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0, 4T0 No Gonbwomy c4eTy camoBbITHLINA, YHUKANbHLIA, HU Ha KOTO He NOXOXWIA MON APYT W XYA0XHWK
Pyaonsd Xayatpax opapeH Borom, npuyeM MHOrOKpaTHO OQApeH, Y MeHA HUKOrAa He Bbi3bIBAN0 COMHEeHWR
¢ nepeon faBHen BcTpeyn ¢ ero pabotamu. fl Bonble yAMBNANCA M BOCXMLLANCA TEM, KK OH PacnopsiKaeTcs no-
CNaHHBIMK eMy Hebecamu He3aypRAHBIMW TanaHTaMK 1, npexae Bcero, ero rnyBouaiiwen NPogeccMoHanbHon
1 MOpPanbHOM OTBETCTBEHHOCTBLIO CO3NAaTL B Mobom focTynHom emy BUAe TEOPYECTBa: B rpaduke, KUBONWCK,
CKyNnbNTYpe, B MHOrOMepHbIX GUnocodckn HEOAHOIHAYHBIX NPON3BEABHWUAX NOCNeAHWUX NeT.

HuKaKon BHeluHen pUcoBKK, BOreMHON NPETEHLWWO3IHOCTH, XENaHWA BCTaTh B NO3Y HENPepeKkaemMoro Mascr-
po... NMnws pabora, pabora 1 ewe pas paboTa BHE 3aBUCUMOCTH W OT OPULMANBHON MALONOTMHECKON KOHBIOHKTYPbI
COBETCKMX BPEMEH, M OT HOBOMOMHBIX TEHEHNIA 1 PbIHOYHON CTUXMM HALWNX AHEN.

Mpwu 3Tom paboTa BOMCTUHY FApMOHWYECKAn, NOPOXAEHHaA NOBYNMABHWRMMW AyLWK, CEpALA, BENEHNAMK
NUYHBIX MY3, @ HE YMOIPUTENbHBIMWA KOHUENUMAMMK, CO3AAIOLMMI Y HEKOTOPbIX, B TOM YMCNe N HelaypaaHbIX
MacTepos, UAMo3uo NpMobiieHus ux k Goram ONUMNa COBPEMEHHON XYA0KECTBEHHON XKN3HW.

TexHWYEeCKWe HOBaLMKM XavaTpAHa, BPOAe PUCYHKOB MO NeBKacy, CXOAHLIX € MOHOXPOMHOW XUBOMNWCLIO,
MM MHOTOMEpHbBIE, CAMOPa3BUBaIOWMECs NOACOGHO KHUBLIM OPraHU3MamM MHCTANNALUWK, KOTOPLIM, AYMAETCA, HET
aHanoroB B NPaKTMKE MMPOBOTO MCKYCCTBA, TAKKE HE OTHOCATCA K YMCTO 3(hdeKTHbIM hopManbHbIM Npuemam, a
oNpeaensioTCA ero NMYHbIM U YHUKaNbHbIM AYXOBHbIM CAaMOpa3BUTHEM.

MHe He flaHo npeayragaTts pasmax n HeobbiyHocTe Byayumx oTkposennin Pyponbda XauatpaHa, HO To,
4TO OHM CTAHYT COBBLITMAHBIMU ANA OTEHECTBEHHON M MUPOBOW KYNbTYPbI, A B 3ToM yBexaeH. [laHHan nepcoHant-
Haf IKCNO3MUNA TBopeHuA Pyponeda XavaTpAaHa — nyyiwee ToMy nogrsepxaeHune.

Buue-npesngeHT

Poccuinckon AKagemuin XyaomecTs
/ és’—Lfﬁﬁ’ f”aﬁ 0 i

T.T.Canaxoe

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

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

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

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

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

Tair Salakhov
Vice-President
of the Russian Academy of Arts



K:mﬁ‘m'l Hacmoswuit xydoxcnuk swaem o cebe Bee. H 9mo nawiHaemica oMeus pano.

On npospeBaent cBow cydvby, Beeeda owgyrgaem cBoe dBuwenue,

Beauxux aprvcmol we ywam uepamp, Beukux nucameneit — rucantv. OmKPuImme « aysumocs »
HeAbaR. A Xawampan dbuwemcs x omxpwmuno, Bom, cobembBenno, eeo dopoea.

Kakoe cwacmve Gump camum coboit, cosnabany cBoe macmepembo, nocmueams u nocmeans
3aHObo Maitivt WusH, HO ( NOHIMANTE, M0 Ye20-M0 MAK 1 He Y3Hdews Hukoeda,

Y mex, kmo Bepen cebe, kmo ne yemaen «omkpubanmuvs mo, 4mo saroxeno 8 neeo npupodoil,
NOAVHACITICA.

Ozagnuce t youdwu: Bce udem max, kax mot dyman. Kak mit 3HAA euie MAABMUKOM,

1 darve Gydem max, Kax nado. Imoe dopoza. Teneps mu nodusaca Bwcoxo u Buduus darve.

Toavke u Beezo.
Muxauwa POWIHH, NHCATEAR

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

No one can teach acting to a great actor, and writing to a great writer. No one can teach "revela-
tion”. And Rudolf Khatchatrian's progress is towards revelation — this is his chosen path. It is bliss
to be yourself, to be aware of your mastery, to reach for the mystery of life

again and again, and realize that there will always remain something vou can never know. Those
true to themselves, who never tire to disclose what was given them by nature, cannot fail.

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

Mikhaii Roshchin, writer

F

B«'}wux ne acfkacy Pydoaspa Xawampina — cenus uan caHeuna — MOHOXPoMHIT 1o cyecmtly
npousBodum neoxudannoe Bnesamaeniie HOAUXPOMHOCIN, Do npoucxodum nomomy, wmo Geao-
crexctviit Actkac cBemumnca usnympu, cBem mepuaem, nepeaubaemcs Mexdy wWmplxamu, uzpaem wy-
decryn poab — xax vt ybodum spumers 6 newgepy, 2de Araadun us «Toicswt w 0dHol Hows 06pea
muozoubermtvie bozamcmba. Kawdwii, kmo Gudex paGomm Pydosnpa Xavampana, ocmpo ougyugaa
amom Bexuxorenniic sgepexm, 8 mom wucae u g — 6 e2o mockoBekon macmepexoit, S we XyOuRHUK,
beausna aebkaca... u Bee-maxu ne do konya nonumaenun, Kaxumu e ewe cpedcmbamu smom s¢-
dexm docmuizaenica. 3dece maumca wewmo wydecroe,

Apcenni Tapkoscknit, noar

Rudu.‘f Khatchatrian's essentially monochromatic drawings on levkas — sepia or red chalk — look
unexpectedly polychromatic. This happens because the snow-white levkas radiates from within, shim-
mmers and glimmers between the lines. It plays a wonderful role — seemingly luring the viewer into the
cave where Alladin of the “Arabian Nights* found his multi-coloured riches, Evervone familiar with
Khatchatrian's works is acutely aware of this formidable effect. So was I, when visiting his Moscow
studio. I.am not an artist. The levkases whiteness... and still the mechanism of the effect escapes you.
There is an element of miracle here.

Arseni Tarkovsky, poet






B mactepckon, Mockea, 1999

In the studio. Moscow, 1999



EEX¥] Ponwvinca 4 mapra 8 Epesare. Orew Nopwuc Xadat-
pAH — akTep-nobutens, MaTte BapTyw — AOMOX03AMKA.

YSUTCA B HaYanbHOR WKONe

EEXZT Nocrynaet B xyAOKECTBEHHOE YHUNULLE. MCKMIOHEH
HEPE3 HECKONBEKO MECALER 33 Hecorna-
CHe C NpuHLMnami ysebron npo-
rpamMmel

EEXF] B nstHapuatunetHem
| Bo3pacTe yeaxaeT U3 Epesada
B8 Mockay u JleHuHrpan onsa
3HAKOMCTBA C MYy3eamMI.
No soaspalieHuy B8 EpesaH
mHOro piucyer. [lenan Habpoc-
K € HaTypbl, NDUBNEKAET BHW-
MaHue masctpo Epsanga Kowapa
— AYAOXHWUKA-HOBATOpa, CO-
30aTENA XY OOKECTBEHHOID NPMH-
uwna “peinture dans l'espace”
il | (exvBONMCL B NpOCTpaHCTaE),
HenoBexa TParM-Heckon NMYHOM 1 TBopHeckon cyasbel. Ko-
4ap CTAHOBMTCR APYrOM ¥ AyXOBHLIM yuuTenem Pyaonsda,
IHAKOMMT €70 € UBETOM aPMAHCKON MHTENNUMEHLIMK — NO-
3ToM ABeTkoM WMcaakaHom, xynoxHukom ApyTioHom Ma-
neduemM, akrepamm Barpamom ManasaHom, Ipaqma Hepce
CRHOM, NMesuom Apmeraxkom Tep-ABpaMAHOM W MHOTMMIA
ApyriMiA. OBLLBHME C HUMK CTAN0 NOANMHHOW akafemren
Pynoneda
YXoaMT M3 O0Ma € Uenbl HadaTh CAMOCTOATENLHYIO
*i3Hb, CHAMABT yron, rAe Ha4YWMHAETCR ero THOPHecKuia
NyTe. YCTPaWBaeTCA Ha BpeEMEHHbIe paboTel.

P'vADARRY IECTE MOCRTIEH
Epenan, 1937
I'||.I.||||I! at skx months

EEXE] Nepean acrpeya ¢ xymoxHakom Maptupocom Capb-
AHOM

EEXI3 Bnepssie yvacteyer 8 pecnyBnukaHckon BbicTas-
ke. PaBoTl npuenexanT BHuManve obuiecreesHocty. Mo-
ABNMIOTCA NEPELIE PELEHINN,

EEXF] Ha nepsom dectieane Monogexu ApMernn no-
ny4aer BPOHI0BYIO Meank 3a CEPUIO NOPTPETOR.

ECXT] kevutcn Ha Oxemme Caakau.

EEIE] Poxaenue nosepw WK

Ha mexayHapoaHon BoicTaske B Beve BO BpemA CeibMOro
BcemupHoro pectBans MONOASKW i CTYABHTOR Harpaxaa-
eTcA BpoHIoBOM MENANsIo 3a paboty «MopTper cryneHTkA».

EEXTd Npuwar 8 Coos xygoxHnkos CCCP

2937 Rudolf Khatchatrian (K) was born on the 4th of
tarch in Erevan, Armenia. His father Loris Khatchatrian
was an amateur actor; Vartush was a
housewife

his mother

1944~-48 K qoes to
primary school

7951 K enters a
Liberal Arts School,
gets expelled in a few
months due to the
unwillingness to com-
ply with the regula
tions of the teaching
program.

W anosopoansil Gpar Npasr. Epesas, 1940
Brothers: elder brothor Albert, Rudolph

Bpatis: crapanei Gpar Asiepr, Pyaoasd ‘
and their cousin Grant. Evevan, 1940

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

Back in Erevan, he does a lot of drawing. While making
sketches, K was noticed by maestro Ervand Kochar — a man
of tragic fate, the avant-garde artist and inventor of the
peinture dans l'espace technique. Kochar becomes K's friend
and spiritual mentor. He introduced him to the most eminent
members of the Armenian intelligentsia, among others — a
poet Avetik Isaakian, painter Arutiun Galenz, actors Vagram
Papasian and Gracha Nersesian, singer Armenac Ter-Abramian
Meeting them was K's
“true Academy”
During these years K
separates from his
parents to start an
independent life. He
does different tem-
porary jobs and rents
a part of the room,
which alse becomes
his first studio

Cesind Xarkarpania: oten Aopuc, Gpar Assbepr,
mate Baprym, Pyaoasd (sany), Epesan, 194)
Khatchatrian's family: father Loris, brother Albent
mather Vartush, Rudolph (helow), Erevan, 1941

1953 First meeting with the painter Martiros Sarian

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

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

1958 K marries Jemma Saakian

1959 Daughter Inga is born, Kis awarded the Bronze Medal
at the International Art Exhibition held during the Seventh

F World Youth Festival in Vienna for the Portrait of a Student

9



B croen mactepoxon

C Apyisamie, Cneea Hanpaepo
CHAAT: PyAonsg Xa4aTpaH,
Pobept nubekan, Mwixan
HazapaH, ApTo HYakmaxk4as,
Munac Agetucad, MNeqpux
Wrwrad,; ctour: Maptus
RetpocaH. Epesad, 1968

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

Ha nepaom nnaxe: MuHac ABeTMCAH,
Pynoned XavarpeH, Epeaqa Kodap,
Megopr Mpuropad (QxoTmo)

-'lF]‘\Ir--lﬂH_ 1':1[_‘?-

C evHopexuccepom Cepreem NMapamxaHosaiv. Epesad, 1967

With film director Sergey Paradjanov. Erevan, 1967

Minas Avetisian, Rudalph Khatchatnan,

Er
[Giotto). Armenia, 1965

and Kochar, Gevorg Grigoran



EEZ0 Coanaer cepuio
NOpTPETOB  Bhigaw-
LMXCA OeATeNen Kyhb-
TYypbl ApPMEBHMMA ONS
BLICTABKWM COBPEMEH-
HiIX Xy A0XHUKOB B [0
CyONapCTEEHHOW Kap-
THHHOW ranepee Ap-
MeHWK, anepes npu

B marrepoxoi Mapripoca Capmania
Epenan, 195%

In Martiros Sarkan's

obpetaeT Bce BbICTaB

tocdioy, Erevan, 1959

nemHele pabotsl

B Havane WecTHABCATLIX MOM0B NEPeXMBAET HECKDNbKD TBOp-
YeCKWX ITdanos. OT KPATEOBDEMEHHOTD ':,i’BﬂE“—!E—,"HI.fIﬂ nyﬁmmom
W COpPeaniiiMom Ha
AOnro NpyuxognT K
wpee
dopme. B 3t roow
MOMOACE MOKOneHue
XYOOXMHUKOB HauuHa
BT HOBBIKM 3Tan 8 Co-
Bp-E'M@HHDM WMCKYCCT-

COTEPBITEIX

AyAcEEiE Py

Rl AL LA VAT

Geas Asastang, Pyaoakdy X YA, rRADCIE ae APMEHHH C_DE"HH
anireacT Nenops bek-Temypan. woeyocT -
Bea Tliwoe Arasin, necareas Hosahp Aas i”«-‘pﬂ‘mx \"”atT"'-M";OB
MER, Apserrn, 6] N 2
With friends. From left to it artist Kuber ABVXKEHINA Xynoa-
: Mg s o | kKM MiHac ABetu
vk Bek—Te

Atamian
Wlarriban. Afr

cAH, PybDen Apansad,
Maprue  MetpocaH,
Pynoned Xaqarpad, wokycoreosen Medpux MaTaH v gpyrie.

mistoran wrten

EEIZ] Vaeectrbim neHmHrpancknin r3nk v Koniekumo-
Hep Abpam YyaHoBCkWA npresxaeT 8 Epesad Ans 3Ha-
KOMCTBE C TRBOPYECTEOM MONDALIX apMAHCKMX XYOAOXKHM
KoB 1 nokynaer nee pabotel Pygonsda. B 10 xe spems Ha
HWHAIOT NpUOBpPeTaTk Bro KapTn- " :
Hbl W3IBECTHLIE KONMEKLUWOHEpkI
Anonno KaaembRH, aKagemuik
[ byHataH 1 gpyrue

EEIZ 3Hakomutcs © dpaHuys
CKUM RyaoskHWUKoM Xadom Nypca
B EpeBaHe Ha ero NepcoHansHow
BLICTABKE, NPUCYTCTRYET NPK ero
pcTpedax ¢ Kouapom, cnywaer
BOCTIOMUMHEHWA O NAPWKCKMX Xy-
NOXHWKAX Havana eexa

MNony4aeT cepebpAHbIv NpU3 Ha

L Epmaniaomg. Korsa o
Eperaan, 1962

With |

BTOpOM fIECTMBANe MONOOEXY
Apmern 3a nonoTHo «MaTtepiH- vand Kochar
Eivvan, Tad

CTBON

11

1960 K enters the Soviet Artists’ Union

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

In the early 1960s K lives through several creative stages
After a relatively short-lived romance with Cubism and
Surrealism he arrives at
the “open forms” period.

artists opens the new
phase in the evolution of
contemporary Armenian
art. Among the first artists
to begin the movement

C pexncoeposm Bapaanom Axsemaimom y
CBOpN patior b }.j|n:r'.||u-|-'

1, Epemat
or Vol

rascpes Apsiie-
il )

Witk il ¢

i Adferiilan next

are Ruben Adalian, Minas

ﬂUEr_If.tﬂTll RUdGlF Khatl:hf}[- to his pain he State Pichure
Gaalbery of Armenia. Erevan, 8ol

rian, and art historian and |

critic Genrikh lagitian

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

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

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

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

™67 Daughter Manam (Mokao)
is born. K makes an acquaintance
of a film director Sergey Paradjanov
who at the time was filming The
Colour of Pomegranate in Armenia.

1968 Trip to East Germany. The

B smacrepceod v Mimach

Dregden z"-ﬂn"”-lger Galler\', and Anericaii, Cacsa nanpano
. Pyaiasdd Xauarpeoe, Megag
especially the Lucas Cranach altar Nuervca, Fpsans Koeuap

Epwmai, I

In Minas
From bett to righe; Rk -i|-||

Khatchatrian, Minas Avetisian,
Ervand Kochar, Erevan, 19

at the Weimar Stadtkirche leave a
profound impression on the artist,

Wwetlshan's stucdh



C Xexon Hatawen, 1974
With wife Natasha. 1974



EEZF Npuxumaer yuactne g BoicTake «PogMHa B NPow3-
BEAEHMAX aPMAHCKWUX XYOOXMHUEKOBY, ﬂpara

EEXFd Poxpevivie poqepn Mapuawm (Moko)
JHakomutca ¢ Cepreem MNapagxaHoBbiM, B 3TO BDEMSA CHK
MaloLmM 8 Apmerui dinem «LiBeT rpaHaran

EEF] Noesnxa 8 Nepmanmio. Bonbwoe Bne4atnesmne Ha
XYMOKHUKA Npou3soauT [ipeaneHckan ranepen u ocoben-
HO anTapb lykaca Kpanaxa B Benmape.

EEIE] Coapnaet noprper BenuKoro apMAHCKOro KOMNO3u-
Topa Komutaca k npa3gHoeaHuio ero 100-netma. Moprper
YOOCTOSH NepBon npemuK MuHucTepcTea kynbTypel Ap
MEHIA A

B noomockosrom Home TeopHectea «Cexexs» Aenaer ce
pUrIo nuTorpadui, KOTOpLIE NOOBEPraloTCH KPUTHKE €O
CTopombl pykoBoacTea Cow3a xyooxHukos 3a dopma-
nia3M. HaxoauTca Ha rpadin MckmoHeHus 13 Coo3a 1 apec-
Ta OTNe4aTaHHoro TMpaxa.

EEXLDY vuacteyer & soictaske «OT Ypapry A0 HawwMx
OHens B [lyape, Mapux

m Nepeeaxaer 8 Mockay. KeHUTCA Ha TeaTpansHOW
XyAoxHMUE Hatanuu LLiHanaep, ycelHOBRART ee ChiHa Bee-
ponona

Ha Bcecow3How BhiCTaBke «XYAOKHWKMA 3aKaBKaiba» B
Mockee Gbina BhICTABNEHA HOBAEA CEPWA PUCYHKOB, KOTO-
pbie BhI3BANKM OCTPYIO OWMCKYCCHMIO CPEAW XYOOMHWKOB W
KpuTHKOB, «AsTonopTpeT» W «MopTpet Ceabiv npuobpera-
eT ip@TbﬂKOBCK&ﬂ ranepes, HauuvHaeTCR HOBLIM NepMol B
TBOPYECTBE. XYAOKHWK LUBNMKOM NOCBRLLAET CeBR pUcyHKY

m Yuacrayer 8 |
BhiCTABKE « Xy O0MKHW-
3axkaBkaiba» B
BepnuHe

EZ£3 Poxaenve po-

depu Nycuds,

KEZZY Hauwvnaer

KW

.. Hiy ok riaii MepooraaLion RdCTansm
CTPOMTL: MOTKOBCKYIO Epsaraa Kosapa n [ocyaapornctinnm My
e o i) MCEVOCTH DO Bocioka., Mook, 1972
Mdrjtp(.h?ﬂ With Ervand Kochar st the opening of the
one-man show at the State Museum of
m \fl'lqa":TH'y"?T B Orlental Arts, Mowcow, 1972

BeICTABKE «TPUHAAUATE XYLOXHMKOB M3 ApMeHunns B Tane-
pee COBpeMeHHOro MckyccTea, BONoHLR

EEFLF 3akaHyvBaeTcR CTPOWTENLCTEO MAcTEpCKOM,
IHakomuTcs ¢ Anpbepro Mopasua v Yunbamom Capos-
HOM. Pucyet noprpet CapoaHa.

13

1969 [ draws a portrait of the great Armenian composer
Komitas on the occasion of his Centenary. The portrait Is
awarded The First Prize by the Armenian Ministry of
Culture

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

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

C apyisumm 0 yarreses. Couasr: Fames Xowwrpan, Epsaia Keeap, Coapras
Esrvesiumg crour: Fempos Twrpasees, Pyacsed) Xasmrpas, Tenpax Hormmm
By [ascTan; CroaT o BTOpoM pErAy: Amor Ok Wi Babuiang, M

\wericEn, [loroe Afrmasie Epesai, 1971
With friends and teacher. Sitting: Gayane Khatchatrian, Ervand Kochar, Spartak
Kitekhmsian; standing: CGenrikh Tigranian, Rudolph Ehatchatrian, Genrikh
Igithan, Viuve Galstlan; standing In the wcond row; Ashot Ovanesian, Yary
Ha

lan, Minas Avetisian, Pogos Aytaian. Erevan, 1971

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

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

1973 Daughter Lucine is born
1924 K starts building his Moscow studio.

1975 K participates in an exhibition Thirteen Artists from
Armenia at the Modern Arts Gallery in Bologna
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EEZZd Bnepesie BoieaxaeT ¢ XeHO 1o YacTHOMY NpUrnaLLe-
w0 B Mapux, Borpedaetos ¢ xyaoxHinkamii KaxHom Kapsy n
Karcemon. Coanaet BoONbLLYIO CEPUIO 3aKa3HbIX NOPTPETOR

MNpWceoeHo 38aHKe «3aCNyRKeHHBIA XYO0MKHAK ApMeHnKMD

EEEZLT Nepean nepcovansHas BuicTaeka 8 Mockee 8 3anax
Cowaa xyaoxHvkos CCCP. MNokaibiBaeT pucyHKW, CO30aH-
Hble 33 NOCNeaHWe NATL NeT.

Y4acTeyer B BeicTaBke «flpeHafuars COBPEMEHHBLIX Xy~
AOXHWKOB 13 Apmerins, Heio Mopk

¥Y4acTBYeT B BhiCTagke «COBPEMEHHBLIE XYAOXHUKK 13 Ap-
MEHWIL, [anepes COBPEeMEHHOTD WekyccTea, JTvccabon,

EELEY nepcoranbhan Buictaka B8 JleHMHrpage 8 3anax
Comw3a xyQoxHWKOB.

MNepcoHansHan BbicTaeka B Opecce 8 My3ee 3anagHoro
MCKYCCTBA. ;

YyacTeyeT 8 BhicTagke «24 apMAHCKMA XyOoxHvKa W3 Co-
seTckoro Colo3a u Qpanumie, JIoHAOH,

Bo spema aTopon noezakm so Dpakuvio B MNapyxe 3Haxo-
MuTCH © LLapnem AlHasypom.

Ha nepco-
P-FEJ'II:HDI';"I BhiCTaBke
& EpeBane nokaisi-
gaer pabote 1972-
1980 ropoe, Cepun
noprpetos npuob-

petaetca  Myseem 2
Neporanking BCTERCE B AR O Xy AN Ri- |
COBPEMBHHOND MC-  |uon Apserning, Caena Hanpano; Pyaosid Xaarpa, |
lergmix Mk, exyasirmop Apa Uiwpay. Epesap, 1960/
KyccTaa. Ome=mai shisw. From beft to dght: Rudolph Khatchat- |
‘}""‘laCTB'}'ET B Bhl- |Ii.J||, Gamurikh lgitian, sculpdor Ara Shiraz. Erevan, ["M'll

CTapke «BuOAIOWMECA PYCCKME XYO0KHMEW OB3AUATONO
cronetuar, Hermitage Gallery, NoHgoH.

MNouckk HOBOMD KaYeCTBa PUCYHKA NPMBOAAT K OTKPLITWO. Ha-
HHAET PUCOBATE CENWEIN Ha TPYHTOBAHHBIX NEeBKACOM LOCKaX,

EEEEY NepcoHansHan sbicTagka 8 My3ee CoBPEMEHHOM UC-

kyccrea 8 EpesaHe. BeicTaanAeT HoBke paboTel NO neaxacy,
co3paHHbie 33 1980-1983 rogsl. Mysed npuobpetaet «AsTo-
noptpet» 1981, «MopTper xedbn 1 «OkHo. Macrepoxan»

Hosoe 3ganwe [ocypapcreeHHoro My3es MckyccTs
Hapopos Boctoka 8 Mockse — «[lom NlyHnHa» — oTkpbiBa-
ETCA PETPOCNEKTUBHOM BLICTABKON Pyacnsda Xavatpana,
Mony4aet 3gaHre tHapoOHbIA XYOA0XKHAK ApMEHUME,

EEIId Nepconanbhas Beictaska 8 [etpoire, 310 nepsan
BbICTABKA COBETCKOND XynoxHuka 8 CLUA nocne «xonog-
HOM* BOMHBL, 3HAKOMWTCR ¢ Anekcom v Mapu ManykiHamm,

1976 K meets Alberto Moravia and William Saroian, and
draws a well-known portrait of Saroian

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

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

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

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

C cupopm Bopsoaoaom
Mockma, 1979
With son Vsesvolod

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

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

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

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

Moscow, 1979

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

1983 One-man show at the Museum of Modern Art in
Erevan. K shows drawings on levkas created during the
periocd of 1980-1983. Self Portrait (1981), Portrait of the
Artist's Wife, and Window. The Studio — are purchased by
the Museum,

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

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

7985 K5 personal exhibition in Detroit becomes the first

v3BecTHbIMK obleCTBEHHLIMK ABATENAMKU M MeueHatamu, # exhibition of a Soviet artist in the USA after the end of the
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C Apranuem Paiikiibiv 8 mactepcxois Pyponsta. Mocksa, 1986
With Arcady Raikin in Khatchatrian's studio. Moscow, 1986

C Mapw 1 Anexcom MaHyksHaMW
Ha NEpCOHAaNBHOW BLICTaBKE
Netpoart, 1985

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

C 3neaapom PAIAHOBBIM HE OTKPLITAN
MEpCOHANBHOM BLICTaBRM B [0CYAapCTREHHOM My388
WCkyCcTe Hapofos Bocroka, Mockea, 1984

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

C Apy3efni. Cnesa HanNpaeo; XyaosHIK AxonicaH
Faprboxanan, 3tvorpad Neson ABpamax, ceyneniop
Bnapumup Nerpocan, Pyaoned Xavatpan. Epesan, 1986

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



KoTOphIe NpMoDPETaoT CEDUID KapTWH ANA CBOErD My3es,
MepcoxanesHan esicTagka 8 Heritage Gallery, Noc-Anpxe-
nec. BcTpedaeTcA €O CTapsiM 3HAKOMBIM, KONNEKUWMOHEPOM
Anonng, KOTOPbIK B Ha4ane ceMUOBCATRIX FMOO0E IMKUMPK-
posan 8 CLUA,

EEEI3 Nonysaer 3ono-

TYIO Mefans Ha 3akas-
kazckow bBuennane B8
TBunucu

Bcrpesa © Apkapgvem
ParukuHbiM, KOTODBIW
BENEPBbIE COrNaLLaeTcH
Jno3wnpoears ANA Nopr-
peta

Ha Crepsrmmm epooHaARHER BRCTRNEN
© EYPHAIAMOTOM H-.‘..J\_Ilqll[ulll AVHATEIIM
W-AAKEALY, 1S
At the opening of the one-man shiow with
lournalist Viedimilr Dunaev, Los Angeles, 1985

E="2d Lenaer noprper M.C.lopbayesa no 3akaly xypHa-
fia «Tamme

MepcoHansHan BuicTagka B Epesare B JJoMe xymox-
Hka, MOCYAAPCTBEHHAR KAPTHHHAR ranepes ApMeHMK nprob-
PETAET CEPMIO NPOV3BENeHMA XyAomHWKa. CpaiM Hiax —iAB-
TonopTpeT-882 1 «llopTpeT cxynbnTopa MHHLI ONeackoms,

Ha LieHTpansHOM TENeBUOEHMKM CHMMABTCH Jlﬂri}'h.ﬂ:_'HIa}'!belﬁ
unbm «ABTONOPTPET: O TBOpHecTee Pynonsda Xa4atpaHa,

Nepsan noegka c M
#EHOW B JTOHOOH.
IHAKOMWTCH € OBLLECTBEH-

HibIMIA [IBATENAMIA 1 Npen-
npuHUMatenamy BpaTtesa-
M Cramanto v Bare Ka-
paneTAHamMM
Boaspawaercs 8 Mockay
Tparudeckne cobeITUA B

i Ha ilt'lllll.'IJ ALFEOH BhLICTanke. CACsa !I.J-:
| mpamo; deororpady Ao, HCKYCCTROBES, |
| lofoe Arakamid, AT ATV PROBEA hiemont |
III-:'F-||H|| Pymosash Xararpar. Epesai 1o |
Al the pne-man show, From left o |

DD}]HU‘I;‘I AF}MEHHH - C'y'l‘ul right: photograpber Edmaon, art histo-|
rlan Pogos Atanian, literatur |'_I.\:I:II_|]|:
ramT, Il'iﬂima'[:‘){'-m- CTRAWIHBIE | evan Nerwsian, Budolph Khatchatrian, |

semnetrpacedms.. Pygonedy L Fron. B

NPYHUMAET YYaCTME BO BCEBOIMOKHBIX aKUMAX NOMOLLA
CBOEW poauvHe, HeonHokpatHo noceluaet Apmedno. B co-
CTOAHKMK OYWEBHOO 1M HMIMHeCKOrD NOTPRCEHWA Co3adeT
BonbLUYID KOMNO3WLMIO «LIBETEI HEBMHHBIM XepTBam Cym
ramrar. HadmHaet uvkn paboTt Ha eBaHrenbckuMe cloxeTsl. B
3to TRxenoe ana Pynonsda spems Bare KapaneTtad npurna-
WaAeT ero Ha BpemMA nepeexats B JOHOOH ONA OTAbLIXA W
TBOpHeckoir pabotel. Pynonsd nonydaer cneymansHoe pas-
PELIEHWME Ha NpoxMBanue 1 paboty B Benukobpntarnia,
Ha41HaeTCA HOBBIW 3Tan Teop-ecTBa — «MeTamopdoabis.

Em B JloHgoH ripue3dxaet xeHa Hatawa ¢ no4epsio
NycuHa, C NpUesnoM cembd XyOOKHUK LUENWKOM OTA3ETCH

11-| "Il.|'|||1l||| BRACTARR B JA8aN Loiie KVADET kO \l"“‘l (LT T ] II||IZ|I|II1II
woerin Horamm, acers Mapeas, Pyaoasd, cun Boenosos, sars Bapmom
crapumen Gpar Assfiepr, omen Aopuc. Lpewan, 1980

With family at the exhibition opening at the Armenian Artists’ Union exhibi
tlon halls. From ket to dght: wife Natasha, daughter Myriam, Budolph, son
Vievolod, mother Yartush, elder brother Albert, father Loris, Erevan, 1980

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

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

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

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

1988 One-man show at The Artists’ House in Erevan. The
State Picture Gallery purchases a number of works, includ-
ing Self Portrait-88 and Portrait of the Sculpter Inna
Olevskaya, .
A documentary Self §
Portrait about the artist
and his art is being made
by the central Soviet TV
Channel.

1989 First trip to
Lﬂﬂdﬂn Wllh h|5- VVﬁE- Ha IR PPCOM AL O |||J.-'..|r||-.|'
[; h:"-\.ll-rlll-‘lll."hl‘l AMRTOPHIAM b AR
K meets the prominent AeTROMT, 1985
pubh( f|gUrE5 ﬂﬂd bUS'I' At the one-man show with collector Dy
Belian. Detroit, 1985

nessmen, Siamanto and

Vage Karapetian.

Come back to Moscow

Tragic events in native Armenia: Sumgait, Karabakh, terri-

# ble earthquakes.. Rudolf Khatchatrian takes an active part
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Apocmenieckon Kesmepbepaiocmt Pobepr Pancon omkpodmset B Cmoei poasoys
tw mcTanky Pyanakba Xavarpama. Caema CORRCTAH: ARTAC-APMEHCRON
oo Oaerr basea. Noriace, 199
Hobert Runcie the Archbishop of Canterbury opening Rudalph Khatchatrian's
exhibition in his residence. Lefiz secretary of the Anglo-Armenian Asociation
Chette Bastl, London, 1990

pabote. NMoyty oTwensHUYEckMia 06pa3s XM3HM 436T BOIMOX-
HOCTL BLICTPO PeanM30BLIBaTE BOIHMKIOLLME 3aMbIChbl, CTa-
HOBMTCA NOYETHEIM YNEHOM AHIMO-2PMAHCKON ACCOLMaLMKA
MNepcoHansHan BbICTABKA B Pe3IMOSHLWMK apXWENMCKONA
Keutepbepuinckoro Pobepra Pancik. Nonpox

Y4acTBYeT B BhiCTaBKe «COBSTCKWE M MDNAHACKKE Xy 00X
Hukue, Mansion House, QyBnud

EEEX] v4aciayer B BeicTapke
«CoBpeMEHHOE apMAHCKOE
New Academy
Gallery. NoHpoH

Y4acTeyeT 8 MEXAYHAPOAHOW
BBICTaBKE «QnMaMNMA-91e
Noxgox

ABrycT. Enet 8 Epesad Ha no
XOPOHbI Matepu

MCKYCCTBO®

B owacteponof. Aomaom, 1991
I #he studie, Lomdom, 199]

EEEE] 3nakomutcs ¢ Baponeccon Kaponand Koke, nise-
CTHOW CBOBW MUPOTBOPYECKON OBATENLHOCTLIO, PUCYET ee
noprper. OTHOWeHKA ¢ 4eTol KoKCos NepepactanT B Ten-
nyio apy=6y

YdacreyeT B BoicTagke «[laa seka rpadakn» Ha ManeTte
H'E"Ii.r‘dt.ﬂ[.}ﬂ Hd NEPEHECEHHYIO TRAENYID EJ{]HF."EHIJ, Yepei osd
MECHLId Ha4MHaeT HOBYIO Cepuio paﬂm.

EEZE] B Haqane wioHs npuelxaer 8 Mockey ons nogro-
TOBKM PETPOCNEKTUBHOW BLICTABKW

MNepcoHanbHan BeicTaeka B LleHTpansHoM [lome xyooskHN-
Kd, BENOYMBlIas 8 ceba Bonee 1000 npowseeneHwn, co-
3AaHHLIX B 1950-1990-e roaw

& warm
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in various aid initia-
tives to support his
native Armenia. In
a state of an emo-
tional and physical
shock K paints a
large composition
Flowers to the
Innocent Victims of
Sumgart.

O APyros PEARKCOM ANHSANNOM I #00
Amoriong i Adranos —

EpecTHmsasi Pyaoasdpa Xirurpama, 1988

With [riend Felix Dane

AETIMI

Sirmul-

an and his children Akop
nd Liana — Rudolph Khatchatrian's godchildren, 1998

taneously K begins |__

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

A new creative period commences — Metamorphoses

Seres

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

K receives The Honorary
Membership in the Anglo-

o coniis ApTyTOM

— ITPEATPIHMITEAR A
i Meticiaiom Bare Kapaneraos
N iacii, TSR
With friend businessman and patron of
art Vage Karapetian, London, 1990

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

K participates in an exhibition Sowet and [rish Artists at the
Mansion House, Dublin,

1991 Ktakes part in an exhibition Contemporary Art from
Armeria at the New Academy Gallery, London, and an inter-
national exhibition Olympia-91, London; in August goes to
Erevan to attend his
maother's funeral

1992 K makes an
acquaintance of the
Baroness Caroline
Cox and draws her
portrait. The rela
tionship with the

i

TepEad 0w oA, 1992
Studio in Finchley. Lomdon, 1992

Coxes grows into a
friendship.



MepcomanpHan BeiCTagka B
lNocygapcreexHoi TpeTERKORCKOM
ranepee. Cnesa Hanpaso: 3sapn

ApakenaH, Pynonsd XauatpaH,
AnwGept Xavatpad. Mocksa, 1997

.'i-.
I

"
{
L
wilid
i

= “Hf One-man show at the State Tretyakov
= Gallery. From left to nght: Edouard

Arakelian, Rudolph Khatchatrian,
Albert Khatchatrian. Moscow, 1997

B MacTepcron. Cnesa Hanpaso: Ao4s fiyouys, weHa Hatawa, Pyponsd) Xasatpas,
HesecTka Onera, BHywxa Katr, ceiM Beesonog, eHyx Aptem. Mockea, 2001

In the studio. From left to right: daughter Lucine, wife Natasha, Rudalph, daughter-in-
law Olga, granddaughter Katya, son Vsevolod, grandson Artem. Moscow, 2001

—

MNepcoHansHan BuiCTaska B [oCyAapCTBERHON Bcrpesa ¢ apy3bamd B [lome-my3ee Cepren MNapagxanosa. Cnesa Hanpaso:
TpeTeRkOBCKOW ranepee, Cnesa Hanpagso Larex Xavatpan, Axon Axonad, Medpux Mnemad, Apryp MNenewsas, Neson
Pynoneth Xavatpax, BUktop Akoenes, Hukonam Tyxukan, Pynoned Xasatpad, Pobept 3nubersn; crout: Kaped Mukaznas
Cnecapes. Mocksa, 1997 Epesan, 1998

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

Erevan, 1998



EEER] B uects 50-netwn Oprammsaumn OOGbeavHeHHbIX
Hauwmi Pyaonsd XasatpaH or umern PecnyBnikin ApmeHus
npenoaxec B Aap caoe Gonsiwoe nonotHo aCoenuHeHmes.

g | |
TR

Ha macranse § Mocvasporsesisol TPorisKonckon rusepe
Cacna sangans: Casmpes Oraneciy, Pyaostd Xavampen, Denpos B
Boenoaca Xawarpan, Aanbepr Xauaipani, Aeson Afipaven. Mocesa, 1997
At the exhibition at the State Tretyakov Gallery, Fromm kelt to fight: Samvel
Oganesian, Rudolph Khatchatrian, Gi ririkh Igitian Waevolod Khatchatrian
Albert Khatchatrian, Leveon Abromian. Moscow, 1997

EEXFd Yrasom Mpeanpenta Poccuinckon Depepauvi
5.H. EnbumHa B caaam ¢ BO-netvem Pynoned) Xa4aTpad Ha
rpaxaeH opaeHom Opyxbul Haponos.

MepcoHankHan BeiCTaBxka B HalWoHansHOW ranepee Ap-
MeHnK, NocaaweHHan 60-neTrio XyAoKHWKE
MepcoHanbHan BsicTaska B MOCyAapCcTReHHON TpeThAKos-
CKOR ranepee. MHUUMaTOpoM 3ToR BhicTasku Buin TanawT-
NABLIA KONNEKUMOHEep, NpeanpuHumarens 1 Bnuakwe
apyr Pyponsga — Buktop Axoenes.

EEET] Teopueckan noeiaka 8 Mcnanmo.
EEEE] Teopueckan noegka 8 Mrannio.
[ Rl ] YaacTeyer B coafading Con3a apmaH Poccn

B nocnenHee epemMa Pyaonsd, oTaaBan AOMAHOE peannc-
TWHECKOMY DUCYHKY, aKTuBHO paboTaet Hag pazsuTvem v
TEeXHWHeCKkMM BONNOWEHKMEM NPOCTPAHCTBEHHBIX MHOTOD-
MepHuix obbexTos. Beget cepheanyio WCCnegoBaTenbokyio
paboty Hag TeopeTrHeckn -PUNOCOMCKMM 0DOCHOBAHNEM
CBOMX M30BpaInTENbHLIX MAEH M METOOOB

K participates in an exhibition Two Centuries of Graphic
Artsin Malta

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

1983 In the beginning of lune K comes to Moscow to
work on the preparation of a retrospective exhibition,
One-man show at the Central House of Artists, Moscow
The exhibition included mare than one thousand works
made between 1950 and the 1990s.

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

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

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

show

Ha BTHHMOERD © APYVTOM UIARTTM
Ilareansbiiinast. Mocrma,; 1998
At the exhibition opening with
friend Oleg Shandybin
Moscow, VK

1998 Trip to Spain
1999 Trip to ltaly.

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

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

& methods and ideas.

21



C xextw Hatawen u nucatenes Muxannom PowiHBbm
Mocksa, 1999

With wife Natasha and writer Mikhail Roshchin. Moscow, 1999

C kpecTHiUeR — xynokHukom Kapuor Arababan. Mockea, 1999
With goddaughter - artist Karina Agababian. Moscow, 1999

C apyrom — axanemvxom Nesoxom Mupyardom, 1999 -

With friend academician Levon Piruzian, 1999

C novepsio Nycwna
v 3RTEM CypeHom
Mocksa, 2001

With daughter
B MacTepcon ¢ ApyroM Anekcanapom JaKapanom Lucine and son-in

Mockaa, 2001 law Suren
Maoscow, 2001

In the studio with friend Alexander Zakarian
Maoscow, 2001



C xedon Hatawen, Pum, 1999

With wife Natasha. Rome, 1999

B bapcenose, 1998

In Barcelona. 1998

C 3aTem — XyN0RHAEDM Baranonm PysenaHom
u sHykom Pyponsom. Mocesa, 2001

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

C poviepsio Nycuka. Benedwa, 1999

With daughter Lucine. Venice, 1999

B macTepCkor © IATEM
PeXACCEPOM ARYTIOHOM
.J.l*i'l‘l-i'l‘-i'“ A A BHYHKON HapiaKa
Mockea, 1999

In the studho with son-in-law

,ﬁ[“]l_.lu“ [J!.I|.||:l.|l|

and granddaughter Nanne

Mascow, 1909 Christerng of grandson. From left to rnight: son Vsevolod, granddaughtes Anush, daughter
Lucine, granddavaghters Lavinia and Nanne, daughter Inga, son-m lawy Vagan, datighter Mariam,
goddaughter Karnna, grandson Rudolph. Moscow, 1940

Kpectiisl BHyea. Cnesa Hanpaso: Cwd Beeponogl, BHyuxa Axyil, 1o4e Nycuns, sHy-km NasuHms
Hapina, faoMe Wira, asms Barad, foss Mapiam, kpecriiia Kapaia, Bayx Pynonedy. Mockaa, 1999




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






MCKYCCTBO PYAOJIbDA XAHATPHAHA

Mup, 3aTanBLINCE, XAET XyAOKHUKA. Tak NycTbiHA MeYTaeT o Aoxae, nyTHWKK ob oasuce, ropbl o xpa-
Max Ha UX CKNOHaX... MpoCTo YAMBUTENLHO BUAETL W 3HATL, Kak Bor paert Bcem Aap CMOTPETL Ha MUp, a
HEeKOTOPbIM M Ha4YaTb ero PUCOBaTL, NPUYEM YXe C AeTCTBa. 3ayem, NpaBaa, Noka euwe HescHo. Boxun
NPOMBICEN TYT NEPBOHAYanbHO CKPLIT, M ByaeT packpbiBaTbCA NOCTENEHHO, W CAMOMY XYAOKHWKY, W
Tem, KTO CMOTPMT, YTO OH AENAET U KaK OH 3TO genaeT. Tak e HAYWHAIOT NeTk U TaHUeBaTh, roBOPUTL
CTHUXAMM 1 COMMHATE MY3bIKY, HO 31eCh BCe e WHOE, MPOCTPaHCTBO 3B8YKa W ABMXKEHMA Tena TROPHMbI B
CaMom MUpe, 3aHMMan B HeM, MYCTb N Ha HEKOTOPOEe BPEMA ONPEENeHHOE MECTO, M TEM CaMbIM Hano-
MUHaRA U O BEYHOM ABMXKEHWW, U O TAMHCTBEHHBIX MENOANAX NPUPOABI, @ TO, YTO AENaeT XYAOMHWK,
WHOrO CBOWCTBA, OH EllLle He BTOPraeTcs B MUp, 8 MWD BTOPraeTcs B HEro, 3acTaBnsan cebs 3anevyaTnerts,

W, KaWEeTCA, HaBeKW,
Benukui, BamHbIA MKT.

BTOPXXEHWE. PEAJIbHOCTb N1

eobbIKHOBEHHAR OCTPOTa IPEHWA NPORBMNACE B PU-

cyHkax Pynonbdha XaqaTtpAHa, CO3OaHHLIX noneeka
ToMy Ha3af. Mbl cMoTpuMm Tenepb Ha Hux, 3abbisas o
NPoLWeAWMX ronax. 4YTo Xe vckan IHOoLWa B 3TWX JOMKKaX
Cpeawn rop, B CunyaTax OAMHOKMX Aepesses, B NWUax Ccra-
pukoe? Mexee acero, kakux-nvbo YpoKoE, eCnun N 3THM
CNOBOM NOHMMaTE Hekue yyebHbie 3aganna. OH He TPeHK-
poeanca, Mbo B 3TOM He Bbino HeoBXOOWMOCTH.

OH pucosan.

Pucosan, ytabil pUcoBats.

#)XenaHue pucoBaTe» — BENMKAA CTPACTL, KOTOPaR py-
KOBOAWT YEMOBEKOM NOMWUMO ro Bonu, v rae Bl oHa Hu Ha-
crvrna ero, oH BepeT B pyku rpuvdiens ¥ TBOpUT, TBopT... CTo-
WT NOMHWTE, HTO NO3TE NOPOA 3a0yMYMBO YEPTAT PAAOM (O
CTPOKaMIW BAOXHOBEHHLIX BUPLLEH MiMkie 0Bpaik CROMX BY-
OeHKK, a Ao4e ropliedHrka 3 Cupaky3s, neredaapran Quby-
faTa, KYCOMKOM YTTIA 3ane4atneBaeT Ha CTeHe TeHb CBDero
BOINKKGNEHHOrD, NOKMAAKWErD ee Hagek. MK, NoaTamM K
AEThMIA PEMECNEHHMKOS, ABVXKET OAHa M T3 XKe CTPacTsb.

ECTb 4 Bl NpuMepsl,

He Hawe neno ceroams c4ntate ux. Ckaxem oaHo, 4T
CIpacTs PMCOBaTL HaCTWMa Pyaoneda XavaTpaHa Ha ero
poawHe, 8 Epesase. | cpasy onpeaendna o ero fans-
Hewwyo cyasby. Cynsby xynoxHWKa, KOTOpLIA NPWUHAN B
ceba obpa3sl 3OO0 MMpa, NPECTasneHHoro nepeg ero
BIOPOM, CTOMTb KOHKPETHO W BnactHo. Mup pewwTensHo
BTOPrancd B Co3HaHwe XadaTpaHa, Tpebya camoro npu-
cransHoro x cebe aHumanus, bo emy Heobxoammo Beino
BiTe 3ane4atnesHbIM MMEHHO 3TUM HAYMHAIOWMM MacTe-
POM, NPMpyYrTE ero Kk cebe. Mup cTan noavpoeaTts. Ero ob-
NW4LE BPe3anoch B NamATe, NPEBRALLARCH B MIMKW NPWMpo-
O, Wx Hano Guino 3athMKCMpoBaTE NEPOM W KapaHAaLLoM,

Tak M Cry4runocs.

Ka3anace AOCTOMHOW BHMMAaHWA kaxaan Dbinmdka y
AOMaE, Kax bl CYHOK Ha Nepese, KaX43A MOPLUMHKE Ha NK-
Le. Kaxerca, 4to naobpasuTensHan cvna Xa4atpana Gecno-
WaaKa, YTo eMy BaxHa Kaxan fetank v cama no cebe, uno
TOM HEPACTOPAMMON CBA3M, 4TO OOBeAMHAET ee ¢ ApyrMKA,
OcTpo 3aTo4eHHBIA rpuent kapaHaawa M Nepo ¢ TYWbIo
NPUCOSOMHAICT WTPKUX K WTPKURY. Tak TKYT KOBPSI, Tak pucy-
10T MacTepa. Ho He KaXETCR NPK 3ToM, 4TO OH, XYO0KHUK,
DeapaianKyeH k Tomy, HTo npeacTasnaet, Emy uHTepecHo Bbi-
THE MMpa Kak Takosoe, OH — cBungeTens BoimvA, npurom
BaXHLIA 1 MIBpaHHLIMA, BaxHEIA CBoRA M3BpaHHocTEw. Co-
MMALATEN M NOKNOHHWK, 3TUM ONPEAENANOCh CaMOOLLYLLIE-
HWE Xa4aTpaHa Kak XyO0KHUKE, C TEX, YXE OaNeKux neT,

Yem Donsiue pocno noHvMmanue 3toro, Tem Donbwe
#CTUNBHOCTA® NPUOBPeTanc ero MCKYCCTRO, KaKOe-TO CXOA-
CTBO € PUCYHKaMK CTapeIX ronnadackux mactepos XVII cro-
NEeTHA POXAAN0Cs CaMo CoBoM Kak HeKan NOAOCHOBA Nowc-
ka Oyoywmx xypoxectseHHen opmyn. TyT, BngWMmo,
CKPLIT 0CO0LIA 33KOH, ONPefenALLMA NYTH Pa3HLIX MacTe-
poOB, BlE NNOXO OCO3HAHHLIA MCTOPUKAMM MCKYCCTBA.

Tak 1 BuHcenT Bad lor, pucoBasiuMiA B Havane ceoe-
ro TBOPHECKOro NYTH € 3KCNPeCCHUBHbIM BEPU3MOM yTNEM W
TYWhio. [TWilb CMYTHO AOTaALIBaNcs OH TOF4a O TOM NaHTe-
HCTUHECKOM NPO3PEHAIK, YTO NOCETUT €ro 8 NOCNEeaHWE ro-
JAbl KMIHK, KOrH3 KOCMMYBCKWE BUXPW TpaHChopmMupyioT
npuBbiHHBIKA 00NMK Hebec 1 OCRETAT 3eMNID 1 NIDOeN HO-
BhiM, eule HebbiBanbiM CONHUEM, C YTRPOeHHOR, BbiTe MO-
HET, YOSCATEPEHHOW IHEPrUen. B ero paHHMx pucyHKax
Mbl TAKXE C NErkocTuio NPUMETAM rONNaHackyio «nog-
Knankys macrepos 30nN0TOro BEKa MMBOMKCK, KOTORIA
cTan u 30noTeIM CTONETHEM pucyHka. Ho nogoBrem ny-
TEM, NpM BCER paiduue pesyneTatos, wen v Canseagop
Janu: or natensHo NpOPUCOBAHHOTO PUCYHKE, YERE3 1e-

CBEXO W OCTpO, C OOpepoBCKUM NMOHWMaHWEM QJDFIM_.. F EYChl MOOHLIX TA3MOBR — K YTEHMIO EBanrenua.
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THE ART OF RUDOLPH KHATCHATRIAN

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

The great, important instant.
INVASION. REALITY 1

he incredible sharpness of vision first revealed itself in

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

He drew..

Drew in order to draw.

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

There are yet more examples.

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

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

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

And so it happened.

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

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

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



KapTvHbl Takux MacTepoB TpebyioT OF 3pUTens aKTva-
HOMO CONepexuBaHunA, B3blBan K YyacTeam. B uctopum uc-
KYCCTBA — XWBOM WCTOPWA, 3 HE HANWMCAHHOM INA YTeHWA —
BCTh CBOW 3aKOHbI, KOTOPLIE YNPABNAIOT Xy AOKECTBEHHOA
BceneHHOM K, MUHYR BCE NPerpasl, 0OX0aR BCe TpammMumm,
BEAYT K CO3L3HMIO NPOMIBEOEHAIA HA Ha HTO HE NOXOMMX,
Kpome, npaega, OfHOW, HO KparHe BAXHOW Tpanuuin; 1a-
TiA OT UCTOKOB, OT NOTPEBHOCTI PUCOBATE K NOWCKAM OTKPO-
BEHWA. PUCYHOK HE CNy4aWHO CHATAETCR yHAAMEHTOM
BCEX MCKYCCTE, W OH, NEACTBMTENLHO, OCHOBA HE TOMLKO
npotheccnoransHas, Ho, NPexne BCero, KoHUenTyankHan.
«Pucosate — no3Hasatb», — BOT (POPMYNa, KOTOPYIO CNEdy-
eT BCeraa MMeTs 8 Buay. [na Tex, o KoM Mbl rOBORWM, pu-
cyHok Bbin hopMoia 3HakomMcTaa € Mupom. EMy obysanuce
CaMOCTORTENBHD, B NPOUECCe KCMOTREHMA — NOHUMAHKAY,
Teneps M 3pUTEND, IHAKOMACH C TBOPHECKIMM NYyTEM Xa4aT-
pAHa, AOMKEH YHUTLCA “CMOTPETE M NOHMMATE»,

XyOOXHWK WM3HAYaNbHO XO4eT BWASTh B OKPYXA0-
LEeM ero Mipe He NpocTo obbekTel Ans 3obpaxeHus, HO
Kax Dbl «MCTOPMIO» C HUMM CBRIAHHYIO, NOACHAIOLLYIO Npa-
BO Ha WX CywecTBoBanme. Yxe cam eoibop 3tux obbekros
NOACHABT MHOTOE. XadaTpaHy xoderca wiobpaxats nuua
CTapyx W BETXWE A0Ma, CTBONLI Aepesbes Be3 cy4bes, no-
HOWeHHEIE BawMakK, Bce 310 yxe NpoXuno cBon Bek, ob-
PEHEHD Ha WMCHE3HOBEHWME, NOMEYSHD 3HAKOM «yX0aar 1
CTano CKOPEE #MamMATHWKaMK» camum cebe, obpazamu,
CMMBOMNAaMK BELEW, NIDAEA W ABNEHWIA NPUPOaLI, BeiNa-
O3I0UMMIA M3 PRANLHOCTIA. XyNOXEeCTBeHHLIA 3MMeKT, Ko-
TOPLIM UCNONL3YET Xa4aTpAH, WOET OT XenaHWa 3aneyar-
nete 0bpa3-npuapak, COXPaHUTL NaMATL O HEM B LUTPMXaX
Ha Bymare. Tak 0fHa K3 «NOJMPYIOLMAS MY PaNUPOBOK
npubuta recagem k crexe, nBo xyaoXHUK HE YBEPEH, 4TO
OHa He KaHeT B BEYHOCTh, He MCHeIHEeT CO BCEM TeM, YTD
OKpYXano ero ¢ getcisa (cM. pucyHox «KomHata, rae po-
Avnca xynoxHuks, 1951), Mpu 3tom Pyaonsd He craHo-
BuTCA BoiTonUcatenem, NOTOMY YTO BCIOAY Haxoaut obpa-
3b1-CUMBONbBIL. 3TH, Ka3anoch Db, HENPUMETHBIE BEWMLL!
— OOKYMEHTbI BHYTPEHHETO CAMOOLLYLUEHWA, 1 XEnaHue
3aneyamneTs WX NATAETCA OrpOMHOA K HAM moBosbio.
Bpocaiowanca B rnasa AoKYMEHTaNbHOCTE — He TONLKD B
cnocobe WHTEPNpeTauWy AeRCTBMTENsLHOCTM, CKONLKO B
CaMOM NOAXOOe K Hel — TyT ¥ BOCKMLUEHWME, M YMEHWE
BIMNAHYTL HA Hee OTCTpaHeHHo. Kak ypanoce AobuTbes
Takoro adpexta, ckasate TRYOHO.

ManeHskwe WCTOPUW BELWER, AOMOB, AepeBLes 1 Nio-
fei cnaraiotca B anoc. OuylaeTca NpUT4esncTs B Nepena-
HE XYO0KHUKOM OTAENBHEIX COXEToR. Takan «boneaHs M-
TOPWEN» HE YAMBUTENbHA B KPaAIo, FE BEKa BabIBAIOT K He-
By 4yepes ropwl U xpamel,

W c 31vm BarnAgom Ha Mup Xasatpax cTan Bopotecs.
B cepvw apTonopTpeTos KoHuUa 1950-X ronos BMAHOD, Kak
OH MCKan COrnacka Mexly MaHepon pUcoBaTs W NPeacTas-
neHnaMm o cebe, 1 3T0 NPUBOAKMND K HOBOMY BHYTPEHHEMY
cornacuio hopm 1 obpazos. bonee Toro, «pembpanHaToR-
CKaR» CTpacTb (MHave BEAb M HE CKaXELLL ) K cO3naHMn aB-
TONOPTPETOB HEBONLHO NOABOANNE XYAOKHMKS K OCDIHE-
HWIO HEOTBPATUMOCTK DEra BpemMeHn..

B 1960-e emy paxo Beino y3wate, 4To GOpMel, CO-
3AAHHBIE XYAOKHUKOM, WMEIOT NPABO Ha M3BECTHYIO CamMo-
CTOATENBHOCTL, NWLLL CCOUMATUBHO HANOMWHAR O peant-
HOCTM, KyDu3am 1 cloppeanuam nomMorim TyT BO MHOTOM,
KyBuam 3actasun cagurats opmel v BANABNATL WX APYr B
npyra, Goppeaniam — cam HeKOrAa Npoweawni kybuctin-
HECKYIO WKONY — He yBOoAR B rnyGuHLl NOACO3IHaKMA, Ha-
Y4UN MENONLIOBETL ANA YCUNeHUA BLIPAIMTENBHOCTH He-
KOTOpGLIE XapakTepHbIe NMpWemsl, ocoberHo, covetanwe
INEMEHTOB tBBINYKNBIX® 1 aCKBO3HLIXY, TOATONKHYN K CO-
30AHWIO RCLEH € hUrypamins, K anneropuam, K noa4epkm-
sanuio Buonorvueckon nogocHoBssl XxuM3HW: Byab TO
#KpIKD, aN0BOBHBIE CLEHBID MK M30BpaxeHWe CNenoro..

Mano KoMy 13 MacTepoB, CTPEMALMXCA BNUTBCA B
“MEAHCTPUMM® UCkyccTBA XX Beka, yaaBanock obonTUCh
Be3 NNoACTBOPHOND WCKYCa 3TUX ABYX «HM3MOBY,.. OHM y4m-
nwv ceobope B obpawleHni C (hopmamy, fagani BO3MOx-
HOCTL TEOPUTE BTOPOIR, METAIOPUHECKUIA, NapannensHsIn
peansHoOMY, MUp.

Mopaep*UBa0WA MONOAOTD Xa4aTpaHa matp Epeann
Kouap, sepHyswmiaca 8 Apmermio w3 Mapuxa 8 1936 rogy,
JAn emy BOIMOXHOCTE NOIHAKOMWTECR ¢ MPUBEIBHHBIMA C
cOBOM DPaHLYICKMM XKyPHANAMK, UNIOCTPALMM B KOTOPbIX
ybexaanu B NpasmnbHOCTH NOWCKOB ¢OTKPLITLIX (opmM».

Ko4ap cTan apyrom i HacTagHUKOM — OyXOBHBIM y-it-
Tenem MONOOOro xynoxHwka. Mx Gecenwl o peinture dans
I'espase (xuBonmcw B NpocTpaMcTee) okoHyarensHo ybe-
Olny Xa4vaTtpaHa B TOM, 4TO BO3MOXHO Mrposoe (noka «ur-
POBOEY ) OTHOLLEHWE K ®KU3HA hOpMa, 1 XYNDKHWK flenasT
NONLITKY 0cBoBoaAUTLCA OT BRACTH MCTOPUK. Miud HausmHa-
eT TOPKECTBOBaTL, B pUCyHKax, NMTOrpaguax M MOHOTATM-
AX TOTD BpeMeHi (PUCYHOK — OCHOBA! ) NPOMCXOAAT TAMHCT-
BEHHbIE NPOoLECcs!: rmaseHcTsyeT nuHua. OHa nynsoupyer,
CTPEMITCH BbIPBATLCR 33 Npenenk ByMaxHoro nucra, npe-
BPAWance 13 apabecka 8 ynpyrum crycrok 3Hepriam,

Mopa Beno ee yommpuTs,

Hacran 4ac mcneiradii, Mcneiradim cebn, ceoero ma-
cTepcrea.



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

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

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

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

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

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

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

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

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

L

¥ ing from an arabesque into a clot of energy.
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MNAPANNENBHOCTb. ®DOPMYA N2 1

c:m”cwec““ npoxnagHbie, aHanuTH4eckue 1970-e
oAbl.. Buxps non-aprosckux GesyMcTa CTx, 1 pesk-
3AMEHALMA NPOLLBALIMK €NIMOBY DKOHYUNACS,

UMEHHO TakMM 33NOMHWNOCE MCKYCCTBO 3T0M0 Gech-
TUNETUA.

Pyponsdh XauaTpam NOFPYXaeTcs, BHOBL camo3abeeH-
HO, BHOBbL WCCTYNNEHHO, B NOUMCKWM — TENEPL YKe CTUNMCTI-
vecxoro — abconioTa, Hexoi opmynel (Toraa He Beino AcHo,
410 oHa bynet nepeon — «N21» — 8 prRay, wbo cneayowme
AWE CMYTHO fipeayrafsisanice ). Ero cvne poc M3 camon
ACTAXMM prcoBaHMA», yxe Bonee obyaganHon v gucumnnm-
HipoBaKHoK. CTpacTb 37a Ham yxe 3Hakoma, Bnaropaps ace
HOBOMY M HOBOMY Y3HABAHMIO — NO3HAHKIO L4E OAHOD BO3-
MOXHOMO NEREBONNOWEHWA KyNbTYPb! PUCOBATL. 308CH X0~
YETCA NOAHEPKHYTL — CKYNbTYPbl PUCOBATL*, TaK yXaxWBaIOT
33 No3on ewHorpapa, 4Tobsl NONYYWTL NO OCEHM CNenyo
rpo3fb, NoTom xe, cobmonan Bce Npaswuna, roTORAT BMHO,
BBIAGPKMBAIOT €r0, 3 NOTOM CMaKYIoT.

Cron v bokan.

Bymara 1 0CTpO OTO4eHHbIR rpuens KapaHaalwa.

YyThb NOIXKE KAPTOH M CENWA.

Maobpaxenve caeneHo K opMyne, U Yyaecksiv obpa-
20M COEAMHEHB! HACTPORHIA IOHOCTI M MCKYEhI MOLepHW3MA,
A3 W He Tonbko. Mu n UCTOPUR HALLK TYT KOMNPOMMKCE B
nerexnax, & obpaszax Jaswna, K0amdm, Naype:. Wcropusec-
Kui aHTypax coBniofieH ¢ To CTeneHsIo AOCTOBEPHOCTH, KO-
TORaA YOOBNETBOPRET 3PMTENA TONLKO B TEATPE; 30eCh CKopee
LaH HaMex, Yem NPencaaH YPoK apxecnorM-eckon TOYHOCTH,
B nopBavax, Geperax, pacax, Nnawax, Wansx, ¢ BEHKOM Ha
ronose ANMHHOM BEPEHULIEH NepOM KapaHAaLLUHBIX NOPTReToR
Xa4aTpaHa NPoOXoaAT Nepes Hamu. OHK HyBCTBYIOT cebn yee-
PEHO, 1, K3XETCA, MM NPHUHAANEXMUT MUP, 8 3PATENb 3aHUMa-
ET WL NOAOKEHWe Baccana B ceunTe heopana,

TyT hOpMa HAPCHWTO PENPE3EHTATMBHA, POBHO Ha-
CTONbKO, 4100k yBennTs & caoei TpuymdansHocT. Takon
HarnAnHoW, Takon snesatnaowen. OHa CunbHa CBOUM -
thexkToM BLIXOAA K 3puTenio (Tak AeAcTBYET akTep Ha cue-
HE) V¥ NOBLILEHHOM CTENEHBIO XCTUALHOCTI®, ANEANALUMA K
NPOLWNOMY HyxHa, 4ToBb! XPYNKOMY NPUAATE CTaTYC NPoM-
Horo. Camo BanaHcuposaHue Ha rpanm noyTy BecrenecHo-
ro (nbo TexHuka pUcoBaHMS KapaHOalOM B MaHepe c1a-
PbIX MTANLAHCKUX 1 HEMELIKMX MACTEPOB MEPTBMT) 1 Tene-
CHOTO (NOTOMY 4TO CTUXMA KYNbTa CUALI U FPOCa NPOYYBCT-
BOBaHA TYT W3Ha4ankwo) NpegnonaraeT NoMCK yHUBep-
canbHoOM popMynbl — hopmynitl N21. OHa coenuHAET Npo-
TMBONONOXHOCTK, HE CKPBLIBAR MX X3PaKTeR, MX CYLUHOCTL,
KOTOpble daHbl MHORAE HAMEKOM WNWM JEMOHCTPATMBHO
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nog4epkmealoTca. W npaega, 2poc TyT yTaeH, 3aMackupo-
BaH, 8 CUN3 HaPOYMTO NpeyaenuyeHa. 3puTenio Haao Hacr-
POWTLCA Ha BOCMPWATME LUEKCNMPOBCKOrD Tearpa, korpa
BCE BHELUHE WMMO3aHTHO, XOTA M YPEEaro Tpareawen,
CMBICT KOTOPOW e HeACeH. BLIPaxeHWs ML MHOro3Ha-
HUTENbHBLI K BCAKWMIA 30eCh MMEET CBOID TaMHY, W BOBCE He
cobupaerca ncnoeeposaTec.

W 1em He meHee.

Mup 3701 xpynok » NnpekpaceH. 4acro B camo u3oh-
PaxXeHWEe “BPMCOBAHa» pama, ero «oxpaHsolans (faxe
KOTO@ OHa OTCYTCTBYET BUIYANbHO, CEMaHTH4Yeckn — Boe
paBHo npucyTcTayer), NosenseTc, yxe ynoMuHaBluancs,
CUEHMYHOCT NOCTaHoBkM uryp. MpocTpaHcteo nwcra
BesrpaHuyHo, CTEPUNLHO, YKMcTo. OTKYAA NBETCR CBET Ha
3TH NKUE U (DUNypel — OCTaeTcR 3arankoi. Mepoi cnoBHO
BXOAWT B NPOCTPAHCTBO, KaK B xamepy-obckypa, npocma-
TPMBAETCA, M3Y4aeTCR, 3aprCcoBLIBaeTCA.. MacTep Brerga
NPUCYTCTBYET CPEM CROMX repoes, M 00 3TOM CBMaSTe L -
CTBYET pAA asTonopiperce. B 3tom cepwwm He xBavaer
NWL OQHOrO NUCTa, NPEACTARNAOWErD TRAAWLMOHHER-
LWYIO CLUEHY W3 MMPa WCKYCCTBA! XYAOKHWKE, PUCYIOWEero
CBOIO MOfens. OH, BUOMMO, NPONYLLEH CNeunansHo, Tak
KoY OT 33MKOB B knafcssie BoiBaer HameperHo BhIBpo-
leH B Npya.

B 1970-e roasl y Xa4aTpaHa NOABNSKIOTCA WTyame obHa-
HEHHBIX, X CAMOCTOATE/IBHOCTD W CAMOLEHHOCTL B TBOpHe-
CTBE XYAOXHWKA O4eBMOHb. Eule ocTasTc onpenensHHan
CLIEHMHHOCTL B NOCTAHOBKE HaTypel, oDLeAUHMoWan Bce ob-
pasbl TOro ASCATMNETMA, OOHaKO B camom obnwke Momenw
NOABNAETCA CTONLKO HACTOPOXKEHHOCTH W HEMNPUKAAHHOCTY,
4TO IPUTENIO CTAHOBWTCH CTPALLIHO 3a ee cyasby.

To %e v B HaTiopmopTax. Lieetel B BaHkax 1 cTakanax
CTOAT B DeamMepHOM NpoCTpaHCTBe, MeaHan cTynka Banaw-
CHMPYET Ha HEBWAWMMOM NOOOKOHHWMEE, CTON € KHWUIoW
#BLEINASTH B YIKOE OKHO, M DyMaXHbIM aHren Bo3BeLaeT
ob 3tom cobeitni.

B3 COMHEHMA, XYAOKHIK PUCYET HAM MUP 3aKONA0-
BaHHBIN, HAXOOALLMACA PAOOM, HO YXKE MMWEeHHLIA BCero
YENOBeYECKOro, XWMBOro, peansHoro. MeTadwmanyeckuin
MWP, KOTOPLIA BO BCEM €0 BENUHMM W TANHCTBEHHOCTI
mornu Bel NOHATL TONLKO OXOPAXMO Ae Kupuko 1 npen-
CTABUTENN HEMBUKOID “MarMHeckoro peanmsmas,

HatiopMopTel XaqartpaHa «cobuimiidebis. BoT Aesouka
C KOCWYKaMK BXOAWT B MMD BELLIEN, BXOAMT B HEFD HE Cny-
HAMHO 1 NONAQAeT B Mar4ecknin KPyr MHbIX NPUTAXEHMIA,
WHbIX OLWYLLEHWA MatepuancHeX cyBcraHumin («Hamop-
MOPT € KOCHHKamie, 1972). CTasoBMTCS RCHO, YTO B TOT MUP
BELLEA, KOTOPbIE HAM NPECTABUN XYAOKHWK, BXOOUTE He

P’ CTOMT, Aa, MOXET BbiTh, M CMOTPETE Ha HEro ONACcHOo.



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

PARALLELISM. FORMULA NO. |

tylistically cool analytical 1970s...

The starm of Pop Art's madness had died out and the
re-examination of the past "isms" was over.

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

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

A table and a glass.

Paper and a sharp slate of pencil.

A little later — cardboard and sepia.

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

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

And even so.

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

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

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

Khatchatrian's still lives are "eventful”. Here is a little
girl with plaits. Not accidentally she enters the world of

# objects and finds herself in the magic circle of alien kinds



A BHOBL Wrpa, onacHas urpa.

Hac 3amanmBaioT U XOTHT MCNyraTe.

3aMaHMBaIOT KPacaTom M NYraioT ee HenoCTYMHOCTLIO.

3a popmynon N2 1 nocneposana apyras opmyna, ee
npogonxaowas v yTouHsiowas. Bre crano xecrye 1 Bec-
KOMMNPOMUCCHER, MOXHO Cka3aTe, «dopmynsHees, W neno
HE TONLKO B TOM, 4TD X34aTpaH CTan NpUMeHATs B Ka4ecT-
BE DCHOBbI A PUCYHKE CEMWER WK CAHTMHOR MepUan-
LMIA K3-NOA WTPMXOB U NATEH nesxac, Cam Mactep nepe-
MEHWNCA, OH BHOBL YCTpeMneH k abconioTy, BOIBOAA CBOIO
cUCTEMY Ha yHOameHTe npolenuux net. OH cuHTeaupo-
Ban CBOA ONbIT CTMXWAHOrD pucosaHna 1950-x ronos ¢ no-
HUCKAMW CTHUNR W 4CTUNBHOCTUY 70-X, HA HEKOTOPOEe BpeMA
3aTaMB 3KCNEPUMEHTHI NPOMEXYTOMHOrO OECRATUNETMA,
Ham ewe Byner faHo yBUOETL, Kak OHW ByiiHo npopactyT
CKBO3b XECTKMEe CKOPNYNKK HOBOHAMAEHHBIX OpMYN, M-
4YHH W TMKOB OHOBPEMEHHO, TyT BCE COBEPLUGHHO, 3aMK-
HYTO ¥ YCNOKOBHQ, Tparefwns CNpATaHa BHYTPb, HO OHa
OULYTMA, OH3 CBOMM NPUCYTCTBMEM TPEBOXMT..

Lyx macrepa 6aur.

A Mbi BMECTE € HUM.

NAPANNENBHOCTb. ®OPMY A Ne2

Tonbxo PETDOCNEKTUBHAR 3IKCMO3MUMA NAeT BOIMOM-
HOCTL 3PUTENIO NPEACTABMTE BECH TBOPHECKMIA NYTh Ma-
crepa. Co3aaHHbie paHbLUe unn nosxe, pasbpocaqHbie cynb-
GOl No My3eam 1 HacTHbIM COBPIHMAM NPOMIBEAEHIRA LIENK-
KOM XPaHATCA TONbKO B NaMATH XyOoxHuKa. Boictaska xe
[36T BOIMOXHOCTL NOCTORTL Y Kax a0 paboTsl, OrNAKeTs ux
8 0bwem ancambrie, NPeACTaBNEHHBIM B 3KCNOIMLIAN,
FloBepxHOCTL NeBkaca, KoToPas TENepb UCMONL3YETCH
XauaTpaHOM AR PUCYHKOR, TEEPAa Kak KameHs. WMaobpa-
INTENEHAR CUCTEMA, BLICTPOEHHAR W BbICTPaOaHHAR WM,
WUMEHHO B TakoM yHOAMEHTE M HYXRA3ETCR. XpynkocTi
MOHOXPOMHBIX OBpa30B OHa NPWARAET CTATYC BEYHOCTW.
Mup xyfoxHUKE, NapannenbHeiid pEansHOMY MDY, NapuT
B HEBECOMOCTW MexOy HiuM 1 BedHocThio. Mactep 3aHaT
TEM, YTO CTPEMWUTCA caenate ceown obpa3sl cTons 3anomm-
HAIOWMMIACH, YTODBI, YXOAR C BLICTABKM, 3PUTEND HE 3a0bi-
Ban Bbl 0 HUX. OH rPaBMpYeT Ux Ha NOBEPXHOCTM HalLen
NaMATIA, BRE4aTblBaeT B COIHAMME, CTapance «Ca0er Cae-
nate W sHawumMe. OTC0na npovcrekaeT shOpPMyNbHOCTEY
£ro HOBOro CTMNA, 8ro CyPoBLIKM NAKOHKMAM, TIATENBHOCTL
NPORPMCOBKK AsTanen. XadaTpAMy YOAETCA NOCTUHE TanHy
BO3MOXHOTD P3BHOBECHMA MEXY YCNOBHOCTEIO W HaTy-
PENEHOCTLID, W HE NPOCTO CMeLLATh KX, HO, KaK anxMMuKy
CTUNA, BHECTW CAHO Ka4ecTBO B gpyroe. Tak poxaaoTch
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AparoueHHsle MeTannsl, sonebHbie 3nukcmpsl. Tak Bo3-
HUKAET MCKyCCTBO B CBOEH MCKYCCTBEHHOM NepBO3AaHHDC -
™, WERyCeTBO, KOTOPBIM ABWXKET CTPACTh M BHYTPEHHAS
OWCLMNIAHA...

OwenomnaioUlee BREYATIEHWE..

Mpw Bcen 3akpeiTocTW hopMbl, KOTOpPas CO3aeTch
TIATENLHOCTLIO OTAENKM Kaxa0n netani (TyT HeT netanen
B MPWBBIMHOM NoHWMaHKK, WBo BCe geTanu3upoBaHo w
cnWTo BMmecTe), 3puTens Ges Tpyna pairagwieaeT 3ambicen
macrepa. M 310 BaxHoe oBCTOATENLCTBO NOMOraeT emy
BOWTW B TOT MWP, KOTOPbIN CO3AaH XyO0XHWKOM Ha Dnec-
TAWEN NOBEPXHOCTIA NEBKACA, OUEHWTL Bro CTErneHbL Mac-
TepcTsa. 3Aech ROCTUraeTCA TOT xé dhexT, 410 1 B pabo-
T@ I0BENVPA UMK PE34YMKA KaMmHeR. TPYLoeMKOCTL MCnon-
HEHMA BKMIOHEHA B CeMaHTuky pabot. Mx xynoxecreexHas
LIEHHOCTL BO3PACTART MO MEPE OCOIHSHWA TOrD, Kak TPYA-
o Gbino caenats 1o, HTO ABAEHO,

Ho 1 nomumo 3toro.,

CTpaHHUKKN Ml B 3TOM MUPE, CTRaHHWUKN,

Bat «Munurpum» (1981) — 1 Har, u ropg — npuner
o, MCCOXWWMM JepeBoM B nycTeiHe, B nuue ero, duno-
cohcki CNOKOWHOM, BMAHA YMWPOTBOPEHHOCTL W CTPO-
roctb. Bce cyeTHO BOKPYT, W TONbKO, CMEXUB OMK, MOXHO
MPUNOMHKMTE TO, 4T0 ADPOro. Xa4aTpaH Xe YEEPeH B ToM,
4TO HAPWCOBAHHOE HE DABHO ABACTEUTENLHOCTH, ABNABTCA
BE €YMHOXEHWEM?Y, @ HE BUIyanbHeIM 3xoM. MopTpetupy-
EMbIE CTANK CMOTPETE Ha 3PUTENA B YNOP, WX No3sl npuob-
penuy «roBOPALLIMIAY XapaKTep: KTO-TO NPEAHAMEPEHHO Xe-
CTUKYNTMPYET, CTPEMACH MOHONOT NEpesecT B Awanar, a
K10-T0 BooDuLe noxenan 3arosopuTs.

Tara K nyTelecTBMAM, BO CHE N, HAABY, MaHWT, Kak 1
BWMI M3 OKHa. Ku3Hb — Tam, 33 okHoMm. W BecHa sugHa B
npoeme sopoT. JloMuKki B NECY NOrpyxeds! B TeHk, Aepe-
Bbf 03apeHbl 3aKaTHbIM CONHUEM. YenoBexy OTAaHsl BO
BRajieHue ero xe selm, 1a v cobpaqHbie kem-To Bykertst.
Yem Brnxe obwext miobpaxeqwn, YeMm KOpoue [0 Hero
AVCTEHUMS, TEM OH #BELUECTEEHHEEY, 3 YeM [anslue, kak
Nen3ax B NPoOeMe OKHE UNW BOPOT, MW YXe 33 ropoaom —
TeM ©kMIHeHHEes, 308Ch BOIAYX BbIKa4YeH, 8 TaM oH — B
n3aobunum.

Y npupofsl ecte cBoA huNocodma, a BELAM W MORAM
oHa paetca Macrepom. Beww, wiobpaxeHHbie xynox-
HUKOM, SMOHONOTMYHE R, OHW KECTMKYTMPYIOT 1 No3MpYy-
0T, 338 MX HAMEDPEHHEIM aKTepCTBOM CTOMT pexuccep. Jlio-
AW XKe 3aCThIBAIDT Kak ek, MBO WX CKOBBIBAET XenaHWe
chexats OT CyeTbl; OHW OCTAHABNMBAIOTCH, 3a/lyMaBLIMCS,
W, BO3MOXHO, HAAONro, 3Aech TWXO, HO ABCTBEHHO NMPO-
CNYWWBALTCH 3X0 PEHECCAHCHBIX PEMMHMCLIEHUMA, W oHO

& BOIHUKEET He naTomy, 4To MacTep CTUNKU3YET CBOID MaHepy



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

And once again — a game. A dangerous game.

We are being enticed. They want to frighten us.

‘We are being tempted by beauty and frightened by its
inaccessibility,

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

The Master's spirit is alert.

And 50 we are.

PARALLELISM. FORMULA No. Il

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

The surface of the board, which Khatchatrnian draws
on, is firm as stone. The system of representation, which
the artist has built and endured, needs just this kind of the
foundation, It gives the status of eternity to the fragility of
monachrome images. The reality of the artist, which is par-
allel to the real world, is weightlessly hovering between him
and Eternity. The master is determined to make his images
unforgettable, so that leaving the exhibition the viewer
does not leave the memories behind. Khatchatrian engraves
his pictures on the surface of our memary, “stamps” them
into our consciousness, striving to make “his" "ours”, Here is
where the "formula quality” of his new style comes from:

~
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his severe laconism and precise representation of details. An
alchemist of style — Khatchatrian manages to grasp the
mystery of possible harmony between artistic conventions
and naturalism not simply by merging them, but bringing
them one into another. Precious metals and magical potions
are made like this. And so is Art in its original purity: Art
moved by passion and inner discipline..

An astounding impression...

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

Besides.

We are all strangers in this world; all strangers.

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

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

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



«nog BoapoxasHue», a NoToMY, 4TO OH WMILET abDconiTHy
hopMyny PaBHOBECUA HATYPkl M WAEaNa, B CTAPWHHOM No-
HAMEHWK 3THX CNOB, VCTOPHHECKMIA MHUMAEHT NOBTOPRET-
€A, CNoBHO cam no cebe. CTunb, NOKOWBLLWMACS Ha AHE Wuc-
TORWA MERYCCTR, CTAHOBMUTCA BHOBE AKTYaNkHBIM,

Moxer nokaiatecs, 410 3fecs npaswut Ban noctmo-
fAepHUIM. Hac e WHTepecyeT 3ToT heHoMeH nuwes Gnaro-
fapa cnepyoilemy obcroatenscTay, MoCcTMOAEPHNIM HiA-
KOMY HE HaBA3LIBANCH W3BHE, OH, KaKk opMa Xy [oMecT-
BEHHOTD CO3HAHMWA, FOTOBAR NPOCNYLLMBATE IX0 MUHYBLIWX
INOX ¥ UMTVPOBATE ODPLIBKW HEOOCKa3aHHOrD BOBPEMA,
CamM BO3HWMKAN M3 BCeX TPelWH packanbiBalowencs Ha
MHOXECTBO (PParMeHTOR XYAOKECTBEHHON KyNbTYPbl KOH-
Ua XX sexa. KaxQbii MacTep Wern K HOBbIM 3CTETAYECKMM
CTpaTervaM, BOBCE 1 HE NOQO3PEBAR, HTO BNUCLIBAETCH UC-
TOPWER B KPYr NOCTMOASPHMCTCKMY OLLYLWLEHWA, XyAOKHW-
KW MOMyT He NOA03PeBaTh, Kakoe UMA NONYHMT MX BPeMs.

B omnidMe 0T MHOMMX NOCTMOOEPHWMCTOB XadaTpaH
Pa3BuBanch CKOPEE BHYTPW TPAANLKMK, YEM OKONO HEE, YTO
Bino npuesiMHO ANA TEX, KTO BbiN yBNEeYeH TONBKO «LuTH-
POBaHWMEM® ¥ CTMNM3aumer. BHytpw xe Tpaguuuw mor
PalBMBATLCA NALL TOT, KOMY BRINO NaHO yMeHWe uaTH B
CEOEM XYOOXKECTBEHHOM PAIBUTUK NAPaNNEensHo HaType 1
WCTOPKMM, HE CNOPR C HUMK M HE COTNalancs. HaxoamTe
hOpPMYNbI, KOTOPLIE, XoTR Dbl YacTM4HO, wx B cebe coaep-
KAT, KaK B Mary4eckoM KpucTanne, kaotopei cobupaer sce
Nyqu cnexTpa, 4106l AaTh XKW3HE HOBOMY CBETY.

Ho, npuas, kazanoce Obl, K COBEPLWEHCTBY, HaMaA
thopmyny N2 2, Xa4atpaH pe3ko MeHRET HanpasneHWe ceo-
WX Nouckos. BecnokorHbLIA OyX ero 3acTasnAeT BCNOMHWTL
ob onbitax 1960-x rofos. PAA M3 HUX GbIN NOBTOPEH, XOTA,
KOHBYHO, yxe no-gpyromy. Y7obsl yBupers 310, cToMT
CpaBHKTL «Tpw rpaumKy 1990 rogda © MK NpeflecTBeHHA-
lamin 1969-ro. Crporoctv opM NPOTABONOCTABNEHA WX
Bonbwasn caobopa, kKOHTYP MEHEE HeToK, ONPEefEneH..

Hauanucs NnouckK HoBOro.

Hacran nospowckua nepuwog. 1989-1993 roas. O
[an OCHOBY ONA Cefyiowx OTKPhITHA.

3peck, B [loHaoHe, B OOHON U3 CTONWL, CIOPPeanvama,
CNYHAAHO KN HET, OXMBANKW BUOEHUA KCKBO3HLIXY Brono-
rMIvpoBaHHeix hopmM-mMace, noavpyowMx Ha doxe cryc-
TUBLUErOCA Mpaka. XyOooxHwk, npaspa, mano obpawan
BHUMaHWA Ha COBPEMEHHOE aHINMIACKOE MCKYCCTBO, XOTA B
HExoTOpbix ero paboTax, B OTAeNbHBLIX MOTWMBAX CKBO3RT
TNepeKnuyKr, NycTe K Henpameie, ¢ Fedpy Mypom, paxe-
mom Casepnengom, OpaxHcncom bakoHom.

Xotenock Bb! NOHATE 310 HeoBLIMHOE CBOMCTBO: Mpak
ceeTo3aped. M TemHbie nyywn, nopobHeie Ny4kam TanHCT-
BEHHOW 3HEPrW, MOTYT CXMBNATL. TEMHOR, KOHEYHO, aH-

TWNOL, CBETNOMD, HO 3AECk CBET HE NPOTUBOCTONT MPaKy, K
BMECTE OHKM ABNAKTCH CyBCTAHUWMAMKA OOHOW MaTepuu,
Crvixma ceeta Beina yxe rnyboko Npo4yBCTEOBaHA MacTe-
POM B Ero prcyHKkax No3vpyiollnx Modenen, nen3axax v
HaTiopMopTax. B nepexoge Ha Apynylo CTynNeHs No3HaHuA
peankHOCTK Xa4aTpAH OTKPLIBaET COBCTBEHHYIO B8 NPUPO-
Ay, uy4Tobsl Nepeaats ee W IPUTEND, OH AENAET penbedhl.
Cpepu Hitx ocoberHo BeIAENAIOTCA “BAaBNEHHbIEY penbe-
bl Ha Genow Bymare. Cama cyBoranuma ceeta ynoenexa
TyT 8 (hopmy. OHa ceepkaeT, oHa BisiBaet k obpasam 4uc-
TaTel, ByAb TO CHEr B ropax WM OLERHWA aHIEN0s,

W cBeT, M Mpak...

MoHuMaHWe aKTUBHOCTI hopM NPUBOAUT MacTepa K
TEXHMKE TPEXMEPHOro, MHOroCNoMHOro penweda. OT rpa-
HEW Takoro penceda nafanT TeHn. MHOraa xyaoxHuk,
CTPEMACH 3aKPENUTE MUMONETHOCTE BNEYATNEHWA, NPOPK-
COBLIBAET 3TW TEHW NPAMO Ha NOBEPXHOCTAX pensedia. 3a-
TEM OHM CTAHYT abpycoM crnenyllMx Gopm, U Tak fanee.

B HeckonbkMx cenkAx Ha neakace Xa4arpaH B 1990 ro-
Ay npegcrasin Teatp reden. Camo 310 Ha3BaHWE He AoNx-
HO Bbi3biBATh B NAMATI KUTANCKME CNeKTakNW ¢ aKTepami 3a
wrpmMamu, Pedb MAET O «TEHAX TEHEW B NNATOHOBCKOM No-
HuMaHuK, kak obpasel apyrux obpaioe. Y thopm ecTk CBORA
®NAMATLE, W, GHANWIKMPYA WX, XYAOXHUK WOET kK npadop-
Mam, MMERLLIMM apXETHIMIMYECKOR IHaYEHKE.

OH He BepuT CNY4anHOCTAM.

Hukorpa.

TONLKO NeHMBLIA OTKaxeT cebe B YAOBONLCTEUM 3ame-
THTh, KaK He Noxoxa Bbinan MaHepa XaqaTpRHa pUCoBaTs C Tou-
HOCTBI) MaCcTepa-ioBENKPa Ha TO, YTO'OH Havan aenats B 1990-e
rofbl. Kaxercd, xyfoXHMK NoneMuaupyer ¢ camim cobok,
Befit nuinHam peansHOCTW, NepefaHHbIM Ky4a Kak TO4HO, OH
NPOTUBONDCTaBNRET Habpocku ¢ hopm MHOro MWpa, a NaToMmy
M No-MHOMY. HO cny4ailHOCTH HeT. Mo3ToMY TO, HTO NOKA3aHo,
1 NoKa3aHo © yBeauTeNLHOW TENECHOCTLIO, DykBaneHO 3a80-
paxusaet. Ckaxem Donblie, y NORBUBWMXCA (Uryp BO3HIA-
K3IOT €CBOMP OTHOLIEHWA C OXPYAKWIMM NPOCTRaHCTROM,

CraHoBUTCR ACHO, TONBKO Tak WX W MOXHO NPEACTaBNTD.
HeTkocTe MM Yyxna, bo oHW NoOBKkHLL 3pUTENL AOMKEH
BRMIOYMTECA B UIPY LIS eMy He IHaKoMblx dopm Bemim
IHERIMK, 33r0BOPWTE Ha A3LIKE MATEPMWA O MWCTERURAX,

Mpachuueckum 3Hakam chopmyn Nel u Ne2 (creneqs
ycnoBHOCTY 0Bpasa-3Haka Moxer BbiTh pasnuuHon) Xava-
TPAH, NOMHA O HKX K HE OTMEHARA MX, NKLWL NPAY3 Ha [IHO
CO3IHaHWA, OaeT HOBHIM WMNYNLC, BCe npecbpaxaoimi,
3puTens yxe NOCTOAN NEpef FNyXoW CTEHKOW HKWK
(¢Huwas», 1981), Teneps OHa BINOMaHa...



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

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

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

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

The search for the new has begun.

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

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

it would be good to understand this peculiar phenom-
enon: the luminous darkness. The dark rays like the beams

of mysterious energy are capable of giving life. Of course, 4

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

And light, and dark...

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

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

He does not believe in chance.

Never.

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

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

Remembering the graphic signs of Formulas no.! and
no. Il {the degrees of conventionality of image-sign may
well be different), not cancelling them but just burying

¥ them in the depths of his consciousness, Khatchatrian cre-
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KOHELU NAPANNENU3MA.
BTOPXXEHME B MIP.
YHUBEPCAJNIbHAR ®OPMYNA

mmm TEM CAMBIM MACTED BRIXGOMT W3 4NAPANNENBHOTD pe-
ANLHOCT® XYAOKECTBEHHOIO MWMPa, M HE CTONLKO YXe
NPMHAMEET HACTOAWMA MuUp B cebn, B CBOE CO3HaHMe,
CKOMbKO CaM, CROMM TBOPYECTBOM, BTOPraeTca B LencTeu-
TenbHbiA MUP. Tak OH NPOABUIAETCA K MCKyCCTBY 06BeKToB
— K VCKYCCTBY NPeactaenath cBoM obpassl TPEXMEDPHBIMM.
MoRBNAKTCA rPYMNL NPOCTPAHCTEEHHLIX KOMNO3IULWA.

OfHOBPEMEHHD Ha KApTOHE B KOMBWHUPOBAHHOR Tex-
HWKE Xa4vaTpAH CoafaeT caoeobpasHee rpadivkin ABNXKEHNA
BbIMBILLNEHHBIX DUMYP, KOTOPLIE NOKMAAIOT CRBOW MECTa, OC-
TABNAA, KAK BBICBETNEHHLIM KOHTYP, CNea cBoero npebbiea-
HWR. HakoHew, NORBNAIOTCA CYLLUECTBa-MyTaHThl, MoBrRLwe 1
cTpagaouime, Vx poaHuT © 4enoBeveckumM poooMm xaxaa
mobuTe 1 XenaHwe paaMHoXaThes. M cTpacTs ewe «peans-
Heen, bO OHK HEe UTPBIOT B Hee, KaK aKTeps! Ha Hebpisanon
cuene, KanneoBpazubie cryctkm Duonorieckon matepum
MOTYT NMPUHAMAETE NIODLIe OHEPTaHWA, CNMBATLCA W pa3ge-
NATLCA, CNEAYR BENWMKUM 33K0HAM XKWMBOW Matepiu. WM
MOBENeBaeT MacTep, @ HaMm KaKeTca, Y4TO cama NpMpoaa.

Kak xe 370 NpoMcxoamT?

JakoHbl TBOPHECKOM thaHTasumk He ByayT naydeHsl HiA-
Korga. W 410 MOoryT ckasate Apyrie, ey 1M cam asTop ux
ONUCLIBET BECbMa NPpUDNUIUTENLHO, NOPOR NyYlle xec-
TOM, HeM CNoBOM? XecToM NOTOMY, 4TO, TO, HTO BMAMTCR,
MPOWCXCQMT B NPOCTRAHCTBE. ACHO, 4TO Xa4aTpAHa MHTepe-
CYIOT BCE BO3MOXHBIE NMPEBPALUSHNRA, U NOHATHO, YTO OHKM —
B npuHuMne — BeckoHeuHel., Wx npegdyragbigan Tonkko
Canssapgop HOanu («3arapovymsie 3NEMEHTLI B NEA3aXes,
1931). Tyt nepen HamMu MUMCTEpKM, rae yapcreyot cobnai-
Hbl. OHn pencreyior BecluymHo, Wbo paxe ecnm ux 1 co-
NPOBOX/AAET 3BYK, TO HamM OH DyaeT BCe PABHO He CbILLeH.

Mpw4em, B CTNMYME OT COPPeanCcToB, MacTep 30ece
HE WLUET accouwaumi, He npuberaeT k anneropwaMm Unv
meTagopam. OH NpeacTaenAeT HeKy OaHHOCTe, CTaBMT
3puTens nepeq akToM, COTBOPeHHLIM CBoeln daHTainen,
W thakT 3707 He TpeByeT KOMMEHTAPWER. 3PHUTENKD 3AECH HE
Ha0 HUHErD AoAYMLIBATE.

ObBeckypaxusaloliee, BONHYIOLLEE MCKYCCTBO.

KaxeTcn, 410 NPOW3BELEeHMA 3TV HEPYKOTBOPHLI, YTO
NPMPOAd Cama Mx CO3aeT, CTPEMACE NMPOAEMOHCTPUpD-
BaTh ELUE OfHY BOIMOXHOCTE CYWECTBOBAHMA. CObIBaETCA
MEYTa XyAOKHMKA O CO3NAHMKM CBOEW peansHOCTH, aHano-
FU4HON NPUPOaHOR. OBe OHU — CTUXUAHBL. MOHATHO, YTO
HaCTAHET MWr, M O4H3 M3 HAX OONXKHA BOWTA B HaLll MWUP.
Tak 4TO BapWaLMK HEMCHERNABMEI, KaK CAMa KNIHb.

rd
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Xa4aTpAH He BanyeT 3pWTens UBeTOM, 00beKTbl ero
MONTH MOHOXPOMHBI, UBETHOCTE MUpa ellie ApemneT, noa-
Pa3yMeEsaeTcR, HO He Noxa3bisaetch. Jlne kpacHwe, Tpe-
BOXHBIE BCNONOXW NOPOR OCEEWAIOT hOH — HEKYIO Cpeqy,
HE MEHEE XMBYIO, HEM UryPhl B HER BOIHWKAKWME, KOTO-
PbIE HEPNAIOT W3 STOW CPenbl UMNYNLCH PA3BUTHA, NOrMo-
Was ee, HACTaHeT MMM, 1 OHW BRIMAYT W3 HEe, YK «huIn-
HECKW®, KaK CAMOCTOATENLHLIE TREXMEDHEIE TEna. Teneps
(DOHOM-CPEAON ANA HAX NOCAYXWT HALL MAR, W YXKE 13 He-
ro oHW DYOyT YepNaTh IHEPrMIO ONA CBOErO Pa3BUTA.

MOHATHO, YTO XYA0XHAK UM 3Ty IHEPIAID NEpeLaeT,

B Her OH BMOWT 3aN0r OBMXEHWA MaTepuy, Npecbpa-
xeHua ee chopm. Panee on may4an Tonbko thopmel. Teneps
OH HAYUHAET UIY4aTh KW3Hb, BUAA, 4TO (POPMbI BTODMYHBI,
OHW B HEW 3aN0XKEeHB!, U3 HEE BbIXOAST M YXOAAT. EMy xo-
YETCA OTKPLITh MPWHLWAN, MOACHAKKLWMA MHoroobpaive
popM. Tax 0aHKN YYeHbIE M3YYBI0T NWCTER, OPYrie oKndbi-
BAIOT YMCTBEHHEIM BIOPOM BCIO KPOHY, 8 TPETEW — B 0BbIy-
HOM Oepese BUAAT [Jpeso Xuakik, BETEW W KOPHW KOTOpO-
ro o6bemMNIoT BECk MUP. KaxAbiM 13 HUX NO-CBOEMY NPas.
XynoxHuk Moxer Beite ynogobnen atum yueHsim. TeHni
Neonappo fa BuH4M CBUAETENLCTBYET, HTO TAKOES BOIMOX-
HO. W 4T BBINO BOIMOXKHO paHblle, BOIMOXHO U TENEpkb.

Yem Bonblue XauatpaH cneaut 3a mytaunamm dopm,
Tem BonbiLe OH NPOHWK3ETCR Maeer BeyHoro, KOTopoe 1x No-
POXAAET ¥ KOTOPOE B HWX rpeboieaet. EQuHoe packpeiBaeTcs
BO MHOXECTBE, B BeCKOHEHbIX KOMBWHALWMRAX NPOCTLIX, y3Ha -
gaembix 0DBEKTOB, KOTOpEIE, COBOWHARCE MO ABOE, No Tpoe,
y#e coznanT HeobbiMHoe, Tak MacTep BMAWT NPOLECT M3me-
HEHIAW, NOOXOAWUT Kk Npobneme apemeni, OT HENOABMKHOCTIA
MIAra — K BOCTIPHMATMIO HYETBEPTOMD V3MEPEHUA,

Cpena-Mpak yrNoTHAETCR, B HE NOABNAKTCA LUEeNesn -
Hele Pa3pbkiBkl, KOTORLIE BEQYT B MWD APYIOro WaMepeHun,
TemMHbIe CANY3Tht penbedHbIX (BopM SeMoHCTPUPYIOT CeBR Ha
CEPBLIX, CUHKX 1 KOprYHeBIX hoHax, To, Kak OHW NOBOPaYM-
BAIOTCA PadHLIMK MPaHAMM, CTAHOBATCA NPM BCER CBOSA CXO-
WELTW PasnUqHLIMKM, TOBODPUT © TOM, YTO OHW QBMKYTCA,

«HeraTMBHLIED M «NO3NUTHBHbLIE? HOPMBE! NPOABNAIOT-
CH K3K KOHCTPYKUWK B NPOCTpaHCTBERHOW cpene. OHW kop-
PECNOHAMPYIOTCR APYT C APYroM, B3anMHO Opyr apyra no-
ACHAIOT W NPOACHAIOT.

3puTenio CTaHOBMTCA NOHATHO, YTO Xa4aTpaH, KOTo-
PLI ke MCNONL30BalN MHOTOCTYNeHYaTsie pensedbl Ui
pasmellan B NpocTPaHcTBe CUAY3Thl (Uryp, MOXEeT 1 fon-
XEH NEPENTH — B NOWCKAX OCHOBLI OCHOB — K CBoeoBpa3-
HbIM #MOgEnaMy npagopmam. U gerctauTensHo, Mactep
CO3SET MHOMOMEPHLIE 0DLEKTHI, KOTOPLIE HyXHO DBOHTK
€O BCEX CTOPOH, YTOBLI YBMAETH, Kak OHWA GOpMBl Nepe-
KNMKAKOTERA € APYrMMK. HEKOTOPLIE M3 HIMX HaYWHAEIOT Bpa-



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

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

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

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

So, how does this happen?

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

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

The shocking and exciting art.

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

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

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

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

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

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

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

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

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



WaTheA. B 3TOM M BLIpaXaeTca OWYLUEHWE TOMo BREMEHM,
KOTOpoe HEOBXOAMMO ONR CYLIECTROBAHWA (HOPM B NpoCT-
paHcTee. Tak y acTepoWios, KOrga OHW NyTelecTeyioT no
ranakTikam BcemupHoro okeana, NoABNARETCA CBOW LUBHTP,
CBOA OCk BpaleHus. MuoromepHoie oGbekTel Pyponsda
XA4aTpAHa METAOPHUHECKM HANOMWHAIOT 3TUX HebecHbX
CTpaHHUKoB, TNeIBo0GPaiHLIe W NPeKpacHbie, XonoaHLle
KaK Ne v XpaHALLWe B XpycTane cBoem NNams,

M OHK HECYT HXiM3Hb

Wrak, sTopxeHue Havyanocs...

Ty

Tenepb, kOrfa BCe XYAOXKECTBEHHLIE TEOPMIA TPBLLAT
No LWBaM W CropaioT BO BEEMUPHOM NOXape SCTeTUYBCKMX
WINWLLECTE, NO3IWLMA MacTepa, KOTOPbIM CTPEMWTCA CO
308Th UENbHYD KOHUENUWIO MWUPONOHWMaHMA, BRIMMAZMT
KyOa KaK npuenekarensHo'.

Pynonedy XavatpeH obpen dopmyny peansHoCTH,
NPOCMaTPHBAR 88 CyTb 33 NUYMHAMW CMEHRIOWMX apyT
OpYra ¢peankHOCTERs

Tak nocTynanT Xy a0MHUKW 1 hrunocodkl

AU, K3K Mbl 3HIEM, B 3TOM MIUPE Mano..

Banepui TypunH

IMpoekT KocTiomMa
M3 cepun
«Tpexmepruii oGpais
200

MEnmoAHMTEAL
AH3alHep
Kapiuna Arababan

Model of a costume
From the
Three-dimensional Object
serles

2001

Designed and modelled
by Karina Agababian

' Hac He YOWBAT WMOaeny, OAOETHIE B “NNaTeA OF XadatpaHas. Jlerko
PEACTAENTE CBBE NAHTOMAMY € QUROCOHEKDR MyILIKoW Codium
MybamaynuHoR, B kotopoi Guin Bkl PAlbIrpaH CHeKTakL 4hopm B npocT
PEHCTRES, OCHOBAHHEIN HA MPaMYSCKHE M RHSONMCHBI NPOHIBEAEHMAX
MacTepa. HEBOMNLHO BINOMWHAETCA, Kak Ha 3ape XX cronetwa Bacwnii
KSHOMHIKAW — Hy0MHIE, KOTOPLIA No-npexHesy Brnaox Xasatpawy, —
HaDNIONan 33 NPespalEHiM MaTEpKKW, NpoPBaBLLeRca B wapctao [ly-
XOBHOMD, pEwAN NOCTAEATL DaneT NaHToOMMMY = AEMThIM I8y
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mate foundation of all origins, can and must move to the
"models” of proto-forms. Indeed, the artist makes the
multi-dimensional objects, which need to be walked around
if one is to see the play of forms which is only visible from
different sides. Some of the forms begin to rotate. This is an
expression of the particular sense of time necessary for the
existence of formsin space. Thus, spinning asteroids travel

ling around the galaxies of the Universal Ocean have their
own centres and rotation axes. Rudolph Khatchatrian's
multi-dimensional objects metapherically remind us of
those celestial travellers, Rock-like and beautiful. Cold like
ice but preserving their flames deep in their crystals

And they bear life

S0, the invasion begins..,

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

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

Artists-philosophers do that

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

Valery Tourtchine

We will not be surprised to see fashion models dressed i “costume
from Khatchatnan"

5 easy 10 imagine a pantomime with Sophia
Gubaidullina’s philosophical music, in which the play of "forms and space’
based on the artist's paintir g% and E_l-':.i;_'-| e works wias performed. Similarly,
at the dawn of the twentieth century Vassly Kandinsky — an artist still
important for Khatchatnan — observing the transformations of matter
striving 1o break away into the realm of the Spintual, decided 1o produce a
ballet-pantormime The Yellow Sournd
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1 Astonoprper. 1957
Self -portrait, 1957




C apyrom u ysiuTenem Mascrpo Epeannom Kovapowm. Epesan, 1970
with friend and teacher maestro Ervand Kochar, Erevan, 1970

H sewnio baazodapen Bozy sa mo, wmo 6 omposeckom Bospacme Bempemuaca ¢ mascmpo Kowapom, 2mo 6uao
campm Boastuum cobuimuem moeti wusku. Momomy wmo Epband Kovap — youbumeavnnill iHmeAAeKimyaa, He-
obvacHmbiit weaobex u, 3 dymaiw, odun us Budmouguxcs xydoxcruxob-robamopot XX Bexa.

Om crnaa dpyawcump co MO, 15-AeTiHUM MAABMLKOM, U 3mo onpedeauno bece moi mbopweckui nymi i Mok

yeanfeveckywo cyduby.
@7? *W‘% M - S

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

Rudolf Khatchatrian
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Portrait of Maestro Ervand Kochar. 1955




3
Hatypux. 1952
A Male Model. 1952
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4 Komuara, rae pogunca xynosHaK. 1951
A Room Where the Artist Was Born. 1951




5 [Opanwposka 1. 1952
Drapery 1. 1952




6 [panwposka 2. 1952
Drapery 2. 1952
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7 Tyroeoe pepeso. 1955
A Mulberry Tree. 1955
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8 Crapbin Bawmak. 1953
An Old Shoe. 1953



9 [Nepesus. 1955
A Village, 1955



10 foma B Kapxapaxe, 1955
Houses in Kardzharan. 1955
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N Crapui Awrapak. 1955
Old Ashtarak. 1955
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Artist's Grandmother.

13 Babywka xypoxHuka, 1956
The
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Lato
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Sato



15 [Oxemma. 1956
Jemma. 1956
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A Boy's Head. 1956




17 Noprper crapvka. 1956
Partrait of an Old Man. 1956
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19 Asronoprper, 1972
Self -portrait. 1972



20 (oprper keds xyfLoxHika. 1973
Portrait of the Artist's Wife, 1973



21 Mopens. 1973
A Model. 1973



22 Cesa. 1974
Seva. 1974



Mpansecka. 1971
Francesca. 1971
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24 AnxmHa. 1978
Anna. 1978
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26 TNpoduns. 1978
A Profile. 1978
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28 XemumHa g wanwe. 1978
A Woman in a Turban. 1978



249 Auwort. 1979
Ashot. 1979
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30 Harawa (¥ewa xynoxHnka), 1978
Matasha (The Artist's Wife). 1978
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31 [esywxa 8 Bepere. 1978
A Girl in a Beret. 1978
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32 NMoprper aesywkw (MNeTpozaeogckan gesywka). 1971
Portrait of a Girl (A Girl from Petrozavodsk). 1971



33 Wura. 1980
Inga. 1980
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34 lMeepo. 1978

Pierrot. 1978



35 [Oaswp. 1978

David. 1978



36 Myxcroi noprper. 1977
Portrait of a Man. 1977
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38 Limetnl. 1988
Flowers. 1988



39 Noprper wckyccraoeena Mexpuxa Mrntaka. 1982
Portrait of Art Historian Genrikh Igitian. 1982




40 Noptper B.M. 1981
Portrait of V.M. 1981
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41 Kapasax-Daww. 1982
Caravan-Bashi. 1982



42 AsTonopTpeT c TpybKoi, 1983
Self-portrait with a Pipe. 1983



43 Mepryumo, 1982
Mercucio, 1982
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44 MopTtper Apkaua PankuHa. 1986
Portrait of Arcady Raikin. 1986



45 Tloprper xypoxHWKa 3ayapaa Xapasana. 1988
Partrait of Artist Edouard Kharazian. 1988




46 MopTper coiHa, 1986
Portrait of the Son. 1986




47 NopTpeT utansaHcy. 1981
Portrait of an Italian Lady. 1981



48 AMewka B Bexxe. 1985
Anechka Wearing a Garland. 1985



49 TMoprtper NleaoHa Abpamana, 1983
Partrait of Levon Abramian. 1983



50 Moprper nckyccraosena Capenma Amwmkosa, 1982
Portrait of Art Histerian Savely Yamshchikov . 1982



Huwa, 1981
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A Niche. 1981



52 Tlanurpum. 1981
A Pilgrim. 1981



53 Okwo. Macrepckan. 1982
A Window. A Studio. 1982



54 Y orna (Nycux). 1982

By the V

Nindow (Lusik). 1982



55 ObxaxedHan. 1985
Nude, 1985






pmopr. 1982
A Large Still Life. 1982




58 HanopMopT C 3epranc

A 5till Lite with 2




59 MopTper AeaylikM. 1999
Portrait of a Girl, 1999



60 ObHamennas. Mpodwne, 2000
Nude. A Profile. 2000



61 Yreape. 1987
Utensil, 1987
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63 Axtpuca. 1983
An Actress, 1983



64 Myxcrown noprper. 1980
Portrait of a Man. 1980



65 Apmen [xurapxadsH. MNepen cnextaknem. 1986
Armen Dzhigarkhamian, Before a Play. 1986



&6 Toprper ckynenTopa WeHe Onesckon. 1983
Partrait of Sculptor Inna Olevskaya. 1983



67 IOnHas. 1998
A Youth. 1998
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68 MuuHa, 1995
Inna. 1995



69 Nywkxwd. dwanor. 1987
Pushkin. A Dialogue. 1987
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70 Usiramea. 1999
A Gypsy Girl. 1999



71 [esywka 8 BOCTONHOW oaexae. 1997
A Girl in an Oriental Dress. 1997
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73 (Moptper xopeorpadia Makouma Maprvpocada. 1983
Portrait of choreographer Maxim Martirosian, 1983
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74 MNpodwuns. 1982
A Profile. 1982



75 TMoprper myssikanta Anvka 3axapsHa. 1994
Portrait of Musician Alik Zakarian. 1994



76 Newa. 2000
Lena. 2000
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3 [lweta, 1989-2000
Piata 1989-2000



80 ®oma Hesepyuwe, 1989
Doubting Thomas. 1989



apwHa. 1999
Karina. 1999
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AgTonoprper. 1957

bymara, camrpuHa. 43 x 33

Moptper MaacTpo Epeanaa Kodapa, 1955
Bysmara, canruqa, 40 x 30

Hatypuwmk. 1952

Bymara, xapanau. 45 = 20

KomHata, rae poavMncs xyaoxHuK, 1951
Bymara, xapaqpaw. 30 = 25

Opanwposka 1. 1952

bymara, xapasnaw. 27 « 18

Opanuposka 2, 1952

Bymara, kapadpaw. 33 = 25

TyToBoe pepeso. 1955

Bymara, macno, nepo. 20 = 15

Crapwit bawmak. 1953

Bywmara, kapasnaw. 9 x 20

HepesHn. 1955

Bymara, macho, nepa. 7 = 10

Homa B Kapxapare. 1955

Bynara, macno, nepo. 10 x 14

Crapwiin AwTtapak. 1955

Bymara, useTHoA kapaunaw, 9 = 1
Artonoptper. 1958

Bymara, canrMHa. 59,5 x 42

Babyuika xyaoxHuka. 1956

Bysara, seTHOR Kapamgaw. 27 X 23

Caro. 1956

Bymara, cyxan miacTe. 43 = 34

Dxemma. 1956

Byweara, yron., 44 x 34

FonoBa Mank4uka. 1956

Bymara, cadrHa. 35 = 27

MNoptper cTapuka. 1956

Bymsara, casrisa, 58 = 36

AstoriopTper. 1957

Bymara, cauriana, 50 x 38

AptonopTper. 1972

ByMara, kapadpaw. 33 = 31

MopTper xeHbi XyaoxHWKa. 1973
Bymara, kapamgaw, 42 X 36, HaoTHaR KONeKkLMe
Moaens. 1973

Bymara, capaspaw. 39 * 35

Cesa, 1974

Bymara, kapannaw, 13 x 12

(Dpanyecka. 197

bBymara, kapanfaus. 28 x 18. HacTHan kannecUian
AxHa. 1978

Bymara, kapangail, 20 ¥ 13, YacTHan KonnesLisg
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Awor. 1979

Kapros, cenua. 60 x 50. YacTHaR KonnexLmn
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Kapros, cems. 52 % 46, YacTHan Konnekmn
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A Male Model. 1952
Pencil on paper. 45 = 20

A Room Where the Artist Was Born, 1951

Pencil on paper. 30 = 25

Drapery 1. 1952
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Crayon on paper, 3 =1
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