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Here we see a canonical bust, once common
in Soviet public schools — a symbol of
ideological order and reverence. Paruyr 4
Davtyan subverts this form, conjuring an
alternate mythology around Van Gogh: not
an artist of loss, but of excess, regeneration,
and surreal fertility. By multiplying the famously
severed ear, Davtyan transforms absence into
abundance, echoing the hydra myth where each
wound spawns new growth.

As always, he reconfigures fragments of the past into
a world entirely his own. Viewers are invited to rub the ears —
a ritual act of superstition that also challenges institutional norms about
not touching art, blurring boundaries between sacred and absurd, myth
and participation.

One should rub the ears for luck and fruitfulness.
Ywu Gngh pywlh Yhuwunph (hunbpwlynhy woluwnwup), 2016
Rpnug, dndwujnip
Spwdwnpywd wpdbunwgbinh Ynndhg

Double Bust of Van Gogh (interactive work), 2016
Bronze, wax
Courtesy of the artist



«luwnunnjwy wwjdwu», 2022
Puwjwn, fuwnp inbfuthyw
Spwdwnpywd wpybunwgbinh Ynndhg

Condition for Peace, 2022
Wood, mixed media
Courtesy of the artist
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4BEQHCH B OTCYTCTEHH
HH"FH)KEHHH «Lwpdwl pugwlwjnipjniu», 2016

Mzo{s funphpnwjht bwfuwggniwgtnn Jwhwuwy
H (Upfuwwnwupp ulubinig wnwy Juinwh bnbp, np jwpnud syw)
Spwdwnpyuwéd wpybunwgbinh Ynndhg

Absence of Tension, 2016

Soviet warning panel

(Before starting work, make sure there is no tension (voltage)

Courtesy of the artist 61
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Candy Machine combines playful viewer participation with a conceptual
reflection on art. The machine dispenses capsules containing candy and
aphorisms about art by major artists and thinkers. By inviting the audience
to physically activate the device, Davtyan highlights participation as a core
componentin the creation of meaning. Blending consumer culture with ideas
aboutart, the work also nods to the tradition of fortune cookies in East Asian
cultures — where sweets come paired with fragments of wisdom.

«Unudbitnwht dipbuw» (hunbpwlnhy woluwnwup), 2010
Spwdwnpywd wpybunwgbinh Ynndhg

Candy Machine (interactive work), 2010
Courtesy of the artist
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