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Abstract

In the history of Armenian music, certain names endure forever. One of them
is the lranian-Armenian composer, pedagogue, and musical-public figure Nikol
Galanderyan (1881-1944).

His opera “Parvana”, whose libretto is written to Hovhannes Tumanyan’s
legend of the same name, is a unique fusion of folk mysticism. Oriental lyricism
and traditions of European classical opera.

Galanderyan created the said opera in a historically complicated period (the
first half of the XX century), while living and creating in Tehran. “Parvana” is the
first and, perhaps, for now the only attempt to bring to the opera stage
Tumanyan’s profound national, almost mystical text. “Parvana” became one of
Galanderyan’s large-scale pieces, as he is better known for his songs, many of
which have become folk songs. With this work, the composer created his own
model of chamber opera.

This soft and lyrical piece — tragic and luminous at the same time - holds a
special place in the history of Armenian classical music of the early XX century.
Because of the composer’s remoteness from Armenia, on the one hand, and
absence of operatic theaters in the cities of Iran, where he lived, on the other,
“Parvana” had not had the stage life, which the operas, written by his
contemporaries in Yerevan, enjoyed. This opera can be rightfully considered an
“unsung song”, since it hasn’t been produced to this day.
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Nevertheless, “Parvana” can be attributed to the best examples of the XX
century Armenian musical theater. It is perceived as the epoch’s soft echo, in
which the music tried - through Tumanyan’s genius - to conceptualize the
perpetual problems of love and death.

The rebirth of interest towards Nikol Galanderyan’s opera today is not just a
tribute to the past, but a vital process of preservation of musical memory between
Armenia and Diaspora.

Introduction

As is known, musical Tumanyaneana has traversed a fruitful path. On Tuman-
yan themes, operas and ballets, symphonic, vocal-symphonic, chamber-instru-
mental, choral works were created, songs and romances. Children’s operas and
songs, music for cartoons constitute a notable page in musical Tumanyaneana.

The deepest mark on the opera theater left Tumanyan’s oeuvre. To his immortal
works were written Armen Tigranyan’s “Anush” (first staged at the People’s House
in Alexandropol on August 4, 1912, then on March 27, 1935 - at the Yerevan Opera
Theater; stage director Armen Gulakyan, conductor Sergey Shatiryan, stage
designer Michael Arutchyan; with Haikanush Danielyan as Anush, Shara Talyan as
Saro), up to now holding its stable place in the repertoire; Alexander Spendiaryan’s
“Almast” (director Arshak Burjalyan). With the latter’s production the Yerevan
Opera Theater opened its doors for music lovers on January 20, 1933.

Tumanyan’s work attracted composers after his death, too. In 1970, Erik
Harutyunyan’s opera “A Drop of Honey” in two acts, based on the fairy tale for
adults, and in 1980 - Vardan Ajemyan’s “The Death of Kikos” were staged at the
Yerevan Opera Theater.

Diasporan composers were also inspired by Tumanyan’s oeuvre. In 1927 Nikol
Galanderyan wrote his “Parvana”. Hambardzum Perperyan’s two of three pieces
for musical theater are based on Tumanyan’s poems: his second opera — “Shoghik”
(1939) - is written to Tumanyan’s “In the Homeland”, and the third - “Areqnazan”
— to “Seizure of the Tmuk Fortress”. In 1958, Loris Tjeknavorian wrote his one-act
opera “The Dove’s Monastery”.

The goal of our research is, for the first time, to comprehensively study one of
the valuable pages of musical Tumanyaneana - the Iranian-Armenian composer,
pedagogue and musical-public figure Nikol Galanderyan’s (1881-1944) opera
“Parvana”, to reveal the specificities of the musical language and dramaturgy of the
opera, to determine the role and place of the opera both in N. Galanderyan’s oeuvre
and in Armenian operatic art. The clavier' of the opera, prepared for publication by
the meritorious employee of the Museum of Literature and Art of RA, musicologist
Marineh Musheghyan, served as a material for study.

"Quwwunkpbwu. 2003, 154-208:
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Hovhannes Tumanyan’s poetry in Nikol Galanderyan’s work

Nikol Galanderyan considered one of his major goals putting to music and
spreading the best pages of Armenian poetry?. It is worth noting that, in Eastern
Armenia, within the same period, the same mission was carried out by the com-
poser, choirmaster, pedagogue, musical-public figure and the master of Armenian
romance Romanos Meliqyan (1883-1935), who composed songs and romances
basing on Hovhannes Tumanyan’s, Vahan Teryan’s, Avetiq Isahakyan’s, Atabek
Khnkoyan’s, Derenik Demirchyan’s and others’ poems. The foundation for this
process was laid by the composer, conductor, pianist, pedagogue and musical-
public figure Dikran Tchouhadjian (1837-1898). One of the first examples of
Armenian romance is Tchouhadjian’s “Garun [Spring]”, written to the poem of
the same name of founder of new Armenian lyric poetry Mkrtich Peshiktashlyan,
printed in 1862, in # 2 of the magazine “Qnar haikakan [Armenian lyra]”, coming
out in Constantinople and popular beyond - in Smyrna, Tiflis, Baku and
elsewhere?. It is from this point that the important process of putting national
poetry to music started, beginning from Tchouhadjian and lasting to this day.

Throughout his 30-year creative career Galanderyan composed songs and
romances to poems by both Western and Eastern Armenian poets, giving priority
to Avetiq Isahakyan and Vahan Teryan. By the way, Galanderyan wrote his first
song on May 11, 1911, based on Avetiq Isahakyan’s verse “Oh, your eyes, sunny
and dark” from the cycle “Sad songs of Alagyaz”. The composer also turred to
the verses by Hovhannes Tumanyan, Hovhannes Hovhannisyan, Shushanik Kur-
ghinyan, Yeghishe Charents, Misaq Metzarents, Ruben Sevak, Vahan Tegeyan,
Derenik Demirchyan, Hovhannes Shiraz and others. In Galanderyan’s song art a
special place is given to the Iranian-Armenian poet and artist Margar Gharabegyan
(Dev).

In his songs and romances Galanderyan expressed unending yearning, ruined
hopes, wrecked ideals, sorrows, silent sobs and forever gone happy days, on the
one hand, and joyous, lively cheerful motifs, on the other. His music mostly
imbued with doleful lyricism and melancholic mood. “He mainly wrote about the
painful, gloomy and emotional aspects of life, — Aram Yeremyan noticed. — That’s
why, some broken-hearted croon and fancy, grievous and sorrowful separation
are heard in his songs. Generally, more of wistful reflections, rueful remem-
brances and vague emotions sound in his music”4.

Galanderyan wrote 19 pieces based on Hovhannes Tumanyan’s poetry. These
include: the opera “Parvana”, the songs “Hey, stars” (op. 8), “Days will pass” (op.
349), “Our way”, “Smiling eyes” (op.162), “My love” (op.196) and “Reclined on

2Uuwwpjwu. 2009, 67-75:

% Incidentally, based on Tchouhadjian’s “Spring” (“Garun”), Komitas wrote the
choral song “Oh, How Sweet” (“Oh, inch anush”). See: Wu w wn pjwu. 2025, 3:

‘Epbdbwu. 1947, 33-34:

NunnduwpwGuwuppulul hulnbu o Heropaxo-gurororuadeckni xypHar  Historical and Philological Journal 2026 Ne 1



164 Anna Asatryan, Lilit Hakobyan

the moon” (op. 669); the choral songs “The weep of a partridge” (op. 21) and
“The damned daughter-in-law” (op. 195).

When he taught singing, as a token of his boundless love and care for children
and to enrich the meager musical literature for children at the time, to refine their
musical taste and ennoble their souls, Galanderyan wrote 46 songs, endowed with
unique characteristics, of which 28 are in Armenian, based on H. Tumanyan’s,
Gh. Aghayan’s, Hakob Aghabab’s and other children’s authors’ verses, and 18 -
in Persian. The composer also wrote children’s operas, small musical-dramatic
pieces. These were staged in Tehran many a time, evoking the young listeners’
delight.

Galanderyan’s works based on Tumanyan’s oeuvre include: children’s songs
“Shake, shake, churn” (op. 369) and “Beads” (op. 374), as well as children’s
operas “Poghos-Petros” (op. 387, Meshed, October 17, 1935), “The black
goatling” (op. 612) and “The end of evil” (op. 13, Nor Jugha, June 19, 1942).

In Galanderyan’s Tumanyaneana, “Anush” holds an important place. The
vocal-instrumental ensemble “Overture to “Anush””> (op. 88, op. 724, op. 869)
was first written by Galanderyan as a choral song in 1929, then he added some
fragments, and “in 1943, the choral fragments were combined with instrumental
parts into one whole”®. This resulted in an ensemble for soprano, alto, tenor, bass,
cello and piano.

It was the sounds of “Overture to “Anush”” that accompanied the composer
to immortality.

A year following the duet, on March 2, 1944, after a month of severe disease,
Galanderyan bade farewell to his earthly life in the Baheri hospital in Tehran. On
the same day, in the presence of a multitude of grieving crowd, the composer’s
body was carried on shoulders to the Holy Moher of God church. The next
morning, on the initiative of the Armenian Community of Tehran, the funeral
ceremony was held in the courtyard of the church. In emotional funeral orations,
the invaluable merits in the field of education and music, personal virtues of the
deceased were emphasized. The coffin covered with flower wreaths was carried
to the “Burastan” cemetery in Dulabi, where the funeral ceremony took place.
“The artist is being put to grave under the golden rays of the sun and the
melancholic “Woe, woe to you, Anush” from his four-part “Overture to “Anush””,
performed by the “Galanderyan” choir’’.

The opera “Parvana”
Tumanyan wrote the legend about everlasting love in 1902. It was first printed
in 1903, in first issue of “Murch [Hammer]” literary, public and political

SGuiwunktpbwu. 2003w, 63-101:
*Uniobtnbwu. 2003w, 6:
"Gphdbwu. 1947, 38:
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magazine®. The footnote read: “Lake Parvana is 20 versts north-east of Akhal-
kalaki. The night-butterflies flying around a lamp are also called Parvana™®.

It is known that “Parvana” aroused controversies among the Armenian Tuman-
yan scholars. Some underscored the immortality of yearning, some others — the
collapse of daydreams, the others - the perpetuity of man’s dream and search as
soul’s eternal feature of all times, and the ballad was considered “a symbol of
everlasting love”'°.

Once Tumanyan suggested “Parvana” to Alexander Spendiaryan as a literary
basis for libretto.

In 1916 Spendiaryan visited Tiflis, where he and Hovhannes Tumanyan first
met.

Beginning from his very first days in Tiflis, the composer showed interest in
Tumanyan’s poem “Anush”. On an evening, Tumanyan read him his poem, but
its plot seemed unfamiliar to the composer. To familiarize the latter with the nature
of Lori, the people and their lifestyle, they decided to travel there together in
summer.

Then they pass on to “Parvana” legend. Spendiaryan liked it, saying, “A good
stuff, yet concisely written. No space to unfold, too much of lyricism ...”"". And he
asks Tumanyn to somewhat expand it, add songs and thus make it suitable for
composing an opera.

However, Spendiaryan made his choice in favor of the poem “The seizure of
the Tmuk Fortress”, on which basis the opera “Almast” was written.

After the poet’s death, Armenian composers many a time turned to “Parvana”.
The poem of eternal love was musically embodied in the genres of opera,
symphonic and chamber music. In 1954, Yuri Gevorgyan’s symphonic poem
“Parvana” for big symphony orchestra was written; in 1969, Ts. Bekaryan’s poem
“Parvana” for chamber ensemble, piano and women’s choir was premiered by
the Chamber Orchestra under Zareh Sahakyants’ baton. In 1969 a musical
cartoon was shot based on “Parvana”, whose director and animator was Valentin
Podpomogov, and Robert Amirkhanyan was the composer'2.

Galanderyan was the first and, so far, the only one to embody “Parvana” in
the genre of opera.

Inspired by the success of his first opera “Hunting in Lalvar”, based on Vahan
Miragyan’s poem of the same name, Galanderyan took up creating his second
one. In 1927, the composer wrote the opera “Parvana”, whose plot was based on
Hovhannes Tumanyan’s ballad of the same name. The composer, following

gfnidwubwug. 1903, 33-38:

*fFnidwubwug. 1903, 33:

0See: {<nyhwuuhujwu. 2025, 259:

"fFnidwljwu. 1958, 68:

2 See: <nyhwuubu Fnudwtywup Bpwdonniyejwu dbe. 1999, 57:
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Tumanyan, called the opera “Legend”. “Years later, in 1931-1932, while having
preserved the music core of this piece (choral songs in the main), N. Galanderyan
wrote the opera “Parvana” in three acts and ballet scenes to a new libretto”'3.

As the composer’s biographer Aram Yeremyan pointed out, “In 1931-1932
Galanderyan composed a new opera (in 3 acts). It is Hovhannes Tumanyan’s
“Parvana” legend. While adapting it into a libretto, he basically changed the
essential structure of the tradition. While working on the stage production, he
delved into the depths of history, depicted the life of Armenians in the pre-
Christian, Paganism period, in particular, the festivities of Navasard in August,
which was the first month in the Old Armenian calendar. We should also note that
the music comprises 13 fragments for big mixed choir and 14 - for symphony
orchestra”.

Regretfully, in the composer’s archive stored at the Literature and Art Museum
of RA, the music score for symphony orchestra, choir and soloists is missing. The
complete edited version of 1934, mentioned in the composer’s “Autobiography”,
is missing, too. Only two draft versions of the clavier, both dated 1927, are extant'.

“Parvana” has never been staged as an operatic performance. Galanderyan
wrote in his autobiography: “In 1931-1932 | wrote the opera “Parvana” in three
acts with ballet, yet there were neither opportunities, nor furthering circumstances
to stage it”'®. On the other hand, the production was not carried out because of
the “tremendous expenses it required, and, apart from it, there were other
circumstances hindering staging”"’.

The libretto of “Parvana” in Galanderyan’s archive is dated “Tehran 1929...
preparation of the musical part began in Tehran on July 26, 1931”8, Here are also
the drafts of “Parvana”, the music score of the Prelude (instrumental and piano
parts), isolated fragments with the composer’s note: “overall processed in 1934,
additions and corrections were made”®.

The opera is based on one of the most beautiful and sad Armenian legends.
The princess of the Parvana fortress promises to marry the lionheart who brings
her the “unquenchable fire” of true love. The knights head out, yet years pass to
no avail. The princess grows old, weeping in expectation, her tears fill a deep lake,
while the knights, having not reached their goal, change into night-butterflies
forever destined to fly into flame and perish.

Nikol Galanderyan’s opera “Parvana” consists of two acts?®. The main

BUnipbnbwu. 2003, 5:

“Epbdbwu. 1947, 18:

5See: Unipbnbwu. 2003, 5:

Quwiwuntpbwu. 1999, 18:

7Unipbnbwu. 2003, 5:

BUniobinbwu. 2003, 5:

BUniobtinbwu. 2003, 5:

2 The content of the opera “Parvana”. See: Lw | npjwu. 2015, 100-107:
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characters are: the Choir as narrator, Father, the King of Parvana (bass), Girl
(mezzo) and the Caucasus courageous men (men’s choir).

Particularly extensive is the role of the choir, performing functions characte-
ristic of antique theater. The choir is not just a background, rather, it is the voice
of the people, nature, sometimes - of the “fate”; it is the narrator, interprets the
events and creates mystical atmosphere around the fortress.

Here is Tsitsilia Brutyan’s observation, “In essence, the opera lacks musical
dramaturgical structure, it follows the principle of song series with fragmentary
sequence”™?'.

In reality, it is a song-opera. It is no secret that N. Galanderyan entered the
history of Armenian music primarily as a master of song and romance. Naturally,
it left its imprint on the musical language of “Parvana”, notable for its melodicity.
The melodies in the opera are endowed with oriental lyricism, plasticity, they are
songful and deeply moving. Moreover, the opera’s recitative fragments, too,
“breathe” melodically. The musical language of the characters is very natural. It
follows the rhythm and overtones of the Armenian language, making the vocal
parts suitable for performers and enjoyable for listeners.

Lack of monumentality and intimacy characterize the opera, the main accent
in it is put on disclosing the inmost emotions of the heroine, her inner world.
Unlike monumental operas (like Spendiaryan’s “Almast”), Galanderyan’s
“Parvana” is morre intimate, focused on the characters’ emotions.

It is obvious, that Galanderyan’s chamber opera “Parvana” is a unique piece
of its kind.

Galanderyan masterfully juxtaposed national originality with the European
technique. The music has and archaic, “serene” sound and transparent texture:
the composer avoided dense, ponderous orchestral narration. The musical
accompaniment is pure and light, and does not muffle the singers.

The opera is not divided into separate musical sections, it develops in one
breath. The composer opted for the principle of end-to-end flow of music.

The peculiarities of the libretto do not suggest particular evolvement of musical
characters, except that of the Girl, whose exposition is given in a mediated manner:
in the choir’s part “Parvana King had a girl” of the Introduction to Act 122. The
main heroine’s exposition is prepared by the choir’s entrance: the antecedent g-
moll is juxtaposed to the third order relation e-moll. As we see, the composer
accentuated the main heroine’s exposition with a sharp tonal shift. While from the
perspective of intonation, the Girl’s musical language is close to that of Parvana,
being revealed from the very beginning. The same upward small sixth interval
followed by downward movement, the same 4/4 measure. Thereby, the Girl’s close
bond with Parvana is emphasized.

TPnnLnjwu. 1968, 194:
2Quwwuntpbwu 2003, 164:
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The Girl's first appearance is in the recitative «Daddy, it may happen that a
weak good man is overcome by an arrogant ignoble one, who cannot be dear to
my heart»?3. It soounds in silence, without an accompaniment, a cappella. Here,
the Girl’s tonal tension is moved to g-moll. And if in the exposition of the Girl's
image the choir described her beauty, here, with the help of the melodic recitative,
her inner beauty, lofty moral virtues and values are unveiled to the audience.

The development of the Girl’s image continues in Act 1, in the a cappella
expanding tuneful recitative “What do | need for gold, and silver, or the star in
the sky?”?* The dramaturgical culmination of the opera is reached on “he, who
brings me the unquenchable fire, is my favored bridegroom”?>.

As we see, in Act 1 the Girl’s musical language is exclusively vocal, without any
accompaniment.

In Act 2, the Girl’s image is enriched with new colors in the dialogue with the
King. For the first time the recitatives “Daddy, why didn’t those brave men,
seeking love, come back”, and “Daddy, daddy, can there be no unquenchable
fire?” already expand with an accompaniment, in which sustained tonic
accompaniment prevails.

In the Girl’s part is also given the dramaturgical denouement: “In this world,
there is no unquenchable fire”. The development of the Girl’s musical image
continues in the choir part, as was given in the exposition. “She looked and looked
up on the hills, desert roads, and her hopes broke, she sobbed and wept, wept a
lake of tears, the lake covered the town and fortress”26. Here is the denouement,
which once again is related to the Girl’s image.

Among the major features of musical dramaturgy of the opera is the use of
leitmotifs and leit-intonations, due to which thematic arches form over the space,
even more reinforcing the musical dramaturgy of the opera.

Let’s have a look at one of them.

In the introduction to Act 1, the very first part of the choir - “High-peaked Abul
and dark hills”%” - begins with an upward minor sixth interval followed by an upward
move toward the tonic (Score 1). This leitmotif, as the musical characterization of
Parvana, permeates the musical language of all the characters: the King, the Girl
and the Choir-narrator. Thus, it sounds in the King’s ariosi “Look, my daughter, at
these brave princes square-shouldered”?8, yet transformed: 4/4 is substituted for
6/8 (Score 2). Due to the change of measure and fluctuating accompaniment, this
intonation acquires a waltzing feature, which from time to time is intervened with

BQuwiwuntpbwu 2003, 182:
#Quwwunkpbwu 2003, 184:
ZQwwunkpbwu 2003, 185:
ZQuwiwunkpbwu 2003, 194-195:
7Quwwunkpbwu 2003, 160:
BQuwwunkpbwu. 2003, 178:
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the use of syncopes in the accompaniment.

Thereafter, the composer applies this leitmotif in the choir part. In the Finale
of Act 1: “Flew away to find and bring the girl the unquenchable fire”?° (Score 3),
and in Act 2: “The deep Lake Parvana ripples”*° (Score 4).

This leitmotif appears not only in the vocal, but also in the orchestral parts,
like, for instance, in Act 13'.

It is noteworthy that in the musical canvas, the composer quoted the intonations
of the first line of the Armenian folk song “Wake up, man” both in the choir part®
(Score 5) and in the accompaniment3® (Score 6).

The Finale of the opera is also noteworthy: the emergence of the lake of tears
and the appearance of night-butterflies. Between these two phenomena the
composer placed a lengthy ballet scene4, written as a march (Tempo di marcia).

The opera’s oriental color is ensured by the use of repeated harnonic minor
of the IV¥and VII* degrees.

Conclusions

Nikol Galanderyan’s opera “Parvana” about everlasting love is the first and, as
for now, the only embodiment of Hovhannes Tumanyan’s legend in the opera
genre.

From the genre perspective, the opera “Parvana” may be characterized as a
variant of a chamber opera, considering that it is small-scale, in only 2 acts and
limited number of characters. Yet, as opposed to chamber opera, the composer
used choir and orchestra. The former, acting as the narrator, is the main
character of and has great dramaturgical significance. Galanderyan presented his
own, “chamber” kind of opera music, which, in no way betraying the European
genre with centuries-old history, is clear and easy to perceive.

“Parvana” is not just an opera, it is the musical incarnation of the Armenian
soul, endlessly looking for the ideal, that very “unquenchable fire”.

The musical peculiarities of the opera “Parvana” are accounted for by the fact
that the composer was, first of all, a renowned lyrical melodist and dedicated
follower of the Komitas school. Hence, “Parvana” is a song-opera, and the entire
musical canvas is permeated with tunefulness. Cantilena permeated the heroes’
recitatives as well.

One of the major features of the musical dramaturgy of the opera is the use
leitmotifs, due to which musical-thematic arches are formed over the space. The

% Qwwlntpbwb. 2003, 186:
¥Quwiwunktpbwu. 2003, 197:
S Quwiwunktpbwu 2003, 170:
2Qwwunkpbwu 2003, 181:
BQuwiwunkpbwu. 2003, 196:
3 G wlnkpbwb. 2003, 199-202:
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composer opted for the principle of end-to-end development.

Unlike the large-scale heroic-epic operas of the time, “Parvana” is deeply
psychological and intimate. If we compare it to Tumanyan-inspired prime
Armenian opera, Tigranyan’s “Anush”, we notice the key difference between the
two: Tigranyan follows the path of realism and description of everyday life,
introducing grand folk scenes, while Galanderyan is more inclined to symbolism
and psychology. His “Parvana” is not a domestic drama, but rather a philosophical
essay about an unreachable ideal.

The music of “Parvana” can be characterized as “noble minimalism”. It is a
juxtaposition of dolor, clarity of folk melody and exquisite harmony. There is no
outward theatrical luxury, yet there is a great inner power.

One may say that in “Parvana”, Galanderyan foreshadowed the development
of chamber opera in Armenia, putting emphasis on the expression of feelings,
rather than outward effects.

In the history of Armenian music, the opera “Parvana” holds a unique,
although somewhat isolated place. If the classical operas based on Tumanyan’s
works, like Tigranyan’s “Anush” or Spendiaryan’s “Almast”, are the “fundamental
pillars” of the national theater, then “Parvana” is its lyrical confession.

The fate of “Parvana” is as sad, as its plot. Galanderyan lived most of creative
life in Tehran, far from Armenia’s musical stages of the time. The manuscript of
the opera are stored at the Museum of Literature and Art of RA, and even though
the clavier was published in 2003, “Parvana”. awaits staging to this day.

Anna Asatryan - Doctor of Sciences (Arts), Professor, Honored Art Worker of the
Republic of Armenia, Acting Director of the Institute of Arts of the National
Academy of Sciences of the Republic of Armenia. Scientific interests: The
history and theory of Armenian music in the XIX-XXI centuries. Author of 12
books and 270 articles. ORCID: 0009-0009-0814-4870.
anna.asatryan@arts.sci.am

Lilit Hakobyan - Researcher at the Music Department of the Institute of Arts of
the National Academy of Sciences of the Republic of Armenia. Scientific
interests: The history of Armenian music in the XIX-XXI centuries. Author 10
articles. ORCID: 0009-0008-2129-5887. lilhak1986@gmail.com



The Opera “Parvana” by Nikol Galanderyan: the Forgotten Echo of ...

Score 1
—f | | 4 A A 4 4
= K  — I T N———N\ T  — j = f 1
G T —¢— I e dg— ¢ —
Y] [ 4 [ m (2] [ T
Pwpd - pw - qufi - U - poyG nt Up-phG uw-php, dtinp dtn-ph wp - wwd
A U - umd GG wyl-wbn, | wp-8p -1h  Gp-uwG, ohd -nmb Y - ynu-wwy
| . |
) A ] 1 T
e =————
L4 vy v 4 vy 4

Pupd - pw - quh

U - pnyG

n up-phG uw-ptp,

dtinp dtn -ph wp - wd

U - umd G  wl-wtn, | wp-3dp-1h  Gp-vwG, Shd -qmb Y - wym - wwly
— — e —
O o T S S S —— A — " S————
S | —7 |
Ruwpd - pw - quh U - poyl nm up-phG uw-php, dtinp dtn-ph wp - wwd
U - und GG wyl-wtn | wp-dp -1h  Gp-dwG, Shd -nmG Yu - yni -y
\ |
. I N 1
Fee—e s e e S e o o
T 4 | I 4 Y hd I |4 4 ]
Rupd - pw - qufi - U - pmyG n up - pPhG uw-php, atinp dtn-ph wp - wd
U - und GG wyG - whn wp - &p - h Gp-dwG, She -mmG Yuw - yn - nwl
E==m==siL=c==—c==SS S
T
D - ! — ] | —
et e ———— ——
5 4 | — ' o 4 o | — — 4 I 1t ot
1 1 1 i 11 1 1 o bl I 1 1 I
[a— | I | | = Y I I
— ) | A I\ | ;
Iy B A P =
1 11 ’ | . 17 1
N 17 1 | 174 1 ¥ 1 1 1 1”4 1 1 —
0y v ’ ' ’ ]
Yulq -G Yt - Aw-thun, h - piig m-uk - ppG | Qw-wmpu-phg tp yup |
tp - YpG-ph o&n-gmu wy -pnud Ep kG utq | uw - p - ph wp-pwl |
AR " — . N el Ao !
e e e e e e s e e e e e
ﬁtﬁb = - - o—o o4 L= ==
Yuwlq - Gtp Yt - Aw-thun, h - piGg mi-uti - phG | Qw-wpu-phg ty yYup
A tp - YpG-ph on-gmu wy -pmud Ep EG ukq uw - pti - ppwp - pwl
#tg:ﬁ:ﬁq = P a— v | o S . A—
T » - i O 1 T T T | m— ®
ANIY4 174 174 ¥ 1 1 1] 1 17 1 T I 1 ¥ 1 1 1
4 T T 12 I Yy 1 Y ' 4 |
Ywlq - Gty Yt - Aw-thwn, h - ptiGg m-uk - phG | Quw-wwju-phg ty yYup
tp - YpG-ph dn-gmu wy -pnud kp kG ukq uw - pi - ph wp-pwl
D e f i
o 1 1 P (7] o (7] 17 1/ (7] O ) '_h ,,_'.__.'_
Y = yi a8 L | 4 1”4 1 vl L 1717 1 =
Lt 1T 1 L 1 4 1 1 4 14 1 1 1] 1 1
L 14 14 l Y I f
Juiq (HA] Yk - Aw-thwn, h - piGg m-uk - phG  Quw -wupu-phg Ly yYbp
tip - YpG - ph On-gnmu wy -pmd Ep kG ukq uw - pi - ph wp-pwl
I P P ™ | | -
1
#&%m s LI m
194 1 Il 1 1 1 1
5 —_— 4 ] il = 1
CHE | } 1 |
o — = - T | i i .
b .t ® » ¥ s d P . ———
v I T i T 1 = m— T T —1
I | | 4 | I |

NunnduwpwGuwuppulul hulnbu o Heropaxo-gurororuadeckni xypHar  Historical and Philological Journal 2026 Ne 1



172 Anna Asatryan, Lilit Hakobyan

Score 2
Uppuy
I = ] = T - ] = G
Z : : : 8
)
- -3 i“ .

r'}
N
| )
5 2 ) & % o o B9 % ' o 5 O 5 O !M‘;
ﬁ:kiq; O 2 | . A . S O 0 4 ol B S
1 T 11 T

. b
1 17 4 J— 11 1 17 S 1 1/ — 1T =I
[ Y Y | —— -
Andante
T i o |
wf e
L 17 L 1 T 11 1 1 17 1”4 T 174 L4 1 I - ]
y y i
bw-1hp, npun-phy b2 - huw - Gw -qmG, wju pu-g-phG puy-Guw - qwy,
l I &’ i P )
5 £ = P — 3 -3
| ; 1 1 H
o e 1 | e

) o2 o
# | o 14 ]
> >  — T > = |
1Y ~N 2 1 1 = 1 Il 1 I 1 A - 1
L (o] 1 | E— 1 | 11 - 1 | —| —— 1
=~ — [ — ﬁ;—
'. = P 1 lk\ T N
U.. lﬁ' ey — i — — ® A — |
1 La— I 19 1 1 17 ¥ T O S e — ]
4 Y r | r | |4
w)-dpu wh-wh fiwG -nku nmpu qud, wwy -pwp upw - GEG PN w - nwyp




173

The Opera “Parvana” by Nikol Galanderyan: the Forgotten Echo of ...

Score 3

I OV 9207 e [eumnoyf [esI50[o[lyJ pue [EoLIOISIH e LEHAAX HHN09RHIOLOLAP-OXAdOIoL o nigmy gmhmdgnmymdmpmmy,

Sasy Susa Susyl Susu Sasu Susu
T T MmN g ol g ML S T
[ ] 1 = = = = =
. = | = (el £ P} S asell AL ‘ B MJ. ; ;
M 5 [ T ] 5 [|eh T ' 11 SO E Y 2 MH S
s = = = 2 X y H— “.rl Ml _.rl 5
L1 " L1 ] ) ] L1 - = [ 5 = .
™ 5 |[Tr® § ||~ 5 |[|&~ § i o v 7 >3 I Y- B e
H S H. S H b= 1+ = Hiy = = rr =
Mz | 2 Nl 2 el SRR
= = = 1 0 .
- - =3 — - - -
4R 2 a4ty 2 N S 4 =4 H— iHD T E 1] & H & - E ]
b £ *E M £ TN & M o s s 5
" | = iR e sl
= = L — L] —
i 5 M i < < < <
\\’ ' k\l. ' = . ‘ H_ i ' m I w Sl w "1]’ m ]
i -l ™ = (elll M N 2 * ay (18
4 =] L (=) =] (=]
|, Y] A [ T el =
1 < am ] < = = = =
3 e 3 s T ] . , . .
= = = -1 A H EL] A A —
. L . < ] _ — L L = | THE | NS
h S e & o 3 N E a
£ T B e 3 et ol B
mi 2 M 2 ; oh 2 o < = T < T <
% < < & L 5 o s s s L
== T N B *E N ® N F B
s W 3 Nl E N 3 (YN
< ¥ < «
) ) HRl z Hh| = T N oz
S e S o 3 e 5 5 T 5 T =
° = = H_ H | - Z ~ o
N2 T 2 (s | 2 ol N £ & & |IY &
3 = [T} =] =]
al pras =3 al [ T =1
S-S i T . USR] b L Y 2 E 2 ||M 2
Ll : Eg ! H_ _ Hy = |H o & g
s U~ v 5 M4 2 ™ 5 b | & & s | JEEE
8 8 oo o | ele Syl S N Susu Sas
—Tla Tl Tl galy “fla Ml \mhv Tl - Lwh 1
q L A L oL
NP MNP e AN N M N N ) <
1 £ \




Anna Asatryan, Lilit Hakobyan

Score 4
1 m | i) Ay ! | I s
)] 1 1 < [\‘ l\‘ } 1 l\‘ I
——% o — e -
L4 | | |4
Twd - Ylig, yn - puG, hGpG L} Ati-wp, w) - dpu wyG-wln ‘
o) o ‘ . . |
BT T { T T hN—— f P—h— !
——— C ¢ ————
1 1§ ho¥ - —
[ 4 e Al AU
Owd - kg, yn - puG, hGpG  k At-wp, wy - dpu wyl-wlin
! ) D
H— — » - o o G 4 oS- )
L4 — 12 1 1 1 1 1] 1 1 1 1 | L
1 1 1 1 1 1”4 ¥ 1 1 "4 VA 1
i i t t t —r— t —r—
Twd - Ylig, yn - pwG, hGpG L fli-wp, wy - dpu wyG-wtn
~ ~
: : — —————
t » T » 124 » o A T S —
1 1 1 1 1 11 X L3 L 1] 1L 1 -
I | I I 4 |24
Twd - kg, yn - pwG, hGpG & fiki-wp, wy - dpu wyG-wntin
o)
I | | p— | ! | R
‘ny : 1 [. 1 1 1 1 1 1 ]
L4 . b [ J Al
o . o , .
- — : - — - —F —
—— :  — ——— 1 —T— —
| I~ I [  —
~ 0 | . [ s 1 [
|’ A 1 I AN 1 1 A\ N 1 IAY LN
[ oY 1 N T 1 P 11 1 1 IAY 1 L :
b —— ——a— : e e R —
e o T T T 1T
o [ 4 w I z
wpp - np-dw-2mp unp Qup - 1w - Gu 1h6G L dp-thmu 1pu - iy hGy-whu
o — ——— —
"y I A 1 T a\ IAY 1 1 IAY 1l 1 1 1A N 1
T 1T IAY 1 ! H
L4 o _J (4 4 [ T A
wpp - wp-dw-2mp junp  Qwp - 1w - Gw th6G E  dp-thmu jpu - iy hGy-wku
! : A I\
o ) 4 o "
e——p—g 5 P a4 *  — —
1 17 | 1 1 1] 1 1 1 ¥ L/ 1
I r—v 1 | Y I I Y ’ T
wpp - wp -dw-2np unp Quip - ww - Gw th6G & dp-thmu 1pu - wwly hGy -wku
I — = —rF T
. T 1/ = 2 = = = 1 H = K 1 | = 1L |
1 4 LL 1 1 17 1 1 1 | B 4 L 1 1] 1 4 1
[ | 4 I 4 I
wpp - wp -dw-2np unp  Qup - 1w - Gw \h6G L Sp-hmu nu - wwly hGy-whu
L- o — | | T t P t S
D y— T 1 — i‘:ﬁltg: : I
& o 1 I - — - 1
o = L4 T m Ay (7]
W ‘1' ﬁ: ' 3 f e -
—— —— | e
L I — —




175

The Opera “Parvana” by Nikol Galanderyan: the Forgotten Echo of ...

Score 5

I N 9207 e Jeunof [eI150[o[TyJ pue [eILOISTH e LEHAAX HHNOILAIOLOIAP-0XAdOLIY] e nylgmy pmhmdnmymdmammy,

—

11T IﬁE .
= G | LM
s = N = 1] i
' N =
5 L] » 1l P :
ol = T 2 v 5 (N 5 i j.}
a v s .
g Mun = .JIT - Ilw
e =2 e = L 5a NI ¥ VI ol
. : sk =
Hh 5 | 5 ?f RN .l
an W et M
| e
Lt =
3 N5 el !
=
. =V
E
D < (W ;
irf 3 L = SO 1 Y ]
LH . 2 ) 5
1l 5 IMm 5 (V=N M ﬁ A
ks > TI = 1l = ;
g > 2 > 5 i i
. . o
' . n_uV w
e = ([T = AN » {1
S SOS SIS0 SN S nufj
. . - T 8 i
{ Lw mud el L g J e
) IPS i
T — L ——

Score 6

G Gl Cow !l Cnlb
-ruum.ln [ IREE — [ YEI
™ &4 q (YR
T o Q-
e ol L
!-.u .vu fltuc .H ~
xS EX S 4
el N ol
Mol [ TR all
aE e M (Yl
[J.u .-L “I ] qu
e ol L ol
o oL q | N
I e (Sl
= B
M e ol . u .{9
<
=]
s |Me— o« ol
~ muv Lw = 1mhv
NEeo ey NEe ﬁ,




176

Anna Asatryan, Lilit Hakobyan

REFERENCES

Uuwwnpnwu U. 2009, Lhyn| Swiwunbipjuu (1881-1944): Lowuwynp tbdw-
pwuwlwuubp, wp. P, Eodhwdhu, Uwjp Upnn Unipp Eodhwéhu, by 67-75
[Asatryan A. 2009, Nikol Galanderyan (1881-1944). The Distinguished Seminary
Students, Issue B. Ejmiatzin, Mother See of Holy Ejmiatzin, p. 67-75 (in Armenian)]:

Uuwuwpuwu U. Shgpwt 2nifuwbjwuh «Fwpniu» nndwuup W Yndhunwup «Nh
hug wunw» fudpbipngp. - << YUU «Shwnipeniu» phipe, 2025, N2 10, hnlunbdptp,
3 Lo [Asatryan A. Dikran Tchouhadjian’s romance “Spring” (“Garun”) and
Komitas’s Choral Song “Oh, How Sweet” (“Oh, inch anush”), NAS RA “Gitutyun”
Newspaper, 2025, N2 10, October, 3 p. (in Armenian)]:

Ppnunjwu 8. 1968, Uthjninph hwy Gpwdhownubpp, Gplwu, «lwjwunwus»
hpww., 1968, 624 t9 [Brutyan Ts. 1968, Armenian Musicians of the Diaspora.
Yerevan, “Hayastan” Publishing House, 1968, 624 p. (in Armenian)]:

Quwunbpbwu L. 1999, %ni unphg GYb| Gu, Gptwwu, 6. Qwptugh wujwu
gpwlywuniebwu L wpltbunp pwuqwpwup hpwwn., 70 £y [Galanderyan N. 1999,
You Have Come Again. Yerevan, Y. Charents Literature and Art Museum Publishing
House, 70 p. (in Armenian)]:

Quqwungpbwu L. 2003, Owbtpwubp, h. £, bpbuwu, 6. 2wpbugh wujwu
gpwlwunipbwu G wplbunh pwuqwpwup hpww., 288 Ly [Galanderian N. 2003,
Operas, V. 7. Yerevan, Y. Charents Literature and Art Museum Publishing House,
288 p. (in Armenian)]:

Quiwunkpbwu L. 2003w, 2nigbipgbp W wuuwdputp, h. G, bptwwt, . Qw-
ptiugh wuywtu gpwywuniebwl bt wptbunh pwugwpwuh hpww., 102 £y, 1 .
nhdwul. [Galanderyan N. 2003a, Duets and Ensembles, V. 8. Yerevan, Y. Charents
Literature and Art Museum Publishing House, 102 p., Cover Page of 1 Portrait (in
Armenian)]:

Epbdbwu U. 1947, Gpgwhwu Lhyn| Swiwunkpbwu (upw Yewuph G Gpwdsy-
wmwlwu wpltbunp hpduwywu gébipp), (Gthpwu, wwwpwu «Unnbnu», 69 k9
[Yeremian A. 1947, Composer Nikol Galanderyan (the Main Features of his Life and
Musical Art). Tehran, Printing House "Modern”, 69 p. (in Armenian)]:

(Gnuwubwug 3nyh. Pwpwitw (Lbgkun). - «Unipé» ((Ghdihu), 1903, Ne 1, ko
33-38 [Tumaneants Hovh. Parvana (Legend). - “Murch” (Tiflis), 1903, N2 1, p. 33-
38 (in Armenian)]:

(nuwujwu L. Fnudwujwut nt Uybunhwpjwup. - «UnyGunwywu wpybuwmns
(6puwu), 1958, N= 8, £ty 67-70 [Tumanyan N. Tumanyan and Spendiaryan. -
“Soviet Art” (Yerevan), 1958, Ne 8, p. 67-70 (in Armenian)]:

Lwynpwu L. 2015, Lhyn| Swiwunbpjwuh «Pwpdwuw» owbipwu. - Gphunw-
uwnn hwj wpyGunwpwuubph ghnwlwu huubpnpn bunwpowu (14 unjtdptnh,
2014): Luwnwpowuh Unyebn, Gplwt, L FUU «Fhwnnienu» hpwn., £9 100-107
[Hakobyan L. 2015, Nikol Galanderyan’s “Parvana” Opera. — The Ninth Scientific
Session of Young Armenian Art Critics (November 14, 2014). Session Materials.
Yerevan, “Gitutyun” Publishing House of the RA NAS, p. 100-107 (in Armenian)]:

<nyhwutbu Fnuwujwup Gpwdonnypyuu dbg. 1999, Stnblwwnt, Ywquinn'



The Opera “Parvana” by Nikol Galanderyan: the Forgotten Echo of ... 177

L. M. Qwodjwu, fudpwghp' L. S. Uqupjwi, Eplwu, <ndhwuubu (Fnudwjwup
pwugqwpwl, 120 ko [Hovhannes Tumanyan in Music. 1999, Reference Book,
Compiled by L. P. Tashchyan, Edited by N. T. Azaryan. Yerevan, Hovhannes Tu-
manyan Museum, 120 p. (in Armenian)]:

<nyhwuthyjwu U. Lunu Cwfuybprywup pnidwijwiwghwnnipgjwi qupgug-
dwt opgwnwpdwihu thnynud. - «Upybunmwghunwywu hwuntu» (Gpuwu), 2025,
Ne 1, k9 250-269 [Hovhannisyan S. Levon Hakhverdyan at the Turning Point of
Tumanyan Studies. - “Journal of Art Studies” (Yerevan), 2025, N2 1, p. 250-269
(in Armenian)]:

Unptintwu U. 2003, Lhyn| Gwiwunkpbwuh owbpwubipp. - Lhyn| Fwwu-
nbpbwu, owbpwubp, h. £, bptwt, 6. Awpbugh wujwu gpwlwuniypbwu ti
wptbuwnh pwuqwpwuh hpww., k9 5-6 [Musheghyan M. 2003, Nikol Galander-
yan’s Operas — Nikol Galanderyan, Operas, V. 7. Yerevan, Y. Charents Literature
and Art Museum Publishing House, p. 5-6 (in Armenian)]:

Unptintwu U. 2003w, Lhyn| Swjwuntptwuh qnigbpgbpp. - Lhyn| Fwwu-
nbinptwu. gniglipgbip GL wuuwdpjubp, h. &, Gpbuwu, 6. Awpbugh wujwu gpuwyw-
uniebiwl b wplbunp pwuqwpwup hpww., k9 5-6 [Musheghyan M. 2003a, Nikol
Galanderyan’s Duets. — Nikol Galanderyan: Duets and Ensembles, V. 8. Yerevan, Y.
Charents Literature and Art Museum Publishing House, p. 5-6 (in Armenian)]:

LhunL SULULAEN3ULP «PUMYULU» OMBNUL.
<Uu34u4uu rUuLShUN UNUSYUo urausuuLee

uLuu uvusSr3uv, LhLhfe <U4NPA3UL
Udthnithnid

Pwbuwyh pwnbin' Uhyn; Qwywinbpwt, <ndhwbbibu Gnidwiywt, «bwpduwbius
owbipw, Gpuwdrpnwhwb pnidwtywiwwywpnid, hpwbwhwy Gpudopnyesnil:

<w) Bpwdonnipjwu ywwdngjwu dby Ywu wunuubp, npnup (nuwynpnid
Gu dbnd, pwjg wuobo: Ujn wuniuubiphg dGYu hpwuwhwy Yndwynghwnp, dw-
Ywywnd L Gpwdrnmwlwu-hwuwpwluwlwu gnpdhs Lhynp Gwiwunbipjwuu k
(1881-1944): Lpw «Pwpywuw» owbpwu, nph |hpptwnnu Yuqdyt) £ pun <ny-
hwuubu Fnudwujwuh hwdwunu |Ggbunh, dnnnypnwywt dhunphyuwgh, wplb)-
Jwu puwpwlwunyejwu nt GYpnwyuwlwt owybipwjht nwuwywu wywunnyeubiph
huptwwnhuy upupbiq E:

L. Qwjwunbpuut owbipwu uwbindt| £ wwwndwlywu pwpn dwdwuwlw-
opowunud (XX nwph wnwohu Ytupu)' wwpbing b unbndwgnpdtiny (dthpw-
unud: «Pwpyuuw» owybpwu Bnwdwujwuh funpwwbu wqquihu, gptieb dhuwnp-
Yuwlwu inbipuinp owbipwiht pbd hnfjuwnpbint wnwehtu nu nbinlw dhwy thnpéu
E: N pbl Swjwunbnuwut wybiih hwjnuh £ hp Gpgtipny, npnughg swwnbipp nwip-

NunnduwpwGuwuppulul hulnbu o Heropaxo-gurororuadeckni xypHar  Historical and Philological Journal 2026 Ne 1



178 Anna Asatryan, Lilit Hakobyan

Gk Gu dnnnypnulwu, «Pwpwiuwur» nwpdwy tpw dwjw Nt wofuwnwup-
ubiphg Jdtyp: Wu owbtipwyny Yndwnghwnnpu uintindtig Ywdbpwjht owbtpwih pp
dnnbip:

L. GSwjwunbpwuh wju Unipp nt puwpwlwt Gplyp wnwuduwhwuinntly nbn £
qpwnbgunud XX nwpwulygph hwy nwuwlwu pwdonniyewu ywwndnipjwu dby'
dhwdwdwuwy nnpbipquywu U gbinkghy: Uph Ynndhg' <wjwuwnwuhg Yndwngh-
winph htinwynpnipjw, djnw Ynndhg' upw puwynipjwu quyptipnd' bpwuh pw-
nwpubpnud, dGé owbipwihu pwunpnuubiph puwgwlwjniejwu wwundwnny «Pwn-
qwuwu» sniubigwy wjuyhup pGdwywu Ywup, huswhuhtu niubgwu Gplwunwd
unbndwgnpdnn upw dwdwuwwyhgubiph owtpwubpp: Wu owbipwu hpw-
Judp Yupbip £ hwdwpb) «sGpgywéd Gpgr», pwuh np sh pGdwnpyt) dhus onpu:

Wunwwdbuwjuhy, «Pwpywuwi» Yupbih § nwub XX nwpph hwy Gpudonw-
Ywu pwwpnup (wywgnyu udnputph owpphu: Wu puuynd £ npwbu dp
nwpwnpowuh unipp wpdwgwup, npunbn Gpwdownnieniup thnpénd Ep hdwu-
wwynpb] uppn b dwhywu hwybpdwlwu hwpgbpp' PnuWwujwuh wqquhu
hwutwph wphguwny:

Ujuonp L. Gujwuntpuuh «Pwpjwuw» owbpwih hwunbw hGunwppppnype-
Jwu yGpwduniunp ny dhwju hwpqwuph ninipp £ wugjwihu, wju <wjwuwnwup
W Uthjninph dhole doawynipwihtu hhannnigjwt wwhwwudwu Yeuuwlwu gnpo-
pupwg:

Ubtw Uuwiippppwti - wnd. n., wpnd., << FUU wpybuiph htuipphipnuph intiontth
dwdwbwlywynp wwoppnbwlwipwp, Gpudiippnypyut pudtp Juphs: Shipwlut
htypwppppnipynitiibpp' XIX-XXI nwpbph hwy Gpwdopniput wuwpdniysynit U
ipGunyayniti: <Gnhtwly £ 12 gpph U 270 hnndwdh:

ORCID: 0009-0009-0814-4870. anna.asatryan@arts.sci.am

Lpippe <wlnppuwt - << FUU wpybuipph htiupphinuph Gpudowpnipyuwt pudup
ghywipfuwgnn: Fhywlyuwt hagprwppppnuyagniiipp' XIX-XXI nuwptph hwy Gpuw-
dopnipywitl wupdnieyniti: <npbwly £ 10 hnnywdh:

ORCID: 0009-0008-2129-5887. lilhak1986@gmail.com

OMNEPA HUKONA TANAHOEPAHA «MAPBAHA:
3ABbITOE 2XO APMAHCKOIO POMAHTU3MA

AHHA ACATPAH, NMNITAT AKOMNAH
Pestome

Knrowesbie cnosa: Hukon lanandepsaH, OsaHec TymaHsH, onepa «[lapsaHa», my-
3bIKANbHAA MYMAHAHUAHA, UPAHCKO-GPMAHCKAA My3blKa.
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B uctopumn apmAHCKoli My3blku €CTb MMeHa, AaroLme MArKWi, HO Heyracumblit
ceeT. OfHUM U3 HUX ABNAETCA UPAHCKO-apMAHCKWUI KOMMO3MTOpP, nepjaror U my-
3blkanbHo-obLecTBeHHbI feAaTenb Hukon lananpepad (1881-1944). Ero onepa
«[lapBaHa», nMbpeTTO KOTOPOIA HanucaHo no ofHoumeHHoli nereHpe OsaHeca Ty-
MaHAHa, ABNAET coboll yHMKanbHbI CNnaB HApPOLHON MUCTUKK, BOCTOYHOMO INPU3-
Ma 1 eBpOMeliiCKNX OMepHbIX KNacCUyYecKux Tpaguuuii.

H. TananpepaH co3pan onepy B UCTOPUYECKU CNOMHbIi nepuog (B nepsoid
nonosuHe XX Beka), xueAa n TBopA B TerepaHe. Onepa «[lapBaHa» — nepsblii K,
nomanyii, €AMHCTBEHHbI MOKa OMbIT MEPEHEeCEHMA Ha OMEPHYHO CLeHy rnyboko
HaLMOHaNbHOro, MOYTW YTO MUCTUYECKOrO TYMAaHAHOBCKOTrO TeKkcTa. [anaHpepsaH
6onblle W3BECTEH CBOMMW MECHAMM, MHOTME U3 KOTOPbIX CTail HAPOLHbIMMU.
«[lapBaHa» ctana ofHUM U3 ero macluTabHbIx npovssBefeHuii. ITUM npousBene-
HUEeM KOMMO3UTOpP CO3Jan CBOK MOAENb KamepHOii onepbl.

JT0 HexHoe, nupuyeckoe TBopeHne H. lanaHpepAHa — 0fHOBPEMEHHO Tparu-
YecKoe U MpekpacHoe — 3aHMMaeT 0coboe MeCTo B UCTOPUM apMAHCKOI Knaccuyec-
KOl My3blkn Havyana XX Beka. [1o npuumnHe, ¢ 0fHOI CTOPOHbI, OTAANEHHOCTU KOM-
nosutopa oT ApMEHWUM, C BPYroi — OTCYTCTBUA B MPAHCKUX ropofax, rae OH un,
onepHbIx TeaTpoB, «[lapBaHa» He Mena Tol CLEHNYECKOI HU3HW, KoTopas bbina y
ornep ero coBpemMeHHWKOB, TBOpUBLIMX B EpeBaHe. DTy onepy no npasy MOMHO
CYMTaTh «HECNETOW necHeli», MOCKONbKY OHa O CEero AHA He nocTtaB/ieHa.

Tem He meHee, «[lapBaHy» MOKHO OTHECTM K Nyyluum obpasuam apMAHCKOro
My3blKanbHoro Teatpa XX Beka. OHa BOCMPUHUMAETCA Kak HEMHbI OT3BYK 3MOXM
— OT3BYK, B KOTOPOM My3blKa MbITaeTCA, CKBO3b MPWU3My TYMaHAHOBCKOrO reHus,
OCMbICNINTb U3BEYHbIE BOMPOCHI N06BU 1 cMepTy.

BospompeHue nHtepeca k onepe H. lanaHpepAHa cerofHA — He TONbKO JaHb
yBaKeHUA NPOLLIOMY, HO U }U3HEHHO BaMHblil MPOLLeCC COXpaHeHMA My3blKabHOM
namATu mexay Apmenueit u lnacnopoii.

AHHa AcampAH - 0. uckyccms., npodp., ucnonHaArowas obasaHHocmu oupekmopa
Mucmumyma uckyccms HAH PA, 3asedytowaa omoenom my3siku. HayuHble uH-
mepecbl: ucmopus u meopus apmarckol my3seiku XIX-XXI sexos. Asmop 12 kHue
u 270 cmameii. ORCID: 0009-0009-0814-4870. anna.asatryan@arts.sci.am

Jlunum AkonsH — Hay4Hbili compyOHUK omdena My3biku MiHcmumyma uckyccms
HAH PA. Hay4Hnbie uHmepecsi: ucmopus apmaHckoli my3siku XIX-XXI sexos. As-
mop 10 cmameli. ORCID: 0009-0008-2129-5887. lilhak1986@gmail.com
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