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Cosercikas ApMeHHst 3aHHMaeT ceBepo-
BOCTOUHYIO YacTh APMSIHCKOTO HAropus,
|COCEACTBYeT ¢ MABYMs pecnyGankamu
| Coperckoro 3axaskasns — Ipysueil n
| AsepGaiilikanom, rpanuunt ¢ Typuneii
1 Hpanowm.

Heropuueckast kapra ApMeHui mensi-
| 1ack He pas, cTpaHe NPHXOANIOCH OLITh
apeHoil MOCTOSIMHBIX BCIH H pasnenos
| Kax B ApeBHocTH, Tak i1 B Hosoe Bpems,
|H apMAHCKas KyJALTYpa BO BCE Beka OT-
|pa)cana coBLITHS HCTOPHH, GBLIA HX OT-
NEYaTKOM.
. Kamennermit mammmadr, obycaosus
| OCOBEHHCCTH JKH3HH U TPYAA apMAHCKO-
|T0 HAPOAA, ONPEASTHI H XapakTepHble
|uepThl KYJALTYPDl — e OCHOBOI cTano
sonuecteo. Korsa Apmennio nasuipaior
MY3EeM NOJ OTKPBITBIM Hed Hmeercs
B BHIY YHHKaJbHASH BO3MOMKHOCTL npo-
CACANTH HAa HeGOALINOR TEPPHTOPHH
NyTh  COBEPIICHCTBOBAHHS KAMEHHBIX
KOHCTPYKUHTT 1 OUeHNTL oYelb BLICOKHIT
| CTPOHTENLHBIT YPOBEHb, O KOTOPOM TO-
BODHT CaMa COXPAHHOCTL APXHTeKTYP-
HBIX NaMATHHKOB. Ho ne menee nurepec-
Hbl  NPOH3BEACHHS [J1ACTHUECKHX HC-
KYCCTB, CONPOBOYMKAABLINE PAa3BHTHE ap-
MSAHCKOfl aAPXHTEKTYpPB W OTpazkasiliie
OfpeseseHHLIM 06Pa3oM ee YepThl, CTH-
JIHCTHYECKY IO HanpapjieHHocTh H Taas-
10€ — ee niueiino-06pasnblii cTpoi.

BepostHo, MOXKHO HauaTh pasrosop
O CKYJAbNTYpe ApMennu ¢ mManoii GpoH-
30BOH MIACTHKH, oTHOCHWLElics K 3M0Xe
Gpoussl — XIII—XI pexanm 10 H. 5., 1
€ IMTaHTCKHX KaMeHHBIX H3BasHuil, H30-
Gpaaoux puib — xpannreneii nerou-
HHKOB. 3TH «BHmIanui», naiifieiusie B
Feramexnx ropax, sarnpyiores X—VIII
BEKaMH 100 H. 3. Buwans Hapceraga Bo-
LWH B apMAHCKHA cnoBecHbIi (|)0J1L1K-
JI0p,  HX  H300pajiennsi  BHNOJTHAOT
dynkunn odepera B aMynerax u ione-
JHPHBIX YKpamleHHsx, KOTOpble €O314d-
I0TCA N0 ceil  genn. Buwan-apaxon
BXOAHA Beflyulelt durypoil B opnamen-
TANLHBIE KOMNO3HUHH nepBbIX ApMsiH-
CKHX KOBPOB, laB HasBaHie CAMOCTON-
TEABHO rpynne «koBpos ApaKkoHd» -
«BIIU_[HI]{II'()[)TOU»,

Muoroe b Apyennn ropoput 0 Gulacit
Molln rocynapersa Ypapry — Bancko-
ro 4, KOTOpoe  CYHLeCTBOBAJIO
anect B IX—V1 pekax go u. ». Llurane-
JAH, XPambl, HPPHrallHOHHBIE COOPYHE-
HH5, CTEAL ¢ KJIHHONMHCHBIMH HAJANHCH-

Soviet Armenia, on the norih-eastern
part of the Armenian plateau, borders
on two Transcaucasian Soviet repub-
lics — Georgia and Azerbaijan, with
Turkey and Iran to the south and west.

Armenia’s size and borders have
changed many times during its long
history. It has been the scene of many
a war in ancient and more recent times.
They tore the country apart and have
left a deep imprint on Armenian culture.

The predominantly mountainous land-
scape, ils rocks and stone influenced
the Armenian way of life and the culture
of her people — “in the beginning was
architecture™. And architecture gave
birth to other arts. Sometimes Armenia
has been called “an open-air museum”,
because in this quite small area one can,
uniquely, see the whole development of
masonry, and the remarkably high level
of building technique, which shows
particularly in the excellent state of
preservation of old Armenian archi-
tecture. The associated sculpture too, is
very interesting, for all the way through
many distinctive features, the overall
style and, above all, the spirit and the
imagery are closely related to the archi-
tecture.

A survey of Armenian sculpture
should, perhaps, begin with a look at
the small Bronze-Age bronzes (13th to
11th century B.C.) and giant stone
sculptures of fish and sea rnonslc;s
which were believed lo guard water in
the mountain springs. These stone
creatures, called vishaps were discov-
ered in {he Gegham mountains. They
date back to the first millennium B.C.
The word vishap is part of Armenian
folklore; traditionally vishaps were fea-
tured on amulets and jewellery, and even
today jewellers and craftsmen still fa-
vour these ancient images. The dragon-
vishap is very often found in the design
of early Armenian carpets; one kind of
dragoncarpet is actually called a visha-
pagorg.

The cultural and arlistic legacy of
those times gives us some idea of the
power of the ancient kingdom Van
(Urartu), the Armenia of the 9th to
the 6th century B.C. Citadels, temples,
irrigation canals, stelae covered with
cuneiform script, ritual sculpture, ce-
ramics, varied both in technique and
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MH, PHTYaJbHAsA CKYJbNTYpa, pasHooG-
pasnas no TexHHKe H HA3HAYEHHIO Kepa-
MHKE, pe3Hble KaMeHHLIe NeyaTH, YKpa-
LUeHHsT U3 NMacThl W CTeKAd, OpYHHe —
P COBOKYMHOCTH BCE 3TO CO3AaeT OG/IHK
ApeBHEBOCTOUHOI  aecnoThH. Llenneii-
IIHMMH  CBHAETeJNbCTBAMM 3MOXH CTAIH
nNpeaMeThl MaTepHadbHOH KYJAbTYpPBI o
cpelln HHX TakHe LeHHble HAXOLKH, KaK
WHT ¥ LITeM YPapTCKOTO BOGHAYadbHH-
Ka, YTBapb H3 JAParoleHHbIX MeTalos,
KJ1aJ0Bas KepaMHUeCKkeH nocymbl, obHa-
PYZKEHHAA MpPH  PACKONKAX KpemocTH
Tefimebannn (Kapmup-Bayp), ocrarkn
CTEHHOH POCMHCH MepHCTHAst ABOpla
B UNTageaH IpebyHH, HaxoasLleHcs
B rpaHHuax coBpeMeHHOH CTOMHLLI pec-
ny6nukn — EpeBana, W, HakoHel, Ka-
MeHb € KJAHHOMHCHBIM  «NaCHOPTOM»
Epeeana: «Beauunem Gora Xaamn Ap-
FHLWTH, cLii Menya, Ty BeJHYeCTBEH-
HYIO KPenocTh MOCTPOWJ, YCTaHOBHJ
NS Hee HMst — Dpebynn...»

OnpiT nasuiero Banckoro napersa ne
npowen  GeccaeHO — MHOTHE  CTPOH-
TeNbHble TPAAHUHH H KOHCTPYKTHBHBIE
cxeMbl MPOC]EKHBAIOTCA B NaMATHHKAX
Gonee noszanero spemeni. [Mpeemcrsen-
HOCTh OUIYLLAETCS TAKIKE B TOH BbICO-
koil Texunke o6paboTKH Kamus, KOTO-
pas OT/IHYAET apMSNCKCE 304ECTBO It
CKYABNTYPHBI peabed Ha npoTaKeHnn
Bcero BpeMmein Hx pasputThs. [Mepeuwnn
B Goslee NO3Hee BPEMs H KepaMHueckHe
(opMbl  COCYAOB, TexHHKa oOpaGoTkH
Merasa, (popMel opyxus u np. Ko spe-
MeHH ypaprckoil ApMEHHH BOCXOAHT H
ocHOBHAs (DOPMa MeMopHana: BLICOKHH
KaMeHHBIH GJ0K ¢ BLIOHTOI Ha HEM Hal-
MHCBIO MM H30GparKeHHeM ycTalaBn-
pancs B yrayGaenne xyGopuanoit 6asol
B 03HAMEHOBANNE BaZKHEHINX COOLITHR.

Caeayiouui naact KyJabTypbl Ha 3eM-
Je A|)NQE|IH-I cBfA3an ¢ NJIHHH3MOM —
B [V Beke JIO H. 3. cTpaHa BXOIHT B Hpe-
JLeILl AHTHYHOTO MHpa.

Braouennocth  Apmennn B apean
KyALTYPLl MIHHHIMA NPOABIAIACH BO
MHOPOM: FpeueckHil A3bik Obli ApHuAT
B BepxyliKe 00OULeCTBd, A3LIMEeCKHIt nat-
TEOH apMin CTPOHIICH no aHajoruH ¢
rpedeckKHM  NAHTEOHOM, veckHN 110
(opve H penepryapy Obll apMAHCKHH
T TP JPeBHOCTH, H3yueHHe rpevecKknx
aBropos HCTOPHKOB, MEMYapHCTOB,
TparnKos, NpO3aHKOB, tpunocodon
GhIIO KP;I(_‘_YI‘I].‘IMII:IM KamMHem UG]’!EIH(J'

o

function, carved stone seals, glass and
pasie-ornamented jewellery, and, finai-
ly, arms create a vivid picture of a
despotic Oriental state. The surviving
objects of art, as well as remarkable
archaeological finds — the shield and
helmet of an Urartian warrior, gold-
and silverware, a storeroom filled with
pottery found during the excavation at
Teyshebahini (a fortress al Karmir-
Blur), vestiges of wall-painting in the
peristyle of a palace in the Yerebuni
fortress (now part of the capital, Yere-
van, and, last but not least, a stone
stab with Yerevan's “birth certificate™
carved in cuneiform characters: “...in
the name of great god Khaldi, I, Ar-
ghishti, son of Menua, have erected
this formidable citadel and given it
the name of Yerebuni — are valuable,
unique relics of Urartian times.

The achievements of builders and
architects of the kingdom of Van were
not lost upon their descendants. The
continuity of building ftraditions is
clearly seen in the remarlkably skilful
technique of masonry and sculpted
reliel, so characteristic of all Armenian
architecture and sculpiure. This cultural
continuity also extended to other aris
and crafts: Armenian potlers used fradi-
tional shapes, metal-workers used the
old, well-established techniques, while
armourers followed the ancient shapes
of swords and daggers. The commonest
memorial, a tall stone slab with acarv-
ed inscription or figures set upright
on a cubiform base, was also passed
down from Urartu. Such memorials
were erected to mark important events
in the lives of Urartians and, later,
Armenians.

The next period is associated with
Greek tradition: in the 4th century
B.C. the country becomes part of the
ancient world, and now the classical
influence makes itself felt.

The Greek influence especially pene-
trated many spheres: the Armenian
aristocracy adopled Greek as a second
language; the heathen pantheon in
Armenia was built on the Greek model;
even Armenian theatre was Greek in
style and repertoire. And higher educa-
tion in Armenia was based on Greek
historians, biographers, writers, play-
wrights and philosophers. Uniortunate-
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10/1a BAsolee
CKOil

K coxanennio,
HaMATHHKOB  A3blY
Apmenny 670 paspyiueHo B IV seke,

BaHHs
GOJBUIHHCT BO

B MEPHON YTBEPHIACHHA 37ech XPHCTH-
4HCTEA B KAYECTBE rocyaapcTBeHtoil pe-
snrkn. CyacTiinBoe HCKJIIOYEHHE COCTa-
BuA xpam e [apuu, oTHocawuiics Ko
eropoii noaosnue | pexka. [To yreepaiie-
HHIO apMAHCKOro uHcropuka V  Beka
Mosc Xopenauu, xpam cnacio To,
4TO KO BpPeMeHH NepBoil XpHCTHAHCKOR
[ponoBefH OH YiKe HOCHJA Xapaktep
CBETCKOrO 31alHf, CAYHHI MECTOM OT-
ABIXA LAPCKOIT CeMbH.

B rapuniickom xpame ocoBoe pHHMa-
HHE NPHBEAEKAIOT AeTalH — MACTepekoii

06paboTKell B TBEpAOM KaMHe-Gasanb-
HEeNPHHY K ASHHOCThIO
JIHCTA,

re, cBoGOAOH u
naactikn. Kpome akanTtosoro
JAbBHHBIX r0J10B, GBOB, C
HaMeH BIJIETEHbI H
n3obpaxenne BHHOTPALHLIX J03,
Jd0B rpaHara.

Hewmaaniii HHTEPEC IPeAcTaBAAeT H 06-
Hapy#eHHan Ha TEPPHTOPHH Kpenoctn
Tapun Gans. Oua cocrosna H3 npeadan-
HHKa H TpeX Pacno/JOozKeHHLIX ApPYT 3a
ApPYroM KOMHAT ¢ XOJOIHO! TenJoi
u ropsueii sonoit. OBorpes noveenns
e no KepamuueckHM Tpydam. Ha no-
Ay npeabaHHNKa BO BECh pasMep noye-
wenus Oblia BELTOKEHA MO3aHKa, H3o6-
paxaiomas Mope ¢ MHpHYECKHMH §O-
JKecTBaMH, HXTHOKEHTABDAMH, Hepenia-
mu, peiGasu. B uentpe Guian nonydgu-
rypoi MYKUHHBL B AMEHIIHHB, OJHUETBO-
paeumx Oxean n Mope. Coxpannaach
IHCh Ha rPeYecKoM: «...HHYero He no-
nyuast, padoTaIi...2.

'\|}\L(J aoramu bl HafAeHs | Apy-
eTeJhCTBa pas 3BHTHS ITACTHY
CTB B Ai).\l(‘JHIH nepuona 3.
JAMHHAMA — KepaMHYECKHe Badul, e
Boabine CKYALITY P, MpaMopHBb
Apremuibl, peaible KaMHi-resmbl, MoHe-
ol € HAOBPAKEHHAMH APMINCKHX Lapei
AHHEeM HX TPEYECKHX T Ty 108,
JHHHCTHYCCKANA KVJ/IbT a poua B Ka-
yecTBe COCTABIOrO 3JeMeHTa B KYJbLTY-
py Apsmennn, n X0t CBA3H ¢ neil o
pesko (]l‘)ti[!{i?lllbl JIOM  HCTOPHH, OHA
JLOJIrO elile Aapana o cebe 3HaTh, Cornpo-
1asl HepBLie 1arn XpHCcTHANCTBA Ha
a0 3eMe,

B 301303 ropax Apwmennst othuin-
anbHO NPHISTE XPHE crio. Otlo ia-
cpepxy poHCKa

rHe CBH
CK HCK

¢ yKa

camianock napeKne

Oro HCKYCCTBA APMEHHH

ly, most of the heathen monuments
were destroyed quite early in the Chris-
tian era, in the 4th century AD when
Christianity was becoming the official
religion. The temple at Garni (late
Ist century AD) was one of the few
examples of heathen art and architec-
ture to escape destruction. According
to the 5th-century Armenian historian
Movses Khorenatzi, unlike other hu.nhcn
places of worship, the temple
spared because when the first Christian
sermons were preached in Armenia, it
had already acquired an established
secular function: that of a holiday place
for the royal family.

The detail inthe temple is remarkable
for, despite the hardness of the basalt,
the Torm is light and unrestrained
Besides the classical acanthus leav
and lion's heads, the design includes
local motifs such as pomegranates and
vines,

The dig at Garni fortress also brought

ypKa
anens w3
# Jlyawene,
XIv L1} T T

iro ‘chashen. 14th
or Id!h century B. C
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Bo raape ¢ Tpaarom 111 u ocnoea
apmsnekoil uepksn Cpuropnem [Mpoche-
THTERAEM Npollan no CTpaHe, VHHYTO-
Haf fA3bluecKHe XpaMbl, yeranapaHBas
BMECTO HHX 1 Ha Mecrax rufean nepenix
XPHCTHAHCKHX NpONOBEAHHKOB KPeCTLI
o MaprTHpHY MBI nepBble COOpYKelns
XPHCTHAHCKOTO KYJIbTa.
Ocnoeononaraiouyio poab B (hopam-
POBanin HalHOHAJ IbIIDH KYJABTYPBI CbIT-
pano nzobperenne !\'\Cnpulm\: Marmro-
wem BV peke apmsHckoro ampannura,
cyutecTpyioulero Ges H3MeHeHHs no cel
.'l}‘llix. !'Ic:pvl:uﬂu(‘c as AesITeNnLHOCTD OX-
satiaa, ipome Esanreans, BuGanm it
SKHTHINOM nuTepaTYPBl, MHOTHE OTpac-
JIL 3HAHNA, NOABIJIICH CAMOCTOSATCIb-

Hble JuTeparypa, HCTopHorpapHs n ‘II)H-
siabike. [lan
panuero

ApMANCKOM
ach  3M0xa

Jocodst na
Apmennn  naual !
cpeanesekosbsl. B aTo npems O
faHbl OCHOBHLIE WEHHOCTH B
S0oMUeCTBA, CAOMKINACE CHCTEMA CKYJILIT-
TYPHOrO ACKOPa Ha 3ANHAX, BOSHIKIN

to light a bath house, an anteroom and
three adjoining rooms for coid, warm
and hot water, with ceramic hot water-
pipes for heating. The whole flcor of the
anteroom is covered by a mosaic rep-
resenting the sea and mythological

deilies, ichthyocentaurs, Nereids and
fishes. The male and female tors in
the centre personily the Ocean and the
ea. The mosaic picture bore Greek
inscription, piece of which survives.
It reads: *..toiled, but gained noth-
ing...”

Olher archaeological finds bear wit-
ness to the development of arts in Ar-

menia of the Hellenic period — earthen-
ware vases and small sculptures, a
marble torso of Artemis, carved gem
stones, coins with the heads of Arme-
nian kings with titles inscribed in Greek
In other wo Hellenic culture had
become part of Armenian culture as a
whole. And although the links with the
ancient world were later cut off rather

Vpaprekan ey
MOK 14 %04

BB
VI 8. 0 0. 5

Urartian’ pottery
irom Karmir-Blur

8th century B.C

P i
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nepBbie ppeckn 0 NepBbIe HILTIOCTPHPO-
Banubie Epanresnns.

Or VIl Bexa, koTOpblii cunraercs
€3CVIOTBLIM BEKOM» Pa3sBUTHI aPMSHCKO-
TO XPaMOBOrO 30A4€CTBA — B 3TO BpeMs
JOCTHIAIOT MNOAJMHHHOTO COBEPUIEHCTBA
HECKOJIBKO THIOB UEPKOBHBIX COOpYiKe-
HHIl,— coXpaHunack CKyJbITYypa, CBA-
3annas co 3falHsAMH H He3aBHCHMAR OT
apxuTexTyphl. Murepbepbl HEKOTOPLIX
uepkpeil GLLAN MOKPLITLE POCHHCAMI, o
HAIIHNX ~ JAHell  (Ppecok  COXpaHuI0Ch
oyeHb Majo —— 3TO OCTATKH pOCnHcell
coBopoe B Apyue u Tanuue n B ABYX He-
GDJ'II:ILU-IX KPeCTOBOKYNOJbHBIX nepK-
pax — Kapmpasop B Amrapake n Cre-
nanoca B JImBataBanke 6an3 ApTHKa.

Kapenpanbhbie cobopbl B Apyue u
Tanuue, rie KTHTOPAMH BbICTYNaJaH
BAajeresbible KHA3LA, ObLIH YHHKAJL-
Hbl o cBonM mMacwtaBam. Xpam B Apy-
ue, nocrpoenntii B 60-x ronax VII sexa,
nopaaer He TOJNLKO CBOHMH a6coioT-
HEIMH pasMepaMi, HO H BEJNHYECTBeH-
HBIM, HANOMHHAIOULHM NapaiHbiit 3ai
HepacuieneHHsiM HHTepbepom. Ha an-
TapHoil ancuae COXPAHWINCH Y4acTKH
¢ MoHyMenTanbHON skusonncbio VII e-
Ka — cemumerposas (purypa Xpuera na
TPOHe, ¢o CBHTKOM B pYKe (3Ta KOMIIO-
3HIHA B XPHCTHANCKON HKOHOrpaguu
HasbiBaeTcst « XpHCTOC, AATOUIHI 3aKCOH» )
W psaasl anocronos. B coxpanuBmuxcs
(pparmenrtax nsoOpaskenns, B csoGoano
PLIOLULEMCH CPHAMEHTE H3 aKaHTOBOTO
JINCTA UYBCTBYIOTCH OT3BYKH 3JIIHHNU3-
Ma. M KoNopHT, 1 MIacTHKa CBUAETEb-
CTBYIOT O HeyBAMAEMOCTH AHTHUHBIX
TPamHLKil.

Pacnucan G u coGop B Tannne —
Ha I}llyTpDHllElX CTOJ‘GBX BHIHLI NPOPHCH
ocuinapnxcs (ppecok ¢ H3oOpazkenis-
MH BCaJHHKOB-CBATHIX, PFAbl NPOPOKOR,
JIbHble MOTHBEBL.

Vilikaabibil npiusep (peckonoit s
ponucn VII pexa — uepkosb B JImGara-
panke, Ee aGcna UeNHKOM pacrnucana.
B nacrosiuiee BpeMsi MOMHO YBHICTL
Hal ajrapeM OCTATKH CLeHbl xB!_iJlC_HHL‘
npopoka HMeaexnuafy ¢ 3aBoparmHBaI0-
WHMI LA M TeTPaMopPoB.

B Taam BO3ne Nﬂ.ﬂﬂﬁ. I.IO'Ell,'l”MO'
My cemeiinoil, ueprBH Kiszeit Ka..\m:pa—
Kanos, GulaH pacrnogaomkerbl B GevibIIOM
KOsueCTBEe 1 CKYJBNTYPHDIC MaMsITHR-
KH TO BLICOKHE YeThipexrpat-

il 3noxI — par
HBle CT i, CNOIbL IIOK]‘JbITI\l[‘ nsoopa-

abruptly, the influence remained very
strong in many fields and, above all, in
the early Armenian Christian culture.

Armenia offlcially adopted Christian-
ity in 301—303 AD. The new religion
was imposed upon Armenian people
from above in a way that gave the little
opportunity to resist: the troops led by
King Tiridates I11 and the founder of
Armenian Christian church Gregory the
Enlightener swept through the country
destroying pagan temples and building
Christian churches on the sites, erecting
memorial crosses and martyries where
the first Christian missionaries were
killed.

The invention of Armenian alphabet
(the same one that is used {oday) by
Messrop Mashtotz in the 5th century
was crucial: it gave an impefus to
historical and philosophical writings in
Armenia and to the rise of national
literature. Translation became an im-
portant issue. Apart irem Gospels, the
Bible, and other Ecclesiastical books,
translators turned to books and trea-
tises on a variety of subjects. The inven-
tion of the alphabet marked the begin-
ning of a new epoch in Armenian his-
tory, the early Middle Ages, the epoch
that strengthened their national iden-
tity and independent thought. The writ-
ten word now helped to develop the Ar-
menian language. That period (4th—
9th centuries) saw some truly remark-
able architecture, the tradition of dec-
orative stone and sculpture was es-
tablished and the first Armenian [rescoes
and first illuminated Gospels made
their appearance.

The 7th century is often called the
golden age of Armenian ecclesiastical
architecture. Apart from several mon-
asteries and churches there is an im-
pressive collection ol 7th-century sculp-
ture both separate and as a decorative
component of buildings. Some church
interiors were decorated with irescoes,
of which, unfortunately, onlyv a few
fragments have survived (in two ca-
thedrals in Aruch and Thalin, and two
small churches built on a Greek cros
P and domed, at Karmravor in Ash
tarak and Lmbat, near Arthik).

The cathedrals in Aruch and Thalin,
built by princes of the Mamikonvan and
the Kamsarakan families (7th century),







NI ARTS IN ARMENIA

YA STEPANYAN. SURVEY OF F

HEHHAMH CIOJKETOB paHiel XpHCTHAH-
CKOil JIKOHOrpaguu, HENOMHEHHBIMH B
AOBOJILHO rayGokom pedbede: «Hune-
parop Koucrantuu u Math ero Enenas,
«[Muranne Haunn BOPOHOM?», CTOsLHE
MONAPHO CBATLIE-BOHHBI, CBATON ¢ XoO-
Pyrebio u Ap. YcranosieHibie B Ky Go-
BHAHLIE (a3bl-OCHOBAHHA, HA KOTOPBIX
TOME pasMellanuch peqabedbl, HO Yike
HHOrC comepskanns — «Jlaunun Bo pey
JAbBuHOM», «Bopwba cm. [eoprus ¢
APAKOHOM® H Hp., 3TH MeMOpHabHble
NaMATHHKH  COXPAHHIN  KOHCTPYKUHIO
YpPapTcKux MATHBIX crea, TaKmKe
GCTABSABIINXCH WHNOM B YrayGienne
kamenHoii Gaspl. Haunnas ¢ IX Bexa onn
YCTYNAT MECTo Apyroit opme memo-
pHana — «KPeCTHBLIM KAMHAM» HIH «Xau-
Kapam», 0 KOTOPBIX Pedb Noitaer nozke.
CRYILATY PHbIT ICKOP PaAHITHX apMAH-
CKHX Hepkseit ckpomen. On r
€T JIHIIb B HEeMHOMHX MecTax CoopyiKe-
HHS, AKUEHTHPY A ero OCHOBHBIE 3JeMel -
Tl [To kapunsam, na kanureasx, Bok-
PYr Kynosaa B HHTepbepe, no GpOBKaM
OKOH H QYEpPTaHHAM MOPTAJioB cHap
pacnonaraioTes HaceieHHble FYyGOKHM
CMBICTION  H30Gpaskenns. Muoraa 3To
CUeHA M3 PeJHrHO3HOI HCTOPHH, HHOTAA
CHi\IBO.:lLIHeCKIIﬁ 3HAK HJIH HEYTO H3 pe-
ANBHOW JKH3HH, HECyllee AONOJHHTEb-
HYIO CHMBOJHUECKYIO HAPPY3KY: KyBIIH-
HGLl, OTHUGLL, CueHa c@opa  BHHOrpaaa.
Ckyabnrypuele creanl V—VII Bekos n
yGpaHCTBO LepKBell 3TOro Bpemeni -
ueHieiiiee CBHAETENLCTBO TOFO, Kak
CKJIAALIBAACH HOBBIA H300pasnTe bHBI
A3LIK, HOBaS BLIPA3HTEALHOCTL, CHsI3ai-
Hasg ¢ NPHHIHITHAJALHO HOBLIM COAEpAKa-
nnem xpucrtHanckoil poxrpuubt. Hapsny
¢ Cupueil, Pumom n Koneranrunon
nem ApMelnst y4acTBOBANA B CAOMKEHHH
XpHeTHAHCKOI HKoHorpad:
Hurepecneiiniee  CBHALTENLCTBO  10-
HCKOB  3TCTO  BpEMEHH — MEeMOpHab-
ot namatung VI pexa B Oxsyne. Ou
HanomuHaer TpHyM(paibHbIe apKH Apes-
nocti. Ha erynenuyarom LOKOJe pacno-
NoMKeHa ABYXNpoeMHas apka, a b ee
NPOCBETbl BCTABAEHLl BLICOKHE YCThIPEX-
rpannsie credpl, pasieneHibc Ha 30HDI,
B KajKAYI0 H3 KOTOPLIX IOMEILENbL Cio-
skersl na Cpsiientoro nucanns. Anano-
P namsTHIE ecth B Aryan. Meno-
pHALL 3TH O cpoeil (hopMe BOCXOMIT
PHBIM COOPYHEEe:
nap-

TEM MepBLIM APXHTER
HHSIM B BHAE POTOHI, KOTOpBIE ¥

were unique in size. Aruch Cathedral
built in the 660s is impressive both in
overall size (34.6X16.9 m) and in ils
spacious interior. It is a single lofty
hall. There are still fragments of a
monumental 7th-century mural on the
altar apse, a seven-mefer high Christ
Enthroned. He is depicted with a scroll
in His hand, Christ Pantocrator accord-
ing to iconographic tradition — with
rows of the Apostles before Him. The
surviving fragments show the remains
of an easily flowing painting of a very
classical acanthus leai in which the
colouring and linear treatment speaks
for the vitality of the classical proto-
types.
As for Thalin Cathedral, ifs interior
was also decorated with frescoes, ves-
tiges of which still survive on the interior
pillars: sainls on horse-back, prophets
and fragments of ornamental decor.

Lmbat church contains a unique 7th-
century mural: the whole interior sur-
Tace was covered with frescoes. Unfor-
tunately, nene have survived, except for
several fragments of the Vision of Eze-
kiel over the altar, in which the most
siriking impression is produced by the
really Tascinating faces of seraphim,

A small church at Thalin, which may
have been a family chapel for the Kam-
sarakan family, is remarkabie for the
memorial sculptures in the churchyard.
The tall rectangular stelae typical of
the period are completely covered with
rather deep bas-relief. The subjects were
apparently dictated by the early Chris-
tian iconographic tradition: Emperor
Constanfine and Helen, The Prophet
Elijahk and the Rau also paired war-
rior-saints, a saint with a processional
banner, and so on. The stelae rest on
solid cubiform bases which, too, are
covered with reliefs, though these are
based on rather different motifs: Daniel
in the Lion’s Den, St. George and the
Dragon, and the like. Monuments of
this kind obviously followed Urartian
antecedents in both structure and ap-
pearance (the upright slab is fixed into
the base by a tenon and mortise joint).
From the 10th century on these grad-
aally gave way lo *cross-slones®, or
khatchkars which are discussed later
the article.

The sculpiural decoration of early
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HOHHA CTENANSH. OUEPK N30GPASMTENBHONO HCKYCCTRA APMEHMH

aupaanck B IV Bexe Ha Mectax myuenn-
YECTEA HIH NMepBOH XPHCTHAHCKOIN Mpo-
nosean. INapagpasoii sToit apxurekTyp-
HOH  (OpMbI  NeMOpHana  CTAaHOBATCSH
H3obpazcenun poteHa (Meradopa rpo6-
HHUB XPHCTA), a TaKk:Ke XOpaHbl —
BBOIHBIC JHCTLI B PYKOMHCHBIX HJTIOCT-
PHPOBAHHDBIX EBHHI‘E.’U[S{N‘ K¥Aa nome-
waancs «Kanonsl cormacuas n nocaa-
nns Escesna — Kapnnany.,

Cpoero poza coefHHeHHEM Beex 3.e-
MEHTOB CKYJ/IBITYPHOrO IEKOPa XpHCTH-
AHCKOTO Xpama, IpHUeN B nopakaoLueii
cBoeit cBOGONON HHTepnpeTawin, npea-
CTAIOT PA3BAJHHBI BbIIAOWErocs na-
MSITHHKA apXHTeKTYpH — Xpama Bjs-
wnx Cua, npossanuoro sa ceoe yGpau-
cTBO 3BapTHOL («yKpawmenHpij J'_ 3en
JA 040 XpaHHaa ero Taiik x0T 0
CAMOM NAMATHHKE H HCTOPHH €ro cTPOH-
TeJBCTBA HMEJIHCh MHCTOYHCAEHHEIE
CBHIETENbCTBA HCTOpHKOB. Boammuruy-
Teill B cepennne VII sexa npu katoau-
koce Hepcece 111 Crpontene, 3aprron
MPOCTOAT TOABKO TPH BEKA — CHJIbHLIE
3eMJeTPACCHHS. B X Beke paspyuiHiaH
ero. Packonkn xonma, B kortopeiii ¢ ro-
AaMH NPeBPATHIHCH 3ACHINAHHBIE 3€M-
Jeil pyHHBI, GbliH nposefenst B 1900—
1907 rogax. OHH OTKPELIH apXHTEKTYP-
HEBII  KOMILIEKC, rie, KpoMe Xpama,
HAXOAWAHCH [ABOPUOBBIE MOMEILEHHS 1
eay#6ul narpuapxa. B oranumne or or-
POMHOr0O GOJIBIIHHCTBA UePKBei, paBHo-
CTOPOHHHIT KpecT MJiaHa BMHCHIBAJCH
B 3BapTHOLE He B KBalpaT, a B Kpyr.
Kpyrasiii B OCHOBAHHH Xpam Obla
HOBJAEH Ha MHOTOTDAHHOM CEMHCTYNEeH-
yatoM criiofarte H HMEN TPH spyca.
OcHOBY KOHCTPYKIHH COCTaBJsil BHYT-
pennHil KpecT, 0GBefleHHEI B HITEpbe-
pe, B npeenax NepBOro sipyca, KOJOH-
Hajoil. Yersipe MOWHLIX THJIOHA BO
BHYTPEHHHX YIAaX Kpeera Mnojiepikn-
BaJlil BTOPOH Apyc, TPETHH COCTABIAI
KynoJ.

Kamun 3paprhoua npeacraior nepei
HAMH PA3PO3HEHHBIMI, JHUIb CHADH BO-
obpamennst Mbl cobupaem (parmenTbl
1 06LEM, CIIOIL NOKPLITBI AeKopaTHB-
HeiM pedsbedor. Beankosenape Kank
aM ¢ n i MAFKO 3aBepPHYTHI-
MH BOJIOTAMH KTHTOPOB
B BIH/E CTPOHTENE felraMi B
pyKax, BUHOFPALHLIX H rpalaToBLIX BeT-
BO BCEM BHANHO TBOpYECKOE ocBo-
H3pec BIX yie B MHPOBOM

Beil
elpe

KaK

Armenian churches is rather modest. It
is limited to the cornices, and capitals,
to above the portals, around the win-
dows and on the “iringe” of the cupola
interior, where buildings were embel-
lished with architectural sculpture of
great conceptual significance. The most
Irequent motifs include religious scenes
and symbolic representations: some-
times a symbolic sign, sometimes a
figure or a scene with some symbolic
meaning: for example, pitchers, birds,
or grape picking.

On the whole, the carved stelae and the
architectural sculpture of that time
create a vivid picture that illustrates the
development of a new expressive archi-
lectural language that was emerging
from the newly adopted Christian ideol-
ogy. Side by side with Syria, Rome and
Constantinople, Armenia helped to
form the tradifions of Christian icono-
graphy.

The 6th-century memo
one of the most rem
of the crealive pursui
reminds one ol class
arches. The slepped be supports a
double arch, a tall Tour-sided siele
inside each. The stelae are divided inlo

ial at Odzun i
kable examples
of the time. It
| triumphal

[

amar. Church
of the Holy Cross,
AD 915921,

danucl
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30[MECTBE, TdK H COBEPIIEHHO HOBLIX
thopm. OcoBo npumeyarenbibl ueTbpe
rpoMajHbie KanHTeaH ¢ H300payKeHis-
MH OPJIOB, KOTOpble 34BepIIaJH KOJIOH-
HBI, YCTAHOBJEHHLIE PHAOM € MHJIOHA-
MH — OCHOBHBIMH OMOPHBIMH TOUKAMH
Xpama. Packunysuime Kpbiibst 1aper-
BEHHDbIE IITHIL OLIIH MOMELLEHb He
CayyaiiHo — TaK NoAYepKHBAJNOCH 3Ha-
YeHHEe NHJOHOB JAJ51 BCEH KOHCTPYKIHH.
Bnocaencrenn, B VII n X Bekax, B Ap-
MeHHH GBIJIO CO3AAHO HECKOJBKO LEpK-
Befl B noapax<anHe Xpamy 3BapTHOLL.

JexopaTHBHBIH, CBA3aHHLIH € apXH-
TEKTYpOii pesbed B AasibHeiilwen, B na-
MaATHHKax X Beka, B YacTHOCTH B Kajen-
pajax H HeGOJNBLUIMX UEPKBaX ToOrjall-
kleﬁ CTOJHLUBL apI\IHIlCKOFO uapcrpea ro-
poia AHH, H3MEHsETCs 1O CPABHEHHIO C
VII sexom. Ou cranosurcs Gojee mioc-
KHM, «rpa@uyHBIM», ero (OpMbBl Medb-
4aloT, OpHAMEHT npuoGperaer GoJbluee
|J('!31E0051}a3|13 H MOMKEeT BO3HHKATb HAa
creHax 3Aaniii He3aBHCHMO OT JOTHKH
KOHCTPYKUHH. B 310 Bpems sakaaibiBa-
1I0TCSl nepBble cOGOpbl GOJBIIHX MOHA-
cTeipelt ApMeHHH, B TedeHHe Nocaeayio-
UHX BEKOB CJAOXKHBIUHXCSH B CJAOMKHbIE
apXHTeKTYpHBlE KOMIeKes. CKyabnTy-
pa 37X coGopos — Cs. Kpecra 8 Axna-
Te (977—991 rr.) u Cnacurens s Cana-
nHe — QUrypsl KTHTOPOB MO IMHNILaMK
BOCTOUHBIX (pACAZOB, TOMEUICHHBIE B
ray GoKHe HHINH, ¢ MOAEJBIO CTPOsILEil-
et uepksh B pykax. K X sexy otnocurcs
1 YHHKanbHbl namaruuk —xpam Ca.
Kpecra na ocrpose Axtamap osepa Ban
(uuine 1a Teppuropun Typumn), cnuiots
MOKPLITEIT € BHEUIHEH CTOPOHBI pedibe-
damn Ha GuGAeiicKHe N eBaHTeJbCKHE
TEMBI.

Cuennl us  BuGann u Esanrenns,
CIOJKETEI, NMOCBsILeHlible BBeACHHIO XPH-
cTHaHcTBa B A])MGIHI![. CHMBOJIHYECKHE
H306pazkenns pacno/iaraioTesi ropH3oH-
TAIBHBIMI TIOSICAMH 1 MOAUHHENLL et~
HOMY HMEIOLLeMY TeQIoruecKHit CMBIE
cofeprannio.  OQ6ank NOCTPOEHHOro
B 915—921 rogax xpama Cs. Kpecrs
ocTpose A He HMeeT ananormi
B XPHCTHAHCKOM 3oaun
HoCK paccunTan  BCE
BO3MOMKHBIC TOUKH 0Go3peHusi Xpam
yuea Xapakrep BOCHPHSTHS HedoBeK
HOCTENEHHO NPHGINKAIOEerocs Ha J0/L-
Ke K OCTPOBY, crynaoumera Ha
MEANCHHO HAY ) K Xpamy H

several sections, with a Biblical scene
on each. There is a very similar monu-
ment at Aghudi. Apparently these mem-
orials owed their origin to the rotun-
da-shaped memorials built in the 4th
century to commemorate early Chris-
tian martyrs or the first Christian
sermons. Later they were paraphrased
in various representations of rotundas
(symbolic of the Sepulchre) and in the
arch-shaped decor of the folios with the
Canon tables and the Letfers of Eusebi-
us {0 Carpianus in Armenian illumi-
nated Gospel manuscripts. Those intro-
ductory folios of the Gospels, which in
Armenian tradition are called khorans,
inspired the imagination and challeng-
ed the skill of Armenian miniaturists
for more than a thousand years. But
miniature painting is discussed later,
jor although the earliest surviving il-
luminated parchments date irom the 7th
century, the real history of Armenian
illustration begins in the 9th century.

The ruins of a truly remarkable 7th-
century temple, the Church of Vigilant
Strength, are almost the quintessence,
the sum of the whole sculptural reper-
{oire of early ecclesiaslical architecture

of the Church
af the Holy Cross
in Aghtamar.
AD 915821
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UHTAIOLUErO 110 peabedam, Kak no KHure,
HCTOPHIO pofa JI0ACKOro, H3J0XEHHYIO
B CBsilenHoM nucaiui i CORAHHEHHYIO
C HCTOpHel apMsAH H MECTHOrO KHsKe-
cKkoro popa Apupynnaos. «Muororono-
CHE» CKYJIBNTYPBI AXTaMapcKoro xpama
NOAAEpHaHO B HHTEpbepe, KOTOPbIil
Gb UennkoM pacrmucan. AxTaMapckuii
XPaM — eHHCTBEHHDI apMAHCKHIT cpel-
HeBeKOBLlil MaMATHHK, rae Bo (peckax,
HecMOoTpAa Ha MoBpe;KAeHns, NPOUATLI-
BAaeTCH Bech PAM CIOXETOB, TPHHATLIX
B xpamosoii fekopaunn. OcoGo nuTepec-
HBI pasvenlennsle B GapaGane kynona
CclieHbl COTBOPeHHsA yenosexa — ot «Cos-
nanns Apama» o «klarmauns na pass.
Ha crenax — oGWHpHBI  eBaHreALCKHIT
WHKS, KOTOpHil Haunuaercs «Baarose-
wenneM» H BefieT K «CTpamHoMy cyays.
HecmoTpst Ha HePTEHl ynpouienus, gpec-
KH NPOHSBOAST BreuaT/eHHe cpoeil Mo-
HYMEHTaJIBHOCTBIO, B HHX €CTh HecoM-
HelHoe BeJHYHe. Hccnenopatesnbhuiia
sroro namaranka C. Tep-Hepcnean ye-
MaTpHBAeT CXOACTRO (ppecox xpama Cs.
Kpecra ¢ auetaMu MuHHaTiop Sumuai-
sunckoro epanrenns 989 rofa. eiictsn-
TeabHo, H pesabed H (peckn axramap-
CKOrO XpaMa B LeJOM CBA3AHL € APYTHM
3HAUNTENLHBIM SIBACHHEM apMsAHCKOro
CPEeHEBEKOBOrO HCKYCCTBA — PYKOMHCS-
MIf, B YACTHOCTH CO3IAHHBIMH H B 3TOM
paiione. Bacnypakauckas (Banckasn)
KoJMa  MHHHATIOPBI, pacuBeTimias B
XIV — XV Bexax, fpurach passuTHEM
B HHBIX YCJIOBHSX H Goslee eMOKpaTHYe-
cKkoil cpefe TeX NPHHIHIOB, KOTOpLIE
HALLTH  BOIVIOLIEHHe B JleKope Xpama
Cs. Kpecra.

K MOHYMEHTATLHBIM POCITHCSM, CO3-
RAUNBIM B 3TO BpeMs, GTHOCHTCs dpec-
kOBl WK B Gosrbiiom xpame cu. [lerpa
n Tlasaa (IMoroca u [lerpoca) B Taren-
cxom monacthipe (930 r.). Jlo wanmx
Jeii on jotiest Bo (pparventax. Jinmwe
cuena «Crpaunoro cyia» Ha sanajiion
crerte, nenofnennas ¢ GoabIoi Apana-
THUECKGH  CcHaOl, nospoisfer CYAHTDL
o0 npoheceHonaTbIOM YPOBHE HITBOTHC
na. Cuena «Poxpecrsax» Ha cepepHOil
crene, qurypa Xpuera, cupsilero Ha
Tpone B riaBHOil ancuae W PHAL ano-
CTOJIOB BHLIBL B MPOPHCH.

MounacTeipH, OCHOBaHHbIE B X mBeke,
!);\Cﬂlllpslill‘h. ﬂ'ﬁ{"!"p:;lllﬁaﬂl‘h. CTAHOBH-
JINCH  TIOTHHHBIMH IeHTpaMy HG[JE’K()-
BAHHOCTH, L'ﬂﬂt‘ﬂﬁ])é'l'illla]hlll cpelHeBeKo-

It is known_as Zvartnotz (the Dec-
orated) for its lavish decoration and
the freedom and unrestrained ease with
which the whole is handled. Many his-
torians referred to it and to the history,
of how it was buill. Yet despite all
documents, the ground long kept its sec-
ret. Built in the mid-7th century, un-
der the auspices of Catholicos Ner-
ses 111 the Builder, Zvartnotz stood for
only three centuries: in the 10th cen-
tury earthquakes destroyed it. Time
raised a hill on the hidden ruins and
it was not until 1900—7, that a whole
group of buildings was discovered in a
dig: the church, a palace and the patri-
arch’s residence. Unlike most other
churches of the cruciform plan, with
all arms equal, the Zvartnotz cross fit-
ted onto a circular, not a square or rec
tangular plane. Its base was round,
which rested on a seven-stepped pol
gonal stylobate. It had three tiers. In
the bottom tier — a colonnade encircled
the internal cross. The colonnaded cruci-
form interior was obviousiy a key fea-
ture. Four massive pillars strategically
placed at the inner corners of the cross
supported the second storey of the
building. The third was the dome.
Unfortunately, what survives of
Zvartnotz is virtually a huge pileof dis-
jointed pieces of stone, and it requires
both guess-work and imagination to
place the fragments, like pieces in a
jigsaw puzzle, and to create a mental
picture of this magnificent church com-
pletely covered with carved relief. The
remains of the sculptural decor — beau-
tiful capitals with gently curving vo-
lutes, carved effigies of the founders pre-
sented as builders with instruments in
their hands, with vines and branches of
pomegranate trees — show the great
ange of the architecl’s creative pur-
suils in reinterpreting fraditional, gen-
erally known forms and to finding new
ones. Four enormous capitals, deco-
rated with ecagles are among the most
striking of the sculptural fragments.
They belonged fo columns that stood
beside the four pillars which supported
the cupola. The birds which, with spread-
ing wings, crowned the columns mu
have underlined the boldness of the ar-
chitect’s concept. Several later churches
(7th and 10th century) are obviously
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BBIMI YHHBepcHTeTraMn. 3iech obyua-
Auch TpAMoOTe AETH H3 OKPECTHBIX Cel,
HAXOMIIHCL PeMeCJeHHble MacTepeKne,
CKPHATOPHH, il MepernuchBajsich I yK-
pallanich MHHHATIOPAMH DYKOMHCHL
Gorocayzkedusle KHHCH, OCHOBBIBAJY
Kuproxpannania. Muorne AaMITHIKN
KyJALTYpBl H MpoN3BEflenHs HCKYCCTha
coapapannch b crenax AXnaTekoro, Ca-
Tarepckoro MoHACTHIpeil,
»ii0-Hopasank, [oua-
HMEeHHO MOHa-

HAHHCKOro,
B MonacTeipax Ba
pani 1 gpyrix. Hepenko
CTHIPL AaBal HMs onpefeenHol HKoOAC
MUNHATIOPHCTOR, 1 H3 €ro cTell BbiXOML:
M cBsi3anmLie APYT ¢ APYroM mo csoei
jkonorpaHi, XyLOMKECTBEIHBIM NpHe:
)BRG Tekera pykonuci. Hro
K ATERCKOr0 MOHACTBIPST, TO O
coxpanser aiauenne uenTpa ofpasonan-
woern sraors ao XVI peka. 3xech ne
NpocTo YU H peMec
B mMouacrbipe cyllecr a mKoJxa
pirropuKH, GorocaoBisi H (punocodun Bo

K H3OBPASHTEIBHOTO HCKYCCTBA APMEHHH

strongly influenced by the Zvartnoiz.

The subsequent development oi ar-
chitectural sculpture and stone carving
resulted in considerable
n stone reliefs. Thus, the 10th-
century reliefs on buildings such as, for
example, the cathedrals and churches
in Ani, then the capital of the kingdom,
are noticeably flatter than their 7ih-
century antecedents. Decorative forms
became smaller in scale, and the orna-
mental designs more varied and elab-
orate. Such reliefs no longer allotted to
any particular place, could appear any-
where on the walls according to the
architect’s whim regardless of the struc-
ture. The first Armenian monastery ca-
{hedrals were Tounded in the 10th cen-
tury. Laler these monasteries develop-
ed into architectural groups. The sculp-
{ural decor of the cathedrals —e.g. the
cathedral of the Holy Cross at Hagbat
(977—991 A.D.) and the Saviour’s

——————4
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rjiape ¢ yueHbM-nacrostenem ['puro-
pHem Ta resann («n3 Tatesa») (1346 -
1409) ckpuntopnsi TaTenckoro mo-
HACTBIPS BLIIJIO BevibLIOE KOJHYECTBO
GOraTo I OCTPHPOBAHHBIX PYKONMHC i
COCTABASAIOUINX eIHHYIO N0 XapakTep:
€TATERCKYIO MIKOJY» apMsHCKOMN Ml
rioppt XIV — XV Bexon.

reppPHTOPHI APMSIHCKHX MOHACTDI-
pex cranu }'L"J‘EIIIEL]!A'“I!H\II)CiI MeMOpH-
aNbHbIe MAMATHHKH cTeabl, 10 |)"|HI|'
He Ha3BaHHe €KPecTHBIX Kamueil» (Hin
«KPELLeHBIX KaMHei») — XauKapos. Vi
peilllaﬁ)lh\i‘ jl(‘l(()pﬂ't‘[ll!!”xlM |JC.'L|vl‘lt)0i\[
MPEHMYLLECT BEHHO OpHAMEHTAIBHOr0 Xa-
pakrtepa, oHH © JHCh SIBIEHHEM Cy-
ryGo MectiipiM, Ge3 npsMBIX AHAJOTHI
B MHPOBOM HCKycCTBe, Xaukapbl BO3-
HHKJAH B PaHHHH MepHOI .\|H|l HAHCKOH
neropun ApMennit, 10 NOMLTHHHOE pas-
BHTHE B |(II\HJ[‘ panenne nmoJIys 1
naunnan ¢ 1X Be COBEPUIEHHO BLIT
HHB MeMOpHadbhEle coopyxenns IV

Cathedral at Sanahin — displays a re
pertoire of motifs hitherto unknown in
Armenian architectural sculpture, Such
are the statues of donators with models
of churches in their hands placed into
deep recesses on the east exterior Ils
The 10th century saw the construction
of a fruly unique monument — the
church of the Holy Cross on the island
Aghtamar on Lake Van (now on Tur-
‘he outside oi the church
covered with reliefs on Biblical sub-
jects. Scenes from the Holy Scriptures,
and u)mpumlm\h narrating the history

f G i rmenia are arrang-

and sy mlmltc'lil\

by an underlying theological
theme. The church of the Holy Cross
built 915—921 unparalleled in

architecture. The architect
culptor, Manuel, considered every
|1(|%H\Mi‘ angle from which the church
could be viewed., and obviously took

a Hopas
Khatchkars
in Noraduz
10th to 15th centuries
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cireans
pu.
“All-Saviour”
khatchkar
from the vi

of Urtz. AD |




HOHHA CTEMAHAH. OYEPK HIOGPASHTENLHOPO HCKVCCTBA APMEHHH

VII BeKOB B BHAC YETHIPEXIDAHHBIX Bbi-
COKHX CT&J € H30GDaMEeHHAMH PeTHrH-
O3HBIX CIEH.

B ApmeHuH Xaukapbl MOXKHO BCTpe-
THTb TOBCEMECTHO, HE TOJBKO BOAHM3H
TOPOAOB H CE€1, PAAOM C LEPKBAMH M
B MpeiedaX MOHACTBIPCKHX KOMILICKCOE,
HO H B CaMblX OTRAJIEHHLIX MecTax. Hay-
YeHHEe HX XYA0XKeCTBeHHbIX Kayecrs,
CHMBOJHKH, KJIaCCHHUKALNA N0 perto-
HaM — 3TO B H3BECTHOM CMBICTE H3yue-
HHe, OlLEeHKa H pacwHposka Bcero
ZEeKOPATHBHO-OPHAMEHTANBLHOIO  HCKYC-
crBa ApMeHuH.

B musHH cpexnesexoBsoii Apmennn
Xaukapbl HrpaJH GOJbIIYIO H pasHoo6-
pasnylo poib. TekcThl, Bulpesanubie na
KaMHAX, CBHIETEJTbCTBYIOT, YTO OHH
VCTaHABTHBATHCH 110 CaMBIM PAITHUHBIM
NOBOAAM: B UeCTh NOGeNL! HaJ Bparamu,
N0 ¢YYalo 3aJ0AeHHs HOBOH fepeHi,
OKOHYAHHSI CTPOHTENLCTBA XpaMa HiH
MocTa, B 61aroaapHOCTh 3a noayuene
JIBFOT HJIH 3eMeqbHOrO Hagena. Xaukaph:
HCMOJIB30BAJINCH B KaUeCTBe MerKeBblX
KanMHeii, MONIH GLITh 1apOM MOHACTHIPIO
OT OTHEJNBHOFO JIHIA, HO 4Yalle BCEro
a1y HKHIH MEMOPHAJBHBIM NaMATHHKOM,
VCTAHORICHHLIM B H3HOIKLH ¥ HAArpos-
woit nantsl. Ha oGopoTHoit ctepone xau-
KapoB, @ HHOIJA H Ha JHIERol B paMke
HAXOAHAACH [OMHHAJLHAA  HaJMHCh
u HMs pesunka, Xaukapsl Obuin mMeMo-
pHasaMH B caMOM WIHPOKOM CMbICTe,
OHH Ouelb PaHo BOCIPHHUMAJINCE H KaK
LweAeBPEI HCKYCCTBA: O HHX [THCAJH Xpo-
HHCTBI, JYUIIHE CAYIKHIH 06pasioM 45
KaMHepesoB  MOCAEAYIOUMX  NOKoje-
HITi —- TAK CKJIAJLIBATHCh THKOJBI.

Tnapublil XYAOKECTBEHHBIN TIPHHIHA
B CO3/aHIN XaUKAPOB — OPHAMEHTANb-
Has OpraHpsalna KaMeHHoil MIocKocTH.
Xaugaphl  MBICHHANCh KAK  KaMmeHibie
peabedsl H BMECTE € TeM KaK neGoabine
cTeHpl, nogo0ipe CTeHaM aPXHTEeKTYp-
HBIX cOOpYIKeHHH — 3T0 Gbiia Madas ap-
XHTeKTYpHASA (hopma, noOCTpoeHHas Ha
HCNOMLI0BARNI  CKYJIBATYPHOTO pedibe-
(pa. Hepefiko xauxapui rpyniipoBaincs
B GJAOKH H HFPAJH, NO-BHAHMOMY, POJIL
NPHACPOIKHBLIX yacopelr. HacTo Hx Kom-
HO3HILHK MEPeHOCHITHCH 1A CTEHDl 1epk-
peil, HHOrHa XauKapbl BCTaBIATHCD BYIKe
cyurecTByolne MOCTPOINKH, HOCH MOMI-
JIBHBIT XapakTep.
Ipn orpoMHOM p
e S it pai

311006pazHil THIOB
KOMITO2IHITH-

into account the approach to the is-
land by boat, stepping ashore, walking
slowly to the church and then reading
the reliefs one by one, like pages of a
book that tell the history of mankind
according lo the Scriptures, the his-
tory of Armenian people, and the his-
lory of the Artsrunids, the local ruling
dynastly. The complex message of the
exterior sculpture was further elaborat-
ed and clarified in the frescoes that
covered the interior walls. The Aghta-
mar irescoes are the only surviving
example of medieval Armenian murals
which, despite all that has been lost,
still include the full repertoire of mo-
tifs traditional in church interiors. The
scenes [rom Genesis from the Creafion
of Adam to the Casting ouf of Paradise
are placed inside the drum. The walls
are painted with Gospel scenes which
cover the whole Gospel narrative cycle
from the Annunciation to the Lasf
Judgement. In spite of a somewhat
schematic character, frescoes impressin
their monumental grandeur. According
to S. Der-Nersessian who made a close
study of the Aghtamar church, the
Irescoes aresimilar to the miniaturesof
the 989 AD Echmiadzin Gospels. As a
matler of fact, both the sculpture and
frescoes of the Holy Cross church, ta-
ken in their entirety, are closely linked
with the illuminated manuscripts, an-
other remarkable phenomenon of Arme-
nian medieval ar{ especially the manu-
scripts from around Aghtamar. Thus,
the Vaspurakan (or Van) School of
miniatures which flourished in the 14th
and 15th centuries was, in facl, based
on similar principles to the reliefs and
frescoes of the Holy Cross church, even
though the Vaspurakan m aturists
worked under very different historical
conditions in far more democratic sur-
roundings.

Tenth century monumental mural
painting is represenled by a cycle of
Irescoes in the rather large St. Peter
and Paul church (8S. Poghos-Petros)
at Tatev monastery. These murals date
from 930 AD and only [ragments have
survived. The only reasonably well pre-
served mural, which enables us to' judge
the artist’s skill is the dramatic Last
Tudgement on the west wall. Of the Na-
tivity on the north wall. Christ Enthron-

Monacrs
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HOHA CTENAHAH. OUEPK M3OBPA3HTENBHONG HOKYCCTBA APMEFII

OHHYIO CXeMY — 3TO KpecT, BhIpacTaio-
UiHii H3 3epHa WIH CONSMPHOrO 3HaKa,
HMEIOUIEr0 HEePeIKC OpHaMEHTAIbHYIO
cepauesHHy u Bersu. Mnoraa kpecr onn-
paetcss Ha  CTYyNeHYaTwlii  nocTaMenr,
B UEM NPOSBAAETCH OCHOBHOIN acnexT
CMBICIA  XAYKAPOB— OHH  3HAMEHYIOT
eBaHreabekyio cueny «Pacnaths», na-
nomuHaior o loaroge. B ocuopaunn
KPECTa HepeaKo MOKHO 3aMETHTb H30-
OpazenHe yepena AJamMa, BO HCKyIIe-
HHe rpexa KoToporo noru6 CnacHrenn:
COTIacHO NpPENaHHIo, KPEeCT MyueHHue-
crBa XpHcTa OBLT YCTAHOBJIEH HA afa-
MoBoil rpoGHuie. YacTo Xaukapsl Hae-
10T TPH KpecTa — 3aech GOKOBbIC, BO3-
MOZKHO, NOMEIUEHE! A5 NOJHOTH CLLeHb,
HepeaKo Hajl GOABUIHM KPecToM H3obpa-
JKAIOTCH COMHUE H JYHA HIH HX CHMBO-
JIbl: CBETH/A OJHOBPEMEHHO B3OLLTH Ha
HeGe B feHb pacnaThs. Takum oBpasonm
Xaukapbl 'I'paK'I‘CIHZI.iII‘I B CHMBOJIHKO-
OpHAMEHTA/IbHOI (POPME CUEHY Myuenn-
yecTBa XpHCTa. DTO NOLTBEpKAaeTCs
CYLIECTBOBaHHEM HeGOMLIIOrO Kodnye-
cTBa XayKapoB, HA KOTOPBLIX H300paske-
HLI BCe YYACTHHKH clenbl — caM Cnacu-
rean, Mapusa n Hoann, Hocud Apnma-
(peficknit n Hukoanm, anocroast. Hasep-
Xy B HHX HEpPELKO MOMeIlanach cleHa
«Boauecenun». Takoi xaukap B napoae
naspiBaan «BcecnacHTenb» no cuntann
4y IOTBOPHBIM.

Peabedbl MOAABIAIOWET0 YHCAA Xay-
KapoB, OLHAKO, HOCHIH OpHAMEHTalb-
woiii xapakrep. Kpecr nomemancs wna
NOKPBITOH pesbOOit IMIOCKOCTH, Hepexko
W cam npeacrapaan coGoit cnnoumoe
y30poube, XOTS BCEr/la BEUIEJSICH Jo-
eratouyno sicHo. FIMeHHO KPecT, Kak cum-
Bosl  ClaceHiHs, BOMJOLLAET OCHOBHYIO
nelo mMenmopnasion. 3HaK Kpecra c sa-
KAOueHHOl B HeM CHMBOJHKOW  HMen
s apMSTHCKOH xpncmaucuuﬁl HepksH
HCKJIOUHTEIbHOE 3iladeHie: eMy MOIUH-
HEHLI He TOJNbLKO [JIaHb IIOAH&'!ST{OUIGH
waeTH CPeNHEBEKOBLIX COOPYIKEHHH Ap-
MEeHHH, HO H KOMIO3HIHA MIOTHX MaJBix
npeaAMeTHEIX (hopM.

Xynoxecrsenunpii an xauxapon
FOBOPHT H O APYroM — 06 yAHBHTEJILHOH
ANS XPHCTHANCKO KYJALTYPLI  NpHBEP-
ACCHHOCTH  OPHAMEHTAJLHLIM - T10CTPOe:
HHAM, 0(!()6(\ eCTecTBeHHOCTH, KoTopas
[rropa-apMsiHiia, Koraa
opuament. To xe camoe
imem ckasath 06

QI €IJIeTeTs
MOZKHO Byner B aanbi

ed in the central apse and the tiers of
Apostles only the outlines remain,

As time went on, the monasteries
founded in the tenth century grew and
expanded gradually becoming impor-
tant educational and cultural centres,
and indeed universities in the original
sense of the word. Children from the
neighbouring villages received their
first knowledge there, and local crafts-
men opened shop. Moreover, il was in
monastic scriptoria that illuminated
manuscripts were produced, and the
ﬁ_i’st and most comprehensive collec-
tions of books were assembled in mona-
stic libraries. Many works of art owe
their origin to Haghbat, Sanahin and
Tatev, Bgheno-Noravank, Goshavank,
and other monasteries. In fact, monas-
teries often gave a name to a parti-
cular school of miniatures that had es-
tablished itself there. Manuseripts pro-
duced there were based on the same
iconographic and textological princi-
ples and were similar in the style of il-
lumination. Tatev monastery remained
a significant centre of education and
culture into the 16th century. Apart
from elementary knowledge which the
monastery dispensed locally both to
children and to grown-ups, apart from
the crafts which were taught there, the
monastery became widely known for
its school of rhetoric, philosophy and
theology, under the scholar and Prior
Grigor Tatevaizi (Grigor of Tatev)
(1346—1409). The scriptorium at Ta-
tev produced many richly illuminated
manuscripts which formed the famous
Tatev school of miniature which reach-
ed its heights in the I4th and 15th
centuries.

Armenian monasteries also provided
for another kind of creative activity of
monastic arlists — an activity of a
distinctly national character,” which
resulted in the appearance of numerous
memorial stelae — “cross-stones” (or
“baptized stones”), khatchkars within
the monastic walls. Decorated with
predominantly ornamental carved re-
liefs, khatchkars are unparalleled. Al-
though their origin goes back to the
carly period of Armenian Christian
history, they only became widely known
after the 9th century when they oust-
ed the tall four-sided slelae decorated

b
Ha tusnane
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HOHHA CTEMAHS. OUEPK H3OBPASITE/LHOIO HCKYCCTBA APM

apMsHax MHHHATIOPHCTAX, npesBpaulan-
HIHX MEpBbIe BBOAHbLIE JHCTH CBALLEHHO-
ro NHCaHusi B dapeny aas NposABACHHS
cBOeil noncTue GesyaepsKHoil hantazun
B ofacTn opHamenTa. Kyia ckosanuee
H CKYJbITOPLI, H MHHHATIOPHCTHI, KOraa
HM Han0 H300pa3uThb  YeI0BEYECKYIO
thurypy!

K XIII pexy npomexXoast HsMeHenus
H B obBaacTi CKYJIBOTYPHOrO JAekopa Mo-
HACTBIPCKUX coopymenuii. Ecin B pau-
HHIl NePHOL PA3BHTHS apMSHCKON apxu-
TEKTYPbI CKYJABNTYPHBI peaped npHBie-
KaJsics JHDL A5 TOro, YToGbl aKlleHTH-
poBaTh Hanbojee BaKHLIC MECTa B KOH-
CTPYKIIHH, TO TeNepb ero (yHKUHH Me-
nsoTes. Hepeako uMenno B ckyabnrype
3akJaiodaeTces paciin(poBKa BHYTPEHHE-
ro, HACOJOTHYECKOro CMBIC/AA COOPYiKe-
HHA, KOTOpCe Kak OBl CJYJKHT BMECTH-
JmnieM nsodpakennst, ero pamoii. Takyio
pOJL HIpaloT THMIIaHL ABYXbAPYCHOI
uepkBn Mmonactuips Hopapank, peakoe
no WKoHorpagun nsobpaxenue Bora-
OTia ¢ roqosoit Alama B pykax Ha da-
caje HeGOJBLWIOrO NPHTBOPA 3TOrO ke
smoHacteipa (1261 r.), THMnan uepken
Cnnrakasop (1321r.) ¢ Beanxonenspim
nsobpaxmennem Boromarepu OauruTpuH.
KOTOPOE CTaHUBHTCH CpOK)’CCIM BCEro
IIACTHYECKOTO  peluennss nNaMATHHKA,
Takyw Ke poap wrpaer CKyJabnrTypa
B MoHacteipe cB. Credanoca (XIII B.),
rae nopran uepksu cp. [Merpa n Ila
(pranknpyercs GOMbIIMMH, MOYTH KP
JABIMH, XOTH elle H CBAsa
HOH (urypami  CBATBHIX — NATPOHOB.

B amonactepax ApMeHHH MOSIBIAETCH
THI XYAOMHHKA-yHHBEpCana, 3a KOTO-
PLIM MOJIBA M XPOHHCTEL 3aKPEILIAIOT
penyTaunio 30A4HX, CKYJALNTOPOB H Mi-
HHATIOPHCTOB OJHOBPEMEHHO. K '““'“”“
MacTepaM OTHOCHJICS CTPOHTE!NL Xpana
Cn. Kpecra na ocrpose Axramap — Ma-
HysJa, TAKHM
XHTEKTYPbI H CKYJLMTY |)I-l(l!“0 ¥
Hopananka, seankojeniniii pesunk no
KAMHIO, 0 UeM, B YaCTHOCTH, CBIAETEb-
CTBYIOT HAXOMSILHECS 34eCh Xauxaphl,
i OAHOBPEMEHHO CO3AATENb HECKOJIBKHX
HLTIOCTPHPOBAHHBIX PYKONHCEH.
mal (];Eurrypn apannii 8 XI1T—XIV
BeKaxX U()(]I'HILlaK no g ek 0 C
NPONLIBIME CTEHL TOKPLIBAIOTCA BOT
HBIMH KPECTaMH, Hainuc (ocoGenno
B APHTBOPax ()ﬁlll]i]l!ll:i)\ noMeneHnax,
KOTOPEIE NPHCTPAHBAJHCH K UepKBaM

with reliefs on religious scenes that had
prevailed from the 4th to the 7th
centuries,

Khatehkars can still be found all over
Armenia, near fowns and villages,
within monastic walls or churchyards
and even in many remote, deserted
places, far from the dwellings of men.
The study of their artistic peculiarities,
their symbolism, and their regional
distribution has greatly contribufed to
the study, evaluation and undersiand-
ing of Armenian decorative and ornam-
enfal art.

Khatchkars played an important and
varied role in the life of the medieval
Armenia, Their carved inscriptions in-
dicate that they were built for many
different reasons: a victory, the foun-
dation of a village, the completion of a
church or bridge, and so on. Khatchkars
could also express some person’s grati-
tude for receiving some privilege, or a
strip of land. They were used as land-
marks, or could be donated {o a monas-
tery by a devout parishioner. But most
commonly khafchkars were gravestones,
they were placed at the foot of the
grave opposite the tombsione, bearing
a framed epitaph sometimes on the
front, but more often on the reverse
side, and the name of the mason.
Khaichkars belonged to memorial sculp-
ture in the widest sense, but their
artistic value was recognized at a very
early date — they were often mentioned
by the chroniclers, and the finest of
them served as models for several gen-
erations of sculptors, and eventually
this led to the establishment of regional
schools.

Khatchkars were designed in a well-
balanced arrangement of ornamental
motifs on a limited surface. Khatchkars
were conceived as stone reliefs, though
structurally and visually they were akin
lo architectural constructions in that
they looked like small walls or irag-
ments of a wall. Therefore, the essence
of khatchkars lay in the combination
of a small architectural form with sculp-
tural reliel. Sometimes several khatch-
kars were grouped together, probably to
serve as anopen-air chapel; their reljefs
were olten reproduced on church-walls,
and at times they were laid inlo the
walls of buildings.

anastery
13th century
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HOHHA CTENAHSH. GUEPK H30BPAZITE.

M BBINOMHSIN LWHPOKHE IPazkIaHCKHE
(YHKLUHH), Haa nopranamy, Ha GapaGa-
Hax KyNoJoB NOABJIAIOTCS H306paKe-
HHSl TepajibIHYecKOro XapakTepa, H30-
SpakarTca KTHTOPBl (KYNoJ MOHAacThI-
pa I'annsacap 8 Haropuom Kapadaxe),
KHAzecKkue repobl n np. Macreperso 06-
pamenus ¢ kamHem B XIV Bexe npuo6-
peTaeT NOHCTHHE BHPTYO3HLIH XapaKrep.

Crpouteabcrso X—XIV Bekos 3a-
KPeIuIfeT 3a apMAHAMH BO BCEM XPHCTH-
AHCKOM MHpe penyTalHI0 HCKYCHBIX
30A4YHX H CKY.JIbNTOPOB, a HCTOpHYECKHE
o0CcToATeNbCTBE — ApMenHs nojipepra-
ercsi NOCTOSIHELIM HAIICCTBHAM M pas-
rpaGaennio # Kk XV Beky coBeplleHHO
TepsIeT CAMOCTORTELHOCTD, GyAyun pas-
JeJeHHON MeX Ay ABYMsi MOLUHBIMH MY-
cyaLManCKHME HMnepHsivu, Typuuei u
HpanoM, — 3acTaBigioT  XyA0#HHKOB-
NpOQeccHONAOB CO3AABATL APTEdH
YXOMHTL 3a Tpefesbl CBOeH POLHIHL.
CrpoutebHble 3HAKH MacTepoB-apMsH
MOKHO BCTPETHTb Ha TEepPPHTOPHH Beeil
Bocrounoii Esponsi, na Baakanax, B
Poccuu.

Pensednt 0 (ppeckn HepaspLiBHG CBI-
3aHbl ¢ JIPYTHM 3HAUHTEAbHBIM SIBACHH-
eM apMAHCKOTO CPelHEREKOBOro HCKYC-
cTBAa — PYKOMHCAMH, VKpateHHb MH
MHHHATIOPAMH.

Hacaejne apMAHCKON cpelHeBeKoBoil
KHHKHOIN JKHBOMHCH NpPEACTaBIAACT CO-
Goit OOGIIHPHBIA KPYr HJJIIOCTPHPOBaH-
uplx pyxonnceil. 3o B noxasasoule
cpoeit wacti EBanrenns, Ho HMeloTcs H
HJLTIOCTPHPOBAHHbIE BuGaun, ncajatsi-
pH, TpeGHHKH, NpPasAHUUHbIE MHHEH.
Kpynueiiee coBpaniie apMIAHCKHX Py-
konnceii Haxouutes B Epepane, b Li-
criTyTe APEBHIX pyKonucei Marena-
napaie. Korneins Marenanapana ta-
cunrpiBaer Goaee 15000 pykomuceit, H3
HHx KOO 2500 HMEIOT JHCTBI € MUHHA~
riopanit. [pexpacHbiMi KUJ'IJTEK{JM:'{:\T
apumaickix  pyKonucei Os‘nd}lacf ‘I._
MstiicKHil MoHacTBIpp B, SIKkoBa B Hepy
cannme, TAC HAaXGfTes, B YacTHOCTH,
HECKOJLKO 1HeeBpon knmu(unclmil MI’I'
[HATIOPL 1 NOANHCHBIC pyKOMHCH BLILA-
oumterocst macrepa XIIT Bexa Topoca
Pocanna. Boratoe cobpaiiie apManCko-
ro KaToJinueckoro MOHACTLIPs CB. Jia-
sapa 5 Beneuun Xpanur cpejii MpouHx
pyKont eAenp patie B
foft  KHBOMHCH Esaure. é
Muake 862 ropa. MnrepecnblMi coOpa-

LHOT0 HEKYCCTEA APMEHHH

For all their diversity, the basic de-
sign was always the same — the Cross
treated as the Tree of Life and growing
from a grain or the solar symbol, often
decorated with an ornamental core and
offshoots. Sometimes the cross rests on
a stepped pedestal, suggesting the orig-
inal symbolism of khafchkars which
were designed as a memento of the
Passion, of Crucifixien and Calvary.
The skull which is sometimes seen at
the foot of the Cross symbolizes the
head of Adam whose sin was redeemed
by the death of the Saviour (Adam was
believed fo have been buried on Gol-
gotha; later the scene of the Crucifixion).
Khatchkars oiten have ihree crosses,
the {wo outer ones standing for the
Virgin and St. John. Sometimes in the
upper part of the stone, above the
larger cross, there are representations
of the sun and the moon or their respec-
tive symbols. This is obviously an al-
lusion to the day of Crucifixion, when
both the Sun and Moon were seen
together over Calvary. In other words,
khatchkars are to be regarded as rep-
resentations of the Crucifixion scene
in which the figures were replaced by
symbols. This view is supported by the
very few khatchkars with figures on
which all the traditional characters,
Jesus, the Virgin and St. John, St. Jo-
seph of Arimathaea, Nicodemus, and the
Apostles appear. Usually over the scene
of the Crucifixion, the Ascension was
represented. Armenians called these
sculpted khatchkars “All Saviour” and
they regarded them as sacred

The majority of khatchkars, however,
are essentially ornamental in their
treatment. The cross stands out against
the background of elaborately orna
mented stone. Often the cross itself is
covered with designs, though always the
outlines of the cross are clear, for the
cross is a symbol of salvation, which is
the basic idea behind these stones. The
symbolism of the Cross was of a para-

mount significance for the Armenian
Christian church and Christian ar-
chitecture: most Armenian medieval

churches were built on a cruciform plan.
This was important in all arts then, and
sculplure was no exception. The
bol of the cross W apparently r
broadly interpreted so that it reached
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nusimu o6nanaor Haunonanwuas 6n6-
anoreka B [Napuske, Bpuranckuit mysel
8 Jlounoue, Kourperauns apMsH-KaTo-
Jukoe B Bene, uetnble KoJekunH cof-
pausl B nactoauee spems B CIITA
IMepBonauanbHan MX rpynnupoBka —
Xponoaoruueckas. PykonuchHoe nacne-
nHe cpeaneBekoBoil ApMeHHH neHTeH
Ha TpH GOJBIIHE TPYIbE B COOTBETCTBHH
CO BpeMeHeM ero cosganui. Pannnii
nepHoj — oT pas3poaneHiblX JHCTOB, 01
Hocsinxes k VII Beky, Epanreaus 1a-
pHuBl Make 862 roga, HECKONbKHX MH-
nuariop Jlasapescioro Epanreans 887
rona (Marenapapaun, Ne 6200), Dunn-
amannckoro Epanreans 989 roxa (M
Tenafapan, Ne 2374) c ero Haua’abHON
Terpanbio MIHHATIOP, co3fanubix B X
BEKe, 1 HECKOJALKHMI, TOMUIHTHMI B KO-
Hel, pykonueH CTPaHNMHBIMH MHHHATIO-

beyond ideology into the whole life and
consciousness of the Armenian people,
as the khatehkars show.

But the study of khatchkars reveals
another facet of Armenian art, a devo-
tion to ornament almost unique in Chris-
tian culture and the surprising ease
and spontaneity with which Armenian
sculptors and masons wove their del
cate ornaments. The exuberant imag
nation of Armenian miniaturists, too is
realized in the luxurian{ decor of il-
luminated Gospels. But sculptors and
miniature painters alike were far more
reticent and restrained when it came
to representing the human figure.

By the 13th century certain changes
occurred in the sculptural decor of
monastic buildings. When earlier sculp-
tural reliefs emphasized the crucial

e
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HOHHA CTENAHAH, OUEPK H3OBPASHTEALHOMO HCK

pam VIl Beka—u 10 nNaMATHHKOB
konua XI — nauana XII sexka npeacras-
JAseT coboil onpefeneHHoe XY A0KeCTBeH-
HOe EIHHCTBO. 3TOT NEpHOL OTMeuel,
KaK YK€ rOBOPHJIOCH, GJeCcTAIHM pac-
IIBETOM 30A4€CTBa, H JHCTBI MHHHATIOP
KAK CIOXKETHBIX, TaK H YHCTO JeKCPaTHB-
HBIX («XOpaHbl»), 06,1a4a10T MOHYMeH-
TaJAbHOCTBIO CTEHHOM KHBOMHCH.
Parnuue naMATHHKYE HHTEPECHBI CBOHM
EEJNHYABO-PALOCTHEIM  TOHOM, OLlLyLle-
HHEM CHJABI H YHHBEPCATbHOCTH A3bIKA
HCKYCCTBA, a TaKsKe TeM, YTO B HHX BOO-
YHIO BHAHA KYJbTYPHAA [peeMcTBel-
HOCTB, CEA3LIBAIOLAS HCKYCCTRBO apMsii-
CKOr0 CPeHeBeKOBbA He TOMLKO ¢ N03]-
Heil aHTHYHOCTBIO, HO M ¢ OBWIHPHBIM
mupom Bocrtoka, Bo3ieiicTBie KoToporo
CTpaHa HCNBITBIBATA 33a101T0 A0 3/JIHH-
CKHX BJIHAHHA U KOTOpPBIt HHKorma He
HCYe3a1 H3 HAPOAHOTO CO3HAHMS.
Hauano xuniknoit xusonncn 5 Apme-
HHH CBHA3aHO ¢ H300peTeHHeM apMsiH-
ckoro andaeura Mecponon Mauirouem,
MepeBoAOM H MepenycelBaHneM XpHCTH-
AHCKHX HOrMaTHYeCcKHX TekcroB. Ban-
sKailine cocein ApMetHy 7Cuplm. IMa-
ctiia, Buzantua, Pum — yike coana-
BalH B 3TC BpeMsi CXeMy YKpalleHHs
JKHBOMHCBIO PYKOTHCHBIX KHUT. Ape-
HHs OpHHsAa yuactHe B (hopMUpOBaHHH
3TOH CXeMbl. Yie nepBbie AaTHPOBaH-
Hble MaMATHHKH — PA3PO3HEHHbIE JTHCTHI
MHHHATIOD B pasHbIX co0paHHsx MHpa
M KoHIeBble MHHHATIOpb DUMHaA3HH-
ckoro Eanreans VII Bexa, rosopat
o 60J1bIIOM NPOHASHHOM NyTH.
Hkounorpais H CTHIL KOHUEBLIX MH-
npatiop Sumnaisuickoro Epanrenns
AABHG NPUBIEKATH BHIMAHHE YUCHLIX
Caocobpasiibie 110 CTH/IO, UBETOBOMY
cTpoIO H THRAKY, OHH H306paanT cne-
nylouiHe et «Baaroseienne 3anxa-
phis, «Baarosewenne Mapmis, «llo-
waonenne ponxsons 1 <Kpeuwennes. Hx
JKHBOMKCH N0 TEXHHKe HanoMpiaer sH-
kayernueckyio. I'yereie, no GoJibiiei ua-
CTI TeMuple TOHa, odapsieMble HeGoab:
WHM KOJAHUECTBOM OYeHbL APKHX NATel,
ofnabHOe OXeMUyIKHBalHe 0 YyKpaiie-
HiHe ojlescL 130 0paKeHHeM Aparonennix
Kamuell oGHapyKHBAIOT CXOACTBHO 3THX
MHiHatiop co crennoil xnponncsio VIl
pera uepknn o JImGarapaike 0o xpama
B Apyue.
O6pasip A KOMIO3HIIHA KOHILEBLIX
T 0

structural points, after the 13th century
it acquires a more important role. Oiten
the sculpture becomes the focal point of
the whole building, realizing its inner
significance and revealing underlying
ideas, while the building serves as a
frame, a background for the sculptures,
for example, the tympana of the two-
storey church at the Noravank monas-
tery (1339), the figure of God with
Adam’s skull in his hands, a represen-
tation, almost unique in iconography, on
the facade of a vestibule (1261) at the
same menastery, or the tympanum of a
church at Spitakavor monastery (1321)
where the magnificent statue of the Vir-
gin Hodegetria is the key to the whole
architectural composition. Sculpture is
just as central to the design ol St.Ste-
phanos monastery where the portal of
the Chapel of §S. Peter and Paul is
flanked by large figures of the patron-
saints. Though still attached to the
wall, these figures are worked aimost
completely in the round.

Armenian monasleries were respon-
sible for the appearance of universal
artists, who, according to the chronicles,
were equally giflled and proficient as
architects, sculplors and miniature
painters, Both Manuel, for instance, the
master who builf the Aghtamar church,
and Momig, the architect and sculptor
of Noravank monastery, a skiliul mason
(his khatchkars still decorate the mon-
astery courtyard) and the illustrator
of many illuminated Gospel manu-
scripts were such.

The whole appearance contrasts with
the earlier buildings: the walls are
covered with votive Crosses, inscrip-
tions (particularlyinvestibules attached
to the church buildings that were used
for various secular functions), the por-
tals and the drums of the cupola are
decorated with heraldic sculptures,
poriraits of patrons (as in the cupola
ol Gandzasar monastery of Karabakh),
the arms of Armenian feudal barons
and the like. In the 14th century, the
masons’ skill rises to a truly virtuoso
level, and the flowering of architecture
Oth to the 14th centuries brought

in il

the Armenian archilects and sculplors
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HilH, OUEPK H3OBPAZHTES

HOHHA CT

MOZKHO HCKaThb B PaHHEXPHCTHAHCKOM
HCKYCCTBE, HO CTHAb HX, 0coGeHHO
B «[JOKNOHEHHH BOJIXBOB», BIHTAJ B Ce-
651 9JeMEHTEl CACaHHICKOrO HEKYCCTBA,
na BocTok ykaseiBaloT H THOLI Jny,
kocTioMbl. CaHAHHE KYJIbTYPHBIX Teue-
HHil HaBCerja OCTAHeTCS THIHUHBIM L5
ApMEHHH.

OBHApYHKHB KOJIOPHCTHYECKYIO H CTH-
JHCTHYECKYIO OGLIHOCTD 3THX MHHHATIOP
© pocnucAMH apMAHCKHX xpamos VII se-
ka, J1. A. JlypHOBO NOATBEpAHIA HX Aa-
THPOBKY H Jajda HHTEPeCHYIO XapakTe-
PHCTHKY BRepBbie H306PaXeHHOro snech

THnama. «BLiceko NOAHATBE rycThie
OpOBH, WIHPOKO .pPACKPbITHE, GaAH3KO
nocTaBneHHEle  TJ1asa

K nepeHocHUe
¢ NOABHAHLIM 3PAYKOM TIOA BepXHHM
BEKOM, AIHHHBIL H Y3KHIl ¢ MaJeHbKHMI
HOBAPAMH HOC C YYTh 3aMeTHOH ropGHu-
KOil, WIHPOKHIT POT HHOTJA HECKOMbKO
HeonpeaeaeHHOoro OYepPTaHHA, YAJIHHEH-
Hblil KHH3Y [OYTH MNpPaBHABHbIA OBaa
JMLA, TIOAYEPKHYTO CBeT/blii 1BeT KoiKH
¢ JIETKHM PYMSIHI[EM — 3TOT CO3LAHHLII
Ha peajbHOil OCHOBE CBOCOOPA3HBIH THII
pCErla OKHBJIEHHOTO apMAHCKOro JHia
KpacHoil HHTHIO NPOXOAHT ueped Bee
HCKYCCTBO APMSAHCKOTO CPEeNHEBEKOBLS,
B HEMHOTHX C/Iy4asX 3aTyUIeBbiBasch
KaKHMH-HHOYAb NPHBXONSIIHMH  Besi-
HHAMH H, KOHEUHO, CTHJIHCTHUECKH Me-
wasce Bo Bpemenn. Ho namenenns nn-
KOTAa He NMOABOAAT CO3AAHHBIH apMAn-
CKHil THI HH MOI BH3AHTHACKHIL, HH N0A
naTHHCKHA 06pa3ubl. Ot MuHHaTIOp Du-
smuansuickoro Epanreans, or Epanre-
ans uapiubl MaKe H HEKOTOPBIX pyKo-
nceit X pexa, uepea Epanrenne 1038 ro-
werso namarnnkos X1 pexka,
uepes XII Bek u Takhe COBEpLICHHLIC
namsiTHiKH, Kak Epanrenne Taprman-
san 1232 roga, npuiss cyryGo Bhpnan:
paunblii 06AHK B NEPCOHAXAX B;{l{fkm
mactepos peex noumGos (’XIV*' mgﬁ
Ka), STOT THN BHIKPHCTATINSOBANCH,
BniTaB B ceGfl Bee H3MEHEHHs MpOHAEH-
joro myTH, § elle copepllieiio HACeH
e roopucerse Axona [Layraeun (rkonel
XVI — nauano XVII peka), 3p3pyMues
(XVII Bek) 1 nazke B PYKONACHX Xl_\flll
pexa. M 3nech on ne yTpatTia cpoeH Ha-
HHOHAJBHON NPpHHAJL eyKHOCTH € H|)I1(‘}":
tieit el KHBOCTHLIO BLIpazKeHHs 1 ocoboil
AOABHKHOCTRIO YepTs ™.
. Jiypuono On
epemnenckono A

aa i 6okl

prat 1300 oo it
e, M., . 1979,

OFO HCKYCC

15th century she finally lost her inde-
pendence and was divided between Per-
sia and Turkey. The result was that
many artists and builders formed guilds
and left the country. Armenian masons
and builders’ {rade-marks are found all
over Eastern Europe, in the Balkans
and in Russia.

Bas-reliefs and frescoes lead us to
another important aspect of medieval
art — the illuminated manuscript which
is undoubtediy another important phe-
nomenon in Armenian art.

Medieval Armenianilluminated manu-
scripts make an impressive collection.
The majority are the Gospels, there are
also several illuminated Bibles, Meno-
logies, Psalters, and Prayer-books. The
largest collection of Armenian manu-
scripts is al the Matenadaran (a re-
search centre for old manuscripts and
manuscript library) in Yerevan. The
Matenadaran has a collection of 15,000
manuscripls, 2,500 of them illuminated.
The Armenian Surb Hakop (St.James’)
monastery in Jerusalem also has a fine
collection, including several master-
pieces of the Cilician school, some illus-
trated and signed by Thoros Roslin, an
outstanding 13th-century master. The
862 Gospels of Queen Mlke are in the
large manuscript library at the catholic
St. Lazarus monastery in Venice. This
is a masterpiece of early Armenian
miniature painting. Other interesting
collections of Armenian manuscripts
are in Bibliothéque nationale in Paris,
in the British Museum in London, in the
Mekhitarist Library in Vienna, and so
on. Several valuable collections have
recently been started in the United
Slates.

The number ol manuscripts that
appeared within a thousand years on a
fairly large territory is vast and differ-
ent areas were affected by different
economic, political and cultural factors,
and they certainly need to be classified
in some way.

The firsl classification should, un-
doubledly, be chronological. The survi
ing Armenian medieval manuscripls
fall into three large groups. The earliest
period is represented by several 7th-
century folios, the 862 Gospels of Queen
Mlke, “the minialures of the Laza-
rev Gospels of 887 (Malenadaran,

TpeGuitk, 1266

Topoe Pocan
«Tpu oTpoKa B newt
oriennoils

The Three Youths
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HOMHA CTEMAHAH. O4EPK M30BPASHTENBHOIC HCKYCCTBA APMEHHH

CA0:KHBIIASACS OYEHb PAHO CTPYKTYPa
APMAHCKOrO PYKOMHCHOTO KOLeKca Ta-
KOBa: nepBble CTPAHHIIL OTBOAATCA YiKe
VIOMHHABLIHMCH HaMH B CBA3H C MeMO-
pHAJIBHON apPXHTEKTYPOH KOMIOIHUHIM,
HOCSLIHM XapakTep BBOAA B TEKCT, —
xopanam. MX apXHTEKTypHLIE NPOTOTH-
b1 GECCMOPHbL, OHH BOCXOAAT K Noajneit
AHTHUHOCTH. ITO KPYIIblil XpaAMHK-«TeM-
[IHeTTO®» C KOHYCco0Opa3Hoil Kpbilei Hax
POTOH IO, OCNBICAABLINICA KaK H300pa-
sienne rpoGHuib Xpucra. Ha navans-
HbIX, OTHOcALlMXcA K X BeKy MHHHa-
riopax  Dumuaxsuuckoro Epanrenns
n306paiKeH «TEMIHETTO» C HYeTLbipbMs
KOPHHGBCKHMH  KOMOHHAMH M NBIHG
OpHAMEHTHPOBAHHBIM apXHTPABOM, 10O
KPOMKe KOTOPOro LBETeT X.IOMYaTHHK
u ryasioT nTuusl. Kpbia stoil potonan
Sumuaasunckoro Epaureans ysenuana
WtHIeM H KPeCcTOM, MeXIy KOJOHHA-
MH — 3aHaBeCH, CBEPXY CBHCaeT CcBe-
THJBHHK, N0 GOKAM COOPYHEHHsA PacTyT
wnnapucel. Hacblliennoets  Kamaoro
3/7eMeHTa CHMBOJHKON OYeBHIHA, @ Abl-
xXaHue #H3HH, KOTOPOEe HCXOHT OT 3TOro
JIHCTA, CBA3LIBAET €ro ¢ GYKOJHYECKHMI
cLeHaMH pocnmcedf H Mo3auk Tozaneil
aHTHUHOCTH.,

TpaktceKa nepsuix, cyryGo aekopa-
THBHBIX JIHCTOB npam‘nueclm BCEX ap-
MAHCKHX pyKonuceil Kaxk cpBoero poaa
pxoga B CBALLEHHOE NUCAHHE, TPHYM-
(pannHoil apKi, BBOJsILLEll B JOKTPHHY,
AHOrO3HAYHTEAbHA — MEHLy KOJOHHa-
MH 3ITOI CHMBOJIHUECKO! apKalpl nome:
croabust  «KanoHos coraa-
pHBIX TAGAHL, MOA-
TBEPHAAIOWIX HCTOPHYECKYI0 JOCTOBEP-
HOCTB YETHIPEX KaHOHHYECKHX TEKCTOB:

Pa3gHTHe BERET 3TH JHCTLI B CTOPOL
yeneHis OpHAMEHTaNLHOCTH, ApzeTer:
"f)-‘plia)i tpopma, naswas mmtlf}m]:[z"::::‘r
pyKkusH Xopata, nocrenenno 3a0upact-
en. Anagorneii xopana CTaHoBHTCA KO
Bep, TKalb, NOBEPXHOCTE !ﬂée{fllpll}:’ig
yKpatuenust, oT npoLLToro (.O)tlldlm‘c
ToabKko 0Owas aHneinas opran3aLid

maJaHek
CHS» — CpaBIlHTe.il

JIHC
B \crapkax, ToMeleHHbix nepel

epanreJbCKM TEKCTOM nocaanuit Epce-
susi — Kapnnauy, MOryT OLiTE ALl
1306paKeHHs HX aBToOpoB, HO BO3MOINO
ro opHaMenTalLIoE pelienie FTHX
rpanii. 3arem oOLIuHe CleLy er-
pajih JHUEBLIX (CIOKETHBIX) MHY op,
COCTAR KOTOPOil MEHSIICH B3aBHCHMOCTH

No. 6200), the Echmiadzin Gospels of
989 (Matenadaran, No. 2374) (which,
apart from anintroductory cycle of min-
iatures done in AD 989 contains sev-
eral full-page miniatures of the 7th
cenfury, included at the end), and, fi-
nally, a number of manuscripts from
the late 11th and early 12th centuries.
Although this seems a rather long
period, they have an obvious affinity of
style and similarities in illumination,
This was the finest architectural period
and the impact of the frescoes is felt in
the illuminated manuscripts both in the
narrative and purely decorative illus-
trations.

Early Armenian miniafures are re-
markable for their festive grandeur,
they make one feel the infinite power of
art, the universalily of its language.
These illuminations also demonsirate
a continuity that links the Middle Ages
in Armenia with the earlier periods:
with late antiquily and ancient Orien-
tal art whose deep impact on Armenian
culture and consciousness has never
quite [aded. Such were ihe artistic
sources of medieval Armenian book
painting which inspired the earliest of
surviving Gospel manuscripts.

The history of Armenian illumination
began when Messrop Mashtotz invent-
ed the Armenian alphabet, and Armen-
ian scribes began to copy and translate
Christian texts. Armenia’s closest neigh-
bours, Syria, Palestine, Byzantium and
Rome, already had a manuscriptillumi-
nation tradition, and as soon as she
acquired an alphabet, Armenia made
her contribution. Even the earliest dated
miniatures, the odd folios scaltered all
over the world and the 7th-century
miniatures in the 989 Echmiadzin Gos-
pels bear evidence of experience. Art
experls have been inlerested in the 7th-
century miniatures for the Echmiadzin
Gospels for a long time in the icono-
graphy, style and colouring and the
characteristic figures. These miniatures
are on lhe following subjects: The
Angel Appearing to Zacharias, The
Annunciation, The Adoration of the
Magi, and The Baptisni. The treatment
is reminiscent of encaustic painting.
The choice of opaque dark colours
enlivened by bright splashes, the be-
jeweiled pearl-encrusted garments in
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OT BPEeMEHI H MecTd CO3LaHHs PYKOIH-
CH, HO, KaK NpaBHio, B Heil Bceraa npH-
cyrereylor «Bnaropewennes, «Poxcae-
crBo», «Kpeutenne», «Pacnsities, «[1pe-
oGpay<enine» I dacras B APMIAHCKHX
epavreansx cuena «Cowecrsus Ce.
Hyxa». [lanee HMAYT TEKCThl YeTbipex
KAaHOHHYECKNX eBaHreanii, npuuem ne-
ped KadAbiM H3 HHX NOMellaeTcst H3o-
Gpaxcenne epanreqancTa, a neppas crpa-
HHIA TEeKCTa OTMEYEHA 3aCTaBKOH.

MMoz:Kke BO3UHKHYT CNeuHaibio Haph-
coBalnble 3aryiapibie OYKBbl, yKpaule-
uHs 0 (pparMenTbl eBaHreJbCKHX Clieh
Ha MoJAX Texcra (MapruHanbl), nosissT-
€l PYKGNHCH, TAe JHUEeBbe MHHHATIOPLI
GyayT pacnpenejeHbl No BCEM UeThIpeM
CBAHTeJNHAM IIH 3alMyT MECTO B TeKCTe
Mexay erpok. [IpH 3TOM cuensl ne nos-
Topsiiores:  ecan  «Poxgectso»  ecThb
B Epaureann or Mardes, To B Apyrux
TeKeTax CcOBLITHE He HJMIOCTPHPY-
ercsi. Ho Bee #<e OCHOBHBIM BHAOM ap-
MAHCKOI CpefliieBekoBoll pyKonucH oc-
Taerca TOT, CAe TeTpadb MHHHATIOP
NpeaBapseT TeKCT.

Marepnajiom A5 PYKOTHCH pannero
nepHoaa cAYXHA  nepramed, Oymara
NOSABJISIETCH 1035KE.

CoGpanne epesanckoro Martenanapa-
Ha pacnojaraer HecKOJbKHMH BeJHKO-
JAenuLIMi 06pasuaMHi, OTHOCSIULHMICS
K panHeMy nepHofly pasBHTHS MHHHAa-
Tiopul. Kpome Jumnansnuckoro Esaire-
JIHSL € ero KOHUEBBIMH MHHHATIOpAMH
VII peka n navanwupivme X Beka (Ma-
Tenapapat, Ne 2374), caeayer oTMeTHTh
HECKONIBKO 1epBOKAACCHBIX NaMATHHK
X1 peka, B Tom unciae Epanresnne My
(Marenagapan, Ne 7736), Esa

JTHE

1053 roma (Marenanapan, Ne 3593)
MHHHATIOPbI KOTOPBLI OTJHYAI0TCH
JALHOI  KYJLTY-

npodgeccnon
poii nenomienns W LYXOBHOI coaepria-
TEAbHOCTBIO, d Takwme psil pykonucei
HHoro xapaxrepa, oosee ¢BOGOAHBIX 110
cpoeil nkonorpadiy, CBA3ANIBIX, NO-Bi-
anNoMy, ¢ anokpudgani, 1 Cpean Hnx
Ayuwan — Eganveane 1038 roga (Ma-
Tenanapan, Ne 6201). Paamatncrbli
PHCYHOK, cMel 3aJIUB nockocTel
Kpackamu, akenpecchst B n306paKennm
neficTons ropopsaT He 0 KPOMOTAHBOM
Tpyae, 4 o IiUP‘Il‘CIiUM HM-
HYJALCHBHOCTH, € KOTOPOil CO3.L Hol He
Metiee copeps ABHDLIE, UEM, CKAZNKEM,
anerpl Epanreniis Myran, MUHHATIOPG.

these illustrations are very like the 7th-
century frescoes in the churches at
Lmbat and Aruch, and the illuminations
in the Gospels of Queen Mlke, the next
in chronclegical order ol the illumi-
nated manuscripts that has survived
intact.

The models for the compositions of
the end-pieces in the Echmiadzin Gos-
pel might well be found in the earl
ecclesiastical tradition, but the style,
especially in the Adorafion of the Magi,
includes elements of the Sassanian art.
Essentially the peculiarly Armenian
tradition depends on a unique fusion
oi East and West.

Lydia Dournovo, an expert o011 Arme-
nian art, the first to note the similari-
ties in the style and colouring of these
illustrations and the 7th-century church
[rescoes, confirmed the dating of the
manuscripts and gave an interesling
account of facial types thalt were first
seen here. “The thick, raised ey
the close-sel, wide-open eyes
mobile pupils near the eyelid, a slightly
aquiline long narrow nose with small
nostrils, and a wide, sometimes softly
outlined mouth, an elongated and al-
mosl regular oval face, a very fair skin,
with a touch of colour on the cheeks,
this lively truly Armenian type, taken
from life, goes through all medieval
Armenian art. Occasionally overshad-
owed by some outside influences, and
changing a little with the times, the
traditional Armenian face is still unique,
and never completely replaced by either
the Byzantine or the Latin. From manu-
scripf to manuscript, through the min-
jatures of the Echmiadzin Gospels
and the Gospels of Queen Mlke, through
the 10th-, 11th- and 12th-century manu-
scripts up lo such an outstanding exam-
ple as the 1232 Targmanchalz Gospel
and later on, through the stylized inter-
pretations of the Van masters ol the
14th and 15th centuries, this facial type
crystallized as distinctly Armenian. It
was still prominent in Hakop Dj
ghaetzi's works (late 16th to early I7th
C ), and the 17th- and even 18th-
miniaturists retained its iden-
lively expression and animated
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HOHHA CTEMAHAN, OUEPK HIOGPABHTE.

Bropoii nepuoa — pykonuen XIT —-
XIV BexkoB. Oun TOKE COCTABISIOT MO
CBOMM BEAYLUHM 4epTaM ONpepeennyo
XYN0AECTBEHHYIO OGILHOCTB, BHYTPH KO-
TOPOil MOKHO YBHAETb HAUal0 W pac-
LBET TeHIeHuhir, ITO HCKYCCTBO PYKO-
MHCHOIH WJIOCTPHPOBAHHONH KHHIH KaK
TakoBoil, oGaanaollell ceoeil cneundgu-
KOit. MauyckpunT yMmeHblLIaeTcs B pas-
Mepe, OH OpHEHTHPOBAH Tenepb He Ha
oflulecTBeHHOe GOrocayyKenne, a Ha J
HOe M0JL30BaHHe, MOHACTBIPCKYIO HJAN
AcMaWHIOw GHOAMOTEKY H COOTBETCT-
BEHHO paccyHTaH He Ha xpa.\lnxuc npo-
CTPAHCTBO, 4 Ha YCJIOBHS KamIoAHes-
woro uTeHMs. PasBuBaercs ophamen-
TajdbHasi YACTh PYKOMHCH — 3aCTABKY,
XopaHbl, 3ariasiible GYKEbI, YKpalleHs
na noasx. Cosjaercs onpeieienioe
paBHOBECHE MEMY CIOKETHBIMI H Op-
HaMEHTaJbHbIMH JHCTAMH, OHH KAk OBl
«FOBOPAT® [0-Pa3HOMY, HO ©f OAHOM
H TOM jKe B TpaHHLax PeJHIHO3HOTO
TeKcTa. : ;

B cpeaneBexoBoii ApMSIHCKOI PYyKO-
[HCH, €M OHA Joulla [0 HAc B 40CTa-
TOUHOGI COXPAHHOCTH, BCE KOMMOHEHTE! —
wpHgT TEKCTAa, H:l.'ImCT.PmHBnm!':i pai,
nepensier i fae praeiika-naoiika na
TKaHH AAIOT UenHeiwnil matepuan mas
nerophka nekycerna. Kamavtii saenent
-rpam‘ye'rcn Nno-HHOMY B pasnoe BpeMms
H B pﬂl‘llibl.‘{ WKOMdX, B 3aBHCHMOCTH OT
TOro, TG HMEHHO OKa3biBAeTCs B UEHT-
pe BHHMAHHS H 3aKIIOYAeT CMBIC Beei
paboThl MHHHATIOpHCTA.

C nofAaHHHBIM GJeCKOM H TO!
HEMaHHEM CTPYKTYPBl HAJIOCTPHPOBAN-
HOTO KoJekca NpH pasMeuleHiii Jekopa-
THBHDBIX CTPAHHIL M CIOMKETHLIX JHCTOB
paGoranu macrepa KHIIKHACKOH WKOAL
cepennnbl XI1T pexa, pupeswne B Esan-
FeJIHH HE TOJNBKO €ro HAeOJorHueckylo
SHAUHMOCTb, WO I IELeBp HCKycerba,
o6aasaouni 3aBePLIEHHOI PEAMETHON
thopmoii. B expunTopiax 60.15{1{51;{ Ma-
nacrpipeii Kuangpiickero uapet B8, rae
pyKonHcH,  NEpenictK,
W 10BesHp-nepenieTunK
J coobia, a Hepeiko OonHo
coBMeltaqo pasHbie  creiHadib:
Hapecrno, nanpumep, uro Topoc
Hil BBl HE TOJBKO KPYITHLIM XYHLOK-
HHKOM, HO H OAHHM H3 Jl_\‘"l[lll\ MHCHoB-
kananrpaon Knankun,

Jlaa Macrepon paciypakanckoi (san-
CKOiT) KoL MHHHATIOPLI IMiaBHOE

1M 10-

S HOTO HCKYCCTBA APMENHIT

The tradition of illuminated manu-
script established at a very early date,
required a particular layout in which
the main fext was preceded by the
khorans, mentioned earlier in con-
nection with architecture. The obvious
architectural prototypes of khorans go
back to late antiquity. A small round
*“tempietto” with a conical rooi, a ro-
tunda, a canopy over the martyry of a
saint or over a church altar, drawn
from architecture inspired the decora-
tion of these folios. The evolution of the
khoran form can be (raced back to the
10th-century miniatures in the Echmi-
adzin Gospels, where the “{empiello”
pattern was adopted. Here four Corin-
thian columns are crowned with a lav-
ishly ornamented archifrave which is
framed with cotton-planl fowers and
birds. The roof is surmounted with a
cross, the spaces between the columns
are decorated with draperies and a lan-
tern, and the whole structure is flanked
by cypress-trees. Obviously each el-
ement conveys a symbolic message,
while the lile-like quality of the minia-
ture as a whole is evocative ol bucolic
scenes in the late antique frescoes and
mosaics.

These decorations in the introductory
folios of Armenian manuscripts, con-
ceived as a kind of entry to the Holy
Scriptures was not accidental: the col-
umns of this symbolic arcade enclosed
the Canon tables which were supposed
to confirm the authenticity of the four
Gospels.

The subsequent evolution led to the
Canon tables’ essentially decorative
pattern. The architectural prototypes
which had given birth to the first kho-
rans, were gradually forgolien, and
towards the 13th century, particularly
in the Cilician manuscripts, the kho-
ran becomes purely decorative. In
these khorans the miniaturist showed
his gift for ornamentation, and a ver-
salile imagination of motif and colour.
From that time on, the khoran was
nearer to a multi-coloured carpet, a rich
material, or to jewellery. Only the over-
all linear design of the folio remained.

Head-pieces to Eusebius® Letters (o
Carpianis might include portraits of
cither or both. However, {hese pages
were often treated ornamentally. The
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NoApoGHLI NnepeyeHb, CBOCTO POAA CBOI
eBalreLe! cobpiTHii B HX GbITOBOI,
nphaemMaeHHoii Tpakroske. Pykonnen ns
Bacnypakana — antnnon KuJaHkuiickum.
XOTA BHYTPH 3TOIl IIKOJAB MOKHO YBH-
HeTh HECKOJIBLKO OTBeTBAeHHi, HO Ais
BCEX HHX B paBHOil Mepe cTaHOBHTCH
Xapaxrepoil apxanueckas HKoHorpa-
(Hst nHUEeBLIX MHHHATIOP H JHHEapHoe
pelenne opHaMEHTaNbHBLIX JncToB. Poi-
HAT HX H BCC eCKHEe H XYJIOKeC T-
pennbie npHenbl. Ecan Ans Knnknickoi
PYKOMHCH  XapaKTepHbl MHOrOKpacou-
oGHABLIIOE  30J0UEHHE  N0BEp

BeANKOJENbIe Kozkalibie ¢ ceped-
PAHLIMH AETaJsIMH NIePerieTsl, npekpac-
HOH BLIjleJIKH NeprameH, To Macrep H3
Bacnypakana A0BOJBCTBYETCH HMEIO-
WHMHCSE Noj pYKeil ABYMs-TPEMs LBE-
MH, 8 B ecrpe (hoHa HENoNb3yeT
MoBEPXHOCTL Oy MATH, TBOPEHOro 307074
Y uero Her. B camoMmM H300parienin
XVIOMKHIK-Balell  CBOAHT  OGCTAHOBKY
K HeMHOPHM JeTasiM, CKIALKH HA OeH-

introductory folios with the Canon tables
orfand the Letters, were usually fol-
lowed by a cycle of full-page illumi-
nations whose composition depended
upon the date and origin of the manu-
script. But the Annanciation, the Na-
tivity, the Baplism, the Crucifixion, the
Transfiguration, and the Descent of the
Holy Spirit (so popular in Armenian
manuscripts) were always there. The
pictorial cycle was followed by the four
Gospels, each ol them preceded by a
portrait of the Evangelist, and the first
page had a decorative head-piece.

Later illuminated letters appeared
with decoration and sometimes bits of
illustration in the margins. Then came
manuscripts in which full-page illus-
trations are evenly spread within the
Tour Gospels; sometimes they even take
over a wrilten page the drawings fil-
ling the page between the lines. The
enes are never repeated — il there is
1 Nativity in the Gospel of St Matthew,
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HOHHA CTENAHAN, OUEPK H30BPAIHTENBHOTO HCKYCCTBA APMENHH

Jlax [pespallaloTCs MOA €ro  pyKoil
B rpy6oBaThlii y3sop, cMblca AeiicTBus
NpeACTaeT B Pe3KOM, MpeflefbHO npo-
CTOM, HO BBIpA3HTeAbHOM pHeYHKe. Crpe-
iieHHe B3IVIAA0B B H306PasKeHHON cleHe,
YCTPEMJIEHHOCTb STHX TOPAIUHX 1143
€ JHCTa B CTOPOHY YHTATENI — CBOMCTBO
Bcex pykomHcei Bacnypakana. Ieficr-
BHE B MHHHATIOPAX Pa3BOPaYHBAETCH

SIPYCHO, NepexcOHT €O CTPaHHUBl Ha
CTpaHHIy . HGD)KHﬂ.ﬂH}ID BCIJABIBAIOT
CIOJKETBI, CBOHCTBEHHBIE  PYKOMHCHM

X — XI BexoB, a 3aTeM OCTaBICHHBIE:
«/KepreonpHuoueHse Aspaama», «[Tpu-
HeceHHe AapOB HOBOPOKAeHHOMY XpH-
cry nactyxamu», «Kpeletne» (Toabko
npH ABYX yuacTuHkax — Xpnera n Ho-
anna Kpecturenn) n np. Xora namsr-
Hble 3aNHCH B BACNYPAKAHCKHX PYKONH-
CAX JAOHECaH IO HAC HMeHa HX co3jare-
seii, OIHAKO CaMH pabOTLl MHHHATIOPH-
CTOB B CHJTY OYeHB BOJIBIIOH CTHAHCTHYe-
CKO GIH30CTH JAl0T Malo OCHOBaHHi
475 pasropopa 06 HHIMBHIYAJIbHOCTH
apropob. [lopoGran GaH30CTh  MONeT
GbiTh OGBACHEHA TEMH e IPHIHHAMH,
N0 KOTOPLIM HapoiHOE TBOPYECTBO CO3-
napajo YCTOffuHBbIE BapHAHTLl OAHHX
W Tex e CKasOK WJH IMeceH, COXpaHAB-
[IHXCs Ha NpOTsMEeHHH BEKOB C Majio-
cyulecTBEHHBIMH OTKJIOHEHHAMH B Je-
Tansx.

Kak Mbl BHIHM, N0 CTHIHCTHYECKHM
yepTaM, XapakrTepy Elsoﬁpasmenhﬁow
i OpHAMEHTAJBHOTC H3bIKA, COCTaBY
cileH M HX HKOHOrPA(hHH KHHIKHAS HH-
BOMICH NO3AHETO MEPHOLa MOKET OHTh
paafienenda Ha JOKaabHble UIKOMbL. Kp(_)_-
me Kuanknickoit n BacnypakaHCKOH,
TAKHMH LWKOJAMH €O CJI0:KHBUIHMHCH
yeprami obmuocTn Ghian B XIV —XV
pekax KpoiMckas (cosfannas Bo BpeMi
OcHOBaHHA NepeceeHlamMn ua nasiuei
Kusanguy GOJMbLIHX KoJoHHit H MOHa-
crnipeit B Kpopivy), Tatesckas 1 ap.

Crneunaipioe H3ydeHnHe [M03BOJSET
VBHEETH AMHAMHKY PasBHTHS XyRO#E-
CTBEHHBIX KauecTB B KamKpoil H3 HHX,
pasBUTh PYKOMHCH Ha TPYMNbI, TATOTEO-:
we apyr «k apyry. Muorna oBuuit THI
pyKOnHcei onpefeaAeTcs MecToM co3ia-
Wi — KHAHKHICKHE MaHYCKPHITL
MOSKIO PA3LennTh B COOTBETCTBHH C MO-
HACTHIPAMH, FAE OHI BLITOANSIHCH, |
pykonuen Jlpaszapka, Cxespoi, PoMiia.
" roil CTOPOHLI, MOMKHO BCTpE y
MHble  NaMSTHHKH, CO3JaHHDIe

for instance, it would not be included
in the other Gospels. The predominant
!ype of manuscript, however, still had
its main pictorial conient before the
text.

Early Armenian manuscripts were
written on parchment; paper did not
appear until much later.

The Matenadaran collection includes
several brilliant examples of early il-
lumination. Apart irom the Echmiadzin
Gospels with their 7th- (al the end of
the manuscript) and 10th-century (the
introductory cycle) miniatures (Ma-
tenadaran, No.2374) there are several
excellent highly professional 11th-cen-
tury manuscripts among them the Mug-
ni Gospels (Mafenadaran, No.7736)
and the 1053 Gospels (Matenadaran,
No.3593) which have great spiritual
value. Another set of manuscripts of the
same period have a less restrained ico-
nography, which followed the apocry-
phal tradition. The best in this group
is undoubtedly the 1038 Gospels (Ma-
tenadaran, No. 6201). The bold, vigor-
ous drawing, the generously applied
paint and the dramatic action suggest
that this was not slow, meticulous work,
but the result of creative impulse. None
the worse for this, they are certainly
as good as the Mugni Gospels.

Manuscripts in the second period
(12th to 14th centuries) also have a
cerfain artistic unity in their main fea-
tures. The survi manuscripls of
this group demonstrate the beginning,
the high point and gradual decline of
the certain trend. It was in this period
that illumination developed into book
illustration proper which though it has
its own peculiarities, still conforms to
the rules of manuscript illumination.
The manuscripts become smaller, and
are no longer intended for religious
services, but rather for private use, in
monastery or [family libraries. The
scribe and artist are no longer think-
ing about the spaciousness of the church
as in the past, but of everyday reading.
As for designin the newer munusc_rjpls,
headpieces, khorans, ornate initials,
and margin decorations become more
varied and elaborate, A certain balance
is established at that time between the
narrative and the purely ornamental
decor: they treat of the same things.
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B pasHLIX MOHACTEIPAX H pasfeienibie
BpeneHeM, HO BOCXOMSULHE K OAHOMY
W tomy e oBpasuy. Tax, mMokno or-
weeri K «Kpyry Pocannas pykomuch,
cosnatitbie He TojbKo B Pomknia, Ho u
3 APYTHX  MOHACTLIPAX Knaunkuu, yBu-
neThb GoJibIloe KOJHYecTBO KHHT, CO3-
WAHHBIX B MOApaKalHe KITHKHACKHM
(HX 14 KE ('Uﬁll])il'\ll AHO
s B [1a130pcKylo WKOIY NO Has-
BalNIo OMIOF0 M3 MOHACTBIDEH).

Cpean KIHKIACKIX pyKomieel
poieasotes  TpH. 31O
Epanreane 70 — 80-X rodos XIIT pexa
(Marenanapan, Ne 9422), I’,umu;("m(‘
1287 roma (Marenaiapard, 197) u
[pasmiuunasn  MHies (Hawon). Bbl-
noanennan g 1286 roay (Marenanapatl,
Ne 979). Muoroe ofneiniser 3TH TPH
pyKonien

B apcenan yice nupaGoranibix Xy1o-
ARTOPLI  BROJSIT
I.i‘lx‘hl\'l‘l\:lk' CHJ
JUBHIKETHI

it Ma-

refajlapana

JKECTBEHHLIX CPEACTB
OrrpoiTo
nepepgaercs B

HIKY
Yy BCTB

TBA APMEHHH

A medieval Armenian manuscript
which came fo us reasonably well pre-
served gives an excellent idea of the
art and culture of its period. So every
element should be considered: the seript,
the cycle of illustrations, the binding
and even the material glued onto the
inside of the cover can be ol interest
to the art historian. Beside which all
these elements are interesting in them-
selves, because the freatment varied
with time and space, and with dilferent
schools, The accent of the whole, too,
changed with the times.

The mid-13th century Cilician School
is unique in the brilliance of illumina-
tion and their view of the significa
of ornament and illustration in a relig-
ious book. For maslers of that school,
an illuminated Gospel manus
value both religious and aesthetic. ILis
a complele entity. In the scriptoria ol
large Cilician monasteries, sc ribe, bin-
der and illuminalor always worked as

n3
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HOMHA CTEINAHAH. OUEPK HIOEPAZHTEIRHOIO HCKYCCTBA APMEHHH

KOTOPLIM NMPOHH3AHBI 1dsKe Te CLEHL, File
AeficTBHe 3TOro He Tpedyer. Owyuienne
ype3BbIYaHHOCTH, YYAECHOCTH COGLITHI
CRALLEHHOI HCTOPHH MOJYEPKHYTO i He-
O/KHAAHHBIM H3MEeHEeHHeM LBeTa Ha oT-
JeabHBIX  ydacTKax  H3oGpaxkeHusi, n
LWHPOKHM  HCTIOTb30OBAHHEM 301
mrpuxoskn. Hop i Xapaktep opHamen-
THKH, HACBILLEHHON MOTHBaMH He TOJLKO
JAeKOPaTHBHOrO, HO M CHMBOJHYECKOro
xapaxrepa. Kamapiii Mmuaanmerp xopa-
HOB MOKHO OBECKOHEYHO paccMaTph-
BaTh — H300pameHuss GOPbOL JKHBOT-
HbIX, MY3HIHPYIOLIHX, TaHUYIOWHX Ji0-
Aeit, BCAAHMKOB, OGHAKeHUBLIX (Hryp,
Mofeil B MacKax, 3K30THYECKHX 3pepeil
HCKYCHO BIVIETEHDI B OpHAaMEHT. Xy a0k~
HUK BBOXHT HAC B CBOECODA3HYIO aTMo-
cepy BpeMeHH H 0BCTaHOBKY npuMop-
ckoro Toprosoro rocynapersa. Cioer-
Hble MHHHATIOPBI 3THX TPex KHIHKHii-
CKHX pyKonHcel H300pamaloT cHTyaunu
u nojoxkenus u3 Epanreans, wo oun
MOAA4I0TCH KaK peajbHble, HabnoaeH L
B JKH3HH — OTCIONA CBoeoBpasHas no-
3THKA MHHHATIOp, HX obashue. B pan
¢ 3THMH apMAHCKHMI KOJCKCAMH MOK-
HO MOCTABHTH PaGOTBl COBPEMEHHLIX
HTanbSIHCKHX  skuBonncues — Chyone
Mapruinn, dyudo.

B 3aBHCHMOCTH OT MECTa H BpemeHnH
co3AanHHA  MAaHYCKPHITA H3MeHsioTes
n300pazena eBanreaucToB. IMoa «kn-
CTBIO PA3HBIX MACTEPOB CHII NpHOGpe-
Tal0T pasHyio TPAKTOBKY. AHTHuHB u-
J0cof) i APHCTOKDAT, ACKeT-MOHaX, na-
KoHel AepeBeHcKHil MyJpel CMensior
apyr Apyra Ha CTPaHHUAX dDMSHCKHX
epaHresiil Ha MPOTHHEHHH TLCAYN Jier
HX NepenHckH i IIOCTPHPO AT Jlu-
1o, ¢ KOTOPLIM CcBA3LIBAETCSH MpeAcTan-

JleHHEe O pe.nuruozuol"l NponoBeiH, npe-
oTpaas Xoj

TepnesaeT H3MeHeHHs,

HCTOPHI crTpanol. . ; o
Xapakrepnoii ~ 4epToH apMSIHCKON

cpeaienekoBoii PYKOIHCHOI KIHTH SIBISI-

ercs nadpuie Kojoona — NaMaTHOR
3AMHCH {«ulua'r:nmpal-la»). l(“o.mrbumn
C(l.’(pil”si.ﬂllf HMeHd cozpareacH namsr-
HHKA, 3A4Ka3UHKOB, B HHX (IIIH\'CHP()IHI'
b HCTOPHS ]])'KUIIIIL‘IL E.-‘lﬂ[‘ll,dﬂ]]il
s MBI MOMKEeM I'|)}'IIIIF|p()[‘>¢'!TE;

Keviohot
pyKon# O MecTy co3diailnsd, AaTHpo-
BAThH IMST XYLOZKITHKA BEJLET K HMeli

yunreqast u np. Moakneennvie B KOHCIL
pyKonen kKoaohonb oTpaKann HparTs
«BoLIIoI» HeTopun. Bumecte ¢ nannu-

a leam. Often a master could do all
three. Thus we are justified in suspect-
ing that both the script and the illumi-
nation of many manuscripis were pro-
duced by the same hand. A casein point
is Thoros Roslin, who is known to have
been both an oulstanding arlist and
one of the best Cilician calligraphers.

In the Vaspurakan (Van) School, the
main accent was on the narrative; on
a meticulous but matter-of-fact tell-
ing of the events in the Gospels. In
this Vaspurakan manuscripts contrasl
sharply with the Cilician ones. Although
there ‘were several branches within
that school, they were all united by an
archaic iconography, full-page illus-
trations, a linear treatment ol ornam-
ental sheets and a common tcchm_cnl
and artistic repertoire. Incontrast with
the Cilician manuscripts with their var-
ied and brilliant colours, on fine parc_h—
ment, with an ample use of gold, in
magnificen{ leather-and-silver covers,
the Vaspurakan used two or three
colours against a plain vellum back-
ground, and no gold. The drawing is
understated, the folds of draperies are
treated as a crude ornamental pattern,
and the message is conveyed by an un-
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CHMH Ha MOHACTLIPCKHX cTeHaX OHH CTa-

3anoMHHAIOTCH
— 3TO OTHO-
KOTOPLIM OHa

Ho raasuoe,
CTPaHHILl HUIATAKAPAHOBR,

yenm
WeHHe K KHHTe, NHEeTeT,
Obuia oKkpyiena. B Taxenoii obera-
HOBKE FOHEHUH, B TOM YHCIe H PeJHTH-
O3HBIX, C PYKONHCBIO Ha PCIHOM S3bIKe
y aofefl CBA3LIBANOCH MPEACTaBICHHE
O BEpHOCTH OnpegeneHHoOH uieiHol N
HPABCTBEHHON MO3HLMH, POAHON KyJb-
TYpe, 0 HAUHOHAJBHOM CAHHCTBE H BO3-
MOMKHOCTH COXPAHHTLCA H BLIXKHTH KaK
Hapox co ceoeil coGeTBenNOl cyanboii 1
PONBIO B YenOBeHeCKOH MCTOPHH.

M3 wmiarakapanoB Mbl Y3HaeM, 4TO
PYKoIHCh Hepeako Gbla NIaBHbIM npei-
MeToM, KOTOpBIH criacann npH GercToe
H3 DPOAHBLIX Kpaes, GeperJn, IV|ZHTi
aJH «H3 nJeHas UeHol JooLX 3a-
eneTio CJACAHJH 3a ee coXpan-
HOCTBIO, OnaKHBa/aH MOTEpH H NOpUi.
Tonbko npu TakoM 0GLEHAPOAHOM OT-
HOUIEHHN HCTOpHA — AdKe Tparnueckai
ueropus Apmennn! — moria co. (pan
A0 HAMKX JAHEl JHTeNBHoe KoJHue-
CTBO MalyCKpHNTOE

B 1512 rony B crepaame BRILIIA B
CBeT Tnieppast neyaTHAs KHHTA Ha apMsi-

refined but expressive drawing. Typi-
cally the eyes of the characters in the
Vaspurakan illustrations always look
at you intensely, although from different
angles. The story is told in successive
tiers of miniatures, moving from page
to page. Subjects that were commeon in
the 10th and 11th centuries and then
abandoned, may suddenly reappear on
the pages of a Vaspurakan manuseripi:
the Sacrifice of Isaac, the Adoration of
the Shepherds, an archaic version of
the Baptism with only Jesus and St.
John. Although we know the illustra-
tors® very names from colophons in
Vaspurakan manuscripts, their works
are indeed similar, with few individual
variations in style. These similarities
are, perhaps, akin fo the way folklore,
iold and retold, passed down through
generations, and much travelled, is
ill preserved with litile wvariation
through the centuries.

Illuminated manuscripts, dating back
from the 12th to 14th centuries, can be
divided into regional schools by style,
pictorial and decorative language, and
underlying scenes. Apart from the Cili-
cian and Vaspurakan Schools there are
the Crimean School (large colonies of

Mystcrofi
HaGOpRHL nosc.
Mactep Xaaatos
uau, XX 8.

Iver belt
mith, Khalatov

Silve
Late 19th
carly 20th century




HOIHA CTEAAHSAN GUEPK HIOBPASHTEABLHOTO HCKYCCTBA APMEHHN

oM A3pike. C 9TOrO BPeMeHH neyaTibie
KHHTH HAYaJqH PacnpoCTPaHATLCA H MO-
crenenno BeiTecHman coboil moporue u
TpyaoeMkne pykonnen. M xorts mepe-
MHCUMKH M MHHHATIOPHCTBI TPYAATCS
euge B TeUeHHe CTOJETHs, HX paGoTa ne-
CTENEHHO JIHIIAETCS MPesKHero JAYXOB-
HOTO  HAMOJHEHHS — PEIHrHo3Nbe 0c-
HOBBl HCKYCCTBA CJaGeI0T, OlyliaeTcs
o6uecTBeHHas NMoTPeGHOCTh B HCKYCCT-
BE HOBOTO THIA.
Ero BO3HHKHOBEHHE, O[HAKO, TOPMO-
3UTCA  MHOPHMH  OGCTOATEAbCTBAMH.
B xounue XVI Beka pasrpomieHnl noc-
Jedine apMsiHCKHE KHAMKECTBA, TEppH-
Topnst Apmennn paznenena mexay Typ-
uneii u ITepcueil, HayWHAOTCA caMbie
TAMKeIbe B HCTOPHH Hapoja ABa ¢ Mno-
10BiHOIl Beka. ITH coGBITHA BbISBIBAIOT
rayGoKHe H3MEeHEI A B KyAbType.
OcHoBHCE H3MeHeHHe KacaeTcs caMo-
ro €ocTaBa MIACTHYECKHX HCKYCCTB.
Paspyuiente rocyaapcTBeHHOCTH OT3bi-
BaeTcs YNAAKOM B 0GJacTH CTPOHTEb-
crpa. APMSIHCKHE UepKBH, MOHacTBIpH,
IKOABI CTPOATCH Tenepb B ropoiax,
HAXOUALLINXCA JAJeK0o 3a NpeieanMu He-
TOpiuecKoil ApMeHHH, B CTpauax, rie
BO3HHKAIOT apMsAHCKie oGLUINHB, H CTPO-
ATCA KAaK NOBTOPHI KJIACCHUECKNX PO~
HbX o6pasios. Tlpekpauenne passuTud
APXHTEKTYPbl MPHBOAHT K H3MEHEHHIO
CKYJABLNTYPHOTD pedbeda, MOHYMEHTANL-
HOil xiBoONKeH. Pacuper KHHMKHOA Mu-
HHATIOPB! YXOAHT B MPOWLAOE BMECTE C
pykonuenoit  kuuroi. Tlepsenedarnuie
APMAHCKHE KHHTH PENHrHO3HOro colep-
JKaHHs TeNneph HWLIIOCTPHPYIOTES eBpo-
nefickHMH rPaBIOpaMH — TaK, UIHPOKoe
pacnpocrpatetine I HAH, HanpHMep,
rpapiopb n3 Tak Haauisaewoil bu
[Muckaropa. 3TH rPaBiOpbl 1 HEMHOT
AOCTYNHLIC KON € KapTHn esponeii-
cknx  MACTEPOB  NOCAYHCHAH —OCHOBOH
A5 NepBLIX WATOE CTAHKOBOM petHrH-
03H0H JKHBOIMHCH, BO3HHKINEH B ADML‘-
nun 5 XVII Beke. Mot mosKeM cyants O
Heil no HeMHOrHM COXPAlHBUIHMCS 0b-
paaian, naxopsummest B Tocyraper-
pennoil KapTunneii raaepee Apvenni b
Epesane, rie ol cocTasasior nepuli,
BROANBIA 3an B OTAE]E ('i[)MGIIICKOF(] HC-
Kyccrsa., [Moaorna TOr0 18 NpHBIe-
KAI0T HECKOJIBLKO ceHTHMeNTa ol Terl-
aotoil, cBoBon0l B oGpallednn ¢ pedi-
FHOZHLIM  CloZKeToM, 00HAneM OLITOBBLIX
aeral

refugees from the fallen Cilicia seltled
in the Crimea in the 14th apd 15th
centuries), the Talev School, and sev-
eral others.

A close study of these schools would
no dot_lbt lead {o further subdivisions.
Sometimes, in Cilicia manuscripls from
a particular monastery almosi form a
separate school. Thus, Cilician manu-
scripts fall into several groups from
the Skevra, Drazark and Hromkla mon-
asteries. Manuscripts can also be clas-
sified by the master, or the Prior and his
school (e. g. “the school of Bishop Hov-
hannes”). But these divisions are not
always justified. The same scriplorium
might produce manuscripis very
different styles, depending on the na-
tive fown or village of the artist,
professional background, his favourite
models and so on. On the other hand,
similar manuscripts might appear at
different monasteries and at different
times — il the illusirators lollowed the
same models. Thus Roslin’s circle would
include manuseripts from Cilician mon-
asteries other than Hromkla, even
from Armenia proper, since Armenian
artists often imitated Cilician masters
(at one time these were even regarded
as belonging to a single school, named
after the Gladzor monastery in Ar-
menia). i

Three manuseripts in the Matenada-
ran --the Gospels roughly dated irom
1270—80 (Matenadaran. No. 9422),
the 1287 Gospels (Matenadaran, No.
197) and the 1286 Lectionary (Mate-
!m(iaran. No. 979) which have much
in common, are among the best of the
Cilician manuscripts

In these, the traditional repertoire is
enriched with dynamic motion, Feclings
are expressed through movement, even
in scenes where movement is unneces-
sary. The miraculous nature of the
Gospel events is emphasized by sudden
changes of colour and an ample use of
gold streaks. The orpamentation is
also unusual: the decorative designs
incorporate scenes with both ornamen-
tal and symbolic value. Every minute
detail of the khorans can be closely
studied and interpreted — such are the
fighting  animals, the dancers and
musicians, horsemen, nude bodies
masked people and fantastic monslers







HOHHA CTENAHSH. OUEPK H30BPAIHTELHOTO HCKYCCTBA APMEHIN

B cacmusuminxes B XVI—XVIII se-
Kax HCTOPHYECKHX OGCTONTENBLCTBAX Xy-
JOKecTBEHHOe TBOPYECTBO MEHHET CBOH
OpHeHTHpLI: HauGombllee pacnpocTpa-
HeHHe NOJYYaloT HCKYCCTBA, CBASAHHbIE
HEMOCPEACTBEHHO ¢ GbITOM, TO €cTh B
NepBYI0 Ouepefb NPHKIAJHbIE HCKYCCT-
Ba. PEEJH‘U{HLIQ HX BHABI H O’I‘paC-’IH, co-
Xpansil uepThl GoJlee paHHero BpeMeHH,
NpHBJEKAIOT WHPOKHE CJIOH MAaCTepOR,
H cO BpemeHeM (OPMHPYIOTCSl TaKkue
IHPOKC H3BECTHbIE ABJIEHHS, Kak ap-
MAHCKHH KOBep, apMAHCKOe KpYiKeso,
apumsHckas Quanrpadb. Bamkuo orme-
THTb, YTO ONOPOIl /15 HHX CTaJ YPOBEHD
PAasBHTHA HCKYCCTBA, AOCTHIHVTLI B
Npe:KHHE BpeMeHa, H3BEeCTHbII HaM 10
HEMHOFOUHC/IEHHBIM, HO LieHHEeHLHM MYy-
3eiinbiM 0Gpasyan.

B TocyaapersenHom Hetopuueckom
umysee Apmennn B Epepanme mmpoxo
npeacrastena kepamuka X—XIII Be-
KOB H3 DACKONOK Ha TepPHTOPHH Cpei-
HEBEKOBbLIX apMAHCKHX croanu — [Isu-
Ha W Aun. Panuas npencrasieda GLITO-
BOJi NOCYIOI — KYBIIMHAMH IS XpaHe-
HHSI IPOAYKTOB € BBIIABICHHBIM OpHa-
MEHTOM HJIH pesbedHbIM H306pasKeHH-
eM CTajla, JeHToH OOBHBAIOWHM TYJI0BO.
Bonee nospuaa — XII—XII1 Bexos —
KepaMHKa MECTHOrO [POH3BOACTBA OT-
paxaer 3HaKOMCTBO C INPHBO3HBLIMH H3-
ACNHAMH, Oﬁilapy}l(eilllbll\lbl B TeX IiKe
passajanHax 3Tﬂ NOJHBHASN KepamMHKa
PASHBIX TeXHHK H GOMBUIOrO uHcaa
(opM N0 LUBETOBOI TamMme, OpHaAMEHTY
n H306pasHTEJbHBIM MOTHBAM POACT-
penna kepamuke ITepcun n Buaautun
TOro e BpeMeHH. 31ech 0COOeHHO OlLy-
uaercs  MPOMEMKYTOUHOE  MOJOIKEHHE
Apwmennn B [Tepenneii Asun.

LleHTpOM KepaMH4ECKOro MpoH3BOL-
crpa Gbta B XVII—XVIII sexax Ky-
THHa (Kioraxes Ha TeppHTOPHH HbIHELI-
neit Typunn). CreuHajHCTBl CUHTAIOT,
41O Tam pafoTann apMAHcKHe Macrepa.
Hapgnuen apManckiuMy AHTepami, 1306
pazkenns cpATbX Ha OMIOfAX, yamax i
(uarax, HaGopHbie KepamMHYeCKHe naH-
10, uHCTO JIeKOpaTHBHBIE 110 pOCHHCH
WA € eBaHTeJNbCKHMH CIOMKETaMH, fpo-
W3BOAWAHCH 3[leCh NO 3aKa3y apMiH-
cknx uepksefl H vyactHwix JnL. Kepamn-
ka Gblla  WHPOKO pacnpocTpaleHd.
HMeHto KepaMuKka B cOUETAHHN C pPejiH-
rHO3HLIMH KapTHHaMH H APYTrHMH II|)(‘ﬂ'
MeTaMH  JeKOPATHBHO-NPHKAAAHLIX HE-

skilfully woven into the ornaments.
The artists introduce us to the life of
their maritime-trading country, make
us feel its atmosphere. Narrative il-
luminations in these three manuscripts
tell the story of the Scriptures, but treat
them almost realistically, as if they
were borrowed from real life which
gives them poetry and charm and puls
them on a level ‘of Italian masters of
the time, Simone Martini and Duccio.

Time and place also affected the
Evangelists. A whole range of types in-
cluding an ancient scholar, an aristo-
crat, an ascetic-looking monk and a vil-
lage philosopher appear on the pages
of Armenian Gospels during the thous-
and years of history. The type of charac-
ters that could be associated with relig-
ious teaching changed, reflecting the
history of the country, and only a small
set of permanent attributes linked them
with the time of the Gospels.

Another distinctive trait of Armenian
manuscript is the colophon (hishata-
karan) at the end of a book which
gives the names of the scribe and il-
lustrator, the owner of the manusecript
or the person who commissioned il.
As colophons also recorded the prove-
nance on details of the making of the
book, they make it possible to classify
manuscripts by origin, to date them,
and to discover new names of artists,
efe. As colophons also recorded impor-
tant events, today, like the inseriptions
on monastery walls, they form a valu-
able source of history.

But the most interesting evidence
of the colophons concerns the attitude
to books, the great esteem in which
they were held. Amidst all the troubles
and miseries of life, in the time of
wars, enemy raids and religious strife,
for the Armenian people a book writ-
ten in their mother tongue was then a
symbol of fortitude, faith in their cul-
ture, and their national identity. Whal-
ever happened, it had to be preserved.

A colophon often tells us that a manu-
script was the first thing Armenians
saved and hid during an enemy attack,
and that they spaced no trouble or ex-
pense in recovering it should it fall into
enemy hands. Armenian refugees who
fled the country might leave all their
property behind, but not their manu-
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KYCCTB ONpelennna HOBOE N0 THNY y6-
PAHETBO APMAHCKHX LepKBell nosaHero
cpeaHeseKkoBba H HoBoro Bpemen.

Or XIII sexka A0WA0 A0 HAWIMX AHeit
HECKO/IBKO 1Ie[leBPOR YeKaHHOro HCKyc-
crea. 3TO cepebpaAnble H  30J04eHble
crAAAHN — KHIHKHICKOro uapa Xery-
sma Il (Boinoawen B 1293 roay B MoHa
croipe Ckespa, xpauntes B Locymaper-
pennoM JpuuTazke) n knaAas Jaun [po-
mweana (eeinoanes B 1300 roay, Boamos
HO, Tak:ke B Knanknu, Haxoaures B My-
3ee  DuMHaI3MHCKOrO KadeapaibHOro
coBopa). Touuaiiuil CKYJILOTYPHbIL
peased Ha 0GOMX CKJAAAHAX OIH3CK no
CcBOeil mractHke H OCOO0H MOSTHUHOCTH
KHAHKHCKOH MHHHATIOPE TOTO Ke Bpe-
seitn. Peluentbie B BHAE apXHTEKTYplHoO-
ro noprana, 3TH CKJaAHH HAaCBIULEHb!
1306pasKeHHAMH, MACTePCKH 34KOMIIO-
HOBAHHLIMI HA CTBOPKAX.

He Toabko B KepaMHKe H MeTade, HO
W B APYCHX MaTepHaxax Mmo-CcBOeMy npe-
TBOPSLICH A3bIK APXHTEKTYPHLIX H H300-
pasntensibix dopm. 06 3TOM rOBOPAT,
B YACTHOCTH, H HEMHOrHE COXpaHHBUIHe-
csi o6pasusl H3Aeani U3 depesa, HANPH-
Mep peaHble ABepH MOHAcThpA B Myuwe
1134 rona ¢ nsobpaxenneM roua spe-
peft u asepn CeBaHCKOro MOHACTBIPS
Ca. Anoctonos ¢ Gosabinoii cuenoii «Co-
wecrsun Cp. Jlyxa» 1486 roma. OGe
nsepn xpamnsitess B [ocyaaperBeHHOM
HMeroprueckom mysee Apmennn B Epe-
BaHe.

K XVI peky ortHocsitcsi  nanGodee
pannpne (parMentTsl, a K XVII — noa-
HBlE COXPHIIIIBT_UI!\’.‘Cﬂ IKIEMNAAPLI  ap-
MaHcKHX KoBpoB, Oni BXOAsT B rPynNY
Hp.‘{illi‘-{l'lhlx KOBpPOB Kapkasa n HasbiBa-
10TCA N0 OCHOBHOMY OPHAMEHTANLHOMY
yaopy, n3o0paKaiouleMy APaKona, Bi-
wanaroprus, T. «KOBpLI APaKOHa».
«Buwanaropri» ectb B 3IKCNO3HUHAX
kpynieiimnx mysees miupa — 8 Jlongo-
e, Bene, Byaaneurre, Bepaine. B n
PHOJL I03HErD CPEAHEBEKOBLA Y Macte-
pon na TeppHTOpHN ApMelini CKIab Ba-
10TCS TAKIKE HECKOBKO KOBPOBLIX KOM-
No3nuiti, reHeTHYeckH cpA3aHHbIX © pH-
M €KOBPOB JIpAKOHAR. Boabimm
WAMH  PasIHUHBIX  APMAHCKHX
KOBPOB PACHOJATAI0T HECKO 0 ('Oﬁp A
il pecny GanK Tocynapersetinii
Heropuu » i Apmennn 1 l'ocy
NAPCTBEHHBIH MY 1 HapoiHoro TBOpYe-
crsa Apsiennn b Epesane u Focyraper-

i

scripts. And if a book was lost or damag-
ed, it was mourned as an irrefrievable
loss. It was the Armenian’s great con-
cern for their cultural wealth that led
to the survival of so many valuable
manuscripts through the centuries —
and what centuries — through wars,
massacre and destruction.

The first Armenian printed book ap-
peared in Amsterdam in 1512. Alter
that printed books began to spread
rapidly and eventually ousied the
more expensive manuscripts. And even
though Armenian scribes and minia-
turists worked on for another century,
the inspiration was gradually lost: art
became less and less dependent on re-
ligion, and a quest for a new cultural
impetus was gaining strength. But Ar-
menian artists were hampered by the
situation in their country: by 1575 Ar-
menia had completely lost ifs indepen-
dence and was divided belween Turkey
and Persia. The two hundred and fifty
vears that followed were the hardest in
Armenian history.

Changes in political and social life
naturally caused changes in the cullure
and art. The first of them concerned the
relationship between different arl forms.
The fall of the state resulied in an al-
most complete decline of architecture:
Armenian churches, monasteries and
schools were built only outside Arme-
nia —in those countries vhere colonies
of Armenian reflugees became es{ablish-
ed. Since they tried hard {o preserve
national traditions, whatever they built
was based on classical Armenian archi-
tecture. The lack of new architecture
in Armenia proper naturally entailed
the disappearance of the related arts —
sculpted relief and mural painting.
Manuscripts gradually gave way to
printing, and the first Armenian printed
books were illustrated with European
prints. The prints in the Piscalor Bible
and some few copies of paintings by
European masters, inspired the first
steps of Armenian religious painling.
Easel painting first made its appe
ance in Armenia in the 17th century.
A hundred years later it had become
an independent and developed art with
a dislinet national characler. The Tew
surviving examples of the period are
displayed in the beginning ol the Ar-
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HOHHA CTERAHSIH, OUEPK HIOGPASHTENLIOID HOKYCCTBA APMEHNN

BeHHbIA Myseii sTHorpadun Apmenun p
Capaapanare. OcoGoro paamaxa KOBpo-
npenne pocthrao B XIX — navame XX
BeKd, KOrjla KOBPbl CTAHOBATCA OGBHEK-
TOM OJKHBJIEHHGH TOPrOBAH HA PLIHKAX
Poccun, Esponsl n Cepeproii AMepHkH,
Kospogenne u no ceii jgens—oGaacrb
aKTHBHOrO TBOpYecTBa. Bo muornx je-
pPEBEHCKHX AOMax B ApMEHHH MOMKHO
VBHIAETH CTaHOK € HAayaTbiM KOBPOM.
KoBpul ciy:KuaH He TOAbKO AJS YKpa-
ILEHHS H YTEMeHHA L0Ma, H3 KOBPOBOi
Ge3BOPCOBOIT TKaHH AENanch nepeMer-
HBle CYMBI, MEUIKH AASl PHAAHOTO, Me-
WOYKH IS XpaHennst coid u np. Bes
npeyBeauuenns  MOMKHO CKa3aTh, UTO
BLIDAGOTaHHAS B KpecTbsiHCKOH HaGoii-
Ke 1 xoppax ApMenny sipkas UBeTOBAs
raMma, ¢ ee NpHBEPKEHHOCTBIO K onpe-
JeICHHLIM  1IBETOBLIM AHHSIM,  OT-
p}l'ﬂl.'[?l ][H')(l,[LFlhl(' ”D(Eﬂ. <iIL‘|CIH!ﬂ Q
npekpacHoM H cLirpana B janbueiinien
PEMIAOLULYI0 POJb TIPH CHOMEHHH COBpe-
MEHHOIl WKOALI ApMAHCKOI JKHBOTHCH.

Or noann CpejleBeKoBLs  ocTa-
JUCH BeanKojenbe 06pasibi pebed-
HOil BLINIMBKH, KOTOpas ykpawaia clo-
GKETHLIMH H306paKennsiMie o y3opami
oneMay Bbicmero ayxopehcrpa. Kod-

menian section of the State Picture
Gallery in Yerevan. The charm of these
canvases lies in their naive sincerity,
the freedom with which religious motifs
are {reated, the abundance of detail
from everyday life and, finally, in an
unmistakably Oriental flavour that be-
trays the influence of Oriental art (Per-
sian secular portraiture and mural
painting in Persian palaces) to which
Armenian artists have always been
susceptible.

Conditions in the 16th to 18th centu-
ries changed the orientation of art
which turned to everyday life. Minor
arts began {o develop rapidly, encour-
aged, among other things, by the Per-
sian and Turkish tax systems. Some of
the minor arts, though faithful {o tra-
dition, passed into the hands of folk
maslers and eventually developed into
well-known crafts such as Armenian
carpets, lace and filigree. But these later
achievements were based on the whole
history of Armenian art that is known
to us through the net very numerous
but eloquent works of art surviving
from the distant past

The Stale Museum of Armenian His-

FEBOPK BAIHILUKATSI
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JeKUHA  BLILUHTGH NapaxHoil ofersawt,
MHTP, nJalanHy xpauurcs B Mysee
SumnagsuncKkoro KadeipaibHoro codo-
pa. 31ech e HMeeTCs YHHKAAbHCE CO0-
paHue NaTpHAapLIHX [OCOXOB, MOTHPOB,
HeBOo/LIINX CKAaaHeil, 10 KOTOPbIM MO-
HHO CYIANTb O MACTEPCTBE apMAH loBe-
aupos XVIII—XIX pexos. Cnapa Boi-
UIHBA/IbIHKOB H 30JOTBIX IEJ MacTepon
ApMelini B 3TOT NEPHOM PACHPOCTPAHS-
eTesl OUeHb UIHPOKO.

Bay<Hoil 4epTOii apMAHCKOTO HCKyC-
cra XVII—XVIII pekos crana aemo-
KpatHsauust Bcex ero BHA0B. BosHnukaer
I{Haﬁ' yem pﬂHbH.lE, cHeTeMa GM'ACTep i
yuennk». M ne toabko B oGnactn npu-
KAaaHBIX HeKyceTB. Hapashe ¢ HuMu u
ACHBOINCL CTAHOBHTCS J1EJ10M, KOTOPBIM
3aHHMAIOTCA  APTENH, OPraHH30BaHHLIe
no nopoGHI0 UeXOBbIX GpaTcTB, Ml
CeMbH, TJle MACTepPCTBO Nepenaercs oT
orua Kk ceiny. Meropus aagukcnposana,
B 4aCTHOCTH, HECKOJNbKO MOKOJIEHHIT He-
npepLIBHO paGoTaBIIHX apMAH  JKHBO-
nHcles Ha ceMbi OBHATAHSHOB.

PyGeiom, pesko H3MeHHBIIHM Bce
CTOPOHBl KH3HH apMSHCKOrO Hapoia,
cravosures 1828 rox. B pesyasrate
PYCCKO-NepPCHICKHX BOjiH BOCTOUHAS Tep-
PHTOpHSL ApMEHHH BXOJHT B ajJMHIN-
cTpaTHBHBIl coctas PoccuiicKoil nmne-
pun. to Apupanckas ryGepuns (Ipu-
Baubio B [lepcun M 1OpPeBOJIOLHONHOI
Pocenn nasvisaan Epesan). Ho uenrpa-
MH, rJie Pa3BHBaJIAacCh apMAHCKas KyJb-
Typa, HapasHe ¢ Jpupaubio, Dumnai-
3HHOM, AJIeKCaHAPONoaeM MPoL0IKATH
OCTaBATBCS N TaKHe KpPyrlible ropoia
apyrnx ryGepunii, kak Tudanc, Baky,
Exncasernoas, [y, 3jech 6biai 60/b-
wne apMaicKue OGULHIBI, H3ILABANNCH
KHHPH apMSHCKHIX NPO3aHKOB If N105TOB,
BLIXOAHAH Ha apMAHCKOM SIILIKE raseThbl
H 3KYPHAJIBI.

C.Tle}lye‘r OTMETHTb, YTO CBA3b ApMAH
¢ Poceueii 1 pycckoii KyJabTypoil cye-
creoana sagoaro o 1828 roga. Apws-
He u3MaBHa KM Ha TeppuTopui Poc-
cin 1 ocHoBai P koaonni b Kpuiy,
B Pocrope-na-Ilony, Acrpaxauii, ropo-
nax Cepeprero Kagkasa, a riaptoe —
B Mockpe n ITerepOypre. Hx aesre;
HOCTb BO BCEX OTpAC/]AX 3KOHOMHKH, B
oGulecTBeHHOIl o KYJLTYpHOIT KH3HH
Pocenn  Guiia  axktisuoil. Borareiiune
apmsaHckne cemsi kiaszeil Jlasapesuix,
Apryruncknx, Abaumennkos cyGenanpo-

lory in Yerevan has an impressive
collection of 10th- to 13th-century pot-
tery from digs at Dvin and Ani—the
former capitals of Armenia. The earliest
are household articles — large pitchers
used for storing food. The pilchers
are embossed with ornamental patterns
or groups of figures —representing a
herd of cattle banded round the body of
a vessel. The 12th- and 13th-century
pottery betrays an influence of impori-
ed ceramics, several examples of which
were found amidst the same ruins.
This glazed pottery shows a diversity
of forms and technique, and in so far
as the range of colours and ornamental
patterns are concerned it is similar to
Persian and Byzantine wares of that
time. This, too, is evidence of the blend
of western and oriental influences which
has always been characteristic of Ar-
menian art.

In the 17th and 18th centuries Kii-
tahya (now in Turkey) was a pottery-
making cenire. Art experts atiribute
the entire output of this centre to Ar-
menian potters. This is confirmed by
Armenian inscriptions, the character-
istic representations of saints on flasks,
platters and chalices, the treatment of
ceramic tiles both purely decorative or
religious were made to order for Ar-
menian churches and private individ-
uals. Ceramics seem to have played an
important part both in everyday Ar-
menian life and as an architectural
decoration. Certainly late medieval
churches were decorated with ceram-
ics, as well as religious paintings and
other works of art.

There are several {rue masterpieces
of metalwork dating from the 13th cen-
tury, including two silver-gilt diptychs.
The earlier (1293) came from Skevra
and belonged to Hetum II, a Cilician
king (now in the Hermitage in Lenin-
grad); the other was commissioned by
Prince Eachi Proshyan (probably also
to a Cilician master) in 1300 (Echmiad-
zin Cathedral Museum). The delicate
reliel on both sides of the diptychs is
related both in treatment and in feel-
ing to Cilician illuminated manuscripts
of the time. The portal-shaped panels
of the diptychs are completely covered
with scenes and figures arranged in
perfect harmony and balance.
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ARTS IN ARMENIA

BaH CTPOHTENBLCTBO B PYCCKHX TOPOAAX
ApMAHCKHX HePKBef, KO, UedbIX paii-
onos. B 1815 rony B Mockse 6ol ocHo-
BaH JlasapeBCKHIT HHCTHTYT BOCTOUHBIX
ASBIKOB, KOTOPBL CTa/l € rogamMu LeuT-
pom nogrotoBkH B Poccun BocTOKOBe-
[0B, B YAaCTHOCTH, CHEUHAJHCTOB no
Kapkasy, Apmennn. Haen ocpoGokne-
HHSL OT NEPCHACKOrO H TYPEUKOro Hra
BbIHALIHBANACh apMSHAMH HE OIHO jle-
CATHJIETHE, & NYTh K 3TOMY GbL1 OfHH —
pasaenntb cyasGy PoccHn M BXOAMB-
WHX B e COCTaB Hapoaos. ApmsaHcKas
kynstypa pyGexa XVIII—XIX sexos
ocpemtena 3rtoit npeeii. Ee ayuminmi
NpecTaBHTeNAMH  SBHJNCE NHCATENb-
aemokpar Xauatyp Aoossu  (1809—
1848) u xuBonucen-noprpetHer Axon
Ospuaransn (1806—1881).

TMoprpernas ranepes Axona Opuara-
1A 3aHHMAeT HCKJIIOUHTENBHOE MEecTo
B apMsIHCKOM HCKYCCTBE, TIO CYLLECTBY
oTKpbiBasi coGoil HOBYIO CcTpaHHuy B
pasaBHTHH EIEIJ.HOH&JU)EIOH FKHBOIHCH .

XYMOMHHK NPOHCXOAHN 13 CeMbH 110-
TOMCTBEHHBIX ¥KHBOMHCIEB («AHHACTHA»
OBunatansHoB Gblia H3BecTHa B Teue-
une asyxcot qet). Ero npasenom Goia
Haram-OBHaran, 3a KOTOPbIM TEKCTEI
XPOHHK 3aKpenu/n penyTaiiio nosrta-
necennyka n sxuponncua. Harau-Osia-
TaH PACNHCLIBAJI LepKBH B DpHBaNN |
SV-IMT’IEIAZN!IIE. IrUM Ke 3aHHMAJCH, B
ocnopnom B Tnduince, ero puyk Osina-
ran Maanumii. Oren Axkona Opuarans-
Ha MKPTYM TaKzke pacnucLiBan UepkBH,
B ToM uncae Croncknii coop B Tudun-
ce, ero KHCTH npHHaieHaT nzobpane-
HuA JTQFCIII[HP'H[:IX repoes H NOJKOBOI-
uep ll|)EBE|0CTI1, I(a[)‘l‘llill;l Ha |)m1|r|m3-
Hble CIOKEThI. BEPOSITT'ID. HMEHHO ¥ orTua
nonyunsn  Axon  Opnaramsiu neppona-
YaJabLHyIo BLIYUKY, HO HH C ueM He cpap-
HUMBIE S3LIK €r0  MOPTPeToB  BO3IHHI
1a ocHoBe Ilith‘l‘plipOBHiEIlﬂ MHOor y-
A0MKecTBeHHEIX srneuaraennii. B ocnose
noprperos Opliatansia, Gesycnonto,
XKHT apMAHCKAN PEAUTHO3HAR JKHBOTIHCL
XVII—XVIII pexo, ¢ ee MeuaTvio pe-
MecsaeHHoil 10GpOCOBeCTHOCTH, YBIede-
JHeM GLITOBBLIMI NOAPOOHOCTAMIL, THIH-
POKHM BBELEHHEM KTHTOPCKHX nzodpa-
skennfl, a TAKIKe € ee OMeBILHBIMIE HPe-
nenamu B o6nacTi BaaieHis aKkanemm-
yecknm pueynkonm. Ho nx propas ocio-
Ba — NepeHicKHil napauil
KOTOPBIM JKH wii B Tudunce Xynom-

Whatever the material, Armenian mi-
nor arts were inspired by sculpture,
architecture and painting, whose de-
vices they “translated” into their own
“languages”. This creative impulse is
quite evident in the surviving examples
of wood-carving, for example, in the
carved doorsof Mush monastery (1134)
which are decorated with hunting
scenes, and the Descent of the Holy
Spirit (1486) carved on the doors from
the Holy Apostles monastery on Lake
Sevan. Both doors are now in Yerevan,
in the Museum of Armenian History.

The earliest surviving fragments of
Armenian carpets date from the 16th
century; the 17th century is represented
by several carpets. The latter are dra-
gon carpels (vishapagorgs), part of the
oldest set of Caucasian carpets known.
Many art collections around the world —
London, Vienna, Budapest, Berlin —
have carpels from this set. During the
late Middle Ages, several variants of
the basic dragon carpel branched off
from the mainstream.

Armenian museums have a fine col-
fection of Armenian rugs and carpets —
in Yerevan, at the Armenian History
Museum and the Museum of Folk Art,
and in Sardarapat at the Armenian
Ethnography Museum.

Carpet-making increased at the end
of the 19th century, when Armenian
carpels began to beexported to Russia,
Europe and North America. Carpet-mak-
ing is still a living art in Armenia to-
day, and carpet looms can be seen in
action in many a cottage in Armenia.
Carpets were used for domestic warmth
and for decoration, for carpet-bags,
bags for a bride's frousseau, small
pouches for salt, and so on. The bright
and varied colours of Armenian car-
pets and (exliles produced by village
weavers, cerlain traditional colour com-
binations reflect Armenian taste which
has had a strong influence on con-
temporary Armenian painlers.

The late Middle Ages are also rep-
resenled by magnificent reliel em-
braidery which decorated the vestments
of high clergy. A fine collection of
embroidered  vestments, mitres and
shrouds is housed in the Echmiadzin
Cathedral Museum, which also has an
array of croziers, chalices and small




HOHHA CTENANSAI. OUEPK HIOEPAZUTEALHOIO HCKYCCTEA ABMEHIN

{]; HHK HE MOr He OLITL 3HAKOM. ¥ Tak Ha-
| 3pIBAEMOrO «NOPTPeTa 3Moxn Kamkaposs
OBHaTaial 3aHMCTBOBAJ KOMNO3HIH-
OHHBI CTpﬂll OCTPHPI CHIYST, CTATHY-
| HOCTB, YMEHHe IOBCJHPHO OTAE/NBIBATH
nosepxHocTh. TpeTnii HCTOUHHK CBOenG-
pasus noprperHoro Teopuectsa OBHa-
TaHAHA — PYCCKHi M esponeilckuil ka-
panpgainelii  NOPTPET M HAHBONHCHAS
| noprtpernas Munnatiopa Havana XIX pe-
A, € NPHCYULHM HM JIHPH3MOM, MO3TH-
|sawieii noctn NOPTPETHpPYeMoro,
TOHKHM TCHXOJICTH3) H NOAYCPKHY-
| TOIl POMaHTHYHOCTBIO KAK BHEIIIOCTH,
| TAK 1 BHYTPEHHEro Mupa Mojean. [Mopt-
persl Axona Opuaransina oTpasuin ie-
ANOBTOPHMYIO  KYJABTYPHYIO  CHTYALHIO
iepporo Tpuanarnaerns XIX seka na
fapkase, COeNINB pasanynbie LyXOB-
‘tivie w gnero sknsonncnpie Tpaauunn. Ho
IHBOCTD H TEMIoTa 1eGoblnX no (pop-
iary noprperop OpHaransina cousana,
0-BHIHMOMY, H € TOfl (pyHKIHEll, KOTO-
VIO OHH BHINIOJHSN ro Gbia nopTpe-
I 3aKa. €, Yaule BCero HaXoIHB-
JHecs B CeéMbe H COXpaHfABlIHe 00JHK
LI3KOPOH URJOBEKA B MHHYTLI XKH3HEN-
oro nopbema. [loprperst sth umenn
I||I‘I!MH()-C&‘MQE'IH!:H'JL MEMOPHATLHBIH Xa-

triptychs that show the 18th- and 19th-
century Armenian jewellers’ skill. By
that time, the fame of Armenian em-
broiderers and goldsmiths had spread
far beyond the Armenia’s horders.

In the 17th and I8th centuries, all
art forms and genres became more
democratic. The relationship between
master and apprentice was put on a
different footing, as painting, like ap-
plied and decorative arts, turned into
a full-time job, to be done in {eams
arranged on the basis ol artists” and
craftsmen’s guilds. Often a whole fam-
ily worked together as a team of paint-
ers or goldsmiths and skills were
handed down from father to son, and
whole dynasties of arlists appeared.
Thus, records tell us of the Hovnata-
nyans, a family in which several gen-
erations were painters.

1828 was a crucial year for Armenia
when as a result of the wars between
Russia and Persia, Easlern Armenia
an Armenia) became part of the
n Empire. It became the province
of Erivan (the name which first ap-
pcarer! on Persian maps and was used
in the pre-revolutionary Russia, gave
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HOHHA CTEMAHSAN. OUEPK HIOBPAIUTEABHOTO HEK?

paKkTep, H He CaAy4aiiHO JKHUBOMHCHEIH N
rpauueckHii NOPTPeT MMEHHO TAKOro
posa Obli BbITECHEH B CepeiHHe Beka
nosigusuieiics gotorpaduei.

[TyTb pa3BuTHA apMAHCKOH KHBOMH-
cu nocae Axona OpnataunsHa — 310
nyTh OBJafeHHs epponeiicKofl cucremoil
aKaJieMHYeCKOT0 MacTepcTBa H JKHBOTO
OTKJHKA Ha BCE BEAYIUHE XYOMKecTBeH-
uple Teuenus Bpemenn. Kaxk npasmio,
XYIOMKHHKH JKHBYT BHe ADMEHHH — B
Tudance, Baky, Pocrose-ua-Hony, Mo-
ckpe. Ho Ttemarnyeckoe u nueiinoe co-
nepsKaHne TBOPYECTBA CBS3LIBAIOT pa-
GoTbl Beex XyaoxkHukos-apmsH XIX se-
Ka ¢ HX poauHoii. Ha Konen mexa nana-
€T AeATeNLHOCTL TPex HauGodee Kpyn-
HBIX MAacTepoB APMAHCKON JKHBOIMHCH,
paGoTaBLINX H B NEpBble AeCATHJIETHS
XX Bexa. dto Tesopk Bammummarsn
(1857—1925), nefizaxHcT, B MHYCCKHX
MPOH3BEAEHHAX KOTOPOro obpassl Ap-
MEHHH NpHOGpeTaloT rayGoKHil cMblcd,
narpHoTHyeckoe 3Bydanne. Buaw Apa-
para u CepaHa nol ero KHCTbI CTaHO-
BHJIHCH CHMBOJIAMH POIHOH 3eMIH H Obl-
JH  OuUeHb  [ONYJAPHB — OPHIHHAb,
KONHH H JHTOrpauu ¢ Jyymnx neiisa-
aeft  Bawnunaaraua  MoxHO  OblIO
BCTPETHTD NOYTH B Ka3KAOM COCTOSITENb-
HOM apMAHCKOM JOMe.

pOﬂOHa‘lﬁJ‘lhlﬂiKOM HCTOPHYECKOT O
HKaHpa B HCKYCCTBe APMEIIMH cran
Bapakec Cypensnu (1860—1921). Ero
KAPTHHLI, NOCBALLEHHBLIE JIEreHiapHbIM
WK PealibHBIM COOBITHAM apMAHCKOH
HCTOPHH, BhIpaxamTn HAEID TParuuHOCTH
cyabGur apman. Hnea srta nuranace Bo
MHOPOM TEKYILHMH COBLITHSAMIL B KOHILE
XIX sexa no Typuun npokaTuiIach Boj-
Ha MorpoMoB, feskeHlnl, cnacasilHecs
B Poccri, pacckaauiBajin o MepemnThIX
sicacax. Mpicab 0 HeOOXOIHMOCTH KOl
COMMAALHMN APMSIHCTBA, MOMOLLH Typel-
KHM apMsiHaM 3apilajebana yMami i
nHTANa 4y BCTBA XYAOKHIKOB
eThHM BLLAAIOILHMCS KHBOMHCLEM
KoHWA X — navana XX pexa Obia
Ernme Tarenccsin (1870—1936). Ero
WHPOKOE N0 OXBATY MaHPOB Hacielne
0KA3aJ10 0 NPOAOJIK ©T OKA3bIBaTL BN
snMe Ha coppemennpx Mactepon. Hu-
[PECCHONHCTHUECKHE 110 XapaKTepy
srioan Tarerocsina (coxpannanch cot-
puu 1x) OLH CBOCTO POja KaTaJoroM
praos Apmennn, nabopatoph v
HUA  OTTEHKOB OCBeuleHHsi, I

STBA APMEHHN

way to the modern version, “Yerevan”
which is closer to the Armenian). Apart
from such well-established cultural
centres as Yerevan, Echmiadzin and
Alexandrople (“Gumri” on Persian
maps), Armenian cullure developed
also in the main cities of other prov-
inces of the then Russian Empire: in
Tiflis, Baku, Elisavetople and Shushi.
Numerous Armenian setilers here were
enthusiastic readers of their fellow-
immigrants’ prose and poetry, and of
Armenian language newspapers and
magazines which were published here.

Armenia had, in fact, been acquaint-
ed with Russian culture long before
1828. Many Armenians had been living
by that time in the Crimea, in Rostov-
on-Den, Astrakhan, the North Cau-
casus, and above all, in St. Petersburg
and Moscow. They figured prominently
inmany spheres ol Russian social, econ-
omic and cultural life. Rich aristoeratic
Armenian families sponsored the build-
ing of Armenian churches, Armen-
ian schools in Russia and of residen-
tial quarters. In 1815 the Armenian
Prince Lazarev founded the Institute
of Oriental Languages in Moscow,
which eventually became Russia’s main
educational centre for orientalists, par-
ticularly specialists on Armenia and
the Caucasus.

Armenians realized that coming un-
der the protection of Russia and shar-
ing its present and future was the only
way to put an end to the Turkish and
Persian yoke. This idea was reflected
in Armenian culture of the turn oi the
eighteenth century, whose most remark-
able representatives were the writer
Khachatur Abovyan (1809—1848) and
the portrait painter Hakop Hevnata-
nyan (1806—1881)

Portraits by Hakop Hovnatanyan
opened a new chapter in Armenian
painting, hence his unique position in
arl history.

The artist came from a family of
painters. His great-grandiather Na-
gash Hovnatan, is chronicled as a poet,
songwriter and painter. He painted
irescoes in churches of Yerevan and Ech-
miadzin, and his grandson, Hovnatan
the Younger did the same in Tiflis.
Hakop Hovnatanyan's lather, Milirtum,
also a fresco painter, painted Sion

MAPTHPOC CAPLHI
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HIOAHCOB, MJIACTHKH apMAlCKOro neiisa-
aa. Murepecibl Goiiin 0 oneitel Tateso-
cana B 06GJacTH MOHYMEHTaALHON i
BOIHCH — MOZAHKH M3  HATYpPANLHLIX
KamHeil, IeKCpaTHBHOE NaHHO,

Hemaayio pojib B Oprainnsauuy yike
B CoBerckoii ApMeHHH Xy10/KecTBeHHOH
WKOJIBI, 4 No3xe HHCTHTYTa chirpana
JeSITENBHOCTL  TAKHX OKHBLIHXCSH B
konne XIX peka xynpomunxon, Kak Cre
nan Aramxansan (1863—1940), danoc
Tepaemessin (1865—1941). Hx peann-
erHUECKOe MACTepCTBO B ofaacTi nopr-
pera M neilzazka MOJ0KHIA0 Hayano ao-
KyMeHTANBHO-TOUHOMY, ~ HACblLUEHHOMY
comnaIbHBMI NOTHEAMH H30EpasKkeniio
oKpy#alowedt AKu3n. 310 nanpasicine
nveer B ApMennn npojojzarenc
ceroJins. .

Ho, Gesycaosio, camoii Kpynuoii ¢u-
DMSTHCKOM  11300pa3nTenbHOM

rypoit B
nekycerpe XX peka  Gua Mapripoc
Capran (1880--1972). C ero umetem

CBIBLIBACTCS  CHOMKEHHe  COBPeMelnoil
A WHON AL HON A HBONHCHON LKOJbI.
Ve popeBosionnonnbii an TBOP-
uecrTna Caposina BRI RISIET TE HEPTB €10
H300PA3UTENLHOTO MeToda, KOTOPbie, 3a-

Cathedral in Tiflis. Besides religious
frescoes, Mikirtum covered the church
walls with portraits of ancient and leg-
endary heroes. It must have been his
father who gave Hakop Hovnatanyan
in:; first professional training and in-
spired those powerful and expressive
portraits. They also owe a lot to 18th-
and 19th-century Armenian religious
painiing, the flavour of conscientious
thoroughness, attention to minute de-
tails, portrayal ol real people, their
patrons — and finally, the seemingly
poor command of academic drawing.
But the artist had yet another sourc
of inspiration — Persian gala portrait-
ure which must have been well-know
to an artist living in Tiflis. And, last
but not least, Hakop Hovnatanyan was
also influenced by early 19th-century
Russian and European pencil portrails
and minialure portrait paintings whose
poetic lyricism permeated both the ap-
pearance and the inner world ol the
sitter. In other words, Hakop Hovna-
tanyan’s works reflected the unique
conditions under which Caucasian cul-
ture developed in the first th years

AKOI KOJLHOSIH
Hamoctpattist

Ke Cr. 3opsut
Azapai-6aGy.i». 1925
1L KODIOYAN
Tiustration
for Zoryan's fairy-tale
Huzarar Bulbul. 1925
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HOHHA CTEMAHAH. OUEPK H3OBPASHTE/IBHOO HCKYCCTBA APMEHHH

KJ1104as B cede OrPOMHBIE BO3MOKHOCTH,
OKa3a/IHCh NepPCneKTHBHBIMH.

B oramune or yiKe mepeuncieHHbix
HaMH KHBONHCUEB — Bamuunmarm[a.
Cypensinua, TateBocsina, ArafuKkausauna,
TepaemessiHa, NYTb KOTOPLIX CBA3aH ¢
BEAYLWIHMH TeUEeHHAMH eBponefickoii u
pycckoit kuponucn XIX Beka, Maprn-
poc Capbsin Gbl1 MacTepom, chopMupo-
BAHHBLIM OYPHCH XYJ0KECTBEHHOH wH-
3HBIO TEPBBIX ABYX AECSTHJETHH Ha-
wero Bexa. Ero uckanus Gblin poper-
BEHHbl MOHCKAM HOBOH BBIPA3HTENBHO-
CTH, CBOHCTBEHHBIM (PPAHLY3CKHM NOCT-
UMIPECCHOHHCTAM, B YacTHOCTH Ioreny
u Marncey, n Tem Xyao:xKHHkam Poccun,
¢ koropeiMd Capesn Gbli cBfizaH rofa-
MH yuedpl B MOCKOBCKOM YUH/IHILE KH-
BOMICH, BASIHHA H 3014ECTBA H YYacTH-
€M B BBICTABKAX TBOPYECKOro oGbenie-
una «ConyGas posa». Ecrecreennas,
opranndeckas a1 Capbsina cBsisb ¢ Bo-
CTOKOM fla/1a eMY BO3MOMKHOCTh BHECTH
B JKHBOMHCHYIO KYJABTYPY 3TOFO BpeMe-
HH CBOIO HeloBTOpHMYIO Hory. He cay-
uaiino TeopuectBo CapbsiHa ¢ nepBbix
1IAFOB NPHBJICKIO BHHMAHHE BHAHEHLNX
XyAOKecTBeHHbIX KpHTHKOB Poccun.

B ocuoBe KHMBONHCHOIO MeTONA Xy-
MOKHHMKA JIesKajia IeKopaTHBHOCTD, 10-
HATAR KaK OnpeAesenHblli Nopanox, Kak
cHeTeMa, Nepeaiollas BHYTPeHHHI <110~
cTosiHHbl» CMBICa H3oGpaxenns. Capb-
AN GBI 3HATOKOM HaTypLl, OH H3yuaJ
ee NpHCTANLHO, eXKedacHo, nepenacs Ha
XOJICTHL H3BJEUEHHE U3 CBOEro onpita H
JIOCTHTAR BLIPA3HTEJLHOCTH Heporinda
B Kaxaoil qopme. BamubiMi aas Xy-
AOMKHHKA OKA3adich €ro NoesikH B
Konerantnunonoas, Eruner, 3akabkasbe,
[Mepcuio. OH TpHBE3 OTTYAd CepHH TO-
J0TeH, B KOTOPBIX CKPOMHbIE ObITOBBIE
CloMeTH H30BPAKANNCH KAK ABJEHHS
peanbHOCTH, OCBOBOXIEHHEIE OT BCEro
vaiinoro # npexositero. Kascapas
HaGJII0AeHHas CHeHa y XYAOKHHKa NpH-
ofperana 3HAYHTEABLHOCTL, MpejCcTaBa-
sa Kak Heuto uspeunoe. TakoBer «Yan-
wa. Koncrauruwonoab» (1911), «HMay-
wasn deasaxckan menwnna» (1911),
«l'opel  u  mpoxolsue  BepoIOAB»
(1912), «2Kenruie uperpes (1914) n mio-
rHe Jpyrie nojotia. 3a BuAaMH npu-
PO, YEAOBEUECKHMIT JIHILAMH H MHPOM
penteit  Capbaia  croano oboblLenne
KyJALTYPHOH Tpaininn Boctoka B 1LEIOM.

B 10-e roaw Capbsan paGoran Temr

of the 19th century when different out-
looks and traditions fused.

The verve and warmth of Hovnata-
nyan’s portraits are due to their aim —
they were meant as mementoes of the
loved ones, as pictures that would cap-
ture the likeness and mood of a dear
person at a moment of animalion or
joy. These portraits were memorials in
the broadest sense, and it was not sur-
prising that this kind of porfraiture
was, in the middle of the century, re-
placed by photography.

Aiter Hakop Hovnatanyan Armenian
painters turned to European art for
classical drawing and painting, react-
ing keenly to all the major trends. Al-
though most of those painters lived
outside Armenia — in Tiflis, Baku, Ros-
tov-on-Don or Moscow, the theme and
spirit of their work were linked with
their homeland. The late 19th and the
early 20th centuries are represented by
three outstanding artists. Gevork Ba-
shindjagyan (1857—1925), whose land-
scapes showed a great love of his coun-
try, and whose views, particularly of
Mt. Ararat and Lake Sevan, contained
the very spirit of Armenia and were so
popular that every well-to-do family
considered it a matfer of honour to own
a reproduction; Vardkes Surenyantz
(1860—1921), founder of Armenian
historical painting, whose pictures de-
voted to the legendary or real events of
the past symbolized the fragic fate of
Armenian people (his time gave no
reason for optimism either — the mas-
sacre of Armenians in Turkey, the tales
of horror brought by the survivors who
fled lo Russia, prompted the idea of
consolidation of Armenians, to help the
Armenians in Turkey); and Yegishe
Tatevosyan (1870—1936) —an almost
universal painter, whose enormous leg-
acy slill influences Armenian artists.
Hundreds of hisimpressionist sketches,
{ogether almosl a catalogue of Armen-
ian views, are actually a study of
light and shade, and colour and of the
treatment of landscape. Tatevosyan’s
monumental mosaics and decorative
canvases also deserve mention

Stepanos Agadjanyan (18G3--1940)
and Fanos Terlemezyan (18651941},
who began painting inthe last century,
played an important part after 1917 in
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POH, NMO-CBOEMY O:KHBHB 3TOT OTOLIEA-
WHH Ha BTOPOH MJIaH JKHBOMHCHBIH Ma-
Tepuan. Slpkue uBeta, He TepnsulHe B
TeMnepe HCNpAaBACHHH, Y HEro nojoke-
Hbl KOHTPACTHO, POBHO OKpalleHHBIMH
MOBEPXHOCTAMH, TasWHMH NoA coboit
JOCKOHAJNBLHOE 3HaHHe H300parKeHHOMH
(popmbl. PHCYHOK HaK1aabIBaeTCA HA 3a-
JIHTBIE LLBETOM MJIOCKOCTH PE3KO, FKCTpec-
CHBHBIM B3PBIBOM IUTPHXOB, OH mnepe-
HaeT AHHAMHKY J[eHCTBHA C OrpoM-
HBIM TEMIEePAMEHTOM, KOTOPBIH OT/IHuaN
Capbana OT APYrHX MpeAcTasureseii
«TonyGoil poasi».

Capbsii BEICTYNA] B HECKOJIBKHX KaH-
pax — cosfapaj MOPTPeThi, HATIOPMOp-
TBl, MeH3aMH, MEKOPATHBHBIE MAHHO,
cpoeoOpasuble JKAHPOBLIE KOMNO3HUMH
Ha tore neiizaxeir, ol 6611 H rpadrKoM-
HJJIOCTPATOPOM, MHOTO PHCOBAJ NepoM
H YrJeM, a nocae PeBOJIOHHH KO BCeMy
3sToMy npuGapHiiack paboTa B Tearpe.
B nociepeBonioUHCHHBI TepHoL aapo-
panne Capbsina NOJYYHI0 HOBbIH MOLL-
HBIT HMITYJIbC PA3BHTHA BCETO JYHILETo,
YTO CONEP:KajJoch B €ro NPou3BeleHHs X
1910-x ronos.

[Mpesae 4eM HauaTh XapakTePHCTHKY
BaKHEHIIINX YePT H300pasnTebHOTO He-
kyccrsa Coserckoil ApMeHHH, caeayer
HATIOMHHTB O TOM OTPOMHOM 00ULeHalH-
oHaJbHOM OelCTBHH, KOTOPBIM COMpO-
BOZKAANHCH LIS apMAH COBLITHS NepBoil
MHpOBOii BOHHDI.

B anpene 1915 roga B Typuun npo-
wzomaa GecnpumepHas B neropnn Ho-
BOTO BPEMEHH pEests MHPHOrO apmih-
cxoro nacenenus. [Tornéao cebiie AByX
AH/JHOHOB Uea0BeK. D10 Gbl1 HACTOH-
wnii renouna. Yuegaepiune, BLIGpOLIEH-
upie 3a npegenbt Typunt oGesymeslue
or crpaxa H rops JioaH HeKaan yoems-
wa B COCEAHHX CTpanax, B nepsylo oues
pens B Poccnn — B S‘Iu\lltzula-lillt_:“ B ApY-
rix ropogax n cenax. [lepexiras tpa-
refins B redenHe A0ATHX nocJeLyounx
Net He MOMa H3TJAAHTLCs H3 [AMSTH,
HowrH Kamcias apMsHCKas CeMbs Nepes
KiJia yIKacel peatn, nonecaa HeBoCnos-
HHMBIE YTPATEI. .

Korpa Maprupoc Capbil BMmecTe ¢
Bapakecom CypensHillem npHexant H3
Merporpana B Tuga sateM B Ju-
MHALIHH, OHH Y BHILCH M CTWILKO IO
psi M eTpadalinil, YTO HCKYCCTBO OTOUIIO
JLASE HHX Ha BTOPOi an. Mupoolyiie-
HHIO MOJAOAOrO XYMOMKHHKA, YiKe Bhlp

establishing Soviet Armenian school of
painting and founding the first Art In-
stitute in the Soviet Armenia. Their
realistic poriraits and landscapes start-
ed a new frend which was character-
ized by an almost documentary preci-
sion of representation and by an inter-
est in the social aspects of life. This
school still has followers foday.

However, the most eminent figure in
Armenian painting of the twentieth
century was Martiros Saryan (1880—
1972), the forerunner and founder of
the contemporary Armenian painting.

The main principles of Saryan's
method that later on proved to be so
effective and powerful, had been laid
down before the Revolution.

Unlike the other artists of the period,
whose work was largely based on 19th-
century Russian and European paint-
ing, Saryan’s arl developed in the
midst of the stormy and eventiul life
of the first two decades of our century.
He had much more in common with
French Post-Impressionist painters,
such as Gauguin and Matisse. His
quest for new art was shared by a
group of young Russian artists, with
whom he studied at the Moscow Art
College. They formed a circle called
Blue Rose, and Saryan took part in
their exhibitions. But owing to his
naturally oriental touch, Saryan stood
out right from the start, and therefore
was immediately noticed by art critics
in Russia.

Saryan’s decorative approach funda-
mentally was yet concerned to convey
the inner significance of the subject.
Saryan was a connoisseur of nature.
He studied it closely all the time and
then distilled his vision onto canvas
with a precision as clear, and as pre-
cise as hieroglyphies. The artist bene-
fited much from travelling —he went
to Constantinople, Egypt, Persia, Trans-
caucasia, and brought back canvases
in plenty, choosing quite ordinary sub-
jects which he condensed and then
transmuted into the very essence of
reality. Behind his landscapes, faces
and things was a striving to abstracl
the whole cultural tradition of the East.
Something observed, some incident he
saw and laid on the canvas acquired
the significance of the eternity of life.
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HOHHA CTEMAHAH. OUEPK HIOBPASHTENBHOTO HCKYCCTBA APMEHHH

3HBIIEr0 ceGsl B HACHILIEHHBIX APKOCTHIO
o6pasax, HAHOCHTCA KECTOKHi yrap.

BeposTHo, TOAbKO YuMTBIBAS Tparu-
yeckne cobbitus 1915 roja, MOMKHO no-
HATb TOT Na(oc BO3POKIAEHHA HALEH,
KOTOPBIM ObLIH OCBEULeHBl NepBbe Wark
Ky abTyYphl CoBercroii ApMeHHH.

C nos6pa 1920 roxa — Bpemenn ye-
Tauosienna B Apmennn CoBerckoil Bia-
CTH — B 3KH3HH apMAHCKOT0 Hapoia Ha-
yHHaeTcs HoBan snoxa. B pecnyGauky
HAYHHAIOT Che3KATbCH CO BCEX KOHIOB
PoccHi # #3-3a TPaHiUBl TpeJcTaBHTe-
QM HaUMOHAJLHOH HHTeMmHreHuuH. Op-
ranuayiores [ocymapeTBeHHbIH yHHBep-
CHTET W KapTHHHAsS raiepesi, OTKpbIBa-
10TCH nepBble Ha TEPPHTOPHH ApMEHHH
NpoQeccHOHANbHbIE  XyA0MKECTBeHHbIe
LIKOABI, TEaTpbl, KOHLEPTHLIC 3aJbl.
K kyabrype, mckyccTBy npHoGuLaioTes
WHPOKHE CIOH HACeNeHHA, A0 PeBOJIO-
IHH M He MeyTaBliHe 00 3TOM.

B nepeule nociepeBosONHOHHEIE TO-
Abl, KOrja CKAaAblBanack COBETCKas ap-
MAHCKas WKOAa H300pPasHTeILHOrO He-
KYCCTBA, OFPOMHYIO POJib B €€ CTaHOB-
JIeHHH CHIPaJo TO OOCTOATEIbCTBO, HTO
B CTO/HUE MOJIOKOH pecnyGankn, Epesa-
lie, HaBCeraa MOCEJHIHCh BbILAIOIULHECS
xyfosknnkn: kusonucust M. Caposn,
C. Aramxansn, @. Tepaemeasnn u Gonee
moaopoit — I, Tiopaman, cKyJIbnTopbi
A. Capkesn, C. Crenauan, A. Ypapry,
rpapux A. Komzos. B cBoem TBopue-
cTBe 3TH MaETepa, NoydHBIHe npodec-
cHoHansHoe ofpasopalHe B MOCKOBCKHX
1 nerepOypreKHX  XYAOKECTBEHHBIX
yueGHLIX 3aBefleniax i 3a pyOemom,
CTPEMHJINCL BHIPA3NTh CYTh HOBOI XKu3-
HH, XapakTep NPOHCHIAIHX B CTpaHe
nepemets, N0-pasinoMy, HO ¢ OLHHAKOBOI
HEKPEHHOCTBIO W NPAaBAHBOCTLIO OTpa-
3iTh HoBoe BuiTHe cBoero Hapoaa. Ono-
poii ajsi HHX CHYAHAO HAUHOHAJIbHOE
AVIOKECTBEHIOE  HacaelHe, KOTOpoe
HPOKO NMPHBIEKAJIOCh H HHTEpPHpeTH-
POBANOCH  KaKAWIM  XYROAMKHHKOM 10-
CBOEMY.

Buecre ¢ TeM NOCTABIEHHBIC CAMHM
BpeMeHeN 3ajiaun POJHHIH HHTEepech!
APMAHCKHX KHBONHCUEB, cl(y.ln.n'rupou
H I‘])Hll}ll!(()u C HHTEepecaMH BCEX COBET-
CKHX Xynoxknnkos. M nesromy npouec-
Cbl, XapaKTepuayiouiHe p BHTHE KYJlb-
TypHoil AH3HE B ApMeHHH, HEBO3MOK-
1O HOHATL BHE CBA3N C KH3HbIO BCETO
coBercKoro Hegycerpa. Meropuio cospe-

Such are, A Street. Constantinople
(1910), A Walking Fellah Woman
(1911), Mountain View with Camels
(1912), Yeliow Flowers (1914).

In the 1910s Saryan’s preferred me-
dium was tempera, and he gave new
life o this flat medium in his own in-
imitable way. He used large surfaces
of flat and even colours to build bright
conirast (and in tempera, you have
to get it right first time). This requires
a high order of draughitsmanship, an
immediacy, a sense ol movement, ac-
tion and a knowing that even super-
sedes the seeing. He laid, or one is
tempted to say, exploded his drawing
onto his flat architectonic colour com-
position. No wonder that Saryan stood
out in the Biue Rose.

Saryan painted porlraits, landscape,
decorative panels and compositions,
worked as an illustrator, with charcoal
and pen-and-ink, and after the Revol-
ution fried his hand at stage design.
Intheexciting post-revolutionary years
all his intrinsic qualities matured, all
his promise came to fruition.

Before we go on to discuss Soviet
Armenian art, a few words must be
said of the enormous disaster which
befell Armenians during World War 1.

In April 1915 in Turkey there was a
massacre of the Armenian population,
unprecedented in modern history. Over
two million Armenians were murdered.
This was genocide. Survivors, mad
with grief and horror, pushed out of
Turkey, crowded across the Russian
border seeking shelter on the road to
Echmiadzin, seeking a sanctuary. The
southern front became an arena of fierce
national confrontation. The memory
of these events have never faded from
Armenian minds — virtually every Ar-
menian family kept its own record of
the disaster.

Martiros Saryan and Vardkes Su-
renyantz left Petrograd Tor Tiflis, and
{hen Echmiadzin. What they saw and
heard there shook them so thal even
art itseli seemed to have almost lost
all meaning. The shock 1o Saryan,
then a capable young arlist, afiected
his whole outlook. This happened to
many Armenian arlists, and il is use-
s to try to understand the peculiar
pathos of salvation which linged the

EPBANLKGUAR
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MEHHOro HSOGDEQJITQ‘TH{DT‘O HCKYyCCTBa
Apmelnn ornuaoT obuie s HCKYyC-
croa Coserckoif cTpanbi sakonomepio-
CTH, €ro nepHOAH3ALMS H XYH0IKECT-
BeHHas npobJeMaTHKa KaMAOro Ha
NPoliLeHHLIX $TANOB ONpeaeaeHsl niefi-
HBIMH YCTpeMJICHHSIMH cémeci'mt, CcTpo-
SILLEro COUHATHAM,

B 1923 rony 8 Epesane 6110 epraun-
3oBato «OGuectBo paGoTHHKOB 1306-
pasuiTeaLHOro HekyceTBas. Bekope ono
OTKPBIZIO CBOIO NMEPBYIO BLICTABKY, Ha
KOTOpOii GLIT NpeicTaBAeH Beck To-
FAAWHKE «DPONT> APMAHCKOTO HCKYyC-
CTBA, NpHUeM CBOH PaGoTLl NpHCAANH H
XYAOKHHKH-apMsHe, »uBywwne B Tou-
ancn. B 1927 roay na cocrasa «OGuie-
CTBa® BBILLA TPYNNA  XYLOXKHHKOB,
KOTOpas OpraHH3oBana apMsHCKHil ¢n-
anan AccouHaunn XyaomKHHKOB peBo-
Jgiounn (AXP Apmennn), nocrasHBinii
nepeq coGoii 3anauy coafanns HCKYeCT-
Ba, HENOCPEACTBEHHO CBA3AHHOIO € -
3HbIO, OTPaawuero HIMEHEHHsT B MH-
poolLyuieH arodeil, BCTYNHBIUHX Ha
NyTh  CTPOHTENbCTBA HOBON  JKH3HH.
MpoGaema sLiGopa  BLIPAZHTENBHBIX
CPEACTE M JOCTYMHOCTH MNpOH3BeNeHHIT
TIOHHMAHHIO CaMBIX ITHPOKHX CAOEE CTa-
BHTCA Ha nosectky ansa. Obwas wna-
NPaBJAEHHOCTL PA3BHTHS COBETCKOrO He-
KyccTBa npusoant B 1932 roay k opra-
HH3AUMH EAHHbIX TBOPYECKHX COIO30B.
HDCACT(']B“TE.HH MJAACTHYECKHX HCKYCCTB
pecnyGankn oGbeanusiores B Coloa xy-
JOMKHHKOB ApPMeHHH.

Yike M1s NEPBOTO ACCATHJIETHS HHS3-
HH COBETCKOTO apMsHCKOrO HCKYCCTBa
XapakrepHo cosjanie pasBuToil cuere-
MBI HekyceTs. B 370 Bpemsl CylLecTByIOT
HE TOABLKO KHBOMHCH, HO H CKYJIBATYpa
KaK cTaHKoBasi, TaK H MOHyMeHTaJbHas,
npHyeM nociefnss paspHpaercs B (op-
Max ropojcKoro naMaTHHKA H apXHTEeK-
TypHoro peibeda. [Mossasierca rpagu-
Ka B BHAE TPABIOPL, KHIKHOI HIJIIOCT-
paumn, caTHpHueckoro pHCYHKAa. Hena-
I0TCSl NONBLITKH BOCCTAHOBHTL HCYEIHYD-
WIHE 33 FoflLl BOHNL KOBpOAETHE H 10Be-
JpHOE Jleno, HaJagnTh NPOHIBOACTBO
Xyfoxecrsennoil kepanuki. Oprannsa-
NSl TEATPOB CTHMYJHpYET paspiTHe
cuenorpadui. Apmenns ynoaofanercs
orpoMHoil cTpolTebHOI NIoWAAKe, It B
nene CTPOHTENIbCTBA HOBOI KYJIbTYPhI
XYAOKHHKAM NPHHALICHHT TOUeTHasd,
AHU3HEHHO BaKHas Dﬂ.{'lb.

first steps of Soviet Armenian art with-
out understanding the tragic events of
915,

In November 1920, when the Soviet
power was established in Armenia, the
history of the country took a new turn.
Hundreds of Armenians of the dias-
pora, among them writers, poets, art-
ists, returned to their own ecountr
Many new educational and cultural in-
stitutions were founded — among them
the State university, an art gallery,
theatres, art schools and concert halls,
Art and culture become accessible to
common people who could not even
have dreamt of it before.

Soon after the Revolution when the
new Armenian fine art was making its
first steps, many outstanding Armenian
artisls came to Yerevan, the capital of
the young republic, and made it their
permanent home. Among them were
the painters Saryan, Agadjanyan, Ter-
lemezyan and Gurdjan; the sculptors
Sarkisyan, Stepanyan, Urartu, and the
graphic artist A. Kodjoyan. They had
studied in Moscow, Si. Petersburg or
abroad, and now strove to convey the
essence and meaning of the new life,
of the changes in their people’s lives.
Urged in their work by the life around
them they were also inspired by the
agelong traditions of Armenian culture
which formed the basis of their art.

However, the Armenian artists were
faced with the same tasks as artists
all over the Soviet republic. Armenian
culture, therefore, cannot be fully un-
derstood unless it is studied in close
connection with all Soviet art. Creative
methods and principles, even chrono-
logical periods — each with its own set
ol arlistic tasks and problems — were
determined by the history of the whole
country, by the values of the people
who aspired fo socialism. The Fine
Arts Society in Yerevan was founded
in 1923. Soon it held its first exhibi-
tion which brought tolight a whole pan-
orama of art in Armenia. The work
of Armenian painters in Thilisi was also
represented. In 1927 a group of artists
detached itself from the sociely and
formed the Armenian branch of the
Association of Revolutionary Artists
whose aim was to create a new art
which would be entirely based on re-
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MarucTpanbible NyTH PA3BHTHS ap-
MSAHCKOH JKHBONHCH ObLIH CBA3aHBl B
TepBYIO ouepesb ¢ TBOpuectBoM MapTh-
poca CapesiHa, KOTOpOE NpeTepneBaet
roc/Ie PeBOJIOLHH CYILECTBEHHBIE H3Me-
HeHns, XVI0HHHK OTAAETCA H3YUEHHIO
cBoeil CTpaHsLl H ee J1ojei, B ero paboTel
BXOIHT OCTPas XapakTepHOCTb, OH CTpe-
MHTCSI 3a(PHKCHPOBATL HENOBTOPHMOCTL
KaAcro neiisaa, xaxaoro auua. Co-
XpaHHB CBOHCTBEHHYIO eMy ILIBETOBYIO
CTpYKTYpY nosioted, Capban wuiler Te-
fepb TOYHOCTH BO BCeM, JioGas HeTadb,
A06oe COCTOSHHE MO ero KHCTBIO 06pe-
TalT cBoit ocobblit oGank. Ouens ckopo
HMEHHO MHp KapTHH MaptHpoca Capb-
sIHA CTAHOBHTCA OJIHUETBOPeHHeM obie-
CTBEHHOTO OCO3HAHHA APMEHHH: capbsi-
HOBCKHE MNefi3aH, TepoM ero KaprhH,
H306HIHE UBETOB H (PPYKTOB OTOKIe-
cTBasoTes ¢ Poannoil.

B naneHeiimieM MHOTHE YepTbl MOJ0-
Ten CapbsiHa — HX ONTHMH3M, IPKOCTD,
0Go0IEeHHOCTh H OLHOBPEMEHHO CTpeM-
nenne K H306parkeHHIO OCTPOXapaKkTep-
HOro — JIOZKATCA B OCHOBY onHoli H3
rJIaBHLIX JHHHH B apMsHCKOH JKHBOMN-
CH, CTAHOBACE YEPTAMH WIKOJAL B LEJIOM.
anBJIEI(aTEJ'Ib}IDCTb CApPbAHOBCKHX pa-
GoT npekiae Bcero oObACHANACH UX He-
COMHEHHOI CO3BYTHOCTBIO HapOIHOMY
NOHHMAHHIO NPeKpacHOTo, B HHX colep-
/Kaaach COBPEMEHHAA HHTepNpeTaits
ocnos Hapomioro nexycersa. Cpean no-
cnepopareieii Capbsina MOKHO Ha3BaTh
TAKHX BLIAAIOLIHXCA AKHBOMNCIEB, Kak
C. Apaxensn, A. Aderssn, M. Acrama-
agn. Ho He TONBKO B 9TOM MPOABIANOCH
posmeficTRHE €ro HCKYCCTBA Ha XyHowMe-
crmennplii npoliece, oHo GHIIO roOpasno
HTHpE 1 3aKJAI0UAI0CE B OFPOMHONM ABTO-
purere Caphmm-xyuummma H B TOH aT-
Mocepe mocTOANNHLIX TBOPYECKHX TMO-
HCKOB, KOTOpAs BCerja OKpyMaia ero.

Boicoknit  npodeccHonadibibiin - ype-
Belb pa3BHTHS AKHBOMUCH B pC(‘J!yﬁJIIIKe
NoAAepxHBaIcsa AeATe]bHOCTBIO H ApY-
rHX  MAacTepoB CTaplierc NOKOJeHHs.
B HX npoH3BeJleHHsX CO3LAaBATAChH NIH-
pokas H Muoroo0Gpaanas no Haeino-
obpasnoil  wirepnperalny nadopama
nefiersurensnocty, Boabmoi wirepec v
XYAOKHHKOB BbI3bIBAJA KAPTH
cpiuenHan COBPEMEHHOCTH. nCpUhIC
[iarn rore Kaipa «CTPOHTeNLET BO
IHupxananas (1929) I'. lNopaxksanua, He-
Goablune anposse noaorna C. Apa-

ality, which would reflect the new life,
the changes in the world outlook of
people engaged in building a new
society. The key issues of the day were
the clarity of expression and a sim-
plicity that would make art more widely
understood and enjoyed. Common aims
evenfually resulted in arfists’ unions
which covered every sphere of culture.
The Artists® Union founded in Armenia
in 1932 included representalives of
each of the fine arts.

These first years of Soviet Armenia
saw the development in all genres, so
that Armenian art, apart from painting,
encompassed also sculpiure and ce-
ramics, and architectural relief, book
illustration, prints, caricafuring, also
the newly developed, pottery, carpet-
weaving, jewellery, and finally, stage
design. Artists were honoured and re-
spected for their contribution to the
commeon cause in the country where
thousands of new houses had to be
built.

The direction taken by Armenian
painters was strongly influenced by
Saryan’s work which changed con-
siderably after the Revolution. He be-
gan to study his country and his people;
his paintings became more concrete.
Saryan now concentrated on expres-
sing the uniqueness of every face, of
every landscape. And while his colour-
ing changed little, his paintings gained
a precision in which every detail was
telling. As a result, Armenians as-
sociated Saryan’s paintings with Ar-
menia itsell: his landscapes and char-
acters, his flowers and fruit became
symbols of their country.

Later many of Saryan’s qualities —
his optimism, joyfulness, his way of
combining detail with the general set
the trend in Armenian painling. The
unique charm of his works was, abave
all, in their consonance with the popu-
lar idea of beauty, with the ftraditions
of folk art. Saryan’s followers included
among others Arakelyan, Abeghyan,

and Aslamazyan, but his fluence
reached out beyond his immediate
circle. Artists were inspired in their

creative pursuits and became more
exacling in their own work.

Saryan was not the only artist of the
older “generation who influenced the
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kensna, padors B. Taiiessxnia B 00-
yeTpHanbHoro mefizaxca i ap.
PaspuTiie  CKyJAbNTYpbl B ApMeni,
Kak n Bo Beeil cTpatie, onpe-
AE/SVI0Ch NPOREIEHHEM B AH3Hb JeH

CKOro Ha 3 AL H npona-
ranael. Tpunsrne & 1924 roa Tene-
paLHOro NAana CrPoHTeILCTEa Epesa-
Wa, KOTOPLIil AoJsken Gbll MPeBpaTHTL:
csi B coBpeMeHHLIl CTONHYHBIH TOpO,
AKTHBIO BOBJEKA yABITOPOD B p

Gory ¢ apxurexropami. C NepBLx
GlocTop-oGeanckos Konua 20-X roios,
NOCBAIEHIBIX ACATEIAM PCBOMIOL, ¢
yeranoskn B 1931 rony na SITHHKA Te-
posiM Maiickero BoccTanii B Jlennnax
ne (aprop — Apa Capkesn), a 1 lﬂ'?.
rony FepoIo-KOMCOMOIBILY Fyracy
Fykacany » Epepane (aprop Cypen
Crenansii), ONPEASNRAIOTCH XapakTep-
bl YepTH e TOJIBKO MONYMENTanLIoN,
1O W CTANKOBO PBl 3TOFO Bpe-

new Armenian school, Many other art-
ists contributed to the new aesthetic
principles of interpretation of reality,
to the system of imagery which result-
ed in the complex panorama of Ar-
menian art. At that {ime both arlists’
and the public’s atfention were locus-
sed on works devoted fo the life of the
voung republic — this new trend was
then represented by Gurdjan (Con-
struction of Shirak’s Canal, 1929), by
genre painter Arakelyan, industrial
landscape painter Gayfedjan, and later
by Chilingaryan, Kolozyan and Sa-
vayan, and other;

The character of new Armenian sculp-
ture, as of all Soviet sculpture was
aimed al mass appeal. This had been
encouraged by Lenin. Besides, under
the overall town plann project ap-
proved in 1924, Yerevan was to become
a new, modern city fit to be a capital,

OBAHE
Been

H. ZARDARYAN
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MeHH: NPOH3BeleHHsl apMSIHCKHX MacTe-
POB NPOCTLI N0 (OpMaM H BMECTe ¢ TeM
oGnafaloT OCTPOTOH  HMHIHBHIAYaJbHOI
XapaKTepPHCTHKH, NCHXOM0rHUecKoil ray-
Gunoi. B ckyabnTYpHOM noprpete nom-
YEPKHBAIOTCH 3HAYHTENBHOCTh JIHYHO-
CTH, LEJLHOCTL XapaKkTepa, 4T0 OTpaska-
eTCs Ha CBOHCTBAX M1acTHKH, GopMHpo-
eaHHH ee sispika. Macrepa oGpataorcs
qame BCEro K TEepPAbLIM MaTepH 1
npeanounTas Ga3aibT, HauGoaee noa-
XOAAWHIE K MYMXeCTBEHHOH cTporocT
ux pador. Spkue npumeps — «Ap-
xutextop Topamauau» A, Capkcana
(1926), «[loprper xynomumka Tapa-
rpoca» C. Crenausina (1929).

Yenexu cKyabnTypHOro pedbeda Gol-
JH CBA3AHLI CO CTPOHTENBCTBOM MEPBLIX
KPYNHBIX  aAMHHICTPATHBHBIX  3[aHH
Epepana, B vacrnoctn — Jloma IMpasu-
TeabeTsa Apmanckoii CCP. O6pas sto-
ro COOpPYKeHHs, ero KOMIO3HLIHS H MJ1a-
CTHKA, KaK M3BECTHO, BO MHOFOM Ofipe-
1e/THIIH YTh Pa3BHTHS ADXHTEKTYPBl Ap-
MEHHH. Brixoasmuii Ha naowans nyenn
Jlewnta raapuwlit dacan smanns Gt
OopMIIeH CIOKETHBLIMH penbedaMu pa-
cornl C. Crenansna. Cosfanres n MHO-
roUIYPHBIE CKYALNTYPHBIE KOMIO3HIMH,
KOTOpLIE OTBEYaloT NoTPeGHOCTH WIHPO-
KOTO TEMAaTHYECKOro OXBaTa BCeX CTO-
POH  AeHCTBHTENLHOCTH,  OCMEICJAEHHS!
NPOWIOro, BO3POHAEHHA KYJABLTYPHOrO
nacaeana. Tak nosBASIOTCS CKYJILOTYP-
nule rpynnsl «Cyepts Boenkoma Mxusi-
na» n «Oxrsa6per C. Crenansna, cion-
ol A. Ypaprty, HaBesHuble oGpasamMu
nosm Os. TymainsHa i HapoJHOro 3noca
«/lapnn Cacynciniis.

Hemanyio pob B co3padii ap
<Ol THKOJDLI CKYJLATYPLI CBIFPaJin pa-
sotn C. Mepkyposa, B 1931 roay B
Ipepaiie GbIT YCTAHOBACH €O NAMATHHK
renany Hlaymsiy, a nosixke, B 1940 ro-
Ly namarnnk B. H. Jlennny — mMony-
1QHTBI, 3apeplinBie ancamMGaH ABYX
(eHTPaNLILIX L101La el ropoaa.

Ipapnxa  Apmennn  Gpina obnzana
BOHMH  JLOCTHKEHHAMH  Tpedie Beero
\kony Kogaosiy. Pasiocroponinii ma-
ep, OH MHOTO 3aHUMancs CTaHKOBOH
pasiopoii  (ohoprom, Kenaorpadueii),
0afan BoKpyr cefs rpynny nociaeicsd
raknx wax A, TapuGan, . Bpy
Xaupauiau, a BOOCKEACT BHI
wpopTHer noantorpad B. Aiisassii. Ho
woannnnyio cnasy Komskosina cocrapm-

which inevitably involved sculptors in
working with archifects and builders.
The first such works by Armenian sculp-
tors — busts of Armenian revolution-
aries unveiled the late twenties, Ara
Sarksyan’s 1931 monumenti {o the he-
roes ol popular uprising in Alexandrople
(now Leninakan), Suren Stepanyan's
monument (in Yerevan) to the hero of
Young Communist movement Gukas
Gukasyan (1934) — had anoverridingly
strong influence on architectural and
other sculpture which combined monu-
mentality with simplicity, individuality,
accuracy and psychological depth. The
new sculptural portrait had a certain
elevation, and il revealed personality
through a consciously three-dimen-
sional treatment and repertoire of ex-
e devices. Basalt was chosen as

JLHMHP ATIBASH
it

aiit.
BuGanorexa X111 neka
1958
V. AIVAZYAN
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e namoctpauni, Panrasus, Gesynpey-
HbIfl BIKYC, 4YBCTBO CTH/S JIHTEPATYPHO-
rO TekcTa, IWIHPOKOE HCNOJb30BalHe
(opm 1 npHeMon apMaAHCKOil cpedHese-
KOBON MHHHATIOPBI, YMeHHe paloTaTb
Haj KHHFOI, KAK Hajl UeJOCTHBHIM Opra-
HH3MOM, OTJAHYAIOT BCe urpupz\mem-lme
um  usganns. lllenespom TBOpYecTBa
Komkonana Oblal UHKA aKBapeabHbIX HA-
siocrpaunii 1925 rona k ckaske Cr. 3o0-
psina «Asapan-Gabya» («Tuicaueromno-
CBlil cosoBeii»). IMOUHOHAMBHEIH HacT-
poil Bpemenu — Bepa B rpayulee cua-
CTbE NpOCTHIX JIoAeH — Hawen 3fech
CcBOGOAHYIO M OPraHHunyio H3oGpa3n-
Teabuyo gopmy. TTpekpacnst 1 craHko-
pble  axpapenn Komiosna, oBesiHHbIE

JYXOM POMAHTHKH, — nz!\pMSl!{:Klll"( re-
poasas (1921), «/laenn Cacyncknii»
(1922).

JKusonuck KommKosniHa CTOHT HECKO/b-
Ko ocobusakom. Jyxom cruanszaiii_or-
aunyatorcs «Vanna s Taspuaes n «Cro-
anosas B Taspnze» (1922). Ho stomy
e XYAOKHHKY NMPHHALNEAKUT H nepBasn
B apMsHCKOil JKHBONHCH 3HAUHTENbHAS
KaPTHHA Ha HCTOPHKO-PEBOMIOLHOINYIO
Temy: «Paccrpen kommy#Hucros B Tare-
Be»  (1930). Hamoaro sanoMHHAIOTCH
ofpasbl 3TOrO M0J0THA, €ro TIYXoil Ko-
JIOPHT, pe3kmii, yrioBaThlfi DHCYHOK,
KOHTPACT XapaKTepos, COCMHHEHHBIX TY-
IHM Y3J0M KOMNO3HIHH.

B 1939 roay HOCTHA(EHHS apMIHCKO-
ro nekycerBa GblTH Mokasalst Ha Goutb-
mwoii suictaBke B Mockse H MOJYHILII
HIHPOKOE ofuwecrpeHHOe npH3HanHe.
Oxnako npolece pasputTia O PEIKO
npepsan coGuTnami Bennkoit Oreuect-
BEHHON BOMHDI.

1941 —1945 rofbl B HCTOPHI BCErO €O-
BETCKOr0 HCKYCCTBA OBl I'IPBNEIIGM ca-
MOOTBEpIKEHIOro TPy XYAOMINKOB BO
nma noGenst nan pammsmon. B Apme-
HHH, KaK H B APYrix pecnyGankax, ze-
Ayliee MecTo 3ausin OI]CPHTI‘I‘DIIL»!Q n‘ﬂ-
Al rpaduKkn — NOJHTHUECKHH .llj'l.f‘le’l
n kapukarypa. Ansormeust o ‘-‘\?-‘_’J:I'
TOpL OGpaTHANCh K BOEHHLIM TEMAaM,
cosjasas GarajLHbie T(OMH(]ST[}U“L
NOPTPeTHl Tepoes pofinpt. B 3TH TOAB
HAMHHAIOT BlEpBLIE BLICTABIATL ‘cuon
paGoThl  KHBOMHCUE! 3€|PI'l=1|-‘“">
3, Wcadexan, X. Ecasm, A Bc‘ha_psm.
ckyasnropet H. Hukorocst, E.Hy dl”?“
n Muorne npyrue Xy LOMHHIKH, maposa-
HIle KOTOPBIX B noaHoft Mepe packpbl-

a medium for its raggedness, austerity
and strength, as, for example, in Pori-
rait of the Architect Thoramanyan by
Sarkisyan and Poriraif of the Painter
Taragros by Stepanyan.

Architectural sculpture largely de-
pended on the design for new office
buildings, such asthe Government Pal-
ace which in many ways determined
the later development of Armenian
architecture. Stepanyan covered the
facade on Lenin square with narrative
bas-reliefs. Sculptural groups became
very popular, too, taking their sub-
jects from Armenian history and the
present — The Death of Commissar
Mkhchyan and October by Stepanyan,
for instance, and Urartu’s compositions
inspired by Hovhanes Tumanyan’s
poetry and by the epic poem David of
Sassun.

S. Merkurov made a notable con-
tribution with the 1931 monument {o
Stepan Shaumyan and the 1940 monu-
ment to Lenin, which have been placed
in Yerevan's two main squares.

The Armenian graphic art of that
time owed a considerable debt to Hakop
Kodjoyan, a versatile artist, who did
many etchings and woodcuts. He had
many students and followers, among
them Garbyan, Brutyan, and Aivazyan,
an elcher and lithographer. But Kod-
joyan was best-known as an illustraior,
whose taste and imagination, sensitiv-
ity to literary style, and faithfulness to
Armenian traditions and not least, his
feeling for proportions are seen in
every book he illustrated. His master-
piece was, perhaps, the 1925 cycle of
water-colours to St. Zoryan's fairy-tale
Hasaran-bulbul (A Thousand-voiced
Nightingale). His simple, natural pic-
torial form conv imism of
his contemporaries, their faith in
a happy future. Independent graphic
works by Kodjoyan also deserve atten-
tion, e.g. his romantic allegories Ar-
menian Herold (1921) and David of
Sassun (1922).

Unlike his prints and drawings
Kodjoyan's paintings, canvases like
A Street in Tabriz and A Tavernin Tab-
riz (both 1922), for instance, were ra-
ther stylized, though herehis Execution
of Conmumunisis in Tatev (1930) was
the exception. Tt was the first notable
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HOUHA CTE

MEHH: MPOH3BEAEHHA aApMAHCKHX MacTe-
POB MPOCTLI 110 i‘pr.\:zm H BMeCTe C TeM
ofnafaloT OCTPOTONl  HHAMBHAY aAbHOI
XapaKTepPHCTHKH, MCHXOMOTHUECKO! Ty~
Guuoii. B ckyabntypuonm noprpere noa-
YEPKHBAKTCA 3HAYHTEABHOCTBE JIHYHO-
CTH, UEJbHOCTh XapakTepa, 4To oTpa:Ka-
eTcsl Ha CBOMCTBAX NAacTHKH, GopMupo-
eanuu ee sspika. Macrepa oSpamtaiores
yaue BCero K TERepAbIM MaTepHasam,
npeanoyutas GaszaanLT, Hanbogee mox-
XOAALHH K MYMKECTBEHHOH C¢TpOorocT

ux pador. Slpkue npuMepst — «Ap
xutextop Topamansu» A. Capkcsua
(1926), «[loprper oikHuKa Tapa-

rpocas C. Crenanana (1929).

Yenexn CRyJABNTYPHOTO peabeda Eoi-
JIH CBA3AHBI CO CTPONTEIbCTBOM NMEPBbIX
KPYMHBIX  aZMHHHCTPATHBHLIX 3AaHHil
Epesana, B yactnoetn — [loma [Ipasu-
Teascrsa Apmanckoil CCP, O6pas sto-
ro C()Op‘\'af\'m\”fi‘ €ro KOMNO3HUHA H naa-
CTHKa, KaK H3BeCTHO, BO MHOrOM onpe-
JLeJIHJIH TYTh PA3BHTHS APXHTEKTYPL Ap-
MennH. Buixoaauinii Ha naouwaas nMenn
Jlennna raasubii (acan spanus 6w
OOPMICH CIOMKETHHIMH peibedami pa-
GOThl enanana. CosgaoTest H MHO-
ro(HryPHBIE CKY/ILITYPIbLIE KOMIOINLHH,
I\'[)IU[)LIC OTBEUAIOT IWO'\'})@()IIOC]'H wmHpo-
KOro TEeMATHYECKOro OXBaTa BCeX CTO-
por  IeHCTBHTENLHOCTH,  OCMBbICHeHHS
MPOUNIOro, BO3POAAEHHS
Tak nosBAAIOTCA CK
npie rpynnst «CMepTh Boenkoma Mxus-
Har n «Oxradpe» C. Crenansna, ciou-
tei A, ¥papry, HaBesHHpie oGpasamu
nosm Op. Tymanana i HapoAHOro snoca
«Jlagng Cacynckniis.

Hemanyio poib B CO3AAHHH dpMAH-
cKofl WKOMB CK ITYpLl CLITpann pa-
Gorsl C. Mepkyposa. B 1931 roay B
epaiie Gbii YCTaHOR 1eH ero NaMATHHK
Crenany LLlaymany, a nosae, B 1940 ro-
ay — namaring B, H. JTennny MOHY-
MCIITB, 3apeplinpuine ancamoan apyx
HenTpadbLibIX nouLael ropoaa.

Tpajuka Apmennn Guaa oGasana
CBOMMH JOCTHIKCHHSIMIE [Pe/KAE BCCro
Axony Komxosiny, Paznocroponnnii ma-
4§ MHOro 3aHHM *5l CTAHKOBOH

(odopron, kenavrpaduei),

Y ABTITYp-

crep, ox
rpasiopoii

CO3LaB BOKPYT cehsl Fpyny noc 3a-
, Taknx kak A. Fapn6an, . Bpy-
T BALKAL, a BIOCHEeNC i

otoprier u anrorpad B. Aiigazau, Ho

nojininyio cnasy Koamosna cocrasi-

HIOBERAIHTEABHOTO HCKYCCTBA APMEHHI

which inevitably involved sculptors in
working with architects and builders.
The first such works by Armenian sculp-
tors — busts of Armenian revolution-
aries unveiled in the late twenties, Ara
Sarksyan’s 1931 monument to the he-
roes of popular uprising in Alexandrople
(now Leninakan), Suren QEcpanwnq
monument (in Yerevan) o the hero of
Young Communist movement Gukas
Gukasyan (1934) — had an overridingly
strong influence on architectural and
other sculpture which combined monu-
mentality with simplicity, individuality,
accuracy and psychological depth. The
new sculptural portrait had a certain
elevation, and it revealed personality
through a consciously three-dimen-
sional treatment and repertoire of ex-
pressive devices. Basall was chosen as

@

BAAHMHP ARBA3AH
Canany.

Bn()'mnrpm XIT sexa
1958
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Au namoctpann. Gaurasus, Gesynpeu-
HBLE BKYC, UYBCTBO CTHAA JHTEPATYPHO-
TO TeKcTa, ILHPOKOE HCIIONb30BaHHE
(opy 1 npHEeMOB apMsAHCKOIl CpelHese-
KOBOH MHHHATIOPL, YMeHne paboTaTh
Hajl KHHTOH, KaK HAaj UeJOCTHLIM opra-
HH3MOM, OTAHYAIOT BCe odopmieHHLIe
M u3pauns. Illexespom TBOpYecTBa
Komxoana Gl UMKA aKBAaPeAbHBIX Hi-
mocrpainit 1925 roga K ckazke Cr. 3o-
pana «Asapan-6abyas («Toicsiueroao-
cosoBeliz). DMOUHOHANBHBI HACT-
poii BpeMeHH — Bepa B rpsaayllee cya-
€Tbe NPOCTLIX JIojell — Hawen 3aech
cBoGoiHyi0 1 opranuunyio H3oGpasn-
Tenbuyio qopmy. lMpekpacubl 1 cranko-
puie akpapean Komwoana, opesiHbie
JYXOM POMaHTHKH, — «APMAHCKHIT Te-
poaba» (1921), «Hasun CacyHcKHiT»
(1922).

JKnponnes KouKosiHa CcTONT HECKONb-
Ko ocobuskoM. Jlyxom CTHJIH3AUHH OT-
anyatorest «¥auua g Taepuse» n «Cro-
noBas B Taspuzes (1922). Ho stomy
e XYAOKHHKY I'IPI-II[HIU'ICH(I(T H IlEpBﬂﬁ
B ApMANCKON JKHBONHCH 3HAUNTENbHAS
KapTHHA Ha HCTOPHKO-PEBOJIOLHOHHYIO
temy: «Pacerpen xommynucros B Tare-
pe» (1930). Hagoaro 3anomunaiotcs
o6pa3sbl 3TOrO MOJOTHA, €ro IAVXoil Ko-
JIOPHT, Pe3KHil, YIJI0BaTblii PHCYHOK,
KOHTPACT XapaKTepoB, COEAHHEHHBIX TY-
FIM Y3/J10M KOMIIO3HLL

B 1939 roxy pocritxenus apMsicKo-
ro HCKyccTBa O NOKa3anb Ha Goab-
wioit BuicTapke B Mockse H HOJAYUHJIH
wHpokoe  oGlICCTBEHHOE  MpH3HAHHE,
Opnako npouece passHTHs ?bm pesko
npepsai coGuTisaM Bennkoit Oreuect-
neHiiol BOiiHbL.

1941—1945 rofbl B HCTOPHIT BCEro co-
BETCKOTO HCKyceTBa Obli BpeMeHeM ca-
MOOTBEPIKEHHOTO TPYI1d XYA0KHHKOB BO
uma noGenpt nai (awmzmon. B Apue-
Wi, KAK B B APYMHX pecnyGrHKax, ne-
Aylee MECTO 3aHsji ONepaTHBHLIC Bil-
bl rpaHKH — NOJHTHUECKHH LT
n Kapn pa. JKnponncun ("KS‘N’"'
TOpbl 0GpATHINCD K BOCHHBIM TeMaM,
cosmapasi  GaTajdbHbie  KOMIOSIULII.
NOpPTPeTLl repoes BOIHEL B stn roabl
HAuNHAIOT BNEPBHIC BHICTABIATL CHON
padotn  uponmens 0. 3apaapai.
3. Hcabeksi, X. Ecasm, A. Bexapan,
ciyabnropst H. Hukorocs, I L{)'ﬁﬂl)""’m
W Miorne ApYTHe XYJIOMKHHKH, Lapoba-
HHE KOTOPBHIX B MOJHOH Mepe pacKphi-

JaKar

a medium for its raggedness, austerity
and strength, as, for example, in Pori-
rait of the Architect Thoramanyan by
Sarkisyan and Portrait of the Painter
Taragros by Stepanyan.

Architectural sculpture largely de-
pended on the design for new office
buildings, such asthe Government Pal-
ace which in many ways delermined
the later development of Armenian
architecture. Stepanyan covered the
facade on Lenin square with narrative
bas-reliefs. Sculptural groups became
very popular, too, taking their sub-
jects from Armenian history and the
present — The Death of Commissar
Mkhchyan and October by Stepanyan,
for instance, and Urartu’s compositions
inspired by Hovhanes Tumanyan’s
poetry and by the epic poem David of
Sassun.

S. Merkurov made a notable con-
tribution with the 1931 monument to
Stepan Shaumyan and the 1940 monu-
ment to Lenin, which have been placed
in Yerevan’s fwo main squares.

The Armenian graphic art of that
time owed a considerable debt to Hakop
Kodjoyan, a versatile arlist, who did
many etchings and woodcuts. He had
many students and followers, among
them Garbyan, Brutyan, and Aivazyan,
an etcher and lithographer. But Kod-
joyan was best-known as an illustrator,
whose taste and imagination, sensitiv-
ity to literary style, and faithfulness to
Armenian traditions and not least, his
feeling for proportions are seen in
every book he illustrated. His master-
piece was, perhaps, the 1925 cycle of
water-colours o St. Zoryan's fairy-tale
Hasaran-bulbul (A Thousand-voiced
Nightingale). His simple, natural pic-
torial form conveyed the optimism of
his contemporaries, their faith in
a happy future. Independent graphic
works by Kodjoyan also deserve atten-
tion, e.g. his romantic allegories Ar-
menian Herold (1921) and David of
Sassun (1922).

Unlike his prints and drawings
Kodjoyan's paintings, canvases like
A Street in Tabriz and A Tavernin Tab-
riz (both 1922), for instance, were ra-
ther stylized, though here his Execution
of Communists in Tafev (1930) was
the exception. It was the first notable
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nock nesxe, B 50-¢ roau. [Nocae oxon-
yanus soiinel B 1945 roay Obl1 OTKPEIT
VA0KECTBeHHO-TeaTpanbiblil  HucTi-
yT, 1 yike cepeanna 50-X ropos osua-
.‘t‘l’(‘flﬂn;].‘lﬂl,'h SIPKI 1 ﬂ.CGEO]‘(’i MH €ro pbl-
nvekuikos. Cpean nnx uan I Xana-
s, C. Mypaasin, K. Baprausi, C. Ba-
raacapsi, A, ApyTIousii 1 MHOTHE JpY-
rue macrepa apm SINCKOTO  HCKYCCTBa
HATHX JHei.

Hopsie nesiitss B apMsHCKOI KHBO-
npeH nocae BOiilb CBA3dHbl B 3Haui-
renpioil mepe ¢ nyenen O. 3apaapsana.
sunoanisix «[loena crponTench

B
Cenanrsca» (1947) n «[lpearponbe»
(1949) on npoaBua ceba Kak XyLOomw-

WHK, cTapsinii nepex coGoil CAoMHLIC
wieiiisie o XYAOMECTBeHnbe 3aaaun.
[Meiizaxn O, 3apaapsna, JekopaThi-
uBie, fipKHe W B TO JKE BpeMs MaTepi-
ANBHBIE, NOAHOKPOBHLIE, OTKPL " HO-

CTEMNAHAH. OUEPK H3OBPAZHTEALHOIO HCKYCCTBA APMEHHH

painting on a revolution theme in Ar-
menia. This is a memorable picture.
The cclours are subdued, the drawing
sharp and the contrasting characters
are arranged in a tense and compact
group.

In 1939 a large exhibilion oi con-
temporary Armenian art was held in
Moscow where it received an enthu-
siastic reception irom the critics and the
public. Then came the war which inter-
rupted everything.

In 1941 —45 Soviet art came even
closer to life: there was a great im-
mediacy in the reaction to news from
the fronts, and war-correspendents’ re-
ports. Political posters and cartoons
became the order of the day, and
painlers and sculptors turned lo war
themes. New names appeared on the
scene, among the painters, Zardaryan,

APYTION FAJENLL
Hariopuopr ¢
1960

H.GAI TZ
Still Life with
4 Figure. 1960

rypoit
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BYIO rpanb B apMmsHckoil nefisajcHoil
AusonucH. OHI JICTIH B OCHOBY GOJb-
uore nosorna «Becna» (1956), rae B
KPECTLAHCKOM AeBouke, cToAwel Ha po-
He rpaHAnosHOro ropuoro Jgaupmadra,
XYAOKHHKY YAAN0CH CHMBOJHUECKH BbI-
Pa3nTb CBOE NpeACTaBacHHe O MOJOA0-
cri u kpacote Poanubi. FlaoGpamenne
moaeii n cobuiTHil Ha (oHe neiizaxa,
YMeune nepefars uepes cocrosiiie nph-
POABI BHYTPeHHHIT CMBICA TPOHCXOAALILE-
FO CTAHOBHTCH THNHYHBIM s MPOrpa-
MULIX NOJOTEH MHOMHX APMSHCKHX JKH-
BonHecues. B 3ToM IMiaHe BbINOVIHEHb!
«Jleto» M. AGersna, «Betep» M. Apy-
Tiousna, «Ytpo» A. A6pamsaua, «ITecus»
H. Twaukexssan. Spkuii, xKu3neyTBepK-
Aatownii o6AHK MHpPa B 3THX KapTHHAX
CTAHOBHTCSH KJIOUOM K NOHHMAHHIO npe-
KpacHLIX ue/oBeyeCKHX oGpasos. DTo
HOBOe HanpaeJieHie B apMAHCKOM KUBO-
nncn 50-x ronos, 6e3yc/0BHO, GbIJIO CBS-
3aHo ¢ TeopuectBoM M. CapbsHa, Heko-
TOpBIC MePThl KOTOPOro OHO Pa3BHBAJO.

CoBpeeM HHaye ONBIT crapeiiliero
crepa COBPEMEHHOH apMAHCKOM MHBO-
nucH O npersopen MupnacoMm ABeTH-
CSHOM, XYJAOMHHUKOM, UbSl AKTHBHAs
TBOpUECKas KH3HbL OXBATLIBAET BCEro
narHaguaruiaerne (¢ 1960 no 1975 r.).
3a 310 BpeMsi OH CyMeJ BHECTH B ap-
MAHCKOE HCKYCCTBO H CBOIO TEMY, H CBOIl
HenoBTopHMbli oBpasubii crpoil. Xora
or Mmunaca OCTaJHCL TNpeKpacHbie pH-
CYHKH I HECKOJIBKO HITEPECHBIX MOHY-
MeHTaJbHBLIX pociiceii, OCHOBIOE B Cro
HacaenHl — KHBonnck, 31ech ¢ ocoboii
CI10ii IPOs BHJHCE €ro AapoBanie Koao-
pHeTa, CnocoGHOCTb BLIPA3HThL B LLBETC
LIHPOKYIO FaMMy UYBCTB, _ncpeﬂ‘d‘rb enpa
ynonunoe nacrpoene. Iloprpers, na-
TIOpMOPTLI, KoMAOaHwWH Mitiaca noank
TAUHCTBEHHOrO OYapoBaHisd, npuyeMm —
N 5TO OTAnuaer ero paGoThl OT capbsi-
HOBCKHX 3[)"1‘@.']]0 nepepaercs ap
MATHUECKOe HallpsiKenne BHEHEe CcTa-
THUIOrO H30GpaxeHis. ukn Mu-
naca, ocogeino 1 (|)L|I1TEICTEI'IUL'|\'||(‘
Buab poatoro cena JhkauKyp, Henoas
Henipe ryGoKOro MyBeTRa, COCTABHAN
()CDﬁ}‘[O JIHHHIO B HIJMSI!LCI(J nei3sam-
HOI 2KHBOMHCH

B skuponncn 50-x rofos npoasyuali
H HHbLIE MOTHBELI: BO3HHK OCTpPLIH HHTE-
pec K npoi Apmenun i ee coBpe-
MEHHOH K113 KOTOPYIO  XYAMOZKHHKI
OTpaicaall €O BCEMH eC Helerkumi i

=]

Isabekyan and Yesayan, and sculptors,
Nikogosyan and Chubaryan. Many
others working there were later, in the
fifties, found to be very gifted and ver-
satile artists. In the mid-filties many
new graduates from the Art and Stage
Design Institute, which opened in 1945,
came on the scene, Muradyan, Khan-
djan, Vartanyan, Salaryan, Bagdas-
saryan, and Harutunyan — who are
now leading figures in the present day
Armenian stage decor.

New trends in post-war Armenian
art are closely linked with H. Zarda-
ryan, whose Builders Victory at Sevan
Power Sfation (1947}, showed that he
was an artist concerned about serious
aesthetic and ideological issues. His
landscapes, highly decorative, colour-
ful and full of life, are a new approach
to landscape painting in Armenia. They
paved the way for his own major
work — Spring (1956). A peasant girl
painted here against the background
of magnificent mountains symbolizes
the arlist’s idea of his couniry’s eternal
youth and beauty. In fact, major works
by many Armenian landscape painters,
iollowing H. Zardaryan’s Spring, com-
bined landscape with composition, thus
conveying the inner connection be-
tween man and nature, between various
states of nature and human actions.
Summer by Abeghyan, Wind by Haru-
tunyan, Morning by Abramyan, and
A Song by Gulikekhvyan are among
these — the beauty of the natural world
here is a clue to understanding the in-
ner beauty of the characters.

This trend in painting ol the fifties
certainly owed a great deal to Marti-
ros Saryan, whose creative work in-
spired many Armenian artists. Among
them was Minas Avetisyan, who in his
own, quite distinet way drew on this
work of his great contemporary. Ave-
tisyan’s crealive career was short
from 1960 to 1975, but in those years
he made a valuable confribution. His
imagery is unique {hroughout — in his
fine drawings, murals and, above all,
his paintings which reveal his great
giit as a colourist, through which he
can convey subtle mood and a wide
-ange of emotion. Portraits, still lifes
and scenes by etisy are full of
mysterious charm, and, unlike Saryan,
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CA0XHBIMH npoGaemanmu. Tparuveckue
JAHH, NepekHTbie BceM HapomoMm B 1915
roiy, COOBITHS TPaMKAAHCKON BOIHBI,
OreuectBennan BoiiHa, 3a60THl H pajo-
CTH COBPEMeHHHKOB TpeGoBali H Haxo-
auan HOBylo, Gosee rayGeKyio uHTep-
nperaunio. Fsenuo ¢ 3tumu remamu
cBsizaHo Teopuectso C. Mypaasna, na-
YHHAs C ero KapThHbl «[Tocaennss noun
komnoautopa Komuraca» (1956) n xou-
uasa Asyms GOJbLWIHMH NoAoTHaMH «lTe-
pea Bocxoaowm. [Moxopousl ToBapHias i
«ITox mupHbiM HeGoM» (1972), 3a koro-
pble XyAO:KHHK noayuua B 1976 roay
l'ocyaapersennyio npemuio CCCP.

Apuennn, ee cyanle, ee reposim no-
cBawWaer cpoe TBopuecrso . Xana-
AN — HIJIIOCTPATOP M JKHBOMHCELL.
Llugapt wamocrpawnii I Xaumkana x
pomany X. AGossna «Paubl Apsmenuns
(1958), k ncame I1. Cepaka «Hecmon-
Kaemas Konokoiwna» (1965, Iocyaap-
creenan npemus CCCP) u nocaenusns
rpaHANO3HAA INajdepa ¢ H300paxenn-
eM GHTBLI V BeKa MeK1y BOCCTABLIHMH
apMsAHaMu Bo raase ¢ Bapaawom Ma-
MHKOHAHOM M MEPCHACKON apMHeil —
CTAHOBHJHCE NOJJITHHHBIMH 'I'PI!}"M("IZH\(H
1 COBLITHEM B XYIOXKEeCTBEHHOI KHIHH
qankn. Mocami tembt, n noaxon
TPAKTOBKE, H BHPTYO3HOE MacTep-
{YA0KHHKA BLI3bIBAIH GOJBILON HH-
Tepec y apuredneii.

Kotiert 50-x rojos B HCKyceTBe ApMe-
HHH OTMeMeH CYLIeCTBeHHbIM oboralie-
HHEM BBIPA3HTEJBHBIX CPEACTB, YCHJe-
HHeM JHpPHYECKOre Hauaia i BHHMaHHs
K LYXOBHOMY MHPY YeJOBeKa.

10T NepHOL OTMedeH 3HAKOMCTBOM H
AKTHBHLIM ~ OCBOGHHEM  TBOPYECKOro
ONLITa APMAHCKHX XYHLOIKHHKOB, JKHB-
wnx B Tonancu, — A. Bamoeyr-Menn-
kaua n I'. Fpuropana (Dxorro). B sto
e epems e Epesan ObiH  npipese-
npl 3 Ilapuxa paGotel CKyAbnropa
A. Topaasana 0 HeCKOIbKO No3iKe —
nonorna I, Sikynopa. Boraroii suyr-
pennuit Mup 1xX BOJbLINX MacTepoB
" IIPHI]I(‘R‘CJEUIHI.'iH.‘l.\l HNPHBICKAIH MOJO-
JBIX XYIAOMHHKOB, H HX HacjedHe M0
npasy panaceh B oOLLYIO NalopaMy He-
rycersa 50 — 60-x rojos. B ati e ro-
Abl B K_\;ELD;I\'QL"J‘]K‘LIII)’ICI HKH3HL aKTHBHO
exoant Eppana Kouap NbLOTYpoil,
KHBOMHCHIO B rpadiiKke Ero unenpe-
||b|iﬂlhlﬁ' NOHCKH B OT 15, CcMeqoe

por

though they are static they belray dram-
atic tension. As for his landscapes, es-
pecially those semilantastic, yet some-
how nevertheless real views of Djadjur,
his native village, are a trend on their
own with the Armenian landscape
school.

In this period Armenian artists show-
ed great interest in the life of con-
femporary Armenia seen against the
background of her stormy past. The
tragic events of 1915, the civil and
world wars, the joys and worries of the
post-war years were waiting for an art-
ist to record, to be interpreled through
the prism of the new life. Muradyan,
known for his painting The Last Night
of the Composer Komitas (1956) and
two large canvases that in 1976 won
him a USSR State Award, Before
Dawn. Funeral of a Comrade and Un-
der the Peaceful Sky (both 1972) was
a painter who saw his work in this
light.

The painter and illustrator Khan-
djan followed a similar line. His i

illus-
trations to Abovyan’s novel Armenia’s
Wounds and Sevak's poem The Tolling
Bell (which won a State Award in
1970) and his latest major work, Var-
danank (1981), a tapestry of {he battle
of Vardan Mamikonyan — were major
events in the cultural life of Armenia.
Their choice of subject, treatment and
virtuosity won them public acclaim.
The fifties, saw a renewed interest
in composition and a more lyrical ap-
proach, the artist’s inner world and the
creative personality gradually coming
to the fore. As a resull, styles became
more individual. The criteria by which
contemporary art was judged also chan-
ged rapidly owing to certain circum-
stances which urged both the artists
and the public to break through the
limits of {raditional views on arf.
Towards the end of the filties Armen-
ian arlisls “discovered” two interesting
Armenian painlers living in Tbilisi:
Bajbeuk-Melikyan and Grigoryan (nick-
named Giotlo), whose work they began
to study with care. At the same lime,
the complete works of A. Gurdjan, the
sculptor, and, a liftle later, the painter
Yalulov were brought over from Paris
and exhibited in Yerevan. The rich
ner world and skill of these masters
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HanpuMep,
HapOAHOro repos ,J.‘IPIH.:[ f.,.-u\liu\oro
Tanosneniasn B 1959 roay B Epesane
BlUIasi CHMBOJIOM TOPOJL,
Haualoch yulec BJIEHHE
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NaTpHANTOB, nepeexaBiinx B ApMeHHIO
H3-3a TpaHHILl Ha MNOCTOAHHOE HHTEeMb-
creo. dto Guan A, Tanenu, I1. Kon-
Typamkan, A. Tapu6an, A. Kaneuu,
ckyasntop . Arapousu, nosanee —
A. Axonan. Hanbosee TanaiTiHBLIM cpe-
an Hpx 6w A. Tajedip — A#HBOTHCEL
€ TOHKHM KOJOPHCTHUECKHM [apoM, JIH-
PHK B NOAMTHHHOM CMBbICJEC choBa, npe-
'J.'DBPHBI.I.IIIH ONbIT COBPEMEHHLIX eBpOo-
nefickux  wkoa, Caeayer NOAMEPKHYTH,
YTO BAHSHHE MAacTepOB MpOILIOro —
Slkynosa, TiOpAXKsiHA ¥ TAKHX COBpe-
MEHHBIX XYAC/KHHKOB, Kak DBamGeyk-
Meanksau, Kouap, Tanenu, ckassiBa-
J0ch, CKOpee, B YCHJEHHH BHHMAaHHS K
OGILHM KATETOPHSIM TBOPYECTBA, YeM B
noapa;kanun. Onupascs Ha OnwiT crap-
WX, MOJIOABLIM XYIC:KHHKAM Gbl10 Jer-
ue obpecrn ce6sl, BbICKazaTbes. Tax
BbipacTaJH B OpPHIH JIBHBIX MacTepos
onucunt P. aunbexsn, M. Tlerpo-
csn, P. Aroan, JI. BamGeyx-Meanxsu,
ckyasnropol JI. Toxmamxsn, A, Hlupaa.

B sknsonucu Apmennn 70-x rojios Bos-
HHKaer H ITHI'IPBB."I@EIII@, CBfI3aHHOE B
nepByio ouepean ¢ nmenem Axona Ako-
nsina. MHorounciaeHHple nefsaxn 0 Ha-
TIOPMOPTHl  AKONSIHd  CO3AAIOT HOBbII
ans 3pUTEas 0Opas pPOAHOIH 3eMJH —
e 3aauTOl coutHueM, APKOil, a cypoBoii,
«/KECTKOH» MO JIHHHAM, XKH3Hb Ha KOTO-
poii TpeGyer OrpoMHOro HanpsKenis
uesosedecknx  cha.  Coppemennoctn
npeAcTaer B MoAOGHLIX paGorax caos-
Hoii, HX NOATEKCT — ApaMaTH3M Halle-
ro ppeveni, BaKHOCTL ANLTCPHATIE,
KOTOpue CTOAT CerofiHsl nepei ueione-
HECTBOM.

Hewm /io poJib B pacKpenoulenii
naoGpasuTenbiofl (opMbl, oGoraeiii
NAIFTPEl BHIPAZHTENLHBIX CPEACTD Chi-
pajlo Bo3HHKHOBEHNE B KOHLE 50-x ro-
ZeB NOAANNIO 0OUIeCTBEHNOro HiTepecd
X Hekyeersam aexoparipuoim. [Tox py-
KOBOACTBOM TAKHX APKHX XYAOMHHKOB,
¢ P. Cumonsin n P, Llapepasi, B pec:
AHKe BO3pOKIAeTCs KepaMiuka, .‘ul\o—
TOpas AKTHBIO BXOLHT B MPOCTPANCTEG
YacTHRIX M 0OULeCTBeHHBIX HITEPHEPOs,
A aaTeM B napii i Ha yJanubt O nosom
HOHHMAHMH POJAH HCKYCCTRA B I'UPO,jl‘
cKoii cpele CBHETEJBLCTBYIOT ,'IEKD}'!(I'
THBHBIE COCY/bI H CKyabNTYpa, CTeabl
¢ qekaHIBIM pesbedpan, MEeMapIAIbIbe
JCKIE 1 HeBOobLIHE 00N HCKIT Nep o
1, TOAJMHHHBIC namMsaTHHEH CTaph-

larger-than-life could be placed at pave-
ment level. The monument to Messrop
Mashtotz (Chubaryan), to Michael Nal-
bandyan (Nikogosyan) and the monu-
ment to Alexander Tamanyan (A. Hov-
sepyan) are of this kind.

Among the many Armenians who
came back from abroad to stay, there
were several remarkable artists: the
sculptor Aharonyan and the painters
H. Galentz, Konturadjan, Garibyan.
and Kalentz. H. Galentz was the most
interesting of them, a truly lyrical art-
ist and a master of colour. The fine art-
istry of his work leit a deep imprint on
Armenian taste and increased the pub-
lic and the artists’ knowledge and
understanding of modern Western Euro-
pean art. But whatever the source of
inspiration — from the past, like Yaku-
lov or Gurdjan, or from contemporary
artists, such as Bajbeuk-Melikyan, Ko-
char or Galentz, it never led to imi-
tation, though it influenced the work.
Young painters and sculptors learnt
from their predecessors and older con-
temporaries whom they used as a touch-
stone for their own skill, as a starting
point from which to develop their own
creative personalities. In this way a
continuity of tradition was and is main-
tained, as a result of which many new
and highly original arfists have ap-
peared, for example, the painters Eli-
bekyan, Atoyan and Petrosyan, and the
sculptors Tokmadjan and Shiraz.

An interesting new frend i the
Armenian painting of that time was
associated with the name of Hakop
Halkopyan, a landscape and still-life
painter. s numerous works brought
a new, unconventional 1ge of Al
menia, which he saw not as a pictures
que and ever sunlit land, but as a
series of austere and intensely dram-
views. Contemporary life was
hown in these paintings in all
complexity, with the drama inherent in
our age, the importance of the alterna-
es that mankind faces.

Towards the late fifties and onwards
a nolable contribution to {he liberation
of Torm, and an enrichment in its
repertoire was made by the increased
interest in minor arts and in craits. Un-
der the guidance of such brilliant art-
ists as R. Simonyan and R. Shaver-
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Hbl (CTEJbI-BHIIANEI M NP.), BBOLHMbIE
B CTPOSALLHECH KHJIBIE PAHOHEL

B 60-¢ roasl B ApMeHHH, KaKk H No
peeii cTpaHe, HAUMHAIOT CO3A4BATb Me-
MepHaJbHble aHcaMGau B YecTh noruG-
rogpl Beankoit OreuecrsenHoli
JKanp memopHasia CTaAHOBHTCH
nantoaee shpexrupHoil popmoil pado-
Tl CKYJBLITOPOB € APXHTEKTOPAMH N
nopozcaaer orpoMiioe pasinooGpasue pe-
WeHHIT NP CO3alni XYyA0KecTBeHHoro
ofpasa, BRJAIOYAIOULEro B cels TeMbl re-
ponama, cKopGH 110 NOrHGIIHM 1 BEdHON
Gnarogaphoil MaMATH COBPEMEHHHKOB.
[MpoGaema cuHTe3a HCKYCCTB C apxu-
TexTypoil pemiaercs H B oGaacri crer-
Hoft AHBOTHCH, TAe H3MOGACHHBIM Ma-
NOAHIKOD ¢

WHX B
BOIHBI

TEpHAION ap
HOBHTCS MO3aKa 13 HaTyPaJbHBIX KaM-
nell, KOTOpLE B OFPOMIOM LBETOBOM H
(haxrypion pasnooGpasHi NpeiocTan:
JISICT 3AECH CaMa 3eMIs.

Ceroansmmion XyJoiKecT BeHHY IO
ACHAHL pecny BanKkH Helbasi NPeAcTdBHTh
6e3 NOCTOAHHBIX KONTAKTOB € apMsiia-
Gexmom. Croeobpasue HCTOPHI

MU 3a py

(Iya_u, Armenian craftsmen set out to
revive pottery and ceramics which
consequently again began to figure
prominently, first in the interiors of
private homes and public buildings,
and in the parks and streets of Yerevan
and other Armenian fowns. Decorative
sculpture and large pots and vases
gave arts and crafts a new role in ur-
ban surroundings, which were enliven-
ed by more and more varied decorative
forms, among them stelae covered with
relief, memorial plaques and small ob-
elisks and, moreover, even the authen-
tic ancient stone v

monumenis vi-
shaps, which were set up in new resi-
dential areas

In the sixties in Armenia, as in the
rest of the Soviet Union, many war
memorials were put up. Memorial sculp-
ture opened new vistas for a creative
alliance of sculptors and architects
and prompled a vast variety of different
concepts and projects. The underlying
mo the heroism of scldiers, griel
jor the dead and the gratitude of the

90

yancas

resses
in the Wings. 1978
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HAPOAd, BOJCIO Tparnueckux o6CTosi-
TeNbCTE JKHBYILErO He TOMNbKO Y cels na
poAsiHe, HO H B PasHbIX CTpAHAXx MHpa,
BCerjga CKasbiBajoch Ha ero KyabType.
Ocobelino SIBCTBEHHO 9TO  OTPA3NIOCh
Ha M033HH H NMPo3e, PasnesioWHXCs Ha
JLBE BETBH — BOCTOUHOAPMAHCKYIO H 34d-
NafHOAPMAHCKY 0 — e TOJbKO KPYrou
HpoBJIE I CIOJKETOB, HO If CAMHM JIHTe-
paTypHpiM  s3uKOM. B Hauim un ma
PA3HBIX KOHTHIEHTAX padoTaloT XYIOoK-
HUKH-apMANe, | XOTd HX TBOPUECTBO
CANTO ¢ KYJbTYPOil Tex CTpau, rae omn
KHBYT, MHOrOe cpsiabipaer Hx ¢ Apme-
nneil. Cpean nandonee 3HAUHTENBHBIX
nmen XX Beka caelyer Ha3BaTh HHBO-
wictia  Apui Topkni, cobirpasuero
BOMBINYIO POJb B CAOMKEHHI COBPeMen-
noit wnponuen CIIA, w Kapsy (Fapun-
Ka 3yaymana) H3BECTHOrO JKHBOMHC-
ia, rpadguka n cuenorpaca Ppanunn.
BoictaBku 3apyGemiunix  XyA0MKHHKOB-
APMSIH, WX YaCTLie IpHesin B ApMenio
LaliHe  [poH3BeJeHnil  Ha  TeMBI
1 pecnyb, M onpeiesesibmM 06-

H  €O3
b3

living — were attractive in themselves
for many artists.

Another field where archifecture could
form an organic unity with other arts
was monumental art — wall-painting
and large mosaics. The lailer remains
a favourite form of architectural decor
with many Armenian artists, especially
since Armenian stones comes in an in-
finite variety of colour and texture.

The picture of preseni-day Armenian
art would be incomplete without a
glance at the culture of the Armenian
diaspora. The historical fale of Arme-
nian people, the tragic events of their
past which scattered many of them all
over the world inevitably had its eflect
on their culture. The greatest impact was
on literature, both poetry and prose.
Here there are two dislinct branches:
Wesl-Armenian and East-Armenian.
The di n is based both on the differ-
ences in the range of problems and
subjects and in the dialects the authors
use. Nowadays a greal many Armenian

AKOM AKOTSH

Ocenuiie ao:

1. HAKOI
Autumn Ving

3. 1982

es, 1982







MAHSIH, OUEPK H30BPAIHTENLHOIO HCKYCCTBA APMEHHH

pasom BKJIOUAIOT 3THX MacTeposB B IY-
xoBiylo Kyabrypy Coperckoii Apmenn.

Orpomiblii  NOALeM, KOTOPEHI mepe-
JKHUBAIOT B HallH JIHH NJacTHYecKHe H
JieKopa HBHBIE HCKYCCTBA 1\p.‘1L‘I|IH|‘ oT-
paaer ye neuiHoe pasBr He BCeX APy
rux cTopoH JKH3HH COBE KOTO OOLLL
pa. K macurraGy XyAoKecTBeHHOM npak-
neayer IJ]}HL‘O(‘,‘LI!IIJEI'b H pa3max
II(‘K)‘CC'IU, pacuimn-
ACATENBHOCTH B
obJaacTti, HCHo. opaHie paliHo,
BHACHHS H KHITEN l)!'pil(l).’] B LEJIAX
BO3MOMKHO OoJee IWHPOKOro BOBJICUEHHS
JA0Jel B MHP BBICOKHX K, [ 11 UYBCTB,
MHD 3CTernuecknx nepeskiupannii. Bor-
JIBHHYTEIC Ha 3ape cTPOHTENLCTBA COUNA-
JANCTHUCCKON KyabTyphl JO3YHIH CBA3H
HCKYCCTBA € 3kHanbio, Muican B, H. Jle-
HHHA O HEOGXOUHMOCTH B KA oM npo-

IS lip(}llr’il'itll,lm
H31aTeNbCKO!

perne
ITOMH

artists live and wi :

world, and, zllllloug]?r];h;]: i)ogulg:(l the
csscnlllally Immngs to 111(.‘11'. 'rl e
cnunm_cs, it still has strong !i1-|‘111<l-0p‘l'e'J
;_\rmumﬂ‘ its history and tr»g:j‘\ i
Among U'lu most rom’arkal)lc n-( e H
buAmcnllunml here are !Imsedm[ksm
painter Archil Gorky who made -0 L
porta!_il contribution to ror;len o !m,
American painting, and of lhl-pord .
known French painter, graphic -\\-qll.
and stage designer Carzon (Gam'tllr;‘m
\umran). Regular exhibitions i;x‘,'-\u-
menia of Armenian artists from abr 5
frequent visits and, above ;I||‘ l(]"“'j'
paintings of modern Arm. an I]'HT
link them to Armeni (uliur‘-n A

The fine art and the arts ;m:l( craf

_\][mris]l in Armenia, which is inevi .h:S
in view of the development of Sn\-i(\(g

KAPSY (FAPH K
ap

CAPKHC My
Hopr,

’
apini
5 MorAbyAR 73
Porirait of Gg
wilh a Pitcher
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HOHHA CTEMAHSH, OUEPK HIOBPAIHTEALHONO HCKYCCTBA APMEHHH

a6

GyAHTL XYIOMHHKA BONJOUIAIOTCA B
131b. B lenie BececToponHero passuTHa
IHYHOCTH  XYAOKHHKAM NpHHA]
OTBETCTBEHHAS POJL, a4 BO3MO.
BBINOAHCHHA 3TOM posn obecriednBaeTcs
roCyIapcTBOM.

E

B 3aisiouenne TOro KpaTtkoro ouep-
eM campie oflupe HTOrH
b PAa3BHTHSL  H300PA3HTENBHOTO
rBa ApMelHH HepaipbiBHO CBsi-
2al ¢ HCTOpHE(l CTpaMbi, ¢ ee repomnte-
CKUMIL il TPArH4ecKuMil  CTPAaHHIAMH.
B campixX THHKe) HCHBITAHHAX apMs
CKHil  Hapol osa, CyMen  coxpa-
HHTH TPAAHILHA JipeBHeil HalHoHaILio
KYJALTYPLI if CO31aTh HCKYCCTBO, HA BC
Sranax  OTMEUeHHoe  HEenOBTOPHMBIM
cpoeoGpaznen. 3To cpoeolpasne Bo MHO-
roy onpefeasaoch TeM, uto ApMenns
OKa3AMACh OAHOBPEMEINO BIIIOUEHHOH
B X0/ HCTOpHUECKOTro paapiTis Esponul
i Azun, BocnpHHHMaaa I M0-CBOEMY
HpesoMIsia pasnoxapaKreprivie BJIHH
WS, co3llan 1l0BOe Ha ocHoBe HIipo-
KOTO  chekTpa  lennocteil  MHPOBOi
KYABTY DB

B cnompmx
HLHXCH YCIORNAX

HOCTOANHO
HONBHI, 110)

HIMeHso-
C Kara-

society in general, and the optim
of the Soviet people. The increase in
stic activities proper is accompani-
1 the Soviet Union by an extensive
propaganda and popularization of art
by an increasing number of publications
on art and art history and TV and
radio programmes on art. The aim of
this work is to draw more and more
people into the world of ideas and fcel-
i ito aesthetic pursuits. To awalk-
artist in each one of us is an idea
that Lenin formulated at the dawn of
the new socialist culture, and it has
become a motto and the aim of those
who devole their s lo propagating
art. Naturally is the artists them.
selves who play the main part and the
state gives them the basking they need.
In conclusion, the significance of the
history of Armenian cullure and art
should be pointed out. Armenia’s event-
ful past, her history, rich in torie
but still more soin disaster and {ragedy,
left a deep imprint upon her art, deter-
mined its development and leading art
ferms al various times

Armenia’s membership of Europe
and the East was al the nerve centre

ypa Ados
Hi A
1958
G. KIANDIAN
Hiustration for
s novel
Armenia’s Wounds.
1958

EPHEODR XAkan
Bapaanan. dparseny
1981

4 KuaNDiay
Vardan: 1951

Det







HOHHA CTENAHSH, OYEPK HIOBRAMTEALHOTO

cTpopHYecKH HeOJarONPHATHBIX, NOTPe-
GoBajiHCh BeJNHYANLIME YCHIHA HAUMH,
yTofibl HE YTPAuHBATh AOCTHTHYTOE H
IPOLOKATE JABHIKEHHE BNepei, pox-
1as BCE HOBBIE H HOBbIE TaJaHThI.

Bouweauas B ceMblo OPATCKHX Hapo-
108 CoBeTcKoil cTpansl ApMenus np-
uia K pacliBeTy MaTepHalbHON H ay-
XoBHOMN u3Hi. HaoGpasurtensnoe wuc-
KYCCTBO CerojHst ABASET 31ech KapTHHY
SPKOro MHOrOOOPa3us H B TO JKe Bpems
HecomMHeHHOro eanHcTea. OHO HAXOMHT-
cf B IMHAMHYECKOH YCTPeM/IeHHOCTH
K XY/10:KeCTBEHHOMY HIeany, BepHo cay-
JKa CBOEMY Hapoay, NOAHHMasn ero ay-
XOBHYIO KyJbTYPY Ha HOBHI, eme Sonee
BLICOKHIT YPOBeHb.

MCKYCCTBA APMEHHN

of Armenian culture. It was the efforts
of all Armenians that ensured Armen-
ia’s independence, And it was this
process that enabled them to create
truly original art. They made a con-
tribution lo the culture of each and
every epoch. Armenian antiquities, Ar-
menian art in classical and medieval,
and in later centuries and then modern
Armenlan, Soviet arf, shows both
w_nely and great consistency. Armen-
ia’s sulfure experience, both her past
and present, and the message of Ar-
menian art are linked with those vivid
viable traditions that cnabled Armeniar

artists always to respond i
conditions. O
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. Buman. 1 hic. 10 #. 3. Yetanosaen

8 Hopikckonm paiione Epesana

Bponzopas (uirypka oJeHa 13 packonok
Jwamene. XIV—XIII 88. 10 1. 3.
Tocynaperns it ayseit uctopun

Apmel Epenan

Ypaprekan KepaMika n3 packolok

na xoame Kapmup-Bayp. VIII 8. 1o 1. 3.
Yacthoe codpasne. Epesan

Mpanmopiinlii Tope GOTHHI N3 PACKONOK

B Aprawarte. I1 8. 10 . 3. FocyapeTBenubii
myseit ncropun Apsmennn. Epenan

Taniu. Bepxnsia uacts cTeabl B HHTEphepe
Madnoii uepksn kusaeil Kamcapakanos.
V—VlIes.

Memopiaasuuit namatiig 8 Onzyne. Vi,

Memopuansibii namatik 8 Oasyne. Vs,
P MEHT

Axrtamap. Xpam Cs. Kpeera. 915—921.
Boaunii Manyaa, Pensedbl oxnoro
pacana sHeropus npopoxa Honbrs

. Axramap. Xpam Cb. Kpecra. 915—921.

Pocnuch B HHTEpbEpE

. Xaukap B Fowasanke. XIIT 5. Mactep

Masroc

Xaukapnl. X—XV pp. KnanGmue

B Hopanyse

Xaukap. 9 B. ¥eranosaen no asope
DuMHaA3NHCKOro Kadeapanbnoro cobopa

. Xaukap «Beecnacuteab» us cena ¥Ypu.

1279. Yeranonien o apope
DuMHAAZNHCKOTO kadeapanbioro cobopa
Moactuips Ferapi. Cep6 kuaseit
TTpowWBAROB B NPHTBOPE KHAMECKOI
yewnaasunnn, 2-1 noa. XII s

. Monactbips Hopasank. Mpnteop. 1261.

3anaanwii acan. Ha timnane pxoxa —
«Boromarteps ¢ MaanenueMs, na THMnNane
okuna — Bor-oren ¢ rosonoi Axama

n PacnsTiems

Mouactoipt cn. Credanoca. lMopran
uepkeit anocroaos lMerpa i Mapna. X1 s,
Aumuanaunckoe Epanreanc. 989
Konuesan munnatiopa «Baaroscuienies.
VII & (a. 2286). Marenanapan (uns.

No 2374). Epenan

Bumuapzunckoe Epanreanc. 989. Xpamux-

eremnuertor. (4. 56). Marenagapan (i,

No 2374). Epepan

Esanreane. 1038. «Kpeuennes. (. 56).

Marenatapan (uns. Ne 6201). Epenan

Esanreane Tapraanuaw, 1232, Xyiokuik

Tpurop. «Taitnan pevepa», (a. 170a).
apan (nnn, Ne 2743). Epenan

ooknmic Topoe Pocaiti. 1266,

«Tpw otpoxa B neun ornennaiis. (1. 14)

Bubanotexa apMiIHCKOl naTpuapxig

B. Ne 2027). Hepycaanm
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Vishap, first millennium B.C. In a resi-
dential area of Nork, Yerevan

Bronze deer from L'chashen, 14th or 13th
century B.C. Museum of Armenian
History, Yerevan

Urartian pottery from Karmir-Blu
Private collection, Yerevan :

. Marble torso of a goddess from Artashat,

2nd century B.C. Museum of

Armenian History, Yerevan

Thalin. Upper part of a stele (5th or 4th
century B.C.) in the interior of the
Kamsarakan family chapel

6,7. Monument in Odzun, AD 6th century

Zvartnotz. Ruins of the 7ih-century temple
Aghtamar. Church of the Holy Cross,
AD 915—921. Architect, Manuel
Bas-reliefs on the southern fagade
representing scenes from the life Jonah
the Prophet

Aghlamar. Church of the Holy Cross,
AD 915—921. Interior mural
Khalchkar in Goshavank, 13th century
Sculptor, Pavghos

Graveyard at Noraduz. Khafchkars,
10th—15th centuries

Khatchkar, 9th century. Now in the
precinet of the Echmiadzin Cathedral

. “All-Saviour” khatchkar from the village

of Urlz, AD 1279, Now in the precinct of
the Echmiadzin Cathedral

. Geghard monastery. Proshyan

coat-of-arms in the ante-chapel intended
for a family vault, late 13th century

. Noravank monastery. Entrance-hall of the

St. Karapet Church, AD 1261. West fagade
On the entrance tympanum, Virgin with

Child; on the window tympanum, God ihe
Father with Adam’s skall and the Crucifix

. Doorway lo the S Poghos-Petros Chapel

St Stephanos monastery, 13th century

. Echmiadzin Gospel, AD 989. The

Annunciation, f. 228b (7th century
miniature bound at the end of the
manuseript). Yerevan, Matenadaran.
No. 2374

. Echmiadzin Gospel, AD 989. “Tempietlo”,
, No. 2374

N

. 5b, Yerevan, Matenadar

Gospel, AD 1038. The Baptism, 1. 5b
Yerevan, Matenadaran, No. 62

. Targmantchatz Gospel, AD 1232
I

Iluminated by Gregory the Hluminator
The Last Supper, f. 170a. Yerevan,
Matenadaran, No. 2743

Prayer-book, AD 1266, illuminated by
Thoros Roslin. The Three Youth a Fiery
Furnace, f. 14 lem, Armen
Palriarchate Libr No. 2027

ian
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52.

30. purop Xawaman. Poa. 192

tp Afinazan. Pox. 1915r.
Butanorexa XIII pexa. 1958
Ipasiopa Ha meTadqe. 35%24
Co6panne xyroxunka. Epenan

. Apyrion Ianenu (1910—1967)

HaTiopmopTt ¢ ¢urypoit. 1960
Xoaer, macao. 9886
CoGpanne JI. Hepenesnu. Epesan
Muuac Asernean (1928—1975)
Jkamyp. 1960

XoacT, macao. 75X 100

Myseii coBpesenioro nexyceTaa Apmenun,

Epesan

. Munac Asetncan (1928—1975)

Tloapyrn. 1973
Xoacr, macqo. 100100
CoGpanne cembi XyLoxnnka. Epesan

. PoGepr danGeksu. Poa. 1941 r.

AxTpich 3a kyancami. 1978
XoaeT, macao. 72X105
Cobpanne xyaoxunka. Epesan
Jleson Tokmamxsn. Pox. 1937 r.
Daerun. 197

Mpamop, 60X40x25

Myaeit CoBpeVENNOTo HeRyeeTBa ApMeRii.

Epesan

5. Akon Axonsin. Pox. 1923 r.

Ocennne aozn. 1982
Xoacer, macao. 87X130
Cobpanne xysoninsa. Epesan

. Padasas Aronu. Pox. 1931 1.

Coaneynoe yTpo. 1979

Xoaer, macao. 80X85

Myaeii coBpeMEHHOro HEKYCeTBa Apmen
Epesan

. Kapay (Tapang 3yayman). Pox. 1907
69

popen aoxeit. 19

Jurorpagus. 57X76

Capkuc Mypaasu. Poa. 1927 r.
INoprtper Foapuk ¢ kysunnom. 1973
Xoaer, macao. 8070

Cobpanune xyaoKnnka, Epesan

Xauatypa
». 1958

HamoeTpauns K poma
AbGossana «Paiu Apme
B b, 36X60
A KapTHHHAs ranepes

I'purop Pox. 1926Gr.
Bapaanass. ®parment. 1981
By nacreas. Kapron s rofenaena
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57.

58,

59,

60.

61

Minas Avetisyan. 1928—1975

Friends. 1973

Oil on canvas, 100X100 em

In the possession of the artist’s family,
Yerevan

Robert Elibekyan. Born 1941

Actresses in the Wings. 1978

Qil on canvas, 72105 cm

In the possession of the artist, Yerevan
Levon Thokmadjan. Born 1937

Elegy. 1973

Marble sculpture, 604025 cm
Museum of Modern Art, Yerevan

6. Hakop Hakopyan. Born 1923
982

Autumn Vines, |
Oil on canvas, 87X130 cm
In the possession of the arlisl, Yerevan

. Rafael Atoyan. Born 1931
Sunny Morning. 1979
Oil on canvas, B0X85 em
Museum of Modern Art, Yerevan
. Carzou (Garnik Zulumya
Doges’ Palace. 1569 &0y Bem1 907
Litography. 5776
garll(is_?t‘\ufrsédyan. Born 1927
ortrait of Goarik with a Pj
Oil on canvas, 80X70 em e D
In the possession of the artist, Yerevan
. Grigor Khandjan. Born 1926
llustration for Kh. Abovyan's novel
Armenia’s Wounds. 1958
Indian ink, 36X60 cm
Armenian Art Gallery, Yerevan
- Grigor Khandjan. Born 1926
i]:;:sliul from tapestry cartoon Vardanank
Pastel on paper
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