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On March 23, 2017 the Cafesjian Center for
the Arts began its annual exhibition program
with the exhibition Multidimensional Rudolf
Khachatryan, celebrating the artist’s
80" birthday anniversary.

Through art Rudolf Khachatryan
expresses his own perception of visible
and invisible worlds, which appear both
in two-dimensional images and spatial
works, reflecting the artist’s imagination
and vision of a multidimensional universe.
The exhibition presents 34 artworks
from public and private collections. Their
arrangement by chronology andstyle gives
one an opportunity to reconsider Rudolf
Khachatryan's creative path and heritage.
To all whose efforts made the exhibition,
Multidimensional Rudolf Khachatryan,

possible at the Cafesjian Center for the
Arts, we express our profound gratitude.
Special thanks to Mr. Armen Amiryan,
the Minister of Culture of the Republic of
Armenia, for supporting the realization
of the exhibition.

We thank Mr. Arman Tsaturyan, Director
of the National Gallery of Armenia and
Mrs. Nune Avetisyan, Director of the
Modern Art Museum of Yerevan, whose
cooperation was essential for the success
of this important initiative.

Our deep gratitude is extended to Rudolf
Khachatryan's daughter, artist Mariam
(Moko) Khachatryan, to the Director
of The Rudolf Khachatryan Heritage
Foundation, Vsevolod Khachatryan,
to the family of architect and collector

WLEDGEMENTS

Artsvin Grigoryan, and to photographer
Zaven Sargsyan for graciously and
generously providing artworks and
photos from their collections.

A special note of appreciation is
extended to cultural anthropologist
Levon Abrahamyan, for his contribution
in preparing the catalog text.

The Center’s staff is to be commended
for making this exhibition a success. With
their dedication and commitment, the
Center continues to fulfill the vision of
the Cafesjian legacy in Armenia.

Vahagn Marabyan
Acting Executive Director
Cafesjian Center for the Arts
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THREE PRINCIPLES OF

One of the most astonishing sides of
Rudolf Khachatryan's (1937-2007) art
is that he actually did not learn to
draw, but proved himself immediately
as a mature artist by taking a pencil
in his hand. This becomes obvious
from the few drawings extant from
his childhood and further works from
his teenage years (Little Greta, 1955,
see p.20, Jemma's Portrait, 1958,
see p.21). It seemed that he not only
bore the mastery of great artists of
the past, but also their world vision.
Rudolf the teenager hung a piece of
cloth on a nail and began to draw
draperies, without knowing that his
great predecessors had done the
same. Besides, his drawings resembled
so much Leonardo’s famous draperies
that Yervand Kochar was prompted to
exclaim, “Leonardo’s spirit is alive!”,
mentioning the Florentine genius’
name, yet unknown to Rudolf.

Then, in the 1960s, Rudolf departed
from realistic drawing and went with
the flow of the general modernist
current (Self-portrait, 1966, see
p.24, Motherhood, 1965, see p.25,
The Book Reader (Melancholy), 1966,
see p.28, The Man and the Bull, 1969,
see p.30). During this period, his art
was characterized by “open forms in
space”, the art form followed by its
founder Kochar, when gaping cavities
here and there represented everything
(A Man and a Woman, 1971, see p.31).

KHACHATRYAN'S

Young Rudolf sought to create these
voids not in an arbitrarily formal way,
but by removing from human anatomy
those parts that make a creature
earthly, carnal. Thus, he forged the
image of a certain “man from the
other world,” as he called it, a human
being who is ascetic and spiritual (The
Blind, 1966, see p.27).

In 1971, when he was already living
in Moscow, Rudolf Khachatryan
turned again to the realistic drawing
of his childhood. It was a natural
continuation, as if there was not an
intermediate, rapid, and turbulent
period of formalist search that
brought fame and recognition to
the painter. Many know and love
Rudolf Khachatryan just because of
the second realistic period (Youth,
1973, see p.33, Linguist Gyozalyan’s
Portrait, 1979, see p.35, Abu-Lala
Maari, 1978, see p.34, Self-portrait,
1981, see p.36, Natalya, 1981, see
p.37, Moko, 1982, see p.38, Still-
life with Flowers and Shell, 1981,
see p.42, Artist Inna Olevskaya’s
Portrait, 1983, see p.43). His album
of drawings published in Moscow
(1986) was one of the most popular
and desirable gifts in the late 1980s.
Here, we should briefly outline the
“three eras”, as classified by Rudolf
himself. His triad refers to the Holy
Trinity; Father, Son, and Holy Spirit
are consistently nominated to the

IMAGERY

fore in each era. The first era is that
of sculpture, and here the first master
is God the creator, who creates and
sculpts the human being from the
dust of the earth. The first sculptor
worked in the genre of self-portrait,
as he created Adam in his own image
and likeness. The second epoch flows
under the sign of the Son. According
to Rudolf, the first two-dimensional
painting was Christ’s “self-portrait,”
which he created by applying a piece
of blank canvas to his face; according
to the legend, this portrait was
made by the order of Abgar, King of
Edessa, to cure him of his leprosy,
or, according to a later legend, it was
imprinted on the towel of St. Veronica.
The second era incorporates the
memory of the first one and revives
it by taking it to its culmination. Not
by chance, the classical sculptures
were the first to be discovered during
the Renaissance. Perspective and
volume, which appeared in painting,
were also a return to the dimensional
creations of Father the sculptor. Now,
according to Rudolf, the third era
is approaching: the era of the Holy
Spirit that is expressed in drawing.

Each era, it should be noted, does
not come under the sole dictates
of sculpture, painting, or drawing.
Thus, ancient artists painted their
sculptures, i. e., something from the
painting was already present in them.
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Drawing has always been if not an
independent, yet a subsidiary mean,
while in other painting techniques,
such as the Flemish school, it even
played an important structural role,
while remaining hidden at the heart
of preparation. Apparently, Rudolf’s
three epochs are not dissociated eras,
but projections of a certain tripartite
unity, which discloses particular sides
in different eras. According to the
logic of Rudolf's compositions, the
principles inherent to paintings and
sculptures should emerge in the era
of graphics. Soon we will see that
this is what happened. Moreover, in
the same way that the second era
“revived” sculpture, likewise the
third era had to “revive” painting.
This became apparent when in the
early 1980s Rudolf decided to draw
on gesso, the primer used to paint
icons at the time.

If graphite or sepia draw their way
on a passive, “dead” surface of
paper or cardboard, overcoming
their inertness, the same sepia
on gesso enters into a completely
different relationship with the “live”
chalk, which constitutes the basis
of the primer. Through this active
interaction, Rudolf's drawings on
gesso earn painting quality. The
combination of graphite and chalk
inevitably leads to rich semitones
and finally to the appearance of

background. Thus, the drawing
on gesso also acquires an external
resemblance with a painting (Still-
life with Mirror, 1983, see p.40, By
the Window, 1982, see p.41). We
should underscore that this is the
developmental pattern of Rudolf’s
drawing, not an imitation of painting.
In the fall of 1988 Rudolf Khachatryan’s
work outlined another return, this
time to youth, namely, to open forms.
The beginning of this period was
marked by a work depicting a scene
with doubting Thomas. When he
finished a realistic portrait of Thomas
and proceeded to the central figure
of Christ, the latter suddenly began
to acquire the features characteristic
to Rudolf’s period of “open forms™:
the same holes and cavities appeared,
and Thomas put his examining finger
not in the wound, but in the gaping
voids of Christ's body. In this way, his
Man from another world came back in
Rudolf Khachatryan's work,

If we adhere strictly to the
chronology, then the next, London
era of Khachatryan's work (1989-
1993), with all its periods, went under
the common sign of the search for the
main character or “human formula,”
as Rudolf called it. He first singled
out the conventional human figure
from the images of characters from
the previous period and kept just the
main universal parts of human face

and body, but without clear definition
of sex. With this image, Rudolf began
creating many works of various kinds
and even in different genres. Thus,
reliefs and flat sculptures appeared,
playing up shadows as full-fledged
visual means (Pietd, 1990, see
p.44), in addition to works with the
already familiar gesso technique
(Composition 7, 1990, see p.45). The
shadow of a plane sculpture became
a model for independent pictures or
reliefs. Each of these quests could easily
become the basis for entire directions,
if Rudelf had wished to stop, rather
than to continue persistent searches,
impulsed by a super goal that was not
very clearly perceived.

Rudolf repeatedly told me that there
were three ways to picture the
world. First, when you accurately and
masterfully picture the outside world
on paper, canvas, or in sculpture.
The second way is when it is also
possible to recreate the miracle on
which the depiction of the outside
world is based. Finally, there is the
third, the supreme and most elusive
method: when you create a non-
existent world, and at the same
time “breathe” the miracle of real
life into it. This is the world of art,
for example, of ancient Egyptians or
modern traditional societies. It can be
said, although simplifying a little bit,
that in the first periods of his work,
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Rudolf Khachatryan excelled mainly in
the first two methods of depicting the
world. The last stage of his work was
the “third way.” Rudolf Khachatryan
creates something inexistent in the
real world, but endowed with the
miracle of life.

What kind of inexistent world is
this and what creatures inhabit it? If
we follow the internal logic of the
revelation of the main character in
Rudolf Khachatryan's work, we can
say that this creature was born of
an ordinary mother. Indeed, |
am simplifying, but still the artist
spotted most clearly the beginning
of his future conjoined character
in the image of motherhood. This
is understandable, because it is the
mother who is naturally and forever
ready for duplication; she is who bears
the second, another little being, who
comes out from the depths of her
body and remains associated to her
for a long time, sometimes for life.
Rudolf Khachatryan draws the mother
with the baby, the eternal theme in
art, and the baby gradually becomes
a part of the mother’s body, which
happens so naturally that we do not
even wonder how it happened (Figure,
1991, see p.46, Untitled, 1992, see
p.47, Two Resting Figures, 1991, see
p-53). We have learned that the child
is always in the arms of his mother;
he is as close to her as if he is grown
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in her. Rudolf Khachatryan actually
removes the “as if,” but so skillfully
that we do not even notice. At first
glance, it seems that the mother has
put her baby to her chest, but then
you realize that the child is half of
the mother’s body; the child’s face
is part of the mother’s face, and his
little leg is one of the mother’s legs.
The artist has arranged it in such a
way that the viewer does not see any
discrepancy. However, if in the case
of the mother such merger seems
to be natural and understandable,
Rudolf Khachatryan forges ahead: a
similar child appears in any human
being. Thus, the primordial duality of
motherhood helped Rudolf open the
child in each of us. It seems that it
was not for nothing that he received
a special award for the painting
“Motherhood” in 1965 (Motherhood
(cardboard), 1965, see p.29).

The next step of the artist is
connected to the fact that the halves
of the conjoined figure gain relative
autonomy and begin to establish some
kind of relationship with the halves
of the other conjoined creatures.
It is understandable that, when the
artist starts populating his paintings
with even more conjoined figures,
their components get involved in
an even greater number of possible
relationships, as it happens in a
number of works (cf. Composition

11, 1995, see p.50, Composition 7,
1990, see p.45). In addition, a
conjoined figure not only lives by its
own specific laws, but multiplies in
an almost biological way. Therefore,
in the series “Multiplication,” the
gaps of creatures with “open forms”
literally produce the same creatures;
the “newborn” creatures sometimes
just swarm on the large central
body, whose openings are involved,
unrestrained, in the self-multiplication
processes (cf. The Running Man 2,
1992, p.49).

It remains to follow the future
development of Rudolf Khachatryan's
conjoined hero, and how the two
states of its components were finally
crystallized into a canon after many
variations: the “child” started looking
us full face with a timid smile, and
the “mother” turned her head to the
side, and her profile nose sharpened
and tensed like a beak (A Root to
Multidimensional Object (Figure 3),
1993, p.48).

Finally, this result of long searches
for the “human formula” became
the basis for Rudolf Khachatryan's
uncommon sculptures, which he
called “multidimensional objects.” It
all started with the fact that the artist
made a seemingly simple operation
that a mathematician would describe
as a simple symmetrical transfer.
He took two models cut along the

contour of his “formula,” turned one
of them upside down and inserted it
into a groove located in the other,
obtaining two mutually perpendicular
planes. The result was a bizarre
sculpture with concealed symmetry
(Multidimensional Object, 1996, p.
45), whose main vital capacity was
that the components of the two
crossed conjoined figures got an
unlimited opportunity to transform
into the other. The tridimensional
“formula” unfolds from one plane
to another; moreover, this unfolding
takes place in time, as it was initially
intended that the sculpture would
be slowly rotating. Hence their
name “multidimensional objects,”
where the fourth dimension, time,
is present in the formula of rotation.
A guest from the two-dimensional
world, the shadow, actively invades
the tridimensional sculpture, and
not only appears and disappears
on the rotating crossed planes,
but it is always present at some of
the objects, where the artist has
depicted that shadow, affixing it in a
certain timeframe. Thus, the artist
interjects an element of painting in
the sculpture (cf. Untitled, 1996, p.
52), going back to the first two “eras”
once established by himself.

The painter dreamed to ever see one of
his tridimensional objects, his volume
“formula,” on one of the new streets
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of Yerevan. | hope the new generation
of Yerevan residents will see it. The
artist continued to construct them
in his workshop. It would be more
accurate to say that he followed
the metamorphose of the objects,
because the sculptures seemed to
bring forth their “offspring,” just as
their drawing forerunners were giving
birth to similar creations. In the
early 2000s, the new figures started
becoming more slim and slender
for some reason (Multidimensional
Object, 2001, p.56, Multidimensional
Object, 2004, p.57). One time, when |
was trying to understand why this was
happening with the artist, Rudolf half-
jokingly told me: “Write a story about

how the artist suddenly disappears
in his vanishing sculpture.” In the
summer of 2007, however, when he
was getting ready to go to Germany
for a major heart surgery, he often
called me to Yerevan and talked about
the new patterns that he had seen in
his “formula” and his anticipation of
a new phase in his work. Judging by
the turnarounds in his art, that should
have been a return (or a new ascent?)
to the era of the drawing.

LEVON ABRAHAMIAN
Cultural Anthropologist
Corresponding member of NASRA
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Pwuqdwswi opjblw = Multidimensional Object =« 2001




Puguwswih opjblun = Multidimensional Object = 2004
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1937
1951

1952

1955-hg

1957

1959

1960

1961

1965

1969

1971-hg
1977

1984
1986

1989-1994
1990

Ok £ bplutinuf

Uh pwth wihu ungnpnud £ Bpluuh gbruipbunp

nuunul uwpwunwl, npinknpg hbnwgynd £ nuumguwu
uljgpniupubiph hbin wuhwidwwjunequl hwdwp

Ukljunud | Unulpjw b LEupugpun’ putquipwliubp wgljbpn
Tuuiunwlyny

Zulunhwnud b bpduwitin Lngwiphly, nif puintinud £ Upw nusnghst
nt wijwg pulbpp

Uluuljwugnu! £ hwupuwwybnwljwy b dhowggught
gnigwhuwunbivubph

Updwiwunul E ppaligh ppwiipwish Lwjwunwih
bphuwuwpnuppwl thunwnnttht nhiwljwpubph

2wnph hwdwp, Bplut

Updwuwunul E ppnugh dbnwih Gphunwuwpnngguwu
hwdwgtuwphughu VIl thwnunnnsh gmgwhuiunbunud
#Muwunnnehne phdwbiljwpe-h hudwp, o pbEubw

Tununul £ UL ulwphgubph dhnygjwl wnund

Menwlwt wwinlbpwupwhp dknp b phpnd Zuguivinwlh
Wpulinyuihl gapdhsttnh Uh puith nhuulun

Updwiwiunul | Swjwunwih bphuwuwpnpniggut

tipypnpr dhwnwnnh wpdweb dpgwiwlpiu

«lUwgpnpgniuy wapuwinwliph huwdwp

Lnihunwiuh dungwl 100-wdjwlhb Uhpdwéd gmguhwnbunut
aYnuhinwuy unbndwgnpdnippwl hudwp wpdwiwund £ <UL
tpwynyph Bwhuwpwpniewy wrweht dpguwwliu

Unulyuynud wpwé thingpudhwubiph wppp fuhuwn
putwnwnnpuw k Bupwplynud Ulwphsubph dhnygjui Yanthg
Popdwhgdh hwdwp. Uwphyp Uhnpjniihg hbnwgybjne Juwiugh
wnwg b ljwegumd

Uwypmud b unbindwgnpanid £ Unulywynd

Wgtnu! £ wphq: <wunhwnul £ ulwphsubp Swpgnih
dwubdh, puqiuphy nhdwuljupubp £ unbndnud
Upduwiwunad b wpuunwiuh Juunwluifnp slwpgh Ynsdwiip
Updwtiwunuf £ Luyunnwth dnnnd prwlwt Wlwpgh Gngdwtip
Upduuwtnud £ Uunplndwupwt hwupuuybomnpniiibiph 1-hu
phbuwgth nulyt dhnwghu, fephihup

Uwypmd b unbindwgnpénul & Lnunnunul

Twntnud | hwj-wliqihwluwy dhneywt wywndwdnp wrnued

1997

1999-2001

2002

2003

2007

Ouuruiu 60-wdjuljh wnppy Paphu bighth Ynndhg
wwpqliwnnpdnud E ednpnniprubph pupbljudniggwbis
opwiligwiting

Uiiwlgnud £ Mnwwunwh hugbiph dhnejwt unbnédwup
Cunpnud £ Mnwwunwuh gbinwpdbunp whwnbdhwgh pnpwlhg-
wiliuf

Updwiwunul £ ££ Unjubu lunpbuwgne dbnuih

Updwbwunud £ «Spuug Yublpwy bypnuygului pulbpngpgu
nuljt dhnwhl

Uwhwghby £ Stpdwthugnud

UL4ususuty 8nh8ULUuLbULER

1978
1979

1980
1983
1984

1985

1988
1990
1993
1997

2002
2004

U< Lhwphgutiph dhnipgniy, Unulyw
Lljwphsubiph dhmpgniu, LEupugpuwn

Upbdnyuwl wpdbunp puuguiput, Onbiuw
Llwphsubph dhrpgni, Gplut

dudwbwljuljhg wpybunh puwliqupwl, Gpludu
Upltph dnnnymipnubiph wpdbuinh whnwljul putiquiput,
Unualyefus

Lhnwhwyjug gmgunpmigynia, Hippnje, UL
Heritage wwwlbpwupwh, Lou Wigkibu, UL
Llwphgubph dhnygimt, Bplwu

Phupppbphh wppbyhuljpugnuh Bunwwgp, Lebgnt
Llwpsh YEumpniwlwl wm, Unulw
Lwjpwumnwiuh waquht wuwnyEpwupwh, Gplub
Spbwjuwlnyjui ywunlbpwuepwh, Unulw
Ghnwpbunh nnwwlwl whwnbidhw, Unulgw
«Lnyp Epidhuiwdy wunnlbpuupuwh, Unulpw
dudwwlulhg wplbunh pubquipwy, Unuljdw

Ugfuwwnwupubipp quitdnul By Lwjwunwf wqgught wwnbpuupubnod,
bpluwtih dwdwiwlwlhg wpbunh puiquiputnad, fusuybu bwl wpanbplph
dh pwipp puwtiquipuiiubpnud b Lwjwunwiuh nwghuwphh gun Bplplbph
puetiwphy dwutiun]np huwpwdniibpnud:



RUDOLF KHACHATRYAN BIOGRAPHY

1937
1951

1952

From 1955
1957

1959

1960
1961

1965

1969

From 1971
1977

1984
1986
1989-1994
1990

1997

1999-2001
2002

2003

2007

Born in Yerevan.

Attends Yerevan Fine Art College for a few months, but

was expelled over disagreement on educational principles.
Travels to Moscow and Leningrad to visit museums.

Meets Ervand Kochar, who became his mentor and friend.
Participates in Republic and international exhibitions.

Is awarded a Bronze Medal for a series of portraits as part

of the First Armenian Youth Festival, Yerevan,

|s awarded a Bronze Medal for the Student's Portrait in

the exhibition at the VIl World Youth Festival, Vienna.
Becomes a member of the USSR Artists’ Union.

The State Gallery of Armenia acquires several portraits

of Armenian cultural intellectuals by Rudolf Khachatryan.

Is awarded a Silver Prize for the painting Motherhood as part
of the Second Armenian Youth Festival, Yerevan.

Is awarded 1st Prize of the ArmSSR Ministry of Culture for
the portrait of Komitas in the exhibition dedicated to the 100th
anniversary of Komitas.

A series of lithographs made in Moscow receives negative
feedback from the Artists’ Union for formalism; the artist was
almost expelled from the Union.

Lives and works in Moscow.

Visits Paris, meets famous artists of Armenian decent Garzou
and Jansem, creates a series of portraits.

Becomes Honored Artist of Armenia.

Becomes People's Artist of Armenia.

Is awarded the Gold Medal of the First Biennale

of Transcaucasia Republics, Tbilisi.

Lives and works in London.

Becomes an honorary member of the British-Armenian Union.
On the occasion of his 60th anniversary is awardedthe Medal
of Peoples Friendship by Boris Yeltsin.

Is one of the founders of the Union of Armenians of Russia.
Becomes a corresponding member of the Academy

of Fine Arts of Russia.

Is awarded the Medal of Movses Khorenatsi.

Is awarded the Gold Medal of the Franz Kafka European Organization.

Died in Cermany.

SOLO EXHIBITIONS

1978
1979

1980
1983
1984
1985
1988
1990
1993
1997

2002
2004

USSR Artists’ Union, Moscow.

Artists’ Union, Leningrad.

Museum of Western Art, Odessa.
Artists’ Union, Yerevan.

Modern Art Museum, Yerevan.

Museum of Oriental Art, Moscow.
Heritage Gallery, Los Angeles, USA
Artists' Union, Yerevan

Archbishop of Canterbury’s Residence, London.
Central House of Artists, Moscow.
National Callery of Armenia, Yerevan.
Tretyakov Gallery, Moscow.

Academy of Fine Arts of Russia, Moscow.
New Hermitage Gallery, Moscow.
Museum of Modern Art, Moscow.

His works are in the collections of the National Gallery of Armenia,
Modern Art Museum of Yerevan, as well as in private collections in Armenia
and around the world.







M howgwinpyuitp b Ubpghk) dwpwgwingdp, 1960-1970-wljwubp
Rudolf Khachatryan and Sergei Parajanov, 1960-1970s

—

M $ owswenpyuisp ip wpdbuswingnd Gpluduned, 1967

Rudolf Khachatryan in his studio in Yerevan, 1967

U, Uybwnpuywly, (F lowgwnppuu, b, Rogwp, Snunn
bplypnpn pwppnul ' M. Lugpugul, T Efhpbl jwl

M. Avetisyan, R. Khachatryan, E. Kochar, Geotto
second row: P. Haytayan, R. Elibekyan

Mnung$ howgrnppuiup e Bpduwiun Bngwpp, 1960-1970-wljwliubp
Rudolf Khachatryan and Ervand Kochar, 1960-1970s

WML T




—

Mnyn$ howgwinpyuiip pljspbiph hbn.
upwiug pynd Lunt Uppuwhuwdjwiup,

Upw Chpuwgp, £6uphly bghpywtp, 1983
Rudolf Khachatryan with his friends, including

Levon Abrahamian, Ara Shiraz, Henrik Igityan, 1983

i

Unwght punp’ . huwigwiinpyu,

B. Prgwip, U. Yunbng juit

bplypnpr 2upp’ £, Shagpuwiywt,

. huwsunpjuit, £. hrghpjwb, G Swjunjwb
bppnpn 2wpp” U £nd hwitiihugut,

3ni. Pwpuyuiu, U Ugtiinpujwit, T, Swjew)wl

First row: G. Khachatryan, E. Kochar,

S. Knteghtsyan

Second row: H. Tigranyan, R. Khachatryan,
H. Igityan, V. Galstyan

Third row: A. Hovhannisyan, Yu. Babajan,
M. Avetisyan, P. Haytayan




M huwswnpywiip ung” Lwnwyjuwgh hin Unulwih wpdbunwungmd, 1977
Rudolf Khachatryan and his wife Natalya in his studio in Moscow, 1977

Mgy bowgunppuitip b pnwwitiluiphy Quabs Uwpquywitip wp]bunwgbnh
whhwnwlwl gmgwnpnppwip bplush dudwbwlulhg wpdbunh
pwqupwund, 1983

Rudolf Khacahtryan and photographer Zaven Sargsyan at the artist's solo
exhibition at the Modern Art Museum of Yerevan, 1983

Mnnm$ huwswinpwiip dnp L npap i hp wthwnwlwl gniguingpnigjuitp
bpluwith dundwiwluwlhg wpbunh pwlquputing, 1983

Rudolf Khacahtryan with his mother and brother at his solo exhibition

at the Modern Art Museum of Yerevan, 1983



funng$ howsgwnppuiup Unubwh bp wpgbunwngnud, 1981 Minunpd huw Lul.nfl]tu'l.: 1 lII'IULILl_IIJJIHIr 1295
Rudolf Khachatryan in his studio in Moscow, 1981 Rudolf Khachatryan in Moscow, 199

Mnund uwswnpuwiop Cwypwunwined, 1983
Rudolf Khachatryan in Armenia, 1983

—

Mnnpd huwsuwnpywiup Unulyuigh
hp wpyBunwingnud, 1981

Rudolf Khachatryan in his studio
in Moscow, 19




Mnuyng$ Fuwswinppuist bp wishwnwlwl gniguinpngsju puigduip
Unulpugh Uplpph dnnndniprubph wpgbunh putiquipwinud, 1983
Rudolf Khachtryan at his solo exhibition

at the Museum of Oriental Art in Moscow, 1983

—

Mrnupn$ huwgwnpuip Zwlnp Zwlnpuuh wpdbunwtingaud,
bpluwy, 1980-wlwuubph |bpg

Rudolf Khachatryan in Hagob Hagobian's studio in Yerevan, late 1980s

& &
Shd Enpnuwiup, Nmnngd luwswnpuwbs ne <buphly Pghpjwup
bpluituh dwdwwluilihg wmGun putiquputnul, 1983
Jim Torosyan, Rudolf Khachatryan and Henrik lgityan
at Modern Art Museum of Yerevan, 1963




M howswinpyuitip Updbt Udpwimywth b Swpp Uguwdnph hbn, 2000-wlwiiubp
Rudolf Khachatryan with Armen Smbatyan and Charles Aznavour, 2000s

P huwswnpywiup punkp® Ungn huwswinpywih htin, 2000-wlwiiutip
Rudolf Kheahatryan with his daughter Moko Khachatryan, 2000s

il
Mhunm$ howswinppwi pp wishwnwluy gngunpmipjuit pugdwip

Unulyguyh Uplikph dnnnynipnutiph wpd bunh putiquiputinud, 1983
Rudolf Khachtryan at his solo exhibition

at the Museum of Oriental Art in Moscow, 1983
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Mg puwswnppuiup, 2000-wlwiubp
Rudolf Khachatryan, 2000s
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20

21

23

24

25

26

®npphly Spbnwi, 1955
nunp, nny

19x14 ud

Cunwuhph hujwpuwdne

Sbaidwgh npiwlppp, 1958
fdninp, uwbghtiw

48x34 ud

Cumnwlhph hwywpwdnt

M bowgwnpyustihis wunnljbipnn
U, Unjlan hupwlah howdnpughs gwpdp, 1964

[anunp, gphs
28x20 ud

Upén pl Sphgnppuith hufwpuidm

U, Unjlan pupustahts wunnlylpnn.
M. lowgwinpputth hnufnpught 2wpdp, 1964

fanue,
e
Up&ptu Gphgnpwih huwpwdn

Pupliwnpdwlljup, 1966
Unyupwipnuye, jnuuiitiply

24x17 ud

Upénlhu Sphgnpywp hwwpusén

Uuypnupym, 1965

Yo, Jmnuikiply

114x65 ud

Upén hu Spphgnppwih hudwpudne

“ntwpugh g hdwlilpupp, 1964
fanue, fuwnp nkhulilju

45x27,5 ud

Updi|hu Sphgnpwith huwdwpaidng

27

28

3

33

34

Ynypp, 1966
Uundwpwpninp, nbdybpw
103x74 ud

Cuwnwitshph huwjwpwdny

Ghpp Yuprpugnnp (Utpubjun ), 1966
Uwnjwpwpnine, jnqwbpl

38x36 ud

Updypu Gphgnppwih hwwpwén

Uuypnepynit, 1965
Uunyuwpupnue, jnujuitiiply
33x26 ud

Upénpu Sphenpjuiih huwpuéng

Uwpnp ke gnyp, 1969
Uhtnunfy

40x60 ud

Cunwlpph hwwpwant

Snuwdwpry b Yht, 1971
f@nun@, gnuuy

50x37 wf

Cunwihph hwwpwém

bphwnwuwpnugynd, 1973
Uunupupninp, ubypuw, [wp
58x48 wl

ZUM hunwpwdnt

Upmi-Lwpw Uwithwipp
(Lunts Uppwhunfjwbh
fpdwtilywpp), 1978
Uuinjwpwpnupe, vwlghliw
T4x54,5 ud

betUrd hunjwipdni

35

36

37

38

40

#H

42

Lhepuspuits Synequaguitih
npiwtaljuspp, 1979
femunp, ubiwhw
69,5x48 ud

B U@ hunwpudn

Pupliwnfutiljup, 1981
Lbluu, ubughw
130x100 wf

GdU hujwpwdnt

ung pufutiluipp (L), 1981

Ly, ubwhw
130x100 ud
AU hwjwpwdnt

Unlyn, 1982
Ly, ubiughuw
130x100 wf

Utuutwd np b wipuadne

Suyylighny twngmpudnpn, 1983
Ly, ubughw

115x95 ud

Uty np by wpudnt

Munnihwlah dnn, 1982
Ly, ubivghw

I15l§<95 ull b
Ut np hwifuwpusdn

Duwinhljubipny b fuighmni|
Uwngnegpadnpun, 1981
Llljwu, ubughuu
100x130 ud

Uinsutiwg np huwsdwipiuadm
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47

49

“Lhwpgnihp Pt Ojlwljpuyugh
nhuwuljpupp, 1983

Llywu, ubughw

115x94 wf

ZUM huwiwpudnt

Mpbnw, 1990
Sphpwundwpupmne,
thuwyun, uwmwluiubiply
1796 wf

Uinuiun|np hwifwpwdnt

Yniynghghw 7, 1990
Lulywu, ubiyhw, wdnfu
115295 ud

Uinutiwnp hwdwpwdnt

Bhagnp, 1991

Lllyu, juwnp nbfutiblpo
BOx65 ud

Uluuungnp hwtjwpwdnt

Ut bipugpp, 1992

Y, wippy
40x30 ud

Upéipu Gphgnpywih hunwpwdn

Awlywph nlwh puquuguh
opjlilpn (Shgnip 3), 1993
Yy, wyppy

100x91 ud

bdUR hunjwpwdn

Jwgnn dwprp 2, 1992

Uyphy, unutidiwé pruje nundh gpw

100x151 ud
U@ hwjwpwont

50

51

52

53

35

56

57

Ynuunghghuw 11, 1995
37,5x51,5 wd
Mhgubuw, panp, wnng
Bdl@ hunjwpwont

Yndwnghghw 9, 1995
fanin, nni

40x56

L@ hwywpuwidnt

Ui, 1996
Unjwipwienu e, whphy
20010 wd

Cunwuhph hufwipuidne

bplnt wwnlpwd Shanp, 1991
Ly, ubwhw, wénifu
15x95 ud

Vinubiwynp huwwpwdnt

Puqiwswih opybilpn, 1996
Lhplwd thwjn

90x60x60 uld

b hu wpuwdm

Puquiwguih opyblpn, 2001
ggm. thpthpwunywpupnine
u

x25x34 ud

U@ huwipudme

Puiquiwgwih opjtin, 2004
LFEwnwn, pup

48x20x20 ud

bdUR™ hwwpwdn
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ARTWORKS AT THE EXHIBITION

24

25

Little Greta, 1955
Chinese ink on paper
19x14 cm

Family's collection

Jemma's Portrait, 1958
Sanguine on paper
48x34 em

Family's collection

Humorous sketch of R. Khachatryan by
M. Avetisyan, 1964

Pen an paper

28x20 em

Artsvin Grigoryan's collection

Humorous sketeh of M. Avetisyan by
R. Khachatryan, 1964

Pen on paper

28x20 cm

Artsvin Grigoryan's collection

Self-portrait, 1966

0il on cardboard

24x17 em

Artsvin Grigoryan's collection

Motherhood, 1965

0il on canvas
114x65 em
Artsvin Grigoryan's collection

Donara’s Portrait, 1964
Mixed media on paper
45x27,5 cm

Artsvin Grigoryan’s collection

7

28

33

The Blind, 1966
Tempera on cardboard
103x74 cm

Family's collection

The Book Reader (Melancholy), 1966
0il on cardboard

38x36 em

Artsvin Grigoryan's collection

Motherhood, 1965

Oil on cardboard

33x26 cm

Artsvin Grigoryan's collection

The Man and the Bull, 1969
Monotype

40x60 cm

Family's collection

A Man and a Woman, 1971
Gouache on paper
50x37 em

Family's collection

Youth, 1973

Sepia, varnish on cardboard
58x48 cm

NGA collection

Abu-Lala Maari

(Levon Abrahamyan’s portrait), 1978
Sanguine on cardboard

74x54,3 cm

MAMY collection

35

36

37

38

41

Linguist Gyozalyan's portrait, 1979
Sepia on paper

69,5x48 cm

MAMY collection

Self-portrait, 1981
Sepia on gesso
130x100 em
MAMY collection

Wife's portrait (Natalia), 1981
Sepia on gesso

130x100 cm

MAMY collection

Moko, 1982
Sepia on gesso
130x100 cm
Private collection

Still-life with Mirror, 1983
Sepia on gesso

115x95 em

Private collectio

By the Window, 1982
Sepia on gesso
115x95 cm

Private collection

Still-life with Flowers and Shell, 1981
Sepia on gesso

100x130 em

Private collection
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46

47

49

Artist Inna Olevskaya's portrait, 1983

Sepia on gesso
113x94 cm
NGA collection

Pietd, 1990

Foam board, wood, whitewash
17x96 cm

Private collection

Composition 7, 1990
Sepia and charcoal on gesso
115x95 em

Private collection

Figure, 1991

Mixed media on gesso
B0x65 cm

Private collection

Untitled, 1992

Acrylic on canvas

40x30 cm

Artsvin Grigoryan's collection

A Root to Multidimensional
Object (Figure 3), 1993
Acrylic on canvas

100x91 cm

MAMY collection

The Running Man 2, 1992
Acrylic, glued paper on canvas
100x151 cm

MAMY collection

51

52

33

55

56

57

Composition 11, 1995
37.5%51,5 cm

Pigment and Chinese ink on paper
MAMY collection

Composition 9, 1995
Chinese ink on paper
40x56 cm

MAMY collection

Untitled, 1996
Acrylic on cardboard
20x10 em

Family's collection

Two Resting Figures, 1991
St?ia and coal on gesso
115x95 cm

Private collection

Multidimensional Object, 1996
Painted wood

90x60x60 cm

MAMY collection

Multidimensional Object, 2001
Acrylic, foam board

86x25x34 cm

MAMY collection

Multidimensional Object, 2004
Metal, stone

48x20x20 ud

MAMY collection
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