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The encounter with the genuine art is always exciting. The more so, when this
encounter is unexpected, when the world created by the artist is unknown to you.
You enter this world with excitement and expectations. What will this world of art
offer you? Will it become a revelation or the spiritual affinity? Will it disappoint you
or repel you by the incompatibility of the emotional co-ordinates? Will it answer to
your questions?

The first impression is like the sound coming from the tuning fork. High and clear it
will reach the heart and dissolve in it. Then the artist's world will be yours, too...

| felt it very acutely at the Moscow one-man exhibition (1984) of the People's Artist
of the Armenian SSR Rudolf Khachatryan. | was very much impressed by the
intricate yet the fundamental unity in his drawings of the traditions of graphic art
of Renaissance: the monumental approach intrinsic in the Armenian architecture
and the stone-carving, and the modern principles of drawing.

In his early creative years Khachatryan quite voluntarily based himself on the
graphic culture of the Renaissance. The thorough study of the drawing techniques
of Leonardo da Vinci helped the artist to understand the plastic secrets of the line
and awakened in him a deepened interest towards portraying the man. The talent
of Khachatryan-portrait painter developed as his own creative principles were
formed. The loyalty to the lofty ideals of the Renaissance in the master's
present-day works is seen through a prism of the up-to-the-minute perception of
the real life, through the desire to solve complex problems of world outlook in the
images created by the artist. The portraits by Khachatryan express dialogue, so to
speak. They are interesting not so much by the choosing of the right model, but
the state and the tension of spiritual dialogue between the artist and the model
conveyed in them.

As every genuine artist Khachatryan experimented much. In 1979 he tried to use
for his graphic sheets levkas, the first coat of paint by which ancient painters
coated boards for painting icons. The artist liked the light-bearing properties of
levkas and its hardness, which let fix very thin lines which couldn't be done on
paper. The first experiments proved unexpectedly successful: the process of
applying drawing on levkas was akin to the process of painting revealing in the
graphic sheet the inimitable beauty of image and the impression of polychromism,
though the work was made as before, by the one-colour slate-pencil. The ordinary
black pencil for example, revealed on the wonderful coat the rich colour range. In



Khachatryan's works the complexity of colour reveals itself in the same way as the
night sky touched by the colour of the distant staying sun, loses the intensity of
darkness and before the very dawn, acquires the fragile tint of the silver-grey like
in the Impressionist canvases.

Levkas let the artist to achieve the extraordinary expressiveness of the line which
got imbued with poetic tones. In his drawings, according to the art critic S.
Yamshchikov, "the ordinary line turns into a universal means with the help of
which the artist can express the richness of the surrounding world and the faintest
shades of human feelings."

A. Kusurgashev Photo by A. Volkov
Illustrations in the article

Rudolf Khachatryan in his studio (photo)

«At the window», 1982, Levkas, sepia, 110 x 95
«Moko», 1982, Levkas, sepia, 130 x 100
«Arkady Raikin», 1986, Levkas, sepia, 80 x 70

«A portrait of surgeon Oganes Oganesyan (‘After an operation')», 1987, Levkas,
sepia, 80 x 70

«A portrait of art critic G. S. Igityan», 1982, Levkas, sepia, 100 x 80
«A portrait of artist Inna Olevskaya», 1983, Levkas, sepia, 115 x 95
«A still life», 1982, Levkas, sepia, 115 x 95

«A self-portrait», 1983, Levkas, sepia, 80 x 60
B MACTEPCKOWU XYAOXHUKA

Mo33usa pucyHkoB Pyponbda XauaTpsaHa

BcTpeya € noa/MHHBIM WNCKYCCTBOM BCerpa BosiHyeT. Tem 6Oonee, kKorga 3Ta
BCTpeYa — HEeOXMAaHHada, Korga Mup, CO3A4aHHbIN XYOOXXHUKOM, Tebe
Heun3BecTeH. Tbl BXOAMLWb B 3TOT MUP C BOJIHEHNEM U HaOeXO0W. YTO NpeanoxxunTt
Tebe 3ToT Mup nckycctBa? CTaHeT M OH OTKPOBEHUEM NN OYXOBHbIM POACTBOM?
PazovapyeTr 5nm oH Tebs uAM OTTONKHET HeCOoBMafeHWeM 3SMOLMOHANbHbIX
KoopanHaT? OTBETUT 1M OH Ha TBOW BOMPOCHI?

MNepBoe BNeYaTneHne — Kak 3BYK, MAYLLUUA OT KaMepTOHa. BbICOKMI N YNCTbIN, OH
OONAET [0 cepAua v pacTBOpPUTCSA B HEM. U Torga Mmp XyOOXXHUKA CTaHeT u
TBOUM TOXE...

A OCTpPO oOWyTWa 3TO Ha MOCKOBCKOW MNepcoHasnbHOW BbiCTaBke (1984 ropa)
Hapo4HOro XxynoxHuka ApmsaHckon CCP Pyponbga XavaTpsHa. MeHs o0O4eHb
BMeYyaT/InIO CJIOXKHOE N B TO >XXe Bpems (pyHOaMeHTaslbHOe eOUWHCTBO B ero
PUCYHKax Tpaauuun rpaduyeckoro UCKyccTBa PeHeccaHCa, MOHYMEHTaJIbHOro



noaoxona, MNpPUCYLLEro apMsHCKOW apxXUTeKType u pe3bbe N0 KaMH, W«
COBPEMEHHbIX MPUHLINMOB PUCYHKa.

B paHHMe rogbl TBOpYecTBa XayaTpsH A0OPOBONILHO OnMMpasacsa Ha rpauyeckyto
KynbTypy PeHeccaHca. TwaTesnbHoe M3yyeHne TeXHWKWU pucyHka JleoHapho na
BUHYM NOMOrno XyaoXXHUKY MOHATb NJacTU4eckme TanHbl IMHUKM 1 npobyanno B
HEM yrny6néHHbln NHTepec K n3obpa>keHunio yesioBeKa. TanaHT
XavaTpsaHa-nopTpeTUCcTa pa3BuBanCa No Mepe POPMUPOBAHNSA €ro COBCTBEHHbIX
TBOPYECKMX MNPUHUMMNOB. BepHOCTb BLICOKMM unpaeanam PeHeccaHca B paboTax
MacTepa CEerogHsWHUX AHEeNn NpoCcMaTpuBaEeTCss CKBO3b MNPU3MYy COBPEMEHHOIO
BOCMPUATUNA peasibHOW XKU3HW, Yepe3 CTpeMJieHUe pewmnTb CoXKHble npobnemsl
MNPOBO33PEHNSA B CO34aBaeMbiX XyAOXHWUKOM obpasax. MMopTpeTbl XadaTpsHa
Bblpa)kaloT, MOXXHO CKa3aTb, Auanor. OHW WHTEepeCHbl He CTOJIbKO BbIOOPOM
noaxogsuwen Moaenn, CKOJIbKO COCTOSHUEM U HanpPs>XEHHOCTbID [YXOBHOIO
ananora mexxay Xya4oXXHUKOM 1 Moesibio, nepefaHHOoro B HUX.

Kak 1 BCAKUN NOONVHHBIN XYOOXHUK, XadaTpAH MHOro 3KcrnepuMeHTupoBas. B
1979 roay oH nonpoboBan NCNOAb30BaTb A1 CBOUX rpadny4eCcKmnx NMMCTOB NeBKac
— nMepBbI CNON FpyHTaA, KOTOPbIM OpeBHME MacTepa MOKpbiBaaM LOCKWU A4
WKOHOMUCU. XYAOXHUKY MOHPaBUINCL CBETOHOCHbIE CBOWCTBA JleBKaca WU €ero
TBEPLOCTb, MO3BOMIAIOWAA (PUKCMPOBATL O4€Hb TOHKUE JINHUWN, YTO HEBO3MOXHO
Ha 6ymare. [llepBble OMbITbl OKa3a/MCb HEOXWAAHHO YCMewHbIMU: npoLecc
HaHeceHus pUCyHKa Ha neBkKac Obl1 CPOAHN XKMUBOMNUCHOMY MPOLIECCY, OTKPbIBasA B
rpacmyeckom JNCTe Henogpa)kaemMyt KpacoTy obpasa wn BredvaTsieHune
MOJIMXPOMHOCTN, XOTA paboTa BbINOJHANACh MO-MPEeXHEeMY OAHOLBETHbIM
rpugensHbiM  KapaHgawoMm. [lpocTom  4YEpHbIM  KapaHgaw, HanpuMmep,
obHapy>uBan Ha 3TOM yaAMBUTENbHOM rpyHTe 6oraTyio uBeTOBYylO rammy. B
paboTax Xa4daTpsAHa C/OXKHOCTb LiBETa NPOSABASAETCA TaK e, Kak Ho4YHoe Hebo,
TPOHYTOEe LUBeTOM yuweawero 3a FOpPM30OHT COJIHUA, TepsAeT WHTEeHCUBHOCTb
TEMHOTbI M HAKaHYHe CaMOro paccBeTa npuobpeTaeT Xpynkuin cepebpucTo-cepbii
OTTEHOK, KaK Ha NoJIOTHaX MMMNPEeCCUOHNCTOB.

JleBKac MNo3BOJINA XYOOXHUKY OOCTUYb Heobbl4alHOW BbIPa3nUTENbHOCTU NINHUN,
MPOHMKHYTOM TMO3TUYECKMMM WHTOHauMsMn. B ero pucyHkax, Mo cJjioBam
nckyccteosena C. AMuUIMKOBa, «0bblYHAsA IMHUSA NPEeBPALLAETCS B YHUBEpPCasibHOE
CPeacTBO, C TOMOLWbIO KOTOPOro XYHAOXHMK MOXeT Bblpa3nuTb 6oraTcTeBo
OKPY>KatoLero MMpa U TOHYalLLIne OTTEHKN YENOBEYECKUX YYBCTB».

A. Kycyprawes ®oT0 A. BosnkoBa

NCTOYHUK M apXuUBHasA cnpaBKa

BHUMAHNE — KOH®JIUKT ATPUBYUWWN: B Pub-peecTpe aBTOp YyKasaH Kak
«Glukhov G.», HO B camonm nybnmkauumm cTouT noanucb «A. Kusurgashevs.
Bo3MoOXXHbI BapuaHThl: (1) owmnbka B Pub-peecTtpe; (2) Fnyxos n Kycyprawes —
OOWNH 4YesioBeK Mo NCeBLOHWUMOM/B APYron TpaHcauTepauuun; (3) pasHble ponu



(Hanpumep, nyxoB — »XypHan, Kycyprawes — aBTop cTaTbu). TpebyeTcsa
yTo4yHeHune. CaM TeKCT nevyaTaeTcsa ¢ Nnoanuceo 13 nybnmkaumm.



