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Cnesa Hanpaso:

nonutonor AHgpaHuk MurpaHsH,
Mpe3npeHT Cow3a apmaH Poccum
Apa AbpamsH,

Pynonbd Xa4atpsaH

EpesaH, 2001

From left to right:

political scientist Andranik Migranian,
President of the Union of Armenians
of Russia Ara Abramian,

Rudolph Khatchatrian

Erevan, 2001
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0, 4TO 10 GONbLIIOMY CHeTy CaMOBbITHbIN, YHUKaNbHbIA, HU Ha KOTO He MOXOXMIA MOW APYr 1 XYAOKHUK
Pynonbd XauatpsH opapeH Borom, npuyeM MHOrOKpaTHO OfJapeH, Y MeHs HUKOTAa He Bbi3biBano COMHeHUs
C NepBow faBHen BCTpeyn ¢ ero pabotamu. fl Gonblue yaMBASANCA N BOCXULLANCA TeM, KaK OH pacnopsxaeTtcs no-
cnaHHbIMU eMy HeBecamu He3aypsAHBIMM TanaHTaMu 1, Npexzae Bcero, ero rnybouanwen NpogeccnoHanbHoN
¥ MOpanbHON OTBETCTBEHHOCTBIO CO3UAATL B NI0GOM AOCTYNHOM eMy BUAe TBOpYEeCTBa: B rpaduke, Xneonucu,
CKyNbAType, B MHOrOMepHbIX unocodckn HeOAHO3HAYHbIX NPOU3BEASHUAX NOCNeAHWUX NeT.

HuKaKon BHeLLHel pUcoBKM, GOreMHON NPeTeHLMO3HOCTY, XKeNaHns BCTaTb B NO3y Henpepekaemoro Mascr-
po... Imwb pa6oTa, pabota u ewse pas paboTa BHe 3aBUCHMOCTY U OT OPULIMANBHON NAEO0NOrM4eCcKon KOHbIOHKTYPbI
COBETCKMUX BPEMEH, 1 OT HOBOMOAHbIX TEYEHNI U PbIHOYHON CTUXMMN HaLINX fHEN.

Mpu 3Tom pa6GoTa BOMCTUHY rapMOHUYecKas, NopoXaeHHan NobyXaeHusMn Aylun, cepaua, BeneHnsMmn
MWYHBIX My3, @ HEe YMO3PUTENbHbIMWA KOHLIENUMUAMM, CO3AAI0LLMMMN Y HEKOTOPbIX, B TOM YKCie U He3aypsiaHbIX
MacTepoB, unno3uio npuobuieHns nx K 6Goram OnNUMNa COBPEMEHHON XyA0XKECTBEHHOMN KMU3HN.

TexHMYecKue HOBaLMKM XauaTpsiHa, BpoAe PUCYHKOB MO NeBKacy, CXOAHbIX ¢ MOHOXPOMHOW XXWUBOMMUCHIO,
UNU MHOTOMEpHbIe, CAaMOpPa3BHUBalOLLMECH NOA0GHO XKMBbIM OPraHN3Mam MHCTaNNALNUK, KOTOPLIM, AYMATCS, HeT
aHanoroe B NPaKTUKe MUPOBOro UCKYCCTBA, TAKXXe He OTHOCATCS K YNCTO 3PPeKTHbIM (PopManbHbIM npuemam, a
onpeaensioTcs ero NUYHLIM U YHUKalNbHbIM AYXOBHbIM CAMOpPa3BUTHMEM.

MHe He AaHO npeayraaaTh pasmax U HeobbINHOCTL ByayumMx oTKpoBeHuin Pygonbda XayaTpsaHa, Ho To,
4TO OHM CTAHYT COBBLITUIHBIMM A5l OTEHECTBEHHON U MUPOBO KyNbTYpbl, i B 3TOM yoex/aeH. [laHHas nepcoHanb-
Has 3KCNo3uuMa TBopeHu Pyaonbda XayaTpaHa — fny4lliee TOMy NoATBepXaeHne.

Buue-npesngeHT

/ é_d ()2’_//) Poccuinckon AKaaeMun XyAoXKecTs
e ol

T.T.CanaxoB

ince my very first encounter with Khatchatrian's works years ago, I've been convinced that this original
and unique friend of mine had been blessed by God in many different ways. | was even more surprised by his abil-
ity to deal with the many extraordinary gifts bestowed upon him by Heaven and, first of all, with the deeply felt
professional and moral obligation to create in any accessible genre of art: in drawings, painting, sculpture or in the
puzzling multidimensional works of the last few years.

There's never been any showing off, bohemian ambition or desire to pose as an authoritarian master...
There was always just work: work — despite the official ideological apparatus of the old Soviet times, or the new-
ly fashionable art movements and the demands of the market in our days.

And the work was truly harmonious, originating from the depths of the artist's heart and soul, evoked by
the will of personal muses and not by some superficial concepts, which for many, sometimes even, outstanding
artists, created an illusion of their belonging to the gods of the contemporary art life Olympus.

Khatchatrian's technical innovations, such as his levkas drawings, which look like monochrome painting, or
the multidimensional installations, which evolve like real live organisms, and, perhaps, have no precedents in the
history of world art, can neither be regarded as merely formal, spectacular technical devices. These, too, are
determined by the artist's personal and unique spiritual development.

| cannot predict the scale and originality of Rudolph Khatchatrian's future revelations, but | am convinced
that they will become phenomenal events for both Russian and world culture. The present exposition of Rudolph
Khatchatrian's creations is the best proof to that.

Tair Salakhov
Vice-President
of the Russian Academy of Arts



Koaxcowi HACMOAWUTl XydoxcHuK 3Haem o cebe Bce. M 3mo HavuHaemcs o4eHb paro.

On npospebaem cBoio cydvby, Beeeda owgywyaem cboe dbuxcere.

Beaukux apmucmob re yuam uepamy, Beauxux nucameaeii — nucanv. OmMKPLIMUI0 «Hay4umbcs»
HeAb3A. A Xavampan dbuxcemca k omkpuimuio, 6om, cobcmBenno, ezo dopoea.

Kakoe cuacmove 6vimp camum coboii, cosnabamp cboe macmepcmBo, nocmuzams u nocmuzams
3aH0B0 maiinbl HU3HU, HO U NOHUMAND, YO He20-1M0 MAK U He Y3HACb HUK020A.

Y mex, kmo Gepen cebe, kmo ne ycmaem «omkpvibamv» mo, 4mo 3aroxceno 6 nezo npupodoi,
NOAYHMaemca.

Ocasnuce u yBuduwn: 6ce udem max, kak mot dymar. Kak mvi 3HAA ewye MAALYUKOM.

U darvwe bydem mak, kak Hado. dmo dopoza. Tenepv mvt nodHarca Bvicoko u Buduwus darviue.

Toavko u Beezo.
Muxamar PoumimH, nmcarean

E very 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 "revela-
tion". 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.

Mikhaii Roshchin, writer

F

Pucynox no Aebkacy Pydorvpa Xavampana — cenus uAl caHeuHa — MOHOXPOMHBIL 1o cyuyecmBy
npousbodum neoxcudanroe Bnesamaenuie NOAUXPOMHOCIIL. DMO NPoucxodum nomomy, 4mo bero-
cHexcHulil AeBKac cBemumca usnympu, cBem mepyaem, nepeubaemcs mexcdy wimpuxamu, uzpaem uy-
decryio poav — kak 6v y6odum spumeasn 6 newgepy, ede Aradun us «Toicauu u 0dHOL HOHU» 06peA
mrozoybermuvie boeamemba. Kaxcdwiti, kmo Budex pabomot Pydorvdpa Xawampsana, ocmpo ouwgyiyan
omom Beaurorentiviti apepekm, 6 mom ucae u 1 — 6 e2o mockoBeKoit macmepckoil. S He XydoAcHUK.
Beausna aebkaca... u Bce-maku e 0o Konya NOHUMAeUb, KAKUMU Jce ewge cpedcmbBamu omom s¢-
pekm docmuzaemca. 3deco maumcs Heumo uydecHoe.

Apcenuit TapKOBCKUI, NModT

Rudoe‘f Khatchatrian’s essentially monochromatic drawings on levkas — sepia or red chalk — look
unexpectedly polychromatic. This happens because the snow-white levkas radiates from within, shim-
mers 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 I, when visiting his Moscow
studio. I 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






B mactepckon. Mockea, 1999
In the studio. Moscow, 1999



EEX¥d Popuvncs 4 mapra g Epesare. Otel Jlopuc Xayar-
psH — akTep-niobutens, Mats BapTylw — noMoxo3auka.

YYUTCA B Ha4anbHOW LKONe.

EEIZT Nocrynaet B xy[oxecTBeHHOe yyunuiLe. MckmioyeH
yepes HecKoNbKO MeCALEB 3a Hecorna-
cve ¢ npuHumnamu ydebHon npo-
rpammbl.

EEXF] B naAtHapuaTtuneTHem
BO3pacTe yesxaet U3 EpesaHa
B Mocksy v JleHuHrpan ons
3HaKOMCTBA C My3eamu.

Mo Bo3epaweHnn B EpeBaH
MHoro pucyert. [enas Habpoc-
KW C HaTypbl, NPUBEKAEeT BHM-
MaHue maacTpo EpsaHpa Kodapa
— XYAOXHWKa-HOoBaTopa, CO-
30aTeNs XyNoXeCTBeHHOro NPrH-
umna “peinture dans l'espace”
[ s («xXvBONUCL B MPOCTPAHCTBEN),
yenoBeKa TPArn4eckom NUYHON 1 TBopYeckown cyabbbl. Ko-
Yap CTaHOBWUTCA APYroM W AYXOBHbIM y4uTenem Pygonsda,
3HAKOMWT €ro C LIBETOM apMAHCKOW UHTENNIUIeHUn — no-
3ToM ABeTnkoM McaakaHoM, XyOOXHUKOM ApyTioHoM la-
neHuem, aktepamu Barpamom ManasaHom, paqmsa Hepce-
cAHOM, nesuomM ApmeHakom Tep-ABpamAHOM 1 MHOTUMW
apyrimn. OBLeHWe ¢ HAMW CTano NOANWHHOW akagemMuen
Pynonsda.

YXoauT 13 AOMa C Uenbio HayaTb CaMOCTOATENbHYIO

XU3Hb. CHMMaeT yron, rae HayuHaeTcs ero TBOPYecKMu

nyTb. YCTpanBaeTcs Ha BpeMeHHbIe paboTbl.

PYAOABDY WECTh MECALIER |
Epesan, 1937

Rudolph at six months
Erevan, 1937

=i

EEXET nNepsan Bcrpeda ¢ xynoxHukom Maptupocom Capb-
AHOM.

EEXII Bnepsbie ydacTeyet B pecrnybnmkaHCKOW BbICTaB-
ke. PaboTbl NpUBNEKaloT BHUMaHWe obuiectBeHHocTI. Mo-
SBNAIOTCA NepBble PeLeH3NN.

EEXFd Ha nepsom dectusane Monogexmu ApMeHUn no-
ny4aeT 6POH30BYIO MeAanb 3a Cepuio NOPTPETOB.

EEXT] Xenwrtca Ha Oxkemme CaaksiH.

EEEE] PoxneHuve nodepu UHru.

Ha mexayHapoaHow BbicTaeke B BeHe BO Bpems CeibMOro
BcemmpHoro hectviBans MONoAexn v CTyAeHTOB Harpaxaa-
eTca BpoH30BOW Meadansio 3a paboty «lopTpeT CTyaeHTKu».

EEIZd Npunsat B Cowo3 xynoxHukos CCCP.

-
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1937 Rudolf Khatchatrian (K) was born on the 4th of
March in Erevan, Armenia. His father Loris Khatchatrian
his mother Vartush was a

was an amateur actor;
housewife.

1944-48 K goes to
primary school.

1951 K enters a
Liberal Arts School,
gets expelled in a few
months due to the
unwillingness to com-

bparss: crapumit 6pat Aasbept, PYAOABD

lv with the r 12 M ABOIOPOAHEL Gpat Ipant. Epesan, 1940
? y egu Brothers: elder brother Albert, Rudolph
tions of the teachmg and their cousin Grant. Erevan, 1940

program.

1952 At the age of fifteen K leaves Erevan for Moscow
and Leningrad to see the museums.
Back in Erevan, he does a lot of drawing. While making
sketches, K was noticed by maestro Ervand Kochar — a man
of tragic fate, the avant-garde artist and inventor of the
peinture dans l'espace technique. Kochar becomes K's friend
and spiritual mentor. He introduced him to the most eminent
members of the Armenian intelligentsia, among others — a
poet Avetik Isaakian, painter Arutiun Galenz, actors Vagram
Papasian and Gracha Nersesian, singer Armenac Ter-Abramian.
T Meeting them was K's
"true Academy”.
During these years K
separates from his
parents to start an
independent life. He
does different tem-
porary jobs and rents
a part of the room,

Cempba Xauarpana: oren Aopic, 6par Aanbepr,

mats Baprym, Pyaoasd (BHM3y). Epesan, 1941 -
Khatchatrian's family: father Loris, brother Albert, Wthh also becomes

his first studio.

| mother Vartush, Rudolph (below). Erevan, 1941

1953 First meeting with the painter Martiros Sarian.

1955 For the first time K takes part in the Republican Art
Exhibition. The exhibited works receive public acclaim and
first favourable criticism.

1957 K is awarded the Bronze medal at the First Festival
of Armenian Youth for a series of portraits.

1958 K marries Jemma Saakian.

1959 Daughter Inga is born. Kis awarded the Bronze Medal
at the International Art Exhibition held during the Seventh
World Youth Festival in Vienna for the Portrait of a Student.



B cBoen macrepckoun

C apy3samu. Cneea Hanpaeo
cnpaT: Pynonsd XadatpsH,
Pobept InubekaH, WiwxaH
HazapsaH, Apto Hakmak4ysaH,
MuHac AseTucaH, leHpux
Urntan, cromt: Maptid
MetpocsaH. Epesa, 1968

In Khatchatrian's studio with
friends, Sitting from left to
right: Rudolph Khatchatrian,
Robert Elibekian, Ishkhan
Nazarian, Arto
Chakmakchian, Minas
Avetisian, Genrikh Igitian;
standing: Martin Petrosian.
Erevan, 1968

Ha nepsom nnaxe: MuHac AseTucaH,
Pynonbd XavatpaH, Epeang Koyap,
lesopr Mpuropsax (dxoTTo)

ApmeHns, 1965

Minas Avetisian, Rudolph Khatchatrian,
Ervand Kochar, Gevorg Grigorian

(Giotto). Armenia, 1965

L

C kvHopexwuccepom Cepreem NapagxaHossiM. Epesan, 1967
With film director Sergey Paradjanov. Erevan, 1967



E==0 Cospaer cepuio

NopTpETOB BblAalo-
LLUMXCA geaTeneunt Kysb-
Typbl ApMeHWM and
BbICTABKW COBPEMEH-
HbIX XYAOXHWKOB B [0-
Cyn[apCcTBeHHOW Kap-
TUHHOW ranepee Ap-
MeHuKn. [anepes npu-
obperaer Bce BbiCTaB- L. 5o A :
In Martiros Sarian's studio. Erevan, 1959
neHHble paborTbl. [ el
B Havane WwectnaecATbiX ro4oB NepexnsaeT Heckonbko TBOP-
yeckux atanos. OT KpaTKOBPEMEHHOTo YBNeYeHns Kybramom
W coppeanyaMom Ha-
JONT0  NPUXOAUT K
noee «oOTKPbIThiX
dopm». B 31K rogpl
MONogoe MoKoneHue
XYAOXHWKOB HaqmHa-
€T HOBbIA 3Tan B Co-
BPEMEHHOM WCKYCCT-

B macrepcron Maprupoca Capnana

C apyseamu. CaeBa Hanpaso: Xyaoxnuk Py-
Gen Asama, Pyaoawd Xauarpan, duaocop- Be ApMQHMM_ Cpemﬂ
Auarsuct Tesopk bex-TeMmypaHn, MCKYCCTBO-
sea [Moroc Aransn, nucaress Hopanip Aaa- NepPBbIX Y4aCTHWMKOB
MAH, Apmenns, 1961 |
With friends. From left to right: artist Ruben ABWXEHNA — XynoX-
Adamian, Rudolph Khatchatrian, philoso- HUKKM MwuHac AseTu-
pher and linguist Gevork Bek-Temurian, art
historian Pogos Atanian, writer Nodayr CAH, Py6e|—| Aﬂ.aﬂﬂH

Adamian. Armenia, 1961

_| MapTtnH lleTpocsH,
Pynonbcp Xa4aTtpsaH, nckyccreosef leHpux VIrTaH n gpyrue.

EEIFT V3secTHbin NeHUHrpaackuin husmk U KonnekLmo-
Hep Abpam YyaoHOBCKMA npuesxaer B EpesaH ona 3Ha-
KOMCTBa C TBOPYECTBOM MOJNOAbLIX apMAHCKMX XYAO0XKHMW-
KOB W Nokynaet ase pabotsl Pygoneda. B 10 xe BpeMﬂ Ha-
YMHaoT NpuobpeTaTb ero KapTu-
Hbl M3BECTHbIE KONMEeKUUOHepb!
Anonno KapembsH, akagemuk
[.byHataH 1 apyrue.

EEXTZF 3nakomutcs ¢ dpaHLlys-
CKM XyA0XHWKOM XaHom Jlypca
B EpeBaHe Ha ero nepcoHanbLHom
BbICTaBKe, NPUCYTCTBYET NpW ero
BCTpeyax ¢ Kodapom, cnywaet

BOCNOMWHaHWA O NapWXCKUX XYy -
OOXKHWKaX Ha4alla Beka.
Nonyyaer cepebpaHbIA NpY3 Ha

BTOPOM (DecTvBane MONOAexXn R ppon i
pesan, 1962

ADMEHMH 34a NONOTHO « MaTeleH‘ With Ervand Kochar
Erevan, 1962

CTBO».
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1960 K enters the Soviet Artists’ Union.

1961 K exhibits portraits of prominent Armenian public
cultural figures at the First Exhibition of Contemporary
Artists at the State Picture Gallery, Erevan. All works were
subsequently purchased by the Gallery.

In the early 1960s K lives through several creative stages.
After a relatively short-lived romance with Cubism and
Surrealism he arrives at
the “open forms” period.
During these years the
young generation of
artists opens the new
phase in the evolution of
contemporary Armenian
art. Among the first artists
to begin the movement
are Ruben Adalian, Minas
Avetisian, Rudolf Khatchat-
rian, and art historian and
critic Genrikh lgitian.

C pexuccepom BapaaHoM AAKEMAHOM ¥
| cooux pabor B KapruHHOit raaepee Apme-|
Huu. Epesan, 1960
| With film director Vardan Adjemian next
to his paintings at the State Picture
Gallery of Armenia. Erevan, 1960

1962 A well-known Leningrad physicist and art collector
Abraham Chudnovsky comes to Erevan to see the young
Armenian artists' works and purchases two works by K. At
about the same time Erevan art collectors Apollo Kademian,
academician G.Bunatian and other connoisseurs start buy-
ing K's paintings.

1965 K meets a French artist Jean Lourca in Erevan and
listens to Kochar and Lourca recollections of their work with
early twentieth century Parisian artists.

K is awarded The Silver Prize at the Second Festival of
Armenian Youth for an oil painting Motherhood.

1966 K takes part in the exhibi-
tion Homeland in the Works of
Armenian Artists in Prague.

1967 Daughter Mariam (Moko)
is born. K makes an acquaintance
of a film director Sergey Paradjanov
who at the time was filming The
Colour of Pomegranate in Armenia.

1968 Trip to East Germany. The
Dresden Zwinger Gallery and
especially the Lucas Cranach altar
at the Weimar Stadtkirche leave a
profound impression on the artist.

B macrepcxoi y MuHaca
Apetncana. Caesa Hanpaso:
Pyaoasd XauaTpaH, MuHac

ApetwcaH, Epsana Kosap.

EpesaH, 1964
In Minas Avetisian's studio.

From left to right: Rudolph
Khatchatrian, Minas Avetisian,
Ervand Kochar, Erevan, 1964
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With wife Natasha. 1974



EE3 Npunumaet yyactve 8 BbicTaske «PoavHa B Npous-
BeeHWAX apMAHCKWX XYOOXHWUKOB», ﬂpara.

EEIZd Poxnenvie nodepu Mapuam (Moko).
3HakomuTca ¢ Cepreem NapagXaHOBbIM, B 3T0 BpeMs CHU-
Matowmm B ApMeHun dunem «LiBet rpaHata».

MNoesnka B Mepmanuio. Bonbluoe BreYaTneHue Ha
XyAO0XHUKa Npou3BoauT [lpesneHckan ranepesa 1 ocoben-
Ho anTaps Jlykaca KpaHaxa B Benmape.

EEIEXY Cosnaet noptper BeNuKoro apMaHCKOro KOMrosu-
Topa Komutaca k npasgHosaHwio ero 100-netus. Moptpet
yOOCTOeH NepBoin npemMumn MuHUCTepcTBa KynbTypsl Ap-
MEHWMW.

B nogmockoeHomMm [Jome TBopyecTBa «CeHex» fenaer ce-
puio nutorpacui, KOTopble NOABEPraloTCA KPUTUKE CO
cTopoHbl pykoBogcTea Colo3a Xy[OXHWMKOB 3a opma-
nu3M. HaxoauTcs Ha rpaHn ncknodeHua us Coiosa 1 apec-
Ta OTNeY4aTaHHOro TUpaXxa.

EEXL] Vuactsyer B BbicTaske «OT YpapTy A0 Hawwx
oHen» B Jlyepe, MNapux.

EEZET Nepeesxaer 8 Mocksy. XeHUTCA Ha TeaTpanbHOM
xyaoxHuue Hatanuu LLHanpep, ycbiHOBNAET ee CbiHa Bee-
Bonopga.

Ha Bcecolo3Hon BbicTaBke «XYOOXHWKM 3akaBkasba» B
Mockse Bbina BbiCTaBneHa HOBafA Cepua PUCYHKOB, KOTO-
pble Bbi3Bany OCTPYIO AMCKYCCUIO Cpeau XYOOXHWKOB U
KpWTnKOB. «ABTonopTpeT» 1 «lopTtpet CeBbl» NpuobpeTta-
eT TpeTbAKoBCKan ranepesd. Ha4nHaeTca HOBbIM Nepuop B
TBOPYECTBE. XyOOXHUK LeNUKOM NocBsaLLaeT ceba pUcyHky.

EEXZF] Vuacteyer B l _' |
BbiCTaBKe «XyO0XHU- ' e '
K 3akaBkasbsa» B
bepnuHe.

EZZ£] Poxpenvie po-
Yepw JlycuHs.
EEZZY] Haununaer
Ha oTEpEITHM NMEPCOHAABHON BRICTABKH
CTPOWTb MOCKOBCKYIO Epeatiaa Kouapa s [ocyaapcrseHHOM My3see
MCKyceTs Hapoaos Bocroka, Mocksa, 1972
MacieRCIYIL. With Ervand Kochar at the opening of the

one-man show at the State Museum of
EEXH Yuacteyer B Oriental Arts, Moscow, 1972

BbiCTaBke «TpyHaaLaTh XyA0XHUKOB 13 ApMeHun» B lane-
pee COBpeMEeHHOro MCKYCCTB&, BonoHbs.

EEXA 3akanumeaeTcs CTpOUTENLCTBO MacTEPCKOM.
3HakomMuTca ¢ Ansbepto Mopasua u Yunbamom Capos-
HoMm. Pucyet noptpet CaposaHa.
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1969 K draws a portrait of the great Armenian composer
Komitas on the occasion of his Centenary. The portrait is
awarded The First Prize by the Armenian Ministry of
Culture.

While staying at “Senezh” Artists’ Residence near Moscow
K makes a series of lithographs, which are severely criticised
for “formalism” by the leaders of the Artists’ Union. K faces
the prospects of the expulsion from the Union and appro-
priation of the already printed series.

1970 K takes part in an exhibition From Urartu to the
Present in the Louvre, Paris.

Kurexuan; croar: lenpux Turpanan, Pyaoasd Xavarpau, lenpux Mrutan,
| Bpy#tp TaAcTam; CTOAT BO BTOpOM paAy: Amor Opanecan, IOpuin babasn, Munac
Avetucas, [loroc Aftasn. Epesan, 1971

With friends and teacher. Sitting: Gayane Khatchatrian, Ervand Kochar, Spartak
Kitekhtsian; standing: Genrikh Tigranian, Rudolph Khatchatrian, Genrikh
Igitian, Vruyr Galstian; standing in the second row: Ashot Ovanesian, Yury

Babaian, Minas Avetisian, Pogos Avtaian. Erevan, 1971

1971 K moves to Moscow, marries a stage and costume
designer Natalia Schneider, and adopts her son Vsevolod.
K exhibits a series of drawings at the All-Union Exhibition
Artists of the Transcaucasia in Moscow. The works cause a
big dispute among artists and critics. The State Tretyakov
Gallery purchases two of the exhibited works — Self Portrait
and Portrait of Seva. New period of K's career commences.
The artist devotes his entire time to drawing.

1972 K participates in an exhibition Artists from the
Caucasus, Berlin.

1973 Daughter Lucine is born.
1974 K starts building his Moscow studio.

1975 K participates in an exhibition Thirteen Artists from
Armenia at the Modern Arts Gallery in Bologna.
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C ppyrom — komno3sutopom Asetom Tep-TepaHom. EpesaH, 1983

With friend composer Avet Ter-Terian. Erevan, 1983

3anuck Apkaaua PavkinHa B KHWre 0T3bIBOB Ha NepcoHanbHom
BoicTaBke Pynonba XavatpsHa B [oCy1apCTBEHHOM MY3€€e UCKYCCTB
Hapopoe Boctoka. Mockea, 1984

Arcady Raikin's note in the Book of viewers' commentaries at Rudolph
Khatchatrian's one-man show at the State Museum of Oriental Arts.
Moscow, 1984

Ha oTKpbITUK BbiCTaBKM B [OCYAapCTBEHHOM MYy3ee MCKYCCTB
Haponoe Boctoka. Pyaonbd Xa4aTpaH C pykoBOAUTENAMM
CX CCCP Hukonaem MoHomapeBkim 1 Tanpom Canaxoebim
At the opening of the exhibition at the State Museum of
Oriental Arts. Rudolph Khatchatrian with the leaders of the
Artists’ Union of the USSR Nikolay Ponomarev and Tair
Salakhov. Moscow, 1984

3anuck Cepren MNapapgxaHosa
B KHure oT3biBOB

Ha NepcoHanbHoOW BbICTaBKe
Xa4yaTpsaHa

B [OCypapcTBeHHOM My3ee
WCKYCCTB Haponoe Bocroka.

Ha BepHuMcaxe nepcoHanbHOWM BbICTABKM Mockga, 1984

8 [OCyAapCTBEHHOM My3ee MCKYCCTB Hapoaos < Saraid / g
sragey Parac A D

Bocroka Mockea, 1984 RO LataciRHOT S TIRE

in the Book of viewers' com
mentaries at Rudolph
Khatchatrian's one-man show
at the State Museum of Oriental
Arts. Moscow, 1984

At the opening of the one-man show at the State
Museum of Oriental Arts. Moscow, 1984




EEZZd Bnepebie sbie3xaet ¢ xeHow Mo 4acTHOMY npurnatue-
HWiO B [Napwk. Bcrpedaetcs ¢ XxyaoxHukamu XaHom Kapsy 1
XKaHcemom. Cozpaet BonbLUyio Cepmio 3akasHbix NOPTPETOB.
[MprcBOEHO 3BaHWe «3aCny>XEeHHbIN XYA0XKHUK ApMeHUmY.

EEXZT Nepsas nepcoHansHas BbicTaBka B Mockse B 3anax
Coioza xynoxHukos CCCP. Noka3biBaeT pUCcyHKM, CO30aH-
Hble 33 NocnegHWe NATbL NneT.

YyacteyeT B BbiCTaBke «[lBeHaflaTb COBPEMEHHbIX Xy-
LOXHWKOB 13 ApMerun». Hblo Mopk.

YyacteyeT B BbicTaske «CoBpeMeHHble XyA0XHUKW 13 Ap-
MeHun». [anepes COBPEMEHHOro MckyccTea, JlnccaboH.

EEZET NepconanbHas BbictaBka B JleHWHrpage B 3anax
Coi03a XyA0XKHUKOB.

MepcoHanbHan BbicTaBka B Opecce B My3ee 3anagHoro
MCKYCCTBA. .

Y4acTByeT B BbICTaBke «24 apMAHCKUX XyaoxHuKka n3 Co-
setckoro Colo3a n @paHuum». JIOHOOoH.

Bo Bpema BTopou noesaku 8o @paHumio B MNapue 3Hako-
mMuTca ¢ Lapnem A3HaBypom.

Ha nepco-
HanbHOW BbICTABKE
B EpeBaHe nokasbi-
BaeT pabortbl 1972-
1980 ropos. Cepws
NnopTReToB npuob-

peTaeTca Myseem * - gt :
IepcoHaabHan BRICTABKA B 3arax Coloda XyAORHM— |
COBPEMEHHOTO WUC- ko Apmerin. Caesa Hanpaso: Pyaoasd Xadatpas, |
Tenpux Mriman, cryasitrop Apa Ilnpas, Epesas, 1980
KyciBd. One-man show. From left to right: Rudolph Khatchat- |
y*iaCTBy’ET B Bbl- |fian, Genrikh Igitian, sculptor Ara Shiraz. lircvnn.l‘.m{]|

ctaBke «Boblpawouimeca pycckue xyAoXHWKM OBaaUaToro
cronetus», Hermitage Gallery, JIoHAOH.

[Nouck HOBOro Ka4ecTBa PUCyHKa NPUBOAAT K OTKPbITLIO. Ha-
YKHAET PUCOBATbL CEMMEN Ha MPYHTOBAHHbIX NIEBKACOM [0CKaX.

EEIEY NepconanbHas BeicTaBka B My3ee coBpeMeHHOro uc-
Kycctea B EpeaHe. BoicTaBnser Hoeble pabotel no neskacy,
co3naHHble 3a 1980-1983 roabl. Myzen npuobpetaet «AsTo-
noptpet» 1981, «[NopTpert xeHbl» 1 «OkHo. Macrepckas».

Hosoe 3naHue locynapcrserHoro Myses vckyccTs
Hapopos Boctoka B Mockse — «[lom JlyHuHa» — oTkpbiBa-
eTCA PeTpPOoCneKTUBHOW BbiCTaBkoM Pyponbta XavatpsHa.
Mony4aet 3BaHue «HapoaHbIA XyA0XKHUK ApMeEHW Y.

EEXIF NepcoHanbHan Bbictapka B [etpoitte. 310 nepsas
BblCTaBka CoBeTckoro xypoxHwuka s CLUA nocne «xonog-
HOW» BOMHbI. 3HakoMUTCs ¢ AnekcoM M Mapu MaHykaHamu,
M3BECTHbIMW ODLLECTBeHHBIMI ASATENAMM U MeLeHaTamu,
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1976 K meets Alberto Moravia and William Saroian, and
draws a well-known portrait of Saroian.

1977 Together with his wife K goes to Paris for the first
time. There he meets painters Jean Corzou and Jansem and
makes a series of commissioned portraits.

K receives the title of “The Honorary Artist of Armenia”.

1978 First one-man Moscow
show at the Artists’ Union
Exhibition Hall. K shows draw-
ings of the last five years.

K participates in an exhibition
Twelve Contemporary Artists
from Armenia in New York and
in Contemporary Artists from
Armenia at the Modern Arts
Gallery in Lisbon,

C ceHoM Beesoaoaom
Mockea, 1979
With son Vsevolod.

1979 One-man show at the
Artists’ Union Exhibition Hall in
Leningrad.

One-man show at the Museum of Western Art, Odessa.

K takes part in an exhibition Twenty Four Artists from the
Soviet Union and France, London.

During his second trip to France K makes an acquaintance
of Charles Aznavour.

Moscow, 1979

1980 K exhibits works created during the period of
1972-1980 at the one-man show in Erevan. A number of por-
traits is purchased by the Armenian Museum of Modern Art.
K participates in an exhibition Outstanding Russian Artists
of the Twentieth Century at the Hermitage Gallery, London.
The search for the new means of expression leads K to the
discovery of a new medium. He starts using sepia on board
primed with levkas (variety of chalk and glue grounding
used in icon-painting).

1983 One-man show at the Museum of Modern Art in
Erevan. K shows drawings on levkas created during the
period of 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 a retrospective
exhibition of Rudolf Khatchatrian.

K receives the title of “The People's Artist of Armenia”.

1985 K's personal exhibition in Detroit becomes the first

& exhibition of a Soviet artist in the USA after the end of the



C Apkagwem PaiikvHbiM B MacTepckoi Pyponbca. Mocksa, 1986
With Arcady Raikin in Khatchatrian's studio. Moscow, 1986

C Mapw 1 Anexcom MaHykaHamm
Ha NepcoHasibHOW BbiCTaBke
Hetpowr, 1985

With Marie and Alex Manukian at
the one-man show. Detroit, 1985

C 3nboapom PA3aHOBBIM Ha OTKPLITIAW
NepcoHanbHOW BbICTaBKM B fOCYAapCTBEHHOM My3ee
WCKYCCTB Hapofos Boctoka. Mockea, 1984

With Eldar Ryazanov at the opening of the one-man
show at the State Museum of Oriental Arts
Maoscow, 1984

C apy3bamu. Cnesa Hanpago: XYBOXHUK AKOnaxaH
lapubaxanan, atHorpad NlesoH ABpamsH, ckynbnTop
Bnagumup MetpocsaH, Pyplonbd Xa4atpan. Epesax, 1986

With friends. From left to right: artist Akopdjan
Garibdjanian, ethnographer Levon Abramian, sculptor
Vladimir Petrosian, Rudolph Khatchatrian. Erevan, 1986

I




KoTopble NpuobpeTaioT cepuio KapTWH ANg CBOEro My3es.
MNepcoHanbHan BbicTaBka B Heritage Gallery, Jloc-AHpxe-
nec. Bctpeyaerca co cTapbiM 3HaKOMbIM, KONNEeKUMOHEPOM
ANonno, KOTopbliA B Ha4ane cCeMnaecaTbix roaos 3MUrpu-
posan 8 CLUA. ;

Mony4aet 30no-
Tyl0 Mefans Ha 3akaB-
ka3dckon bweHHane B
Téunucw.

Bcrpeya ¢ Apkaguem
PamkuHbIM, KOTOPbLIN
BMEepBLIE COornalaercs
.No3upoBaTbe ANA NOpT-
peta.

Ha oTEpeITHH 1epCoOHaABHON BRICTABKK
€ RypHaAMCTOM BAaaaumupom AyHaessim
Aoc-AHaxeaec, 1985
At the opening of the one-man show with
linurrmiist Vladimir Dunaev. Los Angeles, 1985

E="zd Denaer noptper M.C.Topbadesa no 3akasy XypHa-
na «Tanm»,

EEITd NepcoransHas Boictaska B Epesare B [JoMe Xyaox-
HuKa. [oCy1apCTBEHHAN KAPTUHHAA ranepes ApMeHum nprob-
PETaeT Cepuio NpomsseaeHUy xyaoxHuka. Cpean HUX —«AB-
TonopTper-88» 1 «opTpeT ckynbntopa UHHEI Onesckon».

Ha LleHTpansHoM TeneBuaeHUN CHUMAETCA AOKYMEHTabHbI
hunbM «ABTONOPTPET» O TBOp4YecTse Pyaonbda XayatpaHa.

Nepsas noesgka c M ° ' b || o
KeHown B JIOHQOH. - '
3HakoMuUTCa ¢ obLlecTBeH-
HbIMW OEATENS MW W Npea-
npuHUmMmatensMu Bpatbsa-
Mu Cmamanto 1 Bare Ka-
paneTaHamm.

Bozepaluaetca B Mocksy.
Tparudeckne cobbiTna B
ponHor ApmeHun — Cym-

¢

Ha nepconaasHof BricTaBke. Caesa Ha-
npaso: gotorpad DAMOH, MCKYCCTBOBEA
[Moroc Aranan, aMTepatyposea AepoH
Hepcecan, Pyaoasd Xaarpas. Epesan, 1988
At the one-man show. From left to
| right: photographer Edmon, art histo-

rian Pogos Atanian, literature historian
raur, Kapa6ax, CTPAWHBIE || evon Nersesian, Rudolph Khatchatrian. |

Erevan, 1988

3emMneTpaceHma... Pynonsd
NnpyHUMaeT y4acTve BO BCEBO3MOXHbIX akKUMAX MOMOLLA
csoer poamHe. HeogHokpatHO nocellaet Apmenuio. B co-
CTOAHWUU OYLIEBHOIO W (DU3UYECKOrD MOTPACEHUA Co3aaeT
BonbLUyo KOMNO3UUMIO ¢LiBeTbl HEBUHHBIM XepTBam Cym-
rauta». HadmHaeT umkn paboT Ha eBaHrenbCckue CloXKeTbl, B
310 TAXenoe ana Pynonebda spems Bare KapanetaH npurna-
WaeT ero Ha Bpemsa nepeexatb B JIOHOOH AnNA oTdblxa W
TBOpYeckon pabotsl. Pynonbd nonyyaer cneumansHoe pas-
pelleHue Ha NpoxueaHue 1 paboty B BenukobputaHun.

Ha4uHaeTca HOBbIM 3Tan TBopyecTsa — «MeTamMopo3bi».

EEEI] B NoHpoH npuesxaer xeHa Hartalwa ¢ Aovepbio
NycnHa. C NpresnoM ceMby XYOOXHUK UENMKOM OTAaeTca

Ha oTEpBITHH BHICTABEH B 3aax Comda XYAOKHMEOB Apmerion. CAesa Hanpaso:
#eHa Harama, Ao Mapuasm, Pyaoasd, ceid Boesoaoa, mats Baprym,
crapimit Gpar Aasfepr, orenr Aopuc. Epesan, 1980
With family at the exhibition opening at the Armenian Artists' Union exhibi-
tion halls. From left to right: wife Natasha, daughter Myriam, Rudolph, son
Vsevolod, mother Vartush, elder brother Albert, father Loris. Erevan, 1980

Cold War. During the exhibition K meets Alex and Marie
Manukian — the prominent public figures and patrons of
art, who purchase a number of drawings for their museum.
One-man show at the Heritage Gallery, Los Angeles. K
meets an old acquaintance Apollo, who emigrated to the
US in the early 1970s.

1986 K is awarded the Gold Medal at the Transcaucasian
Biennale in Thilisi.

K meets the great Soviet actor Arkady Raikin, who for the
first time in his life gives his consent to sit for a portrait.

1987 K makes a portrait of Mikhail Gorbachev, commis-
sioned by the Time magazine.

1988 One-man show at The Artists’ House in Erevan. The
State Picture Gallery purchases a number of works, includ-
ing Self Portrait-88 and Portrait of the Sculpter Inna
Olevskaya.

A documentary Self |
Portrait about the artist
and his art is being made
by the central Soviet TV
Channel.

1989 First trip
London with his wife.
K meets the prominent
public figures and busi- {
nessmen, Siamanto and
Vage Karapetian.

Come back to Moscow.
Tragic events in native Armenia: Sumgait, Karabakh, terri-
& ble earthquakes.. Rudolf Khatchatrian takes an active part
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Ha nepcoHasbHOM BHICTaBKe
€ KOAACKITMOHEPOM AOKTOpOM BeasHom.
Aetpoiit, 1985
At the one-man show with collector Dr
Belian. Detroit, 1985







| Apxuenckon Kentepbepusickuin Pobepr Panc oTEPBIBAET B CROEH PEINAG-

LuM BRICTABKY Pyaoasda Xauarpana. Caesa — cekperapb AHIAO-IpMAHCKOR
accoumatmm Oaert Basua. Aomaon, 1990
Robert Runcie the Archbishop of Canterbury opening Rudolph Khatchatrian's |
exhibition in his residence. Left: secretary of the Anglo-Armenian Association

Odette Basil. London, 1990

pabarte. Mo4T OTWeNbHUYECKI 00pa3 XKWU3H JaeT BO3MOX-
HOCTb DbICTPO peanu3oBbLIBaTL BO3HWKaLLME 3aMbicbl. CTa-
HOBWTCA NOYETHLIM Y4NeHOM AHINO-apMAHCKOW accoLmaumm.
MepcoHanbHas BbICTaBKa B PE3VAEHUMW apxuennckona
KeHntepbepumckoro Pobepta PaHcu. JTIoHAOH.

Y4yacTByeT B BbicTaBke «COBETCKME 1 MPNaHACKUE XYA0X-
HukK». Mansion House. Jy6nuH.

EEZXT Yuacrteyer B BbiCTaBke
«CoBpeMeHHOe apMAHCKoe
uckyccteo», New Academy
Gallery. longoH.

YyacTByeT B MeXayHapoaHon
BbicTaBke  «OnumMnua-91».
JIOHOOH.

Aeryct. Eget B EpeBaH Ha no-
XOPOHbI MaTepu.

B macrepckon. AoHao, 1991
In the studic. London, 1991

EEZEF] 3+Hakomutca ¢ 6apoHeccon KaponanH Koke, n3se-
CTHOW CBOEN MUPOTBOPHECKOW AEATENLHOCTLIO, pUCYeT ee
noptpet. OTHOWeHWA ¢ YeTon KoKCOB nepepactatoT B Ten-
nyto apyxoy.

Y4acTteyeT B BbiCTaBke «[1Ba Beka rpadmkm» Ha ManbTe.
HecmoTps Ha nepeHeceHHyIo Taxenyio BonesHs, Yepes asa
MecALla HavynHaeT HOBYIO cepuio pabor.

EEEZE] B Haqane vioHs npuesxaer B Mocksy Ans noaro-
TOBKW PETPOCNEKTUBHOW BLICTABKM.

MNepcoHanbHas BbicTaeka B LieHTpansHoM [lome xyOoXHWU-
Ka, BKno4mBLIaa B cebs bonee 1000 npow3seneHnn, co-
3faHHbIX B 1950-1990-€e rogsbl.
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in various aid initia-
tives to support his
native Armenia. In
a state of an emo-
tional and physical
shock K paints a
large composition
Flowers to the
Innocent Victims of

C apyrom ®eankcom AGHEARHOM M €10 AETEMM:
Axonom u AmaHoi —

] . KpecTHHKamMu Pyaoasda Xauarpana, 1988
Sumgart. Simul- | with friend Felix Danelian and his children Akop |

|and Liana — Rudolph Khatchatrian's godchildren, 1988 |

taneously K begins
a series of paintings on the New Testament themes. During
these hard and straining times Vage Karapetian invites K to
move to London. K receives a temporary residence and
work permit in the Great Britain.

A new creative period commences — Metamorphoses
series.

1990 K's wife Natasha
and their daughter Lucine
come to London. Reunit-
ed with the family, the
artist entirely gives him-
self up to work. Secluded
life adds to the intensity
of his creative activity.

K receives The Honorary

o |Co cromm Apyrom — Hpv.\npllllli.\hm:,-\u,\l:
Membershlp inthe AHQ{O- M MeteHaroM Bare KapaneraHom.
* S AOHAOH, 1990
Armenian Association With friend businessman and patron of
art Vage Karapetian, London, 1990

Private viewing of paint-
ings by Rudolf Khatchatrian in the Residence of His Grace
the Archbishop of Canterbury, Robert Runcie.

K participates in an exhibition Soviet and Irish Artists at the
Mansion House, Dublin.

1991 K takes part in an exhibition Contemporary Art from
Armenia at the New Academy Gallery, London, and an inter-
national exhibition Olympia-91, London; in August goes to
Erevan to attend his
mother’s funeral.

1992 K makes an
acquaintance of the
Baroness Caroline
Cox and draws her
portrait. The rela-
tionship with the
Coxes grows into a

Macrepckaa B @uHuan. AoHaoH, 1992
Studio in Finchley. London, 1992

& warm friendship. | |



MNepcoHanbHan BbICTaBKa B
locynapcTeeHHON TpeTbAKOBCKOM
ranepee. Cneea Hanpaso: OaBapa
ApakensH, Pygonsc Xa4atpan,
Anbbept Xavatpad. Mocksa, 1997

One-man show at the State Tretyakov
Gallery. From left to right: Edouard
Arakelian, Rudolph Khatchatrian,
Albert Khatchatrian. Moscow, 1997

T

B macrepckon. Cneea Hanpaso: Ao4e JlycuHs, xeHa Hatawa, Pynonsd Xa4atpaH, r

HesecTka Onbra, sHy4ka Kata, coiH Becesonog, sHyk Aptem. Mocksa, 2001 j:’ f /
In the studio. From left to right: daughter Lucine, wife Natasha, Rudolph, daughter-in- ' 5
law Olga, granddaughter Katya, son Vsevolod, grandson Artem. Moscow, 2001 ] : o

MNepcoHansHan BbicTaBka B [0CyAapCTBEHHOM Bcrpeya ¢ apy3eamu 8 lome-my3see Cepren MNapagxaHosa, Cnesa Hanpaso:
TpetbakoBckow ranepee. Cnesa Hanpaso; Waren Xa4atpaH, Axon AkonaH, lenpux UrutaH, Aptyp MenewbsH, JleBoH
Pynoned XadatpsH, Buktop Axosnes, Hukonaw TyxuksaH, Pygonsd Xa4atpaH, Pobept Inubeksan; crouT: Kaped MukasnsH
Cnecapes. Mocksa, 1997 EpesaH, 1998

One-man show at the State Tretyakov Gallery. Meeting with friends in Sergey Paradjanov's house-museum. From left to right:
From left to right: Rudolph Khatchatrian, Victor Shagen Khatchatrian, Akop Akopian, Genrikh Igitian, Artur Peleshian, Levon
Yakovlev, Nikolay Slesarev. Moscow, 1997 Tukhikian, Rudolph Khatchatrian, Robert Elibekian; standing: Karen Mikaelian.

Erevan, 1998



EEXX] B uects 50-netvs OpraHusaumm OBbeavHeHHbIX
Hauui Pyponsd Xa4aTpsH oT umeHn Pecnybnukin ApmeHns
npenogHec B Aap ceoe bonbLioe nonotHo «CoeguHeHve».

Ha sricraske 8 l'ocyaapcrseHHon TPeTBAKOBCKOM rarepee |
Caesa Hanpagso: Campea Oranecan, Pyaoasg Xavarpan, lenpux Mruras,
Beesoaoa Xauatpan, Aasbepr Xauarpan, Aeson AGpaman. Mockea, 1997 |
At the exhibition at the State Tretyakov Gallery. From left to right: Samvel
|Oganesian, Rudolph Khatchatrian, Genrikh Igitian, Vsevolod Khatchatrian,

Albert Khatchatrian, Levon Abramian. Moscow, 1997

EEXEZd Vxazom NMpesunperta Poccuinckon Depepaunu
5.H.EnbumHa B cBa3n ¢ 60-netuem Pygonbd Xa4aTpaH Ha-
rpaxaeH opaeHom [Opyx6bl HapOAOB.

MepcoHanbHas BbicTaBka B HauuoHanbHow ranepee Ap-
MeHWK, noceaweHHan 60-neTrio XyOoXHWKA.
MNepcoHanbHan BbiCTaBka B [ocyaapcTBeHHOW TpeTbAKoB-
ckom ranepee. IHMLMATOPOM 3TON BbICTaBKM Bbin TanaHT-
NUBLIA KONNEKLUMOHep, npeanpuHuMaTtens v Bnuskuu
apyr Pynonsda — Bukrop fAkoenes.

EEET] Teopyeckas noesaka B McnaHuio.
EEEX] Tsopueckan noespka B Utanuio.
YyacTeyer B coznaHunm Cotosa apmsH Poccum,

B nocnenHee BpemMs Pynonbd, otaaBas A0oMXKHOE peanunc-
TUYECKOMY PUCYHKY, aKTUBHO paboTtaeT Haf passutuem u
TEXHUYECKMM BOMMOWEHWEM MPOCTPaHCTBEHHbIX MHOrO-
MepHbIx 0BbeKkToB. Befer cepbesHyio CCnenoBaTenbekyio
paborty Haj TeopeTuyeckm-punocodckinm 0bocHoBaHNEM
CBOUX M306pasnuTentbHbIX UOEr N MeTOA0B.
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K participates in an exhibition Two Centuries of Graphic
Arts in Malta.

K suffers a heart attack, but only two months later starts a
new series of paintings.

1993 In the beginning of June K comes to Moscow to
work on the preparation of a retrospective exhibition.
One-man show at the Central House of Artists, Moscow.
The exhibition included more than one thousand works
made between 1950 and the 1990s.

1995 On the behalf of the Republic of Armenia Rudolf
Khatchatrian presents a large painting The Union to the
Assembly of the United Nations on the occasion of its fift-
ieth anniversary.

1997 By the decree of the President of the Russian
Federation Boris Yeltsin K is decorated with the Order of
Peoples' Friendship on the occasion of his sixtieth birthday.
One-man show at the
National Gallery of Armenia
dedicated to the artist's sixti-
eth birthday.

One-man show at the State
Tretyakov Gallery. The exhibi-
tion was organised by a talent-
ed collector, businessman and
K's close personal friend Victor
Yakovlev.

Ha peprucaze ¢ Apyrom Orerom |
IHanasGuHBIM, Mocksa, 1998
At the exhibition opening with
friend Oleg Shandybin.
Moscow, 1998

1998 Trip to Spain.
1999 Trip to Italy.

1999-2001 K takes part in the creation of the Union of
Armenians of Russia.

Most recently, while giving its due to realistic drawing,
Rudolf Khatchatrian has been actively working on the
development and technical realisation of spatial multidi-
mensional objects. K is also engaged in serious research of
the theoretical and philosophical background of his artistic
methods and ideas.



C xeHown Hatawen n nucatenem Muxaunom PoLimHbIM
Mockga, 1999

With wife Natasha and writer Mikhail Roshchin. Moscow, 1999

C kpecTHuLen — xyaoxHukom KapuHoi Arababax. Mocksa, 1999
With goddaughter - artist Karina Agababian. Moscow, 1999

C apyrom — akagemukom flesoHom MupyaaHom. 1999
With friend academician Levon Piruzian. 1999

C poyepsio NlycuHs
1 3aTeM CypeHom

Mocksa, 2001
With daughter
B mactepckoit ¢ apyrom AnekcaHapom 3aKkapaHom Lucine and son-in-
Mockea, 2001 law Suren
Moscow, 2001

In the studio with friend Alexander Zakarian
Moscow, 2001



C xeHown Hatawen. Pum, 1999
With wife Natasha. Rome, 1999

B bapcenone. 1998
In Barcelona. 1998

C 3a1eM — XyAoXHUKOM BaraHom PymenaHom
v BHykoM Pyponbom. Mocksa, 2001

With son-in-law Vagan Rumelian
and grandson Rudolph. Moscow, 2001

C povepsio NycuHa. Beneuus, 1999
With daughter Lucine. Venice, 1999

B MacTtepckomn C 3aTem —
pexunccepom ApyTIOHOM
JDKMHAHAHOM 1 BHY4KOW HapuH3
Mocksa, 1999

In the studio with son-in-law
Arutyun Djinanian

and granddaughter Narine P : :
Moscow. 1999 Christening of grandson. From left to right: son Vsevolod, granddaughter Anush, daughter

Lucine, granddaughters Lavinia and Narine, daughter Inga, son-in-law Vagan, daughter Mariam,
goddaughter Karina, grandson Rudolph. Moscow, 1999

KpectuHbl BHyka. Cnesa Hanpaeo: CbiH BceBonog, BHydKa AHyw, A0Hb JIyCuH3, BHYHKM NasuHua 1
HapuH3, aous WHra, 3ate Barad, Aodb Mapuam, KpecTHuua KapuHa, BHYK Pynonsdy. Mockea, 1999




C Buktopom flkosnessim. Mockea, 1997
With Victor Yakovlev. Moscow, 1997



Rudolf Khatchatrian's Art



MCKYCCTBO PYAOJNIb®A XAYUATPAHA

MHP, 3aTauBLUWNCh, XOeT XyO0XHUKa. Tak NycTbiHA MeYTaeT 0 aoxae, NyTHUKN 006 oasuce, ropbl 0 Xpa-
MaX Ha UX CKNnoHakx... HPOCTO yOAUBUTENbHO BUAEThb W 3HaTh, Kak bor paet Bcem Aap cMOTpeTk Ha MUp, a
HEKOTOPbIM U Ha4aTb ero pucoBaTh, NpU4Yem yxxe C AeTCTBa. 3auem, npasaa, NoKa euie HeACHo. boxun
npomMbICcen TYT NepBoHa4YanbHO CKpPbLIT, U SY.D,ET pPackpbiBaTbhCA NOCTENEHHO, N CAMOMY XYAO0XHUKY, W
TeM, KTO CMOTPMUT, 4YTO OH AiefiaeT U Kak OH 3To genaet. Tak >xe HaYMHAIOT NeTb U TaHLUEeBaThb, roBopvuThb
CTUXaMU U COMMHATL MY3bIKY, HO 3fecb Bce Xe nHoe. [lpocTpaHcTBo 3BYKa 1 ABMXKEHWA Tefla TBOPUMbI B
caMom Mmupe, 3aHUMan B HeM, NyCcTb U Ha HEKOTOpOe BpemMs onpeaeneHHoe Mecro, U Tem caMmbiM Hano-
MWHas 1 0 Be4HOM OBMXEeHWWN, U O TAaUHCTBEHHbIX Menoguax npupoabl, a To, YTO AenaeT XYAoXXHUK,
MHOTO CBOWCTBA, OH ellle He BTOpraeTtca B MMp, a MUPp BTOpraeTcd B Hero, sacrtaenqas cebsn 3anevyartneTb,

W, KaXKeTcs, HaBeKu.
Benukun, BaXKHbI MUT.

BTOPXEHWE. PEAJIbHOCTb N1

HEO6b1KHOBEHHaﬁ OCTpOTa 3peHus NposBunack B pu-
cyHkax Pynonbda Xa4atpsHa, CO3[4aHHbiX nonseka
TOMy Ha3af. Mbl CMOTPUM Tenepb Ha Hux, 3abbieans o
npoLUeaLux rogax. 4To xe 1ckan IoHoWa B 3TUX AOMUKaX
cpeau rop, B CUNyaTax OAUHOKUX [epeBbes, B NMLax CTa-
puKoB? MeHee Bcero, Kakmx-nmbo ypokoB, ecnv Nofd aTum
CNIOBOM NOHWUMaTh Hekue yyebHble 3anaHns. OH He TpeHu-
posancs, nbo B 31oM He Bbino HeobxoguMocTu.

OH pucosan.

Pucosan, 4tobbl pucoBaTs.

«XenaHwe pucoBaTb» — BENUKaa CTPacTb, KOTopas py-
KOBOAWT H4ENOBEKOM NOMMMO ero Bonu, 1 rae Obl oHa HW Ha-
crurna ero, oH Gepert B pyku rpudent 1 TBOpUT, TBOpUT... CTo-
UT NOMHWTb, YTO NO3Tbl MNOPOK 33AYMYMBO HEPTAT PAOOM CO
CTPOKaMK BAOXHOBEHHbIX BUPLLE Munble 00pa3bl CBOMX BU-
LeHWI, a AoYb ropLueyHuKa 3 Cupakys, nereHgapHan Auby-
faTa, KycO4KOM Yris 3aneyarneBaeT Ha CTeHe TeHb CBOero
BO3MI06NEHHOro, NOKWAAIOLWEro ee Hagek. VMK, nostamm u
AETbMU PEMECNEeHHNKOB, ABMXXET OfiHa 1 Ta Xe CTpacTb.

ECTb 1 elle npuMepsl,

He Halue neno cerofHa c4nTaTh Mx. CKaxem oaHO, 4TO
CTpacTb pyUcoBaTb HacTurna Pygonbda Xa4atpaHa Ha ero
poawnHe, B EpesaHe. W cpasy onpepenuna BCO ero aanb-
Herwyo cyabby. Cyabby XyOoXHWKE, KOTOPLIA NPUHAN B
cebn obpa3bl 3TOr0 MMpa, NPeacTaBNeHHoOro nepeq ero
B30POM, CTOfIb KOHKPETHO M BnacTHo. Mup pewmtensHo
BTOPrancs B CO3HaHwe XayaTpaHa, Tpebysa camoro npwu-
cTansHoro k cebe BHUMaHWs, nbo emy Heobxogumo Bbino
BbITb 3ane4aTNeHHbIM UMEHHO 3TUM Ha4YMHaIoLWMM MacTe-
POM, NPUPY4UTE ero k cebe. Mup ctan no3npoeats. Ero 06-
N4be BPe3anoch B NamaTb, NPEBPaLLasch B NMKK Npupo-
abl. Mx Hao 610 3aMKC1poBaTh NepoM 1 KapaHaaLomM,

Tak 1 cny4unocs.

Kaszanacb JOCTOMHOM BHUMaHWA Kaxpnas ObinuHka vy
A0Ma, Kax bl Cy4OK Ha AepeBe, Kaxaan MOPLUMHKE Ha Nu-
ue. Kaxetcs, yto uaobpasutensHas cuna XadatpsaHa Gecno-
LWagHa, 4To eMy BaxkHa Kaxaas Aetanb 1 cama no cebe, 1 no
TOW HEPaCTOPXUMOW CBA3U, YTO 0ObEAMHAET ee C APYrMIA.
Octpo 3ato4eHHbIV rpudens KapaHaalla v nepo ¢ TyWbio
NPUCOOUHSAIOT LUTPUX K LWTPUXY. Tak TKYT KOBPbI, Tak pUcy-
0T Mactepa. Ho He KaXeTcs rnpu 3TOM, YTO OH, XYAOXHWK,
Be3paznuyeH K ToMy, 4TO NpeacTasnser. Emy uHTepecHo Bbi-
TMe MUpa Kak TakoBoe, OH — CBuAeTens bbiTusd, NpUTOM
BaXKHbIA 1 M3OpaHHbIN, BaXHbIA CBOeN U3bpaHHoCTbIO. Co-
rnaaatad U NOKNOHHWK. 3TUM onpenenynocs CamooLLyLLe-
HUe XaqaTpaHa Kak XyAoXKHWKa, C TeX, YKe Aanekux net.

Yem Bonblue pocno NoHUMaHue 3toro, Tem Bonblue
«CTUABHOCTY» NPUODPETano ero UCKYcCTBO, KaKOEe-TO CXOA-
CTBO C pUCYHKaMW CTapbix rofinaHackmux mactepoe XVII cro-
NeTUA POXAANOCH CamMo coBOM Kak Hekas NoaoCHOBa NOWC-
ka Oyaywmx xypoxectseHHbix dopmyn. TyTt, BMAMMO,
CKPbIT 0cOBbIV 3aKOH, ONpeaensiowui NYTA PasHbIX MacTe-
POB, eLle NAOXO OCO3HaHHbIM NCTOPUKAMM MCKYCCTBA.

Tak v BuHceHT BaH lor, pucoBaBLUMWA B Havane ceoe-
ro TBOPYECKOro NYTU C 3KCMPECCUBHBIM BEPU3IMOM Yrnem 1
TYLWbI0. JINb CMYTHO AOrafblBanca OH Toraa o ToM naHTe-
WUCTUHECKOM NPO3PEeHUK, HTO NOCeTUT ero B NocnegHue ro-
Obl XWU3HW, KOrAa KOCMUYECKue BUXPK TpaHChopMnpYoT
NPUBbLIYHBINA 0BNUK Hebec 1 OCBETAT 3eMrio W niaen Ho-
BbIM, eLle HebbIBanbiM CONHUEM, C YyTpOeHHOW, BbiTb MO-
XeT, yaecaTepeHHoW 3Hepruen. B ero paHHMX pucyHKax
Mbl Takxe € NerkocTbio NPUMeTUM FoNNaHACKylo «nog-
Knapgky» mactepoB 30M10TOrO Beka XKMBOMWUCK, KOTOPbIA
cTan 1 30M0TbiM CTONeTeM pucyHka. Ho nogobHeiM ny-
TeM, NpW BCEN pa3Hule pesynbTaTtos, wen wu CanbBagop
Hanu: oT TwatensHo NPOPUCOBAHHOIO PUCYHKA, HYepes uc-

CBEXO W OCTPO, C AIOPepOBCKUM MOHUMaHWeM (OpM..  KyCbl MOOHbIX €M3MOB» — K YTeHUIo EBaHrenms.
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THE ART OF RUDOLPH KHATCHATRIAN

The world, withdrawn into itself, is anticipating the coming of the artist. Thus the desert dreams of rain,
a traveller of an oasis, the mountains of temples on their slopes... It is just amazing to see and to know
how God gives to everyone a gift of looking at the world, and to some a talent to draw it, and that is
from very early childhood. It is still not clear why though. The Divine Ordinance is initially concealed and
will be revealed gradually to both the artist himself and those watching what he does and how he does
it. In the same way one starts singing or dancing, speaking in verse or composing music. But here every-
thing is different. The space of the sound and the body's movements are created in the world itself,
occupy a specific place (although temporarily) and, therefore, recall the perpetual movement and the
mysterious tunes of nature. On the other hand, the artist's doings are different in kind: he does not
invade the world, but the world inhabits him, forcing him to represent it, seemingly, forever.

The great, important instant.
INVASION. REALITY 1

he incredible sharpness of vision first revealed itself in

Rudolph Khatchatrian's drawings about half a centu-
ry ago. We are looking at them now, forgetting about the
passed years. So, what was the young man looking for in
these little houses lost among the mountains, the silhou-
ettes of sole trees, faces of the old men? Least of all he was
searching for any kind of studies, if we understand the
word in terms of training exercise. He was not exercising.
He did not need to.

He drew...

Drew in order to draw.

“The desire to draw” — a great passion, which guides
the man despite of his will. Wherever it catches him, he
takes up a crayon and starts creating, creating... It is worth
to remember that poets absorbed deep in their thoughts
often scribble sweet images of their dreams next to the lines
of inspired verses. Likewise, a daughter of a potter from
Syracuse, the legendary Dibudata, with a piece of coal cap-
tured the shadow of her loved-one who was leaving her
forever. Both the poets and the craftsmen’s children were
being driven by the same passion.

There are yet more examples.

Yet, we are not here to count them today. Let us just
say that the passion for drawing caught Rudolph
Khatchatrian in his homeland, in Erevan.

And it was this passion that immediately defined his
entire destiny. The destiny of the artist, who took in the
images of the world that was offering itself to his eyes in
all its presence and power. The world decisively forced
itself into his consciousness, demanding his most rapt
attention, as it felt the need to be represented there and
then by this particular still amateur artist. It was the world's

him. Its face ingrained itself into the memory, turning into
the forms of nature. They had to be fixed afresh and in
every detail, with Dureresque precision and understanding
of form. With a pen and a pencil.

And so it happened.

From now on every blade of grass by the house, every
branch of a tree, every wrinkle on a face deserved attention. It
seems that Khatchatrian's power of representation is ruthless,
that every single detail is significant in itself and also in that
unbreakable link that unites it with others. The sharp slate of
the pencil and the pen with ink join a stroke to a stroke.
Carpets are weaved like this; masters draw like this. But you
should not think that the artist is indifferent to the subject of
his representation. He is interested in the world's being as such.
He is the observer of Being, elect and important, important by
being the elect. The observer and the admirer. From the early
age this defined Khatchatrian's identity as an artist.

The stronger his understanding of this was becoming,
the more stylishness his art acquired. A certain similarity with
drawings of the seventeenth century masters was emerging
by itself: as some mysterious ground of the future search for
artistic formulas. Perhaps, here, lies the secret law which
often defines the paths of different masters and which still
remains beyond the apprehension of the art historians.

In the beginning of his artistic career Vincent Van
Gogh, drawing with coal or ink, exhibited a similar kind of
expressive verism. At that time he had little idea of the pan-
theistic insight that came to him in his later years, when the
cosmic storms transformed the usual skies by illuminating
the Earth and people with a new, previously unseen Sun
shining with treble or even tenfold energy. In Van Gogh's
early drawings we also easily find the Dutch “underlining”
of the masters of the Golden age of painting, which also
became the Golden age of drawing. On the other hand,

way of taming the future master. The world began tositto g~ despite of all differences in the results, Salvador Dali also



KapTuHbl Takux Mactepos TpebyloT oT 3puTens aktus-
HOro conepexuBaHWA, B3biBan K 4yBCTBaM. B mnctopum mc-
KYCCTBa — >KMBOW UCTOPWMA, @ HE HaNMCaHHOWM ANA YTeHUs —
€CTb CBOWM 3aKOHbl, KOTOPbIE YNPaBnsioT XYAOXeCTBEHHOM
BceneHHom 1, MUHYA BCe Nperpagsl, 0bxoas Bce Tpaguumm,
BEAYT K CO30aHMIO NPOMU3BEOEHUN HU Ha YTO HE MOXOXMX.
Kpome, npasfa, 0AHOW, HO KpalHe BaXXKHOW Tpaguumn: ni-
T OT UCTOKOB, OT NOTPEBHOCTU PUCOBATL K MOMUCKaM OTKPO-
BeHUWA. PUCYHOK He ciydanHO cyuTaeTca QyHoaMeHToM
BCeX WMCKYCCTB, W OH, OEWCTBWTENbHO, OCHOBA HE TONbKO
npoeccroHansHasn, HO, Npexae Bcero, KoHUenTyanbHas.
«PucoBatk — NO3HaBaTb», — BOT QOPMYy”Na, KOTOPYIO cnefy-
€T BCerfja uMeTb B BUaYy. [nga Tex, 0 KOM Mbl rOBOPUM, pu-
CyHOK Obin hopMOoit 3HaKOMCTBA € MUpoM. EMy obydanuce
CaMOCTOATENBHO, B MPOLECCe «CMOTPEHMA — NOHUMaHUAY.
Tenepb 1 3pUTeNb, 3HAKOMACH C TBOPYECKUM MyTem Xadar-
pAHa, AONXEH YHUTLCA «CMOTPETb W NMOHWUMaTb».

XYOOXHUK U3Ha4anbHO XO4eT BMAETb B OKPYyXalo-
LLEM ero MUpe He NPocTo 0B6beKTh! ANs M30bpaxeHus, Ho
Kak Bbl «MCTOPWIO» C HUMU CBA3AHHYIO, MOSCHSIOLLYIO Mpa-
BO Ha WMX CyulecTBOBaHMe. Yxe cam Bbibop 3Tux 0BbekTos
NOACHAET MHOroe. Xa4aTpaHy xo4etcs n3obpaxarb nuua
CTapyx W BeTxue Aoma, cTBobl gepesbes De3 cyybes, No-
HoLLeHHbIe BaliMaku. Bce 310 yxe NpoXuno cBoin sek, 06-
PeYeHo Ha MCYE3HOBEHWE, NOMEeYEeHO 3HaKOM «yxopa» m
CTano ckopee «namarHUKamu» cammum cebe, obpazamu,
CUMBONaMu BeLLen, Moden U ABNEeHUA NPUPOoabI, Bbina-
AalOWUMK U3 peanbHOCTU. XYA0XeCTBEeHHbIN 3 dhekT, Ko-
TOPbLIA UCMONb3yeT Xa4yaTpaH, MAET OT XenaHua 3anedat-
nets 0bpas-npu3pak, COXPaHUTb NaMsATb O HEM B LUTPUXAX
Ha Bymare. Tak ogHa U3 «NO3UPYIOLLMX» eMy APanupPoOBOK
npubuta reosgem k cteHe, MBO XYLOXHUK HE YBEPEH, YTo
OHa He KaHeT B BeYHOCTb, HE MCYE3HeT CO BCeM TeM, 4TO
OKpY>Kano ero c getcrea (M. pucyHok «KomHara, roe po-
OUNCH XyAoXHWUK», 1951). MNpwu 3ToM Pyponsd He craHo-
BuTCA BbiTONMcaTenem, NOTOMY HTO BClogy HaxoamuT obpa-
3bl-CUMBONBI. 3TW, Kazanocb Obl, HEMPUMETHbIE BeLLWLIbI
— LOOKYMEHTbl BHYTPEHHEro CamoOLLYLLIEHUA, W XenaHue
3ane4yatneTb WX NUTAETCA OrPOMHOM K HUM NBOBLIO.
bpocaiowanca B rnasa JOKYMEHTaNbHOCTb — HE TONbKO B
cnocobe MHTEpNpeTaumMn AeNCTBUTeNBHOCTM, CKONBbKO B
CamMOM NOAXOOe K HeW — TYT M BOCXMLLEHME, N YMEHUe
B3MNAHYTb Ha Hee oTcTpaHeHHo. Kak yganock noburteca
Takoro acdekTa, ckasaTtb TPYAHO.

ManeHbkue UCTopun BelLer, IOMOB, AePEBLEB U MI0-
fen cnaraiotcs B 3noc. OLyILaeTcs NPUTYEBOCTL B Nepeaa-
4e XyA0XKHWUKOM OTAeNbHbIX CloXeTos. Takas «bonesHb mc-
TOpWUen» He YAMBUTENbHA B KPalo, rae Beka B3bIBaloT K He-
Oy Yepes ropsbl U Xpamb.

W ¢ 3TiM B3rnaaoM Ha Myup XadaTpsiH cTan bopoTbcs.
B cepuu asTonoptpetoB koHua 1950-x rogos BMAOHO, Kak
OH UCKan cornacua Mexay MaHepou pyucoBaTh WU NpeacTaB-
neHnaMK o cebe, 1 3TO NPUBOAMUNG K HOBOMY BHYTPEHHEMY
cornacuio opmM 1 obpasos. bonee Toro, «pembpaHaTos-
CKas» CTpacTb (MHaYe BeAb W He CKaxellb ) K CO34aHMIO aB-
TONOPTPETOB HEBOMLHO NOABOANNA XYAOXHUKE K OCO3Ha-
HUIO HEOTBPATUMOCTU Bera BpeMeHu...

B 1960-e emy paHo 6bino y3Hats, 4To HOpPMBI, CO-
3[aHHbIe XYAOXHUKOM, UMEIOT NPaBo Ha U3BECTHYIO Camo-
CTOATENbHOCTL, NNLWbL aCCOUMaTUBHO HaNoMuHas o peans-
HocTk. KyBbuam 1 cioppeanvam NoMOriv TyT BO MHOTOM.
Ky6u3am 3actaBun casurats hopmbl U BNNABAATE WX OPYT B
apyra. Cloppeanusm — cam HeKorfia Npoweawmnin kybuncri-
4eCKylo LWKONY — He yBoasA B rnyOuHbl NOACO3HaHWA, Ha-
y4MN MCNONb30BaTh ANA YCUNEHWA BbIPa3UTeNbLHOCTK He-
KOTOpble XapakTepHble npuembl, 0cobeHHo, coyetaHwe
3NEeMEHTOB «BbINYKNbIX» N «CKBO3HbIX». [OATONKHYN K CO-
303HUIO €CUEH C hurypamu», K anneropuam, K Noa4epKu-
BaHMIO OMONOrMyeckon nogoCHOBBI XWU3HW: Byab TO
«KPUK», «NI0BOBHLIE CLEHBI» Uk M30DpaxeHune cnenoro..

Mano KoMy M3 MacTepos, CTPEMALLMXCA BANTLCH B
«MENHCTPUM» UckyccTBa XX Beka, yaaBanock obonTtuch
6e3 NNoQOTBOPHOrO UCKYCA ITUX ABYX €U3MOBY... OHU y4yu-
nv ceobope B obpallieHun ¢ hopmMami, aBanu BOIMOX-
HOCTb TBOPUTL BTOPOW, MeTathopuyecknin, napannenbHsii
peanbHOMY, MWP.

MoanepkMBaioLLMin MONOAOro XadaTpsaHa MaTp EpeaHa
Ko4ap, BepHyswmica B ApmeHuio 13 Mapuxa B 1936 roay,
fan emy BO3MOXHOCTb MO3HaKOMUTBLCA € MPUBE3EHHBIMU C
cobor paHLy3CKMIM XXypHaNaMu, MNNIOCTPALMIA B KOTOPbIX
ybexaanu B npaBuibHOCTIA NOWCKOB €OTKPbITbIX (DOPMY.

Kouap cran gpyrom 1 HacTaBHUKOM — AYXOBHbIM y4i-
Tenem Mofloforo xyaoxHuka. Mx beceabl o peinture dans
I'espase (>xuBonMcK B NpocTpaHCTBe) OKOH4aTensHo ybe-
Aunm Xa4yaTpaHa B TOM, 4YTO BO3MOXKHO UrpoBoe (noka «ur-
POBOE» ) OTHOLLIEHME K ©KM3HI DOPMY, U XYAO0XKHVK fenaet
nonbITKy 0cBobOANTLCA OT BNACTU UCTOPUK. M HaumnHa-
€T TOpXecTBoBaTb. B pucyHkax, nUTorpaduax n MoHOTUNK -
X TOro BpemMeHw (pucyHok — ocHoBal) NPONCXOAAT TAUHCT-
BEHHbIE NPOLECCh: rMaBeHCTBYET NMHUA. OHa NynbCupyer,
CTPEMUTCA BbIPBATLCA 3a Npedens! BymaxHoro nucra, npe-
BpaLLasce U3 apabecka B ynpyrui Cryctok sHepru.

Mopa 6biNo ee ycMUupuUTh.

HacTan yac ncneitaduin. Mcnbiranui cebs, ceoero ma-
CTepcTBa.



followed a similar path: from a very delicate and precise
drawing, through the temptations of fashionable “isms” to
the reading of the Gospels.

Paintings of these masters appeal to the feelings of
the viewer and demand his compassion. In the history of
art (1 mean, in the live history, and not in that written just
for reading), there are laws, which rule the Universe of art,
overcoming all obstacles and traditions, and lead to the
creation of works unlike any other. Yet, one tradition can-
not be surpassed or neglected. It is too important. This is
the tradition of starting from the roots: from the natural
longing for drawing to the search for the revelation. It is
not accidental that drawing is regarded as the foundation
of all the arts. It really is the foundation, and not just a pro-
fessional but also a conceptual one. “To draw is to get to
know" — this is the formula which we should always keep
in mind. For those, who we are talking about here, drawing
was a form of an introduction to the world. They learnt it
by themselves, in the process of “looking — understand-
ing”. Now, in order to get to know Khatchatrian's art, the
viewer must learn to “look and understand”.

From the very beginning, the artist wants to see in the
surrounding reality not just objects of representation, but
also “stories” related to them, which would explain their
right to exist. The choice of the objects itself is telling a lot.
The artist wants to represent the faces of old women and
shabby houses, a trunk of a tree without branches and an
old shoe. All of these things have already lived for long
and through a lot. They are doomed for extinction and are
marked with a sign of “departure”. They have become
“monuments” to themselves, the symbols of things, peo-
ple and natural phenomena, which fall out of reality. The
artistic device used by Khatchatrian is based on his desire
to capture the phantom image and to preserve its memo-
ry in the pencil strokes on paper. Thus one of the drapery
“sitting to him” is nailed to the wall, because the artist can-
not be sure that it won't sink into oblivion and disappear
along with everything that surrounded him from the early
childhood (A Room Where the Artist Was Born, 1951).
However, Rudolph never becomes a creator of genre
scenes. He always and everywhere manages to find
images-symbols. These seemingly unremarkable things
are the documents of the inner consciousness of the self
and the desire to represent them is driven by the enormous
love for them. The eye-catching attention to detail, not
just in the mode of interpretation of reality, but also in the
very approach to it stems from both an admiration of the
world and ability to look at it from outside. It is difficult to
tell how he managed to reach such an effect.

“The Little Histories” of objects, houses, trees and peo-
ple make up an epos. The “parable quality” is felt in the artist's
treatment of particular subjects. Such an “obsession with his-
tory” does not come as a surprise in the land, where the cen-
turies cry for the skies through the mountains and temples.

It was this way of looking at the world that
Khatchatrian began to fight with. In his series of self-por-
traits of the late 1950s we can see him searching for recon-
ciliation between his personal style of drawing and his idea
of the self, which led to the new inner harmony of forms
and images. Moreover, the “Rembrandtesque” passion
(how else would we put it?!) for self-portraits unwillingly
led the artist to the feeling of irreversibility of time..

In the 1960s he was destined to learn, that forms cre-
ated by the artist have a right to certain independence, just
by association reminding us of reality. Cubism and
Surrealism were a great help here. Cubism made him to
move shapes, to mould them together. Surrealism, which
itself had passed through the Cubist school, not dragging
him to the depths of the unconscious taught the artist to re-
enforce the expressivity of his pictures by a peculiar combi-
nation of characteristic devices, particularly of “convex” and
"hollow” elements. Surrealism pushed Khatchatrian towards
the creation of “figure compositions” — allegories, which
emphasised the biological foundation of life: be it the
"scream”, “love scenes” or representation of a blind-man..

Very few masters willing to become twentieth centu-
ry “mainstream” artists, managed to escape from the
impregnating temptation of these two “isms"”... They taught
the freedom of dealing with forms and provided an oppor-
tunity to create the second, metaphorical existence parallel
to the real world.

Ervand Kochar who supported young Khatchatrian,
gave him a chance to see French art periodicals, which he
brought back with him from Paris when he returned to
Armenia in 1936. The magazines and illustrations in them
affirmed Khatchatrian's belief in the rightfulness of the
search for the "open forms"”.

Kochar became a friend and a mentor — a spiritual
teacher of the young artist. Their conversations about pein-
ture dans l'espase (painting in space) finally convinced
Khatchatrian in the possibility of playful (still “playful”) atti-
tude towards the “life of forms”. Hence, the artist made an
attempt to free himself from the power of history. The Myth
begins to rule. Strange mysteries dominate Khatchatrian's
drawings, etchings and monotypes of that time (drawing is
still the foundation). The line prevails. It pulsates, trying to
break free from the constraints of the sheet of paper, turn-

N

¥ ing from an arabesque into a clot of energy. |
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MNAPAJUJIENbHOCTb. ®OPMYA N1

Crwnwcmqecm npoxnagHsie, aHanutmyeckne 1970-e
roapl.. BUxpb non-apToBckux Be3ymcTs CTUX, U pesk-
3ameHauus NpoLWeLnX «M3MOB» OKOHYUNACh.

MIMEHHO TakuM 3anoMHWUIOCL UCKYCCTBO 3TOrO Aecs-
TUNETKA.

Pynonbt Xa4atpsaH NOrpyxaercs, BHOBb camo3abBeH-
HO, BHOBb UCCTYNNEHHO, B MOMCKK — TENepb YKe CTUAnCTY-
Yeckoro — abcontota, Hekow hopmynst (Toraa He Bbino AcHo,
410 OHa Byaet nepsoit — «N21» — B psagy, nbo cnegyiouime
MULLL CMYTHO NpeayragbiBanvck). Ero cTunb poc w3 camoit
«CTUXUU PUCOBaHMAY, yKe Bonee oby3aaHHoM 1 AUCLMNN-
HupoBaHHoW. CTpacTk 3Ta HaMm yxe 3Hakoma, bnaroaaps sce
HOBOMY 11 HOBOMY Y3HaBaHWIO — NO3HAHWIO eLlle OAHOro BO3-
MOXHOMo NepeBonoLLEHNA KyNbTypbl PUCOBATL. 3AECh XO-
YETCA NOAYEPKHYTh — «KYNbTYPbl pUCoBaTh». Tak yXaxkmnsaioT
33 N030M BUHOrpada, Ytobel NONYYUTL MO OCEHWU cnenyio
rposgb, Notom e, cobniopas Bce NPaBuna, rOTOBAT BUHO,
BbIAEPXKMBAIOT €ro, a NOTOM CMaKyioT.

Cron u Hokan.

bymara u octpo oTo4eHHbIN rpudens KapaHaala.

HyTb NO3Xe KapTOH 1 cenus.

M3o0bpaxeHre ceefieHo K hopmyne, 1 YyaecHsIM obpa-
30M COEAMHEHbI HACTPOEHMA IOHOCTM U UCKYChI MOLIEPHM3MA,
Aa W He Tonbko. MU 1 UCTOPUA HaLNK TYT KOMNPOMICC B
nerexaax, B obpasax [asuvpa, I0audu, Naypel. Uctopuyec-
KV aHTypax cobniofieH C Tol CTeneHbIo AOCTOBEPHOCTU, KO-
TOpas yA0BNETBOPAET 3pUTeNs TONbKO B TeaTpe; 34eck ckopee
LaH HaMekK, 4em NPenofaH YPoK apXeonormyeckomn TOYHOCTH.
B miopbaHax, bepetax, pscax, nnawax, Wanax, ¢ BEHKOM Ha
ronoee AsIMHHOW BePeHULIE repon KapaHaallHbIX MopTPeTos
Xa4aTpaHa NpoxoasT neped Hamu. OHM YyBCTBYIOT cebsl yBe-
PEHO, W, KaXKeTCs, M NPUHaANEXUT MUP, 3 3pUTENb 3aH1Ma-
T NINLLIb NONOXEeHWe Baccana B CBWTe heodana.

TyT hopMa Hapo4MTO penpeseHTaTMBHA;, POBHO Ha-
cTonbko, 4Tobbl YBeauTs B cBoen TpryMbansHocTy. Takow
HarnafHow, Takon Bneyatnsiowen. OHa cunbHa CBOUM 3d-
dekToM BbIXOAa K 3pUTenio (Tak AenCcTBYeT akTep Ha cue-
He) 11 NOBbILLIEHHOW CTEMEeHbIO «CTUABLHOCTUY. ANennaumns K
NPOWOMY HyXHa, 4ToBbl XpyNKoMy NpUAaTh CTaTyC NpoY-
Horo. Camo BanaHc1poBaHWe Ha rpaxn NoYTk BectenecHo-
ro (Mbo TexHMKa pUCOBaHWA KapaHAaloM B MaHepe CTa-
PbiX NTaNbAHCKNX N HEMELKUX MacTepoB MEPTBWT) U1 Tene-
CHOro (MOTOMY YTO CTUXMSA KYNIbTA CUNbI M DPOCa NPOUYBCT-
BOBaHa TyT M3Ha4anbHO) npepnonaraeT Mouck yHUBep-
canbHon popmynel — copmynsl N2 1. OHa coeguHseT npo-
TVIBOMOJIOXHOCTK, HEe CKPbIBAs MX XapakTep, X CYLIHOCTb,

KOTOpble AaHbl MHOrAa HamekoMm WK OeMOHCTPATUBHO 4
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nof4epkuBaioTca. M npasga, poc TyT yTaeH, 3aMackupo-
BaH, a CM/1a HapounTO NpeyBenunyeHa. 3puTenio Hafo HacT-
POUTBCA Ha BOCNPUATUE LLEKCNMPOBCKOrO TeaTpa, Koraa
BCE BHEWHe WUMMO33aHTHO, XOTA M YpesBaTo Tpareaviel,
CMbIC KOTOPOW ellle HeAceH. BbipaXeHus nuu MHOro3Ha-
YMTENbHbI U BCAKUI 30€Ch MMEET CBOIO TalHy, 1 BOBCE He
cobupaercs UCNoBefoBaTLCS.

M Tem He meHee.

Mwp 3TOT xpynok 1 npekpaceH. Yacto 8 camo usob-
paxeHune «BpuCcOBaHa» pama, ero «oxpaxsioulas» (paxe
KOrfa oHa OTCYTCTBYeT BU3yalbHO, CEMAaHTUYECKN — BCe
paBHoO npucyTcTeyeT). MoABASETCA, yXXe YyNOMUHaBLUAACS,
CUEHMYHOCTb NOCTaHOBKW uryp. lMpocTpaHcTBo nucTa
BesrpaHnyHo, cTepunbHo, YMcTo. OTKyAa NbETCA CBeT Ha
3TW NNUA M PUrypbl — OCTaeTCs 3aragkon. Fepoi CNosHO
BXOOMWT B NPOCTPAHCTBO, Kak B kamepy-obckypa, npocma-
TPWBAETCA, N3YHaeTca, 3apucoBbiBaeTca.. Mactep Bcerpa
NPUCYTCTBYET CPEAM CBOUX repoes, U 00 3ToM CBUAeTEeNb-
CTBYET pfAf aBTONOPTPEToB. B 3TOM cepum He xBaTaer
MWL OOHOrO NACTa, NPeacTaBNAIOLIEro TPAANLINOHHER -
LUYIO CLIEHY M3 MUPa UCKYCCTBA: XYAOXHMUKAE, PUCYIOLEro
€Boio Mofens. OH, BUAKMMO, NPonyLLeH cneuunansHo. Tak
KJIO4 OT 3aMKOB B KNafioBble bbiBaeT HamepeHHo BbIBpo-
LUeH B NPyA.

B 1970-e rofbl y Xa4atpaHa NOABASIOTCA WTYAUM OBHa-
XKEHHbIX, UX CAMOCTOATENbHOCTb M CAMOLIEHHOCTL B TBOpPHe-
CTBE XYAOXHWUKA o4eBuAaHbl. Elle ocTaeTcs onpeneneHHas
CUEHNYHOCTb B NOCTaHOBKE HaTypbl, 0bbeauHALLIaA Bce 0b-
pasbl TOro AeCATUNETUsS, OfHaKo B caMmoM obnuke mMopenu
MOABNACTCA CTONLKO HaCTOPOXEHHOCTN W HeNPUKaAHHOCTH,
Y4TO 3pUTESIO CTAHOBUTCA CTPALLHO 3a ee Cyabby.

To xe v B HaTiopMmopTax. LieTsl B BaHKkax U cTakaHax
CTOAT 8 He3MepHOM NPOCTpaHCTBe, MefHasn cTynka GanaH-
CUPYET Ha HEBUOMMOM MOAOKOHHUKE, CTON C KHWUrOW
«BbE3XKaeT» B y3KOe OKHO, U ByMakHbli aHren Bo3seLlaeT
06 3ToM cobbiTUW.

be3 comHeHns, XyA0XHUK PUCYET HAM MUP 3aKONa0-
BaHHbIM, HAXOAALLMINCA PAAOM, HO YXKe NULLIEeHHbLIA BCero
4enoBe4eckoro, Xweoro, peansHoro. Metaduaudeckui
MUP, KOTOPbIA BO BCEM €ro BeNW4UM U TaUHCTBEHHOCTM
MOrnKn Bbl NOHATL TONbKO [XXOPAXMo ae Kupuko n npen-
CTaBUTENN HEMELIKOTO «Marm4eckoro peanmamas.

HatiopMopTbl Xa4aTpsaHa «cobbiTuitHbl», BoT AeBoyka
C KOCUYKaMUN BXOIUT B MUP BELLIEW, BXOQUT B HEro He cny-
HanMHO W NONAJAeT B Marv4ecknin KPyr MHbIX NPUTSXEHWUIA,
WHBIX OULyLLEHWIA MaTepuanbHbix cybcraHumm («Hatiop-
MOPT C Kocu4Kammn», 1972). CraHOBUTCA SCHO, 4TO B TOT MUP
BeLUeW, KOTOPbIe HaMm NPeAcTaBui XYAOXKHWK, BXOAWUTE He

¥ CTOWT, Aa, MOXeT 6bITb, 1 CMOTPETb Ha Hero onacHo.



It was time to suppress it.
That was an hour of trial. A trial of oneself. A trial of
one's skill.

PARALLELISM. FORMULA NO. |

Stylistically cool analytical 1970s...
The storm of Pop Art's madness had died out and the

re-examination of the past “isms" was over.

This is exactly how we remember the art of that decade.

Once again Rudolph Khatchatrian absorbs himself in
searching for, this time, a stylistic absolute, a certain for-
mula (then, it was not clear that it was meant to be “No.1",
as the others were already sensed, but yet to follow). His
style grew out of the medium of drawing itself, which had
already been somewhat tamed and disciplined. The passion
is already familiar to us, thanks to the on-going recognition
— apprehension of yet another possible re-incarnation of
the culture of drawing. I'd like to emphasise it — the “cul-
ture of drawing”. This is how they care for a grapevine if
we want to have ripe grapes by the autumn, and only then,
having observed all rules, make wine, keeping it to mature
and then to be savoured.

A table and a glass.

Paper and a sharp slate of pencil.

A little later — cardboard and sepia.

Representation is reduced to a formula. The youthful
moods are magically joined with the temptations of mod-
ernism. And that is not all. Here history and myth found a
compromise in legends: in the images of David, Judith and
Laura. The historical entourage is imitated with a degree of
plausibility that can satisfy the viewer only in theatre. The
artist implies rather than teaches a lesson of archaeological
accuracy. Wearing turbans, berets, cloaks, robes, shawls or
diadems, the characters of Khatchatrian's pencil portraits
form a long chain, which stretches before us. The fancy-
dressed models feel confident. It seems that the world
belongs to them and the spectator occupies just a place of
a vassal in the king's suite.

Here, form is deliberately represented but just enough
to convince us in its own triumph. The triumph is indeed vivid
and impressive. The form has a powerful effect in coming
forth before the spectator (this is the way an actor performs
on the stage) and also in the underlined “stylishness”. The
appeal to the past is necessary in order to give the status of
the firm and solid to the fragile. The very balancing on the
edge of the almost bodiless (as the technique of pencil draw-
ing in the manner of old Italian masters make form appear
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lifeless) and bodily (as the cult element of power and Eros is
present here from the very beginning) suggests the search
for a universal formula — formula no. I. The formula recon-
ciles the opposites without cancelling their original characters
or essences, which are represented implicitly or demonstrat-
ed deliberately. Indeed, here Eros is hidden, disguised and the
demonstration of power is deliberately exaggerated. The
viewer needs to be prepared to appreciate Shakespearean
theatre, where everything is grand and spectacular, yet full of
drama, whose meaning is still to be revealed. The facial
expressions are meaningful. Here everyone has his or her own
secret, which is not going to be confessed.

And even so.

This world is fragile and beautiful. The frame, board-
ing and, therefore, guarding the drawing is often drawn
into the image itself (but even when it is absent visually,
the frame is still present semantically). The stage-like
arrangement of figures in space mentioned above appears
here once again. We can only speculate about the charac-
ter of this space. It is wall-less, sterile and pure. It has no
dimensions. The source of light illuminating the faces and
figures remains a mystery. The model has come into it as
into Camera Obscura: he or she was looked at, studied,
drawn and then came out with a portrait in his/ her hands.
Or so it seems. However we also see something else. The
most conventional scene from the world of art: an artist
and his model. The artist is always among his models: a
series of self-portraits is a proof to that. Only one sheet is
lacking in the sequence: an image of an artist drawing his
model. Perhaps it has deliberately been omitted. Likewise a
key to the pantry lock is deliberately thrown into the pond.

In the 1970s we find nude studies among Khatchat-
rian's works. Their independence and self-sufficiency is
quite evident, A certain theatricality of posing the model
common to all works of the decade is still present in the
portraits. Yet now the model looks so cautious and alienat-
ed that the viewer feels concerned for her future.

The same applies to still lives. Flowers in jars and glass-
es are placed in an indefinite space. A copper mortar is bal-
ancing on the invisible window-sill. A table with-a book
“drives into” a narrow window and an angel announces the
event. No doubt, the artist is drawing an enchanted world:
it is here, right beside us, and yet is already deprived of
everything human, alive or real. It is a metaphysical world,
whose grandness and mysteriousness could be grasped only
by Giorgio de Chirico or artists of German “magical realism”.

Khatchatrian's still lives are “eventful”. Here is a little
girl with plaits. Not accidentally she enters the world of
objects and finds herself in the magic circle of alien kinds



W BHOBb Urpa, onacHas urpa.

Hac 3amaHuBaloT U XOTAT UCNyraTs.

3aMaHnBaloT KPacoTon W NYraioT ee HefoCTYNHOCTLIO.

3a cpopmynon N21 nocnegosana apyras dopmyna, ee
npoaonmxatoLas n ytodxaiowan. Bee crano xecrye n bec-
KOMMPOMMUCCHee, MOXHO cKka3aTb, «opMynbHee». U geno
He TONbKO B TOM, 4TO Xa4aTpsAH cTan NpUMeHsATL B Ka4ecT-
Be OCHOBbI ANA PUCYHKa Cenvein UM CaHrmHOW MepLalo-
LM U3-NOA WTPUXOB U NATeH neekac. Cam macrep nepe-
MEHWICH, OH BHOBb yCTpeMneH k abcontoTy, BO3BOASA CBOIO
cucTemMy Ha yHoameHTe npolwenwmx net. OH CUHTE3NpO-
Bas CBOW ONbIT CTUXUIHOIO pucosaHusa 1950-x rogos ¢ no-
NCKaMU CTUNA U «CTUAbHOCTUY? 70-X, Ha HeKOTopoe Bpems
3aTauB 3KCMNepUMEeHTbl MNPOMEXYTOYHOro AECATUNETMS.
Ham eule Byner naHo yBupaeTb, kak oHv ByiHO npopactyt
CKBO3b XeCTKue CKOpPAYNKW HOBOHaMAeHHbIX hopMyn, Nii-
YUH K NMKOB OQHOBPEMEHHO. TYT BCE COBEPLUEHHO, 3aMK-
HYTO W YCNOKOEHO, Tpareaws crnpsTaHa BHYTPb, HO OHa
OLYTUMa, OHa CBOMM MPUCYTCTBUEM TPEBOXMT...

Lyx mactepa 6auT,

W Mbl BMECTe C HUM.

NAPAJINENIBHOCTb. ®OPMYJIA N2

TOJ‘IbKO PeTpoCneKkTUBHaA 3KCNO3UUMA A3eT BO3MOX-
HOCTb 3pUTeNio NPeACTaBUTb BECh TBOPHECKWUM NYTb Ma-
crepa. Co3aaHHble paHbLue unuv nosxe, pa3bpocaHHsle cyab-
Bor no My3enm 1 4acTHbIM COOPaHMAM NPOU3BEAEHSA LeN-
KOM XpaHATCA TONbKO B MamATK XyAOXHWKA. BbicTaBka e
[3eT BO3MOXHOCTb NOCTOATL Y Kaxaow paboTsl, OrnsaaeTs Mx
B 0bLLem aHcambne, NpeacTaBneHHbIM B 3KCMO3NUMN,
MNoBepxHOCTL neskaca, KoTopas Tenepb UCNofb3yeTcs
Xa4aTpsaHOM AR PUCYHKOB, TBEPAa Kak KameHb. 30bpa-
3UTeNbHan cUCTeMa, BbICTPOEHHas W BbiCTpafdaHHas UM,
UMEHHO B TaKOM QyHOaMeHTe W HyxaaeTca. XpynkocTu
MOHOXPOMHbIX 0Dpa3oB OHa NpMAaeT CTaTyC BEYHOCTU.
Mwup xynoxHuUKa, napannenbHbii peansHoOMy MUPY, NapuT
B HEBECOMOCTU MexXfy HUM 1 BeyHocTblo. MacTep 3aHaT
TeM, YTO CTPeMUTCA caenaTh cBon obpasbl CTOMb 3anomMu-
HaloLWMMUCA, 4TOOBI, YXOAS C BbICTABKM, 3pUTESb He 3abbl-
Ban Bbl 0 HUX. OH rpaBUPYeT UX Ha NOBEPXHOCTK Hallen
namaATK, BreYaTbiBaeT B CO3HaHWe, CTapanch «CBOe» cae-
nate U «Hawwum». OTCIoAa NPOUCTEKaeT «HoPMYNbHOCTL»
€ro HOBOro CTWUAA, ero CypoBbIn NaKOHM3M, TLWATENbHOCTL
NPOPUCOBKK AeTanen. Xa4aTpaHy yaaerca NocTu4b TamHy
BO3MOXHOIO PaBHOBECUA MEeXAY YCNOBHOCTbIO WM HaTy-
PanbHOCTLIO, U HE MPOCTO CMeLaTh UX, HO, Kak anxumuky
CTUNS, BHECTU OOHO Ka4ecTBo B Apyroe. Tak poxAalorcs

32

AparoueHHble MeTannbl, BonwebHble anmMkcupbl. Tak BO3-
HWKaeT VICKycCTBO B CBOEWM MCKYCCTBEHHOM NepBO3aaHHoC-
TH, WCKYCCTBO, KOTOPbLIM OBWXET CTpacTb M BHYTPEHHASA
ANCLUMNNNHAE...

OwenomMmnsioLee BnevatneHue...

Mpu BCEW 3akpbiTOCTK (POpPMLI, KOTOpas co3paeTcs
TILATeNbHOCTLIO OTAENKM KaxXaoW Aetanu (TyT HeT aetasnen
B MPUBLIYHOM MOHUMaHWUK, B0 BCE AETAanU3MpPOBAHO M
CNATO BMeECTe), 3puTent Ges Tpyaa pasrafbiBaer 3ambicen
MacTepa. M 3710 BaxkHoe oBCTOATENLCTBO MOMOraeT emy
BOWTK B TOT MUP, KOTOPLIW CO3[aH XYAOXHUKOM Ha bnec-
TALLEN NOBEPXHOCTW NeBKaca, OUeHWTb ero cTerneHb Mac-
TepCTBa. 3Aeck AOCTUraeTcs ToT xe ahdekT, Yto 1 B pabo-
T€ l0BEeNMpa UM pesyuka kamHen. TpyaoemMKocTs ncnon-
HEeHWs BKIOYeHa B CeMaHTuKy pabot. WX xyaoxectseHHas
LUeHHOCTb BO3pacTaeT Mo Mepe 0Co3HaHWUs TOro, Kak Tpya-
HO BbINO cenath To, YTO ABNEHO.

Ho 1 nomumo 3toro.

CTpaHHUKK Mbl B 3TOM MUPE, CTPAHHUKMW.

Bot «Munurpum» (1981) — 1 Har, u ropg — npuner
noj WCCoXWwumM aepesoM B nycTbiHe. B nuue ero, duno-
CO(CKN CNOKOMHOM, BWOHa YMWPOTBOPEHHOCTH U CTPO-
roctb. Bce cyeTHO BOKPYr, U TONbKO, CMEXWB 04K, MOXHO
MPUNOMHUTL TO, 4TO AOPOr0. Xa4yaTpaH Xe YBEepeH B TOM,
YTO HapUCOBaHHOE He PaBHO [EUCTBUTENLHOCTW, ABNAETCA
€e «YMHOXEHWEM?, a He BM3yalbHbIM 3XOM. [lopTpeTupy-
emble CTany CMOTPEeTh Ha 3pUTens B yrnop, 1ux nossi Npuob-
penu «roBopsLLIMIA» XapakTep: KTO-To NpeaHaMepPeHHO Xe-
CTUKYNMpPYeT, CTPeMACb MOHONOr NepeeecTn B gwWanor, a
KTO-TO BOOOLLE NOXenan 3aroBopuTs.,

TAra K nyTeLecTBUAM, BO CHE N, HasBY, MaHUT, Kak U1
BWO U3 OKHA. XKM3Hb — TaMm, 3a okHOM. W BecHa BMOHa B
npoeme BopoT. [JOMUKK B Necy NOrpyxeHsl B TeHb, Aepe-
BbA 03apeHbl 3aKaTHbIM COMHUeM. Yenoeeky OTAaHbl BO
BafeHue ero xe ey, Aa U cobpaHHble kem-1o BykeTbi.
Hem Bnmxe obbekT 1M3obpaxeHus, 4eM KOpo4ye A0 Hero
OWCTaHLUMA, TeM OH «BeLLeCTBeHHee», a YemM fanblue, Kak
rel3ax B Npoeme OkHa UAK BOPOT, UMK YXe 33 FOPOoM —
TeM «XKWU3HeHHee». 34ecb BO3[yX BbIKa4eH, a TaM OH — B
nzobunmm.

Y npupofbl ectb cBoA UNocodus, a Bellam v nioaam
OoHa paetcA MactepoM. Bewn, usobpaxeHHble Xyoox-
HUKOM, €MOHONOTUYHbBIY. OHK XECTUKYNMPYIOT K NO3npy-
10T, 3@ WX HaMEPEHHbLIM akTepCcTBOM CTOUT pexuccep. Jlio-
OV Ke 3acTblBaloT Kak Beww, nbo Ux CKOBbIBAeT XxenaHue
cbexarb OT CyeTbl; OHU OCTaHABNVBAIOTCS, 3afyMaBLINCh,
1, BO3MOXHO, Hafonro. 30eck TUX0, HO ABCTBEHHO Npo-
CNYLINBAETCA 3X0 PEHECCAHCHBLIX PEMUHUCUEHUMIA. W OHO

& BO3HWKaET He NOTOMY, 4TO MacCTep CTUNN3YeT CBOIO MaHepy



of gravitation and different sensations of material sub-
stances (Still Life with Plaits, 1972). It becomes clear that
the world of objects represented by the artist should not be
entered and is, perhaps, even dangerous to look at.

And once again — a game. A dangerous game.

We are being enticed. They want to frighten us.

We are being tempted by beauty and frightened by its
inaccessibility.

Formula no.l was followed by another formula, which
extended and specified it. Everything became more rigid
and uncompromising, or, we can say, more “formula-
based”. And it is not just because Khatchatrian began to use
levkas glimmering from under the strokes and stains as a
ground for his sepia and red chalk drawings. The master
himself had changed: once again, building a new system on
the foundation of the past years, he was aiming at the
absolute. He synthesised his 1950s experience of elemental
drawing with the search for the style and “stylishness” of
the 1970s, for the time being leaving aside the artistic exper-
iments of the intermediate decade. We are yet to see them
springing from the firm shells of the newly discovered for-
mulas: guises and images at once. Here, everything is per-
fect, secluded and calm. The tragedy is locked up inside, but
it is still sensible and makes us uneasy by its presence...

The Master's spirit is alert.

And so we are.

PARALLELISM. FORMULA No. I

°nly a retrospective gives a viewer an opportunity to
understand the entire career of an artist. The earlier
or later works, divided between museums and private col-
lections are preserved in their entirety only in the artist's
memory. The exhibition gives us an opportunity to behold
each of the artist's individual works, as well as to see them
in an ensemble presented in the exposition.

The surface of the board, which Khatchatrian draws
on, is firm as stone. The system of representation, which
the artist has built and endured, needs just this kind of the
foundation. It gives the status of eternity to the fragility of
monochrome images. The reality of the artist, which is par-
allel to the real world, is weightlessly hovering between him
and Eternity. The master is determined to make his images
unforgettable, so that leaving the exhibition the viewer
does not leave the memories behind. Khatchatrian engraves
his pictures on the surface of our memory, “stamps” them
into our consciousness, striving to make “his” "ours”. Here is
where the “formula quality” of his new style comes from:
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his severe laconism and precise representation of details. An
alchemist of style — Khatchatrian manages to grasp the
mystery of possible harmony between artistic conventions
and naturalism not simply by merging them, but bringing
them one into another. Precious metals and magical potions
are made like this. And so is Art in its original purity: Art
moved by passion and inner discipline..

An astounding impression...

Despite the completeness and self-sufficiency of form
achieved by the thorough finishing of every detail (although
there are no details in the conventional sense of the word,
as the whole is detailed and then moulded together again),
the viewer effortlessly understands the original idea of the
master. This important factor allows him or her to enter the
world created by the artist on the brilliant surface of the
board and appreciate the quality of execution demonstrat-
ed here. A similar effect is achieved in the work of a gold-
smith or stonemason. The artistic value of their production
is increased as we realise how difficult it was to make the
object presented for our contemplation.

Besides.

We are all strangers in this world; all strangers.

Here is The Pilgrim (1981). He is naked and proud. He's
lied down under the dried tree in the desert. In his philo-
sophically calm face we see peace and austerity. Everything
around us is vain and only having closed our eyes we can
remember what is dear to us. Khatchatrian is convinced
that representation is never equal to reality: it is just a “mul-
tiplication” of the world, but not its visual echo. The mod-
els look straight at the viewer: some of them make deliber-
ate gestures, trying to turn the “monologue” into the “dia-
logue”; others are willing to speak.

Passion for travelling in dreams or in reality attracts us
like a view from the window. Life is “there”, beyond the
window. Spring shines through the gap of the gate. The
houses in the wood plunge into shadows and the trees are
lit by the setting Sun. His own things and bunches of wild
flowers picked up by someone are given into man's posses-
sion. The closer the object of representation, the shorter
the distance from it, the more "“objective” it becomes. But
if the object is far away, as a landscape seen through a
window or in the gap of the gate, it becomes more “life-
like”. In the former case the air has been pumped out and
in the latter — it is in abundance.

Nature has its own philosophy, but it is the master who
gives it to things and people. Things represented by the
artist are “monological”. They make gestures and pose
before the artist: the director stands behind their deliberate
“acting"”. Driven by the desire to escape from worldly vain,



«nog BospoxaeHune», a NOTOMY, Y4TO OH MLLeT abconioTHYyIO
¢opmyny paBHOBECUA HaTypbl U Maeana, B CTapUHHOM Mo-
HUMaHWUK 3TUX CNOB. MICTOPUYECKMIA MHUMOEHT NOBTOPAET-
Cf, CNOBHO cam no cebe. CTNb, NOKOMBLUWIACA Ha [HEe UC-
TOPWUW UCKYCCTB, CTAHOBUTCA BHOBL akTyanbHbIM.

MoxeT nokasaTtbCs, 4TO 3peck npasut 6an nNocTMo-
LepHu3M. Hac e uHtepecyert 3ToT heHoMeH Nulwb bnaro-
faps cnepyiouemy obcroatensctey. MoCTMOLEPHU3M HUA-
KOMY He HaBfA3blBanca M3BHe, OH, Kak opma Xy[oxXecT-
BEHHOI0 CO3HaHWA, rOTOBas NPOCNYLUMBATE 3X0 MUHYBLUMX
3MOX U UMTUPOBaTL ODPLIBKMA HEAOCKa3aHHOro BOBPEMS,
CaM BO3HWKaN W3 BCeX TPeWMWH packanbiBaloWenca Ha
MHOXECTBO (PParMeHTOB XYA0XeCTBEeHHOW KyNbTypPbl KOH-
ua XX seka. Kaxabli Mactep Wen K HOBbIM 3CTETUHECKUM
cTpaternam, BOBCE W He NOA03PpeBan, HTO BNUCHIBAETCA UC-
TOpPWEN B KPYr NOCTMOAEPHUCTCKMUX OLLYLLEHWIA. XyO0XHWN-
KA MOFyT He nopmpeaam, Kakoe nma Nony4nT X BpeMs.

B oTnuyme OT MHOMMX MOCTMOQEPHWUCTOB XadaTpsaH
pPa3BUBaNCA CKOpee BHYTPU TpaauLLMK, Yem OKONO Hee, YTo
BbINO NPUBLIMHO ANs TeX, KTO BbiN YBNeYeH TONbKO «LUTA-
poBaHueM» U CTUNM3aumnen. BHyTpu xe Tpaguunm mor
Pa3BuUBaTLCA NULLBL TOT, KOMY BbINO AaHO YMEHWe MaTK B
CBOEM XYAO0XKEeCTBEHHOM pPa3BUTUW NapannenbHo HaType U
WUCTOPUK, HEe CNOPSA C HUMK U He cornalasncs. Haxoautb
opmynel, KoTopble, xoTa Bkl YacTn4HO, ux B cebe cogep-
XKaT, Kak B Marm4eckom Kpuctanne, Kotopblin cobupaer sce
ny4n cnekTpa, 4Tobbl AaTs XU3HbL HOBOMY CBETY.

Ho, npuas, kasanock Bbl, K COBEpLIEHCTBY, HaWas
opmyny N22, Xa4aTpsaH pe3ko MeHseT HarnpasneHwe cBo-
WX NOMCKOB. BECNOKOWMHLIN AYX ero 3acTaBAfeT BCMOMHWUTL
06 onbitax 1960-x rogos. Pag 13 Hux Bein NOBTOPeH, xoTs,
KOHEeYHo, yxe no-apyromy. Ytobbl yBuaeTb 310, CTOWT
cpasHUTbL «Tpu rpauuu» 1990 roaa ¢ ux NpepwecTBEHHN-
uamu 1969-ro. Crporoctn opM NPOTUBOMNOCTaBNEHa WX
Bonblwas ceobopa, KOHTYP MEHee YeTok, onpeaeneH..

Havanuck nomnckn HoBoro.

Hactan noHgoHckuin nepuog. 1989-1993 rogbl. OH
[an oCHOBY ANA CNeaylowmx OTKPbLITUNA.

3pech, B JloHAOHe, B OA4HOW W3 CTONWL, Cloppeanu3ma,
CNYHanHO UK HET, OXKMBaNM BUAEHWNA «CKBO3HbIX» Brono-
rM3MPoBaHHbIX GopM-Macc, No3upylowmx Ha goHe cryc-
TUBLLErocA Mpaka. XyAoxHuk, npasga, mano obpatian
BHUMaHMWA Ha COBPEMEHHOE aHIMNNCKOE MCKYCCTBO, XOTA B
HekoTopbix ero pabotax, B OTAENbHbLIX MOTWUBAaX CKBO3AT
nepeknuyku, NycTb n Henpsamble, ¢ feHpy Mypom, paxe-
mom CazepneHpgom, DpaHcucom bBakoHoMm.

Xotenock 6bl NOHATL 370 HEeOObLIYHOE CBOWCTBO: MPaK
CBeTo3apeH. M TemHble nyuu, noaobHbIe Nyykam TamMHCT-
BEHHOW JHEpruu, MoryT OXMBNATb. TeMHOE, KOHEYHO, aH-

TUMNOL, CBETNIONO, HO 34eCkb CBET He NPOTUBOCTOUT MPaKy, 1
BMECTe OHU SBNAIOTCA CYyBCTaHUMAMU OOHOM MaTepuu.
Cruxmsa ceeta Obina yxe rnyboko Npo4vyBCTBOBaHa MacTe-
pPOM B €ro puMCyHKax No3npyoWMX MoAenen, nemsaxax v
HaTiopMopTax. B nepexofe Ha ApYrylo CTyneHb NO3HaHWA
peanbHOCTU Xa4aTpsaH OTKpPbiBaeT COBCTBEHHYIO ee Npupo-
ay, n 4ytobbl Nepenats ee 1 3puTenio, OH genaet penbedbl.
Cpeaun HUX 0CcoBeHHO BbIAENAIOTCA «BAABNEHHBIE» penbe-
bl Ha Benon bymare. Cama cybcTaHums cBeTa ynosneHa
TyT B hopmy. OHa cBepkaeT, oHa B3biBaeT k obpasam 4mc-
TOTbI, Byfb TO CHEr B ropax WM OAeaHNa aHrenos.

A ceeT, 1 Mpak..

MoHUMaHWe akTUBHOCTU PopM NPUBOAWT MacTepa K
TEXHUKE TPEXMEPHOro, MHorocnonHoro penseda. OT rpa-
Hew Takoro penbeda nafgaloT TeHWu. MHoraa XyAaokHWK,
CTPEMACk 3aKpenuTe MUMONETHOCTb BreYaTneHus, Npopu-
COBbIBAET 3T TEHW MPAMO Ha NOBEPXHOCTAX penbeda. 3a-
TeM OHW cTaHyT abpucom cneayiowmx hopM, 1 Tak ganee.

B HeckonbkMx cenuax Ha neskace Xa4aTpad B 1990 ro-
[y npeacraBun Teatp TeHer. Camo 310 Ha3BaHWe He JOMX-
HO BblI3bIBaTb B NaMATU KUTAWUCKUE CNEKTAKIN C aKTepamu 3a
LWMpMamMK. Pedb MOeT 0 «TeHAX TeHern» B MNaToHOBCKOM Mo-
HMMaHuK, Kak 0bpa3sbl Apyrux 0bpasos. Y dhopm ecTb 8Os
«namaTb», U, aHanu3Mpya mx, XyOoXHUK MAET K npadop-
MaM, MEIOLLMM apXxeTUNUYecKoe 3Ha4YeH e,

OH He BepuUT Cny4anHOCTAM.

Hukorna.

TonbKoO NMEHWBLIA OTKaxeT cebe B ya0BONLCTBUAN 3amMe-
TWTb, Kak He Noxoxa Bblnas MaHepa XadvaTpsaHa pucoBaTh C ToN-
HOCTbIO MacTepa-oBefipa Ha To, 4To OH Hadan genats B 1990-e
roabl. Kaxercs, xyOoXHUK NONEMUBMPYET C camum coBoM.
Benp nu4MHaM peanbHoCTK, NepegaHHbIM KyAa Kak TO4HO, OH
NPOTUBONOCTaBAAET HaBPOCKU C hOPM MHOTO MIUPA, @ NOTOMY
1 No-nHoMy. Ho cny4aHocTK HeT. MNo3ToMy To, 4TO NOKasaHo,
1 NokasaHo ¢ ybeauTensHoM TenecHocTbio, ByKBanbHoO 3aBo-
paxusaet. Ckaxem Donblie, y NOABUBLUMXCA DUrYp BO3HU-
KaIOT «CBOWM» OTHOLLEHUA C OKPYXalolWMM NPOCTPaHCTBOM.

CTaHOBUTCA ACHO, TONMBKO Tak UX U MOXHO NPeacTaBUTb.
YetkocTb UM Yyxaa, Mo OHKM NoABVKHLL. 3pUTenb [OMKeH
BKMIOYUTLCA B Urpy €lle emy He 3Hakombix dopm Bbitus
3HeprK, 3aroBOpUThb Ha A3bIKe MaTepuu O MUCTEPURX.

Mpachuyeckum 3Hakam copmyn Ne1 mn N22 (crenexb
ycnoeHocT obpasa-3Haka MoXeT ObiTb paznu4Hon) Xada-
TPAH, NOMHA O HUX WU HE OTMEeHAR UX, NLWb NpAYa Ha AHO
CO3HaHWA, OAeT HOBLIM UMMYNbC, BCe NpeobpaaioLinii.
3putent yxe NocToan nepen rnyxoW CTEHKOW HMLIK
(«Huwa», 1981), Tenepb OHa B3NOMaHa...



people freeze like objects. They stop, absorbed in their
thoughts, and, perhaps will stay still for long. It is quiet here.
Yet the echo of the Renaissance reminiscences can clearly
be heard. It is there not because the artist stylises his man-
ner after the Renaissance, but because he is looking for the
absolute formula of harmony between nature and the ideal
in the old sense of these terms. The historical precedent
repeats itself, as if by its own will. The style buried in the
depths of art history once again becomes relevant.

It may seem that postmodernism reigns here. But there
is only one reason for our interest in the phenomenon.
Postmodernism was never forced on anyone from outside.
As a form of artistic consciousness, prepared to listen to the
echo of past epochs and cite the fragments of the previ-
- ously unexpressed, postmodernism itself emerged through
the cracks of fragmented culture of the late twentieth cen-
tury. Every artist moved towards the new aesthetic strate-
gies unsuspecting that he or she was being drawn by histo-
ry into the circle of postmodernist sensations. Artists need
not know what name the time they live in will receive.

Unlike many postmodernists, Khatchatrian developed
within the tradition, rather than near it. He was never much
into mere citations or stylisation. But only an artist with a gift
of following nature and history without either arguing or
agreeing with them, could develop inside the tradition. The
artist had to find the formulas, which if only in part contain
both history and nature, as if in a magical crystal, which col-
lects all rays of the spectrum, in order to give life to new light.

However, it seems that, having reached the absolute
by finding formula Il, Khatchatrian radically changed the
direction of his pursuits. His restless spirit makes him to
remember the experiments of the 1960s. He repeats a series
of them, although, of course, not exactly. To see the differ-
ence we can compare The Three Graces of 1990 with their
predecessors of 1969. The freedom of form stands against
the earlier severity; the contour is less defined or clear...

The search for the new has begun.

It was the beginning of the London period
(1989-1993), which set up the base for future discoveries.

Here, in London, in one of the capitals of Surrealism,
accidentally or not, the visions of “hollow” biological form-
masses came to life in the thickened gloom, which cast
dark rays on them. However, the artist took little notice of
contemporary English art despite the presence of individ-
ual, often indirect, references to Henry Moor, Graham
Sutherland and Francis Bacon.

It would be good to understand this peculiar phenom-
enon: the luminous darkness. The dark rays like the beams
of mysterious energy are capable of giving life. Of course,

s
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the dark is the antipode of light, but here light does not
stand opposite to dark: they are the substances of the
same matter. The master's feelings had already explored
the element of light in his drawings of models, landscapes
and still lives. Moving a step further in his study of reality
Khatchatrian discovers its nature and, in order to pass it on
to the viewer, he starts making relieves. The “pressed in"
relieves on white paper are particularly impressive. The very
substance of light is captured in a shape. It shines and cries
for the images of purity: like snow in the mountains or
angels’ robes. '

And light, and dark...

The artist's understanding of the activities of form
leads him to develop a technique of three-dimensional,
multi-layered relief. The edges of the relief cast shadows.
Sometimes striving to capture the transience of an impres-
sion, the artist draws them directly onto the surface of the
relief. In their turn they will become the contours of forms
yet to follow and so it goes on.

In 1990 in a series of his sepia on levkas drawings
Khatchatrian represented the “galanty show”. The very name
must recall the Chinese performances with actors hiding
behind the screen. However we are talking about the “shad-
ows of the shadows” in the Platonic sense of the term, that
is, about “images of other images”. Forms have their own
memories and by analysing them, the artist moves towards
the proto-types which have an archetypal meaning.

He does not believe in chance.

Never.

Only an idle one would deprive oneself on the pleas-
ure of noting the difference between Khatchatrian's for-
mer gold-smith's precision and the style he developed in
the 1990s. It seems that the artist is engaged in polemics
with himself. To the accurate imitations of the disguises of
reality he juxtaposes sketches of forms coming from
another world. Hence, he does it differently. But there is no
accident. There can't be. That is why everything he shows
us with such convincing corporeality literally captivates us.
Moreover, the emerging figures begin their own relation-
ships with the surrounding space.

It becomes clear that this is the only way to represent
them. Clarity is alien to them, because they are mobile. The
viewer must join the game of still unfamiliar forms of ener-
gy being and learn the language of matter in order to speak
of its mysteries.

Remembering the graphic signs of Formulas no.l and
no. Il (the degrees of conventionality of image-sign may
well be different), not cancelling them but just burying
them in the depths of his consciousness, Khatchatrian cre-



KOHEL, MNAPAJIIENN3MA.
BTOP>XEHWE B MIP.
YHUBEPCAJIbHASI ®OPMYJIA

mmm TEM CaMbIM MacTep BbIXOAUT U3 «napannensHoro pe-
anbHOCTK» XYAOXEeCTBEHHOrO MUPa, U He CTONBKO YyXe
NPUHUMAEET HacTOAWMA Mup B cebs, B CBOE CO3HaHWe,
CKOMbKO CaM, CBOMM TBOPYECTBOM, BTOpPraeTcs B encTBum-
TenbHbIM MUp. Tak OH NPOABUIraeTCA K UCKYCCTBY 0bbekTos
— K UCKYCCTBY NPeACTaBnaTh CBOW 0Opa3bl TPEXMEPHBIMM.
MosBnaoTCa rpynnbl NPOCTPAHCTBEHHbIX KOMMNO3NLWA.

OnHoBpeMEeHHO Ha KapToHe B KOMBUMHMPOBAHHOW Tex-
HuKe Xa4yaTpsaH co3paeT ceoeobpasHbie rpamkm ABUXKEHI
BbIMbILLNEHHbIX PUryp, KOTOPbIE NOKMAAIOT CBOW MecTa, oc-
TaBNAf, Kak BbICBETNEHHbINA KOHTYP, Cnej ceoero npebbisa-
HWA. HakoHel, NOABNAIOTCA CyLLecTBa-MyTaHTbI, niobaLuue u
CTpapaowme. Ux poaHUT C YenoBe4eckMM POAOM Kaxaa
NoBUTL 1 XenaHue pasMHOXaTLCA. VX CTpacTb eLle «peank-
Hee», DO OHW He UrpaloT B Hee, Kak akTepbl Ha HebbiBanow
cueHe. KanneobpasHble cryctkm Buonornyeckon matepum
MOFYT NPUHUMATE NIoDble o4epTaHuUs, CMBATLCA W pasae-
NATLCA, CNleflys BENMKWUM 3aKOHaM XWBOW matepun. mun
rosenesaeT MacTep, a HaM KaxKeTcs, 4To cama npupogaa.

Kak e 310 nponcxoant?

3aKkoHbl TBOpYECKon daHTazum He ByayT naydeHbl HU-
Korfa. M 4To MoryT ckasatb Apyrue, ecnn U cam aBTop Wx
ONUCbLIBAET BeCbMa NPUBNU3UTENBHO, NOPOW NyYLLe Xec-
TOM, 4eM CIIOBOM? JKecToM MOTOMY, HTO, TO, YTO BUOWTCH,
NPONCXOONT B NPOCTPaHCTBE. ACHO, YTO XavaTpsaHa nHTepe-
CYIOT BCE BO3MOXHbIE NPeBpaLLeHs, U NOHATHO, H4TO OHKU —
B npuHumne — bBeckoHeyHbl. WX npepyragbiBan Tonbko
CanbBagop [Hanu («3arafodHbie anemMeHTsbl B Mersaxe»,
1931). Tyt nepepn, HaMK MUCTEpUM, rAe LapcTeyloT cobnas-
Hbl. OHW pencTeyloT BecluymHo, MO0 aaxe ecnm mx u co-
NPOBOX/AET 3BYK, TO HaM OH ByaeT Bce paBHO He CribILLeH.

Mpu4em, B OTNKHKE OT ClOppeanucToB, Mactep 34ech
HE MLLeT accoumaumin, He npuberaer K anneropuam Wnm
meTachopam. OH NpeacTaBnaeT Hekyl AaHHOCTb, CTaBuT
3puTens nepef akTom, COTBOPEHHbIM CBOeW (haHTasmen,
W bakT 31T He TpebyeT KOMMEHTapUeB. 3pUTeNio 34ech He
Hafo HUYero oayMbiBaTh.

Obeckypaxunsaloliee, BONHYIOLLEE NCKYCCTBO.

Kaxetcsi, 4To NpoU3BEAEHNA 3TU HEPYKOTBOPHLI, 4TO
npvpofa Cama WX CO3[aeT, CTPeMsCh NMPOAEMOHCTPUPO-
BaTb €lle OAHY BO3MOXHOCTL cyllecTBoBaHWA. CObiBaeTcs
MeYTa XyAOXHWKa O co34aHUW CBOEH peansHOCTW, aHano-
ruaHon npupoaHon. Obe oHK — CTMXMIAHBL, [TOHATHO, Y4TO
HacTaHeT MUr, U OfHa U3 HUX JOMXKHA BOWTU B Hall MUP.
Tak 4TO Bapvauum Hemcyepnaemsbl, Kak cama XW3Hb.
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XadaTpsaH He Danyer 3puTensa LBETOM, 0DbEKTblI ero
MOYTKM MOHOXPOMHbI, LLBETHOCTb MUpa ellle ApemMneT, nog-
pa3ymeBaeTcs, HO He nokasbiBaertcs. JInwb KpacHble, Tpe-
BOXHbIE BCMOMOXW NOPOW OCBELLAIOT (POH — HeKyIo cpeay,
He MeHee XMBYIO, YeM (Urypbl B HE BO3HUKAIOLLMe, KOTO-
pble 4epnaioT 13 3TON cpefibl UMNYNbChl Pa3BUTUS, NOrNo-
was ee. HactaHeT MUr, W OHW BbINAYT W3 Hee, yxe «dusun-
Yecku», Kak camocToaTenbHble TpexMmepHble Tena. Tenepb
(hoHOM-Cpeaow ANA HUX NOCTYKNT HaLll MUP, U YKe 13 He-
ro OHW ByayT YepnaTte IHEPruio AR CBOEro PasBrTMA.

[MOHATHO, YTO XYAOXHWK UM 3TY SHEPrMIO Nepeaaer.

B Helt OH BUOWT 3an0r ABMXeHWA MaTepun, npeobpa-
XeHua ee popM. PaHee OH M3y4an ToNbKO (hopMbl. Teneps
OH Ha4YMHaeT U3y4aTh XU3Hb, BUAS, YTO (DOPMbI BTOPUYHBI,
OHW B HeW 3anoXeHbl, U3 Hee BbIXOAAT W yxoaat. EMy xo-
YeTCA OTKPbLITh NPUHUMN, MNOACHAIOWWA MHoroobpasne
dopmM. Tak ogHKW y4eHble U3yHaloT NUCTbA, ApYyrue okuabl-
BaIOT YMCTBEHHbBIM B3OPOM BCIO KPOHY, @ TpeTbW — B 00bIY-
HOM fdepese BUAAT [1peBo XM3HW, BETBY 1 KOPHWU KOTOPO-
ro 06bemMnioT Beck Myp. Kaxabivi U3 HUX NO-CBOEMY MPaB.
XYLOXKHUK MOXeET BbITb ynoaobneH 3TuM y4eHbIM. [eHuia
NeoHapno fAa BUHYK cBUOETENbCTBYET, YTO Takoe BO3MOX-
HO. W 4TO BbINo BO3IMOXHO paHblUe, BO3MOXHO W Tenepb.

Yem Bonblue Xa4atpsaH cneaut 3a mytauusmm dopm,
Tem BorbLUe OH NPOHUKAETCA naeern BeyHoro, KOTopoe ux no-
poXOaeT 1 KOTopoe B HUX Npebbisaet. EAVHOE packpbiBaeTcs
BO MHOXeCTBe, B BecKoHeYHbIX KOMBWHaLMAX NPOCTbIX, Y3Ha-
BaeMbIX 0OBLEKTOB, KOTOPbIE, CORAMHAACL MO ABOE, N0 TPOE,
y>Ke co30aioT HeabbiuHoe, Tak mMacTep BUAMT NPOLeCC n3me-
HEHWIA, NOAX0AMT K NpobnemMe BpemMeHn. OT HENOABUXHOCTU
MUra — K BOCNPUATUIO YETBEPTOrO M3MepeHKs.

Cpepa-Mpak ynnoTHAeTCA, B Hel NOABNAIOTCA Lenesua-
Hble pa3pbiBbl, KOTOPbIe BEAYT B MWP APYroro W3MepeHus.
TemHble cunyaTbl penbedHbix PopM AeMOHCTPUPYIOT cebs Ha
Cepblx, CUHUX W KOpU4YHEBbIX hoHax. To, Kak OHW NOBOpa4M-
BaIOTCA Pa3HbIMU rPaHAMMK, CTAHOBATCA MNpPW BCE CBOEN CXO-
XKeCTK Pasnu-HbIMK, TOBOPUT O TOM, YTO OHW OBMXKYTCS.

«HeratuBHbIE» U «NO3UTUBHBLIE» (DOPMbI NPOABNAIOT-
€A KaK KOHCTPYKLUWI B NpOCTpaHCcTBeHHoW cpeae. OHW kop-
pecnoHaMpyIOTCA ApYr C ApYrom, B3auMHO Apyr gpyra no-
ACHAIOT U NPOACHAIOT.

3puUTenio CTaHOBUTCA NOHATHO, YTO XavaTpAH, KOTO-
pbI yXe MCNoNb30Ban MHOrOCTyneH4Yarble pensedsl nnm
pa3melan B NPOCTPaHCTBE CUNY3Thl (DUryp, MOXET 1 AON-
XEH NepenTn — B NOMCKax OCHOBbLI OCHOB — K CBOeobpa3-
HbIM «Mofensm» npacgopmam. WV gencreutensHo, Macrep
co3aeT MHOroMepHble 0ObekTbl, KOTOpbIe HYXXHO 0boWTY
CO BCeX CTOPOH, 4TOBbl YBUAETL, KakK OAHM (opMbl Nepe-

' KNUKaKTCa C OPYyrumi. HeKOTprIe M3 HUX HaYUHAIOT Bpa-



ates a new, transforming initiative. The viewer has already
stood before the blank wall of the niche (A Niche. 1981).
Now it has been broken into..

THE END OF PARALLELISM.
INVASION IN THE WORLD.
THE UNIVERSAL FORMULA

==w this is how the master leaves the “parallel reality” of
the art world and does not just embrace the real world “into
himself” and his consciousness, but rather invades the
world with his art. This is how he moves towards the art of
objets — the art of representing three-dimensional objects.
Hence — there are groups of spatial compositions.

Simultaneously, Khatchatrian works in mixed media
on cardboard creating the peculiar diagrams of movements
of fantasy figures. They abandon their places leaving the
brightened contour — the traces of their being there. Finally
there emerge the mutants — the loving and long-suffering
creatures. They are related to the human race by their long-
ing for love and desire to multiply. Their passion is even
“more real": they do not play as actors do on some imagi-
nary stage. The drop-shape clots of biological matter can
fill any contours: following the laws of live matter they can
blend together and divide again. They are ruled by the mas-
ter, yet we think it is nature itself.

So, how does this happen?

The laws of artistic imagination will never be known.
Indeed, what can the others say if the author himself
describes them only vaguely, often with gestures rather
than words? He uses gestures, because what he sees hap-
pens in space. It is obvious that Khatchatrian is interested
in all possible transformations, which are basically, end-
less. Only Salvador Dali could foresee them (Mysterious
Objects in a Landscape, 1931). Here we are facing the mys-
teries where temptations rule. They act mutely, because
even if the sound did accompany them we would not be
able to hear it.

Unlike the Surrealists the artist does not search for asso-
ciations, appeal to allegories or metaphors. He represents a
certain “givenness”: presenting the viewer with a fact created
by his imagination. This fact does not require an explanation.
There is nothing left here for the viewer to think over.

The shocking and exciting art.

It seems that these works are not the products of the
human hand. They look as creations of nature itself made in an
attempt to demonstrate yet another possibility of existence.
The artist's dream of creating a universe parallel to reality
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comes true. Both realities are elemental. It is clear that there
will come a moment when one of them will enter our world.
Therefore, the combinations are endless just like life itself.

Khatchatrian does not indulge the viewer in colour
sensations. His sculptures are almost monochrome. The
colourfulness of the world is still dozing, implied but does
not show itself. Only red, disturbing ripples sometimes lit
the background — the realm which is no less live than the
figures which emerge on it, — feed for impulses and then
absorb it. A moment will come when they will leave the
realm, this time “physically” as self-sufficient three-dimen-
sional bodies. Now our world will be their background and
their environment and it is from our world that that will
feed for energy necessary for their growth.

It is clear that the artist passes the energy to them.

There he sees the guarantee of the matter's move-
ment, of the transformations of its forms. Previously he
studied only forms seeing life through them. Now he is
beginning to study life seeing that forms are secondary:
they are contained in life; they leave it and disappear. The
artist wants to discover a principle which would explain the
diversity of forms. Thus some scientists study leaves one by
one, others observe the entire tree, and yet others see an
ordinary tree as the Tree of Life, whose roots and branch-
es embrace the entire world. Each of these scientist is right
in his own way. The artist wants to be allied with these sci-
entists. Leonardo da Vinci's genius testifies that this is pos-
sible. It was possible before, and it is possible now.

The longer Khatchatrian observes the mutations of
forms the more he is imbued with the idea of Eternity, which
both gives birth to and inhabits them. Singularity reveals itself
in multiplicity, in the endless combinations of simple, easily
recognisable objects, which joined in twos or threes create the
unusual. The master observes the process of changing and,
thus, approaches the question of time: from the stiliness of
the instant to the perception of the fourth dimension.

The crack-like ruptures leading to the world of a new
dimension appear in the thickening realm of darkness. The
dark silhouettes of relieved forms show off on the grey,
blue and brown backgrounds. The forms are turning their
many facets towards us and look differently from differ-
ent angles. This is how we know that they are mobile.

The “negative” and “positive” forms emerge like com-
plex constructions in spatial environment: they can be rep-
resented in paint or as objects. They correspond with each
other: making each other legible and easy to understand.

The viewer begins to understand that Khatchatrian
who had already used the “many-steps” relieves and posi-

 tioned figure silhouettes in space, in his search for the ulti-



WaTbCca. B 3TOM 1 BbipaxaeTca OLLYLEHWE TOrO BpeMeHNn,
KOTOpoe HeobXoANMO ANs CyLLeCTBOBaHMA (hopM B NPOCT-
paHcTe. Tak y acTeponos, KOr4a oHW NyTEWeCTBYIoT No
ranaktikam BcemupHoro okeaHa, NosiBRAseTcA CBOM LUeHTp,
CBOA OCb BpaueHws. MHoromepHble obbekTsl Pynonsda
XayaTpaHa mMeTaopuyecks HarnoMUHaIOT 3TKUX HebecHbIX
CTpaHHWKOB. [Nbiboobpa3sHbie U NpekpacHbie, XOnoaHbIe
Kak neg v xpaHawlKe B xpycrane CBoem nnams.

1 OHW HeCYT XW3Hb.

WTtak, BTOp>XeHWe Havyanocs...

rss 4

Tenepb, KOrAa BCE XYOOXECTBEHHLIE TEOPUM TpeLLaT
Mo LWBaM WU CropaloT BO BCEMMPHOM NOXape 3CTeTUHECKIMX
ninuwiecTs, nosuvuna macrepa, KOTOpbiﬁ CTpEMUTCA CO-
30aTb UENbHYKD KOoHUenunio MUPONoOHUMaHWA, BbIrMAOMT
KyAa Kak npuenekatensHo',

Pynoned XadatpaH obpen dopmyny peansHocTy,
NPOCMaTPUBAA €€ CyTb 3a IUM4MHAMW CMEHRIOWMUX ApYr
Opyra «peanbHoCTen».

Tak nocTynaloT xyAoXHWKN WU unocodsl.

A UX, KaK Mbl 3Haem, B 3TOM MUPE Marno...

Banepui TypuuH

IpoexT KocTioma

13 cepun
«TpexmepHbii 0bpas»
2001

McrioAHnTeAb —
AM3alHep

Kapuna Arababsan

Model of a costume
From the
Three-dimensional Object
series

2001

Designed and modelled
by Karina Agababian

" Hac ne YAMBAT MOLenu, ofeThle B «nnateA OT Xa4atpaHa». Jlerko
MOXHO NpeacrasuTs cebe naHTomumy ¢ dunocodickon Myssikoin Codhum
lyGainaynuHoi, B kotopoi Bein Bbl pasbirpaH cnekTakns «chopM B NPOCT-
PaHCTBE», OCHOBAHHBIM Ha MPathU4ECcKMX U KMBONWCHBIX NPOM3BEOEHNAX
Mactepa. HeBonbHO BCMOMUHAETCA, Kak Ha 3ape XX cronetua Bacunuia
KaHAMHCKMI — XYOOXHWK, KOTOPbIA No-npexHemy Bnuok Xa4atpaxy, —
Habnionas 3a npespalieHMAMIA MaTEpPUK, NPOPBABLUEICA B LapcTso [y-
XOBHOrO, PeLLWN NoCTaBuTL DaneT-naHToMuMy «KenTbii 38yK».
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mate foundation of all origins, can and must move to the
“models” of proto-forms. Indeed, the artist makes the
multi-dimensional objects, which need to be walked around
if one is to see the play of forms which is only visible from
different sides. Some of the forms begin to rotate. Thisis an
expression of the particular sense of time necessary for the
existence of forms in space. Thus, spinning asteroids travel-
ling around the galaxies of the Universal Ocean have their
own centres and rotation axes. Rudolph Khatchatrian's
multi-dimensional objects metaphorically remind us of
those celestial travellers. Rock-like and beautiful. Cold like
ice but preserving their flames deep in their crystals.

And they bear life.

So, the invasion begins..

Today, when all artistic conceptions are cracking apart
and burn in the universal fire of aesthetic excesses, the
position of the master striving to create an integral and
systematic worldview looks extremely attractive.'

Rudolph Khatchatrian has found a formula of reality by dis-
covering its essence behind the guises of alternating “realities”.

Artists-philosophers do that.

And, as we know, there are few of them in this
world...

Valery Tourtchine

' We will not be surprised to see fashion models dressed in “costumes
from Khatchatrian”. It is easy to imagine a pantomime with Sophia
Gubaidullina’s philosophical music, in which the play of “forms and space”
based on the artist's paintings and graphic works was performed. Similarly,
at the dawn of the twentieth century Vassily Kandinsky — an artist still
important for Khatchatrian — observing the transformations of matter
striving to break away into the realm of the Spiritual, decided to produce a
ballet-pantomime The Yellow Sound.
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C apyrom v y4utenem mascrpo Epsasgom Kovapom. Epesan, 1970
With friend and teacher maestro Ervand Kochar. Erevan, 1970

}I Beurio brazodapen Bozy 3a mo, umo 6 ompoyeckom Bospacme Bcmpemuncs ¢ mascmpo Kouapom. Dmo 6viro
camuim borvtuum cobvimuem moeti acusri. Iomomy umo EpBand Kouap — youbumervHbiii UHIMEANEKMYAA, He-
obvacHumbiil veaobex u, 1 dymaio, 00un u3 Beidarouguxca xydoxcrukob-rnobamopob XX Gexa.

On cmaA dpyrcurmo co MHOI, 15-AemHUM MAALHUKOM, 1 210 onpedeAuro Becy moit mbopyeckutl nymo u moio

yeroBeqeckyio cydvby.
/07? ..v‘% / m-‘@l A

I will always thank God for granting me a meeting with maestro Kochar in my adolescence. That was the
greatest event of my life. Because Ervand Kochar was an astonishing intellectual, an enigmatic person and, 1
think, one of the most extraordinary artists and innovators of the twentieth century. And he befriended me — a
fifteen-year-old boy, and this defined my entire career as an artist and my future as a human being.

Rudolf Khatchatrian



Moptpet maactpo Epearpa Kovapa. 1955
Portrait of Maestro Ervand Kochar. 1955
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Hatypuuuk. 1952
A Male Model. 1952




4 KomHaTa, rae poamncs xyaoxHuk. 1951
A Room Where the Artist Was Born. 1951




5 [panupoeka 1. 1952
Drapery 1. 1952




6 [panwposka 2. 1952
Drapery 2. 1952




7 TyTosoe pgepeso. 1955
A Mulberry Tree. 1955



8 Crapbiv Dbawmak. 1953
An Qld Shoe. 1953



9 [epesHs. 1955
A Village. 1955



10 [Odoma B KapgxapaHe. 1955
Houses in Kardzharan. 1955



11 Crapein Awrapak. 1955
Old Ashtarak. 1955



12 Aetonoprpert, 1958
Self-portrait. 1958




13 Babywka xyaoxHuka. 1956
The Artist's Grandmother. 1956




14 (Cato. 1956

Sato. 1956



15 xemma. 1956
Jemma. 1956



16 Tlonosa mManb4umka. 1956
A Boy's Head. 1956




17 Tlloprpert crapwvka. 1956
Portrait of an Old Man. 1956




18 Astonoptper. 1957
Self-portrait. 1957




19 AsTtonoprtpert. 1972
Self-portrait. 1972



20 TlopTpeT xeHbl XyAoxHWKa. 1973
Portrait of the Artist's Wife, 1973



21 Mogens. 1973
A Model. 1973



22 Cesa. 1974
Seva. 1974
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DpaHyecka. 1971
Francesca. 1971



24 AHna. 1978
Anna. 1978
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25 ObHaxenHas. 1976
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26 Mpoduns. 1978

A Profile. 1978






28 XeHwmMHa B Yanme. 1978
A Woman in a Turban. 1978



29 Auweor. 1979
Ashot. 1979



30 Harawa (XKeHa xynoxHwuka). 1978
Natasha (The Artist's Wife). 1978
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31 [esywka B Hepere. 1978
A Girl in a Beret. 1978




32 Moprper pesywkw (MeTposaBoackas Aesyuika). 1971
Portrait of a Girl (A Girl from Petrozavodsk). 1971



33 Wwra. 1980
Inga. 1980
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34 TMbepo. 1978
Pierrot. 1978



35 [aeun. 1978

David. 1978
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36 Myxckomn noptper. 1977
Portrait of a Man. 1977
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37 BecHa. 1987




38 Ligetbl. 1988
Flowers. 1988



39 Moprpet uckyccteosena MeHpuxa Urutaxa. 1982
Portrait of Art Historian Genrikh Igitian. 1982



40 T[optpet B.M. 1981
Portrait of V.M. 1981



41 KapasaH-bawm. 1982
Caravan-Bashi. 1982



42 Astonoprpert ¢ Tpybkoi. 1983
Self-portrait with a Pipe. 1983



43 Mepkyuuo. 1982
Mercucio. 1982



44 Moptpet Apkaaus PaiknHa. 1986
Portrait of Arcady Raikin. 1986



45 T[lopTpeT xyAoxHWKa 3ayapaa Xapasada. 1988
Portrait of Artist Edouard Kharazian. 1988




46 [MopTper cbiHa. 1986
Portrait of the Son. 1986




47 MMoptpet utanbaHku. 1981
Portrait of an Italian Lady. 1981




48 AHe4ka B BeHke. 1985
Anechka Wearing a Garland. 1985



49 TopTper lleeoHa AbpamaHa. 1983
Portrait of Levon Abramian. 1983



50 [loptper uckyccreosena Casenns AmuMkosa. 1982
Portrait of Art Historian Savely Yamshchikov . 1982



51 Huwa. 1981
A Niche. 1981



52 TMunurpum. 1981
A Pilgrim. 1981



53 OkHo. MacTepckas. 1982
A Window. A Studio. 1982



54 Y okHa (flycuk). 1982

By the Window (Lusik). 1982
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55 ObHaxeHHas. 1985
Nude. 1985
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56 MWcnaHka. 1985
A Spanish Lady. 1985




57 bonbwown HaTiopmopT, 1982
A Large Still Life. 1982




58 HartiopmopT c 3epkanom. 1983
A Still Life with a Mirror. 1983
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59 TMoprper AesywikK. 1999
Portrait of a Girl. 1999
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60 O6HaxeHHan. MNpodune. 2000
Nude. A Profile. 2000
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62 HaTiopMOopT € KYBLUMHOM.
A Still Life with a Jug.




63 Axrpuca. 1983
An Actress. 1983




64 Myxckowm nopTpet. 1980
Portrait of a Man. 1980



65 Apmen IxurapxansaH. MNepeq cnektaknem. 1986
Armen Dzhigarkhanian. Before a Play. 1986



66 [lopTpeT ckynsntopa MHHBI Onesckon, 1983

Portrait of Sculptor Inna Olevskaya. 1983



67 HOwuan. 1998

A Youth. 1998
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68 WHHa. 1995
Inna. 1995



69 MywkwuH. Ouanor. 1987

Pushkin. A Dialogue. 1987



70 LUpiraxka. 1999
A Gypsy Girl. 1999



71 [esywka B BOCTOYHOW ofexae. 1997
A Girl in an Oriental Dress. 1997



72
XKeHckan
turypa
B BEHKe
1999

A Female
Figure
Wearing
a Garland
1999



73 MNoprtpert xopeorpata Makcmma Maptupocsasa. 1983
Portrait of choreographer Maxim Martirosian. 1983



74 Mpoduns. 1982
A Profile. 1982



75 T[optper my3bikaHta Anuka 3akapada. 1994
Portrait of Musician Alik Zakarian. 1994



76 INena. 2000
Lena. 2000



77 AwmasonHka. 1999
An Amazon Woman. 1999



78 Iycuhs. 1988
Lucine. 1988




79 [beta. 1989-2000
Pieta. 1989-2000



80 @oma Hesepyiowmi. 1989
Doubting Thomas. 1989



81 KapwuHa. 1999
Karina. 1999
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82 Aestonoptpert. 2000
Self-portrait. 2000




83 Astonoprtpert. 1998
Self-portrait. 1998
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CMCOK MNNKOCTPALIAIA*

Astonoptper. 1957
Bymara, caHruHa. 43 x 33

MopTtper maacTpo EpeaHpa Kodapa. 1955
Bymara, canruda. 40 x 30

Hatypuimk. 1952

Bymara, kapanpaw, 45 = 20
KoMHaTa, rae poguncs xyaoxHuk. 1951
Bymara, kapanpaw. 30 x 25
Hpanuposka 1. 1952

bymara, kapaHaaw. 27 x 18
Ipanuposka 2. 1952

Bymara, kapanfauw. 33 x 25
TyTtoBoe gepeeo. 1955
Bymara, macno, nepo. 20 x 15
Crapbiin 6awmak. 1953
Bymara, kapangaw. 9 x 20
HepesHs. 1955

bymara, macno, nepo. 7 x 10
Homa B Kapxxapaxe. 1955
Bymara, Macno, nepo. 10 x 14
Crapbiid Alitapak. 1955
Bymara, useTHoW kapaHaaw. 9 x 1
AgTonoprtper. 1958

Bymara, caHruHa. 59,5 X 42
Babywka xyaoxHuka. 1956
bymara, usetHow kapaHpaw, 27 X 23
Carto. 1956

Bymara, cyxan kucre. 43 x 34

Mxemma. 1956
Bymara, yrone. 44 x 34

lonoBa manb4yumka. 1956
Bymara, caHriHa. 35 x 27

Moptper crapuka. 1956
bymara, caHriHa. 58 X 36

AeTtonoprtpert. 1957

Bymara, caHrmHa. 50 % 38

AsTonoptper. 1972

Bymara, kapaxaaw. 33 X 31

MopTpeT XeHbl xyaoxHuka. 1973
Bymara, kapaHpaut. 42 X 36. HacTHana konnekuuna
Mogpens. 1973

Bymara, kapaHpaw. 39 x 35

Cesa. 1974

bymara, kapaHpauwl. 13 % 12

®paHyecka. 1971

Bymara, kapadpaw. 28 x 18, HactHan konnekuma

AHHa. 1978

Bymara, kapaHpai. 20 x 13. YactHas konnekuma
O6HaxeHHan. 1976

bymara, usetHown kapargatu. 31 X 27, YacTHas konnekuus
MNpodumne. 1978

Bymara, LpeTHoM kapaHaaw. 25 x 20. YactHana konnekums

XeHckuin noptper. 1977
bymara, useTtHoW kapadpaw. 25 x 21. YactHan konnekums

*  Pa3mepsl ykazaHbl B CaHTUMETPax
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XeHuwmHa B yanme. 1978
Bymara, upeTHoM kapaHgaw. 19 X 16, YactHas konnekuma

Awort. 1979

KaptoH, cenua. 60 X 50. YacTHas konnekuma

Hatawa (>KeHa xynoxHwka). 1978
KapToH, cenua. 72 % 57

[esylika B bepete. 1978

KaptoH, cenus. 52 X 46. YacTHas konnekuusa

MopTper aesywkn (MeTpo3aBofckas aesywka). 1971
Bymara, caHruna. 40 X 32 . YactHaa konnekuws

MHra. 1980

KaptoH, cenma. 80 X 65. YacTHaa konnekums

Meepo. 1978

KapToH, cenms. 62 X 52, HacTHan Konnekuma

Hasnp. 1978

KaptoH, caHriHa. 73 X 57. My3ei coBpemeHHoro UCKyccTea ApMeHmMm
My:kckon noptpert. 1977

KaprtoH, cenma. 64 X 52. My3ein coBpemMeHHOro UCKYCCTBa ApMEHMA
BecHa. 1987

JleBkac, caHruHa. 115 X 95. HactHan Konnekuma

LiBeTbl. 1988

INeskac, cenma. 150 X 120, YacTHaa konnekums

MopTpet nckyccreoBena MeHpuxa UrutaHa. 1982
Neekac, cenus. 100 X 80. YacTHas konnekuma

MopTtpet B.M. 1981

INeskac, cenma. 80 x 60
KapasaH-6awmn. 1982

Neekac, cenna. 80 X 60. YacTHaa Konnekums
ABTONOpPTPET C TPYyOKOW. 1983

Neskac, cenua. 80 X 60. HacTHana konnekuma
Mepkyuwno. 1982.

Neskac, cenna, 60 X 50, YacTHan konnekums

Moptpet Apkaaus PaikuHa. 1986
Neekac, cenma, 80 X 65

MopTper xyaoxHwWka Dayapaia XapasaHa. 1988
Neekac, cenua. 90 X 75, HacTHas Konnekuma

lMopTpert cbiHa. 1986

INeekac, cenma. 90 X 75. YacTtHaa konnekuma

MopTtper utansaHkK, 1981

Neekac, cenma. 80 X 70. YacTHas konnekuma

AHeuka B BeHke. 1985

Neekac, cenua. 80 X 60. YactHas Konnekuma

Moptper JlesoHa AbpamsaHa. 1983

Neekac, cenua, 60 X 50. YacTHaa Konnekums

MNMoptpet uckyccreoeena Cagenua Amuymkoea. 1982
TNeskac, cenua. 60 X 50. YacTHas Konnekums

Huwa. 1981

Neskac, cenua. 130 x 100. Myzei Anexca Maryksana. [leTpont
Munurpum. 1981

Jleekac, cenua. 100 X 130. YacTHan konnekums

OkHo. Macrepckas. 1982

JNeekac, cenua. 100 X 130. YacTHan konnekums

Y okHa (Jlycuk). 1982

Neekac, cenua. 115 X 95, HacTHasn Konnekuma
ObHaxeHHas. 1985

JleBkac, caHrnHa. 65 X 55. YacTHas Konnekuma

McnaHka. 1985

Jlegkac, cenua. 65 X 55. HacTHana konnekuma
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bonbluon HaTiopmopT. 1982
Jleskac, cenua. 115 X 95. YactHas konnekuusa

HatiopmMoprt ¢ 3epkanom. 1983
Neskac, cenus. 115 X 95. YacTHas Konnekuua

MopTtpet aesywkun. 1999
Neekac, cenma. 28 X 12, YacTtHas KONnekUMa

ObHaxeHHas. MNpoduns. 2000

TNeekac, cenug. 60 X 50. YacTHaa konnekuma
YTBaps. 1987

Ieskac, cenma. 75 X 90. YactHaa Konnekuma
HaTiopmopT ¢ KyBLunHoM. 1989

INeekac, cenua, yrone. 100 X 80. YacTHas konnekuma
AkTpuca. 1983

Neskac, cenma. 115 % 95. YacTHaa konnekuma

Mysxckown nopTper. 1980
Jleskac, cenua. 130 x 100. Mysen Anexkca ManyksHa. [etpont

ApmeH [xurapxaHsH. MNepea cnektaknem. 1986
Neekac, cenua. 100 X 80. HYacTtHasa konnekumna

Moptpet ckynentopa MHHbI Onesckoi. 1983
Jleskac, cenmn. 115 X 95. HaumoHankHas ranepes ApmeHum
lOHan. 1998

INeskac, cenua. 74 X 61, YacTHan Konnekuma

WMHHa. 1995

Jeskac, cenms. 60 x 50. YactHas konnekuma

MywkwH. Quanor. 1987

Neskac, cenua. 100 X 80. YactHas konnekums
Libiratka. 1999

Xoner, akpun. 27 X 25. HacrHan konnekuus

[Lesylwka B BocToqHOM opexae. 1997
JNeekac, cenua. 90 X 70. YacTHas Konnexkumna

XKeHckas urypa B BeHke. 1999
Xoncr, akpun. 30 x 19

MopTpeT xopeorpaha Makcuma MaptupocaHa. 1983

Neekac, cenua, 80 % 70, HacrHas Konnexkuma

Mpogune. 1982

TNeskac, cenua. 80 x 60
MopTper My3bikaHTa Anuka 3akapsHa. 1994
JNeekac, cenma. 70 X 60. YacTHas konnekuus

NenHa. 2000

Neskac, cenua. 60 X 50. YacTHas konnekuma
AmazoHka. 1999

Xoncr, akpun. 20 X 16. YactHan Konnekuma
NycnHs.1988

Neskac, cenua, 80 X 70. YactHasa konnekums
Meeta. 1989-2000

Neskac, cenma. 125 ¥ 120

®oma Hesepyiowmin. 1989

fNleskac, cenua. 125 X 120. YactHaa konnekuma

KapuHa. 1999

Xoncr, akpun. 34 X 28. YactHas konnekuma

Agtonoptper. 2000

Xoncr, akpun. 45 % 39

AsTonoptpert. 1998
Xonct, akpun. 48 X 40
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LIST OF ILLUSTRATIONS*

Self-portrait. 1957
Red chalk on paper. 43 x 33

Portrait of Maestro Ervand Kochar. 1955
Red chalk on paper. 40 % 30

A Male Model. 1952
Pencil on paper. 45 x 20

A Room Where the Artist Was Born. 1951
Pencil on paper. 30 x 25

Drapery 1. 1952
Pencil on paper. 27 x 18

Drapery 2. 1952
Pencil on paper. 33 x 25

A Mulberry Tree. 1955
Oil and quill on paper. 20 x 15

An Old Shoe. 1953
Pencil on paper. 9 x 20

A Village. 1955

Oil and pen on paper. 7 x 10

Houses in Kardzharan. 1955
Oil and pen on paper. 10 x 14

Old Ashtarak. 1955
Crayon on paper. 9 x 11

Self-portrait. 1958
Red chalk on paper. 59,5 x 42

The Artist's Grandmother. 1956
Crayon on paper. 27 X 23

Sato. 1956

Dry paint on paper. 43 x 34
Jemma. 1956

Charcoal on paper. 44 % 34

A Boy's Head. 1956
Red chalk on paper. 35 x 27

Portrait of an Old Man. 1956
Red chalk on paper, 58 x 36

Self-portrait. 1957
Red chalk on paper. 50 x 38

Self-portrait. 1972
Pencil on paper. 33 x 31

Portrait of the Artist's Wife. 1973
Pencil on paper. 42 x 36. Private collection
A Model. 1973

Pencil on paper. 39 x 35

Seva. 1974

Pencil on paper. 13 X 12

Francesca. 1971

Pencil on paper. 28 x 18. Private collection
Anna. 1978

Pencil on paper. 20 x 13. Private collection
Nude. 1976

Crayon on paper. 31 X 27. Private collection
A Profile. 1978

Crayon on paper. 25 x 20. Private collection

Portrait of a Woman. 1977
Crayon on paper. 25 x 21. Private collection

* Dimensions are given in centimetres
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A Woman in a Turban. 1978

Crayon on paper. 19 x 16. Private collection

Ashot. 1979
Sepia on cardboard. 60 x 50, Private collection

Natasha (The Artist's Wife). 1978
Sepia on cardboard. 72 X 57

A Girl in a Beret. 1978

Sepia on cardboard. 52 X 46. Private collection

Portrait of a Girl (A Girl from Petrozavodsk). 1971
Red chalk on paper. 40 x 32 . Private collection

Inga. 1980

Sepia on cardboard. 80 x 65. Private collection

Pierrot. 1978

Sepia on cardboard. 62 X 52. Private collection

David. 1978

Red chalk on paper. 73 x 57. Museumn of Modern Art of Armenia
Portrait of a Man. 1977

Sepia on cardboard. 64 % 52. Museum of Modern Art of Armenia
Spring. 1987

Red chalk on levkas. 115 x 95. Private collection

Flowers. 1988
Sepia on levkas. 150 x 120, Private collection

Portrait of Art Historian Genrikh Igitian. 1982
Sepia on levkas. 100 % 80. Private collection

Portrait of V.M. 1981
Sepia on levkas. 80 % 60

Caravan-Bashi. 1982
Sepia on levkas. 80 x 60. Private collection

Self-portrait with a Pipe. 1983

Sepia on levkas. 80 x 60. Private collection

Mercucio. 1982.
Sepia on levkas. 60 x 50. Private collection

Portrait of Arcady Raikin. 1986
Sepia on levkas. 80 X 65

Portrait of Artist Edouard Kharazian. 1988
Sepia on levkas. 90 x 75. Private collection

Portrait of the Son. 1986
Sepia on levkas. 90 X 75. Private collection

Portrait of an Italian Lady. 1981
Sepia on levkas. 80 x 70. Private collection

Anechka Wearing a Garland. 1985

Sepia on levkas. 80 X 60. Private collection

Portrait of Levon Abramian. 1983
Sepia on levkas. 60 x 50. Private collection

Portrait of Art Historian Savely Yamshchikov. 1982
Sepia on levkas. 60 x 50. Private collection

A Niche. 1981

Sepia on levkas. 130 % 100. The Alex Manukian Museum, Detroit

A Pilgrim. 1981

Sepia on levkas. 100 x 130. Private collection
A Window. A Studio. 1982

Sepia on levkas. 100 x 130. Private collection
By the Window (Lusik). 1982

Sepia on levkas. 115 X 95. Private collection

Nude. 1985

Red chalk on levkas. 65 % 55. Private collection

A Spanish Lady. 1985

Sepia on levkas. 65 x 55. Private collection
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A Large Still Life. 1982

Sepia on levkas. 115 X 95. Private collection

A Still Life with a Mirror. 1983

Sepia on levkas. 115 x 95. Private collection

Portrait of a Girl. 1999

Sepia on levkas. 28 x 12. Private collection

Nude. A Profile. 2000

Sepia on levkas. 60 x 50. Private collection

Utensil. 1987

Sepia on levkas. 75 x 90. Private collection

A Still Life with a Jug. 1989

Sepia and charcoal on levkas. 100 % 80. Private collection

An Actress. 1983

Sepia on levkas. 115 x 95. Private collection

Portrait of a Man. 1980
Sepia on levkas. 130 X 100. The Alex Manukian Museum, Detroit

Armen Dzhigarkhanian. Before a Play. 1986
Sepia on levkas. 100 x 80. Private collection

Portrait of Sculptor Inna Olevskaya. 1983
Sepia on levkas. 115 % 95. The National Gallery of Armenia

A Youth. 1998
Sepia on levkas. 74 X 61, Private collection
Inna. 1995

Sepia on levkas. 60 x 50. Private collection

Pushkin. A Dialogue. 1987

Sepia on levkas. 100 x 80. Private collection

A Gypsy Girl. 1999

Acrylic on canvas. 27 x 25. Private collection

A Girl in an Oriental Dress. 1997
Sepia on levkas. 90 x 70. Private collection

A Female Figure Wearing a Garland. 1999

Acrylic on canvas, 30 X 19

Portrait of Choreographer Maxim Martirosian. 1983
Sepia on levkas. 80 X 70. Private collection

A Profile. 1982
Sepia on levkas. 80 X 60

Portrait of Musician Alik Zakarian. 1994
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