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§...ÐÇÝ Ë³½»ñÁª áñáÝù, ³Ýßáõßï,

³õ»ÉÇ ËûëáõÝ »Ýª Ù»é³Í ÉÇÝ»Éáí, 

ù³Ý Ù»ñ ³ñ¹Ç Ù»é³Í Ó³ÛÝ³ÝÇß»ñÁ¦£

ÎáÙÇï³ë

 ²Ûëûñ »Ï»Õ»óÇÝ Ï³ñáÕ ¿ ³ñ³ñáÕ³Ï³ñ·áõÙ å³ßïûÝ³å¿ë ÁÝ¹áõÝ»É 
í»ñÍ³Ýáõ³Í ß³ñ³Ï³ÝÝ»ñ£ 1909 Ã. Ù³ñïÇ 19-ÇÝ Ú. ²ñß³ñáõÝáõÝ áõÕÕáõ³Í 
Ý³Ù³ÏáõÙ ÎáÙÇï³ëÁ ·ñáõÙ ¿. §...16 ï³ñáõ³Ý ³ßխ³ï³Ýքë åïáõÕ ïáõ³õ. 
·ï³Û Ù»ñ խ³½»ñÇ ÑÇÙÝ³Ï³Ý µ³Ý³ÉÇÝ »õ ëÏë³Û Ï³ñ¹³É å³ñ½ խ³½»ñáí 
·ñáõ³ÍքÝ»ñ£ ²ñ¹ åÇïÇ խÝ¹ñ»Ù, áñ ÙÇ³éÅ³Ù³Ý³Ï, ÏñÏÇÝ ß³ñáõÝ³ÏáõÇ 
ëáíáñ³Ï³Ý »Õ³Í »ñ³ÅßïáõÃÇõÝÁ, »õ »ñµ µáÉáñáíÇÝ Ññ³å³ñ³Ï »ÉÝ¿  Ù»ñ 
Ñ³Ý×³ñ»Õ Ý³խÝ»³ó Ñá·»µáõխ »ñ³ÅßïáõÃÇõÝÁ, ³ÛÝ Å³Ù³Ý³Ï ³õ»ÉÇ 
Û³ñÙ³ñ ¿ ÁÝ¹Ñ³Ýáõñ å³ïáõÇñ³·Çñ ÛÕ»É Ñ³Û »Ï»Õ»óÇÝ»ñÇÝ. Ù»ñ 
³ÝÓÝáõñ³ó Ý³խÝ»³ó Ñ½ûñ ³ñÇõÝáíª ß³Õ³խáõ³Í ëáõñµ ï³×³ñÝ»ñÇ 
Ñ³ëï³ÑÇÙÝ Ï³Ù³ñÝ»ñÇ ï³Ï ÃáÕ í»ñëïÇÝ ÑÝã»óÝ»Ý Ù»ñ å³ñ½ áõ íë»Ù 
Ñá·»õáñ ³½·³ÛÇÝ »Õ³Ý³ÏÝ»ñÁ¦£ 
 Ü»ñÏ³Û Ó³ÛÝ³ëÏ³õ³é³ÏáõÙ Ý»ñÏ³Û³óáõ³Í »Ý ÎáÙÇï³ëÇ »õ ²ñÃáõñ 
Þ³ÑÝ³½³ñ»³ÝÇ խ³½³µ³Ý³Ï³Ý áõëáõÙÝ³ëÇñáõÃÇõÝÝ»ñÇ ³ñ¹ÇõÝքáõÙ 
Ï³ï³ñáõ³Í ÙÇçÝ³¹³ñ»³Ý ß³ñ³Ï³ÝÝ»ñÇ í»ñÍ³ÝáõÃÇõÝÝ»ñÁ£
îñáõ³Í ¿ ï³ëÝ»ñÏáõ ß³ñ³Ï³ÝÇ í»ñÍ³ÝáõÃÇõÝ£ Հ³Ù»Ù³ïáõÃ»³Ý Ñ³Ù³ñ 
Ý³խ ÑÝãáõÙ ¿ խ³½»ñÇó í»ñÍ³Ýáõ³Í ß³ñ³Ï³ÝÁ »õ ³å³` µ³Ý³õáñ 
å³Ñå³Ýáõ³Í ÝáÛÝ ß³ñ³Ï³ÝÁ (·ñ³Ýóáõ³Í 19-ñ¹ ¹³ñáõÙ)£
 ²Û¹ ß³ñ³Ï³ÝÝ»ñÝ »Ý.

1. ö³ñ³õáÝ Ñ³Ý¹»ñÓ Ï³éûքÝ (´Ï) – êï»÷³Ýáë êÇõÝ»óÇ ². – V ¹.
2. Հ³ëï³ï»ó³õ ëÇñï ÇÙ Ç î¿ñ (´Ó) êï»÷³Ýáë êÇõÝ»óÇ ². – V ¹.
3. ä³ñÍ³Ýք »Ï»Õ»óõáÛ (´Ó) Øáíë¿ë Êáñ»Ý³óÇ – V ¹.
4. ²Ýáխ³Ï³É »õ µ³ñ»·áõÃ (´Ó) ä»ïñáë ¶»ï³¹³ñÓ – XI ¹.
5. àñ Ç Ñûñ¿ ³é³ք»³É (¸Ï) ÚáíÑ³ÝÝ¿ë ºñ½ÝÏ³óÇ – XIII ¹.
6. àñ ³ñ³ñÇã¹ »ë ³ñ³ñ³Íáó (¸Ï) 
7. àñ Ã³·³õáñ¹ »ë Ã³·³õáñ³ó (´Ó)
8. Ú³õáõñó í»ñçÇÝ Å³Ù³Ý³ÏÇ (´Ó) ÚáíÑ³ÝÝ¿ë ºñ½ÝÏ³óÇ äÉáõ½ - XIII ¹. 
9. àí »ñç³ÝÇÏ ï¿ñ ¶ñÇ·áñ (´Ï) Øáíë¿ë Êáñ»Ý³óÇ – V ¹. 
10. àñ å³ïáõÇñ³Ý ×ßÙ³ñïáõÃ»³Ý (´Ï) Ü»ñë¿ë ÞÝáñÑ³ÉÇ – XII ¹.
11.  Հ³Ûñ ³ÝëÏÇ½µÝ  (´Ó) ´³ñë»Õ ÖáÝ – VII ¹.
12.  øñÇëïáë ²ëïáõ³Í, áñ ³é³õ»É (¸Ï) 
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ä²îØ²Î²Ü Ð²Ø²èúî ²ÎÜ²ðÎ

 301 Ãáõ³Ï³ÝÇÝ Հ³Û³ëï³ÝáõÙ քñÇëïáÝ¿áõÃÇõÝÁ Ñéã³ÏõáõÙ ¿ 
å»ï³Ï³Ý ÏñûÝ£  
 Հ³Ûáó Ñ»Ã³Ýáë³Ï³Ý ³ñáõ»ëïÝ ³ëïÇ×³Ý³µ³ñ Ã³÷³ÝóáõÙ ¿ 
քñÇëïáÝ¿áõÃ»³Ý Ù¿ç£ ²é³çÇÝ քñÇëïáÝ¿³Ï³Ý ï³×³ñÝ»ñÁ Ï³éáõóõáõÙ 
»Ý ÏáñÍ³Ýáõ³Í Ñ»Ã³Ýáë³Ï³Ý ï³×³ñÝ»ñÇ ÑÇÙք»ñÇ íñ³Û£ øñÙ³Ï³Ý 
¹³ëÇ ½·³ÉÇ Ù³ëÁ քñÇëïáÝ¿áõÃÇõÝ ¿ ÁÝ¹áõÝáõÙ »õ ß³ñáõÝ³ÏáõÙ Í³é³Û»É 
Çµñ»õ »Ï»Õ»óáõ ëå³ë³õáñ£
 ¶ñÇ·áñ Èáõë³õáñÇãÁ, áñÁ ÏñÃáõÃÇõÝ ¿ñ ëï³ó»É ÚáõÝ³ëï³ÝáõÙ, 
Î»ë³ñÇ³ÛÇó Çñ Ñ»ï µ»ñ»ó ûï³ñ³½·Ç Ñá·»õáñ³Ï³ÝÝ»ñ, áñáÝք ¹³ñÓ³Ý 
Ñ³Û »Ï»Õ»óáõ å³ßïûÝ»³Ý»ñ£ Üñ³Ýó å³ñï³¹ñ³Ýքáí ¹åñáóÝ»ñáõÙ 
áõëáõóáõÙÁ, »Ï»Õ»óÇÝ»ñáõÙ Í¿ë»ñÝ áõ ³ñ³ñáÕáõÃÇõÝÝ»ñÁ Ï³ï³ñõáõÙ ¿ÇÝ 
ÛáõÝ³ñ¿Ý »õ ³ëáñ»ñ¿Ý£ ÄáÕáíáõñ¹Á áãÇÝã ã¿ñ Ñ³ëÏ³ÝáõÙ ûï³ñ É»½áõáí 
»ñ·»ñÇó, áõëïÇ ³Ý·Çñ ¿ñ ³ÝáõÙ Ñ³Û»ñ¿Ý Ã³ñ·Ù³Ýáõ³Í ³ÕûÃքÝ»ñÁ »õ 
»ñ·áõÙ Ù³Ûñ»ÝÇ »Õ³Ý³ÏÝ»ñáíª Ñ³Ûáó ÑÇÝ »Õ³Ý³ÏÝ»ñáí£ Ø¿Ï ¹³ñ Ñ³Û 
»Ï»Õ»óÇÝ Ñ³Õáñ¹³Ïóáõ»ó ÛáõÝ³Ï³ÝÇ áõ ³ëáñ³Ï³ÝÇ íñ³Û ÑÇÙÝáõ³Í 
քñÇïáÝ¿³Ï³Ý »ñ·»óáÕáõÃ»³ÝÁ£ 
 5-ñ¹ ¹³ñáõÙ Ø»ëñáå Ø³ßïáóÝ ëï»ÕÍ»ó Ñ³Ûáó ·ñ»ñÁ£ Ø³ßïáóÇ »õ 
Ñ³Ûáó Ï³ÃáÕÇÏáë ê³Ñ³Ï ä³ñÃ»õÇ ç³Ýք»ñáí Ã³ñ·Ù³ÝõáõÙ ¿ êáõñµ 
¶ÇñքÁ, »Ï»Õ»ó³Ï³Ý ÍÇë³Ï³ñ·Á£ Ø³ßïáóÝ áõ ê. ä³ñÃ»õÁ »ñ·»óáÕáõ-
Ã»³Ý ÑÇÙքáõÙ ¹ÝáõÙ »Ý Ñ³Ûáó ÑÇÝ, ³õ³Ý¹³Ï³Ý »Õ³Ý³ÏÝ»ñÁ, Ï³ñ·³õáñáõÙ 
Ó³ÛÝ»Õ³Ý³ÏÝ»ñÇ Ñ³Ù³Ï³ñ·Á£ Ø³ßïáóÝ ³ÝÓ³Ùµ ßñçáõÙ ¿ Հ³Û³ëï³ÝÇ 
·³õ³éÝ»ñáõÙª ³Ù»Ýáõñ»ք ÑÇÙÝ»Éáí ¹åñáóÝ»ñ »õ áõëáõó³Ý»Éáí Ã¿° ·ñ»ñÁ, 
Ã¿° »ñ·»ñÁ£ ºõ ³ëïÇ×³Ý³µ³ñ Ã³ñ·Ù³ÝõáõÙ áõ Ó»õ³õáñõáõÙ »Ý ä³ï³-
ñ³·³Ù³ïáÛóÁ, ê³ÕÙáë³ñ³ÝÁ, Ä³Ù³·ÇñքÁ »õ »ñ·õáõÙ Ñ³Û»ñ¿Ý£
 Ø³ßïáóÝ Çñ ³ß³Ï»ñïÝ»ñÇ ÙÇ Ù³ëÇÝ ÚáõÝ³ëï³Ý áõÕ³ñÏ»ó 
ëáíáñ»Éáõ£ ÚáõÝ³ëï³ÝÇó í»ñ³¹³éÝ³Éáíª Ýñ³Ýք Ã³ñ·Ù³Ý»óÇÝ ³Ù»-
Ý³³ñÅ¿ք³õáñ ·ñք»ñÁ, ÇÝãå¿ëª ք»ñ³Ï³ÝáõÃÇõÝ, ÷ÇÉÇëá÷³ÛáõÃÇõÝ£ ÜáÛÝ 
¹³ñáõÙ ·ñÇ ³éÝáõ»ó Ñ³Ûáó å³ïÙáõÃÇõÝÁ£ ºÏ»Õ»óáõÙ ³õ»ï³ñ³ÝÝ 
ÁÝÃ»ñóõáõÙ ¿ñ Û³ïáõÏ ³ñáõ»ëïáíª ³ë»ñ·Ç Ó»õáí, áñ µխáõÙ ¿ñ ·ñ³µ³ñÇ 
ß»ßï³¹ñáõÃÇõÝÇó »õ ÑÝã»ñ³Ý·Çó£ ä³ïÙÇãÝ»ñÇ íÏ³ÛáõÃ»³Ùµ, Ã³ñ·Ù³-
ÝáõÃÇõÝÇó Û»ïáÛ ³Ù»Ýáõñ óÝÍáõÃ»³Ùµ »ñ·áõÙ ¿ÇÝ ë³ÕÙáëÝ»ñÝ áõ ÍÝÝ¹»³Ý 
»ñ·»ñÁ£ Ø»ëñáå Ø³ßïáóÝ áõ ê³Ñ³Ï ä³ñÃ»õÁ ÛûñÇÝáõÙ ¿ÇÝ ÇÝքÝáõñáÛÝ 
»ñ·»ñ£ Ø³ßïáóÇ ³ÝáõÝáí å³Ñå³Ýáõ»É ¿ 129, ê³Ñ³Ïä³ñÃ»õÇ ³ÝáõÝáíª 
ßáõñç 60 ß³ñ³Ï³Ýª Çñ»Ýó »Õ³Ý³ÏÝ»ñáí Ñ³Ý¹»ñÓ£
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 ÎáÙÇï³ëÁ ·ñáõÙ ¿. §5-ñ¹ ¹³ñáõÙ ·ñ»ñÇ ·ÇõïÁ, ê. ¶ñքÇ Ã³ñ·Ù³-
ÝáõÃÇõÝÁ Ñá·»õáñ »ñ·»ñ ³é³ç µ»ñÇÝ£ Հ»ï½Ñ»ï¿ ½³ñ·³ó³õ »Ï»Õ»ó³Ï³Ý 
å³ßï³ÙáõÝքÝ áõ Å³Ù»ñ·áõÃÇõÝÁ£ Հ³Ý¹¿ë »Ï³Ý ÙÇ ß³ñք »ñ·ÇãÝ»ñ, 
ÛûñÇÝ»óÇÝ ß³ñ³Ï³ÝÝ»ñ, ×³é»ñ, Ý»ñµáÕÝ»ñª »Ï»Õ»ó³Ï³Ý, ï¿ñáõÝ³Ï³Ý 
»õ ëñµáó ïûÝ»ñÇ Ýß³Ý³ÏáõÃÇõÝÁ ÅáÕáíñ¹ÇÝ µ³ó³ïñ»Éáõ Ýå³ï³Ïáí£   
 ... ê³ÕÙáë»ñ·áõÃÇõÝÁ ï»ÕÇ ïáõ»ó ß³ñ³Ï³ÝÇ »Õ³Ý³ÏÝ»ñÇÝ£ 
 ... Þ³ñ³Ï³ÝÇ »Õ³Ý³ÏÝ»ñÇó Û»ïáÛ Ï³Ù³ó-Ï³Ù³ó Ñ³Ý¹¿ë »Ï³Ý 
ï³Õ»ñÇ, ·³ÝÓ»ñÇ, ³õ»ïÇëÝ»ñÇ »õ ³ÛÉ Ñá·»õáñ »ñ·»ñÇ ï»ë³ÏÝ»ñª 
Ñ³Ý¹Çë³õáñ Å³Ù»ñ·áõÃ»³Ý å³Ñ³ÝçÇó£ 
 êáք³ »õë Ý»ñµáÕÝ»ñ »Ý, ÙÇ³ÛÝ ÅáÕáíáõñ¹Ý ¿ñ »ñ·áõÙ£ êáք³ 
Å³Ù³Ý³ÏÇ ÁÝÃ³óքáõÙ ³ÛÝք³Ý µ³½Ù³ó³Ý »õ ×ÇõÕ³õáñáõ»óÇÝ, áñ 
Çõñ³ք³ÝãÇõñ »Ï»Õ»ó³Ï³Ý ïûÝ Û³ïáõÏ ï³ÕÝ áõÝ¿ñ£ êáó³ÝÇó ³é³ÝÓÇÝ-
³é³ÝÓÇÝ ÅáÕáí³Íáõ Ï³½Ùáõ»ó³õª î³Õ³ñ³Ý, ¶³ÝÓ³ñ³Ý, ºñ·³ñ³Ý 
³ÝáõÝáí£
 êáó³ ëÏ½µÝ³õáñáõÃÇõÝÁ å¿ïք ¿ áñáÝ»Ýք ÝáÛÝÇëÏ 5-ñ¹ ¹³ñáõÙ, 
áñáíÑ»ï»õ ³õ³Ý¹áõÃ»³Ùµ Ù»ñ Ó»éքÝ »Ý Ñ³ë»É ï³Õ»ñ, Ù»Õ»¹ÇÝ»ñ, 
ÍÝÝ¹»³Ý ³õ»ïÇëÝ»ñ Ø. Êáñ»Ý³óáõ ³ÝáõÝáí£ ²Ûë Ï³ñ»ÉÇ ¿ »ñÏáõ Ï»ñå 
µ³ó³ïñ»É£ Ü³խª »Ã¿ Ýáք³ Ýáñ³ÝÝ »õë ãÉÇÝ¿ÇÝ, ք³ÝÇ áñ É»½áõÇ á×Ý 
³Õ³õ³Õáõ³Í ¿ ¹³ñ»ñÇ ÁÝÃ³óքáõÙ, ³ÛÝáõ³Ù»Ý³ÛÝÇõ Ýáñ³Ý ÁÝÍ³Û»ÉÝ ÇëÏ 
³å³óáÛó ¿ 5-ñ¹ ¹³ñÇó ëÏÇ½µ ³éÝ»ÉáõÝ Ï³Ù Ã¿ ã¿, å¿ïք ¿ ÁÝ¹áõÝ»Ýք, áñ 
³Ù¿Ý ÙÇ Ýáñ µ³Ý, ·ñ»ñÇ ·ÇõïÇó »õ ê. ¶ñքÇ Ã³ñ·Ù³ÝáõÃÇõÝÇó Û»ïáÛ, 
ÅáÕáíáõñ¹Á í»ñ³·ñáõÙ ¿ 5-ñ¹ ¹³ñáõ ë. Ñ³Ûñ»ñÇÝ¦£ 
 5-ñ¹ ¹³ñÇó ÙÇÝã»õ 10- ñ¹ ¹³ñÁ Հ³Û³ëï³ÝáõÙ ÑÇÙÝõáõÙ »Ý Ýß³Ý³õáñ 
¹åñ»í³Ýք»ñ, áñï»Õ ÙÇõë ·ÇïáõÃÇõÝÝ»ñÇ Ñ»ï ÙÇ³ëÇÝ áõëáõó³ÝõáõÙ ¿ 
Ý³»õ »ñ³ÅßïáõÃÇõÝ£ Üß³Ý³õáñ »ñ³ÅÇßï-÷ÇÉÇëá÷³Ý»ñÇ ÏáÕÙÇó 
ëï»ÕÍõáõÙ »Ý Ñ³ñÇõñ³õáñ »ñ·»ñ, Ùß³ÏõáõÙ ¿ »ñ³ÅßïáõÃ»³Ý ï»ëáõÃ»³Ý 
»õ ·»Õ³·ÇïáõÃ»³Ý ³ÙµáÕç³Ï³Ý Ñ³Ù³Ï³ñ·£ êï»ÕÍõáõÙ »Ý »ñ³Åßï³-
Ï³Ý ½³Ý³½³Ý ÍÇë³Ù³ï»³ÝÝ»ñ£ ºñ·»ñÇ »Õ³Ý³ÏÝ»ñÇ, »ñ³ÅßïáõÃ»³Ý 
·ñ³ÝóÙ³Ý Ñ³Ù³ñ Çµñ»õ ÙÇçáó û·ï³·áñÍõáõÙ ¿ խ³½³·ñáõÃÇõÝÁ£ Ê³½»ñÇ 
ÏÇñ³éÙ³Ý íÏ³ÛáõÃÇõÝÝ»ñ Ñ³Ý¹ÇåáõÙ »Ý 9-ñ¹ ¹³ñÇó Ç í»ñ, ÇÝãÁ ¹»é»õë 
ãÇ Ýß³Ý³ÏáõÙ, Ã¿ 9-ñ¹ ¹³ñÇó ³é³ç խ³½»ñ ÉÇÝ»É ã¿ÇÝ Ï³ñáÕ£ 
 Ê³½³·ñáõÃÇõÝÁ Ñ»ï½Ñ»ï¿ µ³ñ¹³ó³õ »õ ×áխ³ó³õ, ³ëïÇ×³Ý³µ³ñ 
խ³½³õáñáõ»óÇÝ ÍÇë³Ù³ï»³ÝÝ»ñÁ£ Ê³½³õáñáõ»óÇÝ Ã¿° ³õ³Ý¹³Ï³Ý 
»ñ·»ñÁ, Ã¿° Ýáñ ëï»ÕÍáõ³ÍÝ»ñÁ£ 12-ñ¹ ¹³ñÇó ëÏëõáõÙ ¿ խ³½³·ñáõÃ»³Ý 
³ñáõ»ëïÇ Ýáñ í»ñ»ÉքÁ, áñÝ ³ÝÏáõÙ ¿ ³åñáõÙ 15-ñ¹ ¹³ñáõÙ£ ²ÝÏÙ³Ý 
å³ï×³éÝ»ñÝ ¿ÇÝ խ³½»ñÇ ã³÷³½³Ýó µ³ñ¹³óáõÙÝ áõ ÑáÍáõÃÇõÝÁ, 
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·³ÕïÝÇ ·ÇïáõÃÇõÝ Ñ³Ù³ñáõ»ÉÝ áõ քã»ñÇÝ Ù³ïã»ÉÇ ÉÇÝ»ÉÁ, Ý³»õ 
ք³Õ³ք³Ï³Ý Í³Ýñ Ï³óáõÃÇõÝÁ. քáãáõáñ ó»Õ»ñÇ ÏáñÍ³Ý³ñ³ñ 
³ëå³ï³ÏáõÃÇõÝÝ»ñÝ ³ëïÇ×³Ý³µ³ñ ք³Ûք³Û»óÇÝ Հ³Û³ëï³ÝÁª 
³ÝÝå³ëï å³ÛÙ³ÝÝ»ñ ëï»ÕÍ»Éáí áõëáõÙÝ³Ï³Ý áõ ÍÇë³Ï³Ý ³éûñ»³ÛÇ 
Ñ³Ù³ñ£ ²ñ¹¿Ý 17-18-ñ¹ ¹³ñ»ñáõÙ խ³½»ñÁ Ñ³Ù³ñõáõÙ ¿ÇÝ ³ÝÁÝÃ»éÝ»ÉÇ£ 
Øß³ÏáõÃ³ÛÇÝ ³õ³Ý¹³Ï³Ý ß³ï Ï³å»ñ í³Õáõó խ½áõ»É ¿ÇÝ, »õ ·ñ»Ã¿ 
³ÝÑÝ³ñ ¿ñ ³ñ¹¿Ý í»ñ³Ï³Ý·Ý»É£
 ºÏ»Õ»ó³Ï³Ý »ñ·»ñÁ ÷áխ³ÝóõáõÙ ¿ÇÝ µ³Ý³õáñ£ ²Û¹ ³Ù¿ÝÁ, ÇÝãå¿ë 
Ý³»õ áñáß Ñá·»õáñ³Ï³ÝÝ»ñÇ Ï³Ù³Û³Ï³ÝáõÃÇõÝÝ»ñÁ (»ñ·»óáÕáõÃ»³Ý 
³éáõÙáí) å³ï×³é ¹³ñÓ³Ýª Ñá·»õáñ »ñ·»ñÇ ½·³ÉÇ Ù³ëÇ ³Õ³õ³ÕÙ³Ý£  
 19-ñ¹ ¹³ñáõÙ Ñ³Û »Ï»Õ»ó³Ï³Ý »ñ·Á Ý»ñÏ³Û³óõáõÙ ¿ñ í»ó ï³ñµ»ñ 
á×»ñáíª ³. ¾çÙÇ³ÍÝÇ, µ. Üáñ æáõÕ³ÛÇ (ÑÝ¹Ï³Ñ³Ûáó), ·. ºñáõë³Õ¿ÙÇ, ¹. Î. 
äáÉëÇ, ». ì»Ý»ïÇÏÇ, ½. ìÇ»ÝÝ³ÛÇ£ ºÕ³ÍÁ ÏáñëïÇó ÷ñÏ»Éáõ Ýå³ï³Ïáí 
ëï»ÕÍáõ»ó Ýáï³·ñáõÃ»³Ý Ýáñ Ñ³Ù³Ï³ñ·£ ¸ñ³ ÙÇçáóáí ³õ³Ý¹³Ï³Ý 
Ñ³Û »ñ³ÅßïáõÃÇõÝÁ ·ñÇ ³é³Ý »õ ÏáñëïÇó áõ Ñ»ï³·³Û ³Õ³õ³ÕáõÙÇó 
÷ñÏ»óÇÝ Þ³ñ³ÏÝáóÁ, Ä³Ù³·ÇñùÁ, ä³ï³ñ³·³Ù³ïáÛóÁ »õ ³é³ÝÓÇÝ 
»ñ·»ñª ï³Õ»ñ, Ù»Õ»¹ÇÝ»ñ£
 19-ñ¹ ¹³ñÇ í»ñçÇÝ Ù»ñ »Ï»ó»Õ³Ï³Ý »ñ³ÅßïáõÃ»³Ý Ù¿ç խ³éÝáõ»É 
¿ÇÝ ³õ³Ý¹³Ï³Ý áõ խ»Õ³ÃÇõñáõ³Í »ñ·»ñÁ. ÑÇÝ ßñç³ÝáõÙª ³ëáñ³Ï³ÝÁ, 
ÛáõÝ³Ï³ÝÁ, µÇõ½³Ý¹³Ï³ÝÁ, Ýáñ ßñç³ÝáõÙª å³ñëÏ³Ï³ÝÁ, ³ñ³µ³Ï³ÝÁ, 
ÁÝ¹Ñ³Ýáõñ ï³×Ï³Ï³ÝÁ ÓáõÉáõ»É ¿ÇÝ Ñ³ÛÏ³Ï³ÝÇÝ, »õ å¿ïք ¿ñ ÙÇ 
Ù³ñ·³ñ¿, áñ ¹³ñ»ñÇ ³õ»ñ³ÏÝ»ñÇó í»ñ³Ï»ñï¿ñ Ñ³Û »ñ³ÅßïáõÃÇõÝÁ£ 
²Û¹ Ù³ñ¹Á ÎáÙÇï³ëÝ ¿ñ£ ÎáÙÇï³ëÁ ·ÇõÕ»ñÇó ÁÝïñáõÃ»³Ùµ ·ñ³é»ó ÙÇ 
ք³ÝÇ Ñ³½³ñ »ñ· (Ý³»õ Ñá·»õáñ »ñ·»ñ)£ Ü³ Ñ³Û »ñ³ÅßïáõÃ»³Ý íñ³ÛÇó 
Ù³քñ»ó ³Ýó»³ÉÇ Å³Ý·Ý áõ ûï³ñ ³½¹»óáõÃÇõÝÝ»ñÁª Ý³խ³å¿ë ëáíáñ»Éáí 
áõ ×³Ý³ã»Éáí ûï³ñÁ£ ÈÇÝ»Éáí ³ñ»õ»ÉóÇ »ñ³ÅÇßï »õ ք³ç ·Çï»Ý³Éáí 
³ñ»õ»É»³Ý »ñ³ÅßïáõÃÇõÝÁª ÎáÙÇï³ëÁ ·»ñ³½³Ýó³å¿ë Çõ³ñ³óñ»ó Ý³»õ 
»õñáå³Ï³Ý »ñ³ÅßïáõÃ»³Ý Ó»éքµ»ñáõÙÝ»ñÁ£ ՀÙï³ó³õ Ñ³Ù³ßխ³ñÑ³ÛÇÝ 
խ³½³µ³ÝáõÃ»³Ý Ù¿ç, Ï³ï³ñ»ó խáßáñ³·áÛÝ ·Çï³Ï³Ý Ñ»ï³½û-
ïáõÃÇõÝÝ»ñ£ ÊáñáõÃ»³Ùµ áõëáõÙÝ³ëÇñ»ó ï³ñµ»ñ ÅáÕáíáõñ¹Ý»ñÇ 
»ñ³ÅßïáõÃÇõÝÁ, ÇÝãå¿ëª ³ëáñ³Ï³Ý, µÇõ½³Ý¹³Ï³Ý, ÛáõÝ³Ï³Ý, ÑÇÝ 
ÑÝ¹Ï³Ï³Ý, Ññ¿³Ï³Ý, É³ïÇÝ³Ï³Ý, å³ñëÏ³Ï³Ý, ³ñ³µ³Ï³Ý, ùñ¹³Ï³Ý£ 
Æñ Ñ³Ù»ñ·-¹³ë³խûëáõÃÇõÝÝ»ñáí ³ßխ³ñÑÇÝ Í³ÝûÃ³óñ»ó Ñ³Û ÅáÕá-
íñ¹³Ï³Ý »õ »Ï»Õ»ó³Ï³Ý »ñ·-»ñ³ÅßïáõÃ»³ÝÁ£ ºÕ³õ Ý³»õ Ñ³Û ³Ù»Ý³Ù»Í 
»ñ·ÇãÝ áõ ÏáÙåá½ÇïáñÁ, խÙµ³í³ñÝ áõ áõëáõóÇãÁ£ Հ³Û ÅáÕáíáõñ¹Ý Çñ 
Ù»Í³Ù»ÍÝ»ñÇó ÙÇ³ÛÝ Ýñ³Ý ¹³ë»ó Ø³ßïáóÇ ÏáÕքÇÝ£
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 ÎáÙÇï³ëÁ քë³Ý ï³ñáõó ³õ»ÉÇ ×·Ý»ó Ñ³ñÇõñ³õáñ Ó»é³·Çñ 
Ù³ï»³ÝÝ»ñÇ íñ³Û, ·ï³õ Ñ³Ûáó ÑÇÝ խ³½»ñÇ µ³Ý³ÉÇÝ »õ ëÏë»ó Ï³ñ¹³É 
å³ñ½ »Õ³Ý³ÏÝ»ñÁ£ ÎáÙÇï³ëÁ ·ñáõÙ ¿ñ, áñ Çñ áõëáõÙÝ³ëÇñáõÃÇõÝÝ»ñÁ 
Ýáñ ÉáÛë »Ý ë÷é»Éáõ Ý³»õ áõñÇß ³½·»ñÇ »ñ³ÅßïáõÃ»³Ý íñ³Û, ÇÝãå¿ë Ý³»õª 
ÛáõÝ³Ï³Ý, áñáíÑ»ï»õ Ñ³ÛÏ³Ï³Ý Ó»é³·ñ»ñÁ, ³õ³Ý¹³å³Ñ ·ïÝáõ»Éáí, 
å³Ñå³Ý»É »Ý Ï³ñ»õáñ³·áÛÝ ³ÕµÇõñÝ»ñ£ ÎáÙÇï³ëÝ û·ïáõ»É ¿ Ý³»õ 
³ÛÝåÇëÇ Ó»é³·ñ»ñÇó, áñáÝք ³ÛÅÙ Ïáñ³Í Ï³Ù áãÝã³ó³Í »Ý£ 1914 Ãáõ³-
Ï³ÝÇÝ ÎáÙÇï³ëÁ ÏñÏÇÝ Ññ³õÇñáõ»ó ö³ñÇ½ª ³Ûë ³Ý·³Ù ÙÇç³½·³ÛÇÝ 
Û³ÝÓÝ³ÅáÕáíÇ ³éç»õ ³ßխ³ñÑÇÝ Ý»ñÏ³Û³óÝ»Éáõ Ë³½»ñÇ ï»ëáõÃÇõÝÁ£
 ÜáÛÝ Ãáõ³Ï³ÝÇÝ í»ñ³Ñ³ë Ñ³ÛÏ³Ï³Ý ó»Õ³ëå³ÝáõÃÇõÝÁ ÁÝ¹Ñ³ï»ó 
³é³ք»³ÉÇ ·áñÍÝ³Ï³Ý Ï»³ÝքÁ. Ý³ քë³Ý ³ÝåïáõÕ ï³ñÇÝ»ñ ³åñ»ó 
ö³ñÇ½Ç Ñá·»µáõÅ³ñ³ÝáõÙ£ 
 ÎáÙÇï³ëÇ Ó»é³·ñ»ñÇ ÙÇ Ù³ëÁ áãÝã³ó³õ, ÙÇ Ù³ëÁ ë÷éáõ»ó 
³ßխ³ñÑÇ ï³ñµ»ñ »ñÏñÝ»ñáõÙ£ Հ³ÛÏ³Ï³Ý í³Ýք»ñÇ Ñ»ï ÙÇ³ëÇÝ ÑñÇ áõ 
ëñÇ Ù³ïÝáõ»óÇÝ Ñ³½³ñ³õáñ ·ñã³·Çñ Ù³ï»³ÝÝ»ñ£
 ²Ûëûñ Հ³Û³ëï³ÝÇ Ó»é³·ñ³å³ÑáóáõÙª Ø³ßïáóÇ ³Ýáõ³Ý Ø³ï»Ý³-
¹³ñ³ÝáõÙ, å³ÑõáõÙ »Ý Ùûï 15 Ñ³½³ñ ·ñã³·Çñ Ù³ï»³ÝÝ»ñ »õ 
å³ï³éÇÏÝ»ñ, áñáÝք Ñ³ñáõëï ÝÇõÃ »Ý å³ñáõÝ³ÏáõÙ£ ºñ³Åßï³Ï³Ý-
ÍÇë³Ï³Ý Ñ³ñÇõñ³õáñ Ù³ï»³ÝÝ»ñ խ³½³õáñáõ³Í »Ý£ 290-Çó ³õ»ÉÇ 
å³ï³ñ³·³Ù³ïáÛóÝ»ñÁ, Ùûï 300 Å³Ù³·ñք»ñÁ, 350 ß³ñ³ÏÝáóÝ»ñÁ, 
ï³ëÝ»³Ï ï³Õ³ñ³ÝÝ»ñÝ áõ ·³ÝÓ³ñ³ÝÝ»ñÁ, Ù³ÝñáõëÙ³Ý ·ñք»ñÝ áõ ³ÛÉ 
ÍÇë³Ï³Ý Ù³ï»³ÝÝ»ñ å³Ñå³ÝáõÙ »Ý Ñ³Ûáó »Ï»Õ»ó³Ï³Ý ¹³ñ³õáñ 
»ñ³ÅßïáõÃÇõÝÁ£ ÜáÛÝåÇëÇ Ó»é³·ñ»ñ å³ÑõáõÙ »Ý Ý³»õ ºñáõë³Õ¿ÙáõÙ, 
ì»Ý»ïÇÏáõÙ, ìÇ»ÝÝ³ÛáõÙ, ³ÛÉ Ó»é³·ñ³å³ÑáóÝ»ñáõÙ áõ ï³ñµ»ñ 
Ù³ñ¹Ï³Ýó Ùûï£ 
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Ê²¼²ôàð ¶ÈÊ²ôàð ÌÆê²Ø²îº²ÜÜºðÀ

 ÎáÙÇï³ëÁ ·ñáõÙ ¿. §Հ³Û »Ï»Õ»óõáÛ խ³½»ñÁ ÏñÝ³Ý µ³Å³ÝáõÇÉ »ñ»ք 
¹³ëÇ. ³éá·³ÝáõÃ»³Ý Ýß³ÝÝ»ñ, Ï»ï³¹ñáõÃ»³Ý Ýß³ÝÝ»ñ »õ »ñ·»óá-
ÕáõÃ»³Ý խ³½»ñ¦£
 êáõñµ ¶ÇñքÁ, ê³ÕÙáë³ñ³ÝÁ, Ü³ñ»ÏÁ (§Ø³ï»³Ý áÕµ»ñ·áõÃ»³Ý¦) 
·ñáõ³Í »Ý ³éá·³ÝáõÃ»³Ý »õ ïñáÑáõÃ»³Ý (Ï¿ï³¹ñáõÃ»³Ý) Ýß³ÝÝ»ñáí£ 
²Û¹ Ýß³ÝÝ»ñÇ û·ÝáõÃ»³Ùµ ·ñ³éáõ»É ¿ ³ë»ñ·Á Ï³Ù ³ë»ñ·áõ»É »Ý 
ÁÝÃ»ñóáõ³ÍÝ»ñÁ£ ²Û¹ ·ñք»ñáõÙ »ñµ»ÙÝ Ñ³Ý¹ÇåáõÙ »Ý Ý³»õ »ñ·»óáÕáõ-
Ã»³Ý խ³½»ñ£ ²ë»ñ·õáõÙ »Ý Ý³»õ ք³ñá½Ý»ñ, ×³é»ñ »õ ³ÛÉ»õ³ÛÉ ³ñÓ³Ï 
·ñáõ³ÍքÝ»ñ£ ²éá·³ÝáõÃ»³Ý »õ ïñáÑáõÃ»³Ý Ýß³ÝÝ»ñáí áõ áñáß µÝáñáß 
խ³½»ñáí ¿ ·ñáõ³Í ¶³ÝÓ³ñ³ÝÁ£
 Þ³ñ³ÏÝáóÁ ·ñáõ³Í ¿ »ñ·»óáÕáõÃ»³Ý խ³½»ñáí »õ Çñ Ù¿ç Ý»ñ³éáõÙ ¿ 
Ý³»õ ³éá·³ÝáõÃ»³Ý áõ ïñáÑáõÃ»³Ý Ýß³ÝÝ»ñÁ£
 Ä³Ù³·ÇñùÁ, ä³ï³ñ³·³Ù³ïáÛóÁ, Ø³ßïáóÁ (Í¿ë»ñÇ »õ ³ñ³ñáÕáõ-
ÃÇõÝÝ»ñÇª Ã³ÕÙ³Ý, ÏÝáõÝքÇ, åë³Ï³¹ñáõÃ»³Ý »õ ³ÛÉÝÇ Ñ»ï Ï³åáõ³Í 
»ñ·»ñÁ) å³ñáõÝ³ÏáõÙ »Ý Ã¿° »ñ·»ñª ·ñáõ³Í ß³ñ³Ï³ÝÇ խ³½»ñáí, Ã¿° 
»ñ·»ñª ×áխ, µ³ñ¹ áõ ÑáÍ ½³ñ¹³խ³½»ñáí£
 Öáխ խ³½³õáñ »Ý Ý³»õ î³Õ³ñ³ÝÁ, Ø³ÝñáõëÙ³Ý ·ñù»ñÝ áõ 
Ê³½·ñù»ñÁ£ 
 Ü³խÝ³Ï³Ý ÁÝ¹Ñ³Ýáõñ å³ïÏ»ñ³óáõÙ ï³Éáõ Ñ³Ù³ñ µ»ñ»Ýք »ñ»ք 
ûñÇÝ³Ïª ³. ³éá·³ÝáõÃ»³Ý »õ ïñáÑáõÃ»³Ý Ýß³ÝÝ»ñáí, µ. å³ñ½ 
խ³½»ñáí, ·. µ³ñ¹ »õ ×áխ ½³ñ¹³խ³½»ñáí£ 
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 Հ³Û ·Çï³Ï³Ý Ñ³ë³ñ³ÏáõÃ»³ÝÁ Û³ÛïÝÇ ¿, áñ ÎáÙÇï³ëÝ Çñ 
ëï»ÕÍ³·áñÍ³Ï³Ý-·Çï³Ï³Ý ·áñÍáõÝ¿áõÃ»³Ý í»ñçÇÝ ßñç³ÝáõÙ ·ï³õ 
Ñ³Û ÙÇçÝ³¹³ñ»³Ý Ýáï³·ñáõÃ»³Ýª խ³½»ñÇ µ³Ý³ÉÇÝ, ëÏë»ó Ï³ñ¹³É 
å³ñ½ ß³ñ³Ï³ÝÝ»ñÁ, ë³Ï³ÛÝ Ø»Í »Õ»éÝÇ ï³ñÇÝ»ñÇÝ ÎáÙÇï³ëÇ 
³ÛÉ»õ³ÛÉ Ó»é³·ñ»ñÇ Ñ»ï Ïáñ³Ý Ý³»õ խ³½³µ³Ý³Ï³Ý áõëáõÙÝ³ëÇ-
ñáõÃÇõÝÝ»ñÁª խ³½»ñÇ í»ñÍ³ÝáõÃÇõÝÝ»ñÁ. Ïáñ³õ խ³½»ñÇ µ³Ý³ÉÇÝ£
 ºñ³Åßï³·Çï³Ï³Ý ·ñք»ñáõÙ »õ Ûû¹áõ³ÍÝ»ñáõÙ »ñµ»ք å³ïß³× 
Ï»ñåáí ã»Ý ÝÏ³ñ³·ñáõ»É º. â³ñ»ÝóÇ ³Ýáõ³Ý ·ñ³Ï³ÝáõÃ»³Ý »õ 
³ñáõ»ëïÇ Ã³Ý·³ñ³ÝáõÙª ÎáÙÇï³ëÇ ¹Çõ³ÝáõÙ, å³Ñå³ÝáõáÕ խ³½³µ³-
Ý³Ï³Ý Ó»é³·ñ»ñÁ1£ ìÇ×³ÏÁ ÝáÛÝÝ ¿ñ ³éá·³ÝáõÃ»³Ý Ýß³ÝÝ»ñÇ 
(խ³½»ñÇ) í»ñ³µ»ñ»³É, »ñµ ³é³çÇÝ ³Ý·³Ù Ññ³ï³ñ³Ï»óÇ 
³éá·³ÝáõÃ»³Ý í»ñ³µ»ñ»³É ÎáÙÇï³ëÇ ³ÝïÇå ÝÇõÃ»ñÁ2£
 ê³Ï³ÛÝ áñք³Ý Ù»Í ¿ñ ½³ñ³Ýքë, »ñµ 1984 Ãáõ³Ï³ÝÇÝ áõëáõÙ-
Ý³ëÇñ»Éáí ÎáÙÇï³ëÇ ¹Çõ³ÝÁª ³ÛÝï»Õ ·ï³Û áã ÙÇ³ÛÝ խ³½»ñÇ §µáõÝ 
µ³Ý³ÉÇÝ¦ (ÎáÙÇï³ëÇ խûëք»ñáí), ³ÛÉ»õª խ³½»ñÇ í»ñÍ³ÝáõÃÇõÝÝ»ñ »õ 
ÝáÛÝÇëÏ խ³½³õáñ ß³ñ³Ï³ÝÝ»ñÇ í»ñÍ³ÝáõÃÇõÝÝ»ñ£ ²Û¹ Ù³ëÇÝ »ñÏáõ 
³Ý·³Ù »ÉáÛÃ áõÝ»ó³Û Ñ»éáõëï³ï»ëáõÃ»³Ùµ, »ñ·»óÇ í»ñÍ³Ýáõ³Í 
ß³ñ³Ï³ÝÁ, 1990 Ãáõ³Ï³ÝÇÝ ¹³ë³խûëáõÃÇõÝ Ï³ñ¹³óÇ ö³ñÇ½áõÙª Ñ³Û 
»ñ³ÅßïáõÃ»³ÝÁ ÝáõÇñáõ³Í ·Çï³ÅáÕáíáõÙ£ 1990Ã. ÑáÏï»Ùµ»ñÇ 1-ÇÝ 
§¶»Õ³ñáõ»ëï¦ Ã»ñÃáõÙ ïå³·ñáõ»ó §¶ïÝáõ³Í ¿ խ³½»ñÇ µ³Ý³ÉÇÝ¦ 
Ûû¹áõ³ÍÁ »õ ³ÛÉÝ, ë³Ï³ÛÝ ³Û¹å¿ë ¿É ÑÝ³ñ³õáñ ã»Õ³õ Ññ³ï³ñ³Ï»É ³Û¹ 
ÝÇõÃ»ñÇ ÝáÛÝÇëÏ ÙÇ ÷áքñÇÏ Ù³ëÁ£  
 Æ Ñ³ñÏ¿, ï³ñûñÇÝ³Ï ¿ ³ÛÝ ÷³ëïÁ, áñ ³Û¹ Ó»é³·ñ»ñÁ, ¹»·»ñ»Éáí 
áõ Û³Ý·ñáõ³Ý»Éáí ÎáÙÇï³ëÇ ¹Çõ³ÝáõÙ, ÷³ëïûñ¿Ý 85 ï³ñÇ ëå³ëáõÙ ¿ÇÝ 
ÉáÛë ³ßխ³ñÑ ·³ÉáõÝ£ ä³Ï³ë ï³ñûñÇÝ³Ï ã¿ ï³ñ³Íáõ³Í ³ÛÝ Ùï³Û-
ÝáõÃÇõÝÁ, Ã¿ ÎáÙÇï³ëÁ ·ï³õ խ³½»ñÇ µ³Ý³ÉÇÝ, ë³Ï³ÛÝ ³ÛÝ ÏñÏÇÝ 
Ïáñ³õ£ 
 Ê³½»ñÇ ÏÇñ³éÙ³Ý íÏ³ÛáõÃÇõÝÝ»ñ Ñ³Ý¹ÇåáõÙ »Ý 9-ñ¹ ¹³ñÇó Ç í»ñ£ 
12-ñ¹ ¹³ñÇó ëÏëõáõÙ ¿ խ³½³·ñáõÃ»³Ý ³ñáõ»ëïÇ Ýáñ í»ñ»ÉքÁ, áñÝ 

1. ÎáÙÇï³ëÇ Å³é³Ý·áõÃ»³Ý Ññ³ï³ñ³ÏáõÃÇõÝÝ Çñ³Ï³Ý³óÝáÕ »ñç³ÝÏ³ÛÇß³ï³Ï èáµ»ñï ²Ã³Û»³ÝÁ, 
µ³óÇ ¹ñ³Ý ÝáõÇñáõ³Í ÙÇ »ñÏáõ Ñ³ïáõ³Í Ù¿çµ»ñ»Éáõó, ³Û¹å¿ë ¿É ã³Ý¹ñ³¹³ñÓ³õ ÎáÙÇï³ëÇ 
խ³½³µ³Ý³Ï³Ý Ó»é³·ñ»ñÇÝ »õ, ÁÝ¹Ñ³Ýñ³å¿ë, ³ÝïÇå »ñ³Åßï³ï»ë³Ï³Ý Å³é³Ý·áõÃ»³ÝÁ, 
áñáíÑ»ï»õ ³õ³ñïÇÝ ã¿ñ Ñ³ëóñ»É ÎáÙÇï³ëÇ ëï»ÕÍ³·áñÍ³Ï³Ý »õ ³½·³·ñ³Ï³Ý ³ÙµáÕç³Ï³Ý 
Å³é³Ý·áõÃ»³Ý Ññ³ï³ñ³ÏáõÙÁ£ àÕç ·Çï³Ï³Ý Ï»³ÝքÁ Ñ³Û ÙÇçÝ³¹³ñ»³Ý »ñ³ÅßïáõÃ»³ÝÁ ÝáõÇñ³Í Ü. 
Â³ÑÙÇ½»³ÝÁ Çñ µ³½Ù³ÃÇõ ·ñք»ñáõÙ »õ Ûû¹áõ³ÍÝ»ñáõÙ ³Û¹å¿ë ¿É ã³Ý¹ñ³¹³ñÓ³õ ÎáÙÇï³ëÇª 
å³Ñå³Ýáõ³Í խ³½³µ³Ý³Ï³Ý Ï³ñ»õáñ³·áÛÝ Ó»é³·ñ»ñÇÝ£ 
2. Þ³ÑÝ³½³ñ»³Ý ². Ø., ØÇçÝ³¹³ñ»³Ý խ³½³ñáõ»ëïÁ Ñ³Û »ñ³Åßï³Ï³Ý Ùß³ÏáÛÃÇ Ñ³Ù³Ï³ñ·áõÙ, Ñï. 
1 (²éá·³ÝáõÃÇõÝ) ºñ»õ³Ý, 1990, 820 ¿ç£
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³ÝÏáõÙ ¿ ³åñáõÙ 15-ñ¹ ¹³ñÇó, »õ ³ñ¹¿Ý 17-18-ñ¹ ¹³ñ»ñáõÙ խ³½»ñÁ 
Ñ³Ù³ñõáõÙ »Ý ³ÝÁÝÃ»éÝ»ÉÇ£ ºõ ³Ñ³  20-ñ¹ ¹³ñÇ ëÏ½µÇÝ ÎáÙÇï³ëÁ 
Û³ÛïÝáõÙ ¿, áñ ·ï»É ¿ խ³½»ñÇ µ³Ý³ÉÇÝ£ ØÇ ó³õ³ÉÇ Ñ³ñó ¿ ³é³ç³ÝáõÙ. 
ÇÝãá±õ ÎáÙÇï³ëÝ ³Û¹ µ³Ý³ÉÇÝ ³õ»ÉÇ áñáß³ÏÇ ãÝ»ñÏ³Û³óñ»ó 1914 Ã. 
÷³ñÇ½»³Ý ¹³ë³խûëáõÃÇõÝÝ»ñáõÙ, áñáÝó ßÝáñÑÇõ å³Ñå³Ýáõ³Í ÏÁ 
ÉÇÝ¿ñ, ÇÝãá±õ ãµ³ó³ïñ»ó ³ß³Ï»ñïÝ»ñÇÝ, áñáÝó ßÝáñÑÇõ ÏÁ å³hå³Ýáõ¿ñ£ 
ØÇ±Ã¿ խ³½»ñÇ µ³Ý³Éáõ í»ñ³µ»ñ»³É 20 ï³ñáõ³Û ïքÝ³ç³Ý ³ßխ³ï³ÝքÇ 
³ñ¹ÇõÝքÝ»ñÇ ÙÇ Ï³ñ»õáñ³·áÛÝ Ù³ëÁ ãå³Ñå³Ýáõ»ó áñ»õ¿ ³é³ÝÓÇÝ 
Ã»ñÃÇÏÇ íñ³Û£ ºõ ³Ñ³ å³ñ½õáõÙ ¿, áñ å³Ñå³Ýáõ»É ¿. ÎáÙÇï³ëÇ ¹Çõ³ÝáõÙ 
Ñ³Ý¹ÇåáõÙ »Ýք §Ïáñ³Í¦ µ³Ý³ÉáõÝ£
 1984 Ãáõ³Ï³ÝÇó ß³ñáõÝ³Ï»Éáí, ³é³ç ï³Ý»Éáí ÎáÙÇï³ëÇ ·áñÍÁª 
ëÏë»óÇ ß³ñ³¹ñ»É խ³½»ñÇ í»ñ³µ»ñ»³É ÑÇÝ· Ñ³ïáñ³Ýáó ³ßխ³ïáõÃÇõÝª 
Ñ»ï»õ»³É Ï³ñ·áí. Ñ³ïáñ ² - ²éá·³ÝáõÃÇõÝ, ´ - â³÷³µ³ÝáõÃÇõÝ (ï³-
Õ³ã³÷áõÃÇõÝ), ¶ - Ò³ÛÝ»Õ³Ý³ÏÝ»ñ, ̧  - Ê³½»ñÁ »õ Ýñ³Ýó Ýß³Ý³ÏáõÃÇõÝÁ, 
º - ì»ñÍ³ÝáõÃÇõÝ£
 1990 Ã. ÉáÛë ï»ë³õ ³é³çÇÝ Ñ³ïáñÁ (². Ø. Þ³ÑÝ³½³ñ»³Ý, 
ØÇçÝ³¹³ñ»³Ý խ³½³ñáõ»ëïÁ Ñ³Û Ùß³ÏáÛÃÇ Ñ³Ù³Ï³ñ·áõÙ, Ñ³ïáñ1, 
§Հ³Û³ëï³Ý¦ Ññ³ï., ºñ»õ³Ý 1990, 820 ¿ç)£
 ä³ïÏ»ñ³óÝ»Éáõ Ñ³Ù³ñ ï³ÉÇë »Ýք ³é³çÇÝ Ñ³ïáñÇ µáí³Ý¹³-
ÏáõÃ»³Ý ó³ÝÏÁ, áñ í»ñ³µ»ñáõÙ ¿ ³éá·³ÝáõÃ»³ÝÁ »õ å³ñ½³·áÛÝ 
խ³½»ñÇÝ »õ ÑÇÙÝáõ³Í ¿ ÙÇçÝ³¹³ñ»³Ý Ó»é³·ñ»ñÇ, ք»ñ³Ï³ÝÝ»ñÇ »õ ³ÛÉ 
³ÕµÇõñÝ»ñÇ íÏ³ÛáõÃÇõÝÝ»ñÇ íñ³Û£ ¶ñքáõÙ ³Ù÷á÷áõ³Í ¿ խÝ¹ñÇÝ ³éÝãáõáÕ 
áÕç ÝÇõÃÁ, »õ ïñáõ³Í »Ý ³ë»ñ·Ç í»ñÍ³ÝáõÃ»³Ý ûñÇÝ³ÏÝ»ñ£

²ÕµÇõñÝ»ñÇ ó³ÝÏ..........................................................................................8
Øáõïք............................................................................................................20
Ø²êÜ ²........................................................................................................38
²èà¶²ÜàôÂÆôÜ........................................................................................38
ÀÝ¹Ñ³Ýáõñ Ý³խ³µ³Ý.................................................................................40
Êûë³Ó³ÛÝÇ ·ñ³éáõÙÁ..................................................................................43
Ü³խÝ³Ï³Ý ·Çï»ÉÇք...................................................................................48
 ³) Հ³ë³ñ³Ï խûëք..............................................................................50
 µ) îñ³Ù³µ³Ý³Ï³Ý ß»ßïÇ ³½¹»óáõÃÇõÝÁ ëáíáñ³Ï³Ý 
 խûëքÇ íñ³Û...........................................................................................68
 ·) Úáõ½³Ï³Ý խûëք...............................................................................79
 ¹) ²ëÙáõÝք.............................................................................................91
 ») ²ÝóáõÙ ³ëÙáõÝքÇó ³ë»ñ·..............................................................116
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1. Ü³խ³µ³Ý..............................................................................................132
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3. ²Ù³Ý³Ï..................................................................................................135
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ÙÇ Ó»é³·Çñ, áñÁ Ñ»ñքáõÙ ¿ ï³ñ³Íáõ³Í ³ÛÝ ÃÇõñ Ï³ñÍÇքÁ, Ã¿ ÎáÙÇï³ëÇ 
áõß ßñç³ÝÇÝ í»ñ³µ»ñáÕ խ³½³µ³Ý³Ï³Ý Ó»é³·ñ»ñÁ ã»Ý å³Ñå³Ýáõ»É£ 
²Û¹ Ó»é³·ñáõÙ Ýßáõ³Í ¿ 1914 Ãáõ³Ï³ÝÁ (խ³½»ñÇ µ³Ý³ÉÇÝ ÎáÙÇï³ëÁ 
·ï»É ¿ñ 1909 Ã.)£ ²Ñ³ ³Û¹ ÝÇõÃÁ£
 1914 Ã. ö³ñÇ½áõÙ Ï³ñ¹³ó³Í ¹³ë³խûëáõÃ»³Ý Ù¿ç ÎáÙÇï³ëÁ ·ñáõÙ 
¿. §Ä.·. ¹³ñÇó ÙÇÝã»õ Ä» ¹³ñ ³éá·³ÝáõÃ»³Ý Ýß³ÝÝ»ñÇ íñ³Û ³õ»É³ÝáõÙ 
»Ý Ý³»õ §î¿ñáõÝÇ¦ Ïáãáõ³ÍÝ»ñÁ. §³ÛëÇÝքÝ ³ÛÝ Ýß³ÝÝ»ñÁ, áñ ë³ÑÙ³Ýáõ³Í 
»Ý îÇñáç խûëք»ñÁ ³ñï³Û³Ûï»Éáõ¦£
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 ÊûëքÁ í»ñ³µ»ñáõÙ ¿ ²ñÇëï³Ï¿ë ·ñãÇ Ñ³Õáñ¹³Í ï»Õ»ÏáõÃ»³ÝÁ.
 §...¿ ÇëÏ ³Ý·³õáñ ½ք»ñÃáÕ³Ï³Ý ·ÍÇó¹ Ï³ñ·áõ³Í »õ ½µ³½Ù³ÛáÛÉ 
խÁÙµÇóÁ¹ ß³ñÅáõ³Íք ÛáÉáíÇõք µ³ÝÇõք »õ µ³½Ù³Ù³ëÝ»³Û µ³ÛÇõք ÝáóÇÝ 
í»ñï³éáõÃ»³Ùµ ³ñï³Ï»ñï»É ß³ÕÏ³å»Éáí ½ÙÇ ³é ÙÇáÛ, ½Ç áñ áք áã 
¹³Ý¹³Õ»ëóÇ ïքÝ»É ÛÇÙ³ëïë Û³Ûë í³ñÅ³õáñ ³é Ç Ù³Ï³óáõÃÇõÝ ·ñáó 
³ëïáõ³Í³ÛÝáÛ, Ï³ñ³ëó¿ ³Ýë³ÛÃ³ք ëáք³õք  ïñáÑ»É Áëï áñáßÙ³Ý 
½×³ÑáÕ³ÏÇÝ, »õ ½Û³ÝÏ³õáñ, »õ ½ÛáքÝ³Ù³ëÝ»³Û ½Û»é³ÑÇõëÇóÝ ÇëÏ 
½Û³Ý·áõ³ÍëÝ, ³é Ç ÙÇÙÇ³Ýó ëáõñµ »õ Ûëï³Ï µ³ó³ïñ»É£ êáք³õք Ã¿ áք 
ïքÝ¿, ëïáõ·Çõ ÇëÏ ×³Ý³ã¿ áñÇß áñÇß »õ ½ï»Õ»³õÝ åÇï³ÝÇÝ »õ ½Çõñ³Ï³Ý 
·»ñ³ÉñáõÃ»³ÙµÝ ·»ñáõÝ³Ï ½·Çñë ·Éխ³·Çñ, ½³Ýß»ßïÝ »õ ½ß»ßï³õáñÝ ÇëÏ 

»õ î¿ñáõÝÇ ½ß»ßï³õáñÝ, ½Ñ»Ý·Ý »õ ½Ñ³ñóáõÏ, ½ք³̄ßë »õ ½áÛÅ£ ½½³ñÏ, »õ 

½¹Çñ, ½ëïáñ   »õ ½ÏÇë³ëïáñ   áñ ¿ Ý»ñքÝ³µáõÃÁ¹   , ½µ³ó³ïë, ½ÙÇ³ëïÇք, 

½»ñÏáõëïÇք, áñ ³ëÇ ïáõÝ, ½å³ñáÛÏ ½»ÝÃ³ÙÝ³Û    »õ ½·ñ³¹³ñÓÁÝ µáí³Ý-

¹³Ï ÉñÇõÝ ½ëÏëÙ³Ý ïáÕÇó¹ »õ ½Ï³ï³ñ³ÍÁÝ, Ñ³Ý¹»ñÓ ë»åÑ³Ï³Ý »õ 
ÑÙï³Ï³Ý »Ã-Ï³åáíքÝ, »õ áã ³ÛÉ ÁÝ¹ ³ÛÉáó »Ã»ñáí խ³Ùñ³óáõó»³É 
½·ÇñëÝ¦£
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 ÎáÙÇï³ëÁ »½ñ³Ï³óÝáõÙ ¿.
 §²Û¹ 13 Ýß³ÝÝ»ñáõ Ù»Í Ù³ëÁ ³éá·³ÝáõÃ»³Ý ï³ëÁ Ýß³ÝÝ»ñáõÝ Ñ»ï 
ÏÁ ÝáÛÝ³Ý³Ý, ÝáÛÝÇëÏ ï³ñµ»ñ ³ÝáõÝÝ»ñáí, ÇëÏ ÙÇõëÝ»ñÁ Ýáñ Ýß³ÝÝ»ñ 
»Ý£ ²ÝáõÝáí »õ Ó»õáí ÏÁ ÝáÛÝ³Ý³Ý å³ñáÛÏÁ »õ »ÝÃ³ÙÝ³Ý£ ²ÝáõÝáí 
ï³ñµ»ñ, ÇëÏ Ó»õáí ÝáÛÝÝ »Ýª µáõÃÁ »õ ¹ÇñÁ, »ñÏ³ñÁ »õ ք³ßÁ, ëïáñÁ »õ Çñ 
»ÝÃ³Ýß³ÝÝ»ñÁ£
 Þ»ßïÁ »õ ½³ñÏÁ Ã¿° Ó»õáí »õ Ã¿° ³ÝáõÝáí ÏÁ ï³ñµ»ñÇÝ£ êáõÕÁ, Ã³õÁ, 
ëáëÏÁ »õ ³å³Ã³ñóÁ ·áÛáõÃÇõÝ ãáõÝÇÝ »õ í»ñç³Ï¿ïÝ áõ ÙÇç³Ï¿ïÁ 
Ï¿ï³¹ñáõÃ»³Ý Ñ³Ù³ñ ÙÇ³ÛÝ ÏÁ ·áñÍ³ÍáõÇÝ¦3£  

 1         2                3             4              5             6             7                  8
ß»ßï,     µáõÃ,      å³ñáÛÏ,       »ñÏ³ñ,       ëáõÕ,      Ã³õ,       ëáëÏ,       ³å³Ã³ñó
½³ñÏ,   ¹Çñ,      å³ñáÛÏ,     ½ք³ßë,          \    \         \       \ 

         9        10
»ÝÃ³ÙÝ³Û,    ëïáñ³ï,
»ÝÃ³ÙÝ³Û,        ëïáñ, 

 §Հ»Ý·Ý¦ խ³½ÇÝ ÎáÙÇï³ëÝ ³Ýáõ³ÝáõÙ ¿ Ý³»õ §Ñ»·Ý³Ï³Ý¦£
 ²ñÇëï³Ï¿ëÁ §ÏÇë³ëïáñÁ¦ ÝáÛÝ³óÝáõÙ ¿ §Ý»ñքÝ³µáõÃÇ¦ Ñ»ï. 
§½ÏÇë³ëïáñ, áñ ¿ Ý»ñքÝ³µáõÃ¹¦£
 ÆëÏ ·ñ»Éáí §½µ³ó³ïë¦ª ÝÏ³ïÇ áõÝÇ ïñáÑáõÃÇõÝÁ£ §ø³ß¦Á 
Ý»ñÏ³Û³óÝáõÙ ¿ Ûá·Ý³ÏÇ Ó»õáí. §½ք³ßë¦, ք³Ý½Ç Ýñ³ ½³Ý³½³Ý 
ï»ë³ÏÝ»ñ Ï³Ý /Ã¿° ·Í³·ñ³Ó»õÇ, Ã¿° ½ûñáõÃ»³Ý/£
ä³ñ½áõÃ»³Ý Ñ³Ù³ñ §î¿ñáõÝÇ¦ Ýß³ÝÝ»ñÁ Ý»ñÏ³Û³óÝáõÙ »Ýք ³Ûëå¿ë.

1) Հ»Ý·Ý
2) Հ³ñóáõÏ
3) ø³ß (§½ք³ßë¦)
4) àÛÅ
5) ¼³ñÏ
6) ¸Çñ
7) êïáñ

3. ÎáÙÇï³ëÇ ¹Çõ³ÝáõÙ  Ñ³Û»ñ¿Ý Ã³ñ·Ù³ÝáõÃÇõÝÝ ¿ ýñ³Ýë»ñ¿ÝÇó, áõñ Ã³ñ·Ù³ÝÇãÁ §¹Çñ¦Á ãÇ Ã³ñ·Ù³Ý»É 
»õ ÃáÕ»É ¿ état, Ã³ñ·Ù³Ý»É ¿ª Í³Ýñ, ÷áխ³Ý³Ïª ք³ßÇ:
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8) ÎÇë³ëïáñ (§áñ ¿ Ý»ñքÝ³µáõÃ¹¦      )
 ½µ³ó³ïë (ïñáÑáõÃÇõÝ)
9) ØÇ³ëïÇք (ÙÇç³Ï¿ïÝ ¿)
10) ºñÏáõëïÇք (í»ñç³Ï¿ïÝ ¿)
11) ä³ñáÛÏ
12) ºÝÃ³ÙÝ³Û
13) ¶ñ³¹³ñÓ

 ÎáÙÇï³ëÇ Ó»é³·ñ»ñáõÙ Ù»½ Ñ³Ý¹Çå»ó խÝ¹ñÇÝ ³éÝãáõáÕ ÙÇ ß³ï 
Ñ»ï³քñքÇñ ÝÇõÃ£ Ø¿Ï ¿çÇ íñ³Û ÎáÙÇï³ëÁ Ý»ñÏ³Û³óñ»É ¿ Ã¿° ³éá-
·³ÝáõÃ»³Ý ¹³ë³Ï³Ý Ýß³ÝÝ»ñ, Ã¿° §î¿ñáõÝÇ¦ Ýß³ÝÝ»ñ, Ã¿° Ï¿ï³¹ñ³Ï³Ý 
Ýß³ÝÝ»ñ »õ Ã¿° »ñ·áÕ³Ï³Ý ³ÛÝåÇëÇ խ³½»ñ, áñáÝք Ñ³Ý¹ÇåáõÙ »Ý Ãáõ»ñ·Ç 
í»ñç³õáñáõÃÇõÝÝ»ñáõÙ£ ²Ûë óáõó³ÏÁ Çñ ï»ëքáí, Çñ Ù¿ç å³ñáõÝ³ÏáõÙ ¿ 
Ý³»õ áñáß µ³ó³ïñáõÃÇõÝÝ»ñª í»ñ³µ»ñáÕ Ï¿ï³¹ñáõÃ»³Ý Ýß³ÝÝ»ñÇ 
¹ÇñքÇÝ, ³éá·³ÝáõÃ»³Ý Ýß³ÝÝ»ñÇóª ß»ßïÇ, Ñ³õ³ë³ñ µáõÃÇ, ó³Í Ï³Ù 
Í³Ýñ µáõÃÇ »õ å³ñáÛÏÇ Ó³ÛÝ³ëïÇ×³Ý³ÛÇÝ ÷áխÛ³ñ³µ»ñáõÃ»³ÝÁ, µáõÝ 
»ñ·Ç Ó³ÛÝ³Í³õ³ÉÇÝ, §»ÝÃ³µáõÃ¦-ÇÝ£
 Ú³ïÏ³å¿ë ³ñÅ¿ք³õáñ ¿ Ó»é³·ÇñÁ, ք³Ý½Ç ³ÛÝ ·ñáõ³Í ¿ 1914 ÃáõÇÝ, 
³ÛëÇÝքÝª ì³ñ¹³å»ïÇ ëï»ÕÍ³·áñÍ³Ï³Ý, ³ßխ³ï³Ýք³ÛÇÝ Ï»³ÝքÇ 
í»ñçÇÝ Ù³ëáõÙ£

Ò»é³·ñÇ Ý»ñք»õÇ Ù³ëáõÙ ·ñ»É ¿. 1914
        1894       
             20 
áñ Ýß³Ý³ÏáõÙ ¿, Ã¿ ·áñÍÝ ëÏë»É ¿ 1894 Ãáõ³Ï³ÝÇÝ »õ ³ßխ³ï»É ÙÇÝã»õ 
1914 Ãáõ³Ï³ÝÁ, áñ ³ÝáõÙ ¿ 20 ï³ñÇ£ - ÎáÙÇï³ë. §øë³Ý ï³ñÇ¿ Ç í»ñ 
Ï’áõëáõÙÝ³ëÇñ»Ù Ñ³Û »Ï»Õ»óõáÛ խ³½»ñáõ Ñ³Ù³Ï³ñ·Á¦: 
²Ûë խûëք»ñÝ ³ñï³ë³Ý»É ¿ ÎáÙÇï³ëÁ 1914 ÃáõÇÝ ö³ñÇ½Ç Ñ³Ù³ÅáÕáíáõÙ 
³éá·³ÝáõÃ»³Ý Ýß³ÝÝ»ñÇ í»ñ³µ»ñ³É ¹³ë³խûëáõÃÇõÝÁ Ï³ñ¹³ÉÇë£
 ÎáÙÇï³ëÇ Ó»é³·ñÇ ¹ÇõñÁÝÃ»éÝ»ÉÇáõÃ»³Ý Ýå³ï³Ïáí Ù»Ýք 
Ý»ñÏ³Û³óÝáõÙ »Ýք ³Û¹ Ó»é³·ñÇ ÝÙ³Ý³Ñ³ÝáõÃÇõÝÁ »õ ³å³ ÝáÛÝÇ Ù»ñ 
í»ñÍ³ÝáõÃÇõÝÁ£     
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ºñÏ³ñ       ø³ßք
Հ³ñó      ________________________ 
Þ»ßï       Þ»ßï
¼³ñÏ       ´áõÃ
Հ³ñóáõÏ       ä³ñáÛÏ
´áõÃ      _________________________ 
àÛÅ                    (Ûá±ÛÅ )   êïáñ³Ï¿ï  ï³Ï  
¶ñ³¹³ñÓ      ØÇç³Ï¿ï  Ù¿ç
(²å³Ã³ñó)      ì»ñç³Ï¿ï  í»ñ,   í³ñ   »õ Ù¿ç          
- - - - - - -      __________________________
ø³ßք       ì»ñçáõÙ
êáõÕ       ___________________________ 
Þ»ßï                Þ»ßï
            ä³ñáÛÏ           Ñ³õ³ë³ñ
        Հ³õ³ë³ñ
        ´áõÃ                 µáõÃ
Հ»Ý·Ý      ___________________________
                                                                                      d°
                                                                                            C°    
                                                                                            h
ºÝÃ³ÙÝ³Û                                                                          a
ì»ñç³õáñáõÃÇõÝ                                                                 g
êïáñ          (í»ñÇÝ)                                                      ________
Î¿ï                                                                                      f        ºÝÃ³µáõÃ
ì»ñç³Ï¿ï                                                                          1914
                                                                                            1894
                                                                                                20
 Ò³ÛÝ³ëïÇ×³ÝÝ»ñÁ ·ñ»É ¿ »õñáå³Ï³Ý (ÁÝ¹áõÝáõ³Í å³ÛÙ³Ý³Ï³Ý 
ï³é»ñáí)
d° = ñ¾°, c° = ¹û°, h = ëÇ, a = ÉÛ³, g = ëáÉ, f = ý³:

 
 

å³ñáÛÏ
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 Հ»ï³·³ÛáõÙª 2001 Ãáõ³Ï³ÝÇÝ, ÎáÙÇï³ëÇ խ³½³µ³Ý³Ï³Ý ÝÇõÃ»ñÁ 
Ññ³ï³ñ³Ï»óÇ ³é³ÝÓÇÝ Ñ³ïáñáíª ÇÙ ³ßխ³ï³ëÇñáõÃ»³Ùµ, Ù»ÏÝáõ-
ÃÇõÝÝ»ñáí, í»ñÉáõÍáõÃÇõÝÝ»ñáí, ÇÙ Ï³ï³ñ³Í áõëáõÙÝ³ëÇñáõÃÇõÝÝ»ñÇ áõ 
í»ñÍ³ÝáõÃÇõÝÝ»ñÇ ûñÇÝ³ÏÝ»ñáí Ñ³Ý¹»ñÓ (². Ø. Þ³ÑÝ³½³ñ»³Ý, 
Ê³½»ñÇ ÏáÙÇï³ë»³Ý í»ñÍ³ÝáõÃ»³Ý Û³ÛïÝáõÃÇõÝÁ, §Հ³Û³ëï³Ý¦ 
Ññ³ï., ºñ»õ³Ý, 2001)£ ÆÙ Ññ³ï³ñ³Ï³Í ³Ûë ÝÇõÃ»ñÇ Ù»Í Ù³ëÁ ³ÛÉáք 
í»ñ³Ññ³ï³ñ³Ï»óÇÝ í»ó ï³ñÇ Û»ïáÛª ÝßáõÙÝ»ñáí, Ã¿ Çµñ Ññ³ï³ñ³ÏõáõÙ 
»Ý ³é³çÇÝ ³Ý·³Ùª ÃÇõñÇÙ³óáõÃ»³Ý Ù¿ç ·ó»Éáí Ñáí³Ý³õáñÇÝª ¶³Éáõëï 
¶ÇõÉµ»ÝÏ»³Ý Ñ³ëï³ïáõÃ»³ÝÁ »õ ³Ýï»Õ»³Ï Ñ³ë³ñ³ÏáõÃ»³ÝÁ (ï»°ë 
ÎáÙÇï³ë ì³ñ¹³å»ï, àõëáõÙÝ³ëÇñáõÃÇõÝÝ»ñ »õ Ûû¹áõ³ÍÝ»ñ, ·Çñք ´, 
ê³ñ·Çë Ê³ã»Ýó - öñÇÝÃÇÝýá, ºñ»õ³Ý, 2007 )£
 ÎáÙÇï³ëÁ 1909 Ã. Û³ÛïÝáõÙ ¿ ²ñß³Ï âûå³Ý»³ÝÇÝ, áñ ·ï»É ¿ 
խ³½»ñÇ µ³Ý³ÉÇÝ »õ ëÏë»É ¿ Ï³ñ¹³É å³ñ½ »Õ³Ý³ÏÝ»ñÁ, ÇëÏ 1910 Ã. 
§²½³ï³Ù³ñïÇÝ¦ áõÕ³ñÏ³Í ·ñáõÃÇõÝáõÙ ³ëáõÙ ¿. §»õ ÝáÛÝÇëÏ Ï³ñ¹áõÙ 
»Ù å³ñ½ ¹³ñÓáõ³ÍքÝ»ñÁ¦, »õ ³å³ª §ÚáÛë áõÝÇÙ, Ã¿ ÙûïÇÏ ³å³·³ÛáõÙ 
³é³ÝÓÇÝ Ñ³ïáñÝ»ñáí, Ñ³ë³ñ³ÏáõÃ»³Ý ë»÷³Ï³ÝáõÃÇõÝÁ å¿ïք ¿ 
¹³éÝ³¦£ ºë ÇÙ ·ñքáõÙ óáÛó »Ù ïáõ»É, áñ ÎáÙÇï³ëÁ áã ÙÇ³ÛÝ Ñ³ïáñÝ»ñ 
ãÇ ß³ñ³¹ñ»É խ³½»ñÇ í»ñ³µ»ñ»³É, ³ÛÉ ÝáÛÝÇëÏ ³Ù÷á÷ ãÇ ß³ñ³¹ñ»É 
³Ù»Ý³Ý³խÝ³Ï³Ý ÝÇõÃÁª ³éá·³ÝáõÃÇõÝÁ, »õ ÎáÙÇï³ëÇ խ³½³µ³Ý³Ï³Ý 
Ó»é³·ñ»ñÇ Ù³ëÇÝ Å³Ù³Ý³Ï³ÏÇóÝ»ñÇ ï»Õ»ÏáõÃÇõÝÝ»ñÝ áõ íÏ³ÛáõÃÇõÝ-
Ý»ñÁ Ñ³Ù³å³ï³ëխ³ÝáõÙ »Ý å³Ñå³Ýáõ³Í Ó»é³·ñ»ñÇÝ£ ÎáÙÇï³ëÝ 
³ëáõÙ ¿ ÙÇ³ÛÝ, áñ Ï³ñ¹áõÙ ¿ խ³½»ñÇ å³ñ½ ¹³ñÓáõ³ÍքÝ»ñÁ, »õ ë³ ÉÇáíÇÝ 
Ñ³Ù³å³ï³ëխ³ÝáõÙ ¿ Çñ ÇëÏ Ó»éքáí í»ñÍ³Ý³Í ûñÇÝ³ÏÝ»ñÇÝ£ ²Ûë 
µáÉáñ ÷³ëï»ñÇó Û»ïáÛ խ³½³µ³ÝáõÃÇõÝÇó ·³Õ³÷³ñ ãáõÝ»óáÕ áñáß 
§»ñ³Åßï³·¿ïÝ»ñ¦ Û³Ûï³ñ³ñáõÙ »Ý, Ã¿ ÎáÙÇï³ëÇ խ³½³µ³Ý³Ï³Ý 
Ó»é³·ñ»ñÁ ã»Ý å³Ñå³Ýáõ»É£ ²ÛÝ, áñ ÎáÙÇï³ëÇ í»ñÍ³ÝáõÃÇõÝÁ å³Ñ-
å³Ýáõ³Í ¿, ÷³ëï ¿, »õ »ñ³Åßï³·¿ïÝ»ñÁ Ï³ñáÕ »Ý ÙÇ³ÛÝ Ñ³Ù³Ó³ÛÝ»É 
ÎáÙÇï³ëÇ° Ñ»ï Ï³Ù ãÑ³Ù³Ó³ÛÝ»É ÎáÙÇï³ëÇ° Ñ»ï£
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Ê²¼ºðÆ ´²Ü²ÈÆÜ

 ÎáÙÇï³ë. §ÆëÏ³Ï³Ý ÷áñÓ»ñÝ ëÏë³Û ´Ó-áí, ½Ç ÑÇÙÝ³Ó³ÛÝ»ñÝ 
³Ûëï»Õ ³Ý³Õ³ñï ¿ÇÝ ÙÝ³ó»É ÑÇÝ »õ Ýáñ á×»ñÇ Ù¿ç£ 
 1. ÜÏ³ï»óÇ, áñ µáõÝ µ³Ý³ÉÇÝ ¿ ¹ÇÙáÕ Ó³ÛÝÁ, »õ µáÉáñ խ³½»ñÝ Çñ»Ýó 
ëÏ½µáõÝքÁ ³éÝáõÙ »Ý Çõñ³ք³ÝãÇõñ Ó³ÛÝÇ Ñ³Ù³å³ï³ëխ³Ý ¹ÇÙáÕ 
Ó³ÛÝÇÝ£
 2. Æõñ³ք³ÝãÇõñ Ó³ÛÝ Çñ Ó³ÛÝ³ëïÇ×³ÝÇ µ³ñÓñáõÃÇõÝÁ å³ÑáõÙ ¿ 
³Ý÷á÷áխª ³éÝ»Éáí Ñ³ßáõ»Éáíª ÙÇßï ¹ÇÙáÕ Ó³ÛÝ¿Ý »õ ³å³ Çñ»Ý Û³ïáõÏ 
ß³ñÅáõÙÝ ¿ Ï³ï³ñáõÙ. »Ã¿ »ÉÝáÕ ¿ª »ÉÝáõÙ ¿, ÇçÝáÕ ¿ª ÇçÝáõÙ£
 3. ́ áõÃÁ ( ª ) Ñ³Ý·ãáÕ Ó³ÛÝÝ ¿ (´Ó-Ç Ù¿ç »ñµ»ÙÝ c »õ »ñµ»ÙÝ a Ñ³ßáõ»Éáí 
¹ÇÙáÕÁª e)£
OñÇÝ³Ïª ´Ò-Ç 
 ¸ÇÙáÕÝ ¿ª e
 Հ³Ý·ãáÕÝ ¿ª c Ï³Ù a
 ì»ñç³õáñáÕÝ ¿ª a 
 Þ»ßïÝ ¿ª g
 ´»ÝÏáñ×Ý ¿ª fis-g
 ä³ñáÛÏÝ ¿ª d – c 
 àÉáñ³ÏÝ ¿ª d - e
 öáõßÝ ¿ª e - d   
 ÊáõÝ×Ý ¿ª c – h Ï³Ù g-fis
 ì»ñÝ³խ³ÕÝ ¿ª a – c – h – c
 ´áõÃÝ ¿ª c, a, Ï³Ù d (fis), d - »Ã¿ ք³éáõÝ³ÏÝ ¿ª d – e – fis – g
 ÂáõñÝ ¿ª a – d Ï³Ù e – a
 »õ ³ÛÉÝ¦£
 ÚÇß»³É խ³½»ñÇ Ó»õ»ñÝ »Ý.
  Þ»ßï  
  ´»ÝÏáñ×
  ä³ñáÛÏ 
  àÉáñ³Ï
  öáõß
  ÊáõÝ×
  ì»ñÝ³խ³Õ
  ´áõÃ
  Âáõñ



22

 Ê³½³õáñ »ñ· í»ñÍ³Ý»Éáõ Ñ³Ù³ñ Ý³խ»õ³é³ç å¿ïք ¿ ÇÙ³Ý³É »ñ»ք 
ÑÇÙÝ³Ï³Ý Ñ³Ý·³Ù³Ýք.
 ³. »ñ·Ç Ó³ÛÝ»Õ³Ý³ÏÇ Ó³ÛÝ»É»õ¿ç³ÛÇÝ Ñ³Ù³Ï³ñ·Á (ÁÝ¹Ñ³Ýñ³å¿ë 
Ó³ÛÝ»Õ³Ý³ÏÝ»ñÇ Ñ³Ù³Ï³ñ·Á),
 µ. ·áñÍ³Íáõ³Í խ³½»ñÇó Çõñ³ք³ÝãÇõñÇ Ýß³Ý³ÏáõÃÇõÝÁ, »É»õ¿çÁ Ï³Ù 
Ó³ÛÝÁ »õ ³ÛÉÝ,
 ·. ³ÛÝ µ³Ý³ÉÇÝ, áñÇ ßÝáñÑÇõ խ³½»ñÁ ·ïÝõáõÙ »Ý Ñ³Ù³å³ï³ëխ³Ý 
÷áխÛ³ñ³µ»ñáõÃ»³Ý Ù¿ç, ÁÝÃ»ñóõáõÙ-»ñ·õáõÙ »Ý áñáß³ÏÇ ëÏ½µáõÝքáí£
Ê³½»ñÁ, ÇÝãå¿ë »õ խ³½³õáñ »ñ·»ñÁ, ÉÇÝáõÙ »Ý å³ñ½, ÙÇçÇÝ µ³ñ¹áõÃ»³Ý 
»õ µ³ñ¹£ ²ÛÝå¿ë áñ, խ³½»ñÇ µ³Ý³ÉÇÝ áõÝ»Ý³ÉÁ (ï³ñ³Íáõ³Í ³ñï³-
Û³ÛïáõÃÇõÝ ¿) ¹»é»õë ãÇ Ýß³Ý³ÏáõÙ í»ñóÝ»É áõ »ñ·»É ó³ÝÏ³ó³Í ß³ñ³Ï³Ý. 
Ñ³ñÏ³õáñ ¿ ÇÙ³Ý³É Çõñ³ք³ÝãÇõñ խ³½Ç Ýß³Ý³ÏáõÃÇõÝÁ »õ ³ÛÉ ß³ï µ³Ý»ñ£
 ÎáÙÇï³ëÇ ·ñáõÃÇõÝÇó »ñ»õáõÙ ¿, áñ Ý³խ Ý³ å³ñ½»É ¿ å³ñ½ 
խ³½»ñÇó Çõñ³ք³ÝãÇõñÇ Ýß³Ý³ÏáõÃÇõÝÁ, ³å³ ·ï»É ¿ ¹ñ³Ýó ÷áխÏ³å³Ï-
óáõ³ÍáõÃ»³Ý µ³Ý³ÉÇÝ »õ ëÏë»É ¿ å³ñ½ ß³ñ³Ï³ÝÝ»ñÇ í»ñÍ³ÝáõÃ»³Ý 
÷áñÓ»ñÁ£
 ÎáÙÇï³ëÇ ¹Çõ³ÝáõÙ ÃÇõ 631³ Ó»é³·ñ»ñÇ Ù¿ç Ñ³Ý¹ÇåáõÙ »Ýք 
խ³½³õáñ ß³ñ³Ï³ÝÇ í»ñÍ³ÝáõÃ»³Ý£
 ¸³ §ö³ñ³õáÝ Ñ³Ý¹»ñÓ Ï³éûքÝ¦ ß³ñ³Ï³ÝÝ ¿ ²õ³· ûñÑÝáõÃÇõÝÝ»ñÇ 
ß³ñքÇó »õ ³ÛÉ ß³ï µ³Ý»ñ, áñÇ Ñ»ÕÇÝ³ÏÝ ¿ êï»÷³Ýáë êÇõÝ»óÇ ²-Ý (5-ñ¹ 
¹³ñ)£
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 ÎáÙÇï³ëÇ ³Ûë í»ñÍ³ÝáõÃÇõÝÁ, 19-ñ¹ ¹³ñÇó µ³Ý³õáñ ³õ³Ý¹áõ³Í 
ï³ñµ»ñ³ÏÝ»ñÇ Ñ»ï Ñ³Ù»Ù³ï³Í, ³õ»ÉÇ ÑÇÝ ¿ á×áí, ³õ»ÉÇ խáñÑñ¹³õáñ 
¿, í»Ñ³÷³é »õ ½áõëå£
 ÎáÙÇï³ëÇ í»ñÍ³ÝáõÃ»³Ý áñáß Ñ³ïáõ³ÍÝ»ñ áõÝ»Ý §ï³ñµ»ñ³ÏÝ»ñ¦, 
ë³Ï³ÛÝ ¹ñ³Ýք ³ñ¹ÇõÝք »Ý խ³½»ñÇ µ³Ý³Éáõ Ù¿Ï ³ÛÉ ³ÝÑñ³Å»ßï 
å³ÛÙ³ÝÇ£ ÎáÙÇï³ëÁ Ù¿Ï ³ÛÉ ï»Õ ÝßáõÙ ¿, áñ խ³½»ñÇ Ýß³Ý³ÏáõÃÇõÝÁ 
ã³÷õáõÙ ¿ ք³éáõÝ³ÏÝ»ñáí£
 ê³ ÙÇ å³ñ½ µ³Ý ¿, áñÁ »ñ»õáõÙ ¿ í»ñÍ³ÝáõÃÇõÝáõÙ£ ´³ÝÝ ³ÛÝ ¿, áñ 
ïáõ»³É խ³½Ç »É»õ¿çÁ Ï³Ù Ó³ÛÝÁ Ï³ñáÕ ¿ ·ïÝáõ»É Ï³°Ù í»ñÇÝ, Ï³°Ù Ý»ñքÇÝ 
ք³éáõÝ³ÏÇ Ñ³Ù³å³ï³ëխ³Ý Ó³ÛÝ³ëïÇ×³ÝáõÙ, »õ ³Û¹ ÛáõßáõÙ ¿ Ù»Õ»¹áõ 
ÁÝÃ³óքÁ£
²Ûëå¿ë.

²Ûëï»Õ Ý³խÁÝïñ»ÉÇ ¿ í»ñÇÝ ք³é»³ÏÇ ï³ñµ»ñ³ÏÁ£ ÎáÙÇï³ëÁ Ý³խք³Ý 
»ñ·Ç í»ñÍ³ÝáõÃÇõÝÁ ß³ñ³¹ñ»É ¿ »ñ·áõÙ ·áñÍ³Íáõ³Í խ³½»ñÇó Çõñ³-
ք³ÝãÇõñÇ Ó³ÛÝÁ, Ó³ÛÝ»É»õ¿çÁ.
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 ´³óÇ ք³éáõÝ³ÏÇ Ñ³Ý·³Ù³ÝքÇó å¿ïք ¿ ÝÏ³ïÇ áõÝ»Ý³É »õë Ù¿Ï 
ûñÇÝ³ã³÷áõÃÇõÝ£ ÆÝãå¿ë Ù³ñ¹Á, ³ÛÝå¿ë ¿É Ù»Õ»¹ÇÝ áõÝÇ Çñ ÏÙ³խքÁ, 
§ÙÇë áõ ³ñÇõÝÁ¦, §Ý»³ñ¹³ÛÇÝ Ñ³Ù³Ï³ñ·Á¦ »õ ³ÛÉÝ£ ºõ áñք³Ý §Ù³ñÙÝÇ¦ 
Ù³ëÁ Ýáõñµ ¿, ³ÛÝք³Ý »Õ³Ý³ÏÇ ·ñ³ÝóáõÙÁ å¿ïք ¿ ³õ»ÉÇ Ù³Ýñ³Ù³ëÝ 
ÉÇÝÇª óáÛó ï³Éáõ Ñ³Ù³ñ ÝñµáõÃÇõÝÝ»ñÁ£ ÜáÛÝÇëÏ »õñáå³Ï³Ý ³Ù»Ý³-
Ù³Ýñ³Ù³ëÝ »õ ×ß·ñÇï ·ñ³ÝóáõÙÁ, ÝáÛÝÇëÏ ·ñ³ÝóÙ³Ý ³ÛÝ Û³õ»É»³É 
ÙÇçáóÝ»ñÁ, áñáÝք ·áñÍ³ÍõáõÙ »Ý ÅáÕáíñ¹³Ï³Ý »ñ·»ñÇ Û³ïáõÏ Ýáï³-
·ñáõÃ»³Ý Ñ³Ù³ñ, ¹»é»õë µ³õ³Ï³Ý ã»Ýª ³ñï³Û³Ûï»Éáõ Ï»Ý¹³ÝÇ »ñ·Ç 
áÕç Ñ³ñëïáõÃÇõÝÁ, ÝñµáõÃÇõÝÝ»ñÁ, »õ ÎáÙÇï³ëÇ »ñ·»ñÝ ¿É ÑÝ³ñ³õáñ ã¿ 
Ï³ï³ñ»É Ñ³ñ³½³ï á×áí ÙÇ³ÛÝ Ýáï³Ý»ñÇ û·ÝáõÃ»³Ùµ £ ²Û¹ å³ï×³éáí, 
»ñµ ÉëáõÙ »Ýք, ûñÇÝ³Ï, §Հáí ³ñ¿ք¦-Á ÎáÙÇï³ëÇ »õ áõñÇß »ñ·ÇãÝ»ñÇ 
Ï³ï³ñÙ³Ùµ, ÃõáõÙ ¿ª ÝáÛÝÇëÏ ï³ñµ»ñ »ñ·»ñ »Ý »ñ·áõÙ, ³ÛÝ ¹¿åքáõÙ, »ñµ 
³éÏ³Û ¿ ÝáÛÝ Ýáï³·ñáõÃÇõÝÁ£ 
 ²ÛëåÇëáí, խ³½³õáñ »ñ·»ñáõÙ ¹ñáõÃÇõÝÁ ëÏ½µáõÝքûñ¿Ý ÝáÛÝÝ ¿£ 
àñք³Ý ³õ»ÉÇ քÇã Ù³Ýñ³Ù³ëÝáõÃ»³Ùµ ¿ խ³½³õáñáõ³Í »ñ·Á, ³ÛÝք³Ý 
³õ»ÉÇ ß³ï ÑÝ³ñ³õáñáõÃÇõÝ ¿ ÁÝÓ»éáõ³Í »É»õ¿çÝ»ñÇ ï³ñµ»ñ³ÏÙ³ÝÁ 
(ÇÙåñáíÇ½³óÇ³ÛÇÝ)£ îáõ»³É ¹¿åքáõÙ »ñ·Ç ÑÇÙքÁª ÑÇÙÝ³Ï³Ý »ñ·Á, ÙÝáõÙ 
¿ ÝáÛÝÁ, ë³Ï³ÛÝ »Õ³Ý³Ï³õáñÙ³Ý áñáß ÝñµáõÃÇõÝÝ»ñ ÝáÛÝ ÑÇÙքÇ íñ³Û 
Ï³ñáÕ »Ý ³ÛÉ ï³ñµ»ñ³Ï áõÝ»Ý³É£ Î³Ù խ³½³·ñáÕ ÙÇçÝ³¹³ñ»³Ý 
»ñ³ÅÇßïÝ ³Ý·Çñ ·ÇïÇ »ñ·Á áñáß³ÏÇ Ù³Ýñ³Ù³ëÝáõÃ»³Ùµ, µ³Ûó 
խ³½³·ñáõÙ ¿ ÑÇÙÝ³Ï³Ý »É»õ¿çÝ»ñÁ, »Õ³Ý³ÏÇ ÑÇÙք»ñÁª å³ñ½ խ³½»ñáí£ 
úñÇÝ³Ïª å³ñáÛÏÁ, áñ µ³ÕÏ³ó³Í ¿ ß»ßïÇ »õ µáõÃÇ ·áõÙ³ñÇó »õ óáÛó ¿ 
ï³ÉÇë Ó³ÛÝÇ í»ñ»ÉքÝ áõ í³Ûñ¿çքÁ Ï³Ù í»ñÇó í³ñ ¿çքÁ, Ï³ñáÕ ¿, Ý³Û³Í 
»ñ·Ç á×ÇÝ, µ³é»ñÇ ÇÙ³ëïÇÝ, ½·³óÙáõÝքÇÝ, ³ñï³Û³Ûïáõ»É ï³ñµ»ñ 
Ó»õ»ñáíª Áëï ¿áõÃ»³Ý ÙÝ³Éáí ÝáÛÝÁ£ úñÇÝ³Ïª í»ñáÛÇß»³É ß³ñ³Ï³ÝáõÙ 
ÎáÙÇï³ëÁ Ýß»É ¿ ³Û¹ ï³ñµ»ñ³ÏÝ»ñÁ.
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 ²Ñ³ »ñ»õáõÙ ¿ խ³½»ñÇ í»ñÍ³ÝáõÃ»³Ý ÏáÙÇï³ë»³Ý ëÏ½µáõÝքÁ£ 
ä¿ïք ¿ ÇÙ³Ý³É.
 1. µáõÝ µ³Ý³ÉÇÝ ¹ÇÙáÕ Ó³ÛÝÝ ¿ (ëñ³ Ñ³Ù»Ù³ï áñáßõáõÙ »Ý ÑÇÙÝ³Ï³Ý 
խ³½³ëïÇ×³ÝÝ»ñÁ),
 2. µ³Ý³ÉÇ ¿ Ý³»õ ք³éáõÝ³ÏÇ ëÏ½µáõÝքÁ (Ý³Û»Éáí Ù»Õ»¹áõ ÁÝÃ³óքÇÝª 
å¿ïք ¿ ÁÝïñ»É, Ã¿ ïáõ»³É խ³½Á á°ñ ք³éáõÝ³ÏÇÝ ¿ ³õ»ÉÇ Ý»ñ¹³ßÝ³Ï),
 3. ·áñÍ³Í³Ï³Ý խ³½»ñÇó Çõñ³ք³ÝãÇõñÇ Ó³ÛÝ³ÛÇÝ, Ó³ÛÝ»É»õ¿ç³ÛÇÝ 
Ýß³Ý³ÏáõÃÇõÝÁ,
 4. ï³ñµ»ñ³ÏÙ³Ý (ÇÙåñáíÇ½³óÇ³ÛÇ) ³éÏ³ÛáõÃÇõÝÁ£

 ²Ñ³ ÎáÙÇï³ëÇ í»ñÍ³Ý³Í ß³ñ³Ï³ÝÁª Çñ ÇëÏ ÏáÕÙÇó ³ñáõ³Í 
ï³ñµ»ñ³ÏáõÙÝ»ñáí »õ ï»Õ-ï»Õ ք³éáõÝ³ÏÇ »ñÏáõ ï³ñµ»ñ³ÏÇ 
ÏÇñ³éáõÙáí.
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 î»ëÝáõÙ »Ýք, áñ ÙÇÙ»³Ýó Û³çáñ¹áÕ »ñÏáõ å³ñáÛÏÇ ¹¿åքáõÙ »ñÏñáñ¹ 
å³ñáÛÏÁ Ù¿Ï ³ëïÇ×³Ý ÇçÝáõÙ ¿£
 ì»ñÍ³ÝáõÃ»³Ý Û³çáñ¹ ûñÇÝ³ÏÝ»ñÁ ï³ñµ»ñ ïÝ»ñÇ Ñ³ïáõ³ÍÝ»ñ 
»Ý Ù¿Ï ß³ñ³Ï³ÝÇó (ÏñÏÇÝ ²õ³· ûñÑÝáõÃÇõÝÝ»ñÇ ß³ñքÇó)£ Ü³խ µ»ñ»Ýք 
ÝáÛÝ Ñ³ïáõ³ÍÁ ÜÇÏáÕ³Ûáë Â³ß×»³ÝÇ ·ñ³éÙ³Ùµ (³ñáõ³Í ¿ 19-ñ¹ 
¹³ñáõÙ µ³Ý³õáñ ³õ³Ý¹áõÃÇõÝÇó).
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 ²ÛëåÇëáí µ»ñáõ³Í í»ñÍ³ÝáõÃÇõÝÝ»ñÁ ÙÇ³Ý·³Ù³ÛÝ Ñ³Ù³å³-
ï³ëխ³ÝáõÙ »Ý ÎáÙÇï³ëÇ Ý»ñÏ³Û³óñ³Í Ë³½»ñÇ µ³Ý³Éáõ »õ խ³½»ñÇ 
Ýß³Ý³ÏáõÃÇõÝÝ»ñÇ ëÏ½µáõÝքÝ»ñÇÝ£ ä³ñ½ Ñ³Ù»Ù³ïáõÃ»³Ý Ñ³Ù³ñ 
ëïáñ»õ ï³ÉÇë »Ýք ÎáÙÇï³ëÇ Ýß³Í խ³½»ñÇ Ó³ÛÝ»ñÁ Ýáï³Ý»ñáí (´Ó-Ç 
ÑÇÙÝ³Ó³ÛÝÁ ÁÝ¹áõÝ»Éáí d°)£

 ÎáÙÇï³ëÝ ÁÝïñ»É ¿ ³Û¹ ß³ñ³Ï³ÝÁ, áñáíÑ»ï»õ ³ÛÝ Ï³ñÍ»ë 
µ³ó³éáõÃÇõÝ ¿ µáÉáñ ´Ó-Ç խ³½³õáñ ß³ñ³Ï³ÝÝ»ñÇ Ù¿ç, ք³ÝÇ áñ ïáõÝÁ 
ëÏëõáõÙ ¿ µ»ÝÏáñ× խ³½áí (ï»°ë §ÛáÛë¦ µ³éÁ)£ Ê³½³õáñ ́ Ó ß³ñ³Ï³ÝÝ»ñáõÙ 
³ÝÓ³Ùµ Ù»½ ãÇ Ñ³Ý¹Çå»É µ»ÝÏáñ× խ³½áí ëÏÇ½µ, µ³óÇ ³ÛÝåÇëÇ 
ûñÇÝ³ÏÇó, áñÁ ï³Ý Ï¿ëÇ ëÏÇ½µÝ ¿ (³ÛÝï»Õ µ»ÝÏáñ×Á խ³ÕÇ Ñ»ï ¿)£ ºõ 
µ»ÝÏáñ× խ³½Ç Ýß³Ý³ÏáõÃÇõÝÝ ³ñ¹¿Ý å³ñ½³Í ÉÇÝ»Éáíª ÎáÙÇï³ëÁ 
Ï³ñÍ»ë ëïáõ·»É ¿ ³Û¹ µ³ó³éÇÏ Ñ³ïáõ³Íáí, áñï»Õ µ»ÝÏáñ×Á, ÉÇÝ»Éáí 
áñå¿ë ëÏÇ½µ, Çñ»ÝÇó ³é³ç ãáõÝ»Ý³Éáí ³½¹áÕ խ³½, ³õ»ÉÇ å³ñ½ Ï³ñáÕ ¿ 
µ³ó³Û³Ûïáõ»É£ ºÃ¿ ´Ó-Ç ÑÇÙÝ³Ó³ÛÝÝ ¿ d°, ³å³ »Õ³Ý³ÏÇ Ñ³Ý·ãáÕ µáõÃÁ 
g-Ý ¿ »õ b-Ý ¿, áõëïÇ »ñµ í»ñç³õáñáÕ (ï³Ý Ï¿ë) µáõÃÇó ³é³ç å³ñáÛÏ ¿, 
³å³ å³ñáÛÏÇ Ó³ÛÝÁ å¿ïք ¿ ÇçÝÇ ¹¿åÇ g µáõÃÁ Ï³Ù b µáõÃÁ£ ²Ûë ¹¿åքáõÙ 
ÎáÙÇï³ëÁ »ñÏáõ ï³ñµ»ñ³ÏÝ ¿É ·ñ»É ¿ª ÷³Ï³·ÍáõÙ ï³Éáí Ñ»ï»õ»³É 
ï³ñµ»ñ³ÏÁ.

 ºñÏñáñ¹ ¹³ñÓáõ³ÍքÇ í»ñç³õáñáõÃ»³Ý Ó³ÛÝÇ (»ñÏ³ñÇ) Ñ³Ù³ñ »õë 
»ñÏáõ ï³ñµ»ñ³Ï ¿ Ý»ñÏ³Û³óñ»É. Ù¿ÏÁª å³ñ½, ÙÇõëÁª ³õ»ÉÇ »Õ³Ý³Ï³õáñ, 
áñÁ ß³ï ·»Õ»óÇÏ ¿£ ÀÝ¹Ñ³Ýñ³å¿ë, Ã¿° ³ë»ñ·Ç, Ã¿° ß³ñ³Ï³ÝÝ»ñÇ 
í»ñç³õáñáõÃÇõÝÝ»ñÇ Ñ³Ù³ñ ·áÛáõÃÇõÝ áõÝ¿ÇÝ áñáß³ÏÇ »ñ³Åßï³Ï³Ý 
µ³Ý³Ó»õ»ñ, »õ ³Û¹ µ³Ý³Ó»õ»ñÁ Ï³°Ù µ»ñõáõÙ ¿ÇÝ Ù³Ýñ³Ù³ëÝ 
խ³½³õáñáõ³Í Ï»ñåáí, Ï³°Ùª »ñµ»ÙÝ áõÕÕ³ÏÇ »ñÏ³ñÇ Ýß³Ýáí, áñÁ Ï³ñáÕ 
¿ñ »ñ·áõ»É Ã¿° å³ñ½, Ã¿° »Õ³Ý³Ï³õáñ Ï»ñåáí£
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 ²Ñ³ »ñ·Ç խ³½³õáñ í³ÝÏÇ »õ խ³½Ç Ýß³Ý³ÏáõÃ»³Ý Ñ³Ù»Ù³ïáõÃÇõÝÁ 
(ãխ³½³õáñáõ³Í Ó³ÛÝ»ñÁ ïáõ»³É ¹¿åքáõÙ »ñ·õáõÙ »Ý ÑÇÙÝ³Ó³ÛÝáí)£

 ØÇõëÝ»ñÁ Ï³խáõÙ áõÝ»Ý Ý³»õ Ý³խÁÝÃ³ó Ó³ÛÝÇó£ §Ø»ñ¦ µ³éÇ ß»ßïÁ 
µ³ñÓñ ¿ ÑÇÙÝ³Ï³Ý ß»ßï³Ó³ÛÝÇó (f), áñáíÑ»ï»õ Ý³խÁÝÃ³ó Ó³ÛÝÁ 
ß»ßï³Ó³ÛÝÇ (f) Ó³ÛÝÝ ¿, áñÇÝ Ñ»ï»õáõÙ ¿ ß»ßï, ³ÛëÇÝքÝª µ³ñÓñ³óáõÙ£
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 ÜáÛÝÁ í»ñ³µ»ñáõÙ ¿ ÃáõñÇ í»ñçÇÝ Ó³ÛÝÇÝ Û³çáñ¹áÕ խáõÝ×ÇÝ (ë³ 
¿çքÇ ½ûñáõÃÇõÝ áõÝÇ), ¹¿åÇ í»ñ áõÕÕáõ³Í »ñÏ³ñÇÝ, áñÁ µ³ñÓñ³ÝáõÙ ¿ 
Ý³խáñ¹ Ó³ÛÝÇ Ñ³Ù»Ù³ï£

 àñ»õ¿ ß³ñ³Ï³Ý í»ñÍ³Ý»Éáõ Ñ³Ù³ñ, å³ñ½ ¿ª Ý³խ å¿ïք ¿ áõÝ»Ý³É 
³Û¹ խ³½³õáñáõ³Í ß³ñ³Ï³ÝÁ, ÇÝãÝ ³ÛÝք³Ý ¹ÇõñÇÝ ã¿, ÇÝãå¿ë »ñ»õáõÙ ¿ 
³é³çÇÝ Ñ³Û»³óքÇó£ ì»ñÍ³ÝáõáÕ ÝÇõÃÁ Ñ³ñÏ³õáñ ¿ ×ßï»É, ëïáõ·»É, 
Ñ³Ù»Ù³ï»É »õ ³ÛÉÝ, áñáíÑ»ï»õ ï³ñµ»ñ Ó»é³·ñ»ñáõÙ ÝáÛÝ ß³ñ³Ï³ÝÇ 
խ³½³õáñáõÙÝ»ñÁ ½³Ý³½³Ý ï³ñµ»ñáõÃÇõÝÝ»ñ »Ý Ç Û³Ûï µ»ñáõÙ£
 ÜáÛÝ ß³ñ³Ï³ÝÇ խ³½³õáñáõÙÁ ï³ñµ»ñ Ó»é³·ñ»ñáõÙ Ï³ñáÕ ¿ ÉÇÝ»É 
Ñ»ï»õ»³É ï³ñµ»ñáõÃÇõÝÝ»ñáí.
 1.  Ê³½³õáñáõÙÁ ÝÙ³Ý ¿. í³ÝÏ»ñÇ íñ³ÛÇ խ³½»ñÁ Ñ³Ù³å³ï³ë-
խ³ÝáõÙ »Ý ÙÇÙ»³Ýó, ë³Ï³ÛÝ ÙÇ ûñÇÝ³ÏáõÙ áñáß í³ÝÏ»ñÇ íñ³Û 
µ³ó³Ï³ÛáõÙ »Ý խ³½»ñ, áñ Ï³Ý ÙÇõë ûñÇÝ³ÏáõÙ »õ Ñ³Ï³é³ÏÁ£
 2. Ê³½³õáñáõÙÁ ÝÙ³Ý ¿, ë³Ï³ÛÝ áñáß Ýß³ÝÝ»ñ ï³ñµ»ñõáõÙ »Ý. ÙÇ 
ûñÇÝ³ÏáõÙ ïáõ»³É í³ÝÏÇ íñ³Û ß»ßï»ñÏ³ñ ¿, ÙÇõëáõÙª Ãáõñ Ï³Ù ³ÛÉ խ³½£
 3. Ê³½³õáñÙ³Ý Ùûï Ï¿ëÁ (áã Û³çáñ¹³µ³ñ) Ñ³Ù³å³ï³ëխ³ÝáõÙ ¿, 
Ï¿ëÁ ãÇ Ñ³Ù³å³ï³ëխ³ÝáõÙ£
 4. ¼·³ÉÇ ï³ñµ»ñáõÃÇõÝ Ï³Û »õ ³ÛÉÝ£
 ²Û¹ ï³ñµ»ñáõÃÇõÝÝ»ñÇ å³ï×³éÝ»ñÇó »Ý Ã»ñ³·ñáõÃÇõÝÁ, ÝÙ³Ý 
Ýß³ÝÝ»ñÇ ß÷áÃáõÃÇõÝÁ »õ ³ÛÉÝ, »õ, Ç Ñ³ñÏ¿, ¹åñáóÝ»ñÇ ï³ñµ»ñáõÃÇõÝÁ£ 
Հ³Û խ³½³·ÇïáõÃ»³Ý Ññ³ï³å խÝ¹ÇñÝ»ñÇó ¿ Ó»é³·Çñ խ³½³õáñ 
ß³ñ³Ï³ÝÝ»ñÇ Ñ³Ù»Ù³ï³Ï³Ý Ññ³ï³ñ³ÏáõÃÇõÝÁ£
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úñÇÝ³ÏÝ»ñ ÎáÙÇï³ëÇ Ó»é³·ñ»ñÇó
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ÎáÙÇï³ëÇ Ó»é³·ÇñÁ. ³ñï³·ñáõÃÇõÝ ÙÇçÝ³¹³ñ»³Ý Ó»é³·ñÇó£
ÚáõÝ³Ï³Ý »ñ· Ñ³ÛÏ³Ï³Ý խ³½»ñáí£

 Àëï ÎáÙÇï³ëÇ, խ³½»ñÇ ·³ÕïÝÇքÁ »ñ»õ³Ý Ñ³Ý»Éáõ Ñ³Ù³ñ 
Ñ³ñÏ³õáñ ¿ ïÇñ³å»ï»É Ñ»ï»õ»³É áõëÙáõÝքÝ»ñÇÝ áõ ·ÇïáõÃÇõÝÝ»ñÇÝ.
 1. î³é³ã³÷áõÃÇõÝ 
 2. ì³ÝÏ³ã³÷áõÃÇõÝ, µ³é³ã³÷áõÃÇõÝ, ïáÕ³ã³÷áõÃÇõÝ
 3. ²éá·³ÝáõÃÇõÝ
 4. Þ»ßï³¹ñáõÃÇõÝ
 5. Î¿ï³¹ñáõÃÇõÝ
 6. Ê³½³ã³÷áõÃÇõÝ
 7. Ê³½³·ÇïáõÃÇõÝ
 8. È»½áõ³µ³ÝáõÃÇõÝ (µ³é»ñÇ ÇëÏ³Ï³Ý »õ ÑÇÝ ³éÙ³Ý)
 9. ÆÙ³ëï³ëÇñáõÃÇõÝ (»ñÏñ³ã³÷áõÃÇõÝ, Ãáõ³µ³ÝáõÃÇõÝ,    
     ³ëïÕ³µ³ßխáõÃÇõÝ,   »ñ³ÅßïáõÃÇõÝ)
 10. Ê³½»ñÇ Í³·Ù³Ý, ½³ñ·³óÙ³Ý, ³ÝÏÙ³Ý »õ ³ñ¹Ç å³ïÙáõÃÇõÝ
 11. Հ³Ù»Ù³ï³Ï³Ý խ³½³µ³ÝáõÃÇõÝ »õ ³ÛÉÝ£

 ²Ûë Ù³ë»ñÇó §³éá·³ÝáõÃ»³Ý, ß»ßï³¹ñáõÃ»³Ý, Ï¿ï³¹ñáõÃ»³Ý¦ 
ÝÇõÃ»ñÁ (Ã¿° ÎáÙÇï³ëÇ ¹Çõ³ÝÇ, Ã¿° ïå³·Çñ, Ã¿° Ø³ï»Ý³¹³ñ³ÝÇ 
Ó»é³·Çñ ³ÕµÇõñÝ»ñÇ) Ññ³å³ñ³Ï»É »Ýք4£ ÀÝ¹ëÙÇÝ, ÎáÙÇï³ëÇ áñáß 
³ÙµáÕç³Ï³Ý ÝÇõÃ»ñ Ññ³ï³ñ³Ï»É »Ýք áã Ã¿ ÙÇ³ï»Õ, ³ÛÉ §óñáõ³Í¦ª ·ñքÇ 
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Ñ³Ù³å³ï³ëխ³Ý µ³ÅÇÝÝ»ñáõÙ, ք³ÝÇ áñ áñ»õ¿ Ù³ëÝ³õáñ ÝÇõÃÇ 
³éÝãáõÃ»³Ùµ Ý»ñÏ³Û³óñ»É »Ýք µáÉáñ ³ÛÉ ³ÕµÇõñÝ»ñÁ£
 ØÝ³ó³Í Ù³ëáí (ï³Õ³ã³÷áõÃÇõÝ, խ³½³ã³÷áõÃÇõÝ, ³ëïÕ³µ³ß-
խáõÃÇõÝ »õ ³ÛÉÝ) ÝáÛÝå¿ë Ï³Ý å³Ñå³Ýáõ³Í ÝÇõÃ»ñ£
 ´³ó³ïñ»Ýք, Ã¿ í»ñáÛÇß»³É ·ÇïáõÃÇõÝÝ»ñÝ áõ áõëÙáõÝքÝ»ñÁ Ù³ëÝ³-
õáñ³å¿ë ÇÝã ³éÝãáõÃÇõÝ áõÝ»Ý խ³½»ñÇ Ñ»ï£
 1. î³Õ³ã³÷áõÃÇõÝÁ, ï³é³ã³÷áõÃÇõÝÁ, í³ÝÏ³ã³÷áõÃÇõÝÁ »õ ³ÛÉÝ, 
Ù³ëÝ »Ý Ï³½ÙáõÙ ÙÇ ·ÇïáõÃ»³Ý, áñ ÏáãõáõÙ ¿ ã³÷³µ³ÝáõÃÇõÝ (³ÛÝ Çñ Ù¿ç 
Ý»ñ³éáõÙ ¿ í³ÝÏ, áïք, ïáÕ, ïáõÝ, ï³Õ Ï³Ù »ñ· ÙÇ³õáñÝ»ñÁ)£ ²ÛÝ 
³ÝÙÇç³Ï³Ýûñ¿Ý Ï³å áõÝÇ ³ë»ñ·Ç Ï³Ù »ñ·Ç éÇÃÙ»ñÇ Ñ»ï£ ì³ÝÏ³-
ã³÷áõÃÇõÝÁ Ý³»õ ³éá·³ÝáõÃ»³Ý Ù³ëÝ ¿ Ï³½ÙáõÙ£
 2. ²éá·³ÝáõÃÇõÝ ·ÇïáõÃÇõÝÁ Ñ³ñÏ³õáñ ¿ ³ë»ñ·Ç í»ñ³Ï³Ý·ÝÙ³Ý 
Ñ³Ù³ñ£ ²ë»ñ·Á »ñ·Ç »õ խûëքÇ ÙÇçÇÝ Ó»õÝ ¿ª »ñ·»Éáí խûë»ÉÝ ¿ Ï³Ù խûëքÇ 
»Õ³Ý³Ï³õáñ ï»ë³ÏÝ ¿, ÇëÏ ³ë»ñ·Ç ³õ»ÉÇ »Õ³Ý³Ï³õáñ ï»ë³ÏÁ »ñ·Ý ¿£ 
àõëïÇ »ñ·Á í»ñ³Ï³Ý·Ý»Éáõ Ñ³Ù³ñ åÇïÇ í»ñ³Ï³Ý·Ý»É »ñ·Ç ÑÇÙքÁª 
³ë»ñ·Á, ³ÛëÇÝքÝª ³éá·³ÝáõÃ»³Ý ÑÇÙքÇ íñ³Û å¿ïք ¿ í»ñ³Ï³Ý·Ý»É 
»ñ·Á, »ñ·áÕ³Ï³Ý խ³½»ñÇ Ýß³Ý³ÏáõÃÇõÝÁ£ Î³Ù »õëª »ñ·áÕ³Ï³Ý խ³½»ñÇ 
Ýß³Ý³ÏáõÃÇõÝÁ å³ñ½»Éáõ Ñ³Ù³ñ Ý³խ å¿ïք ¿ ³éá·³ÝáõÃ»³Ý Ù³ë 
Ï³½ÙáÕ ß»ßï³¹ñáõÃ»³Ý áõ ïñáÑáõÃ»³Ý Ýß³ÝÝ»ñÇ ½ûñáõÃÇõÝÁ »õ Ù»ñ 
Ý³խÝ»³ó É»½áõÇ ß»ßï³¹ñáõÃ»³Ý áõ ïñáÑáõÃ»³Ý ûñ¿ÝքÝ»ñÁ քÝÝ»É£
 3. Ê³½³ã³÷áõÃÇõÝ ·ÇïáõÃÇõÝÁ Ñ³ñÏ³õáñ ¿ ÇÙ³Ý³Éáõ Ñ³Ù³ñª ÇÝã 
ëÏ½µáõÝքáí ¿ ã³÷õáõÙ Ï³Ù áñáßõáõÙ խ³½»ñÇ Ýß³Ý³ÏáõÃÇõÝÁ, áñáíÑ»ï»õ 
խ³½»ñÇ ï³ñµ»ñ Ñ³Ù³Ï³ñ·»ñ ï³ñµ»ñ ëÏ½µáõÝքÝ»ñ áõÝ»Ý (Ã¿å¿ï 
áõÝ»Ý Ý³»õ ÁÝ¹Ñ³ÝñáõÃÇõÝÝ»ñ), »õ Çõñ³ք³ÝãÇõñ Ñ³Ù³Ï³ñ· áõÝÇ Çñ»Ý 
µÝáñáß áñ»õ¿ ûñÇÝ³ã³÷áõÃÇõÝ£
 4. Ê³½³·ÇïáõÃÇõÝÁ Çñ Ù¿ç Ý»ñ³éáõÙ ¿ Ñ³Ù³ßխ³ñÑ³ÛÇÝ խ³½³µ³-
Ý³Ï³Ý Ñ³Ù³Ï³ñ·»ñÁ, Ýñ³Ýó ÁÝ¹Ñ³Ýáõñ Ï³å»ñÝ áõ ï³ñµ»ñáõÃÇõÝÝ»ñÁ 
»õ ÁÝ¹Ñ³Ýñ³å¿ë ³ÛÝ ³Ù¿ÝÁ, ÇÝã ³éÝãõáõÙ ¿ խ³½»ñÇÝ£
 5. È»½áõÝ (µ³é»ñÇ ÇëÏ³Ï³Ý »õ ÑÇÝ ÇÙ³ëïÝ»ñÁ) Ñ³ñÏ³õáñ ¿, ք³Ý½Ç 
»ñ·»óáÕáõÃ»³Ý խ³½»ñÇ, ³éá·³ÝáõÃ»³Ý »õ ïñáÑáõÃ»³Ý Ýß³ÝÝ»ñÇ 
³ÝáõÝÝ»ñÝ ÇÝքÝÇÝ ÛáõßáõÙ »Ý Ýñ³Ýó Û³ïÏ³ÝÇßÝ»ñÁ Ï³Ù ³é³õ»É »õëª µáõÝ 
Ýß³Ý³ÏáõÃÇõÝÁ£
 6. ÆÙ³ëï³ëÇñáõÃÇõÝ Ï³Ù ÷ÇÉÇëá÷³ÛáõÃÇõÝ ÁÝ¹Ñ³Ýáõñ ³Ýáõ³ÝáõÙáí 
ÑÝáõÙ Ñ³Ý¹¿ë »Ý »Ï»É ք³é»³Ï ·ÇïáõÃÇõÝÝ»ñÁª »ñÏñ³ã³÷áõÃÇõÝÁ, 
Ãáõ³µ³ÝáõÃÇõÝÁ, ³ëïÕ³µ³ßխáõÃÇõÝÁ »õ »ñ³ÅßïáõÃÇõÝÁ£ ²Ûë ãáñë ·Çïáõ-

4. î»°ë §²éá·³ÝáõÃÇõÝ¦ Ñ³ïáñÁ:



34

ÃÇõÝÝ»ñÁ ¹Çïáõ»É »Ý Çµñ»õ Ù¿Ï ³ÙµáÕçáõÃÇõÝ, »õ ÑÝáõÙ »ñ³Åßï³ï»ë³Ï³Ý 
Ñ³Ù³Ï³ñ·Á Ï³éáõó»É »Ý Áëï ³Û¹Ù£
 ³. ºñÏñ³ã³÷áõÃ»³Ý ûñ¿ÝքÝ»ñáõÙ ³ñï³óáÉõáõÙ ¿ ³éá·³ÝáõÃ»³Ý 
Ýß³ÝÝ»ñÇó ëáõñ ß»ßïÇ »õ ¿ Í³Ýñ µáõÃÇ ÷áխÛ³ñ³µ»ñáõÃÇõÝÁ áõÕÇÕ ³ÝÏ»³Ý 
Ñ³Ù»Ù³ï. §Â¿ Ù»Í ÉÇÝÇ ք³Ý ½áõÕÇÕÝª ÏáãÇ µáõÃ, »õ Ã¿ ÷áքñ ք³Ý ½áõÕÇÕÝª 
ÏáãÇ ëáõñ¦ »õ ³ÛÉÝ (³Ûë Ù³ëÇÝ ÝÇõÃÝ áõ í»ñÉáõÍáõÃÇõÝÁ Ù»Ýք Ññ³ï³ñ³Ï»É 
»Ýք¦5£ 
 µ. Âáõ³µ³ÝáõÃÇõÝÝ ³éÝãõáõÙ ¿ ã³÷³µ³ÝáõÃ»³Ý (ï³Õ³ã³÷áõÃ»³Ý) 
Ñ»ï, Ãáõ³µ³ÝáõÃ»³Ùµ ¿ µ³ó³ïñõáõÙ Ý³»õ Ý»ñ¹³ßÝ³ÏáõÃ»³Ý ÑÇÙքÁ, 
Ó³ÛÝ»ñÇ ÷áխÛ³ñ³µ»ñáõÃÇõÝÁ »õ ³ÛÉÝ£ 
 ·. ²ëïÕ³µ³ßËáõÃ»³Ý É»½áõáí µ³ó³ïñõáõÙ ¿, ûñÇÝ³Ï, Ó³ÛÝ»ñÇ, 
Ó³ÛÝ»Õ³Ý³ÏÝ»ñÇ µ³ñ¹ Ñ³Ù³Ï³ñ·Á, Ó³ÛÝ»Õ³Ý³ÏÝ»ñÇ ×ÇõÕ³õáñáõÙÝ»ñÁ 
»õ ³ÛÉÝ£ ä³ñ½³·áÛÝ ûñÇÝ³Ïª ³ëõáõÙ ¿, Ã¿ ³ÛëÇÝã ÙáÉáñ³ÏÁ ³ÛëÇÝã»ñáñ¹Ý 
¿ Çñ µ³ñÓñáõÃ»³Ùµ, »õ ³ÛÉ ï»Õ ÝßõáõÙ ¿, áñ ³ÛëÇÝã Ó³ÛÝ»Õ³Ý³ÏÁ 
Ñ³Ù³å³ï³ëխ³ÝáõÙ ¿ ³Û¹ ÙáÉáñ³ÏÇÝ£ ¸ñ³Ýáí ÇÙ³ÝáõÙ »Ýք, Ã¿ ïáõ»³É 
Ó³ÛÝ»Õ³Ý³ÏÇ Ó³ÛÝÁ Ó³ÛÝ³ÝÇßÇ áñ ³ëïÇ×³ÝÝ ¿ ·ñ³õáõÙ Çñ µ³ñÓñáõ-
Ã»³Ùµ£ Î³Ý µ³ñ¹ »õ ß³ï ³õ»ÉÇ µ³ñ¹ Û³ñ³µ»ñáõÃÇõÝÝ»ñ »õë£
¹. ºñ³ÅßïáõÃ»³Ý ³éÝãáõÃÇõÝÝ ÇÝքÝÇÝ Ñ³ëÏ³Ý³ÉÇ ¿£ ºñ³ÅßïáõÃÇõÝÁ 
ÝáÛÝÇëÏ µ³ñÓñ ¿ñ ¹³ëõáõÙ ÙÝ³ó³Í ·ÇïáõÃÇõÝÝ»ñÇóª Ù»ÏÝ³µ³Ýáõ»Éáí 
Çµñ»õ µáÉáñ ·ÇïáõÃÇõÝÝ»ñÁ Ñ³Ù³խÙµáÕ, Çñ Ù¿ç Ý»ñ³éáÕ£
 7. Ê³½»ñÇ Í³·Ù³Ý, ½³ñ·³óÙ³Ý, ³ÝÏÙ³Ý áõ ³ñ¹Ç å³ïÙáõÃ»³Ý 
áõëáõÙÝ³ëÇñáõÃÇõÝÁ Ñ³ñÏ³õáñ ¿, áñáíÑ»ï»õ խ³½»ñÇ Ñ³Ù³Ï³ñ·Á »õ, 
ÁÝ¹Ñ³Ýñ³å¿ë, »ñ³Åßï³·Çï³Ï³Ý Ñ³Ù³Ï³ñ·Á, ³Ýß³ñÅ ãÇ ÙÝ³ó»É, ³ÛÝ 
½³ñ·³ó»É ¿, ÷áխáõ»É ¿, »ñµ»ÙÝ Çñ Ù¿ç Ý»ñ³é»É ¿ ûï³ñ ï³ññ»ñ£ êï»ÕÍáõ»É 
»Ý ï³ñµ»ñ á×»ñ, ï³ñµ»ñ ï»ë³ÏÝ»ñ, áñáÝք å³Ñ³ÝçáõÙ »Ý 
Ñ³Ù³å³ï³ëխ³Ý քÝÝáõÃÇõÝ áõ í»ñÍ³ÝáõÃÇõÝ£
 8. Ð³Ù»Ù³ï³Ï³Ý Ë³½³µ³ÝáõÃÇõÝÝ ÁÝ¹·ñÏáõÙ ¿.
 ³. Ý»ñÏ³ÛáõÙë å³Ñå³Ýáõ³Í »ñ³Åßï³Ï³Ý ÝÇõÃÇ Ñ³Ù»Ù³ïáõÃÇõÝÁ 
խ³½³õáñáõ³Í Ñ³Ù³å³ï³ëխ³Ý »ñ·Ç Ñ»ï,
 µ. ÝáÛÝ »ñ·Ç ï³ñµ»ñ խ³½³õáñáõÙÝ»ñÇ Ñ³Ù»Ù³ïáõÃÇõÝÁ,
 ·. խ³½»ñÇ ï³ñ³ï»ë³ÏÝ»ñÇ Ñ³Ù»Ù³ïáõÃÇõÝÁ,
 ¹. ï³ñµ»ñ á×»ñÇ Ñ³Ù»Ù³ïáõÃÇõÝÁ,
 ». Ñ³Ù»Ù³ïáõÃÇõÝÁ ûï³ñ խ³½»ñÇ Ñ»ï »õ ³ÛÉÝ£
 êïáñ»õ ï³ÉÇë »Ýք խ³½»ñÇ ³ÙµáÕç³Ï³Ý óáõó³Ï, ³ÛÝ Ï³½Ù»É ¿ ÜÏ. 
Â³ÑÙÇ½»³ÝÁª Ñ³Ù»Ù³ï»Éáí Çñ³ñ Ñ»ï ÙÇ ք³ÝÇ óáõó³ÏÝ»ñ (², ´, ¶)£

5. ÜáÛÝ ï»ÕáõÙ:
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 ²Ûë Ýß³ÝÝ»ñÇ ß³ñքÁ Ï³ñ»ÉÇ ¿ Éñ³óÝ»É£ ¸ñ³Ýք áõÝ»Ý Çñ»Ýó ï³-
ñ³ï»ë³ÏÝ»ñÝ áõ ÝñµáõÃÇõÝÝ»ñÁ (ûñÇÝ³Ïª ³éá·³ÝáõÃ»³Ý Ýß³ÝÝ»ñÇ 
ï³ñ³ï»ë³ÏÝ»ñ)£ 

ÎáÙÇï³ëÇ Ó»é³·ÇñÁ
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 ²Ûëï»Õ ÑÝ³ñ³õáñ ã¿ ÝáÛÝÇëÏ ë»ÕÙ Ï»ñåáí Ý»ñÏ³Û³óÝ»É Ù»ñ ·ñք»ñÇ 
»ñ³Åßï³·Çï³Ï³Ý Ù³ëÁ. ¹³ µ³ñ¹ ·ÇïáõÃÇõÝ ¿£ Ø³Ýñ³ÏñÏÇï 
áõëáõÙÝ³ëÇñáõÃ»³Ý ÙÇçáóáí Ù»Ýք í»ñ³Ï³Ý·Ý»É »Ýք Ó³ÛÝ»Õ³Ý³ÏÝ»ñÇ 
Ó³ÛÝ³ëïÇ×³Ý³ÛÇÝ ÷áխÛ³ñ³µ»ñáõÃ»³Ý Ñ³Ù³Ï³ñ·Á£ ´³µ»ÉáÝáõÙ, ÑÇÝ 
ՀÝ¹Ï³ëï³ÝáõÙ, âÇÝ³ëï³ÝáõÙ, ÚáõÝ³ëï³ÝáõÙ Ùß³ÏáÛÃÇ ï»ë³ÏÝ»ñÁ 
Ý»ñÏ³Û³óõáõÙ ¿ÇÝ Çµñ»õ ÷áխÏ³å³Ïóáõ³Í Ñ³Ù³Ï³ñ·, ïÇ»½»ñ³Ï³ñ·Ç 
ÙÇ Ù³ë£ Հ³Û³ëï³ÝáõÙ ¿É ÝáÛÝ Ï»ñå ¿ñ ëÏ½µáõÝքÁ, »õ ãÇ »Õ»É ³é³ÝÓÇÝ 
»ñ³Åßï³Ï³Ý ·ÇïáõÃÇõÝ, »ñ³ÅßïáõÃÇõÝÁ Ù³ëÝ ¿ñ ïÇ»½»ñ³Ï³ñ·Ç£ Ø»ñ 
ÙÇçÝ³¹³ñ»³Ý Ñ³Ù³Ï³ñ·Á å³ñáõÝ³ÏáõÙ ¿ Ñ³Ï³ëáõÃÇõÝÝ»ñ, ք³Ý½Ç ³ÛÝ 
ß³ï ³õ»ÉÇ ÙÇ ÑÇÝ Ñ³Ù³Ï³ñ·Ç Ó»õ³÷áխáõ³Í ï»ë³ÏÝ ¿£
 ÀÝ¹Ñ³Ýñ³å¿ë, »Ã¿ ÙÇ ß³ñք ÙÇçÝ³¹³ñ»³Ý íÏ³ÛáõÃÇõÝÝ»ñ Ýßáõ³Í 
¹Çñք»ñÇ Ñ³Ù³Ó³ÛÝ å³ñ½ Ï»ñåáí Ý»ñÏ³Û³óÝ»Ýք ÙÇ³ï»Õª ³ÕÇõë³ÏÇ 
ï»ëքáí, ³å³ ÏáõÝ»Ý³Ýք ¹»é»õë ÙÇ Ý³խÝ³Ï³Ý, áã ³ÙµáÕç³Ï³Ý, áñáß 
Ñ³Ï³ëáõÃÇõÝÝ»ñ å³ñáõÝ³ÏáÕ Ñ³Ù³Ï³ñ·ª Ù³Ýñ³Ù³ëÝ քÝÝáõÃ»³Ý 
Ï³ñûï£ Ü»ñÏ³Û³óÝáõÙ »Ýք ÝÙ³Ý ÙÇ Ñ³Ù³Ï³ñ·, áñï»Õ ÁÝ¹·ñÏáõ³Í »Ý 
Ô»õáÝ¹ ²ÉÇß³ÝÇ, ÎáÙÇï³ëÇ, ¶ñÇ·áñ ¶³å³ë³ք³É»³ÝÇ ³ÕµÇõñÝ»ñÁ, 
¶ñÇ·áñ î³Ã»õ³óáõ (§¶Çñք Ñ³ñóÙ³Ýó¦), ²Ý³ÝÇ³ ÞÇñ³Ï³óáõ, 
§ºûÃÝ³·ñ»³Ýք¦ ÏáãáõáÕ Ó»é³·ñ»ñÇ, ÙÇçÝ³¹³ñ»³Ý ք»ñ³Ï³ÝÝ»ñÇ »õ 
³ÛÉ íÏ³ÛáõÃÇõÝÝ»ñ£ Ü»ñÏ³Û³óÝáõÙ »Ýք ÙÇ³ÛÝ ãáñë µáõÝ Ó³ÛÝ»Õ³Ý³ÏÝ»ñÇ 
µÝáñáßáõÙÝ»ñÁ, Ñ³Ù»Ù³ïáõÃÇõÝÝ»ñÝ áõ ½áõ·³Ñ»é ÙÇ³õáñÝ»ñÁª áñå¿ë 
ãáñëÇ Ñ³Ù³Ï³ñ·£ ²Ûëï»Õ ã»Ýք Ý»ñÏ³Û³óñ»É »ûÃ Ó³ÛÝ»ñÇ, »ûÃ 
Éáõë³ïáõÝ»ñÇ áõ ß³µ³Ãáõ³Û ûñ»ñÇ, ÇÝãå¿ë Ý³»õ ³ÛÉ ÙÇ³õáñÝ»ñÇ 
½áõ·³Ñ»éÝ»ñÁ£ ²é³Ýó ³Û¹ ¿É ³Ûë áã ³ÙµáÕç³Ï³Ý Ñ³Ù³Ï³ñ·áõÙ Ï³Ý 
Ñ³Ï³ëáõÃÇõÝÝ»ñ, ÇÝãå¿ë, ûñÇÝ³Ï, Ó³ÛÝ»ñÇ, Ñ³Û»ñ¿ÝÇ ÑÝãÇõÝÝ»ñÇ 
(ï³é»ñÇ), ï³ñ»ñքÝ»ñÇ, քÝ³ñÇ É³ñ»ñÇ Ñ³ñóáõÙ£ ØÇ ï»Õ ³Ûµáõµ¿ÝÁ 
µ³Å³ÝõáõÙ ¿ ²-Çó ÙÇÝã»õ øª Ñ»ñÃ³Ï³ÝáõÃÛ³Ùµ ãáñë ëÇõÝ³ÏÝ»ñÇ 
(Çõñ³ք³ÝãÇõñáõÙª ÇÝÁ ï³é)ª Ñ³Ù³å³ï³ëխ³Ý ãáñë ï³ñ»ñքÝ»ñÇ, »õ 
Áëï ³Û¹Ù áñáß Ã³õ ÏáãáõáÕ ÑÝãÇõÝÝ»ñ Û³ÛïÝõáõÙ »Ý Ý³»õ Հáõñ »õ ú¹ 
ï³ñ»ñքÝ»ñáõÙª Ñ³Ù³å³ï³ëխ³Ý»Éáí քÝ³ñÇ ëáëÏ Ï³Ù ëáõñ É³ñ»ñÇÝ, 
ÇëÏ Ù¿Ï ³ÛÉ ï»Õ (ûñÇÝ³Ïª ք»ñ³Ï³ÝÝ»ñÇ Ùûï) µ³ó³ïñõáõÙ ¿, áñ Ã³õ 
ÑÝãÇõÝÝ»ñÇó »ÉÝ»Éáí ¹¿åÇ ëáõñ ÑÝãÇõÝÝ»ñÁª åÇïÇ ëï³Ý³Ýք Ñ³Ù³-
å³ï³ëխ³ÝáõÃÇõÝª ¹ñ³Ýó »õ քÝ³ñÇ µáõÃ, Ã³õ, ëáëÏ, ëáõñ É³ñ»ñÇ áõ 
Ñ³Ù³å³ï³ëխ³Ý ï³ñ»ñքÝ»ñÇ ÙÇç»õ£ ²ÛëÇÝքÝª Ã³õ Â ÑÝãÇõÝÁ ãÇ Ï³ñáÕ 
Ñ³Ù³å³ï³ëխ³Ý»É ëáõñ É³ñÇÝ, ³ÛÝ å¿ïք ¿ Ñ³Ù³å³ï³ëխ³ÝÇ Ï³°Ù 
Ã³õ, Ï³°Ù µáõÃ É³ñÇÝ »õ ³ÛÉÝ£ Ü³խ³å¿ë ³ë»Ýք, áñ ÑÝ³·áÛÝ Ñ³Ù³Ï³ñ·áõÙ 
³Û¹å¿ë ãÇ »Õ»É Ý³»õ Ï»Ý¹³Ý³Ï»ñå»ñÇ Ñ³Ù³å³ï³ëխ³ÝáõÃÇõÝÝ»ñÁ 
Ó³ÛÝ»ñÇÝ »õ ï³ñ»ñքÝ»ñÇÝ, ÇÝãå¿ë Ý»ñÏ³Û³óáõ³Í ¿ ³Ûë ³ÕÇõë³ÏáõÙ£
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* ²Ûë µ³Ý»ñÇ ÁÝ¹Ñ³Ýáõñ քÝÝáõÃÇõÝÁ »õ í»ñ³Ï³Ý·Ýáõ³Í Ñ³Ù³Ï³ñ·Á ï»ë ². Ø.Þ³ÑÝ³½³ñ»³Ý, ¾ ²ñ³ñ, 
§îÇ·ñ³Ý Ø»Í¦ Ññ³ï., ºñ»õ³Ý, 2011Ã. (745 ¿ç):
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 Ò³ÛÝ»Õ³Ý³ÏÝ»ñÇ ÷áխÛ³ñ³µ»ñáõÃ»³Ý í»ñ³Ï³Ý·Ýáõ³Í ³ÝÑ³Ï³-
ë³Ï³Ý Ñ³Ù³Ï³ñ·Ç å³ñ½ ûñÇÝ³ÏÁ ë³ ¿.
             ¸Ï
I - ÏÇñ³ÏÇ  - ²ñ»õ   - b - ¸Ó  - Ðáõñ - ëáõñ  
VII - ß³µ³Ã   - ºñ»õ³Ï   - a - ¶Ï
VI - áõñµ³Ã   - ²ñáõë»³Ï  - g - ¶Ó  - ú¹  - ëáëÏ
V - ÑÇÝ·ß³µÃÇ  - ÈáõëÝÃ³·  - f - ´Ï
IV - ãáñ»ùß³µÃÇ  - ö³ÛÉ³Íáõ  - e  - ´Ó  - æáõñ - Ã³õ
III - »ñ»ùß³µÃÇ  - Ðñ³ï   - d  - ²Ï
II - »ñÏáõß³µÃÇ  - ÈáõëÇÝ   - c  - ²Ó  - ÐáÕ - µáõÃ

 Հ»ï³քñքÇñ ¿, áñ Øáíë¿ë êÇõÝ»óáõ §Ú³Õ³·ë Ï³ñ·³ó¦ ·ñáõ³ÍքáõÙ 
²Ï-Ç Ù³ëÇÝ ³ëõáõÙ ¿, Ã¿ §½áÕáք³Ï³Ý Ù³ÕÃ³Ýë áõÝÇ, »õ ½»ñÏñ³Ó·³Ï³Ý 
³Õ³õÃëÝ¦£
 ÎÇñ³ÏÇÝ Ñ³Ù³ñ»É »Ý ³é³çÇÝ ûñ, ք³Ý½Ç ß³µ³ÃÁ ëÏëáõ»É ¿ ÏÇñ³-
ÏÇÇó£ ²ñ»õÇ »õ ÈáõëÝÇ ÙÇç»õ ·ïÝáõáÕ ÑÇÝ· ÙáÉáñ³ÏÝ»ñÇ ¹³ë³õáñáõÃÇõÝÁ 
³Ûëï»Õ ãÇ ÷áխáõÙ ·Éխ³õáñ խÝ¹ñÇ ¿áõÃÇõÝÁ, ÇëÏ Ýñ³Ýó ¹³ë³õáñáõÃÇõÝÁ, 
Û³ïÏ³å¿ë Ñ³Ù³ëï»ÕáõÃÇõÝÝ»ñÇ Ï»Ý¹³Ý³Ï»ñå»ñÇ ³éÝãáõÃ»³Ùµ, 
քÝÝ³ñÏ»É »Ýք Ù»ñ §¾ ²ñ³ñ¦ ·ñքáõÙ6£ ²Ñ³ª ³Ûë ëÏ½µáõÝùáí ¹³ë³õáñáõÃÇõÝÁ 
ÉáõÍáõÙ ¿ ÙÝ³ó»³É ËÝ¹ÇñÝ»ñÁ, ³Ûëï»ÕÇó ëÏëõáõÙ ¿ §ÏÍÇÏÁ ք³Ý¹áõ»É¦, 
ï»Õ-ï»Õª ÝáÛÝÇëÏ ÇÝքÝÁëïÇÝք»³Ý, »õ Ù³ïáõó»É ³Ý³ÏÝÏ³É Û³ÛïÝ³-
·áñÍáõÃÇõÝÝ»ñ£
 ²ÛëåÇëáí Ó³ÛÝ»Õ³Ý³ÏÝ»ñÇ ³ÙµáÕç³Ï³Ý խÝ¹ÇñÝ»ñÁ ÃáÕÝ»Éáí, 
ß³ñáõÝ³Ï»Ýք Ý»ñÏ³Û³óÝ»É å³ñ½ խ³½»ñÇ í»ñÍ³ÝáõÃ»³Ý Ñ³Ù³Ï³ñ·Áª 
Û³ïÏ³å¿ë »ñÏñáñ¹ (´Ò) Ó³ÛÝ»Õ³Ý³ÏÇ ûñÇÝ³Ïáí£
 Ê³½Á áõÝÇ Çñ Ù¿Ïª ÑÇÙÝ³Ï³Ý Ó³ÛÝ³ëïÇ×³ÝÁ ¹ÇÙáÕ Ó³ÛÝÇ 
Ñ³Ù»Ù³ï£ ²Û¹ Ó³ÛÝÇëï³×³ÝÁ (¹ÇÙáÕ Ó³ÛÝÇ Ñ³Ù»Ù³ï) ÇÙ³Ý³Éáõó 
Û»ïáÛ (§»õ ³å³¦) å¿ïք ¿ ³Û¹ Ó³ÛÝ³ëïÇ×³ÝÁ ÝÏ³ïÇ áõÝ»Ý³Éáí, 
Ï³ï³ñ»É ïáõ»³É խ³½Ç Û³ïáõÏ ß³ñÅáõÙÁ (»ÉÝ»É Ï³Ù ÇçÝ»É)£ ²Û¹ï»Õ 
ÎáÙÇï³ëÁ ÝÏ³ïÇ áõÝÇª »ÉÝ»É Ï³Ù ÇçÝ»É áã Ã¿ ³Û¹ ³ëïÇ×³ÝÇó ëÏë³Í, ³ÛÉ 
»ÉÝ»É Ï³Ù ÇçÝ»É ¹¿åÇ ³Û¹ ³ëïÇ×³ÝÁ£ ²Û¹å¿ë ¿ Ã¿° ïñ³Ù³µ³Ýûñ¿Ý, Ã¿° 
ÎáÙÇï³ëÇ ûñÇÝ³ÏÝ»ñáõÙ (f g a b ք³éáõÝ³ÏáõÙ ËáõÝ×Ç Ó³ÛÝÝ ¿ ք³éáõÝ³ÏÇ 
Í³ÛñÇÝ ë³ÑÙ³Ý³ÏÇó a-Ý, »õ ¹¿åÇ ³ÛÝª a-Ý Ï³ï³ñáõÙ ¿ ËáõÝ×Ç ÇçÝáÕ 
ß³ñÅáõÙÁ. b – a. Ï³Ù í»ñÝ³Ë³ÕÇ Ó³ÛÝÝ ¿ b-Ý, »õ ¹¿åÇ ³ÛÝ µ³ñÓñ³ÝáõÙ ¿ 
խ³ÕÁ.    g  b  a  b   »õ ³ÛÉÝ)£

6. î»ë ².Ø. Þ³ÑÝ³½³ñ»³Ý, ¾ ²ñ³ñ, §îÇ·ñ³Ý Ø»Í¦ Ññ³ï. ºñ¨³Ý, 2011:
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 ÎáÙÇï³ëÇ µ»ñ³Í խ³½»ñÇ »É»õ¿çÝ»ñÁ »õ ÑÇÙÝ³Ï³Ý Ó³ÛÝ»ñÁ å³ñ-
½áõÃ»³Ý Ñ³Ù³ñ ï³Ýք Çñ³ñ ï³Ï (ÑÇÙÝ³Ï³Ý Ó³ÛÝ»ñÁ å³ÛÙ³Ý³Ï³Ýûñ¿Ý 
Ýß³Ý³Ï»É »Ýք ³ÙµáÕç Ýáï³Ûáí)£

 ØÇ³ÛÝ å³ñ½³·áÛÝ խ³½»ñáí (áñáÝóáí ÝáÛÝÇëÏ ß³ñ³Ï³ÝÝ»ñ Ï³Ý 
խ³½³õáñáõ³Í) Ý»ñÏ³Û³ÝáõÙ ¿ ´Ó-Ç Ó³ÛÝ³ß³ñÇ µÝáñáß ÑÇÙքÁ (¹³ óáÛó ¿ 
ïáõ»É ÎáÙÇï³ëÁ).

 ê³Ï³ÛÝ ³Ûë ³Ù¿Ýáí ÑÝ³ñ³õáñ ã¿ Ï³ñ¹³É ß³ñ³Ï³ÝÇ »Õ³Ý³ÏÁ, 
Ñ³ñÏ³õáñ ¿ ÇÙ³Ý³É »ñÏñáñ¹ Ï³ñ»õáñ³·áÛÝ Ñ³Ý·³Ù³ÝքÁ, áñÝ ¿É 
ÎáÙÇï³ëÇ Ñ³Ý×³ñ»Õ ·ÇõïÝ ¿£
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¸²  ø²èàôÜ²ÎÆ  úð¾ÜøÜ  ¿
 
 ºÃ¿ å³Ñå³Ýáõ³Í ÉÇÝ¿ñ ÙÇ³ÛÝ խ³½»ñÇ µ³Ý³Éáõ í»ñ³µ»ñ»³É 
·ñáõÃÇõÝÁ (áñ µ»ñ»óÇÝք ·ñքÇ ëÏ½µáõÙ), ³å³ ¹³ ¿É µ³õ³Ï³Ý ¿ñ 
Ñ³ëÏ³Ý³Éáõ Ñ³Ù³ñ ³Û¹ ûñ¿ÝքÁ£ ê³Ï³ÛÝ ÎáÙÇï³ëÝ ³Û¹ Ù³ëÇÝ ·ñ»É ¿ 
³é³ÝÓÇÝ. §Ê³½»ñÇ Ýß³Ý³ÏáõÃÇõÝÁ ã³÷áõÙÁ ք³éáõÝ³ÏÝ»ñáí, »õ Ýáó³ 
Ó³ÛÝ³ëïÇ×³ÝÁ å³ÑáõÙ ¿ ÏÇë³Ó³ÛÝÇ ¹ñáõÃÇõÝÁ¦£
 ö³ëïûñ¿Ý, ûñ¿ÝքÇ ßÝáñÑÇõ ÙÇçÝ³¹³ñ»³Ý »ñ·ãÇ ·áñÍÝ ³õ»ÉÇ Ñ»ßï ¿ 
»Õ»É, áñáíÑ»ï»õ Áëï ¿áõÃ»³Ý խ³½»ñÁ í»ñ³µ»ñáõÙ »Ý Ù¿Ï ք³é»³ÏÇ 
ë³ÑÙ³ÝÇ ãáñë Ó³ÛÝÇÝ »õ É³ÛÝ Ó³ÛÝ³ß³ñáõÙ Çñ»Ýó »É»õ¿çÝ»ñÝ »Ý ³éÝáõÙ 
ք³é»³ÏÝ»ñÇ ßÕÃ³ÛÙ³Ý ûñ¿ÝքÇ ßÝáñÑÇõ (ß»ÕÙ³Ý ք³éáõÝ³ÏÁ Ý»ñ³é»³É)£ 
²ÛëÇÝքÝª »ñ·ÇãÁ å¿ïք ¿ ÁÝÃ³óքÇó ÇÙ³Ý³Û, Ã¿ áñ ք³éáõÝ³ÏáõÙ ¿ ·ïÝõáõÙ 
ïáõ»³É å³ÑÇÝ »õ »ñ·Ç ³Û¹ խ³½Ç ³Ý÷á÷áխ Ó³ÛÝ³ëïÇ×³ÝÇ »É»õ¿çÁ£ 
²ÛëÇÝքÝª ÝáÛÝ խ³½Ý Çñ »É»õ¿çÝ áõÝÇ ք³é»³Ï í»ñ Ï³Ù ք³é»³Ï í³ñ ï»ÕáõÙ 
»õë£ ²Û¹ ÷³ëïÁ ÎáÙÇï³ëÁ Ýß»É ¿ Ý³»õ µ³Ý³Éáõ í»ñ³µ»ñ»³É Çñ 
·ñáõÃÇõÝáõÙª ³é³ÝÓÇÝ խ³½»ñÇ í»ñ³µ»ñ»³É, ³Ûëå¿ë.

 ÆëÏ í»ñÍ³ÝáõÃÇõÝÝ»ñáõÙ (»ñ·Ç Ï³Ù ³é³ÝÓÇÝ խ³½»ñÇ, áñ ³ñ¹¿Ý 
óáÛó »Ýք ïáõ»É ·ñքÇ ¿ç»ñáõÙ) ÝáÛÝ ûñ¿ÝքÁ ÎáÙÇï³ëÁ ïáõ»É ¿ ÙÇõë խ³½»ñÇ 
ûñÇÝ³Ïáí »õë.

 ä³ñ½³å¿ë Ï³Ý խ³½»ñ, áñáÝք ³õ»ÉÇ µÝáñáß »Ý ³Ûë Ï³Ù ³ÛÝ 
ք³éáõÝ³ÏÇÝ ïáõ»³É Ó³ÛÝ»Õ³Ý³ÏáõÙ£
 ø³éáõÝ³ÏÇ ûñ¿ÝքÇ »õ Ó³ÛÝ»ñÇ Û³ñ³µ»ñáõÃ»³Ý ³ÙµáÕç³Ï³Ý 
Ñ³Ù³Ï³ñ·Á ´Ó-Ç Ñ³Ù³ñ Ý»ñÏ³Û³óÝáõÙ »Ýք Ù¿Ïï»Õ£ Ê³½»ñÇ 
Ýß³Ý³ÏáõÃÇõÝÁ »ñ»õáõÙ ¿ Ù¿Ï ք³éáõÝ³ÏÇ ( f  g  a  b ) Ñ³Ù»Ù³ï, ÇÝãå¿ë 
Ý³»õª í»ñÇÝ »õ ß»ÕÙ³Ý ք³éáõÝ³ÏÝ»ñÇ Ñ³Ù»Ù³ï (áñáÝó µÝáñáß խ³½»ñÁ 
»õë Ýß³Ý³Ï»É »Ýք)£
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úñÇÝ³Ïª ÷áõßÁ II ք³éáõÝ³ÏáõÙ ÏÁ ÉÇÝÇ d° - c°, ³ÛëÇÝքÝª Ýßáõ³ÍÇó ք³é»³Ï í»ñ£

 ²ÕÇõë³ÏÇó »ñ»õáõÙ ¿ Ý³»õ, Ã¿ á°ñ խ³½Á ´Ó-áõÙ á°ñ ք³éáõÝ³ÏÇÝ ¿ 
µÝáñáß.  ßñç³Ý³ÏÝ»ñÇ Ù¿ç ³éÝáõ³Í Ñ³Ù³ñÝ»ñÁ í»ñ³µ»ñáõÙ »Ý II 
ք³éáõÝ³ÏÇÝ, ք³é³ÏáõëÇÝ»ñÁª III ß»ÕÙ³Ý ք³éáõÝ³ÏÇÝ, ãÝßáõ³Íª ÙÇ³ÛÝ 
Ï¿ïáí Ñ³Ù³ñÝ»ñÁ í»ñ³µ»ñáõÙ »Ý ³é³çÇÝ ք³éáõÝ³ÏÇÝ, ÇëÏ ÃáõñÁ ³Û¹ 
ք³éáõÝ³ÏÇó ¹áõñë í»ñÇÝ Ó³ÛÝÝ ¿ ( f  g  a  b -Ç Ñ³Ù»Ù³ïª c°, ÇëÏ c°  d°  e°  f ° 
-Ç Ñ³Ù»Ù³ïª g° )£ ò³ÍáõÙ »ñ»õáõÙ »Ý խ³½»ñÇ µÝáñáß »É»õ¿çÝ»ñÁ£ I µáõÃÁ 
Ï³Ù Ñ³Ý·ãáÕ Ó³ÛÝÁ Û³ïáõÏ ¿ II ք³éáõÝ³ÏÇÝ (II ք³éáõÝ³ÏÇ ó³ÍÇ Ó³ÛÝÝ ¿), 
II µáõÃÁ Ï³Ù Ñ³Ý·ãáÕ Ó³ÛÝÁ Û³ïáõÏ ¿ I ք³éáõÝ³ÏÇÝ£ ÎáÙÇï³ëÁ Û³ïáõÏ 
Ýß»É ¿ Ý³»õ, áñ µáõÃÁ Ï³ñáÕ ¿ ÉÇÝ»É Ý³»õ c°-Ý, »Ã¿ ß»ÕÙ³Ý ք³éáõÝ³ÏÇ Ù¿ç ¿ 
( c°  d°  e° f °), ³ÛëÇÝքÝª  c° - Ý ß»ÕÙ³Ý ք³éáõÝ³ÏÇ ó³ÍÇ Ó³ÛÝÝ ¿£ ö³ëïûñ¿Ý, 
ÎáÙÇï³ëÁ µáõÝ µ³Ý³ÉÇÇ Ù³ëÇÝ Çñ ·ñáõÃÇõÝáõÙ Ý»ñÏ³Û³óñ»É ¿ ´Ó-áõÙ 
խ³½»ñÇ µÝáñáß Ó³ÛÝ³ëïÇ×³ÝÝ»ñÁª ÝÏ³ïÇ áõÝ»Ý³Éáí ք³éáõÝ³ÏÇ 
ûñ¿ÝքÁ£
 ²Û¹ µÝáñáß Ï»ñåÁ å³ñ½ »ñ»õáõÙ ¿ ëïáñ»õ µ»ñáõ³Í Ó»õáí, áõñ »ñ»õáõÙ 
¿ Çõñ³ք³ÝãÇõñ խ³½Ç µÝáñáß ք³éáõÝ³ÏÁ, Ó³ÛÝÁ ïáõ»³É ք³éáõÝ³ÏáõÙ, 
Ó³ÛÝ³ëïÇ×³ÝÁ »õ ³ÛÉÝ£ ²Ûëï»Õ ï³ÉÇë »Ýք խ³½»ñÇ ÑÇÙÝ³Ï³Ý Ó³ÛÝ»ñÇ
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 ØÇçÝ³¹³ñáõÙ Ñá·»õáñ³Ï³ÝÁ Ý³խ»õ³é³ç ëáíáñáõÙ ¿ñ ê. ¶ÇñքÁ 
³ë»ñ·áí Ï³ñ¹³É (³éá·³ÝáõÃ»³Ý Ýß³ÝÝ»ñÇ ÙÇçáóáí) »õ ³å³ª խ³½»ñáí 
»ñ·»É£ ²ñ¹¿Ý ÇëÏ ³éá·³ÝáõÃ»³Ý Ýß³ÝÝ»ñÝ Çñ»Ýó ï³ñ³ï»ë³ÏÝ»ñáí 
·áñÍ³ÍõáõÙ »Ý ß³ñ³Ï³ÝÝ»ñÇ խ³½³õáñÙ³Ý Ù¿ç, áñå¿ë »ñ·áÕ³Ï³Ý 
խ³½»ñ£ ²éá·³ÝáõÃ»³Ý áÉáñ³Ï ë»éÇ ß»ßïÁ, µáõÃÁ, å³ñáÛÏÁ ³ñ¹¿Ý ÇëÏ 
áõÝ»Ý Çñ»Ýó ï³ñ³ï»ë³ÏÝ»ñÁª ê. ¶ÇñքÁ, Ü³ñ»ÏÁ »Õ³Ý³Ï³õáñ 
Ï³ñ¹³Éáõ Ñ³Ù³ñ£ ²Ñ³ ³Û¹ ï³ñ³ï»ë³ÏÝ»ñÁ, áñ Ù»Ýք Ñ³Ý»É »Ýք 
½³Ý³½³Ý ·ñã³·Çñ Ù³ï»³ÝÝ»ñÇó£

 ²ÛëåÇëáí, ´Ó ք³éáõÝ³ÏÇ ßÕÃ³Ý, ß»Õ ք³éáõÝ³ÏÁ »õ ÃáõñÇ 
³Ù»Ý³í»ñçÇÝ ք³éáõÝ³ÏÁ ³Ûëå¿ë »Ý.        

Ñ³Ù»Ù³ï, ք³Ý½Ç »É»õ¿çÝ»ñÝ ³ñ¹¿Ý óáÛó »Ýք ïáõ»É (Ã¿ ¹¿åÇ Çñ ÑÇÙÝ³Ï³Ý 
Ó³ÛÝÁ ÇÝã »É»õ¿ç áõÝÇ ïáõ»³É խ³½Á), »õ ³ÛÝáõ³Ù»Ý³ÛÝÇõ ¹¿åÇ խ³½Ý 
áõÕÕáõ³Í ëÉ³քÁ óáÛó ¿ ï³ÉÇë ³Û¹ խ³½Ç »É»õ¿çÁ£
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²èà¶²ÜàôÂº²Ü Ð²Ø²ð ¶àðÌ²Ìàô²Ì ÜÞ²ÜÜºðÀ7

7. §²éá·³ÝáõÃÇõÝ¦ Ñ³ïáñÁ, ¿ç 536-537:
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 Þ³ñ³Ï³ÝÇ »õ Ù³ÝñáõëÙ³Ý խ³½»ñÝ ¿É áõÝ»Ý Çñ»Ýó ï³ñ³ï»ë³ÏÝ»ñÁ£ 
ÜáÛÝå¿ë, ûñÇÝ³Ï, ß»ßïÁ Çñ ï³ñ³ï»ë³ÏÝ»ñÝ áõÝÇ »ñ·»óáÕ³Ï³Ý 
խ³½»ñáõÙ, »õ խ³½»ñÇó ß»ßï»ñ »Ýª ëáõñÁ    , ÃáõñÁ    , µ»ÝÏáñ×Á      »õ ³ÛÉÝ£ 
ÂáõñÝ ¿É Çñ Ñ»ñÃÇÝ áõÝÇ Çñ ï³ñ³ï»ë³ÏÝ»ñÁ, »õ ¹ñ³Ýք óáÛó »Ý ï³ÉÇë 
ÝáÛÝ խ³½Ç ÝñµáõÃÇõÝÝ»ñÁ£ ²Ûë ³Ù¿ÝÁ í»ñ³µ»ñáõÙ ¿ ÙÇõë խ³½»ñÇÝ£ 
úñÇÝ³Ïª ÎáÙÇï³ëÁ Ó»é³·ñ»ñÇó ³ñï³·ñ»É ¿ ÝÙ³Ý ï³ñ³ï»ë³ÏÝ»ñ 
(Ï³Ý Ý³»õ խÙµ³õáñáõÙÝ»ñ »õ Ï¿ï»ñÇ ûñÇÝ³ÏÝ»ñ áõ ï³é¬խ³½»ñ)£

 Ê³½»ñÇ ï³ñ³ï»ë³ÏÝ»ñÇ, ÇÝãå¿ë Ý³»õ Ù³ÝñáõëÙ³Ý խ³½»ñÇ 
քÝÝáõÃÇõÝÁ ¹áõñë ¿ Ý»ñÏ³Û ·ñքÇ ë³ÑÙ³ÝÝ»ñÇó »õ ³é³ÝÓÇÝ ÙÇ Ñ³ïáñÇ 
ÝÇõÃ ¿£ ՀÝ³ñ³õáñ ã¿ Ù³ëÝ³ÏÇûñ¿Ý ³Ý¹ñ³¹³éÝ³É ¹ñ³Ýó, áñáíÑ»ï»õ ÙÇ 
Ñ³ñó ³Ù÷á÷ Ï»ñåáí քÝÝ»Éáõ »õ å³ñ½»Éáõ Ñ³Ù³ñ µ³½Ù³ÏáÕÙ³ÝÇ áõ 
ÁÝ¹·ñÏáõÝ ÝÇõÃ»ñÇ ³éÝãáõÃÇõÝ ¿ Í³õ³ÉõáõÙ£ úñÇÝ³Ïª ÎáÙÇï³ëÁ ïáõ»É ¿ 
Ó³Ïáñ× խ³½Ç Ï³éáÛóÁ` áñå¿ë å³ñáÛÏÇ ÙÇ ï»ë³Ï, Ã³ßïÇ »õ µáõÃÇ 

ÙÇ³óáõÃÇõÝ »õ í»ñÍ³Ý»É ¿ ³Ûëå¿ë (ÏáÕքÁ ·ñ»Éáíª §»ñ»õÇ¦).
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²Ñ³ ÙÇ³ÛÝ ë³ µ³õ³Ï³Ý Í³õ³ÉáõÝ ÝÇõÃÇ Ï³ñÇք áõÝÇ£ Â³ßïÇ Ñ³Ù³ñ 
ÎáÙÇï³ëÁ ·ñ»É ¿.                   

 ²ÛëÇÝքÝª Ã³ßïÇ ·Éխ³õáñ Ó³ÛÝÝ ¿ g (f g a b ք³é»³ÏáõÙ), »õ ëÏëáõÙ ¿      
f-áíª ó³ÍáõÙ£ Â³ßïÁ Ñ³Ý¹ÇåáõÙ ¿ ÑÇÙÝ³Ï³ÝáõÙ Ý³խ³¹³ëáõÃ»³Ý 
ëÏ½µáõÙ (ÇÝãå¿ë »õ ³Û¹ Ó»õáí ëÏëõáõÙ »Ý ß³ï »ñ·»ñ) »õ Ã³ßïÁ Ñ³õ³ë³ñ 
å³ñáÛÏÇ Ñ³Ï³é³ÏÝ ¿. å³ñáÛÏ      , Ã³ßï     £ ²ÛëÇÝքÝª Ó³ÛÝÁ µáõÃ, ³å³ª 
í»ñ (ïáõ»³É ¹¿åքáõÙ ³Ù»Ý³ó³ÍÇ µáõÃÝ ¿)£ ´³óÇ ³Û¹, ÙÇçÝ³¹³ñ»³Ý 
խ³½-óáõó³ÏÝ»ñáõÙ Ó³Ïáñ×Ý áõÝÇ ³ÛÉ ³Ýáõ³ÝáõÙÝ»ñ »õë, Ý³»õª ³Ýáõ³ÝáõÙ, 
áñáí ³Ýáõ³Ýáõ³Í ¿ ¿Ïáñ×Á       Ï¿ï³õáñ£ ²Û¹ ³Ù¿ÝÁ »Ã¿ Ç ÙÇ µ»ñ»Ýք, ÏÁ 
ëï³Ý³Ýք Ñ»ï»õ»³ÉÁ.
       Ó³Ïáñ×, Ó³ÛÕáñ×³Û, Ñ³ñÏáñ×³Û,
 
        խ³ÍÉ¿,           խ³Íµ»Ï,           խ³Íµ»Ï (Ï³Ù Ñ³ñ),           խ³ÍÉ¿  (Ï³Ù 
Ñ³ñÏáñ×³Û),              խáÕáÕ »õ ³ÛÉÝ£
 Ð³ñ »õ Ñ³ñÏáñ×³Û ³Ýáõ³ÝáõÙÝ»ñÁ ëïÇåáõÙ »Ý Ý³Û»Éáõ ÷áõßÇ ÙÇõë 
³Ýáõ³ÝÙ³Ý ÷³ëïÁª Ñ³ñáõÏ    , ÇÝãå¿ë Ý³»õª ½³ñÏÇ    խÝ¹ÇñÁ (ք³Ý½Ç 
÷áõßÁ »ñµ»ÙÝ ³Ýáõ³ÝõáõÙ ¿ ½³ñÏ, ÇÝãå¿ë ³ñ¹¿Ý Ýß»É »Ýք Ã¿° Ó»õÇ, Ã¿° 
Ó³ÛÝ»ñÇ ÝÙ³ÝáõÃ»³Ý å³ï×³éáí)£ ºõ ³Ûëå¿ë ´Ï-áõÙ Ñ³ñáõÏÇ (÷áõßÇ) 
Ó³ÛÝ»ñÁ ÝáÛÝÝ »Ý, ÇÝã áñ ÏáÙÇï³ë»³Ý í»ñÍ³ÝáõÃ»³Ùµ Ó³Ïáñ×Ç ëÏÇ½µÝ 
¿£
 ØÇÝã ³ÛÅÙ Ï³ñÍÇք ¿ »Õ»É, áñ Ó»é³·Çñ խ³½-óáõó³ÏÝ»ñáõÙ »ñµ»ÙÝ 
Ýß³ÝÝ»ñÁ ß÷áÃáõ»É »Ý, ë³Ï³ÛÝ քÝÝáõÃÇõÝÁ óáÛó ¿ ï³ÉÇë, áñ §ß÷áÃáõ»É¦ 
»Ý Ý³»õ ÝÙ³Ý »É»õ¿çáí խ³½»ñÁ, »õ ³Û¹ ß÷áÃáõÃÇõÝÇó Ï³ñ»ÉÇ ¿ µ³ó³Û³ÛïáõÙ 
³Ý»É£ úñÇÝ³Ïª ËáõÝ×  ¿ ³Ýáõ³Ýáõ³Í Ï¿ï³õáñ å³ñáÛÏÁ     (áñÝ Ç Ñ³ñÏ¿ 
ËáõÝ× ã¿), ë³Ï³ÛÝ »ñÏáõëÇ »É»õ¿çÝ ¿É ÑÇÙÝ³Ï³ÝáõÙ µ³ÕÏ³ó³Í ¿ »ñÏáõ 
Ó³ÛÝÇó, »õ Ó³ÛÝÁ í»ñÇó ÇçÝáõÙ ¿ í³ñ£
 Î³Ù ½³ñÏÁ ÏáãõáõÙ ¿ Ý³»õ §³é áõ ¹Çñ¦, »õ ³ÛÉ խ³½-óáõó³ÏáõÙ µ»ñõáõÙ 
¿ ÝÙ³Ý Ï»ñå.

½÷áõßÝ, ½¹ÇñÝ »õ ³éÝ, áñ óáÛó ¿ ï³ÉÇë ¹Çñ (µáõÃÇ ï»ë³Ï) »õ ³éÝ (ß»ßï), 
áñÇó »õ µ³ÕÏ³ó³Í ¿ ÷áõßÁ, ÇëÏ ³é áõ ¹Çñ ³Ýáõ³ÝáõÙÁ ÛáõßáõÙ ¿, áñ ëÏ½µÇó 
³é (ß»ßï), Û»ïáÛ ¹Çñ (µáõÃ = í»ñÇó í³ñ)£ ÆëÏ ½³ñÏÝ ¿É, áñ áõÝÇ »ñÏáõ     
¹Çñ  , åÇïÇ ÉÇÝÇ ¹Çñ   + ³é áõ ¹Çñ, ³Û¹å¿ë ¿ Ý³»õ ÎáÙÇï³ëÇ 



48

í»ñÍ³ÝáõÃ»³Ùµ. ÷áõßÁª d°   c°, ½³ñÏÁª c°  d°  c° £
 ÆëÏ ¹³éÝ³Éáí ¿Ïáñ×ÇÝ (áñ քÝÝáõÙ »Ýք Ó³Ïáñ×Ç ³éÃÇõ), Ýß»Ýք, áñ 
³Ûëï»Õ »õë  ³Ýáõ³ÝáõÙÝ»ñÇ ÙÇ ³ÛÉ ×ÇõÕ ¿ ëÏëõáõÙ.
¿Ïáñ×        , Ñ³Ý·áÛó           (÷³ÃáõÃÇ ï»ë³Ï), խáõÝ×       ,   áñ ÝÙ³Ý ¿ 

¿Ïáñ×ÇÝ, »õ §ß÷áÃ»É¦ »Ý ¿Ïáñ×Ç Ñ»ï (§¿Ïáñ×³¦), ÇÝãå¿ë Ý³»õª 

§քÙ³½³ñ¹¦ - µ»ñáõ³Í ÍáõÝÏÇ  Ñ»ï, »õ ³Ûë ³Ù¿ÝÇÝ ·áõÙ³ñ³Í, áñ 
ÑÇÙÝ³Ï³ÝáõÙ քÙ³½³ñ¹ ¿ ÏáãõáõÙ խáëñáí³ÛÇÝ խ³½Á         »õ ³ÛÉÝ£
 ²Ñ³ ÙÇ³ÛÝ Ó³Ïáñ×Ç խÝ¹ÇñÁ Ï³åáõ³Í ¿ µ³½áõÙ Ñ³ñó»ñÇ Ñ»ï, »õ 
³Û¹ »õ ³ÛÉ խ³½»ñÇ քÝÝáõÃÇõÝÁ (ÇÝãå¿ë ³ë³óÇÝք) ³é³ÝÓÇÝ Ñ³ïáñÇ 

Í³õ³É ¿£ Æ ¹¿å, ÙÇ խ³½-óáõó³ÏáõÙ ÙÇÙ»³Ýó Û³çáñ¹áõÙ »Ý §ß»ßï, ½³ñÏ, 

¹Çñ¦, áñÁ í»ñÇó í³ñ ´Ó-Ç å³ñ½³·áÛÝ Ó³ÛÝ»É»õ¿çÝ ¿ Ý»ñÏ³Û³óÝáõÙ.

 ¸³éÝ³Ýք ÎáÙÇï³ëÇ µáõÝ ·ÇõïÇÝ£
 Ø»Õ»¹áõ ÝáÛÝ ¹³ñÓáõ³ÍքÇ í»ñ Ï³Ù í³ñ »ñ»õáÛÃÁ ³éÏ³Û ¿ Ý³»õ 
ÅáÕáíñ¹³Ï³Ý »ñ·»óáÕáõÃ»³Ý Ù¿ç£ Հ³ñë³Ý»Ï³Ý ÑÝ³·áÛÝ »ñ·»ñÇó »Ý 
§Ø»ñ Ã³·õáñÇÝ ÇÝã åÇïÇ¦, §¶³ó¿ք µ»ñ¿ք Ã³·õáñ³Ù»ñ¦ »ñ·»ñÁ, áñáÝó 
Ùß³ÏáõÙÝ»ñáõÙ ÎáÙÇï³ëÁ ÝáÛÝ Ù»Õ»¹ÇÝ ÏñÏÝ»É ¿ ք³é»³Ï í»ñ Ï³Ù í³ñ£ 
§¶³ó¿ք µ»ñ¿ք¦-áõÙ áã ÙÇ³ÛÝ Ù»Õ»¹ÇÝ ¿ ³ÙµáÕçáõÃ»³Ùµ ÏñÏÝõáõÙ ք³é»³Ï 
í³ñ ëÏ½µáõÝքáí, ³ÛÉ»õ ³é³ÝÓÇÝ ¹³ñÓáõ³ÍքÁ ÏñÏÝõáõÙ ¿ ք³é»³Ï í»ñ£
 ²ÛëåÇëáí, խ³½³õáñ ÝáÛÝ ß³ñ³Ï³ÝÝ Çñ Ù¿ç å³ñáõÝ³ÏáõÙ ¿ 
ï³ñµ»ñ³ÏÝ»ñ, ë³Ï³ÛÝª áñáß³ÏÇ ï³ñµ»ñ³ÏÝ»ñ£ î³ñµ»ñ³ÏÇ ÙÇ 
ï»ë³ÏÁ Ï³ñáÕ ¿ ÏÇñ³éáõ»É ք³é»³Ï í»ñ Ï³Ù í³ñ ¹³ñÓáõ³ÍքÇ Ï³Ù 
³é³ÝÓÇÝ »É»õ¿çÇ ³éáõÙáí£ ²Û¹ ëÏ½µáõÝքÁ Û³ïáõÏ ¿ ÁÝ¹Ñ³Ýñ³å¿ë Ù»ñ 
Ùß³ÏáÛÃÇÝ. Ù»ñ խ³ãք³ñ»ñÇ Ï³Ù ³ÛÉ ½³ñ¹³ñáõ»ëïÇ Ý³խß»ñÁ, 
ÁÝ¹Ñ³ÝñáõÃ»³Ý Ù¿ç ÙÇ³ÝÙ³ÝáõÃ»³Ý ïå³õáñáõÃÇõÝ ÃáÕÝ»Éáí Ñ³Ý¹»ñÓ, 
·ñ»Ã¿ ÝáÛÝáõÃ»³Ùµ ã»Ý ÏñÏÝõáõÙ£ ºõ խ³½»ñÇ Ýß³Ý³ÏáõÃ»³Ý ³Û¹ ëÏ½µáõÝքÁ 
ÑÝ³ñ³õáñáõÃÇõÝ ¿ ï³ÉÇë »É»õ¿çÁ ãÏñÏÝ»É ³ÛÝ ¹¿åքáõÙ, »ñµ ïáõ»³É 
ß³ñ³Ï³ÝÇ »ñÏáõ ïáõÝÝ áõÝÇ ÙÇ³ÝÙ³Ý խ³½³õáñáõÙ£ úñÇÝ³Ïª §ä³ñÍ³Ýք 
»Ï»Õ»óõáÛ¦ ß³ñ³Ï³ÝÇ í»ñÍ³ÝáõÃÇõÝáõÙ Çõñ³ք³ÝãÇõñ ï³Ý ÝáÛÝ ÏñÏÝ³ÏáõÙ 
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Ãáõñ խ³½Ç »É»õ¿çÁ  ïáõ»É »Ýք ï³ñµ»ñ ք³éáõÝ³ÏÝ»ñáõÙ£ ºõ ÏáÙÇï³ë»³Ý 
í»ñÍ³ÝáõÃÇõÝÝ»ñáõÙ ք³éáõÝ³ÏÇ Ñ³Ù³Ó³ÛÝ ï³ñµ»ñ³ÏÝ»ñÁ ÝÙ³Ý 
¹¿åք»ñáõÙ áã Ã¿ Ýß³Ý³ÏáõÙ »Ýª §³ñ¹»û±ք ³Ûë ¿ ×ÇßïÁ, Ã¿ ³ÛÝ¦, ³ÛÉ 
Ýß³Ý³ÏáõÙ »Ý ï³ñµ»ñ³Ï, ³ÛëÇÝքÝª Ï³°Ù ë³, Ï³°Ù ³ÛÝ. »ñÏáõëÝ ¿É 
ÏÇñ³é»ÉÇ »Ý£
 ÎáÙÇï³ëÁ Â³ß×»³ÝÇ ß³ñ³ÏÝáóÇó, µ³Ý³õáñ å³Ñå³Ýáõ³Í 
ß³ñ³Ï³ÝÝ»ñÇó ÁÝïñáõÙ ¿ñ É³õ³·áÛÝÝ»ñÁ, ¹ñ³Ýք Ù³քñáõÙ, ½ïáõÙ 
³õ»Éáñ¹, Í³Ýñ³µ»éÝáõ³Í ½³ñ¹³Ó³ÛÝ»ñÇó »õ ÷ÝïñáõÙ ¹³ñÓáõ³ÍքÝ»ñ, 
»É»õ¿çÝ»ñ, áñáÝք ³é³õ»É ³Ýխ³Ã³ñ »Ý ÙÝ³ó»É »õ å³Ñå³Ý»É »Ý խ³½³õáñ 
Ñ³Ù³å³ï³ëխ³Ý »ñ·»ñÇ »É»õ¿çÝ»ñÁ£ Ê³½³õáñ »ñ·»ñÇ í»ñÍ³ÝáõÃ»³Ý 
íñ³Û ³ßխ³ï»ÉÇë ÎáÙÇï³ëÁ ¹ñ³Ýք ³Ýå³ÛÙ³Ý Ñ³Ù»Ù³ïáõÙ ¿ñ 
å³Ñå³Ýáõ³Í ÝáÛÝ »ñ·»ñÇ Ñ»ï£ ²Û¹ å³ï×³éáí ¿É ÎáÙÇï³ëÇ Ñ³Ù³ñ 
»ñ· í»ñÍ³Ý»ÉÁ Ýß³Ý³ÏáõÙ ¿ñ Ý³»õ ëïáõ·»É å³Ñå³Ýáõ³Í ÝáÛÝ »ñ·Á, Ý³ 
³Û¹å¿ë ¿É ·ñáõÙ ¿ ²ñß³Ï âûå³Ý»³ÝÇÝ. §²ÛÅÙ ÏÁ ½µ³Õáõ»Ù Ñ³Û ÑÇÝ 
խ³½»ñáõ áõëáõÙÝ³ëÇñáõÃ»³Ùµ »õ Ûáõëáí »Ù ßáõïáí Ï³ñáÕ åÇïÇ ÉÇÝ»Ù 
·³ÕïÝÇքÁ µ³Ý³É »õ ó Ä¶ [XIII] ¹³ñ »Õ³Ý³ÏÝ»ñÝ ëïáõ·»É¦:
 ²ñ¹¿Ý µ³ó³ïñ»É »Ýք, áñ խ³½³õáñ Ó»é³·Çñ ß³ñ³ÏÝáóÝ»ñÝ áõÝ»Ý 
խ³½³·ñáõÃ»³Ý áñáß ï³ñµ»ñáõÃÇõÝÝ»ñ£ ºõ խ³½³·ñáõ³Í ß³ñ³Ï³ÝÇ 
É³õ³·áÛÝ ï³ñµ»ñ³ÏÁ ëï³Ý³Éáõ Ñ³Ù³ñ å¿ïք ¿ ï³ñµ»ñ Ó»é³·Çñ 
ß³ñ³ÏÝáóÝ»ñÇ ûñÇÝ³ÏÝ»ñ Ñ³Ù»Ù³ï»É ÙÇÙ»³Ýó Ñ»ïª ÙÇ ûñÇÝ³ÏáõÙ 
խ³½Ç å³Ï³ëÁ Éñ³óÝ»Éáí ÙÇõëáí »õ Ï³ï³ñ»Éáí ³ÛÉ»õ³ÛÉ Éñ³óáõÙÝ»ñ áõ 
×ß·ñïáõÙÝ»ñ£ ºõ Ññ³ï³å խÝ¹Çñ ¿ խ³½³õáñ ß³ñ³ÏÝáóÝ»ñÇ ³é³õ»É 
ÁÝ¹·ñÏáõÝ Ñ³Ù»Ù³ï³Ï³Ý ÅáÕáí³ÍáõÇ Ï³½ÙáõÙÝ áõ Ññ³ï³ñ³ÏáõÙÁ£ 
Þ³ñ³Ï³ÝÇ ÝáÛÝ µ³é»ñÇ í»ñ»õáõÙ Çñ³ñ ï³Ï ÏÁ ¹ñáõ»Ý ï³ñµ»ñ 
ß³ñ³ÏÝáóÝ»ñÇ ï³ñµ»ñ խ³½³õáñáõÙÝ»ñÁ (Çõñ³ք³ÝãÇõñÁ Ù¿Ï ïáÕÇ íñ³Û)£ 
¸³ ÑÝ³ñ³õáñáõÃÇõÝ Ïï³Û Ï³½Ù»Éáõ Ù¿Ï ³é³õ»É ³ÙµáÕç³Ï³Ý ï³ñµ»ñ³Ï£
 ²é³ÛÅÙ í»ñÍ³ÝáõÃ»³Ý ûñÇÝ³ÏÝ»ñ ÏÁ ï³Ýք Ù¿Ï ÁÝïÇñ խ³½³õáñ 
Ó»é³·Çñ ß³ñ³ÏÝáóÇ »õ Ù¿Ï ïå³·Çñ խ³½³õáñ ß³ñ³ÏÝáóÇ 
Ñ³Ù»Ù³ïáõÃ»³Ùµ, ք³ÝÇ áñ ïáõ»³É ïå³·Çñ ûñÇÝ³ÏÁ Ï³½Ùáõ³Í ¿ 
Ó»é³·ñ»ñÇ Ñ³Ù»Ù³ïáõÃ»³Ùµ£ Üßáõ³Í Ó»é³·Çñ ûñÇÝ³ÏÁ Ø³ï»Ý³-
¹³ñ³ÝÇ ÃÇõ 1590 խ³½³õáñ ß³ñ³ÏÝáóÝ ¿, ÁÝ¹ûñÇÝ³Ïáõ³Í ¿ Ù³ÝñáõëÙ³Ý 
Ýß³Ý³õáñ Ï»ÝïñáÝÝ»ñÇó Ù¿ÏáõÙª ÎÇÉÇÏÇ³ÛÇ êÇë ք³Õ³քáõÙ 1308 Ã.£ 
Îï³Ýք ûñÇÝ³ÏÝ»ñ Ý³»õ ÙÇ³ÛÝ ïå³·Çñ խ³½³õáñ ß³ñ³ÏÝáóÇó8£

8. Ò³ÛÝք³Õ ß³ñ³Ï³Ý, Ç Îáëï³Ý¹Ý³åáÉÇë, ÚáñÃ³·ÇõÕ, Ç ïå³ñ³ÝÇ äûÕáëÇ ²ñ³å»³Ý ²åáõã»խóõáÛ, 
1852:
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 Æ ¹¿å, ÎáÙÇï³ëÇ ´Ó ß³ñ³Ï³ÝÇ í»ñÍ³ÝáõÃ»³Ý Ñ³ïáõ³ÍÝ»ñÇ 
խ³½³õáñáõÙÁ ÙÇ³Ý·³Ù³ÛÝ ÝáÛÝÝ ¿, ÇÝã ÝáÛÝÇ ïå³·Çñ ûñÇÝ³ÏáõÙ ¿ (µ³óÇ 
ÏñÏÝ³ÏÇ í»ñçÇÝ »ñÏ³ñÇ Ýß³ÝÇó)£                     
 Ú³çáñ¹ »ñÏáõ ûñÇÝ³ÏÝ»ñÇ í»ñ»õáõÙ Ýß³Ý³Ïáõ³Í խ³½»ñÁ Ýßáõ³Í 
Ó»é³·Çñ ß³ñ³ÏÝáóÇó »Ý, ÇëÏ ó³ÍáõÙ (µ³é»ñÇ íñ³Û Ýß³Ý³Ïáõ³ÍÝ»ñÁ) 
Ýßáõ³Í ïå³·Çñ ß³ñ³ÏÝáóÇó »Ý£ î³ñµ»ñáõÃÇõÝÝ»ñÁ քÇã »Ý, µ³Ûó Ï³Ý, »õ 
÷³Ï³·ÍÇ Ù¿ç ³éÝáõ³Í խ³½Ç ÷áխ³ñ¿Ý í»ñÍ³Ýáõ³Í ¿ ÙÇõë ï³ñµ»ñ³ÏÁ£
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 ø³éáõÝ³ÏÇ ûñ¿ÝքÇ Ñ³Ù³Ó³ÛÝ, »ññáñ¹ ï³Ý Ù¿ç §Ç ï³×³ñÇ¦ µ³éÇ 
í»ñçÇÝ í³ÝÏÇ »É»õ¿çÁ ïáõ»É »Ýք ք³é»³Ï í»ñ£ ºñÏñáñ¹ »õ »ññáñ¹ ïÝ»ñáõÙ 
ÏñÏÝ³ÏÁ ãÇ Ýáï³·ñáõ³Í, áñáíÑ»ï»õ ÝáÛÝÝ ¿, ÇÝã ³é³çÇÝ ï³Ý Ù¿ç£
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§àñ Ã³·³õáñ¹ »ë Ã³·³õáñ³ó¦ ß³ñ³Ï³ÝÇ Ù»ñ Ï³ï³ñ³Í í»ñÍ³ÝáõÃÇõÝÁ 
Ñ³Ù»Ù³ï³µ³ñ µ³ñ¹ ¿£ ²Ûëï»Õ Ý»ñ³éáõ³Í ¿ Ý³»õ խáëñáí³ÛÇÝÁ£ Ø»ñ 
·ÇñքÁ Ï³ñ¹³Éáõó Û»ïáÛ Ñ³Û »Ï»Õ»ó³Ï³Ý »ñ³ÅßïáõÃ»³Ý Ù³ëÝ³·¿ïÇ 
Ñ³Ù³ñ ³ñ¹¿Ý å³ñ½ å¿ïք ¿ ÉÇÝÇ ³Ûë ß³ñ³Ï³ÝÇ í»ñÍ³ÝáõÃÇõÝÁ, ë³Ï³ÛÝ 
ÁÝ¹Ñ³Ýñ³å¿ë »ñ³ÅÇßïÝ»ñÇ Ñ³Ù³ñ ÏñÏÇÝ ÏÁ ï³Ýք áñáß 
µ³ó³ïñáõÃÇõÝÝ»ñ£
 ²é³çÇÝ ïáÕáõÙ »ñ»ք Çñ³ñ Û³çáñ¹áÕ »ñÏ³ñÝ»ñÁ Ýß³Ý³ÏáõÙ »Ý 
³ëïÇ×³Ý³Ï³Ý µ³ñÓñ³óáõÙ (d°, – es°, – f °) ¹¿åÇ ÃáõñÁ (áñÇ ·Éխ³õáñ Ó³ÛÝÝ 
¿ g°)£ ´Ó-Ç Ï³½ÙáõÃ»³Ý ûñ¿ÝքÝ»ñÇ Ù¿ç ãÏ³Û d° – es° – f° – g° Ï³Ù d° – es° – f° – d° 
ß³ñÅáõÙ (áã áñå¿ë ½³ñ¹, ³ÛÉ ³Ù»Ý³քÇãÁ Çõñ³ք³ÝãÇõñ Ó³ÛÝÇÝ Û³ïÏ³óáõ³Í 
Ù¿Ï ³Ù³Ý³Ï, µ³խáõÙ), »õ ´Ó-Ç µÝáñáß ¹³ñÓáõ³ÍքÝ»ñáõÙ es° – f ° – d°-Ý 
Ï³ï³ñõáõÙ ¿ e°-Ç ÙÇçáóáí (ÇÝãå¿ë ûñÇÝ³ÏáõÙ ¿), ³ÛëÇÝքÝª ÑÇÙÝ³Ï³Ý 
Ó³ÛÝ»ñÇ »Õ³Ý³Ï³õáñáõÙÁ Ï³ï³ñõáõÙ ¿ ïáõ»³É Ó³ÛÝ»Õ³Ý³ÏÇ µÝáñáß 
Ó»õ»ñáí£ ä³ñ½áõÃ»³Ý Ñ³Ù³ñ ï³ÉÇë »Ýք Ýáï³Ý»ñáí£
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 ²ÛëÇÝքÝª »Ã¿ »ñÏáõ ք³éáñ¹ Ó³ÛÝÁ §ß³ñÅáõÇ¦, ³å³ ß³ñÅáõ»Éáõ ¿ 
³Û¹å¿ë. Ý³խáñ¹ Ó³ÛÝÁ å³ÑõáõÙ ¿ »õ µáõÝ Ó³ÛÝÁ áñå¿ë Û³å³ÕÇÏ ¿ ÑÝãáõÙ 
(ÎáÙÇï³ëÁ í»ñÉáõÍ»É ¿ ³Û¹ ³ÝóáõÙÝ»ñÁ): ÆëÏ »Ã¿ ÉÇÝ¿ñ áõÕÕ³ÏÇ  es° – f°° – g° 
³ÝóáõÙ (³é³Ýó d° - g° -Ç), ³å³ ÏÁ ÉÇÝ¿ñ es° – f ° – e° – g° Ó»õáí ³ÝóáõÙÁ£ ºÃ¿ 
ïáõ»³É ûñÇÝ³ÏáõÙ Ù»Õ»¹ÇáõÙ ÉÇÝ¿ñ f° –  e’ -Ý, ³å³ Ýß³Ý³Ïáõ³Í ÏÁ ÉÇÝ¿ñ 
áã Ã¿ »ñÏ³ñáí, ³ÛÉ խáõÝ×áí, áñáíÑ»ï»õ f° - e° -Ý խáõÝ×Ç »É»õ¿çÝ ¿£ º°õ Ù»Õ»¹áõ 
ÁÝÃ³óքÇ, »°õ ÃéÇãքÝ»ñÇ ûñ¿ÝքÇ Ñ³Ù³Ó³ÛÝ, ïáõ»³É ¹¿åքáõÙ ÃáõñÇÝ 
Û³çáñ¹áÕ ½³ñÏÁ Çñ µáõÝ Ó³ÛÝÇó ( c°) ք³é»³Ï í»ñ ½³ñÏÝ ¿, ք³ÝÇ áñ խ³½Á 
Çñ Ó³ÛÝÇó ք³é»³Ï í»ñ Ï³Ù í³ñ ÝáÛÝ »É»õ¿çÇ Ýß³Ý³ÏáõÃÇõÝÁ áõÝÇ 
(ÎáÙÇï³ëÇ ·ÇõïÇ Ñ³Ù³Ó³ÛÝ)£ Ú³çáñ¹áÕ ÷áõß»ñÁ á×Ç Ñ³Ù³Ó³ÛÝ ÏñÏÇÝ 
ք³é»³Ï í»ñ Ó»õáí »Ý, »õ ³Û¹å¿ë ³õ»ÉÇ ·»Õ»óÇÏ ¿, ք³Ý ք³é»³Ï ó³ÍÁ 
ïáõ»³É ¹¿åքáõÙ£ §øá¦ í³ÝÏÇ íñ³Û ³é³ÝÓÇÝ »ñÏ³ñÇ »É»õ¿çÇ es°-Á »õ 
Û³çáñ¹áÕ í³ÝÏÇ Á (ó³Í) Ó³ÛÝ³õáñÁ, ³å³ µáõÃÁ Ù»Õ»¹áõ ÁÝÃ³óքÁ 
í»ñ³¹³ñÓÝáõÙ »Ý b - c° - d° - es° ք³éáõÝ³Ï, ³Û¹ å³ï×³éáí ¿É ÷áõßÝ ³ñ¹¿Ý 
·áñÍ³ÍõáõÙ ¿ ³Û¹ ք³éáõÝ³ÏáõÙ£ ÜáÛÝå¿ë Á ó³Í Ó³ÛÝ³õáñÇ ¹¿åքáõÙ ÃáõñÇ 
»É»õ¿çÁ ëÏëõáõÙ ¿ Ù¿Ï ³ëïÇ×³Ý ó³ÍÇó (§ÁÝ¹¦)£ ØÝ³ó»³ÉÁ å³ñ½ ¿ (å¿ïք 
¿ áõß³¹Çñ Ñ³Ù»Ù³ï»É ք³é»³Ï í»ñ Ï³Ù í³ñ Ýß³Ý³ÏáõÃÇõÝÝ»ñÁ, áñáÝք 
ÏÇñ³éõáõÙ »Ý ³ÛÝå¿ë, áñ ãխ³խï»Ý Ù»Õ»¹áõ µÝ³Ï³ÝáÝ ÁÝÃ³óքÁ)£ ÆÝã 
í»ñ³µ»ñáõÙ ¿ í»ñÁ Ýßáõ³Í g° – f° – d° å»Ýï³ïáÝÇÏ³ÛÇÝ µÝáñáß ÁÝÃ³óքÇÝ,  
³å³ ¹³ ãå¿ïք ¿ ³Ýëáíáñ Ãáõ³Û µáõÝ, ÑÝ³·áÛÝ Ñ³Û »ñ³ÅßïáõÃ»³Ý 
Ñ³Ù³ñ£ ¸ñ³Ýք ³éÏ³Û »Ý Ý³»õ Ù»ñ ¿åûëÇ »ñ·»ñáõÙ£
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 ÜÙ³Ý »É»õ¿çÝ»ñ ÎáÙÇï³ëÁ ÏÇñ³é»É ¿ å³ï³ñ³·Ç խÝÏ³ñÏáõÃ»³Ý 
ß³ñ³Ï³ÝáõÙ (§Ú³Ûë Û³ñÏ¦) Ù»Õ»¹áõÝ áõÕ»ÏóáÕ í»ñÇÝ Ó³ÛÝáõÙ£ ²Ñ³ í»ñÇÝ 
Ó³ÛÝÇ (Tenor) ÁÝÃ³óքÁ£

 ºõ ÎáÙÇï³ëÁ 1914 Ã. ÙÇ Ý³Ù³ÏáõÙ ·ñáõÙ ¿ §ÚáÛë áõÝÇÙ ¼³ïÏ³Ï³Ý 
ïûÝ»ñÇÝ Ñ³ëóÝ»É Ù»ñ ÑÝ³·áÛÝ »Õ³Ý³ÏÝ»ñáí Ý»ñßÝãáõ³Í êáõñµ 
ä³ï³ñ³·Ç ³ñ³ñáÕáõÃÇõÝÝ»ñÁ, ½áñë åÇïÇ áõëáõó³Ý»Ù Ýáñ խÙµÇë¦:
Ê³½»ñÇó í»ñÍ³Ýáõ³Í ß³ñ³Ï³ÝÝ»ñÁ Ñ³Ù»Ù³ï»Éáí µ³Ý³õáñ 
³õ³Ý¹áõÃÇõÝÇó ·ñ³éáõ³Í ÝáÛÝ ß³ñ³Ï³ÝÝ»ñÇ Ñ»ï (Ò³ÛÝ³·ñ»³É 
ß³ñ³Ï³Ý), ï»ëÝáõÙ »Ýք µ³õ³Ï³Ý ï³ñµ»ñáõÃÇõÝ »õ ³é³çÇÝÝ»ñÇ 
·»ñ³½³ÝóáõÃÇõÝÁ ·»Õ³ñáõ»ëï³Ï³Ý ³ñÅ¿քÇ ³éáõÙáí£

²ðÂàôð  Þ²ՀÜ²¼²ðº²Ü
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 “...The old khazes (neumes), though defunct, 

are no doubt more eloquent than 

the lifeless modern notation we presently use” 

Komitas.

 The Armenian church can now formally incorporate decoded sharakans 
into its liturgy. 
 In a letter to Yacob Arshakouni dated March 19, 1909, Komitas wrote:  
“...my work of sixteen years has produced its fruit: I have found the essential 
key to decode our neumes, and have begun reading scripts containing simple 
neumes. Now, I would please ask that we maintain, for the time being, our 
customary musical practice. It will be more appropriate to issue a general de-
cree to the Armenian churches when the soul-stirring music of our illustrious 
ancestors is ultimately deciphered. May our simple and sublime national sa-
cred music then ring out under the stalwart arches of our temples, built with 
the mighty blood of our noble forebears."
 The accompanying disc presents performances of medieval sharakans 
resulting from the neumological studies of Komitas and Arthur Shahnazarian.
 12 sharakans are offered here. For comparative purposes, the sharakans 
as deciphered from the neumes come first, followed by the same orally pre-
served sharakans (transcribed in the 19th century).
 The sharakans are as follows:

1. Paravon Handerdz Karoqn (B-k) – Stepanos Siunetsi A. (5th c.)
2. Hastatetsav Sirt Im I Ter (B-dz) – Stepanos Siunetsi A. (5th c.)
3. Partzanq Yekeghetsvoy (B-dz) – Movses Khorenatsi (5th c.)
4. Anokhakal Yev Baregut (B-dz) – Petros Getadardz (11th c.)
5. Vor I Hore Arakeal  (D-k) – Hovhannes Yerznkatsi (13th c.)
6. Vor Ararichd Es Araratzots (D-k) 
7. Vor Tagavord Es Tagavorats (B-dz)
8. Havurts Verchin Jamanaki (B-dz) – Hovhannes Yerznkatsi Pluz (13th c.)
9. Ov Yerjanik Ter Grigor (B-k) – Movses Khorenatsi (5th c.)
10. Vor Patviran Cheshmartutyan (B-k) – Nerses Shnorhali (12th c.)
11. Hayr Anskizbn (B-k) – Barsegh Jon (7th c.)
12. Christos Astvats, Vor Aravel (D-k) 
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A BRIEF HISTORICAL OVERVIEW
 
 In the year 301 AD, Christianity was proclaimed the national religion of 
Armenia. 
 Armenian pagan art gradually infiltrated the new Armenian Christian 
practice. Early Christian churches were erected on the foundations of ruined 
pagan temples, and many pagan priests converted to Christianity and contin-
ued to serve as stewards of the church.
 Grigor Lusavorich (Gregory the Illuminator), who had received his educa-
tion in Greece, brought with him foreign priests from Caesaria, who became 
the first ministers of the Armenian Church. Under their charge, education in 
schools was conducted in Greek and Assyrian, as were the rituals and cere-
monies of the church. The people, unable to understand the songs in foreign 
languages, memorized prayers translated into Armenian, and sang them in 
native, age-old, Armenian melodies. For an entire century, the Armenian 
Church sang Christian music based on Greek and Assyrian models.
 In the fifth century Mesrop Mashtots invented the Armenian alphabet. His 
efforts, alongside those of Catholicos Sahak Partev, produced translations of 
the Holy Bible and certain church rituals in Armenian. In regards to music, 
Mashtots and Parthev placed traditional Armenian melodies at the core of 
church chants, and standardized the modal system of the music of the church. 
Mashtots personally traveled through Armenia’s provinces establishing 
schools and teaching the new alphabet and the songs. In time the Eucharist, 
the Psalter, and the Breviary took shape, and they were translated and sung 
in Armenian.
 Mashtots sent a number of his students to study in Greece. Upon their 
return, they translated important books on grammar and philosophy into Ar-
menian. Around the same time they chronicled the history of the Armenian 
people.
 In church practice the gospels were read in a distinctive recitation derived 
from the accents and intonation of Classical Armenian ("Grabar"). Historians 
record that the translation of psalms and nativity songs into Armenian brought 
them into great popularity and they were sung everywhere enthusiastically. 
Mashtots and Parthev composed original songs. To date we have 129 shara-
kans by Mashtots and 60 by Sahak Partev preserved alongside their melo-
dies.
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 Komitas writes: 
 “The invention of the alphabet and the translation of the Bible in the fifth 
century led to the composition of sacred songs. Gradually, the ceremony and 
liturgy of the church developed. There arose a number of singers who com-
posed sharakans (hymns), chars (homilies) and nerboghs (odes) designed to 
interpret the meaning of ecclesiastical, dominical, and saints’ feasts for the 
people.
 “...The singing of psalms was replaced by the singing of sharakans.
 “Sharakan singing was supplemented with the singing of taghs (special 
chants), gandzes (ascriptions), avetises (annunciation chants) and other 
types of sacred songs to accommodate the requirements of the increasingly 
elaborate liturgy. The latter were also odes, but sung only by the people. Over 
time, these songs became widespread – so much so, that every ecclesiastical 
feast had its own tagh. Special collections were compiled under the names of 
Tagharan, Gandzaran, and Ergaran.
 “We must assume the origin of these to be around the 5th century, as 
many taghs, meghedies, annunciation avetises, coming down to us by tradi-
tion, are attributed to Movses Khorenatsi (Moses of Khoren). This may be 
explained in either of two ways. Even if Khorenatsi did not actually create 
these works (for in the course of centuries the literary style has been corrupt-
ed), the fact of their attribution to him might indicate that they originated during 
his lifetime in the 5th century. Otherwise we must adhere to the generally held 
belief that every new addition, after the invention of the alphabet and the 
translation of the Bible, was generated by the Holy Fathers of the 5th century.”
 From the 5th to 10th centuries, seminaries were established in Armenia 
where music and other subjects were taught, many of these seminaries be-
came famous and eminent musician-philosophers there produced hundreds 
of songs, developed a comprehensive system of music theory and aesthetics, 
and compiled a number of liturgical books. Starting in the ninth century, 
neumes were used to transcribe melodies and music. This does not, however, 
preclude the possibility that neumes were in use prior to that time.
 Neumatic notation became progressively richer and more elaborate. In-
creasingly, liturgical books were notated with neumes, and neumes were 
adopted for the transcription of both traditional and newly composed songs. 
Beginning with the 12th century, the practice of writing with neumes witnessed 
a new rise, which then declined in the 15th century due to its complexity and 
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inaccessibility as a “secret” knowledge. The political situation also contributed 
to its decline: over time, repeated invasions by nomadic tribes destroyed Ar-
menia, and brought about unfavorable conditions for day-to-day education 
and worship. By the 17th and 18th centuries, neumes were no longer deci-
pherable. Many traditional cultural connections had already been destroyed, 
and restoring those traditions had become an impossibility.
 Ecclesiastial songs were transmitted orally. This practice, aided by the 
idiosyncratic singing styles of various clergymen, resulted in the distortion of 
many songs. By the 19th century, there were at least six distinctive styles of 
Armenian ecclesiastical singing, performed according to regional convention: 
a. Ejmiatzin, b. Nor Jugha, c. Jerusalem  d. Constantinople  e. Venice  and f. 
Vienna. A new notational system was devised in order to preserve the ves-
tiges of the ecclesiastical singing tradition. Musicians used the system to doc-
ument traditional Armenian music, thereby preventing the loss and further 
decline of the Sharakan (Book of Hymns), the Zhamagirk (Book of Hours), the 
Divine Liturgy, and a few odd songs like taghs and meghedis.
 By the end of the 19th century, elements from the traditional and the adul-
terated hymns had thoroughly blended together. The Assyrian, Greek, and 
Byzantine styles of previous eras and the Persian, Arabic and Turkish styles 
of modern times had fused with Armenian songs. Only a prophet could have 
identified and restored the genuine melodies of Armenian music from the ruin 
of the centuries. Komitas was just such a person. He selected and transcribed 
a few thousand folk (as well as sacred) songs from Armenian villages. Having 
familiarized himself first with the music of other nations, Komitas retrieved 
Armenian music out of the rust of centuries and foreign influences. An Eastern 
musician and scholar, he had also mastered Western music conventions. He 
studied, in depth, the music of many cultures including: Assyrian, Byzantine, 
Greek, Old Indian, Jewish, Latin, Persian, Arabic, and Kurdish. Through nu-
merous lecture-recitals he introduced Armenian folk and church music to the 
world, and an able neumologist, he conducted scientific research of great im-
portance in that domain. He was also an outstanding singer, composer, con-
ductor and teacher. Armenians revered him greatly and considered him among 
their greatest luminaries, esteemed as highly as Mesrop Mashtots.
 Komitas researched hundreds of manuscripts over the course of twenty 
years, and ultimately discovered the key to deciphering Armenian neumes, 
which enabled his initial readings of simple melodies. He believed that his re-
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search would shed new light on the music of other cultures as well, including 
Greek, because Armenian manuscripts, with their exacting records, had pre-
served critically important sources. Further, Komitas himself also researched 
manuscripts that are now lost or destroyed. In 1914, Komitas was invited to 
Paris again. This time he addressed an international commission presenting 
the world with his theory of neumes (khazes). In that same year, the impend-
ing Genocide of Armenians interrupted the apostle’s creative life; after that, he 
spent twenty fruitless years in a psychiatric hospital in Paris. During this period 
a portion of Komitas’s manuscripts were destroyed, and others were left scat-
tered in different countries. Along with Armenian churches, thousands of an-
cient manuscripts were burnt and destroyed.
 Today, within the Matenadaran – the manuscript depository in Armenia 
named after Mashtots – are preserved around 15,000 manuscripts and frag-
ments which contain invaluable information. There are hundreds of musical-
liturgical books in khaz notation, including more than 290 Pataragamatouyt-
ses (Book of Sacred Oblation), about 300 Zhamagirqs (Book of Hours), 350 
Sharakans (Hymnbooks, Troparion), tens of Tagharans (Songbooks) and 
Gandzarans (Ascriptions), books of Manrousoumn (“Adjuvant Arts”) and oth-
er materials containing centuries-old Armenian Church music. Other similar 
manuscripts are also housed in Jerusalem, Venice, Vienna, as well as in de-
positories and private libraries around the world. 
 

THE PRINCIPAL LITURGICAL BOOKS 
CONTAINING KHAZ NOTATION

 Komitas writes: “The neumes of the Armenian church can be divided into 
three categories – accentuation marks, punctuation marks and musical sym-
bols.”
 The Holy Scripture, the Book of Psalms, and Narek (Book of Lamenta-
tions) are notated with accentuation and punctuation marks. These have been 
used to record recitatives (aserg) and intoned readings. Musical symbols, too, 
appear on occasion in these books. Homilies, speeches and various other 
prose works are also read in recitation. The Gandzaran is written with accen-
tuation and punctuation marks, as well as other specific neumes.
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 The Sharaknots is written with neumes. It also includes accentuation and 
punctuation marks.
 The Book of Hours, the Divine Liturgy, and the Mashtots (Book of Rituals, 
containing songs sung for the sacraments, burial, baptism, marriage etc.) con-
tain songs written both with simple neumatic notation used for sharakans, as 
well as more elaborate, complex, and heavily ornamented neumes.
 Other heavily neumed books include the Tagharan, the Manrousoumn 
books, and the Khaz books (books with khaz notation).
 Here we offer three texts with neumatic notation to give an idea of the 
look of neumed documents:

 Ex. 1. With prosodic and punctuation symbols,
 Ex. 2. With simple neumes,
 Ex. 3. With complex and heavily ornamented neumes.

Example 1
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Example 2
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Example 2
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Example 3
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 Armenian scholars had long since known that towards the end of his 
creative/scholarly life, Komitas had discovered the key to the Armenian medi-
eval notation and had even begun to read simple sharakans, but during the 
years of the Armenian Genocide, alongside with his other manuscripts, Komi-
tas’s neumological research, his neume transcriptions, and the key to deci-
phering the neumes were all lost. 
 The scholarly literature bears no adequate description of the neumologi-
cal materials existing in Komitas’s manuscripts which are housed at the E. 
Charents Museum of Literature and Arts (Komitas archives)1.  The same was 
also true for his research on accentuation symbols, until I first put to print 
these unpublished materials.2

 During an examination of Komitas’s archives in 1984, I was very sur-
prised to find among his documents not only the “essential key” (his words) to 
decoding the neumes, but also decipherments of individual neumes and even 
transcriptions of neumed sharakans. I spoke on this topic in two separate ap-
pearances on TV broadcasts, where I also sang a deciphered sharakan. In 
Paris, in 1990, I gave an exposition on the subject at a conference devoted to 
Armenian music (October 1, 1990), I also published an article in the Geghar-
vest journal entitled “The key to neumes is found;” and gave other presenta-
tions not listed here. But to date, it has not been possible to publish my re-
search in its entirety.
 It is puzzling to consider that Komitas’s manuscripts, after traveling far 
and wide and finally landing in the Komitas archives, had waited 85 years for 
public recognition. It is even more puzzling the wide acceptance of the tale 
that Komitas’s find was then lost again.
 Evidence suggests that khaz use began in the 9th century. The 12th cen-
tury saw a surge in this practice, which then declined in the 15th century. By 
the 17th-18th centuries the neumes were deemed unreadable. But at the be-
ginning of the 20th century, in a surprising declaration, Komitas announced 
that he had found the key to reading the neumes. Here, a painful question is 

1. The distinguished late Robert Atayan, who realized the publication of Komitas’s musical legacy, did not re-
flect on Komitas’ neumological handwritings except for one or two quotes. Nor did he make much mention of 
Komitas’ unpublished theoretical writings, due to the fact that he had not, ultimately, finalized the publication of 
Komitas’s compositions and ethnographic works. Neither did Nikoghos Tahmizyan – who authored numerous 
books and articles devoted to Armenian medieval music – address the preserved Komitas manuscripts dealing 
with neumology.
2. Shahnazaryan, A.M.: “The Medieval art of khaz notation in the context of Armenian musical culture”, v. 1 
“Prosody, Aroganoutiun”, Yerevan, 1990, 820 pp.
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raised: why did Komitas not clearly demonstrate in his Paris lectures in 1914 
the aspects of his find? They would have been preserved for posterity. Or, 
moreover, why did he not communicate his work in this area to his students, 
thereby ensuring its safeguarding? Could it be that the most important discov-
ery in his twenty years of research on the “lost” key of khazes had been pre-
served nowhere in writing? It turns out, in fact, that it was preserved, and we 
happened upon the “lost” key in the archives containing his research.
 From 1984 onward, in continuing Komitas’s work, I prepared a five-vol-
ume study relating to khazes, divided into the following areas of discussion: 
Volume I: Prosody3  (Aroganoutiun), Volume II: Prosody4  (Taghachapoutiun), 
Volume III: Modes and melody types, Volume IV: Neumes and their meaning, 
Volume V: Decryption.
 Volume I was published in 1990 (Shahnazaryan A.M.: “The Medieval art 
of khaz notation in the context of Armenian musical culture”, v. 1, “Hayastan” 
publishing, Yerevan, 1990, 820 pp.).
 To give a general idea of the scope of this volume we provide below its 
table of contents. The book addresses prosody (aroganoutiun) and simple 
neumes, and is based on references from medieval manuscripts, early gram-
marians, and scholia from ancillary sources. The book assembles all extant 
materials on the subject, and includes examples of deciphered recitatives.

3. [Translator’s note: The word “prosody” (prosodia) stands for both aroganoutioun and taghachapoutioun. The 
former designation is used in linguistics, signifying the study of the elements of oral expression and deals with 
stress and intonation patterns of speech, it is the art of correct reading aloud. The latter is applied in literary 
context (next instance), which is the study of poetic meters and versification. In order to distinguish the two, we 
have always used the Armenian word next to them.]
4. [Translator’s note: Prosody as in the literary use.]
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PROSODY 
(AROGANOUTIUN)
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PROSODY (AROGANOUTIUN)5...................................................................38
General preface.............................................................................................40
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A. THE RECITATIVE IN FOLK USE...........................................................131
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3) Amanak [Chronos, tempus, duration]..................................................135
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 d) Interrogative accent......................................................................153
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10) Types and modes of thought and emotion...........................................220
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5. [Translator’s note: As defined earlier.]
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 In the volume entitled “Prosody – aroganoutiun,” we published a docu-
ment by Komitas which invalidates the widespread and inaccurate notion that 
his manuscripts on neumology had not been preserved. In that document we 
find mention of the date 1914 (Komitas had found the key to the neumes in 
1909). Here is the point in question:
 In his speech delivered in Paris in 1914, Komitas states: “From the 13th 
to the 15th centuries, pronunciation signs were supplemented by signs called 
’Teruni’ [Dominical], i.e. signs designated to express the Lord’s words.”
 This statement is in reference to the information given by the scribe 
Aristakes:6

 “...It is fitting to reproduce the orderly pattern of poetic symbols and the 
contours of their multiple sets, together with all its words, multipart verbs and 
phrases, inscribing them with clear dispatch, linking the one to the next in such 
a way that if one is not slow to apply oneself vigilantly to this discipline – which 
trains one to acquire knowledge of the divine scriptures – one can unerringly 
declaim with elegant decorum and appropriateness, and render clearly and 
flawlessly the union of the many essential layers. If one applies oneself to 
these means, one will recognize precisely and quite distinctly what form is 
necessary at a given location, conspicuous in its full plenitude, the capital let-
ters, the unemphatic and the emphatic, as well as the dominical emphatic:7  

the shesht, the hengn, the hartsuk, the qash, the ouyzh, the zark, the dir, the 

stor  , the kisastor , the nerqnabout  , the batsat, the miastiq, the yerkustiq, 

called stanza, the parouyk the yentamna   , the gradardz complete at the be-

ginning of lines and at the end, together with their particular and erudite sub-
links, not blurring the texts with ether that would confuse one for another.”
 Komitas concluded that “[t]he majority of these 13 symbols are identical 
to the 10 prosodic marks, albeit with different appellations, the rest are new. 
Parouyk and yentamna match in name and shape. Different in name but iden-

6. Translator’s note: Many thanks to Prof. Peter Cowe of UCLA, for his masterful and elegant translation of this 
knotty text from the original grabar Armenian.
7. Translator’s note: The names of the symbols that follow translate roughly as follows:
Shesht (acute accent)  Dir (lift)     Yerkustiq (two dots, couplet)
Hengn (derisio)  Stor (low comma)    Parouyk (flexus)
Hartsuk (interrogative) Kisastor (semi-stor, low comma)  Yentamna (subunio, hyphen)
Qash (elongation)  Nerqnabout (low gravis)   Gradardz (line break).
Ouyzh (force)   Batsat (distance, interval)
Zark (percutio)  Miastiq (one dot, one-liner)
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tical in shape are bout and dir, and, qash and stor (with its subordinate shapes). 
Shesht and zark are different both in shape and name. Sough, tav, sosk and 
apatarts are not on the list.”8

 1  2  3  4  5  6  7  8
 shesht         bout      parouyk     yerkar      sough        tav          sosk       apatarts
  zark           dir        parouyk       qash  \  \  \  \ 

  9   10
yentamna      storat
yentamna       stor

 Komitas also identified the hengn khaz as hegnakan [derisive, mocking]. 
 Aristakes considers the nerqnabout and the kisastor to be the same: 
“kisastor, which is nerqnabout.”
 And by batsat he means "separation." He names the qash in its plural 
form, zqashs, for there are several versions of it, both in shape and force.
 To simplify, the following is a list of the "Teruni" signs:
1) Hengn
2) Hartsuk
3) Qash (zQashs) 
4) Ouyzh
5) Zark
6) Dir
7) Stor
8) Kisastor (§equivalent to nerqnabout¦     )
    zBatsats (the separators)
9) Miastiq (one dot [punctus, equivalent to a semi-colon])
10) Erkoustiq (two dots [period]) 
11) Parouyk 
12) Yentamna
13) Gradardz

8. In the Komitas archives there exists the Armenian translation from French, where the translator has not 
translated “dir” and has left it as état, translating it as tzanr (heavy), instead of qash.
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 In Komitas’s manuscripts we came across a remarkable evidence relat-
ing to this subject. On one single page, Komitas had offered both prosodic 
(aroganoutiun) signs and teruni symbols together, along with punctuation 
marks and musical khazes (those which appear at the conclusion of recita-
tives). In this configuration the list also clarifies a few issues regarding the 
position of punctuation marks, the range of a song, the respective scale tones 
of shesht, havasar, bout, or the low (or heavy) bout, and parouyk (from the 
prosodic signs), and the yentabout.
 The document is particularly valuable because it was written in 1914, 
near the very end of the archimandrite’s creative life.
 At the bottom of the manuscript he records the following:
           1914
           1894
               20

indicating that he started his research in 1894 and worked on it until 1914, 
totaling a span of twenty years. Komitas had said: “For twenty years I have 
been researching the khaz system of the Armenian Church.”
 We present here the facsimile of that manuscript, followed by our render-
ing, aiming to make the handwriting legible.
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Komitas Archives #662
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Yerkar       Qashq
Harts      ________________________ 
Shesht       Shesht
Zark        Bout
Hartsouk       Parouyk
Bout       _________________________ 
Ouyzh            (Youyzh?)  Storaket   down  
Gradardz       Mijaket   middle
(Apatarts)      Verjaket   up,   down   & mid.     
- - - - - - -      __________________________
Qashq       At the end
Sough      ___________________________ 
Shesht                Shesht
            Parouyk           havasar
        Havasar
        Bout                  bout
Hengn      ___________________________
                                                                                      d°
                                                                                            c°    
                                                                                            h
Yentamna                                                                           a
Verjavoroutiun                                                                  g
Stor           (upper)                                                       f        Yentabout
Ket            
Verjaket                                                                           1914
            1894
                20
 
 Scale degrees are given in European nomenclature (with the convention-
ally accepted alphabet names): d° = re°, c° = do°, h = si, a = la, g = sol, f = fa.

 

Parouyk
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 At a later date, in 2001, I published Komitas’s neumological studies in a 
separate volume along with my inquiries, comments, analyses and research, 
offering a sampling of hymns decoded by me (A. M. Shahnazarian: Uncover-
ing Komitas’s Neume Decipherings, Yerevan, Hayastan Publishing, 2001). 
Six years later, most of the materials I made public were reprinted by others, 
who claimed they were publishing these materials for the first time, thereby 
misinforming their sponsor, the Galoust Gulbenkian Foundation, and the gen-
eral public (see Komitas Vardapet: Essays and Articles, Volume 2, Yerevan, 
Sargis Khachents–Printinfo, 2007).
 In 1909 Komitas disclosed to A. Chopanian that he had found the key to 
the neumes, and could read the simple melodies, and in an article he sent to 
the literary journal Azatamart, in 1910, he declared: “I can even read the sim-
ple figures,” and later: “I hope that in the near future it will become available 
to the public in separate volumes.” I have demonstrated in my book that Kom-
itas not only had not prepared “volumes” on this subject, he had not even 
prepared a brief description about its most essential topic, “Prosody (aro-
ganoutiun).” The reports of his contemporaries on this issue are consistent 
with the manuscripts he left behind. Komitas only asserted that he can read 
the simple neumes, and this fully corresponds to the decoded samples he had 
prepared with his own hand. Despite these facts, “musicologists” who have 
no inkling about neumology have declared that Komitas’s neumological man-
uscripts were not preserved. We can confirm that Komitas’s decipherments 
are in fact preserved, and musicologists can either agree or disagree with his 
readings.
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The Key to the Neumes

 Komitas makes the following observations:
 “I began my serious experiments in decoding the neumes with the ´Ó 
(B-dz, second) mode, for there, the primary tones remained uncorrupted in 
both the old and new singing styles.
 “1. I observed that the tenor [reciting tone] is the most important note in 
a mode, and neumes assume direction only according to their relation to the 
tenor in each mode.
 “2. Each scale degree keeps its position unaltered, and takes its charge 
from the tenor, making its distinctive moves in accordance with the tenor, the 
intonation inflects up if it is rising, and down if it is descending.
 “3. The bout ( ª ) is a cadential note in the ´Ó (B-dz, second) mode; it is 
sometimes c and sometimes a, calculating from the tenor – e).
For instance, in the ´Ó mode:
 The tenor is c or a
 The terminal note is a
 The shesht is g
 The benkorch is a gesture that moves from f-sharp to g
 The parouyk is d – c
 The volorak is d – e
 The poush is e – d
 The khounch is c – h or g – f-sharp
 The vernakhagh is a – c – b-flat – c
 The bout is c, a, or d (f-sharp) d,  if the tetrachord is d – e – f-sharp – g
 The tour is a – d or e – a
 and so on.”
The following shapes are used for the above khazes:
  Shesht
  Benkorch
  Parouyk
  Volorak 
  Poush
  Khounch
  Vernakhagh
  Bout 
  Tour
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 An effective rendering of khaz notation must consider the following:
 a. The scale of the piece’s mode (and, further, knowledge of the entire 
system of modes).
 b. The meaning of each khaz employed, its scalar function, its pitch, and 
other related characteristics.
 c. The rule which determines the affiliation of the khazes to one another, 
i.e. the principle that makes them read and sung in a prescribed manner.
 Khazes and khaz-notated songs are identified as having either simple, 
medium, or complex configuration. Therefore, to have the “key to the khazes” 
(a common expression)  does  not  yet  mean  that  one  can  take  any  khaz-
notated hymn and begin to sing it; it is still important to know the significance 
of each khaz together with a variety of other elements.
 In studying Komitas’s research, it seems likely that first he clarified the 
meaning of the signs for each of the simple khazes, and then determined their 
affiliation to one another. From there he began his experiments in deciphering 
simple psalms.
 In Komitas’s archives we found a khaz-notated sharakan that Komitas 
had decoded and rendered with staff notation (No. 631a). It is titled “Paravon 
Handerdz Karoqn” – hymn from the set of Avag Orhnoutiunner (Major Canti-
cles) – together with one other hymn authored by Stepanos Siunetsi I (5th 
century).

The hymn “Paravon Handerdz Karoqn”
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 Compared to the orally transmitted versions coming from the 19th cen-
tury, the hymn as decoded above, represents an older style, it is more myste-
rious, solemn and poised.
 A few sections in Komitas’s staff notation contain “variations,” which 
emerge from another fundamental condition to the effective application of the 
key to neumes. In one source, Komitas indicates that neumes are calibrated 
according to tetrachords.
 This simple fact can be observed in the deciphered hymn above. The 
inflection pattern of a given neume can function on the corresponding scale-
degrees of the upper or lower tetrachords. For instance:

 In the example above, the upper tetrachord has been opted than the 
lower.
 Before transcribing the song, Komitas charts the motion and tone of each 
khaz.

Staff 2 a forth lower (melody in the lower tetrachord)

A forth lower (staff 2)
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 We should next consider one other principle that follows the tetrachord 
standard. Like a human being, a melody also has its own skeletal framework, 
its “flesh and blood,” its “nerve system,” etc. The softer the part of the “body” 
the more particular should be the transcription of a melody. In transcription, 
the most exacting and meticulous standards of the European notational sys-
tem, or the additional nomenclature used for transcribing folk music, are still 
not enough to express the full richness and nuance of a living song. Indeed, 
the songs of Komitas cannot be performed in their genuine style with just 
notes. This is the reason that when we hear the song Hov Arek, for example, 
as sung by Komitas, and then by other singers, they may appear to be singing 
a different song, though they use the same notes.
 Songs in khaz-notation also lend themselves to improvisation. The fewer 
the khazes the greater the potential for melodic variations. In such instances 
the framework of the song, the song proper, remains the same, but some of its 
details, based on the melodic frame, could vary. Alternatively, it could also be 
that the medieval scribe transcribing the song knew the melody in some detail 
from memory, and only wrote its main progressions with simple neumes. For 
instance, the parouyk (flexus) – which is the combination of shesht (acutus), 
and bout (gravis) – indicating the rise and fall (or the downward inflection) of 
the voice, can be articulated differently, depending on the style of the song or 
the meaning of the words and their expressive character, while the melody 
remains essentially the same. Komitas demonstrates the following variations 
of the parouyk used in the above hymn:

2nd measure: a forth lower
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 Here the importance of Komitas’s principles for decoding khaz notations 
becomes apparent. One must therefore know the following:
 1. For decoding a song, the tenor [reciting tone] is the main key (the 
other scale degrees are determined by the tenor).
 2. The employment of the tetrachord principle is another key (the proper 
choice of tetrachord yields a more harmonious progression of the melody).
 3. Identification of the inflection pattern of each and every single khaz 
used.
 4. The option of possible embellishment (improvisation).
 Below is the sharakan (hymn) translated into standard notation by Komi-
tas, along with the embellishments he offers and, in two instances, an option 
to select an alternate tetrachord.
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 We notice that when two parouyks are used in a row, the figure that im-
mediately follows descends a step.
 The next examples come from various stanzas of the same hymn (again, 
from the set of Avag Orhnoutiunner – “Major Canticles”). The first example 
(staff 1) comes from Nikoghayos Tashjian’s transcription (transcribed in the 
19th century, from the oral tradition), followed by Komitas’s decipherments – 
staves 2, 3 & 4:

Komitas:

Tashjian:
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 Perhaps Komitas selected this hymn precisely because it is atypical of 
most hymns in the ´Ó mode, in that the opening stanza starts with the ben-
korch (see the first word: ÚáÛë – Houys). We have not seen other instances in 
khaz-notated hymnbooks where a hymn in the ´Ó mode starts with benkorch, 
aside from some openings of certain middle stanzas of hymns (and in those 
instances the benkorch is used with the khagh). Having already defined the 
benkorch neume, in all likelihood Komitas utilized the neume to test it against 
this selection. Here the benkorch, appearing at the beginning of the hymn and 
not being anticipated by any other neume which may affect it, can be con-
strued more clearly. 
 In the ´Ó mode, if the tenor (the main tone) is d1, then the cadential bout 
of the melody will be g or b-flat. Thus, if parouyk precedes the bout at the mid-
strophe cadence, then the voice on parouyk would descend to the bout g or 
b-flat. In the following example, Komitas writes down both versions using the 
note in parenthesis for the second option.

 Next, Komitas displays two versions of the yerkar, here used as a caden-
tial motif – the first is simple, the second more elaborate and more beautiful. 
Generally speaking, the cadential endings for both recitative and hymns fol-
lowed specific musical formulas. Cadential khazes were sometimes notated in 
great detail, and in other times were notated with only the yerkar sign, signify-
ing that the cadence could be sung either simply or in an ornate style.
 The decipherings shown here are consistent with Komitas’s “Key” to 

decoding the neumes, and also with the rules for khaz transcription. For pur-
poses of comparison, we have translated into Western notation the khaz sym-
bols to which Komitas referred, taking d1 as the tenor (the reciting tone) for the 
´Ó mode).

Intonation for the yerkar (simple and ornate)
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Mode: ´Ó (second mode)

 In the next figure we have combined the transcribed neumes with their 
khaz-notated syllables for further comparison (here, syllables which are not 
khaz-notated are sung in the tonic). 

tenor (reciting note) cadential notes (resting and ending notes)

shesht

vernakhagh

benkorch

(or c, if it is a tetrachord)

or

tour

bout

parouyk volorak poush khounch

tonic (main tone)

Benkorch

Poush

Tour

Shesht

Bout
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 Syllables without khazes are affected by the tone preceding them as well. 
For instance, the note on the word §Ù»ñ¦ ¥”mer,” second syllable) is higher 
than a normal note for shesht (the note f1). Since the previous figure ends on 
shesht (i.e. f1), the syllable with shesht that follows will necessarily rise.
 The same refers to khounch, which signifies a downward gesture when 
followed by tour, or to yerkar which is inflected upwards, and rises in reference 
to the preceding tone.

 In order to decipher a hymn one must, needless to say, secure a copy of 
that khaz-notated hymn. This is not as easy a task as one might initially as-
sume. It is important to examine the source document one intends to deci-
pher, and to check and compare it with other copies, for khaz-notations of the 
same hymn in diverse manuscripts will reveal various differences.
 The variation in khaz notation of the same hymn might be described as 
below:
 1. Identical: the various khazes on the syllables are identical, however, 
one may find a certain khaz above a syllable in one copy and not in another.
 2. Identical with some departure: the khaz notation is similar, yet a few 
signs may differ. For example, in one copy a given syllable may carry a 
sheshterkar, while in another it carries a tour or some other khaz.
 3. Around  half  of  the  successive  khazes  used  in  one  copy  will  
correspond, though the remaining khazes will not.
 4. The khazes used are different enough as to contradict one another. 

 Likely reasons for these inconsistencies include defective inscription, 
mistaking the identity of symbols that closely resemble one another, and, in-
deed, the changes in paleographic trends. One of the most urgent issues in 
Armenian neumology is the critical publication of khaz-notated hymnbooks.
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[Manuscript by Komitas: Draft of old khazes and the hymn Paravon handerdz karoqn translated into modern 
Armenian neumatic notation]
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[Definition of the khaz Arandznatrop in Komitas’s handwriting]
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Komitas’s handwriting: A transcript of a page from a medieval manuscript 
of a Greek song with Armenian khaz-notation

 According to Komitas, skills in the following studies and disciplines are 
essential in order to decode the old khazes:
 

 Of the disciplines above, we have published on the subjects dealing with 
“Prosody–Aroganoutioun” (accentuation and punctuation) based on:
 a) sources from the Komitas archives;
 b) sources from studies in print; 
 c) sources from materials in manuscripts at the Matenadaran9.  

1. Tarachapoutioun (Typometry);
2. Vankachapoutioun (Phonometry);
3. Aroganoutioun (Prosody, correct reading aloud);
4. Sheshtadroutioun (Accentuation);
5. Ketadroutioun (Punctuation);
6. Khazachapoutioun (Neumometry [paleography]);
7. Khazagitoutioun (Semiology);
8. Lezvabanoutioun (Linguistics [Etymology] – the authentic and ancient  
meaning of words);
9. Imastasiroutioun (Philosophy) – Geometry, Arithmetic, Astronomy, Music;
10. History of the origin, development, decline, and modern use of neumes
11. Comparative neumology.

 9. See the volume on “Pronunciation.”
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 We have published the comprehensive research in these areas through-
out the corresponding sections of the volume.
 As for the rest of the disciplines: prosody–taghachapoutiun (literary use), 
neumometry, astronomy and the rest – there too, we have assembled perti-
nent materials.
 Let us now describe the specific relevance of the above disciplines with 
the khazes.
 1. Tarachaputioun (typometry) and vankachapoutioun (phonometry) are 
parts of a science called metrology (which deals with the study of the syllable, 
foot, line, strophe, tagh (ode) and song). It has a direct bearing on the rhythms 
of a recitative or a song. Phonometry is also a division of Aroganoutioun.
 2. Aroganoutioun (prosody – linguistic use) is necessary to restore the 
recitative. The recitative is midway between song and speech, it is sung 
speech, a type of melodious speaking. In order to restore a song it is neces-
sary to restore its foundation, the recitative. In other words, a song should be 
reconstructed, and the meaning of its musical symbols (khazes) construed, 
based on its sustaining element, prosody (aroganoutioun). What’s more, we 
should examine first the function of accentuation and punctuation symbols 
within our prosodic system, we should further examine the rules of accentua-
tion and punctuation in the language our forebears used.
 3. Khazachapoutioun (neumometry) is necessary to determine parame-
ters by which one can assess the significance of khazes, because different 
khaz systems will have different conventions (though they may also share 
common rules), and each system has its own prevailing principles.
 4. Khazagitoutioun (semiology) engages in the research of existing 
neume systems of the world, their connection and differences, and, generally 
speaking, everything relating to their study.
 5. Lezou (language) – the authentic and ancient meaning of words: This 
is   important   because   khaz   designations,   names   of   accentuation   and  
punctuation  marks  all  prompt  characteristic  traits  and  specific  meaning.
 6. Imastasiroutioun (philosophy): In the past, this general designation im-
plied the quadrivium, consisting of geometry, arithmetic, astronomy and mu-
sic. These four studies were considered one whole, and the ancients built their 
theory of music based on these disciplines.
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 a. From the prosodic marks, the interrelation between the shesht (the 
acute accent) and the bout (the heavy gravis) is reflected in Geometry by 
the right angle: “If it be greater than the straight, then it will be called bout, 
if smaller, it will be called sour,” and so on. (Information and analyses on 
this subject were published earlier)10. 

 b. Arithmetic is related to prosody (metrics). Also, the bases of harmony, 
the interrelation of pitches, etcetera, are explained with arithmetic.

 c. With Astronomy one can explain the complex system of modes and 
melody-types, their branches and status. A simple example: Astronomy 
will give the number of a certain planet according to the succession of its 
elevation. Elsewhere it states which melody type corresponds to that 
planet. Hence it is surmised which scale degree is assigned to a given 
melody type. There are of course more complex and even very compli-
cated correlations as well.

 d. The relevance of Music is clear. Music is classified higher than the 
other disciplines, it is even considered a comprehensive discipline, since 
it includes all the other sciences.

 7. Research on the history of the origin, development, decline, and mod-
ern use of neumes is necessary, because the system of neumes, and in 
broader sense, musicology, has not remained unchanged; it has evolved, al-
tered and sometimes even acquired foreign elements. Over time, different 
styles and different types of neumes have been contrived, and these require 
appropriate investigation and analysis.
 8. Comparative neumology includes:
 a. The comparison of preserved musical material presently in use 
 with a corresponding khaz-notated song.
 b. The comparison of different khaz-notations of the same song.
 c. The comparison of khaz variants.
 d. The comparison of various styles.
 e. The comparison of khazes with foreign neumes, etcetera.

 Below, we have furnished a comprehensive list of the khazes. This was 
accumulated by musicologist Nikoghos Tahmizian, by comparing a few lists of 
khazes (lists A, B, and C).

10. Op cit.
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Storaket
Mijaket
Verjaket
Sough, Glor
Yerkar, Qash
Shesht
Bout, Dir
Parouyk, Ber
Volorak, Tzotsber
Poush, Harouk (according to “X”: Zark)
Sour, Larn
Tour
Khounch, Sherep
Tzounk
Tzәnkner, Tzәnkikq, Voghomanyak
Tashtik
Tasht
Zark
Khoum, Ghoum
Khosrovayin, Qәmazard
Storadir
Veradir, Het dzәge
Khagh
Vernakhagh, Khaghber (according to “C”: Khagh)
Nerqnakhagh, Aqiver, Dogh
Qarqash
Benkorch, Benkorcha, Korcha
Ekorch, Ekorcha, Khatzbek, Har, Khoghogh
Dzakorch, Dzakorcha, Khatzle, Harkorcha
Vank, Takn (later: Menkorch)
Patout, Hangouyts
Ye (later: Kisapatout)
Lerk
Arandznatrop (according to “A”: Houhay)
Qmatrop (according to “A”: Patout , according to “B”: Houhay)
Tzanratrop
Tagatrop, Tagavoratrop
Bardzraharer
Verqash
Mimnavor
Kәtoue
Bazmeghanak
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 We can develop a more comprehensive list of these signs. They have 
their variants and subtleties (as we saw in the the section on prosodic signs).
 However, it will be impossible to introduce here, even briefly, the musico-
logical contents of our books. That would be an intricate study. We have re-
constructed there, through laborious research, the interrelationship of scale 
degrees in our melody-types. In Babylon, Ancient India, China and Greece the 
various forms of culture were recognized as interrelated systems, parts of the 
cosmic order. The same principle was also true in Armenia, which recognized 
no independent musical science. Music was part of the cosmic order. Our 
medieval understanding of this order, however, contains discrepancies, for it 
was an adulterated version of an infinitely more ancient cosmic postulate.
 Perhaps we can only present an introductory, fragmentary idea of that 
system (still not without discrepancies, and needing detailed investigation), if 
we furnished here, in one place, in the form of a table, the information gath-
ered from medieval sources about the aforementioned order. The table below 
provides a diagram abstracted from statements made on the subject by 
Ghevond Alishan, Komitas and Grigor Kapasaqalian, from Gregory of Tatev 
(¶Çñù Ñ³ñóÙ³Ýó – Book of Questions), Ananias of Shirak, from manuscripts 
titled ºûÃÝ³·ñ»³Ýù ¥Yotnagreanq¤, and tractates of medieval grammarians. 
We have portrayed the four authentic modes here, with their comparable and 
parallel units, as a system of four. We have not taken into consideration paral-
lels between the seven tones, the seven celestial bodies, the days of the 
week, or other items. Even without a fuller picture, this diagram includes dis-
crepancies regarding modes, Armenian phonemes (letters), the elements, 
and the strings of the lyre. For instance, in this diagram the Armenian alphabet 
from ² to ø is divided sequentially into four columns (9 letters in each column) 
in accordance with the four elements – therefore few phonemes which are 
considered as tav ¥heavy, dense) also appear in the elements of “Fire” and 
“Air,” which correspond to the sosk (high or acute) strings of the lyre. In other 
sources (i.e. in the tractates of grammarians) we find the statement that clear-
ly claims that if we move from the tav (heavy, i.e. low) to the sour (high) tones, 
we should find conformity between the bout (bass), tav (low), sosk (tenor), and 
sour (high) strings of the lyre and the four elements. Strictly speaking, the 
heavy phoneme Ã (aspirated t) could not correspond to the sosk string, it 
should correspond either to the tav or bout strings. We should, however, also 
mention that in very old orders the correspondence of tones and elements do 
not match the zodiac signs, as is represented in the diagram below. 
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  For a comprehensive examination and a synthesized reconstruction of this system see: A.M. Shahnazarian, 
E Arar, Tigran Metz publishing, Yerevan, 2011, 745 pp.
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 Here is a simpler and indisputable resetting of the order of modes and 
their associations: 
         ¸Ï
 I Sunday  Sun   b ¸Ó  Fire  sour  
 VII Saturday  Saturn  a ¶Ï
 VI Friday  Venus  g ¶Ó  Air  sosk
 V Thursday  Jupiter  f ´Ï
 IV Wednesday Mercury  e ´Ó  Water tav 
 III Tuesday  Mars  d ²Ï
 II Monday  Moon  c ²Ó  Earth bout

 It is an interesting fact that Movses Siunetsi, in his work On Modes, states 
in reference to the ²Ï mode: “it is suited for exhortative supplication and ex-
tended prayers.” 
 Sunday was considered day one, the week began with Sunday. The ar-
rangement of the five planets between the sun and the moon does not alter 
here the nature of the main problem. We have explored this order – especially 
in relation to the zodiac constellations – in our book entitled E Arar. It is pre-
cisely through this principle that this arrangement answers the remain-
ing questions, from here the knot is undone, even spontaneously in some 
instances, presenting us with surprising revelations.
 Leaving aside discussion on the comprehensive issues of modes, let us 
now continue our review of the system of decoding simple khazes, specifi-
cally those found in the ´Ó (second) mode.
 A khaz has its own basic intonation which is determined relative to the 
tenor. After knowing the intonational value of a khaz (relative to the tenor), one 
should accordingly execute the movement of that khaz (whether it be rising or 
falling). Komitas alludes to the rise and fall of a figure not from, but towards 
that note. This is logically correct and demonstrable in Komitas’s renderings: 
in the f – g – a – b-flat tetrachord, the khounch note is “a”, which is adjacent to 
the outermost note of the tetrachord, therefore it makes its move towards that 
note, b-flat to a; Or, the note for the vernakhagh is b-flat, and the turn rises up 
to that note, g – b-flat – a – b-flat, and so on.
 To simplify, let us bring here, one beneath the other, the inflections deci-
phered by Komitas, along with the basic pitches (indicated by whole notes) of 
the simple khazes:
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[Measure 4: ¹ÇÙáÕ = tenor; measure 6: Ñ³Ý·ãáÕ = cadential note; measure 8: í»ñç = end note]

 Through the use of only the simplest khazes (and we must say that many 
hymns have been notated only with simple khazes) one achieves the basic 
scale of the ´Ó mode (this is demonstrated by Komitas).

[Measure 2: ¹ÇÙáÕ = tenor]

 With all this information, it is still not possible to read the melody of a 
hymn. We must also understand the second most important factor – yet an-
other exceptional discovery by Komitas.
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THE RULE OF THE TETRACHORD

 If the information about the key to the neumes (which we presented in the 
first half of this study) was all that had survived, it would still be sufficient for 
us to form an idea about the tetrachord rule. Yet, Komitas has given us sup-
plementary information on this matter: "[t]he meaning of khazes, their calibra-
tion by tetrachords, and their scale degrees preserve the semitone system."
 Ostensibly, this rule made the medieval singer’s work much easier, for, in 
effect, the khazes deal with the four tones within the primary tetrachord, and 
in an extended scale they take their intonation according to the rule of chained 
tetrachords (including the modulating tetrachord). This is to say that the singer 
should know from the flow of the melody what tetrachord he is in at a given 
instance, and what the intonational values are on the basic tones of that tetra-
chord. This means that a khaz has its unique intonation in an upper or a lower 
tetrachord. Komitas had also mentioned this rule in his writings on key signa-
tures concerning independent khazes, as follows:

[Measure 1-2: the khounch – a fourth below; measure 4-5: the tour – a fourth below]

 In the deciphered scores (whether it be a hymn or an individual khaz, 
which we have shown throughout our book), Komitas has also given the ap-
plication of this same rule with other khazes:

[1. Komitas Archives, 672]

 Simply stated: some khazes are used typically in a specific tetrachord of 
a given mode.
 In the table below, we have provided a comprehensive classification of 
the khazes according to the tetrachord rule and their intonational values in the 
´Ó (second) mode. We have shown the khazes according to the primary tet-
rachord (f–g–a–b-flat), as well as the upper and modulating tetrachords (to-
gether with khazes used for the latter).
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Staff 1: Modulating tetrachord 
Staff 2: 2nd (upper) tetrachord
Staff 3: 1st tetrachord
Staff 4: Intonation figures

 In the second (upper) tetrachord, for instance, the poush will be intoned 
as d1–c1, i.e. a fourth above its normal position.
 The table above also shows which khaz is particular to which tetrachord. 
The ones with circled numbers are particular to the 2nd tetrachord, those in 
squares to the 3rd (modulating) tetrachord, those with only a point next to 
them to the 1st; the tour is the tone above the tetrachord (it is c1 for the f – g 
– a – b - flat tetrachord, and g1 for the c1 – d1 – e1 – f1). On the lower staves ap-
pear intonational figures particular to the khazes: bout (I), or resting tone, is 
particular to the second tetrachord (the lower note); bout (II), or resting tone, 
is particular to the first tetrachord. Komitas has mentioned specifically that 
bout can also be c1 if it occurs in the modulating tetrachord (c1 – d1 – e1 – f1), in 
other words, the lower note of that tetrachord. Komitas, in his writing on the 
key to neumes, has actually provided the scale degrees of the khazes in ac-
cordance with the rule of tetrachords.

Words in bars between the 2nd and 3rd staffs:
 Bar 1:  Hangchog ¥resting tone);  Bout;  Parouyk
 Bar 2:  Verj ¥ending tone);  Hangchogh ¥resting tone); 
  Bout;  Parouyk;  Poush
 Bar 3:  Dimogh ¥tenor);  Volorak;  Khounch
 Bar 4:  Shesht;  Benkorch;  Vernakhagh
 Bar 1:  Tour
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 This unique method is clearly demonstrated in the example below, where 
the particular tetrachord of each khaz, its tone, its scale degree, etc. are 
shown. We present the khazes with their basic notes, for we have already 
given their intonational figures (i.e. the movement they take towards the basic 
note), even though arrows directed to the notes also reveal the movement of 
their figures.

 So then, the tetrachord chain (the heptad) of ´Ó (second mode), its mod-
ulating tetrachord, and the final tetrachord of tour are as follows:

 In the Middle Ages, a cleric had to learn first and foremost how to read 
the Holy Scriptures in recitation (through the help of prosodic signs), and then 
he would learn to sing with khazes. In sharakan khaz-notations prosodic 
marks are used as singing neumes. The shesht (accent) in the volorak (tonos) 
genus, the bout and the parouyk, already have a variety of shapes used for 
the reading of the Scriptures and the Narek with melody. Here is a list of their 
shape varieties, we have extracted them from various handwritten manu-
scripts.

[Shegh = modulating tetrachord; Verin = upper tetrachord]
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ORTHOGRAPHIC SYMBOLS USED AS PROSODIC MARKS12

12. See the volume on Pronunciation, pp. 536-537

[Rubric: Shesht; shape and source (columns 1 & 2)
Parouyk & volorak; shape and source (columns 3-4 & 5-6)
Yerkar; shape and source (columns 7-10)
Bout; shape and source (columns 11 & 12)]

[Rubric: Verjaket & verjadzev; shape and source (columns 1-8)
Mijaket; shape and source (columns 9-10)
Storaket; shape and source (columns 11 & 12)]
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 Study of khaz variants and Manrousoumn are beyond the scope of this 
book. They are the subject of another volume. It is not possible to discuss 
them here parenthetically, because in order to briefly examine and delineate a 
single issue, it is necessary to acquaint oneself, with deep engagement, to 
many-sided and intricate issues. For instance, Komitas has commented on 
the form of dzakorch, mentioning that it is the combination of a variant of      
parouyk with tasht and bout: 

 The khazes of the Sharakan (Hymnbook) and Manrousoumn (Adjuvant 
studies) also have their variants. The shesht, for instance, has its varieties in 
the singing neumes, and among the neumes, the sour    , the tour     , the 
benkorch       and others are all considered sheshts. The tour, in its turn, has 
its variants, and they all display the subtleties of the same neume. All this is 
true for the rest of the khazes. Komitas, for instance, had copied down similar 
variants (there are khaz groups, examples of dots and letter khazes as well).

[1. Komitas Archives, 649 and 672]
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 This is to say g is the main tone for tasht (in the f – g – a – b-flat tetra-
chord), and it starts with the lower f. Tasht occurs at the beginning of a phrase 
(there are many songs that begin with that figure), and the neume tasht is the 
inverse of havasar parouyk: parouyk       , tasht       ; in other words, this is a 
figure that starts with bout (in this instance the lowest bout) and then rises. 
Apart from all this, in medieval neume indices the dzakorch has other appella-
tions as well, like for instance ekorch with dot         . If we put all these to-
gether, we obtain the following:

 dzakorch,  dzakorchay,   harkorchay,

 khatzle,   khatzbek,   khatzbek (or har), 

 khatzle (or harkorchay),   khoghogh and so on.

 The names har and harkorchay impel us to consider the fact of an alter-
nate name for poush, i.e. harouk [X] ,  also zark [X] (because poush is some-
times also named zark – as we noted earlier – for the similarity of both shape 
and sound). Thus the sounds of harouk (poush) are the same, which, accord-
ing to Komitas’s claim, is the initial part of dzakorch.
 To the present, there exists the view that in hand-written khaz indices, 
sometimes the signs are mixed up; our examination shows that the khazes 
with similar intonation patterns are also “mixed up.” We can make the follow-
ing deduction out of this confusion: The dotted parouyk, for example, has 
been named khounch [X] (it is definitely not a khounch), however the intona-
tional figures of both signs are comprised of two tones, which descend from 
up to down.
 

and has interpreted it as follows (writing next to it: “probably”)

 This little claim alone needs extensive corroboration. Komitas deciphers 
tasht as follows:

[ Tasht ]
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Furthermore, zark is also named ar-ou-dir, and in khaz ¬ indices it has a com-

parable shape: “...the poush, the dir and ar, which use dir (a type of bout) and 
ar (shesht), from which derives poush.”
 Also, the epithet ar-ou-dir itself advises that first comes from ar (shesht) 
and is then followed by dir (bout; i.e., up to down). Also zark, which has two 
dirs [X], should be dir [X] followed by ar-ou-dir. This agrees with Komitas’s 
deciphering: poush = d1–c1, zark = c1–d1–c1.
 And as for ekorch (which we are examining in association with the dza-
korch), let us indicate that here another branch of appellations begin:
ekorch         , hangouyts         (a type of patout), khounch         which is similar 

to and has been “confused” with ekorch (“ekorcha”), Also, “qmazard” – borne 
with tzounk, and what is more, was also called khosrovayin khaz          , and 
so on.
 As we see from the foregoing, the dzakorch subject alone is tied to a 
myriad issues. We said earlier: the examination of this and other khazes is the 
subject of another elaborate study. Incidentally, in one of the khaz indices, 

listed consecutively are the khazes: shesht, zark and dir  which, reckoned 
from high to low, represent the simplest intonation of the ´Ó (second) mode:

 Let us now turn to Komitas’s main discovery.
 Transposed (up or down) singing of a certain melodic motif is common in 
folk songs. The songs “Mer Tagvorin Inch Piti?” or “Gatseq Bereq Tagvo-
ramer” are among the oldest wedding songs. In his arrangement of these 
songs Komitas has repeated the same melody up or down a fourth. In “Gat-
seq Bereq” not only the entire melody is reapated a fourth lower, but the dis-
tinctive motif is repeated a fourth higher as well.
 As a result, we find that the very same khaz-notated sharakan contains 
variations, but these variations are specific. One variation may employ trans-
position of a motif, or a characteristic intonation, up or down a fourth; this 
practice is especially particular to our culture   the ornaments used in our 
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decorative arts and khachqars, despite leaving an impression of general uni-
formity, are almost never repeated in the same manner. The same principle 
within the khazes provides the possibility of not repeating an intonational fig-
ure, when the two stanzas of a hymn are khaz-notated in an identical manner. 
For example, in deciphering the hymn “Partzanq Yekeghetsvoy,” we have 
transcribed the intonation for the neume tour, which occurrs in the refrain of 
every stanza, in a different tetrachord. According to Komitas, the tetrachord 
variations do not express uncertainty whether “this version be right, or the 
other”    they just mean that these are variations, and either way is appropri-
ate.
 From the hymnbook recorded down by Nikoghayos Tashchian from oral-
ly preserved sharakans (hymns), Komitas selected the best specimens, 
scooped out their extraneous and encumbered ornamentation, and sought for 
motifs and intonations which had been preserved unadulterated relative to 
khaz-notated hymns. While working on the decipherment of hymns, Komitas 
was naturally comparing them to their preserved khaz-notated originals. This 
is why, deciphering a song for Komitas also meant ratifying that very hymn. He 
wrote about his objectives to Arshak Chopanian: “I am now working on deci-
phering the ancient khazes, and am hopeful that soon I shall be able to dis-
close their secrets and ratify the melodies of the 13th century hymns.”
 We have already pointed out that the khaz-notated hymnbooks contain 
considerable disparity in different copies, and it is necessary to check and 
compare various khaz-notated manuscripts with one another to obtain the 
best version possible of a hymn, supplementing the lack of musical symbols 
in one, and making corrections and revisions in another. It is of paramount 
importance the compilation and publication of a comprehensive and critical 
edition of khaz-notated hymnbooks, ideally by laying on separate lines, above 
the same text, the traversing musical symbols extant in different hymnbooks. 
This will produce a comprehensive and consummate edition of our Hymn-
book.
 We presently provide parallel examples of khaz-notated pages, one from 
a superior manuscript copy and one from a printed edition, bearing in mind 
that the printed version is based on a selection of various manuscripts. The 
handwritten hymnbook is the No.1590 khaz-written manuscript at the Matena-
daran, which was copied at one of the famous Manrousoumn centers in Sis, 
Cilicia, in 1308 A.D. Also provided are  examples  from  the  printed  khaz-
notated hymnbook13. 

13. Dzaynqagh Sharakan. Constantinople, Ortagiugh, Poghos Arabian Apuchechtsi publishing, 1852.
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 Incidentally, the khaz-notation of the ´Ó mode sharakan segments deci-
phered by Komitas coincide exactly with the printed copy (except for the final 
yerkar symbol).
 In the next two examples, the khazes marked over the staff are from the 
manuscript hymnbook, and the ones below the staff (just above the text), are 
from the printed hymnbook. There are differences between the two, though 
not many, and in deciphering, khazes in parantheses have been disregarded, 
and the alternate version has been taken into consideration.
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 We have transcribed the intonation on the last syllable of the word “i 
tachari” (in the second stanza) a fourth up, in accordance with the tetrachord 
rule. The refrains for stanzas two and three are not notated, because they are 
identical to the refrain of stanza 1.
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 By comparison, our transcription of the hymn “Vor Tagavord Es Taga-
vorats” is more intricate. Here the khosrovayin khaz is also included. After 
perusing our book, the decipherment of this hymn should be obvious to any 
expert of Armenian liturgical music, however, for the benefit of the general 
musician, let us furnish a few notes here.
 The three consecutive yerkars used in the first line, signify a gradual rise 
(d1 – e-flat1 – f1) towards tour (of which the normal tone is g). The ´Ó mode 
does not support the progressions d1 – e-flat1 – f1 – g1 or d1 – e-flat1 – f1 – d1 (not 
as ornament, but assigned at least one beat to every note), and in motifs com-
mon to the ´Ó mode, the e-flat1 – f1 – d1 turn is done with e1 (natural – as in the 
example below). This would mean that the voicing of the ordinary tone is real-
ized in accordance with progressions proper to a given mode. Let us demon-
strate this with notation for clearness.
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 In other words, if a tone with a half note is made to “move,” then it must 
move as follows: the former note is repeated and then slurred to the normal 
tone in retardation (Komitas had analyzed these progressions). And if it were 
merely an e-flat1 – f1 – g1 progression (without d1 – g1), then it would take the 
following figure: e-flat1 – f1 – e1 – g1. In the cited example (No. 6), if the melody 
needed to have the progression d1 – e1, then it would be marked not with an 
yerkar but with a khounch, because khounch’s intonation is f1 – e1. Also, the 
zark which follows tour is a fourth higher than its original tone (c1), pursuant to 
the rule of both melodic progression and disjunct movement, because this 
neume has the same intonational function as its normal tone, a fourth up or 
down (as specified in Komitas’s discovery). The ensuing poushes are also up 
a fourth, in keeping with the style and, in this instance, it is more beautiful like 
that than a fourth down. The e-flat1 in the intonation of the yerkar on word ùá 
¥qo, in example 6, staff 3, the last neume of the staff¤, and the low Á vowel ¥of 
uz, next syllable), followed by the bout, revert the melody back to the b – c1 – d1 
– e - flat1 tetrachord, and that is why poush is used in that tetrachord. Similarly, 
the intonation for tour, in the case of the low Á ¥in ÁÝ¹, ex. 6, staff 5, fourth 
syllable), starts a step lower. The rest is simple (except that one should be 
mindful in choosing high or low transpositions, and use them in such a way 
that they would not disrupt the flow of the melody). As to the pentatonic pro-
gression g1 – f1 – d1 mentioned above: this should not be considered unusual 
for authentic ancient Armenian music. That progression is also extant in our 
epic songs:
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 Komitas has employed similar intonations in his arrangement of the 
sharakan “Yays Yark,” from his Divine Liturgy. The progression is noticed in 
the tenor line accompanying the melody13:

14. We are transposing the melody a step lower to facilitate the comparison.

 In 1914, Komitas writes in one of his letters: “I hope to be able to prepare 
a Divine Liturgy for the Easter services inspired by our oldest melodies, 
which I shall teach my new choir.”
 By comparing the sharakans transcribed from the khazes with the sam-
ples notated down from the orally transmitted hymns (the Dzaynagreal 
Sharakan), we notice considerable dissimilarities between the two, and the 
superior attributes of the former in terms of artistic merit. 
 

Arthur Shahnazaryan
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1. Paravon Handerdz Karoqn
 khaz 
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1. Paravon Handerdz Karoqn Tashjian
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2. Hastatetsav
 khaz 
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2. Hastatetsav
Tashjian
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3. Partzanq Yekeghetsvoy
 khaz 
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3. Partzanq Yekeghetsvoy Tashjian
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4. Anokhakal Yev Baregut  khaz 
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4. Anokhakal Yev Baregut
Tashjian
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5. Vor I Hore Arakeal
 khaz 
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5. Vor I Hore Arakeal Tashjian
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6. Vor Ararichd Es Araratzots
 khaz 



121

6. Vor Ararichd Es Araratzots Tashjian
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7. Vor Tagavord Es Tagavorats
 khaz 
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7. Vor Tagavord Es Tagavorats
Tashjian
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8. Havurts Verchin Jamanaki
khaz 
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8. Havurts Verchin Jamanaki
Tashjian
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9. Ov Yerjanik Ter

9. Ov Yerjanik Ter

khaz 

Tashjian
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10. Vor Patviran Cheshmartutyan
khaz 
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10. Vor Patviran Cheshmartutyan
Tashjian
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11. Hayr Anskizbn
khaz 
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11. Hayr Anskizbn
Tashjian



131

12. Christos Astvats, Vor Aravel
khaz 
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12. Christos Astvats, Vor Aravel Tashjian
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