«f1 mpuexan 3aBoeBaTh JIOHIOH>

Criop 0 ToM, IJi€ nomKeﬁ paboTaTh XyJOXKHUK — «3[[ECh» U «TaM»,
— ¥ OEHEET JIX CTPaHa, €CIi KapTHHBI IPOJAIOTCA 34 pyoex,

macrepckoil Pypomba Xa-
YaTpsiHA BCE YCTABIEHO IOTO-

BbIMU paGoTamu. OHE CTOST

yKe ABYMs 9TaXKaMM, OXKH-
nasi, KOIjia XyJAOXHUK NpeEf-
craBur ux 3purensm. Ho emy mexorga
OTOPBAThCSL OT FJIAaBHOTO — MOHCKA
tp(;FMnybI YEJIOBEYECTBA.
y3Ke HECKOIIBKO Pa3 Cajiuiics 3a Ma-
LIMHKY, COOUPAsICh HAIMCATh O BEIlM-
KOM OTKpbITHH XawaTpsHa. Ho ka-
KL pa3, Korja s Opuxoxy K Py-
710Jb(y B MACTEPCKYH), OH IOBODUT:
«ITofiieM nokaxy. ITO C yMa MOXHO
coviti». U s pBY y3Ke MOYTU OKOHYEH-
HyIO CTaTbIO, IOTOMY YTO HE MOTY yI-
' HaThC 38 ero TBOpuecTBOM. OHAX/IBI
XauarpsiH [OKa3bIBAll M3JATENIO, Oe-
pymiemMycsi 3a MyGIMKauuio ansooma
JIOHIOHCKOTO HEPHOjia TBOPYECTBA XY~
JIOKHMKA, CBOIO HOBYIO CEPHIO rpachu-
KM, BBIIOJHEHHYIO M3SIIHO H MPOCTO
METOJOM TUCHEHHS Ha GeNbIX JHCTaX.
Wsparens 3akmiouni: «9T0  Oyaer
TPYAHO nepefaTh Ha Gymare. Ha ciai-
nax no.lgqm‘c;x Jub rpaduyeckas nu-
nus.  O6bemHocTs Tpomafer». He
MPOIJIO U {BYX HEE/b C TOTO JIHsI, KaK
51 BHOBB YCIIBIILIAI 3HAKOMOE «9TO C yMa
MOYHO COVTH» U YBUJIEJI €11I€ OJIHO HO-
ATBEP3KICHUE TFeHMATbLHOCTU Pynoub-
da. I'pacpuka oxuna...

Eciu roBoputh 06 OCHOBHOM, Ha MOM
B3TJISAN, fapoBaHuu Pynonbda, To 910
— YMEHHUE BIOXHYTH XXU3Hb B 00pa3bl ©
hopMmBbI. :

. Ecnu roBoputh 06 OCHOBHOM €ro
OTKPBITUHM, TO 3TO — Tpa-

KABIA M3 HAC JIEVICTBUTEIBHO TauT B

. cefe OJIHOBPEMEHHO HECKOJILKO COCTO-
stHuil. 11CHXOJIOTMYIECKH B JTIFOOOM K-

setr YEJIOBEUYECTBO. Ha xynoii KO-
Hell — BbIlyMaHHbIi repoit, — Pynonsd
3aKypUBAET OYEPEIHYIO CHTapeTy, Ca-.
JIUTCS B HU3KOE KPECIO, CTOSIIICE 3/1ECh
X€, B €r0 MacTepckoi. — AfiaM — 3T0
Bce yenopeuectBo. Ero ucrok. Coe-
JIMHK BCEX B.€AUHBII 00pa3, MOy ML
onsiTh Anama. Ho GyfieT OH yXe He TeM
GHOJICHICKUM TIEPCOHAXEM, a HEKUM
JPYTMM CJIOXHBIM CyLIECTBOM, BOGPaB-

HIAM B ce0si BCIO TaMMY UyBCTB, (OpM, .

IPOTHBOPEYHi. DTO HONYIHTCs CHOP-
PEeaNHCTHIECKNi YPOJI, HOBEPH MHE, HO
— Apawm. Y rnaBHOE, YTO 3aCTABUT €X0
BBITJISIETH TaK, —.9TO CHPECCOBAHHOE
B HeM BpeMsl. 3Haellb, s YNPOUAX0
cebe 33724y U HE CTaparoch «coOpaTh
Apnama Hazajg». MHe HOCTaTOYHO AJIsA
CHMBOJIMYECKO} NEpelayl BPEMEHH B
IUIOCKOCTH AIBYSRHHOTO COCTOSIHUS Oi-
HOTO 06pasa: MaTepu U pebenka. 9To
00beMHEHIE NPOUITIOrO M HACTOSIIE-
ro. A Kak enje 00Jjiee OpraHuIHO Iepe-
NaTh 3TO, ECIU He YePEe3 COSAUHEHUE B

OJIHOM 00pa3e MCTOYHUKA XU3HH U Ca--

Mot xu3Hu? Y CIOBHO 51 HA3BaJI CBOETO
YPOAIA «MaleHbKUH-O0IBIION . CHa:
yajga 370 ObLI OfMiH MOHYMEHTAJIbHBIA

o6pas. ITorom, cam 3Ha€Mb, s CTAJ 3a-.

CeJSITE  €r0 APYTMMH  «MaJIeHbKMMY-
GOJBIIMMI», KakK ObI BOSHUK MypaBe¥i-
Huk. Bce oHM Ha (hOHE MOYTU HETO-
JBMXKHOTO THTaHTA XUBYT CBOEH CyeT-

JMBOIl Xu3HBIO. VI camoe yfuBHTENb-

HO€, YTO HH MOHYMEH-

uueckoe - H300pasKeHue
ucropuu. Emy ypanoch
Hayiti opMmyity 0ToOpa-
KEHUSl XKU3HH, COCJIMHMB
TPOCTPAHCTBO M BPEMS.
«IToHnmaenb, Kaxabli
13 HAC HOCHMT B cebe CBOoe
HAETCTBO. JTO HEKUH CHM-
Bonudeckuit o6pas. Mc-
XOjs W3 JTOTO, 51 JOmyC-
Kaw, 49TO MOXHO MHCATh
OJIHOBPEMEHHOCTL  CYHIE~
CTBOBaHUSI [BYX COCTO-
SIHUI OfiHOTO OOpasa. Ilo- |
Ka3aTh KX EAMHCTBO. B

S OpHa M3 nocnedHux pabot
HpUHUUIE 3TO HE MPOCTO  Xayarpsina nomelyeHa Ha 06-
JIOIyCK, CHUMBOJIHKA. Ka- noxxe atoro Homepa «HB»

TaJbHOU OCHOBE, HU My~
PaBBUHOMY, IJIEMEHU HET
jielta pyr fio Apyra, a Io-
poii, BEpHEE HOYTH BCET-
/a, OHOM TOJOBUHE Ka-
XKJOTO HET fiena 10 [py-
ro#, XOTsI BCE OHU TapMO-
HUYECKH CIIUTHI B €UHBIIA
o6pa3: IIpocro HE MOTyT
CyIIECTBOBAThL - ABTOHOM-
HO».

TToMHFO, B OJIUH U3 MOUX
NPUXOMOB K Pynonbdy Mbl
TaKXe CHJieli y HEro B
MAaCTEpCKOU, U Ka3ajoch,
4TO MOCIENHsIsI Cepusi pa-
00T, e OH CO3[ajl OIM-

7

HAKOHEH-TO ucuepnain ce6st. Ho 0TKpBIIUCE HOBBIE TIPOOJICMBL. ...

CaHHBII Bbillle MypPaBEHHUK YEJIOBEYC-
cTBa, — anogeos ero TeopyecTna. Mue
HOJYMAJIOCh, YTO TaK CUMTAET M CAM Xy~
JOXHWK, 9TO OH JOCTHI KPUTHYECKOU
Touku. Ho Ha cuepyrouied Hepfene
gcnmman no tenedony: «IIpuesxai.

TO C yMa MOXHO COUTH». «Thl — Te-
HUI», — cKasajl si, KOrja IOCMOTPEN
€ro HOBYIO CEPHIO. «A Thl COMHEBAJICs!

SI npuexai, 4To6bI 3aBoeBaTh JIOHOH.

Bax!» :

Euie B wmecrujecsitbie ropbr Py-
nonb XauaTpsiH Hayal CO3[aBaTh
VIUBHTEIIbHBIA MHD JIIOIEH C BbIpe3a-
HHBIMH B MIX TE€JIC OTBEPCTUSMU — «OTK-
PhITYIO (DOPMY B IPOCTPAHCTBE . «[IbI-
psBOE» HACENICHHE ero MUpa He MOHpa-
BMJIOCH BJIACTh MMYIIHM. OTO YyTh HE
CTOHUIIO Pynomg.g uyjiencrea B Corose
xynoxunkoB CCCP. Ho on npopiomkait
TBOPUTH B CBOCH MaHepe. Y3Ke TOrja
MacTep NPUXOUT K Hjiee, CTaBuIeH
BIOCJIEJICTBAK JI€JIOM BCEH KM3HH, —
MOWCKY IUIACTUYECKOH Mepefavu Bpe-
MenH. OH NUUIET CTPAHHOE CYLIECTBO:
JEXKAIYI0  [ABYXLOJOBYIO = uUrypy.
OpHa rojioBa Cour, Apyras — 60jp-
crByerT. [IBa COCTOSIHUS OFHOTo 06pasa.
To, uTo OyAeT IOTOM IPOXOAUTH KPac-
HOl HUTBIO Yepe3 Bce TBOpYeCTBO Py-
nonboda. :

- «Ho 3T0 GBUIO emje HE OTKPLITHE.
CimikoM BCe NPONOPHMOHANBHO, —
TOBOPUT MHE OH, TIOKa3bIBasl B aJIbOOME
¢oTorpaduio ABYXroJoBOrO MOHCTpA.
— Hyx#a 6blia CBA3b MEXJy MpOII-
JbIM 1 HacTosyM. Hy>HO Ob1I0 JBU-
>KEHUE B IIPOCTPAHCTBE, HO MIACTUIEC-
KOE, a He MEXaHu4ecKoe. — XayaTpsiH
Ha MUHYTYy 3aMmoikaeT. CKpeGeT KO-
CMaTy10, C IpOCebIo, 6opony. — 5 Bee
Jare BCHOMHHAIO cBOero yuurens Ep-

BaHpga Kouapa. OH elle B TpUjUAThIC

TOJbI TBITAJICS MEPENATh OHOBPEMEH-
HOCTb JIBYX COCTOsIHMI. [1jIs1 3TOTO eMy
NPAIIOCH NPHAyMaTh HOBOE HalpaB-
JIEHWE — «KUBOINKCH B IPOCTPAHCTBE».
IlpencraBp ce6e (urypbl, pacrodo-

JKEHHbIE B PasHbIX IIOCKOCTsX. Bpa- .

1Jasl 9TU IIJIOCKOCTH, Thi YBUUIIb, KaK

onHa (urypa HepexoiuT B HAPYIYIO,.

OfiHO cocTosinue — B Apyroe. Ho, yuu-
ThIBasi, YTO (DUTYpHI CIUTHI B EAUHbIA
06pa3, IONyYaeTcs OIHOBPEMEHHOCTh
ux npucyTcTBus B HeM. Kouap, Hanpu-

Mep, CO3[ajl YAUBUTENbHYIO paboTy,
T7ie XEeHIUHA U CTOSANIA, ¥ CHEJIa OFHO-
BpeMeHHO. Ho Bce «ero nponssegeHust

b1V (PUBMYECKY IPOCTPAHCTBEHHBIE.
Mens e My4YusI BOIPOC CO3[AaHUS Ta-
KOro 06pasa B INIOCKOCTH». .

Pynonbc nponucThIBaeT HECKOIBKO
CTPaHHUII  CaMOJEJIBbHOrO  anbboMma.
MenpkaioT, Kak B MyJIbTHIUIHKAINY,
dororpacuu ero paboT, 3acTaBisT
OXUBATH HEPEANIBHBIA MU ETO TEPCO-
Haxen. «<BoT, — HaKOHEI| OCTaHABJIH-
BACT'OH CTPEMUTENBHbIHA OET CTPaHUI.
— Hamren. «<MatepuacTBO». TaK Ha3bl-
BaeTcsl 9Ta pabora. IIpucMoTprck». S
BCMaTpHBAaIOCh B (poTorpacduro. Mare
HEXHO TNIpIKMMaeT pedeHka. 3Beu-
_HbII 06pa3 Maponss ¢ MiaferneM. Ho
BJPYT 3aMevalo, YTO i pe6EHOK, ¥ MaTh
SIBJISFOTCS. €JUHBIM IIENIBIM, HEPa3PhIB-
HBIM - CYIECTBOM. «3ameTmwin? — BOC-
KITAIAcT Pymoned. — YT0, MOXHO C
yMa COUTH /»

IIpucyrcTBUe BO BCeX MpoU3BEHe-

HUSIX «MaJIeHbKOT0» (pe6GeHKa) BHOCHT
B'paGoTHI haKTOp BPEMEHH, IPUYEM HE
GyKBaIbHO, KaK y ero yumurens Koua-
pa, a hUrypanbHo, Ha A3bIKe KHBOMH-
cu. ITpouncxogut Kak Obl HaJOKEHUE
JBYX 310X, KaK, ckaxeMm, B bubmin, co-
CTABJICHHOM W3 MHOXECTBAa HAIUCaH-
HBIX B Pa3HOE BPEMsI TEKCTOB, HO CO3Jia-
FOIIUX KOHEYHYIO T'apMOHMIO TP €e
yTeHuK. Y XadaTpsiHa peOSHOK — 3HaK
NpPOIIIOro, BOCIOMUHAHMS. B oHOM U3

PatoT OH U300pa3uil MaTh («GOIBIIO-
TO»), CHSIIIYIO Ha CTyle, a peOGeHKa
(«MaJIeHbKOT0»), CTOSIOUM BO BEChH
POCT 1 CMOTPSIIMM B 3epKayo. Kak u B
oneite Kovapa, durypa nogHsiace u3
CHJSTIETO TOJIOXKEHNS, HO POU30LIIO0
9TO HA OJHON INIOCKOCTH Gnaromaps
MAaJIOCTH pe6eHKA. :

«JIymMaro, OTKPBITUE «MACHBKOTO» U

" «6ONBIIOr0» OBIIO KIIOYEBBIM, — IIPO-

nomxaer Pyponbd. — TlocMorpu, Ma-
JIEHBKAs PyKa ECTECTBEHHO JIOXKUTCS Ha
IoficTaBKy. MaieHpkas Hora cosgaer
TapMOHHIO, KOTOPYIO Obl Hapymmia
6ompmas. Cupamas ¢urypa TOIBKO
TOTAa IONYYaeT CBOIO MOHYMEHTAlb-
HyI0 apXMTEKTOHHKY, KOrga B' o0pase
BO3HHMKAET MOH «MaJICHbKUI» . DTO KaK B

- Xpame B FapHH, TTI€ CTYIIEHH BBITTOKEHbI

TPOMAJHBIM IIaroM, Bpojie ObI 10 HAM
KOTT[a-TO BOCXOJWIA HEBEOMBIE TUTAH-

* TBI. A €CaM-TO OH KPOXOTHBIIL. ...EcTh B
ApMeHHH 9yAecCHOE MECTO — ILEPKOBb -

Puncuve. MoHyMEHTATBHOE W BENUYE-
CTBEHHOE COOPYXEHHE, K KOTOpOMY

MIENHIAch MalleHbKas YaCOBEHKA.

Ha J{OIONHSET OOIYI0 TAPMOHHMIO H [0~
TYEPKUBAET BEYHOCTh BCErO KOMILIEK-
ca. He 3Ha10, MOXET TaM Hy>KHO HCKaTh
HMCTOKY MOMX MJIeH. A MOXET, 3T0 0T Bo-
ra? He ynpi6aiicst. OTKyza ThI 3HACIIL ?»

Cepeeti Babycenko,
c06. Kopp. «HoBOro BpemeHw»
JIOHJOH

C yAsba Pygonbtha XayarpsHa.
6bina onpefenexa elje Toraa,
Korfja ManbYuKOM OH NO3HaKOo-
musicsi ¢ Epeangom Kouapowm, ns-
BECTHbIM >KMBONUCLEM; paboTas-
wmm npexae B Mapuxe u ucnoee-

. [OBaBUWIVM TIPUHLMIBI Knaccuyec-

~ KOTO [0BOEHHOI0 €BpOMNencKoro

apaHrappa. Ydveba y Mactepa B

‘3HayuTesIbHOM Mepe  CchopMUpo-
 Basia aCcTeTMHeckue B3rnagbl Xy-
foxHuka. C 18 ieT oH y4acTByeT B
BbICTABKAx — cHavana B CBOei
POAHON ApMEHWi, 3aTem ‘B APYIuX:
_ropogax Coroza naa py6e>kom. Ha-

YaB TBOPYECKU My Th KaK XXUBOMY- -

ceLl, sasBu 3aTeM 0 cebe u Kak
- CepbesHbIn rpacdnk.

] 70-e:rofbl Xa4aTpsiH nepebu-
- paercs B MOCKBY, 11 04€Hb MHOTUE

| CTPeMATCs MonacTb B €ro CToNvY-

- HYIO MacTepckyto, 4Tobbl MO3HAKO-
~ MUTbLCA C €ro paboTamu U, ecrv no-
 Be3eT, 3akasaTb XyO0XXHUKY CBOW
r,logrpet.» L
Ocenbio 1990 roga HaunHaeTcs
«JTOHOOHCKWUA nepuog» TBOpHe-
cTBa Pyaonbha XadatpsaHa. Mosy-
- YMB MpUralleHne OT «asiMasHoro
Koposisi» OnrieHreiMepa, oH eeT B
aHTNACKYo cTommLy. C NoMOLLbIO
Apy3el HaxoAWUT MacTepcKyi, rae
TPYAUTCS C yTpa [0 Beyepa. 3aron
XYAOXHUK CO3aeT [0 TPEXCOT pa-
60T, BLINOSIHEHHbIX B Pa3HOW TeX-
HUKe. EMy npeanaraioT BbiCTaBUTb
- HEKOTOpbIE U3 HUX B HEOOIBLIVX ra-
nepesix. Ho macTep »XgeT «HacTo-
AWEro» MPeAsioKEeHNs 0T OAHOro
. VI3 KPYMHEWLINX My3€EeB...
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Rudolf
Khachatrian’s
formula

Rudolf Khachatrian’s future was
decided in the youth when he met with
Ervand Kochar, a noted painter, who
had previously worked in Paris and
adhered to the principles of classic
prewar European avant-garde. The
aesthetic views of the young painter
were shaped to a large measure under
the influence of the master.
Khachatrian began to take part in
exhibitions when he was 18 — first in
his native Armenia, then in different
cities of the Union and abroad.
Having started his creative work as a
painter, he then became proficient in
graphic arts.

In the 1970s Rudolf moved to
Moscow. Many people wanted to get
into his studio and, if they got lucky,
to order a portrait.

The London period in Khachatrian’s
creative work began in the autumn of
1990. Having received an invitation
from “diamond king” Oppenheimer,
he went to London. With the help of

- friends Rudolf found a studio in
which he works from morning till
night. During a year he created up to
300 works in different techniques. He
was offered to display some of them in
small galleries. However, the master
expects a real proposal from one of
the large museums so that people
could get a true idea of his creative
- work.

Conqueror
of space

and time

R mion

e P

udolf Khachatrian’s studio is packed high
R with finished efforts that lie there in ex-
pectation of the time when he will make
the world gasp. For meanwhile he has no time to

break away from his basic quest, for the formula of
HUMANITY.

I have time and again sat down to my typewriter

to write up Khachatrian’s grand discovery. How-
ever, each time I visit his studio he tells me: “Now,
this will drive you crazy.” As a result, I tear up my
almost finished copy, as I simply cannot keep up
with his creative quest. One day he showed his
latest series of elegant stamped black-and-white
studies to a publisher, who had undertaken to put
out an art book devoted to his London period. The
publisher said it would be hard to get the tridimen-
sional effect across. However, a fortnight later I was
afforded one more confirmation of the artist’s
genius, when these sheets virtually sprang to life.

] have come to conguer London®

What I for one think the artist’s basic talent is his
ability to breathe life into nonexistent imagery and
forms. His chief discovery is his graphic representa-
tion of history. He has evolved a formula for

picturing life that integrates time and space
in one image.

“We all have our childhood in us,” he
says. “This is a symbolic image and pro-
ceeding therefrom I think one can convey
the simultaneity of two states being of one
and the same image, in short, demonstrate
their unity. This, in principle, is more than a
symbol. After all, when we come to think of
it, we all have within ourselves simultane-
ously several states of being. Psychologi-
cally, HUMANITY lives in all of us. At
worst, this is an invented hero.” Rudolf
chainsmoked, seated in a low armchair, and
continued: “Adam is the entire human race,
its source. By combining all within one

‘image, you again get Adam. However now,

not the Biblical personage, but another in-
tricate being, who'has absorbed the full
range of feelings, forms and contradictions.
Though this may be a surrealist Caliban,
still it will be Adam. What chiefly makes
him look like that is the time that is com-
pressed within him. True, T simplify the task
and do not try to ‘piece Adam together
backwards.’ For me, it is enough to symbol-
ically convey time within the plane of the
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mother-and-child biunial state of one
character, which is the union of past and
present. How will one more organically
convey that if not by means of integrating in
one image the source of life and life itself? T
have tentatively termed my Caliban the
‘small-big one.” At the outset that was but
one monumental character. Subsequently,
I populated it with other ‘small-big ones’ to
produce something reminiscent of an an-
thill. Against the background of an almost
static giant, they all lead their fussy lives.
The most astonishing thing about this is that
neither the monumental character nor the
‘ants’ care an iota for one another, while at
times or rather virtually always, one half
cares nothing for the other half, although
they all harmoniously integrate into one un-
itedimage. Indeed, they simply cannot exist
autonomously of one another.”

When during another visit we sat there

talking in his studio, it appeared to me as if .

his latest series picturing the aforementioned
human anthill was the highpoint of his crea-
tive oeuvre. I thought the artist was of the
same view, that he had attained the critical
point of discovery. A dilettante, I suggested a
continuation, and asked him whether it
would be possible to separate the “small one”
from the “big one” and combine them by
means of a spatial background.

“That’s out of question, for that would
spell the end of the human race,” Rudolf re-
plied in full earnest. “One cannot tear up
time as that spells death,” he emphasized.
Returning home, I sadly thought the artist
had sunk into a crisis, from which he would
find it extremely difficult to extricate him-
self. I was amazed when next week he called
with his usual “this will drive you crazy” re-
mark. “You’re a true genius!” I observed,
studying his new series. “Had you any
doubt?” he retorted. “After all, I have
come here to conquer London.”

Apropos the “small-big one”

Back in the 1960s, Khachatrian started his
fascinating world of people in whose bodies
holes are cut to offer an “open form into
space.” However, the powers-that-were
frowned upon this “holy” world, which al-
most cost him expulsion from the USSR
Union of Artists. Still he stuck to his guns,
eventually arriving at a concept which be-
came his life-long love, to wit, the quest for
a plastic means of conveying time. He por-
trayed an odd creature, a prostrate figure
with two heads, one asleep, the other
awake. These were two states of being of
one character, a concept that subsequently
ran like a red threat through his entire crea-
tive endeavour. “This was still not the dis-
covery. It was still too proportional,” he
told me, showing a photograph of this twin-
headed monster. “What I needed was a link
between past and present, a spatial move-

ment, however one plastically, not mechan-

ically, conveyed.” Scratching at his thick,
silvered beard, he continued: “More and
more often now I recall my teacher, Ervand
Kochar. Back in the 1930s, he sought to
convey the simultaneity of two states, to
which end he was obliged to invent a new
trend of spatial painting. Imagine figures set
in different planes. As you turn these
planes, you see one figure becoming the
other and one state the other. But as these
figures are fused in one image, you obtain
the simultaneity of their presence within it.
Kochar produced an amazing effort
wherein a woman simultaneously stands
and sits. However, all these works were
physically spatial. What tormented me was
how to produce such an image in a two-di-
mensional plane.”

As the artist flipped over several pages of
his home-made album, there flitted by as if
in an animated cartoon a number of photo-
graphs of his efforts, serving to bring to life
his irreal world of characters. “At last,” he
said, “here you are. I called this piece
‘Motherhood.” Take a good look at it.” T
peered at this representation of a mother
tenderly clasping a child to her bosom, the
eternal image of Virgin and Infant. Sud-
denly I saw that the child and the mother
comprised one integral being. “Drives you
crazy, doesn’t it?” Khachatrian exclaimed.

The presence everywhere of the “small
one,” in this case the child, introduces the
time factor; however, not literally, as with _
Kochar, but figuratively, in the language of
painting. What you have here is the super im-
position of two epochs, as, for instance, we
have in the Bible wherein a host of texts writ-
ten at different times generate ultimate har-
mony when read. With Khachatrian, the child
symbolizes the past. In one effort, he depicts
the mother, or the “big one” seated on a chair,
and the child, or the “small one” standing in
full stature and looking at a mirror. Again, as
in Kochar’s effort, the figure raises from the
seated position, but within one two-dimen-
sional plane, due to the child’s smallness.

“I think the discovery of the ‘small one’
and the ‘big one’ presented the key,” the ar-
tist observed. “Just look how naturally the
small arm rests on the support, and how the
small leg generates a harmony, which the
big leg would have upset otherwise. The
seated figure obtains its monumental ar-
chitectonics only when my ‘small one’
emerges. This is reminiscent of the Temple
of Garni, whose steps are enormous as
though once bestridden by a race of giants,
whereas by itself the temple is small. Ar-
menia has a wonderful piece, the Convent
of St.Ripsime, an impressive, majestic
structure, attached to which is a tiny chapel
that complements the overall harmony and
accentuates the eternity of the entire com-
plex. Should I seek the source of my ideas
there? Or is this divine? Now, don’t grin.
After all, what would you know about it?”
At this point he grinned, peering at me from
behind his massive spectacles.

Sergei Babusenko,
NT correspondent
LONDON
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