pyJJ,OJ\b_q) Xavranﬂ H

OBJECTS

MULTIDIMENSIONAL

]
o
ol
fd
2
0
O
E

MHOIOMEPH B

Rudolf Khatchatrian






POCCUNCKAA AKAOEMWA XYOOXECTB

FANAPT
2002



RUSSIAN ACADEMY OF ART

GALART

2002



Uprasnsaroptl BUCTARKH:

POCCHECKAS AKAARMUSA XVADAECTB
Cows arMad Pocoun
FAO eCOrAACHED

(PUHaHCOBas NOAACDKKS:

Cons ApMaH Poccud
A0 «Corancnee

Xyaonnk Baaropapur:

APA ABPAMAHA

Mpeamaesra Corra apyas Poccnm

3yPaBsA LIEPETEAN

[pesuacima Poccniickoil AKBAEMAN XYADKECTE
TAHPA CAAAXOBRA

Brte-npesnaenma Pocciiickoi AKasemMin XyADKeCTY

Pyoonsdy Xadsarpad

XY AOHECTB

Mockpa, 2001

Rudolt Khatchatnan,

Zurab Tsereteli and Taur

Moscow, 2001

i'_\':.' 10 Liepetenid i Taup

O Akanemn

in the Russian Academy of

Oreanisers of exhibition:

RUSSIAN ACADEMY OF ART
LINION OF ARMENIANS OF RUSSIA
INC CoNCORD

Financial support:

UINION OF ARMENIANS OF RUSSIA
INC ConcorD

The artist is grateful Lo

ARA ABRAMIAN

President of the Union of Armenians of Russia
ZURAB TSERETEL

President of the Russian Academy of Arl
TAIR SALAKHOV

Viee-President of the Russian Academy of Art

1

Salakhoy

Art



Aonbga XayaTpAHa A 3HAK0 HE OAWNH AECATOK NIET, 3HAIK Kak NPeKPacHoro XyaoXHUKa, Myaporo u obas-
TensHOro YenoBeka, Yenoseka weapoi ayww v Gnaropoanoro cepaua. Kaxpan scrpeya c ero TBOPYECTBOM 3TO
BCTPeYa ¢ AernCTBUTeNbHO GonbLIMM MCKYCCTBOM, € HOBBIM He3aypAQHEIM M HEM3MEHHO COBEPLIEHHbIM MO Bbl-
coYanliemy NpodeccMoHansHOMY MacTepcTey oTKpoBeHMeM, NS MeHs, He NepecTalolero BOCXMUATLCA MHO-
rooGpasmem XyA0KecTBEeHHbIX NONCKOB U A0CTHKEHWIA XavatpaHa, noboe 13 KOTOPbIX AOCTOMHO yKpacuT ca-
Mbi€ NPeCcTUXHBIE My3elHble MUPOBLIE KONNEKUMK, AaHHaR BunenHan 3kcno3Mums B 3anax Poccuitckoin Axa-
AEMHWH XYOOoXeCcTB BHOBbL CTana NoOANUHHBLIM OTKPBITHEM. BnucrarensHbIA pUCoBanbUWWK, OH NpeacTaeT OgQHO~
BPEMEHHO M Kak NPeBOCXOfHbIA XNBONWCEL, KOTOPOMY MNOABNACTHLI BCE KaHPbL coBpemMeHHoro wiobpam-
TeNbHOMo UCKYCCTEA.

Al bl ocoGo oTMeTHN ero MHOroMepHbie 06BLEKTLI, HO He XO04y OTBNEKaTkL BHUMaHWe 3pUTeNs oT BCero

AYXOBHOMO W 3CTETUYECKOro BENMKONENUA, ABNEHHOrD BbIAAIOWERCA NepcoHansHOM BbicTaskoi Pyaonsda
XauarprHa.

MpesngeHT

g 5 2_1 "o—]\—g—"/‘/\,ﬂ—&/\/\_ Poccuinckon Akafiemnu XyaomecTs
- 3.K.Uepetenn

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

Personally, | would specifically mention Khatchatrian's multidimensional objects. Yet | do not want to

distract the viewer's attention from the spiritual and aesthetic splendour revealed in this outstanding exhibi-
tion of Rudolph Khatchatrian.

Zurab Tsereteli,
President
of the Russian Academy of Arts



Xu-mmpxn nozpyaen 8 ocobwi cosdanmmii um mup. B smom mupe wcubym ydubumersnme cvugecm-
Ba. Onu ne npocmo pesyavmam Boobpaxenus abmopa, o u naod e2o npucmarvioeo Hatawdenus
Had peaAsHocmpo, Komopas kax 0w neped 2aazamu xydownuxa npuymuoxcaern cBou kavecmBa, pas-
pacmaemcs, konyenmpupyemca 0 coeit snepeun. Imoa npupodnoi cuAoli numaemca XydoxHux.
OBaadeBan pearprocmpn, on B swem-mo noduunsemcs ed, Bocnpurnuman u Bocnpowsbods ee pummm,
noliuryace sakonam pocma, mopxcecmbyioigum 6 npupode.

@anmacmuseckuti mup Xavampsna yaubepcared. On obpawgen 8 npouioe, nacmosugee u 6ydy-
wee u Bmecme ¢ mem pacnoaaeaemcs kax 6w “nad Gpemenem”, On kopenurcs 6 exybunax semau u
oduobpemenno omkpem Beeobugesmy npocmpancmBy, On ne ckoban bumobum usmepenuem. On moe
Bl NOKA3AMBCR HATYMAHHWM 1 HOMIOMY HENPOMHBM, €CAN BW He opzaniveckas npupodnocms u cu-
Aa, Baowennan 8 neeo macmepom. Emy coobugena suepeud, komopoi 6o muozom onpedeasemei dap
Xawampana. F2o marxaum moxcno Hazbame sHepeemuteckum.

AMuTpun CapafediHOB, HCTOPHEK HCKYCCTBA

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

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

Dmitry Sarabianov, Art Historian
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I yime, wibiparni um, beckoneser, umeem darexux npedwccmbennunod u ve menee omdarennyin
Kocmuseckyio Buce. Tocmuzas ezo mbopuecrnBo, MOXHO OCOSHAME NOCMOIHHO ABOAYUOHUPYIOULYIO
Aurn, npubodsugyin macmepa k 6apeepy nedocseaemocmu.

Accoyuanu, Bwsvibaemmie npousbederiuamu Pydorvda Xawampana cmob HeoWudanum, 4o no-
pott nam ne xBamaem cmeaocmu donycmume MEcA, wmo cpedu nac wubem xkaaccux ne moavko 6
GosOuiuernom cmmcae amoeo croba, Ho u 6 e2o ucmunno Kawecmbernom colepuuercmbe. M moxem
cuimams, wmo cpedu nac weubem u mBopum peromenarbrui xyoonnux, xax sobopumc, «muAnc-
Mmoo Boaceetis, wbt GAUCTIAMEAbHYWE YCNexu He ABARIONCA pemunucienyuen, a At cBudemeancm-
Byiom 0 mom, wmo u 6 naw I moxem npousofimu wydo.

|-€‘II|,'IHN Mrurawm, AUpeRTOP Mj‘]l{i CORPpEMEHHOID HCEYCCTBA J\pME‘HHH

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

Henry lgitian. Director, Museum of Modern Art of Armenia






n}’f"”: IO, KNG WIWERT, HE NEPECITIAETn KT do
mex nop, noka We waidem, u, koeda on Haiadem,
on Oydem nompacen, u, ecau oH nompaced, ox by-
dem youbaen...

Enamreame or DomMu, 1

MHOINOMEPHDBIE OB BEKTDI PYAOJIb®A XAHATPAHA

qmﬁbu NoHATE HeoBuMHLE CRYNBENTYRL! Pyaonsda Xa-
YATPAHA, KN EMHOTOMEPHBIE OBBeKTHI?, KaK OH MX
HaikiBaeT, cnefyet obpatThos K AByeanHomMy obBpaiy, ko-
TOpOMY 3TW 0bBeKTHl 0BA3aHEI CBOMM NPOMCXOXOLHUEM.
Mpocnenne BHYTPEHHIOKD NOMMKY NORBNEHWA NaBHOMo
NEpCoHaxa, MOMHO CKa3aTe, 4T0 ero poguna obbi4Han
MaTe. KOHEYHO, A HEMHOMO CXEMaTUIMPYIO, HO BCE Xe Ha-
4ano caoero Dyaywero aeyenuHoro obpasa XyaoxHWK Ha-
nbonee Apko pasrnsgen MMeHHo 8 obpase MatepuHCTEa
370 M NOHATHO! BEAL MMEHHO MaTh ECTELTBEHHO W BEYHO
rOTOBA K YABOEHWIO, 3TO OHa HoCcuT B cebe aToporo, apyro-
ro ManeHbLKoro YenoseYka, KOTOPLIA, BIAAR U3 rybun ee
Tena, Aonro, NOPor BCIO XM3Hb, OCT3ETCH CBA3AHHLIM C
Her. Pynoned XadaTpad pucyeT MaTb ¢ MNageHuem, 3ty
MIBEYHYIO TEMY B MCKYCCTBE, M NOCTENEHHD MNANEHeL CTa-
HOBMTCA Y3CThI0 MaTepK, HO Tak ECTECTEEHHO, YTO Tkl Aaxe
He 3agaellbCs BOMPOCOM, Kak 3To npousowno. € nepeoro
BIMNAAS KAXKETCH, 4TO MATE NDMAXMME -
et peDeHka k rpyau, HO NOTOM OCO-
IHAeWL, YTO Tensue pebedka — 310
NonosvHa Tena Matepu, ero NWYMKo
BXOAMT 8 CTPYRTYPY MarepuHCKoro
nvUa, a ero ManeHbKan Hora CTaMo-
BUTCA OAHOW M3 HOr Matepu (KAa. 53).
MNpocTo XyOoXHWK Tak pacnonoxmn
Urypel, 4TO HUKAKOTO HECOOTBETCT-
BMA He ollyulaetca. Ho ecnu 8 obpa-
33x 4MaTb W OWUTAR TaKkoe CIWAHKE
Bpofe Bbl BCTECTEEHHO W NOHATHO, TO
X34aTpAH WOET fanbiue: CXOAHbLIN pe-
Berok okazbiBaeTcs B mobom Yenose-
ke. Tak WCKOHHa®R OBOWCTBEHHOCTb
MaTepuHcTBa nomorna Pynonsdy ot-
KPbITh MNAOEHLA B KAKAOM M3 HAC.
Yo xe naeT asyegwHsid obpas,
co3faHHbiA Pyponedionm Xavatps-
HoM? Tpexge scero, © ero NOMOLLLID

Xpam Cu. Puncums, VI 8. Apmeroa

Saint Ripsime church. 7th century.
Armenia
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XYAOXHWK NepegaeT OOHOBPEMEHHO B3 COCTOAHWA OfO-
HOPO 4anosexa. Ho BMBCTE C TeM 3A8Ck NPOMCXOQMT W Ha-
NOXEeHWe OBYX BPEeMEH, kdk Mbl HEPEOKO BUAWM B Ha-
CKANLHOM RKUBONWCK, — Befdb pebeHoK 3T0 3HaK npowno-
ro, BocnomwvHanua. Takylio 3aflady OH NbITANCR PewtnTs
elWe B LIeCTHASCATRI® rOAL, KOrAa CO3AABAN «OTKPLITLHIE
hopMbl B NPOCTPaHCTEE® BCNED, 33 CBOWM y4uTenem Ep-
BanfoM Kodapom, Tak oH w3oBpasun toraa nexawyo
DUrypy C ABYMA rONOBamiK, OOHA M3 KOTOPLIX Cnana, a
apyran — Gogpcreosana (eM. kn. Ha c. 18). Ho emy Torpa
HE yaanocs A0BWTECA TOro, HTO YAANOCKE ceroaHnA. Mpex-
[e BCero NoToMy, 4TO, Kak OH BEPHO CYMTAET Celvac — nBe
MONOBWHE! OAHOMO Cywecrsa Beinv CopasMepHsIMK W,
rNasHoOe, OAHOID BO3pacTa

OayenuHeie nepcoHaxK Pyaoneda XavatpaHa poxna-
IOTCA B PE3YNbTETe NNACTVHECKINX 1 XHBOMMCHBIX NPWEMOR:
MIMHMA HOCA ECTECTBEHHO® AENWUT NALO Ha BonblYIO 1 Ma-
nyo 4acte, bonelwan pyka ecrectaeH-
HO NOXWTCA Ha NOOCTIBKY, 8 ManocTs
Horw pebeuka Heobxogwma, 4ToBbI
NpWaaTe cUanALLen Qurype MoHyMeH-
TankHOCTE (KA. 55, 56) — Bonbiuas,
COpPa3MepHan NPasol HOTa HapywMna
Bl nnacTUHeCKkYID LENOCTHOCTE BCER
KOMNO3ML. TakK CTYNeHn, Beayume B
KPOXOTHEWA TapHWACKMA Xpam, Beino-
XEHbl «C TPOMAaHBbIM WArOME, KaK ec-
Ny Bbl B HEMD NOOHWUMANUCE HEKOTOa
HEBROOMbIE MMraHTbl, HO 3Ta HeCopas-
MEPHOCTE HYXHa ONA CO30aHKNA edw-
HOMo, TapMoHWYHOre aHcambna. Minu
LOPYro# npUMep, KoTopbii mobuT npw-
B00MTL Pynoned: Kk MaccMBHOMY xpa-
My Puncums npunenngetcs ManeHs-
Kaf, HeCcopaiMepHas emy KONoKolb-
HA, KOTODAA OYEHE BCTECTBEHHO BRW-
CLIBAETCA B apXUTEKTYPHYIO KOMNO3Kn-




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

The Gospel of Thomas; 1

THE MULTIDIMENSIONAL OBJECTS OF RUDOLF KHATCHATRIAN

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

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

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

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

S0 what does the twofold
unity that Rudolph Khat-cha-
trian created really give him?
First of all, it helps to convey

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

lopsl B Janreaype. APMeHHA
Mountains in Zangezur, Armenia
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S0, should we look for the
origins of Khatchatrian's art
and his sense of proportion in



Uvio v, Bonee TOro, NPUOAET & AONOMHUTENLHYID MOHY-
MEHTANLHOCTE. Takue NpUMEepsl NErko MOXHO YMHOXUTS.
MaxeT BbiTb, MCTOKKM TBOPYECTBA Xa4aTpaHa, ero nNomHu-
MaHe NponopUMA MMEET CMBLICN MCKaThL B APMAHCKOR ap-
XMTEKTYPHOR Tpaguumn? MoxeT BeiTh, Tak MaTepuansHo
BOMNOTMNOCL 870 HeyCTaHHOE BOCXMIEHWE WEAEBpamMi
uepkoBHoi apxurexrypei? Tem Gonee yro noaxe, yxe 8
MHOTOMEDHDBIX OOBEKTAX, O KOTOPLIX PEYL HUXE, NPORBMUTCRA
BLUE OfHA NOPAIVTENLHAR NApaNnens ¢ APEBHUMWA apXUTeK-
TYPHBIMK hopMamia. B ocHoBy 3Tvx ODLEKTOR NAMET KPeCTo-
BMHA, TAK e KaK OHa3 NPUCYTCTBYET B NNAHAX KNACCHHecKmx
APMAHCKWX KPeCToBO-KyNoNLHLIX xpamos VIl sexa, po cux
NOP OCTAIOWMXCH OAHOW 13 BEPLUIVH LEPKOBHOMO 3004eCTsa,
Kcramw, caoo Nogmuck, COCTABNEHHYIO M3 WHWUMaNDE —
apmMAHCKx BykB «Pp 1 «Xn, Pynonkd) Xa4aTprH Taioke NocTpo-
W Ha OCHOBE KPeCTa, YemM Bbipasin CyTb CBORH (hamunmm, Ko-
TORYIO MOXHO NEPEBECTH Kak — «TOT, KTO AaposaH Kpectomy,
OnHaKo BEPHEMCA K ABYEAUHOMY NEPCOMAXY XYLOKHIKS.
Kak v sceria Ha v3obpaxeHusx MatepuHcTea, faxe BHe
BNVAHKA Npacbpasa boromarepu, pebeHoK MBICTITCR Mank-
YUKOM. XAYaTPRH e HAABNAET MAnyIo NONoBKHY ABYEAMHO-
1o Tena ManeHbkon rpyasio, Ho «pebeHoks, Tem He MeHee,
He BOCMPUHUMABETCR KaK CYLUECTBO XeHckoro nona. Boobue
Tema aHaporuHvima B pabotax Pynonbda Xadatpava npw-
CYTCTBYET He BCerna ABHO W BCErga HeHaemayweo. CoBoeH-
HOCTH MO8 B0 NEPCOHAKA CKOpEe yrafbiBaeTcs. Tak 8 kaxmom
13 Hac Pynonsdh XadatpaH pasrnafen He Tonbko 3aTauBlue-
roca peberika, HO W CYLLECTBO NPOTUBONONOKHOD MONA.
Oeyenunbid 06pa3, coznaHHbIA XadqaTpaHom, HaduHaer
KUThb NO CBOMM 33KOHAM. XyLOMHVE XE MWL CRequT, Kak
OH Pa3BMBAETCA, M (UKCUPYET 3TO B CBOMX pabotax. Pasnu-
Yue B NOBEASHMW ABYX NONoeuH nopogune Bonelyo ce-
puio paboT, koTopan nomy4rna HaseaHue « [1Ba COCTORHMAR,
Moaxke, npuobpeTlwke CPaBHUTENEHYIO CAMOCTOATENBHOCTL
NONOBMHKK OAHOro AByeauHoro obpasa Hadanm ecrynars
BO BCEBOIMOXKHBIE B3aMMOOTHOLIEHWRA C APYTMMIA 4TIAPHBI-
Mi CyuiecTBamns (. 71), 4To 1ano Xu3Hb Cenyiowen ce-
PUM, MYCTO HACENEHHOW MHOXECTBOM ABYEANHBIX uryp.
[syenuHbin 06pa3 He TONLKO XMBET NO CBOWMM DCobbiM
3aK0HaM, HO W NoYTY Byonorkyecky pasMHOXaeTch, Tak, 8
cepin paboT «YMHOKEHA» NONOCTH CYLWECTs € «OTKPbiThi-
MK hopmamine BykBanbHO NOPOXAAIOT TAKMX XKe CYLECTs
(n. 80), NOPOI «HOBOPOXOEHHLIE? NPOCTO KWMWAT Ha
Bonbwom ueHTpanbHoM Tene, OTBepPCTVA KoToporo Beay-
[EpAHO BIMNIOHAOTCA B NPOLECCH CAMOYMHOXEHMA.
Ho geyenwHuid repoi Pynonbiha Xa4aTpAHa paievean-
CA W cam no cebe, [0 Tex NOp, NoKa OBa COCTORHWMA o Co-

CTAaBNAIOWMY HE BRIKDACTANNW30BANKCE, 3 Beck obpas He y

NproBpen «KaHOHMHECKWA» Ba, «PebeHok» C OTpelLeHHOR
ynbiGKOR CTan CMOTPETE Ha HAC aH(AC, 8 4MaTw » NOBEPHY-
na ronosy B Npodwne 1 ee 330CTPUBLUMIACA HOC, BBITAHYN-
¢s B Buae kniosa (mn, 90). OF «MaTepus «KaHOHMHECKOMY
dmrype gocranack Bonbluas Hora, KOTOpas NPUAana yc-
TOMHMBOCTE BCEA KOMNOIWLMK.

Ha 31om 3B0MOUWA AByeavHoro obpasa, oaHako, He 3a-
BEpWMNace. B nowckax yHmeepcansHon «dhopmyns: yenose-
Ka® XYOOKHUK HA BPEMA OTXOAWT OT CBOBMD ¢KaHOHWYECKO-
ro» obpasa v HaYMHAeT CO3NABATL UBNbIE CEPMIA CTPaHHbIX
KOMNOINUMA, COCTABNEHHLIX M3 PYK 1 CUMMETPUYHBIX, 06-
pasyloux ceactury Hor (i 122). Mozxe 3tk nnacTdec-
KME 3KCNEPUMEHTB! ECTECTBEHHO WU OPraHWUYHO OONONHAT
YHKE YCTORBLWMACA “KaHOHWHBCKWA oBpain», Teneps ywe
OKPYXEHHBIA MHOXECTBOM HOT, Kak Bl naywwx no kpyry,
a BCA urypa, OTOPRABLUWCE OT 38MITKM, HaYHET BPallaThcA
BOKPYr OCH, NPOXOAALER Yepe3 LeHTp koMnodvumn. Tak
neyenrHon «topmyne senosekar Geino cooblieHo nen-
XEHWE — BEYHOE BpaLLEHUe,

Ho Bce 310 noka NPOWCXOOMT Ha NNOCKOCTW XancTa unu
Bymaru B gByxmepHOM NpocTpancTae, BumanenHan Pyaons-
thom XayaTpRHOM «hopMyna YenoBexar TeM BPEMEHEM NPo-
[onxaeT paignsaTthod. XynoxHWK BecnpectaHHo 3Kcnepu-
MEHTWPYET, CO3NABAR NOMYTHO Uensie cepin pabot, kaxdan
K13 KOTOPLIX MOTNa Dbl CTaTh ANA MHOTD MacTepa NpegMeTom
TBOPHECTBA Ha BCIO XM3Hb. OfHako He Moxelb ocsobo-
AWTHCR OT OLUYLLEHWA, HTO POAVBLLARCH HEKOrOA W3 NNoAo-
HOCALLMX NONCCTeR AByeanHbx 0Bpaos shopmynar Hadm-
HaeT CAMOCTORTENBHO W FAPMOHMHHO YNPOLLATLCA, 8 Camm
paboTel Bce Donbwe yonoskHAOTCR — XoTa Gbl naToMy, YTo
n30BpaxeHe BLIXOAMT B TPEXMEPHBIA M.

Bce Ha4anocs € 100, HTO XYAOKHWK COBEPLUMT HECNDX-
HYI0, Ka3anock Bel, onepaumio. OH B3AN fBe Bblpe3aHHkIe
N KOHTYPY MOAenu «hopMynbi» (TOR, YTO YETOMHMBO CTO-
WT Ha 3EeMAE), NEPEBEPHYN OOHY M3 HWUX rONOBOA BHM3 W
BCTABMN B CNEUMANBHEIR Na3, pacnonoXeHHLIA B Apyron,
Tax 4o obpa3zopanuce fBe BIaNMHO NEepneHavKynapHLEe
nNockocT, Matemarik onwucan Bl 3Ty ONepauMio Kak npo-
CTOM CUMMETPUYECKMIA NepeHoc. B uTore nony4unace npy-
HYANMBARA CKYNBMATYPA C HEKOM 33TaBHHOW CUMMETPIMHHOC-
Tokd. Mpudem ee rnaeHan XM3HEeHHaR NOTEHUMA COCTORNE B
TOM, HTO COCTARNRIOWME [BYX CKPRLSHHBLIX ABYEOWHLIX
06pazos DakTMYECKH TIONYHMNK HEOMPAHMYEHHYIO BO3-
MOXHOCTE NEPEXOANTE OAHA B APYrYiO.

B otnuune OT AByXMEpHLIX CBOMX ABOWHWKOB, KOTO-
pbie NO TOMY Xe NPHUHLMTY MHOXECTBEHHOW BIAMMOCEA-
3K 3aHAManK BONbLUKE NNOCKOCT KAPTHMH, TPEXMEepHan

y «OopMynar palBopaYMBABTCA W3 OfHOW MNNOCKOCTK 8
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the tradition of Armenian architecture? Was his art a prod-
uct of the inexhaustible admiration for the masterpieces of
local Christian architecture? We have a right to affirm it
even more s0 as in his later multidimensional objects
another striking parallel with the ancient architectural
forms will be disclosed. The works, which will be discussed
below, are formed around the shape of the cross, which is
also the core feature of the seventh century "cross-and-
dome" structures that still remain among the most signifi-
cant masterpieces of ecclesiastical architecture.

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

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

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

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

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

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

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

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

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

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



APYTyio, K TOMY Xe 3T0 PaiBopaYMBaHie NPoMCXoauT sa
BPEMEHM, TAK Kak CKYNbITYPLI B NPMHLMNE 3aayMaHbl Kak
MEANEHHO BpallawKecs. OTCI00a W HA3IBAHWE TMHOMD-
MepHbie 0BberTbi», KOTOPBIM Pyaonsdg Xa4uaTpaH okpectin
CBOW CO3AAHMA. BECKOHEYHBIE BIaMMONePexoakl CoCTan-
NAOLWMX «POopMynbid CTanu elle Bonee HeYNoBMMBIMK,
koraa Pynonsdy XaqaTtpaH cCkpectvn Aee caacTukononot-
HblE Urypol, Kaxfan M3 KOTOPbLIX YXe XBPallanack» B
CBOEW nnockocTy (ur, 91).

MoxHO ckasath, 4TO 3TH Urypel 0DpeYeHsl Ha BEYHBIE

LOBOWHWKW, KOTOPbIE, NOAOOHO CBOMM M(DONOTMYECKIMM Ma-
pannenamM — UAEHTMYHbIM BNK3HeLamM, NOPoM NPeacTasnAcT
coboi NpAMBIE NPOTUBONONCXHOCTA. BUoMMo, noatomy He-
koTopele 06beKTEI COCTaBNEeHb! 13 Denoin 1 yepHoi xhopmyn
venosexanr (i, 102). XoTR cama «(hopMynar HeRBHO aHApO-
MMHHa, TaKkan 4epHo-Denas napa HanoOMWHAET XeHCKO - Myx-
CKOE BAWHCTBO WHb-AHL. Kak BHAWM, B coagaHni xexTa
MHOromepHocT B obvextax Pygonbdia XauarpaHa Cyluect-
BEHHYIO PONE WFPAICT 3EPKANBEHOCTE M A ABOAHMYECTBOY.

B cBoMx MHOrOMEpHLIX ODBEKTaxX XyNOXHWK 3a0eACTBO-

Bianmonepexonkl, Bnaropaps BHyT-
PEHHEMY «KaHOHWYECKOMY» [OBY-
EAMHCTBY W MCKOHHOW 38pKansHOCTH,
#l Bbin CBUOETENEM TOD, KaK INeMEHTHI
CROXHBIX, CKPRLWEHHbIX uUryp Heo-
KuaaHHo, camu no cebe (Bes senoma
XYAOXHMKS W K Bro yAWBNEeHWID) ne-
PEXOAWNK OAWH B APYTon.
MuoromepHsie 0BBEKTE — CryNb M-
Typel — Pynonedia XauatpsHa o4eHb
HUBOMMCHBI. W HE TONbKO NoTOMY, YTO
Ha HEKOTOPLIR M3 HUX HAHECeH PUCYHOK
(itn. 97), nopBepXEeHHBIA, Kak W Camm
hMryps!, BEYHLIM BI3UMONEPEXOOAM.
XYQOKHUE MHOTOA COINAET LENLIE Ce-
pH XWBONMCHBIX paboT, Bepsa B Kage-
CTBE HaTY[e!, UMK CKOPEe BOOXHOBWTE-
NA, TOT MNK MHOIN Pakypc Kakoro-nnbo
mHoromepHoro obvexra (un. 98).
Boobuwe mHoromepHsie obbexTsl
Pynonsta Xavatpaxa npenctasnaoT cobon yanenTensHLIn
CNNae CKYNBNTYPLI, XWBONWCKA M PUCYHKE, BEPHEE, WMIHA-
HaNbHOE BWHCTBO 3TN TPEX apTUCTMHECKX cnocobos ca-
moBeipaxerun. Obvektel — camu no cefe ceynbnTyphl,
NPYHEM CO BCEMI NPUCYLLIMMIA 3TOMY BULY WCKYCCTBa rpa-
BAUMAMI — AOCTATOMHO CKa3aTh O penbedax pazHon rnybu-
Hbl, KOTOPBIMK HacTo cHabxaeT Xavatpsn ofe croposs cao-
WX CKPeLeHHbIX nnockux duryp, O XMBONMCHOM Havane
MHOTOMEPHBIX OOLEKTOR Mbi YK CKA3ANK, PUCYHOK Xe fs-
CTBEHHO NPOrNAGLIBAET B KOHTYPaX «thOpMyN», M3 KOTOPbIX
OHY COBMPAKNTCA, MNK Xe NPUCYTCTBYET B HEKOTOPHIX 0Dk-
EXTaX B Ka4ecTee QONONHMTENbHOND CPEACTEA BLIDAXEHMA
Kaxnan nnockocTs MHoroMepHoro 00wexTa nocTpoeHa no
3epkansHoMy MpuHLMnY: obe ee CTOpPOHLI NOBTORPRIDT CAHa
OPYTYIO HE TONLKO CROMMIA KOHTYPaMK, HO W HaMNacToBaHNA-
Mi. OnHaxo Bonee CylecTBeHHa Mx IyBuHHaR, CkpoiTas 3ep-
KaneHOCTh. Befb XyA0KHMK NOPOGMN KX 13 OBYX NOBEPHYTHIX
Ha 90" 1 nepesepHyTHIX WOEHTMHHLIX duryp. Mo cym, 310

boromareps ¢ MaascHLEM
Munuaniopa XIV s, Apsmenns. Pparsent

Virgin Mary with Baby Jesus
HMth century miniature. Armenia. Fragment
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B3l elle opHo YAWBUTENLHOE RBNE-
Hue, uMeuwee cyrybo asyxmepHyo
Npupoay, KOTOpoe, HapaBHe © 3ep-
KanbHOCTLIO, NPWBNEKANO Bro BHUMA-
HWE B PaiHbIe NEPUDOL TEOPHECTaA.
Peuyr wpaeT o TeHn. Kaxpas nosepx-
HOCTb BCTeCTEEHHEIM DBpasom Bpoca-
€T Ha CKPeWeHHYID C HEeW NNoCKoCTh
TEéHb, NOBTOPAICLIYID Kak BHEWHwe
KOHTYPLI, T3k W BHYTpeHHWE oTeep-
cTA. B koHue 1996 roga xynomHuk
BMEpBLIe 3apUCOBAN TUX HENOCTOAH-
HLIX rOCTeRA M3 ABYXMEPHOrO MUpa Ha
TOW NOBEPXHOCTH, MOE OHW NOABMNWCE.
3aTtem oH noBepHyn obbeKT Takum ob-
pasom, 4Tobbl «NOMMaTE» TEHL Ha NO-
BEPXHOCTK COCEAHen NAocKkocTi. W Tak
DH NPogenan Yetuipe pasa. Yrobel no-
ny4KTs TeHW, obpasyowmecs ot Toro
KE WCTOHHWKA CBETa Ha YeToipex Apy-
TWX MNOBEPXHOCTAX, XYAOXHWUKY NPULLNOCE NEPeBepHyTh
ofbexT ¥ nponenats Ty Xe onepaumic — Bnaro Bepx 1 K3
Inecks BNONHE Nepectasimel. B peaynsrate BCe NOBEPXHOCTY
MOKPBINCE Y30PamMiA 33CTHIBLUEH TEHW, KOTOpPaR pa3sepHy-
nacs ocobeiv obpazom Bnaronapa OBWXEHWIO — BPEMEHW.
Tak MHOrOMERHBIE ODBEKTE NONYHBIOT BLLE OOHO AONONHK-
TENbHOE NOATESPXIEHWE CBOeMY HaleaHwwo — Bnarogaps
TeHn (un. 156), koTopas B CBOID oYepeab NORBUNACK 3AECH
Bnaronaps YeTBERTOMY MIMEPEHUIO — BPEMEHW,

Crnenyet ckasats ewe ob ogHol cylecTBEHHON ocoben-
HOCTH MHOTOMepHbIx obbexTos Pyaonsdgia Xadarpaxa. Mo-
NOBHO TOMY Kak NPOYHO CTORBLUAR HA HOFe ABYXMEepHas
«hopMyna Yenoeexkar OTopBanacs OT IeMNK K Havana caac-
TMkoODPa3IHO «BpaWaTLCA® B MPOCTPAHCTBE, TPEXMEPHLIE
0BLexThI CTaNW “OTPLIBATLCA® OT NOACTABOK-NOCTAMEHTOR,
Ha KOTOPLIX OHW NOKOUNKUCE, [INA 3TOMO XYA0MKHMK 33KMI0MIAN
NepeKpelLMBaIoWMEcH NNOCKOCTH cBomMX obbexTos B cTek-
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of the components of the “formula” here become even
less tangible as Khatchatrian links the two swastika-
shaped figures, each of which had already been rotating
in its own dimension (plate no.91).

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

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

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

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

Juax peunocTi. Peased XVII B, Apmerns

The Sign of Etemnity
17th century relief. Armenia

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

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

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

man”. Although the formula itself is implicitly androgenic, g al objects come close to the spherical shape although visual-
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CTEBKM, Tak YTO OHW Havanu kak Bel napums B soanyxe (.
157). XoTa aprxeHme OCyLLECTBNABTCA BOKPYT BEPTUKANLHOM
OCK, 4TO ODYCNOBNEHO TEXHMHECKOM 3ala4en 1, KCTaTv, nog-
HEPKUBEET KpecToobpasHyIo OCHOBY MHOTOMEDHBIX DEbeK-
TOB, OHM B NPAHLMMNE MOTYT BPAWATLCA BOKPYr niobon ocw,
6naronapr KOHCTPYKTHBHEIM OCOBEHHOCTAM COCTARNAIOLLIAK
WX NEPBO3NEMEHTOB. B 3TOM CMBICNE MHOTOMEDHBIR 0BLEKTHI
NO CBOERA CyTW BNMIKK K LWAPY, XOTA BUZYaNkHO B HAX AOMIA-
HMPYET KPECTOBMAHLIA OCTOB, BWAWMMO, UMEHHD K Takon
WaeansHoW reoMeTprYeckon hopMe KU CTpeMUNack B CBOEM
camopaientui edopmyna Yenoeekan, MNoaToMy He cyHaiHo
LWiap BXOAWT B KOMMNO3WLMIO HEKOTOPLIX MHOMOMEDHBIX (ﬁb‘
extos Pyponsda XadatpsHa (un, 137).

TYT NPUXOANAT H3 YM «LWIAPOBMAHLIAY oBpa3s nepeonio-
Adew W3 gpesxero muda, BOCNPOWMIBBOEHHOTO B OManare
MnaroHa «lups, CornacHo 3TOMy MWy, HAWKW Npemkn
WMENK NO [ABa NULA, YETLIPE PYKW 1 HEThIPE HOTW W Beiny
AHAPOTMHAMM, CONETAR MYXKCKOE W KeHCKoe Hadana. ([dey-
enuHbiR 0bpa3 Pyponbiha Xadarpasa TOXE He NULWWeH, Kak
Mbl BUABNM, HAPOTMHHLIX YEPT.) 3TOMY MAOBANLHOMY CO-
CTORHMIO NPMLLIEN KoHel, KOrAa 3eBc, Hakalae ux 3a rop-
[0CTh, pa3pybun kaxnoro BAoNL. W C Tex Nop MQaM MLLyT
CBOI0 YTEPAHHYIO NONOBWMHKY. B 370 CBAIN MOXHO BCNOM-
HWTL TAKXKe CNOBa W3 rHoCTUHeCkoro EBaHrenn o1 Munmin-
na (71) o Tom, 410 ecnu EBa cHoBa BoRAeT B AaMa, 1 OH ee
npumet, To cmeptw Bonblwe He Dymer. YMeCTHO Hanom-
HWTB, 4TO yXKe OABYXMEepHaR CBacTWKonNoaobHan «BpaLLain-
wanca» «hopmynar Pynonedia XadatpAda HanomuHana
3HBK BEHHOCTW, MIBECTHBIA BO MHOMMX KyNbTYPHBIX TRaam-
umax. OgHako Kk ero MHoroMepHeiM oBbekTam ewe Bonee
NPUMEHNMBI CNOBA M3 SPYTOro MTHOCTVMECKOro EBaHrens —
ot Momel (27): tKoraa B6l caenaete eowx OAHKUM, W Koraa
Bbl CASNAETE BHYTPERHIIO CTOPOHY KaK BHELLUHIOK CTOPOHY,
W BHEWHIO CTOPOHY KaK BHYTPEHHION CTOPOHY, M BEPX-
HIDID CTOPOHY Kak HWUXHIOK CTOPOHY,.KOr[a Bbl CAenaerte
rnas BMECTO FNasa, W pyKy BMECTO PYKUW, M HOTY BMECTO Ho-
v, obpa3s smecto obpasa, — Torna ew BoMaeTe B [uapcr-
Bue]»*. Pyfonudy Xa4arpad niobun npyBoaMTe 3T CnoBa
330N10 A0 TOTD, KaK ero AsyeauHsid 0bpas, poaMBlLIKCE
OT 0DBMHOM MaTep 1 PasBUBLUMCE NO CBOMM oCobbiM 3a-
KOHam, BONNOTWN 3TY MABK B MHOTOMEepHBIX 0BbexTax.

M HakoHel, xO4ETCA CKalaTh O CamMOon YOWBWTENbHOW
0cOBEHHOCTI MHOTOMERHBIX 0DBexToR, NpubnuxanLen
TeOpeHA Pyaonsdtha XadyatpaHa Kk MUpY NpUpoasl Ha ca-
MOM FNYBUHHOM, “KNETOHHOM® YPOBHE.

* Epavrenvs of DunMnna W or Dombl WATHRYTCR B Nepesoe
M.E. Tpogumoenia
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MHOrvMe XyAoKHUKKY, BOCKMLLANCE NPMPORORA, CTREMM-
NUCH CambIMK PasHBIMKU cnocoBamu nepenars ee CyTe — ot
CKPYNYNEIHOMD KOMWPOBAHWA MNK BhIXBATLIBAHMA MWMO-
NETHBIX COCTORHMIA AD NOAPAXAHWK 1 (haHTa3WA Ha YPOBHE
Mukpobuonoru. OQHaKo BCE 3TH NONLITKKW — OT APeBHed -
LUMX A0 YNLTPACOBPEMEHHBIX — DCTABANVCH NLLb NONLITKA-
MW OTPa3nTe, PACKPLITE MW B NYNLLEM CNy4ae BMEeWaTheh B
NPUPOAY, KaK 310 ALNAI0T CEroHA HEKOTOPLIE KOHLENTYa-
NACTBI. Pyaonsd XauaTpsM, Kak Mbl YK yroMUHANK, Toxe
cran w3obpaxars Heyto Bpoae BHUONOrM4eCcKoro pasMHo-
KEHWA CBOMX ABYEQMHBIX uryp. HO B 8ro MHOTOMEDHbIX
obbekrax 3Tv NPOUectsl NPORBMIMCE COBCEM Ha APYrom
ypolHe. f yxe roBopun, YTO XyAOXKHWE NOPOR co3gasan
KNBOTACHLIE NPOM3BENEHWA, NMEPEHOCA HA XONCT TO WK
WHOE nonoxeHne obwexta. Tak BOT, € HEKOTOPLIX MOP OH
CTan MKCUpOBaTL Takve ChyYaiHble ocTaHoBky o0bbexTos.
{(HanomHIo, 4To 3TM 0BLEKTLI HE TONLKD NO TEXHMHECKOMY
3aMbiCiy, HO W N0 CBOEA NPUPOLE BEYHO BRALUAKOTCH, a uX
NEPEOINEMEHTEI BEYHO NEPEXOOAT 04uH 8 Apyron.) C uao-
Bpaxerns, Ha KOTOPOE CUHXPOHHO HANDXMNWCE COCTOAHMA
obbekTa B MOMEHT (DVKCALMK, XYAOKHWK QENaeT 3epkans-
Hoe oToBpaxedwe, 3atem no ofoumM KOHTYpaM Buipesaer
harepHbie WabnoHbl, BCTABNRET Mx APYr 8 ApYra, Kak oH
370 AEnan ¢ OTAENbHLIMK «hOPMYNaMUD, = 1 MONYHaeT HO-
BbIA MHOTOMEPHBIA ODBEKT, NOPOXABHHLIA — He dMry-
pansHo, a BykBanLHo — nepasiM, Tak oH WHOTAA NPOAe -
BaeT HECKONbKO pa3, Hosei obvekT (i, 41) moxer no Ton
*e CeMe NopoLnTe elwe ogmn obwext (ur. 40) — ntak oo
BeckOHEYHOCTW, HE B PEanbHOCTA, KOMEUHO, 3 B NOTEHLIAW,

A Bcerfia NpMCTanbHO CNEAUn 33 TBOPHECKMMIA NOMCKE-
mu Pygonsda Xa4atpaHa, HO KOrAa yanan ob aTom oTkpsl-
TMA XYAOXHWKa, Bbin NOTPACEH &ro Haxogkon. Bege oH,
Cam TOrD He OCO3IHABANA, (PaKTUYBCKKM 3aHIMMANCA MUy pria-
e/ — @ UHAYEe 3T0 HEe HA30BELWb — Ha ¢KNETOHMHOM YpOBHeD,
allepeonpenoks NOPOKAAN HEKOE NMOTOMCTBO, 3 XYI0KHWK
Bpan y Hero «kneTky®, AeNWn ee no 3akoHam caoel «Buo-
AorMie U AaBan 310l KNETKE BOIMOKHOCTE BRIPAcTH B HO-
Bbin 0BbexT. Tak oH NoNyuan MaKTUHECKN NMHUK-NOTAMCT-
B3, ¥ KEXAOrO M3 KOTORLIX DN CBOM NpapoaMTens — He
MMUHECKWIA, 8 KOHKPETHLIA, CTORLLMEA TYT Xe, B MacTep-
CKOWM XyAOXKHWKE. W 7 yre He Dein YOMBNeH, KOrAa BCKope,
BWIMMO, NOBWHYACk morMKe Buonory4eckoro pa3surie,
AYODKHUK PEWWN CKPecTWTh MOTOMKOB Pa3Hbix «nepso-
npenkos». [1Ba nortomka oBLeMHMNWCE H3 MrHOBeHWe
(Bwink BAETH ApYr B Apyra COOTBETCTBYIOWME WabnoHs!),
310 EAUHEHWE STOArNARENY K 3aMKCUPOBaN XYADXHWK,
3aTem NOoPOAMN HOBOTD, TMBPUAHOro, NOTOMKA MO YXe Ha-
NAaXEHHOW Creme BOoCTpovaseneqmn (wa, 224). To, 4o B



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

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

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

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

| have always closely followed Rudolph Khatchatrian's
artistic experiments. Yet | was shocked when | found out
about this particular artist's discovery. The artist was sub-
consciously engaged in “demiurgical creation” (I can't find
another name to describe it) on the cellular level. The fore-
fathers generated offspring, and the artist took a "cell”
from it, divided it in accordance with the laws of biology
and gave it an opportunity to grow into a new abject. Thus
the artist practically created genealogical lines, each of
which had its own not mythical but a real forefather, which
stood just there, by its side — in the artist's studio. And
later, | was no longer even surprised when, perhaps, fol-
lowing the logic of biological development, the artist
decided to “interbreed” the descendants of different fore-
fathers. The two descendants merged together for an
instant (as the two models were inserted into each other)
and the artist pried at the union and recorded it in his work.
Then he generated a new hybrid offspring according to the
already established reproductive model. The fact that at
the moment of the offspring’s "coupling” the artist
diverged from the principle of reflective self-generation,
does not obscure but, quite the opposite, makes transpar-
ent our biological interrelation. Indeed, every descendant is
internally and structurally reflective or "mirror-like” and its
proto-elements will inevitably meet a compatible couple.
Just as it happens in the matching of mother's and father's
chromosomes. (1 wish to emphasise that the "formula of
man" is primarily androgenic: that is why the comparison is
not too farfetched.) And then, everything develops "all by
itself”: a new being — a multidimensional object emerges



MOMEHT “CNapuBaHWA» NOTOMKOB OH HeMHOrO OTCTyNan of
NPUHLMNG 38pKanbHOMO CaMONOPOXKAEHWR, HE 3aTeMHRAET,
a, Haoboport, genaet bonee npo3apayHoi Hawe Bronaruye-
ckoe cooTHeceHwe. Beab Kaxgbin NOTOMOK BHYTPEHHE
{cTpYKTYpHO) 3epKaneH W ero NepBOINEeMEHTLI HEMWHYEMO
BCTPETAT CBOIO COBMECTMMYIO napy. CoBcem Kak Npw cos-
MELLEHHA MATEPUHCKDW W OTUOBCKON xpomocom. (Hariom-
HIO; 4TO «hOpMyNa HYENOBEKA® WCKOHHO aHOPOrMHHA, TaK
4TO B 3TOM CPABHEHMW HET DCODBIX CMBICNOBLIX HATAXEK, ) A
Aanblie BCE PA3BMBIETCA yXe
acamo cobonr: K3 «reHeTyec-
KOW DCHOBbLI® NOABNAGTCA HOBOE
CYLLECTBO — MHOrOMEepHbLIA 0Bb-
eKkT. Tak XyOoMHUK HEOXMAGHHD
NoNy4An KMoy k Co3gaHmo’ Le-
noro «Hapogan.

Bot noqemy f ckasan, 4to Py-
fonbh Xa4atpaH nogowen Kk
Buonornamy UIHYTPU ROFUKA
CBOWX TBOPEHWIA, 3 HE BHELLIHUM
nogpaxadiem. bonee 1oro, oH
Adxe He nofo3lpesan, 4to of-
KPBIT METOL XYAOKEeCTBEHHOTD
KNOHWPOBaHWA. Bnepesie xy-
ACKHWK HE BTOPraeTca B NpM-
poay (CerofHs 310 NuITAKITCA
CAENaTh OaXe Ha KNeToYHOM
YpoOBHE), 3 NO3IBONAET CEOMM NPOW3BEAEHWAM pPa3gn-
BaThCA CAMOCTOATENLHO NO 3akoHam Buonorni. Xymox-
HMKY OCTAaeTcA NMuib, ONPasvBLIACL OT NOTPACEHMA,
YOMBNATECA CBOMM OTKPBITUAM.

AOTR NopoxaeHHbi Pyaonsdom Xa4aTpaHoM «Hapogr
¥ HeoBBIYEH — OH YyXOW, OPYron ANA Hac, NOPOXAeH
MHOM, HO cxoaHowW Buonorven, — Ho, Byay4W Hapomom
SECTECTBEHHBIM Y, OH HEMWUHYEMO OOMXEH Pa3BMBaTLCA NO
3aK0oHaM, NPACYLLMM 3THOCY, ITOMY ®Hapoay» NPeacTonT
glie BbiTb OTKPLITEIM CO CTOPOHBI WLLYUIMX, KOTOPbIX 3aYT
NOTRACEHKA M yaAuBneHwe. Tak Ml BCNEN 38 aHTpONONOra-
MW MBITAEMCA NOHATL HYKON ONR HAC MAP WHBIX HaPOO0E,
3aTem BKNICHAEM €ro B CBOM Mup, YTobbl B UTOre No3xarts
4Eepes Hero camux cebn,

OfHako Ha 3TOM HYepea YAMBUTENLHbIX NPespaLLeHUi
BLLE HE KOHYAETCA, Yoke Nepakin ruDpuaHE NoTOMOK NMony-
yunc Bonee «CTPORHLIMY — OH, BCTECTBEHHO, OCTANCA TOro
e pocTa, 410 M “POLMTENMY, HO ero NepekpeLLBaioLUMecn
MNOCKOCTA MEHbLLE BEICTYNAINT OT BEPTHKANLHON OCK 1 MMe-
ioT Bonee CnoxXHbie ouepTaHna (Mn. 241). Tak pebeHok Bbi-
FNRAMT SCAOKHEE CBOWX POOMTENEN, yHacNegosas npuyya-

bor Orerl. Peaved Ha dacare Hopasanckoro
moHacTapa. XI-XIV an, Apmens

God the Father. Relief on the facade of the
Noravansky Monastery. 13th-14th century. Armenia
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NABYI0 MO3anky x 4epT. Bpag nia oMt yOWBNATLCR, YTO
WLLYUWIA XYOOKHMEK, K8K WCTUHHBIA GEMUAYPT, HE OCTaHORMN-
CH Ha QOCTATHYTOM, 3 CTan NopoXaars Cneayiowwe nokone-
HWA CBOEMD CTPAHHOMD Hapoaa. M yem fanbLue oM YXoauT ot
NepeoHa4ankLHoR napel, Tem HONee NOXOXUMIK APYT Ha apy-
ra CTaHOBATCA NOTOMKM, XOTA Kax[bih U HeceT Ha cebe xa-
PAKTEPHEIN CTEHETHHECKMIA® OTNeYaToK. Mpi 3TOM NOTOMEKM
cTaHoBATCA Bee «cobpanneer (un. 243). Ecnu cmoTpers
CBEpXY, TO KPbiNbA OCHOBONONAraioWed KpecToBKHLI OT No-
KONEHAH K NOKONBHMIO CTAHOBAT-
CA BCE KDPO4E, 3 NpwW Barnage
choky MHOromepHe obbext sce
Bonewe npubnuxaeTcs k cTonby,
oBnennesHoMy CnokHbIM penb-
edHbIM OpHAMEHTOM. AMHTPONO-
nor cpasHnn Bl 8ro © TOTEMHBIMIA
cronbami4 MHOEALPR CeBEpO-3a-
naga Amepukn (mn. 245),

A BCe BpeMmA yaepXuBanca,
YyToBbl HEe CPaBHWTL MHOrOMep-
Hble obwexTsl Pyponsdga Xasar-
PAHA C MWPOBEIM OPEBOM, CHM-
BONMIMPYIOUAM CTROEHWE KOC-
MOCa, NOCKONBKY HE BCE AETaMmM
3TOM0 YHWMBEPCANbLHOIO KOHCT-
PYKTa COBNafank € TEOPEHWEM
XyOoXHWKa, He xoTen Ttakxe
HaBRA3LIBATE YWTATENIO aHTPONONOrMYBCKUX CONDCTaBne-
HIW, XOTA MHOTOMEpHBIE 0DBEKTEI CTONL XK€ CaMopocTa-
TO4YHBI W MUpoonKMcaTensHel. OaHako nocnefoeaTtensHoe
npubnuxeqne obLEKTOR K aTOTEMHOMY» CTONDY roBopuT
O TOM, 4TO MX CXOACTBO € MMPOBbLIM APEBOM HE YWMCTO
BHEWHee (HanpuMep, ckpbiTan CUMMETPUYHOCTD BEPXa W
HW3a WNKW COOTBETCTBME TMEpPeKpellMBAIOUIMXCA NNOCKD-
CTel € YeThipbMR CTOpOHaMK ceeta). CeAleHHBIA cTonb
(konoHHa, WEeCT N TOTEMHBIA CToNB) — 310 BapuaHT Mu-
pOBOTO ApPEesa, OCb, NPOXOORALLARA Yepes LeHTp Mupa.

HeTpyoHo npefeuaeTs, 410 B CBOMX OEMUYPrvHecknx
OTKPOBEHWAX XYLOKHUK HEMUHYEMO NPHUIET K BEPTHMKAND -
HOM NMHUKA U K TONKE (BCNM CMOTPETE CBEPXY) — MIKHK-
ManbHbIM BM3yankHeIM aBCTPaKUWAM CBOWX YAWMBWTENb-
HeIX TpaHCchopMauvi. (BEnoMHMM, 4TO BllE A0 OTKPLITUA
whOPMYNbl YENoBeKkas, B OOWH M3 HEdoNrvX Nepuonos
CBOMX MCKEHWRA, KOTOPLIA XY A0KHAK HaIBAN CMUHUMANKMI-
MOM®, OH CO3A3N LIENYIO CEPVMIO NTMHENHBIX KOMNO3INLWA, B
KOTOPBIX MuTanch oToBPaIuTe NOWCKK YHWBEPCANbHOW
POPMY bl CAMBIMIK MUHMMANBHLIMIA CPEacTBaMIA M30Bpa-
*eHWA, ) 410 xe ganbwe? MNocne Toro Kak «opmMyna Yena-



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

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

The "humanity” generated by Rudalph
Khatchatnian 15 not ordinary; it is “the
others”, who are alien to us and generat-
ed by different, though somewhat simi-
lar, biology. Yet this humanity is “natural”
and hence must develop in accordance
with the laws of the people. This "people”
is yet to be discovered by the seekers,
who eagerly anticipate the shock and the
surprise. In this way, following anthro-
pologists, we try to understand an alien
world of other nations and through it
come closer to knowing ourselves,

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

particular features. One should not be surprised that the
experimenting artist, like a true demiurge, never stops at
what he has already reached but endlessly generates new
dynasties of his strange people. The further he is from the
original couple, the more alike the descendants become,
although each one of them still carries a particular “genetic”

IR (RS Ml T S8
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Khachkar. 13th century. Armenia
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imprint. Simultaneously, the descen-
dants become more “compact”(plate
no.243). 1f you look at them from above,
you will see that the wings of the ariginal
cross become shorter and less protuber-
ant. The side view shows how the multi-
dimensional object comes even closer to
being a pillar decorated with complex
ornamental relief. An anthropologist
would probably compare it to the
totemic pillars of Northwest American
Indians (plate no.245)

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

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

of man”, during one of the shorter periods of his exper-
iments, which the artist himself calls "minimalism”,
Khatchatrian created a whole series of linear composi-
tions, in which he attempted to represent his quest for a
universal formula by the most minimal means of expres-
& sion } So, what was next? Could it be that, to the great



BEKA», PA3BMBIUMCE B MHOromepHein obwexT, nopoame-
WA B CBOK 04epefdb NOKONEHWA NOTOMKOB, BIpOOWIacs
B BEPTUKANLHYIO NWHWIO, OH3 MOXET, K NOTPACEHUID Xy-
OOXHWKS, BOODWIE WCHe3HYTh B UTOre ero YAWBUTENbHLIX
nonckoB? [INA MEHR 3TO IHAYWT, YTO XYOOXHWME npolen
NyTh Pa3BMTWA CBoero obpasa A0 NOTWHECKoro KOHLA 1 Te-
nepe Bnpase ceobogHo obpatutecs K nobomy otpeiky
ITOro MyTH, K Nobon cragum NepexnTsix Tpaschopmaumn
Tax MyApsIe 3HAI0T, HTO 38 HACKILLEHHOW KPACOTON 38MHOR
MUIHW CNefyeT ackeTUHecKoe COBePLUBHCTBO AyXa. Ho 3to

HE MELLEET MM BOCXMLUATECA 3TOW KpacoTom
W nocneaHee. B 2001 rogy, koraa Pynoned XaqaTpRH €
YOMBNEHWEM 3aMEeTIN, YTO ero obBLeKT cTan CRMMAaTLCA 1
ACHE3aTh Ha rNaiax, oH BHe3lanHo Nepexian HoBDe NoTpA-
ceHWe. EmMy OTEPLINCA TAAHLIA CMLICN ef0 apTHCTHYECKOW
noanueu. Mpadmka apMAHCKMX 3arnaeHbix Byke «Ps 1 «Xa,
obbirpaHHan B HeW, OKa3anack HakTMHeckK (opMynNar no-
CTPOEHMA MHOrOMepHbix obbekToB. [lencrevTensHo,
GONbLWON U ManbIA 3EPKANLHO NEPEBEPHYTHIE 3MEMEHTHI
NEBOW W NPaBoi 4acTi NOANWCK { BENOMHMM #MaTh-WM-uTA?
«HOPMYNEI HEN0oBEeKkar 1 3EPKANEHYID 4NepPeBepHyTOCThY
NPOTHBONOCTABNEHHEIX NNOCKOCTEN B MHOTOMEPHLIX 06L-
exTax) CoeAnHeHbl OBYXMEDHbIM KPECTOM — KRECTOBMHOM
MHOTOMEpHBIX 0BwekToB. Tak nognvces Pygonsta Xavat-
pAHa, BrepBesie NOABMBLLAACA Ha era paboTax peanvcvye-
ckoro nepwoaa 8 1971 rogy, Yepes TpuauaTte NeT OTKPLINa
CBOW TaWHBLIM CMbICT B MHOromepHoix obbekrax,
NesoH AbpamaH

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

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

Levon Abramian

Aens 1 Hous, 1968
bymara, aksapear. 15 * 40 cm

Day and Night. 1968
Water—colour on paper. 15 = 40 cm
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1 Marepusceo. 1965 2 MyxunHa B kpecne. 1961 3 BocToudbie ®edliMksl 4 opTper gesywixd, 1961
Motherhood. 1965 Mepuog «Kybuamn 1963 Mepuop «Kybuams
Man in an Armchair, 1961 Onental Waomen Partrait of a Girl, 1961
The Cubist Period 1963 The Cubist Period



Agtonoprper, 1966




B Moboaxan cuena. 1968 7 Kpwe. 1969 8 TMouenyin. 1968 9 [Npeoe. 1969
Love Scene. 1968 The Screamn. 1969 The Kiss. 1968 The Two, 1969
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Cnenon (Fomep)
1968

Blind Man {Home
1968




1 XKencxkwi noprpet. 1968 12 louenyd fnyHsi, 1969 13 lonoea cnenoro, 1969 14 Pacnmtue, 1969
Portrait of a Woman. 1968 The Moon’s Kiss. 1969 Head of a Blind Man The Crucifixion. 1969

1969
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16 CepeHapa. 1968 17 Anren cveptw. 1969 18 Yenoser 1 Bk, 1966 12 Tpw rpauwn. 1969
Serenade. 1968 Angel of Death. 1969 A Man and a Bull. 1966 Three Graces. 1969



Menauxonua, 1966
Melancholy. 1966




Kpeluexdwe. 1969
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The Baptism. 1969






a[lpororgmyce (MoanH Kpectwrens ). 1989

lohn the Baptist. 1989
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26 Houb. 1990

Night. 1990



27 Tpw avrena. 1990
Three Angels. 1990



W. 1980

28 Mool

Repose. 1990
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Reliefes and Shadows

REFLECTIONS OF FORMS







30 MyxtsuHa W keHlHa. 1990
W3 cepn «JluHMR B NPOCTPAHCTBES
A Man and a Woman. 1990

From the Line in Space series
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Composition with Birds
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1990

—_———— - Multilayered relief




34 TpocTpancTaeHHan KoMnoauwma Net, 1990
MHOroCNoRHEIA pEnbed
Spatial Composition na.1. 1990
Multilayered relief




35 [MpocTpaHCTBEHHAR KOMNO3MLMA N22, 1990
MuorocnonHem pensed

Spatial Composition no.Z. 1990

Multilayered relief



36
Aeoe. 1991
M3 cepum aMuHAMENUIM e

[ T

The Two. 1991
Fram the Minimalism series

a7

YeTuipe durypsl, 1991

W3 cepiin aMuHuManiame
Four Figures. 1991

From the Minimalism series
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42 Tpw rpyiwm, 1990
Ha NpaTHEONCNOMRHON CTHAMHALE! MHuorocnonHas
Oppasite page: KOMMNO3ULIMA
39 Tpoe.1990 40 Komnoauuma 41 [IpOTMBOCTORHME . T:‘;Etpenf“' l?iig
MHOFOCROHEIA 1990 1990 il g
pensed MHOroCNoRHLIR MHOrOCNGHHBIA
The Three. 1990 pensed pensed
Multilayered Compaosition Resistance. 1990
relief 1990 Multilayered
Multilayered rehef



43 Xpucroc, 1990
MHOroCNoWHbLIA pensed
Christ. 1990
Multilayered relief
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Teatp rexei |
1980

Galanty Show |
1290

48
Tearp TeHen i
1930

Galanty Show II
1990
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51 Toprper. 1991
Portrait. 1991







53 OBbwamwe, 1990
Embrace. 1990
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Cronwan gwrypa li

1990

Standing Figure ||

-1 1990




55 Cwonwss dwrypa V. 1980
Sitting Figure V. 1990
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58 KeHulwHa c 3epxanom |l

A ‘Woman with a Mirror 1l




3 € CONHEYHEM JaRYkonm, 1991

Reflection. 1991




06
DHaxeHHaR

[}
=




o
N
-
=
2
=
Ja
]

1

6




o
&
h
- i
a
o
[y
=

-
h
o
L1}
o
c
m
O
@
&=
| =

g e o 5

el d




[se xedckue durypol
1990

Two Female Figures
1980

64
BraxenHan
1991

The Blessed Woman
1891
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66 Durypa C kHWron i kyknoi, 1991
Figure with a Book and a Doll. 1991
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78  Komnoawuwa V. 1992
M3 cepwm «MNporenedme obpazar
Composition V., 1992
From the Appearance of the Image series



Dream |, 1992
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Nexawan durypa, 1992







Kosnoznumes 1. 1992

Composition 11, 1992
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87 Tpw thvrypr. 1992
Three Figures, 1992



uuMn 1. 1992

88 MHorogwrypHan kono

pun s Mporeneqswe obpasa)
Multif

From the Appearar

an
sition 11l 1992

gured Comip

of the Image series



HUcrvitaiiie mMpocTpancTBoM

nyT™s K MHOrOMEPHOMY OFBEKTY

Testing by Space

TOWARDS THE MULTIDIMENSIONAL OBJECT
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89 Dwrypal, 1992
M3 cepun «OBpaibl ¥ TEHKU
Figure 1. 1992

From the images and Shadows senes
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A3 wikna
eMeTamophoibie
Figure I

1993

From Metamorphoses
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Croawan dwrypa |
1992

Standing Figure |
1992
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MNpoeET @Urypsl
1990

Figure. A Projekt
1990




94
Anrens
1990
Angels
1990

93

DOea aHrena
1990

Two Angels
1930
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Ourypa |, 1998

M3 cepum «MNpoexiumms
Figure |. 1998

From the Projections series
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MHoromepHs obeext N2
1996

Multidimensional Object no.l
1296




1996

i
3




100

MuoromepHsin obsert N2 3
2000

Multidimensional Object no.3
2000









103 Komnoaus N2, 1995
Compaosition no.2. 1995






105  Kosnozmuma V. 2000

Compasition V. 2001




106 Komnosuuws Nel. 2000
FnyBokui, MROTOCNORHER penbed)

Composition no.1. 2000

Deep multilayered reliet
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114 [ee dwrypm VI 1998
W3 cepiam alposkymiae
Two Figures VII. 1998
From the Projections series
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obbexy Nt 8
2000
Multidimensional
Object no.8
2000
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ONELWan KoMNoaMuMa, 1996
arge C ampaosition, 1996
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Komnoauuwa 1. 1998

W3 cepuu eIposkiumme
Compasition (I, 1958

From the Projections series
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Mwrrypa N2l
2001
Figure ne.1
2001










124
MHCTOMEPHEIA
ofvext N210

1598
Multidimensional
Object no.10
1928
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Durypa c wapom
1998

3 ceprn

s Mpoexims

Figure with a Sphere
1998

From the
Projections series
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132  MHOMOCROMHAR KOMMOIWWMA | 1995
Complex Composition |. 1995
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136 MHorochoxrHas xosnoinusa 1. 2000

Complex Compasition 1I. 2000
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138 Croswas dwrypa Il 1992
Standing Figure |1. 1992

139

Durypa |

1994

K3 cepum
eMeTamoppoipe

Figure |

1994

From the Metamorphoses

Seres

Ha NpoTvaonanosHoN CTRaEHMge

Opposite page

140, 141

142

ABYCTOpOHHAA NnacTWYHaR opma. 1996
Double-sided Sculptural Form. 1996
ABycTOpOHHAR NNACTHUYHan dopma. 1996
(thparmenT)

Double-sided Sculptural Form. 1996
(detail)
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Qurypa IV

1996

PackpallieHHbid pensed
1996

Figure IV

(B w83

L P g

Multidimensional Object ne.13. 1996

MHoroMepHBIR DDbeKT N213. 1996

143




145 [ise durypel d
PackpawenHsid pensed
Two Figures. 1996
Painted relief
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MHoromepHbit obbext Ne1d
1998

Multidimensional Object no.14
1998
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MuoromepHeii obwext N215
1996

Multidimensional Object no.15
1996
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QOurypa IV

3 cepun «poexs
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Figu
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From the Projections se
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153 MHOroMepHBHA ObbeT Ne17. 1997
Multidimensional Object no.17. 1997
155
Dur 'r'[:kl Mg |
2000 |
Peneedy B NpoCTpaHcTee |

Figure no.4
2000

From the Relief in Space series
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MruoromepHsid obbext N220
2000

Multidimensional Object no.20
2000
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MHoromepHbiin obbecr N221

2000

mMultidimensional Object no.21

2000

MHOromMeDHBEHA

2000

0.2

tonal Object

Multidimens

2000



162  Tpw urype Il 1999
M3 cepum ol poekumm e
Three Figures II, 1999
From the Projections series
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169 [pynnal. 1998
W3 cepian «MNpoekiiams
Group |, 1998

From the Projections series
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Qurypa N2 3
2000

M3 cepun «Peneed B NPOCTRpaHCTRED

Figure no.3
2000
Fram the Relief in Space series

170

Durypa |

1997

bence Ha Benom
Figure 1

1997

White on White
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@urypa Mel

2000

M3 cepum

«Penwed 8 NnpocTpaHcTaE Y
Figure no.2. 2000

From the Relief in Space
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Tpw hvrypsl 1. 1999







178  Duwrypa X1V, 1998
W3 cepui «poekummne
Frgure X1V, 1998
From the Projections series

Komnoanuws Ne20. 2001
W3 cepun «Npoexummn
Compasition no.20. 2001
From the Projections senes
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Multifigured Linear Compaosition V. 1995

180  MHOTODMIYPHER NMHEAHAR KOMND3MULMA V. 1995




W3 cepum all
Figure. 1992
From the










Dwurypa X1, 1998
Ma ¢ A4 «[poexLm»
Figure XI1. 1998

Projec S SETIeS Projections series

187

Hee doaryps I

1999

M3 cepun «lMpoekLms
Twa Figures |l
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MHnromepHein obwekt Ne27

1997

Multidimensional Object no.27

1997
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f Durypa X

1| 200
i’ '|f | Muorocnoimslia
| | pensed
| Figure Xii

i 2001
= | Multilayered relief
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MHGr DMERHEIA obuext N228
1998

Multidimensional Object




romMepHbiin obbext Ne29

idimensianal Object no, 29
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MuoromepHe obrext M231

Multidimensional €
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bexT N234. 1998
Ibject ne 34, 1998
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MuoromepHsil 0bbexT MN235

19498

al Object no

Multidimension

1998

199

exT N3G

obw

MHOromepHeIn

2000

Multidimensional Object no.36

2000



201
MHoromepHsia obbext N238
1998

Multidimensional Object no.38
1998

200

Muoromepibid obwerT Ne37
1998

Multidimensional Object no.37
19498




202

Muoromephuii obwext N239
1998

Multidimensional Object no.39
18998

203

CoBmelleHHbe hurype
1998

3 cepim «lTpoexuymme
Integrated Figures

1998

From the Projections series
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Bramenrinie
200

The Blessed
200

214

MHoromepHbit obbexr N245
1998

Multidimensional Object no.45
1998




MHuorodurypHan komnoiuwus | 1995

215

Multifigured Compaosition 1, 1995



MuorogwrypHan komnozuigaun |

1995 . : =
1d MROTIBONONCEHOH CTRAHFLE
Multifigured Composition || 3 TR ; ¢
o Opposite page
1995

217 Muorodmry pHan Komnoanume 1Y
1995
Multifigured Composition IV
1995

218 MuorodurypHan xomnozuuyus 1|
1995
Multifigured Composition 1l
1995
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219 MuorodurypHan koMnosvwme. 1995

Multifigured Compaosition. 1995






220
MEoromepHaiA
ofiekr N24b
2001
Multidimensional
Object no.46
2001




221

MuoromepHun obbekt Ne47
2002

Multidimensional Object
no.47

2002
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MuoromepHei obwext Ned8
1998

Multidimensional Object no.48

1998

223

MroromepHsii obbekt N249
1998

Multidimensional Object no 49
1998
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Ha NpoTruBONONOxHDA CTDaMHHLS BESDXY Cnpasa
Upposite page top night

230  MuoromepHnii obbexr N2S6. 2001

4 i - e L' alall
Multidimensional Object no 56, 200

247 MuoromepHein obsekr MNe53
2000
Multidimensional f_li'_:.:n-j"_ no.53
2000

228

MuoromepHsit obeext N254
1998

Multidimensional Object no.54

1998




MHoromepHsiR obrexT Ne5T

Multidimensional Object no.57

2001




Ha npoTHBcnonxHDN CTPAHKLE B CEPRAMHE BEpXHErD PR,
Opposite page, middie of the top row.

235 Muoromephsin obvext A-3. 2001
W3 cepum «lpeobpasoearnss
Multidimensional Object A-3. 2001
From the Transformations series

232  MuoromepHpin obbext A-1, 1996
W3 cepim «Mpeobpalosaquas
Multidimensional Object A-1. 1996
From the Transformations series

233

Durypa XlI|

1998

M3 cepum alpoekimne
Figure Xlil

1998

Fram the Pm,fecfrons sSeries




234

MroromepHba obbext A-2
2001

M3 cepid
sMNpeocbpasosaHuns
Multidimensional

Object A-2. 2001

From the Transformations

senes

MuoromepHsi obeexr A-5
2001

W3 cepun «NMpecbpazosaunan
Multidimensional Object A-5

2001

From the Transformations seres

236 Mroromeprisia
obbekT A-4

2001

K3 cepum
a[pecbpazosaxnan
Multidimensional
Object A-4

2001

From the

;ru',f."l-\ .‘LJ,’.':‘,‘.j‘rl{jl'?\ Seres

238

Muoromeprsia obwext A-b
2001

Wiz cepun «lpeobpasosannat
Multidimensional Obyect A-6
200

From the Transformations senes



54
739

MHoromepHelid obbexT B-

M3 cepian «lp

Multidimensional Obect B

From the Transformations s

1 19497

d3ICBAAHARR
{ 1997

240

Durypa Vil

1998

W3 cepii allpoexiimms
Figure Vil

' 1968

From the Projections senes

MuoromepHbiin obbext B-3, 2

W3 cepiin «NpeoBpaiosanma»

Multidimensional Obiect B-

1




MuoroMepHLIA
obbexT B-4
2001

W3 cepuM
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249 Muoromepmeil 0DbeKT c-4. 201
M3 cepin «MNpeocbpazosaquns
3. 2007
e

I [

246  MuoromepHbin obbext C-1, 1997 1 Q'ji
Ha cepui «Npecbpazosadna e Y N
Multidimensional Object C-1, 1997 " [ 4 l‘ ;
From the Transformations series | ' ‘

3 cepun «Npeocbpalos

Multidimensional Object C-2
200
or he T armatio are
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1

12
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15
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CNUCOK MNNIOCTPALIMIA®

Marepuncreo. 1965
Xoncr, macno, 114 x 64,5, HacTHan Kannecuma

MyscaHa B kpecne. 1961, Nepuog «KyGruame
bymara, nactens. 65 x 55 YaLTHan KONNEXUMS
BocToMHle xeHiwHsL 1963

Konct, macno. 65 = 60. HacTHan KoNMexums

NopTpeT gesywkiA. 1961, Nepwon «KyGuams
Bywmara, nacrens, 35 x 25, YacTHan KOnMEKLMWR

AsTtonoprper. 1966

Kaprow,-aepun. 26 = 17, HacTHan kannecysmna
MoboaHan cuewa. 1968

KaptoH, ryaws, B0 = 55, YacTHan Konneciuas

Kpwk. 1959 :

Mowmorwrme wa Gywsane. 60 = 40, HacTwan Konnexidn
Mouenyi, 1968

Kaprod, Macng, 38 x 30, YacrHas KonneKiyMa

[soe. 1969

MonaTunug Ha Gymare. 70 x 55, Hacthan konnexijes
Cnenoi (Tomep). 1968

KaproH, Tesmnepa. 110 = B0

Kesicxmin noprper, 1968

Bymara, Tyws, nepo. 30 = 20, YacTwan sonmexiin
Nouenyit nyHs, 1969

AptonuTorpapus. 39,5 x 378

fonosa cnenorn. 1969

Maouatwnig Ha Bymare, 60 x 40, YacTHan konnexins
PacnrTie, 1969

WoHoTunig Ha Bymare, B0 = 40, YacTHan konnexuas

Marepuncrao. 1965

Kaprow, macno, 32,5 % 28, Yacrsan Konnesys
Cepenaga. 1968

mmd TYllib, NEPO. a4 = 47

Anren cmepti. 1969

Makorinee Ha Bysmare, 50 = 41

Yenosex v Boik. 1966
Kapron, mMacno. 25 % 35. YaCTHaR rannesimn

Tpu rpatiaun. 1969

AstonuTorpagen. 405 = 40,5
Menasxonwa, 1966

K3pToH, Macno. 38 X 36, HacTHas konneximn

Kpewexue. 1969
MouoTinna ma Bywmare, 50 X 41

sTpotonmmyce (Woark Kpecturens). 1989
Neaxac, cenii, yrans. 100 = 80, YacTwaR KONNEKLNE

23 Meeta. 1989

24

F

Nesxac, cenwa, yrones, 100 = B0, Yacrsan konnexuyus
becena. 1990

K.aproM, Cenwe, yroms. 94 X 75,5

Mouxanor. 1990

Kaprow, cenim, yrone, 67,5 % 64

Hovie, 1950

Bymara, yrone. 40 * 33

Tpw anrena. 1990
Kapros, acpun, yrone; 70 * 140, YacTman Konneumn

* PaamMEps yrasa B CAHTMMETRAX

196

28

29

1]

32

33

35

36

37

38

39

a1

42

43

45

a3y

49

51

52

53

54

Moxkow. 1990

Nedkac, cenus, yrone. 100 = 80

Mrwua. 1990

Kaprow, Gymara, acpun: 52 = 35

MywHiHa 1 XeHLWHA, 1990

Wi cepyn «[TAHKA B NPOCTRAHCTREY

Kapron, Bymara, azpan. 110 X 106, HacrHas konnexiya
MaaoHHa. 1990

KaproH, akpin, 65 X 70, YacTHan Konnekuma
Komnoznuwan Ne2. 1990

W3 cepuw «flnHns B NpocTpaHcTaE®

Kaprow, Gymara, avpun. 91 = 119

KoMnoauuira ¢ muuamie, 1990, MUorocnoinHeii pensed
Kaprod, akpun. 123 X 174, YacTHan konnecumss
MpocTpaHCTBEHHAR KoMNIoIMLMA N2T, 1990
MHOTOCHOMHBIA penbed

Kaprou, akpun, B0 *x 58

TpocTpancTBERHan komnoavuLas N22. 1990
MHOTOCNOWHEIA penbed:

KapTow, akpun, B0 x 62

Heoe, 1991, Ma cepun « MuHAMaNAIM»

KaproM, axpsn. 100 * 80

YeToipe trrypet. 1991, W3 cepii «MuHmmaniase
Kagtod, acpin. 90 x 100

Komnozmyan VIL 1991, W3 cepum aMukmmanname
Nebkac, cenug, yrons, nurvedt, 115 = 95, YacTHan xoanekyns
Tpoe: 1990. MHOrOCNOAHbIA penbed

KaproH, axpian, 35 x 40

Komnoaniyss. 1990, Myorocnoftbii pensed
KaptoM, axpun. 102 x 117

NpaTtueocTosHWe, 1990, MHOrocnonHe pensed
Kapros, akpun, 122 = 150

Tpw rpyww. 1990, MHOMOCTORHSR KOMNOIALMA
Kapros, depitn. 45 x 45

Xpucroc. 1990, MHorocnonHslA pensedy

Kapros, acpun, 130 % 102, HacTHan konnexins

Apiam 1 Ega. 1990. MHorocnokHpii pensed
Kaptow, akpun. 120 % 95, YacrHan KOnneiws

Bbik. 1990, MuorocnomHei pensed

Kaproh, akpun. 140 X 100

Tpw mmmus. 1990, MHOMOCNoWHaR KOMNOIMLMRA
KapTos, akpun. 123 x 129

Tearp reqed | 1990

Neaxac, cemitR. 100 % BO, YacTHan KoRMERLWR

Tearp 1exed 1l 1990

Nesxac, cenwa. 100 = 80. Yacman xonnexima

Durypa c Abnoxom, 1991
Neakac, cenim, yrons. 115 X 95 Yacthan sonnesiisg

Cupawan durypa | 1990
Nedkac, cenmg, yrons, 60 = 50

Noprper. 1991
KapToH, Cemn, Ty, nacTens; 16 % 12

Noprper. 1990

Nesxac, cenin, yrons. 70 = B0. HacTHan connekums
Ofwatve. 1990

Neswac, cenns. 95 x 80

Cromwan thwrypa II. 1990
KapTos, LBETHaR Tyiliie. 48 % 15, HArTHan KonNeKLIa



55

Cipnawan urypa V. 1990
Newxac, cenan, yrons. 65 X 55

56 Cupsuian durypa Vi 1991

g

59

61

62

Nesxac, cvewarHan TexHes. 80 % 65

Heoe, 1991
Nearac, cmewarHan Texa; 122 X 95, HacTHan xOnnexiLiue

KeHina ¢ sepranom Il 1991
Nescac, cuoiarHan TexHmea, 100 x B0

Wrpa £ conHedHbiM 3aiqmkon. 1991

Negeac, comas, yrone. 80 X 65 MarTHAR KGNNSKLWA
ObraxexHan. 1991

Bymara, ceniam, 111 % 64

Cemen. 1897

Neaxac, ceman, yrons. B5 ¥ 75, YacTHan konnexums

Tarew. 1990
Nesxac, cenun, yrone. B0 =< 65

63 [lse wewckue durypes 1990

65

g

69

74

78

8

80

2

Nepkac, cenua. 74 X 90

braxennan. 1991
Neskac, canug, yron.. 75 % BS

Crsiwan durypa ¢ 3epranom. 1991
Neskac, ovewasHan Texmma. 45 = 33,5, Yacrean konnexyua

DWrypa ¢ KHATOA K KyKnon. 1991
Negcac, cenua, nunaear. 110 < 90

CrnoHexHan diarypa. 1992
Bymara Ha xancre, agpun. 118 x 100

Cugsitian chinrypa X1l. 1992

Bymara Ha Xoncte, akpun. 143 < 995

MHorogiarypHas komnozaiea i, 1992

W3 cepun «lponaneqme obpasa»

ByMara Ha XONCTE, MATMERT, BOTHIN Tyluk. 99 X 151, Hacmas KonnesLis
HAwuanor. 1991

Neacac, omeuanaan Tedmeca, 45,5 * 35, YacTvan xonnexumn

Jwanorw. 1991
Neaxac, CMEWaHHAR TexHMEa, 115 X 85 YacTHan xonnexuwr

MuorothirypHan komMnoauuwms |. 1992

W3 cepmm «lposenerme obpazas

Neaxac, cenan, nnnwest, 50 ¥ B0, Yacrvas kannexgma
MHorohurypHan koMmnozauas |1, 1992

W3 cepim «lposeneqwe obpasar

Bynara va Xoncre, ndrmedT, ywe, 101 2 121, Yactkan Konnexiys

Huanor |. 1992, M3 cepun #Mporanerne obpazar
Nesrat, cenue, narvedT. 65 X 50, YacTuar xonnexumn

[opora. 1992, W3 cepuw slposanexmne o&pa:a--
Nesrac, Cenua, maredt, B5 X 50, YacTvan kannecuws
Mpynnosan komnoavuuwe IV («3anresypn ], 1991
W3 cepum «[Mposanedne obpazas

Neskac, maesest, 65 x 50,5

BnasexHuin,. 1992
Tenkac, CMBLLIaHHAR TERHWKA, 65 * BOD

Komnoamyds V. 1992, W3 cepun «MNporaneine obpazar
Xonct, akpan, 61 < T

Cou |. 1992, Ma cepun «Mposanexne obpazar

Neaxac, Cenua, nrMenT, 35 x 45

Nexauian durypa. 1992, M3 cepun «Mporanenne obpaias
Nenxac, ConuA, MAMKMERT. 33,5 X 48,5 HacTHan konneEun

Kamnoduuua X1 1992
KoncT, akpun, Tyl 51 % 41

197

82

85

87

g8

89

9N

82

93

97

98

Lol

102

103

104

105

106

g

1o

Komnoauuyus |, 1992
TNeaxac, akpan, 90 = 70

Cvnawan durypa Vil 1992

Xancy, akpun. 76 = 61

Cuamuas dwrypa Vi, 1992

Kapros Ha XoncTe, acpun, Tyws. 106 = 70

[eoe. 1992, Ma cepun «Mporanesve ofipazan

Bymara, nuesesT, Tyuis, 24 X 29

Tpynna ua Tpex diryp. 1992

Wa cepum alporeneqwe obpaias

Bymara Ha XONCTE, MACMEHT, YIone, Tyilk. B2 * 110, YacTHan konnekima
Tpw purypon 1992 U3 cepun alposanerne obpaias
Neaxac, cenue, naraedt, 50 % 65, YacrHan konnegums
MHoroguarypHan komnoanuma |l 1992

M3 cepun «TNponanesre obpasas

Bywtara Ha XOncTe, MUEMeHT, Ty, 66 X 82, YacTHan xannekumn

Durypa | 1992, 13 cepui «DBpaisl W TeHus
Nesxac, cenwr, yrons. 48,5 X 33,5, Yactxas konpexiycs

Dwrypa |1, 1993, M3 ywkna «Metamopdasbis
XoneT, akpun, 100 x 90, YacTHan KonneeLma

Cromwan dwrypa |. 1992
Kaptom, axpan, Tyle, 21 % 16

MNpoexy chiarypet, 1980

Kaprow 1D x5 x5

[ea aurena, 1990

Kaptom. 16 % 11 % 8

Anrefini. 1990

KaproH, 19 % 10 X 6,5

96 Obuexr. 1996

Kaprovr. 50 % 28 x 30

MeoromepHbin obbext N21, 1996

Oepeso, axpun. 74 > 40 % 40

Durypa |. 1998. W3 cepim slpoexkumis
Xancr, axpan. 83 X 60

MuoromepHbii obsext Ne2. 1996

Merann, akpun. 25 X 14 > 14

MuoromepHbit obwexr N23. 2000

Kapron, ovelanman Texsvka, 37 % 23 X 23
BonbLuian KOMRo3MLWMA | 1993

Xonct, axpun, 220 % 60, Yacrkan xannexin
MHoromepHiii et Ned, 1998
TeHoKapToH, Cvewwantan Texnmea, 45 % 38 X 38
Komnasuun Ne2, 1995

Kancr, acpun, 90x 120, YacrHan konnekim
Komnozmwm N21, 1994

Xoncr, akpun. 90 % 120

Komnoanuwa V. 2001

Nesxac, cenun, yrons, 122 = 100

Komnozunwua Nel. 2000, TnyDokni, MHOroChonHbIR penked
@avepa, akpun. 104 = 79

[ee charypst V. 1999, W3 cepum sMpoekynne
Xanct, akpwn, 112 x 82

Komnoauuuns |. 1998, M3 cepun «Mpoekumms
Xoncy, aspwn, 29 X 17

@urypa Xl 1998. U3 cepum «Tpoekumme
Xonct, akpun. BO x 63

MHpromepHen obwexr NS, 1997
Nepean, akpan, 48 = 50 x 50



1M MuoromepHssd obsect NoG. 1998
[Nepeso, akpsn. 47 X 30 X 30

112 urypa N2l 2000, M3 cepui «Pensed B npocTpaHcTaes
Kapro, acpein. 104x 77

13 Croauwas Gurypa. 1992 13 cepym sOBpaint v TeHms
Byiara, nardesT, TcHende. 315 % 21,5

114 e curypet VI 1998, W3 cepin dlpoexujmmn
EONCT, 3KpW, CMewsaHHan Texda. 35 x 30

N5 Komnozwuyen il 1998, Ma cepui eMpoekumms
XoncT, axpan, caeasnan Texca, 105 x 116

N6 MuoromepHsi obsekt Ne7, 2000
KapToH, CMewaHHan TexH9ka. 33 x 30 % 30

N7 Muoromeprsin obbext N28. 2000
Neswac, cene. 115 X 95 YacrHan konnedijn

118 BonbiLan KoMNO3IUUMA. 1996
Xoncor, acpin. 200 =185

N9 MugromepHibit abbexr N29, 2001
[epesy, axpin. 52 x 50 x 50

120 Komnoswuuun |1 1998, M3 cepuin «TpoekiMms
XONCT, AKpAN, CMBLaHHAA Texkiaea. 90 X 121

121 @wrypa Mot 2000
Bymara, Tylie, nepo, 25 x 23

122 Komnoauims X1, 1992
Xanct, acpen. 213 X 177, YacrHan xonnexuyMs

123 Bawkn, 1992, W3 cepun «CoepMHeHWE S
Kagrow, xancr, akpan, Tylwe, 100 65,5

124 MruoromepHsi obeext N210. 1998
Depeso, akpun, 33.x 25 x 25

125 Benan komnoawuwms, 2001, MuorocnowHbin pensed
Kapton, akpun, 139 ¥ 102

126 Qurypa cwapom. 1998, U3 cepum «Mpoexkwmms
HONCT, aspan, CMeilaHHan Texrma. 118 = B4

127 KpecrooBpasqan komnoauuma. 2000
Kaprod, axpan. 81 X 79

128 [ge durypbi. 2000. MHOrOONOMHLIA pEnbed
Kaprow, akpin. 80 = 104

1229 Muoromeprom obwext N#11. 2000
KapToH, CmeluaHHan Texnmka, 27 X 25 % 25

130 Muoromeprsi obeext N212, 2000
MexoxaproH, axpen, 52 = 50 x 50

131 Penwedy. MpynnoBanr komno3uuma, 1999
Catiepa, KapTo, akprn. 28 x 31

132 MHOFOCNOMHAR KOMNO3MUMA |, 1995
XancT, akpan, Tylib, 98 X 93

133 Qurypa VIIL. 1928
Xoncr, akpun. 88 % 53

134 @urypa XV. 1998, W3 cepum «Npoekumms
Xoncr, aKpan, CMewanHan Texsuka, 112 X B2

135 Durypa XVI. 1998. 13 cepwi allpoekiimn
XOMCT, GEpAn, CMBLLaHHaR TexHnka. 105 X 83

136 MuorocnoHan komMnoduuma 11, 2000
Xancr, axpun, 120 x 10

137 Owrypa va Benom wape. 1997
fepeso, axpun, 18 X 10 10

138 Croswan dmrypa |l 1992
Kap1oH Ha XoncTe, akpun, Tyws. 96 X 70

139 Mwurypa |, 1994. W3 cepian «MeTamopthoasis
XoncT, aspan. 120 = 90

140,

142

143

144

145

146

147

148

149

150

151

152

153

154

155

156

157

158

159

160
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168
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141 [deycropoHnas nnactiyHan opva. 1996

Marepa, Mapne, runc, akpan, 40 x 27 17, YartHan xonnegLmMs
NeyciopoHHAR NnacTraHan gopma. 1996

Pavepa, mapns, N, agpun, 40 X 27 % 27 (dparvedt)
MroromepHsin obbexr Ne13. 1996

Depeso, axpun, 66 x 32 X 32

@urypa IV. 1996, PackpalueqnHsin pensed
Pensed Ha xONCTE, CMELDBHHARA TexHuKa, 150 x 80

Lae dwmrypel. 1996, PackpawweHHsR penbed
Dasepa, Kapros, akpun, 100 X 88
MuoromepHebm obsekt Ne14, 1998

[Epesn, CMBWSHHIRA TexHMKa. 77 = 46 * 45
MuoromepHen obwsekt N215. 1996

fepeso, axpun. 37X 3 % 13

MuoromepHuii obsext N216. 1996

Merann, axpwun. 30 X 20 % 20

[UaroHankHas KOMNOIWLMA C© Wapow. 1998
lepeao, axkpun. 35 X Z7 % 37

Durypa V. 1998. M3 cepui «Mpoexummns
Xoner, anpan. 43 x 24

Dwrypa IV. 1998. W3 cepun «lpoekumue
Kanct, axpun. 129 X 73

Lee duwrypei, 1995

Xoner, ovewaran Texmaca, T70 x 170, HactHan konnexiss
MroromepHbin obsexr MNe17. 1997

Lepeso, akpun, 56 > 26 x 26

Yepuo-Benar gmrypa. 2001

EaproM, akpun, 144 x 82

Owurypa N4, 2000. M3 cepun «Pensed B npocTpamcTaes
Kaptow, agpun. 104 < 77

Muoromeprbin ofbexr Ne18. 1997

MeTtann, agpan. 43 ¥ 22 = 22

MuoromepHbii obbext N219, 2000

Kapros, cMelansHan tensvea, 46 = 17 = 17

Komnoakima 1V, 1998, W3 cepim «lpoekimme
XONCT, AXpMn, CMelaHHaR Texuua, 130 ¥ 100

Mroromeprsin obwexr Ne20. 2000
EapTom, cmelarsan Texsa, 38 = 23 ¥ 23
MuoromepHsin obrext N21. 2000
KaproM, cMelwanHan Texmm, 34 > 18 « 18

MuoromepHuii ofiexr N222. 2000
KapToH, CMelanHan Texmmea, 43 x 23 ¥ 23

Tpw mrypet I, 1999, W3 cepun «poeximme
XoncT, apsn, CMeLIaHHan TexHMKa. 127 % 153

Owrypa X. 1998. W3 cepun «Mpoekupmms
KOnCT, aKpWn, CMewaHHaA Texsma, 116 = 70

Tpw rpynnsl. 1999
XoncT, akpan, cMelladHan TexHmea, 115 x 135

Hae durypet |. 1998, M3 cepun «Mpoekumms
XONCT, AKPHN, CMRLLAHHARA TexHMKa. 119 X B4
Muoromeprsmn ofeext Ne23. 20010
TEHOKApTEN, CMELdHHAS TExHmea 92 = 47 * 42
Durypa XVII. 2000

Bymara, axpan. 26 = 16

Lse darype V. 1998. W3 cepuw ellpoekiymay
Xancy, akpun. 140 x 118

Fpynna |. 1998. U3 cepiir <Mpoekumns
Xoner, acpyn, 90 x 53



170

m

172

173

174

78

179

180

181

182

183

184

185
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192
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Durypa 1. benoe Ha Benom, 1997
Bymara, THcHeHne, 42 x 25

MDurypa Ne3. 2000. W3 cepui «Penbed) 8 npocTpalcTees
Kaptod, aspun. 104 = 77

Muoromepsbin obbext Ne24, 2000

Kaprow, cpmewarnas Texsxa, 41 % 17 = 17

Oee huryps VI, 1998, Ma cepin «MNpoexumns

XOncT, SKpAN, CMBLLAHHAR TexHMa. 40 X 35

urypa N2, 2000. W3 cepuw «Penved) B NPOCTRAHCTRES
Kapros, akpun, 104 X 77

Durypa 1X. 1998, W3 cepum slMposkimme
Konct, akpun. 40 x 24

Tpw huryped 1. 1999, Wa cepum slpoekumiae
XoncT, aKprn, Owewansan Texsexa 118 = 13

MuoroMepHbi obnext Ne25, 2000
KapTo, CaelaHHan TexnMea. 22 x I8 x 28

Durypa XIV. 1998, U3 cepuy «MNpoerume
¥ancT, aKpun, OveluaHHan Texsiea. 89 x 68

Komnosmigan Ne20. 2001, W3 cepiv «lpoeciidns
Bymara, axpun. 25 % 18

MHorogirypHan nuHeRHas komnoanwaa V., 1995
Bymara, nurmenT, Tywe: 1523

Durypa. 1992 K3 cepuw «Mposaneqwe obpasar
EyMara, nurMeHT, b, 18 %13

MuoromepHsi obbekt Ne26. 1998

Hepeso, acpun, 61 % 34 x 34

Dwrypa VI. 1998. W3 cepwm allpoexipis

Aanct, axpian, 88 % 50

Murypa lIl. 1996. A3 cepui «TMpoexupmm»

XOnET, cMewaHHan Texmxa. 180 » 90

@urypa XlI, 1998, 13 cepum slpoekumis
KOACT, AXpian, CMBWLAHHIR TexHuka. 118 > 63

Ourypa VIl 1988, 13 cepin sllpoexiiums
XoneT, akpun, BE x 45

Dee churype I, 1989, Wa ceprn alTpoekiiidn
KONCT, aKpin, CMBLUaHHaR Texkixa, 105 * 83

Durypa Ne2. 2000

Bymara, Tywe, nepo. 36 x 12

MHoroseprbin obbekt Ne27, 1997

Jepeso, akpun. 39 > 24 X 24

Ourypa XII, 2001, MHOrocnoRHbIA pented
KapToM, akpun, 138 x 72

MroromepHit obbext Ne28, 1998
Mepeao, axpun, 85 < 1= 2

MrcromepHsii oBsext Ne29. 2001

KapToH, CMBLIAHHAR TexHMea. 34 X 15 X 15

MuoromepHsii obsext N230. 2001
Kaprow, cuelianHan TexHmea. 36 x 13 % 13

MruoromepHeii obbext N231. 2001
KapTom, CvewlanHan Texsika. 34 X 16 % 16
MuoromeprHsm obwext N232. 2001
KapTod, Cuewsasan TexHmca. 41 % 22 » 22
MuaromepHein obbexr Ne33. 1996
Oepeso, runc, axpun. 45 x 30 x 30
MHoromepHbi obbect N234, 1998
[epeso, acpun. 17 %14 ¥ 14
MHoromepmsin obisext N235. 1998
Jepeso, acpin. 16 %14 < 14
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Muoromeptioid obvexr N236, 2000
Menoeapron, cvellanian Texmaea. 94 ¥ 52 X 35
MuoromepHsii obbext Ne37, 1998

Diepeno, axpun. 58 X 25 % 25

Muoromephsin obwext N238. 1998

Depeso, axpin, 43 % 20 % 20

MuoromepHeit obpecr N239. 1998

Kaprow, axpen. 18 % 15 % 15

CosmewweHHbe urypel. 1998, W3 cepun allpoexumms
XOnCT, aKkpin, CHBLaHNAR TEXHa. 123 % 90
MuoromepHbii obsext N=40, 2001

Kaptod, CMBLIGHHAR TeXHIMKa, 34 = 23 > 73
Muoromeptsi obwext N241. 2001

KaproM, cMellaHHan TexHnxa, 40 = 14 X 14
MHoromepHbin obvext Ned2, 1998

Lepeso, axpen. B3 x 45 % 45

Tpw dwrypel 1. 1998. M3 cepun oTpoekume
Xonct, axpun, 100 > 120

Jise durypel 11 1998. 13 cepui alTpoekijMme
XOncT, Skpan, CueuanHHan resHvea 120 x 95

MroromepHsin obbexT M2d43, 2001

KaproM, cuewanHan Texndra, 36 X 23 x 23

Muoromepssi obsext N2dd, 2000

Kaprom, omewarHan rexuaxa 47 x 13 = 13

Komnoanuma Ne2. 2000. FnyBokmin, MHOroCnonHsIn penbed
Gakepa, akpun. 104 X 79

Owrypa Ne2. 2000

Bymara, Tys, nepo. 36 X 22

braxenHwia. 2001

XoncT, aKpian, cMelasHaR TexHWxa, 155 X 90

MuoromepHsin obsext Ne2d5, 1998
Depeso, akpun. 73 % 37 % 27

MHorodrypHan komnosuuyma | 1995
Bymara, cMelsaHHaR TexHea. 15 <19

MHOMOMWNYDHAR KOMNO3MLWA |, 1995
Bysaara, chaeiliayian TenHmea, 15 %19
MuorogrypHan kosnoauuma V. 1995
bymara, marmesT, Tyws, 33 % 48

MuorodurypHan Komnoduus (11 1995
Bymara, cheLEHHEN TexHaKa, 16 X 23

MHOroQUrypHan komnozuuue. 1995

Xonct, Gymara, cvellaqkan TexHue. 50 < 60
MeoromepHiin obbext Neds, 2001
KaproH, axpun, B7 ¥ 40 = 40
Muoromeprein obeext Ned7, 2002
Kapron, axpun. 93 % 28 = 28
Muoromepsn obbexr Ni4B. 1998
lepeso, axpun. 56 X 32 x 32
MuoromepHbin obbext Ne49, 1998
Hepeso, axpun, 40 < 35 % 35
MuoromepHein obeext N250. 2001
Kapmon, cvewaHnan Texsmea. 36 % 24 % 17
Muoromeprsin 0bwext Ne51, 2001
KapTos, cMewaHHan Texdea, 43 « 15 X 15
MuoromepHsin ofeext Ni52, 2001
KapraM, CMellaskan TexHeea. 45 x 10 = 10

MuoromepHbia obsext N253. 2000
KapTod, CMELLIGHHARN TEXHIAKE. 27 X 25 X 75



228

232

&

10

n

12

13

5 ¥ B B B

MHuoromepHsiin obuert Ni54, 1998
Oepeso, acpun. B1 xX 34 X 34
MuoromepHbin obwext N255, 2001
KapTos, CMeLsaHHan TeXHmea. 36 % 17 x 24
MuoromepHsi obrext Ne56, 2001
KaproM, CMEeLaHHIn TexHa, 40 X 22 X 22
Meuoromeprsin obbext NeST. 2001
Kaprou, cMetliaqHan TexHsica, 413 14 % 14
Muoromeprsia obbext A-1, 1996

W3 cepum «MNpeobpazosaruas

Metann, axpun. 25 X 14 x 14

Durypa Xiil. 1998. U3 cepun «Mpoeximms
Xoncr, axpin, B0 % 63

MroromepHeit ofsext A-2. 2001. M3 cepim «Npeobpazosannas

Kapton, cMewanHan Texnaga, 41 x 24 x 20

MuoromepHsin oBrexr A-3. 2001, Wa cepun «Mpeofipazosaxmas
KapToH, cMewansas rexsva. 40 X 13 <13

MHorosmephbin obsexr A-4. 2001. W3 cepin «NMpeoBpasosannas
KaproH, cxewaHHan texsvea 43 X 11X 1

MuoromepHum oboext A-5. 2001, Wz cepwn sMpeobpasosarnas
Kaprom, caeluaHHaRn Texmma, 40 < 7 % 7

MuoromepHsiin ofbexr A-6. 2001. W3 cepin «Mpeobpasosaqurs
KaproH, cvewarHan Texmra, 41 X 5 % §
Muoromepsin obbext B-1. 1997

W3 cepii «Mpecbpazcaaxitas
Merann, azpun. 43 x 22 x 22

LIST OF ILLUSTRATIONS®

Motherhood. 1965

Oil on canvas. 114 = 64,5, Private collection
Man in an Armchair. 1961, The Cubist Period
Pastel on paper. 65 ¥ 55, Private collection
Onental Women. 1963

Ol on canvas. 65 * 60. Private collection

Portrait of a Girl. 1961. The Cubrst Peniod
Pastel on paper. 35 = 25. Private collecton
Self-portrait, 1966

Acrylic on cardboard. 26 = 17. Private collection
Love Scene, 1968

Gouache on cardboard, 80 x 55. Private collection
The Scream. 1969

Monotype on paper. 60 = 40. Private collection
The Kiss. 1968

Oil on cardboard. 38 > 30, Private collection
The Two. 1969

Monatype on paper. 70 = 55. Private coliaction
Blind Man (Homer). 1968

Tempera on cardboard. 110 x 80

Portrait of a Woman. 1968

Ink and pen on paper. 30 x 20. Private collection
The Moon's Kiss. 1963

Autolithography. 39,5 % 37.5

Head of a Blind Man. 1969

Monctype on paper. 60 * 40. Private coliection

*  Dimensions are given in centimetres
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Durypa VI, 1998. Wa cepun eMpoeximme
Xonct, axpun, 86 X 45

MroromepHsi obuext B-2. 2001, U3 cepun «NpeoBpasosaqman

Kaprou, cxeluanHan Texieea, 42 x 21 x 1

MuorosmepHsi obwext B-3. 2001, Ma cepun «Mpeobpasosanvss
KapToH, CMBLLIaHHAR TExHMka, 45 X 15 X 15

MuoromepHei obbext B-4. 2001 M3 cepim «Mpecbpasosanimss
KApTon, CMeLUaMHan TexHma. 44 = 17 x 12

MuoromepHpii obwext B-5. 2000, M3 cepum «MNpechpasoaakay

Kapros, cuewanHan Texdia, 40 < 8 <X 8

MuoromepHim obbekt B-6. 2001, M3 cepuin «Tpecbpaiosanims
KaptoH, cMBluaHHan TexkvKa, 43 X 6 = 6

MuoromepHsin obbexr C-1, 1997, W cepum «lpeobpaioaarisns
Metann, akpeth. 43 %22 X 22

Mroromeprpi obver C-2. 2001, W3 cepym «MpecBipascsasman
Kapron, coMeitiasHan TexHmea. 42 % 21 x 18

MuoromepHsin obwest C-3. 2001, W3 cepum «Mpecbpasoeaquan
KapioH, cemanHan Texerea, 44 x 20 x 12

Mraromephsii obbext C-4, 2001, W3 cepum sMpecbpasoeanmss

KapToM, CMewWanHan Texsinea, 47 % 14 x 14

Muoromeprem obbext C-5, 2001, W13 cepyi «Mpeobpazosakiss
Kapros, CuewaqHan Tenqma. 42 < 8 % §

Muoromepssih obsext C-6. 2001. Wz cepun «Mpeobpasosarmps

KaproW, cmewanHas rexsiaca, 39 % 5.5 % 55

MruoromepHsin obwexr C-7. 2001, W3 cepui «MNpeobpazosaniiay
KapToH, CMBLEIHHAN TeXHMES. 40 < 4 x 4

The Crucifixion. 1969

Monotype on paper. 60 = 40, Private collection

15

Motherhood. 1965

Ol on cardboard. 32,5 ¥ 28. Private coflection

Serenade. 1968
Ink and pen on paper. 44 = 41

17 Angels of Death, 1969
Manatype on paper. 50 x 41

18

A Man and a Bull. 1966

Ol on cardboard, 25 * 35. Private collection

18

Three Graces, 1969

Autafithography. 40,5 x 40,5

20

Melancholy. 1966

0l on cardboard. 38 x 36. Private collection
21 The Baptism. 1969

22

Mariotype on paper. 50 = 41

John the Baptist, 1989

Sepia and charcoal on levkas, 100 = 80. Private collection
Pieta 1989

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

24

Conversation, 1990

Sepia and charcoal on cardboard. 94 < 75,5

25

Monoclogue, 1990

Sepia and charcoal on cardboard, 67,5 * 64

26

Night. 1990

Charcoal on paper, 40 % 33
27 Three Angels. 1990
Acrylic and charcoal on cardboard. 70 x 140, Private coliection

28 Repose. 1990
Sepia and charcoal on levkas. 100 = 80
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39

41
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43

45

46

47

48

49

50

51

52

53

55

A Bird. 1990

Acrylic an paper and cardboard. 52 X 35

A Man and a Woman. 1980

From the Line in Space senes

Acrylic on paper and cardboard. 110 = 106, Private collection
Madonna. 1990

Acryhic on cardboard. 85 ¥ 70. Private collection
Compasition no.2. 1990

From the Line in Space senes

Acrylic on paper and cardboard. 91 = 119

Composition with Birds. 1980, Multilayered relief
Acrylic on cardboard. 123 % 174. Private collection

Spatial Composition no. 1, 1990. Multilayered relief
Acrylic on cardboard, 80 x 58

Spatial Composition no.2. 1990. Multitayered relief
Actylic on cardboard. 60 * 62

The Two. 1991, From the Minimalism series
Acrylic on cardboard, 100 % B0

Four Figures, 1991, From the Minimalism series

Acrylic on cardboard. 90 * 100

Composition VI, 1991, From the Minimalism series

Sepa, pigment, charcoal on levkas. 115 % 95. Private collection
The Three. 1990. Multilayered relief

Acrylic on cardboard. 35 = 40

Compasition. 1990, Multilayered relief

Acrylic on cardboard. 102 = 117

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

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

Christ, 1990, Multilayered refief
Acrylic on cardboard. 130 x 102 Private collection

Adam and Eve, 1990, Multilayered relief
Acrylic on cardhoard. 120 % 95. Private collection

A Bull, 1990. Multilayered relief

Acrylic on cardboard, 140 x 100

Three Birds. 1990. Multilayered compasition
Acrylic on cardboard. 123 x 129

Galanty Shaw |, 1990

Sepia on levkas 100 > 80. Private collection

Galanty Show |1, 1990

Sepia on levkas. 100 = 80, Private collection

A Figure with an Apple. 1991

Sepia and charcoal on levkas. 115 * 95, Private collection
Sitting Figure | 1990

Sepia and charcoal on levkas. 60 x 50

Portrait, 1991

Sepia, pastel and ink on cardboard. 16 % 12

Portrait. 1290

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

Sepia on levkas, 95 x B0

Standing Figure 11, 1390

Coloured ink on cardboard. 28 > 15. Private collection
Sitting Figure V. 1990

Sepia and charcoal on levias. B5 = 55

Sitting Figure V1. 1991

Mixed media on levkas. 80 % &5

57

59

61

62

65

66

&7

69

71

74

The Twa. 1991
Mixed media on levkas. 122 x 95, Private collection

A Woman with a Mirrar 1. 1991

Mixed media on levkas. 100 = 80

Playing with the Light Reflection. 1991

Septa and charcoal on levkas. BO % 65. Private collection
Nude. 1991

Sepia on paper. 111 x 64

Family. 1991

Sepia and charcoal on levkas, B85 % 75, Private collection

The Dance. 1990
Sepia and charcoal on levkas, 80 x 65

Two Fernale Figures. 1980
Sepia on levias, 74 = 90

The Blessed Woman. 1991
Sepia and charcoal on levkas. 75 x 85

Sleeping Figure with a Mirror, 1991
Mixed media on levkas. 45 * 33,5, Private collection

Figure with a Book and a Doll. 1991

Sepia on levkas, mansest; 10 % 90

Reclining Figure. 1992

Acrylic on paper on canvas. 118 = 100

Sitting Figure XiI, 1992

Acrylic on paper on canvas. 143 X 995
Multifigured Compasition 1. 1992

From the Appearance of the Image series
Coloured ink and pigment on paper on canvas. 29 * 151, Private coflection
Dualogue. 1991

Mixed media on levkas. 455 ¥ 35, Private collection

Dialogues, 1991

Mixed medea on levikas. 115 » 95, Private collection
Multifigured Compaosition 1. 1992

From the Appearance of the image series

Sepia and pigment on levkas. 50 ® B0. Private collection
Multifigured Composition 1. 1992

From the Appearance of the Image senas

Ink and pigment on paper on carvas, 101 X 121 Private collection

Dialogue 1, 1992, From the Appearance of the Image series
Sepia and pigment on levkas. 685 % 50. Private callection

A Road, 1992 From the Appearance of the Image series
Sepia and pigment on levkas. 685 ¥ 50. Private collection

76 Group Composition IV {*Zangezur™). 1991

78

81

a2

From the Appearance of the Image senies

Pigment on levkas. 65 % 50,5

The Blessed. 1992

Mixed media an levkas. 65 < B0

Composition V. 1992

From the Appearance of the Image series

Acrylic on canvas, 61 X 1

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

Lying Figure. 1992

From the Appearance of the Image series

Sepia and pigment on levias. 33,5 % 48.5. Private collection
Composition XVI. 1992

Acrylic on canvas, Tywb. 51 % 41

Compasition I, 1992
Acrylic on canvas. 90 x 70
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Sitting Figure WVII. 1992

Acrylic on canvas, 76 X 61

Sitting Figure VI, 1952

Acrylic and ink on cardboard on canvas, 106 = 70

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

Group of Three Figures. 1992

Fram the Appearance of the Image senes

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

Three Figures. 1992

From the Appearance of the Image series

Sepia-and pigment on levkas: 50 X 65, Private collection
Multifigured Compaosition I, 1992

From the Appearance of the Image series

Pigrment and ink on paper an canvas. b6 = B2, Private collection
Figure |, 1992, From the fmages and Shadows series
Sepia and charcoal on levkas. 48,5 ® 33,5 Private collection
Figure II. 1993, From Metamaorphoses series

Acrylic on canvas. 100 = 90, Private collection
Standing Figure 1, 1992

Acrylic and ink on cardboard. 21 < 16

Figure. A Praject. 1990

Cardboard 10 X 5% 5

Two Angels. 1290

Cardboard. 16 % 11 % B

Angels. 1980

Cardboard. 19 < 10 x 6,5

96 Object. 1996

Ink on cardboard. 50 = 28 = 30

Multidimensional Object no.1. 1996

Acrylic on wood, 74 % 40 % 40

Figure |. 1998, From the Projections series

Acrylic on canvas. 83 % 60

Multidimensional Object no.2. 1996

Acryhic on metal, 25 x 14 x 14

Multidimensional Object no.3. 2000

Mixed media on cardboard. 37 % 23 x 13

Large Composition |. 1993

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

Mixed media on foamed cardboard, 45 = 38 x 38
Compaosition no.2. 1995

Acrylic on canvas. 90 120, Private collection

Composition no.1, 1994
Actylic on canvas. 90 x 120

Composition V. 2001

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

Two Figures V. 1999, From the Profections series
Acrylic on canvas, 112 % 82

Compasition |, 1998, From the Projections sefies
Acrylic on canvas. 29 X 27

Figure XIIl. 1998, From the Projections series
Acryhc on canvas. B0 X 63

Multidimensional Object no.5. 1997
Acrylic on wood. 48 x 50 x 50

m

12

IE]

n4

ns

16

1"

ns

n9

120

121

122

123

124

125

126

127

128

129

130

13

132

133

134

135

137

138

Multidimensional Object no.6. 1998
Acrylic on wood. 47 % 30 x 30

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

Standing Figure. 1992. From the Images and Shadows series

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

Composition 1|1. 1998. Fram the Projections series
Acrylic, mixed media on canvas. 105 x 116
Multidimensional Object no.7. 2000

Cardboard, cmewaHHan TexHwea, 33 % 30 * 30
Multidirnensional Object no.8. 2000

Sepia an levias, 115 X 95, Private collection

Large Composition. 1996

Acrylic on canvas, 200 X 185

Multidimensional Object no.9. 2001

Acrylic on wood, 52 % 50 % 50

Composition 1. 1998. From the Projections senes
Acrylic and mixed media on canvas. 90 % 121

Figure no.1. 2001

ink and pen on paper. 15 ¥ 23

Compasition X1. 1992

Acrylic an canvas. 213 X 177, Private collection

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

Multidimensional Object no. 10, 1998

Acrylic on wood. 33 % 25 % 35

White Compaosition. 2001. Multilayered relief
Acrylic on cardboard. 139 % 102

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

Cruciform Compasition. 2000
Acrylic on cardboard. 81 79

Twao Figures. 2000, Multilayered relief
Acrylic on cardboard. 80 =104
Multidimensional Object no.11. 2000

Mixed media on cardboard. 27 % 25 % 25
Multidimensional Object no.12. 2000
Acrylic on foamed cardboard. 52 * 50 x 50
Relief. Group Composition, 1999

Acrylic on cardboard and plywood. 28 X 31
Complex Composition |. 1995

Acrylic and ink on canvas, 98 % 93

Figure V1l 1998, From the Projections series
Acrylic on canvas. 88 x 53

Figure XV. 1998. From the Projections sefies
Acrylic, mixed media on canvas. 112 x B2

Figure XVI. 1998, From the Projections series
Acrylic, mixed media on canvas. 105 < 83
Complex Composition |I. 2000

Acrylic on canvas. 120 x 110

Figure on a White Sphere. 1997
Acrylic on wood. 18 X 10 X 10

Standing Figure 11, 1992

Acrylic and ink on cardboard on canvas. 96 % 70

Figure |. 1994, From the Metamorphoses series
Acrylic on canvas, 120 % 90
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141 Double-sided Sculptural Form, 1996

Acrylic, plaster, gauze on plywood 40 * 27 x 27. Private collection
Double-sided Sculptural Form. 1296

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

Acrylic on wood, 66 x 32 x 32

Figure IV, 1996, Painted relief

Relief on canvas, mixed media, 150 x 80

Two Figures. 1996, Painted refief

Acrylic on carton and plywood. 100 % 88

Multidimensional Obyect no.14, 1998
Mixed media on wood. 77 = 46 = 46
Multidimensional Object no.15. 1996
Acrylic on wood. 37 X 23 x 23

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

Diagonal Compaosition with a Sphera. 1998
Acrylic on wood. 35 X 27 % 27

Figure V. 1998, From the Projactions senes
Acrylic on canvas, 43 x 24

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

Two Figures. 1995
Mixed media on canvas. 170 * 170, Private coliection

Multidimensional Object no,17. 1997
Acrylic on wood, 56 X 26 % 26

Black-and-White Figure. 2001
Acrylic on cardboard. 144 x 82

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

Muitidimensional Object no.18. 1997

Acrylic on metal. 43 > 22 % 22

Multidimensional Object no.19. 2000

Mixed media on cardboard. 46 %17 % 177
Kowmnozuuwme IV, 1998, From the Projections series
Acrylc, mixed media on canvas, 130 = 100
Multidimensional Object no.20. 2000

Mixed media on cardboard. 38 » 23 % 23
Multidimensional Object no.21, 2000

Mixed media on cardboard. 34 < 18 * 18
Multidimensional Object no.22. 2000

Mixed media on cardboard, 43 % 73 X 23

Three Figures |I. 1999. From the Projections series
Acrylic, mixed media on canvas. 127 X 153

Figure X. 1958, From the Projections series
Acrylic, mixed media on canvas. 116 X 70

Three Groups. 1999

Acrylic, mixed media on canvas. 115 ¥ 135

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

Mixed media and foamed cardboard. 92 x 42 x 42
Figure XVII. 2000

Acrylic on paper. 26 %16

Two Figures V. 1998, From the Projections series
Acryhc on canvas. 140 X 1B

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

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

Multidimensional Object no.24. 2000

Mined media on cardboard. 41 % 17 % 17

Two Figures V1, 1998. Fram the Projections sefies
Acrylic, mixed media on canvas. 40 X 35

Figure no.2. 2000. From the Refief in Space series
Acryhc on cardboard. 104 x 77

Figure [X. 1998. From the Projections series
Acrylic on canvas, 40 x 24

Three Figures 1. 1999, From the Projections series
Acrylic, mixed media on canvas 118 x 13
Multidimensional Object no.25, 2000

Mixed media on cardboard. 27 X 28 x 78

Figure XIV. 1998, From the Projections series
Acrylic, mixed media on canvas. B9 < 6B

Compaosition no.20. 2001. From the Projections series

Acrylic on paper. 25 % 18

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

Figure, 1992, From the Appearance of the Image series

PFigment and ink on paper. 18 x 13
Multidimensional Object no.26. 1998
Acrylic on wood. 61 % 34 ¥ 34

Figure V. 1998. From the Projections series
Acrylic on canvas, 88 x 50

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

Figure XII. 1998. From the Projections senes
Acryhic, mimed media on canvas, 118 % 63
Figure VII. 1998, From the Projections series
Acrylic on canvas. B6 = 45

Two Figures |1l 1999, Fram the Projections series
Acrylic, mixed media on canvas, 105 x 83
Figure no.2. 2000

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

Acrylic on wobd. 39 % 24 X 14

Figure Xl 2001, Multilayered relief

Acrylic on cardboard, 138 = 72
Multidimensional Object no.28. 1998
Acrylic on wood, 85 x 21 % 29

Multidimensional Object no.29. 2001
Mived media on cardboard. 34 X 15 X 15
Multidimensional Object no.30, 2001
Mixed media on cardboard, 36 X 13 x 13
Multidimensional Object no.31, 2001
Mixed media on cardboard, 34 > 16 % 16
Multidimensional Object no.32. 2001
Mixed media on cardboard. 41 x 22 = 22
Multidimensional Object no.33. 1996
Jepeso, runc, axpun. 45 X 30 % 30
Multidimensional Object no.34. 1998
Acrylic on wood. 17 % 14 X 14

Multidimensional Object no.35. 1998
Acrylic on wood. 16 % 14 x 14



199 Multidimensional Object no.36. 2000
MEHOKARTOM, CUMBWAHHAR TEXHWES. 94 X 52 x 35

200 Multidimensional Object no.37, 1998
Acrylic on'wood. 58 X 25 % 25

201 Multidimensional Object no.38. 1998
Acrylic on wood. 43 x 20 % 20

202 Multidimensional Object no.39. 1998
Acrylic on cardboard. 18 X 15 % 15

203 integrated Figures. 1998, From the Projections series
Acrylic, mixed media an canvas. 123 X 90

204 Multidimensional Object no.40. 2001
Mixed media on cardboard, 34 X 23 ¥ 23

205 Multidimensional Object no.41. 2001
Mixed media on cardboard. 40 * 14 x 14

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

207 Three Figures IIl. 1998. From the Projections series
Acrylic on canvas. 100 x 120

208 Two Figures 1. 1998. From the Projections series
Acrylic, mixed media on canvas. 120 x 95

209 Multidimensional Obgect no.43. 2001
Mixed media on cardboard. 36 x 23 % 23

210 Multidimensional Object no.44. 2000
Mixed media on cardboard. 47 X 13 X 13

211 Composition no.2. 2000. Deep multilayered relief
Acrylic on plywood. 104 < 79

212 Figure no.2. 2000
Ink on paper. 36 = 22

213 The Blessed. 2001
Acrylic, mixed media on canvas. 155 x 90

214 Multidimensional Object no.45. 1998
Aceylic on wood. 73 x 27 = 27

215 Multifigured Composition 1. 1995
Mixed media on paper. 15 % 19

216 Multifigured Composition |1 1895
Mixed media on paper, 15 x 19

217 Multifigured Composition IV, 1995
Pigment and ink on paper. 33 X 48

218 Multifigured Composition IIl, 1995
Mixed media on paper. 16 x 23

219 Multifigured Composition, 1995
Mixed media on paper and canvas. 50 % 60

220 Multidimensional Object no.46. 2001

Acrylic on cardboard, 87 > 40 x 40

Multidimensional Object no.47. 2002

Acrylic on cardboard. 93 x 28 x 28

Multidimensional Object no. 48, 1998
Acrylic on wood. 56 x 32 x 32

Multidimensional Object no.49, 1998
Acrylic on wood. 40 x 35> 35

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

225 Multidimensional Object no.51. 2001
Mixed media on cardboard. 43 < 15 x 15
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Multidimensional Object no.52. 2001
Mixed mediaon cardboard, 45 = 10 % 10

Multidimensional Object no.53, 2000

Mixed media on cardboard, 27 = 25 % 25

Multidimensional Object no.54. 1998

Acrylic on wood. B1 % 34 x 34

Multidimensional Object no 55, 2001

Mixed media on cardboard, 36 x 17 % 24

Muhidimensional Object no.56. 2001

Mixed media on cardboard. 40 x 22 x 23

Multidimensional Object no.57, 2001

Mined media on cardboard, 41 % 14 x4

Multidimensional Obgect A-1. 1996. From the Transformations senes
Acryfic on metal. 25 = 14 ¥ 14

Figure X|Il. 1998, From the Projections series

Acrylic on canvas. 80 x 63

Multidimensional Object A-2. 2001, From the Transformations senes
Mixed media on cardboard, 41 % 24 x 20

Multidimensional Object A-3. 2001, From the Transformations series
Mized media on cardboard, 40 * 13 % 13

Muitidimensional Object A-4, 2001. From the Transformations sernes
Mixed media.on cardboard. 43 x 11 %X 1

Multidimensional Object A-5. 2001. From the Transformations series
Mixed madia on candboard, 40 x 7 x 7

Multidimensional Object A-6. 2001. From the Transformations senes
Mixed imedia on cardboard, 41 x 5 x5

Multidimensional Object B-1, 1997, From the Transformations series
Acrylicon metal. 43 x 22 % 22

Figure Vili. 1998. From the Propections series

Acrylic on canvas. 86 x 45

Multidimensional Object B-2. 2001, From the Transformatons senes
Mixed media on cardboard. 42 x 21 % 21

Multidirnensional Obiject B-3. 2001, From the Transformations series
Mixed media on cardboard. 45 % 15 ¥ 15
Multidmensional Object B-4. 2001. From the Transformations series
Mixed media on cardboard. 44 X 12 ¥ 12

Multihmensional Obyect B-5. 2001, From the Transformations senes
Mixed media on cardboard. 40 X 8 X 8

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

Multidimensional Object C-1. 1997, Fram the Transformations senes
Acrylic on metal, 43 % 22 % 22

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

Multdimensional Object C-3. 2001, From the Transformations series
hxed media on cardboard. 44 x 20 % 12

huttidimensional Obyect C-4. 2001, From the Transformations series
Mixed media on cardboard. 47 % 14 x4

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

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

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