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QGnihu U «Yndhwnwup b hp dadwbwulp»
Chapter I: Komitas and His Time Period

Pernna Panaxodep (I'epmanmst)

| EBporneiickuii IeHTp eBpercKoil My3bIKH

IIpu  YHUBEPCUTETE MY3bIKH, JpaMbl W KOMMYHHKaIud B
["anHOBEpE

Dr. Regina Randhofer (Germany)
'European Centre for Jewish Music
Hannover University of Music, Drama and Media

YNUhSUUL &4 FENLAL3UL Brudcsuahsnr@3nruc

Unuhinwup  phnhiyul numdbwenipyul dudwiwlwhwn]usp’ 1896-1899 pp., J&nwlub
wqnlignipmnit ntikguy] tpw hbnwqu dkppplpnidubph Jpu: Lw vnwuguy Bpnyuljut tpudrnntpiu
pupdpwugni Yppnipintl, htish Eodhwsuh dbdwpwp skp Jupnn wewewplby: Zngdusp hwuwnnud k, np
Phpphtt wlkjh omun upwi hwinhuwgun] hwjjulwl tpudpnmpmniih wqquyht wwhwietkph
nbkuwlnithg Yhpuntnt hwdwp: XX qguph @Epdwthunud ujhqp wnwt wnwigpuyht puiwplnidutp
U pwqUujupmpmibbph  dwlndtp dhnjws  dpwlnipught wqgh  junmgudwip, wqquihl
dhwulnipjutt gnigunpnipjmip b pupumpjut hwunwudwip: Shpdwthwt dwntwugnyg wpkg
Ouwdwiywt b Mnuwlwb jupupnipmpibtubpnid hwunmwunduws b ywhnwluwinipniihg qpiyus huy
hwdwjuputph hiptinipjut hwunwndwt hulju tkpnidp «uqquihtt quppnuph» dudwbwlwopowtinud:

Unuhinwuh piphwipulwi wqquyht pwhtph b tpw niunighsiiph Uninkgnudbph puunudp
pny] Juw nyu uthnk] Rnhth gwuwpnuiubph wqpbgnipjut oppwtwlubnhg gnipu Undhwnwuh
ubpppnudp punipugpnn dnnbgnidubph b quyuthwpubph dpu: bd Eqpuhwignudubipp juydws tu
Undhwnwuh gnpénibbnipjut npny whtwhiwnby ghunwtlniuttph htwn. gnpénitubinieinil, npp hwnbng
wjwinulwi nhughwyhitbph vwhdwbbpp, wpdwquip £ gl pinjhyut tpudrnwughnnipjut b tnp
hhduJws Uhowqquyhtt Epudonnwljw puljipnipjut sppwbwljubpnud dhish wyjt wuhp, tpp Unweht
hwdwpumphuyhtt  wuwnbkpwuqup  dtpe  nppkg  Epudonmwmghunipyjutn. wju  Jun  unbndwpup
dudwbwluopowihi:

Puwluyh punkp’ Phohl, Jun bpudpnwghnmpmnil, dnngnippuljub bpg, qunuithwpubph
wuwwndnipnil, huptnipinil, wqgh dbwynpnid:

KOMMTAC U BEPJINMHCKOE MY3bIKOBEJEHUE

Bepnunckuit mepuogn, o6yduenus Komwmraca (1896-1899 rr.) ceirpan pemwuTensHyio poOib IJiss €ro
mocienyomux gocTmxeHuil. B DBepiuHe OH momydmsn BhICIIee My3bIKQJIbHOe OOpasoBaHMeE, KOTOpOe
DUMHUAA3UHCKAA CeMHHApHUA He MOIJIa €My IIpeIJIOKUTh. BaXHOCTh OepiauHCKOro mepuoga Axf Komuraca He
OTrpaHMYMBAeTCA JIMIIb IpUOOpeTeHHEM XYZOXKEeCTBEHHBIX M aKaJeMHYecKux 3HaHumil. B  crartee
apryMeHTHpYyeTCs, YTO bepinH cKopee IMOCTYXWI AJI HETO TOTYKOM K HCIIOJIB30BAHHUIO apMSIHCKOM MY3BIKH C
MO3ULMM HauMOHANbHBIX TpeGoBanmit. B XIX Bexe B I'epmMaHuu pa3BepHYINCH BRXKHBIE IUCKYCCUM U
paspabaThiBalUCh CTPATeTWH, HANpPaBIeHHblE K CO3JAHUIO KyJIBTYPHOM HALW, IIPOSBIEHHIO HAIIMOHAIBHOTO

€IWHCTBA M YTBEPXKAEHUIO I/I,II;EHTI/I(bI/IKaHI/II/I. FepMaHI/IH YKasajla apMAHCKHM 06]J.I;HHEIM, IIPOXXUBAIOITHUM B
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coctaBe Pycckoit m Typenko#f wuMepuii M JHUIIEHHBIM TOCYZAPCTBEHHOCTH, Ha OTPOMHBIH ITOTeHIMAJ
YTBEPXKAE€HUS HAIMOHATBHOM UeHTUIHOCTH B IIepHOJ, “HAI[MOHATIBHOTO paciiBera’.

BrraBIeHMe HaUMOHATBHBIX HHTepecoB KoMuTaca u mosunuii ero yuureseil mpesocTaBUT BOZMOXHOCTh
OCBETUTH HIeH U mosuuuu camoro Komwuraca 3a pamMkamu BIMAHUA ero GepJIMHCKUIl mpenogasarteneil. Mou
3aKJIIOYEHUA OTHOCATCA K HEKOTOPHIM OeCIpelleHIZEeHTHBIM aclekTaM JeATeabHocT Komwuraca —
JesATeIPHOCTD, KOTOpAs BBIXOZA 33 PAaMKU TPAAUIMOHHBIX AUCIUIUINH, HAXOAUIA OTKIUK B KPYTy GepIMHCKHUX
MY3BIKOBEZOB U MeXIyHapOZHOTO My3bIKaJIBHOTO OOIIeCTBa JO TOro MoMeHTa, Korza [lepBas MupoBas BoiiHa
TIOJIOXKHMJIA KOHEI] 3TOMY IIPOIBeTaiolleMy IIepHOy PaHHETO My3bIKOBeJeHNU.

KiroueBste cimoBa: DBepiwn, paHHWI IlepHof MY3BIKOBeJeHHSA, HapoJHasd IIeCHA, HCTOpUA HZel,

ugeHTudUKanya, GOpMUPOBAHYE HALIUHU.

KOMITAS AND BERLIN MUSICOLOGY

Komitas’s period of studies in Berlin 18961899 is regarded as crucial for his later achievements. There he
obtained the higher education in European music his seminary in Etchmiadzin could not offer. However, Berlin’s
significance for Komitas went far beyond mere transfer of artistic and scholarly knowledge. In my paper I argue that
Berlin was rather a catalyst for Komitas to exploit Armenian music for the national cause. For in Germany, in the
XIX century pivotal discourses and strategies emerged, aiming at cultural nation building, demonstration of national
unity and construction of identity. Thus, Germany offered a high potential of identification to the stateless Armenian
community in the Ottoman and Russian Empire at the time of “national awakening”.

Fathoming the shared national interests of Komitas and his teachers is beneficial in enlightening the
approaches and insights characterizing Komitas contributions beyond the impact of his Berlin teachers. Thus, I
conclude with some considerations on the unprecedented, pioneering aspects of Komitas’s work which in turn,
cutting across traditional disciplinary boundaries, found an echo in Berlin musicology and the newly established
International Music Society, until World War | put an end to this early creative period in musicology.

Keywords: Berlin, early musicology, folk song, history of ideas, identity, nation building.



Swplhy Cwhlnijul (Zuywuinub)

wnpykunwughinnpiub phljtwsnt

Undhwnwuh pubqupuii-htunhunnin

22 QUU Upgtunh htunnhwnntn

Bphwth Yndhnnwuh wtduwh ywhnwlub Ynuubpjunnphw

Tarepuk HlaxkyasiH (ApMeHHs), KaHIUAAT NCKYCCTBOBEICHUS
Mys3eii-unctutyt Komutaca

Wncturyt uckyccts HAH PA

EpeBanckas rocynapcTBeHHas koHcepBaTopus uM. Komuraca

Tatevik Shakhkulyan (Armenia), PhD in Art
Komitas Museum Institute

Institute of Arts of NAS RA

Komitas State Conservatory in Yerevan

UNUKhSUUL &4 20-M YUk Ure4US3UL erudesniesntue

Unyb hnpuwsh twuwuwla E putlk] Unuhnwuh dpwlmuubph npny unbndwgnpsuljui
gnyuqubp, npnup §ndynghwunnnph dudwiwuypewiinid inpnype Eht b hwdwohwphuyght ypndbuhniuyg
Epudounnipjut dbg nhnbu wnwpwénid sniukhi: Ujuhwyn E np Undhwnwup, Yppdbnyd Bodhwsund,
wyw Pknjhinud, pun puuwljwl kpudsnmpyub wjwinnypitph nmumdbwljwi uygpniupibph, wpwe
E puigh] puquuphy qunuihwpbbp, npabp wykh nip' XX qwph pipugpnid thwyb whinh ppulinpdkht
yndynqhunnpuut wpdbunnmd: Uy qunuthwpibpp tpw Unnn dwuwdp Jupnn tht dbwdnpyty
Eponyuwljut wpwowwmwp Yhhwnpnuubkph (Zoudpnpunh hwdwjuwput, Uhswqquyhlt tpudonwlu
plybpnipit b wyl) tkpQujugnighstbph htn pthdwl wpympnid wqnbgmpniubph winimnulh
npulinpdwdp, uwwluytt thwun L np  gnpstwluinpt wyn tnyt  hwunwnmpmibbbpt wyy
gqunuthwpubpht ghe skhtt hwighk): Gph wiqud ny wpwehtt wpjuwphmd (phl Ukup hwljjws tup npub
hwjwwnwnt), wyw gnuk wpwehtitbphg Jdkip Undhunwub wpwewnpkg wnihehpdp, hupbwpwy
unttwlnppubpp jud gpuig htwn npnowlh hwdbdwwnnipyui hwugkginng winpyubpp, $njynpuyphe
gnpshpubph’ owbpuyhtt tjuquiudpnid Yhpuempniap b wyj: Zwogh wetlng wju wdkup” yhup &
Undhnwuht hwdwojuwphughtt bpudonnipjut dwupwnwpny wpdhnpbint jphun pupdp swthwithy
niubkbwy:

Puwitujh punkp Undhwwu, XX quph kpudsnnipnil, hwpunbhw, wnjhdbnp, $njynpughi
Epudomnmuwljut gnpshp:

KOMMTAC U 3ATIATHASI MY3BIKA XX BEKA

B crarbe 00cykmaloTcs HEKOTOphIE KOMIIO3MIMOHHBIE HOBaTopcTBa KoMuTaca, KOTOpblE B MOMEHT
OCYIIECTBJICHUS He OBUIM PacHpOCTpaHeHbl BO BCEMUPHOHW My3bike. OJHO M3 HOBaTOPCTB — MOJMMETpHsi. B
xopoBoMm mpousBeneHuu “Tanmo” (Komumrac, CoOp. cou., T. 4, 1976) Komurac npucoemmusin 3/4 c¢ 5/4 B
BEPTHKAJIHHOM W3MEPEHUH, C LIENbI0 T0Ka3aTh WACHHBIM KOHTPACT MEXKIy BEKOBOIH HEIPEPBIBHOCTHIO IIEPKOBHBIX
KoJsiokouioB (3/4) m venoBeueckuMu pasmbiinieHusMu (5/4). IIpousBenenue Obiio Hammcano B 1890-bIx romax, a
MTOJIMMETpHS ObLIa pacIpOCTpaHEHa B 3aMaJHOI My3BIKE TOJIBKO B XX BEKe.

Wurepecen (akT UCTONB30BaHKS apMSIHCKUX HAPOJIHBIX MY3bIKAIBHBIX HHCTPYMEHTOB B CUM(pOHHYECKOM
OpKecTpe, T0Ka3aTeIbCTBO KOTOPOTO MBI HAIIUIM B YEPHOBMKAX HEOKOHUYEHHOH omepbl Komuraca “Anymr” (apxus
Kommuraca, Mys3eit murepatypsl u nckyccts uM. Yapenna, 489). B magane XX crometus BkiIoueHHE (HOIHKIOPHBIX
WHCTPYMEHTOB B CUM(OHUUYECKYIO MAPTUTYPY — U] HOBAS.
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Cnenyromee HOBaTOPCTBO OTHOCHTCSI TapMOHMH. KBapTOBBIE aKKOpABI, B COCTaBE KOTOPBIX 00SA3aTEIBHO
MPUCYTCTBYET YMEHBILIEHHAs CeNTHMa, Mpejjaraercss uMmeHoBaTh KomurtacoBckoit rapmonwueit. Kpome Toro,
KomnTacoBcknMu TapMOHUSIMHA SBIISIFOTCSI MHOTO-SIPYCHBIE TEPIIOBBIE aKKOPABI —HOHAKKOPABI ¥ YHACIIMMaKKOP/BI,
B [IUPOKOM PAcCIIOJIOKEHUH 3BYKOB, HE UMEIOIINE KIACCHUECKUE pa3pelIeHus.

KuroueBbie ciaoBa: Kommrac, my3pika XX Beka, TapMOHHSA, TTOJUMETPHS, (OIBKIOPHBIA MY3BIKAIHHBII
HHCTPYMEHT.

KOMITAS AND THE XX CENTURY WESTERN MUSIC

In this article, some compositional novelties are discussed, which were realized by Komitas in his works.
The phenomena are noteworthy, since at the time being displayed they were yet unknown in world music. One of
the novelties is polymeter. Komitas composed his choral work “Tando” (Komitas, Works, V.4, 1976) conjoining 3/4
with 5/4 in vertical dimension, to present the contrast between permanence of church’s bells (3/4) and human
deliberation (5/4). Komitas wrote this work in 1890s, meanwhilepolymeter was circulated in Western music later in
the XX century. The usage of Armenian folk music instruments in the symphony score is noteworthy, the evidence
of which we found in the drafts of Komitas's uncompleted opera Anoush (Komitas archives, Charents Museum of
Literature and Art, No. 489). In the beginning of the XX century, involving folk music instruments in symphony
orchestra was not common yet.

The other novelty refers to harmony. The chords consisted of the fourths resulting in diminished sevens, are
suggested to be named as Komitas's Harmony. Besides, multi-layered chords consisted of the thirds making together
ninth-chords or eleventh-chords, and being in open rather than closed arrangement, are also considered as Komitas's
Harmony.

Key words: Komitas, XX century music, harmony, polymeter, folk music instrument.



Lorupiik Uwhwljjub (Zuywunwi)
wpykunwughinmpiub phljtwsnt, nngkun
Bplwth YUnvhnwuh widub yhnwlwh jntubpjunnphw

Jlycune CaaksH (ApMeHHs)
KaHIUaT UCKYCCTBOBECHUS, TOIICHT
EpeBanckas rocynapcTBeHHas KoHcepBaTtopus uMeHu Komuraca

Lusine Sahakyan (Armenia)
PhD in Art, Assistant Professor
Komitas State Conservatory in Yerevan

UNUDBSUU 4UMYUNESE B4 (OPUTYUL UCUUNR36L

znpudp wlhpyws L hwy wqquyhtt Yndwynghuinpulut guypngh hhduwnhp  Yndhunwu
Jupquuybnh pnuwlub dowhnyph htn mikgus wnbsmpibibphi:  Ukpluyugdmd b hwy-
pnuwlutt  gupunp wuwndwdowlnipughtt Juwbpp, pnwwlwuit Bpudonuljut wpdkunh
owbwynipjniup XIX qupuytpoh b XX nupwulqph wpbbjwhuy Yndwynghwnnpubph gnpéniubnipjub
hudwp: Unwohtt wiquud dwdwbtwluwopowth wwwndwpunupului hwdwwnbpunnid htwpwynp
wdpnnenipyudp pulnid ki Undhinwu wppuybnh ghnwlub jriuwgpnipjui’ pniwwub dowlnygph
htwn  wnbyyny thwunbpp, tpw wpdbunhtt wpjwé npniw wjwbwynp  Epudownwghnibph
dwutimghunwljut quwhwnwlwutbpb nt jupshpubpp:

Jupnuuybwnb Eodhwstunid, Tugpndiuunid b BYpnyuynud swduyly) b unbndugnpsulju b
Epudynwughnuwlwt gnpdniubinipnil, nphtt winpunupdl] bt pnuwljut dpwlnyph htinhtwlwynp
ubpluyugnighstbp ©. Zwpudwbp, L. 2Qbpbkwihup, U. Qubuhbp, 7 Uwqqhnp, 9. Ynpquindp, 7.
Cnunwlndhsp:  Uugpynduuph pntuwgblignt dwdnyp  puwpdp b quwhwunbl] Yndhunwuh
Epudonwniuuynpuljumtt wnwpknipniip, hpuywpulnwdubpht wpdwquipl] E wyhnbppnipgu
dudnyp:  dwpnuubnh  hwdbpgnuuwpnunipnitubpp @hdyjhund, Pwpymd plpwugl;  Lu
wlttwhwungty hwonnnipjnitittpny: Uju  thwuwnbph hwdwlinnuwih nt unpndh  ghunwupldudp
wupnnowtinud £ Undhnmwu dwpnuwbnh juwnwpws gnpsh pghpt nt wpwbwynipniip wqquyhb
Upwlnyyph hwdwnp:

Putwih purtp’ Yndhunwu dwppuybn, pudonwljut dpwlnype, pniuwljut tpudpunnipntl,
Epwdownwghn, Yndwynghwnnp:

KOMMUTAC BAPJAIIET (APXUMAHIAPUT) U PYCCKASA KYJIBTYPA

CraTps MOCBsillIeHa B3aUMOOTHOUIEHUSIM OCHOBOIIOJIO)KHHMKA apMSHCKON HAallMOHAIbHONW KOMIIO3UTOPCKOM
mkousibl Komuraca ¢ pycckoit KyiabTypoi. [IpocieknuBaioTcs BEKOBbIE PYCCKO-apMSHCKUE KYJIbTYPHO-UCTOPUUECKUE
CBSI3M, PacCMaTPHUBAIOTCS POJb W 3HAYEHHE PYCCKOW MY3BIKAILHOW KyIbTyphbl B TBOPUYECKOH AESATEIHHOCTH
BOCTOYHO-apMSAHCKUX KoMIo3uTopoB koHma XIX wu mHagama XX BekoB. BmepBele B KOHTEKCTE€ HMCTOPHUKO-
TIOJINTUYECKUX COOBITHH JMOXW HauOoJee IEIOCTHO HW3YJarTcs (aKThl, MOATBEPKAAINE TPUIACTHOCTH
TBOpueckoil Oumorpadum Komuraca k pycckod KynabType, W3NaralTcs NpodecCHOHAJbHBIE OICHKH W MHEHUS
KPYIMHEHWIUX PYCCKUX MY3BIKAaHTOB O TBOpuecTBe Komuraca.

AKTUBHas TBOpYECKass M HayyHas JAeATEJIbHOCTh, KoTOpyto Komwurac pasBepHyn B DuMuaa3uHe,
3akaBka3pe U EBporie, ObUIa JOCTATOYHO IMUPOKO OCBEIICHA aBTOPUTCTHBIMU NEATCISIMU PYCCKOW KyIbTyphl @.
l'aprmanom, H. Yepenuunsim, M. I'necunbiM, . Marrugom, B. Kopranoseim, noszxe u /. locrakoBuuem.
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Pycckoszpranast mpecca 3akaBKa3bsi BBICOKO OIICHMIIA MY3BIKAIBHO-TIPOCBETHTENBCKYI0 Muccuio Kommraca, ero
MyOJUKalMd HAaXOIWJIM OTKJIHMK B TeTepOyprckod mpecce. Jleknuu-konmneptsl Komurtaca B Tudmuce, baky
MIPOXOAMIIH C OeCTIpeneIeHTHRIM yCIeXoM. biaromapst pa3sHOCTOPOHHEMY H3YYEHHUIO B HOBaTOPCKOMY OCBELICHHIO
stux (akroB, posr Komuraca Baprmamera u ero 3HaueHHE B HAIMOHAIBHOW KyIbTYpEe BBICBEYMBACTCS HaubOoJee
TIOJIHO U LIEJIOCTHO.

KuioueBblie cioBa: Komutac, My3biKalbHas KyJlabTypa, pyccKas My3bIKa, MY3bIKOBE, KOMIIO3UTOP.

KOMITAS VARDAPET AND THE RUSSIAN CULTURE

This article presents the interactions of Komitas Vardapet with the Russian culture. The centuries-old
Armenian-Russian historical and cultural relations are discussed in the article with a specific focus on the role
Russian art music played in the creative activity of the Eastern Armenian composers of the late XIX and early XX
centuries. This article seeks to inquire, within the context of the historical and political realities of the period, into
the relations of Komitas’s creative activity with the Russian culture, with a reference to the professional accounts
and reminiscences of a number of outstanding Russian musicologists about his work.

Outstanding figures of the Russian culture, such as T. Hartmann, N. Cherepnin, M. Gnessin, D.
Shostakovich, D. Maggid, V. Korganov, V. Minorski and A. Tarkovski have reflected upon Vardapet’s professional
activity in Etchmiatsin, the Transcaucasia region and Europe. The Russian language press of Transcaucasia highly
appreciated the musicological and educational activities undertaken by Komitas. Those reflections were also
covered by the printed press in St. Petersburg. Komitas’s lectures accompanied by concerts organized in Tiflis
(Thilisi) and Baku had noticeable success. Comprehensive, as well as modern-day observations of these facts
conclude my studies on the role Komitas Vardapet played in the formation of national cultural tradition.

Key words: Komitas Vardapet, musical art, Russian music, musicologist, composer.



Uhph Yhpwljnuyub (Zujuwunwin)
wpykunwughinmpiut phljtwsnt
22 2UU Updtunh htunnhwnnin

Mepu Kupaxocsin (ApMeHus)
KaHIUaT NCKYCCTBOBEICHNUS
WuctutyT uckycers HAH PA

Meri Kirakosyan (Armenia), PhD in Art
Institute of Arts of NAS RA

208 UcuuNk3eh truSU4dNUE L.

YNUBSUU &9 ¢ULNU PEMTBEUTBABUL
Quitinu Phptdtquutp XIX-XX nqupkph huy JEpyupytunh gquundnipjui kpbpnid hp nipnyu
nbnt E qpunbginid npwybu pbwjhunwlwl gqhnublupsnipyui wiwiuh uuphys, dowlnipuyght-
hwuwpuwwlwt gopshs U hwy wquuugpului  wuwpwph Wwlhpw;: Upgkunwgbnt  hp
unbndwgnpswljub wpquuwihg Jyubph ppugpmd juwybkp £ hwunwnt] huy dowlnyph wjwbwynp
gnpsdhsubphg owwnbkph hkwn, npng pyYynud hwnjuybu wpwtdtwinid E UYndhwnwuh htn tpu otipd
dnbpUnipniup: Swnwunuwynp Gpudonnwughnhtt b wywbwdnp tjupsht juwynd Ep puquudju
puybpnipniup: Lpwip pupbjudwugut b wdkh donbkpdugwb, tpp Ehpbdbquup thnjuunpdtg Mnjun
Puijunp punudwu, b Undhnwuh htn ptwljytightt dh b dke: Unyu hnpdwsh hwdwp hhdp Eu
Swnuyl] Wjupsh hnipkpp, wppuhduyht, whnhy yopbpp b dudwbwlwulhgutnh Jyuynipmpibaubpp:
Lhpuyugynud £ Eipbdkquuh Jpdtht wwunlwbng, tjupsh wnbnsbwqupswlut Jun opowhu
wnlyynn (wjugnyll ghdwbluph «Undhunwun duppuybnhy  (1913) unbnsdwb gundnipemniip
dwnbwiobng unbtndwgnpsnipjutt wiuiudw htn juwdws dogpunmdubp: Bunpunupd E wpynud
Eipkdtquuh Yndhnwuwmt yuwunlbkpubph pt” gbwiuupsuut b pk” Gphuwghp gqnpstppu:
Cnowthynid ku 1912-1913 pe. Undhwwuh b @hpidkquh dowlnipwjhtt gnpswljgnipiu hkn juydws
nyjuubkpp, twb hwy gpuljuinipjut ke wnljw winpunupdutpp tyupsh b Epudonh dnkpunipjuin:
Ghunwlu opowtwnnipjut Uky tu gpynud Bhpbdbquuh withwyun wowwnwipubphg «Yndhunuwu
Juppuuybnp b hp nuupulbp Eqphubph ginuubnpy (1910), hyybu bwb Ynpudws «@hpkdbquu,
Undhwnwu, Uhwdwipn b Uwtthl MEpybpjuiy udpuljughtt Enpnugp: Upswpsynid Bt YUndhwnwuh b
Ehpbdkquth wowltpunnihh Updhuk Ukhpjwuh nhdwuuph vnbnsdwt yundnipniup b 4ipghtthu

htwnwqu dwjuinwugph yipwpbkpnn dbp nuunidbwuhpnipjub wpniupubpp:
Putwih punkp’ Odwlnu Obpbdbkqui, Yndhwunwu, nhwjhunwluwb ghnublupsnipinil, huy

gpuuinipnil, «Updkunthh Ukjhpjuth nphdwtuppy, YUnunwtnuniunghu:

BBIJTAIOIIUECSH JESITEJIA APMSAHCKOM KYJIBTYPbI:
KOMUTAC U TAHOC TEPJIEME3SIH

danoc TepiemesssH 3aHUMAaeT 0c000€ MECTO B MCTOPHH apMSHCKOTO M300pasuTenbHoro uckyccrsa XIX-
XX BB. KaK 3HAMEHHTBIH XYI0XKHHK PEATUCTUYECKON >KUBOIHCH, KyJIbTYPHO-OOIIECTBEHHBIN J€ATENIb U YYaCTHUK
0CBOOOJUTEIIFHOTO JIBIDKEHMS. XYIOXKHHK B CBOEH Oorarodl TBOpPYECKOW KM3HM JAPYXWI CO MHOTHMH
BBIJAIONIMMHUCS AEATEISIMA apMsIHCKOW KyJnbTypbl, B ToM uucie ¢ KomurtacoMm. TanaHTIMBOrO My3BIKOBEIa U
M3BECTHOTO XYJO)KHHKA CBSI3bIBaJla MHOTOJICTHSAS ApYx0a. OHM cOnmmsmimch, korna TeprnemessiH nepecenuics B
KOHCTaHTHHOIIONb U OHHU CTAJIM IIPOKMBATH B OTHOM oMe ¢ Komuracom.



CraTesl OCHOBaHA Ha MEMyapax XyAOKHWKA, HEW3JAaHHOM apXWBHOM MaTepHale W CBUICTEIBCTBAX
COBpPEMEHHHUKOB. lIpencraBineHa WCTOpHSL CO3AaHHSA JIydIIEro IOPTPETa pAHHEr0 TBOPYECKOTO IIEpHOJA
Tepnemesstna “Kommrac Bapmamer” (1913). O6cyxnaroTes rpadudeckne W KHBOMUCHBIE paboThl TepreMessHa
nocesieHHble 00pasy Komuraca. PaccmaTtpuBaeTcst KynbTypHas nesrenbHocTh Komuraca u Tepiemessna B 1912-
1913 rr., mpeacTaBIEeHBl CBHIETENBCTBA APYXKOBI XyJOXKHUKA M MY3bIKOBE/IA, YIIOMSIHYTHIE B apMSHCKOH
nmurepatype. B Hay4Hblii 000poT BBeneHa Hem3BecTHas pabora TepiemessiHa “Komurac Bapnamer u ero npyr —
npeasoautens e3uaoB” (1910), a Taxke morepsHHBIA rpymmoBoi stiox TepnemessH, “Komurac, CuamaHTto M
Manuk [lepnepsin”. OOcyxknaercst UCTOpPHS CO3/JaHMsA M JalbHeWmas cyapba moprpera ApMmeHyn MemuKsH,
KoTopas Obuta yuenurieil Tepiaemessana u Komuraca.

KiroueBbie cioBa: ®anoc TepnemessH, Komurac, peanuctuueckas )KMBOIMCh, apMsSHCKasl JIMTEPATypa,
“IToptper Apmenyn MemuksiH”, KoHCTaHTHHOTIONE.

THE DEVOTEES OF THE ARMENIAN CULTURE:
KOMITAS AND PANOS TERLEMEZYAN

As a prominent artist of realistic painting, a cultural-public figure and a devotee of the Armenian liberation
struggle, Panos Terlemezyan has a special role in the history of Armenian fine arts of the X1X-XX centuries. During
his creative life the artist had active relations with many prominent figures of the Armenian culture. Among those
relationships his friendship with Komitas Vardapet was especially noteworthy. The many years' friendship of the
musicologist and the painter became more and more fruitful, when Terlemezyan moved to Constantinople and
rented an apartment in the same building where Komitas was living. The memories of the painter, as well as many
archival materials and evidences of the contemporaries served as bases for starting a discussion on the matter.

A painting by Terlemezyan - Komitas Vardapet, created during his early creative period (1913), is
presented in the article, focusing on the history of its creation and clarifying details concerning the title. Other
graphic and painted works of Komitas by Terlemezyan are discussed as well. Details of the cultural collaboration of
Terlemezyan and Komitas during 1912-1913 are another subject discussed, considering also the references to the
latter found in the Armenian literature. Not widely known works by Terlemezyan as the Komitas Vardapet and His
Friend the Chief of Yezids (1910) and a lost group etude Terlemezyan, Komitas, Siamanto and Mannik Perperyan
are discussed here. The history of the creation of Armenuhi Meligyan's portrait and its destiny are presented.
Armenuhi had been both Komitas's and Terlemezyan's student.

Key words: Panos Terlemezyan, Komitas, realistic painting, Armenian literature, "Portrait of Armenuhi
Melikyan", Constantinople.



‘Uhynjuy Ynunwtngub (Zuyuwunwi)
Undhwnwuh puiqupui-htunnhwnnin

Huxonaii Kocranasan (ApmeHus)
Myseit-uactutyt Komuraca

Nikolay Kostandyan (Armenia)
Komitas Museum-Institute

YNUBSUUT &4, UULQUCES RURUSULE LUUUTYUAMNRESNPLE
Owyuinit nt wpdtpwynp E Undhnnwuh U Uwpquphin FPupuyuith twdwljugpnipniup: U
Puipujuthtt hwugbwgpws hp wnwehtt twdwlp YUndhwnwup qpkp k1905 p. hntthuh 25- hit Eodhwsthg,
huy ytpohup 1914 p. hniuhuh 23-ht” @wphqhg: buy yEpwpkpnud £ U, Fupwjuih’ Yndhunwuht ninnws
twdwlubpht, wyw npuughg wwhywidby Eu pigudkup 4igp: Ypwip qpdby Eu 1910 p. duyghuh 15-20
Lnunnuhg, 1911 p. hnljubdptph 18-htt dwphqhg, 1912 p. hnijhuh 21-htt dwphqhg, 1912 p. hnijhuh 23-hu

®wphqhg, 1912 p. unjkupkph 3-htt dlihg b 1913 p. wwyphh 10-ht @uphghg: Ukp byl b
nwpuplnype pnjwinulnipyudp tudwlibph thengny nipgugst) Yndhunwuh’ wpdbunwgbnh, dupnn
b dwnwénnh Yhpwuwpp: L Undhnwut hp twdwlugpnipjut dky qniuy £ ot hupbwdihnt,
wnnuudkbuyh] U, Pupuyuitht mnnjws twdwlibpnd gpubnpdnud b apu hknwppppnipniutbkph
puquulnnuuihnipniip, Jdwph  upnippibt ot wuwpunipemiup,  Jhuguth ot unipp

nhunnujutnipniup, sppowywinnng wphuwphh hwinty Yiphtt munhfwth qquynit yepupbpuniupp:
Puitugh punkp’ Yndhunwu, Uwpquphn Pupwjul, tudwlugpnipgni:

MNEPEINUCKA KOMUTACA U MAPTAPUT BABASIH

[epermucka Komuraca u Maprapur babasH oOmmpHa u 3HaunTenbHa. [lepBoe muceMo, agpecoBanHoe M.
Babasu, Komurac marucan 25 utons 1905 r. u3 Dumuanzuna, mocinensee — 23 utoHs 1914 1. u3 [apmxka. 13 mucem
M. Babasix, agpecoBaHHBIX KoMuUTacy, COXpaHHIOCH JIUIIB IMIECTh: 3TH MECbMa OBLIM OTIpaBieHH ¢ 15 mo 20 Mas
1910 r. u3 Jlonnona, 18 oktsa0ps 1911 1. u3 [Tapwmxka, 21 uronst 1912 1. u3 [Tapwmxka, 23 utons 1912 r. u3 [lapuka, 3
nostopst 1912 1. u3 XKenerst u 10 ampenst 1913 r. u3 IMapwka. Hama nens -—— oveptuts 00pa3 Komuraca —
XYIOXKHHMKA, 4YeNOBEKAa M MBICIHUTENS, IIOCPEJCTBOM aHalIM3a €ro IHCeM, KOTOpBIE XapaKTepHU3YIOTCS
Pa3HOIUTAHOBBIM cojaepkaHneM. HecMoTps Ha caepikaHHBI M 3aMKHYTHIM TOH BbICKa3biBaHUS Komutaca, B
nMchMax, aapecoBaHHbIXx M. babasH nposBisieTcsi pa3HOCTOPOHHOCTh €0 WHTEPECOB, OCTPOTa U HE3aBUCUMOCTh
€r0 MBICTIH, JKUBas W TOHKAas HaOJIOJaTeIbHOCTh, B BBICIICH CTENEHM YyTKOE OTHOIICHHWE K OKPY)KAIOUIEMY €ro
Mupy. B pesynbTare kpaTkoro o030pa aBTOp 3akirouaet, 4yro nepenucka Komuraca m M. babastH nmeer BakxHOe
3HAa4YE€HUE C TOUKH 3PEHHsI LIETOCTHOTO MTOHMMAaHUs 3CTETETUUYECKHUX B3IUIA0B U TBOpUecKUX NpuHuunos Komuraca.
C npyroit cTOpoHBI, NEpenucka SBISETCS NOCTOBEPHBIM M YHUKAIBHBIM (DAKTOJIOTMYECKUM HCTOUYHHKOM JIIs
N3y4eHUs] KOHIEPTHOW M TBOpYECKOW nesrensHOCTH KomuTaca M NpOSBIISICT CBET Ha OTHENbHBIE (hparMeHbl U
COOBITHS €r0 )KU3HH U JIEITEIILHOCTH.

KuoueBbie cioBa: Komutac, Maprapur babasH, mepenucka.

CORRESPONDENCE OF KOMITAS AND MARGARIT BABAYAN
The correspondence of Komitas and Margarit Babayan is extensive and valuable. Komitas addressed his
first letter to M. Babayan from Echmidzin on June 25, 1905. The last one was written from Paris on June 23, 1914.
As for the letters written by M. Babayan adressed to Komitas, only six of them have survived. They were written
from London on May 15-20, 1910; from Paris on October 18, 1911; from Paris on June 21, 1912; from Paris on July
23, 1912; from Geneva on November 3, 1912; and from Paris on April 10, 1913. The aim of this paper is to outline
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the character of Komitas as an artist, a person and a scholar through the letters. Although Komitas is restrained and
self-contained in his letters, however, in the letters addressed to M. Babayan, the comprehensiveness of his interests,
mental deepness and independence, live and subtle viewership, sensitive attitude towards the surrounding world are
displayed. Summarizing the brief review on the correspondence between Komitas and Babayan, the author of this
article resumes that it had an important role in better understanding of Komitas's aesthetical views and creative
principles. From the other hand, those letters present a reliable and irreplaceable source on Komitas's concert
activities and sheds light on definite fragments and events of the life and work of the great musician.
Key words: Komitas, Margarit Babayan, correspondence.
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Uthu Uypuqyub (Yhwypnu)
‘Uhinuhwjh Epudonnipjut hwdwjuwpuu

Auuc AiiBazsan (Kump)
YHuBepcuret My3bpiku Huxocun

Alice Ayvazian (Cyprus)
Music University of Nicosia

unNuUPSUU 9ULYTNESE B9 LU LM NhUC
2U8 Br'udcSNkE3UL UL

Upu honJuép JEpwpbpnid B Undhnwu Jwpguybnh Juuphtt b unbndwqnpsnipjun:
Lyunulj b hwuwbu YUndhinwuh npuybu §ndynghnnph b kpudsnwugbnh abpypoudp huguljub
Epudomnnipjut Uk, putth np tpw wotwwnmipiniiibpt h hwyn B Bk wdbih Jun, pwb tpwbtwygnp wyp
ghntwluuttph® Qnpuwt Ynnujhh U Phjw Pwpunih gqopsénitubnipinitp: vwqbph  huwgnyt
unnwugpdut hwdwlupq nwunidbwuhpnny  bhuwy  ghnbwuwbubph  swppnid  wnwyl]  dwyjunih
htwnwgnunipnit £ hpujubtwgpl] YUndhnwu Ywppuwybnp, npp hwjnth £ npytu hwy dnpndppujub b
Eytnkgujut tpudonnipju ninpunukpnid hblnwgnunipmitubp junwupws wnwewwnwp gnpshsy:

Zujjujutt  Gpudounnipjutt tpw nuundbwuhpmipoiutbpp hpdnwd tht ny dhuygte
nbnkjunympub tpipoppulub wypmbph, wyl Bodhwstimu huwjjulub hugnyh wwgwpnud, b
dhubnhlynd wwhyny puwghp Adbknwgpbph htnwqnuumpnibibph Jpu: Uju wdbkutt wowdby
wpdwbwhwjuwn b gupdund junwupdws wdpnne woppwnwipp: Undhunwuh YJjuiph puguhujn
tyuwwnwlu kp gpp wntl) b wynuyhn] ywwhywl) huyjulwt wgquyht Epudonuljut dunwbgnipiniup,
wji  hwuwtbh nupdul]  hwipmpjuip b Epunkpwdonwughnujut n yundwluwb
niunidbwuhpnipnitbp hpuwuwgubihu ogunugnpst) hwy dnnnypruljut Epudonnipiniip:

Puitugh punkp Yndhnwu Twpnpuybn, hwy wqquihll bpudynwlwi hiptnipnih, jwqughi
ununwqgpnipntl, Zudpwpdnid Lhunbgjut, mkwnpwjunpy, Zuyng Gntnt, dunwignipnii:

KOMMUTAC BAPJAIIET U ET'O BKJIAJI B APMAHCKYIO MY3bBIKY

JlaHHas cTaTbd OTHOCUTCA K XM3HM U gAedarensHoctd Kommuraca. Hama nenp — OCMBICIUTE BKIA[
Komuraca-koMno3uropa 1 My3bIKOBEla B apMSHCKON MY3bIKE, TOCKOJIBKY €0 UCCIIEA0BaHMs MOSIBUIKNCH 10 TOTO,
KaK pa3BepHYJIU CBOIO JEATEIBHOCTb IpPYyrue KpymHble My3bikoBeasl — 3onTaH Kopaih m bena Baprtok. Cpenn
ApMSIHCKMX MY3BIKOBEIOB, M3YYaBIINX JPEBHIOI0 Xa30BYIO CHCTEMY HOTONHCH, Oojee MacuiabHOe HCCieJOBaHHe
coBepil UMeHHO KommTac, KOTOPHIH SBISAETCS OJHMM W3 KPYNMHEHIINX CHENHMaINCTOB B OOJIACTH apMSIHCKOM
HapOJHOW W IIEpPKOBHOM MYy3BIKH. Ero mccienoBaHUs OCHOBBIBAIMCH HE TOJNBKO Ha BTOPHYHBIX HCTOYHHKAX
nHGOPMaNNK, HO W HAa W3YYEHHUH TMOMIMHHBIX PYKOMIHCEH, KOTOphlEe XPAHWINCh B DUMHAJ3HMHCKOM Xpame H B
Benernum. JlaHHBIA (akT mOAYEpKHBaeT IOCTOBEPHOCTH pPaboTHl mpojenaHHoii Komuracom. llenpro Ku3HH
Kommuraca 6puta Qukcanus u, TakuM 00pa3oM, COXpaHEHHE apMSHCKOTO HAIlMOHAJIHHOTO MY3BIKAIBHOTO HAacIeIus,
obecrieunBaHue €ro JOCTYIMHOCTH JUIsl OOIIECTBEHHOCTH, a TaK)Ke MCIIOJIb30BAaHUE apMSHCKOI HapOJHOW MY3BIKH B
STHOMY3bIKOBETYECKUX U UCTOPUYECKUX UCCIICAOBAHUSIX.

KuroueBnie ciioBa: Komurac Bapnaner, apMsHcKast HAlMOHANbHAS MY3bIKalbHas UASHTHUYHOCTh, Xa30Bast
HOTOIHMCh, AMOapiym JIuMOHDKSIH, TeTpaxopa, ApMsHCKui ['eHomy, Hacieaue.

12



KOMITAS VARDAPET AND HIS LEGACY TO ARMENIAN MUSIC

This study concerns the life and work of Komitas Vardapet. The goal is to understand further his
contribution to Armenian music both as a composer and a pioneering musicologist whose work appeared before that
of other notable scholars such as Zoltan Kodaly and Bela Bartok. Of the (Armenian) scholars who studied the
ancient Armenian Khaz notation system, the most extensive and pioneering was Komitas Vardapet, an Armenian
priest who many regard as the leading figure of Armenian folk and church music research. His study of Armenian
music is based not in secondary sources but on original research with musical manuscripts in the collections of
Etchmiatsin, an ancient cathedral in Armenia - considered of being one of the oldest in the world, and Venice. These
measures thus raise the value of the credibility for his work. His explicit purpose in his life-long research was to
write down and thus preserve the national Armenian musical heritage, to make the music available to the public, and
to utilize Armenian folk music for ethno-musicological and historical study.

Key words: Komitas Vardapet, Armenian national music identity, Khaz notation, Hambardzoum
Limondjian, tetrachords, Armenian Genocide, legacy.
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Zwudhl] Zupmpniiywi (Zujwunwiy)
wpykunughinnipiub phltwsnt
22 9UU Chpwlh huywghinnwulwh hbnwgnuinipnibubph Yeunpnt

AcMHK ApyTIOHSH (ApMeHN)
KaHINAAT NCKYCCTBOBEICHUS
IIupakckuii LeHTp apmMeHoBequeckux ucciuenosanuiit HAH PA

Hasmik Harutyunyan (Armenia), PhD in Art
Shirak Centre for Armenian Studies of NAS RA

YNUPSUU. NRUNPSNPU MURGANY,

Undhwnwuh unbndwgnpsuljutt puqunnpun qupnnid jut Jupbnpugnyt phpwpattp, npnup
punpyl] Eu ghyniynpku b hwunpwhwpdt] Bu hwudwpbn nisnwdubph oinphhy: Utp ghuwpldwi
ympp Yndhnwuh judpbpgpt 5o uinbnsqws hwwnntl niungnquljui twwwnwlikpny Bodhwsintd’
Qlinpgyub hnghinp &kdwpulih, hisyhu twl Ynunwbninmynund Chingnupub Jupdupuih vwikph
hwdwp: Tnipg 100-h hwutnng wju hdpkpgbipt hpktg ginupdbunwiwt pwpdp wpdwthpubpnyg
wuwhwioyus bu bnk)p twb wy Yppopwpuubpmd (huswbu ophtwy Ujkpuwunpuwnih, bqnhph
nupngubpnud): Updwihputphg dbdwgnyup huwy ununghl bEpgh pwquwdugt bnwbwliuwynpnida nu
Ybpulbpyunpnids kp' ungnpnnibph wwphpught wwppkp jdphph junwpnnuljub
htwpwynpnipnittiphtt hwdwpdtp, pwgunhl &oqphnn  dbpnpupwinipjudp:  Stnejulwmb  nu
punupuyhlt hwjnth qopstph, woniqulijwt wwpwdjws bpghph punpnipmnitt wyy  qopstph
ginupjbunujutt o1 ghinughnwlwt tnpndh  pujunudutph wpdwnwnpdwt tyuwunwl  thu
htnnwwunnud: N phl wyy dywlyndubpp Yndhnwuywt qun opowth bEphybp G, wypnihwnbpd,
upwignd  hunwly  Gphwlymd o bpw Yndynqhunpuiwt  npnundtbph n wwyuqu
unpupupnipniibph pudyninubpp: Nunignidp YUndhwnwuh hwdwp vh wpnynitwpbp thnpdwnuon tp,
npwnkn ninkuoytghtt huyng wjwinujut dbntnhujut dnwsnnmpjut hnppwlbpydwb punwdhnubpp:

Pwluh punkp Judpkpg, munigmy, inpupwpnipyl, judpkpquhl depnyupuingenii:

KOMMTAC: OBYYEHHUE XOPOM

B pasHocropoHHEll TBOpueckoW amesTenbHOCTH KomuTaca BeTpedaroTcss MPUIETbI, KOTOpbIe ObLTH
BBIOpaHbI OYEHb YETKO M JIOCTUTHYTHI T€HHAILHBIMH PEHICHUSIMU. MaTepralioM aHHOH CTaThU SIBISIOTCS XOPOBBIC
MIPOM3BEACHUS] KOMIIO3UTOPA, CO3AAaHHBIE CHEIHAIBHO Il 00y4YeHHs B DUMHAI3MHCKOM JyXOBHOW CEMHUHApHH W
mkonax KoncrantuHomons. Baxkuedmumu nocromHctBamu Oosee 100 XOpOBBIX NPOW3BEICHUIN SBISIOTCA
MHOTOTOJIOCHas 00paboTka M TepeBOIUIAICHHS apMSIHCKOW TPaJAMIIMOHHOW MOHOJIUYECKOW TMECHHU C TIIATENBHO
00paboTaHHON METOI0JOTHEH, B COOTBETCTBHH C HCIIOJIHUTEIHCKUMH BO3MOXKHOCTSIMH KOHKPETHBIX BO3PACTHBIX
TPYIIT yYanuxcs.

Br1060p KpecThIHCKHX W TOPOJACKHX HM3BECTHBIX HAPOIHBIX MPOM3BENCHHUH, a TaKkKe AIIyICKUX IECeH
Ipecie]oBaIy LeIU YKOPEHEHHUs B Cpelle y4YallluXCsl HOBEHIINE XYJ0XKECTBEHHO-3CTETHUECKUE BOCIPHUATHUS ITHX
npousBenieHui. 1 XoTs 3T 00pabOTKH NMpHHAUIEKAT paHHEMY IIEpHOJly TBOpUYECTBA KOMIIO3UTOPA, HO U B HUX YKe
OUYEBH/IHBI IPOPOCTKH KOMIO3UTOPCKUX UCKaHUH M OyAyIIMX HOBaTOPCTB.

Kaiouesnie ciioBa: Komurac, XopoBble Npon3BeieHHs, 00yueHNe, HOBATOPCTBO, METOIUKA.

KOMITAS: TEACHING WITH CHORAL SONGS

In Komitas's multi-dimensional creative activity, there are important targets that he chose felicitously and
overcame with great solutions. In this article, Komitas’s choral songs are under discussion, which were composed
for teaching purposes for the younger generation of the Gevorkian Seminary in Etchmiatsin and the Nikoghosyan
College in Costantinople. Due to their expressive and high aesthetic value these choral songs (about 100 pieces)
have been of great demand in other education centres (in the schools of Aleksandrapol, Igdir) as well. One of the
valued features was with the usage of absolutely correct method, the polyphonic treatment and the transformation of
the traditional Armenian monodic melodies, as corresponding to the performance potential of the different age
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groups of the students. Komitas chose rural and urban famous folk songs, as well as ashugh songs for his
arrangements with the purpose of creating new perceptions of these songs. Though these arrangements are among
Komitas's early works, his future composing priorities are evident in the latter. Teaching was a fruitful experimental
field for Komitas, in which the transformation of Armenian traditional melodic style can be traced.

Key words: Komitas, choral works, teaching, innovation.
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Ynpht Rhjudh (dpwtiuhu)

®uphgh 9hi-dnthdp hnghpnidupu

Uhotp £ty (dpwiuhw), pdojulub  ghimpnibbkph
nnlunp, yuundwlut ghnnipmnitubph nnljnnp, dwunphqh
Utgnu-Futy  pdojuljmt  Yhuwpnt, <dh; JdInithdp
hhJwlnuing

Knomun Beaamu (Opanmyst)

[Mcuxuatpuueckas knuHuka Buns-XKynd B [Tapmke

Mumean Kep (Opanmys)

JIOKTOp MEIUUUHCKUX HayK, JOKTOP HCTOPUYECKUX HAYK,
MeauIUHCKUH HeHTp Me3oH bnanm B [Tapuxe, 'ocniutans Ioms
Kupo B Buns-XKymude

Claudine Bellamy (France)

Paul Guiraud Hospital in Villejuif

Dr. Michel Caire (France)

Maison-Blanche Hospital, Paul Guiraud Hospital in Villejuif

2U8r uNUBSUUP 2N26ANRGFULUULNRU ULSYUSUD
duUULUYUZUSIUOP UUURL

ZEnhtwyubph  hbnwgnunmpmibt winpunyueind £ $Spwbuhuymd’ <hy Bypuph
hngbpnidwlupnid b Th) dmh$h hnghljwt jutghpltp niikgnn hhuinibph jugupuinid YUndhunwuh
wiglugpws wnwphibpht' 1919 p. wwyphth 6-hg dhts Gtpw dwhp' 1935 p. hnlwbdpkph 20-p:
Nuunidbwuppnipmiip . hhdignd £ Undhwnwuh pdojuljut wppjuhduyhtt thwuwnwpnptph
pnjuinunipyutt yEpmsnipjut Yypu: Upjuhquyjhtt thwuwnwpnpebplt wjuop {hnyhtt hwuwbbh G
Nuunidbwuppnipmih wpnugnmd £ Yndhunwup’ hnghpnidwpuimd wigws bpljup wbwguphp
Epynt yunbkpwquubph dhol pujws dudwtwjuhwndusnid b Jbp E hwiind tpu hhdwinnipju,
pdojujut pbwdwlumpjul, Jjuiph yuydwibkph hbn juydws hupgtp: Zup Yndhnwuh hnghju
huunhputinh dwuht Juyty B puquuphy pdholutp, npnig wintuibptt wyuop hwyjinh Eu b nypkp tput
bl B Yud wuppbpwpwp quub): Ujg hwunp dwuht Jyuyl) B twl Yndhnwuh dnbkphdutpn:
dkpohtuutiphg ny np Juuljwsh wmwly sh npl] hhjwinwtngnid dawnt wthpwdbynnipyut hhdbwnpgus
lhubkip: Pupp Undpwnwup bu Yupsbu phk pnipu quimt wwhwby sh Ukpluyjugpl:  Pniddwb
httwpwynpnipniuttpp, npnup wyy dudwbtujuopowinid vwhdwtwthwy tEht, npuljut wgnbkgnipniu
smibgu Yndhnwuh hngbyhdwlh Jpu, hul wpghyuhwldwh by bpupunb dowgb E] wbh
hunpugpkg wyn puunhpubpp: Zuyp Yndhunwuh htn skht Jqupdnud wy) hhwigubph tdwi, hught
byuwuwnnid Ep hwy hwdwjuph donwjut ubpyuynipiniup, Yndhwnwuh puykpttph b Epjpywugniubkph
hwdwhiuljh wygkpp, npnup bywuwnnud Eh npuh wpjpwphh hbn juwbtph wwhywtdwin: Yndhunwuh
hbwdwwnwp hwidbwdnnnyh b qupsnipjutt dhowdwnnipmniup byuwunnd | ipw ptudwljunipiui
hwpgtph (nwsdwin b poy] nwjhu pupbjuybp weopyu Yyuiph wuydwbubpp: Zwtdtwdnnnyp Jwpnd
porddwt Jupdp, npp puduljub puiy tp 9hy Edpupnud, b htwpwynpnipnit Eunwhu untuwtb) Zugp
Undhnwuht  Swjpwdwunid  qubdnn  npblk wy]  pnidulut hwuwnwwnnipmit hnjowngpbng:
Winiwdkbugihy, sh hwennymd  tpwi wknuihnjul) wiibh pupkiyuwun Ybnpnt SYkguphu,
Uduunphw, Ynunwinuniynihu jud «hp Ephp»: 9h) Bdpupnud, hyybo wjinithbnb 9hy dnthdnud,
tpwt npdnud ki puquuphy] weu]bnpmnibitp, wy pynd’ wewbdbwukiyul, npinknhg nkuwpui &
pugynud ghuyh wygh, hywyhu twb upbd Ypknt hbwpwynpmipnil, hul 1932 p. Zup Yndhunwuht
pugniinud b wy) poidujut hwunwnnipni: Ujuntn tw hwnnmly pdojuljut jptwdp Ep unnwnid
undwunhl] pwqupnidutph hwdwp, npntp wyy dudwbwly Eupwlu skhu pniddwt:

Pwbuh punkp’ hngbpnidnipntty, hhywinnipnil, dwh, Undhunwuh pbykpbkph yndhunk:
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O IIEPHUO/IE TPEEBIBAHUS OTIIA KOMUTACA B ICUXUATPUYECKOM JEYEBHUIIE

HccnenoBanue aBTOPOB OTHOCUTCS K mepuony mnpeObiBanus ortna Komuraca Bo @panuumnu, B
NICUXMATPUUECKOl KIMHKMKE B Bub-DBpape, 3aTeM — B OOLIECTBEHHOM NPHIOTE ISl TYHIEBHOOONBHBIX B Brib-
Kynde, B koTOppIX OH Haxommics ¢ 6-ro ampems 1919 r. mo musA cBoelt koHumHBI —20 OkTsAOps 1935 T.
HccnenoBanue 6a3upyeTcst Ha aHAIN3€ COAEPKAHUS MEIUIMHCKUX JOKyMeHTOB KoMuTaca, KOTOpbIE B HacToAIIee
BpeMsI JOCTYIHBI 111 OOIIECTBEHHOCTH. B TaHHOW CTaThe MPOCIIEXUBAETCS NONTHI yTh npebbiBanus Komuraca B
neyeOHUIAX B IEPUOJ MEXIY ABYyMs BOHHAMH, a TAK)K€ OCBEIIAIOTCS BOIIPOCHI, OTHOCsIHecs K Oone3Hn KomuTaca,
€r0 MEIUINHCKOM ONEKE U YCIOBUSAM €r0 XHU3HU.

HymeBHoe pacctpoiictBo Komuraca ObU10 3aCBHIACTEIHCTBOBAHO MHOTHMHU BpadyaMH, MO OTIEKOH HIIH IO
MEpUOANYECKUM HaOJIIOAEHHEM KOTOPBIX OH HAaXOAWICsA (MMEHa BCeX Bpaueil HbIHE M3BECTHBI). DTOT (hakT ObuI
oTMeueH Takke Omm3kumu Komwuraca. HUKTO M3 HHMX He CTaBWJI 1O/ COMHEHHE OOOCHOBAHHOCTBH Y/AEP)KaHUS
Komuraca. OH caM, KaeThCsl, He IPEABSBIISLT TPEOOBAHHS CBOETO BBIX0/1A N3 KIMHUKHU. JOBOJIBHO OrpaHUYCHHBIC
METOJbl JICUCHHS] TOTO BPEMEHHM He OKaszaiu 3(GQEeKTHBHOrO Bo3jeiicTBHS Ha coctosiHne Komwuraca, a nonruid
TIepUOJ yepKaHusl emle Oonblie ycyryousn npodiaemy. Tem He MeHee, k oty KoMHTacy OTHOCHIIMCH HE TaK, Kak K
JpYruM HalUeHTaM Oiiarojapsi MOCTOSHHOMY TPHCYTCTBHIO apMSHCKOW OOIIMHBI, YaCTHIM BH3UTAaM €ro Ipy3ed U
MIOKJIOHHHUKOB, KOTOPBIE CIIOCOOCTBOBAJIN COXPAHEHHUIO CBSA3U C BHELITHUM MHPOM.

BmemarensctBo Komurera momeunteneit Komuraca m agMuHHCTpamyu CIIOCOOCTBOBAIO OpPTraHH3ALUH
MeIUIMHCKOH oreku KoMuTaca n yIrydIIeHHIO yCIOBHH €Tro MOBCEIHEBHOH kHM3HU. KOMUTET ommadmBan pacxompl
Ha JICYCHHE, KOTOpble OBUIM JOCTATOYHO BHICOKMMH B JedcOHMIC B Buib-OBpape, 4T0 mM03BOIMIO M30€XaTh €ro
NepeMeIIeHnss B Jpyroidl NpuHropoixHeld npuror. OfHako, MM Tak M HE yJaloch oOecrednTbh eMmy Oonee
OmaronpusTHEIE ycroBus edeHus B LBeitmapun, ABctpuu, KoHcTanTHHONONE Muth Ha “ero poawHe”. Kak B Brib-
OBpape, Tak 1 B Bunb-XKynde emy OblIu npepocTaBlieHbl 0COObIE YCIOBHUS, B TOM YHCJIE OTAENbHAs KOMHATa, U3
KOTOPOH OTKpBIBAJICS BHJ Ha caj, a TakKe BO3MOXHOCTh HouleHMs cyTaHbl. B 1932 r. Komutaca nepeBoasT B
Jpyroi MpHUIOT, TJie OH IOJIydan OCOOBIH yXoa A GONBHBIX C COMaTHYECKHUMM PacCTPONCTBAMHU, KOTOPHIE B TO
BpeMsI He TTOIJABATIUCH U3JICUEHHIO.

KioueBble ciaoBa: Komurac, ncuxuarpusi, oMenieHne B OonpHUILY, Oone3Hb, KomuTteT momeuyuteneit
Komnraca, cmepTs.

ABOUT THE PSYCHIATRIC HOSPITAL STAYS OF FATHER KOMITAS

The authors present a study on the days Father Komitas spent in France, first in the Special Health Facility
in Ville-Evrard and afterwards in the public asylum of Villejuif from April 6, 1919 to October 20, 1935, the date of
his death. The study is based on the analysis of the content of Father Komitas’s medical records, which today are
fully accessible to the public with full rights. This research study recounts Father Komitas’s long journey within the
asylum world during the inter-war period and addresses the issues around his disease, his medical care, and his
living conditions. Father Komitas’s mental disorders are evidenced by many doctors (the complete list of doctors is
now available), who had taken care of him or who had examined him punctually and by his relatives. None of his
relatives seem to have questioned the grounds for his detention. Father Komitas himself does not appear to have
asked for his release. The treatments, rather limited at that time, had little effect on his disorders and the prolonged
detention probably made them even worse. However, Father Komitas wasn’t treated like the other mental patients,
due to the continued presence of the Armenian community at his side, and the frequent visits of his friends and
admirers, which maintained the connection with the outer world. The intervention by the Father Komitas’s Friends
Committee and the administration influenced and galvanized his medical care and improved his daily life. This
Committee paid the price of his stay, particularly high in Ville-Evrard, and prevented the transfer of Father Komitas
to a provincial asylum. However, they did not manage to transfer him to a more appropriate facility in Switzerland,
Austria, in Constantinople or "in his country”. In Ville-Evrard, as well as in Villejuif, Father Komitas received
various benefits such as a single room overlooking a garden and the permission to wear his cassock. In 1932 he was
admitted to a new house, where he received special care necessitated by somatic disorders that the treatments of that
time could not cure.

Key words: Komitas, psychiatry, internment, disease, Komitas’s Friends Committee, death.
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Qnihu £. «Undhwnwup b Gpudonwljub $njljjnpp»
Chapter Il: Komitas and Folk Music

Ujhtw Quhjbwlyul (Zujwunwiy)
wpybutnughwunnipjub phljuwsdnt, ypndtkunp

22 UpJtunh quuunuluynp gnpshs

Undhwnnwuh widub yhknwlwt Yntubpjunnphw

Aununa ITaxyeBansiH (ApMeHUs)

KaH/IU/1aT UCKYCCTBOBEICHUS, Ipodeccop

3aciyKeHHBIN JesiTenb uckyccTB PA

EpeBanckas rocynapcTBeHHas KoHcepBaTopus nuMenu Komuraca

Prof. Alina Pahlevanyan (Armenia)
PhD in Art, Honored Worker of Arts of RA
Komitas State Conservatory

YNUPSUUC &Y 2U8 GMUdTSUUUL SNLYLNLTUSPSNPESUL ZPULURNLIPULET

Undhwnnwuh hEnwgnuumpmniip tpudonujut $njjinpughinmputt Uty Juplnp E ny dhuyh
huyjujul, wyl wy] wqgbph $ngnpuyhtt tpudoninipju ntuntdtwuhpnipjut hwdwp: Yndhnwup
huwdwpynud t hwy wqquyhtt Yndwynghuinpuluit nupngh hhduwnhp: Zwdupbing hwqupudnp
dnnnyppuljut bpglp b dbnbnhubp, tw gputp ntunidtwuphply b puuwlupgl] pun dwiptph: Zwenpy
puyip bk b bhwy Gpudonmpjut Jupnigyuspht hwdwywunwupwt puqdwdwjunipjutt npnunudp:
Uny hnnJwén thnpd kE puguunpbnt, phk htynt bp YUndhwnwup huwy wqquphtt ndwynghunpuljub nypngh
hhdtwnhpp, htywtu pugnitjws £ hwdwpl] huy Epudonwughunnipjut dbe: Lutiynid . Undhwnwuh
wnwewnpwé htinlyuy) ppunhpubpp.

v Npu E hwyy wjuwinuljui bpudpnnipput putun]np toipynibp: N'po | hdypnyhqughuwjh
nhpp putwynp wjwugnyph thpunid:

v Pus php mbh tnnugpnipniip  bpudonnipput Uke: P’y Ynpoiunbbp koo jhunud
innwgpmpjuh nhuypnud: Puswk u kb thnjuhwpupbpdmu gpudnp b pubudnp wjwbnnypibpp:

v Snipwpwbynip mwpudwopowtht punpny tpudrnwjut puppunttiph pugwhwynnidp:

v dnnnyppujubt tpudonwluwt  unbndwgnpsnipjutt Uky  hEnhtwlh gomipjut Jud
puguljwjnipjub jutnhpp: X

v bpnthh JEuuntbwlnipniip, tpubg Jjutph mbnnnipniup: N p Epgbpt B wypnud wydbih
Epup, b npn up Jup& Jjutp niuk:

v bpghphtt hwwnny hpuldzuzulllul'u bpwqubph  punpnonudp b pwbwdlbugh
wpunwhwjnnipnibtbnh gnipu phpnudp: by swhny Jwpnn £ hdypndhqughwb gnnipnit niubbwg
pwtiwdliwghtt dnwdnnnipjub Uke:

v Putwhwjupsnipjul Uk tpgh unwughntwp gpundwt Ununkgnudp:

v [Fhpup hwy donnyppuljut tpgh dk:

Pwiluh punkp hwy bpudonwlwt $njynpughunipmil, phpd, dbwnp, putwhw]wpsulub
wpumnwip, gpunnid:

KOMMTAC Y BOITPOCbI APMSIHCKOM

MY3bIKAJIBHOMW ®OJIbKJIOPUCTUKHA
HUccrenoBanne Komuraca B 00acTH My3BIKATBHON (DONBEKIOPUCTUKA TPEACTABISIET BAKHOCTH C TOYKH
3peHHs HM3YYCHHS MY3BIKAIBHOTO (OJBKIIOpAa HE TOJNBKO apMsH, HO W APYruxX HapoaoB. Komurac cumraeTcs
OCHOBOITOJIOXKHIKOM apMSIHCKOH HAIlMOHAJIBHON KOMITO3UTOPCKOH IIKOJbl. CoOMpas MHOTOUMCIICHHBIC HAPOHBIC
TIECHH ¥ MEJIOJUH, OH U3YyUWII UX U KIACCUPUIMPOBAI 1Mo kaHpaM. CIeIyIOMNM IIaroM CTal TOUCK MHOTOTOJIOCHS,
COOTBETCTBYIOIIETO CTPYKTYpE apMSHCKON MY3BIKH. B maHHOHN CTaThe MBI HOMBITAINCH PA3bACHUTH — MOYEMY JKE
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Komurac sBiseTCss OCHOBOINOJIOXXHMKOM apMSHCKOW HAallMOHAILHOH KOMIO3UTOPCKOW IIKOJBI, KaK IIPHHATO
CUMTATh B apMSHCKOM MY3bIKOBE/ICHHH. B cTaThe ocBemaroTes ciaeayromue mpooiemsl, BEIIBHHYThIe Komuracom:

v/ KakoBa ycTHas CYIIHOCTh apMSIHCKOW TpaJulMOHHON My3bikn? KakoBa posib HMpOBH3AIMU B pPaMKax
YCTHOTO TBOpYECTBa?

v" Kakyio poib urpaet Hotanus B My3bike? Kakue yTparhl OPOUCXOIAT B mpoliecce HOTupoBanus? Kakum
00pa3oM cOYeTaroTCs yCTHAS M MUCHbMEHHAs TPaIuIin?

v' BblIsBIICHHE XapaKTEPHBIX MY3BIKAIBHBIX JIHAICKTOB KaXI0r0 PErHOHA.

v" TIpUCYTCTBHE WM OTCYTCTBHE aBTOPA B HAPOJHOM MY3BIKAILHOM IIECHETBOPYECTRE.

v" KuzHecrocoOHOCTD MeceH. Kakue mecHH KUBYT J0JbIIE, Y KAKUX — O0Jiee KpaTKas KU3Hb.

v XapakTepuCTHKa THIOMYHBIX MY3BIKaJIbHBIX ()pa3 W BBISBICHHE Mejoauueckux Qopmynn. B kakoii
CTETIeHN UMIPOBH3AIHSI MOXKET IPUCYTCTBOBAThH B (HOPMYJIEHOM MBILIICHUH?

v' Tloaxo[l K CTAl[MOHAPHOM 3aIiCH IIECHH B COOMPATENBCKON NeATEIbHOCTH.

v PUTM B apMsIHCKOM HapOJHOM HECHE.

KnaioueBble ciaoBa: apmsHCKas My3blKaibHas (OJBKIOPUCTHKA, PUTM, METp, COOMpaTenbeKas
JeATeIbHOCTh, HOTHPOBAHHE.

KOMITAS AND THE PROBLEMS OF
ARMENIAN MUSIC FOLKLORISTICS

Komitas's research in ethnomusiclogy is of great importance not only for the study of Armenian folk music,
but that of other nations. Komitas is considered to be the founder of Armenian Ethnic Music Studies. Collecting
several thousands of folk songs and tunes, he studied and classified them into genres. The next step was searching
for the polyphony convenient for the Armenian music structure. This article attempts to explain why Komitas was
the founder of the national school of music composition, as commonly accepted in Armenian musicology. The
following problems propounded by Komitas are addressed to:

v" What is the oral tradition in Armenian folk music? What role does permanent improvisationhave inside
in oral tradition?

v' What is the advantage of music notation? What losses can be registered in the case ofnotation? How do
written and oral traditions relate to each other?

v' Revealing the “music dialects” typical for each region.

v’ The problem of the existence or the absence of an author in folk song creation.

v’ The viability of the songs, their lifespan. Which songs live longer and which do not?

v' ldentifying the musical phrases typical for the songs and finding the formulaic expressions.To what
extent may improvisation exist within formulaic constructions?

v The stationary approach in song collection work.

v The rhythm in Armenian folk songs.

Key words: Armenian music folkloristics, rhythm, meter, music collection, transcription.
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Lhihp Bpigwljumi (Zwjwunwb)
wpybutnwghwunnipju gnljnnn, ypnptunp
2z wpykunh Juunwljuynp qnpshy

22 2UU Updtunp htunnhwnnin

Jinnut Epaskaksas (ApMeHns)
JIOKTOp MCKYCCTBOBEICHUS, IIpodeccop
3aCITy)KCHHBIH JIeATeNlb HCKYCCTB

PA Unctutyt uckyccts HAH PA

Dr. Prof. Lilit Yernjakyan (Armenia)
Honored Worker of Art of RA
Institute of Arts of NAS RA

YNUBSUUL &9 UL2USPUL ErUFTSUUUL hFLLULNRE3UL MULIPLUET

znnudp onpuwthnd E wqquyhtt bpudownwlut hupunipjut jndhtnnwyyut yunlkpugnidubph
hhuptptt hp dudwbwlh hwdwwnbpunnmd: NMuwudwpunupuwliui hwiqudwiupubpng b wqquyhb
Upwlynyyph hiptwdwiwsdwl inhpikpn] yuydwiunpus YUndhnwuh hwjuuwljw ghppnpnonidp
woniquljul kpqupdbunp, wpbbjut wjuwinuljut Enuwbwlubph, hyybu twb poippubqnt Epgkph
YEpupbpyuy, dbwynply k dhdjubg hulungpng «aplbjubs b <huguluiy plppindibpb ne «onwpy
dwupbkphtt wpdnn pumipwqpbpp: Munph puunmipniup b hbnwgnuuljut Guljbnp skt Gupwugpnid
Undhnnwuh wpunwhwjunws dnpkph jud wwpupdtp quuhwinwlububph phtwunwunnipmiup: Zuy
tpudonmpjut Uks bpwpinuninph Ynpdinpnomdp mnnjws wqquyhtt kpudonwlub hiptnipyub
Equjhnmipjut wywugnigdwip, sh pugunnid wy] ghinujut mkuwlbnbph jupbnpnudp: «@nippuljui
Epgbipy Jud  «@nippuljub  dkntnhubp» punpwgph  tbppn XIX-XX  pgupbpnd  dwgtwgpus b
hpuwnwpwliyws dh swpp Lpudonwlumt hwjwpwdniubph nunidtwuhpnipmniit wowewnpmd k
uwlmpwpubmu  Ywupgh hwpgbiph  hunwuligdwt b Gpudonulut  «<hujjuluiunipyui»
uwhdwbph £ogpuniwt wthpwdbonnipmiup:

Pwliwh punkp’ wqquyhti hipln pinil, uthyninp, $njnp, wplikpub iywbwlukp:

KOMUTAC U HAIIMOHAJIBHASI MY3bIKAJIBHASI HAEHTUYHOCTbD
B nanHOW cTaThe paccMaTPUBAIOTCS OCHOBBI KOMHTACOBCKMX TNPEJICTABICHHH O HaIMOHAILHOMN
My3BIKaJTbHOM HIEHTHYHOCTH B KOHTEKCTE €r0 BpeMEeHH. B CBSA3M C HCTOPUKO-TIOMIUTHYECKUMH 00CTOATENIECTBAMU U
npoOiieMaMy CaMOIIO3HAHUSI HAIIMOHAIBLHOW KYJBTYpPbI, HEOJHO3HauHas mo3uius Komuraca HO OTHOLIEHHIO K
aIryrcKo My3bIKe, TPAIWIMOHHBIM BOCTOYHBIM MENOAMSAM, a TaKKe TYPKOS3BIYHBIM IECHAM cpopMupoBana
MIPOTHBOMOJIOXKHbBIE MOHATHS “BOCTOYHOTO” M “apMSIHKCOTO”’, a Talke IpHBeJIa K BO3HUKHOBEHHIO pAna
XapaKTePUCTHUK, OMPEACNAIONUX “UyKepoAaHble” KaHpbl. LcXomHas TodYka HAIIETO HCCICIOBAaHUS U
paccMarpuBaeMasi HAMH TIpoOyieMa He MPEIoNarafoT KPUTHKY KOMHTAaCOBCKOM TOYKHM 3PEHMS WM Pa3TUYHBIX
oneHok. Ilo3unus BbLIArOIIErocss AesTedsl apMSHCKOW My3bIKM, HAIPaBICHHAs K YCTAaHOBJIEHUIO YHHKAJIbHOCTU
ApMSIHCKONW MY3bIKaJIbHOM HMJEHTUYHOCTH, HE HCKIIIOYAeT CYIIECTBOBAHME HMHBIX HAay4YHBIX aclekToB. M3ydenue
LEJIOTO psiia COOPHUKOB, 3alMCaHHBIX M omyOirKkoBaHHBIX B XIX-XX BB. nox 3arnaBueM “Typenkune necHu” Wi
“Typenkue Menonun” BBIABHIaeT HEOOXOAMMOCTb Ppa3bsICHEHUS psila KYJIbTypOJIOTHUECKHX MpolieM u
KOHKpPETHU3al11 B IIpeesaX My3bIKaIbHON “apMSHCKOCTH .
KnaioueBble ci10Ba: HalMOHAIBHAS UAEHTHYHOCTD, AMACTIOPA, (POIBKIOP, BOCTOUHBIE MEJIOJHH.

KOMITAS AND NATIONAL MUSICAL IDENTITY
This paper addresses the criteria according to which the outstanding Armenian musician Komitas defined
national musical identity and sheds light on the contradictory statements more often than not drawn from historical -
political circumstances and the cultural setting. Komitas’s views on ashough art, oriental melodies and the songs
sung in Turkish, generated the contradictory concepts of “Oriental” and “Armenian” music and even led to the
identification of the distinguishing features of “foreign” genres. Komitas's evaluations and statements about the
unique features of Armenian national music claimed to be free of any “foreign” element, have revealed that those
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statements were not meant to undermine the importance of other approaches. The examination of various musical
recordings produced in the XIX-XX centuries under the title “Turkish Songs” or “Turkish Melodies” makes it

necessary to offer new criteria for the definition of culturological issues in general and the identification of the
musical “Armenianness”, in particular.

Key words: national identity, diaspora, folk music, oriental melodies.
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Zopthuhuk Mhljhgub (Zuywunwl)

wuwndwlub ghnnipmiuutph phljuwsnt, npngkun
Bphwth whnwlwb hwdwjuuput

22 QUU Upgtkunmh htunnhwnntn

Puncume Muxuusas (ApMeHus)

KaHIUIAT HCTOPHUYECKUX HAYK, TOLIEHT
EpeBanckuil rocyjapCTBEHHBI YHUBEPCUTET
Wncturyt uckyccts HAH PA

Hripsime Pikichian (Armenia)
PhD in History, Assistant Professor
Yerevan State University

Institute of Arts of NAS RA

20N49GLE dUUTLUYUYRS UELSUNUJ UrNRUL.
YNUDPSUUD ZGSLGINY

znpudp wlhpdws b dbp dudwbwlubkpnud Undhunwuh hpupnwpwlws hwipuhuyun Lnndw
gnipwitpgh Yhugunuupdwun: 1991 p. Lnnqu dwpgnid juqdulbpyws ghunwppwydh pupwugpnid 22
QUU Upytunmh htunmhunninh dnnnyppujub tpudonnipjub pudih wpjuwwnmwlhgubpn thnpdnwd th
&onky, phk nppwuny b dnnndpnh hhonpmipjut dky wwhwywgl] YUndhnwuh qpuiigus Anipwitpgh
(hnnnydly)) wwppbkpwlp: ZEwwppphp tp, ph Epjpugnpsufut dowlnypnud  wnbknh  niubgng
qupqugnidutpt nt dudwbwljn hty judpugpmidubp Eht uuwpl] hnondbh  gqnpdwnnyph nu
Junwupdwt Ypyh dbe: Inipwbwduph wpupnpquiupgp tjupugpbihu nwwuplg putwuwgubpp
dqunid  thu &oqphwnn  ubplujugubl; dwubwlhgubphg jmipwpwigninh Juppp, gnpéniubmipiniup,
hplpwugu wuynn junupuwjht nt bpudrnuljut nkpuntpt n Ukjuwpwtnid nputp: Ujuytkpnh punuph,
Uwtwhhi, Zwqyh, Upnpph, Ulutkp, Unupp gnintph pwbwuwgubph hhonnmpjudp JEpuljuiqudus
gnipwtwquph gnpépupwgh ujwpugpnipniuipt nt hnendbjh hwndwduwghtt Juwnwpnidubpp
hwjwuunnmd thut Bpwdpnwybunh qpuugnudubptt nt hwuwnmd pwlnyph dwpwiquijutt juwh
JEuuntbwlnipniip: Umiph hudbdwnwlwt puunipmniip thwunnd k np ghnwppwygh plpwugpnid
dujimgpud gnipwitpgh 9 b Yuyh kpgh 7 wdnwubpp tbppuotwlnpbt hwdbdwnbjh . YUndhwnwuh
hpwunwpwljuws Londw gnipwibpgh nt Yuh btpghph  Bpudonwdunwsnnnipjuipn:  Snpsdpupugh
tjupugpnipniit ot nkpunwpwbwluwt JEpnisnipniip Uk wiqud bu Jiuynd Bt Undhunwu-
wqqugpugtnh ghunquijuinipjul, b ynipp gpubgknt b tkpjuyugubne (bnnwugpqus b tpgquyht
wnwppkpwljubp) puguehly hdnnipniubkph dwupb:

Puituh punkp’ gmpwilitpg, hnpnyky, Yndhunwu, kppugnpsuljwi stu, ghnwpown, Tonh:

COBPEMEHHOE BBITOBAHHUE “OPOBEJIA”:
IO CJIEJAM KOMHUTACA

Crarpsi mOcBsilieHa OBITOBAHWIO M3BECTHOW JIOPHUHMCKOW IUTYXKHOW NecHH (OpoBel) OIyOJIMKOBAaHHOM
Komuracom. Crycrs mouT Bek Mocie M3laHus opoBena B 1991r., yuacTHHKM sKkcneaunuu MHCTUTyTa MCKYCCTB
HAH PA B Jlopuiickoil 007acTH CTPEeMWINCh BBISICHUTh HACKOJIBKO HAPOJHAS MAMSITh COXPaHWJIA 3TH MECHH U
3ammcath OBITYIOIINE BapHaHTHl KOMHTACOBCKHX OPOBEJIOB. BpUma mocTaBiieHa Leib paccMOTPETh, KaK pa3BUTHE
3eMJIe/ICTbYECKON KyIbTYPhl M WHHOBAIIMHM CEIbCKOXO3IHCTBEHHBIX Pa0OT OTPa3sWiNCh Ha OBITOBaHWE M TEKCTHI
TPaIUIMOHHBIX IUTY)KHBIX TTeceH. Bo Bpems Oecen B ropoae Anasepan, cenax CananH, Arsu, Akopu, Akaep, Mrapt
MTOKMITBIE PECTIOH/ICHTHI CTAPAJINCh MTOIpOOHEee ONMMCaTh MOBEIECHHE U PoNIb maxaped. OHU eI 1 KOMMEHTHPOBAIN
My3BIKaJTbHO-TIO3THYECKHE TeKCTHl Oposena. C MOMOIIBI0 COOPaHHBIX IMOJIEBBIX-3THOTPa(UIECKUX MAaTEpUANIOB U
3amucedl MeceH, MOYKHO PEKOHCTPYMpOBaTh BECh MPOLECC TPAJUIMOHHBIX 3eMIIE/IeNbYeCKuX paldoT, a Takke
MOJTBEPAUTh HACJIEACTBEHHOCTh TPAAULUOHHOW KyJbTypbl. CpaBHUTENbHBIN aHANU3 SKCHEIUIHMOHHBIX 3amucei
1991 r. ¢ wuccnenoBanusmMu Komuraca NOKa3bIBA€T TapMOHUUYHYIO CBSI3b MY3BIKAJIBHOTO MBILIUICHHS U
KHM3HECIIOCOOHOCTh  TPaJMUMOHHON KynbTypsl. CoOpaHHbIE HaMH MaTepuaibl IMOATBEPXKAAIOT YYTKYIO
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HabmoaTenpHOCTh 3THOrpada KoMuTaca, a Takke ero My3bIKOBEAYECKUI MPOGECCHOHANI3M, YHUKAIbHBIC HABBIKH
B 00JIACTH HOTHUPOBAHHS W 3aIKMCEH CIOXKHBIX UMIIPOBH3AIMOHHBIX JKAaHPOB HAPOJHOW MY3BIKAIBHOW KYIBTYPHI.
AHanmu3 OmyOJMKOBAaHBIX TEKCTOB ILTYXHBIX IMECCH U COOpaHHBIC 3THOrpaUYeCKHe MaTepHajbl, B KOHTCKCTE
3eMJICICFYECKON KYJIBTYpHI, JAlOT BO3MOJKHOCTh BOCCTAHOBHTH IJIABHBIM 3eMilefienibueckoil oOpsim. OH mMeeT
OpPTHYECKHI XapaKTep W HANPABJICH Ha IUIOIOPOANE 3eMIIA. B 3TOM KOHTEKCTe, OpOBEI HE TOIBKO TPYIOBas IECHS,
C MOMOIIBI0 KOTOPOH pPErylIHpOBajlCd PUTM M HACTPOCHHE 3eMIICACTHIIEB, HO M MY3BIKAJIBHO-TIOITHYECKUH KOI
TJIABHOTO PHUTyaTa KOCMOTOHHYECKOTO MH(pa.
KiroueBble cji0Ba: IUTy>KHBIE TIECHH, opoBelt, Komurac, 3emienensaeckuid 00psn, skcnenust, Jlopu.

MODERN LIFE OF THE “HOROVEL”: FOLLOWING KOMITAS'S PATH

This paper concerns the modern life of the Horovel or Plough Song first studied by Komitas. Though the
ploughing process associated with singing the horovel is considered to be a past culture, nowadays its reminiscences
can still be traced in Armenia.

In 1991, during a study field trip to the region of Lori, the specialists of the Folk Music Department of the
Institute of Arts of the National Academy of Sciences of RA sought to clarify to what extent the variations of the
Plough Song recorded by Komitas had survived in the memory of people. The question was to find out what
alterations the time and the developments in cultivation techniques had made in the function and form of the
horovel. When describing the working process of the farmer, the elder tellers were tending to accurately represent
the behavior and activity of each participant of the labor process and to interpret the verbal and musical texts
performed during latter. The descriptions of the farmer's work and the fragmentary performances of the plough song,
recovered according to the memory of folk singers, which were recorded in the town of Alaverdi and the villages of
Sanahin, Hagvi, Akori, Akner and Mghart coincided with Komitas's transcriptions and confirmed the viability of the
heredity of culture. The comparative study of the material confirms that the nine samples of the plough songs and
the seven samples of the threshing songs recorded during the expedition are logically comparable with the musical
structure of the Lori Plough Song and threshing songs transcribed, studied and published by Komitas. The
description of the working process and the analysis of the texts once again evidence Komitas - the ethnographer's
subtle ability and unique skills in collecting and transcribing folk music and texts.

Key words: ploughing song, horovel, Komitas, farming ritual, expedition, Lori.
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Uwphwbbw Shqpuiywib (Zuywunwi)
wpykunughinnipiub phljtwsnt

22 QUU, Upytuwnnh htunhwnnin

Undhunwuh widut yhnwlwb §ntubpjunnphw

Mapuanna Turpausn (ApMmeH¥s)

KaHANIAT HCKYCCTBOBEICHMSI

Hucrutyt uckyccrs HAH PA

EpeBanckasi rocyqapcTBeHHas KoHcepBaTtopusi umeHn Komuraca

Marianna Tigranyan (Armenia), PhD in Art
Institute of Arts NAS RA
Komitas State Conservatory

«LOrhY» U4ULTIUUUL 2UrvvvendLeore
YNUBSUUP QU3LUS N E83NPLLEMNRU

Zujjujut  donnppuljut  Epquunbndnipyut Uky bquljh skt wyb ophtwlubpp, npnip
dudwbwyh pupwugpnid Ynpguling hpkug $niulghniwy nipt nt tpwbwlnipniup, jud k) hwjunwlp’
Abnp phiplyny tnpp, Uh dwiphg dniupi ko whgh) b nbnuyugl: Nppwin®y b kpquyhtt jud wwpughb
ophptwp Wuunjuwind wyju jud wyt dwbpht. dwtpuwihtt nwuwupgdwi hwupgnid Epquyhtt ophtiwhh
np Jupnignnujub (Uknknuyht, nunusuhwlui) uljqpniupny wnwetnpby:

Upu  wonudng  hbwnwppppmipnit Bu tkpjuyuginid - Undhwnwuh «Lophly»-ubkiph
Awjtmgpmipniibpp, npnup huyuljwb qbnejuljut Epquuunbndnipjui thuynit ophtiwjubphg Lu:
Utp juunuwpws niunidbwuppnipniibpp, hyybu twb wqqugpujut wy) wnpniptbpnid qintndus
unyuwwnhy  Epquyhtt ophtfubph  hbkn  hwdbdwwnwlwi  wohwwnwbputph  JEpnisnipniuubp
wyugnyg ki wyt pwtih, np wpdws tpgliph tnuuwfubpp ns ph «dblhg Uniup qupqugnidp gniyg niynn
ophtwlukp Ly, wy Uk wdpnpoujwb wjwinuljwi shuwljui hwpubwgnp: dudwtwlh puypuyghy
wqnlgnipyudp, wundwnyking b Jwubtwwnydbiny, wn tpgbpp, wyintwdbuwuhy, wwhywik] Bu hpkug
Ubntnuyhtt hupimpiniip: Uhuyt Shuwlwi bpgiph wjwigulwinipyudp Yupbh b puguwnpl
«Lnphy»-ubpnid wnlw dbnpunhpduljul, munqusuthuljut b Jiniquhtt mnhywlut duwsngnipmniip,
nnp plunwd £ hwpuwiklw tpgliph putwdlbught junnignquljut uljqpniphg:

Pwbugh puwnkp wjwibnuliwb bpudsnnipmi, hwpuwbbiub gnypkpg, Shuwlwb bpg,
pwttwdliwghtt tinwdnnnipnil, mhywljut junnigusp, Epudonuljut (kqne:

TPAAULIMOHHBIE CBAJIEGHBIE XBAJIEGHBIE IIECHMU “JIOPUK”
B 3AIINCAX KOMHUTACA

B apMsgHCKOM HApOJHOM IIECHETBOPUYECTBE HE EAWHUYHBI IPUMEpHI, KOT/Aa TIECHS, TepsAs CBOIO
(YHKIMOHAJIBHYIO 3HAYMMOCTh M TPHHAIIC)KHOCTh, WM HA00OPOT — MpHOOpeTas HOBBIE — W3 OJHOTO >KaHpa
nepexoqur B Apyrod. JKaHpoBas “ABOSIKOCTE” INpHCYIIa HEKOTOPHIM JIIOOOBHO-TMPUUECKUM IIECHSM, KOTOpBIE
MOXHO TPUYHMCINTh TaKXKe K CBaJeOHBIM OOpSIOBBIM IECHAM (BOCXBaJIeHHE HEBECTHI). B Takux cimydasx
NIPOHNKHOBEHNE MHTOHAIMOHHBIX OCOOEHHOCTEH OJHOTO >KaHpa B Jpyroi — Ooiee yeM ecTeCTBEHHO. bombmoi
MHTEpPEC IPEJCTaBIIIIOT KoMHTacoBckue 3amucu rnecHu “Jlopuk” (Ilepemnenka), KOTOpbIE SIBISIFOTCS NMPEKPaCHBIM
MIPUMEPOM apMSHCKOTO HapOJHOTO necHeTBopuecTBa. Hazanue “Jlopuk™ ycnoBHO (B pedpeHe-3ameBe TOMUHUPYET
“Jlopuk, nOpuK”), Tak Kak caM KoMmuTac 3amucaHHbIE UM II€CHH, KaK NMPABHJIO, 03arJiaBJIMBajl MIEPBOM CTPOUKOM,
XOTSI B 3aIHCSAX 3THOTPaOoB-My3BIKAHTOB O0Jiee CTApIIEro MOKOJIEHUS BapHaHTHl pacCMaTpHUBaeMOil HAMH IIECHHU
o3aryiaBieHsl UMeHHO “Jlopuk”. B onmHO#M U3 cBOMX cTaTe, oTMedas necHu “Tlomien s B mose, moWMai nepenenky’”,
“Yr1pa nobpsriii ceetr”, “TloyTpy mepemnenka Ha Ioje IpuiieTesna” W, pacCMaTpHUBas UX B Pa3HBIX kaHpax, Komurac
MIPUBOAMI MX KakK IMPHMEP METOJUYECKOrO Pa3BUTHS W Iepexoia M3 OoxHOoro B Apyro. Hamm wccnemoBanus,
CPaBHHUTENbHBIM W JAETalbHBIH aHAIW3 COOPaHHOTO HaMH OOIMIMPHOTO IIECEHHOTO MaTepuanga J[0Ka3bIBalOT
UAECHTUYHOCTh CTPOEHUS MY3BIKAIBHOIO SI3bIKA 3TUX IECEH, a TaKKe UX €AMHYI0 *KAHPOBYIO MPUHAAJIIEKHOCTh K
cBazcOHOMY 00psIIy.
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KiaoueBble cjioBa: CBaHC6HLIﬁ 06p${}_'l, XBajicOHBIE NECHU, TUIIOBOC MBIINUICHUEC, TPpaAULIMOHHAsA MY3bIKA,
MOAYJBbHOC CTPOCHUC, My3I;IKaJ'H;HLII>i SA3BIK.

THE LORIK TRADITIONAL EPITHALAMIUMS
IN KOMITAS'S TRANSCRIPTIONS

The Armenian tradition of folk song creation has numerous examples, when the songs losing their
functional role and significance within the course of time, or, on the contrary, obtaining new functions and
applications, have transferred from one genre to the other and localized there. How is a song or a dance classified
under a genre? What is the structural (melodic, prosodic) principle to be guided by when defining a genre for a
song? A kind of duality in genres is typical to some lyrical and love songs, which can be classified into a number of
bride-epithalamium songs. In this case, the penetration of typical phrases of one genre into the other is natural. In
this regard, Lorik songs transcribed by Komitas, being brilliant examples of Armenian peasant songs, are especially
interesting. The title Lorik is conditional (each song ends with the refrain Lorik, lorik, lorik) and includes the songs
Gatsi arter, brni lor (I went to the fields, | caught a quail), Aravotun bari lus (Good morning), and Aravot lor mtav
art (A quail came into the field in the morning). Komitas mentioned that those songs were examples of transition
from one genre to the other. He classified them into two different genres: wedding song and lyrical song. When
singing lyrical and love songs, the folk singer manifests his/her inner world and his personal approach using emotion
born in a certain situation and typical only to that particular performer. The wedding songs, by contrast, concentrate
and save features typical to national traditional songs, which have been accumulated through centuries. My
explorations, as well as the comparative analyses of similar examples in other ethnographic sources demonstrate that
the melodies of the above-mentioned songs are not just a transformation from one genre into another, but are rather
a complete set of traditional ceremonial epithalamiums to the bride. Despite the distortions and disintegrations over
time, these songs have maintained their melodic individuality. The metro-rhythmic, prosodic and melodic features
typical to the Loriks can be explained only by the “traditionality” of the ceremonial songs, which derive from the
formulaic structure pertinent to wedding songs.

Key words: wedding ceremony, traditional ceremonial panegyrics to the bride, structural principle,
traditional music, modular structure, musical language.
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Qugqhlj Fhunywb (Zuywuinub)

22 dpwjnyph Juuwnwlwynp qnpshy
«Quphty wjwinuljub tpg nt wuph junwdp
Uqquihti kpg nt wwph wjuntdhw

I'arnk I'mHocsiH (ApMeHms)

3acyXeHHBIN AeqTeNb KyJIbTypsl PA

AHCaMOJIb TPaJUIIMOHHOM NecHM U TaHIa “Kapun’
AkaneMus HapOJHOW MECHH U TaHIa

)

Gagik Ginosyan (Armenia)

Honored Worker of Culture of RA

Karin Traditional Song and Dance Ensemble
National Song and Dance Academy

YNUBSUUR 10U TUSPL dULULANRE3NRULL

znpudp whpyws b Undhnwup dwunwignipjut ny wyupwtt hwjnuh hwnduwsh: Unweht
wiqud Yndhwnwuh wwpuwjhtt dwpwgnipmnii hud htwwpppplg «2wy ghnontl] wuwpp» b «Mwpt no
dwuniyp» wownnipniubkpp nunidbwuhpbinig htun: ZEwwppppnipmniiu puquuyunlytg, bpp
nbntljugw, np wwhywidt] E YUndhnnwuh gpunpws nmip wuwp, npnup hbnwqumd wwywugpybtght
«Unvhnwu Juppquybun. Muntdbwuhpopgniubbp b Zopjustbpy Epjhwnnpuljh wewehtt hwnnpnud
(2005): Zwunqunip nupduwy, np qpundus wyuwpbkpp whwnp b Jkpuwluiqul; b pupdpugub phd,
ubpjuyugubing uytt hwipnipjuup: Mughpp pupy tp tpwing, np YUndhwnwuh Ynndhg qpundus b
ujupugpdus wupbkph htn sh dwnbtwioynud, phk np wupbnuiwly L hwinhuwind ndju; wuph
dbntnht: Ugk hl, nyuwnpnipinit niukp, np tjupugpnipnibibpt wjwpuni sk:

hpwlwlqily kup nip wupbphg kpniup hwdwgnpswlghiny kpudpnugbnitph hw, huswhu
twl «buuphgbjpe» puljbpnipjut hudbubpubph htwn: YHhdl] Eup bwlb Uppnihh Lhuhgyuth unbnéws
wuwph qgpundwi hudwlwupght:

Putuh punkp” huguub dngnipyulwi wwp, Ghiubknngpuphw, «Gnpnpy, «Swudthh wup»:

TAHHEBAJIBHOE HACJIEAUE KOMUTACA

Brmieprie 51 oOparmics k Hacneanto Komuraca mocie u3ydeHust pa0boT “ApMSHCKHI CENbCKUI TaHEN” U
“Manbim 1 Tasen”’. MUHTEpec BO3poc mocie Toro, Kak MHE CTajlo M3BECTHO, UTO B My3ee JlutepaTypbl U UCKyCCTBa
nMm. E. Yapenma xpansrcs pykomucu 3anucaHHbIX KommTacoM BocbMH TaHIEB. Mbl ObUIM YOEXIECHBI, UYTO
OIMCAHHBIE TAHIBI JIOJDKHBI ObITH BOCCTAHOBIICHBI, TIOIHSATHI HA CIIEHY U MPEACTAaBIICHbI HIMPOKOH 00IIECTBEHHOCTH.
3amada OCIOXKHUIACh T€M, YTO B ONMCAHHBIX M 3alMCaHHBIX KoMmHTacoM TaHIaX HE yKa3bIBaeTcCs, Kakas MMEHHO
MeJoAus Mpe/ICTaBlIeHa B JaHHOHM TaHIIeBaJIbHOI My3bIke. boree Toro, cknagpiBaeTcs BIEYaTICHHE, YTO ONHMCAHUE
HE3aBEPIICHO.

Hamu OBIJIO BOCCTAHOBJICHO JABa TaHIA W3 BOCBMH B COTPYIHHYECTBE C MY3BIKAHTAMH U WH)KEHEpaMH
kommnanuu “UHcTHreiT”. O6pamanuick n K co3naHubiM CpOyu Jlucuiman TaHueBadbHBIM 3anmcsM. Haneemcs, uto
B OmmkaiimeM OyaymeM TIpH IOJAEPKKE MY3bIKOBEIOB W HAKOHEN-TO BBHIMJAET W3 TEHHW OCTaBIIEecs
HeucclleIoBaHHbIM Hacienue Komuraca, B ToM uuncie, 1 00pasibl TaHIIEB.

KaioueBble ci1oBa: apMscHKHI HapoaHBIH TaHel, kuHetorpadus, “Ilopop”, “Tanen noporu”.

KOMITAS’S ARMENIAN FOLK DANCE HERITAGE

This paper refers to the less known part of Komitas’s heritage. When starting my explorations on Komitas’s
dances, | was initially astonished by two of his articles - the Armenian Peasant Dance and the Dance and the Child,
which inform us how deep the author’s knowledge of the field was. Later, I found Komitas’s handwritings of
transcriptions of eight Armenian dances in the Komitas Archive at the E.Charents Museum of Literature and Art
(published in 2005, Komitas Vardapet, Studies and Articles, V.1). Since then, | started purposefully working on
those dances to introduce them also to the public as well as to confirm that discussing Komitas's work in
ethnomusicology would be incomplete withoutconsidering his work on dances. The next stage of my work led to a
number of challenges. First of all, Komitas described the dances without pointing out the exact melody to accompany
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the dance. Eachtime referring to this work, 1 was becoming more and more confident in the dance steps. However,
acollaboration with a musicologist in Komitas's studies would be necessary. To my advantage was myprevious two-
decade experience of fieldwork in national dances and experience in reconstructing otherdances transcribed by other
dance-ethnomusicologists. Moreover, my experience in working with thesystem of Cynetograph (a system for
recording dances, created by Srbuhi Lisitsyan, XX century) andthe promotion of the Instigate computer
programming company were helpful in my work.

We succeeded in reconstructing two of Komitas's eight dances. In the case of Dances N1 and N6, we found
the description of the dance in V. 10 of Komitas's Works, entitled Dance of the Pathway and Shoror. We found the
corresponding melodies according to the descriptions of the dances. Those dances are now included in the repertoire
of the Karin Folk Song and Dance Ensemble. Hopefully, the remaining samples of Komitas's dances will be
reconstructed in the future as well.

Key words: Armenian folk dance, cynetography, Shoror, Dance of the Way.
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22 2UU Updtunh htunnhwnnin

AHHa AcaTpsiH (ApMeHust)

JOKTOP UCKYCCTBOBEJEHHUS, Ipodeccop,
3aCIIy’KEHHBII JiesTeNb HCKycCTB PA
Wuctutyt nckyccrs HAH PA

Dr. Prof. Anna Asatryan (Armenia)
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Z2Z 2UU UL49GUSk PLUSPSNRSE B9, 9NUPSUUR
UStnouaNrovuuuy curuvanNkesuL NPUNRULUURMNRESNRLE

Owltpwlohe t 22 Q@UU Updtunh htunhununh tkpgpoudp Undhwwuh winbnswugnpsulw
dwnwgnipjul ntunmtdbwuhpnipjut gnpénud:

1. YUndhwnwuh Gplkph dopnusnith wjunbdhwljut hpwnwpwlnipmniup (1960- 2006),

2. Ghunwlut nundbwuppmpnibbpy” Q@unpg Ynpuljjuth «4ndhwnwu» (2000), “Komurac”
(1969) 1 “Komitas” (2014), Smplhl Cwplnijjuih «Undhnmwuh unbndwqnpdnipjutt Jurn ppowip (1891-
1899)» (2014) dLuwgpnipnibtbpp, hsybu twl Uwplnu Unipunguth, Gopbpn Upwjwuh, Qunpg
Qnnuljjutth, Ywphut niqwpwojuth, Uttw Uplpwwnyuih, Ubtwhhn Punpuuwupjuih, Swplhl
Cululnijjuth b wjng ghnnwju hnnpjusuknpp,

3. Undhnuwuwjuth» tpynt hwnnpukpp (1969, 1981),

4. Undhunmwuuh ghnulu fEuuwgpnipiniup:

Pwlwh puntp’ Yndhunwu, 22 @UU Upgkunh htunhwunnin, Yndhnwuh Gpljtph dongndusnih
wljwupbvhwljut  bpwunwpuwlnipmpitp,  gqhunwlwi nunidbwuhpmpniiitp,  «Undhnwuowluby,
Undhwnwuh ghnnulju jEuuwgpnipmniup:

HNHCTUTYT UCKYCCTB HAH PA U UCCJIEJOBAHUE
TBOPYECKOI'O HACJIEJJUA KOMUTACA

Becom Briax MuctutyTa nckycects HAH PA B meno m3ydenns TBopueckoro Hacuenuss Komuraca.

1. Axagemuueckoe nznanue CoOpanus counHeHnit Komuraca.

2. Hayunsre uccneposanust: MoHorpadun «Unuphwnwuy» (2000), “Komurac” (1969) n “Komitas” (2014)
I'eoprus I'eonaksina, “Pannuii nepuon tBopuectsa Komuraca (1891-1899)” (2014) TareBuk IllaxkyinsiH, a Takke
HaydHble craTbu MareBoca Mypansana, PobGepra Atasna, I'eBopka I'eonaxsna, Kapune XynaOamistH, AHHBI
Apesmatss, Anaut bargacapsis, TareBux IllaxkynsH u apyrux.

3. JIBa roma “Komwuracakana” (1969, 1981).

4. Hayunas 6uorpadus Komuraca.

KiioueBbie cjoBa: Komurac, MuctutyT mnckycctB HAH PA, Axkamemudeckoe wuzganue CoOpaHus
counnennit Komuraca, Haygnsie uccienosanus, “Komuracakan”, Hayanas ouorpadus Kommuraca.
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THE INSTITUTE OF ARTS OF THE NATIONAL
ACADEMY OF SCIENCES OF THE REPUBLIC OF ARMENIA
AND THE STUDY OF KOMITAS’S HERITAGE
The Institute of Arts of the NAS RA has a solid input in the study of Komitas’s legacy.

1. Academic publication of the Collection of Komitas’s Works (1960-2006).
2. Research.

Monographs: Gevorg Geodakyan, Komitas, published in Armenian (2000), Russian (1969) and English
(2014); Tatevik Shakhkulyan, Komitas, His Early Period of Creation (2014) etc. A number of articles written by
Matevos Muradyan, Robert Atayan, Gevorg Geodakyan, Karine Khudabashyan, Anna Arevshatyan, Anahit
Baghdasaryan and Tatevik Shakhkulyan.

3. Komitasakan. Two volumes entitled Komitasakan including articles on Komitas and his works (1969,
1981).

4. Komitas’s scientific biography.

Key words: Komitas, Institute of Arts of NAS RA, Academic publication of the Collection of Komitas’s
Works, research works, Komitasakan, Komitas’s scientific biography.
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wpykunwughinmpiut phljtwsnt
22 QUU. Upytuwnph htunnhwnnin

Maprapura Kamansu (Apmenust)
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Margarita Kamalyan (Armenia), PhD in Art
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UNUDPSUU 4UMYUNESE UD TUCL ThUULUULSLE D THRCR

Undhwnwuh wihwnwljwinipjudp &1 gnpéniubnipyudp ubpols]us huy
Jtpyupybunwgbnubpp Ypumud B bpw phdwwwunybpubpp, gponubpp dntmud Bu bpwub
pwttwunbindnipnibitbp b wnkdubp: Unyt hnpdusp ubpjujugunud £ Yndhnwuh YEpywupp yuwnlkpng
ginuujupsujui b qpuhjuljut wjt unbndwgnpsénipniuubpp, npnugnid shpnunpdnid E upw
hnqunp b dwwydnp ubkpnudp: Lulynd ko Bnhok Pwnbnuuth, Qunpg Iphgopubth, (nignd
vwswunpyuuh, dwtunht Mnguyndngndh, Egmowpg Upspoiywth, Unbhwb Guputh, Zpwhwun
Qphgnputth, (knipkt  Upnungyuih b wyng wolhwwnwbptbpp: Ypwip wyph o  plljund
ghnupytunwljut wpunnwhwynswtkqyh, §ndynghghnt b hdwuwnwght npnpwljh punhwipnipnitiutpny:
Upuniwphtt Yhpwuyph wnpuinwgnidp, Jepyunpp puntpugpnn winphpnuntbph puguljuynipmiup jud
huhunn vwljwynipniup, ghnupdbunwljut (kqh juynthqdp ghunnhtt uvnhynd o JEkpuguplydty,
Unuwnp gnpdty wyp swthnud, hngnt b dnph wuyuptq: Upgkunnwglnubpp tbpjuyuginid B Undhnwup
ns Uhuytt npyjbiu yundwlu wid, wjjl npytu duwsnnh b inruwynpsh hwjupwlwi YEpuyunp:

Puwjh punkp’ Undhuwu, ghnuijupswliub b qpuhuljut vnbndwgnpdni- pnibibp,
nhdwulwp, huy tuphsukp:

O HEKOTOPBIX ITIOPTPETAX KOMUTACA BAPJAIIETA

HeonennM BKJIax BETHKOIO YYEHOTO, KOMIIO3UTOpA, HCTUHHOTO MATPUOTA, OJAPEHHOIO IUpHXKepa,
neparora u nesna Komwuraca Bapnamera B pasBUTHE apMSHCKOH MY3bIKM U My3bIKonoruu. M3ydeHuem u
nyOnmukanueid Hacneanss Kommuraca ¢ 0coOBIM 3HTY3Ma3MOM M THIATENIEHOCTHIO 3aHUMAIOTCS MY3BIKOBEHBI.
XyI0KHUKU U CKYJIBITOPBI, BIOXHOBIEHHBIE IMYHOCTHIO TUTAHA APMSHCKOIO MY3bIKOBEJEHHUS U €r0 TBOPYECTBOM,
MUIIYT €r0 MOPTPETHI, a MUCATENH MOCBAMIAIOT €EMY TOAMBI U CTUXOTBOPEHHSL.

Lens panHOM cTaTbM — MpPEACTaBUTh HEKOTOpbIE HOPTpeThl KommTaca, KOTOpBIE PacKpBIBAIOT U
aKIEHTHPYIOT €r0 HHTEIJIEKTyaJlbHYI0O MOIIb M BBICOKOJYXOBHYIO CYTh. AHamM3upyloTcs pabotsl Erume
TaneBocsina, I'eBopra I'puropsina, Pymonbda Xauartpsina, Banentuna IlommomoroBa, Jayapaa ApipyHsiHa,
Crenana Tapssiaa, ['parata I'puropsiaa, Pybena ApytusHa u T.n. DTH HOPTPETHl 00BEAWHIECT XYHA0KECTBEHHBIH
A3BIK, OOIIHOCTH KOMIIO3WIIMOHHBIX NPHUEMOB M CMBICIOBBIX XapaKTepUCTHK. HeWTpaibHBIA (OH, OTCYTCTBHE
XapaKTepHBIX aTPHOYTOB MIIM UX MaJoe KOJUYECTBO, OOIINI JTAKOHU3M XY/I0KECTBEHHOTO SI3BIKA BBOST 3PUTENS B
nHOe u3MepeHue — cepy aymm. B atux moprperax Komurac npeacraBieH He TOIBKO KaK HCTOPUYECKas TMIHOCTb,
HO ¥ KaKk coOupaTenbHbINA 00pa3 MpapoauTes, MBICIUTENS U IIPOCBETUTEIIS.

KnaioueBble ciaoBa: Komurac, jxuBonmcHble ¥ TrpadUuecKHe MPOM3BEAEHUs, IOPTPET, apMSHCKHUE
XYJOXKHUKH.

SOME PORTRAITS OF KOMITAS VARDAPET

The input of the great composer, scholar, a true patriot, a gifted conductor, a pedagogue and singer Komitas
Vardapet to the development of Armenian music and musicology is invaluable. The study and publication of the
work and legacy of Komitas has been undertaken by musicologists with great enthusiasm and care. At the same time
the titan of the Armenian musicological thought had captivated the attention of Armenian writers and artists, who
dedicated him poems and created stylistically and typologically diverse portraits of this Armenian genius.

The aim of this article is to present those portraits of Komitas, which reveal his mental and spiritual
potential. The works by Eghishe Tadevosyan, Gevorg Grigoryan, Roudolf Khachatryan, Khachatur Esayan, Valentin
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Podpomogov, Eduard Artsrunyan, Robert Elibekyan, Stepan Taryan, Hrahat Grigoryan, Erem Savayan, Karapet
Gyokchyan, Aram Davtyan, Rouben Aroutchyan and others are observed. Affinity regarding artistic expression and
compositional and ideological commonalities is apparent. The neutral background, the absence of characterizing
attributes or their paucity, the overall laconicism of the portraits introduce the viewer to another dimension, the
realm of the mind and soul. The tragic and sublime aspects of Komitas Vardapet’s character are conveyed. Whereas
more intimate portraits by Khachatryan, Esayan, Grigoryan, Tadevosyan reveal the psychological image of VVardapet
during periods of contemplation, or emotional instability, the works by Gyokchyan, Davtyan, Podpomogov,
Artsrunian have more monumental sounding and incline towards presenting Komitas as a generalized and symbolic
image of a thinker, illuminator and progenitor.
Key words: Komitas, graphic works, paintings, portrait, Armenian painters.
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Ujhuw Uwphwu (GUL)
Lnu-Ugk kuh Ywh$nnthuyh hwdwjuwpwi (UCLA)

Aamnca Maruac (CIIIA)
Vuusepcurer Kamudopunu B Jloc-Anmkenece (UCLA)

Alyssa Mathias (USA), PhD candidate
UCLA Department of Ethnomusicology

208 aN1NYMuUuUL BrUGTSNhE3UL OruarudNrnhut UUL-b 649 UMe4UsSsUL
GId.LNNUSE ZLUANRSL BMUGTSNRE8UL UWLUUURLLEMNRU

Undhwnwuh yEpwpbpyuy ntuntdbwuhpnipiniibpp huunnid B tpu gnpdntubinipiniit hisybu
dnnnyppujut, wjuybu b hnqunp Gpudrnnipjui nnputbkpnud: Udbh phy b nunudbwuhpdby
Undhwnwuh gopéniubnipjutt hwdbdwwnnipmniip wyt swpdnwdubph hbw, npnup thnpdnud B wdpnne
wpopumuphh  dwupwnwpny wwppip hwdwwnbpunbpnid  thnpujuyulgusnipmniitip  gnipu phply
dnnnyppujutt wpdtunh b Jun dudwbwlwopowh Epwdonnipjut vhol: buswbu putwpydl; k
Epwdonugbnn Glhuwpkp Uthpnth wojuwwnnipmniutbpnd (2012 p.), XX nuph Yhubkppt Uplidnwt
Gypnyuwynid dnnnyppujut tpudonmpjut b Jun dudwbwljuopowth tpudownnipyut JEphwinuip
ubpunpkt Jhwhmudws tht b wiwnpy pubwpynmdubp tht wpwowgumd juwmwpnnuljuwb n&h b
gnpshpwynpdwi hwipgknh onipe: Lutiwpnidutph JEunpnunid huljnipjut b hupunipjuwh hupgkpt Ehi,
pwih np huyybu dnpnyppuljub, wjiyku b htwgnyt Epudonmpjuip Jepugpynud Ep dwppnipntd,
npl, pun bplnypht, Ynpudl) bp pquuwlwt Bpudonnipjut wjuinnypubpnud: Uju wojuwnntpju
opowwliibpnud - puupldmd ki Jhpustimpub  «dwunwiqubppy  Gkpluymd  gnpénn  hugmh
kpudonmpjutt whuwdp)ikpt Uplidnunpnud: busn”t ki hugnyh lpudonmpjut junwpnntpp GUG-
nul b Uplidugui Glpnyuynid hknwppppyus hugjuljub donndppuljut kpudsnntpyudp: busyhup”
thnujuyulgusnipnit £ welu (bpt wnuwhuhtt ju) bpubg b wbknh huyjulwi hwdwjupubph dheol:
busyhuh” nwljwl wqnbgnipmnitutp Bu thnjuwiugnmd  wyny juunwpnudubpp: Npkp &b upwtg
mufughpikpp, b wpu hwdwnbpunmd hsybu £ oblughpt piumd huwyuiui dowlnypen
huyjuljut dnpnypyujut tpudonntpju hin wntisybnt wpyniipnud:

Zhddbiny  Uhwgyu) ‘Lwhwiqutph U Upbdunjwt  GYpnwuyh  Epudhowubph  hbwn
hwpgugpnuygubph  Jpu’ hogdusp  hwbgmd E wyl kqpuljugmpuip, np Gkplugh  htwgnyh
Epwdownnipjutt  Juuwwpnnutpp  JEkpwhdwunuwdnpmd o dogndppuljut. b dhobungupjut
Epudonnipjut dvholh Juwbpt wjbwybu, np wpuwugnymd Eu XXl nuph wnwbdtwhwwnnily
Unwhngmpmittpp.  Juwwgws  thnhphpuw;  Juwhwwihquh,  gopujhqughugh U Ypniwlwb
wpdwnwlwinipjut htwn:

Puiiwjh pumhp‘ htiwgnyth  Epwdounnipnil, dwdwbwlulhg YJuwwpnud, dowlnipuyght
thnjpwbwynipjnil, huljnipnil, punupwljwinipinil, ntnbunipniu:

IMPOT'PAMMMPOBAHUE APMSTHCKOM HAPOJHOM MY3bIKH B AHCAMBJISIX
CTAPUHHOM MY3bIKHA CIIA 1 3ATIAJTHOM EBPOIIBI

HccrnenoBanust o Komurace cBUAETENBECTBYIOT O BRICOYAMIIIEH CTETIEHN €r0 KOMIIETeHTHOCTH B cpepax Kak
HapOJHOW, TaK W JYXOBHOW My3BIKH. B MeHpIIeHl Mepe OBIIO H3y4eHO COOTHOIICHHE HCCIEI0BATEIbCKOM
nestenbHOCTH KoMmTaca ¢ TeMH JIBHKEHHSMH, KOTOPBIE HAIpaBIEHBl K BBISBICHHIO B3aMMOCBS3M HApOIHOTO
TBOpYECTBA W CTApMHHON MY3BIKH BO BCEMHpPHOM MaciiTabe W B pa3HBIX KOHTeKcTax. Kak oTMmedaer B cBOMX
nccienoBanusax Onmzader Anron (2012), B cepemmne XX B. B 3amanHod EBpone mpomecc BoccTaHOBICHHUS
HapOJHOW M CTapHHHOI MY3BIKH OBIJI TECHO B3aUMOCBS3aH U IMIOPOXKIAN JUCKYCCHH O BOIPOCAX MCIIOJHHUTEIHCKOTO
CTHJISL U UHCTPYMEHTOBKH.

B nenTpe auckyccuii HaXOJUINUCh BOIPOCH! aBTEHTUYHOCTU U MJIEHTUYHOCTH, IIOCKOJIBKY KaK HapoJHas,
TaK M CTapuUHHAs My3bIKa XapaKTEpU3YIOTCS YHCTOTOM CTWIA, KOTOpas, MO BHIMMOMY, Oblia yTepsiHa B
KJIACCUYECKON MYy3bIKaJbHOU Tpaauuuu. B pamkax AaHHOW CTaTbu pacCMaTpPHUBAIOTCS MOCIENOBATENN HA3BaHHOIO
JBUKCHHSI BO3POXKICHUS — JICHCTBYIONTNE B HAIK JTHU aHcaMOyn ctapuHHON My3biku CIIIA u 3amagHoii EBpomnbr.
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[Moyemy 3Tn aHcaMOIM 3aMHTEPECOBAHbI B apMSIHCKOW My3bIke? IMEIOT JIn OHM KaKOH-In00 KOHTAKT C apMSHCKUMHU
JMacrliopaMM M KakOB XapakTep JTOoro KoHTakra? Kakue CTHIMCTHYECKHE BIMSHHS TMpPOSBISIOTCS B UX
ucnonHeHusx? KTo cocrtaBiser MX ayaMTOPHIO, M, B 3TOM KOHTEKCTE, KaK MMEHHO BOCHPHUHUMAET CIyLIaTellb
apMSHCKYIO KyJIbTYpy IPH CONIPUKOCHOBEHHH C apMSHCKOH MY3BIKOH?

Omnwmpasice Ha WHTEPBBIO ¢ My3bikaHTamMu n3 CIA u 3amagnoit EBpombl MBI MPHUXOINM K BBIBOAY, YTO
UCTIOTHUTENN CTAPUHHOW MY3BIKH B HAIlM JHU HEPEOCMBICINBAIOT CBSA3M HAPOJHON M CTAPHMHHON MY3BIKH TaKUM
croco0oM, KOTOPHIH OTpakaeT xapakTepHble mpobieMsr X X| Beka, CBSI3aHHBIC ¢ HEOJNMOEPATFHBIM KalTUTaIU3MOM,
rno6anu3aniel ¥ pelNuruo3HbIM PaAUKAIN3MOM.

KnaroueBble cjioBa: paHHssSI My3bIKa, COBPEMEHHOE HCIIOIHUTENBCTBO, KyJIbTYpPHBIH OOMEH, IOUIMHHOCTb,
MOJIMTHKA, IKOHOMHKA.

PROGRAMMING ARMENIAN MUSIC IN UNITED STATES
AND WESTERN EUROPEAN EARLY MUSIC ENSEMBLES
Scholarship on Komitas has documented his expertise in both folk and medieval music. Less studied is how
his research activities compare to movements that have sought to articulate the relationship between folk culture and
early music in different contexts around the world. As discussed by musicologist Elizabeth Upton (2012), folk music
and early music revivals in mid-twentieth-century Western Europe were closely intertwined, inspiring intense
debates over performance style and instrumentation. At the heart of these debates were issues of authenticity and
identity, as both early music and folk music were ascribed a purity thought to have been lost in the classical music
tradition. This paper discusses the descendants of those revivals: today’s early music ensembles in the United States
and Western Europe. Why are early music performers in the United States and Western Europe interested in
Armenian folk music? What connections, if any, do they have to local Armenian diaspora communities? What
stylistic influences inform their performances? Who are their audiences, and how does encountering Armenian folk
music in such contexts affect a person’s perception of Armenian culture? Drawing on interviews with musicians
from the United States and Western Europe, this paper suggests that today’s early music performers are reimagining
the relationship between folk and medieval music in a way that reflects specific twenty-first-century concerns over
neoliberal capitalism, globalization, and religious fundamentalism.
Key words: Early music, contemporary performance, cultural exchange, authenticity, politics, economics.
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Qniju . «Uhgtwunupyub tpudonnm pnib»
Chapter IV: Medieval Music

Uhtp Lunyui (Zuwjwuthwb)
wpybutnughwunnipjub phljuwsdnt, ypndtkunp
22 UpJkunh Juuwnwluwydnp gnpshy
Gplwth ywhknwljwb Ynuubpjunnphw

22 QUU Upykuwnnh htunhwnnin

Mrep HaBosin (Apmenus)

KaHINAaT NCKYCCTBOBEICHNUS, podeccop

3aCIIy>KEHHBIN JesTeNb UCKYCCTB PA

EpeBanckas rocynapcTBeHHas KoHcepBaTopus nuMenu Komuraca
Hucrutyt uckycecrs HAH PA

Prof. Mher Navoyan (Armenia), PhD in Art
Komitas State Conservatory
Institute of Arts of NAS RA

2U084UuUL NhEAUSLP ZLUANR3L
qUdqtruarerts utub eqUuarnhut
«Undutuph LhEppnnuhuipb junuqu Jupqug thkntkgin) pugujuynniphiup» junpuqpny Eplp
npuku dkpwghp yunwehl ywhywin])  ipyn ophliwlny: bp ns ks sufwihg whljw’ wju gpuspp
hwpniun wnbntlnipmniuutp L hunnpgnud huy Jundhotiunupjut tpudynwljut dpwlnyph dwuht: Uja
Juplnp E Mpduyt hwdwlupgh wunduswobsjut hwjkgulupgh, pduyhtt junphppupwinipui,
Uununuupuih pun mp dwbbnubwlubph Jhpundwh jmpwhwnnly dth, hhdubpquljmb npny
dhwynpubph qun opowuh dbkjuwpwinipjut b wjuh wnenudny: Qpdusépp XX nuph phpwugpnid
niunidbwuhpyly b hwy Epudonmghunnipjun dbg b 1972 p. tpudonwghn L. Bwhdhquih Ynndhg
Jpwqnpyty £ VI-VI qupbkph hinhtwly Undubu Upntiubgni: Uwljuyt bplh JEptwgpnud hhpwnwlyng
Unqubu Lippoquhuwypp hwjughunipjut dke pugniugws Yupshpny U. Undubu vnpkuwght k (V gup):
Uju hwwumpiniip nwsknt hwdwp pwdupup hwunwpliobp jut hktg tplyh dbe, npubn Zuy
Eytntgnt Stuhtt b hwy Shuwlwb-btpqujhtt dnnnjwéniubph wwwdnipjubp, wnwbdht tpquyhb
dhwynpubphtt U wy; hwbgnygubphtt wnbsynn Abwlbpuynidubpp pny; i wwihu  puupup
Soqpuunipjudp yhpuljubqubint wju gpusph unbnsdwt dudwbwlwthnyp:
Puiiwjh pumhp‘ Mpduwytu, Judwghpp, Cwpwljung, Fhotpuyhtt dwdbpgnipnit, Unwynwnjub
dulbpgnipjnil, vununu, swpului:

JTATUPOBAHUE O/THOI'O U3 JIPEBHEMIIINX JOKYMEHTOB,
OTHOCAIUXCSA K APMAHCKOMY BOCBMHUI'JIACHIO

Tpyn otma apmsiHckol uctopuorpaduu Mosceca XopeHnanu (Kepmoeaxatip) noa 3arnaBueM ‘“TOJKOBaHUS
Mogceca Keptoraxaiipa o 1IepKOBHBIX YHHOIIOCIEAOBAHUAX B BHJE PYKOIIMCHOTO (pparMeHTa COXpaHHIICS B ABYX
xomusix. [lepBasi U3 HUX JONLIA JO HAC KakK MPUIOKEeHHE K TosnkoBanuio [ 'puropuca Apmapynu (VII-VIII BB.) 00
OOpSIZIOBBIX UYTEHHUSIX, NepenucaHHblx B XI Beke (JaHHOE TOJKOBAaHHME HAXOIUTCS B XPAHWIHUILE PYKOIUCEH
apMSHCKOW KOHrperannu MxurapuctoB B Benenuu, o Homepom 475). Bropoit o6paser; Op11 epernmcar B XVII
BEeKe M XpaHWICI B 4acTHOW koyuiekmmu ApytioHa Kropasaa. H ecmotpst H a ¢ Boif H e0omnpmoid 00BeM, 3TOT
(parMeHT colepKUT OGoraTble CBEJECHUS O MY3BIKaJIbHOW KynbType panHero CpemHeBekoBbsi. OH MMeeT BayKHOE
3HAUEHHWE JUI1 TPAKTOBKM OHMOJICHCKOW KOHIENIMM CHCTEMBl BOCHMHIJIACHS, YHMCIIOBOH CHMBOJIMKH, 0COOOTO
cnocoba  ynortpebnenuss IlcanTelpy  corimacHo BOCBMM — IlacaM, paHHUX — IPOSIBIEHUSX  HEKOTOPBIX
TMMHOTpa)UUecKnx S>KaHPOB M psija IpYyrux BOHpocoB. PaccmarpuBaemblii (parMeHT OBLI HCCIIENOBaH B
apMsHCKOM My3bIKoBeseHHH XX Beka u B 1972 r. 011 npunucan Hukorocom Tarmuzsinom aBropy VII-VIII Bexos
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Mogcecy Cronenu. OHako, 0 MHEHHIO apMeHOBe0B Mogcec Kepmoeaxaiip, ynOMsHYTBII B 3aT0JI0BKE PYKOIIHCU
- 3T0 CB. MoBcec Xopenauu (V Bek). B pykonucHoMm ¢parMeHTe €cTh J0CTATOYHO apryMEHTOB, KOTOPBIC PEIIAIOT
JaHHOe mnpoTuBopeune. DOPMYJIMPOBKH, OTHOCSIIMECS K 0O0psay ApMSHCKOW UHEpKBH, HCTOPUHM apMSHCKHX
LEPKOBHO-TICBYECKUX COOPHHUKOB, OTACIBbHBIM TMMHOrpaguyeckuM oOpasiaM U APYrHM BOIPOCaM MO3BOJSIOT C
JIOCTaTOYHON TOYHOCTHIO BOCCTAHOBUTD JIATY CO3/IaHHS JAaHHOM PYKOIHCH.

KiaoueBble cioBa: ApmsHckoe BocbMmuriacue, JKamaeupxk (YacocnoB), [llapaxuoy (I'mvuapwmii),
Beuepnsi, 3ayTpeHsi, CANIM, UAPAKAH.

THE DATING OF ONE OF THE OLDEST DOCUMENTS
RELATED TO THE ARMENIAN EIGHT-MODE SYSTEM
The work entitled Commentary on the Church Orders by Movses Kertoghahayr in manuscript format has
survived in two extant samples. The first one has survived in the codex presenting the Commentary on the Pericopes
by Grigor Arsharuni (V1I-VI1II centuries), copied in the XI century. Today it is kept under no.475 at the Manuscript
Repository of the Mekhitarian Congregation of Venice. The second example was recopied in the XVII century; it
was belonging to Harutyun Kurdian’s private collection. The work discussed here belongs to commentary genre.
Despite its small volume, the work provides rich information about early medieval Armenian music. The writing is
of significant importance in view of the Biblical concept of the eight-mode system, numerical symbolism, the
distinctive use of the psalms in accordance with the eight modes, as well as in view of the interpretation of the
certain parts of the early chants and so on. The research on this work in Armenian musicological studies was
conducted in the XX century. In 1972, the Armenian musicologist Nikoghos Tahmizyan attributed it to Movses
Syunetsi (VII-VIII centuries). However, it is generally accepted in the Armenian studies that Movses Kertoghahayr,
mentioned in the title of the work, is considered to be St. Movses Khorenatsi (V century). The piece itself contains
enough evidence for resolving this contradiction, as the wording related to the Armenian Liturgy and the history of
the collections of Armenian sacred chants, as well as their particular components, along with other key notions allow
determining the time period of the creation of this work.
Key words: Armenian Eight-mode, Zhamagirk (Book of Hours), Sharaknots (Hymnal), Night Office,
Morning Office, Psalm, sharakan.
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Quyuik Udhpunyub (Zujwunwi)
wpykunwughinnipiub phljtwsnt
22 QUU Upgtkunmh htunnhwnntn

a 5 Undhwnwuh pubqupuii-htunhunnin
@ ) I'asine AMuparsin (Apmerus)
— KaHINAAT NCKYCCTBOBEICHUS
. Wncturyt uckyccts HAH PA
N ) Mys3eii-unctutyt Komutaca

y A Gayane Amiraghyan (Armenia), PhD in Art
Institute of Arts of the NAS RA
Komitas Museum Institute

QUSLBNULUYE EMTNRONRE3UL UNUBSUU3UL
UteNTYURULARE3NPULL

Zwy hnqlinp tpwdonnmpjut hhdpp Juqunny Mipduyt hwdwlupgh niunmdbwuhpnipniap
Undhwnnwuh  bpudonnwghunwlui  gnpénitbnipjutt Juplnpugny  nnpuubkphg b Mipduyuh
htnwgnunipyut Yndhnwuut dbpnpuputnipmniit hp wpwbdht §nnutpny unwn huknyg XIX nquph
huy bpwdonnipjut wbkunipjuit dbky spowtwnynn hhdtwlwt gppoypubpht (Gnhw  Stnbkuwd,
Uhinnuynu Pupdyui, Uppwl] Apninjuitt), vh owpp buybu tnp dninbkignidubp E pungpynud, npnup dhty
opu skl Ynpgph| hpklg ghunulfwi wpphwlubmpmip: Upn dnnbgmdubpp gpubnpdnid b pb’
dwyibquiwlh nkuwljwb pintpugpiwl inp ulqpnibpbph Yhpundwi, ph’ dwjinuiulh hhdtwlub
gnpdwnnyputpnh mbuwjut vwhdwinudubph dogpudwt b Jipuhdwunwynpdwt npnpunbkpnud: Unyh
honJwsép wdhpyws £ Mpduyt hwdwlwupgh ntunidtwuhpmpjut jndhnwuyut dbpagh hhdbwjub
uljgpniupubiph nhnwpldwin, npntg Yhpunnudp htwpuwynpmipinit £ pudbenid dwjubinuiwlh wnwdby
hudwlnnuwih b npnowplus mEkuwlfub puntpugpdu hwdwnp:

Puwlyh punkp’ Yndhnwu, hwy hngnp  bpudonmpmi, huyng Mpduyh  hudwlwpg,
dwjibnuiuljh Jbpnidnipjut dbkpnyupwtnipni:

KOMHUTACOBCKHI METO/I AHAJIM3A I'TACOB

Uzydenue cuctemMbl BOoChMHUTIAchs (apM. “‘crcTemMa YTA3aliH), COCTaBIAIONIYI0O OCHOBY apMSHCKOM
NYXOBHOW MY3BIKH, SIBISETCS OJHMM U3 BaXXHEHIMMX cdep My3bIKOBeqUecKor nestenbHOCcTH Kommuraca.
KomuracoBckuii MeTon aHaiu3a TIJIacoB, HMeEs ONpEAETCHHbIE TOYKH CONPUKOCHOBEHHS C OCHOBHBIMHU
MIOJIOKEHUAMHU apMHCKOM My3bikanbHOM Teopuu XIX Beka (Erus Turecan, Hukoraiioc TamrusH, Apmak bpyTsn),
COJIEPKHT PsJl IPUHIMITHAIEHO HOBBIX IOJXO0/I0B, KOTOPBIE /IO CHX IOP HE YTPATHIIM CBOEH HayYHON aKTyaJIbHOCTH.
Ha3BaHHBIE TOAXOIBI OTHOCATCS K NMPHUMEHEHHIO HOBBIX MPUHIMIIOB TEOPETHUECKOW XapaKTEPUCTHKH TJIAcOB, a
TaKkXKe K KOHKPETH3aIlNH U IEPEOCMBICTICHNIO HAYYHBIX ONpPEIeIeHNI OCHOBHBIX (DyHKIMH TIIacOBOTO 3ByKOpsaa. B
JAHHOM CTaThe pacCMaTPUBAKOTCA OCHOBHBIE MPUHIMIIBI KOMHMTAaCOBCKOTO METOAA H3Y4YEHHs BOCBMUIIIACHSA,
NIPUMEHEHNE KOTOPBIX JaeT BO3MOXKHOCTH 0OoJjiee IEJIOCTHOTO U JIETAIM3UPOBAHHOTO TMOJX0Ja K TEOPETHYECKOMY
aHaIu3y IJ1acoB.

KuaroueBbie cinoBa: Komutac, apMmsiHCKas AyXOBHasE My3blKa, CHUCT€Ma apMSHCKOIO BOCHMHIIACHS,
METOJIMKa aHAJIN3a TJIacoB.

KOMITAS’S METHODOLOGY
FOR THE ANALYSIS OF THE MODE
The study of the eight-mode (Arm. Utdzayn) system basing the Armenian sacred music is one of the
principal fields of the musicological activity of Komitas. The latter’s methodology for the investigation of the eight-
mode system, certain points of which are close to the main terms applied in the Armenian music theory of the XIX
century (Yeghia Tntesyan, Nikoghayos Tashchyan, Arshak Brutyan), includes several substantially new approaches
that keep their scientific topicality up to date. The mentioned approaches are present both in the application of new
principles for the theoretic description of the mode and in the specification and reconsideration of the theoretic
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definitions of the main functions of the mode. The present article is devoted to the examination of the main
principles of Komitas's method for the study of the eight-mode system, the application of which allows a more
comprehensive and well-defined theoretical description of the mode.

Key words: Komitas, Armenian sacred music, Armenian eight-mode system, methodology for the analysis
of the mode.
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Lhhpe Zwupnipniyub (Zujwunwi)
Undhwnwuh putqupui-htunnhinnin
Undhwnwuh widub yhknwljuwb Yntubpunnphw

JInaut ApyTionsin (ApMeHws)
Myaseii-uncturyt Komuraca
EpeBanckas rocynapcTBeHHas KoHcepBaTopus uMeHu Komuraca

Lilit Harutyunyan (Armenia)
( Komitas Museum-Institute
‘ Komitas State Conservatory

NkhEAUVL 20UTYU AL 2U8 TULUYU LG ANk e8UL
UvbEUr3UL U4 ULV HNR3EP UYUdUOLLENRU

znpJush nupunpnipjut jhunpnind  hwy  swpulwiubpgmipjut dhubnhljh Uphpuput
wjuinnyph Mpduyit hwdwlwupq k' &npd b juunwpdl] wupgbn, pk Jbipehtu  hsyhuh
npubnpmudubp nith owpwlwbbph uljuwéspubpnid, npnug hhdtwfwb bwwwwlp, thwuwnnpkl,
dwjibnutiwljp gnigunpbj £ Ukp nuunudtwuppnipjut wnpmnip £ hwinhuwgk) 1957 p. wpnugpdus
dknwghp wknpulyp, npintn qenbnduws ki Uphpupub wjuinngph ajujuspitpp puuwljupglus
puwn owpwljuwbuwghtt mhwtnph b Mpduyt hwdwwupgh dwjibnubuwyutph:

Pwlwh punbkp’ ujujwsdp, swpwlwul, Cwpwling dwjibnubwy, dintnhwlwui npupddusp,
wnkpughu:

BOCBMWIJIACHUE B IIOTJIACUIIAX MXUTAPCKOM
HNEBYECKOM TPAJIUIIAU APMSHCKOI'O TYXOBHOI'O ITIEHUSA

IIfapakaH — OCHOBHOHM 3>KaHpP AapMSHCKOM IyXOBHOM My3blku. Ilepen KakopIM IIapakaHOM IOETCS
MeNoJu4YecKuil (hparMeHT, KOTOpPbIi HasbiBaeTcs ‘‘mornacuna’. Tlornacuibl — KpaTkue BapuaHThl TJ1aCOB, KOTOpPhIE
moroTcsl Ha OmbJeiickue TEeKCTHI Mepel COOTBETCTBYIONIMM IIapakaHoM. [loriacuisl HCTIOIB30BATIHCh B OCHOBHOM
TOJIBKO B YCTHOW MpPaKTHKE M IO3TOMY HE 3alMCBIBAJINCH, B TOM YHCIIE M HU3-3a CBOEH mpocToThl. IlepBbie
3alMCaHHbIe MPUMEPHI MOTJIACHI] BCTPEYAIOTCSA B Xa30BBIX PYKOMHCAX Mo3aHero cpenHeBekoBbs (XVI-XVII Beka).
3anucanHeie B KoHue XIX B. HOTHBIe 3ammcu morjacun — 3amuch Erma THrecsna B KoHcTanTHHOMONE M
Huxoraiioca Tamusna B DuMHam3WHe — SBISIOTCS €JUHCTBEHHBIM HamOoOJiee JOCTOBEPHBIM MY3BIKAJIbHBIM
HUCTOYHUKOM IOTJIaCHULL.

B xonne XIX u Hagane XX BB. apMsSHCKOE JyXOBHOE IIECHONIEHNE PAa3BHBAJIOCH B KPYITHBIX KYJIBTYPHBIX
meHTpax apMsiHCKO# amacmopel — Korcrantuaomone (Ocmanckas ummepus), Hepycammme (M3pamns), HoBoit
Hxymede (Mpan) m Mxurapckom abbatctBe B Benemun (Mramms). [Ipemmer maHHOTO Tpyna — BBIABICHHE
OCHOBHBIX 0COOCHHOCTEH BOCHMMIJIACHS B MOTJIACHIIAX MEBYECKOM Tpaauuuu MxuTtapckoro abbarcrsa B Benenun.
HcTouHMKOM HCCIeIOBaHUS CTajla pyKOmWcHast Terpaigs 1957 roma, rhe pasMemieHsl MOrjiacuilsl MXHTapcKOro
ab06aTcTBa, CHCTEMAaTH3UPOBAHHBIE TI0 IJIaCaM M )KaHPOBBIM THUIIAM.

KiroueBble cioBa: roriacuia, mapaxas, Hlapaksor, rirac, menoamueckas (pasa, amprepanusi.

THE EIGHT-MODE SYSTEM IN THE INCIPITS OF THE
MEKHITARIST TRADITION OF ARMENIAN HYMNODY

The sharakan is one of the principal genres of Armenian sacred music. The performance of each sharakan
is proceeded by a melodic fragment called the incipit (Arm. Sksvatsq). The incipits are short versions of the modes,
which are to be sung with a text extracted from the Bible in accordance with the type of the given sharakan.

The incipits were practically mostly used in the rites and even in older times no written recording was
made. The first written incipits with the Armenian old Khaz notation are found in the manuscripts of a later period
(the XVI - XVII centuries). The most important written examples of the incipits were made by Yeghia Tntesyan
(short version) in Constantinople and by Nikoghayos Tashchyan (expanded version, grouped according to types and
tempos) in Etchmiatsin. Besides the mentioned recordings, Armenian hymnody has developed in three more
communities: in Jerusalem, New Julfa and the Mekhitarist Congregation in Venice.
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This article explores the eight-mode system practiced at the Mekhitarist Congregation of Venice. | have
attempted to reveal how the eight-mode system is displayed in the incipits of the sharakans, as their main purpose is
demonstrating the mode. This study is based on the copy of a notebook written in 1957. The incipits belonging to
the Mekhitarist singing tradition are written in the latter and are classified according to the types of sharakans and
the modes of the eight-mode system.

Keywords: incipit, sharakan, Sharaknots, mode, melodic phrase.
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Lutk Thuwljjub (Zuywunwi)
Undhwnwuh putiquputi-httunhwnin

Hane MucaksaH (ApMeHHs)
Mysei-uacturyt Komuraca

Nane Misakyan (Armenia)
Komitas Museum-Institute

NkhEAUSL 20UTYUC D YPSULUNPULES CUS UUSSN88UL UUSELUMULULE
Urvucuuuy 6runk QU scrp
znpudnid wnwohtt wiqud niuntdtwuhpynud Bu Npdwjt hwdwlupgh duwyubnubwulught
wnwbdtwhwnmpnibitpp  dwonnguil  dwnbbwnupuih N96  dkpwgpnid Zwpmpjui wijwg
ophunipniuubph ophttwyny: Uju dknwqph hwdbdwnwljut JEpnisnipmniup Lhinnuynu Bwo&uth b
Zudpwpdnid bpgjutih dwjiwgpus Swpwljungutph hwdwinit tpquowptph htn puguhwynmd tu dh
owinp ophtwswthnipniiibp, npnup pughwinip b Epynt dAwgtwgpnipnibtubph hwdwp, hsyku twb
npnowljh wwppbpnipnitttp, npnup Ypnd o nbnupht gpubnponudubp b thwunnd Updwgh
wywlnnyph huptnipnytnipniup:
Pwbugh punkp’ hwy hnginp bpqupdbun, Updwoh wwinnyp, Zudpupdmd  Qbpsjul,
Uhinnuynu  Pup&ub, dwpunngub  dwnbkbwnwpwih  dknwqpbkp, Mpduyt hwdwlupg,
dwjubnutwluyght b dininhwlwh punpny nupddusputiph hwdbdwnwlwb ntuntdbwuhpnipini:

HEKOTOPBIE OCOBEHHOCTHU APMSAHCKOI'O BOCBMUI'JIACHUSL
HA OCHOBE JIBYX APMAIIICKHUX PYKOIMCEMN U3 MATEHAJIAPAHA
NMEHU MECPOITA MAIITOLIA

BcecTopoHHee M CpaBHUTENBHOE MCCIIEOBAHUE IATH TPAIUIMOHHBIX PAcleBOB apMSHCKOIO TyXOBHOTO
TIECHETBOPYECTBA (DuMuaBUHCKUH, KoHCTaHTHHONOJILCKUH, Benernuanckuii, Uepycanumckuii u
HoBomkynbduuckuit unu Muauiicko-apmsiackuii), cpopmuposasimxcsi B XVIII-XIX Bekax, siBnsiercsi onHOM U3
BR)XHEHIIMX 3a1ad apMSIHCKOW MY3bIKaIbHOM MeaneBUCTHKHM. Hacrosimas paboTa IOCBSIIEHA W3YYEHUIO
Apmawickotl TpamuIuH, SBISIONICHCS CaMOOBITHON BEeTBbIO KOHCTaHTHHOTIONBCKOTO pacreBa. Apwamickas
TpagMIUs apMSHCKOTO JIyXOBHOTO IeCHEeTBOpuecTBa copmupoBasiack B Apmame (kaHToH Hukomenus B Maoi
Azun), IPOCIaBIEHHBIN CBoel mepkoBbio [IpecBsiToit Boropoaumpel. OcHOBaTeNs TaHHON Tpagumuu - AMOapIyMm
Yepusin  (1828-1901) — wu3BeCTHBI KOCTAHTHHOINOJIBCKHN MY3BIKAHT-TEOPETHK, II€aror, MYy3bIKabHO-
0OIIeCTBEHHBIH JiedTelNb. B TeueHne MTENbHOTO BPEMEHH OH OBII PEreHTOM M IPENoJaBaTelieM MY3bIKaJIbHBIX
JUCLUIUIMH B YYMJIMIINE, a 3aTeM M B TyXOBHOW akajgemuu (mpu nepkBu IIpecBsaroit boropoamiier), koTopas, Kak
KpynHeifmee y4eOHOe 3aBefeHHE, MMeEIOIlee CBOM OoraTble MY3BIKAJIBHBIE TPAAUIUH, CHITpaja BaXXHYIO POJb B
HCTOPHH apMSIHCKOTO TPO(ECCHOHAILHOTO MECHETBOPYECTBA.

TBopueckoe Hacieame A. UYepusHa COCTaBISIIOT 3alMCAHHBIE UM apMSHCKOH HOTOITMCHIO COOPHHKH
“Hlapaxnoy” (I'mvmuapuit), “Kamaeupx” (YacocnoB), “Tacapan” (cOOpHUK AYXOBHBIX TNecHoneHui), KaHoH Ha
Bosnemkenne Kpecra, oTpbiBkM u3 “JInTyprum”, KOTOpble OBUIM WM HPAKTHYECKH NPUMEHEHBI B TOJBI €ro
pyKkoBojacTBa. bBoubIllyl0 IIEHHOCTH IIPEACTABISIIOT JIOUIEJIINE [0 Hac COOPHHUKM JYXOBHBIX II€CHOIEHHH,
MEPEeNUCaHHbIe PyKAMHU CTYJIEHTOB aKaJeMHHU, B UUCIIE KOTOPBIX MATHAALATh apMauicKux pyKOMUCeH U3 HOBeHIIen
KOJIIEKIH epeBaHcKoro MareHasapaHa uMeHH Marmrona.

[Ipeamerom Hamiero uccnenoBaHust sBisitorcst n8a [llapaxnoya (pyk. N96, N97), xak KaHOHHYECKHE
cOOpHUKH, OTpaskarolie apMsiHcKoe Bocemuriiacue. OHU conep kaT OoraThlii MaTepHal, U3ydeHHe KOTOPOTro HMeeT
OTPOMHOE MCTOPHYECKOE 3HAYCHHE [T apMSIHCKOHM MyXOBHOW My3bIKM. OTHON M3 HAIMIMX MEPBOOYEPEIHBIX 33134
ABJISIETCS CpPaBHEHHE COOPAaHHOTO B PYKOMHUCSX MY3BIKaJIbHOTO Matepuwaia ¢ [llapakHoyamu, 3alMCaHHBIMU
Awmbaprymom Yepusnom u Huxoraiiocom TamrusHom. B pesymbrare monpoOHOTo aHamm3a BBISBIIOTCS HX
3HAYMMBIE€ CXOJICTBA W Pa3IMYIs, TJIaCOBBIC W JIAJOBBIE OCOOCHHOCTH apMsHCKOro Bocemuriacus. CpaBHHUTENBHOE
HCCIICIOBAHHE TTIACOBBIX MEJOIUYECKHX 000pPOTOB TAaKKe SIBIISAETCS OJHHUM M3 CTEP)KHEBBIX BOIPOCOB. Bce mecHn
Ulapaxnoya OblM HAMH TPAHCIIOPTUPOBAHBI C APMSIHCKOM HOTOIIMCH Ha €BPOIIEHCKYIO.

Apmamickue pykonucu MareHajapaHa OTKPBIBAIOT HOBYIO M INPUMEYATENBHYHO CTPAHUIy HE TOJIBKO
BHYTPH TPAJULUU, HO U B HICTOPUH apMSIHCKOTO TyXOBHOI'O IECHETBOPYECTBA.
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KaioueBble ciioBa: apMsHCKOE JyXOBHOE IIECHETBOPUYECTBO, apmauickas Tpaanums, AMOapuym YepdsH,
Huxoraiioc Tammusia, pykonucu Matenanapana nmenn Mecpona Marrtona, Ymosaiin (apMsHcKas cucreMa
BOCBMUIJIACHST), CPAaBHUTENILHBIH aHAIN3 TIaCOB M TUIIMYHBIX MEJIOJMIECKUX 000POTOB.

OBSERVATIONS OF THE EIGHT-MODE SYSTEM BASED ON TWO ARMASH
MANUSCRIPTS FROM MASHTOTS MATENADARAN

Conducting a comprehensive comparative study of the Armenian five singing traditions forulated in the
XVIII-XIX in centuries in Etchmiadzin, Constantinople, Venice, Jerusalem and New Julfa is one of the significant
tasks of the Armenian medieval music studies. This article is a part of an ongoing study on the Armash tradition of
Armenian sacred chanting. It was formed in Armash, village, located in the province of Nicomedia (Izmit) in Asia
Minor, famous for its monastery of the Holy Mother of God Destroyer of Evil.

The Armash tradition was established by Hambardzum Cherchyan (1828-1901), a master of music
notation, a music theorist, a teacher and a musical and public figure in Constantinople. For a long time he served as
a music director at the Armash Zharangavorats School and later on at the Armash Dprevank (Theological
Seminary). The latter had a significant role as an educational institution with its own musical traditions, thus having
an invaluable contribution to the history of the Armenian school of sacred chanting. The Armash tradition is a
separate and independent sub-branch of the Armenian tranditional singing style of Constantinople.

H. Cherchyan left us a considerable heritage of notated music: Sharaknots (Hymnal), Zhamagirk (Breviary)
and Tagharan (Book of Canticles), Khachverats canon (Canon of the Exaltation of the Holy Cross) and fragments
of Patarag (Liturgy), which were used in practice during his service as a musical director.

Numerous manuscripts written with Armenian notation by the students of the Zharangavorats School and
the Dprevank have been preserved, fifteen of which kept in the Collection of Latest Documents at the Mashtots
Matenadaran in Yerevan. Two Sharaknots books (manuscripts Ne96 and Ne97) are the groundwork for this study,
being canonical miscellanies reflecting the Utdzayn (Armenian eight-mode) system. They contain copious materials,
the study of which is of great importance for the history of the Armenian sacred music.

One of the priorities for this research is the comparative analysis of the musical materials contained in the
above-mentioned two Sharaknots books and those complied by Hambardzum Cherchyan and Nicoghayos
Tashchyan. As a result of a thorough comparison, the essential similarities and differences between above-
mentioned materials were discovered, and the features of the modes and the scales of each of them regarding the
Utdzayn system was identified. The comparative study of the distinctive modal melodic pattern is a core research
subject here. All Sharaknots in the Armenian notation were transcribed into the European one.

The Armash manuscripts from Matenadaran open a new and attractive page not only in relation to this
particular singing tradition, but in the history of the Armenian sacred chanting in general.

Keywords: Armenian sacred chanting, Armash tradition, Hambardzum Cherchyan, Nikoghayos
Tashchyan, manuscripts of Mashtots Matenadaran, Utdzayn (Armenian eight-mode) system, comparative analysis of
the modes and modal melodic patterns.
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Utwhhun Punpuuupjui (Zuywunwiy)
wnpykunnwghwnniput phljtwsdnt, npngkun
Undhunwuh widut yhnwlwb §ntubpjunnphw

Anaunt Barnacapsin (ApMmeHns)
KaHINAAT NCKYCCTBOBEJICHNUS, OLICHT
EpeBanckas koHcepBaTropus nuMeHu Komuraca

Anahit Baghdasaryan (Armenia)
PhD in Art, Associate Professor
Komitas State Conservatory

2U80N8 gUuUUAb L0
(Vuptmjutt nhinwuplnidutp)

dudwghppp Zwy Unwpbjuui Unipp Blilinkgnt Shuwdwwmywbbpnhg k nph opowtwljubpnid
pun  hup  dudbpgmipmitiutph ubpuyugduws B Zwy  Blhbnkgnt  wdbkbopju  hwuwpulug
wunjubwyuonnipjul puquudubp, puquupinyp dSwjunit nne Shuwlwupgp: dwdwghppp hwyng
Utg whgh t uquunpuwl b qupqugdul kpjupunt dudwiwlwopowt QG nupkpp: dudwgpph
wundwlwi plpugpp Juuws b 2wy Bhknkgn wwbwnp tkpljupugnighsitph gnpéniiknipyub htwn’
U. Uwhwl U Muppl, U. Ukupny Uwpwnng, U. @nun U Upwhtqugh, U. Znghwt U Uwigulniuh, U.
‘Utiputiu Cunphwjh: dwudwgppnid wdthnthdws b 2wy Blbntkgnt Shuwwpwpnnuljupquyhtt dwupkphp
gpbpt nne pwqUwhwpniunn hwdwihpp. uwwndnu, thnju, pwpng, ophimipinil, pwquynp, Shuwlwb
puguluignipmnit b wyj, npntp dudbpgnipnibubph pupugpnid wjwinuwpwup juunwpynd Lo
tpglgnynipyut Uhengny: Quybwgpuy dwdwghppp jwjwgniyiu wpnugnnd E U Yhpundwspughb
puquupnduinul  Wyupughpp, b gpuwim] puly, wubu, wqquyht tpqupdbunh wju  htwgnyh
dwubiwghinwugyws ninpunp jnipophttmly hwtpughwwpwn (hh:

Putbwh puntp’ Bpgp Awjuwgpbwp h dudwgpng, Zwy Ejinkguljut tpudounnipni:

KAMAI'UPK (UACOCJIOB)

Kamarupk (YacocmoB) — omHa HW3 OOPSIOBO-PUTYATBHBIX KHUT ApPMSHCKOH ATOCTONBCKON CBSTOM
LlepkBH, B KOTOpOW mNpeacTaBIeH BeCh MHOTOXKaHPOBBIN, Pa3BEPHYTHI pPUTyall NEBSITH €XKEIHEBHBIX CIYXO
Apwmsiackolt Lepksu. @opMupoBanue u pa3Butie JKamarupka oxBaTbIBaeT JAJUTENbHBIN HCTOPUUECKHUM TIEPUOJT — C
IV mo Xl BexoB, u cBsA3aHO C NEATENHLHOCTHIO KpYIHEHINX npeacraButeneii Apmsackoit Lepkeu — CB. Caaka |
ITapteBa, CB. Mecpona Mamtoma, CB. I'tota 1 Apaesanu, CB. Moanna I Manpakynu (V B.) u CB. Hepceca
[uopanu (bnaronataoro, XII B.).

B JKamarupke 3akiroueH HOYTH BECh KOMIUIEKC MHOTOYHCIICHHBIX U Pa3HOOOPA3HBIX PUTYaJIbHBIX KaHPOB
APMSTHCKOH LIEPKBU: TICANIM, HOX, KAPO3, Maeagop, CIaBOCIOBUE H T.1I., KOTOPBIE BO BpeMs cIyx0 moroTcs. B 1877
TOJy II0 TIOBEJICHHIO KaToJMMKoca Bcex apMsH ['eBopka |V Obiim m3maHbl (apMSHCKOM HOTOIHMCHIO) ‘‘3ammcaHHBIC
(motupoBanHble — A.5.) mecHm JKamarmpka”. DTo OAMH W3 HauOoJiee MHOTOXKAHPOBBIX, OOBEMHUCTBIX H
3HAYUTEJIbHBIX COOPHUKOB apMSHCKOH MOHOIMYECKO 1IEpKOBHON MY3BIKH.

KaioueBnbie coBa: 3anucanssle necHu JKamarupka (ApmsiHckoro YacocnoBa), ApMsHCKasl LEpKOBHAsS
My3bIKa.

ZHAMAGIRQ (BOOK OF HOURS)

The Zhamagirg is the Book of Hours of the Armenian Apostolic Holy Church, in which, in accordance
with the 9 canonical hours, the extensive and multi-genre daily ceremonies and services of the common rite of the
Armenian Church are presented. The Armenian Book of Hours has passed through a long period of formation and
development embracing the IV-XIII centuries. A number of distinguished representatives of the Armenian Church
contributed to the Book of Hours in the history of its creation, among whom are St. Sahak | Partev, St. Mesrop
Mashtots, St. Gyut | Arahezatsi, St. Hovnan | Mandakuni, and St. Nerses Shnorhali.

Almost the entire rich complex of the rite genres of the Armenian Church is included in the Book of Hours:
psalm, pokh, sermon, benediction, king, ritual exclamation etc., which are traditionally performed with singing. In
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1877, at the Mother See of Holy Etchmiatsin, upon the order of the Catholikos Gevorg the IV, the tome of The
Recorded Songs of the Book of Hours was published with the Armenian notation system. This tome is an important
codex in the Armenian traditional church singing. It maximally reflects the Armenian church singing tradition.
Moreover, it appears to be an original encyclopedia of the national singing school.

Key words: Notated chants from the Zhamagirk (Armenian Breviary), Armenian Church music.
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Uuwnnhy Unuptgyub (Zuywunwi)

wpykunwughinnipiub phljtwsnt

Utupny Uwpwungh wbdub hht 4dbkpwgpbph htunhunin -
Uunbkuunuput

Zuy hnqlinp Lpudonnipjut Eunpnt

Actxuk MymersiH (ApMeHus)

KaHJIUJAT UCKYCCTBOBEACHHUS

HucTuTyT npeBHUX pykonuced umeHu Mecpona Mamrona — MaTteHanapas
LlenTp apMsIHCKOM TyXOBHOM My3BIKU

Astghik Musheghyan (Armenia), PhD in Art
Mashtots Matenadaran Research Institute of Ancient Manuscripts

20380138 NUSUUSh SUNEBLCU Nk UB1BYPLEND

Zuy hnglhnp wnwunbpgnipyutt hujwywdwquw) dwnwbgnipniithg bpudynwlui pununphsny
nwwwyuwphy ophtwfukp tu hwubk) dhsh dtp opkpp: Fpuwig dh dwup wquhwywidl) L L. uoduh
duyuwgpmipjudp b wbn quik) 2wy Unwpbjuwb Unipp Bytnkgnt Ynnuhg Judbpugdus «qujuwmgpbug
Epgbgnnniphiip Uppny Mwwnwpwgh» hwwnnpnud: Uhty wydd hwy bpudronwmghuimipjut dke unuly
hwunnijbun  wdnpup i wpdwbwglk] putnipjui. hwpl L wwluy, hpulubugul] ppubg
wdpnnowljwi ntuntdtwuhpnipniiip, hsp vh unp nyu Yutheh hwy hnqinp Epqupdtunh yundnipju
nt wmbunipjutt dh owpp hhdbwjpughpubph Jpu: Ukp wopwunwipmd  ukpjuyugynid b upjug
dnnnuénimd  pungpldud wwntph b dbnbghubph pughwinip hwdwwywnlbpp, ghunwplynud Bu
Qutdwupu-Sunuputbph htn npubg nitkgws wadhpwlwh wnkputbpp, pun Jupbkynyu dogpuygnid
Eut wunujhtt dhwynputiph vnbnddwt dudwbwluwopowtit nt Juypp, hywhu twb htnhtwluwht
yuwnljwbbknipmniup: Lutynmd El twh Epudonuljut pununphsubpht plunpnyp
wnwbdtwhwwnlnipnibtpp, dwjutnutwluhtt hwdwlupght, dbntpghujwut thnpjwnbsnipniuiubph
Jbpwptpnn b wy hulpghl‘l:

Pubuh punkp U. Mwwuwpwg, U Luwrdjul, hujjuljut tnnwgpnipmnil, wnwn, dbnbnh,
wybkwnhu, nunuyhtt wpdbun, Fwbdwpul, Suqupul, dwjubnubwl:

TATA U METEJUHU APMSIHCKOM JINTYPTUA

W3 obummpHOTro Hacjuenus: apMsSHCKOTO HCKYCCTBA Ma208, OCHOBHBIMU KaHPAMU KOTOPOTO SIBIISIOTCS mae u
Me2edu, COXPaHWIIUCh PEIKHAE OO0pasipl, COACPIKAIIAE MY3bIKaJbHBIA KOMIOHEHT. YacTh M3 HUX apMSHCKOM
HOTONHCKIO 3anucan Hukoraitoc TaurdsiH, nomMecTiB X B cOOpHUK ‘“3anucanHble necHornenus Cesaroro [larapara”
(“Sanucannbie mecHomeHust CesToit Jlutyprum”), omnoOpeHHbI ApmsHckoi Amnoctonsckod IlepxoBero. [lo
HACTOIIIETO BPEMEHH B apMSHCKOM MY3BIKOBEICHHH OBIITH M3Y4EHBI JIUIIb HECKOIBKO 00pa3IoB U3 3TOro COOpHUKA.
OpHako HEOOXOJMMO OCYIIECTBHThH X LIEJIOCTHOE M BCECTOPEHHEE M3YUCHHE, YTO MOTJIO OBl NPOJIMTH HOBBIH CBET
Ha HEKOTOPbIE OCHOBOIOJAraroliye BOMNPOCHI UCTOPUM M TEOPUH apMSHCKOM AYXOBHOW My3bIKU. B Hacrosmein
pabore maHa oOmIas KapTHHA BOLIEAIIMX B YKa3aHHBIH COOPHHK IECHOIICHUH, BBISBICHBI MX HENOCPEICTBEHHBIC
CBSI3U CO CPE/IHEBEKOBBIMH MEBUSCKUMU KHUTamMHu [ anozapan n Tazapan, 1o Mepe BOZMOXXHOCTH yTOYHEHBI BpEeMsI 1
MECTO CO3JAHUSl MA206bIX €AWHUI, a TaKXkKe HX aBTOPCTBO. B cTaTbe pacCMOTpEHBI TakXke XapaKTepHbIE
0COOCHHOCTH MY3BIKJIbHBIX KOMIIOHEHTOB, BOIIPOCHI, OTHOCSIIMECS K TJIACOBOH CHCTEME, MEJIOMYECKUM
B3aMMOCBSI3SIM U T. TI.

KuroueBbie cioBa: Cs. [larapar, H. Tamrusn, apmsHCKas HOTONNCH, mae, me2edu, agemuc, UCKYCCTBO
maeos, I'anozapan, Tacapan, Tiac.

TAGHS AND MEGHEDIES OF THE ARMENIAN LITURGY
Out of the immense heritage of Armenian tagh chanting only rare pieces have survived up till now with
their musical component. Some of them were preserved in Nicoghayos Tashchyan’s recordings, made with
Armenian notes, and were published in the miscellany Notated Chants of the Holy Liturgy approved by the
Armenian Apostolic Holy Church. Up till now, only a few of the preserved samples have been studied by Armenian
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musicologists. However, there is a need for fundamental researches, which would shed a new light on a number of
issues related to the history and theory of Armenian sacred chanting. This paper presents a general panorama of
taghs and meghedies (genres of Armenian sacred music) included in the abovementioned miscellany, as well as
observe their direct connection with the liturgical books Gandzaran and Tagharan with an attempt to define as
accurately as possible the period and the place of their creation and their authorship. We also consider the individual
characteristics of the musical components, issues related to the modal system, melodic interconnections, etc.

Keywords: Holy Liturgy, N. Tashchyan, Armenian notation, tagh, meghedy, avetis, art of tagh,
Gandzaran, Tagharan, mode.
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Lunujju Qudfuquinju (Oniuwunwi)
wpykunwghwunnipjui nnljnnp
Uwijun Mhnbppnipgh ntuwub wqqujht gpunuput

Haranbss Pama3anoBa (Poccus)
JIOKTOP UCKYCCTBOBEICHUS
Poccwuiickas HannonanpHas 6ubimoreka Cankr-IlerepOypra

Dr. Natalia Ramazanova (Russia)
National Library of Russia in St. Petersburg

«LUZUSUY &Y Z209bd».
XVII YUk y6Uk NPUTYUL LASUS IUO Q60U rNRU
2U8 LORUUM NP2 rPanNr 6G1hUuNMNNUPL LIhdUD USPRELULED

Utd Zuyph kyhulnynu unipp twhwwnwly Iphgnpt wytt Ukdwpdws upplinhg £ nph hhpwwnwlyp
wpnud LU pphunnubnipjut ponp gujwbwlubt ngnmppoiabbpp: 2wy unipp twhwnwlh winibp,
UEpwuwpp, Juwunwpws upppwbph tjwpwgpnipniit hpktg wpunwgnmd o qubp (nwuhugp
ytnbguul  wpybunh  pugnid  hnpwpdwibpnd’  upputlupsnipyul,  fwpnwpuybnnppub,
qpujunipjul, tpqupdtunh dke: Bph uyqpuwlub spownid (X1 quphg ujuws) wyy hnipwpdwutbpp
yEunpntwgdws thu ‘Unygnpnph Gphpuwdwund, wwyw XVI nuph Ykubphg 9phgnp Lotuwynpsh
wupwnwdnitph YEunpnup mbnuinppynud E Unuljdu: Lpw wundht B wijubulnygdus Unuljduygh
Mnipndjut wwdwph phidh Jpu nbqugpdws 9 ubnuuutphg dkyp, tw hhpwnwlynd £ PJub 1V
pugquynph Swpbgpnipmnitubph Swunws dknwghp dnnnquénih dbkg, hull Eitnkguljut tpgqupdtunh
qupqugiui yuununipjul nkuwilniuhg tpwiwlwh tpgsujut dAknwgptpnud, npnip unbnddby L
Unuljyuynid, tpul tJhpyuws tnnmgpyus tpquguunipniiibph putwlp qquihnpkb punjuyuygnud

U. Upnishuhtwt, npb wnwehtt E phuwpll] pniuwlub tinnwgqpus dknwgpbpnid Unipp
Qphgnpht wyhpywé Epquuwugnmipinibbpp, huwynbwpbpl b tput tdhpwé dwudbpgnipmititph 10
gniguljubp, npntp unbndyt) tu XVI quphg dhish XVII quph YEup: XV quph YEubkpht h huyn £ qujhu
lu Ukl dknwghp, npp uppliphtt Wlhpdws wowybjugny puwbwlnipjudp dwudtpgnipniutp b qquih
pYny tpquuugnipniuitp tkpwnnn 4ipghtt tntnugpdus hntpwpdwt b Zknwquynid wyy mnkpuntphg
ownbipt wihbnwgut unwnwgpdus dknwgpbphg: dbpphtubphu swppnid Ep bwl hwy wnweht
ntuwynpshtt whpyws dudbkpgnipniip:

znpudnid  phunwplynd Eu wodws  dbnwgpmid qpundus Jhig  unpjuhpwibpp, npnup
yuunlwind Eu Jhghpnpn dwjubnuiuwyht: Uyn unpjuhputtph jEunpnuwljut gnpénn wbdp unipp
twhwwwl Sphgnpl k:

Putiuh punkp’ Bytinkguiwi pqupbuwn, hwy unipphtt wlhpyws winhjuhpubbp, pniuwlub
unwnwgpjws dknwghp, hnqunp tpgbph tpudonwputiwuntnswljut wpnwhwynswdhongubp:

“MYYEHUK U IACTBIPH”:
CTHUXUPHI EHMCKOITY I'PUT'OPUIO, TIPOCBETUTEJIIO BEJIMKOW APMEHUM B
PYCCKOM HOTUPOBAHHOMI PYKOIIUCHU CEPEJIMHBI XVII BEKA
Enmckon “Benukns ApMeHUH CBSIIEHHOMYYECHUK [puropuii — OAWH W3 MOYHUTAEMBIX CBATHIX, MaMATh
KOTOPOTO OTMEHaloT Bce XpuCTHaHCKue KoH(peccmn. Ha Pycm mmsa, oOpa3 m ommcaHHMs IMOJIBHra apMSHCKOTO
CBAIICHHOMYUYEHHKA 3aledaTyieHbl BO MHO)KECTBE HMAMATHHUKOB PYCCKOTO IIEPKOBHOTO TBOPYECTBA — HUKOHOIIHCH,
30/19eCTBE, KHI)KHOM M IIeBYeCKOM HcKyccTBe. Ecii Ha HawamsHOM 3Tane (¢ X| B.) cpegoTouneM 3THX NaMATHUKOB
seisiercst HoBropozckas 3emis, To ¢ cepeanssl XVI B. nentp nounrtanus ['puropus [Ipocserurens nepemeraercs
B MockBy. B Mockosckom cobope IlokpoBa, uto Ha PBy Bo mmsi ['eoprust IIpocBeTnTens ocsimaercsi OfuH U3
JIEBATH €ro npecroiyio, ['puropuii ynomunaercst B JluneBom setonucHoM cBoie uapsi Meana |V, a B Hamboiee
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3HAYMMBIX B UCTOPUU PA3BUTHUS LIEPKOBHO-NIEBYECKOT0 UCKYCCTBA NMEBYECKUX PYKOMUCSX, co3aaBamuxcs B Mockse,
KOJINYECTBO HOTHPOBAHHBIX ITECHONICHUH CITY)KOBI €My 3HAYUTEIHEHO PACIIUPSIETCSL.

B crarbe paccmatpuBaroTcs mecth ctuxup (Ha “I"ocronu, Bo33Bax” — TPHU CTUXHUPHI U CTUXHUPA-CIABHUK U
CTHXMpPA-CIIABHUK Ha CTHXOBHE), OJHOTO M TOT0 e O6-ro TIjaca, 3allCaHHBIX B pyKomucH. LleHTpanbHBIM
MIEPCOHAXKEM 3TUX CTUXUP SIBISECTCS CBAMIEHHOMYUYCHUK [ pUTOpH.

KnroueBble ciioBa: IIEPKOBHO-NIEBUECKOE HCKYCCTBO, CTHXHPBI apMSHCKOMY CBATOMY, pyccKas
HOTHPOBAHHAS PYKOIINCH, MY3bIKaTbHO-TIOATUYECKHIE CPEICTBA BBIPA3UTEIBHOCTH ECHOIICHHUH.

MARTYR AND PASTOR:
STICHERA TRANSCRIBED IN THE RUSSIAN NOTATED MANUSCRIPTS OF THE MIDDLE
OF THE XVII CENTURY, DEDICATED TO SAINT BISHOP GREGORY, THE ILLUMINATOR OF
GREAT ARMENIA

The Bishop of Great Armenia, Holy Martyr Gregory is one of the worshiped saints, whose memory is
celebrated by all Christian confessions. In Russia, the name, image and descriptions of the feat of the Armenian
Martyr are depicted in numerous monuments of Russian religious art — iconography, architecture, books and songs.
In the beginning, the center of these monuments (from the XI century) was considered the Novgorod land, then, in
the middle of the XVI century the center of the veneration of Gregory the IHluminator transferred to Moscow. One of
the nine altars of the Moscow Cathedral of the Intercession on the Moat was consecrated in the name of Gregory, the
Illuminator. St. Gregory is mentioned in the Illustrated Chronicle arc of the Tsar Ivan 1V, and the number of hymns
in the Church Service dedicated to him has grown significantly. A. Kruchinina was the first researcher of the notated
hymns to St. Gregory found in Russian manuscripts. In the manuscripts from the XVI to the mid-XVII centuries, she
revealed 10 lists of Divine Service dedicated to him. She found the largest number of hymns of the Service in two of
them. Meanwhile, there is another manuscript of Church music (SLR, Razumovsky. 63), which dates back to the
mid-XVII century and contains the largest number of Church services and numerous hymns. Later on, some of these
texts, among which were services as well, have disappeared from the notated manuscripts. The service dedicated to
the first Armenian Bishop was among the latter.

Six stichera belonging to the sixth mode (glas) and transcribed in the manuscript are discussed in this
article. The Priest Martyr Gregory is indeed the central figure in these stichera.

Key words: church chanting art, stichera to the Armenian Saint, Russian notated manuscript, musical-
poetical devices of the chants.
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Swnjuiw Sykg (tntuwunwib)
Uwijinn NbEwnkppningh ‘L. (hdulfh-Unpuwlngh wbdub
Ynuubpjuwnnphw

Taresna lBen (Poccust)
Cankr-TleTepOyprekas rocynapcTBEHHash KOHCEPBATOPUS WMEHH
H. A. Pumcxkoro-Kopcakosa

Tatyana Shvets (Russia)
Rimsky-Korsakov St. Petersburg State Conservatory

ZU8 UNPRLR LUZUSUY &CPENLPL LIhdUO OrZuLGratrt
USNRYPSUEDP TULUTLRULE QBRUArGrNRU
Unipp twhwwnwl] Sphgnp Lntuwynphy hwyng Eyhuljnuynuh ywomwuniupp ntuwunwbnid
. mwpwdmd Ep quab] nhn htwgnyu dwdwbwlutphg: Uju dwuht o Jyuynid hhtt entuwljuib
opwgnygutipp, Yuntwqgpbpp, stutph b dwdbpgnipmniuubph dbnwgpbpp: Unipp @phgnphtt wdhpdus
ophukpgbiph wbpuntph hwuwnwwnit hhdpp dtwynpdkg phinbu X1 gquph Jbpenid: Uwnniphwnukph
Juintugpnipjut ghpujunipjut qupuopowtnid uppht whpdwd tpghptt wpdwbwgpdty Bu hh
pniuwlut Kwongubipnud, Uninuljuphnuubpnud b Unhjhpuphntubpnid: Uny hngdust phnguyunad £
htwgnyt dwdwbwlubpp dtnwghp wnpnipubph opowtwlp (XI nquph Jtpehg dhush XIV nup),
pugwhwjinnid  ophubkpgiph  wbkpuwnbtph  Inipnitp, pndwinulmpinip, Ephwb phponud
wnwidtwhwnlmpniubpp (tnnwgpnipmnil,  duwgubnubwlukp,  Jdnghjukph hwdwlwpgbp):
ZEnwgnumpjut pupwugpnid hwoyh ki wntgl) bl hntbwlwb b ubppuljub dknwqgpkp:
Pwluh punkp hhuubpgnipnit, Qphgnp Lntuwynphs, Unmnhwlub-Upkpuhbdjub jubn,
Uhubjw, Uwhjnhpwphnt, Unbnwlwphnb, «quuwdbuth»  tnnwgpnipnt,  «gnuguljunith»
unwnwgpnipnil:

I'MMHOI'PA®US CBATOMY CBAIEHHOMYYEHUKY I'PUT'OPUIO APMSHCKOMY B
PYKOIUCSAX CTYJIUNCKOM ITOXH

[TounTaHue cBATOTO CBSMIEHHOMYYEHHKA ['puropus, ennckona u npocsetutens Benukoit ApmeHnn Ob110
IIMPOKO pacmpocTpaHeHo Ha Pycn ¢ apeBHeiimux BpemeH. OO 3TOM CBHIETEIBCTBYIOT JIPEBHEPYCCKHE
MECSIIECIOBBI, CIHCKM YCTaBOB, OorociayxeOHblE ¥ TEBYECKME PYKONHCH. YCTOWYHUBBIA  KOPIIyC
TUMHOTPa(UIECKUX TEKCTOB, IOCBSIICHHBIX CBATOMY I 'pUropmio ApMsHCKOMY, CIIOXKHICS yKe K KoHIy XI Beka. B
smoxy rocrnojactBa Cryauickoro YcTaBa HECHONEHHS CBITOMY (DUKCHPOBAINCH B JPEBHEPYCCKHX MMUHEsX,
Konnakapsx u Ctuxupapsx.

Hacrosimas craThst mpu3BaHa pacIIMPHUTh KPYT PYKOIMCHBIX MCTOYHUKOB JpEBHEHINEro mepuoja (KOHeI
XI-XIV BB.), ompeienuts KOPIyC TUMHOIpPaMUECKHX TEKCTOB, PACKPHITh HX COJEpXKaHHE U BBIIBUTH
MYy3bIKaJIbHbIe OCOOCHHOCTH (HOTalus, yKa3zaHMs TIJlacoB, cuctema Mmozeneii). K nccnenoBanmio Taxke ObuH
MIPUBJICUEHBI TPEUECKHE U cepOCKre PyKOITUCH.

KuioueBble cioBa: rumHorpadus, ['puropuii [IpocBeturens, CTyauiicko-AllekcueBckuit YcTaB, MuHes,
Cruxupaps, Konnakaps, 3HaMeHHas! HOTalWs, KOHAaKapHast HOTAIWs.

HYMNOGRAPHY DEDICATED TO THE
SAINT MARTYR GREGORY OF ARMENIA
IN THE MANUSCRIPTS OF THE EPOCH OF THE STUDITES
The worship of the Holy Martyr Gregory llluminator of Armenia has been widespread in Russia since
ancient times. This is evidenced by ancient Russian Menaia, Rite Books and Chant manuscripts. The corpus of the
hymnography texts dedicated to St. Gregory had already been formulated by the end of the XI century. During the
epoch of the Studite Rule hymns dedicated to the Saint were included in ancient Russian Menaia, Kondakars and
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Stichiraria. The first study on the hymns related to St. Gregory of Armenia and based on the ancient manuscripts
with the Russian notation belonging to the X11-XVII centuries, was conducted by N.Kruchinina.

This article aims to enhance the circle of manuscripts under study (end of the XI-XIV centuries), define the
corpus of the hymnographic texts and reveal their content and musical peculiarities (notation, modes, system of
models). Greek and Serbian manuscripts were also used while undertaking this study.

Keywords: hymnography, saint martyr Gregory of Armenia, Typikon of Patriarch Alexios Stoudites,
Menaion, Sticheraria, Kondakar, kondakarian notation, znamenny notation.
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Uubw Uplownyub (Zujuunwi)
wpybutnughwunnipju gnljnnn, ypnptunp

22 Upytunnh quunujuynp gnpshs

22 2UU Updtunp htunnhwnnin

Undhwnwuh widut whnwlwb §ntubpjunnphw

Vol | ||
[T

AHHa ApeBmIaTsIH (ApMEHUS)

JOKTOP UCKYCCTBOBEIEHHUS, IIpodeccop

Wuctutyt nckyccts HAH PA

I'ocynapctBenHas koHcepBaTOpHs uMeHH Komuraca

Dr. Prof. Anna Arevshatyan (Armenia)
HonoredWorker of Art of RA

Institute of Arts NAS RA

Komitas State Conservatory

QA PANC UUSPUSCOAUP LUUUYLELNRU ZBTUSUYY UO
ULPP GrUGTSUUUL U8ULLE U OUUSH UUURL

Anhgnp Uwghuwnpnu Mwhjuynithtt Fugpuunniyug opowth dnuynp JEptwpowygh thuygnit
ubpjuyugnighsutphg tp: bpw Enptpp huwy dhottwnupyut Jwnbiwgpmipjut hwiipughnwpuwbugh
ghuntijhpubp wwpnitwlnn tquijh dh gpuljut hnpwpdw Eu: @hy 75 twdwlnud (Upkpuwtinpuwny,
1910), ujwpwqpbnd Uuhph hhpwpdwt donndppuljut hwighunipiiubphg  dbyp, Sphgnp
Uwghuwnpnup hhpwnwlmd £ wwnnhljwl, wjuhtpt' hoygh Gkpphhubph kpghgnnmpniup: Sjuy
hwindwsh upw] pupquuiwsé (hubint wuwwndwnny uwyn npwgpuy thwuwnp noipu b dbwghp
nuunidtwuhpnnitph wbuwguownhg:  Zoguénid wnwewplynd £ hwwndwsh  hwdwpdtp
pupgUuinipniup b dbjuwpwinudp, htsh wwywgnignid b fmiquinhujhg hpuyhpqus ukpphuh
Epghsutiph wnjuynipmitp Uthnud: Lpwtg «hpionmwwduguy Epghgnnnipmniup wpunwugnnud tp wg
dudwbwulju ghinughnulwi nkuyuuip, tinkgnt b hwuwpwlnipjut ghnupytunw-tpudrnulju
Swowiln:

Pwlwh pwntp’ Ulh, Pwgqpuunithubtp, 9phgop Uwghuwnpnu, Onphp, bkpphtpubph
tEpglgnnnipinii:

YIIOMUHAHME OB OJJHOM ®AKTE MY3bIKAJIBHOM )KU3HU AHU
B “IIOCJTAHUAX” I'PUT'OPA MATUCTPOCA

“ITocnanust” OMHOTO W3 OJECTSAMUX TPEACTABUTENIEH WHTEIIEKTYyallbHOW 3JUTHl AHHMHICKOTO IIapcTBa
smoxu barpatuaos I'puropa Maructpoca IlaxmaByru (980-1058) - yHUKaNbHBINA JIHTEPATYPHO-UCTOPUIECKUI
MaMATHHUK CPEHEBEKOBOW apMSHCKOM KHWKHOW KYJIBTYpBI, B KOTOPBIX Hapsily CO MHOTHMH CBEJCHUSIMH U3 CaMbIX
pas3MuHBIX 00acTell HAyKH M MCKYCCTBA HEMAJIO IIEHHBIX CBEICHHH O MY3BIKAIBLHOMN KHM3HHU CTOJMHUIEI barpatuios
Ann (IX-XI BB.), 4TO cBHAETENbCTBYET 00 OOMIMPHOM Kpyro3ope M HaydHOW 3pyAuIuM aBTopa. B muceme 75
(cormacHo HyMmeparuu mepBoro wmsgarens “Tlocmanmit” Kapamera Kocransaia, Anekcangpomons, 1910),
aZipecoBaHHOMY KHs310 TopHHKY MamukonsaHy, I'purop Marucrpoc, omuchiBas OJHO U3 NAMSTHBIX HapOAHBIX
mpa3aHecTB AHHM, YIIOMHUHAET O MEHWH aTTHYECKHX, TO €CTh, TPEUECKUX KacTPaTOB BO BPEMs ITOTO Ipa3JHECTBA.
@parMeHT ObUT HEMIPABWIBHO NIEPEBEICH, BCICICTBIE YEr0o JAaHHBIN (haKT BBIMA U3 IO 3PEHUS HCCIIeAOBATENCH.
B craTthe mpemaraercs aaeKBaTHBIN MEepeBO (hparMenTa, a TAK)Ke ero MHTEePIPETaIis, YTO JOKA3bIBACT HAJHIUE B
AHHM TIpWUIVIAIICHHBIX W3 BuW3aHTHM KacTpaTOB-TIEBIIOB, TaK HA3bIBAEMOE AaHTEJIOTJIACHOE II€HHE, KOTOPBIX
COOTBETCTBOBAJIO ICTETHUECKUM HJeallaM M XYIOKECTBEHHO-MY3BIKAIBHBIM BKyCaM LEPKBH M OOIIECTBa TOTO
BpPEMEHU.

KuroueBnie ciioBa: Anu, barparunsl, ['purop Maructpoc, [locnanus, nenue kacTpaTos.
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ABOUT A FACT FROM THE MUSIC LIFE OF ANI
MENTIONED IN THE LETTERS OF GRIGOR MAGISTROS

Grigor Magistros Pahlavuni (980-1058) was one of the outstanding representatives of the Bagratid
Kingdom of Ani. His Letters are unique literary “memorials” that encompass encyclopedic information on Medieval
Armenian literature, where one can find interesting facts on various fields of science and art, including information
on the music life of the capital city of Ani. This witnesses Grigor Magistros’s exceptional knowledge, multifaceted
interests and gifted nature. In his letter No. 75 (as corresponding to the enumeration of Karapet Kostanyants, who
was the first publisher of the Letters, Aleksandrapol, 1910), addressed to prince Tornik Mamikonyan, Grigor
Magistros wrote about a folk festivity and mentioned the Attikian singers, that is to say the singing of the Greek
castrates. As a result of the incorrect translation of this fragment, this remarkable fact was left out from the
researchers’ sight. In this article, the adequate translation and interpretation of this fragment is proposed, which itself
evidences the presence of the castrate singers in Ani invited from Byzantium. The so-called “angel-voiced” singing
of theirs reflected the aesthetical priorities of those times, as well as the artistical-musical taste of the Church and the
Society.

Key words: Ani, Bagratides, Grigor Magistros, Letters, chant of castrates.
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Ann Mywmersin (ApmeHus)
WucTtuTyT nutepatyps! unmeHn M. Aberssua HAH PA
WznatenbcTBO “ApMsHCKas SHUUKIIONEIUs

Ani Musheghyan (Armenia)
M. Abeghyan Institute of Literature of NAS RA
Armenian Encyclopedia Publishing House of NAS RA

2U8 BrudgcsSuStEUUUUL USLh Z2hULUUUL
UBSNRULEC XVIINYULCORT

znpudp wdhpdws b «unpngnipjuiy opowunid (XVI-XVIHI nuptp) huy bpudynunbuwulut
Uwnph npulinpnidbpht: Yhnwplynid £ bpkp &y wnwehtip vwswnmp Bpgpmidbgnt U Uluhpup
Ukpwuwnwgnt, tpypnpnp’ @wdpniph Zwpmphth, kppopgp Qphgnp Qwwwuwpupubh whuwljwi
hwywgpubnh ophtuyny:

Tunbingy  Mwswwnip Epgpouudignt b Upehpwp Ubkpuwunwugnt bpudynunbtuwlui
woliwnmpnitikphg Yuphkh k kqpujugily, np htnhtwlikpp wkuwlub dnph hknwqu qupqugdul
dhnnulubpp Juwl) bu BYppnyuljut nbuwlwt hwdwlupgp npptigpline hbwn: Gudpniph Zwpmiphth
pudonmwnbuwljut  hwyugpubphg Yupbh b Eqpujugubk;, np hEnhtwlp bhwy bpudrnnipjui
qupqugnidp Juwhk] bt wpbbjwbt wwinnypubph htw: Gppnpny gnint wpnwugnuws £ Qphgnp
Quuuuwpuwjjuih Epudonunbuwlut wyliwmnmput dke: Ujt hwyy tpudonmpjut dhotiwnupju
ujwinnyph Ykpuwinpngmpjut tnpd E hntbwlwh Gbdbph, twl hp hul] unbndws wwpphp
fnwuquihpbph ubpgpu]dudp:

Pwlwh pwnbp’ Unpngmipjut opowl, wswwnip Epgpoudbgh, Ujuhpwp Ubpuuwnwgh,
Pwdpniph Zupmipht, phgnp Fwywuwpwuis

OCHOBHBIE TEHJAEHIIMA APMSAHCKOM
MY3bIKAJIBHO-TEOPETUYECKOM MBICJIA B XVIII BEKE

B cratbe uccaenyeTcst apMsaHCKas My3bIKaIbHO-TeOpeTHdecKkast MbIcib “Dmoxu ooHoBieHuUs” (XVII-XVIII
BB.), U3y4Y€HHE KOTOPOW JacT BO3MOXHOCTb BBISBUTH OCHOBHBIC BEXH MJaJbHEWIIETO Pa3BUTHS apMSHCKOU
My3BIKQJIbHOM KyJIbTYphI. Pa3sBuTHE apMIHCKOM My3bIKaIbHON KyJIbTYpHl “OMOXH OOHOBIIEHHS paccMaTpHUBAeTCs B
3-X HanpaBJCHHUSX: CTETHYECKUE B3MJLsIIbI XauaTypa Jp3pymckoro u Mxurapa CeBactuiickoro (IiepBblii epHou),
scTeTudeckue B3rAabl TamOypn ApyTruHa (BTOpOH MEpHON) M ACTETHUECKHe B3TIsiAbl ['puropms 'amacakanmsHa
(Tpetmit mepuoxa). Ha ocHoBe pabor Xauatypa Dp3pyMckoro u Mxutapa CeBaWTHCKOTO MOXHO 3aKJIIOYHUTh, YTO
TEHACHIUHY PAa3BUTUS MY3bIKAIBHO-TEOPETUYECKON MBICIM Ha3BaHHBIE aBTOPBI CBS3BIBANM C IPUHITHEM
€BPONENCKOI TEOPETUYECKON CHCTEMBI U OPraHM3allud HOBOT'O 3Tana ¢ MOMOIIbI0 HOTONUCH. B nanpHeimem 3t
TEHAEHIUY COBMECTUINCh C HAlMOHAIBHON MY3BIKAIBHOW TpagulMeid, MO CYTH CTaBLIEH OCHOBOHM apMsHCKOIO
MY3bIKOBE/ICHHS, KOTOpasi B CBOIO O4Yepelb CTaja MPEANOCBUIKOM It  (OPMUPOBAHHMS apMSHCKOTO
KOMITO3UTOPCKOTO HMcKyccTBa mojioBUHBI XIX Beka. M3 My3bIKanbHBIX B3rIssgoB TamOypu ApyTHHa MOKHO
3aKJIIOYNUTh, YTO OH CBA3BIBAN PA3BUTUE apMSIHCKOM MY3bIKM C BOCTOYHOM Tpanuuued. TpeTbs BETBb OTpakeHa B
paborax ['puropms [anmacakansiHa, KOTopas SBISIETCS IONBITKONH BO30OHOBJICHUS CPEIHEBEKOBON TpaJHIIUU
ApMSHCKOW MY3BIKH, COYETaBINasl IPeUECKIe HEBMBI I CBOM COOCTBEHHBIE Xa3068ble CUCTEMBI. HecMoTpst Ha TO, UTO
€T0 TMONBITKU B ATOH 00JIACTH MPOBANIMIHCH, CIICAYIOMINM yIAYHBIM MPOSBICHUEM 3TOTO NPHHIIMIA MOXKHO CUHUTATh
cucremy “HoBoit apmsHCKO# HOTOTIHICH” AMOapityma JInMOHKAHA.

KiroueBble cioBa: Dmoxa oOHOBIeHHA, XadaTyp Op3pyMmckui, Mxurap CeBactuiickuii, TamOpyuct
Apyrtus, I'purop I'anacakanss.
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THE MAIN TENDENCIES OF THE ARMENIAN
MUSICAL-THEORETICAL THOUGHT IN THE XVIII CENTURY

The article observes the manifestations of the Armenian musical-theoretical thought during the “renewal”
period (XVII-XVIII centuries) to define the realities and nodes, which gradually acquired the role of an introductory
stage for the further development of Armenian music culture. The development of the Armenian music theory of the
“renewal” period is reviewed from the perspectives of three main branches: the theoretical views of (1) Khachatur
Erzrumetsi and Mkhitar Sebastatsi, (2) Tamburi Harutin, (3) Grigor Gapasakalyan. Considering Khachatur
Erzrumetsi's and Mkhitar Sebastatsi's musical-theoretical works, a conclusion arises that the authors linked the
tendencies of the further development of the theoretical mind with the adoption of the European theoretical system
and the introducing of music notation. Those tendencies were later synthesized with national music traditions,
thereby becoming the mainstream of Armenian music theory that beginning from the middle of the XIX century
prepared for the development of Armenian art music. Tamburi Harutin's musical-theoretical views allow concluding
that he searched for the paths of development of Armenian music in the Eastern tradition. The third branch is
reflected in Grigor Gapasakalyan's musical-theoretical works. He was attempting to revive the medieval Armenian
musical tradition through the involvement of Greek neumes, as well as various khaz signs, invented by him. Though
these kinds of attempts actually failed in this area, however, an important result was seen in the creation of
Hampartsum Limondjian’s so-called Armenian New Notation.

Key words: Renewal period, Khachatur Erzrumetsi, Mkhitar Sebastatsi, Tamburi Harutin, Grigor
Gapasakalyan.
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