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MAJOR EXHIBITIONS
J. JUMABAEV, HONOURED ARTIST OF KYRGYZ REPUBLIC

1967 [(National Art Exhibition devoted to 50* anniversary of the Soviet State, Bishkek.

1968 [Aii[Wnion Art Exhibition devoted to 50" anniversary of VLKSM, Moscovu.

1969 [Exhibition of J .Jumabaev' s Works, Bishkek.

1969 [AllMnion Exhibition of Fine Art Works, Moscow.

1970 [AllMnion Art Exhibition devoted to 100" anniversary of V. 1. Lenin. Moscow.

1972 [AlIMnion Art Exhibition «Youth of the Nation», Moscow.

1972 [Exhibition of Fine Art Works of Central Asian Republics and Kazakhstan, Moscow.

1973 [National Art Exhibition «Young Artists of Kyrgyzia», Bishkek.

1973 [Exhibition of Fine Artworks of Young Artists of the USSR held in Poland, Bulgaria, Romania, Czech Repubiic,
Hungary.

1974 [Exhibition of Kyrgyz Fine Arts within USSR Exhibit of National Economy Achievements, Moscow. (Bronze Medal).

1975 [Exhibition of Fine Art Works of Young Artists of Kyrgyzia within the World Book Fair, Moscow.

1976 [All[Mnion Art Exhibition «Youth of the Nation», Moscow (Il degree Diploma & second premium).

1976 [Exhibition of Fine Art Works of Young Artists of USSR held in Sofia, Bulgaria.

1977 CAllMnion Exhibition of Fine Art Works of Young Artists. Venice Biennale (Second premium of Central LKSM
Committee).

1977 " Exhibition of J.Jumabaev's works, Bishkek.

1977 [National Art Exhibition «On the Path of Lenin» devoted to 60* anniversary of Great October Sociaiist Revolution,
Bishkek.

1978 [Ali[Mnion Art Exhibition «Young Guards of the Soviet State» devoted to 60* anniversary of VLKSM, Moscow.

1978 [Exhibition of Kyrgyz Fine Art Works held in Sweden. Days of USSR Culture in Sweden.

1979 [National Exhibition «Artists Addressing Children», Bishkek.

1979 [Exhibition of Kyrgyz Graphic Art held in Denmark, USSR Culture Days in Denmark.

1979 ' Exhibition «Kyrgyz Fine Arts» held in Belgium. USSR Culture Days in Belgium.

1979 [Allnion Exhibition «Youth of the Nation», Moscow (Diploma for participation),

1980 [Exhibition of Decor and Applied Art and Graphics held in France, USSR Culture Days in France,

1980 [Exhibition of Paintings and Graphic Works in Mongol People's Republic, USSR Culture Days in Ulan Bator,
Mongoiia.

1980 [(Mational Exhibition of Graphics, Bishkek,

1981 [Fine Arts Exhibition «Kyrgyz Paintings» in city of Tallinn (Estonia).

1982 [Fine Arts Exhibition «Kyrgyz Paintings» in city of Lvov (Ukraine).

1984 [All[Nation Fine Arts Exhibition in city of Moscow (Russia).

1987 [All[Nation Fine Arts Exhibition in city of Moscow (Russia).

1987 [Ehibition by group of artists «New Wave» (Bishkek, Kyrgyzstan).

1988 [Kyrgyzia Culture Days in Mongol People's Republic and Exhibition of Paintings and Graphic Works.

1988 [Eine Art Exhibition «Kyrgyzia Painters» in city of Almaty (Kazakhstan).

1989 [Hield work and exhibition In city of Dusseldorf (Germany),

1990 [Hield work and exhibition in city of Athens (Greece),

1996 [Mays of Kyrgyzia culture in Russia (Moscow), Exhibition of paintings and graphic works.

1997 [MNationwide Exhibition «Woman's Image in Works of Kyrgyzia' Artists» (Bishkek).

1998 [Ihternational Exhibition and Contest in city of Los Angeles (USA), First place in Paintings,

2002 [hternational Fine Arts Exhibition «Central Painter's Home 2002» (Moscow),

2003 [ays of Kyrgyzia culture in Moscow, Exhibition «Heritage and Contemporary Life»,

2004 [hternational Fine Arts Exhibition «Central Painter's Home 2002, Ecology» (Moscow),



JambulJUIVIABAEV The creative path of JambuUUMABAEYV covers the period oftime from the sixties
last century to the present day, therefore his professional training and his coming-to-be artist fell on the era of a drastic
revision of socialist realism' cliches by a younger generation of artists when masters in arts in the former Soviet Republics
increasingly trended towards seeking their cultural and ethnic identity through form and content of their works. In the sixties
precisely the political red marks having yet restricted the soviet artists' access to the 20 century' achievements in the
European arts have been since overstepped. The Soviet arts however have never been isolated from the worldwide artistic
path due to particulars of academic study in arts based on the comprehensive knowledge of the whole history of arts,
although the odds having been given to the realism. The Soviet arts were very complicated and polysemantic phenomena
including works of original artists set apart the crowd of followers of the socialist realism by their vivid particularity, the crowd
being highly engage did notascertainatallthe level of the great achievements.

As for the Kyrgyz fine arts in particular, they have never been engaged in politics at all, except posters as pieces ofart
made to order and tailored to the latest news.

Kyrgyz paintings since first years of development followed the programmed path based on critena of reflecting real
lives of people depicted as spiritually lofty characters traced out in a strictly professional manner. Just in the 30-ties to 40-ties
last century S. Chuikov introduced a notion "the sense of Kirgizia" having a vague academic meaning, however the artists
benefited enough from this notion, and Kyrgyz paintings in the Soviet period being evidence of that trend contributing a
particularoutlookto multinational Sovietarts.

Jambul Jumabaev may be considered the follower of general outlines set by Kyrgyz painting founders, although in
general only. His creative work was developed already in a new environment shaping a larger individual freedom of selection
forcreativeguidelines,especiallywhenoperatingwith the shape.

His paintings should be mentioned as having not been affected by the spiritual crisis in the 90-ties last century when
several Kyrgyz artists denied to follow realism in favor of avant-guard ism of extreme shape. He kept true to his path owing to
powerofhistalent.

Paintings made by Jambul Jumabaev are far from being realistic as mirror reflection. The lyrical shaping being
typical of Kyrgyz initiators in professional painting had been grounded on rigorous academic training in drawing &
composition modes. While the figures depicted being lyrical usuallythere was some edification in a composition on feature,
although unobtrusive.Asfor searches for figures taken in essence or shape explorations by Jambul Jumabaev, he shared in
a selective way (as any professional did) patterns experienced eitherbygreat masters of the past or several masters ofthe
20 century,

| would determine the manner by Jumabek Jumabaev in general as neo-romantic.

As other art critics used to seek for roots of any artist' creative work for determination of his or her adherence to an
artistic tendency | have to search for position of the manner of painting and drawing pieces shown by Jumabek Jumabaev
within major artistic streams of the past sometimes hidden underneath, to subsist in a latent manner only in museums,
sometimes breaking out into the live scenery in someone's works gushing forth as a geyser. Of course, (a stream) renewed
with new properties including features of various tendencies, even those formerly eliminating each other but nowadays
refracted through the "magic crystal" of the artist' personality.

Romanticism in paintings once rose againstthe rational and bookish topic. Soviet artists named "newcomers of the
sixties" including followers of rigorously academic painting, also rose against book-illustration' patterns in painting, those
preferring not-subjected figure to a narrative. Artists of different tendencies in style (except those having experienced a
particular aversion for life) aspired for the ideal or have been affected with nostalgia for ideal. Search for ideal running in
various ways led to different artistic solutions.

JambulJumabaev has shown himself steadfast in serving the beautiful since the first steps on his creative path, not
justforthe beauty being surface property ofan object or phenomenon, whereas the beautiful being inner deep-laid property
coming to light in endless variations of shaping.

Both painting in a smooth texture with tonal development of color relations and basically rigorous academic drawing
apparently brought Kyrgyz paintings and early works of Jumabaev closer to the Russian school of realism. However lofty
images of ideal discovered by Kyrgyz artists in natural environment and among modest people became a particular feature
of Kyrgyz painting manner in all generations, having acquired individual marks in the works of Jumabaev. While Jumabaev's
aesthetic position being clear and transparent, he diversifies in developing every scenic character.



The subject being of interest for him shall not be reduced to a single v¥/ork as a rule, but solved in a set of paintings,
each of them contributing a speciflc timbre into the chorus of sounds of a topic, an emotional leitmotiv based on an
association bridge of the color and the sound, i.e. rooted on the complexity of psychophysics on the grounds of creative
action.

Abright flight oftalented fancy being a powerful uprush ofthe gift already emerged in early works ("T/d/ngs" 1969,
"AwakenInQ" 1969, "Baiga" 1970) with imagery put mainly on music-like eurhythmies of lines and silhouettes. A perfect
graphic artist seemed to appear at that time in Kyrgyz fine arts being gifted by the "grace of God". This assumption has been
confirmed by his drawings highly merited due to delicate depicting of details and line' accuracy creating not only flexible
figures (as in painfings of Engre) but also the air surrounding these figures. Strict manner joined to the sense of proportion
giving loftiness to the drawings seemed to have determined his future path as graphic artist, especially as he never used the
stump in hisdrawings in order to make figures volumetric and to bring depth to the space.

Created images were intensive owing to aesthetic excellence of the shape. Jumabaev might have been called
formalistifthe artist considered the aesthetics in using formal techniques as an end in itself. But humanness always being
resonant in his works as passionately felt by the artist while the passion being purified with the pace oftime and meditation,
thus having survived as a sign or symbol, an optical illusion or an apparition. Such dear vision being at the same time
vacillating could not have been reproduced by means of rigorous academic drawing or painting.

Jumabaev had enough courage to give up principles on the grounds of Kyrgyz school of painting as painting from life
for figurative compositions and plein-air solution in drawing landscapes.

Jumabaev from the 70-ties appeared as a coloristwho expressed the nature in colorwith wide stroke (of brush), for
the sake of this he sacrificed a vigorous manner of drawing which had been specific for his early paintings. Vacillating and
dim outlines have been required to reflecttheairmass and movement as he intended to. Figures in natural environment are
naturally limited with struggling masses of colour. Although eurhythmic colour relations are very expressive by themselvesin
abstract vision, the same the texture being colorful surface, everything the artist depicted exactly reflects either the subject-
matter or the state being fictitious and associative in nature, not naturalistic. The artist should have failed to attain such
impression with simply copying nature as mirror reflection. Anything the artist depicted has passed through his burning
imagination. He created paintings bearing multiple layers in their inherent content, not photographic reflection of a single
instant of the life' phenomenon, he createdpainting in its pure sense having reflected the living idea of lofty and spiritual
nature.

Jumabaev expressed himself and keeps to express himself with stronger and stronger capacity in the intncate
condifions of sparseness In styles being typical forthe arts of Kyrgyzstan, scattered from the traditionalists of 30-ties to 40-
fies up to various avant-guardist preferences, with rare exception of artists being original thinkers comparable to Jumabaev
in capacity and unique talent.

People living a phmordially pure life are the main subject of interest for Jumabaev in his works. There Is nothing
casual in his paintings. Intimacy and serenity together with inspired images are performed by the artist in spontaneous
manner of a master getting to the bottom of the matter when depicting a human or a phenomenon. He neither belongs to
Intuitive artists nor being a passive observer. He is an erudite person, athinkerwho lives in passions and ideals. His paintings
express thoughts and feelings dominating over the nature. His hand taking the brush performs orders of author's will in a
precise and accurate manner representing the ideal of life in colourful arrangement; hence an easy stroke of brush seeming
impromptu.

There are several portraits among his works (as of B. Koshoev, 1976, his wife, 1972, 1974, 1975, of Ainara, 1989,
and some others} he solved various problems with. Including decorative ones. While portraying women the artist
emphasizes either a charm of femininity or an external attractiveness. Perhaps only In the portrait of his friend, graphic artist
Beiek Koshoev early perished, he performed only the face thus accentuating an appearance internally strained of his
kindred spirit.

Jumabaev as any artist likes painting the naked female none the less those are not erotic. In these exercises the
artist solves either problems of eurhythmies or those of colour sometimes attaining the classical lucidity and laconic brevity,
as masters of the past did. Thus, "Aiaked" of 1993 reminds of the "Bather of Valpinson" by Engre.

His picturesque manner reproduced in a brilliant way the beauty of the flowers in the still-lives "Peonies" of 1997,
"Field Flowers" of 1998, "Chrysanthemums" of 1996. The artist showed in these still-lives painted of course from life his
masterly command of painting techniques and exact vision of natural shapes.



The main part of his paintings are composition pictures performed on observations and from memory. Almost all of
them are dedicated to the Southern Kyrgyzstan being the place of artist'childhood. These are "G/r/sa(ffte/.a/(e", 1973,'To
the Studies". 1974, "School in Mountains”, 1979, "Spring 1945", 1985, "Boy witti the Hoopoe", 1975, "In Spring", 1978,
"Morning”, 1975, "Summer In the South", 2003, "Boy with Roostei", 1997, "Eastern Motive", 2001, "Midda/, 1987,
"Reminiscence” (two versions 1981 and 2003), "At the Spring", 1998 1999, "Waiting", 2002, "In the Steppe", 1984,
"Memory", 1996-1998. All these paintings revealed the major features of Jumabaev's creative work as his passionate
nature, emotionality, loyalty to his ideal and love for his homeland expressed up to the son's tenderness and, the feature |
considerthe most important ofthe painter, his high professionalism ofthe master.

The series "Mirages" takes a special place in his creative work. These paintings being small in size have something
in common with the movies, with lyrical or musical miniatures being cast by real impressions of Asian deserts and steppes
penetrated by intense heat. There are boundless expanses numbed with calm and halfruined mausoleums and adobe-brick
wretched houses, solitary inhabitants ofthese places ortravellers lifted to these places iJy reverses of fortune or by everyday
occurrence.

The artist created all these pictures by laconic means of composition and color: monochromatic background with
tonal stretching, a solitary figure and some dwelling depicted in the space. Everything or almost everything is vacillating and
outlined in sketch and at the same time realistic to the point any optical illusion could be realistic.

Jambul Jumabaev is an oriental person being however marked with the European culture.

Born in 1946 in Myrza Aryk village, Uzgen district Osh Oblast. Studied from 1960 to 1965 at Moscow School of Fine
Arts under Moscow Institute of Fine Arts after V. I. Surikov. Since 1965 studied at Frunze College of Fine Arts (now Kyrgyz
State College of Arts after S. A. Chuikov). Member of USSR Union of Fine Arts Workers since 1972.

Jambul Jumabaev Is an artist with broad creative potential. Painter and graphic artist, bool< illustrator and artistic
director with feature movies and television shows. Took part in production of TV-movies "Soldier Boy" by Ch. Aitmatov
("Kyrgyztelefilm", 1972), "Bulat Minjilkiev Singing" ("Kyrgyztelefilm", 1973), "Red Apple", novel by Ch. Aitmatov
("Kyrgyzfilm", 1974).

Jambul Jumabaev's gift had been highly evaluated by S. A. Chuikov and E. A. Maleina. They admired
Djumabaev's command of all means of expression in painting seeming at first glance easy to attain as composition, pictorial
texture, colour, all things a full-blooded painting should have failed to be performed w/ithout.

O. Popova Honoured Arts  Worker ofthe Kyrgyz Republic

J. Jumabaev's works are placed with Kyrgyz State Fine Arts Museum after Japar Aitiev (Bishkek, Kyrgyzstan),
State Gallery after Tretiakov (Moscow, Russia), State Museum ofthe Orient (Moscow, Russia), Collection by Direction of
Exhibits {Moscow, Russia), Museums of following cities & towns as Saratov, Novosibirsk, Astrakhan (Russia), Private
collections in Japan, Germany, USA, Greece, Italy, Russia, Kazakhstan & Kyrgyzstan.



OCHOBHbIE BbICTABKIN
LXKAMBY /T IDKYMABAEB, 3ACYXEHHbIN XYLOXHWK KbIPTbI3CKOW PECMNYBAUKN

1967
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1969
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1972
1972
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1973
1974
1975
1975
1976
1976
1977
1977
1977

1978

1978

1979
1979
1979
1979
1980
1980
1980
1981
1982
1984
1987
1987
1988
1988
1989
1990
1996
1997
1998
2002
2003
2004

[PecnybnnkaHckas XyfoxecTBeHHan BbiCTaBka, nocsaweHHas 50 metnio CoBeTCKOro rocygapcrsea, bukek

[Bcecolo3Hasa xyjoXXecTBeHHasa BbicTaBKa, nocsaweHHas 50 metuio B/IKCM. Mocksa,

[BbicTaBka pa6ot [x. [xymabaeBa. bulikek,

[Bcecolo3Han BbloTaBKa Npon3BeAeHni Xy0XHNKOB. MockBa.

[Bcecot3Has xyJoXXeCTBEHHas BbloTaBKa, nocssaueHHana 100[MeTuto co gHA poxaeHusa B. . lennHa. Mocksa.

[CBcecol3Hasa xy[oxecTBeHHan BbloTaBka «M0noA0CTbL CTpaHbl». MOCKBa.

[Mexpecny6nnkaHcKkas Xy40XeCcTBEHHas BbiCTaBKa NPOM3BefeHN Xy[0XHUKOB pecny6nnk CpegHeli A3um u
KazaxctaHa, MockBa.

[Pecnyb6nukaHckas xyfoXxecTBeHHas BbicTaBka «Monoable Xya0XHUKN Kbiprel3cTaHa». Bulukek.

[BbicTaBka Npou3BeAeHunii Monoablix XyfAoxHukos CCCP B Monblie, bonrapuu, PymbiHumn, Yexun, BeHrpuu

[BbicTaBKa KblprbI3CKOro n3obpasntenpHoro nckyccrsa Ha BAHX CCCP. Mocksa. (BpoH3oBas mefarsb).

[BbloTaBka Npon3BefeHNn MONOAbIX XyA0XHNKOB Kbiprei3acTaHa. MockBa.

[BcemupHasa BbiICTaBka KHUrn, Mocksa.

[Bcecoto3Hasa Xy0XecTBeHHas BbloTaBka «Mon0A0CTb CTPaHbl». Mocksa (Aunaom 11 cTeneHn n BTopas npemus).

[BbicTaBKa NponsBefeHunii Monoabix xyfoxHnkos CCCP B Bonrapuun. Codus.

[Bcecol3Has BbiCTaBka Npou3BefeHunii MoNoAbIX XyJ0XHUKOB. BueHane B BeHeuun (Btopas npemus LK IKCM).

[BbicTaBka nponssegeHunii Ax. [xymabaeBa. Buwikek.

[PecnybnnkaHckas xyf0XecTBeHHas BbiCTaBka «[10 T€HWHCKOMY NyTW», nocBslweHHasa 60[OeTnio Bennkoii
OKTSIGPbCKOI couManncTMYecKoin peBontoLnmn. BUlKek.

[Bcecow3Haa xyAoxecTBeHHas BbicTaBka «Monogas reapavsa CtpaHbl CoBeTOB», MnocBAweHHaa 60L0MdeTuio
B/TIKCM. Mocksa.

[BbicTaBka NpoOM3BeAEHN KbIPrbl3CKOro n3obpasntenbHoro nckycctsa B Leeunn. OHu kynbTypsl CCCP B
Wseynn.

[PecnybnmkaHckas BbiCTaBKa «XYAOXHUKN AeTAM». Bulikek.

[BbicTaBka Npon3BeAeHNii Kblprbi3cKoi rpaduku B flaHun. [HU KynbTypbl CCCP B [laHuu,

[BbicTaBka «Kblprbi3ckoe n3obpasutensHoe WckyccTtBo» B benbrun. [OHu KynbTypsl CCCP B Benbrum.

[Bcecoto3Haa BbicTaBka «Mon0A0CTb CTpaHbl». Mockea ([Aunnom 3a yyacTtue).

[BbicTaBka fekopaTuBHo [OpuknagHoro mckyccrea v rpadukm Bo ®paHumn. OHu kynbTypsl CCCP BO ®@paHuum.

[BbicTaBka npoun3BefeHunii xusonmucu n rpacukm B MHP. AiHn kynbTypsl CCCP B MHP YnaH[Batop.

[PecnybnukaHckaa BbicTaBka rpadukn. bukek.

[Pecny6nmkaHcKasa Xxyf0XeCcTBeHHas BbloTaBka «Kblprbiackas XWUBOMUCb» B T Taj/IMHHE.

[PecnybnukaHckan xyfoxecTBeHHasa BbloTaBka «Kblprboi3ckasi XMBONUChb» B I. J/IbBOBE.

[Bcecotw3Haa XyA0XecTBeHHasa BbloTaBka B . MoCKBe.

[Bcecolw3Han xyf0xecTBeHHasa BbiICTaBka B I MockBe.

[BbloTaBKa rpynmnbl XyA0XHUKOB «HoBas BonHa» (Bulikek).

CAHW kKynbTypbl KbipreiactaHa B MHP 1 BbicTaBka Npon3BeAeHnini XMBONUCU U rpaduku.

[XypoxecTBeHHan BbiCTaBKa «XyAOXHUKU Kbiprbi3cTaHa» B r. Anmatbl (KasaxcTaH).

[TBopueckas paboTa n BbicTaBka B I Jjioccenbgopde.

[TBopueckasa paboTa u BbloTaBka B I ApuHbl (Fpeuns).

" OHU KynbTypbl Kbiprei3acTaHa B Poccum (MockBa). BbicTaBka NpovM3BeAEHUI XXMBONUCK 1 Tpatunkm.

[PecnybnukaHckasa BbicTaBka «O6pa3 XeHLWNHbl B TBOPYECTBE XYA0XHUKOB KbiproidctaHa» (Buwkek).

[MexpayHapoaHan BbloTaBkalKoHKypcC B . JToc CAHAXenec; 1 MecTo No XWBOMUCH.

[CMexAyHapOoAHbl/i Xy[0XeCTBEeHHbI canoH «LleHTpanbHbili flom XygoxHuka 2002» (Mocksa).

COHW kynbTypbl Kbiprei3ctaHa B MockBe. BbicTaBka «Hacneane n COBPEMEHHOCTbY.

[MeXxAyHapoaHbIA XyA0XeCTBEHHbIN canoH «LleHTpanbHbIl flom XygoxHuka 2002. Skonorusa» (Mocksa).



ox. okymab6asB TBOpYecknii nytb Oxambyna [xymabaeBa oxaTbiBaeT nepuop ¢ 60Xl rogos XX Beka no
HbIHEWHNI/ AeHb W, CcTano 6biTb, €ro yyeba M CTaHOBNEHME KaK Xy[AOXHUKA COBNann CO BpeMeHeM, Korja KaHOHbI
COLMaIMCTUYECKOro peann3ma MNOABEPIINCL PEBU3NU XYAOXHWKAMW MOMNOAOr0 MOKOMEHWS W BO3pocfia TeHAeHUuA
MONCKOB HaLMOHANbHON CaMOGbITHOCTY COAEPXaHMNA U XYA0XEeCTBEHHOW (hOpMbl B TBOPYECTBE MacTEPOB BCEX COBETCKUX
pecny6nvk. ImeHHO B 60[€l rogbl PyXHYIM rpaHuLbl, oTAensowlne coOBETCKNX XYLOXHMKOB OT JOCTUXEHWNI A eBponelickoro
nckycctea XX Beka. OfHaKko COBETCKOe MCKYCCTBO HUKOrAa M He 6bl10 M30/1MPOBAHO OT MUPOBOTO XY[0XECTBEHHOro
npotecca B cuny cneyngukn Xxy0XxXeCcTBEHHOTo 06pa3oBaHuns, ONMpatrLLerocs Ha 3HaHne BCceii MICTOPUN NCKYCCTBa, XOTH 1
6blI0 OPMEHTMPOBAHO TO/MIbLKO Ha peann3M. COBETCKOE MCKYCCTBO ObIfI0 CMIOXHBIM U HEOAHO3HAYHbIM SBMEHWEM, OHO
BK/lOYano B cebs TBOPUYECTBO CaMOObITHbIX MacTepoB, APKO BblAENABLINXCA HA (DOHE «MaCCOBKM» COLMANNCTUYECKOro
peann3ma, NONNTU3MPOBAHHON, HO OTHIOAb HE ONpefenaBlUell ypOBEHb ero BENNKNX AOCTKeHWNI []

UTo KacaeTCs Kblprbl3CKON3 M306pa3nTeNbHOro MCKYcCTBa, TO OHO BOOOGLE HUKOr4a He 6bi10 NOINTU3NPOBAHO,
MCK/IK34as UCKYCCTBO NjakaTa YMCTO 3aKa3HOro 1 06CNyXnBatLwWwero «3106y AHA».

Kbiprbi3ckas XWBOMWCb C MEPBbIX /IeT CBOEro BO3HUKHOBEHWA MPOrpaMMHO pasBuMBanacb Ha npuHumMnax
OTpaXeHus peasibHOM XU3HN Hapoja B ;yXOBHO BO3BbIEHHbIX 06pa3ax n CTPOroro npodeccroHann3ma xya0xeCcTBeHHON
¢dopmbl. MmeHHO B 30[40[€l roabl C. YyiikoB BBEN TEPMWUH «4yBCTBO KMPrusum», TEPMUH HayyHO pacnbiBYaTblli, YTO He
Mellano XyAoXHMKaM ero noHmMaTb C AOCTaTOYHOW MONb30iA, 0 YeM CBUAETENbCTBYET NCTOPUA KbIPrbi3CKOW XUBOMUCHK
COBETCKOro nepnoja, MMeBLLeil CaMOCTOSITe/IbHOE INL,0 B MHOTOHaLMOHaIbHOM COBETCKOM UCKYCCTBE.

MoxHO cuuTath, uto [xambyn [xymabaeB crneayer OCHOBHbIM Tpeb6oBaHUMAM, BbipaboTaHHbIM
OCHOBOMONOXHWKAaMWN KbIPrbl3CKOW xusonucu. OgHako ToNbko B 06wux yeptax. Ero TeopuecTBo pa3BuBanocChb yxe B
HOBbIX YC/IOBUAX, B yCnoBMUAX Gonblieli MHAWBMAYaNnbHOW cBO60OAbI BbiGOpa TBOPYECKUX OPUEHTUPOB, Mpex/je BCero B
paboTe Hag Xy[,0XeCTBEHHOU POPMOIA.

Cnepgyet OTMETUTb, 4YTO €ro TBOPYECTBO He npeTtepneno kpusuca 90X rofos, Korfga 4acTb KbIPrbl3CKUX
XyZ[OXHVNKOB OTKa3anacb OT peanu3ma B Nofib3y KpaliHux hopm aBaHrapgmama. OH ocTancs BepeH cebe B cuiy MoLiu
CBOEro jlapoBaHus.

Peanusm tBOpuectBa [x. [)xymabaeBa HOCWUT faneko He 3epKalibHblil xapakTep. lMoaTuyeckas o6pa3HOCTb
KbIPrbI3CKMX OCHOBOMOJ/IOXXHUKOB B OCHOBE CBOero popmoo6bpasoBaHusa umena BcelThkn akajeMNUeCKylo LWIKOY PUCYHKa
1 KOMNO3ULMOHHBIX NpnemoB, /I npu BCceil noaTusauumn o6pa3os B TeMaTUYeCKMX KOMNO3MLMAX 06bIYHO NpUCyTCTBOBanNa
AnaakTuka, nNycTb Aaxe HeHaBA3umBasd. UTo kacaeTcs MNOMCKOB 06pasHOi CywHoOCTM W (opManbHbIX MNPUEMOB
[xymabaeBa, TO OHW n3bupaTenbHo Bo6pann B cebs ONbIT U BENKNX MAacTepOB MPOLWAOro, U XyAOXHWKOB ABaALaToro
Beka, kak 1 1to6oro npodeccnoHana.

B uenom ctunb Ax. [xymabaeBa s 66l onpefenuna kak HeopoMaHTU4Yeckuii. NMprBblYKa NCKYCCTBOBELOB UCKATb
MCTOKM TBOPYECTBA TOFO MU UHOTO XYy 0XHUKA U ONpefeNnsaTe NPUHAANEXHOCTb €ro K TOMY UAM MHOMY XYJOXXECTBEHHOMY
Hanpas/feHNI0 BbIHYXJaeT U MeHA MUCKaTb MEeCTO CTU/INCTUKE XUBOMUCU U PUCYHKOB [I)XymabaeBa B MOTOKax OCHOBHbIX
XY[0XEeCTBEeHHbIX TEYEHWUI NPOLLIOro, NHOTAa ncye3arLmnx c NOBEPXHOCTH U CYLLeCTBYOLW KX NOACMYAHO NNLWb B My3esX, a
nHorga boipb[HaoWwmxcs B NPOCTPAHCTBO XMBOro npouecca MHAMBUAYaNbHbIM TBOPYECTBOM, NMOAO6GHO (DOHTAHUPYIOLWUM
reiisepam. Pasymeetcs, B 06HOBNEHHOM BUAe, OKpalWeHHOM HOBbIMW Ka4eCTBEHHbIMU OCOGEHHOCTAMM, BKAOYAOLWUMMN
uepTbl MHOTUX, filaXe B3aMOUCK/IYaLWmMX 4PYT Apyra HanpaBieHUii U NPeNoMEeHHbIX Yepe3 «Marnyeckuii kpuctann» u
JIMYHOCTU Xy[0XKHUKA.

POMaHTM3M B XWBOMWCK Hekorga BoOCCTan MPOTUB PacCyfovyHOCTM W NUTepaTypHOCTM croxeTa. [1poTus
UNNIOCTPATUBHOW NUTepaTypHOCTU XWBOMWCKM BOCCTaNM U COBETCKME XYAOXHUKWUIWeCTUAECATHUKW, B TOM 4ucne u
aKafiemMucTbl, NpefnoYnTas «pacckady» 6eCCloXeTHbIi 06pa3. Xy[0XHUKN pa3HblX CTUINCTUYECKNX HanpaBieHuii, Kpome,
pasBe, TeX, KTO UCMbITbIBaN 0C060e OTBpAaLLeHNe KXU3HWN, CTPEMUANCH K nAeany Uan UCNbITbiBaAN HOCTanbruto No naeany.
Moucku LWAn pasHbIMK NYTAMU U NPUBOAWNIN K PA3NINYHBIM XY0XECTBEHHbIM PeLeHUsM.

[x. [xymabaeB C MepBblX LIaroB CBOEro TBOpPYeCTBa HEMoKoNebumMo CNAyXusn npekpacHoMy, a He MpocTo
KpacoTe, KOTOpas ABNAETCA BHEWHUM NPU3HaKoM npegmeTa WAU ABMEHUSA, B TO BPeMS Kak NpekpacHoe BHYTpPeHHee,
rnybrvHHOe KayecTBO, NpoaBnsioLLeecs B 6eCKOHEYHOM pa3Hoobpasum popm.

Inafkas xuBonucHaa gakTypa v ToHanbHaa pa3paboTka LBETOBbIX OTHOWEHWUN, Kak 1 akageMnyeckuin B csoei
OCHOBE PUCYHOK, BHELUHe CO6AMXaNN KbiprbI3CKYH0 XUBOMUCH U paHHMe paboThl [)xymabaeBa C pycckoil peanmctuyeckoin
WwKonoii. OfAHaKO BO3BbILEHHOCTb MAeana, HalJeHHOTO KbIPrbI3CKMMU MacTepaMu B OKpYyXawlieil npupoae U HapoaHol
cpege, cTana OT/IMYUTENIbHbIM MPU3HAKOM KbIPrbI3CKOW XMBOMUCKU BCex MokoneHuii. A B TBOopyecTBe [xymabaeBa
npuobpena MHAUBUAYaANbHbLIO YepTbl. MpW SCHON NPO3pPayHOCTM ICTeTUYeCKoi no3uumun, [xymabaeB pa3Hoo6paseH B
XYA0XECTBEHHOM peLleHNN KaXA0r0XNBONUCHOTro o6pasa.



Kak npaBuno, 3aHumaiolLas ero Tema He ncyepnbiBaeTcs OAHOM KAPTUHOW, @ pelaeTcs LUKNOM KapTUH, Kaxaas
M3 KOTOPbIX BHOCUT B 3By4YaHWe TeMbl CBOW TeMOp, CBOIO 3IMOLMOHANbHO-MY3blKaJibHYI0O JOMWHAHTY, OCHOBAHHYIO Ha
accounaTUBHOW CBA3M LBETA U 3BYKA, TO €CTb HA CIOXHOCTM NCUX0PU3NKN TBOPYECKOTO NpoLecca.

Yxe B paHHux paboTtax («Bectun», 1969, «MpobyxaneHne», 1969, «baira», 1970), B ocHoBe 06pa3HOCTU KOTOPbIX
6onblWyl0 ponb uUrpana My3bikanbHas PUTMUKA TUHUW U CUNYSTOB, MPOSIBUACSH SAPKWIA B3NeT TanaHTa, MOLWHbIA nopb[B
BOCXOASALLErO fapoBaHusa. Torga kasanocb, 4TO B KbiPrbiI3CKOM MCKYCCTBE MOSIBUJICS NMPEKPACHbIN pucoBanblUunK, rpadpuk
«G0OXbell MWNOCTbio». OTO MPenAnonoXeHWe MNOATBEPXAANN M €ro PUCYHKU, AOCTOMHCTBO KOTOPbIX OMpenensnocb B
TOHKOCTMW OTAENKM AeTaNieit U TOYHOCTU NNHUMK, CO3AaBaBLIEN He TONbKO NIACTUYHOCTb GUTyp (Kak B pUCcyHkax Hrpa), Ho n
okpyxaloluyto aTn Gurypbl Bos3aywHyo cpeny CTporuii BKYC M YyBCTBO Mepbl, Npuaatlolime BO3BbILLEHHOCTb PUCYHKaM,
Kasanocb Obl, onpenensnu nyTb XyAoXHuka-rpadbuka, Tem 6Gonee 4YTO B PUCYHKAxX OH HUKOrga He nosb3oBancs
pacTylweBKoO Ans npuaaHua purypam o6beMHOCTH, @ NPOCTPAHCTBY MEPCMNEKTUBY.

nybuHa co3paBaembix 06pa30B OCYLECTBAANACH 3@ CYET 3CTETUYECKOrO KayecTBa XyA0XECTBEHHOW GOpPMHbI.
MoxHo 6bwo 6bl Ha3BaTb [xymabaesa popmannuctom, ecnu 6bl 3cTeTMka GopManbHbIX NPUEMOB Oblna ANa XyLoXHUKa
camouenbio. OpHako B ocHoBe ero paboT Bcerga 3BYYMT YENOBEYHOCTb, CTPACTHO MPOYYBCTBOBAHHAas, Korga cTpacTb
oyunuLaeTcs BDEMEHEM M pa3lyMbeM U OCTaeTCs Kak 3Hak, CUMBO, MMUpax, BUaeHne. Takoe sCHOe 1 B TO Xe BpeMs 3bi6Koe
BUAEHME HEBO3MOXHO NepefaTtb CpeAcTBaMU akaleMUYeCcKoro pUCcyHka 1 akageMmnyeckom XmBonumcu,

OxymabaeB MMen MyxXecTBO OTka3a OT OCHOBOMONaramwWwMx NPUHLWNOB KbiPrbi3CKOW XMBOMUCHON LWKONbI,
onupatowelica Ha paboTy ¢ HaTypbl AN GUrypaTUBHbIX KOMNO3ULUMWIA U Ha NIEHIPHOE pelleHne nensaxa.

B xuBonucu, HaumHasa ¢ 70-x ronos [xymabaeB - KOJOPUCT, Bblpaxatouwmnii HaTypy LLBETOM U LUIMPOKOW MaHepo,
paau 4Yero OH oTkas3ancs OT CTPOroCTM PUCYHKA, 4TO ObINO XapakTepHO ANS ero paHHUX XUBOMUCHbLIX KOMMO3ULWUIA.
CTpemneHue nepepatb BO3AyX W ABUXEHMEe noTpebGoBano OT Hero 3bi6IOWMXCS, pacnibiBYaTbiXx NUHUA. Purypbl B
NnpocTpaHCTBEe MNPUPOAbI €CTEeCTBEHHO OrpaHWYyeHbl NPOTUBOOGOPCTBOM LBETOBbIX Macc. WM xoTs rapmoHuyecku
NOCTPOEHHblE LBETOBble WTHOWeEHMA camu no cebe ob6napaloT abCTPakTHOW BbIPA3UTENbHOCTbLIO, Kak W dakTypa
Kpaco4YyHON NOBEPXHOCTU", BCE, 4TO M3o6paxaeT XyAOXHUK, TOYHO NepefaeT NPeAMETHOCTb UAM COCTOSIHUE, Y4TO HOCUT
BooOpaxaeMblil, acCOUMATUBHLIN XapakTep, a He HaTypanucTuyeckuin. Takoro apodekTa XyLoXHUK He cMor 6bl 4OOUTbLCH,
Konupys npupoay Kkak ee 3epkaNbHOe oTpaxeHue. Bce, 4To m3obpaxaeT XyAOXHWK, MPOLWNO Yepe3 rOpHUNO ero
BooOGpaxeHunsi. OH co3paeT KapTUHbI, MHOrOMaHOBbIE MO CBOEMY BHYTPEHHEMY COAEpPXaHWo, a He PoTooTpaxeHus
KaKoro-To MOMEHTA XW3HEHHOro SIBNEHWUS, YNCTYI0 XUBOMNUCb, OTPa3MBLIYIO XMUBYIO WAEl0 BO3BbILWEHHOIrO, AYXOBHOrO
xapakTtepa.

AxymabaeB Bbipa3unn ceba M NpoAonxaeT BolpaxaTb Bce C 6onbwein n 60nblielt CUI0 B CNOXHbLIX YCOBUAX
cTUAMcTMYeckoro pasbpoca B XyA0XeCTBEHHOU XU3HU KbiprbidacTaHa oOT npuBepXeHueB cnoxuslumnxca B 30-40-x rogax
Tpaguuuii 00 pasfUYHbIX aBaHrapAUCTCKUX MPeanoyTeHWid 3a peaknuM MCKIoYeHUWeM TBOpPYeCTBAa CaMOCTOSITENbHO
MbICNALLNX XYA,0XHUKOB, paBHbix[XyMmabaeBynocune n HeMOBTOPMMOCTHM TaNaHTa.

OcHOBHOW TemoW TBOpYecTBa [lxymabaeBa ABNAIOTCA NIOAN, XUBYyLLME NEPBO3AAHHO YUCTOW XU3HblO. B ero
paboTax HeT cny4yaHocTen. MHTUMHOCTb, TULWIWHA, OAYXOTBOPEHHOCTb 06pPa30B BOMIOLWEHbI C HEMPUHYXAEHHOCTbIO
MacTepa, NPOHMKAaLWeEro B caMyio CyTb n3obpaxaemMoro yenoseka unu seneHnsa. OH He OTHOCUTCSA K TUMY XYOO0XHUKOB-
VHTYUTUBUCTOB U co3epuartenein. OH 39pyaAUT U MbICIUTENb, XUBYLMIA K TOMY Xe CTpacTaMu u upeanamu. Ero kapTuHsbl
BbIpAXalT MblOSIb U YYBCTBA, KOTOPble BNACTBYIOT Hajg HaTypoi. Pyka, 6epyuiasics 3a KUCTb, BbIMOJHAET NOBeNeHUs
aBTOPCKO BOMM TOYHO M 6e30wnboYHO, BOMNIOLWAA MAean XU3HM B XMBOMUCHOW apaHxupoBke. OTclopa kaxyuascs
VMMNPOBU33LUUOHHOCTb MNIEFTKOCTb KUCTH.

B ero tBopuyecTBe eCTb Heckonbko noptpeTtoB (b. Kowoea, 1976, xeHbl, 1972, 1974, 1975 ropos. AuHaphl,
1989, n Ap.), B KOTOpPbIX OH pelwaeT pas3finyHblo 3ajayn, B TOM YMcne W AekopaTuMBHble. B XeHckux noprpeTax
nogyepkMBaeT O4apOBaHWE XEHCTBEHHOCTU WM BHELHIOW MPUBNEKaTeNbHOCTb. [loxanyil, Tonbko B nopTpeTe Apyra,
paHo ywepwero u3 Xu3Hu rpaduka Beneka KowoeBa, OH akueHTUpoBan, n306pa3vMB TONbKO NMLO, BHYTPEHHE
HanpsXeHHbI 06NNKONN3KOTro emMy No AyXy 4enoBeka.

Kak BcSIkMA XypooXHuWK, [xymabaeB nobuT nucatb OOHAXEHHYK XEHCKY HaTypy, TEM HE MEHEee OHW He
9pPOTUYHBI. B 9TUx aTiofax Xy4oXHMK pellaeT naacTmieckne u KONopucTnuyeckne 3agaym, MHorga 406MBasCb KNacCU4eCKomn
ACHOCTM W NaKOHWYHOCTM, Kak MacTepa npownoro. Tak, «O6HaxeHHas» 1993 ropma HanomuHaeT «Kynanbuumuy
BanbnuHcoHa» OHrpa.

Ero xwuBonmucHass MaHepa BEeNMKONENHO nepepana W KpacoTy LUBEeTOB B HaTiopMmopTax «[MuoHb», 1997,
«MoneBblo uBeTbl», 1998, «XpusaHTteMbl», 1996. B 3TMX HATIOPMOPTax, HAMUCAHHbIX, ECTECTBEHHO, C HATypbl, XYAOXHUK
NPOSIBUSI BUPTYO3HOE BAAAEHNE XUBOMUCHOW TEXHUKOW 1 TOYHOE BUAEHWNE NPUPOAHBIX DOPM.

Bonblwyio 4acTb M3 XMBOMUCHbLIX paboT COCTABAAIT €ro KOMMNO3ULMOHHbIE KAPTUHbI, HANMCaHHbIE HA OCHOBE



HabnogeHUii 1 BOCNMOMUHAHWUI. [pakTMyecky BCE OHM nocBAwWeHbl HOxHOMY Kbiprbi3cTaHy rge npowao AeTCTBO
XyOoxHuka. 310 «[eBylwkn y o3epa», 1973, «Ha yyeby», 1974, «llkona B ropax», 1979, «BecHa 1945 ropga», 1985,
«Manbunk ¢ ygopom», 1975, «BecHoi». 1978, «YT1po», 1975, «Jleto Ha tre», 2003, «Manbymk ¢ netyxom», 1997,
«BocTouHbIn MoTUB», 2001, «MonpgeHb», 1987, «BocnomnHaHue» (aBa BapuaHta 1981 1 2003 rr), «Y nctoyHuka», 1998-
1999, «Oxunpanune», 2002, «B ctenun», 1984, «Mamatb», 1996-1998. Bo BCEX 3TUX NPOU3BEAEHUAX MPOSABUINCH OCHOBHbIE
yepTbl TBOpYecTBa [xymabaeBa, CTPaCTHOCTb HATypbl, SMOLMOHANBHOCTb, BEPHOCTb uaeany, n060Bb K POAWHE [0
CbIHOBHEN HEXHOCTM U, YTO, HA MO B3rNa4, camoe BaXHOe ANg XyLOXHUKA - BbICOKM NnpodeccnoHannam mactepa.

Ocoboe MecTo B ero TBOpYecTBe 3aHMMaeT uukn «Mupaxu». B atux Hebonbwux no dopmaTy KapTMHax ecTb
HEYTO OT KMHO, OT NO3TUYECKUX UNWN MY3blKanbHbIX MUHMATIOP, HABESHHbIX peafibHbiMK BnevYaTneHnsaMn oT NPOHU3aHHbIX
3HOEM asuaTCckMx MyCTbiHb W cTeneli. B Hux ecTb oueneHeHue 6e3MepHbLIX MPOCTOPOB C MOJiypasBaJuBLIMMUCS
MaB30/IESIMU 1 CaMaHHbIMW LOMULIKAMW, OAUHOKUMWU XUTENaMW 3TUX MECT MAM NyTHUKAMMW, 3aHEeCEeHHbIMU cloaa
cny4aiHOCTsIMM CyAbObl MM 0BbIAEHHOCTHIO.

Bce atn o6pasbl XyA0XHWMK cOo34aeT NakOHUYHbLIMKM CPpeAcTBamMyM KOMMOHOBKM U KONOPWUTA: OAHOLBETHbIN, C
TOHamNbHON PacTsXKoi, GpoH, oanHoKas durypa n Kkakoe-nmbo cTpoeHne, M306paxkeHHbI0 B NpOCTpaHcTBe. BCE unn noutun
BCE 3bI6KO, 3CKM3HO 1 B TO X€ BPEMS peasbHO B TOM CTENEHU, HACKONbKO peanbHbl MUPaXMK.

IOx.OxymabaeB venoek BocTtoka, HeeBponemnckoin KynbTypbl.

Poounca oH B 1946 roay B cene Mbip3a-Apbik Y3reHckoro panorna Owckon ob6nactu. B 1960-1965 rr yunnca B
MOCKOBCKOW Xy[,0XXECTBEHHOW LWKOMe NP MOCKOBCKOM Xy[0XECTBEHHOM MHCTUTYTE umMeHn B.U. Cypukosa, ¢ 1965 - Bo
®DPYH3EHCKOM XYL0XECTBEHHOM yumnuile (HbiHe Kbiprel3ckoe rocyfapCTBEHHOE XyA0XEeCTBEHHOe yuunuwe umenn C.A.
Yyiikoea). YneH Coto3a xypoxHukos CCCP ¢ 1972 ropa.

xambyn [xymabaeB XyOOXHUK LUIMPOKMX TBOPYECKMX BO3MOXHOCTEN. XKnBonucew n pucoBanbLUnK, KHUXHbIA
WANIOCTPATOP M XYA0XHUK-MOCTAHOBLUMK XYA0XECTBEHHOrO M TeNeBU3MOHHOro knuHo. OH yyacTBOBan B MOCTaHOBKe
TenedpunbmoB «ConpateHok» no pacckasy Y. AintmartoBa («Kuprustenedpunom», 1972), «Moet Bbynat MuHxunkunes»
(«Knprustenedpunom», 1973), xynoxectBeHHoro dunbma «KpacHoe a6noko» no pacckady Y. AiTmaTtoBa
(«Kviprusdunbm», 1974},

Tanaut Ox. OxymabaeBa Bbicoko oueHuBanu C.A. YyinkoB n E.A. ManeuHa, BOCXMLLAACh TOW KaxXyLieics Ha
nepBblii B3rnsg, NerkocTbio, C Kakol OH Bnafden BCEMU CPeAcTBaMW XWBOMUCHOTrO fi3blka KOMMO3WLUWUEN, XUBOMUCHOMN
PakTypoii, KONOpPMUTOM, 63 4ero He MOXeT COCTOSITLCS MOTHOKPOBHAs KapTuHa.

O. [IOMNOBA - 3acnyxeHHbiti nestens wuckyccts Kbiprbi3ckos Pecry6nvikuv

Pa6otel . [OxymabaeBa HaxoasTcs B KbiprblI3CKOM HauuoHanbHOM My3ee n3o6pa3nTesibHbIX UCKYCCTB
vMm. lanapa AnTtuesa (Buwkek, KbipreidactaH), B [ocymapcTBeHHOW TpeTbsikoBckoit [anepee (Mocka, Poccus},
locynapcteeHHoM My3see BocTtoka (MockBa, Poccus), Bkonnekuun Oupekunm BbioTaBokr Mocksa (Poccusq), B Mmy3esx
r, CapartoBa, HoBocubupcka, AcTpaxaHu, B 4YaCTHbIX Konnekunax B Anouuun, fepmanun, CLWA, Mpeuun, Utanun, Poccun,
KazaxctaHa n Kbiprel3actaHa.



MopTpeT apyra (benek Kowoes), 1976, X.m. 30x40 cm.
PORTRAIT OF A FRIEND (BELEK KOSHOEV), 1976, oil on canvas, 30x40 cm.




MopTpeT XeHbl, 1972, meTann, macno 24x32 cm.
PORTRAIT OF AWIFE, 1972, oil on metal, 24x32 cm. *

PaboTbI, OTMEYeHHbIe 3Be3404K0M, HaxoasaTcs B Kblprbi3ckom FoCcyAapCcTBEHHOM
My3see N3o6pasutenbHbix Uckyccts um. [anapa Avitnesa (bulukek)

" Works marked by an asterix are placed with Kyrgyz State
Fine Arts Museum after JaparAitiev (Bishkek)



MopTtpeT xeHbl, 1974, X.m, 59x70,5 cm.
PORTRAIT OF WIFE, 1974, oil on canvas, 59x70,5 cm.



MuoHbl, 1997, X.M. 65x55 c™m.
PEONIES, 1997, oil on canvas, 65x55cm.




Ha yueby 1974, X,m, 100x120 cm.
TO THE STUDIES, 1974, oil on canvas, 100x120 cm.




YTpo, 1975, X.M.98x104 cm.
MORNING, 1975, oil on canvas, 98x104 cm, *



BecHa. 1975, X.m. 80x100 cm.
SPRING, 1975. oil on canvas, 80x100 ¢m. *
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3Hoi, 1977, X.M. 60x65 cm™m.
HEAT, 1977, oil on canvas, 60x65 cm.




BecHomn, 1978, X.m. 80x100 cm
IN THE SPRING, 1978, oil on canvas, 80x100 cm. *




LWkona B ropax, 1979, X.m. 100x100 cm.
SCHOOL IN MOUNTAINS, 1979, oil on canvas, 100x100 cm.




OceHb, 1980, X.M. 100x150 cm.
AUTUMN, 1980, oil on canvas, 100x150 cm. *




OceHb, 1980, X.m. 100x160 cm.
AUTUMN, 1980, oil on canvas, 100x160 cm.




IN THE STERRE, 1984, 8(dn cardboard, 1834 GM:
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Jleto, 2001, X.M. 38x46 cm. coO6CTBEHHOCTb aBTOpa
SUMMER 2001, oil on canvas, 38x46 cm.




BecHa, 1981, K.m 18,5x20 cm.
SPRING, 1981, oil on cardboard, 18,5x20 cm.
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Cepbit geHb, 1981, X.m. 70x90 cm™m.
GREY DAY, 1981, oil on canvas, 70x90 cm. *




Beuep, 1981, X.M. 50x60 cM.
EVENING, 1981, dil on canvas, 50x60 cm.




Komnosuuuga, 1981, K.m. 19x23,5 cwm.
COMPOSITION, 1981, oil on cardboard, 19x23,5 cm.
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Beuyep Ha tore M6opaTxoH, 1982, X.m. 89x100 cm.
EVENING IN THE SOUTH OF IBODATHON, 1982, oil on canvas, 89x100 cm.



Cemba, 1982, X.m. 90x150 cm.
FAMILY, 1982, oil on canvas, 90x150cm.’




OceHb Ha tore, 1983, X.m, 79,8x99,5 cm.
AUTUMN IN THE SOUTH, 1983, oil on canvas, 79,8x99,5 cm.




OceHbB ApcnaH6obe, 1981-1983, X.m. 50x65 cm.
AUTUMN IN ARSLANBOB, 1981-1983, oil on canvas, 50x65 cm. *




Menzax, 1991, X.m. 50x65 cm.
LANDSCAPE, 1991, oil on canvas, 50x65 cm.




MonpeHb, 1987, X.M. 47x57 cm,
NOON, 1987. oil on canvas, 47x57 cm.




Cenbcknin moTue, 1984, X.m. 90x150 cm.
RURAL MOTIVE, 1984, oil on canvas, 90x150 cm.




BecHna 1945-ro, 1985, X.m. 100x100 cm.
SPRING OF 1945, 1985, oil on canvas, 100x100 cm. *




OceHb Ha tore, 1986, X.Mm. 45x60 cm.
AUTUMN IN THE SOUTH, 1986, oil on canvas, 45x60 cm.




WawnsiyHmk, 2001, X.m. 80x60 cm.
SHASHLICK MAN 2001, oil on canvas, 80x60 cm.




IOxHbIA MOTUB, 1987-1988, X.m. 90x100 cm.
SOUTH MOTIVE, 1987-1988, oil on canvas, 90x100 cm.




BeuepHasa, 1999, X.m. 60x50 cm.
EVENING, 1999, oil on canvas, 60x50 cm.




BocTto4yHble mupaxu, 1991, K.m 14x16 cm.
EAST MIRAGES, 1991, oil on cardboard, 14x16 cm.



Komnoauuusa, 1991, K.m. 32x40 cm.
COMPOSITION, 1991, oil on cardboard, 32x40 cm.
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y uctoyHuka, 1998-1999, X.m. 48x38 cm
AT THE SPRING. 1998-1999, oil on canvas, 48x38 cm
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MamaTte, 1996-1998, X.m. 50x70 c™m.
MEMORY, 1996-1998, oil on canvas, 50x70 cm.




LBeTbl, 1996, X.M. 60x50 cm.
FLOWERS, 1996, oil on canvas, 60x50 cm.




Manbuumk c netyxom, 1997, K.m. 55x33 cm.
BOY WITH ROOSTER, 1997, oil on cardboard, 55x33 cm.




MTuubl 1 gesoyka, 2000, X.temn.m. 60x80 cm
BIRDS AND GIRL 2000, canvas / tempera/ oil painting, 60x80 cm.




O6HaxeHHas, 1995-1996, X.m. 70x50 cwm.
NAKED, 1995-1996, oil on canvas, 70x50 cm.




Mupax, 1997, K.m. 38x46 cm.
MIRAGE, 1997, oil on cardboard, 38x46 cm.



BocTouHble mupaxu, 1991, K.Mm. 40x50 cm
EASTERN MIRAGES, 1991, oil on cardboard, 40x50 cm.




O6HaxeHHasa, 2001, X.m. 50x80 cm.
NAKED 2001, oil on canvas, 50x80 cm.




MoxnweHune, 2000, X.Mm. 60x60 cm.
KIDNAPPING, 2000, oil on canvas, 60x60 cm.




BocTouHbin moTuB, 2001, X.M. 50x60 cm.
EAST MOTIVE 2001, oil on canvas, 50x60 cm.




[esywkun y o3epa, 1973, X.m. 60x60 cm
GIRLS AT LAKE, 1973, oil on canvas, 60x60cm. *
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O6HaxeHHas, 2004, X.m. 80x58 cm.
NAKED 2004, oil on canvas, 80x58 cm.




NeTo Ha tore, 2003, X.m. 90x90 cwm.
SUMMER IN THE SOUTH, 2003 oil on canvas, 90x90 cm.




OxwupaHue, 2002, K.t. 70x65 c™m.
WAITING, 2002, tempera on cardboard, 70x65 cm.



3Hoit, 1997, K,m. 40x45 cm.
HEAT, 1997, oil on cardboard, 40x45 cm.
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MopTpeT, 1994, X.m. 50x70 cw™m.




Mupax, 1999, K.m. 40x45 cm.
MIRAGE, 1999, oif on cardboard, 40x45 cm.




O6HaxeHHasa ourypa, 2004, K.m. 25x20 cwm.
NAKED FIGURE 2004, oil on cardboard. 25x20 cm.




XpusaHtembl. 1996, X.m. 60x50 cm.
CHRYSANTHEMUMS, 1996, oil on canvas, 60x50 cm.




Mensax, 1991, X.m. 50x65 cm™m.
LANDSCAPE, 1991, oil on canvas, 50x65 cm.




OceHb, 1992-1996, X.M. 75x110 cm.
AUTUMN, 1992-1996, oil on canvas, 75x110 cm.




MopTpeT AliHapbl, 1989, 6ymara, ryaws 18x18 cm.
PORTRAITOFAINARA, 1989, paper/gouache, 18x18cm.




Ockna, 1992, K.temn. 20x20 cm.
OUTLINE, 1992, tempera on cardboard, 20x20 cm.
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JlyHHas Houb, 2000, K.Mm. 38x46 cm.
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