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by Shahan Berberian

GOMIDAS VARTABED

HIS LIFE

He was born in Kutina (Keotahya) in 1869, of a musical family. He had
lost his parents early in life and at the age of eleven was selected by lot and
sent to the Kevorkian Academy in Etchmiadzin. Being a native of Keotahya
little 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 lessons eagerly and in a few months mastered his native 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 foundations for approaching Armenian songs
through European techniques. The gifted and ill-fated Kara-Murza had at-
tempted this with folk songs and Magar Egmalian had done the same with litur-
gical music. Soghomon the seminarian was following in the same path. At eigh-
teen he was already scoring rustic songs and soon afterwards he was to become
acquainted with Egmalian and his work in connection with polyphonic singing
of liturg ical music. In 1890 he was ordained a deacon and in 1893, having
completed all his 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 Catholicos Khrimian sent him to Berlin, sponsored by Prince
Alexander Mantashiants, to study at the State Conservatory of Music. At the
recommendation of Joachim, the young Vartabed studied privately with Schmidt,
who encouraged him to devote himself to cultivating his native folkore, a path
he himself had already chosen. Gomidas Vartabed also took courses in musi-
cology and philosophy at the University of Berlin. Three years later, in 1899,
he completed his studies and returned to Etchmiadzin.

He had now reached the important stage of his career, that of gathering
material for his work. He was professor of music at the Academy and choir-
master of the Cathedral of Holy Etchmiadzin. He trained a choral group and
also scored and developed the hymns sung in the Divine Liturgy and certain
other chants for polyphonic singing. In the summertime he toured the various
regions of Eastern Armenia, treading the paths bequeathed him by our ancient
and modern minstrels; this time, however, as a European-trained musician.
He took part in the life of the peasants and drank of its purest source in order
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 sacred and secular; this phase differed
from the first by its more conscious approach.

In 1904 the first fruits of his art had already ripened. And he embarked
on his mission, which was to make known the unique 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 nations
the reality of a lofty Armenian culture.

First he appeared with his choral concerts in the Caucasus —Etchmiadzin,
Erevan, Tiflis, Baku— then in 1906 he returned to Europe with concerts and
lectures in Paris, Berlin, as well as various cities in Switzerland and Italy.
All of these were amazing revelations to the cultivated audiences of Europe,
just as his reports to the musicologists gathered at the International 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 artist’s sensitive soul found it difficult to endure certain
vexations occasioned by his environment, although these were understandable
enough. With a heavy heart he left Etchmiadzin 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 whatever 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
true color the springtime of a national revival. His contact with the latest
French and Russian music, had brought new and greater perfection to his
compositions. And from his residence in Constantinople, which he shared with
the artist Panos Terlemezian and which had become an artistic center for the
Constantinople Armenian intellectuals, he directed his unceasing efforts
—after the exhaustions of preparing for concerts— towards constructing an
Armenian musicology which would serve as the ideological anchor for a future
Armenian Conservatory of Music. He worked to reach his students, to endow
Armenian folklore and sacred music with the latest and finest compositions.
He also undertook the task of composing an opera based on Anoush, with a
view to introducing his own personal work into the great musical genres.

And so it continued until that fateful date 1915-1916...
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Uju Yybg pwnbwlyGliph qubuqui AwdwygmphiGltiphg Yuqumwd GG AugulwG pninp
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U. ULUNUGBPSNRhEbhY

UwnunutipgmphiGp pwdwlnud GG Gpynt Yungh.-

1. uwnUnuwuwgniphil, np fuoulipnt tr tpghnt UhohG wtnG £ pnGnud. wyuwyktu tpghiny wund
LG uwnunulkpp, opAlinipGGlpp, wnoppltinp, ARG Yunwlwpwip (pugunmptwdp dwpguptGliph
qnptiph):

2. pruikpgniphi, np Ywluwnpnd £ npn2 tpudonwuG fhunmGp b mwnwswihngehiG.

w. thnfu' tpynt dkGpgmGliph Yyimpubihnju wuwd vwndnup: Gnjup Suwnwp Yugqund £ ympp punbtwy.
ophGuy g-a-b: Uwnunuph wGlipp unynpuwpwp pwdwlmd GG kpynt Auwnwdh, npnGp Audwpbw
(in)G tpYwpniehtGG niGEG: UnwohG dwuh wnwohG punG ufuumd k g-ny, npp YpYyGnd £ dhGyt
wn pwnh 2tgwnhG Awullip. punh 2hgumwd ywGyh ypwy g-G pwpdpwlnd k£ a-h. wyliniitnta
dwylp ubnui £ a-h ypwy' dhGytie wnwohG fwwmwdh ybpghG punh gkowp, npintin dwyGp pwupdpwGnud
E b-h: Ujuintin ytipewlinud £ mwG wnwehG dwup: Gpypnpy dwub b GnyG dany k kpguud, dhwgG
Pt g-a-b dwyGliph jwenpnuwywlnyehiGp nwnGmud £ g-b-a. g-G ulunn dwyGG &, b-G wnwehG
pwnh 2tpunuwd yuwGyh dwGa E: Uguwku GG Gplynt dkGlipgniGinG wdpnne uwnunup pnitipgnud:
WhnohG wwG YbpehG tpynt ywGybpp (b-g) tpginud kG tnkwYyh heGnn pnhspny:
Fhpklp thnfuh Yunnignuwudpp yunmfbpuglng vh gdwgpuul nwpunwly.-

*

Uhju niunidGuuppnippibp pnu b wnkuky 1899 p. qhipdwluwlwl «Sammelbdande der internationalen
Musikgesellischaft» Awlnkunid (ke 54-64, FtnjhG ), npunbinhg pupgiwGl) E kpudnwpwl Swlnp Swpni-
phitkwip: ‘Inpnuwlbwcl win niundG@uuppnyepibp jpGwwnnidny wniky £ hp <Py puupwgue dnighpus
whuwnnipliwl Uke' wnwlig AinhGwlh whnilp thpwwnwlytne: Ugn niunidGuuppniyphitp 1936 jo. UiynphphG
nju wbuwa Gpnivwnbdh «UpnG» wlduwgnpnid:
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p. pupng, wuhGpG' Gwn, np pGewlnud £ dwyGiph npn2 jwenpnwljwlnipbwdp, pkbt buyku
UhtaGnyG dwyGh Ypwy YulqGud kG vGnd: MGh Jwpnip AGghwyh duwnwy d-al Mwpgq yuwwnyk-
pugltyn Awdwup wwlp wunbin pupngh YugqunipbwG vh wnnwhunwy.
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Gnpdwdwlwb kG e(es)-a. a-e(es). d-a, a-d pnhyplbtpp: Pipwpwlypip pwnh wdkG vh
Gy mGh dpwiG vp dwiG. pugunnehiG £ Yugunmd ytpehG Awwmmwdh Ytipeplptp quiyp:

[rmbpgnipplwl Gnyi dugh YpyGrphtp juwd jw@whoayh gnpéwdning duglip, nphl bnwlwlh dte
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q. <hG Yunwlwpwlh dvwpqupkGhph gppinh b UikwnwpwGh pniwunyemG6 wpmbG inwGw-
Yuunp k: UnwghGGlph plptingnidG wikG dwpr Yupnn E Yuwnwnty. UibinwpwGp, uwugG, dhwyG
finglinpuwlwlGp whwh Yupnuy: Gpymub k) mGEG puntwyGliph Aintabwy onpugwlywnigehGp.
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U'wipquinkGlinh qppliph i UitiwnwpwGh pniwunyehiGp kpginid £ puwn YEwmwnmpniptiwG:
Fjuwanp pwnwqunG pGYGmd k dkswntinp:

R. ZU3UUUUY UESUAPNh@EhhLL

Lagnih jEwnwnpmiptwi GouGGhpp gnyg kG wwihu Yw'v vh dwyGwanph tplupnyehiGG n Ywp-
Gnuphilp, Yu'v gkgunud GG dh Yupkanp pun, Yud wipnfinud GG qubGuquG GuowunwuntphiGGhp G
hpwphg: UnyGG £ priwumpetwG ntwypmd E.- wn Gnié GowGGhpp gnyg kG wnwghu juw's awjGh
wliinnriphilp, jw'd pkgnnd GG nplak dwil, jud Awdwywinwuwpowtnd &G npn) Gwjlwdh-
onglbphl tr huqund &G qubGuqwl jwiqudbitp (Kadenzformen):

Ugu YhpwnndGlipG b Gyuwh niGhGuiny' YEnkpp Yupbh b pwdwGl) kpkp fudph.-

1. Stinpmipbwl GawGGtp. 2. Unnqubnipbwl GouwiGhn. 3. Spnfinptwl GrwGhp:



1. SthNNhEBUY vCULUE!

Ly vhwyG bpynt mtannnipbwG GowG' w. unin (0), wuhGpG' Ywpé, npp s2tizgnnmuwd YuGyp
o MU YwpGuglnud k. p. Eplwpn ("), npp y2t2vmuwd ywGyh- dwiGuanpG wlnpn? swihny tp-

Yuwpuwglnud E: Ugu Gpynt GouGGapG Ep npund GG nptak, punh 2iguimuwd ywGyh dwyGuanph ypug:
UG Ep wyG nkwypnd, tpp pGetpguwl dwdwGwy unynpuuwb YupéniyehtGG nt Gplupnyepilp
wkwp £ unbjwglhy' dwiGuinpp unynpuwywbhg witijh yup Yud wibih Gplup wpunwuwbhky:

Stunnniptiwl unynpwywl swihbnGbG.-

1. tipnmuwd ywGybph Awdwp' I

2. Cipuinuwd Jwlybtph Awdwp' |

3. Unnpwykwh, dhowytwh & prph fwdwn’ 4

4. dbppwlykwnh Awdwn' @-

Qupbih £ gnpdwdt) wippnjGbn (triole) i GUwG pwGhp:

Qwiwywwnwuhuwb jwiquadbtiipp' pGetipguwG uyqphG Yuwd YytipghG tpgunud GG vh phy nwiG-
nwnbkgGhkny:

Twnwp wnll)G wquun k, dwluwbn yappwytn - jwlGqwdbtikphg jwnng:

U.GApwdtow sk yaptionmd dowmuwunp Yapwny Gamuwd wannnipliwb yunhtipp fuuwnht Yhpwnty,
w)] wkwp £ nhwnty npwktu pnfiwbnp AhunGp, pwGh np pniwuntehiGp tipgliny fjuout)G k: Unyn-
pwpwp wdwlwyli nt nunwpp Awtwuwp ntimnyniepid GG:

2. LNV LNREBULL veULuE!

QugtipkGnud gkipnG pGYGnud £ pwnh ybipghG ywGYh ypwy: Bpp YypehG yuwGyh dwyGuannG
p-G &, wyn nkwypnud gkionp npunud & YtpepGetin yuwGyh ypwy: Unywlwl puntinh 2tonG pGyGmud
E wnwghG uGyh ypwy:

Unnqulmpbwl GouGGhipp npind B pwunp otiguinuwd dwjGuwanph Yypwy: ‘vpwlp gnyg bG
wwipu pwnh, Guuwnwunpebwi ququpeGulybwnp:

UnnquliniptiwG GwGGGENpG &G.-

w. 2k (), np Awdwywwnwuwind £ apnywywb Ynywlywb GouGhG (ausrufungszeichen) (!):
Clipnh quluwinp dwyGp unynpuywG YbpehG punuwqwphG vkd Yud thnpp tpywyG B cés Yud
¢: Cés -p qnpd £ wdimud unynpwpwp npudwwnhy mbmbipmd: Gpp ppwp gwwn kot GG yw-
onpnnud, wyw Yupbh £ wqun jud wunmh@uGwpwnp b GEny m heGiny wp nmwuwGl).  wiu
ntypnud wikGugnpdwdwwb GG gqluwanp pwnwjwph Entwyp Ywd punbtwyp, e ybpghG
pwnwiwph Ukd Yuwd thnpp tipykwyp' a, b, cés ta ¢: ChpnmwnpmptwG Gtikeh hmympuniyphilp
Ywhuntwd £ whvhswwku ywenpynn wmpnfimpliwG GowGGkphg: Gpp 2lignnmuwd punp dhuw@y k,
wwyw 2tipup, widhswwbu Yud shpunuwud dwyGp YpYGhnig jewny, helnud £ jwuenpn punh ypwy.
huy tpp 2tpunmuwd pwnp puguwywiy k, wyw wunh@uwlwlywG Yud pnhypwihG pupdpwlwip
YwGjumd E, npp A e dhwlnd £ yEptanmd Glupugpmuuwd E9ph plpwgpp. ophGwy.-
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p. Awpgwlhy (°), npp gnig £ wmwihu dwyGh wunmpuGuwlwl Yuwd pnpypwihG pupdpwlwip c-hp
Yuwd ¢-h b GniG dwyGh YpYyGnuyehiGhg wGdhowwku jhwng' hoGlyp b-h: OphGwy.-
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SpnfivwG jwlqudbithpp vhwglGhiny 2tipuimiwd dwjGh Atin' Yp unwGuilp wnnqubinietiwG
dtubipp:

/

3. SPNZNhEBULY vCUuubl

Bpwdonwlywl GuhiwnwuniehiGp Yuqung GuiGkpp ynpub kG.-

w. dhpwhbwn (.), np Awdwyuinwupwbnd £ iipnyulut YynnGhG (Kolon) Yud ukdhyninGhG

(semikolon): Ujuwtin &wyGp qiluwanp punwqwph pwnbwyhg heGnud £ wnwehG wuwnhGwGh
Ypwy Aintibw) yuliqudbtiny: (*)

s N—

p. wanpwhbn (,), np gnig £ wwhu dwyGh Eepp qrluwanp pwnuwqwph puntwlhg vkd Ywd thnpp
tpihwyh' ikntithw) jwlqudking:

P A e L - 1
4L 11 1 I L B 1 1 0D 0 | V) b N 1
M . 1 b 17 T h AL 0|
o L4 B i
RS
o s

Q. prup (1), np Awdwywinwupuwlnad £ aipnuyulwG uvumpulybnhG, bipym YenhG, Y - uwwnphG
t @8hYhG, nphG yugnpmmud £ vh GuhiwnwunyphtG Ywd vh punh pugwunpmiehiGp. ophGuly'
komma- «3huniu’ wppwy ipkhg». Kolon- cwyuwyku nipkdG' opkGpp unipp k». Semikolon— cw-
uop wquun nidny Gpgnpdbny' huwpnn bu Jwnnowy Ypwy nju pGhyp»: cvpwlg Gw jupnyniyehil
2linpfitg Uwuinnidny npnhGlpp (hGhpnt' pwlh GpuGp hp winiwbp Auwawnnd kG»: Pagep gnig b

wwihu dwyGh Eepp, Awgmunbty' kipp. giluuwanp punwjwph pwunbtwyhg' inkwyh - Atk
1wligudtiny.

SEires

Unynpupwp pniph jwlqudbtp yuwnd GG GuuwnuunipliwG Ain wnwig nwunwph:

-

W Ykpowlkn (:), np pnyulywG YEnhG E Auwdwyuwnwuowbnad (Punkt): ‘bw gnyg £ wwhu
awGh Yu't EepG m kppp, Yud dhwyG Gpp giiuwanp punwjwph puntwyh' qubuquG upt Yud
pljup nlqudkitipny, np Yipwpipnud GG unynpwpwp YytipghG ihGq yuwGytnhG:

*

UikG putquakihg gkanng Juwpbgh £ jwd pun guGlnypebwl puwnwp wnllky, jud Guuwnwuniepilp
nwenpnh Atan juaybyny 2wpniGudyby:
Gwyugony dhuwnbuwwly duwgwlhGph dh pdphG pGhGnd E dhwgl dh yulGly:
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Uouph wyu GawGGlpp qpumd GG qdh Ypw). puwgwnmphG £ Yuqumd pnien, np qgpund k
pwnh YtpghG qph Yybpta ws Yynnuhg & plip nipnmptwdp helmu k Ghpphi. ophGwy' «3humu'
wppwy fipkhg»:

Ujuwhuny vtiGp wkuGmd kGp, np prpwpwlship Gowl Awdwwywunwuwmy £ qpuwann
pwnwiwnh dh npn2 wunh&wGhG, & np YewmwnpmppiGp vh dur (Jwdnp) pwnwwp £ Yugqumd
hGywku ophGuymuG GG:
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UEkwnmwnpmpbwl yhpowdtip siguinmwd dwyGh Atim Yuwybijhu, unwgind &G wjuwyhuhp 2ho-
wnwdbihp.-
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1. pGetipguwl uyqpGwdtitpp, 2. Guwunwuniebwt uyqpGuabitpp:

«L.

UnwohGGEpG kG jwlquwG Ypowdtatipp, np uljumy GG w. pwndnwgnn enhypny gjuwinp
pwnuwjwph wnwehG wunmhwbhg snppnpnp. p. wnwghG wunhtwlhg wunhwlwpwp pupdpw-
Guny GniG gqiuwnp pwnwjwuph pwntwyp. q. GniG pwunbtwyny:

Bplip nkwpnuiG £ qijuuwainp pwntiwyp AkGg uygpenud vh pwGh whqud YpyGnd k.
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NuwGp wGYywlnG Ypwny ufund &G tinkwyh Ywd AGghwyh pwpdpwgnn enhypny Yud

GnyGhuy thnpp Gpykwyny:
VwhuwnwuniypmGG uyubpnt dbtpp Yupnn &G d-¢ Sunwgny wwppbp dwyGkpny uljunthy.
wjuwyhuny Gpwlp GuhwnwumpbwG uyhqeh Awdwp wwppbip dabkp GG Yugqumd:
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UbpohG tipYynwup ympuwnpnien GG &G wnwehGGlph:
unp YuwwpwGh unynpuyuG yppwdaG k.
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by Shahan Berberian

GOMIDAS VARTABED
The Man and His Work

Published in Bucharest on October 22, 1936, on the
first anniversary of the death of Gomidas Vartabed.

The Great Loss

Gomidas Vartabed is no more. In the poet’s words “tel qu’'en lui-meme
enfin I’eternite le change.” (1) Death had finally come to release him from the
malady that had transformed him these many years, severed him from his genius
while keeping him as a distraught being before our helpless, compassionate
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 freely to contemplate him in his purely
spiritual aspect, as he is now in death received into Eternity.

I had met him, if I may be pardoned this personal reminiscence —I
recall it here because it seems to me significant as a matter of general interest —
I had met him in Paris about 1910 when I was just a young student. Paris
in those days was experiencing one of its most vigorous artistic periods. The
great symphonic concerts on Sundays, the operatic and dramatic performances
given in an atmosphere of boundless rapture contributed to and sometimes
brought into conflict the powerful and magical forces of music. There was the
g.gantic and still conquering force of the Wagnerian symphony, but then there
was also the irresistible fascination and alluring enchantment of the music
of Debussy and the other modern French composers who were now appearing

on the scene. Then again there was the unworldly yet barbaric and supsemely
del.cate art of sounds, forms, colors, in all their ineffable freshness, which the
Russians had introduced; those were the best years of the Diaghilev “esthetics.”

I was a student of philosophy but, with the infinite ardor of a novice in
the religion of art, I had been carried away by all these irresistible esihetic
enchantments.

What did the music of my people mean to me at that time? How did I
evaluate it in my musical conscience? Simply as a negligible quantity. In Cons-
tantinople, from where I came, what I had heard as Armenian music was the
chanting of our. deacons of happy memory. What did that have to capture me,
whose musical appreciation had already been formed by Beethoven, Schumann,
and Chopin? Perhaps deep in my inner self I had felt something vaguely, but
for me that something remained forever hidden beneath the strident discorcahce
of clerks chanting in unison and the choirmasters’ solos replete with languid.
plaintive dronings and superfluous Eastern tremolos. As to our national airs
like Arik Haygazunk, they were not even worth mentioning. They wer: as a
rule European music of the most unpalatable kind superimposed on Armen:an
words, following with senescent and feeble steps the only European rhythm our
deacons could grasp, the tempo di marcia. And so, as an Armenian, I had
never thought about the existence of genuine Armenian music, much less
presumed to reflect upon its potentialities and claims.



It was under these circumstances that one evening Miss Margaret Babayan
invited me {o her home “to meet the Reverend Gomidas Vartabed, master of
Armenian music, who had arrived from Armenia.” Though somewhat incredulous,
I accepted the invitation.

The Vartabed came. He was not handsome, quite the opposite I might
even say, in the arbitrary formality of his long, black frock-coat. His bony
features reminded me of diverse images of Socrates.

But a little later when I was privileged to hear the first melodies rising
from the keyboard under his fingers, and especially his own first prolonged
intonations sounding as if they were torn from our own rugged and soul- stirring
mountains, I again thought of Socrates but this time in connection with a page
from Plato where he likens Socrates to those big, ugly, and incongruous statues
of the sileni seen in the workshops of Athenean sculptors which, he says, are
merely receptacles that reveal, when opened, supremely beautiful statuettes
of gods.

This man like Socrates, I thought, was the abode of a divine soul beneath
that external form of his.

The Vartabed played the piano and sang. For an hour or more he gave
of himself wholly, as only he knew how, even during a brief moment. And
that evening I experienced one of the strangest manifestations of spiritual
life, a “conversion” deriving from a new awareness and discernment. Armenian
music, a music of the purest type, had suddenly been revealed to me, evoking
echoes in the deep, subconscious recesses of my soul. A new —yet very old—
substance had changed my musical nature, reversing it as it were. Through the
Vartaked’s inspired personality I had suddenly found myself face to face with
a whole musical fatherland, of which I also was proud to be a remotely connected
heir. I now felt that my people also had “their song,” which deserved to be
heard in the chorus of the most éxalted creations of the other great nations;
even though as yet modest in the outward scope of its lines, it was nevenrtheless
fashioned of the truest form of beauty. To hear Armenian music that evening,
I had come into that house like Saul and the Vartabed had touched me with
the heart of an apostle and sent me away transformed into Paul, as it were.

From then on I was his follower. It was impossible for an Armenian
possessed of a musical soul to know him and not to become his “disciple.”

Through him I was now convinced that what was happening before my
eyes, in Paris, to Russian music, was also happening and ought to be happening
to Armenian music; to contribute to beauty a truly characteristic essence born
of the musical soul and instinct of a profound nation, revealed through the
medium of advanced European techniques, which would triumphantly enter
the lofty realms of Great Music.

The Integral Musician

What was Father Gomidas as a musician? On the one hand, there is the
popular sentiment which considers him the creator or at least the recreator
of Armenian Music and identifies by his name the songs he introduced, calling
them simply “The Songs of Gomidas.” On the other hand, we find people,
frequently Causasian Armenians who know him only through his earliest efforts,
or others who are only semiliterate musically, who consider him merely a
compiler of songs and a writer of scores.



A true evaluation of the Great Master’s merit as a musician will require
a deeper and more careful examination of his work and personality.

Obviously the art of music represents a vast field whose cultivators
appear in manifold activities. There are the theoreticians, the historians,
and the critics of music who are concerned with the theory of that art; they
study its rules, they examine and evaluate past and present compositions.
There are also those who interpret these works and perform them through
the orchestras or choirs which they lead —the conductors and choirmasters.
Lastly, there are the actual performers of musical works, the master instru-
mentalists and singers— the virtuosi. Although these diversified activities
relate to the same art and require abilities common to all, each one calls for
its own particular technique, knowledge, and talent. Thus, often a person who

is brilliant in one area may be quite inept in the others. A composer, even a
great one, might know very little about the history or theory of music or might
not be an accomplished instrumentalist or a singer, and vice versa.
Therefore, it must first be noted that for Armenian Music Father Gomidas
was all of these combined; that is an integral musician. And we must add and
concede immediately that he was all of these with a truly original and profound
gift, a kind of genius.
The Theoretician

To begin with, Gomidas Vartabed emerged as the great theoretician of
Armenian music. Delving into the characteristic rules of Armenian music
became his great concern, especially after he had perfected his musical educa-
tion in Berlin. During his years in Berlin he had already begun to work on a
series of treatises, which are studies on Armenian sacred and secular music,
as well as the music of Armenia’s neighboring peoples. One of these theses he
presented to the Berlin Conservatory of Music deals with Kurdish music. To
appreciate the value of Gomidas Vartabed’s scholarly and theoretical researches
one must recognize the ideal and the spirit guiding them, which differ from the
principles that inspire the quest for ordinary knowledge. The philological and
paleological researches conducted in our literature and various other arts have
often been unproductive from the standpoint of a truly artistic comprehension
and of the potentialities of our more recent works, because these treatises
generally contain scholarship purely for the sake of scholarship. Enumeration
of works, classification, chronological verification, a superficial and material
description, disclosure of foreign influences and elements noted; this is what
has been done and is being done by our scholars and paleologists and by those
of other nations.

But if all this has any significance it is extra-esthetic; valuable only
from the viewpoints of the history of civilization, political history, ethnology,
and linguistics. All of these contribute but little to the true artistic compre-
hension and evaluation of works and especially to the creation of new works.
In this context the most essential thing for us is not the knowledge, for example,
that these works contain many elements borrowed from alien sources —there
is no artistic creation in the world that has not been influenced or materially
nourished by various foreign elements — the important question is: how has a
really new and original work been created from all of these innate or foreign
elements? The important thing is to reveal the rules, the character, and the
spirit of the integrating and creative force; that spirit which is the essence
of every true creation and which gives it value despite all the borrowings and
through which that work can be truly understood. Moreover, the discovery of



this essence can be of great value in creating new creators of art in the living
tradition of original style.

This is the spirit which has guided the musicological researches of
Gomidas Vartabed and this is what makes them of immeasurable importance.

I said that along with Armenian music he had also made a point of
studying the music of our neighboring peoples, Kurdish, Arabic, Persian, Geor-
gian, and Byzantine music. Naturally this enabled him to discover their
influence upon ours, but more particularly it enabled him thoroughly to under-
stand and point up whatever is truly original in our art, by which our art is
distinguished from the art of these other peoples. A superficial listener might
have confused all of these songs and identified them under the ambiguous
label of “Eastern” music. Foreigners have often been deceived by a few leles
and lolos and some extended drawls and have tended to liken Armenian folk
songs to Kurdish songs. The penetrating research done by Gomidas Vartabed
on each different type of folkloric music enabled him to capture and point up
the basic and primordial individuality of the Armenian song, as against all the
others.

He also studied the relationship between our sacred music and that of
the Syrians and Byzantines.

He did all of this not just to undertand Armenian music per se, but with
the perspective of recreating it in miodern style and also with the concern for
originality in future works; because, in creating Armenian music, ignorance of
its particular rules would lead Armenian composers to create works that are
colorless or simply bear a European stamp. On the contrary, as the harmo-
nizations of Gomidas Vartabed’s religious and folk music demonstrate. a sound
knowledge of the specific rules and general characteristics of Armenian music
—despite the use of European techniques— would result in truly original
Armenian works which would be novel and interesting for European tastes
as well.

To be convinced of this it is sufficient to compare Gomidas Vartabed’s
harmonization of the Armenian Liturgy with Egmalian’s.

Gomidas Vartabed’s published works on the theory of Armenian music
are few.(2) His more important studies on this subject remained incomplete
and many others were only in the planning stage, which is naturally a great loss
for the theoretical study and historiography of Armenian music.

But these few essays, lectures, and reports which he has presented on
these subjects, have fully revealed the cardinal facts about the characteristics
and rules of Armenian music. The Reverend Gomidas has already identified
some of the rules which impart a distinctive quality to Armenian music as
compared, on the one hand, with European classical music and, on the other,
with the music of neighboring countries.

First we have the rule which determines the original rhythmic structure
of Armenian music. We know that European classical music is based on 2/4, 3 /4,
4/4 beats, with regular and uniform melodies. In European music the musical
phrase is divided into a number of equal measures (as in the case of square
phrases), and, except for the downbeat in the phrasing, an equal number of
beats always recur in these measures. Hence this system of scoring European
music, which divides the melodic progression with equidistant bars. Although
we are now obliged to score Armenian songs with European notes, the applica-
tion of this system must not lead us to believe that Armenian songs have the
same rhythm and accentuation as European songs. Such an error would render



the Armenian song unrecognizable. To emphasize this very point Father Gomidas
headed the first volume of his published works with this important note:

In Armenian folk music the accent and beat are independent of one another.
Therefore, these songs must be sung in accordance with the meaning expressed
by the words and in close adherence to the indications above the notes and
not in accordance with the accentual rules of Western music.

And for the same reason, in his Divihe 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, and
variety. In a note on this subject found among his papers Father Gomidas says:

In Armenian music the measures are not divided according to the rule govern-
ing 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 free. 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 distinet 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 succession 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 music but only 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
syllables, and different types of these characteristic groups put together form
the musical measure. And these measures grouped together comiprise the musical
measure. And these measures grouped together comprise 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 short syllables with
“y”s, the long syllables with dashes, the accented beats with the accent mark;
commas are used to divide the distinct groups, and slashes to divide the
measures) :

vV & ary VYV = = ) & g el v

In-chu bin-go]e me-tar? Paghi pel-pule ge-tar,

In-chu kar-oyin arar? Anter u geri dar-ar, (twice)
V = ViIvY ¥V =v

Te le me konte hapon dekh konte / (twice)

’
‘; '-;V—’-—I ' —’-VV-L—

Dekh- kon dekh-kon dekh-konte hapon konte dekh-konte, etc.(twice)
Isn’t this in the style of the ancient Greek rhythmic form? Compared

with this structure, which permits unlimited rhythmic modulations within the
same piece, European classical music with its predilection for isochronism,
appears to have, from the rhythmic standpoint, a rather meager structure.
Here the system being much 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 rhythmic structure in Armenian music
will forever redound to Gomidas Vartabed’s credit.

The other rule about the rhythm in Armenian music which he has noted
is equally important, namely the accentuation of words in Armenian s.nging.
He has pointed out that in the relationship of words and music, Armenian
music has achieved that which composers of operatic music — and at that only
the great ones like Wagner— have been able to achieve in European 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 but 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 Armenian melodies and upon these Father
Gomidas has based his method of singing and teaching these songs.

A careful study of the Armenian musical pitch-tone led him into equally
important findings. His researches have disclosed that Armenian sacred songs
are based on tetrachords and that whenever there are more than one tetrachord
in a song the second one begins with the final note of the preceding tetrachord.
The pitch-tone of Armenian folk music is based neither on the major and minor
scales used in European classical music (although they are also used) nor on
the Arabic-Eastern diatonic tetrachord, but on other more numerous scales
which have won recognition in the works of classical Greek musical theoreticians.
Armenian songs are structured largely on the modes called Phrygian and
Hypophrygian, as well as on the Dorian, Hypodorian, Lydian, Hypolydian, etc.
This in turn differentiates the tonality of Armenian songs both from the post-
medieval European as well as the Arabic-Eastern. This in one of the reasons
why Armenian songs, despite their Eastern gentleness and warmth, are never
languid; they captivate us because they are powerful and limpid.

Having uncovered the distinctive scales on which Armenian songs are
based, Father Gomidas now possessed the principles which were to guide him
in his compositions. European harmonizations follow the rules of harmony in
thirds derived from the classical major and minor scales. But in Armenian
songs, which are not as a rule based on these scales, the use of the classical
major and minor thirds would distort the harmonic significance of the melodies.
Therefore, in his Divine Liturgy and especially in his folk songs he exercised
care in the use of thirds, preferring special and distinctive harmonic discordances
in fourths and fifths, which lend a particularly individual harmonic charm to
his choral songs that Europeans admire.

The results of Gomidas Vartabed’s researches opened vast and luminous
horizons not only for the comprehension of the Armenian musical structure but
also for the appreciation of Armenian history and ethnography. These findings
demonstrated that Armenian folk music derives its origin from an ancient,
pre-Christian tradition and this has given renewed and unusual proof of the
Phrygian-Aryan origin of the Armenians. Through  the facts set forth in his
reports, the musicologists who attended the 1914 Musicological Congress in
Paris found themgselves confronted with significant revelations. In the light



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 he was not a scholar who merely studied his theme
superficially, objectively, but a genuine 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 this point people who underestimate him shrug their shoulders and
say: “Gomidas Vartabed was not and could never become a creative musician,
he was simly a compiler and harmonizer of songs.” But the question is not
quite so simple. It is true that he himself did not create; the few well-known
pieces actually composed by him, generally written for festive occasions, are
small and second-rate and he himself did not consider them important. Was
the ill-starred Father Gomidas not able, might he not have been able, to
contribute his own personal compositions to Armenian Music? We must not
judge. We cannot give a verdict. He had never given much thought to it. More-
over, he believed, as we do, that he had more urgent 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 maturity. All of his close friends 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
which had impressed me deeply.

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 music, or even with a potentially
gifted musician.

Father Gomidas has, in fact, endowed his harmonization with such novelty
of scoring and originality of style, that they transcend the limits of ordinary
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, guided 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 selected songs by divesting them
of elements originating from alien or popular distortions which had been
superimposed on them and had warped their quality. And so he restored them
to their original, vigorous splendor.



Armenian Melodies Purified

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 simple one, of sober and virile lines, solemn even in its
joyous vein, and blissful in its moods of sadness. It is rational in its structure,
yet amazingly vivid, profoundly vibrant, as well as forceful and gracefully
pleasing, and —the supreme mystery of its ineffable charm, I might say sublime
charm — a majestic, soul-stirring ascent towards a mystical divine presence.
The Armenian melody thus transmitted to us by Gomidas 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,
it is also Eastern. But in the last analysis it is neither the one nor the other;
it is genuinely and distinctively Armenian Music emanating from the Armenian
mystique.

The Exacting Task of Composing Accompaniments

In order to introduce these melodies into the modern world of Great
Music, to make them palatable to discerning and refined tastes, it was necessary
to harmonize them in order to make them thoroughly appreciated for what
they really are, apart from European tastes, and to set to full advantage their
own innate musical potentialities and bring these to realization. Piano and
organ accompaniments had to be composed for solo songs and the ones suitable
for group singing had to be set to polyphony.

This was an infinitely difficult task. For the usual artist nothing could
have been easier or simpler. He would already have the European chords and
he would know the classical rules of harmony; all he had to do would be to
apply these to our songs.

Moreover, this kind of harmonization was nothing new; Kara-Murza
and Egmalian had applied this method to a number of Armenian songs and
to the Armenian Divine Liturgy.

But for Father Gomidas, the supremely refined and sensitive artist,
the problem seemed more complex, more difficult, and more exacting. These
songs were unisonal, and had been sung that way by the simple rustic voices.
The musical instinct of the Armenian nation, coupled with the scenic beauty
of their homeland, had imparted to these songs a musical hue of such delicacy
that their essential quality could readily be marred by the very first contact
with European harmonies. Our songs might be smothered under the heavy
wrappings of sophisticated European harmonies. What would become of these
little wildflowers of music that bloomed and thrived in the freedom of Armenia’s
widespread mountains if they were plucked from their native soil, transferred
to the big cities, and placed in luxurious vases to adorn the mansions of
European art?

It must be conceded that Father Gomidas did find a really ingenious
solution to this problem.

The Selection of Harmonies

At first he made a discriminating selection of those harmonies and
harmonic successions which he used in setting to polyphony both folk as well
as religious melodies. These are not 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 which 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 harmonizing. 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 accompaniment of one or more different though related melodies,
he would weave a garland of melodies around the main theme and produce
polyphony. 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 its spirit, but recreating it with numerous
facets and making the main 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 mgpin theme
of a song we sometimes find that he has evoked the echoes which that song
would arouse in the Armenian mountainside, as in Sareri Vrov Gnats’ or in

Gali Yerge; the beating of the drums and the tapping of the steps accompanying
the dance tunes, Hov Lini, Sona Yar, and in the marvelous nuptial song Aravodun
Pari Lus; the 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 waves 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 only 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 once. His
early works, particularly his harmonizations of religious music, are crammed
with the close harmonies of the German classical and romantic 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 light and sprightly
rhythm.

And he has drawn across, or rather through, our enraptured hearts a
chain of these songs that embody the whole life of the Armenian people, who
toil joyously, dream rapturously, love purely and deeply; who yearn with sweet
chagrin, and become ardently heroic; a people who are essentially and abidingly
devout; his intrepid and joyful songs of toilers, his moonlit nuptial and dance
songs, his sober and moving songs of love, his songs of boundless yearning and
sorrow, his truly sublime odes and chants. The entire spiritual life of the
Armenian people depicted in music — recreated, transfigured, and resplendent —
lives again in the art of Gomidas Vartabed.

Presented with such consummate art Armenian Music, with its unusual
melodic sonority, the bold and non-classical originality of its scales and
method of composition, its polyphonic style and typically colorful nature,
thoroughly suited the musical taste of European modernists, and it was therefore
enthusiastically welcomed by the exponents of the modernistic movement.
Through Gomidas Vartabed Armenian music coming down across the centuries
had suddenly leapt into the front ranks of the evolution in musical art.

This was a great honor for us. We owe it to him.

The Conductor’s Magic Power

Gomidas Vartabed would arrive in a city, hastily gather some singers,
often devoid of any musical education or training, and with such elements
organize a presentable group within a month or two, sometimes only in a week
or two, and offer first-rate concerts. We know that his method of teaching was
astonishing. Those who are acquainted with the art of directing an orchestral
or a choral group or who know something about music will realize that an
accurate performance is only the beginning and the elementary stage of the
actual goal. The essential problem is to reflect the expression, the nuances,
and above all the musical feeling and spirit of the work. General musicianship
and mastery of the art not enough for that. With such general knowledge one
might produce only accurate but cold harmony and polyphony. To achieve true
musical enchantment one must also possess, above all these talents, a sort of
magic power, a gift with which few conductors are endowed. Father Gomidas
possessed that gift in exceptional abundance.

His hands (in which he never held a baton so as to keep them unham-
pered), his face, his whole person transmitted to the singers an indefinable

magnetism, 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 Exceptional Musical Director

And it was this great enthusiasm of the enraptured audiences that rang
through the unceasing applause. At times it seems as though the ancestral
spirit had been aroused in these Armenian crowds. The long-dormant national
consciousness which suddenly animated their hearts, coursed through their
veins, 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 that Gomidas 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 all 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 a Voice, But a Soul

He was great as a director 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 Vartabed sang, who gave a thought to his voice? There
have been and there are many beautiful voices, undoubtedly more beautiful
than his. But few singers like him have ever come or will come to this earth.
Of course. his voice had remarkable range, depth, and power, sustained by an
interminable breath. He had a marvelous quality and timbre, despite occasional
dim and throaty spots which seemed to add a disturbing note to his otherwise
clear and resonant tones. But all of these paled into insignificance before the
characteristic expressiveness of his singing, his ability to express meaning,
nuances of feeling, and shading. Added to this, there was his ineffably fervent
spirituality which gave an innate loftiness, majesty, and mysticism to his
singing. He was not a voice but a soul.

With the aid of his intuitive faculty for discovering the essence of the
Armenian musical style, which I have already mentioned, Father Gomidas
discovered and then gave to us the precise and genuine method of Armenian
singing; the Style. This too will endure as one of his crowning achievements.

In his rendition particularly of Armenian sacred songs he discovered —I
might say— the Mesrobian Style. I say this because his style of rendering Ar-
menian sacred songs had a mystic kinship with the yergatakir (uncial) man-
uscripts of Saint Mesrob’s era, with the syle of our Golden Age authors, and with
the structural style of the great period of our architecture. The same unaffected,
forceful, restrained, stirring, and mystic essence is revealed in them as it is in
his style of singing. All Eastern influences had been forever discarded from: that
style of singing, and yet it did not fit into the European pattern; something
enthralling and sublime radiating from his Armenian soul and faith gave it
a spiritual quality. I wish we may never lose that school of singing, that Style,
which he had discovered anew.

The Personality: The Spark of National Genius

There is, however, a fundamental secret hidden beneath all these
superlative qualities. The theoretician, the composer, the conductor, and the
singer in him were what they were only because they represented the outward
manifestations of one and the same essence under different aspects. Beneath the
theoretician and the composer, the conductor and the singer the same musical
Personality radiated the essence of a man inspired by the same intuitive light.
Gomidas Vartabed put his whole Personality into everything he did, into the
least song he composed and the least note he sang; and that personality
undoubtedly possessed a spark of genius. Not a personal genius, if one may say so



—and this is the essence of his character— but the spark of a national genius.
A kind of impersonal vision guided him in his work and a sort of impersonal
animation filled him and pervaded 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 light.
He carried within himself that spirit and it felt holy, it gave him faith. Because
of his personality and his nature it was as if someone from the distant time of
Saints Sahak and Mesrob had passed through Armenian life and into Armenian
history.

The unity of his very being . . . held together with tremendous will
power and intense effort. Alas, that body —that substance which is 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. And so the gifted and ill-fated Father Gomidas lived 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 Apgar,
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?



ndfunwu "L["l"/’ bpbp vwdwhbbpp npnbp
bpuwdynuwlwl phgppbbpne hp Jbpupbphl,
feprun quwlblwl bl uunbgaft wnwplp 9
aananp 1909—[:b l[pl{[vfl U. l\faf/uu&bm/ lf“f
gpp wnbniwd be neqoewd § "nllflrlrlbmi: Nessern—
rbwpel: Yp 4pt Vunppuppuwpwinh Updwiwgpn bl
"‘/ruub[vb 26 anLLnuu[r 1909 Pnuullulbc ke 845
Prowluwdwpp :

‘Innl'[rmwu !L[u}-/: wnyl bwdwlp ll[rofuullwfl d‘"llﬂl{/’ 29
Ln/- 1908 frnewlpp gpnffbuwl wunnwufpuuwbl § be hp
0wk pp Quyjbwgpud wunnwpuwahl bpgbgnqnofdfch-
Wbpp - f'qaf/v,vlluub '”mm[v/uu,v‘e/' 26 Bna_fnu.m[r 1909

wh rgndpti: Nwinbbup SEnbibugl k.
1 (id L

UdbGwywinpe
Nwwnphwpfh Y- NMnjun)
S. Vwnpknu Unfbyhulaynuh haihpbus

UdbGwwywunhu
Rwpap- Uppuqub 2wjp,

Uwnwguwj bt upinhu wlywundb|h by nipwju jnignudny
Yuppugh UqqujhG YbppnGuljwl dwpsnipbwl Upolw-
fuG dnnnyh hwdwp 56, 1908, 29d-U. Zw) Gpwdynni-
phiGp wwjdwnwglbint gnybh Gwpwléwplypnipbub
bnwlnn wngnpniwé  julabwpwpughpp: Ubynih
ywpufu by hwdwpnud whdhpwytu yuwnwupwbhb):

U..- bedhwdlh Sty bpgninn wpnh wwwnwpwugh pd
uppwgpwd bnubwllbpp vwluwihG wlunhy bG: Y'wp-
wnwgpbd by YupbjingG guh pnunny Y'niquplbd Sy

qnuhsSuv.U 4 U.MUAESh
GG vUUvLLE ML

ophGwl Gwj* buv vhrup bipnywugh Ghobpny gqpniwd:
Nuquplybipfu £ yunupugh vhwaw )G bpgbgnnnipbwl
vhw)G uppwgpniwd funplbpp:

P.- Bplawl wwunwpug sbd gqpbp: Uyfh wnwy
niGbGuwny wuwwwpugh bpgbgnynipbwl  wjjuqui
prjulnuyniphilp sk Yupbjh Jhwywnun® ulqphg
vhGsbe Jbpy vhwjG bpléw)l Ywd bnwéwjl, funw-
4wjl, hGquwawjl by wjG qpby, wy pun ywhwlbydwb
bpudynwywl hhhunpwjulub br  gbnughnwulwb
optGfGbph* wkwf k |hGh puwn wbnunjG SLY, bpl, bn,
fwn, hhGq, Jbg bt wy) awjlny nuybwlniwé: Mruwnh
hd juqiwd puqlwaw)l wwuwpuqp dthwlbqudw;l
wljwpdwp k U. Nnjunj bv wqpbgnipbwl wnwl plhws
Jujpbph hwdwp:

Vwp' whhpwdbyn b ybpulubqlb) wqqujhG bpqu-
Yl hGyhiGp, np Swhjwuwnwlh hwjwplul funquflbph
bu GnjGhuly Gngw jwpwlhg qhunbph Jke* puwn Uhdh
dwuhl Ynpwd k. pugwnwytu ubnilny b6 wnlnud Jh
wjGyhuh hﬁzhLﬁl’lg, np onwp-dbnly t gqnipy hngbunp
Junul sbpdniphilbhg plnhwlunwlp' pdpbglng by
wib|h gqnuwpfwuglng b, fwl ¢bpdbnwlnniphil by
wnopfh wpwdwnpniphil wnwy pbpnn:

Gpypnpn ' wqquhl hGyhoGG nv wnnqulnuiphilip, np
wqquyhl bpuwdynnipbul YbwGfh quplybpwll k,
ybpulwlqbbint  hwdwp wknf b Gwhwuywnpuunb)
bpwdhyn-nypuybwlbp, 2wj bpwdynuful ngny b
wpnh pwpépwgnjl bpwdynnipbwdp qhliniwd bu wyw
ywin qgniywinp Ubpablw) puqluaw)h bpgbgnnnipbwl
Yhpwnnipbwl, npytugh sp pbaynih pGhYy wqquyht



hGshiGp, wnnqulniphiGp, bibikyp, nipbdG by wqqu-
JhG YbGuwpbp bpwdywmniphilp:

Zpw)f Yupnn t wlk, GnjGhul Shwéw;G bpgbgnyni-
philp, bpt® wuwwuwpugh bpgbph nipnyG pafubnulne-
pbwl hudwéw )G vbp puypuybwlbpp hngbunp qqugnud.
Gbpp npuwl bu thybyny byuBwlGbpp bybikgGbph kg
hwiwnwmgbwy onily, wnwlg gnnoud-gngnudh, wnwbg
Upgnulh, wnwlg fhtfp wwpnipnng gbngbnuGfGbph,
vhwjG punbph hdwunhb Sty pugliniwd hwdwywunwu-

owG* bybikgGbpp h Ybp hwGb(:

8ppwif puqUwéw)l bpgbgnyniphiGG ufwlsbibug
ufmﬁzblb t, bpk hwuwlh nv ubnh hudwyuwnwupwb
qqugnuflGbpp h Sh anynibiny bG hGynud, pul bpt
qnpdh qniju k wlghj wlqkwn, GnjGhul gnqup bpgniwmd
nkyfnud, Juwpng bt Jhwyl puwqlwpht 4wjlbph
wllhwpwl qniquhbnwlwlniphil wnwy pbpby, np
gbnupnibunwlwb sk:

Uwuwnsbinyd h hwdpnjp UdbGwuywwnhe Rupap

Uppwqlnipbwby U. UpnjG JGwd |fnbGwph
Uwnuwj b pnynpwlnikp npnh

YnNUhSUL.U 4 U.MHMGS

1909- 9 U
U- bplhwdhG

Unlb bwdwlyfls 'uunl![uu[leulluuflll ul'" "~[luub[vil
duwlpuwgpnoffbwbp wnwly, §p qubindf 'Ipoiuuémil J'llllllll[l
29 8:".’::".‘",1 1909 Pruwlpip Sbunbibwy nprynedp, ap 4p
wuinhuwhfp bwhe wnwpbpl jucbinewdp bqng Juwinpn
bwdwlypl :

‘d.'"l"‘lﬂ eru.fu[m[r 27-fp bpuwplh JEP npmbyg
Qunpluwluynffbwl gfp Jp neqaby s. 'lru’[unmu 'Lu'["[-'['
br qeuwgdwby be wifpunnwufpipuwluwl Jb& Qulipbpncl
Swdwp, p pupbluwpgndfdpet Zm/- bQInllr,Ln/ bpuw-—
dprunncffbwl, bnyl uninkl pdwghby S Yndpunwn ‘LI"[/’
P ‘lbum[v/rnl U. "m:b[ntl[r 'wale[: dbnwagpbpne JL§ S.
s,ntwm U. b"l"'l’ wulplt 14 wwpp wnw qowd Swy

[quqw[uuanFluub Iluﬁ:nbun}['lvgﬁ Ja "l“"’"tbﬂ ul[un[r
Ill‘lqnl.ll~ ‘.f[n.u 1["'["4' ulmmzwﬁ q.uunbg [111 ulmm[uuuuuu&
ne mulw& Zuq Jul/fuu*pnn.ﬂlnub Il.uluﬂl%[llretil oll[lbﬂlq "E
ik

Jnlllu[u (ml,q wbovwe Yk T[’b[ ‘Ibum[l[rnl ”-
ullulziln,lq.[lil np s. llruf[nnmu 'LI"I‘ -[l [uful.luu& ‘lnuuilv—
lt[ril u(wmﬂtbc llunf ["‘-“‘""9“‘[’8 '[un.Pru[ 1”144‘ U.
b pusdps Unyl dwsprusugbnfs:

USBLVU b e USEvUMGS
FvELT- 4/ 1-6-%

(WbinGy Byuly- Tnipbwi)
27 8n G- 1909

Plcbp blhwink;: "E 4pt bmyl Proslwbp be u(ld-
')-Iruub[lb 844 Pruwlwdwpp : U’l”l‘".l" uy I'qnf[lplbwb
"""’[’l’“’[’@,’ 26 Bncbnuup 1909 Pnuu&[vlv Jm&mq.luu.—
wabc th quafw(nfnun b["‘"z""“ft"'ﬂ Cuqllmllwil
Y27 leilmil/'zblnu.b repf pp fuinwpwd mivncdbwfi-
fuinwpbpugnpdbyne Swdwp fp piqpl apuybugh pp

UdbGwywwnpe
Rwpap Uppuqul Zw)p,
S. Uwunpknu Upfbyhulnynu bquhpbwb
Nwwnphwpf Y. Nnyun;

USbGwywwnhe Skp,
Unphg oqunibyny hwdwpéwlniphil b wnlnud Sh

Yupbuinp pGghp wGbyne:
Nuywnobwlwl wwwnwupwlugphu fky jhoniwd’ wu-



wwpwgh uppugpniwd  bpgbpp Ubé  Ywuny] jnyG,
wwlhy, wwpuhly bv wpwp punGw)thnp byuGwlGbpny
bl juqUniwd: bu pwlwgh brwép hGwpuinp swihny
Jupfwpbglbinu bp |bqnih wnnqunipbwb opkGfGb-
phG: Pwjg, npfwl kj jugnnbgw) h plphwlnip Yuy
hwunwwnby, wjGwjGnihbwnbt owwp bl by fnipugudny,
ingw wpdwd qqugnidlGbpp sbG hwlwywinwupw Gnud
Ubp upunp ubhwlul jonignudGbphG:

Npytuqh Yuwpnqubud hdnuwll odwbrulws (hGby
plhYy mqqujhG bpwdywmnipbwl hhfGwinp hwuwnunni-
pbwl, Gup ' ujuw) jwin fwlnil hwuwlhgu hbnbibinu
dnnnyb| bu qph wnlb) hwj hngbunp by wyhwphhl-
ghngnily byulullbpp:  Gpypnpy' U.  befhwdbh,
UbGbwhyh, PbpihGh, Pwphqh Zwj abnwqpbpp
ypywbny hwlbgh bu h h dnnnybgh pninp hhG huy
bpwdynnmpbwl puwqupulnipbwl Ybpwpbpbwy ju-
GnGGbpG nu opkGfGbpp by Yuqubgh vh bpwdynupwb-
quuughpf: @kby gnipl hp GwlwwwphG b qunb,
uwfujl nbn  wwlwunud bG hGs hGs Ywpbunp
wnnibwGbp:

Upy, UdbGuwywnhe Skp hd, Ybuwphny U. TFwbhly
Yulfh ébnwgpbph Sty Sppuwwn Uppuqul Mwbwl qunby
tp nunpy 14 wwph wnwy th YuGnGwghpf huy
pwqupwlnipbwl JwuhG: UGShpwytu nhtbgh by
flnpbgh, np* jud niquplk, jud wpnwgpb) nwy by
jud nuuwllupb] wwy hd hwynthG: UwluwiG h
qupfuliu unwugw) vh qhp, npny wnwywplynud kp hGa
Ybwpb) 300 nnipjh bu ébnf pbpby wjn Gnpughun
dbnwqhpG* hpp ubthwlwlniphil: Gu h yphéwlh skh Lh
wjnyhuh wyopkl gnpd Yuwnwpbny, nwunp, ShGshy
opu, nunhn 14 wvwpnuwl pGpwgfnud wpwdu pnpnp
Jjowwnpnn  ppdnulGbpl wywpnhll wlgwl'  wyy
dbnwghpp dbnf pbpbnt by nuunudGwuhpbine hwdwp:
Ny nf shwuluguwi wjl nunb Yulhhép, np bu qqugh:
‘*hdbgh GnjGhul hwlgnigbw) ZwjpwuybwnpG, puw)g
whwnwppbpnipbudp Jupéwwnpnibguy:

Ywunwpbjuytu Juunwh Qbpy whpnipbwl Jpuwy,
plypoud bd, hpwdwlwgpb) wwf, np wyn dbnwqhpb
nuquplynih hGé* gnGk wpunwgpbint hwdwp:

Uhwl guGyniphiGu b pninG huhwqu £ pwlu) wjl
Jupwgnjpp, npny dwdlniwéd bG Sbp hhG bu plhy
bnuGwlGbpp* Ubp upwnp b hngnt wnuwy:

Bpp wyn dbnwqhpl wlgGt ébnu, nibbgwdu opkGf-
Gbph Ybpw) wlynipn wibjwGwne bG Gnpbpp, npnGf
wibih  ghipniphlG bG pGabnbnt hGa op wnwy
hpuwywpwl hwlbnue ybp bpllwjhG dwfnip bnubwy-
Gbpp: Ubp brwGwllbpph qhunp hwdwplwphwjhG
bpwdynnmpbwl hwdwp Ubd Grubwlniphil nibh:

8nju k bnnud, np Qbpy bdbGwywinninipbwb hqop
QmJGE ybppultwn whwnph nlGk wju wjnp wlnip
ppulwlnipbwbp:

Ubpnnniphil hwyghiny Qbpn Pupap Uppugqlniphi-
Ghg wuwnfwnwdu Gbynipbwl hudwp, quihu bd Ypyht
JuGnpbny, np Qbp puqiuqpun Ybwlifh Lh Jujplbwbh
kyp hwétf hGa yGnphbn:

Uwunsbiny pnphG wlGwédnipbwdp b hwdpnjp Uppu-
qulb Ugnjy SGuf

Qbpnuly UdbGwywuinninipbwb
JonGwph dwnwj br wGaGnikp npgh
YNUhrSU.U 4 U.MHUNES

19099 U.
U- kylhwdhG

beprpae wr he et 19 Uwpe 1909 Prcwhuwlp
bn/bu{tu AH-r/r wnbncwd 4‘ U. bflf[twbbth b nLrlrlnuub 4‘
wunnpfuppulul  Sbquuwé Uppupniip Uppuquip’
apnch 3 Uwyppy 1909 Rowuhpp dwlwgpndfdbuwdpp
Jprewd § Ypobuwlyuly dagndfil: ""‘“"[’/"”I’P‘“["”b[' Upd-
”'/n_wb/:b ﬂnuul[u.lbb 4“' 3 uu[['/l[ 1909, /Mlll Pnl.u.l<uufw-
re’ 3369:

UnJL Vs duwly e SEP llnlf/lmulu ‘LI"I" ll'wbrl,[uull.uln.fuu/
b virpusssgbs” Guuinsupasd fumusnncd s bl guogni BE
16 wwprnosly wyfuunnwipl Jp bup huwpnqugwsd £
4wlllwl[u.:b /uuulli[nu_b (/u.nuullulfl wanul/rfl Al_milbl: u/”
waflpe pklp, np Snghbpnyu & Ulpepy dpg-
Womru[rbwb (1881-1959), &dnewn bpwdpmwgbin Sngb-



[y 5. upluu4unf U. ‘FCLJ- l'-ultbwbll (1869-1958)

Ybvuwgpnffbuwlp JEP (2) 4'puk F;—‘ Jbpffiu 'hn’[nnmu

'L["I-'[’ wyu qupinbncffbuwl qbd yunwupueh Jpoinncwd £

(Sw&wlv)lr JEY, vwlpuyl wnwlg yfobyne Proulpulp :
Luu’wq,rb wunn8§up Sbunkbibuyl £.

Rwpap $bpwyGnph
S. 8nJhwGtu Upywpnibh Uppuqub Gyhul-
Nuwnppwpfwlwl Sbquywh Zwjng Y- Mnjun;

Uppuqul 2wjp,

Lun jwlébwpwpmipbwl Uqquihf YbppnbGuwlwb
Yupsnipbwl Upobwlwb dnnnydh (hwlwp 56 1908, 29
dU.) vnuwnwugb) th pGyophGuyby vh vh ophGwly hwj b
Bipnwwgh Ghobpny Ubp U- Quunuwpugh Thwéwjl wjb
bpgbgnnnipbGEG, np gnpd t wédnunwd Uwyp Upnn U.
Egthwdlnud: UppkG Jwfnipp wwwpwuwn kp hw)
Ghobpny wdpnnpwytu by Gipnyugh' Ywuwdp, bpp 16
nwpniwl wiwwnwbfu wynniy wnuae, quuy dbp hhb
powgbph bhfGwlwl pwlw)hG by ujuw) jupgu) wwupgq
jpwqbpny qpnuwdGbpp:

Upn, whwh plopbd, np vh wndwdwluwly Ypyhk
oupniGwlnih unynpulwb byué bpgbgnymippilp bu
bpp pninpndhG  hpwywpwl b6k Jdbp hwGwpby
GwpGbwg hngbpninp bpwdyuniphilp, wjl dufwbuy
wibh jupdwp £ dh phphwlnp wwunnuughp jnby hwy
bybnbghGbphG, np JUbp wlalnipwg GujplGbwg hqop
wphilny jwnujyniwé unipp wwlwplbph hwuwnwhhdG
JuwdwpGbph wwl pnn ybpuwnhG hG3bglbG bp wwupq nu
Jubd wqqujhlG byubwlGbpp:

Qbpnudy Pwpép Sbpwylnphnipbwlb

- jo- &- bunpgp

1909. 19 9. YNUhSULU Y U.MTHUNBS

U- kplhwdhG

(*) «dw) Jwlpughwnwl», Mo fpk;, 1938, k' 821

8- %-- Ubuwphnj U. Tubhky Yulbfh bpudynuljub
dbnwugph Ywuhl gupy wbnbyniphil jnibhd: hwugbph
irht nrunwfGuwuppniphilp thnipuglbynu hwdwp wpn
Yupbinp b wifkG, GnjGhul sGshG wbnblyniphib: bpt
gupy plnophGulwd shG, 4p pplypth, np bnwghpl
nuquplnikp hGé by wpununpbinig jbwnng wlshpwyku §p
ybpwnupalth: Ywpnn bG, gnpdhb wldwbop Swpnhl
GUw6 ppwqbpp 2thnpb) dnwn b uppuwy wpwnugpb), npny
gonpdl uwibjh Yp ndniwpulim) nrunid Gmuppoipbw

vhynghl: Unphgwhwh plnpbd, np wyu fufpusn fupbenp
gnpdfph npulub pGpugf wpnih:

YnNUPSUU 4 -

Unybo bsdwlyfpis banfpls wy lhusy Ypoluwlyusls dnngndpl 22
Usyppy Prcwhpp Sbnkibuy npryncdp, npdl jujnbp fp
punluwy Ft‘ dbnwgppp pbn $k vinwgnowd: Buwnwfrlyu-
JbY wnwgnikyng lhuf[unmu pg-p qplnusd oLl wy
whdwhofd hp Shusy : ll'm[vft qfrntiuy F"‘ plug byuwd bwyu

dnnnyu Uwyphy 21-h GhuwnhG npnbg
YpYyhG wGqu qpb) S- Spywn Gyju-hl np
Jh2bw) ébnughpp npyk doipny: Quyu
hunnpnb) $- Undhwnwu Qwppuybwnhb:

22 Uyphy
Uanb Gurnyhp Uanb Guybwn
YUEL T U/ . b- %



OSU.MLGME uNUPSUUPL UUUDPY

1914 Fﬂmqwil[lb ¢w[l/ul[r b[uufzu-uuq‘u’l (q.nilqlrtu)
[lb lftf‘ nep Cwuu@nuub t[vb mz_/u‘u,r<[: 11].;““_,1[1
b{lszmuJ?"mbb[rE, lInJ[unmu z“'J dngadppulpul be
{ngbunp bpgbpt puwqlugwsd Swdbpg dp wint
Cﬁw”bblna[ blrpllwl bgnng bpguwlwhibpp :

dnqodppuluwlt bpudynnffpibp, fliybe wpoph
[un:{r[-, gnofdwip bpgbpne Jwupl inncnd whnp puvw—
[uouru.P[qubbpa ugbunp & puby, P& 4uufuul.ru_1’m[r['
b[vumb[rtfl wd vl webyfp Puwbljwgpip bpul:

bpp l’ﬂl’[’mwuc r[.u:ziuuzfn:_[r[r down busnbgue Jbhgdo—
pkb bpgbpne Swylwhwh bpgbp , nebligfp Swuwpuwlyne—
F/u.flc ew{twgmb Affnagblv 4‘[1 (e, b “’/b‘"b’l llll'[lba
wyl if bR 1od Sy ppr wyb ghpugnyl "l“'["l""ﬁ["‘bﬂ -
np bp pluf Swyljulwl bpwdyunn FEubl :

SrESE MY UBLLER
(UnpynGh-2wdwjuwpubh gpodbuton)

wwufy wnbgduwgnpdaf@piibpp be bhbp bd  wyb
wwgbin &: My dpwyl Swybpp, wyy nqf bpwd gl
WL”L,IE:

¢rND- LU

p‘ﬁ&lﬁuﬁ th Owboﬂmgmj ng l’/lu.llil <“’J b,'?[l?ilbp"l.
be b,ou/rzmbb,rnL, ul/lbl.‘ Zml annn[[vr[mllmb
fuinwpnowd gqapdhl llru’/unulu le,u}mulbm/r, np n'}

mbn(t wz[uwanF/u.bbb[rc- .o Lu{wmw[lu t Snu pt
ba.[rnulw wa:ybbl b[uucfzmna.ﬂbmil JES z[mpulbme I
<mJ l’l""JZ""""F/”‘bE T lluufnc.pf "E" & ln_[rnu{mllwi:/vb
Ee w[vbl_blbwb[rb J[vfbn.:

®MNd- 2U.rSULY

bﬂt lllu’/unwua 11114'[1 J/leil (ub‘l’nl_bl’»b‘ “’J'I‘ Mll
Fuu_mllwb u[[un[r YJIeld ‘l/"’e JE& wpnu.bumuu{tm
Swdwpbyne :

SEMhhUB

1899 Rruwlubfpls Vbpipip Jpfugqqupl pblbpne-
Phuk dmupli, sporp Shuy phidnasbaylfs Qniffb
whgudb &y np Nopypifp JE) wypypuf quospounc—
Ppet dp hp lfuppugncp be goegh gupq Puphqp
Sp Qs gaasy s ploil b wliggusdd Uil sy qussssfuounc et 3

lll"l_mb:

drPND- OUYUM DI UBTLN

llg qw,ufwbuuf 'huf/ruuuu/l m/unwllm[r? cinl,nLinullnL—
cLbbpnch wy cuuﬂ we plwbwyny dngn wh
r Py L 1 1 e



wbde & R pepbe Vbppupbwlheqg be @Y pppbe
YELET EHNY
(LpbGGwjh Zwdwjuwpulh puuwlvou)

N np twfpwqubgn fbul Jhquopubpp wpnp pbl
whgphby gqbgbgynGhebbbpl wyqg wpnibwnfpl, ap
My dp" wafosopSh I8 Sl Swinply’ yumpSup
dynnfdpel dp, np wdpnqumbe wpwl 4p plop be 4o
Snufp pusybu Pnep Jp god, Pupwbghly be wpwydwn:
Upbe fuy wyn bpgbprel JLQ, puyg np pung wpbep
Upwppny be 'wpu&muuuubll whwaunnbbpnch (nyu JIp
gmppbpnit. .. Quwjwuinwh plinpbuy  wyfuupd Jph §
be pwphevbpp 4 prwyrh Jupgnik. .-

LORD LULNRU

wuyinolry, Wbinnibgue Swy gheqbpp be Swy gbafnilyp

Phebl bqnq Swy bpap JLhpl-dbhply quuwenpby be
whinbg wybpuf hbhguwip ynciey be Sbpguy e @
wncwe, np wyuop Swy bpgp Swy dywlhn,@p
pmum[v&uﬁl I,,_[wabb,,' "l'ﬂil’l’t znunb[ra lﬂ)llll‘lkllt-
Uy fwopquegbunfpls o whnbip wy fpluuh ppbly wqgplh
oqumwlywp pyjusy :
LUUSNRLLU.Z UNKMZh ML 8
(Fropf jujnlip frnwinpulwi)




Qunpqyuwu Akvwpwih Lpgswjunufpp

@phthupp hwdbpgqubiph opliphu—1905 p. Uwphy.



GOMIDAS CHOIR

The Gomidas Choir was formed on March 25, 1948, in New York through the initia-
tive of Messrs. Isahag Aprahamian, Ohanes Hepsen and Dr. Ara Bohcali, composed of
male voices. In 1958, in response to an invitation from the Primate, Archbishop Mampre
Calfayan, the choir came under the auspices of the Diocese and was given the official title
""Gomidas Choir of the Diocese of the Armenian Church."

During the past twenty-five years, the choir has visited parish churches of the Diocese.
The choir also sang at the consecration service of St. Vartan Cathedral in 1968.

The choir enlarged its membership with the addition of female voices. Its first public
concert took place in 1961 in Town Hall with the participation of ninety voices, and was
very well received. The concerts continued, again at Town Hall in 1964, at the World's
Fair that same year, and commemorative anniversary concerts were held in 1968 at the
Kavookjian Auditorium of the Diocese, in 1973 at Town Hall under the direction of Sahan
Arzruni, and in 1978 at the Barbizon Plaza Theater. The Gomidas Choir has participated
in Vartanantz Day celebrations and Martyrs Day commemorations, as well as radio and
television programs.

The year 1981 saw the completion of the choir's two record stereo album, consisting
of the Gomidas version of the Divine Liturgy in four part male voices with female voices
joining in for the Churorhnek Service. Dr. Arthur Misyan directs the entire work, with
organ accompaniment by Kris Kalfayan. On the pictorially documented history of its ac-
tivities. A concert held in St. Vartan Cathedral in 1983 was the culmination of this 25th
anniversary year.

Presidents of the choir have been former Primate the late Archbishop Mampre Cal-
fayan, former Primate Archbishop Sion Manoogian, and the present Primate Archbishop
Torkom Manoogian, under whose auspices the choir has functioned since 1966.

Directors of the choir have been Messrs. Isahag Aprahamian, Ohanes Hepsen, Dr.
Arthur Misyan and currently, Kris Kalfayan.

KRIS D. KALFAYAN
Musical Director - Gomidas Choir

Kris D. Kalfayan is a graduate of the High School of Music and Art and of Fordham
University, where he sang with the Glee Club and served as its director. Kris was the
organist of Holy Cross Church of New York from 1973 to 1978, and of St. Vartan Cathe-
dral from 1978 to 1982. In the course of these years, he also served as director of the St.
Vartan Boys Choir and accompanist for the Gomidas Choir.

As a result of his musical training, background and ability, as well as his experience
in conducting, Kris inherited the legacy of conductor and musical director of the Gomidas
Choir, elected to that position by the membership at their annual meeting in June of 1981.

In September of 1982, he was appointed by the Canon Sacrist of St. Vartan Cathe-
dral to be the conductor of the Cathedral Choir and is serving in that capacity to the present
time.





