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01.-Sans titre, 1924
Acuarela y tinta sobre papel
Firmado y fechado
Firmado y fechado en el dorso
32 x 24,5 cm
PROCEDENCIA:
· Colección Yvon Lambert

02.-Sans titre, 1925
Acuarela y tinta sobre papel
Firmado y fechado
Firmado, fechado e inscrito “Quai des grands augustin”
en el dorso
19,5 x 24,5 cm
PROCEDENCIA:
· Colección Yvon Lambert

03.-Sans titre, 1925
Acuarela y tinta sobre papel
Firmado y fechado
Firmado y fechado en el dorso
38,7 x 28,6 cm
PROCEDENCIA:
· Colección Yvon Lambert

04.-Visaged’or, 1925
Gouache, acuarela y tinta sobre papel
Firmado y fechado
27 x 21 cm
EXPOSICIONES:
· París, Galerie Yvon Lambert, 1966
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pág. 19 (reprod.)

05.-Sans titre, 1925
Acuarela sobre papel
Firmado
44 x 53 cm

06.-Naturemorteaux fruits, 1926
Acuarela, pastel y tinta sobre papel
Firmado y fechado
40 x 46 cm
EXPOSICIONES:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pág. 15 (reprod.)

07.-Sans titre, 1925-1926
Tinta y collage sobre papel
Firmado
Firmado y fechado en el dorso
31 x 24 cm
PROCEDENCIA:
· París, Galerie Yvon Lambert
· Colonia, Galerie Gmurzynska

08.-Sans titre, 1925-1926
Tinta y collage sobre papel
Firmado y fechado en el dorso
38,5 x 32 cm
PROCEDENCIA:
· Colección privada

EXPOSICIONES:
· París, Galerie Yvon Lambert
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pág. 31 (reprod.)
BIBLIOGRAFÍA:
· Fabre, Gladys, Tutundjian, Ed. du Regard, 1994, pág. 30, nº
23 (reprod.)

09.-Sans titre, 1926
Tinta sobre papel
Firmado
Firmado y fechado en el dorso
21,5 x 15 cm

10.-Sans titre, 1926
Tinta sobre papel
Firmado
20,5 x 15 cm
EXPOSICIONES:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pág. 148 (reprod.)

11.-Sans titre, 1926
Tinta sobre papel
Firmado
15 x 11,5 cm
EXPOSICIONES:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pág. 146 (reprod.)

12.-Composition, 1926
Gouache y tinta sobre papel
Firmado y fechado
23 x 32 cm
EXPOSICIONES:
· París, Galerie Yvon Lambert, 1966
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pág. 73 (reprod.)

13.-Sans titre, 1926
Gouache y tinta sobre papel
17 x 23,5 cm
EXPOSICIONES:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pág. 77 (reprod.)

14.-Sans titre, 1926
Tinta sobre papel
Firmado y fechado
17 x 23 cm
EXPOSICIONES:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pág. 74 (reprod.)

15.-Sans titre, 1926
Acuarela y tinta sobre papel
Firmado y fechado
37,5 x 52 cm

16.-Sans titre, 1926
Tinta y lápiz sobre papel
Firmado
16 x 11,8 cm

01.-Sans titre, 1924
Aquarel·la i tinta sobre paper
Signat i datat
Signat i datat al dors
32 x 24,5 cm
PROCEDÈNCIA:
· Col·lecció Yvon Lambert

02.-Sans titre, 1925
Aquarel·la i tinta sobre paper
Signat i datat
Signat, datat i inscrit “Quai des grands augustin” al dors
19,5 x 24,5 cm
PROCEDÈNCIA:
· Col·lecció Yvon Lambert

03.-Sans titre, 1925
Aquarel·la i tinta sobre paper
Signat i datat
Signat i datat al dors
38,7 x 28,6 cm
PROCEDÈNCIA:
· Col·lecció Yvon Lambert

04.-Visaged’or, 1925
Guaix, aquarel·la i tinta sobre paper
Signat i datat
27 x 21 cm
EXPOSICIONS:
· París, Galerie Yvon Lambert, 1966
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pàg. 19 (reprod.)

05.-Sans titre, 1925
Aquarel·la sobre paper
Signat
44 x 53 cm

06.-Naturemorteaux fruits, 1926
Aquarel·la, pastel i tinta sobre paper
Signat i datat
40 x 46 cm
EXPOSICIONS:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pàg. 15 (reprod.)

07.-Sans titre, 1925-1926
Tinta i collage sobre paper
Signat
Signat i datat al dors
31 x 24 cm
PROCEDÈNCIA:
· París, Galerie Yvon Lambert
· Colònia, Galerie Gmurzynska

08.-Sans titre, 1925-1926
Tinta i collage sobre paper
Signat i datat al dors
38,5 x 32 cm
PROCEDÈNCIA:
· Col·lecció privada
EXPOSICIONS:
· París, Galerie Yvon Lambert
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pàg. 31 (reprod.)

BIBLIOGRAFIA:
· Fabre, Gladys, Tutundjian, Ed. du Regard, 1994, pàg. 30, nº
23 (reprod.)

09.-Sans titre, 1926
Tinta sobre paper
Signat
Signat i datat al dors
21,5 x 15 cm

10.-Sans titre, 1926
Tinta sobre paper
Signat
20,5 x 15 cm
EXPOSICIONS:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pàg. 148 (reprod.)

11.-Sans titre, 1926
Tinta sobre paper
Signat
15 x 11,5 cm
EXPOSICIONS:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pàg. 146 (reprod.)

12.-Composition, 1926
Guaix sobre paper
Signat i datat
23 x 32 cm
EXPOSICIONS:
· París, Galerie Yvon Lambert, 1966
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pàg. 73 (reprod.)

13.-Sans titre, 1926
Guaix sobre paper
17 x 23,5 cm
EXPOSICIONS:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pàg. 77 (reprod.)

14.-Sans titre, 1926
Tinta sobre paper
Signat i datat
17 x 23 cm
EXPOSICIONS:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pàg. 74 (reprod.)

15.-Sans titre, 1926
Aquarel·la i tinta sobre paper
Signat i datat
37,5 x 52 cm

16.-Sans titre, 1926
Tinta i llapis sobre paper
Signat
16 x 11,8 cm
EXPOSICIONS:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pàg. 94 (reprod.)
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EXPOSICIONES:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pág. 94 (reprod.)

17.-Sans titre, c.1926
Tinta y lápiz graso sobre papel
Firmado
20 x 15 cm
EXPOSICIONES:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pág. 94 (reprod.)

18.-Sans titre, 1926
Tinta sobre papel
Firmado
21,5 x 17 cm

19.-Sans titre, 1926
Tinta sobre papel
Firmado
Firmado y fechado en el dorso
24 x 17,7 cm
EXPOSICIONES:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pág. 142 (reprod.)

20.-Sans titre, c.1927
Tinta sobre papel
Firmado
18 x 11,5 cm
EXPOSICIONES:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pág. 95 (reprod.)

21.-Sans titre, 1928
Tinta sobre papel
Firmado y fechado
29 x 21,5 cm
EXPOSICIONES:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pág. 116 (reprod.)

22.-Sans titre, 1927
Tinta sobre papel
Firmado y fechado
21,8 x 16 cm
EXPOSICIONES:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pág. 122 (reprod.)

23.-Sans titre, 1927
Tinta sobre papel
Firmado y fechado
Firmado en el dorso
21 x 16 cm

24.-Sans titre, 1927
Tinta sobre papel
Firmado
22 x 17 cm
EXPOSICIONES:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pág. 124 (reprod.)

25.-Sans titre, 1927
Tinta sobre papel
Firmado
Firmado y fechado en el dorso
30 x 21 cm
EXPOSICIONES:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pág. 130 (reprod.)

26.-Sans titre, 1927
Gouache y tinta sobre papel
Firmado y fechado
39,5 x 21 cm
EXPOSICIONES:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pág. 80 (reprod.)

27.-Sans titre, 1927
Aerógrafo y tinta sobre papel
Firmado y fechado
26,5 x 32,5 cm
EXPOSICIONES:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pág. 82 (reprod.)

28.-Sans titre, 1927
Gouache y tinta sobre papel
Firmado y fechado
Firmado, fechado e inscrito “Rue des Grands Augustins-
Paris” en el dorso
24,5 x 30,2 cm
EXPOSICIONES:
· París, Galerie Le Minotaure, “Nouvelles Vagues”, 2013
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pág. 79 (reprod.)

29.-Sans titre, 1927
Gouache y tinta sobre papel
Firmado y fechado
25 x 33,5 cm

30.-Sans titre, 1927
Gouache y tinta sobre papel
Firmado y fechado
Firmado, fechado e inscrito “Rue des Grands Augustins” en
el dorso
27,5 x 28,8 cm
PROCEDENCIA:
· Sucesión Christian de Rabaudy
EXPOSICIONES:
· París, Galerie Yvon Lambert, 1966
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pág. 91 (reprod.)

31.-Sans titre, 1927
Acuarela y tinta sobre papel
Firmado y fechado
41,5 x 50 cm

32.-Sans titre, 1927
Acuarela y tinta sobre papel
Firmado y fecahdo
39 x 50 cm
EXPOSICIONES:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pág. 109 (reprod.)

17.-Sans titre, c.1926
Tinta i llapis gras sobre paper
Signat
20 x 15 cm
EXPOSICIONS:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pàg. 94 (reprod.)

18.-Sans titre, 1926
Tinta sobre paper
Signat
21,5 x 17 cm

19.-Sans titre, 1926
Tinta sobre paper
Signat
Signat i datat al dors
24 x 17,7 cm
EXPOSICIONS:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pàg. 142 (reprod.)

20.-Sans titre, c.1927
Tinta sobre paper
Signat
18 x 11,5 cm
EXPOSICIONS:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pàg. 95 (reprod.)

21.-Sans titre, 1928
Tinta sobre paper
Signat i datat
29 x 21,5 cm
EXPOSICIONS:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pàg. 116 (reprod.)

22.-Sans titre, 1927
Tinta sobre paper
Signat i datat
21,8 x 16 cm
EXPOSICIONS:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pàg. 122 (reprod.)

23.-Sans titre, 1927
Tinta sobre paper
Signat i datat
Signat al dors
21 x 16 cm

24.-Sans titre, 1927
Tinta sobre paper
Signat
22 x 17 cm
EXPOSICIONS:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pàg. 124 (reprod.)

25.-Sans titre, 1927
Tinta sobre paper
Signat
Signat i datat al dors
30 x 21 cm

EXPOSICIONS:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pàg. 130 (reprod.)

26.-Sans titre, 1927
Guaix i tinta sobre paper
Signat i datat
39,5 x 21 cm
EXPOSICIONS:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pàg. 80 (reprod.)

27.-Sans titre, 1927
Aerògraf i tinta sobre paper
Signat i datat
26,5 x 32,5 cm
EXPOSICIONS:
· París, Galerie Le Minotaure, “Léon Tutundjian. Abstractions
1925-1930”, 2007, cat. expo. pàg. 82 (reprod.)

28.-Sans titre, 1927
Guaix i tinta sobre paper
Signat i datat
Signat, datat i inscrit “Rue des Grands Augustins-Paris”
al dors
24,5 x 30,2 cm
EXPOSICIONS:
· París, Galerie Le Minotaure, “Nouvelles Vagues”, 2013
· París, Galerie Le Minotaure, “Léon Tutundjian. Abstractions
1925-1930”, 2007, cat. expo. pàg. 79 (reprod.)

29.-Sans titre, 1927
Guaix i tinta sobre paper
Signat i datat
25 x 33,5 cm

30.-Sans titre, 1927
Guaix i tinta sobre paper
Signat i datat
Signat, datat i inscrit “Rue des Grands Augustins” al dors
27,5 x 28,8 cm
PROCEDÈNCIA:
· Successió Christian de Rabaudy
EXPOSICIONS:
· París, Galerie Yvon Lambert, 1966
· París, Galerie Le Minotaure, “Léon Tutundjian. Abstractions
1925-1930”, 2007, cat. expo. pàg. 91 (reprod.)

31.-Sans titre, 1927
Aquarel·la i tinta sobre paper
Signat i datat
41,5 x 50 cm

32.-Sans titre, 1927
Aquarel·la i tinta sobre paper
Signat i datat
39 x 50 cm
EXPOSICIONS:
· París, Galerie Le Minotaure, “Léon Tutundjian. Abstractions
1925-1930”, 2007, cat. expo. pàg. 109 (reprod.)
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33.-Sans titre, 1927
Acuarela y tinta sobre papel
Firmado y fechado
50 x 63,5 cm
EXPOSICIONES:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pág. 97 (reprod.)

34.-Sans titre, 1927
Óleo sobre tela
Firmado
40 x 50 cm
BIBLIOGRAFÍA:
· Fabre, Gladys, Tutundjian, Ed. du Regard, 1994, nº 73
(reprod.)

35.-Sans titre, 1928
Tinta sobre papel
Firmado y fechado
31 x 24 cm
EXPOSICIONES:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pág. 100 (reprod.)

36.-Sans titre 1928
Tinta sobre papel
Firmado y fechado
Firmado en el dorso
31,5 x 23,8 cm
EXPOSICIONES:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pág. 98 (reprod.)

37.-Sans titre, 1928
Tinta sobre papel
Firmado y fechado
31,5 x 23,5 cm

38.-Sans titre, 1928
Tinta sobre papel
Firmado y fechado
31 x 24 cm
EXPOSICIONES:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pág. 101 (reprod.)

39.-Sans titre, 1927
Tinta sobre papel
Firmado y fechado
25 x 21,5 cm

40.-Sans titre, 1928
Tinta sobre papel
Firmado y fechado
25 x 20,5 cm
PROCEDENCIA:
· Colección Yvon Lambert

41.-Sans titre, 1928
Tinta sobre papel
Firmado y fechado
24 x 15,5 cm
EXPOSICIONES:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pág. 111 (reprod.)

42.-Sans titre, 1928
Tinta y lápiz sobre papel
Firmado y fechado
25 x 18 cm

43.-Sans titre, 1928
Acuarela sobre papel
Firmado y fechado
33 x 39,5 cm

44.-Sans titre, 1928
Gouache sobre papel
Firmado y fechado
28 x 34,5 cm
EXPOSICIONES:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pág. 115 (reprod.)
BIBLIOGRAFÍA:
· Fabre, Gladys, Tutundjian, Ed. du Regard, 1994, pàg. 76, nº
66 (reprod.)

45.-Sans titre, 1929
Óleo sobre tela
Firmado
Firmado y fechado “Tutundjian 1929 Paris” en el dorso
41,5 x 27,5 cm
PROCEDENCIA:
· Colección Hélène Bokanowski
· Sucesión del artista

46.-Sans titre, 1929
Madera y metal pintados
Firmado y fechado
23 x 25 cm
PROCEDENCIA:
· Galerie Alain Le Gaillard
EXPOSICIONES:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pág. 57 (reprod.)
· París, Galerie Le Minotaure, “Confrontation”, febrero 2014,
pág. 5 (reprod.)
BIBLIOGRAFÍA:
· Fabre, Gladys, Tutundjian, Ed. du Regard, 1994, pág. 111, nº
102 (reprod.)

47.-Sans titre, 1929
Relieve sobre madera y metal
Firmado y fechado
25 x 34,8 cm
EXPOSICIONES:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pág. 63 (reprod.)
· Barcelona, Galeria d’Art Manuel Barbié, “Vanguardias en
relieve”, noviembre 2007 – febrero 2008, cat. expo. pág.113
(reprod.)

33.-Sans titre, 1927
Aquarel·la i tinta sobre paper
Signat i datat
50 x 63,5 cm
EXPOSICIONS:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pàg. 97 (reprod.)

34.-Sans titre, 1927
Oli sobre tela
Signat
40 x 50 cm
BIBLIOGRAFIA:
· Fabre, Gladys, Tutundjian, Ed. du Regard, 1994, nº 73
(reprod.)

35.-Sans titre, 1928
Tinta sobre paper
Signat i datat
31 x 24 cm
EXPOSICIONS:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pàg. 100 (reprod.)

36.-Sans titre, 1928
Tinta sobre paper
Signat i datat
Signat al dors
31,5 x 23,8 cm
EXPOSICIONS:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pàg. 98 (reprod.)

37.-Sans titre, 1928
Tinta sobre paper
Signat i datat
31,5 x 23,5 cm

38.-Sans titre, 1928
Tinta sobre paper
Signat i datat
31 x 24 cm
EXPOSICIONS:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pàg. 101 (reprod.)

39.-Sans titre, 1927
Tinta sobre paper
Signat i datat
25 x 21,5 cm

40.-Sans titre, 1928
Tinta sobre paper
Signat i datat
25 x 20,5 cm
PROCEDÈNCIA:
· Col·lecció Yvon Lambert

41.-Sans titre, 1928
Tinta sobre paper
Signat i datat
24 x 15,5 cm
EXPOSICIONS:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pàg. 111 (reprod.)

42.-Sans titre, 1928
Tinta i llapis sobre paper
Signat i datat
25 x 18 cm

43.-Sans titre, 1928
Aquarel·la sobre paper
Signat i datat
33 x 39,5 cm

44.-Sans titre, 1928
Guaix sobre paper
Signat i datat
28 x 34,5 cm
EXPOSICIONS:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pàg. 115 (reprod.)
BIBLIOGRAFIA:
· Fabre, Gladys, Tutundjian, Ed. du Regard, 1994, pàg. 76, nº
66 (reprod.)

45.-Sans titre, 1929
Oli sobre tela
Signat
Signat i datat “Tutundjian 1929 Paris” al dors
41,5 x 27,5 cm
PROCEDÈNCIA:
· Col·lecció Hélène Bokanowski
· Successió de l’artista

46.-Sans titre, 1929
Fusta i metall pintats
Signat i datat
23 x 25 cm
PROCEDÈNCIA:
· Galerie Alain Le Gaillard
EXPOSICIONS:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pàg. 57 (reprod.)
· París, Galerie Le Minotaure, “Confrontation”, febrer 2014,
pàg. 5 (reprod.)
BIBLIOGRAFIA:
· Fabre, Gladys, Tutundjian, Ed. du Regard, 1994, pàg. 111, nº
102 (reprod.)

47.-Sans titre, 1929
Relleu sobre fusta i metall
Signat i datat
25 x 34,8 cm
EXPOSICIONS:
· París, Galerie Le Minotaure, “Léon Tutundjian.
Abstractions 1925-1930”, 2007, cat. expo. pàg. 63 (reprod.)
· Barcelona, Galeria d’Art Manuel Barbié, “Vanguardias en
relieve”, novembre 2007 – febrer 2008, cat. expo. pàg.113
(reprod.)
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BIOGRAFIA
BIOGRAFÍA

Léon Tutundjian (al centre) a l’hospital durant la II Guerra Mundial, c. 1939-1945 (detall)
Léon Tutundjian (en el centro) en el hospital durante la II Guerra Mundial, c. 1939-1945 (detalle)



116 117

1905
Léon (Levon) Arthur Tutundjian neix el mes de novembre de
1905 a la ciutat turca d’Amasia (antic ImperiOtomà). El seu pare,
Heratioun Tutundjian, aficionat al violí, era professor de física i
química i la seva mare una institutriu.

1915-1921
Als deu anys d’edat queda orfe de pare a causa de les ferides
sofertes durant el bombardeig de l’exèrcit turc.
Realitza els seus estudis al col·legi Berberià (Collège Berbérian) i
a l’escola Guétronagan (Lycée Guétronagan) de Constantinoble
(ara Istanbul).
Entre els seus estudis aprèn a tocar el Violó. Als 14 anys aprèn
pintura i ceràmica a l’Escola de Belles Arts d’Istanbul.

1922
Després de la mort del seu pare i davant de les dificultats
econòmiques per les que, per consegüent, es veu sumida tota
la família, la mare es veu obligada a vendre les seves propietats
i pertinences per poder cuidar dels seus fills. Tutundjian
aconsegueix que l’acceptin en un vaixell amb destí a Grècia
juntament amb altres armenis també orfes. Tutundjian ingressa
a l’orfenat de Loutraki on aprèn l’ofici de la ceràmica i de la
pintura sobre tela.

1923-1924
Passa per Venècia i durant un període roman al llegendari
monestir Mekhitarista de San Lazzaro degli Armeni on estudia
ciències i els seus manuscrits il·luminats.
Al 1924 s’instal·la a París amb 19 anys on comença a estudiar
a l’Ecole des Beaux-Arts. Descobreix i es familiaritza amb
l’ambient artístic parisenc.
Tutundjian freqüenta diversos artistes, entre ells Ervand Kotchar
que es convertirà en un verdader mestre per a ell. Així doncs,
la influència de Kotchar es veurà reflectida en les primeres
obres parisenques de Tutundjian, sobretot en els seus dibuixos
i aquarel·les.
Residirà tota la seva vida a la capital francesa.

1925
Realitza els seus primers collages.
Primera exposició a la Galerie Ney de París.
Possible presència d’obra seva a l’exposició celebrada a laGalerie
Surréaliste de la rue Jacques-Callot.

1926
Tutundjian abandona el cubisme i la figuració per passar cap a
l’abstracció. La seva recent relació amb el georgià Kakabadzé
sembla haver contribuït a aquest canvi de rumb en el seu estil.
Els guaixos i aquarel·les realitzats durant aquest any estan
caracteritzats per l’aparició d’elements orgànics.
El llenguatge geomètric que Tutundjian va utilitzant
progressivament en la seva obra reflecteix la influència dels
escrits i llibres de la Bauhaus. La teoria i conceptes que es
defensen en ells són els que caracteritzen tota una sèrie d’obres
de Tutundjian realitzats en tinta i aquarel·la entre 1926 i 1929.

1927
Instal·la el seu taller al número 60 de la Rue du Kremlin, a
Kremlin-Bicêtre.

1928
A l’octubreTutundjianmostra algunes de les seves obres al Salon
desVrais Indépendants.

1929
Al juliol participa amb John Graham, Kakabadzé, Andréas
Walser, Zéro, Freundlich, Vantongerloo en una col·lectiva de
caràcter abstracte, Exposition d’Art Abstrait, a la Galerie des
Éditions Bonaparte comissariada per Waldemar George. L’obra
de Tutundjian queda molt ben representada.
Participa a l’exposició internacional ESAC (Expositions Sélectes
d’Art Contemporain) en el Stedelik Museum d’Amsterdam
i organitzada per Nelly van Doesburg. Arp, Marcelle Cahn,
Campigli, Charchoune, Van Doesburg, Fernández, Torres-García,
Kupka, Miró, Mondrian, Monteiro, Picasso, Severini, Survage,
Villon són altres dels artistes participants en aquesta exposició.
A l’octubre-novembre participa al primer Salon des
Surindépendants.
És a partir de 1929 que Tutundjian mostra un nou enfocament,
més innovador, a través d’una sèrie d’obres que adopten un
llenguatge geomètric més estricte.

1930
A l’abril funda el grup Art Concret juntament amb Theo van
Doesburg, Otto Gustav Carlsund, Hélion i MarcelWantz.
Al maig realitza la seva primera exposició individual a la Galerie
des Éditions Bonaparte.
Al juny participa en el segon Salon des Surindépendants.
A l’agost la seva obra s’exposa a la col·lectiva AC en el marc de
l’Exposició Universal d’Estocolm i organitzada per Otto Gustav
Carlsund.
A l’octubre participa amb dues pintures en el tercer Salon des
Surindépendants.
La seva obra forma part de la col·lectiva internacional Produktion
Paris 1930: Malerei und Plastik celebrada en el Kunst Salon
Wolfsberg de Zuric junt amb Béothy, Giacometti, Prampolini,
Ozenfant, Gleizes, Mondrian, Delaunay, Arp, Freundlich, Ernst,
Vantongerloo, etc.

1931
El 15 de febrer funda el grup i revista Abstraction-Création (1931-
1936) junt amb Van Doesburg, Herbin, Vantongerloo, Hélion,
Arp, Gleizes, Kupka, Valmier.
En el primer número que publica la revista apareixen reproduïdes
dues obres de Tutundjian, un relleu i una escultura.
Al juny participa en el primer Salon 1940 celebrat a la Galerie de
la Renaissance de París i organitzat per Herbin.
El treball de Tutundjian comença a allunyar-se de l’abstracció
per apropar-se de nou a la figuració i al surrealisme. Les seves
obres surrealistes mostren una certa influència de Dalí i de
De Chirico amb elements vegetals, femenins i fins i tot ruïnes
grecoromanes.

1932-1933
Estableix contacte amb Léonce Rosenberg.
Exposa juntament amb altres artistes surrealistes a la Galerie
Pierre Colle de París.
Després del traspàs de la seva mare, amb qui ha tingut una
erràtica relació epistolar, al novembre de 1933 es casa amb la
seva parella.

1905
Léon (Levon) ArthurTutundjian nace en noviembre de 1905 en la
ciudad turca de Amasya (antiguo Imperio Otomano). Su padre,
Heratioun Tutundjian, aficionado al violín, era profesor de física
y química y su madre una institutriz.

1915-1921
A los diez años de edad queda huérfano de padre debido a las
heridas sufridas durante un bombardeo del ejército turco.
Realiza sus estudios en el colegio Berberiano (Collège Berbérian)
y en la escuela Guétronagan (Lycée Guétronagan) de Constanti-
nopla (ahora Istambul).
Entre sus estudios aprende a tocar elViolón. A los 14 años apren-
der pintura y cerámica en la Escuela de Bellas Artes de Istambul

1922
Tras el fallecimiento de su padre y frente a las dificultades
económicas por las que, por consiguiente, se ve sumida toda
la familia, la madre se ve obligada a vender sus propiedades y
posesiones para poder cuidar a sus hijos. Tutundjian consigue
que lo acepten en un buque con destino a Grecia junto a otros
armenios también huérfanos. Tutundjian ingresa en el orfanato
de Loutraki donde aprende el oficio de la cerámica y de la pintura
sobre tela.

1923-1924
Pasa porVenecia y permanece durante un período en el legenda-
rio monasterio Mekhitarista de San Lazzaro degli Armeni donde
estudia ciencias y sus manuscritos iluminados.
En 1924 se instala en París con 19 años donde empieza a estudiar
en l’Ecole des Beaux-Arts. Descubre y se familiariza con el am-
biente artístico parisino. Tutundjian frecuenta diversos artistas,
entre ellos Ervand Kotchar que se convertirá en un verdadero
maestro para él. Así pues, la influencia de Kotchar se verá refle-
jada en las primeras obras parisinas de Tutundjian, sobretodo en
sus dibujos y acuarelas.
Residirá toda su vida en la capital francesa.

1925
Realiza sus primeros collages.
Primera exposición en la Galerie Ney de París.
Posible presencia de obra suya en la exposición celebrada en la
Galerie Surréaliste de la rue Jacques-Callot.

1926
Tutundjian abandona el cubismo y la figuración para pasar hacia
la abstracción. Su reciente relación con el georgiano Kakabadzé
parece haber contribuido a este cambio de rumbo en su estilo.
Los gouaches y acuarelas realizados durante este año están ca-
racterizados por la aparición de elementos orgánicos.
El vocabulario geométrico que Tutundjian va utilizando progre-
sivamente en su obra refleja la influencia de los escritos y libros
publicados de la Bauhaus. La teoría y conceptos que se defiende
en ellos son los que caracterizan toda una serie de obras de Tu-
tundjian realizadas en tinta y acuarela entre 1926 y 1929.

1927
Instala su taller en el número 60 de la Rue du Kremlin, en Kre-
mlin-Bicêtre.

1928
En octubre Tutundjian muestra algunas de sus obras en el Salon
desVrais Indépendants.

1929
En julio participa con John Graham, Kakabadzé, Andréas Walser,
Zéro, Freundlich,Vantongerloo en una colectiva de carácter abs-
tracto, Exposition d’Art Abstrait, en la Galerie des Éditions Bona-
parte comisariada por Waldemar George. La obra de Tutundjian
queda muy bien representada.
Participa en la exposición internacional ESAC (Expositions Sélec-
tes d’ArtContemporain) en el Stedelijk Museum de Amsterdam y
organizada por Nelly van Doesburg. Arp, Marcelle Cahn, Campi-
gli, Charchoune,Van Doesburg, Fernández, Torres-García, Kupka,
Miró, Mondrian, Monteiro, Picasso, Severini, Survage, Villon son
otros de los artistas participantes en esta exposición.
En octubre-noviembre participa en el primer Salon des Surin-
dépendants.
Es a partir de 1929 que Tutundjian muestra un nuevo enfoque,
más innovador, a través de una serie de obras que adoptan un
lenguaje geométrico más estricto.

1930
En abril funda el grupo Art Concret junto a Theo van Doesburg,
Otto Gustav Carlsund, Hélion y MarcelWantz.
En mayo realiza su primera exposición individual en la Galerie
des Éditions Bonaparte.
En junio participa en el segundo Salon des Surindépendants.
En agosto su obra se expone en la colectiva AC en el marco de la
Exposición Universal de Estocolmo y organizada por Otto Gus-
tav Carlsund.
En octubre participa con dos pinturas en el tercer Salon des Su-
rindépendants.
Su obra forma parte de la colectiva internacional Produktion
Paris 1930: Malerei und Plastik celebrada en el Kunst Salon
Wolfsberg de Zúrich junto a Béothy, Giacometti, Prampolini,
Ozenfant, Gleizes, Mondrian, Delaunay, Arp, Freundlich, Ernst,
Vantongerloo, etc.

1931
El 15 de febrero funda el grupo y revista Abstraction-Création
(1931-1936) junto a Van Doesburg, Herbin, Vantongerloo, Hé-
lion, Arp, Gleizes, Kupka, Valmier. En el primer número que pu-
blica la revista aparecen reproducidas dos obras de Tutundjian,
un relieve y una escultura.
En junio participa en el primer Salon 1940 celebrado en la Gale-
rie de la Renaissance de París y organizado por Herbin.
El trabajo de Tutundjian empieza a alejarse de la abstracción
para acercarse de nuevo a la figuración y al surrealismo. Sus
obras surrealistas reflejan una cierta influencia de Dalí y de De
Chirico con elementos vegetales, femeninos e incluso ruinas
grecorromanas.

1932-1933
Establece contacto con Léonce Rosenberg.
Expone junto a otros artistas surrealistas en la Galerie Pierre
Colle de París.
Después del fallecimiento de su madre, con quien ha tenido una
errática relación epistolar, en noviembre de 1933 contrae matri-
monio con su pareja.

1935
Nace su hija Léa Vinet.

1938
Posible presencia de obra suya en la Exposition Internationale du
Surréalisme de la Galerie des Beaux-Arts, París.
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1935
Neix la seva filla Léa Vinet.

1938
Possible presència d’obra seva a l’ Exposition Internationale du
Surréalisme de la Galerie des Beaux-Art, París.

1939-1945
Durant la Segona Guerra Mundial Tutundjian cau ferit i torna a
París.

1944
Participa a l’exposició col·lectiva Konkrete Kunst organitzada per
Max Bill en el Kunsthalle de Basilea.

1945
Exposició de la Union des artistas Arméniens amb Carzou,
Gulbenkian, Jalsen, Topalian en el Studio Caumartin.
Realitza treballs en ceràmica per poder mantenir la família.

1946-1956
Entre 1946 i 1956 Tutundjian participa de forma regular en el
Salon des Indépendants.

1955
Forma part d’una col·lectiva juntament amb Pierre Ino i Mimma
Indelli a la Galerie Mirador, situada a la Place Vendôme de París.

1957
Participa amb obres del seu període abstracte a la retrospectiva
realitzada sobre ArtConcret a Estocolm.

1958
A la Galerie Colette Allendy es celebra una exposició individual
sobre les obres de Tutundjian realitzades entre 1924-1929.

1959-1960
Al gener participa en una mostra a la Galerie Cour d’Ingres
juntament amb Atlan, Bédard, Brauner, Dominguez, Hérold,
Ino, Laloy, Lam, Marie Laure, Mayo, Mesens, Nakache, Nejad,
Cárdenas, Ernst, Sima.
La seva obra forma part de l’exposició Le pétrole vu par cent
peintres al Musée Galliera.
Participa en el SalonComparaisons, París.
A partir de l’any 1960 Tutundjian torna a la pintura abstracta.
Les seves obres juguen amb els principis fonamentals del signe
i del gest.

1964
La Galleri Lorenzelli de Milà organitza l’exposició 44 protagonisti
della visualità structura en la que participa també Tutundjian.
Exposició Cinquante ans de collages en el Musée d’Art et
d’Industrie de Saint-Etienne al 1964.

1966
A l’abril participa a l’exposició Art Concret juntament amb Arp i
Hélion a la Galerie Yvon Lambert de París.

1967
L’obra de Tutundjian, juntament amb la dels artistes Bellmer,
Fini, Lepri, D’Orgeix, Paalen, Wols, etc. forma part de la mostra
col·lectiva que organitza la Galerie Jacques Desbrière.

1968
Léon Tutundjian mor al desembre.

1939-1945
Durante la Segunda Guerra Mundial Tutundjian cae herido y
vuelve a París.

1944
Participa en la exposición colectiva Konkrete Kunst organizada
por Max Bill en el Kunsthalle de Basilea.

1945
Exposición de la Union des artistas Arméniens Libres con Carzou,
Gulbenkian, Jalsen, Topalian en el Studio Caumartin.
Realiza trabajos en cerámica para conseguir un sustento para su
familia.

1946-1956
Entre 1946 y 1956 Tutundjian participa de forma regular en el
Salon des Indépendants.

1955
Forma parte de una colectiva junto a Pierre Ino y Mimma Indelli
en la Galerie Mirador, situada en la Place Vendôme de París.

1957
Participa con obras de su período abstracto en la retrospectiva
realizada sobre ArtConcret en Estocolmo.

1958
En la Galerie Colette Allendy se celebra una exposición indivi-
dual sobre las obras de Tutundjian realizadas entre 1924-1929.

1959-1960
En enero participa en una muestra en la Galerie Cour d’Ingres
junto a Atlan, Bédard, Brauner, Domínguez, Hérold, Ino, Laloy,
Lam, Marie Laure, Mayo, Mesens, Nakache, Nejad, Cárdenas,
Ernst, Sima.
Su obra forma parte de la exposición Le pétrole vu par cent pein-
tres en el Musée Galliera.
Participa en el SalonComparaisons, París
A partir del año 1960 Tutundjian vuelve a la pintura abstracta.
Sus obras juegan con los principios fundamentales del signo y
del gesto.

1964
La Galleria Lorenzelli de Milán organiza la exposición 44 prota-
gonisti della visualità structura en la que participa también Tu-
tundjian.
Exposición Cinquante ans de collages en el Musée d’Art et d’In-
dustrie de Saint-Etienne en 1964.

1966
En abril participa en la exposición Art Concret junto a Arp y Hé-
lion en la Galerie Yvon Lambert de París.

1967
La obra de Tutundjian, junto con la de los artistas Bellmer, Fini,
Lepri, D’Orgeix, Paalen,Wols, etc. forma parte de la muestra co-
lectiva que organiza la Galerie Jacques Desbrière.

1968
Léon Tutundjian fallece en diciembre.
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DISCOVERINGTUTUNDJIAN
JUAN MANUEL BONET

Léon Tutundjian (1905-1968), a name and a surname with
magical resonances. I cannot be entirely certain when it was
that I first read about him, but I do remember that I was struck
by his surname which, to a Tintin fan like myself, called to mind
that of the cargo ship Karaboudjan. It is of those surnames that
stays with you, as happened to the late Joan Perucho, who was
probably fascinated by the sonorous surname of the sculptor
Archipenko and has a story about an imaginary one in his
collection of Historias secretas de balnearios (Secret Stories of
Spas, 1972). It seems to me that it was in Paris, in the now closed
but then fabulous gallery run by Jean Chauvelin at number 4
on Rue de Furstenberg, which specialised in the avant-garde
movements in the East, where I saw a work by Tutundjian back
in the early seventies of that period we are still reluctant to call
the last century. Thereafter, little information until 1990 and the
striking impression he made in the catalogue of the memorable
exhibition on geometrical Paris that Gladys Fabre put together
for the Institut Valencià d’Art Modern (IVAM). I later saw more
works by this Armenian artist in Lucien Durand and Alain Le
Gaillard’s gallery on Rue Mazarine, where many years earlier I
had discovered the art of Lucio del Pezzo and had met him. It
was Le Gaillard who offered me a copy of Gladys Fabre’s more
comprehensive monograph on the painter, published in 1994 by
Éditions du Regard, a lavishly illustrated book almost 200 pages
long and an essential reference for learning more about his life
and work, though it is true that then and still now there are still
considerable gaps in his biography.

The Armenian diaspora made a significant impact on modern
art and culture. Let us consider, for example, the collector and
patron Calouste Gulbenkian, who eventually took Portuguese
nationality; the Armenian-Italian painter Gregorio Sciltian, one
of the more unusual voices during the return to order, and his
peer and brother-in-law Voldemar Boberman, who eventually
made landfall in Ibiza; the Armenian-American painter Arshile
Gorky, a future member of Abstraction-Création; the Armenian-
Brazilian avant-garde photographer Gaspar Gasparian; Yousuf
Karsh, another photographic artist, who settled in Canada;
the Armenian-French poet Armen Lubin; the Armenian-French
architect Gaspar Guévrékian; the Armenian French playwright
Arthur Adamov; the Manouchian resistance group, in a serious
vein; and the girls of the Armenian-French illustrator Edmond
Kiraz, in a more frivolous vein; the Armenian French conceptual
artist Sarkis; and the recently departed Charles Aznavour, the
singer born in Marseille to a family of Armenian immigrants. And
there is no lack of art dealers of Armenian origin, among them
the British-Armenian Aram Mouradian, who was extremely
active in Paris during the Avant-garde and whose history has
recently been reconstructed by the Sebaghs; and the American-
Armenian Larry Gagosian. The genocide of the Armenian people
has also left its mark and transports readers of Eric Ambler and
his masterpiece TheMaskof Dimitrios immediately to the Middle
East and the Balkans. However, Tutundjian did not pass as a
‘professional Armenian’; all we find, in this respect, is his name in
a group exhibition in 1945 of the Union des Artistes Arméniens
Libres.

The first steps in the life of Levon (later Léon) Tutundjian
were over there, and very much in the manner of The Mask of
Dimitrios. He was born into an Armenian family in the Turkish

city of Amasya in what was then still the Ottoman Empire.
His father died of wounds suffered during a bombing raid by
the Turkish army when he was ten years old, he had his first
education in Istanbul, and in 1921-1922, his mother succeeded
in having him taken on board a ship carrying Armenian orphans
to Greece. A Greek orphanage had covered his passage but the
young Tutundjian did not last long in the establishment, as he
soon left Greece to make his way to Italy. After a brief stay in
Venice and its legendary Mekhitarist monastery of San Lazzaro
degli Armeni, where he had time to study the monastery’s
illuminated manuscripts, he reached Paris in 1923 or 1924. The
French capital had been the mecca for modern artists from all
over the world since the closing decades of the 19th century,
and there Tutundjian met quite a few apprentices from the same
region of the world as himself.

There were some who concealed their origins on their arrival
in Paris. Jean Carzou, another Armenian, a painter whose
fame was far greater than he deserved, was originally called
Karnik Zouloumian. Adamov’s real surname was Admaian.
Armen Lubin’s true name had been Chahnour Kerestedjian, but
shortly after his arrival in France he adopted Chahan Chahnour
(transliterated into English as Shahan Shahnour). Sarkis’s
surname was Zabunya. Tutundjian, in contrast, was always
Tutundjian and only changed his first name into French from
Levon to Léon.

Tutundjian’s fellow countryman Ervand Kochar (1899-1979),
another who had renounced his true surname (Kocharian), who
was born in Tbilisi in Georgia, trained in Moscow and arrived in
Paris in 1923, also after spending some time in San Lazzaro degli
Armeni, and the Georgian David Kakabadzé (1889-1955) helped
him to find his feet in the French capital, where he initially
frequented the École des Beaux-Arts while earning a living from
making pottery.We knowof Kochar, who occasionally alsomade
pottery pieces, and Kakabadzé, like so many other artists in the
early Avant-garde, thanks to Serge Fauchereau, who included
pieces by Kochar, whom he had met in his homeland, in his
group exhibition of wrought-iron sculpture Forging Space, first
shown at the IVAM inValencia in 1998 before transferring to the
CAAM in Las Palmas and the Musée des Beaux-Arts in Calais.

Kochar, who was painting Cubist still lifes in 1925, was
closely involved with the Parisian Avant-garde circles. This is
underscored by his disciple, who was presented to him by a
fellow countryman, the photographer Hrand, the brother of
Kochar’s wife: “For five years, following his advice, I have visited
exhibitions, attended lectures, participated in debates and
evolved, constantly surrounded by painters in everymovement”.
In 1926, Kochar had his first solo show, held at the Au Sacre du
Printemps gallery (which I will talk about later), accompanied
by a catalogue in which the prologue was written by Waldemar
George, an art critic of Polish origin who defended Cubism and
the New Photography movement before later become the
high priest of the ‘retour à l’ordre’. Some of the first paintings
done by Kochar in Paris are connected with the poetics of the
Italian Novecento, whileOrientales (1924), owned by the Musée
National d’Art Moderne, is of a lyrical Cubism somewhat in the
manner of Bores. In 1928, his extremely baroque “Peintures
dans l’espace” – part painting, part sculpture – were shown in
the Galerie Van Leer, which Mouradian was a partner of. The
same museum in Paris owns two of these ‘paintings in space’
and another, dating from 1931, is in the Calouste Gulbenkian

Museum in Lisbon. The others are in Armenia.

Kakabadzé, who was close in St. Petersburg to the odd Pavel
Filonov, had established himself as an artist before arriving in
Paris, in his case in 1919. He also made a name for himself in film
and photography and in 1921 published a pamphlet entitled Du
tableau constructif, the principles of which he expanded on in a
number of articles for Bulletin de L’Effort Moderne, published by
Léonce Rosenberg. In the Thyssen Museum there is an excellent
sombre Cubist urban landscape of his dating from that same
year, a year when he showed work alongside that of two of his
fellow countrymen (Lado Gudiashvili and Shalva Kikodze) at La
Licorne, where the next exhibition held was Miró’s first in the
French capital. Another notable work is a composition of his
dating from 1923, with a biomorphic quality very much in the
manner of Jean Arp. However, the most important pieces in his
early body of work are his sculptures and reliefs made of metal
and mirrors, produced in the second half of the decade, which
constituted a key reference forTutundjian. An excellent example
of Kakabadzé’s work in thisfield is in the collection of the Société
Anonyme, now in Yale: an ethereal construction made of wood
and metal, Poisson harponné [Speared Fish], dating from around
1925-1926.

Both Kochar and Kakabadzé showed work in the Salon des
Indépendants, as did Tutundjian, who, in 1928, was mentioned
by Louis Léon-Martin in Paris-Soir: “the precise Tarsila [a
reference to the Brazilian Tarsila do Amaral], the enigmatic
L.H.T.”, while another critic saw him conversely as someone
who “under the pretext of Surrealism, makes chimney sweep’s
dreams”, a possible title for a piece by RamónGómez de la Serna.
Tutundjian in the end was the only one of the trio of friends from
Central Asia to remain in Paris, while the other two, following
their respective returns, suffered the vicissitudes of history
in Soviet Armenia and Georgia. When the Hungarian Charles
Sirato founded the short-lived Dimensionismmovement in Paris
in 1936, among the artists he asked to sign the Dimensionist
Manifesto, along with Arp, Huidobro, Miró and many others,
were Kochar, whom he knew very well andwhowas spending his
final months in the French capital, and Kakabadzé, whose name
Kochar must have passed on to him.

Tutundjian was still a painter-in-training then and a decisive
event for him at that time was his visit to a major international
group exhibition held in 1925, L’Art d’aujourd’hui, organised for
the Chambre Syndicale de la Curiosité et des Beaux-Arts by the
Polish Cubist artist Victor Poznanski, a pupil of Albert Gleizes.
Gleizes himself had played a significant role in the selection of
the works, as had Fernand Léger. The exhibition – which opened
with a piano recital by the American avant-garde composer
George Antheil, who was very close to Léger and a collaborator
with De Stijl (the copy of his memoirs that I have, Bad Boy of
Music [New York, Doubleday, Doran & Company, 1945], is
signed by Nelly van Doesburg in Hollywood in 1947) – was
very nearly entitled L’art abstrait, though clearly it included a
lot of Cubism and a certain amount of Surrealism. It featured
no fewer than 85 artists, among them Kakabadzé (who
drew considerable attention with his Tableau pour éclairage
électrique), Kochar and, of course, Gleizes and Léger, though
not Tutundjian, who was still taking his first steps as an artist.
A short list of the artists selected must include Baumeister,
Brancusi, Patrick Henry Bruce, Gustave Buchet (a Swiss artist
who also produced the powerful poster for the show, which was

used as the cover for the accompanying catalogue), Marcelle
Cahn, Otto Carlsund, Franciska Clausen, Csaky, Jean Crotti, the
Delaunays, Fortunato Depero,Walter Dexel, Theo van Doesburg,
Domela, Max Ernst, Alexandra Exter, Gargallo, Goncharova,
Juan Gris, Herbin, Vilmos Huszar, Marcel Janco, Klee, Larionov,
Laurens, Le Corbusier, Lipchitz, Jean Lurçat, Marcoussis, Masson,
Metzinger, Miró, Moholy-Nagy, Mondrian, Gerald Murphy, Paul
Nash, Ben Nicholson, Nitzchke, Ozenfant, Papazoff, Picasso,
Prampolini, Alfréd Réth, Victor Servranckx, Josef Šima, Štyrský,
Toyen, Valmier, Vantongerloo, Villon and Vordemberge-
Gildewart. A varied list but one that is truly marvellous and truly
cosmopolitan, a list on which we find a number of Tutundjian’s
future fellow members of Abstraction-Création.

A central venue during those years for the artists mentioned
above, and for Tutundjian, was the bookshop-gallery
L’Esthétique, owned by the Russian (and later American) painter
Evsa Model. This establishment at number 90 on Boulevard du
Montparnasse was open from 1926 to 1930 andwas designed by
its owner along Constructivist lines, in the manner of Lissitzky,
and appears in a number of photographs taken byAndré Kertész,
a friend and neighbour.

With regard to the Avant-garde world in which he had been
preceded by both Kochar and Kakabadzé, I would add that in
my view Tutundjian must have frequented it more directly in Au
Sacre du Printemps, the gallery I mentioned earlier in relation to
an exhibition Kochar had there, which was active between 1925
and 1929 and was situated at number 5 on Rue du Cherche-
Midi. Others who showed work there included Hungarians such
as Beothy, Csaky, Kertész and Lajos Tihanyi, as well as Ladislas
Medgyès and his pupils at the École Medgyès pour la technique
du théâtre; the American photographer Berenice Abbott; the
Italian Filippo de Pisis; the Czech František Foltýn, a future
member of Cercle et Carré and Abstraction-Création; the model
Kiki de Montparnasse in her capacity as an amateur painter; the
painter and filmmaker Wladimir Schwab; the Art Deco sculptor
Jean Chauvin; the Portuguese painter Mário Eloy; the pupils at
the academy run byAndré Lhote; the Belgian geometric abstract
artists Felix De Boeck and Pierre-Louis Flouquet; Polish painters
such as Zygmunt Menkes, Mela Muter (who had close links
with Barcelona and Dalmau), Henryk Streng andWandaWolska
(another future member of Cercle et Carré). A group exhibition
of Surrealist art was held there in 1928. Au Sacre du Printemps,
immortalised in photographs taken by Kertész, was designed
by the Armenian Guévrékian and run by the Pole Jan Slivinski.
The art of the word and the art of sound (which the name of
the gallery itself paid tribute to) were also accommodated, as
Michel Seuphor organised the Saturday literary soirées of his
Documents Internationaux de l’Esprit Nouveau there. In 1929,
Jeanne Bucher took over the gallery from Slivinski.

Paris at that time seemed to contain numerous artists per square
metre, a fact that many of them found discouraging, since the
“struggle for life”, as Baroja might have put it, was brutal. The
works with which Tutundjian made a name for himself at that
time, around 1925, were Cubist in character. He then went on in
a number of still lifes to practise first a style that we might call
orthodox, inherited from Picasso and Braque, and then a ‘lyrical
Cubism’ in the manner of Bores and the other Spaniards in Paris
championed by Cahiers d’Art. The most severe of these still lifes
by theArmenian artist, done in greys and ochres, call tomind the
subject matter and tones of the painting by another Parisian by
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adoption, the Russian Serge Charchoune, whose friend he later
became. Tutundjian was soon going to paint far more personal
still lifes that are more tangled and mistier in execution, among
them one with a violin or, as featured here, the one with grapes
or the bottle of oil. He also painted phantasmagorical figures
such as the nude model sitting on a chair, and heads too. From
there it was just a single step, which he soon took, to a certain
abstract Tachisme. His line became more automatic, more
subject to change. He no longer needed figurative pretexts and
discovered the art of allowing the brush to wander over the
surface of the canvas or paper.

Alongside his still lifes, he produced a series of important
collages in greys, ochres and blues, in which, as can be seen
in the two examples included in this exhibition, Tutundjian
successfully combined the precepts of Cubism with an objet
trouvé dimension. Herta Wescher, who, in 1968, was the first
to study the fertile ambit of collagisme in a serious manner
and from an international perspective, regarded them as the
“ultimate and highly refined branches of theCubist papier collé”.
Collages, yes, rooted in Cubism but with a geometry compatible
with both the organic as well as the objet trouvé dimension,
yes, in the style of Max Ernst, patent in his use of illustrations
taken from books and magazines: the cathedrals, Isaac Newton,
Louis XIV, the French Revolution, the Declaration of the Rights
of Man and of the Citizen, Napoleon, Louis Pasteur, the winning
of the West, anatomical plates, etc. Krisztina Passuth has aptly
underscored a certain similarity between his approach and that
of the Czech ‘poetists’, Karel Teige (another great master of
the genre) and Jindřich Štyrský and Toyen, who both, as I have
mentioned earlier, were included in L’Art d’aujourd’hui. Some
excellent examples of this aspect of the Tutundjian’s work are
held in museums in Grenoble, Lille and Saint-Étienne.

In addition to the various salons (Indépendants, Vrais
Indépendants and Surindépendants, a veritable brain teaser,
especially when two coincide in adjoining spaces), the first
group exhibition that we know for sure Tutundjian participated
in was one of an abstract nature curated by Waldemar George
for the Galerie des Éditions Bonaparte in July 1929. The other
artists who showedwork, none of them French by birth but all of
them Parisian by adoption, were the German Otto Freundlich, a
future victim of the Nazi barbarity; the Ukrainian John Graham,
later a great secret figure on the New York scene; Kakabadzé;
the Uruguayan Torres-García; the Belgian George Vantongerloo,
who by that time had already moved on from Neoplasticist
orthodoxy; and the Swiss Andreas Walser, also known as Zero,
who died at the age of just 20 the following year due to his
excessive drug usage. Plus a painter called Sollento, who has
proved impossible to identify for the moment. The exhibition
continued in August with what we might call a second chapter,
with works by the Hungarians Étienne Beothy, Étienne Farkas
and Alfréd Réth, the Belgians De Boeck, Flouquet, Jean-
Jacques Gailliard, Servranckx and Vandercammen (all of them
with connections to the Brussel-based magazine 7 Arts), plus
Freundlich and the Swiss Auguste Sandoz. A fantastic collection
of names in an exhibition hosted, once again, by a fantastic
gallery, which also provided a venue for major exhibitions of
the work of Baumeister, Beothy, Christine Boumeester, Czáky,
Goetz, Kochar, Árpád Szenes, Vieira da Silva and others. In 1929,
the gallery mounted a group exhibition of Italian art, another of
Polish art, another of the work of the dissident Surrealist group
Le Grand Jeu, an encyclopaedic Panorama de l’art contemporain,

curated by the ubiquitous Waldemar George (in which Kochar
was included, along with the leading figures of painting and
sculpture of the time and the Naïfs, the Surrealists and then
up-and-coming artists Fautrier, Papazoff and Šima), a review
of Le livre d’enfant en URSS, sponsored by Blaise Cendrars, and
other events. In 1936, it was the turn of the NewYork group The
Ten, one of whom was Markus Rothkowicz, who, a decade later,
would achieve universal fame as Mark Rothko.

The truly central period of Tutundjian’s work spans the years
1926 to 1932, and it is this era that this exhibition focuses
on. 1929 was undoubtedly the year of Tutundjian’s greatest
creativity, as well as the beginning of his recognition, which
startedwith his inclusion in the group and solo exhibitions I have
just referred to.

Tutundjian showed himself to be a true master of work on
paper – a field in which he had felt particularly comfortable for
years – as recognised by major museums: paintings on paper
and drawings by him are held in the collections of the MoMA in
New York, the Gulbenkian in Lisbon, the Musée National d’Art
Moderne and the Musée d’Art Moderne de la Ville de Paris. As
there is still no catalogue raisonné of his oeuvre or anything that
resembles it, it is difficult to orient oneself in the jungle of his
work, but there is no doubt that 1926 was a key year, with India
inks and gouaches on circular motifs done in white, black and
red, plus the occasional vertical line, a geometrical and synthetic
script on a ground that is occasionally vaporised using the
airbrush technique, learned from Kakabadzé, but taken by the
disciple to his own great heights. Nor was he averse to exploring
the realm of a now fully abstract automatism. The colours in
most of these works on paper are sober, though there are some
from 1926 that call to mind multicolour explosions.

On occasions, automatism and geometry coexist fully, and this
is very typical of Tutundjian: the painter firstly lays down a series
of sepia blots on which he then traces his unusual geometrical
lines. Though these blots are almost excessively prominent at
first, he gradually found a way to reconcile opposites in a lighter,
more ethereal way.

Tutundjian makes the lines dance on the page. And thus he
arrived at his great moment in this sphere, the moment when he
combined in a masterly manner the geometrical and the lyrical
using a language that at times calls to mind Klee (who had work
included in L’Art d’aujourd’hui) and Kandinsky, but which later
ended up being unmistakably Tutundjian and which, in a bold
but effective formula, Gladys Fabre later termed “tachisme
mathématique” (mathematical Tachisme). Enigmatic, silent
works on paper with a cosmic breath. Effects of perspective,
the division of the rectangular surface into four using two
intersecting diagonals. The creation of a kind of stage on which
straight lines, curves and arabesques dance. Stages over which
occasionally float spheres or even in one instance a set square,
his sole figurative concession… Among the canvases from this
period is one of extreme verticality, dating from 1926 and now
held in a private collection in Zurich. This work is pervaded by
a cosmic, unreal, almost oneiric atmosphere: the intertwining
of thin ascending lines creates something like a virtual building
floating in a pale light in which a sphere also hangs.

In some canvases – the one I have in mind dates from 1929
and is held in the Suzanne Schreiner-Straub Collection in

Basel – Tutundjian inclines towards a deafer harmony, with
the surprising effect of the white moon and the red sphere
against a dark background. He continued accentuating the
biomorphic side of his abstraction, heralding what was to come
at the beginning of the following decade. Paintings with a white
embryonic figure on a pearly grey ground or in some instances
(for example, Composition dynamique) a helicoidal shape
floating in the space. Notable works of this nature include a
small piece in the Musée National d’Art Moderne and another
slightly larger painting with a more sombre background in
the Christian Fischbacher Collection in Saint-Gallen. It was
undoubtedly canvases like these that prompted André Warnod
to meditate in 1929 on the painter’s “astronomical reveries” and
“interplanetary geometries” in a review quoted by Gladys Fabre,
though without citing the publication in which it appeared.
Daniel Abadie, in his monograph on Hélion published in Brussels
in 1972, quotes Hélion’s words about his fellow artist and great
friend: “He was already doing those marvellous paintings of
thin lines floating in infinite space that were shown in 1929 at
the Galerie Bonaparte and which led us to acclaim his genius,
some of us at least”. It is Hélion who also speaks of Tutundjian’s
scientific readings.

A similar atmosphere to that of his paintings reigns in
Tutundjian’s three known free-standing abstract sculptures, two
of them made of aluminium, that are of a verticality that calls
to mind Kakabadzé’s Poisson harponné but also that of some of
the canvases I have just mentioned, and another in which the
play of circles and lines is very close to the play that maintains
the tension in some of his works on paper. Presumably, these
sculptures, and others like them, appeared in the group abstract
exhibition at the Galerie des Éditions Bonaparte, the invitation
card for which features him as the only artist mentioned twice,
once as a painter and once as a sculptor.

It is possible to perceive in canvases like these concomitances
with the poetics of Miró (mentioned by the occasional critic of
the time) and still more with that of Calder. Here we should
remember the words of Hélion, once again, in a letter that he
sent to Tutundjian on 13 May 1958: “you have impressed and
influenced more than one artist who is today well known, such
as Calder, who admired you enormously and who saw in you the
astute relationships between full balls and thin lines, with which
you hadmade beautiful spiny objects and penetrating canvases”.
However, what matters most is not whether this came before
or that came after but the poetry filled with enigmas that
emanates from these essential works, which Tutundjian himself
later catalogued with hindsight as “abstract Surrealism”.

It is difficult to place the two small, and very beautiful paintings,
done on glass, again in 1929, in which a syncretic approach is
required which, in the end, became Tutundjian’s hallmark.

In the three-dimensional field, Tutundjian’s monochrome reliefs
in grey seem tome to be even better, because they are still more
essential, than the freestanding pieces I referred to above. Two
of these reliefs, which are clearly pre-spatialist in atmosphere
(it would be interesting to see them alongside pieces by Lucio
Fontana or Enrico Castellani), are included in this exhibition.
Those that have been seen most frequently in exhibitions on
the Avant-garde are the piece in the Musée d’Art Moderne de
la Ville de Paris; one of the works that include a spring, held
in the Musée de Grenoble; the piece in the Berardo Collection

in Lisbon; the work in the IVAM; and a circular piece, in other
words, a tondo. This last piece is one of the two works by
Tutundjian reproduced in Art Concret, a publication we will go
on to discuss later, and it was also chosen by Gladys Fabre for
the cover of her monograph, unsurprisingly given that its lunar
and cosmic atmosphere makes it an iconic piece that sums up to
perfection the universe of its creator. It was this same piece that
Arp described as “the most beautiful thing I have seen in a long
time”, according to Hélion’s letter of 1958, quoted above. The
curve, the tube, the circular journey, the orbit, the spring, the
metal rods and the wooden support, the appearance of cement
since everything was covered in grey or black…, the non-
orthogonal elements, the sculptural-pictorial, the cosmic, the
monochromatic, the execution that is not mechanical… all this
confers exceptional value on this collection of works (let us also
remember the Construction au treillis [Construction with Trellis],
dating from 1929, in which the essence of both the collage and
the objet trouvé is present), which hold up very well, which have
held up very well, in various exhibitions that look back at the
era of the early Avant-garde, their co-existence with works by
other great precursors of modern sculpture, more specifically
with those by the Russians Tatlin, Rodchenko and Medunetsky,
the Hungarians Moholy-Nagy and László Péri, the Pole
Katarzyna Kobro (how much like Tutundjian avant la lettre is her
enigmatic hanging sculpture dating from 1921, with something
of a zeppelin about it!), the Dutchman Domela in his reliefs,
the Belgian Vantongerloo and the Swiss Max Bill, the German
Schwitters in his Merz or in his Merzbau (Merz building), the
American Calder, plus, of course, Miró, Ángel Ferrant, Leandre
Cristòfol and others.

Having produced such beautiful and intense works during the
second half of the 1920s, it was inevitable thatTutundjian would
soon find himself at the heart of the Paris scene, from where he
made the leap to the international stage. This began in 1929, the
year in which he participated in one of the major international
exhibitions of the Avant-garde of the time, the ESAC
(Expositions Sélectes d’Art Contemporain [Select Exhibitions of
Contemporary Art]), organised by the Dutch Satiesque pianist
Nelly van Doesburg, the wife of Theo van Doesburg, whom I
mentioned in passing in relation to my copy of Bad Boy ofMusic.
The only ESAC ever held was put on at the Stedelijk Museum
in Amsterdam, after which it transferred to the Pulchri Studio
in The Hague. The sober and striking cover of the catalogue is
a reproduction of one of Tutundjian’s line drawings. His fellow
artists in this exhibition included a future outsider, the great
Luis Fernández; the Catalan Pere Daura, who was close to
Torres-García, whom he would accompany in the adventure
of Cercle et Carré, the logo of which he designed; and another
more unexpected Catalan, Pau Planas, an obscure painter who
showed work at Dalmau (during those years, Theo van Doesburg
was attempting to launch a magazine to be entitled Nouveau
Plan with the Barcelona-based gallerist) and who later became
a member of the POUM (Workers’ Party of Marxist Unification).
The selected artists also included Mondrian, Theo van Doesburg
himself and Nelly, under her pseudonym Petro Cupera, Arp,
Marcelle Cahn, Campigli, Charchoune, Jean Crotti, Freundlich,
Kupka, Miró, the Brazilian Vicente do Rego Monteiro, Picasso,
Poznanski, Severini, Schwab, Survage, Torres-García, Villon and
others.

In 1930, Tutundjian was one of the editors – along with Theo
van Doesburg, Hélion, the Swede Otto Carlsund (a disciple and
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assistant to Léger) and Marcel Wantz, who very soon gave up
painting – of ArtConcret, a short-lived publication (and group) to
which Schwabwas also closely connected andwhose preparatory
meetings were also attended by Luis Fernández and Pevsner, who
in the end decided against signing up to the group. Art Concret
was Van Doesburg’s counterpoint to Torres-García and Seuphor’s
Cercle et Carré, which, in its second issue, had delighted in
demolishing the founder of the other publication. The aim was to
exclude from non-referential, pure, absolute geometric art. I will
not go into the particulars of 1930, which saw the complicated
and parallel geneses of the rival Cercle et Carré group and of its
magazine of the same name (with the complicated relationships
and final clash between Seuphor and Torres-García, both of
whom were strong characters) and of Art Concret (with its
identical ultimate clash between two other strong characters,
Torres-García, once again, and Theo van Doesburg, a clash well
documented in the catalogue of the exhibition The Antagonistic
Link: Joaquín Torres-García, Theo van Doesburg, held in 1991 at
the Institute of Contemporary Art in Amsterdam). The intricate
minutiae of this event have been studied in detail by Marie-Aline
Prat, who, in her book on the first of the two groups, Peinture
et avant-garde au seuil des années 30 (Geneva, L’Âge d’Homme,
1984), reports that some of those who sided with Van Doesburg,
among them Tutundjian, had been invited to participate in
Cercle et Carré, the group and its magazine, which in principle
were supposed to be a joint project of the Dutchman and the
Uruguayan. That peace was possible is indicated by the fact that
in his review of the Salon des Surindépendants in the third and
final issue of his magazine, Seuphor, despite what had happened,
singles out among the artists that interested him a number from
the rival faction: Carlsund, Petro Cupera, Theo van Doesburg
and Tutundjian, who, with the passing of time, however, he
excluded from his works of art criticism, mentioning him solely
as a member of the Art Concret circle and saying nothing more
about him.

Otto Gustaf Carlsund is little known except among specialists.
And yet this extremely interesting painter succeeded in producing
paintings in the manner of Léger that are easily distinguishable
from those of the master. His sketches of murals for a cinema to
be built by Le Corbusier, acquired by Katherine S. Dreier for the
Société Anonyme, are extraordinary, as are many of his canvases
from this period. It was Carlsund who in 1930 organised the AC
international exhibition as part of the StockholmWorld’s Fair, the
major project of his friend, the great Gunnar Asplund, for whose
restaurant, Lilla Paris, he painted two frescos grouped together
under the title of Rapid. It was when he had completed them that
the idea arose for this exhibition, to be hosted in the adjoining
PuckCafé.AC asArtConcret, then something elsewas announced:
Cubism, post-Cubism, Purism, Constructivism, Surrealism and a
curious ‘sur-Impressionism’. This was all proclaimed, in Swedish,
of course, on the sober cover of the catalogue, the prologue of
which was written by Hélion, who advocated “balance, force,
clarity, perfection”. Tutundjian, like the other participants, saw
his work displayed in extremely close proximity to others, as
is evident in a pair of colour photographs taken by Gustaf W.
Cronquist. Such crowded conditions almost always prevailed in
exhibitions of the Avant-garde; anyone who doubts this only has
to look at the images of the sole Cercle et Carré group exhibition.
In AC, Tutundjian was accompanied by the artists one might
expect: the Dadaists Sophie Taeuber-Arp and Picabia; a number
of Cubists such as Gleizes, the Delaunays, Léger and Valmier;
the Purist Ozenfant; the Futurist Prampolini; the Neoplasticists

Theo van Doesburg, Mondrian and Vantongerloo; Charchoune;
Hélion; Moholy-Nagy; sculptors such as Beothy and Pevsner;
the Danish artist Franciska Clausen; and, course, a considerable
contingent of Swedes, among them Carlsund, the unusual GAN,
Erik Olson and Greta Knutson, Tristan Tzara’s Swedish wife.
The inclusion of painters such as André Beaudin, Bores, Cossío,
Max Ernst, Masson and Šima was a more complicated matter,
above all given that the exhibition script had been written by
one of the figures behind Art Concret. The organisation of such
an ambitious event literally ruined Carlsund because he had
anticipated sales that did not materialise.

That same year, Tutundjian featured in another international
group exhibition that was similar in spirit to the show in
Stockholm. This was Produktion Paris 1930: Malerei und Plastik,
held at the Kunst Salon Wolfsberg in Zurich, for which the
works were selected by Arp and Siegfried Giedion. The Hispanic
artists who showed work in it included Bores and Cossío, once
again, and the Ecuadorian Manuel Rendón. They were joined by
Arp and Sophie Taeuber-Arp, Beothy, Marcelle Cahn, Carlsund,
Delaunay, Theo van Doesburg, Max Ernst, Fillia, Gleizes, Hélion,
Herbin, Kochar, Léger, Lipchitz, Metzinger, Mondrian, Ozenfant,
Prampolini, Stazewski, Valmier andVantongerloo, together with
Max Bill, Giacometti and other Swiss artists.

Also in 1930, one of Tutundjian’s paintings was reproduced in
the second and final issue of the art and architecture magazine
Praesens, published in Warsaw, as one of the illustrations
accompanying a very interesting survey article written by
Flouquet, mentioned earlier as another of the geometric artists
supported by the Galerie des Éditions Bonaparte. In the text,
we find a surprising reference to Kandinsky’s ekspresjonizm
abstrakcyjny [abstract expressionism]. In the group of
illustrations that follows, a canvas painted by Tutundjian in
1929, today held in a private collection in Paris, shares the page
with NaumGabo and Servranckx.

1931 was the year Tutundjian showed work in the Salon 1940,
held at the Galerie de la Renaissance in Paris and organised by
Herbin. It was also the year of his presence among the founders
of the Abstraction-Création group and its magazine of the same
title, which drew together the energies of Cercle et Carré and
of Art Concret, as well as other new groups, in a bid to achieve
harmony among the geometric artists. The talks that led to
the founding of this group took place in the home that the Van
Doesburgs had had built in Meudon and were attended, among
others, by Arp, who was almost a neighbour, the Delaunays,
Giacometti, who decided in the end not to participate, Gleizes,
Hélion, Herbin, Kupka, Tutundjian and Valmier. Herbin was
elected president and Theo van Doesburg vice-president.
Following the latter’s death,Vantongerloo took over his role.The
first issue of themagazine, whichwas in fact a yearbook for 1932,
featured Tutundjian, as well as Arp and Sophie Taeuber-Arp,
Baumeister, Beothy, Carl Buchheister, Calder, the Delaunays,
Theo van Doesburg, Foltýn, Freundlich, Naum Gabo, Gleizes,
Jean Gorin, Hélion, Herbin, Kupka, Moholy-Nagy, Mondrian,
Pevsner, Prampolini, Schwitters, Kurt Seligmann, Stazewski,
Strzeminski, Valmier, Vantongerloo, Villon, Vordemberge-
Gildewart, Wadsworth and others. An extensive list arrived
at by consensus, a list in which the attention is drawn to the
absence of Torres-García, who was beginning his withdrawal to
the Hispanic world, but also of Carlsund, who was overwhelmed
by debt (and far from Paris), and of Michel Seuphor, who was

by now disillusioned with collective action and who barely
contributed apart from two articles to the second issue only.

In the first issue, each member was given a page, whereas in the
other issues they appear with images of their work accompanied
by an article. Tutundjian was the only one who wrote nothing
in the first issue, limiting himself to placing captions, without
words, for two images, one of a freestanding sculpture dating
from 1928 and the other of a relief, made in 1929. This was his
only presence in the publication and he was not included in its
issues from 1932 onwards, nor did his work appear in the second
and last Salon 1940, held in 1932.

Abstraction-Création was gradually joined by Albers, Max
Bill, Brancusi, Serge Brignoni, the Argentinean Juan Del Prete,
Domela, Hans Erni, Luis Fernández, Fontana,Gorky, FritzGlarner,
Julio González, Barbara Hepworth, Holty, Kandinsky, Katarzyna
Kobro, Bart van der Leck, Osvaldo Licini, Fausto Melotti, Ben
Nicholson,TarōOkamoto, Paalen, Picasso himself, Réth,Tihanyi,
the Chilean Lucho Vargas, Luigi Veronesi, Paule Vézelay, Gérard
Vulliamy and dozens more.

It seems paradoxical that there should be so many names that
today we do not associate with the Constructive but rather
with a biomorphic Surrealism, among them Brignoni, Gorky,
Okamoto, Paalen, Seligmann and Vulliamy, names to which we
must obviously add Arp and Calder, who might be described as
frontiersmen, as they straddled both realms. Luis Fernández
went through a violently Surrealist period before reaching a
place of quietude in the manner of Zurbarán in 1940. Curious
instances of the combining of geometry and Dada occurred
during the 1920s, beginning with Van Doesburg himself, but
the 1930s favoured the pairing of geometry and Surrealism,
between the “circle and the amoeba”, to use the pleasing
expression coined by Guitemie Maldonado (Le cercle et l’amibe:
Le biomorphisme dans l’art des années 1930, Paris, INHA, 2006).
We should not forget the tremendous influence exerted in this
respect by another frontiersman such as Arp, as well as by Miró,
the most abstract of the Surrealists, about whom a critic close
to Abstraction-Création, Anatole Jakovsky employed the term
“amibe d’âme” (amoeba of the soul) in an article written in 1934
for issue 5-8 of Cahiers d’Art. Nor should we disregard the similar
role played by Calder, or indeed Tutundjian himself, who, as
mentioned earlier, had anticipated the spirit that would prevail
in the 1930s during the previous decade.

The 1930s were a turbulent time of dramatic changes. As we
look at Apokalyptiskt landskap: Helvetets Paradis [Apocalyptic
Landscape: The Paradise of Hell], the part metaphysical, part
deliriously Surrealist work by Carlsund in 1933, it is impossible
to believe it is by the same hand as that which produced Rapid.
Hélion ended up returning to figuration, as did Hans Erni, László
Péri (see his polychrome works on cement from the 1930s and
40s that have just been put on show by the Galerie Berinson in
Berlin), Luis Fernández, Daura and many others. But let us now
consider what occurred with Erik Olson and with Tutundjian.
In contrast with the geometric artists who drifted towards
biomorphic Surrealism, two – just two – of the painters from this
long line opted for quite the opposite, the Dalinian version of
painted Surrealism. One of these was Erik Olson – a former pupil
of Léger and Ozenfant, a former magical realist who produced
paintings which, like the luminous Rue Boulard (1927), have
something of the precisionists about them – once a member

of Cercle et Carré, appreciated by Gleizes and discussed by
Waldemar George. He would later come into contact with
André Breton, Max Ernst, Tanguy and Dalí himself, would go
on to be the driving force behind the establishment in his own
country of the Halmstad Surrealist group and would show work
in international exhibitions of Surrealism in London (1936) and
Paris (1938). The other of these two painters was Tutundjian.
For both these artists, the transformation took place, while they
were still officially geometric artists in 1929, when they saw
Dalí’s solo show at the Galerie Goemans, a Dalíwho had already
forgotten his own attempts at abstract Surrealism in themanner
of Arp.

In 1930, Olson painted some of his finest geometric canvases,
immediately followed by the first of his Surrealist phase,
Hansken od kastad [The Glove Is Off], in which, as in some other
works, we can see he is tempted by the biomorphic, though very
soon the Dalinian, meaning the painstaking depiction of dreams,
would come to prevail.A similar process took place inTutundjian,
who seemingly produced his first Daliesque attempts in secret
(for example, the painting of the soft structure, formerly in the
Georges Mons Collection) that same year of 1929, when, as we
have noted, he was being courted by both Torres-García and
Van Doesburg, who eventually made off with the prize. Three
years later, in Art Concret, he was still showing earlier, purely
geometric works.

Shortly afterwards, Olson approached the peripheral yet
interesting group that had gathered around the Gravitations
bookshop-cum gallery (1933-1935), a name taken from a book
of poems by Jules Supervielle. There he came across Beothy and
Camille Bryen, whose work was very much in the style of Arp
(in 1935, he and the Swede held a joint exhibition there), and
with assorted other people, among them the esotericist and
alchemist Louis Cattiaux (who was close to Lanza del Vasto, but
also to Jakovsky), Lucien Coutaud, the Greek Gounaro (Giorgos
Gounaropoulos), whose work was highly reminiscent of Bores,
the Belgian (born in St. Petersburg) Pierre Ino, Jean Lafon,
Jean Marembert, the chameleonic Italian Renato Paresce and
Raoul Ubac, who, still under the pseudonym Raoul Michelet,
showed work in 1934 in a Photo-poèmes group exhibition that
also included Cattiaux, the remarkable Slovenian painter and
photographer Veno Pilon and Seurin. Tutundjian was not a
member of this group and hence did not sign its Transhylisme
manifesto, but he did move in its vicinity: in the post-war years,
he rubbed shoulders with Coutaud and shared an exhibition
billing with Ino, about whom Waldemar George would write
a monographic study in 1947. Marembert was later one of
the leading lights of the Les Réverbères (1938-1939) and the
magazine of the same title, with which Cattiaux, Ino and Lafon
showed work and whose members included Michel Tapié, who
would later be the driving force of art autre, and Noël Arnaud,
Jean-François Chabrun, Jean-Claude Diamant-Berger, Aline
Gagnaire, Marc Patin and Gérard de Sède, future members
during the German occupation of France of La Main à Plume
(1941-1944), a new group, one that was Surrealist, to which
ManuelViola belonged andwithwhich Bryen,Óscar Domínguez,
Éluard, Picasso, Ubac andVulliamy, among others, participated.
In 1930 in Art Concret, Theo van Doesburg had railed against
“Painting in the style of Jack the Ripper”, which “might be
interesting to detectives, criminologists, psychologists and
psychiatrists.”This painting, he added, “remains, andwill remain,
removed from modern life, removed from our social and artistic
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needs; it bears no relation to our architectural spirit and our
constructive intelligence.” The Dutchman deplored “the Luna-
Park, sexual and sadistic attractions”of the Surrealists. Hewould
unquestionably have been shocked to the core, had he lived, to
see the evolution of the artists with whom he had appeared
in the same ESAC exhibition, and above all how Dalí, the bête
noire of the concrete artists, became the reference for his fellow
soldier Tutundjian. It might be thought that this conversion
would have led to an organic rapprochement between Dalí and
the Surrealist group, in which the Catalan was the shining star
of the moment before he was reviled as Avida Dollars and cast
aside in favour of more abstract and automatist Surrealists such
as Paalen and Matta. But nothing could be further from the
truth. The Armenian was not given safe passage, so to speak,
which was, however, granted to Olson. One might also assume
thatwith this type ofwork, thingswould go better forTutundjian
commercially than they had the decade before. But not at all.
Like Kochar, he had commercial dealings with Léonce Rosenberg,
but Rosenberg no longer had a gallery space. Tutundjian rarely
showed work in group exhibitions (in 1933, Pierre Colle included
a drawing of his in a Surrealist exhibition) and had no solo shows,
so he virtually disappeared from the public stage and lived hand
to mouth off occasional jobs. Just three museums hold work
from his period in the Surrealist manner: the Musée National
d’Art Moderne, which has a drawing dating from 1933, Le fil à
plomb [The Plumb Line]; the Musée d’Art Moderne de la Ville de
Paris, a canvas of vast apples, Nature morte dans l’espace [Still
Life in Space], dated “circa 1949”; and the Musée d’Art Moderne
de Saint-Étienne, which has an undated still life from the same
period, featuring two equally large pears against aflat landscape
with mountains in the distance, a landscape that could almost
be in the Empordà.

There are few evolutions as intriguing, really, as that of
Tutundjian, who decided to breakwithwhat had been his natural
artistic ecosystem and, forgetting his automatist forays and his
highly individual way of combining geometry and lyricism, head
towards a figurative, Surrealistic art but without quite finding a
new place for himself.*
Before, during and after the SecondWorldWar, following which
he joined the Freemasons, Tutundjian produced a succession
of oneiric scenes painted using a painstaking technique, as if
they were miniatures. Illuminated portals in the manner of De
Chirico. A woman traversing a wall as thin as cigarette paper.
Globes. A map of Africa on fire, perhaps an allusion to the
decolonialisation that was by then in progress (we are talking
about a painting dating from around 1958-1960), which affected
France as well as other countries, one of them being Spain.
Chequered floors that we also find in certain visions of Erik
Olson in his Surrealist days. And we definitely find more than
one similarity between the way Olson and Tutundjian tackled
painting during this second phase of their respective careers.
Masque rouge [Red Mask], that vast, disturbing, terrifying red
mask set in a desolate landscape, with Daliesque ladders up to
it, trees growing in amid the hair, and clouds going by overhead:
a great painting, one of Tutundjian’s finest of this second
stage. Another mask, this time yellow and the twin of the one
described above, studied individually by Irina Garaseferyan in an
article entitled “Armenian Lineament of Surrealism”, published
in 2014 in Kantegh magazine. Apples, apples and more apples.
One of them vast, once again, surrounded by decapitated heads
stuck in the ground. Male heads set alight. A female head on a
tray, held up in the air by a system of canes so artificial that it

calls to mind certain compositions by Pierre Roy, born in Nantes,
whose work was very much in the manner of De Chirico. A
severed hand (a Surrealist subject if ever there was one, and a
theme deeply imbued with Surrealism; let us think, for example,
of García Lorca or of his friend José Caballero) in which a small
tree is sprouting. Pomegranates. Boxes, as well. For example, the
box that provides the subject of a drawing done in India ink in
1950, and within it a kind of biomorphic sculpture, somewhat
in the style of Arp, Moore or Noguchi. A photographer working
beside a rough sea with a hot-air balloon flying overhead, in a
scene located in a frame, placed in a landscape with a castle
straight out of a fairy tale in the distance. An oil refinery, though
in this case we are verging on advertising, since it is a painting,
presumably commissioned, shown in a group exhibition about
this universe, held in 1959 at the Musée Galliera.

There are at times in this Surrealistic work by Tutundjian what
we might call reminiscences, a nostalgia for geometry, for the
cosmic side of his abstraction of the 1920s. This is the case, for
example, of a particularly successful painting, Pomme et poire
[Apple and Pear], in which the two fruits alluded to in the title,
both of them large in size, once again, seem to be up against
a pyramid, composing a central motif surrounded by filaments
that call to mind his work in former years, with everything
floating in a blue sky crossed by those characteristic clouds of
his, with a certain metaphysical presence. Another triumphant
composition is entitled Arbres dans un paysage [Trees in a
Landscape]: because of the emptiness and silence that reign
in it, because of its metaphysical atmosphere, it can be read
as a transposition of the atmosphere that pervades his earlier
drawings into the language of a figurative Surrealism. The work
featuring the plumb line, mentioned earlier, must be read in this
same reminiscent tone, though given theGraeco-Roman ruins (a
subject he returned to repeatedly during this phase of his work),
it should also be considered metaphysical. Lastly, a work that
is also related to his nostalgia for geometry is a desolate and
melancholic landscape at the centre of which stands a bare tree
being embraced by a large set square: a landscape shown at the
Salon des Indépendants in 1955 and probably his finest piece in
the post-war years.

Gladys Fabre talks about Tutundjian’s work during this
second period of his career as being dangerously situated “at
the border between Surrealism and esoteric or decorative
Symbolism”, pointing – without given many details and now
referring specifically to the post-war years – to curious personal
connections with Bruno Capacci, Lucien Coutaud (mentioned
earlier during the Gravitations episode), Leonor Fini, Félix
Labisse and Stanislao Lepri, members, in a scattered order, of
a certain Surrealistic and worldly faction. Plus the truculent
Alfred Courmes and Clovis Trouille. Plus others who were not
as well known. For example, Joséphine Beaudouin, whose work
WaldemarGeorgewrote about; andMimma Indelli, who showed
work alongside Pierre Ino andTutundjian in an exhibition held in
1955 in a gallery on Place Vendôme, the Mirador, which, by the
way, belonged to Just Cabot, a Catalan journalist in exile who
had named it in memory of his Barcelona weekly of the same
title.

Tutundjian’s former geometric friends, with whom he had lost
virtually all contact, occasionally remembered him. In 1938,
Nelly van Doesburg did not select his work when taking stock
of abstraction for the Stedelijk Museum, which nine years earlier

had hosted her ESAC, but Max Bill did includeworks of his dating
from around 1930 in his survey exhibition for the Kunsthalle
in Basel in 1944. Several years later, in 1958, Colette Allendy,
the wife of René Allendy, who had been among those who
introduced psychoanalysis into France (and who in 1928 had
given a lecture at the Sorbonne… on Kochar!… the Armenian
connection cropping up again…), presented a selection of these
pioneering works in her gallery in Paris. His name was also
revived from 1966onwards, the yearwhen hewas also chosen by
Imre Pan for his Zero group exhibition, by efforts made to raise a
new appreciation of him (and of Arp, Berlewi, Hélion, Pascin and
Prinner) by a then young marchand keen to seek out the Avant-
garde, Yvon Lambert, the future gallerist of Cy Twombly, Sol
LeWitt, Buren, Supports/Surfaces, Arakawa, Kiefer, Schnabel,
Miquel Barceló and many, many more. Moreover, that same
year, 1966, Kochar reappeared in Paris, where he had a solo show
at the Percier gallery, accompanied by a catalogue containing a
prologue written by one Waldemar George, who was no longer
in the same predicament as before, who had survived himself,
his mistakes and his political disappointments.

In 1960, Tutundjian returned – on paper and very occasionally
on canvas – to the language he had used in the second half of
the 1920s, sometimeswith very successful results. I am thinking,
for example, of his essential Composition au filet (1960), held in
the Musée d’Art Moderne de la Ville de Paris, and his extremely
rigorous drawings and pastels, which are both tremulous and
free.

Herta Wescher was the art historian who led the way. She was
gradually followed by, among others, Daniel Abadie, Gladys
Fabre herself, Serge Lemoine, Jean-Jacques Lévêque, Guitemie
Maldonado, Christian Olivereau, Krisztina Passuth, François
Pluchart, Barbara Rose (with her review of the Monocromos
in 2004 for the Reina Sofía) and Margit Rowell (with her
exhibition The Planar Dimension in 1979 at the Guggenheim in
New York), and marchands such as Jean Chauvelin, Antonina
Gmurzynska, Annely Juda, Carl Laszlo, Alain Le Gaillard, Bruno
Lorenzelli, Natalie Seroussi and Catherine Thieck, right through
to the present day, a time when the Galerie Le Minotaure (in
the legendary bookshop-cum-cave of the same name on Rue
des Beaux-Arts, one of the first galleries to throw itself into the
marvellous game of looking for old papers) and the Fondation
Tutundjian are both active.

This is the adventure which, almost 30 years after that
memorable Parisian group exhibition at the IVAM, Marc
Domènech and Guillermo de Osma propose to share with us
here and now.

(*) Critical literature about Tutundjian often mentions, occasionally with question marks but sometimes without, the possible inclu-
sion of his work in a group exhibition held in 1925 at theGalerie Surréaliste on Rue Jacques-Callot and in the Exposition Internationale
du Surréalisme at the Galerie des Beaux-Arts in 1938. His works are not included in the accompanying catalogues, and even though
historical research into the Avant-garde is always subject to revision, as is any research, I do not believe that to date anyone has
reliably proven he showed work in either of these two historic events. Nor is there any trace of his name in André Breton’s archive, a
central laboratory that has been combed through ever since it was auctioned.
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BIOGRAPHY

1905
Léon (Levon) Arthur Tutundjian was born in November 1905 in
theTurkish city of Amasya (formerOttoman Empire). His father,
Heratioun Tutundjian, was a violinist and a professor of physics
and chemistry. His mother was a governess.

1915-1921
When he was ten years old, his father died due to the injuries
received during a bombardment by the Turkish army.
Tutundjian studied at the Berber school (Collège Berbérian)
and at the Guétronagan school (Lycée Guétronagan) in
Constantinople (now Istanbul).
Among his studies he also learned to play the violin. At 14 he
learned painting and ceramics at the School of Fine Arts in
Istanbul

1922
After the death of his father and due to economic difficulties
in which, consequently, the whole family was engulfed, the
mother was forced to sell all her properties and possessions in
order to take care of her children. Tutundjian got accepted on a
ship bound for Greece along with other Armenians orphans. He
entered the Loutraki orphanage where he learned the craft of
ceramics and painting on canvas.

1923-1924
Tutundjian arrived in Venice and remained for a short period
of time in the legendary Mekhitarist monastery of San Lazzaro
degli Armeni where he studied sciences and its collection of
illuminated manuscripts.
In 1924 he moved to Paris at the age of 19 where he began
studying at l’Ecole des Beaux-Arts and became familiar with
the Parisian art scene. Tutundjian frequented diverse artists,
among them Ervand Kotchar who became a true master for him.
Tutundjian lived all his life in the French capital.

1925
Made his first collages.
First exhibition at the Galerie Ney in Paris.
His works figured (possibly) in an exhibition held at the Galerie
Surréaliste in Paris

1926
Tutundjian abandoned cubism and figuration and moved
towards abstraction. His recent relationship with the Georgian
Kakabadzé seems to have contributed to this change of direction
in his style.
The gouaches and watercolors made during this year are
characterized by the appearance of organic elements.
The geometric vocabulary that Tutundjian was progressively
using in his work reflected the influence of Bauhaus writings and
books, specially in a whole series of works Tutundjian made in
ink and watercolor between 1926 and 1929.

1927
He set up his workshop at number 60 on the Rue du Kremlin, in
Kremlin-Bicêtre.

1928
In October, Tutundjian showed some of his works at the Salon
desVrais Indépendants.

1929
In July, he participated with John Graham, Kakabazé, Andréas
Walser, Zéro, Freundlich, Vantongerloo in a collective show,
Exposition d’Art Abstrait, in the Galerie des Éditions Bonaparte
curated by Waldemar George. The work of Tutundjian was very
well represented.
Took part in the international exhibition ESAC (Expositions
Sélectes d’Art Contemporain) at the Stedelijk Museum in
Amsterdam, organized by Nelly van Doesburg. Among the
other artists that were also selected in this exhibition one found
Arp, Marcelle Cahn, Campigli, Charchoune, Van Doesburg, Luís
Fernández, Torres-García, Kupka, Miró, Mondrian, Monteiro,
Picasso, Severini, Survage, Villon.
In October-November, heexhibited in the first Salon des
Surindépendants.
From 1929 onwards, Tutundjian showed a new artistic approach,
more innovative and with a stricter geometric language.

1930
In April, he founded the Art Concret group with Theo van
Doesburg, Otto Gustav Carlsund, Hélion and MarcelWantz.
In May, he held his first solo exhibition at the Galerie des
Éditions Bonaparte.
In June, he joined the second Salon des Surindépendants.
In August, his work was exhibited in the group show AC,
organized by Otto Gustav Carlsund, which took place during the
Universal Exhibition of Stockholm.
In October, two of his paintings were shown in the third Salon
des Surindépendants.
His work was shown at the international group exhibition
Produktion Paris 1930: Malerei und Plastik held at the Kunst
Salon Wolfsberg in Zurich with Béothy, Giacometti, Prampolini,
Ozenfant, Gleizes, Mondrian, Delaunay, Arp, Freundlich, Ernst,
Vantongerloo, etc.

1931
On February 15th, he founded the group and magazine
Abstraction-Création (1931-1936) with Van Doesburg, Herbin,
Vantongerloo, Hélion, Arp, Gleizes, Kupka, Valmier. Two works
by Tutundjian, a relief and a sculpture were reproduced in the
first issue of the magazine.
In June, he took part in the first Salon 1940 held at theGalerie de
la Renaissance in Paris and organized by Herbin.
Tutundjian’s work began to move away from abstraction and
moved closer to figuration and surrealism. His surrealist works
reflected a certain influence of Dalí and De Chirico with organic
and feminine elements as well as Greco-Roman ruins.

1932-1933
Established contact with Léonce Rosenberg.
He exhibited with surrealist artists at the Galerie Pierre Colle in
Paris.
In 1933, after the death of his mother in November, with whom
he maintained an erratic epistolary relationship, he got married.

1935
His daughter Léa Vinet was born.

1938
Hisworkwas (probably)exhibitedattheExpositionInternationale
du Surréalisme in the Galerie des Beaux-Arts, Paris.

1939-1945
During the Second World War, Tutundjian was wounded and
returned to Paris.

1944
Took part in the group exhibition Konkrete Kunst organized by
Max Bill at the Kunsthalle in Basel.

1945
Exhibition of the Union of artists Arméniens Libres with Carzou,
Gulbenkian, Jalsen, Topalian in Studio Caumartin.
He started to produce ceramics in order to get economic
resources for his family.

1946-1956
Between 1946 and 1956 Tutundjian took part regularly in the
Salon des Indépendants.

1955
Joined a group exhibition together with Pierre Ino and Mimma
Indelli at the Galerie Mirador, located on the Place Vendôme in
Paris.

1957
He exhibited works from his abstract period in the retrospective
of ArtConcret in Stockholm.

1958
The Galerie Colette Allendy, organised a solo exhibition of
Tutundjian’s works made between 1924-1929.

1959-1960
In January took part in a show at the Galerie Cour d’Ingres with
Atlan, Bédard, Brauner, Domínguez, Hérold, Ino, Laloy, Lam,
Marie Laure, May, Mesens, Nakache, Nejad, Cárdenas, Ernst,
Sima.
His work was shown at the exhibition Le pétrole vu par cent
peintres at the Musée Galliera.
Took part in the SalonComparaisons, Paris
From 1960 onwards, Tutundjian returned to abstract painting.
His works played with the fundamental principles of sign and
gesture.

1964
Galleria Lorenzelli of Milan organized the exhibition 44
protagonisti della visualità structura in which Tutundjian’s works
were exhibitied.
Exhibition Cinquante ans de collages at the Musée d’Art et
d’Industrie de Saint-Etienne in 1964.

1966
In April, he showed at the Art Concret exhibition together with
Arp and Hélion at the Galerie Yvon Lambert in Paris.

1967
Thework ofTutundjian, together with that of the artists Bellmer,
Fini, Lepri, D’Orgeix, Paalen, Wols, etc. was shown at a group
exhibition organized by the Galerie Jacques Desbrière.

1968
Léon Tutundjian died in December.
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