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Tuhp GU Ewiphqnud: ®nppnig uhpbp BU wpibuwnp,
juwinlpuogtu Uupsmphcup: PuA hwdwp windbps hhwgnodh
Uptnnpun: Bu Bnbp hpwinulpuis uppwgbn duitmortljupsngehot
nt Awpunwpwwybnmphtup: bubwhwiuh  hwdwuowpubmnod
hwpughunmuahca nuownud vaphubpho, npygtu g wewpow-
Awnu punpbp B bpwtwhwy  wmbumnwgbinubphu, npnug
umnbindwagnpdnyabwt qguih dwup Ubkpusiwd £ Ppwtf
dnuymph ngm: M dwbkg Jh poun thuwp’ bt hudGun
nudbipu ubkpnubp e jd hwgpbuwyhg Wwphsubph duwuht
huwnwpwd Upepbpp wdihniby 0By wphnonnpbwt ute:

Swiphutip wlg, bpp wgbibgh Swywunwt m Waggughu
wwnyBpwupuhmd dwiopwguyy Ubp hwypiuh ulpwphsubph
gnpdtpht’ Whpowd pd Subnuw]ugp Gpyhp Ppuatht, nopnubgh
gugiigh: Npngtigh Uh wdpnnswlwl hwwnnph Uk qlinbink
TUwh hpkbg umbndwgnpdnigphitup Ppwuh hbn wnbswd
hugpbuh Ulwphsubph Bphbpp L wiowilkp gnpdu’ «bput-
swjwunwt, Nuih Ywdnpsubp. 20 puph Ppotwhg
Uljuphsubipes:

Gt wpu donqniudnit gpulpwt wpdwgubp  auwtiog
gbnupitbumwutpubph Ynnuhg, bu hngbhybu Jupdwompoud
Liqgud hua:

I was born in Tabriz, Iran. Since childhood, I have
loved art, especially painting. Iran’s elegant miniature paint-
ings and architecture have been a constant source of wonder
for me. During my years at the University of Isfahan, study-
ing Armenology, my thesis was about the Armenian artists of
Iran, many of whose works were influenced and inspired by
the spirit of Iranian culture. Thus, an ardent desire grew
within me to apply my modest talents in collecting material
about Iranian-Armenian artists and to publish 1t in a book.

Years later, when [ visited the National Gallery of Art
in Yerevan, Armenia, and became acquainted with those
works by Armenian painters, dedicated to my native country,
Iran, I was amazed. Why had all of these works remained
unknown to us? 1 decided, therefore, to place in the same
book the works of Armenian artists influenced by Iranian
art, and to name that publication “Iran-Armenia: Golden
Bridges, 20th Century Iranian-Armenian Painters.”

If this collection is received with enthusiasm by art-
lovers, I will feel greatly rewarded.

©1997 Alice Navasargian
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Armen Sevada Kharabegian
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FATHERLY MESSAGE OF APPRECIATION

It is with deep spiritual satisfaction that I welcome the publication of this volume. I have been
one of the first witnesses to the genesis of the book. In the time when (1971-1973) I was the Prelate
of the Irano-Indian Armenian diocese in New Julfa, Isfahan, I used to give lectures in Armenian clas-
sical literature and culture at the Faculty of Armenology in the Isfahan University. Mrs. Alice
Navasargian (Minassian) was a student with special interest in arts, namely, in painting. I tried to
encourage her in the preparation of her thesis on the Iranian Armenian painters.

I appreciate her continuous love for and lively interest in Armenian culture, and particularly in
the Armenian-Iranian cultural heritage. This volume is the fruit of her dedicated and perseverant
work.

In history close relationships have characterized the cultural and social life of the Iranian and
Armenian peoples. I have seen personally the rangible and eloquent signs of such relationships in
New Julfa, Isfahan. I am happy that one of the erudite experts on Armenian art history (especially
the 19th and 20th centuries) Mr. Shahen Khachaturian has made an important contribution to this
volume with an introduction and editorial work thus setting the book in his perspective. I thank and
appreciate him for his contribution.

I welcome the publication of this volume at this particular time when Armenia has entered a
new era of freedom and independence with the proclamation of the Independent Republic of
Armenia (September 21, 1991) and has developed, and is ever-increasingly developing, close ties of
cooperation with the Islamic Republic of Iran. I believe the publication of this volume will con-
tribute towards the promotion of such murually enriching relationship.

My deep thanks to Mr. and Mrs. Edward and Alice Navasargian who gave tangible expression of
their love for and dedication to Armenian cultural heritage and decided to allocate the whole income
of this volume for the betterment of the conditions and the promotion of the services of the muse-
ums of our Mother See of Holy Etchmiadzin, the birthplace of our nation as a Christian nation.

S areren T

-

KAREKIN I
CATHOLICOS OF ALL ARMENIANS
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Swphutip wig puwympmt hwounmwnbd U G-nod, Ughu
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woluwnnipbwbp, Juuwind Gu ny wjupwy wpuwnpuwuph
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gnpdubp:  ppwiubkpty dhdwpdtp wuwnnmpbwt Uty bputht
Whpwd pudund hpwnwlod B dhug b paih Ulpuphsutip:

Uwpnne Uty cwdblwyt hnd Ywowpwh» phplu Upw
ghunwlguwljwlu Yhwiuph gquwquplwihl zpeswunud: Fuyjg
wwunwhmd £ U hwljunwlp, Gpp hndp dunwd £ unp hnd, YQuid
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sunphht: Uphu Lunwuwpgbwuh Unp hndh wnphipp, wpwphs
lupwup nupdwtu hugpbubpp U dwobwmpupwp gpdtuh wyu
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lunppbipp, wnbgbwy, np pwguhgu pwpgdwink] oo wibpw
hwpwqum b nupabk] hugng hngnda, hopngp phlpcsnd hog
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The reason for our noble Armenian, Alice Navasargian, to
undertake this work was the call of memory and especially within
her a pulsing of natural love toward art. While she was still a stu-
dent in the field of philology at the University of Isfahan, she had
already met almost all of the Armenian artists in Iran. She had
briefly outlined their biographies and described their works, had
condensed it into one work, and presented it as her graduate the-
sis. It was a pleasure for the young author that the first person to
encourage her and to edit her work was the then Primate of Iran,
and current Catholicos of All Armenians, His Holiness Karekin 1.

Years later, after moving to the United States of America, Alice
Navasargian lived with the nostalgia of her memories and contin-
ued to add and ro expand her work. She searched for and found
artists who had been born in Iran but had moved out of the coun-
try, giving her work an encyclopedic scope. Once one is acquaint-
ed with her work, one is attracted not as much by the expanse of
the composition, as by the scope and depth of her analysis of the
artists. One becomes involuntarily amazed at how obscure and
flawed one’s imagination had been about the cultural life and
especially the lives of the painter-artists who lived in neighboring
countries. Even Onnig Avedisian, in his valuable 1959 French lan-
guage work, “Armenian Artists and Sculptors,” cited only a few
Armenian artists in the section dedicated to Iran.

In human beings, “Every desire is achieved,” occurs perhaps at
the summit of one’s intellectual life. But occasionally the opposite
occurs, when the desire brings forth a new desire, or as Yeghishe
Charents wrote, “You see a dream in a dream.” The wonderful real-
ization of desires and dreams is achieved thanks to decisive and
happy changes in conditions. The sources of Alice Navasargian’s new
desire was the creative stimulus of Armenia—especially works by the
great masters of the brush like H. Hovnatanian, V. Sureniants, M.
Saryan, H. Godjoyan, S. Khatchadourian and others.

Towards the end of the 19th century, driven by an inner need,
they traveled to Iran and reflected in their works the beauties of
that country. By the power of their brushes they penetrated the
magical depths of Iranian poetry, a poetry which has been translat-
ed many times and has become close to the Armenian soul, suf-
fused throughout magnificent works by Armenian artists. Alice
Navasargian came to know all of that in Yerevan's National Gallery
of Art, the M. Saryan and H. Godjoyan Museums, which she saw
for the first time in 1996. No wonder she again visited Armenia a
few months later .

There is a moment in our lives,
When all desires are fulfilled.

There is a time when the spirit desires,
When it longs for memories.

N. Lucinian (19th century)

And indeed, Alice Navasargian’s work underwent a significant
change, adding new colors and becoming a unique commemora-
tive album—in symbolic artistic language—of the Iranian-
Armenian tie.

Now, when the cultural and economic ties between Iran and
Armenia have been re-established and strengthened, Alice
Navasargian's undertaking has gained exceptional value, under-
stood as the first harbinger dedicated to productive spiritual
bridges, and also to future works on the subject which are still in
their beginning stages.

Of course, it would have been desirable, as the author noted,
that the works of the medieval Iranian-Armenian painter Hagop
Jughayetsi, Minas (Zohrabian), Hovannes Merkuz, Asdvatzadour
(Bogdan) Saltanov who worked for many years in Russia, the
artists who decorated the royal palaces, the All Savior's Monas-
tery, and other churches be included in this publication. Mention
of them and their works has been missing from other volumes
devoted to a history of Armenian art, rendering their works unfa-
miliar in art-history circles. One must point out that the above-
mentioned artists and their works belong to the 17th and 18th
centuries, while, as the reader can easily see, the author’s narural
inclination is toward the new period of Armenian art, which

began in the second half of the 19th century.

Aside from this wish, Alice Navasargian’s work has completed
its intended purpose and is a beginning point for future scholarly
studies on Iranian-Armenian art. One must sincerely congratulate
the author for closing this accumulated gap in the field. Her
accomplishment, which is responsible for the development of a
more complete picture of Armenian art history, is no less impor-
tant for also inspiring others dedicated to publishing comparable
works about other Armenian communities.

Those who are able to distinguish between spiritual life and
daily life, the permanent from the temporary, and those who are
conscious of the significance of the spiritual-eternal in the life of
the people, all will love and appreciate this work dedicated by
Alice Navasargian to the artists, past and present.

SHAHEN KHATCHATURIAN
Director, National Gallery of Art, Armenia

©1997 Alice Navasargian
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The Araks River, which has its source in the high moun-
tains of Armenia and flows towards the East, since ancient
times has been the boundary between Iran and Armenia. The
bridges built across the river have for centuries provided for
economic and cultural ties between the two peoples.

The mutual ties between Iran and Armenia extend over a
period of nearly twenty-five centuries. The occasional political
disagreements and wars, which are natural in the history of
every nation, have not, in a broader sense, disrupted the
friendly relations of the two countries and peoples. The basis
of that relationship has been trust, and the concept of future
helpful relations with each other. Ancient Armenian kingdoms
were forged during periods of mutual cooperation with the
powerful and widespread Achaemenid Persian Empire (6th-5th
c. BC) and the Sasanian Persian Empire (3rd-7th c. AD).
Historian-academician Morous Hasratian, reflecting on that
period, wrote, “The Iranian political-legal and economic influ-
ence had an impact on the moral and material culture of the
Armenian people. Under the leadership of its nakharars and
intellectuals, Armenian culture was influenced by the Christian
religion, gradually giving to the Armenians their unique
national identity. A little later, Armenia raised an even more
important national flag, creating their own alphabet and learn-
ing. Armenian culture prospered and developed so much under
the political influence of Iran, that it would be difficult to say
whether another people with its own government could have
achieved the same. The entire Sth century AD was called the
truly classical Armenian golden age.” (Armenian Studies
Journal, Beirut, 1979).

In succeeding centuries, for almost a thousand years, Iran
and Armenia shared a similar historic fate, characterized by
heroic struggles against destructive hordes, in the name of free-
dom and national identity.

The next period of relations with Iran, whose influence we
feel today, began in the modern period in the 17th century. Iran,
in the period of the Safavid Dynasty, 16th-17th century, showed
significant development, recreating a unified national state and
land. Its ruler Shah Abbas I deported thousands of Armenians
across the Araks River into Iran, on the one hand for strategic
reasons and on the other hand for economic progress, with an
eye to improving economic ties with Europe. Land in the south-
ern part of the capital of Isfahan was apportioned to the
Armenians. Foundations for the Armenian city of New Julfa

©1997 Alice Navasargian
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twhwt wyhunwlwiunphtup wwpwdpwiht wdpnnew-
Gwinpbwdp hwunkpd: Uh Ynndhg nwquwlwl, dhu
ynnuhg winbuwlpwt pupguueddwt, Gopouugh hbn wnb-
npuljwt Yungtiph wziumdwgiwt twwnwlm] Guh Uppwu
Unwehup Upwpuh unhbphg Ppwt £ obnuhnfund puguiw-
hwaquwp hugkph: Uwjpwpwunup bubwhwth hwpunod
Upwig Jwnugmd U hnnuowpwdmppiuubp: 1605-hu
gpund B Lnp Qo hugjuljwt punwph hhuptpp:
<ughipt unwine B wokuwpug wpnotngehtulip, npnlg
Ute, huswytu tnud b owypndbunp W, Swpuwqupbwp,
suwpswljut wiuwpmphtup hwunhuwgwt hwdwupht
utnwgwd  Juplinpugni wrwudlnwzunphnwubphg GEp...
Lnp  Qniqugh  unphuwd wipu Ypotwlwpywljwl
puptmpnjunyppiup onunmy wyt nuipApbg wdpnne hwdwjuph
vpwlmypught nu Ypouwljwt YEuwmpnt: [@hdwljuy wnwglinp-
nuwpwip hp hndwuwmpniphtup nwwpudkg bpwbh nge
Eplpuidwutiph Uty gpuwd 64 hugwywy ghinkph, Pwupw b
PFwnnuwwun punupubph nt <ungluwunwih Jpuyg: Lnp
Qninuynud, wpnt 1630-hg juwenpnuwpwp hhdutkght
Bpynnpnuwiyut Juipdwpwibp, wew twl hwdwuwputp!
fowswnmp Ukuwmugne Ynnuhg, np hwugphg  puquwbigne
spswlwitwpinubp, wintuwghnwlwy (ngpe Wuwwnpwu-
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FRULLULLD
Wupupn Ul

PORTRAIT

Anonymous artist, [ran, 19¢th century
il on glass, 23 x 16cm,

Martiros Sarian Musenm, Yerevan

nnptiwdp, wpdwih’ ooyt vhawqquihtt welinph dty
twutiughunwgwd qunnueh dps (¢« Lop Qowwes, UEutnhly,
1991):

Uh pwilh nwuluodbwlmd, Lnp @nquwt nuebmd § ng
vhuy funznp wnlunpubjwt, wil qupquigwd wphbumu-
mpnptiw ne dawlniph YEunpnu: Pwnupnd hfduomd E
tnuupwit, unnigoud 24 Bybnbgh, wnp puud gihawenpp’
Eothwdthg thnfuwnpuud uppwqut pwpbp ne dwundupubp
withnthnn Unipp UdUwihplhs Juitipp:

Ppwtwhuwy qunnuyenwd uljupgnuehtt niubighp £ wnwid-
Uwywwnnidy wnbn: Swwljuwktu  phinmu tp dwupw-
Uljupswijut wiptbuwnp, nph wowunngpubpp hptug htin phpl
Eht wjuwnbin hwuwmwniwd hwgbpp: Upunmbn L gnpdbg
hugulwt dwipwiljupsmpbwt Jbpght jungnpugni nhdpp’
Swynp muquybtight: Unipp  Wdbkuwplyhs Julupp
Ujwpwqupnb]p Bu punt hwdpun Juygbpud Jupybnubp
Uhtuup  (@nbpwpbiwt) b Sndhwiuutuy Uppmqp: Un wjuop
b punhwump hhwgdniup pupngnn Ulpopaulputs gnhwpubp
b unbndit] Uwhwibiwt pewth wpwpumbbpnud, hugluoluwi
Ljintghubipnwd nt fJungwubph mubpnw:

Lo wgu gpewlnud bt uyunthbnly, “Lwewph phuwu-
whuwyh whpwwbinnptwt opop (18-pn nwph bpg, 19-pn



RUUTLL2U whUSN L Muruunh<h
W Ulpuphy

PERSIAN WOMAN PLAYING KAMANCHA
Anonymous artist, Iran, 19th century

Oil on canvas, 115 x 82em.

National Gallery of Armenia, Yerevan

were laid in 1605. The Armenians received the widest of privi-
leges, among which, as Professor A. Hakhnazarian has noted,
“Administrative autonomy was one of the most important privi-
leges granted to the Armenian community. The religious and
secular privileges granted to New Julfa quickly turned it into the
cultural and religious center of the entire Iranian-Armenian
community. The Diocesan See of New Julfa extended its juris-
diction over eight regions in Iran, encompassing 64 Armenian
villages, and also over the cities of Baghdad and Basra in Iraq
and in India. After 1930 Khatchatur Kesaretsi consecutively
founded secondary schools and a university which graduated
multi-lingual students with well-prepared economic back-
grﬂunds that involved the community in international economic
ties.” (New Julfa, Venice, 1991)

Within a few decades New Julfa turned into not r.:-nly a
great commercial center, bur also a highly developed artisan
and cultural center. A printing press was built as well as twen-
ty-four churches, including the main All Savior's Monastery,
which contained sacred stones and relics brought from
Etchmiadzin.

Painting held a special place in the Iranian-Armenian com-
munity. The art of miniature painting, whose traditions had
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been brought with the Armenians, was especially well devel-
oped and fertile. Hagop Jughayetsi, the last of the great minia-
ture painters, lived in New Julfa. The master-painters Minas
(Zohrabian) and Hovhannes Mrkuz, who enjoyed great fame,
decorated the All Savior’s monastery. In Safavid times, artistic
gems—which up to the present day are reasons for awe—were
created in palaces, in Armenian churches, and in homes of the
wealthy khodjas (landowners).

¥ owo®

In this period and somewhat later, in the days of the
Ghadjar Dynasty, from the late 18th to the beginning of the
19th century, Iranian painting bore a distinctive European
influence. The appellation, “Ghadjar style,” was based on the
ruling family’s name. Examples of Italian and French painting
entered Iran. In painting, the principal genre became that of
the official portrait. Imitating the Europeans, Iranian painters
worked in oils, creating huge canvases, and adopting stylistic
principles of European art: the development of color surfaces
and sizes, the emphasis on perspective, etc. But the Iranian
masters remained true to the old national art, especially to
manuscript decoration, which was uniquely beautiful in world

©1997 Alice Navasargian



nuph ulhap), hpwiwlhwy Uljupsnehtup Ypowd | bpnugu-
Juwu ulwpsniptiwt npnawlh wgnbgniphiup  («"Lwswph née
punipwagpndp wuydwbwlwt E, wewswgbp b nbljuduwpnn
ghpnuwumwth wunthg): Ppwl Bu dnunp gnpdnud unuwpu-
i, $pwtuhwiwt ulwpsmptlwt bdngubp: Llopsngpbub
Uke, hppl wnwswwmwp dwup, qbphziunn £ nuntnwd
wwimolwwlt nphuiwuljupp: Shnbbpm] bpnuwghubphtu,
hpwugh Uluwphsubpt wownnw Bu hupwubplyng, unbndnud
fungnp swthh Guunubp, oguwgnpdnud wplwinbwl  wpbu-
wnht punndy nAdwdluuljwt uljgpnidupubp gniiwght duiljbpbio-
Ubkph nu dwwpubph  dpwlymd, hEnwblwph g Loogf:
TFpwiuny hwunbpd, vwlugu, hpwiugh dupuybntubpp
hwuwnwphd B dunwd hugptup hhu wpibunpls,  duuwn-
puiytu hwdwdwpniught duwlngeh Uty hp gbnbtigynipbiwdp
hquyh' gppught ulwpsmpbwbp: Wn wpunpu punpng
qdwulwph Uppnyehiup, junwlnyghiup, gnjuh dwppniphiup
nt npuwiig hbn dEymbmpn funp puwpuipubmgeghoup bl
wnwbAwunlmphtut B nunumd bwl 18-19 nuipbph
hpwbwlwy Uljupsnpbwt hodup:

Lnju Bplingen Yuiptith £ nhntp twlt Unp fnmugh huag
Uljwiphsubiph dow: Lwp' dowmhlUhg shikipnyg hpwtwljwi
wpthunhu, wyw Sdwiopwiwing twb bUpnwwljwl
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LLupupen Ulpaphs, Ppuwt

PERSIAN WOMAN WITH TAR

Anonymous Artist, 19th century
Oil on canvas, 116 x 83cm.
National Gallery of Armenia, Yerevan
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uljupsmpbwn, hpkug Ypouwlwl phdwubpm] gnpdbpnud
bpwup Lo Yuwpunphp b wqqunht wpbump nhdwgdh
wnwldbwjwmnphitiubph  wgwhuywumdp: U hwigqu-
dwuph 2unphht k| Upwig wptbunp puljupenwd £ ohppl
vhewuybwy vh onul huguwljwl dhetunupbwt  wmbuwnh
wuwlinnyputiph ne bnp zpswth dpwymeph unbndwgnpdwljwi
Agunulfubiph Jdheli:

19-nn quip: Gipnupugnud wlwnbdhguh nbd wpuypupnod
Junrutnulpwd  nndwinhqup JEnwgnend £ lpuoowpmd Yep-
wwpthunh qupgugdwt Ute: Unwe Bu dnumd jnequiljuitl
nt qguguiniupwihup’ hppl umbndwgnpdwlwl npnzhs
gnpdot: dhpwtwpnud Bu wpunnlbiph Gunmgdwt nuouwljut
uljgpniupubpp: Suskn gniut m wuluwzuwun gdwtljupp
o Bu ygmquppphn wpowupansmpbiwdp, quinbogng
dwpnluiht widhewlwt wwypmdubph pwpgiwis:
Suwplwinath sk, np nndwbmhlpulput wptiunh hEmlbinpn-
Ukpp unp Unnubtpng Eu jugymuwgnpdnud Uplbbppp,
wplibjbwt wpthunh Jdte npnund Unp juouph hnghijwt
whniupbbip: Awwnuhwgh, 2htwunwih, Sunuunwih,
Ppwith hupbwwhy me junphpnwienp dowlngpp quinumd £
hwipunhwunyp himwppppnipbwt nt nwnwwuhpdw
winwpljug:



LUuMNas oreueskusnd ubhue
Ui huay Uljwphs

THE WOMAN IN BLUE

Anonymous armenian arrist

il on canvas, 62 x 45cm.

National Gallery of Armenia, Yerevan

culture. The natural subtlety of line, clear and pure colors, and
deep lyricism were essential characteristics of that art and also
for Iranian art of the 18th to 19th centuries.

The same phenomenon could also be observed with the
painters of New Julfa. Coming into close contact with Iranian
art Frst, and then becuming familiar with European styles of
painting, they gave importance to the national art style and
maintained its unique characteristics in their works of a reli-
gious nature. Thanks to these circumstances, their art was seen
as a connecting bridge between the traditions of medieval
Armenian art and the creative tendencies of the modern cultur-
al period.

In 19th-century Europe, in the successful struggle of
romanticism against academics, development of the art of por-
traiture underwent a revolution. The emotional and the
impressionistic were thrust forward as the determining factors
in art. Classical principles of the construction of the painting
were reconsidered. Resounding colors and unrestrained draw-
ings took on an agitated expression, becoming the reflection on
man’s interior IEF:‘. It is not surprising that followers of the
romantic art movement expressed new facets of the East, seek-
ing new spiritual sources in Eastern art. The original and mys-
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terious cultures of Japan, China, India, and Iran became sub-
jects of general interest and study.

Literature, architecture and painting as well as the popular
applied arts and legends of the Orient, were presented in
Europe as a world of rich imagination, unusual beauty, and
unending charm.

The waves of that “storm” reached Armenia too. And the
Armenian people, for whom the creative and spiritual life had
always had a life-affirming meaning, turned its attention first
to Iran, so near and familiar. The cultural ties between the two
countries became based on new foundations and received new
content.

With their spiritual treasure-house hairens, the Armeian
people were seen as spiritually near to the poetic world of the
great Omar Khayyam, Hafez, Firdusi, Nizami, and Saadi. In
the field of music, first Sayat Nova, and then the late 19th cen-
tury composers Nigoghayos Tigranian and Alexander
Spendiarian were the first, who rrﬂ;cnng on the popular music
of the Iranian people, enriched it with new subtleties of color,
in distinctive Armenian style. In the final decades of the 19th
century, the Armenian painters Hagop Hovnatanian, Vartges
Sureniants, Martiros Saryan, Hagop Kodjoyan, consecutively,

©1997 Alice Navasargian



Uplutph tpypukph  gpuiljuungepit no putnuumbndne-
phitip, Swpunwpuwbnmphtit e Uwpangapcup, pluggtue b
dnnnypnuljwt Ghpunuwlpot wpitbunt ne (hghumubpp,
Gipnwwihtu ubpluywind Bu hpplt hwpnowm Bploolju-
jniphiwt, hpophtwl gbnbgimpbwl ne wiugun quwgputph
wizhuwph:

n dbd «thnpnpyh» wihputipp hwobnd G Uwhb

swjwumwi: Bt hwy dnpnynipnp, nph  hwdwp
unbndwgnpdwljwi, hnglinp Yhwlpp dhan kgl EYku-
uwhwumwindul hwow, hGnwppppnphiiubph hp wnwsh
hugbwgp nupnnud £ oghuh dowhly nu dwuop bPpuwi:
Uawiljnipunht Guwbpp hwpbwb Gpph htine gpeoaad B Unp
hhdph dpuwy, uumwtnod unp pafuiinulpnogehou:
Uhguwnuwpnd hp hngnt quidwpwiubpp «hwptu-
ubpny» puwguwwpnnn hwy dnnndmipnp wjupwlu hngh-
hwpwaun E puljupmd dbdt Odwp bugbwdh, Swbtqp,
btpgnunt, ‘LEtquuph, Uwwnhh pwiwuwnbnduwlju
w7fuwphp: Gpwdponmpbwlt  plwuguiiunnud uwju
Uwiwp-Lnguwu, hulj 19-pn nuph dbpegtipnud Yndungh-
wnpibp Lhinnuinu Shgpuwubwut nt Uikpuwlnp
Uwbunhwpbwup wnwehbbtipp bnwt, np winpunupdwt
hpwtbtwh  dnnpmipnulput dhpnupt: Swponwgpht wit Unp
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LUEULPL EEAPUSULD HhUULGLNT
Swynp Snfuwpwibw

PORTRAIT OF NATALIA TEUMIAN

Hagop Hovnaranian

il on canvas, 18405, 35 x 28cm.

National Gallery :JJI" Armenia, Yerevan

gniibpwuqubipny, huglpulut Jusnd: “bwph dbpght tnwu-
twdbwlubphg hwy Ulpuphsutp Swinp Snduwpwubwnp,
Yuwpngtu Uniptubkwugp, Uwpmhpnu Uwpbwip, Swinp
Unembwlp jwenpnuwpwp juymnbght npugh Gplhpnod:
Lpwig Guunubpnd wpouuegnpight Pputh puwzhowuphh
ghnbgyniphtuubpu nu dnnnypnh Ykugwnp: Ulubkght
hwiwpth] U hEnwguymd Suguunwih  pubquputiibph
qupnp nupdwt hpobbwt doulneh udngubpp, npnughg
punpuud vh awpp Ujwpauljw Gplybp wuhpwdban guwp
qhinbink wyu huranpnud:

Wjuwku uwlubkg unp ke npbp bpwi-<wjuwumwi
dowlmpuyhtu wnuymphiuubph dte, npht guop, Jhéwluud
stp pwljwunt swpninulnipht uinwinog bpluy quipn:

Fuyg wyuophtwly wiptwlwh Jhawlp stp YJupnn
jupuinlip: bp wijwunehtup tuwdwd  Suywunwp  npuh
htn Qugnn wnwsh udngpep Juinnigbg htig Pputih s,
Upwpuh epbph dpugnd: Shpuh, nduup b antibp hht Quwgbph
Ybhpwhwuwmwmdwh b Unp wpguuowenp pupbljudngebw
hnwuljupubp ununwgnn dtly wy wouetyp quin junphpnatihy:

<uw) ulpuppsubphg wnwshup, npp 1870-wljwuubkphu
Ukljukg Prunphq, n wwpbg bpwbnad dhugh Yhwiph hpsp,
nhtwuljphs Swinp Snjuwpwubwut tp (1806-1881):



uvuuElLh rhUiiuulee
Suwlnp Snfinupwitkut
PORTRAIT OF ANANIAN

Hagop Hovnatanian

Oil on canvas, 18405, 34 x 27cm.
National Gallery of Armenia, Yerevan

became well known in the neighboring country. In their can-
vases they depicted the natural beauty of Iran and the world-
view of its people. These examples of Iranian cultural art began
to be collected and later became the adornments of Armenian
museums. We felt it necessary to place some selected examples
of these in this volume.

In this way a new page was written of the cultural tie
between Iran and Armenia, which, unfortunately, was not able
to see its natural continuation in the last decades of this century.

But this unnatural condition could not continue for long,
Armenia attained its independence and built its first bridge to
the outside world with Iran, over the warers of the Araks River.
Indeed, it would be difficult to find a more living symbol of
the re-establishment of ancient ties and the promise of future

fruitful friendship.

Portrait painter Hagop Hovnatanian (1806-1881) was the
first of the Armenian painters, who in the 1870s, were sent to
Tabriz and lived for the rest of his life in Iran.

3ubNe 3N LUBULEUY This great master of 19th century Armenia art was a mem-

1806-1881 ber of the famous Hovnatanian family, which produced six

HAGOP HOVNATANIAN generations of painters over a two-hundred-year-period. The
17
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19-pn nwph hwjjulwt ghnuwulupsnipbwt wju
fungnpuignit Juiptionp wuinlpwund £ Snjuwpwbwuutph
wwiunnp punwuhpht: Gpyne hwphpudbwyh  pupwgpnud
wyn pUunwihpp vt £ uluphsubiph gbg ubipniun: “Lnp
Qnunutghubpht qnigwhbn, hpplt wqguyht Ulwpsnuptiut
hhtt nu Unp gpewltbtpp Yuwynn onul], wuquwhwwmbh £
Upwug nbpp hwy vpwlynph wuwndmpbwt oty: Cunwthph
ulqpuunnpnnp tinkp £ jujnup pwlwuntnd ne uljuphs,
Eevhwouh Uwyp wwéwph npibwiulwpubph wrwehl
hnhtwly (gnpdp awpniuwlpkp © nppne bt panubph Ynnuhg)
Lwnu Smjuwpwup (1666-1722): Swlnpp Lwnwzh pnowi
pnnt E, gbhpnuunwuh Jepght ubipluyugnighgp:

Swlnp Snjuwpwibwup &by t @Ehbthunwd, dwu-
twghunwlwl ghnbihputip dtnp phptp hophg, Gltinkgulwl
ujuphy Uypunnuwihg: Ugn gpewimd, Uunpyndyuuh Ytu-
npnuh’ pwaquwqg @hdthup puwlnipbwt qguih wnljpup
Guqunui Ehu huwgbpp: «d phuwlup tpowbnp,— Jyugnod
b dwdwiwlh dudngp,— qugnd tp Snjuwpwubwuh dow,
Uw jusnnmpbwdp puwiwpwpnd Ep popnp wwhwugubpps:
Uguughuny  S8nJuwpwibwip phiwluyuwpubph pugnud ujun-
thputp b umwgbp, Uwpbp juniuwwbu ndilinp juwth
widwlg, hwpnuwmnubph Jwiwig me quuwlubphu: Ujuop
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PrULLAR M PEE E<CMULLhS
Bwpmphtt Swdhubw

IRANIAN DARVISH FROM TEHRAN
Harouriun Shamshinian

Qil on canvas, 1898, 17 x 12cm.
National Gallery of Armenia, Yerevan

Uupw  dwnwugnpbiwt thnpp dwut | dhwyt wuwhuwekg,
sning 40 qnpd, npnup fubwdpm] hwoopt] ne gnugunpod
b Swjwunmwih Ugqgupht wuwwnlbpuwupwhh wrwUudhl
nuth h&nu:

Snuwpwibwih phdiwujwpubph wrelt nhwnnl
wluwiwy hwdwlpnw £ rwwpophtwly (pngebwt ne junphprnw-
mpnpbwt gqgugning: «3njuwpwubwuh gnpdtipp nwnhp
nhntithu,— gpmd £ wptbunwpwt &, Mwswnpbwtp,—
pund £, b wwwnikph Juumwpnodp® Jupnne pbupt ne
wnnnrqupnp Udwt uuwpbpne punhpp, wdtt wiugqud
Lpewihy wnhp b pudtnkp Uywpsht pulubne hp pniu
nwnptpph Uke, npulnptine hp Ybpwpbpinidupp punebwt n
Uppwlwl wpuwphh wdtt ¢h hph hwunbyy, ubpljuugub
uyt nulbpswlwu uppmipbwdp, phippinugud, pwbwu-
nbindwlwiwguwd: Upbunwgbnht hbnwppppmd Bu ng
wjupwl dwpnne hngbhpwuwlwy gqdébpp, nppwt hupp’
vwpnp: Gu tw dhpn numpmipbwt GEunpnund £ oupuhnod
dwpnyuug niupkpu ne Anptpp nu wnwbdtwwby’ wubu
hptup hpbug Uwynn me juihuputph wtu thwynn wspbpp:
Uy, hushtt hupnwd b Snuwpwubwuh pahtp, wbwnp |
gnjuny nu Aum] hush dwpnip, pwthwghly, nuniw) utipphu
mbunqnipbwt  wpunwgnpnd, puntw) ghnuuljupswlw



MUrUyblL S AUGULS
Wwpngtu Uniptubwlg
FACADE OF PERSIAN HOUSE
Vartkes Soureniants

Oil on canvas, 1884, 37 x 28cm.
National Gallery of Armenia, Yerevan
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role of the Hovnatanian family in Armenian cultural history,
along with the artists of New Julfa, is invaluable as an example
of the link berween the ancient and modern periods of
Armenian art. The founder of the family dynasty was famous
poet and artist Naghash Hovnatan (1666-1722), the first to
create the frescoes inside the Cathedral of Holy Etchmiadzin, a
job which was continued by his son and grandson. The last
representative of the family was his great-great grandson
Hagop Hovnatanian.

Hagop Hovnatanian, born in Tiflis, was trained in art by
his father Mgrdum, who painted churches. At that time, a size-
able number of Armenians lived in the cosmopolitan city of
Tiflis, then the center of the Transcaucasus. “Whoever wants
their portrait painted runs to Hovnatanian, and he successfully
fulfills everyone’s needs,” testified the contemporary press.
Thus, Hovnatanian was commissioned to paint numerous por-
traits, especially of the rich upper class and their wives and
children. Only a small portion of this legacy, about 40 works,
have been carefully preserved and exhibited in a special gallery
surnr@rhL CUUGPLEUL in the National Gallery of Art in Yerevan, Furn‘n.‘:ni;fI

1856-1914 In front of a Hovnatanian portrait, one involuntarily falls
HAROUTIUN SHAMSHINIAN into an unusual silence and feels the mystery of the work. Art
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gnhwp: U £ bEnbp UWgwpsh wpwpdwl hwoonwdpps
(3. Snuwpwibwl, Gpluwl, 1989):

Umu hpwnwpuwynpbwt oty Smjuwpwubwu) ubwgh
nhiwulwpubphg tyh hwplwimpbwdp ubplujwoguud
Twl tngu gpewiinud unbnduwd  hpwlwljuts Ulwpymeptwtp
punpny dh Udni: Qupnuiht, phlnpuwwmhe nwppbph
hwinby Snjuwpwibwuh utpp YGugmd £ upw npnwih
Juwwp wpbbbwyu dawlngeh hbn (uhowg sEup (huh, Gpp
wubtp, np hwy wmbunh hwdwp Uplubpp’ hhttwlputimd
Upwlwlbky £ bpwi): Uhw Ynnuhg, qqugind  uwh
mjuwpwibwuh hpwguzowluot, duuuodp endwbn ol
bpwiig niubgnn wptbunh Qugp bp dwdwwlh bpougulpuri
b nnwwljut phiwiupsnipbwtp: Uwnluogt, Uuwd
wnlsnphtuubpp Jud tdwungehtup unuly wpmwpht pungg
KU pnud:
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Vartkes Soureniants,

Qil on canvas, 1885, 48 x 40cm,
National Gallery of Armenia, Yerevan
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Vartkes Soureniants

Oil on canvas, 1889, 120 x 44.5¢cm.
National Gallery of Armenia, Yerevan

critic Shahen Khatchatrian has written, “Looking carefully at
Hovnartanian's paintings, it seems that the commission has
been fulfilled; the portrait of the man and the subject of his
painting, is always a happy occasion for the painter to create in
his true element, to express his action towards nature and the
material world and to every object, depicting that golden sub-
tlety, crystallized and turned into a lyrical poem. The artist is
interested not so much in man’s psychological situation but
rather in him, the man. And concentrared attention is always
drawn to the face and the hands and particularly on the twin-
kling eyes which seem to look inward on themselves.
Everything which the artist’s brush touches should resound in
color and form, penerrating, embodying his inner vision,
becoming a painterly pearl. This was the artst’s creative credo.”
(H. Hovnatanian, Yerevan, 1989)

In this publication, one of Hovnatanian’s portraits of a
woman resembles an example of Iranian art produced in the
same period. Hovnatanian’s love of colorful ornamentation and
decorative elements demonstrates his strong ties with Eastern
culture. It would not be incorrect to say, that for Armenian art,
Eastern means primarily Iran. On the other hand, one can also
feel in his art a connection with realism and some of the roman-
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FIRDAUSI READS THE POEM SHAHNAMEH

TO SHAH MAHMOUD GHAZNAVT, Vartkes Soureniants
Oil on canvas, 1913, 138 x 162cm.

National Gallery of Armenia, Yerevan
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FIRDAUSI READS THE POEM
SHAHNAMEH TO SHAH
MAHMOUD GHAZNAVI

Vartkes Sourcniants
Detail

tic elements of contemporary Russian and European art. Bur
those comparisons and similarities only have an external nature.

Hovnatanians main style, similar to his grear predecessors,
is the expanse of colors. The colors breathe, they are clean and
not subject to the principles of perspective. Aside from their
decorative aspects, the colors aid in the discovery of the inner
world. In the portrait of Natalya Teumyan, for example, with
the use of dark green, white, and pink and in the delicate har-
mony of the painting, he has created a musical, poetic portrait.
There is a balance of color, simplicity of form, and restraint in
Hovnatanians works, which have given his small-sized paint-
ings a deep expressive quality, communicating their compact
and majestic qualities.

The main sources of Hovnatanian’s artistic style, pictorial
language, and world-view, was Armenian medieval art . With
his original creations he logically brought to a close the tradi-
tions of previous generations and became the first great painter
of the modern period of Armenian art.

When photography became popular in Tiflis, Hovnatanian
began to be ignored. He left for Iran where he died. Among
the series of paintings created in Tabriz and Tehran, the por-
traits of Shah Nasr-ed-din seated on a horse and of his son
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Muzafar-ed-Dini, are distinguished from the rest in terms of
content and style. Unfortunately, we were not able to provide
photographs of those paintings in this album.

It was in the 1920’s, much after his death, that
Hovnatanian was “discovered” as an exceptional figure in the
history of art. His legacy, as well as the masterpieces of the
Iranian “Ghadjar” school of art created in the same period, are
a part of the cultural achievements of mankind.

® %0k

In the second half of the 19th century, the development of
Armenian art continued along a different path characterized by
a close relationship with European and Russian art. The young
generation of Armenian artists, for example the artists of New
Julfa, left for Europe, to be trained in art education in St.
Petersburg, Paris, Munich and in other cities. Naturally, they
introduced new, European influences to Armenian painting,
combining them with the unique characteristics of Armenian
art, bringing a new quality to it. That process, which also rook
place in other cultures, continued until the beginning of the
twentieth century.
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FIRDAUSI AND SHAH
MAHMOUD GHAZNAYI
Vartkes Soureniants
Gouache on paper

1913, 29.5 x 29.5cm.
National Gallery of “Armienia
Yerevan
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Vartkes Soureniants
Gouache, ink on paper,
1914, 29.6 x 30.5cm.
Nationad Gallery of

Armenia, Yerevan

Of the Armenian painters of that period, Hovhannes
Aivazovski (1817-1900) gained international attention and
fame. Aivazovski, who was unsurpassed in his art which was
devoted to the depiction of the elements of the sea, created
more than 6,000 paintings of seascapes. Included also are
dozens of paintings with Armenian themes, in general con-
tributing much to the development of Armenian painting. His
home-museum along the shores of the Black Sea, in his home-
town of Teodosia, in the Crimea, has become a pilgrimage site
for many who have worked for the advancement of Armenian
culture. He founded the school of Armenian art devoted to the
sea, which included Gevork Bashindjagian, V. Makhokhian,
H. Mahdesian, M. Jivanian, K. Adamian, 7. Mutafian and H.
Minasian, the latter who worked in Iran, and others. The high-
ly talented painter Vartges Sureniants, whose work is tied in
many ways to Iran, was “baptized” at an early age by
Aivazovski.

Before discussing Sureniants’ work, it is necessary to
remember Haroutiun Shamshinian (1856-1914). He studied at
the Academy of Fine Arts in St. Petersburg. He then traveled
throughout Europe, finally establishing himself in his birth-
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place of Tiflis, where along with his painting he also worked as
a teacher. Shamshinian loved ro depict Caucasian nature, the
life-style in Tiflis, and characters from different nationalities.
[n his series of portraits, “The Iranian Dervish” is especially
masterfully executed. The model’s gaze is deep and the expres-
sion of the eyes penetrating. It is clear, that by impressively
depicting the Dervish, Shamshinian expressed his warm atui-
tude roward Iran, which he never never had the chance to visit.

The artistic legacy of Vartges Sureniants (1860-1921)
devoted to Iran, is an invaluable body of work in the cultural
links of the two countries.

Sureniants, the son of a priest, was born in of Akhaltskha,
Georgia. He received a multi-faceted education and mastered
several languages. He graduated from the Moscow Academy of
Art as an architect, and then went on to receive an education
in art at the Munich Academy of Arts. Surenyants worked on
theater design and book illustrations, and created frescoes in
the Armenian Church of Yalta, executed in a style similar to
the frescoes done by Hovnatanian in Etchmiadzin. However,
he is best known in Armenian art as the founder of the school

©1997 Alice Navasargian
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Vartkes Soureniants

Ohl on canvas, 1918, 21 x 79%cm.
National Gallery of Armenia, Yerevan
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Hovakim Miganajian, oil on canvas, 1913, 42 x 55 cm,

National Gallery of Armenia, Yerevan
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of historical painting. With his depictions of the Armenian
massacres of 1895, especially in his series of huge canvases:
“The Monastery of St. Hripsime,” “The Trampled Sanctuary,”
and “Semiramis With the Corpse of Ara the Magnificent,”
have remained unsurpassed to this day for their complex ideol-
ogy and original conception.

In 1895, as part of a group of Russian ethnographers,
Sureniants traveled throughout Iran for two years, He was
enraptured by the ancient architecture of the land and the
ornamental decorative art of Iran. He painted dozens of stud-
ies, which he later exhibited in St. Petersburg. In that period,
the echoes of the immortal “Scheherazade™ were felt in the
paintings “Serenade” and “Escape From the Harem,” which
were executed in a thoroughly romantic style,

The artist, inspired by Iranian culture, collected rich mate-
rials for his future works. Besides that, he became interested in
the literary work of the famous translator of Shakespeare’s
tragedies Hovhannes Masehian, who had received official
&ip%ﬂmatic status from the Iranian government. Following his
example, he succeeded in translating the famous playwright's
“The Tempest.”

Ten year later, Sureniants exhibited a large canvas in
Moscow devoted to the Orient called, “The Young Hafez
Praises the Roses of Musel to the Beautiful, Youthful, Ladies of

©1997 Alice Navasargian
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PERSIAN WOMAN

Martiros Sarian

Tempera on board, 1910, 36.5 x 33.5¢m.
Martiras Sarian Musewm, Yerevan
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Martiros Sarian
Tempera on canvas, 1915
112 x 120cm.
Private Collection, Russia

Shiraz.” Unfortunately, the painting until today has remained
lost. According to the published opinion of famous Russian
intellectuals, artist I. Rebin and art historian V. Sasov, that
painting was a great masterpiece.

When one enters the Sureniants hall in the National
Gallery of Art in Yerevan, one painting in particular immedi-
ately attracts attention, a painting of extraordinary Near
Eastern beauty, “Firdusi Reading the Shah-name to the Shah
Mamhmut Ghazavi” (1913). As one gazes at the painting, it
seems one is first going to see the famous poet’s face; instead he
is depicted in the foreground of the painting with his back to
the viewer. It quickly becomes clear that in the artist’s concept,
Firdusi's Shah-name is Iran entire, the beautiful land of Iran.
Everything in the picture—the Shah, his throne, his body-
guards, the almond-bearing youth, even the tiger sitting at the
Shah’s feet—are under the magical spell of the poem. Thanks
to the general yellow-green palette used in the painting and the
magniEccnt decorative harmony of the painting, the people

UUrsShNU UUrGUL and the objects around them are seen as a unified whole. The
1880-1972 | impression of an unfolding carpet, capturings and condensing
MARDIROS SARYAN the soul of the country, is created by the painting,
29
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PERSIA: A STREET IN TEHRAN, Derail
Marrtiros Sarian, tempera on canvas, 1913, 147 x 185cm.
M artivos Sarian Musexm, Yerevan

hp qqugnnmpbwdp, Unpupwlwy unbndwgnpdnipbwdp
gqniguuhbiniig wipnh wpthumpt, Upw ulgpniupubkphli: Sknhtu
E hetiy, np nupuulhgph Upnwwgh jugnth  qupgtnttpp
unp wpmwjuymiwadbbp npnubkjhuy ubbnmu JBnwnupa
hwiiwgp nupntightt ntwh hht pwnwpwlppniphiuutiph
upwilnipp:

Pppb Uplibpph hwpugquinn quinwlih, Uwpbwuhtu Aghp Gu
wplibjbwu Bpypubpp: Awtwupuphnpnbihu o pdpngjutb E
wyn hpophuwly wuwphh padt Engehtup: Gghwunuhg
jhing, 1913-ht, Uwquunupwt, Uwpwunhuwp, FPupdpng
Bppnpny bw GByun EGhpwi: Uu wephe JUupwlnskup oh
hwwiwd Uwpbwih «9Gpunndtubp hd Yhwlphgs qpphg.
. dhitwquaup Fuduwunh pugp onzngnd B wiguad
ghztipp: <hipwutp mwumhpng Udwb dugp puniphiup’
Uljupsh wibwdhd nu wipuuwswt pwpbljudp, hud hp
ghpyu tp dbpgpb: Ywhiwpnwph win puquinpnipbw dty
wutu huy hkphwp, bLpwqg Etp puad, dwulnipbut
thingnightuubph ne wwpnuwubph Wdwl pwngp no



The love of the artist towards Oriental culture penetrates
into each of his works in the Iranian series, as well as in his il-
lustrations of books, giving rise to unending awe to the viewer.

* x %

The works of Hovakim Miganajian (1883-19 ) are testimo-
ny to his worship of the Iranian miniature art. The little
known Miganajian lived most of his life in Moscow. Some
works are in privarte collections, and some are in museums. The
Armenian National Gallery of Art has only one of his works.
About forty of his paintings were exhibited in Moscow in
1916. In his catalog for the exhibit, N. Lavrski recorded,
“Miganajian’s art is a poetic fable, colorful, caressful, like a lul-
laby. He is in love with the East, but his East is unreal, dream-
like.”

Miganajian spent his youth in the Armenian city of New
Nakhichevan, on the banks of the Don. While sull a child, he
visited the Transcaucasus with his father, and went as far as
Iran. Perhaps it was during this time that the idea of spiritual
ties with the homeland took root within him. While a student
in the Art Academ}r in Moscow, he did not follow his teacher’s
instructions to paint nature and his surmundmgs his imagina-
tion roamed in other places.
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EASTERN INTERIOR
Martiros Sarian, paper, watercolor, gouache, 1918, 39 x S8cm,
Martiros Sarian Museum, Yerevan

The true characterization of his art is captured in his own
words, “I have always loved to dream.” He dreamed of and
painted gardens of paradise, trees and flowers, the gentle deer,
and beautiful girls dancing on colorful carpets. Miganajian
challenged the viewer to be cut off from the weariness of every-
day life, to seek the beautiful everywhere, to live with the
magic of “The Thousand and One Nights.” The artist’s song is
about all this, nourished by the life-giving waters of Iranian
art.

L

In the 20th century, Armenian art was notable for the
emergence of Martiros Saryan (1880-1972). In contrast to ear-
lier artists, he refused to be influenced by the contemporary
techniques of Russian art and made it his task to form a new,
individual artistic style. Combining the traditions of the
Armenian national style of art with the school of French art of
the early 20th century, especially the principles of Fauvism, he
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A TAVERN IN TABRIZ
Hagop Kodjoyan, tempera on canvas, 1922, 67 x 98cm.
National Gallery of Armenia, Yercvan
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created an original, modern art which was consonant with his
world-view and spiritual outlook.

The first key for Saryan in the expression of reality was the
hot atmosphere of the Armenian and, in general, the Oriental
landscape. The artist, who was born in New Nakhichevan, saw
the land of his forefathers, Armenia, for the first time when he
was 21 years old, in 1901, and was thereafter always tied to it.

In Saryan’s art, the forms of reality are reproduced in an

extremely simplified form, reborn as flat, colorful expanses of

color. The artist’s live and especially resounding color, in con-
trast to the Fauvists, is endowed with an amazing, one would
say deeply mysterious quality. It is as if the artist is the source
of light, and he bears the light. The relationships of colors,
often contrasting, create a hot, bright illumination in his paint-
ings.

The artist wrote, “I depict what I see more powerfully
through colors, so that the light resounds more powerfully in
my canvas.” He did not view the East from the outside, as
through the eyes of a guest, but rather from within, by the call
of his blood. Saryan was a worshipper of the sun. His brush
was imbued with the sun and life flowed unrestrained through
his paintings. The sources of Saryan and the eternal symbol, in
which is encompassed the mystery of art, was in the past, in
communication with the Christian faith, and was in contact
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CAVALRY IN TABRIZ

Hagop Kodjoyan, tempera on paper, 1921, 23.5 x 29.5¢m,
National Gallery af Armenia, Yerevan

even with the spirit of the pagan past. On the one hand,
Saryan constructed a bridge toward the culture of his forefa-
thers, towards the world DF color of Armenian painting; on the
other hand with his emotions tied to the new, his innovative
creations run parallel with modern art and its principles.
Famous European artists of the beginning of the century,
searching for new forms of expression, turned their focused
attention toward the culture of ancient civilizations.

As a true son of the Near East, Saryan was placed by them
in Oriental art. In his travels he enjoyed the true essence of
that unique world. In 1913, after visiting Egypt, he came to
Tehran by means of the Mazandaran, Meshediser, and Barfrush
Railroad. In his work “Memories From My life,” he wrote,

“Dmentevi’s snow-covered crown shone in the nlght Mother
nature, like a hospitable host, a painter’s most sincere and
faichtul friend, held me to her bosom. In that magical king-
dom, everything seemed to be a fairy-tale, a dream, as sweet
and life-giving as childhood memories and traditions. With the
differing sounds of bells, the rhythmic steps of the camels cre-
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A STREET IN TABRIZ
Hagop Kodjoyan, tempera on canvas, 1922, 89 x 140cm,
National Gallery of Armenia, Yerevan
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ated an amazingly subtle music. The camels, bearing their bur-
dens, walked with their proud heads held high, towards the
sun. Not far from Tehran, the warter pouring over a h]gh warer-
fall was reflecting under the rays of the sun, the fairy-tale like
rainbows. | m.ldc wo p;nntmtr,s of thar waterfall. When I look
at them, very warm memories arise within me.”

In Iran, Saryan was most interested in nature and in the
life of man within nature. His traveling and painting are tes-
timony to this. These pocket-paintings are impressions only,
but "mrvan is not the painter of impressions. After returning
home via Rashd and Enzeli, he gathered and synthesized his
thoughts and painted a series of canvases devorted to Iran
which reflect the true essence of his painting.

“The Iranian Woman” is a small masterpiece. One imme-
diately notices that her face resembles a mask. Why a mask?
Saryan utilized that rechnique from a very early time in
works such as "Egyprian Masks” and “Oriental Suill-Life.”
He always depicted his scenes with a symbolic and lively
expression, represented as the symbol of cternal life. In the
“Persian Woman,” by making her face resemble a mask, he
emphasized her outlines, the classic, perfect beauty of her
almond-shaped eyes, which are at once mysterious and sym-
bolic like a mask, but alive and with the pure resonance of
colors and with the penetrating stillness of her gaze.

In all of his landscapes which depicted Armenia Saryan
always endeavored to emphasize the unique features of the
country. The same can be seen in the panorama “Iran,” where
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PORTERS [N TABRIZ
Hagop Kodjoyan, gouache on paper, 1921, 20 x 30cm.
Nattonad Callery of Avienia, Yerevan

with his sharp visual memory he synthesized and brought
together the most characteristic facets of nature. In the paint-
ing one sees the general view of Iran through a mirror. The
yellow-green palette of the painting is inundated with the
rays of the southern sun, cternal, undisturbed and peaceful.
The painting “Tehran Street” has a similar approach, but
with an even more ﬂl‘J]LL[WL analysis,

As an original painter of the Near East, Saryan enjoyed
great fame, tht’i.]d”jr’ in Moscow. In the newly constructed
castle of the Shcherbatovs, whose architect was Alexander
Tamanian, Saryan was commissioned to design a hall with a
Near Eastern style. The color-plan for that design has been
preserved, a wonderful piece of work, American civil engineer
and parriot Gourgen Yanikian, who had worked
Iran, donated the plan to the Martiros Saryan Museum in
Armenia.

In 1934, when the 1000th anniversary of Firdausi was cele-
brated in Armenia, Saryan did the illustrations for the poem
“Rostam and Zohrab,” a part of the epic Shah-name. The more
than fifty illustrations very closely resembled Iranian miniature
painting in their principle of solution and revealed a new facet
of the artist's mastery, his understanding of Iranian culture.
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PERSIAN WOMAN

Hagop Kodjoyan

Tempera on paper, 1922, 32 x 24cm.
Private Collection, Yerevan

SUUNE UNN3GLULL
1883-1959
HAGOP KODJOYAN
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From 1920 on, for two years, one other unique Armenian
artist, the master painter Hagop Kodjoyan (1883-1959), lived
in Tabriz. He was raised in a jeweler’s family and while still a
child learned the art of goldsmithing and engraving, which
were a forecast of the young Kodjoyan’s future. After he gradu-
ated from the Munich Academy of Arts, Armenian medieval
manuscnpt painting and pnpular decorartive arts became the
inspiration and school for the future master. In later years he
was inspired by the Armenian spirit of liberation, the spirit of
rebirth, and the daily life of the people after the tragedies of
1915. Kodjoyan created an unprecedented work, with his 36
illustrations of the popular Armenian folk hero, the epic of
David of Sassoon. The artist executed this masterpiece with an
unrestrained imagination, and with passionate and expressive
colors which were in harmony with the popular epic. In both
Kodjoyan’s artistic and graphic works one can see the combina-
tion of the historical and modern, in organic and original com-
position. He is considered to be the founder of the new school
of book illustration.

Kodjoyan’s work, created before he left Tabriz, already bore
the stamp of his original use of color. It was as if the surface of
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SHAKHSEY-VAKHSEY RELIGIOUS CEREMONY IN TABRIZ
Hagop Kodjoyan, tampera on board, 1919
National Gallery af Armenia, Yerevan

his canvas was covered in a gray/blue silver gauze. “The Ruins
of Ani” (1919) conveys a dramatic sense, due in part to the
artist’s ability to bathe the real view in a peaceful and mysteri-
ous atmospherc, created by unusual color.

The same principles were utilized in the realization of
Kodjo-yan's famous Tabriz series. Here, not only are reality and
imagination intertwined, but the real and the unusual, or the
real and the most impressive characteristics of the real. The use
of color has also changed; it is softer, giving place to resound-
ing hot hues.

The painting “Street in Tabriz” reminds one of a stage,
where constant activity is emphasized. It is as if the viewer is
present at a play which encompasses the entire wealth of an
exotic Oriental city. It seems as if you can hear the voices of
the actors. Everything is subject to the “director,” to the artist’s
will. The actors, such as the wise Dervish with a sharp beard,
the magician holding a rose in his hand and a woman with
smiling eyes, the youth on a donkey, as if on a horse, the shop-
keeper, the customer, the porters, all seen by the artist, kept in
his memory, all seen in their rich clothes, and then reassem-
bled. He puts them into their roles, depicts each of their
movements and “freezes” them for a moment. The painting,
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vwiupwuluwpsnipbwl nt jpwspwpbph bwhwqupniwh
trwymph wuwimnpubpp:  Thunybpugduwhu-optnudEumugh
hhwiwépp, pud b, wiulhgp-widwdwt, hp awupddwt
pupwgpht (nfuwlbpunud £ dh Auhg dhwp, dhpudmd
mbunnuilpwt htphweh, nhunnnht hwnnpobing w2huwphp’
npuku  qunbpdwluwt wpupsugnpdnphot guinuiguupps
(3. Ungmtiwul, Gplwtu, 1983):

Uwupwiljupawlwt wju gnhwpp, nph Jumwpdwl
uljgpniupubipp pwpnitwlpoud ne quipgwiumd Bu hnwguy
wuwwmwlpubph ke, Ungnbwll uwmbndbp L Gpluund,
bPpwihg Jhpwnwnuwnig jbnng: «Buwd Mwpulnihhus
Jupkih t ghnbp npuyku hpwdbznh Aoubkpg UYwpshu
hhippuljwiwd  Lpypht' hbphwpwihlt, <hwqupnuitly
ghzbpubph» bpwhi:
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Ppwuplt vwhiwbwlhg Lwhhshwih Swhnly ghuynud
Stunwd Ubnpuly Unwphibwlp (1884-1942) Unpuugn)u gpswith
huy Uhwpgniptiwt wiwbwnp nidptphg B Ppulwingehiup
tipgnn gnjubipnd (wuunbuoptt puljugbtine hp plungenyd w
utpAbunwi | Uwpbwupt: Unwpbibwip gbpnn uppngebudp
npuntd  hwwlwu  ghunh, gqbnsuwiwt wnopbkwyh
wnwidbwjwwmniy hdwypp, wiwiuwiht  wulyplubh
wlhupwppubph gbnbgyniphiup, pwliwunbndniphiu
aquinbpm)» wdbiwunynpuljwt nhuwpwtttph dke:
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@URCP2h BMEULERD
Suwlnp Unenjtiwl

CHILDREN OF TABRIZ
Hagop Kodjoyan, tempera on paper, 1921, 19,5 x 35¢m.
Private Collection, Yerevan

Fungpbiwls htin Gphluounpbiwt wyu Juipybnp uhplp k
Uwl wuwwnhtipkp punwpwih gnnuphly wuyhdiutp: Uy
qwpph gnpdtiphg & «%Eny dqlpep»: Gpluuth hhte andyugh
dounwluypnud, gwdphl wiwlutph dty Jtp junugwd hpw-
bwlywl dqyhpp’ wplh wwl wuwynugnn hp Gpljuwgny
qupbpnyd, UYwphip hpwdgunwd £ npuybu hht GplwUh
Awpunuwpuygbnwlwi ghnbglmphiuttphg Utynp:

Umbndwgnpdénnh  hp wwnwinht widtwgnpn
Juudbuwwd, Jhusle Jbpe wpibumh e hugpiuhphtt Whpood
wihwnwlwiunphtt  tp Uwpghu  Mwswonpbwip
(1886-1947): Uy L Uwpwphuymd, ungnpb] Epgpnuwdh
Dwiwuwpbwl  dqupdwpwiunwd: SEnuwpbunmwlwt
Yppmphiup unwghp <nnuh ghnupitbunb  wijuonbdhwgnod
(wiwpwnby £ onullt dbnugnd), b ®wphgh qupnupibunh
pupanwgnj nupngnid:

1915-h nnpbpgulput opbipht wswommpblwup By
Suwjwumnwl, pwthwnb] hwppbuh Gpiypnwd e ¢h pwth
nwpuy pupwgpnud unbndt] pwquiwhwqup  wiunniuhubph
Yawlpp wunnlbpnn znpe 500 Ulwp: bpwlig plnpuihng
tw gmgwhwintuutp b juwauwlbpybp bpnupulpwt oh pwpp
yEunpnubbpmd, nupdbp dup dnnndpnh  nwnweputpttph
Juikipwghpp:  1925-hu, wyn phuwnd gnpdtiphg Juquuud
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MAREKET OF YEREVAN AND
THE GEOY MOSQUE

Serrak Arakelian,

il on canvas, 1921, 70 x 102cm,
National Gallery of Armenia, Yerevan

UGH'ULY UMHJRELBUL
1884-1942
SETRAK ARAKELIAN

unusual, noisy, filled with humor and goodness, causes amaze-
ment and wonder about the Near Easr of that era.

The paintings “Cavalry,” “Restaurant in Tabriz,” and “The
Porters” are done in the same style and warm atmosphere, with
taste and beauty. Art critic V. Matevossian, discussing
Kodjoyan’s graphic work, “The Sleeping Iranian Woman,”
made a very interesting analysis: “The artist has created orna-
mental symbols of flowers, trees, birds, animals, even of the
sun, sky, and man. The beautiful decorative traditions of
Iranian carpet-making and silver work, and Armenian manu-
script illumination and kbatchkars (stone-crosses) appear in
them. The texture of the decoration and lines seems without
beginning or end, changing in its movement from one form to
the other, transformed into a visual fairy-tale, communicating
to the viewer the world, the idea of eternal creation.” (H,
Kodjoyan, Yerevan, 1983).

Kodjoyan created this gem of a painting, whose principles
of execution continue to be developed in his future works, in
Yerevan, after returning from Iran. “The Sleeping Iranian
Woman™ can be seen as a going-away present to his host coun-
try Iran, to its fabled “One Thousand and One Nights.”

L A
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Setrak Arakelian (1884-1942) was born in the village of
Chahuk, in the area of Nakhichevan, which borders on Iran.
He is one of the most famous figures in Armenian painting of
the modern period. With his colorful palette which sings of
reality and his understanding of nature he approaches the
stature of Saryan. Arakelian, with a superior subtlety, searched
for the characteristic charm of every-day life in the Armenian
village, for the fleeting moments of beauty in the autumn, and
for the poetry in even the most common scenes.

This master, who was in dialogue with nature, also liked to
depict the affectionate corners of the city. Among that series
was “The Mosque of Geo” near the old market in Yerevan.
Amonn% the lowly built houses, the Iranian mosque thrusts
upwards, with its sky-blue dome glistening under the sun. The
artist presented the sight as an example of the beauties of the
old Yerevan architecture.

L

Sarkis Khatchadourian (1886-1947) was an individual devoted
until the end to his art and to his homeland. He was born in Malatia
and was educated ar the Sanasarian School in Erzerum. He was

trained in art at the Reggio Institute of Fine Arts in Rome, graduat-
ing with a gold medal, and the School of Decorative Arts in Paris.

©1997 Alice Navasargian
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wpthutnwpwibph Jwnwswpwiubkpny, wsumnnipbwthb
Unghip U «Suwyng Yanh Bpghgs:

1916-hu Ulpuphep dwubwlgnud £ @rhpthund hhuuowd
Swy uljwphsubiph wnweht dhmpbwl, hulp 1926-hu,
@Quphgnut” «Uuh» puybpmpbwt Yuqiwlbpudwip:

Ujuwghuh hwgbgud gnpdniubmphitt dwowpwd  Ulwphsp
1930-htu quihu E bPpwl L dunwd Gpwjinwown dh
w2luwnwtiph: Lw wwphubpm] Wwhmod B budwhwinod
Guwh-Uppwuh 2pewuh npitwiluwpubph wwnikiwhwi-
dwlp: “Fpwlughg vh pwhup Ubpyuyugmwi | pupbpgnnh
nizunpnpbiwiup: Ppwth wpbunh Uwodwdp fuswhuh utp m
huswhuh  wiuwhdwb  hwdpbpngphtt Ep hwpljunp
Upyuophtwlbpne humiwp wyn hpwawhpubpp, npnup hunluilut
Udwimnugh b ghpnubwt Uhbphugh  Jhuwhnp wwawpubph
npubwuljupubph nwnwupothg whowmwupng  unbinduwd
wwinébubph htn, tw gnigunpnd £ U G-nd,  quitiisquits
Upnuwuwlpwt  punuptbpnd, wn panwd Puphgh 26ptyngh’
wpbbifbwu  wpiunh - patgupotnd: Qudlcdp wpbunwgbunh
gnpop pupdn guuhwinwlpth | wpdwbwunad duutnughntibph
Uynnuhg, hpuadp hudwpdgng uupwgnpdniph:
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Uwipghu  Tuwstmnngpbiui

LOVE DRINK. COPY FROM XVII CENTURY IRANTAN FRESCO
Sarkis Kharchadourian, tempera on canvas, 1934, 184 x 278cm.
National Gallery of Armenia, Yerevan

vwswnnipbwip ny Chuwyt bnkp £ Uplbiph tqulh
twilnipuyht Ynponutiph Ypluophtwlnnt e JEpwluigunnp,
willl jugwiuwpbkpnnp: 1971-hu vwswwnnpbwuh Yung'
Uljwpsnthh Yuww Uwpghuh swupkpnd wpdbpunnp wyn
hwiwpwdnitt hwigpuuil] § Gplwunw: Uy gnpdbph
gnigunpiuwdp | opwgued WUplibiph  wptbump punljugood
pudhup <wpuurmwih Ugquightt yunljipuupwhnud:

Fwswmnnipbwp Uquwpwqupntp £ uwl Odwp owgbudh
pwnbwlubph ghppp: WU (nju E pudwybp Spnuut b
gt hpwnwipualsmnygehiup:

% o R

Uhw et ndphp Gu  bnbp  Ppwu-<wjwunwh
vpwljnupwght  Juwdnipgubph dbpuwnbndnnutipp: Utp nuiph
20-wljwt prwljwubbphl, pwnwpwlhwl, vhewqguihl
Yhwuph Yuopndy thoinfumphiitbph  guwmbwnn] «nulgh
Yuninipeubipps twutbwl] nwphubp nunupbghtt gnpdtipng:
Qg nt nghb, uvwluyt, wypnwd thu, b jwbdhtu
Ppwumd uinbndwgnpdnn hwy wpthummugbintibph, mibght
unp nnupdwlnufutp:
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Uwipghu Rusunnmiphiub

PERSIAN YOUTH
COPY FROM XVII CENTURY IRANIAN FRESCO

Sarkis Kharchadourian
Tempera on paper, 63 x 49%cm.
Navional Gallery of Armenia, Yerevan

Uurehu pu2USNRGUL
1886-1947
SARKIS KHATCHADOURIAN

During the tragic days of 1915, Khatchadourian came to
Armenia, traveled thmughﬂut the country and during several
years created about 500 paintings depicting the lives of thou-
sands of homeless refugees. Choosing the most select of that
group, he organized exhibits of his works in a series of
European capitals, becoming the documenter of his people’s
suffering. In 1925, in an album devoted to that theme and
published in Vienna, Khatchadourian was called “The Bard of
Armenia’s Grief.”

In 1916 the artist participated in the first meeting of the
Armenian Artists' Union in Tiflis, and in 1926, participated in
the formation of the “Ani” organization. In 1930, this vastly
experienced artist came to Iran and immediately became asso-
ciated with worthwhile causes. For years he was dedicated to
the copying of frescoes done in the period of the Iranian Shah
Abbas. Several of those were brought to the attention of view-
ers. He showed great love and unlimited patience first towards
[ranian art, then in the arduous labor involved in copying the
wonders of the stone engravings of the temples of the Indian
Achanda and Ceylons’ Sikirian work, which were exhibited in
the United States, in various European cities, and in the
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Chernouche Eastern Art Museum of Paris. The devoted artist’s
work was highly acclaimed and appreciated by art experts and
was considered prodigious.

So Khatchadourian was not only the copier and rebuilder
of the monuments of unique Oriental culture, but was also the
one who uncovered them. In 1971, thanks to the efforts of the
artist’s wife, painter Vava Sarkis, that valuable collection found
a home in Yerevan. In order to exhibit those works, an Eastern
Art section was especially set aside in the Nartional Gallery of
Art. Khatchadourian also illustrated a book, Rubaiyat of Omar
Khayyam, quatrains in English published by Grosser &
Dunlap, New York, in 1946.

X ¥

These are the artists who rebuilt the cultural bridges
between Iran and Armenia. Because of the decisive changes in
the pﬂlitica] and international life during the 1920s, the “gold-
en bridges. were inactive for several decades. The desires and
spirit, thuugh were alive, and in the Armenian artists, who
were creating in Iran, gave off new rays.
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1915-hu, Uplwinbwt Swjwunwiht Jhawlpkg nunt
Awlhwwmwaghp: dnnndnipnu pp ptoppwihg  wpUwwnuwfupyg
wnikg, Upw U unoup Juup Bupwpyoig npudwtn owpuiunh,
Uh dvwul b nupiunt qunpwlwu, hwigpuut npnubpng
unwppbp Gpiputipnd: <ugng (kqgth ne ghunwygnyetiwt ke
hwuwnwuikg «Uthhieps Unp hwuljugnyehiup: “Fpwgh Ppwtp
opliwt kg hwqupuwenp hugkph, npnug qquih dwup
Uplibbwt  Swjwunwuhg Ep: Lpwup ) hphiug dwutwl-
gniphtup phptight wbnh vywlmpuihtu Jewuphu: 3hokup,
Uy. Pruniwubwuhtu, npp Euiphgmd hhdubg gbnuipibumuwn
Juwu nupng, nip puuwoounnd Bp twbe 3. Ynenjbwp:

Ppwiuwhw) gunnipp (1920-30)wljwiubpht wupkg
unbindwgnpdwljwt Jhpbgph unp gpewi: Uy Jbpkgpu hp
pumypny Udwu b dpwiuhugnwd, Gghwunumd, LhpwbwUnod
nt wyp Bpypubpnd hwyjuljwt gpuijut, gbhnuplsunwljwi,
pumbpuwljwu, Gpwdznwlwt Yhwuph wounidwguwp:
Lujwuwmnn wqgnulp vh Ynnuhg wmbnjuwninipbut
thengubpu thu, pbpepbtpu m hwunbuubpp, Jhw Ynnohg'
LijGnhgwlwt, pulbpught, Ynwowlgulpuot hwonwonngshoa-
ubiph huywwwhwywudwy gnpdniubngphiup: Fugh win
hwuwly Ep webnw hwy unp ubpniunp, np JGpikg Gpypnpn
hwipkuhph hwowpuijulwt e dowlngpught Yewupht, b
mbnph nt dwypkuh (Ggniubphg quw’ whpwwbnbg wy
ikgniubph: Shnupitbunh mbnuijut  nupngubpnd dwouw-
ghunwgnn unp ubpunh hwdwp punpng puipAwe wpnhwljw
ghnughwnwlwy swihwuhyubph hbnwdnun' unbndwgnp-
dwlwt ubpluwiwh dwluwpnuih wopuhngnodp:

shnne wugbwh Udwtu Ulpuopswlpwt wpsunp fiporboo-
hwy dswlnyph UE9 nupAwl wWnRWWWWR DL JWpwWAnLy
qupqugnn puwguwiwn: bpwiwhw) Uljwphsubph wowg
utipunh Jupwbnubph down quunnpnaud | Epyne hhduwlpw
ghd: Npnbgpbpm] hpwiwlwt wptiunh - quipmpu-nbljnpuomh
uljgpntupubipp, tpwughg nlwup unbndnwl Bu wyn wptkunh
hwdwhnty nt npnawljh ppuljGpoynupbudp wnwudtwgnn
gnpdtp  (Fwpdh?, Lwhwwbinbwt, Gwhhewibwy wugp),
wd ndwup [ pupwunw hpwiwlwip huwguiwiuh hbon
gqnignpnbne Awinouyuphng (Snopgbubutn):

Gpypnpn ghdp ubpluwgumd u hpwwwnwljw
nupnnipbwt  htnbnn  Uuwphsubpp (dwhpwdbw,
Uhtwubwy, Ydwpnuibtwl, i, Yhipbnbwl, b ngphgubp):
Fumpbwlt nt Yhwiph Lplhnjpubph hpwwwonwljul
puljupniuy wju wpbunwgbnubph don nppwt wmwppkn,
unjupwt f Jdown E ngny: CunhwUnipp Upwig hwdwp utpl
E hpulwumpbwtu hwunby n qqugnuiutph  ppulimpdw
wiuljndnuahiup:
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IRANIAN-ARMENIAN
ARTISTS

CLASSICAL PAINTERS

In 1915, a bitter fate befell Western Armenia. The people
were pulled by the roots from their homeland, a large portion
of the population suffered cruel massacre, and others became
exiles, searching for refuge in various countries. A new under-
standing of the word “Diaspora” became established in the
Armenian language and consciousness. Neighboring Iran gave
refuge to many thousands of Armenians, many of whom were
from Eastern Armenia. They also brought their contribution
to local cultural life; for instance, Alexander Tamanian found-
ed an art school in Tabriz, where H. Kodjoyan also taught.

The Iranian-Armenian community entered a new period
of creative revival in the 1920s and 1930s. That revival was
similar to that which ook place in France, Egypt, Lebanon,
and other countries, in the renaissance of literary, artistic, the-
atrical, and musical life. The factors which contributed to this
ascent were, on the one hand, the periodical press, newspapers
and magazines, and, on the other hand, the activities of the
church and social and polirical parties in the perpetuation of
Armenian culture. Apart from that, a new generation had
matured, which participated in the public and cultural life of
their newly adopted countries, and mastered, in addition to
Armenian and the local languages, other languages as well.
For the new generation of artists trained in the local art
schools, it became natural to aspire to modern esthetic stan-
dards and a new creative level.

The art of painting in the new Iranian-Armenian culture,
as it had in the past, became an arena of progress and contin-
ued development. There are two primary currents that can be
distinguished in the art of the senior generation. Some, adopt-
ing the principles of Iranian decorative art and ornamenta-
tion, created works similar in nature to it, with however, their
own authentic characteristics: Darvish, Aghamalian,
Nahabedian, Shahijanian and others. Some also melded the
Iranian with the Armenian, such as Gurgenian.

The second current includes the artists who adopted a
school of realism: Vahramian, Minasian, Dev, Kiureghian, and
others. Their realistic understanding of nature and life was
very different, yet also was the same in spirit. In general, for
them, there was a love toward realism and sincerity in that
EKF['ESS]GH.
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DARVISH

Fwpyhp pwgunhly wbn Eogpuwonod hpwUwhug
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Gpypnpn hwdwiwphwht wgwwnbpuquhg jkong,
TGwphgp puwymphiu Eohwunwomd SGunonguponod: Lw
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Utunpt, Utitpnigbwt

(André Sevrugian)

Darvish occupies an exceptional place among Iranian-
Armenian painters. His entire body of work, consisting of
more than 3,000 paintings, which has achieved international
fame, was the fruit of his courage and unending dedication to art.

Darvish was born in Tehran. In 1922 he visited Tiflis, and
after working for a while with the local artist’s union, he again
returned to Tehran. For nearly ten years, unable to rest, he
diligently worked, accomplishing an unbelievably complex
plan. In 1934, on the occasion of the 1000th anniversary of
the poet Firdusi, he completed work on 416 illustrations,
which decorated the masterpiece and national epic of Iran, the
“Shah-name.” The exhibition of that work, sponsored by the
Iranian government was very successful and merited for the
artist the “Art and Science” medal. Along with the inspiration
provided by Firdausi's work, Darvish was also influenced by
Iranian miniature painting. Based on the rich traditions of lit-
erature and miniature painting, the painter not only com-
bined the two, but subjected them to his artistic will, with the
passionate temperament and fiery imagination of the Orient.

A year after their exhibition in Tehran, the same works
were also displayed in Bombay and Calcutra, India. In
Hydarabad, Nizame bought a hundred of his works and
donated them to the Bombay Museum where they were put
on permanent display in a gallery named after the arrist.
Inspired by this accomplishment, Darvish continued to create
with his Dervish-like l?anaticism. He created a new series of
140 paintings devoted to Omar Khayiam ‘and followed with
180 miniature paintings of Hafez, and then with illustrations
of the quatrains of Baba Taher Orian Hamadani. In all of this
he demonstrated not only a high artistic standard in the exe-
cution of the works, but also, uniquely to his inner world, an
expression of his emotional and romantic nature. Due to his
artistic originality, Darvish's exhibitions were warmly received
in Vienna, Berlin, Brussels, and London.

After World War II Darvish moved to Stuttgart where he
continued to work with the same enthusiasm, creating paint-
ings devoted to the poems of Sayat Nova and also to
Armenian history, such as “Ara the Fair and Semiramis,”
“Artashes and Satenik,” “The Death of General Vartan,” The
Forty Days of Musa Dagh,” and in other paintings.
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OMAR KHAYIAM SERIES
Watercolor, 1948, 25 x 20cm.
Private Collection
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SHAHNAME (FIRDAUSI) SERIES

Warercolor, 1926, 61 x 77cm. SHAHNAME (FIRDAUSI) SERIES
Maral e Nikaola Markarian Collection, Facafada, California Wartercolor, 1927, 60 x 7Scm.
Private Collection
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SHAHNAME ((FIRDAUSI) SERIES

Warercolor, 1926, 61 x 77cm.
Maral ¢ Nikola Markarian Collection , Lacafiada, California BEMHIUNE GUSLULED TULSUGMULGUNDS

SHAHNAME (FIRDAUSI) SERIES

Watercolor, 1921, 61 x 77cm,
Maral ¢ Nikola Markarian Collection, Lacaiada, California
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oUur pUSGUUD MUSUEIUGUrhS

OMAR KHAYIAM SERIES
Barigue, 50 x 50cm.

Albert & Meline Mirzayan Collection (Glendale, California)
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OULr MUSGLUD MUSUGMUCUrbS

OMAR KHAYIAM SERIES
Warercolor, 1945, 32 x 22cm.
Private Collection
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LIS~ Uah MUSsubMLSurn»s
SAYAT-NOVA SERIES

Batigue, 1956, 90 x Slcm.

Ireme Abaronian Collection (Encino, California)
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SAYAT-NOVA SERIES

Barigue, 1963, 92 x Slem.

UULSUE-LL L3 MUSUGMLGUrDS
Magda Gharakbanian Collection (Glendale, California)
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Barigue, 1962, 92 x 62cm.

Aram & Gilda Djagharbekian Collection (Glendale, California)

SAYAT-NOVA SERIES

ULLSULE-"LULSD MUSUGMUGHEMDS
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SAYAT-NOVA SERIES
Batigue, 92 x 62cm.

Irene Abaronian Collection (Encino, California)
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HANDSOME ARA AND QUEEN SHAMIRAM
Batigue, 58 x 86cm,
Albers & Meline Mirzayan Collection (Glendale, California)
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1903 -1963
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phu, Ywhpwdbwuh Ubpluwgpud Yuuntbpp wpdwiwina
U pulwmuwnnubph b junljungbu dwppunulne giuohwonw-
Jwuhtu: Uh pwup wpuwwnmwupubp g Bu pwiiqupuiti-
utiph Ynnuhg:

1938-hu Jwhpwibwup hwunwwnmwd  bpuwtnd:
Umnbtindwgnpdmpbiwup gmgpupwg’ tw qpunumd b dw-
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(wjt wpdwquwig £ gqununwd: Gpp Yunwdwpniphtup npngnod
L @wiphgnd unbndbp Uwpswlwt nupng, win gnpdp
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nt bwnppdnpuutip: Ppitg Junwpdwb uljgpniipny] npuitp
nbwhunwlywl G, wsph bGu puljunwd gnitughtt dwilytipbiu-
utiph jugbguudmpbwdp U hhypbnnyptiwdp:

Uwhpwibwuh Yunuwiubpnwd gnjutph husnnniphoip
huswtu b dwpnyuwig dwpdhulbph nt wowpyuwiubkph
ginwulwpswlwlt Aubkipp gnow Bu: Lpw wuwnlkpubpu
odnuud Eu ubpphu gpuinipbwdp, pwpniu, Ubpudiindg
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wluwphp hepngh Yhpwunnpbpne, dnplipt e qquignuiutpp
fuountt (Equm] duwnnmgbpne Uke:

Uwhpwibwuh wpunp wpdwh pinndibngehia quw
Uwl Gpluwtnud puguud gmgwhwunbuubpnd, nph gnpdtiphg
hhugp htnhtuwlp whphg <ugwuwmwih NEmwlpot wunlt-
puupuihpte:
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GRIGOR VAHRAMIAN

Grigor Vahramian (Gasbarbeg), a master of the brush, was
born in old Nakhichevan. He received his early education in
the Art School in Tiflis, studying under Yeghishe Tatevosian
and Shmerlingi. He graduarted first in his class and in 1923
left for Moscow and was accepted to the local academy of
painting, sculpture, and architecture. There he perfected his
art under the tutelage of Academician T. Gortovski. In 1929
he successfully graduated from the Academy.

In the 1930s, Vahramian’s canvases, which were exhibited
in Moscow galleries, earned the attention and praise of critics
and especially of Varshavki. Several of his works were pur-
chased by museums. Martiros Saryan also warmly expressed
his opinions about his countryman Vahramian.

In 1938 Vahramian settled in Iran. Along with his creative
work he was a dedicated teacher of the young, In 1950, an
exhibition dedicated to Vahramian and his students, which
was mounted in Tehran, was greeted with great acclaim. The
same exhibition was also successfully mounted in Abadan and
Tabriz. When the government decided to open an art school
in Tabriz, they called upon Vahramian, who taught there until
his untimely death, teaching an entire generation of artists.

Vahramian painted primarily portraits and still-lifes. They
were executed in a realistic fashion and were attractive in their
use of color surfaces and in their rich hues. The beneficial
influence of the famous Russian painter V. Serov can be seen
in his subtle use of colors to create harmony.

Vahramian’s use of color in his depiction of the human
body and in artistic forms was restrained. His paintings have
an inner charm, with a concealed condensed power.
Vahramian’s talent is expressed in the real depictions of the
world and in the rich offering of the mind and feelings.

Vahramian’s work also merited attention in an exhibition
which opened in Yerevan. He donated five of his works to the
National Gallery of Armenia in Yerevan.



TUSPhMINrS

STILL-LIFE
Ol on canvas, 1940s, 48 x S8cm.

©1997 Alice Navasargian
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PORTRAIT OF SHAMSI ZAMANI FROM [RAN
il on canvas, 1940s, 88 x 63cm.

National Gallery of Armenia, Yerevan
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Shupby MULEGULE TRhUriuyure

PORTRAIT OF MRS, KHALATIAN
il on canvas, 19405, 54 x 46cm.
National Gallery of Armenia, Yerevan

LUSHRIUNMS
UPSUIUUOL,

STILL-LIFE

WITH FRUIT BOWL

Onil on Canvas, 1936, 47 x 53cm.
National Gallery of Armenia
Yerevan
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(Uwpqup “Lwpwptytiut)

(Markar Gharabegian)

Dev is recognized equally as a poet and as a painter. It is
possible to say iat both of these raﬁ:nts have been completely
submerged in each other, and appear as a continuation of each
other. As a painter Dev was recognized for his poetic painting
and as a poet for his artistic talent.

Dev was born in Tehran. He received his education in the
Armenian primary schools in Tehran and New Julfa. As a
child he expressed his unlimited love towards art in general
and especiaﬁy towards literature and painting. He trained in
art in Tehran, working with Morris Fabri, and then advanced
to working by himself. For a while he attended the Kemal-el-
Molki school, later establishing his own studio-school, which
gradually became famous throughout Iran. Many of the mod-
ern Iranian-Armenian artists talents were forged in Dev’s
school.

Dev worked with equal success in oil painting and in
watercolors. His creative style could be characterized as based
on classical principles up to the impressionistic style. As a por-
trait painter he sought to find the inner psychological lines of
his models. In the works of his later period the emphasis is on
fleeting moments of beauty, on movements, changes in
expression, and moments of concentration. The same can be
seen in his landscapes. Dev was also a satirist whose works
appeared in the press. Thanks to his widespread acrivities, he
was elected as a member of the Iranian Artist’s Union, and an
advisor for cultural affairs. He received a letter of honor from
Shams Pahlavi, daughter of Shah Reza Pahlevi and twice he
received medals for his participation in important exhibitions.

Dev was tirelessly dedicated to culture. And it is natural,
that with his great willingness he undertook an important role
in the establishment ﬂfg?ranian-internatinnal and Iranian-
Armenian art ties. His poetic and artistic talents were also rec-
ognized in Armenia when he was invited to exhibit his work
in Yerevan.



Jureere

ROSES

il on canvas, 19%2, 29 x 40cm.

Araks Abrabamian

Colleceion, London, England
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Shubyu UPURU Uuylrsuuh EhUiiuyl,e

PORTRAIT OF MRS, ARAKS MAKARIAN
Oil on canvas, 1926, 60 x 40cm.
Araks Makarian Collection, Boston, Massachuserts

PuLRLULYLR

SELF-PORTRAIT
Ol on canvas, 1943, 46 x 36cm.
Shahen Gharabegian Collection, Northridge, California

FLULHUr

LANDSCAPE
Oil on canvas, 1960, 39 x 74cm,
Araks Abgarian Collection, London, England
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1903 -1983

guune JUMHULEU L

HAGOP VARTANIAN
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The eldest of a generation of landscape painters was
Hagop Vartanian. He was born in Tehran. He did not get spe-
cialized training in art, but became a master through his own
efforts. One can say that nature became both his school and
also his studio. His subjects were brick and clay houses, peo-
ple passing through narrow streets, villages appearing as oases
spread on the side of a mountain, trees and flowers, and all of
that under a peaceful sky and the bright illumination of the
SUnmn.

These were the favorite themes of Vartanian’s work. He
never sought to change nature or reality, to destroy the peace-
ful inner harmony of the subject through his artistic interven-
tion. He authenticated the smallest details of the scene.
Vartanian mastered the idiom of watercolors, understanding
the possibilities of its expression. He subtlely communicated
sun and shadow, the shading of light and shadow, attaining a
completely true picture of the scene.

Vartanian also has some works done only in pencil, in
which one can also see the artist’s love toward nature, toward
plant life and trees. Yet, as in his water colors, here also every-
thing is subject to the scene, the will of the artist. Vartanian’s
approach towards reality is sincere and enthusiastic. He often
showed trees blooming, their branches laden with fruit, which
are enlarged for the viewer, encompassing the entire fore-
ground of the painting, emphasizing even more the beauty of
nature.

Vartanian had successful exhibitions in Yerevan (1965)
and Tehran (1970). His works can be found decorating the
walls of the Iranian parliament building.



QUENE SELESNhLAhT

WINTER IN GELEGOON
Black ink and watercolor, 1974, 43 x 55cm,
Hilda & Veanyr Kharakbanian Collection, Glendale, California
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LRhULT SGhhLE

DESERTED VILLAGE
Watercolor on paper, 1982, 46 x 6d4cm,
Hagint & Petro Devetry Collection, Kome, [taly

GNRrPY URUbfe

LITTLE MOSQUE
Watercolor on paper, 1963, 51 x 47cm.
Hagint & Petro Deverry Collection, Rome, Italy
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SGhhLh QUG
WINTER IN THE
VILLAGE

Watercolor on paper,
1979, 46 x 63cm.
Hagine & Peiro Deverry
Collection, Rome, Ttaly

utuor

MIDDAY
Warercolor on paper, 1978, 46 x 63cm.,
Hagint & Pero Deveery Collection, Rome, Traly
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UPRUBEL CUSRULGUL

MIKAYEL SHAHBAZIAN

Village scenes and city-scapes have been the main focus of
the work of Mikayel Shahbazian. He has painted primarily in
water-colors, with a light touch of the brush. His landscapes,
which breathe with a freshness, are penetrated by the warm
r;z's of the sun. The source of light is open, Ecnermting, and
often in opposite color harmonies. In his method of construc-
tion of the painting, Shahbazian is close to the painting of the
impressionistic school.

Shahbazian was born in Ardabil. His love of painting and
music was expressed at an early age. He studied at the well-
known Kamal-el-Molki art S£h(:-a(ﬁ, and then continued his
education with the Russian artist Pavel Maki. Shabazian, who
made his living with music, never thought of selling his paint-
ing, but simply sought to work, to perfect himself,

Shahbazian’s artistic style is embodied in the water-color
painting “Kerman,” which depicts a city-scape. The painter
chose a%'ligh vantage point. The architectural structures which
are depicted with a yellow-red and green hue lead towards the
depth of the painting. The buildings depicted in the middle
and back perspectives of the painting are presented with same
color intensity. This same principle of artistic solution is
applied to other works as wr:[i). In the landscape which depicts
Demavend mountain, the objects in the fore rouncrarc
depicted with free and bold brush strokes of m%or: stones,
huts, towards the men climbing the mountain. The snow-cov-
ered mountain in the distance, thanks to its similar color,
appears very near, tangible. The issue of the painter is evident;
to construct a painting whose entire expanse is organized in
the harmonious interweaving of color.

In 1948 Shahbazian participated in the VOKS organized
exhibit, and in 1971 h:;tciJ a one-man show in Tehran in the
“Armenian Club” hall. The artist’s work has enjoyed general
love and appreciation.



FPEDP-CUST FULOR

BIBI-SHAHR BANOU
Watercolor on paper, 1962, 42 x 54em.
Hasmik Nercissian Collection, Glendale, California
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LR, @LUER iR
ST, TADE MONASTERY
Watercolor, 1968, 32 x 48em.

Alice Navasargian Collection
Crlendale, California

GhhUuUL SEUUMLL

A SCENE FROM THE COUNTRY
Wartercolor, 1956, 22 x 38cm.

Suzy Badmagerian Collection,
Crlendale, California
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FLOWERS

il on canvas, 1969, 32 x 48cm.

B. Rubina Begumian Collection, Glendale, California
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ABRAHAM GURGENIAN

Gurgenian was born in Tehran and received his primary
education in the New Julfa Central School. He was a student
of Darvish and also his relative. For many years he was dedi-
cated to illustrating the works of the poets Nizami, Saadi, and
Hafez, and these works enjoyed wide success.

At the age of forty he Legan to study the manuscripts kept
at the All Savior's Monastery. A new world opened before his
eyes. Both in a stylistic sense and also in content, his work
underwent a turning point. He became enamored of medieval
Armenian poetry, and was especially attracted to Nahabed
Kuchak, Sayat Nova, and also to later poets Hovannes Tou-
manian and Avedik Issahakian. Inspired by their work he cre-
ated numerous paintings. The works of his early period be-
came closer to the Armenian style and conveyed a new
approach.

Gurgenian gradually widened his themartic scope. He
undertook the depiction of the life and history of the commu-
nity of New Julfa, of the national dress, of famous secular and
religious figures and of their ancient unique tombstones.
Gradually he was affected by a new focus;: to save all of that
from destruction, and to become the recorder/painter of the
national treasures. He donated many of his wur[:s to a variety
of museums; 150 works devoted to the cultural past of New
Julfa were donated to the All Savior’s Monastery museum, and
a collection of 450 works devoted to Iranian-Armenian histo-
ry are kept in the Museum of the Mother See of Etchmiadzin.
Another series with the same themes was donated to the
George Mardikian Museum in Beirut.

Gurgenian organized exhibits in New Julfa and Tehran
(1952), in the Middle East, on the Venetian island of San
Lazzaro, in Jerualem, in Rome, and in Vienna. His collection
devoted to “The Tombstones of New Julfa” gained exceptional
recognition in Sweden. Gurgenian was an indcfatigabfc sup-
porter of Armenian culture.



Ry

ST T

vusu@-vnuu MUSYGMUSUrha

SAYAT-NOVA SERIES
Wartercolor on paper, 1960, 19.5 x 12cm.
Jenike & Shaben Khachikian Collection, Boston, Massachuseres
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MINIATURE

Watercolor and povache, 1948, 22em, dim.

Fuik ¢ Hrair Karapetian Collection, Glendale, California
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MINIATURE
Watercolor and gouache, 1948, 22em. dim,
Evike & Hrair J‘L’JTMPEN-:'I‘H Collection, Glendate, California
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SAYAT-NOVA SERIES
Wartercolor and gouache, 1962, 50 x 20cm.
Shahen Gharabegian Collection, Northridge, California
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PRAYER
Wartercolor and gouache, 1962, 50 x 22¢em.
Shaben Gharabegian Collection, Northridge, California
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Warercolor an paper, 1964, 19.5 x 12cm,

Senik & Shaben Khachileian Callection, Bastan, Massachuserts
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HARUTIUN MINASIAN

In the 1950s, individual Minasian exhibitions, organized
in cities throughout the Middle East, United States, and
Europe, earned laudatory receptions. The exhibition in Paris
was especially significant, because of the presence of the
famous art critic, Maximillian Gotier. The Paris Contemporary
Art Museum has two of Minasian’s works. One of Minasian’s
works is discussed in the large album “Wonders of
International Art” by Roger Bascheddi and Jaques Balei, as
one of the better examples of modern Iranian art.

His success as an Armenian painter is a result of his natur-
al talent and mastery and his creations are an eloquent affir-
mation of his ability to express himself through his own artis-
tic idiom.

In later years, Minasian began to base his inspiration more
on classical principles. Perhaps this was due in part to the
unforgettable childhood memories which were still alive with-
in his soul.

Minasian was born in the city of Resht on the Caspian sea
shore. It would have been amazing if the sea had not left a
deep impression on the young man, with its abstract, almost
unreal, eternal movement and calm, and its boundless and
mysterious form., It would also have been amazing if Iranian-
Armenian art had not produced its painter of the sea.
Minasian, the “The Last Mohican” of that school, can be con-
sidered therefore as one of the students of the great seascape
artist Hovannes Aivazovski, founder of the outstanding school
of Armenian seascape art.

In Minasians numerous canvases devoted to the sea, one
can sense how deeply he felt the elements and stormy breath
of the sea. He realistically potrayed in an unfettered and con-
vincing way, the cloudy skies, the last rays of the sun and
moon playing on the sea, and the movement of the waves
crashing toward the rocks and the shore.

The exhibit in Marseilles’ Cantini Museum in 1996, dedi-
cated to Armenian painters of the sea, “The Song of the Sea,”
received a warm reception and was seen as a song of longing
about the homeland. Minasian also participated in the exhibi-
tion with his seascape titled “With Song.”
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SEA AT SUNSET

il on canvas

1971, 65 x 95cm.

Janet ¢ Mareik Hovsepian
Collection

Beverly Hitls, California
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SUMBAT DER-GUREGHIAN

Sumbat Der-Gureghian’s works are characterized by a
mysterious-lyrical nature. His simple depictions of nature and
village life are imbued with silence and grief. It is as if the
artist is in a conversation with nature, in a way has humanized
it, communicating to it the artist's emotions and feelings. First
and foremost it is this quality which is apparent in Sumbat’s
work, and the reason for the success of his exhibitions.

In a beautiful mountainous ravine, where the blue stream
runs, suddenly a dried up tree captures the attention. The
man who meets with the animals every day has his head-
bowed, thinking. On the shores of the stream, among women
occupied with their wash, a beautiful young village woman
has her gaze fixed in the distance. It seems as if they are unim-
portant moments, yet, in the sun drenched peaceful environ-
ment, in contrast, they remind the viewer, that the painter
understand with the subtlety of the poet, the contradictions of
life. His works seem to condense the words of Vahan Terian,

My soul always suffers under an unnamed pain,
There is a grief, deep and hidden, in everything.”

Sumbat was born in New Julfa, and after attending
Armenian school, in the English College of Isfahan, the art
loving youth from 1930-32 was a student of the artist Sargis
Khachatourian. In 1948, his first one-man show was orga-
nized in the clubhouse of the Anglo-Iranian oil company.
Thereafter, inspired by his success, he left for Italy, France and
then perfected his art in the London School of Art. After
returning to Iran he held shows in Abadan (only portraits),
Masjet-Suleyman, Saudi Arabia and other places. Apart from
water-colors, Sumbat also worked in oils and gouache.

In 1993, the artist who by then was already living in
California, had his exhibit in Yerevan greeted with interest by
the Armenian art-lovers.
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WEDDING DANCE AT THE ARMENIAN VILLAGE OF PERIA, ISFAHAN
Gouache on paper. 1981, 20 x 24cm,

s Vabase Cinlbvain
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A SCENE FROM THE ARMENIAN VILLAGE OF PERIA, ISFAHAN
Watercolor on paper, 1991, 43 x 58cm,
Privare Colleesion
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THE SHEPHERD
Warercolor on paper,
1984, 44 x 60cm.
Privare Collection
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