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Aonbga XauaTpsiHa 51 3HAI0 He OAMH [eCATOK NeT, 3Hal0 KaK NPeKPacHoro XyA0XKHWUKa, Myaporo u 0bas-
TeNbHOro Yenoseka, Yenoeeka uweapon Aywmn n 6naropogHoro cepaua. Kaxaas sctpeda ¢ ero TBOPYECTBOM 3T0
BCTpeyYa ¢ AeNCTBUTENbHO GONbIIMM NCKYCCTBOM, C HOBbIM He3aypaaHbIM U HEU3MEHHO COBEepLUEeHHbIM MO Bbl-
covanwemy NpoheccoHanbHOMyY MacTepCcTBY OTKPOBEHMEM. [Nl MEHS, He NepecTaloLLero BOCXMLATLC MHO-
roobpasnem xynoxecTBeHHbIX NOUCKOB U AOCTUMXKEHUI XauaTpsiHa, nioboe u3 KOTOPbIX AOCTONHO YKPacuT ca-
Mbie NPeCcTUXHbIE My3eiiHble MUPOBbIe KONNeKUUK, faHHas obunenHas aKkcno3uums B 3anax Poccuitckon Aka-
AeMUM Xy[0XKeCTB BHOBb CTana NOAJIMHHBLIM OTKPbITUEM. BAuCTaTeNnbHbIN PUCOBaNbLMK, OH NPeaCcTaeT OAHO-
BPEMEHHO U Kak NPeBOCXOAHbIA XUBOMMUCEL, KOTOPOMY MOABNACTHbI BCE KAHPbl COBPeMeHHOro u3obpasu-
TeNbHOro UCKYCCTEA.

fl 6b1 0c060 OTMETUN ero MHOroMepHbie 06BLEKTLI, HO He XO4Y OTBMIeKaTh BHUMaHUue 3puTens oT Bcero

AYXOBHOTO W 3CTETUYECKOro BenMKonenus, SBNEHHOro BbIJAIOWENCA NepCcoHanbHoM BbicTaBkon Pyaonbda
XauyaTpsHa.

, Mpe3npeHT
% : '21 &W Poccuinckoin AKkaaemmum xyaoxecTs
~ 3.K.Uepetenun

r several decades | have known Rudolph Khatchatrian as a wonderful artist, a wise and charming person,
a man with a generous soul and a noble heart. Every new meeting with his work is an encounter with Art with
a capital “A": with a new outstanding and consistently highly professional in execution Revelation. | never stop
to be amazed with the diversity of Khatchatrian's artistic pursuits and achievements, any one of which would
enrich the most prestigious of the world's museum collections. The present jubilee exhibition at the Russian
Academy of Arts became another true revelation. Here Khatchatrian shows himself to be not only a brilliant
draughtsman, but also an excellent painter, who confidently masters all genres of contemporary visual arts.

Personally, | would specifically mention Khatchatrian's multidimensional objects. Yet | do not want to
distract the viewer's attention from the spiritual and aesthetic splendour revealed in this outstanding exhibi-
tion of Rudolph Khatchatrian.

Zurab Tsereteli,
President
of the Russian Academy of Arts



X avampan nozpyicer 6 ocobuiil cosdanuviil um mup. B smom mupe acubym youbumervHvie cyuyecm-
6a. Onu He npocmo pesyavmam Boobpaxcerus abmopa, HO u NA0D €20 NPUCMAABHO20 HAbAIODeHUS
HAad pearbHOCbIo, Komopas Kak 6ut neped exazamu XyooxcHuka npuymmoxcaem cBou kavecmBa, pas-
pacmaemcs, konyenmpupyemca 6 cboeit snepeuu. Dmoil npupoIHoT CUAOTL NUMAECMCA XYOOHCHUK.
O6radeBas pearvrocmpio, ox 6 yem-mo noduunsemca eit, bocnpurnumasn u 6ocnpousboda ee pummeo,
noBumysce 3akonam pocma, mopacecmByiougum 6 npupode.

Ganmacmuteckuti mup Xavampana yHubepcaren. On obpawien 6 npowiroe, Hacmoswee u bydy-
wee u Bmecme ¢ mem pacnorazaemcs Kak 6vi “nad Bpemenem”. On Kopenumcs 6 2aybuHax 3emau u
0dHoBpemenro omkpoim Bceobuyemy npocmparcmBy. On te ckoBan 6uimoBeim usmeperuem. Ox Moz
Obt NOKA3amMvCa HAJYMAHHBIM U HOMOMY HENPOHBIM, €CAll Obl He opeaHu4ecKas nPpupooHocms u cu-
Aa, Broncennasn B nezo macmepom. Emy coobujena snepeus, komopoti 6o mHozom onpedersemcs dap
Xauampsana. Ezo maraum MoxcHo Ha3bamp SHepzemu4ecKum.

Amurpnint CapabpiHoB, MCTOPMK MCKYCCTBA

Khﬂtchfatrian belongs to the world of his own fancy. Curious creatures live there. Not only are they
whims of the artist's imagination, they are also the result of close observation of real life, which pro-
tracts, accumulates energy and develops itself. The artist himself feeds on this natural power.
Mastering reality, he gives in to it at the same time, he responds to its rhythm and follows the impe-
rious laws of its growth.

The fantastic world of Rudolph Khatchatrian is universal. It addresses the past, present and future,
yet also remaining “above time”. It is rooted in the depths of the Earth and is simultaneously open to
the global space. It is not enslaved by the ordinary and the everyday. It could appear superficially con-
structed and therefore frail, if it were not for its organic naturalness and power bestowed on it by the
master. This world is charged with the energy that to a large extent defines Khatchatrian’s artistic
gift. His talent could be called energetic.

Dmitry Sarabianov, Art Historian
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H ymb, usbpannpiil um, beckoreuer, umeem darekux npeduwecmbernukob u He meHee OMIAACHHYIO
Kocmuueckyio Bvice. TTocmueas ezo mBopuecmBo, MOACHO 0COSHAMb NOCMOAHHO HBOAIOUYUOHUPYIOULYIO
Aunuio, npubodaugyio macmepa k bapvepy Hedocs2aeMOCU.

Accoyuayuu, BvizviBaemvie npousbedenusmu Pydorvdpa Xavampana cmorb HeoNCUIaHHwl, Mo no-
poit Ham He xBamaem cmerocmu JONYCMUMb MBICAb, Mo cpedu Hac icubem xraaccux He moavko 6
Bos3Bviuenrom cmpicae smoeo caoba, Ho u B e2o ucmunno kasecmbenrom cobepuercmbe. Mt Modicem
cuumams, wmo cpedu Hac xcubem u mbopum PeHomenarvHpili XYOOUHUK, Kak 208opumcs, «Mmuroc-
moio 6oxcveti», ubli bAUCMameAbtvie ycnexu He AAsomca pemunucyenyuer, a Auutb cudemearcm-
Byiom o mom, wmo u 6 Haww IHu Moxcem npousoimu Hygo.

Fenpux MUrurtan, AmpekTop My3es COBPEMEHHOIO MCKYCCTBa ApMEHMH

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

Henry Igitian. Director, Museum of Modern Art of Armenia






ITycmp mom, Kmo uwem, He nepecmaen uckamo 90
mex nop, noka He Haiidem, u, Koezda on Hatidem,
oH 6ydem nompsceH, u, ecau o nompsce, oH 6y-
dem youbaen...

Eranreame or ®omu, 1

MHOIOMEPHDIE OB BbEKTbI PYQOJIb®A XAHATPAHA

qTO6bI NOHATL Heobbi4Hble CKyNbNTYPLI Pyaonsda Xa-
4aTpAHa, UNKU «MHOroMepHble 0BbLEeKTbI», Kak OH KX
Ha3biBaert, cnefyet 0bpatUTbCs K AByeanHomy obpasy, ko-
TOPOMY 3T 0BbeKTbl 0BA3aHbI CBOMM NPONCXOXACHUEM.
lpocnegue BHYTPEHHIOK NOMMKY MOABNEHWUA [NABHOMO
MepcoHa)xa, MOXHO CKa3aTb, 4TO ero pogawna obbiyHas
MaTb. KOHEe4YHO, A HEMHOTO CXeMaTU3npYIo, HO BCE Xe Ha-
4ano ceoero Byayuiero AyeanHoro 0bpasa xynaoXkHUK Ha-
nbonee Apko pasrnagen MMeHHo B obpase MaTepuHCTBa.
3TO W NOHATHO: Beflb UMEHHO MaTb eCTeCTBEHHO W BEYHO
roToBa K YBOEHWIO, 3TO OHa HOCKUT B cebe BTOporo, Apyro-
ro ManeHbKoro 4enoBe4ka, KoTopbin, BbIAAA U3 rnybuH ee
Tena, A0Nro, NOPOWM BCIO XM3Hb, OCTAETCA CBA3AHHBLIM C
Hew. Pyponbd XadaTpaH pUcyeT MaTb C MAAAeHLEeM, 3Ty
W3BEYHYIO TEMY B MCKYCCTBE, M NOCTENEHHO MNaaeHeL, cTa-
HOBWTCA YacTbio MaTepu, HO TaK eCTeCTBEHHO, 4TO Tbl AaXe
He 3a/laellbCcA BONPOCOM, Kak 3To npowusowno. C nepsoro
B3rNAfa KaXeTcs, 4To MaTb NPUXUMA-

XYOOXHWK nepefaeT OAHOBPEMEeHHO ABa COCTOAHWA OA-
HOro Yenoseka. Ho BMecTe ¢ TeM 3ecCh NPOUCXOAUT U Ha-
NoXxeHune [OBYX BPeMEeH, Kak Mbl Hepefko BWAWM B Ha-
CKanbHOW XWUBOMUCK, — Befb pebeHoK 3T0 3HaK NPoLLo-
ro, BOCNOMWHaHWA. Takylo 3afaqy OH NbITancs pPewuTb
elle B LeCTUAECATbIE rOAbl, KOrAa co3faean «oTKpbiTblie
opmMbl B NPOCTPaHCTBE» BCNEA 3a CBOMM y4utenem Ep-
BaHAoM Kovapom. Tak OH M300pazun Torga nexatyio
urypy ¢ AByMA ronoBamu, ofiHa W3 KOTOPbIX cnana, a
Apyras — 6oapcreoeana (cm. . Ha c. 18). Ho emy Toraa
He yaanock fobuTbCA TOro, Y4TO yAanocs cerofHs. MNpex-
[e BCero noTomy, 410, Kak OH BepHO CYUTAET cenyac — age
MONOBWHBI OAHOrO CyuwlecTBa Bbinuv copasmepHbIMK U,
rnasHoe, oAHOro Bo3pacta.

[ByeaunHsble nepcoHaxu Pynonbda Xa4arpaHa poxpa-
IOTCA B pe3ynbTaTe NAacTUHeCcKmMX U XKMBONUCHBIX NPUEMOB:
NMMAHWMA HOCa «eCcTecTBeHHO» OennT NUOo Ha 60J’IbLLIle N Ma-

eT pebeHka K rpyam, HO NOTOM OCO-
3HaeWsb, YTO Tenbue pebeHka — 31O
MONOBWHa Tena MaTepu, ero NUYMKo
BXOLAWUT B CTPYKTYPY MaTEepPMHCKOro
nuua, a ero ManeHbkas Hora CTaHo-
BUTCA OHOM U3 HOT MaTepu (1. 53).
MpocTo XyAOXKHWMK Tak pacnonoxun
urypel, YTO HUKaKOrO HECOOTBETCT-
BUS He olyuwaetca. Ho ecnu B obpa-
3aX «MaTb W OUTA» TakKoe CAusHWe
Bpoge Obl eCTECTBEHHO U NOHATHO, TO
XayatpsaH MAeT fanblue: CXOfHbIA pe-
HeHok oka3biBaetcs 8 nobom venose-
ke. Tak WMCKOHHas OBOWCTBEHHOCTb
MarepuHcTea nomorfa Pygonbdy ot-
KpbiTe MNaAeHUa B KaXXA0M U3 Hac.
Y1o Xe paer OByeauHbIA obpas,
co3flaHHbiA Pyponbcdom Xadatps-
Hom? lMpexpae Bcero, € ero NoOMoLLbIo

Xpam Ce. Punicuma. VII B. ApmeHns

Saint Ripsime church. 7th century.
Armenia
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nyto Yactu, bonblian pyka ecTecTBeH-
HO NOXWUTCH Ha NOACTaBKY, & ManocTb
Horn peberka Heobxoguma, 4TODLI
npuaate cuasaLen urype MoHymeH-
TansHocTs (mn. 55, 56) — Bonblas,
copa3MepHas Npasown Hora HapyLmna
Bbl NNacTUYeckyio LEeNocTHOCTL BCewn
KOMNO3UUMK. Tak CTYNeHn, Beayuine B
KPOXOTHbIN MapPHUIACKWIA Xpam, BbINO-
XKEHbl «C FPOMafHbIM LLArom», Kak ec-
nu Bbl B HEro nogHUManucs Hekorga
HeBeAOMbIe MMraHThbl, HO 3Ta Hecopas-
MEPHOCTb HYXHa ANd CO3AaHWsa eam-
HOrQ, rapMOHWYHOro aHcambna. Mnu
ApYyrov npumep, KoTopsIii Nobut npu-
BOAUTb Pyponbd: K MaccMBHOMY xpa-
My PUNCMM3 NpUNEnnseTcs ManeHs-
Kas, HecopasMepHas emy KONOoKOfb-
Hf, KOTOpas O4eHb eCTECTBEHHO BMW-
CbIBAETCA B aPXMTEKTYPHYIO KOMMNO3M-




Let the one who seeks seek until he finds, and when
he finds he will be shaken, and if he is shaken, he
will be surprised...

The Gospel of Thomas, 1

THE MULTIDIMENSIONAL OBJECTS OF RUDOLF KHATCHATRIAN

To understand Rudolf Khatchatrian's unusual sculptures,
or multidimensional objects, as he prefers to call them,
we need to turn to the image of the twofold unity from
which they originated. |f we follow the inner logic of how this
major protagonist of Khatchatrian's work emerged, we can
say that it was born to an ordinary mother. Of course, | am
simplifying things a little here, but it was exactly in the image
of motherhood that the artist first saw the beginning of his
future dyad. And it is quite clear why, as it is the mother that
is always and naturally ready to reproduce. She is the one who
always carries another small being in the innermost depths of
her body, and when that being comes out it keeps the old
bonds for long — sometimes for its whole life. Rudolf
Khatchatrian draws the mother and child, this most tradition-
al theme in art, and gradually the child becomes part of the
mother’s body and the change comes about so naturally that
one never wonders how it happened. At first sight it looks like
the mother is holding the child close to her chest, but then
you realise that the child is half of the mother's body: his face
being part of her face, and his little leg is also the mother's leg
(plate no.53). The artist posi-

two states of one person. But it is also a convergence of two
moments of time, something that can be often seen in rock
paintings: the child stands for the past, for one's memories.
Rudolf first approached his backing the 1960s while follow-
ing his teacher Ervand Kochar's experiments with the so
called “open forms in space” at that time he first painted a
reclined figure with two heads, one sleeping and one wide-
awake (see page 18), but he could not attain then what he
has attained now. As he himself believes, the reason was
that in these old pictures the figures had the same proposi-
tions and, more importantly, were the same age.

Rudolph Khatchatrian's twofold unities emerge as a result
of a particular sculptural and painterly technique: the line of
the nose “naturally” divides the face into the bigger and
smaller halves; the big hand is naturally laid on the pedestal;
the conjoined part of the child’s leg is necessary to endow the
sitting figure with monumentality (plates no. 55, 56) — a
bigger, proportionate leg would ruin the sculptural whole-
ness of the composition. In a similar way the broadly spaced
steps of the tiny Garni Temple, which seem to have been

tions the bodies in such a way
that one doesn't feel any
incongruity. To blend the
mother and child is apt to
appear natural and logical, but
Khatchatrian moves a step
further — in his drawings a
similar child appears inside of
any person. Thus the inherent-
ly dual nature of motherhood
helps the artist to discover a
child in every one of us.

So what does the twofold

designed for some supernatu-
ral giants of the bygone, are
indispensable for the harmo-
nious whole of the ensemble.
Or, another example that
Rudolph is particularly fond
of: a disproportionately small
bell-tower is attached to the
massive Ripsime temple. Yet
the structure naturally blends
into the architectural compo-
sition and adds monumentali-
ty to the whole. And there are
many more examples.

unity that Rudolph Khat-cha-
trian created really give him?
First of all, it helps to convey

l'opsl B 3aHresype. ApMeHns

Mountains in Zangezur. Armenia
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So, should we look for the
origins of Khatchatrian's art
and his sense of proportion in



umio u, Bonee Toro, NPUAAET € AONONHUTENLHYIO MOHY-
MEHTasNbHOCTb. Takue NpUMepbl Nerko MOXHO YMHOXWUTh.
MosxeT BbiTb, MCTOKM TBOpPYECTBa Xa4aTpsaHa, ero noHun-
MaHue NponopuMA MMeeT CMbIC UCKaTb B apMAHCKOW ap-
XWUTEKTYPHOWN Tpaguumm? MoxeT BbiTb, Tak mMatepuansHo
BOM/IOTUNIOCH €r0 HEeyCTaHHOEe BOCXWLLEHWe Lenespamu
LiepKOBHOW apxuTekTypsl? Tem Bonee 4to nosxe, yxe B
MHOrOMEpHbIX 0ObEKTax, O KOTOPbIX Pe4b HUXE, MPOABUTCA
eLLe ofHa nopasuTeNbHaa napannens ¢ APeBHUMK apxuTek-
TYPHBIMU hopMamK. B OCHOBY 3T OBBEKTOB NAKET KPECTO-
BWHA, TaK Xe Kak OHa NpWCYTCTBYET B NSIaHax KNaccu4eckmx
APMAHCKUX KPecToBO-KynonbHbix xpamos VIl Beka, oo cux
Nop OCTalOLLMXCH OQHOM 113 BEPLUMH LIEPKOBHOMO 304eCTBa.
Kcraty, cBOIO MOANKUCH, COCTABNEHHYIO M3 MHMUMANoB —
apMaHckmx Bk «P» 1 «X», Pynonbd XauatpsaH Takxe nocTpo-
N Ha OCHOBE KpecTa, Yem Bblpasun CyTb cBoel hamunmn, Ko-
TOPYIO MOXHO NepeBecTy Kak — «TOT, KTO AapoBsaH Kpectom».
OpHako BepHeMca k ABYeOMHOMY NEPCOHaxy XYQOoXKHMKA.
Kak v Bcerga Ha u3obpaxeHuax MaTepUHCTBA, [axe BHe
BAVSHWA Npaobpasa boromartepy, pebeHok MbICTIMTCH Manb-
YUKOM. Xa4aTpaH xe HagenseT Manyio nonosuHy AByeanHo-
ro Tena ManeHbKoW rpyasio, Ho «pebeHok», TeM He MeHee,
He BOCNPUHUMAETCA Kak CyLLIeCTBO XeHCKoro nona. Boobule
Tema aHaporvHu3ma B pabotax Pygonsca XadatpaHa npu-
CYTCTBYET He BCerfa fBHO W Bceraa HeHaeazymeo. CABOeH-
HOCTb NONa ero NepcoHaka ckopee yrafblBaeTcs. Tak B KaXkaom
13 Hac Pynonbg Xa4aTpaH pas3rnagen He ToNbKo 3aTavBLue-
rocs pebeHka, HO 1 CyLIECTBO NPOTMBONONOXHOrO Nosa.
[OByeavHbiin 0Bpa3s, cozaaHHbIA Xa4aTpsiHOM, HauMHaeT
XUTb M0 CBOMM 3aKOHaM. XYAOXKHWK Xe NULlb CeauT, Kak
OH pa3BuBaeTca, U UKCUPYET 3TO B CBoMX paboTtax. Paznu-
Yve B MoBeAeHUU ABYX NMOMOBWMH Nopoauno bonbluyio ce-
puio paboT, KoTopan Nofy4Mna HassaHue «[1Ba CoOCTOAHUA.
Mo3xe, NprobpeTLLNE CPaBHUTENBHYIO CAMOCTOATENBHOCTL
NONOBUHKW OAHOrO AByeauHoro obpasa Havanu BCTynath
BO BCEBO3MOXHbIE B3aMMOOTHOLLEHWA C APYIMMM «NapHbl-
MW CyLLLECTBaMMY» (171, 71), 4TO AaN0 XM3Hb Credyiollen ce-
Py, ryCTo HaceneHHoW MHOXECTBOM ABYeAuHbIX uryp.
[lByeanHbiit 06pa3 He TONbKO XMBET Mo CBOUM 0COBbIM
3aKOoHaM, HO 1 NO4TK BUoNorMyeckmn pasmMHoxaercs. Tak, B
cepum paboT «YMHOXEHUA» NONOCTU CYLLIECTB C «OTKPbITbI-
MW chopmamu» ByKBanbHO NOPOXKAAIOT TaKMX XKe CyLecTs
(un. 80), NOPON ¢HOBOPOXAEHHbIE» NPOCTO KMLLAT Ha
BonblUIOM LEeHTPanbHOM TeNe, OTBEPCTUA KOTOpOro Beay-
[epXKHO BKIIOHAIOTCA B NPOLLECChl CAMOYMHOXEHUS.
Ho nByenuHbiv repoit Pyponbca XavatpaHa passumsan-
€A 1 cam no cebe, [0 TeX NOP, NOKa [Ba COCTOAHMA €ro co-
CTaBNAOLIMX He BbIKPUCTaNM30Banuce, a Becs obpas He
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npviobpen «kaHoHWYecknn» Bug,. «PebeHok» C oTpelleHHON
yNbIOKOI CTan cMOTPeTb Ha Hac aHdac, a «MaTb» NoBepHy-
na ronosy B Npounb 1 ee 3a0CTPUBLLMIACA HOC, BbITAHYN-
cq B Buae kmosa (1. 90). OT «Matepu» «KaHOHWUHeCKom»
curype gocranace Gonbluas Hora, kotopas npugana yc-
TOMHMBOCTbL BCEW KOMMO3MLIUM.

Ha 31om 3Boniouna asyeauHoro obpasa, oaHako, He 3a-
Beplmnack. B nonckax yHmsepcansHoM «hopmMynbl Yenose-
Ka» XyAO0XKHWK Ha BPEMS OTXOMWT OT CBOEIO «KaHOHWNYeCKo-
ro» obpasa 1 Ha4YMHaET CO30aBaTh Lesble cepuyt CTPaHHbIX
KOMMO3ULWIA, COCTABNEHHbIX U3 PYK U CUMMETPUYHBIX, 06-
pasyloWwmx CBacTUKy Hor (ua. 122). Mozxe 311 nnactuyec-
KWe 3KCNepuMeHTbl ecTecTBEHHO W OpraHU4HO AOMONHAT
yXe YCTOABLUMIACA «KaHoHW4eckuin obpa3s», Tenepb yxe
OKPY>KEHHbIN MHOXECTBOM HOT, Kak Obl ayLLmX No Kpyry,
a BCA urypa, oTopBaBLUMCL OT 3eMNn, Ha4HET BpallaTbCs
BOKPYIr OCK, NPOXOAALLEN Yepes LUeHTp KoMno3mumn. Tak
AsyenauHon «dopmyne yenoseka» Bbino coobuieHo aBu-
XKEHUE — BEYHOE BpalleHue.

Ho Bce 370 NoKa NPOUCXOAUT Ha NNOCKOCTU XONCTa Unu
Bymaru B AByXMEpHOM NpOCTpaHCTBe. BbissneHHas Pyaons-
dom XaqaTpaHoM «popmMyna Yenoseka» TeM BpEMEHEM Npo-
LOmKaeT pasBuBaTthca. XyooxXkHWK BecnpectaHHo 3kcnepu-
MEHTUPYeT, Co3[aBas NonyTHO Lienble cepum pabort, kaxaas
13 KOTOPbIX MOrfna Bbl cTaTh ANA MHOMO MacTepa NpeamMeTom
TBOpPYECTBa Ha BCIO XW3Hb. OfHaKO He Moxellb 0cBobo-
OUTbCA OT OLLYLIEHWA, YTO POAMBLLAACS HEKOraa u3 nnoao-
HOCALLIMX NonocTen AyeavHblx 06pa3os «opmyna» Haum-
HaeT CaMOCTOATENBHO M FaPMOHMYHO YNPOLWATLCA, a Camiu
paboTbl BCce BonblUe YCNOXHAITCA — XOTA Bbl NOTOMY, HTO
1306paxeHe BLIXOAWT B TREXMEPHbIMA MUP.

Bce Ha4yanock € TOro, Y4T0 XYAOXHWK COBEPLUM HECAOX-
Hyl0, ka3anocb 6bl, onepaunio. OH B35N [Be Bblpe3aHHble
0 KOHTYPY Mogenu «hopmMynbl» (TR, 4TO YCTOMYMBO CTO-
WT Ha 3eMne), NepesepHyN OLHY M3 HUX rONOBOW BHW3 U
BCTaBW/ B CneuManbHbIA Nas, pacnonoXeHHbIN B Apyroun,
Tak 4YTo obpa3oBanvck ABe B3aNMMHO NepneHAVKyNapHbIe
nnockocT. Matematuk onucan bl 3Ty onepaumio Kak npo-
CTOW CUMMETPUHECKNIA NepeHoc. B utore nonyymnacs npu-
4yanueas ckynbnTypa c HeKOW 3aTaeHHON CUMMETPUYHOC-
Tbio. Mprdem ee rnaBHas XKW3HEHHan NOTEHLUSA COCTORANa B
TOM, 4TO COCTaBnALIME ABYX CKPEWEeHHbIX ABYEAMHbIX
00pa3oB akTUHECKM MNONYYMIM HEOTPaHMYEHHYIO BO3-
MOXHOCTb MepexoanTb 0gHa B ApYryio.

B otnuuue or ABYXMEpHbIX CBOMX ABOWHMKOB, KOTO-
pble Mo TOMY e NPUHUMAY MHOXECTBEHHOM B3aMMOCBA -
3K 3aHUManu Bonblne NNOCKOCTN KapTuH, TpexMepHas

J <dopmyna» pa3BopayvBaeTcs U3 OfHOM MNOCKOCTU B



the tradition of Armenian architecture? Was his art a prod-
uct of the inexhaustible admiration for the masterpieces of
local Christian architecture? We have a right to affirm it
even more so as in his later multidimensional objects
another striking parallel with the ancient architectural
forms will be disclosed. The works, which will be discussed
below, are formed around the shape of the cross, which is
also the core feature of the seventh century “cross-and-
dome” structures that still remain among the most signifi-
cant masterpieces of ecclesiastical architecture.

By the way the two Armenian letters which compose
Rudolph Khatchatrian's signature together also make up
the shape of the cross. This was the artist's original way of
conveying the meaning of his surname, which can be
translated as “that who is given by the Cross”.

However let us go back to the artist's twofold unity.

Even leaving aside the powerful influence of the image of
the Virgin and Child, in traditional representations of moth-
erhood the baby is always perceived as a boy. Yet, contrary
to this common perception, Khatchatrian gives the smaller
part of the twofold body a little female breast. However the
baby does not automatically become a girl. In Rudolph
Khatchatrian's works the theme of the duality of the protag-
onist's sex is not always explicitly stated or manifested, but
only implied. Thus in each one of us Khatchatrian sees not
only a hiding child, but also a being of the opposite sex.

The twofold unity created by Khatchatrian starts living
according to its own laws. The artist's job is just to observe
the development of the image and to represent it in his
works. The difference in the two halves' behaviour gave
rise to a large series of works, which the artist called The
Two Sates of Being. A little later the two halves of the
twofold unity became relatively independent and began to
develop all kinds of possible relationships with other “dual
beings” (plate no.71). This led to the next series of works
densely populated with a variety of twofold figures.

The twofold unity does not just live according to its own
laws, but is also capable of almost biological reproduction.
Thus in the series Multiplication the hollows of the crea-
tures with the “open forms” literally give birth to the same
kind of creatures (plate no.80). Sometimes the "new-
borns” simply swarm on the big central body, whose open-
ings tirelessly enter the processes of self-generation.

Rudolph Khatchatrian's image of the twofold unity also
developed by itself until the two states of beings acquired
their own identities and the image as a whole became
“canonical”. The “child” with his estranged smile began to
look straight at us, and the “mother” turned her head in
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profile while her sharpened nose grew longer now resem-
bling a bird's beak (plate no.90). The “canonical” figure
inherited a big leg from the mother — a device that yet
again gave monumentality to the compositional whole.

However that was not the end of the evolution of the
twofold unity. In his quest for a universal “formula of man”
the artist temporarily abandons his “canonical image” and
begins a new series of strange compositions representing
the symmetrical, positioned to form a “swastika”, arms and
legs (plate no.122). Later these “sculptural” experiments
naturally completed the already established “canonical
image”. Now the old image is surrounded by many legs,
which form a circle around it, while the whole composition
starts levitating above the ground and rotating around its
own centre, Thus the twofold “formula of man” was given
movement — the movement of perpetual revolution.

However all of this was still happening on the surface
of the canvas or paper, i.e. in two dimensions. But the
newly revealed by Khatchatrian “formula of man” contin-
ued to evolve. The artist does not stop experimenting, in
the meantime creating the whole series of works each of
which could provide some other artist with enough mate-
rial for the lifetime exploration. Simultaneously one can-
not help thinking that the once produced by the fertile
hollows of the twofold unities formula is independently
and naturally becoming simpler, while the compositions
themselves are now more complex. This newly acquired
complexity is due to the fact that the representations now
exist in three dimensions.

Everything started when the artist did a seemingly sim-
ple thing. He took two cut-outs of the “formula's” models
(the ones that stand firmly on the ground), turned one of
them upside down and inserted it into a slot on the other
model, thus creating two perpendicular plains. A mathe-
matician would probably describe this operation as a simple
symmetrical transfer. The product of this transfer is a
peculiar sculpture with a hidden symmetry. Moreover, its
main vital potential results from the unlimited opportuni-
ties of merging with its counterpart, which each of the
intersected twofold images had acquired.

Unlike its two-dimensional predecessors, which in
accordance with the same principle of multiple interac-
tion occupied the large areas of the earlier paintings, the
three-dimensional “formula” revolves from one plain into
another. Besides, the revolution happens in time, as the
sculptures are initially conceived as slowly rotating.
Therefrom comes the name of Rudolph Khatchatrian's
“multidimensional objects”. The continuous interactions



APYryio, K TOMY e 3TO pa3BopaynBaHue NPoUCXoanT BO
BPeMeHM, TaK Kak CKynbnTypbl B MPUHUMME 3ayMaHbl Kak
MeaneHHo Bpalaioumecs. OTCI0[a U Ha3BaHUe «MHOro-
MepHble 0BBbeKTbI», KOTOpPbIM Pyaonbd XadaTpsaH okpectun
CBOW CO3[aHMA. beckoHeyHble B3auMonepexosl cocTas-
naoWwmx «copmynel» ctanu eule bonee HeynoBUMBbIMK,
korga Pynonbsd XauatpaH ckpectun ase cBacTMKoOnonob-
Hble Urypbl, Kaxaas u3 KOTOPbIX yXe «Bpallanacb» B
cBoew nnockoctu (mm. 91).

MoxHO ckasaTb, 4To 3TU Urypbl 0OPeYeHbl Ha BEYHbIE

ABOVHUKK, KOTOPbIe, NOA0BHO CBOWUM MUONOTUYECKIAM Na-
pannenam — uaeHTUYHLIM BnrsHelam, NOpoi NpeacTasnaioT
cobou npamMbie NPOTMBONONOXHOCTW. BuanmMo, nostomy He-
KOTOpble 0bbeKTbI cocTaBneHb! 13 Benon 1 yepHou «copmyn
yenoseka» (. 102). XoTa cama «popmMyna» HesBHO aHapo-
rVHHE, Takas YepHo-6enasn napa HaNOMUHAEET KEHCKO-MyX-
CKOe eAMHCTBO WHb-AHb. Kak BuaMM, B co3aaHum addekTa
MHOrOMEPHOCTN B 0ObekTax Pynonbda XayatpsHa cyulect-
BEHHYIO PO/b UrPaloT 3epKanbHOCTb U «ABOMHUYECTBOY,

B cBOMX MHOromMepHbIx 0BbekTax XyaoXkHUK 3aencTBO-

B3aumonepexofel, Gnarogaps BHYyT-
PEHHEMY «KaHOHWYECKOMY» [BY-
€[MHCTBY U UCKOHHOW 3epKanbHOCTIA,
A Bbin CBUAETENEM TOrO, KaK 3M1IeMEHTbI
CNOXHbIX, CKPeLleHHbIX uryp Heo-
XnpaHHo, camu no cebe (6e3 sepoma
XYOOXHWKa W K ero yauBneHnio) ne-
pexoawan OauH B ApYyron.
MHoromepHsle 06beKTbl — CKyNb-N-
Typbl — Pynonbcha XadaTpsHa O4YeHb
XWBOMUCHBI. V1 He TONbKO NOTOMY, YTO
Ha HeKOTOPbIe U3 HUX HAHECEeH PUCYHOK
(1. 97), NoaBepKeHHbIN, Kak U camu
(burypsl, BEYHbIM B3aUMOMEPEXOAaM.
XyOOXHUK MHOTAA CO3QaeT Lenble ce- \
puK xunBonNucHbIX pabot, beps B kade- 41\
CTBE HaTypbl, UMK CKOpee BOOXHOBUTE-
ng, TOT U MHOW pakypc Kakoro-nmbo
MHOromMepHoro obbekTa (u. 98).
Boobuie mHOromepHsie 06beKkTbI
Pyponbda XaqatpsaHa npeactasnsaior cobom yamMBUTENbHBIRA
Crnas CKyNbATYPbl, XUBOMUCK WM PUCYHKA, BEpHee, U3Ha-
4anbHoOEe eIMHCTBO 3TUX TPeX apTUCTMHeCcKMX crnocobos ca-
MoBbIpaxeHus. ObbekTbl — camu no cebe ckynbnTypsl,
npyYeM co BCemu NpUCYLLMMW STOMY BUAY WUCKYCCTBA rpa-
AaumsaMm — [OCTaTOYHO CKasaTh O penbedax pasHon rnybu-
Hbl, KOTOPLIMM HacTo cHabxaeT XadaTpsaH obe CTOPOHbI CBO-
WX CKpeLLeHHbIX nnockux guryp. O XMBOMMCHOM Hadane
MHOFOMEpHbIX OOBEKTOB Mbl YK€ CKa3anu, PUCYHOK Xe HB-
CTBEHHO NPOrNAabiBaeT B KOHTYpax «hopMyn», 13 KOTOPbIX
OHW COBMPAIOTCS, UK XKE NPUCYTCTBYET B HEKOTOPbIX 0Bb-
€KTax B Ka4ecTBe [OMONHUTENLHOMO CPeLCTBa BbIPDAXEHWS,
Kaxpaana nnockocts MHoroMepHoro obbekta nocTpoeHa no
3epKanbHOMy nNpuHUMny: obe ee CTOPOHbI NOBTOPSIOT OfHa
APYryio He TONbKO CBOWUMM KOHTYPaMM, HO W HarnnactoBaHus -
mu. OpHako bonee cyLLecTBeHHa VX MyBUHHas, CkpbiTas 3ep-
KanbHOCTL. Befpb Xy[0XHWK NOPOANN KX 13 ABYX NOBEPHYTHIX
Ha 90° 1 nepeBepHyTbIX MAEHTUYHBIX dumryp. Mo cytu, 310

boromateps ¢ MAaAeHIIEM
Munnariopa XIV 8. Apmenns. @parmeHT
Virgin Mary with Baby Jesus
14th century miniature. Armenia. Fragment

Ban elle oAHO YAMBUTENLHOE ABNe-
HWe, umeloulee cyrybo ABYXMEpHYIo
npupoay, KOTopoe, HapasHe C 3ep-
KanbHOCTbIO, MPUBMEKANo ero BHUMa-
HUe B pa3Hble Nepuoabl TBOPYeCTBa.
Peub upet o TeHu. Kaxpas noeepx-
HOCTb ecTecTBeHHbIM 0bpazom bpoca-
€T Ha CKPELLEHHYIO C Her NNocKoCTh
TeHb, MOBTOPAIOWYIO KakK BHellHue
KOHTYpPbI, Tak U BHYTPEHHWE OTBep-
ctua. B koHue 1996 roga xyAoXHWK
BMEPBbIE 3apUCOBaNn 3TUX HENOCTOSH-
HbIX rocTer U3 ABYXMEPHOro M1pa Ha
TOW NOBEPXHOCTK, A OHU NOABUAUCH.
3aTem OH NosepHyn 0BbeKT Takm 06-
pasom, 4Tobbl «NOMMaTE» TeHb Ha Mo-
BEPXHOCTK COCENHeN NNOockocTy. U Tak
OH Npogenan YeTblpe pa3a. Ytobsl no-
NY4UTL TeHK, obpasyiowmecs o1 Toro
K& UCTOYHWMKA CBETa Ha YeTbipex apy-
TUX MOBEPXHOCTAX, XYOAOXHWKY MPULLNIOCH MepeBepHyTL
obbekT 1 Npofenartb Ty Xe onepaunio — 6naro Bepx 1 HU3
3/[leck BNonHe nepecrasnmMebl. B pesynbTate Bce NoBepxHOCTIA
NOKPLUIMCL Y30pami 3acTbiBLUEH TEHU, KOTOPas pPa3sepHy-
nack ocobbiM obpasom Bnaroaaps ABUXEHWIO — BPEMEHU.
Tak MHOroMepHbie 0BBeKTbI NONYYAIOT ellie OAHO AONONHM-
TeNbHOE NOATBepXKAeHWe CBOeMy Ha3BaHwio — Bnarogaps
TeHn (un. 156), KoTopas B CBOIO 04epenb NORBMNACH 3AecCh
Bnarofaps YETBEPTOMY U3MEPEHUIO — BPEMEHU.

Cnenyert ckasatb ele 06 ogHOM CyLLeCTBEHHOW ocobeH-
HOCT MHOrOMepHbIX obbekToB Pygonbda Xadatpasa. Mo-
0obHO TOMY Kak MPOYHO CTOSIBLUAR HAa HOre ABYXMepHas
«hopmyna Yenopeka» OTOpBanack OT 3eMAM 1 Ha4ana ceac-
TMKOODPa3HO «BpallaTbCi» B MPOCTPAHCTBE, TPEXMEepHbIe
0ObeKTbl CTanu «OTPbIBATLCH» OT MNOACTABOK-NOCTAMEHTOB,
Ha KOTOPbIX OHW NOKOWNWCL. [INA 3TOro XyA0XKHUK 3aKTo4UN
nepexkpeLLuBaoLLmMecs NNOCKOCTU CBOMX ODBLEKTOB B cTek-

 NAHHbIE NNaCTWHbI 1 YCTAHOBMN MX Ha Bpallaloumecs nog-



of the components of the “formula” here become even
less tangible as Khatchatrian links the two swastika-
shaped figures, each of which had already been rotating
in its own dimension (plate no.91).

We can say that these figures are doomed to continuous
interaction due to their essentially twofold nature and orig-
inal propensity to reflect. | myself have witnessed how the
elements of the complex intersected figures, unexpectedly
and to a great surprise of the artist, began to merge with
one another.

Rudolph Khatchatrian's multidi-
mensional objects or sculptures are
extremely picturesque. And this is due
not just to the drawings inscribed on
some of them (plate no.97), which are
also subjected to continuous interac-
tions (just like the figures themselves
the drawings merge with one anoth-
er). Sometimes the artist created the
whole series of paintings taking as his
model or, rather, his inspiration one or
the other view of a particular multidi-
mensional object (plate no.98).

Rudolph Khatchatrian's multidi-
mensional objects present an amazing
mixture of sculpture, painting and
drawing or, rather, an original unity of
the three modes of artistic expression.
The objects in themselves are sculp-
tures, as they have all basic character-
istics of this kind of art: we should only mention the sculp-
tural relieves of various depths, which Khatchatrian
inscribes on both sides of his intersected flat figures. We
have already discussed the painterly root of the multidi-
mensional objects. As for drawing, it is clearly seen in the
outlines of the “formulas”, which compose the whole of
the sculptures. Alternatively, it is present in some of the
objects as an additional expressive device.

Every plain of the multidimensional object is construct-
ed according to the mirror principle: each of the sides
repeats the other not just in its contours, but also its layer-
ings. However the inner hidden mirror-quality of the
objects is even more important. The objects themselves are
made of two identical inverted figures. However as often
happens in mythology, identical twins can be the exact
opposites of each other. Perhaps that is why some of the
objects are composed of black and white “formulas of
man”. Although the formula itself is implicitly androgenic,

3nax sedHocTu. Peased XVII B. Apmenns

The Sign of Eternity
17th century relief. Armenia
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such a black-an-white dyad recalls (plate no.102) the mas-
culine-feminine singularity of Ying and Yang. Thus, we
can see that the mirror-effect and twin-quality play a sig-
nificant part in the creation of the effect of multidimen-
sionality in. Rudolph Khatchatrian's objects.

In his multidimensional objects the artist employed one
more amazing phenomenon, which, like the mirror effect,
attracted his attention during the different stages of his
career. | am talking about shade here. Each of the surfaces
naturally casts shadow on the intersecting plain. The shadow
organically repeats both the outer con-
tours and inner openings. In the end of
1996 the artist for the first time drew
these ephemeral guests from the two-
dimensional world on the surface where
they first appeared. Then Khatchatrian
turned the object as to capture the shad-
ow on the surface of the neighbouring
plain. And he did it four times. In order to
capture the shadows cast on all four
plains from the same source of light, the
artist had to turn the object upside-down
and perform the same operation all over
again (luckily ups and downs here are
interchangeable). As a result all surfaces
are imprinted with patterns of still
shades (plate no.156) positioned in a cer-
tain way due to movement — the move-
ment of time. Thus the "multidimension-
al objects” once again confirm their
name and that is thanks to the play of shade, which in its turn
appears here as a cast of the fourth dimension — that of time,

We should also mention one more important characteris-
tic of Rudolph Khatchatrian's multidimensional objects. Just
like the two-dimensional “formula of man”, which used to
stand firmly on the ground and then suddenly took of and
began to “rotate” in space, the three-dimensional objects
left the pedestals, on which they used to rest. To reach this
effect the artist confined the intersecting plains of his
objects between the glass plates fixed upon the rotating
pedestals. Now the figures appeared hovering in the air.
Although the movement, conditioned by the technical task,
is performed around the vertical axis, which helps to empha-
sise the cross-shaped foundation of the multidimensional
objects, and given the constructive particularities of the indi-
vidual parts of the composition, hypothetically the objects
can rotate around any axis. In this sense the multidimension-
al objects come close to the spherical shape although visual-




CTaBKK, Tak YTO OHW Hadanu Kak Bbl NapuTL B Bo3ayxe (M.
157). X015 ABUXKEHME OCYLLIECTBNAETCA BOKPYr BEPTMKANbHOM
ocK, 4To OBYCNOBNEHO TEXHUYECKOW 3afauqei 1, KCTatu, nog-
YyepkuBaeT KpecrtoobpasHylo OCHOBY MHOrOMepHbIX 0bbek-
TOB, OHW B MPUHLMMNE MOTYT BpaLLaTbCa BOKpYr nobown acu,
Bnarofaps KOHCTPYKTUBHbIM OCOBEHHOCTAM COCTaBNSAIOLLIAX
WX NepBO3MIEMEHTOB. B 3TOM cMblcie MHOrOMEPHBIE 0DbeKTb
N0 CBOEW CyTH BAV3KM K LUapy, XOTA BU3YaNbHO B HUX AOMW-
HWPYeT KpecToBUOHbIA OCTOB. BMoumo, MMeHHO K Takow
naeanbHoOW reoMeTpuyeckon GopmMe 1 CTpemMmnach B CBOEM
camopassuTK «popmyna Yenoeekar. Mo3ToMy He Cry4arHo
LUap BXOAMT B KOMMO3ULIMIO HEKOTOPbIX MHOFOMEPHbIX 00b-
ekToB Pynoneda XadatpaHa (un. 137).

TyT NPUXOAWUT Ha yM «LIapoBUAHBIMY 0Bpa3 nepsonio-
Oer U3 AgpeBHero muda, BOCNPOM3BEAEHHOrO B Auanore
MnatoHa «Mup». CornacHo 3TOMy MUY, HaWW Npenku
WUMENKU No ABa NUua, YETbIPe PYKK M YeTbIpe HOrK 1 Bbinu
aHAPOrMHaMM, COYETas MYKCKOe U XeHckoe Havana. ([sy-
eanHbii 0bpa3s Pyponbda Xa4atpaHa ToxXe He NULIeH, Kak
Mbl BAOENM, aHAPOrMHHBIX YepT.) 3TOMY naeanbHOMy Co-
CTOSHMIO NPULLIEN KOHel, Koraa 3eBC, Haka3as MX 3a rop-
[OCTb, pa3pybun kaxaporo Baonb. W ¢ 1ex nop nioam vyt
CBOIO YTEPAHHYIO NONOBUHKY. B 3TON CBA3M MOXHO BCMOM-
HWUTb TakXKe CNoBa U3 rHocTudeckoro EBanrenuns ot Gunumn-
na (71) o Tom, 4t ecnv EBa CHOBa BomAaeT B Alama, U OH ee
npuvmeT, To cMept Bonblwe He Byper. YMeCcTHO Hanom-
HWUTb, YTO y>Ke ABYXMepHan CBacTUKONOLODHas «Bpallalo-
wanca» «popmyna» Pyponbga XayaTpsHa HanomwHana
3HaK BE4YHOCTU, U3BECTHbIN BO MHOTUX KYNbTYPHbIX TPaau-
umsax. OgHako K ero MHoromepHbiM obbekTam elle Bonee
NpUMeHUMbI CNOBa U3 ApYroro rHoctiyeckoro EBaHrenns —
ot @omebl (27): «Korpa Bbl caenaeTe ABOVIX OQHWUM, 1 KOTaa
Bbl CLlenaeTe BHYTPEHHIO CTOPOHY Kak BHELLHIOI CTOPOHY,
¥ BHELLHIOKD CTOPOHY Kak BHYTPEHHIOK CTOPOHY, W BEpX-
HIOIO CTOPOHY Kak HWXHIOK CTOPOHY,..KOrAa Bbl caenaere
rnas BMecTo rnasa, U pyKy BMecTo pyku, U HOry BMECTO HO-
r, obpa3 Bmecto obpaza, — Torfa Bbl BOWaeTe B [LUapcT-
Bue]»*. Pyponbd XavatpaH niobun npuBoavTh 3TM CNOBA
3a[101r0 710 TOro, KaK ero AByefuHbI 06pa3s, PoAMBLLMCH
oT 0BbIYHOM MaTepy 1 Pa3BUBLLMUCE MO CBOUM 0COBbIM 3a-
KOHam, BONNOTWN 3Ty UAEI0 B MHOTOMEpPHbIX 0BBbeKTax.

W HakoHeL, X04eTcs ckasaTb O CaMOoWn YAWUBUTENLHOW
0CODEHHOCTV MHOTrOMEpHbIX 0OBLEKTOB, NMPUBAKXKAIOLLEN
TBOpeHus Pyponbda XadaTpaHa Kk MUpy Npupogsl Ha ca-
MOM FNYyBUHHOM, «KNETOYHOM» YPOBHE.

* Esawrenus or @ununna u o1 QoMb UMTMPYIOTCA B Nepesofie
M.K. Tpothumoso.
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MHore Xy[oXHWKW, BOCXMLWAACL MPUPOLOM, CTPEMW-
NIUCb CamMbIMK pa3HbiMK cnocobamu nepearts ee cyTb — oT
CKpYNyne3Horo KonMpoBaHWA MM BbIXBATbIBaHWUS MUMO-
NETHbIX COCTOAHUIA A0 NOAPaXaHW U haHTa3ni Ha ypoBHe
Mukpobuonorun. OfiHako BCe 3T NOMbITKKA — OT ApeBHew-
LUXX [0 YNbTPacoBPEMEHHbIX — OCTaBaNUCh NLLb NOMbITKE-
MW OTPa3nTb, PacKPbiTh UK B JyHLIEM Cly4ae BMELUATbCH B
NPUPOLAY, KaK 3TO AenaloT CerogHs HeKoTopble KOHLEenTya-
nucTbl. Pyponbg XaqatpaH, Kak Mbl yxe yrnomuHanu, Toxe
cTan u3obpaxate HeyTo Bpode BUONOrMYeCKOro pasmHo-
XKEHWA CBOUX ABYyeAuHbIX (uryp. Ho B ero MHOroMepHbIx
obbekTax 3T NpoUeccsl NPOABUANCL COBCEM Ha APYrom
ypOBHe. Al y>Ke roBopun, YTo XyAOXHUK NOpPOW CO3aAaBan
XKUBOMUCHBIE NPOU3BEAEHMSA, NEPEHOCA Ha XONCT TO UMK
WHoe nonoxeHne obbekTa. Tak BOT, C HEKOTOPLIX NOP OH
cTan PUKCUpPOBaTh TakUe Cy4alHbIe OCTaHOBKU OOBLEKTOB,
(HanomHio, 410 3T 0BBEKTLI He TONLKO MO TEXHUYECKOMY
3amMbiCny, HO 1 NO CBOEW NPUPOLE BEYHO BPALLAIOTCA, a WX
NepBO3NeMEHTbI BEYHO NepexoasT oamH B Apyrown.) C uso-
BpaxeHus, Ha KOTOPOE CUHXPOHHO HANOXUNUCh COCTOAHUA
obbekTa B MOMEHT UKCALMIA, XYOOXHUK AenaeT 3epkarb-
Hoe oTobpaxeHue, 3atem no 0BoUM KOHTYpam Bbipesaer
aHepHbie WabnoHbl, BCTABAAET UX APYr B ApYra, Kak oH
370 genasn ¢ oTaenbHbIMU «chopMynamin», — 1 NONy4aeT Ho-
BbIi MHOTOMEPHbIA 0BbLEKT, NOPOXAEHHLIN — He hury-
panbHo, a BykBanbHO — nepsbIM. Tak OH MHOTAa NPOAENbI-
BaeT HECKONLKO pa3. HoBbIn 06bekT (1. 41) MoxeT no Ton
Xe Cxeme NopoamnTh elle ofauH 0bwekT (1. 40) — n Tak oo
BeCKOHEHHOCTU, HE B peanbHOCTY, KOHEYHO, 3 B MOTEHLIMMN,

Al Bcera npuCTanbHO Cneaun 3a TBOPHECKMMK NOMCKa-
MKW Pyponbda XadatpsHa, Ho Korfa y3Han ob 3ToM oTKpbI-
AW XynoxHvika, Bein noTpsceH ero Haxopkow. Bedb OH,
€am TOro He 0co3HaBas, hakTHHecKM 3aHUManNca AeMuypri-
€1 — a WHaYe 3TO He Ha30Belllb — Ha «KIEeTOYHOM YPOBHEY.
«lMNepsonpeaok» NOPoOXaan HeKOe NOTOMCTBO, a XYAOXHMUK
Bpan y Hero «KreTky», Aenun ee no 3aKoHam ceoei «buo-
NOrKKM» 1 AaBan 3Ton KNeTke BO3MOXHOCTb BbIPaCTH B HO-
BbiIi 06BeKT. Tak OH nony4an GakTUyYeck IUHUK-NOTOMCT -
Ba, y Kaxaoro u3 kotopbix Gbln cBOW npapogutens — He
MUDUHECKUIA, a KOHKPETHBIW, CTOALWMIA TYT Xe, B MacTep-
CKOW XyaoxkHWKa. U a yxe He Bbin yameneH, koraa Bckope,
BMOMMO, MOBUHYACL Norike BUONOrMHecKoro paseuTus,
XYOOXHWK pellnn CKpecTUTb NMOTOMKOB Pa3HbIX «nepBo-
npeakos». [Ba notoMka oBbEeaMHUNUCE Ha MrHOBEeHWe
(Bbinv BAETLI APYr B ApYra COOTBETCTBYIOLME WabnoHsi),
3T0 eUHEeHWe «NOArNsAen» U 3aUKCUpoBan XYLOXHUK,
3aTeM NOpoAun HOBOTO, rMBpuAHOro, NOTOMKA MO YXe Ha-

Z NaxeHHoW cxeme BocnpouwsseneHus (un. 224). To, 4to B



ly the cross still dominates the composition. Perhaps the evo-
lution of the "formula of man” was striving to reach precise-
ly this kind of geometrical ideal. Therefore the inclusion of
the sphere into the compositions of some of Rudolph
Khatchatrian's objects is not accidental (plate no.137).

Here the sphere-like image of the fore-humans from the
ancient myth reproduced in Plato's Feastimmediately comes
to mind. According to the myth the ancestors of men had
two faces, four arms and four legs. They were also andro-
genes, which combined both male and female beginnings
(as we have seen Rudolph Khatchatrian's twofold unity also
has the androgenic features). Zeus put an end to this ideal
state of being, when, as a punishment for sins, he split each
person into halves. Since then people have been searching
for their lost halves. We can also recall the Gnostic Gospel
from Philip (71) according to which if Eve re-enters Adam
and he accepts her, death will be no more. Here it's worth
reminding the reader that Rudolph Khatchatrian's rotating
swastika-shaped two-dimensional “formula” already
looked like the ancient sign of Eternity known to many cul-
tural traditions. However words from another Gnostic
Gospel — that from Thomas (27) are even better suited for
the multidimensional objects: “When you make two into
one, and when you make the inner side like the outer side,
and the outer side like the inner side, and the upper side like
the lower side.. when you make an eye in place of an eye,
and an arm in place of an arm, and a leg in place of a leg,
and an image in place of an image, — then you will enter
[the Kingdom].” Rudolph Khatchatrian loved citing these
lines long before his twofold unity, which was born to an
ordinary mother and evolved according to its own laws,
embodied this idea in the multidimensional objects.

At last | would like to talk about the most striking char-
acteristic of the multidimensional objects, which brings
Rudolph Khatchatrian's creations close to the realm of
nature and, and that is on the cellular level.

Many artists delighted by nature strove to express its
essence by different means: from detailed copying or
attempts to capture the fleeting states of being to imita-
tions and fantasies at the level of microbiology. However
all these attempts — from the most ancient to the ultra-
modern ones — have always remained just attempts to
reflect, reveal or at best interfere into nature’s being (as
many conceptual artists do today). Rudolph Khatchatrian,
as we already mentioned, also began to represent some-
thing like biological reproduction of his twofold figures.
However in his multidimensional objects these processes
were revealed on a totally different level. | have already
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explained how the artist often made paintings by transfer-
ring one or another position of the object onto canvas. But
then there came a moment when he began to take record
of such arbitrary stations of the object. (I wish to remind
the reader that these objects rotate not just because of
their technical design but also in accordance with their
nature, while their original elements continuously interact
with one another.) The artist uses the image of the syn-
chronically superimposed states of the object’s being at
one particular moment to make a mirror reflection. Then he
cuts out the plywood models along both outlines, inserts
them in one another (just like he did with individual “for-
mulas”) and thus gets a new multidimensional object which
has literally been generated from the old one. Sometimes
he performs the operation several times. Following the
same pattern, the new object (plate no.41) can generate
yet another "being” (plate no.40) and so it may go on
(though only potentially and not in reality).

| have always closely followed Rudolph Khatchatrian's
artistic experiments. Yet | was shocked when | found out
about this particular artist's discovery. The artist was sub-
consciously engaged in “demiurgical creation” (I can't find
another name to describe it) on the cellular level. The fore-
fathers generated offspring, and the artist took a “cell”
from it, divided it in accordance with the laws of biology
and gave it an opportunity to grow into a new object. Thus
the artist practically created genealogical lines, each of
which had its own not mythical but a real forefather, which
stood just there, by its side — in the artist's studio. And
later, | was no longer even surprised when, perhaps, fol-
lowing the logic of biological development, the artist
decided to “interbreed” the descendants of different fore-
fathers. The two descendants merged together for an
instant (as the two models were inserted into each other)
and the artist pried at the union and recorded it in his work.
Then he generated a new hybrid offspring according to the
already established reproductive model. The fact that at
the moment of the offspring's “coupling” the artist
diverged from the principle of reflective self-generation,
does not obscure but, quite the opposite, makes transpar-
ent our biological interrelation. Indeed, every descendant is
internally and structurally reflective or “mirror-like” and its
proto-elements will inevitably meet a compatible couple.
Just as it happens in the matching of mother's and father's
chromosomes. (I wish to emphasise that the “formula of
man" is primarily androgenic: that is why the comparison is
not too farfetched.) And then, everything develops “all by

 itself”: a new being — a multidimensional object emerges



MOMEHT «CMapuBaHWUs» NOTOMKOB OH HEMHOMO OTCTyMan ot
NPUHLUMNG 3epKaNbHOrO CaMONOPOXAEHUs, He 3aTEeMHSAET,
a, HaoboporT, aenaet Honee Npo3payHon Hale Bruonorude-
CKoe CooTHeceHWe. Beflb KaxXObl MOTOMOK BHYTpPEeHHe
(CTPYKTYpHO) 3epKaneH 1 ero nepeo3neMeHTbl HEMUHYEMO
BCTPETAT CBOIO COBMECTUMYIO Napy. COBCEM Kak npu COB-
MeLLEHNW MaTePUHCKOW W OTLLOBCKOW XpOMOCoM. (Harnom-
HIO, 4TO «hopMyNa YenoBeka» UCKOHHO aHAPOrMHHA, Tak
YTO B 3TOM CPABHEHWMM HET 0CODBIX CMbICNIOBbIX HAaTAXeEK. ) A
fanblie BCe pa3BMBaeTCa yxe
«camo cobon»: U3 «reHeTU4ec-
KO OCHOBbI» MOABNAETCA HOBOE
CYLLECTBO — MHOrOMEpPHbIN 06b-
eKT. Tak XyAOXKHUK HEOXMAAHHO
NOAYHUN KMIOY K CO3AaHMIO Le-
NOro «Hapopaar.

Bot novemy s ckasan, 4to Py-
poned XadaTpsH nogowen K
OvonornsmMy M3HYyTPU NOrvku
CBOUX TBOPEHWIA, @ He BHELLHWM
nonpaxaxHuem. bonee Toro, oH
[axe He Nogo3pesan, 4To OT-
Kpbifl MeTof XyAOXKEeCTBEeHHOro
KNOHWUpOBaHWA. Brepsbie Xxy-
AOXHWK HE BTOpPraertcs B npu-
poay (cerofHs 3TO NbITalOTCA
caenatb faxe Ha KNeTo4HoM
ypoBHE), a Mo3BoOMAeT CBOMM MPOW3BEAEHUAM pPa3Bu-
BaTbCs CAMOCTOSTENLHO MO 3akoHam Buonoruw. Xyaox-
HWKY OCTaeTCs NUWb, OMPaBUBLUMCL OT MOTPACEHUA,
YOWBNATLCA CBOMM OTKprTMﬂM.

X0Ta NOpoXAeHHbIM Pyaonbgom XaqaTpsaHOM «Hapog»
WU Heobbl4eH — OH YyXOW, APYrod AnA Hac, NOpOXOeH
WHOW, HO cxofHOW Buonoruen, — Ho, Byaydn Hapoaom
«eCTeCTBEHHbLIMY, OH HEMUHYEMO [OMKEeH Pa3BmuBaThCs Mo
3aKOHaM, NPUCYLLMM 3THOCY. ITOMY «HAPOAy» NPeacTonT
ele ObiTb OTKPbITHIM CO CTOPOHbI WLLYLLIMX, KOTOPbIX XOyT
NoTPACeHUA 1 yameneHve. Tak Mbl BCMef 3a aHTponorora-
MU MbITAEMCS MOHATH YYXKOW ANs HAC MUP UHbLIX HAPOAOB,
3aTEM BKJIIOHEEM €ro B CBOM MUP, 4TOBbI B MTOre No3HaTh
Yyepes Hero camux cebs.

OpHako Ha 3TOM Yepefa YAMBUTENbHbLIX NPEeBpalLeHuin
eLlle He KOHYaeTcs. Yxe nepeslii rbpuaHbIi NoTOMoK nony-
Yuncs Bonee «CTPOMHBIM» — OH, ECTECTBEHHO, OCTAfNCA TOMo
e pocTa, YTO U «POAUTENU», HO ero NepekpeLLVBaloLLIMecs
MN0CKOCTI MEHbLLE BLICTYMAIOT OT BEPTUKANLHOW OCK 1 Me-
loT Bonee cnoxHele ovepTtaHus (. 241). Tak pebeHok Bbi-
FASQUT «CIOXHEEe» CBOWX POAUTENeN, yHacIeaoBas Npu4ya-

V4
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NUBYIO MO3alKy WX 4YepT. Bpagd nn CToUT YOUBNATLCA, HTO
WLLYLLIAR XYAOXKHWUK, KaK WCTUHHBIA 0eMWYPT, HE OCTaHOBMN -
Cl Ha [OCTUIHYTOM, a@ CTan NopoXaaTe creayioLLMe nokone-
HWA CBOEro CTPaHHOro Hapoaa. M Yem panblue oH yxoguT ot
nepeoHa4anbHoM napsl, Tem Bonee NOXOXUMU [Py Ha Apy-
ra CTaHOBATCA MOTOMKW, XOTA KaX[blh W HeceT Ha cebe xa-
paKTepHbIA «reHeTUYecKuA» otneqatok. MNpy 3ToM NoTOMKM
CTaHOBATCA BCe «cobpaHHee» (un. 243). Ecnn cMoTpeTh
CBEPXY, TO KPblfibs OCHOBOMO/AraioWen KpecToBUHbI OT Mo-
KONeHWA K NOKONeHWIo CTaHOBAT-
CA BCE KOpOYe, a NpW B3rnage
cboky MHOroMepHbI 0ObeKT Bce
GonbLwe npubnuxaetcs k cronby,
obnenneHHoMy CNoXHbIM perb-
edHbIM OpHaMeHTOM. AHTPONO-
nor cpaBHWN Bbl ero C TOTEMHbIMM
cronbamn uHAenLes ceeepo-3a-
naga Amepuku (1, 245).

fl BCe BpeMsA yAep>XMBancs,
4ToBbI HEe CPaBHUTL MHOTOMEp-
Hble 0bbekTbl Pynonsda Xavar-
pAHa C MUPOBbLIM APEBOM, CUM-
BOMU3UPYIOLLIMM CTPOEHWE KOC-
MOCa, NOCKONbKY HEe BCE AeTanu
3TOr0 YHWUBEPCANbHOTO KOHCT-
pyKTa coBnaganv C TBOPeHWeM
XyAOXHWKa. He xoTten Takxke
HaBA3bIBaTb YUTATENIO aHTPONONOrM4ecKMxX Conocraene-
HWIA, XOTA MHOrOMepHbIe 0ObEKTbI CTONb Xe camogocTa-
TOYHbI U MUpooNucaTtenbHel. OAHaKo NocnenoBatensHoe
npubnuxeHne obLEKTOB K «TOTEMHOMY» CTONBY roBOPUT
O TOM, 4TO WUX CXOACTBO C MUPOBBLIM APEBOM HE YMUCTO
BHELWWHee (HanpumMep, CKpbITas CUMMETPUYHOCTL Bepxa v
HU3a UNW COOTBETCTBUE MEpeKkpeLVBaloLIMXCA MNNOCKO-
CTen C 4eTbipbMf CTOPOHaMK cBeTa). CesAlleHHbIN cTonb
(KONOHHA, LWECT NN TOTEMHBIV CTONG) — 3TO BAPUAHT M-
pOBOro ApeBa, 0Cb, NPOXOAALLAA Yepe3 LeHTP MUpa.

HetpyaHo npegeupets, 41O B CBOUX OEMUYPrUHecKix
OTKPOBEHWUAX XYAOXKHUK HEMUHYEMO NPUAET K BEPTUKENb -
HOW NUHUK K K Toudke (ecnu CMOTPEeTb CBepXY) — MUHU-
ManbHbIM BU3yanbHbiM abCTpakumaM CBOMX yaUBUTENb-
HbIX TpaHchopmMaumii. (BCnoMHUM, HTO elle 40 OTKPbITUSA
«hopMynbl 4enoBeka», B OAWH W3 HedoNrux Nepuopos
CBOWX UCKaHWI, KOTOPbIMA XYAOXHUK Ha3Ban «MUHUMaN3-
MOM?», OH CO3[an Lenyio cepuio MMHeMHbIX KOMMO3NUWUA, B
KOTOpbIX MbiTanca oTobpasvTe MOUCKWM YHUBEPCANbHOM
hopMynbl CambIMU MUHKMMaNbLHBLIMIK CpeacTBamMm M3obpa-
xeHus.) Yo xe ganswe? Mocne Toro kak «chopmyna Yeno-

bor Orei. Peaved Ha dacare Hopasanckoro
MoHacteipsa. XI-XIV B8, Apmenns

God the Father. Relief on the facade of the
Noravansky Monastery. 13th-14th century. Armenia



out of the basic genetic structure. Thus,
unexpectedly, the artist found a clue
for the creation of new humanity.

This is exactly why | argued that
Rudolph Khatchatrian approached biol-
ogism from inside the logic of his cre-
ations, and not through superficial imi-
tation. Moreover, he never suspected
that he invented a method of artistic
cloning. For the first time, the creator
does not invade nature (today many
artists attempt to do it even on the cel-
lular level), but allows his works to
develop in accordance with the biologi-
cal laws. And they develop almost “by
themselves”. All the artist can still do is,
having recovered from the shock, be
surprised by his inventions.

The "humanity” generated by Rudolph
Khatchatrian is not ordinary;: it is “the
others”, who are alien to us and generat-
ed by different, though somewhat simi-
lar, biclogy. Yet this humanity is “natural”
and hence must develop in accordance
with the laws of the people. This “people”
is yet to be discovered by the seekers,
who eagerly anticipate the shock and the
surprise. In this way, following anthro-
pologists, we try to understand an alien
world of other nations and through it
come closer to knowing ourselves.

However a chain of miraculous trans-
formations does not end here. Even the
first hybrid descendant turned out to be
“slimmer” than his “fathers” are. Of
course, he is the same height as the par-
ents, but his intersecting plains do not
stretch out that much from the vertical
axis and now have more elaborate out-
lines(plate no.241). Thus a child looks
more “complex” than his parents, while
inheriting the peculiar mosaic of their

particular features. One should not be surprised that the
experimenting artist, like a true demiurge, never stops at
what he has already reached but endlessly generates new
dynasties of his strange people. The further he is from the
original couple, the more alike the descendants become,
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Xaugap XIII B. Apmenns
Khachkar. 13th century. Armenia

imprint. Simultaneously, the descen-
dants become more “compact”(plate
no.243). If you look at them from above,
you will see that the wings of the original
cross become shorter and less protuber-
ant. The side view shows how the multi-
dimensional object comes even closer to
being a pillar decorated with complex
ornamental relief. An anthropologist
would probably compare it to the
totemic pillars of Northwest American
Indians (plate no.245).

| tried to refrain from comparing
Rudolph Khatchatrian's multidimension-
al objects to the Tree of Life which sym-
bolises the structure of the Universe, as
not all details of this global construction
coincide with the artist's creations.
Neither did | want to impose upon the
reader any anthropological compar-
isons, although the multidimensional
objects are just as self-sufficient and
“world-descriptive” as any ethnic myths.
However the objects’ consistently
increasing resemblance with “totemic”
pillar points to the fact that their like-
ness with the Tree of Life is not merely
external (consider, for example, the
hidden symmetry of the sculptures’ tops
and bottoms, or the conformity of
intersecting plains with the four corners
of the world). The sacred pillar (a col-
umn, a pole or a totemic pillar) is a vari-
ant of the Tree of Life — an axis drawn
through the centre of the world.

It is not difficult to foresee that in
his demiurgical revelations the artist
will inevitably reach the minimal visu-
al abstractions of his amazing trans-
formations: a dot and a vertical line.
(It is worth to remember that even
before the discovery of the “formula

of man”, during one of the shorter periods of his exper-
iments, which the artist himself calls "minimalism”,
Khatchatrian created a whole series of linear composi-
tions, in which he attempted to represent his quest for a
universal formula by the most minimal means of expres-

although each one of them still carries a particular “genetic” g sion.) So, what was next? Could it be that, to the great
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BEKA», PA3BUBLIMCE B MHOMOMEpHbI 06bekT, Nopoamne-
LW B CBOIO O4epefb NOKONeHWs NOTOMKOB, Bbipoawnnach
B BEPTUKANbHYIO NINHUIO, OHa MOXET, K MOTPACEHWMIO Xy-
[AOXHMKA, BOODLUE NCHe3HYTb B UTOre ero yauBUTENbHbIX
nouckos? [ANa MEHA 3TO 3Ha4YWMT, YTO XYOOXHWK npoluen
nyTb pa3BuTA cBoero obpasa Ao NOrM4eckoro KoHLUa 1 Te-
neps Bnpase csoboaHo obpatutbcs Kk niobomy oTpesky
3TOro nyTH, K Niobon cTagum nepexuTbix TpaHcopmaumin,
Tak Myapbie 3HaioT, 4TO 33 HacbILLEHHOM KpacoTon 3eMHON
XKW3HKM CriefyeT ackeTuyeckoe CoBepLUeHCTBO Ayxa. Ho ato
He MeLlaeT MM BOCXMLLIATLCA ITON KpacoTou.

W nocnegxee. B 2001 rogy, koraa Pyaonsg Xa4atpsH ¢
YAUBNEHUEM 3aMeTun, YTO ero obbekT cTan CkuMaTbCs U
McYe3aTb Ha rnasax, OH BHE3anHo nepexmsn HoBoe NoTps-
ceHue, EMy OTKpPbINCA TalHbIMA CMbICT €ro apTUCTUHECKOM
nognucu. Npadurka apMaHCcKmX 3arnasHbix Byks «P» 1 «X»,
obbirpaHHas B HeW, okasanack akTmieckmn hopmMynon no-
CTPOEHUS MHOrOMEepHbiX 0ObekToB. [encTeuTensHo,
BonblWOK U Manbii 3epKansHO NepesepHyTLIe 3NeMeHTbI
NIeBOWA 1 NPABOM YaCTV NOANMUCY (BCNOMHUM «MaTb-W-auTaA»
«hopMynbl YenoBeka» W 3epKanbHYIO «MepeBepHyTOCTb»
NPOTMBONOCTABNEHHbIX NAOCKOCTEN B MHOrOMEPHbIX 06b-
eKTax) coeunHeHbl ABYXMEPHbIM KPeCToM — KPeCcTOBUHOM
MHOroMepHbix 0bbekToB. Tak nognuce Pynonbda Xayat-
psHa, BNepeble NoSBUBLIAACA Ha ero pabotax peanucruye-
ckoro nepuofa 8 1971 roay, Yepes TpuMALATL NeT OTKpbiia
CBOW TaWHbIA CMbICN B MHOrOMepHbix obbekTax.

JleBoH AbBpamsH

surprise of the artist, after the “formula of man” had
developed into a multidimensional object, which in its
turn gave birth to the generations of descendants, and
later degenerated into a vertical line, it would disappear
as a result of his amazing ventures? For me it meant that
the artist had reached the logical end of the evolution of
his image and could now address all the particular
stages of the endured transformations. Thus the wise
ones know that ascetic perfection of the Spirit always
follows the abundant beauty of Earthly life. Yet this
does not prevent them from admiring this beauty.

And the last point. In 2001 Rudolph Khatchatrian was
surprised to notice that his object began to shrink and dis-
appear before his very eyes. Suddenly he suffered a new
shock. The hidden meaning of his artistic signature was
revealed to him. The graphics of the Armenian capital let-
ters composing his signature revealed themselves to be the
very formula of the construction of multidimensional
objects. Indeed the large and small elements of the left and
right parts of the signature turned upside down (let us recall
the “mother and child” of the “formula of man” and the
mirror-inversion of the juxtaposed plains in the multidimen-
sional objects) are joined together by a two-dimensional
cross — the cross of the multidimensional objects. Thus the
signature of Rudolph Khatchatrian, which first appeared in
1971 in the paintings of the realist period, in thirty years dis-
closed its hidden meaning in the multidimensional objects.

Levon Abramian

Aenb 1 Hous. 1968
bymara, akBapeas.15 X 40 cm

Day and Night. 1968
Water—colour on paper. 15 X 40 cm
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1 MatepuHcreo. 1965
Motherhood. 1965

2

Mys4mHa 8 kpecne. 1961
MNepuog «Kybuzm»

Man in an Armchair. 1961
The Cubist Period

BoCTOYHbIE XEHLWWHBI
1963

Oriental Women

1963

4 [optpet gesywkn. 1961
Mepuop «Kybuam»
Portrait of a Girl. 1961
The Cubist Period



5 Astonoprper. 1966
Self-portrait. 1966




6 JliobosHasn cueHa. 1968 7 Kpwk. 1969 8 [louenyn. 1968 9 [eoe. 1969
Love Scene. 1968 The Scream. 1969 The Kiss. 1968 The Two. 1969
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Blind Man (Home
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14 Pacnatue. 1969

lonoea cnenoro. 1969
Head of a Blind Man.

1969

13

1969

W NyHbI.
The Moon's Kiss. 1969

12 Moueny

1968

1 NOPTpeT.
Portrait of a Woman. 1968

KeHcku

n

The Crucifixion. 1969



15 MarepuHcTeo. 1965
Motherhood. 1965




6 CepeHapa. 1968 17 Audren cmeptu. 1969 18 Yenosek u Bk, 1966 19 Tpwu rpaumn. 1969
Serenade. 1968 Angel of Death. 1969 A Man and a Bull. 1966 Three Graces. 1969



MenaHxonus. 1966
Melancholy. 1966




i s i e

KpeuweHwue. 1969
The Baptism. 1969
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22 «Npodoranyc» (MoanH Kpectutens). 1989
John the Baptist. 1989



23 [beta. 1989

Pieta. 1989
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24  becena. 1990




25 Mononor. 1990
Monologue. 1990




26 Hou4b. 1990
Night. 1990
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27 Tpw anrena. 1990
Three Angels. 1990



1. 1990

28 [loko

Repose. 1990



Penvepsr u TeHu

OTPAREHUS ®OPM

Relicfes and Shadows

REFLECTIONS OF FORMS







30 MyxuuHa v keHwmHa. 1990
W3 cepun «J1MHWA B NPOCTPaHCTBE»
A Man and a Woman. 1990

From the Line in Space series
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/ \// \ ¢y

1990
From the Line in Space series
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KoMNo3muma ¢ NTuuamm
1990
MHorocnonHbln pensed
Composition with Birds.
1990

' Multilayered relief
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34 MMpocTpaHcTBeHHas komMnoznuma N2l 1990
MHorocnomHein pensed
Spatial Composition no.1. 1990
Multilayered relief
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35 [pocTpaHcTBeHHan kKoMno3uuma Ne2. 1990
MHorocnonHeln pensed

Spatial Composition no.2. 1990

Multilayered relief



36

[Oeoe. 1991
M3 cepun «MuHMmMannam»

The Two. 1991
From the Minimalism series

37

Yetbipe curypsl. 1991

W3 cepyvm «MuHumanuam»
Four Figures. 1991

From the Minimalism series
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42  Tpw rpyww. 1990
Ha NpoTUBONONOXHON CTPaHULE: MHorocnonHan
Opposite page: KOMNO3numA
39 Tpoe, 1990 40 Komnosumums 41 [potmeocToaHue Muitiiayg:;?jeczt:::c;szzzg
MHOroCnonHbINA 1990 1990
pensed MHorocnonHbIn MHorocnonHsin
The Three, 1990 penbed pensed
Multilayered Composition Resistance. 1990
relief 1990 Multilayered
Multilayered relief

relief



43  Xpwcroc. 1990
MHorocnonHsii penseg
Christ. 1990
Multilayered relief



44 Apawm wu Ega. 1990
MHorocnonHein pensed
Adam and Eve. 1990
Multilayered relief
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46 Tpw ntmusl. 1990
MHorocnonHas KoMno3nums
Three Birds. 1990
Multilayered compaosition
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Teatp TeHen |
1990 :
Galanty Show |
1990
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Teatp TeHen Il
1990

Galanty Show Il
1990
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Sitting Figur




MNoprper. 1991
Portrait. 1991







53 Obwvarve. 1990
Embrace. 1990



54

Crosuwasn cdwurypa Il
1990

Standing Figure Il
1990




55 Cwuaswas durypa V. 1990
Sitting Figure V. 1990




56 Cuaswas durypa V1. 1991
Sitting Figure VI. 1991
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58 XeHumHa c 3epkanom ll. 1991
A Woman with a Mirror II. 1991




59 Wrpa c conHeyHbiM 3aiHmnkom. 1991
Playing with the Light Reflection. 1991
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ObHaxeHHas
1991

Nude

1991
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The Dance. 1990




63

[lee xeHckue hurypel
1990

Two Female Figures
1990

64

bnaxeHHasn

1991

The Blessed Woman
1991
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66 Durypa ¢ KHWromn 1 kyknoi. 1991
Figure with a Book and a Doll. 1991



67 CknoHeHHas gurypa. 1992
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Sitting Figur







Ha npoTMEONoNOXHOM CTpaHMLe:
Opposite page:

69 MHorogurypHas
komno3suumsa 1. 1992
W3 cepum
«MpoasneHue obpaza»
Multifigured Composition |l
1992
From the Appearance
of the Image series
Hwanor. 1991
Dialogue. 1991
Owanoru. 1991
Dialogues. 1991

72

MHorodurypHas Komnomuums |
1992. 3 cepun «posieneHune
obpaza»

Multifigured Composition I. 1992
From the Appearance

of the Image series

73

MHorodurypHas komnosnuns |l
1992

W3 cepum «MposeneHve obpasa»
Multifigured Composition I1. 1992
From the Appearance

of the Image series




1992

74 [Owmanor .

Dialogue |. 1992
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78 Komnozuums V. 1992
13 cepum «lpossneHne obpasza»
Composition V. 1992
From the Appearance of the Image series



79

CoH |. 1992

W3 cepumn

«[posBneHune

obpaza»

Dream |. 1992

From the Appearance of

the Image series

80

Nexawan durypa. 1992

W3 cepun

«MposBneHue obpa3sa»
Lying Figure. 1992

From the

Appearance of the Image series
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XV1. 1992




82 Komnoswuuwms ll. 1992
Composition 1. 1992




83 Cuaswas durypa VIl. 1992
i gure VII. 1992







85

[Heoe. 1992

W3 cepum

«[possneHue obpasa»
The Two. 1992

From the

Appearance of the Image
series

86

Ipynna n3 Tpex cduryp. 1992
W3 cepumn

«Mposenexve obpaza»
Group of Three Figures. 1992
From the

Appearance of the Image
series




87 Tpw durypsl. 1992
Three Figures. 1992



88 MHorodwmrypHas konozuums Ill. 1992
W3 cepum «lposeneHue obpaza»
Multifigured Composition Ill. 1992
From the Appearance of the Image series



Ucrisitaiiie mpocTpancTBoM

nyTs K MHOrOMEPHOMY OFBEKTY

Testing by Space

TOWARDS THE MULTIDIMENSIONAL OBJECT




89 Qurypal. 1992
113 cepum «OBpasbl u TeHWU»
Figure I. 1992
From the Images and Shadows series




9

Crosawas durypa |
1992

Standing Figure |
1992

90

Gurypa ll

1993

W3 unkna
«MeTamopdo3ab»
Figure Il

1993

From Metamaorphoses
series




92

MpoexT durypsl
1990

Figure. A Projekt
1990




94
AHrensl
1990
Angels
1990

93

[pa aHrena
1990

Two Angels
1920



95, 96
Obwekt
1996
Object
1996



97

MHoromepHsii 06bekT N2 1

1996

Multidimensional Object no.1

1996

98

®urypa |. 1998
W3 cepun «Mpoekumm»

Figure |. 1998

From the Projections series
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MHoromepHbia 0bbekT N2 3

2000

Multidimensional Object no.3

2000
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101

Large Compositi







103 Komno3suums Ne2, 1995
Composition no.2. 1995



104 Komnozuuma N21. 1994
Composition no.1. 1994



Komnozunums V. 2001
Composition V. 2001




106 Komnozuuma N21. 2000
TnyBokuiA, MHOrOCNOWHBLIN penbed
Composition no.1. 2000

Deep multilayered relief



107 e curypsi V. 1999
M3 cepumu «lNpoekumm»
Two Figures 1V. 1999
From the Projections series




108 Komnosuuua |. 1998

W3 cepum «lpoekupmmn»
Comp o )98
From the Projections series







10
MHoromepHbi 0bbekT N25
1997

Multidimensional Object no.5
1997




MHoromepHbi 0bbekT N2 6
1998

Multidimensional Object no.6
1998




Penced B n
0.1. 2000

From the




14 [ee durypsi VII. 1998
W3 cepum «[Mpoekummn»
Two Figures VII. 1998
From the Projections series




115  Komnosumyus Ill. 1998

Composition |11
From the Projections series




116
MHOromMepHbin
obbekt Ne7

2000
Multidimensional
Object no.7
2000




Multidimensional
Object no.8

MHoromepHsIvn
2000

obbekt N2 8
2000

17
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118 bonbwas komnosmyma. 1996
Large Composition. 1996







119 MHoromep 09
Multidimensional Object no




120 Komnoswnuws Il. 1998
W3 cepun «Tpoekumm»
Composition II. 1998
From the Projections series

121

Ourypa N21
2001

Figure no.1
2001




22 Komnosuuma XI. 1992

Composition XI. 1992




A «CoenmMHeHune»

From the Connection

series




124
MHoromepHbIA
obbekT N210
1998
Multidimensional
Object no.10
1998




125

benaa komno3numa
2001
MHOrocnonHeIN
penbed

White Composition
2001

Multilayered relief




126

Durypa c Wwapom
1998

3 cepnn
«Mpoekumm»

Figure with a Sphere
1998

From the
Projections series




128

Hee durypbl

2000

MHOrocnonHbIN pensed
Two Figures

2000

Multilayered relief

127

KpecroobpasHas KOMNO3ULMA
2000

Cruciform Composition

2000
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129 MuoromepHbin 06bekT N2 11, 2000
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Multidimensional Object no.12. 2000




131 Penved. pynnosas k
Relief. Group Comp




Complex Composition 1. 1995

MHorocnoxHas komnosmuus |. 1995

132

)
J\b

n:b-
=




133

Ourypa VIII. 1998

W3 cepum «lpoekumm»
Figure VIII. 1998

From the Projections series

y cnpasa:

ght:

134 @urypa XV. 1998
W3 cepum «lpoekupym»
Figure XV. 1998
From the Projections

135

@urypa XVI
1998
Mpoekuumn»
Figure XVI
1998

From the Projections series

3 cepy




136 MHorocnoxHasa komnosuupms |1, 2000

Complex Composition |l. 2000



137

Ddurypa Ha Benom wape
1997

Figure on a White Sphere
1997







138 Croawasn dwurypa Il. 1992
Standing Figure Il. 1992

139

Qurypa |

1994

W3 cepum
«MeTamopdoabl»

Figure |

1994

From the Metamorphoses
series

Ha npoTmBONONOKHOW CTpaHunue:
Opposite page:

140,141  [dsycropoHHsas nnactuyHas opma. 1996
Double-sided Sculptural Form. 1996
142 [BYyCTOpOHHAA NnacTu4Hag dopma. 1996
(cbparmenT)
Double-sided Sculptural Form. 1996
(detail)
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143

MHoromepHbin 06bekT Ne13. 1996
Multidimensional Object no.13. 1996

144

Qurypa IV

1996

PackpalweHHbin penbed
Figure IV

1996

Painted relief




145 [lge hurypsl. 1996
PackpalleHHbiv pensed
Two Figures. 1996
Painted relief




146

MHoromepHbin obbekt Ne14
1998

Multidimensional Object no.14
1998

147

MuoromepHbin 06bekT N215
1996

Multidimensional Object no.15
1996
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149




150

®urypa V

1998

W3 cepun «Mpoexummn»
Figure V

1998

From the Projections series

151

Qurypa IV

1998

W3 cepuu «lMpoekumm»
Figure IV

1998

From the Projections series




152 [ge dwmrypsi. 1995
Two Figures. 1995
Ha npoTWRONONOXHOW CTpaHWLe BEEpXy cnpasa:
Opposite page, top right:

154 YepHo-b6enas durypa. 2001
Black-and-White Figure. 2001




153 MHoromepHbin 0bbekT N217. 1997

7.1997

1

Multidimensional Object no.

155

@urypa N24 |

2000

Penbed B npoctpaHcTee

Figure no.4

2000

From the Relief in Space series



156

MHoromepHbli obbekT N218
1997

Multidimensional Object no.18
1997

157

MHoromepHein 0bbekT N219
2000

Multidimensional Object no.19
2000




158

Komnozuuma IV

1998

W3 cepun «lMpoekumm»
Composition IV

1998

From the Projections series

159

MHoromepHbiin obbekt Ne20

2000

Multidimensional Object no.20 1 A
2000 L K37



160

I MHoromepHblin obbekT N221
2000
Multidimensional Object no.21
2000

161

MHoromepHbld 0bbekT N222
2000

Multidimensional Object no.22
2000



162  Tpw duryps 1. 1999
13 cepun «lpoekummn»
Three Figures II. 1999
From the Projections series







Ha npotueono HOW CTpaHUUe:
Opposite pag

163 ®urypa X. 1998
W3 cepum
«[poekunm»
Figure X. 1998
From the
Projections series
Tpw rpynnel. 1999
Three Groups. 1999
[Be durypsi 1. 1998
W3 cepum
«[poekunm»
Two Figures |, 1998
From the
Projections series
MHOromepHsIn
obwekT N223. 2001
Multidimensional
Object no.23. 2001

@urypa XVII
2000

Figure XVII
2000




168 [ee curypsl V. 1998
W3 cepun «lpoekummn»
Two Figures V. 1998
From the Projections series



169 [pynnal. 1998

W3 cepum «[poekupm»
Group |. 1998

From the Projections series



7

@urypa N2 3

2000

W13 cepum «Pensed B NpocTpaHcTee»
Figure no.3

2000

From the Relief in Space series

170

®urypa |

1997

Benoe Ha Henom
Figure 1

1997

White on White







172
MHoroMepHbIn
obbekT Ne24
2000

Multidimensional
Object no.24
2000




1998

173 [se purypbt VI.

MNpoexkunm»

epumn «

Mac

tol
=]

1

Two Figures VI.
From the Projections series



174

Durypa N22

2000

M3 ceprmn

«Penbed B npocTpaHcTBe»
Figure no.2. 2000

From the Relief in Space
series
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175

@urypa IX

1998

3 cepun «poexy,
Figure IX

1998

From the Projectic




176  Tpu curypel |. 1999
W3 cepum «lNpoekummn»
Three Figures |. 1999
From the Projections series




N225. 2000

MHoromepHbin 0bbe

Multidimensional

~
=




178 @urypa XIV. 1998
13 cepum «Tpoekumm»
Figure XIV. 1998
From the Projections series

179 Komnosuuma N220. 2001
W3 cepumn «Mpoekumm»
Composition no.20. 2001
From the Projections series



180 MHorodurypHas nuHenHas komnosvuma V. 1995
Multifigured Linear Composition V. 1995



Qurypa. 1992

W3 cepum «MNpoasnexHue obpasa»

Figure. 1992

From the Appearance of the Image series







i

183

Qurypa VI

1998

W3 cepum «lpoekumm»
Figure VI

1998

From the Projections series

182 184

MHoromepHbin 0bbekT N226 @urypa I
1998 1996
Multidimensional Object no.26 N3 cepum «Mpoekummn»
1998 Figure Il

1996

From the Projections series




A 185 Ourypa XII. 1998 186 Qurypa VII. 1998
M3 cepum «Mpoekumu» M3 cepum «Mpoekumm»
Figure XII, 1998 Figure VII. 1998
From the From the
Projections series Projections series

187

Nge dwuryps! |1l

1999

M3 cepum «lNpoekumm»
Twao Figures Il

1999

From the Projections series




188
Durypa Ne2
2000
Figure no.2
| 2000

189

MHoromepHbin 0bbekT N227

1997

Multidimensional Object no.27

1997



190

@urypa Xl

2001
MHOrocnonHsIi
pensed

Figure XII

2001

Multilayered relief




MHoromepHbi 0ObekT N228
1998

Multidimensional Object
no.28

1998

MHoromepHbin
obrekt N230
2001
Multidimensional
Object no.30
2001




192

MHoromepHbin 06bekT N229
2001

Multidimensional Object no.29
2001

194

MHoromepHbin 0bbekT N231
2001

Multidimensional Object no.31
2001




MHoromepHbIi

°32

obvekt N

Multidimensional

Object no.32










197 MHoromepHbii 00bekT N234, 1998
Multidimensional Object no.34. 1998




198

MHoromepHblid o6bekT N235
1998

Multidimensional Object no.35
1998

199

MHoromepHbii 0bbekT N236
2000

Multidimensional Object no.36
2000




200

MHoromepHbin 0DbekT N237
1998

Multidimensional Object no.37
1998

201

MHoromepHuii 0bbekt N238
1998

Multidimensional Object no.38
1998




203

CosmelLeHHble hurypbl
1998

A3 cepum «MMpoekupum»
Integrated Figures

1998

From the Projections series

202

MHoromepHbii 06bekT N239
1998

Multidimensional Object no.39
1998




204

MHoromepHbii 06bekT N240

2001

Multidimensional Object no.40

2001

205

MHoromepHbin obbekt N2l

2001

Multidimensional Object no.41

2001




206

MHoromepHbin 0bbekT Ned2
1998

Multidimensional Object no.42
1998

Ha npoTMBONONOXHOW CTPaHULIE BHW3Y:
Opposite page, bottom:

208 [ee durypsi 1l. 1998
W3 cepum «Mpoekumm»
Two Figures 1. 1998
From the Projections
series

MHoromepHbin
0bbekT N243
2001
Multidimensional
Object no.43
2001

MHuoromepHbii
obbekT Ne44
2000
Multidimensional
Object no.44
2000




207
Tpu churypsi I

pun «lpoekummn»
Figures Il

From the Projectio
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“re e
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21

Komnozuuyma N22. 2000

TnyBoki

W penb

W, MHOMOCNOMHbI

no.2. 2000

Deep multilayered relief

Composition







PAE]

bnaxeHHbIn

2001

The Blessed

2001

214

MHoromepHbin 00bekT N245

1998

Multidimensional Object no.45

1998



215 MuorodurypHas komnosuuma |, 1995

Multifigured Composition 1. 1995



216

MHorodurypHaa komnosuumua |l

1995 3
Multifigured Composition I g:gg;r:zzgc;{womom S i
1995
217  MmuorodwumrypHas komnosaumuma IV
1995
Multifigured Composition IV
1995

218  MuorodurypHas komnosmums i
1995
Multifigured Composition [l1
1995
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219 MmHorodurypHas komnosnuua. 1995

Multifigured Composition. 1995






220
MHoromMepHbIv
obvekT N246
2001
Multidimensional
Object no.46
2001




221

MHoromepHbin obbekt Ned7
2002

Multidimensional Object
no.47

2002




222

MHoromepHbin 06bekT N248
1998

Multidimensional Object no.48
1998

223

MHoromepHbii 0bbekT N249
1998

Multidimensional Object no.49
1998




224

MroromepHbin 0bbekt N250. 2001
Multidimensional Object no.50. 2001

Cnpaea Beepxy:
Top right:

225 MHoromepHbIn
obbekT Ne51

2001
Multidimensional
Object no.51

2001

226

MHoromepHbin 0bbekt N252
2001

Multidimensional Object no.52
2001




Ha NpoTMBONONOXKHOW CTPaHMLIE BBEPXY CNpasa:
Opposite page top right:

230 MHoromepHbin 06bekT Ne56. 2001
Multidimensional Object no.56. 2001

227 MHoromepHbii obbekt Ne53
2000
Multidimensional Object no.53
2000

228

MHoromepHsi 06bekT Ne54
1998

Multidimensional Object no.54
1998




MHoromepHslia 06bexT Ne55. 2001
Multidimensional Object no.55.
2001

231

MHoromepHsi 0bbekT Ne57
2001

Multidimensional Object no.57
2001




Ha NpoTMBONONOXHON CTPaHWLE B CEpeaMHE BEPXHEro pana;
Opposite page, middle of the top row:

235 MHoromepHbin 06bekt A-3. 2001
W3 cepun «Mpeobpa3sosaHns»
Multidimensional Object A-3. 2001
From the Transformations series

232 MHoromepHbin 0bbekT A-1. 1996
M3 cepum «MpeobpasosaHma»
Multidimensional Object A-1. 1996
From the Transformations series

PEE]

@urypa Xl

1998

W3 cepum «lMpoekummn»
Figure XlII

1998

From the Projections series




234 MHoromepHbin 0bbekT A-2
2001
3 cepun
«lMpeobpazoBaHus»
Multidimensional
Object A-2. 2001
From the Transformations

series
237
MuoromepHbin 06bexT A-5
2001

W3 cepum «Mpeobpazosadua»
Multidimensional Object A-5
2001

From the Transformations series

T ~

— = :
B~y — e 2

=
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P e

236 MHOroMepHbIn
obbekt A-4

2001

W3 cepun
«MpeocbpazosaHmay
Multidimensional
Object A-4

2001

From the
Transformations series

238

MuoromepHsin 0bbekt A-6
2001

W3 cepum «MpeobpasosaHus»
Multidimensional Object A-6
2001

From the Transformations series



Ha NpoTrBONONOXHOW CTPAHWULE B CEpeuHe BepXHero paaa
Opposite page, middle of the top row:

242 MHoromepHbin obbekT B-3. 2001
W3 cepun «MNpeobpazosarHma»
Multidimensional Object B-3. 2001
From the Transformations series

239 MHoromepHbiin 0bwekT B-1. 1997
3 cepum «Mpeobpazosarna»
Multidimensional Object B-1. 1997
From the Transformations series

240

®urypa VIl

1998

W3 cepun «MNpoekunm»
Figure VIII

1998

From the Projections series




MHoromepHbI 06bekT 243  MHoromepHsIn
B-2. 2001 obvekr B-4
3 cepum ] 2001
«MpeobpazosaHua» W3 cepum
Multidimensional «lNpeobpa3oBaHns»
Object B-2. 2001 ' Multidimensional Object B-4
From the 2001
Transformations series ' From the Transformations

series

244 245
MHoromepHbiin 06bexT B-5 ) : MHoroMepHbii 06bekT B-6
2001 A 2001
13 cepum «Tp 330BaHVA» : W3 cepum «MMpecbpasoBaHua»
Multidimensional Object B-5 ' Multidimensional Object B-6
2001 ; ' 2001
From the Transformations series From the Transformations series




Ha NpoTUBONONOKHOWN CTpaHMLE
B CepefinHe BepxHero pAga
Opposite page, middle of the top row:

249 MHoromepHbin obbekT C-4. 2001
W3 cepun «MpecbpasoBaHus»
Multidimensional Object C-4. 2001
From the Transformations series

|
246 MHoromepHbin obwekt C-1. 1997 U s
13 cepum «Mpeobpasosanunar ';1 /4 '. BN
Multidimensional Object C-1. 1997 1 I: v Ve
From the Transformations series : { } l
i " \
. il
[ [l
| } '
o)
LA [ /
,i | i .
|| P 7
P/
] } /
{ i
/
14 ] .:- | !’1
1

247

MHoromepHbi 0bbekT C-2
2001

W3 cepum «MpeobpasoBaHna»
Multidimensional Object C-2.
2001

From the Transformations series




&

248 MHoOromepHbin 250 MHoromepHoin
obwekT C-3. 2001 | obvekr C-5
W3 cepun i 2001

«[peocbpazoBanun» 3 cepuu

Multidimensional «lNpeobpa3oBaHua»
Object C-3 il Multidimensional
2001 { ! Object C-5
From the 8 O 2001
Transformations i From the
series Transformations series
|
i
L
E
l
\
251 [ 252
MHoromMepHbIn MuoromepHbin 0bbexkt C-7
obvekr C-6 2001
2001 W3 cepun
W3 cepum «[NpeobpasosaHna»

«lNpeobpazoBaHma»
Multidimensional N
Object C-6. 2001 1

From the Transformations

Multidimensional
Object C-7
2001

From the Transformations
series series
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17
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20
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22

23

24

25

26

27

CNCOK UAMIOCTPALININA*

MarepuHcTgo. 1965
Xonct, macno. 114 x 64,5. HacTHas Konnekuma

MyxuuHa B kpecne. 1961. Nepurop, «Kybuam»
bymara, nactenb. 65 x 55. HacTHan konnekums

BocToyHbie XeHwmHbl, 1963
Xonct, macno, 65 x 60. YacTHas konnekums

Moptpet aesyLuku. 1961. Mepuop, «Kybuam»
Bymara, nactenk. 35 x 25, HacTHan konnekumna

AsTonopTpeT, 1966
KapToH,-akpun. 26 x 17, YacTHas Konnexkuma

JioboeHan cueHa. 1968
KaproH, ryaws. 80 % 55, HactHan Konnekuma

Kpuk. 1969
MoHotunma Ha Bymare. 60 x 40. YacTHan Konnekuma

Mouenyi. 1968
KaptoH, macno. 38 x 30. YacTHan Konnekuma

Npoe. 1969

MoHoTunua Ha Bymare. 70 x 55. YacTHan Konnekuwa

Cneron (Fomep). 1968
KaptoH, Temnepa. 110 x 80

XKeHckui nopTper. 1968
Bymara, Tywb, nepo. 30 x 20. HacTHaA konnexkuna

Moueny# NyHbl. 1969
AsTtonutorpatus. 39,5 X 37,5

Fonoea cnenoro. 1969
MoHoTtunus Ha Bymare. 60 X 40. HYacTHas konnekuus

PacnsaTue. 1969
MoHoTtunusa Ha Bymare. 60 x 40. HYacTHan Konnekuma

MarepuHcTBo. 1965
KapTtoH, macno. 32,5 X 28, HacTHas konnexkuus

CepeHapa. 1968

Bymara, Tylb, nepo. 44 x 41
Anren cmepty. 1969
MoHotunua Ha Bymare. 50 x 41

Yenosek u bbik. 1966
KapToH, macno. 25 X 35. YacTHan Konnekuma

Tpu rpauumu. 1969
Agtonutorpadua. 40,5 X 40,5

Menauxonus. 1966
KaptoH, macno. 38 X 36, YacTHas konnekuma

Kpeuierve. 1969
MoHoTunma Ha Bymare. 50 X 41

«MpodoHanycy (Moann Kpecturens). 1989
Neekac, cenwua, yrone. 100 X 80. YactHas konnekums

MNeberta. 1989
JNeskac, cenun, yrons. 100 X 80. HacTHan Konnekums

becena. 1990
KapToH, cenuma, yrons. 94 X 75,5

Mowonor. 1990

KapToH, cenws, yrons, 67,5 X 64
Houb. 1990

Bymara, yrone. 40 X 33

Tpu aHrena. 1990
KapToH, akpun, yrone. 70 X 140, HactHas konnekums

*  Paamepsl yka3aHul B CaHTUMETPAX

196

28

29

30

31

32

43

34

35

36

37

38

32

40

41

42

43

45

46

47

48

49

50

51

52

53

54

MNokoi. 1990
feskac, cenua, yrons. 100 X 80

Mrvua. 1990

KaprtoH, Bymara, akpun, 52 % 35

Myku4imHa 1 xeHlmHa. 1990

W3 cepum «J1nHWA B NPOCTPaHCTBE»

KaptoH, bymara, akpun. 110 X 106, HactHaa konnekuws
MapouHa. 1990

KaproH, akpun. 85 X 70. HactHas Konnekuus
Komnozumumsa Ne2. 1990

W3 cepum «JluHma B NpocTpaHcTee

KaptoH, Bymara, akpun. 91 X 119

Komnozuuma ¢ ntuuami. 1990. MHorocnonHelin penbed
KaproH, akpun. 123 174, HactHaa konnekuws
MpocTpaHcTseHHan komMnoauuma Net. 1990
MHorocnonHbii penbed

KaptoH, akpun. 60 X 58

MpocTpaHcTeeHHan komnoanuma Ne2. 1990
MHOrocnomHeIn pensed

Kaptou, akpun. 60 X 62

Ieoe. 1991, 13 cepum «MuHUMaNM3M»
KaptoH, akpun, 100 x 80

YeToipe durypsl. 1991, U3 cepunt «MuHnmannam»
KapTtoH, akpun. 90 x 100

Komnoaunuwmsa VII. 1991, U3 cepin « MUHUManNU3am»
Neekac, cenus, yronb, nirment. 115 * 95, HYactHan konnekuns

Tpoe. 1990. MHorocionHbli pensed

KapToH, akpun, 35 X 40

Komnoamuwms. 1990. MHorocnonHbiv pensed
KapTtoH, akpun. 102 x 117

MpoTtueoctoaHre. 1990. MHOrocnonHsin pensed
KaptoH, akpun. 122 X 150

Tpw rpywi, 1990. MHorocnonHas KoMno3uumsa
KapTtoH, akpun. 45 % 45

Xpucroc. 1990. MHorocnonHbiA pensbed
KaproH, akpun. 130 % 102. HactHan konnekuma

Anam w1 Ega. 1990. MHorocnomHein pensed
KaptoH, akpun. 120 X 95, YactHas konnekyma

Bbik. 1990. MHorocnovHbin penbed

KaptoH, akpun. 140 X 100

Tpw nTrubl. 1990. MHOrocnonHas KoMNo3uums
KaprtoH, akpun, 123 X 129

TeaTtp Texen |. 1990

Neskac, cenwna. 100 X 80. HacTHanA konnekuns

Teatp Texew Il. 1990
Neekac, cenva. 100 X 80. YacTHan Konnexkuma

Durypa ¢ abnokom. 1991

Neskac, cenua, yronk. 115 X 95, YactHas Konnexkums

Cupawasn cdurypa |. 1990
Neekac, cenua, yrone. 60 X 50

Moprpert. 1991

KapToH, cenua, Ty, nactens. 16 X 12

Moptper. 1990

Neekac, cenws, yronk. 70 X 60. HacTHan konnekuma
OB6baTve. 1990

TNeskac, cenwa. 95 > 80

Croswasn durypa I1. 1990
KapTtoH, ugeTtHas Tywb. 28 x 15, YacTHan konnexuus
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63

65

66
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Cupawas durypa V. 1990
Neskac, cenug, yrons. 65 * 55

Cuasauias durypa VI. 1991

Neskac, cMmelwarHan TexHuka. 80 X 65

Leoe. 1991
JleBkac, CMeLWaHHan TexHuka, 122 X 95, YacrHan konnekuma

KeHumHa ¢ 3epkanom |l. 1991
Neskac, cmellanHan TexHuka, 100 % 80

Wrpa ¢ conHeyHbIM 3ain4nkom. 1991
Neskac, cenwa, yrons. 80 X 65, YacTHas konnekumua

ObHaxeHHan. 1991
Bymara, cenua. 111 X 64

Cemb4a. 1991
JNeekac, cenua, yrone. 85 X 75. HactHas konnekuua

Taneu,. 1990
TNeskac, cenug, yrons. 80 X 65

[ee xeHckue durypsl. 1990

Neekac, cenwa. 74 % 890

BnaxenHas. 1991
Neekac, cenws, yrone. 75 X 85

Cnswan durypa c 3epkanom. 1991
Neskac, cMeLaHHan TexHuka, 45 X 33,5, HactHan konnekumna

Durypa C KHUron K Kyknown. 1991
Neskac, cenua, nurmedT. 110 X 90

CknoHexHas (urypa. 1992
bymara Ha xoncre, akpun. 118 X 100

Cupswan durypa Xll. 1992

Bymara Ha xoncte, akpun. 143 X 99,5

MHorodhurypHas komnosunums 1. 1992

13 cepvu «lposieneHve obpasa»

Bymara Ha Xoncre, NUIMeHT, UBeTHan Tylb. 99 X 151, YactHas konnexkums

Owanor. 1991
Neskac, cMellaHHan TexHuka, 45,5 X 35, YacTtHan konnekuua

Ounanorn. 1991

Neekac, cmewadHan TexHuka. 115 X 95, YactHaa konnekums
MuorodurypHas komnosuuus |. 1992

13 cepym «MposeneHwe obpaza»

Neskac, cenua, nurmenT, 50 X 60, YactHas konnekuma
MHorogurypHas komnosuums I1. 1992

13 cepun «Mpoasnexve obpa3sa»

Bymara Ha xoncre, nurmeHT, Tylws. 101 X 121. YactHan konnekuus

Luanor |. 1992, W3 cepun «lpossneHue obpaza»
Neskac, cenua, niurmedt, 65 X 50. HYacTHaa konnekuma

[opora. 1992. U3 cepuu «MposeneHwne obpasa»
Neekac, cenma, nurMenT. 65 X 50. YactHan konnexkumna
Ipynnosas komnosuumna IV («3aHresyp»). 1991
W3 cepum «lposeneqne obpaza»

Neekac, nurmenT. 65 X 50,5

BnaxeHHsin, 1992
NeBkac, cmelwaHHan TexHuka, 65 x 80

Komnoauums V. 1992. U3 cepun «MposeneHwe obpasan»
XoncT, akpun, 61 X 71

CoH 1. 1992. U3 cepun «MposeneHwe obpasa»
Neekac, cenua, nurmeHT. 35 x 45

Nexalan purypa. 1992. U3 cepum «lNpossneHne obpasa»
Neskac, cenua, nurmenT. 33,5 X 48,5, YacTHas konnexkuma

Komnosunums XVI. 1992
Xonct, akpun, Tywb. 51 X 41
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92

93
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23

100

101

102

103

104

105

106

107

108

109

10

Komno3auums 11, 1992
Neskac, akpun, 90 X 70

Cupawas durypa VI, 1992
Xonct, akpun. 76 X 61

CupAwas durypa V1. 1992
KapTtoH Ha xoncre, akpurn, Tyws. 106 X 70

[soe. 1992. U3 cepum «TposeneHue obpasa»

Bymara, nurmMeHT, Tylb. 24 X 29

Ipynna w3 Tpex duryp. 1992

M3 cepum «lpossneHune obpa3sa»

Bymara Ha xoncre, NMIMeHT, yrons, Tyws. 82 X 110, YactHan konnekums
Tpu hurypsl. 1992. U3 cepum «lNposenexue obpa3sa»
Neskac, cenun, nurmeHT. 50 X 65, YacTHan konnekuma
Muorourypxas komnosuuus 1. 1992

W3 cepym «Mposasnexune obpaza»

Bymara Ha xoncre, NrMeHT, Tyllb. 66 X 82. YacTHan konnexkuma
@urypa |. 1992. 13 cepum «Obpa3et 1 TeHW»

Jleekac, cenua, yrons. 48,5 X 33,5, HacTHan KoNnexkuma
®urypa II. 1993. W3 unkna «Metamopdo3bi»

Xoncr, akpwr. 100 X 90. YacTHas konnekuuns

Crosulan durypa |. 1992
KapTtoH, akpun, Tyws, 21 X 16

MpoekT durypsl. 1990
KaptoH. 10 X 5 X 5

[ea aHrena. 1990
KaptoH. 16 X 11 X 8

AHrensl. 1990

KaptoH. 19 X 10 X 6,5

96 Obbekt. 1996

Kapton. 50 % 28 X 30

MHoromepHbi obbekT N2l. 1996
Lepeso, akpun. 74 x40 X 40

Durypa |. 1998. U3 cepum «poekupum»
Xoncr, akpun. 83 X 60

MuoromepHbin obbekt N22. 1996
Metann, akpun. 25 X 14 X 14

MuoromepHeii 0bbekt Ne3. 2000
KapToH, cMellaHHan TexHunka. 37 X 23 X 23

Bonbiuas komnosunyms |. 1993
Xonc, akpun. 220 X 60. YacTHan konnekuus

MHoromepHbin 0BbekT N24. 1998
MeHoKapTOH, CMelaHHas TexHuka. 45 X 38 X 38

Komnosuuma Ne2. 1995
Xonet, akpun. 90% 120. HYactHan konnekuus

Komnosunuma Nel, 1994
Xoncr, akpun. 90 x 120

Komnozuuwma V. 2001
Neexac, cenus, yrons. 122 X 100

Komnozuums N21. 2000. TnyBokuil, MHOrocHonHbiA pensed
DaHepa, akpun. 104 X 79

[ee durypsl [V. 1999. W3 cepun «Mpoexkunmn»
Xonet, akpun. 112 X 82

Komnoauuma |. 1998. W3 cepumn «lpoekummn»
Xoner, akpun, 29 X 27

Qurypa XllII. 1998. U3 cepum «Ipoekupum»
Xonct, akpwn. 80 X 63

MuoromepHbii obbekT N25. 1997
Hepeso, akpun. 48 > 50 % 50
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MuoromepHbii 06bekT N6, 1998
Lepeso, akpun. 47 X 30 % 30

@urypa N21. 2000. U3 cepum «Pensed B NnpocTpaHcTee»
KaptoH, akpun. 104 77

Cronwas curypa. 1992. U3 cepun «Obpasbi 1 TeHU»
Bymara, nurMenT, TUCHeHwe, 31,5 X 21,5

Hee durypel VI 1998, M3 cepum «poexumm»

XOnCT, akpun, CMelladHan TexHuka. 35 X 30

Komnosunuma l1l. 1998. U3 cepum «Mpoekumm»
XONCT, aKpun, cMewadHan TexHnka. 105 X 116

MHoromepHblin 06bekT N27. 2000
KapToH, CMeLIaHHaR TexHUKa. 33X 30%30

MHoromepHsiia obbext N28, 2000
Neskac, cenua. 115 X 95. YacTHaa konnekuma

bBonewas komnosuuma. 1996

Xoncr, akpun. 200 X185

MHoromepHbii 0bbekT Ne9. 2001

[epeso, akpun. 52 X 50 X 50

Komnosuuma |l. 1998. 13 cepun «lMpoekupum»
XONCT, aKpun, cMelwaHHan TexHuka. 90 X 121
Durypa N21. 2001

Bymara, Tyws, nepo. 25 X 23

Komnosunuma XI. 1992

Xonct, akpun. 213 X 177. YacTHana konnexkuMa
BawnaA. 1992, U3 cepun «CoepnHeHne»
KaptoH, xonct, akpun, Tywe. 100 X 65,5
MHoromepHbii 0bbekT N210. 1998

Hepeso, akpun. 33 X 25 X 25

benas komno3uuma. 2001. MHorocnoiHein pensed
KapTtoH, akpun. 139 > 102

@urypa c wapom. 1998. W3 cepum «IMpoekumm»
AOncT, aKkpun, cMelladHan TexHuka. 118 X B4

KpectoobpasHan komnosuums. 2000
KaptoH, akpun. 81 X 79

[se dwmrypsi. 2000. MHorocnonHsii pensed
KaproH, akpwn. 80 X 104

MHoromepHbii 0bbext Ne11. 2000
KapToH, cMelwaHHan TexHuka. 27 X 25 X 25
MHoromepHbin 0bbekT N212. 2000
MeHokapTtoH, akpun. 52 X 50 X 50

Pensed. Mpynnosas komnosunyma. 1999
Mauepa, kapToH, akpun, 28 X 31
MHorocnoxHan komMnozuuma |. 1995
XOncT, akpun, Tyls. 98 X 93

@urypa VIII. 1998

Xonct, akpun. 88 X 53 ]
Durypa XV. 1998. U3 cepuu «Mpoekumm»
XONCT, aKpun, CMewaHHan TexHuka, 112 X 82
Ourypa XVI. 1998. U3 cepum «Mpoekumm»
XONCT, akpwn, CMelwaHHan TexHmka. 105 X B3
MHorocnoxHsas komnosuuma 1. 2000
Xoncr, akpun. 120 X 110

@urypa Ha benom wape. 1997

Hepeso, akpun. 18 X 10 X 10

Crosuwias durypa Il. 1992

KapToH Ha xoncte, akpun, Tyls. 96 X 70

Qurypa . 1994. 13 cepum «MeTamopdo3bl»
Xonct, akpun. 120 % 90
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141 [lsycropoHHsa NnactuyHan opma. 1996
Manepa, Mapns, rvnc, akpun. 40 X 27 ¥ 27, YacTHas KONNekuma

[BYCTOPOHHAR NnactnyHas dopma. 1996

MawHepa, Mapnsa, runc, akpun. 40 X 27 % 27 (dparment)
MuoromepHbi obbekt N213. 1996

[epeso, akpun. 66 * 32 X 32

@urypa IV. 1996. PackpalueHHbIn pensed
PEJ‘IbECb Ha XoncTe, cMellaHHas TexHuka. 150 X 80

[ee durypsbl. 1996. PackpalleHHblin pensed
Manepa, kapToH, akpun. 100 X 88

MHoromMepHbii obbekT N214. 1998
Lepeso, cmellaHHan TexHuka. 77 X 46 X 46

MHoromepHbii obbekT N215. 1996

Depeso, akpun. 37 X 23 X 23

MroromepHbii obbekt N216. 1996

Mertansn, akpun. 30 % 20 % 20

[naroHansHas KOMNO3WUMA ¢ Wwapom. 1998
Hepeso, akpun, 35 X 27 X 27

Qurypa V. 1998. U3 cepun «Mpoekumnn»
Xoner, akpun. 43 x 24

QOurypa V. 1998. W3 cepun «Mpoekummn»
Xoncrt, akpun. 129 X 73

[Lee durypsl. 1995

XoncT, cMelwanHan Texnuka. 170 X 170, YactHan konnekuma
MuoromMepHbi obbekt N217, 1997

Lepeso, akpun, 56 % 26 X 26

YepHo-6enas durypa. 2001

KaptoH, akpun. 144 X 82

@urypa N24. 2000. W3 cepum «Penbed B NpocTpaHcTaes
KapTtoH, akpun. 104 X 77

MuoromepHbin 0bbekt N218. 1997

Mertann, akpun. 43 X 22 % 22

MHoromepHeii obwbekT N219. 2000

KapToH, cmelanHan TexHuka. 46 X 17 X 17
Komnosuuws V. 1998, 13 cepum «Mpoekumm»
XoncT, akpun, cMelliadHan TexHuka. 130 % 100
MHoromepHbi 06bekt N220. 2000

KaproH, cMellaHHan TexHuka, 38 X 23 X 23
MuoromepHbin 0bbekT Ne21. 2000

KapToH, cMeluaHHan TexHuka. 34 X 18 X 18
MHoromepHbIi 0bbekT N222. 2000

KaptoH, cMellanHan TexHuka, 43 X 23 X 23

Tpw urype! 1. 1999. U3 cepum «Mpoekumm»
XoncT, akpun, cMellaHHan TexHuka. 127 X 153
Ourypa X. 1998, 13 cepum «MMpoekumn»
XoneT, akpun, cMewaHHas TexHuka. 116 % 70

Tpw rpynnsi. 1999

XOncT, akpun, cMellaHHas TexHrka. 115 X 135
Hee urypei |. 1998. U3 cepum «lpoekumm»
XONCT, aKpwun, CMellaHHan TexHuka, 119 X 84
MHoromepHbii 06bekT Ne23. 2001
MNeHoKapTOH, CMellaHHan TexHuka, 92 X 42 X 42

Qurypa XVII. 2000
Bymara, akpun. 26 X 16

[ee durypel V. 1998. U3 cepum «MMpoekumm»
Xonct, akpun. 140 X 118

Tpynna . 1998. Wz cepum «Ipoekumm»
Xoner, akpun, 90 X 53
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@urypa 1. bBenoe Ha benom. 1997
Bymara, TucHeHue. 42 X 25

@urypa Ne23. 2000. U3 cepum «Penbed B NpoCTpaHCTBE?
KaptoH, akpun. 104 X 77

MHoromepHbin obbekt N224, 2000
KapToH, cMmelaHHan TexHuka. 41 X 17 X 17

Lee durypsr VI, 1998, W3 cepun «[poexkumm»
XONCT, akpun, CMeLlaHHan TexHuka, 40 x 35

Qurypa Ne2. 2000. U3 cepum «Penbed B NpocTpaHCTBe»
KaptoH, akpun. 104 X 77

@urypa IX. 1998. U3 cepun «lMpoekuimm»
Xoncr, akpun. 40 % 24

Tpw curypei 1. 1999. U3 cepun «poekunmn»
XOTCT, akpun, CMetlaHHan TexHuka 118 X 13

MuoromepHsiin obbekT N225. 2000

KapTtoH, cMeluanHan TexHuka. 22 X 28 X 28

Qurypa XIV. 1998. U3 cepunm «Mpoekummn»
XONCT, akpun, CMEeLLaHHan TexHKka, 89 X 68
Komnoauuwma N220. 2001. M3 cepun «lNpoexummny
Bymara, akpun. 25 X 18

MHorodurypHas nHenHas komno3suuwma V. 1995
Bymara, nurmedT, Tywe, 15 X 23

@urypa. 1992. U3 cepun «lpossneHue obpasa»
Bymara, nurmeHT, Tyws. 18 X 13

MHoromepHbiin 0bbekT N226. 1998
[lepeso, akpun. 61 X 34 X 34

Qurypa VI. 1998. U3 cepum «lpoekumm»
Xonct, akpun. 88 X 50

@urypa lll. 1996. U3 cepun «Mpoexumn»
XoncT, cMelwaHHan TexHuka. 180 X 90

Ourypa XIl. 1998. W3 cepun «[poekumn»
XONCT, akpun, CMelWwaHHan TexHuka. 118 x 63

@urypa VII. 1998. W3 cepun «poekumm»
XoncT, akpun. 86 X 45

[ee curypet I11. 1999. M3 cepum «Mpoekumm»
XONCT, akpun, cMelaHHan TexHuka. 105 X 83
Ourypa Ne2. 2000

Bymara, Tyws, nepo. 36 X 22

MuoromepHbin obbekt N227. 1997

Hepeeo, akpun. 39 X 24 X 24

@urypa Xll. 2001. MHorocnomHbii penbed
KapTtoH, akpun. 138 x 72

MuoromepHbiin obbekt N228. 1998
Hepeso, akpun. 85 X 21 X 21

MuoromepHbii 06bekT N229. 2001
KapToH, cMmewwanHan TexHuka. 34 X 15 X 15

MuoromepHbi obbekt N230. 2001
KapToH, cMelaHHan TexHuka. 36 X 13 X 13

MHoromepHbid 06bekt N231. 2001
KapToH, cmellaHHan TexHuka. 34 X 16 X 16

MHoromepHbin 06bekt N232. 2001
KapToH, cMelaHHan TexHuka, 41 X 22 x 22

MHoromepHbin 06bekT N233. 1996
[Oepeso, runc, akpun. 45 X 30 X 30
MHoromepHbin 0bbext N234, 1998
Oepeso, akpun. 17 X 14 X 14

MHoromepHeIi 06bekT N235. 1998
Depeso, akpun. 16 X 14 X 14

199

199

200

201

202

203

204

205

206

207

208

209

210

N1

212

213

214

215

216

217

218

219

220

221

222

223

224

225

226

227

MHoromepHsin 0bbekT N236. 2000
MeHoKapToH, CMelaHHan TexHuka. 94 X 52 X 35

MHoromepHbIn 06bekT N237. 1998

[epeso, akpun. 58 X 25 X 25

MHoromepHbiin obbexT N238. 1998

JNepeso, akpun. 43 % 20 X 20

MuoromepHsin 0bbekT N239. 1998

KaptoH, akpin, 18 X 15 X 15

CosmeLleHHble urypsl. 1998. W3 cepun «lpoekunm»
XoneT, akpun, cMellaHHan TexHuka, 123 X 90
MHoromepHblin obbekt N240. 2001

KapToH, cMellaHHan TexHuka, 34 X 23 X 23
MuoromepHbin 06bekT N24i, 2001

KapToH, cmeltarHan TexHuka. 40 X 14 X 14
MHoromepHbin obbekt N242. 1998

[lepeso, akpun. 83 % 45 X 45

Tpwu durypsi I1l. 1998. W3 cepum «lNpoekimm»
Xoner, akpun. 100 X 120

Nee durypst 1. 1998. 13 cepun «lpoexumnm»
XoncT, akpun, CMelaxHan Textmnka. 120 X 95

MHoromepHsin obbexT N243. 2001
KapToH, CMelLanHan TexHuka. 36 ¥ 23 X 23
MHoromepHbiin 0bbekt Ned4. 2000
KapToH, cMmellaHHan TexHuka. 47 X 13 X 13
Komnosumumsa Ne2. 2000. MyBokunia, MHOTOCNOWHBIA pensed
MaHepa, akpun, 104 X 79

Qurypa N22. 2000

Bymara, Tywb, nepo. 36 X 22

BnaxeHHbin. 2001

XOncrT, akpun, cMewadHan TexHuka. 155 > 90
MHoromepHblin 0BbekT NedS. 1998
[lepeso, akpun. 73 X 27 X 27
MHorogurypHas komnosuums |. 1995
Bymara, cmellaHHan TexHuka, 15 X 19
MuorodurypHas komnosuums 1. 1995
Bymara, cMeluaHHan TexHuka. 15 X 19
MHorogurypHana komno3suuma [V. 1995
Bymara, nurmeHT, Tylb, 33 X 48
MHorocurypHas komnozuums [il. 1995
Bymara, cMeluaHHan TexHika. 16 X 23

MuorodurypHas komnosnuma, 1995
Xoncr, Bymara, cmewanHan TexHuka. 50 % 60

MuoromepHbii 06bekT Ned6, 2001
KaptoH, akpun. 87 X 40 X 40

MuoromepHbin obbekt N247. 2002
KapTtoH, akpun. 93 X 28 X 28

MroromepHbi 0bbekt N248, 1998
Lepeso, akpun, 56 X 32 X 32
MuoromepHbii 06bexkt N249. 1998
Lepeso, akpurn. 40 X 35 X 35
MuoromepHbiin 06bext N250. 2001
KapToH, cMeluaHHan TexHnka, 36 X 24 X 17

MuoromepHbin 06bekT Ne51. 2001
KapToH, cmelsanHan TexHmka. 43 X 15 X 15

MuoromepHbin obsekt N252. 2001
KapToH, cMelwaHHan TexHuka. 45 » 10 X 10

MHoromepHbin 0bbekT Ne53. 2000
KapToH, CMeluaHHan TexHuka. 27 X 25 X 25



228 MHoromepHbin obbekT N254. 1998
[Hepeso, akpun. 61 X 34 X 34

229 MHoromepHbiit obbekt N25S5. 2001
KapToH, cMellaHHan TexHuka. 36 X 17 X 24

230 MroromepHbiin 0bbekt N256. 2001
KaproH, cmelsaHHas TexHmka. 40 X 22 X 22

231 MHoromepHbid 0bbvekT Ne57. 2001
K.apToH, CMeLWwaHHan TexHuka, 41 X 14 X 14
232 MHoromepHbi obbekT A-1. 1996
W3 cepum «Mpeobpa3zosaHns»
Mertann, akpun. 25 X 14 X 14

233 ®urypa XIII. 1998. U3 cepun «Mpoekummn»
Xaner, akpwn, 80 X 63

234 MHoromepHbid obrekT A-2. 2001. U3 cepum «[peobpazosaqus»

KapToH, cMelwanHan TexHuka. 41 X 24 X 20

235 MHoromepHbii 0bbexT A-3. 2001. U3 cepum «Mpecbpazoeaxus»
KapToH, cMewwanHan TexHuka. 40 X 13 X 13

236 MHoromepHbln 0bbekT A-4. 2001. U3 cepum «Mpeobpazosaxna»
K,apTQH, CMELLaHHan TexHuka, 43 X 11 X 11

237 MHoromepHbii 06bekT A-5. 2001. U3 cepun «Mpeobpazosaqms»

K.apToH, CMelaHHan TexHuka, 40 X 7 X 7

238 MHoromepHsin obbekt A-6. 2001. M3 cepun «MpeobpazosaHua»
KapToH, CMellanHan TexHuka. 41 X 5 X 5

239 MHoromepHbln 06bekT B-1. 1997
W3 cepun «lMpecbpa3oBaHmar
Metann, akpun, 43 X 22 X 22

LIST OF ILLUSTRATIONS*

1 Motherhood. 1965

Oil on canvas. 114 = 64,5. Private collection

2 Man in an Armchair. 1961. The Cubist Period
Pastel on paper. 65 x 55. Private collection

3 Oriental Women. 1963
Qil on canvas. 65 % 60. Private collection

4 Portrait of a Girl. 1961. The Cubist Period
Pastel on paper. 35 x 25. Private collection

5 Self-portrait. 1966
Acrylic on cardboard. 26 x 17, Private collection

6 Love Scene. 1968
Gouache on cardboard. 80 x 55. Private collection

7 The Scream. 1969

Monotype on paper. 60 x 40, Private collection
8 The Kiss. 1968

Qil on cardboard. 38 X 30. Private collection
9 The Two. 1969

Monotype on paper. 70 x 55. Private collection
10 Blind Man (Homer). 1968

Tempera on cardboard. 110 x 80

11 Portrait of a Woman. 1968
Ink and pen on paper. 30 x 20. Private collection

12 The Moon’s Kiss. 1969
Autolithography. 39,5 X 37,5

13 Head of a Blind Man. 1969
Monotype on paper. 60 X 40, Private collection

*  Dimensions are given in centimetres

240 ®wrypa VIII. 1998. V3 cepum «poekummn»
Xoncr, akpun, 86 X 45

241  MHoromepHbiv 0bbekT B-2. 2001. U3 cepum «MpecbpazosaHuma»
KapToH, cMellaHHan TexHmka. 42 X 21 X 21

242 MuoromepHbin o6wbekT B-3. 2001. U3 cepum «MpeobpazosaHmar
KapToH, cMelaHHan TexHuka. 45 X 15 X 15

243 MHoromepHblin 0bbekT B-4. 2001. U3 cepyn «[peobpazosaHun»
K.apToH, cMellaHHan TexHuka, 44 % 12 % 12

244  MworomepHbiin obbekT B-5. 2001. W3 cepum «MpeobpazosaHua»
KapToH, cmelladHan TexHuka. 40 X 8 X 8

245 MHoromepHbiv 0bbekT B-6. 2001. U3 cepun «MpeobpazosaHmsa»
KapToH, cMeluaHHan TexHuka, 43 X 6 X 6

246 MHoromephbii oBbekT C-1. 1997. U3 cepum «MpeobpazosaHuan»
Metann, akpun. 43 X 22 X 22

247 MHoromepHbin 0bbekt C-2. 2001, W3 cepum «Mpeobpasosaxua»
KapTOH, CMEeLlaHHan TexHuka. 42 X 21 X 18

248 MHoromepHbid 0bwekt C-3. 2001. U3 cepun «Mpeobpazosaxma»

KapToH, cmewarHan TexHuka. 44 X 20 X 12

249 MuoromepHbin 0bbext C-4. 2001. U3 cepum «MpeobpazosaHnay
KaproH, cumetianHan TexHuka. 47 X 14 % 14

250 MHoromepHbin 0BbekT C-5. 2001. W3 cepum «Mpeobpa3sosaqma»
KapToH, cMewaHHan TexHmka. 42 X 8 X 8

251 MHoromepHbi obbekT C-6. 2001. 13 cepum «MpeobpasosaHua»
KaproH, cmewlanHan TexHmka, 39 X 55 X 55

252 MHoromepHeii obrekt C-7. 2001. U3 cepun «MNpeobpazosaHms»
KaproH, cmelaHHan Texrmka. 40 X 4 X 4

14 The Crucifixion. 1969

Monotype on paper. 60 x 40. Private collection
15 Motherhood. 1965

Oil on cardboard. 32,5 % 28. Private collection

16 Serenade. 1968
Ink and pen on paper. 44 x 41

17 Angels of Death. 1969
Monotype on paper. 50 X 41
18 A Man and a Bull. 1966
Qil on cardboard. 25 * 35. Private collection
19 Three Graces. 1969
Autolithography. 40,5 % 40,5
20 Melancholy. 1966
Oil on cardboard. 38 X 36. Private collection

21 The Baptism. 1969
Monotype on paper. 50 X 41

22 John the Baptist. 1989
Sepia and charcoal on levkas. 100 X 80. Private collection

23 Pieta 1989
Sepia and charcoal on levkas. 100 % 80. Private collection
24 Conversation. 1990
Sepia and charcoal on cardboard. 94 % 75,5
25 Monologue. 1990
Sepia and charcoal on cardboard. 67,5 X 64
26 Night. 1990
Charcoal on paper. 40 % 33
27 Three Angels. 1990
Acrylic and charcoal on cardboard. 70 X 140. Private collection

28 Repose. 1990
Sepia and charcoal on levkas. 100 x 80
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A Bird. 1990

Acrylic on paper and cardboard. 52 % 35

A Man and a Woman. 1990

From the Line in Space series

Acrylic on paper and cardboard. 110 X 106. Private collection

Madonna. 1990

Acrylic on cardboard. 85 X 70. Private collection
Composition no.2. 1990

From the Line in Space series

Acrylic on paper and cardboard. 91 % 119

Composition with Birds. 1990. Multilayered relief
Acrylic on cardboard. 123 X 174. Private collection

Spatial Composition no.1. 1990. Multilayered relief
Acrylic on cardboard, 60 X 58

Spatial Composition no.2. 1990. Multilayered relief
Acrylic on cardboard. 60 X 62

The Two. 1991. From the Minimalism series
Acrylic on cardboard. 100 X 80

Four Figures, 1991, From the Minimalism series
Acrylic on cardboard. 90 X 100

Composition VII. 1991. From the Minimalism series
Sepia, pigment, charcoal on levkas, 115 % 95. Private collection

The Three. 1990. Multilayered relief
Acrylic on cardboard. 35 % 40

Composition. 1990. Multilayered relief
Acrylic on cardboard. 102 x 117

Resistance. 1990. Multilayered relief
Acrylic on cardboard. 122 % 150

Three Pears. 1990. Multilayered composition
Acrylic on cardboard. 45 X 45

Christ. 1990. Multilayered relief
Acrylic on cardboard. 130 X 102. Private collection

Adam and Eve. 1990. Multilayered relief

Acrylic on cardboard. 120 % 95. Private collection

A Bull. 1990. Multilayered relief
Acrylic on cardboard. 140 X 100

Three Birds. 1990. Multilayered composition
Acrylic on cardboard. 123 X 129

Galanty Show |. 1990
Sepia on levkas. 100 % 80. Private collection

Galanty Show I1. 1990
Sepia on levkas. 100 X 80. Private collection

A Figure with an Apple. 1991
Sepia and charcoal on levkas. 115 X 95, Private collection

Sitting Figure 1. 1990
Sepia and charcoal on levkas. 60 X 50

Portrait. 1991

Sepia, pastel and ink on cardboard. 16 X 12

Portrait. 1990

Sepia and charcoal on levkas. 70 X 60. Private collection
Embrace. 1990

Sepia on levkas, 95 % 80

Standing Figure II. 1990
Coloured ink on cardboard. 28 x 15. Private collection

Sitting Figure V. 1990
Sepia and charcoal on levkas. 65 ¥ 55

Sitting Figure VI. 1991
Mixed media on levkas. 80 X 65
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The Two. 1991
Mixed media on levkas. 122 % 95. Private collection

A Woman with a Mirror 1I. 1991
Mixed media on levkas. 100 % 80

Playing with the Light Reflection. 1991

Sepia and charcoal on levkas. 80 X 65. Private collection
Nude. 1991

Sepia on paper. 111 X 64

Family. 1991

Sepia and charcoal on levkas. 85 X 75, Private collection
The Dance. 1990

Sepia and charcoal on levkas. 80 X 65

Two Female Figures. 1990

Sepia on levkas, 74 X 90

The Blessed Woman. 1991

Sepia and charcoal on levkas. 75 X 85
Sleeping Figure with a Mirror, 1991

Mixed media on levkas. 45 X 33,5, Private collection
Figure with a Book and a Doll. 1991

Sepia on levkas, nurmenT. 110 % 90

Reclining Figure. 1992

Acrylic on paper on canvas. 118 x 100

Sitting Figure XII. 1992

Acrylic on paper on canvas. 143 X 99,5
Multifigured Composition Il. 1992

From the Appearance of the Image series

Coloured ink and pigment on paper on canvas. 99 X 151, Private collection

Dialogue. 1991
Mixed media on levkas. 45,5 * 35. Private collection

Dialogues. 1991

Mixed media on levkas, 115 X 95. Private collection
Multifigured Composition 1. 1992

From the Appearance of the Image series

Sepia and pigment on levkas. 50 x 60. Private collection
Multifigured Composition II. 1992

From the Appearance of the Image series

Ink and pigment on paper on canvas. 101 X 121. Private collection

Dialogue |. 1992. From the Appearance of the Image series
Sepia and pigment on levkas. 65 % 50. Private collection

A Road. 1992. From the Appearance of the Image series
Sepia and pigment on levkas. 65 X 50. Private collection
Group Composition IV (“Zangezur”). 1991

From the Appearance of the Image series

Pigment on levkas. 65 % 50,5

The Blessed. 1992

Mixed media on levkas. 65 % 80

Composition V. 1992

From the Appearance of the Image series

Acrylic on canvas, 61 % 71

Dream |, 1992. From the Appearance of the Image series
Sepia and pigment on levkas. 35 X 45

Lying Figure. 1992

From the Appearance of the Image series

Sepia and pigment on levkas. 33,5 X 48,5. Private collection

Composition XVI1. 1992
Acrylic on canvas, Tywb. 51 X 41

Composition 11. 1992
Acrylic on canvas. 90 x 70
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Sitting Figure VII. 1992
Acrylic on canvas. 76 X 61

Sitting Figure VI. 1992
Acrylic and ink on cardboard on canvas. 106 % 70

The Two. 1992. From the Appearance of the Image series
Pigment and ink on paper. 24 X 29

Group of Three Figures. 1992

From the Appearance of the Image series

Charcoal, pigment and ink on paper on canvas. 82 x 110
Private collection

Three Figures. 1992

From the Appearance of the Image series

Sepia and pigment on levkas. 50 X 65. Private collection
Multifigured Composition Ill. 1992

From the Appearance of the Image series

Pigment and ink on paper on canvas. 66 X 82. Private collection

Figure |. 1992. From the Images and Shadows series
Sepia and charcoal on levkas. 48,5 X 33,5. Private collection

Figure II. 1993. From Metamorphoses series
Acrylic on canvas. 100 X 90. Private collection
Standing Figure |. 1992

Acrylic and ink on cardboard. 21 X 16

Figure. A Project. 1990

Cardboard 10 X 5 X 5

Two Angels. 1990

Cardboard. 16 X 11 X 8

Angels. 1990

Cardboard. 19 X 10 X 6,5

96 Object. 1996
Ink on cardboard. 50 X 28 X 30

Multidimensional Object no.1. 1996

Acrylic on wood, 74 % 40 X 40

Figure I. 1998. From the Projections series
Acrylic on canvas. 83 % 60

Multidimensional Object no.2. 1996

Acrylic on metal, 25 X 14 % 14

Multidimensional Object no.3. 2000

Mixed media on cardboard. 37 X 23 X 23

Large Composition |. 1993

Acrylic on canvas. 220 % 60. Private collection
Multidimensional Object no.4. 1998

Mixed media on foamed cardboard. 45 X 38 x 38
Composition no.2. 1995

Acrylic on canvas. 90% 120. Private collection
Composition no.1. 1994

Acrylic on canvas. 90 % 120

Composition V. 2001

Sepia and charcoal on levkas. 122 % 100
Composition no.1. 2000. Deep multilayered relief
Acrylic on plywood. 104 X 79

Two Figures IV, 1999. From the Projections series
Acrylic on canvas. 112 % 82

Composition |. 1998. From the Projections series
Acrylic on canvas. 29 x 27

Figure XIIl. 1998. From the Projections series
Acrylic on canvas. 80 x 63

Multidimensional Object no.5. 1997
Acrylic on wood. 48 % 50 X 50
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Multidimensional Object no.6. 1998
Acrylic on wood. 47 X 30 X 30

Figure no.1. 2000. From the Relief in Space series
Acrylic on cardboard. 104 77

Standing Figure. 1992. From the Images and Shadows series

Stamping, pigment on paper. 31,5 X 21,5
Two Figures VII. 1998. From the Projections series
Acrylic, mixed media on canvas. 35 X 30

Composition Ill. 1998. From the Projections series
Acrylic, mixed media on canvas. 105 X 116

Multidimensional Object no.7. 2000
Cardboard, cmewaHHas TexHwka. 33 X 30 x 30

Multidimensional Object no.8. 2000
Sepia on levkas. 115 X 95, Private collection

Large Composition. 1996
Acrylic on canvas. 200 X 185

Multidimensional Object no.9. 2001

Acrylic on wood. 52 X 50 X 50

Composition Il. 1998. From the Projections series
Acrylic and mixed media on canvas. 90 X 121

Figure no.1. 2001

Ink and pen on paper. 25 X 23

Composition XI. 1992

Acrylic on canvas. 213 X 177. Private collection

A Tower. 1992. From the Connection series
Acrylic and ink on canvas and cardboard. 100 X 65,5

Multidimensional Object no.10. 1998

Acrylic on wood. 33 X 25 X 25

White Composition. 2001, Multilayered relief
Acrylic on cardboard. 139 X 102

Figure with a Sphere. 1998. From the Projections series
Acrylic, mixed media on canvas. 118 X 84

Cruciform Composition. 2000
Acrylic on cardboard, 81 % 79

Two Figures. 2000. Multilayered relief
Acrylic on cardboard. 80 x 104

Multidimensional Object no.11. 2000
Mixed media on cardboard. 27 % 25 % 25
Multidimensional Object no.12. 2000
Acrylic on foamed cardboard. 52 % 50 X 50

Relief. Group Composition. 1999
Acrylic on cardboard and plywood. 28 X 31

Complex Composition I. 1995
Acrylic and ink on canvas. 98 X 93

Figure VIII. 1998. From the Projections series
Acrylic on canvas. 88 X 53

Figure XV. 1998. From the Projections series
Acrylic, mixed media on canvas. 112 X 82
Figure XVI. 1998. From the Projections series
Acrylic, mixed media on canvas, 105 X 83

Complex Composition II. 2000
Acrylic on canvas. 120 X 110

Figure on a White Sphere. 1997

Acrylic on wood. 18 X 10 X 10

Standing Figure I1. 1992

Acrylic and ink on cardboard on canvas. 96 X 70

Figure |. 1994. From the Metamorphoses series
Acrylic on canvas, 120 X 90
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141 Double-sided Sculptural Form. 1996
Acrylic, plaster, gauze on plywood. 40 x 27 X 27. Private collection

Double-sided Sculptural Form. 1996

Acrylic, plaster, gauze on plywood. 40 X 27 x 27. (Detail)
Multidimensional Object no.13. 1996

Acrylic on wood. 66 X 32 X 32

Figure IV. 1996. Painted relief

Relief on canvas, mixed media. 150 X 80

Two Figures. 1996, Painted relief
Acrylic on carton and plywood. 100 * 88

Multidimensional Object no.14. 1998
Mixed media on wood. 77 X 46 X 46

Multidimensional Object no.15. 1996
Acrylic on wood, 37 X 23 X 23

Multidimensional Object no.16. 1996
Acrylic on metal. 30 x 20 X 20

Diagonal Composition with a Sphere. 1998
Acrylic on wood. 35 X 27 X 27

Figure V. 1998. From the Projections series
Acrylic on canvas. 43 X 24

Figure IV. 1998. From the Projections series
Acrylic on canvas. 129 X 73

Two Figures. 1995
Mixed media on canvas. 170 * 170. Private collection

Multidimensional Object no.17. 1997
Acrylic on wood. 56 % 26 X 26
Black-and-White Figure. 2001
Acrylic on cardboard. 144 X 82

Figure no.4. 2000. From the Relief in Space series
Acrylic on cardboard. 104 % 77

Multidimensional Object no.18. 1997
Acrylic on metal. 43 X 22 X 22

Multidimensional Object no.19. 2000
Mixed media on cardboard. 46 X 17 x 17

Komno3auuws IV. 1998. From the Projections series
Acrylic, mixed media on canvas, 130 X 100

Multidimensional Object no.20. 2000
Mixed media on cardboard. 38 X 23 X 23

Multidimensional Object no.21. 2000
Mixed media on cardboard. 34 X 18 X 18

Multidimensional Object no.22. 2000
Mixed media on cardboard. 43 X 23 X 23

Three Figures Il. 1999. From the Projections series
Acrylic, mixed media on canvas. 127 % 153

Figure X. 1998. From the Projections series
Acrylic, mixed media on canvas. 116 X 70

Three Groups. 1999
Acrylic, mixed media on canvas. 115 X 135

Two Figures |. 1998. From the Projections series
Acrylic, mixed media on canvas. 119 X 84
Multidimensional Object no.23. 2001

Mixed media and foamed cardboard. 92 % 42 X 42
Figure XVII. 2000

Acrylic on paper. 26 X 16

Two Figures V. 1998. From the Projections series
Acrylic on canvas. 140 X 118

Group |. 1998. From the Projections series
Acrylic on canvas. 90 X 53
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Figure 1. 1997. White on White
Stamping on paper. 42 X 25

Figure no.3. 2000. From the Relief in Space series
Acrylic on cardboard. 104 X 77

Multidimensional Object no.24. 2000
Mixed media on cardboard. 41 % 17 X 17

Two Figures VI. 1998. From the Projections series
Acrylic, mixed media on canvas. 40 * 35

Figure no.2. 2000. From the Relief in Space series
Acrylic on cardboard. 104 x 77

Figure IX. 1998. From the Projections series
Acrylic on canvas. 40 X 24

Three Figures I. 1999. From the Projections series
Acrylic, mixed media on canvas 118 X 13

Multidimensional Object no.25. 2000
Mixed media on cardboard. 22 X 28 X 28

Figure XIV. 1998. From the Projections series
Acrylic, mixed media on canvas. 89 X 68

Composition no.20. 2001. From the Projections series

Acrylic on paper. 25 X 18

Multifigured Linear Composition V. 1995
Pigment and ink on paper. 15 X 23

Figure. 1992. From the Appearance of the Image series

Pigment and ink on paper. 18 X 13
Multidimensional Object no.26. 1998
Acrylic on wood. 61 X 34 X 34

Figure VI. 1998. From the Projections series
Acrylic on canvas. 88 X 50

Figure |ll. 1996. From the Projections series
Mixed media on canvas. 180 % 90

Figure XII. 1998. From the Projections series
Acrylic, mixed media on canvas. 118 X 63
Figure VII. 1998. From the Projections series
Acrylic on canvas. 86 X 45

Two Figures Ill. 1999. From the Projections series
Acrylic, mixed media on canvas. 105 % 83
Figure no.2. 2000

Ink and pen on paper. 36 x 22
Multidimensional Object no.27. 1997

Acrylic on wood. 39 X 24 X 24

Figure XIl. 2001. Multilayered relief

Acrylic on cardboard. 138 X 72
Multidimensional Object no.28. 1998
Acrylic on wood. 85 X 21X 21
Multidimensional Object no.29. 2001

Mixed media on cardboard. 34 X 15 X 15

Multidimensional Object no.30. 2001
Mixed media on cardboard. 36 X 13 X 13

Multidimensional Object no.31. 2001
Mixed media on cardboard. 34 X 16 X 16

Multidimensional Object no.32. 2001
Mixed media on cardboard. 41 X 22 X 22

Multidimensional Object no.33. 1996
Lepeso, runc, akpun. 45 x 30 % 30

Multidimensional Object no.34. 1998
Acrylic on wood. 17 X 14 X 14

Multidimensional Object no.35. 1998
Acrylic on wood. 16 X 14 X 14
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Multidimensional Object no.36. 2000
MeHokapToH, cMellaHHan TexHuka. 94 X 52 X 35

Multidimensional Object no.37. 1998
Acrylic on wood. 58 X 25 X 25

Multidimensional Object no.38. 1998
Acrylic on wood. 43 X 20 X 20
Multidimensional Object no.39. 1998
Acrylic on cardboard. 18 X 15 X 15

Integrated Figures. 1998. From the Projections series
Acrylic, mixed media on canvas. 123 % 90

Multidimensional Object no.40. 2001
Mixed media on cardboard. 34 x 23 X 23

Multidimensional Object no.41. 2001
Mixed media on cardboard, 40 X 14 X 14

Multidimensional Object no.42. 1998
Acrylic on wood. 83 % 45 X 45

Three Figures Ill. 1998. From the Projections series
Acrylic on canvas. 100 X 120

Two Figures I1. 1998. From the Projections series
Acrylic, mixed media on canvas. 120 X 95

Multidimensional Object no.43. 2001
Mixed media on cardboard. 36 % 23 x 23
Multidimensional Object no.44. 2000
Mixed media on cardboard. 47 X 13 X 13
Composition no.2. 2000. Deep multilayered relief
Acrylic on plywood. 104 X 79

Figure no.2. 2000

Ink on paper. 36 x 22

The Blessed. 2001

Acrylic, mixed media on canvas. 155 X 90
Multidimensional Object no.45. 1998
Acrylic on wood, 73 X 27 X 27
Multifigured Composition I. 1995
Mixed media on paper, 15 X 19
Multifigured Composition I1. 1995
Mixed media on paper. 15 X 19
Multifigured Composition IV. 1995
Pigment and ink on paper. 33 X 48
Multifigured Composition Ill. 1995
Mixed media on paper. 16 * 23

Multifigured Composition. 1995

Mixed media on paper and canvas. 50 X 60
Multidimensional Object no.46. 2001
Acrylic on cardboard. 87 % 40 x 40

Multidimensional Object no.47. 2002
Acrylic on cardboard. 93 X 28 X 28

Multidimensional Object no.48. 1998
Acrylic on wood. 56 X 32 X 32

Multidimensional Object no.49. 1998
Acrylic on wood. 40 X 35 X 35

Multidimensional Object no.50. 2001
Mixed media on cardboard. 36 X 24 X 17

Multidimensional Object no.51. 2001
Mixed media on cardboard. 43 X 15 X 15
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Multidimensional Object no.52. 2001
Mixed media on cardboard. 45 * 10 X 10

Multidimensional Object no.53, 2000
Mixed media on cardboard. 27 % 25 % 25

Multidimensional Object no.54. 1998
Acrylic on wood. 61 X 34 X 34

Multidimensional Object no.55. 2001
Mixed media on cardboard. 36 X 17 X 24

Multidimensional Object no.56. 2001
Mixed media on cardboard. 40 X 22 X 22

Multidimensional Object no.57. 2001
Mixed media on cardboard. 41 % 14 X< 14

Multidimensional Object A-1.1996. From the Transformations series
Acrylic on metal. 25 X 14 X 14

Figure XII1. 1998. From the Projections series
Acrylic on canvas. 80 X 63

Multidimensional Object A-2. 2001. From the Transformations series
Mixed media on cardboard. 41 X 24 X 20

Multidimensional Object A-3. 2001. From the Transformations series
Mixed media on cardboard. 40 x 13 X 13

Multidimensional Object A-4. 2001. From the Transformations series
Mixed media on cardboard. 43 X 11 X 11

Multidimensional Object A-5. 2001. From the Transformations series
Mixed media on cardboard. 40 X 7 X 7

Multidimensional Object A-6. 2001. From the Transformations series
Mixed media on cardboard. 41 % 5 X 5

Multidimensional Object B-1. 1997. From the Transformations series
Acrylic on metal. 43 X 22 X 22

Figure VIII. 1998. From the Projections series
Acrylic on canvas. 86 X 45

Multidimensional Object B-2. 2001, From the Transformations series
Mixed media on cardboard. 42 X 21 X 21

Multidimensional Object B-3. 2001. From the Transformations series
Mixed media on cardboard. 45 * 15 X 15

Multidimensional Object B-4. 2001. From the Transformations series
Mixed media on cardboard. 44 X 12 X 12

Multidimensional Object B-5. 2001. From the Transformations series
Mixed media on cardboard. 40 X 8 X 8

Multidimensional Object B-6. 2001. From the Transformations series
Mixed media on cardboard. 43 X 6 X 6

Multidimensional Object C-1. 1997. From the Transformations series
Acrylic on metal. 43 % 22 X 22

Multidimensional Object C-2. 2001, From the Transformations series
Mixed media on cardboard. 42 X 21X 18

Multidimensional Object C-3. 2001. From the Transformations series
Mixed media on cardboard. 44 % 20 X 12

Multidimensional Object C-4. 2001. From the Transformations series
Mixed media on cardboard. 47 x 14 x 14

Multidimensional Object C-5. 2001. From the Transformations series
Mixed media on cardboard. 42 X 8 X 8

Multidimensional Object C-6. 2001, From the Transformations series
Mixed media on cardboard. 39 X 5,5 X 5,5

Multidimensional Object C-7. 2001. From the Transformations series
Mixed media on cardboard. 40 X 4 X 4
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