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THERE ARE NO SUCH THINGS AS GREAT OR SMALL
THEMES; THERE IS ONLY THE ARTIST, THE CREATOR, WHO
SEEKS, BY MEANS CHOSEN TO SUIT HIS TEMPERAMENT AND
HIS OUTLOOK, TO DISCLOSE HIS INNER WORLD, THE WORLD
OF FEELINGS AND EXPERIENCES HE HAS LIVED THROUGH.

Minas Avetisian

Austere and majestic is the beauty of Armenia. Bathed in light and colour, pampered and
caressed by the sun beneath whose strong rays the whole earth comes to life, this land has
given the world not a few talented painters.

By the Middle Ages the Armenian miniaturists had created priceless masterpieces which
have retained their freshness and brightness to the present day. Over the centuries an acute
sense of colour became one of the distinctive features of Armenian painting. At the beginning
of the twentieth century the patriarch of Armenian art, Martiros Saryan, developed this aspect
of the nation’s painting on a new basis.

The artistic culture of the Armenian people was reflected even in the craftwares of simple
peasants. In making all kinds of articles of daily use they did not think about beauty: for them
feeling beauty was just as natural as tilling the soil or bearing children. Carpets, woven by the
calloused hands of village women, are striking in their skilful choice of variegated colours.

The creative activities of young artists are like a mirror reflecting all the processes which
take place in the development of a national culture. Young artists are especially responsive to
the changing winds of time; their works embody the most essential and enduring new
tendencies, clearly revealing both the strong and the weak sides of their artistic searchings.
Getting acquainted with the art of a new generation one cannot but feel both the spirit of
innovation and the strength of tradition, both elements of the future and ties with the past.
One can ascertain how the national artistic heritage is being absorbed and to what extent it
serves the needs of today. Most significant in this respect is the work of the Merited Artist of
Armenia, Minas Avetisian, about whom Saryan wrote the following: “If you ever come to our
part of the world, have a look round the picture gallery and the studios of our artists. Drop in,
for example, on Minas Avetisian. His canvases are a bright, impressive hymn to the sun; they
will tell you how beautiful our southern land can look to the eyes of the attentive traveller.”

Minas Avetisian was born on the 20th of July, 1928, in a little Armenian village — Djadjur —
one of the few villages of the republic which possesses neither historical monuments nor
anything else of special interest. But here in every house one can find both articles of everyday
use and personal adornments, that have been passed on from generation to generation and
made with a high degree of craftsmanship which at times attains the level of true art.

In Avetisian’s parents one found qualities that have persisted for many generations in
village families: strength of character, a hale humour, the trustworthiness and reliability which
one always feels in people bound to the soil. These features characterize Minas Avetisian too.

Leningrad, with its Academy of Fine Arts and its Hermitage, played a significant role in
Avetisian’s becoming an artist. Avetisian always remembers with gratitude his teachers,
Johannson, Zaitsev and Khudiakov: they never hindered the natural expression of his own
artistic individuality.

Both in his student years and after graduating from the Academy, Avetisian travelled
widely around Armenia, eagerly seeking out historical monuments; he studied the Armenian
miniature and the works of the greatest Armenian artists, above all, Saryan’s.



GRIEF. 1972. Charcoal and Indian ink on paper. 43 x 36 cm. The artist’s collection

CKOPBb. 1972. Bymara, yroms, Tymib. 43 x 36. CoOOCTBEHHOCTb aBTOpa

Avetisian’s real emergence as an artist was at the “Exhibition of Five” in Yerevan (1962),
where he revealed himself as a mature painter with a bright individuality. Numerous specialists
and visitors to the exhibition thought highly of his work. In the presence of a large group of
visitors and representatives of the press, the French artist Jean Lurcat exclaimed: “This artist
rivals France’s best painters.”



Tradition is anything but repetition. The best tribute to tradition is to add something new,
something of one’s own artistic personality to what has been created over the ages.

Avetisian follows the national traditions in painting, yet he never resorts to slavish
imitation or stylization. But he shows great freedom and originality in his use of means of
expression found in the work of ancient miniaturists: bright sonorous colours, coordination of
pictorial tension throughout the entire surface of the canvas, rhythmic arrangement of lines,
the static quality of representation, and the absence of perspective. And this is quite natural:
like any artist of great talent, Avetisian has achieved an understanding of reality not so much
through the study of the work of other masters, as through his own perception and
interpretation of life.

One has but to visit Djadjur once to realize how much Avetisian is bound to the natural
surroundings in which he was born and how these natural surroundings, much more than any
other sources, have contributed to his making as an artist. Nature around Djadjur is stern and at
first glance unattractive. There is an absence of spectacular beauty, but nonetheless one cannot
walk indifferently through the narrow streets of the village without stopping in delight before
the squat little houses and their fences, made more often than not out of rough stone, and so
merging with the surrounding nature that they seem to have been born together. A childhood
spent in the village, work in the fields under a mercilessly scorching sun, the tales of the old
men — all these were not only a school of life, but also a school of art, shaping the artistic
outlook of the youth. It was precisely this sort of schooling that led to the creation of works
imbued with an authenticity which is not just a mere copy or imitation of reality, but the very
essence of the art of all peoples and all ages. Avetisian himself declared: “The artist who blindly
copies nature is like a priest who mechanically mumbles the words of a prayer without
penetrating to their essence. Without thinking about the sense of the words the priest repeats
what was created before him. But nature is not a book, and not a dogma; each person can open
her treasures only with his own key. Only an artist of passive perception reproduces blindly
what he sees in his visual environment.”

Avetisian’s method differs from the method of plein-air painting which was once
widespread in Armenian art. For him working from nature is no more than a preliminary stage.
In the creation of a work of art neither nature, nor great masters of the past, nor colleagues
should dominate the artist. Only in his studio, in front of his canvas, does he get down to the
real job.

Before him are the bright, unmixed colours and, by juxtaposing and distributing them
appropriately, he must force these colours to sing intensely and clearly; after all, of all the
elements of design the artist works with, perhaps colour has the greatest emotional impact on
the spectator. To paint a certain house, tree or mountain cannot be and is not an aim in itself. It
is important to create out of all the design elements a single image, revealing the essence of the
subject, and reflecting the artist’s own individual vision of the surrounding world.

Great emotional unity distinguishes Avetisian’s landscape Djadjur (1960), which can be
properly numbered amongst the most significant works of contemporary Armenian painting.
The canvas is emotionally and logically unified by the use of generalized shapes and stylized
choice of colour. The tension and the buoyancy of this painting’s colour scheme are
exceptionally high. The dynamic of the landscape does not emerge through the expressive
quality of the lines, but stems from the composition and is reinforced by the colour
relationships.

In his subsequent landscapes the artist often makes use of the same rural motif. Utterly in
love with his native land, Avetisian shows the poetry and the life of the village in the beauty of
its twisted, yet strong, thickset trees, in the clay walls of the houses, in the shadows of the
narrow little doorways which in winter lead into the warmth, and in the hottest days of



summer, into the cool within. Sometimes he introduces people into his landscapes. In these
canvases everything is rough — both the outlines and the painting; the heavy blobs of paint
resemble the stony Armenian soil. In one of the Armenian newspapers, reproductions of two
landscapes — End of September by Saryan and Avetisian’s Djadjur — were presented side by
side, with a photograph recording a moment of friendly conversation between the two artists.
This photograph gives one food for thought. Not so very long ago it was fashionable to discuss
the problem of “fathers and sons”, there was talk of the contradictions which were said to exist
between the representatives of different generations. Such assertions have no real foundation,
for the strength of Soviet society lies precisely in the continuity of national traditions. It is not
by chance that Soviet youth loves Saryan nor that he has spoken so warmly of Avetisian:
“Artists paint the dawn. The dawn is a mood, it is light and darkness merged into one, and very
few dare to paint the sun. With the sun everything is very sharp, the sun distorts usual shapes,
displaces lines — to capture and render all this in colours is difficult. Avetisian is not afraid of
brightness — he has taken a step into the world of the sun. He must go further, without
repeating himself, he must not stop...”

THE ARTIST'S MOTHER. 1973. Pencil on paper. 36 x 44 cm. The artist’s collection
MOS MATD. 1973. bBymara, kapaamani. 36 x 44. CoOCTBEHHOCTh aBTOpa



Avetisian is one of those Armenian artists who put the colour back into painting. “Put the
colour back into painting” — such an expression might seem strange, but if you go into the
Matenadaran and look through the yellowed pages of the ancient manuscripts there, you will
understand what is meant: there on the parchment, in all their splendour, shine the bright,
sonorous colours — blue, yellow, green, red...

Colour plays an enormous role in the work of Avetisian. Some of his pictures are
unequalled in contemporary Armenian painting in the intensity of their colours. In itself, of
course, the intensity of colours has little meaning. Colour harmony is determined by the proper
correlation of colours. Only in the hands of a sensitive artist do colour combinations serve a
creative purpose. The resonance of a colour is generally affected by the colours surrounding it.
It is precisely the surrounding colours that either deaden its intensity or lend it greater force.

DUSK. 1973. Charcoal and sanguine on paper. 36 x 48 cm. The artist’s collection

CYMEPKMU. 1973. bymara, yromns, canruta. 36 x 48. CoOCTBEHHOCTb aBTOpa

The colour scheme in Avetisian’s canvases acquires full independence, which does not
mean at all that it is not subject to certain laws. This independence is evident only in respect of
nature, for Avetisian does not mechanically transfer onto the canvas the colour of the objects
he paints. He distributes his colours so as to form harmonious combinations. Such a free use of
colour in no way conflicts with the artist’s imaginative treatment of reality; on the contrary, it
serves it. The portrait gallery created by Avetisian is varied. The ability to generalize is the
feature which characterizes his best portraits. Thus, for instance, the Portrait of the Artist’s
Father (1965) is first and foremost a portrayal of a working man. The tired, but strong and large



hands of a peasant, the slight incline of the head, the intelligent face, the careless appearance
— all this aptly reveals the character, brings out the basic qualities in man.

The artist often paints portraits of women. With all the diversity of types, all the women
portrayed by him are endowed with the same mood of thoughtful sadness. Obviously this is not
so much an indication of the inner state of the model as of the artist’s personal perception of
the world, connected — and we shall talk more of this later — with the terrible events of the
1915 massacre of Armenians.

In his self-portraits Avetisian attempts to widen the usual conception of this genre. The
picture entitled The Artist (1963, lost) was painted by Avetisian over a period of some years; he
kept making changes to it until he had achieved the desired quality. Kaverin, an eminent Soviet
writer, recalls: “On two occasions | visited the studio of the young Armenian artist Avetisian,
and | must say that here is a painter who will go far, a remarkable man. He has produced some
real masterpieces. First of all | would mention his picture The Artist — a portrait of amazing
force”.

How differently have artists portrayed themselves throughout the ages! With brush and
palette, with their wives on their knees, in their best clothes, in a crowd of people, with their
favourite model... Rarely does one see a portrait of an artist with an “unaesthetic” sprig of
thorn in his hand. Such a seemingly fortuitous detail in many ways characterizes Avetisian’s
attitude to life. The poetry of his work is as harsh as the land whose praises he sings. The coarse
texture of this self-portrait brought to the viewer’s mind the rust-coloured autumnal foliage,
the black Armenian tufa, and the rough stony soil of Armenia.

Painting is in no way obliged to be pessimistic or optimistic — it is more important that it
be wise. It is precisely an atmosphere of wise peasant unhurriedness which emanates from the
Self-portrait with a Sprig of Thorn (1967). The painter does not separate himself from the
people of his native village, hardened by sun and wind. On the contrary, he constantly
underlines his affinity with them, insisting that the work of the artist is just as heavy and just as
noble as the labour of the ploughman or the mason.

One must number amongst Avetisian’s best works the Portrait of the Artist’'s Mother
(1967), surprisingly profound in its psychological insight. It is painted from memory and
permeated with an atmosphere of light poetic sorrow.

The artist several times takes up the motif of “the girl by the window” and every time
approaches it differently, not infrequently uniting landscape, portrait and still life. Morning
(1965) is painted in a cold colour scheme to which Avetisian often had recourse in those days.
The picture shimmers with some sort of inner life. A subtle silver-blue creates an effect of a
clear mountain morning.

A few of Avetisian’s main canvases are devoted to the past of his people.

It was by pure chance that the artist’s parents escaped the 1915 massacre. Not far from
Djadjur several thousands of people were killed in a ravine. The generation which saw these
terrible events with their own eyes is still alive. Often on winter evenings, sitting by the hearth
of his village home the artist heard the accounts of eye-witnesses. Perhaps this is why a
dramatic note is perceptible in many of his works. Laconicism, reserve and thoughtfulness are
characteristic for the artist too. The dramatic quality in Avetisian’s history paintings is a tacit
tribute to the memory of the dead.

To the most significant canvases of this cycle belongs the picture The Road: A Recollection
of My Parents (1965 — 67). Unfortunately, like many of his other works, it perished in the 1972
fire.!

" In the night of the 1st of January, 1972, while the artist was in Djadjur with his family, his Yerevan studio
was burnt down together with a large portion of his best canvases selected for a one-man show. Many of the
artist’s works no longer exist and are reproduced in this album from photographs taken earlier.



The picture tells of the tragic events of 1915. This theme, thoroughly elaborated by the
artist, was varied by him several times before the final version came to maturity.

The dramatic quality is here achieved not by the depiction of horrors; the artist is far
removed even from the thought of re-creating some actual episode, although he studied many
archive materials, photographs and documents. The ravaged earth seems to have drunk in the
streams of blood; above it restless grey clouds hang threateningly. The severity of the
landscape reinforces the dramatic element. Women alone are shown in the canvas, each one
immersed in her own grief, each one thinking in isolation of her own misfortune, but all of them
united by a terrible fate.

After the profound shock inflicted on Avetisian by the burning down of his studio, which for
a time brought his creative activity to a halt, the artist actively engaged in work and produced a
series of significant canvases, among them Meditation (1972), displayed at the republic’s
exhibition, and Baking Lavash (1972, the All-Union Art Exhibition in Moscow: “The USSR — Our
Homeland”). Especially notable is the latter picture with, in the words of an art critic in the
newspaper Pravda of the 28th December, 1972, its magical colour harmony and optimism; it is
a picture linked with the traditions of the national style of painting and the best tendencies of
contemporary progressive art.

Avetisian’s work has found recognition both in the USSR and abroad. His paintings have
been exhibited in many cities of the Soviet Union, in the German Democratic Republic,
Czechoslovakia, Yugoslavia, Bulgaria, Hungary, Turkey, the USA, Canada, France and Austria.
Numerous comments in the press, monographs and essays on the artist bear witness to the
great interest aroused by his art. In connection with his one-man show in Moscow, the
magazine Soviet Union recorded: “This is a very Armenian artist. And very modern. By the word
‘modern’ fairly often and, of course, incorrectly is understood: subject to all the fleeting winds
of fashion.

No, Minas Avetisian is not such a one. Rather he is traditional. Tradition means singing
praises of one’s land, one’s earth, one’s rocks (after all Armenia stands ‘all on rocks’), but
mainly of one’s people. And this love of Armenia is communicated to the viewer in bright,
sonorous colours. Stand before Avetisian’s canvases and you can say: | have been to Armenia, |
already know a lot about it... Recently his colours shone for Muscovites too: the exhibition of
Minas Avetisian in the Museum of the Art of the Peoples of the East went off with great
success.”

Avetisian belongs to those modern Armenian artists who prove, as did Saryan in his time,
that one can be useful to one’s people, expressing its hopes, in all sorts of ways, but with one
absolute condition — in a language worthy of art. The artist happily combines such qualities as
talent, professionalism, a rich imagination and charm. Almost everything his hand touches is
painted with great taste and dignity; in his works is perceptible that breathing of the earth
which characterizes the most talented national painters.

The art of Avetisian is a realization of those possibilities for the revival of Armenian culture,
art and science, which have been created by our country’s national policy based on Leninist
ideas.



HET MA/JIbIX W BO/JIbLUNX TEM. ECTb XYAOMHUK,
TBOPEL, KOTOPbIFI  COOTBETCTBYHOLUMMW  CBOEMY
TEMMNEPAMEHTY, MUPOINOHUMAHUIO BbIPASUTE/IbHbIMMW
CPEJICTBAMMW CTPEMMUTCA PACKPbITb CBOE BHYTPEHHEE,
MPOXUTOE N TTPOYYBCTBOBAHHOE.

MuHac AsemucsH

ApMeHUA u3gpeBne CNaBUTCA CBOMMW KuBonucuamu. Mpupoaa CypoBOM M KpacusoM
CTPaHbl HACTO/IbKO HacblleHa CBeTOM W uBeToM, M3banoBaHa M obniackaHa CONHUEM, Moj,
CUNbHBIMM JIy4aMM KOTOPOTO OXKMBAET LLEeAPbIMU KPAaCKaMM BCA 3eM/IA, YTO HE MOT/10 He bbiTb B
HeW TaNIAHT/IBbIX *KMBOMUCLLEB.

Eweé B cpeaHMe BeKa apMAHCKME MUHWUATIOPUCTbI CO34aam HecueHHble weaespbl, 40 CUX
Nnop COXPaHMBLUNE CBOKD CBEMKECTb U APKOCTb; MbILLEHWNE UX YAUBUTE/IbHO CO3BYYHO UCKAHUAM
COBPEMEHHbIX XYAO0XKHWKOB. OBOCTPEHHOE YyBCTBO LiBETA HA MPOTAMEHWW CTONETUA CTANO
OZHOM U3 onpeaenstowmx YepT apMAHCKOM KmBonucu. B Hayane XX BeKa naTpuapx COBETCKOro
apMAHCKOro nckycctea MapTtupoc CapbAH Ha HOBOM OCHOBE Pa3BWUA TEHAEHUUM HAaLMOHANbHOWN
YKMBOMUCH.

MnBonucHas KyabTypa apMAHCKOrO HapoZa NposBAsANAchk U B U34EMAX NPOCTbIX KPECTbsAH,
KOTOpble CO34aBasM BCEBO3MOXKHbIE NpeaMeTbl ObiTa, He aymasa 06 ux KpacoTe cneumanbHo;
C034aBaTb NPEKPACcHOe ANA HUX TaK »Ke eCcTeCTBEHHO M MPOCTO, KaK NaxaTb 3eMJI0 U POXKaTb
Aeteli. KapneTbl, COTKaHHble OrpybeBlIMMM PYKAMU [LEPEBEHCKUX KEHLWMH, MOopaKatoT
yMeHuem noabupatb camble HEOXWAAHHble, TEOPETUYECKU, Ka3anocb Obl, HECOBMECTUMbIe
LBETOBble OTHOLWEHWA, TAPMOHMEN U eCTEeCTBEHHOCTbIO NOAOOHbIE CaMOM NPUPOLAE; OHU CTO/b
YK€ BOCXUTUTE/IbHbI, KaK KPacuBbl ONepPeHNA NTUL, NN OPHAMEHTbI Ha KpblnbAax 6aboyek.

TBopuecTBO  MONoOAbIX  geAaTene  WUcCKycctBa  —  cBOeobpasHbii  HapomeTp,
AEMOHCTPUPYIOLWMIA COCTOAHME TON UAN MHOW HALMOHANbHON KynbTypbl. Monoable 0CO6eHHO
YYTKO pearnpyloT Ha BeAHMA BpPEeMeHW, WX MPOU3BeAEeHMA CBUMAETENbCTBYIOT O Haubonee
CYLLECTBEHHbIX M MEPCNEKTUBHbIX TEHAEHLMAX, HAFNALHO BbIABAAIOT KaK CUbHblE, TaK NOPOM M
cnabble CTOPOHbI XyA0XKEeCTBEHHbIX MOMCKOB. 3HAKOMACb C MCKYCCTBOM HOBOIO NMOKOJIEHUA, CO
BCEM, YTO B HEM ecTb Hambonee TaNaHTAMBOro, OPUIMHANLHOIO, CAMODObLITHOrO, HeNb3A He
NMOYyBCTBOBATb M HOBATOPCKUIN AyX U CUAY TPaauuun, yepTbl Byaywero n cBasM C NPOLWbIM;
MOXHO OnpeaennTb, HACKONIbKO CEePbE3HO M OPraHMYHO OCBAMBAETCA Hacieaue Hapoda U B
KaKoM mMepe OHO CAyXMUT 3afadyaM cerogHAwHero AHA. B 3atom cmbicne TBOpYECTBO
3aCNY)KEHHOrO XYyAOXKHWKA pecnybankm MuHaca ABeTUCAHA, B KOTOPOM 4epTbl HOBOTO,
Pa3BMUBAIOLLETOCA, ABAAKOTCA OPraHUYHbIM U NIOTUHECKMM  MNPOAOJIKEHMEM  TPALULNIA
HAaLMOHANbHOM XYAOMKECTBEHHOM KyNbTypbl, NpeAacTaBnafeT 60nblWyl LEeHHOCTb B 0bwem
Pa3BUTUN COBETCKOM apMAHCKOM xueonucu. Hegapom CapbaH nucan: «byaete B HalWMX Kpasax
— nobbiBanTe B ranepee, B MACTEPCKUX XYAOXKHWUKOB. 3anaute, Hanpumep, K MwuHacy
ABeTUCAHY. Ero nonoTHA — 3TO APKMM M BMNEYATAAIOLMIA TMMH COMHLLYY, OHW PACCKaXKyT Bam,
KaKMM NpeKpacHbIM NPeACTAET OXKHbIM Kpal rnazam BHUMATENbHOTO NyTHUKa».

MwuHac AseTtucaH poaunca 20 uions 1928 roga B OTAANEHHOM M B OOLEM HUYEM He
npUMeyaTeNbHOM apMAHCKOM aepeBylwKke — [KagKyp — OAHOW M3 HEMHOIMX AepeBeHb
pecnybanKu, rae HeT UCTOPUYECKMX NAMATHUKOB M 0cobblx AocTonpumeyvaTenbHocTer. OgHaKo
B KaXgom pgome beperyT Kakue-TO npegmeTtbl 6biTa, M3genva MNPUKNASHOTO WMCKYCCTBA,
yKpalweHua, nepexogdAwime M3 NOKOSEHMA B MOKO/AEHWe, MPOou3BeAeHUA TOHKOro pemecna,
aoxogAwero go 6onbworo Uckycctea. B 6bITy natpuapxanbHoi cembn MwuHaca ABeTucsHa
COXPAaHWINCL MHOTME M3 4YepT, KOTopble BEKaMW HaKanaMBaaWcb B Hapoge M 0cobeHHOo
YKOPEHUNUCb B AEePEBEHCKMUX CEMbAX, — 34ECb YBAXKAlOT NpaBay, MOHUMAIOT U LEHAT OMOP.
PaboTta, cBA3aHHaA C 3eMNEN, eCcTeCTBEHHOCTb WM NPOCTOTa B 06palleHUM BOCMMUTLIBAKOT



Ye/I0BEKA TaKMM XKe HaCToAWMM, KaK U OKpyXKakwwaAa ero npunpoaa. TBép,CI,OCTb XapaKTepa,
A06pblﬁ IOMOpP, Ta NOA/IMHHOCTb, KOTOPYIO BCeraa owyulaelwb B n04Aax, CBA3aHHbLIX C 3eMJ'Iél7I,
XapPaKTepU3YyHT N 3TOIo XXnsonucua.

NEIGHBOURS. 1973. Pencil on paper. 38 x29 cm. The artist’s collection
COCEJKMU. 1973. bymara, kapannani. 38 x29. CoOCTBEHHOCTh aBTOpa



3HAYMTENbHYIO POSb B CTAHOBNEHUU XYAOMHUKA CbIrpann JIEHUHIpa4 € ero HM C Yem He
CPaBHUMbIM O4yapoBaHWeMm, ISpmuTax W AKagemua xyaoxects. MwuHac Bcerga c
6narogapHocTbio BCOmUHaeT apysen no UHctutyty mmenn W. E. PenunHa, cBoux yuutenein
b. B. MoraHcoHa, A. [. 3aiiueBa, /1. B. Xyaskosa, KoTtopble, 0by4yaa cTyAeHTOB MacTepcTBy, He
MeLla I eCTeCTBEHHOMY NPOABAEHUIO X TBOPYECKOM IMYHOCTM M TaNaHTa.
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ON THE BALCONY. 1973. Pencil on paper. 30 x 36 cm. The artist’s collection
HA BAJIKOHE. 1973. Bymara, kapannaimi. 30 x 36. CoOCTBEHHOCTh aBTOpa

M B cTyaeHYeCcKue rogbl, U NOCAe OKOHYAHWUA MHCTUTYTa MUHAC MHOTO e3aun no ApmeHun,
C KaAHOCTbIO M3yYan ApeBHEeNLne U COBPEMEHHbIe UCTOPUYECKME MAaMATHUKKM, BoOpaBime B
ceba myapocTb HapoAa, ero reHni, 1 APMAHCKYI0O MUHUATIOPY, BNUTbIBAN AyXOBHOe HOraTcTso,
CO34aHHOE KPYNMHEeNLWNMMN apMAHCKUMUN XYAOKHUKAMK U npexae Bcero CapbAHOM.

HacToAwee oTkpbiTMe MUHaca Kak XyA0XKHMKa NPpOn30LWNIo Ha «BbicTaBKe nATU» B EpeBaHe
(1962), roe oH npeacTan 3penbiM }KUBOMUCLLEM APKON MHAMBUAYaNbHOCTU. Ero nponsseneHus
NONYYM/IN CaMyHO BbICOKYH OLLEHKY CO CTOPOHbI MHOTMOYMUCAEHHbIX 3pUTENEN U CNELNANNCTOB.
MN3BecTHbIN PppaHLy3CKUIA Xya0KHUK HKaH Jllopca B NPUCYTCTBUKX BOJbLLIOKN Tpynnbl NOCeTUTENEM
BbICTAaBKM W NpeacTaBUTENein Npeccbl BOCKAMKHYA: «ITOT XyAOXHMK Mor Obl comepHMYaTb C



NydWMmK Kuonucuamu ®PpaHumm». He BCE, 4TO MMeeT BO3pacT, CTAaHOBWUTCA WCTOPMUEN.
Jlydwasn gaHb TpaguumMm — BHOCUTb HOBOE, A006aBNATb CBOE K CO3A4aHHOMY BeKamu. Tpagmums
— MeHbLLEe BCEro B MOBTOPEHUM.

MuHac cneayeTt TPaauLMAM HaLMOHANbHOW KMBOMUCK, HE NpeBpaLLlascb B CTUIM3ATOPA,
HEe UMUTUPYS e€. Ho Takne NpUHUMMbI XYA0XKECTBEHHOIO MbILW/IEHUS, KaK OTKPbITbIA 3BYYHbI
UBET, pPaBHOMEPHAss KOOpAMHAUUS XMBOMWUCHOFO HaMPsKEHUA MO BCEMY MNPOCTPAHCTBY
NONOTHA, PUTMWYHOCTb JIMHWIA, CTAaTUYHOCTb WM300paxKeHua, cBoeobpa3Has nepcrneKkTUBa
NepeKkNMKaTCs C PeleHUsMN, XapPaKTepPU3YIOLWMMU XYAOKECTBEHHYIO CUCTEMY ApPEBHUX
MUHWATIOPUCTOB. DTN YepTbl B TBOpYecTBe MuHaca BbipaxKaloTcs B cBOOOAHOM NpPOABAEHUU
MHAMBMAYANbHOCTU 6€3 NPETEH3UM HA PO/Ib KMPOAO/IKATENA» NN K3aYMHATENAY.

T8

AFTER THE RAIN. 1973. Pencil on paper. 36 x 46 cm. The artist’s collection
[TOCJIE JOXOA. 1973. bBymara, kapanaamt. 36 x 46. CoOCTBEHHOCTb aBTOpa

HaunoHanbHoe B MCKycCTBe BbiaBAAETCA Baarogapsa APKUM MHAMBUAYANbHOCTAM, OAHAKO
OHO He MOXeT GUKCMPOBATLCA KaK OAHaXAbl NPUHATOE 3acTbiBwee noHATUe. ONA UCTUHHO
TaNaHT/IMBOrO Ye/I0BEKA, KAKMM, HECOMHEHHO, ABAAeTcA MUWHAc, N0O3HaHWe AENCTBUTENbHOCTU
MAOET He TO/MIbKO U He CTO/IbKO Yepes3 M3yyeHue CO34aHHOro APYrMMWU MacTepamu, CKOMbKO
yepe3 cobcTBEHHOE, MNPOYYBCTBOBAHHOE HEMOCPEACTBEHHOE BOCMPUATME U  OCMbICAEHUE
KUBHU.

JoctatoyHO oaMH pa3 nobbiBaTb B [)KagKype, 4TOObl MOHSATb, HACKO/IbKO OPraHMYHO
cBazaH MwuHac ¢ poaHOM NPUPOAOA M HACKOMbKO OHa 6osblle Apyrux MCTOYHMKOB
cnocobcTBOBaAsa POXKAEHUIO U CTAHOBIEHWUIO XYA0XKHUKA.



Mpupoaa AxKaarKypa CypoBa, acCKETUYHA W AaKe Ha NepBbli B3rnsg HenpurasaHa. B Hei
CoBepLIEHHO OTCyTCcTBYET 3¢ EKTHAA KPAaCUBOCTb, HO HEBO3MOMHO PaBHOAYLIHO NPOXOAUTb MO
TECHbIM Y/IO4KAM U TPOMUHKAM, He/b3s He OCTAHOBUTLCA B BOCXMLLEHUM Nepes HU3EHbKUMM
NPU3EMUCTbIMU AOMWKAMW U OrpaZaMu, C/IOXKEHHbIMKM Yalle BCEro M3 HEeTECAHOro KamHA, u
HACTO/NIbKO CNMBLUMMMUCA C OKPYrKAKoLWEeN npupoaon, byato poanance Bmecte ¢ Heil. [1eTcTso,
nposeféHHOe B pogHOM cene, paboTta B none nog HecnowagHo NanAWMmM Ny4amm CONHLA,
CypOBble OYepTaHUA rop, PacCKasbl MyApPbIX CTAPUKOB OblIN HE TO/IbKO LUKOOM KU3HU, HO U
cBoeobpa3HOM LWKONOM WMCKYCCTBA, CPOPMMPOBABLLEN Xy[O0XKECTBEHHOE MWUPOBOCMPUATUE
tOHOLWN.

MMeHHO 3TOT OyHAAMEHT, 3a/0XEHHbIN B AOEeTCTBE, BCENAET YBEPEeHHOCTb BO BCe
3KCMEPMMEHTbI U UCKAHUA XYOO0XKHMKA. MIMEHHO YKM3HEHHaA LKOoAa cnocobcTeyeT co3aaHuio
Npou3BeAeHUN, HAZENEHHbIX CUNOM 3eMAn U cogepKawux Ty MNOANMHHOCTb, KOTopas
onpenenseT WCKYCCTBO BCeX BpPeMEH, He ABAAACb MNOBTOPEHMEM W  KOMUPOBAHUEM
aencreutenoHoct. Cam MuHac YETKO BblparkaeT MHEHME NO 3TOMY NoBOAY: «XYAOXKHWUK, Cieno
KOMUPYIOLWNIN HATypy, NOXOX Ha NOHOMAPA, KOTOPbIN MeXaHU4ecku 6opmoyeT, He BHUKas B
CyTb cnoB. NNoHOMapb, He Aymas O CMbIC/e, NOBTOPSAET TO, YTO Obl0 CO34aHO A0 Hero, HO
npupoaa — He OKaMeHeBLUaa KHWUra, He A0rmMa, KNagoBble eé COKPOBULL, KaxKAabl OTKpbIBaeT
cBOMM Katodom. Cneno BOCNPOU3BOAUTL BUAMMOE — 3HAYUT ObiTb XYA0KHMKOM NACCUMBHOIO
BOCNPUATUA, 3HAUYUT HE PACKPbIBATb, HE MOHMMATb NPUPOAY, @ TOJIbKO CMMUCLIBATbL C HEEY.

MeTog paboTbl MwuHaca oOTAMYaeTCcA OT HeKoraa pacnpoCTPaHEHHOTO B apPMAHCKOM
WCKYCcCTBE MeToZa MJIeH3pHOM KuBonucu. [ns Hero paboTta C  HATypbl — AWWb
noAroToBUTE/IbHbIM 3Tan. M TONbKO B MacTepcKon, nepepn, Xxonctom, MuHac 4yBcTByeT cebs
NOMIHOB/IACTHbIM X03IMHOM. [MKTaToOpamu Npu CO3L4aHUM MPOU3BEAEeHMA He MOTyT ObiTb HU
HaTypa, HM KNACCMKU KMBOMUCK, HW Konnern. Bcé 3To BXoguT B chepy NoAroTOBKU K
TBOPYECKOMY MOMEHTY. Nepes, XyA0KHMKOM HECMELLIAHHble APKMe KpacKu, U Hago, He ybueas
MX CWU/bl, COMOCTABNAA U Pa3MelLaa B COOTBETCTBYIOLWME FAPMOHUYHbIE OTHOLIEHMA, 3aCTaBUTb
3By4aTb WX MHTEHCMBHO W YUCTO; BeAb XYAOXECTBEHHbI 06pa3 BO3HMKAET He TO/IbKO U3
KOHKPETHOro MOTWBA, HO M U3 ero LiBETOBOro peleHuns. B KoHeYHOM uTore He CTO/b Ba*KHO
nucaTb 3TOT AOM, 3TO JAepeBo, 3Ty ropy. BakHO co3gaTb cobupaTenbHbii 06pas,
PaCKpbIBAOWMNA CYLWHOCTb NpeaMeTa, BKAaAblBad B 3TO CBOE aKTMBHOE OTHOLLIEeHMEe, CBOEé
Cy6BbEKTUBHOE BUAEHME.

fnyboko obpaseH, Hanpumep, neisaxk MuHaca «xagxyp» (1960), KoTopbli Mo npaBy
MOYHO OTHECTM K Haubonee 3HayMUTeNbHbIM MNPOU3BEAEHUAM COBPEMEHHOM apPMSHCKOM
)unponucu. KapTMHa  CcuMHTETMYHA Gnarogapa obobuweHnio dopm U YCAOBHOCTU
KONOPUCTUYECKOrO peleHnsa. HanpAaxKEHHOCTb, MaXKOPHOCTb LLBETOBOMO CTPOA CO34al0T gocene
He BCTpevalolweeca HU y OAHOTO U3 COBPEMEHHbIX aPMAHCKUX KMBOMUCLLEB HOBOE HA4ano.
AVMHaMMKa nensaxka BbIPAXKAETCA He Yepe3 BHELLHIOW 3KCMPEeCcCUt0 IMHUIA, OHA UCXOAMUT U3
APXUTEKTOHUKN U yCUNEHA KOHTPACTHbIMM LBETOBbIMW OTHOLEHUAMM. 34eCb HArNAAHO U APKO
NposBAseTcA TBOpYecKoe Kpeao MuHaca, akTUBHOCTb €ro MUPOOLLYLLEHUA.

B nocnepyowmx nemsaxkax XygoXKHMKa Ha NPOTAXKEHUM HECKONbKUX NIeT BCTpeyaeTca ToT
YK€ CeNbCKUIA MOTUB. BecKoHeYHO BAOONEHHDLINA B POAHOM Kpal, OH CIOBHO XOYET ellé n eweé
pa3 NoAYepKHYTb CYpOBYHO KpacoTy [JKagKypa. EcTb no3sma B Km3Hu gepeBHn. OHa 35ecb — u
B KpacoTe WCKPUBAEHHbIX, C TPYAOM MPOOMBLUMXCA MANEHbKUX, HO KPEenKMX KPAXKMUCTbIX
OEepeBbEB, U B IIMHE AOMMUKOB, KOTOPas 3a A40/rMe roApl, HaBePHOE, 3aKaIMNACb NOA COHLEM
He MeHblle, YeM Kepamuyeckue KyBLUMHbI B MeYn, U B TEMHbIX MPOEMAX Y3€HbKUX ABEPEN,
BeAyLlWMX 3MMOM B TEM/IO, @ B CamMble }KapKue NeTHMe AHW — B npoxnagy. Bce atm owyweHuna
CNOBHO CUHTE3MpOBaHbl B KapThWHe «Hawa pgepeBHa» (1964). MHorga MwuHac opraHuW4YHO
BMMCbIBaeT B Meinsax nogein. BoT n 3aecb ogMHOKana GUrypka MKeHLWMHbl YepHEeeT Yy CTEeHKM
TMWUHAHOTO AOMMKA.



BY THE WINDOW. 1973. Sanguine on paper. 28 x 23 cm. The artist’s collection
Y OKHA. 1973. Bymara, canrusa. 28 23. CoOCTBEHHOCTb aBTOpa

BCcé no-KpecTbsiHCKM rpybo B 3TUX MOJIOTHAX: U PUCYHOK, M XKUBOMUCb — MaCTO3Hble Ma3Ku
NoA06HbI KAMEHMCTOM apPMAHCKOM MoyBe.

OKafKypcKkue nemnsarkm ABeTUCAHA BHOCAT B apMAHCKYHO MEN3aXKHYH XMBOMUCb HOBble
KauyecTBa. MMHac coBepLIeHHO OTPULLAET PUKCMPOBAHME TONbKO KOHKPETHBIX MOTUBOB. Kaxkaoe
npousBeAeHne coaepKuT Heyto Bonbluiee. bes HapouMTon 060OWEHHOCTU U NpPeTeH3UU Ha



CO34aHMe CMMBOJIMYECKOrO 06pa3a XYAOMKHWKY YAAETCA CMHTE3MpOoBaTb MpMpoay B CaMOM
06blMHOM MOTUBE, YOeaANTENbHO M NO3TUYHO NepeaaTb Xxapaktep ApMmeHUu.

MuHac NpMHEC B HAUMOHA/NIbHYIO KMBOMWUCb HE TONIbKO MHTEHCMBHOE, CBEXKEe LLBETOBOE
BUAEHME, HO CO34an 0cobbliA, ryboKo coBpeMeHHbI 06pas apMAHCKOM Npupoabl, Aocene
He3HaKOMbII, CBOEro poga cobmnpaTenbHbin 06pa3 CypoBOM FOPHOM CTPAHDI.

ABETUCAH Hanucan pag, NONOTEH, HAUMOHANbHbIX HE TO/NbKO MO CBOMM CHOXKEeTam U
TeMaTuKe, HO 1 No popme, HOBOM U 419 COBPEMEHHOM aPMSAHCKOM }KUBOMUCHU.

OpHaxabl B )KypHane «Typuct» 6binv NomelLeHbl PAAOM PENPOAYKLNN ABYX Ner3arken —
«KoHel, ceHTabpsa» CapbaHa 1 «xaaxKyp» ABeTUcAHa. 3aeck e poTorpadua, 3anedyariesllas
MOMEHT ApPY)KeCKon beceapl Xy[O0XKHMKOB, a pPasHULA NeT MexXAy HUMMKM — nonsBeKka. ITo
HaBOAWT Ha HEKOTOpble pa3mblwneHna. He Tak gasHoO BbINO MOAHO paccy*KAaTb 0 npobneme
«OTUOB W peTein», pa3faBanucb TONKM O MPOTUMBOPEYMAX, AKOObI CyLLEeCTBYHOWMX B Hallem
obuiecTBe Mexay nNpeacTaBUTeNs MU PasHbIX NOKONeHWNU. MofobHble yTBEPKAEHUA NNLLEHDI
peanbHOM MNoYBbl, OO C1MA HALLErO MCKYCCTBA UMEHHO B NPEEMCTBEHHOCTU TPAAULUNA.

He cnyyaiHo monoaéxb ntobut CapbsHa, U He CAy4alHO OH TakK Tenao OT3blBaacCA O
MuHace: «XyA0XHUKN NULIYT paccBeT. PaccBeT — 3TO HAcTpoeHue, 3TO CBET U TbMa, C/UTble
BOeAMHO. M o4eHb HEMHOTrME OTBAXKMBAKTCA NMMUCaTb COMHUE. [pn conHue BCE OYeHb PesKo,
CO/IHLE IOMaeT NPUBbIYHbIE GOPMbI, CMELLLAeT IMHUN — YNOBUTb U NepesaTb BCE 3TO B KPacKax
TpyaHO. MuHac He 60MTCA APKOCTU, OH cAenan wWwar B MUP COMHUQA. Ba)KHO, 4TO OH, He
NOBTOPAACH, MOWEN Aanblue; HYXKHO, YTOObl OH He OCTaHAaB/MBAACA...»

ABETUCAH — OAMH U3 TEX APMAHCKUX XYA0XKHUKOB, KOTOPble BO3BPALLAOT LBET }KMUBOMUCH.
«BepHyTb LBeT uMBOMUCU» — MOAOOHOE BbIPAXKEHME MOMKET MOKa3aTbCA CTPAHHbIM, HO
3aaute B MaTeHagapaH, MNOAWUCTalWTe MOXENTeBLUME CTPaHWULbl NeprameHTa ApeBHMUX
pyKONUCeWn, Ha HUX BO BCEM BE/IMKONIENUMN CBEPKAIOT YNUCTbIE, 3BYYHbIE KPACKU: CUHUE, KENTbIE,
3eN1€éHble, KpacHble...

Liser B TBOpYecTBe MwuHaca MrpaeT camyr NPUHUMMAMANbHYKO poab. HekoTopble ero
NPOU3BEAEHMNA MO AKTUBHOCTM WM HAMPAMKEHHOCTU He UMetoT cebe paBHbIX B COBPEMEHHOM
apPMSAHCKOM XuBonucu. PasymeeTcs, 3To He camouenb. Cama no cebe akKTUBHOCTb raMMbl eLLé
He A,0CTaTO4YHa, OHa MOXKET ObITb KPUKOM; TaK KPUYMT CBEPKAIOLLAA HAUULLLEHHAA Meab PAAOM C
6naropogHo 6necTawmMM 3010TOM. TAPMOHUYHOCTb KONIOPUTA ONPEAENAETCA KONNYECTBEHHbBIM
COOTHOLUEHNEM L,BETOB, UX 403MPOBKOWN, BECAMM KOTOPbIX ABAAETCA YYBCTBO U 1133 XYAOKHMUKA.
3ByYyaHMe KaXKAOM KpPacKM 3aBUCUT OT TOTO OKPY)KEHMA, B KOTOPOe OHa nonana. MmeHHO
OKPY)XEHME W COOTHOWEHWE C HWUM NMbBO NpuUraywaetT €€ WHTEHCMBHOCTb, NMbBO AaéT
HanboNbLIYIO APKOCTb U CUY TOPEHMUSA.

Konopuctnueckmn ctpo B nonoTHax MwuHaca nosy4yaeT MNOAHYO AaBTOHOMMIO, YTO He
cnepyet MOHMMATb KaK HEYTO aHapxuMyeckoe, He nojBepratoweeca Kakum nmvbo 3akoHam.
ABTOHOMHOCTb NPOABAAETCA NO OTHOLIEHMIO K HaType, M6o MuMHAC He NepPeHOCUT MeEXaHUYECKM
LLBETOBble CBOWMCTBA, CylecTBylolwme B AaHHOM ob6bekTe u3obparkeHua. OH pacnpegenset
LBeTOBble MNATHA B 3aBUCMMOCTU OT UX FAPMOHUYHOM COrnacoBaHHOCTU B nosoTHe. MogobHoe
csobogHOe MCMNO/Ib30BaHME LBETA He TO/NIbKO He NPOTMBOPEYUT 0BbpasHOMY MbIWAEHUIO, a,
HaNpPOTMB, UMEHHO EMY U CNYXKMUT.

PasHoobpa3Ha nopTpeTHaa ranepes, co3gaHHaa MwuHacom. Bo mHorux msobparkeHuax
KOHKPETHbIX N0AeN OH BbipakaeT 0606WEHHYD, A0XO4ALYI0 A0 CMMBOJIMYECKOrO 3BYYaHUS
MbICNb. «[TPUCNOHUA TONOBY K PyKe U npu3agymanca», — 3Ty ¢pasy ntobaT NoBTOPATL CTAPUKM
B AepeBHe, paccKasbiBas 0 YEM-1M60. UMEHHO 3TO ABUMKEHME BCTPEYaEeTCA Y MHOTMX moaenen
uMBoNucua.

Xy[OXHUK 4YacTo obpalliaeTca K KEeHCKMM nopTpeTam. [pu BCEM pasnnumm TUNAXKeu,
bOopManbHbIX pelleHuid, BCe OHW HagenNeHbl eAMHbIM HAaCTPOEHWEM: 3a4yMUYMUBOM TPYCTbIO,
3arago4yHoOM IMPUKON, CANBLUMMUCA C APAMATUYHOCTbIO 06pa3os. OyeBMAHO, pa3rafKy 3Toro



COCTOAAHUA MOMKHO HAWTU He TO/NIbKO B NOPTPETUPYEMBIX, HO U B JIMYHOM MMUPOOLLYLLEHUN
XYZOXKHWKa, ero neperKMBaHUAX, CO3BYYHbIX XONOAHOM AKAAXKYPCKOW OCEHU. YAUBUTENbHbIN
KOJIOPUT MOPTPETOB ACCOLMUPYETCA C MOTEMHEBLIWMM, CNErka OCBELWEHHbIM CTAPUHHbBIM
cepebpom.

CONVERSATION. 1973. Sanguine on paper. 37 x 30 cm. The artist’s collection
BECEJIA. 1973. Bymara, canruna. 37 x 30. CoOCTBEHHOCTh aBTOpa



B 3TomM nnaHe xapaKTepHO MoMOTHO «[eBywKa ¢ naatkom» (1966). 3aecb TopKecTByeT
NO3TUYECKOE MUPOOLLYLLEHME.

Co3paBasA [0BONbHO 60O/blIOE KOAMYECTBO MEHCKMX nopTpetos, MuHac Hurge He
nosTopsAeT peweHnit. 3To Tem Honee BaXKHO, YTO OH HE CTPEMMUTCA K BUAMMOMY pa3Hoobpasuto
BHeLWHNX GopM, a KenaeT NosHee pacKkpbITb 06pasbl N0ael, co3aaTb HeuTo rnybokoe, NpuaaThb
n306parkaeMomMy 0CA3aEMYHO XYA0KECTBEHHYIO LLEHHOCTb.

Ob6ob6uweHne obpasa — BOT YepTa, onpegenstowas nydwme noptpetol MmnHaca. Hanpumep,
«MopTpeT oTua» (1965) UEHEH KU3HEHHOCTbIO 0bpasa, NPOABMBLLENCA B MO3€, B OMNYLLEHHbIX,
YCTaNblX, HO CU/IbHbBIX, BONBLINX PyKaX TPYKEHWUKA, B YyTb CKNOHEHHOW HAabOK ronose, B YMHOM
MYZpPOM Ninue, HebpeXkHO BucAlLen oaexae. MIMeHHO ymeHMe BHUKHYTb B CYLLHOCTb YeNoBeKa
CNocobCcTByeT METKOMY  PaCKPbITUIO  XapaKTepa, BbIABNEHUIO OCHOBHOFO; Ha 3TOM
aKUEeHTUPOBAHO BHMMaHMeE 3pUTens.

MwuHac yacto obpallaeTca K aBTOMOPTPETY, CTAapasaCb KaxAbli pas pacwmputb obbldHOE
NOHMMAHWE 3TOro aHpa. KapTuHy «XyaoHuK» (1963, He coxpaHwunacb) MwuHac nucan B
TEYEeHMEe HEeCKO/NIbKUX NiIeT; BHOCMA MNOMPaBKM A0 Tex MNop, MOKa He pobuaca Kenaemoro
KayectBa. HecmoTps Ha AnuTenbHyto paboTy, NONOTHO COBEPLIEHHO He «3amyyeHo». B
KaKOM-TO CTeneHn NopTpeT 3TOoT aBTobMorpadmyeH. OH Hbln HayaT HEMOCPEACTBEHHO C HaTypbl,
HO 3aTem MWHacy 3axoTenocb A0CTUYb 6ONblero cMHTe3a. M3BeCTHbI COBETCKMI nucaTenb
B. KaBepuH BcnomuHan: «/[lBaxapl A Obl1 B MacTepCKOM MONOAOro XyAoXKHuUKa MwuHaca. U
[OJ/IKEH CKa3aTb — 3TO macTep ¢ bunetom ganbHero cnefgoBaHMA. OrpomHoe aBneHue. Y Hero
€CTb HEeCKO/IbKO LlWeaesBpoB. [pexae Bcero xoyy Has3BaTb ero “XyAo)KHuWKa” — nopTpet
YOVUBUTENbHOWN CUNBIY.

KaK To/bKO He n3ob6paxkanu ceba xyA0KHUKM pa3HbIX 3NoX U Hapoaos! C KUCTbIO B pyKax, €
KEHOW HA KONEHAX, C NA/JUTPOA M B POCKOWHOM Hapsafe, B Toane nwogen, ¢ nwobumon
Moaenbto. PefKo MOXKHO yBUAETb aBTOMOPTPET.. C KO/MOYKOM B pyKe, OObIKHOBEHHOM
«HE3CTETUYHOM» KOJIIOYKOM, PaCTYLLEN B rOpax Cpean KamHel un ¢ Tpyaom npobusatowwemncs K
M3HW. ITa, Ka3anocb bbl, cnyvyaliHaa geTasb BO MHOTOM XapaKTepusyeT oTHoweHue MuHaca K
Xu3HW. [1033MA ero TBOpYeCTBA TaK e CypoBa, KaK W KpaW, KOTOPbIA OH BOCNesaerT.
*KmBonucHaa TKaHb aBTOMOpPTPeTa acCoUMMPYeTCA C MOp’KaBeBLUEM OCEHHEN JINCTBOW,
CMELUAHHOM C YEPHbIM Typom, U rpyboit KAMEHUCTOM NOYBOMN, COCTABAAOLWMMM HaCTULY 3EMAN.

*Knsonucn Bosce He 06A3aTeNbHO ObITb NECCUMMUCTUYHOM MAN ONTUMUCTUYHOM, BaXKHee
6bITb Myapo. IMEeHHO My[pOM KPeCcTbAHCKOM HETOPOMN/MBOCTbIO BeeT OT «ABTOMmopTpeTa C
Kontoukoi» (1967). ABTop He oTaenseTr cebs oT CypoBbiX, orpybeBlWMX OT CO/MHUA W BeTpa
nogen poaHoit aepeBHU. HanpoTtns, peBHMBO NOAYEPKMBAET CBOK OPraHUYHYHO CBA3b C HUMMU,
HacTamMBaeT Ha TOM, YTO TPYA XYA0XHMKaA TO XKe CaMoe, YTO U Tpya 3emesenbla N KameHOoTEca,
TAKOWM »Ke TAXKKUNA 1 6naropoaHbIN.

K uncny nyyqwmx npousseneHnin MuHaca cnefsyet OoTHeCTU nopTpeT ero matepu (1967),
YOMBUTENbHO rNyH6OKMIA NO NCMXON0rnyeckomy n ¢opmanbHOMy cTpoto. OH HanMcaH No NamaATK
N OBEAIH CBET/ION, MO3TUYHOM rPYCTbIO.

MmnHac HeCKONbKO pa3 0bpallanca K MOTUBY «AEBYLUKA Y OKHa» U KaXAbl pa3 Nno-MHOMY
NoaxoAMN K ero peleHuto, HepeaKko CUHTEe3Mpya nensaxk, NopTpeT U HaTiopMOopT. «YTpo»
(1965) HanncaHO B XON0AHOM LBETOBOW ramme, K KOTOPOW XYAOMKHMK B 3TWU rodbl npuberan
yacto. KapTMHa mepuaeT KakMm-TO BHYTPEHHMM cBeToM. CepebpucTbiiA, CNOKOMHbIA KONOPUT
nepeHoCUT 3puTens B aTmochepy ropHoro yTpa.

M13HEHHOW NpaBaoON U SMOLIMOHAIbHOCTBIO HACbIWEHO NONOTHO «Mou poautenn» (1962)
— onpeaenéHHbld 3Tan TBOPYECTBA XYAOXKHWKA. OpraHMyHoe cnauAHue obpasos Atogen ¢
nemsaxem Habnogaetca BO MHOMMX NonoTHax MuHaca. [naBHoe, YTo onpeaenseT obpasHyto
CUNYy 3TOM KapTUHbl,— O6onbluaa Nw0b6OBb K NOAAM, K POAHOW NPUPOAE, K KU3HMW.
MpousseaeHne — COBPEMEHHO.



PORTRAIT OF A PEASANT WOMAN. 1973. Charcoal and sanguine on paper. 41 x 28 cm.
The artist’s collection

I[TOPTPET KPECTBAHKMU. 1973. bymara, yromas, canruta. 41 x 28. CoOCTBEHHOCTh aBTOpa

CBoeobpa3Ha Mo 3amMbIC/ly M UCMOJIHEHUIO M Apyraa KapTuHa — «Bctpeuya» (1965). Mexay
TMUHAHBIMM AOMUKaMM, Ha Y3€HbKOM TPOMUHKE, BCTPETUNUCL ABE KeHWMHbl. B ux cunyasTtax,
OKYTaHHbIX NO-AEPEBEHCKU AJIMHHbIMM  NAaTbaAMM, B obwen atmocdepe MNONOTHA
NPOCKa/b3blBaeT HOTKA TauMHCTBEHHOCTU. CNOBHO 3arnagpiBaellb B KW3Hb, OTAENEHHYHO



BekaMmu. CnnbHOE KOpPEeHaCToe AepeBoO MeXKAy AOMUKAaMM BOCNIPMHMMAETCA Kak BeYHOe 4peBo
*KU3HWU, BCTPEYalOLLEee M NPOBOXKatoLWEee NOKONEHUA. ABTOP COBEPLUEHHO HE KOHKpeTusmpyet
CIO’KET, He pPacCKasblBaeT «C/Ay4Yalh U3 KUBOW AENCTBUTENbHOCTU». HecmoTpa Ha CKynocTb
CpeacTs, KapTWUHa NOBEeCTBYET O MHOrom. M npexae BCero o TOM, YTO XM3Hb BeYHa, YTO BOT TakK
B TEYEHWEe BEKOB N0AM BCTPEYatoTCA, AeNATca Mbicasmn. He cnydaiHo XyA0XKHUK COBEPLUEHHO
nsberaet npumet BpemeHn. CoBpemeHHOCTb MuHaca B ero A3bike: 06pasbl CUHTETUYHbI, OHU
COOTBETCTBYIOT OOBEKTUBHbBIM KauecTBam BPEMEHU U NPU BCe CyOBEKTUBHOCTU M cBOeobpa3nm
nepeaaroT akTUBHOE, HAaNPAXKEHHOE OTHOLLEHME HALLIEro COBPEMEHHMKA K XU3HMU.

MMUHac Hanncan HECKONbKO KamnuTa/ibHbIX NOJIOTEH, CBA3AHHbIX C MPOLWAbIM POAHOro Kpas
M Hapopaa. Jlydwmne u3 HUX BHECIM HOBblE OTTEHKW B Pa3BUTUE apMAHCKOM MCTOPUYECKOM
*KMBOMUCH.

Pogntenn MuHnaca 8 1915 roay yyaom cnacnmcb oT reHoumaa. Hepganeko ot [KaaKypa B
ywenoe 6bin10 yOUTO HECKONIbKO TbICAY HEBUHHbIX Ntogen. Ewé 1Mo nokoneHwe, Bugesllee
CTpalHble cobbITMA CBOMMM Masamu. MHorme 3MmHWe Beyepa, NPOBOAMMbIE B AEepPeBHe, Y
oyara, COMPOBOXOANUCb paccKkasamum o4veBuaues. He notomy AM HOTbl  ApamaTusma
OllyWaloTcA BO MHOrMX pabotax MwuHaca Hes3aBUMCMMO OT Tembl. HemMHOrocnoBHOCTb,
CAEP)KAaHHOCTb, 3a4YMUYMBOCTb OMPEAenAlT U XapaKTep XyLOXKHWKa. [pamaTtmam noaoTeH
MwuHaca Ha UCTOPUYECKYIO TEMY — MOJIHa/IMBaA BeYHaa AaHb NamMATU NOrMBLINX.

K Hanbonee 3HauMTENbHbIM NONOTHAM 3TOrO LMKNA OTHocuTcA «[opora. BocnomuHaHue
poautenen» (1965 —1967), HO OHO, Kak U MHOrMe npousBefeHua AseTucsHa, nornbao BoO
Bpems noxapa’.

KapTnHa nosecTByeT O Tparuyeckux cobbituAax 1915 ropa. Mcreps3aHHasa 3emMnsa CNOBHO
Bobpana B ceba NOTOKM KPOBM, HaZ Hel HaBUCAM BGecrnokolHble cepble obnaka. CypoBoCTb
nensaxka ycmameaeT ApamaTtuam. Kakablh 4enoBEK 3aMKHY/ICA B CBOEM FOpe, KarKabl B
oAMHOYecTBe AymaeT O cBoeilt bGede, HO cTpawHas cyabba obbeauHAeT Bcex. [nyboko
NPOYYBCTBOBAHHAA, TLLATENbHO M3yYEeHHAA TeMa MHOIO pa3 BapbWUPOBaiacCb XYL0XKHMKOM, NOKa
He CO3pesio OKOHYATe/IbHOE peLleHme.

Ha nonotHe oaHu *KeHWwmHbl. OHM — camo rope. CrylWwEéHHOCTb APamMaTMUYEeCKOro COCTOAHKUA
CO34a€eTcs He 33 CYET M3006parkeHUA y)KacoB; XYAOMHUK OANEK U OT MbICAM BOCCTAaHOBMUTb
KaKOM-INOO KOHKPETHbIM 3NM304, XOTS MM M3Y4EHO HEMANo apPXMBHbLIX MaTepPUanos,
doTorpaduii, LOKYMEHTOB.

Mocne rnyboKoit mMopanbHON TpaBMbl — MOMapa MACTEPCKOM, — KOTOpasA Ha Bpems
NPUOCTAHOBW/A TBOPYECKYIO AeATENbHOCTb MUHaca, XyA0KHMK aKTUBHO BKAKYMACA B paboTy U
co3gan pAafa 3HauYMTeNbHbIX  NPOM3BeAEeHWM, cpeanm Hux —  «Pasgymbe» (1972),

3KCNOHMpOBaBLUeecA Ha pecnyb/IMKAHCKOW BbicTaBKke, M «lMeKyT nasaw» (1972, Bcecoto3Has
BbiCTaBKa B MockBe, nocBAwWeéHHaa 50-netuio obpasosaHua CCCP). ABTop CTaTbu B rasete
«Mpasaa», NOCBAWEHHOM pa3bopy BbICTaBKM, OTMEYAET KKONAO0BCKOE HANpAXKeHue uBeTa» B
nocnegHen KapTuHe MwuHaca, «rae BbIMEKaemblt HaUMOHaNbHbIA “naBaw” BOCXOAWUT B
3a60T/IMBbIX KEHCKMX pyKax NOAOOHO ManeHbKOMY KAapKOMY COMHUY...» [TOUCTUHE B HEN ecTb
«KONZOBCKOE HaNpsa)KeHuWe LUBeTa», 4apylouwee KpacoToM rapMoOHUKU, ONTUMUCTUYECKUM
BUOEHUEM KWU3HU, OPraHWYHOM C/AUTHOCTBIO C TPASUUMAMM HALMOHANBbHOM KMBOMUCKU WU
CUHXPOHHOCTbIO C IYYLWMMU TEHAEHLNAMM COBPEMEHHOTO NPOrpPecCMBHONO UCKYCCTBA.
TBopyecTBO ABETUCAHA HALW/O LWMPOKOE MNPU3HAHME KaK B Halleh CTpaHe, Tak M 3a
pybexxom. Ero npomusseseHMA 3KCMOHMPOBAIUCL BO MHOrux ropogax Cosetckoro Coto3a, B
lepmaHckoi [lemoKkpaTuyeckon Pecnybnuke, Yexocnosakumn, MoHronammn, Horocnasum,

' B Houb Ha 2 aHBapa 1972 roga, B TO BpeMs, KOrga XyAoXHUK Haxogunaca ¢ ceMbén B [xKaaxype, cropena
ero mactepckasa B EpeBaHe M 60/bllas YacTb AydWMX MOAOTEH, COBPAHHbIX ANA O4YepeaHOW NepCcoHaNbHOM
BbICTaBKM. MHOrMe npousBeAeHUA, PeENnpPoayuMpOBaHHble B 3TOM anbbome, yKe He CylWecTBylT W
BOCMPOM3BOAATCA NO CAENAHHBIM paHee cnakam.



bonrapuu, BeHrpun, Typumu, CLUA, KaHage, PpaHumn, ABCTpun. MHOroumcneHHble OT3bIBbl B
npecce, MoHorpadpuyeckme ctaTbm, 3cce O XyA0XKHUKe CBUAETENbCTBYIOT O HO/bLIOM UHTEpece,
KOTOpPbIM BbI3blBaeT ero nckycctso B Cosetckom Cotose 1 3a rpaHuLen.

B cBA3KM C nepcoHanbHOM BbicTaBKolM AseTucaHa B MockBe KypHan «CoeTckuit Coro3»
OTMeYan: «ITO OYeHb APMAHCKUA XYOOXKHUK. W o4eHb coBpemeHHbIn. [log cnosBom
“coBpemeHHbI” [0BONBHO 4aCTO W, KOHEYHO, HEBEPHO MOHMMAIOT “NOABEP)KEHHbIA BCEM
CUIOMUHYTHbBIM BEAHUAM MOabl”.

Het, MunHac ABeTucsAH He TakoB. OH ckopee TpaguunoHeH. Tpaauumna — BOCNeBaTb CBOM
Kpan, CBOIO 3eM/110, CBOM KaMHM (a Beab ApmeHua “Bca Ha KaMHaX”), a rnaBHOe, CBOUX NOAEN.
N ata ntoboBb K ApMeHUM B APKMX, 3BOHKUX, YNCTbIX TOHAX nepepaétca sputento. MNocromwob y
nonoteH MunHaca U MOXKelb CKa3aTb: A 6bln B ApMEHUU, A Y)Ke MHOTO O Hel 3Hato... HepgasHo
ropenn ero KpackM W OAs8 MOCKBMYEN: BbICTAaBKA XyAOXHMKa MwuHaca ABeTucAHa B
FocypapcTBEHHOM My3ee MCKYCCTBa HapoaoB BocToka npowna ¢ 60ablmnm ycnexom».

ABETUCAH OTHOCUTCA K YMCNy Hambonee aKTyaslbHO MbICAAWMX APMAHCKUX XYAOXKHUKOB,
[0Ka3bIBaOLWLMX, KaK B CBOE BpemaA CapbsaH, 4To BbiTb NONE3HbIM CBOEMY HapoAy, BblparkaTb ero
YaAHUA MOXKHO MO-BCAKOMY, HO MNpPWM HEenpemMeHHOM YCI0BUM — Ha A3blke, AOCTOMHOM
MCKycCTBA. Y  XYAOMHWKA CYACTAMBO COYETaAloTCA TaKMe  KayecTBa, KaK TafnaHT,
npodeccnoHanusm, boratas paHTasua M obasHue. MNouTn BCE, K YeMy NMPUKACAETCH €ro pyka,
HaZleNeHO BKYCOM, TAKTOM W TeM 0cCOb6bIM AbIXxaHMEM 3eMAM, KOTOPOe XapaKTepusyeT
npousseaeHna Hambonee APKO BblpaXKEHHbIX HALMOHA/bHbIX MBOMUCLEB. M 3a Bcem 3TUM
6ecnpenenbHan Nt0b60Bb M NPesaHHOCTb 3eMIe CBOUX NPeaKoB. [pyM OrpOMHOM AapOBaHUM OH
OYeHb HAUMOHaMEeH, U UMEHHO 3TO AenaeT ero OAHMM M3 Ay4YlWMX MaACTepOB COBETCKOro
n306pa3nTesbHOro MCKYCCTBA.

B ocHoBe TBOpuYecTBa MwuHaca NexXUT rNyboKasa KM3HEHHOCTb. OHO CBUAETEeNbCTBYET
npexae BCcero o TOM, YTO apMAHe He TONbKO CYLLEeCTBYIOT Kak HauuA, HO U pPa3BMBALOTCA; OHO
CBMAOETENbCTBYET O TOPXKEeCTBE MAEN NEHUHCKOM HAUMOHANbHOM MOJMUTUKMK, OTKPbIBLUEN BCe
BO3MOXHOCTU ANA BO3POXKAEHMA APEBHEWWEN KyabTypbl, UCKYCCTBA M HAYKM APMAHCKOro
HapoAa B HaWW AHW.
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65 PORTRAIT OF YU. KHACHATRIAN. 1971. Oil on pasteboard. 65 x 55 cm.
Private collection, Yerevan
[MOPTPET 0. XAHYATPAHA. 1971. KapToH, macno. 65 x 55. YactHoe cobpaHue. EpeBaH




66 AUTUMN IN DJADJUR. 1972. Qil on canvas. 100 x 100 cm. The artist’s collection
AKALMYPCKAA OCEHb. 1972. XoncT, macno. 100 x 100. CobcTBeHHOCTb aBTOpa



67 WEAVING A CARPET. 1972. Mural. 300 x 500 cm. Leninakan
TKYT KOBEP. 1972. ®pecka. 300 x 500. /leHMHaKaH



68 GIRLS AT THE MEMORIAL CROSS (KHACHKAR). 1972. Mural. 300 x 500 cm. Leninakan
JEBYUIKN Y XA4YKAPA. 1972. ®pecka. 300 x 500. J/leHMHaKaH



69 GIRLS AT THE MEMORIAL CROSS (KHACHKAR). Detail
LEBYUIKN Y XAYKAPA. [etans.




LEBYUIKN Y XAYKAPA. [etans.
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71 CHILDHOOD. 1972. Mural. 300 x 470 cm. Leninakan
JETCTBO. 1972. ®pecka. 300 x 470. J/leHMHaKaH



72 EXPECTATION. 1972. Oil on canvas. 100 x 100 cm. Museum of Modern Art, Yerevan
OMUAAHUE. 1972. XoncT, macno. 100 x 100. My3elt coBpeMeHHOro nckycctea. EpesaH



73 CONVERSATION. 1972. Tempera on canvas. 100 x 100 cm. The artist’s collection
PA3IrOBOP. 1972. Xonct, Temnepa. 100 x 100. CobcTBeHHOCTbL aBTOpPA



74 MOMENT IN AUTUMN. 1972. QOil on canvas. 90 x 90 cm.
Museum of Modern Art, Yerevan
OCEHHEE MIHOBEHMUE. 1972. XoncTt, macno. 90 x 90.
My3elt coBpeMeHHOro uckycctea. EpesaH



75 MOMENT IN AUTUMN. Detail
OCEHHEE MIHOBEHMUE. fetanb




76 BAKING LAVASH. 1972. Oil on canvas. 160 x 160 cm.
Ministry of Culture of the USSR, Moscow
MEKYT JIABALLL. 1972. XoncT, macno. 160 x 160.
MuHucTepctso KyabTypbl CCCP. MocKsa



77 MOTHERHOOD. 1972. Tempera on canvas. 90 x 85 cm. The artist’s collection
MATEPUHCTBO. 1972. Xonct, macno. 90 x 85. CobcTBEHHOCTb aBTOpa



78 RED MORNING. 1972. Oil on canvas. 80 x 75 cm. Private collection, Beirut
KPACHOE YTPO. 1972. XoncT, macno. 80 x 75. YacTtHoe cobpaHue. benpyt



79 RED MORNING. Detail
KPACHOE YTPO. feTtanb




80 SELF-PORTRAIT IN THE STUDIO. 1972. Qil on canvas. 110 x 130 cm. Museum of Modern Art, Yerevan
ABTOIMOPTPET B MACTEPCKOM. 1972. Xonct, macno. 110 x 130. My3eii coBpemeHHOro UcKyccTsa. EpesaH




81 SELF-PORTRAIT IN THE STUDIO. Detail
ABTOIOPTPET B MACTEPCKOU. Netanb



82 DEAD TREE. 1972. Oil on canvas. 60 x 70 cm. Private collection, Yerevan
BbICOXLIEE AEPEBO. 1972. XoncT, macno. 60 x 70. YacTHoe cobpaHue. EpesaH



83 GOLDEN AUTUMN. 1972. QOil on canvas. 80 x 70 cm. Private collection, Yerevan
30/10TUCTAA OCEHb. 1972. XoncTt, macno. 80 x 70. YacTHoe cobpaHue. EpeBaH



84 ARMENIAN STILL LIFE. 1972. Oil on canvas. 100 x 110 cm. Museum of Modern Art, Yerevan
APMAHCKUN HATIOPMOPT. 1972. Xonct, macno. 100 x 110. My3eii coBpeMeHHOro uckycctsa. EpesaH



85 MEMORY. 1972. Tempera on pasteboard. 45 x 30 cm. Private collection, Yerevan
MAMATB. 1972. KapToH, Temnepa. 45 x 30. YacTHoe cobpaHue. EpeBaH




86 OLD VILLAGE. 1972. Qil on canvas. 95 x 100 cm. The artist’s collection
CTAPOE CEJ10. 1972. XoncT, macno. 95 x 100. Cob¢cTBEHHOCTb aBTOpa



87 WOMAN RESTING. 1972. Tempera on paper. 30 x 45 cm. The artist’s collection
OT/[bIXAIOLLAA. 1972. bymara, Temnepa. 30 x 45. CobcTBeHHOCTb aBTOpa



88 PORTRAIT OF KASUNI. 1972. Oil on canvas. 60 x 60 cm. Private collection, Beirut
MOPTPET E. KACYHW. 1972. XoncT, macno. 60 x 60. YacTHoe cobpaHue. benpyt
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89 MEDITATION. 1972. Oil on canvas. 150 x 170 cm. Ministry of Culture of the Armenian SSR, Yerevan
PA3YMBbE. 1972. XoncT, macno. 150 x 170. MuHuctepctBo KynbTypbl ApmsaHckon CCP. EpeBaH




90 MEDITATION. Detail
PA3/1YMbE. Oetanb



91 PORTRAIT OF THE SCULPTOR GODJABASHIAN. 1972. Oil on canvas. 70 x 50 cm.
The artist’s collection
TMTOPTPET CKY/IbIITOPA E. TOAMABALLIAHA. 1972. XoncTt, macno. 70 x 50.
CobcTBEHHOCTL aBTOpPa




92 ARMENIAN GIRL. 1972. Qil on pasteboard. 40 x 30 cm. The artist’s collection
APMAHKA. 1972. KapToH, macno. 40 x 30. CobcTBeHHOCTb aBTOpPaA



93 PORTRAIT OF K. BEILERIAN. 1972. Oil on canvas. 90 x 85 cm. Private collection, Beirut
[MOPTPET K. BEM/IEPAH. 1972. XoncT, macno. 90 x 85. YacTHoe cobpaHue. BeiipyT



94 PORTRAIT OF AN ARTIST. 1972. Tempera and oil on pasteboard. 60 x 60 cm.
The artist’s collection
MOPTPET XY/JOMHUKA. 1972. KapToH, Temnepa, macno. 60 x 60. CobcTBeHHOCTb aBTOpa



95 NUDE. 1973. Qil on canvas. 140 x 120 cm. Museum of Modern Art, Yerevan
HATYPLUMLIA. 1973. XoncT, macno. 140 x 120. My3eli coBpeMeHHOro uckycctea. EpesaH




96 AT THE MIRROR. 1973. Qil on canvas. 80 x 80 cm. The artist’s collection
MEPES 3EPKA/IOM. 1973. Xonct, macno. 80 x 80. Co6cTBEHHOCTb aBTOpa



97 AT THE MIRROR. Detail
MEPE/] 3EPKA/IOM. fetanb




98 WINTER EVENING. 1973. Oil on canvas. 75 x 80 cm. The artist’s collection
3UMHMM BEYEP. 1973. XoncT, macno. 75 x 80. Co6cTBEHHOCTb aBTOpa



99 PORTRAIT OF SEDA. 1973. Qil on canvas. 80 x 70 cm. The artist’s collection
MOPTPET CEAbI. 1973. XoncTt, macno. 80 x 70. Co6cTBEHHOCTb aBTOPA
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100 VISITING. 1973. Oil on canvas. 60 x 70 cm. Private collection, Yerevan
B rOCTAX. 1973. XoncT, macno. 60 x 70. YacTHoe cobpaHue. EpeBaH




101 VISITING. Detail

B rOCTAX. fetanb



102 THE PARTING. 1973. Oil on pasteboard. 40 x 47 cm. Private collection, Yerevan
PACCTABAHME. 1973. KapToH, macno. 40 x 47. YactHoe cobpaHue. EpeBaH
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