association”

Private viewing of paintings by Rudolf Khatchatrian in the
Presence of His Grace the Archbishop of Canterbury, Robert
Runcie.

Participates in the exhibition “Soviet and Irish Artists”, Mansion
House, Dublin.

1991 Takes part in the exhibition “Contemporary Art From
Armenia”, New academy Gallery, London.

Takes part in the international exhibition "Olympia-91". London.
Goes to Erevan in Aug. to attend his mother's funeral.

1992 Makes the acquantance of the Baroness Caroline Cox,
draws her portrait. Relationship with the Cox couple becomes a
warm friendship.

Participates in the exhibition “Two Centuries of Graphic Arts”,
Malta.

Suffers heart attack on Sept. 3. Two months later starts a new
series of paintings.

1993 June. Arrives in Moscow to prepare a retrospective
exhibition. Makes a series of large compositions.

1985. Pygoned ¢ Mapw u Anexkcom MaHykaHammn Ha BoicTaske B [leTpoinTe, CLUA.
1985. Rudolf with Marie and Alex Manoogian at his exhibition in Detroit, USA.

1990. Noxgox. Apxuenuckon Kaxtepbepuitckuin PobepT Paxcy oTkpeiBaeT
BoicTasky Pygonbtha Xauatpsana. Cnesa cToMT cekpeTapb AHIMo-ApMsHCKOR
accouwauum OgeTtT Baaun,

1990. London. The Archbishop of Canterbury Robert Runcie opening the viewing
of Rudolf Khatchatrian's works. Standing left: Secretary of the Anglo-American
Association Odette Basil.

1993. Noxgo. B MacTepckoi ¢ ceiHoM Beesonogom.
1983. London. With his son Vsevaolod in the studio.
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