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The Most Important Is to Fill the Imagination: A Conversation with Grigor 

Khachatryan 
 

Although he’s lived in the United States since 2002, Armenian-born pianist and composer Grigor 
Khachatryan retains a deep love for his native land. It’s therefore not surprising that for Spirit of 
Freedom, his debut CD, he’s chosen Battle of Avarayr and David of Sassoun, sonatas he 
composed to illustrate two revered epics of Armenian history. But as proud as he is of his 
heritage, his passion for music embraces wider vistas. To trace his journey from musically 
sensitive child to dedicated performer and composer, we naturally enough began at the 
beginning. 
 
 
Was music an important part of your childhood? 
 
I come from a family that loves all kinds of music, however none of my immediate or distant 
family members are professional musicians. Growing up, I heard whatever my father was 
listening to while he was working at home in his jewelry shop. The music ranged from James 
Brown to Adriano Celentano [Italian singer/actor/film director, etc.], from Armenian dance 
music to Russian pop songs; however it was never classical music. The first time I heard a live 
classical concert was during my second year of studying piano, as my brother and I, along with a 
large number of top-class students who were studying in the same music school, performed a 
joint recital in the Komitas Chamber Music House of Yerevan. There for the first time I heard 
my upper classmates perform the music of Vivaldi, Bach, Mozart, and Haydn, and I knew I was 
listening to something special. Soon after this concert my first piano teacher, Nina Khachatryan, 
shared a set of LPs with me that changed my life. She clearly saw my love for music and wanted 
to expose me to it the best way she could. The LPs were of three celebrated pianists: 
Rachmaninoff, Richter, and Cliburn. I played those LPs tirelessly. When I came to the United 
States I brought them with me and still have them in my possession as symbols of my musical 
birth. 
 
In kindergarten you were already singing and accompanying yourself on a dhol (an Armenian 
percussion instrument), although you hadn’t had any lessons. 
 
Playing the dhol and singing came naturally. According to my Mom, when I was three years old 
I was entertaining people in the kindergarten with my singing and playing during the little 
birthday parties and theatrical events there. Generally, the music at Armenian weddings is 



provided by live musicians who play instruments such as the duduk, zurna, and clarinet, backed 
up by the dhol. I must have been influenced by such a wedding event, since according to what I 
am told I was playing the dhol with the direction and passion typical of dance tunes. 
 
Are you interested in Armenian folk music, and do you still like to sing? 
 
Yes, of course I am very interested in Armenian folk music. My family actively listens to a lot of 
instrumental and vocal music performed by traditional Armenian ensembles. One of my most 
favorite recent discoveries is Armenian Spirit, a CD published by Alia Vox featuring traditional 
Armenian chamber instruments in an unmatched sonic quality. Unfortunately, the only kind of 
singing I do publicly nowadays is through my 10 fingers at the keyboard. 
 
When did you begin to play the piano? 
 
I began playing the piano fairly late, at nearly nine years of age. Music was a completely 
secondary aspect of my brother Gabriel’s and my education. The intention was never for me to 
become a concert pianist. We did not even have a piano at home when my parents decided that 
we would start learning the piano. My parents’ philosophy was to give us a well-rounded 
education. I did everything ranging from painting to karate, from soccer to diving, from playing 
outside with my friends to being an excellent student at school, and they were all held up as 
equally important for my development. 
 
Public education, which of course was open for everyone, was vastly different from the 
specialized schools devoted to gymnastics, painting, and music. My musical studies started in 
September of 1995 in Barsej Kanachyan’s Music School of Yerevan. The music schools did not 
have open enrollment. One had to show musical talent and potential in order to be granted the 
privilege to study. We studied not only piano but accompanying, theory, singing, and music 
history. The vast majority of the terminology was in Russian. It was made clear to me from the 
beginning that obedience to the teachers and hard work was the only way to continue receiving 
this selective education. 
 
I also started studying with my first piano teacher from 1995 to 2002. Her name was Nina 
Khachatryan (no relation to me). She was a fantastic teacher and a difficult one to please. She 
had an acute sense of quality in all the aspects of piano playing. Initially, during our first 
meeting, she did not want to teach me or my brother. In her own words: “Boys don’t practice, I 
don’t want to teach boys.” My mom of course promised that we would be the exception. Before 
the age of 15, I had already developed into a capable pianist under her guidance, having 
performed concerti of Bach, Beethoven, and Grieg, along with a substantial amount of solo 
repertoire by Mozart, Schubert, Chopin, Rachmaninoff, and Shostakovich. During the last two 
years of my studies in Armenia, I became a prizewinner of two noteworthy piano competitions. 
It became obvious to my teacher that I needed to continue my musical education after graduation 
in the United States; however, the where and the how nobody knew at the time. 
 
Somehow you made it, though. 
 



I remember arriving in the United States like it was yesterday. I was 15 years old and entered the 
country on a student visa, proudly holding my I-20 form and ready to study. Although I did not 
know anybody when I came, I had a great faith that everything was going to work out in my 
favor. It was 2002, August 10, Saturday. My host family, Erv and Nancy Otte, picked me up 
from the airport. They were wonderful people who had previously hosted nearly 20 other 
exchange students. I was not an exchange student, however. Mr. Otte was my official guardian, 
who brought me to study music in the United States after hearing and being impressed by a VHS 
tape of my piano playing that my family had sent him. 
 
I could barely speak English, but the Ottes made my life very easy. Everybody liked me and was 
very kind to me in my high school, Bedford North Lawrence. I remember having a very difficult 
time adjusting at the beginning, but exactly a month later a simple musical performance would 
change my life. On September 11, there was a big convocation in the high school auditorium in 
memory of the victims of the 9/11 terrorist attacks. The Orchestra director, Guy Rumsey, asked 
me if I could perform a short piece fitting the mood of the event. I replied, 
“Beethoven’s Largo from op. 10, No. 3.” Mr. Rumsey said, “It’s a fine choice, but too long. 
When you come to the A-Minor cadence at the double bar line, stop there.” With some 
hesitation, I agreed. I stepped on stage the day of the convocation to perform for 3,000 students 
and teachers, perhaps the largest audience for which I have ever performed. I started 
the Largo movement of this beautiful sonata. I could tell that everyone was listening attentively. 
I knew that it was not just my playing, but the horrific event which was in peoples’ minds. I 
understood the power of programmatic music that day. As I was approaching the double bar line 
where I agreed to stop, I started thinking how awful it would be to stop there. The question in my 
mind was either to suffer for disobeying Mr. Rumsey or to destroy Beethoven’s composition. As 
I played the last chords before the double bar, it was clear to me that the music must go on and I 
simply could not stop. I performed the entire movement for an audience that was completely 
silent. I immediately made a name for myself that day in Bedford. Of course, Mr. Rumsey was 
stunned that I could keep everyone’s attention for 10 minutes. 
 
It was, in fact, Guy Rumsey who after this performance contacted Professor Brancart in Indiana 
University and arranged an audition for me. This story is a perfect example of how so many 
other times, serving music has saved my life and opened new avenues for my development 
outside of my control. I had no idea that Indiana University in Bloomington was only 40 minutes 
away from Bedford, Indiana. Mr. Otte and I came to know Highway 37, the road connecting 
these two towns, by heart as he, having only one hand, graciously and with pleasure drove me 
from Bedford to Bloomington every single week for piano and music theory lessons. I have 
always strongly believed that my calling in life was to be a musician, and I feel absolutely 
blessed by God to be able to make this dream a realization. 
 
Was Nina Khachatryan your most important piano teacher? 
 
I had two teachers: Nina Khachatryan and Luba Edlina-Dubinsky. They were both perfect 
representations of the Russian piano school. This is a piano school which takes music extremely 
seriously and demands complete devotion to high musicality and technical perfection. While I 
studied seven years with my first teacher, with Mrs. Dubinsky, I studied nearly double that time. 
 



Weeks after I arrived in the United States, my host family, Erv and Nancy Otte, took me to the 
Jacobs School of Music to audition for the then piano department chair, Evelyne Brancart, who, 
after hearing me play the G♯-Minor Prelude and Fugue of Bach and Chopin’s F-Minor Étude 
from op. 25, gave me a personal scholarship to study with her for a short term. This was unheard 
of in Indiana University, since everyone my age was studying in their hugely successful pre-
college program guided by Karen Taylor. After a couple of months, Professor Brancart 
recommended that I audition with Mrs. Dubinsky. She thought that since I have the Russian 
piano school in my blood, I would feel right at home with Mrs. Dubinsky, who graciously 
continued teaching me free of charge for another two years until I was admitted to the Jacobs 
School of Music. 
 
I remember very vividly our first meeting. Mrs. Dubinsky was a seasoned professor, a pianist 
who performed in every major city of the world, having given nearly 3,000 concerts during her 
lifetime and having recorded more than 50 CDs with Chandos. After hearing me perform 
Rachmaninoff’s Prelude in G Minor, op. 23, she said, “I will teach you, but can you play 
something else?” I replied, “I can play the D-Major Beethoven Sonata, op. 10, No. 3.” I started 
the sonata, seconds later in the left-hand parallel thirds passage she stopped me. “It has to be 
legato.” I replied, “I was told I can use the pedal instead.” She looked at me and then said very 
confidently, “My dear, if Beethoven writes legato, it must be legato.” I immediately loved her 
honesty and uncompromising truthful remark. 
 
She only allowed me to perform on stage for my sophomore recital after studying for four years 
with her. “You will play only when you play well,” she kept reminding me, as I struggled to hear 
a single compliment from her mouth for those four years. “It is improving” from her was enough 
to make me have a fantastic rest of the week. My programs during these four years included 
Bach’s C♯-Major Prelude and Fugue from Book I of The Well Tempered Clavier and the French 
Suite in G Major, the B♭-Major Sonata, K 333, of Mozart, three Sonatas of Beethoven, op. 2, No. 
2 in A Major, No. 3 in C Major, and the “Tempest,” Schubert’s big A-Minor Sonata, Chopin’s 
Third Scherzo and Étude, op. 10, No. 4, in C♯-Minor, Mendelssohn’s Songs Without Words, op. 
38, Schubert’s Impromptus, op. 90, No. 3, in G♭Major and No. 4 in A♭Major, Rachmaninoff’s 
Preludes in E♭Major and C Minor, and finally the First, Second, and Sixth Études of 
Moszkowski. While my fellow pianists were playing fast and loud, I was learning how to play 
legato, pianissimo, dolce, cantabile, and within a very specific and detailed framework of quality 
control. Studying with Professor Dubinsky developed a strong sense of security in me during 
those first four years, because if she was happy, then everyone was always happy with my piano 
playing. This CD release is dedicated to my very special teacher, Mrs. Luba Edlina-Dubinsky. 
 
When did you develop an interest in composition? 
 
I started composing several years after starting my musical studies in Armenia. I do remember 
having this voice in my head telling me I must compose. I did not need to compose, I did not 
even want to compose, and I surely have never in my entire life ever been encouraged to 
compose. It was actually the polar opposite. Everyone, starting from friends and ending with 
teachers, would ridicule my desire. Whenever a piano piece was not learned to the desired level 
of control, both of my teachers would immediately suggest that it is because of my useless 
compositional “endeavors” distracting me from what really matters. While listening to great 



pianists in concerts, instead of wondering how they were pulling off certain passagework with 
their fingers, I was instead wondering how Beethoven or Chopin became so amazing, as I was 
targeting my full attention to the compositions themselves. 
 
I always look for the profound in music. It is the number one element which gravitates my heart 
towards a certain composer. I think life is too short for someone in my profession to be listening 
to music which is simply pleasing and fun. Based on this search for the profound, as a pianist, 
my top 10 favorite composers list would without a single doubt be occupied with the names of 
Josquin des Prez, J. S. Bach, Mozart, Beethoven, Schubert, Robert Schumann, Brahms, 
Mendelssohn, Liszt, and Rachmaninoff. I love all genres of music; however, I have a special 
love for the string quartet and a cappella Renaissance vocal music because of the perfection of 
their tuning temperament. If I had to list the musical eras in order from the most favorite to the 
least favorite it would be Romantic, Baroque, Renaissance, Classical, and Modern. 
 
As a would-be composer, did you study with anyone at first or try to find your own way? 
 
Many people over the years have shaped me into a composer. Two professors at Indiana 
University left a particularly strong mark in my musical thinking. Professor P. Q. Phan was my 
composition teacher with whom I studied throughout my masters, diploma, and doctorate 
degrees, nearly six years. He had only one condition: “Grigor, no piano music from you. You 
need to think outside of the box.” I have to point out that I equally learned from a distinguished 
professor of theory, Frank Samarotto, with whom I studied an equal number of years, while 
taking all sorts of music analysis classes, including Schenkerian Analysis, as well as Renaissance 
and 18th-century counterpoint. I would not say that Professor Phan was against tonal music, but I 
don’t remember composing anything tonal under his guidance. Similarly, I would not say that 
Professor Samarotto was opposed to modern music, but I don’t remember analyzing a single 
piece by a modern composer under his guidance. 
 
These sonatas are your opp. 1 and 2: Will more works of any kind follow? 
 
I know it seems a bit self-important to give opus numbers to myself, considering the 
compositions are self-published at this time, but of course, many more will follow. I am hoping 
to find a reputable publisher who would be interested to publish my sonatas. 
 
Were these pieces preceded by others to which you didn’t wish to assign an opus number? It’s 
not unusual for self-critical composers to consider their early efforts unworthy for various 
reasons. Only when they’re satisfied with the level of skill they’ve attained do they want to 
release their works to the public. Taking self-criticism to extremes they’ve even been known to 
destroy their early manuscripts. 
 
You are correct in your assumptions, as these are by no means my first compositions, simply the 
first two that are worthy of attention. I strongly believe in a painful amount of revisions followed 
by thousands of more revisions. This sort of a process has made me into the composer I am. I am 
almost never satisfied with my work. How can someone publish anything after so many amazing 
composers which history has given to us without thinking and rethinking every single note and 
affect marking? “Good Music,” something which I strongly believe does exist in musical 



performance and composition, can never be achieved absent bitter and brutal hard work and self-
discipline. 
 
Does improvisation play a part in that regimen of hard work and self-discipline? 
 
Yes, it does. I serve as a church organist in Grace Lutheran Church in Fargo, and every week I 
improvise at the organ. Perhaps in the future, I will be bold enough to give public piano concerts 
with improvisation on the menu. Improvisation, unlike what the popular belief might be, deals 
much more with working within narrow frameworks, just like composition, than complete 
freedom. Improvisation is important to engage in for all composers, but perhaps even more so for 
all performers. This is one thing I do envy about jazz artists. They have kept this very important 
aspect of music-making alive, a custom which was a common performance practice throughout 
all centuries of human history. 
 
About the music you’ve composed for Spirit of Freedom: Are you “channeling” Armenian music 
to some extent, or would it be more accurate to consider such an influence subconscious? 
 
I am not consciously drawing my ideas from any specific musical tune, be it an Armenian folk 
tune or a Mozart aria. Musical ideas come to me naturally, but subconsciously. Of course, I am 
influenced by every single musical experience in my life. 
 
How do you see yourself as a composer and how would you like people to react to your music? 
Where do you think your music falls within the continuum of classical music? 
 
Great question. I have thought about this question my entire life. I choose to concentrate on 
working and improving myself. The perception other people have of me, including myself, will 
always change; it is a variable, so to speak, so logically speaking, why spend time on these 
pointless thoughts? What is not a variable is the quality or the lack of quality in the music as 
written, performed, or recorded. If there is quality in one’s works it will stand the test of time. 
That is true success. Perhaps it is an overly Romantic way of thinking, but how many of the great 
composers actually enjoyed true fame, the kind of recognition that they enjoyed after their death? 
Bach? Schubert? Certainly, none of them. So, what kept them going? I believe they knew exactly 
who they were and they served humanity with their lives. They are my models of true success. 
By the way, the exact same can be said for performers. 
 
As I listened to the Allegro Vivace from the C♯-Minor Sonata, I gradually became aware of a 
Bachian “voice” in the contrapuntal texture, culminating in the sort of extroverted runs familiar 
from his Toccatas and similar works. Did my ears deceive me? 
 
I love Bach. I have played his music every single year since my childhood. I always have loved 
his music and him as a person. He did so many things so well and yet managed to have many 
children and a successful family who elevated his legacy. David of Sassoun is packed with 
canons, which is why it resembles Bach’s music, as you correctly pointed out. The beginning of 
the second movement, which you are referring to, is a two-voice canon in unison in the right 
hand, with the left hand providing the bass line. The third and fourth movements have equally 



long stretches of canons, but in three voices. The last movement also has imitative counterpoint 
all over the place. 
 
I also had fleeting thoughts about Brahms in the same movement—again, is there anything to 
that or is it just my imagination? 
 
You have a great ear! Yes, of course, unintentionally, but many parts of the sonata will resemble 
the music of Brahms. I think what your ear is picking up are the low register bass lines, the long 
musical lines and the wide registral range. I also think that my music resembles Brahms in that 
it’s Romantic music dressed in Classical and Baroque forms and harmonies. 
 
In general though, I wasn’t often thinking of other composers when I heard your music, which I 
suppose is a good thing! 
 
That is a very interesting observation that makes me smile. I myself also believe that my 
compositions don’t necessarily sound one way or another, although they are purely rooted in 
tonality. This is not an active effort by any means. I believe we all have our unique musical 
voice, because we are all unique as human beings, but one needs to do a painful amount of 
polishing to make one’s own voice comprehensible. I think it is exactly the same in performance, 
by the way. Far too many people are concerned about originality. I believe it is impossible not to 
be original if the work is done correctly. And what is the correct way of working? Although a big 
question to get into, I think the first step is to have infallible respect for the composers and 
performers who stood the test of time and to study them obsessively. If one does not love the 
work of great people, he or she cannot possibly create anything worth loving. 
 
What would you like to tell us about the sonatas, their inspiration, form, and instrumental 
challenges? 
 
I view these two sonatas as two different movies, yet one experience spanning approximately an 
hour and a half. I think the Battle of Avarayr in F♯ Minor is more of the crowd pleaser, which is 
why I decided it should be the first disc, although it’s op. 2. David of Sassoun in C♯ Minor is a 
pianist’s feast, harder to understand, more challenging to perform, and great for the hands. If you 
can somewhat hide behind the pedal in the Battle of Avarayr, it will not save you in David of 
Sassoun. Make no mistake though, both are pianistically and musically extremely demanding, 
simply in different ways and with different rewards. 
 
I think that both sonatas explore unique ways in which a sonata form can be used. There are 
countless aspects I could talk about, but in the interest of time I will point out just two from the 
recapitulation of both sonatas. The first theme in David of Sassoun, which is a strict canon by the 
way, is in 4/4, yet the recapitulation of the exact same material is effectively in 12/8 and nearly 
double the speed. Battle of Avarayr has three different possible recapitulations after the 
development ends, two in A Major and one in F♯ Minor. The movement is ambiguous in its 
tonality from the beginning to the end. As listeners approach the recapitulation, they will have 
the freedom to interpret for themselves where the recapitulation actually lies. I myself hear all 
three to be equally valid, depending on the day. 
 



I do want to mention two aspects which have influenced these sonatas, other than the historical 
legends and the statues described in the booklet: my faith as a Christian and my love for horses. I 
love animals in general, but specifically horses. Horses are a symbol of power, grace, and beauty 
at the same time. Many movements of both sonatas are filled with all sorts of depictions of these 
wonderful animals. For example, from the beginning of the first movement of the Battle of 
Avarayr, one will hear the horse violently “neighing” and then racing and galloping at full speed. 
Lastly, let me talk about my faith. Armenia was the first Christian country in the world, having 
accepted Christianity as the state religion as early as 301 AD. Because of that faith, my nation 
has suffered extensively. Throughout the past 1,700 years or so, the Armenian nation fell under 
the influence of many empires and cultures, yet managed to keep its vivid identity for two 
reasons: our language and our faith. I am not ashamed of being a Christian, and I want to present 
both of these sonatas and the stories which accompany them to the whole world as a testament of 
my conviction in art, conviction which resonates with Bach. As people listen to this music, I 
want it to point to God and the profound truths of the Bible, history, and human sacrifice. I hope 
my music will move people to contemplate death and life, dictatorship and freedom, fear and 
heroic sacrifice, mystery and certainty, chaos and order, weakness and power, defeat yet victory. 
 
Have you performed them in public? 
 
The premiere took place on February 3, 2019, in Concordia College in front of a packed 
audience. During the premiere, a brief lecture was given, and the painting by Professor Heidi 
Goldberg, featured on the CD cover, was also revealed to the public for the first time. When I 
spoke to Professor Goldberg in connection with this interview, she kindly agreed to contribute 
the following remarks: 
 
“At the core, this work is influenced by three things: my work, the sculpture of David of Sassoun 
by Ervand Kochar, and the music of Grigor Khachatryan. My challenge was to represent the 
essence of the Kochar bronze, blended with what my ear was hearing in the passages of the 
composition Grigor played on the piano. A lasting sensation for me as I opened myself to the 
influence of the music and the sculpture was the powerful aspect of the works embodying the 
dynamic of power and determination in the face of obstacles. In the process of designing the 
image, I aimed for something direct (the underpinning representing the sculpture fairly closely), 
yet layered with obscuring, translucent marks. My recent studio work on imagery relating to 
borders, fences, and barriers (both physical and mental), which can confine or confuse also 
played into the resolution of the piece.” 
 
During the performance the painting was in front of the piano and during the intermission there 
was a brief exhibition. Throughout February and April, I continued performing the sonatas in 
many universities in the U.S. as well as in Shanghai, China. 
 
Was that a gratifying experience? 
 
I have to be honest and reveal that I don’t remember enjoying it much. It is nerve-racking enough 
to perform Beethoven’s 32nd in C Minor, op. 111, and wonder what the audience thinks of your 
playing, but now I was under the microscope as a composer as well. The concerts were long, 
nearly two hours with the lectures and intermissions, and they were always preceded and 



followed by “countless revisions.” Perhaps another reason which kept me from enjoying these 
concerts is that I viewed them as pure work in preparation for the recording sessions. Let me 
clarify that in contrast, the audiences always loved the concerts, and at the end of the day, that is 
what matters most, not my enjoyment. 
 
Given the inspirations for these pieces—famous battles and legendary heroes—how did you 
approach the intersection of music and history? 
 
I think that music and history can be paired exactly the same way that music and picture are 
paired in film. I look at all musical compositions as film. It is nearly impossible for me to 
perform any compositions by any composer without having a story in my mind which the music 
must inevitably depict. Considering history for a moment, of course, the more one knows about 
Armenian history, the more one will understand and enjoy the compositions. However, I do not 
think that this is a “must-have prerequisite.” In fact, it could be differently and equally rewarding 
if one fills the picture with one’s own imagination. The most important thing is to fill the 
imagination with some sort of a picture and not listen to the bare music by itself as a collection 
of pleasing sounds to the ear. Of course, ultimately, with a careful listener in place, it is the 
quality of the music which must spark someone’s imagination. No story in the world will save 
bad musical performances and/or compositions. 
 
So the sonatas are unequivocally programmatic? 
 
Yes, absolutely. The truth is I never wanted to give titles to these compositions. Sonata No. 1 and 
No. 2 was fine by me, the reason being that the titles already reveal so much about the music. 
But I decided to give them titles to encourage the whole world, including the modern Armenian 
youth, to research and educate themselves about the truths and values of our nation. As 
programmatic and thought-out as my compositional translation of these two stories are, and as 
much as I would love to talk about them, I don’t want to reveal details, because I believe the 
mind should be given its own freedom of interpretation. I will say this, though, both 
compositions are depicting seconds of the mind racing non-chronologically through the most 
memorable events of life, as the last breath is given in the heat of the battle for freedom. 
 
While I wouldn’t characterize your music as in any way archaic, I did at times sense an 
“ancient” presence behind the scenes. 
 
I think as music went through the centuries, from the basic monophonic chants to Renaissance, 
to Baroque, Classical, Romantic, and Modern, it became more and more vertical. I am of the 
belief that music should be composed horizontally, which is going all the way back to the 
Renaissance and their musical ideals. Perhaps this musical philosophy of mine, coupled with my 
inevitable Armenian-ness is coming out in the music, as I am unconsciously drawing from the 
literally ancient Armenian history, culture, and musical mindset of my nation, therefore giving an 
“ancient” shine to my music. 
 
Unfortunately I’m not very knowledgeable about Armenian classical composers, but one I do 
know is Aram Khachaturian. Is Khachatryan an alternate spelling of essentially the same name? 
 



I hear this question a lot. Aram Khachaturian in Armenia is known as Aram Khachatryan, 
because our last name is exactly the same in our language. Khachaturian is the “Russianized” 
version of the name, in the same way that the famous Armenian Romantic painter Hovhannes 
Aivazian’s name turned into Ivan Aivazovsky. It is a fairly common name in Armenia, and it 
means, “given of the cross.” I am also asked if I am related to the famous Armenian violinist 
Sergei Khachatryan, to which I reply no. 
 
Although you’ve been living in America for more than half of your life, do you maintain any 
contact with composers in Armenia? Are you interested in current trends in Armenian music? Do 
you have any wish to promote Armenian music in America? 
 
Most Armenians in the U.S. live either in New York or L.A. I lived my entire life in the United 
States in Indiana and currently in Minnesota, neither of which locations gave me the privilege to 
be connected to the Armenian community. I do not have contact with composers in Armenia, but 
I have performed many compositions by Armenian composers. I am not interested in the current 
trends in Armenian music, because they are completely disconnected from our rich musical 
heritage. There are, of course, exceptions here and there, but not enough to make a difference. 
 
You’re married to a musician: Do you perform together? 
 
Dina Maria Neglia-Khachatryan, my lovely wife, holds a doctorate degree in violin performance 
from the Jacobs School of Music, Indiana University. Together, we perform concerts throughout 
the world. I am proud of the concert repertoire we have in our fingers, and I am hoping to make 
recordings with her very soon. 
 
I was surprised to see you credited as the CD’s audio engineer. What led you to this dual 
career? 
 
When I was a student in Indiana University, I asked professionals to record my live recitals. 
They would charge hefty amounts of money and do a terrible job. After a while I got fed up with 
that and realized that I could do these recordings myself. After a while, when my friends saw 
how good my recordings were, they would ask if I could record their recitals, and so I gained a 
lot of experience. In addition, I started a YouTube channel several years 
ago, YouTubeConservatory, which gave me even more experience. 
 
After serving your apprenticeship, shall we say, with your college friends, have you moved on to 
recordings for professional musicians? 
 
No I have not, but I hope to do so in the future. 
 
Besides being a composer and pianist, you’re also a teacher. 
 
I have nearly 12 years of teaching experience at the university level. Six of those years I taught 
in Indiana University as an Assistant Instructor of Piano, the other six in Concordia College, 
Moorhead, where I work as an Assistant Professor of Piano. I am absolutely blessed to have the 
opportunity to teach music every day of my life. It is one thing to perform a concert in front of a 



public who does not know you and has one hour to connect with you, and an entirely different 
thing to build a relationship with students through the years, have the opportunity to talk about 
the most fascinating truths, mysteries, and beauties of music and to see them progress. A 
complete musician must be a great performer, composer, and a teacher. These three are 
inseparable, in my opinion. The unfortunate separation of these three is what has caused the 
downhill spiral for all three of these disciplines throughout the last century. 
 
What was your experience like with Albany Records? 
 
Albany Records was so kind to me from the very beginning. I contacted them mid-way in 2018 
on the recommendation of my friend and colleague, Professor of Piano John Roberts, department 
chair at Concordia College, who had previously recorded a CD with them of the music of 
American composer Alec Wilder. Albany Records wanted to hear the music before making a 
commitment, and after hearing the live performance recorded at the premiere, they were thrilled 
to have me on their roster. I have only gratitude towards Albany Records and would highly 
recommend them to composers who are looking for a reputable label to work with. 
 
Any plans for future recordings? 
 
I would love to keep the momentum going. After these two large-scale sonatas, which are 
extremely demanding of the performer as well as the audience, I want to turn my attention to 
composing and recording miniatures, a set of compositions for solo piano as well as for the 
violin-piano duo. 
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of Sassoun” • Grigor Khachatryan (pn) • ALBANY 1795/96 (2 CDs: 89:46) 
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