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NMPUBETCTBEHHOE CNOBO
YPE3BbLIHYANHOIO W
NONMHOMOYHOIO NOCHNA
POCCUA

B BEJINKOBPUTAHUA

Bopuc MNaHkuH

C Pyponethom XasaTpaHoM f BNepesie BCTpeTuncA B
1992 rogy B JloHaoHE, Ha XYLOMECTEEHHOW BRICTABKE.
Veel, He ero. Bripodem, nosemy yBsl? Takylo CKPOMHYIO no
06beMY IKCMOIULMIO OH MO 3468Ck UMETE U He OaHy. Ho oT
NPeANcHEHWA HA 3TOT CHET OH YNPAMO OTKasbieanca. [ns
HAcTOAWEeH, BONLLWOW, BCROGHEMMIOWENA BLICTABKW BpeMA
Torga ewe He npuwno. OH ¥WBET M TEOPUT CNOBHO
snepegy ero 100-netwe. M1 aTo AeACTBUTENBHO TaK, eCciw
UMETE B BUIY Er0 TROPYECTBO,

MHe Bcerga kasanoch, YTO MHOMECTBO Penwrii Ha
3emne He onpoBepXeHUe, a HAoBOPOT, NOATEERXAEHHE
HECOMHEHHOro (HakTa CYWEeCTBOBAHWA CHMNbI, KOTOPAaR
npeekiWwe Bcero. Penkria xe - aTo rMNOTe3a Hapogos M
3THOCOB OTHOCHTENLHO 3TOW BICWER cunbl. CoBCTEEHHO,
BCA MCTOPWA AYXOBHOW W MATepuanskHOW KyNbTYpbl
4ENOBE4ECTEE - BCArD NWLLb NPOM3BOAHAR OT HEOA0NMMOK
noTpebHOGTH pasragats TanHy. B moem npegcrasneHum,
TAKOBA ME NPpUpoga uckyccTea XadaTtpada. Tonsxo
npeaMeT ¥ HanpaBnNeHWe ero NoWMcKa - YenoBeK W
4YenoBEe4eCcTBO, YTO B KOHEYHOM CHETE NPUBOAWT ero K
BEYHbIM McTokam BbiTuA. LUwpoTa guanasola - oT
apavrapguamMa 60-x K YTOHYHEHHOMY peanuamy
OAYXOTBOPEHHOW hUrypaTMBHOCTH W CHOBA - B LAPCTBO
novcka. CMeHa atanoa W NEPUOADB - HE NOMCK CBOBR
MaHeps!, @ NAlWb BUTKW CNWPAanW, No KOTOPOW OH
B30MPABTCH K BEPLWWMHAM NO3HAHWA MUPA W CaMoro cetn.

Korga s Bsin y Hero B gome, ByKBANLHO 3aCTABNEHHOM
NONOTHaMK - TONLKO 33 TPW HENONHbLIX NOHOOHCKMX roga
MM CO30aHbl COTHM padoT, - ¥ MeHs GbNo OWYLWEeHWE, HTO
TalHa pasrafiaHa W pasragka 3atawnack B 3TOM COHME
nonoTeH. Ho A HE MOr B 3TOM BOOYMIO YOBAMTEEA, NOTOMY
HTO NOBEPHYTE NALOM K NOCETWTENAM O4HOBPEMEHHO
MOXHO ObINO TONBKD HECKONBKO KApTUH. Teneps ¢
OTKpbITMEM BbicTaBkn B Mockee, KOTOpYIO macTep Tak
OMUOAN, NOABMNACE BOSMOMHOCTE YBWAETE BCE WK NOYTH
Bce cpasy. A npegskylwa agipexT u NPUBETCTBYID BCax
YHACTHWUKOR 3TOro cobLIMUA.

INTRODUCTORY WORDS
OF HIS EXCELLENCY,
THE AMBASSADOR

OF RUSSIA

TO GREAT BRITAIN

Boris Pankin

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

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

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



BPEMA PACLBETA
PYOOIIb®A XAHATPAHA

AmuTtpuin CapabbsHos

C 1990 roga go Hegaexux nop Pygonsd Xavartpau
*un w patotan B Noxgore. NOHAOHCKWA NEPWOE XyO0X-
HWK Ha3bIBAET CBOe “BonauHCKOR oceHbio”. He Byaem no-
fAoapesath Xa4aTtpaHa B HECKOPOMHOCTH: PEYb WOET He O
TOM, 4TO OH HanNMcan KapTuHbl, PABHOUEHHLIE “"MENEHBKUM
TpareguAM”. fleno B TOM, 4TO 3a ABa C NOMNOBMHON rOAa OH
©034an HeCKOMbKO COT NPOM3BEAEHWA. 3aMbiChbl NPUXO-
OWN K HeMY HeoxWAaHHo u mrHoserHo. OH paboTan sanc-
M, NPEBO3MOran YCTANOCTL, A 38TeM W DoneaHs, 3acTas-
LYK ero Bpacnmiox v 3acTaBvBLLIYIO HA BPEMA NOKWHYTL
MacTepCKyID.

B aton 3ameTke 5 Oygy roBOpUTH Npexae BCero o
NOHOOHCKMX paboTax, 3HAMEeHYIOWMX BLICLUYIO TOYKY B
PasenTHM XyOO0XHWKE, W He cTaBmo nepeg cobon sagaqdy
AATh XapaKTepUCTUKY BCeMy era TBOPHecTBY, ONWCaTh OT-
AenbHble ero aTanbl. 3amedy NWlb, YTO pasHWua Mexay
paHHMm Xa4aTpAaHoMm W 3penkiMm Benwka. Kasanoch Obl,
TPYAHO BbINO NPeACTABUTE, HTO TOHKWIA CTUNWCT, B coBep-
LWeHCTBE BNageiolyin NHHWEW 1 CO3AAI0WMN “"04eHb NoXo-
HUE' W CNerka NpuyKpaleHHbie NOPTPeThl B “peHeccaHc-
HOM CTWNE", BAPYT CTAHET CBepXpeantHbiM, IHEPTUYHBIM
vaobpeTaTtenem HOBLIX JOPM, TBOPLOM COBPEMEHHLIX MK-
thonorem » passepHeT CBOW TANAHT B CTOMb HEOHMOAH-
HOM Hanpasnesii. Mex gy Tem ecTs TOMKK CONPUKOCHOBE-
HUA MeXJy Haqanom u apenoctoio. Cam XadarpaH cunta-
€T, HTO paHHes TBOPHECTBO He npowno gapom. OH oBna-
nen thopMoi, NO3HAM ee BO3MOMHOCTK, CTAN Nocneaosa-
TeNbHbIM CTOPOHHUKOM NOSMTUBHLIX XyAOMECTBEHHBLIX
LIEHHOCTEW, YTO B SanbHenwenm ybeperno ero o npuMara
MOEW WNK A2XKEe KOHLEeNUMKM Had NNacTUKOW.

XaqyatpaH norpyxed B ocobbin MMp, CO3AaMHBLIA Bro
thasTasmen. B 3TOM MMpe MUBYT YOWBWTENEHBLIE CYLWECT-
Ba. OHKM He NpoCcTo pesynsTaT BooOpaxeHWs, HO W NNog
NpMCTanbHOro HaBnogeHns Haf peansHoOCTLI0, KOTopas
Kak Obl Nepeq rnasamy xya0KHWKE NPUYMHOMEET CBOW Ka-
YeCcTBa, pa3pacTaeTch, KOHLEHTPUPYETCA B CBOEW aHep-
rn. 3TOA NpUpOgHOR cunoin nutTaeTca xyaoxuuk. Osna-
feBan PeansHOCTLIO, OH B 4eM-TO NOg-MHAETCH e, BoC-
NPWHAMAS 1 BOCIPOM3BOAS €€ PUTMbI, NOBUHYACH 38KOHAM

RUDOLF KHATCHATRIAN
IN HIS PRIME

Dmitry Sarabianov

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

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

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

Any true myth believes itselt, and so does



POCTa, TOPHECTEYIOLWMM B NpUpoae.

Kak 1 BCAKWMA MU, MCNONHEHHBLIKW YBEPEHHOCTH B
NOANMHHOCTY CBOEIA PaanbHOCTH, MUt XauyaTpaHa JacTas-
NABT BEPWTH B MCTMHHOCThL CBOErD Mipa. MaHTacTu4ecKme
obpasb BLIZLIBAIT OBEpPWE Npexae BCero NOToMY, HTO
XyAOMHUK pOMAAET CBOW MUbl B nnacTudeckom obnw-
YW, @ HE WNMIDCTPWPYET WX, Pyka, rnas v yM QencTBywoT
OAHOBPEMEHHO, cO3AaBan obpasbli-hopMynbl, a nocnegd-
HWE caMmu NoAeepralTeA MeTamopdosam, OTAA0TCA CTh:
XMitHbiM cunam, npeobpaxatoTeA. Cam npuHuun paboTsl
CEPUAMW, KOTOPLIA NpakTukyeT XayaTtpsaH, cnocobcTeyer
TaKoMy TBOPYECKOMY METOoAY. XyOA0KHUK NOBUHYETCH CTU-
XWW, MCNOABONL YNPABNAA e, IWKCHMPYET BCE HOBLIE W
HOBhIE BAPWAHTEI (hOPMYN, POXASHHBIE 3TON CTHXWER, 00~
BOOA WOEK A0 NOrMHEcKoro 3aseplueHns. PayuoHansHoe
M WHTYMTUBHOE OPraHnyHO BE3anMOOencTByIOT B 3TOW Ch-
CTEME MbILLNEHWR,

Dopmynbl, 0 KOTOPLIX WABT PeYb, CBA3aHLI C YenoBe-
HECKOW hurypoi, npuobpeTaowei caMble HeoXnaaHHbIe
MOAMDMKALMKA. M3 TPaOUUMOHHOTD MOTUBA MaTepu c pe-
GeHKom BeipacTaeT wrypa COCTOALWARA M3 CPOCIUMXCS Ten
- BOMbLUOrO 1 Manoro. MHoraa v pasHosenukmke dopmbl Be-
AyT "nBoiAHoe cywecTeoBadme’. Y (pUryp paspactaioTcH
ronoBbl, NPEBPAaLasce B OFPOMHBLIE MACKW, B KOTOPLIX
CNOBHO 3aKpenneHa NamMATE O POXGEHAN JKUBOMO M3 HEKK-
BOA Npupoapl - M3 Martepu-3emnu. Bygro 3emns ¢ Hesana-
MATHLIX BPEMEH oThenwna o7 cebs 3TW cyuecTsa, Hecy-
Wre Ha cebe Nevarts APeBHUX aNox, elle He 3HAaBLWMX oT-
cyeTa BpemMeni. Mexay Téem OHW BO BCEW CBOSA [0CTOBED-
HOCTW NpebbiBAIOT Nepegq HaMW, CNOBHO COBOMHAR LENLIO
NPOLWNOE M HacToALEee.

Koraa, yMHOMEACh, (OUrypbl CO3AAI0T CKONMEHWA - He-
KME MYDABEMHMKK (KaK BbIDA3UNCA OOHaXAbI CaMm Xyaox-
HWK), OHWM BHOBL CNUBAKOTCH C 3eMnen, obpasys noaotna
ckan unn newep. OTBEPCTWA B Tenax (NpWeM, KoTopbiM
none3ceanuck senkue Myp w Apn) yeyrybnaioT 31o ene-
yarnedne, OHW HE TOMbLKO BKMOHAIOT B (POpMy NpocTpanx-
CTBO, HO COBOWHAKT BHYTPEHHWMK XO4amu aty chopmMy C
HEBEA0MOR HaM NOASEMHOR XUIHLID,

haHTacTw4eckni Mvp XadaTpana yHmeepcaned. OH
obpalleH B npolwwnoe, HacTosLee 1 Gyayliee u BMecTe C
TeM pacnonaraeTca kak Ol “Hag spemerem’. OH KOpBHUT-
CA B ryOuHAX 3emny W 0QHOBPEMEHHO OTKDLIT BeeobluemMy
npocTpaHeTBy. OH He cKoBaH GbiTOBLIM WamepeHuen. OH
Mor Bbl NOKE3aTLCHA HAAYMaHHBIM W NOTOMY HENPOYHLIM,
ecnu Obl HE OpraHUYecKkan NPWPOAHOCTE M CHAA, BOKeH-
HaRA B Hero mactepom. Emy cooblueHa aHepria, KOTopon BO
MHOFOM OnpegenneTcs aap Xadarpasa. Ero TanaHT mox-
HO Ha3saTh aHepreTuyeckuM. Co spemeH DunoHoea ctano
WCTUHOW NPOCTOR YPaBHEHWE: BNOMEHHARA B NPOW3BEIEHWE
SHEPrMA paEHa cune OGPATHOro BO3LENCTBIUA 3TOMD NPONS-
BegeHna. DUNoHOB "3apAKan CBOW KapTHHb MEONEHHbLIM
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Khatchatrian's myth: his world makes us believe it is
real. The artist does not provide us with illustrations to
it - he generates his myth in plastic images, and this
makes his phantasms unquestionably real. Eye, hand
and brain do it at once - and the images or formulae
they create give in to their own force, get transformed
and transfigured by their inherent power.
Khatchatrian's practice ol making “series” accords well
with his creative method. The artist both submits to
elemental powers and keeps control over them, he
captures emerging formulae, and helps them develop
unto their final forms. Rational and intuitive are min-
gled together in a creative act.

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

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

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

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



KPONOTNMBLIM TRYAOM, 3aN0AHAR XONCT OT KPanA v A0 Kpas
W TPATA Ha 3T0T Tpy/4 rogsl. Xa4aTpAaH CBOW “3apag” Bl
cTpenueaeTt ¢ nopasutensHoit GeicTpotoi. OH AenaeTt aTo
ApPOCTHO. A cuna, BnoxeHHan B obpas, yABavBaeTcs B pe-
3yNbTATE CTONbL CTPEMUTENLHOMD MYTH OT NEPBOTD MMMy b
£a K 3aKoH4eHHOoW pabote.,

K ceoeofpasHbiM Ka4ecTeam TanaxwTa Xad4aTpaHa oT-
HOCUTCHA ero nopasvrenbHas wsobpetaTtensHocTe. OH pa-
HoTaeT B Pa3HbIX TEXHWKAX, C PA3HOOOPA3HLIMK MATEpUE-
namu. YMBMTENLHO rapMOHMYHLI ero pensedibl, caenaH-
HBIE W3 HECKOMbKMX CNOEB KAPTOHA, HANOMEHHLIX Opyr Ha
Apyra W Co3JAIoWMX CNOMHYIO WUIPY NUHWA, TeHeR, obse-
moB. B aTux paGorax macTep CnoBHO OTOPACHIBABT MpoMb
3araf0YHOCTL ¥ TAWHCTBEHHOCTE MURONOTM3MPOBAHHEIX
06pasos W NPeACcTaeT Nepej Hamu Kak YUCTLIA NNacTUK,
TBOPAWMA ceoeobpasHyio Myasiky cdopm. M MoxeT GuiTh
3T0 "BTOPOE NWLD" XYA0%HWKE CNOCOOHO COPEeBHDBATLCS C
nepe.IM,

MpuBEL~HOMY 0ENMKY Xa4aTpAHA © ero npen3tbiTkom
thopM, CNOBHO BLINWBAIDILMXCA HABCTPEYY HAM W3 pora
M300MNUA, B MIBECTHOW MEpe NPOTUBOCTOMT M3obpeTeH-
HaA WM rpathuyeckan maHepa, o603HaYeHHAR KaK “MUHI-
manuam®. JlnHuK, BbidepYeHHbIE HAa KapToHe, 3aBeplueH-
HLIE HABEPXY KDYMKAMUW, 8 BHW3Y 3arHyThiMK OKOHYEHMA-
MW, MOTYT BbiTe BOCMPHMHATLI, KBK CXEMaTU3NPOBaHHLIE
thurypel. Ho BoBce He ofR3aTensHo BUOETL B HUMX 3TO (-
rypatusHoe npownoe. [luHun camoueHHel. Kaxaan umeer
CEON NYTh, 8 NEPECeYEHUA MYTeN NoNHLI CMbICNA.

B NoxaoHe paclumpuncs kpyr uckakuin Xadatpasa. Ox
OTKPLIN 4NA cebA HOBLIE NNACTUYECKWE BO3MOMHOCTH, 06-
pen TEOPHECKYHO CBOGOAY, 3aBOEBAN NPaB0 COPEBHOBATE
CA C eBPONeACKMMK Knaccukamu. Havae ceoi nyTs B Epe-
BaHe, Npogorekue ero B Mockee, MacTep BOCTIONLI0BANCA
NpasoM COMNOCTABUTL CBOW COBCTBEHHBIA 4ap W ONbIT elye
C O4HOW BENWKOR KyNbTYPoR. Ho nNpy BCEm CBOEM yCTpem-
NEHWKH K TOMY, 4TOOL! BbITh “HenoBeKoM MUpa®, OH OCTanNcH
SPMAHCKWAM Xy 40MHUKOM. Benvkwe cocegym He nomeluani
PE3BUTL CEOW HALUWMOHANBHLIK TanadT. Tem Gonee, 4To Tpa-
AVLMA apDMAHCKOW KYNbTYPbl KOPEHATCA B TOW CaMOW
CBEDXUCTOPUHECKON APEBHOCTH, KOTOPYIO Tak riyGoko cy-
MEN NOYYBCTBOBATL Xa4aTpaH. BHe 3Tux HALMOHANBHBLIX
KOpHei BpA/ N MOXHC NOHATL Bro TBOPYECTBO.

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

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

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



Fopwst B 3anreaype. Apuenes
The Zangezur mountains, Armania.
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NCKYCCTBO N MN®OJOIr A
PYOONb®A XAHATPAHA

JlesoH AbpamsaH

“i1 ceeT BO TEME CBETHT,
M ThM& HE 0OLANa ero”

Korga Pyponedgy Xa4aTpRHy Gbino TPUHAAUETE NET, © HAM CAYYHNOCH YOWBA-
TaneHOS CDG&:ITHB, KOTOPOE NOCTOAHHO MWBET B €ro NamMATH W KOTOPOE BO MHOMOM
npegonpegenwno ero cyasby. OgHanapl HOYLIO, KOTGa OH ObiN B NOCTENW, HAD HUM
BOSHWKINO Y6e-TO NMUD, KOTOPOE NPMCTANLHO CMOTPENO Ha Hero, Jivyo - Bepree, NNk -
G6iN0 COTKAHD W3 CBETA i BMCEND HW3KOD, YYTh Nk HE HA PACCTOAHWW BLITAHYTOW PYKM,
M MCHe3N0 Nk KOrAa Pyfonsth He BeA@p*an M 3akpudan ot cTpaxa. HemHoro noa-
ME Bro NEepBLIA M BAMHCTEEHHLIA yynTens Epeang Kovap, nosHakommwewmnce ¢ pabora-
My Pygonstha v yaHas 0 HOHHOM BMAEHWW, CKA3an, YTo Mans4vKka nocetwn cam loc-
negs ¥ HANPAaBW Ha Hero CBoR yxaayiowma nepct. Cam Pygoned Toxe yGexgeH, 4To
BWAEN B TY HoMb Bora i 4To © Tex nop Bor cneguT 3a HAM.

Ho B 3TOM BUOEHMM BCTE W APYran 3HAMEHATENbHAR OCODEHHOCTL, C KOTOPOR
CcB8A3aHD yxe nckyccTeo Pyaonsda Xaqarpasa. [Tuk, no cyTe, Obin cBETOBLIM NOPTRe-
TOM HA 4epHOM (hOHB, HEKWUM HEFETHAOM, KOTOPLIA KaK Obl OTNeYaTancR No3UTHBOM
Ha noagHedwwx nopTpeTax Pyaonbdia. Kaxk nyy cBeTa NPOYepHMBABT CBETNYIO MUHWIO
BO MrNe, TaK OCTPO OTTOHEHHLIR KapaHOal DoTasnAeT TeMHBIR cneg Ha benon Gyma-
re. Hepapom pucydku Pyaonscha, Kak npasuno, He WMernT (ioHa v NpoHK3aHsl cee-
ToMm. Ho 3To Gonblue KEcAaeTCA PUCYHKOB MOCKOBCKOrD, 3penoro Neproaa, K KoToPLIM
Misl BLLE BEPHEMER.

OpHa n3 cambix yavBUTENBHLIX CTOPOH TBop4ecTea Pyaoneda Xayatpada - ato
TO, YTO OH DaKTUHBCKM HE YYWICA DMCOBETL, @, B3AB KEpaHOAW B PYKY, Cpa3y npos-
BAN CEGR 3PEnbiM Xy 40MHUKOM. 3T0 XOPOWO BUAHD W3 Ero COXPAHMBLUMXCR OETCKWX
pUCcyHKOE. Kak BYy4TO OH HE TONBKO HOCUN B cefe MACTePCTBO BENWKMX PUCOBANbLLM-
KOB NPOWNOTo, HO W WX BugeHwe Mupa. Pygoned-nogpocToK NOBECAN HA reo3fs Ky-
COK TKAHW ¥ CTAN PUCOBATHL APAnWPOBKMK, HE 3HaR, Y4TOD TEK NOCTYNANK ero Benukwe
npeawecTBEHHWKK. nﬂll'l-lﬂhl HEPWCOBAHHOE TAK NOXOQAND Ha 3HAMEBHWTLIE naunap-
[OBCKWE APaNWPoBEKK, YTo Kouyap socknukHyN: "[yx eoHapao wuBe!", BNnepebie npowua-
HECA Nepeg Mans4UKoNM WMA reHUansHoro hnopaHTWALA.

3atem, B Monogeie rogel, Pygoned oTowen oT peanucTWHNeckoro pucyHka, nog-
AaBUWKChE amﬁmﬂuy YBRe4eHuio MOOepHUCTHHECKHMK Te4YeHMAMA. B aror nepuwoa,
ocoberHo B Hadane 60-x rogos, Hawbonee xapaxkTepHbiM gna Hero Oeino obpawexue,
BCMeg 3a MascTpo KovapoM, K “OTKDEITeIM hopMam B NpocTpaKscTee” - cnocoby nao-
GpaeHnA HATYPLI C 3MAIOMMKA TYT W Tam mycTaTami. Ho B oTnH4Kke 0T MasacTpo, Mo-
nogon Pygonsd coagasan atw NycToTel “OTKpeIiBaR (opMy” Ha NPOMaBonkHLIM top-
MENbHBLIM 0GPA3OM, 8 YAANAN M3 AHATOMMA Y8N0BEKA NPEMMYWBCTBEHHO Té HAacTH,
KOTOpPLIE OenaloT ero 3eMueiM, nnotckm. Tem cameiM Pygonedy cosgasan wekwa ob-
pas "HenoBeKa U3 MHOTO MWPA", KaK OH €ro CAM Ha3biBan, YenoBeKa ACKeTHYECKOTo 1
AyX0BHOro. 3aren 3107 BECNNOTHLIA YeNOBEK YAANWNCA B CEOM WHOW MWD, 40 My-LLIMX
AnA vero epemed, a Pyaoned 8 1971 rogy, yxe xues 8 Mockee, BHoBs 0BpaTWncA K
PEAnWCTWHECKOMY PMCYHKY CBOEro AeTcTea, 3T0, KOHEHYHD, He ObIND NOBTOPEHWEM
PEHHWX PUCYHKOB M MaHEphl, 8 BCTECTBEHHEIM MX NpoACIVKeHeM, Kak Gyaro He Being
NPOMERYTOHHOrO GYpHOro W GECNOKOWHOrD Neproad (hOPMAanbHLIX MCKaHWA, NpuHec-
wux Pygonsthy Xa4aTpAdy M3BECTHOCTb W NpH3HaHWE. 3T0 ObiN CBOGOOPasHLIK BOS-



THE ART AND MYTHOLOGY
OF RUDOLF KHATCHATRIAN

Levon Abrahamian

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

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

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

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

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

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

Xpam Co. Puncises Vil 8. Apuenwa
Chureh of St Ripsima, Armenia. VIl cenfury
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BpaT K geTcTey. BomecTeeHHLIA HEraTWE, 0 KOTOPOM Mbl Y¥e FOBOPWNK, BCerga, Bu-
OMMO, CTORBLUWA Nepegq rnasamw Pygonsdia, HaKoHeU, NPOABMNCA B ero CBETOHOCHLIX
PMCYHKEX 3TOMo Neproaa.

INOxXa PUCYHKA MNKW BO3BpALLEHWE K AaTCTay

PucyHox ana Pygonsiha XauaTpaHa BooblUe sHAMEHYET HAYAN0 HOBOW, TPETLEW
anoxM B 3BOMOUMKW W300PA3MTENBHOMD WCKYCCTBA. Pesdb WOBT He O PWCYHKE-ICKW3E
WK PUCYHKE-NDAIOTOBKE, KOTOPLIA CYWeCcTBOBAN BCerda, a O PUCYHKEe CAMOCTOA-
TENbHOM W CAMOOOCTATONMHOM, KaKOBLIM ABNABTCH TEOPYECcTBO Pygonsta XavaTps-
Ha 3Toro nepucaa. Ho WTobk NPeACTaskTs CYTh 3TOW TPETLEA 3N0XW, CNEAYeT KpaT-
KO OYEQTWTE NEPBLIE ABE 3N0OXW TPUAAE!, KOTORYIO BeiMneHun Pyaoned. Ero Tpuaga
cooTHocuTCA co CeATon Tpowuen, B Kaxaywo 3noxy Ha NepBsn NNa4 NOCNegosaTenk:
Ho BoigeuranTes Oted, CeiH v Qyx CeaTon. Mepean anoxa - anoxa CKyNeNTYPR, W
nepewid 34ecs macTep - Bor-Teopeuy, KOTOpLIA CO3AaeT, NENUT YenoBeKa "u3 npaxa
aauHOro®. Ho TOT, Nepekii ckyNLATOP, paBoTan B MaHpe ABTONOPTPETA, TAK KAK co-
apasan Agama no ceoemy obpasy 1 nogobuo, Bropas anoxa uaet nog sHaxkom Cuika.
Kak cunTaeT Pygonsg, nepesiM TPEXMEPHBIM MABOMMCHLIM NPOK3BegeHHem Guin “as-
TONOPTPET" XPWUCTA, KOTOPLIA TOT COTBOPMI, MPUIDHKMBE K NULY KYCOK YMCTOr0 XOncTa
- COrNACcHD NereHdge, aToT NopTpaT Obin COENAH N0 3aKA3Y 3[eccKoro uapa Atrapa,
yToOkR BRINEYATE S0 0T NPOKA3L, WNW, cornacHo bonee nosgHel nNereHoe, oW oTne-
YaTance Ha NonoTeHue cepaobonsHon BepoHnku. Kak suguM, U BTORAA IN0Xa Ha4YK-
HaeTcAC aBTonopTpeTa Oxa HeceT B cebe NamaTs O NEPBOA W BO BPEMA
CBOSA KyNbMAHaLMK BoapowgaeT ee. Hegapom Bo epems Bospomaerna sHaqane oT-
KPBINKW BHTWHHBIE CKYNBNTYPLl. TAKXKE W NEpcrexkTiia, 00bLeMHOCTE, NOABUBLIWECH B
HUBONKCK, BOZBpaLUAnK K obbemHeM TBOpeswam OTua-ckynsnTopa. W BOT, cOrNacHo
Pyaonsdry, npubnikasten TpeTeR anoxa - anoxa flyxa Cestoro, eaiRenaowero ceta
B PHCYHKE 3nece TOME BCO HAYMHABTCA, MOMHO CKA3ATL, ¢ ABTONOPTpETA. HO
3TO ABTONOPTPET ONOCPEAOBAHHEIA, KAKWM W JONMHO ABNATHCA TBOpeHKe [Qyxa.
BonomHum, Kak HOuHOE BuaeHre Pygonsca ‘oTne-aranocs’ B ero pucyHkax. 3gecs
F’wmnbtby BLINANA MWUCCHMA BLIABWTE 3T0 B MHOMOYWCNEHHBIX NOPTPETAX (W cOOCTBEH-
HblX ABTONDPTPaTax) - 38MHLIX oTONeckax HomecTeeHHOro npoToTina. MNogobHo
Mpegreds, ‘oW He Bein caeT, HO Guin Nnocnad, 4Tobel ceRMgeTenscTeoBats 0 CeeTe".
BonoMHuM, KCTATH, OTNEYETOK HA TYPHHCKOR NNaWaHKWLEe, HBraTBHbLIN X8PaKTep Ko-
TOPOro NPONWAEET 8ro K 3epKanbHbEIM "BBTONOPTPETaM" HE3EBMCHMO OT HEOAaBHNX
COMHEHAW YYeHBIX B BONPOCE ero AaTHPOBKH,

1968, Epesa. Pynonsd Xavyarme 8 coosd
MECTEHCKON & ADY3LAMM

Cnosa Hanpaso cugat: P Xauarpaw, Pobapt
Jrmbexad, Mwxan Hasapax, ApTo Yarmam, Munac
Apetican, Cedpur Mrnras; cronT: Mapres Natpocas

1868 Rudol! Khatchatrian and friands in his Erovan
studio. Sitting, kalt to right: A. Khatchatrian, Robert
Elabekian, Ishkhan Nazarian, Artc Chakmachian,
Minas Avebsian, Hanry |gitian

Standing: Martin Petrosian



The Epoch of Drawing, or Back to Childhood

Rudolf Khatchatrian regards drawing as the third epoch in the evolution of fine
arts, In this phase it is no more the preparatory technique it has always been - it
becomes an emancipated and self-sufficient mode of expression. It is undoubtedly so
in Khatchatrian's own works of the “realistic” period. To better understand the
essence of the third epoch it might be helpful to look al the first two phases, Rudolf
isolates. The whole iriad correlates with the Holy Trinity, each epoch successively
bringing to the foreground the Father, the Son, and the Holy Spirit. The first epoch is
dominated by sculpture, the first Master being the Creator, who “formed man of the
dust of the ground”. The first sculpture was a sel-portrait, for the Lord made Adam in
his own image , after his own likeness. The symbol of the next epoch is Christ. In
Rudolf's theory the first “painted” three-dimensional portrait was the imprint of Jesus'
face on a piece of clean cloth. The legend has it that the portrait was made to cure
Abgar, King of Edessa, of leprosy. According 1o a later legend, the "holy face” was
first miraculously impressed on the handkerchief or veil that St.Veronica gave to
Jesus to wipe His face on the way to Calvary. Anyway, the second epoch also begins
with a self-portrait. It bears memaories of the first phase, and reaching its own pivotal
point, restores it back to life. Reassesment of the ancient sculpture at the time of
Renaissance was no accident. Renaissance paintings with their depth of perspec-
tive also bear referrence to the three-dimensional creations of the Father-
Sculptor. Rudolf maintains that the third epoch is approaching. The Holy Spirit will be
revealed in drawing. This phase could also be said to start with a self-portrait - but as
the Holy Spirit cannot be portrayed directly, Rudolf mediated his nighttime visitation
in his drawings. It may be said that the many portraits the artist made (self-portraits
including) were meant to make visible that fundamental image through its earthly
reflections. Like the Forerunner, “he was not that Light, but was sent to bear witness
of that Light.”

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

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

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

Apparently, Rudolf's three epochs are nothing disjunct, but are projections of a
threefold entity, which shows its different sides succesively. Following Rudolf's logic,
we are to expect reappearances of painting and sculpture in the epoch of drawing.
And as the third epoch “revived” sculpture, the third should “revive” painting. It so
happened with Rudolf's own work - in the early 1980s he began 1o draw on levkas -
the chalk and glue priming used for icons.

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

Xaurap X1 o Apuiems
Khachkar, Armenia, X1l century
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“MckyceTeo - 3epkano npupogsl”, - rosopun llecHapgo. A Tak KaK cOTBOPeHHbIA
BOroM MUp cam “3epKaneH” NO OTHOWEHUID K GOMECTBEHHOMY NPOTOTHNY, TO, KaK No-
naraet Pygonbd Xa4aTpan, xyA0MHWK, "38pKancHo” oTobpamalowMi 3Ty “sepkant-
HYI0" NpUpoAY, NDWONUAMABTCA K 88 NCTUHHON, DOMBCTBBHHON CYTH.

Cnegyet OTMETUTE, YTO KAKGAR 3N0XA HE WAEST MOg WCKNIOHYUTENBHEIM AMKTE-
TOM CKYNLNTYPLI, XUBONKMCKA UNK PpUCyHKa. Tak, APeBHWE PacKpAaIUWBANW CBOW CKYMk-
NTYpbl, TO BCTE B HWX MPUCYTCTBOBAND YME HEYTO OT MHBOMUCH. PHCYHOK Xe NemuT
8 OCHOBE KOMNO3WUWK NIDBOR CKYNBNTYPLL. MINK Me B MUBONKCH HANWUO Tpexmep-
HOCTh, KE4ECTBO, 4OCTABLIEECA 8l OT CKYNbNTYPE!, O “8M Mbl YXe FrOBODWNK, 8 prcy-
HOK MPM MHBIX TEXHUKEX XMWBOMACK, HaNpUMep (NamMasackon, UIPEET BANHYID CTRYK-
TYPHYIO pOnb, OCTABARCH CKPLITHIM B OCHOBE NOAroToBkM. MokasaTankko, 4To gaxe
8 HEhMMYDaTUEHOR MUBONKCK HAWOOMNEes 3HAYMTENBHOS CO3AaHD TEMW, KTO Bnagear
KNACCHHECKIM pCYHKoM, Buawmo, Tpw anoxn Pygonsda, Wnv Tpu naobpaavtensHbix
HA4ANa, - 3T0 HEe HEeYTO Pa3pO3HEeHHOE, B NPOeKUMW HEKDEro TPWEQUHCTEA, KoTopos
BLIKAZLIBAST TY WNM MHYIO CBOIO CTOPOHY B T8 MMM MHbig 3noxu. Mo normke Pyaons-
thoBLIX NOCTPOSHUIA B ANOXE PUCYHKA AOMMHLI NPOABMTLECA MUBONWCHAR M CKYNLNTYP-
HAA DCHOBLI - CKOPO Mi! YEWAMM, YTO TEK OHO W Cny4unocs, bonee Toro, Kak aTopan
anoxa “Bo3poguna” CKyNLNTYRY, TAK TPETLA anoxa AonxHa beina “eoapoguTs” Kueo-
nwWce. 3TO CTAN0 OYEBMAHBIM, Korga B Haqane B0-x rogos Pygonst pewwn pucoBaTs
Ha NEBKace - MYHTE, Ha KOTOPOM NWCANWCE WKOHBI.

Ecnu rpachiT WNM Cenwa NPOYepPYMBaINT CBOW NYTh HA NacCHBHOW, "MEpTBOW" No-
BepxHocTH Gymari UNW KapToua, NPeocfonesas Mx WHBPTHOCTL, TO Ta e CenuA Ha
NEBKACce BCTYNEET COBCEM B MHLIE OTHOWEBHWA C “MWBLIM" MENOM, KOTOPLIA COCTABNA-
BT OCHOBY rpyHTA. MMeHHO Gnarogaps TAKOMY AKTWBHOMY B3AWMOJOACTEMIO W BOSHMW-
KaaT T, 4TO BHOCWT B pHCYHKW Pyaonsda Ha Nesxkace Ka4ecTea MueonucK, 3T1o coe-
AMHEHWE rpavTa U MEena HeMUHYEMO NPUBOANT K BGOraThiM NONYTOHEM, HAKOHEL, K
NoABNEHWIO hoHa, Tak YTO PUCYHOK HA Neskace npuuﬁpeTae*r W BHEWHES CXOACTBO ©
#usonkck. MoguopkHeM, YTO 3TO BHYTPEHHAR 3AKOHOMBDHOCTL DA3BWTHA PUCYHKAE
Pyponbtha, a e nogpaxadne xueonucn. KcTatv, B monogsie rogsl Mokanwia Py-
A0Ned) MHOMD 3BHMMADNCH 1 MWBONKMCEID, OAHAKD, KAK OH Cam NPU3HAETCH, Cepauyem K
HEl He Gbin NPMBA3AH.

Ho sactana nu anoxa pucyHka? Winu Pyaonsth XayaTpsHd ABNAETCA BE npegre-
uei, ABMBLIMMCA cnuwikom paso? Kak Gel To kW bbino, ero TBOPHBCTEO W Cyabba yau-
BHUTENEHD CNEqy0T 38K0OHOMEDHOCTAM BELAENEHHOW WM 3N0XKW, NYCTh AAXE 3Ta anoxa
NpeacTaBnesd BOMHCTBEHHEIM XyA0MHWKOM - Pyaonedom Xaqatpadom. Bnpodem,
O4eHB MOXET BbiTh, YTO 3Ta 3N0Xa NPEAHAIHAYEHA TONLKD ANA HErD - Hejapom Py-
[oNed) KaK-TO CKA3AN MONOJOMY XyODMHWKY, HEYMENo MNeiTaslWeMycR Bro Konupo-
BaTL, 4TD MOTH 38 HUM O4EHE TPY/AHO, H2ME HEBOIMOMHO, TAK KAK OH BCTh W MAYLIMA
no MOCTY, W CBM MOCT.

BTOpOH BOZBPET MNK BO3BpaLieHre GecnnoTHOMD repoR

Ocexslo 1988 roga B TeopyecTae Pygonstha XadaTpAHa HaMeTUncA ewe oguH
BO3BPAT, HA 3TOT PA3 K NOPE MONDAOCTH, @ WMEHHO - K OTKPLITLIM dopmam. Cry4n-
NOCh TAK, 4TD A CTAN CBWABTENEM 3TOrO M Qaxe OKa3ancA NDUHAcTHLIM K Hemy. Py-
none pucosan cueHy ¢ PoMoi Hesepyiowmnm W pelwmMn NWCaTe ero ¢ MeHs, Korga oH
IAKOHYWN PEANUCTUWHECKWA NOPTRET GoMEl ¥ NPUCTYNUN K LeHTpanbHon diurypa Xpw-
oTa, TOT BAPYr cTan npuobpeTaTe YepThl Bro NepcoHaMen Nepuoga “OTKpPLIThIX
hopM*; B HEM NOABUNNCE TAKWE e OTEEPCTHA W NONOCTH, W DOMa BNOXUN CBOW UG-
NBTYIOWWA NAMNey He B PaHel, 8 B SUAIOWMEe NYCTOTsl B Tene XpucTa (kar. 156). Taxk e
TBOPHECTEO Pygonstha XaqaTpaHa BepHyncs ero Yenosex w3 wHoro Mupa.

HenocpegcTEEHHO CNeayiowWiA 3a 3TUM Nepuo Obin D3HAMEHOBAH, MOXHD CKa-
38Tk, GYPHLIM NPA3AHMKOM B 48CTE BO3BPALEHUA BHOBE 0bpeTerHoro repos, OH cTan
NOMELATECA B CAMLIE PA3HLIE CUTYALMW, NPUHEM XyOOMHUK NbITANCA NPUBNH3HTLCH
€ NOMOLYLHD 3TOro ofpasa K AByM TAAHAEM, KOTOpLIe 3AaHAMANK 8ro BCKD MU3HL - K 38p-
KansHOMY OTPAMEHWIO W TeHK. ToBOPWTL 00 3TOM NEpWoae AOBONLHO TPYAHO, Tak



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

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

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

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

The regained hero was welcomed and celebrated in the many works that came
oul shorlly after that fateful comeback. The man was placed in different situations,
with particular attention to the two mysteries that had always attracted the artist - the
mirror reflection and shade. It feels odd to speak of this period, because most of the
works have been destroyed. Rudolf had scrubbed off the levkases to make room for
further experimentation, which lasted until 1993 when the hero evolved unto his
“final” form. Though nearly effaced, this intermediate phase ought not to be over-
locked it we wish 10 understand how the artist arrived at the ultimate solution. Of
major importance is the fact that the realistic “character” keeping company for the
ethereal man was genarally a woman. So it is in the picture showing St. Mary
Magdalenea (cat 155) - the only one of the kind that has not been ruined. It suddenly
made Rudolf remember thal he knew that female character long ago. Al the age of 4
or 5 he had used to indulge in daydreams of his double - a gaunt-looking, nearly
ethereal ageless knight (the boy identified with him in full eamest and even checked

1970. Epaaan. Pyaoned) XauaTpas 00 CHOMM Spyrom
W YHMTENEN MBICTPD Epaanaon Koqapod.

1970, Erevan, Rudoll Khatchatrian with ha 1eachar and
friand, Maestro Enand Kobchar

Inan peqrocTe. Pensedy XV 8. Apsesian
The sign of etamity. Rialief, Armania, XV camury
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KaK COOTBETCTBYIOWW paboT NPakTYecKn He Coxpasnnocs - Pygonst cownudgosan
nesxacel, YTo0bl 0CBOOOAMTE NONE ANA AansHeRWWX NOWCKoB, WOD, KaK MEl BCKOpE
YBAAWM, NOMCK CBOBFD repos NpogorbHancs ewe [onro - BnnoTe Ao 1993 roga. Ho
NOMHWTE O HEM BCE We, AyMaD, HEOOXOAWUMO, BCNW Mbl XOTUM NOHATL, KAK Xy A0MKHNK
NPUWEN K OKOHYATENEHOMY peweHnio, [ NaBHoe, PeanuoTUYeCKUA NEPCOHAN, C KOTO-
peiM HenpeMeHHo coceacTeosan GecnnoTHieln repod Pygonedtha XavaTtpara, Beun npe-
HMYLLECTBEHHD MEeHWMHOR, KEK, Hanpumep, Ha KapTuwHe co Ce. MarganvwHow (kar.
155), eAMHCTEEHHON COXPAHMBLUSACH PABGOTOR 3TOFO TUNA. M TYT Pyaons BCROMEWA,
YTO 3HAN ero ropasao padblle, B HETHIPEX-NATHNETHEM BO3pacTe, KOraa npeaaeancs
CTPAHHEIM ME4YTEHWAM O CEOEM ABOWHWKE-ackeTa, HecTenecHom v HE3B03PAcTHOM
puilape (OH gaMe oulynwisan cedn, YTobkl yAOCTOBEPUTLER, ECTL N Y HErO NNOTE M
KOCTH), KOTOPBIA WM C HEKOW NNOTCKOW HAMOW MEHLWHOW 3PEnbix O4epTarnn. Mumm
OHW N0 3eMnen - AeTCKOM NPeACTABNEHWM MHOTO MUPA, - BAANK OT NKAel, B nobos-
HOM W OQHOBPEMEHHD AYXOBHOM CNWRHWA - Befb ABOWHWK ManeHsKoro, HO He no ro-
Aam spenocro Pynonesda 6ein GecrenecHeiv, a ero nogpyra - TenecHon. Tenepe Yeno-
BEK M3 WHOrO MUpa, @ Ha gene OyxoBHuIA AsolHuMK Pyaonsda, npuwobpen ceo we-
NaHHYK Napy - Ha KApTUHAX OH CTAN COCBACTBOBATL C PEANWCTHYECKON HAroN MeH-
wuHol. Takuwm O0Opas0om, BOIBPAT OKAZANCA HE K MONOOOCTH, 8 K paHHemy OETCTBY.
Crayok Ha3ag OKasancA HanpasneHHLIM B ropasgo Honee JaBHWE BREMEHA, Yem NpM
nepeoM BO3IBPALLIGHANW.

B nowckax dhopMynl Yenceexka

Ecnu CTROro NPUAEPHWBATLCA XPOHONOrWK, TO CREQVIOWMK, NOHAOHCKWA, 3Tan
TROpuYecTEA Pyaonstha Xadatpada (19889-1993) co BceMd CBOMMK NEpHOZaMM wWen
nog o0WWM 3HAKOM NOUCKA MNABHOTD NEPCOHAaMA, MNK "thopMy bl “enoBexka”, KaK Ha-
aweaet ero Pygonet. Cnepea o npuwen K ToMmy, YTo Bei4neHun ua obpasos repoes
NpeasLiayILEro NepUMoga NWLb YENOBHYID Yen0BEYECKYIO thiurypy, COXpaHMBLLYI0 TONL-
KO OCHOBHbI® YHWMBEDCANbHLIE YACTY YanoBe4ecKoro Nuua v Tena, Ho b3 obo3HaYe-
HUA nona (kar. 169) MNpasga, WHOMOA B HER YFAOBIBAIOTCA HEYNOBUMEIE MyHCKKe
HEPThi, MHOrQa XEHCKUE, YACTO NON MOMHO Y3HATHE N0 NNACTUKS W B3AWMOABRCTBHIO
uryp, Kak, Hanpumep, Ha ‘TleeTte” (kar. 157). C nomowio aToro obpasa Pyponsdg
CTAMN CO3AaBaTh MHOMECTEO paboT CAMOrD PA3HOMD POAR W OEME B PAINWYHbIX MaH-
pax. Tak, Kpome pafoT B 3HAKOMOR HaM YXe TEXHWKE NEBKACE, NOABKAMCE panbed
W NNOCKKME CKYNBNTYPE!, 006IPRBANIWME TEHL KaK NONHONPABHOE WaohpasuTensHoe
cpegeTeo (kar. 171, 172. 175). nn %e TeHs OT NNOCKOW CKYNLATYPL! CTAHOBWUNACH
MOLENbI0 ANA CAMOCTORTENEHLIX KAPTUH (kar. 176, 177) unu penvedios (kar. 174).

Kamaoe na 3Tvx vckanni Morno Bbl ¢ NerkocTel CTaTe OCHOBOM ANA LENLX Ha-
npaenasnia, ecnn Bl Pygonsd Hagyman OCTAHOBWTLCA HA HEM, 3 HE Npogon¥aTh
YNOPHBIE NOWCKK, NDATANKWUBABMBbIE HEKOW HE BNONHE OCO3HABABMOW CEEPXUENbK
Boobue wHorga cTAHOBUTCA He No cefie, KOrQa fasls BAPYr Ce0e OTYaT, YTO BCE 3TH
MHOTDMWCNBHHBIE NPOWIBEOEHKA CO3AaHsl O4HWM Xy A0MHMKOM. Tax, npuMepHo 3a
ognH Toneko 1992 rog Pygonsthom Xa4aTpRHOM CO34aH0 OKONO TReXCoT paboT, Bkl
NONHEHHBIX B PA3HOW TEXHUKE, KOTOPLIE BNOMNHE Morny 66 NpeAcTaBuTs TROPYECKHA
MyTe ANWHOKD B LENYID MA3Hb, HACTONBKD OHKW COCTARNAKDT &4QWHDe LBanoe, CO CBDWM
HEYANOM, BHYTPEHHEA JMHAMHKON PA3ENTHS, 3aBEPLIEHMEN M OTKDLITOCTLIO K Byay-
MM NOMCKaM

YnomaxyTan Buiwe copmyna “enoeexa a8 1991 rogy TpaHcopMUpoBAanace B
CTPEHHLIA [BYEHbIA 00pa3, KOTOPLIA CTAN AKTWBEHO 3acCenATs KapTuHel Pynonsta
Xavarpana. OgHaxko npexae Yam paccmoTpath, OTKYAA OH BO3HWK M BO H4TO OH Oa-
nee obpaTuncs, A xoten On Nopedate o ToMm (Pydonsd He pas rosopun mHe of
3TOM), YTO CywecTeyeT Tpu cnocoba oTobpamenua mupa. MNepesiA - 3To Korga Tel B
TOYHOCTA W MACTEPCKK UTO&D&N‘BB'LUI: BHEBLWHWA MWp Ha OyMare, XoncTé wnu Bonno-
waews B ckynentype. Bropon cnocod - Korga ygaeTcR BOCCO34ATE M TO 4yQ0, KOTO-
POE MeuT B OCHOBE OTOOpaXaemMoro BHelWHero Mupa. ¥, HakoHey, ecTe TPaTHi,
BLICILAR, HauBones TPYAHOAOCTURUMBIR CNOCO6 - KOrAa Thl CO3AABLIL HEKWA HECYLLe-



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

Searching for the Formula of Man.

Froceeding chranclogically we arrive at Rudolfs London period (1989-1393)
With all its smaller phases and subdivisions it may be said to have had one stimulus -
the pursuit of the protagonist, or the “formula of man”, as RHudolf phrases it. First, from
all the characters of the previous, unpreserved period he distilled a generalized
human form, having barely enough to suggest the face and body, without indication of
sex (cal. 169) , though it can be hinted at by the figures’ attitudes - as in the “Pieta”
(cat. 157), That human form sattled in many of Rudaolf's works of different genres.
Besides the afore mentioned levkasses, he started making reliefs and “flat’ sculp-
tures, which are 1o be viewed together with the shades they cast (cat. 171, 172, 175)
The shades can then be “portrayed” in drawings (cat. 176, 177) or reliels (cat. 174).

Any of these findings could start a new “"generation”, If Rudolf lingered. He could
not do that - pushed forward in his pursuit by some hall-conscious but imperative
necessity. It makes your fllesh creep to think that the huge bulk of his London works
is the output of only one person. The three hundred works done by Rudelf in 1992 in
different media could well make the output of a life-long artistic career. There is the
beginning, development, and end - and readiness 1o start the search anew

The formula discovered in 1981 gradually transformed into a strange twofold
image, which started to win more and more ground in Khatchatrian's work. But
betore | dwell on the origins and evolution of this image, | would repeat what Rudolf
likes to say about the three methods of representing reality. The first is the dedicated
and accurate transposition of the outer world onto paper, or molding it in clay and
stone. The second - when the artist seeks (and succeeds) to recreate |he essential
mystery of lite. The third - the most sublime and hard to master - is to create an
unreal” waorld that would breath all the mystery of real life. The artists of ancient

1855, Epesan. Pygonsd Xauarpid B MacTapcwon y
Maprmpoca Capsawa

1958, Eravan. Rudalf Khalchatrian in Mariiros Sarlan's
stuchio with the arist
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CTBYIOWWA MWD, HO NPW 3TOM BALIXESLWL B HEMD Yy A0 PEANLHON XW3HKN, Takos Mup wc-
KyCCTBE, HANPUMEP, APEBHWX BrUNTAH WNKW COBREMEHHLIX TPaAWUWOHHLIX OoOWeCTs
MomHO CKA3aTh, HECKONLKO YyNPOLER, 4To npexae Pyaonkth XadaTpad npaycnen
rnaexeiv oBpazom B nepabix 4Byx cnocobax oTobpaxewns Mapa. NocnegHun xe aTan
rg TEOP4YeCcTea - 370 “TpeTuA nyTk". Pygonsdg XauyaTpad co3faeT HeyTo HecywecT
BYIOWES B PEanbHOW RMU3HWA, HO HAOBNEHHOE YYO0M XU3IHW

Y7o Me 3T0 38 HECYLECTBYIOWMA MWD W YTD 3a CylWecTea ero HacensioT? Ecnn
NPOCNEAMTE BHYTPEHHIOW NOMMKY NORBNEHKA rMAaBHOro nepcoHaxa paboT Pyaonsda
XauaTpaHa, TO MOXHO CKE38Th, YTO @ro poguna obei4Han maTte, KOHEYHO, A HEMHOMD
CXEMATUIMPYIO, HO BCE W@ HA4ano ceoero Byaywero aByeAMHOro obpa3a Xy QoMHNK
Havwbonee APKO YTNAAEN UMEHHO B ODpase MaTepPUHCTBA. 3TO W NOHATHO! BEfb MMEH-
HO METb CTECTEBEHHO M BEYHO rOTOBA K YOBOEHWID, 3TO OMA HOCWMT B cebé BToporo,
APYroro ManessKoro 4enoBeYKa, KOTOPLIW, BeIMOA M3 rnybuH ee Tena, 4onra, NoOpow
BCIO #W3HL, OCTASTCA CBA3AHHEIM ¢ Hel. Pynonst Xa4aTpad pucyeT MaTth ¢ Mnaaed-
UBM, 3TY M3BEYHYIO TEMY B MCKYCCTEE, W NOCTENEHHO MNafeHeL CTAHOBUTCA HacTki
TENa MATEPM, HO ITO NPOWCXOLWT TakK BCTECTBEHHO, Y4TO Mbl A&WE HE 33Q88MCA BO-
MPoCoM, Kax 3To nponaowno (kar. 205). Ma! npuesiknm, 4To pebeHor Bcerga 8 obwa-
THAX MaTEpW, 4TO0 OH MaKcHUMansHo NPUGNUEEH K HER, Kak Osl Bpoc 8 Hee. Pygoned
¥auaTpaH DaKTUHECcKW CHAMAAT “Kaxk Obl", HO TAK MACTEpCKK, YTO Mkl 3TOMD JaMe He
sameqasn. MaeaneHsi ciyvan TAKoro BpacTaqHkg - paboTa, KoTopas CMOTPUTCS Kak
KNAcCHYecKan, Yy Te NV HE ¢ AKaJeMH-ECKUMK NponopumaMK (kar, 233) - TyT HeBonb-
HO BCNOMMHEEWL PEHECAHCKWA DEANWIM MOCKOBCKONo nepwoaa Pygonetha XaqaTps-
Ha. C Nepeoro BIrNA4a KaXETCH, 4TO MaTh NpUXENA pebeHKa K rpyan, HO NOTOM
ocoaHaells, «To pebeHoK - 3TO NONOBWHA Tena MaTepw, NWYMKG pebeHka BXoAuT B
CTPYKTYPY NALA MATEpK, 2 Bro MANSHLKAR HOra - 3TD ogHa w3 Hor matepu. MNpocro
XY OOMHUK TAK Pacnonomun ee, 4T0 HWKAKoro HecooTBeTCTEMA He owywaeTcs, Ho
&CNW B CNy<ae C MaTepLi0 TAKOE CNWAHWE Bpoae Obl BCTECTBEHHO W NOHATHO, TO Py-
ponsdy Xa4arpad WAeT Aanslue. CXOAHLIR pebeHoK OKA3bLIBAETCA B MOOOM Yenosexe
TaK MCKOHHAR JBOWCTBEHHOCTE MATEPWHCTEA Nomorna Pygonsdy OTKPBITE MNageH-
ua B Kamgom u3 Hac. Bugumo, Hegapow ewe B 1964 rogy oH NONYYUN CNEUWansHYID
npemuoc 3a nonoTHo “MaTepuscreo” (kar. 44).

MokasaTentHo, YTO, CO3AEB TAKOE pa3fBOeHHOE eQWHCTBO Yepea obpaa mare
puHcTBa, Pyaonsd XayaTpaH B pAMKEX TOR Xe Tembl Hanbonee 3puMo OeMOHCTRApY-

1967. Epesaq. Pyaansh Xavatpax o Copradis
NapassnHonbIM HEKEHYHE Chesox hunsMa

LisaT rpasars
1867, Erevan, Rudoll Khaichatrian with Sergey
Paradjanoy prior 10 tha shoaling of
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Egyp! knew how it was to be be done, and 50 do the arlists of some contemporary
traditional societies. Simplitying things slightly, | may argue that Rudolf himself mas-
tered the first two methods and in the last years has been practicing the third, He is
making something that has never been in real life, but the universe he wills into being
is miraculously alive.

But what is it like, and what creatures live there? If one traces the inherent logic
behind the emergence of Rudolf's protagonist, one is lead to think that it was born to
an ordinary mother. | realize that | am slightly simplifying things, but it remains true
that motharhood served as both the model and the original impulse for his future dual
image. And it is only natural, because the mother is ever ready to duplicate. She is
the one who always carries another, small being in the innermost depths of her body,
and when thal being comes out it keeps the oid ties for long - somelimes for as long
as it will live. Taking up the age-old mother-and-child theme, Rudolf gradually blend-
ad together the two bodies. The change came about so naturally and impercepti-
bly, that one never asks onesell how it was effected (cat. 205). The picture of a
mother holding the child to her heart - so that it seems 1o be part of her own body -
looks very familiar to us all. Rudelt Khatchatrian makes the seeming convergence
become real, and we hardly ever notice how he does that. One of Rudolf's works
makes the perfect example of such in-growth (cat. 233). its nearly academic propor-
tions may remind the viewer of Rudolf's “Renaissance” realism typical of his Moscow
period. Yet what you first take for an embrace is more than that. The child is half of
the mother's body, its face is framed into her face, and s little leg - is also her leg.
The composition is so balanced that one doesn't feel any discrepancy. To blend the
mother and child is apt to appear naturally logical, but Rudelf moves a step further:
he puts such a child inside any person. Thus the inherently dual nature of mother-
hood has lead him to discover the child in each of us. It seems no accident that back
in 1964 he won a special prize for the canvas called "Motherhood” (cat. 44).

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

What is it that the new-found dual image may mean for Rudoll Khatchatrian's art
and art in general? First of all, it can convey two states of one being. Rudolf tried to
do that back in the 1960s, while experimenting with “open forms in space”. Al that
time he painted a bi-headed reclined figure with one head sleeping and the other
wide awake (cal. 61). But he could not attain then what he has attained now. As he
himself reflects, it was because in his old pictures figures had equal proportions, and
- more importantly - were of the same age. Now the child has imparted the time fac-
tor to his figurative language.

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

It should be emphasized right away that the psychological notions of per-
sonality split or haunting childhood impressions are not directly relevant to Rudolf
Khatchatrian's arl. He never exploits or illustrates these popular concepts the way
surrealists do. On the contrary, his art itself may make an object of research for psy-
chologists of different stripes, for the archetypes to be found in his work (| have
already spoken and intend to speak more on this subject) arise from within iis own
depths.
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1990, uyseTnas Gymara, yrone, wen, 58 x 40
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1880, Chalk and charcoal on coloured paper, 58 x 40
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1990, nesxac. cenda, 80 x 100
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1990, Sepia on levikas, BO x 100
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1991, kapro, Ty 8.5x 115
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1891, Indian ink on cardboarg, 851 11,5
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1991, kapToM, yrons, 15x 10
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1881, Charcoal on cardboard, 15 x 10

&T, 4TO QOpeTaHne aro repoAMd ABYEAWHOR CYLHOETH NPOW3OWNG OKOHYETENbHD W
OCHOBATENBHO. TAK, OH PUCYET CHOBA MaTe C MNANSHUEM, HO YXE MNANSHLEM “BHELL-
HAM®, KOTOPBLIM 32HATA MaTh, "BHYTRPEHHEMY' ME MNageHuy HeT gena go Hero, o TH-
HeTCR K nyHe (kar. 283). To ecTe MNageHey, COCTABNRAIOWMA NONOBUHY MATEPKW, MEK-
CHMANBHD AETOHOMEN W GeIpasnyeH K "BHeWHeMY" CBOBMY ABORHWKY, KOTOPOMY X0-
TA Ol #300pasMTanbHO 0BA3AH CEOWM NPONCXOMOEHHEM,

Yo we gaet Pygonsdy XadatpaHy W MCKyccTBY BoobLYe co30aHHbIA MM gaye-
Avkbid 06paa? Mpexae BCEro ¢ ero NOMOULLID XYAOKHWE NepegaeT OAHOBPEMEHHD
[Ba COCTORMWA DAHOMD 4enoseka. Takyio 3aaasy oH NbITANCA PEWNTL elye B 60-e ro-
Abl, Korga cozgasan "oTkpeiTeie hopmel B npocTpancTee”. Tak, ow waobpaswn Torga
neXalwyyo urypy ¢ GEYMA rONOBAMW, O4HA U3 KOTOPLIX Cnana, a gpyran - bogpcTeo-
sana (kar. 67). Ho emy Toraa He yaanock AoBMTLCR TOMD, 4TO YA4aN0ck cerogHa. Py-
A0Msd) BEPHO CHATAAT, 4TO TE ABoE ObiNK COpaIMBpHLIMA U, TNaBHOB, OAHOMD BO3pa-
cTa. Tenepe Me npucyTcTaMe pebeHka aHockT B paboTel dakTop epemeni. [encTen-
TENbLHO, HA 3THX PABtOTAX NPOMICILND HANDMEHWE ABYX BPEMEH, KAK 3TO Mbl HEPEAKD
BMAMM B HACKAMLHOW MUBOMWCH, MMM KOTA2 Mbl YATAEM CTHXM BwtinwK, cocTasnex-
HEIE M3 PAJHLIX TEKCTOB, HO CO3AAIOLIME YAWBUTENLHYIO rApMOHMIO. Y Pyaonspa Xa-
uaTpAHa pebeHoK - ITO 3HAK NMPOLLINOrg, 3HaK BOCNOMWMHAKKA. Takuw nbpasoM, 3feck
NPOMCXOONT HE TONLKO COBMELEHWE ABYX COCTORHUA, HO M HANDXEHWE ABYX BREMEH.
Hanpumep, B ogHOW U3 padoT Pygoneda XadaTpaxa ‘mate” ApemMneT, cugsa Ha cTyne,
& “pebeHOK" CTOMT BO BECH POCT, CMOTPACH B 3epkano (kar. 276). To ecte thurypa
BCTAMNA M3 CHAORYErD NONOMEHWA, NPOAONXAR CHAETH Ha CTYNEe, HO NPOMADIWND 3TO
Ha OAHOW NNOCKOCTM W BNaro4apA ManocTu pebaqka.

3peck cnegyeT cpasy e Nog4epkHyTh, YTO BO3BPAT K fBTCTBY, paclwennaHue
NWHHOCTH - NOHATAR NCHXDNOMMHBECKKE, HE MMBIOLWE NPAMOTO OTHOWEBHWA K TBOPYE-
crey Pygonstha Xaqatpana KaKk Takosomy. XyA0KHAK HA B KOSM CITy4ae He MNmocT-
PURYET WM IKCNNYaTHPYET 3TW MIBECTHLIE NONOMEHUA, KaK 3TO OenaT. CKamem,
clOppeanicTL. HaobopoT, ro TROPYECTBO CAMD MOMET CRAYXUTL XOPOWWM 0OBEKTOM
ANA WAYHBeHHA CO CTOPOHBI NCWXONOMOB PA3HOID TONKA, TaK KK B8 apXeTunuuackne
CxemMbl, 0 KOTORLIX Mibl YXEe TOBOPDHMNM M © KOTODLIX ewe NoRgeT peYb, BLIRBNAIOTCA
M3HYTPKW Bro TBOPHYECTEa.

Tak HEOMWOAHHO NOABNAETCA TEMA MACKW, 3a KOTOPOR NPAYETCA CYTE "HALeB-
werg” ea yenopexa. B HeKOTopkLX paboTax HecopasMepHo DonblLKe nuua BYKBaNLHO
BOCNPUHMMAIOTCA KaK MACKW. 37O BNEYATNEHWE YCUNWBABTCA BLUE U TeM, YTO WHOTAAa
nepcoqax Pygonsta Xavatpana, ocobeHHo Manan ero NonoedHa - "pebeHok” nogHu-
MaeT pyKn K nduy, Kak Obl AepxHT rpoMagHyio Macky (kar. 236). B gpyrom cny4ae
(kaT. 192) geyequiHbiA NBPCOHEM OBPMUT NEPEN NALOM HECTORWYIO MACKY, KAK Okl B
noATEEpXAEHHE HAawen goragkw. Mpudsem rybokas ABOWCTBEHHOCTL repoes Py-
Aonstha XayaTpada 3axXBaTHBAST W MECKY, W TOMD, KTO 33 Hel NpAYeTcH, BepHes, Bil-
rMAOLIBAET W3-3a HEE.

O TOM, HTO TEME MACKM HE BbiyMaHa MHOIO, 8 COAEMUTCH B rnyfuHe TROp4ecT-
Ba Pyaonstha XaqarpaAHa, rosopuT cneayrowni NOKasaTensHbid CHYyYan. 8 0aHO0R pa-
Bote nepcoxax Pygonsdia kaxk Okl HAAEN IKI0THMHECKYID, TMNA ahpUKAHCKOR WK
MENAHEIMACKON WHKUUMALMOHHORA MackK. CXOACTBC NOKAIAN0CH HACTOMLKO ABHLIM
£aMOoMy BBTOPY, 4TO OH nepenucan paboTy. MepeoHa4aNbHBIN a8 BAPWAHT HE coxpa-
HANCA. 3TOT CRYYaR XOPOoLWo NOKA3LIBAET, HTO ApXalHecKas ocHosa TeopyecTsa Py-
nonbitha XaqvaTpAHE NEXAT MMEHHD B rMyGuHE, 8 He BIATE W3BHE K3 Kako#l-nubo aT-
HOrpathUyecKon PEANWA. KaK 3T0 OBNABTCH, KaK NPABUND, B COBPEMEHHDM WCKYC-
CcTBEE HAYMHARA ¢ [Mukacco. [lna MEHA 3TOT cnyyah ocobeHHD NOKASATENEH, TAK KAK A
CNULIKDOM XOPOLWD NoMHIO, KaK Pygonsth eile coBCceM HegaBHD, YMOM NpU3HaBan ap-
Aan4ecKos NCKYCCTBOD, CEpALUEM M0 HUKAK HE8 MO NDHUHATL.

Ewe ogHo Ka4ecTeo, KoTopoe Obino BCErAa opraHrdecks Yyxao Pyaonedy Xa-
YATPAHY, 3TO SCTETUIALMA YPOLCTBA. KPATHKW Ero PEanMCTHYECKOro NepHoaa gaxe
NOPULANK 8r0 33 YPEIMEPHYIO, KK UM KA3ANOCH, KPACWBOCTE 8ro patoT. M BOT Heo-
MMOAHHO B NOCNegHMX paboTax NOABNASTCA HEM3MEHHEIA NBPCOHAX, B OCHOBE CBOSN
YPO4, YYADBHLLE - MHAYE HE HAZ0BEIb CYLWEeCTE0, COCTOALES HANONDBMHY M3 B3POC-



In the same way , quite unaxpectedly for an external observer, the mask theme
comes up, The mask is perceived as a means to hide the real self, the “essence” of
the person that puts it on. In some warks disproportionately large faces look like
masks, especially when the protagonist, or particularly his smaller part - “the child” -
is holding his arm to his tace, as if supporting it (cat. 236). As if 1o give evidence to
my guess thal large faces are potentially masks, one of the later pictures shows the
character holding a real mask in front of his face (cal. 7192).

Still another occasion proves thatl the mask-theme is not just my fancy. Rudolf
once painled a character thal seemed to have drawn some exotic African or
Melanesian initiation mask. Himsell struck by the similarity, the artist repainted the
work. Mow the criginal figure can anly be seen in a photograph, while its successor
looks more like the regular Rudalf's protagonist. This occasion is evidence to the fact
that the roots of Rudolf Khatchatrian's archaic images go deep down, unlike the
superficial ethnographic borrowings comman in contemporary arts since Picasso,
This example was especially enlightening 1o me, for | could well remember the time
when Rudolf, though recagnizing archaic art, could not bring himsell to accept it
emotionally.

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

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

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

In spite of the little breasts of the smaller figure, our intuition that it is a boy gels
confirmed by many pictures showing male genitalia where the small and the big legs
join together (or separate?). Thus, Rudolf Khatchatrian has not only uncovered the
child in each of us, but also the parson of the opposite sex. The androgyne theme
in Rudolf Khatchatrian's works is not always conspicuous, and always is unobtrusive.
Thus, the two parts of his vertically divided figures are never sexually differentiated,
the way Indian ardhanarishwara androgynes are. Double sex is hinted at rather, than
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1980, Charcoal and sepia on levkas, B0 x 100

Noro 4enoBaxd, HanonoBuHy Wa pebenka. 3aeck v cpabaTblBaeT TPETHA NpUHLKN
oTODpaxeHnA MMpa, 0 KOTOPOM R YNOMWHAN B camom Hadane atol rnass. fJeno 8
TOM, 4TO ABYEOWHLIE nepcoHami Pyaonsda XadarpaHa - cyWwecTea aBCTPaKTHEIR.
310 HEKaR (hopMyna YaN0BaKa, KOTOPAR HANONHEHA ALIXAHMEM XWU3HWU B CROBM, 00O
GoM mupe. TONHO TaK e NPEKPacHbIe BrWNETCKNe pencedbl NK BYLUMEHCKKE Ha-
CKankHbie WI0OPAMEHUA BEIrNALENK Gkl YDOAUAMM, NOABWCE OHW B HAWeM obbigeH-
HOM MHpE.

Mepcodaxk Pyaonstha Xa4artpaHa posaaloTca B pesynsTaTte NNacTHHEcKAx 1
HHBONKCHBIX DEWEHWA U NOITOMY OHW HE YPOANKBLI: NAHWA HOCA BCTECTBEHHO J8NMT
NALO Ha BONLLUYIO W MAMYID YACTH, MANEHbKAR PyKa BCTECTBEHHO NOXMUTCA HE Nog-
CTABKY, @8 MANOCTb HOrM pebeqxka xak Bul HeobGxogmma, 4ToOw cugrwan curypa (Kar.
238) nony4una ceoid MOHYMEHTANBHYIO apXHTEKTOHUKY - BONbLWAaR, COpasMepHas ne-
B8R HOra Hapywwna Ol NNECTWHECKYIO LENOCTHOCTL BCeR (urypel. Tak, 8 MapHwi-
CKOM XPame CTYNeHW BhiNOXEHb! C rPOMAAHLIM WATOM, KAK BCnK Obl B KPOXOTHIA
XPaM NOAHWMANMCE HEKOrGA HeBeJOMbIE TWIAHTH), HO 3Ta HECOPAIMEPHOCTh HYMHA
ana obuwed rapmMoHiay. TONbKD TOrAa BCE COOPYMEHWA CTAHOBMTCA apXMTEKTYPHLIM
uensim. Mink gpyrod npuMep W3 apMAHCKON apXMTEKTYPHOR TPaaMUWM, KOTOPbLIA No-
GUT NpuBogUTe Pygonsd: K copasmepHoMy W Bpoge Obi NOMHOCTEK) 32BEPLEHHOMY
CTROBHMIO, KBK MOHACTLIDL PUNcume, No3me NPUNennNAeTcs ManeHskan, Hecopasmep-
HA% KONDKOMNLHE, KOTOPAA FaPMOHUYHO BNUCLIBEBTCA B 8MHYI0 apXUTEKTYPHYID KOM-
NO3ALMIO U CODOWABT & MOHYMEHTANBHOCTE. MomeT BbiTh, 3480k WMBET CMbLICNT WC-
KATh HALWOHANbHLIE WCTOKW TBOpYecTEa Pyaonutha Xaqatpana? MoxkeT Geims, Tak
MaTepuansHo BONNOTMNOCE 80 HEYCTaHHOe BOCXHLEHWE WeLeBpamMi LepKOBHOR ap-
XMTEKTYpbl CBOEMO Hapoga? BonomHum Takke Gonbwoe nuuo Bora-OTuya, Hecopas-
MEPHOE AHETOMMYECKW, HO TApMOHWYHOE 3CTETUHECKW, HA pensethe HopaBaHKkekoro
MOHACTRIPA, NPUMED, KOTODLIA KAK-TD NpMBogMn Pyaonsth B nogTEEp#AeHMe CBOEra
TEOQYECKOrD MeToga.

Kak u B cny4yae ¢ NepeoHa4ansHon “hopMynod Yenosexa’, 8 ABoeguHoR “pop-
MYnNe" TOHE HE BCE ACHO C NONOM. XOTA XyA0MHWK W HAABNAST MANYK NONOBUHY OBY-
BAVHOND TENE MANEHLKOA rpyAL0, "pebeHOK™ TeM HE MEHBE HE BOCTIPHHN. JE8TCA Kak
CYWECTBO MeHCKoro nona. Kak v Bcera Ha waobpaxeHinax MaTepuHcTea, gaxe BHe
AOBNEWerc BAMAHKWA BENWKDro npactpasa Boromarepw, pebeHOK MLICTUTCA Manb-
4ukom, Hawbonee ecTecTeeHHa CBA3L MaThb - CbiH, BYAb 3TO game NPOTHBOBCTECT-
BEHHOE BNeYeHue Tuna Jaunosa.

Hawe socnpuaTve pefieHka Kax ManbYyMKa, HECMOTDA HE HANWYWE MANEHLKON
MEHCKOW MPyaW, NOATEEQAAAETCH B UENOM page patoT, rae B COBQUHEHWW (MNK
pasbeauHeHMK?) GONLLWION U MANOR HOr MOXHO 3aMETUTE MYMCKOR NPU3HaK nona.
Takuw ofpasom, B KaxaoM W3 Hac Pygonsd Xauatpan yrnsgen He Tonbko 3aTaws-
WwerocH peGeHKa, HO W CYLWECTBO NPOTHBONONOAHOID Nona. Tema aHaporMHiama B pa-
Gotax Pygonstga XadartpaHa waeT He BCerja ABHD W BCErfa HeHaeaauweo. Tak, ero
hurypel, pasaaneqHbie NO BEPTHKANGHOW OCW Ha ABE YACTH, HAKDM4a He pasHATER No
NONOBLIM MPWU3HAKAM, KaK 3TO AeNasTCH, CKAXBM, B MI0OPaMEHHAX WHIAWACKAX aH-
LPOrvMHOB apaxwHapuweapa. CABOSHHOCTs NONA CKOpEe yraauiBaeTcR. Tak, pyka no-
nNoBvHKK-"pedeHKa’ (Kar. 233) HEXHO NOKOWTCH HA FRYAWM MATEEW, HO 3T0 HE COBCEM
HEBWHHEIA XBCT - BCNOMHAM CHOBA WCTOpUIo 3auna. MoGonsITHO, YTO Cpean He cywe-
CTBYIOLWMX yxe paboT Toro nepuoaa, koraa 6ecnnOTHLIA repoi BEPHYNCR B TEOPYECT-
B0 Pypgoneda Xa4yatpAxa, ObinK Takue, rae TeMa aH4poruHM3ma Nony-nna ABHOe Bbl-
pamxenve. Tak, 8 "Agame w Ese” nesyio nonosuHy ABYeANHOro Tena aHaporvHa co-
CTABNANA 38MHAA MEHUWMHE, 8 NPABYID - MyXHYWHE, B8 OYXOBHLIA OBOMHNK W3 MHOMD
MWpa W APYroro WaMepedus. 3aeck 6ONEE ABHO NPOWIOLWNO CNUAHWE MYXKCKOro W
MEHCKOrD HAYana, AyXOBHOro W TENBCHDTD, WHOTO W 3TOrD MUPa, K YemMy (akTHYecki
Bcerga crpemuTcA Pygonsd Xauatpad. Tak OH NONkTANCA PeWWTL 3a0adqy, KOTOpYD
noctasun anocton $oma 8 ceoem Esanranuw: *..Korga Bkl caenaste gBoux OAHWM...
W KOTA3 Bbl COBNAETE MyWHMHY W HEHLWMHY OOHWM, YTOSbl MPKYWHA HE GbIN My#4W-
HOA ¥ xeHWwHa He Dbina MeHWMHOR..." Ho Ha4as ¢ coeguHEHWMA B JBYEOWHOE Teno
MYRHHHBL W XEHWWHB, OH NPWWEN K ToMY, YTO B ero HOBOW aHaporMHHon thopmyne



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

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

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

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

1878, Pyponed XavaTpmm B CROSH MOCKOBCKDN
MACTENCKOR & aTHOpadon i iunocodgon Meaokom
AfpamaHou

1978, Mascow studio. Rudall Khatchatrian with tha
ethnogragher and philosopher iriend, Levon
Abrahamian
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COeAWHWNHEDL pBﬁl&HOH. W MATH, B YBM, MOXET ObiTh, Chirpany caoio ponbt W OBTCKWE
me-Tanka Pyaonstha o TaMHOR NOG3IEMHON MHIHK CEoEro GeCTENECHOrD ABOMHIXKA.

*OTKphITLIe (hopMbl B NPOCTPAHCTEA" M BbIXOA B OTKPLITOE NPOCTPAHCTEO

MocTpoue ceoh geyeguHein obpa3 "marepw-pebenka”, Pygonsth Xa4arpad Hauu-
HAET NPUIMAGBIBATECA K BhIYNEHEHHBIM WM NONOBAHAM. OHW cTONB HENOXOMW Apyr
Ha gpEyTa, Y4TO XYAOMHUK HEYMHEET WCKETh DA3NWYAR B WX NoBegexkn. “[BsoAHoe co-
CTORHME™ - TAK OH HA3BaN DONLWYID CEPUI0 patoT, rae NONoBMHLI ABYEAWHOIO Cylle-
CTBA XWBYT HE3ABMCUMOW MUIHLIO: NO-PAIHOMY NPEAAIOTCA pA3ayMesM (kaT. 278,
280, 286), 3aHWMAINTCH pasHikiMK Jenamu - HanpuMep, "Mate" YuTaar, pebeHoK” wrpa-
eT C KyKNoW (kar. 275), “mate’ 3agymanacs, “pebeHok” wutaeT kuary. Ecth game ne-
HbIE NPOTHBOPEHWA - HANPUMED. "MATE" HE ABBT "pebeHKy” BPBATECA W3 88 DOBATHNA,
WA e Mbl CTAHDBUMCRA CEBMABTENAMK YYTh MK HE HACKNAA GONBWOTD HAZ MANLIM,

Cregyouwmin War Xy JowHWKA YKE MOMHO Npeayragats. @CnK NoNosrWHL obpeTa-
K0T CPABHWTENEHYIO CAMOCTOATENEHOCTE, TO OHW MOTYT BCTYNHTL B KaKWe-TD B3anmo-
OTHOWEHWA C NONOBMHAMK JPYroro ABYEAWHOro cywectea. B camom gene, ecnw
paHblUe AawE MATEPUHCTBO MOTNO W3I0OPAXATECA B BUAS YABOEHHOR Urypel MaTepn
¥ pefeHKa, YacTh KOTORoW Beny cebn, MOXHO CKE3aTk, COrNacOBaHHD, He BCTYNan a
NPOTWBOPEYMA, TO NOCTEMNEHHD OHW HAYWHAIDT BCTYNATE BO BCEBOIMOMHEIE BIAMMO-
aTHOWEHWA. Hanpumep, obe NONoBMHLL ABYX AByegWHbIX CYWECTE BCTYNAOT B AUWanor
APYT C APYroM - “GeTH" HAXOGAT CBOID TemMy PasroBopa,”Bapocnuie” - caoio (kart, 287),
Wnu HaobopoT,"geTw" oTEEPHYNKCE APYr OT APYra, 8 “B3pocnbie” 0OepHYNKCh OOWH K
apyramy (kar. 281).

MOHATHO, 4TO CTOWUT XYA0MHUKY 3ECENWTL CBOM KEPTUHGLI BLE DONLLUIMM KOnW4e-
CTBOM ABYEAWHLX hUryp, KAK KX COCTARMNSAIOUME BCTYNAT B eue HONLLWes YMCno BO3-
MOMHLEIX B32WMODTHOWEHWA. Tak aTo W nponcxoauT B page pabot Pygonsda Xa4ar-
pAna. MOMET CRomWTECA BNEYETNEHWE, YTO XYAOMHIK NPOCTO CTan coagasars Go-
Nee CNROMHBIE MHOMOMWIYPHBIE KOMNO3WUMKW. DOPMENBHD TEK OHD W BCTh, HO BCIW
NPWrNALETHCH K 3THM KOMMO3WMLUMAM, TO MOMHO 38METWTL, YTO CHOOA BCErD NUllb ne-
pPECcennnuceE Bro NepooHaxi ¢ apyrux pabor. XyaowHuK kak 6kl WCnone30Ban Mx B
Ka4ecTBe "KHpNU4eR”, YyTobsI NOCTPOMTE CROW NpUYyAnuBsia agaxus. Bygyun emecte,
OHM CO3[AI0T HEYTO KAYECTBEHHO WHoe, Tak u B NPUPOoAE: HANPUMED, NPWYYANWBGLIA
KAMEHHLIA BLICTYN, XAPAKTEDHBIR ANA 3aHreaypokoro Nensama cam no cebe octaeTt-
CA YHWKANBHBIM MOHYMEHTOM, HO By Ay OKDYMEHHbIM CXOOHBIMK CKanamMi, OH pac-
TBEOPRAETCH B BENWHECTBEHHOM nensawe. TOYHO TaK e MHOXECTBO OTAeNbHbIX MHAK-
BMayansHoCcTed, cobpaswwce BMECTE, 0OPasyioT HeUTO Ka4ecTBEHHO WHoe - Beanu-
K0 TONMY WA MHOMONWKAA NPa3HAK.

3pece cnegyeT caenaTs 4Ba BamHbIX 3AMEHaHUA, Kacaiowmrxcs (popmel, B KOTO-
poi Pygonbd cO3Aa8T CEONX NEPCOHAMEeN, MOMHO SEXE CKasaTte, wx aHatomwn. feno
A TOM, 4TO UMEHHD HANWYKWE NONOCTER W OTBEPCTUA, YHACNEO0BAHHLIX OT “OTKPbIThIX
hopm & npocTpaHcTee’, nossonAeT Pyaonsdy pasbefMHATL U BHOBL COBAWHATE Ha-
CTHW, COCTaBNAOWMWe eguHoe Teno, bea Toro, 4Tobbl BNACTL B CTOML HENPHEMNEMYIO
ANA Xy AOMHAKA 3cTETHIAUMIO ypoacTea. WM apyroe: B npolecce coagamna paboT atoro
neprona Pyaonedg HanWcan HeckonbKo KAPTUH, rae H3otpaxena HeRaA CTapan weH-
ljHA, XOTR Ba NON W He aKUBHTWPYETCR (KaT. 225). 37D He MaLaaT ToMy, 4Tobbl K30-
GpameHHan Urypa BOCNPUHUMANACE KAK WEHCKEA - Begb ASTOPOAHEE OpraHs y
HEHWMHE! CKPLITS! 0T NOCTOPOHHWX TNa3 ropasao HadeKHes, Hem Y MyKYUHL,

Kotatw, Tak Pygonet ofbACHAN MHE ogHamfbl OTCYTCTBME ABHBIX NPW3HAKOB
repMatipoAMTHIMA Y HEKOTOPLIX aHOPOrMHHEIX (Mryp. Tak BOT, 3Ta MEHIMHA ele
Honeiwe yTEEPKOABTCA B CBOSA MEHCTBEHHOCTW, GONEe TOro, NPWHACTHOCTH K Tan-
HEM MaTepWHCTEA, Bnarogapa nonocTi, 3vAOWen B ee ypese. Cam ee obnwk, KOTO-
phi Gbin Gat OTEEPrHYT YyTh N HE ¢ GpesrnueccTeio Pyaonstom XavatpaHom B ero
*PEHECCAHCHBIN® NBpWOL, BNM30K 4EM-TO K NANEOMTUHECKHM BEHHO BepamMeHHLIM
Bexepam. Torga oHa BoCNpHHUMANAECE Gwi Kak gaHb YPOLCTEY, HO TENeps, Bolpocwan
W3 HeAp HOBOMO NOAXOAA K YeNOBEeKY, OHa cTana CHMBONOM METEpWHCTEa C YyTPOGOW-



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

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

Two imporiant specifications should be made here concerning the “anatomy” of
Rudaolf's characters. The hollows inherited by his characters from the "open forms in
space” allow the arlist to connect and discaonneact the "halves” of one body, without dis-
torting them 1o the point of ugliness. Second, roughly at the same period as the multi-
figured compositions, Rudolf made several pictures of an old woman (cal. 225). The
figure looks apparently female, though it lacks any direct indication of sex. (Which may
itself indicate femininity. This is how Rudoll once explained to me why many of his
androgynes da not bear any signs of sex). What makes “the old woman” the quinies-
sence not only of femininity, but also of motherhood, is the huge hollow in place of her
belly. The figure's profile reminds the viewer of the ever-pregnant Palealithic Venuses -
the appearance, which Rudolph himself would have rejected with something like dis-
gust in his “Renalssance” period. True, what would have then seemed a irbute to
ugliness, was transfigured by the artist's new approch to man and life, It has become
the symbol of motherhood, the cavelike womb, whence the human race goes out into
the world, and to which it ever returns. Thus the formal device of cutling out forms
leads Rudolf to yet ancther archetype - but the archetype itselt had come up from the
depths of Rudolf's art. In pictures that comprise many inter-related twofold figures. the
cavelike wombs of the “mothers™ come 1o resemble the doors and windows of some
architectural fanlasy or even caves of the Zangezur mountains - the ancient refuge and
home of Rudolf's ancestors (cal. 315, 316). When | first saw these pictures, they made
me remembaer the realistic drawings Rudolf had made a few years ago as his tribute to

1886, MockBa. B macTopckon ¢ Aprageen Pamsiaiam

1986. In the Moscow studic with Arkadi Raikin
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NEWEPoR, W3 KOTOPOR NPOM30Wer BEChH YENDBEYECKHMA POA U B KOTOPYID OH BEYHOD
Bo3spaw@aetca. Tak opMansHbil METOM BaIPE3blBAHWA OTBEPCTWA npuean Pyaone-
tha XavaTpaHa ewe « OOHOMY APXETUNY, W ONATh ¥Ee 3T0 NPOWIOWN0 WIHYTRKM, U3 rny-
BWHBI Bro MCKYCCTEA, a8 He M3BHE,

B kapTuHax, 05beguHAIOWLNX MHOMO ABYSAMHBLIX IUrYp, YACTH KOTOPLIX BOTYMAMA
BO BCEBO3MONHLIE BIAMMOOTHOWEHWS, 3THW NBWSPLI-YTROOLI, WMEIOWWECH Y Kamgon
ABYEAMHOA “MaTepn’, CTANW HBOMMAEHHD HANOMUHETL OKHA W JBEPW HEBEAOMbIX ap-
XMTEKTYPHEIX COOPYMEHUA KNV Aawe NeLEepsl NpWYYLNWBsEIX rop 3aHresypa, Cryxue-
WX Hexorga copoawdam Pygonesdia Xadatpada yhexuwesm v xunvwew (kar. 315,
316). Yeupee atu paboTe, A scnomHun kak Pygonsth Heckonoko net wasag xoten
OTAaTh fadb NATPHOTHAMA pOAHbIM Ner3awam W mobuMmon apxuTexType. Torga oH
PYCOBEN B PRANMCTUMECKON Maxepe. Ho 3TOT OnNwiT He gan emy A0NMHOro yaDeneT-
BOPeHWA. M BOT TENepb Te Me Nen3axk BAPYr NPOABNAKCL, B &ro ABYeAUHbIX Nepco-
HaMax, KOrfa OH Kak Okl BEPHYNCA B poAHOR oM, 06peTA cBOE QETCTEO.

ConocTapneHne MHOGHUIypPHEX KOMNOIWUMA C rOPHLIM NBA3AMeM - He NpoCTo
obpasvoe cpaBHexve. HeHwwHa ¢ yTpoboR-Newepol CTOMT NPOHHO HE 3emMne, oHa
cama sonnowaeT cobow Matb-3eMnio - BCNOMHAM N0 A3 8 M H Bl MWD MANEHbKO-
ro Pygonsda. He cny4anso Taxxe, 4To napannensHo ¢ 3t obpasom Pygonsd pu-
coBan GepemeHHbIX weHwwH (pre. 9 kar. 197), y koTopeix yTpoba ewe He paspepa-
nack, a oiHa W3 paboT "Nen3zaxHore” TMNA WMEaT B CROBM OCHOBAHWW HONLILYID BO3-
nexawyo GepemeHHyIo MeHwwHy (pre, 10). XygomHuk Kak Gbl BBOAWT HEC B TaWH-
CTBO 38POMAEHNA W YMHOMEHWA ¥uaHw (nepwog “Mposeneqwn obpa3a®), v Mul BAPYT
OCO3HAEM, YTO W B NOCNeayowmux paoTax, B KOTOPLIX YHE HET TeMmbl GEPEMEHHOCTH,
NonoacTH W OTEERCTUA TEM HE MeHee Npuohpeny NopokAaiLMe KAYECTREA Newepkl-
yTpobel, rae Okl OHK HK BLINK PacNONDXEHE!. Tak NOABNAIOTCA ABYEAWHEIE CylecTEa
€ "OTKPbiTeMKY hopMami’, U3 KOTOPLIX NOABNAKITCA NOLOGHLIE, KapabKalwmeon K
crnegyolms oTeepcTuam (puc. 12, kar. 326). MNopoi oMM NPOCTO KMWAT Ha GONLWOM
UEBHTPaNbHOM Tene, OTBEPCTHR KOTOPOTD Ge3yAepXHO BKNIOYMNWCE B NpOUECccH! ca-
MOYMHOXEHWR (pic. 11, kat. 337). MoboneiTHo, YTO Aaxe Torga, korga yrpoba-newe-
pa, Kak Mbl NLITANUCE NPOCNEAWTE, Nepedana Cecio NoOPowAAIWYI0 cnocobHOCTh
BCEM NMONOCTAM B TEne,"Gecnnogue” OTKPLITLIX (hopM NOpPh! IDHOCTH He AAI0T My no-
KOR,  Pyaonsd) BoigyMbBAET CRELMANEHYIO CTAAWIO B XUIHW CBONX CYLECTs, YTobnl
COBACHATE MX CTRAHHYN “NNOQOBKMTOCTE'. A Obl HA3BAN 88 CTAQWEN KOKOHE, TAK Kak
OBYEAnHEE dUrypsl 34eck NNOTHO CNENEHYTE KAKOW-TO Y3KOW DECKOHEYHOH NeHTOM
MNK TOHKMMW HUTAMKA, KOTORLIE K3HYTPM, M3 NONOCTEN, PA3PLIBAIOT KPOXOTHLIE Cyle-
cTea, 4Tobbl BLIATH Ha CBAT GOMWA. To, YTO 3TO B WIBBCTHOR MEDE BhIAYMAHO YMOM,
@ He WAET W3 NOTWKK Camoro obpala, roBOPAT HEKOTOPDIE KOMNOIWUMKA, rag NpoWno-
CTPMPOBAH BECh NPOUECC NOPOXOSHWA - OT LENbBHOID KOKOHE K Kulalwesy mue-
HOCTLID OCBOODAMBLUBMYCA OT NENeHbl CywecTay (Kar. 333). XyaomHuK Kak Obl cam
YAMBNEH 3TOR HEOMUAAHHOR NNOAOBHTOCTEIO CROMX (HRMYD C “OTKOLITHIMKA HOPMAMK".
Tak "pebeHok"-nONoOBMHA OAHON U3 OWMYD - KOKOHOB C YOWBNEHWEM CMOTPUT Ha Cy-
WeCTs, BLIXOAALMK W3HYTPH €0 AByeaMHoro Tena (kar. 334).

Hawm ocTaeTca NpocnNegnTh, Kak Aanblue pasewsancs geyeawnHsin repon Pygons-
tha Xa4aTpAHa. Kak fBa COCTOAHWA, BAPLUDOBAHWEM KOTOPLIX OH BbiN 3aHAT gonroe
BPEMA, HAKOHBL, BhIKPUCTANMW30BANWCE B HEKMIA KAHOH OTHLIHE (He Bepych CKA3ATH,
Hascerga nu) “pefeHor” cran cCMOTPETE HA Hac av(ac © OTPeWSHHONW yNeIbKOR, a
“marte” NoBEpHYNa ronoBy B CTOPOHY (pHe. 13), W 8@ NPOMNBHLIA HOC, 380CTPHBLLWCS,
BHITAHYNCA B "KaHOHWYECKWA® KNioBooOpa3HbM (pre. 14, kar. 336). W, yonBKTENbHOE
Aeno, Cpaay xe WMCYe3na HECOoPa3MEepHOCTE DONLWOro NMUA U MANeHsKoro Tena nep-
BOHaYaneHoro ofipasa. pasga, Teneps IHAYMTENLHO YEENWYUNTKUCE KOHBYHOCTH - HO-
T8 W pyKa, HO OHW BMU3KK No macwTaby K Gonswon nonoewHe. Cnepsa HoEbie gBYeau-
HbIE "MaTb-W-OUTR", NOAOGHO CBOMM NPEQLBCTBEHHUKAM, CHOBNN HA CTyNbLAX (pHe. 15,
kart. 356), HO NOTOM OHW CTANW YTBEPMAATLCA HA 3emne - BoNblUAA HOTA JaBANA WM
0COGYI0 YCTOWHMBOCTE U (DYHOAMEHTANEHOCTL, - NOKA He oOpatwnuck B 00pas, KoTo-
Phiit MOXHO CHWTAThH KOHEYHBIM PE3YNLETATOM UCKEHWA Xy00MHUKE (IOpMYNbl Yenose-
K&, HO B TOM BApWAHTE, rae hurypa nNoka NpoXHD CTOMT HA 3emne (kat. 348).



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

The connections between mullifigured compositions and mountain landscape go
deeper than the superlicial similarity of appearance. The woman with cavellke womb
is not only firmly set on the ground. She is an embodiment of the Mother-Earth herself
and must somehow be tied with the underground fancies of Rudolf’'s childhood. It
seems meaningful that al the same time as he created the “old woman”, Budolf was
painting pregnant womean without hollows in the abdomen (fig. 8, cal. 7197). One of his
“landscapes” also has a big pregnant woman in its base (fig. 10). These paintings initi-
ate the viewer to the mystery of begetling and mulliplying life (see the "Development
of the image” peried), and we suddenly become aware that in Rudoll's later works,
no more manifestly linked with the pregnancy theme, the openings and hollows, no
matter where they are placed, preserve the procreative functions of the womb-cave.
Thus the antist arrives at the large dual creatures, whose "open forms” let out their tiny
replicas, that climb up to other openings and crawl into other hollows (fig. 12, cal.
328). Sometimes they swarm like bees in the big "central” body, while the hollows
frantically produce more and more tiny creatures (fig. 11, cat. 337). Curiously enough,
even after the womb-cave had shared its procreative ability with all the other open-
nings and hollows of Rudolf's figures, the “sterility” of his early “open forms” seemed
to haunt him. To bridge the gap between former “barrenness” and later “fertility”
Rudelf invents a special phase of his creatures' development. | would call it the
cocoon phase, because the twofold creatures that live through it are spun over and
over by some narrow endless band, or thin thread. Small creatures tear these “swad-
dling bands” to come out of the hellows and see the light. Some compositions show
the whole process of development from an intact cocoon te the unbound body teem-
ing with life (cat. 333). They make me think that to an extent the artist, himself aston-
Ished by the sudden fecundity of his “offspring”, consciously enforced the cocoon
phase upon them. Note the amazement with which the *child” hali of one of his dual
figures is waiching the small creatures amerging from its own twolold body (cat. 334).

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

To arrive at the latest variant of the formula, Rudolf had to leave his protagonist
aside for a while. He began 10 make strange clusters composed mainly of legs and
arms, without the heads (cat. 384). It look him a whole series of such plastic compo-
sitions (fig. 16) to be able to get back 1o his standing “formula”. But it borrowed addi-
tional legs from the “headless” series, which gave the whole figure the symmetry and
dynamics of a swastika (caf. 328). This symmetry lifted them up from the ground and
turned them into something totally independent and self-sufficient. Small figures of
the samea form keep emerging from the hollows of the original big body, but they bear
no resemblance to the different crawling and climbing creatures of the “womb-cave”
period. Now they come out complete and self-sufficient, like their primogenitor.

When the artist first began to make compositions with the swastika-shaped figures,
he no longer felt the need to intertwine the elemeants, as he had done with his former
“landcapes”. The swastikas are utterly autonomous and cannot get into any desp con-
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Pracyrow 13,
THE1, xapToH, YWk, NBCTENL, 23.5 x 18,5

Fig. 13,
1991, Ink and pastel on cardboard, 23,56 x 18,5

Pucywox 14
1892, Gymara, Tywk, 18 x 20

Fig. 14
1892, Ink on paper, 18 x 20




Pracywowx 15

1882, waprom, Tyws, 122 7.5
Fig. 15

1992, Ink on cardboard, 12 x 7.5

Pucymon 16,
1992 Oymara, Tyws, 44 x 60

Fig. 16,
1992 |nkon papsr, 44 x B0
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Yrobel nony4nTs nocnegHwi sapwant dhopmynsl, Pygonsdy nprwnocs npemae
HE BREMA OTOATH OT CBOEro ABYeawHoro repos. OH HauWHAET CO3LABATh CTPaHHbIE
KOMNO3ULWK, COCTaBNEeHHBIE DONbIER YaCcThH M3 PYK W HOT, HO Bea ronoBsl (Kar.
384). Nonagobunacsk UENARA CEPUA NOAOOHLIK NNGCTHHBCKMX KOMNO3WUMA (pue. 16),
yToDBl BEPHYTLCA BHOBL K CTOAWEH Ha 3eMmne opMyne, Ho Teneps OHa npwobpena
Gnaropapn NpegwecTeyIowWemy NEPMOAY AOTIONHKUTENbBHBIE HOMM, BLICTPOWBLIWECA B
Mrypy, HANOMUHAIOLYID CBACTHRY (kart. 398). Vix CHMMETPHUYHOCTL NO OTHOWWEHWIO K
UBHTPY OTOpBana puUrypy OT 38MMNM, TENepPk 3T0 CAMOCTOATENbHBIA, MOMHO CKA3ATH,
CaMOQOCTATOHHLI 06pas. M3 NONOCTeR W OTKPLITEIX (HOPM 3AECh TOME POXAAKITCR
MUHHATIOPHBEIE CYWECTEA TOW Xe KOHDUIYPaLMK, HO OHK YXE He BeikapabknBawTcs
H3 “newep -nonocTed Kamasii HA CBOW MaHep, Kaxk aTo 6uino B Gonee paHHKX Bapw-
AHTAX, & NORBNFIOTCA HA CBET TAKMMW Me KAHUOHWYBCKWMW W CAMOADCTATO4HbIMK,
Kax wx BonNeWoh npactpas-NpapoauTens.

Korga xyAoXHWK CTAN W3 NONYYaHHbLIX MHOMDHOTMX (WUryp cobupaTe Honblwe
MHOMODUIYPHBIE KOMNOIWUMK, EMY YXE HE NOHAZ0BWNOCH CUBNNATL OTAENbHEIE 3Ne-
MEHTHI B38MMOCBA3LID YACTER, KaK 370 GeiN0 B Npownkix "nedaaxax”’. CeacTwkoob-
pasHan hopmyna YeNnoBeKa OKAIANACH HACTOMbKO BETOHOMHON, YTO COBAMHASTCA G
TAKOR ME YUCTO BHELWIHE, CONDUKACAACE HOTAMK W pyKamy, XyQ0KHAKY NpUXOanTcH
MO3TOMY PEWATH CKOPee KOMNOANLMOHHLIE 32484, CTPOA NPMYYANKMAELIE KOMOWHALWW
W3 ye rOTOBLIX INEMEHTOB.

MNocnegHesa, 4To BCTECTBAHHO BRITEKAGT W3 NONYYWBLLBrocA obpasa, 3To ABMKE-
Hue. Horw, BEICTPOMBILUWECH B CBACTWIKE, YXME HAXOOATCA B QEMMEHWN, OHN YHE ayT
no se4HoMy Kpyry. HO xyAomHWK NOAYEPKMBAET 3T0 ABMMEHME-BPALEHME elle v
TeM, 4TO B IKCNPECCUBEHOM PUCYHKE HECKONLKO CM33LIBasT HOMM, YeMm cO34aeT Y Hac
NONHYIO MNMO3MIo WX ABKMwaHWA (kar. 400).

Bnarogapr ToMmy, HTO dWrypa BpalwaeTcR BOKDPYT UBHTPANbHOW OCH, OHA BeiKa-
3LIBAET TEHAEHLUMIO K CUMMETRWYHOCTM OTHOCHTENEHO 3TOW OCK, TO CTh OTHOCUTENb:
HO ABYEOMHOMO NUua. Mo3Tomy 8 NPRHLMNE KapTHHY MOKHO NBPEBEPHY T, NOMEHRE
MECTAMW BEPX W HK3 - HEKOTOPBIE UMYPL! TaK M MI0OPEKEHE! B MHOMOWUIYDHBIX KOM-
MNOZMMAX - Mbl Y3HAeM 0O 3TOM TONLKO ND HANPaBneHuo BonsWOore nuua-"Kmosa" u
B3arnAga maneHsxoro nvya. Mo atomy nosoay Pyponed nio6uT BCnoMWHaTsE cnoea u3
EsaHrenua oT @ombl"Korga esl cAenNasTe ABOMX OOHAM, M KOT4a Bbl CASNAGTE BHYT-
PEHHIOK CTOPOHY KaK BHEWHIOK CTOPOHY, W BERXHIOD CTOPOHY Kak HMMHIOW CTOPOHY,
... KOT[a Bbl CABNAETE rNasa BMECTO rNas3a, W PYKy BMECTD DYKH, M HOTY BMBCTO HOTH,
ofipaa mecTo obpasa, - TorAa Bsl BORGETE B U4apcTeve”. O TOM, KaK B TOM Xe BhiCKa-
3LIBEHWY COBMELLAETCA MYM¥HYMHE W MEHWMHE, Mbl {)KE rOBOPHIA B CBA3W C 8HAPOTHH-
HoCTeI0 ApyeamHoro obpaza. OgHaxko Tenepk B HEM NOABNASTCA EE OAMH BCNEKT,
KOTOPbIA MOMHO CONOCTABWTE CO CNOBAMW W3 APYTroro anoxkpwpuyeckoro Esanrenns
- 07 hununna; “Korga Esa Owina B Agame. He Getno cMepTw. MNocne Toro, Kak oHa oT-
AEnWnack OT HEro, NOABWMNACL CMEpTe. ECNW OHA CHOBA BOWOET B HErD W OH BE Npu-
MeT, cmepTi bonewe He GypeT”. 3aeck haKTHYECKH YKA3LIBABTCH, KakuM obpazom
nofeguTe BPeMA W AoOWTLCA BEHHOCTW. Ho “spawaowanca” gopayna Pygonsda -
3TO M BCTh 3HAK BEYHOCTH, M3BECTHLIM BO MHOrMX Tpagwuwax. M ewe ogHo conocTas-
NneHwe - B NocnegHem sapuadte opmynsl "MaTte’, yno4o0MBILNCE TMIAHTCKOA CKa-
IOYHDR NTULS, KaK Obl BRIHOCHT “ChiHA™ W3 TBMHOMD L|apcTaa Ha Denkil CBaT.

Tak asyegnHbiA repon Pygonstha Xauatpaxa nobemgaeT BpemMs W K ToMmy we,
Gyay4n NOPOMAEHHWEM “OTKPBLITLIX (hOPM B NPOCTPAHCTER", BeIXDAWT B OTKPRITOR NpO-
CTPAHCTBO, K CBETY,. ¢ KOTOPOrO HAYWHANCR Bro TBOPYECKWA MY Th.



tacts - the legs and arms touch each other anly on the surface. The slements being
ready-made and finished, the arlist's main lask has now become composition

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

A rotating figure tends to be symmetrical about its central axis - or its dual face. In
effect, the picture can be twmed upside down. Only the direction of the large “beak™-face
and the turn of the small will change. Such selt-sufficiency corresponds to Rudolf’s
favourite passage from the apochryphal Gospel of Thomas: "When you make the two
one... and the above like the bellow... and when you fashion eyes in place of an eye, and
a hand in place of a hand, and a foot in place of a foot, and a likeness in place of a like-
nass; then will you enter lhe kingdom™. | have already ciled the part about man and
woman from the same text, while speaking of the androgyne theme. But now Rudolf's
twofold anrogyne image has acquired still another aspect, which could be compared 1o
the verses of yet another apocryphal Gospel - of Philip: "When Eve was still in Adam
death did not exist. When she was separated from him death came into being. If he enters
again and attains his former sell, death will be no more.” Acfually, Thomas gives direct
indication how to overcome time and gain immoriality. This has been achieved in
Rudolph's ant. His “revolving” formula is the sign of eternity, known to many traditions
And there iz something else - in the latest varian! of the swastika-shaped formula the
‘mother” resembles some fantastic giant bird, carrying its “child” out of the dark into light

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

19390 Nowgod. Pygonsd XASaTpas co caous qQpyrom
EHT NI MNP HARE TEIEA 4 S ET O
Bare KapanaTaHom

1980 London, Rudall Khalchatrian with his friand, 1hia
busnassman and public figura, Vage Karapatan




CoeguHeHuwe Ha4ansHbIX apMAHCKUX Oyke Combination of the initial Armenian Letters
hamumm U MMeHK Xy L0mHUKA, of the artist's last and first name.
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Vilage
1955 1955

BEymara, Macno, nepo Qil wash on paper
7x10 Tx10
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floma B Kagxapave Cotteges in Kadjaran
1955 1955
Bymara, macno, nepo  Oil wash on paper
10x 14 10x 14



1956 1956
Bymara, canrnHa Sanguine on paper
50x 38 50x38



MarepwHcTeo Motherhood
1865 1865
KapTod, Macno Oil an cardboard
J25x 28 32,5x28




MenaHxonus
18966

KapTod, macno
38 x 36

Malanchaly
1966

Oll on cardboard
38 x 38



ABTONOPTPET
1966

KapToH, macno
24 x17

Salf-portrait
1966

Qil on cardboard
24 x 17



Mewckwit noptpet  Portrait of a Woman

1877 1977

Bymara, yseTHon w Coloured pencil on paper

25x 21



XeHumHa B yanwe

1878

Bymara, UuBETHOR KapaHal
19x 186

Woman wearing a Turban
1978

Coloured pencil on paper
19x 16
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Awot

1979

KapToH, caHrwHa, cenua
60 x 50

Ashot

1979

Sanguine and sepia on cardboard
60 x 50



Aasug
1978

KapTou, caHrnHa
73x57

David

1978

Sanguine on cardboard
73 x57



[omwux 8 necy
1987

Neexac, cenwa
75 %90

Cottage in the Forest
1987

Sepia on levkas
75 x 80



HaTiopmopT Still Life
1987 1987
Neskac, cenwa Sepia on levkas
100 = 80 100 x B0






Portrait of |.Olevskaya

1983
Sepia on levkas

115 x 95

1683

Neskac, cenwa

115x 95

MNopTpet K. Oneackoi



Nycuna Lucine
1988 1988
Neskac, cenwa Sepia on levkas
BOx 70 BO x 70




T

Mpodpune
1982

Neskac, cenua
BO x 80

A Profile

1982

Sepia on levkas
80 x 80



Moprper 3. Xapaanxa Portrait of E.Kharazian
1988 1988
Neskac, cenua Sepia on levkas
90 x 75 Q0 x 75




AHBYKA B BEHKE
1985

Neskac, cenua
80 x 60

Anechka with Garland
1885

Sepia on lavkas

80 x 60






KapasaH - 6aium Karavan-Bashi
1982 1982
Neskac, cenwna Sepia on levkas
B0 x 60 BO x 60
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Doma Hesepyiowma
1989

Neskac, cenwa

125 x 120

Doubting Thomas
1989

Sepia on levkas
125 x 120
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MNoata

1989

NeBkac, cenyA, yrank
100 x 80

The Pieta

1989

Sepia and charcoal on levkas
100 x BO
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Pensed. Mruua

1990

Muorocnoimsiia kapTos, Gymara
52,5x 36

Relief. The Bird

1530

Multilayered cardoard and paper
52,5x 36



Pensed. Komnoauyws Reliet. Composition
1920 19390
MHGarocnofHeIi KapToH Multilayered cardoard
102 x 117 102 %117




1991
MHOrocnoRHLIR KAPTOH
100 x 80

From the "Minimalizm" series. Relief
1991

Multilayered cardoard

100 x 80



Wa cepun "MuHrManaM".
Komnosuwuma Vi

1991

Nesxac, cenua, yrons
115 x 85

From the "Minimalism” series.
Composition VI

1991

Sapia and charcoal on levkas
115 x 95



Nepwog “feyeauHcTao” The “Dual Unity" Period
Axpobartsl | Acrobats |
1980 1990
Neskac, cenus, yrons Sepia and charcoal on levkas

60 x 50 60 x 50



MNapwog "[eyegwHcTao” The “Dual Unity” Period
Dirypa ¢ MAcKoR Figure with Mask
1990 1950
Nesxkac. cenus, yrone Sepla and charcoal on levkas
100 x 80 100 x 80




Mepwog “fisyeauHcTao”
Surypa V

1990

Neaxac, CanuwA, yrons
65 x 55

The “Dual Unity" Period
Figure V

1980

Sepia and charcoal on levikas
65 x 55



Mepwoa “fleyeauHcTeo”
Durypa c aGnokom
1991

INeexac, cenws, yrons
115 %95

The “Dual Unity" Period
Figure with an Apple

1991

Sepia and charcoal on levkas
115 x BO






Crapyxa
1991
NesKkac, cMalaHHan TaxHuKa

122 x 85

Old Woman
1991

Combined technigue on levkas
122 x 95
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Mepwog "flsyeanHcTeo”
[eoe

1881

Neakac, CMBLAHHAR TEXHWKE
122 x 95

The “Dual Unity" Period

The Two

1981

Combined technigque on levkas
122 % 95



The “Dual Unity* Period
Woman with a Mirror Il

1991

MNepuog “[fleyeguHcTeo”

HeHuwHa ¢ 3epranom ||

1991

lNeakac, cMeWaHHER TEXHWKE

Combined technigue on levkas

100 x B0

100 x 80
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Nepwog “fiayeauncTeo”
Cuaswan durypa VI

1991

Neskac, CMELIAHHAR TEXHMKA
BO x 65

The “Dual Unity" Period

Sitting Figure VI

1991

Combined technique on levkas
80 x 65



MNepuopg “[isoiHoe cocToRHke" The *Double Existence” Period
CnAwas dwrypa ¢ 38pxKanom Sleeping Figure with a Mirror
1991 1991
Neskac, CMBLWAHHARA TEXHWKA Combined technique on levkas
45%x 335 45x 33,5
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Mepuop “iBo#Hoe cocToRHME"
Juanor

1891

Neekac, cMBLWAHHAR TEXHWKE

455x 35

The “Double Existence” Period
Dialogue

1991

Combined technigue on levkas
455x 35



Mepwog “[eoiHoe cocToAHme"
[uanoru

1991

NeBKac, CMeLWAHHAA TEXHAKE
115 x 895

The “Double Existence” Period
Dialogues

1991

Combined technigue on levkas
115 x 95
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W3 cepwi “*O6paabi u TeHu"
Croswan durypa

1982

Bymara, nirmedT, gasneqne
N5x215

From the “Images and Shadow" series
Standing Figure

1992

Pigment on pressed paper
31,5x215
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Wa cepun "O6passi u TanHn"
Durypa |

1992

Neskac, cenua, yronk
485x 33.5

)
g3

I

L4

From the "Images and Shadows" series

Figure |

1992

Sepia and charcoal on levkas
48,5 x 33.5






Mepuog ‘Mporanexun obpasa” The “Development of the Images” Period
BnasmeHHbIA God's Fool
1992 1982
Neskac, cMellaqHan TEXHWKE Combined technique on levkas
65 x 8O 65 x 80

78



Mepwog, “MNposanesus obpasa” The “Development of the Images” Period
Newawan dwrypa Reclined Figure
1992 1992
Neakac, CenuA, MArMenHT Sepia and pigment on levkas
335x 485 335x485






a2

Mepwog “MpoRenexwn obpasa”
fopora

1952

HBBKEC. cenva, NArMe-HT

65 x 50

The “Development of the Images” Period
Path

1992

Sepia and pigment on levkas

65 x 50



MNepwog “Tpossnenns obpasa” The “Development of the Images” Period
Komnozuuma I Composition ||
1992 1992
Neexac, akpun Acrilic on levkas
80 x 70 90 x 70
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MNepwog "Mudroncreme-1"
CupnAwas durypa V

1992

XoncT, akpun

76 x 61

The *Mythologems-1" Period
Sitting Figure V

19492

Acrilic on canvas

76 x 61



MNepwrog, “Muchonoreme-1
Cupawas curypa Vii
1992

¥onot, akpun
76 x 61

The “Mythologems-1® Period
Sitting Figure VI

1992

Acrilic on canvas

76 x 61
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MNepuog “Mudbonoremii-1"
Croawas curypa |

1992

KapToH, akpun, Tyllb

21 x16

The “Mythologems:-1® Period
Standing Figure |

1892

Acrilic and Indian ink on cardboard
21 x 16



Mepwog “Mudonorems:-I"
Croswas durypa |l

1892

KapToH Ha XONCTE, aKpun, Tylk
96 x 70

The “Mythologems-1" Period

Standing Figure Il

1992

Acrilic on cardboard mounted on canvas
96 x 70






Mepuog “Mudonorems:-1"
CrknoxeHHan urypa
1682

E.',rrutara Ha XOnCTe, aKkpWn
118 x 100

The “Mythologems-1" Period
Leaning Figure

1942

Acrilic on paper mounted on paper
118 x 100



Mepwog "Mudonorems-1"
Cupruwan cwrypa IV
1982

XoncT, akpun

122,5x 95

The “Mythologems-1" Period
Sitting Figure IV

1992

Acrific on canvas

122,5x 95



Mepwog “Mudonorems-1"
Cuaswan dwrypa il
1992

Xonet, akpun

108,5 x 88,5

The “Mythologems-I" Period
Sitting Figure Il

1892

Acrilic on canvas

108,5 x BB.S
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Mepwog “Mudonoremei-|1"
Croauwan cwrypa |

1892

KapToH Ha xoncTe, akpun, Tylb
100 x 70

The "Mythologems-II" Period

Standing Figure |

18992

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



Mepwog “Mudonoremb:-1I"
Nesawan cwrypa

1992

KAapToH Ha XoncTe, akpun
70 x 99

The “Mythologems-II° Period

Reclined Figure

1992

Acrilic on cardboard mounted on canvas
70 x 99
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MNepnog “Coegunerne”
Awanor ||

1982
KapToH Ha XxoncTe, akpun, Tylls

100 x 120

The “Joining Together" Period
Dialogue Il
1992

Acrilic and Ink on cardboard mounted on canvas
100 x 120



MNepwog “CoeguHetne”
Komnoanumn |

1932

Xonct, aKkpun

142 x 132

The "Joining Together" Period
Composition |

1992

Acrilic on canvas

142 x 132









MNepwopg “CoeguHaxue”
Komnoauuma XVI

1992

AKpWN, XONCT, TYWL
51 x4

The “Joining Together” Period
Compaosition XV

1992

Acrilic and Indian ink on canvas
51 x4



Mepwog "MeTamopdoasl” The “Metamorphoses” Period
Cemen The Family

1993 1993
XOncT, aKpwn Acrilic on canvas
9 xi6 91 x76
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Nepwog “MeTamopdoast”
Paarosop

1933

AOnNcT, akpnn

71 x 61

The “Metamorphoses” Period
Conversation

1983

Acrilic on canvas

T1x81



Nepwog “MeTamopchoast”

The "Metamorphoses" Period
Durypa Il Figure Il

1993 1993
XoncT, akpun

100x90  100x90

Acrilic on canvas




Mepuog "Me

Dwrypa Il

1993
XoncT, akpun
168 X 152

The “Metamorphoses” Period
Figure Il

1993

Acrilic on canvas

168 X 152
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Mepwog “MeTtamopdoss” The "Metamorphoses” Pariod
Bonsiwan komnoauums | The Great Composition |
1993 1993
XoncT, akpun Acrilic on canvas
220 x 200 220 x 200




MNepwog “"MeTamopdoan” The "Metamorphoses” Period
Bonbwan Komnoauuma |l The Great Composition ||
1983 1993
XoncT, akpun Acrilic on canvas
200 x 220 200 x 220
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KATANOI
CATALOGUE
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Kasabih HACTOAWMA XyA0MHMK 3HaET 0 cele Bce, M 3T0 HaYMHAETCA O4eHb paHo. OH
NPO3peBasT CBOK Cyably, BCErga OWywaeT Ceoe QBMKEHWE.

Benwkux apTucTOB HE yHYaT WIpaTth, BENMKMX NUCATENERA - NUcaTe. OTKPLITHIO
“Hay“uThCA" Henk3a, A XaqaTpAH ABMMETCA K OTKPLITHIO, BOT, COOCTBEHHD Bro 4opora.
Kakoe cyacTee ObiTe caMmum COOOW, CO3HABATH CBOE MACTEPCTBO, NOCTUFATE W
NOCTAFATE 3AH0B0 TAWHBI XMHW3IHW, HO W NOHWMATE, 4YTO YEro-To TaKk ¥ He Y3HaelWb
HWUKOrga.,

Y Tex, k1o sepeH cebe, KTO HE YCTART "OTKPRIBATE" TO, 4TO IANOKEHD B HEro
NPUPOA0R, NONyYaeTcs,

OrnAHncE W yBMAWWL. BCE NAET TAK, KAK Thi Ayman. Kax Thl 3HAN eWe Mans-“uKom. ¥
ganbwe Oyder Tak, Kak Hago. 3to gopora. Teneps Tol NOAHANGA BLICOKD W BHOMWE
Aanslwe. Tonsko n BCero.

Muxamnn PowmH, nucatens

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

Mo one can teach acting to a great actor, and writing 1o a great writer, No one can teach
“revelation”. And Rudalf Khalchalrian's progress is lowards revelation - this Is his chosen
path.

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

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

Turn around and you will see: everything is the way you thought it would be. You knew it
as a boy. And it will be, as it should be. This is the road. Bul now you have risen high and
can see farther. That is all there is 1o it.

Mikhail Roschin, writer



HAYAJO
THE BEGINNING

1962, C Epsamaom Kouapos, Epesan
1962, With Ervand Koichar. Ersvan



1.KomHaTa, rae poaunca xyaomHWK, 1951
The Room, in Which the Artist Was Born, 1851



2. AsTonopTpeTt, 1953
Sell-portrait, 1953
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3. Harypuwk, 1952
Model, 1952

4. Crapuin 6awma, 1853
Old shoe, 1953



5 [panuposka |, 1952
Draperie 1,1952

6. lpanwposka 11,1952
Draperie 11,1952
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7. Qowa e Kagxapaxe, 1955 B. oM, rae poguncs xygoxHuK, 1954
Cofteges in Kadjaran,125 The House, Where the Artist Was Born, 1954
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9. Ne#zax, 1954 10. Naexa.1855
Landscape, 1954 The Shop,1955



11. flepesns, 1955 12. Crapwi Awrapak, 1955
Village, 1955 The Oid Ashtarak, 1955
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Landcsape, 1954

14. Meitaax, 1954

The Mulberry Tree, 1955

13. TyToeoe fepeso, 1955



15. Babywka xyaomHuka, 1956
The Artist's Grandmother, 1956



16. Carto, 1956
Salo, 1956



17. MopTpeT xygomHuka ApyTioHa
Kaneua, 1955
Portrait of the Painter Arutiun
Galenz, 1955

18. NoprpeT mascTpo Epearga
Kouapa,1955
Partrait of the Maestro Ervand
Kotchar, 1955
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19, Barpawm Manassd, "OTenno”, 1955
Vagram Papasian as Othello, 1855

20. NopTpeT oTya, 1955
Porirait of the Artist's Father, 1855

21, NopTtper cTapwka, 1956
Paortrait of an Old Man, 1956

22. Nonoba manus4uka, 1956
Head of a Boy, 1956

23. CaTo, 1958
Sato, 1958



Jemma, 1959



25. AsTonopTper,1931
Self-porirait, 1951

26. AsTonopTper,1952
Self-portrait, 1952

27. AeTonoptpet, 1955
Seli-porirait, 1955
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28. ApTonopTpet,1954
Sell-portrait, 1954

29, AstonopTper, 1856
Self-portrait, 1956

30. AsTonopTpert, 1957
Sell-portrait, 1957

31, AmTonoprper, 1854
Self-portrait, 1954

32. Astonoprper, 1958
Seif-portrait, 1958



33. AsTonoprper, 1958
Self-portrait, 1958
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Mogobro anxumuky, npofylowemy passsie peyenTsl co3faHdna “tumnocodgcokoro
KEMHA", B WeCcTHOecATae rogel Pygoned XadvaTtpaH OGeiCTPO npowen 8 ceoem
TBOPHECTBE MHOTWE HanpaBneHws WckyccTea XX Bexa: peanuam, CIOppeannam w
nocTkyBkam. Ho Hawen ceoe NWLO B NPWHLWNE “OTKPLITOW (hopMbl”, KOTOPLIW OH B T8
rofibl paspabaThisan NpeuMywecTBEHHO B AWBOMWCH,

B 1969 rogy B8 nogmockoBHoM gome TeopqecTea "CeHesx”™ Npoxogun oT4eT rpynnsl
XYAOKHUKOB, CHEXABLWMXCA M3 MHOrMX pecnybnnk. Pygonsd nokassiBan cepuo
nuTorpathui ¢ "oTKPEITLIMK thopMamu”. CTPOras MaTEMaTW-ECKan NOrMka NOCTPOEHKHA,
ACKETHYECKAR YWCTOTAE, SAMKHYTOCTE KOMNO3NLUWA Ha CBOBH BHYTPEHHER MHIHW
NPOM3BENW COBEPIEHHD HBOMUABHHOE, WOKWPYIOWBEe BNEYATNEHWE HE YHHOBHHKOB
Cowoaa xygoxmnkos CCCP.

Wx pewenuem Geino - apecTosaTe THpax. K cHacTeo, Pygonstdy yaanoce cnpATaTe
nuTorpaduK, COXPAHWE WX ONRA 3pUTENEeR.

370 Geinu paboTsl M3 APYroro MWpa U gpyroro BpemeHd. MoxHo nv Gbino AyMaTh B TY
aumy 1969 roga, 4TO Yepes ABaALATL NET XYADKHWK BHOBbL BEPHETCA K NEAHLUnY
"oTKpuITOR dopmMe”. "MloHAOHCKKA" BaNeT erc WCKYCCTEE CBA3AH WM © 3TOA AAanexon
WCTOPUER,

Muxann lazapes, WCKYCCTEOBAS,

As an alechemist probing different ways of making philosopher's stone, in 19605 Rudolf
Khatchatrian quickly went through many styles of the XX century art. He had tried the
realistic drawing, surrealism and post-cubism, but found his own means of expression in
the "open forms in space” principle, which at that he time implied principally in painting.

In 1969 artists from many of the former Soviet Union republics came to the suburbian
Moscow artists'retreat “Senez” to show their works. Rudolf exhibited a series of "open
forms” lithographs. Austere mathematical logic of composition, acsetic clarity and with-
drawal of the pictures into their own life were a shock 1o the Arists’ Union officials.

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

Those were the works from a different time and a different world. Who could imagine in
that lang gone Winter of 1862 that twenty years laler the artist would return to the "open
forms" principle. The London flourish of his art has its roots in the "Senez" story, too.

Mikhail Lazarev, aris critic



OTKPbITbIE ®OPMbI
OPEN FORMS
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1967, ¥ caowx paboT Ma pecTTyDNWKAKCKOR ACTARKE . Epasan.
T9ET. With his works at the Natonal Exhibition. Erevan.



34, MopTper gesywrm, 1961
Partrait of a Girl, 1961

35. Ctpactn, 1963
Passion, 1963

36. MysumHa B kpecne, 1961
Man in an Armchair, 1961

132

37. BocroyHan nioboBb, 1961
Onental Love, 1961

38. Nepepg aepkanom, 1961
At the Mirror, 1961

39. BocToYyHble XMeHWMHLI, 1963
Oriental Women, 1963

40

41

MaTepuHoTeD, 1965
Motherhood, 1965

Mecpon MawTou, 1962
Mesrop Mashiotz, 1962

ManaHxonua, 1966
Melancholy, 1966



43, Yenopek W Obik, 1966
Man and Bull, 1966



44, MaTtepuncTao, 1965
Motherbood, 1965




45, AgTonoprper, 1966
Sell-portrait, 1966



46. Kpwe, 1968
The Cry,1968

47, Pacnatwe, 1968
The Crucifix, 1968

48, NoneT,1968
The Flight, 1968
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49, JeaywKa ¢ ANWHHBIMA
BONOCAMK, 1969
Girl with Long Hair, 1969

50. MoSoeHan cueHa, 1968
Love Scene, 1968

51. MeHckuir nopTper, 1968
Portrait of a Woman, 1968

52. flsoe, 1969
The Two, 1969

53. Nouenyi, 1968
A Kiss, 1968

54. [leHs U HOYbL, 1968
Day and Night, 1968



55. Cnenoi, 1968
Blind Man, 1968



Flight,1969
57, BoaHeceuwe, 1970
The Ascension,1970
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58. Onnakweaxne, 1969
The Mourning, 1969

59 Kpeuwjerine, 1969
The Baptism,1969

80. M'}m
The Pieta, 1969

‘61. Cow, 1969
A Dream,1969

62. Apam v Ea, 1969
Adam and Eve, 1969



Serenade, 1968



64. AsTonopTpeT, 18969
Self-portrait, 1969

65. PacnaTve, 1969
The Crucifix, 1969

6E. Xexckwi nopTpeT, 1965
Portrait of a Woman, 1965
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67. Cnanck MeicnuTens, 1969
The Blind Thinker, 1969

68. Mouenyw ¢ nynow, 1969
Kissing the Moon, 1969

69. Kpuk, 1969
The Cry,1969

70, Yanosek 1 Hkik, 1969
Man and Bull, 1969



71. Tpw rpaLjuw, 1969
The Three Graces.1969
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MyTo, M3bpaHHBIA MM, GECKOHBYEH, MMEST ganexwx NPedwecTBeHHWKOB W HE MeHee
OTAANeHHYD KOCMAYECKYD Beick. [ocTuras ero TEOPYECTBO, MOXMHO OCO3HATL
MOCTOAHHO IBONWOUHWOHWPYIDWYK NWHWKD, NPHBOAALWYID MacTepa K Gapbepy
HEOOCAragMOCTH.

Accoywauun, Bbi3blBAEMbLIE NPOU3BEREHMAMM Pyaonetha Xa4atpaHa cTons
HEOMWGAaHHBI, 4TO NOPOA HAM He XBaTaeT CMENoCTH QONYCTUTE MEICNL, 4TO CPeawn Hac
HWBET KNACCHK HE TOMNbLKO B BO3BbLILLEHHOM CMbLICNE 3TOM CNOBA, HO W B 8ro NCTHHHD
KAYECTBEHHOM COBEpWEHCTEE. Mbl MOMEM CYWTATH, 4TO CPBAW HAC MMBET W TBOPWT
theHOMEHANBLHBIA XYA0MKHWK, KaK rOBOPUTCA, "MUNOCTLIO BOMbER", YbM GNUCTATENbHLIE
YCNexy He ABNAKTCA PEMWHUCUEHUNER, 8 NMWL CBMAETENLCTBYIOT O TOM, 4TO ¥ B HaWwM
AHA MOMKET NDOHIOATH YYAD.

Fexpwx Wruras, gupextop Myzes CoBpeMeHHOro WekyccTea ApMeHni.

His chosen path has no end. Its cosmic destination is immeasurably high up, and his pre-
cursors are far removed in time. Appreciation of his art makes one perceive that route of
uninterrupted evolution, which is bringing the Master to the barrier of the unattainable.
Associations invoked by Rudelf Khatchatrian's art are so spontaneous that we may
sometimes nol 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 houss a miracle,

Henry Igitian, Director, Museum of Modern Art of Armenia



PUCYHOK HA BYMATE
DRAWINGS ON PAPER

1974, C sigsoi HaTanmea,
1974, Wah hiz wile Natadia



72. AsTonopTpeT, 1971
Self-portrait, 1971



73. MeHckwir nopTpeT, 1973
Portrait of a Woman, 1973
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74, Canowen, 1977
KN "‘iﬂ" ..h'.-ﬂ'tﬂi

A Nude, 1976



Model, 1973
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‘B1. Menckwi nopTper. 1977

Portrait of a Woman, 1677
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83. MNMopTpeT *eaHsLl Xy 0MHWKa, 1973
Portrait of the Artisl's Wife, 1973
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B84. HamopmopT ¢ poiiame, 1976
Still Lite with Fishes, 1978

86. MonogocTk, 1874
Youth,1974

85. HamopmopT ¢ GyMamHbiM aHrenom, 1976
Still Lite with Paper Angel 1976

87. HaTiopMmopT ¢ KoouuKamK, 1972
Still Life with Plaits, 1972



88. LipeTw, 1976
Flowers, 1976
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89. OTpouecTso,1977
Adolescence, 1977

91. AeTonoptper, 1972
‘Self-portrait, 1972

80. Mﬂm‘ﬂe KHWron, 1976
Man with a Book,1976

92. AsTonopTPeT y MONKOepTa, 1976
Selt-portrait at the Easel, 1976




93. 0guthe, 1976

Judith, 1976



94, Myxckon npocomne, 1977 95, lasng, 1978

Man in Profile, 1977 David, 1978
96. Naypa, 1978 97. Ay-nana Maapw, 1978
Laura, 1978 Abu-lala Maari, 1978
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98. My#ckow nopTpeT, 1977
Portrait of a Man,197



99, Wura, 1980
Inga.1880
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100,_ Neepo,1978
Pierrot, 1878



101. feaywka B GepeTe. 1978
Girl Wearing a Beret,1978






160

PwcyHok wa neskace Pyaonstha XadaTpada - Cenua MaM CaHrHa - MOHOXPOMHEIR No
CYWeCTaY, NPOM3BOANT HEOKWAAHHOS BNEHATNEHWE NONUXPOMHOCTH. 3TO NpoWCXoaWT
noToMy, “TO BENOCHEMHLIA NEBKAC CHETWTCA W3HYTPW, CBET MEpUaeT, NepenveasTch
MEMOY WTPHXAMA, WIPEET YYAECHYID PONb - Kak bl yBOAWT 3puTEnNA B newepy. rae
Annagud 13 “Teicaqn M 0AHOA Hoqw' obpen mHoroyseTHeie BoravcTea. Kamauin, KTo
exgen pabotw Pygonsta XadaTpsada, 0CTPO OWyllan 3TOT pendkonenkuin addexr, B
TOM HUCIE U A - B 870 MOCKOBCKON MacTepckon. H He xygowHuk. Benvana nesxaca... v
BCE-TEKM HE [0 KOHUA NOHMMASWb, KAKWMH e elWe cpejcTsami atoT adpexT
AocTuragTcA. 34eck TaMTCH HBYTO YyaecHoe.

ApceHni TapKOBCKUA, NO3T,

Pyaonbd cUWTaeT, 4T0 Xy4OMecTs0 - 310 mobosb. Bee, Ha YTo ynan nobswmwi B3rnag
XyAOXHWKA, NpeBpaljaeTcs 8 AparoueHHocTs. MYene Bce pasHo, OTKyfAa AOCTaBaTh
HEKTAP, W3 UBETKA KPANWBbI WNK U3 posbl. Myene - QOCTaTh. XyAOMHUKY - BNOMUTD.
TwaTtensHo NPOPUCOBAHHAA BOPCUHKA TPANKW NpespaljaeTca B MECTO ABHCTBUA
nobew M NOaToMy NpuobpeTaeT BaXHOCTb. ECAWM BbDKATL TPANKY WK KNacCHYBCKYIo
Wanb, HANWCAHHYIO XYAOKHAKOM, TO UEHHOCTL BELYW ONPeSennTcA KONWYecTeoMm
moGBW, KOTOPAA M3 Hee BeITe4eT.

@asune Mckangep, nucaTent.

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

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

Arseni Tarkovsky, poet

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

Fasil Iskander, writer



PUCYHOK HA JIEBKACE
DRAWINGS ON LEVKAS

1985 B macTepcxod. Mockaa
1985, In the studia. Moscow



104

105 106

103. AsTonopTpeT,1879 104, AsTonopTpeT c Tpybkoia, 1883
Self-portrait, 1979 Self-portrait with a Pipe, 1983

106, AaTonopTpeT ¥y MmonwbepTa, 1988

105. AsTonopTpeTt y monebepra, 1981
Self-portrait at the Easel, 1988

Self-portrait at the Easel, 1981
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107. AsTonopTper, 1989
Self-portrait, 1989



108. BecHa , 1987
Spring, 1987

108. Bopora, 1987
The Gates,1987

110. HaTiopMopT € UBETAMW W
paxkoswHDR, 1281
Still Life with Flowers and Shell, 1981
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111 Okuo. MacTepckan, 1982
in the Studio. The Window, 1982

112, Nedzax Ha 3axaTe, 1986
Landscape at Sunsel, 1986

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



114, Huwa, 1981
A Niche, 1981
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119

122 . 123

115. AxTpuea, 1983 118. Mononor,1984 121. NMywkwH. Quanor, 1987

The Actress, 1983 Monologue, 1984 Pushkin. Dialogue, 1987
116. Y okna, 1982 119, Moko, 1882 122. Aneyka B Bexke, 1985

By the Window, 1982 Moko, 1982 Anechka with Garland, 1985
117. Myscron noptper, 1980 120, O6HamenHan,1981 123. Nycuka, 1988

Portrait of a Man, 1980 A Nude, 1981 Lucine, 1988
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124. Mwnurpam, 1981
Pilgrim, 1981
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128

125. KapaeaH - Gaww, 1982
Karavan-Bashi, 1982

126. MopTtpert A, Pankuxa, 1986
Portrait of A.Raikin, 1986

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

129. Noprpet [. bucty, 1983
Paortrait of D.Bisti, 1983

130. Npodpune, 19682
A Profile, 1982

131, Noprpet . Abpamaya, 1983
Paortrait of L.Abrahamian, 1983

132. Dxemma, 1987

Jamma, 1987

133. MopTpeT A. Miargana, 1983

Paorirait of A.Migdal, 1983



134. Mepkyumo,1982
Mercucio, 1982
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136

139
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135, NopTpeT UTansAHKW, 1981
Portrait of an ltalian Woman, 1981

136, MoprpeT 3. Xapasn+xa, 1988
Portrait of E.Kharazian,1988

137. Mapwawm (Moko), 1987
Mariam (Moko), 1987
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138. MoptpeT M. MapTupocana, 1983
Partrail of M. Martirgsian, 1983

139. NoprpeT I'. Urutaxa, 1982
Portrait of H.lgitian, 1982

140. NopTpeT rpy3kkw, 1986
Partrait of a Geaorglan Woman, 1986
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143

141. Apmen Oxurapxausm. MNepeg
cnextaknem, 1986
Armen Djigarkhanian. Before a
Performance, 198

142. Noprper WM. Onesckon, 1983
Portrait of |.Olevskaya, 1983

143 Noprpet I, MaTtesncaHa, 1986
Portrait of G.Matevosian, 1986



144, MopTpeT cuika, 1986
Portrait of the Artist's San, 1986



145. LipeTel B Henon KyBwwHe, 1986
Flowers in a White Jug,1986

146. HamiopMopT © paibon, 1981
Siill Life with a Fish, 1981

147. HaTiopmopT, 1987
Still Lite, 1987
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148, KopauHa ¢ usetamn, 1986
Basket with Flowers, 1986

149. Bonbwon HaTpMmopT, 1982
The Great Still Life, 1982

150. Tpn KyBWKWHAE, 1987
Three Jugs,1987

151. ApMAHCKWA HaTiopMopT, 1986
The Armenian Still Life, 1986

152. YTeaps, 1987
Utensils, 1987

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



154. LiseThl, 1988
Flowers, 1988
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B cnosHbiX KOMNO3WMLWAX CO MHOMEBCTBOM (DHUryp MATEpPeW U MNAafeHLUBsB nokaszaHa
BECKOHEYHAR MIMEHYWBOCTD MHUIHW: NOABNEHWE HOBRIX CYLBCTE, HE3ABWCWMBIX, HO
CBAIAHHLIX BPOMABHHLIMA CBAIAMW C WCTOYHUKOM CBOErD GLITUA U BEYHD K HaMy
Bo3Bpawaowmxea. 3Tu 0bpassl NONHLI NPOHIUTENEHOA HEXHOCTH U Hagex L. B caoem
npupokaeHHoM DNaropogcTee M CMENOCTH OHK OTPAXAIOT Te CEOMCTEA YEeNoBeuecKoro
AYXa, KOTOPLIE MHE NOCYACTNMEWNDCL BUAETL B apMAnax Haropuoro Kapabaxa. Oxu
TOME yBEKOBEHEHL MCKyccTaOM Pygonbtha Xadvarpada.

Benn4we ero WCKycCTea - NNOG AYXOBHOMO BENWYMA OPEBHErD, MHOTOCTPaAansHoro
apMAHCKOTro Hapoga. Mue gymaercs, mup o6s3ad um GNarofapHOCTLIO 38 UX
YHMKANBHBIA BKNAA B COKPOBMLLHWLY MADOBOR KYNbTYPbi W 38 ABNBHHYIO MMIA JyXOBHYIO
CUNY CEMABTENLCTEOBATE 0 MOOBM, HB3 KOTOPON HBT MWIHW.

Baponecca Kaporaiy Koke

Pyonud) Xa4aTpaH yBEPEHHO, DNLITHOW PyKOW BBOAWT 3PUTENA B MHOTOMEPHEIR MWp, B
KOTOPOM DOHOBPEMEHHD gadsl ‘cenkac” w “Torga’, “sgeck” w “tam”, “ceoe”.w "obwee",
“cosnaTenshoe” 1 "GeccoanarensHoe”. MianasansHoil MMNYNbE 8ro WCKYCCTEA - BMECTE
BOCTOPr W TPEBOTA, Tparegws W TopmecTBo. MNoSHAKOMMBLWWCE ¢ HUM, HETPYOHO
NPEACTaBNTE, KaKDBO DLIN0 Obl BoTpeTUTeCA ¢ Wekcnnpom. Moxome, MHOroNMKKe
NOPOMAEHNUA €0 MOMYYeR 3HeprMM BCTPeYaI0T OguH oTknuk: “TlocToATe, TYT Kakas-To
TanHa',

O-p Mwoppen Koke,
noveTHe wned Wekcnupoackoro LieHTpa, BupMuHramckmi YHuaepouTeT

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

The greatness of his arl springs from the greainess of the spirit of the ancient, suffering
Armenian people. | believe the world owes them a debt of gratitude for their unigue contri-
bution to the treasure chest of world culture and lo their testimony o the power of the
human spirit to witness 1o the love which is the ground of our being.

The Baroness Cox

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

Dr Murray Cox,

Honorary Research Fellow

The Shakespeare Institute, The University of Birmingham



METAMOP®QOSbI
METAMORPHOSES

1652 B macTepcwos. Nowaom
1992 In the studie London



155

NEPWUCA "OTKPBITBIE $OPMBbI.

1589-1990"

THE "OPEN FORMS. 1989-1990"
PERIOD

155. Xpuctoc v MaraganuHa, 1989
Christ and Magdalena, 1983

156. oma Hesepyowwmi, 1969
Doubting Thomas ,1989

176

156

161

157. Neata, 1989
The Pieta, 1989

158. OnnakusaHwe avrana,1989
Mourming of an Angel, 1989

159, CeaTton Meoprii, 1989
5St. George, 1898

160

180. Agam v Esa, 1989
Adam and Eve, 1989

161. Bnaroeewexne. 1969
The Annunciation, 1988



John the Baptist. De Profundis, 1990

162. Moad Kpectutans. Mpodorguyc, 1990



163

187

163. Gwrypa Ha ctyne |. 1969
Figure an a Chair 1,1989

164. Gurypa Ha ctyne Il. 1989
Figure an a Chair 11,1989

165. @urypa Ha ctyne lll. 1989
Figure on a Chair I11,1989

178

166. Mowonor, 1990
Molclogue, 19390

167. becega. 1980
Conversation, 1980

168. MoboaHan cueda. 19580
Love Scene, 1990



g ——— |

169, Tpw rpauww, 1990
The Three Graces,. 1990



17

180

PENbE®LI

170, Tpw nTvye, 1990
Three Birds, 1990

172. Nivua 8 npocTpadcTee, 1990
A Line in Space,1990

RELIEFS

171. My iHa v eHupna, 1990
Man and Woman, 1990

173. Bbik, 1990
Bull,1990




174, MHOrocnoiHLIW penbedt.
Multilayerad Reliat



175. Aea avrena, 19980
Two Angels, 1990

182



Fpynna NPOCTREHCTEEHHBIX KDMIMOIWLMA,
A Group of Compositions in Space



176. Tearp Tenen 1,1930
Shadow Show 1,1980



177. Tearp Texen |1,1980
Shadow Show 11,1990



178

181

M3 cepun "MuHmsanuam®
From the “Minimalizm” series

178,

179.

180, Komnoauuma 11,1991

186

Komnoawuiaa 1,1991
Composition 1,18991

Komnoauyms 11,1991
Composition 11,1991

Composition 111,1991

179

185

181. Komnoauyus 1V, 1931
Compasition 1V,1991

182. Komnoswywa V, 1991
Composition V, 1991

183. Komnosuywa VI,1991
Composition V1,1991

180

183

186

184. Komnoauuua VIL1991
Compaosition VII,1991

185. Komnoauuma VI, 199
Compasition VIIl, 1991

186. Komnoauuws 1X,1991
Compaosition 1X,1991



187. Komnosuudwa X,1991
Composition X.1991



NEPWOA "ABYEOQWHCTBEO"
THE "DUAL UNITY" PERIOD

188. MNokonerna, 1990
Generaftions, 1990

189. bnamenHan,1990
God's Fool, 1880

180. Cuaruias curypa |,1990
Sitting Figure 1,1290

188

191. Tyanert,1890
Toilet, 1980

192, Gwrypa ¢ Macxon, 1990
Figure with Mask, 1990

183, Kynanbtisua, 1990
Bather,1990

180

183

196

194. MNoxkon,1990
Repose, 1990

195. CuagAwan durypa ¢ atnokom, 1930
Sitting Figure with Apples, 1990

1986, Nexawan, 1990
Reclined Woman, 1990



187. Con, 1990
Sleap,1990



201

198. Moboee, 1990
Love, 1990

199, MNpu3nanke B ndew, 1991
Love Avowal, 1931

190

200. Pasrosop, 1990
Conversation, 1950

201. Qopora,1990
A Path/ A Road, 1930

202. MarepwHcTED, 1991
Motherhood, 1991

200

203

203. Tyaner, 1991
Toilet, 1991

204. MotosHas cueHa, 1990
Love Scene, 1990



205. [lze meHckue duryps, 1990
Two Femaie Figures, 1920



206. Axpotartsl |,1930
Acrobats 1,1990

207. Axpobarw 11,1930
Acrobats |1,1990

208. Axkpotars 1111930
Acrobats 11,1990

192

209. CKropbk, 19230
Grief, 1990

210. Tpu nokonexwa, 1990
Three Generations, 1930

211. ise courypsl, 1990
Two Figures, 1990

212. Wrpa c conueyHsiM saiunkom, 1990
Playing with a Sunbeam, 1980

213. Tanou, 1980
A Dance, 1980

214, TaHey,19390
A Dance, 1990



215. Cupawas curypa Il, 1990
Sitting Figure 11, 1990



216. Pwrypa 1,1930
Figure 1,19980

217 @wrypa 11,1990
Figure 11,1830

184

218. ®urypa l11,1980
Figure 11,1930

219. ©urypa IV,1990
Figure IV,1990

220. ©urypa V,1990
Figure V,1390

221, ®wrypa V1,1990
Figure V1,1990

222. ®urypa V11,1990
Figure V11,1930



223. NopTpeT,1990

Portrait, 1990



294 225 ' 206

224, Cwagawan thurypa 11,1991 227. BniobnerHie, 1991 230. Mirpa ¢ conHeYHbIM 3aiquKom, 1991
Sitting Figure 111,1991 Loving Couple, 1991 Playing with a Sunbeam, 1991

225. Ctapyxa,1991 228. Cugrwan curypa V,1991 231. ise nemawme hurypel, 1991
Old Woman, 1991 Sitting Figure V,1991 Two Reclined Figures, 1991

226. Cugawans chwrypa IV, 1991 229. Noboanan cueHa, 1991 232. Qurypa ¢ srbnokom, 1991
Sitting Figure IV, 1991 Love Scene, 1991 Figure with an Apple, 1991

186



233, ObwAaTHe, 1990
Embrace, 1990



234

237

234. Ckopbib, 1991
Grief, 1991

235, MwborHana cuexa, 1991
Love Scene, 1991

198

235

240

236. CtoAwan churypa |,1991
Standing Figure |, 19391

237. [ipoe, 1991
The Two, 1991

238. CugAwan turypa VI,159
Sitting Figure V1,1991

239

239, Cuprwan dwrypa VI, 1991
Sitting Figura VII,1931

240, MarepuHoTao, 1937
Motherhood, 1981



241, Nonynexaiuas durypa,1934
Half-Reclined Figure, 1991



242, Cronwan turypa 11,1990
Standing Figure 11,1390

243, Cronwan dwrypa (11,1880
Standing Figure 11,1990

244, KoneHonpeknoHedHas, 1390
Kneeling Woman, 1830

200

245. [lge thurypsl 1,1990
Two Figures 1,1930

246. Cugmwans dwmrypa VIII, 1990
Sitting Figure V11,1990

247, Ose thurypel 11,1990
Twa Figures 11,1990

248. se chrrypel (11,1990
Two Figures 11,1980

249, Cngawan durypa 1X,1990
Sitting Figure 1X,1990

250, Nonynexawan dwmrypa,1930
Hall-Reclined Figure, 1990



251. ObHaxeHHan, 1990
A Nude, 1990



253

252

253. Cembn, 1991
The Family, 1991

The Family,1991

252. Cembn, 1991

202



255

254

254, BnaxexsHas, 1991 255, bnaxenHan, 1991
God's Fool, 1991 God's Fool, 1991



256

258

256. MeHuwHa c sepkanom |,1991
Woman with Mirror 11991

257, Merwwmma ¢ sepxanom |,1931
Waoman with Mirror 11,1991

258, My»umrHa W xeHlgHa, 1891
Man and Woman, 1991

204

257

259, [lane, 1991
The Two, 1991

260. becega, 199
Conversation, 1991

281. Nog gepesom, 1991
Under a Tree,1991

261

262. Ctorwas dwrypa IV, 1891
Standing Figure IV, 1991

263. TyaneT,1991
Tollet, 1991

264. ee nexalwme churypel,1991
Two Reclined Figures,1921



265. MopTper, 1991
Portrait, 1991



267

269

272

266. CTomwan churypa vV, 1391
Standing Figure V,1981

267. Cngnwan thurypa X, 1991
Sitting Figure X, 1991

268. MarepuHcTeo, 1991
Motherhood, 1981

206

270

273

269. Cvanwan durypa X1,1991
Sitting Figure X1,1931

270. Cugawan cdurypa XII,1991
Sitting Figure X11,1991

271, NoboaHan cyexa 1,199
Love Scene |,1991

2N

272. NiwbosHas cuyexa 11,1991
Love Scene 11,1991

273. MoBoeHan cuewa 11,1991
Love Scene Il 1991



274, bonewan obHamexHan, 1991
The Great Nude, 1981



275

MEPWO[ "ABOMHOE COCTOSHUE"
THE "DOUBLE EXISTENCE" PERIOD

275. durypa ¢ KHUrow 1 Kyknon, 1991
Figure with a Book and a Doll, 1891

208

278

276. Cnawan thurypa ¢ aepxanom, 1991
Sleeping Figure with a Mirror, 1991



277.Cnawas durypa ¢ Gadoqrkon, 1991
Sleeping Figure with Buttarfly, 1991






279, durypa ¢ ApywmA 3epranamu, 1991
Figura with Two Mirrors, 1991



281

280. Paagyubn 11,1991 281. Awanor, 1991
Ruminations 11,1891 Dialogue, 1991

212



282 Cemewsan rpynna, 1991
Family Group,1991



283

285

283. MaTb » guTa, 1891
Mother and Child, 1991

284. Cugrwan cowrypa, 1991
Sitting Figure,1991

285. Cronwan cwrypa, 1991
Standing Figure, 1991

214

284

286

288

2B6. Paagymes 11,1991
Ruminations 11,1991

287. Owanorm, 1991
Dialogues, 1991

288, BnaxexHan, 1991
God's Fool, 1991



289, MoprpeT, 1991

Partrait, 1991



M3 cepun "O6Gpassl v TeHw'
From the “Images and shadows" saries

290. durypa |,1992 293. Qnanor,1992
Figure 1,1992 Dialogue, 1992

291. Komnoawnyun, 1982 284, Tpu dowrypo, 1992
Composition, 1992 Three Figures, 1992

292. Qwrypa 11,1992 295. Cembs, 1992
Figure 11,1992 The Family,1992

216



296. ©@urypa 11,1992
Figure 11,1992



297

300

NEPKOA "MPOABNEHWA OBPA3A"

THE "DEVELOPMENT OF THE IMAGE"
PERIOD

297, Tpw churypel |,1892
Three Figures 1,1992

288, [lee dhwrype |,1892
Two Figures [,1992

299, MuorodmrypHan Komnoanyua 1,1992
Multifigured Composition |,1992

218

298

301

300. Tpn dwrypw 11,1992
Three Figures 11,1992

301. Tpw dmrype 11,1982
Three Figures 11,1992

302. Ose churypet 11,1992
Two Figures 11,1992

302

303. Ase durypel 11,1892
Two Figures 11,1992

304, MuorodmrypHan koMnozuyua 11,1992
Multifigured Compaosition 11,1882



305. MuorourypHas Koumnosuies (11,1992
Multifigured Composition 11,1992



306

308

312

306. Cngrwan curypa 1,1992
Sitting Figure 1,1992

307. Cuorwan cwmrypa 11,1992
Sitting Figure 11,1882

308. Oeoe |,1992
The Two |,1582

220

307

310

308. Cronuwan dwrypa |,19892
Standing Figure |,1992

310. Cronuwan dwrypa Il,1992
Sitting Figure 11,1892

311. CenonvBliancs durypa, 1992
Leaning Figure, 1992

308

312. Cronwan cwrypa lIl,1982
Standing Figure 11,1892

313, AxT, 1992
Act, 1992



314, Cwarwas durypa 11,1992
Sitting Figure 11,1982



315

316

17

315. Mpynnosas komnoanyws |,1991
Group Composition 1,1991

317. Npynnosan Komnosuyua 11,1991
Group Composition 111,1991

222

N8

316. Mpynnosasn komnosauuwmA 11,1991
Group Composition |1,1991

318. MpynnoBan koMmno3uywa IV, 1991
Group Composition IV,1291



319, Mpynnosan KoMnouywa V, 1991
Group Composition V,1991



»
P

321. Awanor 11,1992

320. fmanor |,1932

Dialogue 11,1992

323. iwanor |11,1992

Dialogue 1,1992

322. Mpynna w3 Tpex uryp, 1992
A Group of Three Figures, 1992

1892

Dialogue 1l

224



324. lwanor IV,1992
Dialogue IV, 1982



226

325

327

325. Cemus, 1992
The Family,1992

327. Komnosuuwa 11,1992
Compasition 11,1992

328

326, berywwmn |,1992
The Running Man ,1992

328. Komnoanyusa 111,1992
Compaosition 11,1992



329. Komnoawyus 1V,1992
Composition I1V,1992



330

333

330. Komnoawuuna 1V, 19082 331. Nexawan cpurypa, 1982

Compaosition IV,1992 Reclined Figure,1992
332, ise nexawme durypsl, 1992 333. Tpwn dhwrypel, 1982
Two Reclined Figures, 1992 Three Figures,1992

228



Dialogue 1,1992

334. fiwanor |,1992



336

335

337

1892

The Running Man 11,1992

336. Beryuyan Il

God's Fool, 1992

335, BnamenHwn, 1992
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339. Komnoauuywa V, 1992
Composition V,1992



340, Cembn 1,1992 341, Cembn 11,1992

The Family 1,1992 The Family 11,1992
342. Komnoauyus VI, 1992 343. fopora, 1992
Compaosition VIl 1892 Path,1592

a32



344. CoH nepeg 3epkanom, 1992
Sleaping in Frant of The Mirror, 1992



345, MuorodurypHan komnoaunywa |,1992 346. Muorodmryprsan komnosuuwa 11,1992
Multifigured Composition 1,1992 Multifigured Composition 11,1882

234



347. OQwanor 11,1992
Dialogue 11,1882



351

354

NEPHUOA "MW®ONQArEMBI - I
THE "MYTHOLOGEMS - | PERIOD

348. CtoAwan dwurypa 1,1992
Standing Figure 1,192

349, Cupawan dwrypa [,1992
Sitting Figure 1,1992

350. CroRwan curypa 11,1992
Standing Figure 11,1992

236

349

351, Cuanwan churypa 11,1992
Sitting Figure 11,1982

352. Cuarwas churypa 11,1992
Sitting Figure 11,1992

353. Cugruian dwrypa 1V, 1992
Sitting Figure 1V,1992

353

354, Cngauwas curypa V. 1992
Sitting Figure V,1982

355. Cugrauwas thurypa VI,1992
Sitting Figure VI1,1992



356. Cvasuwan chwrypa VIl 1992
Sitting Figure V11,1992



357. Cugmwan churypa VI, 1992
Sitting Figure VII1,1982

358. Cugruwan dwrypa 1X,1992
Sitting Figure 1X,1982

238

359. Croswan churypa 11,1992
Standing Figure 11,1982

360. Cugawan hurypa X, 1992
Sitting Figure X,1992

361. CknoxeHHan thurypa,1992
Leaning Figure,1992

362. Cugawan dwrypa XI1,1992
Sitting Figure XI,1292

363. Cupawas dwurypa X11,1892
Sitting Figura XIl,1992



364. Maywas dwrypa,1992
Walking Figure,1992



365

366
NEPMOA “MUPONOTEMB! - 1IF
THE "MYTHOLOGEMS - II" PERIOD
365. Nexawan dwrypa 1,1992 366. Mgywan dwrypa, 1982
Reclined Figure, 1892 Walking Figure, 1292

240



367, Durypa, 1992
Figure, 1992



368 369

368, Croswas dwrypa |,1982 369, Komnoawnywa, 1992
Standing Figure 1,1982 Composition, 1992

370. Croauwan chisrypa 11,1992 371. Cugrwas dwrypa,1992
Standing Figure 11,1992 Sitting Figure,1992

242



372. NpoTueocTosHue, 1992
Opposition, 1992



244

373

375

NePwof "COEQUMHEHWE"

373. Owanor 1,1992
Dialogue 1,1992

375. Komnoauumn |,1992
Compasition 1,1992

THE "JOINING TOGETHER" PERIOD

374. Qwanaor 11,1992
Dialogue 11,1992

376. Komnoauuwn 11,1892
Composition 11,1992



377. Komnoswuuywes 11,1992

Compaosition 11,1992






379. Komnoznuyma V,1992
Compaosition 1V,1892



248

382

360. Komnoauuus V, 1992
Composition V,1992

381. Komnoauuwa V11,1992
Composition V11,1992

383

382. KoMmnoawums VI,1992
Compaosition V|,1932

384. Komnoawyws VI, 1932
Composition VIl 1992



384, Komnoanuwa X, Bawxs, 1992
Composition |X, The Tower,1392



388

387
388
385. Komnoauuwa X,1992 386, Komnoawuuna X1,1992
Composition X,1992 Compaosition XI1,1992
387. Komnozuuus XI1,1992 388. Komnoauyws XN, 1992
Composition XI1,1992 Composition XlIl, 1952

250



389. Komnosuuws XIV,1992
Composition XIV,1992



390

390. Komnoauyus XV,1992 391, Komnoauuua XVI,1392
Compaosition XV,1992 Composition XVI,1992

252



392, Komnoawyua X\VI11,1992
Composition XVII,1992



254

293

385

NEPWO "METAMOP®O3bLI"

383. Komnoauuwmna, 1892
Composition, 1592

385, ®urypa |,1982
Figure 1,1992

394

THE "METAMORPHOSES" PERIOD

3584, Nexawan durypa, 1992
Reclined Figure, 1992

396. Mpynna, 1992
A Group, 1992



397, OQwanor,1992

Dialogue, 1992



256

398, Durypa 11,1983
Figure 11,1833

400, durypa IV, 1923
Figure IV, 1993

399. ®wrypa I11,1993
Figure 11,1993

401. dwrypa V,1993
Figure V.1993



402. ©urypa VI,1993

Figure V1,1993



403. @wrypa VI1,1993
Figure VIl,1993



404, urypa VIII, 1983
Figure VII1,1993
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405. Bonbuwan komnoanyua, 1993
The Great Composition, 1993
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1.
12
13.
14,
15.
16.

17.

18.

19.
20.

21.

262

HAYAND

KomHaTa, rae poguncs XyqomHu, 1951
Gyweara, kapangaw, 30 x 25
Astonoprper, 1853

Bymara, kapaMoam, 31 x 23
Harypupx, 1952

Gymara, kapaspaw, 45 x 20
Craphid Gawmax, 1953
Dymara, Kapasga, 20 x 9
[fpannposxa |, 1952

Oywara, wapasgau, 27 « 18
fpanupoaka I, 1952

Bysusri, sapan i, 25 x 23
fAowma B Kapxapa+e, 1955
Bywmara, macno, népa, 10 x 14
Fom, rae poAANCH XyAOxKHIK, 1954
Bymara, Tywe, nepo, kucTe, 9 x 13
MNedsax, 1854

Oymara, Tyws, 13x17

Naawxa, 1955

Gymara, Macno, nepo, 8 x 11
[epesxn, 18955

Gymara, macno, nepo, 7 x 10
Crapsih Awrapax, 1958
Bymara, UBETHON KApaHaac. 9 x 11
Tyrosos gepeso, 1955
Gywara, macno, nepo, 20 x 15
Medaank, 1954

Gymara, Tyus, 10x 14

Babywxa xypowmwxa, 1956
Bymara, us, kapasgaw, 27 x 23
Caro, 1856

ByMETa, CYXER WWCTE, 43 x 34
NopTpeT xypoxmuka ApyTiona
Kanenua, 1955

Gymara, canrwig, 41,5 x 31

@wmmﬁm

Gywmara, canrisa, 40 « 30

Barpam MNanasnx, “Orenno”, 1858
Gopasra, canrmaa, 30 x 21

MNopTpeT oTua, 1855

Gyuara, casrasa, 42 x 35

MopTpeT cTapkka, 1956

Byuara, casrw-a, 58 x 36

Monoea manswuka, 1856

Gymara. cannma, 35 x 27

Caro, 1958

Oymara, cenws, 55 x 45
MoCYABPCTEEHHAR KAPTHHHAR ranspes
Apmasnn, Epeaad,

[wemma, 1956

Gyuara, yron., 44 x 34

8 B R

a7.

41.

AsTonopTpeT, 1951

Gymara, kapaqaau, benwna, 42 1 31
AsTonopTpat, 1852

Gymara, kapangaw, 355 x 26,5
AsTonopTpar, 1955

Gymara, ysetHon kapakngaw, 23 x 18
AsTonopTpeT, 1954

GyMara, Ty, Nepo, KHcTs, 25% 16
AsTonoprper, 1958

ByMAMA, Yron., 65 x 44
ApTonopTper, 1857

Bymara, canrwea, 50 x 38
AsrtonopTpet, 1954

Oymara, Tyus, nepo, 25 x 22
AsTtonopTpeT, 1958

Gywmara, cyxan kucTe. 53 x 42
AsTonopTpeT, 1958

Gywara, cawama, 59.5 x 42

OTKPLITHIE $OPMbI

MNopTpeT gesywke, 1961
Bynara, nacTens, 35 x 25
Cotpasss A, Yygrosonoro, Caswr-TNeteptype
Crpacts, 1963

XONCT, macno, 30 x B0

YaoTHoe coGpaHwe

My iMHa B kpacna, 1961
Bymara, nacTens, B5 x 55
Cobpaxwe I Byxarana, Epesas
BocroHans moboss, 1961
Bymara, nacrens, 70 x 50
Cotpanwe . Facnapau, Epesan
Nepeg sepxanom, 1961
Bymara, nacTens, 65 x 37
Cobpawea ™, Macnapes, Epesan
BocToussie MeHwpHs, 1963
=aneT, Macno, 65 x &0

HacThos cotpanse
MarepuHoTeo, 1965

HINCT, Macno, 114 x 64,5
Cobpanwe A. Mpwropana, Epenan
Mecpon MawTol, 1962
xoncT, macno, 100 x 70
Cobpanve I'. ByhaTena, Epesas
ManaHxonus, 1966

KapToH, macno, 38 x 35
Cobtparme A. peropana, Epasan
Yanosex v Guix, 1966

KRETOH, Macno, 25 x 35

“YacThoe cofipare
MatepuHcTao, 1965

HapToH, Maono, 32.5x 28
Cobipanwe A, Mpiropasa, Epasal

47,

&7.
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AsTonopTpeT, 1966
KapTOoM, Macno, 24 x 17
Cobparwe A, peropasa, Epasan
Kpwx, 1968

Gywara, Tyws, nepo, B4 x 58
Hacrwoe cobipanee, Epeaan
Pacnstwe, 1968

soncT, sacno, 170 x 110
HacTHos cobpaxmws, CLLA
Moner, 1968

xancr, macno, 100 x 80
HacTHoe cobpaHme
Aesywxa ¢ ANWHHLIMK BONOCaMY, 1969
nwrarpagun, 53 x 38
Mwéoanan cuexa, 1968
KAPTOM, ryiis, BO x 55
YacTHoe cobpawis, BeRpyT
Haxckni noprpar, 1968
fywara, Tyusm, neph. 30 x 20
fsos, 1969

MOMOTHNMA, 70 % 55
Cobpauye [ Caaws, Epeaaud
Mouenyi, 1968
nirorpadoms, 53 x 43
HacTwoa cobpanwe
[leHs W Houb, 1968 e
OyMEra, BKBapen, 15 x40
YacTroa cobpanma
Cnenod, 1968

KApTOM, Teunepd, 110 x 6O
Cotpanme Q. Caaxar, Epesan
ManeTt, 1868

wmoHoTAnAA, 50 x 41
Boawecenwa, 1970
Bymara, Tyuws, nepo, 49 x 41
Onnakwsaxwe, 1969
MoHOTANKAA, 41 & 50
Kpewenwe, 1969
mrsomaneR, 50 1 41

MNwera, 1869
mosoTAnmA, 50 1 41

Cow, 1969

wmoroTAnmA, 41 x 50

Anam w Esa, 1969
nutarpadin, 43 x 53
Cepexapa, 1968

OyMara, Tyiis nepo, &4 x 41
AstonopTpaT, 1069
nurorpacieg, 53 x 43
Pacnamwe, 1968
woroTnme, 60 x 40
HacrHos cobpasme, CLIA
Heuckuil nopTpeT, 1965
Oyhsara, Ty, nepo, 13 X925
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Dimensions are given in centimetras with height before width

10.
11.
12,
13
14.
15.
16.

.

18.

19.

21.

THE BEGINNING

The Room, in Which the Artist
Was Born, 1951

Pancd an paper, 30 x 25
Seif-portrait, 1953
Penci on paper, 31 x 23

Modal, 1952

Pancil on paper, 45 x 20

Oid Shoe, 1953

Pancil on paper, 20 x 8
Draperia |, 1852

Pencil on papes, 27 x 18
Draperie I, 1852

Pancil on papes, 25 x 23
Cotteges in Kadjaran, 1955

Qil on paper, 10 x 14

The House, Whera the Artist Was
Bom, 1954

Ink wash on paper, 9x 13
Landscape, 1954

Ink an paper, 13 % 17

The Shop, 1955

Ol wash on paper, Bx 11

Villaga, 1955

il wash on paper, 7 x 10

The Oid Ashtarak, 1955
Coloured pencd on paper, 8= 11
The Mulberry Tree, 1855

Ol wash on paper, 20 x 15
Landcsape , 1954

Ink on paper, 10x 14

The Artist's Grandmother, 1956
Coloured pencil an papad, 27 x 23
Sato, 1956

Ol on paper, 43 x 34
Partrait of the Painter Aritiun Galenz,
1955

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

Sanguine on paper, 40 x 30
Vagram Papasian as Othellio, 1955
Sanguine on paper, 30 x 21
Portrait of the Artist's Fathar, 1955
Sanguine on paper, 42 x 35
Portrait of an Old Man, 1956
Sanguine on papes, 58 x 38
Head of a Boy, 1956
Sanguing on paper, 35 x 27

Sato, 1958

Sapia on paper, 55 x 45
Mational Museum of Arts, Erevan
Jemma, 1956

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

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

Pencil on papsr, 35,5 x 265
Self-portrait, 1855

Celoured pancil on paper, 23 x 18
Self-portrait, 1954

Ink and brush wach on paper, 25 x 16
Self-portrait, 1956
Charcoal on papar, 65 x 44
Self-portrait, 1957

Sanguing on paper, 50 x 38
Sell-portrait, 1954

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

Ol on paper, 53 x 42
Salf-portrait, 1958

Sanquing on paper, 59.5 x 42

OPEN FORMS

Partrait of a Girl, 1961
Pastol on paper, 35 x 25

A Chudnovskl Collection, St. Patersburg
Passion, 1963

Oil on canvas, 50 x 60

Privain collection

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

Pastel on paper. 70 x 50

G Gasparan Coflection, Erevan
At the Mirror, 1961

Pastel on papar, 65 x 37

G .Gasparian Collection, Erevan
Oriental Womean, 1963

Ol n canvas. 65 x BO

Private collectson
Motharhood, 1965

Onl n canvas, 114 x 64.5

A. Grigarian Collection, Erevan
Mesrop Mashtotz, 1962

W n canvas, 100 x 70

G Bunatian Collection, Erevan
Melancholy, 1966

Oil on cardboard, 38 x 36

A Grigorian Cobgction, Erevan
Man and Bull, 1966

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

Ol on cardboard, 325 x 28

&
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A Grigoran Collection, Erevan
Self-portralt, 1966

Oil on cardboard, 24 x 17

& Gngarian Collection, Erevan
The Flight, 1968

Dil o cardboard, 100 x B0
Private collection

Girl with Long Hair, 1969
Lithography, 53 x 38

The Cry, 1968

Ink on paper, 94 ¥ 68

Privale collechon, Erevan
The Crucifix, 1968

Od on canvas, 170 x 110
Privats collection, USA

Love Scene, 1968
Govache on cardboard, B0 x 55
Private collection, Bayrouth
Portrait of a Woman, 1968
Onl on paper, 30 x 20

Tha Two, 1969

Monotype, 70 x 55

J:Saakian Coflecton, Erevan
A Kiss, 1968

Lithography, 53 x 43

Private collectson

Day and Night, 1968
Watercalor, 15 ¢ 40

Privale collection

Blind Man, 1968
Tempera on cardboard, 110 x B0
J.Saakian Collection, Erevan
Flight, 1969

Monatype, 50 = 41

The Ascension, 1970

Ink on paper, 48 x 41

The Mourning, 1969
Monotype, 41 x 50

The Baptism, 1969
Manotype, 50 x 41

The Piata, 1989

Manatype, 50 x 41

A Dream, 1969
Monotype, 41 x 50

Adam and Eve, 1968
Lahography, 43 x 53
Serenade, 1968

Ink on paper, 44 x 41
Self-portrait, 1989
Lithography, 53 x 43

The Crucifix, 1969
Monotype, 60 x 40

Private collaction, USA
Portrait of a Woman, 1865
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Cnenoh mbicnwTens, 1969
WOHOTANMA, BO & 40

HacTuoe cotipanme, CLUA
Moyanyd c nywod, 1969
rmiarorpadwa, 385 x 3T 6
Kpuk, 1969

NOHOTANMA, B0 x 40

Yactrioe cobparse, CLLUA
Yanosek W fkik, 1969
noHgTAnKg, 40 x 60
Cobparwa Ox Caaxan, Epesan
Tpw rpavpm, 1969
nutorpadgmm, 405 x 40.5

PUCYHOK HA BYMATE

AsTonopTper, 1871
Gyuara, yeeTHOR KapaMimu, 13 X 13

Tocy papcTesie@s TPETRAKORCKAR (ANSPas,

Mockaga

Menckuid nopTper, 1973
Byuaara, Tyius, nepo, 17 x 16
Canowmen, 1977

Oyuara, mapangam, 24 x 19
Yactmoe cobparve, Epeaan

AxHa, 1978

Oypware, kapargaw, 20 x 13
HacTioe cobparme, Magww
DfHaxenHan mogens, 1976
GYMAMA, YBETHON KapaHaaw, 26 & 21
Cotipaswe P. flewnpmy, Epesay
O6uamennan, 1978

Byuara, uesTHoN Kapakgai, 31 x 27
Cotipare M. Tep-Meprepas. Mapcans
Mogene, 1973

fymara, kapasasu, 39 x 35

Hagn, 1976

l.'l"'l.lﬂ.l‘ﬂ_ mapasfaw, 13 x 10
YactHoe cofpanwe, Mapss
Npodmne, 1978

Gynarn, yseTHoN kapamgaw, 25 x 20
Cotipamse B. Tymamosa, Mookea
Jamckwih nopTper, 1877
Gymara, UseTHOR KapaHpaw, 25 x 21
MenwmHa 8 yanwe, 1978
GyMara. URETHOR KapaHoaw, 19 % 18
Cotposae . Tapeepaans, Epasas
MopTpeT weHs XyaokHWKa, 1973
Bymaara, kapadaai, 42 x 38
Cobpaswa 1. XoMaTpan, MOCKBS
HaTmopmopT ¢ poeitamm, 1978
Bymara, wapargaiw. 38 x 31
Cobpaxwe . Tapeepgsna. Epesas

HaTmiopmopT ¢ GymamHsM ansrenos, 1976

Bymara, mapangaw, 35 x 25
Cobparma I Tapsepaaqa, Epsaas
MonogocTs, 1974

Gysara, UseTHoA Kapakgow, 38 » 27
HacTwoe cotpares, [etpodr
HaTiopMopT © Koo Kamw, 1972
Gymara, mapangaw, 40 x 35
CoGpanie A [Jewagoscs, Mockaa
LpeTw, 1976

Gymara, kapargaw. 33 x 30
Cobpanna M. Tapeepgaxa, Epsnaq
OrposscTso, 1977

tymara, mapangaw, 32 x 27
YacTroe cobpanwn, CLUA
MymumHa ¢ KHMrOR, 1878
Oymara, xapangaw, 22 x 19
Cotparwe I Tapsepgmana, Epesan

.
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100.

101.

102,

103.

104,
105,

106.

107.

108,

108.

110

111

112
113

114,

AsTonopTper, 1572

Gywara, kapasaai, 33 x 31

Cotipamse H. Xasatpad, Mocxea
AsTOnOpTPET ¥ MonsbapTa, 1976
Gywmara, Kapangaw, 36 x 33

Cofipasme I Tapsspaaqa, Epesan
Ogce, 1976

fywara, wapangai, 32 x 27

Cofipasma T Tapeapgaua, Epeaan
MymcKoR npodmns, 1877

KEpTOM, cenen, T5 x 60

Myaai coapasmexmoro wekycorea, Epesan
[aswpg, 1978

KApTON, CAHMMHAE, 73 % 57

My30é coppameHnore wokycorea, Epopan
Naypa, 1978

KapToH, cenwa, T2 x 56

Cotipaiine . Tapsepgmia, Epeaam
Afiy-nana Maapw (N0 MOTHBAM NOSMb
AseTuka WMcaaxsua), 1978

wapToH, cenva, T8 x 58

My3sdh coapamankoro wewyccTea, Epanan
MyxcKo# nopTpeT, 1977

KapTon, cenwa, 54 x 52

Myami coopamennoro noxycorea. Epesan
Wwra, 1980

KBPTOH, Céran, B5 x B0

Coécraenmocts A. Qromarmrna, Mockpa
Meepo, 1978

KBPTOH, cenan, B2 x 52
CofcTReHHooTs . XauvaTtpax, Mocksa
Aeeywxa s Gepete, 1978

REPTOM, Conwn, 52 x 46

YacTHos cobpanma. Epesan

Hartawa (weHa xysosHweka), 1978
KApTOW, CenWA, 72 x 57

PHUCYHOK HA NEBKACE

AsTonopTpet, 1979

neaxac, cenwa, BO x 80

My3ei COBPBMEHHOND MCHYCCTRA, Epesaq
ABTONOPTPET C TPYOKOH, 1963
neaxac. cenws, B0 x &0
ABTONOPTPET ¥ MonbepTa, 1981
neskac. canwa, 130 x 100

yaed COBPEMEHHON KeKYEETEA, Epesaq
AsTonopTpet ¥ MonuGepTa, 1988
neaxac, canna, 115 x 90

MOCY NAPCTBEHHER KADTHMHARA [AMBDeR
Apneemin Epesan

AsTonopTpeT, 1989

NEBKAC, CBNMA, yrone, 60 x 50

BacHa , 1887

neowac, conva, 115 x 95

HacTeod cobpanwe, CToKronsw
Bopora , 1887

nessxac, conua, 95 x 115
Cotpaswe Bare KapanaTaua, loHaos
HaTIOpMOPT ¢ UBETAMA W PAKDBHHON,
1981

nesxac, canwd, 100 x 130

Owho. MacTepckan, 1982

nesxac, canma, 100 x 130

Myae@ cospeueHioro mokyooTaa, Epaass
Me#sax Ha 3axarte, 1986

neaxac, comws, 65 x 80

[Dowwk 8 necy, 1887

neaxac, cened, 75 x 90

Hwwa, 1981

nessac, cemws, 130 x 100

115.

116,

117.

118.

118.

120

121,

122,

123.

124,
125,
126.
127,

128,

129.

130.

131,

132.

133,

134,

135.

138.

137.

138.

139,

140.

KynuTyPHb@ uenTp Anewca Marysana,
Retpoir

AxTpuca, 1983

nepxac, cenwa, 116 x 95

Cofiparwe I1. Maxcaxkonon, Mockea
¥ okna, 1982

rEskac, canda, 115 x 85

Myckol nopTpeT, 1980

neakac, cenvs, 130 x 100

Ky N TyDMisit yseTp Answca Manykaxa,
Agtpownt

Mowonor, 1984

nesxac, canws, 100 x B0
KynaTyprisil yenTp Answca Masyssama,
AeTpoin

Moxo, 1982

neaxag, cenwr, 130 x 100
Ob6HaxenHan, 1981

nNeaxac, casrasa, 100 x 80

HacTHoe cobpaqme, Epepan
Mywwxwn, Auwanor, 1987

neaxac, canka, 100 2 80

AHEYKE B BEHKS, 1885

neswac, oems, B0 x 6O

Cobpausae . flauwenssa, Epsasy
Nyciwia, 1988

asnac, cervis, B0 x 70

Yacrwon cobpamme, JyGnmm
Munurpas, 1981

nesxac, canua, 100 x 130

Kapasaw - Gaww, 1982

nankac, cenwa, B0 x B0

Noprper A. Paiikuua, 1986
neBkac, canem, B0 x 65

NopTper B. M., 1981

neexac, cenwn, B0 x 60

MeHckuwi nopTparT, 1982

nesxac, cenwn, 60 x 50

Cotpanwa K. Nenmxa. sTpodt
MNopTper fi. Guctw, 1983

nesxac, conua, 50 x 45

Mpodmnes, 1982

nesxac, cenwa, BO x 60

HacTioe cobpavwe, Epesan
Noptper /1. Abpamaxa, 1983
nesxac, cenus, 60 x 50

Pwewma, 1987

neskac, canua, 80 x 70

Cotpanua [w. Caawau, Epesaq
Noprper A, Murgana, 1983
napkac, cenwa, 60 x 50

Cobpassa A Miargana, Mockaa
Mepxyio, 1962

neaxac, cenwa, 60 x 50

Ky nuTypHis yonTp Anekca Mavyxaia,
fleTpadr

NopTpeT uransrHom, 1981
nosxac, cenwa, B0 x 7O
CofcreanHooTs 3. Apanenssa, Eponas
NopTper 3. Xapasaxa, 1988
nesrac, canan, 90 x 75

Mapuam (Moxa), 1987

nesxac, cenwr, 80 x 60
CofcTeaqHocTs M. XasaTpsn, Epeaan
Noprper M. MapTupocana, 1983
meskac, cenws, B0 x 70

YacTros cobparie, Qetpoir
Noprper . Ururaxa, 1982
neaxac, camiA. 100 x B0
Cobctaennocts ©. Mruwrana, Epesan

NopTper rpyanHky, 1986
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Ink on paper, 13 9.5

The Blind Thinker, 1968
Monatype, 60 x 40

Private collaction, USA
Kissing the Moon, 1869
Lithagraphy, 39.5 x 37,5
The Cry, 1969

Monotype, 50 x 40

Privale collaction, LISA
Man and Bull, 1969
Monotype. 40 x 60

J Saakian Collgction, Erevan
The Three Graces, 1968
Lithography, 40,5 x 40,5

DRAWINGS ON PAPER

Self-portralt, 1971

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

Saloma, 1877

Panci on paper, 24 x 19

Prvaie collaction, Erevan

Anna, 1978

Pancd an paper, 20 ¥ 13

Privale collection, Pans

Nude Model, 1376

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

Coloured penail on paper, 31 x 27
G. Ter-Mergertan Collection, Marsailla
Model, 1973

Penci on paper, 38 x 35

Nadia, 1976

Pancil on paper, 13 x 10

Private collaction, Paris

Profile, 1978

Colaured pancil on paper, 25 x 20
V. Tumanov Collection, Moscow
Portrait of a Woman, 1977
Colouren pancil on paper, 25 x 21
Woman wearing a Turban, 1878
Coloured pancil on papar, 18 x 18
G Tarverdian Colection, Erevan
Portrait of the Artist's Wife, 1973
Pencil on paper, 42 x 36

L Khatchatrian Collection, Mosoow
Still Life with Fishes, 1978
Pencil on paper, 39 = 31
G.Tarverdian Collection, Erevan
Still Lite with Paper Angel, 1976
Coloured pancd on papar, 35 x 25
G Tarverdizn Collection, Erevan
Youth, 1974

Pencil on paper, 38 x 27

Private collection, Detroit

Still Lite with Plaits, 1972
Pencl on paper, 40 x 35

A Demadova Collection, Moscow
Flowers, 1976

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

Pencl on paper, 32 » 27

Private collection, LISA

Man with a Book, 1976

Pengil on paper, 22 x 19

G.Tarverdian Collsctian, Erevan
91, Self-portrait, 1872

Pencil on paper, 33 x 31

N Khachatrian Collection, Moscow
82, Self-portrait at the Easal, 1976

Pencll on paper, 36 x 33

G.Tarverdian Collection. Erevan
83. Judith, 1976

Pencil on paper, 32 x 27

G Tarvaidian Collection, Erevan
84. Man in Profile, 1977

Sapia on cardboard, 75 x 60

Musaum of Modem An, Erevan
95. David, 1978

Sanguine on cardboard, 73 x 57

Museun of Modemn Art, Erevan
86. Laura, 1978

Saepia on cardboard, 72 x 56

G Tarverdian Collection. Erevan
97. Abu-lala Maari (after the poem

by Avetik Isaakian), 1978

Sepia on cardboard, 78 x 58

Museum of Modam Art, Erevan
88. Portrait of a man, 1877

Sepia on cardboard, 64 x 52

Mussum of Modem Arl. Erevan
99. Inga, 1980

Sepia on cardboard, 65 x B0

A Djinanian Callaction, Moscow
100. Piemot, 1978

Sepia on cardboard, 62 x 52

L Khatchatrian Coliection, Moscow
101. Girl wearing a Berel, 1978

Sepia on cardboand, 52 x 46

Private colliection, Erevan
102. Natasha (Tha Artist's Wife), 1878

Sepia on cardboard, 72 & 57

DRAWINGS ON LEVKAS

103. Sell-portrait, 1979
Sepia on levikas, B0 x 60
Mussum of Modem Ar, Erevan
104. Selt-portrait with a Pipa, 1983
Sepia on levkas, BO x B0
105. Self-portrait at the Easel, 1981
Sepia on levkas, 130 x 100
Museum of Modam An, Erevan
106. Self-portrait at the Easel, 1988
Sepda on levikas, 115 x 80
Mational Museum of Aris. Erevan
107, Self-portrait, 1989
Sepia and coal on levkas, 50 & 50
108. Spring, 1987
Sepia on levkas, 115 x 95
Prvate collaction, Stockhalm
109. The Gates, 1987
Sepia on levkas, 85 x 115
Vage Karapetian Collection, London
110. Still Life with Flowers and Shell, 1981
Sapia on levkas, 100 x 130
111. In the Studic. The Window, 1982
Sepia on levkas, 100 x 130
Museum of Modem Ar, Erevan
112. Landscape at Sunssl, 1986
Sapia on levkas, 65 x B0
113. Cottage in the Forest, 1987
Sapia on lavkas, 75 x 90
114. A Niche, 1981
Sepa on lovkas, 130 x 100

Alex Manoogian Cullural Centre, Detrolt
115. The Actress, 1883
Sepia on levkas. 115 x 95
L. Maksakova Collection, Moscow
116. By tha Window, 1982
Sepia on levkas, 115 x 05
117. Porirait of a Man, 1980
Sepia on levias, 130 x 100
Alax Manoogian Cultural Centre, Detroit
118. Monologue, 1984
Sepia on lovkas, 100 x 80
Alax Manoogian Cultural Cantre, Detrol
118. Mokao, 1982
Sepia on levkas, 130 x 100
120, A Nude, 1981
Sanguine on levkas, 100 x 80
Privale collection, Erevan
121. Pushkin, Dialogue, 1987
Sepia on evkas. 100 x B0
122, Anechka with Garland, 1985
Sepla on levkas, 80 x 60
Ph.Danilian Collection, Erevan
123, Lucine, 1988
Sepia on levkas, 80 x 70
Private collection, Dubiin
124. Pilgrim, 1981
Sepia on kevkas, 100 X 130
125, Karavan-Bashi, 1982
Sepia on levkas, B0 x 60
126. Porralt of A.Raikin, 1986
Sepia on levkas, B0 x 65
127, Portrait of V. M., 18481
Sepa on levkas, B0 x 60
128. Portrait of a Waman, 1982
Saopia on levkas, 60 x 50
K.Palian Collecton, Datroi
129. Portrait of D.Bistl, 1983
Sepia on levkas, 50 x 45
130. A Profile, 1882
Sepia on \evkas, 80 x 60
Private collection, Erevan
131. Portrait of L.Abrahamian, 1983
Sema on levkas, 60 x 50
132. Jemma, 1987
Sapia on levkas, 80 x 70
J.Saakian Collection, Erevan
133. Portrait of A.Migdal, 1983
Sepia on levkas, 60 x 50
A Migdal Collection, Mosoow
134. Mercucio, 1982
Sepia on levkas, 60 x 50
Alex Manoogian Cultural Centre, Detroit
135. Portrait of an ltalian Woman, 1981
Sapia on levkas, 80 x 70
E Arakelian Collection, Erevan
136. Portrait of E.Kharazian, 1988
Sepia on levkas, 90 x 75
137. Mariam (Moko}), 1987
Sapia on levkas, 80 x 60
M.Khachatnan Collaction, Erevan
138. Portrait of M.Martirosian, 1983
Sepia on levkas, 80 x 70
Private coltection, Detroit
139. Portrait of H.lgitian, 1982
Sepia on levkas, 100 x 80
H lgitian Collection, Erevan
140. Portralt of a Georgian Woman, 1986
Sopia on levkas, 80 x 70
Privaie collection, ltaly

141, Armen Djigarkhanian.
Before a Performance. 1988
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145,

146,

147.
148,
148.
150.
151.
152,
153.

154,

155,
156.
157.
158.
158.
160.
161.
162
163,
164,
165.
166.
167.
168.

168.

reakac, cenws, B0 x 70

HacTios cobpaque, MTanks
ApmeH [xwrapxaqad. Nepes
cnexTaknem, 19686

naaxac, cenwma, 100 x B0

. Noprpet W. Oneackod, 1983

nesxac, cenws, 115x 85
MoCyLAPCTBEHHAR KAPTHHHARA Franeped
Apuaiaie, Epenan
MNoprpeT . MaTesocaHa, 1986
neskac, cenws, 100 x 80
NopTpeT cona, 1986

neakac, cenns, 80 x 75

LipeTut B Genom KyBwwse, 1986
nonkac, corws, 70 x 60

Yacrmon cofpanme, NoHiom
HaTmopmopT ¢ puiboR, 1981
neskas, cerms, B0 x B0
CobcrasnniocTn P. Jesnpsd. Epesaq
HamopwopT, 1987

neskac, cenwn, 100 x B0
Kopawua ¢ yseTtauwd, 1986
nesxac, cermwn, 120 x 100
Bonelwo# HaTopmopT, 1982
neawac, cenms, 115 x 85

Tipw xyawmsa, 1987

nesxac, cenvn, 115 X 85
APMAHCKWA HATIOpMOPT, 1886
nenxac, caran, 115 x 95

Yraaps, 1967

MeaKac, conea, 75 5 90
HaTmopmopT ¢ 3epkanom, 1983
neaxac, canea, 115 x 85

UpeTw, 1888

neakac, conka, 150 x 120
METAMOP®O3bI

MEPHO[ "OTKPLIThIE #OPMBI
1989-1890"

XpucToc v Marganuua, 1989
neaxac, cenwa, 100 x B0

Doma Hesepyrousid, 1989
nemMac, ceman, 125 & 120
MesTa, 1989

MEBBKAE, CENWA, yTone, 100 x BO
OnnakueaHWe aqrena, 1989
NBERAC, Canus, yrons, 120 x 100
CeaToR Meoprvi, 1989
nesxac, cenwa, yrans, B0 x 65
Apam v Esa, 1989

nesxac, cenwd, yrone, 100 x 80
Bnarosewe+we, 1989

neskac, canes, yrons, 100 x B0

WMoan Kpecturens. Mpodoxgeyc, 1990

NBBKAC, ConwA, yrans, 100 x 80
@urypa Ha cryne L 1988
NEEKAC, canwa, yrans, 100 x B0
@urypa Ha ctyne . 1989
NEERAG, CHMWN, yTone, B0 x 65
@wrypa Ha cTyne |II. 1989
NeAKAc, canwd, yrane, 100 x B0
Mowonor. 1990

KAPTOH, canua, yrons, 67,5 x 54
Becana. 1990

KAPTOH, cenua, yrons, 194 x 75.5
Nwboaxan cuera. 1990

ymeTHanA Gymara, yrone, wen, 54 x 41
Tpw rpaupn, 1990

ysETHAR Gymara, yrone, men, 48 x 62

170,
m.
7.
173
174,

175

176

177.

178.
179,
180.
181.
182,

183.

184,
185.
186.

187.

188.
188.
180.
181,

182

183.
194,
195.
196.

197,

Pensedisl

Tpw mmaws. 1980

MHOMDCNDRH, KAPTOH, 123 x 129
My»cmHa 1 xeniywrHa. 1990
WHOroCNoRH. kapToH, 110 x 108
NwrmA B NPOCTPEHCTES. 1990
MHOMDCNORH. KagTow, 91 8 119
Bk, 1990

MMOrOEnoRK. KEpToM, 123 x 148
MHorocnoAHLIA pansed. 1990
MHOFGCHCAK. KEpTOM, 122 x 150
Ages axrana. 1990

kapTom, 16X 11 x 8

Wa cepuw "Teatp TeHeR”

Tearp rened |, 1950
neasac, canwa, 100 x 80
Teatp Texed |I, 1990
neaxac, canwA, 100 x 80

Wa cepmn “Mirmmannass”®

Komnosuuwn |, 1981
KAPTOM, CANKA, TYllk. NacTans. 14 x 10

Komnoauuwa 11, 1991

NEaKAC, MareHT, conkA, 120 x 100

Komnoawwea I1I, 1891

KAPTOH, CONKA, TYWs, nactens, 10,5 x 10,5

Kosmnoawuma IV, 1981

NesKac, conwn, yrams, 122 x 93
Kounoawruma V, 1991

HAQTOH, CENWA, TYWb, NacTens, 17 X 13
Kounoamyan VI, 1991

KADTOM, CHMWA, TYlh, NacTenk, 20 x 22
HacTwoé cobpanne, NoHoH
Komnoawywa VI, 1991

NaBKAC, cania, yrone, 115 x 85
Komnoanuwa VI, 1991

KAPTOH, CEnes, Tyws, nactens, 10 x 30
Komnoauyus [X, 1991

KAQTOH, CBNWMS, Tylws, nacTens, 22 x 18
Komnoawyan X, 1891

KBPTOH, CONMA, TyWb, nacTens, 26 x 15
CobcreenHocTs B, Panyana, Codwn

nePWON “ABYEOUMHCTBO"

MNokonesus, 1990

NEBRAE, CaNWA, Yrone, 115 x 95
BnameHHan, 1990

neBxac, cenvs, yrons, 100 x B0
Cupsawan durypa |, 1990
nesxac, cenws, yrons, 85 x 75
Tyanar, 1830

nNesKac, cenus, yrans, 80 x 65
Dwrypa c macxoi, 1990

MEBKAS, cenn, yrons, 100 x 80
CofcrassmocTs B Sybwopa, Mookaa
Kynanslymua, 1930

NERKAC, CanWE, yroms, 100 x B0
MNowoi, 1990

NEBKAC, CANHA, Yromo, 100 x 80
CwaAwan dwrypa ¢ abnoxow, 1990
NEBKAC, CENWA, Yrone, B0 £ 75
Nexalyas, 1990

neskac, cenee, yrons, 90 £ 75

Con, 1880

188,

198,

204,
205,
206,
207,
208.
209.
210.
211.
212
213
214,
215.
216.
217.
218.

219,

221,

224,
225,

226,

8 B 8§

Gysara, cenwn, yrone, B3 x 131
Mobose, 1990

NBAKAC, CENIAA, yrons, 70 x 60
MNpwananwe B mobew, 1991
KapToM, yrons, 66 x 48
Pasroaop, 1990

NEBsKEC, CanuMA, yions, 75 x 90

[lopora, 1990

NERKAC, canuA. yranes, B5 x 75

. MarepuHcTio, 1991

KAPTOH, CRNMA, Ty, Kapargaw, G2 x 43.5

. Tyanaer, 1831

Bymara, yrone, 101 x 110
Toboenan cyexa, 1990
nonxac, cenus, yrons, 50 x 60
[ea wanckue turypel, 1990
neskac, cenwi, 74 x 90
Axpobare |, 1980

nesKac, canws, yrone, 60 x 50
AxpoGarsi II, 1990

NERKAE, CONWR, YTork, B0 x 50
AxpobBiarw [, 1580

NBBKAC, Cenda, yrans, 50 x 60
Cropbi, 1990

neBkac, canua, yrons, B0 x 50
Tpw nokonexus, 1990
neskac, cermA, yrone, B0 x 65
fise churype, 1990

nesxac, cenwa, yrans, 60 x 50
Wrpa ¢ conneyHsiv 3ai-miom, 1980
neskac, cenwa, yrons, 100 x BO
Taxey, 1980

NBEKRC, CONWA, YIoNe, B X 55
Taney, 1980

NBgKA0, CENMa, Yrone, 85 x 75
Cwaawan curypa I, 1990
Nesxac, cenmn, yrons, 100 x 80
Gurypa |, 1990

neaKac, cenus, yronk. 60 x 50
Dwrypa Il, 1980

REBKac, cenwh, yrans, 70 x 60
Gurypa I, 1990

NERXAC, CenwR, yrone, 85 x 55
urypa IV, 1990

nessac. cenus, yrans, B5 x 55
Durypa V, 1980

neskac, cermm, yrons, 65 x 55
Dwrypa VI, 1990

NEaKAC, CoMmA, yronk, 65 x 55

. @wrypa Vil, 1880

MOBKAT, COMMA, yrone, B0 x 65

. MoprpeTt, 1990

NEDKAC, CHNKA, YTonk, 70 X 60

CobcraenHocTe Mioppen n Kaponann Kowe,

Nowpgon

Cuanwian dwrypa Ill, 1991

NBBXAC, CWeLERHES TexHmna, 115 x 85
Crapyxa, 1991

NBBKEC, CMeLEHKAN Taxkka, 122 x 95

Cupsuan wrypa IV, 1991

NEBKAG, CUBLAHHER TEKkMxE, 115 x 95
BmioGnaxwwe, 1991

NEBKAC, CenMA, yronk, 115 x 95
Cugawan durypa V, 1991

NEBKES, CEMWA, Yrans, B0 x B5
NMioBosHar cuenxa, 1891

NEEKRS, COnWN, yrane, 115 x 95

Wrpa © conHeuHLIM 3afqukom, 1991
NBBKAC, CONWA, YToNL, B0 x B5

. e nexaue durype, 1991

NenKAc, conka, yrons, 115 x 85



142,
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144,

145.

146.

147.
148,
149,
150.
151.
182,
153,

154.

155,
156.
157.
158,
159.
160.
161.
162.
163.
164,

166.
167.
168.

168.

170,

Sapia on lovkas, 100 x 80
Portrait of |.Olevskaya, 1983
Sapia on levikas, 115x 95
Natonal Musaum of Ans, Erevan
Porirait of G.Matevosian, 1986
Sapia on levkas, 100 x 80
Portrait of the Artist's Son, 1986
Sepia on levknas, 90 % 75
Flowers in a White Jug, 1986
Sapis on levkas, 70 x 60

Private collection, London

Still Lite with a Fish, 1981
Sepla on levkas, 80 x 60
A.Demirtchan Collection, Erevan
Still Lite, 1987

Sepia on levkas, 100 x 80
Basket with Flowers, 1986
Sopia on levkas, 120 x 100

The Greal Still Lite, 1982
Sapia on levkas, 115 x 95
Three Jugs, 1987

Sapia on levkas, 116 x 85

The Armenian Still Lite, 1986
Sapia on levkas, 116 x 35
ttensils, 1987
Sapia on levkas, 75 x B0

Still Lite with the Mirror, 1983
Sopla on levkas, 115 x 85
Flowers, 1988
Sapia on levkas, 150 x 120

METAMORPHOSES

THE "OPEN FORMS. 1889-20" PERICD

Christ and Magdalene, 1989
Sepia on levkas, 100 = 80

Doubting Thamas , 1889
Sepia on levias, 125 x 120

The Pieta, 1289

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

Sepia and charcoal on levkas, 120 x 100
5t George, 1980

Sepia and charcoal on levkas., B0 1 65
Adam and Eve, 1989

Sopia and charcoal an levkas, 100 x B0
Tha Annunciation, 1989
Sepia and charcoal on levkas, 100 x 80
John the Baptist. De Profundis, 1990
Sepia and charcoal on levkas, 100 x 80
Figura on a Chair |, 1989

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

Sepia and charcoal on levkas, B0 x 85
Figure on a Chair 11,1883

Sepua and charcoad on levkas, 100 x 80
Molologue, 1980

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

Sepia and charcosl on cardboard, 194 & 75,5
Love Scena, 1990

Charcoal and chalk on coloured paper, 54 x 41
Tha Three Graces, 1890
Charccal and chalk on coloured paper, 48 x 62

Relisfs

Three Birds, 1930
Muliilayered cardboard, 123 x 129

171. Man and Woman, 1980
Mulilayered cardboard, 110 % 108
172. A Line in Space, 1980
Muliayered cardboard, 81 x 119
173. Bull, 1990
Multilayered cardboard, 123 x 148
174, Multilayered Relief, 1980
Multilayered cardboard, 122 x 150
175. Two Angels, 1990
Cardboard, 16x 11 x B

From the "Shadow Show" saries

176. Shadow Show |, 1990
Sepia on levias, 100 x 80
177. Shadow Show I, 1990
Sepia on levkas, 100 x 80

From the "Minimalism" series

178. Compaosition |, 1991
Sepia, Indian ink and pastel on cardboard,
14 x10
178. Composition I, 1991
Sepia and pigmant on levkas, 120 x 100
180. Composition IIl, 1891
Sepia, Indian ink and pastel on cardboard
105x105
181. Composition IV, 1991
Sepla and charcoal on bevkas, 122 1 93
182. Compasition V, 1991
Sapia, Indian ink and pastel on cardboard.
17x13
183. Composition VI, 1991
Seps. Indan ink and pastel on cardboard,
2022
Prvate collection, London
184. Composition VII, 1991
Sepia and charcoal on levikas, 115 x 85
185, Composition VI, 1881
Sepaa, Indian ink and pasial on cardboard,
10x30
188. Composition 1X, 1931
Sepaa, Indian ink and pasied on cardboard,
2%x18
187. Composition X, 1991
Sepia, Indan ink and pastel on cardboard,
25x15
V. Raychev Collection, Sofia

THE "DUAL UNITY" PERIOD

188. Ganerations, 1880

Sepia and charcoal on levikas 115 x 85
189. God's Fool, 1980

Sapa and charcoal on lavkas. 100 x B0
190, Siting Figure I, 1990

Sepla and charcoal on lovkas., 85 x 75
191. Toilst, 1980

Sepia and charcoal on levkas, 80 x B5
182. Figure with Mask, 1990

Sepia and chancoal on lavkas, 100 x B0

V. Zubkov Collection, Moscow
183. Bather, 1890

Sepa and charcoal on levkas, 100 x 80
184. Repose, 1990

Sepia and charcoal on levkas, 100 x 80
185. Sitting Figure with Apples, 1980

Sepi and charcoal on levkas, 80 x 75

186, Reclined Woman, 1990

Sepa and charcoal on levkas, 90 x 75
197. Sleep, 1980

Sepia and charcoal on paper, 83 x 131
188. Lova, 1980

Sepa and charcoal on levkas, 70 x 80
199, Love Avowal, 1981

Charcoal on cardboard, 66 x 46
200. Conversation, 1980

Sepia and charcoal on lavkas; 75 x 90
201. A Path, 1980

Sepia and charcoal on levkas, 85 x 75
202. Motharhood, 1991

Sepa, Indian ink and pencil on cardboard,

B2x435
203, Toilst, 1991

Charcoal on paper, 101 x 110
204. Lova Scene, 1990

Sepia and charcoal on levkas, 50 x 60
205, Twao Female Figures, 1930

Sepa on levkas, T4 x 90
206. Acrobats |, 1890

Sepia and charcoal on levkas, 60 x 50
207. Acrobats |l, 1980

Sepia and charcoal on levkas, 50 x B0
208. Acrobats IlI, 1990

Sepia and charcoal on evkas, 60 x 50
209. Grief, 1980

Sepia and charcoal on evkas, 60 x 50
210. Three Generations, 1990

Sepia and charcoal on levkas, B0 x 65
211. Two Figures, 1990

Sepia and charcoal on levkas, 60 & 50
212. Playing with a Sunbaam, 1990

Sepia and charcoal on levkas, 100 « 80
213. A Danca, 1990

Sepia and charcoal on levkas, 80 x 65
214, A Dance, 1890

Sepia and charcoal on levikas, 85 x 75
215, Sitting Figure |1, 1990

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

Sepia and charcoal on levkas. 60x 50
217. Figure ll, 1990

Sopia and charcoal on levkas, 70 x 60
218. Figure IIl, 1980

‘Sepia and charcoal on evkas, 65 x 55
219. Figure IV, 1880

Sepla and charcoal on levkas, 65 x 55
220. Figure V, 1990

Sepia and charcoal on levkas, 65 x 55
221. Figure VI, 1880

Sapla and charcoal on levkas, 65 x 55
222. Figure VII, 1990

Sepia and charcoal on levkas, B0 x 65
223, Portrait, 1980

Sepia and charcoal on levkas, 70 X 60

Marry and Caroling Cox Collection, Landon
224. Sitting Figure lll, 1951

Sepia and charcoal on levkas, 115 x 95
225, Oid Woman, 1991

Combined tachnique on levkas, 122 x 85
226. Sitting Figure IV, 1891

Combired lechnkgue on levikas, 115 x 35
227. Loving Couple, 1891
Sapia and charcoal on evikas, 115 x 85
Sitting Figure V, 1981
Sepia and charceal on levkas, 80 x B5
. Love Scaene, 1891
Sepia and charcoal on levkas, 115 x 85
. Playing with a Sunbeam, 1991

B
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232. Purypa ¢ AGnoxkom, 1991
NEAKAC, CEnMs, yrone, 115 x 85
D6waTee, 1990

Nesxnc, cends, 95 x B0

Croptis, 1891

NBRKAC, CMBLANHAR TRokwaka, 70 x 60
Nwtoaxas cuexa, 1991
Neskac, CuewanHas Texska 110 x 80
Crosuas dwmrypa |, 1991
KADTOM, CMSUANHAR TexHaKa. 113 1 7O
Asce, 1991
MesKEc, CMetEkHEaEn TaxMa, 122 x 85
Cwanwan dwrypa Vi, 1981
MESKAC, CMBaHas Texqea, B0 x 65
Cugswan durypa VII, 1991
NEHRAC, CusanHas TaWaa, 100 x 80
MarepascTeo, 1991
NERKAS, CAWELEHHAR Tooomem. B0 x 100
Nanynexawans twrypa, 1991
NEBKAC, CMBILANHAR TexHArE, B0 x 100
Crosuwas dwrypa li, 1990
KEpTON, Ty, 28 x 15
Croniian dwrypa lil, 1990
KEPTOH, TYwe, 18,5 x 9.5
KonesonpaxknoesHan, 1980
KEpTOM, Tyuis, 1B x 11
fge dwrypei I, 1980
Bywara, yrons, 110 % 80
Cupsuian dpurypa VI, 1990
KAPTOH, LBETHOW NurweyT, 19 x 125
fse durypes I, 1990
Bymara, cammd, yroms, 100 x 90
[isa darypsd I, 1990
Gynara, yronmm, 110 x 87
Cupsiuas dpurypa IX, 1990
Bynaara, yrons, 105 x 70
Monynesawan twrypa, 1990
Gywmara. yrons, 87 x 107
Ofsawauuan, 1880
Oymara, cenms, yrone, 111 x 64
Cemsn, 1991
NBAHAC, CONMA, yTone, 85 x 72
Cemen, 1991
KEPTOH, CMBlWaRHaR TexHwka, 28 x 23
BnaxeqHan, 1961
KAPTOH, CMBWanHan TexHaka, 18 x 21
BnamenHan, 1991
MeBRAC, CeNWA, yrony, 75 x B5
HenupHa ¢ sapkanomM |, 1991
KADTOM, CMBLLAHKAR Texknka, B0 x 40
HacTwoe cofipaswe, Nosgon
HaxwmHa c sapkanowm I, 1991
MEEKEC, CrMelsakHan Texwuka, 100 x B0
Mym-una W xesiuna, 1991
KADTOM, CHMBLAHKAR Taxkwia, 36 x 47
[Leos, 1991
KAQDTOH, CMBLLIBHHAR TaXkWKE, 25 X 18
Becepa, 1991
KAPTOH, CONWA, Tyllb, MacTaNL, 17 x 12
Nop pepasos, 1991
KHPTDH, CMEBLIAHHEN TexmMaRa, 35,2 x 28
Crosuwan cwrypa IV, 1891
WARTOH, CMEWEHHAA TExhaxa, 18 x 11
263. Tyanat, 1991
KAPTOH, CEMNWA, Tyl NacTans, 29 x 27
264. [lae nexallpe urypel, 1991
Gymara, manmenT, Tywn, 19.5x 22
265. Noprpar, 1991
MAPTON, DENWR, Tyl nacTens. 16 x 12
266. Cronwan curypa v, 1991

KAPTOH, CENMA, Tyls, nacTens, 18 x 10
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Cupruwan dmrypa X, 15991

HARTOH, CenMaA, Tyllk, NacTene, 17 % 12

. MaTtepuHcTeo, 1991

KEDTOH, COMMA, Tk, NacTents, 195 14
YacTroe cobpanme, NoHgon
Cugsuan gwrypa Xl, 1981

KEDTOM, CENWA, Tyillbs, NACTENS, 18 X 15

Cugrwan darypa X, 1981

KADTOM, CONWA, Tyilis, NACTRM, 17 1 12

. Moboaxan cyexa |, 1991

KAPTOH, CONMA, TYWh, NACTENsL, 18 x 24
Noboaxas cuswa I, 1991
KEPTOH, CENMA, TYlL, NacTens, 155 x 18

. MobGoaxan cuswa I, 1991

KAPTOH, CANMN, TYllL, NECTENL, 14 x 20
Bonswan obHaxexHan, 1991
Nesrac, cenis, yrone, 85 x B0
MacTion cobpanwe, NoHgon

NEPWMOL "ABOWHOE COCTOAHME"

DWrypa ¢ KHAMOR W Kyxnor, 1991
NEeBEKEAC, COMWA, mAreNT, 110 x 50
Crsian dwrypa ¢ 3epranowm, 1991
nesxac, cuowankan Texuexa, 45 x 335
HacThoa cobpanea, NosgoH

Cnawan curypa c Gabouwod, 1881
NEBKEC, CanWA, nemnesT, 110 1 80
Paagywmes |, 1991

KEPTOH, CWeliaiHan TexHima, 101.5x 75
Durypa ¢ gaymA Jepranamd., 1991
NBAKAL, CMBLIAHKAA TaxHMKE, 110 x 80
YacTwoa cobparke, CLUA

Pasgymbn |1, 1991

NBKED, CuSuaHHaR Texmixa, 56 x 50
Dwanor, 1891

MEERAc, CveliaHnan TenMdxa, 45,5 x A5
Caweainan rpynna, 1991

nesxac, cuawansan Texwexa, 110 x 80
Marts u guTR, 1991

GyMEra. MAraedT, Ty, 25 X 17
Cugauan urypa, 1991

KADTOH, CAMBLIBHMAR TexHWA, 105 x 61
Cronuan churypa, 1991

Gymara, MMIMeNT, Ty, 26 x 18
Pasmymia 11, 1991

Gymara, rwiMeEHT, Tyius, 20 x 13
Hancra, 1991

NBBXAC. CMBWIAHHER Texmrd, 115 x 95
Bnamesnan, 1991

Gywarm, nensedT, Tywes, 15,5 x 205
MoprpeT, 1991

NEBKAC, CBWLIBHHER TexMwra, B0 x B5

Wa cepun "O0pasbl W TEHW"

Gurypa |, 1982

NEBKAC, CEMMA, yromne, 48 5 & 33.5
Komnoawuws, 1992
Eymara, yeatHan Tyie, 25 x 30

. @urypa I, 1992

KADTOM, CMEILBHHER TEXHWKE, 15 X 12

. Owanor, 1982

Gymara, ysatHan Ty, 14 x 15

Tpw cowrypel, 1992

KEPTOH, CABLIEHHAR Tomea, 18,7 x 185
Cambn, 1992

fiymara, yaaTHan Tywe, 165x 18
Dwrypa Ill, 1992

GyMara, nreedT, Tywe, 83,51 665
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NEPHMOA "NPORBNEHMA OEFPA3A"

Tou dmrypel |, 1952

GYMETE, NAFMBHT, Tyws, 20 & 24 5

Bise dwrype! |, 19982

Bymara. msrMeHT, Ty, 18 X 26
CobcreamiocTs B. Pakssa, Codis
MHorohurypHan KouMnoawyms |, 1992
Gymara, markesT, Tyuws, 50 x B0
CobcreamHocTs B. Xavarpawa, Mockea

. Tpw courype: I, 1982

By Mara, NArMENT, Tyile, 24 ¥ 31

Tp# churype 11, 1992

GyMara, MrMeHT, Tywe, 23 x 23

fee durype II, 1992

Gymari. nUrMeHT, Tywes, 21 x 28,5

[ime dourypei I, 1952

OYMArE, MEMEHT, Tywk, 20 x 21
MHOrourypHan KoMnoawuwn |, 1892
GyMara Ha XONCTE, MArMesT, Tyws, 101 x 121
MuorodmrypHan komnoawnumn 1l 1982
BYMATA HA KONCTE, NATKMBNT, Tyills, 66 x 82
Cuprwan durypa |, 1992

Gymara, maraedT, Tywe, 22.5x 185
Cugsugan churypa Il, 1992

GyMsara, mdrmaeT, Ty, 25k 19

Deoce |, 1882

Eysarn, ArMedT, Tywe, 27 K31

Croawan chwrypa |, 1892

Oymarn, marMeHT, Tylb,

102 x 66

Cronwan cwrypa lll, 1992

OYMEra, MarMesT, Tyilub, 24 x 205
Cxnonvewanca dwrypa, 1932

Gy Mara, NAreHT, Tylws, 27 x 22

. CTonwan dwrypa I, 1992

Oywara, NAreeHT, Ty, 26 x 21

AKT, 1992

By MEFE, MAreesT, Tyils, 21 x 25
Cugawan durypa i, 1992

GymMara. nMrMeHT, Tyws, 24 ¥ 18.5
Mpynnosan kKoMmnoawuws |, 1991
NEBERAC, CMBWANHAR TEXHWE. 66 x 55,5

. Mpynnosan komnoauums |1, 1991

NeERac, cueladHas TexHuea 55 5 x B8

. Tpynnosas komnoauums |Il, 1991

NEBRAC, CHOLLAHHAR TexHwks, 24 x 18
HactHos cobpasng, Noxaou

. Tpynnosan komnoanyma [V, 1891

NBBKED, CHBLLARHAA TexHeR, 65 x 50 5

. Mpynnosan Komnoawyua V, 1991

nNesKac, cusidkeHan Tegsmea 505 2 65

. Awanor |, 1992

GiyMaRra Wi xoncTe, yrons, 109 x 91

Pwanor |1, 1992

Bymara wa xoncTe, yrone, 85 x 98.5

pynna wa 3-x chwryp, 1992
Oymara wa xonoTe, yrone, 594 x 114

. Awanor Ill, 1992

OYMErE HE XONCTE, yrons, 97 x 115

. Bmanor IV, 1832

Bymara wa xonore, yroms, 108 x B6
Cemba, 1992

NBEKAC, CMOWBHHARA TaxnwKka, B0 x 65
CoboraanHocTs Mioppes w Kaponais Koxe,

Noxaon

Berywwmi |, 1992

AEBKAC, CRMUAHHES TekMea, 170 £ 122
Komnoswums |, 1992

nesxac, coenva, nerwen, 65 x 50
Kownoawnwyaa |1, 1992
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Sepia and charcoal on levkas, 80 x 85
Two Reclined Figures, 1991

Sepla and charcoal on levkas, 115 % 85
Figure with an Apple, 1981

Sepin and charcoal on levkas, 115 x 80
Embrace, 1990

Sepia on levkas, 95 x B0

Grrief, 1981

Combined technique on levkas, 70 ¥ 60
Love Scene, 1991

Combined technigue on levkas, 110 x B0

Standing Figure |, 1951

Comibnned fechnigue on cardboard, 113 x 70

. The Two, 1981

Combined technigue on lovkas, 122 x 85

. Sitting Figure VI, 1991

Combined technique on levkas, B0 x 65
Sitting Figure VI, 1991

Combined technique on levkas, 100 x 80
Motherhood, 1891

Combined technique on levkas, B0 x 100

. Hatif-Reciined Figura, 1991

Combined technigue on levkas, B0 x 100
Standing Figure II, 1990

Indian ink an cardboard, 28 « 15
Standing Figure Iil, 1990

Indian ink on candbosd, 18.5x 8.5
Knesling Woman, 1990

Ingian ink on cardboard, 18 x 11

Two Figures |, 1990

Charcoal on paper, 110 x B0

Sitting Figure VI, 1950

Coloyred pigment on cardooard, 19 x 12,5

. Two Figures I, 1990

Sapia and charcoal on paper, 100 x 90
Two Figures Ill, 1980

Charceal on paper, 110 x BT

Sitting Figure X, 1990
Charcoal on papar, 106 x 70
Half-Reciined Figure, 1990

Charcoal on paper, 87 x 107

A Nude, 1980

Sepia and charcoal on paper, 111 x 64
The Family, 1981

Sepia and charcoal on paper, 85 x 75
The Family, 1991

Combined technique on cardboard. 29 x 23
God's Fool, 1681

Combined technique on cardboard, 18 x 21
God's Fool, 1881

Sepia and charcoal on paper, 75 x 85
Woman with a Mirror [, 1991
Combvned technique on cardbeard, 60 x 40
Private collection, London

Woman with a Mirror I1, 1991
Combined technique on levkas, 100 x B0
Man and Woman, 1991

Combined lechnigue on cardboard, 38 x 47
The Two, 1891

Combinad techniqus on cardboard, 25 x 18
Cornversation, 1991

Sepia and ink and pastel on cardboard, 17 x 12

. Undar a Tree, 1891

Combined technigue on cardboard, 352 x 28
Standing Figure IV, 1991

Combined technique on cardboard, 18 = 11

. Tollet, 1881

Sepla, mk and pastel on cardboard, 25 x 27

. Two Reclined Figures, 1991

Coloured pigmant and Indian ink on papar,
19.5x22

265.
266.
267.

268

268.

2.
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280.
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282,
283,

284,
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287,

Portrait, 1931

Sepia, ink and pastel on candboard, 16 x 12
Standing Figure V, 1991

Sepla. ink and pastel on cardboard, 18 x 10
Sitting Figure X, 1991

Sepia, ink and pastel on cardooard, 17 x 12
Matherhood, 1881

Sepla, ink and pastel on cardboard, 18 x 14
Private collection, London

Sitting Figure X1, 1991

Sepia, ink and pastel on cardboand, 18 % 15
Sitting Figure XII, 1891

Sapta. ink and pastal on casdboanrd, 17 x 12
Love Scene |, 1991

Sepia. ink and pastal on cardboard, 19 x 24
Love Scena I, 1991

Sepia. ink and pasted on cardboard, 15,5 x 18
Love Scane 1, 1991

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

Sepia and charcoal on levikas, 65 x B0
Private collection, London

THE "DOUBLE EXISTENCE" PERIOD

Figure with a Book and a Doll, 1991
Sepia and coloured pigment on evikas,
110 x 80

Sleeping Figure with a Mirror, 1991
Combsned lechnigue on levkas, 45 x 33,5
Private collection, London

. Sleaping Figura with Butterfly, 1991

Sepia and coloured pigment on levkas,
110 x 80

. Ruminations. |, 1991

Combined technique on cardboard, 101.5 x 75
Figura with Twa Mirrors, 1991

Combined technique on kevkas, 110 x 80

Private collection, USA

Ruminations. |1, 1991

Combinod lechnigue on lovkas, B8 x 50
Dialogue, 1991

Combingd technigue on levkas. 45.5 x 35
Family Group, 1891

Cambined technigue on levkas. 110 x 90
Mother and Child, 1991

Coloured pigment and indian ink an paper,

25x17

Sitting Figure, 1991

Combined techmque on cardboard, 105 x 61
Standing Figure, 1961

Colaured pigment and Indian ink on paper,

26x18

Ruminations. lll, 1991

Coloured pigment and Indian ink on papar,
20x13

Dialogues, 1991

Combined technique on levikas, 115 x 35
God's Fool, 1991

Coloured pigment and Intdkan ink on paper,
155x%205

289. Portrait, 1891

281,

Combinad technique on levkas, B0 x 65

From the "Images and Shadows”
series

Figure |, 1832
Sapia and charcoal on levkas, 485 x 33 5

Composition, 1982

292.
293.
294,
285,
286.

297.

301.

302.

303,

304,

305.

307.
308.
308.
310.
an.
32
313
314,
s,
6.

Nnz.

318.

319,

Coloured Ink on paper, 25 x 30

Figure Il, 1992

Combined technique on cardboard, 15x 12
Dialogue, 1992

Coloured ink on paper, 14 x 15

Threa Figures, 1992

Combined lechnique on cardboard, 18,7 x 19.5
The Family, 1992

Colourad ink on paper, 16,5 x 18

Figure Ill, 1992

Indian ink and pigment on paper, 93.5 X 56.5

THE "DEVELOPMENT OF THE
IMAGE™ PERIOD

Three Figuras |, 1992
Coloured pigment and Indian ink on paper,
20245

. Two Figures |, 1992

Coloured pigmeant and Indian ink on paper,
1926

. Multifigured Composition |, 1982

Coloured pigmant and Indian ink an paper,
S0x 60

. Three Figures Il, 1992

Colaured pigment and Indian ink on paper,
24x

Three Figures [V, 1982

Coloured pigmant and Indian ink on paper,
23x 22

Two Figures |1, 1992

Coloured pigmant and Indian ink on paper,
21x285

Two Figures |lI, 1882

Coloured pigment and Indian ink on paper,
20 %21

Multifigured Composition II, 1992
Indian ink and pegment on paper mounted
on canvas, 101 ¥ 121

The Multifigured Compesition Iil, 1992
Indian ink and pigment on paper mounted
on canvas, 65 x B2

Sinting Figure |, 1992

Indian ink and pigment on paper, 225 x 18,5
Sitting Figure 1I, 1882

Indian ink and pigmant on paper, 25 x 1§
The Two |, 1882

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

Indian nk and pigmant on paper, 102 x 86

Sitting Figure 11l, 1992

Indimn ink and pigment on paper 24 x 20.5
Leaning Figure, 1882

Indian mk and pigment on paper, 27 x 22
Standing Figure II, 1992
Indian ink and pigment on paper, 26 x 21
Act, 1992

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

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

Combined technigue on levkas, 66 x 55,5
Group Compasition |1, 1991
Combined fechnigue on levkas, 55,5 x 66
Group Composition I, 1991
Combined technigque on levkas, 24 x 18
Private coligcion, London

Group Composition IV, 1991
Combined technique on lavkas, 65« 50,5
Group Composition V, 1991
Combined technique on levkas, 50.5 x BS
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neBkac, aspun, 90 x 70
Komnozwywn I, 1992

MEBKIC, OMEWaRHaR TExHWKE, BO ¥ 65

Komnoawymn IV, 1992

MBEKAC, CENME, marwewT, 38 x 33,5

. Nemauian dmrypa, 1992

NEBKAC, COMMA, NWresT, 33,5 X 48,5

fibe nexcaume durypsi, 1982

nNsBEKAC, CANWA, NMrveHT, 50 x 65

- Tpu durypel, 1992

nesxac, cenes, nMrvedT, 50 x 85

. Owanor |, 1982

nesxac, cenwm, nwrmedT, 65 x 50

. BnamesHsiA, 1992

NOGKAGC, CRBULNFAR ToxHwkE, 65 x B0

. Berywwh |, 1992

GyMara Ha NONCTe. BRpAN, Tys,
B9.5x 151

. Cow |, 1992

NERKAC, COMNA, NWkeHT, 35 x 45
Co I, 1992

xGAcT, axpun, 132 & 178
Komnoauumss V, 1992

xoncy, axpan, 81 x 71

Cewner |, 1992

neskac, ceewaksar Texsaxa 110 x 85

. Cemes I, 1892

nesxac, cenma, nermedT, B8 x 50

Konnoawyws VI, 1982

NEGKAS, CMBILENHAD TeXHWKA, B0 x 65
Hopora, 1692

NERKAC, CEMMA, NureesT, B5 x 50

CoHx nepag sapkanom, 1992

NEBXAC, ConuA, nwrmsanT, B0 x 65

MHOrOMrypHan Komnoswuuwmn |, 1862
NERKEC. CenuA, rrmedT, 50 x B0
MHorogmrypHan komnoskuma i, 1992
GyMara Ha XoNCTE, NWTWEHT, YBBTHAR Ty,
&85 % 151

Awanor I, 1982

NeaKEc, cenya, marmasT, 65 x B0
NEPWOA "MHUDONOTEMSE! - |

Cronwan (urypa |, 1992
EBPTOM, 8P, Tyws, 21 X 16
Cugsuwas dwrypa |, 1992
xaneT. axpun, 51 x 41

Crosuan cowrypa Il, 1992
KBPTOH HME XONCTE, aKpHn, Tyus, 98 x 70

Cugnuan turypa |1, 1992
xanct, akpwn, 101 5x 76.5

Cugsuan durypa i, 1992
wonct, akpen. 1085 x B85
Cwanwan towrypa IV, 1892
KONCT, axparn, 122,56 x 95
Cuaswan courypa V, 1962
XONCT, axpun, 76 x 61
Cuaswan dwrypa Vi, 1892
KAPTOM M8 XONCTE, AP, Ty, 106 x 70
Cwarwan dwrypa VI, 1982
¥ONCT, dxpwin, 78 x 61
Cugrian dmrypa Vill, 1892
Brymara, usaTHaER Ty, 30 x 235
Cugnujan churypa [X, 1992
Bymara, ypsTHan Tyuss, 28 5 x 20
Cronuwan twrypa lll, 1992

fymara, yeeTHan Tyws, 31 x 24 5

360. Cwomwan cwrypa X, 1952

361.

270

fymeara, UBeTHEA Ty, 27 x 235
Cxnonennan turypa, 1992

Gywara Ha xoncTe, axkpen. 118 x 100

362. Cwpawan gwrypa X1, 1982

GyMAra, UBBTHAS Ty, 18 x 18

363. Cnpawas dmrypa X, 1982

Gywmara Wa xoncTa, akpun, 143 x 90,5
364. Maoywas dwirypa, 1992

XONCT, Bkpan, 41 x 30,5
NEPUOM "MHUDONOIEMBI - II°

Nexawan dwrypa, 1992

KEBPTOM HE XONCTE, axpun, 70 x 83

Waywan dmrypa, 1992

xoneT, axpan, 107 x 86

wrypa, 1992

x¥ancT, axkpian, 107 x 88

Crosuwan twrypa |, 1992

HETOH HE XONCTE, BRPIN, Ty,

100 x 70

KoMnosuups, 1982

xoncT, ampan, B0.5 x 655

370. Cromwan dpurypa Il, 1992
xoncT, axpan, 1085 x 88

371. Cwgswan dwrypa, 1982
xancT, axpen, 107 x 860

372. MpomweocToRHwe, 1982

XONCT, axpun, 178 x 132

g & 8 8

NEPUO] "COEQWMHEHME"

373, Omanor |, 1992
XONCT, @xpwn. 90 x 110

374. Owanor I, 1892

KAPTOH Ha XDNCTE, aKpn, Tyls, 100 X 120

375. Komnoawumn |, 1992
wonoT, axpean, 142 1 132
376. Komnoauups II, 1992
XONGCT, aKpn, 111 x 86
377. Komnoswums il 1992
Grynaara Ha xoncTe, axpan, §8.5 x 153
378. [wanor I, 1982
RAPTOH M3 XONCTe, akpun, 81 1 70
379. Komnoauuwa IV, 1862
KAPTOH HA XONCTE, akpun, 66 x 102
380. Komnoawuma V, 1882
KAQTOM, AKpsn, 78,5 x 66
381. Komnoawuma V1, 1992
neaxac, axpan, 85 x 80
Komnoanuma Vil, 1992
xoncT, akpun, 167 5x 132
Komnoswuma VI, 1992
KADTOH, BXpAN, Tywhb, 21 5x 22.5
Kounoawyan 1X. Bawws, 1992

KAQTOM Ha XQNCTE, aKpun, Tyuss, 100 x 855

xoneT, akpwn, 141 x 180
. Komnoanywa XI, 1882
XoncT, akpan, 213 x 177
. Kowmnoawyan X1, 1992
XenoT, akpan, 167.5% 183
Komnoawuwa X1iI, 1992
xONCT, anpan, 97 & BE
Cofipanwa M, Tynubaxana, Nongon
389. Komnoauuywa X1V, 1982
XONCT, AnpHn, B9 k 108
390. Komnoawis XV, 1882
KApTOM, AKpen, Tywis, B85 x B9.5
391. Komnoamgsa XV, 1892
AKpAN, XONCT, Tyws, 51 x 41

392, Komnoawysa XVII, 1992

382.
383.
384,
385, Komnoawyan X, 1992
386
a87
388.

KEQTOH K3 KONCTE, aKpwn, Tywk. 97,5 x 65

g8 88 8¢ B

400.
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NEPHUOM "METAMOP®O3LI

Komnoanumua, 1992
EOMCT, aKpWn, 91 X 76
DNexawan dwrypa, 1992
¥oneT, akpan, 76 x 91
Gwrypa |, 1992

xanct, akpsn, B1 x 71
pynna, 1992

XOnNCT, axpan, 91 x 76
fwanor, 1982

xonct, axpan, 91 x 76
Gwrypa |, 1993
woncT, axpun, 100 x 80
eurypa |Il, 19983
X0NCT, akpan, 168 x 152
Dwrypa IV, 1993

woncT, akpwn, 100 x 80

. Dwrypa V, 1883

XONCT, axpwn, 100 x 50
Durypa VI, 1993
®oneT, axpan, 100 = 120

Durypa VI, 1993

xoncT, axpan, 81 x 71

Dwrypa VI, 1893

xancT, axpan. B1 x 71
Bonswan komnoaduyma, 1993
xoncT, axpan, 200 x 270
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Dialogue |, 1982

Charcoal on paper mountad on canvas,
108 x 91

Dialogue Il, 1992

Charcoal on paper mounied on canvas,
95 x 905

A Group of Three Figures, 1992
Charcoal on paper mounted on canvas,
B4x114

Dialogue IIl, 1992

Charcoal on paper mounied on canvas,
87 %1158

. Dialogue IV, 1892

Charcoal on paper mounted on canvas,
106 x BE

. The Family, 1992

Combmed fechnique on levkas, B0 x 65
Marry and Caroline Cox Collection, London
The Running Man. |, 1992

Combined fechnigue on kevkas, 170 x 122

. Compasition |, 1992

Sepia and pigmeant on levkas, 65 x 50
Composition I, 1892

Acrilic on leviias, 90  TO
Compaosition I1l, 1982

Combined technigue on kevkas, 80 x 65
Composition IV, 1882

Sepia and pigmeant on levkas, 38 x 33.5
Reclined Figure, 1992

Sapia and pigmant on levikas, 33,5 x 48,5
Two Reclined Figures, 1992

Sepia and pigment on levkas, 50 x 65
Threa Figures, 1892

Sepia and pigment on levkas, 50 x 65
Dialogue |, 1982

Sepia and pigmeni on levkas, 65 x 53

. God's Fool, 1992

Combined technigue on levkas, 6% x 80
The Running Man. Il, 1982

Acrilic and Indian ink an papes mounted on
canvas, 995 x 151

. Sleep |, 1882

Sapia and pigmeant on evkas, 35 x 45
Sieep Il, 1982

Acrilic on carnvas, 132 x 178

Composition V, 1992

Acnlic on canvas, 81 x 71

. The Family. |, 1982

Combined technigue on levkas, 110 X 95
The Family 11, 1992
Sepia and pigment on levkas, 85 x 50
Composition VI, 1992
Combinad technigue on lavkas, 80 x 65
Path, 1992
Sepia and pigment on levkas, 65 x 50
Sleaping in Front of The Mirrar, 1992
Sepia and pigment on levkas, 80 x 65
Composition |, 1992
Sepia and pigmant on lavkas, 50 x 60
Multifigured Compaosition Il, 1992
Coloured ink and pigment on paper mounted on
canvas, 99,5 x 151
Dialogue |1, 1992
Sepia and pigment on levikas, 65 x B0

THE "MYTHOLOGEMS - I" PERIOD

Standing Figura |, 1882
Acribe and Indian ink on cardboard, 21 x 16

Sitting Figure |, 1892

Acrilc on canvas, 51 x 41

Standing Figure II, 1992

g ¢ g8 8
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361.
362,
363.
364,

an.

arz.

.

ar4.

375.
376.

arr.

Acrilic and Ink on cardboard mourted
on canvas, 96 x 70

. Sitting Figure II, 1992

Acrilic on canvas, 101.5x 76.5

Sitting Figure IIl, 1992
Acnilic on canvas, 1085 x B8.5

. Sitting Figure IV, 1882

Acrilic on canvas, 1225 x 95

. Sitting Figure V, 1992

Acrilic an canvas, 76 x &1

. Sitting Figura VI, 1882

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

. Sitting Figure VII, 1992

Acrilic on canvas, 76 x 61

. Sitting Figure VIII, 1992

Coloured ink on paper, 30 x 23 5
Sitting Figura [X, 1982
Colourad ink on paper, 28.5 x 20

Standing Figure |1, 1892
Colourad ink on paper, 31 x 24.5
Sitting Figure X, 1992
Colounsd ink on paper, 27 x 23.5

Leaning Figure, 1982

Actilic on paper mounied on papes, 118 x 100

Sitting Figure XI, 1992
Colourad ink on paper, 18 x 18

Sitting Figure XII, 1982
Acrilic on paper mounted on canvas, 143 x 895

, 1992
Acrific on canvas, 41 % 305

THE "MYTHOLOGEMS - |I" PERIOD

Reclined Figure, 1992

Acrilic on cardboard mounied on canvas, 70 x 89
Walking Figure, 1982

Acrilic on canvas, 107 x 86

Figure, 1992

Acrilic on canvas, 107 x BB

Standing Figure |, 1992

Acrilic and Indan ink on cardboard mounted on
canvas, 100 x 70

Composition, 1892

Acrilc on canvas, 80,5 x 655

Standing Figure II, 1992

Acriic on canvas, 1085 x 88

Sitting Figure, 1982

Acriic on canvas, 107 x 80

Opposition, 1992

Acriic on canvas, 178 x 132
THE "JOINING TOGETHER" PERIOD

Dialogue |, 1982
Acrikc on canvas, 90 x 110

Dialogue I, 1992
Acrisc and Ink on cardboard mounied
on canvas, 100 x 120

Composition |, 1992

Acrilic on canvas, 142 x 132

Composition I, 1982

Acnilic on canvas, 111 x 86

Compasition 1ll, 1992

Acrillc on paper mounied on canvas, 99.5 x 153

378. Dialogue Ill, 1882

379

Acrilic on cardboard maunted on canvas,
91 x70

Compaosition IV, 1992

Acnilic on cardboard mounied on canvas,
86 x 102

380.
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393.
384,
395.
396,
297,
g8,
388,
400,
401.
402,
403,
404,

405.

Compasition V, 1882

Acrilic on cardboard, 79,5 x 66

Compaosition VI, 1992

Acrilic on levias, 65 x BD

Compasition VII, 1982

Acrilic on canvas, 1575 x 132

Composition VIII, 1982

Acriiic and Indian ink on cardboard, 21,5z 225
Composition X, The Tower, 1992
Acrilc and Indian ink on cardboard mountad on
canvas, 100 x 85,5

Composition X, 1882

Acrilic on canvas, 141 x 180

Composition XI, 1982

Actilic on canvas. 213 x 177

Composition X1I, 1992

Agcriic on canvas, 167,52 183
Composition XIIl, 1992

Acriic on canvas, 87 x BE

P. Goolbekian Collecton, London
Composition XIV, 1882

Acrilic on canvas, 80 x 108

Composition XV, 1992

Acrific and Indian ink on cardboard, 66,5 x 88,5
Composition XV, 1992

Acriic and Indian ink on canvas, 51 x 41
Composition XV, 1992
Acritic and Indian ink on cardboard mounied on
canvas, 87 5« 65

THE "METAMORPHOSES" PERIOD

Compaosition, 1992
Acrilic on canvas, 91 £ 78
Reclined Figure, 1992
Acrilic on canvas, 76 x 81
Figure |, 1882
Acrilic on carmvas, BY « 71

A Group, 1982
Acrilic on canvas, 81 « 75
Dialogue, 1982
Acrilic on canvas, 81 & T8
Fhum‘ll. 1983
Acrihc on canvas, 100 x 20
Figure Il 1993
Acrilic on canvas, 168 X 152
Figure IV, 1983
Acrilic on canvas, 100 x 80
Figure V, 1893
Acrilic on canvas, 100 x 80
Figure VI, 1983
Acrilic on canvas, 100 X 120
Figure VI, 1933
Acrilic on canvas, Bl x 71
Figure VIII, 1983
Acrilic on canvas, B1 x 71
The Great Compaosition, 1993
Acrilic on canvas. 200 x 270



BNOTIrPA®USA

1937 Pogwnca 4 mapta 8 Epesane, Apmenwa. Orey llopuc Xa-
YaTpsaH Oebin akTepoM-mobuTanesd, MaTe BapTyw - AOMALIHAR
xoaarka. Crapwwuma Bpar AnebepT cTan coOnNUCTOM
rOCYAApPCTEEHHOR XOPOBOW KANennw, WMEET 3BaHWE
“HapoHei apTreT ApMeHuia’

1944-48 YuuTca B HauansHoR WwKone,

1951 MocrynaeT B xygomecTeeHHOS yyunuie. Moknioued
HBPEe3 HECKOMbKO MECALEB 38 HECOrMACHE C NPMHUMNEMW Yue-
GHOR NpOrpaMmel.

1952 B naTsaguaTuneTHenm soapacTe enet s Epesana 8 Mo-
cKBY W NTeHMHTPA] ANA 3HAKOMCTBE C MYSERAMK.

Mo so3spawennn B Epeaad mHoro pucyet. flenan wabpocku ©
HATYPbI, NPMBNEKAET BuuMmakke Masctpo Epeanga Kodapa -
Xy AOHUKA-HOBATOPA, COANATENA Ky AONBCTBEHHOMD NPWHLKWNE
“‘peinture dans l'espace” ("MMBONWCE B NDOCTPAHCTBR), YenoBe-
KA TParvyeckol NUIHOW W TEopYeckon cyasbsl, MNocne sosspa-
weHun B 1936 rogy w3 Mapuxa, rge oH NPOREN CEOK MONo-
A0CTh, Kouyap Bein penpeccupoBad. Kak xynomHWK nomywmn
OPUUNANEHOE NPUIHEHWE TONBKO B KOHLE ¥uaHWn. Ero cxyne-
ntypa "Oaswg CacyHckuid” cTana cMMBoONoM ADMEHWW, a8 Ma-
cTepckan B Epesade npespaweHa B my3ed. Kodap cTaHoBHTCA
APYrom W QyxoBHbIM yuuTenem Pygonetha, aHakomuT ero c
UBETOM APMAHCKOW WHTENNUreHUWn - nosTom AseTikom Mcaa-
KAHOM, XyaowHuKoM ApyTioHom Manedyem, aktepamu Barpa-
moum Manasadom, [paqus HepoecaHoM, nesyoM ApMeHaxom
Tep-ABpamaHoM W mHOrMMI Apyrimu. OBLBHWE ¢ HUMK CTENo
NOANMHHOR akagemwen Pygonsta.

'&'!DRMT W3 CeMbM C LEenbkid HAYATs CAMOCTOATENLHYID MW3Hb,
CHaMaeT KOMHATY, rae HAYWHASTCA 8ro TBoOpYeCKHun NMyTh.
YETpavaaeTea Ha BpeMEHHBbIE DaboTh.

1953 3uakomuTes ¢ xyaoxHuKoM Maptupocowm CapessHom.

1955 Brepsoie yHacTeyeT B pecnybnNAKaHCKON BLICTABKE.
PafoTel NPUBNEKAKWT BHAMAHWE OOUWECTBEHHDCTH.
MoABARIOTCA N2pBLie paLeHani

1957 Ha nepeom thecTreane MONOAEMKM ApMEHKA NonyYaeT
HPOH30EYID MEAANE 38 CaRWIO NOPTPETos.

1958 Xenwurca Ha [xemme CaaksaH,
1959 PompaeTtca gok4s Wura.

Ha mexgyHapogHon ewicTaske B Bexde Bo BpeMAa cegsmoro
BecemupHoro doecTuBans MoNogemKn M CTYOEHTOE HarpaxgaeT-
cA DpoxzoBsol Megansio 3a paboty TopTpeT CTyABHTIKM".

272

1841, Cemun: otay flopsc Xavarpes, Gpar Ansbopt (peepuy). Pygonsd, mats
BapTyuw

1941, The family: father Loris Khalchatrian, brother Alberd [above). Rudoll
mathar Variush

1960 NpuxaT B Cowna Xyaoxuuxkos CCCP.

1961 CoapaeT cepwio NOPTPETOB BbiAANWMXCA ABATENEA
KYMbTYPEl ADMEHWA ANA BLICTABKY COBPEMEHHBLIX XYADKHAKOR
B FoCYAapCcTBEHHON KapTWHHOA ranepee ApMmedwW. Manepenq
nNpuoGpeTaST BCE BLICTARNEHHLIE paboThl.

B Ha4ane WecTMOecATLIX ML0E NepexHEaeT HECKONEKO TEOP-
Yeckux aTanos, O7 KPATKOBPEMEHHOTD YBNEYEHWA KyGUIMom K1
CIOPPEANMIMONM HAL0MD NPUXCOWT K WOee "OTHPeTeX thopm™
B 31 rogs! MONOADE NOKONEHWE XY A0KHAKOB Ha4MHEET HOBbIN
aTan B COBPEMEHHOM WCKyccTEe Apmerun. Cpeaw nepebix y4a-
CTHAKOB OBUMEHWA - Xy Q0KHUKH MuHsac ApeTtucad, PyGed Aga-
nad, Maptud MeTtpocan, Pyaonoth XaqaTpAH, WCKYCCTBOBEA
Mexpux VIrMTaH K Apyrve.

1962 WasecTHbin NBHWHTPAACKWR IMINK W KonNekyWoHep
Abpam YygHoscknA npueawaeT 8 Epesad gnA snaxkoMmcTea ©
TBOPYECTEOM MONOOLIX ADMAHCKUX XYOOXHWKOB W NOKynaeT
pee pabotw Pygonedga, B 1o e Bpems HadqvHawT
NPMOOPETATE B0 KAPTUHLI MIBECTHBIE KONNEKUHOHEPH
A. KagembrRd - Anonnod, akagemnk [, BYHaTan u gpyrie,

1965 3uakomuTcA B Epesane ¢ DpaHLYICKUM XyOOMHWKOM
Haxom Nypca, npucyTCTBYET NpW aro BcTpesgax ¢ Kovapom, cny-
LIABT BOCNOMUHAHWA O NAPHMCKWX Xy A0KHWKEX HAYAMNE BEKE.



BIOGRAPHY

1837 Born on March 4 in Eravan, His father Loris Khatchatrian
was an amateur actor, his mother a housewife. Elder brother
Albert became soloist of the State Choir of Armenia, was
awarded the title "People’s Artist of Armenia”.

1944-48 Goes to primary school.

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

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

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

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

1953 First meeting with the painter Martiros Saryan.

1955 Takes par In the Republican Exhibition for the first tima.
The exhibited works receive public acclaim and favourable
criticism.

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

1958 Marries Jemma Saakian.
1959 Daughter Inga born,

Awarded Bronze Medal at the Inlernational Competition in
Vienna for the “Portrait of a Student”,

1960 Enters the Soviet Artists’ Union.

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

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

1862 The well known Leningrad physicist and arts collector
Abraham Chudnovsky comes to Erevan o see the young
Armenian artists' works and purchases two works by Rudolf
The Erevan famous collector A. Kademian - Apollo,
academician G. Bunatian, and others start buying Rudoll's
paintings at the same tima.

1965 Meets the French artist Jean Lourca in Erevan, lislens lo
Kochar and Lourca remembering their Paris youth and the
artistic life of the early 20th century.

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

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

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

1967 Daughter Mariam (Moke) barn.

1867. Epesad. Pyatnsd B MAECTEDCKDA
1967, Erevan. Audolt in his studio




Monywaer cepebpAHHLIW NPU3 Ha BTOpoM (ecTuBane
MONoAEXW ADMEHWK 33 NONOTHO “MaTepuHcTeo”,

Bnarogapa xopaTancTey Maptupoca CapeaHa nomyyaeT kKeap-
TURY W MAcTepCKyio B EpesaHe

1966 MpuHumaeT y4acTwe B BuicTaske "Pogwka B nponase-
[LEHWAX BDMAHCKWX XyaoxHukos”, Mpara

1967 PomaaeTtca godb Mapuam (Moko)

AnaxomuTca ¢ Cepream MapagxaHoBsiv, B 3TO BPEMA CHAMaID-
Wik B ApMeHni thiunes “LiseT rpasara’.

1968 Typuctuaeckan noeanka e MNepmanuio. Bonswoe snevar-
NEHWB HA XYAOKHUKA NponasoauT [lpesgeHckan lanepes w
ocofieHHo anTape lNykaca KpaHaxa B Beamape.

1869 Coasgaer NOpTPET BENWKOID apMAHCKOND KOMNO3WTopa
Komuraca k npaagHosasmio ero 100-netwa, MopTpeT yaocToeH
NEPBOI NPEMWA MUHIUCTBPCTBA KYNBTYREL ADMEHN,

B nogmockosxom flome TeopuecTsa “Cenex” genaeTt cepuo
nwtorpaui, KOTopbie NOABEPraltTcA KPUTUKE CO CTOPOHE
pyxosoacTea Cowaza Xygomuwkos 3a hopmanuan, Haxogures
Ha rpaHl wcknio“enna w3 Cow3a v apecTa oTNeYaTaHHoro
THpaXa.

BerpedaeTca c TeaTpansHoW xyaoxavuen Hatanven WUnan-
Aep.

1970 YuacTteyeT B BuicTaEke “OT YpapTy A0 HAWWX aHeR” B
Nyapa, Mapux.

1971 Nepeeaxaet B Mockey. MenwTcA Ha Hatanwe WHangep,
ycwiHOBNAET ee cwiHa Boesonoga.

Ha Bcecowaron BoicTaBke B Mockse Gnarogaps coagateno
My3sen cospemenHoro mckycctea Apmerinn Mexpuxy Wrntany
NONY4YaeT BOIMOMHOCTE BRICTABNTE COPWIOD PUCYHKOB, KOTOPbIE
BLIBBAT AWCKYCCHIO CPEOW XYAOMHWKOB W KPUTHKOB. “AB-
TonopTpeT” u ‘Moprpet Cesn” npwobperaeT TpeTeAKoBCKAA
ranepes. Ha4wHaBTCA HOBLIA NEPVOJ B TEORHECTBE. XY A0MHHK
LEMAMKOM NOCBALUAET CEORA PUCYHRY

1872 YuacteyeT B eeicTanke “XypoxHukn Jakaskasen” 8 bep-
nuKHe.

1973 Poxaaetca aous NycuHs
1974 HauuHaeT CTPOUTE MOCKDBCKYIO MACTERCKYID,

1975 Yuacteyer B sucTaske “TpMHAOQUATE XYAOMHAKOB M3
Apmerwn” B Tanepee cOBREMEHHOND WeKyccTEa, BonoHeA.

Bumecte ¢ weHon eget 8 bonrapwio, rge Haranua pabotaet
XYODHHAKOM M0 KOCTIOMAaM Ha chemkax (hunbma “Pycanouka”.
3rta noe3agKa Nojapwna MHOro Apy3ei cpegd Gonrapckon
WHTENRArEHLMK.

1976 3axaHunBaeTCA CTPOWTENLETAO MACTEPCKOM

3HakomuTeA ¢ Ancbepto Mopaswa n Yunoawonm CapoRHom,
Pucyet noptpet Caposxa

1977 Brnepenie BLIBIMAST ¢ KEHOW NO YACTHOMY NPUrNalwe
HWio B Mapwx. BeTpevaeTeA © XygaoHHUKamMn HaHom Kapay w
Harcemom. CoagaeT GONbILYIO CEPWIO 38KA3HBIX NOPTDETOB

MPUCEOEHO 3BAHWE JACNYMEHHOMD Xy AOMHUKA ADMEHHA.

1978 Mepeans nepcoHansHas BuicTaBKa B Mockee B 3anax
Coioza XynowHukos CCCP. MNMoxkasbiBaeT PUCYHKH, CO3aaHHbIe
38 NocnefHWe NATs NeT
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YyacTeyeT B BoicTaBke “[lBeHAILUATE COBPEMEHHEIX XY O0MHN-
k0B 13 Apmernin”. Hiio Mopk.

YuacTteyeT B BeicTaeke "COBpeEMEHHbLIE XYAOKHWKW W3
Apuennn’. Fanepes COBPeMEHHOr nckycoTea, fuccabom

1979 22 anesapn 8 Epesaqe cioHsanca Epeang Kouap.

MepcoHansHan euicTaska B Jlemwnrpage 8 sanax Cowosa
Xy QowHWKOS.

MepcoHansHas BeicTABKA B My3ee 3anagHoro WCKyCcCTea.
Opecca.

YuacTayeT 8 suicTaBke “24 apmAaHckux xygoxHuka wa CoseT-
ckoro Corsa w Gpadumn’, NoHgaoH

Bo npeMn aTopoi noesaku Bo PpaHywio B MNapu¥e BHOBb
scTpesaeTcs © YiuneAmom CaposHoM Ha npasgHoBasvn cTone-
TUA BENMKOrD BPMAHCKOrC NONKoBoAua AHAPOHWKA, NOXOPo-
HeHHoro Ha Knagbuwe Nep-Nawea. 3xakomuTca ¢ LWapnem As-
HaBYpOM Ha KOHU@pTe nesua s 3ane "OnuMnda’.

1880 Ha nepcomansHOW BuicTaeke B Epeeade nokassisaeT pa-
BoTel 1972-80 ropoe. CepuA NnopTpaTos npuobpeTaeTes
My3eem COBPEMEHHOMD WCKYCCTRS

YyacTeyeT B BuiCTABEKE "Boigaowwecs pYyCCKHE XYOUMHMKK
peaguatoro cronetws”, Hermitage Gallery, Nongos,

MowcKy HOBOTD KAYECTEA PUCYHKA NPUBOGAT K OTKPLITMO. Hauw
HAET PUCOBATL CENWEN HA MPYHTOBAHHLIX NEBKACOM AOCKAX.

1864. Epeaar. B wacTepckon y Munaca Asetwoana. Cnesa Hanpaso: Pyaons
Xavugrpesd, Musac Asetecas, Epaaqg Kosap

1964, Ergvan. In tha studio ol the panter Minas Avetisian. Lefi o rght: Rudolf
Khaichatrian, Minas Avetisian, Ervand Kotchar




Makes the aguaintance of the film director Sergei Paradjanov
wha was shoating “The Colour of Pomegranate” in Armenia.

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

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

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

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

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

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

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

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

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

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

1976 Moscow studio linished. Makes the acquaintance of
Alberto Moravia and Willlam Saroyan. Draws a portrait of
Saroyan.

1977 Together with his wife goes 1o Paris for the first time on a
private visit. Meets the painters Jean Corzou and Jansem, Does
many commissioned partraits.

Awarded the titie “People’s Artist of Armenia”.

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

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

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

1979 Ervand Kachar dies on Jan. 22. in Erevan.

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

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

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

In his second trip to France meels William Saroyan again al the
Cenlenary Celebration of the greal Armenian commander
Andronik, buried at the Pare-Lachaise cemetry. Makas the
acquaintance of Charles Aznavour after his performance at the
“Olympia” concert hall,

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

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

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

1983 One-man exhibition at the Museum of Modern Art in
Erevan. Shows drawings on levkas created in 1980-1983. “Sell
Portrait” 1881, "Portrait of the Arbist's Wite®, and "Window. The
Sludio” are purchased by the Musaum

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

Receives the litle "People’s Artist of Armenia”

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

1979. B Aplagiisd
1879 In Armenia.




1983 MepcoHanbHan BoICTAEKA B My3ee COBPEMEHHOID WC-
kyccTea B Epesane. BuicTaBnnAeT HoBbie paboTel HA Neskace,
cospanHbie 3a 1980-83 rogw. Mysen npwobpetaer “AsTo-
nopTpat” 1981 r., ‘TlopTpeTr Medsl” 1 “Okxo. MacTepokan.”

1984 Hoeoe aganve MocygapocTeeHHoro My3es WCKYCCTE Hapo-
Ao Boctoxka 8 Mockae - "om JlyHvHa” - OTKPLIBAETCA peTpoC-
NEKTUBHOW BLiICTABKOW Pyaonstha Xa4vaTpaHa

MonyqaaT 3gaHne "HapoaHsiA Xy aoHUK ApmaHun”

1885 MepconansHan BeCTaska B [JeTPOATE CTANA NEPBORA No-
CNEBOBHHON BLICTABKOW coBeTCKOro xygomunka 8 CLUA. 3na-
KOMKTCA C Anekcom W Mapw MasykaHamn, WIBecTHeIMK oOule-
CTBEHHBIMWA QEATENAMA U MELUSHETAMW, KOTODLIE NPMOBPETAIOT
CEPUIO KapTHH ANA CBOErO MYy3eA,

MepconansHan suicTasxka B Heritage Gallery, Noc Anmenec.
BecTpedaeTch CO CTApPbIM 3HAKOMBIM, KOMMEKUWoHepom Anon-
NOHOM, KOTOPbLIA B HEYANE CEMMOECATLIX Mo408 IMKTPUpOBaN B
CLUA,

1986 Monyuaet 3onoTyio Mepans Ha 3akaskasckon Buaxxane
8 ThunucK.

BeTpeya © Apkaguen PalkvHBIM, KOTODLIA BNEPBELIE COTNaLE-
eTcA No3NpoBaTh ANA NOPTPeTa.

1987 fenaet noptper M.C.MopGadesa no 3axkasy wypHana
“Taium”,

1988 NepconaneHan swcTaska 8 [ome XyfoxHuka B
Epesane. Fucy,qap::‘raanhan KApTUHHAR ranepes ApMaHiKn
npuoBpeTaeT cepuio NPoWaBaaeHHiA XyaowHuka. Cpean Hux -
“AsTonopTpeT-88" v TlopTpeT xygomHuUL! MuHe Onescxon”,

Coapaet Honslwyo KAPTWHY “LIB8Th"™ NAMATY MEpTE TRarewm
8 CymrauTe.

Ha LleHTpansHoM TENEBMGEHAN CHAMAETCA QUKYMEHTANEHLIA
thnem “"ABTONOPTPET” O TBOPYECTEe Pygonsha XavaTpaHa.

1989 MNepean noeagka ¢ weHoR B NoHaoH,

SHAKOMWTCA ¢ 0OWECTEEHHEIMW AEATENAMW W NPEANPHHHMATE-
nAMK GpaTteamn CuamanTto v Bare KapaneTtaHami.

BosBpaWaeTcR K WAeAM "OTKPhITEIX hopM”, CO3aaeT cepuio
paboT Ha eBaHrensCkue cikeTsl, OtwecTaeHHLe 3a00TH Ha-
HHHAIDT OTHAMATE CMHULWLKOM MHOMD BpeMeHun. F‘ymnbd) MNPHHW-
MaeTt npurnawesve Bare KapaneTAHAa HA BPEMA NEpeexaTth B
Noxpon. MonyyaeT cneywansHoe paspeleHe Ha NPoXuBaHue
1 patoTy B BenukobpuTaHuu.

HauuHaeTcn HOBRIW 3Tan TBopYecTea - "MeTamopdioasl.

1990 B Nowgon npueaxaet Hatansa ¢ godepso. C npueanom
CEBMbBI XYA0MHAK Usnikom oTaaetcA pabore. MoyTw oTwens-
HWYEBCKWA 00pas MU3HW NAET BOSMOMHOCTE BLICTPO Peanusso-
BLIBATL BOIHHKAIOWME 3aMbICNbI,

CTaHOBWTCH NOYETHEIM SNEHDM EHI’HID—EIFJMH-IE‘H’.OI;I ACCOUMBLINN,

anGOHEnhHEH BbICTABKA B peanieHUHWK AHXHBHHCKGHE
Kentepbepunckoro, Pofepra Pancw, Nodgod.

YyacTteyeT B BoicTaBke "COBETCKWE W UPNaHACKWE XyA0X-
Hiaku”, Mansion House. QyGnus,

1991 Vuacteyer B BeicTaRKEe "COBPEMEHHOE BPMAHCKOS
wokyccran”. New Acadamy Gallery. NoHaos,

Y4acTBEYeT B MEXAYHAPOAHOR BhicTABKE "Onumnua-91°,
NoxaoH.
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1860. Oemb OTHpLITAA BolCT Ak B Epesare, Criena yanpaso, sewn Hatanes,
Acs Mapwam. Pyaonsd Xauatpaw, cein Beesonog, mate Bapryw, 6pat
AmtepT, orey Nopus

18930, Opening day of the exhibition in Erevan. Lefl 1o right: wite Nataka, daughter

Mariam, Rudoll Khatchatrian, son Vsevalod, mothar Varush, brother Alben.
father Loris

1984, BucTaexa Pygonsba XavaTpasn 8 MOCYQEpCTEEHHOM MY38e WOKYCOTE
wapoaos Bocroks 8 Mockes

1984 Exhibition of Rugol Khatchatrianr's works at the Moscow State Museumn of
Origntal At

Apryct. Eper 8 EpesaH Ha NOXOpOHL! MATEpH.

1992 3naxkomutca c Gaponeccon KaponaiM Kokc, wasectHOW
CBOSA MHPOTEOPYECKOW ASATENLHOCTBID, PUCYET &8 NOpTpeT.
OTHOWEHWA ¢ YeTon KOKCoB NepepacTaloT B Tennyl apymay

YuactayeT B asicTasxe "[lsa sexa rpacwkn” Ha MansTte.

TpéTeero ceHTABDA NEPEHOCHT OBLWWPHbLIR KHDAPKT MUOKAp4a.
Yepes ABa MBCALE HEYMHEET HOBYIO CEBpWID paboT.

1993 B nauane wioHs npueswxaet B Mockey AnA NoAroTosxu
PETPOCNBKTHEHOW BhicTaskk. Co3gaeT cepuio KOMNO3WLMA
GoMbWOro paamepa.



One-man exhibition at the Heritage Gallery, Los Angeles. Meets
the old acquaintance Apollo, who emigrated to the US in the
early 1970s

1986 Awarded Gold Medal at the Transcaucasian Biennale,
Thilisi.

Gets acquainted with the great actor Arkadi Raikin, who sits for
a portrait for the first and last time in his life.

1987 Draws a portrait of M.S.Gorbachov, commissioned by the
"Time" magazine.

1988 One-man exhibition at The Artists' House in Erevan, The
Mational Arts Museum purchases a number of works, including
“Self Portrait - 88" and portrait of the painter Inna Olevskaya.

Draws the big still life "Flowers” in the memory of the Sumgait
victims

A documentary about the artist and his works is broadcast on
TV - “Self Portrait”.

1889 First trip to London together with the wile.

Meets the public figures and businessmen, Siamanto and Vage
Karapetian.

Gets back to the "open foerms” conceptions. Creates a series of
works on the New Testament themes. Public activities begin 1o
be a strain on the artist's time. On the invitation of Vage
Karapetian, Rudolf takes the decision to move to London for a
time. Recelves permission for temperary residence and work in
GE. Begins the "Metamorphoses” series.

18980 Natalia and daughier come to Landon. Reunited with the
family, the artist goes into work entirely. Secluded life adds to
the intensity of his creative activity.

Given Honourary Membership in the “Anglo-Armenian
Association”

Private viewing of paintings by Rudolt Khatchatrian in the
Presence of His Grace the Archbishop of Canterbury, Rober
Runcie

Participates in the axhibition "Sowviel and Irish Artisis”, Mansion
House, Dublin.

1891 Takes part in the exhibition “Contemporary Art From
Armenia’, New academy Gallery, London,

Takes part in the international exhibition "Olympia-91". London.
Goes to Erevan in Aug. to attend his mother's funeral.

1992 Makes the acquantance of the Baroness Caroline Cox,
draws her portrait. Relationship with the Cox couple becomes a
warm friendship.

Participates in the exhibition "Two Centuries of Graphic Arts”,
Malta

Sufters heart attack on Sept. 3. Two months later starls a new
serias of paintings.

1993 June. Arrives in Moscow o prepare a relrospective
exhibition. Makes a series of large compositions,

18985. Pyponsdy ¢ Mapw w Anexcom Maryxarame Ha psctTasxe o Jetpoire, CLIA
1985, Rudolf with Marie and Alex Manoogian al his exhibition in Detroit, USA

1980, Nowgos. Apxwanuckon KasToepbepuwickuil Pofepr Pancik oTxpwaaeT
BeCTRENY Pygonutha Xavarpara. Cnepa crouT conpetaps AMrmo- ApMaHCROR
ACcoUmauMKM OaeTT Badun

1990, Londan. The Archbishoap of Canterbury Robert Runcie opaning the viewing
of Rudolf Khatchatrian's works. Standing loft: Secratary of tha Anglo-Amierican
Association Odefie Basi

1883, Nosgod, B MEcTepCKOl © CeHon Boesonogom
1983, London. With his son Vsavsiod in the studio
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