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DIKRAN TCHOUHADJIAN’S OPERA ARIF’S RUSE
(dedicated to the 150th anniversary of creating the first Armenian comic opera)
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For citation: Asatryan, Anna. “Dikran Tchouhadjian’s Opera Arif’s Ruse (dedicated to the 150th
anniversary of creating the first Armenian comic opera)”, Journal of Art Studies, N 2 (2022): 5-27. DOI:
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On December 9, 1872, Dikran Tchouhadjian’s Arif’s Ruse, the first Armenian comic
opera, was staged at the Getik Pasha Theatre in Constantinople, simultaneously marking the
beginning of the Turkish musical theatre. The author of the opera libretto was an Armenian
opera singer, the first Western Armenian singer who received his professional education in
Europe, tenor Hovhannes Achemian (1838-1905), who performed the title role of Arif. The
Ottoman stage primadonna Shazik Keuyluyian (born Sevadjian, Lusnak Sargsi Keuyluyian, 1854-
1905) played the main character, Meriem.

The performance of Arif was the first occasion in the Armenian musical reality when an
Armenian composer’s opera was on stage, performed by Armenian artists. This was not only
the birthday of the Armenian comic opera, but also it marked the beginning of the Armenian
musical theatre.

In the present study on Tchouhadjian’s music, presented to the English-speaking readers
for the first time, the results of the opera’s comprehensive research are substantiated,
defining the genre of Arif as a comic opera, revealing its musical language and dramaturgical
features, and putting forward the necessity of staging it in Armenia, as well as publishing an
academic edition of the opera score and claviers.

The clavier of the opera prelude has been introduced into scientific circulation for the
first time, the computer composition of which was carried out by assistant professor Anna
Tamiroghlyan, Doctor of Arts.

Key words: Dikran Tchouhadjian, Arif’s Ruse, Constantinople, year 1872, comic opera,
Hovhannes Achemian, Shazik.

Introduction
December 9, 1872, has a special place in the history of Armenian musical
theatre'. At Getik-Pasha Theatre in Constantinople, the first Armenian comic opera

"Director of NAS RA Institute of Arts, Head of the Music Department, Honored Art
Worker of the RA, Vice President of the Academy of Humanism Problems, President of the
Dikran Tchouhadjian Foundation, Member of the Board of the Composers Union of Armenia,
Doctor of Sciences (Arts), Professor, annaasatryan2013@gmail.com. The article was submitted on
30.03.2022, reviewed on 25.11.2022, accepted for publication on 15.12.2022.

! Some studies mention that Arif premiered on December 17, 1872 [14, p. 193; 24, p. 48].
Barsegh Tughlachian mentions December 9 as the premiere day, which is most trustworthy.
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Arif’s Ruse® by Dikran Tchouhadjian was staged, marking the beginning of Turkish
musical theatre at the same time [27, p. 136].

In the Turkish newspaper Ibret, Namik Kemal praised Arif and hailed it as “the
first opera written in our language. It is very well staged, and its music is flawless.
The Turkish language itself is very musical. Music is created with the preservation of
lyricism” [27, p. 133]. Furthermore, it was the first professional opera in the entire
Middle East.

The author of the opera libretto was an Armenian opera singer, “who studied
at a European music school, the first Turkish-Armenian singer” [22, p. 159], also a
linguist (besides Italian, he knew French; he had translated La Dame aux Camélias
(The Lady of the Camellias), a music critic, a connoisseur of European recordings,
and an artist well-versed in stage art, tenor Hovhannes Achemian® (1838-1905), who
performed the title role in the opera as well.

Presentation of the Basic Material

The performance of Arif was the first occasion in the Armenian musical reality
when an Armenian composer’s opera was on stage, performed by Armenian artists.
In fact, this was not only the birthday of the Armenian comic opera, but also it

2 In Tchouhadjian studies, the opera circulated under several titles: Arif’s Trickery [14, p. 132,
133, 168, 169; 11, p. 76; 23, p. 200, etc]; Arifin Hilesi [18, p. 203-204; 6, p. 6]; Arif [19, p. 93,
117; 24, p. 150, 151; 12, p. 281], also G. Stepanyan and M Muradyan. In our opinion, the version
Arifs Cunning in Anahit Poghikian-Darbinyan's translation is more accurate, which reflects the
comedic nature of the opera: the main character is not a fraud, but just a sly person. Moreover, B.
Tughlachian translated the title into English as Arif’s Ruse in his book [27, p. 136], which is
«funpwdwuynieyntu» (cunning, ruse) in Armenian. Perhaps, the most acceptable title for the
opera is Arif, for at least two reasons. First, in the handwritten score kept in D. Tchouhadjian’s
archives, claviers no. 2 and no. 4 are titled Arif, and only clavier no. 3 is called Arifin Hilesi.
Secondly, Tchouhadjian named his next comic operas after the main comic characters: Kyose Kehya
and Leblebiji Hor-Hor Agha. Furthermore, his operas Arshak Il and Zemire bear the names of the
main characters.

3 There were two Hovhannes Achemians in the history of Armenian theatre: the younger one is
mentioned here, and the older one is Hovhannes Harutyuni Achemian (1818, Constantinople - 1871,
Constantinople), an Armenian actor who appeared on the stage in 1856; he performed at the
Oriental Theatre (1861-1867), at the Vaspurakan Theatre (1863-1864) and in 1870, in the group of T.
Fasulachian in Nor Nakhichevan [12, p. 91). He played his roles in Armenian, Turkish, Greek, French,
and ltalian. He made solo appearances with his farce The List of Komitas (1862, published in
Smyrna,1863) in three languages (French, Greek, and ltalian), and translated from French (The
Robbers by Schiller). Achemian was also an artist and a sculptor. Together with Davit Trian, he
decorated the Chraghan Palace and other royal buildings in Constantinople. About Achemian-painter,
see Aghasyan A. Development Ways of the Armenian Fine Art in the 19th-20th Centuries, Yerevan,
2009, p. 35 (in Armenian).

Unybuywghynulyut hwtnbu / Uickyccmsosedyeckuli xypHan / Journal of Art Studies. 2022. N 2
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marked the beginning of the Armenian musical theatre®. Unlike Arshak II, the
previous opera by Tchouhadjian, which was not staged during the author’s lifetime,
the production of Arif was a resounding success, bringing great fame to the author,
and fruitful results for his long and painstaking preparatory work. Due to the lack of
professionally educated singers in Turkey (the only exception was tenor Hovhannes
Achemian), Tchouhadjian had to invest great efforts “to reconcile the group of 30-
40 people, fully ignorant of music, with stage music” [2, p. 455]. Hovhannes
Achemian presented this fact in more detail in one of his articles, published in
French: “The honour of establishing the lyrical theatre with Armenian actors and
actresses belongs entirely to Tchouhadjian, the Armenian music master and student
of the Italian school. With talent and valorous willingness, this man hoped to make
operetta flourish, and it was with that hope that one day, he started to form a
singing group. This was not an easy task, and it needed to have a lot of devotion and
love for art. He was obliged to leave his lectures, which would support him and his
family. Like Vardovian, he was obliged to go around to different places, searching
for young, if possible, good-looking men and women, who were more or less
singers. He maintained and nourished them for months, educated them in a haste,
trained them to play, dance and sing, get rid of the habit of shouting, and finally, he
gradually taught them the pronunciation of music” [2, p. 464-465].

At the premiere of the opera, the first prima donna of the Ottoman stage played
the main character, Meriem®, “the first and senior singer of D. Tchouhadjian’s
operettas, the central rose of the fantastic scenes of the Master’s musical plays, and
at the same time a nightingale, singer and beautiful Armenian woman” [19, p. 749]
Shazik Keuyluyian (born Svadjian, Lusnak Sargsi Keuyluyian, 1854-1905)°.
Hovhannes Achemian (1838-1905), who had just returned from Venice and had
“beautiful tenor and stage abilities”, sang Arif’s role [19, p. 751]. Here is Dikran
Galemchyan’s opinion about Shazik: “The first soprano in our theatre was Shazik
Keuyluyian, who then became Mrs. Achemian and finally, Mrs. Ormanian. That bird,
found in a modest place like a manger, with her sweet voice and beautiful
appearance, became the queen of operettas by the outstanding master, the immortal
Dikran Tchouhadjian. Dressed in a luxurious Oriental costume and sparkling

“ Exactly sixty years later, the People’s Committee of the Armenian SSR passed a resolution (May
13, 1932), according to which, on January 20, 1933, the State Theatre of Opera and Ballet, the
necessity of which Dikran Tchouhadjian considered important as early as 1872, opened its doors in
Yerevan with the performance of Al. Spendiaryan’s opera Almast.

®In some musicological studies, Meriem’s name is incorrectly mentioned as Meriam [11,
p- 76.

& By the way, according to M. Muradyan, Shazik died in 1896 [14, p. 201]; Sharasan does
not write about Shazik’d death at all, whereas we read in the Chronology of the Armenian
Musical Life, published in 2006: “On September 5, 1905, Shazik passed away in
Constantinople (born in 1854)” [13, p. 103]. While in B. Harutyunyan’s opinion, it took place
on September 6, 1905 [10, p. 202].

Unybuypwghynwlywt hwtnbu / Mickyccmsosedyeckuli xypHan / Journal of Art Studies. 2022. N 2



8 Dikran Tchouhadjian’s Opera Arif’s Ruse

jewelry, that singing doll enchanted not only the public, but also her stage friends,
actors and actresses, even the authors of operettas. | was tempted as a prompter. |
would like to put my notebook aside, and just see and listen to her, something that was
impossible. Shazik was a complete charm” [19, p. 755-756].

As Sharasan accurately characterized her: “Shazik, with her penetrating,
limpid, and meandering voice, excellently attuned to the vibrations of Oriental
music, had considerable musical skills, and with her physical gifts, perfectly lovely
and tasteful movements, a profound understanding of stage art. All this obliges us to
rank her among our best singers, and if there is one absolutely commendable part
about Shazik, it is that she has not deviated from her stage image like others, and
has always remained a singer” [22, p. 156-159].

As a result of family failures, in particular, her father’s death and the great fire
in Pera, Shazik, daughter of a well-to-do family, found herself in need of daily bread
with her mother; they made embroideries day and night to ensure the existence of
the family. “On a hot summer day, Shazik was singing while embroidering seated at
the table next to the open window in her room; having forgotten the poverty and
sorrow of her situation for a moment; she sang with all the might of her soul.
Maghakian happened to be walking in the street at that time. Carried away by the
heartfelt song of the wild canary of that place, the master stood there as if rooted to
the ground. Was it possible to lead that girl to the stage? He thought, and
encouraged by the misery of the surroundings, knocked at the door and entered.
After resisting a little, Shazik’s mother accepted Maghakian’s proposal, leaving the
moral responsibility of her daughter on him” [22, p. 156-159].

Bedros Maghakyan brought her to the Vardovian theatre group. Having never
attended school, Shazik knew nothing, but instead she had a voice and beauty.
Maghakyan taught her to read and write, and act, while Tchouhadjian developed her
voice to perfection. “Shazik’s voice was soprano, bright, vibrant, and penetrating.
That voice would twist like hot crystal and was capable of gracefully expressing the
leaps of Western music and the coiling play of the East. Shazik seemed to be made
for the operettas by Tchouhadjian, whose music was a successful combination of the
music of the Eastern and Western worlds. Shazik was a graceful girl. She had a
delicate and harmonious face, long and curly hair, as well as a proportionate body
of above average height” [19, p. 750].

Shazik’s brilliant debut took place at the premiere of the opera Arif’s Ruse
and enchanted the audience: “Her vocal and physical advantages shone on the
stage, increased tenfold by rays. Shazik became the theatrical public’s favourite at
once. She was showered with honours and abundant gifts” [19, p. 751]. With
unprecedented success, Shazik performed the roles of Gul (Kyose Kehya) and
Fatine (Leblebiji Hor-Hor Agha), the main heroines of other comic operas by
D. Tchouhadjian: “Like a fairytale girl, Shazik worked miracles with her roles, her
voice, her pleasant ways, her acting, and dialogues” [19, p. 751].

The premiere of Arif was fatal not only in Shazik’s creative life, but also in her

Unybuywghynulyut hwtnbu / Uickyccmsosedyeckuli xypHan / Journal of Art Studies. 2022. N 2
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personal life. Two months after the performance, she married Hovhannes Achemian.
Unfortunately, their life together lasted short...

The staging of Arif’s Ruse was also a turning point in Tchouhadjian’s life: the
relations between him and Hakob Vardovian suddenly broke. Tchouhadjian was obliged
to leave the Getik-Pasha theatre and continued to present Arif in various districts of
Constantinople with his faithful acting team: “The performances are more than
modest, and yet, the music always attracts the audience” [24, p. 48]. Under the
leadership of Tchouhadjian and Dikran Galemchian, the Ottoman Opera Troupe was
set up, the main actors of which were those of the Arif premiere: Shazik, Hovhannes
Achemian, Trdat Chichekchian. Khachik Papazian, Tagvor Nalian, Garegin Rshtuni
and others left H. Vardovian and joined Tchouhadjian.

Tchouhadjian re-edited Arif in 1873 and staged it in the autumn of 1874. The
performance had an exceptional reception, it was repeated many times in the 1874-
1875 theatrical season, it was performed around hundred times. Here are
H. Achemian’s memories on that occasion: “There was an immense crowd that
evening, brilliant success, applause, shouts, and calls of gratitude and joy. Nothing
lacked for the poor music director, the suddenly born theatre director, who
embraced his students with tearful eyes and made them participate in his victory.
The success thunderstruck Vardovian, and began to increase day by day. After some
time, the new theatre group went to sing at the French Theatre in Pera, where the
French actors of Mister Manas gave performances: they went to Gatygiugh, Skutar,
and Tatavla; the work of Tchouhadjian was performed hundreds of times in that
theatrical season. Everywhere, in houses and streets, cafés and workplaces, parts of
this opera that had suddenly become popular, were sung or hummed. The main
actor of the piece became extremely famous. His image was seen decorating the
covers of music sheets with the opera songs, adapted for the piano-playing, as well
as appeared in the shop windows of the stores selling them” [6, p. 6].

The following episode of D. Tchouhadjian’s life is directly related to Arif: “He
could not forget that he had won multiple laurels, and professional musicians had
fervently applauded to him, expressing their fair appreciation. He would often
enthusiastically tell his students that when he was in Vienna to see the art exhibition
of 1877, he once tried to show its director his music book with the notation of Arifin
Hilesi, his first operetta, to understand how long it might take him to present that
kind of work in European theatres, when all the acting singers are in a ready state,
to which the curator of the exhibition answered that he would be barely able to
prepare it in six months. Tchouhadjian told him that he had prepared and presented
a performance on the theatrical stages in Constantinople in three months. Unable to
contain his admiration, the director laconically said: “You are Armenian, you can do it”.

These four words had such value in the mouth of a person, who had years of
experience on the illuminated square in Europe, continuously immersing himself in
all kinds of art and science. Therefore, it was natural that this precious appreciation
of a knowledgeable critic mysteriously influenced the Armenian composer, who, not

Unybuypwghynwlywt hwtnbu / Mickyccmsosedyeckuli xypHan / Journal of Art Studies. 2022. N 2
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being satisfied with just words, asked the curator of the art exhibition to certify his
honourable testimony in writing, which he immediately confirmed with a two-line
note and signed that certificate. One can imagine the great musician’s joy for
holding that piece of paper, which he cherished until the end of his life, considering
it to be more than his glory, occasionally showing it to his friends and putting it back
into his notebook, as a rare relic” [20, p. 159-162].

There is one score, three claviers, instrumental parts, draft passages of the
clavier, as well as one libretto in the archives’” of D. Tchouhadjian, preserved in the
Y. Charents Museum of Literature and Art in Yerevan. They are:

N 1, score, manuscript containing 167 sheets, 8 files. The title-page inscription
is in French:

Arif
operetta in three acts
by
D. Tchouhadjian

The score is written in pencil, the lyrics are missing. The first document of the score
contains the overture, the second - N 2, 3, 4, the third - N 5, 6, the fourth - N 7, the fifth - N
8, 9, the sixth - N 10, the seventh - N 12, 13, 14, 15 and the eighth, N 16, 17.

N 2, clavier, manuscript: 53 sheets. The first page of the clavier is incomplete.
It is carefully written in black ink on large sheets of paper. The clavier lyrics are
missing. There are some pencil notes, mostly the names of the characters. Most of
the numbers have no titles, except for N 2, 3, 4, 5, 7, 8, and N 9, which have titles
added in pencil. The title page inscription is in French:

ARIF
Turkish Operetta in three Acts
Music by
Tchouhadjian and Alboretto

N 3, clavier, manuscript: 48 sheets. The title page inscription is in French:
Arif in Hilesi
Comic Opera
Music by
D. Chouhadjian and A. Alboretto
Horteuse Avédissian
born Mélikian
Most likely, clavier N 3 was copied by the wealthy Aram Melikyan’s son
(perhaps, daughter), an offspring of the affluent Constantinople resident Yeghiazar

7 On the manuscripts of Arif's Ruse opera by D. Tchouhadjian see Avagean H., Operettas
Arifin Hilesi, Kyose Kehya and Leblebiji Hor-Hor Agha by Dikran Tchouhadjian, Tsitsernak
quarterly musical supplement of Jahakir weekly, sixth year, nos. 4 (24), seventh year, no. 1,
October 2006-January 2007, Cairo, p. 97-100 (in Armenian).
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Melikyan, from the author’s manuscript they owned. The last page of the clavier
contains an English inscription made in ink:
19th April 1923
Aram E. Melikian
The Turkish text of the opera is available in the clavier.
N 4, incomplete clavier, manuscript: 41 sheets. The clavier has no title page,
and the following notes are made in black ink on the first page:
Arif, comic opera in 3 acts
Dikran Tchouhadjian
Composed in 1873.

This opera was written on The Inspector General by Gogol, adapted to the
Turkish life by Hovhannes Achemian and named Arif®.

It is noteworthy that, unlike the score and the previous two claviers, where the
genre of the work was defined as an operetta, here it is called a comic opera, which
is more proper. The clavier is written in pencil on separate sheets of paper.
Compared to other claviers, it is in the most worn out condition. The lyrics in the
clavier are in Armenian-lettered Turkish. There were some notes on the last page that
later got erased. As noted, the clavier is incomplete, missing the following numbers: N
2,10, 11,13 and 17; romance N 3 is incomplete.

N 5, instrumental pieces, manuscript: 137 sheets, 8 files

N 6, instrumental pieces, manuscript: 43 sheets, 4 files

N 136, libretto, Armenian script in Turkish, manuscript: 11 sheets, attached
photocopy: 19 sheets.

Thus, Arif’s handwritten score, claviers and libretto, preserved today, came
down to us and posed serious problems to the researchers. As we have seen, the
lyrics are completely absent in the score, the libretto is in Armenian-lettered
Turkish, and out of the three claviers, N 2 does not have a text, N 4 is incomplete,
and only N 3 is complete and has a verbal text in French script Turkish®. Therefore,
it became necessary to translate and for the first time in the opera biography to
present the first comic opera of the Armenian musical reality in Armenian, which, at
our request, the distinguished educator, poet, and translator Anahit Poghikyan-
Darbinyan graciously undertook, implemented and completed on June 4, 2003 [7].
Owing to this, it became possible not only to study this opera, but also serious
prerequisites were created for its performance in the Armenian language in the
Homeland.

The first comprehensive study of the opera Arif, was performed by us, based

8 Charents Museum of Literature and Art (GAT), Archives of D. Tchouhadjian, N 4, Arif,
incomplete clavier, manuscript: 41 sheets.

° It might be assumed that Mrs. Horteuse Avédissian rendered the opera text from
Ottoman into Latin-lettered French script Turkish.
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on clavier N 3 [3, p. 148-215].

Musicologists have not yet finally defined the genre of the work during the
decades since its creation. For years, this has been and is still considered by some to
be an operetta. M. Muradyan [14, p. 193], M. Harutyunyan and A. Barsamyan [11,
p. 76], B. Tughlachian [27, p. 136], N. Sargsyan [21, p. 13], H. Avagyan [5, p. 3]
express that opinion. At the same time, G. Tigranov [26, p. 164], G. Gyodakyan [8, p. 61;
9, p. 69], N. Tahmizean [24, p. 45] and M. Ter-Simonyan [16, p. 260] define the genre of
the work as a comic opera or comedic opera. In our opinion, Arif is a comic opera,
not an operetta, and here is why.

It is known that an operetta is “a type of musical theatre that combines vocal
and instrumental music, dancing, ballet, and pop art elements. Strophic songs and
dance usually underlie an operetta’s musical dramaturgy. As a rule, the climax of
each scene is connected with a popular dance in the given period in the given
country, which often determines the entire musical atmosphere of the performance”
[17, p. 398]. Whereas, the basis of the musical dramaturgy in Arif is neither the
strophic song nor, even more so, a dance popular in Turkey in the second half of
the 19th century. Moreover, there are no dances at the climax of each scene in Arff,
and there is only one ballet scene in the opera, N 17. In the article about operetta in
the fourth volume of the musical encyclopedia, we read: “In contemporary
perception, an operetta is one of the types of musical theatre, a staged musical
performance, where musical-vocal and musical-choreographic numbers are
succeeded by spoken scenes, while the forms of mass-household and pop music
(mainly strophic songs and dances) underlie the musical dramaturgy” [15, p. 51].
Arif is completely void of spoken scenes typical of operetta, and musical-vocal
numbers are not succeeded by choreographic numbers.

Occasionally, Arif (as well as Kyose Kehya and Leblebiji Hor-Hor Agha) is
compared with operettas by Offenbach, while “in France, in the 50s and 70s of the
19th century, Offenbach called operetta the pieces close to the French comic opera,
small lyrical-household works of one act” [15, p. 51]. Although Arif is lyrical-
household in nature, it consists of three acts, not one.

The opera Arif’s Ruse, which takes place over two days, consists of three acts (17
numbers) and begins with an orchestral prelude, which sets the happy mood of the
work and heralds the successful conclusion of the events to come'®. The entire
thematic material of the prelude is taken from the opera music: the composer placed
here some themes, endowed with an important dramaturgical mission in the opera,
which later appeared at the most significant moments of the dramaturgy of the work.
Among them is the extensive topic of Arif’s confession: the music of this is perceived as

"0 The prelude in the Arif score (N 1), preserved in the archives of D. Tchouhadjian at
Charents Museum of Literature and Art (GAT), is called overture, and in the claviers N 2 and
N 4, it is called symphony.
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Arif’s first portrait outline, anchored by N 15 from the third act, Arif’'s solo number,
the opera’s dénouement, when the hero unwittingly confesses the very innocent cause
of all his mischief.

In his first comic opera, Tchouhadjian creates the characters of Arif and
Meriem, the loving couple who embodied the lyrical line, with great warmth. By the
way, later, loving couples occupied an important place in Tchouhadjian’s musical
theatre. It is from the couple of Meriem and Arif that threads were drawn to the
couples of Gul-lbish (Zvart-Ohan), Fatine-Khurshid Bey, Mikale-Bagaven and, finally,
Zemire-Elsantur.

In the prelude, Tchouhadjian found place for the love theme of Arif and
Meriem, on which he later built their duet N 16 in the third act. The presence of
intermediate themes and motifs strengthens the dramaturgy of the work;
Tchouhadjian often used such thematic reminders in his operas.

The image of the people is given in the prelude as well. After all, all events take
place in the presence of the people, often with their active participation. The theme
of the crowd’s hope and faith is placed in the prelude; the people are full of hope
that the arrived Vali Pasha would respond to their request and acquit them of their
debts. The theme of the faith of desperate people, set in the prelude in h-moll, then
twice sounds in N 1, in g-moll.

In the image of the people, Tchouhadjian embodied a protest against the ruling
order, and presented the miserable and destitute condition of the working people.
The composer later developed this line, which is not so characteristic of a comic
opera, in Leblebiji Hor-Hor Agha, imparting a great sonority to the character of
chickpea vendors.

In the prelude, the other main character of the opera, Mudur, is outlined, with
whose theme the prelude begins.

Arif’s Ruse was Tchouhadjian’s debut of an immense success in the world of
comic opera. Actually, this was the beginning of the composer’s intense artistic
activity. It was opera Arif that started a tradition when the actor of the main
character became the author of the opera libretto.

However, in the panorama of Tchouhadjian’s comic operas, Arif has an
important feature: unlike his other comic operas, Tchouhadjian here combined
both comic and lyrical heroes of his opera in one character. Arif’s musical
character would stand out among Tchouhadjian’s comic heroes by his wide
emotional range. Among the attractive features of his complex character are the
smooth transitions from buffoonery to genuine, non-joking lyricism. Real lyrical
emotionality distinguishes his musical characteristics in duets with Meriem. Arif’s
skillfully written cavatina N 4 from the first act is full of joy and humour, and
though Arif seems cunning and inventive at first glance, his confession N 15 from
the third act amazes by the hero’s directness and undisguised sincerity.

The musical portraits of the other characters are vivid and colourful as well.
They do not lose their characteristic features in the whirlwind of rapidly developing
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events. The poetic characters of the loving couple, Meriem and Arif, occupy a special
place in the opera. Their parts breathe with bright and elegant lyricism. Meriem’s
character is revealed both in her solos (romances N 3 and N 8), in her duets with Arif (N
5,7,9,16), and in her ensembles with the choir.

In the opera music canvas, Tchouhadjian gave great place to the character of
the people, as they are active participants in the events. Opera choruses are not
separated from the reality, they are organically woven into the dramaturgy of the
opera. They appear in significant episodes of the opera: at the climax, at the
dénouement, and help to reveal the musical characters and feelings of the main
heroes. They are diverse in their significance and nature. Presenting the hard life of
the working people in choruses, Tchouhadjian brings forward the topic of social
protest in a disguised way; why not, he also revolts against the ruling order, which
puts the people in a destitute state, a topic that would later be more fully revealed in
the image of the leblebijis: the people are always just and right.

One of the “heroes” of the opera is the orchestra, entrusted with the finale of
the opera, the ballet scene N 17, and the Ball. There are extensive orchestral
numbers: the prelude, introductions to the second and third acts, orchestral
entrances, beginning the scenes. The score of the orchestra greatly contributes to
the discovery of the heroes’ musical characters, sometimes assuming the role of a
stimulus for dynamic developments.

Noteworthy is the opera’s tonal structure. Tchouhadjian widely uses:

1. Homonymous keys, based on the correlation of modulations, which
characterize a hero.

N 3, Meriem’s romance - g-moll - G-dur,

N 8, Meriem’s romance - e-moll - E-dur.

2. parallel tonalities, forming the tonal structure of a scene:
N 4, Arif’s cavatina - Es-dur - c-moll

3. Tertia correlations of major tonalities:

N 8, Mariem’s romance - e-moll - E-dur - C-dur - E-dur - G-dur - E-dur
4. different sequences of the same topic are in Tertia correlation

Arif’s confession: in prelude A-dur, and in N 15 C-dur,

the people’s theme: in prelude h-moll and in N 1 g-moll.

5. Secunda correlations of tonalities:

1. different sequences of the same topic: Meriem and Arif’s love theme -
prelude in D-dur, N 16 in Es-dur

2. in successive scenes: N 9 - Es-dur - N 10 d-moll,

3. the opera beginning and the end of the first act: prelude - D-dur, - N 7 finale - E-dur,
the beginning and end of the second act: introduction e-moll - N 10 finale D-dur.
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Tchouhadjian creates modal-tonal and thematic bridges in the space, making
the opera composition more solid. The opera unfolds in one breath, with a
predominance of fast and moderate tempos (the exception is the Largo of N 3 and
N 16). Danceability distinguishes Arif’s musical language, and waltz rhythms
permeate the heroes’ pieces (N 6 - women’s chorus, N 7 - Arif and Meriem’s duet).

Conclusion

Unfortunately, the once popular comic opera Arif’s Ruse has been completely
forgotten, it was not staged in Armenia, and today, it is unknown to musicians and
music lovers. The only exception happened exactly ten years ago. On December 12,
2012, during the concert Dikran Tchouhadjian’s Chamber Works, held in the NAS
RA Meeting Hall, young singers and pianists, engaged in scientific work, presented
chamber pieces (solos and piano works) by D. Tchouhadjian for the first time in
Armenia. At the end of the concert, the author of these lines performed one of the
composer’s transcriptions from Arif’s Ruse: Arif and Meriem’s duet from N 7 finale
of the first act, where Arif’s confession of love is placed [4, p. 176].

Ironically, the first Armenian comic opera was presented to its audience in
Turkish. It is appropriate to remember that during the first meeting with Catholicos
Gevorg IV in Etchmiatsin, on October 1, 1881, Komitas, the great celebrant of the
Armenian songs and later also a connoisseur of grabar (the oldest attested form of
the Armenian language), spoke in Turkish. He did not know Armenian as “the
Armenian community in Kutahia was Turkish-speaking because the Turks had cut
off their grandfathers’ tongues for speaking Armenian” [25, p. 254]. Could
Tchouhadjian have imagined that one day his stateless people would have a well-built
and prosperous Homeland, an opera theatre with professional singers, where it
would be possible to stage performances in Armenian? Definitely not. And today, it
is necessary to finally shake the dust of oblivion off Arif’s Ruse and stage it in the
Motherland.

A few years ago, the talented director and a big fan of Tchouhadjian’s opera
music (by the way, in 2015, he received the RA President’'s Award for the
performance of Karine by Tchouhadjian) Yervand Ghazanchyan, the People’s Artist
of Armenia, started staging Arif at the H. Paronyan State Theatre of Musical Comedy
in Yerevan (conductor: Harutyun Arzumanyan, stage designer: Robert Elibekyan,
scientific advisor: Anna Asatryan).

But on July 30, 2019, unexpectedly for all of us, Yervand Ghazanchyan passed away,
taking with him to the grave the last hope of staging Arifin Armenia.

It is also necessary to carry out the academic edition of Complete Works by
D. Tchouhadjian, in the corresponding volume of which the opera clavier and score
will be published. Owing to this, the opera will finally become available for staging
and performance.

And before that, for the first time, we are putting into scientific circulation the
prelude clavier of the opera Arif’s Ruse, the computer composition of which was
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carried out at our request by assistant professor Anna Tamiroghlyan, Doctor of Arts.
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SharuL ANhuUa3UuLb «Urhdh WU ULLUNk@3NkLE» OMENrUL
(udhpynud § hwyuuin wnwghtu Yndhyulywu owybpwjh unbnédw 150-wdjw hnpbywh)

ULLU UUUSNr3uL”

Andwu hwdwp. Uuwwnpuwu, Uuuw: «Shgpwt 2nifuwtjwuh «Uph$h funpudwuynieiniup»  owbpw
(udphpynwd £ hwyyulywu wnwoht Yndhlwlwu owbipwih untinddwu 150-wdjw hnpbywupu)»: Upybuyw-
ghywljwl hwinbu, N 2 (2022): 5-27. DOI: 10.54503/2579-2830-2022.2(8)-5

1872-h nbywnbdpbph 9-pu Y. Mnup SGwnhYy-hwowih pwwnpnund pbdw-
npybg hwyyulwu wnweoht Yndhyulwu owbipwt' Shgpwt 2ntuwdjwuh «Uphdh
funpwdwuynieyniupy’ Jhwdwdwuwly tywuwynpbiny pnippwlwt Gpwdonwywu
pwwnnuh ulqpuwynpndp: Owbipwih |phppbwninh henhtwyu Ep hw) owbipwihu
Gpaghs, GUpnwwnud dJwutwghwnwlwu Ypenientt unwgwsd wpldunwhw) wnw-
ohtu tipghy, mbunp <nyhwuutiu UdLdjwup (1838-1905), ny hwunbu Glwy gfuw-
dnp htpnup' Uph$h nbiptpgny: Sfuwydnp hbpnunthp Ubphtdh nbipbpgp Yuww-
ptig oudwujwu pbdh wphdwnnuuw Cwghy Lnyinywup (6u. Upjwbbiwu, Lnwutwy
Uwpquh £njinyw, 1854-1905):

«Upph$h» ubipywjwgnudp hwj Gpwdanwlwu hpwlwunyejwu dbe wnwohu
ntGwpu tp, Gpp pbd Ep pwpdpwund hwy Yndwnghwnnpp owbpwu, npp Ywwnwpnd
Ehu hwy wpwhuwnubpp: Uw ng dhwju hwulwu Yndhhulwu owybtpwih duunjwu

" << QUU wpybunh huunhwnnunh wuopbu, Gpwdonnpiwu pwduh Jwuphs, << wp-
ybunh Jwunwlwynp gnpdhy, <nuidwupqdph wpnptdubph wywnbdpwih hnfutwfuw-
gwh, Shgpwu 2nifuwdjwu hhduwnpwdh twiuwgwh, <wjwunmwuh Yndwynghwnnpubiph
dhnigjwtu  Jupshipjwt  wunwd,  wpybunwghwnnyejwt - nnlwnp,  wpn$bunp,
annaasatryan2013@gmail.com, hnnywép ubipywjwgutint opp’ 30.03.2022, gpwfunubynt opp’
25.11.2022, nnywgpniejwu punniubnt opp' 15.12.2022:
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opu tn, wjl btpwuwynplig hw) pwdonmwlw pwwnpnup uygpuwynpnidp:

Lhnwgnunigjutu dby Gpwdonwywu snifuwdjuwtwghnnyejuu by wnwohu
wugwd wuquibgnt pupbpgnnhu tu ubplwjwgynd owbipwih hwdwynndwup
nwunwiuwuhpniejwl wpryniupubipp, hhduwynpynud £ «Uphdh»' nputiu Yndhywuwu
owbipwjh, dwupwjhu punpnonwip, pwgwhwjnynd Gu owbipwih Gpwdonwywu
lGgyp L npwdwwnnipghwlywt wnwuduwhwunyniyeniuutipp, wnwe £ pwoynid Lw-
Jwuwnwund owbpwih pbdwnpdwu b wwpuhunngph ne udhph wywnbdhwywu
hpwwnwpwyniejwu wuhpwdtionnyejwu hwpgp:

Unwoht wuqwd ghunwlwu opowuwnnipjuu dty £ npynud  «Uphdh»
Mptyninh Ywdhpp, npp - hwdwlwpgsuwiht awpywépt hpwlwtwgnty £ wp-
Jtunwghwniejwu phluwsént, nngbun Uutw (GFwdhponjwp:

Pwbwih pwnbp' Shgpwu 2niuwdwu, «Uph$h  funpwdwuynipniupy,
Y.Mnjhu, 1872 pwlwl, Yndhywlwu owytipw, <nyhwuubu UbLdjwu, Cwahl:

OMNEPA TUTPAHA YYXAOMAHA «YIOBKU APUDA»
(nocBsiwiaetca 150-neTHemy ro6uneto co3gaHna nepBoii apMAHCKOIA
KOMMYecKoli onepbi)

AHHA ACATPSIH

Ina uutnposaHua: AcatpaH, AnHa. “Onepa TurpaHa Yyxapsana «Ynosku Apudpa» (nocssauaetcs
150-neTHemy tobuneto co3faHnA NepBoit apMAHCKOI Komuueckoi onepbl)”. Mckyccmsosedyeckuli xypHarn,
N 2(2022): 5-27. DOI: 10.54503/2579-2830-2022.2(8)-5

9-ro pekabpa 1872-ro ropa B Teatpe eTnk-nawa KoHctaHTMHONONA cocToANach
npembepa NepBoii apMAHCKOI KoMUYecKoi onepbl «Ynosku Apudpa» komnosuTopa
Turpana YyxapsaHa — cobblTve, OLHOBPEMEHHO O3HaMeHOBaBLUee 3apoMpeHue Ty-
peLKoro mysblkanbHoro teatpa. ABTopom nmbpetTo onepbl bbin onepHblii nesew, ap-
MAHCKOro npowucxoxpeHus, teHop OsaHHec Apxeman (1838-1905) - nepsbliii 3anaa-
HOApMAHCKMIA NeBeL,, nonyumBLUUii NpodpeccuoHanbHoe obpasosaHve B EBpone. OH
CTal TaKKe WCMOMHWTENEM 3arnaBHOM MapTUW OMepbl; B POMW TNaBHON FepouHU
Mepviem BbicTynuna npumagoHHa ocmaHckoit cuedbl Llasuk KéivinyaH (JlycHak
CaprucoBHa KéiinyaH, yp. CsausaH, 1854-1905).

loctraHoBKa «Apudpa» ABMNacCb MepBbIM B apMAHCKOW My3blKanbHOW [Aeil-
CTBMTENbHOCTM MpeAcTaBjeHNeM Ha CLeHe ornepbl apMAHCKOro KOmrosutopa B
WCMONHEHNN apMAHCKUX apTUCTOB. DTOT [ieHb O3HameHoBan coboil pompeHue He

" LOupektop Unctutyta uckyccte HAH PA, 3aBepyioluas oTnenom Mysbiki, 3aciyKeHHbii
LeATeNb UCKYCCTB ApMeHWW, BuLe-mpe3vaeHT Axkagemun npobnem rymaHusma, npepcepartenb
PoHpa TurpaH Yyxapan, uneH lNpaeneHns Cotosa KOMMNO3MTOPOB ApMEHUN, [LOKTOP NCKYCCTBO-
BedeHuA, npodpeccop, annaasatryan2013@gmail.com, cratba npepctaneHa 30.03.2022,
peueHsvpoBaHa 25.11.2022, npuHaTa k nybnukauum 15.12.2022.
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TONbKO apMAHCKOW KOMMYECKOI orepbl, HO M Hayano hopMMPOBAHWUA apMAHCKOrO
My3bIKa/lbHOIO TeaTpa Kak TakoBOro.

B wuccnepoBaHun BnepBble B YyxafKAHOBEAEHUN MPeLCTaBNATCA BHUMaHUIO
aHrnoA3bIYHOrO YUTaTENA pesylbTaTbl BCECTOPOHHETO W3y4YeHUA onepbl, 060CHOBbI-
BaeTCA onpegeneHue xaHpa «Apudpa» Kak KOMUYECKOI Onepbl, BbIABAAKTCA OCO-
6eHHOCTU My3blKalbHOIrO A3blka W ApamaTypruu onepbl. Hapagy ¢ aTum cTaBuTCA
BOMPOC O MOCTaHOBKE Onepbl B ApMEHUU U O HEOOXOAMMOCTU aKaLeMUYECKOro U3-
OaHVUA NapTUTYpbl U KNaBupa NpousBefeHNA.

Brepsble BBoaWTCA B HayuHblii obopoT knaeup MNpentopun «Apudpa», KomnbroTep-
Hblii Habop KOTOpOWl ocyliecTBMNAa KaHOMAAT WCKYCCTBOBELEHWA, [OUEHT AHHa
TamupornsaH.

KnioyeBbie cnosa: TurpaH YyxapaH, «Ynosku Apucpa», KoHctaHTMHONOND,
1872 rop, komunyeckas onepa, OBaHHec ApemaH, LLla3uk.
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20 Dikran Tchouhadjian’s Opera Arif’s Ruse

"Arif" in Hillessi
Preludio dell atto Primo

music by’ D.Tchouhadjian
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"Anf" in Hilless1
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22 Dikran Tchouhadjian’s Opera Arif’s Ruse

"Arif" in Hillessi
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"Arif" in Hillessi
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Dikran Tchouhadjian’s Opera Arif’s Ruse
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"Arnif" in Hillessi
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"Arif" in Hillessi
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Dikran Tchouhadjian’s Opera Arif’s Ruse
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"Anf" in Hillessi
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"Arif" in Hillessi
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4S8 : 929 : 281.6 <nyhwiliubiu Swynbigh-dwtwlwy + 783(479.25)
DOI: 10.54503/2579-2830-2022.2(8)-28

<Nat4nr 6PULICSNRE-3UL LI PLENE YULUHUL YUrHUNESh
«<ursunhiL 64 NMusuluuLh£» 6runhy

ULLU UNrs4cusS3uL’

Andwu hwdwp. Uplpwunwu, Uuuw: «<ngunp Gpudonnipjwu fuunhputipp Ywuwlwu upnwwbnh
«lwnpguntup U wwwwufuwuhp» bpynwd»: Upgbuypwghypwlwt hwantu, N 2 (2022): 28-39. DOI:
10.54503/2579-2830-2022.2(8)-28

Uhouwnwnuwu <wjwuwmwuh qwupbpht Yhg gnpdnn Jupnwwbwmwpwuubpnd nw-
uwywunynn pwqdwwhuh Unyep wdthnthynd Ep dhoUwnwnwu nwnignnulwu gpwljw-
untpjwup punpn? hwpg nt wwwnwutuwuh duny wpwnpwé nwuwgpptipnu: Ukg hwuwd
wnwoht tdwuwwhwy hwdwnnwn hwpgwpwup <ndhwutbu Swynpbignt Yuwd dwuwlwu
quwpnwwbwnh (1181-1251) Jwuqiwd «Lwpgdniup G wwwwufuwUhp»-u b Wu wjunpbu
gnpéwoyb) b <wjwunwup dhouwnwpwtu hwdwuwpwuubpnd b wnweoht htpphu hp
huy hhduwnpws funpwuwywwnh hnswlywynp Jupnwwbnwpwunw: b ghyu wj ghunnie-
jniuutiph, <nhwutubu Ywuwlwuh nwuwgppntd nbin Gu gqunb| Gpwdanwywu wpybunhu
ybpwpbpnn hwpgbp b wwwnwuluwuubp, husp yywnd £ wjs dwupu, np lunpwuwywwnp
nwpngh nwnwiuwlwu Spwgpnwd hngunp Bpgupybunp gnpduwlwu nwnigdwup, GYG-
nbgwlwu Gpwdonniyejwt wwwndniypjwu, nbuntgjwu b gbinwghwniyegjwu hwpgbphu nipe
nipwnpnieintu Ep hwnyuwgynid: <ndhwttbu dwuwlwuh «lwpgdniup br wwnwuluw-
upp» Gpyp XHI nwph hwy dhouwnwnwu Jwpnwwbnwpwu-hwdwuwpwuubpnd opow-
uwnynn hwupwghunwpwuwihtu punyeh Ywplnp dentwplubiphg Ep: Wn wfuwwnniejw
oppuwyny bGu uwbndyb] hbwnwquih udwuwwhwy bpybpp, npnug pYnd’ dwpnwu
Upubignt «dnwuupp» b Spphgnp Swelwgnt «3hpp hwpgdwug»-n:

Pwhbuyph punbip’ funpuuwowwn, Jupnuwbnwpwy, Ywuwluu Jupnuwtn, «lwpg-
dntup bt wwnwuluwuhpy, 2wpwwuwghwnnieniu, Nipdwjup wbuntegintu, «&wjuhg» Jty-
uniejniutin:

LEpwdnipyntu

Wu wwph upynwd £ hwy dhouwnwpwu gpsnipjwt b Ypeniejwu Yupln-
pwagnyu YEunpnuubpphg deyp' funpwuwiwwnp Jwuwlwu hwdwipph 800-wd-
jwyp: funpwuwowwnh wujwunwp wupwdwubih £ hp hhduwnph' XHE nuph hwy
dwwnbuwgpnipjwt wdbtwupwuwlwih nbdpbiphg deyp* <ndhwuubu Swynipbignt
ywd <ndhwuubu dwuwlwu Jwpnwuwbinh (1181-1251) wunwihg, ny hwjwnuh tp
npwbu wunjwdwpwu, dtluhs, wwwndwghp, dwuluwdwpd L nndwpwgbn:
Lwupwghunwly dnwynpwyw, nwd ghunwlwu hGwnwppppniejniuutpu pungpyb)
tu ghwnbihputiph dh pwpp puwquydwnubp, ny tinti| £ Uluhpwp Snoh wpwytipnp
U oquwlwup, dwnwugbiny hp tpwuwynp nwunigsh hhduwd Lnp Stinhyh nwpn-
gh (wywgnyt wwunnyputipp: 1222 . hhduwnptiiny funpwuwwwh Jwupp, tw
uintindtig JdGd hngwlyh wpdwuwgwd hp nwpngp, wwwpwuinbg pwqlwehy

* £ QUU wpybunh huunhunnunh Bpudonniejw pwdup wnwowwnwp ghinwyfuwwnnn,
<< wpybunp  Juunwlwynp  gnpdhs,  wpybunwghwnigqwu  nnbuinp,  wpndbunp,
anna_arevshatyan@hotmail.com, hnnwéh ubipuywgubne opp' 29.08.2022, gpwfunubnt opp'
01.12.2022, nwwgpnipjwu punniutine opp' 15.12.2022:


mailto:anna_arevshatyan@hotmail.com

<nqlunp Gpwdnmnipyw fuunhpubpp... 29

uwubip, npnug pYnw thu Yhpwynu Gwudwlybghu, dYwpnwu Uplubighu, Sphgnp
Ulutipght L hGunwquinud hwjinuh nwpdwd swuin niphy BYbnbgwlwu-pwnw-
pwlwu b dowynipwihu gnpdhsubip [17]:

<hduwlwu uynyeh qwpwnpnid

Lwjnup k, np Jwuptpht Yhg gnpédnn Jupnuwwbunwpwuubpnd nwuw-
qwunynn pwqdwwhup uniep (wunyjwdwpwunieniuu nt Gnjwy b pwnwy gp-
wingyntuutipp) wdthnihynd tp dhownwpwt nwnignnuijwu gpwlwuntpjwup
punpn2 hwpg nt wwwnwufuwup duny swpwnpdwsd nuuwgppbpnud’: Hpwtghg dh
pwuhup' wwppbp htnphuwyubph Ynndhg unbindjwsd' wwhwwuyb) tu: <wiwfu
wjn  wofuwwnyeyniuubpp Ypbp Bu hwupwghwnwpwuwhu punye' hpbug Jby
ubpwnbiny hwy ppwywuniejwu dbe b wnhwuwpwy Uhouwnwnpnid duwynpywd
wwwnybpwgndubpu nt hdwgnieniup thhihunthwiniejwt, wunyjwdwpwunypjwu,
Shuwghwnipjwt, wwwdnipjwl, pbpwlwuwghwnnigjwl, wunnwpwotunyEjw,
Gpwdonwghwnniejwu, nndwpwaghwnniejw, woluwphwagpnuejwu W wjuh dwuhu:

Ubtg hwuwd wnwoht udwuwwhw hwdwnnn hwupwghunwpwu-hwpgw-
pwup <nghwuubiu dwuwlywuh Yuqdwsd «lwpgdniup b wwwnwufuwuhp»-u k,
npp Ywiuwywu Jwpnwwbinh wwhwywujwsd gnpdtinphg wdtuwwpdtipwynpu k
hwdwpynwd: Wu jwjunptu gnpdwéyti t <wjwuwnwup dhouwnwpjwu hwdwjuw-
pwuutpnd b wnwohtu htipehu hp huy hhduwnpwd lunpwtuwwwnmh hnswlwynp
Jupnwwbunwpwunwd: «lwpgdntup L ywwnwufuwtuhp»-p swpwnpwé £ dwwn-
sblh, dpohtu hwjtiptupu dnuintignn |Gqyny:

b phyu wj| ghwnnyenutbiph, <ndhwtubu dwuwlwup nwuwagppntd wnbn Gu
gt Gpwdonmwlhwu wpybunhtu YGpwpbpnn hwpgbp b ywwnwufuwuubn, husp
qywynuwd £ wyu dwupt, np flunpwuwwwh nwpngh Yppwlwu dpwgpnd hnglnp
Gpqwpybunp gnpdtwywu nwnigdwup, GYbntgulwu Gpwdonniejwu wwwdnt-
pjwl, wbunejwlu W gbnwghwniyejwu hwpgbipht nppe nwnpnentu Ep hwwn-
Ywgynid: Mbwnp £ gk, np Ywuwywu Jupnwwbinh hwpgwpwu-nwuwagpph wju
dwup dphus wydd sh wpdwuwgb] wnwudhu puuniyejwl, wjuhus pwdownniewup
ytpwpbpnn wwppbpnyeniuubpp hwwnywugynd G dh owpp npwgpwy nh-
nwpynwitbpny U dGluwpwunigyniuubpny?:

Puwghpp Ypnw £ «lwpgdniup bir ywuwnwujuwuphp wpwpbw] dwuwlwu
qupnwuwbwb» ybpuwghpp: Wdku pushg Gpunwd £, np <ndhwuubu Ywuwlwup
pwuhdwg Ep hnglnp Gpwdonnigjwu ninpuinuwd: Unweoht hbpehu tw npulinpby §
hp&u npwbu hdnun 2wpwywuwgbn-wunjwdwpwu: <wynuh £, np h _hyu wy|
gnpdtiph, Ywuwlwu Ywpnwwbiwp htnhuwyb) b Wuwupw Chpwlywgnt Ywpnw-
qwnh wnwohu opw Ywunuh «Nipwiuwghp, wuwy Ynwhg» Gwont swpwlwup

! <niuwbignt dwnbuwgpnejwt dbe udwuwwnhw Gpybpp Ynsynud Ehu ’epwtarmmokploerc.

2 Pugwnnipiniu Bu Yuqdnud dbp deuwgpnggniututipnd W hnnjwdutipnud nbin quwd
<nhwutbu dwuwlwuh hwpgwpwund wpdwpdywsd dwjubnwuwlubph delunygjwu W
gnpduwlwu Yppwnnigjwup udppywsd hwindwsdubph ybpnidnieniuubpp [3, Ly 58-63; 4,
ko 88-94; 21, k9 208-210; 22, k9 91-95]:
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30 Uttuw Uplwwnjwt

dtyunieyniup: hp hwpgwpwuh dh owpp tobpnud uw dGlyund £ wjliwy swpw-
Ywuubiph pnwunwynygjwu fupeht hwnywdubph wunwdwpwuwlwu funphnipnp'
hunwybgutiny Jwpnwwbuwwpwuh uwubph hwdwp ndwppdpnubiih nbintpph
hdwuwp [14, 61w, 79p, 104w, 1MMw W w)u]:

Lotiup twl, np <ndhwttbu dwuwlwup unyu Gpynd £ qbinnbnwé swpw-
Ywuwghpubph huwgnyt wywhwywujwd hwdwnnwn gnigwlp, npu, puwn Gpuny-
ehu, hhdp t hwunhuwgtb] hGnwaquwih djnw gnigwlwghpubiph hwdwp: Ubeopb-
pbup wju wdpnnonyejwdp, Ujwwh wnubing dh 2wpp hGwnwppppwywu Jwupw-
dwuubin.

«3wnwaqu owpwlwuphtu ek n"J b wpwpbwi Np gdnpwu hnginju wpphu
Jhdwuwih wnphipbu Gpgbight b dwdwuwlyu dwdwuwlu: 2Qouunbwut’ Undutu
Lbippnnu: RPnfudwiu, gdwpnwywnht, qUupguwnpthgu, nt qdwpnuwbnwgu,
qUtnwp wdbuwjuh dhus jUnwpbing' 3nhwu Uwunwyniuin;: 2QUwwafuwpniehiu’
Ubtupny dwpnwwbntu: 28wjnunypbwu <wpguwywpqu qpnwunwyu’ Uuw-
upw Chpwlwghu: 23wpnyetiwu Uiphunyebwuu . dwjut’ Unbthwuunu Upub-
ghu, b q4wnu' Lbpuku Ywennhynu: 2hwuqunbwuu, qUwpunhpnuwgu’ Mbwnpnu
Ywdpowdnnpbtight: Rluwsht b qblybntiginu’ wkp Uwhwy Ywennhynuu: 2Unwio-
wnnt bpqu b dwjuhg pwdwunwt' [Uwhwly] Mwpebitu» [14, 76p; 13, Lo 485; 12,
629]:

Snigwynud wpdwpdwsd swpwlwuwghputiph gwulyu pungpynud £ wagqujhu
owpwlwubpgnyejwu Luwynpdwt Yupunpwgnyu opowuubphg V o nuwpp' hwy
hngunp hupunipnyu tpgh hhduwnhpubph W Upwug Ybpwapynn swpwlywuutiph
hhawwnwnygjwdp: Ophuwy, Ubupny Jupnwwbiup, wjupupt' Ubupny Uwownngp'
npwbu Uwwoluwpniejwt swpwlwuutph htnptwy Ywd Uwhwly Mwppl Yuw-
pnnhynup’ npwbu hwyng BYbnbgwlywu dwjubnwuwyubph wnweoht Ywpgwyn-
pnnp, huswybtiu b hwnnpnnwd £ «<wjudwinippp» [10, ko 74]: Ujunthbinl nw wnb-
pniuwlwu wnnubiphg Unipp Sutunywup udhpwd swpwywuutiph htnhuwy Uny-
ubu Rbppnnu k, wuhupt' Undubiu funptuwghtu U Jdh pwpp Ywunuubpnd qb-
nbnywd bGpgqwuwgnigyniutubph htnhuwy <nyhwu Uwunwyniup Ywennhynup:
Cwpwlywuwghpubph nhunwpyynn gnigwynud hwonpnhy wbn Gu qub] hw
hngunp Bpquuwnbindniejwu djnw Yuplnp thngp' VI-VIE nupbph Gpbp upwuwynp
htnhuwlubpp' Uwhwy Qnpwihnpigh Ywennhynup, Uuwuphw Chpwlwgnt W
Uwnbithwunu Ujniubignt wuntuubiph hhawwnwyniejnwup: Unweohtuh nbwpnud ugynid
Gu huwsh L BYtntgnt winubpptu uyppwd wpwlwubpp. «RRuwshtu Gr qGYyb-
nbginu’ wnkp Uwhwy Ywennhynuu»: Uuwupw Shpwlwgnt yepwpbpnw wujwsd
E, np uw £ hGnhuwyb] «q3wjnunyebwu <wpguwlwnpqu gpnjwunwyu», hugp,
hwwuwpwp, wbwnp £ ninnyp «q3wpniebwu <wpguwlwnpqu qpnjwunwlyu,
huswbu hwnnpnnud Gu hGinwaqwgh djinw pninp 2wpwlwuwghputiph gnigwlyubpp
[6, b9 132-133; 7, L9 48]: Unbthwunu Ujniubtignt dwuhu puwghpu hwnnpnnud k,
np bw bt htnptwyb] jnp dwjubnwuwyubpnw dwyjwiynn U. <wpnipjuu Udwg
ophuneyniubpp, huy dwn dwjup, wjupupt' FY Swjubnwuwlyh ophunipniu-
ubpp hbnpuwyb; £ U. Lbpubu Cunphwih Ywennpynup: Syjwiubp, npnup
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<nqlunp Gpwdnmnipyw fuunhpubpp... 31

YpYunwd tu hbwwguwih swpwlywuwghpubph gnigwlubiph pninp hbinhuwyubpp
(Uwpngpu tpbg, 9phgnp Swplwgh, Unwpb] Ujniubgh b wyp): Wuwhuny, Yw-
twywu Jwpnwuwbwnh gngwynud hhpwwnwlynn wdbuwnyy hbnhuwlubphg Gu
Mbwnpnu Ywdpowdnpbight Ywd Mbwnpnu FGnwnwpd Ywennhynup' npwbiu
hwugunjwu b dwpwhpnuwg Yupgbph dbe dununn swpwlywuubph htnhuwy W
Lbipubu Cunphwipt Ywd Lbpubu V% Ywybgh Yupennhynup' dwn dwjuhtu wywwn-
Ywunn wywg ophuniejniuubph wnusniejwdp: Nwagpwy £, np nyjw) gniguynd
XHI nwpp npuk htnpuwy sh hppwnwygws, wdbuwiu hwywuwywuniejwdp, nbn
sywuntwgywd |hubint ywwéwnny. dh gnpdpupwg, npp bGppbidu pwjwlywu
Gpywp Ep wbnw: dbpp updwd hwuquwdwupp unyuwbu hwunwwnd £ inyjug
gnigwyh dwdwuwywgpwlywu wnnwinyg wnwyb| hhu (hubint hwuwnp:

dtinwgpnud SCwpwlyungh wwwndnyejwutu wnusynn twb wy 2whtlwu pw-
gnuiubp Ywu, oppuwl. «£g. qUuwuyniupu n"J £ uwhdwub;: Mww. bgp Yw-
pnnhynu: <g. Unwionnt Ywunu: Mww. Ghun Yupnnpynuh np G gPwpdpw-
gnigk[p]u jnigbi| b Fwipw» [14, 76p]: Mwownnubipgniejwt pwpblwpgdwup Ggp W
Snun Ywennhynuubiph dwutwygnipjutu dwuht hwnnpnnn wju Gquyh wnb-
nGynyeyniuutipp  hwypinuh Gu hGug Ydwuwlwu Jupnwwbnh hwpgwpwuhg,
sunyuytiing nplk wj| wnpyniptiipnud:

Puwywuwpwp, <ndhwttbu Ywuwwup sh opowugli| uwndnubingnigjwu
ninpunp: Uybjwgubup, np b ehyu wy) dlunnuywt Gpltiph, upw gpsht £ uwwn-
Ywunwd uwb «Uju ény Ubd» uwndnuph thnppwdwyw| dblyunyeniup: Uunpw-
nwnuwiny uwndnuubpht, bw wnweohtu hbpehu oGtk b uwndnuubph «wnw-
pGlwnhp», wjuhupt' wnwpjwjubph Ynndhg uwhdwujws |pubiint hwugqwdwupp,
wjunthtinl pwgwwnpb £ npwug Yhpwnnigyniup, dJwutwynpwwbiu, gnipnuutph,
thntubph L wiGnubph yuwwnwpdwu dwdwuwyp.

«£g. N°Y b Yupgbw| uwndnuu. M. Unwpbwpt pun wpt b pun ghobp
pninpbwp. £g. Gphugynwt' qubnnyehtu. Mun. Unwpbwpt juwinipu jGiu gh bp
wonhtwuwg wup. <g. Jwunttu. wyw. wunt np £ uwhdwt npubu pnineu
Muwinnuh b gnpnnwju npwku puebipgnuwd. L hnfut npwtu gintfu. hwughuwnu
npwbu dwutwinp. W wintupu np £ Yhuwwnn' ubppuwpwdhu. dwutwinp: buy
thwnpt U witnt W wiphunyehtu W hwnp, wdtu W pun hnginn pnud, wju wdku
wnuwpbjwnhp E» [14, 46p]:

Glytintigwlwu dwjubnwuwlyubiph hwpgnud Ywuwlwu Ywpnwwbinp wnwy-
uwjht £ hwdwpb] npwug dhuwlwu-gnpduwlwu Yhpwnnigjw fuunhpp, nwunh
«lwnguniup bt ywwnwufuwuhp»-nid hwdwwywwwufuwtu hwndwsép udphpywsd k
Uybwnwpwuh, wnwpbiing pnetiph W dwpguptinugniuubph Gpgbighy puetpgwunt-
pjwu hwdwp uwhdwudwé sdwjubnwuwyubphu YyGpwpbpnn npnowyh gnignud-
ubippu, wjuwbiu. «£g. 2gpbwupn h dwjuk npwt’u Yupnwu: Mwwn. qUibnwpwuy’
jwnwoh dwju. Rwnwpbwu' jGpypnpn £ qbuwght’ jGppnpnk. 2ubppnnbwuu’ p
Jbpohtu dwjuk: Unbnu' Snhwu Ywy np japypnpnk. Ge wyu' junweoht &wyuk:
Swjbiptu ubppnnbwu’ h unbinu» [14, 57p]:
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<hduwlwunwd ywppbipniejwu pdwuwp hunwy t, bl unbinh dwjubinw-
uwlubppu YGpwpbpnn hwwndwdp Ywpnn Ep wybih npnawyp (hutp <wjwuw-
pwp, funupp Jwlwlwu bGpgswlwu gnpdtwywund wun punhwupwgywsd W
hwupwdwunpe hpnnnieniuutiph dwuptu k£, win ywwbwnny htnhuwyp hwpy sh
hwdwpb] npwup Jwutwynpbine: Mwnpq sk dhwyu, pE h"us Gpgwuwgnieniuutp
uyuuwnp nup dwuwlwu dwpnwwbinp «ubppnnGwus b «hwbpbu ubppnnbwu»
wubiny, npnughg «ubppnntwu»-p wbwnp £ Gpgybp dbpohu, wyuhupt' snppnpn
dwjubnwuwynid, huYy «hwjbpbu ubppnnbwu»-p’ unbinh dwjubnwuwynid: Uyu
hwpgp pbplu Ywpnun £ jpwgnighs hGnwgnundwt, nwwh gbpwnwund Gup
wnwjdd dtnuwwh Juw| Gupwnpnyentuutphg:

Nuwgpwy k£, np «lwpgdniup br ywwwufuwupp»-nd wnyw £ dh thnpp
wwppbpnignt’ udppdwd dnnnypnwwu ujwgqupwuubp pwunup L thwunhnh
ujwpwapnuejwup, pun npnud <ndhwutbu Ywuwlwup upnd £ pwunup bGpbp
wujwunw. «£g. Un n’pu fubiggbinp b jwubp M. Gpgupwu £ pninp b snpbip
Ynwp qwp wplwu: Ybup Ywunt wubu Ge Ybup' fuwunu» (gphsu £ hp Ynndhg
(nuwiugpnud wybjwgpby £ osnppnpn wudwundp® «wpnwunu»): bul thwunhnh
wudwu wnwy, npp Bpudanwlywu dhotuwnwpwaghwniejwu dbo unynpwpwn ubip-
uwjwgynid £ npwbu ninh wwpwwnbuwy, wwpuwagny b uupwgpqws, wju-
whu. «Nwpy £ nytup Ge thnn £ npwd h ubpu: Swupel nubu ghg h ybp b dwju
wnwu wob| GEnwipu» [14, 94w]:

Lwfu wuhwulwuwih k, pb hugnt” pwunup «jubiggbnp» £ wudwudws:
Wunthbul, ufuwdnt’up k, E, hpnp, Ywuwlwu Ywpnwwbinp dwdwuwyubpnid
thwunhn wudwu wnwy w)| Gpwdonwywu gnpdhp Gu hwuluwgbp: Fdwp b wub,
npnyhtnl nbin Undubu funpbuwgnt «<wjng wwwndnigjwu» dbo wnlw Yhww-
uwuubiph bGpnypubpp ujwpwagpnn  hwnuh  ppdugnd  (funupp «h  unwwuqu
thwunnwu bt Gpqu ggng bL wywpnig» wpwnwhwjnniejwu dwupu k) [15, Ly 27]
thwunhnt pulwynw £ npwbiu ninh punwuppht Wwwnlwunn jwpwihu gnpdhp:
Pninp nbwptpnd’ uwdwtu thwunbpp b J6Y wuqud hwjwuwnnd Bu, np hw-
uwpwlywlwu deunnpwp b dowynypu wdpnnonipjudp wjn dwdwuwlwonpow-
unud Gupwnplyty Gu unp hngbph wagnbgnigjwup: dnnnypnwlywu Yeugwnph L
wpybunh wpdwquwupubpp pwihwugnud thu Jwupbph wwphuwubphg ubipu’
hptug wpunwhwjnnientup unwuwiny wugwd Juuwywu dhowduwipnid untind-
ynn nwnignnujwt gpwywuntejwu bobipnud:

Syjw nwpwspowuh htnhuwyubph jwju dinwhnphgnup b opowhwjwgniejwu
dwuht fununw £ wju thwuwnp, np h phyu wwppbp wjwunwwwwnnwubph,
upwug gpwyt Gu twl Gpwdonniypjwup YyGpwpbpnn htwgnyu hwywwnwihputip
L wnwuwbijubp ywpniwwynn wjwunnieniuutipp: Wuwbiu, ophuwly, dwjubinw-
uwyubph gqnunp hbn Yuwywsd hwpgdwup wwwnwufuwubihu <nyhwiubu dw-
uwlwup, pun Gpunypht, wnnpp wwiny wqgquiht dJwnbuwgpniyjwu dby gnnipe-
jnwu niubignn wywunnyehtu, wnwe £ pbpnd «Qwjuhg ghin punn thhihunthwihg»
funpwapny wwhwwuywsd huwgnyt wwwwnhyp, nph dbi9 wnyw tu huswbiu hp-
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uwynipg puwwwonwywu wwwnybpwgnwubpp, wjuwbu £ wuwnpy opowung
GUYnn wnwuwbjubph wpdwaqwupubpp.

«£g. Npwt’u [] dwjuhg ghun. M. Cuwn thhihunthwihgt' w. [wnwohu &wju]
h hhwuwlwut. p. [Gpypnpn Gwyu] b nupptwlwut. g. [Gppnpn Gwiu] h gbinng.
N [snppnpn duyu]. jwnuwiptiwg t. G. [hhugtipnpn dwu]. jtiplwren). q. [ytgtipnpn
dwyu]. h énynt dthdwug. k. jnebpnpn dwju]. h dndnt YEunwubwg. p [nyebpnpn
dwju]. h jwlwuung. p. [phubbpnpn dwju]. b ququwuk. d. [wuubpnpn Gwju] p
hwinig» [14, 71w]: <wy dhouwnuwpjwt «&dwjuhg» dtyunigyniuutiph gwppnud nyjw
huwgnyu dayunieniup npwagpwy bt upwund, np puwgpnd wpdwpdywd Gwjubi-
nwuwlubpp nbnlu Gupwpyqwd sbu Npdwjuh nwuwlwpgdwup' snpu pniu, snpu
Ynnd L Gpynt unbinh dwjubinwuwy, husu, wulwulws, Yyywnw £ wywwnwnhyp
wnfuwhy, bwjuwpphunnubwlwu o2powuhg utinbint dwuhu [4, Ly 43-46]:

Uju wwppbpnyejwup hbnbunud £ «Uwownng» dhuwpwupu Ygynn «“wpqu-
ptipnyehiu gnigdwug wiphuniehtuwpbp gnigwyh» hhawwnwlywpwu-ywybipwagh-
pp, npnbn wpdwuwgpywd £ hwjulywu tGytinbkgnt hpduwlwu dtiubiph Yuguw-
Yynpdwu b hwjwgdwu gnpdpupwgp. «Gpwubinu Unjubup Funpbuwgtn), pwnpg-
dwush, np Ep gphs uppnju Uwhwlwy, npanju Lkpukup uppnj...» [14, 71w-72p]:
SYyjw| puwghpp hwéwfu £ pungpydt; dnnnywdnt Ynsywd dwuinjwuubpnid,
npnup pnjwunwlb] 6u wunjwdwpwiwlwu b ghnwlwu quuwqwu punyeh
unptp [5, b 19-21]: Wu wdwpwynwd , huswbu W wy gpswgpbpnud, hbunbyw
Jbpowpwuny. «ddU wdh wugbin?®, jnpdwd wju wdbuu unpngbiw] hwunw-
nbgwt hpwdwuwt uppnju Uwhwlwy, denwdp hdnd Undukup gpsh, Uwhwluwy
Muwpprlh» [14, 71p]:

Jwiuwlwu dwpnwubnp wunpunwnéb) £ uwl npn2 swpwwuwaghpubiph,
ophuwy, Unbthwunu Ujnutigny, <wdwd Uplbignt, Sphgnp Uwghunpnu Mwh-
(wyntunt Yuuwgpwywu npwgpwy nyjwjubphu: Wuwbu, bw wnwudhu dh dw-
Jwniu wwppbpnyeyniu niup' udhpdwd VIV g, upwuwdnp dpihunthw, pbpw-
Ywu U wpwlwuwghp Uwmbthwuunu Ujniubgniu (1735 p.), npwntin Upniubigh
twhuynwnuh Junphg hwjwnth upw Ywuph npdwqutipp ubpluywgyws Gu dn-
nnypnwlwt wjwunwwwwndwu nény, wjuwtu.

«£g. [N°Y £] Unbthwuunu Ujniubghtu: Mwwn. bpbg Ep h nhuwt Ugnin wundu
hofuwu* Bpywptwl: funubgwe pun udw U hbqubwg pE wgbwn Gu: bl tw quwg h
Phiquunhnu wn dhwlybwg dh ghp L (Ggnt nwwe. Uu poluwtu wuwn h swp
Uuwnnién) funubwg. pwaquwinp Ynsbwg dhwlybgu. fupwwnkp Gun, b hwpgwubu pb
Jh"Us bu BYbL. wd p"us dwpn Bu: Uuw(] b wnpww Gd W dnipnuwy wquie Byh:
Owunpwgwt W ghp twn ph pwqwwptt h <nnd quwg L ghpp Ywpnuwg:

3 tunupp pphunnutingeiniup npwbiu whnwlwu Ypnu punniudwu’ 301 pYwlwuhg 11
nwph wug (wupupt' 412 p.) Yuwnwnpynn hpwnwpdnyeiniuubph dwupt £ Puwgpnd ywnd-
ynud k, np dphus wyn wwpbhyp hwyng tybintgnt dhuwywpgp htwlnd Ep hpt' Sphgnp
Lnwwynpsh Ynndhg uwhdwuyws Ywpghu:

4 Udpwuwnt wyuinbin nuipdby £ Ugnwn, uwluwju wwpg &, np funupp Hhup Udpwn Pwg-
pwwnniup holuwup Jwuhu k:
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qHthnukupnut W quwqgdniehtu W qpunyehit [dwpnng] ghpptu pwpgdwutiwg: GL p
qu(u pnie wnyhu jugqu: Ny n wwwnwufuwubiny thnjn swpwp. hupl ywwnwu-
fuwuh gpbiwg: Pwjg dhus h juwju nbinu pb ubpdwgnnpt wjunghy h hwunbp&bw|u
nuhtu quuininu. quju np bwfuwwhupu £ wyp Gu gpb] dwdwuwyhu» [14, 71p;
110w]’: tunupt wjuwinbn Ynunwununiynuh wwwnphwnpp Stpdwunu U.-h hwjnup
uwdwyh dwupt E, npp Unbthwuunu Ujntubignt dhongny wwwinphwppu ninwnplybg
Cwjwunwt: Ttwjwiwpwiuwwu pnjwiunuyniejwt win twdwyh ywwwufuwup
gpbkg htug hupp' Unbthwuunu Upniubightu, <wjwuwnwtu epwnwnuwing [9, ke
348-364]: bpynt bwdwlubipu | wwhwwuyb bu:

fuwsbuh pwgwynp, hGunwquind hngunpwlwuh Ynsnd punniiws W ppbu
wdpnnonipjwdp dwwnbuwgpniejwup uyhpwd <wdwd Uplbigne (1898 e.) dwuhu
<nyhwutbiu Jupnwuwbinp hwjnunid § hbnlywp.

«£g. N°Y b <wdwdu wnwlwg dbluhsu. M. Pwgpwwnniubwg hdwuwnwukp
wpbnw 8nhwu b wunwu: £g. 2h"us £ wpwpb: M. 24bpohu qgnpbinwypn uw k
Ywpgbi| h uwndnupt ytpw). b qpbpwywuu deyubw)» [14, 94p]:

Wuwnbin npwnpniginiu £ gpwynid dwiwlwu dwpnwwbnh hwnnpnwsu
wju dwuphu, np <wdwd Uplubight Unnndnuph wnwyubph U pGpwywuh delune-
pIniuubpp htinhuwyting pwgh, qpwnyty] b twlb uwndnubipgniejwt Ywpgw-
npnwing, dwutuwynpwwbu, pun dwuwlwuh' tpwu £ wywnlwund Jbpohu
gnipnwubph hwybinwp vwndnuubpht: Gw hwdwéwiubigynd £ dh owpp wy
dwuwbuwgpwlywu wnpjniputpph htwn (Unbthwuunu Uunnhy Swpnubigh, Utuppwn
Uphqwubigh W nippoubip)’ hwjwuwnbing <wdwd Upubignt' hngunp Bpquipybuwnp
hGwn ubpwn wnusnipjwu Jwupt: <wdwdh wuniwny ywhywujwsd «Uunywd
Gpyuwinp» uygpuwwnnnny wwywouwpwywu wudwybp gwpwywup, npp quinw-
thwpywd £ pun wujwuwlwu dwipwywwh [19, ko 163-164], tupwnpbi £ nwihu,
np uw Ywpnn Ep wy Gpwdonmwpwuwumbindwlwu gnpstip Lu htinhuwybi [2; 23,
ko 297-330]:

Sphgnp Uwghuwnpnuh dwupt <ndhwutbu Ywuwywup hwjnund k.

«UJwghuwnpnuu 9ppgnp “Ywpnu Bytintigh £ ohub) W dwiupip wwwnybp pbiptp L
wun bnbwi. L gybunwuwghp wuwpwun dunnh pn wnweh: Gt (dnww wwwndwaghpu
ot £ gtiytinbghu. Skp Ywhpwd Ywennhynu npnh & udw» [14, 111p]:

Wuwnbin wbnh £ niubigb] npnpwyp fuwnuwothne. huswybu W w) dhouwnwp-
Jwu wnpnipubpnd’ ppwp Bu 2thnpyb] hwing wwwdnipyniuhg  hwjnuh Gpyne
Upwuwynp h2fuwtwlwu wnhdbph ubpyuwjwgnighsutip' VI nuipnd wwypwd Ugnun
Mwuwpphy Pwgpwwnniuhtu b X-XI nwpbpnud wypwd wwuwynp wbnwlwu gnp-
ohs, ghunuwlwu, pwuwuwnbind b swpwlywuwghp Sphgnp Uwghuwnpnu Mwhjw-
yniupu: <bGwnwppppwywu £, np wwundwlwu wywunnypp wju Gpyne wudkph
htinn £ Juwb| fvwsh dipwgdwu wnnup hhugbpnpn opdw «2npu puwn wwwnytiph
Lnud» gwpwywup unbindnuwip: Up swpp hwjwgbnubp' Y. Ynunwuywugp [11, £

> Puwgph hwwndwdubipp dbgpbipqwd tu wndjw| dbnwgph ninnugpnuginiup b Yb-
mwnnnientup wwhwwubiny:
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289-343], &. <nyubithjwugp [16, t9 3-6] U niphoubip hwunbtu Gu Lyt hptiug Yywp-
Ywdubtipnd wju YdhYyp pwunbint hwdwp: Snntphu htnhtwyp unyuwbu wunpw-
nwnpdb| £ wyn fuunphu: Nwnwuwuppniejniup gnyg wnybg, np myjw) ywundnie-
Jwu dby dhwiuwnuyb) Gu Gpynt hpwnwpdnye)niu. w) pun nwppbp dwnbuwg-
pwlwu wnpnipubph’ ywwnybpwdwpunggjuu opowund Upnin Mwinphyp Ryni-
quunhwihg Udtuwipyhs hpwowgnpd uppwwwwmybpp pbptg  <wjwunwu
(thwuwnpbit® thpytiiny ngugwgnuihg) b wyn uppwwwwnlbinh wwwnght Gytintgh
Ywnnigbig TFwpnyupnud, hush dwuhu, hpnp, hwnnpnt) £ @nddw Updpniupt [18,
ko 133] U, p) XI n. <wynig pwn Jwiuwywu hwdwihph dwyp GYybntgnt ybipw-
unpngnigjwu b bwyjwlwwnhph wnhpny 2htwpwpwlwt wotuwwmwuph hnjw-
uwynp Sphgnp Uwghunpnut wyn uppwwwwnlybipp udhpwpbipt) b Gytintgniu:
Uppwwwwnlbpu win dwdwuwly wpnbu wwwnlwund tp Mwhjwyniupubppu’
nwnuwiny punwublwu uppniejniu, npp Uwghuwnpnutu pudw)t| b <wynig w-
nhu: <tug wyn wnheny k| unbindyt| £ «2npu pun ywwnybph Lnwd» swpwlwup
[8, k9 106-115; 1, ko 42-53; 20, Lo 44-54], nph winntiphg Gpynwp inbin Gu gk
twl <wynig fGwnh hwjnuh wpdwuwgpnigjuwu dbe [16, Lo 3]: Cwpwlwup
wnwywnywd Jdh wnn dbopbpb) £ uwl <ndhwutbu Jwuwlwup' «b qybunw-
Uwghp wuwpwwn dunnh pn wplwubd wnweh (...)»: Mwppbpniejwu tgpwthwyhs
wnnp' «nbp dwhpwd Ywennhynu npnh £ udw» hngnd £, np funupp dhw-
upwuwl 9phgnp Uwghuwpnuph npnnt’ Yupennhynu Spphgnp P Yywywubpph dw-
uptu £, nd wywqwuh wuniup dwhpwd tp: SGphgnp Uwghunpnupt udphpywd
wwppbipnyejwdp £ wjwpunynd nhwnwpyynn bnwgpnd <nhwutbu Ywuwlw-
uh «lwpgdniup Lt Wwwwuluwuphp» Gpyp, npp gnigb hwub £ dbq ng wd-
pnnowlwu inbiupny:

G4, ybpowwbiu, Ywuwlwu qupnuwbunh wotuwwnnyeguu by wnlw k pun-
hwupwwbiu pwdrnmwlwu wpytiunhu dbpwpbipnn dh npwagpwy hwpgnd. «<g.
jupybuntu. ww. pE jwy wnuk wpdbun' gndh b e Juwpwp' wwpuwth» [14,
99p]: Utip Ywpdhpny, wju Yupbwnnun gpwndwt db9 funupp tpwdanwlwu Yw-
nwpnnuywu wpybunp dwuptu £, npp wbwp £ quuwhwwndh pun wnjw Jupwt-
wintRjwl wunhbéwup: Npwagpwy dph wunype, npp Ytpwpbpnd £ pninp dwdwuwy-
ubipnd puswbiu hngunp Bpqupybuwnny, wjuwbu b wotuwphhy Gpwdonniejudp
qpwnynnubipht:

Gqpulwgnipyniu

<nghwutbiu Ywuwywup «lwpgdniup Git wwwnwufuwuhp» tGpyp XHE nwph
hw) dhouwnwpwu pwpdpwagnyu nphwh nwpngubipnwd 2powtwnynn hwupwgh-
wmwpwuwjhu punyeh Ywplnp dEnuwplutphg bp: Ujn w2uwwnniejuu ophuwlyny
tu unbindyt| htnwquwh tdwuwwhw GpYybpp, npnug pYnd’ Ywpnwu Uplbignt
«dnuupp» U Sphgnp Swrlwgnt «Ghpp hwpgdwug»-p, npnup wsph Gu puyunid
wybih vbé dwywiny U hwpgwnpnuutiph wybh wyu 2powtwyny: Uwlwju Yw-
Uwlwu Jwpnwwbitnh dGnuwpyh hnglinp Gpguwpybunh nbunigjuwut nu gbinugh-
winijwu hwpgbiphu udhpywsé hwndwsdubipp ubpwnyby Gu upwug Ynndhg gnbipt
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wuthnipnfu, hwunwwnbing dh Ynndhg' win npnypubiph hwyjwuwhnieintup, djnw
ynndpg' Ywuwlwu Jupnwwbnh htinhuwYynyeiniup hngunp Gpgupybunp puw-
quywnnid: UGuhwyn k, np W dwpnwu Upubighu, W Sphgnp Swelwghu hpbug
nwuwagnppbipp Ywqubijhu, npwbtiu udnwophtuwl, nbuwnwownud Gu nwbkigbp <ny-
hwuubu Ywuwlwup Jbpp nhrnwpywsd Gpyp' jwyunpbu ogungbing U ngbpusybiny
upwuhg:

Gpwlwunipyniu

1. Uplpwwnjwu U. Sphgnp Uwghunpnup' swpwlwuwghp b gbnugbn. Gplwu, <<
QUU «Ghunpyniu» hpwun., 2014:

2. Uplpwunywu U. <wdwd Upubigniu yGpwgpynn «Lwdwnown  jGpwdonwywu
wpnibunk h jwpww gpng» Bpyp. Gplwu, <& FUU «Shwnnieniu» hpwwn., 2021:

3. Uplpwwnywu U. <wy dhouwnwpwu «&dwjuhg» dblyunigyniuubp. Gplwu, «4ndh-
nwu», 2003:

4. Uplpwunywu U. Qujubnwuwlubph nwdniupp dhotwnwnwu  <wjwunwuntd.
Bpluwu, <L FUU «Shwnnigyntu» hpwwn., 2013:

5. Uplpwwnywu U. «Uwgwnng» dnnnwdnit npwbu hwj dhouwnwpwu Gpwdonw-
Ywu dpwynypeh hnpwpéwu. Gplwu, LFU hpww., 1991:

6. Uplpwwnjwu U. «Swnwaqu ghwnnyetiwt dwjuhg» dbluniygjut hnhuwyh hwpgh
oning. Utwuhw Lwpbluwgh’, pE” Uuwuhw Shpwlwgh, «Nwundwpwlwuhpwlwu hwu-
ntu», 2014, Ne1, ko 131-136:

7. Uplpwwnjwu U. Ubpubu Swjtgh Ywennhynup L hwy hngunp Gpgupybuwnp.
Mwwdwlwu Swip. Mwwndnyeniu. Fwywuwup, Uwynyp. <nnjwdutph dnnnjwont.
Uwjp Upnn U. Egdhwdhl, 2019, £y 43-50:

8. Uplpwuwnjwu U. N"Y £ «2npu pun wwunlbiph Lnd» swpwlwup henhuwyp. «ky-
dhwdhu», 1997, N+, ko 106-115:

9. Uplpwuwnjwu U. Unbthwuunu Ujnutignt Juppp npwtiu qunpphunnubwlwu <w-
jwuwnwuh Gpwdrnwywu wpdbunh wpdbpwynp ywwndwywu wnpnp, «Pwupbp Uw-
nbuwnwpwuh», 30. Gplwu, 2020, ko 348-364:

10. Ghpp np Ynsh Wudwinipp. Ynunwiununiwnihu, 1730:

1. Ynunwubwug Y. <hu hhawwnwlp, «Upwpww», 1897, ognuwinnu, ko 289-343:

12. Uwyp 8nigwy &tinwgpwg Uppng Swynpbwug Jwuph, Ywqubg Lnpwip Gwu.
Mnnwpbwu, h. P. Gpnwwnkd, 1967:

13. Uwjp S8nigwy hwjbtiptu dtnwgpwg Uppng Swynpbwug Jwuph, Ywqdtg Lnpwin
Gwu. Mnnwpbwu, h. % Gpnwwnkd, 1969:

14. Uwpwningh wujwtu Uwwnbuwnwpwu, &tn. 5611, dnnnjwédnt, dF n., Gphs Gndw)
phj, wuwuntu:

15. Undukup hunpbuwgtn) Mwwndnyeshiu Lwjng. Sthnhu, 1913:

16. 3ndukthbwug F. <winig Fwnh UdGuwihpyhsp b udwuwwnhw hnipwpdwuubp
hwj wpybuwnh dbe. Gpnuwnkd, 1937:

17. Nuybiwu <. Sndhwuubu Jwuwywu G hip nwpngp. Yhtutw, 1922:

18. Mwwndniehiu tnwuu Updpniubiwg h (nddw Jupnwwbnk Updpniun). 4. Mojhu,
1852:

19.U. Jpn. Wdwwnwh, <pu b unp ywpwlwunt Ywd wudwybp swpwlwuubp.
Jwnwpowwww, 1911:
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20.ApeBwataH A. Tpurop Maructpoc - rumHorpacp u actetwk. EpesaH, W3p-Bo
«menon» HAH PA, 2018.

21. ApeBwartaH A. Teopun cpegHeBeKoBbIx rnacos, «My3sbikanbHaa Akagemua». MockBa,
2005, Ne1, c. 208-210.

22. ApeBwataH A. YueHue o rnacax B cpefHeBekoBoii ApmeHuu. EpesaH, W3p-sBo
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23. Arevchatian A.S. Le traité Brefs extraits des livres arabs sur 'art musical, attribué a
Hamam Arewelc’i. Revue des Etudes Armeniennes, 40. Paris, 2021, p. 297-330.
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MPOBJIEMbI 1YXOBHOIA MY3blKN B COMMHEHWUA BAHAKAHA BAPJIANETA
«BOINMPOCHI U OTBETbI»

AHHA APEBILATAH’

[ns umtuposanua ApesluataH, AHHa. “[lpobnembl fyxoBHOI My3blkn B coumHenun BaHaxkaHa Bappaneta
«Bonpocbl u otBetbi»”. Uckyccmsosedyeckuli xypHan, N 2 (2022): 28-39. DOI: 10.54503/2579-2830-
2022.2(8)-28

Pa3Hoobpa3Hblii maTepuan, npenopaBaemblii B CEMUHapUAX, SENCTBYOLLUX NpW
MOHacCTbIpAX cpefHeBekoBolt ApmeHuu, Obin 0606LLeH B yyebHMKaxX, HamucaHHbIX B
chopme BONPOCOB M OTBETOB, TUMWUYHBIX ANA CPEAHEBEKOBON AMAAKTUYECKOW nuTe-
patypbl. [NepBbiM OOLWEALIMM 0,0 HAC TaKUM COMMHEHUEM ABnAeTcA y4ebHuK «Bonpo-
Cbl U OTBeTbl», cocTaBneHHblii OBaHecom TaByweumn, 6onee M3BecTHbIM Kak Ba-
HakaH Bappanet (1181-1251). [laHHO€ COYMHEHME LUMPOKO WCMONb30BaNoCh B CPef-
HEBEKOBbIX YHMBepcUTETaX ApMEHUM W Mpemae BCEro B OCHOBAHHOW MM 3HaMeEHU-
Toii XopaHallaTckoii cemuHapuun. [lomumo ceefeHuii O Apyrux Haykax, y4ebHuK
OsaHeca BaHakaHa copep#uT BOMPOCbI U OTBETbI, CBA3AHHbIE C MY3bIKa/lbHbIM WC-
KyCCTBOM, 4TO CBUAETENLCTBYET O TOM, 4YTO B yyebHOli nporpamme LwKkonbl Xopa-
Hallata NpakTUYECKOMY M3YYEHUHO LYXOBHOTO MEHWA, UCTOPUM, TEOPWUU U ICTETUKE
LLepKOBHOI My3blkW yaenanocb cepbe3Hoe BHumaHue. KHuura OaHeca BaHakaHa
«Bonpocbl 1 OTBETbI» — OQHO U3 BaMKHbIX COUMMHEHUI SHLUKIOMNELUYECKOrO Xapak-
Tepa, LUMPKYIMPOBABLUMX B apMAHCKUX CPeLHEBEKOBbIX CEMUHAPUAX-YHUBEpPCUTETaX
Xl Beka. lNo obpasuy storo npousBegeHua b6binn co3gaHbl nocnepytoLme nopob-
Hble npowu3BefeHus, B ToM uucne «becegbi» Bappana Apesenuu u «KHura
BonpoLueHuii» puropa TateBaum.

Knrouesblie cnosa: XopaHaliat, cemuHapusa, BanakaH Bappaner, «Bonpocbl u
OTBeTbI», T’MMHONIOrMA, Teopusa Bocbmurnacusa, kKomMmeHTapuu Ha rnacbl.

* Bepywimili HayyHblii coTpyfHuK oTaena Mmy3biku WMHcTutyta uckyccts HAH PA,

3aCNyMeHHbIi  OeATenb MUCKYccTB  ApMeHWMM, [JOKTOpP  MCKYCCTBOBefeHusA, npodpeccop,
anna_arevshatyan@hotmail.com, cratba npepncraeneHa 29.08.2022, peueHsuposaHa 01.12.2022,
npvHATa K nybnvkaumm 15.12.2022.
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PROBLEMS OF SPIRITUAL MUSIC IN THE WORK QUESTIONS AND ANSWERS
BY VANAKAN VARDAPET

ANNA AREVSHATYAN

For citation: Arevshatyan, Anna. “Problems of Spiritual Music in the Work Questions and Answers by
Vanakan Vardapet”, Journal of Art Studies, N 2 (2022): 28-39. DOI: 10.54503/2579-2830-2022.2(8)-28

Diverse material, taught in the seminaries at the monasteries of medieval
Armenia, was summarized in textbooks written as questions and answers, typical of
medieval didactic literature. The first such work that has come down to us is the
textbook Questions and Answers, compiled by Hovhannes Tavushetsi, better known
as Vanakan Vardapet (1181-1251). This work was widely used in the medieval
universities of Armenia and, above all, in the famous Khoranashat seminary founded
by him. In addition to information about other sciences, Hovhannes Vanakan’s
textbook contains questions and answers related to the art of music, which indicates
that in the curriculum of the Khoranashat School, serious attention was paid to the
practical study of spiritual singing, history, theory, and aesthetics of church music.
The book Questions and Answers by Hovhannes Vanakan is one of the important
works of encyclopedic nature that circulated in the Armenian medieval seminaries-
universities of the 13" century. Following the model of this work, subsequent similar
works were created, including Conversations by Vardan Areveltsi and The Book of
Questions by Grigor Tatevatsi.

Key words: Khoranashat, seminary, Vanakan Vardapet, Questions and
Answers, hymnology, theory of Octoechos, Commentaries on musical modes.

* Leading Researcher at the Music Department of NAS RA Institute of Arts, Honored Art
Worker of the RA, Member of the Board of the Composers Union of Armenia, Doctor of Sciences
(Arts), Professor, anna_arevshatyan@hotmail.com. The article was submitted on 29.08.2022,
reviewed on 01.12.2022, accepted for publication on 15.12.2022.
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MPOLLUJIOE B HACTOSILLLEM - CBAA3b NOKOJEHMiA
(ctunucruka Komutaca u ee ocmbicneHue B TBopuecTBe ABeta TepTepsHa)

TATbAHA BPOCJIABCKAR™ (Pd, CankT-TeTepbypr)

Ins uutnpoBanusa: bpocnasckas, TatbaAHa. “lMpolunoe B HacTOALLEM — CBA3b MOKONEHWIA (CTUAMCTUKA
Komutaca u ee ocmbicneHmne B TBopuecTe AeeTa TepTepaHa)”. Mckyccmsosedyeckuli xypHan, N 2 (2022):
40-49. DOI: 10.54503/2579-2830-2022.2(8)-40

Mpepnaraemas MHOroacrekTHaA Tema 3aHMMaeT BaHOE MECTO Kak B BY3OBCKOM MC-
TOPUYECKOM Kypce, Tak W B aeAaTenbHocT KabuHeta MCTOpUM HaLMOHaNbHbIX My3blKanbHbIX
kynbTyp CaHkT-lleTepbyprckoii rocypapcTeeHHoii KoHcepsatopun umeHn H.A. Pumckoro-Kop-
cakoBa. [py usyyeHun KynbTypbl ApmeHuUM ObINO NPOBELEHO Hemano Hay4HbIX 3acefaHuit,
MOCBALLLEHHbIX TBOPYECTBY N36paHHbIX KOMMO3UTOPOB Ha pasHbIx nnolankax lletepbypra.

Komutac u TepTepaH — Xy[OMHUKM, NMpUHaAexaBLUMe K pa3HbIM BpeMeHHbIM Neproaam
uctopun ApmeHuu, oTpaneHHbIM Apyr OT Apyra Ha BeCbMa 3aMeTHYO AMUCTaHLMio. DTO 3Tanbl
TBOPYECKO 3penocTu KynbTypbl: pybex XIX — Hauana XX Beka, BpeMA CTaHOBNEHWA KOMIMO-
3UTOPCKOIA LUKONbI, M BTOpaA nonosuHa XX cronetua (anoxa 6ypHOro passuTuA U pacuBeTa).
Takaa pucranuma obycnosuna obpalleHne K UHbIM My3blKanbHO-BbIpasuUTENbHbIM CPEACTBAaM
M pasnnyHble MaHpoBble MpuoputeTbl: 06paboTKM HapodHbIX neceH u TaHues y Komwutaca,
CUMPOHUM U My3blKalbHbI TeaTp — B TBOpYECTBe TepTepAHa.

Komutac 06o3Haumn rpaHb HOBOro noaxofa K ponbKnopy, K KOPHEBbLIM HAPOAHbLIM Tpa-
omumam. OH pelwan mMHorve npobnembl: ONbKIOPHOrO MHOroronocua akTypbl, eé nonmdo-
Hu3auMmn u coHopHocTn (cboHusma). MNpopomukan Tpagnumm knaccuka, TeptepaH obpatianca K
pasnnyHbIM hopmam MOHOAMM, ee apXUTunam, akTUBHO MepeocMbICnBan BblbpaHHble Bapu-
aHTbl NpU APKOI TeMOPOBOI AMHaMUKe.

TBOpYECTBO MYy3blKaHTOB OObeAMHUNA SHUMKIONEAUYECKaA LUMPOTa AeATeNbHOCTU. Xy-
LOMHUKOB NMOKOOHOMO «ABYEMHCTBA» XapaKTepusyeT ocoboe OLLyLIeHWe 3BYKA, HaCbILLEEHHOrO
COJEpPHaTENbHOCTBIO TOHA, YYTKOCTBIO CrbILLAHUA NPOTAMEHHOrO «famar. Vix obbepuHatoT conep-
aTeNbHOCTb COYMHEHUiA, OOpaLLleHHbIX K UCTOpWUM CTpaHbl, MpoLUeALleli Yyepe3 MHOrue Wcrbl-
TaHuA. OHY 0ba — yHMKanbHble NPoBUALLI, 0BOTHABLLIVIE CBOE BPEMA, U B 3TOM UX Bennume!

Knroueswie cnosa: Komutac, Aset TepTepaH, My3sbikanbHblii cponbknop, ot Komutaca K
TepTepsaHy, reHnanbHble NPOBUALLbI aPMAHCKON My3bIKanbHOI KynbTypbl, obpalleHne K «apxe-
TNam» HapoAHOro, Hay4Ho-TBopyeckne cobpanua CankT-lNeTepbyprckoii KoHcepBaTopum.

Bcrynnenune
lMpepnaraemas MHOroacrnekTHasa Tema 3aHVWMaeT BaMHOe MeCTO KaK B BY30BCKOM
MCTOPUYECKOM Kypce, Tak U B AeATenbHocTU KabuHeTa UCTOpUM HaLMOHANbHbIX MYy-

3blkanbHbIX KynbTyp CaHkT-leTepbyprckoii rocysapcTBeHHON KOHCepBaTOpUM UMEHU

H.A. Pumckoro-KopcakoBa. [lpy u3yyeHun KynbTypbl ApmeHuun 6bino mnpoBefeHo
HEMano Hay4HbIX 3acefaHuii, MOCBALLEHHbIX TBOPYECTBY M36paHHbIX KOMMO3MTOPOB
Ha pasHblIx nnowiagkax lNetepbypra.

*[loueHT Kacpeppbl uctopun pycckoii Mysbikn CaHKT-leTepbyprckoil rocynapcTBeHHON KoHcep-
Batopun umern H.A. Pumckoro-KopcakoBa, kaHampaT ucKyccTBoBefeHus, brostatyana@yandex.ru,
ctatbA npeacrasnenHa 15.09.2022, peuensuposana 01.12.2022, npunata k nybnukaumm 15.12.2022.
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M3noxeHne ocHoBHOro matepuana ucciefoBaHus
LnuHHee Oym 6bin yHbIABLIG Nymb,
LnuHHee nymu - yHelibie Oymbl.
TpaypHelii wae, 20e omooxHyms?
Omobix y Hux yeprombid.
bpena no dopoze monna apmsH,
Mepmasolii kasanace npupoda.
Monax, npedcmepmHoli mockoli
0bysAH, nen o ckopbu Hapoaa...

DTN NPOH3UTENbHbIE CTPOKM 3HAMEHMTOro noata [eBopra SMUHA — O MU3HW U
Tparmyeckom nepexoge B HebbiTue Komutaca, nonHoii Yalleid mcnusliero cyabby
CBOEro MHOrocTpajanbHOro Hapoga. Yepes ouepefHble NATW U [ECATUNETMA CO-
€AVMHAIOTCA Kpyrnble fatbl Ha3BaHHbIX TanaHTaMBbIX komnosutopos: 150, 155... net
co aHAa poxpeHna KomuTaca (1869-1935); 90, 95... net - Teptepana (1929-1994).
ITn rofbl HE3PMMOIA HUTBIO CBA3aNW BaMHelilune YyepTbl Ux TBopyecta. [lymaetcs,
rnybuHHOe pOACTBO W BbICOKMI HPABCTBEHHbI MOTEHLMAn BCEro, 4YTO CO3AaHO
KOMMo3MTopamu-Knaccukamu, obycnoBfieHbl OMOPO Ha [LyXOBHbIX MpapoavTeneil:
MMA UM3BECTHOTO KaTonukoca mnpownoro Komwtaca 6bino paHo CoromoHy Co-
FOMOHAHY U AyXoBHoe UMA ABeT bbino npuHATo Anbdpenom TepTepaHom.

CrypeHTtbl CaHkt-lleTepbyprckoil koHcepBaTOpuMU Heu3MeHHO (4epes onpepe-
NEHHble NMPOMEXYTKN BpeMeHM) obpaLLaloTCA K TBOPYECTBY JaHHbIX KOMMNO3UTOPOB U
He TONbKO B [HU UX tobuneeB n Kpyrnbix pat («jaTckue 3acepaHua»). HayyHo-TBop-
yeckne cobpaHuA, BKNHOYAMOLLME TEOPETUYECKYIO W  My3blKalbHYIO MpPOrpammbl,
CTaBAT LeNblo AOHECTU [0 cnyliaTeneii BaxHble U HEM3MEHHO aKTyanbHble npobnem-
Hble Tembl, 06beANHUBLLNE JOKNAAbl, COODLLLEHUA, pa3MbILLIEHMA 33 POANEM.

HanomHto nuwb o HekoTopbIx 3acefaHuAx. KoHEYHO, B TBOPYECKUX paccmoTpe-
HUAX Mbl OMUPANNCb Ha W3BECTHblE TPYAbl 3aMeyaTesNbHbIX y4YeHbIX ApmeHuu, Bce
MMeHa KOTOpbIX ceii4yac HEBO3MOMHO Ha3BaTb MO MPUYMHE OrPaHUYeHUA 3afaHHbIX
pa3mepoB TekcTa cTaTbu. [TofobHble 3acefaHNA NPOXOAMAN HE TONbKO Ha TeppuTo-
puv Haleii KoHcepBaTopuu, HO M Ha MioWajkax ropoga, Takux kak Jlom Haumo-
HanbHocTeil (MoxoBaa ynuua), [lom apyx6bi (Ha TaBpuueckoii), nektopuii Kpaesea-
yeckoro myses ropoga OpaHuenbayma (HbiHe JlomoHocoBa — manas poguHa WU. Ctpa-
BUHckoro), [etepbyprckuii yHuBepcuteT. B HUX MpuHUManM yyactve oTevecTBEHHble
CTYOEHTbl My3blKOBELYECKOrO M KOMMO3UTOPCKOro (pakynbTeTOB U3 pasHbIX FOponoB
Poccum, nHoctpaHubl u3 Kutana, BeetHama, Kunpa, SkBagopa, obyyatoLupeca 3aech.

BaxHble cBMpeTenbcTBa — COXpaHuBLUMeCA acpulum 3acefaHuid, k npumepy: «Ho-
BaTopckue u pechopmaTopckue TEHAEHLMN B apMAHCKOI My3blke XX Beka» B MapTe
2009 r.; «My3sbikanbHaa KynbTypa ApMEHWUM KNacCUYECKOrO 3Tana CTaHOBJEHWUA» B
HoAbpe 2014 r. u MHOrve apyrue, NOCBALLEHHbIE KamMAOMy My3blKaHTy B OTAENbHOC-
TV U3 U3bpaHHOro CerofHa «AByeanHcTBa». OQHO U3 MocneaHuUX 3acepaHuii «KaBkas
“npeno” MHoto» npowno B YHusepcutere B pgexkabpe 2018 r. B Hem npuHanu
yyacTve BMecTe co CTyfeHTamm negarory KoHcepeaTopun u YHuBepcuTeTa, a cyLia-
Tenamu 6binn abutypueHtbl BoctouHoro dhakynbteta CI6IY n CMNork. 3peco 3y-
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yanu pasHble [OKNaAbl, B TOM Yncne noceAlleHHble TBopyectBy KomuTaca n Teptep-
AiHa. DTN TeMbl CTYAEHTOB 0COO0 BOJHYIOT U NPUBNEKAIOT.

Monpobyto kpaTko cchopmynMpoBaTb NMPUYKUHY Takoro OTHOLUEHWA. HasBaHHble
MY3bIKaHTbl — HEOPAUHAPHbIE U MHOro3HayHble nuyHocTn. Oba — UCTUHHbIE HOBa-
TOpbl, ONEPEAMBLLINE CBOE BpeMA, NopamaroLine Maclutabom cenaHHoro.

KomuTtac - komnosuTop, aTHorpadp, yyeHblil, mybAMuUMCT, cTpacTHbIi rofoc Ko-
TOporo Obin ycrbllaH He TONbKO Ha POfMHE, HO Aaneko 3a ee npegenamv. Cnpaseg-
NMBO MNPU3HAETCA 3JHUMKNonefmyeckaa wwupoTa geatenbHoctn KomuTtaca. [lpexpe
BCEro, B €ro Hay4yHo-sTHorpadpuyeckoii pabote. A 3To nuLwb YacTb ero Hacnegma. OH
cTan HeyToMMMbIM cobupaTtenem COKpOBULL, HapofHoro TBopyecTBa. OHO Brekno ero
He TONbKO Kak KOMMo3uTopa, HO U Kak ucrnonHutens. Begb oH 6bin obnapatenem Bbl-
pa3uTenbHeLLEero ronoca, KOTopblil, K CHaCTbO, COXPAHWICA B OTAENbHbIX 3arucax,
umeroTcA M puKcaumMm UCNoNHEHN ero neceH coBpemeHHuKamu. HapopHaa My3bika
uHTepecoBana Komutaca n Kak uccneposatens, BntobneHHoro B cobpaHHbIii MaTe-
puan v aHanu3MpYyHLLLEro ero B pasHbIX acrekTax: 3CTETUYECKOM, UCTOPUYECKOM,
TeopeTnyeckom. Ero credo cpopmynupoBaHo B HEKOTOPbIX BbICTYMNEHWUAX, CTATbAX.
Ha Becb mup nmpo3syyan ronoc MysblkaHTa Ha MexAyHapogHOM KoHrpecce B bepnu-
He: «APMAHWMH MMeeT CBOK CaMODObITHYHO My3blKy!». M3BeCTHO, 4TO AUCKyccuA BO3-
HUKNa C NMopjayu MPOTUBHUKOB MOAOOHOrO YTBEPMAEHUA Ha POAMHE KOMMO3UTOpA.
«[ope Tebe, apmAHckuiA Hapod! — c ropeybto BOCKIMLAN OH. Tbl BCEMU MpPU3HAHHaA
caMobbITHaA HauWA, WMEELb A3bIK, MO3r M MbICIWLWb. TONbKO cepale, criocobHoe
4yBCTBOBATb, y TebsA He CBOE: OHO, OKa3bIBAETCA, CUPUICKO-BU3aHTUIICKOE N MHA0-NEep-
cupckoer. lNepesop, ctatbn KomuTaca Ha MemyHapofHOM KOHrpecce XpaHWUTCA B
PykonucHom otaene Hay4Hoit 6ubnuotekn Cl16 KoHcepsaTopum.

ApMAHCKMe uccnepoBaTeny crpaBefiMBo NogyYepKUBaOT aKTyaNbHOCTb KOMUTA-
COBCKOrO MNONOMKeHUA 06 MHTOHALMOHHON NpUpofde apMAHCKON My3blkM ee B3auMmo-
CBA3M CO 3BYYaHWEM HapoJHOW peun. He MeHee BamHbIli acnekT U3yyYeHUA - aKLEeH-
TUpOBaHWE 3HaYeHUA OPEBHUX LLEPKOBHbIX MENOAMIA, UX HECOMHEHHON Xy[OKEeCTBEHHOI
LleHHocTH. BocnutaHHWK pyxoBHOrO LeHTpa ApMeHUM - Dumuaf3nHa, NPeKpacHo 3HaKo-
MbIii CO 3HAMEHHbIMW 3anUCAMU, OH UMEN NpaBo AenaTb Takue BbIBOAbI. YuYeHble-Me-
OMEBUCTbI YTBEPHAAOT, YTO UM ObInn chenaHbl paclumMcpoBKY, NponasLlune B AHU
CTpalUHOii Tparefumn reHoumnaa apmsaH, B rogbl [lepBoit MMpoBoiA BOMHbI.

KoHeuHo e, Kak KOMMNo3uTop KMomuTac — reHwii, KoTopblii He UMeeT «3aBep-
WwatroLeit hopmysibi», UbW TPaAMLMM pasBUBAOTCA U cerogHsa. [puBneKwunii ero oc-
HOBHOe BHUMaHVe aHp - TBopyeckad obpaboTka HapOJHbIX MENOAMIA, Fae OH BrepBble
peLuan npobnemy BHEAPEHUA MHOTOTONIOCUA B OfHOMONOCHYHO (DOMBKIIOPHYHO TPAANLIMIO.
Ero opuruHanbHble TpypoBble opoBenbl «[lecHa npononku», «[lecHa MonoTbObIx,
KONOPUTHBIE XOpbl «Ap CKpPbINcA 3a ropoii», «Menkuii foKAMK MOPOCUT» MopaMatoT
ApKOCTbIO haKTypbl, rae JOMUHUPYET FOPU3OHTab.
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[lpamaTuyeckan HanpAMmeHHaA nUpUKa Takux neceH Ana ronoca ¢ oprenuaHo,
Kak «besgomHblii», «ABpukocoBoe pepeso», «BecHa», cocepctByeT co cBeTnbiMU
HIoaHcammn KapTuHok «Kyponatoukar, «Pyyeek» u gpyrux. lpekpacHo ckasaHo AHa-
ut [puropaH, oTMeTMBLUEl, Y4TO NMpW BCEM pa3HOObOpas3nn KpacoKk «MHOroronocue
KomuTtaca yacto ABNAETCA CPEOCTBOM KONOPVPOBAHUA MENOAMKO-PUTMUYECKON Nn-
HUM». DTO «...CBOETO pPoja UMMPECCUOHUCTNYECKAA MONUMPOHMA, JoCTMraemMas B yC-
NIOBUAX paspAMEHHOIN paKkTypbl, YacTOro WCMONb30BAHUA LUMPOKUX WHTEPBAIOB C
He3anonHeHHol cepepmHoii». OHa e npopomkaet: «OOWMII XapakTep MbILLIEHNA
MOMHO OMPENENUTb KaKk KOHCTPYKTUBHO-NOrMyeckuii». o BeCKOMy MHEHWIO aBTOpa
CTaTbU, «B OLLUYLLEHUN 3BYKa WHTOHALMOHHON COAEPKaTeNbHOCTbIO HAaMOMHAETCA He
TONBbKO OTAENbHbIN MOTUB, HO AaMe oguH ToH» [5, c. 199].

BamHan Tema pna uccneposateneil — chopTenmaHHble TaHLbl, C UCMONHEHUEM
KOTOpbIX Mbl 3HAaKOMbl U B WHTeprpeTaLuu TanaHTaMBbIX NeTepbyprckux NUaHWCToB
Onera Manosa u 'puropua Coxonosa.

K ocobeHHOCTAM Ux paKTypbl C MOMHbIM OCHOBAHUEM MOMEM MPUMEHUTb U Ha3-
BaHHble xapakTepucTukn A. [puropaH. BamHbl pyHKLMN pa3Hbix ronocos hakTypbl:
YOapHO-pUTMUYECKME W rapMoHu4eckue. TemMOpoBO-BapuaLMOHHbIE WU3MEHEHUA,
chopLunaroBble pacceuatoe nocnesByuma («Mapanu»), MHOMKeECTBEHHble apTu-
KyNALMOHHbIE N SUHAMUYECKUE HIOAHCbI, NafloBble Kpacku... MOHOAWIIHOCTb, xapak-
TepHaA OfA MECEHHOW Tpaguumu, oTTeHAeTcA 6acoBbIMM omopamu, 4Yacto Ha 6ornb-
LLIOM PacCcTOAHMAMK ApYr oT ppyra («YHabu»). dakTypHble pocTumeHua Komutaca
CBA3aHbl U C UCMOAHUTENAMM Ha LyLykax, KOrpa, B MogpakaHvue U3BECTHON Tpagu-
LMW, HerpepbIBHbIii «Jam» (OpraHHbIi MYHKT) MMMNPOBU3MPYET 3ariaBHblii ronoc Be-
pyuwiero aypykucrta. B Metepbypr Hepeako npuesian «iereHpa oypykuctos» [mvsaH
lacnapaH. Bce 3T 0cobeHHOCTU HaxoaAT HevaMmeHHoe oTpaxeHue B TBopyecTse Komu-
Taca. BCI'IOMHI/IM, 4TO Takue UHCTPYMEHTAal/IbHbIE NPUEMbI 6necmm,e NpeTBOpPEHbI BO
BTOpOii YacTn «EpesaHcknx atiopgos» A. Cnenpunaposa, HasBaHHol «[npsac» (1925).

EcrectBeHHO, 4TO M [AnA My3bIKaHTOB BTOPOI MONMOBWHbI [BAALATOrO CTONETUA
oTKpbITUA KomuTaca ctanu upesBblyailHO akTyanbHbIMKU. BonbLLOro BHUMaHWA 3aciyu-
BalOT YHUKa/IbHble OMbIThbl ABeTa TepTepsAHa, MPUMEHEHHble UM B Chepe pasHbIX }aHPOB.

TepTepaH — KomnosuTop, MbICAuTENb, Apamatypr-counocod, ncuxonor. B ero
TBOPYECTBE CT/IENNCb WCTOKU U CTUNMEBbIE TEHAEHLWUU MHOTUX BUAOB XyAOMECTBEH-
Horo TBOpuyecTBa. B chunbme «Bsrnap Haeepx» AnekcaHppa KapkBopsAHa mnpekpacHo
BOCcO3jaH obpa3 kommnosuTopa. XapakTepusya couMHeHua TepTepAHa, UccnefoBa-
TeNM MUWYT O «TUMHOTUYECKOM BO3[ENCTBUU» €ro «HEUCTOBOW» My3bIKM, OTpamaro-
Leil Tparmyeckne KOHANKTLI apMAHCKOI uctopun [2, c. 33].

B Hell Mbl cnbilwMM CTpacTHbI ronoc aBTopa. 34ecb BCErfa NpucyTCTBYeT Tema
PopuHbl, nbo ero mysa HauuoHanbHa u natetuyHa. OH pearvpyeT Ha «Tparuyeckoe
cmATeHner» [puropa Hapekaun. Emy 6nuska ero gpamatmuyeckas ambuBaneHTHOCTb.
XoueTcA BCMOMHUTb M CTPOKM M3 OTKPbITOro nucbMa YuHrusa AiiTmatoBa O KHUre
«CkopbHbIx necHoneHuii» Hapekauu. MNepeckaxy ux He Kak LWTaTy, XOTA M BNU3KO K
TEKCTY: yKe «TbICAYY NeT Ha3ag, oAU MOMM TaK MbICIUTb, CTPaAaTh U BO3BbILLATHCA
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OYXOM, MyYWTENbHO MbITaACb MOCTWYb CYLUHOCTb YENOBEKa...», U BbIBOA B TOM,
4Tobb! «HOCTUTHYTb TAaKOrO HPaBCTBEHHOIO MakCUManusmar..., Mano 6biTb MoTpe-
6uTENAMM HAyYHO-TEXHWYECKOrO MPOrpecca, MWTb B BEK aToMa M KOCMOHaBTUKM.
BamHo «3arnAHyTb B cebA BCEBMOALLMM OKOM» U MOHATb HACKONBKO Tbl €CTb Yeno-
BEK, SBOJIOLMOHUPYIOLLMIA K Aobpy. NpumepoB Hemano: TaKk, COnbHOe MeHWe B Ha-
ponHoii maHepe (2 yacTb BTopoii cumdoHun TepTepsaHa) «HeceT 3apaf, OrpOMHOIN Ay-
XoBHOW cunbl». Heymonumoe omupaHue katactpodpbl (cepepuHa Tpetbeil cumdpo-
Hun). B ero mysbike «reHnanbHbiil BocTok» covetaetca ¢ 6ubneiickoit cumsonmnuy-
HocTbto MapTupoca CapbaAHa U puTyanbHocTbio kapTuH MuHaca AsetucaHa. B coum-
HeHuAx TepTepAHa Mbl 4acTo CNbIIMM cTapeiilune popMbl apMAHCKO MOHOAMM, HO
He B «MacCUBHOW pPeTpoCrneKLumn», a B OCTPOM COBPEMEHHOM O3BYYMBaHWM [MCMONb-
30BaHbl KpaTkue UuMTaTbl W3 cTaTeil apmAHCKUX wccneposaTeneii H. AetucaH,
K. [IaraynaHan, M. Pyxkan, C. Capkucan u ppyrux: 1; 5; 6; 8; 9]. PutyanoHoctb
My3bIKM NPOABNAETCA U BO BBELEHUU HAPOAHbIX WHCTPYMEHTOB (AyOyK, 3ypHa) B
napTuTypy opkectpa TpeTbeil cumdpoHnn. ITOT Npuem, Kak CrpaBenvBO OTMEYEHO,
«He AnA mMecTHoro KonopuTa». OH «Bocco3paeT atMocdepy «BblpaboTaHHbIX BEKamu
3BYKOBbIX accouuaumniin. M 3pecb «ctatnyeckas gpamaTyprusa», WHOe, HEMENN B €B-
poneiickoM MOHMMAHWUN OTHOLLEHWE K 3BYKY, €r0 COHOPHOW 3HA4YMMOCTH.

KoHeuHo e, My3bikaHTbl Komutac v TepTepaH mpuHapnexany K pasHbiM ne-
pruogam: sTana CTaHOBMEHUA KOMMO3UTOPCKOW LUKONbI ApMEHUM U BpEMEHW ee akK-
TUBHOrO pa3BUTUA W pacLseTta. EcTecTBeHHO, 3TO 0bycnosuno obpalleHne K pasHbIM
MY3blKa/llbHO-Bblpa3nTebHbIM CPEACTBaM U OT/IMYHbIE KaHPOBble NPUOpPUTETLI: 06-
paboTku HapofHbIX NeceH U TaHueB Yy KomuTtaca, cMMpOHUA 1 My3blKanbHbIil TeaTp —
JOMWHaHTbI TBOpYecTBa TepTepaHa.

OpHako, 0bbepuHAeT Ux MHoroe: oba KomnosuTopa obpaluatoTca K oOLLE3HAYMMbIM
UCTOPUYECKMM Mpeanam, HaLMOHaIbHON MOHOAMW, CTaBLUE «apXeTMMNOM» HapPOAHOrO.

KomuTtac obo3Haumn Beckyto rpaHb HOBOTO MOAXOAA K PONBKIOPY, K KOPHEBbLIM
HaLuMOHaNbHbIM TPagULMAM, HOBbIM HaMpaBieHUAM B €ro U3yYeHUU: TOYHOCTb (HUK-
cauum, pyKoBOACTBO MpuHUMMoM [unnokpata — «He HaBpegu», CTOMb 3HaYXMOM B
ero n3nobneHHom xaHpe obpaboTok HapogHbix neceH. OH peluan MHOrMe BOMPOCHI,
CTOALLME Nepef, POAHOW KynbTypoil. 3aech NpobnemMbl MHOFOrONOCHOW KynbTypbl, ee
nonnudoHnsaumm, oHN3M, COHOpHaA (PYHKLMUA rapMOHUKM, OCO3HAHWE 3HAYMMOCTY
PUTMO-ygapHoro daktopa B My3blIKe...

KomuTac cbirpan ponb cBoero poaa «katanusaTopa», COELUHAA MMybUHHbIE Ha-
pOAHble TPAAULMN C A3bIKOM COBPEMEHHbIX KOMMNO3UTOPOB.

TepTepan — HoBaTop W pechopmaTop TakuX KapAuHaNbHbIX MYy3blKalbHbIX MaH-
poB, Kak onepa v cumdoHuA. BamHo, yem OH HanonHaet chopmy Tam, roe oTCyT-
CTBYIOT TPafMLMOHHbIE COHATHblE annerpo, NpuBblYHble cxembl ABuMeHnA. Wccne-
LOBaTeNN CnpaBefMBO OTMeYatoT hakT obpalleHns K pasHbiM popmMaM apMAHCKOM
MOHOAMM, HO He B paccnabneHHOM co3epuaHu, a B aKTMBHOM MePEeoCMbICAEHVN.
dopma COUMHEHUIT peanu3yeTcAa Yepe3 APKYHO TEMOPOBYIO AWHaMUKY, MopaaroT
Kpacku ero opkecTtpa. He ocTaBnAeT paBHOAYLIHbIM BBELEHME YWCTbIX Tembpos
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HapoAHbIX MHCTPYMEHTOB B NapTUTYpbl CUM(POHWYECKOrO OpKecTpa, Korpa Tembp
CTaHOBUTCA CMMBOJ/IOM, BbI3bIBaIOLLLMM BeKOBble accoumaLun. [nybokunii putyanbHbiii
CMbIC «3aKpaLUNBaET» €ro COYMHEHUA.

be3ycnoBHO, CTYAEHTLI-KOMNO3MTOPbI HaXOAAT B My3blke M3OpaHHbIX KOMMO3MTOPOB
MPYEMbI, HTEPECYIOLLIME UX U CEFOAHSA, @ My3bIKOBELbI MPUODLLAIOTCA K BaHOM M aKTyalb-
Holi NpobrnemaTuke yueHbIx ApMEHUWU. DTOT UHTEPEC NMPUXOAMUTCA MOCTOAHHO Habntopatb!

B 3akntoueHun NocTaBUM akLEHT Ha TOM, YTO Tak MPOYHO COEAUHUIO ABYX YHU-
Ka/IbHbIX My3blKaHTOB, OKa3aBLUMX CTOSb 3HAYVMMOE BIMAHME Ha MOCnepyloLlee pas-
BUTWE apMAHCKOI HaLMOHanbHON My3blku. K Kakum Obl saHpam oHM He obpalanvcb
— Bctogy ApMeHUA, ee UCTOpWA, ee Hapof, NMpOLUefLnii Yepes CTpallHble UCTMbITa-
HWA, CYMEBLUWI BCe BblAepaTb U BbICTOATb. Ml B 3TOM Benuuune XxypomHWKOB-HOBA-
TOPOB, reHMaNbHbIX MPOBUALEB, CyMEBLLUMX 0DOrHaTh Bpems.

3akntoyeHue

Takvum obpasom, Komutac v TepTepAH — XyHOMHVKM, NPUHAANEKABLUME K pa3-
HbIM BPEMEHHbIM MEPUOAamM UCTOpUU ApMEHUN, OTRANEHHbBIM APYr OT Apyra Ha BECb-
Ma 3aMeTHYIO AMCTaHUMI0. DTO 3Tarbl TBOPYECKON 3penocTu KynbTypbl: pybex XIX —
Havana XX Beka, BpemA CTaHOBNEHWA KOMMO3UTOPCKON LUKOMbI, ¥ BTOpasA MONOBUHA
XX cTonetua (anoxa bypHoro pasBuTuA U pacugeTa). Takaa puctaHuma obycnosuna
obpalueHre K MHbIM My3blKanbHO-BbIpasnTeNbHbIM CPEACTBAM W Pas3fINYHbIE MaH-
pOBble NPUOPUTETbI: 06pabOTKM HapOAHbIX MeceH W TaHueB y KomuTaca, cumdpoHum
U My3blKanbHblil TeaTp — B TBOpYecTBe TepTepaHa.

Komutac obo3Haumn rpaHb HOBOro noaxopa K donbKIopy, K KOPHEBbIM HapoS-
HbiM Tpaguumam. OH peluan MmHorve npobnembl: OONBKIOPHOrO MHOroronocusa chak-
Typbl, €€ nonudoHnsauum u coHopHoctu (coHnsma). Mpopomkan Tpaguuum Knaccu-
Ka, TepTepaH obpaluanca K pasnuyHbiM hopMaM MOHOJUM, ee apXeTunam, akTUBHO
MepeocMbICNNBas BblbpaHHble BapuaHTbl MpW APKOI TeMOpoBOIl fMHaMUKe.

TBOpYECTBO My3bIKaHTOB OObEAVHWNA SHUMKIOMNEANYECKAA LUMPOTa LEeATENbHOCTU.
XyBOMHNKOB MOfOOHOTO «[ByeOMHCTBa» XapakTepusyeT ocoboe OLLyLLEHVe 3ByKa, Hacbl-
LLIEHHOrO COAEPKaTENbHOCTBIO TOHA, YYTKOCTBHO CrIbILLAHWUA MPOTAKEHHOIO «Jamanr.

Nx obbeanHAoT copepmaTenbHOCTb COUMHEHWIA, 0DpaLLeHHbIX K UCTOpUK CTpa-
Hbl, Mpolueflieil yepes mMHorve ucnbiTaHuAa. OHuM oba — yHWKanbHble MPOBUALbI,
oborHasLLMe CBOE BPeMA, U B 3TOM UX Bennyue!
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The proposed topic of numerous aspects occupies an important place both in
the university’s history course and in the activities of the Cabinet of the History of
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National Musical Cultures at the N.A. Rimsky-Korsakov State Conservatory in
St. Petersburg. When studying the culture of Armenia, many scientific meetings
were held dedicated to the work of selected composers at various venues in
St. Petersburg.

Komitas and Terteryan are artists who belonged to different periods in the
history of Armenia, quite noticeably distant from each other. These are the stages of
the creative maturity of culture at the turn of the 19th - early 20th centuries, the
period of the composer school formation and the second half of the 20th century,
the era of rapid development and prosperity. Such a distance led to an appeal to
other musical and expressive means and various genre priorities: arrangements of
folk songs and dances by Komitas, symphonies and musical theatre in Terteryan’s
creative work.

Komitas designated a new approach to folklore, and the fundamental folk
traditions. He solved many problems: folklore polyphony of texture, its polyphonization
and sonority (phonism). Continuing the traditions of the classic, Terteryan turned to
various forms of monody, its archetypes, actively rethinking the chosen options with
bright timbre dynamics.

The encyclopedic breadth of activity united the creative work of these
musicians. A special feeling of sounds, saturated with the content of the tone, and
the sensitivity of hearing the extended dam, the background music accompaniment,
characterize the “double-unity” of the artists.

They are united by the pithiness of the works addressed to the history of the
country, which has gone through many trials. Both of them are unique visionaries,
ahead of their time, and this is their Greatness!

Key words: Komitas, Avet Terteryan, musical folklore, from Komitas to
Terteryan, great visionaries of Armenian musical culture, appeal to the “archetypes”
of the folk, scientific and creative meetings of the St. Petersburg Conservatory.
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The article is devoted to relevance of the folklore tradition in the work of composers of
various national schools, namely, A. Spendiaryan, |. Stravinsky, L. Revutsky. Tradition is
considered from the perspective of the main characteristics of metamodern as one of the
important semantic guidelines for the listener, who is in the conditions of semantic
uncertainty and oscillation in modern culture.

The article attempts to highlight the paradoxical nature of tradition, which lies in its
avant-garde potential against the background of “habitualness” of innovations in modern
culture. From the history of arts, examples of using traditional elements by the avant-garde in
the works of A. Archipenko, K. Malevich, M. Saryan, A. Erdeli are given.

The interpretation of folklore in the works of Spendiaryan, Stravinsky and Revutsky
reveals both common and different features, which indicates the innovative potential of tradition.
Spendiaryan and Revutsky follow the integrity of the original folklore source and its active
development, creating a new colorful material, while Stravinsky explores it and, on its basis,
creates a new synthesis of word, movement and sound.

The conclusion is made that tradition may sound modern, it may sound more “avant-
garde” than many of the presented innovations

Key words: paradox, national tradition, folklore, avant-garde, metamodern, culture,
song.

Relevance of the research

The anniversary date of Alexander Spendiaryan is significant not only for
Armenian culture, but also for musicians all over the world. The symphonic, vocal,
operatic music of the Armenian classic, the heartfelt and bright in their national
specifics “Erevan Etudes” make you think about the life of tradition in art, which is
ensured by its polyphony and plasticity. According to American scholars, for more
than a hundred years folklorists were interested in finding the sources of tradition
and explaining its boundaries, but in the modern age, expansion of the means of
communication, research and travel, as well as globalized cultural and economic
interdependence have complicated the task. L. Wright, the author of an impressive
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photographic chronicle of folklore studies, speaks even more clearly: “People - that
is the “name of the secret”..., which describes the process of oblivion and
innermostness necessary for... practice, in contrast to the simply known and limited. A
people that is acutely aware of its “nationality”... is something completely different
from the everyday habitual ideas in which we are all involved every day” [14]. To
what extent is this “otherness” of the folk, traditional in the space of modern art
criticism, realized? Perhaps it is exactly this “otherness” that allows tradition to
“radiate” ambiguity and propel the interpretation of its forms.

Taking into account the debatability and instability of the concept of
“metamodern”, we note that the attitude to tradition is one of the most stable issues.
Metamodern projects onto tradition a special tactic for understanding literary texts:
its designation as oscillations or fluctuations between ...caused both positive and
negative attitudes (“low heuristic value” of the concept of oscillation [12]). The
authors who spoke in favor of this phenomenon point to its “ethical turn towards
authenticity and indifference” (A. Dumitrescu), “the path to a new dialectical
synthesis”, “new sincerity” (D.F. Wallace). However, do these positive positions
mean the certainty, so much desired by listeners (and ordinary addressees of art)?
The topos “between” different meanings, the uncertainty, “shakyness” of truth can
obviously give it a different status, emphasize other functions of tradition in art,
which has determined the problem of this article.

The scientific significance of the article is related to the study of artistic
tradition in the context of dominance of innovations in art, which is specified by
comparing three different contemporary composers of various national schools,
namely, A. Spendiaryan, L. Revutsky, |. Stravinsky.

The purpose of the article is to reveal the paradoxical nature of the perception
of tradition, which acquires new functions in the modern artistic context.

The main part

The study of scientific sources on this problem makes it possible to single out
the fact of evolution of the sensual aspect of perception of modern man and,
consequently, corporality as a factor of existence. As S. Venkova notes, “for
metamodernism, new aesthetics lies in the creation of atmospheres, the
perception of which is associated with the idea of a bodily-emotional experience of
presence, the impact of the environment on all the sense organs. People, objects
and the environment that connects them are immersed in a single space... The
artistic statement is built here in the space between man and the environment in
which one is immersed” [3, p. 209]. Due to such changes, when sensorics seems
to require more “food” and of a better quality, a peculiar response arises to the
limitation (and even impossibility) of emotional expression, to fading of the need
for it. In response to the state of non-involvement in the work, a so-called “new
sensibility” and depth of affect arise, which, to a large extent, can be revived by
artistic tradition.
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One of the most powerful traditions is folklore, the interpretation of which
continues to be important for composers, since it is a source of fine-tuned forms of
people’s memory about the most important. Probably, this quality of folklore led to its
active inclusion in the process of radical transformationof art in the 20th century, namely,
in the 1910s-20s, when Spendiaryan (“Crimean Sketches”, 1903, 1912, “Erevan
Etudes”, 1925), Revutsky (Symphony No. 2, 1926-1927, first edition) and Stravinsky
(“The Wedding”, 1923) composed their most notable works. For Spendiaryan and
Revutsky, who knew folklore from the inside, the use of folk songs was determined
not only by the need to develop their national culture, but by their personal
sensation of the aesthetic potential inherent in folklore. Evidence of this is Avetik
Isahakyan’s recollection about A. Spendiaryan’s perception of folk melodies: “I
watched with interest how the incomparable lord of consonances perceived the
elements of a folk song with childish spontaneity and admiration. And he explained
to me with enthusiasm the crystal clarity, sonority, ingeniousness and sincerity of the
folk song — the Lied”. This concerns not only Armenian folklore, but also other
national strata, such as Ukrainian or Crimean Tatar. Spendiaryan’s knowledge of the
language allowed him to record and, accordingly, reproduce the Crimean Tatar
folklore in his “Crimean Sketches”. It is important that this was an expression of an
almost traditional passion for folk songs by composers of different nationalities. So,
speaking of Spendiaryan’s adaptation of the city song “To the Beloved” (1916),
A. Demchenko underscores in it the “individual-intelligent feeling of life”, common
for that time, which, according to the author, was best expressed precisely in lyrical
genres [5, p. 52].

Lev Revutsky’s interest in the folk song was fueled not only by the situation
in Ukrainian culture and the tasks of its further development, but also by his
personal interest as a composer, which is obvious from his comments on the
collection of “Galician Songs” he published. The composer demonstrates refined
understanding of the language peculiarities, types of harmonization of each of
the songs. Therefore, his turn to the folk primary sources in Symphony No. 2
proved surprisingly lifelike, conveyed the naturalness of the music, permeated
with the folklore thinking. And this did reach the listeners, which explains the
extraordinary popularity of the work and its numerous performances. It is this
symphony, all the main themes of which use Ukrainian folk songs, that
determines the principal line of future searches for composing ideas and artistic
solutions in folklore traditions.

In folk texts and songs, Igor Stravinsky sees a match to his inheriting ability,
“which enabled him to embody some of... people’s non-conscious recollections.”
D. Likhachev saw in them the reason for the authors to turn to tradition in art:
“The «spontaneous, non-conscious aspect of creation includes traditional elements,
which are not reinvented, but which the artist uses when necessary»; then its
presence is obvious” [9].
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The obviousness of presence of folklore in culture (including today) is a unique
feature of it as tradition: by its nature, it does not pursue the task to actively
transform a person, does not call him to transform the life, does not engage in
direct moralizing and does not claim to be a global truth. Its truths are first of all
directed toward the foundations of everyday life, which explains their accessibility to
every person. This is probably why folklore, embodying tradition, paradoxically enough,
becomes one of the foundations for formation of the avant-garde non-traditional
thinking, which happened in almost all art forms of the early 20th century.
Incidentally, inconsistency, as a certain trait of tradition, was noted at the Venice
Biennale 2015, where the Armenian pavilion “Armenity” received the title of “Best
National Pavilion”. Thecurator D. Vinogradova also writes about this: “...in this pavilion,
contradiction, hidden in the very concept of tradition, was revealed. The problem is
that it is impossible to clearly distinguish between new and old traditions used by
artists. All of them apply not only modernist practices - video art, installation, but
also traditional techniques — ceramics, carpet weaving and more. The authors boldly
give themselves up to the traditional practices of Armenians, inspired by the
modernist tradition, whose roots lie in the even more ancient strata of formation of
the peoples of the Caucasus” [4].

Returning to how tradition nourished the avant-garde of the early twentieth
century, let us remember Kazimir Malevich, who justified his desire for geometrism,
inclusiveness and vitality by his familiarity with folk art. Exploring the formation of
the Ukrainian avant-garde, T. Kara-Vasilyeva points out that the workshops in the
villages of Skoptsy and Verbovka became centers, where new ideas of synthetic art
and, in particular, Suprematism were used.

“The avant-gardists’ attention to the peasant creativity was programmaticand
furthered a more intensive renewal of the plastic language and democratic
orientation, formed the specific language of Suprematism, its “lexicon””[6].

The avant-garde proved able to discover the most diverse actual forms and
techniques in the traditions of folk art. The first Ukrainian cubist sculptor Oleksandr
Archipenko, fascinated by the symbolism of archaic art, focused on the simplicity,
demonstrated by traditional forms.

The artist argued that the role of an artist is to give the viewer an impulse,
which in turn gives rise to a creative independent thinking. This seems to be one of the
grounds, combining tradition and the avant-garde.

The similarity of expressive means in the works of the Ukrainian artist,
philosopher and poet, representative of the so-called Second Ruthenian Revival
Adalbert Erdeli and the Armenian educator, painter, theater artist, a true poet of
the Armenian landscape Martiros Saryan shows how much both artists were
“included” in the avant-garde art movements of the 1910-20s and interpreted it in
line with their national traditions. Erdeli relied on primitivism of the frescoes of
old Ukrainian churches, the direct perception of Transcarpathian mountains, while
in Saryan’s canvases, the influence of Armenian medieval miniatures is
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perceptible. This is emphasized in the study by O. Filippova: “The starting point
for M.S. Saryan’s stylistic quests was the aesthetics and plasticity of Armenian
medieval miniatures and frescoes, the traditions of the art of the East” [15, p.
319]. For both artists, the starting point in their avant-garde search was French
art, their visits to Paris, participation in the exhibitions of “Cezannists” and
fauvists.

The new principles of interpretation of national traditions were formed in the
atmosphere of the St. Petersburg school, and in his music, Spendiaryan combined
the impressionistic mode, as enjoyment of impression, with the splendor of
colorfulness of Armenian intonation. The variational development becomes a reason
for the composer to create an exquisite polyrhythmic fabric, in which some layers
seem to “fix the rhythmic figures of the melody, while the others create the
ornamental texture”.

It should be noted that today ornamentation as a result of figurative elaboration
of texture looks like not only an obvious consequence of the Eastern thinking, but also
the most important impulse for musical development. According to M. Mishchenko, “the
reason why ornament is the basis of music is that the future creative forces ripened
in it. Development and form came to life when the ornamental and the rectilinear
became the “consciousness” of music.

With them, the art of composition mastered the ability to pass the turning
point in the movement of the melody, and with them, the plasticity and
architectonics of music took shape” [10, p. 10]. As an example of inexhaustible
fantasy of rhythmic figurativeness, which creates the polyrhythm of the timbre
layers in “Erevan Etudes”, we will cite a fragment from the second part of Hijas.
All  the timbre-textural drawings are in the state of rhythmic-timbre
complementarity, which creates a real feeling of action, sparkling with various
colors-timbres.

With Stravinsky, rhythm becomes the fundamental principle for the renewed,
unusual sounding of the “usual” ftraditional material, in particular, in “The
Wedding”. The said rhythm is primarily of speech rather than bodily nature; the
accentual syllabic shifts from the people’s speech here are not only a specific
authenticity of the folk lifestyle and pronunciation of a song, but also a means for
“estrangement” of the sounding. Particularly suitable for this was not so much the
lyrics, like in the cases cited by A. Demchenko, but the phonetics of the ritual
pronunciation, which turns corporality into a tool for embodying this stringent
aforegiven set of actions. Stravinsky’s famous syllabic measurability creates a new
fabric construction. This is what the composer would write in the margins of
B. Asafiev’s book “Igor Stravinsky” in a polemic with the author: “The Wedding” is
nothing but a symphony of the Russian song and Russian style” [1]. Stravinsky does
not seek to convey to the listener the feeling of adaptation, situationality, in which
alone tradition lives, does not aim, like Spendiaryan and Revutsky, to embody simple
emotions. His conventionality and observation as if “from the outside” determine the
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alienation of the sound and presentation of the material, the extent of freedom of its
transformation. If, for example, the khaitarma, by definition, involves smooth and
rounded female movements, the choreography of “The Wedding” implies “rough
peasant movements (crouching, jumping, body swaying in the Russian style), strict
graphicness and sharpness. The arms with pointed elbows and clenched fists lose
their smoothness and range of motion” [7].

Thus, what is the place of interpretation of folklore, its principles of thinking
and worldview in the conditions of metamodernism? Folklore, in our view, both in
the version of Spendiaryan and Revutsky, and that of Stravinsky, not only balances
the possible fluctuations and vagueness of metamodern in relation to meaning, but
also provides the listener with what can be called “new certainty”. The reproduction
of sensuality in its simplest modalities, that is, in the basic life situations, is
connected with the ritual, which is the responsibility for a human life at least at the
level of destiny. Spendiaryan and Stravinsky’s special attention to the reproduction
and transformation of the rhythm of the primary source naturally brings about new
aesthetics of movement. Today, translucence of the bodily practice, as is the case
with Stravinsky’s graphicness or Revutsky and Spendiaryan’s dance element, is not
enough to perceive as awakening of natural forces in man. Rather, we would
propose to interpret it as compensation for modern aggressive intrusion of social
standards into our bodily expressiveness. Therefore, the artistic tradition (folklore as
part of it) in the interpretation of Alexander Spendiaryan and his contemporaries bears
an imprint of one of the main paradoxes of modernity: today tradition does not only
allow us to sense the spirit of collectivity and subconscious belonging to our roots, but
above all - our own “Self”, preserved and intact. At that, folklore does not become
anything “secondary”; in the interpretations of geniuses, it leaves behind an echo of
authenticity.

Postscript. “And yet, traditions are not inherently 'malicious": they are also the
cordial conductors of human sociability, filled with ingenuity and generosity, whose
endless adaptations and calls for action help us place appropriate accents and be
aware of time and place” (Lucy Wright).
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fepHa B KayeCcTBe OHOrO W3 BaMHbIX CMbICNOBbIX OPUEHTUPOB ANA ChyLuaTens,
KOTOpbIi1 Haxo[MTCA B YCNOBUAX CMbICNOBOI HeOnpefeneHHoCTM U OCLUANALMN B
COBPEMEHHOI KynbType.

B craTbe caenaHa nonbiTka BbICBETANTb MapafoKkcanbHOCTb TpaguLuu, KoTopas
3aKntoyaeTcA B €€ aBaHrapfHOM MoTeHuuane Ha (PoHe «MPUBLIYHOCTU» HOBaLMWIA B
COBPEMEHHOI KynbType.

MpuBeneHbl NpuMepbl U3 UCTOPUM UCKYcCTBa 06 WCMONb30BaHMM aBaHrapgoMm
TPagUUMOHHbIX aneMeHToB B TBOopyecTBe A. ApxuneHko, K. Manesnua, M. Capbs-
Ha, A. Dpaenu.

WMuTepnpeTauua donbknopa B TBOpYecTBe CneHnpuapaHa, CTpaBMHCKOro U
PeByukoro obHapymuBaeT Kak obLiMe, Tak U pa3nnyHble YePTbl, YTO YKasbiBaeT Ha
HOBaTOPCKWi1 noTeHuman Tpaguumnn. CneHpgunapaH n PeByukuii cnepytoT LLeNoCTHOCTH
hONbKNOPHOro MEpPBOUCTOYHMKA W ero aKTUBHOW pa3paboTke, co3paBad HOBYHO
Kpaco4HoCTb MaTepuana. CTpaBUHCKMIA uccnepyeT ero n Co3[aeT Ha ero oOCHoOBe HO-
Bblii CUHTE3 CNOBa, [BUMKEHNA U 3BYKa.
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The American Armenian composer Alan Hovhaness’ “otherness” in the context of the
20" century musical discourse can be explained by his Armenian-Scottish origins, Armenian-
Eastern musical identity and his unique interpretation of different artistic traditions of eastern
musical cultures - Indian, Japanese, Korean etc., available in his works.

The tragic pages of Armenian history are reflected in Alan Hovhaness’ immense
heritage; this article particularly focuses on the “Exile” symphony (No. 1, 1939), dedicated to
the Armenian Genocide. The “Exile” is a kind of catharsis in the long run of Hovhaness’
pursuit of national spirit and musical identity to achieve solution to his psychological and
creative crisis. The symphony became a symbolic self-acknowledgement of the composer’s
Armenian identity, and an offering in commemoration of the Genocide victims in the realm of
the musical space of the composer’s individual perceptions.

Key words: Alan Hovhaness, identity, genocide, Exile symphony, Anatolia, eastern
music, musical instruments.

Introduction

The issue of preserving national music as an important factor of identity was
perceived in the Armenian historical narrative long before the Great Genocide and
the subsequent formation of the Diaspora. This is evidenced by the life and work of
Komitas Vardapet (Archimandrite), his scientific activity, and primary interest in
discovering and collecting authentic examples of Armenian folk songs, free of any
foreign influences. Zealously differentiating Armenian music and purifying it from
distortions, as a matter of fact, he solved the fundamental problem of substantiating
the distinctive portrayal of Armenian music. He proved its unique style by studying
two main branches: church and folk, as paramount representations of the nation’s
musical identity. Naturally, Armenian urban, gusan and ashugh (bard and minstrel)
songs and music remained beyond his sight, as a branch characterized by a
different system of aesthetic values and bridged to a foreign Oriental artistic
tradition.

Due to political circumstances, in the context of endangered national identity
issues, Komitas’s cautious approach had its say in a certain phase of Armenian
musicology, generating contradictory Eastern and Armenian perceptions of alienated
genres'.

* Leading Researcher at the Music Department of NAS RA Institute of Arts, Honored Art
Worker of the RA, Member of the Board of the Composers Union of Armenia, Doctor of Sciences
(Arts), Professor, lilityernjakyan@gmail.com. The article was submitted on 21.11.2022, reviewed
on 25.11.2022, accepted for publication on 15.12.2022.

" In general, Komitas’s ideas and diverse evaluations related to the ashugh and urban art
music, and the concepts of “Oriental” and “Armenian” are still not fully clarified and may give
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Presentation of the Basic Material

Komitas’ works and activities, sealed with the confirmed originality and
uniqueness of the Armenian music, made him a cultural hero. Given such a
perception, some researchers managed to see in Komitas’ beliefs the confirmation
of the uniqueness of the Armenian people, in general. As a proof, Komitas’ intense
indignation, connected with the publication of Levon Yeghiazaryan’s “Collection of
Armenian Folk Songs” in 1900, is noted, which presents “the foreigners a wrong
opinion of the ethos and intellect, past and present of our people” [5; 4, p. 231; 3,
p. 186-189]. Leaving aside the real grounds of Komitas’ anger and concern due to
the non-Armenian origin of some melodies in the collection, let us contend, noting
that among them are also “Cilicia”, “Lullaby” (Come, My Nightingale) and
D. Tchouhadjian’s song “We are the Children of a Brave Family” from the opera
Leblebiji (The Chickpea Vendor), which causes a national emotional upsurge in the
broadest strata of the people.

After the Genocide, especially for the artists working in the Armenian diasporic
communities, Komitas and his activity acquired the significance of a symbol,
embodying the Motherland, a guide to imagine and feel the Motherland in the
musical language, and to set apart the borders between the native and the foreign.
Naturally, the discourse on the national and cultural self-preservation cannot be the
same in the homeland and in the diaspora [1]. With one example, it is possible to
realize the pathos of the importance given to the national music and instruments in
the imagination of the diasporic Armenians, while visualizing their perception of the
Armenian world, i.e. Yerkir Nairi.

Among the musical instruments canonized in the national musical tradition: tar,
kamancha, duduk, sring, zurna, oud, and others, most of which are equally
widespread in the musical life of different peoples of the Middle East; oud is more
important than duduk in different Armenian diaspora communities. There is an
undeniable symbolism and emotion in the tradition of preserving and practicing
oud. For the Western Armenians, it is a precious relic inherited from the native
home and a means to overcome the memory of the tragedy, the nostalgic feeling,
and the trauma of that “memory of feelings”. The preservation of the art and
repertoire of oud and the mission of passing it on to the generations is one of the
constant indexes of the national identity of American Armenians, a manifestation of
their Armenianness. With the presence and music of the oud, they do relive their
history, with the mastery of the oud they establish the consciousness of being an
equal member and bearer of the multiethnic musical culture of Anatolia.

We deal with this reality as well when examining the large-scale work of the

rise to divergence in views. It is not our task to refer to their detailed interpretations in this
paper. However, it can be said that using some materials of bard music, which he collected, and
arranged in his works, he softened his unconditional position towards the standards of national
music of “Armenians as Eastern people” [2, p. 68; 7, p. 58].
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American-Armenian composer Alan Hovhaness. Certainly, Hovhaness’ Armenian
musical perceptions were formed owing to his study of spiritual and folk songs by
Komitas. The combination of Western polyphony and Armenian spiritual song art
guided the composer to his favourite sphere of long-lasting canonic imitations. In his
piano and chamber works, he applied Komitas’ arrangement principles in piano
dances. Along with original interpretations of different genres of Armenian monody,
urban music genres, as bayatis, gazelles, and taksims, canonized in the multiethnic
cultural environment of Anatolia, occupy an important place in the composer’s
work. The most frequently used instruments in the composer’s works are the oud,
kanun, tar, and saz, which belong to the Pan-Eastern musical tradition.

The Armenian Genocide added new elements to the paradigm of Armenian
identity, which differentiate the ethno-cultural perceptions formed in the historical
memory of the Eastern and Western Armenians. More than words, music became a
key to the complex search for the multi-compound identity of diasporic Armenian
artists.

The foundations of the “foreign” sound of American-Armenian composer Alan
Hovhaness in the music of the 20th century are related to his Armenian-Scottish
origin, Armenian-Oriental identity, as well as to the problems of original
interpretation of various Eastern cultures found in his musical world: Indian,
Japanese, Korean, and many other artistic traditions (for example, Japanese Gagaku
and Noh drama, Indian Ragas). The composer’s search for identity has been
agitated, but has revealed wide horizons for his musical orientations and aesthetic
perceptions, shaping his Armenian-Eastern musical world in the context of Western
music. The composer’s turn to the East is conditioned by the revelation of his
Armenian identity; manifestations of that identity are present in the author’s various
“Eastern” works. Armenianness is not just a chronological period enclosed by dates in
Alan Hovhaness’ creative biography, but a discovery of one’s self, a space for self-
perception and a starting point to communicate with different spheres of ancient
Eastern civilizations [8].

In his formative years until the 1940s, Hovhaness seemed to have overlooked
his Armenianness, which caused him an unusual psychological disturbance.
Overcoming the barrier of Armenian origin and turning to Armenian monophonic
music as a necessity for self-expression, the composer marked a new stage in his
life. The artist of a spiritual-religious credo, who was looking for a mystical-creative
material, carried out the mystery of this transition period; he abolished about 500
previously written works, emphasizing the idea of sacrifice.

That extraordinary and fateful decision was provoked by the appearance of the
composer’s symphony “Exile” (1937), dedicated to the Armenian Genocide; it was
the first one out of his 70 symphonies. Alan Hovhaness’ symbolic dedication,
perpetuating the memory of his ancestors, received contradictory reactions and
assessments in different circles of the American music community.

Leslie Heward, the chief conductor of the BBC Midland Orchestra, who
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performed Alan Hovhaness’ “Exile” symphony, highly evaluating it. The American
composers Leonard Bernstein and Aaron Copland, the influential figures of the
time, spoke loudly while listening to that work at Boston University Tanglewood
Institute Music Centre and deliberately disturbed it, calling it “ghetto music”, or
containing cheap intervals. Offended, Hovhaness left Tanglewood [6].

In one of his letters addressed to William Saroyan, Hovhaness writes about the
intolerant, even sarcastic attitude of Copland and Bernstein, and his wounded pride.
If we also take into consideration his disagreement with authoritative figures of
Western music John Cage and Karlheinz Stockhausen, once like-minded friends,
and his later publicly expressed disdain for them, it would be easy to understand the
causes and consequences of the unhealthy atmosphere created around Hovhaness,
which brought forth alienation from musical and academic circles. Hovhaness
received far less attention in musicological circles than other modern composers
who were interested in the music of the East as well..

Perhaps, the negative charges received from Tanglewood and the followed
depression would have deepened and significantly affected the creative work of the
composer, if during that period he had not met Hermon Di Giovanno, a Greek-born
philosopher, primitivist painter, and his spiritual teacher, who “converted”
Hovhaness to his Armenian roots. Upon his advice, the composer began seriously
studying Armenian music and found ways to get out of the creative-psychological
crisis, turning to the cultural heritage of his ancestors. Hovhaness became the
organist of the Armenian Church in Watertown (Massachusetts), took lessons from
spiritual fathers, studied the music of Komitas and presented his six piano dances in
a concert performance.
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The “Exile" symphony was Hovhaness’ “first public confession” of his new
identity, which clarified his “spiritual state”. In the Armenian period that followed in
the 1940s-50s, the composer created his famous Armenian works: Lousadzak
(Coming of Light), Three Armenian Rhapsodies, Saint Vardan Symphony, Etchmiadzin,
Anahit, Khrimyan Hayrig and others, which marked new steps in music. In
Lousadzak composed for piano and strings (1944), the composer put forth his way
of monophonic thinking: the piano solo with large-scale melismatic phrases imitates
the sounds of Eastern string instruments. In this innovative work, Hovhaness used a
distinctive aleatoric technique, calling it “spirit murmur”.

The “Exile” symphony is void of national musical quotations, one of the
characteristic expressions of the author’s musical thinking. The subtitles “Lament”,
“Conflict” and “Triumph” reflecting the emotional-ideological direction of the three-
part symphony and associated with an artistic pictorial image, as well as the genre
forms used in the individual parts: chorale, dance, and fugue, are verbal and
musical indicators of chaotic changes of discrete emotions and feelings. The
symphony’s stylistic-structural features: ostinato rhythmic textures, combinations
and variations of melodic patterns and dance rhythms, interspersed with aleatoric
episodes and polyphonic forms are found in Hovhaness’ different Armenian and
Eastern works. They have a certain intonation stylistic commonality with the Saint
Vardan Symphony and the Khorhurd Nahatakats (The Mystery of Martyrs) suite,
which immortalize martyrdom. In this thematic genre, we can also consider Return
and Rebuild the Desolate Places, The Ruins of Ani and many other works, which
were criticized or appraised beyond the context of their titles, without hurting the
national pride of the composer. The suite “Khorhurd Nahatakats” is a unique
tribute to the thousand martyrs who died in the Vardanants Battle. Spiritual
melodies and the composer’s favourite genre units (songs, processions, laments,
etc.) are used in the Oriental mosaic-like texts of the above-mentioned suite and
Saint Vardan Symphony.

However, in the Saint Vardan Symphony, it is difficult to see a direct emotional
and ideological connection between the program titles of the music and the heroic
personality of the leader Vardan Mamikonyan, or the historical significance of his
deed. Whereas the main units of the textual content of the Liturgical singing: “Holy,
Holy”, “All Father Holy’, “Our Father”, “Lord Mercy” and others are available in
the basis of “The Mystery of Martyrs”. From this viewpoint, the title of the symphony
Saint Vardan seems purely conventional to us. Perhaps, considering the fact that
Vardan Mamikonian ranked among the saints of the Armenian Church, Hovhaness
used spiritual melodies in some parts of the symphony dedicated to him.
Nonetheless, with the powerful and vital character of the last part of the symphony,
Estampie, he emphasized the idea of the spiritual and moral victory of the
Vardanants battle, crystallized in the historical memory of the Armenian people.

English composer and conductor Leslie Heward lavished the warmest
appraisals on Hovhaness’ works, considering them “powerful, musically solid,
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fundamental without delving into chromaticism, which tempts many... He is a genius
and will create even greater works”? After the premiere of Exile symphony,
musicologist Isabelle Jones wrote that the work, full of emotion, lamentation, conflict
and victory, leaves a great impression... and although the composer specified a
program for his symphony: lamentation, conflict and triumph, it could be without
those headlines and be equally impressive as well... his music is as abstractly
modern as contemporary fine arts. And one of the American literary critics
explained the triumphant finale of the symphony by the composer’s American
vitality>.
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With its prevailing melismatic style in melodic thinking, the musical text of Alan
Hovhaness’ Exile symphony differs from the works of Western European composers,
who embodied the 20th century tragedies, relying on expressionist and avant-garde
techniques. It is distant from the musical offerings to the Yegherni Khoran
(Genocide Altar) by modern Armenian composers as well, where human speech is
given a special function.

2 See Alan Hovhaness’ archives, Armenian Students’ Association Will Sponsor Concert by
Alan Hovhaness, by Gladys Aroossian, also Alan Hovhaness in Town Hall Concert by Don
A. Donelian.

3 New England Topics by Rose Minassian.
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The unhealthy atmosphere, created around Alan Hovhaness’ Exile symphony
and the composer’s emotional-psychological response, prove that the Genocide
theme implies a subjective field, where criticism can also be conditioned by political
considerations. On the other hand, the exclusiveness of the theme does not in any
way guarantee the value of the given work of art. The works “dedicated to the
Genocide” imply a specific analysis with philosophical reflections. In the Exile symphony,
Alan Hovhanesse immortalized the memory of the Genocide victims in the sound
space of his imagined cosmic perception and Francis Bacon’s idea of “angelic
knowledge”. Years later, the composer dedicated the work to the English
philosopher Francis Bacon.

Conclusion

The reference to a sacred or tragic theme is not equivalent to the artistic value
of the perception of a given work: sometimes, extreme means of expression, for
example, textual quotations of eyewitness accounts, can be more effective, creating
empathy or compassion, and turn the work into tragic reality, pushing back the
expected emotional impulses from music. However, the works bearing the sacred
titles “dedicated to the Genocide” and “Commemoration of the Genocide victims”,
regardless of their equivalent or non-equivalent artistic perceptions, are united in a
thematic genre whose ethical, psychological and moral-political context cannot be
ignored. In all cases, objective or subjective evaluations do not overshadow the
importance of performing such works.

In the collective memory of the people, the theme of the tragedy in its various
genre incarnations is part of the institutional structure of the national
commemoration of the Genocide both in homeland and diaspora: they are essential
in the discourse of “Post-Genocide” art with their “reminiscent and accusing”
presence.
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quuwquu wplbbywu' hunjulwy, Swwnuwlwy, Ynpbwywu, dowynypubph gbinwp-
JEunwlwu wjwunnyputph hupuwwnhw dGluwpwunieiniuutiph fuunhputiphu:

<nnywdnid puuwpyynd Gu Ujwu <ndhwuubuh dedwdwyw| dwnwugniejwu
dbo wunpwnwpé unwgwd hwjng wwwdniejwu nnpbpguwlwu Eebpp, dwutw-
ynpwwbiu «Upunp» upd$nupwu (Ne1, 1937 p.)" udppywd Gnbinuh gnhtiphu: Uju
uintindwgnpoénipiniup  Ywuwwpuphu t nwpdb <ndhwuubuh wqgquihu ngnt W
Gpwdonwlwu hupunyejwu npnunwdubipnud, Ywufunpnobip unbindwagnpdwywu L
hngbpwuwwu 6quwdwdhg nnipu quint ninhubipp: Upddnuhwu Yndwnghwnnph
hwjywywu hupuniypjuu funphpnwuowlwu ughpwpbipnwdtu £ Gntinuh gnhbippu,
upwug hhowwnwyh hwybipdwgnudp «inhbgbpwlwu hdwgnipwu» wuhwnwlwu
pulwinwiubph hugntuwiht nmwpwdpnud:

Pwbuwyh pwnbp' Ujwu <ndhwuubu, hupunieniu, bntinu, «Upunp» uhd$bn-
upw, UWuwwnnhw, wpbbywu Gpwdonnieiniu, Gpudanmwlwu gnpdhpubip:

TPATMYECKME CTPAHULLbI APMAHCKOiI UICTOPUM B NPOU3BEEHNAX
AJIAHA OBAHHECA

NVANT EPHIKAKAH"

Ina uutupoBanua: EpHpxakaH, Jlunnt. “Tparnyeckve cTpaHuLbl apMAHCKON MCTOPUM B TBOPYECTBE
AnaHa OBaHHeca”. Mckyccmsosedueckuli xypHan, N 2 (2022): 60-68. DOI: 10.54503/2579-2830-2022.2(8)-60

KopHu «uyxoro» ronoca amepukaHo-apMAHCKOro Komnosutopa AnaHa OBaHHeca
B My3blkanbHoii naHopame 20-ro BeKa nemar B €ro apMAHO-LLOTNAHACKOM MPOUCXOM-
AEHWUU, apMAHO-BOCTOYHON MAEHTUYHOCTW U MPUCYTCTBYIOLLMM B €ro My3blKalbHOM

* £ GUU wpybuwnh huunhwinunh Gpwdounnipjut pwduh wnwowwwp ghnwofuwwnnn,
<< wpybunp  Jwuwnwlwdnp  gnpdhs,  wpybunwghunngjut  nnlunp, - wypn$bunp,
lilityernjakyan@gmail.com, hnnjwdh ubpluwjwgubint opp' 21.11.2022, gpwfunubint opp’'
25.11.2022, nwwgpniejwu punniubnt opp' 15.12.2022:

* Bepmywumii HayyHbIii coTpyaHUK otaena my3blku MHctutyTa uckyccts HAH PA, 3acnymeHHblit
peatenb uckyccte PA, poktop wmckycctBoBepieHus, npodpeccop, lilityernjakyan@gmail.com, cratbs
npeacTaenera 21.11.2022, peueHsuposaHa 25.11.2022, npuHaTa k nybnukaumm 15.12.2022.
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Mupe cBOeobpasHbIM TPaKTOBKaM XYAOMECTBEHHbIX TPaguLMii pasHbIX BOCTOYHbIX
KynbTyp, Kak TO: MHOMICKOI, ANMOHCKOM, KOpercKoiA.

B cratbe paccmatpuBatoTcA Hallepluve oTpameHue B OOLUMPHOM Hacnepuu
AnaH OBaHHeca TparMyeckue cCTpaHuLbl apMAHCKOW WMCTOpUM, B YACTHOCTW, MOCBA-
weHHaa xepTtBam [eHoumpa Cumdporua «MsrHaHme [Akcop]» (Ne 1, 1937 r.). 370
COYMHEHMe CTalo KatapcucoMm B nouckax OBaHHECOM €ro HauWOHaNbHOrO gyxa U
MY3bIKQ/IbHOW WMAEHTUYHOCTW, NPENONpenenvno Nyt BbiXxoJa M3 TBOPYECKOrO U
ncuxonornyeckoro Kpmsuca. CumcPOHUA ABNAETCA CUMMBONMYECKUM MPUHOLLEHVEM
apMAHCKOW WAEHTUYHOCTM KoMMo3uTopa MepTBam [eHouupa, yBeKoBeYeHVeM WX
namATW B 3BYKOBOM MPOCTPAHCTBE NIMYHbIX BOCMPUATUIN «KOCMUYECKOTO 3HaHWA».

KnroueBble cnosa. AnaH OaHHec, WaeHTMYHOCTb, [eHouup. «M3rHaHue»,
CumdpoHua, AHaTonmA, BOCTOYHAA My3blKa, My3blKalbHble MHCTPYMEHTbI.
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URqU3h1L rUdTSNhe-3UL RUMFUSUUL uNr<MrHU3hL SEULULULL.
kfLNnrudcsugahsuuuv vhsurunhuLer

<NheUhUL Mhyh23UL"

<ndwu hwdwp. Mhyhgywu, <nhthuhdt: «Uqquiht Gpwdonnygwt quipgugdwu funphpnwihtu nbujw-
Yuiup. trunbipwdounwghunwlwu nhunwpynwubps: Updbugpwghywlwt hwinbu, N 2 (2022): 69-92.
DOI: 10.54503/2579-2830-2022.2(8)-69

Funphpnwjht Upnipjwt Yugdnd ubipwnwé hwupwwbunieniuubph qupqugdw
nwgiwywpwlwu dpwapbipnud wnwuduwyh nbp tp hwnuwgynd dowynipwih pwnw-
pwlwuniyejwup, npph gbipuywwwyp dowynyph dhongny funphpnwiht hwuwpwynyejw,
pwnwpwgnt punhwupwgywd wotuwphwjwgph nt Ypwwph unbindnidu bn:

<nnywdh tywwwlu §, wjwunwlwu tjwgupwiuwihtu dowynyeh ninpunind dwywi-
ynn gnpdpupwgutiph hwdwwbipuinnud, putwnyb) funphpnwiht hwupwwbunnieniuubpnud
wqgqwht Gpwdonnieiwu qupgugdwu nbujwywup:

1930-wywu pp. ULU hwupwwbwniegniuutpnud Gpwdonwlywu dywynyph hwdw-
swih qupgugdwult ninnywd twfuwgdtipnid wqgquwihu Gpwdonnipjut wnwpupwgp nh-
wnwplnud Epppplc $niyinpuwghtihg wugnud nbwh wybih pupdp Jupluuhgny quwhuwwn-
ynn dwutwghnwgywsd wpytiunh: Wn Yepw dhnpd Ep wpynud punhwunp hwdwwpgh
dbio ubipwnb] wwppbp Gpwdonwdnwdnnnigiwu nt qupgugdwt dwluwwwph wugwsd dn-
nnynipnubiph dwynipwiht wjwunnypubpp: Ninpunp junwywpdwu gnpdpupwgubpnid
Uwfluwwnbuynd Ep pninp hwupwwbwnieniuubpnd dbwynpb] whnwlwu Gpwdonwlwu
Yuwqdwybpwnipynwuubph huunhwnighnuw) hwdwlwng: Wu gnpdpupwgh gbipuwwwmwyp
wnbnwlwu wqgquwiht Gpwdonwlwu wjwunnypubph Ywunuwlwpgnidu nt hwdwhwpeb-
gnuiu tp' ppple hpdp punniubing wpldujwu nuwuwlwu Gpwdonnpjwu  hwpwgnygp:
LUnyu wnpwdwpwuniejwdp' twfuwwnbuynd bp upddnupy ujwgquwiudph oppuwyny' uwnbin-
6bi| wqgquwjhu UWjwqwpwuubiph ujwquwfudpbn:

<nnywdénud, Jwutwghunmwwu gpwywunigjuwt b hwjwpywd nwownwihu wqgqugpw-
Ywu ynebph hhdwu Ypw, puniypwgnynid nt ybpindynid £ nwppbp hwupwwbunnie)niu-
ubpnuwt Ujwqwpwuwihtu dowynyph ninpunh hwdwgfuwphwjuwgdwt (gnpwjwgntd) tww-
nwyhu dhindwsd gnpdpupwgp’ wjwunwlwu ujwgqupwuutiph ybpwywnnigdw, unp nb-
uwlubph unbnddwu, hwdwwywwnwujuwtu Jdwutwgbwubph no uwpwuh dbwynpdwu
ninpuubipnid, npwug htwnbwupubpu nt dGpopjw quipgqugnidubpp:

Pwtiwih pwnbp’ funphpnwihu opowt, dnnnypnulwi btpwdonwlwu dowlynye,
wywunwywu ujwqupwu, tjwqupwuwgnpd qupwbn, wpbbywu tugupwuubph upd-
$nupy ujwquwfunidp, Ywpnwu Pniup, Ujbpuwunp Oqwubquayhih:

LEpwényeyniu

Pnw hwpgh puuntegyniuhg wnwy, hwyhpé nipjugdtup lunphpnwihu Uhnie-
Jwu Yuadnd hwjnudwd Gpypubiph nu dnnnynipnutiph dowynipwjhu puntpwgh-
np’ 19-pn nwpwybipphtt L 20-pn. nwph uygpht: Gwnwthp sk, np 1920-wjw

* £ QUU wpybunp huunpwunnunp dnnnypnuw Gpudonnipjwu pwduh wwag ghwn-
wtuwwnnn, Gplwuh wEnwlwu hwdwuwpw, ywndwwu ghunneniuubph pbluwsnt,
nngbiuw, riposh@mail.ru, hnnwséh ubpyuywgubine opp' 29.08.2022, gpwfunubnt opp'
01.09.2022, nnwwgpnijwu punniubint opp' 15.12.2022:
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pYwlwuutppu duwynpywéd wyn huywjwlwu wtwnyejwu dby dhwynpywd dnnn-
Ynipnubipu nu Gpypubipp dhdjwughg dGdwwbu wwppbpynud Ehu Epupy nu dow-
Yniewjhu gnighsutinny (hupunipjwt hwpwgnygny), YGuuwybpwny, wywwndw-
Ywu dwlywwnwagpny nt qupqugdwdp: Puwlwuwpwp, upywd gnpdnuubtipp npn-
owlhnpbu wpunwhwjnynd Ehtu twlb Gpwdoanmwlwu wotuwphpuywindubpnd ni
npwughg pfunn Gpquwihu, ujwqwpwuwhtu nt Wwpwht wjwunnypubpnud: G-
quiht dawynyenwd hupunigjw jnipwhwwnynyeiniuutpp npubnpynud Ehu Gpwdonw-
Ywu dnwdnnnigjwu, Gpwdronwpwuwunbndwlwu wjwunnyeh, dowynipwihu
ytugwnh L npwugny wwjdwuwynpwsd gbnwpybunwlwu npubnpnwdutpp
wnwuduwhwwny punypwagnpbpny: b owpu updwsdubph' tjwqupwuwhtu dow-
Ynyenud wnwppbipneniuubp wyuhwjn tht twb dplunyu hwupwwbnniejwu
dte ubpgpwyywsd dnnnynipnubiph wqgquwiht bjwgqupwutbph ywnpwundwu
Gnwuwyubiph ni hdwnneniuutiph, wbuwlwunt, Juwwpdwt nbluupyuywu ne
wpunwhwjnswlwu  hutwpwynpnieniuutph bW Yugwnwywpdwu npnpunubpney:
Npny dawynypubipnd ujwqwpwuubph hhduwlwu gnpdwnnyep uwhdwuwthwy-
ynw tp dwjuwjht-wgnwuowuwihtu hwnnpnwygniejwdp, dbntinnt nhpdwywu
wuwwlbph pungddwdp Ywd ujwqulgwihu punyeny: Cun wind' ujwqupw-
ubph wbuwlwupu J6& skp, wwpg Yunnigwédpny, hwdbdwwnwpwnp gnuy nbfu-
upywywu huwpwynpnieniuubpny nt wpunwhwjnswdhongubpny: Ophuwy, pns-
Jnp' wuwutwwwh dnnnynipnubiph Yeugwnnd wnwugpuwihu Ehu thnnuihtu (Qusw-
Ywu) nu hwplwuwiht (pwnwupwynp) tjuwgwpwuubpp, eEL sthu pwgwnynwd
[wpwjhuubph wwpgq wwppbpwyubpp bu: buly bunwlwg' Gpypwgnpd dnnn-
Ynipnubiph dhowdwypnid, h owpu hwplwuwihtu nt hnnwiht tjwgwpwuubph,
wnwyb] qupgugwd thu jwpwihuubpp' wnbnuwhu, Yudhpwihu ni jwpwjhu-
hwpywuwihtu  nbuwlubph pwqdwpunype wwppbpwyutpny (Uwgqwpwuubph
nwuwlwpgndt' pun U, Uwynup)' [25, b 24]:

Logwd pninp Gpypubpnud £ ujwqupwt ywunpwuwmbine niuwynie)nit niub-
gnn hupunw tpwdhonutiph nt wphGunwynpubpp dhowdwjpnid wunmhéwuwpwp
suwynpynwd Ep ujwqupwuwagnpdnigjwt by wnwyb] hdnwgwd wudwug otipwn,
npnup Jwutwghwwund thu npnawyph whwh (wpwiht, hnnuihtu wd hwplw-
Uwjht) ujwgqupwuubph Ywd npwig wnwudht wbuwyubph (ophtwy' pwdwusw,
pwunu, nnupnty, gnintw) wwwpwundwu ninpund: <Gnwgquwnud, dwulwgh-
wwywu nt unghwjwlwu fuunhpubpu wnwyb] nyniphtu (ndtiine bwwwnwyny (wy)
wphbuwnwynpubph tdwu) tjuqupwuwgnpdubpp bu wunhbwuwpwp dhwynp-
ynw Ehu wnwudhu puybpnyeniuubipnid (Enpwjpniejniu, hwdpwpnypniu):

18-20-pn nn. Uunpynywuh funonp pwnwpubipnd gnpdnn wphbunwynpw-
Ywu hwdpwpnypniuutiph swppnd wnwugpwjhu nbp niuthtu bwb hwy Gpwdhown-

! h. Uwghluynt nhinwpydwdp' jwpwiht bjwqupwitbpt wnbnuwiht, Yudhpwiht n
hwpywuwihtu wbuwlubph pwdwubint 4. Uwjnup dnwinbignudp Ywpnn £ wudonnyeniuutp
wnwowgub|, pwuh np unyu tjugqwpwup wnwppbp Wwqwiudpbpnd Ywpnn £ hwunbu
quy e’ hppl wntinuwyht, b’ Yudhpuwht:

Unybuywghynulyut hwtnbu / Uickyccmsosedyeckuli xypHan / Journal of Art Studies. 2022. N 2



Snhihuhb Mt 71

ubpu nt ujwqupwuwgnpd Jwpwbwnubipp: Uwutwghnwgywsd Gpwdonwlwu
wphbuwnwungubpnud, onitywih Jubwnwunubpnd wotuwwmnn jwpwjhu, thnnwihu,
hwplywuwiht buwqwupwuutp, wnhpt jwpbp Wwunpwuwnnn Jupwbnubph ni Gu-
pwywpwbwnubph hwdpwyu nt wpnwnpwupp wnwpwdynd Ep Yndywup no
Uplbiph wwpptp puwywywiptpnud, b jwywagnyu ujugupwutubpp wwhwuoywd
Ehu nwnunwd wdbunip? [1, te 55-67]: <wynd, wwwwhwlwu sk, np nupwynp
wywunnyputpny hnywsd n. qupgugwsd ujwgqupwuwihu Jpwynypeh sunphpy’
wnwpwdwopowuh hwjjuwywu puwywydwiptipnud untindyt| tp ujuqupwuubpp
wybh pwqiwqwu nbuwlwuh' odnwd nbjuuhyuwywu nt uwnwpnnulwu jwju
huwpwynpnigyniuutipny, pwqdwotipin dwupbiph hwpnwwn ujwqugwuyny: Gy,
hupunw dnnnypnuljwu tpwdhonutiphg pwgh, wjuwnbn gnpénd thu twl dn-
nnypnuwuwpndtiuhnuw] nt ypndbupnuw| tpwdhonubph wnwpwobipn wuuwdputn:
Oppuwy, wpnbu dhohu nwpbiphg, hwjjwlywu pwnwputph hpwwwpwyubpnd W
hwupwjpu hwyjwpubph, wnlnph nt dwdwugh wnwpwpunyp Juiptpnd hwéwfu
Yuwpbiph Ep niuyunpbp dnnnpnwywu Gpwdhowmubph Yuwnwpndubp Yud thnnw-
Jhu, Jwpwihtu nt hwpywuwht bjuwgupwuubph wwppbp hwdwnpniegniuubpng
suwynpwd vwquunwpubph W woninubph wuuwdpubpp Ginyutp [7, ke 175-
205; 24, k9 214-219]: buly gyninuwu puwywywjpbpnd wnwyb] mwpwdywsd thu
wnbnulwu udwgnipnubipp (nninntly, nwdpwsy, nwi/nhnp Yud gnintiw, nudpw,

2 Luwn YU, Uppwhwdjwuh gppnid hnjws U. Fwdpwgywup b L. Lhynnnujwuh wpfup-
Jujhtu niebph’ 19-pn - 20-pn nn. Yhubphu Ujtpuwunpuwwnih wphbuwnwynpubiph gnigw-
Ynu wnwudht funwp bhtu Yuqdnd fuwunyeubpnd wpfuwwnnn wnhphg [wp Wwwpwuwnnn-
ubpp (phjweh) L qninuwshubpp, huswbiu uwl npund gnpénn woninubpp (Uwquiunwn):
LJwgnnubiph punhwuny phyp. pwnwpnd' 6 Jupwbin, 12 Gupwjwpwbn (nwpbywu
Gywdnunp' 300n.), huy opowunut’ 55 Jupubinn, 10 bupwlwpwbin (wpbywu Glwdnunp'
1600n.), k9 56-58: 1865 p. Ujtpuwunpwwninw Ywp Gpwdonmwlwu gnpdhpubip wwunpwu-
winn 8 Jwpwtin (wwpblwu GYwdnunp' 300n.), huy opowund’ 44 Jupwbin (nwpbluwu
GUwdnunp' 1400n.): Ywphunwd 19-pn n. wnweoht bpbip wwuuwdjwynd (Jhusl qunep)
wnwudhu funwp Ehu Yugdnd jup wwwpwuwnnnubp (ghphséh) W ujwgnnubipp (swinéh).
nyjuubpt’ pun U. Bnhwqupuuh «Uowl»-nd hpwnwpwywsd hnnwsh, nb'u [1, ty, 66-
67]: Lnyu gppnut® puwn 1860-1865 pR. gqninuwshutiph hwdpwpnigniuubph gniguubiph'
Utpuwunpuwninud Yup 4 Jupwbwn, 7 Gupwdwpwbun (F 60), Lwtuholwund' 3 Jwpwbin
(k9 62), Opnnipwnnd* 5 Jupwbin, 7 wowlybpwn (ko 63), Lnp Pwjwgbitinud® 15 Jupwbin (ko
64): bplwunu' pwn wwwpwuwnnn 4 Jupwbwn, 7 wowlbpn (kg 50-51), gnintwshubp W
Gpwdhounubp' 10 hhduwwu puwlhs, 2 ubipqunenn (k9 44, puwn b. Snwbuh): SE'u uwl [8,
ko 3-71; 10, ko 171-201; 17, k9 158-252; 20, L9 5-30; 28, k9 230-250]: Cuwn 1828 . Swpwlwu
Mnwwuwnwuh wwonnuyw b, Snwbuh ubpluywgpws' <wyulwu Jwpgh (Ubpwnyw] Lw-
fuhglwup fuwunyeyniup) Ypdwlwgpulywu ndjujubph’ Gplwund gnpdnud Ep 12 Gpwdhauwn,
nphg 7-p' hwy: Gplwup opowlw gjnintipnud gnpdnn Gpwdhownubph phyp hwuun Ep 59-h,
nphg S4-p hwjtip £hu: Lwfuhgluwt pwnuwph 9 U opgwlw gynintiph pninp 10 Gpwdhauntbipp
Wu hwjep thu, huy Opnnipwnh opowunwd gnpdnn 6 bpwdownhg 5-p hwy tp: <wnd
hwjwywu dwpgh wdpnng nwpwdpnid gnpdnn 96 tpwdownhg 85-p hwy Ep: Ypwug pynid
Ehtu opohy woninubipp, gnintw U nninnty ujwgnnutipp, npnup dwutwygnid Ehu dnnnypnw-
Ywu winubiphu, futgnypubipht nt hwpuwuhputiphu [28, Lo 840-900]:
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nhn)) L wjwunwywu wnnubippt, dtiubiphu, nifunwquwgniyeniuutphtu dwutwygbnt
GYwé woninubiph nt ipwdownniejwdp ninklgynn (wpwfuwnwgubiph Ginypubnp:

«@uny wqqujpt, pnjuunwynipjudp’ unghwhunwlwiu» Ywpgwfunuh
thnfuwlpynudp Gpudynnipjuu ninpnnd

1930-wywu pp. vULU hwupwwbtwnigniuutpnud Gpwdonwlwu dawynyeh
hwdwswih qupgqugdwut ninnywd twfuwgdtpnd  wgqwiht  Gpwdonnipjwu
wnwgpupwgn nhuwplynid Ep hpple $niyinpwhthg wugnud nbuh wytih pundn
quplwuphony quwhwwnynn dwutwghunmwgywd wpybuwmnp: Wn Ybpw thnpé tp
wnynw punhwunip hwdwlwpgh dbe wnbnwynpbip wwpptp Gpwdonwdnwodn-
nnyRjwu nt qupgqugdwt Gwuwwwph wugwd dnnnynipnubiph  dowynipwihu
wywunnypubpp: Ninpunp Yunwlwpdwu gnpdptpwgutipnd bwfuwwmbuynd tp
pninp  hwupwwbwnnigniuubpnud duwynpb] wbnwywu Gpwdonwlwu Yuwqdw-
Ypwnigynwuubph  puunpuinghnuw  hwdwlwpg'  $hihwpdnuphw, owbpwjhu
pwnpnu, uhdpnupy, Yuwdbpwiht b dnngnpdhputiph Ujwquwfudptip, tngh-wwph
UL wwph wEwnwywu wuuwdpjubp [9, _hy 77; 15, k9 37-41]:

Wu gnpdpupwgh gbpuywwwlyp wbnuywu wqgquiht  Gpwdanwywu
wywunnypubph punhwupwgnuiu nu juwunuwlwpgnuwu kp' ppple hhdp punne-
ubin nwuwlwu bGpwdoannipjwtu wpudnjwu hwpwgnygp: Lnyu wpwdwpw-
unipjwdp’ bwfuwwbuynd Ep upd$nupy ujuwquiudph ophtwyny' unbndt| wqg-
gwjhu tjuwgwpwuutiph ujwgqwfudptin: Cuwn Enipjwl, «dund wgquihu, pnw-
nwynipjwdp’ unghwjhunmwlwu» hwnuph Yuwpqwiunup Bpwdonniejwu nnp-
wnw Jupbip £ nhnwpyty bpple ginpwijwgdwt funphpnwihte hwyigwlwpgh
wmwppbpwy (funphpnwjuwgnid):

Gy pwuph np Uhnigjwt dh owpp hwupwwbnnieniuutipnd ybpp ubipyuwjwg-
qwd Gpwdonwludptiph, tuqwupwutbph nt juunwpnnuywu wpybunh dwuhu
owwnbpt wugwd wwwnlbpwgnud sniubht’ hnyd Guplnpdnad Ep hpwdhpywy hw-
dwywwnwuluwt dJwutwgbnubph dhongny wnbintipnid nwunignd yugdwybpwbint
gnpdpupwgp: Ljwwbup twl, np wyn wwphubpht nbn 2wwn Gpypubpnd skp
(néyb| hwdwwnmwpwsd wugpwghwnnyepjwu ybpwgdwu fuunhpp [13, ty 41-47; 18, ke
38], dpugntin ytipp ufupwgpwsd Gpwdramwlwu Yunnygubiph gnpdniubinyejwu
hwdwp wuhpwdtiogun tp GBYypnywlywt unnwgpnipjw b Gpudonwlwu nbunte-
Jwu Ybpwpbipjw] wnwotwihu ghinbjhpubiph hdwgnieinitu: Pwugh win, uhd$gnupy
ujwquwfudph  Udwunnnpjwdp dnnnypnwlwt  ujwgqupwuubph  wuuwdputp
niuGuwint hwdwp wuhpwdbon tp punywiub] dnnnypnwywu thnnwiht, jwpwihu
nt hwpywuwhtu ujugqupwuubph wbuwlwupt, hwdwwywwnwufuwt dwjuwdw-
quwiny, husnnnigjwdp nit wnbluuthjulywu-Yuwmwpnnuwu huwpwynpnyeniuubpny
unp bjwgqupwuutp unbndt|, nph hwdwp bwfu wbwnp Ep duwynpb] wypndbuhnuw
ujwqupwuwgnpd Jwpwbwnubph, Yndwynghwnnpubph nt wwwpnnubph nwu:
Unwudhu hwpg btp' wwppbp  dnnndnipnubph wqqujht - uwqupwuubph
Gpwdonwlwu puywinudutiphg nbwh wpudnjwu nwuwlwu Gpwdonniejwu pwg-
dwdwjunypjwt hwdwlwnpg wugnd Yuunwnbip:
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Uu4y Ybuwnyndhg pninp hwupwwbunyeniuubph hwdwwwwwujuwt Yuw-
nnygutiphu hnwé 4tipnugju hpwhwuqu h gnpd npytg wdbunip [19, Ly 45-52]:
Cwdwdwju Yeunpnuhg unwgqwsd Uwfuwgdh' wuhpwdbon tp Gnpwjpwlwu
hwupwwbwnieniuubpnud wnlw htwpwynpnigniuubph uwhdwuubpnut® wowy-
gk wju Gpypubppu, npwnbn wjwunwywu b dpwgpny twjuwwnbuynn dowynipw-
Jhu wnwuduwhwwnynyeniuubph wuhwdwwnbnbihnpjwu Ywd tjuwguwpwuwgnpd
nt Gpwdhon Jwutwgbunubph wwlwu Yup: Cun wind, wulwfu wgqwiht yww-
Ywubnyentuhg nt puwlwdwiphg, ([wywgnyt qupwbunubpu nt Gpwdhownubpp
hpwyhpynid Ephu wnnwppbp hwupwwbinnyejniuubp' yepnugjwy fuunhpubipp (ndtine
L hwunmwwndwsd swihwupoubipny Gpwdonniejwtu qupqugdwu hwdwlunphprw-
It ibupwwiup Yuuph Yngkint [16, phy 1]:

Ujwunwlwtu ujuwqupuuubph YJEpwjunnigdwu/wpldnwjutwgdwu
qnpdpupwgp

huswbu ugbightup, wywunwywu ujwgqwpwuubph Juwwpbugnpddwuu nt
uhd$nupy ujwquwiudph udwunyejwdp dnngnpdhpubiph ujwquwfudpbp uwnbindb-
(ntu dhindwd gnpdpupwgp dSwywynd tp WULU pninp hwupwwbunnieniu-
ubpnd: Wu Gupwnpnu Ep twb dbpwlwnnigws, hnfuwlbpwyws dnnnypnuw-
Ywu ujwgwpwuubph nt npwughg wpwnwdéynn unp mwppbpwyubiph uwntindnid,
quuqywdwiht wpunwnpnyintu b nwnignid: Uujwot wybih hunwly wwunlyb-
pwgubnt hwdwp' nipugdbup wyn gnpdpupwgh 2powuwlubpnud nwppbp hwu-
pwwbwnniginiutbpnd wjwunwywu ujwqwpwuubph Yuwunwpbjwgnpddwu, yb-
pwwnnigdwtu nt quugywdwiht wpmwnpnyejwl Yuqdwybpwdwlu pupwgpu nt
aliwynpynn wprynwtupubipp:

dpwuypwamd [21, by 94-97] 1930-wywu ppe. U. (Gwdwpwoyhhu, Y.U. Yw-
owlhabu b Y. Swuwydwu unbindbght wjwunwlwu thwinniph ((wpwjhu-Yudhp-
pwjhu) uJuwgqwpwuh dh unp punwuhp® Mwhwwubiny fulunippulwu nhwh dn-
nnyprwlywl Gnwiwp uwqupwuh &up® U. Gwdwphayhiht thwunniphh yghyht
pwnnpnunnuwiht  punbpjwiubpny dinwnwlwu jwnbp wnbnunpbg, uwlwju,
Y. Swuwywih W U. (Gwdwphogpnt unbindwd wnwppbpwlyubpp (wjiu tnwpwsénud
suinwgwu: Y. Ywowyhdbu pwppih-jwiubpwlywu wnhwh thwunniphh hhdwu ypw
unbindtg Ywuwwpbjugnpdyws' wyphdw, wiwn, wbunp ppndwwnply hugniuwownpny
wmwppbpwyubp' qwnbph phdp hwugubing 12-h: Cunqujudwsd dwjuwdwdwiny nt
ppndwwnhly hugniuwownpny thwunnipph ypphdw, win (dwdnp Gnwhugniup jwn-
qwdpny) U wnbunp (Yyhuwnwiphtu jwpywdpny) nbuwlubipp hbunnwguinud Yhpwnyb-
ght dpwuwmwuh dnnnypnulwtu Gpgh nt wwph wbnwlywu wuuvwdpinud: Un
unp' ybpwywnnigwsd nbuwyubph hhdpnd npdt) Ehu thwunnipph fulunipuuw,

* Eppfu U. $nt <nplpnunbih W Ynipin 2wpuh nhwwpwunyejwdp' pbywbpp bgpp Yh-
pwnyntd £ unyu Yunnigwdpu niutignn, pwyg swihbpny nt jwpjwdpny wwppbpynn ujw-
qupwuutiph nbwpnid, ophtwy' onypwyh punwuhpnd ubpwnynwd Gu 9nypwyp, wnp L
pwyoniewln [27, ko 234]:
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pwppihwywu nt wubpwlywu wjwunwlwu wnwpptpwyubpp: Gpwdhan-ugw-
gqupwuwgnpdubiph hhgjw| Gnywyu wyn wmwppubpht dGnuwdnibu nuy ybpwihn-
futiint wb wqwunwlywu snigniph ((wpwiht-Yudhpwiht), swigh (wpwihu-Yudh-
pwhu), sniippp ((upwjhu-wnbnuwiht) ujwgqupwuubpp: Ywuwug powuntd
wnwyb] nmwpwdws wjwunwlwu swugh tjwgqupwup nbluuhywwbu Yuwunw-
pblwgnpdtint pupwgpnuw ujwqwpwuwgnpd b. Ynipgnyhtu hhduynd Ep ujwuw-
Ywu Jbgwwp wwppbpwyph ypw' qwpbph phdp hwugubing 16-h: U. Gwdw-
nh2dh(ht unbindtig swugh ujwqupwuh wnwyb) uwnwpuw]' 23 jwpny wnwppt-
pwyp, huy Y. dwowlyhstu' dh wdpnng puwnwupp, nph Yuqgin ubipwnyb Ehu
wnwppbp swihtpp nu dwjuwdwywih ppndwwnpy (wpywdpny, 13 (wpny tpbp uw-
qupwl’ wnwh, Gpypnpn, Gppnpn swughtbin: <Gug wju Ytipght tnwppbipwy-
ubipu | htivnmwgwnw utipdnidytight Ypwuwinwuh dnnnypnulwt tipgh nu wywpp
whwmwlwu wuuwdph Yugdnw: 4. Jwowyhstu dbpwlwnniglg wjwunwywu
Gnwiwp sniuppptu (wpwjhu-wnbnuwihu), uwmbndtind npw  ujwqwfudpwhu’
wnwohu, Gpypnpn, Gppnpn, pwuwihtu b Ynunpwpwuwihu* wnbuwlutipp, npnup
wu hwdwptight ybpnugjw; whnwywu wuuwdpip [21, ko 94-97]:

Pnnwiht tjuwgupwuubph ybpwlwnnigdwu gnpdpupwgp hwdbtdwwnwpwn
wytih dinpp dwyw| pungpybg' hhduwlwun vwhdwuwhwyybing wywunwluwu
gninwuydppph (hnnwjhu-Gqwywiht) unp wwppbpwyh unbnddwdp: 1930-w-
Ywu pp. U. Fwdwphayhint ybpwywnnigwsd gninwuwnmyhpph ophtwynd wywu-
nwywu dhwihnn, nhwwnnupy wnbuwyht wytwgyb) Ep bu Gpynt ujwquygnn
thnn: Uwlwju gninwupndppp-wupyuwgniyh wju tnwppbpwyp jwju tnwpwoénud
squwy:

Mnwwupwind’ nbnlu 19-pn. nwipph Jbpobipht, Jwutwghnwlwu opow-
uwyubpnd npnawyh dhunnd Ep tfuwnynid wwunwlwu ujwqupwuubph Yuw-
wmwpbjwgnpéddwu, unp wbuwlubiph nu nwppbpwyubph unbnddwu nunnnyEjwdp:
Ujuwbiu, 1896 p. 4.4. Uunptlp ybpwlhwnnigbig nniuwwu pwjwiuwguyp (Junpw-
Jhu-Yudhpwht) Ywwuyh wmwppbpwyp' unbindting nnw uyndnpnfututiph wjwu-
nwywu ujwgwpwu hwdwpynn gndpugh (Jwpwihu-Yudhpwiht) unp oppuwy:
huy 1908 p. §.M. Lyniphdnyp, tjwqwpwuwgnpd qupwbin U.D. Pnipngp hbw,
Jbpwlwnnigbg nndpwjh wunpblywu wmwppbpwyp' unbndbing pwnwjwp, Yyhu-
wnwjhu jwpywdpny unp wbuwy, npp hhdwu ypw 1914 e. duwynpybig nndpwubpp
yqwpwbwnp, huy 1919 p.' pwnwjwp nndpwubph  ujwgquwfunipp: 1930 p.
U.h. Lwihdngph unbindwd wywunwlwu Gnwjwp puquwiuyuih ypphdw wnwppb-
pwlu wpwwnpybg LbGupugpunh U.d. Lniwswpuynt wudwu  Swppphluwyned:
1951 . unyu Swpphlwinud wpunwnpytight twl pwjwwjywih wyphdw, ubyniu-
nw, wiw, pwuwihtu b Ynunmpwpwuwihtu gnpdwnnype Yuwnwpnn ujwqufudpwihtu
wbuwlubpp, huy 1952 p." F.M. Lniphdngh unbindwd pwnwjwp nndpwbbph

4 UULU wwppbip hwupwwbwnnyeniuubpnud wjwunwlw ujwqupwutbph nhywpw-
unieinlut nt pwuwihtu gnpdwnnypt wwwhnynn unpwuwnbnd ujwqupwuubph Ynbyppw-
pwu wujwunwu puwn [21, hwdwwwunwufuwu hnnuubph]:
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unp wwppbpwyubpp' wyhyngn, wyppdw, win, wbunp, pwu b Ynunpwpwu [21,
k9, 29, uy. 42-47, 52-61]°:

Mmypwhtuymd U."V. Lignyhpwinlynt unbindtig gnignyuwu wjwunwywu
ghdpwubiph ((wpwjhu-hwpywuwiht) tjwgquiudpwiht’' nnuwyny b hGuwy-nn-
ptipny Yuwwpbjugnpdywd wmwppbipwyubp, npnup 1956 . Bpuphgnyh dwpph-
Yujnd quugwdwihu wpwmwnpnipjwu npdbghu: 1940-1952 pe. b.U. Uyywpp
ytpwipnfubg niypwhuwlywu wwunwlwu pwbnnipwé ((wpwjhu-Yudhpwhu) b
unp wmwppbpwlyubp unbndtg: buy 1940-wlwu pwlwuubphu 4.M. Snighskiu-
Ynu thnpétig Yuwwnmwpbjwgnnpdt uwfunpnutipp b untindtg ujwquiudpwihtu pwu-
nnipwubiph yphdw, wiwn, pwu nbuwlubp [21, uy. 127-148]:

Fuippntupuynid dhusl 19-pn n. Ytubipp mwpwoédywsd bhu wwunwlwu Jubbt
Ujwqupwuh (wpwht-Yudhpwiht) dhwlnnp thwjinhg thnpdwd hpwuny hhtg
Ywd jne jwpny wnbuwlubipp, nph wnhpb jwpbpu wdpwunid Ehu hwjnt Yndbphu:
buy 19-pn nuwpp Ytubphg wpnbu Wjwqupwup YGpwipnfuybg b unbndytg
wnwudhtu thwyinbphg unuuddwd hpwuny, onipg 30 dbwwnwlwu wpny nt
wlwugubpny wwppbpwl: <Gnwquinu unbndybg twl tjwqupwup JeY wy'
dwdnp L dhunp Gnwhugniuubpny wynpnwihtu wnwpptpwyp, npp Ynsybig vwwipb
quwbbt; W jwju mwpwdnd nwbigwy tpyph hwpwywjphu 2powtubipnd: Eunnuwgh
Gpwdhawnubin nu bjwqupwuwgnpdubipp pwqdhgu thnpdb| Gu Yuwnwpbugnpsdt
wju ujwqupwup: Ophtuwy, 1947 . 3nL. 8Gigbpp b . Swuqbp Ybpwlwnnigb-
ght wjwunwywu Jubbtp' unbindting 22 jwpny, wwppbp winuwjunieniuubph,
deuwupywywu, 7 unbnny wwppbpwyutp, npnup jwju Yphpwnnd sunwguiu:
Udtih np' . Bwugbip, hu. Yphunwip untbindtight uwqupwuh 37 jwpny ppndw-
why unwypwun, nbunp, pwu nwpptpwyutp: buly 1951-1953 pe. 3nt. Skjqbinp,
b. Swuqbup, fu. Ypphunwip, 4. Uwwip b Sw. luhjwuyp unbindtghtu unp, wnw-
gt Ywwwpbugnpdwd gpbet snpu oyunwyw hugniuwdwdwiny (47 jwpny)
wmwppbpwyubp [21, £y 68, uy. 237-243]: «UYynpnuwjhu» b «Ubintnwjhu» Ywuub)-
ubipu uyubght wpunwnpyt «Eunnupw» dwyuhop Ypnn nwotwdniph SwpphYuned:

Funphpnwjht mwphubpht wjwunwlwu tuqupwuubph Yuwmwpbjugnps-
dwu b vqwqwiudpwih mwppbpwyutbph unbnddwup dhnywd woluwmnwup-
ubpp owpniiwyybight uwb Luwpghuynid: 1947 . U.U. Ypwuunwbtipnyh owupb-
nny Ybpwlwnnigybg wjwunwlwu snpu, hhug Ywd jnp dwjuwugpny (Jeyp* hw-
Ywnwy Ynndnid) b nhwwnnupy hugniwwowpny uyrwpnyt (hnnwjhu-unthswiht)
ujwqupuwup' unbindybightu unwpnybh ujwquwiudpwiht unp' whynn, unwpwun,
win b nbunp mbuwlubp: Lnyu hinhuwyp Yyepwlwnnigbg bwl thwjinhg ni ting-
jniphg pwnugwd wjwunwlwu nye dwjuwugpny (JeYp' hwlwnwy Ynndnid)
qulnipuwqu (thnnwjht-liqiulwht) bjwqupwup’ unbindting gnpdhph uywguw-
fudpwiht unwypwun, wiw, wbkunp, pwphwnnt, Ynunpwpwuwhu wwppbpwyubp

> tunphpnwiht  hwupwwbinneniuubph  wqgqwih bwqwpwuubph L ppwug unp
nwnpbpwyubph dwupt Jwupwdwuu wnb'u [21, uly. 270-275]:
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(dhusl rmwuudby dwjuwugpny, tiptip oyunwyw hugniuwdwywiny W ppndwwnpy
dwjuwownpny) [21, ke 70-71]:

U.U. Ypwuunwbipnp Ywuwwpbjwugnpdtg twl jwundhwlwu wjwunwywu
ynlt ((wpwjhu-Yudhpwht) huqujwp tjuqwpwup (UWwt b bunnuwwu Ywu-
ubihtu, nnwwlwu gnwihht)' unbndbing gnpdhph unpwgyws, ujwquiudpwhu
nwppbpwyubp' Gpyne L Gpbp oyuwy dwjuwdwywiny whynn, unwpwun, wjwn,
wnbunp, pwu U Ynunpwpwuwiht wbuwyubip: 1950 p. wjn unp bWwgqupwuutpu
wnwyb] hnyybght L wbuuhjuwbu Yuwwwpbiugnpdybightu, punjwjuytight
hugniuwownu nt dwjuwdwywp (2npe puwtynE jwn, nph 2unphpy wju tdwuynd
E pwunuh) [21, k9 72-73]:

Luywuwpwimd 19-pn n. Ytubiphg wunhbwuwpwnp pwnwpwihtu Ytugwn thu
ubipdndyt] bwlb GBYypnwywlwu ujwgwpwutbpp (nwotuwdnip, onypwYy, Yhpwn,
dwunnihtw) b nnwwlwu Ywjwgnph thnnwiht ujwguiudpbph ujwgqupwuubp
[2, E9 79]: Mnwwuwmwunud b GBYpnwwyw wmwppbip Gpypubpnd Ypenientt unw-
gwd hwy Gpwdhpunubph hwdwp yepp ubplwjwgyws fuunhpubpp hhduwlwunid
Jnipugqwé bhu, W hwyptupp ybpwnwnpdwd Gpwdhonubpu hpbug uwubphu thu
thnfuwugnud dbnp pbipywd unp ghwnbihpubpu nt GYpnwywlwu unnwagpniejwu
hwdwYywpgp (Vwlwp Ghdwywu, Lppunwihnp Ywpw-Unipqw, Uwhphnnu Ub-
(hpjwt, Lbpubu npnwuywu, Upowy Ppnunjwu, Lhynnwjnu Shgpwujwu, Yndh-
wnwu U wyp): LHwwbup, np ntin 1861 . 4. Mnund <wpnieintt Uhtwtjwuh Uw-
fuwdtinunijwdp unbindywsd ujwquiudph Yuagdnd (9nypwl, Ynuinpwpwu, $bj-
wnw, Ywnpubwn, npndpnt) pungpyws tpwdhonubph phyp 1988 p. hwuund tp
pwnwuntup: Lywgwludph Bpluwgwuynd hwuwmwwnniu nbin thu gpwyb) hnwjw-
Ywu owbpwubph, $pwuuhwlwu owbtiptimubiph hwwnywdubp, upd$nupy Gpytp,
huswbu uwl hwywlwu, hnibwywu, pnippwywu tpgtph ne ujwqubph < Up-
uwljwup Yuwuwwpwsd thnfuwnpneniuutipp: buly 1907 p. (h$ihund U. Rbohgjw-
up twfuwdbnunipjudp hhdujws «Upubywu Gpwdonwlwu puybpnyewu» Gpb-
untu pwdonhg pwnugwsd ujwquiudph Ywgdnw ubpwnyb bhu wpbbpwu n
GUpnwyuwlwu tjuqupwutbp (pwn, pwdwusw, nnwpnty, 2dh, ontpwy, $Gnw L
wjju): Gplwgwuynd pungpywsd thu hwwywu, ypwgwlywu, wwpuljwywu,
ppnwlywu b wy Gpgbph ne ujwqubph 4. Lbohgjwuh Juwwwpwsd puqlwdwu
dowynwdubipp, npu wpbbpwu Gpwdonniejwu pwqiwdwiu huskgdwt [npg thnp-
atinhg En [12, by 81]:

2Unnwuwup twl, np dhouwnwpwi fuwquiht unnwgnpnyentupg htiwn hw
Gpwdhonubpp hweonnnipjwdp Yppwnnw Ehu <wdpwpénd Lhdnugjwup 2, Lo 82-
85] untindwsé hwjlwywu unnwgpnigjwu hwdwywpgp, npph 2unphpy gpwugynid
Ehu hwqwpwynp tpgbp nt uququbp: Nwwnp puwlwu £, np funphpnwihtu 2pow-
unud wjwunwlwu uwqupwuutphg upddnupy twquiudph wplbywyu wwppb-
pwy uwnbndbnt qunwthwpp pnint wpdwqwup gunwy twb hwy Gpwdhanubph
opowunwt: By Yndywuh Jowyniyewihtu Yeunpnuubpnd' Pwpynid, (Ghbihunud,
Gplwunw nu UjGpuwunpwwnind gnpdnn wujwuh Gpwdhonubpp nupdwu wn
gnhpdh wnwowdwpwhlubpp: Oppuwy, 1909 p. wpubywu ujwqwpwuubiph nt
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Gpwdonnejwu wbunpjwu pwy ghwwl, Yhpuining pwdwuswhwp (Uwl' uwu-
pninh, pwunuh, ninh, uwgh, pwnh, onywyh hdnun Yunwpnn nt nwuwywunnn)
Ujtpuwunp (Uwow) Oquubquoyhiht wywunwywu Gnwjwp, Ygwpwwihu jwnp-
wopny (e-a-€) pwdwuswu ytpwihnfubg pwnwjwnph (e-a-e-a), nph 2unphhy pun-
(wjuybght pwdwuswih hugnnnijwu dwyw|p, wkuuhjulwu nt juwnwpnnuywu
huwpwynpnegniuutpp: 1914 p. Uj. Oqwubquoyhiht ubthwywu dhongubpny Pwp-
ynw hhdubig «Upubpjwu Gpwdonnyejwu nwupupwgutp», npu UWunpyndywup nt
Utipdwynp Uplubph nno wwpwdpnd wplbywu ujwqwupwuubph ununwhu
nunigdwu wnweht Yproswiuu tp [21, ko 91; 6, Eo 11; 5, E9 39]: Wyn uywwnwyny
untindytig twl wplbjwu vjwqupwuutiph nwuwjwundwu dtnuwnl: Swynp,
wnwoht woluwphwdwpwnh ywwnbwnny wju gnpdpupwgp Yunpd Ywup niutiguy:
1920 p. ubiwywbidptpht upw owuptipny Pwpynud pwgybg UpLbigwu Ynuubipgw-
wnphwt, nph wnweohu ntywunnpp Lu Uj. Oqwubquoyhihtu Ep: Lpw wwnlbpwg-
dwdp' unpwuwnbind Ynuubpquuwnphwu whwh nunuwp wpbbywu Gpudonnie-
Jwu nwuwlwu dwnwugnigjw nwunwWuwuhpnijwi, dwdwuwywlhg Gpwdownnt-
pjwu qwpgugdwu, wpndbuhntuw] bpwdhon-Yuwnwpnnubph wwwnpwundwu
nwppung: huswbiu upnwd £ . Sunpgyuup, Upubywu Gpwdonnyepuu qupgug-
dwup dhindwd upw hwdwihp dpwgpnud bwfuwwnbuynud Ep «Uplubph Gpudounni-
WU nwniduwuppn W nwinignud, wplbbywu Gpwdnnyjuu hwpdnuhqughwih,
aup U n6h hwjnuwptipnuwd, dentinhubph 62gpphwn dwjtwagpnid, wplbiywu gnpdhp-
ubph nwnwuwuhpnud, gpwgbn Gpudhonubph ywwnpwuwnnw»: <hgjwy fuunhp-
ubpp Jdwulwghwnpbu putwpybint dwwwwyny wnwownpynud Ep hpwyhpby
wnplbywu Gpwdhonutph wunpynywujwu Ynudbpwuu: Uwlywju, nwuwdwun-
dwu dbpnnh, uwgwpwuubph wpdwoéph, nbunyejwu nt ypwynpwih ybpw-
pbpjw| upw hwdwynniwuh wwwnybpwgnuubpp dhoin sk, np punniugnd Ehu
dwutwghnwlwu opowuwyubpnid, nph ywwdwnny 1922 e. uw nbnwihnfuynid
£ (3hdihu: 1924 . (hdhup hwuwlwu wpdbunp nwup (wjwpwnndu) pwgynid
E Gpwdonwlwu unninhw' nwouwdniph, onypwlyh, tpgh, Gpwdonnipjwu nbunt-
pIwu, undbiohnih, wplbiywu gnpdhputiph pwdhuutpny U fudpwywpwlywu nwu-
pupwgubp (Juphst Uunpwywtu Stp-Lunurnywu Ep, huy wpbbjwu ujuqupwu-
ubiph' pwdwusw, pwn, niy, pwunt, uwg, Gpwdonnipjwu wbunyejwu nL ujwgqw-
pwuubph wwwndniejwu nwupupwgh nwnighsp' Uj. Oqwubiquiyhiht) [6, b 25-27]:

1920 p. pdhay, Uunpynyywup ipwdrnnigjwu ghunwy, Sniphh ghuynpwlywu
ujwquwfudph Yuwbdwjuntbp <ndhwtutu hnuthujwup Pwpynud hhdubig dnngnp-
Shputiph wnwoht whwnwywu tjwqulunidpp [12, Lo 290; 23, L 395-396]:

1921 p. nblywbdpbppu Gpuwund hhduybg Gpwdonwlwu unninpwu, huy
1923 p.' Ynuubpjwwnnphwu: 1926 p. Lnwdnnyndwwnp npnpdwdp' Ynuubipdwnn-
phwjnd pwgytig wpubjwu gnpdhpubiph $wynywnbivn, npwntin, dwdwuwywyhg
BUpnwwlwu Gpwdonniejwu uygpniupubpny, wbwp £ nunigwuybht pwdwusw,
pwn, pwunu U wj dnnnypnwywt tjugqupwuubp: Wn bwywwwyny (nudnnynd
Uupwuwgqg Unwyjwup Gpbwt hpwyhpbg U). Oqwubqwsayhiniu [6, Ly 11-45]:
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dwdwuwyh dwdnyp pwqihgu wunpwnwpéb] b (Ghdpund, Gplwund,
Pwpynud, bpwuh, Mnwuwuwnwup nt GYpnwywih dph gwpp pwnwpubpnud Uj. Oqw-
utiquayhint hwdbpquihu gnpdniubingejwiup’ hhwgwlwu wpunwhwjnnygniuub-
pny punyewant] upw pwpép wpndbupnuwihqdu ne juwunwpnnulwu wpybuwmnp
wnwuduwhwuwyniginiuutipp: Wu wnnidny, hwnwuwlwu £ 1928 p. nnuwywu
«Upybuwn U Ywup» wduwgpnd (N 10) wudwuh Gpwdonmwgbin P. Uuwdluh pun-
pnonwip, npuntin U Oquubquoyghint Yuwwnwpnwip hwdbdwnynd £ wotuwphw-
hngswy Yndwnghwnpubp 4. dpinwpp W U Uypjwphtup wpwnhuwnhgdh ni hugn-
nnyejwl uppwanyu qgugnnniejwu htiwn [5, bo 41]:

1920-1930-wlwu ppE. wplbjwu uhddnupy utjwgquwfundp unbndtiint uww-
wmwyny Yndhunwup wowltipnn Ywpnwu Pniupu [5, Lty 89-109] Gplwunwd unbin-
otig uwqgh, pwdwuswih, pwnh, pwdwuph, pniwyh, pinih, nnnyh, gnintwip
wdpnnowlwu punwuppubp: Ybpwlwnnigbg vwgh piywippp W uinbindtig ont-
nw, snugnip, wiw, pwu wnwppbpwyubpp: Lnyu EYwlwupt uwnbindtg Yywpunw-
Yyphunwihu jwpjwdpny pwdwbhtubiph ptypwihp’ wyphdw, wiwn, pwu, Ynunpw-
pwu, npnup Yhpwnybght wpbbywu updbnupy udugquiudpnid, www' Ywpunw-
Ydhtwwhts jwpdwdpny pwnp plywlpp” whynpn (8-9 jwn), wphdw (8 jwn), pw-
phunu (6 (wp), Ynuwmpwpwu (6 qwn): Y. Pniupt depwlwnnigbg twb pwdwuswt'
uinbindtinyd Yyhunwiht (wpdwdph pwdwiswbbph dh wdpnne plynwbihp’ wyphdw,
wiwn, pwysnipwl (Pwy pwdwusw) W Ynunpwpwu (pwu pwdwusw) tnwppbpwy-
ubpny: 1925 p. Gplwunw hhdutig Upubywu ybpwywnnigwé uhd$nuply ujw-
qwfunudp, npp Juaqdnud ubipwnyb| Ehu upw unbndwd ni yepwlywnnigwsd pninp
ujwquwpwuubpp: 4. Pniune Upubgwu upd$nupy ujwgqufiunwdpp gnpdtg dhusu
1936 p.: M pbl Cwjwunwunwd wyn ujwgqwpwuubphg owwnbpp (wju wpdwgwup
squwl, wjunthwunbpd, pwnh pwpphwnu L Ynuwnmpwpwuwihu gnpdwnnye hpw-
Ywuwgunn wnwppbpwyubpp uinu wnbn gpwybight Hnpwupbh nwohlwywu
dnngnpdhpubiph tjwgquwfudpnud: <bwnmwgquind 4. Pniunt unbindwsd ujuquipwu-
ubpp nwpwdytight twl Fwnunwunwd, Swehluinwund b dhohtwuhwlwu djntu
hwupwuwbtinnieniuubipnud [12, k9 131; 21, ko 89-92]:

Wu gnpdpupwgubphtu gnigwhtin' 1927 p. Gplwund, Upwd Ubpwugniyjwuh
glfluwynpnyejwdp, hhduytg twl Mftwnhnh dnngnpdhputiph wuuwdpp (12, ke 457]:

Uhghtiwupwlwti  hwapwwybipnypgmuubpmd wqqwiht  ujuqupwuubph
Ywwwnpbjugnpddwu b upddnupy tjwqwfudph ophuwyny dnngnpdhpubiph wu-
uwdp| uintindtint gnpdpuewgp ynipht skp upnn pupwlw, pwuh np jwpwht
ujwqupwuubph wmbuwywupu pwywywuhtu vwhdwuwthwy Ep, unin huwpwyn-
pnujniuubpny nu wnwybjwwbu ujuquygneuu gnpdwnnypeny®: Ujunthwuntipg,
uhudnuhy ujwqwiudpht Jwjt] wpbbywu ujwguiudph nmwppbpwyh unbinddwup
dhinywd pnint gnpdntubinygyniut wuhbinmbwup sduwg:

& Uhghtwuhwlwt hwupwwbinnipniuutpnud wjwunwwu uwqwupwuutiph Jepwyw-
nnigdwt U unp twppbpwlubph unbnddwu dwuht dwupwdwul nb'u [21, ko 120-131, uy.
560-674]:
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|

1. dwpnwu Pniup, 6. Awpbugh wujwu gpulwuntgjwu b wpybunp pwugqunpwu (FUfS),
{4, Pntunt wntuhy, N 611

K dwatrvar
. i R
4 o P—— dpaso w—“;_'“ ol

gt =T weioanses 0T wega 0|7 ugge. 4.2 |l i pouespen = =Te ¥ L T 15
2. 4. Pnwunt ybipwywnnigws pwnh gdwaghpp, 3. 4. Pniunt yepwlwnnigwd pwdwuswih
QUra, 4. Pnunt wiptupy, N 234 qéwahpp, GUrS, 4. Pniunt wipfuhy, N 243
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Mymax, ap

4. Jd. Pniunt yEpwlwnnigws pnipwyh punipwghpp, SUS, Y. Pniunt wiptuhy, N 2
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— - "

5. 4. Pniupu Nigpblunwunud Yugdwybpwywsd Bpwdonwlwu Ynupbipwuuh
dwutwyhgubiph htwn, GUrS, 4. Pniunt wpfupd, N 613

1930-1955 . Swywynn wofuwwnwupubiph wnwowdwpuhlubinu Upnuin Mbwn-
pnuyjwut nt U.6. THthnbuynu thu: Lpwug twfuwébnunigjudp ne hnhuwyniyejwudp
Ywwwnpbwgnpdybight ni ytGpwwnnigytigh Migptunmwuh, Enippdbuunmwup,
Apnquuwuh, Ywpwlwywlwu dnnnynipnubiph wjwunwlwu tjwqwupwutbpp
(ne gnpdhp’ hpbug wwppbpwlubpny. punhwung pYny' jnRwUwuUNUnye UJw-
qwpwu): Unbndytig nnipwpp punwuhp (uwpwihu-Yudhpwihu)' yphdw, ubyniu-
nw, wwn (Gpywp), pwuwiht (pwnwjwn) bW ynunpwpwuwjhu (hugwjwn) wnwnppb-
pwlubpny: nipwph ppndwnply lmwppbpwyutipnw Jupwbinubpp Gpywp Ynehu
(@nhd) Ywwynn qwnbipp thnfuwphubights Yuyniy, thnpdwd jwintipny: dwjuh npw-
Up b wnbuupywlwu huwpwynpnieniuutpp Ywwwpbjwgnpdybight: Pwuwihu
ujwgqwpwup hwdwp hGuwly unbindybg' wybih Yujnu nhpp wwhwwubine uwyw-
wmwyny: dbpwlwnngbind  wdwunwlwu  pwdpnipp (wpwihu-Yudhpwhu)'
unbindtight unp puwwupp' pwuph U Ynuwnpwpwuh gnpdwnnype hpwlwuwgunn
Gnwjwp pwdpnipubph unp wnbuwlubpny [21, uy. 585-587]: 1940-wlwu ppE.
U. Mbwpnujwut ne U.6. Yhnbuynt wnwuwlwu-nwohlwywu (pniuwpwyw)
L Ywoghpwywu nnipwpubph hpdwtu ypw unbindtight twle nnipwph (Jupwjhu-
Yudhpwht) unp puwnwuhp' yphdw (pwnwjwp), wiwn, wbunp (hugquiwn) nwppb-
pwyubipny [21, uly. 589-592] L ubpdnwtght nigptlwlwu tjwquwiunwip: Wn
ujwqwpwuubpp hbnwqwinud  nmwpwddtight twl nippdbuunmwund: Uww
uintindtightt bwl hpndwlp [21, uy. 597-600] punwuphp (wnbnuwihu, pwnwjwp
ujwaqwpw), unypwun, wjn (pwdwlswih udwt), pwuwihtu b Ynunpwpwuwhu
husnnniueyniu wwwhnynn wwppbpwlubp (pwyonipwlyh udwu)' Nigpblunwup
ujwquwfudph hwdwn: 2wibgp [21, uy. 602-604] punwuhp (Jwpwjhu-hwpluuw-
JhU, uwupniph udwunnnyejwdp), nph wphdw wwppbpwyp ujugnd Ehu duyhu
nubiny, huYy wbunph U pwuwjhtu gnpdwnnyp Ywwwnpnn wwppbpwyubphu wyb-
(wgybtight nunpbip nu ninnuwly: Ywdnigh punwupp' wyphdw, ubyniunw, wiwn, pw-
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uwjhu, Ynuwmpwpwuwihtu nwppbpwyutipny ((wpwjhu-Yudhpwihu, tnwjwn) [21,
ul. 664-673]: Upjwlp puinwupp ((Wpwjhu-wnbinuwht) wphdw (GpYywn), ubyniu-
nw (Gnwjwn), wiw (pwnwwp), pwuwiht b Ynumpwpwuwiht gnpdwnnye Ypnn-
ubipp' pwnwiwp, wnwug wnbinh wwppbpwyubpny' npnquywu ujwqwiudph hw-
dwp: Unbindtight twl bwnuwpuyp (Jhwepwnwup-hwpywuwhu), yspwihnfujws,
wpnhwlywuwgywd, jwpynn nwpptpwy [21, uy. 607]: buy hhndwlbbinh punw-
upph (wpwjhu-wnbnuwjpht, pwdwuswih Udwu) unbnddwu ni ybpwlwnnigdwu
gnpdpupwght (Gnwjwp W pwnwjwp wphdw, ww, Ynunpwpwuwiht nbuwlyubp)
dwutwygnud Ep uuwaqwpwuwagnpd-ywpwbinn nidwujwun [21, uy. 563-566]:

Ywpd dwdwuwl wug, npnquywu ujwgufudpnd bu Yhpwnybighu Nigpbiyu-
wmwuph wpybiunwghwniejwt ghnwhbinwgnunwlwu puunhnnunnd U. Mbwnpnu-
jwuh L U.G. Hhnbuynjh unbindws unp tjwqupwutbpp: Ywwnwpbjuwgnpdywd ni
Jopwywnnigyws wyn uwgqupwuutiph 2unphpy’ dhohtwuhwlwu ujwquiudpb-
pnud ubpdndybg pwqdwdwjunyeniup: 1938 e. Usnuin MbGunpnujwuu Nigpblunw-
unud hhduwnpbg Swopbunh $phwpdnuhwih dnngnpdhpubiph wnwohu wpndb-
uhnuw| bwguwfunuwpp: 1943 p. Ynuubpuwninphwjnd unbindtg dnngnpdhpubiph
thnpdwpwpwywu jwpnpwwnnpphw, dpusle 1958 e. Swptunnd hwywpbg 2nipg
niehwnyniphg wyb| wplbywu bwaqwpw [12, to 548]:

1960-wlwu pr. dphohtwuhwlwu hwupwwbwnieniutubpnd dnnnypnwlyw-
Uhu punpn2 unp Ujwqupwuutph unbnddwu nu Ybpwlwnnigdwu wofuwnwup-
ubipht Jwuuwygb) Gu uwl hwyp W npnh’ Sphgnp b <ndhwuubu Pwihwquiuubpp
(hwywnup £ upwug unbindwsd wynidw (Yudhpwihu, wwuusnpu jwnpny)' Ynp puwp
hhobgunn uququwpwup: Utp gpnygubiph pupwgpnd &. Pwihwqjuup ugnud kp,
np wyn mwphubpht <wjwunwund upwbtnutph ehyp gbpwquugnud tp nbinw-
YJwtu wwhwugwnyp b ujwgwpwuwgnpdutiph dh dwup hwonnnipjudp wwwnytip-
ubp tp punniund twb hwpbwu hwupwwbwngniubphgnd Nt Juunwywsd
gnwwpubph gunphhy’ Ywpnnwund Ep ndt| punwupph unghwjwlwu fuunhp-
utipp: Wy dnnnynipnubiph hwdwp ujwgqupwuubp unbndbipu’ wnwounpnynwd
Ehu wwwdhpwwnne Gpypptu punpny Bpwdonwdunwdnnnigjw ni wjwunwywu
ujwqupwuubiph wnwuduwhwunyneniuubpn b wwywyhunwd ppbug untindw-
gnpéwlwu nt upwbiwnyejwu Yuwpnnnyegniuubphu [15]:

Lwjwunwunid wjwunwywu ujwgqupwuubpp yGpwlwnnigdwt, Yunwpb-
(wagnpddwu, unp wmwppbpwlubph unbnddwu dhnnwdp swpniuwyynd Ep twl
htinwagw wnwphubpht' hwuubng Jhusl dbp dwdwuwyubpp: Lywwbup uwl, np
wqgqwihu hupuniyejwu yepwqupenuph wwphubpht' 1960-wlwu pYwlwuubphg
h dtp, funphpnwiht tnwppbp hwupwwbwneniuubpnd dnwynpwywuniejwu ni
Gphunwuwpnnigjwt npnawyh opowtwlyubpnd pungdywd hGwnwppppniejnu Ep
duwynpynw ubthwlywu wpdwwnubpp unpngh pwgwhwjnbiint b npwug ybpw-
nwnuwnt ninnniejwdp: <wjwuwmwund wqquiht yipwqupenupt wpunwhwjn-
ytig hwnywwbu ULd Gntinuh 50-wdjwyp wnhpny dwywiynn hwupwjhu nhu-
Ynepund: Uju wpunwhwjinynwd Ep wgquiht qunwdwpwiununiygjw, wofuwphw-
jwgph Ytpwhdwunwynpdwu, huswbu twl untpwlwi W ng Unewlwu dowyny-
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ph dwnwugnipjwu Ytpwybunwuwgdwl nt wnwudhu wwppbph wpnhwlywuwg-
dwu ninpunubpnid: b owpu wdbup' hnpé Ep wpynd Jbpunbindb) nu ybpw-
Ywuqub] bwl dnnwgywd huwgnyu ujuqupwuubpp, duwynpbip wqqwihu htw-
dtup (wpfuwhly) Gpwdoanniejuu, tjwgwpwuubph Nt wwph unp nL hupuwunhw
wluwdpjutp, npnup Gppbidu bwb hwwuwlywu JGpwpbpdniuph Ehu wpdwuw-
unuwd niuunhpubph nu Jwutwgbnubph opowunud’”: Wn wwphubphu Gpwdonw-
gbwnubpp, Wwgwpwuwgnpd yupwbnubpu nt Gpudhonubpp uutight huwgh-
wnwywu, wwwnybpwgpwywu yniebph nt pwugqupwuwihtu hwjwpwdniubph hp-
dwtu Jpw ybpwlwnngb] nt ybpunbindt] dnnwgywd ujwqupwuubph wmwppbp
wnbuwyubpu nu thnpsbp hugkgub) huwgnyu dentnhubiph nu Gpgbph jnipophuwy
udnipubipp [14, by 21-24]%:

1960-1970-wlwu pYwlwuubphg h ybp' nwuwlwu, bunpwnwihu, swquhu
U dnngnpdhpubiph mwpwpunye tjuqwudptph dwjuwihu, mkdppwihtu b Yunw-
pnnwlwu-nbuuhuwlywu wwppbp wwhwugubpp  pwdwpwpbine bywwnwyny'
hw; ujwgqwpwuwgnpdutipt wnwyt] wywhy thu hwdwgnpdwlygnd Gpwdonw-
glitnubiph, tpwdhownubiph, Yndwnghwnnpubtiph htivn nL unbindnd wwhwugynn sw-
thwuphoubipht hwdwwwwwuluwu tjuqwpwuubph unp mbuwyubp: <puwwnwpw-
ynw thu bwl wjwunwlwu vjuwqwupwuubph nwnigdwu dGnuwplubp, nwuw-
gppbip nL unnwjht pwqiwdwup gpulwuntpiniu®:

<w) Wjwqwpwuwagnpd Jupwbtwnubph onpe nwutjuly ybpwlwnnignuiutiphg
wunpwnwnuwup dh pwuhuht: 1970-wlwu pYwywuubpht Gpwdhon Uwpiypht
tvwswippyuwitip thnpdbg hinfuwybpwb] wjwunwlwu pbdwupt' unp nwppbipwy-
ubip untindtiny, www twl dnnnypnwywu tjwgwpwuubph wuuwdph pwuwihu
gnpdwnnypp hunwlbgubint tywwwyny' unbndtg pwdppn Yngynn Jdh unp'
pwyonipwl hhotigunn ujwqwpwu, nph dhwyu wunwit Ep udwu Undubu fun-
ptitwgnt hhpwwnwlws huwdbuh pwdphnht: <Gwnwgquinu pwy husnnnypjwdp
wnbnuwihu ujwqwpwup unp mwppbpwyubipht wunpwnwpéwu vwb Gppunw-

7 Ujwunwlwu thnnuiht ujwqupwuubph thnfuwybpudwt udwu ophuwlubiphg kp
1982 . unbindJwsd «Syquip» hwdnypep (nbY." fjudpwywp-tpquhwu Ywntu Uhpgnjuw):

8 Wu wwphubphu gnpdnn wgqugpwlw hwdnypubpht wunpunuwpat) bup «<bnw-
thnfubiiny pwnwpp. dwpnwpwuwlwu nhunwulniu» dhowqquiht ghnwdnnnyhtu ubplyw-
jugpws «Ujwunwywu Gpwdonnigjwt pwnwpwiht Yuupupwgp. wqgugpuywu nh-
wmwpynuwubp» pbdwiny dbp gbynigdwtu oppwuwlyutipnud, Gpluwu, 2022 p. dwpwn: buy
hhgjw| gnpdpupwgnid ubipgpwyywsd tjwgwpwuwgnpdubiph nt wuuwdpubiph gnpéniutini-
pjwup hbnwgquwnd juunpwnwnuwup wnwyb| hwuguwdwuwihg:

® Lwwnbup, np Bpwdonwlwu nupngubiph, nwnwuwpwiubph nt Ynuubipwnnphwh
wywunwywu ujugupwuubph nwuwpwuubph nwwunnubph hwdwp uubight Yuqgub) nt
hpwwwpwyb] hwy b GBYypnwwgh Yndwnghwnnpubiph nwuwlwu unbindwagnpdnieyniuutiph
wnwpwpunyp hnfuwnpnuubph dnnnjwédniubp, dnnnypnwlwu Gpgbiph nu denbnhubph
dowlynuiubp, hGnwgquind' twb wqquiht ujwguwpwuubph hwdwp gpdwd d&s Yuwdh
uwnbindwanpdnigniuubip (ophuwy’' fu. UYtnhujwuh htinhuwlws pwunuh, www twl' 2dhh
Ynugbipnunubpp b wy(u):
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uwpn ubipunh wy bWwgwpwuwgnpdubp® wwppbp wbluupywywu huwpwynpnt-
pintuutinny odwnbiiny nL unp wuniuubip Lwny npwug:

Pnnwiht ujuqwpwuubph yEpwywnnigdwu nt Uunp twppGpwyutph unbing-
dwu gnpdpupwgnud 1970 pwlwupg h ybip ufwwnbih wynhynieniu £ gnigupb-
pnu ujwqunpwuwagnpd MHipbt Mnpwiywbp' wnwowplybiny hwulywu wynth,
ouhph, gntnuwjh, thnnh, nnipnyh hp hinhuwlwd unp wbuwyubp, huy 2000-w-
Ywuubppt' uwl pwgdwihnn uphugh wwppbpwyutip: 1980-wlwu pp. 2tithn-
pwhwpn, qgnpdhpwagbin  Enmwpn  Pwpubngwip Uwlnyph Uwluwpwpniejwi
dwutwghnwywu hwuduwdnnnyhtu ubipywjwgptig wjwunwywu thnnh hp yb-
pwlwnnigwd dtd nu thnpp (thnn, thnnwly) wnwppbpwlyubpp, npnug wpybg
Ywiwthnn wujwunidp: 1992-2001 ee. Gplwuh Yndhwnwuh wujwu whunwlwu
Ynuubipjwuinnpphwih nwuwfunu, nninntywhwnp Ybnpgh Uhtiwunyp unbindtg yb-
pwipnfuwd nnipnyh unp wbuwlubp' pwu, wbunp, pwphwnnu U uwnbindtg
pwdonwywu unp pwnyywl' nnipnitywhwpubph Ywpnbn:

2000-wywu pwywuubphtu huwgnyu wwyhnh ypwlwnnigdwt thnpédbiphg
dtlu b ywwwpbg Gpwdhon-ujuwqupwuwgnpd Uwpiphti Gphgyuwiip, nph untin-
owd ujwqwpwup ubpdnwdytg <nyhy Uwhwljwuh owupbpny uwnbindywsd hwy-
Yulwt wjwunwlwu Wwqupwuutph wuuwdpnd':

2020 p. hudbutp, ujwgqwpwuwgnpd Upbny RQupwpwip dnnnypnwlwu
ujuqwpwuubph wEnwlwu ujwqwfudph hwdwp unbindtg wjwunwywu uwu-
pninh YyGpwwnnigwsd ni pwu pwunuh unp tnwppbpwyutip:

Nuwgpwy L, np wjwinwlwu ujwqwpwutbph YGpwywnnigdwt nt
wbfuuhywlwu, wpunwhwjnswywu huwpwynpnyeniuutiph Yuwwnwpbjwagnpddwu

10 << Upwlynyph uwhuwpwpnewt wowlgnipjwdp b tpwdhon <nyply Uwhwljwuh
twluwdbnunyeywdp' Gplwuh Yndhunwuh wujwy whnwlwu Ynuubpdunnphwih nwpwsd-
pnud hhduybg ujwqupwuubph ywwpwundwt thnpdwpwpwywu jwpnpunnphw b hw-
dwgnpdwygbiny ujwqwpwuwgnpd Jwpwbinmubph (Uwpunhu Gphgwt, Ujpbpn 2wpwp-
jwu, Upfuwjh; Uwnnl) b <€ SUU wpdbunp huunpwnninh dwutwgbnutph (Enhthupdb
Mhyhgyw, Rwybu Fwqulswu, Uhtp Lwynjwu) htw, thnpé wpybg Yepwywuqubp hwy-
Ywlwu wnwynh dh wnwppbpwy: Ypluophuwlyybght <wjwunwuh wqgqugpnipjuu pwugw-
pwuntd wwhynn Ubpwuwnhwih uwupenipp (19-nn nwp), hwdobuwlywu ptdwuhu (20-pn n.
ulhap), dudnuwjwynp nuithp, htswbu twl wndywjht ujwqupwiutiphg” dwwntbiph ghitinp
L stusfuywuubpp: <pgjw| ujwgqupwuubpp ubpnwouwynpbu hwdwnpybght hwywywu
pwunuh, pwnh, nninpntyh, upugh htw, b unbindytig wywunwywu vjwqwupwuubph pnn-
pnyhu Unp wuuwdp], nph Gplugwuyp Yugdyby Ep << FUU wpybuwnh huunphunnunh Gwj-
Uwnwpwuwiht hwywpwoénth b YUndhnwuph wlwnbdpwlwu dnnnjwdniubpnid wdthnip-
wsé Gpgbiph nu ujwqubph hhdwu ypw: Utuwdplh Yuqdnd pungpyyb) bhu Gpudounwywu
nwpngubph wjwg nwuwpwuh b Ynuubpjuunnphwih uwubpp: UWuuwdp(u, hp bjwqupw-
uwjhtu Yugdny b Gpgugwuyny hwjnunieiniu tp' pninpngptu unp né b gnyu hwyyulywu
dnnnypnwlywu Gpwdannigjwu wuwwnpbiqnud: Hpw wwwgnygp fudph wunpwuhly Gnypu
En Snudpph dhowqgquwiht  thwnwwnnu-ghnmwdnnndp 2powtwlubpnd Yuqdwlbpwyws
hwdbpgh dwdwuwy, npp hhwgwywu quwhwwnwuph wpdwuwgwy wwpptp Gpypubiphg
dwdwuwd Jwuuwgbwnubph Ynndhg: Swynp, Gpynt nmwph wug wuuwdpp Yugdwndybg:
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hwpgtipp hnignd tht twb <wjwunwuph wwppbp puwlwywjpbpnd gnpdnn
qwupwbwnubphu, npnug htinhtwlwsé ujwqwpwuubpp hwdwipnw thu <wjwu-
wmwuh wqgqugpniejwt pwuqupwuh hwywpwdnwutipp: Lokup, ophuwly, Upw-
gqwdénwnuh Pjintpwlwt gjninhg Ynyw npnujwup b Chpwyh Appwupny gjninhg
Qlnpg Ujnjwuh wwwnpwuwnwd mwpwnbuwly gnintwubpu nu ppnyubpp:

Ujwinwlwu tjuqupuuubph quugyuéwiht wpnmwnpnypjut gnpépupwgp

Quwnuupp sk, np funphpnwiht junwywpdwu hwdwlywpgnd dwutwynp
gnpoéntutinientut wpgbiyws Ep: huly hGunwwwnbipwqdjwu nunbiunyenitup ninph
YJwuqubgubint bwywwwyny suwynpynn wpnwnpwlwu hpduwplubpnd  dn-
nnypnuwlywt ujwqupwuubph wwwpwundwu nt ybpwluwuqudwt wpnwnpw-
dwubip unbindtint fuunhpp nbnbu wnweht wuhpwdbtiunnie)niu skp nhunwpyyned:
Cunn wynd, wnunbunypwt hwdwjiwgdwu nt qupgugdwu gnpdpupwgubtipnid
wunphbwuwpwn Yybpwund Ywd punhwwnwy tht wugund twb bjuqupwuw-
gnpdubiph Jwutwynp wphbuwmwungubpp: YYhwbh £, np hbnwgqwynd duwynp-
ynn uwnbindwgnpdwywu Jdhniejnwuutiph (gpnnubipp, dninuwihuwnubiph, Yndwngp-
wnpubiph, wuphsubpp W w))) unbnddwu opowunid bu, <wjwunwuh Ujwqupw-
uwgnpd Jupwbunubpp ywounnuwwbu npbl Yuqdwybpwnuyejwu dbe skhu ubip-
gpwyynid: Uyunthwunbpd, ninpunnd tnwipbpwjunpbu swpniuwyynd Ehu gnpdt
hwdpwpwlywu wywunnyputipp [26, Ly 245-261]:

Upwju 1960-wywu pqwlwuubph YGubppt Gpluwunwd uwnbindybg dn-
nnypnwlwt ujwqupwuubph quugwdwiht wpnwnpniejwu wphbuwnwung, np-
wnbin wwwpwuwnd thu pwunt, pwdwlsw ni wn, uwywu, wju swpnwpwgnbig
uwuwubihpubpt nu Yupéd Yuwiup nubgwy: Udbh np, whnubp-ywjwwnubpnd,
dowynypeh wnubpnud, Gpwdonmwlwu nupngubpnd dnnnypnwyut tjwqupwuub-
ph nwuwpwuutp hpdubnt, hGnwgquynd' bwl nunuWuwpwuubpnud ne Gplwup
Undhunwuh wujwtu wbwmwlwu Ynuubpuwnnppwind hwdwwywwnwujuwt  wd-
phnuubph unbnddwu ounphhy’ wybjwgwy npwyw| wjwunwywu ujwqupwu-
ubiph wwhwuowpyp, npu wnwybjwwbu pwjwpwpynd Ep wthwwnwwu ywwn-
Jtpubph dhongny: Cun wynd' ujwqupwuwgnpd Jupwbunubph opowunid uyw-
wnbh wywnhyniegyntu nu dpguygnie)niu bp uunynid:

1962 p. Gpuwunw hhduybg Gpwdonmwywu gnpdhpubiph thnpdwpwpwlwu
dwppphywu, npnbn dhwju nwouwdnipubp Ehu wpwnwnpnw: UYygqpuwlwu opow-
unw wyju htug wynwbu k| Ynsytig' « Ywouwdniph Swpphyw»: 1974 p. Swpphluwyh
wpnwnpwlywu gnpdpupwgubph Yuwwnwpbjugnpddwu sunphpy’ nwotwdnipub-
phu gniquhbin’ ulubght pnnupyyt; bwl «Ynnly» wudwunwng biEYwnpwyh-
pwnubp U EiGYunpwdwunnihuw [11, ko 537]":

" Gypnwywlwu hwjinup $hpdwubpnd Jipwwwwnpwunyws hwy Jupwbnubph wp-
nwnpwd «Undhuinwu», «Gplwt» dwluhoh nwouwdnipubipp dwdwuwyh pupwgpnid uyub-
ght wwhwuowpy abnp pbipt| bwl Mtnwwunwunid, <nibwunwunid, Lihwuwnwund, <n-
(wunhwnd b YEpdwuhwynid:
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1973 . Tniphnw hhduybg Upubjwu Gpwdonmwlwu gnpdhpubiph Swpphlyw,
nph 80-100 ujwgwpwuwgnpd Jupwbtunubph nt wphGunwynpubph gqbpwyshn
dwup hwbp thu: 2wugwdwiht wpunwnpnipjwu npwéd wywunwlwu ujwgw-
pwuubipp' pwnp®?, pwdwuswu nt bwnwpwu (nhn)) Gpyne mwpptipwyhs hwnyw-
uh2 nubhu. wnweoht funwipp twfuwwbuynd Ep Bpwdonmwywu nupngubph L
dowlnyph wubiph uwutiph, huy tpypnpnp' dwutwgbin Gpudhanubph hwdwp®™:
Puwywuwpwp, npwup wnwuduwunwd thu swihtpny nt mbluuhyulwu-Yuwnwpn-
nwywu huwpwynpnie)niuubpny, pwjg Gpynt mwppbpwynd £ Yupunpgnw bp
pwpép npwyp: Wn ujwgwpwuubpph wywagnyu oppuwlubipp gnigunpynid Ehu
uwl Cnphp pwuqwpwunw: Ujunbin wpunwnpynn wplbjwu ujwqupwiubpp
utid wwhwuowply niubht Pwpynid U Unppbowuh wy puwlywywptipnid, huswtiu
uwl Uhoht Uuhwih hwupwwbwunipniuubpnud: Un ujwgqupwuubph npn oph-
uwyubip Ywptih tp dbnp pbipt] twl <wjwunwunw: Cunniwwd Ywpgh hwdw-
Gwju’ Snphnu wpnwnpynn wplbywu ujugupwuubpp wwppbpwpwnp ubplw-
Jjwgynw thu Unulwynd juwgdwybpwynn wdbtwdjw gnigwhwunbuubiph, wnn-
twywbwnubph nwnwywpubpnd b dhon dwutwghunwlwu pwpép qguwhwnw-
Ywup Ehu wpdwuwunw: Gniphp Swpphlwu gnpdtg dhusk 1990-wlwu pYwlwu-
ubpp: Swynp, Upgwiujwt wqwwwdwpwnh powund Swpphlwu Unbithwuw-
Ybpwn nbnwithnjuby shwonnytg™:

Gqpwlwgnip)niu

Wdihnihtnd' Yupbih £ ufuwnb), np wwunwlwu Gpudonwlwu dawlynypeh,
hwinywwtu dnnnypnulwu tjwgwpwuubph Yuwwpbjwgnpddwl nt wpnhw-
Ywuwgdwu gnpdpupwgubpp uyuyty Ehu nbnlu 19-pn nwph Ytubphg b pwpni-
uwyynud Gu dhuy dbp dwdwuwlubpp: Cuwn Enigjwu, funphpnwihtu wwphubphu
ninpnh qupqugdwut ninnywd nbujwlwuph ppwlwuwgndp Gupbujwt wqgqwihu
pwnupwlwuniejwl’ wagbinh qupqugiwt wjwlwjhu gnpdpupwg Ep, npp 2w-
pniuwybiny nbin bwiunpn hnyhg uyphgpe wnwd GYypnywlwuwgdwu dhnnwdubpp'
thnpénd tp wpldnjwt nwuwywu Gpwdonnyejut unwunwpunubph dhongny
punhwupwgub| nt hwdwhwpptgut] ULU wiwppbp dnnnynipnubiph Gpwdounw-

2 hpwuwlwu Jowynyphg ubpdndyws wnpphowtwlywl pwnp twiuyhund 19 wuwnh-
bwuhg pwnyugwd hugniwown £ nwutkigh|, npp funphpnwihtu 2powunud Ybpwihntuyb k12
wuwnhtwuhg pwnyuguwd hwdwswih mbdwbpwgyws jwpwdph: Fwnh Yuwwwpbjwgnps-
dwu gnpdpupwgp uluyb| £ nbnlu 19-pn nwphg, hpwugh wujwuph pwnwhwp Uwnhlu
Uuwn Onint 2unphhy, huy funphpnwiht nwphubphtu bjwgqwpwup Yyspwlywnnigdwu gnp-
odpupwgp 2wpniuwyt] b uwl Yndwynghunnp Mgbihp <wohptyndp: Ywuwlwu b wplbywu
Gpwdonnieiwu hwdwnpdwu ophuwlubphg £ ¢ fuwudwdbnndh hbnhuwlwsd Ynugbpunp'
pwnh W uhd$nupy udwquwiudph hwdwn [21, b 84]:

B Upwybipwnutiph hwdwp wjuwwnbuynn ujwgwpwutbpp Jwdwnynd Ehu 17, huy
dwuuwgbinubphup' 45 nnipiny:

" Stnbynipniutipp hwnnpnby £ LEnuwiht Mwpwpwnh Stnwlwu wpryntuwpbpnyeju
Juipsnygwtu gnpdwnhp uphs MNnptipun Lbpubuh Pwunnuuwpwup (Sud. 1931 p.):
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Ywu hupunigjwup punpn? wnwuduwhwwnieniuutipp: Wn Yepw thnpé Ep wp-
ynw punhwunyp hwdwlwpgh dbe Ubpwnt] wwppbp Gpudonmwdunmwdnnniejwu
nL qupgugdwu dwuwwwnph wugwd dnnnynipnubph dowynipwiht wwunnye-
ubipp: Ninpnp Yuwnwywpdwu gnpdpupwgutipnid bwfuwwnbuynd Ep pninp hw-
pwwbtiwnigniuutpnud dbwynpb] wenwlywu Gpwdanwlwu Yuqdwybpwneeniu-
ubpph huunpwnighnuw] hwdwlwng:

Wuwbu Ynsywd, wplbpgwup unnpwnwubing wpldwmjwupt b hwdwpbinyg
gwsdpnpwl' Mnwwunwund b GYpnwywynd Ypenigniu unnwgwd nbuwpwuubiph,
Gpwdhonutph nu Yndwynghwnpubiph dhongny hpwywuwgynn Yppwlwu hwdw-
Ywpgp, unp unbndjwsé Ywd ybpwlwnnigwd ujwgupwuutph quugudwihu
wpuwnpnnut ne ypndbupnuw| ujwqupudpbph hwdbpquiht jwjuwdwyw
gnpdniubinugeiniup, nwnhnih L hGnnwwnwwnbuniyejwu hbnwpdwynwiubpp' dbwyn-
ptight hwupwihu unp ybpwpbipdniup, gbinwpytunwywu dwowly b dnnnypnw-
Ywu Gpwdonmwlwu wpybunh quwhwwndwu unp swhwuhoubp: lvunhpt wnwué-
uwwbu uywuwnbh Ep hwdbpgqwihtu dGyuwpwunigyniutubph nt wjwunwywu dow-
Ynypep pbdh wwhwusubpht hwdwwwwmwufuwubigubiint gnpdpupwgubpnud: Opp-
twy' Upwd Ubpwugnywuh nblwdwpwd dnngnpdhpubiph wuuwdpp (1926)
wywunwywu tqugupwuubph hwdwnpdwt, pugqiwdwjuntgjwi, dnnnypnwywi
nt woninuwlwu tpgh nt bwgquwfudph gnpdhpwynpdwt nt Yuwnwpdwu npnawyh
nté duwynpbg, npu bwwbu wwppbpdnd Ep woninwwu e vwquunwpwywu
wywunnypubiphg: tunphpnwht Ywuph nt woluwphwjwgph gbnwpybunwywu
dniubinpyubpu bhu bwb (Gweny Upniujwuh unbndwd <wjjwywu dnnnypnw-
Ywu Gpgh nu wwph (1938) L <wjwuwnwuh wwph wbwnwlwu wuuwdpubnp,
npnup dowynipwpwt <. Pwjwrywuh punpnadwdp’ «...wyn 2pgwunud wqgbiph
unghwihunwwt qupgqwgdwu nhulnipup tbipund b hwjn Glwd wdwunnyeh
ophuwyubip tu»':

Unwounpnybiind unp b wnwowwmwnp hwdwpynn Gpudonmwlwu woluwphw-
jugpny, swihwupoubipny ni dwublwghwnwlwu Yppniginis hpwlwuwgubiing
Gpwdrnwlwu wmwppbp Yppoywiuutipnid' wumpbwuwpwp undbpybght wgqu-
Jhu ujwgqupwuubph pupy wnwuduwhwwnynyeniuubpp' hwdwpybind dwdwuw-
Ywyhg niulunph ni pbidp wwhwugubpht wuhwdwwwwwufuwt, ny Juplwuhow-
Jhu, wplbywu dwowyh nt dnnwdnnniejwu wpnniup, huy npwughg dh pwuhut
wuwnpbwuwpwp nnppu dnydbght Yeugwnhg' wwhwwudbind dhwju hbnwynp
puwlwydwjptiph wwpbgubph opowunid nu hhonnnigyniuubipnid: <wynd* pE udw-

15 tunphpnwihts opowtntd tpwdonwlwt Ywuph Ywgdwybpwdwl hwpgbpht wunpuw-
nwnéb Gu mwppbp dwutwgbnutp: Uu hwpght, G husny Ep wwjdwuwynpdwé tpwdounw-
Ywu Jowynyenud dbnuwpyws wyu pnint hninfuneindup’ npwgpwy Gup hwdwpnid
<. Pwjwrnywup dnintignudu, puwn nph' «...Unwihujwu opgwuntd $niyinph W tnwppbip wqgb-
ph wugjuihg ybpgywsé wyjwunwlwu wwwdnieniuutph juwndwdp  nuwnpnieniup,
Yuwqdwlbpwynn dowynipwihu wwutopjulubpu nu gnigwhwunbuubpp, ny b hpwywu
Ehu, wj hnppuynd Ehu whwnnigjwu bwiuwdbnunigjwdp b wgquwihtu bhnwubph fuwb-
nwywn dwutwygnipjwdp [4, ko 192-204]:
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qupwuubph Yunnigwdpnud, wnbdppnd, pE Yuwuwpnnulwu wbluuhfuynd nt
wpwwhwjwnswdhgongubpnid wunhbwuwpwnp wnwybinyeiniup wnpytg wpldwjw
hwpwgnygubphu: Ophuwy, Yndwnghwnp, Gpwdhoun fuwswnnp Ugbnhujwup
owupbpny hwjjwywu pwunup ybpwlywnnigybg b hbnwgwy twhutwywu Yybp-
whg' Ynpgubiny wplbywuht pinpny pwnnpn wnutipp, fhwwnuhy jwpdwspp,
Yuwwwpnnuywu wywunnypep W wjuop ujwgwpwuh Ywwwpbnyeniup swihynwd
E ophuwy' Lhynyn Mwgqwuhuph onpwyh hwdwp gpdwd pwpn unbindwanp-
onipjniutbiph, Unuwnph «2uipnwo»-h Jud gwquwihtu unbndwagnnpdniginiuiutph wu-
ptnph Jwuwwpdwdp: Unnwgybight uwueniph, uwgh, ptdwuph, ninh, pwnh Yw-
wmwpdwu b ywwnpwundwt ujwgupwiuwgnpdwlwu htwgnyt wywunnypubinp,
npnup wjuon pwywlwuht wwhwwuyb) nt jwwnwpbjwgnpdyt| Gu wpwpwlywu
Bpypubpnud Ywd pnipppwlwu Jowynypenud: b hwlwnpniegnu’ untinddb) £ hw-
Jwunwujwt wjwunwywu ujwgupwuwiht unp dowynye, gpynud Gu wyn ujw-
qupwuubph Yuwnwpnnuywu Jupwbunieginiup gnigwnpnn nwpwpunyp dwunb-
ph unbindwgnpdnieinuutin, pwpn Ynugbipnutp, npnup qupdwgunwd nt hhwg-
unuw GU wwppbp Gpyputiph Gpwdhownubphu nu niubunhpubphu: Lotkup bwl, np
Cwjwunwuh wulwluwgnwihg htwn, Gpp wnwyb) dwywytight wmwppbip dow-
Ynypubiph htwn hwnnpnwygybint b hwdbpqubiph nt thwnwwnubph 2powuwlyub-
pnuwd thnpdh hnfuwuwldwu htwpwynpnigniuubpp’ dep wudwuh Gpudhanubipu
nt Jupubinubipp ghuwlgbights, np wjuon wpluwphht Yuptih b qupdwgut wg-
qwjhu puptwwnhw dowynyep hwdwnpbind pwpép wpndtiuhnuwihqdphtu: Cuwn
wind' Jwutuwgbwnubph dh dwup dnin hunwly dhnnd £ ujunydnd yepunwns-
ubint Ywuwwpnnuywu  nbluupywh wjwunwlwu npn2  hdwnngejniiubpu nt
dblywntint| wplubywuu nt wpldwjwup:

Wjunthwunbipé, nddwp § wuwnbub] twb wjwunwlwu Gpwdonnigjwu qup-
quguwl funphpnuiht hwpwgnyghg wpnwdynn npwlw Ynndp, nph 2unphhy
dwutwqgbwnubpu nt hwuwpwynigjwu jwju 2tipnbpp huwpwynpnyentt unwgwu
wnwyb] hwdwynndwuh hwnnpnwygybint typnywywt (nwuwlwt) Gpwdonw-
Ywu dowynypeh wwppbp ninpunutiphu: Swphubp wug duwynpybg twb wjwunw-
Ywu Yuuwlybpwhg hus-hus ywwnbwnubipny nnipu dnywd dJowynipwiht dwnwu-
gnipjwu Yybpwpdunpdwt, ywhwwudwu, yepwlwuqudwt nt qupgugdwu gnpo-
pupwgp, npp 2wpniuwyynud £ uwb dbp dwdwuwlubpnwd: luunph puuwpydwu
opswuwlubipnd Ywplnp Gup hwdwpnud twl Upenip Uwubungh nhnwpynid-
ubipu Uunpynywup hwupwwbunniyeniuubpnd pwdonnyejwu dhongny wqqu-
wwhwwudwu U wqgquybipndwu gnpdpupwgutinh yepwpbpw [3]:
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B cratbe obcympaerca BUAeHMe HaLMOHaNbHOro My3blkanbHoro passutua B Co-
BETCKMX pecrnybnmkax B KOHTEKCTe mnpoleccoB, Habniopaembix B obnactu Tpapu-
LIMOHHOIO MHCTpyMeHTanbHoro uckycctea. B 1930-x ropgax, B npoekTtax, HanpaBneH-
HbIX Ha FapMOHWYHOE pa3BUTWE My3blkanbHOW KynbTypbl B pecnybnukax CCCP,
MPOrpecc HalVOHANIbHON MY3bIKM paccMaTpvBaICA Kak nepexon OT poNbKIOPHOro K
oueHuBaeMoMy 6onee BbICOKO MpodheccroHanbHOMY WCKycCTBY. Takum obpasom
npeanpyHUManacb nonbiTka 06beAVHNTL B ODLLYIO CUCTEMY KyNbTYpHblE Tpaguuuu
HaponoB, 00najarownx pasanyHbIM My3blKaNbHbIM MbILLIEHUEM W MPOLUESLLINX
pa3Hble Nyt pa3ButuA. B npouecce ynpaBneHua AaHHoOI OTpacnbio npepycmatpu-
BaoCb POPMMPOBAHNE MHCTUTYLMOHANBHOW CMCTEMbI FOCYyJaPCTBEHHbIX My3blKalb-
HbIX opraHu3auuii Bo Bcex pecnybnukax. Lienbto atoro npouecca 6bino pernameHTu-
poBaHWe U HUBENMPOBAHWE MECTHbIX HaLMOHAaNbHbIX MYy3blKalbHbIX TpaguLuii,
NpuHAB 3a OCHOBY obpasLbl 3anafHoi Knaccuyeckoir mysbiku. [lo Toil e noruke
npepfycMaTpyBanocb CO3JaHWe OPKECTPOB HAPOAHbIX WHCTPYMEHTOB Ha npumepe
CUMPOHUMYECKOTO OPKECTpA.

B cTratbe u3naraeTca ocHOBaHHaA Ha CrieLuanbHOl nuTepaType U cobpaHHbIX BO
BpeMA MoneBbix paboT (PONbKIOPHbIX MaTepuanax XapakTepUCTUKa W  aHanu3
npouecca, HalueneHHOro Ha rnobanusaunto MHCTPYMEHTANbHOW KynbTypbl B pa3HbIX
pecnybnukax — PEKOHCTPYKLMIO TPaLMLMOHHbIX W CO3J4aHUE HOBbIX WHCTPYMEHTOB,
chopMrpoBaHME COOTBETCTBYHOLLMX CMELMANUCTOB M ayguTOPUM; pacCcMaTpuBaroTCA
nocneacTBuA N COBPEMEHHbIE TEHAEHL MK 3TOrO npoLiecca.

KnioyeBble cnosa: COBETCKMIA nepuofd, HapofHaAa My3blkanbHaA KynbTypa,
TPaAULMOHHBI UHCTPYMEHT, MacTep-MHCTPYMEHTanUCT, cUMOHUYECKUiT OpKecTp
BOCTOYHbIX MHCTpymeHTOB, BapaaH ByHu, Anekcanap OraHesawusunu.

THE SOVIET VISION OF DEVELOPING NATIONAL MUSIC:
ETHNOMUSICOLOGICAL OBSERVATIONS
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In the strategic plans of developing the republics in the Soviet Union, a special
role was assigned to the cultural policy, the main goal of which was to create a
generalized worldview and image of the Soviet society and citizens through culture.
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The purpose of this article is to discuss the vision of developing national music
within the processes, unfolding in traditional instrumental music in the Soviet
republics. In the 1930s, in the projects aimed at the balanced development of
musical culture in the republics of the USSR, the progress of national music was
considered as a transition from folklore to a highly valued specialized art. Thus, an
attempt was made to include the cultural traditions of the peoples, who had passed
the path of different musical thinking and development, into a common system. In
the management of this field, it was envisaged to form an institutional system of
state music organizations in all republics. The main goal of this process was the
regulation and levelling of local national musical traditions, taking as a basis the
paradigm of Western classical music. According to the same logic, it was planned to
create orchestras of national instruments, exemplified by a symphonic orchestra.

Based on specialized literature and collected field ethnographic materials, the
process, aimed at globalizing the music culture in different republics, has been
characterized and analyzed in the article, in the fields of reconstructing traditional
musical instruments, creating their new types, and forming relevant specialists and
audiences, as well as studying their consequences and today’s developments.

Key words: Soviet period, folk musical culture, traditional instruments,
craftsmen of musical instruments, symphonic orchestra of oriental instruments,
Vardan Buni, Alexander Oganezashvili.
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HALLMOHANBbHbII1 3NOC KAK OCHOBA APMAHCKOIO UCKYCCTBA.
HA NMPUMEPE APMAHCKOU CUMDOHUN

MAPTAPUTA PYXKAH"

Ins uutuposanusa: PyxkaH, Mapraputa. “HauuoHanbHblii 3noc Kak OCHOBa apMAHCKOro MckyccTBa. Ha
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MckyccTBO ApMeHMM MPOYHO OCHOBAaHO Ha anuuyeckom Hacneguun. Onoc «[asup Ca-
CyHCKMii» cchopmmpoBan B Hapoge ocobblil B3rAf Ha OTEYECTBEHHYIO UcToputo. 3arafoyHas
mygapocTb 3noca «[asup CacyHckuii» Bobpana B ceba v oTpasuna BEYHYHO MOrpaHUYHOCTb
apMAHCKOIA cyAp0Obl, [BONCTBEHHOCTb UCTOKOB MPOUCXOMAEHUA, LUMPOKYIO MOYBY apMAHCKOO
MCKyCcCTBa, rpaHnyatlero n ¢ Boctokom u ¢ 3anagom, repomyeckyto yCTpemMneHHOCTb Hapoja k
€[MHOMY [LlyXOBHOMY OPWEHTUPY, OCO3HAHHYI FOTOBHOCTb K WCMbITAHWAM, MEPTBEHHOCTb...
CnoHble MOBOPOTbI UCTOPUUN HE CHUMKAIOT B HAPOAE YPOBHA BbICOKOTO 3MUYECKOrO MVPOOLLLY-
LeHnA. 3TO U BblpamaeT apMAHCKoe UcKyccTBo. KaHp cumdpoHun — camoii KpynHoii hopmbl B
My3bIKa/lbHOM UCKYCCTBE, CTal B APMEHUM NMPOYHOW HaLMOHaIbHOM Xy[OKECTBEHHON TpaauLMeii.

Knioyesble cnosa: cuMdOHWA, MaHp, 3MOC, UCTOPUA, COBPEMEHHOCTb, KOMMO3WTOP,
OVIPUMXEP, OPKECTP, [YXOBHOCTb.

Bcrynnenune

Kaxpas HaumoHanbHaA KynbTypa Ha OMpefeneHHbIX 3Tanax CBOero McTopuyec-
KOro pasBuTMA BblbupaeT Te POpMbl Xy[0KECTBEHHOrO BOCNPOU3BEAEHUA, KOTOpbIE
B HambosbLUel CTeNeHn BbipakaroT ee HaLMOHANbHYHO UELD.

Bpema, KoHeuyHO, B 3TOM BbIGOpe MrpaeT KYeBYHO POSib, MOCKOMbKY XyAOMECT-
BEHHble Tpaguuuu B npolecce OOLLECTBEHHOrO U KyNnbTypHOrO pas3BuTMA, obora-
WAACb BIAMAHUAMU U TECHBIMW KOHTaKTaMu C KyJIbTypHbIMU TPagULMAMU APYrux
cTpaH, obpeTatoT HoBble hopMmbl. M Bce e, cylHOCTHOE ObiTMe Hapofa, OTpameH-
HOE B YCTHbIX CKa3aHWAX, a 3aTeM U B (POPME HaLMOHaNbHOrO 3Moca, B KOHEYHOM
cyeTe hopMUpYeT CBOM, OCOObI TUM XY[OMECTBEHHOrO MbILLNEHUA, Hanbonee NomHo
oTpaMatloLLmMii xapakTep Hapoja, ero YCTPEMNEHUA U 3anpocbl, €r0 UCTOPUYECKYHO U
reHeTVI‘-{eCKyI-O NamMATb.

N3noxeHue ocHoBHOro matepuana

Onoc - BoT chopma, crnocobcTBytoLWaA Hapody YBUAETb U MOHATb cebA B KOH-
TekcTe uctopun. noc obpemeHeH uctopueii. [loBecTBoBaHWE 3[eCb AepHUTCA Ha
namaTW camoii apeBHeii chopmaLMm Henoseveckoro obLecTsa — KpecTbAHCKOW Macce
— KOpHEBOIi cpefie BCAKOro Hapopa, U, COOTBETCTBEHHO, Ha YCOBEPLUEHCTBOBaBAHUM
YCTHOIA nepepayn nHgopMmaLumn, KoTopas NOCTENEHHO NEPeXOAUT B PaHr Xy[oMecT-
BEHHOro fABNEeHWUsA, B 0bnacTb TBOpPYECTBa, HO TBOPYECTBA KONNEKTUBHOIO, MHOMO-

* Bepywuit HayuHblii coTpyaHUK otaena Mysbiku UMHctutyta nckyccte HAH PA, poktop uc-
KyCCTBOBEIEHWA, 3acnymeHHbli feAatenb uckyccte Apmenun, rukhkyan.margarita@gmail.com, cratba
npencraeneHa 29.08.2022, peuensuposara 01.09.2022, npuxaTa k nybnukaumm 15.12.2022.
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nnacToBoro, BPEMEHHOro, MUTAlOLLLErocs HapOAHOW MyApOCTbIO, CMOCOBHOro CO3-
AaBaTb CUMBOSbI U 3HaKW ObLLLeHaLMOHANbHOMO 3HaYeHuA.

K Tomy e, anoc copepwuT B cebe pasHOOOpasHble WUCTOKM HaLMOHANbHOro
Xy[OMECTBEHHOIO CMEeKTpa, Ha4MHaA C ONMUCaHWA BHELLHOCTU repoes, UX OfeAHNi, nx
MOBCE[HEBHOrO M Mpa3fHUYHOTO CTOMa, OMMCAHWA W XapaKTEPUCTUKN MWL, [O0-
MaLLHVX 1 noneBbix paboT, Tpaanumii U, KoHeYHo, My3biku. Hanpumep: anoc «[asug,
CacyHckuii», obnafas CHOMETHOW BUHAMMKOW U TOHKMMMU MCUXONOMMYECKUMM OTTEH-
KaMmy BO B3aMMOOTHOLLEHUAX FepoeB, copeput B cebe rnybuMHHO TpaguLMOHHbIE
My3blKaJlbHble pa3fenbl, My3blka/lbHble BKparnjieHuA, WHTOHALMOHHblE KOMMEHTapuu.
JTa ocobeHHOCTb 3Moca Takie Okasaja OrpoMHOe BAMAHME Ha pa3BUTUE HOBOIA
npodpeccnoHanbHoO My3biku ApmeHun B nepuog, Korpa anoc 6bin 3aHOBO OCMbICNEH
u BoCTpebOBaH HApPOJOM Kak WCTOPUYECKUi U obpasHblii KOMMOHEHT Ha BONHe
HaLMOHaNbHOIO BO3POMAEHUA.

Mpu Bceli OfHOTMMHOCTM B MUPOBOM KOHTEKCTE 3MUYECKOrO KaHpa, Hauuo-
HaNbHble 0COGEHHOCTU OTYeTIMBO 06O3HavalTCA B 3nocax Kamporo Hapopa. OHu
pasnnyuMbl U B CHOMETHO-0bpa3sHOM cpopmMate, OTpamaroLLEM HU3Hb YeNnoBeKa, U B
MCYXONOrMYECKOM MNaHe, U B TOM, KaKk MOCTPOEHO 3MUYECKOE CKasaHue, Kakoe WC-
TOpUYECKoe MPOCTPAHCTBO OHO OXBAaTblBAaeT, Ha YTO MPeTeHAYET M YTO BO3BbILLAET.
CyTb npgeun packpblBaeT He TONbKO KapTUHY MPOLUIOro, — 3M0C BCErfa O MpPOLLIOM, —
HO obo3HauaeT kapTuHy bOypyuiero, Toro Oypyuiero, Kakoe BblHalUMBanA Hapog, B
TeYeHVne CBOell MCTOPUM, Ha MPOTAMEHWM [OBOJBHO [UTENBHOrO BPEMEHU, U
Tenepb, B HaCTOALLLEM, ee OCO3HaeT.

B anoce 3aknagbiBanucb cemeHa OypyLuMx BCXOAOB MPpPaLMOHANbHOrO MbILL-
NEHNA, KOTOpble CrocobCTBOBaNM MpoOpbIBam BO BCEX cdhepax MU3HU — U B MOCTPOEHUM
CBOEr0 HaLMOHaNbHOrO JOMa, U BO B3aMMOOTHOLLEHMAX C COCEAAMMU, U B XyOO-
}HECTBEHHOM TBOPYECTBE U PEMECNEHHbIX chepax, U B CMeNbIX MedTax o beccmepTun
CBOEro popja. 2Dnoc, COOCTBEHHO, U BbIMOAHAN 3Ty WPPALMOHANbHYK HapOLHYHO
WAEto, — OCTaTbCA B UCTOPUM YENIOBEYECTBA, COXPaHUTL B 3TOI NCTOpuK cebA.

3aragoyHasa mygpocTb anoca «Jlasug CacyHckuii» Bobpana B ceba u oTpasuna
BEYHYO MOrpaHUYHOCTb apMAHCKOW CynbbObl, [BOWCTBEHHOCTb UCTOKOB MPOUCXOM-
OEHUA, LUMPOKYIO MOYBY apMAHCKOrO WCKYcCTBa, rpaHuvallero u ¢ Boctokom un c
3anafom, reponyecKyto YCTpeMneHHOCTb Hapoaa K efMHOMY [yXOBHOMY OPUEHTUPY,
OCO3HaHHYH FOTOBHOCTb K UCTbITaHWAM, HEePTBEHHOCTb... TparnyHas UHTpura anoca
«[laBup, CacyHckuii» Kak pa3 1 Bbipamana roToBHOCTb HapoJa K MepTBEHHOMY OTBeTY 3a
CBOIO OCBODOMAEHHOCTb, TPEDYHOLLLYIO, MOBCEMECTHO W MOCTOAHHO, FEPOWNYECKOrO U
6aouTenbHoro nosefenua. Inoc «[aeug CacyHckuii» NOLIMHHO BENWK B PALY APYrux
3MMYECKMX CKaszaHuii CO3[aBLUErO ero Hapofa. JTO MOAJMHHO apMAHCKUIA HapOAHbIi
3Noc. «3JMOC 3TOT Ha3blBAE€TCA HApPOAHbIM HE TOMbKO MOTOMY, YTO OH MWBET B
HapOAHbIX TONLLAX W CKa3blBaeTCA UM, OH HapofeH Mpekae BCEro noTomy, YTo BCE
MWPOBO33pEHNE €ro repoeB HepaspbiBHO CBA3@HO C MOAJIMHHO HApOLHbIMM HU3aMU,
YTO BCE €ro repov HepaspbIBHO CBA3aHbl C HAPOAOM, @ HE C TEMMU, KTO TbICAYUNETUA
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[lepan B CBOWX pyKax Cyabbbl apMAHCKOro Hapogar, — nucan Mocud Opbenn'.

B 1939 ropy Coserckaa ApmeHua Bmecte co Bcell ctpaHoii otMevana 1000-netue
anoca «[laBug CacyHckuii». 10 cobbiTue onpegenuno pna ApMEHWU HOBbI
OTCYeT ee HaLMOHaNbHOrO BO3POMAEHUA. Bbinn NOAHATLI M OTKPbITLI ANA N3YyYeHuA
HaLUMOHanbHbIE apXWBbl, KOTOPblE OAHOBPEMEHHO MOMOMHAANMCL HOBbIMW [OKYMEH-
Tamu, npucbinaembiMm B ApMeHWto co Bcero mupa. bbinu 06bABNEHbI KOHKYpPCbI Ha
nyywne npousBefeHnA MocBALLeHHble 3Toi pate. COTHM XyOOMHWKOB, KOMMO3W-
TOPOB, PEMUCCEPOB, MucaTeneil U MO3TOB MPUHANM yyacTUE B 3TOM TBOPYECKOM
copeBHOBaHUW. Mbl 3HaemM WX KynbMWHAUMOHHblE pe3ynbTaTbl, — onepy Apo Cre-
naHaHa «[asup CacyHckuii», co3gaHHyto B 1936 rofy, MOHYMEHTaIbHYHO CKYNbMTYpPY
Epsanpa Kouapa «[laBup CacyHckuii», yctaHoBneHHyto Ha BowksanbHoil nnowiapu
EpeBaHa, 3ameuvatenbHble rpaBtopbl Akona KopmoAHa Ha 3Ty Temy, MpeKpacHble
KONNEKLMOHHbIe U3[aHNA 3Moca Ha apMAHCKOM M PYCCKOM A3blKax, NepeBofbl anoca
Ha Apyrve A3blkKW, paclLUMpeHUe UCCefOBaHWii No BOCCTAHOBEHWUIO MOJHON Bepcuu
3noca W, KOHKPETHO, ee My3blKabHO YacTu.

M3 BocnomuHaHwili DpaBapaa Mupsosana: «B 1939 rogy 6bin 0bbABneH KOHKypC,
noceaweHHbld 1000-neturo anoca «[laBug CacyHckuii» (310T tobuneii wnpoko ot-
Meyvanca B pecnybnuke). AnekcaHap ApPYTIOHAH Hanucan K KOHKypCy MECHIO Ha TEKCT
U3 3Mnoca B NepeBofe Ha pycckuit A3bik: «Bocnoto, BocxBanto XaHayT-xaHym». H e
peLunn B KOHKypce He yyacTBoBaTb. Ho Korpa ApyTIOHAH MoKasan MHe CBOHO MECH!O,
A, BOOAYLUEBMBLUMCb, MOLUEN AOMOI, OTKPbIN KHWUry u Hanucan «llecHo Mrepa
Mnapluero» (TekcT 6bin onATb e B nepeBofe Ha pycckuii). CounHun A ee JOBONBHO
6bicTpo. BpemeHu no Hauana KoHKypca 6b110 MpegocTaToyHo, M A Hanvcan ele OfHO
npouseeneHue - «[lecHto JaBuga CacyHcKoro», — Ha 3TOT pa3 Ha A3bIKe OpurMHana.

B utore Aneckannp ApyTiOHAH nonyyun Ha KoHkypce 1-yio npemuto (750
pybneii), A 3a «[lecHio Mrepa Mnaguwero» - 2-to (500 pybneii) u 3a «[lecHio [Nasuga
CacyHckoro» — 3-to (300 py6neit). Ewie ogHy 2-to npemuto nony4un Haw Apyr Aguk
XypnosH, KOTOpbIii TOrAa eLle He mocellan Knacc KoMnosuumu, a obyyanca Ha Teope-
TUYECKOM OTOeNeHnn KoHcepBaTopun. Bce 3T KoHKypcbl 0b6cTaBnAnMCb OuveHb
TOPMECTBEHHO, YTO, HE CKpoto, Obino npuAaTHo. ConupHbl 6bIMM U OeHEeMHble BO3-
HarpaxgeHua...» [4, c. 19-20].

Inoc «[lasug CacyHckuii» hakTUUYECKU M MEHTabHO BEN apMAHCKMIA Hapog, no
CTYMEHAM €ro UCTOpuW, Ben M3paBHa, OTMETMB cBoe chopmanbHoe npusHaHue 1000
neT Ha3aj, HO ABHO UMeA nof coboii bonee ponruii NyTb hopMUMpoBaHUA.

Jnoc, BO3BpALLEHHDbI HApPOAY Kak XyLOMECTBEHHOE ABNeHMe yie B popmMalb-
HOM KOHTEKCTE W3[JaHHOTO MpPOU3BELEHWA, MEPEBENEHHOrO Ha PYCcCKWii U Apyrue
A3bIKM, OTpPaMeHHbIi BO Bcex cdpepax XY[OMECTBEHHOW KW3HW, ABNAN coboii He
TONbKO CBOE BO3POMAEHNE, HO 1 BO3POMAEHNE Hapoaa.

VIMEHHO TaK COEAMHANNCH W CIMBAIUCH B MOLLHDbIV MOTOK PeanbHOW MU3HU

" Nocndh Opbenu, U3BECTHbI BOCTOKOBER M OBLLECTBEHHDbI AEATENb, aKageMnK AKagemni
Hayk CCCP, akapemuk Akapemnn Hayk ApmaHckoii CCP u ee nepsblii npesupeHT (1943-1947),
ompektop dpmuTtaxa (1934-1951).
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Tpagmumn uctopumn n Kynbtypbl. B 30-ble rogbl XX Beka apMAHCKWI Hapog, Ha MATOl
yacTu CBOEW McTopuyeckoii Tepputopumn, B BoctouHoii Apmenun, obpen Ty reononu-
TUYECKy0 [aHHOCTb, KOTOpaA [fana BO3MOMHOCTb emy BO3poauTbCcA M3 nenna. U
pa3byieHHaa uctopueil cuna co3npaHvsa MojHANa Ha HEBEPOATHYIO BbICOTY Kyfb-
TYPHYIO ¥M3Hb HOBOIA ApMeHUMN.

Yme v Torpa, B MepBbIX KPYMHbIX MY3blKalbHbIX MPOW3BEAEHUAX HOBOW ap-
MAHCKOI npodpeccnoHanbHolt My3blku, — B 4yeTbipex cumcpoHnax Apo CrenaHaHa
(1940-50-ble roppl), B ero onepe «[asup CacyHckuii» (1936), B MepBoii cumcpoHUm
Apama XauatypaHa (1934) u ero Tpex WHCTpymeHTalbHbIX KoHuepTax (Poprenuvan-
Holi — 1937-#, Ckpunuunbiii — 1940-ii, BuononuenbHblii — 1946-i1) yragpiBanucb
Kakue-To rnybuHHble, 3arajoyHble B CBOeli 3MOLMOHaNbHOW MOLLHOCTU MNNacTbl
Tpaauumii. bbino 3pecb orpoMHoe MeHTanbHOe BoogylleBneHue, koTopoe Oypuno
CKpbITble MAacTbl MCTOPUWU. DHEpreTMka €eBpOMEKCKOro Knaccuuusma ferna Ha
yRoOpeHHYO TNy6UHHBbIMKA TPagUUMAMU MOYBY apMAHCKOW My3biku. W, KoHeuHo,
rMaBHOI TOYKOW KOHTaKTa 3TUX ABYX TPafuuMi cTana McKpa HauMOHaNbHOrO BAOX-
HoBeHuA, nepexusaemasa Apmenueii B 30-ble rogbl XX Beka. «EcTb kakaa-To rny-
6uHHaA CBA3b MeMAy PEeAKNM B JaHHbIX ABIEHVNAX COCPENOTOYEHNEM TBOPYECKNX CUN
B MHOMBUOYyMe, obnajatoLem crnocobHOCTAMU K CUMCPOHU3MY, C OHOW CTOPOHbI, U
MOTEHLMAMUN OKPYMaIOLLEW €ro KynbTypbl, VKN B3PbIBOM B HE SHEPruM — C ApYyroii»,
- nucan bopuc Acacbes B 1944 rogy B cBoeli ctatbe «Cumdponusar» [5, c. 79].

B cynbboHOCHble MOMEHTbI MepeMrBaHWil HaLMOHABHOMO MOAbEMA MHOMOE
BEPLUMTCA Ha MWUKE WHTYMLMW, U NUlb MOTOM, CO BPEMEHEM MOATBEPMAAeTCA
3aKOHOMEPHOCTb Pa3BUTKA COBbITWIA, TOFMYHOCTb U36paHWA TOro UAU MHOTO MYTH.

Bce kaKk-To 3aKOHOMEPHO M CMMBOIMYHO COBMAAAN0 B 3TO BPEMA, — U Mpa3fHO-
BaHne 1000-netua snoca «[aeup CacyHckuit», n noprotoBka K [lepBoii pekape
apmAHckoro uckycctea B Mockee, HameueHHol Ha 1939-i1 roa... 3Tu gBa cobbiTua
COENUHUIN WCTOPUIO W COBPEMEHHOCTb, BbIBENU Ha €AVHYHO JIMHUIO XYAOMECTBEH-
Hblii 0bpa3 [laBupa CacyHckoro n obpa3 COBPEMEHHOro repos B nuLe TeX, KTo pa-
6otan Bo cnaBy cBoeii cTpaHbl. CTano ACHO — 3MWMYECKoe BPeMA U COBPEMEHHOCTb
HepasfennMbl, OfHO rNepeTeKaeT B Apyroe.

Onepa Apo CrenaHaHa «[aBug CacyHckuii», cospaHHaa B 1936 rogy, He bbina
nocTaBfieHa Ha CLeHe, HO OTAeNbHble ee HoMepa — MPONOr W 3Muor — 3ByYanu B
KoHuepTHom ucronHeHun B 1935 rogy B MockBe, nop, ynpaBneHuem pavpuepa
Anekcanppa Menuk-lNawaesa, n B 1944-om B EpeBaHe nop ynpaeneHuem Muxamna
TaBpusaHa, — yutaem B nepBom Tome «/IcTOpUM apMAHCKOrO My3blKalbHOIO TeaTpa»
.. TurpaHoBa. WccnepoBatenn oTMevaeT BbICOKOE MAcTepCTBO MONUGOHUYECKOi
pa3paboTku, TOHKOCTb KONOpPUTA U rapMOHUYecKoe 6oraTCcTBO My3bIKM.

B 1976 ropmy Ha cueHe TeaTpa onepbl n baneta umeHu AnekcaHppa CneH-
AvapAHa C OrpPOMHbIM YCMEXOM COCTOANachb npembepa onepbl-baneta Jprapa Ora-
HecAaHa «[laBup CacyHckuit». PaboTta Hap 9TMM MOHyMeHTanbHbIM MpoOU3BefeHNEM
3aHAna y KoMnosutopa MHorue rogbl, oHa 6pana cBoe Ha4ano BCe C TeX e pasMblL-
neHwnii, Kotopble obpaluanu B3raag B rnybb uctopun, nckanm obHaaexmvsaro e ob-
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pasbl 1 cumBonbl [5, ¢. 45-50]. B koHue 1970-bix AnekcaHap AfMemAH NULLIET CBOKO
Matyto cumdpoHuto, KoTopad HasbiaetcA «[laBup CacyHckuit», a cnepom 3a Hei
Lectyto - no npoyteHuto noambl leBopka IMmHa «Cemb neceH o6 ApmeHumn», onaTb
e annyecknin ckas. B aTux couMHeHuAX anuyeckoe MPOLLNOE CAMBAETCA C AMUYec-
KMM HacToALLMM. ApMEHMA B CBOEM rOCyAapCTBEHHOM Pa3BUTUW, — CTPOMUTENLCTBO,
3KOHOMMKa, CeNbCKOE XO3AICTBO, KynbTypa, — WAET, Onepexas CBOM BO3MOKHOCTHU,
OfyXOBTOPEHHaA co3uaaTenbHbIM NagpoCoM 3MUYECKOTO MUPOBO33PEHNA.

[a, Aeno He TONbKO B OTpPaM€HWM Camoro 3Moca B COBPEMEHHbIX MPOU3BeE-
nenvax. Bca mysbikanbHas #u3Hb ApMmeHMM Obina MPOHWMKHYTA 3MUYECKUM [yXOM,
TBOPYECKNM abCOMOTU3MOM, YTO U OMPEAENUIo CTUINCTUKY PasBUTUA apMAHCKOro
nckycctea XX Beka. OOpalleHne K MOHyMeHTanbHbIM hOpMam B apxuTEKType, B
n306pasnTenbHOM UCKYCCTBE, B My3biKe, B TeaTpe ObIfo 0CO3HaHHbIM BO3POMAEHNEM
rMybUHHbIX HauMoHanbHbIX ocHoB. BcnbixHyn ayx [Masupa CacyHCKOro M HEBOMBHO,
OMocpefoBaHHO, UHTYMTUBHO POMAANUCh B UCKYCCTBE MpekpacHble obpasubl MOHY-
MeHTanbHoi chopmbl. Ho TyT CTOUT BCMOMHUTL WM apMAHCKUI MMHUMANMU3M, UCKyC-
CTBO KHUKHOI rpachukm, UCKYCCTBO apMAHCKON MUHMATIOPDbI. ..

ApMAHCKaA MMHMaTIoOpa Kak CTWNb, HauMHaA C NaMATHUKOB KHUMKHOW rpadpuku
paHHero apmaHckoro PeneccaHca - VIII-XI Bekos, koHuYas dopTenuaHHbIMKU Mu-
HuaTopamn KommTaca u npekpacHoii pomaHcoBoii nupukoii PomaHoca Menuksana,
Bblpamana Heuto Oonbluee, BbIXOAALLEE 3a pPaMKM MUHMATIOPbI, Bragena 3Hauu-
TeNbHbIM, 4acTO FepoMYeCKUM COMEpHaHUeM U CWNbHOW 3HepreTukoid. lMpuBepem
npvmep u3 xusonucy. BoT 4To roBopun M3BECTHbI amMepUKaHCKWIA XY[OMHUK ap-
MAHCKOro npoucxoxpeHna Apwun lopkm npo Topoca Pocnuna, mactepa KHUMHOW
HMBOMWCK, MUHMATIOPUCTA, KuBLUEro u Teopusluiero B cepeguHe Xl seka B Ku-
NUKMiickom ApMAHCKOM rocyaapcTtee, KoTopoe obpa3osanocb BO BTOpoii nonosuHe Xl
BeKa Ha ceBepo-BocTO4YHOM Oepery Cpepm3eMHOro mMopAa W MpPOCYLLECTBOBaNO [0
nocnepHein yetseptn XIV Beka (1375): «...Topoc PocnuH 6bin nepebiM. Yuenno ke
coenan cnepytowmii war. Y aTux AByX reHWEB A pas3nnyaro UCTOKW TOrO, YTO CBA3bI-
BaeTcA C npefCcTaBleHNEM O HOBOWi HMBOMUCK: OBNAflEHNE LBETOM, NPOTAKEHHOCTbBIO
¥ NPOCTPaHCTBOM, — OCOBEHHO B MCMONb30BAHUM UMM LiBeTa W AaibHero nnaHa. Haww
PocnvH onepepun BusaHTWiiLeB u utanbaAHueB. OH JOCTUM BOCMPUUMMYMBOCTU 3a
cToneTue fo Hux...» [3, c. 7].

[eiictButenbHo, B muHuatiopax PocnvHa nopamaer MOHymeHTanbHasA CyLu-
HocTb. B ero moptpetax n KOMMO3ULMAX NPUCYTCTBYET TOT CMbICIOBOI U 0b6pa3HbIii
MacluTab, KoTopblii CBOCTBEHEH HONbLIMM, KPYMHbIM Mo hopMaTty NpouU3BELEHUAM.
HacTtonbko, 4TO [Jame NpPOTMBOPEYUT MUHMATIOPHOMY aHpy. Ero npoussepeHus
BOCMPUHUMAIOTCA KaK YMEHbLUEHHbIE KOMWW KapTWH, CO3AaHHbIX BO BpeEMeEHa
utanbaHckoro PeHeccaHca. MuHuaTiopa PocnuHa paspblBana pamku CBOEro aHpa,
Kak M CBOEro BpemeHu. Tak U B My3blKe; Hanpumep, AyXOBHbI TMMH «ABUK» [pu-
ropa Hapekauu, — ato X| Bek, — BbineBaHne ero Menoaumn 3aHumaeT He bonee fByxX
MUHYT. Ho CBOVMM repovyecKkn-TOpHECTBEHHBIM LyXOM U COAEpHaLLMMCA B Menoce
Lpamatusmom «ABuk» nopaswn Bopuca Acacbesa, nytewectsytoliero B 20-bie rogbl
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XX Beka no tory Poccun n 3aexaBliero B Apmenuto. OH nmpouyen Tar B HOTHOI 3a-
nuen. «[la 34ech e NpUcyTCTBYET CUMAPOHUYHOCTB!», — BocknnkHyn oH? [1, c. 79].

Jnoc «[laBng CacyHckuii», BbIABUHYTbI Ha MOBEPXHOCTb UCTOPUM WMHTPUrOWA
tobuneiiHoro neTocymcneHmns, okasanca MOLLHbIM KaTainm3aTopoM B PasBUTUM apMAH-
ckoro uckycctea. Camoii BOCNpuUMUMBOI K 3HAYMMOCTU CHMBOJIOB 3rMoca NpoABMNa
ceba cdepa Mysbikn. HapopHo-npodheccmoHanbHOe WCKYCCTBO FyCaHOB W allyros,
OeATeNbHOCTb TaHLUEeBalbHbIX aHcambnell monyyunum HoBble CTUMYNbl pa3BuTuA. B
KOHL,EPTHbIX NporpamMmax rMoABWnach TEHAEHUMUA K CMbICNOBOM W ApamaTypryuyeckoil
LenbHOCTW NpeAcTaBleHNid, K KW3HeHHOW npaBpae. [1pekpacHbIM BEHLOM 3TOrO Ha-
npaeneHva cTtana nporpamma [ocypapcTBeHHOro aHcambna neceH W MAACOK Apme-
HUW, NMOCBALLLEHHaA LLeNOCTHOMY Xy[0KeCTBEHHOMY BOM/IOLLEHUIO pUTYyana apMAHCKOI
cBafbbbl. I10 6bIM0 B Havane 1970-bix, Korpa XyHomMecTBEHHbIM PyKOBOAMUTENeM
AHcambna 6bin 3amevaTenbHblii Komnosutop Darap OraHecaH. KoHcynbTaHTOM 37Ol
nporpammbl 6bina nssecTHblii dponbknopuct AnuHa NaxnesaHaH. K comaneHuto, no
HEeM3BECTHbIM MpUYMHAM, 3Ta NpeKpacHad, TanaHTaneas pabota AHcambna He Obina
[OMyLLEHa 40 BCEHAPOAHOrO Mokasa’.

[MoprotoBka Kk MpasgHOBaHMIO 3Moca MPOAOMKanacb rodbl, B KOTOpble W3-
AaBaANCb KHWUMM, NMUCaNNCb UCCNEAOBaHNA, akTUBHO paboTanu Xy[LOMHUKM, 3aiyMbl-
Ba/MCb CMeKTaknu u uibMbl. APMAHCKWE KOMMO3UTOPbI, MOAYYMB B HOHOCTU 3Ty
OYXOBHYIO MOAMUTKY, (DOPMUPOBaNN CBOU MiiaHbl U TBOPYECKWE UHTEpeChbl B pycrne
ONTUMWUCTUYECKOTO W FOPAENUBOro BULEHUA MUpa.

B cBoe BpemA, pasmbinAA Hafj, pasBUTMEM apMAHCKOro cuMdpoHW3Ma U, B
YaCTHOCTU, MaHpa CUMCOHUW, A Aenana akLueHT Ha MIOAOTBOPHbIA KOHTaKT apMsAH-
CKOW My3blku C Tpaguuuamun esponeiickoro knaccuumsma. CtpoutenbHaa dpyHKLMA
cumcpoHM3Ma CNoBHO Obl Nerna Ha YepTer CTPOUTENbCTBA HOBOWN KWU3HU ApmeHun,
KaKk 3aKOHOMEpHOe COefMHEHWE 3TarnoB ee UCTOPUM — Tparmyeckoro MpoLUsoro,
co3npaTenbHoro HactosAwero u ceetnoro 6byayuiero. M ato noruyeckn cootset-
CTBOBaNO Tpex4yacTHOMY, OOpa3HO-KOHTPACTHOMY, BeAyLLeeMy K TOPKECTBYHOLLEMY
chuHany cTpouTenbHOMY MNaHy KaHpa Knaccuyeckoil cumcporumn. KoHeuHo, y apMaH-
CKOW cumcpoHUM bBbina CBOA, UCTOPUYECKM OCMbICIIEHHAA MNporpaMma, U B TpexX
cumdpoHmax Apama XauyaTypAHa OHa BOM/OLLLaNa COBpPEMEHHOE NpefcTaBieHue UC-
TOPUYECKOro pa3BuTUA ApPMEHUW — ee MPOLLIIOro, HacToALLero u byayuero.

OpHako CKBO3b 3Ty cofepKaTenbHyl LenecoobpasHocTb POpMbl apMAHCKOI
cumcoHUM MpornAgbiBana U ppyras, ewe 6bonee npoyHas ocHoBa. Mctopwa He
MpocTo BCMOMMHaNacb, OHa pykosofuna peiicTemem u nutana KoHuenuuto. Cum-
doHuA yTBepxgana Ayx conpoTtusneHua, 6opbbbl. MollHoli sHepreTukoil Takoro
MpoTMBOOOPCTBYHOLLLErO HACTPOEHMA Ha NYTW K UCTUHE BbIAN HaMOMHEHbI CUMAOHUH,
nossusLuneca Ha rpebHe 1950-60-bix rogos. W 3Tn cumdoHUM NpPOHM3bIBAN 3Mu-
yeckuii gyx. HekoTopble N3 HUX NPAMO afpecoBaHbl CTPaHWLLaM UCTOPUU, SMUYECKUM
cKasaHuam u mudpam. Hanpumep, CumdpoHnsa «Paspan» 'puropua ErvasapsHa ana

23 Bocnomunanuii I'.I. TurpaHoBa, pacckasaHHbIX aBToOpy CTaTby.
3 MHe foBenoch yBMaETb €€ Ha reHepanbHoii penetuummn (M.P.).
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6onblioro cumdoHnyeckoro opkectpa B uYeTblpex uvacTax (1962). Kampoii yactm
cumdpoHn npegnocnad anurpad — ctux u3 noambl OsaHeca Llupasa «Paspa»*.
[porpamHana ocHoBa, HanMyuMe CTUXOTBOPHOW KaHBbl, MOBECTBOBATENbHblE WHTO-
HaLWW, TOPMECTBEHHOE pas3BUTWE — BCE FOBOPUT O MPUCYTCTBMU 3IMUYECKOrO Ha-
ctpoeHua. nu — CumcboHna AnekcaHppa ApyTroHAHa A1A 60MbLIOrO CUMAPOHNYECKOro
OpKeCTpa B YETbIPEX YACTAX; KOPOTKOE BblpasuTenbHoe BCTynneHue (Maestoso), npu-
3bIB K BHMMaHWIO, Hayano OeiicTBUA, TAe rnaBHaA Tema CIOBHO «BblKOBbIBAETCA»
nog, ynapamu nutaep. Bce ueTbipe yactu cumdpoHun nocnepoBaTenbHO pasBopayu-
BalOT Mepej, BHYTPEHHUM B30POM MaHOpamy MCTOPUYECKOro MyTW, KOTOpbIi Npo-
XO[MT LPeBHUI Hapod. DTO NyTb MOCTOAHHOrO CO3WAAHWA, CONpPOTUBNEHUA, 6opbObI
BO umA Byaywiero. Tembl BTOPOI1 4aCTU CUMCPOHUM BOCXOOAT K MHTOHALMAM apMAH-
CKMX natpuoTnyeckux neceH. CKopbHble MHTOHALMOHHbIE CABUMM C MaMOPHON Tep-
LMW Ha MUHOPHYO, NPOCTPaHHble NONMGOHNYECKUE NPOTUBOCIOKEHNUA U TYNKNiA 6ol
NUTaBp — He 3TO M UCTOPUYECKOE MOoJle repoMyecKkoro conpoTusnenua? U Tyt sopyr
KpacoyHoe, #usonucHo Risoluto, KoTopoe cmeHAeTca aHposoii naHopamoii Ckepuo.
N cnuBatowmeca B pa3paboTke cuHana Bce felicTBEHHble UCTOKU CUMCPOHUM —
NaTpUOTUYECKME MECHU, KpacoyHaA MaanTpa WHCTPYMEHTOB, MO3TUYECKU BblpaMmeH-
Hble My3blKalibHble W3PEYEHNA — BCE MOJHO rNyboKOro cmbicna. T0 — af|pecoBaH-
Hblli B BEYHOCTb COBPEMEHHbII 3MMYecKuii cKas.

Elle oauH ApKMiIA npuMep SNUYHOCTU HaUMOHANbHOrO CUMCOHM3MA JAeT Ham
MepBasa cumcporua Dprapa OraHecAHa pna 60nbLIOro cMMPOHUYECKOrO OpKecTpa B
yeTbIpex YacTAX. DTO BbIHOLLEHHblE pasmMbllieHNa O cyabbe Hapopa, 3TO ToMe 3Mu-
YECKMI1 CKa3 C APKO BbIpameHHON TeHAeHUMell K anpobauun Tpaguuuii apMAHCKoI
OYXOBHOW My3blkU. JlaKOHUYHO M MOHYMEHTANbHO 3BYYMT B POAW TNaBHOW TeMbl
3HameHuTbI Tar [puropa Hapekaun «ABUK», UCTIONHAEMbII OPKECTPOM B YHWUCOH.
OT cpenHeBeKOBOI MOHOAMMU PacXofATCA BCE MENOAWNYECKUE JIMHUU CUMPOHUK U B
thuHane BHOBb CXOJATCA K YHMCOHHOMY 3By4YaHuto Tara. MoHymeHTanbHocTb 3Toii
chopMbl Tak BblpasuTebHa, YTO HEBONbHO CPaBHMBAELLb €€ C apMAHCKON ApeBHEl
XPaMoBOIi apXMUTEKTYpOl, C «MNeYNCTbIMU» apMAHCKUMU LiepKBamu, NakoHUYHaA |
CTporas apxuTeKkTypa KOTOpbIX HanonHeHa 6ubnelickum fyxom.

B Te e ropbl cozpaHa lNepsaa cumcporna [xusaHa Tep-TateBocAHa, rnaBHoOI
MeNoJMYECcKOi NMHMEN KOTOPOIi CTana LUMPOKO WM3BECTHaA HapopHas necHaA «KpyHK»,
cama ABNAMOLLAACA CHMBOJIOM apMAHCKOWN NCTOPUM, FONOCOM apMAHCKOW Cypbbbl.

Ectb Bce ocHoBaHuA caenatb cnepyrollee oboblieHne — xaHp cumgpoHuu 8
apmAHcKoU My3bike ¢hopMUpOBaIICA KK My3blKa/bHbIl anoc. icTopuyeckana Tematu-
Ka apMAHCKUX CMMCPOHUIT OYeBMOHA; UCTOPUA MOMyYaeT B 3TUX CUMAPOHUAX peanmnc-
TUYECKOe, MOBECTBOBATENbHOE BOMOLLEHVE, obpa3bl cumcpoHUii hopmupyeTca B
CVIMBOJIbI, BbIPacTaloT B MU(PONOrMyeCKne CHOXETbI.

Bbiparowniica uccnegoatenb #aHpoB 3noca M pomaHa Muxaun BaxTvH nuwer:
«2nnyeckoe abcontoTHOe MPOLUIoe ABMAETCA €OMHCTBEHHBIM WUCTOYHUKOM M Hayasiom
BCEro XOPOLLEro 1 AiA NocneaytoLLmx BpeMeH. Tak yTBepmaaeT dopma anoneun» [2].

4 PaszpaH-3aHry - peka B ApmeHum, BepyLuan Hayano B negHukax [eramckumx rop.
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Ecnun 3T0 Tak, To, BUAUMO, MOMHO OTBETUTb Ha BO3HUKAIOLLMIA CErofHA BONPOC
— OTKYA@ 37U rpomagbl cumcpoHnii? Begb MHOrME U3 HUX, KOTOpbIE YyMe HanucaHbl 1
nuwyTca, He 6yAyT MCMONHEHbI, W, MoxeT bbiTb, HuKkorpa! Ho apmaHckue Komno-
3UTOPbI MbICIIUAN W MbICIAT B 3TOW TBOPYECKOI MHCTAHLMMW, — MHCTAHLMK BbICOKOrO
OyXa n poMaHTU4YecKoro abcontoTUCTCKOrO COCTOAHUA SyLUW.

HepasHo [Jlaeup CakosH 3akoHumn csoto [lBeHapuatyto cumdponmto. [lecatb
cumcpoHuii ' y usBectHoro cumdpoHucta Barpama Babasna. B 2013 roay lNocypap-
CTBEHHbIM (PMNAPMOHUYECKM OPKECTPOM MOJ, yrpasneHnem Jayapaa TonyaHa bbina
ucnonHeHa Bocbmasa cumdonua Barpama BabasHa. B 2015-om coctoAnach npembepa
MaToii cumcpoHnn Epeanpa Epkanana, B 2016-om - Llectoit. Cepgpmaa cumdpoHus
Epsanpa EpkaHAana B ucnonHeHun [ocypapcTBeHHOro cMMMPOHWYECKOro OpkecTpa
noj ynpasneHuem 3Spyappa Tonusna npossyyana B 2021 ropy. Bce TBOpUecTBO
EpBaHpa EpkaHaHa npoHWKHYTO YyBCTBOM McTOopusma. OHo y Hero cchopmmpoBanoch
C OeTcTBa, WM 3TOMy crnocobcTBOBana WUCTOPUA HWU3HW CEMEICTB oTua U MaTepu —
0TLa, POAUTENN KOTOPOro Ocenu, cnacaacb OT TYpok, Bo PpaHuuun, B Mapcene, u
maTtepu, pomuTenu KoTopoii okasanucb B Erunte, B AnekcaHopuu, oTKyga u
penatpuupoBanice Ha poguHy B 1948 ropy. B 3ToM cBoem ocTpom oluylieHun
uctopun Epsanp EpkaHAH kak Obl CTaHOBMTCA HErnacHbiM CBUAETENEM €e camblX
APKMX M CambIX Tparmyecknx cTpanHul,. Ero ouyuieHve uctopvum, nogKpenneHHoe rny-
60KMMM 3HAHWAMM, KOTOPbIE OH MOCTOAHHO YMHOMAET, CO BPEMEHEM CIOMWIIOCH B
CTPOMHYIO KOHLEMUMIO, BOMMOLLEHHYO UM B LeNnom pAge 60onbluMX COYUHEHWI —
cumcpoHuii, onep u H6aneToB, BOKabHbIX LMKIOB. HekuM anuueHTpoM Mo 3Toil Te-
MaTuke BOCMpUHUMAaeTCA NMpPou3BeaeHue, HannmcaHHoe KOMMO3MTOPOM ANA KaMepHOro
opKecTpa Mo3 HasBaHUeM «XPOHWUKOH». COYMHEHWUE 3TO CNOMKHOE, MOJHABLUEECA Ha
OOKYMEHTaNbHOW OCHOBE, Ha OTPaMeHUU UCTOPUMYECKOI XPOHWMKM U obypeBaemoe
CrMoHTaHHocTbto YyBcTB. OHO BrepBble 6bINO WCMONHEHO KaMepHbIM OPKECTPOM
«AnaH OsaHec» nop ynpaeneHnem MepyixaHa Cumonsana B 2007 ropy. Bokpyr
«XpOHMKOHa» POCNN HOBblE TBOPYECKME WUAen, obpalleHHble K UCTOpUKM Hapopa,
oTpaMatoLime Nno3nLUUN CErofHALLIHEro AHA. DTUMU CONYTCTBYIOLLMMU «XPOHUKOH»
CouMHeHuaMU ctanu cumcporun Epsanpa EpkanaHa - lNatan, Wectan, Ceppmas...

ApknMm My3sblKanbHbIM cobbiTeM cTana npembepa Yetseptoil cumdpoHnmn Bap-
paHa ApmemaHa, ucnonHeHHaa B 2016 ropy [ocypapCTBEHHbIM CUMOHUUYECKUM
opkectpom nof, ynpaeneHmem Ceprea CmbataHa. CumdpoHua 6bina noceawieHa 100-
neTmo ApMAHCKOro reHoumupa.

bonblioe Bnevatnenne octasuna Tpetbsa cumdoHna pyappa AlipanetaHa, Ha-
nucaHHas no pomaHy-nputye MepysaHa CvmoHAHa «bonbliaa OrveHHas Baboukan,
UCMONHeHHaA, 1 He pas, [ocynapCTBEHHbIM CUMGOHUYECKUM OPKECTPOM MOJ, yrpaB-
nennem Ceprea CmbatAHa. W 3pecb, onATb e, My3blkanbHbIli pacckas o npupoge
npencTaBan B BO3BbILEHHOM 3nuyeckom npouTteHun. B 2020 ropy, B ucnonHeHuw
locypapcTBeHHOro cmdpoHUYecKoro opkectpa ApmeHun nog, ynpaeneHuem Cepres
CmbataHa Obina 3anucaHa Ha Bupeo YetBeptas cumdpoHusa Dpyappa AlipanetaHa.
Komnosutop rnyboko ocmbicnnBaeT UCTOPULO HaHpa CUMPOHUK, NPETBOPAA B MY3bl-
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Ke ee cumBonuyeckue obpasbl. OH BcnywmBaeTcA B riyOMHHbIE UCTOKU apMAHKOM
MOHOAMM, 0O3BYUMBAA UX B XOPalbHOM BOMIOLLEHUN B 3BYYaHUM CTPYHHbIX, YTO eLle
W elle pa3 JaeT Ham MpUMep MEPEKNNYKM TPUrOPUAHCKOro xopana W apMAHCKOI
pyxoBHoOl mMoHoammn. WcTokn conpukacatoTcA, BOXHOBNEHHbIE BbICOKMM YyBCTBOM
uctopumn. HepasHo komnosutop 3aeeplumn paboty Hapg [laToii cumcboHueid, Hanu-
CaHHOW AnA 60MbLIOro CMOHUYECKOTO OpKeCTpa.

Jnunyeckunii ckas 06 apMAHCKOM Hapofe 3anofiHAET Halle My3blKalbHOE Mpo-
cTpaHcTBO. [lpekpacHbiM MoATBEPHAEHNEM BOCTPeOOBAHHOCTU CO CTOPOHbI CryLla-
TENA W 3pUTENA 3TOr0 BbICOKOrO CTWIA TBOPYECTBAa CTana fpembepa onepbl Apo
CrenanaHa «[asupg CacyHckuii», noctaBneHHaa 1 centabpa 2017 ropa B Apuaxe, B
ropofe LUywn, Ha OTKpbITOW NnoOWaAKe, MO WHUUMATUBE W MOA PYKOBOACTBOM
CapuHbl ABTaHgunaH. [locTaHoBKa 6bina OCyLLECTBEHA CUNaMW My3blKaHTOB U
apTtuctoB Teatpa onepbl u b6aneta umeHn Anekcangpa CneHguapaHa v nepeHeceHa
Ha cueHy Teatpa 9 ceHTAOpA Toro e roga.

3akniovyeHune

TBopueckuii onbIT onepHbIX W baneTHbIX MOCTAHOBOK, CUMCPOHUYECKUX Mpe-
Mbep, fa U MHOroro Apyroro B 067acTy MCKYCCTB MOCTOAHHO [EMOHCTpUpyeT
TArOTEHME apMAHCKOrO MaccoBOrO ChyLuaTenAs W 3puTena K OOnbLIMM 3MUYECKUM
cdopmam TBOpYECTBa, pacKpbliBad 3TUM BHYTPEHHIOK MOTPEOHOCTb Hapoja XuTb U
MbICIUTb B KaTEropuAX 3MMYECKOro UCTOpK3MA.

M3BecTHO yme HecKonbko neT, 4To B NnaHax TeaTpa onepbl U bGaneta MMmeHU
Anexcangpa CneHguapaHa noctaHosku onep Baue Llapadana «Llapb Abrap» u Ep-
BaHpa EpkanaHa «lUesapb» (M3 wuctopum BusaHtum). Ux noctaHoBku cmornu 6bi
CrofHa 3aMofNHUTb BaKyyM WCTOPUYECKUX T€M Ha CLEeHe HaLMOHaNbHOro akajemu-
yeckoro Teatpa. Ectb n ppyrue mnuumatuebl. [leno 3a geecnocobHocTbio rocypap-
CTBEHHbIX y4YpEMAEHUI, NPU3BaHHbIX COAE/CTBOBAaTb TBOPYECKOW MHULMATUBE KOM-
MO3MTOPOB, XyLOMHWKOB W BCell TBOpYeckoil Opatuu, cnocobHoW ymoBNETBOPUTH
noTpebHOCTb HapOAA MUTb U MbICIUTb B aTMOCEpPE BbICOKOI [yXOBHOCTY.
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nwgph hwybpdwywu vwhdwuwdbpénieniup, W Uplbph, W Upldnunph hbwn
uwhdwuwygnn hwj wpybunph dwqdwu Gpywyhnientup, wdnip hhdpp, dn-
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[Intu, Yndwynghwnp, nhphdnp, ujwqutunudp, hngunpniegyntu:
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THE NATIONAL EPIC AS THE BASIS OF ARMENIAN ART:
EXEMPLIFIED BY THE ARMENIAN SYMPHONY

MARGARITA RUKHKYAN"

For citation: Rukhyan, Margarita. “The National Epic as the Basis of Armenian Art: Exemplified by the
Armenian Symphony”, Journal of Art Studies, N 2 (2022): 93-103. DOI: 10.54503/ 2579-2830-2022.2(8)-93

The art of Armenia is firmly based on the epic heritage. The epic David of
Sasun has formed a special view of national history among the people. The
mysterious wisdom of the epic David of Sasun incorporates and reflects the eternal
nature of the Armenians’ existence, duality in their origins, the wide grounds of
Armenian art, bordering upon the East and the West, the people’s heroic aspiration
towards a single spiritual guideline, conscious readiness for trials, sacrifice...
Complicated twists and turns of history do not lower the level of the people's high
epic worldview. This is what Armenian art expresses. The genre of the symphony,
the largest form in the art of music, has become a strong national artistic tradition
in Armenia.

Key words: symphony, genre, epic, history, modernity, composer, conductor,
orchestra, spirituality.

* Leading Researcher at the Music Department of NAS RA Institute of Arts, Honored Art
Worker of the RA, Doctor of Sciences (Arts), rukhkyan.margarita@gmail.com. The article was
submitted on 29.08.2022, reviewed on 01.09.2022, accepted for publication on 15.12.2022.
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«Pwwnjw»-u htwgnyu dhuwywu-hwpuwublwu wwpbpg E, npp hwjwywu wjwu-
nwlywu hwpuwuhpnd Yuwnwpb Bu hwnuwbu «dwnlng wwup»' unpwhwpup puybpne-
hhubipp, huy hGnwgquynud® wwunnyph dnnwgdwt wpryniupnid uljul) BU Yuwnwpb) wwp-
pbip wnhputpny' nipwiu hwjwpnypubph dwdwuwl: Ubp opbpnd wju wnwpwddws £ <w-
Jwutnwuh <wupwwbnniejwu dh pwpp dwpgbipnd b Ypwunwuh <wupwwbnnggjwu hw-
Jwplwly Quiywfupntd:

Muwnpbipgp dwlwskih £ Gpudanwlwi nwnwgwthniyzjwt nhuhphfub/wd$hdwyp Yuw-
- pwuwalng, npny twl gniguhtingnud £ hwpuwubwu Shuwlywu d6Y wy «@wdquipuw»
wuwnbinpgh hbw: Luunygjwu wnujws pninp ophtwyubipp dpliunyu Bpgh wwppbpwyutp Gu:

Pwbtiwip punbp’ «Pwuwnniw», Shuwlwu wwpbpg, wwpwdwopowu, wujwunud, puw-
Uwuwnbindwlwu wnbpuw, Gpwdonnieiniu, mwppbpwyubn:

LEpwényeyniu

<nnywdp uyppwsd b hwjuwlywu huwgnyu «Pwwnnjw» wwpbpght, npph
wmwppbpwyubpu wjuop Ywptbih t hwunhwbi <wjwunwuh nwppbp puwlywywy-
ppnud’ wjwunwywu wnnubph b wnopjw hwywpnypubiph pupwgpnty:

Lhnwgnuinipjwu hwdwp hhdp tu hwunhuwgt] << SUU wpytiunp huuwnp-
wnunh Upwd Lnswpjwup wujwt dwjtwnwpwunid, YUndhnwuph wujwt wybunw-
Ywu Ynuubpqwwnphwip dnyinph wdphnup dwjtwnwpwund wywhynn ghwwp-
2wywiht Wnuabipp, Uppnihp Lhuhgjwuh «wy dnnnypnh hptuwyning wwntipp U
pwwnbpwlwu ubpywjwgnwiubpp» hhduwpwp woluwwnnygjwu wnwoht hwwnn-
pnuw [10] pungpyyws Ynyebipu nu deluwpwunygyniuubpp, huswybu twl' dbGp nuo-
wnwjhtu wotluwwnwupubph pupwgpnud pwuwuwgubiphg gpwugywd pwuwynp nb-
ntynieyniutin nL ywpbpgh wnbuwgpnip)niuutipp:

Lhnwgnunipjwt twywwnwlu § ubpyujwgub] hwjlwlwt wjwunwywu hwp-
uwubywu Stunud (wyunpbu wwpwdyws «Pwwnnpw» wwnpbipgh punhwuniyp punte-
pwahpp, pwuwunbndwywu wnbpunnd YpYuwy-fuwnhy thnfuhwpwpbpniejwu,
dntnhwywu Ywnnygh, swihwyonnipwiht (WGnpwnhpdwywl), dwjuwywupgw-
Jpu U Bpwdonwlywu lmwnwswihnigjwt wnwuduwhwwnniginiuubpp:

Muwupbpgh punipwghpt nt dEYuwpwunipyniuubpp
«Pwunnw»-Uu hwywywu htwgnyu Shuwlwu wwp L, np Juwwpb] Gu
wywunwywu hwpuwuhpubph, hbnwgqwind' twb wy dnpndpnwlwu nnubpp,

* < GUU wpybuwph huunhununh dnnndpnwuit Gpudonnypjwu pwduh ghunw-
fuwwnn, margfolk63@gmail.com, hnnwsdh ubplyuywgubine opp' 12.09.2022, gpwfunubint
opp' 01.09.2022, nwwgpnipjw punniutine opp' 15.12.2022:
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hwywpnyputiph dwdwuwly: Mwph huwgnyu dwgdwu b dhuwlywu punyph Jw-
upht yywynud Gu Epunwwpwagbun Uppnthh Lhuhgjwup htnWww| wninnbpp. «...&wfu,
wy, &dwfu, we gwwlytph dwdwuwy Yupny Gnéndubipp, wulwiu upwuhg dhy
ninpny pb qnyg nwnpny tu Ywwwpynd guwnybpp, yywnw Gu wju dwupu, np
Pwuwnw onipowwpp yunnwpbtpdwtu b wéh dtiubiph duwgnwyubiphg pwgh, npnug
wwwlwunw Gu Gnénwdubipp, Yupnn £ pp db twl pnwunwynyenit ywpniuw-
Yt Cwdwuwpwp wyjuinbin gnpd niubup twl nunnunbipnt' npk ERsup guwwnynunk-
(Nt udwuwydwu, Ywd b onnd nplk wnwplwih énéndubph wwuinybpdwu hbun»
[10, k9 388]:

Cuwn Uwpwuiniunt b Uwwpwuh opgwutbpnid Epunbpwdonmwgbin <. Mhyhs-
Jwuh gpwugwd ghnwpowdwihtu Ynyebiph' «Pwwnw»-u hwpuwubwu wwnpbpg
£: 2004 p. dtip nwonwihtu htnwgnunniginiutbph pupwgpnud wbuwgpwd ujnyeb-
pp Lo thwuwnnd Gu, np wju wwpbpgp Ywwwpb) Gu huswbiu hwpuwuppubippt,
wjuwbu £ wy wnhpubpnd' nipwfu hwjwpnypubph dwdwuwy (Rwuwfuh puwy-
snthh LEuw SUunpgyuu, 78 wn.): Cwpuwublwu dGunid wju Yuwwwpb| U hwunlw-
wbiu «dwnyng wnwup»' unpwhwpuh puytipnthhubpp:

Ujnw pwuwuwgubipp s&u ugnud, eh hus wnhpny W Gpp £ Yuwnwpynud unyu
wwpwuwnbuwyp, hustu b Jyuynud § «Pwwnnjw»-p, husybu b wnhwuwpwy wjwu-
nwywu wwnpbph, Gpptdup Shuwlwu Wwwnlwubnyejwu dnnwgniejwu b wjwu-
nnyeh bwhwugh dwupu: Unnithwuntpé, udwd wwpbpgp pwjwywi nwpwsd-
Jwsd & <wjwunwuh wnwppbp Jwpgbpnud® Shpwynd, Fenwppniuhpnud, Upwgqu-
onnunwd, Ywyng dnpnud, Upwpwwnnd b Ypwunwuh <wupwwbunngejwu hwjw-
puwl Quiwfupnid: Lwjinuh b wwppbp wudwunwdubpny' «Pwnnqwy, «Pwpniws,
«Pwwnwn», «Pwwnn», «Pwpe Ow», Ywwwpn tu gl hpple wwpbpg' Gpgu ni
wuwpp dhwupt, pE wnwudhu-wnwudhu' hpple wwp Ywd bpg: Uju onipowywin k,
nphu Ywpnn Gu dwuuwlygt) Gpynt ubinh Gppurnwuwpnubpu ne lwpbigubpp: Uwu-
uwyhgubiph nwuwynpnigintup 2powtwdl Ywd Yphuwopowuwasl k, &bnpbipp
dhwgynwd Gu dYynyputipny: Mwpwpw)tipp «Gpynt quw|, Gpynt nwntw» hhduw-
Ywu wwpwwunbuwyh nwppbpwlyubp Gu: Gpwdonwwu b wwpwihu ppwqubipp
hwdwswih Gu, thnfuhwdwdwjutigwd: Lokup, np dnnnypnwwt npn2 wy| 2nipg-
wwnbiph nGwpnd wju hwdwswihnieiniup Yupnn b fuwfundws |hub:

«Pwwnw» pwnh pwgwwpniejwt YGpwpbpjw] wnbnGynieniuutpp swun
unin bu, uwlwju' hwwuwywu: Uppnthh Lhuhgjwup gpnud k. «Uught Uppw-
hwdjwup gnigunptig Uwwpwup 2powuh Pwwnnjw onipowywpp: Uudwunwdp gbip-
owuby shwonnybg: ...4pYubpgnd «Pwwnnw»-u Yphpwnynd £ npwybu wuduwuntu,
wnnwdwpnnt _E Yung' hwjnuh sk» [10, ko 389]: Ubp nhunwplwd wmwppbpwy-
ubiphg Jp pwuhuntd Lu «Pwwnnjw»-u Yphpwnynd £ npybu wuduwuniu (nb'u
op. 11).

Gu Pwwnwiny gqnpphg &4,
Sdjwdwuh gnpphg bd:
Utp Pwwnwinu fupywiun w,
Gpynt fuudnpp pwun w:
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Epunwywpwgbn Lwhpw Yhihgwup uond £, np hwjulwu «Pwnnjw»-hu
owwn Udwu ynunwlwu «Mwwnnyw» wwpnd Nwnnyqw-u wnoyw wunu £ Uu-
whuny, «Pwunnjw»-u bu Yupbh £ dbluwpwut) npwybu wuduwuniu, npp pwtw-
ynp thnfuwugdwt pupwgpnid tnwppbpwyyt) k:

Ljwwh niubuwiny «Pwwnnjw»-h mwppbpwyubph dhol ny dbd b bwlwu
thnthnfunie)niuubipp, wnwuduwgnb b puuntejwu Gup wnb| wwptpgh 14 udnwy:
Uugnipw, upwd pwuwyny sh uwhdwuwhwyynd wju wwpbpgh wwppbpwy-
ubiph prhyp, uwlwju ndjw| pgunbuwyh wnwudtwhwnynig)niuubipp nnipu
ptiptnt hwdwp dbp nhunwpyws udnpubipp dhwugwdwju pwjwpwp Gu®

Nwnwuwuppnyjwu hwdwp hhdp Gu hwunhuwgt).

U. ywpbpgh wdipnnowlwu wnbpuwnny (Epg-wwp-funup) gpwnywsd, Uppnthh
Lhuhgjwup ugywd woluwwnnyejuwu wnwohu hwwnpphg dby udny' dwupwdwul
wtintynyeniuutipnny [10, Ly 388-389] (on. 1), ipwdownwgbin-pwuwhwywp Utw-
hpin Funpguup wudtwlwu hwjwpwdnihg bpyne udny [7, ko 31, pwuwuwg'
P. Ulwgwlwujwu, g. Rwuwlu, ko 71, pwuwuwg' hu. Ywypjwu, g. Unwyjwl,
Jupdwunygyniup® U. Yunpgjuiup] (op. 3 L 4), huswybu utwl dbp gpwugwsd b Ybip-
Sdwuwd wwpbpgh dky udny' (op. 2):

P. wnwug wwpwjhu nbpunp (Jhwju' tpg-funup) << FUU wpybuwnh huu-
wnhwnunh dwjuwnwpwupg (wjunthtin' UhQ) <wynp Sppwownuuh hwywpwdni-
hg tpynt udni® (op. 7 U 8), UhQ Lphunwihnp Ynpuwpwuh hwywpwdnihg tip-
ynt udny (op. 9 L 10), npnughg dayp' hpwwnwpwydws [1, ko 133]: b nbw' Ybip-
ohuubpp wyjw] wwpbpgh wdbtwdwn gpwnnwubphg BU' dwjuwgpdwsd 1927 p.
Qbtnwppniupph dwpgh dwpnbuply gyninnd (Uwuypunad® Ynquipnuipw): dwu-
wnipwlwuph uwhwughg dwjuwgpqwd bpynt udny [2, by 169, pwuwuwgubp'
Uptg Gwuwwpwu, Ubipnp Ywpnwujwu] (op. 5 U 6), <K Uuph 2powth ghwnwp-
owqwjhu gpwnnwiubphg dby udny [6, by 82, pwuwuwg' Uuwhhn <wynpjwt]
(op. 13), Uwpguphwn Uwpquywuph Uwpuniune hwdwpwdnihg dby udny' (op. 1) L
Uppnthp Lhuhgyuuh Upphyh ghunwpawywiht Unyetiphg dy udni [3, £ 103,
pwuwuwg' <bphpuwq <wppbUjwu] (op. 14):

Q. wwpbnwuwyh ynYwp uunwpnud' dwuwynipuwup dowynyphg [1, ko 193,
pwuwuwg' Ubkpnp dwpnwiywu] (op. 12):

T «Uplduywu Mnunnund nwpwddwd Mwnnywu Uplbgwu Mntnnund wuwuntd
Bu Mhwyhindwwnbuw (Muropdtava): Mwnnyw wuywunwdp wwppbp dGluwpwuniye)niu-
ubp nwh, vwywju hpduwwunw Guwynd £ wnow wujwu htwn, nph yywjnigniuu £ up-
pwihu-Ywwnwwhu Gpgp» [8, £e 137]:

2 Cuwpwynpnipjwu nbiwpnid’ «Fwdquipw»-h wnwppbipwlutiph htn daluntn, wdpnnow-
Ywtu dnnnywédnth nbupny Yubipyuwjwgubup unyu npwgpwy wwpbpgh dbp dbnph vnwy tnud
pninp tnwppbpwyubipp:

3 < QUU wpdbunh huunpwnunh U, Rnswpwiuh wuwu dwjtwnwpwy, <. 9ppw-
owpwuh hwywpwdnt, w. 271, p. 8, pwuwuwg Ynunwljwu Swgn, wn. 274, p. 2, pw-
uwuwg' Lwynwu Uuwnnhy, yapdwunipiniup' U. Uwpgujwuh:
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Pwuwynp wbntyngyniuubp Gu hwnnpnb]' Uwwpwuh opowuh Ubhp gynt-
nhg Lbuw SYunpgyuup, duntunny Hnuiphpg’ Uuwhhn Uwnwugyjwup, << FUU
wpybuinh huunpwnunh ghnwofuwnnnubp' Epunbpwdonwgbn <nhthuhde Mp-
Upgwup L Bpwdronmwgbn-$nyinpugbn Rwybu PBwqulgwup, huswbu twl'
Gpwdonwagbn-pn|Yyinpwgbitn Lnwhut Lwqupwup:

Uotuwwnwuph dbponid ubipyujwgyws Gu ybpnhhojwy pninp udnwubipp' un-
wnwgpwsd b pwuwunbndwlwu wnbpunbpny: Ophuwyubpp nuwuwynpywd Gu
puwn dwjuwlwpgwihtu ywinwubniejwu:

«Pwwnnjw»-h pwtwumbndwlwu Yunnygh puunipjniu

Pninp vwppbpwlyubipu nubt wjwunwywu wwpbpgbphu punpng YpYuwy-
fuwnhy thnfjuhwpwpbipnyeniup, b npwbu tpgh wujwund ybpgdwsd £ Ypyuwyp
wnwoht pwnp: Ypluwyp pninp wmwppbipwlubpnud gpbipt unyuu k, wutupwu thn-
thnfunigynwutbpp wwjdwuwynpwd Gu Ybpdwunnh wnpwdwpwuniejudp Ywd
pwuwuwgh dyuwpwunyejwdp: Wuwbu' Ypluwyh Gpypnpn ninnnud «Swipwipne
own, Pwpniuw» innnp 6y wj wwppbpwynd hnfuwYybpynd £ «Cwpwp ni
ownppuwpp ojw»-h, npntin ojw-u Pwipnw pwnh hbn hwpdwpbgpwsd dwjuwp-
ynipniu :

Pwuwniw owu, Pwwnjw,

Cwpuwnnt swp, Pwwnnw:  /pwtwuwg’ Uught Uppwhwdjw, op. 1/
Ywd

Pwuwnjw owu, Pwwnnjw,

Cwpwp nL wnpwpE ojw,

Pwuwnjw owu, Pwwnjw,

Lnwbwlt winy Ygmw:  /pwuwuwg' Uuwhhin Uwnwugjwu, op. 2/

Npn2 wwppbpwlubpnd (nb'u twl Jbpp updwd op. 2), Yuwyniu Gplwnn
YpYuwyptu wybwund Gu unp wnntip* (Unp winnbipp pwuwunbndwlywu nbpu-
wnnw gpqwéd Gu obinwahp)

Pwuwniw owu, pwwnniw,

Cwipwpn nupnn pwb ynu,

Pwuwniw owu, pwwnniw,

Cwpuwp nLown, pwnnjw: /pwtwuwg’ fuwshy “wypjwu, op. 4./

Upluwyt wjwunwywu wwpbpgbpnu hwéwfu hwunhwnn 7 Jwuywuh Gpy-
ninn Jwd pwnwwnn ' fuwnpyubph htn nwuwynpywd nnnpundby Ywd Gpyne
wmnnpundbe: fuwnhlubipp, huswbu L YplYuwyp, dtd dJwuwdp Gpyunnn Gu, wybih
phs' pwnwuwnn, pndwunwynyejwdp’ Yuwnwlwihu-uppwiht Bu, winnithwunbpg' jni-
pwpwugnp nwpwdwopowunwd fwu wnwyb) uppywsd b uwfupuwpbih fuwnhyubp:

Gppbidu, pwuwuwgh wuthnpénigjwu Ywd wujwpdnigjwt wpryntupnud, pw-
Uwuwntndwlwu wbpunp Yuwnnygnd YpYuwy-fuwnhy hwpwpbpwygnipniup
fuwfunygnd k: Wuwbu, 1927 . Sbnwppniuhph dwpgh dwpnbupy gyninnid® hn-
yhy hvwswunpjuuhg (16 n.) Lphunwthnp Ynuwnwup dwjtwgpwd wnwppbpw-

4 Chduwwu Bpyuinn YpYuwyhu hwybws unp wninntipp gpwd Gu stinwghn:
°> Lwfuyhu wudwundp' Hnquinwipw:
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Ynw (on. 10) YpYuwyp W fuwnhyubiph thnfuhwpwpbpnieniup hunwy sk. wnweohu
nwl 6 wnnbiphg 1-hu W 4-pn winntipp YpYuwlwghu wnntip Gu, pun npnud® Bpyne
nbwpnu £ hugnud £ Ypyuwyp dhwju wnweht winnp.

Pwuwnnin wup®, Pwwnnin,

Nip quwghp, nipp Bywp,

“nlu hdp uppuinhup nnp BYwp,

Pwuwinin owup, Pwwnin,

Nip quwghp, nip Blywn,

“nu hdp uppuinhup nnip BYwp:

Gpypnpn wwu 6 wmnnbphg 1-htu W 2-pn wminnbpnd hugnid £ wwpquwbu Jb-
ntnhu wnwug Ynuypbn pwnbiph’ npybu ujwqupwuwihtu dwu, 3-pn U 4-pn nin-
nbpnwd husnud £ fuwnhyp, 5-pn b 6-pn iinnbipnud hugnud | Ypluwyp, hwind' 6-pn
wnnnh pwnbpp Yyepgywsd Gu 1-htu mwu fuwnhyhg.

“twd, whpp, bwpw, hpp, bwpp, bwuh,
Sh, Uwph, twph, bwph, nwuw), bwuw):
SQuw, wph, dwu wpp,

Fuudnp pwnbd, jwu wph,

Pwuwinin swup, Pwwnin,

“nu hdp uppinpyp, Pwnnin:

Gppnpn wu 6 winnbiphg 4-p* 1-hup, 2-pnp, 5-pnp W 6-pnp hugnd BU wnwug
ynuypbn pwnbpp' npwbu ujwgqwpwuwihu Jwu, huy 3-pn L 4-pn wnnbpp wd-
pnnowlwu Ypluwyu £ wjwunwlwu nbpuwnny:

Swy, bwph, Uwph, bwph, bwuw, wj, nh, bwowd,
Shp, bwpw, thpp, Uwbw), bwy:

Pwuwinin swup, Pwwnn,

Cwpuwp nt 2kppwpe ojw:

Swd, whpp, bwpw, Uhpp, bwuwd, bwjuwd

Swy, wph, bwph, bwph, nwph, bwbw:

Ujuwyhuny, gnpd niutup dh wuunynp wmwppbpwyh hbwn, npnbn wjwu-
nwywlu pwuwunbndwlwu Ywnnygp fuwpluyty £ Gupwnpupwp Gpquuwgh
wwphph W wuthnpényejwtu htnbwupny: Liwu Lwppbpwyubpp hwqyunby Gu:

Mupbpgh Gpudranwghnwlwu puunipyniup

1. uwnp swihwlwng (dtwnp) niubgnn wwpbpg . nhunnwpyynn pninp udnwy-
ubipnw Jwunuwynp ubGpunwyunwiht pwdwudwt wprynitupnid dbwnpp unwgynid k.

w. dbopundhoynn. 9/8 (4/8+5/8) swihny 12 udni, npnughg dhwju daynd’
L. Unuwpjwup gpwnwd Uwpwunniunt inwppbpwynid (on. 9) wnweoht Uwfuwnw-
uniejniup 4/8+6/8 ubipunwlwwihu pwdwunwd niup, huly owpniuwynyeniup dhush
dbpe' 4/8+5/8: Udbuwju hwywuwlwuniypjwdp pwuwuwgp dh thnpp &gbny b

& ghnwgpny gpyws p dwjuwynpubipp pwuwuwgh Ynnihg wybjugpws hugniuubn Gu,
npnup Yhpwnynid Gu Gpyne pwnbpu ppwp Juwbine Yud wnnh Juulwswihp wwhbint hwdwnp
[5, E9 9): Gppbdu b nw wwpquwtiu pwuwuwgh Bpgbint Yepwu £, npu wnhwuwpwy punpng £
dnnnypnwlwu tpgbgnnnipjwun:
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uyub, bpunye, np punpny £ wnhwuwpwl. Gpgp ufubhu' wnuwjuniEnp Ywd
dtiipp npnubiiny pwuwuwgp dGY-tipynt tnwyun Ywpnn  fjuwpfuwihti:

p. Ubopundhoynn. 9/4 (4/4+ 5/4) swihny 1 udnip (op.1): SYw| nbiwpnid 9/4
dbwnph punpnieyniup Ny yepdwunnh bwtupuwnigniut | Ginbp: Cun hu' uywwnw-
Ywhwpdwp Yipubp puwnpb) 9/8 dbunpp:

g. dtigpundheoynn. 10/8 (4/8+6/8) swithny 1 udnwp (on. 10), npp hwjwuwpwn
pwlwuwgh «pdwhwé» Juwnwpdwu wpryntupt b wwpbpgp Yupdwsd £ hp gnp-
Sdwnnyphg' Yuwwnwpynd £ wnwug wwph. bdwu nbwptipnd Gpgwuwgp Yupnn &
wwphu punpny Jdbunpp sqqup: SYjwy nbwpnud* 4/8+5/8-h hnfuwpbu wwpbipgp
Ywuwwnyb £ 4/8+6/8 dtiwnpny:

2. «Pwwnnjw» wywpbpghu punpny £ dbeopundhoynn 9/8(4/8+5/8), 9/4 (4/4+
5/4) dtnpwlwu hhdpny Gpwdonmwwu nwnwswihngjwu nhwhpphfup/wddhdwyp
pwuwdlp, npny wwnpbpgp dwuwskh £ unyupuy wnwug dbntinnt.

| \
U U U U | - U Er— L L L L I L L L4

<bug wyu pwuwaéuny b 9/8 (9/4) dGwnpny fuunpn wnwplyw «Pwwninjw» &h-
uwlwu wwpbipgp hwéwfu gnigwhtnynud, tppbdu bwlb unyuwgynud £ wjwunw-
Ywu hwpuwuppnd nwpwdws nt uppws dbY wy' «Fudqupw» wwpbpgh
htwn: Yeugunwywpdwu pupwgpnd Ujwwbih £ hGnlyw| hnthnfunieyniup. «Pw-
wnjw»-h dbnknniu dhwunud k£ «Gwdqupw» wwpbipgh Ypluwyh nbpuwnp.

f[Gwdqupw hwy, Fwdqupu,
hUs pwu wubu, hpdbu Yuw?:

Ljwwnbup, np «[Fuwdqupwy» wwpbpgp «Pwwnnjw»-h hbn updwd nwnwsw-
thwlwu udwunigyniupg qun' niuh pwgqiwehy wwppbpnyeniuutp [9, Lo 188-
204]:

3. Hhwwplyws udnpubph J6é dwup dhlunyu dbnbinnt wwppbpwlyubp GU'
wnwybjwwbu Enwlwu dwjuwlwpqwihtu npuunpnidubpnid.

w. Enwlwu* huqujwpnw dwywynd £ 6 udny (op. 1" Uwwpwu, op. 2' Gh-
pwy, op. 3' g. Rwuwfu, op. 4' q. Unwyjwu, op. 5° dwuwnipwlwu, on. 6' Ydwu-
wnipwlwu, dwpnbupu): Unwyjwuh wnwppbpuynd V- wunpéwup hwuntu §
quihu npwbu qupnwpnn hugn' bwfugwg, pwg pninp wwynbpnd wynhy
wnlwjniejwu wwpwquwind wju dbnp £ pbipnwd dwjuwlwpgnud gnpdwnnipwihu
Upwuwynip)niu:

72002 p. wywunwywu bpgh L wwph «4wphu» hwdnyeh bpgugwulyh hwdwp
Gpwdonmwagbn Lnwput Lwqupuup «Gwdqupw»-h Gpbp  wwppbpwly  hwdwnpbiny
unwghl) b win wwpbipgh unp' hwdbpqwhu hGnwppphp wwppbpwy, npp hbunwguynud
wmwpwdyt £ U 2014 p. pungpyyt hwupwyppwywu nwpngutiph «Uqqwiht tipg nu wwp»
wnwpywih 5-pn nwuwpwup dpwgpnid: Wu wnwppbpwyh Ypluwyh denbnhu «Pwunnjw»-h
YpYuwyh dentinht E: L. Lwquipuwut wyu nwppbipwyp dbpgptby £ Yndwnghwnnp, tinghs,
pwuwhwlwp Ywpn 2wihyjwuh wuduwlwu ghnwppwywihu unyebphg, npnbn wju
gpwnywd £ «[Gwdqupw»-h funupbipny:
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p. Enwywu® hugquiwpnd (Yypuwnw)' 2 udny (op. 7' q. Ywpnbuhu, op. 8'
g. Uyniup):

q. hhyntnwywu* Yigwwpnid (ubipunw)' 4 udnwy (op. 9° Yunwnpniupp, op. 10°
Qbnwppniupp, op. 11" dbnwppniupp, on. 12" Ywuwnipwlw), npnugnud hhduwdwy-
uhg gwd guuynn VI wunpbwup hwunbu £ quihu dhwju wwpunubpnd b Yhuw-
Jwpwnubpnd (pwgwnniejwdp' 33-pn twlywnh), wdpwwunbing hhduwdwjup nbpp:

Unwudht wunpunwnuwup wju dwjuwywpgnd dwywynn wwnbpgh ujw-
gupwuwjhu wmwppbpwyhu, npp uwywiu gpwnyt] £ ynw Yuwmwpdwdp (op.
12" dwuynipulwu): Gpwdoanwgbn 2wybu (Fwqulyswup gpnud k. «Ubinbinnt
Ywnnygp wwpbpghg wwppbpynd £ Gpydwu Yunnigwsdpny: 1-ht dwuh dbnb-
nhu dnwn k dbYy dwuwuh Yunnigwdp niubignn phy 179-hu (dep hnndwdnid® op.
6: b nbw' wju Gpynt oppuwlu k| gpwugyby £ unyu pwuwuwghg' Ubipnp dwp-
nwujwuhg, U. U): Gpypnpn dwund bwfupupwghu hwpphp unp dbinbnp L ow-
pwnpywsd, npp hwdwnpybing 1-pu dwuh Enjwlwu dhunphtu, uluynid k£ Gnjuy
ytp pnuwlywu dwdnp dwjuwywnpgnud b dhwju wwppbpniypjwu wwpwhtu quip-
wninynwd 1-ht dwup dwjtwywnpg-nnuwjuniginiu» [2, to 229]: Qwjuwlwpgnid
udwuophuwly otnnudubipp, Gpp wnwoht Jwunuwd odwunwly hGuwlybwn hwunp-
uwgnn 3-pn wunhdwup Gpypnpn dwund unwusund £ dwdwuwywynp hhd-
uwéwjuh nbpp, hwéwiu Gu hwunhwynd: Uwlwju vw punwdbup otnnud L,
nwwnh ndjuwp b ndjw mwpptipwih dwjiwlupgp nhuwpllp npwbu thnthnfuw-
wu: b nbw wju pdwuwnny updwd wmwppbpwyp gniquhbinynid £ «[Fwdqupw»-
h npn2 wwppbpwyubiph htw [9, £ 194]:

n. «Pwwnw» wwpbpght punpny Enjwywt dwjuwlwpguihu punhwunip
ophuwswihnipiniuhg nnipu Gu dunwd dbp Ynndhg nhunwpywsd Gpynt udniy
(op. 13" Uup L op. 14" Upehy): Uupnd gpwndwsd ophuwyp dwywynid £ hhwnhn-
twywu® huquiwpnwd, uwlwju hhduwdwjuhg gwsd Ytighipnpn wunhwup hugnid
E dphwju wdbuwuyqpnd, Ywpdbu tpquuwgh Ynndhg wninuwjunieniup thunpb-
(hu, puYy hpduwéwjupg gwd' 7-pn dguinn wuwmhbwup husnd £ dby wuquid’
hwuwughy, npwbu $npojwg, wjuhupt' wju Gpyne hugniuubpp Swjuwywpgw)hu
nput gnpdwnnye s&u Ypnd: <bnbwpwp Yupbih £ upqwsd ophuwlyh dwjuw-
Ywpgp hwdwpb| hnuwlwu® Gnwjwpp:

Cwynpn’ Upphyh wwppbpwyp (op. 14) dwywynw & thnhnfuwlwt’ hwpdn-
upy L Enwywu huguwpnd, Jhuunyu hpduwéwjuny®: Utintnnt Juppupwg
ownddwu dwdwuwly dwjuwlwpgp hwpdnupy £ 1L IV wunpéwuubph dhole 1,5
winuny, huy ybp pupwuwhu’ tnwywu: LoJwsd wwppbpwyp Yuwwpb) £ wp-
rhygh hwjnuh pwuwuwg <bphpuwq <wprbujwup, nph jnpophtiwly Yuwnwpnid-
ubipht uwpuyphunwd wunpwnwpéb) tup: Lpw JdEYUWpwUnWdubpu wWnhwuwpwy

8 Uyu udnpp dwdwuwypt yhpdwudt £ wnwtg winbipwghwih towuubph W winwbiu £ hpuw-
nwpwlyby £ 2010-htu «wy wjwunwlwy Gpudonnuyeggniu» dwnbuwowph 6-pn wpwynu: <6-
nwguynd' unyt nwnuwuhpnygjuit hwdwp Ypyht wunpunwnuwiny  hpwnwpwyyws opp-
uwlubphu U ubing dwjuwgpnueiniuubint, wiu udnpnd uwnwpb Bup ninnnuiubp' 3-pn W 4-pn
wuwnhdwuubiph dnun wybwgubinyg winbpwghwih upwuubp:
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ypnd BU pwuwuwgh unbindwgnpd wuhwwnwlwuniypjwu npnadp' hwéwlu pnipu
qwiny wyjw; tpgh Ywd wwph nhywlywu wnwuduwhwwnynyeniuubph uwhdwu-
ubiphg [9, k9 195]: «Pwwnnjw»-h ywpwgwjnw gnpd niutiup <Gphpuwq <wppbu-
jwuh huptwuwphwy b wuunynp nwppbpwyh htw. pwtwuwgh unbindwgnpd dn-
nbgdwt wpryniupnwd tywwngnd £ wdwunnyeh wunmphbwuwlwu uwhwuoh
thwuwnp®: Cun Gpwdanwgbinn Wuwhhn Sunpgyuuh’ wjuwhuh dwjuwlwpgqwihtu
npuunpnuip punpng £ wwwpwyw gwwn wy wwpbpgbph, pwig ns «Pwnnju»-hu:

Wu wwpbpght punpn? dwjuwlwpgqwiht b Junnigwdpwihu punhwunigp
wnwuduwhwwnynyeniuubinhg 2Gnynn thnppwehy wnwppbpwlyubp Ywu twb wy
dnnnywdntubipnid, npnug Ywunpwnwnuwup wnwudhu hnnwdny:

4. «Pwwnnu»-h gpbiet pninp wwppbpwyubpnd Ypyuwlu ne fuwnhlyubpu
niubu dhlunyu dbintinhu, pwgwnniejuwdp wywpwubph. YGun nnnbpp, wulwfu
upwupg, Yuwwwpynd £ YpYuwyp b fuwnhyp, wjwpnygnd tu odwunwy htuw-
Y hwunhuwgnn 4-pn wunphéwuny, huy qnyg wnnbpp' hhduwdwjuny: <wg-
Junby dbintinnt qupgwgdwu udwu npwdwpwuniginiup Yupnn b fuwtunyb.
pwuwlugh pwuwuwg LEuw Sunpgjuuh wnwppbpwynud hhduonwyh wnwohu L
Gpypnpn wywnbpp wwppbp Gu, YEun nnntpu wjwpunynid Gu ny el odwunwy
htuwybwn hwunhuwgnn 4-pn wunhdwuny, wy' Gpypnpn wunpéwuny, npp
udg. 2 pwyny uwhntu wugnd £ Yuwuwwpnd nbwh gnyg wninntpp uyunn Gppnpn
wuwnpbwu: Ujunbin 4-pn wunhbwup nbpp npwbu odwunwy htuwytwun dh thnpp
pnywgws k:

Uty bwhuwnwunyejwu Ywd Gpudonwlwu hphduonwyh (Gpynt vinn Yplyuwy
Ywd d&Y winn Ypyuwy - deYy wnn fuwnpy) dentnhtu dwywynd £ Gpynt nmwlynp
uwhdwuubpnd' beb dawpp upqws £ 9/8, Ywd snpu tnwlnp uwhdwuubpnut' beb
dtiipp uodwd £ 4/8-5/8, wwnq dtydwu dunwi: <wonpnhy Ypluynwd £ dhlunyu
Ywnnygp (hwbwlu ny qqwih nhpdwlwu Ywd Gubowihu wmwppbpwynwiutpny)
wjupwt dwdwuwy, nppwu gwuywunw £ pwtwuwgp Ywd pupwuntd § wywpp:

A A A B
TJwd 2 nwlwn 1 Ywd 2]mwl1m buwd 1 Jwd 2 mwywn 1 Ywd 2 nmwyunn

Cwqgywnbw dbnbtnnt qupqugdwu udwlu wpwdwpwunyeniup Ywpnn L
fuwtuinyt, et dbntnhu Ywuwwpynd £ wnwug funuptiph, npwbu tuqupwuw-
Jhu wwpbnwuwly: Lwfunpnhy wunpwnwpéwup tdwu dh ophuwyh, npinbin ww-
pinwuwyp punwjudtiny nwnétb L Gpydwu [2, o 229]:

Gqpuljwgnipyniu

Wuwhuny' «Pwwunnjw»-u htwgnyu dhuwlwu-hwpuwublwu wwpbpg k£, npp
hwjwywu wjwunwlwu hwpuwuhpnd Yuwwpbp Gu hwnuwwbu  «dwnyng
nwup»' unpwhwpup puybpnithhubpp, huy hbnwgqwinu® wwunnyeh dnnwgdwu
wpryntupnud uyub] Bu Yuwwpb) twppbp wnhpubpny' nipwiu hwdwpnypubiph

¢ Cwpdnupy pwnwiwpnd £ dwywynd uwl pwuwfugh pwuwuwg Lbuw Sunpgyuiuh
wnwppbpwyp:
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dwdwuwy: Utp opbpnud wju nmwpwoywsd b Cwjwumwuh <wupwwbunnigjuwu dp
owpp dwpgbpnwd b Ypwunwup Cwupwwbnniejwt hwjwptwly Quywfupnid:

Cwyinup £ wnwppbp wudwunwiubpnd' «Pwwnnpw», «Pwpniw», «Pwwnwny,
«Pwwnny», «Pwp Ow», uwwnwpnw Gu pb ppple wwpbpg' Gpgu nt wwpp Jdhw-
uht, pb" wnwudhu-wnwudhu, hppl wwp Ywd bBpg: Snipgwywphtu Yupnn Bu dwu-
uwlgt| Gpyne ubinh Gphwwuwpnubpu nt wwpbgubpp: Mwpwpw)tpp «Gpynt
quuwi, Gpynt nwnuwp hhduwlywu wwpwwnbuwyh nwppbpwyubp Gu: Gpudonw-
Ywt b wwpwihtu $pwqutpp hwdwswih Gu, hnfuhwdwédwjubgyws:

Pwuwuwnbndwlwu wnbpuwnt niuh Ypyuwy-fuwnhy wywunwlwu Ywnnygp,
fuwnhyubipp hhduwlwunw Yuwnmwwihu-uhpwiht pnwunwyniejwdp Gu:

Muntipgh dbntinhtu dwywynd £ 9/8 Ywd 9/4 fuwnp dtwnph htupny, tnjw-
Jwu dwjuwywpgh wmwpptp npubnpnudutpnid, Gpyne dhwiudwt bwfuwnwunte-
jniuubiphg pwnyugwé dbydwuwuh Ywnnygh uwhdwuubipnwd: Mwpbipgp dwuw-
sGih £ Gpwdonmwlwt wmwnwswihnigjwu nhwhphfuh/wddbhdwyp Yuniu pwuw-
auny, npny uwl gnigwhbingnud | hwpuwubywu shuwlwu dbYy wy' «[Fwdquipw»
wuwpbpgh htin'™: Luunyejwu wnuywd pninp ophuwlutipp dhlunyu tipgh wwppt-
pwlutp Gu:

THwughg pwgh Ywu el gpwndwd (wnwug wwph swpdnwiubph) b pE pw-
uwynp hnfuwugwd pwqiwehy wwppbpwyutp, npnup wyjw|] wwpbpght pun-
pn2 wnwuduwhwwynieiniuubiphg gnbiptb stu otinynud, huswybu uwl wybih phs
wmwppbpwyubip, npnup wnwuduwund Gu dwjtwwpgwiht wwppbp npuunpnid-
ubpny (Ybpohuubphu Ywunpwnwnuwup wnwudht nunwuwuhpniejwdp): <wqg-
qunbwy Ywpnn Gu hwunhwb] «Pwunnw» wujwunwdny dwjuwgpniejniuutip,
npnup uwlwju nplk punhwupnye)niu sniubt updwd wwptipgh htin™:

Qpuljwuntpyntu

1. «Cw) wywunwywu bpwdonngeniu» dwnbbwowp, wypwly 3. Gpbwu, «Udpng
gnniu», 2008:

2. «Cw) wjwunwlwu Gpwdonniegntu» dwnbbwowp, wpwy 5, dwuwnipwlwup
wywunwywu tpgbip W uduqutip. Gplwu, «Udpng gpnwy», 2010:

3. «lwj wywunwywu Gpwdownnipniu» dwwnbuwowp, ypwy 6, <wy wjwunwywu
wwpbpgbip. Bplwu, «Udpng gpnuy», 2011:

4. «Cw) wwunwywu Gpwdonnieniu» dwnbuwwp, wypwy 9, Quywtup. tplw,
«Udpng gnniuy», 2012:

5. «lw) wwunwywu Gpwdonnienitu» dwuwnbuwowp, wpwy 13, Upwd Lnswnjwup
ghunwpawyuwjht Yynietiph punpwuh. Gplwl, «Udpng gpniwy», 2015:
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MECEHHAA TPAMLMA OBPALOBOIA MIACOBOIA NECHU «BATOJA» U EE
COBPEMEHHDbIE BAPUAHTDI

MAPTAPUT CAPICAH"

Ina uutnposanua: CaprcaH, Mapraput. “lleceHHas Tpaguuma obpagosoit nnAcoBoi necHn «batona» u
ee coBpemeHHble BapuaHTbl”. Mckyccmsosedyeckuli xypHan, N 2 (2022): 104-128. DOI: 10.54503/2579-
2830-2022.2(8)-104

«batona» - ppesHeiiliaa ceagebHaa obpagoBasA MnAcoBas NeCHA, KOTOPYHO BO
BpPeMA apMAHCKOI TpafMLUMOHHOW cBafbbbl noppymku HoBobpayHOIl UCMONHANW B
«LBETHWKe», T.e. B AoMe HesecTbl. [lo3gHee aTa Tpaguuma 6bina yTpadeHa, n «ba-
Tona» CTana WCMOJHATbCA BO BPEMA Pa3fMYHbIX YBECENEHWIA MO CambIM pasHbIM

*

HayuHbiii coTpyaHuk oTaena HapogHoii Mysblku Wuctutyta wnckyccte HAH  PA,
margfolk63@gmail.com, cratba npepcrasneHa 29.08.2022, peuensuposata 01.09.2022, npunata k
nybnvkaumm 15.12.2022.
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noesogam. B Hawm pHu «batona» pacnpoctpaHeHa Ha TeppuTOopuM ApmeHuM U B
pysun, B pernoHe [lxaBaxetvsi, C MHOrOYMCNEHHbIM aPMAHCKUM HaceNeHNeM.

Mnacosas 6amona y3HaBaema bnaropapsA YCTONYMBOW MeTpuyeckoii chopmyne
ovnupuxuii/amdmmarp, bnarogapa yemy npocnexvMBaeTcA napannenb ¢ Apyroil cea-
nebHoii 0bpapoBoii nnAacosoii — «Tam3apa». Bce npumepbl, paccMoTpeHHble B faH-
HOI1 cTaTbe, NPeACcTaBnAloT coboil pasnnyHble BapuaHTbl OJHOI 1 TOW e MECHW.

Knrouesbie cnosa: «batona», obpagoBaa nnAcosaA necHsa, apean, Ha3BaHue,
MO3TUYECKUIA TEKCT, My3blKa, BapuaHTbl.

THE SINGING TRADITION OF THE BATOLA RITUAL DANCE AND ITS PRESENT
MODIFICATIONS

MARGARIT SARGSYAN'

For citation: Sargsyan, Margarit. “The Singing Tradition of the Batola Ritual Dance and its Present
Modifications”, Journal of Art Studies, N 2 (2022): 104-128. DOI: 10.54503/2579-2830-2022.2(8)-104

Batola is an ancient wedding ceremony dance song, which was performed by
bridesmaids at the “flower garden” i.e., in the bride’s house, during the Armenian
traditional wedding. Later, this tradition was lost, and batola began to be performed
during various festivities on different occasions. Nowadays, Batola is common in
Armenia and in Javakheti region of Georgia, with a large Armenian population.

Batola is recognizable owing to the stable dipyrrichium/amphimacer metrical
structure; therefore, there is a parallel with another wedding ceremonial dance song
Tamzara. All examples considered in this work are different versions of the same
song.

Key words: Batola, ritual dance song, area, name, poetic text, music, variants.

* Researcher at the Department of Folk Music of NAS RA Institute of Arts,
margfolk63@gmail.com. The article has been delivered on 29.08.2022, reviewed on 01.09.2022,
accepted for publication on 15.12.2022.
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From the beginning of their settlement in Canada, since the early 1900s, Armenians
have been actively engaged in organizing and holding modest shows and gatherings with
recitals, songs, theatrical rehearsals, and impromptu performances. Their purpose was to
unite the Armenians of the community, as well as to raise funds in favour of Armenian
immigrants, schools, and hospitals. Although the performances of those shows and gatherings
did not have any outstanding artistic value, it is an undeniable fact that they played a
significant role in educating the younger generation of Armenians in the spirit of national-
cultural traditions, preserving national identity, and served their main goal of uniting the
Armenians of Canada to acquaint and connect them with the national theatre. In this regard,
the organizers of the aforementioned events deserve all the praise and high evaluation.

Key words: Perch Fazlian, “Othello”, Shakespeare, “Hay Bem”, Tekeyan Cultural
Association, amateur actors, dramaturgy.

Introduction

The theatre rehearsals in Canadian cities with large Armenian populations
contributed to the further development and delivery of more sustainable national
programs, ensuring the preservation of national identity. It was based on these
rehearsals that a number of Armenian theatrical companies appeared and worked
successfully.

However, it should be noted that until the mid-1970s, theatre groups in the
Armenian diaspora in Canada were mostly amateur and led by amateur directors. As
we know, the difficult situation, connected with the civil war in Lebanon, forced
many Armenians, including many artists, to emigrate to the USA, Canada, France,
Australia, and other countries in the second half of the 1970s. That is why in 1976,
Berj Fazlian, an experienced theatre figure who had played a significant role in the
theatre life of Lebanon, and had shown his theatrical talent and abilities in different
languages on the stages of many countries, settled in Canada, and founded the “Hay
Bem” (Armenian Stage) theatre group of the Tekeyan Cultural Association in
Montreal, conveying new energy, high artistic quality and level to the Canadian-
Armenian theatre life.

* Senior Researcher at the Department of the Art of the Armenian Diaspora and
International Relations of NAS RA Institute of Arts, Doctor of Philology, abekaryan@mail.ru.
The article was submitted on 19.09.2022, reviewed on 01.12.2022, accepted for publication on
15.12.2022.
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Directed by Fazlian, “Hay Bem” theatre group presented Marriage by
N. Gogol, The Miser by Moliére, An Inspector Calls by ). B. Priestley, Shroudless Bodies
by B. Fazlian, A Trap for Lonely Man by R. Thomas, Uncle Paghtasar by H. Paronian,
The Servant of Two Masters by C. Goldoni, Othello by W. Shakespeare and other
plays. The theatre company toured almost every city in Canada and the USA, as well
as in London.

Othello of “Hay Bem”

The present paper touches upon the performance of Othello by Shakespeare.
It was an important and particularly significant occurrence in the Armenian diaspora
in Canada since, as the famous Armenian poet Hovhannes Tumanyan noted in his
fairly extensive analytical article “Hamlet, a tragedy by Shakespeare” (Translated
from English by Hovhannes Khan Masehian. Publisher: The Armenian Publishing
Company in Tiflis, 1894), published in 1896, “Shakespeare has become a criterion
to determine the development degree of nations. If a nation does not translate him,
this means that they are ignorant; if they do not understand him, this means they
are underdeveloped; if a language does not fit well with it, then it is weak. From this
viewpoint, we can say that we have succeeded...” [10].

“Indeed, as early as the first half of the 19" century, Shakespeare’s works were
mentioned in the Armenian press, individual lines were translated, and in 1853,
“Arpi Araratyan” magazine published his Comedy of Errors” (translated by
K. Teteyan) [2].

Later, Shakespeare was translated by many other translators, among them
Hovhannes Masehian whose extensive prefaces to his translations have an
exceptional value. Armenian productions of Shakespeare’s plays began in 1866 and
continue to our days.

In February 1984, the “Hay Bem” theatre company of Tekeyan Cultural
Association in Montreal presented Othello by William Shakespeare in Armenian
under the direction of Berj Fazlian. The performances were hosted in Gundjian Hall
of the AGBU Alex Manoogian School over the last two weekends in February: 18-19
and 25-26.

It was, indeed, an event of exceptional importance and a daring initiative, as
with all its complications, Othello is Shakespeare’s most performed play on the
Armenian stage, directed by such outstanding directors as Armen Gulakyan and
Vardan Ajemyan, and more than forty Armenian actors had embodied the character
of Othello, including such giants of the Armenian stage as the first Armenian Othello
Gevorg Chmshkyan (1867), the inimitable Petros Adamyan, Hovhannes Zarifyan, and
Hovhannes Abelyan, Vahram Papazyan, and Hrachya Nersisyan, Gurgen Janibekyan,
Khoren Abrahamyan and many others, each of whom interpreted Othello’s
psychological-emotional state and behaviour in their own way.

This daring step of “Hay Bem” company was crowned with victory. The high
level of Othello’s production opened a new page in the history of the Armenian
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diaspora theatre. The information retrieved from the press proves that both
Canadian Armenians and foreign theatre-lovers attended these performances with
great interest. First, the number of spectators was much higher than expected.
Secondly, using Hovhannes Masehyan’s unparalleled translation, Berj Fazlian had
rendered it from Eastern to Western Armenian with minor changes to facilitate the
work for the actors, and why not, for the audience as well. Of course,
H. Masehyan’s translation suffered to some extent and lost some of its attractive art.

As we know, in many Shakespearean tragedies, the inglorious fall and death of
the main characters do not occur due to a conflict with external forces, but are the
result of the very nature of a character, manifesting and developing some of their
negative traits. In this respect, the destructive influence of ambition appears in
Macbeth, King Lear reveals egocentrism, Coriolanus demonstrates pride and finally,
Othello shows incredulity. At the end of all these tragedies, realizing the
perniciousness of their actions, the protagonists understand that they are the only
culprit of their own suffering and ruin, and take their own life.

As Othello, Berj Fazlian created an expressive image of a Moor, able to
rationally and calmly consider situations and make appropriate decisions; however,
his chief shortcoming is infinite jealousy, which lago gradually awakens in him.
Fazlian successfully presents how gradually Othello’s personality transforms for the
worse, as a result of the rapid development of his feelings of envy and hatred.
According to the press, Fazlian managed to “uncover Othello’s psychology to the
audience, first as a husband who adores his wife, then as a powerless man, suffering
more and more from his doubts, who finally in the clutches of jealousy, completely
yields to exploding and unbridled negative emotions. As Othello, Fazlian’s instinctive
outbursts were convincing, and the crime scene was truly tragic and impressive” [11].

It should be noted that except B. Fazlian, who played a most difficult role of
Othello, the others were amateur actors and actresses, some of them appearing on
stage for the first time. Despite this, as the press notes, "they had a
flawless pronunciation, self-confident presence and movements on stage, natural
and without excessive manners,” and “the main actors Berj Fazlian (Othello),
Varsenik Nazoyan (Desdemona), and Abel Vardivarian (lago) excelled themselves,
playing their characters” [7].

B. Fazlian’s good knowledge of international and Armenian theatre art and his
experience of many years helped him provide very successful, original, and modern
solutions to a range of production problems. He also stood out “for his exceptionally
eloquent facial expressions, rich projections of his voice, finger movements, and
tension in every muscle of his body. Fazlian-Othello transformed before the eyes of
the audience: the brave, self-confident, bold, and loving seafarer-warrior of the first
scene got gradually consumed by jealousy and passion, and closed his soul to logic and
common sense” [3]. B. Fazlian presented all this deformation, that terrible collapse
of the human soul, which is the culmination of Shakespeare’s genius, in such an
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original and highly artistic way that “we do not often get the chance to see on our
stages” [3].

At the same time, it should be noted that no matter how well B. Fazlian had
studied the Othellos interpreted before him on the Armenian stage, and no matter
how convincing and flawless he was as Othello, perhaps, this performance would not
have been such a success, and the audience would not have welcomed it with such
enthusiasm, if Abel Vardivaryan, a permanent “Hay Bem” actor, who B. Fazlian
“moulded for eight years,” had not shown self-confidence and high ability in meeting
the requirements of the role to truly and exactly interpret lago, one of the complex
characters created by Shakespeare [7].

By highlighting the specific features of lago’s psychological portrait,
A. Vardivarian managed to secure an exceptional individual victory and contribute
to the overall success of the performance. His lago was “different from the classical
lago, an occurrence that made the character original. Taking the brutality of lago’s
nature into consideration, many directors have given the role to unpleasant-looking
actors, but Vardivarian’s presentable appearance created a contradiction to lago’s
inner cruelty, making the character even more hateful” [1]. A. Vardivaryan’s lago
was “sincere” in carrying out his cruel actions; he “destroyed all around, simply for
the pleasure of destroying” [1], “used his abilities to harm others and felt a demonic
pleasure in seeing others suffering” [11].

Desdemona has a special and unique place among Shakespeare’s female
characters because the fact of her martyrdom becomes inevitable due to fate.
Director B. Fazlian required a great deal of responsibility and courage to make the
decision of entrusting the difficult role of Desdemona to a young aspiring actress as
her debut. However, according to the spectators, following the director’s instructions,
Varsenik Nazoyan gave a pleasant surprise to the audience with her sincere and
exciting performance; she managed to interpret Desdemona’s character with great
talent and authenticity. Nazoyan-Desdemona showed her sincere love for Othello, she
showed that love logically and “when Nazoyan-Desdemona fell down strangled, it
became clear that Desdemona had no other way to prove her loyalty and love, except
self-sacrifice” [1].

Sirvard Fazlian in Emilia’s role followed the logical development of the
character in Shakespeare’s tragedy. Until the last scene, she seemed to be left out
of the tragic events on the stage and acted as a silent witness, but in the last act, she
was the only one who dared to tell the bitter truth to the furious and savage Othello.
With her experience, exceptional performance and theatrical skills, Sirvard Fazlian
accurately interpreted Emilia’s character, maintaining the tension in the last act, and
creating the tragic atmosphere that brings the play to its climax.

Hakob Toshikian (Roderigo), Hakob Glychian (Cassio) and Onnik Galustian
(Brabantio) also performed successfully. As the press notes, “Toshikian’s Roderigo”,
who was “in lago’s clutches”, was so true and convincing that it might be difficult to find
an equally convincing Roderigo among the Othellos of the Armenian theatre [1]. The key
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to Shakespeare’s sentences seemed to be on H. Toshikian’s “super expressive face,
even when he is silent, and yet listens to his interlocutors” [4]. Hakob Glychian’s “Cassio
was not gallant at all; instead, he emphasized the character’s passionate and irritable
nature” [1], i.e. H. Glychian interpreted Cassio’s character in a new and original way.
Onnik Galustian confidently and truthfully presented Brabantio’s character, an
extremely conservative and tyrannical father who could not understand his daughter; as
a result of which there was a sort of alienation between him and Desdemona.

Other role performers were Vahan Shakarian (Duke of Venice), Lena
Khachikian (Bianca), Saro Toshikian (Gratiano), Raffi Mghtesian (Lodovico), Ara
Demirchian (Montano), who harmoniously merged into Othello by “Hay Bem”
theatre group, and contributed to the success of the performance.

Vahé Emmiyan and Ara Piliposian, responsible for the stage decoration,
approached their work with a clear understanding of the task, in a modern way and
restrained manner; they managed to create a Shakespearean atmosphere with the
simplest equipment and contribute to the success of the performance with a quick
change of scenes. Sirvard Fazlian, the designer and costume-maker, in general,
avoided light and bright colours in the performance and conveyed the integrity of
the Shakespearean tragic world through a combination of the dark hues. In the final
act, the dazzling whiteness of Desdemona’s bed and dress, contrasting with the
general atmosphere of the tragedy, only made the scene even more tragic.

Thus, owing to the combination of stage decoration, light, music and costumes,
high-level performance of the actors, Berj Fazlian’s highly artistic, inventive and
skillful production, the “Hay Bem” theatre group of Tekeyan Cultural Association
“turned the four-night performances of Othello by Shakespeare into an artistic
pleasure: a pleasure that the Armenian art-loving community in Montreal received
with a standing ovation” [1].

Overall, owing to his painstaking work, the theatre director B. Fazlian, who had
paved a hard theatrical way, managed to create a homogeneous group in the tough
and limited conditions of the Armenian diaspora in Canada and bring it to a level
that is closer to a professional, rather than an amateur, theatre company.

During the rehearsals, all role performers strenuously followed the strict
instructions of director Berj Fazlian, “who was everywhere, at every moment,
flexible, powerful, with his sparkling imagination and forty-year experience of
respectable theatrical life” [7]. The actors themselves also speak about B. Fazlian: “I
am pleased to have gained experience in the “Hay Bem” theatre company; | owe a
lot to Berj Fazlian’s strictness” (Hakob Toshikyan); “I admire my director, Berj, for
his insightful meticulousness. | always find his instructions appropriate” (Onnik
Galustian), an actor, who already has a theatrical mentality and temperament, will be
shaped well in the hands of Berj Fazlian. And one of his biggest advantages is
working with promising young actors, and he has always succeeded” [7].

Congratulating and thanking the members of the theatre group after the first
performance of Othello, Arshavir Gundjian, the president of the Tekeyan Cultural
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Association, also noted that “with the performance of Othello, “Hay Bem” reached
its peak” and added: “it has been decided to properly celebrate the honoured artist
Berj Fazlian’s 40-year theatre activity, in the coming year” [9].

The general director of the National Theatre School of Canada (L’école
Nationale de Théatre du Canada) watched the first performance. For him, Armenian
was not an obstacle at all to follow Othello directed by Berj Fazlian with attention, a
conscious approach and admiration. Full of feelings of surprise and admiration, he
noted, “...| was under the impression | would be cheering up an amateur group
tonight; it was a pleasant surprise to see that | have only congratulatory words to
say” [6]. Talking about Fazlian-artist with great pleasure, he noted: “Berj has really
accomplished a feat, and | think he has succeeded. ...And what | am particularly
impressed with are the facilities offered by this modern stage, and especially his
talent for making the best use of them and his “inventions” of stage decoration.”
Then he added: “...we have had long conversations about the tasks of the modern
theatre, and, no doubt, he is erudite. And today, when | first see him on stage, | am
simply captivated by his acting on stage” [6].

Othello performances in Montreal were covered not only by Canadian-
Armenian, but also by other diaspora Armenian periodicals, which also highlighted
B. Fazlian’s and his amateur actors’ professional acting. Thus, for example, as the
press notes, “Tempered by many years of stage activity, the director and performer
of the main role Berj Fazlian... and the “Hay Bem” theatre group in Montreal have
remained at their best over the past years..., having passed the test by such a
touchstone as Othello with honour” [4, p. 121].

Further, speaking about the character played by the actor, the author of the
article writes, “A thunderous voice, deeply felt emotional experiences, delicately
expressed facial expressions, fierce and terrifying eyes, rage, uproar, a cry of repentance,
and convulsions, all these embellished the hard performance for him” and adds:
“Around Othello, with their skilled and unswervingly appreciable performance,
amateur actors participated...” [4, p. 121].

Due to the successful performances of Othello in Montreal in February 1984,
“Hay Bem” was invited to present the tragedy in the cities of Canada and the USA
(Toronto, New York, Detroit, Los Angeles, etc.) with large Armenian populations.

On May 20, 1984, “Hay Bem” presented Shakespeare’s Othello, directed by
Berj Fazlian in the theatre hall of Ackinford College in Toronto. The performers
were basically the same, and only Desdemona’s actress had changed. Talin
Svazlyan, who had joined the theatre group only three weeks before, was quite
convincing as Desdemona. Mostly positively evaluating the work of the theatre group
(both the actors and the technical staff), a spectator of that performance suggested
that “every Armenian person, a theatre lover, or a person indifferent to the theatre
art, should definitely see that Othello. At the same time, he noted, “The four
soldiers (actors: Norayr Gharibian, Artash Boyajian, Varuzh Artokun and Richard
Zakarian — A.B.) and the two guards (actors: Saro Toshikyan and Varuzh Artokun -
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A.B.) were very weak in their military stance”, and Onnik Galustian had spoiled
Brabantio with his superfluous hand movements. If he managed to forget those
gesticulations, his character would be more convincing” [6].

Conclusion

Concluding our brief overview of Othello performances in the Armenian
diaspora in Canada, we should note that Shakespeare has been “Armenized” and
staged in Armenian since the mid-19" century, and the Armenian translations of his
work are quite successful and sound authentic. During this period of over 150
years, Shakespeare’s works in Armenian were staged in many countries worldwide;
however, Othello was probably the most frequently performed play. Why this
particular work? Berch Fazlian himself gives quite an interesting, and perhaps, an
accurate answer to that question: “This is not accidental; firstly, it requires artistic
mastery, and secondly, the topic is very close to the heart of Armenians — a Moor
among the white people, is like an Armenian among strangers, this is the edge of
similarity” [7].

To conclude, looking back at the theatrical activity of the gifted and exceptional
diaspora Armenian director and actor Berj Fazlian, we can record that if he had
silenced his national conscience and worked in foreign theatres (we emphasize that
he had that opportunity many times), he might have been internationally famous
today. However, he mainly served to develop the diaspora Armenian theatre and, in
his words, “if there are torchbearers of Armenian-speaking theatre in the diaspora
today, and if there are fans of stage art in the coming generations”, he believes that
“among them all”, there is “some sweat drops”, belonging to him. [5, p. 352]. Ber;j
Fazlian was convinced that “if after years, there is at least one person, remembering
for a moment that someone named Berj Fazlian in this weary world wanted to
preach the ideas and reflections by Shakespeare, Moliére, Chekhov, Goldoni,
Paronian, Schehadé, Gogol, Shant and other great thinkers, - which seemed to be
his thoughts, - only then, will | have the right to believe that | have lived a life worthy
of a HUMAN” [5, p. 352]. Even today, and not “years later”, we can confidently and
unequivocally assert: we are convinced and believe that “a person named Berj
Fazlian in this weary world”, has already left his indelible trace on the theatre of the
Armenian diaspora.

References

1. A.A. The Successful Performance of Othello Created Great Enthusiasm. “Apaga”
(“Future”). Montreal, 12 March, 1984 (in Armenian).

2. Concise Armenian Encyclopedia in 4 Volumes, Vol. 4. Yerevan, 2003 (in Armenian).

3. A.G. “Hay Bem” of Tekeyan Cultural Association Presents Othello, “Baykar”. Boston,
3 March, 1984 (in Armenian).

4. Evereklian Davit. On the Occasion of Berj Fazlian's Othello, “Kulis” (Behind the
Scenes) Stambul, 11 April, N 895, 1984. Idem., On the path of my Theatrical Life... Los
Angeles, 1989 (in Armenian).

Unybuypwghynwlywt hwtnbu / Mickyccmsosedyeckuli xypHan / Journal of Art Studies. 2022. N 2



136 Berj Fazlian’s “Othello” on the Armenian Stage in Canada

5. Fazlian Berj Tents on the Avenues (Reminiscences). Antilias, 2004 (in Armenian).

6. Inkilizian Nerses, A Performance that was a Pleasure: Othello of “Hay Bem”,
“Apaga”. Montreal, 18 June, 1984 (in Armenian).

7. Shakarian - Der Ohannessian Srbuhi “At the Threshhold of a New Haven for
Theatrical Activities”, “Apaga”. Montreal, 13 February, 1984 (in Armenian).

8. Shakarian - Der Ohannessian Srbuhi “When Language is not an Obstacle”, “Apaga”.
Montreal, 12 March, 1984 (in Armenian).

9. The New Achievement of the TCA “Hay Bem”. Othello’s First Staging in Armenian
Presented in Canada, “Apaga”, 27 February, 1984 (in Armenian).

10. Tumanian Hovhannes, Complete Works in 10 Volumes “Gitutyun” (“Science”)
Publishing House NAS RA. Yerevan, 1994 (in Armenian).

11. Othello: “Hay Bem” and Triumphed Ascent “Apaga”. Montreal, 12 March, 1984 (in
Armenian).

M6ME HURL3ULP «OFELLALY «KU3 PEUNRU »

ULu<hS P6LUN3UL"

Andwtu hwdwp. Pipwnwu, Uuwhhwn: «Mbpé Swgyuuh «Opbijnu» «Lwy phdnwi»»: Upybuyugh-
tpwlwl hwinbu, N 2 (2022): 129-137. DOI: 10.54503/2579-2830-2022.2(8)-129

1976-hu pwwnbtipwlywu gnpdhs, npwuwu, ptdwnphs MEpé Swqywup (1926-
2016) hphdubg Unupbwih fatiptjwu dowynipwihu dhnipjut «Lwy pbid» pw-
wbpwfunwipp, npp juwuwnwhw) pwwnbpwlwi Ywupht hwnnpnbg pwpédp npwy
nL unp dwwpnuwy: 1984 e. htwnpjupht pwwnbpwiudph nidbipn Ywuwnwnd
wnwoht wuqwd hwjbpbuny pbtdwnnytig Chpuwyhph «Opbinu», npu niubigwy
utid hwonnniejniu huswbiu hwy, wjuwbiu £ onmwp hwuwpwynyejw opowunid:

Uwdnihg pwnywd nbintynieniuubpp yywynud Gu Mepd Swqywup b uppnn
ntpwuwuubph pwpdp wypndbupnuwihquh dwupt: Ywuwnwih b WWUL-h hwjwown
pwnwputiphg unwgwd hpwybpubpp Wu hwunmwwnd Bu, np ubpYujwgndp
niutighi| £ 466 hwonnniegniu:

Pwbiwgh punbp’ Mbpd Swqyuu, «Opbjn», Chpuwhp, «lwy pbd», Fbpbuwu
dowlyniew)hu dhniejniu, uhpnn nbipwuwuubn, pwwbipgnie)niu:

* £ QUU wpydbuwnp huunhunnunh uthyninpwhw) wpybunph b dhowqquihtu Yuwbiph
pwduh wywg ghunwfuwwnn, pwuwuhpwlwu ghunygniuubiph eblYuwdnt, abekaryan@mail.ru,
hnnywsdh ubipyuywgutine opp' 19.09.2022, gpwiunubine opp' 01.12.2022, nwwgpnipjw pu-
nniubiine opp' 15.12.2022:

Unybuywghynulyut hwtnbu / Uickyccmsosedyeckuli xypHan / Journal of Art Studies. 2022. N 2



Anahit Bekaryan 137

«OTENIO» NMEPYA A3MAHA HA CLEHE «Ali BEM»

AHAUT BEKAPSIH

Ins uutupoBaHua: bBekapaH, Anant. “«Otenno» [lepua dasnAHa Ha cueHe «Aii b6em»”. MUckyc-
cmsosedyeckuli xypHan, N 2 (2022): 129-137. DOI: 10.54503/2579-2830-2022.2(8)-129

B 1976 ropmy u3BecTHblii apMAHCKWIA TeaTpanbHblil peATenb [lepy dasnaH
(1926-2016) ocHoBan B MoHpeane apMsaHCKyto TeaTpanbHyto Tpynny «Ail 6em» (Ap-
MAHCKaA cLeHa) KynbTypHoro obuiectBa TekeaH. Cunamu 3Toil Tpynnbl B ceBpane
1984 ropa Bnepsble B KaHapje Ha apMAHCKOM A3bike Oblna mocTaBieHa Tparefus
Lekcnupa «OTenno». Cnexktaknb WMeN OrpoMHblil yCrex Kak y apMAHCKWX, Tak W
MHOCTPaHHbIX 3puUTeneil.

KaHagckaa nepuopgvka oOTMeTUna BbICOKMIA MNpodpeccroHanbHblii  YpoBEHb
M. da3naHa n akTepos-nobuTeneil. Tpynna nonyyana npurnalieHWa M3 pasHbIX ap-
MAHOHaceneHHbIx ropopos KaHapbl u CLUA, n Be3ge crnekTaknb Len ¢ HeU3MeHHbIM
ycnexom.

Knroyesbie cnosa: lNepy Pasnan, «Otenno», Lekcnup, «Aii 6em», KynbTypHbiii
coto3 TekesH, akTepbl-nobuTenu, gpamaTyprus.

* Craplumii Hay4HbIi COTPYAHUK OTAena WCKycCTBa apMAHCKON Anacrnopbl W MeMpay-
HapopHbIx cBasell MHctuTtyTa nckyccte HAH PA, kaHpupar dounonorum, abekaryan@mail.ru, cratbA
npepactasneHa 19.09.2022, peueHsuposara 01.12.2022, npunaTta k nybamkaumm 15.12.2022.

Unybuypwghynwlywt hwtnbu / Mickyccmsosedyeckuli xypHan / Journal of Art Studies. 2022. N 2



YIK: 792.5(43)
DOI: 10.54503/2579-2830-2022.2(8)-138

GARTNERPLATZTHEATER B MIOHXEHE: COLLUOKY/IbTYPHBDIE U
KOMIMAPATUBHBIE ACNEKTbI TBOPYECKOIO MPOLLECCA

ANEKCAH[IP YEMANOB’ (YvpanHa, Kues)

Ins uutuposanua: Yenanos, Anekcangp. “Gértnerplatztheater B MioHxeHe: COLMOKYNbTYpHblE U
KoMnapaTuBHble acnekTbl TBOpYeckoro npouecca”. Mckyccmsosedueckuli xypHan, N2 (2022): 138-151.
DOI: 10.54503/2579-2830-2022.2(8)-138

CraTbA NocBALLEHa NCTOPUM U CErOHALLIHUM TBOPYECKUM MPOLLECCaM BTOPOrO MO 3HAYEHUHO
My3blKanbHoro Teatpa MioHxeHa u Basapckoro pervoHa Gartnerplatztheater. UccnegosaHb ucto-
Kn cpopmmpoBaHuA penepTyapHbIX TEHAEHUMWIA, KoTopble Bbigenunu Teatp Ha [epTHeprinay B
KayecTse MoCTaBLLMKa 3PENWLL, Nerkoro MaHpa. V3yyeHbl npouecchl, No3BoAMBLLKE EMY CHATb
3TU orpaHuyeHuA. B yacTHoOCTW, aHanu3MpyeTcA MOCTaHOBKa MPUHLMMUANBHO HOBbIX MO CTU-
ncTuke Hemeukux onep («xoHHU HaurpbiBaeT» J. KiueHeka) ¢ napannenbHbIM paccMoTpe-
HueM nofobHbIX aBaHrapfHbix TeHaeHuuil B Teatpax CCCP. B kauecTBe npumepa pesoHaHCHoM
MMpPOBOIi NMpeMbepbl paccMaTpUBaeTCA MOCTaHOBKa orepbl «3emneTpAceHue» A. TepTepaAHa u
cyabba 3TOro TanaHTAMBOro KOMMosuTopa.

OTmeyeHo, 4TO co BpemeHem TeaTp Ha [epTHepnnay, BbipaboTan CBOW CTunb U penep-
Tyap, KOTOpbIii, He BblKa3blBaA COYYBCTBMA K BNacTb UMyLLMM, B TO e BpemA npubasnan
HMU3HEHHbIX CUN U PafOCTHBIX 3MOLWMIA y ManoobecneyeHHbix cnoes obluectsa. Teatp cymen B
MCTOPUYECKOIi MepcrekTMBe MOBbICUTb YPOBEHb MCMONHUTENLCKOW KynbTypbl U C MOMb30i
0bpaTnTbCA K CTapbiM TpafuLMAM, MEPEOCMbICINBAA MpemHue (yHAaMeHTalbHble MocTa-
HoBKW. OTmeueHo, 4TO nepBble Mio3uKNbI «Llenyit mena, Kat», «Moa npekpacHas negu» 6Gbiiu
noctaeneHbl Ha cleHe Gartnerplatztheater B 1956 rogy u gaBHo ctanu Knaccukoil aHpa. bes-
OLIMBOYHBIMM Kak C TOUKM 3peHns nopbopa penepTyapa, Tak U C TOYKU 3pEHUA NPOABAAEMOro
K HUM 3pUTENbCKOro MHTepeca Okasaaucb nepefenaHHble B MaHP MIO3MKNA aMepuKaHCKue
punbMbI NPOLLNbIX NET, 0COBEHHO Te U3 HUX, KOTOpble 3aTparnearoT 310004HEBHbIE TEMbI.

B Teatpe Ha [epTHepnnal, NPOXOAMT aKTyalbHblii NPOLECC OTAANEHWA OT CUCTEMbI aK-
TEPCKMUX amniya, HO B OfHOM Ciy4ae 3TO MPOUCXOAMT B yrofy KOHLENTyanbHbIM NpUTA3aHUAM
MOCTaHOBLLMKOB, B APYroM — B CUy UX MPOCECCUOHaNbHOI OrpaHNyeHHOCTU M oTXogja OT
KaHOHOB *aHpa. B To e Bpema He npekpalyaetcA paboTa Haj MOBbILLIEHWEM MpecTuMHa
Gartnerplatztheater kak TeatTpa onepbl, onepeTTbl U M3UKIOB B MioHxeHe, cTpemALLmiica
noKasaTb COBPEMEHHbI My3blKabHblil TeaTp BO BCEM €ro MHoroobpasuu u 6biTb B TECHOM
KOHTaKTe Co CBOeii ayauTopueid.

Knrouesble cnosa:. Hemeukuii My3bikanbHblii TeaTp, Gdrtnerplatztheater, mupoBble
npembepbl, ABeT TepTepsH, COLMOKYNbTYPHble MPOLLECChbl, MEMKYNbTYPHbIE KOHTaKTbl, MaH-
poBble MoauUKaLum.

BcrynneHnue
B 2015 r. Teatp Ha lepTHepnnay, B MionxeHe otmetun 150-netne. C Havana
CBOEro CyLL,eCTBOBaHUA OH COMEpPHMYan co CTaTycom 3HameHWToOl Basapckoii onepbl,

* 3aBepyrolmii Kadpeppoil xopeorpacuyeckoro uckycctBa Kuesckoro HauuoHanbHoro
yHUBEpCUTETA KyNbTYpbl W UCKYCCTB, 3aciyMeHHbIi AeATenb UCKYCCTB YKpauHbl, JOKTOP WC-
KyccTBoBefeHuA, npodpeccop, chepalovst@gmail.com, cratba npepcrasnera 10.10.2022, peueHsu-
posaHa 01.12.2022, npuHata k nybnmkaumm 15.12.2022.
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ocHoBaHHoli B 1653 r. lMpuHueccoir Casoiickoii. Ho go Toro, Kak nomelueHune o6-
peno npuBbIYHbIA COBPEMEeHHbI1 BuA, Mpowio noutu fBa Beka. B XIX cronetuu
monopoii Koponb Jltopsur |l ¢ ero HecokpyLnmoit ntoboBbIO K UCKYCCTBY, 0COBEHHO
OrMepHOMy, pacrnopaguICA NOCTPOUTb 3TOT TeaTp no obpasuy HauuoHanbHoli onepbl,
HO C 3a/10M BfBO€ MEHbLUMM U hacafioM, Aaneknm OT UCTOPUYECKOTO BENMKONENUA W
OeKkopaTuBHOro ykpawatenbctBa. OH He 6bin MocBALLEHMEM MPUABOPHBIM Tpaau-
LMAM, a NpefHa3Havanca Ana nopaepaHua bypyasHoil HU3HEPaLOCTHOCTU.

Pacaf, BbINONHEH B CTUME MO3JHEro Knaccuuusma C [eKopaTUBHbIMU dneMeH-
Tamm MaKCUMUIMaHOBCKOI  anoxu. PpoHToHHaA dmrypa pabotbl Makca coH Bug-
HemaHHa npepacTaBnAeT Tanuo, ofHY M3 MUCONOrNYECKNX TPEYECKUX My3, CHMTAB-
LUYHOCA MOKpPOBUTENbHULEN TeaTpoB. B neBoil pyke oHa [epuT Macky, B mpasoil —
macTyLUmii NOcoX, a Ha FONoBE Y HEE — BEHOK U3 MtoLLa.

Cam TeaTp 1 3puTenbHbIii 3an BbIrNMALENM CKPOMHee B pacyeTe Ha bonee pemo-
KpaTMyecKylo ayfuTopuio, C pafocTbio 3anofHuBLLYO ero B KoHue 1865 roga. Ho
MOCKONbKY He TONbKO penepTyap, HO M LieHbl B HOBOM TeaTpe OTINYannChb OT MpWA-
BOPHOrO, B HEM BCKOpe HacTynun dorHaHCcoBbIN Kpusuc. «Jliopsur basapckuii Bce e
YXUTPUICA BbIKyNuTb TeaTp-6aHKpOT v BHOBb oTKpbIi ero B 1870 ropy. A crycta ewe
TpW ropa HasBas ero B YecTb OfHOro W3 BUAHelnx baBapckux apxutektopos XIX-ro
Beka Ppuppuxa oH epTHepa «Koponesckuii TeaTp Ha [epTHepnnauy», xoTA 3paHue
Teatpa 6b110 NOCTPOEHO MO NpoeKkTam Apyroro apxutektopa — Pparua Muxasna Pelidp-
ceHwTyana. Ho v tutyn «Koponesckuii» He cTan cnaceHviem. B koHue 1870-x repb c
cppoHTOHa MpuLnock cHATb» [8]. [na TeaTpa BHOBb HacTynumu TAMenble BPemMeHa,
a BCKOpE YyLUEN U3 XU3HW 1 CaM KOpPOJib, ero pakTUYECKnil OCHoBaTEb.

"Theater am Gartnerplatz”, pekoHcTpyvpoBanHbiii B 1913 ropy, Hesagonro o
Havana | MupoBoii BoiiHbl, 6b1n BHOBb peopraHusosaH B 1923 r. MpumepHo ¢ aToro
BpeMeHM upeT oTcyeT Hoeliweii uctopum TeaTtpa. OcHoBHOW npobnemoii B ero
TBOPYECKOW M (PUHAHCOBOW MM3HM OCTaBanCcA BCE TOT e penepTyapHblii Bonpoc. C
1899 ropa Tpynna «paboTana WCKMOUMTENBHO Kak TeaTp OMEPETTbl U B 3TOM Ka-
yectBe 6bina nMpusHaHa OfHoOW M3 Bepylwimx B [epmaHWu. A NOCKONbKY 3TOT MaHp
TONbKO HayuHan pasBMBaTbCA, YaCTbO MPOrpamMMMbl AA [eMOKpaTUyecKoll aypu-
TOPWU BbIAK 3UHTLLNWAW, My3blKalbHble papcbl U HapOLHbIE CMEKTaKNN, B TOM YuUCne
He pnA usbickaHHoro Bkyca» [8]. KMoHeuHo, TeaTp Ha [epTHepnnaw, He Mor nox-
BacTaTbCA TaKUMWU TPOMKMMM MNpeMbepamMu, Kakumu ropgunacb baBapckasa onepa,
craBvBLias B. MouapTa, P. BarHepa, P. LUrtpayca. Ho pna ero nybnuku npusnexatens-
Hoimm 6biin n K. Ocpcpenbax, K. Uennep, W. Ltpayc v ppyrue npepctaButenu
npeobnagasLuero Ha adyLLe «J1ErKOro» MaHpa.

«J1XOHHU» KaK repoif HOBOro BpemeHu

Co BpemeHeM HaLMOHaN-COLMANMNCTAYECKAA LieH3ypa OKOHYATeNbHO «yTBEp-
pvna» Gartnerplatztheater kak TeaTp onepeTTbl M NOATBEPAMNIA B 3TOM KayecTBe ero
MPEecTuK, CTapasacb B TO ¥€ BPeMA OrpajuTb ayAuTOpPUIO OT Npou3BefeHuit eBpeit-
CKMUX aBTOPOB M HEOJHO3HAYHbIX [JIA COLMYMa MpPOW3BEAEHMWI. DTOT npouecc He
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BCcerga Len rnapko. boisanu n ckaHpanbl, Kak Harnpumep Ha MIOHXEHCKOI npembepe
onepbl 3. KweHeka «[oHHWM HaurpbiBaet» B 1928 r., yto He nomewano noc-
TaHOBKe CTaTb BeCbMa 3HauvMMoW B pAjy LpYyrux uHTepnpetaumii. OTmeTum, uTo
roAOM paHblle npoussefeHne 27-NeTHEro KOMMo3nTopa BbILLIO Ha OMepHYO CLEHY
B Jleiinuure u umeno Hukem He oMAaemblii CeHcauWoHHbIN ycnex. Hu opHo cpas-
HUMOE C HUM NPOU3BEAEHNE My3blkanbHOro Teatpa B XX cronetuu, paxe «Tpexrpo-
wosas onepa» Kypta Baiina, He nokopsano onepHbie TeaTpbl oT BeHbl o MockBbl 1
ot Knesa po Hbro—VIopKa. Bcero 3a gBa ropa “Jonny spiel auf” Bowen B peneptyap
OKOMO CTa onepHbIx TeaTpoB EBponbl U AMepukn. Ho He npowino v AByX neT, Kak
«[I}OHHM» nCYe3 — Tak e BHe3anHo, Kak noAsuncA. W 310 Henb3Aa 0ObACHWUTH
6bICTpOTEKYLLEN MOAON Ha AMAa30BYHO MY3blKy, XapaKTEPHYH AJIA 3MOXM U UCMONb-
3yemyto B onepe. [lna lepmaHun npuenekatenbHoii Obina cTpemuTenbHasA, MOYTM
napoguiiHas uctopua o Komnosutope Makce, KoTopblii BntobnaeTca B onepHyto ne-
BULY AHUTY, 1 nuiepe pas-6aHpa [MOHHM, yKpaBLUEro [paroueHHbld MHCTPYMEHT
Yy COMHUTENbHOrO CKpunaya-supTtyo3a [JlaHuanno. Hukorpa npexpe Hoseillune Tex-
HUYECKNE OOCTUMEHWA — Paguo W rPOMKOroBopuTenu, TtenedoH U Mbinecoc, aBTo-
MOOUIb U POCKOLLIHbIA BECTUOIOMb FPaHL-OTeNA ¢ cOBCTBEHHbIM AMa3-03HLOM, BOK3a/ C
MOAbE3MAIOLLMM TMOE3[0M — HEe Wrpanu Apamatypruyeckyto ponb B nubperrto. Ha
3[aHUM CTaHUMM TMOABMANCA OFpPOMHbI Bpalarolmiica rnobyc; Ha Hem [IKOHHU
urpan Ha ckpurnke, kak 6ol cumBonusupys HoBblii MUp, KOTOPbIN BOT-BOT HAaCTymuT,
4TObbI OBNafETb KYNbTYPHbIM Hacnepuem npuxogalero B ynagok Craporo Ceerta.

B teatpax Cosetckoro Cotoza (MockBa, JleHuHrpag, Kwues, Opecca) onepa
«[1}OHHN HaurpbiBaeT» cyMTanacb camoii MpPOrpeccyBHOW Cpean APYrux OnepHbIX
HoBuHOK 3anapa. «Ocobas ponb B Mpouecce 3TOr0 3HAKOMCTBA C 3apybemHbIM aBaH-
rapfom npuHagnexana Accoupaumm coBpeMeHHON My3blkK, opraHn3oBaHHO B Mockse
B 1924 r. OHa «npoBo3rnacuna cBoeli LEeNbi CUCTEMaTUUECKOe W3yYeHWEe U pacrpo-
CTpaHeHWe COBPEMEHHOW My3blku BO Bcex ee nposasneHuax»» [1, c. 382]. Ho B koHLe
1930-x rr. Takue cnekTaknn 3agHUM YMCNOM NOayYanu ApPAbIKM POPMANUCTUHECKUX U
CTaHOBMNNCH 0bpasLLamMy UCKYCCTBa, HE HYKHOTO MPOfeTapckoMy 3pUTENHO, a 4acTo U1
MPVUroBOPOM WX CO3JaTENAM.

B Kunese onepa KiueHeka wwina Ha yKpaMHCKOM A3blKe Nop, Ha3BaHMeM «[lKOHHK
urpaet» (1929). MNoctaHoBKYy BMecTe ¢ aupuxepom JIbBoM BparvHCkuM U XymomHVMKOM
AnexcaHgpoMm XBOCTEHKO-XBOCTOBbIM oOcCyLLecTBUn peskuccep Muxaun [lbickoBcKuii,
UCMbITaBLWKI B 3TOT Nepuof, Bo3felicTBue Hukonaa doperrepa, KylnbTOBOTO pPeMuUc-
cepa u baneTtmeiictepa, nocraemsluero B Xapbkose onepy «MalMHUCT XOMKUHC»
JpYyroro repmaHckoro akcrnpeccmonucta Makca bpanpa.

«KoHuenuua cnexktakna [lbickoBckoro 6bina oTAMYHa OT NPefLIeCcTBYIOLLNX 3a-
nafiHoeBPOMeKcKNX N coBeTCkux noctaHosok. OHa cTpounacb Ha MPOTMBOMOCTaBIE-
HUW MNO3[AHEPOMAHTUYECKOIrO FepoA-KOMMO3NTOPa W HErPUTAHCKOrO [AMa30BOro My-
3blKkaHTa — MaccuMoHapua, ynuka u sopa. M, ecnu B cnektakne ceoeii MOCKOBCKOIA
cryoum Bnagumup Hemuposuy-[laHueHko pasobnavan [IOHHW, a MacTepa NeHuH-
rpagckoro MAJIEMOTa (Muxaiinosckoro Teatpa B JleHuHrpage) Bocxulianucb He-
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NpeoonMMbIM Hanopom repos, [lbICKOBCKUIA pelunn 3a CYeT OCYLLLeCTBNEHHbIX UM
u3MeHeHuid B ctomeTe caenatb [MOHHU NONOMKMTENbHBIM MEPCOHaMeM, a camo nnb-
peTTo TpakToBaTb B COBPEMEHHOM €My BYbrapHO-COLMONOrMYECKOM [IyXe COBETCKOIA
anoxm» [5, c. 449].

Tak «oTpuuatenbHblii» Makc cTtan BonnoLieHWeM yxopAllero mupa (oH 6bin
«obpeyeH»), a «nonoxuTenbHoMy» [lOHHU npeppekanocb ceetnoe bypyuiee. Oye-
BUOHO, €ro COMHMWTENbHaA Mopa/ib BrOJHE COOTBETCTBOBAJa 3aKOHY 3KCMpOMpualuu
3KCMpONpPHUaTopOB.

Pexuccepom opecckoii noctaHoBku «[moHHu» (1930) 6bin Akos [peuHes,
ovpuxepom — Camyun CtonepmaH. 3puTena NpuBieKanu U HenpuBbIYHble abCcTpaKT-
Hble feKopauuu rMaBHOMO Xy[OMHWKa TeaTpa, yposmeHua KoHctaHTMHOMNona WeaHa
CemeHoBnya Hasapbana-Haszaposa (1893-1954). CospemeHHblii ropog, oH u3obpa-
Man He HaTypa/IMCTUYECKW, a B BUE HEKOW CxeMbl, CnocobCTBYHOLLLEN BO3HUKHOBEHWHO
onpeneneHHbIX accoumaumii 1 paroLLeid 3putento boratyro NuLLy ana BoobpameHus.

«[popon#an onbITbl KNHOUKALMM, LUIMPOKO pacnpoCTpaHeHHble B Te rofbl B
OpaMaTMYecKoM TeaTpe, MOCTaHOBLUMKN BBENWU B CMEKTakib KMHeMaTorpaduyeckue
dhparMeHTbl, LUMPOKO MCMONb30Banu CBeTOBble 3dpdekTbl. B TaHLEeBanbHbIX 3MM30-
Oax, BMeTeHHbIX B NapTUTYpy CMeKTaknA, WCMOMb30BaiNCb He TONbKO 3MEeMEHTbI
COBPEMEHHbIX 3amnafHbIX TaHLUEB, HO W MONyNAPHble B TO BpemA akpobatnyeckue
courypbl — cnoBa, cocTaBleHHbIE U3 TEN MMMHACTOB» [6].

Cnektaknb cTan HeopAMHapHbIM ABNEHWEM W Bbi3Ban OYpHYIO MNONEMUKy.
Cpenov 3puTeneit u apenToB crekTaknAa Obin BENUKWIA MMAHUCT COBPEMEHHOCTU
CeaTocnaB Puxtep, B To BpemA KoHuepTmeiicTep Teatpa. Yepes 50 net, nocne Ho-
BOrO MpOC/yLIMBaHWA 3anucy onepbl, oH BcromuHan: «C opecckux BpemeH A He
MMeNn BCTPeY C 3TUM COYMHEHUEM (KOTOpPOE, O4HAKO, XOPOLUO 3aroMHWUA BO BCEX
noppobHocTtax). CerogHAwHee npocnylunBaHue 6bIN0 OTHIOAb He pa3ovapoBaHUEM,
a HaobopoT. A NOHAN, 4TO 3TO OYEHb XOPOLUO, U NMOHAN, YTo KlueHek 3ameyaTenbHbIi
KomnosuTop <...> Kak 3T0 pailocTHO, KOrfa nocne CTOMbKWX NET MOHUMaELLb, Y4TO 6bin
npaB B CBOEM MHeHUW (1 yBieuyeHun). oespn, Bbe3maroLmii Ha cueHy... Kak ato Toraa
6b110 HOBO U MHTepecHo! Ho rnaBHoOe — My3blKa, ¥ OHa He ycTtapena...» [2, c. 37, 410].

B roab! «4ncTok» moctaHoBKa «[IKOHHW» CTana OfHON W3 NPUYUH YBONbHEHUA
rnasHoro pexuccepa fA. [peyHesa n3 teatpa. Puxtep BcnomuHan o6 atom Tak: «B
bonbluom 3ane Teatpa yctpounu cobpaHue, roe Kamablii foneH Obin BbICTYNUTb C
06BUHUTENBHON peybto NPOTUB Hero <...> Ero coTtorpadmamm ¢ Hapnucbio «Bpar
Hapopja» obKnennu cteHbl Teatpa» [2, c. 37].

loBopAa 06 atux cobbitmax 1937 ropa, Ha nNamATb MPUXOAAT aHanorMyHble
«pasobnayeHua» B epmanun KoHua 1930-x rr. Hosble npaButenu cpasy e 3aknei-
MWUAKN BCEX KOMMO3UTOPOB, HE COOTBETCTBOBABLUMX HALMOHAN-COLMANNCTUHECKUM
NPenCcTaBNeHNAM O «HEMELKOCTW», KaK BbIPOMOEHLEB, @ WX My3bIKy — KaKk «Herep-
MaHCKyto». OHM BOCCOEAMHUMMCH MO HayLLIEHWIO PEiiXCMUHMCTPa nponaraHabl Moseda
leb6enbca Ha nevanbHO M3BECTHOW BbiCTaBke «[lereHepatueHasa Mysbika» B 1938 ropy.
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HacTonbHble aKCMoHaTbl BbICTaBKM [JOMMKHbI OblNnM OKasbiBaTb Ha noceTuTenei
OTnyruBatoLL,ee BO3JECTBME, HO MHTEPEC K 3anpeTHOMYy Bbi3biBaa MPAMO NPOTWBO-
nonoxHyto peakuuto. Jllogu crekanucb Ha BbICTaBKYy Kak Ha eAMHCTBEHHOE MECTO,
roe MoxHo 6bino ycnbiwaTb npoussepenua lMayna Xunpemuta, Kypta Baiina uwnu
OpHcta KweHeka. Ha nocnepgHero Haumctbl m3nuBanm ocobyt0 HeHaBWUCTb, XOTA
MonbITKN MepevepKHyTb bbinoil yenex y nybanku ero «[xoHHW» bbin becnonesHbi.
OcbuumanbHbIii cumBon BbICTaBKKM — [lOHHKM B 0bpa3e UrparoLLero Ha cakcodpoHe B
IKa3-63H[e Herpa c eBpelickoii 3Be300i1 Ha nalkaHe, AKOObI ONULETBOPABLLENO BCeE,
YTO CNEefoBano MOHUMATb MOJ, «AereHepaTMBHOW My3bIKO» — BMECTO OTTOPMEHUA CTasl
CUMBOIOM UX MopaeHua [8].

C anpena 1937 ropa Teatp 6bin npogaH CsobogHomy rocysapctey basapua. O6-
HapoJ0BaNNCh NiaHbl PaspyLUUTb 34aHNe 1 Ha ero MecTe NMoCTPOUTb HOBOE, HO [EeNo
BHOBb OrpaHMYMIOCh KanuTalbHbIM PEMOHTOM. TeaTp B OOHOBNEHHOM BUAE OT-
kpbinca 20 Hosbpa 1937 ropa cnektaknem «JleTyyas Mbllb», YTO CHEnano ero
nepeoii U €AMHCTBEHHOI rOCyAapCTBEHHOW cueHol onepeTTbl. He 6e3 opnobpenus
Aponbdpa [Tnepa Obin co3paH HOBbI CTUb, OCHOBaHHbIV Ha obpasuax 6epanHckoro
PEBIO U KMHOOMEpeeTTbl: MAacCoBbI aKTEPCKMI1 cocTaB, BeNMKONENHble fexkopauuy,
CTPEMUTENbHBI, He NPepbIBaEMbIii May3amu Temn.

NcTopukoB yAMBAANO, YTO «3TOT CTU/b, M3HAYalbHO CO3[AaBaBLUMIACA, Kak He
COYYBCTBOBABLUMI BAACTb MMYLLMM, OCODEHHO MponaraHAMpoBancA KynbTypHbIMM
peATenAMM, HaxoguBLUMMKUCA B TO Bpema Yy Bnacth. OfHako OHW nogyepKuBanu
3HaYeHMe TaKoro poja OnepeTTbl /1A 03[A0POBMEHNA W MOBbILEHUA MU3HEHHbIX CUT
W MU3HEPaJOCTHOCTU, B YAaCTHOCTWU, B CpPefe paHeHbIX WKW OCTaBLUMXCA [OMa Ha
oTabixe congat» [8].

21 anpena 1945 ropa, Bo BpeMA MnocnefHero aBuaHaneta Ha MroHxeH, Teatp
nopgeprca 6ombappuposke. CleHa HekoTOpoe BpeMA OCTaBaiacb HEMPUrofgHOW AnA
urpbl. MNpa3gHuK BoccTaHoBNEHWA cnekTakneil B Gdrtnerplatztheater coctoanca netom
1948 ropa onepettoin W. Wtpayca «Houb B BeHeuyun», 3a Heli nocneposann oneperTbl
M. Ocpcberbaxa, P. Jlerapa, K. Llennepa, N. KanbmaHa.

Pykosopuswmii B nepuog, ¢ 1952 no 1955 rop BaBapckoii rocygapcteHHol one-
poii Pygonbth XaptmaHH npuHAn Ha ceba otBeTcTBEHHOCTb U 3a Gdrtnerplatztheater. Mexay
OMepHbIMU W OMNePeTOYHbIMU CreKTaknAaMK Oblna YeTKaAa rpaHb: NepBble WCMOMHA-
nucb KonnekTuBoM baBapcKoii rocynapcTBeHHOI onepbl, a BTOpble MpefocTaBnAIMCh
aHcambnto Teatpa Ha [epTHepnnau,. Jom cnysun, obpasHo rosopa, ABYM rocriofam:
«HapofHoOii Becenoli My3e» U My3blKanbHOMY TeaTpy Kak «MHCTUTYTYy HPaBCTBEH-
HocTu» [8].

«3emneTtpsceHune» Ha [epTHepnnay,

3a nocnegHue ueTBepTb Beka B [ocypapcTBeHHOM TeaTpe Ha [epTHepnnal,
COCTOANOCHb HECKO/IbKO MWUPOBbLIX OMEPHbIX MPemMbep, B UX YUCNE — COCTOABLUAACA B
2003 r. npembepa onepbl «3emieTpACEHUE» apMAHCKOro KomnosuTopa Aseta Tep-
TepaHa (1929-1994). CozpaHHaa B 1984 r., oHa Kak 6bl ABWnacb npepyyBCTBMEM
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paspywuTenbHoro 3emneTpAceHna B Cnutake B 1988, namaTtHoro rubenbto apapuatu
NATW TbicAY yYenoBek. Ha camom pene croxeT onepbl Obin CBA3aH C paccKasom
HemeLkoro nucatena [eHpuxa doH Kneiicta (1777-1811) «3emnetpacenue B Hunm».

Ho He TonbKo nuTepaTypHas OCHOBa MpWBMEKTA WHWULMATOPOB MOCTAHOBKM
onepbl B Gértnerplatztheater n npespe Bcero pesinccepa Knayca 'yta. Cnekraknb
noyununca ycnewHbiMm 6narogapA aBaHrapgHbIM TEHAEHUMAM My3biku A. TepTepaHa
W TONYYM BbICOKYHO OLEHKY Ha KOHKypCE COBPEMEHHbIX OMEPHbIX MPOWU3BELEHUIA.
310 npousowo B 2004 r., korga KomuTeT no mMysbikanbHoMy TeaTpy MemayHapon-
HOro MHCTUTYTa Teatpa npoBen B MioHxeHe MpencTaBUTENbHbIN MeXAYHAPOAHbIN
chopyMm, NOCBALLEHHDIN HOBBIM MY3blKallbHO-TEAaTPalbHbIM MPOEKTaM.

»Kropu npepBapuTenbHo Bbibpano ABeHapuaTb npoussefeHuii B hopme BUAEO-
MOKa30B C KOMMEHTapUAMU YYacCTHUKOB MOCTaHOBOK. Kpome pasnuyHbIX TeaTpoB
[epmaHuM, CBOM MPOEKTbI AEeMOHCTpUpoBanu Takme Teatpbl [onbwim, 'peunn, Llse-
UMM 1 ABCTpanun. DTO, KCTaTu, [ano MOBOJ, M3BECTHOMY Creuuanucty B obnactu
My3blkanbHoro Teatpa EneHe TpetbakoBoit conoctaBute baBapckyto onepy u TeaTp
Ha [epTHepnnaL, He B NMob3y NOCNEAHErO.

«B 3HameHwnTOl bBaBapckoii onepe, nucana TpeTbAkoBa, LUAW BMOAHE Tpapu-
LIMOHHbIE OMepHble MOCTaHOBKW, My3blkalbHbIi U TeaTpasbHblii ypoBEHb UCMOMHe-
HWA KOTOpbIX BblN, HECOMHEHHO, BbICOK. PaHrom Huike 6bin epTHepnnauteatp. 210
OLLYLLLAN0Ch MMEHHO B HepaBHOLEEHHOCTW CreKTakfell Kak Mo My3blKanbHOMY, TaK
1 no TeaTpanbHOMy KauyecTBy» [4]. KpuTuk, opHako, mpu3Hana npuOpUTET MUPOBOIA
npembepbl OMepHOro criekTakna «3emneTpAceHne» B nocTaHoBke Knayca lyTa, Tak
YTO APNbIK «PAHTOM HUME» ABUICA He bonee YeM MUMONETHON BKYCOBOW OLEHKOIA.
lepTHeprnauTeatp AeliCTBUTENBHO MHOMO paHra, HO MpeMfe BCEro — Mo M3bpaHHOI
penepTyapHOil MONUTUKE U COOTBETCTBYHOLLMM OHOLKETHBIM OrPaHUYEeHUAM.

Onepa «3emnetpaceHune» A. TepTepAHa Ha popuHe Kommnosutopa B EpesaHe
6bina noctaeneHa tonbko B 2008 r., k 20-neTuto Tparuyeckoii natbl B uctopun Ap-
MeHWU W Yepe3 NATb NeT nocne npembepbl B MioHxeHe. CooTeuvectBeHHUKKU Tep-
TepAHa He cpasy CMOMN OLLEHUTb «creundmrKy CTUNA KOMMO3UTOPa, COBMELLIAIOLLLYIO
pa3nuyHble TeaTpasnbHble pOpMbl COBCTBEHHO OMEpbl C TPAAULMAMU HAPOJLHOMO W
NUTYpPruyecKoro putyana, snemeHTamu MioLafHbIX 3penuwy, esponeiickoro CpepgHe-
BEKOBbA U CUMBONUCTCKOrO TeaTpa XX Beka» [3].

Ycnex Ha MewjAyHapoAHOM Momnpuile mano MoBauAn Ha cyapby TepTepsaHa B
ApMeHUN, He CcroMunacb M MOBTOpPHaA TBOPYECKAaA KOMaHOMpOBKa B [epmaHuio.
Komnosutop 6bin BbIHYHAEH cMeHUTb EpeBaH Kak MecTo npoxvBaHuA v paboTbl Ha
ExaTepuHbypr, roe npemaeBpeMeHHO CKOHYaCA.

Hosble penepTtyapHble TeHAeHU UM

Ha 'epTHepnnau, cyliecTByeT Tpaauumua Yepes MHOro AecATUNETUIA Nepeocmblc-
nuBaTb cTapble pyHAaMeHTanbHble NOCTaHOBKM W J0Ka3blBaTb HEOJAHO3HAYHOCTL pe-
nepTyapa, KOTopblii NPUHATO Ha3blBaTb «pa3BfekaTenbHbIM». Tak cnyuyunock B 2022
rogy c onepoii CtpaBuHckoro «[loxompeHua nosecbi» (ctapad Bepcua 1957 r.),
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OCHOBAHHOIi Ha CNOMHbIX My3blKabHbIX U TeaTpaibHbIX NPUHLKUNAX HEOKNACCUKK, U
C YNOMAHYTOW «[l¥OHHM HaurpbiBaeT» — ¢ 6oNbLUOW AMCTaHUMeli Mexay noCTaHOB-
Kamu (1928-2022).

Onepa KiieHeka HamomHMNa O CBOell NPUHAANEKHOCTU K My3blKanbHOMY 3KC-
MPeccMoHn3My, a He TONbKO a3y, Kak cuutanocb paHblue. Ee noctaHoBLuvky Mu-
xaanb bpaHpwtetTtep (aupuskep), MNetep Jlynp (pemuccep) n KOpHep Ppanu, KupHep
(XymoMHWK) BMecTe co cheuuanuctamy MNo CcBeTy, BUAEO W 3BYKYy npubausunu
3PENULLHYIO YacTb K COBPEMEHHbIM CLEHUYECKMM BO3MOMHOCTAM TeaTpa Ha [ep-
THepnnaL,. XopoLuo BbICTYNUAu n ucnonHutenn. Ho HanommHaHue o bbiiom Tpuymde
CKaH[JaNnbHOro crekTakiA npoLuno 6e3 ceHcaumid, He Obin obHapymeH U HepB CoBpe-
MEHHOW TPaKTOBKM.

besowmnboyHbIMM U € TOYKK 3peHuAa nopbop peneptyapa, U C TOYKU 3PEHWUsA
3PUTENbCKOro MHTEpeca OKasanucb nepefenaHHble B MaHP MIO3MKIA aMepuKaHckue
unbMbl NpoLLbIx NeT. MHorAa B HWX OKasblBalOTCA aKkTyanbHble Aj1A CoLyyma TeMbl, B
TOM ymncne nopckasaHHble JITBT-coobuiectBom. PaccmoTpum sty Temy nonpobHee.

MepBble mio3uknbl «Llenyit meHa, Kat», «Mosa npekpacHasa negu» 6bian nocras-
neHbl Ha cueHe Gartnerplatztheater B 1956 rogy v paBHO cTanu Knaccukoli saHpa.
WHTennexktyanbHo-cpunocodpckuii mrosukn «KaHaup» JleoHappa BepHcraiiHa no npows-
BefeHuto BonbTepa oxun Ha cueHe B 2022 r. 6naropapa TemnepameHTy My3blKab-
HOro pykoBoauTena JHTOHM Bpamanna n ocTtpoymHo-usobpeTaTtenbHOl TpaKTOBKe
pexunccepa u banetmelictepa Agama Kynepa.

MocTaHOBLLMK Hallen Bblpa3uTeNbHbI NNacTUYeCKUii A3bIK A BCEX y4acT-
HUKOB MpeACcTaBneHnsa (a MHOMve BbICTyMNanu nocnefoBaTenbHO B ABYX, Tpex u bonee
ponsax). Ho rnaBHoe B TOM, 4YTO aBTOpbl CreKTaknAa, Bcnef 3a BonbTepom, Halwunw
KPUTUYECKMI1 apryMeHT NpOTUB Yepecyyp ONTUMUCTUYHOMO B3rnAda Ha #usHb. M a1o
6bIn He cKkencuc, a NpoTecT NpoTuB Ntoboii opMbl FoCyfapCTBEHHOW, BOEHHOW WMy
9KOHOMMYECKOIA BNacT, B TOM YWCNe NPOTUB BNACTU LePKBU, KOTOpaA B Te BPemeHa
KasHuna epeTKOB C LeNblo NpefoTBpallleHnsa 3emnetpaceHuii. [lpyrumn cnosamu,
MOCTaHOBLLMKM Yepe3 napTutypy bepHcrtaiiHa napapokcanbHO BOMAOTUAU MbICNb
BonbTepa, 4To ONTMMKU3M, MOHMMAEMbIii Kak TBeppas Bepa, «MOPOMAaeT CaMOyCro-
KOEHHOCTb, NeTapruio U MoAaBAAET YENOBEYECKYIO CMOCOBHOCTb K M3MEHEHWAM,
pa3BUTUIO N BOCCTaHWIO NMPOTUB HecrnpasenamsocTu» [7, c. 32]. Manb, yto B cnepyto-
weii npembepe - «[loxompaeHus nosecbi» W. CtpasuHckoro (2022), Kynep B Ka-
yecTBe pemuccepa u banetmeiictepa He ofapun UCTMONHUTENEN CTONb APKUMMK nnac-
TUYECKUMU XapaKTePUCTUKaMW, OTYEro CrekTak/lb HECKONbKO MOTepAn AUHAMMUKY.
Tem He meHee, Kak u B «Kanpmpe», cornacHoO aBTOPCKOMY 3ambliClly, MoOpalib B
chmHanbHoIi cueHe noaBepeHa pexuccepom ybeautenoHo. OHa HanmomuHaeT cpuHan
onepbl B. MouapTa «[loH MyaH», pasobnayatoLnii pacrnyTHYHO CYLLLHOCTb FlaBHOrO
repoa. ¥ CTpaBMHCKOro e Mopanb B ToM, 4To [bason (B nuue Huka, ogHoro us
rMaBHbIX repoeB) Bcerpa HaiipeT cebe NneHWBYHO MepTBy, 4YTOObl 3aMaHUTb B CBOIA
KarnkaH 1 cbuTtb C NyTW npaBegHoro.
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«[pukntoyenuna Mpucumnnbl, Koponesbl nycTbiHu» (2020) — Mmio3ukn, nocras-
NEHHBI MO KHUre ascTpanuiickoro pemuccepa-cueHapucta CrecpaHa InnnoTta u
Annana CkoTTa, rpe B KauyecTse NapTUTypbl UCMONb3YHOTCA U3BECTHble Non-necHn. B
OCHOBE — OjHOUMeHHbIi counbM Innuotta 1994 ropa, pacckasbiBatoLuil MCTOPUID
ABYX TPaHCBECTUTOB U TPaHCrEHAEPHO MEHLLUMHBI, KOTOpPble OKa3blBalOTCA B OTfaNeH-
HOli aBcTpanuiickoil nyctbiHe. Tpoe gpy3eid, Bbliiia Ha nepepHuWiA nnaH Komenuu
ownboK, BCe e OTAANT MpennoyTeHne romoobumn Kak TpaguuMOHHOMY crocoby
couuyma NpoJosKaTh Pof, YENOBEYECKUIA.

MHTepecHo, 4To BbINyckHUK MioHxeHckoli TeaTpanbHoii akagemun ApmuH Kanb,
UCMONHABLUNIA ofiHY M3 Bepywimx poneit B «[lpucumnne» v OTANYHO BRALEHOLLUIA
npvemMamm TpaBecTUM (ronoc, MNacTuka, YyMEHWe HOCUTb MEHCKWI KOCTHOM), MPUHAN
yyactue v B npembepe 2022 r. «Tytcu» (Mo ogHoumeHHoMy cunbMy ¢ [lacTuHom
XodpcpmaHom B rnasHoi ponu). Peub npert, npexpe Bcero, o BUPTYO3HOCTU aKTep-
CKOro MepeBOoMnOLLEHNA, a He 06 UAEHTUYHOCTV MPOTUBOMONOKHOMY MOy (ANA KOro-
TO, BO3MOXHO, 1 #enaemomy). A gymato, 4To, Kak n pexuccep u banetmeiictep «KaH-
ompa» Apam Kynep, 3TOT akTep NPUHAANEHKWUT K HOBOMY MOKONEHUIO TBOPYECKMX
ntopeil, KOTOpbIM JOCTYMHbI CABUIMN K HOBbIM YHUBEPCaNbHbIM CLLEHUYECKUM HaH-
pam XXI Beka.

Tak, Hanpumep, B My3blkanbHOM TeaTpe yie NPOXOLMT MpoLecc OTRaneHus oT
CUCTEMbI aKTEPCKMX amrilya, Ha 4To, KCTaTW, ykasblBeT noctaHoBKa Ha [epTHepnnaly
onepetTbl M. Kanbmana «MpuHuecca umpka». Pexuccep Mosedp Kennnunrep c mo-
MOLLLbIO FPYNMbl YAMBAEHHO-UPOHNYHBIX, HO 6E3MONBHBIX KINOYHOB Kak Obl KOMMeH-
TUpYyeT AeiicTBME, OTOANAA €ro OT CAWLIKOM CEPbE3HOro BOCMPUATMA OMepPeTOYHbIX
cTtpacteii. OfHako Mpu 3TOM W3 CMeEKTaknA He MpocTo YXOAAT OypHble 4vyBCTBa
repoeB, HO U HUBENVPYHOTCA LUYTKU KOMUKOB, 3a/I0MEHHbIE B MPUPOLE MY3blKanbHO
KOMeOUW v onepeTTbl, TO €CTb PaKTUYECKU TYCKHEIOT T€ Kpacku, KOTOpbIMW OKpa-
lWeHa MapTMTypa M [pamaTyprua KnacCM4YeCcKUx NpPOM3BEAeHWt 3Toro aHpa. B
OJHUX CNy4yaAX 3TO MPOUCXOAWT B Yrofly KOHUEMTYyalbHbIM MPUTA3aHUAM MocTa-
HOBLLMKOB, @ B [JpYyrux — B CWIY WX NPOCPECCMOHANbHON OrpaHMYeHHOCTU Uu
CO3HaTeNbHOMY OTXOAY OT KaHOHOB aHpa.

3akntovyeHune

Gdrtnerplatztheater B MioHxeHe umeeT boratyto TBOpYeckyto buorpadputo u no
npaBy cYMTaeTCA BTOPbIM MO 3HA4YEHWIO My3blkanbHbIM TeaTpom basapun. OH elue B
XX BeKke npeoponen XyLOMECTBEHHYIO MaHKy, OTHOCHBLLYIO €r0 K WUCKIOUYUTENBHO
pa3BieKaTenbHbIM W YBECENUTENbHbIM YYPEKAEHWNAM KynbTypbl. Teatp Haxogun
CBOErO 3pUTENA B CIOMHbIX PEMEPTyapHbIX MOKUCKax M nocteneHHo ocsoboxpanca ot
KneliMa #aHpOBOI OrpaHUYEeHHOCTU, MOCTaBIEHHOMO Ha HEM HaLMOHa/I-COLManuCTm-
yeckoii LeH3ypoii. B Gértnerplatztheater coctoanocb MHOro MMpOBBIX Npembep, obecne-
YMBLLIMX TPYNMe U3BECTHOCTb Aaneko 3a npepenamu Gasapuun v lepmannn B Lenom.

Obpaluasncb cerofHA K Manov3BeCTHbIM, HO MOMYAAPHbIM B NEPBOi MONOBUHE
XX cTonetus onepHbIM NPOU3BEAEHNAM U MIO3MKNaM, TPynna cTapaeTca nepeocmbic-
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NUTb WX B [lyxe COBPEMEHHOCTU W paccTaBUTb BepHble aKLEHTbl B MOHWMaHWUK 3a-
nomeHHbIx aBtopamun mpeii (KweHek, CtpaBuHckuid, BepHcraith u gp.). 910 vmeert
3HayYeHMe He TONbKO B UCTOPUYECKOI PETPOCNEKTUBE, HO U B OCBOEHWMW MaHPOBOIA
CTUNUCTUKKM My3blKanbHOro teatpa XX B. M ero nocneposaTenbHoi TpaHcdopma-
umu. Mpn 3TOM y aKTEPOB-MEBLOB W NMOCTAHOBLLMKOB BO3HWKAOT Npobnembl, CBA3aH-
Hble C yCTapeBLUMMU CUCTEMaMM aKTepPCKMX amrinya, KaHOHaMK MaHpa U MepecmoT-
POM BKYCOB 3pUTENbCKOI ayanTopun csoeobpasHoro baeapckoro peruoHa.

Bce 310 (B TOM umucne yvactue xopeorpacoB M TaHLOBLUMKOB B obLLem TBOp-
YECKOM MPOLLeCCe) HaXOAMTCA B MOMEe 3peHUA Xy[LOKEeCTBEHHOro pykosoacTsa basap-
CKOro TeaTpa W pelLaeTcA B NosBcefHeBHoOI paboTe. KomaHaa cneuuanuctos pabota-
€T Haj, NoBbILLEHVEM NPECTUKA TPYMIbl KaKk TeaTpa onepbl, ONEPETTbl U MIO3UKIOB U
CTPEMUTCA MPELCTaBUTb COBPEMEHHbIN My3blKaibHblii TeaTp BO BCEM €ro MHOro-
obpasun pna bonee TECHOro W MNOAOTBOPHOrO KOHTaKTa CO CBOeli W3b6paHHOI
ayautopueit.
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U3NKUlubLh GARTNERPLATZTHEATER-C.
ust1ouanrouuuu aNrocueustuerh UNShuL-ucuunh@U3hlL b4
<UUBUUSULHUL <u3tsuutSere

ULGLUULN 26MULNY (Niypwhiiw, Yhl)

<ndwu hwdwp. 2Gwwiny, Ujtpuwunp: «Ujnwfubuph Gartnerplatztheater-p. unbindwgnpdwlwu gnpd-
pupwgutiph unghwi-dawynipwiht b hwdbdwwnwlwu hwibguybnbpp»: Undbuywghypwlwt hwinbu,
N 2 (2022): 138-151. DOI: 10.54503/2579-2830-2022.2(8)-138

<nnywdp udhpyws £ Unifubiup W Pwdwphw Gpypwdwuh Gpypnpn towtwynp
whnwywu bpwdonwlwu pwwnpnup’ Girtnerplatztheater-n wwwdnigjwup b ubip-
Yuwjhu uwntindwagnpdwlwu gnpdpupwgutpht: Nwnuuwuhpyt] U juwnwgwu-
Ywihtu uwfupuwnpnyeniuubpp dLuwynpnn wyniupubipp, npnug unphphy Sbpwnn-
ubpwwgh pwwnpnut wnwuduwgyb| &, npwbu phpel dwuph hwunhuwfuwnbph
dwunwlwpwp: Ruunejwu b wnuyb] wn uwhdwuwhwyndubpp ybpwgunn
GGnuwpynudutipp, dwutwynpwwbiu, uygpniupnpbu unp néh gbipdwuwywu owb-
pwubiph pbdwnpnudp («Qnupu ujugnid b», £ Yobubl)' vULU-h pwwnpnuutipnid
udwu wywugqwpnwihtu wnbunbugubpht wunpunwnuwntu gnigwhtin: Hhunwpy-
db) £ U. Sbpunbpjwup’ dbd wpdwquup wnwowgpwd «Gpypwownd» owbipwih
hwdwofuwphwiht wpbdhtipwu, huswbu twl wjn Lwnwunwynp hnhuwyph dw-
Ywinwghpp:

Loynw E, np dwdwuwyh pupwgpnd Fhpnubipyjwgh pwwnpnup dowyb &
hp nipnyu nép U fuwnwgwuyp: Uu, h2luwuwynpubph hwuntwy hwdwypwup
sgnigwpbipbiiny hwunbps, twywuwnnw Ep hwuwpwynigjwu Ywpphpwynp fuwytipp
ytuuwlwu ndbph W nipwju qqugdniupubiph wotunidwgdwup: Unnithwuntpa,
pwwpnup Yuwpnnugwy wwundwlwu htnwulwpnwd pwpdpwgut] juunwpnnwwlwu
dowynyeh dwlwpnwyp b swhbywunpblu wunpwnwnuw; hht wjwunnypubpht'
ytpwhdwuwnwynpbiny uwhuyhu hpduwpwp pGdwnpnieniuttpp: Lodnd £, np
wnwohtu dinighpjutin «Kwdpnippp phud, Lie» W «hd spuwn [tinhu» pbdwnpybi
Ehu GGpunubpwwgh pwunpnund nbinbu 1956 . nu Junnig nwpéb] dwuph
nwupuwnhp: Wdd wufuwihwu Gu dnighph ybipwdwd wugwd nwphubiph wdb-

* Yhuh dowynyeh b wpybuwnh wgquiht hwdwuwpwuh funpbngpwdhy wpytuwnp wd-
phruh duinhs, Nuypwhtwgh wpybunh quunwbudan gnpdhs, wpdbunwghunyewl fal-
wnnp, wpndbtiunp, chepalovst@gmail.com, hnnywdp ubiplujwgubint opp' 10.10.2022, gpwfunu-
GnL opp' 01.12.2022, wnwwagpnyejwu punniubint opp' 15.12.2022:
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phywu Shpdbipp pE uwnwgwuyh punpnyenu Yuwnwpbiny, pE hwunhuwwbup
htGwwppppniejntup  2wpdtiint wbuwlybnhg, hwwnwwbu bLeb upwugnd 9n-
owthynud Gu opdw Ytuuwhnyq hwpgbp: SEpnubpuwyugh pwwnpnup dgunnd |
htinwuw| nbpwuwuwlwu wdyniwih hwdwlwnpghg: Fw nbnp £ niubund Yud
ptdwnpnnubph  hwywlunyeniuubpp pwywpwnpbint dhinwdng, Ywd b upwug
dwutwghnwlywu uwhdwuwtwynipjwu htnbwupny nt dwuph Ywunuubphg hb-
nwuwnt dgunuwiny: UhUunyt dwdwuwly wofuwwnwuptutp Gu wwpynd Sbpwn-
ubpwugh pwwpnuh hbnhuwyniyeniup pwpdpwgubnt ninnniejwdp, wju nwpé-
ubnt Ujniupubunud owbipwjh, owtintiwh W djnighpih o9wfu, npuintin Ygnigwnpyp
dwdwuwywyhg tpwdonwlwu pwwnpnut hp nne pwqdwquuntgjuwdp W ubpun nt
wpryntuwybinn Ywwbip Yhwunmwwnp hp hwunhuwwnbup hbun:

Pwuuwgh pwnbp’ gbpdwuwlwu Bpwdonwlwu pwwnpnu, Gartnerplatztheater,
hwdwofuwphwiht - wypbdpbpwubp, Ugbwn  SGpnbpjwu, unghw-dowynipwihu
gnpédpupwgutin, dhodswyniejwhtu Yuwbn, dwupwihtu ypwihnfunieyniu:

GARTNERPLATZTHEATER IN MUNICH: SOCIOCULTURAL AND COMPARATIVE
ASPECTS OF THE CREATIVE PROCESS

OLEKSANDR CHEPALOV" (Ukraine, Kyiv)

For citation: Chepalov, Oleksandr. “Gértnerplatztheater in Munich: sociocultural and comparative
aspects of the creative process”, Journal of Art Studies, N 2 (2022): 138-151. DOI: 10.54503/2579-2830-
2022.2(8)-138

The article is devoted to the history and current creative processes in the
Gdrtnerplatztheater, the second most important musical theater in Munich and the
Bavarian region. The author investigates the origins of the repertoire trends that
highlighted the Theater at Gartnerplatz as a producer of light entertainment shows.
The article also looks into the processes that allowed the theatre to remove these
restrictions. In particular, the staging of German operas that are fundamentally new
in style (“Jonny spielt auf” by E. Krenek) is reviewed. Simultaneously, the author is
exploring similar avant-garde trends in the USSR theaters. As an example of a
resonant world premiere, the performance based on A. Terteryan’s opera “The
Earthquake” and the fate of the talented composer are analyzed.

It is noted that over time, the Theatre on Gartnerplatz developed its own style
and repertoire that did not show empathy for those in power and, on the other
hand, contributed to the increase in vitality and joyful emotions of the low-income

* Head of the Department of Choreographic Art of the Kyiv National University of Culture
and Arts, Honored Art Worker of Ukraine, Doctor of Sciences (Arts), Professor,
chepalovst@gmail.com. The article was submitted on 10.10.2022, reviewed on 01.12.2022,
accepted for publication on 15.12.2022.
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strata of the society. At the same time, from historical perspective, the theatre managed
to improve the culture of performance and to skillfully turn to old traditions,
rethinking the old fundamental productions. It is noted that the first musicals “Kiss
Me, Kate” and “My Fair Lady” were staged at the Gédrtnerplatztheater in 1956 and
have long become classics of the genre. Nowadays, the American films of the past
years that have been remade into musicals turn out to be trouble-free in the
selection of repertoire. The audience shows interest in them, especially if they raise
topical issues.

In the Theater on Gaertnerplatz, an actual process of moving away from the
system of acting roles is taking place. It sometimes happens to accommodate to the
directors’ conceptual claims, at other times — to adapt to their limited professional
skills and refusal from the canons of the genre. Concurrently, efforts continue
towards enhancing the prestige of the Gartnerplatztheater as Munich’s opera,
operetta, and musical theatre that seeks to show modern musical theater in all its
diversity while staying in close fruitful contact with its audience.

Key words: German musical theatre, Gartnerplatztheater, world premieres, Avet
Terteryan, sociocultural processes, intercultural contacts, genre modifications.
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Gartnerplatzthea 1900
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[xonHun B.B. Imutpues XBOCTEHKO XBOCTbé, 1929
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KPATKMIA OYEPK UCTOPUW BANETHOIA TPYNMbl EPEBAHCKOIO
FOCYAJAPCTBEHHOIO TEATPA OMNEPbI U BAJIETA UM. A. CNIEHOWAPAHA
B 30-40-E rOJbl XX BEKA

HA3EHWK CAPICAH"

Ins uutuposanusa: CaprcaH, Hasenuk. “KpaTkuii ouepk uctopum banetHoit Tpynnbl EpeBaHckoro rocy-
AapcTBeHHoro Teatpa onepbl u 6aneta um. A. CneHpuapaHa B 30-40-e ropbl XX Beka”. Mckyccmsosed-
yeckuli xypHan, N 2 (2022): 152-166. DOI: 10.54503/2579-2830-2022.2(8)-152

Ouepk HanucaH okono copoka fneT Haszap (He onybnukosaH). OH moyTM non-
HOCTbIO OMMpaeTCA Ha 3anucy, CaenaHHble B Npouecce NMYHbIX becep, ¢ banepuHamu,
TaHLOBLLMKamMK 1 xopeorpacamm, CTOABLUMMU Y UCTOKOB POPMUPOBAHUA W MEPBbIX
OBYX BecATUNeTUin featenbHocTn baneTHoi Tpynnbl EpeBaHcKoro rocynapcrBeHHOro
TeaTpa onepbl u baneta um. A. CneHguapaHa. OxapakTepusoBaHbl Bepylime bHane-
pyHbl 1 TaHuoBLMKM 30-40-x rr. 1 oTyacTn penepTtyap. 3HauuTeNbHOE MECTO YAeneHo
OCHOBOMOMOMHWKY apMAHCKOrO HaloHanbHoro b6aneta Wnbe ApbatoBy (Arybany).

Kniouesblie cnosa: GanetHasa Tpynna Apmenun, Wnba Apbatos, Jltobosb
BouHoBsa-LlUnkanaH, Cepreii CapkucaH, Enena Apapatosa, 3ape MypapgaH, Tepesa
lpuropsaH, Asat [apubaH.

Bcrynnenune

HacTtoawuiti oyepk npumedateneH Tem, YTO HanucaH OKONMO COPOKa NEeT Hasaf,
(He onybnukosaH). OH MOYTM MONHOCTLIO OMMPAETCA Ha 3anucu, — ChenaHHble B
npouecce nnMyHbIx becen c banepuHamu, TaHLOBLLMKaMKU U xopeorpadamu, CTOAB-
WNMKX Y UCTOKOB (DOPMMPOBAHWMA U NepBbIX ABYX LECATUNETUMIA peaTenbHocTn Oa-
netHoil Tpynnbl EpesaHckoro rocypapcteeHHoro TeaTpa onepbl U 6aneta
um. A. CnenguaparHa. OHM paccKasbiBanm He TONbkO O cebe, HO U O [pyrux uc-
nonuutensx, xopeorpadax M nocrtaHoskax Toro nepuopa. ConoctaBue 3TN xapak-
TEPUCTUKN, HaM YAanocb COCTaBUTb Oonee uAM MeHee MOMHYK KapTUHY uMcnon-
HUTENbCKOro W OaneTMeiicTepcKoro WCKYcCTBa Ha4anbHOro 3Tana [eATeNbHOCTH
HaLleii npodpeccoHanbHoil baneTHoid Tpynnbl. Mbl uckpeHHe b6narogapum Jmntpus
Asapbesnya LUnkanaHa, Jltobosb [lasnosHy BouHosy-LlnkanaH, Ceprea KoncraHTu-
HoBuya CapkucaHa, EneHy XpuctodgoposHy Apapatosy, 3ape Mypagoeuya MypaasHa,
Tepe3sy PaunesHy [puropan, Asata Topromosuya [apubsaHa 3a copepiatenbHyro
beceny W LeHHble CBEAEHNA, NerLune B OCHOBY Mpef/iaraemMoro BHUMaHWIo YutaTtenei
oyepka. CseTnasa um namATb. ..

* Bepywuit Hay4HbIil coTpyaHuk oTpena Teatpa MHctnTyta uckyccts HAH PA, pokTop nc-
KyccTBoBefieHUA, nazeniks@gmail.com, ctatba npepctasneHa 12.01.2022, peueHsuposaHa
07.12.2022, npunata k nybamkauum 15.12.2022.
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U3noxeHne ocHOBHOro MaTtepuana

«Tpdam, paszopadeHHbIl BUHOM, yBuOes XeHWUHY, Ype3sblyaliHo Kpacusyro, N0 UMeHU
HaseHuk, komopas nena pykamu...» [10, c. 110].

MNpuBepneHHble B anurpade CTpokW, HanucaHHble MoBcecom XopeHauu o
npupBopHoil TaHuoBLMLe Il Beka, ABNAIOTCA MO CyLLECTBY, NEPBOiA, OYEHb KpaTKOi
1 oyeHb obpasHoii «baneTHoli» peueHsmneii. HaBepHoe, 6bin0 6b1 NpaBUibHEE HavaTb
UCTOPUIO TaHL,EeBaNbHOMO UCKYcCTBa ApMEHUM C 3TOrO Nepuopa, MOCKONbKY MCMOS-
HUTENbCKNE TPALULMMN N UCMIONHUTENBCKUIA CTUMb, NPOABNAIOLLMECA U Yepe3 LEeCATb,
U yepes ABajLaTb CTONETWI, CKNAfbIBAOTCA Ha MPOTAMEHUM BCEN UCTOPUM HapOLa,
Ha NPOTAMEHUN HEOTPbIBHOW OT Hee ucTopun nckyccTea. ComnocTaBuM NpuBefeHHbIE
BbIlle CTPOKU M3 HanwucaHHoii B V Beke «McTopum ApmeHum» c BbiCKa3blBaHWEM
M. Topbkoro 06 apmAHckux TaHuoBlimuax XX Beka: «.../ cHoBa Bce Mbl 6binu
0YapoBaHbl U3YMUTENbHON PUTMUYHOCTBIO UX [BUMEHWIA, KpacoToil mecToB» [2, C.
138]. lNpeemcTBEHHOCTL OYEBMIHA, HO TEM He MEHEe B HalleM OYEPKE Mbl pac-
cMaTpuBaeM nullb HebOMbLLOW BPEMEHHON OTPE3OK MCTOPUM UCMONHUTENBCKOMO UC-
KyccTBa apMmAHCKoro baneTHoro Teatpa, TouHee, uctopum banetHoi Tpynnbl EpeBaHckoro
TeaTpa onepbl 1 6aneta umenn CnenpurapaHa, a umeHHo, 30-50-e rr. XX Beka.

He yxopa B rnybuHy cTOneTuid, CKameM HECKONbKO CNMOB O MOYTU CTONETHEM
npouecce CTaHOBNEHUA B APMEHUW CLEHWYECKOro TaHLEeBalbHOMO WCKYCCTBa €BPO-
neiickoii Tpaguuum.

Utak, B 40-60-e ropbl XIX Beka nepsblii apmaHckuii TaHuoBwuK [eopr Yu-
NMHKMPAH BbICTyNan B NonyuupKosoii-nonyapamatuyeckoil Tpynne OsaHHeca [ac-
napaHa Teatpa ApamaH B KoHctaHTuHOMNone. B Tpynne 6binn 1 nepeble TaHLOBLLW-
ubl-apMAHKKM — pesoyku 10-13 net, poauTenu KoTtopblx, C Tpymom nepebopos BOC-
TOYHblEe MpefpacCcyfkn (MeHWwmMHa Ha cueHel) paspewmnM MM [0  LOCTUMEHMA
6payHoro Bo3pacta NMpPUHUMATb y4acTMe B KOHLEPTHbIX MporpaMmax B MacCOBbIX
TaHuax. [lepBbIM apMAHCKMM KOMMO3UTOPOM, CO3AaBLUMM «baneTHyro» My3blKy —
Toxe B XIX Beke — Obin Turpan YyxapgKAH: B ero onepax monyyvnu CLEHUYECKOe
BOIMJIOLLLEHWE TaHLeBalbHble CleHbl. [lepBbiIM apMAHCKMM MOCTAHOBLLUKOM TaHLEB U
negarorom 6bin EpaHoc-Mukasn Yanpact, W3y4mBLUMIA UCKYCCTBO TaHLa y UTaNbAH-
CKUX neparoroB B KoHcTaHTMHOMoMe. YanpacT opraHu3oBan HECKONbKO TaHLEBaNb-
HbIX LWKON 6biITOBOro 6anbHOro TaHLA, a TakMe OCYLLLeCTBUN MOCTAaHOBKY TaHUEB B
onepeTouHbIX nNpepctaBneHuax TeaTpa BapposaHa, a 3aTeM M B OnNepeToYHOW
Tpynne Ceposbe [leHknAHa. 3pecb BbIAENANNCH UCMONHEHUEM TaHLLEB akTPUChbl AH-
HUK YyxapmaH, Actxuk, Foapuk LUnpuHaH... 210 6b1nn 60-90-e rogpl XIX Bexa. A B Ha-
yane XX 3abnucrtanu MCMOMHUTENBHMLbBI BOCTOYHbIX TaHUeB Buktopua XauukaH, no-
NyuyvBLIAA Npu3HaHWe Ha BcemupHom chectusane B [lapwe B 1900 rogy, ApmeH
OraHAH - BbI3BaBLUaA Ha MO3TUYECKOE OTKPOBEHWE HE OfHOro ¢ppaHLy3CKOro rmosTta u
nucatens, B YACHE KOTopbIx Obin AHaTonb PpaHc.
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B panbHelilwem ofHa 3a gpyroii nocnefosany CTyguu: CTyauA pUTMa U niacTuku
C.C. Jlucnuman, ocHoaHHaa B 1917 rogy u npocyuiectBoBaBLlaA okono 15 net, pas-
NUYHble CTYOMKM KaBKa3CKMUX TaHuUeB, xopeorpachuyeckana ctyaus Barpama Apucra-
KecAHa, co3parHaa B 1924 ropy B EpeBaHe...

MmeHa npodpeccnoHanbHblx banetHbix wucnonHutenein noasnatotca B 10-20-x
ropgax XX seka. AnekcanHpnp ApTembeBud AnexkcaHppos (MapTupocaHu) BbicTynan B
CospemeHHom TeaTpe u TeaTpe komuyeckoii onepbl B [leTporpage, a Takie Ha cue-
He Bonblioro Teatpa B Mockse. C ero umeHem cBA3aHbl U NepBble LUArn Kasaxckoro
6aneta. Cepreii Hukntuy KeBopkoB nonyumn npodpeccMoHanbHyto MOArOTOBKY B
MeTepbypre, Ha npoTAMeHun Jonrux net bbin banetmeiictepom bakuHckoro TeaTpa
onepbl u 6aneta um. AxyHposa. Cepreii Hukonaesuy Ceprees (Baptan6aboB) oKoH-
uun ctyguro M.U. Tepunu B Tucpnuce, 6bin aptuctom u banetmeiictepom Tudpnnc-
cKoro TeaTtpa ornepbl u baneta, banetmeiictepom CBeppfoBCKoOro Teatpa, 3aTteM Ha
MPOTAKEHNN [ecATU neT Bo3rnaenan banetHyto Tpynny Kuesckoro Teatpa onepbl u
6aneta um. Tapaca Llesuenko. Ctyauto Mepunun B Tudpnuce okoHumnm Takme JmnT-
puii Asapbesny LLnkaHaH (ncesgoHum [IMutpues), npuHMMaBLLKii yHacTue B Crek-
TaknAax ractponupytoweii Tpynnel M. MopakuHa 1 BnocnefcTBum CTaBLUMIA CONNCTOM
Tudpnucckoro Teatpa onepbl u baneta; CypeH I'puropbesny lNopckuii (Tep-I'eBoHaaH) —
conuct baneta Tudpancckoro, 6aKMHCKOro, CBEPAIOBCKOro, HOBOCMOUPCKOro Teat-
poB, B AanbHeiiem — pupuxep Teatpa onepbl u 6aneta um. 3. Manvawwsunu.

Mtorve 6anepuHbl 1 TaHUOBLLMKK, Takue Kak E.X.Apapatosa, J1.I1. BouHoBa-
vkanan, C.K. CapkucaH, I'. Teopruan, P. TaBpusan, 3. MypagaH pabotanu B pasnuuy-
Hbix ropogax Cosetckoro Coro3a 1 O BpemeHem BOLLIM B cocTaB baneTHoil Tpynnbl
Teatpa um. CneHpuapsHa.

B 1932 ropy B EpeBan npuexan gpyr v egvHombiwneHHUK Muxamna PokuHa,
6bIBLLIMIA TaHUOBLWMK MapumHckoro Teatpa u npodpeccop letepbyprckoli KoHcepsato-
pun B. TpecHAKOB, C YbMM MMEHEM CBA3aHO Hayano uctopum BaneTHoi Tpynnbl Epe-
BaHCKOro Teatpa onepbl 1 b6aneta um. A. CneHpgmapaHa.

BaneHtun WeaHoBuu [lpecHakoB npuexan B EpeBaH u3 Opeccbl. [locne
OxTAbpbckoii pesontouun oH npopabotan B Butebcke, roe ocHoBan HapogHyto
KOHCepBaTOpPUIO U Kypcbl puTMUKM o cucteme . Mak-[anbkposa, a ¢ 1924-ro no
1932 rr. npenopaean B Opecckom MysblKanbHO-Apamatnyeckom MHcTuTyTe. B Epe-
BaH C HUM npuexanu conuctka 6aneta B.l. [lpecHAkoBa U NATb MONOABIX TaHLOB-
wmuy, okoHumslmx Opecckyro xopeorpadmyeckyto ctyputo. B ceson 1933-34 rr.
BECb COCTaB TPynnbl BMecTe ¢ BocnuTaHHMKamu EpeBaHckoro xopeorpadpuyeckoro
TexHWKyma wucumucnanca B 17 yenosek. [lepBoe BbICTynneHWe Tpynnbl COCTOANOCH B
1933 rogy B onepe «Anmact» A. CneHpguapAHa. [locTaHOBKY TaHLEB OCYyLLECTBUI
B. ApuctakecaH. B nepBbie rogpl cyliecTBoBaHWA Tpynnbl eé coctas bbli He TONbKO
manouucneHHbiM (34 aptucta k 1938 ropy), Ho n HectabunbHbiM. TaHuopbl 1 6a-
neTmeiicTepbl 3afep:MBanncb NnLb Ha OfWH-ABa ce3oHa. Kpome [MpecHAkoBa B 3TOT
nepuon, B Teatpe pabotanu 6banetmeiictepbl 0. PeliHKe, ocylLlecTBMBLUMIA nocTa-
HoBKy «JlebepuHoro osepa» (1934 r., nepsbiil baneTHblli cnekTaknb Ha cueHe Epe-
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BaHckoro Teatpa) u E. M. KysHeuos. [Npuexas n3 lepmu, E. KysHeuos npobbin B
Teatpe ce3oH 1937-38 ropoB, B TeyeHue KoToporo nocrasun «BanbnyprueBy Houb»
n3 onepbl L. TyHo «PaycT», TaHueBanbHble cueHbl B onepax « Tuxuid Jon» W. [13ep-
#MuHcKoro un «Pycanka» A. [laprombisckoro. Takum obpasom, Hanbonbluas 3acnyra B
chopMUPOBaHUK 1 3aTOMEHNN OCHOB, HEODXOAUMBIX 1A CYLLECTBOBAHWA TPYMMbl, BHE
BCAKOrO COMHEHWA, npuHagnexmt [lpecHakoBy. 3a nepuop paboTbl B Teatpe WM
nocTasneHbl 6anetbl «lpokasHuub» («TweTHaAa nNpPeLoOCTOPOKHOCTL») [epTens
(1936 r.), «Beuep 6aneta» (1936), TaHubl B onepax «EsreHuii Onerun» (1933),
«Kapmen» (1934), «Jlakme» n «[lonoseukune nnacku» B onepe «KHA3b Wropb»
(1936). lNpecHakos opraHn3oBan nNpu Teatpe CTyAMIO Knaccuyeckoro TaHua. B 1938
ropy Ha 6ase 3Toii CcTyaMM u xopeorpadpMyeckoro TexHWKyma CTano AelicTBoOBaTb
EpeBaHcKoe xopeorpadmyeckoe yunnuiie.

Ecnun BO Bcex BbllleyKa3aHHbIX MOCTAHOBKaX Tpynna Npoxofuna «LIKony» eBpo-
neiickoro TaHua M ocBauBana asbl Knaccuyeckoro baneta, TO B HaLMOHaNbHbIX One-
pax «Anmact», «AHyw», «Xpabpblii Hasap», «TanapHUKOC» 3aKnafbiBanMcb OCHOBbI
HauWoHanbHol xopeorpadun. [locTaHOBKY TaHLEB B 3TUX Omnepax OCYyLLECTBUMM:
B. Apuctakecan — «Anmact» (1933), «Anyw» (1935); C. Jiucuuman - «Xpabpebiii Hazap»
(1934), «Ha paccete» (1938) u I'. BapxyaapaH — « TanapHukoc» (1937). B coctas Tpynnbl
Bxogunu ucnonHutenu E. ApapatoBa, [1. BypHasaH, I'. Apyt, B.[lpecHakosa, H.Ecurosa,
0. Haymosa, K. Benuukas, O.HKpacHowek, A.AbaraH, C.Capkucosa, M. CmyueHko, A. bo-
raHobkoea, K.[laurnebosa, [. Jemuposa, HO.BapeHmionnep, P.TaspusaH, L. BapocaH,
M. Camsenos, M. AnaseppaH, A.JlebepeB, Op.ManykaH, B.Cwunaes, W. HaiipeHos,
W. Edpumos un ap.

B ce3oH 1938-39 ropa npousoluna nouTM nofHaA «nepeveHa Aekopauuii». [Nog-
roToBKa K nepBoii [lexasie apMAHCKOro nckyccTBa B MOCKBeE Cbirpania peLuaroLLyto posib B
uctopun Tpynnel. Coctas yBenuuunca sasoe. K ywe pabotasluum B Tpynne conanc-
Tam: E. ApapatoBoii, 1. BypHasaH, . ApyT npucoepmHunucb npurnatierHole J1. Bou-
Hosa-LLunkanaH, C. Capkucan, P.TaspusaH, [.TeopruaH, 3. MypapaH. B pexapHbix
CMEKTaKNAX MPUHANK yyacTue u Oyfylume apTUCTbl, B TO BpPeEMA elle yyalluecs Xo-
peorpacpuyeckoro yumnuuwia: T. [puropsaH, A.lapubsH, B.XaHamupsaH, C.MwuHacaH.
Bosrnasun tpynny U. Apbatos.

* k¥

«Ha Moto ponto Bbinano cyacTbe MOCTAHOBKW MNEPBOrO HaLMOHANbHOMO CO-
BeTcKoro 6aneta Apmernun», — nucan Wnba Unbuy Apbatos [1, c. 203].

B 6wuorpacdum Apbatosa (1894-1967) nopamaeT upesBblyaiiHO obLIMpHas
reorpadpua ero [LEeATENbHOCTM, PasHOCTOPOHHAA OJAPEHHOCTb W MHoroobpaswue
TBOPYECKMX NPOABNEHNIA.

Wnba Wnbuy Apbatos (ArybaH) monyumn xopeorpadpuyeckoe obpasoBaHue B
ctyogum M. U. MepuHn B Tudpnuce. B 1921 ropy oH BbicTynan Ha acTpage € UCMo-
HEHWEM XxapaKTepHbIX TaHLEB, a TakKe CTaBUA TaHUbl B CMNEKTaKNAX apMAHCKUX
OpamaTuyeckux Tpynn B Tudpnuce. B 1922 ropy, yxe B Batymun, oH npenopasan B
opraHusoBaHHoi [1. KasapAHom My3blKanbHOI CTyguW Ha oTaeneHun b6aneTa u nnac-
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TUKW, ABNAACL B TO e BpemAa bGaneTtmelictepom onepetoyHoit Tpynnbl Llapa
Tanbana. B 1925 ropy oH 6anetmeiictep ApMAHCKOro Teatpa My3blKaibHON KOMEANU
(py. M. Banwwup) B PoctoBe-Ha-[oHy. B 1927, BHoBb ¢ Lllapa TanbAHoMm, oH B Tpyn-
ne «Pycckaa mysbikanbHaa komepua». B Tom ke 1927 ropy npurnatuaetca conuctom
M rnaBHbIM bOanetmeiictepom B TeaTp onepbl u 6aneta um. 3. [Manvawsunum B
Tudpnuce. C 1920 no 40-e rogpl Apbatos pabotan B Ycbe, Kazanu, Baky, Téunucu,
Xapbkose, TawkeHTe u Epeane. Ocobo cTouT OTMETUTH €ro [eATENbHOCTb B
Tawkente. B nepuog ¢ 1929-ro no 1933 rr., bynyun 6anetmeiictepom Pycckoro
TeaTpa onepbl u b6aneta M. CBepanoBa, OH OCyLLECTBUN MocTaHOBKM baneTos «lLlle-
xepe3aga» H. Pumckoro-Kopcakosa (1929), «Canambo» A. ApeHnpca (1932), «Pe-
peHpxu» B. AHoBckoro, «Apnekunaga» P. Opuro (1933). A B 1940 rogy, coBmecTHO
¢ Tamapoin XaHym, Y. Kamunoebim u B. ['ybckoii B TeaTpe onepbl u baneta um. Hasow
um bbina ocyLlecTBieHa MocTaHoBKa y3beKckoro HauwoHanbHoro 6aneta «[ynaH-
nom» E. Bpycunosckoro. BanetHyto Tpynny EpeBaHckoro TeaTpa onepbl u 6aneta
. Apbatos c nepepbisamm Bosrnasnsan B nepuog, ¢ 1938-ro no 1957 rogbl. C 1942-ro no
1967 ropbl, TakMe C nepepblBaMu, OH PYKOBOAMA TaHLUEBaNbHbIM aHcambnem
3akaBKa3CcKkoro BOeHHOro okpyra. [lomumo 6anetoB, ApbaToBbIM OCyLLLECTBAEHDI
MOCTaHOBKM TaHLEB B ornepax, onepeTTtax, ana AHcambna necHu v TaHua n AHcambns
TaHua ApMmeHumn, ScTpagHoro aHcambna ApmeHun (pyk. A. AiiBassH), HapoOAHbIX XOpeo-
rpacouyecknx aHcambnein I'pysumn, Asepbaiipmwana, CesepHoit Ocetuu. Vm cospaHo
TaKie OrpoOMHOe KONMYECTBO KOHLLEPTHbIX Xopeorpacpmueckux Homepos. Apbatos
6bin HapfeneH M Aapom MUBOMMCLA, caMm OCOPMIAN CBOW MOCTAHOBKU: «ApnexkuHamy»,
«KpacHblit mak» P. Iiuapa, «[loktop Aiibonut» U. Mopososa. o ero ackusam 6biiu
BbINOJHEHbI KOCTIOMbI B banetax «Xanpyt» A. CneHpuapaHa u «Mapmap» 3. Ora-
HecAaHa. OH ABnAeTcAa coaBTopoMm cueHapues banetos «CesaH» [. ErmasapaHa (cos-
mecTHO ¢ B. BaptanaHom) n «Mapmap» (coBmectHo ¢ O. ['ykacaHom). KpacwBblii, ¢
3ppeKTHON CLEHNYECKOIN BHELLHOCTbIO, apTUCTUYHBII, HO AnA GaneTHoro TaHLUOB-
LMK HECKOMbKO MOMHOBaTbIi, Ap6aToB BbICTyNan NpPeMmMyLLLECTBEHHO B MAMUYECKNX
naptuax: mpeit («baxuncapalickuii doHTaH» b. Acadbesa), Jn-LLaHdy («KpacHbiii
mak»), MeTp | («MepHbIii BcagHuk» P. [muapa), Joktop («[dokTop Alibonut»), abo-
6up3a («Cuactbe» A. XauaTypsaHa), Mato («CeBaH»), KHAa3b Bakyp («Mapmap»).

AkTepckoe paposaHue ApbaToBa npoasnanocb U B pabote ¢ ucnonHutenamu. B
npoLecce NMOCTAHOBKM OH C paBHbIM MacTEPCTBOM W/IOCTPUPOBAN W KEHCKue, U
MyxcKue obpasbl. Kak oTmevana npocnaeneHHana apTucTka baneta u neparor Tepesa
lpuropsH, cCKpynyne3Hoe crefoBaHWe ero nokasam MpYHOCUIO UCMONHUTENIO KONMOC-
Ca/IbHYIO Nonb3y BO BpemA paboTbl Hapg, ponbto [4]. BcnomnHatoT Takie ero ypesBbl-
YaiiHO rpaLyO3HOE WOCTPUPOBAHUE apMAHCKUX MEHCKUX TaHLUeB (Kak M3BECTHO,
TakuMm e papom bbin HapeneH Komutac). OpHaKko NOCTaHOBOYHbIW NpoLecc npoTe-
Kan y Apbatosa HepasHoMepHO. [MoBbILLIEHHaA TBOpUeCKkas aKTWBHOCTb CMEHANach y Hero
nepviopamu crnapa. Bpobasok, oH 0bnapgan HeCKONbKO HeypaBHOBELLIEHHBIM XapakTepoM 1
6onesHeHHbIM camontobuem. [Npu atom, 3a 50 net cyLuectsoBaHuA EpesaHckoii baneTHoit
Tpynnbl BPAA AN KTO 6b1n Ntobum BCcemn Tak, Kak Mnba Unbuy Apbatos.
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Ha cuenre Teatpa onepbl u 6aneta um. CnenpguapaHa ApbatoB ocyLuecTBun noc-
TaHoBKy 6anetoB «ApnekuHapa» (1938), «baxuucapaiickuit doHTaH», «CuacTbe»
(1939), «Xangyt» (1945), «[Joktop Aiibonut», «MepHblii BcagHuk» (1949), «CeBaH»
(1 956) n «Maprvlap» (1 957)

WHomBupyanbHblii nodyepk ApbaToBa NpOABNAACA MNpPU MOCTAaHOBKE KNaccw-
UECKUX W PYCCKUX COBETCKUX 6aneToB, HO Mbl OCTAHOBUMCA TOMbKO Ha MpUHLMMax
€ro MoCTaHOBKM HaLuMoHanbHbIx baneTHbIX criekTakneil. Bo-nepBbix, motomy uTO
ueTblpe U3 cemu banetoB apMAHCKUX KOMMO3UTOPOB, MOMYYMBLUMX CLEHUYECKOE
sonnoweHne B 1939-1960 rr., noctaBneHbl UM, BO-BTOPbIX, 4TO OTHIOAb HE MeHee
BaMHO, MOTOMY 4TO TPYAHO NepeoueHuUTb Bknag ApbaToBa B Aeno cTaHOBiAeHUA
apMAHCKOro HaLMOHaNbHOro CLEHUYECKOro TaHua 1 baneta.

Cpasy otmeTum, 4YTOo fpamatyprus apbaToBckux 6aneToB BCELENo BMUCbIBAeTCA
B 0obLyto KapTuHy 3aHaBLero B 30-40-e roapl Begylee nonoxeHue B COBETCKOM ba-
neTe HanpaefeHUA «XOPEOApamMbl», CO BCEMM ee AOCTOMHCTBAMU M HefoCTaTKamu:
YETKOI OMpeneneHHOCTbI0 MecTa U BpemeHW [elcTBUA, coumanbHoll M npodpec-
CMOHa/bHON NPUHALNEKHOCTU FepoeB, MOCNefoBaTENbHOW MOTUBUMPOBAHHOCTBLIO WX
MOCTYMKOB, 0OUAMEM CIHOMETHbIX CUTYauuidi U NAHTOMUMHbIX 3nn3040B. Ho, nockonb-
Ky 6onblUoii ynop fenancA Ha MaHTOMUMHYHO 4YacTb, MOMHO 3aAaTbCA BOMPOCOM:
Morfia 1 NPOABUTLCA HaLMOHaNbHasA cneuudmka B naHtommume? [lymaem, 4to morna,
nbo y Kampoih Hauuu, Hapafy co BCeOOLLMMM, MPUCYLLUMU BCEMY YENOBEYECTBY
MecTamu, ecTb onpefeneHHblii Habop creuuduyeckx KecToB, NPUCYLLMX ULLb JaH-
HoMy Hapogy, nnbo Hapojam, XvByLW MM no cocenctsy. W notom, y niopeit pasnuu-
HOWi HaLMOHANbHON NPUHALNIEXHOCTM HEOAMHAKOBA U MaHepa «MHTOHUPOBaHUAN»
#ecToB. He MeHee BaXHO, 4TO B JaHHOI ccpepe NpoABAAETCA NOYEPK HE TONbKO Oa-
netmeiictepa, Ho U ucnonHutena. CTpemneHwe MakcumanbHO HacbiTUTb banet 3pe-
NULLHOCTBIO NpoABNANoch y ApbaToBa Aame B [MBEPTUCMEHTHbIX TaHLaX, Kak COfMb-
HbIX U LY3THbIX, TaK U MaccoBbIX: OH BCErfa NPUBHOCUN B HUX XOTA 6bl HEOOMbLLOIA
NOKaNIbHbIW CHOMETHbIN MOTUB.

TaHueBanbHble cueHbl B apbaToBCKMUX banetax MOMHO pasfenuTb Ha fBa Tuna:
NOCTPOEHHbIE MPEVMYLLLECTBEHHO Ha 3NlEMEHTaX HaLMOHANbHOIO TaHLa, W COYeTaro-
LMEe KNacCUYecKue 3MeMEHTbl C HauuoHanbHbiMW. MeTon BBepeHuA ApbaToBbim
HaLMOHaNbHbIX BblpPa3UTeNbHbIX CPELCTB B CLLEHUYECKMIA TaHeL, MOMHO COMOCTaBUTb
C METOLOM, MCMoNb3yeMbiM KomnosuTopom H. TurpaHAHoMm B My3bike: oba obpalua-
NUCb NMPEUMYLLLECTBEHHO K ropofckomy chonbkiopy, noaseprad ¢OnbKIOPHbIA UC-
TOYHUK 3HauuTenbHoli obpaboTke. Ho ApbaToB molwien 3HauMTenbHO Aanblue Tur-
paHAHa. B apbaToBckoii KOMMO3MLMKU COBMELLANUCL OBUKEHUA U PUrypbl, CXOLHblE
Mo TUMY W XapaKTepPy UCMOMHEHUA, HO NMpUHagexallue pasfMyHbiM HaLWOHabHbIM
TaHLeBalbHbIM MaHpam. B MaccoBble CLeHbl MPOHUKAM 3MEMEHTbI KaKk MYyMCKOro,
TaK W MEHCKOro COMbHOMO TaHua, B cuiy 4ero 6bin HapyLleH obLyuiA npuHLMN NocT-
POEHVA apMAHCKUX MacCOBbIX TaHLEB: B HUX MYKUMHbI U MEHLLMHbI UCMOHAIOT Kak
npaBuio ogHy u Ty e domrypy vnu cpopmyny. Takum obpasom y ApbaToBa npon3oLLso
pasfeneHne NEKCUKN Ha MY3KCKYHO U HEHCKYHO.
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3HaunTenbHble U3MEHeHWs MPOW3OLLAN B NMOCTPOEHWUM pucyHKa TaHua. Ecim B
apMAHCKWUX MacCOBbIX TaHLax Y4YaCTHWUKM TMPOABUraloTCA B OJHOM HarpaeneHuu
(yawe Bcero BnpaBo) MO NpPAMOIA, MO Ayre, MO KPyry, TO NPU COBMELLEHUN 3TOro
npyYHLMMIA C NPUHLMNOM CUMMETPUYHOCTU, PacrofoMeHNEe y4acTHUKOB B npodpec-
CHOHANIBHOM CLIEHWYECKOM TaHLEe W BO MHOMKECTBE LpYrvMX BapuWaHTOB MOCTPOEHUA
pUCyHKa, Mpepiaraemblix Knaccuyeckum 6anetom, BbipaboTanvcb COBEPLUEHHO HO-
Bble KOMMO3WLMOHHbIE MPUHLMUNBI.

Hakowreu, camoe rnaBHoe — apbatoBckue pyku. Kak otmetun Asat lapubsH,
«ApbaToB NOHMMAaN, YTO €Ccnu YENOBEYECKOe TENO — 3TO OCTOB TaHLa, TO PyKKU — 3TO
ero pywa, ero 6uorpadma M HauMoHanbHasa NpuUHaaNeRHoCTby» [5]. JlekcuKa KeHcKux
pyK — camoe bonbLUoe XypoecTBeHHoe aocTumeHvne ApbatoBa. ITo bbina uenbHasA
cucTema, B KOTOPOWA Bblnv cnasHbl NONOMEHWNA U NEpPexoibl, BeayLlue pofoCiOBHYH
OT apMAHCKOW, Tpy3UHCKON, asepbaiifaHCKON W y30EeKCKOW HaUMOHANBHBIX NEKCUK.
YCTaHOBUTb WX 3THOrpachuyeckyto MPUHALIEKHOCTb [OBOMBHO 3aTpyfHUTENbHO. B
KOHe4yHOM cyeTe 31O bbina cuctema camoro ApbatoBa — cBoeoOpasHad, 3penuiiHas U
OYeHb HMBYYaA.

B cdpepe cuHTesa Knaccuueckoro u HauuoHanbHoro TaHues, MeTof ApbatoBa
MOMHO CpaBHUTb C METOAOM MUOHEPOB apMAHCKOrO MHOTFOrOMOCUA: Kak MHOForo-
nocHaa obpaboTKa MOHOAMM MOBAWANA Ha CrEUMPUKY KOMMO3ULMKM, TapMOHUU U
pUTMa, Tak BBEAEHWE B CUCTEMY KIACCMUYECKOro TaHLa HaLuMOHaNbHOW NEKCUKU Npu-
BENO K paHee OTMEYEHHbIM W3MEHEHWAM B PUCYHKE, METPOPUTMUYECKOM COOTHO-
LUEHMW TaHLEBaNbHbIX 3MEMEHTOB B KOMMO3ULMM U K NepecTaHoBKe akueHToB. [lo-
MWUMO 3TOr0, U3MEHUNUCL U Xopeorpadpmyeckne gopmbl knaccuyeckoro baneta, no-
NOMeEHNA yacTell Tena (Hor, pyK, ronoBbl, KOpnyca) B KNacCMYeckux nosax, B [BuKe-
HuAx. Kpyr nekcukwu, 3akpenneHHblii ApbaToBbiM 3a HauMOHaNbHbIMU — repouyec-
KUMU, TIMPUYECKUMU, KOMUYECKVMM, OTpULATENbHBbIMM MEPCOHaKaMu, Nepexons u3
baneta B b6anet u WNUdyACb, NOCTENEHHO U3 MHAUBUAYANbHO XapaKTepHOro npeob-
pa3oBbliBaNCcA B TUMONOrMYeCkuid, co3fasan, Takum obpasom, TOT dpyHAamMeHT, onu-
paAcb Ha KOTOPbIiA MOXHO ObINO NpojonKaTh JanbHelillyto pa3paboTKy Hauumo-
HanbHoi1 baneTHoii xopeorpadun.

Kak oTmeuyanochb Bbille, TaHueBalbHble 06pasbl, B YaCTHOCTU, MEHCKUE TaHLe-
Ba/bHble obpasbl, B banetax ApbaToBa paspenAnMcb Ha fBa Tvma: coyeTtaroLiue
KNacCMYeckMe M HauuoHanbHble Ma, W MapTUM, OCHOBaHHbIE Ha HaLMOHaNbHOM
NEKCMKe MapTepHOro MnaHa, CTPOALLMECA Ha TMAaBHbIX XOJax, MATKMUX, He3Ha-
uuTenbHbIX U3rnbax Koprnyca v NMoBOpoTax rojoBbl W rMaBHOe — Ha pa3BWUTOl nnac-
TUKe pyK. MIMEHHO B Takux MapTWAX MapTepHOro nnaHa NpoABMAacb UHAWUBUOYyaNb-
HocTb [NaBnunHe bypHassH.

MaBnvHe ApamoBHa bBypHasaH okoHuuna EpeBaHckyto xopeorpadpuueckyro
crynmto B. ApuctakecaHa u 6bina ofHOI M3 NepBbIX apMAHCKMX TaHLOBLUWL, Mpu-
wepwux B Tpynny Teatpa B 1932 rogy. MuHmaTtiopHas, ¢ rpauvosHbIMU MaHeEpamu,
TOHKUMW YepTaMu nua U CKPOMHO OnyLLeHHbIMM rnasamu, [1. BypHasaH mMoxHO cyu-
TaTb OCHOBOMOMOMHWLLEN UCMONHUTENBCKOrO CTUAA CYrybo HaLMOHaNbHbIX MEHCKMX
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nupuyecknx TaHueB. OcobeHHO BblpasuTenbHbl ObIMUM KUCTW ee pyK, BbioLLME
TOHKMe y3o0pbl. Ecnn rosoputb 0 npeemcTBeHHOCTH, TO cTunb [laBnvHe bypHasaH,
npaBja, NPENOMIEHHbI CKBO3b MPW3My KNacCUYECKOrO TaHLa, MPOABUICA B WC-
MOMHWUTENBCKOM CTUNE apMAHCKUX banepuH nupuyeckoro amniya — CunbBbl Mu-
HacaH, [xynbeTTbl KanaHtapsaH, dnbeupbl MHalakaHAH.

[lpyroii ucnonHuTenbHWUel TaHLEB NAapTEPHOro MnaHa, HO C UHOW MaHepolt UH-
ToHMpoBaHuA, bbina lana ApyT (lasHe OBcensaH), Toxe ofHa U3 NepBbIX NpULLEALLIAnA
B epeBaHCKyto Tpynny. Xopeorpacuyeckoe obpasoBaHve monyuuna B Tudpnuce, B
ctyamn M.U. Mepuun, n go 1936 ropga taHueBana Ha cueHe TUIUCCKOro TeaTpa.
HeobbiuaiiHo kpacuBas, BbicOKas, cTaTHasA, C ropAenuBoii ocaHkoi, lana ApyT morna
6b1 ObITb repouHeli (POKMHCKMX OpueHTanbHbIX OaneToB. HeckonbKo 3amepnfieHHble,
nnaBHble OBUMEHWA, NepeMexaroneca ¢ 3pdeKTHbIMM OCTaHOBKAaMM B MO3ax Bbl-
3bIBanu B BoobpameHun obpasbl rapeMHbix TaHuoBLmML, Boctoka. . ApyT BbicTynana
NperMyLLLeCTBEHHO B TaHLEBalbHbIX CLieHaX B OMepHbIX CMeKTakNAX: B MOCNefHeM
akTe «KapmeH», Bo BTopom akTe «AHyw». OcobeHHO 3anOMHUIOCH COBpPEMEHHMKaM
UCMONHEHVE eto TaHua «Y3yHaapa» B nocnegHem akte 6aneta «Cyactbe» — HoMepe,
COYMHEHHOM CMeLuanbHO A Hee.

NaBnuHe bypHasaH n [anto ApyT MOKHO Ha3BaTb CKOpee TaHLOBLLMLLAMU, HeMxe-
nn 6anepuHamu. banepuHoii 6bina Enena XpuctodhoposHa ApapatoBa. BHewHumm
OaHHbIMK ycTynaBslas [ane ApyT, oHa bbina 6anepuHoil no npusBaHuto, Bbibpana 3Ty
npodpecchto € NepBbIX LIAroB CO3HATENbHON *WM3HU. B mAaTuneTHem Bo3pacTe maTtb
npvsena ee B ctyanto M.WU. MNepunu, a B 14 net, byayum ewie yueHuuein obuieobpa-
30BaTeNbHOI LLKONbI, ApapaToBa yie Oblia 3auncieHa B Tpynny Téunucckoro Teatpa
onepbl 1 baneta, rae el nopyyanucb Hebonblune conbHble naptun. C 1933 no 1942
rof ApapaTtoBa paboTana Ha cueHax EpesaHckoro, Ceeppiosckoro, [loHelkoro,
Bopowunnosrpagckoro Teatpos Ha nonoxenun sepyiieid conuctkn. C 1942 ropa oHa
- conuctka Teatpa um. CneHpumapaHa. McrnonHana napTum npeumyLL,ECTBEHHO
MOMYKNacCMYeCcKoro 1 xapaktepHoro nnaHa: 3apembl, Mapa («[aaHa» XauaTypaHa),
Ymwkmnk («XaHpyt»), Mepcegec («loH Kuxot» Munkyca), CaHpyxt («CeBaH»), MHO-
HECTBO OTAENbHbIX JMBEPTUCMEHTHbIX HOMEPOB B ornepax M banetax. OuyeHb Kpacu-
Bble, MNACTUYHble, Bblpa3uTeNbHble [BUMEHWA PYK, BbICOKMI Nopbem, OOMbLUON
npbi¥oK... Ho rnaBHoe B ApapaTtoBoii - 3TO CBOW, WHAMBULYaNbHbIA MOYEPK,
bnaropapa KOTOpOMYy OHa 3anoMHWnacb BCEM, KTO XOTb pa3 BUAen ee Ha cueHe. B
chopMMpOBaHMMN 3TOrO MoYepKa, 3TOro CTUAA, He MOCNELHION POofb Cbirpano To 0b-
CTOATENbCTBO, 4TO ApapatoBa B CBOe BpemA OKOH4Yuna chopTenuaHHoe oTpeneHve
My3blKanbHOro yuunuwia. 3HaHue My3blkM Ha MpogpeccMoHanbHOM YypoBHe obyc-
noBuno Ty cBoeobpasHyto MaHepy, B KOTOpPOIl He COCefCcTBOBaNM, a COYETaNNChb Ha
nepBblii B3rnAj, HecoyeTaemMble NEBYYECTb W KaHTUIEHA CO CTPEMUTENBHOCTLIO U Or-
HEHHbIM TemnepameHToM. PelgeH3eHTbl, He nopo3peBas O ee My3blKalbHOM obpa-
30BaHUM, YacTO MOJYEPKUBANW €€ UCKIIOYUTENBHO PUTMUYHOE ucrnonHenne. OfHako
PUTMUYHO TaHLEeBaIM MHOTUE; TaHel, ApapaToBOii OTIMYaNCA TEM, YTO BbiMeBanacb
Kampas HoTa, Kampaas MHTOHauuA, kampasa dpasa. OHa — n3 Toro HebonbLIOro yucna
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UCMONHUTENbHWULL, KOTOpble TaHUeBann obpasbl, 3aKNtoveHHble B My3blke, npuaasas
MM TemM cambIM 6ONbLLYIO TNyO6UHY U UCKPEHHOCTb, MIEHAA, He OCTaBiAA 3puTeneit
paBHOAYLLHbIMM.

B nepsble rogbl nepep 6aneTtHoil Tpynnoii epeBaHCKOro TeaTpa, BMNPOYEM, Kak
W nepeq BCeMM Tpyrnnamu, cOPMUPOBABLLUMMWUCA B HaLMOHaNbHbIX pecrnybnukax,
CTOANN [OBE 3af,a4N: OCBOEHWE KIaCCUYECKOrO W CO3AaHWE HaLMOHANbHOro pernep-
Tyapa. [lepBoe TpeboBano MOCTUMKEHMA OCHOB KIACCMYECKOrO TaHUa W Tpaguuuii
PYCCKOW MCMONHUTENBCKOM LUKONbI, BTOpOe — pOpMUpOBaHMA Ha 3Toli base Haumo-
HaNnbHOrO WCMONHUTENBbCKOrO cTunA B OaneTte. Ero uctokamu, Kak npepcrasnsetcs,
ABMAIOTCA He TONMbKO WAyLiME M3 TNyOMHbI BEKOB WCKIOYUTENBHO TaHUEBalbHble
Tpaguummn. B Takom cnyyae B HauMOHabHbIX KEHCKMX obpa3ax U B UCMONHUTENBLCKOM
CTune apMaHckux banepuH gjomuHuposana bbl nupuyeckaa nuHuA. OfHaKoO MONbITKM
OrpaHMYUTLCA OfHON TONbKO 3TOll NMHMeit noTepnenu 6bl (M noTepnenw) duacko. B
UCTOPUM apMAHCKOrO Hapofa W3BECTHO HEMano CTpaHuL, CBUAETENbCTBYIOLLUX O
BbINafaBLUMX Ha JOMIO apMAHOK TAMeNbIX MCNbITaHuAx. M Hepepko npuxoamnochb
6paTb B pyku MeY W HapaBHe C MyM4YMHamK OTCTavMBaTb HE3aBUCMMOCTb W NpaBo
CBOEro Hapoja Ha #u3Hb. He cnyvaiiHo B 3anoce «JlaBug CacyHckuii» usbpaHHuua
repoa XaHmyT oxapakTepusoBaHa crnoBamu: «Kak xpabp [laBup, nobexpaer Bcex ero
cuna, xpabpa XaHayT v Bcex kpacoit nonoHuna...» [3, c¢. 303]. U Tak xe He cnyyaiiHo
XaHgyT npusHana [aBupa poctoiiHbiM ceba nvlib nocne Toro, kak oH nobepun ee B
paBHOM — MYKCKOM — 00t0. AKTUBHOCTb, BONA, GOMbLUOE MYMECTBO U peLUUTENb-
HOCTb, Jame HeKOTopaA BOWHCTBEHHOCTb HE MEHEE XapaKTepHbl AfA apMAHKU, YeMm
KyNbTUBMpPYEMbIE B HALMOHANIbHOM EHCKOM TaHLLe CKPOMHOCTb, HEMHOCTb, IpaLMo3-
HocTb. McnonHutenbckuii ctunb ApapatoBoii HarnAgHoO AeMoHCTpuposan oba 3Tu
KayecTBa B UX €QUHCTBE, W OHM, 3TN KayecTBa, ECM He CToNb cbanaHCMpoBaHHO, Kak
y ApapaToBoil, HO B TOW WAM WHOI cTeneHn O6biNU MPUCYLLM TaHLy apMAHCKKX
banepvH Npyu UCMONHEHUN HE TONbKO HaLMOHaNbHbIX, HO U Knaccuyeckux BaneTHbix
napTuii.

ObpaTtmca K apTucTam, MpUHECLIMM C coboii Ha epeBaHCKylO CLEHY Mcron-
HUTENbCKME TPaAMLMU MOCKOBCKOIN W NEHUHIPaLCKoi baneTHbIX LUKOM, U B MepBYLO
oyepenb — K JI.T. BovHoBoii-lukaHaH. JloboBb [aBnosHa BowHosa-LlUnkaHaH po-
pvnacb B Mockse, B cembe apTucta onepbl [laBna Bacunbesuuya Bounosa. B Bo3-
pacte NATW NeT Bblluna Ha CUeHy B ponu maneHbkoii Pycanouku B onepe A. Jap-
rombi#cKoro «Pycanka»; oTMeTum, 4to ponb MenbHuka B Heil ucnonHan cam Pepop
WananuH. lNepBbim neparorom knaccuuyeckoro TaHua J1. BouHosoit 6bin Muxaun
MopgkuH. lonyunB B ero 4acTHO CTyAMM HavanbHoe xopeorpadpuyeckoe obpa-
30BaHue, oHa rnepeluna B xopeorpacuueckoe yuunuiie npu bonbliom Teatpe, rae
3aHMManacb B Knacce ApenuHbl AHTOHOBHbI [lypu, a B nocnefHue ropbl — Nog,
pykoBoacTBoM AnekcaHapa Anekceesnya lopckoro. B 1924-26 rr. BouHoBa BbICTy-
nana B JKCNepuMeHTanbHOM TeaTpe B noctaHoBkax KacbaHa Apocnasuya [oneid-
30BCKOro. Mbl He cnyyaiiHO MoApPOBHO OCTaHOBUIMCH Ha YYEHWYECKOM MEpUOAe
BouHosoit-LLnkanaH. Mano Kkto u3 BbicTynaBlmx Ha EpeBaHckoii cueHe apTuctoB
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nonyuun ctonb bnectawiee obpasosaHue. A.A. [Ixkypu 6bina ofHoil M3 cambix BUP-
Tyo3Hbix 6anepuH KoHua XIX Beka, o Kotopoii B.M. KpacoBckasa nucana: «Ee TaHue-
Ba/lbHOE MacTepcTBO 0603HAYMIO TOT BbICOKWIA YPOBEHb, Ha KOTOPbI PaBHANMCH Ta-
naHTAMBble Monofble coBpemeHHuupbl» [8, c. S08]. A. Oxypu nepepana J1. BovHoBoii
XapakTepHble Oi1A ee COOCTBEHHOrO TaHLA CTPEMWUTENbHOCTb, CUIY W BUPTYO3HbIil
6neck; Hemanyto ponb cbirpanu 3aHATUA y [opckoro, ypenAsliero 6onblloe BHU-
MaHue nnacTUYeCcKol BbIPa3UTENbHOCTU U «ApaMaTUyecku copepmaTenbHoii ba-
netHoli obpasHoctu» [9, c. 147], u, HecomHeHHO, paboTta ¢ K. loneiizoBckum, Tpe-
6yroLL MM OT apTHCTa Nepeaayy TOHYaWLLIMX SMOLMOHAMNBHbBIX HIOaHCOB.

B ce3oH 1926-27 rr. BovHoBa - conuctka HoBocubupckoro Teatpa onepbl U 6a-
neta; B 1927-28 rr. - Bepyuiaa conuctka baneta B CBepfnoBCKOM TeaTpe onepbl U
6aneta um. Jlynavapckoro; B 1928-38 rr. - Bepywasa conuctka Tbunucckoro TeaTpa
onepbl u baneta. Bnepsble Ha cueHe epeBaHckoro Teatpa BouHosa-LUvkaHAH nosasu-
nacb B 1936 ropy B ponu Jlusbl B banete «[lpokasHuupi» («TLieTHaa npesocTopoM-
HocTb»). C 1938 r. Ha npoTameHun 15 net oHa npuma-banepuHa Teatpa um. CneH-
aunapaHa. [lpuma-banepuHa - 3TO camblii BbICOKMIA CTaTyC COAMCTKM baneta, w
BouHoBa-llInkaHAH cooTBeTCTBOBana emy Kak BHELUHE — KpacuMBOe PYCCKOe Nuuo,
Bblpa3uTeNbHble rMas3a, BeNuMyaBas OCaHKa, Tak M BbiCOYalLLMM ypoBHeM npodpec-
cuoHanbHoro mactepctBa. CoBeplueHHOe BnajeHue et TexHWKol BpalleHusa, ee
CTpeMuTENbHbIE TYpbl U hyaTe BCerpa 3akaHuMBaNUCh YETKOW U 3dpcpeKTHOI No3oi.
Ha cueHe epeBaHckoro Teatpa BouHosa-LUnkanaH ucnontuna naptum Opettb-Ogunnum,
PaiimoHpbl, Mapuu, KHamubl Mapu («KaBkasckuii nneHHuk» B. AcadpbeBa), tonbHapbl
(«LLlexepesapa»), Mapawum («MepnHbiid BcagHWK»), TaHeukn («[JokTtop Aiibonut»).

N.N.  BowHoBa-lUukaHAH - nepBaA ucnonHuTenbHuuUa naptuit  KapuHa
(«CyacTbe»), XaHpyT, [aaH3. [eponyeckne uyepTbl, npuBHOCUMMble BouHosoii-LLu-
KaHAH BO BCE MCMOMHAEMbIE €0 PONU, MOACKAa3anu BEPHYHO MHTOHALMIO B UHTepnpe-
Tauumn KeHckux obpas3oB B apMAHCKKUX OaneTtax. Tak, Hanpumep, B «XaHOyT», rAe B
noctaHoBke ApbaToBa Ha nepBblii mnaH 6bina BbiBefeHa POMaHTUYECKAA NNHUA
XanpyTt-[laBup 1 oKpalLeHHOMY NVpPVWYECKUMU TOHamu obpasy XaHayT mpoTMBOMOC-
TaBNANCA BOJEBOW, CuNbHbI (M motomy 6onee BepHblii) obpas Ymwknk-CyntaH,
BouHoBa, MHTYMTUBHO MPOYYBCTBOBAaB WCTUHHbIW XapakTep XaHAayT, BHecna B obpas
BennuMe u repouyHocTb. B pesynbtate B 60opbby 3a ntobosb [laBupa BcTymanu
paBHble conepHuupbl. «[NaBHOe, 4TO A XoTena rnepepatb B 3Tom baneTte, — rosoput
Ilobosb MNaBnosHa BonHosa-LlUnkaHAH, — 3T0 4yBCcTBO NtobBM He Tonbko K [lasugy,
HO M KO BCEMY apMAHCKOMY Hapofy, MOe COYYBCTBME K MEPEXUTbIM UM CTpafaHuAaM
¥ MOK FrOpPAOCTb 3a ero CTOWKOCTb U MyecTBo» [6].

MoctoaHHbIM napTHepom JI.T1. BonHoBsoii-lLnkaHAH ¥ BepyLMM TaHLOBLLLUKOM
TeaTpa B 370T nepuop, 6bin C.K. CapkucaH. Ha rnasax y epeBaHckux 3puteneii ocy-
LLLECTBNIAGTCA KOHTAKT [iBYX BEeAYyLLMX LUKON PyccKoro baneta — MOCKOBCKOIN M NEHWUH-
rpajcKoi.

Cepreit KoncranTtuHosuy Capkucan okonuun ctyguto M.W. Mepuun B 1927 ropy
M B TeYeHMe OJHOro Ce3oHa BbICTyMan Ha cueHe Tudnucckoro Teatpa um. 3. [a-
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nvwawsunu. Mo HacTtoaHuto BaxtaHra YabykmaHu, ¢ KOTOpbIM ero ¢ AeTcTBa CBA3bl-
Bana bonbliaa gpyxba, B 1928 rogy C. CapkucaH nepeexan B JleHuHrpag v noctynun
B xopeorpaduueckoe yuunuie, B knacc Bnagumupa MeaHosuya MoHomapesa. Yto6
oxapaKTepusoBaTb MpogeccuoHanbHyto NoAroToBKy, npoleawwyto 3pecs C. Capkuc-
AHOM, [AOCTaTO4HO MpUBECTU MMeHa YydyeHukoB [loHomapesa: Anekceii Epmonaes,
BaxtaHr Yabykuanu, Konctantun Ceprees, Hukonaii 3ybkosckuii, Cepreii KannaH...

C 1932 no 1938 rr. C. CapkucaH TaHueBan Ha cueHe Teatpa um. Knposa 6ok o
60K c kopudbeamn neHuHrpapckoii cuexbl . YnaHosoid, H. Jyaunckoii, K. Cepree-
BbiM. C 3TOro nepuofa u 40 KOHLA cBOel cueHuyeckoi geAatenbHoctu C. Capkucan
«AYXOM U TENOM» BCELLENO OCTaNcA BepeH NeHHrpagckomy banety. DTo NpoABnAnoch B
CoONIoLEHNN MaKCUMaNbHOW YMCTOTbI M MPaBUIbHOCTM MO3ULMIA, B OTTOYEHHOCTU U
3M1€raHTHOCTU BbIMOMHEHUA TEXHUYECKUX [AeTaneil, B CKyNbNTYpHON 3aKOHYEHHOCTU
KNacCU4ecKMx Mo3, KpacoTa KOTOpbIX MOAYEpKMBanachb MPeKpPacHbIM TENOCTOKEHVEM.
3aKkoHoMepHO, 4TO nyylume naptum cosgarbl C. CapKUCAHOM B KNacCUYECKUX W pyc-
cKux coeTckux banetax — 3urcdppug, MaH ne bpuen, Baunas, Esrenunii. C 1938-ro
no 1987-i rop C. CapkucaHn npenogasan B EpeBaHckom Xxopeorpadpuyeckom yuu-
N1LLLe, COXPaHAA U 3,eCb CBOK MpefaHHOCTb KNAacCUYeCKUM TPaauLmAM.

[pyroii Bepyweii napoit B 40-50 rogp! 6binn PycynaH Taspusan v [eopruid [eopruaH.

PycynaH JleonnposHa TaBpusaHn (PomaHoBa), mnactuyHasA, MeHCTBEHHasA, 06-
najana KpacuBoil CLEHWYECKO BHELLHOCTbIO, Mpaspa, 6e3 Onecka M BenMYaBOCTM
BouHoBsoii-lLnkaHaH. Ona 6bina TaHUoOBLUMLEN cyrybo nupuyeckoro nnaHa, cKkopee
Opetta, Hemenn Ogunnua, Mapus, MNonbHapa B «lllexepesaae», pomaHTUYHaA, He-
Has XanpyT. bnaropaps npekpacHoil wkone (okoHuuna JleHWHrpagckoe xopeorpa-
duyeckoe yumnuiie) u KonoccanbHoit pabotocnocobHocT, TaBpu3AH Bena mapTum
Ha XopoLueM NpoceccMoHanbHOM YPOBHE, XOTA OTCYTCTBME Mpbi¥Ka NpupaaBano ee
TaHUy HeKkyto TAmenoBecHoCTb. B uenom, rosops Asbikom musonucu, BouHosa-
LnkaHAH nucana nopTpeTbl APKUMKU Kpackamu U LUMPOKUMM Ma3Kamu, B TO BpemA
Kak TaBpu3AH BbinucbiBana ux B Oonee MpurnyLleHHbIX ToHax. [lo6aBum, 4To Ha
npoTAMeHun ponrux net TaBpusaH Obina neparoroM-peneTuTopoM epeBaHHCKol ba-
NETHOI TPYNNbl, NPMBKMBaNa CBOUM y4YeHWKam npucyLimne eii Tpynontobue u BbICOKYHO
TpeboBaTenbHoCTL K cebe.

OTHOCUTENBHO MYMCKOro TaHLAa BaMHO OTMETUTb, YTO B apMAHCKOM Oanete
cpa3sy onpefenunacb xapakTtepHas M rpoTeckHas nvHuA. Bce baneTHble BOCTOYHble
LECroTbl, 3N0feu, Heynaunueble BNOONEHHbIE, CTPEMALLMECA BO YTO Obl TO HU CTano
nobutbca cBoel uenu, byHTapu, pasbuTHble NapHuW, LWYTbl U CTapUKU — BCA ramma,
COoCTaBnAOLLAA LBETOBYO NanuTpy rpotecka oT AbpepaxmaHa B «PaiimoHge» u
KoHuyaa Tubanbgom B «Pomeo u [ynbeTTe», MOAyYMIM Ha epeBaHCKOW cueHe
BECbMa KONopuTHOe BorolleHne. Mnba ApbaToB OTANYMACA B MAHTOMUMHBIX PONAX,
co3jas ranepeto BbinMyknbix obpasos [upea, [etpa | («MepHblii BcagHuKk»), [abo-
6uasbl («Cuactbe»), [loktopa AiibonmTa. Kasanocb 6Obl, cyrybo knaccuueckuii
TaHuoBLMK, C. CapkucaH 3anoMHWICA coBpemMeHHWKam B ponu [luBepcaHTa B
«Cyactbe». CBoe BTOpoe amnnya Ha 3Tom monpuiye oTkpbin . FeopruaH — mpeil,
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AbpepaxmvaH, kHA3b bakyp («Mapmap»). Ho ecnu Capkucan u [eopruan obpaluanucs K
rPOTECKY OMW30AMYHO WUNU B KOHUE apTucTuyeckoro nytv, To 3ape MypapaaH
MOCBATUI €MY BCHO CBOH CLEEHUYECKYHO KU3Hb.

3ape Mypaposny MypagaH okoHuun B 1935 rogy mMockoBcKoe xopeorpaduyec-
KOe yuunuilie Mo Kiaccy BblAtOLLLErocA PYyCCKOro TaHLoBLMKa BrkTopa AnekcaHp-
poeuya CemeHoBa. OH obnagan TakuMM ke KONOCCANbHbIM MPbIXKOM C 3neBauyein u
6annoHoOM, MAMKUM Nave, Kak y4uTenb, NEepeHAN y HEro N BUPTYO3HOCTb, NOA0OHYHO
«BUPTYO3HOCTW My3blkaHTa-MHCTpymeHTanucta» [9, c. 369]. Ho B otnmume ot Ce-
MeHOBa, BbICTYyMaBLUEro B JMpUYecKkom amnnya, MypagAaH npenomun Bce 3TW Ka-
yectBa B cdepe rpoTecka, NpusHecA Tyga [onto nupukn. ManeHbkoro pocTa,
nerkuii, cnoeHo napAwmii no cuerHe, 3ape MypagaH BbipaboTtan cBoli camobbITHbIl
CTU/b, COYeTatoLLUil NErKoCTb U CTPEMUTENBHOCTL C NNacTUYHOCTbIO. Bee aumeruna
UCTIONHANUCE UM KaKk bbl C mpuibixaHuem, C MiaBHbIMU 3aTakTamu, rNepenueaschb
ogHo B apyroe. CocpefoTo4MBLLUCL BHYTPU OfHOrO aHpa, 3ape MypapgaH B ero
npepenax oxsaTbiBan BeCb AMana3oH BbIpPasuUTENbHOCTU OT KOMWYECKOrO 4O Tparu-
yeckoro rpotecka. HasoBem ucnonHeHHble um naptum: Hypanu («baxuncapaiickuii
cpoHTaH»), Aset («CuacTbe»), AbpepaxmvaH («PaiimoHpar), Bapmaneii («[Joktop Aiibonut»),
KapeH («aaHa»), Lyt n 3noii Menuii («JlebepuHoe o3epon), Ju-LaHdy («KpacHbliii
MaK») 1, HaKOHeLl, pofib, B KOTOPO1 Hanbonee NOHO BOMNOTUIOCH AapoBaHvie MypagaHa
— CTPEMMTENbHbI, BUPTYO3HbINA, BO3AYLLHbIA 1 IMPUYHbINA ALLyr B «XaHayT».

Mbi yxe ynomuHanu, yto B nepsble 20 net Tpynnoii pykosogun Unba Apbatos,
npaeja, C nepepbiBamMu, W MOPOK AOBONBHO JJIUTENbHbIMW, B TEYEHUE KOTOPbIX
npuesanm u yesmanu apyrue banetmeiictepbl, KTO Ha OAMH-fBa CE30Ha, KTO Ha
OJHY MnocTaHoBKy. B aToii cutyauum 6bin HeobXxoauM Yenosek, KTo cTabunbHO pyko-
Boamn Obl Tpynnoii, nopjep#uBan Ha ypoBHe TeKyLUWil penepTyap, OCyLLeCTBAAN
MoCTaHOBKM B onepax. Takum yenosekom bbin 3ape MypapgaH. Ha npotaxeHun bonee
yem 30-u neT oH MocTaBuN TaHLeBanbHble cueHbl B onepax «Jlaeup-bek», «Kép-
Ornbi», «Camcon u [anuna», «Kapmen», «lukosaa gama». Bnaropapa 3. MypagsaHy
B Knaccuyeckuii perneptyap TeaTpa 6binv BkntoueHbl «Konnenua» [ennba un «[loH
Kuxot». 3. MypagaH Obin cOaBTOPOM MOCTAHOBKM HauMOHanbHbIx 6anetoB «Map-
map» (coBmecTHo ¢ Apb6atoBbim), «CoHa» (coBmecTHo ¢ A. lapubaHom), «XaHJyT»
(coBmecTHO ¢ JlaBpoBckum). Kak 6anetmeiictep, MypagAH nposasunca Hambonee WH-
TEPECHO B KaMepHOM aHpe — WM CO3AaHO 6OoMblLUOE KOMMYECTBO KOHLLEPTHbIX
HomepoB. XapaKkTepucTuky TBopuyecTBa 3ape MypapsHa 3akoHuuMm cnoBamu Aszata
lapubaHa: «3ape MypagaH — 3To bnecTAllaa cTpaHMUa B apMAHCKOM npodec-
CMOHaNbHOM WCKycCTBe TaHua. Byfyun TOHKMM Xy[OMHWKOM, MacTepom WCMOMHMU-
TENbCKOrO MCKYCCTBAa M yMENbIM BOCMMUTATENeM, OH 3a OYeHb KOPOTKMIA CPOK cro-
cobctBoBan nepeespy Ha PopuHy u 3apasun cBoMM MpogheccMoHanvM3Mom Hac,
HaYyMHatoLLMX, HEe MMEBLUMX COBEpPLUEHHO HUKAKOro MnpeacTaBieHns O COBPEMEHHOM
nckycctee baneta. 3ape MypapaH 6bin uyenoBek 6onblUOW AyLUM, PYKOBOAWTENDb,
negaror v Tosapuiy» [7].
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3puTenn, npuliefluMe B OAWH MpeKpacHblii AeHb Ha crnekTaknb «Apluak Il»,
yBugenu B banetHoil nHtepmenun «Apa [NpekpacHbiit 1 Cemupammpga» Bapuawmio-
[y3T, MOCTPOEHHYIO Ha CBOEro pojia COCTA3aHUM B TEXHUKE [BYX TaHLOBLLMKOB:
3ape MypapgaHa u Asata apubsana.

ApTtuct baneta, banetmeiictep n xopeorpad Azat TopromoBu4 [apubAH OKOH-
uun EpesaHckoe xopeorpaduyeckoe yunnuwie B 1940 ropy, a 3atem, B nepuogpl
1940-41 rr. n 1945-47 rr. npowen Kypc obyyeHus B JIeHWHrpafcKom Xxopeorpa-
dhuyeckom yunnule. Bbile Mbl ynomAHynM Bapuaumio-gysT He cryyaiiHo: 3To 6bino
efVHCTBEHHOe nossneHne 3ape MypagaHa u Asata lapubana B ogHom GaneTHom
Oeiictee. [leno B Tom, UYTO B CMEKTakAX OHW 0bbIYHO OblBanu 3afeiicTBOBaHbl B
OofHMX U Tex e ponax. Oba HeBbicoKoro pocra, oba C BbICOKUM MPbIKKOM U MOJ-
BUMHOI TEXHWUKOW, OHU, TEM He MeHee, BHOCUIW B 0bpasbl pasnuyHbIii, CBOWCTBEH-
HblIli TeMnepaMeHTy Kam[oro M3 HUX OTTEHOK. TakK, ecnu TaHel, 3ape MypapaHa —
370 6necTAWMA M CTpPeMUTENbHbIN nacca), MWCMOMHEHHbI nerato W «rnybokum
3BYKOM», TO y A3ata [apubAHa 3TO - CTakkaTo, C Pe3KUM aKLEHTOM Ha CU/bHble
ponu. Kctatn otmeTum, yto Asat [apubaH 6bin nepBbiM BbiNyckHUKOM EpeBaHcKkoro
XOpeorpachmyeckoro yuunuviua, 3aHABLUMM Befyllee MONOMEHNE B OTEYECTBEHHOM
banete. O banetmeiicTepckoii peAatenbHocTM A. FapubAHa Mbl MOrOBOPUM HUME, a
MOCKOMbKY peyb 3allfa O HauMoHanbHbIX Kagpax, obpaTuMcA K TBOPYECTBY NepBoii
BbINYCKHULIbI apMAHCKOI LWKoNbI 6aneTa, cTaBLUeid BefyLLeil CONUCTKOIA.

Tepe3a PaunesHa [puropsH okoHumna EpeBaHckoe xopeorpadpuyeckoe yuunm-
we B 1941 ropy. B nepsble rogbl 3aHnvanacb B knacce C.K. CapkucaHa, a B Bbl-
MYCKHOM KNacce W Ha NPOTAMEHWU BCEW MOCnepytoLeil CLLeHNYECKON AeATeNnbHOCTU —
nop, pykosopcTteom J1.T1. Bonnosoii-LLnkanaH. C npenopasaTtenem oHu cocTaBUAK Ha
CLEHe CrnaMeHHbli AysT, OCHOBaHHbI/i Ha MpuHUMMe KoHTpacta — Mapua-3apema,
XanpyT-YUmwkuk, lasaHs-Mapo. [lNpeemHuua BowHosoin-LUukaHaH no «Lwikone», mo
amnnya T. puropan npogonxuna nuHuto E. Apapatosoii. Ux, kctatn, obbeanHano u
apyroe: ecnn B hOPMMPOBAHWUU UCTMONHUTENBCKON MHAMBUAYanbHOCTU ApapaToBoii
60/bLUYtO ponb CbIrpano MysblkanbHoe obpasoBaHue, To [puropAH nonyuuna npo-
dheccroHanbHy0 MOArOTOBKY ApaMaTUyecKoi akTpuUCbl, JOBONbHO PENKYIO B Mpak-
TuKe banetHoro Teatpa. B 1945 ropy, HaxoaAack Ha cTaxvposke B Bonbluom TeaTpe,
T. TpuropAaH npoluna Kypc aKTepCKOro macTepcTBa noj pyKoBoacTBom PybeHa
CumoHoBa B MockoBckom [lome KynbTypbl ApmeHun, a B 1956 romy okoHuuna
akTepckoe oTpaeneHue EpeBaHckoro TeaTpanbHoro uHcTuTyTa. [lpodbeccnoHanbHoe
BNajleHne MacTepcTBOM aktepa Obino, 6e3ycnoBHO, camoii CUAbHOI CTOPOHOW Cy-
wecteoaHua T. puropsaH Ha cueHe. OHO NpoABNANOCL M B AeTanbHOW MpopymaH-
HOCTWM MCUXONOrMYECKOro MOATEKCTAa KaMforo TaHLUeBaNbHOrO W MNaHTOMUMHOMO
aneMeHTa NapTuu, U B YMEHWM CBA3aTb BCE 3MNU30f4bl €fUHbIM CTepKHeM fApama-
Typrun obpasa. T. [puropaH BenukonenHo ynpaenana MAMMKOI nnLa, KpacHopeuu-
BbIMM ecTamu Obina cnocobHa nepefatb LUMPOKYIO ramMmy YyBCTB OT TOHYAMLLIMX
OYyLUEBHbIX HaHCOB A0 OypHbIX cTpacteil. Onupasacb Ha 3TM YMEHWA W HaBblkK,
TaHUoBLLMLA JobuBanacb HEMOCPEACTBEHHOCTU W CUIOMWHYTHOCTU MepemMuBaHuii
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cBOell repouHn B crnektakne. MyuHuaTiopHas, ¢ KpacuBbIMW, HO HECKONIBKO MENKUMK
IONIA  CueHbl YepTamu nuua, oHa obnajana BPOMKOEHHOW MEHCTBEHHOCTbIO; ee
nnaBHble, C OTTEHKOM BOCTOYHOIW NEHOCTM [JBWMEHUA B OMpefeneHHbIX POoAxX
crnocobHbl 6biMM NepefaTb pPeLnTeNbHOCTb, FTOPAOCTb, CWNY, MPUYEM HE CTONBKO
BHELLUHE, 3a CYET AMHAMWUYHOCTM TaHLa, CKOMbKO YMEHMEM OTpasuTb BHYTPEHHIO
OyXoBHyto auHamuky. Obe rpaHu amnnya [puropsaH Hambonee rnyboko BOMAOTMANCH
B Oanete «XaHgyT» B naptum YMLUKMK: TLLETHO MbITAlOLLAACA TIEHWTb, YyBNeYb
[aBunpa, poxopAllas [0 OTYaAHWMA WM HEHABUCTU U CKpblBaloOLaA CBOKO Apamy 3a
MacKoli HeHOCTU — TaKoil 3anomHunack Tepesa [pUropsaH coBpemMeHHMKaM.
(npoponenwve cnepyer).
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The art of photography appeared in Turkey between the XIX and XX centuries. In the
beginning, because of the high price of the service, only the rich could afford it.

The first photography studio in the Ottoman Empire was established in the Bera district
of Constantinople (presently, the Beyoglu district of Istanbul), where most of the population
was Christian. Here, in 1857, Pascal Sebah of Armenian descent opened a photography
center. He was one of the few to be awarded the Third-Class Order of the Medjidie by Sultan
Abdulmejid. Unfortunately, all his photographic works were burnt in the great fire of 1881.
The sons of Sarraf Mikayel Abdullahyan - Vichen, Gevorg and Hovsep Abdullah, also occupy
an important place in the history of Turkish photography. They held a monopoly on
dissemination of photography throughout the Empire. In 1836, the Abdullahyan brothers
became special photographers for Sultan Abdul Aziz. In 1867, near the Russian Embassy in
Bera, they opened a photography studio named “Abdullah Brothers”. A great number of
photographers of Turkish and foreign descent, working in Turkey, namely, the Gulmez
brothers, Ashil Samanj, Jerome Savajian, the Papazyan brothers, Antoine Zilipojian, Othmar
Pfersci, Ismayin Nesmi, Ahmed Polat and others, furthered the development of Turkish
photography. Ara Giiler is one of those, who played a big part in the history of photography,
having created with his outstanding works a whole new world in that field.

Key words: Ara Giiler, photography, photojournalist, the Eye of Istanbul, exhibitions,
Turkey, photojournalist.

Introduction

Many scholarly and journalistic studies, carried out by Armenian, Turkish and other
researchers, bring out an undeniable fact: almost all the fields of culture in Turkey,
photography among them, were founded and developed thanks to Armenians. The art
of photography appeared in Turkey between the XIX and XX centuries. In the beginning,
because of the high price of the service, only the rich could afford it.

The Armenian-Turkish photojournalist Ara Giler, who lived and worked in
Turkey, is ranked among the most famous photojournalists of the XX century. He
did not deem his photographs as works of art, but just documentary images.
However, on close examination, one can assert that they are true artworks.

From 1950 to the end of his life, Ara Giiler worked as a photojournalist and
collaborated with a number of agencies, participated at international exhibitions.

* Senior Researcher in Matenadaran, Mesrop Mashtots Institute of Ancient Manuscripts,
lecturer in YSU, Faculty of History, Chair of History and Theory of Armenian Art, Doctor of
Arts, Associate Professor, yvettetaj@yahoo.com. The article was submitted on 06.09.2022,
reviewed on 17.11.2022, accepted for publication on 15.12.2022.
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The photographer received many awards for his outstanding oeuvre. As a
photographer, Ara Giiler got acquainted with many eminent persons, among them,
besides the leaders of Turkey, were Bertrand Russell, Winston Churchill, Arnold
Toynbee, Salvador Dali, Marc Chagall, Federico Fellini, Picasso, Dustin Hoffman,
Sophia Loren, Albert Hitchcock, Tennessee Williams, William Saroyan, Aram
Khachaturian, Sergey Parajanov, to name but a few. Their photographs were placed
on the covers of books and popular magazines.

Ara Giiler. Biographic overview

Ara Giiler is one of the most prominent representatives of modern
photographic art (Fig. 1). He was born in Istanbul on August 16, 1928, to Armenian
parents. Giiler’s father, Tachat Terteryan, originally from Shapin-Garahisar, owned
a pharmacy in downtown Istanbul. At the age of six, he was sent to Istanbul to study,
which is why he escaped the tragic events of 1915 in his hometown. In 1934, the law
on surname was adopted, and Tachat Terteryan had to change his surname to
Guler, which means “smiling face”. Giiler’s mother Verjin was born into a wealthy
Egyptian-Armenian Shahian family. Ara was the couple’s only child [13].

Ara Giiler received his primary education at the Getronagan Armenian High
School, then attended theater classes with the founder of modern Turkish theater
Muhsin Ertugrul. With the knowledge that he had gained about theater and dramatic
art, he wrote as many as nine plays. Besides these, he wrote over seven hundred
short stories, most of them in Armenian. They were published in the Armenian
periodicals of the time [4]. He studied economics at the University of Istanbul. The
future photographer’s dream was to become a screenwriter or film director, but he
was to earn worldwide recognition in another field - the field of photography which,
a hobby in the beginning, grew into profession soon enough [8].

“l started living with the cinematography, | didn’t know that | would
become a photographer...” [11].

He collaborated with a number of newspapers, magazines and agencies:

o In 1950, still a university student, he worked for the “Yeni Istanbul”
newspaper. He was the first to capture the sensational fact of damaging Kemal
Ataturk’s statue by a radical Turk and send the photo to the world’s leading
newspapers.

« In the editorial office of the “Hayat” magazine, where he worked until 1961,
he got the position of Head of the Photography Department.

« In 1958, when “Time Life” opened its branch in Turkey, Ara Giler became a
Middle East correspondent for that prominent company.

« In 1958, he became the photographer-journalist, covering Middle East for the
“Paris Match” and “Stern” magazines. About this time, he became a member and
reporter for the world-famous “Magnum Photos” agency.

However, Giler’s real career as a photojournalist began in the 60s, after the
completion of his military service.
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o In 1961, the British “Photography Yearbook” included him in the list of the
best seven photographers of the world; the artist was the only one from Turkey to
be accepted as a member of the American Society of Magazine Photographers.

e In 1962, he was awarded the German “Master of Leica” honorary title, and
the Swiss “Camera” periodical dedicated a special edition to his works. That year
was special for Guler not only for the awards and high recognition received from the
European professional organizations, but also for new creative achievements. The
collection titled “Classics” was published, which also included photos by some other
Armenian artists.

 In 1967, the renowned Japanese “World Photography” magazine published
the works of Ara Giiler and Richard Avedon.

« In 1971, his photographs were placed on the covers of Lord Kinross’ “Hagia
Sophia” and Jean Leymarie’s “Picasso, Metamorphoses et Unite”, dedicated to
Picasso’s 90th birthday anniversary.

Giiler’s photography series featuring nature, people and historical monuments
of Turkey are included in the most popular collections, albums, and other
publications, one of which is the book dedicated to the architect “Mimar Sinan” [10].

o In 1975, he visited the USA, where he organized a photo exhibition titled
“Creative Americans”. During this period, Ara Giiler for photographing purposes
met many outstanding people, such as Bertrand Russell, Winston Churchill, Arnold
Toynbee, Salvador Dali, Marc Chagall, Federico Fellini, Picasso, Dustin Hoffman,
Sophia Loren, Albert Hitchcock, Tennessee Williams, William Saroyan, Aram
Khachaturian and others. Photographing Picasso was of special significance for
Giiler, since the artist was known for his reluctance to pose for photographers [5].

e In 1975, he directed a documentary The End of the Hero about dismantling
and destruction of the warship “Yavuz”.

« In 1980, he published the book “Ara Giiler: Photographs”, and in 1989, the
photographs of celebrities from the field of cinema, collected over the years, were
published in his “Ara Giiler’s Movie Directors”.

Giiler’s photographs found their place in the National Museum of Paris, the
George Eastman Museum in Rochester (USA), the Sheldon Collection of the
University of Nebraska, the Ludwig Museum in Cologne, in private collections in
Boston, Chicago, New York, and elsewhere. His works were displayed at such
international photo exhibitions as “First Flashes” in Montreal, “10 Masters of Color
Photography” in New York, at the “Photokina” Fair in Cologne, etc. [3, p. 130-142].

A great deal of his works and his archive are stored in the Ara Giiler
Photography Museum, established in Istanbul in 2018 on the photographer’s 90™
birthday, a few months before he passed away.

Here are some of Ara Giiler’s awards, prizes, and medals: Master of Leica,
Germany (1961); the First Prize in Photojournalism by the Turkish Association of
Journalists  (1979); Successful Communications Award by the Faculty of
Communication of the Istanbul University (1995); Purhan Felek Services to the
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Media Award by the Turkish Association of Journalists (1999); Order of Merit by the
Armenian Patriarchate of Turkey (2000); Legion d'honneur medal, France (2002);
Photographer of the Century, Turkey (2000); Grand Award for Culture and Art,
Turkey (2005); Lucie Lifetime Achievement Award, USA (2009); Vermeil Medal of
the City of Faris, France (2009); Leica Hall of Fame Award, Germany (2016), etc. [1].

Ara Giiler’s Photographic Works

Ara Giiler is the most famous photographer of the XX century, representing
Turkey. His magnificent black-and-white pictures are true chronicles of life. He calls
himself a photojournalist, not a photographer, since for him, photography has no
artistic value. That didn’t hinder him from creating truly valuable images,
appreciated all around the world.

Giiler described the process of photo shooting as follows:

“The photographer’s presence should not be noticed. Otherwise, the
composition will turn into a masquerade. | always try to be very discreet. The
photographer should be a silent witness” [12]. It is his black-and-white captures of
the city and its citizens that brought him worldwide fame. The city had always been
his main target, and as a silent witness of the life in the capital, Giler was
nicknamed “The Eye of Istanbul”.

The photographer traveled a lot. He visited Armenia, the Middle and Near
Eastern countries, such as India, Bangladesh, Burma, as well as the Western
countries — America, France, and elsewhere.

In his oeuvre, we can see various genres of photography. What attracts most in
his artworks is their aesthetics and sensibility. Simple landscapes and people’s eyes
look so real in his pictures. The artist always aspired to tell us a story, hence he
focused on the disappearing parts of the city. Black-and-white photographs of the
Gumgapi fishing district are the best examples of this. In those years, Gumgapi was
a small fishermen’s village. A few years later, when the “Sahil Yolu” (Coastal Road)
was built, this spacious fishing port acquired a completely different look and became
a part of the city. The technology of the time was not advanced enough to print
color photographs, but the photographer, knowing that the village of Gumgapi was
to be destroyed, went there to take color photographs. Over time, they turned red
and went out of order. Therefore the history of the Gumgapi fishermen is now
available only in the black-and-white version [1].

One of his arresting pictures represents the Gumgapi fishermen boats out in
the sea. Their multitude makes an impression of an endless chain. The composition
is quite balanced. The boats follow one after another forming rows, however, the
boats in the foreground seem to stand out from the rest, like the ones in the front
right corner (Fig. 2).

The focus of his lens was targeted at fishermen in different moments of their
labor: sailing, sorting and selling the catch, resting in cafes after the workday, etc.

(Fig. 3).
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1. Ara Giiler

2. The Gumgapi Fishermen

3. Armenian Fishermen at Gumgapi
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4. Untitled 5. Untitled

7, 8,9, 10. Children
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12, 13. Salvador Dali (Paris, 1971)

;2

4 \ b e
14. Armenian Khachk
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In another scene, the photographer captured the life of people living in the
suburbs. Ara Giiler could skillfully bring life into his photographs. Thus, in two of
his pictures we see the same scene, showing how the presence of a child adds
expressiveness and liveliness to the dull and lifeless composition (Fig. 4, 5).

Another noteworthy photograph is “Two Chairs and a Leaving Ship”. According
to Ara Giiler, it was a love story (Fig. 6).

He took many photos of children playing, coming up to the artist and asking to
be photographed (Fig. 7, 8, 9, 10). Giiler seems to deliberately connect the iconic
buildings of the city and the ordinary working people’s life side by side.

During one of his trips, he took a picture of an Arab with his servant. It is an
illustration of the social inequality and injustice in the lives of these two characters
(Fig. 11).

One of Giiler’s basic principles is to never ask his models to pose for him. He
tries to capture them in their actual mood and situation. Perhaps, this is one of the
secrets of the photographer’s success.

As we mentioned above, he also took excellent photo portraits that made a
major contribution to the history of photography. In them, he immortalized some
famous people of his time: artists, actors, film directors, composers, writers, art
critics, politicians.

Having taken a portrait picture, the photographer never sought to meet the
person again — not because he was indifferent to his heroes, but because he took his
pictures accidentally, walking around the city and just catching the moment.
Meanwhile, the impression Ara Giiler’s photos make is that they are selected shots
from a directed movie.

Salvador Dali. Dali is represented in a semi-reclining position in an armchair
in a luxuriously furnished environment. Notice that he fit in only half of the
armchair. His clothes, pose, and look convey his violent temperament (Fig. 12, 13).

He also touched on Armenian topics: khachkars, churches and common people.
Ara Giiler tried to present the world in a way that many people are not ready to see.
He sensed transformations, reconstructions in the city and in the people’s lives; he
wanted to preserve each and every detail for history (Fig. 14).

Exhibition at the National Gallery of Armenia in 2013 and a Conversation
Between Giiler and a Group of Students

In 2013, the National Gallery of Armenia opened Ara Giiler’s exhibition titled
“Barev dzez” (Hello), featuring over 100 photographs made in Armenia, Turkey and
other countries. The photographer donated over 130 prints to the Gallery. Speaking
at the press conference before the exhibition, Ara Giler said: “| started living with
cinema, | didn’t know that | would become a photographer. | took up photography
when | realized that | could give something more with it”. Ara Giler said that it was
important for him to capture a character unprepared, that beauty is not important
because it is fleeting. At the end of the press conference, the title of Honorary
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Member of the National Association of Photographers of Armenia was bestowed
upon Ara Giiler by the President of the Association Sergey Hakobyan.

The Exhibition of Giiler’s works continued through the summer. A separate
section represented his photos taken in Armenia. The rest of the exhibits were
portraits of famous people and photographs of landscapes, urban views from
around the world; here also belonged the images of Istanbul. During his stay, Ara
Guler was received at the Department of Journalism of Yerevan State University. An
excerpt from the question-and-answer session between Ara Giiler and the students
is brought below:

- Mr. Giiler, who was your first teacher, and do you remember the first
photo you took?

- | didn’t have a teacher, | “invented” everything on my own. | was a gifted
child (laughs). But seriously, there was no teacher at that time. We all had a camera
at home and took family pictures, but my first professional photo | took in 1948,
when the statue of Ataturk was demolished.

- Does a photographer have to have talent, or can he become a
professional if he works hard?

- | don’t think it has anything to do with talent. First of all, a photojournalist must be
a “comprehensive” and smart person to instantly grasp the situation. You can’t let
the time slip. You have to catch the moment. Photography is the visual story of
journalism. | am not a photographer; | am a photojournalist presenting news. The
history should be written with the photographs we take. Yet don’t think that whoever
picks up a camera is a journalist.

- You also took the picture of William Saroyan. Can you tell us when and
how you met him?

- | think it was in 1976, the year of the 200™ anniversary of the discovery of
America. | was supposed to shoot American celebrities, but | couldn’t find Saroyan. |
wrote letters, | literally chased him. No result. | finally caught up with him in Paris.
That’s where | photographed him. He was a remarkably interesting person; he knew
everything about everything. His favorite person was the girl of his next-door
neighbor, who always waited for him to come out to shake his hand.

- If you had had a chance to live another life, would you become a
photographer again?

- Yes, | would be a photographer, but there is one thing | always regret. | would
like to become an architect because the most important thing is to leave a mark on
this world. It can be just a wall [7].

Conclusion

Today, Ara Giiler’s works are exhibited in the world-famous galleries, stored in
the collections of the National Library of France, the Ludwig Museum in Cologne,
the Sheldon Collection at the University of Nebraska, as well as in private collections
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in Boston, Chicago, and New York. His photographs were published in many photo
albums. They make a valuable contribution to the photographic art of Turkey [9].

“I don’t plan anything in particular when | take photos, but | run around the
city, ready to take photos at any moment, because | see everything around me - the
city, the people - as if through the lens. My world is the lens of the camera” [13].

The world-famous photographer died in 2018 at the age of 90. A few months
before his death, the Ara Giiler Photography Museum opened in the historical
building of the Bomonti Brewery in Istanbul. There, the artist’s photographs, written
stories, paintings, books, notes, videos, photographic equipment, and personal
belongings are exhibited.

Like the photographer Antoin Sevruguin of Armenian-Georgian descent
eternalized the historical and cultural monuments of the XIX century Iran, so did Ara
Giiler, who documented the contemporary world in his photographs.

Ara Giiler left for us the truth as it is. Over the years, his heritage acquired
shades of melancholy and nostalgia. But in their moment of capture, of the rapid
click of the shutter, they were the breath of the hour [2, p. 67-71].
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uchuur<c Lnrkuuvuurp2 urd $3nkLsrh LNRUURShUNKY

hub3 RURUNM3UL

<ndwu hwdwp. (Fwownwu, hybp: «Ugtuwphp |nuwulwphs Upw Snybiph (nuuwtughynw»: Upygbu-
tuwghywlwt hwintu, N 2 (2022): 167-178. DOI: 10.54503/2579-2830-2022.2(8)-167

SGhwnwywu ni [pugpnnuywu pwqiwehy nwnwbwuhpnigyniuubip, npnup
hpwywuwgyb| Gu hwy, pnipp b wjwggh dwutwgbwnutiph Ynndhg, wuhbipptihn-
ptu Jywynwd Gu wyu dwuptu, np Oudwujwu Yuyupnipniunwd b (3nnphwind dow-
Ynyeh qpbet pninp puwqwywnutipp, win YnW twl nuwulwpsnyeiniup, hhd-
uwnpyt] b qupquwgt Gu hwjtiph 2unphhy: Swagnuinyg hwy Upw Synybipp hw-
dwpynud £ XX nwph wdbuwhwjnuh Sninnjpwugpnnubphg dbyp, npu wuwpt b
uintindwagnpdti| b nipphwynud: Lw hp (Nwuywpubipp skp hwdwpnw wpygbiunp
unbtindwagnpdniejniuttin, w)| punwdbup Jwybpwgpwlwu Yunpbp: Uwhuwiu win
Juybpwgpwlwu wwwybpubipu nunwduwuhpbng, Ywpnn Gup thwuwnb), np npwup
hujuwlwu wpytunp gnpétip bu:

1950-hg wptuwwb] £ npwbu $nunnjpwgpnn b hwdwgnpdwygb] dh owpp
gnpdwywnieniuttiph htiw, wynphynpbt dJwutwygh) £ dhowqquiht gnigwhwu-
ntuubiph: Lnwwulywpsh pwpdpwpdbp untindwagnpénieniuubp wpdwuwgh) tu
quuwqwu pwpép wwpguubph: Upw Snybpp inuwuyuwpbine uywwnwynyg hwu-
nhwt| £ pwgdwphy woluwphwhnswy wudwug, npnug eyYnd Gu, pwgh fSnip-
phwjp nGYwdwnutiphg, PGpppwt Mwubp, Nithuuenu 2Gpship, Ununn (3njuphu,
Uwwnnp “twihu, Uwpy Swquwp, dtntphyn dEhupu, Mhywunt, “twunpu <nd-
dwup, Undh Lnptup, Wpnptn <hspnpn, ftubup Nihywdup, Yhywd Uwpnwup, Upwd
Fuwswunnywup, Utingt) Pwpwewunyn b wynp:

Pwbwp pwnbp' Upw Ynybp, [nuwtlwpsnyeiniu, Snnnipugpnn, Unwd-
pnih wspp, gnigwhwunbuubip, (Fnipphw, $ninnjpwgnpnn;:

* Ubupnwy Uwownngh wujwu hhtu &dGnwgpbph ghnwhbunwgnunwywu huunhwunnunp
Upubjuwghwnnipjut pwduh wywg ghwnwgfuwwnnn, 6ML <wy wpybunh wywndniygjwu U
wbunigjwtu  wdpphnup  nwuwfpunu,  wpybunwghwnnpjwu  pLYUWSNL,  nngbuwn,
yvettetaj@yahoo.com, hnnwdp ubiplujwgubint opp' 06.09.2022, gpwfunutint opp' 17.11.2022,
nwwignnyRjwu punniubine opp' 15.12.2022:
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MWP B OBbEKTUBE dOTOIPADPA APA THOJIEPA

NBET TALXKAPSIH

Ins uutuposanmus: TagxapaH, Meet. “Mup B obbextnse cotorpacba Apa [tonepa”. Uckycmsosedyeckuii
xypran, N 2 (2022): 167-178. DOI: 10.54503/2579-2830-2022.2(8)-167

MHorouncneHHble HayuYHble U XYPHANNCTCKUE NCCNE0BAHNA, OCYLLLECTBIEHHbIE
apMAHCKMMM, TYPELKUMW W APYrUMU CreunanmcTamn, HEonpoBEPKUMO CBUETENb-
CTBYHOT O TOM, 4TO NMOYTU BCe cchepbl AyxOBHOI KynbTypbl B OcmaHcKoli umnepum
Typumun 6binn 3anomeHbl U pa3BuTbl bnarogapa apmaHam. Ciofa OTHOCMTCA Takme
uckyccteo cpotorpadpum. OiMH M3 cambix U3BeCTHbIX doToxypHanucTos 20-ro Beka,
apMAHUH no npoucxoxaeHuto Apa [tonep #un u TBopUn B Typumn. OH He cyuTan
cson cpoTorpacpun NpomsBeLeHNAMM UCKYCCTBA, a BCEro NLb AOKYMEHTalbHbIMM
Kagpamu. OpHaKO M3y4yMB WX, Mbl MOMKEM KOHCTaTMpOBaTb, 4TO Mepef Hamu -
HaCTOALLME NPOU3BELEHNA UCKYCCTBA.

C 1950-x ropos Apa ltonep paboTan oTOMYpHaNUCTOM W B 3TOM KauyecTse
COTpyAHMYan C PAAOM areHTCTB, MapannefnbHO akTUBHO y4acTBYA B MEMAYHapOAHbIX
BbICTaBKax. 3a CBOM BbICOKOKNaccHble paboTbl coTorpad 6bin yao0CTOEH MHOro-
uncneHHbix Harpag. C uenbto dotorpaduposaHua Apa [tonep BcTpeyanca co MHOMM-
MW BCEMWPHO M3BECTHbIMU NNYHOCTAMU, CPEAW HWX, HapsAdy C PYKOBOAWUTENAMM
Typuuu, 6binn beptpan Paccen, YunctoH Yepunnnb, ApHonbg ToiiHbu, Canbsagop
Hanu, Mapk Laran, Pepepuro Pennnnu, MNMukacco, actnH XodpmaH, Codpm JlopeH,
Anbcppen Xuykok, TeHnecu Yunbamc, Bunbam CaposaH, Apam XauatpsH, Cepreii
MapapmaHoBs u ap.

KnroyeBsie cnosa: Apa ltonep, cdoTtorpadums, cpotoxypHanuct, Oko Ctambyna,
BbICTaBKkM, Typuua, poTomypHanucr.

* CrapLlumii Hay4Hblii coTpyaHuK Hay4Ho-uccnefoBaTenbCKMii MIHCTUTYTa APEBHUX PYKOMW-
ceil umenn Mecpona MawrToua (MaTeHagapaH), npenogasatenb Kadenpbl UCTOPUM U Teopun
apmAHckoro uckycctBa EMY, KaHgmpar WcKyccTBOBefieHWA, OOLEHT, yvettetaj@yahoo.com, cratbaA
npegactasneHa 06.09.2022, peueHsnposaHa 17.11.2022, npuHAaTa k nybankaumm 15.12.2022.

Unybuywghynulyut hwtnbu / Uickyccmsosedyeckuli xypHan / Journal of Art Studies. 2022. N 2



YIK:75.046(479.25)+ 24
DOI: 10.54503/2579-2830-2022.2(8)-179

3HAYEHUE UKOHbI B APMAHCKOM XPUCTUAHCKOM UCKYCCTBE

3EM®UPA TAPASIH'

Ins untnpoBanua: TapasaH, 3emdupa. “3HayeHue MKOHbI B apMAHCKOM XPUCTUAHCKOM WCKyccTBe”.
Uckyccmsosedyeckutli xypran, N 2 (2022): 179-188. DOI: 10.54503/2579-2830-2022.2(8)-179

B pmaHHoOli cTaTbe Ha OCHOBAHWM WUCTOPUYECKMX AaHHbIX Mbl MbITA€MCA BOCCTAHOBUTb
MOAJIMHHYIO WCTOPUIO MKOHOMWCK M WMMA MUBOMMWCLA, CO3AaBlLUero nepsblii obpas Mucyca
XpucTa, MCKameHHbIi nereHpoii, mpunucaslueii sToMy obpasy «HepyKoTBOpHOCTb». M3HavanbHoO
Hu oauH nctopuk (lepybHa, EBceBuii Kecapuiicknii, MoBcec XopeHaum) He ynoMuHaeT o He-
PYKOTBOPHOCTM 0bpasa, HanpoTWB, BCE eAVHOMMACHO Ha3blBAtOT HKMBOMUCLA-MacTepa, N1caBLIEro
ero. 7o AHaH (AHaHWii AnaxyHu), BbIMOMHABLUMIA JunnomaTuyeckue nopyyeHua uapa Abrapa.
To, 4TO OH OJHOBPEMEHHO ABMANCA MPUABOPHBIM XYLOKHUKOM, NpWUEaeT ero aBTOPCTBY elle
6onbluyto npasponofobHocTb. besycnoBHo, aunnomar AomKeH yMeTb PUKCMpPOBaTb AOKYMEH-
TaNnbHble AaHHble. Y AHaHa 3TOT Jap NPOABMANCA B €ro CroCcOOHOCTU He TOJIbKO Onucatb, HO U
3apucoBaTb MpoucxofALLmMe cobbITUA U MPUYACTHbIX K HAM nuy,. B aTom nnaHe ero aBTopcTBO
becuieHHo, 1 nereHpa O HepyKOTBOpHOM obpase, npefas 3abBeHWIO UMA co3patens BasHeliLLelt
I/1A XPUCTUAHCTBA PENVKBUM, HE3ACTYMEHHO NIMLLMIA UKOHOMVCHYHO LLIKONY MOJJIMHHON UCTOPUK.

Knrouesbie cnosa: Xpuctoc, AHaH AnaxyHu, Cnac HepyKOTBOpPHbI, WUCTOPUYECKMIA
MOPTPET, UKOHa, UKOHOMWCb, Lapb Abrap.

BcrynneHnue

MNepBblii 0bpa3 Xpucta (MOAJAMHHUK He COXpaHuicA), Tak HasbiBaemblii MaH-
ounnoH, nnn «Cnac HepyKOTBOPHbIW» Obin co3paH AHaHOM AnaxyHW Kak mctopuyec-
Kuii nopTpet c #ueoro Mucyca Xpucra, ana apmarckoro uapa Abrapa V Many. Pemecno
XYDOMHUKA 3adMKCUMPOBANIO PEanbHOCTb B KAuyecTBe AOKYMEHTa. YHWUKaIbHOCTb 3TOrO
OOKYMEHTA CYMTaaCb OfHUM U3 OCHOBHbIX €ro JOCTOMHCTB, U MOBTOPEHUE €70 HUKaK He
MOTIO NMpUBMEKaTb apMAH, MPUMUCHIBABLLIMX 3TO JOCTOMHCTBO CBOEI MCTOPHN.

Tema aKkTyanbHa B HaluM GHW, MOCKOJbKY MOABIAIOTCA HOBble paboTbl 06 1306-
paxeHuax Mucyca XpucTa, VCMONHEHHbIX MPU €ro MU3HW, a TakKe yTBepMaaroLue,
uyto «Mucyc - uapb Speccbi». [locnepHee nonoeHne NOCTPOEHO Ha OCHOBAaHUU
nsobpameHna Ha 6poH3osoli moHeTe uapAa OcposHbl Msaca Many (Many VI?). To
MHEHWIO aHrnuiickoro uctopuka dnnuca Panbdpa, Many n Mucyc SmmaHymn — ogHo u
10 e nuuo'. Npea 06 uzobpameHun Xpucra Ha MOHETE He ABNAETCA abCypaHON.
Jpecca (HbiHe Ypdpa) — ropoj-rocyaapcTso, ropaunacb TeM, 4To Brafena AOKYMeH-
TanbHbIM n30bpaxeHnem Xpucra. KTo-1o u3 MHorouncneHHbix MaHy, npaBuTeneii ro-
poja, MOKMOHABLUMXCA XPUCTY, MOF MoMenatb u3obpasutb ero Ha moHete. OpgHako
OMMaHyun o3HauaeT «toHblii». M3obpaxeHne 3Tomy onpepfeneHuto He COOTBETCT-
ByeT. [Momnmo 3TOro, monoxeHue o Tom, YTo Xpuctoc bbin Lapem JAecchbl, HE BMU-

* Craplumii HayuYHbIii COTPYOHUK oThena nm3obpasuTenbHOro Uckycctea MHCTUTYTa UCKyCCTB
HAH PA, kanpupat uckycctBoBefeHua, zemfiratarayan@gmail.com, crtatba npefcTaBneHa
28.02.2022, peuensuposana 01.09.2022, npunaTa k nybnmkaumm 15.12.2022.

! Dnnmnc Panbg. Uuncyc - uapb daeccoi, htv.ru/novosti/1789366 u gp.
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cbiBaetcA HU B ero 6buorpacuto, HU B Buorpacuto koro-to u3 Many. D70 Kacaerca
Take Xpacta - uapsa Napcuu [4].

Mockonbky ApmeHua ABnAnacb OfHOW M3 nepBeiiLunx NpeemMHUL, XPUCTUAHCTBA,
BCe rnocArartenbCcTBa Ha AOrMbl PaHHEro XpUCTUaHCTBa OHa paccMaTpuBana Kak yrpo-
3y He TONbKO PENUrMO3HOM, HO U MONUTUYECKOW camocToATenbHOCTU. Ha aToii nouse
ApMeHusa peBHOCTHO obeperana TpPaavLMM U pUTyasbl NEPBbIX XPUCTWaH, BUAA B HWX
HEKYI HauMOHaNnbHYIO UAelo, AeliCTBYIOLWYIO M B Hawe BpemA. Ha 3Toii e nouse
BblpabaTtbiBanCb B APMEHUM OCHOBbI MAEONOMUN Y UCKYCCTBA.

OdpmumanbHo cumtaetca, 4to ApmeHusa npuHana xpuctuadctso B 301 r. Ho
chakTMyeckn ye B Hauane | B. XxpucTnaHcTBO 6bINO MPUHATO MO WMHWUMaTUBE LapA
Abrapa V MaHy B ManeHbKom annmHucTuyeckom Lapctee OcposHa, KoTopoe cuuTa-
NoCb YacTblo ApMeHWM, a NOTOMY U Lapb ee 3Banca Lapem ApmeHun. Torga KaHo-
HU3MpoBanacb UCTOPUA anocTONbCKOW LEPKBU M XpucTa B NPAMOIA CBA3M C €ro MUC-
cueid, n Torpa e CnoMuINCb UKOHOMUCHbIe 0bpa3bl Xpucta u boromatepu.

Pap wccneposateneii cuntaet OcposHy cupuiickum rocypapctsom, a Abrapa —
uapem Cupun® Ho Cupus, HamHoro Gonee obimpHas, 4em OcposHa, B yKasbiBae-
mble BpemeHa (go 30-bix rogos VIl B.) He bbina caMocTOATENbHbBIM FOCYHAPCTBOM, @
ABNANAChb, NoNepemMeHHoO, 4acTbio (NPOBUHLMEN) AepiaBbl AnekcaHapa MakepoHcKo-
ro, rocypapctea Ceneekunpos, Pumckoil n BusanTuiickoii umnepuii. Tak yto Abrap
HUKak He mor ObITb uapem Cupun.

CraHOBNEeHUe NKOHOMMUCH

ApMeHuA urpana oO4eHb 3HauYMMyl0 pofib B (POPMMPOBAHUM XPUCTUAHCKOMO
MCKYCCTBa U, B YAaCTHOCTM, BU3AHTUICKOTO CTWAA, KOTOPOMY OHa, B TO e Bpems,
cocTaBnAna Hekyto onnosuumnio. Cam BU3aHTWIACKMIA CTUNb BO3HWMK Ha 6a3e BOCTOY-
HOXPUCTMAHCKOrO WCKyccTBa B LenoM. Ho octaBnAAa B CTOpOHe YpesBblyaiiHo 6ora-
TbI ¥ MOLLHbIN Cnoii n306pa3nNTenbHOW CMCTEMbI XpUCTMAHCKOV Kannagokuy u apy-
rMX BM3aHTWIICKMX MPOBUHLMIA, Mbl, B LAHHOM CNyyae, MOA BW3aHTUNCKWM CTUIEM
nojpasymeBaem, raBHbIM 0Bpa3om, KOHCTaHTUHOMONbCKOe UckyccTBo. PasBuBaAch
B paMKax ohuLManbHOro HanpasneHUsA, MOKHO CKasaTb «MMMEPCKMUX», U3bICKAHHbIX,
LBOPLOBbIX MPeAnoYTEHNA, KOHCTaHTUHOMONBbCKMIA CTUMb BbIN Yy, HAPOAHbIM BO3-

2 Hen3gecTHO, KakMN [aHHbIMM 0BOCHOBAHO HELOBEPUE K UCTOPUYECKIM UCTOYHMKAM, BKIHOYaA
ApeBHeliLLMe Mo UCTOPUM XPUCTMAHCKOI LiepkBu. Ho aTo HefoBepue LieneHanpaBneHHoO BHEAPANOCh
B COBPEMEHHYIO VICTOpUOrpadhyto, MOCKOMbKY BEPCHM, OTPULAIOLLME MEPBYHO XPUCTUaHU3ALMIO apMAH-
CKOVi LepkBu npu Abrape V, npecnefytot BMOMHE KOHKPETHYHO Lieb: OTKasaTb apMAHCKOW LEpKBU B
npaBe Ha3blBaTbCA aroCTOMBCKOM, YTO BECbMa BbIFOJHO /1A TEX XPUCTUAHCKUX CTpaH, KOTopble 3TUM
npasom He obnapatot. Pap asTopos [2, 11, c. 28-29, npum. 92, 15, c. 435] cunTatot, YTO apMAHCKOE
npowucxoaeHve Abrapa V aenaetca mucpom, a XpUcTUaHCTBO bbino npuHATo npu Abrape VIII. Mexay
TEM, €CTb MHOKECTBO UCTOYHUKOB, MpUMUCbIBatoLLmx Abrapy V apmAHCKoe npoucxomaeHue 1 dpakt
MPUHATUA UM XpucTuaHcTBa [9, c. 105 1 129, 8, c. 195-196] ABnAeTca He apMAHCKUM, a IMBO rPeYecKUM,
nmMbo acCUPUICKUM UCTOYHMKOM, YTO YMe €CTb HEKOTOpoe MOLTBEPMAEHUE WX HEenpeaB3ATOCTU.
«APMAHCKMM LlapbkoM» Abrapa HasblBaeT Takke BcemmpHas uctopusa B aecatn Tomax [1, c. 789].
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3peHuAM, Moj, BAMAHMEM KOTOPbIX CKNafblBanacb paHHEXpUCTMaHCKaAa u3obpasu-
TenbHaA cuctema. To e camoe cnepyeT ckasaTb 06 upeonorum, B KOTopoi He 6e3
6opbbbl, He cpasy u He Bcrogy, nNobesnnn [OrMbl, BblABUHYTble XalKeMOHCKUM CO-
60poMm, pyKOBOACTBOBABLUMMCA ropasfo bonblue NONMTUHECKUMU, HEMENN PENUIUO03-
HbIMKU coobpameHuAMKU. Kak cTpaHa, B KOTOPOI M3HavanbHO paspabaTbiBanocb Xpu-
CTUaHcKoe yyeHue, ApMeHWA cTapanacb COXpaHUTb MepBeiiLune yCTou U MpUHLMMbI
XPUCTUAHCKOW WAeonornn, chopMnpoBaHHble TPemA MEPBbIMU XPUCTUAHCKMMKU CO-
6opamu (Hukeiickum - 325 r., KoHctanTuHononbckum — 381 r., Dpecckum — 431 r.).
Pewenus cnepytowero XankegoHckoro cobopa 451 rofa apMAHCKas LEPKOBb He
MPVYHVMMAET M He OCrmapviBaeT BCMEACTBME TOrO, YTO HE yyacTBOBana B HeM B cuny
PAAA VCTOPUYECKNX, MOMUTUYECKNX W PENIMTUO3HBIX MPUYUH, OGHOW M3 KOTOPbIX bbis
BOMPOC OTCTaMBaHWA XPUCTUAHCKOro BEPOMUCTOBEAAHWA B CTpaHe, MoAmMaslueil nop,
BnacTb 3opoactpuiickoit Mepcun. OcTaBlIMCL B CTOPOHE OT pa3paboTKU HOBbIX JOMM,
apMAHCKOe [yXOBEHCTBO, KaK M OCHOBHaA Macca HaceneHvs, VMeno npuBepKeHHOCTb
MOHOU3NTCTBY, pa3paboTaHHOMYy nepBbiMM Tpema cobopamu. MoHOU3UTCTBO He-
penKo paccmMaTpuBanoch B KadecTee «apMAHCKOI Bepbi» [0, 4, u. |, rn. lIl.], BcTpevas
MOpULAHUA U TOHEHUA CO CTOPOHbI COCefeli-eAVMHOBEPLEB, MPUHABLLUX peLleHUs
XankepoHckoro cobopa.

CwuTyauma HarHetanacb Takie 0COObIM pacnpocTpaHeHMeM B [AHHOM peruoHe
yYeHuA naBAVKWaH M TOHApPaKniiLes, paspaboTaBLUMX rMaBHble JOrMbl pedhopmaLivim,
OCHOBaHHble Ha BO3fepMaHnNy OT BCAKON POCKOLLM U U3NWLLECTB Npu ciymeHun [oc-
nopy. lNoknoHeHne oBeLLLeCTBAEHHbIM, MaTepuanbHbiM atpubyTam, B TOM YuCne KO-
HaMm, MOCTPOEHWE LLepKBEll, Hanmune BCEBO3MOMKHOM POCKOLLHOIW LEePKOBHOW yTBapu
cYnTanochb HefoNycTUMbIM M3nuwecTsoM. Llapb A6brap nosepun Bo XpucTa, He BuAs
ero. JTO OCHOBHOE MOJOMEHWe, K KOTOPOMY anmnenMpoBanu nepsble CTOPOHHUKM
XpucTtmaHctea. W, cornacHo emy, HUKakue AyXOBHble MepemuBaHnsA He JOMKHbI Onu-
paTbcA Ha MaTepuainbHble HarnAfHble nocobua. Hessnpaa Ha 60pbby c aTummn yue-
HUAMM, CYUTABLLMMUCA EPETUYECKUMM, aPMAHCKAA LLIePKOBb, BCNEACTBUE UX pacrpo-
CTPaHEHHOCTM, BbIHyMJeHa 6blna MpPUHUMaTb HEKOTOpble U3 MPOMOBESYEMbIX MU
MPVHLMMOB U CYATATbCA C HAMMK, TeM Bonee, YTO OGHUM M3 OCHOBHbIX MOCTYNATOB B HUX
6b110 coxpaHeHWe gormata Bepbl U 6orocnymeHuil nepsbIX XpUCTUaH. DTN 0COBEHHOCTM
apMAHCKOrO XPUUCTUAHCTBA CUIbHO MOBUAIN Ha XPUCTMAHCKOE UCKYCCTBO PermoHa.

JILA. lypHOBO HeopHOKpaTHO yTBepMpgana, 4TO Crefbl MMBOMUCHOIO TpyHTa
MMEIOTCA MOYTU BO BCEX apPMAHCKMX LEEPKBax, B YeM yaanocb ybeanTbca U MHe, B CO-
MeCTHbIX C Heli aKkcneguumax. OcobeHHOCTbIO 3TOro rpyHTa ABNAETCA TO, YTO OH
OYeHb TOHOK, MOTOMY POCMUCK B apMAHCKMX LiepKBax niaoxo coxpaHunucob. Mpu no.-
TOPHOM MoceLLeHNN 6OMbLIMHCTBA MaMATHUKOB Ye MOYTU HUYero Henb3Aa Obino
pasrnafetb. OfHako nccnefoBaHnA NPebIAYyLLVX NeT CBUAETENbCTBYIOT:

1. o4eHb MHOTrO LiepKBeli OrpaHM4MBanoCb OpPHaMeHTalbHbIMU MOTUBAMU N CUM-
BONIAMK, 4TO UMENO MecTO 0COBEHHO B paHHexpucTuaHckuii nepuop. lpumepom mo-
ryT Cny#uTb doparmeHTbl pocnucy He coxpaHuBLueiica Lepkeu VI-VIII . Moroc-et-
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poca B EpeBaHe, KoTopble xpaHATca B McTopuueckom mysee ApmeHun u nsobpaskarot
LLBETOUHbIE KYCTbl B Ba30HaX C «MOOLLMMM» Ha HUX NTULLAMM — ONULLETBOPEHWEM pas;

2. OCHOBHble CIOMKETHble POCMUCU XapaKTepHbl AN1A LiepKBeii, NaTpoHamu Ko-
TOpbIX ObINM AapMAHCKME KHA3bA-XANIKEAOHUTbI. B Kpyrax anuTbl NpUHATME XanKeJoHUT-
CTBa ABNANOCb OfHUM W3 OCHOBHBbIX YCNIOBMIA YCMELLHOrO MONNTUYECKOTO CIYMEHNA;

3. OopHameHTy B 3TWUX POCMUCAX YLENANOCh MOYTU TaKoe e BHUMaHue, Kak
CIOMETHbBIM CLIEHaM CBALLLEHHOW UCTOPWMK;

4. MHOrMe U3 LepKBeli pacnucbiBanUCb He CniowWb, a mectamu. [lpumepom
MOMET CNyKMTb pocnuck B Barynmn c nsobpameHvem 3041akanbHOro Kpyra;

5. pocnvcu, Kak U Bce usobpameHua CBATbIX (HE TONbKO MMBOMUCHbIE), BOCNPU-
HUMaNUCb B KayecTBe WMKOCTPaALUUIl K CBALLLEHHOW UCTOPUM, OCHOBAHHOW Ha peanbHbIX
cobbITHAX, 0 Yem roeopuT kak BpraHec Keptox [14, c. 7-8, 13], Tak u gpyrue anonoreTbl
apmAHckoro xpucTtuaHctea. OHU e NpeynpekpatoT, YTo Bee N3oOpaXeHua HOCAT CKopee
no3HaBaTeNbHbI, HEMENN KyNbTOBbII XapakTep, YTO CUNBbHO OTIMYAET UX OT UKOH.

6. noknoHeHne n3obpameHnAM CBATbIX, B TOM YMCNE CTAHKOBbIM, LienoBaHue ux,
NpeKknoHeHWe Npef HUMK KoneH, felicTBUTENBHO, UMeeT MecTo. To Me camoe npowc-
XOAUT Nepep, KamabIM XpamoMm, YacOBHEVW, Meper, KONMOHHaMW B Xpamax W [epeBbAMM,
KaMHAMM, MPU3HaHHbIMKU MO TOW WAM WHOW MpUYMHE CBALEHHbIMM W np. Bce ato
OOMYCKaeTcA B HAPOJHOI cpefie, HO MOPULLAETCA LLePKOBbBIO.

ToT dpakT, 4TO B ApMEHMU He pa3BuBanacb UKOHOMUCH, NMPU HaNMYMU Pa3BUTON
LUKOSbI XPUCTUAHCKOW HUBOMUCKU, B YACTHOCTU, MOHYMEHTA/IbHOM, a TaKXe, KHVKHOM
MWHUWATIOPbI, KOTOpas co3faBanacb He TONbKO B MPOCNaBAeHHENLNX CKPUNTOPUAX,
HO U MOYTW NPU Kam[OM MOHacCTblpe W Mpu OTAENbHbIX LiepkBax, Kak npaBuno, He
CTaHOBMTCA NpeaMeToM Auckyccuii. M ato npu Tom, 4Tto B cocepHeli Busantum, Poc-
cum, ['py3un MKoHONWCb ABNANACh OJHMM U3 OCHOBHbIX HarpaBneHuii XpUCTUAHCKOro
UCKycCTBa. TaKie He 3a0CTpAeTcA BHMMaHWE Ha TOM, 4TO, OrpaHMYMBaACh anTapHbI-
MW 3aBecamu (kaTanetacMamu), apMAHCKaA LLepPKOBb Tak U He BBena B 0buxop, MKOHO-
cracbl. A nopobHble KyNbTOBbIE COOPY:KEHUA AOMKHbI Obinn ObITb NepeHATbI B CTpa-
He, UCMbITbIBAIOLLLEN CUIbHBIE INNMHCKNE BAUAHUA, eCn yYecTb 3amedaHue [paso-
CNaBHOI 3HUMKNOME[UN, COrNAcHO KOTOPOMY MKOHOCTAChbl 3aWMCTBOBaHbl OT aHTWY-
HbIX (DOPM apXMTEKTYPbI, apkaf 1 antapeil, BbIAENAOLWMX CBALLEHHbIE MECTa, ABe-
Hue n npebblBaHMe CBALLEHHbIX NepcoH. Ho B XpucTmaHcTBe Tpaanuma MKOHOCTaca
BO3HMKNA B NMOCTUKOHOOOPYECKOE BPEMA, U OHa BOCXOAMUNA K BU3AHTUINCKUM, HU3KUM
anTapHbIiM nperpajam — TEMINNIOHaM, Ha KOTOpble CTaBUAW PAfJ, UKOH WAU WKOHY-
3NUCTUAWIA, BBITAHYTYO MO ropusoHTanu. Bot 3710 «nocTukoHobopyeckoe» HOBOBBe-
[EHNEe OKasaNoCb YYHKAO apMAHCKOMY XPWUCTMAHCTBY, W HE MOTOMY N1, YTO WMKOHO-
bopyeckme HaCTPOEHMA 30,eCb HUKOT A He BbInn UCKOPEHEHbI 00 KOHLaA?

XYLOMHWUKK, KOTOpble UMENN MHOrOBEKOBYIO LLUKONY MOPTPETHOrO WUCKYCCTBa,
cornacHo nerenpie o Cnace HepykoTBopHOM, He MOFM Hanucatb MUK Xpucta. Xpuc-
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TOC MOMOT UM, MPUNOKMB K CBOEMY ULy MONOTEHLE, YOpyc®, Ha KOTOpPOM OoTnevara-
NUCb ero YepTbl. DTOT papuTeT U nony4un ctatyc HepykoTBopHoro obpasa, a Take
HasBaHve «MaHaunmoH». TonkoBaTenn NPMBOAAT pasHble NPUYKHbBI HEMOLLLW Xy O~
HukoB. Ho y 1. dnopeHcKkoro ectb MHTEpecHoe cyxpeHune: «...Jluuo nonyyaer yer-
KOCTb CBOEr0 LyXOBHOMO CTPOEHWA, B OTNIMYME OT NPOCTOro Nuua, He B CUNy BHEeL-
Hux cebe MOTMBOB, Kak TO: KOMMO3MLMOHHBIX, apPXUTEKTOHNYECKUX, XapaKTeponoru-
YECKMX U T.A., U HE B U30bpaeHUn, a B camoli CBOeli BELLLECTBEHHOIN AeiicTBUTENb-
HOCTM U coobpa3Ho BenMuaiwmm 3ajaHuAM cobCcTBEHHOrO CBoero cyliecTa. Bee
cnyyaiiHoe, 0bycnoBneHHOe BHELLHEMY 3TOMY CyLLECTBY MpuyMHamu, BoobLue Bce TO
B /MLE, YTO He eCTb camoe NILO, OTTeCHAETCA 34ecb 3abuBlueli KnoYoMm v Npobus-
LelicA Yepes TONLLY BELLECTBEHHOW KOpbl sHepruto obpasa bomua: nuuo crano au-
Kom» [7, c. 28]. PaKTUYecKu, He npean, KOTOPbIiA, COrNacHO TOMYy e aBTOpY, «/u-
WweH 3Heprum» [7, c. 16], a cama «3Heprua» coszpaet obpas Bomuii. Opyrum nytem
€ero nonyunTb Henb3A. CnepoBaTenbHO, BCE MOMbITKU MKOHOMWUCLIEB HOCAT «BHEWHUE
cebe MOTUBbI», OHU HE COCTOATENbHbI, CyTb 0Bpa3a OCTaeTca «COKPbIMOl»* ana 3Tux
BHELLIHMX MOTUBOB. Ecnu oTHECTUCb K 3TOMY BbIBOAY CO BCEIO CEPbE3HOCTLIO, TO OH
He TonbKo obocHoBbIBaeT fnereHay o HepykoTBopHom obpase, HO ¥ obocHOBbIBaeT
Teoputo ukoHobopuecTBa. Henb3a ckasaTb, YTO OHa MMena B MPOLLIOM CBOE TEOJO-
rmyeckoe 3aBeplleHvie. OHa MpuWHUMManacb anpuopHoO, Kak 3aBeT, 3anpeT — He MOoK-
noHATbeA kKymvpam. W cam . PnopeHckuii He cnepyeT 3ToMy 3aBeTy, BCAYECKM Mbl-
TaACb OMpaBjaTb €ro HapyLleHWe, UCCNeayA W MpuU3HaBasA, YTO MKOHA — BCErO NWLLb
nUHVA, 00BOAALLAA BUAEHVE, COBMAAAOLLAA MO OYEPTAHUAM C [yXOBHbIM 0bpasom
[7, c. 42], T.e., No ero e onpeneneHnto, KOMNO3NLUOHHbIN, apXUTEKTOHUYECKUIA,
XapaKTeponormyeckunii, BHeWHUL MOTHUB.

Noes ManpunuoHa uctopuyeckn b6nvsKa apmMAHCKOW, Kak M cupuiickoli cpepe,
HO OHa BOCTPUHUMAETCA Kak TpaguLuA NaMATHOro nopTpeTta, bonee Toro, caenaHHo-
ro Npu 3emMHoli ¥U3HW nopTpeTupyemoro. M HeT HUKaKoil BO3MOMHOCTU MOBTOPUTH
3TOT ONbIT B cuny abcontoTHOM dhopmynbl: Xpuctoc, nsobpameHHblil Ha UKOHe, BCe
paBHO ocTaeTcA HeonucyembiM. MaTepuanusauua npeanbHOro HeCoCTOATENbHA, OHa
CO3jaeT BCEro N1LLb OTAATEHHOE, XOTA U HarnagHoe ero nopobve. N kak 6ol MoaHH
HamackuH n Bacunuii Benukuii He yuunu, 4TO MKOHbI BOCXOLAT K mepBoobpasy,
«Y4ecTb, Bo3pjaBaemas obpasy, nepexonuT Ha nepeoobpas», 4A apMAH nepsoobpas
OCTaNncA efUHCTBEHHbIM W HEMOBTOPUMbIM, OfHAKO, He Kak HEPYKOTBOPHBbIN, a Kak
MUCcaHHbIN C HaTypbl, C XMBOro Xpucta. Ta e CUTyauMA MpOCNexMBaeTcA Mo OTHO-
weHuto k obpasy boromatepu. M nopobHaa nosmuma rocnoactsoBana He TONbKO B
ApmeHun. B pycckom TpakTaTte o co3faHun WKOH coobluaeTca: «[naBHbIM MKOHOMpa-
duueckum npepcrasneHvem locnopa bora n Cnaca Hawero Wucyca Xpucta sAB-

3 MaHaMNMOH, Kak 1 yBpyC — MHOTO3HaYHbIE MOHATUA, HANPAMYHO CBA3AHHbIE C NoHATUEM «He-
PYKOTBOPHbII1 06pas», YeMy MOCBALLEHO OTAENbHOE uccneposaHue [5, c. 131-139].

4 Teopua «CoKpbITUs» 0Bpasa 1 BOOOLLE CBATLIHD paspaboTaHa [0 XPUCTUAHCTBA, KOrAa BONbLLMHCTBO
KyM1pOB 6b110 CKPbITO OT BCeobLLIEr0 0603peHIA, 1 TOMBKO MpeLibl venu K Hum goctyr [5, u. I, r. 1X].
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naeTca ucmopuyeckoe nsobpamerne Cnacutens, boroyenoseka B Ero uenoseveckom
obpase. XpuctraHckasa MKOHa B CBOEM UCTOYHMKe (nogy. Hamu — 3.T.) ecTb upeano-
Hoe nodobue, Tunuyeckoe (noay. Hamu — 3.T.) n3obpameHne CBATLIX KL, U COBbITUIA
Hosoro 3aBeta, yuuteneid u peateneil XpucTuaHcTBa. DTa OCHOBa XPUCTUAHCKOW
MKOHOrpadhun He OCTaHOBMNACh Ha M30OpaMeHUN BHELLIHOCTW, HO, NEpPeXoaA K n306-
PAKEHUIO BHYTPEHHEN CYLLHOCTW, CTPEeMWsIacb CO3[aTb [yXOBHblA obpas»®. Tot
chaKT, 4TO pasroBOp MAET O HACTOALLMX MOPTPeTax, CAenaHHbIX C HaTypbl, UMEN or-
POMHOE WAEONOrMYecKoe 3HayeHue n Obln OGHUM W3 OCHOBHbIX KO3bIpeil Kak MKO-
HomouuTaTeneld, Tak U UKOHOOOPLLEB.

HensbexHbl M3MeHeHWA B MOBTOPEHWU MepBOABieHHOro obpasa W, Kak bbl HU
MbITaIUCb WX WUFHOPUPOBATb, HEBO3MOMHO He Y4YWTbIBaTb OOCTOATENLCTBA, MPOABMAO-
LLMECA U B [YXOBHOI MW3HM: B YACTHOCTM, CYyObEKTUBHOCTb XYLOMHUKA, KOTOPOMY
npvHagfexar He TONbKO TEXHWYECKWE BOMMOLLLEHWUA, HO U COOCTBEHHbIE LyXOBHbIE
owyLieHna u socnpuaTua. [ogpasaenasa MKoHbI Ha YeTbipe KaTeropuu, [1. dPnopex-
CKWI1 NPUXOLAMT K BbIBOLY, YTO BCE UKOHbI ABNAIOTCA ABNEHHLIMM, NMOCKONbKY «3[,eChb
HeobXoAMMO YTO-TO BUAETb CBOMMU JyXOBHbIMM rnasamu», Kak To 6bino ¢ Padasanem,
Korpa medTan oH xusonucatb ey Maputo [7, c. 55, 56, 57]. OTctopa ncxogut:

1. KaK 6bl HY BO3HMK MaHAWIMOH, OH ABNAETCA He NEPBbIM M30bpaKeHUeM XpuUCTa;

2. emy npepwectsoBana paboTa XyLOMHUKa;

3. ckopee Bcero, MonbITOK M306pa3nTb Xpucta ObINo HECKONbKO, MO KpaiiHeld
Mepe - [iBe, TPU: HEKOTOPble UCTOYHVKUN YTBEPHAAIOT, YTO XYLOMHUK «MOCMOTpEN, U1
He ObINo Noxome»;

4. nockonbKy bymaru etLie He Ob110, XyAOKHUK pYCOBa Ha MOMOTHE, UMW Ha AEPEBE;

5. npocTo u30pBaThb M YHUYTOMWTbL HeyaaBLUMICA HAbpPOCOK, CAenaHHbli Ha
nofobHbIX MaTepuanax, XyLOMHUK HE MOT;

6. KaKkue-To U3 ero HabpoCKOB yuenenn u HemmHyemo 6binu YAOCTOEHbI, €CNUN He
MOYNTaHWA, TO NOYTEHNA.

Toro e 3acnysu1BaeT TMYHOCTb XyO0KHUKA.

Netonucey, Abrapa lepybHn (JlabybHu, lepybHa), a Takme nepBblii UCTOPUK
XxpuctuaHckoii uepken EeceBunin Kecapuiicknii He ynomuHaroT HepykoTBopHbIii 06pa3
[10, c. 9]. Ha 3Tu e ncTouHnKM onuparotca apMaHckue uctopukn. CornacHo nepebim
cBMIETeNbCTBaM, BO BpemA npedbiBaHua Xpucta B Mepycanume, Tya, NpoesnoMm, € LEbo
yBueTb Xpucra, 0 Yyfecax KOToporo Obinn HachbllaHbl, 3aexanu TpW MocnaHHUKa
uapa Abrapa — Map Wxab, LLamiwarpam n AHaH AnaxyHu, HaxofMBLUMECA C NOAUTUYEC-
Kot muccmein B MNanectnhe. BepHyelunck B Ypdpy, nocnbi pacckasanu Abrapy o Xpucre.

[lna Hac cpegy nocnoB ocobeHHO 3HaumTeneH npubnnmeHHblil Lapa — AHaH. Mo
pacckasam nocnaHHuKoB Abrap yeeposan Bo Xpwucra, Kak B bora u cbiHa boxbero u
BHOBb OTMpaBWi K HeMmy AHaHa C MUCbMOM, COAEPHALLUM MpurnalleHne B Jpeccy
XpucTta Kak BENUKOrO BpayeBaTeNa, KOTOPbI UcLenAseT He TpaBamu, a cnosom. [lo

> EpmuHuna, unn HactaBneHue B KMBOMUCHOM UCKYCCTBE, COCTABNEHHOE MEPOMOHAXOM W M-
sonucuem [lnoHncnem PypHoarpadprotom.
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BO3BpaLLeHUn AHaH npuses ¢ coboil KMBOMUCHbBIK obpa3 XpucTta, KOTOpbIil B fanb-
Heillem xpaHunca B Jpecce. 310 bbIn NOPTPET, a HE UKOHa.

[MoHATMe MKOHBI Tora BoobLLe He CyLLecTBOBaO.

Koro e pucosan AHaH AnaxyHu, nocnaHeu, uapA OCposHbl U XyQOMHUK, O KO-
TOPOM CBUIETENLCTBYIOT NepBble UCTOpUKK XpuctuaHctea? Mpas 3. PeHaH, koTopblii
cuntaet: «EaBa nn mMoxHO comHeBaTbCA, YTO caMm Mucyc HUKorpa He NOMbILWAAN Bbl-
fasaTb cebs 3a Bornnotusweroca Bora» [3, . XV]. Uucyc Xpucroc® — nmuHocTb
XapusmaTtuyHas, KpacHopeuyusaa U opepxumasn uaeeii noctpoeHna Llapctsa boxmua,
Moj, KOTOPbIM MHWOCH LLAPCTBO HPaBCTBEHHOCTW. JTa JIMYHOCTb COBepLUWUia Mnepe-
BOPOT, KOTOPbI 3akntoyanca B pa3paboTke HOBbIX MOPaNbHO-3TUYECKUX MPUHLM-
MOB: B YBaMeHUU HE K OmpefeneHHbIM KaTeropuaAM NOfEN, a K YenoBKy Boodlue, K
KaMgomy, B 1t060M ero COCTOAHWUM W Jame KayecTBe, MOCKONbKY NPOLLEHWNE U MUIO-
cepauve obelianocb Kamaomy — npu ycrnoBuu packasaHuA. MimeHHo munoceppaue
CTalo OCHOBHbIM NMOCTYNaTOM AJ1A OCHOBaHUA BPEMEHHO'TO OTpe3Ka, OnpenenAemMoro
INA yenoBeyecTBa Kak spa. Mgea akTyanbHa no ceii feHb, NoYyemy U MMeeT Orpom-
Hble mMaccbl nocneposateneii. OcobeHHocTbO XpUcTa He ABNAETCA TO, YTO, He 3HasA
WCTUHHOrO, 3eMHOro OTLa CBOEro, OH Ha3Banca cbiHOM boxbum. Bce aBnatoTca
cblHamn boxbumn. Ho B cBoem eanHenun ¢ borom-otuom Mucyc Xpucroc, noHumas
CBOIO BO3BbILLEHHYIO poONb, owylian ceba cnuewmmcAa ¢ HUM. B atom nnaHe ero,
OelfiCTBUTENbHO, MOMHO CYMTaTb €AVHOPOAHBIM U eAnHOCyLLHbIM. [epBbiii UKOHO-
nucHblif o6pa3s 3aneyarnen noprpetHoe usobpamenue WNucyca Xpucra, ¢ KoTo-
pbIM CBA3aHO OCHOBaHWE HOBOIA 3pbl.

3akntovyeHue

ApMAHCKaA LEpKOBb MpPOABAAET TEPNUMOCTb K Apyrum penuruam. W pasHo-
rnacua Mexay OTAENbHbIMU XPUCTMAHCKMMU LOKTPUHAMKM XOTA W HE MOOLLPAIOTCA,
HO ponyckatotcAa. OHM MOTyT CyLLLeCTBOBaTb MEMAY PasiMyHbIMU Hapofamm, 3TO ec-
TECTBEHHO, HO OHW He AOM¥HbI HaBA3bIBaTbCA Apyrum. OpHUM U3 nepseiilLnx por-
MaToB apMAHCKOW LepkBu ABnAeTcA mpea CnaceHusA, KOTOpPYO OHa paccmMaTpuBaeT
Kak OCHOBY penurum BooOLLie, a XpUCTHaHCKoi, B YacTHocT. W nepep, rnasHoii npeeil,
nepep, Bceobuueit npeeit Cnacenuna, Kotopas joniHa oObefnHATb, a He pa3befMHATL
yenoseyeckoe 0OLLLECTBO, Pa3HOrNacvA BCErfa BTOPOCTEMNEHHbI, a Bpamia Ha UX oc-
HoBe BoobLLe He gonycTuma. K xpuctmaHam 310 oTHocuTcA B ocoboii mepe. EpnHe-
HUe U eJUHCTBO XPUCTMAH CYMTAETCA BamHENLUMM YCNOBMEM B3auMoOAENCTBMA. Ap-
xvenuckon M. OpmaHsAH OfiHy U3 rnaB CBOel KHWUMM «ApMAHCKaA LEepKoBb» o3arna-
BUN KaK JAyXOBHYHO CHUCXOAUTENbHOCTb, AyX CHUCXOMAEHUA — npoLueHna: « Lipnnw-
dunnipjwt hnghu» [12, c. 139-140]. Takum obpa3om, XOTA M apMAHCKaA LLEePKOBb
yBaKaeT JorMatbl BCEX XPUCTUAH, HO OHa cama crnepyeT obblyaam nepBelillei Lepk-
BU, B cuny yero npobnema obpasa, 0cObEHHO B 3HAYEHUU MKOHbI Kak OObeKTa MoK-

® B nocnegHue Bexka 10 H.3. noAenAnock MHoro Meccuii, Cniacuteneii n Yuuteneii cnpaseaimeoc-
I, 4TO, COBCTBEHHO, M 03HauaeT «Mucyc XpucToc». Ho HUKTO U3 HIX He CTan ocHOBaTesNeM HalLel 3pbl.
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NIOHEHWA, Ha apMAHCKOW nouse obpeTaeT cBoto cneunduky. M3obpamennsa cBALLeH-
HbIX /UL, B apMAHCKWX LiepKBax, rnaBHbIM 00pa3om, ABAAIOTCA CTAHKOBbLIMM
Npou3BeAEHUAMM, YTO, OAHAKO, He WUCKIIOYaeT YBAKEHWA K UKOHaM, KOTopble ne-
PEBO3MINCH B APMEHUIO U3 TaK Ha3blBaeMbIX «CTpaH )paHKoB»’.

CoBpemeHHaA apMAHCKaA LEpPKOBb aKTWBHO MpPUAEPHMBAETCA 3TOW MOMUTUKK,
He KenaA oKa3aTbCA B M30MALMM W CTapaAcCb HE 3a0CTPATb BHUMaHWA Ha Obinblx
AOTMaTUYECKUX CMOpax, U Aame C TPYAOM MPU3HAET, UN He NPU3HaeT BOBCE, UX UC-
TopUyeckoe 3HayeHue. [oKNOHeHNe MKOHaM, Hannuue UK OTCYTCTBUE MKOHOCTaca U
npoyne KynbToBble U 06pAfOBble OCOBEHHOCTU OTHOCATCA K (POpMalbHbIM, BHELL-
HUM NPOABNEHNAM, VMEIOLLUM CBOW MPUYUHBI, UCCEfOBAHNE KOTOPbIX Ype3Bblyaii-
HO WMHTEPECHO B MiaHe BbIABNEHNUA UCTOPUYECKUX U UAEONOrMYECKNX KOpHeVI Xpu-
CTMaHCKOM pennrun. O,I],HaKO BOWMHCTBEHHOE HaBA3blBaHWE CBOUX B3rnAnoB cCpenu
MCTUHHO BEPYHOLLLMX HE NPUEMNEMO.
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Armenia had developed schools of mural painting and miniature painting.
Monasteries and churches had scriptoria and corresponding workshops for copying
and illuminating books. However, it should be mentioned that icon painting was weak
in Armenia, notwithstanding the fact that it was one of the main directions of Christian
art in the neighbouring Byzantium, Georgia, and Russia. Researchers did not either
focus their attention to the fact that the Armenian Church almost never introduced
iconostases but widely used altar curtains. However, it was in the Armenian settlements
that the first sacred images (Christ and Our Lady) were elaborated and later accepted
as icons. These controversial circumstances in the history of Christianity need
thorough research. Early historians of the Christian church call artist Anan Apahuni
the creator of the first image of Christ. Painted in His earthly life, this image of Christ
represents His historical portrait. The concept of an icon did not exist then. The legend
about the Miraculous Image of the Saviour unjustly deprived the artist of his authorship,
which should be restored, and his role in the development of icon painting reappraised.

Key words: Christ, Anan Apahuni, the Saviour’s Miraculous Image, historical
portrait, icon, iconography, icon painting.
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This article observed cover-curtains with round central medallions executed in Marash
“secret stitch embroidery”. Most iconographic and symbolic details of the ornaments and their
manner of execution and expressions are compared and discussed. Close observations related to
the fabrics, threads and their color solutions, used to make these cover-curtains, are
discussed as well. These covers or rug-like textiles preserved the ancient symbolic decorative
elements that had existed in the Armenian Highlands for millennia. With their unique
iconography and symbology, these covers developed throughout the Middle Ages and became
an inseparable and important part of other art forms known in Armenian culture. As rugs,
these covers were displayed in the Armenian home as a blessing and an evil preventing charm
for the entire family.

Key words: concentric circular decoration, hand embroidered rug, ornamental and
color complexes, multi-circle pictorial decorative structure, rosette, symbolic unit, canonical
ornamental expressiveness.

Introduction

The study aims to observe cover-curtains with round central medallions
executed in the “secret stitch embroidery” of the Marash region. These items are
kept and available to us in Armenia, Los Angeles and elsewhere. A number of
iconographic and symbolic details of ornaments and the manner of their execution
will be compared. Several observations, related to the fabrics, threads and their
color solutions used to make these cover-curtains, will be discussed, too.

A unique large size (180x182cm) example of this type of cover', executed in the
same stitch, previously belonged to the Los Angeles resident Nazelie Elmassian’s
family collection. Currently, this piece is owned by the “Ararat” museum of Mission
Hills, California (Fig. 1). This cover is a hand embroidered piece with a large single
central medallion. The medallion is composed of a number of circles with a common
center. The background of the cover consists of continuous square-shaped designed
linear ornaments.

Several years ago, 97-year-old Nazelie donated most of her rich collection of
clothing, textiles and more to the “Ararat” Museum in Mission Hills, California. She
is a granddaughter of a well-known merchant from Kesaria, Karapet Telfeyan |1,

* Santa Monica City College, Fashion Design professor, Doctor of Arts,
sofiakhachmanyan@aol.com. The article was submitted on 13.09.2022, reviewed on 07.12.2022,
accepted for publication on 15.12.2022.

"The other variation of the Marash stitch is satin stitch.
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p. 2200-2203]2. The cover-curtain in question became known during the Telfeyan/
Timourian collection’s transfer to the museum. It was severely damaged; therefore,
it did not receive necessary attention at that time. The story, preserved in the family,
tells that Nazelie’s brother Aram, who was fatally ill with cancer, used to rest on the
sofa covered with this piece in the living room during the day. Nazelie says that after
months of battling his illness, Aram passed away on that sofa. Due to this extended
wear and tear, the cover was badly damaged.

In February, 2022, by the initiative of the “Ararat” Museum and the
“Armenian Dress and Textile Project”, a scientific conference and related large
exhibition was dedicated to the culture of Kesaria. During the preparation process,
we reviewed and examined the extent of the damage to the cover. It became clear
that it was an exceptional example of Marash braided stitch embroidery and should
be secured and preserved. The masterful execution and high quality of the
embroidery, the artistic solid ornamental structure, the color solutions, unique
iconography, symbolic details and their relationships convinced us that it was
necessary to refer the cover in a separate study.

The Technique of the Embroidery, Fabrics and Threads

This type of Marash embroidery is extremely unique and original in its
execution technique called “secret stitch”, or “Irka” [35, p. 25], [15, p. 6]3, because
during the embroidering process the working thread creates only dots on the reverse
side of the fabric, mostly staying on the surface, where, by strict sequence, it passes
through each line four times going back and forth. Eventually it creates braided
decorations, looking similar to relief sculptures found on “khachkars”, or cross-
stones. As a result, cross-based ornaments are formed, because the first two back-
and-forth rows of the embroidery are Cross, or Catchstitches. The two first rows are

2 Karapet Telfeyan was the older brother of Movses Telfeyan. They both were the sons of a
famous Kesarian merchant Sargis Telfeyan. Karapet Telfeyan’s older daughter Nazen was married
to Sedrak Timourian who was a famous Kesarian merchant as well. Their daughter Galenik, after
moving to the United States, married a lawyer from Kharpert named Astor Elmassian. During her
lifetime, Galenik kept and conveyed the Telfeyan/Timourian families’ wonderful collection to her
daughter Nazelie. Timourian was a knowledgeable and educated merchant who dealt with rugs and
other antique merchandise. His collection included historic clothing, rugs, cushions, furniture, a
large copper plate bearing an Armenian inscription, items made of silver and gold, etc. This rich
collection travelled with the family from Kesaria to Constantinople, New York, Fresno, and finally to
Los Angeles. Timourian S., Unpublished Memoirs, “Ararat” Museum, Mission Hills, California, 34.

3 The second type of Marash embroidery, the Satin stitch is called Zeytun stitch or
kotasegh (local people also called it atlaslama), with which every element of the decorated
ornament is covered. As a result, the working thread creates a similar image on the opposite
side of the piece.

Unybuywghynulyut hwtnbu / Uickyccmsosedyeckuli xypHan / Journal of Art Studies. 2022. N 2



Sofi Khachmanyan 191

filled with two more woven or braiding rows resulting in braided looking crosses, or
cross based ornaments*:

In the embroidery of all the discussed covers, along with the Marash stitch,
Chain, Basting and Back stitches were also used as supporting or additional
techniques [16, p. 65]°. The Chain stitch creates a bold line because of its continuous
chain-link structure. It is used to outline and emphasize larger and smaller
decorations, making them more accentuated and visible. This stitch is present on
most of the covers besides that in Fig. 11.

The Basting stitch was also employed on most of the covers, running parallel
to, or enveloping some of the design elements, such as circles, arches, and other
decorative details. With its interrupted linear structure, it also performs a framing
function, giving an appearance of movement and visual lightness to those ornaments. This
stitch is present on all the covers besides that in Fig. 11. Backstitch, as another stitch that
creates a continuous line, was used only in one of the covers (Fig. 11).

The cover in question and most of the chosen covers that are used for
comparison are likely 100-150 years old. An examination of the canvas fabrics used
for them shows that they are all cotton, non-uniform, plain weave, narrow pieces
(64-66cm). For this reason, multiple layers of fabric were used to build large size
covers. Those narrow strips are connected together with a simple Basting stitch to
ensure the desired width for the covers (2mx2m). The embroiderers used two layers of
fabric for both rectangular covers (Fig. 9, 10).

The triple-layered fabric, used for the cover in question (Fig. 1), corresponds to
the above mentioned description. One of the three pieces is discolored, indicating
that it was dyed in a separate from the other two dye bath, where the dye did not set
and bond properly. The mentioned descriptions indicate that similar, indelicate
textiles are the result of local cottage industry production [35, p. 26-27]°. These
textiles were woven and dyed by local production units such as small workshops
organized in orphanages, individual dyehouses, or by individual weavers and dyers.
As a result of these types of cottage industry productions, the thread was spun by
hand and then woven on narrow looms. The result was a woven cloth that was
neither too wide nor too uniform. In such cases, sometimes problems with the dye
were very much possible [8, p. 28-30]".

*During embroidery, all the threads move in a strict order and if a mistake is made at any
point, then the entire work must be undone and fixed, so that in the end a flawless braided
ornament is obtained.

> Serik Davtyan states that all of these three stitches are ancient techniques.

® There are reports that, unlike local production, the imported cloths were of higher
quality and therefore the local cloths were mostly sold out in the villages.

7 Such textiles were popular and used in other regions of Armenia as well, where women
embroidered designs or symbols commonly seen on rugs employing different embroidery
types on them. Bazeyan states that such textiles, as rugs or wall hangings, were used in towns and
villages when more expensive piled rugs were not available.
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Marash city and its surroundings is known to have been one of the centers of
cotton cultivation, cloth production and textile dyeing. The fabric used for
embroidery was from the local cotton and another name for it was Epenezer®.
However, it is also known that a large amount of cloth was imported as well. As is
known, from the Middle Ages, the favorite colors for textiles in Marash were red,
blue (lajvarde), etc. Presumably, this tradition was valid until the beginning of the
20th century, the 40s-50s [35, p. 27]. Since the covers selected for this study are in
red, dark blue, greenish, black, so most probably they were made around this time.

As for the needlework or threads used to join the pieces together, they are also
the result of homemaking or cottage industry. Our detailed examination of the
threads used for embroidery on the covers, especially on the worn areas, confirms
this fact. The threads are thin, well twisted, yet their thickness and twist, like the
cloth, are not uniform. This is yet another hint that the threads used for embroidery
are also the result of local production®. The main colors of threads used for
embroidery are white, red, green, light blue, yellow, black, gray. Only one of the
pieces has pink on it (Fig. 11), [35, p. 92]. This piece was a gift to the “Ararat”
Museum. According to the preserved information, it was made in the 20s-30s of the
XX century", most probably, never used, hence looks quite new.

Artistic Design of the Covers and Their Comparative Analysis

The main feature of the ornamental compositional structures of the cover in
question (Fig. 1) and the selected similar pieces is the presence of a central
medallion with concentric circles. It should be mentioned that in Fig. 11, the shape
and structure of the circles are different from all the others. For instance, at the
center of the cover in Fig. 1, there are four consecutive bands, three of which are
relatively narrow and one is wider. All those bands are filled with various archaic
symbolical ornaments, which remind of the ornaments surrounding the carpet mid-
fields depicted on a variety of Armenian carpets. Extending from the central round
medallion are the square based, linear continuous strong ornamental structures of
two different design decorations, resembling an architectural structure. They extend
to the four edges of the cloth. Such background is absent in Fig. 11.

The design structure of the cover belonging to the Armenian Ethnographical
Museum (Fig. 2) is similar to the cover in Fig. 1. The central circular ornament of

8 One of the seven orphanages operating in Marash, Epenezer, where in the late 19th and early
20th century, the scotswoman Agnes Salmond founded a cloth production of interest to us, which
turned into a small workshop. It employed about forty workers. In the name of the
Orphanage, the produced cloth was given the name Epenezer.

® The filler threads for the embroidery are a little thicker but again uneven.

10°A single cover of light gray color embroidered in the 1900s has lots of white, light green,
maroon colors, the combination of which is far from traditional Armenian color solutions. It is
possible that such covers were made for the European market.

" Covers embroidered in the 50s of the XX century are also known.
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the cover preserved in Washington (Fig. 3) is composed of four narrow and two
wide bands, consisting of two or three smaller concentric circles. The centerpiece of
the cover in Fig. 4 also consists of four concentric circles, one of which is wide.

In all the mentioned covers, on the four sides of the inner field of the broad
strips of the medallions, four small circles are placed in a criss-cross arrangement.
If connected, they will also present square shapes. (Such circles are absent only on
the covers in Fig. 3 and Fig. 7). On some of these covers, there are also four
crosses enclosed within small arches placed between these four circles. In their
criss-cross arrangement, arch covered crosses alternate with four smaller circles,
again presenting a square shape. In their criss-cross base arrangement, these two
decorations pictorially make an overall octagonal composition, or a star with 8
points because of the combination or overlapping of two squares. To make such a
compositional interpretation more visible, the accentuating light color threads, used
for embroidering the arches or stars, are white, yellow, light blue and light green. In
this regard, Fig. 3 and Fig. 7 are exceptions. In the inner narrow band of these two
covers, eight arches are depicted, under which, instead of crosses, there are star
flowers, embroidered with white threads on both covers to make them more visible.
The design compositions of these two covers are similar, most probably designed in
the same workshop or by the same drafter [35, p. 27]"%. The elements of artistic
design placed on both covers are expressed in sharper geometrical shapes.

One of the covers, adorned with a homocentric circular decoration, which was
probably used as a wall decoration and/or a pillowcase (Fig. 9), has a rectangular
shape and is smaller than the previous covers™. The corners of this cover, similar to
some other Armenian carpets/rugs [19, Ill. 503, 522, 491]", are filled with Y4-circle
designs containing four large, blossomed crosses surrounded by various symbolic
ornaments, curvy decorations, and stars. The inner field of this piece is framed with
a narrow decorative strip filled with wavy floral designs, similar to the ones found on
rugs. This piece, like the ones observed before, has a central medallion with
concentric circles that remind of the circle designs of the previous examples. Here,
too, there are four inner circles and crosses with covering arches. However, the
design of the background outside the medallion differs from the design found on
the rest of the covers. Eight cross-pointed stars in a checkerboard pattern, light-
colored ornaments with a square base, having wavy niches with crosses at the

2 The draftswoman was usually a separate person and was paid separately. Draftswomen were
also embroiderers. They sometimes used special molds made of wood or metal, the use of which
made possible the use of old ornaments, their repetition, and preservation.

3 The reason this example was selected to be included in this observation is the presence
of a circular design medallion at the center of the piece and double cross designs covered
with arches.

14 The design of this cover is greatly influenced by medieval rug design where there is one or two
central medallions with similar corner designs, and there is a great number of such rugs.
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corners, are embroidered here. The iconography of this rug is similar to the
compositional iconography of traditional carpets.

Fig. 10 with its construction is also different from the rest of the covers. Like
Fig. 9, it has a longitudinal design and was probably used as a wall hanging next to
the bed, but with its iconographical design it is special and unique compared to the
others. Instead of one, three large circle medallions cover the entire surface of this
piece. In their iconography, they have much in common with the concentric design-
decorations of the other covers. That is the main reason why it was included in this
study. However, with its other design-details, it stands separate from all the others.
The three circles are separated from each other by opposite Trees of Life that are
stretching upward and downward. Single birds are placed between the trees and on
the tip of each of the branches, reminiscent of the bird-adorned trees depicted in
the Armenian medieval miniature paintings [17, pic. 63]. The embroidery is so rich and
dense that the fabric underneath is almost invisible.

The central ornament depicted on the cover in the “Ararat” Museum (Fig. 11) is
significantly different from the central ornaments found on all the other pieces.
Here, the ornamental thinking undergoes a drastic change, where there are only
echoes of traditional ornamental compositional structures, to which various
approaches, absent from the other covers, are added. The central small ornament is
an octagonal star, which gradually, as it grows, transforms into triangle shapes. The
continuing triangles, in a criss-cross arrangement, form eight stylized Trees of Life
in two different types. They are enclosed in a wavy frame that adapts to their
shapes. It is followed by a wide strip of central decoration, featuring stylized figures
of eight Trees of Life or pomegranate trees. They are completely different from the
motifs depicted in the corresponding areas of all the other covers. On the branches
of these trees, lifelike flower buds, star-shaped flowers and birds are depicted. This
paradisiacal image is followed by a narrower band with a succession of blossomed
crucifixes and cross-centered star flowers. Outside of the decorative circle, the
corners of the cover are decorated with accentuated fleurs-de-lis with cross-
centered octagonal star-decorations at the center. The petals of lily decorations
carry Trees of Life in them. They are surrounded by a variety of octagonal and
triangular decorations, bouquets in vases and other plant designs. This
accomplished paradise image is surrounded by a border of undulating flower-
decorated branches on all four sides, in the corners of which, images of blossomed
crosses are placed. We need to mention that such outer frame is missing on the
previously presented covers. Also, the ornaments depicted in Fig. 11, in contrast to
all the other covers, are more flexible and widespread, and do not have the
ornamental density of the others. In terms of colors used on this cover, there are
noticeable differences as well. Light colors prevail here: pink, light blue, light yellow,
off-white, etc.

As is known, in Marash, some women were engaged in designing ornaments for
embroidery and were called “drafters” [15, p. 8]. They used a cane pen with a beveled tip
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and/or specially carved wooden blocks to draw or to print the design they chose with
blue paint or starch on the cloth, for the artisan embroiderers then to do the
needlework [35, 27-28]" [16, p. 47, 101].

Most probably, molds (or special wooden stencils) were used, because in
stamping or printing with wooden blocks it was possible to quickly place the main
decorations in their traditional places and then fill in the empty spaces with a pen. In
another type of fabric decoration technique, the use of wooden blocks carved from
solid wood was very common in Marash or surrounding areas; due to their durability,
they were used for a long time [15, p. 43]. Presumably, designing with the use of this
method also contributed to the perpetuation of archaic forms of ornamentation, since
the master printing block makers, along with the professional skills, passed down
from father to son the accepted and traditional forms of design. This confirms the
existence of similar ornaments on different covers and the stable tradition of
presenting them in similar ways.

Cultural and Iconographic Parallels Between Covers and Other Branches
of Folk Arts in Armenian Culture

Before discussing the symbolic meanings of the adornment on the covers, one
more question should be addressed. Unlike S. Davtyan, H. Tokmajian thinks that the
cover examples made by Marash secret stitch decorated with archaic designs were
made in Malatya, not in Marash, and that there are also small differences in the ways
of stitching'®. According to Tokmajian, only the covers with flexible decorative
motifs, like the one we discussed in Fig. 11, and the rectangular covers with narrow
outlining frames were made in Marash. In the course of our study and comparisons,
a number of differences also surfaced, which confirm Tokmajian’s opinion. For
instance, in Fig. 11, Chain stitch was not used. The only one used was Backstitch. As
for the color, they used pink for embroidery, which is absent on the other covers.
The one in Fig. 11 has an outer encircling band that is absent on the other big covers;

15 Tokmajian does not agree with Serik Davtyan that the Marash embroidery masters used
print blocks, because he found almost none among the Marash masters living in Aleppo.
However, it should be mentioned that wood block printing as a textile decoration technique
was developed in Marash. The masters themselves prepared the necessary paints, print
blocks and the craft was passed down from generation to generation. It is also known that
there were embroidered curtains and rugs. The sizes of the ornaments on each cover are the
same. In any case, even for an experienced draftswoman, it is difficult to draw so evenly with a
pen on large-sized pieces. Given the existence of blocks, those used for print making including,
it is difficult to imagine why their use should be rejected if they made the work faster and more
accurate. While working in Fig. 1, our observations showed that small elements were added to
some of the open areas of the cover, probably after printing the major elements with blocks.

6 Serik Davtyan was the first researcher to call this stitch “Marash”. The entire
generations of artisans were educated with that information in modern Armenia. We need to
be confident in the opposite opinion before we refute it.
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the “S” motifs are used singularly; the square-based background trellis is missing
altogether; the central medallions are significantly different, etc. It should also be
mentioned that in the XII-XIll centuries, most of the population in Malatya were
Armenians [7, 145]". Spinning and weaving was widely spread there, therefore, most
probably, it was an important center of embroidery. However, in order to give a
final answer to this question, it is necessary to address it with a separate study.

The unique iconography of the discussed large covers is not common among the
examples of Armenian embroidery, but it is widespread in khachkars, or cross-
stones, made in various regions of Armenia from the X century [3, p. 90, 110, 126,
132]. On these cross-stones, at the base of the crosses, large rosettes with braided
designs are carved. Adjacent to them, square-based ornate and continuous
ornaments are present. The general iconography of the preserved metal double
book covers, made in the territory of Armenia proper and in the diaspora during the
XV-XVIII centuries and presently kept in St. Echmiadzin and in the Matenadaran
Manuscript Library, is very close to the iconography of the covers under discussion
[25, fig. 7,13, 21, 50, 51]® [29, p. 198-199].

Similar to the covers, such book designs have a round or oval central medallion
with more than one circles. Certain ornamented fields surrounded by a narrow rim
around those medallions are present. Like in the iconography of the covers, in the
iconography of the book double covers, too, ancient motifs are replaced or merged
with Christian symbolic motifs. For instance, the geometrical symbolic forms of the
central medallions of the covers, such as octagonal decorations, arch covered
crosses and curvilinear motifs are replaced with images of scenes of Christ’s life. On
the front side of the book covers, mostly the Crucifixion is depicted, while on the
reverse side, the Virgin Mary with the Baby Jesus in her arms, or the Burial scene
with the Ascension scene are presented.

If we take the designs of round, multi-circle medallions as a separate
decorative/symbolic unit, similar decoration forms are extant in many other cultures.
However, in Armenian culture, ornaments with such an iconographic structure are
extant everywhere: on ancient pottery, on cups, shields of the kings of Van,
medieval big trays [24, II..]'°, on the tops of men’s and women’s caps, in the
Armenian national costume [16, II.]?°, on protective charms or on women’s aprons,
belts and the like [20, p. 18, 19]. On cross-stones and architectural structures, there
are also many such rosettes as a symbol of the sun. Armenian round needle lace is a
concentric multi-circle structure with its design and iconography as well [14, III.].

"7 The city of Malatia is mentioned in Hittite, Assyrian, Urartian sources.

'8 According to Mnatsakanyan, the four small circles depicted in the circular motifs found
in Ani symbolize the four elements. He believes that such images are very old.

'91n the collection belonging to the Timurean family living in Los Angeles, there is a large
copper tray with Armenian inscription, the iconography of which is closely related to the
iconography of the circular ornaments made on the covers discussed.

20 Caps from Sasun or even decorated socks from Vaspurakan.
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There are many known lace rosettes with similar decorations. In other words,
similar, or one might say canonical, ornaments have a continuous and parallel
development in many other branches of Armenian culture. All those art forms were
widespread and well developed not in Greater Armenia alone, but also in Marash
and its surrounding areas [15, 5-6]%.

In Marash embroidery, iconographically, the overall design on these covers is
unique and not found in other types of needle crafted types, nor is it found on
smaller examples of the same type of Marash embroidery. However, iconographically,
structurally, and symbolically or philosophically, there are close parallels between
the existing woodcut examples and the covers in discussion. For instance, the
rectangular tray from Lori, kept in the State History Museum of Armenia, and one
of the discussed covers (Fig. 10) are very similar with just small differences. Or
some other exhibits in the same museum: pastry (gata) decorating blocks, spoon
holders, wooden charms, the door of the St. Stepanos Nakhavka monastery and
other wooden objects also have close connections to the decorative pictorial solutions
of the discussed covers [16, ll.]** and necessarily possess similar ritual and symbolic
significance.

It is clear that the ornaments used in the above-mentioned various cultural
spheres are endowed with deep philosophical, ritual-worship values. They express
ancient ideas and the ancestors’ worldview about the creation of the world, about
God, religion, and therefore have a blessing value and/or act as a charm, or
talisman. In this regard, the discussed covers are not an exception, because the
ornaments depicted on them, and the compositions built with them contain all the
above-mentioned values. In addition to their aesthetic quality and beauty, those
covers also blessed and protected the house, the hearth and home, because,
according to the popular saying, “a home is also a church”.

It is hard to say much about the formation and development of Marash secret
embroidery. It is also difficult to assert how these decorations with such archaic
structures appeared on the discussed covers. However, we witness a phenomenon that,
as a result of the creators’ “amazing traditionalism”, these symbols and decorations
have preserved and crystallized in folk artistic thinking in Armenia over the
millennia. Later, they mixed and assimilated into the artistic expressions of Christian
philosophy and developed together during the Middle Ages [16, p. 17]* along with
other arts. These symbols and decorations reached the beginning of the XX century

2 Davtyan believes that there are close connections between various branches of
Armenian applied arts, which are expressed in their similar color solutions and content of
ornaments.

22Such examples are countless in artistic processing of wood.

2 These transitions took place during the population migrations in Middle Ages, when large
groups of people moved from Armenia to Cilicia due to various historical events. It is known that
many craftsmen from various regions of Armenia: Van, Karin, Syunik, Ararat, moved and worked in
Cilicia, where high-quality and world-renowned textiles were produced.
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outside of Armenia proper, in Cilicia, and after the Genocide - in various Armenian
communities all over the world [35, p. 23-25]. For this reason, the iconography and
symbolism of the covers are closely related to the iconographic approaches of
various forms of Armenian culture, for instance, altar designs known in Cilician
miniature painting, where there is a medallion with concentric circles, whose central
ornament is mainly the crucifix [18, fig. 29]*.

It is possible that the women who made these covers at the end of the XIX
century and the beginning of the XX century, did not comprehend the actual
meaning and symbology of all these mystical elements, however, due to the strong
traditional influences and their deep reverence for national art, these ornaments
passed down from generation to generation and reached modern times [15, p. 8]%.

The Iconography and Symbology of Main Decorations Found on the Covers

In the iconography on all the eight above-mentioned covers, unified symbolic
elements with minor differences are extant and beautifully presented. Their structure
and meanings are consistent with the iconography present in other branches of
Armenian folk art and culture, such as architecture, cross-stones [6, p. 96, 97, 98],
wood carving [20, p. 186]%, ceramics [3, llI-XI], rugs [5, p. 67, 70], needle lace,
printed textile, metalwork (including silver, copper and bronze), etc. [16, IIL].
Symbolic solutions similar to cross and square-based ornaments are numerous. In
such ornaments, the center of the concentric circle is usually a flower, star, or cross.
The four-layered concentric circles follow each other bearing a cross or four and
eight-based symbolic motifs as a single solid circle structure. From the circle at the
center, square-based designs start immediately, stretch and end at the edge of the
cover/fabric.

We need to observe the iconography of these covers, as well as discuss the
structures and decorations that were most frequent on them. Finally, we need to
discuss the various manifestations, expressions, and the development of the forms of
these symbols, dwelling on the meaning and significance of some noteworthy
ornaments.

At first glance, the covers shown in Figures 1-8, in their general composition
and iconography, represent a unique mandala. In several Eastern cultures, a

2 The altar ornament of the Gospel created in the second half of the 12th century in
Hromkla is extremely close to the iconography of the covers under discussion, and the main
letter decoration of the name page with its braided structure seems to be decorated with
Marash stitch.

% The Marash people and Armenians of Malatya were consistent in preserving the natural-
traditional forms of ornaments. They were mainly people who lived on cottage industry. The
older women of the family taught the younger girls, their grandchildren.

% The design of the door of the Apostolic Church of St. Apostles, kept in the State History
Museum of Armenia, with many iconographic canonical decorative elements, with some differences,
is consistent with the symbolic details and iconography of the discussed covers.
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mandala is a picture, or image of the universe. The center of a mandala is a sacred
space, shrine, or temple. A lotus placed in the center of the shrine symbolizes God’s
presence, implying that He is the center of everything. Along with many other mystical
meanings, a mandala serves as a visual medium for guiding, defining the stages of
spiritual development, etc. [12, p. 632-633] This is why the floor plan layouts in many
temples and churches are in the form of a mandala [19, p. 40]%.

It should be mentioned that the mandala-like ornaments have been present in
Armenian culture since the times of the Van Kingdom. One such example is a mural
in the Small Hall of the palace in the Erebuni Fortress. It shows sacred flower-
decorated circles surrounded by embellished squares flanked with lions facing each
other between kneeling, or worshipping bulls. These are unique mandala symbols
with sixteen-leaf circles embeded in concave square shapes [21, pic. 8, 9, 10].
Though it is unknown to us exactly what kind of interpretation and ritual significance
those mandala symbols had in the Armenian Highlands, it is obvious that two and a
half thousand years ago, this ornamental image was extremely important in the mystical
iconography of the ritualistic culture of the time. The lion was the characteristic
symbol of the head god of the pantheon, Khaldi, and the bull was the symbol of the
deity of war, Teysheba.

To decipher the symbolic meaning of mandala-like ornaments on these covers
executed in Marash stitch, let us try to simplify or split it up into simple geometric
shapes: a square and a circle, since each of these is endowed with own symbology.
The square is the most widely used geometric shape-symbol in cultures around the
world. It symbolizes the planet Earth and the created universe. The conjunction or
simultaneity of the square and the circle symbolizes the connection between the
Earth and Heaven, as is expressed in architectural structures or mandalas. However,
unlike the dynamic circle, the square, with its fixed four sides, represents a static, or
still state, and even in its perfection it can sometimes become solid, stagnant or
show a pause. Therefore, it basically symbolizes the “Divine Perfection”. The
expression of another dynamic shape or sign is the cross in the center of the
square; the cross-symbol is a movement with “redemptive” power and value
directed from the stationary center of the square in the direction of the four wings
to the four cardinal points of the universe [12, p. 912-915].

The square along with the circle, its center, and the cross, is one of the four
cardinal symbols of perfection. In a number of ancient religious systems, the cross
was the symbol of the Creator, also symbolizing the four cardinal points of the
world. In Christian philosophy, the cross corresponds to and symbolizes Christ,
because “Christ-the-Son is in the Creator (according to the Gospel), and the Creator
is in Jesus Christ”. Moreover, Jesus was crucified “on the cross symbolizing the
Creator” [32, p. 69].

7 The floor plans of the Etchmiadzin Cathedral, Zvartnots, and other churches also
represent mandalas.
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picture a picture b picture ¢

The iconography and symbolism is the same in Armenian cross-stones,
although the cross is usually placed in the upper part of the circle-shield. Good
examples of such iconography are the two cross-stones carved by Poghos and
installed in Goshavank in 1291. Moreover, these cross-stones with their braided
decorations and lace-like structures are very similar to the discussed covers, both in
terms of iconography and symbolism [98, 102].

Let us observe some symbolic ornaments in the circles, which, with minor
differences, are present on almost every cover. As separate mystical units, there are
letter “S” shapes [19, p. 36-37]% or its variations, which are part of the rich and
symbolic ornamental structure of the wide rim of the circle (Fig. 1, 2, 8). They are
also found in the narrow rims (Fig. 7) and sometimes in the background. The letter
“S” has been interpreted by many researchers as a symbol of dragon, which has
close connections with water, fertility, wisdom and other ideas [20]. In addition to
the meaning of dragon or snake, Gantzhorn considers the letter “S” to be a symbol
of God, meaning “Lord” [19, 193-195], [30, p. 336]. “S” is an ancient mystical unit
that is portrayed in ancient rock carvings [27, p. 72] next to a god, a ram and a
cross. Both opinions are probably correct, for the dragon was the symbol of the
mighty ancient god. He was the lord of the waters, the guardian of the Tree of Life,
and was sometimes depicted as Aries-lightning. In Christian philosophical
understanding, it was identified with the meaning of God the Father. Millennia later,
the dragon, as a powerful and mystical entity, is present in many branches of
Armenian culture, including the iconography of these covers. For this very reason,
the presence of the letter “S” on these covers endowed them with deep venerating
or religious meanings and, as a blessing, gave them a protective function/value. With all
these important merits, these covers decorated the interior of the Armenian house. It is
also owing to these textiles that the “S” ornament-symbol has survived to date.

28 The letter “S” reads as letter “T” in Armenian and the word “Ter” means “master”, “God”
or “Lord”. It also symbolizes the wise ancient god-dragon, who was the lord of the waters
everywhere in the universe.
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Let's discuss the “S” letter-ornament free of other decorations (pic. a). As
mentioned before, it is sometimes depicted inside the wide rims of circles (Figs. 1,
8) or outside of them, in the narrow strips of circles (Fig. 7) and elsewhere. “S” is
an ancient symbol of the dragon-god known from rock carvings that are plenty in
the mountains of Armenia. However, the letter “S” also appears on many covers
accompanied by additional small ornaments, such as a branch, a seed, or a small
flower-rosette, which are presumably a later addition (pic. b and c). Such
ornamental additions are usually placed in the central part of the letter (Fig. 1, 2, 3,
4, 5, 6, 8, 9), thus transforming it into an ornament. In medieval Armenian
miniature painting, letters are often transformed into floral ornaments®. In the core
of the central rosette, which has the symbol of a seed, there is a sprout or small
branch, obviously symbolizing fruitfulness, like the fruit in the womb3® (pic. c). The
presence of this small element in the center of the letter “S” once again confirms
the close mystical associations of the letter with the dragon-god which, in addition to
being the lord of the waters, was also the patron of fertility.

On some covers, the square-lattice ornaments in the entire background area,
extending outside of the circle, are composed of continuous ornamental lines of this same
motif. They are depicted in opposite positions, and between them, a star-flower, the
symbol of the sun, is installed (Fig. 3, 4). The checkered pattern with squares is an old
traditional symbol, which is missing on the cover in Fig. 113",

It can be assumed that the iconographic development of “S” on the discussed
covers took place in the presented order. In the third version, the small branch - the
Tree of Life, placed in a small rosette in the center of the above-mentioned letter, is also
endowed with the idea of creation, whose master, guardian, or creator is the dragon
“S”. In Christian tradition, the master of the Tree is also the Creator-God [35, 42]*.

Symbolic Meaning of Dots
. T

picture d

picture e picture f

2 The name list of the gospels usually opened with big letters decorated with floral or
geometric embellishments. Sometimes such letters appear in the middle of a text or in the
margins.

30 In the Armenian language, another name for the fetus is also “fruit”.

3 However, we have seen other similar covers belonging to H. Tokmajian, where in the
four corners of the central parts there are letter “S” shapes.

32 The semantics of this ornament are also addressed by H. Tokmajian.
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All the three types of “S” letters, the crowns of arch-covered crosses (pic. d, e,
and f), and the square decorations in the backgrounds are adorned with dots. The
structure of a dot ornament represents a simple cross, due to the criss-cross
structure of Marash embroidery. In order to get a dot decoration from the cross
shape and to emphasize them even more, the embroiderers circled the cross with a
Chain stitch, for which they used light colored threads: white or yellow. The use of
dots in such a way seems canonical because they are spread over the entire surface of
the covers, the structures of the recesses, individual ornaments, and the ornaments in
different layers of the circles. This phenomenon is common in the iconography of the
majority of the covers discussed.

The fact that the dots are used on all the three types of the letter “S” (pic. a, b,
and c) in the same way suggests that the dots, in addition to enriching decorative
designs, also have a mystical meaning: the meaning of “Lord”, combined with the
meaning of divine presence. The same tradition is also present in Armenian
medieval miniature paintings, where many objects in Lordly images are decorated
with dots [22]*.

The Arch-Covered Cross Symbol

One of the frequently repeated decorations on most of the covers is the cross
enclosed under an arch. On different covers, this symbol is presented as part of
other symbolic units or standing on its own, covered with one or two layered arches.
Both parts of this symbolic unit, the arch and the cross, are ancient symbols and
stand together as an individual mystical unit. In Christian philosophy, the arch
symbolizes the altar of the church, with the meaning of “sky” (pic. g and h), and the
cross is under the altar, where the axis mundi is located [5, p. 17-21], which implies
that the cross is the axis mundi. The center of the cross is certainly a symbol of the
Sun-Jesus. Cross-stones, or “khachkars” with this design are known in Armenian
culture from the IX century or earlier. One example is the khachkar in Lower Talin
[6, Fig. 9, 10, 11]. The cross under the altar is everywhere in Armenian religious
culture: in the architectural design of churches, book covers, miniature paintings,
rugs and elsewhere. This symbolic unit-ornament symbolizes the sun-cross under
the altar-sky. Sometimes those crosses are encircled with blue zigzag shape arches
(pic. h). This will be discussed later. On the covers, some crosses are portrayed with
a long, and some with a short stem (pic. h) (pic. g). The reason for this is the
availability of space or demands of proportionality in the particular design. However, the
design is canonical and common to almost all the covers except the cover shown in Fig. 11.

33 Dotted patterns are everywhere in the lordly images of Armenian medieval miniatures. They
appear on the halos of Jesus, the mother of God, the Evangelists, the Annunciation, the Nativity, the
Entry into Jerusalem, the Crucifixion, and other scenes. In some scenes (e.g.: Epiphany, Visit to the
Tomb, Tyarendaraj) the interior of the painting - the curtains, the altar ornaments - are decorated with
dot patterns, symbolizing the Divine presence.
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picture g picture h

Opposite Crosses with the Seed and Water Symbols

picture i picture j picture k

Sometimes the arch-covered cross is combined with its mirroring counterpart,
connected at their stems and stretching in opposite directions, fashioning a new
ornament (pic. | and j). At the junction point there is an oval-framed rosette with a
small branch in it, as a symbol of the Tree of Life. The iconographic expression of
this symbol is remarkably similar to the ornament found on the letter “S” (pic. c)3*.
The sprout enclosed in the circle or oval shape in the central part of the double-
sided cross has the meaning of seed-sprout-tree, symbolizing fertility and creation.
It means the big red tree grows, in whose womb a new offspring seed-sprout tree
grows under the protection of the owner of the Tree of Life.

Sometimes the cross with a blue zigzag arch ornament stands as a separate unit
that is present on the cover of Fig. 8 in pic. k. They are usually executed in light
blue and outlined with yellow Chain stitch. This treatment gives them a zigzag shape.
The blue zigzag arch imparts this ornament the meaning, or symbol of water (Fig. 8,
9, 10). Sometimes such treatment is applied on an individual cross that appears as
part of another complete ornament unit (Fig. 10), or blue arches surround the wings
of a large corner cross.

The blue zigzag arch, as a symbol of water, therefore the symbol of dragon,
always appears in combination with the cross. If the cross stands as the Tree of Life,
then the dragon is its guardian. The blue arch with the cross motif is the visible

3 This vividly presents the symbolic connection between the ancient God’s symbol-the
letter “S” as the owner of the Tree of Life with the main symbol of Christianity.
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mystical symbol of this idea. This is another vivid display of symbolic conjunction of
the ancient and Christian.

picture |

The theme of water is not limited to this. It is spread throughout the
background surface of the cover in Fig. 10, where the square base motifs create a
checkerboard arrangement with octagonal star flowers or rosettes. The decoration
on this particular cover is an expressive example of smooth blending of the ancient
mystical motifs with Christian motifs. On this cover, there is also a detail, very
specific to rugs: this motif is used in the frame, which is typical of various carpets
belonging to various schools, and is filled with a zigzag pattern of flowers, leaves,
and buds. It is a symbol of fertility and continuity of generations. Note that the
covers in Fig. 1-8 are frameless.

The blue zigzag arch is also present in the frame of the cover in Fig. 10. This
one is also very different in structure from all the other covers with concentric
circles. The embroidered arch shapes on this cover are similar to the previous ones,
but all of them point towards the central star-flower (pic. j), and they are outlined
with a Back stitch or Chain stitch. However, in this case, the ornament with its four
connections creates square shapes in a checkerboard-like positioning. As mentioned
above, these zigzag blue shapes symbolize the ancient god who ruled the waters all
across the universe. In this case, this symbol is very smoothly assimilated with a very
important Christian philosophical unit, the arch, which in turn symbolizes heaven.
Under the water-arch-sky, red crosses are enclosed, which are undoubtedly the
symbols of Jesus. In the center, there is a white flower-star-sun, which, as a dot-
nucleus-circle, is also very archaic, symbolizing the sun and the world, found in rock
carvings®.

Marash’s braided secret stitch, with its interesting mesh and relief form,
visually brings the ornaments close to khachkars and technically turns every line or
element into a cross. In other words, preserving the archaic forms of mystical
elements, this embroidery contributes to the extremely smooth process of

%5 Such symbolic units are pic. r and s.
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“Christianization” of all the ancient ornaments, where the old and the new are
harmoniously assimilated.

picture m

The four corners of the rectangular cover in Fig. 9, in contrast to the accepted
iconography of the rest of the covers, are decorated with large and ornate crosses.
They stand out from the general background of the cover with curvy, linear
decorations (pic. q). From those decorations, at equal distances, hooks or staple
protrusions come out, which are also decorated with dots.

These traditional ornamental motifs are present in many forms of Armenian
folk arts in a variety of regions in the country. For instance, on the carpets
belonging to the Syunik school, many decorative shields are extant with such
embellishments [20, p. 125]. Carpets decorated with Armenian crucifixes also have a
similar decorative approach; the shields are decorated with the exact same hooks
and most likely have the same symbology or meaning. The border design of the
mentioned rug also carries similar designs. It seems like the designer of this cover
used a rug pattern as inspiration. Continuing this idea, it is worth noting that the
types of carpets with shields surrounded by hook-like decorations have a rich
variety in Armenian carpet art, where the hooks can represent stylized images.
Carpets with similar shields had the value of charms, providing and protecting the
welfare of the family [20, p. 40].

Crown Decorations and their Symbology

In contrast to other arch-covered crosses, extant on various parts of the covers,
the ones found on the wide strips of circle medallions (pic. I, m, n) are surrounded
by hook-shaped protrusions, forming a crown around them. These crowns are of
different shapes, which can also be often found in the iconography of Armenian
rugs or carpets. Such ornaments were widespread in the carpet art of Armenia
Minor and Cappadocia. They were the proof of deep antiquity of those carpets, with
the meaning and symbology of blessing and protection [20, p. 35]. Within the broad
bands of the circles, these hook-shaped protrusions that decorate four arched
crosses become peculiar wreaths for them (pic. I, m, n), sometimes representing a
bull (Fig. 5, 8), (pic. n and p) or a ram (Fig. 5) (pic. o), or a sun (Fig. 1, 2, 3, 6),
presented as curvilinear decoration motifs. All these decorations have an ancient
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origin and symbolize the ancient gods or their different attributes®®. The deity, who
was the lord of waters and fertility, was also the dying and rising godhead, whose
attributes were adopted into Christianity. These decorative motifs are present in
Armenian culture - in ancient rock carvings (Martirosyan, 1971. tables), dragon
stones [11, 8-29], on ancient pottery [7, p. 275-278], in church architecture, and in
many other branches of Armenian culture. The combination of these ornaments and
the crucifixes on the discussed covers are vivid examples of combination of the
ancient, traditional, and mystical ornaments, and the main symbol of Christianity -
the Cross. Just as the Cross has a blessing-preserving meaning and significance [20,
p. 62]¥, so do these ancient symbols, harmoniously presented together. The
presence of identical mystical ornaments, used on covers and Armenian rugs,
confirms that the covers in question, displayed on the walls of the room, also carried
out a mystical function [16, p. 68]%.

picture n picture o picture p

The multiple square or dimond-shaped decorations, which are present on the
outlining frame of the cover in Fig. 10, have a value equivalent to the concentric
circles, because there are multiple squares enclosed in one another. Since the
square and circle are equivalent as geometric units, their powerful mystical values
are equivalent as well; their symbology we have already discussed above.

The ornament shown in pic. t presents a variation of the Tree of Life and is also
very old, consisting of a triangle base and a circle, a sun, and a flower crown. Both
parts have multiple layered cores, reminding of seeds. The upper white flower is
enclosed by a red arch decorated with crosses. This ornament is a symbol of
fertility, too, and has a blessing value.

3% The ram was one of the of the attributes of the ancient god Enky, who was the owner of
the waters and the god of fertility. The ram or goat symbol is everywhere in mountain
carvings in the Armenian highlands. The bull was the main symbol-attribute of the war god
Teysheba in the pantheon of the Van Kingdom.

% There is an opinion that the process of converting the ancient decorative signs into
Christian ones took place during the 17th century.

38 Davtyan also talks about embroidered rugs that held a religious content.
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Round and Square Motifs and their Symbology

picture q picture r

Tree of Life Decoration Variations

picture v

picture t picture u

In the decorative iconography of Marash embroidery, the lyre-shaped ornament
is a popular and well-liked symbolic decoration. In the few examples, known to us,
three line-like simple branches radiate out from the opening of the lyre. This highly
stylized motif is present in the Urfa and/or other schools of embroidery, in whose
iconography the lyre-shaped ornament appears as a vase full of flowers. In
Armenian medieval miniatures, vases full of flowers are one of the frequently
presented motifs in manuscript page margins, symbolizing the Tree of Life [17, Pic.
55]*°. In contrast to the above-mentioned lyre-decorative forms, from the lyre motifs
of the covers, instead of flowers or branches, accentuated light-colored crosses
come out. In the presented motif (pic. u), at the base of the cross, there is a white
seed ornament with a red core in the womb of the lyre. A cross is also depicted on
the lyre’s tail, and in the outwardly curled wings there are two white-yellow
accentuated dots. The cross grows like a flower from a seed that emerged from the
lyre-womb as a Tree of Life. The flower, which in this case is the cross, represents
Jesus, and the dots symbolize God’s presence.

In pic. v, the lyre in the shape of a flower vase is displayed clearly; realistic
flower buds, star flowers and crosses protrude from the lyre-vase. Two 8-pointed stars
flank the flower bunch, confirming the mystical content of the decoration. There is a

39 This example is situated on top of the title page of the Gospel, where two lyre-shape
leaves are scooping the flowerpot with flowers in it. The Title Page of Mark’s Gospel, XII cent.
Gospel of Sebastia, manuscript 311, t. 83a., Cilicia.
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significant difference in the artistic expression between the two lyre decorations, but
symbolically they are identical.

Color Symbols

Color solutions of fabrics and threads also carry a symbolic significance in the
selection and use of the covers. The fabrics used are mostly black and dark blue. Of
the covers, only the one in Fig. 11 is red. However, since the thread colors of the
rest of the covers are mostly red and the ornaments are very dense, those covers
are viewed as red, too. Because the decorations on the cover in Fig. 11 are sparse
compared to the other covers, and they are executed in few threads of light colors,
the red color of the fabric comes through clearly.

The black color of the threads appears in the decorative color systems of the
fabric along with red and white. According to popular folk interpretation, black is
evil, dangerous and means death. Whereas white is light and pure and means
heavenly justice. The red color is beautiful, good and symbolizes life and health. Like
white, red was also considered a ritually pure color, while black was considered
impure.

These three colors symbolized a vertical system, where black was the lower
world, red was the middle, and white was the upper world [33, p. 33-35, 37, 38].
Red was also considered a happy color — that of women and children. It is believed
that when looking at the color red, the pupils of human eyes dilate, while black
makes them shrink [16]. In Armenian culture, it is believed that the color red
disrupts evil because it is the color of blood, the color of life. It also represents
happiness, longevity, male activity and fertility. The unity of the red, green and white
threads is an ancient mysticism and signifies a married couple, where the groom is
white and the bride is red. Since together they will create the next generation, it also
symbolizes creation. Red and white were seen as “pure” colors and symbolized light
and joy (33, 31-33, 37).

Purple is the color symbolizing a ruler — king or emperor. It also symbolizes
truth, justice, science, religious dedication, sobriety, humanity... Above all else,
violet is a mixture of red and blue, a mixture of opposites that creates balance.
Red’s passion is balanced by blue’s judgment, that is, love — by wisdom, or earth —
by heaven. Purple is the last color in the rainbow, symbolizing the final union of
opposites into one whole. It represents the end of the known and the beginning of
the unknown, and therefore, it has a royal value [31, p. 654]. The presence of covers in
the house, not only through their ornaments, but through the mere presence of colors
delivered the semantics of life and joy, the blessing and value of a protector, a powerful
and preventive measure safeguarding the house and its inhabitants.

Conclusion
We are not certain about how and when this amazing stitchery emerged and

evolved. It developed and survived throughout centuries outside of the borders of
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Greater Armenia, mainly in Marash, Cilician Armenia, or in Malatya. Nor are we
certain as to when these remarkable covers, with a single round medallion,
developed into such a unique artistic phenomenon. It can be assumed that due to
the complexity of its technique and density of embroidery, observed on most of the
covers, this art form remained localized specifically to the Armenian women of
Marash and Malatya.

These covers, with their harmonious color combinations, mystical iconographic
signs and symbols, powerful ritualistic value, were used in the same way as piled or
unpiled carpets, which were considered as more expensive and valued types of
textile. Like rugs, the covers were placed in the most visible place in Armenian
homes as a blessing and an evil preventing charm for the entire family. Once used
as a bedspread, curtain, or bedside wall hanging, their blessing spread to the entire
bedroom. The smaller counterparts of these textiles were also used as cushion
covers and decorated the couches and the area around the table, where the entire
family gathered for meals.

The braided secret stitch, through the unique iconography of the covers or
rug-like textiles under discussion, preserved the ancient mystical decorative
elements that existed in the Armenian Highlands for millennia. They smoothly
merged into the iconography representing the main tenets of Christian philosophy
and symbology, where the old and the new harmoniously assimilated and
crystallized. Through the powers of remarkable and passionate tradition, they have
reached us quite intact. The merging process lasted through the Middle Ages.
Developing in parallel with other branches of Armenian culture, these particular
covers, with their unique iconography and symbology, have become an inseparable
and important part of other art forms, solidifying in themselves the features and
nature of various fields and branches of Armenian culture. The presented covers
with their unique iconography and philosophical details are not only a distinct and
unique value among the other rich schools of Armenian embroidery but also a
powerful presence among the Armenian medieval architecture, khachkars, wood
carving, miniature paintings and other types of folk arts.
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Figure 1. Embroidered Cover from
“Ararat Eskijian” Museum collection

Figure 2. Marash cover from the Museum of
Ethnography of Armenia

Figure 3. Cover from Washington Museum collection

Figure 4. Cover from Hratch Kozibeyokian Collection

Figure 6. Marash Cover. The collection is unknown
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Figure 7. Cover published by the Armenpress. The owner is unknown

Figure 8. Cover from Berj’s collection

Figure 9. Cover from Hratch Kozibeyokian collection

Figure 10. Cover from Hratch
Kozibeyokian collection

Figure 11. Cover from the “Ararat” Eskijian Museum collection
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Like many other artists, Yuroz, too, has used symbols to convey his ideas through the
aesthetic and communicative impact of his paintings. Yuroz’ primary symbols are fused into a
dialectic bond and form a trinity. They are the Light — as the symbol of spiritual birth, born of
the subconscious, the Pomegranate - as the earthen incarnation of ethnic memory, and the
Blue Rose - as the conception of mental-spiritual talents. Yuroz’ art is not limited to the
narrow meaning of the word symbol. His symbols are endowed with outward beauty and
imbued with inner sentimentality, expressed instinctively. His symbols spring from inner
necessity and suggestion, which help and move the art-lovers and heal the souls of the
humankind.

Key words: Symbolism, Light, Pomegranate, Blue Rose, mysticism, Miher, harmony.

Introduction

It is not about Symbolism, which started in the 1880s as a literature and art
movement and later spread worldwide. Rather, it is about symbols that are used as a
means for artistic expression in fine arts. The use of symbols comes from the
ancient times, when man tried to communicate with his fellowmen.

Prehistoric stone carvings and cave drawings are actually nothing but symbols.
We can infer that hieroglyphics, as well as ritual languages, have sprung from
prehistoric carvings. Conveying a message through a picture or symbol was, and still
is, both practical and communicative. That is why many artists, such as Pablo
Picasso, Salvador Dali, Wassily Kandinsky and Paul Klee used them, and so do many
contemporary artists up to the present day.

Had the tradition of expressing oneself through symbols not been permeated
with the vital meaning in visual arts, it would not have spanned throughout
millennia, overcome the crucible of the 20™ century art and reached our days,
reached Yuroz, whose major symbols are fused by a dialectic bond and form a
trinity. Those symbols are the Light - as a spiritual birth, born of the subconscious,
the Pomegranate - as the earthen incarnation of ethnic memory, and the Blue Rose
- as the conception of mental-spiritual talent. These and other related symbols of
Yuroz (Woman’s Breast, Book, Wine, Window, Dove...) are attractive by their outer
vitality, on the one hand, and contain artistic messages within themselves, on the
other. Their interpretations are set out below.

* Doctor of Arts, mailto:m.herkelian@gmail.com. The article was submitted on 22.11.2022,
reviewed on 07.12.2022, accepted for publication on 15.12.2022.
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Still Life with Pomegranates #2,
121x92cm, oil on canvas

Music between Lovers, 152x122cm,
oil on canvas, 2009

Y

Sourcé of Life, 41x51cm, oil on panel, 1998
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A. The Light

We know that in the cultures of the ancient world, the worship of the sun as the
source of Light, giving life to everything, was widespread.

However, older mythologies insist on the opposite. The ancient Greeks believed
that there was a goddess, Theia, from whom all the light-giving bodies were born —
the Sun (Helios), the Moon (Selene), and the Morning Star (Eos). Even before the
Greeks, the worship of light was practiced in many Eastern cultures, like the
Mitanni, Indian, lranian, Armenian, etc.

Mithra, Mithras or Mitra, is the God of Light, whose cult spread from India in
the east to as far west as Spain, Great Britain and Germany”. [1] In the Iranian
mythology Mehr is the “deity of covenant, light, oath, justice and the sun”. [2]

The god of light in the Armenian mythology was Miher, the forerunner of the
Iranian god Mithra. In the old Armenian calendar, the 8" day of the month and the
7™ month of the year were named Mihr and Mehekan, and the holy places were
called mehyans as a tribute to the god Miher. The god of light was given such
importance because in the Armenian mythology, light was not only the physical
existence, opposing the dark, but also the mental-spiritual light, confronting narrow-
mindedness and dark-mindedness. When the Armenian people adopted Christianity as
their state religion, the believers addressed God as “Light, creator of Light, the first
Light...” (3). Indeed, for a believer, the source of both physical and divine light is
God who spreads his spiritual rays to our dark hearts and illuminates us internally.

Yuroz’ paintings, which are in the cubist style, are mostly flooded with such
rays pouring from heaven. Even dispersed into light colors on the forms, they are
unattainable and have no beginnings...

For Yuroz, light is the symbol of the shining grace, wisdom and spirit.

Created thousands of years before Christ, the Sumerian epic of Gilgamesh
depicts how Utnapishtim (the forerunner of Noah), on seeing light after the flood
had subsided, shouted: “And then | opened the roof, and light hit my face!” (4).

Imagine how, after living ten long days because of the flood in darkness and
uncertainty, you open the window and are hit by light in your face. Here is when the
light gains a divine meaning and value for man. Here is when the vital importance of
the light is felt... Here is when the patriarch Noah lived the joy of welcoming the
light when he first saw it.

Yuroz, in his creative and stressful moments, not only provides artistic joy to
those who had lost and found the light, but also cleanses and vivifies it in his
paintings to thereby convey it to the viewer, like, for instance, in his “Source of
Life”, “Protected with Love” or “Light of Compassion”.

Some Renaissance painters depict light as rays coming through the windows
and flooding the main character or the surroundings. This can be seen in the works
by Leonardo da Vinci and Vermeer. In other cases, light springs right from the
character (especially when the character is Child Jesus), such as in Caravaggio’s and
Rembrandt’s artworks.
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In certain instances, Yuroz also paints vaulted windows, like in “Inspiration
Amongst Us”. However, the source of light for him does not focus on the character
or an item, because for Yuroz, light is everlasting and everywhere and remains a
divine existence. It is the dark that is now here and may be somewhere else in a
short while. That is why light is also a source of life and hope for Yuroz: it is there,
in the light, through self-cleansing that one’s soul is made gentle and pure again.

B. The Pomegranate:

The symbol of the pomegranate dates back to the ancient times and is
widespread in different cultures. Some scholars believe that the Tree of Life must
have been the pomegranate tree. Almost all ancient civilizations worshipped a tree
as a source of life. The Chinese worshipped the ginseng plant, Indians - the mango
tree, Babylonians and Jews worshipped the palm tree, ancient Egyptians - the
sycamore tree, and Armenians — the pomegranate tree.

The pomegranate, besides its pleasing taste, is beautiful and attractive
outwardly. When cut crosswise, its blood-red semi-transparent seeds, their beehive-
like arrangement and rhythm amaze us. In Hinduism, the pomegranate symbolizes
prosperity and fertility and is directly linked to the fertility goddess Bhumi Devi and
to Ganesh, who was believed to have granted seeds to fruits. Because of its quality,
flavor and beauty, many beautiful fables and myths are created around the
pomegranate. In Minoan, a pre-Greek dialect, the name of the goddess Rhea means
pomegranate (derived from “Rhoa”). The pomegranate as a fruit with the qualities
of life and death, as well as of success and divinity, is oftentimes mentioned and
revered in the Greek mythology. In current times, the pomegranate remains a
symbol of success and fertility in rural areas. Not only in the Indian and Greek
mythologies, but also in many eastern cultures, the pomegranate is associated to
healing, fertilizing and youth-giving qualities. In the sacred texts of Judaism, the
pomegranate is mentioned as holy fruit and a symbol of truthfulness. According to a
Hebrew tradition, the number of pomegranate seeds in a single fruit is 613, which is
also the number of the Torah commandments. King Solomon’s royal crown, like the
Armenian and Sassanid crowns, are presumably inspired by the pomegranate
flower. Further on, one of the Semitic goddesses is called Remman, which literally
means pomegranate; in modern Arabic and Hebrew it is Rimmonim.

We come across the pomegranate tree as the tree of life in the most ancient
frescoes of the kingdom of Urartu. For Armenians, the pomegranate is part of their
lifestyle and to date is considered the symbol of love, fertility, immortality. According
to a local tradition, until the late 19" century, in rural areas, when a woman became
pregnant, being shy to directly tell her husband, she would present him with a
pomegranate. And if it was not in season, a red apple would do. Armenians in pre-
Christian times used to make pomegranate wine, which they believed was nectar of
immortality. Incidentally, the tradition has survived to this day. The pomegranate is
widely used in Armenian spiritual culture - in literature, in miniature art and in high
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relief sculptures as a symbol of Christ and the fruit of immortality. Well known are
the works “Madonna of the Pomegranate” and “Madonna and Child with a
Pomegranate” by the famous Renaissance artists Sandro Botticelli and Leonardo da
Vinci. In these icons, the cracked-open pomegranate seeds symbolize the future
sufferings and torture of Baby Jesus and ultimately announce the mysteries of
resurrection and immortality. Even in the Quran, the pomegranate is mentioned as
the creation of God and a heavenly fruit.

All of the above evidence points to the fact that in the ancient world, the
pomegranate had a vital meaning and carried divine mysteries. Therefore, it is not
accidental that Armenian (and not only Armenian) painters are instinctively attracted
to the appearance of the pomegranate and paint it as a symbol.

In Yuroz’ case, painting pomegranates draws on a memory from his teenage
years. So, on one of his visits to the Zangezur region of Armenia, a pomegranate
orchard came into his view. The light autumn breeze swayed the trees, and the
colorful leaves gave the impression of a field ablaze, while the red pomegranates,
like shiny flames, added life and vitality to nature.

Imagine, how irresistibly attracted to the fruits was this tired, hungry, thirsty
and passionate teenager. He ran up and picked the first he could lay his hands on
and began sucking its juice like a baby would take in his mother’s milk in the desert.
Imagine the tremendous satisfaction the juicy pomegranate brought to this sensitive
teenage boy. It certainly implied some eroticism, too.

This event has left its imprint in young Yuroz’ memory. The pomegranate
remains as a delicious, beautiful, yet mysterious and divine fruit for the painter;
sucking its juice has become a ritual and a sexually attractive act...

This is why the loving couples in Yuroz’ paintings, even in the heated moments
of their intimacy, would hold in their hands either a pomegranate or a Blue Rose.
But why would they hold the latter?

C. The Blue Rose

It is said that during the Middle Ages, they knew how to grow blue roses, and
that the color was a real azure blue. In 2004, through the joint efforts of two flower
companies (the Japanese Suntory and the Australian Florigene) a kind of blue rose
was produced, which gained widespread popularity not only for its beauty and
uniqueness, but also for its symbolic connotation. It symbolizes “mystery or
achieving the impossible” (6).

In some European traditions, the blue rose symbolizes the mystery of achieving
the impossible dream. The blue rose is a mystery in itself, and those who solve the
mystery, can realize their greatest ambitions, they can discover the secret of how to
stay young, how to attract a person and inspire love into that person. This concept
of the blue rose was mostly popular in the middle of the 19" century, during the
Victorian era.
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At the late 19" and early 20™ century, Russian Symbolism arose as a predominant
intellectual and artistic movement, “separate from European Symbolism,
emphasizing mysticism...” (7). In March of 1907, a group of sixteen young Russian
artists organized an exhibition under the name of “Blue Rose” in Moscow. Among
them were such eminent artists as V. Tatlin, A. Arapov, P. Kuznetsov, M. Saryan,
N. Sabunov and others. “The “Blue Rose” movement marked the final phase of
naturalism and the initial phase of abstractionism in Russian art” (8).

Opinions differ as to the unusual name “Blue Rose”. A.A. Rusakova expounded
on them in her book “Pavel Kuznetsov” (9).

One of the explications comes from early German romanticism and symbolism.
The 18™ century poet and philosopher Novalis introduced the blue flower into a
story of his as the symbol of mystic love. According to him, “the blue flower is the
watchword and the sacred symbol of the German Romantic school” and “symbolizes
hope and beauty of things” (10).

In Chinese folklore, and this belief is alive up until now, the blue rose
symbolizes the key to the unattainable love. Having once taken hold of the blue rose,
one could win the love of the person who used to decline it.

Furthermore, some believe that the blue color per se possesses healing and
refreshing qualities. High up in the Zangezur mountains (3300 m.) of Armenia,
there is a lake called “Blue Lake”. Even today, the inhabitants of the area believe
that the waters of the lake heal. They say that when people immerse in the lake with
“a pure heart and thoughts”, their diseases heal.

Blue is the color of both Lord Vishnu and Lord Krishna in Hindu religion. Their
bodies are blue because, according to Hindus, that color is capable of absorbing all
kinds of evil, poisons including. At the same time, the blue color symbolizes bravery
and determination, through which the gods abolish all evil. For this reason, the
Hindu believers pray to Lord Vishnu and Lord Krishna for their sufferings and
diseases. Yuroz, too, has a set of portrayals of suffering figures. They are naked and
are presented in the different hues of blue.

According to metaphysicians, “The color blue represents both the sky and the
sea, and is associated with open spaces, freedom, intuition, imagination, inspiration,
and sensitivity. Blue also represents meanings of depth, trust, loyalty, sincerity, faith
and intelligence” (11). For Kandinsky, each color has its own meaning. He says: “Blue
is peaceful, supernatural, deep, typical heavenly color, pure and boundless; it provides
outer peace” (12).

There is no blue rose in nature. In spite of this, Yuroz has chosen the blue
color to paint symbols of pure love. And this is not accidental, because humanity
needs mental and spiritual healing and rehabilitation concurrently with and no less
than physical and physiological therapy. However, when Yuroz applies this
refreshing and healing color as a symbol of pure love, he does not reproduce a
habitual rose; the content and form of his roses are different. He ‘corrects’ the
concept and renders the flower in his own way. Roses should have thorns by nature.
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When troubadours (such as Omar Khayyam and Sayat Nova) sang about love, they
did not forget the thorny and prickly nature of roses, because love hurts, too. Yet
Yuroz’ blue roses are not thorny, they do not hurt. On the contrary, they calm and
heal. Nowadays, human relationships, based on pure love, are vanishing. As a
consequence, materialism and greed sometimes reach their extremes and pollute
man’s surrounding as well as his innermost world. Even the most basic human
rights are trampled. Witnessing all this, the sensitive artist suffers, endures
adversities and labors through his unique concepts and ideas for the sake of
freedom of the human mind and soul, for the sake of healing the humankind.

This is why in Yuroz’ paintings we often find representations of the blue rose in
the hands of a loving couple, in the vases with flower bouquets, in the adornments
of women’s headdresses. The blue rose is found even in the hands of saints
(St. Archangelo Tadini), where it replaces the cross as the symbol of humanity (in
this case, Christianity). Through the blue rose, he projects the message: “Love one
another”, which speaks of tolerance, harmony and peace. Thus, the Blue Rose of
Yuroz is not only the most important symbol, but also the ideological axis of his
artistic thinking, because he aims at the good, the noble and the beautiful in their
literal meanings.

Conclusion

The art of Yuroz is narrative, but not limited to the meaning of the word. His
symbols are beautiful in appearance and imbued with intrinsic sentimentality. In
Yuroz’ art, this inner ethos is expressed instinctively, because his symbols spring
form inner necessity, inner suggestion, which not only motivate the imagination and
the world of emotions, but also help and move art lovers. Picasso, too, did not
hesitate to use symbols in order to add vigor to his creations and make them more
forceful. Thus, the bull in Guernica is a symbol of brutality and backwardness,
whereas the horse symbolizes the tortured but fighting human beings. He says: “We
must fight against anything which threatens the freedom of imagination.” (13) In
fact, Picasso did not tolerate the dictatorship of his time (especially the Spanish
dictatorship), and he fought it with his art, for the sake of the freedom of mind and
soul. In another quote, he makes himself clearer: “The purpose of art is washing the
daily life dust off our souls” (14). He sought to make us understand that fine art can
wash the dust out of our souls. Yuroz with his art, his colors and symbols, does
the same.
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Uwnwph pwnwpwywu fuwsninpubipnd» (Up. Eodhwéhtu Ywnwpowwww, 2005)
w2luwwnni|nLup:

Ubtup owpdybint Gup dtp wpybunwghunwywu ehjwnpwupny b hwy GYytnt-
gnt nuywuwpwuniejwup nhdbint Gup dwip wuhpwdtonniejwu nbwpnid, hus-
wbu gnyg £ wwhu ywwndwlwu nwnp thnpép, wuwfu hwjpbuwuhpnygjwu L
wqqwiht  hywpunipjwtu dwwpnwyhg wnwoht huy hwywwwihnfunyeniup
hwugbgunu £ unp hwjwwnwihnfudwu, huy wpryniupnud® Jwn wpwg wwwqguj-
twgdwu U pouwdwgdwu hwing tlybnkgnt b Upw hwwwmwgjuutph nbd: Tw-

Unybuypwghynwlywt hwtnbu / Mickyccmsosedyeckuli xypHan / Journal of Art Studies. 2022. N 2



226 Jdhqbu Twqupjuu

Jwuwpwuwlwu wmwppbpneniuutpu wybh hunwy Gu W npnowyh nwjwuwpw-
uwlwu ybbbpnud, wwwgnygubipnd, wwwdwlwu, Gytnbgwpwuwlywu Jywjwyn-
snudubipnud, pwuh np wpyGunnud Yud ywnybpwagpnyegjwu dby, wjuhupt wwwn-
Ybpwagpwlwu wmwppbipnyginiuutipp, npnup hwy dhouwnwpnw hwnwwbu wp-
wnwhwjnywsd tu qupnwpybunnid, wjupwu gujnniu sk unidbnwihu-$hagnipw-
wnhy wpybuwnnud: <wj b duwgwé Gpypubph dhouwnwpjwu pphunmnubwlwu wp-
tuwnnuw twppbpnyeniuutpt wybih wyuwnne Gu nénwd, wpunwhwjnnyejwu dbe
(pun npnw npwup wltwnnt Gu bwl wwppbp nupngutiph b wnwudhu dEnwgnptiph
nt Ynennubiph, pwunwwgnpénipjwu W gnibwgdwihtu ni dwywwiht nbwywu
pwquwqwuniyjwu dby, husp wjupwt punpn2 sk pniquunwlwu wpybuwnht,
pwjg wnwyt| hwwnywuowlywu b wpldnw-Gypnywywu dhouwnwpjwu wmwppbip
opowuubphu W nwpngubpht’ huswbu nndwuwywu opowuh npduwulwpsnie-
jntup): Npn2 npduwpwunwywjht wnusnipntuttip Unphdhgnyuynt nhunwnpynt-
dny wnyw t bwl hwy b nniuwlwu npduwpwunwyned:

Quwithwquwug nddwp fuunhp &t dhwju hwyng Unipp Gltnbgnt nwywuwpwuw-
Ywu hpdplipp npn2bi hwy nng dhguwnwpwt wpybuwh ninht hp Ybpbputipny,
wuynidubpny U pp ypptuwph pnwiunuywiht b ginwpybunwywu hwpuwnnie-
judp U pwqdwquunigjwdp, husp unnig ufwwnyb) £ nwnwduwuppnnubph Ynn-
dhg:

Uuonipw, jnipwpwusinip wywwnlbph Ywd pbdwih wwunybpwgpwywu 4bppnte-
onipjwu dwdwuwly huwpwynpnipjwu nbwpnd Juunpwnwnuwup twlb nuyw-
Uwpwunipjwup, wjuhupt' wnweht wnpnipp (hubne £ Unipp Shppp, hwnwwbu
snpu UyGunwpwutbpp b wwyw twb <pu Yuwlwpwup ne Unwpbing enetpp:
Utp hwjwwph hhdpnud, wnweohu htpphu, Unipp Shppu | Uwhw-Ubupnuyjwu
pwpgdwuntejwdp, hwunlwwtu Unipp UYGunwpwuubipp, npngdhtinb wdbupg
owwn npwup Gu ywwnytpwqupnyb: Uunthbunl jnipupwiuginip ebdw W wiinu nwop
hp hhdpp wnwohu htipehu Unipp Sppnid b www' Unipp Spph quitwquiu owpw-
Ywutbpnud, dblunieniuubipnd, wnubph  pwgwwpnignuubpnud  (Snuwlwu
gnpbpp) U npwug deluwpwuniyeniuubpnd wnwudhu: Wuwnbin d6é nbn Gu gpw-
Unw twl Gybinbgne Unipp hwypbph 6wnbpp, wnweht hbppht' wju hwjpbph,
npnug hbwnub| Gu Sphgnp Lnwwynpshg hbinn dbp Ywennhynuubipp, ufuwdé Uw-
hwy Mwpplhg nt Utupnw Uwownghg dhusk U. Opdwujwu b SGwpbighu U. Yw-
pnnhynu: Unwug win wdbup ndwp b hwulwuw] yhpfuwph nbwywu pwqdw-
quuniRjwu hbn wju dhwutwlwunieniup b hwgyunby ywwnwhwywunie)niu-
ubipp, npnup Ywpnn Gu pjut| omwp wnpnipubiphg W pntt uywpsh dluwpwuntye-
Jniuhg, pwth np Uywphsutinhg ng dbyp sh gnpdb wnwug Gybnbigwlwu Ynpyw-
onpjwu b tYybnbgnig nnipu, eEYng niubuwiny hwwfu 2bpnywsd nbwlwu wu-
hwwnwwunypniu: huly Grb ywwnyhpwwnniutpp wppw Gu, hotuw, Ywennhynu,
pwhwuw, pb unynpwlwu wofuwphphy dwpn, wphbunwynp, L dnipnnwp’
dwhwbuph funpwwbu wunwdwywiu dwpnhy Gu ni uppniyejwdp hbnund Gu
hwjng tiytintignt Ywnghu L optuputippu:
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«Lwjwuwnwjwg U. BYtinkghtu pppl dh wnwpbjwlywu hwuwmwwnniginiu ntup
jnip Jwpnwuwbtinngeyniup, np hpdudwd £ Unipp Spph bW wnwpbing wjwunwdh
ypw» [1, ko 21]: Hw yGpwpbpnud £ bwb dhouwnwpjwu npduwulwph, gppwnp-
YGuwh, pwunwyh (Ghtntgwlwu hwppwpwunwy, Ynpenn, fuwgpwn) nng wwwn-
dnipjuup' dhusl 19-pn nwiphg uyuwd thnthnfunyeyniuubpp GYypnwywlywu wpybu-
wnh wgnbgnipjwdp:

Ywpbh £ U. Stp-Uppbywuh b Swpbighu Uwpghujwuh (Fwpbghtu U. Ywpen-
nhynu) wotuwwnigyniuutipp hpdwtu Yypw Yuqgdb] dh hwdwnnun wyuwpy hwy Gys-
ntignt hwdwuwnph W pupunyejwu Jwuht: Unwohup wwounwwunwd £ hwyng hw-
Jwwpp hpduwywund hnitwlywu U pannpwlwu Gytintgnig hppl hufwywu
Godwinhw, Gpypnpnp' hwunbu £ quihu hpple ghntwlwu b Ywennhynu, np hwjng
Gytintight wwhnd £ onwp ninudgnipniuttiphg W eyntp dEluwpwunyeniuttiphg:

Unwohup htuynud £ tytinkgnt nujwuwpwuniejwu wwwdnigjwu ypw, nph
hhdptipp npytp Gu U. Sphgnp Lnwwynpsh Ynndhg, ny dhwju gnpduwlwunptu,
w)jik nbuwlwunptu, Gpypnpnp nhrwpynu £ Lwnptinnuh dnnngh L pwnptinn-
uwlwunigjwu fuunhpp hwyng GYbinkgnt mbuwulyniuhg: Pninp nbwptpnud, wu-
Ywfu wju pwuhg, b win fuunhpt huswbu £ wunpwnwpdb) hw) dwupwulwp-
snijwt Ypw, gnigh b sh wunpwnwpéb|, dbq wuhpwdton £ wju huwpwynphuu
hunmwynptu UbEpYwjwgub) puwn win Gpynt Gplbith ghnuwlwuutph:

Qunbght Uwpghujwup (Fwpbightt U. Yuennpynu) fuunhpp Jepindty t
«Rwnptinnup dnnnyp U hwyng Gytintightu» woluwwniyejwu dby [6, ko 27-28]: Lw
uonud L, np hwy GYtintignt nwywuwpwunieniup hwuwuwnt hwdwp 2wwn Yuw-
punp Gu «Ghpp pnpeng» U «4upp hwywwng» Gpytpp: Swpbight Uwpghujwup
(wwywaqw Ythwihwn Guptighu U.) dtdwphy Yuwnpdhpubp & ubipyujwgund wju dw-
uht, pL husnt hwyipp spunniutight Lwnptinnup inhbgbpwlwu dnnnyh npnandubipp.

w) wyn dwuht ny hdwgwu Ywd b wulwpnn Ehtu dwutwygb| dnnnypt Ypw-
Juwwwownniejwu ntd dnynn dté pwqlwdjw wwwnbpwqdnud, npunbn ndynud Ep
hwjtph pphuwnnutiniejwu db9 W hwy duwint Ywd sduwnt fuunhpp:

p) hwjtpp pwnpbinnuwwu nwdniupp tdwubigpl] Gu ubunnpwywuubph
nwudntuph htiwn, nph nt&d wwnwnh Yepwny wywpwpnud thu: Ywu twl w)] ywwn-
dwnubip, npnup Bpypnpnuywu Gu dbp nbwpnid:

Pwjg ujwwp sh wnuynwd YEtuwlwu wywwnbwnp wulwfu Unipp Gppnpnnte-
jwu W hunwh punipjwu pwuwdlbphg:

Gytintighu, huswbu L bwjuwpwnubipp, pwe ghinbhu, np hnlw-wwpuywywu
hwlwdwpwinigjwt wywjdwuubpnu pwgwpdwynptu npub deyph Ynndu wugubp
Ywpnn Ep Ynpdwuwpwp pubp W <wjwunwuntd pphunnubinggjut hwdwwnph
hwdwp, U hwy dnnndpnh hwdwp, hwnwwbu pnquunwlwu  gbiphofuw-
unipjwu nbwpnid, pwup np <wjwuwnwuh hntbwywu whpwwbunniyewt wywjdwu-
utipnd (Pnpp <wyp, Ywwwnnyyhw, wybh nw' Swp L wju) hwtpp b upwug
uwfuwpwpubpp yepwunid Ehu npwbu hwbp' nippwuwing ppbug wqgp, b unbing-
ynw thu hnitwgwd twhuwpwpwlwu wnubip, npnup gpbipt qpn thu hwjwwwh-
wwunyejwu nbuwlbunhg b wybh onun hwyng wybih nfubphd pouwdpubp, pwu
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wwpupyubipp (hwj-dwybinnuwywu hwpunnejwt dwdwuwy UGd <wjph W Wuph
gpwynudp b Pjniquiunphwind hwj hngunpwywuutpph hwjwdénwip Mndwunu “nt-
YJwu Yujubp dwdwuwy):

bul Gppdwuh’g U hwjbpp dbpdt| Lwnpbinnuph dnnnyp nngdwubpp: Ywns-
ynuw £ htug <ndhwuubu U. Uwunwyniuh (dnwn 403-490 ppe.) Ywennhynup dw-
dwuwy, npp Pwplbu Ywennpynuh hpwyhpws 506 p. dnnndhg wnwy' 484 p.
nwunwuwwnwb| b Lwnptnnup dnnnyp [6]:

Lw huwnwly gnyg £ wwihu <hunwh dwpn [hubGine funphnipnp «...wpntu
Uunnwd GYu G Gnbt dwpn, G dbnbwy G hpyYbwd qupupwsdu: Upn, w) np
wpwphg G thipbpg G Yegnighy hppbe quuwng tinti e ng Gltintigh G ng |hubing
E..»[1, E9 175; 5, ko 212]:

U. Skp-Uhptigwup pbpnud £ <wjwunwujwg U. 3tytinkgnig dwdwapph...
hwywuwn) hwuqwuwy &, npintin dGYy nbwpnud Yuplnpnw Gup hbinlyw) Yenkpp,
npnup wningnpnud U hwwywu dwupwulwnpsnie)niup:

«wwwnwdp q Gppnpnnehwtu Unipp' dh punehiu, dh Uunnuws, Jp
Uunnuwé nehtu, ng tptp Uunnuwdp, wy dp QWunnuwé, dph Judp, dh pwquw-
tnpnuRhLu, dh hofuwunyehit, wpwphs Gpbibyjwg Gr wubpbonyehg»:

«lwiwwinwdp J6Ynkgh Unipp' gqennniehiu dbinwg' hwnnpnnyebwdp uppng»:

«lwiwwnwdp quphupu jtiphg wudwug qPwupu Uunniwd dubw| h <onk uwfu
pwu quihnbwuu, h dwdwuwyhu hobw| JUunmnuwshu Ynuu Uwphwd, wnbw|
Jupbub unpw' Jhwinpjwg pun jnpnd Uundwdniyebwuu, hutwdubw) dnidlw)biwg
Jupguwnh wuwpwwn Ynwht, b bgbw] Lunnuwst Yunwpbw], dwpn Yunwpbw)®
hngint Ut dwop G dwpduny. Uhwudu, dh nbd G dhwinpbiw], dh punyehiu,
Uunnuwé dwpnwgbiw], wnwug wjwjnebwt, wuubpdu, npyehtu b wuwww-
Ywu duntun. Npwbiu ny £ uyhqpt wunnwwdniehtu unpw, b ny Jwjubwu dwpn-
Ynypbiwt unpw, gh Shunw Lppuwnnu tpkly Gie wjuop unyu Gt jwdhnbwuus [3]:

<hunw Lphuwnnu duntunu £ <wyp Uuwndn, hwghnbuwlwunptu, dhown upw
htw: Npnghbwnl Geb wy) Yapwy nuwnbup' Ypulubup wkpnuwlwunypywu ghpyp,
np dbpdyb] b Lhybwih wnweohtu whbqtpwdnnnynd: Lw pwgwpdwy Pwuu k,
funupp U pwuwywunteyntup, hnphg wupwdwu (3ny. Gk, 5, 8, 24, d. 30) dhwdhup
punyjwdp £ npnp W ny pb npnbgpnigjwdp: 64 upw, <np U Unipp <ngnt Juidpp
dby bu, «wdbuwju hpwdwup <np Ywdwg Guwubu h pbpwun; npnyng» (Uqupe.
244) [5, k9 165-166]: Uwdppb Ybpdwunnp wjuwbu £ dE4uwpwund Unipp Gppnp-
nnienup. «Upn ng duntun G ng Ginfu, GL npnh ng dunn £ Gu ng Ginfu, Gu <nght
Untpp ng 8unn | Git ng duniun, wy dhown gnjnieintt niuh» [4, ko 1117]:

huy huswhuht £ dwpnne b Uuwndn, Uuwndn uwundwdp dwpnne b hpGownwy-
ubiph hwpwpbpnyeniup hwdbdwwnwlwu Yupgny: Ldwu hwpgbph Wwwnwu-
fuwuubipp whwp £ gunutiup Uppwy Stp-Uppbywuh «wjwuinwubwg Unipp tiyb-
ntignt pppunnubwlwup» nwywlwpwuwlwu dGntwpynd b npwup |pwgubup
“thnuphupnu Upbwwwquwgnt, Uuwndn hwptiph W hwing Gytinkgnt hwjptiph ww-
nwufuwuubpny nt pwuwdbbpny' ufuwd Yphgnp Lnwwynpshg, twl' ogunybiny
wj| htnhuwyubphg, phtuswybu Uwnwphw Opdwujwup W niphpubp W wju swihnd,
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hus swihny huwpwynp £ hwy dhouwnwpjwt dwupwulwpsnigjwu dby wwwnyb-
pwagpnuejwu fuunhpubipp L ndnwdubpp hwulywuwnt hwdwn:

Stutup huswbu £ wyn hwpgbph wwwunwufuwup nhunwpynd U. Stip-Uhpb-
juuu hp denuwpyh «Uwpnnt unbndnudp» gjfunid: Uugnipn qniquhbnwpwp Ypb-
pbup mhbgtipwywu hwipbph Wwwwutuwuubpp dbp huwpwynpnugyniuubph swighny:

Uuindws, hpbownwy b Jwpn Jhdjuug dnin Gu bdwunygjudp pun npnud’ pw-
Uwlwunipjwdp: Cuwn bnhobh' «Pwuwinp dwpn b hpionwy Jhwju B Uunnuws
h dtip pwu gbipyhtu Ge gipyhp» (Bnhti, 27): Skip-Uhptiywup nhdnw £ Gnhokihu.
«...tit dwpn dhwju Uunnuwdwubp. Uunnuwd dwpnny, Gr dwpn Qunnsng Juuu
dwpnny Uunnuwd dwpnuwgt] Bt Juwut Uunndng dwpnwunnuwdwgbwp [4, b
107] (bnhak, 293, 320, bquhy, 93-95):

Qupp pfunw £ dwpnniu b hpbigwnwlubppu pudtindwd punpnyeiniupg' puwn-
pbi| pwphu R swpp [4, te 107]: GquhYu uonwd k, np «h pwpbipwpshtiu swn hug
shp |Gw]. 6L shp hus swip np, punebwdp swp hgk...» [4, £ 193]:

«Ghpp enengnw» 2wwn U hwnlwwbu hhduwywtu wunjwdwpwuwywu
hwpgbiph Wwuwnwuluwuubp husnd Bu tytintgnt hwyptiph pGpwuny, hwnwwbu
hwing Gltintignt, np htiwmbnw £ wnwohu tptp whbgbpwdnnndutiph Ywpqwsd
optiupubiphu:

Ujn pyYntd ulwwnh niubup «fEnine Yhiptinh wn Lhuwnnp», npunbn b ujuynid
E hwj Glybnbgnt wuhwunnipdnnwywunie)niup Lwnpbinnup 551 p. dnnnyh ujwwn-
dwdp, np dfunnw £ Leunnppu ninnwé Unipp Ynipbinh UGpuwunphwih Gwhu-
Ynwnuh pnwnep, npp Yénwlwunpbu htppnid £ Lphunnup wudh Gpypunyeniup,
wubny' «wjunthbwnbe dp £ Lphunind’ Npnh Ge Skp...», wjunthbul. «...Uhwgut
Pwutu Uunnwwd h dwpduh punyebiwdp, G b wdbubigniu Uunnuwé, G hpt wdbup,
BL ng hupU jhip Swnwy £ GL ng hdpu jhip Ep» [2, £9 15]: «2h whw Mbwpnu G 3ny-
hwuubup hwjwuwpwwwwhip Gu dhdbwug, gh wnwpbwp tit wowybpwp, uw-
Ywyu sbu dhu Gpynipu...» [2, Lo 15]:

Uw Ywuplnp §, npndhbnb wnwpjwijutph hwwuwpnipjwt «pwtwdlup» hb-
wmwgwnud, ophuwy, Sphgnp Swelwght oqunwgnpénid Ep <nndh Ywpenhy tyb-
ntignt ntd, npp vwiuwnwund Ep Mbnpnuhu djnw wnwpjwiutiphg: Unwpjwutph
hwywuwpnigjwu hwpgp unphg npytg Lbpubiu Cunphwint b Sphgnp Swpliwgnt
Ynndhg, tpp pwpdpwgytig Mwwh U Mnup wwwnphwpph wnwgwnwunyew
hwpgp, nph bywwwyu Ep hwing Gytntgnt ninnuithwnnigjuwu (wnwpbjwywu)
hwpgp Yuulywdh wnwy nubp b upw unnpwnwunwp hnyu b jwwnhu Gyenbghubphu:

Ujunthtwnl Unipp Yynipbinp owpniuwynud £ Lppunnup Punejwt hwpgp.
«3bwbwn G wulk Uunnuwd jphip <wyp, vwlwju Uunnwwd £ hupu punyebiwdp G p
punipbul w) ny eL Gpb wughwnwgwp huy wjud, gh hwuntpd wuwnnwdniyptiwdp
GL dwpn tGinb: Wunthtnl bw swpniwiwynd £, «GL fununnjwuhdp il unju
hupuhu, np jUunndéng <wipk dubw| Npnp Gt Uunnuwd Uhwdhu, np jhipny
puniebiwdp wuyhown tp dwpdung jhipny dbinwe Jwuu dGp pun gpng, Gt inbip p
fuws GlGw| pun jhipnd, Gr wudsnnyebwdp jhipwgnig qyhonu dwpdun) sunphnp
Uuwnnwdn) uuu dbp qdwh dwowybitwg» [2, bo 16]:
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Qwihwquwug npwgpwy W funphpnuynp £ wubidpubiph wju 2wppp, np
ptpnud £ unipp Ynipbinp hp eneh ytponud, L npnug hpduwlwtu pnwunw-
Ynipgniuu £ Pwut Uundwsd dwpn nupdwy YEunwuwgubint hwdwnp denptiph
dbi9 pwnywd dwpnynigjwun [2, ko 23-24):

Unipp Ynipbinh hwipgwnpnwubpp bW pwuwdlbpp, huswbu gnyg £ wwihu
«Ghpp pneng» dnnnwdéntu, wytih pniptnugb] b pwe dtYuwpwuyb Gu hw;
GYtintgnt hwpbph Ynndhg, Unipp Uwhwyh, Unipp UGupnwh, 6quhy Ynnpwgnt b
upwug ubpunbubpniun hwonpnwd hwing unipp GYtntkgnt hwyptiph Ynndhg: Ukq,
enn enyjwwnnyh dwupwdwut hwybb).

w. «fjununnwub| gRphunnu Uunnuwd 6odwphin Gt Npnp Wuwnneng G
Uhwohu, dubw| h <opb jwnwe pwu quyhwnbwiu, b Stp wpwphs wdbuwju
wpwpwdu, bt qunju Pwut Uunnuwé h Juiubwu dwdwuwlwg ggblighw| dwpdhu
bi bnbw| Jwuu Jdbp dwpn, Ge dubw) unipp Ynwbu. Uunnuwd' pun dwpduwinp
ouunbwu dwpn Ywuwwpbiw]. 6L Ynsh G £ Ynuu Shpwdhu b Uunnuwdwdhu, bi
oubiju Uunniwé G dwpn wwnwpbw)p [2, Lo 28]:

Unnpwghh hwonpn pwuwdlup wybh pungpyniu £ W unp hwwnwuhoutp |
hwytnd. «Uh Uuwnnuwd fununndwupup' jwunhdwunyehit pwqdwehy sUuwnni-
onj, ywpunwlwu, wijwiunwlwu hwuwnhs, bL uqgdhs Gpbtbgwg L wubpbingehg:
Gl udwu Eu b punudw wn udhu dh duniunt’ wpwpswyhg, hwdwquip, hwdw-
gnpd: Gu dp hngh Unipp Uuwnnidnj, donugbuwinp... Wuwbu Yuwnwpbw Unipp
Gppnpnnehtuu nuwwuh h Unipp G b hwdwfuwpbwlwu GYbnkghu, wudwpdhu,
wuquuwywu, wunwppwlwu, Ywutuwgbwn. Swnnnohdwg pwu qudbuwju wpw-
phwu b hwunwwnbwu, b dp pwqwinpniehtu be b dh Uunnuwdngehu’ jGphu
wudphuu Ywwwpbwu: 2h ny wudu <opu L wudu Npninj. Lwugh ny jhipng
wushuu £ <wyp G ng wudu Npniny £ wudu <op. Lwugh ny Gelb jhipnp wushuu &
Npnh, Gu ng wudu Unipp <naginy £ wud U <op Ywd Nprneng, gh ng bk jhipn
wudhuu £ <nght wj| Uuwnnwdn) <ngh» [2, L9 29]:

Lnyu ngny £ odindwd Y. Mnuh wwwnphwpp Mpnyiht ninnywd Unipp Uw-
hwyh L Unipp Uwonngh wwwnwutuwup. «Uyp dEyhwiwwmwdp h dh Uunniwd,
Cwjn wdbktwYwy, wpwphs GpYuhg G Gpyphg, Gpbibh B wubpbine wpwpwéng:
Gu dp wkp 3hunw Lphuwninu, h dhwoéhu Npnp Uuwnndng, wjupupt £ Enyehiu
JEnpbut, Enyehiu dubw|' npnd wdbuwju bntie Uunnuwé jUunnidng inyu h nwn
Subwy Gt ng wpwpbwy, np Jwuu dbp dwpnynyebw b Gt dwpduwgwt, jwudtu wn
swpswpwlu, jupbwe jGpypp wine Ge jGpyptu, B qu) nwnb] qybGunwuhu G
qutintwiu: N h Unipp <nght hwiwwmwdp...» [2, Ly 42-43]:

Uw wjiu wiuuwuwu hwjwwh duwybpynwu £ nipndwd hbpbnpynuubiph
nbd, npnughg wjupwu qgnipwunwd tp hp enend Mpny)p:

Ywu U fwlywu jpwgnudubip unyu pnenu. «...wn jJwudu |hub] dwpn Yuunw-
pbiw] jwunnuwdwdhu Uwphwdw) uppny <ngny, wnbw| ontus G dwpdhu d2dw-
phwn G ng Yhndtiwip, wjuwbu Gi Yupbwg thpytp qutiq dwpnynyehiup, G dodw-
phwn swpswpwuwt ...ns L hupt wwpwnkp £ swpswpwuwg, gh wqwun £ wunnww-
oniphtut h swpswpwuwg, wy uwut dbp fwn juudu qswpswpwuwg, fuwskigut, i
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jpyhu hwdpwpdwt, G punwedt <wip buwnw, GL quing h nwwnb| qytunwuhu G
paqutinbwiu: W wn juwnwpdwu hwiwwnng' hwwwnwdp h dh dypungeplu wwyws-
fuwpniebwu, Gu dp Yweninhyt Gytntgh... G Uunnuwsd fununndwupup glwip b
gNpnh G qunipp <ngh, dh Qunnwidniyehitu uppng Gppnpnnuebwut, gh <ngh L
Uunnuwé, tie Ywdwip Gpbitbw), fuwwbw] wippunp Gi dwpqupbhyp G wnw-
phnyp» [2, by 43-44]:

Gyu dp Ybw | wybugynid, np «wdwubiu dwpn pun ywunybph Qunnwdngs,
pwjg huswbu - dhwjuy Uundwd ghwb: buy dwpnnit wpjwd wunmywdwhu
udwunieyniup dwpnnt wdtuwdbd udbpu £ U gnyg £ wwhu dwpnne ujundwdp
wuwnywdwjhu dkd ubipp:

Gqpulwgnipyniu

Wuwhuny' nuniduwuppnigyniuubph wpnyniupnud wwing nwnpdwy hbunlywp'

1. nwywuwpwunientup wudhowwtu wanbgnie)nit £ pnnub] wwunybpwag-
pniRjwu Yypw:

2. wwwybpwgpwlwu wwppbpnieyniuutpp dhouwnwpnd hwnjwwbu wy-
uwnnt 5U qupnwpybunnid:

Gpuljwunipyntu

1. Stp-Uppbigwu U. <wjwuwnwujwug U. 3kYkntgnt pppunnubwywup, AGnuwply nw-
Jwuwpwunigjwu. U. Egdhwéshu, U. Upnn U. Eodhwduh hpwwn., 2007:

2. Shpp eneng, Gpypnpn hpwwn. Gpnwwnbid, 1994:

3. dwdwghpp

5. Uwwnbuwghpp hwyng, U hwwnnp. Uughjhwu-Lhpwuwu, 2003:

5. U. <nghwu Uwunwyniuh, Swnp:

6. laperun CaprucaH. XankuaoHckuii cobop v ApMAHCKaA LEPKOBb NEPBOMPECTONbHbIN.
Cs. DumunagauH, 2014.
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Ob NKOHOIPA®UN U NKOHOJIOTUN UCKYCCTBA (HACTb 2)

BUIEH KA3APSAH"

Ina uutnposaHus: KasapaH, BureH. “O6 nkoHorpacum v nkoHonorum uckycctsa (Yactb 2)”. Uckyccm-
sosedyeckuli xypHan, N 2 (2022): 224-233. DOI: 10.54503/2579-2830-2022.2(8)-224

C koHua 19-ro Beka A0 HalMX [Heli OCYLLECTBAEHbI MHOrOYUCIEHHbIE UCCeno-
BaHWA, NMOCBALLEHHbIE UKOHOrPadMmn XpUCTUAHCKOrO MckyccTBa. B sTom nnaHe bec-
npeLefeHTHbIM ABNAETCA NNOAJOTBOPHAA HayyHaa peAatenbHocTb C. Tep-HepcecaH
1 6ONbLIOro 3HaTOKa MPOUCXOMAEHWA U popMmMpoBaHWA MKoHorpadum A. [pabapa.
B xpucTmaHckom uckycctBe ApMeHUM M Apyrux cTpaH Hawbornee 3aMeTHbl CTUIM-
cTuyeckue pasnuuua. bonblue Bcero unntoctpuposanuce Ceatble EBaHrenna. OcHoB.-
HbIM UCTOYHWUKOM [NIA MHTEpPrpeTaLun CpefHeBeKOBOW MUHUATIOPbI U OpHaMeHTalb-
Horo uckycctBa cTana CeAlleHHoe [NvcaHuune, KOTOpoe [aeT BO3MOMHOCTb MOHATb
6orocnoBckoe cofepmaHue U NOATBEPAUTb OTKIOHEHWUA apMAHCKOrO, a TaKKe accu-
pUIACKOro, BU3AHTUICKOrO, TPY3MHCKOrO, KapONMHICKOrO, POMaHCKOro, roTuyec-
KOro U CpefHeBEKOBOro WcKyccTBa B Lenom. [lpousBenenua «KHura nucem» u
«KHUra o Bepe» OYeHb BaMHbl [JIA TONKOBaHWA W TMOHUMAHWUA 6OrocnoBCKKX
npobnem ApMAHCKOW LEepKBMU.

B pesynbtate uccnenoBaHuii BbIACHMIOCH, Y4TO BEPOWCMOBEAAHWE OKasblBaeT
HernocpeacTBeHHOE BNUAHME Ha MKOHorpadmio. VkoHorpadmyeckne pasnmyva oco-
6€eHHO 3aMeTHbI B CpeHEBEKOBOM OpHaMeHTaNbHOM UCKYCCTBE.

Knioyesbie cnosa: vikoHorpacus, BEpPOUCNIOBEAAHVE, CPELHEBEKOBOE NCKYCCT-
BO, MUHMATIOPa, OPHaMeHTabHOe UCKYCCTBO, «KHura nucem», «KHura o Bepen.

" 3aBepytoLumii oTAENoM n3obpasuTensHoro mckycctea Muctutyta uckycctes HAH PA, unen-
KoppecnoHgeHT HAH PA, 3sacnyseHHblii featenb KynbTypbl ApMeHWW, [OKTOP MCKYCCTBO-
BefeHuA, npodpeccop, amelia_880@mail.ru, cratba npepacraenena 20.09.2022, peueHsviposaHa
01.12.2022, npuHAaTa k nybankaumm 15.12.2022.
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ON THE ICONOGRAPHY AND ICONOLOGY OF ART (PART 2)

VIGEN GHAZARYAN

For citation: Ghazaryan, Vigen. “On the Iconography and Iconology of Art (part 2)”, Journal of Art
Studies, N 2 (2022): 224-233. DOI: 10.54503/2579-2830-2022.2(8)-224

From the end of the 19th century to the present day, numerous studies have
been conducted on the iconography of Christian art. In this regard, the studies and
fruitful activity of S. Der Nersessian and A. Grabar, a great connoisseur of the origin
and formation of iconography, are unprecedented. Stylistic differences are most
obvious in the Christian art of Armenia and other countries. The sacred Gospels
were illustrated most of all. The Holy Book was the main source for the
interpretation of medieval miniature painting and ornamental art, which allows us to
understand the theological content. “The Book of Papers” and “The Seal of Faith”
are the most important works to interpret the dogmatic problems of the Armenian
Church and to understand religion.

As a result of research, it turned out that religion has a direct impact on
iconography. Iconographic differences in the Middle Ages are especially noticeable
in ornamental art.

Key words: iconography, religion, medieval art, miniaturepainting, ornamental
art, “The Book of Papers”, “The Seal of Faith”.

" Head of the Fine Arts Department of the NAS RA Institute of Arts, Corresponding Member
of NAS RA, Honored Culture Worker of the RA, Doctor of Sciences (Arts), Professor,
amelia_880@mail.ru. The article was submitted on 20.09.2022, reviewed on 01.12.2022,
accepted for publication on 15.12.2022.
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MACTEPCKAA MAPTUPOCA CAPbAHA B J,OME MNEPLLOBA B MOCKBE.
ManoussectHas cTpaHuua 6uorpacpum xygomHuKa

PY3AH CAPbSIH

Ins umtuposanus: Capban, PysaH. “Mactepckaa Maptupoca Capbana B [lome [lepuosa B Mockse.
ManoussecTtHaa cTpaHnua 6uorpacun xypomHuka”. Uckyccmsosedyeckuli xypHan, N 2 (2022): 234-244.
DOI: 10.54503/2579-2830-2022.2(8)-234

Buorpacua Bbipatowieroca xygomHuka XX Beka Maptupoca Cepreesuya CapbsAHa
XpaHWUT MHOMECTBO TaliH U MHTEPECHbIX (PaKTOB, KOTOPbIE O CUX MOP OCTALOTCA Manou3yyeH-
HbiMu. AG3al, n3 «AsTobuorpacpum» MacTepa C yrnomuHaHuem O ero mactepckoii B [lome
MepuoBa mocnysun MOBOJOM [NIA Hallero uccnefoBaHvA. B pesynbTtate BbIACHMIOCH, 4TO
mactepckaa CapbaHa ¢ koHua 1900-x go 1915 roga, rae 6binn co3paHbl ero camble U3BECTHbIE
NpousBefeHNA OAaHHOrO Mepuofa, HaxoAunacb B CTEHAX OOHOrO M3 CaMbIX OPUrMHANbHbIX
3paHnii Mocksbl. K cyacTbio, ynommHanua ob 3Tom ¢pakTe COXpPaHWUoCh HE TONbKO B «ABTO-
6uorpacuu» XypoMmHuKa, HO U B BOCMOMUHAHUAX €ro COBPEMEHHWMKOB ApTaBasga TymaHsAHa,
CblHa BENMKOro apmaHckoro nosta OBaHeca TymaHAHa, W MeHbl nucatena Anekcea ToncToro,
xypoxHuupl Codpbn McaakoBHbl [biMwmy-Tonctoil. BoamomHo, Hawa nybnmkauma nocnymut
ToMy, 4T0bbl MMA CapbAHa B JalbHeliLLeM yNoMUHANocb B PAQY TeX U3BECTHbIX NHOfeN, Ko-
Topble B pa3Hoe BpemA cHumanu mactepckue B [lome lNepuosa. Cpegmn Hux Nasen Cokonos-
Ckansa, Pobept ®Panbk, Bacunuii PoxpectBeHckuii, HataH AnbTmaH, AnekcaHap KynpuH u gp.
DTOT nepeyeHb UMeH cam Mo cebe MOACKasblBaeT W Takyto TemMy ANA faibHelillero uccne-
poBaHuA, Kak «Kpyr ppyseii Capbana, npoxusatomx s [lome lNepuosanr.

Knrouesbie cnosa: «Jletyyas mbiwb», «3yneiika», Hukuta Banves, Hukonaii Tapacos,
AprtaBasp, TymaHsaH, Codba UcaakoBHa [bimiimi-Tonctas, «30M10Tol NETYLLIOK».

BcrynneHnue

«BepHyBLUMCcb K cebe B MockBy nocne nyTewlecTBuA, A BHOBb Monan B Kpyr
CBOMX ApYy3eli N 3HaKOMbIX U B CBOKO MacTepckyto no Mocksopeukoii HabepekHoii B
pome [lepuosa. CtoAa y OkHa, A CMOTpen Ha 3natornaeblii Kpemnb, nopepHyTbiii
OCeHHMM TymaHoMm» [1, c. 118].

Jta yutata u3 «Aetobuorpacpum» CapbAHa npusnexkna Halle BHUMaHWe, U Mbl
HayanW MHTEepecoBaTbCA [OMOM, B KOTOPOM OH CHMMal MacTEpPCKyl BMIOTb [0
otbespa u3 Mockebl B 1915 rogy.

Oxasanocb, 4to CapbAH #un u pabotan B OLHOM U3 CaMbIX KPacuBbIX U WHTe-
PeCHbIX AOXOfHbIX OOMOB MOCKBbI, CTaBLUEM HEMbIM CBUAETenem OnuctatenbHoi
MMU3HN MOCKOBCKOI Hborembl Hayana XX Beka.

[om [epuoBa noctpoeH no 3ckuzam xygomHuka C. MantoTuHa no 3akasy
WH}KeHepa MnyTeil coobLLLEHUA, CTPOMTENA MENE3HbIX AOPOr, OOLLECTBEHHOIO AeATens
n KonnekumnoHepa lNetpa Hukonaesunya lNepuosa.

* CrapLumii Hayu4HbIi COTpYAHUK oTfena nsobpasutensHoro uckycctsa Muctutyta uckyccts HAH
Apmernn, gupektop Joma-mysea M. CapbAHa, kaHAMOAT CUIONOTUYECKUX HayK, ruzsar@mail.ru,
ctatbA npeacrasneHa 16.11.2022, peuexsuposada 07.12.2022, npunHaTa k nybnukaummn 15.12.2022.
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Livalnidsl.en

[om lNepuosa

B npoekTte ypayHo coveTanucb MOAEPH, CTpenbyaTble MOTWUBbI 3amnajHoeB-
poneiickoil roTUKM M TpaauuuuM ApeBHepyccKoro 3opuyectsa. [lom 3acnyseHHo
Moay4Ynn onpefeneHne «CKasouHblii», 60 BeCb HapyMHblil U BHeLHWii gexkop 6bin
BbIMOMHEH «B CKa304YHO-ObIMMHHOM CTune», Kak Bblpamanca cam [lepuos. B cBoeii
aBTobMOrpachun oH € roppocTbio nuilet: «[lo cBoeil opurrHanbHoOI BHELIHOCTU JOM
Hall B O4YeHb CKOPOM BpeMeHW cTan u3BecTeH Bceil MockBe M noman Kak ofgHa M3
pocTonpumedatenbHocTeii MockBbl B nyTeso-guteneit no Mockse usganua CoballHu-
KoBbIx» [2, c. 321]. Mo okoH4aHUM cTpouTenbcTsa epLoB nocenunca B LOME CO CBOEW
ceMbeil, a OCTa/lbHylO 4YaCTb [OMa CfaBal BHaeM, B TOM uuCne MaHcapfbl mMop,
MacTepcKue XyaoKHNKaM.

M3noxeHne ocHoBHOro matepuana ucciefoBaHus

Kak cnyuunocb, yto CapbAH 06nt060Ban 3107 «CKa3o4HbI [LOM», YKpaLLEeHHbI
maiionukoil ¢ usobpamenuamm ntuubl CupwH, Asblueckoro 6ora conHua Apuno, a
Takme 3aiiuem, Jlncoii, coBamu 1 LpyruMu NepcoHaMmamm pyCCKMUX CKa3oK.

Mpexpe Bcero CapbaAHy, obnapatoLLeMy BbICOKUM XY[OMECTBEHHbIM BKYCOM,
HECOMHEHHO, O4YeHb NMoHpaBunock noctpoeHHoe B 1907 ropy opurvHanbHoe 3paHue
u ero pacnonoxeHve. M3yyeHne buorpadpun xyJomHMKA HaBOAWUT Hac Ha MbICb O
TOM, 4TO BbIGOP TOro MAU MHOMO MECTa LA MacTepPCKOW U #unba B #u3Hu CapbaHa
He 6bin cnyyaiiHbimM. OH oTAaBan NpennoyYTeHMe MECTaM HaMONEHHbIM, MO COCEACTBY
c uepkeamu unu xpamamu. 1o fom lNMepuosa pagom ¢ Xpam Xpucta Cnacutena u c
BUOOM Ha Kpemnb, mactepckas B KapmaHuukom nepeynke no cocegctBy co Cna-
COMECKOBCKMM MOHAacTbIpeM W, HakoHel, Aom B EpeBaHe, Mo cocefcTBy C LEPKOBbLIO
Cyp6 3opasop.

MoxHo npepnonomuTb Takme, 4YTO CHATb MacTepckyto B [Jlome [lepuosa
CapbaHy nocosetoBan ero gpyr v 3emnak no Hoeoi Haxuuesanu Ha [loHy, akTép,
pemunccép v nepsblit koHepaHcbe B Poccum, ocHoBaTenb 1 fuMpekTop napoauiiHoro
MockoBcKkoro Teatpa «Jletyyaa Mmbiwb» Hukuta Pépoposny banves (Ulpunhy
Pwpywu (1876-1936).
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Y10 Ham n3BecTHO 06 oTHoweHuAx CapbaHa u banuesa? Jluwb 1o, 4TO, KOrpa B
1926 ropy CapbaH npuexan B [lapus, T0 Hukuta banues Toxe Haxogunca Tam
BMECTe CO CBOMM TeaTpoM «JleTyuasa mbilb». [locne peBontouum emy yaanocb BMecTe
c TeaTpoMm amurpupoBatb u3 Poccumu u ractponuposatb no Amepuke u Espone. Bax-
HbIM U €ANHCTBEHHbIM (DAaKTOM, CBUAETENBCTBYIOLLEM O BNM3KUX [ pYHECKUX OTHOLLE-
HUAX OBYX HOBO-HaXM4yeBAHCKMX apMAH, OKa3aBLUMXCA Ha 4ysOuHe, cTana gomHaHcoBaA U
MopanbHaa nogpepxka banuesa CapbAHy B BuAe 3aKka3a Ha opopMmiIeHWe NMaHTOMM-
Mbl Kapno Mouuy «3yneiika» pna Teatpa «JleTyyaa mbilwb», peanvsosaHoro B 1927 rogy.

Ockus «3yneitknr, 1927 r., YueneBwuii pparmeHT gekopaumy NaHTOMUMbI
Hom-my3seit M. Capbana K. MNouum «3yneiika», 1927 r., Jom-myseit M. CapbaHa
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K coaneHuto, MHOroe NPUXoANTCA AOMbICINBATbL U3-3a OTCYTCTBUA AOCTATOY-
HOro cpakTUYecKoro Mmatepuana, B TOM YWCNe Kacaroweroca npyxbbl u obLieHus
Banuesa ¢ CapbaHom B Mockse u B [apuike.

WcTtopua cospanua B Mockse B 1908 ropy Torpa ele kabape «Jletyyas Mbiwb»
TOME MHTEepecHa Tem, 4TO B MNepBble ABa HEMOMHbIX rOAa CBOEro CyLL,EeCTBOBAHWA OHO
6bino opraHv3oBaHO B nojBaibHOM nomelleHun [oma [lepuosa, T.e. B TOM e
poove, roe CapbAH CHAN MacTepcKyto. Y WCTOKOB ero cospaHua croanu Hukuta
Banves n Hukonait Tapacos (Lhynnwjnu Lwqwpnuhp (Enpnujwu (1882-1910). Uaes
npvHagnexana banvesy, KoTopblii MeyTan o co3gaHMM TeaTpa HOBOrO TuMa Ha OC-
HOBe aHpa KamyCTHUKOB, MOMyNApHbIX B TO BpemA. PrHaHcMpoBaHue B3An Ha ceba
TapacoB HedTenpoMbILLIAEHHUK-MUIIMOHEP, MOMYYMBLUWIA CBOE COCTOAHWE B Hac-
NeACTBO OT OTLA M NpocnasuBLLKiicA Kak MeueHaT MXT.

OpHako 6e3 opobpeHua stoii ugen pykosogmtenem MXT K.C. CraHucnaeBckum
co3faHne HoyHoro knyba, rpe akTepbl MOCKOBCKOrO XyAOMeCTBEHHOro TeaTpa Mo
OKOHYaHUW crekTakneit mornu bbl ycTpaMBaTb CBOM 3aKkpbiTble cobpaHua, Obino Obl
HeBO3MOHO. [lpy3bA moceTunn maTtpa v nony4unu ero bnarocnosexue. B «3akpbl-
TbIli» KNy6 BOLUAM TakWe W3BeCTHble aKkTépbl XypomecTBeHHoro Teatpa Kak Onbra
NleonappoBHa KHunnep-Yexosa, Bacunuii MeaHoBuuy HKauanos, Mean Mwuxaiinosumy
MockeuH, Teopruii Cepreesuy byppsanos n Anuca [eopruesHa KooHeH. Ycrtas
Kpy#Ka «JleTyqasa mbiwb» 6bin nognucaH Hukutoii bannesbim, Hukonaem Tapaco-
BbiIM 1 Bacvnuem Kavanosbim. Hauvanu uckaTb nomelueHve pna TeaTpa-kabape, w
Bblbop man Ha nmopBan [oma [lepuosa. Jlerenpa rnacut, 4yTo, Korpa fBa Apyra,
Banves n Tapacos, B3nomanu 3aKONOYEHHYIO OBepb B MOABan M BOLWAW, OTTyAa
BbINeTena fetyyas Mbillb. TyT e W pewwmnun HassaTb byayliee kabape «JleTyyas
MbILLUb».

Brnaropapsa oyepKy TeaTpanbHOro KpuTuKa 1 uctopvka teatpa Hukonaa Edymo-
BuYa Ddppoca (1867-1922), noceALLEHHOMY AECATUNETUIO NEPBOIO PYCCKOro TeaTpa-
kabape «Jletyyaa mbiwb» H. banesa, MoXHO cocTaBuTb MONHOE MpefcTaBieHne o
TOM, KEM U Kak OH co3paBasncA, Kakosa bbina ero uenb, kakne NIMYHOCTU obbeanHUNU
CBOW yCWNUA JNIA TOro, 4Tobbl OH COCTOANCA W CTan OfHWUM U3 WHTEPECHeWLUMX AB-
neHwii ceoeii anoxu. ddgpoc nucan: «JleTyyaa Mbllb» NPOEKTUPOBaNach Kak UHTUM-
HbIli KPYXOK, KaK YIOTHOE MeCTeuyKO [AnA B3aWMHOro yseceneHua u 3abaBbl akTepoB
XypomecTBeHHOro TeaTpa B rnocnecnekTakibHble Yacbl. Ctoga 6yayT cbesmarbca pna
oTAbiXxa, HO U B OTAbIX BHECYT apTUCTUYHOCTb, NMPENecTb UCKYCCTBA. XYAOMECTBEH-
Hblii TeaTp - Cepbe3HeliLLNii TeaTp, C FrEPONYECKUM HanpsAKeHnem, B bypneHun TBop-
YECKMX CU/ pa3peLuatoLLuil camble CNoKHble cueHnyeckne npobnembl. Ho y aktepos
aToro Teatpa u bonbluaa noboBb K tomopy, bonbluoil BKyc k wytke. OHM Bcerpa
nobunn cmex. Bbixop 3Tomy pomiHa patb «JleTyyasa Mbiwb». BoT HacTpoeHus,
MbIcn 1 uenm, ¢ kotopbimu H.®. Banves n H.J1. Tapacos, crpynnupoBas Bokpyr cebs
TOBapuLLLeid Mo TeaTpy, Co3faBanu «MoABan» W MoABeELUMBANN K €ro CEPOMY CBOAYaA-
TOMY MOTONKY NeTy4yto Mblllb. MecTo oTabIxa — LLapCcTBO NMPUBOMBHOM, HO KpacuBoii
LUYTKW, W Nnopanblue oT NOCTOpOHHeli nybnuku» [3, c. 11].
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Obnoska ovepka H.E. Dcppoca
«Jletyyas mbiwwb», 1918 .

4

3a JecATb NeT CBOEro CyLLEeCTBOBaHWA UHTUMHbIV Knyb ana aktépos MXT oveHb
CKOpPO BbIPOC B 3HAMEHUTbI MOCKOBCKUIA KaMepHbIil TeaTp C MOCTOAHHOW TPYMMnoii.

BoamoxHo, CapbAH He pa3 nocelan «MHTUMHbBIN «kabavyok» apyseii XypomecT-
BeHHoro TeaTpa» kabape «JleTyuyaa Mbilwb». ITO 6E30THOCMTENBHO TOrO, YCMEN N OH
CHATb MacTepckyto B gome [Mepuosa B nepuog o1 1908 po koHua 1909 roga, Korpa
«JleTyyasa Mbilb» JeiicTBOBana B NoABaibHOM MOMELLEHUN 3AaHNA, UK HeT. Ho uTo
camoe WHTEpecHoe, OTKpbiTUe Kabape «JleTyyaa Mbiwb» coctoAnock 29 despana
1908 ropa, yavBuTenbHo coBnas ¢ AHeM poxaeHnA CapbAHa B BUCOKOCHbIN FOf.

Wtak, cropa, nocne okoHYyaHuA crekTakna Bo MXT-e, cbeskanucb He TONbKO
aKTepbl M aKTPUCbl, HO U UX APY3bA XYLOMHUKM, MO3Tbl, MUCATENU, ApPKUe NpeacTa-
BUTENN TeaTpanbHoro H6omoHpa u meueHatbl. CapbAH 6bln 3HAKOM CO MHOTMMM U3
Hux no «CBobopgHoi acTeTmke» n He Tonbko. Cpepm Hux K.C. CraHucnaBckuid,
B.N. Hemuposuy-[aHueHko, A.A. BaxpywwuH, B.W. Kavanos, H.E. Ddpoc, H.A. Mog-
ropHbiii, O.J1. Khunnep-Yexosa n mHorue gpyrue.

Muoroe u3 Toro, uyto 3apoxpanocs B 1900-1910-e rogbl B Poccuu, umeno
MPOLOMKEHNE U B MOCNEYIOLLMNE AeCATUNETHA.

OpHako, BepHemca k [omy lNepuosa, B koTopom CapbAH CHUMan MacTEpCKyto
Ha MPOTAMEHUU HECKONbKMX NET, BMIOTb [O CBOEr0 OKOHYATeNbHOrO OTbe3fa M3
Mocksbl B 1915 ropy. Mo Bone cyabbbl MCTOpWA COXpaHWUna onuMucaHue WHTEpbepa
CapbAHOBCKOIA MacTepcKoii, bnarogapa BocnommHaHuam ApTaeasfa TymaHaHa, cblHa
BENMKOro apmaHckoro nosta OeaHeca TymaHAHa: «B xonopHoii MockBee, HaxopAch B
[owme lNepuoBa, noctpoeHHoMm B pycckom ctuie, CapbAH B 3MMHIOO MOPY nucan
KapTuHbl: «3HOWHbIM nongeHb. KoHcTaHTUHOMONb», «PpyKTOBaA naBouka», «HaTop-
MopT c 6aHaHamu», YTOMIEHHbIX Mapoil cobak, mentoro Bepbntoga nop, nanbMoi,
cuHux byiiBonos n T.4. Bee ato 6nuxe CapbAHy, YemM BOCTOYHbIE CKa3KW, [paroueH-
Hble KaMHW 1 MeCTpble LUeNKa.

YacTto 6biBato y CapbAHa, M NMOYTKM KamAblii pa3 OH MOKa3biBAET MHE HOBbIA
BOCTOYHbII1 MNaTOK WKW CTApPUHHYHO PYKOMUCHYKO MUHMATIOPY: OMBaH HaKpbIT 60/b-
UMMM KPacuBbIMK NiaTkamu, CTEHbl U CTYbA yKpalleHbl KalleMMpOBbIMU LUANAMM.
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Ha cTeHax BucAT erunetckue macku, nepcupackue kospbl. [loytn BCerpa Ha ctone y
CapbAHa BOCTOYHble (PPYKTbl, KOTOpPbIMM OH Yyrowiaet cBoux rocteil. He byper
npeysennMyeHneM, ecim 3ameTuM, YTO OH XOLWT MO KOMHaTe B MEPCUACKUX aHaKca-
pupax u nepeBaHHbIx bawmakax» [4, c. 15]. (Mepesog, ¢ apmaHckoro P.C.).

B cBoux BocnomuHanuax Aptaeasp, TymaHAH CBMAETENbCTBYET U O TOM, Kakue
LUefileBPbl CO3JaBaNNCh B CTEHAX MOCKOBCKOIH MacTepckoii CapbaHa, hakTuyeckn aTo
camble u3BecTHble ero npowussegeHua 1910-x ropos: «KoHcTaHTMHOMONL. Ynuua.
MonpeHb», «®PpykToBaA naBoyka», «KoHcTaHTUHOMONbCKUE cobaku», «KoOHCTaHTM-
Hononb. Cobakmn», «PuHMKoBas nanbmar, «HouHoli neiizax. Eruner», «HatropmopT ¢
6aHaHamu», «Apabckas TaHUOBLMUA», «ErunTaHku», «Erunetckue KeHLWmMHbI»,
«[lepcua» n mHorve gpyrve. OpmH TonbKko 3TOT hakT npupaeT mactepckoii CapbaHa
B flomMe [lepLoBa OrpOMHYHO LIEHHOCTb U 3HAYUMOCTb.

B 1912 ropy mactepckyto xypoxHuka B [Jlome [lepuoBa nocetwn Benukwuii
apmAaHckuiA noat OsaHec TymaHAH. Yepe3s MockBy oH Bo3Bpawianca B Tudnuc us
Cankr-lNetepbypra, roe nposen B 3akntoyeHnn 6 mecAues no obBUHeEHUIO B opra-
HU3aLMKU HaLWOHaNbHO-0CBOOOMTENBHOrO apMAHCKOrO ABuMeHNA Ha Kaskase. Ero
ocBoboMN U3 3ana Cyja 3a HeMMEHWEM J0CTaTOYHbIX OCHOBAaHWIA ANA OCYMAEHNA.

MimeHHO 3p.ecb, B CTEHax MOCKOBCKOI MacTepckoii B fome [lepuosa, coctoanock
3HaKOMCTBO [BYyX BENMKMX apMsAH, nepepocluee yxe B Tudpnuce B opyKby u TecHoe
obLeHune.

Mo Bceit Bugumoctn, CapbaAH bbin 3Hakom M ¢ Hukonaem TapacoBbiM, Bnuaii-
wum apyrom Hukntbl banuesa, a Takme c ero cectpoii Onbroii JlasapesHoii Men-
KOHOBOI4, ypoaeHHoi TapacoBoii.

Bot uto nuwet CapbaAH B aBTOOMOrpachum o0 CBOMX MOCELLLEHMAX BEYepoB, Op-
raHusosaHHbIx O.J1. MenkoHoBoii: «Beuepa ana bonee y3koro Kpyra ntogei ycrpau-
Banucb y Onbru JlazapesHbl MenkoHoBoli, koTopasa bbina cectpoii Tapacosa, ogHoro
u3 meleHaToB XypoxecTBeHHoro Teatpa. CtaB HacnefHuueil csoero 6para, 3acTpe-
NMBLLUIETOCA M3-3a HECHacTHOW Nobeu, MenkoHoBa npofonMana nopaepHmBaTb CBA3M
¢ Xy#oXecTBeHHbIM TeaTpoM. APTUCTbI TeaTpa 4acTo cobupanvcb B ee MpeKpacHoi
kBapTupe Ha KysHeukom mocTy. MHe poBenocb 6GbiBaTb Ha 3TUX Beuyepax BMecTe C
xypoxHukom H.M. YnbAaHOBbIM, 4bM paboTbl umenucb B Konnekuunm MenkoHoBoI.
MNpuobpena oHa TakMe HeckonbKko mMowx paboT» [1, c. 118].

Cpenn KapTuH, npuobpeteHHbix Onbroii JlasapesHoid, 6binu Tpu paboTbl
CapbaHa, KoTopble cerogHa ykpaluatotr cobpaHue ero [loma-myses B EpesaHe. 310
«Y Konogua. *Kapkuit geHb» (1908), «Mpywaa merwmHa» (1911) n unnocTpauma K
noame M.10. JlepmoHToBa «Ayn BactyHmm» (1913).
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Aptasaspg TymaHaH, 1916 r. OsaHec TymaHsAH

Yto npumeyaTenbHo, TpeTbum mykem MenkoHosoii bbin aktep MXT Hukonaii
AdparacbeBuny Mogropbiii (1879-1947), kotopblii ¢ 1919 ropa 3aBegosan Tpynnoii
XypomecTBeHHOro Teatpa U 6bin oveHb bnusok ¢ KoHnctaHTuHom Cepreesuyem Cra-
Hucnasckum. B 1931 ropy kaptuHa CapbaHa «Y Konogua. *Kapkuii geHb», BUCEBLUAA
B roctuHoii poma [logropHoro, HaBegeT CTaHWCNABCKOrO Ha MbICNb O TOM, 4TO
ochopmneHne BTOPOro akta onepbl «3010Toid neTylwok» Hukonaa Pumckoro - Kopca-
koBa Aana OnepHoilt cmyduu npu bonbwiom meampe cnepyeT noOpyyYuTb WMEHHO
CapbaHy, 4To 1 6bIn0 caenaHo. Mo oT3biBaM, COXpaHMBLUMMCA B Npecce Tex AHeW,
BTOPOIi aKT cnektakna, odpopmieHHblii CapbAHOM, 6bin caMbIM ApPKMM U Bre-
YaTNAIOLLUM.

CoxpaHunca ntobonbITHbI pucyHok CapbAHa KOMHaTbI-AnBaHHOW B fome Onbru
NazapeBHbl, roe cpepn M300pameHHbIX MOMHO pasiuunTb ee Myxa — aktepa MXT
Hukonas lMoaropHoro, xynomHuka Hukonasa YnbAHoBa M camy xo3AliKy, Monynemalmx
Ha [uMBaHax BecbMa OPWUrMHanbHOro pwmsaiiHa. MOKHO NpPefnonoKMTb, YTO 3TO
eAMHCTBEHHbI onbIT CapbAHa B co3faHnu gusaiiHa mebenu.

M.C. CapbaH. Jcku3 ayBaHHOMN
Onbru JlasapesHb! MenkoHoBoi,
1916 r. YactHan Konnekuua
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Moptpet Codpbu NcaakoBHbl Anekceir Tonctoii ¢ cynpyroi
Obimwnu-Tonctoin, 1913 r., HIA Codpbeii Obimwni-Tonctoid

O cBoem noceleHnn MocKoBckoii macTepckoii CapbAHa MULIET B CBOMX BOC-
NMOMWHAHWAX OfjHa W3 camblX MHTepecHbIx Mopeneii CapbaHa — Codpba McaakosHa
Obmwuy-Tonctana, nopTper Kotopoii oH mucan B 1913 rogy B ocobHAKe KHA3A
C.A. UWepbatoBa: «A nomHio opHo moe nocelyeHne CapbAHa. Bxomy B rpomapHyto
MacTepCKyHo, COBEPLLUEHHO MYCTYH), C HECKONbKUMKU Monbbeptamu U C Xonctamu, no-
BEpHYTbIMM K cTeHKe. Ha npocbby uTo-HMOyap noxasatb CapbAH OTKypa-To pocraer
HebOoNbLUIOW XONCT U yCTaHaBNMBaEeT ero Ha MonbbepT [,] M MacTepckaa TOYHO CONHeY-
HbIMW Ny4YamMmn OCBETUNach, Tak MHOro ObIno LBeTa 1 cBeTa B ero xusonuvcu. [pu stom
CKpOMHaA n HemHorocnosHaa dumrypa CapbAHa nopyepkuBana ero u janbHeiiluve
BO3MOKHOCTU B 3TUX UCKaHMAX» [5, pyk. 3:9].

B apxuese Maptupoca CepreeBuuya xpaHuTcA KopoTeHbkoe nucbMo Codpbu
WcaakosHbl oT 5 AHBapa 1961 ropa: «[lonyymna nucbmo u3 puBaHa OT CBOEro
nnemAHHuKa'. OH nuwert: «bbin y CapbsaHa, CapbaH Monog, AcHas rosoBa, TBEpPAaAs
pyKa, OTAM4HbINA tOMOp, onTumMcT...» 3axoTenocb Bam, crapomy ppyry, k Hosomy
ropy noenaTb COXpPaHWUTb 3Ty XapakTEPUCTUKY U B cTo neT. [lonyyms 3T0 NUCbMO, A
B CBOMX MeuyTax, nepexuna cBoto BecHy. H ropaa, uto Bbl, Maptupoc Cepreesuy,
XyOOMHUK CBeTa, LiBeTa U beckoHeuHoil pagocTu, yyacteoBanu B Heii» [5, c. 103].

Mo Bceit BugumocTun, nocewieHne mactepckoii CapbaHa Codbeli McaakoBHoI
coctoanocb B KoHue neta 1915 ropa, nepep cambiM ero otbesnom m3 Mocksbl. «f
yrnakoBan BCE CBOE UMYLLECTBO B ALLMKW U Nepefan CBOMM 3HaKOMbIM Ha XpaHeHue.
Al ocTaBun cBOIO MacTepCKyto 1 yexan Hajonro u3 moei nobumoit Mocksbl, cTaBLuelt
[JA MEeHA POJHONA.

M3 wymHoIi cTonMubl C ee BepHMUCaMamm, XyQOMECTBEHHbIMU BbiCTaBKaMu, Be-
yepamu B JlUTepaTypHO-Xy[OMECTBEHHOM KpyMKe, TeaTpalbHbIMU MpPeMbepamu,
bnectawmmmM KoHuepTamn Kycesuukoro, Hukuwa, [ebrocen, CkpabuHa v gp. A yexan B
3akaskasbe» [1, c. 101].

" Peub nget 06 Anekcangpe Jlbsoeuue [biMiunue — nuTepaTypoBede, TeaTpanbHOM Kpu-
TUKe, aBTOpe MHOMMUX CTaTeil, NOCBALLEHHbIX apMAHCKOI nuTepaType, KoTopble bbinn onybnu-
KoBaHbl OTAeNbHbIM cbopHUKoM «JToboBb MoA — ApmeHua» (EpesaH, 1978).
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CapbAH yesman u3 [opeBoONtOLUOHHON MocKBbI, U3 cBoell nobumoii mac-
Tepckoii B [lome [NepuoBa, B COBEPLUEHHO [pYyryt0 MM3Hb, MOJHYIO TPEBOr, Tpa-
repmii, 6opbbbl 3a BbIMUBaHWE, U, BMeCTe C TeM, bonbLuoii ntobBuM, Hagexabl U Bepbl
B Oynyuee.

Ero mpana ApmeHWA, KOTOPOW OH MOCBATUI BTOPYHO MOJIOBUHY CBOEW KW3HMW,
Co3jaB B M306pa3nTENbHOM UCKYCCTBE €€ YHUKabHbIW MUBOMUCHO-XYLOMECTBEHHDbIN
obpas.

3akntoyeHue

3HayeHne MocKkoBcKoli Mactepckoii Maptupoca CapbaHa B [lome [lepuosa
ornpefenaeTca B NEPBYO ovyepefb TeM, YTO C Hell CBA3aH OfMH M3 CaMblX 3HaYUMbIX
U NNOLJOTBOPHbIX NEPUOJOB TBOPYECKOW MM3HW Xy[oMHMKA. B ee cTeHax cospasa-
NUCb MPOU3BELEHWA, HE TONbKO MPUHECLUME CNnaBy CamoOMy aBTOpYy, HO CTaBlLUMe
TaKe BECOMbIM BKIafoM B MVpOBOe W306pa3uTenbHoe UCKyccTBo. W3ydyeHue
nepuoga #usHu CapbaHa B [ome [lepuoBa BbIABNAET €ro WHTErPUPOBAHHOCTb B
MU3Hb NMTEPATYpPHO-XYA0KECTBEHHOr0o OOMOHAA MOCKOBCKON WHTENNMreHUUW, 3Ha-
KOMMT Hac C Kpyrom ero cBA3ei U UHTEPECOB.
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MARTIROS SARYAN’S STUDIO IN THE PERTSOY HOUSE IN MOSCOW.
One little-known page of the painter’s biography

RUZAN SARYAN'

For citation: Saryan, Ruzan. “Martiros Saryan’s studio in the Pertsov house in Moscow. One little-known
page of the painter’s biography”, Journal of Art Studies, N 2 (2022): 234-244. DOI: 10.54503/2579-
2830-2022.2(8)-234

The biography of the famous painter of the XX century Martiros Saryan hides a
great many secrets and interesting facts, hardly studied to date. A paragraph from
the master’s “Autobiography” with the mention of his studio in the Pertsov House
prompted us to conduct this study. As a result, it was found out that, from the late
1900s through the year 1915, Saryan’s studio, where his famous works of the said
period were painted, was located in one of Moscow’s most extraordinary buildings.
Fortunately, mentions of this fact survived not only in the painter’s “Autobiography”,
but also in the memories of his other contemporaries, such as Artavazd Tumanyan,
the son of the great Armenian poet Hovhannes Tumanyan, and the painter Sofya
Dymshits-Tolstaya, the wife of the writer Aleksey Tolstoy. This publication of ours
may possibly encourage that in the future, Saryan’s name be included among those
who rented studios in the Pertsov House. They were Pavel Sokolov-Skal, Robert
Falk, Vasily Rozhdestvensky, Nathan Altman, Alexander Kuprin, and others. This list
by itself is a topic for a further investigation titled “Saryan’s circle of friends from
the Pertsov House”.

Key words: “The Bat”, “Zuleyka”, Nikita Baliev, Nikolay Tarasov, Artavazd
Tumanyan, Sofya Dymshits-Tolstaya, “The Golden Rooster”.

* Senior Researcher at the Department of Fine Arts of NAS RA Institute of Arts, Director of

M. Saryan House-museum, Doctor of Philology, ruzsar@mail.ru. The article was submitted on
16.11.2022, reviewed on 07.12.2022, accepted for publication on 15.12.2022.
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BOCCTAHOBJIEHUE APMAHCKOIO APXUTEKTYPHOIO HACNIEQUA 3A
PYBEXOM (MOHACTbIPb CYPB CTENMAHOC HAXABKA JAPALLAMBA)

FOAP KAPATE3fIH, AHYLI TEP-MUHACSH

Ins uutuposanua: KaparesaH, [oap. Tep-MwuHacAH, AHyw. “BocctaHOBneHME apMAHCKOTO apxu-

”

TEKTYpHOro Hacnepua 3a pybemom (MoHacTbipb Cypb CrenaHoc Haxaska [apaiiamba)”. Mckyccmsosedue-
ckuli mypran, N 2 (2022): 245-256. DOI: 10.54503/2579-2830-2022.2(8)-245

Boneto cynbbbl MHOMECTBO WCTOPUYECKUX MAMATHUKOB apMAHCKOW apXUTEKTYpbl Ha-
XO[ATCA BHE HblHelHuX rpaHuy, Pecnybnukn Apmenus. EcTecTBeHHO, B TeyeHve BEKOB OHM
BETLUAIOT, YaCTMYHO pa3pyLLaloTCA M HyMJaloTca B pecTaBpauun. PecTaBpauuma namATHUKOB,
HaxOAALLMXCA Ha TEPPUTOPUM APYTrUX CTPaH — KpaliHe BaHblIiA, HO U TPYAHbI Npouecc.

Xopoluas Tpaguuma B 3ToM Bornpoce HameTunach y Hac ¢ Mcnamckoil Pecnybnukoii MpaH.
Haxopawwmiica npumepHo B 15 km ot ropopa [xyra ([xynbda), Ha npaBom bepery peku
Apakc, moHacTbipb Cypb Ctenanoc Haxaeka (Cs. CtedpaHa [NepsomyyeHuka unm lNpepreyn)
[Mapatamba (BocTouHbIii ATpnatakaH) NPUMHAANEKNT K YACTY apMAHCKUX NamATHUKOB Ha Tep-
putopun WpaHa, pectaBpaumoHHble paboTbl Haj, KOTOpbIMM Obinn NpoBeAeHbl opraHusalyeii
«MccnepoBaHnA No apMAHCKO apxuTeKType» Mo MHWUUMatvBe Bnacteii MpaHa u nop He-
MOCPeACTBEHHbIM PyKOBOACTBOM ApmeHa AxHasapsAHa.

CnaBa MOHaCTbIpA, Kak BaMHOro PeNurmo3HO-KyIbTYpPHOrO LEHTPa U B XyAOMECTBEHHOM
OTHOLLIEHUM MPEKPACHO PELLUEHHOrO KOMMEKCa C AaBHUX NMOP NpUBeKana He TONbKO MEeCTHOe
HaceneHve, HO W BCeX, KTO ObiBan B 3TUX KpaAx. KpaliHe WHTEpECHO «yBUAETb» MOHACTbIpb
Takie rnasamu cppaHuysckoro nytewecteeHHuka XVII Beka MaHa-Batucrta TaBepHbe. B kHure
“Les six voyages de Jean-Baptiste Tavernier” myTellecTBeHHUKOM fAaeTcA rnoppobHoe onucaHue
MOHACTbIPA U CBOEro npebbiBaHWA Tam BO BPeMA MepBoro rocelueHna. Emy Obin okasaH Tennbiii
npueM, MPUCYTCTBOBANT OH U Ha NpasfHoBaHUM apmAHcKoli Macnenuubl — BapekeHpata (Carnaval).

Bnaropapa cBoeil Xy[omMecTBEHHON U UCTOPUYECKON LieHHOCTM MoHacTbipb B 2008 ropy
6b1n BKNtoYEH B Cnncok BcemmpHoro KynbTypHoro Hacnegua OHECKO nop HammeHnoBaHuem
«ApmsaHcKne Lepksn VpaHa» — BMecTe ¢ ApYrMMM apMAHCKUMW MOHACTLIPAMM.

Knioyesble cnosa: eBporeiickne NyTeLLECTBEHHUKN, apXUTEKTYpHaA KOMMO3ULMA, MO-
HacTbIPCKME KOMMNEKCbl, BOCCTAHOBNEHUE apXUTEKTYPHbIX MaMATHUKOB, KyNbTypHOE COTPYA-
HUYECTBO, OPHaMeHT, AeKopaTuBHOE yOpaHCTBO.

BcrynneHue

Boneto cyabbbl MHOrME UCTOPUYECKME MAMATHUKU apMAHCKOW apXMTEKTYpbl Ha-
XOLATCA BHE HbIHELWHUX rpaHuL, Pecnybnvnku Apmenus. EctectBeHHo, B TeueHue Be-
KOB OHM BETLLUAIOT, YaCTUYHO paspyLlaloTCcA W HympaaloTca B pectaBpauuun. Pectas-

* CtapLumii HayuHbIi coTpyaHuK WHcTuTyTa nutepatypbl um. M. Aberana HAH PA, kaHngu-
pat dunonrmnyeckux Hayk, gkaragyozyan@gmail.com, Crapluuii Hay4Hbli coTpyaHuK UHCTUTY-
Ta uckycctB HAH PA, kaHngupat apxutektypbl, anoush_arch@hotmail.com, ctatba npepcrasne-
Ha 20.09.2022, peueHauposara 22.11.2022, npuHaTta k nybnukauum 15.12.2022.
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pauma NamMATHWKOB, HaXOLALLMXCA Ha TEPPUTOPUM pPYrux CTpaH — KpailHe BamHbIi,
HO M TpyAHbIKA npouecc. M He Tonbko noTomy, YTo OH TpebyeT BonbLuMX MaTepuanb-
HbIX 3aTpaT U BbICOKOrO NMPOPeCcCUOHANBbHOrO YMEHUA, HO U MOTOMY, Y4TO 3aBUCUT OT
Lob6poii Bonu faHHOro rocynapcTea U fonkeH 6bITb Nog, arnpoii ero snacteir. Xopo-
LiaA Tpaguuma B 3TOM Bompoce HameTunacbk y Hac ¢ Micnamckoii Pecnybnukoii WpaH.
B HanamvBaHWM cBA3eli MO BOCCTAHOBIEHWUIO apXMTEKTYPHbIX MaMATHWKOB OrpoMHa
po/ib AOKTOpa apXMTEKTYpbl W TEXHWYECKUX Hayk ApmeHa AxHasapsAHa, KOTOpbIi B
1982 ropy B ropope AaxeH (FepmaHusa) co3pan oOLLeCTBEHHYO opraHusauuto «Mc-
CnefoBaHWA Mo apMAHCKOW apxuTekType». [leATenbHOCTb opraHu3aLumn Beerga bbina
CBA3aHa C MMEHEM €€ OCHOBaTeNA U PyKOBOAMTENA, a 3aTeM — 3aMEHUBLLErO €ro Ha
3TOW JOMKHOCTU M3BECTHOrO MOABUMHMKA apMAHCKol apxutekTypbl Cameena Kapa-
neTAHa.

OueHb yCMeLLHO CNOXUNOCh COTPYLHUYECTBO OpraHu3aLun ¢ COOTBETCTBYHOLLLW-
mun opraHusaumamn Wpana. B 1970-80-bix rogax ycunuamun pykoBoguTtens opraHusa-
umn ApmeHa AxHaszapAHa 6biny yCMELWHO OTPECTaBPUPOBaHbl HEKOTOPbIE MAMATHUKU
obnactu ApTas ucTopuyeckoil ApmMeHuW, HbIHE OKa3aBLUMecA B MpoBUHUMKM WpaHa
3anagHbiii  ATtprnatakaH. OpHMMM M3 NeEpPBbIX OTPECTaBPUPOBAHHbLIX APMAHCKMX
namATHWKOB Ha Tepputopun WpaHa 6binn moHacTbipb CB. Anoctona dapped, uep-
koBb Boropopuubl B Llop-Llope, yacoBHa Ce. CaH@yXT u npyrue apMAHCKWE NMamAT-
Huku. B TerepaHe 6bimu BocctaHoBneHbl uLepkBu CB. leBopka, Cs. Capruca wu
Cs. lpuropa. CootBeTcTBeHHO, B PA Ha OCHOBE MEHKroCyfapCTBEHHOrO COrfaLleHus
MUHUCTEPCTB KynbTypbl obenx cTpaH 1995-ro roga 6bina BoccTaHOBNEHA M3BECTHAA
nepcupckas [onybas medetb B EpeBaHe, koTopas Kak no cBOMM pasmepam, Tak U ap-
XUTEKTYPHOW KOMMO3ULMN 1 XY[0MECTBEHHOI LLeHHOCTN NpaKkTUyeckn He umena cebe
paBHbix Ha KaBkase. Bbinu npoBegeHbl uccnenoBaTenbckue, Hay4YHO-NMPOEKTHbIE U
pectaBpaunoHHble paboTbl, B pe3ynbTaTe KoTopblx [onybas meueTb npencrana B
CBOEM MpexHem Benukonenuu. B paboTax nmpuHUManu yyacTue kak vpaHckue, Tak u
apMAHCKMWe CreLuanucTbl.

ApxuTeKkTypHaa KOMNO3ULMA N JeKopaTuBHoe y6paHcTBO MoHacTbips Cyp6
CrenaHoc Jlapawam6a

Monactbipp Cyp6 CrenaHoc HaxaBka (CB. CredpaHa [lepBomyyeHvka umm
Mpepteun), Napawamba (BOCTOUHbI ATpnatakaH) NPUHAANEMUT K YUCTY apMAHCKUX
namATHUKOB Ha Tepputopuu MpaHa, pectaBpauuoHHble paboTbl Haf KOTOPbIMM
66111 NpoBefeHbl BbILLEYNOMAHYTOM opraHusauueit «/ccnenoBaHna no apmMAHCKONM
apxuTeKType» TMOJ, HEMOCPeACTBEHHbIM PYKOBOACTBOM ApmeHa AxHasapsHa W o
uHuumatuee Bnacteii VpaHa.

MoHacTbipckuii komnnekc HaxopmTcAa npumepHo B 15 KM oT ropopa [yra
(Oxynbcha), Ha npaBom bepery peku Apakc, Ha ckinoHe ropbl Marapga (noatomy
MHorpa HasblBaeTcA Takse MarappaBaHk), B 1 KM K BOCTOKY OT MOKWHYTOro ap-
MAHcKoro nocenenva [Japawamb (npaktuyecku Ha rpaHvue MpaHa ¢ HaxuyeBaHbto).
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Bpemsa noctpoeHna MoHacTbipsA NpuMeyaTenbHO HacTynaeHnem 6naronpuATHbIX
YCNOBWIA ANA pa3BUTMA apXUTEKTYPbl U CTpouTenbCTBa. M3BeCTHO, 4TO apxuTeKTypa —
MCKYCCTBO, ANIA pa3BUTUA KOToporo TpebyeTca cocTosHuWe mupa B cTpaHe u bonee
unn mMeHee ctabunbHoe 3KoHOMUYeckoe nonoxeHue. [locne mMHoxecTBa McTopuyec-
KMX KaTaKNn3moB, HalleCcTBUii MOHIonoB, TypKMeHckux nneméH Ax-Kotonny un Kapa-
KotoHny, 6opbbbl mexkpy Typumeii un lNepcueii 3a BnafeHve apMAHCKUMW 3emMaAMM,
KOTOpble OT BCEro 3Toro MpuLLAM B CTpallHoe 3anycteHue, B Havane XVl Beka Hac-
Tano OTHOCWUTENbHOE 3aTULLbE, U Havanocb MOCTEMNEHHOe BO3pOoAeHue pemécen u
TOProenu, a BCef, 3a 3TUM — BOCCTAHOB/EHWE pa3pyLUEHHbIX COOPYKeHWi, LepkBeii
1 MoHacTbipeii. Bcnep, 3a aTuM cTano Bo3MOMHbIM HOBOE CTPOUTENLCTBO, KOTOPOE U
NnpuMBeNo K CO3AaHUI0 OONbLUOrO KOMMYECTBa WHTEPECHEWLLMX apXMTEKTYPHbIX
NamATHUKOB, CMOcOOCTBOBABLUMX BO3HMKHOBEHMIO HOBOrO 3Tana apMAHCKON apxu-
TEKTYPbI, Ha3blBAEMOIO HblHE apMAHCKOI apXWUTEKTYPOIi NO3AHECPENHEBEKOBOIO MNepu-
opa (XVII-XVIII Beka).

MoHacTbipckne  Kom-
nnekcbl 3TOro  nepuopa
MMEIOT CBOM YETKME OTNN-
4ynMAa OT MoHacTbipeii ne-
pvoja pasBuTOro cpeaHeBe-
KoBbA. 3apoauBluMcb B X
BEKe, 3TW KOMMNEKCbl 3a-

-T  CcTpauMBannCb B TeyeHue
BEKOB, MO3TOMY, HECMOTPA
Ha TO, 4YTO 30[44Me Kamjo-
roO HOBOIO COOpYMeHWe yuu-
TbIBaNM KOMMO3WLIMOHHbIE
0COBEHHOCTN yiKe CyLuecT-
BYHOLLWX MOCTPOEK M Cno-
MMBLUMIACA rpachuKk ABuse-
HUA MO TEPPUTOPUM MOHACTbIPA, OHW MOFM UMETb (MHOrAa BMOMHE OCO3HAaHHO) He
ynopAfoYeHHbIl 1 paxe aCUMMETPUYHBINA xapakTep. B nosgHem me cpegHeBekoBbe
MOHACTbIPCKUI KOMMIEKC CTPOWNCA MO €QUHOMY NIaHOBOMY W OObEMHO-MPOCTpaH-
CTBEHHOMY pelleHunto. M 6onee MHoOrouvcneHHble AOMNONHUTENbHbIE MOMELLeHUA
X03ANCTBEHHOIO W KMNOrO Ha3HaYyeHWii TakiKe 3aHUManu Ha TeppuTOPUN KOMIeKca
BMO/MHe orpejenéHHoe Mecto. JTa YETKOCTb W YNOPAAOYEHHOCTb reHepanbHOro
nnaHa KoMmriekca Apka BbipameHa 1 B moHacTbipe Cs. CtenaHoca [lapaiuamba.

[NpeTepneBLUNii PEKOHCTPYKLMMN B pa3HbIX BEKax MOHACTbIPb UMEET O4YeHb UHTE-
pecHoe Komno3uuuoHHoe petueHne. O6HECEHHOE KpenocTHbIMU CTeHamu NPAMO-
YrofibHOe MpOCTPaHCTBO C NOAYKPYrbIMK DalLHAMW AennTCA Ha ABe YacTu ABYMA pA-
JaMK1 [LOMONHUTENbHbIX MOMELLLEHWI, B CEBEPHOIH YaCTW KOTOPbIX HaXOAMTCA LLepKOBb
Cs. CrenaHoca. CornacHo HEKOTOpbIM UCTOYHMKaM, MOHaCTbIpb Obin Bo3BefeH, B X
Beke. [lo npepaHuto, 3acpuKcMpoBaHHOMY aBTOPOM CPefHEBEKOBOI XpOHMKU Mu-
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xavnom Cupwuiinem, Ha apMAHCKUIA nepeBog, koTopoit cebinaetca AnvwaH [1, c. 521],
oH b6b1n ocHoBaH CB. Bapdponomeem.

[anbHeiiwan cyabba MOHaCTbIpA CBA3bIBAETCA C MMEHEM apMAHCKOro Laps
Awora Il Boropmaua (bnaxeHnHbiin, 953-977) n katonukoca Xauuka Il (1058-1065) un
BocxoguT K 976 ropy. CornacHo TeKkcty Apakena [laBpueum, CTpoUTeNnbCTBO MO-
HacTbipa CBAToro nepsomyyerunka CtenaHoca B yuienbe [apaluamba Bo306HOBUNOCH
npu Katonukocax Moscece Il (1629-1632) u dPununnoce | (1633-1655).

B 1633 ropy Axon [xyraeum (c 1655-ro roga - katonukoc ApmaHckoit Anoc-
TONbCKOW LlepKkBM) Hayan peKoHCTPYKLMIO KOMMNeKca, KoTopas 3aBepLumnach B 1662
rogy'. [naBHas LepKOBb MOHACTbIpA 6bina noctpoeHa [xyraeuu B 1643-m rogy Ha
MecTe cHeceHHolt LepkBu cB. CTenaHoca.

Era o SR CrpoutenbHble paboTbl no
BO3BEJEHMIO NPOJOMKaIMCh
po 1680-ro ropa, xoTa u
6b11M B OCHOBHOM 3aBeplLLe-
Hbl K 1655-Mmy rogy. 3710 u3-
BECTHO W3 3NUrpadounyecKknx
Hapnucel Ha CTeHax LiepKBy,
HEKOTOpblE W3 KOTOPbIX —
cTpouTenbHble [2, c. 420].

B nnaHe  uepkoBb
npefcTaBnAeT coboii Kpecto-
BOKYMO/IbHOE COOpYMeHUe —
TPUKOHX C TPEMA CEMUIPaHHbIMU U3HYTPU abcuaMy Ha BOCTOYHOI, CEBEPHON U HOM-
Hoii ctopoHax. CemwurpaHHoCTb abcupi W3HYTpU - ABNEHWE KpaliHe pepkoe B
apMAHCKOW apXUTEKType, rhe MHOrorpaHHble cHapysu abcupbl 0bblyHO ObiBatoT
BHYTPM MONYKPYrbIMK Unu NoaKoBoobpasHbiMu. CBoeobpasme 3aKOHAETCA TaKKeE B
TOM, YTO B K/IaCCMYECKOI CXeMe paHHECPELHEBEKOBOIO TpMKOHXa (LepkBu B [lBUHe,
Tanune) abcnabl U cHapyy ObiBalOT BbICTYNAOLWLMMKM, @ HEe BMUCAHHbIMW B MPAMO-
YrofbHbIA KOHTYP BHELLHMX CTeH, Kak 3fecb. C nByx CTOpoOH rnaBHoii abcuapl — 60-

! «Bapdanem xe Nakob [xyzaeyu, ceswuii kamonukocom nocne dununnoca, [ewe] 8 ne-
puod nampuapwecmsa kamonukoca Puaunnoca cman obHO8AAMb [MOHAacmeipb] U paspy-
wun 00 Camoz0 OCHOBAHUA BCe CMPOEHUA: UepKosb, 0oMa, Ke/ibU U 8Ce 0CManbHoe, a 3amem
3aN0MUN OCHOBAHUE UEPKBU U 8038e/1 KpecmoobpasHyo UepKosb CO CMeHamu U3 mecaHozo
KAMHA, C BbICOYEHHbIM KYNOJIOM, KPAcusyro U UCKYCHO YKPAWEHHYH BCEBO3MOMHOU #UBso-
nucero. OH nocmpoun makxe u3 NPOYHo20 U MBep0020 KaAMHA 02pady BOKPY2 [MOHAcMbIps],
doma u Kefbu 04eHb Kpacusoli u npasubHol ¢hopMbl U pacnonoxeHus; HO UWb C 60MbUWUM
mpydom u pacxo0amu yepe3 Oecamb jiem [8ce amo] edsa bbiio 3asepuwieHo, ubo KamHu u
KUpnuy npuso3unu Ha niomax no peke Epacx u3 ceneHus Acmabad, a yacme kamHel npuso-
3unu Ha owaodax u3s ceneHus Apape; ussecms, OpesecuHy U xneb moxe se3u usdanexa,

npunoxus mMHozo mpyda u ycunuli. 3asepwius nocmpoliky, soccnasunu 602a U c8AMbIX €20»
[3, rn. 26, c. 347].
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nee rnyboKoii, yem fBe Apyrue, UMEOTCA ABYyXdTamHble NpUAenbl, B TOMLLY CTEH KO-
TOpbIX BAenaHbl BUHToobpasHble necTHULbl. OguH U3 NpULENOB Ha CEBEPHOIT CTOPO-
He Clyui, No-BUANMOMY, KpeLlanbHeli, 0 YéM CBULETENbCTBYET COXPAHUBLUAACA TaM
Kynenb [6, c. 68]. Mpuaensl Ha 3anagHoi CTOPOHe ropa3fo MeHblUE Mo pa3Mepam, a
HaxOJALLMECA HAaNPOTUB HUX NECTHWLbI BeAyT Ha BTOPOI 3TamM-NOAMMIO, OMUPAFOLLLY-
tocA Ha obpasoBaHHOe ABYMA Mapamu KONOHH KBajpaTHOE NMPOCTPaHCTBO. Takum 06-
pa3oM, nepep MOMUTBEHHbIM 3aloM obpasyeTcA Kak Obl cneuuanbHOe BXOAHOE
MPOCTPaHCTBO, Ha MEPBOM ypoBHE MOA0OHOe apoyHOl ranepee — eLg ofHO CBOeob-
pasHoe pelueHne Komnosuuuu uepksu Ce. CTenaHoca, oTanyaroLLee e€ Kak OT Mo3A-
HecpefHeBEKOBbIX, Tak U 6onee paHHUX LepkBeil. C tOMHOW CTOPOHLI B MOAWUTBEH-
Hblli 3an BeAET elWE OAWMH BXOA, Haf KOTOPbIM pacrofoxeHa KonokonbHA. CTeHa
rnaesHoil abeupbl obpaboTaHa HULLAMM, NPAMOYIONbHBIMU B MNAHE U [BYX3TaMHbIMK,
KPbITbIMW CTPeNnbYaTbiMU apKamu. PasHbix rybuH HULWLIK caenaHbl U3HYTPU U B bapa-
6aHe kynona. [nockue — rnyxve, a B rybOKUX OTKPbITbI OKOHHblE NMPOEMbI. 3anaf-
HaA BETBb KpecTa MPAMOYrofibHa, U BCA KOMMO3WLMA BrUCaHa B HapyMHbI NpAMO-
YrONbHWK.

LlepkoBb rMocTpoeHa W3 4YUCTOTECAHHbIX
KaMmHeli necyaHuKa gBYyX LBETOB.

Bxon, Ha TeppuTOpMIO MOHAcTbIpA - C 3a-
MafHO CTOPOHbI, TAe PacrnoyoXeHo pacrpene-
nUTeNnbHoe  TMOMeLLeHne, TPemAa  BXOAaMM
coefiMHsAIoLLLee BCE MPOCTPAHCTBO MOHACTbIPA.
YpoBeHb OXHOro fBopa M3-3a HaKkMNoHa CKNoHa
ropbl Ha fjBa MeTpa BblLLe.

B ceBepHoii e yacTu gBopa pacrnonoxeHa
csofyatas 3anbHaa UepkoBb Cs. [letpa u
MaBna, ¢ ofHOW CTOPOHbI BMIOTHYIO MPUMBbI-
Katowaa K uepksu Ce. CTenaHoca u TAHyLaAcA
BLOMb Bcell €€ anuHbl (6,0 meTpoB), a ¢ apy-
roii — K KpenoctHoii cteHe. [lBe napbl npucreH-
HbIX TMWIOHOB MOAAEPHMBAIOT €€ KaMeHHbIi
CBOA.

Becbma npumevatenbHo pekopaTtuBHoe ybpaHcTBo uepkBu CB. CrenaHoca —
oyeHb 6oratoe u pasHoobpasHoe. W cTeHbl, n bapabaH Kyrnona ykpalleHbl MHOMECT-
BOM penbedoB Ha bubneiickme Tembl. Kampplii n3 cacapoB Hec€T cBou m3obpare-
HWA: ceBepHbIi hacaf (OH Ke tOHaA CTOPOHA KONOKO/NbHM) yKpalleH n3obpae-
Huem boropogauubl Ha TPOHe ¢ aHrenamm no f[ByM CTOPOHaM, a Haf, HUMU, Ha CTeHe
BTOPOro 3Tama KONoKonbHW — cueHa «bnarosewienunsar». [lanee upyt cueHbl «Pox-
penuna WNucyca», «Pacnatua», «Bo3Hecenuna», «Mucyca Ha TpoHe», «boropopmubl Ha
TpoHe». B penbedpax BcTpevatoTca Takme cueHbl nobusaHua kamHamm Cs. Cre-
naHoca U WCTOPWA NMPUHATUA apMAHCKUM HapofoM XpuctmaHctea. CromeTbl MHOTMX
CLEH coyeTaroTcA C Apyrumu ctoxeTtamu. EcTb n unzobpameHus cumBonos eBaHre-
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nuctoB. Penbedbl, ykpawatowme 16-rpaHHbiii 6apabaH Kyrnona, Takike umetoT 6ub-
neiickue cromeTbl: Ha 12-Tn rpaHAx — n3obpameHuna anocTonoB, a Ha YETbIPEX rpaHAx,
CMOTPALLMX Ha YeTbipe CTOPOHbI CBeTa: XPUCTOC Ha TPOHE C CMMBONAMKU €BaHre-
NUCTOB — Ha 3anagHoii ctopoHe, Boropoguua — Ha ceBepHoii cTopoHe, MoaHH Kpec-
TUTENb — Ha BOCTOYHOI cTopoHe, u [puropwuii [poceeTutens — Ha HOMHOI CTOPOHE.
Mmetotca penbedbl M Ha MIOCKOCTAX (PPOHTOHOB: mobusaHue KamHamu C. Cre-
naHoca Ha to#Hoi ctopoHe, PacnaTve Ha 3anafHoii ctopoHe, Boromartepb ¢ MnageH-
uem Mucycom - Ha toxHoi, n «BosHeceHne» — Ha cebepHoii. bapabaH ykpalueH
TaKiKe apKaTypoil, yBeHYaHHOI cTpenbyaTbiMK apkamu. W3obpameHus anocTonos
MOMeLLLeHbl MOA 3TV MIETEHbIE CTpeNbyaThle apku — B 0OpamMnEHHbIX pamKkamm yriybne-
HUAX, B TO BPEMA Kak B MeMapO4HbIX MPOCTPAHCTBAX Haxo@ATcA u3obpameHUs
XepyBMMOB, @ HEMNOCPeACTBEHHO MOoj, TPeyrolbHUKamnM (PPOHTOHOB, COCTaBMEHHbIX
rpaHAMM HaBepLUMA Kynona — KPecTbl, OKPYHEHHbIE NNETEHbIMM NOACaMU W B3ATbIE B
NPAMOYrofbHble pamKy.

Ha rpaHsax 6apabaHa Takie MHOrO pO3EeTOK C reOMeTPUYECKUMU OpHaMeHTaMu,
a Ha BepLUMHax (PPOHTOHOB 30HTUYHOIO MOKPLITUA Kynona — ceBoeobpasHble akpoTe-
puv B BUAE PaBHOKPbIIbIX KPECTOB Ha cdepax, 4TO NpuAaET ocobblii KOHTYp nepe-
xopy oT bapabaHa K nokpbITUto. MneTéHble KONMOHKK Mo yrnam rpaHein bapabaHa, coe-
DMHEHHbIE NNETEHBIMU Me CTPenbYaTbiIMU apKamu, HanoMUHaKOT eAUHOBPEMEHHbIN Ky-
non KadpeppanbHoro cobopa JumnagaviHa. YKpalleHbl penbedpamy TakKe Kanutenu
3BOHHULbI KOMOKONbHU W apyrue petanu. HekoTopoe CXOACTBO C NEpCUACKUM
MCKYCCTBOM OYeBMAHO Ha 3anajHom dpacape uepkBu. W npodmnupoBaHHbiil Hanuy-
HUK BXOAa, W CTpenbyatad Mnepemblyka, M [BOlHble KONOHKM no Gokam noptana,
06bEANHAIOTCA NNETEHOW «CeNbMYKCKOW Lenbio», KOTOpas B BWUAE FOpPU3OHTaNb-
HOro nosca MpoxoauT no scem chacapam, obbeMHAA UX [EKOPATUBHOE peLUeHne B
efnHyto KoMnosuumio. borato ykpalleHo Takme 1M BHYTPEeHHee MpOCTPaHCTBO LiepK-
BU: ABYX3TaMHble HULIK No 6oKam rnaBHOI abcupbl yBeHYaHbl NAETEHLIMU CTpenbYa-
TbIMW apKamu, BO BpeMA pemoHTHbIx pabot 1826-ro roga (npu cuHaHCcOBOM co-
peiictBun xuBywero B Tudpnuce LvpmasaHa w3 [xyru) cTeHbl 6binn M3HYTPU
OLUTYKaTypeHbl, a KoHxa abcuppl, bapabaH, napyca v cam Kyrnon ykpatleHbl dppecka-
MW, wu3obpaxarommm cepadMoOB WM PacTUTENbHbIMW OPHaMEHTaMUu  XyAOMHUKa
OBHaTaHAHOBCKOI LKonbl [6, c. 423].

Takoe 6oratoe ybpaHCTBO HapAAy C WUCMOMb30OBaHUEM MOAMXPOMUM — KaMHAMMW pas-
HbIX LBETOB B OMpefenéHHoOM pacrnonoxerun, genatot uepkosb Ce. CtenaHoca ogHoii
U3 caMblX [EKOPaTMBHO YKpalLeHHbIX COOpPYyMeHMWi no3pHero cpenHeseKkosbA. Llep-
KOBb CBOMM OPUrMHa/lbHbIM pelleHnem W BoraTbiMM CpefcTBaMu XYy[OMECTBEHHOM
BbIPa3UTENbHOCTU MOMET CYMTATbCA OfHOWM M3 HEMUYMUH MNO3[HECPeHEBEKOBOI
apMAHCKOI apXUTEKTYpbI.

B TeyeHune net MoHacTbipb HEOAHOKPATHO MOABEPrascA paspyLUeHUAM: NocTpa-
pan ot 3emnetpacenua B 1759 un 1840 rr., Heckonbko pa3 noaseprancA Haberam Ty-
pok, u T.4. B 1983 r. komnnekc 6bin oTpecTaBpMpoBaH rocyfapCTBEHHbIM NpeLnpu-
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Atmem WpaHa «KynbTypHOe Hacnegue» npu pPUMHAHCOBOI NOAAEPMKE WMPAHCKMX
apmAH 1 opraHusaumn «Epkup es mwakyiit» («CtpaHa n KynbTypar, [apu).

MonacTtbipp Cyp6 CrenaHoc [lapawam6a rnasamu cpaHuysckoro nyre-
LuecTBEHMKa

CnaBa MoOHacTbIpA, Kak BamHOro PENUrvo3HO-KYNbTYPHOIO LEHTpa U B XyLo-
}HECTBEHHOM OTHOLLIEHUMN NPEKPACHO PELLUEHHOIO KOMMNEKCa C JaBHUX Nop NpuBieka-
na He TONbKO MECTHOE HaceneHue, HO U BCeX, KTo bblBan B 3TuX Kpasax. KpaiiHe nHTe-
pecHo «yBUAETb» MOHACTbIpb rnasamu cpaHLy3ckoro nyTewectBeHHuka XVII Beka

—— ¥ *KaHa-baTtucra TasepHbe. Yie c
caMoro Havana YrnoMuHaHWA o
MOHacTbipe  MyTeLleCTBEHHUK
OTMeYaeT ero 3HayeHue: no cno-
BaM TaBepHbe, apMAHe, Hanpas-
nascb u3 HaxnuesaHa B [ynb-
dy, 0DObI4HO OTKNOHANUCH OT
MapLupyTa, 4Tobbl MoCeTUTb pac-
MONOMKEHHDBIW K HOry MOHaCTbIpb
= Cs. Crenaroca (Couvent de saint
ey | Etienne). OH cam nocetun sToT

(¥

MOHaCTbIpb ABaMfAbl: MepBblii pa3, KOrja BO3BpALLAICA M3 CBOEro YETBEPTOro mnyTe-
wectsuAa B [epcuto (nepsoro B HaxuyesaH), u Bo-BTOpOii — 12 cheBpana 1668 ropa,
BO BpemMA nocnepfHero nytewectsua B MHputo. TaBepHbe npepnaraer yutaTento 03-
HaKOMWUTbCA C [OPOroi, Bepyllell B 3TOT MOHacTblpb. «B Havane, — MULIET OH, -
cnedyem nepecedb bonbwioe ceno nod HassaHuem Ecclisia, 8 Komopom npoxu-
saem 6onbwioe Yucno 60eambix apMaAH, 8e0yWUX KPYNHYHO MOP2OBIIO0 WETKOM, OHU
u nocmpounu 30ecb npekpacHyro uepkosb®... [Janee, 8 dsyx nbe om Ecclisia® Hado
nepennbime Apakc Ha n00Ke... 0O0UH pa3 MHe npuwinocb nepeexams [peky| no nboy.
Ha paccmosruu 08yx pys#eliHbix sbicmpenos ciedyem nepeceyb mocm Opyeoli pexu, me-
Kyweli ¢ roea u snadaroweli 8 Aparc. Om noOHOMbA MOCMA HAYUHAemMCs CKam Xo/md,
Ha komopom HaxodumcA 6onbuias OepesHa nod HazsaHuem Chambéx®.

YnomuHarue LLlamba® He 06xoanTca 6e3 COOBLLEHNA NYTELLECTBEHHUKOM YCIbl-
LIaHHOTO Ha MecTe npepaHuA o6 atoit mectHoctu: «Mumenu Llllamba, 6ydb mo

2 «ll faut passer premierement d un gros village apellé Eglissia, ou demeurent plusieurs riches
armeniens qui font un grand négoce de soie, et qui y ont béti une belle Eglise» 8, t. 1, p. 57].

3T. Anvwan npegnonaraer, uto Ecclisia - a1o ceno Kapaxan6akny (Mwpwfuwupwlyny).

4 Peub nget o ropoae LLlam6 (Xpam), pacnonomeHHom B rasape HaxuuesaH. [opog, Bnep-
Bble 6b1n ynomaHyT XopeHauu B chopme Xaxpam (Lwfupwd).

> Wamb (npes. LLambutagsop) 6bin, No NpefaHMio, OAHUM U3 NpucTaHnLy anoctona Bapay-
rumeoca (Bapdponomen). PacnonoxeH Ha npaBom bepery p. Apakc. Cyaa no cpurypkam octpo-
Bepxvx balleH, OTMeYeHHbIX BO3ne HasBaHWA cTaHuuu Ha Kapte [lelituHrepa, B Hem B 60-x
ropax |V B. 66110 Hekoe LiepKoBHOe coopyeHue [4, c. 145].
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MYMYUHbI UNU XeHWUHbI, ¢ BocemMHaoyamu nem snadarom 8 Hekoe be3ymue: 0OHa-
KO amo csoeobpasHoe, besspedHoe be3ymue. Mumenu cmpaHbl nonazarom, 4mo
amo kapa HebecHas, HacNaHHAA Ha HUX C MO20 BpeMeHU, KaK UX NpedKu 8 amux
2opax nodsepenu 2oHeHuam Csamozo Bapghonomes u Caamozo Mamepea. Om smoli
OepesHu 0o moHacmbipa Cs. CmenaHoc He 6onee o00HO20 nbe, 00HAKO O0Opo2a
mpy0OHaA, noscrody nponacmu...» [4, c. 57-58].

TaBepHbe MepexomMT K OMMCaHUIO MOHACTbIpA nepBoMyyeHuka CeaTtoro Crena-
Hoca. B HaxuueBaHckoli 06nactn 6bino HeCKONbKO LiepKBeli W MOHAcCTbIpel MMeHH
Cs. CrenaHoca. MoHacTbipb, koTopblii nocetun TaeepHbe, 6bin MarappaeaHk nep-
BomyuyeHuka Cs. CtenaHoca wnu moHactbipb [apawam6a® (twpwowdph U. Unb-
thwunu bwhuwyyuwih Jwup, Uwnwpnw) unipp uwfuwdyuwih quup)’.

Wtak, TaBepHbe TOMe cneunanbHO OTKNOHWACA OT MapLupyTa, 4Tobbl yBUAETb
3Ty ocobo nountaemyto Liepkosb. Huke NPMBOANTCA OTPLIBOK OTHOCUTENBHO LiepKBU
Cs. CrenaHoca u3 nepsoro nytewectBua B HaxuueBaHckyto obnactb: «Csamoli
Cmenaroc (Saint Etienne) — moHacmeipb, KOmMOpbIli HAYyanu cmMpoums 8om yxe
mpudyame nem®. Pacnonoxer oH 8 20pax, 8 NYyCMbIHHOM U MpPyOHOOOCMyNHOM
Mecme; NpuyuHd nNo Komopol apmsAHe 8bI6panu 3mo, a He UHOe Mecmo OObACHA-
emcA mem, 4mo, No NpedaHuro, 3Mo Mo MeCIMO, 8 KOMOPOM YKPbIBAILUChb Om npec-
nedosanrutli Cs. Mamebeli u Cs. Bapgponomedi.

OHu [apmsaHe] dobasnsarom, ymo Cs. Mamgpeli® cosepwun 4ydo: nockonbKy 8
amux mecmax He 6bi10 800bI, OH yOapun #e31oM 8 3eMto, U ommyoa 3abusca poo-
HUK, Komopblili Haxodumca Ha paccmoAHuu o0HOL B80cbMOU Yyacmu Muau om Mo-
Hacmeolps, [oH] ckpbim nod csodom ¢ Hensoxoli dsepbto, 0abbl HEBO3MOXHO Oblio
ucnopmums 800y. ApmaAHe ¢ bonbwum 611a20208eHbeM COBEPUWIAIOM NAIOMHUYECMBO
K UCmoYHUKY; 800a docmassiaemcsa 8 MOHACMbIpb Yepe3 nod3emHbll kaHan. OHu
euje Ckasblsarom, 4Ymo 8 amom mecme HalideHbl npuHeceHHble Cs. Bapgponomeem
u Cs. Mamdbeem mHoz04uCneHHble penuksuu, K Komopbim Obinu OobasnieHb! u
Opyaue» [7, c. 58].

[anee TaBepHbe nepeuncnaer ocobo YTUMblE apMAHAMN PENMKBUM, XPaHALLMeCA
B LIEPKBY:

«Kpecm, cOenanHbili u3 ymbisanbHuUbl, 8 Komopom Hucyc Xpucmoc ombisan
Ho2u csoum y4eHukam. B cepedure Kpecma - benbili KameHb, 2080pAmM, eciau NpuIo-

6 Napawamb - ceno B lNepcapmennu, Bxogmnno B coctas rasapa Haxdasan Benukoii Apme-
HUW, B HOBble BpeMeHa — raBapa [lapawamb xaHcTBa Maky.

7 06 atom moHacTbipe «C8. Cmegpara, 61u3 depesHu [opawiaHa», Kyna «exez00HoO 8 Uto-
Jle MecAUe CMeKaromca KasKasckue, nepcudcKue u mypeykue apmaHe Ha 6020Mo/be», YNOMH-
Haet u K. HukutuH [5, c. 133].

8 ABTOp B OYepenHoOli pas NpUBoOAMT cOMBUMBYIO UHpOpMaLMio. HenoHATHO, OT Kakoro ero
nyTelwecTBuA Hago otcunTbiBaTh 30 net. Mo Bcell BepoATHOCTW, OH UMeEET B BUAy NATOe Ny-
TelLecTBMe, coBepLueHHoe B 1664-1668 rr.

° TaBepHbe BMecTo Bapdhonomen ynommuHaet Matdpes. Ha aTy HeTouHocTb o6patun B CBOE
BpemA BHUMaHue [eBoHg AnuwaH [1, c. 521].
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XUumb KameHb K 60/IbHOMY, KOMOpbIlU obpeyeH HA cmepmb, MO KAMeHb 4YepHeem,
noce xe e2o0 KOH4YUHbI, OH cmaHosumcs besbiM, KaK npexoe.

Yenrocms myyeHuka Ceamozo CmenaHoca.

Yepen Ceamozo Mamabes.

Lllelinaa kocmb u kocmb nansya NoanHa banmucma.

Pyka Csamoeo [ puzopus, yyeHuka Csamozo [JuoHucusa Apeonazuma.

Hebonbwoli cyHOyk, 8 Komopom XpaHAmcA Yacmuybl Kocmel, Komopble, KaK
nonazarom, ecmb MOWU cemudecAmu 08yX y4eHUKOB».

TaBepHbe KacaeTca TakKe U CTPOEHMA LEPKBU, KOTOPas, «KaK U BCe APMAHCKUE
uepksu, nocmpoeHa 8 ¢popme Kpecma, 8 cepeduHe [yepksu] 8038biiaemca Kynon,
BOKpY2 KOMOPO20 pacnonoxeHol ¢ueypbl 0seHadyamu anocmosnos. Llepkoss, Kak u
MOHACMbIPb, NOCMPOEHbI U3 MeCcaHo20 KaMHA, U XomA cmpoeHue Hebosbuwoe, mem
He meHee 0nA [e2o cmpoumenscmaa] nompebosanock 6o/buioe KoIU4ecmso 30410-
ma u cepebpa».

TaBepHbe oTMeYaeT, YTO 3Ta LEePKOBb MYBOKO MounTaema apMAHaMM, U YTO «MHO-
eue MeHWuHb! malikom om csoux Myxeli npodarom csou OpazoyeHHocmu, 8nioms 00
o0esAHusA, 0abbl obecneyums pacxodbl Ha cmpoumenbcmsor [7, c. 59].

[anee nyTelwecTBeHHUKOM faeTca nogpobHoe onucaHue cBoero npebbiBaHuA B
MOHacTbipe BO BpeMA MEpPBOro nocelieHua: eMy Obin okasaH Tennblii npuem, npu-
CYTCTBOB&/1 OH W Ha Npa3gHoBaHUM apmMaHckoii MacneHuubl — bapexernpana (Carnaval).

3awntoyenmne

Takum obpa3om, oTAMYalOWMIACA KaK MOHYMEHTaNbHbIM, [OCTONHbIM He-
MPUCTYMHON KPEenocTu MNaHOBbIM YCTPOWCTBOM U HETKUM (PyHKLIMOHAIbHBIM peLLe-
HUeM, Tak M 0cobO TOPMKECTBEHHbIM W MbIHbIM [EeKOpaTMBHbIM YbpaHCTBOM Mo-
HacTblpb Cypb CrtenaHoc Haxaeka [lapaliamba B cBOE BpemA umen 6Gonbluoe penu-
TMO3HOE U KynbTypHOE 3HauyeHWe U NpuBNeKan BHUMaHUE He TONbKO CBOeli NacTBbl
VAW MMBYLLMX B €0 OKPECTHOCTAX NtoAeld, HO U MyTeLlecTBEHHUKOB-eBponeiiLes,
MHoroe nosupaaeLLMx Ha cBoEM NyTu. OfHaKO OH He yTpaTun CBOE 3Ha4YeHue U ceil-
yac, npepacTasnAn coboii BaxHbIN 3Tan B UCTOPUM Pa3BUTUA apMAHCKOIN apXUTEKTYpbI.

Brnaropapa cBoeil XyfoMecTBEHHON M UCTOPUYECKOW LIEHHOCTM MOHACTbIpb B
2008 ropy 6bin BKntouéH B Cnncok BcemmpHoro KynbTypHoro Hacnegus FOHECKO
MnoA, HaumeHoBaHneM «ApMmAHCKUe Lepksu MpaHa» — BMecTe ¢ ApyruMu apMAHCKUMM
moHacTbipamu Cs. Pappes n Lop-Lop. Kak roBopAaT npeacraButeny cooTBETCTBYHO-
WX opraHusaunii MpaHa, ecim moHacTbipb, BCErja ABMAOLMIACA BaMHbIM Kylb-
TYPHO-UCTOPUYECKMM MYHKTOM CBOEro peruoHa, 6bin B MonypaspyLleHHOM COCTO-
AHWMW, 1 ero nocellany B rof, NMPUMEPHO ABECTU TbICAY YENOBEK, TO MOCNE ero pec-
TaBpauum OH cTan ropasfo 6onee nocellaembiM — KOAWYECTBO MOCETUBLUMX €ro
TypucToB cocTaBiseT 3 MunnnoHa venosek. M ero pectaBpauua sABnAeTCA OYeHb
yAauHbIM MPUMEPOM KYNbTYPHOIO COTPYAHWNYECTBA MENAY HALLMMKU CTpaHammn B 3TOM
obnactu.
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By fate, many historical monuments of Armenian architecture are outside the
current borders of the Republic of Armenia. Naturally, over the centuries, they got

* Senior Researcher at the Department of Foreign Literature and Comparative Literary
Studies of the NAS RA M. Abeghyan Institute of Literature, Doctor of Philology,
gkaragyozyan@gmail.com, Senior Researcher at the Department of Architecture of NAS RA
Institute of Arts, Doctor of Architecture, anoush_arch@hotmail.com. The article was submitted on
20.09.2022, reviewed on 22.11.2022, accepted for publication on 15.12.2022.

Unybuypwghynwlywt hwtnbu / Mickyccmsosedyeckuli xypHan / Journal of Art Studies. 2022. N 2



256 BoccTaHoBneHne apMAHCKOro apXMTEKTYpPHOrO Hacneaus 3a pybexom

destroyed, and partly collapsed, needing restoration. Restoration of the monuments
located on the territory of other countries is an important, but also a difficult
process.

We have a good tradition in this matter with the Islamic Republic of Iran.
Located about 15 km from the city of Jugha (Julfa), on the right bank of the Araks
river, the monastery of Surb Stepanos Nakhavka (Protomartyr) of Darashamb
(eastern Atrpatakan) is one of the Armenian monuments in Iran, the restoration
work of which was carried out by the organization “Research on Armenian
Architecture” on the initiative of the lIranian authorities and under the direct
supervision of Armen Hakhnazaryan. The reputation of the monastery as an
important religious-cultural centre, and an artistically well-designed complex,
attracted not only the locals, but also all the foreigners visiting these places. It is
interesting to “see” the monastery also through the eyes of the 17™ century French
traveller Jean-Baptiste Tavernier. In the book “Les six voyages de Jean-Baptiste
Tavernier”, the traveller gives a detailed description of the monastery and his stay
there during his first visit. He was given a warm welcome, and he was also present at
the celebration of the Armenian feast Barekendan (Carnaval).

It is interesting to “see” the monastery through the eyes of the 17™ century
French traveler Jean-Baptiste Tavernieras well. In the book “Les six voyages de Jean-
Baptiste Tavernier”, the traveller gives a detailed description of the monastery and
his stay there during his first visit. He was given a warm welcome, and was also
present at the celebration of the Armenian feast Barekendan (Carnaval).

Due to its artistic and historical value, the monastery was included on the
UNESCO World Heritage List in 2008 under the name “Armenian Churches of
Iran” along with other Armenian monasteries.

Key words: European travellers, architectural composition, monastic
complexes, restoration of architectural monuments, ornaments, decoration, cultural
cooperation.
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B cratbe TeaTp paccmaTpuBaeTcA Kak BWUJ, MCKYCCTBA, KOTOPbIi MUBET B 3PENULLHO-
WrpOBOM [eEWCTBUM B HEMOCPEACTBEHHOM MPUCYTCTBUW 3pUTENA. YBamaemomy uuTaTento
NPeAnoKeHHaA TeMa MOMET MOKa3aTbCA HECKONbKO HEMPUBbLIYHON. Mbl MPUBLIKAN OTHOCUTBCA
K TeaTpy MpPeuMyLLECTBEHHO Kak K KONNEKTUBY ntofeli BecbMa crieuuduyecknx TBOPYHECKUX
npodpeccuii, Tpyn KOTOPbIX HarmpaBieH Ha TO, 4TObbl 3aHATb CBOEOOPa3HOW «WUrpoii Ha Temy»
cBOOOJHOE OT OCHOBHOMO BWAA OOLLECTBEHHO-MONE3HOV [JEATENbHOCTU BpPeMA 3puUTena,
MOMyTHO AaBas eMy BO3MOMHOCTb paccnabuTbeA, OTHOXHYTb OT MOBTOPAOLLENCA W30-4HA B
AeHb PYTUHbI, NOObITb B OKPYMEHUW MPEKPAcHOro, MoobLLATbCA, HaKOHEL, C MPUATENAMM,
obmeHATbcA uHdpopmaumeit u T.40. Hageemca, uto ctatba byfeT BOoCNpUHATA Kak TOYKa 3peHuA
aBTOPOB, MMEIOLLMX OMbIT WUCCAEAOBaHUA TeaTpa B KayecTBE COLMANbHOrO OpraHusma,
hbYHKLMOHMPOBaHUE KOTOPOro C Hen3beKHOCTbIO NpepnonaraeT obLLeHne Co 3pUTenem.

KnioueBbie cnosa: TeaTp, 3puTenb, coLManbHOe ABMEHWE, CoLMaibHaA OpraHu3auus,
CTPYKTYypa, coluanbHasA No3uLmA, coumanbHblii cTaTyc.

MocraHoBKa Nnpo6nembi

B camom obLiem HayuyHO-TEOPETUUYECKOM MiaHe npobrema 3akntoyaeTca B TOM,
YTO, C OJHOV CTOPOHbI, KaMfblil U3 Hac OT POMAEHMA OO KOHLA CBOEW MWU3HU Haxo-
OMTCA B pamKax BO3HMKAIOLLMX B pe3yibTaTe Hallero B3aVMOLENCTBUA cOLManbHbIX
ABNEHWIA N WHCTUTYTOB, BbITONHAIOLLUX ONpPeAeneHHble PyHKLUM, HanpaBieHHble Ha
YLOBNETBOPEHVE Halmx noTpebHocTell 1, C Bpyroil CTOPOHbI, Kamablid U3 Hac npep-
cTaBnAeT coboil yHUKanbHOE COLMOKYbTYpHOE U NMPUPOAHOE ABNeHMe C cOBCTBEHHO
cucTemoil NoTpebHOCTEN 1 BO3MOMHOCTAMM UX YAOBAETBOPEHNUA.

Teatp, B cBOlO oyepefpb, NpepcTaBnAer coboil yHMKanbHOE couumanbHoe ABfe-
HWe, KOTOPOe BbIMONHAET UCKIOUNTENbHbIe (DYHKLMM, HanpaBieHHble Ha YA0BNETBO-
peHue, Kak 3TO MPUHATO CYMTaTb, 3PUTENLCKUX NOTPeOHOCTEN [LyXOBHOW MpUPOAbI.

* Crapwuii HayuHbIii coTpyaHuk MHctuTyta nckyccte HAH PA, pokTop couuonornyeckmx
HayK, npodpeccop, sahakian2004@mail.ru, npodpeccop Batukupckoro rocypapcteeHHOro ne-
Jarormyecknoro yHusepcuteta um. M. Akmynnbl, KaHampaTt UnocodpCckux Hayk, LOKTOp
COLMONOTNYECKUX  HayK, 3aciyeHHblii peAtenb Hayku Pecnybnuku  BawkoptocTaH,
nasibullin@inbox.ru, poueHT BalKMpckoro rocyaapCTBEHHOrO MEAArorMYeCcKUoro yHMBepcuTeTa
M. M. Akmynnibl, KaHAMAAT COLMONOTVYECKUX Hayk, salavatst@list.ru, cTatbA npepcTaBneHa
08.06.2022, peueHsunposaHa 14.11.2022, npuHata k nybnukaumm 15.12.2022.
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Ho Kak coumanbHoe sBneHue, TeaTp BbINOMHAET 3TW BYHKLMM Oyfyun BMOIHE KOHK-
peTHOli MaTepranbHO-TEXHUYECKON U COLMOKYNbTYPHOI cUCTEMOIA, ABnAtoLLell coboii
eAVNHCTBO husnyeckoro n pyxosHoro. Takum obpa3om, rosops O TeaTpe Kak O CO-
LMaNbHOM ABMEHUMN, Mbl BbIXOMM Ha XapaKTePUCTUKY eLle OfHOI CTOPOHbI 0bbeKkTa
UCCnefoBaHNnA, KOTopblil, Byoyun anNEMEHTOM COLMOKYIbTYPHOW M MOAUTUKO-3KOHO-
MWYECKO cucTembl bonee BbICOKOTO MopAAKa, PYHKLMOHMPYET B 30HE OObEKTHB-
HOro NMPOTUBOCTOAHWA AyXOBHOFO M (PU3NYECKOrO, COLMANBHOMO W MPUPOSHOro. DTO
npoTuBopeune Hanbonee NpPegMeETHO NMPOABMAETCA B TeaTpe Kak B COLManbHOI opra-
HM3aLMKU CO CBOE NUPaMMUAATBbHO BbICTPOEHHOW COLManbHO-NPOteCCMOHaNbHOM
CTPYKTYpOi1, Fae pacrnonomeHbl paboTHMKM, 3aHUMAIOLLME KOHKPETHble CoLualbHble
no3uLMn OT YpOBHA rapAepobHOi, C KOTOpPOii «TeaTp HauyuHaeTcA», [0 AUPEKLUN.
Mexpgy sTumu gBymA nontocamu pacrnonaraetcsa LenaA cucTema pofeii v ctaTycos, a
3HaYUT, U CUCTEMA UHTEPECOB M NOoTpebHOCTEl.

C ppyroii CTOpPOHbI, Mbl AOMM¥HbI CO BCEW OMpPeLEeNeHHOCTbIO FOBOPUTb O TOM,
YTO B 30HE HALLEro UCCNEefoBaTeNbCKOro MHTEPECA HAXOAUTCA ClefytoLliee COoCTaBA-
tolee obbekTa, 6€3 KOTOpPOro TeaTp HE MOMET CYLLEeCTBOBaTb — 3TO 3pUTENbCKasA
ayauTopUA, ero [yxoBHbl€ 3anpochl U UHTEPECHI.

Mo3HaHve TeaTpa HEBO3MOXHO 6e3 NoHUMaHuA Toro, 4To U3 ceba npeacraBnAeT
3puTenb, KakoBbl ero NoTpebHOCTU B «MPOAYKLMM» TeaTpa WM ero cnocobHOCTU 3Ty
MPOAyKUMIO YycBOMTb. Kak Obl HW MbiTanMcb paccMatpuBatb (DEHOMEHbI «TeatTp» U
«3pUTeNb» pasfenbHO, OCTaBaACh MPUBEPHKEHLLAMM METOAA aHanu3a B MO3HaHUK Kak
MPVUPOAHbIX, Tak W COLMaNbHbIX ABNEHWIA, [AUXOTOMUA «TeaTp-3puTenb» Oyper
COMpPOBOMAaTh HaC UMEHHO B UX €JUHCTBE He TONbKO B AAHHON MccnefoBaTenbCKoi
npaktuke. TeaTp, Kak OObeKT uccnemoBaHuA, MpencTaBnAeT coboii crnoxHeliwee
nepenieTeHne MHOTUX acrekTOB MO3HaHWA TEOPETUYECKOrO UM SMMUPUYECKOrO Xa-
paKkTepa, Aame MPOCTOE MEPEYNCTEHNE KOTOPbIX 3aHANO Obl 3HAYMTENBHYHO 4YacTb
ctatbu. OfHaKo onpegeneHHo Henb3A 06olTM CTOPOHOI TO, YTO TeaTp, CYLLECTBYA B
chopme coumanbHoli opraHusauum, npepcrasnaet coboii ceoeobpasHblii AWMK [aH-
OOpbl, B KOTOPOM CroMHeliluum obpa3om nepenneTeHbl NPOTUBOPEYUA Pa3HOro
YPOBHA 1 KayecTBa, B TOM YuC/e Te, KOTOpble HAaXOAATCA B 30HE UCCNeoBaTeNbCKNX
KomneTeHumii coumonoros. Hanbonee pacrnpoctpaHeHHol owmnbKoli 30ech, Kak cuu-
TaloT M3BECTHble METOAO0/0M, BbICTynaeT NPUBbIYHOE MpPefCTaBleHne, «...4TO Mbl
3HaeM couManbHyto [eiiCTBUTENbHOCTb MOTOMY, UTO KMBEM B Hell U YTO Mbl MOMKEM
npepnonaraTb OYEBUAHOCTb BeLLE U OTHOLUEHWIA Ha OCHOBaHWWM HalUero 3Mrupu-
YECKOro 3HAKOMCTBa C HUmMK...» [1, c. 337].

Teopus u metopabl

To4HO cKasaTb, CKONbKO BEKOB YenoBek Npoxun Ha 3emne 6e3 TeaTpa, HEBO3MOM-
HO, KaK HEBO3MOMHO U NpencTaBuTb cebe, 4TO B OAMH MpeKpacHblid AeHb NOABUACA
WHTENNEKTYanbHO MOArOTOBNEHHbI YenoBeKk W pelinn co3patb Teatp. Hawemy npep-
CTaBNIEHUIO COOTBETCTBYET MOHMMaHWE, 4TO TeaTp MOABUICA Ha COOTBETCTBYHOLLIEM 3Tane
UCTOPUYECKOro pa3BuTUA B hopme YAOBNETBOPEHUA BIOAHE OMNpefeneHHol u3 Bce
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pa3pacTaroLLmXCA U YCHOMHALWMXCA noTpebHocTeli yenoBeka. MmeHHo peiicTBue
OJHUX, OPUEHTUPOBAHHOE Ha APYrvX, KNacCUK KBanuuLMpoBan Kak «CoLManbHOe»
[2, c. 602]. Bo3moxHO, 370 6bin TOT UCTOPUYECKWUI1 3Tan pasfeneHus Tpyha B
obLecTBe, Korga A1A yenoBeka BeCb MUp Dbl TeaTpoMm, 3Hal OH 3TO CIOBO WM HET,
M B HEM BCE — W MEHLUMHbI, U MYy}KUMHbI — 6binn akTepamu. B. Lekcnupy octanocb
TONbKO 3aKNtOUYNTb 3Ty PEabHOCTb B CIIOBECHYHO chopmyny.

PasymeeTca, Mbl roBopum 06 3TOM He TO/NBKO MOTOMY, YTO Ham MWHTepecHa
ucTopusA nosBneHuA Teatpa. K TOMy e HUKTO TONKoM He 06OCHYEeT OTBET Ha BOMPOC O
TOM, KOTJa U Kak KOHKPETHO OH MOABWUICA, XOTA Mbl, bnarogapa Tpygam [eopra
loAHa, B Kypce, 4To apmaHckomy TeaTpy 2000 net [3]. OgHako peyb B cTaTbe MAET O
TOM, 4TO TeaTp — 370, 0bpa3HO roBopsA, 3epKano obuiectsa. lNpoLecc BO3HUKHOBEHUA,
(pyHKLMOHMPOBaHMA U Pa3BUTUA ITOrO «3epKana» [J1A HaC BaMeH U C TOUKM 3peHuA
MOHUMaHWA pas3BUTUA OOLLECTBA KaK COLMAaNbHOW CHUCTEMbl B LUMPOKOM CMbICNE
CNoBa, U C TOYKM 3PEHWA MOHWMAHWA WUCTOPUU MOABNEHUA U Pa3BUTWA TeaTpa Kak
coumanbHoro ABneHuA. lNpy aTomM MoayepkyuBaeMm, 4TO B OTIMYME OT MCTOPUYECKOM
HayKW, KOTOpaA MepeBOAMT Hac BO «BYepallHee», YTOObl Mbl flydlle MOTU MOHATb
«CErofHALIHEE» U HAYYUIUCh XOTb KaK-TO KOHCTPYyMpPOBaTb «3aBTpaLLHEE», Y COLMO-
NOrUM ecTb €eLlle U cBoii BekTop HabntogeHna. O6 3ToM J,OCTaTOYHO ACHO BbICKa3ancA
Mutep Beprep: «...nnA topucta rnaBHOe — MOHATb, KaK 3aKOH CMOTPWT Ha TOT WK
WHOW TUM TNpPECTYnieHnA, [LJIA COLMONOra e BamHO YBWUAETb, KaKk MPecTyrnHWK
CMOTPUT Ha 3aKoH» [4, c. 34]. XoTa, pa3ymeerca, And couuonora rnone «BamHOro»
3TUM He OrpaHuYMBaeTcA.

MopyepKkHeM NMpW 3TOM, YTO B peasibHOW MU3HU HET «KUTACKOIN CTEHbI» MEMKIY
BYepaLLHUM, CErofHALLUHMM 1 3aBTpallHUM. Kak coumanbHoe ABneHue, TeaTp 0cobEHHO
LLeHeH UMEHHO TeM, YTO OH CrOCODeH BHMBYIO AEMOHCTPUPOBATb 3TO TPUELUHCTBO
Ha cLeHe, 30ecb W celivac, B npucyTcTBUM 3puTena. PaccuutaHHaa Ha ero BocnpuAThe
«urpoBana cpopma» obycnoBuna MosABIEHUE OTPACiM COLMONOMMYECKOW Hayku, a
MMEHHO — COLMoNorun TeaTpa.

B 10 e Bpemsa TO, YTO Mbl 3HaeM M MOHMWMAaeM O CYLLHOCTW TeaTpa Kak
COLManbHOroO ABNEHWA W COLMaNbHON OpraHusaumu, Nub Manas YacTb TOro, O Yem
Mbl U NpeAcTaBieHns He umeem. Hanpumep, HKU B Hallieid, HW B 3anafHoi coumono-
MW HEeT NMoKa eAMHOro MOHWMaHWA COLManbHOW CYLLIHOCTU «OpraHusaumu» pame Ha
ypoBHe AecuHuumn s1oro AsneHusa. tak, B «bonbLIOM TONKOBOM COLMONOrMYECKOM
CnoBape» YUTaeMm:

Opranv3auua (organization)

1. Tvn konnekTvBa, CO3[AHHOIO [N1A BbIMOJHEHUA OMNpefeneHHbIX HaMepeHniA 1w
Leneii n xapaktepusyroLLeroca cpopmanbHON CTPYKTYpOi NpaBui, BAACTHbIMU OTHOLLE-
HUAMW, pa3peneHnem Tpyaa, orpaHU4YeHHbIM YIEHCTBOM NMOO NpUeMOM.

2. Kakoe-nnbo uenesoe obbeguHeHNe couManbHOW AeATENbHOCT UK COBOKYI-
HocTu aeiicTBuia [5, c. 527].

B «DHUMKNONEaMYECKOM COLMONOrMYECKOM COBApe» YMTaeM:

OpraHusauua (ot nat. organisatio — oopmupyto, co3pato)
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1. BHyTpeHHAA ynopajoYeHHOCTb, COrNacoBaHHOCTb B3aVMOAEHCTBUA OTAENbHbIX
3MEMEHTOB WM YacTell CUCTEMbI B COOTBETCTBIM CO CTPYKTYpPOIA Lienoro.

2. CoBOKYMHOCTb MPOLLECCOB MNK JeiicTBUiA, BegyLmx Kk 06pa3oBaHuto U CoBep-
LLIEHCTBOBaHMWIO B3aUMOJENCTBUIA MeM Y YacTAMM LLenoro.

3. ObbepnHeHve nopeil, COBMECTHO peanu3yHoLLMX VHTEPEChI, MPOrpaMmbl UK
LLeNM Ha OCHOBE oMnpefeneHHbIX HopM U npasun [6, c. 490].

Mnu Bo3bMem MoHATUE «CouMainbHas opraHusaumsa». B «bonbliom Tonkosom coumo-
NIOTMYECKOM CloBape» OHO OMPENENAETCA B CleaytoLLell pefakLmm:

«CoumanbHaa opraHusauma (social organization) — OTHOCUTENBHO YCTOWYMBDI
obpasel, B npegenax obLLeCTBa U NPOLLECC, MOCPEACTBOM KOTOPOro OH CO3JaeTcA U
nopaepxusaetca» [7, c. 234].

B «3Humknoneguueckom cnosape» nop, pepakuvein akagemmka PAH Ocunosa
B.I'. HanucaHo, 4TO NMOHATUE 3TO «...yNOTPEbNAETCA B TPEX CMbICNax: BO-MEPBbIX, Kak
NCKYCCTBEHHOE OObefuHEHUE MHCTUTYLMOHANbHOIrO XapakTepa, NpefHa3Ha4YeHHoe
O/1A BbINOMHEHUA ONpeneneHHbIX yHKLUMIA; BO-BTOPbIX, STOT TEPMUH MOMET O3HayaTb
onpefAeneHHyo OeATeNbHOCTb MO OpraHM3auuu, BKItOYatolyto B ceba pacnpepene-
HUe PYHKLWIA, HanammnBaHNe yCTOMYNBBIX CBA3EH, KOOPAUHALMIO U T.4., U B-TPETbUX,
MMEETCA B BUAY XapaKTepPUCTUKa CTENeHU YropAAOYEHHOCTU Kakoro-To obbekta» [8,
c. 493-494]. MNpumepHo TaKkoe }e MOMOMKeHNe B MOHUMAHUK CYLLLHOCTM TeaTpa Kak
COLManbHOrO ABNEHMA W coumanbHoi opraHmusauuv. OfHaKo OTMETUM, YTO MpuBe-
OeHHble Bbllle NpUMepbl MHTEPECHbI HE TONMbKO C TOYKW 3PEHWA MOHATWIIHOrO arn-
napata uccnegosaHuii. OHM NOKa3bIBalOT TEOPETUKO-METOAONOMMYECKUE NOAXOAbI K
npobneme, CyLLECTBYIOLLME B COLMONOMMYECKON HayKe: (PyHKLMOHANNU3M, WHTEpaKLuo-
HU3M, CTPYKTYpaln3m U T.h., B pamMKkax KOTOPbIX MOTyT bbiTb McCCnefoBaHbl U BblAB-
NeHbI CYLLLHOCTHble 0COBEHHOCTM TeaTpa Kak COLUanbHOro ABNEHUA.

B nccnepoBaHum Teatpa ucnonbsyetca (MoXeT 6bITb MCMONb30BaH) NPaKTUYeECKU
Becb bGoraTblii apceHan MeTOAMYECKUX CMOCOOOB KONMYECTBEHHbBIX U KaueCTBEHHbIX
“ccnefoBaHuii: MHTEpPBbIOMPOBaHKe, HabntogeHNe, KOHTEHT-aHaNN3 LOKYMEHTOB, pa-
6oTa B poKyc-rpynnax, coumanbHblii akcriepuMeHT. B KoHeyHom cueTe peub upet o
novicke achpeKTUBHbIX hopM obecrieyeHna peneBaHTHOCTU Pe3yNbTaToB U3MEPEHUsA
OTPaMEHUA B CO3HAHUM YenoBeka uccrnefyemoll YacTu OObEKTUBHON peanbHOCTU,
rOBOPMUM NN Mbl O TeaTpe, Kak O BUAE MCKYCCTBa, MM O 3puTene, O 3aBUCUMOCTY
BOCMPUATUA TeaTpaibHOro NCKYCCTBA OT €ro NNMYHOCTHbIX KavecTs.

B Poccun B 60-e rogbl npoLunoro Beka NpoBOAMINCE COLMONOrMYecKue nccne-
O0BaHUA MyTEM Ofpoca TeaTpaibHbIX 3puTeneid. Yme Torpa 6binu BblABNEHbI CO-
LManbHo-gemMorpacpmyeckme ocobeHHOCTV TeaTpasibHbIX ayfMTOPUiA — COOTHOLLEHWE
3pUTeneil MyMCKOro U MEHCKOro nona, pasHbIX BO3pacTHbIX Fpymnrn, YpoBHA obpaso-
BaHuUA n T.4. Cneuuanucram n TeaTpaibHbIM LEATENAM 3anOMHUANCL MybnamKauum no
pesynbTaTam OMpPOCOB 3puTeneil usBectHoro coumonora npod. J1.H. Korana, pabo-
TaBwero B CeeppnoBcke (HbiHe — 1. Ekatepunbypr), B mypHane «Teatp» [9]. D70
6b1M0 BHOBE, MOCKONbKY LEATENbHOCTb TeaTpa B OCHOBHOM OCTaBanacb B 30He Hayu-
HbIX MHTEPECOB UCKYCCTBOBEAOB, UCTOPUKOB M rOCCTaTUCTUKK. [1pn 3TOM cTaTUCTHKa
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BELleT Y4YeT yucna TeaTpoB B €fMHMLAX, a MocelleHnii — B munanoHax. K npumepy,
cratcbopHuk «CoumanbHoe passutne CCCP» [10, c. 309] nokasan cnepytouime
JaHHble no PCPCP u Apmanckoii CCP 3a 1988 rop: 8 PCHPCP Ha 140,8 mnH. yen.
uncno TeatpoB - 358, uucno noceweHnit - 63,3 mnH.; B ApmaHckoii CCP Ha 2,5
MJH. Yen. yucno TeaTpoB — 20, umcno nocewennii — 1,3 MaH. DTu camu no cebe
HEOCMNopuMble CTaTUCTUYeCKkUe haKTbl MOKa3anncb HacTONbKO ybeauTenbHbIMU, YTO
«...nopoaunu cobnasH obbACHATL OykBanbHO BCe Mpobnembl, CBA3aHHbIE C ayfuTo-
pveii, B TOM YuCie OTHOLLEHWE YenoBeKa K UCKYCCTBY, €ro KylbTypHYH akTUBHOCTb
U MPUYUHBI 3PUTENBCKOTO MOBEAEHMA TakUMMU MPOCTbIMU MPUYMHAMU KaK Mo, BO3-
pact unu obpasosaHue» [11]. Pasymeetca, ecnu aTn uucbpbl npoaHanusnposaTb B
CPaBHEHWUU C AaHHbIMK 3a Mpefblayline W MoCneayroLLMe roabl, paccinTatb Konu-
YecTBO MocelleHuii Ha ofuH Teatp M xof passutva 3a 100 net, moxHO nonyunTb
onpeAeneHHy KapTUHY U3MEHEeHUA CUTyaLMmu Mo ykasaHHbIM napametpam. Ho atoro
KpaiiHe Hef,oCTaTO4YHO OJ1A NMOHUMAaHWA:

a) AMHaMUKM OTHOLLIEHWIA Mex Ay TeaTpoM 1 obLLECTBOM,;

6) AMHaMWKM OTHOLLEHWIT MeMOY 3pWUTENeM M TPYMMoil OTHOCUTENbHO TeaTpasib-
HOrO WCKYCCTBa;

B) U3MEHEHUIA B CTPYKType 3puUTeNbCKOl ayAuTOpuM, B ee LEHHOCTHbIX OpUeEH-
TauuAX, OTHOLUEHUWM K aKTEPCKOMY TBOPYECTBY B LLEMOM U K TBOPYECTBY TPyMmbl
KoHKpeTHoro Teatpa [12, c. 127];

r) TeHaeHUuuii B U3MEHeHNAX penepTyapa TeaTpa;

L) OpMMpPOBaHWUA M M3MEHEHUA CTpaTerMy Teatpa Mo PEerynMpoBaHUI0 OTHO-
LUEHUI Mexay YneHamu TPynnbl TeaTpa U YneHamu Tpynmnbl C ApyrumMu paboTHUKamu
TeaTpa U T.A,.

BasHeliLLein 0cOBEHHOCTbIO COLMONOrMYECKUX UCCIENOBaHNN ABNAETCA BO3MOM-
HOCTb M3MEPEHMA TOro, Kak OTpaKaloTCA B CO3HaHUWM apTUCTOB U 3puTeneil npowuc-
XopALMe B ODOLLECTBE MPOLECCHI U KAKOBbI B BO3MOMKHOCTW (POPMMPOBAHUA Hay4yHO
0b60CHOBaHHOI CTpaTerMy pasBuTMA TeaTpa, TeaTpalbHOW KylbTypbl B KOHKPETHOM
COLMaNbHO-TEPPUTOPUANBbHOI 0BLLHOCTY NHOAEN.

Coumonorua, kak u nwobaa gpyras Hayka, CTPEMWUTCA BbIABNATb KONUYECTBEH-
Hble 3aBUCUMOCTU MeM[Ay ABNEHWAMM. 3[0ecCb MHOTO Npobnem MccnefoBaTeNbCKOrO
XapakTepa, Ha KOTOpbIX B [JaHHOM CNny4yae HeT CMbicna ocTaHaBnuBatbcA. Orpa-
HUYKMMCA yKa3aHWEM Ha HEKOTOpble U3 MHOMECTBa cneumanbHblx pabor [13, 14, 15, c.
134-149, 16, 17]. MNMopyepkHem eLle, 4TO B COLMONOrMW, Kak MpPaBWiO, BbIGENAIOT
onucateNbHble, aHaIMTUYECKME U NUNOTaxHble UccneaoBanus. «llunotakHble nccne-
OOBaHWA» VHAYe Has3blBalOT «pasBefblBaTeNbHbIMW»: OHU TPOBOLATCA Yallle BCEro
nepegn, npepcroAwMMn bonee pasBepHyTbIMU UCCefoBaHUAMU, YTOObI YeTye onpe-
OEeNUTbCA C METOAMKON, Heobxofumoli [AnA BbIABAEHWA MPUYUHHO-CNENCTBEHHbIX
CBA3€il, BbI3blBAMOLLMX Te WAM UHble npobnembl. [Nporpamma Takux uccnepoBaHwuii
HECKONIbKO YCEYEHHas, MHCTPYMEHTapuWii BKIHOYAET OrpaHUYEHHOE KONMMYECTBO BOMpO-
coB, Bblbopka oOxBaTblBaeT HEDONbLUOE YWCIO PECMOHAEHTOB, MHEHUE KOTOPbIX WHTE-
pecyeT uccnepoBateneli B JaHHOM KOHKPETHOM ciyyae, 3aKa3uukoB U T.4. MMeHHo K
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3TOMY BUAY OTHOCUTCA U Hallle UCCNefoBaHME, KOTOpOe NpoBoaunock B anpene 2022
roga B r. EpesaH.

B kauectBe obbekTa uccnefoBaHMA Mbl OMpefenunu 3puTeneid, HaxopALLMXCA B
3anax AByx TeaTpoB ropoga. Llenb 3akntouvanacb B TOM, 4TOObI MONyuMTh ObLLEE
NpeacTaBieHNe O «CpefHEM» TeaTpanbHOM 3puTene.

Haw onpoc B gaHHOM cnyyae — 3TO MCCNefoBaHVE «pa3BefblBaTeNbHOrO» Xa-
pakTepa. Ha aToM 3Tane Mbl He MOMEM MpETEHAOBATb Ha TO, YTO MONYYEHHblE
pe3ynbTaTbl MO3BOMAT COCTaBWTb MOMHbIA COLMANbHBIN «MOPTPET» 3pUTeNd. ITo
6bina NUWb nombITKa MONYyYMTb O HEM OnpefdeneHHoe npepacTaBneHve. Mbl obpa-
TUIUCb K HaxOAALLMMCA B TeaTpe 3pUTeNAM C HebONbLUOW aHKeTol, copepiKalLeit
KaK OTKprTbIe, TakK U 3aKprTbIe BOI'IpOCbI, OTBETbI Ha KOTOpre HaC B JaHHOM cnyqae
WHTEpecoBanu.

HekoTopble U3 nony4YeHHbIX pe3ynbTaToB

B tpaguumax 1. CopokuHa, Mbl rOBOpUM O 3puTene TeaTpajibHOW ayauTopuu
Kak O YacTu HacefeHWsA, KOTOpOe B CBOK OYepefb «...NPeAcTaBaAeT coboil CNOMKHbI
coumanbHblii arperart, COCTOALLMIA M3 COBOKYMHOCTW B3aMMOLENCTBYIOLLUX NNL,...»
[18, c. 11]. 3puTenbckyto ayautoputo B TeaTpe Mbl, UCKIIOOUYNTENBHO B UCCNEA0Ba-
TENbCKUX LENAX, pacCMaTpMBaeM Kak CreuuUYecKyto 4acTb CIIOMHOW CUCTEMDI,
KakoBoli ABnAeTcA HaceneHue. [pu 3TOM, paccmaTpuBas 3pUTENBCKYH ayguToOpUIO
Kak YacTb LENnoro, Mbl UMEEM B BUfY, YTO €i1l eCTECTBEHHbIM 0b6pa3oM MpucyLLm Bce
Te OCHOBHblE CBOWCTBa (KayeCTBEHHble OCODEHHOCTH), KOTOPbIMU XapaKTepusyeTca
HaceneHue. B 3Tom cmbicne MoMHO 6blio Obl KOHCTaTUPOBaTb — KAaKOBO HaceseHue,
TakoBa U 3puTenbckas TeaTpaibHaa ayautopua. OfHaKko oHa MMeeT cBou crieumdmyec-
Kne ocobeHHOCTM, OfHON M3 KOTOpbIX MOMHO Ha3BaTb TO, YTO Y Kamjoro Teatpa,
3aHMMAIOLLIErO OMPEAENeHHYI0 HULLY B COLMOKYNbTYPHOM MPOCTPaHCTBe, C rofamu
TBOPYECKOrO MOWCKAa CKNafblBatOTCA CBOW TPafuLMU, 4TO CnocobcTByeT chopmupo-
BaHWIO CO BPEMEHEM «CBOEN» 3pUTENbCKoli ayauTopmmn. Ho Takas KapTuHa B peanb-
HOW M3HM BCTpevaeTcA ropasfio pexke, YeM cuTyauua c npobnemoii, HaYMHEHHO
MHOMECTBOM HeU3BECTHbIX. WM 3TO paneko He Bcerpa ABNAETCA pe3ynbTaToM
cybbekTBHOrO (haktopa. K npumepy, 6€30 BCAKOro aHKETHOrO Onpoca COBEPLUEHHO
OYEeBUJHO, YTO MNPaKTUYECKU BO BCEX TeaTpalibHbIX 3anax 3pUTENAMW ABNAIOTCA
rnaBHbIM 00Pa3oM MEHLLMHBI.

He wucknioueHve u Haw cnyvaid: nopaenawowiee OGONbLUIMHCTBO 3puTeneilt —
MeHWMHbl. OBbeKTUBHOI OCHOBOI TaKOro TMOJMOMEHWA BbICTYMAET MPEMKLE BCETO
ocobeHHOCTb pemMorpachmyeckoilt CTpyKTypbl Hacenenus Pecnybnuku Apmenua: He-
CMOTPA Ha TO, YTO MalbYyMKOB ODObIYHO popaeTcA bonblue, Yem [EeBOYEK, CO Bpe-
MEHEM WX COOTHOLLEHWE BbIPaBHWBAETCA, @ B COCTaBe B3POCIOr0 HaceneHua u
CTapLue KOJMYECTBO MEHLUMH NPEBbIWAET Yncno MymuuH. Ecim cpaBHUM nonoBos-
pacTHOIl cocTaB HaceneHuA B LLeNIOM C COCTaBOM 3PUTENbCKOW ayfuTopuu, TO 3ame-
TVM ABHBIN CABUM B CTOPOHY €€ MEHCKOI NOMOBUHbI.
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HeckonbKko uHble npobnembl HabnoparoTCA C BO3PACTHOW CTPYKTYpPOW 3puTenb-
CKOI ayiMTOPWN: YNCNIEHHOCTb MOJIOLEHN CErofiHA COKpallaeTca M3 rofa B rof, Ho
OHa B 3HauuTenbHo Gonblueil cTenmeHu npucrnocobneHa K TeHAEHLMAM pa3BUTUA
LMPPOBbIX U MHAPOPMALMOHHBIX TexHonoruid. MNpuHuMNManbHO M To, 4TO ecnn Ao
HefaBHero MpoLUIOro B3pOCnaA 4acCTb HaceneHus nepejaBana CBOW OMbIT KWU3He-
obecreyeHnAa MONOAOMY MOKONEHUID, TO CErofHA MO MHOMMM MO3ULMAM MPOUCXOAUT
obpaTHoe, 4TO He MOKeT He 0TpasuTbCA Ha POPMMPOBAHNUN 3PUTENBCKUX LLEeHHOCTEl
W VHTepecoB TeaTpaibHoW ayguTopuun. B bnusaiiwem bypyuiem MMEHHO MONOAEHb
6yneT onpepenaTb OTHOLLEHWE K WCKYCCTBY B LLENIOM W K TeaTpaibHOMYy UCKYCCTBY, B
yacTtHocTu. B TeaTpax, roe nposogunca onpoc, 3putenei fo 25 net 6bio 3amMeTHO
MeHblle; CpefHuiA Bo3pacT pecrioHaeHToB cocTaBnan 45-50 net. Hekotopble aBTo-
pbl, Kak W3BECTHO, CYMTAtOT MUPOM TO, YTO BO3PACTHble OCODEHHOCTU UMEIOT 3Ha-
YeHWe B OLLEHKe 3puTenbCkoii ayauTopumn. Ho ecnu nogoittn k npobneme ¢ nosuumu
KOHLEMUMM couManbHbiX OMWOAHWIA, TO 3[eCb Mbl MOMy4aeM HECKONbKO WHYIO
KapTuHy.

C opHoli CTOpOHbI, Halla #M3Hb B ObLLECTBE pPerynupyerca Hopmamu, yCTaHOB-
NEHHbIMM OOLLLECTBEHHOCTBIO LA /OAeli pasHOro nona M pasHbiX BO3PacTHbIX
KoropT. lMpuyem 3T HOpMbI MOTYT ObITb YCTAHOBMEHbI 3aKOHOAATENbHO, HaNpuMep,
00 Kakoro-To BO3pacTa He MOJOMEHO y4acTBOBaTb B rOJIOCOBaHUM, He paspeLuaerca
MOKynaTb CMUMPTHOE, C KAKOrO-TO BO3pacTa SN YXOAAT Ha neHcuto u T.4. Ho ectb u
HOpPMbl, WMEHYEMblE B COLMONOIMM «COLMANbHbIMU Yacamu» — OHW obo3HayaroT
obycnoeneHHble Tpaguumein onpepeneHHole TpeboBaHns, NpeabABiAeMble K TOW 1nu
uHoi1 Bo3pacTHoii rpynne. H. Cmensep 06 aTom nuweT: «...rnyboKkuid cMbich 3anomeH
B COLMaNbHbIX CTEPeOTUNax: €CM MeHLLMHA He BbIMAEeT 3aMyX K onpepeneHHOMy
BO3pacTy... Haf, Hell HaBKUCaeT HEOOXOLMMOCTb Kak MOMHO CKOpee BCTynuTb B Opak,
4T0bbI HE «OCTaTbCA CTapoil aesoii»» [19, c. 364-389].

C Apyroii cTopoHbl, gemorpacuyeckas CTPyKTypa HaceneHua obbeKTMBHO Mo-
6unbHa. Halle BpemA xapakTepusyeTca TeM, Y4TO B COCTaBE HaceneHuA [ONA Ntofei
CTapLue TPyAocnocobHOro Bo3pacTa MOCTOAHHO YBENMYMBAETCA, TOrAa Kak CTepeo-
TWMbI, obecrneynBaroLLMe CoLManbHy CTabuibHOCTb, COXPaHAKTCA, OHU KOHCepBa-
TWBHee, B TO BPEMA KaK 30HAa OTYYMJAEHWA CTapLUMX BO3PacTHbIX KOrOpT pac-
wupAetca. B aTux ycnosuax Bce oyeBnaHee CTaHOBUTCA HeobxogumocTb bonee BHU-
MaTefbHOro OTHOLLEHWA CO CTOPOHbI agMUHUCTpaLMii TeaTpoB K LEHOBOW MONUTUKe
U K chopMmUpOBaHUIO penepTyapa.

PaspabaTbiBaa nporpammy UcCnefoBaHUA, Mbl UCXOQUAN W3 TOTO, YTO YpPOBEHb
obLueli KynbTypbl YenoBeKa UrpaeT BamHYlO poib A XapaKTEPUCTUKU 3PUTENbCKOM
ayputopun Teatpa. B 0bbigeHHOM cO3HaHUM OTHOLLEHWE Ntofeli K TeaTpy BbiCTynaeT
B KauyecTBe NlakMycoBoil Oymaru JfA BblABNEHWA YPOBHA KynbTypbl 4enoseka. Bo
BCAKOM Cllyyae u K TeaTpy, U K apTucTam, W K JIIOAAM, KOTOpble MOCeLLatoT TeaTpab-
Hble MEpPOMNPUATUA, YMEIOT u3flaraTb CBOE OTHOLUEHWE K CMEKTakNAM, NpPOCTO U
ybepuTenbHo roBoputb 06 OTAMUMM B OBLLMX YepTax TalaHTAMBbIX ApamaTypros,
penccepoB, apTUCTOB OT 6ecTanaHHbIX, HaceneHWe OTHOCUTCA C OrpefeneHHbIM
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NMMeTeToM Kak K NIOAAM C BbICOKMM YpOBHeM obpasoBaHWA M KynbTypbl. Ho uccne-
[OBaTeflb HE MOMET OPUEHTUPOBATbCA Ha «OOLLECTBEHHYHO YyBCTBEHHOCTb». B co-
LMONOTNN, Kak W B APYrux Haykax, HymHbl ornpefeneHHble WHCTPYMEHTbI, Nnokasa-
TENM, C NMOMOLLbIO KOTOPbIX MOXHO ObiNo Obl CpaBHWUTL NapameTpbl MHTEPECYIOLLLErO
Hac ABneHuA unm npouecca. M 310 He «curypa peun». Ecnv mbl npuHumMaem, yto B
AEATENbHOCTU TeaTpa BaMHYIO pPOMb WrpaeT «ypOBEHb KynbTypbl» 3pUTENA, Mbl
LOMKHbI YMETb U3MEPATb 3TOT YPOBEHb, OMPELENATb ero AWHAMUKY, BbIABNATb CTe-
neHb B3aMMO3aBUCMMOCTM TeaTpa M 3Toro cheHomeHa. B couvonorum npuHato B
KayecTBe OLHOMO U3 NHAMKATOPOB OOLLIEr0 YPOBHA KyNbTypbl UCMONb30BaTb YPOBEHb
obpasoBaHwsA, ero JOCTynHOCTb, U T.4. B Halewm cnyyae — aTo ypoBeHb obpasoBaHuA
3puTens, HaxO[ALLErocA B TeaTpe M MPUHUMAOLLETO yyacTue B [aHHOM MCCneno-
BaHuM. PasymeeTcs, BblABieHME B3aWMHOI 3aBUCUMOCTW YpPOBHA obpa3oBaHuA W
LeATenbHOCTU TeaTpa noTpebyeT OT uccnefoBaTenell [LOMONHUTENbHbIX ycunuii. B
HaCTOALLEEM WCCNefoBaHUU Mbl MOKa BblACHWAM, 4To 68,1% Hawwmx pecnoHgeHToB
umenn Bbicllee obpasoBaHue, a ocTtaslunecs 31,9% - cpegHee wunu cpepHee cre-
umanbHoe. Ha gaHHOM 3Tane uccnefoBaHUA W 3Ta UHpOpMaLUA NpeacTaBnAeT coboil
60nbLUYIO LEHHOCTD.

[oBopA 0 LeHHOCTW MHOPMaLMK, MONyYaeMoit COLMONOrMYECKUMU UCCNefoBa-
HUAMK, Mbl JOMHKHbI 0COO0 MOAYEPKHYTb, YTO HU CaMU WUCCNEJOBaHWA, HU MOMyYeH-
Hblii pe3ynbTaT HU B KOeli Mepe He HarpaB/ieHbl Ha TO, YTOObl KOTro-TO YeMy-TO Yy4uTb
u Tem bonee — ykasblBaTb Ha YbW-TO HELOCTATKW WNWU [aBaTb OLEHKY AeATeNbHOCTU
KONNeKTMBa, PyKOBOACTBA MM pabOTHMKOB Kakoro-nubo KoHkpeTHoro Teatpa. Pa-
6oTa coumonora — 310 He paboTa oueHMKa. Mbl NbiTaeMcA M3MepUTb OMNpepeneH-
Hble nNapaMeTpbl MPOWCXOOALLMX B OOLLECTBE MPOLECCOB W ABAEHWUI, MOHATb
CYLLIHOCTHblE CBA3M W 3aBUCUMOCTU MEMAY ABMEHWAMM W MPOLECCaAMU, MPOUCXOAA-
WM B obLLecTBe, B OpraHu3auusax, B COLMaNbHO-TEPPUTOPHAbHBIX OBLLHOCTAX W
BbIABUTb YPOBEHb WX OTPaMeEHUA B CO3HaHMW ftofeill. A BbIBOAbl [enatb TONbKO
CcaMoOMy YWTaTENto: eC OH TeaTpaibHblii 3pUTeNnb, OH CHENAaeT Kakue-To BbIBOAb
onA ceba, ecnu apTUCT MW PYKOBOAMTENb, TO OH MOMET MPUINTU K KaKUM-TO CBOUM
BbIBOJAM, CBA3aHHbIM C TBOPYECTBOM WU YrpaBleHYEeCKol [eATenbHOCTbI0. A Ham
MHTEpecHo 6bino 6bl MOBTOPUTL OMPOC 3PUTENEN MO 3TOW ME METOLUKE, CKaMEM,
yepes 5 net. Torpa Mbl CMOMEM CKa3aTb, B KaKkyto CTOPOHY MEHAETCA CUTyauus.
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hwjnwdé nbuwlybnp wwwwund £ hbnpuwyubphu, nypbp dGé thnpd nwubu

* £ GUU wpybuwnh huunhwnunh wjwg ghwnwotuwwnn, unghninghwlwt ghwnnigyniu-
ubiph nnunp, wpndtiunp, sahakian2004@mail.ru, Pwoyhphwih U. Uydnyuwih wudwu wbnw-
Ywt dwuywwpdwwu hwdwuwpwuh wpndtunp, thhihunthwjwlwu ghnnyeggniubph eluw-
onL, unghninghwlwtu ghunnygniuttph nnlunp, Pwolnpunuinwiuh <wupwwbunnyjwu ghunnt-
Pjwu Jwuwnwlwynp gnpdhs, nasibullin@inbox.ru, Pwoyhphwih U. Uydnyuwih wujwt wbnw-
Ywt dwuwywpdwlwu hwdwuwpwuh nngbuwn, unghninghwlywt ghunnyeyniutbph pELYuwsont,
salavatst@list.ru, hnnywdp ubinyuywgutint opp’ 08.06.2022, gpwlunubint opp' 14.11.2022, tnww-
gpnuejw punniubint opp' 15.12.2022.
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pwwnnuu nwnwuwuppbint ninpunud, nhwnwpybind wju npwbu hwunhuwwntup
htivn wwpunwnhp 2thnd Gupwnpnn hwuwpwwywu Ywnnigwdp:

Pwbwh pwnbp' pwwpnu, hwunhuwwbu, unghwjwlwu Gplnye, unghw-
(wywu Yuqgdwybpwnieinu, Yunnigwdp, unghwjwlywu nhppnpnond, unghw-
[l Yuipguhéuwy:

THEATRE ART AND ITS AUDIENCE IN THE MIRROR OF SOCIOLOGY

ARMEN SAHAKYAN, RAVIL NASIBULLIN, SALAVAT SAGITOV (RF, Bashkortostan, Ufa)

For citation: Sahakyan, Armen; Nasibullin, Ravil; Sagitov, Salavat. “Theatre art and its audience in the
mirror of sociology”, Journal of Art Studies, N2 (2022): 257-267. DOI: 10.54503/2579-2830-
2022.2(8)-257

In the paper, the theatre is considered as an art form that lives in a show-and-
play action in the direct presence of the audience. The proposed topic may seem
somewhat unusual to the readers. We are used to treating the theatre mainly as a
team of people of specific creative professions, whose work is aimed at entertaining
the spectators during their time off from their main socially useful activity,
performing some kind of “play on a topic” and thereby letting them relax, take a
break from their endlessly repeating day-to-day routine, be surrounded by the
beautiful, communicate with friends and exchange information, etc. We hope that
the article will be perceived as the viewpoint of the authors, who have vast
experience in studying the theatre as a social organization, the functioning of which
inevitably involves communication with the audience.

Key words: theatre, spectator, social phenomenon, social organization,
structure, social position, social status.
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19-pn nwpwybpoht hwj pwwpnup gjuwynp wnwuduwhwwnynieniup duwihu b ku-
ptwnhlwywu npnunwiubpu Ehu: SYjw) dwdwuwlwopswund hwy pwwnpnup uwhdwuubpu
pungnynwd Ehu ng dhwju hwjptuph quywnubipp, wyl mwpwdynd punhnuy dhusk Unuy-
w, Ynuwnwununwynihu, f3hihu, Pwpnt, npntin hwunhuwwnbuh nwwptu thu ubpluwjwg-
ynud pwgnid pwinbpwlwt ubpyuwjwgnidubp' sunphwih hwy nbpwuwuubph dwutwygnie-
jwdp: <bug wyn dwdwuwlwopowund hp npwuwuwlwu ninhtu uyubg Uwpebkupy Unwd-
jwup, nw 2wwnbpp hbnwqujnud hwdwpbght hw) pwwnpnuh wnweunthh: Uwpbuhy Unwd-
jwup (wy Ypenipgniu unwgwsd uwlwywehy nbGpwuwunthpubiphg Ep: SGpwquug wnhpw-
wbwbiny hwyng |Gqyht' pwpgdwub) § dbYy wwuujwlhg wybih whbuubp' b. Mnnwwbu-
Ynih «Hnipwlwu hbphwep», L. Ubpuwunpndh «Uh  wdnwunygjwt  wwwndnigntuy,
U. Cuhgibiph «2wndwihp», Yunin <wduntuh «Pwnph 2tdhu» b wyu: <Enhuwyt| £ hwj-
Ywlwu wnwehu Yhunjhppbunnt' pun U. Uwudbywuh « Hnypwlwu hbphwpe» uhdynjhu-
wmwlywu whtup:

Pwbuwygh punbp’ Uwpbupy Unwdjwu, hw) pwwupnu, pwwunbpwlwu ubplwjwugned,
ubnnndwuwnhqd, pEdwlwu gnpdniubinienit, pwwnbipwopowl, nbpwuwunthh:

LEpwényeyniu

Uwptuhy Unwdjwup Yuwupt ni unbindwgnpdwlwt ninhtu wywwndnypjwu
htiimwgnunnnubiphg swunbiph nwnpnignt £ gpwyb): Lpw dwuphtu hhwgdniu-
pny U obipdnypjwdp Gu hhobi| hp fuwnpuybipubpp, puybpubpu n hwpwquwnubpp:
Uwywju jwjuwdwyw| nwunwuwuhpniejniu, npintin Ypwgwhwjnybht upw nbpw-
uwuwlwu ujwpwaghpp, wudu ni unbindwagnponyejwu hwdwwwpthwy 2tipntpp,
huswbu twl Ybogpnybhu Yeuuwgpwywu Yuplnp dwupwdwuubp, ubpyuinidu
wnlw sk <woyh wnubiing nbpwuwunthnt unbindwagnpdwlwu ninnt Yuplnpnie-
Jniul wugyw nwpwulgph hwy pwwpnup uwdnpdwt b qupgqugdwu gnpdnut’
hpwywdp Yunbih £ hwywuwnb), np hwj pwwnpnuh wwwndnygyw dbe upw wipybiuwnp
Upwlwynipjw, Upw unbndwgnpdwlwu ulgpniupubph U fuwnwnéh wnwuduw-
hwwynyeniuubph nwnwiuwuhpnyentut wjuop dhwuguwdwju wuhpwdtiown futnhp &

Uwpbtuhly Unwdjwup unbnéwqnpéwjw ninhu
Uwpbtuphy Unwdjwuh ptdwlwu gnpdniubnyeiniup bk £ dbYy tnwutwdjw-

" Gpuwup pwwpnup W Yhunh whnwlwu huunpununh Upgbunp ywndnygjuu b nb-
uniRwu wdphnup hwygnpn, brikyan@mail.ru, hnnjwsdh ubpyuwjwgubne opp' 07.09.2022,
gpwlunubne opp' 07.12.2022, tnwwgpnugjwu punniubint opp' 15.12.2022:
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Uhg thnpp-hts Wwwu, uwywiu stwjwd win hwuqwdwupht, upw nbpwgwuyp
tnb £ hwpnwwn b pwqdwquu. wju pungpyty £ nbpbp' huswybu nwuwlwu, wju-
wbu b wgquiht npuwdwwnnipghwihg, wybihu, hwdwpynd £, np wqquihtu npw-
dwwnipghwih hbpnunthhubiphg gwunbiph «wnwoht W jwywgnyu nGpwlwwmwnpp»
tinti| £ htiug hupp:

Uwpbuhy Upwnbdh Unwdjwup duyby £ 1875 p. ubwwbdpbph 17-hu (ehd(p-
unwi: Uywaqw nbpwuwunthnd pwwnpnup hwunby ubpu nu hbunwppppnuegniup
qqwihnpbtu wwjdwuwynpywsd thu hwjpwywu nwup hwéwfu Yugdwybpwynn
hwdbpqubpny W pwwbpwywu ubpywjwgnwubpnyg: Unwdjwuubph puwnwuppu
niubip pwwnpnu hwéwfubint ywpunwnhp wywunnye: “Hw 2unphpy b Uwebuhyu
wnwoht wugqwd nbuwy Mbunpnu Unwdjwupu Shytpp «Ujwquyubp» U Chpu-
whph «Lwditiv» ubplwjwgndutipnwd: Uju tpwuwlwih hwugqwdwupt oqunud £
dtiq hwulwuwi, e husnt hwyng [tiquh nwnigsnthhtu npnobig gpwinyb nbpwuw-
unipjwdp U nwnuw] hw) pwwpnup ny dhwjt wnwowwmwp nidbiphg dtyp, wjl
upw pwpbthnjudwu b wnwownhdnigjwtu hwdwp dwpwnusnn wnwowwnwn hw-
uwpwlwywu gnpdhs: Uwpebupy Unwdjwup hwéwpub] t ¢hdhup U. Lnwbip
nwpng, wjunthtinle nwunwdp pwpniuwyb) ophnpnwg ghduwghwjnud® wwpwbinyg
wju wpdwpet danwiny: <wpy b uwb kot np nbpwuwunthpu hwing |LGgyh
dwutwynp nwubp b unwgb] hwjnuh pwpgdwups b pwuwuwting UjGpuwunp
Owwnipjwuhg, husp hbwnwguynd hp d6d wgnbignieiniut £ pnntip nEpwuwunthnt
hnywd pbdwlwu funuph Jpw: Sbpwquig nhpwwbnbing hwng |Gqypt'
Uwpbuhy Unwdjwup pwpgdwub b db6Yy nwwuujwyhg wybih whbuubp, wn pynid’
h. Mnunwwbuynjh «Hnipwlywu hbphwpep», L. Utpuwunpnyh «Uh wdnwunt-
WU wwwndnieintu», W. Guhgtiph «2Jwpdwihp», Yunwn <wdunwtuh «Pwnph 2b-
dhu» b wyu: <bnpuwyb) £ hwjwlwu wnwehu Yhunhppbiint' pun Uhpw)by
Uwuybigywup « Hnypwlwu htphwpe» updynihunwlywtu whtuh:

1897 p. U. Unwdjwup hdihuhg wnbnwihntuynud £ Pwenid, npuintin ulunwd
hwing |Ggnt nwuwdwunb| wbnh hwpnww punwupputipp GpGluwubphu: Lnyu
pYwlwuh unjtidptiph 30-hu Pwpenudh hwjulywu Gppunwuwpnulwt pwunbipw-
funidpp fuwnnud £ «<ngny winpwiwinubipp» npudwt, npp nEpwuwunthnt pwwnbpw-
Ywu nbpnunu tp: Puswbu gpnd £ nbpwuwunthnt wnwohtu nGpwywwnwpdwu
wywuwwbup. «...4nunnpnjwjh ndniwp nt ywwnwufuwtwwnne nbpp Yuwnwpned
Ep op. U. Unwdjwup: uuwjwd, np ophnpnp wnwoht wuqwdu bp dwutwygnud
dbp pwwbpwubipubph ubpluwjwgdwup, - pwyg wbuunnp Yupdnd k, pE hp wnwy
Ywuquwd £ dp thnpddwd nbpwuwunthh U ng dh hwdbuwn uppnn» [7, k9 2]: «<n-
gny wnpwwnubpp» pGdwnpnieiniuhg htunn hwy pwwbpwubpubph funwpp npn-
ond £ pbdwnpb; M. 2nipnh « Lwpwpwnh wuwmnwgbinp» whbup, npwntin Uw-
ptuphy Unwdjwup fuwnnwd Ep eppnthh Uwihhwih nbipp. «Wn gh2tipt Ep whw, np
hwj pwwpnup gunwy hp wugnigulwu Uwphwht... hwunhuwywup hdwyyt| bp
Uwptuhy-Uwihhwih fuwnhg, - gpnud £ S Awphpjwip, - nptu win Ysunwup
Yunwyhtu wnwihu Ep dh wnwudhu yehnieyniu» [12, Lo 46]:
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Uuduwlywu fuunhpubph wwwbwnny Uwpebuhly Unwdjwup phs wug unhw-
Jws £ |hunwd yGpwnwnuw) (¢hdihu, npintin hwunbu £ quihu Glkuw Ujtpuwunpny-
uwjh nbpny 4. Ujkpuwunpnygp (h. Ynhind) «Yjwuph futugnypnud» U Utuwih nb-
pny «Fwnuuh nd» (h. Swwdhuuyh) whbuubpnud: (Fwwnbpwlunup gpnud k. «Op.
Unwdjwup hp spuwn juwnny hhwgntg hwunhuwwuht: Quuwjtiny, np wjn dwn-
Ywihphre ophnpnp Gppnpn wuqwidu £ pbd nnipu quihu, hpple puntipwutn, uw-
Yuwju bw thnpdywsd ntpwuwunthne dubp niup» [10, ko 296-297]:

Ukl pwwbpwopowu (¢hdhund wuglwugubing htwnn' Uwebupy Unwdjwup
hpwydbp b unwund Pwpyhg' dhwtuwint wmbnh hwjwywu pwwnbpwfudphu, nph
Ywqgunuw thtu wywuwynp nbpwuwuutp Funpg MbGwnpnujwup, <ndhwuutu Upb|-
jwup, Uppwunyop, Uquhy <pwsjwt: Pwpyh pwunbipwopowup wnbbg punwdbup
dty wwpp' 1899-1900 pp., uwlywju win Ywptd dwdwuwlwhwndwsénud Uwpb-
uhy Unwdjwup hwugptig fuwnw| dnun 19 nbip: <nlyunbidpbph 28-hu Pwpyh
Jd. dwupju-Ywwnuynte Ypybu-pwinpnund tpw pbutibhupt ptidwnpdbg L. dnynp
«Nipdwlywuutipp hbnlhg» npwdwu, nph ntidhunpu nu gqluwynp nGpwlwwmwpu
Ep SUunpg Mbnpnuywup (Fwpnu Sbntugnbpt): Uwpebupy Unwdjwup fuwnnw
En <bnhub Lhptuwnth nbpp: «Wn Gpeyn, - gpnud £ pwnbpwiunup, - fuwnnud Ep
wnwohtu wugwd op. Unwdjwup, skup hdwunw pb jwpgbih ophnpnu Lih niphg
wuqwd pbd nnipu § GYG| L ns, pwjg win opnwwy fuwnhg Gplnud £, np tw pwywyw-
uhu Juinwh k fuwnnud, dwjup, wpdnuwdpubipp ptwlwu thu b wquiwn» [8, b 2]:

UJwpubin pwwbpwopowup' Uwpbuply Unwdjwup npnond £ dblubg
Uwuywun Mbwnbppnipg, npuntin ungdnpnud £ UjGpuwunphjwt pwwnpnup uwfuypu
nGpwuwunthp Uwppw 2hwnwnth npwdwwhyulwu nupngnwd: Fwypngh nbpw-
uwuwlwu Ynipubipp nGlwywpnd tp nnw nbpwuwu Unnbun Mhuwplp, npp
nnwwlwu hngbpwuwlwu nwpngh wlwuwynp ubipyuwjwgnighsutiphg Ep: Lpw
wnybunh ginwghwnwlwu pulwinuubpnd tywwnbh Gu ubinnndwuwnmhquh Uowu-
ubip, npnup ulgpniupnpbu hbnne Ehu puwwwownnientuhg ni nGwhunwywu
utiphwjtignnnipniuhg: LEnnndwuwhgdp dgqunind Ep Gplwwjwywu, pwuwuntin-
Swywu wotuwphwjtgnnnipjwu gbinwpybunwlwu wwwytpdwup, Gpp dwpnp
dgunnw £ deynwwtw, wwphwydbp poggguu dbe: «Mhuwplbh wpybuwnp
wnwuduwund Ep pp (wywwbunigjwdp, hwunmwwn nbwihqiny: Lpw uwnbin-
owd pbdwlwu YGpwwpubpp gbnwpybunmwywu dodwpunnejwdp Ybp thu hw-
unw Ybugwnuwihtu dwutwyh fuunhpubpp’ hwugubing hwdpunhwunip wpybuwnp
dwlwpnwyhp» [15, k9 158]:

Lhnmwqunud Uwpebuhly Unwdjwup nwpéwy gbnupybunmwlwu unp nin-
nnRjwu’ ubinnndwuwnhqip hbnbnpnubiphg deyp' Yepnbing Ubnwih («<hu wuwn-
qwdubip») wugqniquywu Ypwwpp: Hph hwunbw qgnywynp, funpp ybpwpbp-
dntupp nbpwuwunthht jnipugptig U. Mhuwplphg, npu hp wpybunnd wfuwnnid
Ep gpwywu, nbuwlywu b wnbuupywwbu hdnne)niu &tinp pbipwéd nbpwuwuubip
UYppb: Mphuwplh unbindwgnpdnipjwup punpny gétipp, puwn tplnypehu, hwdw-
hnius Ehu Uwpbupyp' dwutwghwnpbt wpnbu hwunttiwgwsd fuwnujwdphu, tw
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unyuwbu htinnt Ep YEugwnwjunieiniuhg, 2w dnn pwtwunbndwywupt. «Lw
funpwwbu ggnud Ep hp Yepunwsé pbdwlwu Gpytph ynbnwywu punyep» [14, te 37]:

Jdbpwnwnuwiny Pwpnt' 1902 pwlwuhtu Uwpbupy Unwdjwup dhwunw L
Updtu Updbtujwup fudphu: Ujuinbn bw fuwnnuwd £ dh pwup thnpphy nbipbp. Clw-
gbip (U. Suhginp' «Rjwpbwihp»), Eihq (d.RP. Unphtp' «Ugwhp»), Yinphinw nju-
ujw (E. Muwybpnt® «UlupYy»), Gleuw (U. Luyynuny' «dwuyniphuph quywlub-
np»), Uwnw (U. Swawnbih' «fluwunwws): Hepwuwunthhu hwunbu £ quihu twb
«Lwdjtwny» nnpbipgnipjwu pEdwnpnipjwu dbe' Odbywh nbipny:

Uh Ynndhg' nbpwuwunthhu skp hwunnipdnud hwy pwwnbpwlywu Jhowywy-
pnud wnhpnn unbndwgnpdwywu wuthnyenienlUu nt Jhwwwnwnnyejniup, djniu
Ynndhg' wuduybip ubip Ep wwdnwd hwy pbdh tfwndwdp: Npwbu hbwnlbwup' 1905
pYhu gjfuwynpbiny Lnp-Lwfuhguwuh Unpwuwbind hwjjwlwu pwwpnuph Ytpw-
Ywqiwynpdwu woluwwnwupubpp' Uwpbupy Unwdjwup thnpénd £ hpwlwuwg-
ubi| pwpbihnfunwdubp: Lpw hpduwlwtu twwwwyp donwlwiu pwwmbpwiundp
uintindtiju kn. «...hd hnbwiu Ep, Geb wnwoht wwpyw thnpép, nphg wdbu hus L
Ywhuws, jwy wuguh, wmwppubip owpniuwy ybpgub pwnpnup bW nwpdub) dh
wjuwhup |npg phd, nip twiu b wnwy Gplwu qwt’ woluwwnwupp, ubpp nbwh
gnpdp U npwuny Ywnpbh (pup 4bp hwub] win hwunwwnnienut wju upunwdw)
nsusnuentupg, np gunuynuwd £ wnwjdd, ndpwiunmwpwnp hw) pwwnpnuwlwu gnp-
&p...» [5, k9 73] «...Upfuwwnwup, ubip nbwh gnpdp»’ wyn £ Gnbp dJhown hd nlhgp, L
Gu (h hnyutipny nt |h unp Bpwquupubpny' ninunpytigh nbwh Lnp-Lwfuholwt'
hnwwiny gwub wjuwnbn wju, hus skh guunwd dbp hwy pGdh ypw dhush wydu:
Uunud t dhwju &binp dbnph wmywd gnpdti| uhpbilh wuwwpbigqnud» [5, 9 73]: Lnp-
Lwfuhouwund nipwuwunthptu fuwnwg 2nipg Gpbunu nbp' W' nwuwywu, U’
dwldwuwywyhg npwdwunnipghwjhg:

SYyjw| dwdwuwlywhwwnyjwdnd puuwnwwnipjwu npuwmwupht wpdwuw-
gwd Uwpbuhy Unwdjwuh nbipbpu GU° Uwppw («5yghub», Ul Shpjwuqunb),
Uwpphlw («<ndhwjw Ypwyubp», <. 2nintpdwu), Sphiph («Sphph», S G6), Uu-
Uw («SGwnuup nd», . Sywdhuuyh), Jwpgquphwn («Nwwndh hwdwp», Uj. Shp-
qwuqunb), Udubiphu («Uhnw», &. dbpnh), (dtiptq («dwn», Ype. Pwihwquu),
Mngh («fGhebnuplyutpp Ynhdp», <. 2ninbpdwu), Lwphuw («Uuodhwnx», U. Ouwnn-
pnyqulyh), Nwnunbunwu («Qpuunyg quugp», <wniyundwl): <wonpn pwwnbpw-
opowuntd nbpwuwunthhu Ypyhu woluwwnnud £ Lnp-Lwfuholwuh pwwnpnunt’
nbdhunp W uwqdwybpwhs Funpg MbGwnpnujwup hbwn, nwd hbGn nbpwuwunthhu
niubp punhwunip ywwlbpwgnwubp hwy pwwpnup wwwaqwih Ybpwpbpjw:
Uwywju §. Mbnpnujwup wudwdwuwly dwhp thnfund £ dpwapbiph pupwgpp, W
Uwpbtuhlyu hp hwdwfunh puytipubph hbn opowquinpwt £ dtyund nbwhp
Utpuwunpwuwny, Gplwu, Y. Mnihu, Ginype nutund Minynhynd bW Undhwjnid:

Pwgh wmwnwunwynp nbipwuwunthh, pwpgdwusnthh, ntdhunp W nbipnunyg
(huting’ Uwpbupy Unwdjwup uwb hhwuwh Yuqdwybpwhs tp: Un dwupu |
qYywjnud wju thwuwp, np 1908 pwlwupht nbpwuwunthhu ybpwlywgdwynnpytig
Cwyjwpwph pwwpnup, npp 1903-hu hhdub) tp hwy pbdh Gpwfunwynp Mnnnu
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Upwpujwup:  Lwyjwpwph dgbpwlywnnigywd pwwnpnund  ubplujwugnwdubpp
quntd Ehu bpbp |Bqyny’ hwjbptu, Yypwgbipbu, pnipptipbu: <wunhuwupwhu nubp
oning 400 wntin: (Fwwnpnup pwgybg «Ypnp-Ypne» ynnuhiny: Ujunthbnlb fuwnw-
ghu Ghyiph «Ujwquyubipp» npwdwt (wjuntn nbpwuwunthht Yuwwwpnd Ep
Udwpywih ntpp, $pwug Unph nbpp Yuwwnwpnd tp Updsu UpdBujwup), «dwujne-
ohuh quywlutipp», «Ywnwwwu <Gugtin» W wjju:

Cwnpwhwpbind Unpwywu b wuduwlwu dh owpp nddwpniyeniuubp’
1909-1914 pqwywuutph dholt puywd dwdwiwlywhwwnywdnd nbpwuwunthpu
Jepwnwpdwy Ywunuwynp unbndwgnpdwlwu woluwwnwuph' hwunbu quny
dhwdwdwuwy L' Pwpynid, b’ Fhdhund: Uu pwnwpubipnd Uwpbupy Unwd-
Jwh fuwnwgwé nbintinphg hhwwnwydwt £ wpdwuh Lhghwih nbipp” <. UGuylhgh
«3n" tppwu» hwjnup awyh dnnpdubpny pbdwnpwsd ubpluwjwgnudnud, b Qni-
(hbwnh nbpp «ndtin W &niptiv» nnpbpgnypjwt dby: Ybpohuu wnwohtu wugwd
hw; pbdnud ubpyuwjwgytg Uwebupy Unwdjwuh owuptipny: Sfuwynp nbpbipnud
hwunbu thu quwiphu fudph jwywgnyu nbpwuwuubpp' Nndbn' U. Swhluwpeniup,
Utpynighn' <. 2Quph$jw: Swhiuwpniup-Unwdjwu gnygp hhwgdniup wnwywg-
nbg ph$huwhw) putwnwwubph opowunud. «...pb" nihbinp, " Nndbinu hw)
ptdh ypw hwudhtuu op. Unwdjwuh b w. Swhjuwpniunt hwonn wpwnwhwjnhs-
ubpu thu gub: Op. Unwdjwup wnybg pupny wjwwnnuwlwu uppn wju dwpduw-
gnudp, np Ghpuwhpp 2nihtwnp dbe Ep qdwagnbip [9, ko 3]: «Uwpbuphyp hp nbpw-
Ywuwwpnudp gbintgyniejwu W uppnipjwl wuwmpéwuh hwugptg: Lw hp dhpptpp
sh wotuwwnnd wdbuwfupwn swithtpny owhwgnpdt: Unwdjwup b Swhiuwentupu
hwpdwp gnyg GU wjn pniptinwihty qnyq dwpnip hnghubiph whwp wwwnlybipug-
ubnt hwdwnp» [2, ko 4]:

1911-1912 pp. Uwpbuhy Unwdjwuu pungpyywsd Ep Odh Ubnwjwuh' (h$ih-
unw Yuwqdwynpwsé pwwnbpwiudpnd: Uwlwit wudtwlwu ndpwfunnieniup
funspunnunbg wouwwnwuph hpwgnpddwup. hhjwunwungnid hwjnuywsd wdniu-
untu futwdbnt hwdwp nbpwuwunthpt unpwyywd Ep pnnubp pbdp: Unnithwu-
ntipd, pwqiwehy upunwgwy puytpubph b pwpbywdubph wowygniejwdp' upwu
hwonnynw £ hwnpwhwpb] wjn dwup thnpényeniup, U 1912 pqwlwupu nbpw-
uwunthpu dhwuntd £ Pwpynid gnpdnn Uppwunyoh pwwnbpwfudppu:

1912-1913 pqwlwuubph Pwpyh pwwntpwopswup tpwuwynpybg vh pwwnbip-
gniejwu pEdwnpniejwdp, npp hw) pwwnbpwubp hwuwpwyniejwu hwdwp nbw-
Jwu dwdwuwly nwpdwy hhwgdniuph, hhwupwihnyewl, pwdpwuwuph b gn-
ytunh wnpe: Wn gnpdp Lunt Cwuph «<hu wundwdubip» npwdwu Ep: PGdwn-
pnueNut wpdwuwgwy wpwdwgdnpbt hwywnhp wpdwqwupubiph, Yuwpdhpub-
nh, wotunyd pwuwybbtiph wnhp nwpéwy L wpdwuwgwy unyp puliwnwwnnie-
Jniuutiph. dwdnyp htintinjwé Ep wwpwywpdhp hnnwdutinny, gnytiunp b htg-
uwuph funuptipny: «Unynpwpwn |nin, wunnpp nt dwhbéwgwd hwy hwuwpwyw-
Ywu Yjwupp, npht 2wwn phs £ hwonnynwd owndti| wnbinhg, widd wwpnid £ nbu-
nwihu pwny... fuwunipubpnd nu wubpnwd, pwwpnuubpnd ne Gwywpwuub-
pnud, dnnnwpwutbpnd nu thnnngubipnud, wdbu wnbn dhwy funuwygniejwu
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wnwplywu «<hu wundwdubpu» Gu: Unnwgwd £ wdbu huy' pnpuw nu wywunb-
pwqd... wdbu inbin «<pu wundwdubtiph» nght £ uwdwnunid» [6, ko 4]:

Uwptuhy Unwdjwup «<hu wundwdubpnd» dwpduwynpnd Ep Ubnugh
Ybpwwnpp, npp nwpéwy upw nbpwgwuyh nuthubwyuwyp, huswbu twl «Yupw-
wh tpgp»' yepouwwuwwbu wdpwgnbing nbpwuwunthnt wuniup hwy pwwpnup
wwwndnyqwu tobipnd' npwbu nwpwulygph wnweunthp' odinjwsd nbpwuwuw-
Ywu unipp, [hphyulywtu uywpwgpny, htnne hngblwu ohlwgnwiutphg, dwypwhbn
wnnplnuiubiphg, unynp pwgbint Ypwwph, hpwyhtwyh funppwjht Gupw)bip-
wnbipp: «Gu nbn s6d wnbub) n's dh Gpypnud, ng dh pwwpnund winpwu |niwynp
hwytpdwhwpu, ng b ub 6d n's dh wndwynud® wyinpwt pwfudwihg dpdniugh
pnyYswup» [13, to 332-334], - Ubnwjh nbpwlwwwpdwu Jwuhu gpnud £ 4. Pw-
thwqjwup: Ubnwih Juwwpdwu dbe funwgt| bhu uhpn, glintigyniejwu, (nuwynp
Ywuph wwwnytiputipp:

Upwnhunh Juplnpwagnyu hwnwupoubiphg dbyp ptipbu dowlywd dwjuh,
funuph wwpwhwnpu £ hwdwygwd wjwunply swnpdnwdubiphu, ubipphu nu wp-
wmwpht hnyjws uywpwagpny: tunubind Uwpbupy Unwdjwuph dwupt' 4. Pw-
thwqjwup uonwd k, np «uw hwpnww Ep dwjuwiht puqdwynndwuh nhwwwan-
uny, npny U hwuunw Ep pbdwlwu funuph wnwybjugnyu Unuwtuwynpdwun:
“uwny b UwpbuhYyh 2nippbiphg hwyptuh pwppwnp hugnud Ep shpludwd 2pb-
nniRjwdp, unyuhuy ownwnubphu uppbh nwpsuting dbp |Ggnw, b hwunhuwwnb-
uhtu hwugund nbph hngbpwuwlwu uppnigyniiutiph wdpnng quwddwu wjuwbu
huwnwy nt hwdnghs, huswbu ng np dbp pGdnid» [13, Eo 332-334]:

Uwpbupy Unwdjwup unbndwgnpdwlwu ninnt bu d&Yy Ywpunp thwun |
Jd. §npbh «dwnwwn» npwdwih pbdbip, npp pGdwnpbp Ep Oyp Ulinwdjwup:
«bwniuwnp» Yndwynghghnt wnnudny pwywywupht dwywntt unbindwagnpdnipe)niu
£ «dwnwnh» ubiplwjwgdwu nhinnnubpu nu dwutwyhgubpp Gplwp dwdwuwy
Upyunw Ehu, np «wju pE pun pEdwnpnipjuu, W pE pun Yuwnwpdwu bwiuwun-
ytvmwywu pwwpnup thwyntu ubpluwjwgnwiutiphg tp» [11, Lo 46]: Uwpbtiuhy
Unwdjwup Yuwwwpnw Ep Uwpguphwh nbpp: Cun whbup' uygpnd Uwipquiph-
wp 18-pn nwpph wuwug punpn wwpgniuwy ubpwofuwphny, wunwoéwywtu,
uhpwwnnsnp, dhwdhw wnohy b, uwlwju unbindwagnnpdnipjwu undbih wnwugpnid
wwpnd £ pwdwlwupt npg qupqugnud’ Jepwinfudbing nidbin ne hdwuwnniu
Yung: Uju nbpwlwwmwpdwu ybpwpbpjw) «Tudnncckuii nuctok» phipep gpnud k.
«Shyhu Unwdjwut wugniqulwu Ep»: Cun bu dbYy wpdwquuph' «Uwpgwphwnp
ntpnw Uwpebtupy Unwdjwup ebplu wnwoph wuqwd hwwbu Ywpnnuguwy
hpwywuwgub wju, hus wnhwuwpwly wdbuwndwpu £ wpdbunnd® Yepwywpp
wwwnybtipt hp qupgugdwu dbg: Ujuwbu wub|, np ubipluwjwgdwtu uygpnd L
ytipgnud Ypwwpp hwwuwlwu mwywynpnyeintu ennup» [14]:

1914 pywlwuhu Uunwjwu-Rwph$jwt pwwnbpwiunwpp, nph Juqgdnd Ep
uwl Uwpebuhy Unwdjwup, ubplwjwgptight «<ptu wunywdubipp» Pwpynwd b
Pwpnudnid, npinbinhg nbGpwuwunthnit 6wuwwwphnw BU wnwuduwyh fuwunw-
qunnigjwdp: <pwdbonph Ehu GYL puswbu wnbnh hwbpp, wjuwbu £ Ypwgh,
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nnw, hnyu pwwnbpwywu gnpdhsubip, pwwnbpwubinutip: «Gwwn quuwmpnynpubp k
punntub] pwenutght, wotuwphh htnwynp wulynwubphg Yws towuwynp nb-
pwuwuubph § dwuwwwph npb| pwenudbght, pwg Pwenwh twjwhwughuwnp
Gpynt nbwp £ hhond dhwyu, Gpynt Yhu-nbpwuwup hpwdbownp. dayp' Uppw-
unyph, Jinwip' Uwpbuhy Unwdjwuh» [14, ke 37]:

1914 pwlwuhu (Gh$jhund |Gh gpnn b. dnywduynt «Epnu b Muhfubiw»
whtund Uwpbuhly Unwdjwup Ywuwwpnd Ep Mupfubh nbpp, nd hGnhuwyp
wwwnybpnw £ npwbu wuphd punejwt hwpwquun quyuwly: «Muptubh nbpp Yw-
wmwnbg Uwpbupy Unwdjwup, hpbu hwwnty unphpny, wwynny nt hdwjsnie-
jwdp: Muppubh Ywwwpbwwbu hwenn wwwlbpwgnuing' upw Ywuph pninp
YEpwwpwuwhnfunugyniuubiph dbg' w. Unwdjwup gbnwpybunnpbu d6s hwényp
wwwbwnbg hwuwpwynyejuup nt wybh hdwihs Ybpwny wwwgnigtig, np hp
wmwnwunp puwy [Gwgwsd sk npnp swpinuubpnud» [3, ko 4]: (Fhdhund wugywg-
pwdé fuwnwopowund pEdwnpwsd whbuubiphg wnwuduwyh nwnpnypjwu Gu
wnpdwuwgb] «dwuwyp» (" Hdhpgwu), «Lwdnwp» (U] Chpdwuqunb), «nu
dnwwup» (d.P. Unjhtip), «Ttwdwéwunyeniup» (Snid. Unwdpwwnny) b wyu: Upu
pwwnbpwopowun Uwpbuhy Unwdjwuh fuwnwgwuyp puqiuqu £ ywndw-
Ywu npwdwubphg dpusl updynipunwywu gnpdtip: Udbuwwnwppbp punpnanud-
ubp' ubphjnudwsé hhwgdniuph nt ngunpnuyeywt funupbipny, Ywpblh £ Yupnw
dwdwuwyh dwdnyh funttwgwsd tobipnud, npwnbinhg i Yybip £ hwnund wju quipdwuw-
(h htwwpnphp Yung ptdwlwu wwwlbph nipdughdp. «Lnyuswih gbintighy, unyu-
swih ginwnpybunwywu tp Unwwup nbpwlwwnwp Unwdjwup fuwnp» [4, ko 4]:

(¢h$ihund wjwpwnbiny pwwnbipwopowup' funwpp delunid £ Pwpnt, npnbin
Uwptuhy Unwdjwup fuwnnd £ Jdh pwup nbp' 2Guwp («Fwdwbwunipnius),
Upypu Ubinw («<hu wuwnmywdubp»), <ninhp («<Uwwnwuwih wowytipnx») W ytipohu
nbpp' Uwunnijuin Ynyu («Uwunnijun Ynyus). upw fuwnh ybpoht pwwnbpwfun-
uwlwup. «Uwunntfun Ynyuph nbpp Yuwwwpnd tp w. Uwpebuply Unwdjwup:
Gpwqlnun nL pupniy Ep uw hp nbipnud» 1, £o 4]:

20-pn nwpwuyqpp hwy pwwnpnuph wnweunthp Uwpbtuhy Unwdjwup «Uwlu-
nntjun Ynyu» ubpluwjwgnuihg wdpuubp wug Jwiubwuybg Pwpyh Pwjwluwuh
hpjwunwungnw: Ywdwnwd hbnwuwiny Ywuphg' nbpwuwunthhu wulwwnwnp
pnntig pwqiwphy Spwapbp, tywwwlubp W Gpwqwupubp, vwlwiu upw wp-
ytuwntu wn wjuop Ytunwuh £ U owpniwwynid £ wwpb pp ennwé hbwnwagdny:

Gqpulwgnipiniu

Wjuwhuny, 19-20-nn nwpbph uwhdwuwagdnud hptiug ninhu uluwd pwqlw-
phy Uowuwlwih wunuubiph owppnwd hp nipnyu nbinu £ gpwnbigunud Uwpbuhy
Unwdjwup: Nwnuuwuppbind tpw pwwbpwlwu b hwuwpwwywu gnpoént-
ubinyeyniup' Junwhnpbu Yupbh £ wunby, np uw 20-pn nwpwulgph hwy pbdhp
wnwounthhtu kn:

Uwpbupy Unwdjwuph nbpwgwuyp pwqiwquwu k. wjunbn pungpyywsd Gu
nbpbp Pt nwuwlwu b pE wqgwihtu npwdwwnnipghwihg: Hepwuwunthnt unkin-
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swanpdwlwu ninnt hwonnnypjwu dwuht £ Jyywynd wju thwuwnp, np hwy pwun-
pnup gpbeb pninp wywuwynp gnpdhsubinu hptiug hnpwagpnyeNuutpnd hhw-
gwywu punpnonudutipny Gu funub] Upw wpn$btiupnuwihqdh, funuph L Gwjup
dowyywodnipjwt nt gtinkgynipjwu dwuhu:
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TBOPYECKMIA NYTb CATEHUK AJLAMAH (KPATKWIA OB30P)
CYCAHHA BPUKAH"

Ins uutuposanua: bpukan, CycaHHa. “TBopueckuii nyTb CateHuk ApamaH (kpaTkuit 063op)”. Uckycem-
sosedyeckuli xypHan, N 2 (2022): 268-277. DOI: 10.54503/2579-2830-2022.2(8)-268

OcHOBHoOi OTANYMTENBHOI 0COBEHHOCTBIO apMAHCKOro Teatpa koHua 19-ro Beka
ABNAOTCA POPMabHO-3CTETUYECKME MOWCKW. B 3TOT nepuog, rpaHuubl apMAHCKOTO
TeaTpa OXBaTblBalN HE TOMBKO MPOBUHLMWN UCTOPUYECKON POAMHBI, HO W MpoCTHpa-
nucb po Mockebl, KoHctaHTuHonona, Tudhnuca v panee, rae Ha cyp, 3puteneii 6bino
NpenCcTaBNeHO MHOMECTBO TeaTpasbHbIX MOCTAHOBOK C yyacTWeM TanaHTAUBbIX ap-
MAHCKUX aKTepoB U akTpuc. VIMeHHO B 3TOT Mepuof Havanacb akTepckasa kapbepa
CateHnk ApamaH, KOTOpYlO MHOrMe cUMTanu He3ameHWMO aKTPUCOW apMAHCKOro
TeaTpa. CaTeHnk ApamsaH Obina ofHOW M3 HEMHOrMX akTpuUC, MONYYMBLUMX XOpoLLee
obpasosaHve. byayun cneumanuctom pogHoro Asbika, oHa nepesena bonee pfecATKa
nbec, B Tom uncne «BonwebHyto ckasky» W. MoTtaneHko, «McToputo opHoro 6paka»
H. Anexkcanpposa, «Becenbe» A. lUHuunepa, «Ha rpaHu cnaebi» K. lamcyHa u gp.
AKTpuca ABNAETCA aBTOPOM MEPBOr0 KWHONMMOPETTO MO CUMBOJUCTCKOW rbece
M. ManBensaHa «BonwebHas ckaskan.

’Kn3HeHHbI n TBOpYeckuii nyTb CaTeHnKk AfamsaH NpuBaekany BHUMaHWE MHO-
rMx uccneposateneii B cdepe TeaTpaibHbIX U3bickaHuii. [lpy3bA, pOACTBEHHUKK U
KOnnern ynoMuHanu o Heid ¢ BocxuiieHvem u ntobosbto. OpHako, BceobbemntoLero
uccnenoBaHusA, Kotopoe o6bACHANO Obl ee akTEPCKMA MOPTPET, IMYHOCTb U BCe ac-
NeKTbl TBOPYECTBA, a TaKke yKasbiBano Obl Ha BaxHble Guorpacuyeckue noppob-
HOCTM, B HacTOALLLEe BPEMA He CYLLECTBYET. YUnTbIBaA BaXHOE 3HAUYEHWNE TBOPYECKO-
ro nytu CaTeHuk AjamAH B Jene fanbHelillero pasBUTUA U CTAHOBEHUA apMAHCKO-
ro Teatpa, NMpaBOMEPHO YTBEPM¥AaTb, YTO MCCNeOOBaHWe OEATENbHOCTU aKTpUCbl B
UCTOPVM @apMAHCKOTO TeaTpa Havana MpOLUIOro CTONETUA, €€ TBOPHECKUX NMPUHLMMNOB
M 0COBEHHOCTEN aKTepCKOro CTWAA, Ha CErOAHALUHWIA [eHb ABNAETCA BMOSHE aK-
TyanbHaA 3afayvei.

Knrouesbie cnosa: CateHuk ApamaH, apMAHCKWIA TeaTp, TeaTpaibHasA MocTa-
HOBKa, HEOPOMaHTU3M, CLEeHUYeCKan [LeAaTeNbHOCTb, TeaTpaibHbIi CE30H, aKTpuca.

" Couckatenb kacpeppbl Mictopun u teopun nckyccts, EpesaHcKkoro rocynapctseHHOro
MHCTWUTYTa TeaTpa U KuHo, brikyan@mail.ru, cratba npepcrasneHa 07.09.2022, peueHsvposaHa
07.12.2022, npuHaTa k nybavkaummn 20.05.2022.
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THE ACTING CAREER OF SATENIK ADAMYAN (SHORT REVIEW)

SUSANNA BRIKYAN"

For citation: Brikyan, Susanna. “The Acting Career of Satenik Adamyan (Short Review)”, Journal of Art
Studies, N 2 (2022): 268-277. DOI: 10.54503/2579-2830-2022.2(8)-268

The main distinguishing feature of the late 19th-century Armenian theatre is the
formal and aesthetic search. It was a time, when the boundaries of the Armenian
theatre included not only the provinces of the motherland, but also extended to
Moscow, Constantinople, Thilisi, and other places, where many theatrical performances
were presented with the participation of talented Armenian actors and actresses.
Satenik Adamyan’s acting career began precisely during this period; later, many
considered her the first lady of the Armenian theatre. Satenik Adamyan was one of
the few actresses who received a good education. Having an excellent command of
the Armenian language, she translated more than a dozen plays, including I. Potapenko's
“Magic Tale”, N. Alexandrov’s “The Story of a Marriage”, A. Schnitzler’s “Fun”,
Knut Hamsun’s “On the Edge of Glory”, etc. The actress is the author of the first
film libretto based on the symbolic play by M. Manvelyan “Magic Story”.

The life and creative path of Satenik Adamyan attracted the attention of many
researchers in the theatrical field. Friends, relatives, and colleagues of the actress
spoke of her with admiration and love. However, there does not exist a
comprehensive study that would explain her acting profile, personality and all layers
of creativity, as well as point out the important details in her biography. Taking into
consideration the significance of the creative path of Satenik Adamyan in the further
development and formation of the Armenian theatre, there are reasonable grounds
to state that the study of the role of the actress in the history of the Armenian
theatre, her creative principles and acting style features, is quite actual today.

Key words: Satenik Adamyan, Armenian theatre, theatrical performance, neo-
romanticism, stage activity, theatrical season, actress.

" Yerevan State Institute of Theater and Cinema, PhD student of the Chair of the History
and Theory of Art, brikyan@mail.ru. The article was submitted on 07.09.2022, reviewed on
07.12.2022, accepted for publication on 15.12.2022.
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Uttw WTHUU3UL, Updphubk AULUSUL, Lnthqu Rbjpwnwu. fudpwywpp b
dwuywywndp, bplwu, <L GFUU «Fhwunnienitu» hpww., 2022, 64 Ly:

Pwbwh pwnbp' Lnhqu 2bpwnwu, fudpwjwp, dwulwdwnpd, bpgswiunuip,
funphpnwhw) Yuwwnwpnnuwywu wpybuw, fudpbpguht wpybuwn, LEuhuwywu:

2022 . << GUU wpybuwnp puunhwninp
ghunwlwu funphpnh npnadwdp << FUU «Gh-
wnnRjntu» hpwunwpwysniginiup nyu pudw)tig
wpybunwghwnnigjuu eEYuwdnL, u. Upnyjw-
up wudwu hwjywywu whnwlywu dwulw-
qupdwlwu hwdwuwpwuh nngtun Uttw
Unwdjwup U fudpwywn, Ujnwfubup Lnindhg
Uwpuhdhjwuph wudwu hwdwpuwpwuh dw-
IR LTS ghuwnpnu Updhut Pwpwjwuh «Lnthqu R2bj-
UL IERUSUL pwrwu. fudpwywpp b dwuwywnpdp» ghppp:
Spph fudpwghpt £ YUU wpybunh huuwnp-
wnunh nuopbu, wpybunwghwnnyejwu nnlwnn,
wpndbunp Uttw Uuwwpjwup, huy gpwfunu-
253E@UL3UL ubipp' Bpwdounnyeiwu pwduh wjwg ghunwotuw-
hURLLUNE b UULYULURdD wnnubp, wpybunwghwniegjwu ebluwsdnubp
SwpelUhy Swiuynyywup b Gwywub Udhpwnjwup:

Jwuwmwwrwwn fudpwywp b dwujwywnd Lnthqu Rbjpwnwiut wunippwiw-
(h wjwun nwh funphpnwhwy fudpbipguwiht wpybunph qupqugdwt puwgquyw-
nnw: Uwutwghnwlwu wuwywpbq dnubing 1950-wlwu pp.' tw fudpwdwpw-
Ywu-dwuywywpdwlwu gnpdniubingeniu £ dwywitp LEuhtwywuh ($ndph) b
Gpuwup Mndwunu Ubhpjwuh wudwu Gpwdonwywu nunwuwpwuubipnud, nb-
Ywywnb| hupuwgnpd tipgswludptin, npwbu fudpwywn wofuwwnb) £ <wjwunwup
whnwywu wjwnbdhwlywu Ywwbjwnud, hbtnphuwyb] dbpnnuywu dGnuwpy-
ubip: L. REjpwnwup dJwutwghunwlwl nwuwpwuhg nnipu Gu GYG| hwy fudpbip-
qwjhu wpybunh qupqugdwu gnpdnid hpbug wywhy ubpnpnwiu niubgwd pwg-
dwpehy nwnwunwww fudpwywnubp:

Spwfunuynn wotuwwnwupp L. 2Gjpwnwuhp Yjuwupu ni gnpdniutiniginiup |ni-
uwpwunn wnweht dtuwgpnieniuu £ U udppqwsd £ upw Sutunywu 95-wdjw hn-
pbtywupu: <bnhuwyubph hwdwp nwnWdbwuppnwu wnpnp Gu dwnw)b|
L. RbGjpwnwup wuduwlwu wpfuhyh unebpp, wn pynd’ bwdwlubpp, |ni-
uwulwnubpp, nuwunnubph, gnpdpuytiputph W puwnwuhph wunwdubpph hnbpp,
dwdnih wpdwqwuptbpp, hwdbpqwjhu wgnwgptpp b dpwapbipp: Lawd ujni-
rEph dh dwup hpwwwpwlydby £ gppnud:

Shppp pwnyugwd £ «Lwluwpwuh thnfuwpbu» funpwghpp Ypnn ubpwdw-
Ywu pwduhg U &g gniutitinhg:

LNkh2U
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«Lwfuwpwuh thnfuwpbt» pwdund wdthnth ubiplwjwgynd £ hwy fudpbp-
qwjhu wpybunph duwynpdwu ninpht' uyuwd upw hhduwnpnwihg (XIX nwph
ytipg) dhusl funphpnuught opgwi:

Spph wnwoht gjfunud («Uwutwghunwywu duwynpdwtu b ujwgdwu ninhu.
fudpwywpwlywu b dwuywdwpdwlwu gnpéniubinyejwu uyhqpp») L. Rbjpwnw-
up wuduwlwu Ywuph giiuwynp hpwnwpdnyeniuubphu gniquhtin nipugdyntd
E upw Jwutwghunwlwt Yuwjwgdwu pupwgpp: Gpuwup Yndhunwup wujwu wb-
wmwlywu Ynuubpjwwnphwih deubpgbignnniejwt  pwdund nwwubing  (1945-
1948), wjunthtinl' nhphdnp-fudpwywpwlwu pwdhuu wywpunbing hbwn (1954)
Rbjpwnwup npn2 dwdwuwy wotuwwnb] b <wjbhihwpdnupwih wEnwlywu Gpg-
swiudpnd' npwbu tipgsnihp: Uwutwghwnwlwu gnpdniubinggjuu hweonpn thnyp
Yuwwywsd tp LEupuwywuh htiwn (1954-1958): 1958-hg htiinn 2bjpwnwup ybpw-
nwnéb] £ Gpuwu, npntn wybh pwu Gpynt wwutwdjwlubph pupwgpnid
wywnphy fudpwdwpwlwu-dwuyuwywpdwwu gnpdniubnyenu £ dwywibi dwfu-
dwudby b Gplwpwnle hhdwunniegniupg htnn' 1991 p.: Unwohu qifup tgpw-
thwyhs hwndwdnd L. 2Gjpwnwuh nwwunnubph, huswbu twl upw nuwnbp’
Lniut Uwpquywuh W pnnunthnd gpwfunudnn gpph  hwdwhbnhuwy Updhub
Pwpwjwuh hniptph hhdwu Yypw ubplujwgynd £ tpw dwutwghwnwywu L
dwpnywjht uywpwghpp, nph hhduwlwt puniypwgnphgubint GU' pupép wpn-
$tupnuwihqdp, dwpnwiht b wpnhunwlwu hdwpp, gbinwpybunwlwu hb-
nwppppnLgintuutiph (wyu 2powtwyp, hbnbinnuwu ni fupuwn, vwlwju npw htiwn
dbywbn' npwnhp nu upnwgwy Ybpwpbpdnupt hp uwubph, Gpgswiudph wu-
nwdutiph hwunbw, nidtin, YEuunipwiu, nwunniu fuwnujwdpp, gynudpbgniu hw-
nnwy hnwdnpu nu hjnippulwinegniup: U, Pwpwjwt hp hnpbipnud pungdnd £
wmwwhyph dwupwlyshn nbpp Gpwdronwlywu wuwwpbqu puwnpbine b Jwutw-
ghunwlwu Ywjwgdwu gnpdnud:

Enypnpn qund («Uwutwghunwywu gnpdniutinye)niu: LEuhtwywuyjwu dw-
dwuwlwypowup») nwwpwuyn £ L. 2Gjpwnwup’ LEuptwywunud wfuwwnbint
opswup (1954-1958): Ujn wnwphubpht tw nbtywywpt| £ dh pwuh hupuwgnnd
tpgswiudpbp (wn pYnut* U. Lwpwurywuh wujwu dwuwjwpdwlwu huuwnp-
wnunh Gpgswiunwdpp), npnup Rbjpwnjwuh 2unphhy hwub] Gu uwwnwpnnuywu
pwpép dwywpnuwyh, Jwutwygb] dh 2wpp dhongwnnwubph W thwnwuinnubiph:
Leupuwywujwu opowup uswuwynpynd £ uwb L. 2bjpwnwup’ funphpnwhw)
pwdonmwpybunh wlwuwynp ubpywywgnighsutiph, wn pynd’ Upwd huw-
swuinpwuh, Ujtpub) <Gphdjwup, Upwd Stp-<nhwuuhujwuh, Ohwu Fnipjuup b
wjing htwn unbndwagnpdwywu hwunhwynwiutpny nt pthnudutipny:

Spph Gppnpn gintfup («Uwuwywpdwlywu gnpdniubnuggjw hwuntu opowup
M. Ublhpjwup wujwt Gpwdonmwlywu nwniuwpwunw») udphpdwsd b wudwup
fudpwywnph W dwulwywpdh gnpéniutinigjwu wnwyb| hwpnww, pbnniu nt nbw-
Ywtu dwdwuwlywhwwnywsdhu: 1958-1980 ppe. L. Rhjpwnwup wwonmnuwwpb £
Gplwuph M. Ubjhpjwup wudwu Gpudonwlwu nwuniduwpwund' npwbu fudpw-
qwpwnhphdnpwwu pwduh Jwphs, huswybiu twl nGywdwpbi £ nunduwpwup
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Gpgswiunudpp: Rbjpwnwup hdnun nGywywpnigjwdp YniGyunpdp dwutwlygt) §
wmwppbip dhongwnnidutiph, hwdbpqubiph, thwnwwnubiph, dpgnyp-unnigumntu-
ubiph: Gpgswfudph Ginypubpp Nwpwuyt] Gu wwppbpwlwu dwdnyp Eobpnud
(«Udwugupny», «Yndniihuwmy», «Yndundnibig»)’ wpdwuwuwiny pwpdp quwhw-
nwlwup: Uwdnyh' gppnd pipqwd pwnywdpubipnud Ynitynhyh wpdwuhputiph
ownppnd Upynud k, dwutwynpwwbu, unipp, thwihniy, dwpnip nt hwjwuwn
husnnnip)niup, hunnuwghnt hunwynie)niup, Yuwwpdwu wpnwhwjnswlwunt-
[Intup: Gpgswiudph wnwybnueniuubiphg Ep twl hwpnwwn nt pwqdwquu GpYw-
gwulp, npnud ubpwnywd thu hwjwlwu, nnwwlwu, wpldnwbpnywywu
wnwppbp o2powtitbph Bpudounwlwu wpdbunp udnpubp, win pYnd’ hwuntu wpn-
dbiupnuw) Gpgswiudpbiph Gplwgwuyhtu punpn) pwpn unbindwagnnpdniejniutbp:

Thuwpyynn dwdwuwwhwnjwsénd L. 2Gjpwnwup gpwnyb b twl dwu-
Yuwywpdwwu-deennulwu wynhy gnpéniutinyejwdp: 1964-1970 ep. tunphpp-
nwjht <wjwuwnwuh wnwppbp pwnwpubpnd (LEuptwywu, Yphpnjwlwu, "w-
thwt) bw dbpnnwlywu oqunipintu t gnigwpbipt| wbtinh nwnighsubipht, odwunw-
ytif funphpnwwnyniejniuutipny ni udhtwp-wwpwuwdniupubipny:

Luuynn giup Ggpwihwyhs Jwunwd pbpdwéd b RGjpwnwuh sunphwlwwywu
funupu hp 60-wdjw hnpbywuph wnehy Ywqdwybpwywsd dhongwndwup, nphu
htwlnwd & Gppnpn giiup’ «Lnthqu 2bjpwnjwup dbpnqulwlt woluwwnwupubpp»
Gupwpwdhup: Wuwbin hwyhpé ubpyuwjwgwd Gu hdnun dwuwdwndh hbiwn
hwdwhbnhuwynypjwdp unbndwsd nwnwtwdbennulwu dGnuwplubpp' tw-
fuwwntudwéd fudpwywnubiph hwdwp:

2nppnpn gjfunid («Gnpéniubinueiniup wEnwlwu wywnbdhwlywu Yuwbjw-
Jnuwi») ubpyuwjwgynd £ L. 2jpwnwup fudpwywpwlwl wofuwwnmwuph 2pown
Cwjwunwuh whnwywu whwnbdhwlwu bpgswiudpnd® 1970-1977 pre.: Wu Yn-
(Yyunhyph hwdwnp, nph nGlwywpnieniup 1961 p. unwusdut tp <nhwutbu 26-
phojwup, u2dwsd dwdwuwywhwwnywsdp tpwuwynpynwd £ pnint b wipryntuwybin
gnpdniubinipjwdp: Gpgswiundpp hwdbipqubipng hwunbu £ quihu funphpnwjhu
Uhnipjwt puqdwehy pwnwputipnud, inbnh Gu niwbund Ywwbjjwih wnweht wp-
nwuwhdwujwu hynipwiuwnbpp (1974 p.' Lhpwuwt, Spwuuphw): YnGhunhyp bp-
Jugwuynd dornmwlwu wtin qpunbigunn hw) Gpwdonniyejwt nwuwlywuubpph L,
wnwoht hbpphu, Yndhwnwup Gpytiphg pwgh bpwnynd Ehtu hwdwstuwphwihu
nwuwlwu Gpwdonnipjwu gntfugnpdngutip (win pYnwd' L. Jwu PGphnytup hu-
ubipnpn upddnupwu, 4.U. Ungupunph U £ Rbnhngh “Requiem”-ubpp, . Mnuh-
uhp “Stabat mater”-p U wjju): Sknwlwu b wpnwuwhdwijwu Jwdnyp dounwwbu
hhwgdniupny b wpdwqwtpt] Ywwbywih Ginypubinht’ pungdtind Yniayunhdh
pwgwnhy YJuwwpnnulwu Jwpwbungeniup: Gpgswiudph  hwonnnie)niutitiph
gnpdnud php wudhowlwu U gquwih ubpnpnwit £ niubgh] bwlb L. RGjpwnwup,
husp fupuwn pwpép £ quwhwwnyb] dwutwgbwubph Ynndhg: RGjpwnwuh wofuw-
nwlpl pun wpdwuynyu quwhwwnb) b utwb <ndh. bphgjwup’ Ywplnpbing
Upw dtd nbpp YnEYuwpyh Ywunwpnnuwiu Jupwbnniejwu pwpdpwgdwu b
pungpyniu Bplugwuyph dowydwu gnpdnid:

Unybuywghynulyut hwtnbu / Uickyccmsosedyeckuli xypHan / Journal of Art Studies. 2022. N 2



Qpwlununipyniu 281

Spph hpugbipnpn gjjund («Uwutwghwmwlwu gnpdniubnyeniup Gpluwup
Lnwwalup wwup») hbnhuwyubptu wunpwnwpéb) tu L. 2Gjpwnwup’ Lnwwyn-
pnyRjwu wofuwwnmnnubph wwtu Gpgswiunpp nGEYwywptnt dwdwuwwhwwnyw-
dhu (1967-1982 pp.): 1922 p. hhdujws' Lnwwdnpnipjwu woluwwnnnubph (Lne-
uwfuh) wnntup wnwohtuu kp hwuwpwynijwu jwju 2tpnbph Yppwdowynypwihu
qupgugiwt pwnpdp wunhbwut wwwhnybnt bywwnwyny untindjwsd dhwyn-
pnudubiph (Yniywnipwih wnubp, wphdpnyeniuubphu wnpuptp wynwpubn) owp-
pnud U hp gnnpjwu Jh pwuh wmwutwdjwlubpph pupwgpnd hwpnn wywu-
nnyputp Ep duwynpbi: 1929-hu Ywqdwynpyty b Lnwwgtuh wmwu hupuwgnpd
Gpgswiunwpp (Nwinigsh wwu Bpgswiundp), npp fudpwywpubph pynd Gu Gnb|
Uwn. Hadnipjwiup, Y. Rwpwpwup, 6. Upniwup, U. Uwqdwuwup, Y. NWp-Cwwnp
W wyp: 1967-hu unwudubing Ynithunhdh nblwdwpnieniup’ L. 2bjpwnwup qup-
qugdwu unp pwth £ hwnnpnb| Gpgswiudpht' hwpunwgubing Gpywgwuyp nw-
uwlwu nt dwdwuwywyhg Yndwnghwnnputipp Gpytipny: Rbjpwnwup nthwyw-
pnijwdp Gpluwup nwinigsh ww Gpgswiunwipp hjinipwfuwntpny hwunbu £ Gyt
Leuhugpwnnid 1969 ., unyu pwlwuhu d&d onipny ugyby £ Yntlwhyh hhd-
uwnpdwu 40-wdjw hnpbijwup: 1976-hu <UL Ynynnipwgh dhuhuwnpnigjuu b
Lwjwuwnwuh Gpgswiudpwihtu puytpnpiut Yuqdwytpwwsd tpgswiudptph hwupw-
whwnwlwu dpgnyentd Nwnigsh wmwu Gpgswiundpt wpdwuwgtb £ Gppnpn Yuip-
gh dpgwuwyp' npuwdwywu wwpglwwpnwng: 1980 p. YntYwnhdp <wjwunw-
und hynippuluity £ Gunuindwiyhwiph Lhptiptig pwnwph «Gowntins Gpgswiudph,
huy 1982-htu wbinh £ niubgh] hwjuwywu Gpgswiudph wwwnwujuwu wigp 2Wb-
funuinuypw, npuntin upwup opowquty Gu dh 2wpp pwnwpubpnud: Lojwsd dw-
dwuwlwopowund Nwnigsh wmwu bpgswfudph hwennnieyniuubipp [nuwpwuyb
Gu wbnwywu L wpnwuwhdwuywu Jwdnynwd, npphg pbpdwd Swywniu pwn-
qwoputipnud  hnnjwdwghpubpp dwwntwtgnd Bu YniGywpdp Yuwnwpnnuywu
pwndp npwyp, hwpnwwn nt pwqdwquu Gplwgwuyp:

Qnph tgpwihwyhs' yagbipnpn gfund («<honnnieiniuubph Shpnid») dblyunbin-
Jwd bu hwpgwgpnygubp L. 2bjpwnwuh uwiuypu nwwunnubph, wn pynud®
Lnwpub Uqupwup, Lnipw <nghwutuhujwup, Upenip <wynpjwuh, Uwpghu
edhpGjwuh, UYypnhs Pupwowujwup, Lniub Ubhpubipjwuph W SYunpg Unipwn-
jwuh hbtiwn, npnup udpwywpwlwu-dwuyuwywpdwywu gnpdniutingeiniu Gu dw-
quinu <&, Upgwfuh W Uthjninph wwippbip Ypposwfuutipnid: Lwfuyhu uwubiphg
Jntpwpwuginipu. hp hnpbpnd  pungénd £ uppbih nwingsh  huujwywu
ubipnpnwt hp dwutwghwnwlwt Yujwugdwu gnpdnwd: Uuuwhdwu uphpnyd nt
Gpwfunhph qqugnuing hwgbigwsé upwug wninnbpnd hwnund £ L. 2Gjpwnwup’
fuunmwwwhwug ni funpwpewthwug dwulwywpdh, thwynu nt pwqdwynndwup
dwutwgbwnh, Uppwqgqwg, hnqwwwp, pwpnuwlwt pwpdp wpdwuppubpny
wnwounpnynn dwpnnt Yepwwpnp:

Qpph ybponw pbpdwd bu L. RGpwnwuh wwpguubph b wwwnyngpbph
gwulp, gpph htinhuwyubph Gpwlunwaghwnniejwu funupp U ogunwgnpdywd gpu-
Jwunipjwu gwuyp:
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Spwfunuynn wofuwnwupt wdpnnowywu wwwnlbpwgnud £ nwihu pwgdw-
Juuwnwy fudpwywpp b Jwunmwlwowwnm dwuwdwpdh Yuwuph nt gnpdniutinie-
jwu dwuhu, pwgwhwjnnud Upw dwutwghnwywu nt dwpnlwiht uupwaghpp,
pungdnid Upw wunipwuwih ubpnpnudp funphpnwhw) fudptipquiht wpybuwmnp
qupgugdwu gnpdnLy:

Qhppu, wuwulws, wpdtipwynp ubpnpnud £ XX nuph hwj Juwwpnnuywu
wpybunh  nwnuwuppnyutu nnpuind: Wouo hwugbwgpqwé £ huswbiu
Gpwdonwagbinubphu, fudpwywpubpht b Gpwdonnyewu ptwgqwywnh wy ubp-
Ywjwgnighsubipht, wjuwbu k| Gpwdonwubip hwupnyejwup:

Gunphwynpnuw Gup hbnhtwlubpht tdwu wpdbpwynp wotuwwnmwuph |nyu-
pudwjdwu wnphy, npu hp wpdwup wnbinp Ygpwnbiguh hwy Yuwwnwpnnwywu wp-
ybtunh wwwndniejwu wpdbpwynp wnpnipubiph gwuyned:

<nwny Gup, np hGunwaquind win gwuyp Yhwdwipdh hwy juwnwpnnuywu
wpybunp  Gpwlunmwynpubph Yuwuptu no gnpdniubinueniup  (nwiwpwunn  unp
w2luwwnniniuutipny:

Qujwubk UUPMUI3UL

wpybunwaghwnigjut pEYuwsdnt,
<L YUU wpybunh huunhwnunp ipwdonniyejwi pwduh wjwa ghnwotuwmnnn
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2022 . hnlywbidptiph 6-7-p Gpuwunw wnbkinh niubigwy «Upnh hw) pwwpnu.
unp dhnnwubip b hhduwfhuunhputp (1990-2022)» dhowqquiht ghunwywu tunw-
opswup, npp Yuqdwybpwb) thu << SUU wpyGunp huunhununp, Ywpowdwh
hwdwjuwpwuh Y5Upnuwywu b Upubywu BYypnwwih pwwnpnup W npwdwjh
hGunwgnwuniejniuutiph YGunpnup, Gpuwuh pwwpnup b Yhunih ybwmwlwu huu-
wnhwnuwnp: Lunwpowuh woluwwnwupubpht dwutwygbght << FUU wpybunp
huunhwnunh ghnwfuwwnnnubpp, nwuwfunuubp GFYMh-hg, Nnw-hwjlwywu
ujwynuwlwu hwdwuwpwuhg, GFYNP-h Jwuwdnph dwutwéninhg, huswbu
twl 6. Qqupbugh wujwu gpwlwunyejwu b wpybunh pwuqwpwuhg, huswbu
twl pwuwfunuubp Ydwpowywihg, Unuywihg, Pwpphghg L Lhnuphg: Luwnw-
opowup Jwutwlhg pwunbpwgbnubph, wpybunmwpwuubph, Gpudonwgbnubph,
pwugwpwuwgbtinubph, pbGdwnppsubiph, pwuwubipubph W gpwlwuwgbinubph
nwnuduwuhpnieniuubiph YEunpnund wpnp hwy pwwnpnup W ppwdwwnnipghwip
unp dhinnwdubipu nt hhduwhwpgbipu Ehu:

~ = -

Luwnwopowtt wsph pujwy wnwuduwyh hwunhuwynpniejwdp: UGS Ep hb-
nwpnppnieiniup pE ghunwsofuwwnnnubph, RE hwunhuwwbuh Ynndhg, husp YYyuw-
Jjnw  wju dwuhu, np wpnph pwwpnup dwupt funupp uwywuywd Ep, b unnwg
hwuntuwgb| tp dGpopjw pwwnpnup hwpgbph 2nipg hwywpybint wuhpwdtiounni-
Eintup: Wu Gu thwuwnnd twl bunwopowuh opbipht W npwupg htwn dwdnyp
htnnwwnwwnbunyewu snwnwpnn wpdwqwupubpp' hinnwwnw U nwnhn nbwnp-
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wmwdubiph, dwdnyh pwqdwpehy hpwwwpwpwynwubph wnbupny (Kwupwihu hb-
nniunwinbunieiniu, <wupwjht nwnpn, «Lnwny hbnnwwnwpuybpnyeniu, «Uqg»
owpwprwpEtpe, «Unwynwn» opwpbpe, «Mtnuhu» Yapwwpybunh hwunbu W wjju):
Pwgdwt wpwpnnnigjwup nnonyup funupny hwunbiu GYwu Gpyph hhduwywu gp-
wnwlywl, unbndwgnpdwwu U Yppwywu Yuwgdwybpwnigintuutph nElwdwpub-
pp: << GUU wpybunp huunpnnunp ntoptt Wutw Uuwwnpyuup Ywplnpbg
wpnh pwwpnupu udphpywsd ghunwdnnndph nbpp. «Ubp wpybunp pninp §jnint-
pnud Ywu U fuunhpubp, W denppbpnuiubp: Uuhpwdbonnyeiniu Yw hwdwfudpdbin
unbtindwgnpdwlwu dpnyeniuubiph hbin W putwpybne dep fjuunhpubipp, ugbint
Gtinppbpnudutipp, wunpwnwnuwnt Jwpwwhpwybpubphu b gunub) n$dwu ninp-
ubip: Wu uunwopowtt wyn wnnwing hpwowih hwppwy b», - wuwg uw:

<L FUU hwjwghwnniejwu W hwuwpwlwlwt ghnnyeiniwutiph pwdwudniu-
ph wywnbdhynu-pwpwininun, wywnbdhynu Snipp Unijwpywup unyuwbiu wuh-
pwdtignnieiniu hwdwpbg wpnh hwj pwwpnup dwuht unp funupp. «LbpYwndu
owwn pwu b thnfudb: (Gwwpnup, pwgh bupbunply hwébih wwhbtp wwpqlbinig
dhown niubigh £ uwb wubhp: <Gug wubihphu £ yGpwpbpnd gindhinfunyggniup' hug
Ehu thnpénud wub uwfuyphund, h’us Gu thnpdnud wubp wjuop: Gu Ywpdnwd Gd, np
htug wju fuunhpu £, np Ynwnuw Uuwnwpowup puuwpydwu Unep: Lhwhnyu
GJd, np ghnwlwu bunwopowuh wpryntupubpp unp onits Yuwu dbp wggquihu
[pwwnnnupt, dbp pwwnbpwlwu gnpdhsubiphus:

Gplwuh pwwpnup b Yhunjh whnmwlwu huunpunninp nblunnph wywonnuw-
Ywwwp Lhihp Upgnudwtywup pwpdp quwhwwnbg ghunwlywu b nunduwyw
Yuwqlwybpwnuyeyniuubph  hwdwgnpdwynuygyniup' hnyu  hwynubing, np tunw-
opswup Ywpnn £ jwy wpryniup nw) 2upniuwlwlwt nwnuwi: Upnh pwwnpnup
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dhouin thunpunnipubiph dbg E Gnb|, npnyhtivl thnpét| £ hwdpupwg pw) b Yjwuph
htiv, npnowyh Wwwnwufuwuubp ww| Ywuph fuunhpubphu, |nwénwubp quub:
Gu sunphwlwnyenu GU hwjnund tunwopowuh dwutwlhgubphtu W hwonnnt-
[pINtu gwulwunwd pninphtu», - wdthnthtg tw:

Jwpowywjh hwdwjuwpwuh Y5unmpnuwlwu b Upubywu GYypnwywih pwun-
pnup U npwdwih hGnwgnunieniuubiph Ysunpnuh nEywywp Uunpty Unulyhup
Uunwopowuhtu Jwutwygnd Ep pE ppple ghvnwdnnnyh qunwiwph hbnhuwy,
pE npwbu pwuwfunu: Lw <wjwuwnwu Ep dwdwub) ny dhwju dwutwlgbnt wju
Uunwopowupt' wpnh hwy npwdwunnipghwihu uphpqws pp pwqdwynndwup
ytpinwdnigjwdp, wjb Ywpowjwinud nyu wnbuwd ghnwlwu hwunbuph 2unphwu-
ntup htug Gplwunw wuglwgubint dnwnpniejwdp: Lw kg, np Uunwopowup
Cwjwunwuph hbn hp wnwoht Uwfuwdédbnunyeniup sk b ybpohup sh |hubinc:
U. Unuygphup ulwwnbig, np wuhpwdbonmnypnit Yw wpdwuwagpbiny, b hus b
Ywwwnpynw pwwnbipwlwu wotuwphnud, gunubint (nénuiubp wnwoluwnwgdwu
hwdwp U hwenpn pwju wub:

Lwjwunwup pwwnbpwlwu gnpdhsubiph dhniypjwt twfuwqwh Swlynp Vw-
quugywutu php funupnud wybjugnpbg. «Gu Yuulwd sniubd, np wju ghrnwlwu
Uuinwopowp |nipe  wignbignipniu Yennuh  dwdwuwlwlhg pwwnpnup Jpw'
uywuwnp niwbuwny, np wju wpniuwywlwu § |hubny, hbnwquind Yupnn E ngpe
putwpynudubph wpnynwup nwnuw| b wowygh| wpnh pwwpnup qupgugdwups:

4. Unwnniyjwup wujwt wqgquiht wwnbdhwywu pwwnpnup wnuoptu
Jdwpnwu Ulpngwup ugbg. «Lhwhnyu Gd, np wju bunwopowup wbwnp £ nw
unp dwpbip, unp qunuiwpubp, wnnne putwnwwnieiniu: Ujuonp dbup niubup
owwn wybih 46 huwpwynpniejniuutip woluwphh htivn hwpwpbpgtiine: Utq dunwd
E wnwyb| wdpwgub| dbp dninbignuiubpp»: Lw hp funupt wwpunbg' Punphwyn-
ptny W gunphwlwiniejniu hwjnubiny tunwopowup Yuwqdwybpwhsubphu:

Gpuwuh Uy Uybunpwpjwup wuywu owybtipwih W pwitinh wqqwjhtu wywnb-
dhwywl pwwnpnuph wnuoptt UYwpbu Fnipqupyuup, nnontubind  ghunwywu
Uunwopowuph Yuqiwlbpwhsubphu U Jwutuwlhgubippt' uobg. «Ubup wbwp &
wbutbup fuunhpubinp, Jww funubup dbp futnhpubiphg, huy tpp fuunhpp nbuw-
ubh £, whwnp £ wudhowwbiu (ndnid mwp»: Lw ugbig owbipwiht pwwpnuh wngl
Swnwgwd fuunhputiphg dh pwuhup, npnup ybpwpbpdnud Ehu pE ubpphtu Yuw-
nwjwpdwt funhwunght, pE hwwlwwbu nhphdnpubph ubpunwihinfunyejwu
hwpgbphu: Y. tnipgqupwup Junwh E, np wbwp £ bwuwwwwnpwuwnb) pwwnpnu
GYnn hwenpn ubipunhu:

Luwnwpowuh wnweht' «Upnh hwy pwwpnupy» (hwdwuwfuwgqwhubp® Uwub
UYypwngwu, Uuny Uuhpbljwu) thunnd wnwohup << GUU wpybuwnh huuwnp-
wnnunh wywg ghnwfuwwnnn, Gpuwuh pwwpnup b Yhunh wybwmwlwu huuwnp-
wnunh nwuwfunu, wpybunmwghwnnpwu pYuwsént, nngtun Wuny Uujhpbljw-
up ««GN3» pwwnpnu-jwpnpuwnnphw. «Uquwn pwwnpnu» dnnbind wnwoht pwwn-
pnup <wjwunwunw» gtynigndu Ep: <wy dnnndpnh unpwgnyt wwwndniejwu
wdbuwdwup wnwpbrybphg Jdeypt' 1988 pYwlwupht, Gplwund pwgytg unp
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pwwnnu, npp hwunwnybg Uniunniyjwiuh wudwu wbnwlywu wlwnbdhwywu
pwwnnuh dEnuwhwpynid: «Snp» wuwunwiny (gniniejntt, (hubihnyeniu, Ytgni-
pIntl) wju' <wjwuwnwunwd hp nbuwyh dby Gquyh pwwpnup, pE PwnpNU-jwpn-
pwwnphw tp, pE huptwlwnwlwpdwu dbpnn Yhpwnnn wnwohtu pwwnpnup:
(GFwuwpnup hpduwnhp snpu Gphunwuwpn pidwnphsubpp’ Updbu Uwqdwuywup,
Upubu Uppwhwdjwup, Uwdunu Unbthwujwup b Uppniyp Uwhwljwup 4énb| bhu
Lwjwuwnwt  ubpdndt] funphpnwiht Bplwejw Jwpwgnyph wwwbwnny  hw;
hwunhuwwnbupt shwuwdé hwdwotuwphwiht  thhihunthwjwlwu, pwnbpwywu
wywugquwpn wpngtuutipp: LepYwjwgubiny pwwnpnup unbnddwt wwuwndnyeniup,
wugwd ninhu U denppbipnudubipp, U. Uujhpblywuu wdihnihbg. «(Gwwnpnup 2010 e.-hu
whbnwywu Ywpquyhtwy & unwund: Wuop pwwnpnup 34 tnwnblywu £ W hwdwipywsé
nbpwuwuwlwu unp ubpniunubpny, unp fuwnwgwuyny' swpniuwynd k£ unbin-
Sdwgnpdt] hwjwwnwphd duwiny hp bwutwywu gunuihwpwlywu Spwgphux:

Gplwuh pwwpnuph L Yhunh wEnwywu htunpunnunh wpybunp wywwndne-
pjwlu L wnbunigywu wdphnup Jwnphs, wpybunwghwnnyejwu nniwnp, wypndbtiunp
Qphgnp Opnnyuup «Upnh pwwpnuph nhuynipup» pwlwfununipjwu dtie ulw-
wnbg, np wpnh pwwpnup fuunhpt £ untindt] wnwybjwagnyuu hwjwuwnh hpwlw-
unieyntu, npp hwunhuwwbuhu ey £ wwhu ny Jhwju wquun nt wuwoywun
hGwnlb| gnpdnn wudwug wpwppubpht bW ppwnwpdnienuutppt, wyl ghwnwygb)
wju unp hwugqwdwupubipp, npnup eGlwnpnwd BU npulinpt] hwdwwwwwufuwu
Juppwghd: «lwjnudbing wyn unp ppwypdwynd’ tw wpnbu ny ph wnwoyw
wbu, nwhhthg htppwywu ubplwjwugnd £ nhunwd, w) dwdwuwwynpwwbu
dnunp £ gnpénid dph unp «puwlwywyp», npnbn upwu gnigb sEhu £ uywundd:
Wuwbinhg ' pwwpnup pninp nhuynipupy npnunwdubpp dJhindwd Gu Yunnigbne
wjuwhup dhowywp, npuintin hwunhuwwnbup dp pwup dwdw pupwgpnd wu-
pnuwgpnu wwph Jhwugwdwiu unp Yuwupny, wub) § pE upw hwdwp Ywupu
wnpnbu wjuwntin b, fuwnh dhowydwjpnid, wj| ns L wjuwnbin, nwhhénud, npwntinhg
wywunwpwp nhwnb|  hnphudwd npudwunpluywu ubpyuwjwgndutipr, - Ggpw-
Ywgntg pwuwfunup:

<< UU wpybunp huunpunnunh wntoptiu, << wpybunh Juuwnwlwynp gnp-
ohs, <wjwunwuh pwwnbpwlwu gnpdhsubph dpnygjwt Jupsnigjwu wunwd, wpytiu-
wnwghunywu nnbunnp, wypndtiunp Wutw Uuwwnpyjwup «Hdhunp Gpwiun Nw-
quugwup W Shgpwu 2nifuwdjwup Yndhywywu owbpwubipp» gtynigdwu dbg
pwgwhwjnbg wju d&d nbipp, npu niubgt| £ Gplwup <wynp Mwpnujwup wudwu
Gpwdonwlywu Yndbinpwih wybwmwlwu pwunpnup gbnupybunwywu nblwywp,
<L dnnnypnwywu wpnpun, <wjwunwuph wbnwywu b << Lwjuwqwhh
dpgwuwyubiph nwiutypp, wmwnwunwynp ntidhunp Gpjwun Mwqwugwup Shg-
pwu 2ntjuwdjwup Yndpywywu owbipwubiph phdwlwt dwlwwnwagpnd: Lpw pb-
dunpnijwdp 2014 pqwlwuh hniujwpph 25-htu, nbwlwu pundhonwdhg htwnn
hwjptupp Ynpypu Ybpwnwpdwy Shgpwu 2ntuwdwup «Ywphub» owbipbinp'
hwjwgywd «LbpGphoh <np-hnp wnw» Yndhlwlwu owbpwu: Ujunthbinl Nw-
quugwup dbnuwdnifu bnwy S. Anifuwdjwuh wnwoht Yndplwlwlu owbpwih’
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«Uphdh» pEdwnpnigjwup, npp wtinh sniubigwy, pwup np 2019 p. hniyhup 30-hu
Ywuphg hbnwgwy Gpdwun “wquwugwup' hp hbn gbpbqdwu wwubing <w-
Jjwuwnwunw «Uph$h» ptidwnpnyjwu ytpohu hnyup...

<< QUU wpybunh huunpwnnunh wjwa ghnwotuwnnn, wpybunwghwnnipe-
Jwu ptYuwsént Uwubk Uypwngwup «G. Uniunniyjwuph wudwu wqquiht wywnb-
dhwlwlu pwwpnup Yppwlywu dpwaghpp» pwuwfununiypjwu dbe hwoyh wnubiiny
wju hwuqwdwupp, _E $npdw b ny Inpdw| Yppwwu hwdwlwngbipnd hus wu-
thnfuwphubih nbp nwh gnupybunwywu Ypenientup, b Yppwlwu dpwgpbpu
wpnbtu wmbwlwu dwdwuwy t, hus nupdb] G dwdwuwlwyhg dowyniewht
hwuwnwwnigyniuubph gnpdniubnEjwtu wupwdwu dwup, uobg, np ubpYunidu
wofuwphh  wnwowwnwn pwuqupwuubpp, gpwnwpwuubpu nu pwwpnuubpp
Spwapbp Gu Jowynd wdbuwwmwppbp phpwiuwihtu fudpbph hwdwp' hwoyp wn-
ubiiny wwpppwjht, ubnwjht L dh 2wpp w) wnwudbwhwwnynyeniuubn: «Gpt
hwjwunwujwu pwuqwpwuubph Wwpwgqwinw ybpoht wmwup wnwphubph pupwg-
pnud Yppwlwt pwgdwwmbuwly dpwgptp Gu hpwlwuwgyt), - Ugkg pwuwfunup, -
www wwwlbpp thndptu wy £ pwnbpwlwu wotuwphnd: Wu wnnwnd 9. Uniu-
nniywup wujwu wqquiht wywnbdhwywl pwwnpnup «twuwpwt+Trwuwlwus
Yppwlwu Spwaghpp Ywpnn b wutwfuwntby hwdwpybp: U. Uypngwup ubp-
Yuwjwgntig 2019-hu dGluwplywd Opwaghpp, punypwgptg npw hnybpp bW pwgw-
hwjinbg qupgugdwu dhunnwubipp: «Gpb wnwohu thnyp twywwnwy niubp dwu-
uwyhgubphu punhwuny wndwdp dwunpwgub] pwwnbpwpybuwnmh ninpunpu, huy
Ynpnuwyppnwwiht hwdwywpwyh dwdwtuwly wngwug wmwppbpwyp (nuwpw-
unud bp <wjwunwuh pwwnbpwlwu Ywupp, www 2021-2022 pe. dpwaph Yp-
quybwnnwd Ep nEpwuwtwywu wpytbunpr, - tuwnbg Uwub Uypnguwun:

<< GUU wpygbiunh htunpunnunh wnwowwnwn ghnwfuwwmnn, wpybunw-
ghunjwu nnunp Lwqbuhly Uwpquyuup «Uonin Uuwwnnipjuuh «Upd$nuply
wwpbpp» qtiynigdwu dby uobg, np 2022-hu [pwgwy hwy wywuwynp pw|bn-
dwjuinbp Ugnun Uuwwnnipjuiuh dutunjwu 85-wdjw hnpbywup: «fdtl 23 wnwph k,
hus tw dbq htwn sk, uwlwju nhwntiin upw unbindwsd pwititmubiph wbuwunyetinp
U dbnwapbpp, npnbin bw gpwnb| £ php pEdwnpwlwu hwibguwlywnpgp, wluhwjn
E nwnunid, b nppwt wpnpwywu Gu upw unbndwagnpdwlwu dunwsdtiwytpwp,
Gpwdronwywu wwpunpwniph funptingpwdhly pupbpgdwu uygpniupubpp, ugb-
Uwpubph pwguwuowuwy puebpgnudp unyuhuy dbp optipni: Lw wunpwnwp-
dwy hbug wn wnwuduwhwwnynyeyniuubppt' Gplwup U Uybunhwpjwuph wu-
qwtu owbtipwih U pwitnh wqqwiht wjwntdhwlwu pwunpnunw 2022 . hnwup-
uphtu ubpYuwywgywsd Uonuin Uuwwnnipyuuh ybipohtu pbdwnpniejwu (1997 p., fluwp-
ynJ)' Ubpgly Nwiudwupundph hwdwun Gpyph Gpwdonnyejwdp  unbndqwd
«Uhddnupy wwpbpp» pwitinh ophuwyny:

G. Qupbugh wujwu gpwlywunyejwt b wpybunh pwugqwpwuh pwwnbipw-
Ywu pwduh Juwphs, GEYNP-h nwuwfunu, wpybunmwghwnypjwi prEYUWSNL
Lwppw Cwhyjwjunywup «fvwn hwunhuwwbuh hbn» pwbwfununyejwu dby
wunpwnwpdwy uwjp-uwytighdhy (site-specific) dwuph npn2 unbindwgnpdnnub-
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nh, nypbp thnpébny upb] hwunhuwwnbuh qqugdniupubipp, Upwug nwpdunw Gu
ubipyuwywgniubphu Jwutwypg: Uju nbwypnd® pwuwfunup nhrnwpydwdp' gbnuip-
bunwywu unbindwagnnpénieiniupg Jw)tip wwpbint thnfjuwnpbu, unptynp pwju-
ynw £ ppwlwt wwpnudutiph dp wbinnwd, npintin Yywupp hpwyw sk: «Uwpnhy,
Jbpp updws nbwpbpnud, wwypnd Bu hngbwu hnygbp' Juiuu ne uwpuwip, wu-
hwuquwnieniup hpwlwu Gu, - ugkg L. Cwhywjwrywup, - uw gbnwpyGunwywu
hnygh nnipu dnnuwu | pwwnpnuhg: <wunhuwwbuh ubplwnyeiniup’ npwbiu np-
winnh, Ywpunp £ pwwnpnunud: Lpw ubpyuwynieinituhg npwuwuph dnn dGdwuncd
E pp unbndwdh hwunby pwjwlwunyewu qqugnuip: <wunhuwwbup pwwn-
pnunud hniquwu GpYfununypjwu dbe £ dnunwd nGpwuwup htwn, Yupblygwup b
wwpnud, pwig nw unyup sk, htus ppwlywu Yuwupnd wwpwdép: SEnwnpybunw-
Ywuhg uinwgwd hwénypp mwpptpynwd £ uwbe upwung, np nhwnnp 2thynid t dh
Ywuph htin, wnbuund dh hpwyphtwy, npintin hupp sk, wju niphoh dwuptu : -
pwuwuh unbindwsd wwuinpwupp wdpnnowunid £ hwunhuwwnbuh hngnud, upw
Gpuwyw)niypjwu 2unphphy: Hpwuwup wbwp £ gnigunph, huYy hwunhuwwnbup
wbwp E nbuth, np «fuwnp» Yujwuw»:

Mnw-hwjjuwywu (Ujwynuwlwu) hwdwjuwpwuh nnw b hwdwofuwphwht
gpwlwunipjwu W dywynyreh wdphnup nngbuwm, pwuwuhpwlwu ghunyeniuub-
ph pEYuwdNL Untw Uwpqupyuup, nd twb Ujwyntwlwu hwdwuwpwuntd wp-
nbu onipg 20 wwph gnpénn «PEU» nwwunnwlwtu pwunpnup hhduwnhp-nbGYw-
qupu k, hp pwbwfununigjwdp pwgwhwjnbkg ubpywubph hwdwp pninpnght unp
hpwlwunieniu: Lw ugkg, np Pwwpnup hwjwunwujwu b Jhowqquiht thwnw-
wmnubiph pwgdwyh nwihutyhp £, dh pwiuh wwph wupundby hwneb| b Mnwpyhu-
Jjwu dhowqguiht «rwph htn hwdpupwg» wpyGunp thwnwnnund, Blwwnbphu-
pnipgh «[Fwnbpwlwu qupniu UPI-2012» XXII dhowqgquiht nuuwunnuywu thw-
nwwnunw: Untw Uwpgqupuip «Nwwiunnuwt pwwpnup npwbu unbindw-
gnhpdwlwu wphbunwung W hupuwnpuunpdwtu dhong» qbiynigdwu dbie ubipyuw-
jugnbg pwwnpnup unbtinddwu wwwdnieiniup, wugwd ninhu, W dbnpptpnwiubpp,
wunpwnwpéwy fuwnwgwuyhu, nip uygpnud pungpyywsd thu nnw b wpunwuwh-
dwijwt nwuwlywu gpwlwunigjwu ubpluwjwgnighsubiph  untindwagnnpdnieniu-
ubp, htnwquwinud pbdnud hwjnuybg dwdwuwlwyhg hwjlulywu b hwdwfuwp-
hwjhu npwdwwnipghw: Swppbp dwdwuwyubpnud pGdwnpytp Gu Sphpnjbnn-
yh, Lepdnuwnnygp, Qngnip, Snipgbulh, 2WGungh, Pnyguyngh, Mnpyhuph, dwu
Uunth, Shwuwngp, dwuhiih, Swpgh, bnubuynjh U 2wwn wy hbnphuwyubph
uintindwagnpoénypniuutinp: (Fwwnpnup unbtindwagnpdwlywu gnpdniubinyejuu Ybip-
(ndniejwu wprynwupnud Untw Uwpqunuup Ggpwwgptg, np «wpnbu duwynp-
qwd hwunhuwwbuh juwpwuh wwhwywundp b unph wynpy duwynpnudp htw-
pwynp £ dhwjt wju nbwpnd, bGeb fuwnwgwuyp ubpwnh wnwppbp dwupbp,
npnup YhGwnwpppptiu tnwpptip mwphph U bwjuwuphpnie)niuutiph wudwug»:

([Gwwpnup gbinwpybunwywu ntywdwpp ghnwdnnnyh Yugdwytipwhsub-
phu udhpbg hp htinphuwlwd «[a 6yner teatp» (EpesaH, PAY, 2017, 288 c.) dwyw-
(ntu b wwwnybpwaqwnpn ghppp, npp uyhpqwd b hwdwuwpwup 20-wdjwyhu:
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<L SUU wpygbunh huunhunnunh wywag ghnwptuwwnnn, wpybunwghwnnie-
jwu eElyuwdnt Lhipp Upwnbdjwup «Uwpwnht Ywpnuwqupuuh Gpwdonnieiniup
pwwnbpwlwu ubpyujwgnuiubph hwdwp» gbynigdwt tywwwlu Ep puunejwu
wnub| b wnweohU wuqwd hwdwynndwuh ubplwjwgut hw) dwdwuwlywyhg Ynd-
wnghwnpwlwl nuipngh Juunwlwawwn ubipywjwgnighsutinhg dayh’ Yndwngh-
wnp, nwouwlwhwp, nhphdnp, Gpwdrnwlywu-hwuwpwlwlwu gnpsdhs, <£ dn-
nnypnuwlwu wpwhuwn, Gpbwup Yndhunwup wujwt wybwnwlwu Ynuubpgwnn-
phwih wypndbunp Uwpunphu Ywpnwqupwuh ubpnpndp punbpuywu ubpluwjw-
gnwiubph hwdwp bGpwdonniypui  unbinddwtu  wuwwpbgnd:  Yndwnghwnpp
Gpwdonnyeyniu £ gpbip 2nipe 150 pwwnbpwlwu ubpywjwgnidubph hwdwp' wyn
pUnd' «Uwlpbp», «Lhp wppw» (punn N Shpuwhph), «Rwy Lwqup» (puwn
. Yadhpgywuh), «Ukdwwywwnhy dnipuglwutip» (puin < Mwpnujwuh) b wyu:
Pwuwfunup ubplywjwgnptg ybipohtu 33 wmwpphubiph pupwgpnd Ywpnwqupjwuh
ubipnpnudtu wyn wuwwnpbiqnid:

Luwnwopowuh wotuwwnwupubph wnwohtu opp tigpwithwyytig Ywhwtu Ups-
pniunt hwdbpgny' Jwuuwygnipjudp «4d6LYES» jwpwihu pwnywyh b <wjwu-
wnwuh dhihwpdnuhy vuqwtiudpp $iGjrnmwhwp Lwpby UJwgjwuh:

<nlunbdptiph 7-pu, Lunwopowup Gpypnpn’ «Upnh hwy npwdwu» uhunnud
(upunp hwdwuwfuwgqwhubp' Ywphub lunnhlwu, Wpwin Pwhwqyu), dwp-
owywih hwdwpuwpwup Ybuwnpnuwlwu L Upubywu Gypnwwih pwwpnup b
npwdwjh hGwnwgnuniegniuubph Yeunpnup nGywywn, pwuwuhpwywu ghunnte-
jnwuutipp pnyunnp Uunpby Unuyypup (LEhwunwu, dwppwdw) «dwdwuwlwlyhg
hwj npwdwjh hbpnup» pwuwfununiejwu dby ugkig, np nwuwlwu npwdwwnnip-
ghwjnd hwéwfu wnyw § hpduwlwund npwywu pungdywd hwwnlwuhoutipny
odinywd hbpnup: Uwywju 21-pn nwph uyqphtu «Lnp npwdwu» thntutig htipnup
hwunbiwy hp dnnbtignidubpp. uw hhduwlwund spowwwinnn wotuwphpht hw-
Ywnpynn wudu k, nw Ywupp |h E wuuywubih hpwnwpénieniiutpny b hwlw-
uniiniuutipny: Uju hwdwwnbpunnd pwuwlunup pwgwhwjntg, rL huswyhup
htpnup b uwjupuwnpnd dwdwuwlwyhg hwy npuwdwwnnipghwu’ htuybing «Upnh
hw) npwdw» (Nowy Dramat Ormianski, red. A Moskwin, Warszawa, 2019, 165 s.)
wupninghwih ypw' dhwdwdwuwy pungdtiiny whbuubph pwqdwdwupniegniup b
pwndp quwhwwwywuh wpdwuwgubin hwy npwdwwnipgqubiph: «Ydbpuwnhu
pbppbiny wupninghwt' bl wuqwd Lu hwdngybigh, np wju hwwnpp ubpluw-
jugunud £ pwpdp gbnwpybunmwywuniyegjwdp whbuubp W Yupnn b pwpgdwuyb
watuwnphh pninp |Ggniubipng b wdbunipbp ubpyuwywuwih |hubp, - hp qbynignidu
wdthnthbg U. Unuyypup:

«[Gwwnpnt» wduwgnpp fudpwghp, pwwnbpwgbn Wjw CEuntpnjuu (Mni-
uwuww, Unuyyw) «<Lbwfunphpnwiht hwy pwwpnup. hwjwgp Unuyjwihg W
Ptinjhuhg» qbtiynigdwtu dbe thnpétg punipwagpt wpnh hwy pwwpnuh punpny
wnwuduwhwwynyentuutipp: Lhubtiind Unuynyjwu hwupwhwjn «2Gundjwt thw-
nwwnup» gjfuwynp thnpdwgbin b hwbwfu nhwntiing htGwnfunphpnwhu Gpyputiph
unp ubpywywgnuiubipp’ pwwnbpwgbnt wju hwdwwnbpunnud pwpép quwhwinbg
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hwj tphunwuwpn nbdhunpubiph wofuwwnwupubpp' wnwuduwgubing upwug wpndb-
uhnuwihqup, Gplwlwniyeniup, punpwsd Unyep, huswbu twb wunpwnwpédwy
hwj nGpwuwunthpubiph wbdwbpwdtunpht, Jwn nwnwunhtu b pungdjwd wuhw-
wmwlwuniginiuubphu: <wdwynndwuphnptu ybpndtingd ybpohtu wwpphubiph pb-
dwnpnipyniuubipp’ Shunbpndwt ulwwnbg, np unbndwagnpdnnubph dby wsph Gu
pulunwd hwwnwwbu Ywuwp, np unp ginwghwniegintt nt pwpd dnwdnnnieintu
Gu pbpnd wpnh hwj pwwnpnu:

«Uwpk-Upnp» dpwiuvhwlwt pwwnbpwlwu dhniygjwu ntdhunp, pwuwup-
pwlwu ghunnyeniuubph eEYuwont Uwpbk hiwswwmpywup (Spwuupw, Lhnu)
«huwnbEywh wugnpnipjwu npwdwu Snipgbu luwugwuh whbuubpnw» gqtiynig-
dwu db ufwuwnbg, np dwdwuwlwyhg hwy npwdwwnipghwind gnpdnn wudh W
ghpdnnnujwt fuqdwu htinnbwupny dwpnp npwtiu Yepwwp gpyynd £ fuwnuyws-
phg U nwuwlwu Ypwwpht hwwnny dwpnyuwihtu uywpwgphg: Nu pwuh np Ytp-
wwph wugnpniejwu npwdwt wnwyb|] gwjnniu npubnpynwd £ Sphgnp fuwtg-
jwup whbuubpnd, npnbn dwpnnt Ypwwph pungdwsd hwnlwuhou wpwnwpht
wo2luwphh hwunbwy Swjpwhtin wuwnwppbpnyEjwu npubnpnudu £, pwuwfunup
uywuwnbig, np dwpnp upw whbuubpnd ny wjupwu gnpénn, nppwu wwuhy, hw-
Jtgnn Ytpwwp £, ng wjupwt Ywupht dwutiwlhg, nppwt nhunpn £

GlauMh-h dwuwdnph dwutwédjninh wnuontu, pwuwuhpwlwu ghwnnieniu-
ubph pGYUWSNL, npwdwwnipg Ef$php Rnhpwpjwup «Upnh hw) npwdwwnnip-
ghwjh dwupwjhu ninnnientuutipp (2010-2022 ppe.)» gbynigdwu dby wpnh hw
npwdwwnipghwih gpwunysh hpdpny wnwuduwgptg dwupwihtu  hhduwywu
npuunpnuiubipp: <wwiny npwnpnenu nupdubing dwupwiht b Gupwdwupw-
jhu dwywpnwyubph hwpwpbpnyeniitutpht b wunpuwnwnuwin wpnh hw;
npwdwwnipghwih mwppbip ubpniunutiph upywjwgnighsubppu (Unwuph Wywg-
jwu, Mbpd 2Gjeniugjwu, Ujkpuwunnp nthgwt, Ywphub Funnhlyjwu, Snipgbiu
fuwugjwu, Unpwyp Unwpwu, Uwddb] Ynuwu, Uwddt] uwjwpjwu, Utwhhun
[enthgwu, Gunpg Uwpgqujwu, Uuwhhn Unwuwpwu, Uutw MGnpnuwl, Mne-
ptu Uwpnijujwu, Upw Gpuowljwu, twyhe Unipwrywt, Nwdw)t; Lwhwwbn-
juu, <wyy <wynpjwu, vwshy 2wihywu, <pwys Pgupwu, Uuwhhun Upthtu,
Upentp Enwp, Ubpuwunp <ndubthjwu, Swghy Ywpwwbunjwu, Qunnpy Uhdnu-
jwu, <ndhwuubu Rbpgnquu, Uuny Uuhpblwu, Ywdpp fuwshjwu W wyp)
pwuwfunut wpdwuwgnpbtg dwupwihu ni Gupwdwupwiht nbnwowpdbpu wju
hwidbdwwnwpwp Yupéd ywppbpwihniyp pupwgpntd:

Yopwuwu-pidwnphs Repwn Puthwqyuuh (Spwuuhw, Pwphq)' «Lwy hb-
nhuwyubpp wpnh dhowqggquhtu pbd pwpépwgubiint wuhpwdtownnieniup» qtiynt-
gnudp udhpgws tp pwwnpnupt ni owybpwiht: Pwuwfunut wnwe pwaotig hwdwy-
fuwphwiht pwuinpnuubpnu ownwn wpunhuwnutiph Ywwnwpdwdp hwjiwlywu whbtuub-
ph W owbipwubiph ubipywjwgdwu wuhpwdbonniejwu hwnpgp: «Utiq wuhpwdtion
Gu pwpgdwuntginiutbp, - ugbkg L. Pwihwquup, - ndjwpnieintup Yuwpnnwuw|
hwdngbu £ hwdwluwphwjhtu pwwnpnup wuopbuubipphu, np hpbug hwupniyejwup
wuhwjin hbnhuwyubph gnpdtp wpunwnpbu nu pbdwnpbu: dbpohu dh pwup
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wmwutwdjwyubph pupwgpnid untindyti| Gu npn2 «ns hwjlwlwu» pGdwnpniegniu-
utip, huswbu, ophuwy, Uhshquuh owbpwiht pwwpnuh Ynndhg wpnwnpywd
«Uunwy» owbipwu, npp pEdwnnyb| £ wdpnnowwtiv wdbphlwu Gpghsubph Yuaqdp
Yynndhg: Pwjg wju hpwnwpdnieniutubpp uwlwy Gu»: bp gynigdwu dby . Pw-
thwquup thnpdbg wwunwuluwub] hbnlyw|] wnwugpwihu hwpgbphtu' huswyb’u
fupwub win qunwihwpp b hwdwluwyh duw| dhowqquyhu pbdbpnid, h"us huw-
pwynpnieiniutbp b nddwpnuginiuubp Y, n'pu b wu nwqdwyuwpnipjuwt fuw-
plnpnieyniup: hugn”t Bu hwy pwwpnup b owbpwu, h wwppbpngn hwyywlywu
nwuwlwu W dnnnypnulywu Gpwdonnyeniu, npnup npn2 swihny dwunp Gu wy-
fuwphpu, hwdbdwwnwpwp wuhwpn Gu: Uu pwpn fuunph (nédwt dwuwwwphphu
pwuwfunup Ywplnpbg npwug pwpgdwunyejwu  hwpgp, nph dhongny
huwpwynp Yhup hwnpwhwpt] |Gguwywu funspunnnutpp U wofuwphhu
dwuwnsbih nwpaub dbp pwwnbpwlwu (Ubpwnw|’ owybpwjht) dwnwugniejwup:

GUMh Jdwuwdnph dwutwéninh nwuwfunu Ywpbu Uwungwpyuup'
««Stipuinp wnbipunnid» Ywnnygh npuunpnudubipp Snipgbiu luwbgyuup npwdw-
wnipghwjnwd. «pbid pbdh dbg», «Eypwup pbdnuw»» pwuwlununiyejwt dby puunipe-
Jwu wnwy dhginbtipunmwjunigjuu wpnwhwjinnyeniutubpp 9. luwugjwuh npwdw-
wnipghwjnwd: «Skipunp inbipuwnnid» unnygh wwppbp npubnpnwdubphg Y. Uw-
unwpwut wnwuduwgnt] Ep Bpynwp («pBd pbdp dbg», «Eypwup pbdnud»),
npnup ujwwnynwd Gu S luwugjwup npwdwwnnipghwynud: Upwup wju nbwpbpu
Gu, Gpp npwdwwplwlwu wnbpunh gnpdnnnyeniuubpu «pundhoynid Gu» dky
wj| nbpuwnny («ubipnhp» - pbd Ywd «ubpnhp» - Eypwt): depohuu npunpynud
hppl hunwynpbiu pungdywsd hunbipnbipun' duwynpbiiny wnujwqu Gpydwywp-
nwy Ywnnyg: Lhpphu 2powtwyny dhdjwughg ywjdwuwywunpbt quunjwd wjn
GpYynt ibipuntipp whtuh wwpunwhnynd npnawyhnpbt unyuwwuwund Gu:

RtYnignudutiph pupwgpnd gnigunpytight tnbuwujnyetip W (nuwulwpubp,
npnup wybijh wdpnnowywu nwpdpbight ubipywjwgynn ujnyetiph pnwunwynipe-
jniuubipp:

<nlywnbtidpbph 7-hu, buwnwopowuh opowtwlyubipnid ntinh niubgwy Ydwpow-
qujh hwdwpuwpwuph hpwunwpwlws «UEunmpnuwywu b wpbbywu GYpnwywgh
pPwwbpwghwnienit» («Studia Teatralne Europy rodkowo-Wschodniej») (judpw-
ghp' Uunpby Unulyghtu, 2021, N2, dwpowdw) bnwibgnt ghnwlwu wduwgph
ounphwunbup' hwdwgnpdwygnipjwdp «Lwydbbuny  Yuunwpnnulywu  wpybuwn-
ubph dhowqguiht thwnwwnnup: <wdwph YEunpnunwd hwy pwwnpnu k, huy sw-
whyhu Uniunnwyjwup wujwu wqqwiht wwnbdhwlwu pwwnpnup (nuwulwnu
E b «FOKUS: ARMENIA» gpniejniup: 530 £9 pungpynn hwdwpnwd hwunbu Gu
GYb| 23 tpyph 34 hbnhuwlubp: <wjwuwnmwuhg wnlw Gu wwuhg wybih ghnw-
Ywu b dwuwsnnulwu punyph hnnjwdubp' wugbpbu W nnwbipbu, npnup Ybpw-
ptipnw Gu ny dhwjtu hwy pwuwnpnupt, wjle Yhunjht, pwibnpt, pwwnbpwagnnie-
jwup, 2tpuwhpwghwnniejwup: <wunbuph hwjwlwu prnupyiwt Ywnwufuw-
uwwnniu Uun Uuppbljwut :

Unybuypwghynwlywt hwtnbu / Mickyccmsosedyeckuli xypHan / Journal of Art Studies. 2022. N 2



292 Ghwnwlwl [puwnnt

SGhunwlwu hpwwwpwynuubpn hwunbu Gu Gyb << FUUL ywwndniejwu
huunhuninunh wjwg ghnwtuwwnnn Updygh Pwfushtywiip' ubpyuywgubing «<wy
pwwnnuh W Yphunjh hwdwnnn wywundniejniu» b «lwjwunwuh ubipu wn Ghipu-
whp» hnnwdubipp, Gpuwuh pwwpnup b Yhunh wybnwlwu huunphunnunh wpn-
nbywnnp Lwphut Uwpquuuip' «tunphpnwhw) nidhunipugh dewwdnpnidp (1920-
wywuubp)» hnnjwény, << FUU wpybunph huunmhwnunh wywag ghnwfuw-
ninn Uwnw LVugpwbnuip' «Uquunipniuhg nbwh hwdwlwpg. 20-pn nuph
wnwohu Ytuph hwjywlwu ninnnipyntup», << GUU wpybuwnh huunpunnunh wywg
ghnwtuwwnnn Uuny Uuihpblwup' «Ynpnwyw Gpyph hhonnnieyniuubpp Yhywd
Uwpnwup hwjjwlwu ptdwubpny npwdwubpnw», << FUU wpybuwnh huuwnp-
wnnunh wnwowwnwp ghnwotuwwnnn Luqbthly Uwpquuuitip’ «Shpuwhpp hwy
wwpniunygubph unbndwagnpdniejniuutipnud», <& FUU wpybuwnh huuwnmhwnnunp
wywg ghnwofuwwnnn Ubwhpyp PEpupyuwiip' «<< FUU Updbuwnh huunpunnunp
M. 2wpjwuh wudwu sbpuwyhpwtu gpwnwpwup» hnnjwdubpny:

<wunbuph ny ghnwywu hwwndwdnd ubplwjwgwsd Gu punhwunip nbint-
Ynipyniuubip wpnh hwj pwunpnup b <wjwunwujwtu dhowqquiht pwwnbpwywu
thwnwuwnnubiph dwuht: RGnbnywd & hwjwunwujwu pwwnpnuubph wdpnnowywu
gwulp, Uunply Unulypup «Uppnip Unlyuujwt. «lwidbbunp» Lwjwunwuntd
npnawlwyhp thwnwwnt b» hwpgwugpnygp thwnwwnnup gbinwpybunwlwu nb-
Ywywp Upenip Wnlyuujwup htw, «Gpbiwup dhowqquihu sbpuwhpjwt pwnb-
pwlwu thwnwwnup» bt «Upddnun dhowqgquiht pwnbpwywt thwnwwnnup» ujnt-
ptipp, Ywpput klunpplywup «Cwjwunwuh Gppnpn hwupwwbwnejwu pwwnb-
pwapnuentup» hnngwédp, wpnh hwy pbdph stpuwhpjwu ptdwnpnieniuutph Jw-
upu b Untiw Ubkinjwp «SHAKEspeareSHAKE' hwjywlwu hnn br Gwlwwnwgnpbip»
hnnwédp, huy Mngbp Udhph uniep wwwdnw £ Gpuwujwu «Summeet» dwdw-
uwlwyhg wwph wnweohtu dhowqqw)jhu thwnwwnnuh dwuhu:

Lotiup, np hwunbunud unyebipu nintygynd Gu (nwwuywpubpny, ubiplw-
Jjwgywd Gu ng dhwju jnipwpwuginip hnnywsdh pnwunwyniejwup hwdwwwunwu-
fuwu Yunnptp, wjil npququbp hwjwumwujwu wwppbp pwwnpnuubph dwdwuw-
Ywyhg ubiplwjwgnuiubtiphg:

«Upnh hwj pwwpnu. unp dhunnwubp W hhduwfuunhpubp (1990-2022)» dp-
swqguwihu ghunwywu uunwopowup b ghinwywu hwunbup wypndbunp Uunpk)
Unulyyptuh wnweoht hwdwgnpdwlgnyeniup sk hwy pwwpnup dwutwgbunubph
htiwn: 2019 pwlwupht upw wfuwdbnuniyejwdp |GhEptu pwpgdwunyejwdp Nyu
E wbub] «Upnh hwy npwdwu» hwwnnpp, nph uqdnnu ni judpwaghptu Ep, twb
Gpynt bwjuwpwuubtiphg dayh htinhuwyp: Unwohluwinud bwjuwunbuynd t «Upnh
hwj npwdw» wupnnghwh Gpypnpn hwwnnph (yupudwndp Ywpowywnud:

U. Unuyyphup bwywwmwy niup twl <wjwunwu ybpwnuntuwine wybih pyun
dwdwuwyny' Untunniyjuup wudwu wggquiht wwnbdhwlwu pwwnpnupu udhp-
Jwsd ghpp gnbint dnwnpnigjudp:

Luwmwopowtuh wywpinhg hbwnn wnbinh niubigwy UpyGuwnh  huunhuinnunh
wnuopbu Uttw Uuwwpjwup b wypndbunp Unuyyhuh hwunhwnup << SUU wp-
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ytunh huumhwnnunnd, npph pupwgpnud twfuwuzytght hwdwgnpdwlygniejwu
htrnwgw wwuubp: Uttw Wuwwnpwuu wnwownlbg U. Unuyphupt nwntw|
«Upybunwghwnwlwu hwunbup» (Gplwt) fudpwgpwywu funphpnh wunwd. ybip-
ohuu wnwownpyp dtd uppny punniutig, huy wnwohlwynw Yyupdp wywjdwuwghn
«YGunpnuwywu b Uplubywu Gdpnwwih pwunbpwghwnnigniu» (Qwpowdw) L
<< QUU wpybunh huunhwnnunp «UpyGunwghnmwlwu hwuntup» dhol,, hush
ounphhy hwj puebpgnnp htwpwynpnienu Yniubuw dwunpwuwint |Gh pwwnb-
pwagbnubiph ghrnwlwu hbGwmwgnunignwututphu, huy hw) wpyGunmwpwuwywu
hnndwdubpp Yubpyuwjwgybu [Ghwlwu hwunbund' wybih hwuwubh nwnuwiny
YEunpnuwlwu b wplbywu Sdpnwywih Bpynpubiph hGunwgnuinnutiph W puebingnnutinh
|wju 2powtiwyh hwdwp: Luuwnpyybght twl ghunwywu b Yppwlywt wy| uwiuwgdtbn'
wwwgqwynw tpynt hwuwnwinnyeniuubiph hwdwagnpdwygniejw bwywnwyny:

Wuwhuny' wpnh hwy pwwpnupu b npwdwunnipghwihu uppdwd wnwehu
ghunwlwu bunmwopowup Ywplinp pw) Ep wulwlunygjwu opowuh hwj pwwnpnupu
htiinhwjwgp ubinbiny, ybpndkny, putbny, quwhwwbint b unp dhwnnwdubpp
dwwntwugbint wnbuwuyniuhg: Lunwopowup hwdwfudpbtg pwwbpwgbnubph,
Gpwdonwagbnutiph, wybunwpwuubph, gpulwuwgbnutph ni |Ggupwuubph,
huswbu twl npwdwwnipgubph ni pedwnppsubph’ <wjwunwuhg W wpnbpy-
phg: Uh 2wpp wpdtpwynp pwuwfununyeniuubph by hwwnwwbu Ywpunp tp
wpwbpyph hGwnmwgnunnubph bpindwywu hwjwgpp hwj pwwnpnuptu b npwdw-
wninghwiht’ dwdwuwlwyhg hwy pwwpnuh wbnu nt nbpp hwdwoluwphwjhu
dwdwuwlwyhg pwwbpwpybunp hwdwwnbpunnd pdpnubint wbuwuyyniuhg:
Uhowqgquwjht ghunwlwu tunwopowup hwunby dté hGunwppppnyeniup thwu-
wnbg, np qunng hwuntiwgb] tp W dwutwgbwnubph nu hwupnyejwu Ynndhg
uwwuywsd Ep wpnh pwwnpnup phidwubph onipg nhuynipu duwynpbint wwhwugn:
Uw dwpowywih hwdwjuwpwuh, << FUU wpybunh htunpnnunh b 634Mh-p
wnwoht hwdwgnpdwlgnipniuu Ep, np pwpép quwhwwnbight hpbug funupnid R
<< qUU wpybunp huunhunnunh wuoptiu Uutw Uuwwnpwup, pE 6M4Mh-h
nbyunph  wwonnuwlwwwp Lhihe Upgnuwujwup, pE Uplubywu Gypnyywih
pwwpnuph b npwdwih hGunwgnunneniuubph YEunpnup nGlwywp Wunpty Unuy-
yphup, npnup hnyu hwjnubghtu, np tunwopowup Ynwnuw wdbuwdjw: Lw-
fuwugybight unp pbdwubp' hGwnwgqw hGwnwgnunyeniuubph hwdwp, huswbu
twl' htrnwqw hwdwgnpdwlgniejwu htinwulwpubp:

huly wnwohYwynwd Ywpowydwnd wugitptu |Ggyny Yhpwwmwpwyyh «Upnh
hwj pwwpnu. unp dhunndubp W hphduwfpuunhpubp (1990-2022)» dhowqgqwjhu
ghunwlwu bunwopowuh qtiynigndubiph dnnnywodniu:

Uuny UULPPEU3UL

wpyGunwaghwnipjwu eEYUwsoNL, nngbiun

<< GUU wpybuwnh huunhwnnunh pwwnpnup pwduh wywaqg ghinwfuwwmnnn
Gpuwup pwwnpnup L Yhunjh wybwnmwlwu huunmhwnnunh nwuwfunu
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<< QUU UrdtsuUsh bLUShSNRSh 2NPLNLD SLONELL!
nrndLUNe ULLU Srhanrh LWWUSr3uL

Uttw Uuwwnpwup duygbi £ 1968 fe. ubwyunbd-
pbph 1-hu Bplwund® unphpnwiht <wjwuwnwup
whwnwywu gnpdhs, hhihunthwjwlywu ghwnniegntu-
ubph nnyuinp Spphgnp Ggnpp  Uuwwnpjuup L
Gpuwuh wbwwlywu hwdwuwpwuh phdhwlwu
dwynynbinp nngbuwn, phdhwywu ghnnyeniuub-
np RGYUwSéNL nytwnw <wiyh B2dwphinjwuh pu-
wnwuppnud:

1983 p. gbpwquwugnipjuwdp wlwpwb) k
Gpluwup L.4. Ypniwyuwywih wudwu N19 hwjw-
Ywt dhouwlwng nupngh nipwdjw nwupupwgp
L Gpuwuh Jwulwywu &Gwjuh wwhwwudwu
bpwdonwlwu nupngp' detwhwdbpgny (nwotw-
dnip):

1987 . gbpwqwugniEjwdp  wjwpwb) §
Gpuwup M. Ubjhpjwuh wujwu Gpwdonwlwu nwunwdtwpwuh wbuwlwu pwdhup, tnb £
LEuphyjwu Yppwenawlwnnt: 1992 e. ghpwquugnipjudp wwpunbi b Gplwup YUndhunwuh
wudwu whwwywu Ynuubpdwwnppwih  Yynw-nbuwwu  pwynynbnh  Gpudonwgh-
wniRjwu pwdhup, tnbp £ Yndhwnwuph wudwu Yppwenawlwnnt, punpyt) b Yntubpdw-
wnnphwih ghnwlwu funphpnh wunwd:

1991-2003 pp. nwuwywunt| k Gpbwup M. Ubhpjwuh wudwu Gpudonwlwt nunwuw-
pwunwi: 2000-2002 pp. tnbl  <wjjwlwu pwg hwdwuwpwup Gpwdonwghnnypjuu
dwynywnbinp nblwu, punpyt| hwdwuwpwuh ghnwywu funphpnh wunwd:

2001 . wjwpubi £ << GUU wpybunp huuinpunnunh wuwyhpwunniput (wpunwnpnie-
jniupg shunpdwsd), nblywnbdpbph 12-ht wwonwwub] wnbuwlununiginiu «Shgpwu 2nifuwb-
jwup owbpwubpp» phdwiny U uwnwgl] wpdbunwghnnigjwu eEYUWSNLh ghwnwlwu
wuwnphbwu:

2002 p. woluwwnwuph b wughp << QUU wpdbuwnp  huunpnnunnad®  npwtu
Gpwdonmnipjwt pwduh ghnwsfuwwnnn:

2003-hu upwuwyyb| £ hPuunpwnnunph ghunwlwu pwpwninup, punpgbp ghnwywu
funphpnh wunwd:

2004-hg << GUU wpybunh puunpwinunh ghnwywyu wunhéwuwunphdwu 016
dwutwghwnwlwu funphpnh ghwnwlwu pwpuninupu £: 2012-hg d£.00.02 - «Gpwdpnw-
Ywu wpybuwny dwutwghwnniygjwu npwlywynpdwt dwutwghnwlwu putwywu hwuduw-
dnnnyp bwjuwquwhu k:

2005 . wwppip 6-hu vpwuwyyby £ << FUU. wpybunp huunhwnnunh nuoptiup gh-
wmwlwu gdny nbnuyw:

<< UU uwfuwgqwh wywnbdhynu U.Uwnuwuh hwdwwywnwufuwu hpwdwuubpny'
2021 . ognuwnnuh 19-htu L 2022 . thtiinpduph 19-htu bpwuwyyb) £ << FUU wpybuwinh
huuwnhwintinh nuopbup dwdwuwlwynp wwonmnuwlwwnwnp:

2022 p. ognuwnnup 19-hu punpyt) £ << FUU wpybunp huuinpwnnnh inuopbu:

2005-2007 ppe. nGywywpb] £ << ybwnwlywu pjnwbihg ghnwlwu b ghunwnbfuuh-
Ywlwu gnpdniubnipjut wwjdwuwgpwiht (eEdwwnhly) Shtwtuwynpdwdp «Shgpwtu 2ni-
fuwédjwup Gpwdonmwlwu pwwnpnup», huly 2008-2010 pR.' «Shgpwu 2ntuwbjwuh unbin-
Swagnpdwlwu dwnwugnieniup» pdwubpp:

2008 p. wwownwwub] £ nniunpuywu wnbbwfununigintt «Lwj Gpwdonwywu
pwwnpnup dfé nwph Gpypnpn Yeupu. uygpuwynpnudp bW qupgugndp» pidwing U unw-
gti| wpybunwghwnniejwu nnlywinph ghwnwlwt wunhbwu:




<< QUU wpybuwnh huumhwnnunh snppnpn wnuopbup 295

2012 p. unwgb] £ wpyGunwghwnnigintu dwutwghwnnijuwdp wypndbunph ghunwlywu
Yngnud: W. Uuwwnpjuup ghnwlwu nGludwpnigjudp ywonwwuyt) b pEluwdniwywu 16
wwnblwfununieyntu:

U. Uuwwpwup 2009-2016 pr. nbGlwjwnpt] £ << GUU wpybuwnh huuwnhwnninh
uthyntnpwhwy wpydbunh unpwuwnting (UGpYuwynidu’ uthyninpwhw) wpytiunp b dhowqgwihu
Ywuwtiph) pwdhup:

2016-hu puwnpybi, huy 2022-hu ybppunpgbp £ << FUU wpgbunp huunhunnunp
Bpwdownniejwl pwduh Junhs:

<bnphuwy £ 11 deuwgpnipjwu W onipg 250 ghnwywu hnndwdubph' nwwagpyws <w-
jwutnwuntd, Mnwwunwund, UUL-nd, Nypwhtuwgnid, bnwhwnd, Lhpwuwund, bu-
pwjtnd [nyu pudwpywsd ghnwywu hwunbuubpnd W dnnnwdniubipnud: REYnignwiubipny
hwunbu YL dhowgquipht b hwupwwbunwlwu pwqdwphy ghnwdnnnyubpnid:

2014-2018 pp. tink| b «4wupbn» ghnwlwu wwppbpwlwuh glfuwynp fudpwghpp:

2019-hg U. Uuwwnpjwup << SUU wpybuwnh huunhwnnh unpwuwnting «Upybumnw-
ghnwlwu hwunbu» ghnwlywu wwppbpwlywup gjfuwynp fudpwghpu :

U.Uuwwnpywup bnt| £ «<wy Gpudonnuygjuwu hwupwghwunwpwu» (2019) hwwnnph ww-
wnwufuwuwwnniu b hinhuwyt| pwqdwehy hnnwdubip:

Uwutwygt £ << ghnnpjwu whnwlywu Yndhwnbh Ynndhg hwjnwpwpwsd «Uprynt-
twybinn wotuwwinnn 2014», «Upryniuwybicn wyfuwwnnn 2016», «Upryniiwybin wofuwwnnn
2018», «Upryniuwybinn wofuwwnnn 2019», «Upryniuwybin wotuwwnnn 2020» W «Upryniuw-
ytwn wotuwwnnn 2021» dpgnypubphtu U hwnenn twuwsyt] «Cwjwghwnnigjwu W hnwdwup-
nwp ghwniegniutbp» wujwuwlwpgnid:

2009-2018 pe. tink| k Cwupwjhu funphpnh wunwd:

Cuwnpyby b Gplwu pwnwph wnweohu (2009), Gpypnpn (2013) L Gppnpn. (2017) gni-
dwpndubph wwguwunt wunwd (jhwgnpnypniutbpp nwnwpbgyt| Gu 2018 p. ubwunbud-
pbphu), wwpqlwwnnytp Gplwup pwnwpwwbnh Nuyt denwny (2016) L Gpluwuh 2800-wd-
jwyh hnpwdbnwny (2018):

2014 p. L 2017 p. punpgb| b <wjwunwujwyg Unwpbjuwlywu Unipp BYbnkgnt GYG-
nbgwywu ubplyujwgngswlwu dnnnubph  wwwngqwdwynp' Upwpwunjwy  <wjpwwb-
nwlwu phdhg:

Shgpwu 2nitfuwdjwu hhduwnpwdh hhduwnhp bwiuwguwhu £ (2002-hg):

<nudwuhquh wypnpbdubph wwnbdhwih twuwgqwhh nbnuywiu £ (2009-hg):

Lwjwuwnwuh Yndwynghwnpubph dhngjuu (2013, 2017-hg’ <LU Jupsnipiuit) b <w-
Jwuwnwuh pwwbpwywu gnpdhsubiph dhnygywu (2013, 2022-hg' LAY Jupsnipjw), Yn-
dhnwuh pwugqwpwu-huunhnnunh (2015) b Upwd huwswinpwuh  wintu-pwugqupwup
(2022) ghwnwywu funphnipnubiph wunwy E:
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