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THREE PRINCIPLES QF

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 ohvious
from the few drawings extant from
his childhood and further works from
his teenage years (Little Greta, 1935,
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, “Leonarde’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 wha 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
Rudelf 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 Olevskayo's
Portrait, 1983, see p.43). His album
of drawings published in Moscow
(1986) was one of the most popular
and desirable gifis 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 5t. 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 epachs 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 Rudoif'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 eame 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 (Pletd, 1390, see
p.44), in addition to works with the
already familiar gesso technique
{Composition 7, 1890, 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 Rudolf 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,




Lk Wppwhuwdjuiit ne pp nhadaityupp,
198 0 wiljuiitabip
Levon Abrahamian and his portrait, 19




puits ghunwlgynn qbptuguunwlm]:
Mhunn P pud hwlwje wond Ep, np
grympinit niih whsauphp wpunltipbpm
tpbp Gywuly: Unughp, bpp no prgh,
Ynundh dpw Spgpunnipunip b uipgt-
wnpbl wpmwgnnud bu wpenwphl wy-
fuwphp Y By dwped iannprod. Gy wg
pustmuilymul: Bplpnpn, Bl £ tpp
phiq hwennynmud £ Jbpwpinwnpl bwl
wjls hpuwigpp, np wpnwgndnn wpnwphl
wafuwphh hjwipnud £ plilpws: By, gbp-
pubiu, L Eppnpy’ wdbbwndup hw-
uwiibiih Bwinwl, Bpp pme uintindnud bu
qrymipnils gnibbignn wphswph, puig Y-
ponuiinud b upw e Llipgusk) pputjuwl
Yywiiph hpwzpp: Wrwhupl £, oppuwd,
hhu bghwunwghubph Jud dwdwtuljw-
Uhg wwispuluwl huwuwpwlngagnidubiph
wpybunh wzpuwphp: Uh dnpp wwpgni-
luljbgubing Yuipbih £ wobs, np Mg
Fuwgwnpputit hp wnbindwgnpdnigjul
wnwehl thaybpnd hwennnygju kp
hiubi| qyfuwnpunytio wanuphh wponw-
gnpuiwi wnwghu bplm Enwinulubpoud:
Puly pp unbindwgnpdnyewu Jbpghl
thniyyp hbug etippnpn Gwlwwwphis £
Mg howswinpyutis untindnud | -
np b puss, np grpnigggnds gniif
Lyywspnd, vwluwi odudwsd | L juligh
hpeppny:

Wnihuiuntind, fuy gnynyegnis yniubignn
wohiwph b nw, b fug bwlubp By wjl
puwlligunul: bpb hwnbikup Mnngngd
huuggwinppuiipy wphswnwlipbinh gifuw-
np Yhpupuph hupnungejut bbpphl
npwiwpwtinppulip, wejw upbh §

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

THu
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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.19).

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 (c¢f. Composition

t1, 1995, see p.50, Compaosition 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
Multidimensianal Obfect (Figure 3),
1993, p.48),

Finally, this result of long searches
for the “human formula” became
the basis for Rudolf Khachatryan's
uncommaon 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

GF
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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 seculpture.” 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 Anthropologlst
Corresponding member of NASRA
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alfigggpmupynien wghrmumubiph huwdup

yrviffurmuify it 100-wduights U pdus grguihubn bus
alynufunwus wnbinduwgnpdngspuls hudwp wpdwiwbmd b <holld
uzulinypeh Uiuwpupniguils wnwghl dpgullhl

Unulpuyoud wpnfuwd (hungpuadhwlibinh zunpp fufun
plibununaipguit & Bupuplynd Liwphgbbph dhngawl Ynndhg
$optunhauh huup. Uliphyp Uhapnishg hbnugdsy dmutigh
winwg b luitsgtinud

Wgprad b unbindwagnpdmd £ Unulfugmd

Wgtpnul & dwphg: Lwimhugnul £ uluphsutlp Swpgni b
chulisbll, puguuphy nhdwliljwplbp § unbgémn
Updwitnubnud £ Qugunnwiih Junowdjunp Uwpgh Gosdwlp
Updwliutimed £ Sugumnwify drnod prowluits Wwpgh Ungufutap
Upduwiuwtinad £ Uinplynd uupwts huipuigbonipgniibibph 1-pl
phtitiutih nulih Mo, Gphholb

Wiypmad b unbindwgnpdod b Lotigrunul

Munbmid b hw}-umq]'lmhmh Iﬂ'lru.pjl.u'l.l I.I.!u.l.l.ﬁ.l.llllllﬂl‘l um“u.u.l'

1997 DV 60-wiwlih waphd Prphu biahth Yondb
wwipglusenpnud £ adnnngnipplibiph pupbludnggywbs
2putiguting

1999-2001  Vuuuwlgnud | Minwwunwitth hugbph dhrgguts untindduip

2002 Cuunpnd & Mwwnnwil ghnuipdbunh wiunbdhugh prpwlhg-
wilinuunf

2003 Upduwitnotimd & ££ Uniubu bunpbluwgn dhigug
Updwiwtingd £ ebpwbg Ywdlus bifprgulpls philpnapgut
nuljl disrywghb

2007 Uinhwigtiy £ Sapuwspugnud

UL4UsSULUL SNPBULLIL HBULLR

1978 Pl Lwiphsubiph dhmpgmil, Unuljpfw

1979 Llwphgubiph dhmggnb, Libbligpun
Uplifuywli wpidbuunh prtgupiss, Onbuw

1980 Llpphygtsbiph dhmggni, bplui

1983 dunlwlimljulihg wpdbunh pabgupub, Gplot

1984 Uplikgph donnynipqlbph wpbunb wbmljul pabcupot,
Unualgyus

1985 Ehumuhwipieg gnuguinprggnili, “Hippne, UL
Heritage wwwbbpwupuh, Lau Wipbijbu, LU

1988 Llwphsubiph dhmppni, bpluwb

1980 Priupppbphh wpplaghulmynub beeuwp, Lo

1993 Llpwpgfy Gbbapntmulpuls wnds, Wolw

1997 Lipwunwbh wgguphl wisinlbpaopuh, Bplu
Spbunyaudyon] puts wwnlbpuupwh, Unolpjw

2002 Gbnwipubuwh ol wipongbidho, Ul

2004 oL Epihumuds wpunlgbpunpuh, Unolgw

chuduituljwlipg wpfbunfy poiguput, Dol

Ugjuwiruitpbipp quitn]md B wpumeswbp wqgught wwmbpuspubn,
bpluiuh dwditiulwlhg wpbunh pubigupubnd, fuguby Wl wpabplph
uh puinp putguipuitibpand b Supuunwbh mowghphh gum bplplbph
puguusgpa] dasstia]ap buugusdnitibprl:



RUDOLF KHACHATRYAN BIOGRAPHY

1937
1951

1952

From 1955
1957

1959

From 1971
1977

1984
1986
1989-1994
1990
1957

1999.20(1
002

2003

2007

Born in Yerevan.

Attends Yersvan Fine Art College for a few months, bt

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

Meets Ervand Kochar, whe became his mentor and friend.
Participates in Republie and international exhibitions,

ls awarded a Bronze Medal for a series of portraits as part
of the First Armenitan Youth Festival, Yerevan.

ts 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 scquires several portraits

of Armenian cultural intellectuals by Rudolf Khachatryan.

Is avarded a Silver Prize for the painting Motherhood as part
of the Second Armenlan Youth Festival, Yerovan.

Is awarded 15t Prize of the ArmSSR Ministry of Culture for
tha 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
almaost expelled from the Union.

Lives and works in Moscow

Visits Parls, 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 Blennale

of Transcaucasia Republics, Thilisi,

Lives and works in London.

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

is ane 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 Germany.

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, Yenevan.,

Modern Art Museum, Yerevan.

Museum of Oriental Art, Moscow.,
Heritage Gallery, Los Angeles, USA
Artists’ Unlon, Yerevan

Archbishop of Canterbury’s Residence, London,
Central House of Artists, Moscow,
Wational Gallery of Armenia, Yerevan,
Tretyakoy 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,
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U, Ugbnfaguiy, (F, owgwunpub, B, Sngwp, Snnon
bplypnpn, awppod * Tl Swjpagui, T Ehpbl wl

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

ﬂmr}nﬁ; h |.|||_Il|l,t|lllr1|uth|:l s |'.|'II.II|I'III'| Dn:lllrlu, 19601970 LLI|{lH'lI.'|'Iti[I
Rudolf Khachatryan and Ervand Kochar, 1960-1970s

Mowgnd howguwanppustip b Ubpghy @wpwgwilim|p, 1960-1970-wlputtubp
Rudolf Khachatryan and Sergel Parajanov, 1960-1970s

—

Monngd huwswnppudup i wpbuowlingnd. Bpludand, 1967
Rudall Khachatryan in his studio in Yerevan, 1967
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L |1|rp|l1- h:\h:;.:lm.lljjnu]lp |I]||l|'.|'-'ll|.'>[||l| htn
bpuwiteg pdmd Llnt Uppashwdyuitn,

Upw Ghpwap, <Euphl Paghppwtp, 1963
Rudoli Khachatryan with his friends, including

Levon Abrahamian, Ara Shiras, Hentik lgltyan, 1983

o

w5 Pusgunppuis,

b, Prgwip, U, Ynbing jui

Eplypnpn pupp <. Shaputywl,

Ih husswunppil, < Pgh@gqul, WL Sl
Lppopn 2wpp’ L Sndhutigugpul,

Son. Puspuapuis, U, Usjbunfwiguts, ™, AU

First row: G. Khachatryan, E. Kochar,

5. Knteghtsyan

Second row: H. Tigranyan, R. Khachatryan,
H. Iglttvan, ¥ |.'||||‘.-I-|-'.1|'

Third row: A I1ul.!1'.'|.url't.l;-|-'r|n, Yu. “.\hil_l._lﬂl,
M. Avetisyan, P, Haytayan




Mg howsurnppuiip Yung' L jugh bl Unulpdugh wp busnssungmad, 1977
Rudalf Khachatryan and his wife Natalya in his studio in Moscow, 1977

Mewnnpd huwpuwnpyuiip b gnwwliljuphy Swidbl Dwpgupustip wwipi] g bnp Mo houswompyuip dnn b Grgpap b fip wlibwnw e graguan s utp
witihiwinwlyeds gruguigpagepuitip Gplutsh duduliululhg wpdbumh bpluwp dudwinaljulhg wplvneh pabiquipatin, 1983

pruliguupwnd, 15983 Rudalf Khacahtryan with his mother and brother at his solo exhibition

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

pxhibition at the Modern Art Museum of Yerevan, 1983



syt Unulpdugh b swpdbuncstmenud, 1581 Mmnnd howswnppuitip Dol wyoud, 1995
Khachatryan in his studio in cow, 1981 Rudolf Khachatryan in 3

Mg hu st S i, 1983
Rudalf Khac y Armenia, 1

—

Mengd howswenpyaiap Unulpfugh
Jip i ks '

R [




Minunnh huwsweppuiis fp wihomwljel griguprgpust pugdulip
Unulyfugh Uplbygh dogndnprpubph wpdbunp pubiquepalind, 1983
olf Khachtryan at his solo exhibition
of ental Art in M

wisun i ¥ 1 ;'.11L'.l:u'l.u:ﬁnl'|f.]I1L'|| :
Fwlyuiutiph Yk
: ‘s studio in Yerevan, late 18




My huwwgwenpuiup Upadbt Didpwsnputih b Swpy Ugbuas]mph b, 2000-wljublibp
Rudoll Khachatryan with Armen Smbatvan and Charles Amavour, 2000s

Mg howswnpyuitp puobp’ Unln howswnpgpaitih b, 2000-wljuiitp
Rudolf Khcahatryan with his daughter Moko Khachatryan, 2000

]

[rannpd huwpwnppuitis pp wibwwlwl gnguinprpjuls pagudulip
Unulpfugh Upkbgph dnnmymprubnph wp bunh pobgupobmd, 1983
Rudalf Khachtryan at his solo exhibition

at the Museum of Oriental Art in Moscow, 1983
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Rudolf Khachatryan, 2
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Chinese ink on paper
1914 cm
Family's collection

Jemma's Portrait, 1958
Sanguing on paper

434 em

Family's collection

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

Pen on paper

28220 em

Artsvin Crigoryan's collection

Humorous sketch of M. Avetisyan hy
R. Khachatryan, 1664

Pen on paper

Z0x20) em

Artsvin Grigoryan's collection

Artsvin Grigoryan's collection

Matherhood, 1965

Qil on canvas

114565 em

Artsvin Grigoryan’s collection

Donara’s Portralt, 1964
Mixed media on paper
45:27.5 em

Artsvin Crigoryan's collection

a7

ARTWORKS AT THE EXHIBITION

The Blind, 1966
Family’s collection

The Book Reader . 1966
OH on cardboard foy
38x36 em

Artsvin Grigoryan’s collection

Family's collection

A Man and & Woman, 1971
Gouache on paper

50637 em

Family's callection

Youth, 1973

Sepia, varnish on cardboard
5848 cm

NCiA collection

Abu-Lala Maari

evon Abrahamyan’s rcrlrﬁ 1978
g‘.n uine on cnl::. h
T4x34.5 cm
MAMY collection

7

Linguist Gyozalyan's portrait, 1979
Sepla on paper

69, 5x48 em

MAMY collection

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

Wife's portrait (Matalia), 1981
la on gesso

130100 em

MAMY collection

Moka, 1982

o osso
mm om
Private collection

Still-life with Mirror, 1963
On gesso
113195 cm
Private collectio
By the Window, 1982
ki on

N5x35 cm
Private collection

Still-life with Flowers and Shell, 1981

Sepla on gesso
100130 em
Private collaction
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49

Artist Inna Olevekaya's portrait, 1983
@ oM

115294 em

NCA collection

Pietd, 1990

Foam board, wood, whitewash
NTxBE6 em

Private collection

7, 1990

Sﬁs.md charcoal on gesso
n om
Private coliection

Figuire, 1991

Mixed media on gesso
B0x65 cm

Private collection

Untitled, 1992

Acrylic on canvas

4030 em

Artsvin Grigoryan's collection

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

100291 em

MAMY collection

The Running Man 2, 1992
Acrylic, glued paper on canvas
IODxlﬂl!gclm

MAMY collection

=Ll

Composition 11, 1995

37.5x51.5 am

Pigment and Chinese ink on paper
MAMY collection

9, 1995
Chinese ink on paper
40x56 cm
MAMY collection

Untitled, 1996
Acrylic on cardboard
20x10 em

Family's collection

Two Resting Figures, 1991

and coal on gesso
1503 om
Private collection

Multidimensional Object, 1996
Painted wood

AB0xB0 cm

MAMY collection

Miiltidimensional Object, 2001
Acrylie, foam board

86x25x34 cm

MAMY collection

Multidimensional Object, 2004
Metal, stone

A8 2020 ud

MAMY collection
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