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(AUY) hwdwinbin gwupbpny b wdthnthnud £ uwbe YEunpnunwd 2022 pdwlwuh wwyphih
22-hg hmuhuh 19-p yuywgwé «fdtiptiqu Uhpgnjwt 100» hbwnwhwjwg gnigunpnipiniup:

The book, Tereza Mirzoyan 100, is published in celebration of the 100th anniversary of

the renowned Armenian sculptor, Honored Artist of the ArmSSR, and Professor Tereza

Mirzoyan (1922-2016). This publication is the first comprehensive monograph exploring

both the life and the oeuvre of the esteemed sculptor. The book, an integral part

of a collaboration between the Cafesjian Center for the Arts and the heirs of Tereza

Mirzoyan, also complements the retrospective exhibition Tereza Mirzoyan 100, held at
the Center from April 22 to June 19, 2022.
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Unnnontpjniup, ndp, dwpduh wdpwlwqdnigeiniup, nhdwg-
Yniunypgniup, YEuuntpuifuniggniup wju npuijubptu bhu, np
ubpdwunud Ehu Bphunnwuwpnubph dbg. npnug ypw hnyu
En nunud tpyhpp: Phwpyl, wyn wpluwnwupubpp uptih
E nwub] pwunwlwugnpswlywu wghunwyjwlywwnh gwpphu,
nphu wnipp Ehu ndb wyn 2pgwiuh qplipt pnpnp Juiputin-
ubipp: Wn wuhpwdbipwn, pwjg tnwpbkgunwph wybjwugnn nw-
ghnuwihquh pwdhup, npp punpny Ep bwfuwguinbpug-
dwu jwpjwd dwdwuwuopowupt, hbnywnbpuqdjuu
opowund wunhtwlwpwp unwunwd £ $nuwght punyp n
nwnund unynpuwlwi: Quithhg nnipu hmquijwu ne puw-
pwluwu Ftphquih hwdwp ndqup Ep duwg wyn unpdtph
uwhdwuubpnud: ‘Lw qgnud Ep, np udwt dninbigdwdp nb-
uwnwownhg nnipu b dund Jdbp Yegniejut qquigh dwup'
wnntup, YEugwnp, punnwuhpp, dwpnujht thnfuhwpwpb-
pniggniiubipp, tpwug pwpnnipyniuubpp: (Gepkqu Uhp-
qnuuh unbndwgnpénipjwt dbg uljunud £ hwuniuwuwg
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Unwbpwdwpwhyp
ghwu

The Fencer
gypsum

uh ubppht pnnnp: Lw Gqunnd £ hp wptuwwnwupubpnud
wpunwhwjnk) Yeunwuh, wudhowlwu qqugnufubpp: Tw
Ephunwuwnn, qbnbghl, YEuuwluhun Yune hngblwu wp-
fuwphh ubpnuouwnieywu wwhwugt Ep: Uynwhupu £ upw
wnwoht pwunwlwfudptphg ybyp' «Wihhuy» (ko 28) wp-
fuwwinwiupp, npintin @ipiquiu Epldhgnip Yndwnghghwih
utig Jupnnuwgt] £ gnyg wnw) Gphnwuwpnnigjut wnjw)-
&nn gudnipgniup’ hbnwuwny dwudpwih owpnuhg: bpkiug
$hahjulyw wnnngnipiniup gnigwnpnn tpynt wnguwy
npynud U wulwowun npufuniput’ 9nip gnnbiiny uh-
dywug ypw: Uju gnpdp nhininnhu gpuygnud £ hp dwiuuwu
hus-np swpwéhniegjwdp: YUndwynghghwt ypwéynwd k nh-
uwJhy pwpdnuwubph bW dbunbph npnawlh Jhwutwlwu
hdwunw)ht wpunwhwjnnipjuu: Lpwund  hunwnpbu
uynut Bu gnun dwpnuyhu Ggunufubph’ nyh nipuifune-
pIntup wunn wpdwquwupubipp, npnup dh wwh obnmud bu
Yywph ndJupht wujdwubph qqugnnnipniupg:

(diptiqu Uhpgqnjwup punwpéwynmd £ hp phdwub-
nh 2pgwitilyp: Uwypnupjwt, uhpn, wfupnipjwu, pwfuhsh,
uywunwubph nu dinnpnuduph dninhyubpp pugwhuwjn-
ynud Bu Jwuwgh pupniy uppwuunnipjudp, husp upw
odnyjwénipjwt wluhwyin nhdwghdu k: Ujnyghu nhpuwb-
nbkny' pwunwlwgnpsu ufunud £ pwpnugub) uithwlwi
hnglnp nt hniquiwtu thnpéhg Ynunwlyjws fuunhpubpp,
npnup bp Eu thtunnpnud:

Lwjjuwluu pwunwlwgnpdnipjuu dby «4dny wnohlp»
(k9 106) wwunwlwu phdwu Uhpqnjwuh dnn utnwund
b qnuuy puwpwlwu Gpwug: Wn YEugunuwihu dninhyp
Yupbih b dbluwpwutl)’ ubppwihwugbing ubipphu dinpliph
nt qquguniupubiph, twfuwqqugnudubph nt guuynieyniuub-
nh nwow: Pniu dnnnyprpuuit wyn Yepwwpp hwunhwnud
E Epgbpnud, hiphwpubpnud, ywpbph dbe: Ynidu nuhu win-
ohyp gunuynwd £ wuduwlwu wypnufubph hotuwunyejw
ubippn, wwpnwfutp, npnup whwnp b wjuwybu hwnnpnby, np
w)n Yyptwyp huwpwynphuu wdpnnowlwtu wpiwhwjnyh
wwunhuynuwd, Wniph punpnipjwu, upw wlfnnpugh,
Swyw)ubph vEluwpwunpyu Jbg:

(dtipkqu Uhpgnwup nne Yjwupnud, npwbu pwtnwljw-
gnpd, Juwwnwpbjwgnpayb) k, nuunwduwuhpbing punyejw
Uh wjuyhuh qupdwuwhpwy bpbnye, husyhuht dwpn-
Yuyht dwpdhtit 2w wpwunhy pupn opquithqd ' whun
nulpbpny, dYnmu Juuywuubpny, djuuubpny, wpunwphu
wqnuwlubpht wpwg wpdwquupnn Yupnbpny: Shpwwb-
nbkiny wyn dGuwuhqupt, wuwnndhwywu subpht' pwu-
nwlwgnpdp muwy £ hbonnypjudp wugnud Juwnwpbpnt
nbhyh gqbinwpybunwulwu wuwwnndhw, nphu jupnn £ wnp-
pwwtnt) W npp Yupnn £ qqu dhuwyu wyu Jupwtnp, np
Yhwdwpawyyh fuwtuint] hwdwswihnygyniiubpp, wnwyw-
nbi dunbipp, pwpdnufubinp” Kupwnltiny npwp Yhpywnh
upqwd wpunwhwjnswlwunyejwup:

LEuptwlwuh (wydd Gnudph) nbipunhp Yndphuwinh
Ynnuhg wwwnyhpdws «2nihwynthhy (Fo 110) wnwihub wy-
[uwwnwupp, pwunwlwgnpsh dwpunwpuybnwlywu hwdw-
swithnipyniuubph dhown pulwdwt sunphhy Ukppwouwynpku
anbg ppowluw dhowwyphu: Ldwuwwnhy wpluwwnwp-
ubph Ynnpht wyn Yepwwpp pnnunud Ep dnnbnuhumnw-
YJwtu wnywynpniginiu: SEnupbunwlut dinwdnnnipgjuu
toqnunipiniup (Fiptiqu Uhpgnywuht pnyp nytg htinw-
Uw hpwlwunieyniuhg ne gnithwynthne Yepuywipt odinky jni-
pophtwy gbnwpybunwlwt wpnwhwjnswuuntipjudp:
Cunphhy udwu gbhnupybunwluu «wpunwhwjnnigjuuy
Yptwwnynud k, huswbu Yuubp funphpnuwyht wpybunh hb-
wnwgnunnn U. Unpngnyp. «wjwuqupnh bplpuugniubph
nt hwupnigjut (wjt quugywdéubiph dholt pujud nwpw-
dnipjniup:
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living trees. Her hands raised skyward, she grapples
with the meaning of her tragic loss. Rather than offering
consolation, the sculptor situates the work amongst trees,
suggesting an alternate viewpoint where the wisdom of
life lies concealed. Life persists despite all obstacles,
taking root and pressing forward, replenishing what has
been lost. Tereza Mirzoyan presented death within the
framework of ongoing inevitability, seeking to reconcile
with mortality at the precipice of new life.

The artist's similar approach of simplicity and restraint
is demonstrated in her work titled Mercy (p. 34). The
sculpture communicates a sense of empathy, a longing
to connect with the wounded individual, and to convey
feminine strength and hope to him. In this singular piece,
where the figures are unified and indistinguishable in
their agony, the form adheres to the plastic principles of
sentiment.

Tereza Mirzoyan excelled at handling material both
as a craftsman and as an artist who understood the
significant reliance on exploring its characteristics. Stone,
wood, metal, and chamotte — she selected these mediums
based on the task, the core idea, and the content of the
image. Tereza’s hands were capable of not just sensing
the material but also assessing it with an intrinsic instinct,
perceiving its weight, lightness, flexibility, and density. In
essence, she possessed the required qualities to realize
the emotional task.

Certainly, this was her guiding principle — musing
on the depictions of the elderly who had witnessed a
lot in their lives. A mother sits hunched over, shoulders
drooping, her gaze averted, stubbornly awaiting the
return of her departed son. Barefoot, with her hands
resting on her knees, she is confined by her solitude and
dismal thoughts. Tereza Mirzoyan penetrated the depths
of this image, and chose chamotte for its roughness,
clumsiness, coarseness, and simplicity. It was a material
that wouldn't accept any fine treatment, was self-sufficient
due to its natural essence, suitable for drama rather than
lyricism.

Tereza Mirzoyan, being of a sensitive and emotional
disposition, felt a closer affinity to female characters than
male ones. Yet, her female figures exhibited a powerful,
determined core that historically was not typically
associated with women. Throughout her tireless life, she
perpetually revisited her beloved theme and motif — the
enigmatic essence of femininity. A keen observer, she
succeeded in capturing the polyphony of fleeting, rapidly

passing, almost imperceptible lyrical insights in the fluidity

UnwohU swppnid® dwfuhg we: Ut Apnunjuil, Ywpngtiu Unbthwlyw, @tptqu Uhpgnjwl, Unpuwitp Lwquinul, Sujwlb Lwgquipul: Spypnpn
ownpn dwfuhg we Ywituinht LEdnuwnny, Sbinhly Punnwuwnjwl, Upunjniow Nwwynjuil:

Front row left to right: Gnel Brutyan, Vardges Stepanyan, Tereza Mirzoyan, Michael Nazaryan, Gayane Nazaryan, Second row left to right: Valentin Nefontov,

Getik Baghdasarian, Artyusha Papoyan.

of movement. Mirzoyan crafted a whole series of female
characters, seamlessly melding the real with the ideal.
While their faces lack individuality and precision, they
are nonetheless imbued with an emotional authenticity
despite their "antique" character. They are harmoniously
sequestered within their internal worlds, as though
intently listening to themselves to perceive their feelings
— feelings disconnected from external life, but linked to
an internal life that is thrilling, elusive, and constantly
changing. In her work, Poetry (p. 129), we observe how
the body responds to a moment of joy — an ecstasy that
seemingly emerges from nowhere, engulfs the woman's
essence completely, making her body contract and her
head tilt back in the rush of this emotion.

Tereza Mirzoyan was adept at intuitively capturing and
reflecting, through her female characters, the dream of
harmony, balance, femininity, and wisdom that is inherent
in women. It's important to remember the influence
of the school that nurtured her talent, a school that
placed emphasis on naturalness and sincerity, without

contradicting tradition. In her work, Mirzoyan didn't

dramatically challenge the logic of living nature, thereby
demonstrating its boundless potential. But credit must
be given where it's due. A mentor with over 60 years
of experience, she never opposed, but instead, always
encouraged the creative explorations of her students.
She herself wasn't unfamiliar with stylization when it
was required to address a specific aspect. Possessing
an instinctual sculptural sensitivity, in accordance with
the nature of the material without distorting it, she
occasionally employed "playful”, uneven, and circular forms
that conveyed the wholeness and animation of energy and
emotion. A prime example is her work Reunion (p. 144),
resonating monumentality, where the division into circles
becomes a force that stirs the imagination. The female
figure, bent against a fierce wind, paradoxically exudes
both instability and confidence.

In the early 80s, Mirzoyan was given the task of
designing the Main Post Office of the town of Spitak (p
20). The project intended to showcase all possible forms
of communication and message transmission, tracing

back to ancient times. The composition comprised eight
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Quwifuhg wg. Lnphy Unwewljwl, Inhanp UhwpnUjwl, Unipbl Unbthwjwl, Gpad Ywnnwljwl, Bantgw Uhpagnjwl, Uwpghu Pwunnwuwnjuu:
Left to right: Norik Aghajanian, Grigor Aharonian, Suren Stepanyan, Erem Vardanyan, Tereza Mirzoyan, Sargis Baghdasarian.

bas-reliefs, crafted in chamotte and arranged on the wall
in a planned sequence. The work was executed in the
form of stylization that was characteristic of Mirzoyan
during that period. Central to the composition, linking
all its elements, was a female figure. It represented the
recipient of information from all conceivable sources: the
fluid, undulating forms transitioning from one composition
to the next, seemingly continuing one another, brought
together couriers, pigeons, horse mail, trains, planes,
ships, and telephone operators into a unified entity, giving
it an intriguing and integral quality. This work, which was
originally conceived and professionally executed, was
regrettably destroyed in the Spitak earthquake of 1988.
When Mirzoyan turned her artistic focus towards
grand personalities, her sculpting language evolved. The
spiritual and creative force of these individuals facilitated
her in conveying the vitality of the body and materializing
the inner thoughts of the chosen hero, her unique artistic
style, and her poetry and philosophy. The challenge was
how to encapsulate the greatness and significance of the
brilliant medieval miniaturist Toros Roslin (p. 127) in a
single-figure composition. How to imbue a stone with
spirit, how to render a tangible, sensory image of Roslin?
After all, the subject was not just a figment of imagination

but a historical figure, one who not only personified heroic

sanctity and asceticism, but also inspired awe for worldly
life. Mirzoyan was so profoundly immersed in this image
that she was able to conceive, with extraordinary clarity
and precision, the kind of person this genius had been. She
was mindful of the complexity of her task — to instill the
spirit of the epoch in stone or to grasp its essence, even
if momentarily. Furthermore, this should all be intelligible
and evident to the sight and senses of our contemporaries.
Tereza Mirzoyan's Roslin is masterfully carved into a clear
stone shape. Through the undecorated simplicity of the
image, a personality of exceptional spiritual strength and
tension is conveyed. Steering clear of pathos and surplus
emotional effects, the sculptor manifests the tranquil,
rhythmic breath of a robust spirituality, reflecting an era
renowned for its strong-willed and gifted individuals.

The sculptor used an entirely distinct method in
creating the image of Amirdovlat Amasiatsi (p. 150). In
her depiction of this eminent medieval physician and
scientist, Mirzoyan strove for psychological authenticity.
She selected one of her bright, young students, Tadevos
Gevorkyan, to model for the historical figure. In his
features, she perceived not only the requisite balance
but also an inner vigilance complemented by a soothing
calm and readiness to help others. Mirzoyan presented

her subject as a vibrant modern personality, embodying

resilience and a wisdom-infused, mildly melancholic
empathy. By casting Amirdovlat as a figure of our time,
the artist seems to suggest his enduring presence and
influence. While generalizing, she also accentuated the
distinctive attributes of the model, highlighting the high
cheekbones, hollowed cheeks, firm line of the mouth, and
the poignant furrow between the eyebrows. This attention
to detail enables viewers to establish an emotional
connection with the model.

During the harrowing years of hardships endured by
the Armenian people, marked by the Spitak earthquake,
the Sumgayit and Baku pogroms, the Karabakh war, as
well as severe famine and bitter cold, Mirzoyan persisted
in her work under conditions bordering on the inhumane.
Her breath would freeze and her fingers would stiffen,
yet the awareness of her mission enabled her to channel
the fortitude of our ancestors. These ancestors found
fulfillment in serving their people amid relentless strife,
which in turn infused Mirzoyan with hope and determination
to carry out her life's purpose. It was during this time when
a wave of refugees from Azerbaijan arrived in Yerevan. In
the wake of the Karabakh conflict, an Armenian family
that had escaped the Baku pogrom took refuge in Tereza
Mirzoyan's studio, residing there for a substantial period.
Mirzoyan's works, Refugee (p. 37), Soldier’s Father
(p- 21), and Soldier’s Mother (p. 152), filled with tragic
bitterness, stood as her response to these terrifying times.
The elderly individuals, most likely bereft of friends and
relatives, found themselves immersed in despair and pain.
However, they were depicted in unity with nature and
history, representing an escape from the constraints of
their external circumstances to a deeper spiritual reality.
Amid such grim conditions, a persistent idea emerged —
to reshape the present through the amassed experience
of suffering, channeling it into spiritual strength.

Creating in a field traditionally perceived as masculine,
Tereza Mirzoyan remained steadfastly true to her
feminine intuition and nature. Her stance was resolute and
unvarying, emphasizing charm, beauty, and gentleness.
Her commitment to this principle held firm in her Series
of Angels, created in 2003 during her trip to the United
States. This series provided another opportunity for her
to explore human existence issues, perpetually oscillating
along the timeline between right and wrong. Tereza
Mirzoyan's angels, striking in their real and tangible form,
exist alongside us. They are beings that equally belong to
heaven and earth. The sculptor infused them not only with

virtue but also imbued them with a mystery she sought to
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Left to right: Grigor Baghumyan, Tigran Arzumanyan, Samvel Ghazaryan, Ararat Hosepyan, Gagik Stephanyan, Tereza Mirzoyan, Tadevos Gevorgyan, Ruzan

Kyurkchyan, Gagik Ghazaryan, Stephan Kyurkchyan, Levon Vardanyan.

unveil through the human form's veil. Her angels do not
transcend the temporal flow. Eschewing all stereotypes
with ease, Tereza Mirzoyan rendered her angels with
both ethereal beauty and grace, while underscoring their
human-like feelings and tender sorrow in the face of
human misdeeds. She delicately nuanced the portrayal of
their bodies, and the soft molding of their forms made
their images appear vibrant and intimate.

The design of Grigor Lusavorich Cathedral in Yerevan
incorporated a synthesis with sculptural decoration. The
chief architect of the Cathedral, S. Kyurkchyan, appointed
Tereza Mirzoyan to create one of the apostolic row's most
significant figure, St. Peter (p. 22). This proved to be
an apt choice as, in addition to the evident masculinity,
a delicate soul sympathetic to sinners needed to be
manifested in the image of "the keeper of the keys" to
Paradise. Today Mirzoyan’s St. Peter has its rightful place
within one of the 12 niches inside the Cathedral.

Tereza Mirzoyan played a pivotal role in the Yerevan
State Academy of Fine Arts since its inception, establishing
the Sculpture Department, which she led for 24 years
and is now named after her. She significantly influenced

Armenia's post-war sculptural evolution and persistently

taught students not just art fundamentals, but also
humanity, patriotism, and beauty appreciation. Despite the
Institute's challenging conditions, she tirelessly nurtured
her students' talents, encouraging them throughout their
studies and later tracking their creative successes. Thanks
to her nurturing mentorship, students affectionately
named her "Mother Teresa."

Tereza Mirzoyan passed away on August 7, 2016. Her
remarkable talent shone in the realm of sculpture; an art form
not traditionally associated with women artists. A perpetual
seeker of truth and justice, Mirzoyan was renowned for her
social and ideological commitment, her remarkable courage,
innate freedom, and distinctly feminine charm in her creative
ethos. She will be fondly remembered in this light by her

students, friends, and within the annals of Armenian art history.

Marina Stepanyan
Art Critic

In 2002-2003, Tereza Mirzoyan travelled to the USA, where she

worked on one of her latest series featuring images of angels.

During her stay, accompanied by her student Razmik Ghazaryan,
she visited the celebrated American-Armenian photographer

Levon Parian's studio and had a photo session.
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Unpthtuhy Lwpwunjw, Ennwwpn huwpbljw, @antgw Uhpgnjwu
Arpenik Nalbandyan, Eduard Isabekyan, Tereza Mirzoyan

Unwoht wwpht upwuhg nipbip Ehu quihu, twdwy-
ubip, huly htinn Yuyp uqybg: Wu dwdwuwy' 1942p.-hu,
fuwpynyh dnwn puyby Ep opowthwydwu dbg: Uwywubphu
qbiph skhu Ybpgunud, qunulwhwpnut Ehu, hul tw wpnbu
thnfuqunwwtn Ep: “Lpwuhg Ybpgpt) Eht hwunwpnphipl
nt nnwpb] qunulwhwpnijuu: Fwydhpu niubip hnpinpnp
npnh. uw npp Ep duwgl): Lpwtu Gfwghph hwgpu bp deéwg-
ph W niqupyl Yepdwuhw’ ungnplpne: Wunbn 5 duw-
gbi Ep: Bpp ufubg wwnbpuqdp, tnpwjptbipp hwynugb
Ehu nwquwwlwnh wwppbp Ynndbpnud: By wjuwybu bp
unwgybi|, np ghpdwuwlwu Ynnuh hpuwdwuwwnwpp htug
“hwypph tnpwpu Ep tnbp: Gnpnp thwunwpnetipp unni-
gbilhu uw nkubl Ep hp wqquiunitup, b hwulwgkb, np qunw-
Yuhwpynnp tnpuypu £, nnipu Epeobp wptuwnwubujwlhg
nt gnnwgh)’ squnwlwhwpb’s <Enn uw wnbnuihnjuby bp
tnpnpp Ytpdwuhw, npunbnhg k| twdhep wugh) Ep Lnu-
nnt, ufub] wotuwwnk), pwunwlyubp wub):

Cwwn wykih np, dbp nuwunnubphg dkyhg nbnbwuguw,
np Uw Lnunnunul nkub) Ep twdheht: fwdhep uput tw-
Uwgh Ep abnphg (upw dh dwnp gwpnnunfws Ep): Gundhep
Jbpwnwnuw) skp Yupnnughb). sE” np uw glpngeyuit Uk
Ep tnk, upwu hulnyu upunpbhu: Lwpuquwnubph hbwn
bl Quuy skp wwhywunud, npuybugh tpwug hwpdwdh nwy

snuh: Lw wdnwiuwgb bp Nypwhuwghg Glwé dh pnidppng
htw, npp npne hbn hwynuyb) Ep Lnunnunud: Gpbjuwt
dnbpdwgl) Ep twdheh htwn, uub) Ep upwt hwyphy Yn-
sk, W twghpet b tpwt ulunud £ wyupwt uppby, np wdnu-
Uwunwl £ upw dnp htwn: Ukthwluwt Gpbfuwubp uw smubp:
Ty ppep wpybunh gnpétiph YEpwlwuqunn bp. npwung bp
gnwwp Juuinwynuwf, htwgnyu Yuwyubp Ep hwgwpnud:
Luwunulyuwgnpénipjudp bu gpunynud kp, suwjwéd wnweht
Ynipuhg Ep Gwun delub), pwyg dhts wyn wobuwnnd kp
hwupwhwjn pwunwlwgnpsh dnwn:

1966 pywlwuht' 25 wmwph wug, npybu gpnuwopohly
‘Lwphsubpph dhnigyuu Ynnuhg wygbtigh Lnunnu: <bnw-
funuwjht gpph ogunipjudp guiw upwu, gppnd twyhp
Ubpptybih wumtp dhwyu Ep: Ukup hwunhwybghup: Lw
dtip fudph hbin Fpprnwtwlut pwuqupwt ywy: bul hb-
wnin hudg nu puybpnthnwe hpuyhpbg winta: Ujunbn Ep b upw
dnbiphd puytipp' dh Ypwgh, np wypnud Ep buywuhw-
Jnul: Bpp Bu nntu dinw, tw puquwitpwuwl twybig hud nu
hwpgptig. «P"us gnyuh £ Qtip qqliunpy: bu dhwugudw)u
hwughuin ywwnwuuwukgh' Yupdhp: Udpnnonyhtu dnnw-
gt Eh wyn wwwndnigjwu dwupt: twdhep win othnpybg:
Lpw Yhtup unyuwbu ghnbp wyn wywndngegyniup b wuhw-
ghuwn Ep:

Lwonpn opp tw hud dwdwnpbg nbuywuwwnwup: Gu
squwgh: Lw tlwy hud dnwn: Gu tunbigh upw dbpbuw, n
Ukup GpYuwp wpunwuybghup: tw Ep hbkug hufulwu hw-
nhunwip, 2wwn hnighs Ep: Lw hud wnwewpybg Tuw), pwyg
bu wuwgh, np wdnwitwgwd GU ne powuhl, suwjwé wpntu
pwdwujwd th: Ukup wyjlu shwunhwbtightp, puwjg tw hu
nne Ywupnud wuybkpe ubpluw k tnk), wuqud hwuwnngp,
nph Ypw dhus opu wptuwwnnd B, upw Gnpbipny E wywwn-
pwunywé:

1962p-hu. hwjpu dwhwgwy: funpp dwjpu duwg dkuwly,
nt u Upwt tmwpw hud dnin: <npu puwluipuwup thnfuwuw-
Yghup nu wypnut bhup unyt wunphwuwhwppwlyh Ypuw'
Unpu nt funpe Unpu hbinn: Cwwn jwy nehwdbpwotu Ehup ww-
pnud: 1974p.-hu funpe Jwjpu dwhwgwy:

Gu dhpwn swuin B woluwinb) nu dkdwgnyu hwényp
unwgl wotuwnwuphg: funphpnuyht Uhnuygjwt nwipptip
tpyputiphg pwquwpehy ywwybpubp bh unwund, Yug-
dwlybpynud gniguwhwunbuubp, unwpnud dnunudbunwg
wotuwwnwuputip: Unwehtu Ynpnnuwjhu gnpdtiphgu Ukyp wnk-
nunpwsd £ Uhuhwu pwnwph dnunph dnun, dh Ynpenn' Q-
pEugwywuh dnunph tdnin: Snudphnud Bplpupwndhg hpwy-
pny thpyyb Ep hd «2nithwynthpuy, huly Uyhunwynd hd
Glwynpwd Juwh wintup, guwynp, pwunyb) tp: Gplwund
nbnunpjuwé Bu hd «Utuhpwp L<bpugh» W «Udhpnndjwp
Udwuhwgh» Yhuwunphubpp b wyp wouwwnwupubp: bd
pwunwlubpp nbnunpwd Bu ng dhwyu Gplwunwd, wyle
Gnudphnud, Jwuwanpnud, Upngyuunwd, Hihowunwd, (-
uwunwunud® Ynubuyndh pwlqupuunad, Yuu woluw-
nwupubp b wyp Gpypubpnud: Jdbpotipu gnigwhwunbu ni-
ubigw UUL-nud, hwunhwybgh nwwunnubphgu pwunbphu:
Unweowpynul Ehu Udbtphywynd duwy, puyg bu npu wub)
skh Jupnn, npnghbinle nwuwywunnud bh, nuwunnubp ni-
ukh, unbndwgnpswlywu wpybunmwung, nhynduhlubp:
Nuuwunnubipu hd wnwuduwhwinniy hywpunygyniuu Bu:
Fwfunp upwug np b wh, hué sku dnnwund, quiignud
Gu, twdwlubp gpnud: Puyg Yuplnpp tpwug dwutwgh-
nwlwu dEnppbpnudutipu Gu: bU nuwunnubiphg dkyp, nwd
nhynuwjhu woluwinwuph nEywywpu kh, undnpnud £ Sin-
pEughwynud, W wjuinbn hhwgwd Bu upw dwutwghunwlwu
huwnneyniuupny: “Lnyuhuy Ybpebipu Mwybuuwynd® Fwi-
prthu udhpywé dpgwuwlwpwytunipju dwdwuwl (dwu-
uwlgnud Ehu 800 tpypubiphg dwdwuwd ulwphsubp) hu
nwwunnubtiphg tpbipp wpdwuwgwu hbnhuwlwynp pwpé-
pughyt Upgwuwlyubiph:

bpluwt, 2002p.
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1965

Quifuhg wg UL Uhpgnjwiu

(Bapbquih Jwinp), LwnphUub luwswinpwu
(wdwa nnwwnpp), f3apbqu Uhpgnjuu,
Ulntp Unwpbywl (Ypunubn nnwuwnnp)

Left to right: Anna Mirzoyan

(Tereza's mother), Narine Khachatryan
(elder daughter), Tereza Mirzoyan, Anush
Arakelyan (youngest daughter)
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1960

Lwjwuwnwunw funphpnwjhu hgfuwlniyejwl
hwunwwundwu hwdwp Unjwé ywjpwnpnd
qnhyjwé ghuynputph hh2awwnwyhu

pANUQ, pwquin

Monument to the fallen
Revolutionaries of the May Uprising
bronze, basalt
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1967 p.-hu bplwuh Upnuu thnnngh Ywuwys gnuinhubiphg dbynud
hwjnubig wnuawanyy «Uppnul E, sh uhpnw» $hanipp: 1980-wlwubiph
Ybponud wyu unbndwgnpénypnitt wiuhbnwguy. wnbnnud hwjnuwpkp-
b Ehu dhuwyl dh pwiuh plnp gnnuigfwé puiinuilhg: 2012 pwluiuht
puitinwlwgnpdh 90-wljw hnpbjwith wephy pwunuyp Jbpwlwuguybg
W hp wbinp gy uny thnnngh Jpw: fdiptique Uhpgnjwiuh wipwé fuph-
qp, huswbiu bl wpfuwwnwuph (nuwtuputipp oqutightt wpkunwgtnh
nwwinnubipht” Sl Pwnnwuwpuith qiuwynpnejuidp, uintindt pui-
nuh unp nwppbipuy:

In 1967 on one of the lawns of Abovyan Street in Yerevan, a copper figure
He Loves Me, He Loves Me Not appeared. In late 1980s the sculpture
disappeared: it was brutally mutilated and only some fragments were left on
the spot. It was restored and ‘settled’ in the same street in 2012 celebrating
the 90th anniversary of the artist. Tereza Mirzoyan’s former students led
by Getik Baghdasaryan created a new version of the figure based on the

sketches by the artist herself.

1967
Uhpnu &, h uhpnut
alplglUe]

He Loves Me,
He Loves Me Not
bronze
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<hokny (Fhptiqu
U hpgnjuuht

Remembering
Tereza Mirzoyan




LPwunwlwagnpsd (Ftipkiqu Uhpgnjwup wqun mhpuwb-
nnwd £ wyu upnueht, npny wpfuwnnud k, hull pwqupnp,
wynwhup, ynhuap... htwquun 5u upw Jwwnubphu: (@6-
ptiqu Uhpgnjwup hp hngnt Yhppt | ubppund, wyt untin-
dwagnponipiniuubiph by, npnug Ypw wpuwnnd E: Lpw
uinbindwgnponipiniup Jupwbinnipjwu npnunud £ Wu hp
hugbnnueyniut £ qununud dnunwbunw) hnpwpawuubpmud,
pwunwlubpmd, Yyndynghghwubpnd b nkhtdubpnud:
Lhnliwpwp wpnuwp b wulybné Gu hugnud pwunwlwgnpsh
funupbpu wyt dwuht, np hp jwjwgnyu gnpdbpu wytu gnp-
Stpu Bu, npnup uw nkn sh unbindb):
Pnphu Qnipupny
Upybunwipw

The sculptor Tereza Mirzoyan is confident with the material
she works with. Basalt, aluminum, hammered copper are
obedient to her fingers... Tereza devotes passion from her
soul, to the creations that she works on. Her artistry strives
for mastery. This endeavor can be seen in monumental
works, small works, hammered copper compositions and bas
reliefs. Therefore, the words of the sculptor, that her best
works are those that she has not yet made, seem fair and

sincere.
Boris Zurabov
Art Historian

Uwptignighs L, wdnip Ghnplpny thjupniu fung wfuwinwuh-

pnugniut nu ngbousnmudp: Unwiugduwhwwnniy gbinbgyniyeywu

U tnwnwunh wnkp Yung, nphu Yupnn £ twfuwuéah] guwuljw-
gwd pwunwlwgnpd:

UJbwnpuitw Ujwgjuit

Lpwgpnn

The diligence and inspiration of a fragile woman with strong
hands, a woman of special beauty and talent, which can be

envied by any sculptor, is striking.

Svetlana Avakyan
Journalist

(Ftipkqu Uhpgnjwiuh wpuwnwupubpp Yipngwé Bu nwp-
pbip Ynyebphg, wwunhy Bu b gqqugdniupwhu: (FEdwub-
ph nualbph puquuquungejudp hwunbipsg' hwunwnnd Bu
dwpnyuyht hhduwpwp (b by’ thhihunthuwlwt) Guink-
gnphwibpp' Yywup, utip, puppwip U hwyjwwnp b wju wdb-
up, hus ninlgnud £ npwug: (3. Uhpgqnjwuh puqdwehy
uinbindwgnpénypyniutbp wyju Yud wju Yhepy vbp dnpnd
wungwgynul Eu dwypnipjw phdwjh htin' wiulwlu upwhg
npwup wpnwhwjnnud & uywunwd, pwjuhé, hnyu, pb'
nipuifunipynL, npwup pnpnpt k| pupniggnit Bu wnwgnud,
npu k| pfunud £ wyu hwybpdwlwu b Jjuupp hwunwnnn

ptdw)hg:
Utmy Skp-Uhtwujwi
Bupuupuybin

Tereza Mirzoyan’s sculptures are made from various
materials, plastic and emotional, with all the difference in
their themes and forms, affirming the most basic human
(and philosophical) categories - Life and Love, Tenderness
and Faith, and everything that accompanies them. Many of
Mirzoyan's works in one way or another are associated in our
minds with the theme of motherhood, whether they express
anticipation,sadness, hope or joy, they all radiate kindness

that emanates from this eternal and life-affirming theme.

Anush Ter-Minasyan
Architect
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Uh pwuh funup @. Uhpgnjwuh dwuht ' npuybu ulwphs:
Pwywlwi b uwyby upw unbindwgnpdnipyniuubph wipnup'
npybtiugh hwdngybu, np tw nwnwunwynp tywpsnthh k,
unbindwgnpdwuu wnnwny pwwn winhy, hul tpw unbn-
Swgnpswlwi nhwywgnup' nintdhpp 2w wyu: ‘Lw niuh
U gqnun Unppipnuwghtt wpluwnwupttp, U nkynpunhpy, U
Ununubutnw-nEYynpwinhy U pninpt k| hEnmwppphp Bu nu
pwqUwquu: dbpoht opowtnd tw twpyb) b ndwynpdwu
hwpgny U wju ninnnipjwdp hbnmwppphp pugwhwjunnud-
ubip niup:
Jnwdpwwnth Cwpwpju
Upybuwnp Juunwljudnp gnpdhy, ypndbunp

A few words about T. Mirzoyan as an artist. It is enough to
look at the album of her works to be convinced that she is a
talented artist, that she is creatively very active and the range
of her work is very wide. She has small sculptures, decorative,
and monumental works - all of them are interesting and

diverse. Recently, she has become captivated by matters of

style and has had interesting finds concerning it.

Vramshapuh Shakaryan

UnwohU ownpnd™ dwfuhg we. Nnpbipun Unbwuwl, Mnptipn Pwiwywl: Spypnpn swppnid” dwfuhg wg. Lnlub @nwwilywil, Sniwly Updnlywil,
Qtunhy Pwnnwuwnuwu, Uwphwd Manpnujwl, Lunb Dwpnuwjwl, Quahy Unbthwlywl, Sapwuhd Cwhybpnjwl, @tpbquw Uhpgnjuwl, fuwswnnin
Uhphowljwl, Sphgnp Awnnudjwl, EUhb Mawnpnujwl:

Honored Artist, Professor

Front row, left to right: Robert Minasyan, Robert Balayan. Second row, left to right: Nune Tumanyan, Tsolak Simonyan, Getik Baghdasarian, Mariam Petrosyan,
Levon Vardanyan, Gagik Stephanyan, Gerasim Shahverdyan, Tereza Mirzoyan, Khachatur Mirijanyan, Grigor Baghumyan, Emin Petrosyan.

(dtiptiqu Uhpqnjuup pwgwhwjnnd £ ynipbph glinup-

(atpbqu Uhpgnwuh uplnpugnyu ubpnpnudp dbp dpwnyph Jbhunwlwu hupuwnhwynipjniup, npu wnwuduwhwunty
Ubie' nwuwiinnubiph ubpniunubpu Bu, npnup Ypnd Bu ng dhwju gbnwpybunwluu b ginughnwlwu hugknnyegniu £ hw-
abinp pbipwd qhunbhpubpp, w) judw pb wywdw' tpw Ypuyh nnpnnd pwunwyhtu: Uhpnibnh pungdywénipyniup upw
Uh dwuuhlyp, wpybunp hwunby pnint nt walibné udhpnudp: pwunwlyubph nwppbpwyhs gdtphg k:
Untw Nwquiugw
Quinw Skp-Lwlnpjwi Upyunwpwi
Lpwgpnn

The most important contribution of Tereza Mirzoyan to our

culture is the generations of students who not only carry the Tereza Mirzoyan reveals the artistic uniqueness of materials,

acquired knowledge, but voluntarily or involuntarily - a fraction of giving a special aesthetic sound to the sculpture. Emphasis

her fire, an ardent and sincere devotion to art. of the silhouette is one of the distinguishing features of her
Zara Ter-Akopyan sculptures.

Journalist Sona Ghazanchyan

Art critic
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L2ywé watuwwnwlplbpp
2EU ywhwwlyby

L2ywé watuwwnwlplbph
Ywjpp wlhwyun £

Lwdwnrnuwgpnieynillbp

U< - Uwubwynp hwyjwpwént

Q% - Abnwpybunwywl $nun
(htnwguynd’ Snigwhwlnbuwjhu
yEuwinpnl)

UV - Uawynypeh bwhuwpwpnigjniu
(UbpYwyhu’ YUpeniejwl, ghwnniejuw,
dowynypeh W uwynpwnh
Lwfuwpwnnip)nil)

These works
were lost

The location of these
works are unknown

Abbreviations

PC - Private Collection

FAF - Fine Arts Fund
(Exhibition Center)

MC - Ministry of Culture
(present Ministry of Education,
Science, Culture and Sports)





