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In this mission Mesrob had the support of the Catholicos and the King, 
and through them naturally the royal treasury. All were equally important to 
his success, though we generally place greater emphasis on the moral encour
agement of Sahak and Vramshabouh, disregrurding or underestimating the 
treasury's contribution - from the substantial costs of extensive traveling to 
the establishment of schools, the training of students, and the work of transla
tions which required the help of many assistants. This moral and material 
backing lasted for about half a century, until Mesrob's death. 

And what was Gomidas' destiny? 
Our people were the same political football between the Sultans and the 

Tsars; the same tragic circumstances prevailed, threatening our national and 
religious institutions. Under both regim;es were the same police restrictions, 
physical and moral persecution in various forms, and a strict censorship that 
destroyed every Cll;ltural movement. 

It was from the confusion of such a sad and uncertain time that the 
Gomidas harmony was suddenly heard, rising from the dulled sensitivity of a 
bewildered people and possessing its spirit. They were distant voices destined to 
be lost., like echoes shattering on the rocks of time, until Gomidas seized them 
in mid-air as the flutterings of the spirit, giving form to the moving experiences 
of an entire people. 

The parallel ends here unfortunately. 

Gomidas had no help or encouragement from anyone; he had no ll."oyal 
treasury on which to depend, wi.th which he might, along with other things, 
realize at least one of his dreams, the founding of a national conservatory. 
He emerged 'into Armenian life without fanfare, almost by accident, and rose 
by himself to a soli.tMy eminence from which to view the ages ... 

Beside the half century of peaceful l>abor that Mesrob enjoyed, Gomidas 
had a bare and tempestuous twenty years. Not only was he denied the means 
and the happiness of founding a conservatory, he was also denied the oppor
tunity to complete the work he had begun. One can only marvel that, in spite 
of the obstacles he faced, he succeeded in achieving a monumental work. And 

88 E shudders ;to think what character Alrmenian song would have today ti 



Gomidas had not emerged before 1915, before the great holocaust. 
It was the last moment, the last fatefpl moment, before our people were 

consigned to the four winds, to set down imperishibly on paper the pure 
meliOdies that for centuri~s had taken wing from their lips. Twenty fateful 
years. After 1915, nothing survived; monasteries crumbled, pilgrimages came 
to an end, the ancient peasantry clinging ,to the land was uprooted, the tradi
tion-revering maternal force faded. Nothing was left from, which it might have 
been possible to collect and compile, line by line, all that it was given to 
Gomidas to redeem, comprure, refine and present to the ages. 

And not only that. Whether we admit it or not, the genius of QQmidas 
was inobtrusively .imparted to those songs, elevating the villagers' music from 
i.ts primitiveness to the heights of cUJltivated modern art, just as Mesrob 
raised the spoken, letterless language to the comparable literary beauty of our 
Golden Age. 

This then is QQmidas, the great redeemer and founder of a national 
mtisical a.rt that was on its way to extinction. And this is th-e heart-warming 
spiritual kinship between Mesrob and Gom.idas, the twin peaks of the same 
cult\lte, the mighty chain!! that link_ the old centuries with 01,1~ ow~\ 
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by Shahan Berberian 

GOMIDAS VARTABHD 

The Man and His Work 

Published 1n Bucha.n!St on October 22, 1936, on the 
first anniversary of the death of Gomidas Vartabed. 

The Great Lo$8 
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· Gomidas Va.rtabed is no more. In the poet's words "te~ qu'en ~-meme .~ 
enfln l'eternite le change." (1) Death had finally come to release him from the. _/ · 
malady that had transfonn'ed him these many years, severed him from his genius, ....------tJ ~ 
while keeping him as a distraught being before our helpless, compassionate 4 
eyes. Death had come to liberate him and at last restore him to the wonderful ' ; 
unity of his true self. 

We may now pause before him, pause as we often must - transcending 
human considerations- humbly and tl'eely Ito contemplate him 1n his purely 
spirit'l:lal aspec.t, as he is now in dea.tb received into Eternity. 

I h&d met liim, if I may be pardoned this personal rem:tn:tseence -I 
recall it here because it seerr.:.s to me significant as a znatter ot· general Interest -
I had met him in Pards abou't 1910 when 1 Was ju~ a young student. Paris 
in those days was experiencing one of its most viforous artistic periods. The 
great symphonic concerts on Sundays, tbe .operatic and erama;tic performances 
given in an atmosphere of boundless .rapture controruttd to and sometimes 
brought into conflict ilhe powei'iiutl and magiCal for~· 61 music. There ws.s the 
gigantic and still conqu£'ring force of th~ Wagnedan s1blphony, but then there 
was also the i:rrcs:stible fascination and allurj.ng enehUtt;iu~n~ .of the music 
of Debu.sq and the other modem French composers who were now appearing 7 
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He was bgrn in Kutina (Keotahya) in 1869; of a musical family. He had 

lost his parents early in Jiife and a.t the age of eleven was selec!ted by lot and 
-Sent to the Kevorkian Academy in Etchmiadzin. Being a native of. Keotahya 
· iittle Soghomon spoke Armenian With difficulty but he could recite all the hymns 
. and when he first sang for His Holiness the Catholicos Kevork IV, tears flowed 
irresistibly from the eyes of the venerable Pontiff. At Kevorkian Academy he 
studied his Le\SSOns eagerly and in a few moniths mastered his naltive tongue. 
Soon however, he discovered his real vocation and while still a student he became 

·attracted to the art of music and the deep enchantment of folk songs. By then, 
the Eastern Armenians ..,..,-probably under the influence of the example set by 
the Russians- had laid the founda;tlons fq,r approaching Armenian songs 
through European tecl:1-niques. The gifted and m-.fart;ed Kara-Murza had at
tempted this with folk sf>ngs and Magar Egmalian had crone the same with litur
gical·music. Sogh?lr~on)he seminarian Wa.s following in the same path. At eigh
teen he was alrea~ . .Scoring rustic songs and soon afterwards he was to become 
acquainted with Egmalian and his work in connection with polyphonic singing 
of Uturgucal music. In 1890 he was orda.ined a deacon and in 1893, having 
completed all hJs courses at the Academy, he took monastic vows and was 
named Gomidas. To attain the art he adored he had fervently chosen the 
loftiest path, the path of religious life. 

In 1896 the Ca.tholicos Khrimia.n sent him to Berlin, sponsored by Prince 
Alexander Mantashiants, to study a.t the State Conserva.tory of Music. At the 
recommendation of Joachim, the young Vartabed studied privateLy with Schmidt, 
who encouraged him to devote hdmself to cultivating his native folkore, a pli.th 
he himself had already chosen. Gomi~ Vartabed also took courses in musi
cology and philosophy at the University of Berlin. T;hJree years later, in 1899, 
:he completed his studies a.nd return~~ to Etchmiadzin.: 

He had now reached the important stage of his career, that of gathering 
material for his work. He was profesior of music at the Academy and choir
master of the Cathedral of Holy Et:.clufiiadzin. He trained a choral group anQ. 
also scored and deve'loped the hl}'mns sung in the Divine LitUJrgy and certain 

94: other chan.ts. for pol'YPhonic singing. In the summertime he toured the various 
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regions of Eastern Armenia, treading the paths bequeatheq him by our ancient 
and modern miilSltrels; this time, however, as a European-trained musici~. ,., ,, - ·' ... ·, 

He took part in the lif.e of the peasants and drank of its purest source in orde.r 
to learn and enjoy thoroughly the music created and lived by the Armenians, 

·a profoundly musical nation. He collected hundreds, thousands of songs and 
wrote the music for them. Meanwhile he was acquainting himself with the 
native music of the neighboring people, the Kurds, the Persians, the Georgians. 
Later he would study, compare, and evaluate all of these in the light of scientific 

·-musicology. This was the second phase of the Vartabed's work of interpreting 
and harmonizing Armenian songs, both saored and secuJar; this phase differed 
from the first by its more conscious approach. 

In 1904 the first fruilts of his art had already ripened. And he embarked 
on his mission, which was to make known the IU!Ilique beauty of Armenian 
music, to create an appreciation for it, to awaken .through this music a deep 
national consciousness and with it to reveal to the leading foreign nation~ 

the reality of a lofty Armenian culture. 
First he appear,ed with his choral concerts in the Caucasus -Etchmia.dzin, 

Erevan, Tillis, Baku- then in 1906 he returned to Europe w!Jth concE'irts and 
lectures in Paris, Berlin, as well as various cities in Sw..tbz.erland and Italy. 
All of these were amazing revelations to the cultivated audiences of Europe, 
just as his reports to the musicologists gathered at the Inte•rnational Musicolo
gical Congresses in Berlin and Paris were to be later on. 

He returned to Etchmiadzin in 1907 and continued his work in all of its 
phases. But his artisVs sensitive soul found it difficult to endure certain 
vexations occasioned by his environment, although these were understandable 
enough. With a heavy heart he le:lit Etchmia.dzin in 1909. 

He came to Constantinople and henceforth his career was a triumphant 
journey across an ocean of popular acclaim. This was the period in which the 
Vartabed was redoubling his efforts to go everyWhere and into whateveT field 
his missionary vocation called him. Constantinople, Egypt; back again to Paris 
and Constantinople; his concerts, his lectures, and his own personality diffused 
an ever-growing and ineffably heartfelt enthusiasm which adorned with its 95 
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And for the same reason, 1n his Divine Liturgy, Father Gomidas even refrained 
from marking the measures with bars as required by the European system of 
scoring. 

The rhythmic structure of Armenian music has animation, freedom, a.nd 
variety. In a note on this subject found among his papers Father Gomidas says; 

In. Armenian music the m,easux:es are not divided according to the rule govem
in'f accentuation but according to cadence. We know that European music 
is based on the regular arrangement of accents and Armenian music on 

._ .-beats. Light and heavy beats succeed one another exactly as short and long 
syllables do in poetry, and the accents are entirely fJree. There are two kinds 
of accentuation, grammatical and logical, namely of words and of meaning. 
The accent of the word has a close affinity to the basic note of <the melody 
but the accent of the meaning is always one or several notes higher than the 
basic note; although sometimes if the melody is subdued the accents of the 
meaning and the word coincide. 

There are distinct rules for arranging short and long syllables with which 
measures and bEats are formed. 

In Armenian music the beats correspond to the meter in poetry; they 
form a su<!cession of long and short syllables and not a succession of accents, as 
in European music. The use of the accent is absolutely compatible with the 
spirit of blank verse. 

Now this resembles .the rhythm of ancient Greek m.usic but onl;y insofar 
as it is applied to Greek poetry. Thus, in the Armenian song there are charac
teristic types of rhythmic units of long and short, accented and unaccented 
syllabl'es, and different types of these characteristic groups put together form 
the musical measure. And the~e measures grouped together comlpl'lise the musical 
measure. And these measures grouped together com!)rise the musical phrase. 
Recurrent whole phrases constructed in this fashion create the complete rhyth
mic form of the composition and the feeling. of a rhythmic unity. 

The song Bingol is a case in point. (We mark the shO\l't syllables with 
"v"s, the long syllables with dashes, the accented beats with the accent marki 
commas are used to divide the distinct groups, and slashes to divide the 

100 measures) : 
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In-chu bin-qole me-tar? 
In-chu kar-oyin arar? 

" V V ..:_ V> ~ tl V - !(' 
Te le me konte hapon dekh ~onte 

I ~ "'--,vii-
Paghi pel-pule ge-tar, 
An t e r u g e r i d a r- a r , ( t w i c,e) 

/ (twice) 
r ' I f ' I 

v - ' v -, v - ..... I v-I - v, "' 
Dekh-kon dekh-kon dekh-konte : hapon konte dekh-konte, etc.(twice) 

Isn't this in the style of the ancient Greek rhy)!:hmic form? Compared 
with this structure, whicl:l pe1rmits unlimited rhythmic modul~t~tions within the 
same piece, European classical music with its predd.lection for isochronism, 
appears to have, from the rhythmic standpoint, a rather meager structure. 
Here the system being m,uch more complicated, the Armenian song compared 
with the European classical music becomes rhythmically more stirring, lively, and 
diversified. This is another reason why masters of modern European music find 
it so gratifying to listen to Armenian music. 

The discovery of the nature of the rhythllliic structure in Armenian musie 
will forever redound to Gomidas Vartabed's credit. 

The other rule about the rhythm in Armenian music which h~no~d 
~ equa211y important, namely the accentuation of words in Armenia , ~.n,ging. 
~e l:las pointed ou:t that in the relationship of words and rniUSic: , enian 
m.usic has achieved that which composers of operatic music ~ and ,jtt that only 
the great ones like Wagner- have been able to achieve in Eu;r10pean music, 

· ·namely to establish a thorough concordance between the meaning of the words, 
their accentuation, and the musical accentuation of the melody. In Armenian 
songs poetic and musical accents complement one another, whereas European 
composers, even some of the great ones, are unmindful of this. Armenian words, 
observes Father Gomidas, were originally accented on the penultimate syllable 
and folk music has respected this rule by accenting this syllable not only 
rhythmically bmt also by placing on it an even higher note or at least a note 
as high as the next one, i.e., the unaccented final syllable. 

The discovery of these rhythmic rules has given us the fundamental 
directions for singing and playing Alrmenian melodies and upon these Father 
Gomidas has based his method of singing and teaching these songs. 

c 
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of these facts Armenian music was revealed as one of those rare arts called upon 
to give a vivid perception of the ancient Greek and Aryan music, now lost. 

The Composer 
Gomidas Vartabed became eminent and successful as a theoretician of 

Armenian music because me was not a scholar who meT·ely studied his theme 
superficially, objectively, but a genu·ine artist who had from within understood, 
grasped, and lived it; an artist who had gained the fundamental intuition for 
discerning the very essence of the Armenian Musical Style, in the light of which 
he had found and then revealed to others the key to the original principle of 
Armenian music. And the rules thus revealed were in turn to guide him -as 
.I said before- towards his main artistic goal. 

What was Gomidas Vartabed's merit as an artist, a creative artist? 
At th:s point people who underestimate him shrug their shoulders and 

say: "Gomidas Vartabed was not and could never become a creaUve musician, 
he was simly a compiler and harmonizer of songs." But the question is not 
quite so s:mple. It is true that he himse)f did not create; .the few well-k\nown 

01
ieces actually composed by hirr'l, generally written for festive occasions, are 

small and second-rate and he himself did not consider .them impoijtant. Was 
. ill-starred Father Gomidas not able, might he not have been able, to 
: ntribute his own personal compositions to Armenian Music? We must not 
~- dge. We cannot glve a verdict. He had never given much thought to it. More-
;; over, he believed, as we do, that he had m:ore ur.gent tasks to perform and those 

he did accomplish. But he was snatched away too soon from, the world of art 
and creative work; in fact, when he was about forty-five years of age and at the 
pinnacle of his creative matur~ty. AJ1I of his close f.riends knew that he had 
already prepared the groundwork for the magnum opus which was to be his 
own contribution to music, namely an opera based on Hovhannes Toumanian's 
Anoush, for which he would devise a new Armenian orchestra of European 
instruments plus some Armenian and Near-EaStern instruments, particularly 
flutes. What would that composition have been like? I have reason to believe 
that it would have been invaluable. He had sung and played for me the Prelude 

;• 
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which had impressed me deeply. 103 
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But disregarding all of this and considering only Gomidas Vartabed's 
arrangements and harmonizations of Armenian religious and secular songs, 
it would be very wrong indeed to compare his achievements with the work of 
any regular musician versed in all phases of mlusic, or even with a potentially 
gifted musician. 

Father Gomidas has, in fact, endowed his harmonization with such novelty 
of scoring and orig,inality of styl'e, that they transcend the lirn,'lts of ordinar'y 
harmonization and join the ranks of original and treasured creations. 

His greatest accomplishment in regard to Armenian songs has been that 
of understanding, in the broadest sense of the word, the unique esthetic value 
of their essence and a penetration into their distinctive spirit. He has approached 
Armenian religious and secular songs with supreme and justly self-assured 
discrimination and, gmided by his intuition about the essence of the Armenian 
Musical Style -inherited, as it were, from an ancestral musical genius- he has 
separated the purely Armenian songs from the alien tunes. Again, in the light 
of that intuitive faculty, he has polished these serected songs by di':es:ting them 
of elements originating from alien or popular distortions v.uich had been 
superimposed on them and had warped their quality. And so he restored them 
to their original, vigorous splendor. 

Armenian Melodies Purifi.ed 
Moreover, by the irrevocable verdict of his accurate perception, our sacred 

songs were divested of the layers of inane drawls, Eastern grace notes, languid 
and enharmonic utterances, which later centuries had deposited on them. The 
purely Armenian melody,' whether sacred or secular, which emerged from this 
purifying process, is a simpl·e one, of sober and virile lines, solemn even in it~ 
joyous vein, and blissful in its moods of sadness. It is rational in its structure, 
yet amaz,ingly vivid, profoundly vibrant, as well as forceful and gracefully 
pleasing, and -the suprerr,e mystery of its ineffable charm, I might say sublime 
charm - a majestic, soul-stirring ascent towards a tical divine presence. 
,!!le Arm:jllan melody t s transmitted to us by Go:rr~idas Vartabed, with 
its logical clarity, its virile force, its pure moderation, is unmistakably 
Western-Aryan; and yet With its heart-warming tenderness, its fanciful mood, 
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The Selection of llarmonies 
~he made a discriminating selection of those harmonies and 

harmo~ess,ions which he used in setting to polyphony both folk as well 
as religious melodies. These are no:t the European classical harmonies and 
harmonic successions used, for example, by Egmalian in his Divine Liturgy. 
In his harmonization Father Gomidas resorted less and less to the repetitious 
use of the classical third which -as I said before- would have distorted the 
harmonic potentialities of these songs, and often discarded them entirely. 
Instead he made frequent use of chords based on fourths and fifths and 
especially new dissonant chords w:hich lend a felicitous highlight to the 
distinctive harmonic features of these songs. 

"A Garland of Melodies Around the Main Theme" 
Then· again, he had his own method of harmonizi.I1g. By the proper 

admixture of counterpoint, "horizontal" as against "vertical" scoring, which 
creates polyphony not by merely placing chords under the main theme but by 
adding an accomtpaniment of one or more different though related melodies, 
he would weave a garland of mel()dies around the main theme and produce 
pqlyphony. This polyphonic style of composition which is characteristic of the 
modern European symphonic style, preserves the essentially melodic qUality 
·Of the Armenian songs. These accompaniments are Father Gomidas' own inspired 
compositions, each one revealing and fulfilling a potential facet of the main 
theme, not stifling it, not distorting tts spirit, but recreating it with numerous 
facets and making the m::tin theme more tangible, more elaborate, and expressive. 

Finally, thanks to his solicitude to add something picturesque, something 
of local color to these harmonizations, and by evolving wonderful choral sound 
effects, he succeeded in preserving the native environment, the atmosphere of 
these songs -their musical climate, as it were- because Father Gomidas was 
a Poet-Painter-Musician like Wagner or Debussy, rather than an Architect
Composer like Bach or Saint-Saens. 

In the harmonies Father Gomidas has composed around the m,nin theme 
of a song we sometimes find that he has evoked the echoes which that song 

106 ·would arouse in the Arme;:J.ian mountainside, as in Sareri Vrov Gnats' or in 
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tt1c: dan,-:e tunes, l'iov ~ni, Sona Yar, and in the marvelous nuptial song Aravodun 
_ -·-L __., .3; Uw village courtyard echoing faintly with the tinkle of goatbells 
when the goats are milked, as in the little masterpiece Hing ets unim; the 
gentle ripple of ;vaves in Lusnake Anush, another masterpiece. Compare these 
with the merely harmonic sounds of the usual European chorales. In Gomidas' 
works you will find a peerless rendition of exquisite shadings such as I have 
encountered onTy in three of Debussy's chorales set to the poems of Charles 
d'Orleans, and in a few Russian choral works. Of course, European music, 
especially modern music, has contributed magnificent impressionistic pictures 
to the gallery of musical art but they are all symphonic works and we rarely 
find in them that grandeur of choral art which Father Gomidas has attained. 

The Influence of French and Russian Music 
Naturally, the Vartabed did not achieve this perfection all at o:ace. His 

early works, particularly his harmonizations of religious music, are crammed 
with the close harmonies of the German classical and romanlic schools. How
ever, as he came to know modern French and Russian music, in the course of 
his visits to Paris, his taste and artistic perception grew immeasurably ;finer 
and aided .too by his own instinct he achieved that unexcelled perfection in 
the art of choral composition . 

And so we have come to possess in the treasury of Armenian sacred music 
Gomidas Vartabed's priceless work, the Divine Liturgy of the Armenian 
Church.(3) We have his wonderful harmonizations of some of the hymns. In 

the genre of folk music, his marvelous suites will live with abiding grace in 
the ranks of the finest musical creations. 

By linking the small songs together, according to their subject and 
musical quality, Father Gomidas has fashioned garlands of songs. He has 
created little musical masterpieces by grouping together songs with a heavy, 
slow rhythm and by contrasting them with melodies of a lttght and sprightly 
rhy1nm. 

And he has drawn across, or rather through, our enraptured hearts a 

c 

chain of these songs that embody the whole life of the Armenian people, who 107 
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mngn:ti.sm, an inner charm, to uplift their hearts and their voices and through 
them to convey this rapture to the listening crowds, who were uplifted and 
carried off irresistibly in the surging waves of musical spirituality. 

A Most Exc:!pti.onal Musical Dilrector 

And it was th:s great enthusiasm of the enraptured audiences that rang 
through the unceasing applause. At times it seems as thoUigh the ancestral 
spirit had been aroused in these Armenian crowds. The long-dormant national 
consciousness w'hich suddenly animated their hearts, coursed through their 
ve:ns, and brought tears to innumerable eyes. 

Gomidas' Choir often sounded like a modern orchestra. There is a well
known story about an Italian musicologist who attended Gomidas Vartabed's 
concert in Alexandria and wished to go backstage to see what kind of instruments 
were concealed there that gave the choir the sonority of an orchestra. Unlike 
the conventional European choirs, his was not composed only of voices of different 
ranges, sopranos, altos, tenors, and basses, each with its own individual timbre. 
I said before tha~ Gom:idas Vartabed's choral works were designed to create 
a musical tableau and this he achieved with consummate art, in the presenta
tions of his choral groups, by means of different nuances in voice production, 
with their diverse component parts, and lastly by means of that feeling which 
pervaded and exalted a~l of these, namely the irresistible spirit emanating from 
Gomidas Vartabed's personality and pervasive, soul. 

Unquestionably, Father Gomidas was one of the most outstanding and 
exceptional musical directors of our time. 

The Singer: Not J Voice, ,gpt a Soul 

He was gfeat as adirector perhaps because he was even greater as a 
singer. After the concerts when his choirs had finished singing and he sat at the 
piano to sing, he made one forget his singers and chorales. People often ask: 
"Have you heard Gomidas?" "Was his voice very beautiful?" "What was his voice 
like?" When Gomidas Varta.bed sang, who gave a thought to his voice? There 
have ·been and there are many beautiful voices, undoubtedly more beautHul 
than his. But few slngets like him have ever come oi W'ill come to this earth. 
Of course, his voice had remarkable range, depth, and power, sustained by an 109 
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-and th:.s _is the essence of h1s character- b:-tt the :s;m:.·I;: or a rwJional genius, 
A kind of impersonal vision gu:dEd him. in his worlc and a sort of impersonal 
animation filled him and pervad,ed all his activities. This is the secret of that 
personality that was a prophet and an apostle; it is with these traits that the 
image of his personality will go into history. This is why the artist and the 
churchman became fused in his person, to form an unbroken beam of Ught. 
He carried within him,self that spirit and it felt holy, it gave him faith. Because 
ofhis personality and his nature it was as if someone from the distant tdme of 
Saints Sahak and Mesrob had pa.ssed through Armenian life and into Armenian 
history. 

The unity of his very being . . . held together wJth tremendous will 
power and intense effort. Alas, that body -that substance which rs subject to 
other laws-:- was destined to profit by the cruel chance afforded by the Great 
Tragedy, as if to avenge the violence done to it, as it has done with other great 
men. Ahd so the gifted and ill-fated Father Gomidas 1ived the most tragic of 
destinies. While remaining alive before our eyes and in the eyes of the world, 
he was stricken in hiS most precious part, in his very unity. Mental illness 
shattered that unity and as the supreme irony kept him for years before our 
eyes, as a living but unrecognizable spectre of himself. 

Death has now come to erase that spectre. Eternity has received him 
and returned him to us as he really was. Eternity has taken into itself and has 
given to us, with his unity fully restored, the real Gomidas, the Soul of Gomidas,. 
•the blessed Gomidas of Armenian Music. 

Let us keep him forever alive and ever present for our own sake. 

(1) Mallarme on the death of Edgar Allan Poe. 
(2) This entire collection has now been published in Armenia. 

(3) We would have had another Liturgy which was to be, as he used to say, his most 

important religious work composed for mixed choir in five or six voices and based 
on the main themes of the Divine Liturgy of Julfa, published. by Miss Amy Apgi!.r, 

which Father Gomidas considered the purest of the Armenian liturgical themes. We 
would have had it, that is, if the Great Tragedy had not intervened. The important 
parts of his work had already been composed but it is astonishing that no trace of 
them has been found among his papers. Where have they disappeared? 111 

t 
14"'~' 

c_. 
¢, 
I 

c'i 
·!~ 
·t 

A 
'',,, 

-~ 

-~ 

-~ 
~ 



I 

\~.~ 



:.1'\ 

;., .. , ... \ 
-,-, +""', 

~ 

;: 

114: 

but only Armenian, and found its most authentic expression through Gomidas' 
Armenian genius. 

This is why it would be essential for any singer to know Gom~1das in order 
to make Armenian song understandable, to make i} co~patible with Armenian 
spi,r,U, . in short simply be able to sing Armen~n. To do this, one does not 
have·: td Jj~ a specialist or n accomplished mu~ian. Rather ours is an invita
tion to study attentively tli word and rrY3lo of folk songs as compiled and 
reconstructed by Gomidas, nd through em1 grasp the differing character 
and style of Armenian song. It is with is realization, with the adoption of 
the Gomidasian style and spirt, that t e singer will be able to deliver the Ar
menian folk song, or any son witq/~ degree of authenticity. This cannot be 
refuted. Before Gom1das, no on w:is able to enchant an entire people with the 
pulsating excitement of real A this reason enough for 
today's singer to study Gomid; ore earnestly? 

Gomidas, however, pap{icula ly in the reality of contemporary Armenia, 
is not our only m·u,sical le~en. Aft him came other creative minds, and still 
others are yet to come, ta,/add to the reasures we have. We must grant, however, 

I 
that Gomidas is the infispensable ye t which must infect us if we are to sing 

Armenian. / 

All the songo/reconstructed by omidas and bearing the stamp of his 
genius, reveal Ar 'enian song, together with its singing style, as clear and 
brisk. The slidin and gurling oriental teen iques are as alien to it as the uneven 
and prolonged tonalities are boring and r pulsive. Even if most of our songs 
are sad, this 1s a relatively recent developm nt, and surely the result of conti
nuing oppressions. It was injected into our songs during later centuries and was 
not an inherent part of earlier compositions. This sadness represents, not a 
national spiritt:al sickness, but nostalgia and the yearnings of the immigrant, 
m,aledictiotions hurled at those who bring pain and death, outbursts of love 
and satire, sometimes innocent, but at the same time in a language embellished 

and colorful imMb tile result ahd the 3! 8iif ot the clear poetic 

communion with such experience, discern 
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but only Armenian, and found its most authentic expreSSiOn through Gomidas' 
Armenian genill'S. 

:W make Armenian song understandable, to make it coillJ)atlble with Armenian 
spirit, in short simply to be able to sing Armenian. TQ do this, one does not 
have to be a specialist or an accompllshed musician. Rather ours is an invita
tion to study attentively the weird and melody of folk songs as compiled and 
reconstructed by Gomidas, and through them) grasp the differing character 
and style of Annen• song. It is with this realization. 'With the adoption of 
the Gomidasian styl~ and spirit, that the singer win be able to deliver the Ar
Jflenian folk song, or any song, with a de:gree of authenticity. This cannot be 
refuted. Before Golniidas, no one was able to enchant an entire people with the 

·pulsating excitement of real Armenian singing. Is not this reason enough for 
today's singer to study Gomidas more earnestly? 

Gomidas, however, particularly in the reality of contemporary Armenia, 
is not our only musical l'eaven. After him came other creative minds, and still 
others are yet to come, to add to the treasures we have. We must grant, however, 
that Gomidas is the indispensable yeast which must infect us if we are to .sing 
Armenian. 

All the songs reconstructed by Gomidas and bearing the stamp of his 
genius, reveal Armenian song, together with its singing style, as clear and 
brisk. The sliding and gurling oriental techniques are as alien to it as the uneven 
and prolonged tonalities are boring and repulsive. Even if most of our songs 
are sad, this is a relatively recent development, and surely the result of conti
nuing oppressions. It was injected into our songs during later centuries and was 
not an inherent part of earlier compositions. This sadness represents, not a 
national spiritual sickness, but nostalgia and the yearnings of the immigrant, 
m.aledictiotions hurled at those who bring pain and death, outbursts of love 
and satire, sometimes innocent, but at the same time in a language embellished 
with strong and colorful images - the result and the proof of the clear poetic 

spirations of our people. 

114: ~is is why it wo:uld be essential for any singer to know Gomldas ·in order 
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by Alexander Shahverdian ~ tf4
<t::''', 

THE HElliTAGE, t)F Tl{B GOMIOAS MUSIC 

The IlllUsical creations, the arrangem;ents of our folk songs for voice and 
piano accompaniment which we have studied and described, represent the basic, 
essential, and focal part of the musical heritage from Gomidas- only arrange
ments, and that not prolific. Isn't that heritage too modest? But let us answer 
through a contrary question: are there many composers like Gomida.s who have 
worked modestly and unselfishly and have reflected so many facets of human 
life-the epic, the toil, the portrayal of social oppression and protest, the lyricism 
of life, the festivities, and many other phases of the life of the peasantry, all or 
which Gomidas had ingrained in his m;usic with an extraordinarily vital force 
and feeling, picturesque and brllliant. 

Let us briefly generalize on the theories which spring from the foregoing 
observations and characterizations and specify the several important aspects of 
his musical style. 

As a true classicist whose work had unresolved but vitally significant new 
problems, Gontidas has seen no need to indulge in common, laudative a.pologetics. 

The critical analysis of Gomidas' creations, their scientific description, 
especially the establishment of their correct chronological sequence must become 
tbe basis of a discriminating and well founded appraisal. In that heritage there 119 
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example. That same principle has been in effect il'l; the arrangement of 
''Haberban" - not a simple repetition of fourteen measures, but a unified de
\>'eloprnent where two couples combine in a more highly organized composition. 
Let us recall the wide ·expansion of "Andouni," and the develop~ent effected 
through an intense internal movem.ent throughout its development within 
thirty-eight measures. 

Gomidas marvelously utilized the principle preferred by folk singers -
a series of simple melodies in a unified whole, the principle of combining and 
linking one cycle of songs. Simples examples are "Sarert Vrov Gnatz" and "Yeri, 
Yeri, Yeri jan," or "Alakiaz" and "Khungi Dsar." Here he is combining two songs 
w1lich even though internally related, offer a contrast in time and disposition. 
We have already examined m,ore complex unification, even more enriched and. 
developed in one melody in the course of our analysis of "Dsirani Dsar." 

In the analysis of the monumental choral music "Gall Yerk," it becom,es 
evident that that music was no mere mechanical unification of folk melodies, 
nor an ordinary montage. 

. . 
The central problem of the Gomidas style is the probleiill of polyphony. 

As the most important medium in the developme 
phonic folk melodies, the Gomidasian polyphony, 

. most experiment of contemporary intemation 
tremely complex and historically important pr, 

nd enrichment of homo
~ 

etively solved the fore-

original values of a national art form, its char~ and means of expression. 
The concrete forms whereby GollUdas has effected tbe solution of that major 
problem are numerous. But that it a very interesting and absorbing subject 
for a special theoretical study. our task here is to ascertain Gomidas' principle 
in this question. 

Rejecting the mechanical, normative, scholastic, ancient and "predeter-. 
mined" harmony, through the intuition of a musical genius, Gomidas chose 
the path of creative intonation of melodies, a development which sprang from 
the very content and character of his melodies, from the internal order of its 
m~de of expression. It is thus that the organization and originality of tlw 
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Gom;idasian polyphony is ascertained. Speaking of the polyphonic development 
of folk melodies, Gomidas himself has stated the problem as follows: "To preserve 
the style and spirit of the rustic melodies." He thus suggested the s~arch for 
varied and differentiated methods, selectivity, crystalization, so as to be able 
to have the song conform to its character and its possible mode of expres::;ion. 

Through his creations Gomidas has energetically dissipated the supposed 
sadness, pitiable ll')::>notony, lacbrymose emotionalism attributed to Armenian 
music. Gomidas strove for a correct understanding· of the major mode in Armen,. 
ian music. He has stubbornly explained the significance of not only the Ionic 
but also of harmonic tetrachords as the basis of our ~onal music, he has 
stressed the major character of the songs of toil. 
Phrygian melodies to the accompaniment of major 
"Eroom Em." The major mode inundates such sorr 

DJI!· as in "Guzhn Ara," 
,I and moving songs as 

"Andouni," "Dsirani Dsar," "Sareri Vrov Gnatz." Thus the contrast of light 
and shade is rendered more brilliant. 

The music of Gomidas, by virtue of its broad view of the varied phases 
of human life is essentially optimistic, manly, satiated with creative power and 
a deep faith ill man. 
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DANCE AND THE CHILD . . . 

Before going into the subject I have chosen, I feel it is necessary to explain 
the significance of the musical training of children on the work of our future 
national education. Music or singing is a discipline that evolves from the 
emotions. Whatever feelings a child may be moved by, he will e-xpress those . ·, 

feelings in special songs. Song is one form of expression of inner spiritual feel-
ing; and is therefore movement. And because dance is itself a movement, it 
becomes closely linked with song. Whatever the nature of one's feeling, song and 
dance witr evolv,e in appropriate form. It can thus be understood how important 
are the attention and care given to music in the education·of a child. 

Dance is a phenomenon of the most fundamental significance; it en
compasses all the arts. As a means of expression, the dance has a very im:portant 
part in the artistic and scholastic life of the student, because it is important 
for the student to realize that all disciplines, whether music, sculpture, architec
ture, are some form of movement. Dance exists in all beings. Is not the life of 
the entire universe a dance? .J'.or m;an, there are two kinds of dance: the one, 
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the methods used in handling a given situation. These are read and discussed 
at the seminar, then extracted and a curriculum worked out to be taken back 
and used in all the schools. A student transferred from one school to another 
is not jeopardized and finds it very easy to pick up in the new school where he 
left off in the old. Here, on the contrary, a student may have to start all over 
again, or repeat a subject, or learn other languages in order to continue his 
education. 

I do hope that my discourse has proved of some help. 

Thts is a transcript of notes taken at a lecture given at a Teaching Seminar conducted at the 

Yessaian School in Cons~ntinople in 1912, and was published in 1928 in 'Everyone's Yearbook, 
~g (Amenoon Daretzooytz). pp. 478-484. 
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~ Melody, exi>re,.ed by mu,ioal lnstrwftents or the human voice- either 
together or separately - reflects the vigor and inflections ot tl;le rJ;lythm of ttl~ 
dance. 

Basic to all dance - and~ un ng- -
rhyme, and melody, which are co Ir(ln o all 

are three elements: rhytbm, 
~1 of 

its expression depends on herltag d culture, 
internal and external influences on the people themselves. Thus, 
Q.eterm_ine the distinctive nature of a nation's dances, it is imperative to examine 
its outside influences. For example, eastern peoples ordinarily enjoy emphasizing 
the beat by clapping in rhythm:. All of the onlookers -both young and old -
suddenly take up the beat and clap in unis?n; although instruments often 
provide the rhytbm, the' clapping is inseparable from it. 

0' . . 

Occasion~Uy, during'the cl~pping, comments are shouted to the dancers in 
praise or encouragement. During this constant clapping, the shouted comments 
ihject a fresh spirit, amusing to the spectators and inspiring to the dancers. . . " . . - ~ -. 

In order tQ. determine the distinctiveness .of the Armenian folk dance, one 
' -~ -· . . . . -~ - - - ~' 

must examine all expressive movements separately. 

1. Types of movements: s.tomping, walk.ing, swaying, swerving, tapping, 
circling, swinging, and hopping. 

2. Directions of movelnlents: forward, back, up, down, right, left, bend
ing, and standing in one spot": 

3. Measure of movements: slow, medium paced, fast, joyous, heavy, 
light. 

4. Character of movements: sure, free, gentle, Illjild, haughty, vivacious, 
quiet, humble, elegant. 

The Armenian folk dance does not have any movements or expressions that 
excite passion; its feelings are com;municated, not tht;ough wild, seductive and 
frenzied motion, but through the dance-song itself. 

The contents of these dance-songs generally express longing and praise, 
132 satire and. humor, and - mi.turally- !ove'. 
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2. Itand .and arm mov~enta. can be classified as waving~ and swa~g; 

During th~ dance, ~he hands are positioned (a) palms down in the horizontal 
attitude wilen the arms are exfen(\ed; .(b) overhead and a bit forward with- the 
flng~ri tttded and the P~tlms fficinif inward, and (c) hanging at the sides In the 

· nornl4l t)oalttott. 1'hl arin&. havl the Sil.n\e general: placem.ents as described for 
th~ ha.rtcis. Both hands and' anns~ Ja've·:,nd sway as follows: 

. . ,· ~ . J. .. 

a: . Up a.n~ down. in keep I~ .,wltll·- the. movement of the torso, the hand 
and arm movements e~phasi74! tiW nuanees p'f tbe words in tbe ~ng. ' 

,'. ' e~· .. ·. 
b. Clapping such as:. . .. , . 
. . . . .1·1:" . . ' ' 

All the dancers clapping 1n rhythril. with the .beat .of·the injuSlc (or song). Alll 
dancers ~ b,- prearrangement - tum altemtftely l~ft or tight and clap hands 
with their. temporary partner, k~eping tiin.e with the music. ·. · · · 

3. , Tors~ nutYe~nta inclrtd~ ~\t~Wirl~~ dilci' sw"'~S· ~ pf ~- ntpve., 
ments ntust be done UgJ:ttly and witli grace and cbal'Jll, .,all ~j~ wblle c~tlnulng 
th.e u . i~?~n ~tld; side-~~_side ~oti~~ c·~s t~~ el~l,ln~ u;' ~~~~~; ~r ~ ~·~t ~d 
the war and-back movement continues. There are lnst.Aq.ee$ wbere·audclen 
' .n/pl r ~pin~ ~"'re' zhad'e~ ~ptil$g tci th~r~t p't t<)'· .• ~~:.iert; oriiucf~. 

orw. rei or to the. rJ~r. (The lattir tii8lre indigenous· io the seacoast vu-
-· ..• ··. . i ·-- -

lages State of Van.) 
'4. Read m.oveme'nts - The Artn.enian · d~es not cha.pge the position of his 

. "-1 ) 
head while dancing; usually the head is tilted a bit looking either to tiRe righ:t 
or to the left or straight ahead. In the event t~l the head is moved, dt is d~ne 

·. -in such a way as to be unnotiCeable, not ever violently or abruptly. 
The tem;'PO of the Armenian folk dance is not the same from beginning 

to end. It starts slowly, then gradually increases to a ~dium tempo, from which 
it speeds to a very lively rhythm and, having reached Us zenith, the rhythm 
reverses. getting slower and slow,er until it reaches the opening pace; the en
thUaia&n,l; of the ®nee eoats and declines With the pace. 

''Baht" \dance) means circle, round, amble, circumference. In some places 
the definition }lp.a been .. JUade rnore cUstlnct by saying "circle dance" (glor 
ba.hr). The~e·s another na.me by which tbfi. dance is known (to Arm~nians) -

134 i:e;, "yai~ll,'' {vhi¢11' might be ~ on a Turkish word ,"Yaiy" meaning hoop or 
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circumference, thus the equivalent of the word "bahr." The particle " .. 11" at the 
end of the word means "like" or "sim.Uar to" which gives it the sam(e meaning 
tiS. ~ele dance. The second definition of the word "yaiyli" is spring or springy 
as ·wlien jumping, again relating to the same meaning. The third meaning -
Summer - has no bearing on the first two and is not related to the idea of dance 
at all. 

Ar~nian national dances are all group dances. These group dances are 
ci~ep-root~d among the peasants, who cling to the old ways while they crea-te ,. ·1:~, 

tne new. Th! ctrcle dance takes the following form. The group chooses a leader 
r··a."' '· -· r- n· .. 

- usually, some6ne who is a' ttood singer and dancer -to head the line. The 
group might co~sist of all mi;ln, or ali women, or be mixed. The dancers line up 

~ 
le~der's left or right, as necessit~'ted bY the particu1,8.r dance to be per
.. Th;y ~~en proceed. usinli one oY the folloWing arrangements, depending 

b dance ch'osen :· 
1. Tile hand;, ralsed or ila.niJ,ng at the' sideS~ -ire 88:sped with that of 

the pe~Sons on either side. 
2. Instead of cllisping hantts, again raited or hinging, the pinkies are 

hoo~ed together. 
3. At:ins criss-crosaed by extending the hands behind the person on 

either side and holding the hand of the second on one's left or right. 
4. No holding hands, in any manner, close ranks shoulder to shoulder 

and dance as· one. 
5. Each person Jillaces his hands on the shoulders of the persons on 

either side - i.e., left hand on right shoulder of person on left and right hand 
on left shoulder of personon right. , .... 

6. Arms circle the waist of the person on either side. 

The dancers either tilt and t.urn their heads in one direction (left or right) 
or look straight ahead, or starting with the leader, each.pair turn face to face 
as they danee.ll\ ·~- 4a,nces where the shoulders are 1rasped or tll~ waists en
circled, the .lfroup :ve~ often closes ranka with the. leader ~ \b.t dancing 1s 

continued in a fpal closed circle. Thus, the Armenian pet~~ant, when asked, will 

13~ <;alltt "4~Jllc;~~ .. 1\r) 9f:···~lrclt cl~t.n~e" (!lor baht"), 

'"t \ 

C-



"" .. 
(j 

The shorter dance..:song,s have the following formulas:: 

4=2+2 
6 = 3 + 3 
6=2+2+2 
~=3+2' 
5 = 2 + 3 

7=4+3 
7 = 3 + 4 

etc. 

To move 6r change from one meter to another is easily noticeable. 
Furthermore, their succession is such that they complement each other, creating 
il:n irldivisible unity. 

The fueters or measures most frequEmtly used are 2j4 and 3j4 tim~, with. 
inany conventional and uneonventionai variations, as follows: 

4j4 = 2;2 + 2j2 
6/4 = 2/2 + 2j2 + 2/2 

6/8 = 3/8 + g-/8 
7j8 = 3/8 + 2j8 + 2,18 
7j8 = 2j8 + 2/8 + 3/8 
7j8 = 2j8 + 3/8 + 2/8 
5/8 = 2/8 + 3/8 
5/8 = 3/8 + 2j8 

8j8 = 2/8 + 3/8 + 3/8 
8/8 = 3/8 + 3/8 + 2j8 
8j8 = 3,18 + 2/8 + 3/8 

etc. ~ " !an folk A~ dances are quite quickly diSseminated. Shrines and 
various religious ceremonies figure siinificantiy in this because they provide 
occasions for the various villages to vie with one another in the presentation of 
their local soilgs and dances. On their return the pilgrim$ · tell their neighbors 168 
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a.ll that was seen or heard - the dances and the dance-songs - meanwhile 
stamping them with local flourishes. Peasant weddings. are another means 
whereby the songs and dances of one village are quickly passed to another 
since any wedding guest is apt to vie with others to show what t§l. n · his 
own village, and to contribute to the wedding festivities. This · ally 
so for the women who are friends of the bride and stay up all nigh r ~n· ing, 
dancing and singing. 

And then, there are the four seasons of the year - each a continuing sub
ject for songs, Spring, bedecked with buds and flowers, awakens peasant's feel
ings and stirs his heart; summer, the season to work in the fields- young and 
ol<l __. when singing seems to make the hot sun less burning and the work less 
burdensome; autumn and the harvest, when the grain is in, and the barns are 
full - a time for unlimited rejoicing; anq, flna.lly, white-robed winter when 
there is nothing to be done save relax with song and dance. But when the forces 
of nature upset the peasant's hard-won gains, his happ¥, eheerful songs are 
replaced by sad ones. 

~ ted cu.stom that young men and young women 
and newlyweds dance on~occ aions, but adults dance only at weddings. In 
cities, however, since the · di~ the 19th century - especially in the Caucasus 
-everyone dances: adult n ild, married or single, elderly ~nand women; 
but the poetic content of the innocent a,nd natural folk dance has become arti~ 
ftc!al and hedonist. 

Armenians, and more especially city d\rellers, dance the circle dances, the 
Caucasian dances, and the ballroom dances with orchestral accompaniment. The 
latter two are no longer in the folk-dance category and are not considered to 
be typically Armenian. Thus, ballroom dancing is more prevalent among the 
wealthier Armenian communities in the cities. 

Folk dances are of countless varieties, each With Its own name. It would be 
of great interest to investigate and document the history and development of 
each of these dances, but unfortunately the cost would be prohibitive, and we 
m:ust leave such a project for some later 111ore propitious time. 
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'l'he. ch.oice was Sogh.omon. 

~ Septemtl)er 15, 1881, ~omon Sogh.omonian was accepted in the. 
Sem,tnary of Etchmiadzin a,s a student. Beeause of his schol~tic excellence in all 
subJects, especially in music, he became outstanding among aU the students. 
Soon he mastered Armenian notation and became an expert in m.uslcoJocy. 
Diligently he continued to transcribe dhurch and folk music, and study hymns. 

Soghomon graduated from th.e Seminary in 1893. CathOlicos MugurdUch 
Khritn,'ian ordained him "Apegha~' (monk) and named him Gomidas, after the 
well-known catholicos of the )Iiddle A8eS. Oomidas was appointed instructor 
Ht tousie of tiie seminary tire same year. He coiiciucted the choir and organ.tzett 
a ntlti.Q'.t(il &eiiestrii~ · m scings of Oomidas, transcribed and compiled in a 
so~ book during 1891-94, ~dieate how enthusiastically he had kept himself 
busy in accuntulatlllg and eu.J.tl:vat..tng the folk melodies. 

'the leaders of the chureh treated the young m~sician with favor, 
eneO;\l'JQgihg him in every way. He received the rank of Vartabed in 1895. He 
h.ad $desire to go higher. 

During 1894-9& Qom,tdas had his ftrst article published in "Ararat," the 
monthly paper of Etch.miadzin, in which he collected a series of songs "The 
Antiquities of Agn, .. which he had transcribed. 

In order to specialize in musical theory, in the autumn of 1895 he 
_,t for Tiflis, at that time the center of musical life in Trans-Caucasia. There, 
~agar J!:gmalian took interest in the young musician, and offered to teach him 
hamtony. 

Through the intercession of Khrimian Catholicos, in. May 1898 a schola·r
ship was secured fr0b11 A. Mantashiants and Gomidas was sent to Berlin. There 
fCR, three years he worked ba.r4 •tudying musical tbeoJ.V; con1pOsing, and lea.rtl-
m.a tp p~ay pi-.no ancl or1an. · 

4 year .later be .\\laS recOlnDlended to the miUSieal faculty as· a· teacher for 
the preUrriiilary claas in tbe same school. 

'I'b~se were ~t easy achievements~ In one Of. hiS letterS, ,06rftfda.s com
plliined abOUt the Cbfftcpitles Of nuUUl'ing pianO pU,y,i$. He· W. 28-2'1 when 
he started to studv . .Ptano. "M)' fingers have liaeen stiffenGcl, !Ill"~ bt.rde~ed; 
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departed for Paris, where he performed before enthusiastic- audiences; During,. 
that pe~·iod, Gomidas had his articles and songs published. In 1907 a collection 

·-:+ .... . 
of songs was published in a magnificient volume, "Armenian Harp" (Hal Knar). 
This book consisted of six songs for a choral group and six songs for solo 
performance, with piano accopmaniment. 

Gomidas was happy in fiis creative' work' arid the reception accorded his 
performing talent. Soon he left for Switzerland, and on the invitation of the 
Armenian community, he· presented concerts and. delivered lectures in Zurich, 
Geneva, Lausanne, and Berrie. From there he went to the' mo'rui'stery ol; Mekhi
t$.rJ$ts in Ve,nice, w~en~. he declared that t!he f?lksong is the lichest and cul
tur:?-llY the most va!u!~le of our fuusic and' criticized the music of so-called 
''n"-tidnil.l" ~ongs. 

On September 30, 1907 Gom.ldas returned to Etchmiadzin and for three 
- .~. ' . ·. ~ . . ··~ ., .. '· - ,.. : 

years, virtually cloistered in the monastery, he \\i'orked constil.ntly teac:tiing iri 
the Semina.ry, leading the choral group, collecting songs, Studying and. doing 
research. During tllose days he conceived the £dea Of setting· "Basria Dzurer" 
to music. In a letter addressed to Hovh:annes Toumanian, in May 24, 1908, he 
wrote: "I started some time ago and lrave written much for your 'A.noush'.'' 
Then he complained: "Ea6h· tinte i am well disposed to work, I feel discouraged 
the words don't seem to correspond to the music, and something seems to be 
missing." 

Occasionally Gomidas conducted concerts in Erevan, Tifiis and Baku. 
While at first he took delight in the seclusion of the Monasi;ery of Etchmiadzin, 
he later felt that he was being suffocated within its narrow confines, where 
most of the people were indifferent or were inimical towards his pro~ession. 

E
Y he felt n1pre pressed. Gradually the contention sharpened between 
and those who repres.ented the existing environn1ep.t, and eventually 

G felt comlpelled to lea'te; 

From. the autuinn Of 1910 to the Spring of llh6 represented. the last part 
of Goi:nidas; active life. In Censtantinepie he organized 11 miXed choir consist
ing of 300. people and nained it "Koosan." Gomidas was looking for a cultural 

lU envtr.m~ent that woul<l aceepi and nurture iUs ideoloiJies, but he did not fifid 
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