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533506 boggzgdo: 70z 30dmy30, Sopmygol mgebo, bogdosbmdys Glgombs s dgg0g0¢00d0, 3ot1080l @m6b g,
2950(0 60 bygo.

boghoodo gabbognnmos gmdy dohmggol (1884-1939), Gmgmeg dg-20 Langabol ggtmdnmo mgo@dol godmhg-
bomo dmegafol, hodmygsmodgdol 3emegbo o dgMomeo. bagobmggmmdo, bmdbym-rnbym mzebdo ©ods©g-
d7mo 3ohmgzo d93amaddo dotomopam bgmobagmdo gbmghmdws. 0go Fobdmewggbos gd0gtobho bymmgs-
bl 3(h303bgmmo 0gbhmdal Jmsbognt dogemoml, Gmdgmdsg bmgosmo oy dmmo@odgo dmgmastgdoly
1mbBy bbgs g3999630 go@obobamgds dgdgos 8gdmgdgmgdoma dogmols Fystrme. hggbo 33mgas 3mbEgbHGMYd7-
@00 3ob dMgnm bsdndg3tgody Grnbgmbs s 83903360080, HmEs 3063gmom god7ms3b0s ohmgzobynmo mg-
S0l 3myneo smgdol 60dbgdo, Gedog 0bhgmgdhnsmntn s gbomghogado bagyndzgmo hogysés dob 3gdogmd

™63z 3ohmgso (3gambg  3ohmosbo) (1884—
1939), odsgdnmo mdomolbdo, bemdbyt-try-
byem m2obdo, g3am3do oggs dg-20 bggnbols
3600 7mo mgoh®l géhm-ghmo yzgmedy mgewm-
bohobm Bmgshm® GgzobmGon s 360830 vg86-
aomoobhnmoe Cartel des Quatre-ob ©odegndbgo-
MO0. 9300930760 ModHgedh s 0 YNMemgosl
[0 3dmdl gmz dophmgzol dséodym 3gtomol, dog-
hod dobo mzobo, gggbggdo o sdgnmoe dgdmddg-
090000 65303900 Gbgmby s 73693080 Mocmddols
anmgogmymaomos. sby Mmd, dohmgzol bogddos-

bomdol sbgnm ghoddy ypdoomgdol gedsbzomyds
3603369mmz8600, Mo@ash bLm®go 93 dgéomodo

3000370003600 dobo  Lathgzgobmbdm o bedbobo-
mdm 8Mhgzobo, GmIgmdog bogydggmoe hogysto
3ol mgopGomyé byoasl. sbygg 36033bgmmasbos
03 00 Mmool gomzsmabiobgds, mdgmog dm-
dogomo  byanmgobol do6hmgbym gobgomsehgosdy
0Jmbogl 3olds m2obds o gothgdma.

30hm93900lL mzobol Bglebgd dothggmo 3bmdgdo
296 300093 30bhebg VI-ob 3g3mdols b mls, 3g-17 bo-

1 DADAIAN, Armenian, 2008, p. 70.

amBg3900l o demogho gogmybs agmbos msbsdgtmag gatmdnm mgah®dy.

znJhw@bhunwt, 2uy puwnpnh wwwdnipmifl, 1996, Fe 325, (abamaldsce): Hovhannissyan, Armenian, 1996, p. 325)

0306980, 33b3g0s. dga30l BoBodol Mebsdgdmds
93035 0mbgd 3ohmosblb." 3g-19 Lopznbydo ymezol
38070l - gam® dophmyzol 3m33sbos hatogmo ogm
30330L0080 bogmmdol Focrdmgdsbs o goednds-
3900380, Gobmgobsg ol Jmodmdsgzmmdnmo mo3s-
Emds Pdmdgl. 0mbgdds, Gmdgmbsg d30mgdobo-
305 3060 gobsmagdal oggds Lk, bymogg dg
3060830 googbogbs LobFezmgdmo. mtMo domgsbo
©00GMPBES Md0Eobdo. 0mbgdol Logdosbmds dydc-
a3mddo HooostMs gmzal dsdhol ddsd - gbso dodm-
9330 (1844-1904), 89damgdnmads dgFe63g3, mgodh&oly
dmyzo6mads s §agmdmgdgwads, Gmdgmoi dmbe-
Fomgmdos 3ndmogobhol oo gedgo ,,dds30L“ od-
037dbgdmols - gggmbrg seFernbols (1845-1892) oot
bgdpmo mgo@pdol 3mdoggpoel (1879-1882) Sotrggm
bbm3sdo, bemdbyto mgobh&ol Mgum®dotgdsbomsb
0303300 go0m. gbso dophmgze dokhogl 3m3dodg-
Hob ghom-gho Ignc3ge byomoob, bogmmaoal dog-
boty o Jggmdmddge smmgdLobodg dsbmedgzmob
(356m880sbn) (1842-1911)? gbhoro. Sohmgzo 8%30-
boblgds 8936 bmdgb dbsbomals, dom dmeal 3g-19
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bomanbol bmdbyéo mgshGol géhrom-gého gmgembe-
hobmgl Htogogml dbobomol - 3gherml s@sedosbl
(1849-1891). 1888 Fgamb gboo Sotmgsds hodmaysmods
Hgomobol ségobinmoe bodmgomads o sGhgym
0gbos 3ol 36rgB0gbho. Fystrmgda, dom dmeral dbe-
bomdgdols - mmas gnmoBosbols® (1885-1970) o men-
35 3oobmmosbols (1871-1931) 393786900, gbosymal,
63 shhobiygmo Lobmasmgdol bogdosbmds ©e-
303806700 oym ghom-ghom bobendo dmfymdom
396 dm mgohtmob. 3ghdme, doolydosbo Faob:
»000hGdmYG0 bgmmgbgdom Jmogmbgommo 3do-
H™930 86 03hMgod Mmobbgdl o3 wakgol gobogo-
06 gdmOE, 0539300 Mo godmpoomm GMgzobmbgdl
©o 0053060bLgdEs Lgbol gogm&dgdol. dmggosby-
dom, emEs mgoh®ol dobdhodo gobaws bobgmol 3o-
G mdgdol boBemahgol, 939bws dsbogmo Fgbmds, m-
dgambog 03 @A™ 03bmobyb, Hmgmtg ,30¢hmgz0l
?g9hGLY, bmgmm 3mgg0bgdom, Gmamtg séihol-
hm bodmaswmgdel (emggsbogmo Gabomeggmols
96m36mmo mgeh$0)“.* 1901 Famooeb dmymangdyamo,
03 dbom 939896909 mgoh®do wooEas 30glbgdo
Gmgmbi Gbym, oby bmdbyé s Jobogm gbgo-
Bg. 1902 Fgamb, gboo dodhmgzo @ogbféem dhazogmobol
©68dd¢hnmo bodmasmgdol (8g3wamaddo bmdbyéo
6o nmo bodmgomgds) dokzgm bbomdsl oo
39680byMol gggdrmols sgemom ©ebodbyam 0dbs dobo
bsdgmlb ghrom-ghrom 3tngzomgaocrgdnm Fg36r00.°

g3 3oghmgzol 38ds - 030bg (3mzebgl) Sohm-
930, gboo 3ohmgzob Pdgdmbo dds, ogm bodbopz-
M 0goh®ob Lotgdhmen o ©asdos dnbolomye
Fo6r3moagbgol, m3géghgdl o 3m3gagdl, sbgsg
of39300 mdomoldo gobhtrmemgody bmdom fabm-
9@ IPbogmbgol, dmdmgtramgdls s m3geoal ©o-
bgdb. mzobol 3odogomol bofomom 3ob bgmobme
0dn®3o bobgmadfomm m3ghol mgogto mdogmal-
30.% byndobrm3myzorg doghmgzol bobeo mdomolido
0ggd bogmmbo, HmIgmbog bdotow bipdémdwbyb
©godgemsddo hedmbymo gbmdogmo bgmmgobgdo
©o 0bhgmgddmomgdo. gomomé Jomosdobo, 3g-
6o 3m3obotzg3b3000, Sombp® hoogmabio oo bbgobo
obgzg @odmEommbab stHobhmymo LaBmgsmgdal
bgboBy.

mdomolbdo 7mE3 dohmgazol gotdgdm Jgddbogm

gmEbomds mgodtemn®ads d¢HIMbeghmd s mg-
OGO 3bmzghgdsdo dohmgzol mzobols hotroy-
mmddd 3b0dgbgammaobo Gmmo Jgebidrgms dobo
3bmagggbonmo 0bdgégbgdobs ©s 0@gbhmoal he-
dmygomndgdedo. gots odobs, Bogbymdo ddgde
30hmg3900 o domo mobgdo 79bg30Ls @ 30608-
o 3mgBontmombab. dgodmgds ogobigbsm, hmd
0bobo 3oMge® 0EbmdEbgb Logytrobagmals mygsntre-
mé gbmgMgdsk, hmdgmdseg dbgzg ogmbos gog-
mgbs dmdsgomo Mgzgobmemol dbogztrgmo ggdms-
Bgdol hodmysmodgdedy. dogbgoegom mgspdemud
30609688 mbgdoby, Lobgmmgbgom gocydmdo
308G omads Fm®z 3ohmg3de EO3mOzee hyomo-
Lol Gggbognéo LobFogmgdgmo o 1902 Fgml he-
0006 dmbgmaol mboggdlonghdo. d53amaddo ogo
35003000 39hgcdntgol €3060gdol 0bzobgéools
0bbdhodmhdo. dogbgooge ddobs, 0go ymzgmmgol
0gm ©o0bhgégbgdnmo mgshGom. dodols JgdFgm-
dom Fmbzgo Fobrnoaobgl gmowodgé bydotrmgzoh-
-obhgbimb. €gby Fotekol Lhomosdo ,mgonto,
Gmgmbi dobos” giombymmdm: 03065 3ogmyab
©o Bgdotrmzgohl sgthmosbgom bmdbyto gglzgdo
©o Jogmogdo hazomobo, bowsg bgdodmgoho 1863-1874
Jamgodo gbmgbmdps mgo@gdol 3gbmdol asbfs-
603" 83 3gomdo Fm&zo gbFonrgdmos dmbzgmgol
Lodbshztrm mgaptol Fothdmwanbgddy obfthgods,
obggg dmbaFomgmdsl omgds Lydmygetrymm omg-
ool oadgddo. 1904 Faml 0go ogbiitrm hgbm-
300 ,0mndmob doeol® 3¢rg30gMsl, Gm3gmadsg dob
hgbmzol edsiyn®gos bogmibamol dmmmdpg dg-
0yg0Mo. bbgoms Fmtob, blgbgdnm Fotdmoagbol
mogo hgbmsog gbFegdmees. dgdamddo, hgbmaol
6035960 3608365mm30b s@aomlb 030390 3o-
H™o30L Ggzobmérnm gd3gtdnecdo.

39-20 boygnbol sbaFyobo bamgotn dgMompos,
GmEd 9m3mEgbes Mogo 36083bgmmazobo mgogte-
6o dodpobotrgmdgdo, bmemm begédbmdo dm-
@ohodPeo O gmmmosmyMo dzdgdo dbog dbmae-
mom Fgbeogl sgomodgdwo. 1904 Famb, Gpbgmdo
9300l domomo dgdsmmdal godm, So¢pmg-
3900L m2obo 3860830 goobobmes. bogmebggmdo
363 3oh™mg30L 303 06 amdHMOL Hseognsl o
oFymdl mogadodptrnm oo dbopzcnm bomodm-

3 Qniuqyui, Zniptip, 1957, £9 156. (ibaenabaow): (Gulazian, Memories, 1957, p. 156).

4 Maiicypan, CoopHuk, 1961. c. 30.

5 Zzwuybprywd, 2wy pwwnpnih wyundmpymi, 1980, Ly 22. (dbgmobamac): (Haxverdyan, The History, 1980, p. 22).

6 NYBPOBWHA, ®panuysckui, 2023. c. 16.
7 HOEJb, Teatp, 2005. c. 22.

54



bdCM3bdad BMMb dMBOITLAEN « MIIORMCMANI

90l dmb3otrh®Byg, sbgzg waddl dogbgdl. 1904-1908
Famgddo gmtdzgo LFogmmdos beoddmbol badstro-
ol ggodnmbghdy, obggg dmboFomamdws mogolo
3030l mgo@Memue ©oadgodo o gbfthgdmms 8b-
6y 3b@mobol, goédgb 3930l s M gmoegh deto
bog-3mb Focrdmoagbgdl. 3ohmggds dbogztry-
mo mgo@hmobmgol mehadbs hgbmagol ,aot0ggd0”
©d ImbofFomgmodsg doogmm dobs gobbmegogmgosdo.
ymggmogg 5306 36083bgmmagobo Gamo Jgobiery-
o bgemmgobol Bgdamd 3o60gtsdo. gowsdfyzgho
dmdgbho oae 1908 Faml, Grmgs gméz doghmgsb
30930 dgbadamgdmmds, dmbofomagmds dogmm 3bm-
dogo Gybo dbobomdol - 3géo 3mdobobzgabzsnsl
(1864-1910) 3otoBnem hnébgdo. 830l Bgdwga 396
3m30botzg3Lb 3000 Fmbz dohmgal moz0l mgoh®do
do0f393b.

3ohmygzo méo Famol gebdegmmodsdo sbdrpmao-
©d bmmgdl maagbosdgmo dbsbomdnl mgoh&do.
39006 dpMa0l mgodhtomyd bodgstmdo dohmgsde
3o03bm oo bgammzobgdo o moggdshmtgdo:
gomEme  3m3obotzgsbio, bogmmeo g3t gobm-
30, mgmb d03bh0, semadlobod dgbps, smgdbebo®
danmgo, 3mbLhobioby dokzebodgzomo o smyd-
bbb Hootmgo. 3ol bodmogws 03 g3mgol sbogmo
»gohGomudo  dogdgdn, aoblbognmtgdom gbggm-
mmE  3509Mm3mmool  boddmmobin®-dghonm-
rgam-3odrmdomo 0bmzgogngdo.

1910 Fgembs, $od396hHob dnébal @emb, ggéd 3m-
dobotzyg3Lbionsl Hemegognmo gadosogidomadol d93-
©9a, 30h™g30 Bgpotows 303de BdAEYOYO™Z0L
(1877-1960) dmadont mgomel, Gm3gmog 0d 3g6o0-
m@do dogmo Gnbgomol dobdhesom ofymdos ¢nt-
6990L. go0gdnMH ™36 Mebsddbrm3mmonm Fmb-
730 oEas hgbmgol ,bodo o, sbggg dmgdlobo®
mbitrmgbzol 3ogbs ,hyg“. 3rmagbogmo 1bstgdal
©obggfol doBbom, 0go gogdabogés Bzg0got0sdo,
boog ©ogbfém gdogn  3o3-omitmmBols (1865—
1950) ,,éohdpmo dmdeomdol bimmob® 3nmbgdl.
1911 Fgamb 3ogmggds 3gmgcendo dmbafomgmds
doopm Lobegmm 36hmahededo, Hm3gmog gdma-
Bgdm@s g3oBognto dmdéomool 3g339md0m dgbogse-
6o Go@dol godmbengsl. gl gobomengos Fotrdm-
0©39b@s gHM336 ,0gdOGITmYM PbogzgdbodadL®,
boog ©onbggFe dodhmggol dbogpzcnmo bgogs o
39g3Bo@s bosogo Lagnmeto mgs@ptols hedmys-
m0dgdobmgol.

8 BJIOK, Cobpanue, 1.7, 1963, c. 222.
9 BJIOK, IneBHuK, 1989, c. 199.

3ohmgzol 0bhggbo mgod&oel dodsto ©s dob-
©odo 3Omxgbonmo doamds Lym NRtm 0b6m-
©gomEs. MgFobme sM3eEo Bmbmgmeb ghmow
30b 3ghgtrdpcrgdo ossmbs v30bgsérymo mgad)-
6o. ,hzgbo mgo@™o“ geoblbs 1913 Famols 0635630
3783000l ,dommgzBomo”, GmIgmbog gbFohgdmes
omgqLobEé dgmmgo. 3mghol Fggobgds o@gdo-
®0bgob dogmosb meb oym. g0l pmon®do denm-
30 Faoo: ,03pgbsm gnweo, ™3 medstozoy o6
006b... A8 3g0drmo, gl demmgols bogdsme bydogd-
On60 dmbodegds gobmeom. 0d 3gtomodn, dgnm-
30bomgol, Gmagméy Msdsgndgobmgol, demosb
GoYmo o EOdddIMo 396M0mEo 0gm, GOF 1303~
Jotrgos, dobo 3ogbol 3060 @ 23560° bhsbol-
mogbgol dogé Jgbodmm owadsl. denm3ds dmgmo
mogobo 0dgegdo bnsbobemagbiol ggbosemudmos-
By o0dgedrd o dmym3dgbmem gmmes 3gogab.
3ol hodmyygemods bogdsme bodomobgnto Jgbg-
©mgos bbgs ®ododytagdlbs oo Ggzobmgddy.
demmgzol eeon®do Foofyogdom sbgo dg9b0dgbgol:
»0OmM 3obhebamao - mogew dobo bsbgmog 3o gd-
Bo6r0300 [...] 00b83Em3g mgohtn 835080, 86—
m0Bgdnmos o dogtmidonogmo. 380dmo, yzgms
9L 3g0963mmEgdo s 3ooEgdYchmggdo (ség dobs-
bogl domo 30ggdo) [...] Bgdodrmgohgdo, d967g00...
dogbgoogse 39hatdgtanmo 3tgbobs o dgmmzol
nokymazomo Gggbdogdobs, ©oldy domgsy @oad
dgqdb3otols 39539 Mmoo sengdLebotg dmgddrmgo-
bo (dmydcndzomo) (1884-1966) o dothmygsob (gxg
moko) Imbofomgmoom. obols ¢gdghipeédo dg-
omes Jgdbdotol, dmmoghol, 37330b0l, dow-
bab, Hembmob, Bmb o 00bgbol BoFetrdmgdgdo.
dom Motryzgl bgbodg godlizmeggdol godmyge-
Bol 0ge. boggmem v30bs, mgodto 8g3gdmmo ogm
3bloddmnGHmo0l 3¢0bEodby. 93303908y dbmmme
6030960l bobgmo 0dgdogomes. dsm Jgoboé-
hbgl ,dgmmbyg 3gmol® 3606indo. bodsgogbhme,
dbobomogon s Mgzobmtdgoo  93mmmoolidgbhgdol
dobogmgdo o6 goomebyb benbsdy. oo dmde-
omo0m, 3dom obobo bobl Mbgedwbyb 9BLY3dEAl
960056mdsl ,3060b33mog0 babomdgdol” 3bgdal
bedo&Fmby. dsmo mgohtomydo bgogs: Hhewo-
3OImo ©93emddoEool Motymazs, dothogo bobggbm
3003mM3gds, Lhoboatigmo ghomgdo, birgbgdol
GohINnmo mMasbodgos s sbangdnto ghmoghomm-
00 3oyngdgmomob 3mbbghgohomm sgoodmEosl
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6bm© ©o gEboghow 9hzgbgdmme. Fgwgaew, 0g-
&0 meo bgBmbol Ygdwaa wonby®d, Gomey ©ab-
Ggmes  Sohmggol  Bgdmddgogdomo  gbmabgdel
rbgamo 3gbomeon.

1914 Famol obofyoldo dogmgae, Gm3gmog ddo-
39 3obogEoms ol dmgmmEbye ot msEas-
908, od6Nbos 3060380, Bogérvd sbens dsb 1339
3dmbd ggebonmgdgmo godmpmomgds, Ghmambys
dbobomolbs s Mgzobmemb. binsbobmogliobasb 3o-
H™33s  obfozms  gbogdmmmgonéo  bodstomeol
36909, 3m3obotzg3bzo00baeb - bymogéo boysbly-
00, 39096 3mmEobash - bhomadgdnmo, Loddmany-
6o Joamas, gonEgdntmazolbasb - Ggomobindo
bodbsbomdm dgmmEgdo, bommm ©om mBolgsb -
GoddPmo dmdeomdolb opgo.

30610880, 30¢mggds geobm mdomabgmo myc-
dogms bdsbmgs (1894-1946), GmIgmog Bgdamddo,
dobo Ignmemyg o dobo mgodéoel Fodyzobo dbebo-
®d0 gobs. domgszg oofym dotggmo dbmamom
®3o. 3o¢hmazo dom3ool doBgBdom gosmogobyxmal
Lodbytm gommdagdabash. Fyzomo Jgamar-
©o 0 bogbmaMgdmem gowegoes 79bg30d0, Lo
©O00MBY MgohHtdmNMo bo O Jobdomdos M-
00890L Fotrdmozgbgdobmgal. dsmo dobgzgmo b3gd-
Ho3mo - hgbmgol ,dos 3o60d“ (1915) ovg3068bLo
dgdamgdgmads bemdbyéds mzobde.

3ogbol ,doo 3ob0d“ omadolol ggdol oso-
330L Fgatdbgdy sobobs 3odmggol Lotgzobmtrm
3mbg0sdo: d3gdadbdds hoobsgzms ©osmmgo,
307808 003038 dmdEromdols sgomo, bmmm go-
“gabymo  3mbgmodhgool bog3mem, 3ozEgtd
Hobeymo  bymgool  smlbodgdgdo dImbmammagdols
bobom. dogmgazo sbermmgos sbhtmgol Gmb.
796930L sn@odhmGoobmgol ,dos gobos”, bErgmosw
0bmgson®o 3oghmyzol 396bosdo, s¢dmbhgbow oggo.
»09360 3M0hodmbols 0obobdo, dodhmggol dmegs-
6o domfgzs doagmdotrgmdl dob nbotdo, Lobgybm
0B 3&g@HoEoddo 3odmazigl hgbmgal 3oglgdol
obggfomo dmg@mtrmds s gdmpondo Lobogogy,
abg3g 8933037003bmL s@odnsbnto Phmoghmmdy-
dob yggmoBg i30goBo glogmmamaonéo bogseblgdo®.”
30(mg30L  ymxomds Moddodol dobFezmgdgmds
- 980 Fo3-om IO mBId 0go dogmyzg Fotrnoanbo
796930L 3m3g0ol mgep®ol @otgdhmedb - gebgld
aebogl, Gm3gmog 0dboboe gdgdes Mgzobmemb
0dbgbols ,3g@s godmygtol obowadgma.

10 TUTENbMAH, Pycckan, 1978, c. 102.
11 HOENb, Teatp, 2005, c. 83.
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796930l 3m3gEool mgod®do dogmgzol dogh
©0adnmo 3500 @edmgho® (1915) ogm dobo Sot-
390 Fomdmeagbs g3crobanam gbsedg. o3 3ogbobor-
30 306 go@ofyzodo brgbol bhomaBdgds, Gobmgolog
bbgo@olbgs Ledomemgdg hodmzogdnmoe gotydo
3obomgdnl  obdotrgoom Jdbowbyb @obmgdmmo
bl ogyBosl. 83 L3gdHoizmBo gobbognmtgon-
mo 39396h0 ao39md Bd-hthomadBy, Lohndgls
o ©0(ddy, sbgszg obgom 3gody ghHomgddy, Gmam-
6900300 FgbHogNmogos, 0bhmbogos ©s Lodbsbom-
dm @obol ghobymmsbgds. dogmgzds dosgbm me-
30l mgo@hOemue ,Lndlbhobgool, dobmgobog géo-
3obgml Bgozgce bhebobgmogliol gbogmmmgondo
dgomEo ©d 3509603mmoolb dobhmdom-bhomoaldy-
6o 3obgte. g 3m3ddobogos ogdgs dobo Gygzobnoal
3mgh e gm®dsdo bmédgbbdym bhomec.

1915-1916 Famgdol mgsgGogmato bBmbols gocg-
9030 0adgdmEd ghmegdhosbo 3ogbgdo. dogogmo-
mo0, 0356 (6390930 , nRPW™OS s demgdbebr®
demmgzol ,d0mogobo” ghmem oopas Mybgmdo.
1916 Gl Ggz0bm™ds gosgbhmosbs ©d g&dbgnm
96089 Fo63ma@anbs ,d0megsbo®, 39383060l ,,embobo
703006md0l ™MLY o hgbmgol ,a560g908%. 360-
H03mbgoo ,00mogebl” sbabosmgdwbgb, Gmgmey
,0030mm0Bdol  NoobzgFomgl  godmbognmgdol’,
®73Ed, 30(m930 OGO POMOHMOES Mmogol Mgzobm-
e doamdol o Mgomyto gbmahgdom obod-
OOMYdEs 030l 3mghn® 530b¢HB0gdL. 0go Pok-
ymges bobosmgdol 3ggdbols bymmgbgosl: ,ammol
Loe&dgdo yzgemo 3mgho 30g6ms. yg3gms 3ogo gdgodl
0030l 3memm3d0bol. gggms sodosbo gbmg&mal
boggomol dmmmeobdo. boygsérymo ©s boggwo-
o - 90, h3gbo PE3mamo bagwto, hzghbo gbmztgds,
bomm ,domegebo®, dogbgooge megobo gtmpgl-
300 gmmdoby, Logbgs d3mgboom, Logbgs Logmgb-
moo“.”

3ebb0dbog0s, ™3 3okzgmm LyBmbdo dohmyazal
»goh®ol G39ehnoto doMomos JEagdMm©s
309bgd0basb, emdmgdog 3ol Jsbsdwyg 3gmbos be-
Bobo dmbgmgols badbogzthm mgodh®do s 3mdoboé-
793b3000L mgeh®™3o. Jgmerg dbkog, 0dogg Lydmbdo
396 oEas Ggbymo o gahmdgmo mga@hhgdol
693960 no60Lg0 domosb ©edmmgdgmo 3ogbgdo,
Momog bodo gogbzs moz0bbmdbyé ggbzgol. sbogm-
38 o Mg70bm™3s bggbodg googmpbmes 3g-16 be-
13760L 3mg@olb - bodedgd dohogol ,boygetrymoals
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Lodpghs®. bodfnbotrme, 83 oadol Fgbobgd do-
moob dFoco 0bgm®dogos Jgdmdhs. gbowos, hmd
30(hmg3900L mzaboll bogogého 893330067 306go©
03bmdEs Lmdbyto 3mgBool Jsbrgomongol o do-
»0 domogmbgdom L3gdhHoidmadsE sggos dys bogsn-
Bggd0l bmdbyéo (ogdgdo, begstenome, 53¢ebaym
ob Grlgem mogdsbdo.

dgodmads gogetogomm, Gmd gl bsdozo oym
3obgbo mbdogyé o dgmdo 1915 Famols bmdbgdel
306mEo@ol  OMo30gw dmamgbgody. o3 wowa-
3ol dogmggg dm3yzs sbomemmaos ,bmdbgmols dm-
9800b“ 3omgéo déombmgol motadsbol gedmends
(Bmbgmazo, 1916). 3o6rmgb @omdgosbmeb gzomby-
mmdm:  ,06m07bmgo  doMomops  gybhEbmomps
hmosbosbols [Archag Tchobanian, Les Trouveres
arméniens, Paris, 1906 - 6. b.] hgdbHgoL, beoxgmm dobo
367 gobgomyg mothadsbol wowo bofomo 3ot adom
R6bgnmoEebsd . 560l smdsmmds, Gmd blgbg-
o ©oadol owgs do¢hmyal dosfmogl 0d pemb
79693980 Jpbmghgdo Lmdbyéo obhgmoggbgool
70369030, dom dmEol 3my@ds o IFgtemds - 839-
hog obosgoobds s IFgmemds ©s Inomogobnds -
36803 hmdobnsbds. 03 M mobmgol Jghogol 3mgBoo
1339 04m 06adbomo gcebanmow s Mrybnmoc.

1918 Ggamb 79693980 3otzgmo Fobdshgonmo
©oadgonl d53ga, 30(hmgads osstmbs dnwdozon
obo, Om3gmog debmoegd Fotdmoggbgol 39bg-
30l gokgnosbdo Lobgmfmogoom 3mgbdsmyg, ¢e-
bog dmaz0obgdom Im3yzs gebhtrmemgdo dmgmo
d394bols 3obB@Hodom. obols €gdghripedl, G mdg-
mog dgagdmos bemigmgbm 30gbgdobasb, sbobo-
dmgod 0bmgsgondo Ggzobménmo s Lggbma-
Mogonmo doamdgdn. mgoh®ol oadgdl dméal
0gm: @93 Hooembhmolb ,gmebomo mgde” (g3grns:
Jméz 3ohma30), bogmmon gmgmmol ,&g308mée”
(bemgb@ogmao:  3odmagze), dmcol  Ighgtemobzol
»©0  090(HG0bo”, 39b6og 0dbgbol ,3mhgzgbgdgdn”
(mbgomeo:  3ohmggo),  Iobmm  gmmombol
»L0LEHPAOML  osbobmolbo® (Botsbomanobs: 3o-
O™939, RMO@o3Mm3meno:  3ohmgzo), 3gdbdocol
»LOFgonmo bofyomgmol Foem® (306hgbgm: 3odhmygz0)
©0 ,308mghHo” (3odmgho: dodhmgzo, MBgE: 30-
O™g39), 30gbod gmt ol ,xligédg* (dotrmbo: 3o-
H™g30), SbH™b Agbmzol ,mmmod” (HErogmedobo:

3ohmg30, bobs Bokghboos: dohmaszs) s mbze®
no0gmEol ,bogmmdg® (bLogmmadg: dogmgas, 39my:
30(H™930).

1920 Femoob ©ofygonmo, oobo momddol ym-
39mFmondoe ofymoms gobhtmmydl 3o60ddo.
Jmb3 30(hmg30 0gm 306390, 30bg gosgbm doto-
By bggbol hgbmgols 3oglgde. gésbgnmo ogmoagm-
€oobmgol hgbmgol obsgebo gdgmagdols ésdsdyé-
300 04m o6 dbmemme Phzgnmm, 063y Pebme.
»9b gdmEop®o dmzol mgoh®o Losbangs o dmy-
mmEbymmmods bedmagsmgdobmgols, mdgmog gh-
30000 ©0d©o 353G nmadmadol mgopdl, 3omb-
33mo3md mgoh®LY, - Fahos emnbog-3m.? 3ogérod
OHmms 3dobdogmmosdo dyo@hmEnsd bymm-bgmo
©0030bo hgbmgols osgmmagool bogmdg.

sbogde dohmgzs™ Fabhro: ,Lohodrs s bsbathg-
39000 Jagmmo g3ém3ol bobg Lbgs Foédmoggbgodo
dbmmme 8ddoiytrgdws dbmamoml dgmmb, Gm-
dgamog bym-bgms Fmergdmes m3obgeb dmdom
3ogmyobogon® Loddoggh o Mobmmgadmes hyd
LobmFomiggmols  dmebamgonmo  3odobhemaoel
F0obodg. domaob goblbgoggdom, hgbmgol Loggomy,
dobo 0dg0, doybgooge dgabgtel 83306 o 8g-
31900b0, 0pbogly agm Gmamtg o@ydomgdom, obg
39mFORgmmdom. 3mbhobgbhol ¢obigol bomdg-
9000086 dmgEobgomps gmebogmo, Fyosmubgo Fye-
(Gl

103g0m LobmFetzzgmol mydsdo dogmgsn gdgd-
© 00gomb. 53 30Bbom dob Fggbdodols ,30demgHdg”
(1920) goovggme dhgzebo. dohmgaol dogé o3 dHEro-
39000L ©oadsl 306 0Bdo oo Fotmdshgds dm3-
g3o: Mgz0bmemal 96o3m3ghEonmds mgo@p™ads bo-
g4mzmmom  d0dMgdd dmodmad. FIme3 dohmgzo
Sbergamgds 30dmghols Gmmb, bomm @myodogms
3oBhmg3d @eboboboghgoms mayygmosl. doMhggmoe
obhm&oodo  bogéobaggmdo ooEas ,30dmygholb®
bérgamo 3g6bos, dgdmzmgogdal gothgdy, Mmdgamog
5 bosob gogtdgms. 80, Ml Fgts odaol dgbobgd
6o0bgh dokos Momyzyg: ,dmgmo gamom ©s 0bl-
Hobdhgdom 39meyzbgd0 ohmaal, mdgmdsg by
obanebob 085030 d&Fyobgemy Htomdggo mogobo
»303maghom“.® 83 b3gdhoidmdo 3mgpl gbdmed o-
Lobohtgommo gmbgdols gdm.

»30dmghol mgds 0ol Sogmgzob mgds, gatrmdy-

12 Ywupyub, Uppul Onuyuibyub, 1987, ke 352. (abaermabyow): (Dallakian, Archag, 1987, p. 352).

13 Tutensbman, Pycckasn, 1978, c. 102.
14 PITOEFF, Ludmilla, 1955, p. 178.
15 OWHKENLLUTENH, Kaptens, 1974, c. 297.
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o 0b@Hymoggbaool m3obdgdoamado momdnl mgds,
- 00bodbogos 0b3gmBHenbo.” 83 Fetrdmeogzgbs-
do 0gtdbmods m3oldgdoamdo dgmmo. ,38dmy@do”
(1920) Hobl 03 3okrmgbgdol bowosgy, hmdgmog by-
036 ®030l0 96LgdMIl 8BGO dmtmpol Fobsom-
393 ¥ dmmado, - Fahd gohgmadsbo’ 3ohmggo
boBl mlged@s dmoged Jmbymoghl 3oémzgbgdobes
©o bodgstrmlb Jmeob. gb 3mbagemogio 3mbiondgdal
©0800680(3 30 036rdbmds: Fogo ob mgmEro, edbsds-
39 0 PEsbsdogmm. Ibmmmo magmos, SmEdEom
©8 gmbHobd&olbo, megobo 206Mobzsggoom, oéo-
ob godmfymdombo mgmé Lodmbdo. @oboéhgbgol,
30dmghob dbgogbow, dog0 v3300m. 396 3bmoboggéo
93606980 Bog0 bogghomgebo iMool ambdy
436006 gotrgdml, Gmdgmdog 0dmgds opadol 24
bgbo. dobodomoBdo Fotrdmowagbl oée dbmmmeo
bgbol, vMedge dbsbomdmdol bogydggmb. megow
30gbo 30gbodog - ,Lomogn®o® goofyzghomos go-
3mbodoE s 0bmzgogogdo. gb bggbs dmogogl
LOdTHM0sb  3obhHmTodsl, GmImols  Botgmyddo
GohInmo Igbogemyéo 0d3gbhgoo 93mgdl HMego-
39 3obrvmgamgol bggbedg Fodogeh dmddgogogo-
bo o dob dogpds gbmatgdol Fmeob. boyzgomgbm
bodbsbomdm Jgmmegool gedmygbgdom Jomfgnmo
3068maogds dbgzg hobl ggobsmué bizgbodog. b3gd-
Hogemol 3m3dmBohmto 39660 d&dahgbldhonbo me-
30l 3mambgogddo smbodbogs, ™3 3sdmyho-3o-
(H™930, OMIgmog St Rm™dedg 0as, Jndstrmog-
8 GMOHobdGSLOL 206L, G EOHmbsg 0ddbgoms
0gB0s, momgmb dmgmo 2060 bggbsdy owas, md-
39 bobodgomgdo dob 8Glgdmdsdy dbmmme bed-
bgtm docdals dodgdéromo bdgdo oy doymomgdo.
3o0ohmbgdnm dmEdmmeb 3mbgmodhndo dmbynmo
303mygh-3ohmgzol dFYgobzomyg ogomgdn godo-
FTymgdgmos. dob gymdo dbmmme 0350036500
©d M0dgEmod OEmol. mydgd gobsgnyé bgbsdo
boggomol dobgdo goddymo sdmypo dsoby omgol
m830l b3oab. Grmgmbrg doghmggds gobydatps og-
ool 3ohogmlb d36eBoosll, ,ongmedoy gbhoo
T90m00 sy 303mgho bbbol 83 @ogmgdsl. ogo go-
8793900, ™3 0d&dmmmmb. s bfmégo 93 dmdgb-
(3do 0go 530MdL: ,og .

»308madob  FoBmyoagbgmo  FobBapg-

16 OUHKENbLITENH, Kaptens, 1974, c. 297.

ool Bgdwoa So(hmg3ds oEad dogbod gmégzol
»3L396Bg“ (ohmggo: d0Mmbo) s hgbmgol ,dos
30606 8 ,mmmod“ (Mmehadobo: 3ohmyzgda), sby-
39 ,0030900%, mgmbo 8bMggzol ,0b, gobog Lo-
ol 0f60396%, samgdbebo® @oydsk (8goamo) ,domo
3939m0900:%, mbiot goomeal ,bogmmdg®, dgéh-
Botr Jmb bt mzmy o mm3n®, gomdgthd Jom
hobhgthmbol ,20@mdOmds” o obphy mgbmé-
3obol ,mEbgdoms gntao®. yzgmedy Fotdsohgon-
o hodmmgmomms Jmbols semdmhbos gdbdotals
»30309(h0".

3ohmgzo  aobobomogms  ,303090LY,  Gmaméy
dob doge oadymo ,303myhHob* gogtdgmgdob.
»0 ,30dmyghdo“ 8860 33000d3gdL dmgddggoolb-
396, ,30309(h30", dobodom, dmddgwgds smdévgl
3B gdl”, - gobogbos dohmygzds 36ydogéols Fob."™
dobo Lotrgzgobmem 3mbggueod gydhobmos bobsm-
ol o Lodbymob, 3bmoagmobes s d393bmdogmals
3mbh&ObEHL. dmamby 1339 903gbodbym, dohmgszo
0350 bgmddmzobgmmoms bagnmoto ©owadyg-
dob bggbmamogosl, ddbows o Fgdobs o htheo-
ol godmygbgdom Loddmemye gotgdmb. dobo go-
ol - bods dohmyzol™ mebsbdo, gl bhomodsgos
Fo6r3meanbos gammdgbol o Ggommool boddm-
mmb, GmEs s¢Mgomycol Joto ygmggmmagol mo-
09, ,30309(H0%: 3gomom3mdomudo oy Jgded&r§nby-
d9m0? 3ohmgzo 56 odgmgge Fombobs 3olybl. dobo
3B&0m, of boggebdms 3nwosbol bohyzgoo: ,0dso30
bodebrmmmosE bedshmmosbo, 3gomomem dmEm-
ho 3ma393m0bgdd“? Inbogemycro goxm&dgdsg
d99bodedgde Mgzobmeol bgogzol: dogmmgs, v3do-
309, Lobobihogg, ebsdonmol gérdbmos, 89dwga do-
(093909, dmmmb 3o golbogmlibgds. dombywegom odo-
Lo, b3gdhegmol dmmmbigh gbgdsms dgmmeonto
©0bg08 306Jn3 ©odsdnmmdsl endtbos.

3ohmg3ol 3mbagxeos gbgdmms & dbmmme
0530000l dbgools gomrgool, vMedge  JoEmo-
60omool dmGomumo bodmgthgool Grggaobseg. o3
©o©ad530 bErmmop 3odmgmobos dobo hedmysmmo-
dgdmo dbmamdbgoggmmds o gbmghegs. ghm-
-96m3s 3Mohodmbads dohmgal ggbombog 30 HFmwo.
obg Gm3, gdmbggzom 96w, md o3 L3gdhogmal
Bobgol 393@ga dob68-gamaBdals mgo@eol wobgdhmé-

17 OBPA3LIOBOW, Cmup+osa, lutensman, Wctopua, Tom 7,1985, c. 181.
18 OBPA3LIOBON, CmupHosa, Mutensman, Uctopua, Tom 7,1985, ¢. 299.

19 ogdsg, c. 300.
20 HOEJb, Teatp, 2005, c. 66.
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3o - 793 9096 (H™3 Sohmgzo o dobo obo 3o60B30
doof/300 LogbmzgMgdmow s bodndome.

79693980 gohedgdymo 7 Fmol gobdogmmdsdo
30(™933d oas 46 oghmeol 74 3ogbs o gobtry-
s 66 Gmmo. bgbol gogm&dgosbog 0go mogsm
bgeddmgebyammds. gmmzgolb 3ganmy wyedams
ogm dobo IBo, 3sérhbomrn, dmetgdbgmo o Fod-
g3sbo dbsbomdo, sposthgdnmo géhom-gého bogggomg-
b 39-20 Lopgmbol x&bgnm mge@p™do, mdg-
mog begboBy 03703090 FobomEad Joe0ddsl wo
Bogl. gmen-43960 ghme@ FPdomdos motrgdsbgody,
00337089, ©0Bs0bgdols gdndoggoedy ©s ghmo
LG gds bbgowolbgy Gmmb. dsm dotpbomtm-
Ol bodsbrmmosbs NFmEgogb bosghmtrm mgon®b.

1922 Gl 3ohmggol dgdmddgogdom gbmatg-
0080 ©soffym sbomo ghedo. dob Fob 3dmbos sbomo
©o©adg00 s hmmgdo gdwmga Lgbgodyg: Théatre
des Champs-Elysées, Théatre des Arts, Théatre
des Mathurins o Théatre de I’Avenue 3060890,
obggg wmgagboatrym Cartel des Quatre-do, Gobsg
dm3ygd qtbggdol dogh FokdmBmdom Lmdgbo
(s00@gdgmo 03&mobogm Mmbgmols 033560880)
bganmzobols Logmggmomom spostgds. 0d 3géomeo-
o Logg&rvbagmols Jpmpnemmo gbmgtgdol yggme
dmFobogg ggogné 83ebgos dob badndgztgdl, 296
30003 396930L 3g0mEoEsb 8mymmgdgmo. o3
3m3m, dogomome®, 3ohmg3ol 3060830 goosbob-
™g083©gE 30 MEbgOMd@s Jsbmdb mebsddérmdmm-
008g. 3969306 3gtomeols ©oEadgddo hotonmbo
0y3bgb dobo dmdogemo dob@bomégdo Cartel des
Quatre-3o bogddosbmdol ggatamgddo: Jodrem Eymo-
Bo s o 3939. 90bebodbogos gbmdagmoa 3&r0hom-
Lol - €196y d6r8B00sz0l? Joger Cartel des Quatre-obs
7936 7139L goghotgdo: ,30hmaz0 byomoe dgdmbagae-
b mmbdo Fgodemgds 3ogdm@gl. dsgésd hggb dm-
6ol bLFmégo 0gos ggbombo®.

admmmb, 389-20 Loygmbol  obofyobo, Gm-
3o domgm dbmgmomdo 303Eobstrgmds bmgns-
6o ©d 3mmogoldndo dzdgdo o 33momgdgdo,
boomgoghm bgmmgbgdedog odgds 0bmgsgoobs @o

300MY3630J() WNOIGHOOIM:

21 Je suis partout, 1943, 20 aout, p. 6.
22 CHEKQV, On theatre, 2004, p. 10.
23 HOENb, Teatp, 2005, c. 51.

3obobangdols 3gMomee. Mgzobmto, Gmambg mg-
ShomnGo 3Mmegbol dmozetn gogn®s, gobos
boggebdm ggadpmeo bggbyéo gbol Fgbsérhnbgdols
©8 bOdgsrmbmsb PYhmoghmmdol dsbomo aBadols
dogdols  mzombeBéobom. 3opmgzol 0bmgsgon®o
bodrgzobmém bgogs o dbspztrgmo gdbdgéndyb-
0odol gbmagnmgds dbergmades Fodyzeb Gmml
mbsdghmgzy mgodtomyéo 3Godhogzol hedmys-
™070530. 03083063JMO® ZYM3MEoh03dd gog-
mgbs 0dmbos Fmbz 3odmgzol gbmghgdol abdody:
mdomobdo mgoh®ol dmmazoFgms bmdbyéo msbom
©oF4gdmo o edmoghgdnmo Gybgomom, dotMo-
Bom, 893093 GrnbygmBo odénbydom, d93waa F9bg-
3080 godbzmom o 33mog 306 0bdo gbmgthgdoms
©o dmezefgmdom, oyndige Lddmmmme yzgmeng-
60 350bg 30l3ds dbsiztrpmds 3GFo3lb3ds gobbobmg-
6o, g&bgnm mgodddo 0go 0ggd dmeyébobinmo
dmdéromdnl Fodyzeb ggogmdow, Gmdgmog gyho-
BmdmEs hmamby Gbym, obg oobogmgmgztm-
39 0g9HGHOMPE (HOMooEngdL. dob dmemazefgmosl
bgmbs o dzgogotnedo o INJomodsl Gmgmg
3msbogn® HadbHgdmob, obg mobodgtmgg &sds-
O9630dLmdb, sbsbosmgdl dobodsmobimto gbomg-
H0g3d, gbodmmmaon®o Loweddy, ,6gemydoo 86
bgdNE@msb Jodbgoglgdol“” doagm3dgdo, Gopdymo
m&sboBadnmo bggbgdo, Héspogoymo byébgoo oo
3bobomodg 3mbigbhtatgdymo dgbtrmmygds. mogem
6 970bmGMOoE vmodtgdl: ,37 EOEE O30T YOO
306 mbo  JobFogmgomolgob:  bhobolbmaegbzobs
8 Ob@mobobasb. zoblbgoggds dbmemme 03s8dos,
hmd domo  gogzgmomgdo bbgswobbgs wm&dom

«?23

3mEbmogds hgddo®.

LT e 83 ,bbgoolbgy gm&ded” gobbobmgde
Jm3 3ohmgzol pbogomudo Ggzobménmo bodo-
2900, Hodmogomods dobo 3myghnd-mgohtomytn
bgogs o gds gemblibs bogbhmedmEolm sgmostrgdols-
396 o g3Gbaym mgodm&do smostgdnbzgb, ateb-
a3 mgohM38o godgenmo o Fomdsngdnmo bogdo-
3bmo0l3gb.
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This paper, entitled “Georges Pitoéff and the Foundation of His Theatrical Vision,” examines the formative period of
Georges Pitogff (1884-1939), a prominent figure in twentieth-century European theatre. As one of the founding members
of the influential Cartel des Quatre in Paris, Pitoéff played a decisive role in shaping modern theatrical practice through
his innovative directing and commitment to artistic experimentation. Born in Georgia into an Armenian-Russian family,
and later active primarily in France, he exemplified the complex identity of the émigré artist who, amid social and
political upheavals, transformed relocation into creative strength. The study focuses on his early work in Russia and
in Switzerland, a period in which Pitoéff’s poetic conception of theatre began to emerge, forming the intellectual and

eorges Pitoéff (Gevorg Pitoyan, 1884-1939), an

ethnic Armenian-Russian born in Tiflis (Thili-

si), one of the prominent innovative directors
of early 20"-century French theatre, a founding fig-
ure of the avant-garde Cartel des Quatre in Paris.
Much scholarship has focused on Parisian period of
Georges Pitoéff’s activity and but less attention has
been given to his family roots and earlier creative
works in Russia and Geneva. We deem it import-
ant to turn to the early period of Pitoéff’s activity,
because during this time his directorial and acting
preferences began to form creating the foundation
of his theatrical vision. We also consider important
to reflect on the main role that the Family prefer-
ences and environment surrounding him played in
shaping of future artist’s personality.

Pitoéff family has been known since 17 century
at the reign of Vakhtang VI. The post of King’s nazir
was occupied by mokalak Hovsep Pitoyan'. In the 19*
century George’s grand-father Yegor Pitoéff’s com-

1 See: Dadaian, Armenian Commercial Presence in Tiflis, 2008, p. 70. h

aesthetic groundwork for his later prominence and enduring influence within modern European theatre.

pany was engaged in oil production and oil refin-
ing in Caucasus, for his activity he was received a
hereditary nobility. He made sure that his five sons
had a good education and sent them to study in
Paris. Two of his sons returned back to Tiflis. The
case of his father continued great-uncle of Georg-
es, Esayi Pito&ff (1844-1904). A wealthy industrialist,
theatre lover and philanthropist, he took part in the
first meeting of the Theatre Committee (1879-1882)
founded in Tiflis by publicist, founder of newspaper
“Mshac” G. Artsruni (1845-1892), which was dedi-
cated to reforming Armenian theatre. Esayi Pitoéff
becomes one of the five trustees of this Committee
alongside oil magnate and philanthropist Alexander
Mantashov (Mantashyants, 1842-1911). 2 He spon-
sored many Armenian actors, including the main
tragic actor of 19"-century Armenian theatre, Petros
Adamyan (1849-1891). In 1888 E. Pitoéff organized Ti-
flis Artistic Society and was voted as president. The
Artistic Society was linked with a private (home)
theatre, as mentioned in many sources, including

://www.noravank.am/en il.oh

2 See: znghwddhuyywi, zuy punpnih wuwundmpynia, 1996, ke 325 (In Armenian): (Hovhannissyan, Armenian Theatre

History, 1996, p.325).
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the memoirs of actress Olga Gulazyan ® (1885-1970)
and as well as of daughter of the actress Olga Mai-
suryan (1871-1931). N. Maisuryan wrote: “Inspired by
the theatrical arts, Pitoeff spared no expense for its
development, inviting experienced directors and in-
vesting in stage design. Later, when the theatre ex-
panded beyond its home setting, an actual theatre
building was constructed — at that time known as
the Pitoéff Theatre, and later as the Artistic Soci-
ety (now the Shota Rustaveli National Theater).”*
Since 1901, in the new luxury theatre building they
played performances not only in Russian but also in
Armenian and Georgian. In 1902, Esayi Pitoéff was
present at the first meeting of the Tiflis Dramatic
Society (later the Armenian Dramatic Society) and
became a privileged member of its board—without
going through an election process.’

Georges Pitoéff’s father—lvan (Hovhannes) Pi-
toéff—was the younger brother of Esayi Pito&ff. lvan
Pitoéff served as director of the Artistic Theater,
where he staged musical performances, operettas,
comedies and invited renowned foreign musicians,
singers, and opera productions to Tiflis. He spent
part of his family capital on the re-equipment of the
State Opera house in Tiflis.! The hospitable Pitogff
household in Tiflis became a cultural hub, frequently
visited by prominent figures from the arts and intel-
lectual circles that came to the city. F. Chaliapin, V.
Komissarzhevskaya, P. Tchaikovsky and others also
performed in the Artistic Society.

The vivid theatrical atmosphere surrounding
Georges Pitoéff in Tiflis, Pitoéff’s family’s involve-
ment in theatrical life proved instrumental in shap-
ing his professional interest and identity. Besides,
during the summer, the Pitoéff brothers and their
families traveled to Geneva and Paris. It can be
assumed that they were well acquainted with the
French theatrical world, which also influenced the
artistic sensibilities of the future director. Raised
in an atmosphere steeped in theatre, Georges Pi-
toéff, despite of his dream of a theatrical career,
finishing Technical school in Tiflis, in 1902 he en-

rolled at Moscow University and later transferred
to the St. Petersburg Institute of Railway Engineer-
ing. But his interest in the theatre still did not leave
him. Through his father, Georges was introduced to
Vladimir Nemirovich-Danchenko. According to Noél
Girard’s article “Theatre as Mission,” “lvan Pitog&ff
and Nemirovich were brought together by their Ar-
menian roots and city Tiflis, where Nemirovich lived
from 1863 to 1874 just in front of theatre.”” Georges
began attending performances at the Moscow Art
Theatre, he also participated in an amateur per-
formance. In 1904 he attended the premiere of the
“Cherry Orchard” where Chekhov was also present
and falling a lifelong love to Chekhov’s dramaturgy.
Subsequently we see that Chekhov’s drama occu-
pies a significant part of the Pitoéff’s repertoire as
a director.

The early 20" century was a fascinating period
marked by significant theatre movements, and along
with this profound political and global changes that
began to reshape the world. In 1904, anticipating the
coming Russian Revolution, the Pitoéff family re-
located to Paris. In France Georges Pitoéff’s father
remains true to his life’s credo—he organizes liter-
ary and artistic evenings in Montmartre and stages
plays. Georges enrolls at the Faculty of Law at the
Sorbonne (1904-1908), at the same time participates
in his father’s theatrical initiatives. Georges also
had the opportunity to visit the theatre of Andre An-
toine, as well as F. Gemier and A. Lugne-Poe. Pi-
toéff translated “The proposal” by Chekhov for the
“Theater of Arts” and took part in the production.
All these experiences played an important role in
the future artist’s way. A pivotal moment came in
1908, when Georges was assigned to accompany
the famed Russian actress Vera Komissarzhevska-
ya (1864-1910) during her tour in Paris. Subsequently,
Komissarzhevskaya invited him to join her theatre in
St. Petersburg.

Within two years, Pitoéff was performing at the
legendary actress’s theatre. Immersed in the St. Pe-
tersburg theatre scene, Pitoéff encountered key fig-

3 Qniuqyui, Znipbp, 1957, £9 156 (In Armenian): (Gulazian, Memories, 1957, p.156).

4 Onbra Maitcypan. CoopHuk matepuanos. 1961. C.30.

5 See: zwuybpnyuib, Zwy puwnpnih wuwndnipynié, 1980, k9 22(In Armenian): (Haxverdyan, The History of Armenian

Theatre, 1980, p. 22).

6 See:[lybposuHa, ®paHuyscknii pemuccep ns Poccun, 2023. C. 16.
7 Teatp Hopma Mutoesa. Ctatbu. Beictynnenus. NuTepsbio. Mucoma, 2005. C.22
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ures such as Fyodor Komissarzhevsky, Nikolai Evre-
inov, Léon Bakst, Alexandre Benois, Alexander Blok,
Konstantin Marjanov (Marjanishvili), and Alexander
Tairov. He was captivated by the new theatrical
movements of the time, particularly the symbolic in-
novations of Vsevolod Meyerhold.

After Vera Komissarzhevskaya's tragic death
(1910) during a tour in Tashkent, Pito&ff joins the Trav-
eling Theater of Pavel Gaideburov (1877-1960), tour-
ing all over Russia. In collaboration with Gaideburov,
he directs Chekhov’s “Three Sisters”, and plays Bu-
lanov in “The Forest” by Alexander Ostrovsky. Driven
by desire to refine his professional skills, he trav-
eled to Switzerland to study at Emile Jaques-Dal-
croze (1865-1950) School of Rhythmic Movement. In
1911, he participated in courses on expressing musi-
cal rhythm through physical movement in Hellerau.
Each of these experiences served as a “theatre uni-
versity” of its own, shaping Pitoéff’s artistic vision
and leading him to establish his own theatre.

Pito&ff’s interest in theatre and his professional
approach to it continued to grow stronger. Together
with director A. Zonov he founded avant-garde the-
atre in St. Petersburg. “Our Theatre” was opened in
January 1913 with production by A. Pushkin’s “The
Water Nymph”, attended by A. Blok. Blok’s impres-
sion of the performance was far from favorable. In
his diary, he wrote: “So bad that it’s not even worth
discussion...”® It seems this was a rather subjective
judgment from Blok — the playwright, who at the
time was going through an anxious period related
to the possible staging of his play “The Rose and
the Cross.” Pinning all his hopes on Stanislavsky’s
genius and nervously awaiting his response, Blok
adopted a nihilistic attitude toward other theatre
practitioners. Flipping through Blok’s diary, one finds
page after page of such remarks: “And Vakhtangov,
the very name is terrifying [..] Modern theatre is
sick, paralyzed, and bureaucratic. | fear all the Mey-
erholds, the Gaideburovs (haven’t seen them),[ ..]
the Nemiroviches, the Benoises...”®

Despite St. Petersburg presses and Blok’s neg-
ative reviews, the company soon staged Shake-
speare’s “King Lear”, starring A. Mgebrov (Mge-
brishvili, 1884-1966) and Pitoéff as Lear. Their rep-

8 bIOK, Cobpanue counnennit, 1.7. C.222.
9 BJIOK, IneBHuK, 1989. C.199.

ertoire included works by Shakespeare, Moliére,
Goldoni, Pushkin, Musset, Tolstoy, Shaw, and Ibsen.
They rejected stars on the stage, the main principle
of this theatre was teamwork — only the name of the
playwright appeared on the posters. They kept the
“fourth wall” and even rejected actors and directors
coming out to applause. This might have been a way
to emphasize ensemble work and oppose the notion
of “star actors”. Their new theatrical vision: depar-
ture from traditional recitation, simple stage design,
conventional details, rhythmic organized scenes,
new interaction with spectators was unfamiliar and
strange to the conservative audience. Consequently,
the theatre closed after two seasons, marking the
end of Pitoéff’s Russian period in his artistic life.

In early 1914, having a hard time dealing with the
unexpected death of his mother, Pito&ff returned to
Paris, bringing with him invaluable experience as an
actor and stage director. From Stanislavski, Pitoéff
took an idea of psychological truth, from Komissar-
zhevskaya spiritual nuances; from Meyerhold a styl-
ized, symbolic approach, from Gaideburov realistic
acting techniques, from Dalcroze the idea of rhyth-
mic movement.

In Paris Pitoéff met Ludmilla Smanova (1894—
1946), a fellow native of Tiflis, who would become
his wife and the leading actress of his theatre. Soon
after, World War | began. G. Pitoéff is exempted
from service due to myopia. They married and moved
to Geneva, formed a theatrical troupe, and rented
halls for their performances. Their first production,
Chekhov’s “Uncle Vanya” (1915) was financed by a
wealthy Armenian family.

The sense of lost direction was reflected in Pi-
toéff’s directorial concept of “Uncle Vanya”: sub-
text replaced dialogue, pauses took the place of
movement, and outward conflicts gave way to
monologue-confessions of tormented souls. Pito&ff
played Astrov. For the Geneva audience, “Uncle
Vanya” was a revelation - a complete innovation.
“According to many critics, the main achievement of
the Pitoéffs was precisely their ability to convey the
high poetry and emotional refinement of Chekhov’s
plays in their stage interpretations, as well as to re-
veal the subtlest psychological nuances of human
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relationships.”™ Emile Jaques-Dalcroze, Pitoéff’s
former rhythmics teacher, after the performance
introduced him to Ernest Fournier, director of the
Théatre de la Comédie in Geneva, who was seeking
a director for Ibsen’s “Hedda Gabler”.

“Hedda Gabler” which Pitoéff staged (1915) in the
Théatre de la Comédie in Geneva was the director's
first production in French. The performance was a
great success. In it, he opted for stylized scenery:
using curtains set at varying heights and achieving
the illusion of a burning fireplace through flashes
of light. This production placed special emphasis on
light and shadow, silence and rhythm, as well as on
small details: gestures, intonation, and the cohe-
sion of the acting ensemble. In this, Pitoéff found his
theatrical “substance”, synthesizing Stanislavski’s
psychophysical method with Meyerhold’s conven-
tional-stylistic manner. This combination became
a unigue style of his directing which framed it in a
poetic form.

The next productions of the 1915/1916 theatrical
season, held in private venues, were performances
of one-act plays. “Lack of Money” by . Turgenev and
“Balaganchik” by A. Blok were performed together
in Russian. In 1916, “Balaganchik”, “A Feast in Time
of Plague” by A. Pushkin, and “The Proposal” by A.
Chekhov were combined and played in French. “Bal-
aganchik” critics called “the subtlest expression of
symbolism”, but Pitoé&ff remaining true to his di-
rectorial approaches and drew his poetic fantasies
from life. He rejected this characterization: “Every
poet is a Pierrot deep down. Every man is searching
for his Columbine. Every human being lives in an-
ticipation of death. Love and death—these are our
unchanging destiny, our life—and ‘The Fairground
Booth,” despite its grotesque form, is full of poetry,
full of life. “"

It is noticeable that in its first season, the reper-
toire of Pito&ff’s theater consisted mainly of plays
he had previously seen at the Moscow Art Theatre
and the Komissarzhevskaya Theatre. However, that
same season he staged a production far removed
from the repertoire of Russian and European the-
aters, one that pointed to Pito&ff’s Armenian roots.
The young director brought to the stage “Song of

Love” by 16"-century poet Nahapet Kuchak. Unfor-
tunately, little information has survived about this
production. It is evident that this talented heir of
the Pitoéff family was familiar with the treasures
of Armenian poetry and, inspired by them, turned to
medieval Armenian verse—perhaps in French trans-
lation, or perhaps in Russian.

One may assume that this step was a response to
the tragic events of the Armenian Genocide in Otto-
man Turkey in 1915, which was soon followed by the
publication of the anthology “Poetry of Armenia”,
with translations by Valery Bryusov (Moscow, 1916).
The Armenian historian Leo wrote: “Bryusov primar-
ily relied on the texts of Tchobanian (Archag Tcho-
banian. Les Trouveres arméniens, Paris, 1906—N.S.),
and most of his brilliant translations were made
from the French. “? The idea for the production might
have been suggested to Pito&ff by members of the
Armenian intelligentsia who were then in Geneva,
among them the poet and writer Avetik Isahakyan,
and the writer and publicist Archag Tchobanian. By
that time Kuchak’s poetry was translated into Rus-
sian and French.

In 1918, following his first successful productions
in Geneva, Pitoéff formed a permanent troupe. Pi-
toéff theatre company presented its performances
in the Geneva suburb of Plainpalais, after which it
would embark on a tour across the country. Its rep-
ertoire consisted of productions based on the best
plays, marked by innovative directorial and set de-
sign solutions. The repertoire included: “The Living
Corpse” by L. Tolstoy (G. Pitoéff as Fedya), “The
Government Inspector” by N. Gogol (G. Pitogéff as
Khlestakov), “Sister Beatrice” by M. Maeterlinck,
“Ghosts” by H. Ibsen (G. Pitoéff as Oswald), “The
Mistress of the Inn” by Carlo Goldoni (L. Pitog&ff as
Mirandolina, G. Pitoéff as Forlipopaoli), “Measure for
Measure” (G. Pitoéff as Vincentio), “Hamlet” by W.
Shakespeare (G. Pitoéff as Hamlet, L. Pitoéff as Oph-
elia), “The Lower Depths” by M. Gorky (G. Pito&ff as
Baron), “The Seagull” by A. Chekhov (G. Pitoéff as
Trigorin, L. Pitoéff as Nina Zarechnaya), “Salome” by
0. Wilde (L. Pitoéff as Salome, G. Pitoéff as Herod).

From 1920, almost every year, the troupe toured in
Paris.Georges Pitoéff was the firstto introduce Chek-

10 TWUTENbMAH, Pycckana knaccuka Ha dopaHuy3scKol cueHe, 1978. C.102.

11 Teatp Hopma lMutoesa. C.83.

12 See' Fwupjui, Uppwl Inuyuibywib, 1987, t9 352 (In Armenian): (Dallakian, Archag Tchobanian, 1987, p.352)
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hov’s playstothe Parisian stage.Chekhov’sdramatur-
gy of inner action seemed not just unusual, but alien
to the French audience. “This theater of emotional
shocks was new and unexpected for a public accus-
tomed to the theater of the greats, to the theater of
stars,” wrote Lune-Po™. But gradually, the audience
began to grasp the depth of Chekhov’s dialogues.
“In other productions,” wrote Aniouta Pito&ff" “sat-
ire and the image of a ruined Europe only intensified
the anxiety of a world slowly shifting from the hallu-
cinatory madness born of one war to a quiet despair
before an approaching catastrophe. In contrast,
Chekhov’s kindness, his hope—despite an apparent
resignation to fate—brought something both myste-
rious and honest. A vivid, abundant source sprang
forth from the depths of a continent’s suffering.”

In the theme of hopeless despair Pitoéff seeks
an ideal and turns to Shakespeare’s “Hamlet” (1920)
which had a great success in Paris. After this pro-
duction Georges Pitoéff’s non-commercial theatre
had an excessive recognition, with Georges Pitoéff
as Hamlet, Ludmilla Pitoéff as Ophelia. “Hamlet” for
the first time was shown in French without any cuts
and was lasting 5 hours. Rainer Maria Rilke wrote
about it: “With my heart and instinct, | admire Pi-
toéff, who has just achieved a brilliant triumph
with his Hamlet.”® In the play he heard echoes of a
wounded mind.

“The theme of Hamlet is the theme of Pitoé&ff, the
theme of the postwar generation of the European
intelligentsia,” noticed Finkelstein™. Post-war anx-
iety could be observed in this production. “In Hamlet
(1920), the greatness of an individual who sees the
meaning of their existence in the struggle against
evil was affirmed”, writes Gitelman". Pitoéff em-
phasized the central conflict between the individual
and the world. This conflict one can see even in the
costume design - black or white, guilty and innocent.
Only Ophelia, Horatio and Fortinbras with his sol-
diers were white clothes, the rest, like Hamlet, wore

black. Silver screens against a black velvet backdrop
formed the environment in which the production’s
24 scenes unfolded. Minimalism was the foundation
not only of the set but also of the acting. Even the
play-within-the-play, “The Mousetrap”, was solved
in a laconic and innovative way. In that scene, a
three-minute pantomime was performed, with
rhythmic musical accents highlighting the tragic par-
allels between the momentary stage action and life
beyond it. Such generalizations, achieved through
select artistic devices, also characterized the final
scene. The composer of the production, Henri Bre-
itenstein®™, recalled how Hamlet/Pito&ff, standing on
an elevation, addressed Fortinbras’s army, creating
the illusion that the army was actually on stage,
though only a faint military march could be heard
from it. Coming into conflict with prevailing morals,
Hamlet/Pito&ff bright ideals evaporated, leaving him
only with disillusionment and a sense of hopeless-
ness. But, in the finale, Hamlet, caught in the trap of
death, takes up the sword. As Pitoéff explained to
the theatre critic Brasillach®™, “[..] a minute before
the duel, Hamlet resolves the dilemma. He chooses
to fight. And now he says: Let be”.

After the incredible success of “Hamlet”, Pi-
toéff staged “The Lower Depths” by M. Gorky (Pi-
toéff-Baron), “Uncle Vanya”, “The Seagull” by A.
Chekhov (translated by the Pito&ffs). “Macbeth”, “He
Who Gets Slapped” by L. Andreyev, “Camille” by A.
Dumas fils, “Salome” by 0. Wilde, “Androcles and
the Lion” by B. Shaw, “Magic” by G.K. Chesterton,
and “The Dream Thief” by André Lenormand. The
most successful of these productions was “Mac-
beth” by Shakespeare.

For the Pitoéff his production of “Macheth” is
viewed as a continuation of “Hamlet”. “If in “Hamlet”,
thought gives rise to action, then in “Macbeth”, it’s
the other way around—action gives rise to thought,”
Pito&ff® said before the premiere. His directori-
al concept was based on the contrast of light and

13 See: lutenbman, Pycckan knaccuka Ha dpaHuysckoi cuene. C.102.

14 PITOEFF, Ludmilla, ma meére. 1955, p.178.

15 See: GunkenbwTeitt, Kaptens yethipex, 1974. C.297.

16 OUHKENbLUTEMH, Kaptens yetsipex, 1974. C.297.

17 WcTopua sanagHoeBponeiickoro Teatpa, Tom 7,1985. C.181.
18 See: OGunkenbuwTeitt, Kaptenb yethipex. C.298.

19 See: lbid., p. 297.

20 lbid., p. 299.
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darkness, the conscious and the subconscious. Pi-
toéff, who, as noted, designed his own sets, created
a symbolic environment through light and shadow.
His son, Sacha Pitoéff?, recalled that this stylization
symbolized the globe—reality—with doors always
open to the realm of the unreal. Is “Macbeth” no-
ble or terrifying? Pitoéff offered no clear answer. He
considered the witches’ line key: “Fair is foul, and
foul is fair. “?2 The music also followed the director’s
vision: anxiety, ambition, cruelty, guilt, release, and
finally, enlightenment. Nevertheless, by the end of
the play, the melodic flow of passions returned to a
somber tension.

Pitoéff’s concept was not only about the dual-
ity of the human soul, but also about the collapse
of moral boundaries in humanity. This production
reflected his mature worldview and aesthetic. One
critic reviewing this production called Pitoéff a ge-
nius. And it was no coincidence that after seeing
this performance, Jacques Hébertot, director of the
Théatre des Champs-Elysées, invited Pitoéff and his
troupe to move to Paris.

During his seven years in Geneva, Pitoéff staged
74 plays by 46 authors and played 66 roles. He per-
sonally designed the stage sets. His wife Ludmil-
la was his muse, partner, co-translator, and lead
actress. Considered one of the finest actresses of
early 20"-century French theatre, Ludmilla brought
delicate charisma and brilliance to the stage. Work-
ing together on translating, staging, designing, and
acting, the couple’s work is rightfully described as
authorial theatre.

In 1922, a new chapter began in Pitoéff’s cre-
ative life. Ahead were new productions, new roles
in the Théatre des Champs-Elysées, Théatre des
Arts, Théatre des Mathurins, Théatre de I’Avenue
in Paris, the legendary Cartel des Quatre (Cartel of
Four) widespread acclaim, and full acceptance by
the French of the art of this Armenian-Russian born

21 See: lbid., p. 300.
22 Teatp opma lNMutoesa. C.66.

artist. All the leading figures of French cultural life
at the time highly valued his work - starting from his
Geneva period. Jacques Copeau dreamed of work-
ing with him even before Pitoéff moved to Paris. His
Geneva productions already involved his future Car-
tel collaborators, Charles Dullin and Louis Jouvet.
The famed critic René Brasillach? quoted a Cartel
member Jouvet: “Maybe Pitoéff is wrong four times
out of five. But among us, he is the genius.”

In conclusion, we can observe that the early 20
century, marked by major social-political upheavals
and transformations across the globe, was also a pe-
riod of innovation and renewal in the art of theatre.
The stage director,emerging as a central figure in the
theatrical process, became essential to reimagining
the language of the stage and offering new ways
of engaging with the world. Pitoéff played a pivotal
role in shaping modern theatrical practice through
his innovative directorial vision and commitment to
artistic experimentation. Georges Pitoéff’s journey -
from his theatrical Armenian family in Tiflis, through
Russia, Paris, back to Russia, then Geneva and final-
ly again Paris, was shaped initially by geopolitics,
but ultimately by artistic conviction. He became a
key representative of the modernist movement in
the French theatre, which based on Russian and
Western European theatrical traditions. His work in
Russia and Switzerland, his engagement with both
classical texts and modern dramaturgy, marked by
a minimalist aesthetic, psychological depth, “life-
like-plus”* approaches, rhythmic organized scenes,
conventional devices and a focus on actor-centered
performance. The director himself admits: “l owe a
lot to two teachers: Stanislavski and Antoine. It’s
just that their lessons come out of me differently. “*
These “differently” is established his unique direc-
torial intentions, formed his poetic theatrical vision
and prepared the way for his global recognition and
daring achievements in French theatre.

23 Je suis partout. 1943, 20 aout, P.6. Available at: http://gallica.bnf.fr/ (Accessed 10 august 2025).

24 CHEKQV. On theatre and the art of acting. P.10.
25 Teatp Hopwa lMutoesa. C.51.
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