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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 liife and at the age of eleven was sele~ted by lot and 
sent to the Kevorkian Academy in Etchmiadzin. Being a native of Keotahya 
little Soghomon spoke Armenian with diffi.culty 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 nrutive 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 Ai-menians -probably under the influence of the example set by 
the Russians- had laid the foundat ions for approaching Armenian songs 
through European techniques. The gifted and ill-fart:ed 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 liturgical music. In 1890 he was drdained 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 Khrim:ian sent him to Berlin, sponsored by Prince 
Alexander Mantashiants, to study at the State Conserv81tory of Music. At the 
recommendation of Joachim, the young Vartabed studied privately with Schmidt, 
who encouraged him to devate 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. 'Ibree 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 deve'loped 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 sac·red and secular; this phase differed 
from the first by its more conscious approach. 

In 1904 the first frubts 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 
n~tional 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, Ti.fiis, Baku- then in 1906 he returned to Europe with concerts and 
lectures in Paris, Berlin, as well as various cities in SW'I.tzerland 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 lef.t 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 wlth tne 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 hls unceasing eftorta 
-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 com])Ositlona. 
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 ... 



n.un~ITnUbP~n~~~~~ 

~. ~nstJntJn ~ tJtsnq.rn~~~~~c 

-RwnwtWJl)l u)lumbtSJ!. Uw'lunuwuwgnt~)ltG. ~ntwunt~)ltGG nt Jlfl U1Wf1f1hf1J!' 

w. mbtn'l.nt~)ltG, p. wnnq.wGnt~)ltG, q.. UlJlnflnt~)ltG 

~W!~wlfwG hlfhTJ.hgwlfwG ht c:hlTJ.ml.r'lwlfwG hpwd2111nttaf1tGJ:! fiptfGmwb t n2. tat hq1m4wljtuG 
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iiw!GJ:! 11wnGmtf t !w2nr11r wnw2]1 G iiw!GJ:!: 

~W! hpwd2111nttahwG 111]1pnTJ. ~wnhwlfi! uw.dnfl ~wnhwlfG t, np]l ulfqp]l ht tl_hp2f1 iiw!GhpJ:! tfJ12lll 

wGtjlmpn tu hG tfGmtf, tff'JG2.11hn uf12f1GGhpJ:! tjlntjlntutnu.f hG . 
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U.!u tl_hg ~wnhwlfGhp f1 qwGwqwG fiwtfw\.fgmtaf1tGGhpf1g lfwqtfnnub hG fiw!lfwlfwG pn tnr 

hTJ.wGwlfGhpJ:!: 

UwTJ.tfnut.pqmtaf1tGJ:! pwdwGmtf hG hplfm \.fwpqp .-

1. uw.11_unuw.uw.gm~{ltu, np tuouhtm ht hpqhtm tf]12f1G lllhTJ.G t pnGnu.l'. WJUl4tu hpqhtntl. wumtf 

hG' UUI.'1_Unuuaf1(!, orfium~{llUUafl[!, Ul'1_0~pGaf1(!, fipG \.flllw\.fwpwGJ:! (pwgwnmtahwtfp tfwpqwptGhpf1 

qp~hpf1) : 

2. ~marq.m~fttG, np lfwGtuw'lrmu t nrn2 hpwd2111wl.fwG fiptfmG~ ht 111WTJ.W2.wtjlnqaf1tG. 

w. 1/!nfu' hplfm tfhGhpqmGhpf1 tjlntuhtjlntu wuw{) uw.11_unu[!: <l>ntuJ1 bwtWLJ:! lfwqtfmu t tjln~p ~wnhwlf . 

opf1Gwlf g-a-b: UwTJ.Linuf1 111Ghp{! untl_npwpwp pwdwGmu hG hplfm fiwlllwbf1, npnG~ fiwuwphw 

Gn!G hplfwrmtaf1tGG mGhG: U.nw2f1G tfwuf1 wnw2f1G pwnG ulfutmtf t g-ntl_, npJ:! lfp\.fGtmtf t Lif1G2.ht 

WJif pwnf1 2h2111f1G fiwuGhLJ:! . pwnf1 2h2111mwb tl_wGlf]l ti.PWJ g-G pwpiipwGmtf t a-Jl. WJGmfihlllht 

dwJGJ:! tfGmtf ta-r tl.rw!' Lif1G2.ht wnw2f1G fiw111wb]1 tl_hp2]1G pwnf1 2h2111J:!, np111h'1. dwJGJ:! pwpiipwGmu 

t b-f1 : lJ.jUIIlUTJ. tl.hr2wGmu t lllWG WI1W2f1G uwuu : brlfrnr'l uwuG tt GnJG iihtntl. t hpqtmtf, upwjG 

tat g-a-b dwJGhpf1 JW2nr'lwlfwGmtaf1tGJ:! 1fWnGmu t g-b-a . g-G ulfun'l. dwJGG t, b -G wnw2f1G 

pwnf1 2h2111mwb tl_wGlff1 dwJGG t : U.Jul4tu hG hplfm tfhGhpqmGhpG wtfpnTJ.2 UWTJ.tfnuJ:! tamhpqmtf: 

'-1.1:tr2f1G 111wG tl.hr2f1G hplfm tl_wGlfhpJ:! (b -g) hpqtmu hG hnhwlfr f12Gn'l. tanf12.~ntl_ : 

P.hphG~ tjlntuf1 \.fwnmgmwb~J:! t4WIIl\.fhpwgGnTJ. tfp qbtuqpwlfwG lllWtulllw\.f .-

* IJ,Ju munuiGwuflflnL~fHG[1 £11JU t ml:iul:i[ 1899 fit. q.l:if!tlwGwlfwG «Sammelbiinde der internationalen 

Musikgesellischaft » FiwGrJ-tumu (t£ 54-64, Pl:in[flG), 11ftU1l:i1J.flg ~tu(lq.tfwGl:i£ t lif!tudmwpwG Bwlfnp Bt!lflnt

~fltGliutG[1: r~n fliJ.tuGliwG{i WJTJ- nwmuGwuftflllL~flLG[1 lf fllitumntun~ UlnLl:i£ t ftfl <r:.P.n~ptu11J2WJ!II umqflJ2tu » 

wzfuwmra~liwG tft£' wnwGg Fili1J.f1Gutlffl tuGntG[1 Jf12W LllWl{li[nL: IJ,J'I- llLUntt!Gruufl flnL~fHG[11936 ~· Utlj flfll flG 

lllJU UlaUWL DfllllUWIJ.bffl <r:UflnG» wuuwq.(lntU: 
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httP llllllllinutl llllliG lUillll~ltG fitumwbr pwn~ uJlwqwG4 t ht lllllflnt4 2h2lll ~mGJl, Wl'l 'ltu.u~mu 

tl.ht'~~Gtahr pumlt tlhtt~J.!GtahJl 2h21nmwb tl,wG4Jlg l.4Jlmr wGuJ12wl.4tu pwriirwGwt b -r wnw2rG 

thuultG tlhJl~ltG c'hulGitG.- (llunttinu B7,4. 4wu 96,4) 

J-:t} 

(ihnhpq.nqatnGG(*) JlJl lllWl'J.W).wt/Jw4wG 4wqunqahwup Gn1GG t, JlG~ mnwGwmpG m 

putGtuum htt bntJitlttGJ.!: 

p. J2Wf11lq, llllUitGJ!G' tiwn, np ~GJ'c}wGmu t iiw1GhpJ'l llJ1112lW2nJ1'lW4wGmJ'c}hwup, J'c}l:ht l;wUjl;U 

tilthtGn!G Qlli!Gil tlJlUll 4wGq.Gwb hG uGmu: ntGJl UWJ!nLJl fiGq.hw4r bwtWt d-al lflwrq UjWlll4h

JHUgGhpu fituulUJl unuGJ! W!Ulllhl'J. J!WpnqJl 4wqumJ'c}hWG uJl mwJumw4 . 
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~-J : ~-~~P'· .g-es J fl& 

q.llJlbtubw4wG ~hG e(es)-a. a-e(es). d-a, a-d J'c}nJl~J!Ghp~: t'ltpwJ!wG~tur pwnJl wul;G uJl 

tltuGlt mGit tiJnulG tilt iitu!G. ptugwnmJ'c}JltG t 4wqumu tl.hr2rG fiwlllmwbJl tl.hr2~GJ1lhr tl,wG4~: 



q.. ~}lG ~tnw~wpwG}l tfwpq.wpl::Glip}l q.pplip}l lit U.tlitnwpwG}l J'<}ntWUntJ'<}}ltGG WP'll::G h'l.wGw

~wmp 1::: U.nw~]lGGhp}l nGf<tlipgmtfG wuta UWPll ~wrn'l 1:: ~wtnwpht. U.thtnwpwGn, uw~wla, urwla 

finq.litnpw~wGn 1.4}1tn}1 ~WP'lWl: bp~muG l::t ntGhG pwnliw~Ghp}l fihtnlithWt 2'1.f<tWlW~WlntJ'<}}ltGt!. 

lfwpq.wpl::Glip}l q.pphp}l lit U.thtnwpwG}l J'<}ntWUntJ'<}}ltGt! hpq.tnttf 1:: I!Utn ~l::tnW'lPntf<thwG: 

q.tJuwmp pwnwtwpG nG~Gnttf 1:: tfl::~tnhrw: 

lliqm}l ~bm.u.TJ.f!mfit/;;,wu a2wGGlirn gn19 t.a tnwtru ~w'tf tf]l aw1Gwtnp]1 hp~wpmJ~ttnaa m ~wr
tlmJ~t}ltGn, ~w'tf 2h2tnmtf hG tf]l ~wplimp pwn, ~wtf tnpnfimtf hG qwGwqwG GwJuw'lWUntf<t}ltGGhpG 

}lpwp]lg: \.,nlaa l::t J'<}ntWUntJ'<}hwa lll::utpnui 1::.- ULJTJ. UnJU uzwuub,fll! gnjg b,u lfiULlftU ~w,'u iiULJUft 

mb,m1J.nlfitftlu[!, ~w,'u zb,zmnuJ b,{i nf!/;;,ll~ iiULJU, ~ULU fiULUULUJULUIULUULfu.ULunzu /;;,{1 nrmz iiULjUULUft

£ngu/;;,f1ftu b,t ~wqunui ~;;,a qwuwqwu JULuq.wiib,tlifl (Kadenzformen}: 

U.1u ~}lpwnmtfGhpG ]1 G~wtn}l mGhGwtmf ~l::tnhpJ:! ~wrlit}l 1:: pwctwGht hphp Juupp .-
1. Sb,m1J.nz[it/;;,ULu uzwuub,fl. 2. U..nnq.wunz[it/;;,ULu uzwuub,fl. 3. SflnFinz[it/;;,ut,{i uzwuub,fl: 



~ 4wl urw!G tir4m Ultitnqm~tiwG G2wG' w. unuz ( 0) I WJUpGJ!G' 4wrf:i, np[! 2-2ti2UlntWb qwG4I! 

.J -nq 4wpf:iw9Gmu 1:;. p. lqtlfutfl ('), nri! 22ti2U1mwb qwGlfj'l -dwJGwmpG wGnrn2 2w4Jnq tir

lfwrw9Gntu 1:;: U.1u tir4m G2wGGtipG tt 'lrtmu tiG nptitl:; pwnj'l 2ti2U1mwb qwGlfj'l dwJGwmrr qpw1: 

U.1G tt w1G 'ltutJ!mtf, tipp [!G~tir9uwG <huuwGwlf unqnpwlfwG lfwrf:im~j'ltGG m tirlfwrm~j'ltG[! 

Ufi:;UlJ! 1:; wttitw9Gtit' dwJGwmri! unqnrwlfwGJ19 wttitr 4wrf:i lfwu wttitr tirlfwr wpUlwuwGtit: 

Stimqm~tiwG unqnrw4wG 2w4Jtip]G tiG.-

1. 22ti2Ulmwb qwGlftirr fiwuwr' 

2. (}ti2Ulmwb qwGlftirr fiwuwr'J 

3. UUlnpwlfi:;Ulj'l, tfJ12wlfi:;Ulj1 tit pm~j'l fiwuwr 'd 

4. tl.tir2w4i:;Ulj1 fiwuwr ' a: 

4wrtitJ1 t q.npbwbtit mf1fmLGtir (triole) tit Guwa pwGtip: 

~WUI.UUfWUlWutuwG lwGq.wdtittip[!' [!G~tip9uwG u4qpj1G lfwu qtip2j1G tipq.tmu tiG UpJ!j'l2 'ltuG

'lWl'J.ti9Gtitn\{: 
l).w'lwr wnGtitG wqwUl 1:;, uwGwtwG'l qtir2w4i:;Ul - 1wGq.wdtittipj19 JtiUlnl: 

U.Gfipwc:tti2U1 2t qtiptitmu uo\llwmr 4tirutnl! G2mwb Ultimqm~tiwG 2w4Jtiri! tuuUlj'lt ltrrwntit, 

wu Ufi:;UlJ! 1:; 'lPUltit nruttu [!G'lfiwGmp fij'lumGJ!, pwGj'l nr ~mwum~j'ltG[! tipq.titn\{ tuoutitG 1:;: Unqn

pwpwp wuwGw4G m 'lW'lWPI! fiwtwuwp Ultitnqnt~j'ltG tiG: 

~wltirtGmu 2ti2U1G [!GlfGmu t pwnj'l qtir2ra qwG4J1 l{rwl: brp qtir2J1G qwG4J1 dwJGwmrG 

~-at, wl'l 'ltutJ!mu 2ti2Uli! 'lrtmu t l{tir2I!G~tir qwG4J1 l{rwl: lln2wltwG pwntirr 2ti2U1G t!G4Gmu 

1:; wnw2j1G qwG4J1 l{rwl: 
U.nnq.wGm~tiwG G2wGGtip[! 'lrtmu M pwnj'l 2ti2U1mwb dw!Gwmrr l{rwl: \JpwGJ! 9"!9 tiG 

UlWtJ1u pwnj'l, Gwtuw'lwum~tiwG q.wq.w~Gwlfi:;Ul[!: 

U.nnq.wGm~tiwG G2wGGGtipG tiG.-

w. zt.zm ('), np fiwUWUfWUlwutuwGmu 1:; titpnutw4wG 4n2w4wG G2wGj1G (ausrufungszeichen) (!): 

(}ti2UlP q.ttuwmp dw!G[! unqnpwlfwG qtir2J1G J!Wnwtwrj'lG utib lfwu 4JnJ!p tiplftiw4G !:;' ces lfwu 

c: Ces -[! q.npb 1:; wbtntU unqnpwpwr 'lPWUWUlj'llf Ultiqtipmu: bpp rrwr 2WUl 2ti2Ultip tiG lW-

2"P'lntU, WUfW 4wrtitJ1 1:; wqwUl lfwu wuUlj'lf:iwGwpwr titGtitnl! m J12Gtitnl! wr UlwuwGtit. w1u 

I').I:;UfJ!ntU wutiGwq.npbwbwlfwG tiG' q.ttuwmr pwnwtwrj'l tintiw4I! lfwu pwntiwlf[!, tit qtir2J1G 

J!WnWtwrr uttb 4wtf 4JnJ!r tip4tiW\.t[!' a, b, ces tit C: (}ti2UlW'lPnt~tiwG tittiti:;2J1 4Jn4Jntum~j'ltG[! 

lfwtumwb 1:; wGuJ12WUfi:;U lW2"PI'J."ll. Ulpnfim~tiwG G2wGGtipj19: bpp 2ti2Ulmwb pwn[! uj1wqwG4 1:;, 

wutw 2ti2U1[!, wGuJ12wuttu lfwu 2ti2U1mwb dw!GI! ltrlfGtitnt9 ltiUlnl, J12Gmu 1:; 1w2nr'l pwnj'l l{rwl. 

j'lulf tipp 2ti2Ulmwb pwn[! pwquwqwG4 1:;, WUfW wuUlj'lf:iwGwlfwG lfwu ~nJ12J!WlJ1G pwpdpwGww 

4wGtumu 1:;, npj'l fitiUl tit uj'lwGmu 1:; qtiptitmu Glfwpwq.pmwb 1:;2J!P [!G~W9J!I!· opj1Gwlf.-

p. fiutflgutGftz ("), nrt:! 9"!9 1:; Ulwtru dw1GJ1 wu\llj'lf:iwGwlfwG 4wu ~nJ12J!W!J1G pwpdpwGwtt:! c-j'l 

lfwtl c- j'l tit Gn1G dwJGj'l ltrlfGm~j'ltGJ19 wGtiJ12tuUfl:;u JtiUlnJ' J12Gtil(! b-j'l: Opj1Gwlf. -



"" II P ~-FG I 
SpnfhtwG !WG~wdhthpf! u~wgGhtnt! 2h2111ntwb dw1G~ fihlll' 4I! UlllwGwGp wnn~wGm~hwG 

dhthp{!: 

a. srn~n~l<l'bU. 'u 'ucu. 'u'ubr 

bptud211lut4tuG Gutfuw'lwum~~tG{! 4wqun'l G2wGGhp{! ~npuG hG.-

tu. tlft£Wl!l:::Vl (.). np fiwuun4WillwuJuwGmu 1: htpn1.4w4wG 4ntnG~G (Kolon) 4wu uhu~4ntnG~G 

(semikolon): U.lutnh'l dw!GI! ~tfuwmp pwnwtwr~ pwnhw4~g ~2Gmu t wnw2~a wulll~nwG~ 
tlptul lihtnhthtut !IUG~utdhtnq: (*) 

p. runn(JWI!bn (,), np gn19 1: tnwt~u dw1G~ 1:2PI! ~tfuwtnp pwnwtwr~ pwnhw4~g uhb 4wu t/lnpp 

hf1ljhw4p' fihtnhthtut !lliG~wiihtnq: 

~· pntfit ('), nr1 fiwtftu1.4tttlllwuJuwGmu 1: htpn1.4w4wG Ulllnpw41:11lpG, hp4m 41:tnpG, 41:tn - utnnppG 

ht ~bl14pG, nppG !lll2nfl'lntu 1: up Gwfuw'lwum~ptG 4wtf up pwnp pwgwlllpnt~~tGf! . oppGw4' 

komma- «Bjwnw' Wflf2WJ fi(ll:::ftg». Kolpn- «WJUUJI:::u mrliuG' Ofll:::Gp[] UnLflp 1:::». Semikolon- «:Utj

lWfl wqunn mdn!J. GliflQ.nflGli[nlj_' IJwrn'lliu !J.w'lnLWJ !J.flWJ Jnju 71-Glip: a:'i.JrwGg Gw 1Jwf1n'lmfitftlG 

zGnf1Fihg U.ummllnJ nrTJ-ftGlifl/3 lftGli[m' pwGft Gf1wGp ftfl wGmu.tG[] fiuuwmmu lAG»: 8nt~I! gn19 1: 

unutpu au,!GP 1:2~1.!. fiutqmul'li:L4' ht~I!· ~tfuwmp pwnwtwrp pwnhw4p9' lmhw4r - fihlllhthwt 

!IUG~tunhtnq. 

* 

Umlnptuptufl pm~~ !lttG~wiiht{! 4w1.4mu hG Gwfuw'lwum~hwG fihlll wnwG9 'lW'lWflp : 

'l· !J.hfl£Wlll:::rn (:), np hqmt4w4wG 41:tnpG 1: fiwuw'L4wlllwufuwGmu (Punkt): 'uw 9"!9 1: lllWLPU 

ihu~fl!1 lttu'tf t~~G m htpf!, 4wu tfpw1G htp{! ~tJuwtnp pwnwtwrp pwnhw4tJ' qwGwqwG 4wpn 4wtf 

hplttup ~tuflq.tunhthpml, np qhptuphpmtf hG unqnpwpwp tlhr2PG fipG~ qwG4hppG: 

JIUV Ilfll~/1 fi/irn l{llillfliUII{ ;::wflnLUWlfli[: 
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fuoupp WJU a2wUGhp{! q.pmn.r ha q.bp ti.PWJ. pwgwnm~ptG t ~wqumu flnl~l}. np q.ptmu t 

pwnp tl.hp~pa q.pp tl.hpht wl ~nflupg ht ~hp nlflflnt~hwup p~Umu t Ghppht. oppUw~' «Bpumu' 
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1. f!U~hpguwa u~qpGwdhthpf!, 2. Uwfuwfl.wum~hwG u~qpGwdhthpf!: 

U.nw~paatpa hG 1waq.uwa tl.hr~wdhthpf!, np ul.jutmu ta' w. pwpdpwgnll. ~npi.Jmtl. q.tfuwmp 

pwnwtwpp wnw~pa wuUJpt.iwUpg 2_nppnrfl.I!· p. wnw~pa wuUlpt.iwUpg WUUlpt.iwGwpwp pwpdpw

Gwtntl. anla q.tfuwmp pwnwtwrp pwnhW~I!· q.. anla pwnhw~ntl.: 
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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 "te~ qu'en lui-meme 
enfin l'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 libeTate 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 Ito 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 seem.S 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 a.II'tistic periods. The 
great symphonic concerts on Sundays, the opeTatic and drama.tic performances 
given in an atmosphere of boundless rapture contributed to and sometimes 
brought into conflict the powerfot:il and magical forces of music. There was the 
g~gantic and st:ill 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 sup~·emely 

del.cate art of sounds, forms, colors, in alll their ineffable f.reshness, which the 
Russians had introduced; those were the best years of the Diaghilev "esthecics." 

I was a student of philosophy bwt, with the infinite ardor of a novice in 
the re.J.rigion of art, I had been carried away by all these ~sistible eslhe ric 
enchantments. 

What did the mrusic 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
tantd.nople, !Jzom 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 vagaely, but 
for me that something remained forever hidden beneath the strident discorciahce 
of clerks chanting in unison and the choirmasters' solos replete with languid . 
plaintive d•ronings and s Uiperfluous Eastern trEmolos. As to ou.r na-tional a!rs 
like Arik Haygazunk, they were not even worth mentioning. They weE as a 
rule European music of the most unpalatable kind superimposed on Armen:a:1 
words, following with senescent and feeb~e steps the only European rhythm our 
deacons could grasp, the tempo di marcia. And so, as an Armenian, I had 
ne·ver 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 to her home "to meet the Reverend Gomidas Vartabed, master of 
Armenian music, who had arrived from A-rmenia." Though somewhat incredulous, 
I accepted the invitation. 

The Vartabed came. He was not handsome, quit.e the opposite I might 
€·ven say, in the arbitrary formality of his long, black frock-coat. His bony 
features reminded me of diverse images of Socrat€s. 

Bt:,t a little later when I was privileged to hear the first melodies rising 
from the keyboard under his fingers, and especiallly his own first prolonged 
intonations sounding as if 1they were torn from our own rugged and soul- stirring 
mountains, I again thought of Socrates but this time in connection with a page 

:flrom 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 bea.wtiful statuetltes 
of gods. 

This man like Socrat.es, I thought, was the abode of a divine soul beneath 
tha.t external form of his. 

The Vartabed played the piano and sang. For an hour or more he gave 
of himself whol.lly, as only he knew how, even dwring a brief moment. And 
that ev·£-ning I experienced one of the strangest manifestat ions of spiritual 
life, a "conversion" deriving from a new awareness and discernment. Armenian 
music, a music of il:he 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 mrusical nature, reversing it as it were. Through the 
Vartat.ed'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 r.emotely connected 
heir. I now felt that my peop!e also had "their song," which deserved to be 
heard in the chorus of the most exalted cr.ea.tions of the other g:reat nations ; 
even though as yet modest in the outward scope of its lines, it was nevefltheless 
fashioned of the truest form of beauty. To hear Armenian music tha.t 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 t rully characteristic essence born 
of the nwsical 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 pallticular technique, knoWledge, and talent. Thus, often a person who 

1s 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 Kwrdish music. To 
appreciate the value of Gomidas Vartabed's scholarly and theoretical researches 
one mrust 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 w.orks, because these treatises 
generally contain scholarship purely for the sake of scholarship. Enumeration 
of works, classification, chronological verif.ication, 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 eval,uation 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 ~mportant thing is to reveal the rules, the character, and the 
spirit of the integrating and creative fo·rce; that spirit which is the essence 
of every true cre31tion and which gives it value despite all the borrowings and 
through which that work can be truly understood. Moreover, the discovery ot 



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

This is the spirit which has gu~ded 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 
1nfiuence upon ours, but more particularly it enabled him thoroughly to under
stand and point up whatever is truly original ~n 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 .Ainnenian music per se, but with 
the perspective of recreating it in lllPdem style and also with the concern for 
originality in future works; because, in creating Armenian music, ignorance of 
its particular rules woulld 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 Gom.idas 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 t.he characteristics 
and rules of Armenian music. The Reverend Gomidas has already identified 
SOQle of the rules which impart a distinctive quality to Armenian music as 
com'Pared, 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 2j4, 3j4, 
4j4 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 Eul"opean notes, the applica
tion of this system must not lead us ·to believe that Armenian songs have the 
sam:e 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 adherenct> to the indications above the notes and 
not in accordance with the accentual rules of Western music. 
And for the same reason, 1n his Divme Liturgy, Father Gomidas even refrained 
from marking the measures wtt.h 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 f.ree. There are t~ 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 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 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 
syllables, and different types of these characteristic groups put together form 
the musical measure. And these measures grouped together comlprdse 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 
"v"s, the long syllables with dashes, the accented beats with the accent mark; 
COIIllillas are used to divide the distinct groups, and slashes to divide the 
measures): 

"~ _, "'"' I ln-chu bin-gole me-tar? 
ln-chu kar-oyin arar? 

I , 

v- -•"'"-Paghi pel-pule ge-tar, 
Anter u geri dar-ar, (twice) 

v V V .:. V• II" II" II" _:_ II" 
Te le me konte hapon dekh konte J (twice) 

.;, - I V - 1 J ,.!_ - ,:, -I I v, V ' 
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 modula.tions 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 no:ed 
is equa~tly important, namely the accentuation of words in Armenian s ~ng:Og. 

He has pointed ou·t that in the relationship of words and mus!c, A!"menian 
music has achieved that which composers of operatic music - and at that only 
the great ones like Wagner- have been able to achieve in Eu.ropean 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 bu·t 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. 

T.he 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 tetraohord, 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 beca.use 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 them,selves 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 sim.ly a compiler and harmonizer of songs." But the question is not 
quite so simple. It is true that he himselif did not create; the few well-klnown 
pieces actually composed by him, generally written for festive occasions, are 
small and second-rate and he himself did not consider .them imporjtant. 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 fro~ 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, g,uided 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 Wlhich 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 it& 
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 suprem,e 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 Exactin~ Task of Composin~ 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 fUJH 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 OUI' 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 wildfiowers 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, "horiwntal" as against "vertical" scoring, which 
creates polyphony not by merely placing chords under the main theme but by 
adding an acco1113>animent of one or more different though related melodies, 
he would weave a garland of mel~dies 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 an.d 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 ~in 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 Los; 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 Gomldas' 
works you wlU 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 Gennan 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 wlll 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 llight 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 a.gain 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 wiH 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 
concertln 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 ditrerent 
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 ditrerent 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 Sinl'er: 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 inetJably 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 paJttern; 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 ditrerent 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 hinu;elf 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 to~ether wUh 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) Kallarme 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 Gomldu coiUiidered 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 utonlshlng that no trace of 
them baa been found among his papers. Where have they disappeared? 
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"(Uiurft...,Lfr L..,/,,_ uuuu!JrLfrL 1"''-"L"'-...,1;/!. b'l"'ll'"f"{''l 
L...,J,..'t_frL : 

«J.n'lnie. Bn .. L'{...,r 21-fr LfruurfrL Jtf nrnlb9 
lLnrf....,'t...,ln..pb .... L 'tfrr Je. "'-'l'lbl S. t,nJfruri.Uu of.....,r'l·fr 
frr 'l'f:UI9J ... L9 /,,_ ... zju ... ur ... ufrr-ft...,L Jblt f...,L_,brn,_L 

f....,J..,r • fr P-r"'t-r't"..Pfr,_L J.-1· IJ't."'l"9'-"l "r-
.Je.l"'".p~s..,L, Ln1L ,..,/,L frJ..,9L/,l $. t,nJfruri.Uu of..r'l·fr 

Pt """-rfr"l U • 'J...,Lfri;Lfr of....,L_,fr J.i,,._,..'tr"r"'- JU S · 
Sr,.-- u. l;"lu ·fr Mluftt 14 uri.Urfr UIII.Uif 'f:U'Uilt (,..,I 

fu"''l"'P...,Ln~..pb ... 'b 't_ .... LnL,..'tfrr_,fr Je. Ufi.UurStLe. "lfrurfr 
'lr't.n'-fr · Jfr,_u 't.n'lJt "l...,"'l"'S ,....,,/,9 frr "l...,,r...,,.,...,1; 
,,_ "'"1...,/t .t, .... l J....,IL"''H'"..pb..,L ,._,....,'tfrr_,tL orfrL...,'t_ Je. 
'lr'tbl : 

J."'l"iu f>...,r't. uri,,...,,_ L,../s,_ 'trbl t,buwrfr"l U. 
IJ.n...,fLnr'lfrL nr S · t,nJfrurwu 'lr'l·fr fuL'lr...,lt J.b,._..,'tfr
rfrL "l"'urStLe. ft...,J l"'-u...,Lftwre. 1rn<j1n'{ 'lrit.t U. 
/:fJfr..,ltfrL Ln1L t/..wr'l"'"lburfrL: 

u.sb\JU. 'l-lllt> r 
9-VI;l u · 'lP'l-

U.Sb\J U.CIJbS 
'l_.IJ.'} 

('\.ht.nllq. bUfuq · 'l-nt.pbwG) 

27 8 mG · 1909 

B .... fnr'l L ... J ... 't_e. 't.rL..,L_, L..,funr'lfrL l...,rn,_L...,'t_n~..
pfr .. Le. L't_..,urbl: t,l!. 't.rt Ln1 L pn,_..,ft..,Le. /,,_ U.rJ.. 
?-fr...-LfrL 844 fln...-f.wJ..,re. : tbrft..,1u ,..l ft'lJfrrlbwL 
•--rfrwr.,fr 26 Bn .. Ln...-r 1909 pn...-'t_frr Jwftw'H'u-
pb ... Jpe. l'ln...-lt t "roL ... 't_..,L J.n'lnifrL : ,...,rn,_L,..'t_nL-
pb ... Le. Jtf P,..'lJ..,f.Jnun IJr..,.Jl'",..'tture. (,,..lftwftwL 
<frL J.wiLwLfrlbrn,_L l"'-f'f frr 't.---r-lt ,,_..,,_JL,..ufr
rn..Pfr'-LLbrn,_L ,..L'lr,..'l"''"-L"'Lt bur_,, frr 'tfrurn'-flfr'-Ll!. 
't,..,..,r"L-'t"rltbl"'- t;.,..J,..r 't.e. fuL'lrt "r"ltu'lfr frr 
urpwJw'lr"'-flluuL urw't_ 'lr"'-/r t,/,u..,rfr"l U. ?-wLfrtL 
'{wL-'1!. 'F'L"'-"'1. (,..,1ft . fuw'l,..p,..Ln.pbwL '{br..,pbr/,,..l 
't_ ... LnL,..'l:frr-'1!.: lf/wurStLe. t;./,,/s,_/,..,LL t· 

lJ.JbGwUfWIII~\. 
~w(lilp UrpwqwG l_wJp, 
S· lfw111p-l:nu U.rfbUf~uqnUfnu Jlqll~pthwG 
CIJWIII(l~W(lf 'J • CIJntUDJ 

U.np-~g oqlllnt.htntl hwllwpilw~nt.p-pt.G btl wnllnt.ll J~ 
~w(lbt.n(l JuGq~(l wGbtm: 

CIJw21110Gw~wG UfWIIIWU}uwllwq(lpU lfl:t .J ~2D\.W~' UfW-



mwpwqp uppwqpm.wc} bpq.bp~ tfbc} tfwunq JDJU, 
mw6p~, l.lfWpup~ b._ wpwp luwnUw21}tnp- bqwUw~Ubpnq 
bU ljwqtfmwc}. bu fWUwgp bqwc}~ hUwpw._np ~wl}tnq 

Jwpd'wpbgUbtn._ tfbp tbqmp wnnq.wUmp-bwU opl:UfUb
ppG: . P.wJg, npfwU l:t JWfnqbgwJ tfp ~Uq.hwUn._p ~WI.If 
hwumwmbt, WJU WJUn._hbUib._ OUIW(l bU b._ d'mpwgwbnJ, 
Gngw 2wpd-wb qqwgmtfUbp~ ~bU hwtfwl.lfW\IIwuiuwUnu.f 
d'bp upmp ublJtw~wU JmqmtfUbppU: 

flpl.lfl:uqp ~wpnqwGwu ptfnquwUG od-wUq.w~wb- tltUbt 
pGplj wqqwJpU bpwd-2\lln._p-bwU hptfUw._np hwu\IIW\1\m
~bwU, Uwlu' u~UWJ 2w\ll tfwUn._~ hwuw~pgu hbUibl-htm 
<tnqnqh1 b._ q.pp wnGbt hwJ hnq.b._np b._ w2luwphp~
qhqfn._~ bqwUwljUbp~: bp~pnpq.' U. l;ftfpwb-Up, 
tlbUbmp~p, P-hrtltU}t, cflwppq}t. ~WJ llhnwqpbp[!, 
ll{pll{mhtntl_ hwUhgp h p tfp d-nqnqbgp pn1np hpU hwJ 
bpwd-2utmp-bwU luwqwpwUmp-bwU qhpwphpbw1 ~w
GnGUbpU m opl:UfUhp~ b._ ~wqtfbgp tfp bpwd-2U1wpwU
I}WUwqppf: ja-l;b._ fmpU pp SwUwl.lfwphU l: q.Uibb 
uwljwJU q.hn l.lfW~wumtf bU pU~ pU~ ~wpb._np 
utnl-hwtUhp: 

U.pq, U.tfb Uwl.lfw\llp\_ Sl:p ptf, '4buwppnJ U · 'l-wU}tl:t 
tlwUfp llhnwqphpp tfl:f Spq.w\11 UppwqwU fllw1bwU q.Uibl 
l:p nt_qpq 14 Ulwpp WDWf tfp ~wUnUwqppf hwJ 
JuwqwpwUmp-bwU tfwupG: U.Utlpfwl.lfl:u q.ptfhgp b._ 
JuGqphgp, np • ~wd' n._qwp~ l: , ~wtf wp\1\wqpht UIWJ b._ 
qwd' tnwwU~wrht UIWJ pd' hw2mpG: Uw~WJG r 
qwpd'wUu u\1\wgwJ tfp q.pp, npnq wnwfwp~mtf l:p pUll 
~6wpb1 300 nmptr h._ llhnf phph1 WJI} Unpwq.p\_\11 
ohnwqppG • ppp uhl}twljwGmp-p._G: bur qp6wljp ~l:p lip 
WJI'}II{pup Wl.lfopl:U q.npb ljw\1\wphtm, muutp, tfpG~b._ 
opu, ntqpq 14 utwpmwU ~Up-wgfn._tf wpwb-u pn1np 
JnLuwqpnq qptfmd'UbpG Wl.lfwpqp._G wUgwG • WJI} 
6bnwqpp[! llbnf pbpbtnt b._ DLUnttfUwuppbtnt. hwtfwp: 
(]~ nf ~hwuljwgwt WJ U qwnU ljuljpb[!, np hu qq.wgp: 
'1-pd'bgp GnJGpulj hwUq.n._ghwl .l.wJpWI.IfhutpU , pwJg 
wGmwpphpn._p-bwtfp qwpllwutpm.hgwJ: 

l!wutwphtwl.lfl:u qu\1\wh Slhpq. Ul}tpmp-hwU qpwJ, 
!uGqpntd' htf, hpwd'wGwqphl \1\Wf, np WJI'} llhnwq.pp6 
nu1wpljmp pUll' q.nGI: wp\1\wq.phtn._ hwtfwp: 

lfpwlj gwGljmp-p._Gu h._ pmnG l}twl}twqu l:' pwGw1 WJU 
qwpwqnJp[!, npnq b-wbljm.wb- bG tfbp hpG b._ pGplj 
hqwGwq Gbp~ • tfbp upU1p b._ hnq.m WDWf: 

bpp WJI'} llbnwqppU wUgUl: llbnu, m.Uhgwb-u opl:Uf
Uhpp qhpwJ wU2m2m w._b1wUw1m bU Gnphp~, npnUf 
w._h1p q.ptpntp-p._U bU ~Ullhnbtm pUll op wnwf 
hpwl.lfwpwlj hwUhtm tfbp hpljUwJpU tfwfmp bqwGwlj
Ubp~: lfbp bqwUwljGhpp qp.._m~ hwd'w2luwphwJpU 
hpwd-2UIDLJ7hwG hwtfwp tfhb- U2wUwqn._p-p._U mUp: 

SnJU l: hnnuf, np Slbpq. U.tfbUwl.lfWIIlmn._p-bwU hqop 
SlwJU[!, qbpfwql:m l.lfPIIlP q.Ul: WJU \1\lunt.p wU1n._p 
ppwqwGmp-hwG[!,: 

uhpnqmp-ptU hwJghtntl Slhpq P.wpap UppwqGmp-p._
Upg l.lfwmSwnwb-u Ubqntp-bwU hwtfwp, qwtru htf ljpljpG 
iuGq.phtm, np Slhp pwqtfwqpwq ljhwUfp tfp qwJpiJ.hwUG 
l:t hwSH pGa 2Gnphh1m: 

lfw\1\~htntl. lunppG wqGwamp-hwtfp r hwd'pnJp Uppw
qwG U.fnJ tfGwtf 

1909 9 {). . 
U · l;fd'pwapG 

Slbpn._lfq. lJ.tfbGwl.lfwmmmp-bwU 
lunGwph awnwJ h._ wUllUml:p npq.p 

'40lfrSU.U ll_U.P'l-U.fllbS 

brrnr'lC. nr ftc 'tr'> 19 lf u.rur 1909 filniJUftu.~c.. 
Ln;LUf/;u '1-f'P u.n.Lm .. u.lr I; lj. /:f..!fou.li-Lf;L IJL nLiz'lm .. u.lr I; 
Uf"'urrf"'f'l!"''t"'L Sb'l"'Uf"'<. U.rz."'rnLLfo UrP"''l...,Lf • 
n{'nLL 3 {).Uff'h 1909 fi/nLu.ftpf' Ju.~ftu.'fl'nLfilbu.~Jpf!. 

J'lnLu.lr I; ~roLu.ftu.~L J.n~zn•Lf•L: ff/u.urrf"'f'l!"'f'"'Lfo U.rJ. · 
'J.pLu.LpL {J,,_u.ftu.LL /;' 3 {).Uff'fot 1909, puft filnLu.<.u.Jt»

f'C.• 3369 : 
UnJL LtUtltUftfoL .1/;f lfnJpurtUU "-r'f• ft'IUL'ff'"'P"n.Lu.J 

for Lu.fvu.Uftu • ftu.uru.r"'lr fvnuurnLJfoL h ftc J"'JurLI; fill;' 

16 uru.rnLu.L u.z./vu.uru.L/!1; Jc. bur/! ftu.rn'l"'9"'lr I; 
<.u.Jftu.ftu.L fvu.'lbf'nLL <.fo.!Lu.ftu.L pu.L~»J.}L 'P"Lbl: {).Ju 

u.n.{JfoL Lz.bL.j!, nr t.n'fblnJU ~· ifftrurh_ t/...r'l· 
fTiourn L{'b"'L (1881-1959), <.JnLut brw<fzuru.'ff;ur <.n'fb-



LnJu S • IJ.prwt.wJ IJ. · .P.(LJ • /:"il,bwLfr (1869-1958) 
ftbLu"''f{'n'-{i/bwLc Jl,f ( •) ft. 'cui; fll;' tfbrffrLu YnJfrurwu 
o.f.r'l· fr "'Ju J"'JurLnt.pb ... L 'l'>J "l"'"'"'ufuUIL Jc urnLWii- I; 
«.S ... &-r»fr JJ,f, u ... ft,..JL ,..,......Ls JfrlbLn'- pn._...ft,..Lc: 

t ... J,..ftfrL "lwur&I,Lc (,burbt.b,..LL '>· 

Pwp6p 'l-bpw2Gnph 
S · Sm{hwGGl:u U.p2wpm.G~ UppwqwG bUJ.~uq · 
li)wU\ppwpfwqwG SbqwUJ.mh l.wJog '4 · lllotUOJ 

lJppwqwG l.wJp, 

CuU\ JWG6Gwpwpot.,.-bwG U.qqwJ~G '4bqpoGwqwG 
'lwNnL,.-bwG '4poGwqwG d-nqotJ.~ (bwtfwp 56 1908, 29 
d-U.) }uouU\wgbt l:~ f!Gqop~Gwqbt J~ JP opflGwq hmJ bt. 
b .t.pnUJ.wgp Gp2bpntJ. Jbp U · lllwutwpwq~ tf~w6mJG WJG 
bpqbgnqnLp-b Gl:G, np qop~ l: w~OLnt.tf lTwJp U.,.-on U. 
l;ttf~w~Gnul: U.pql:G tfwfnLpf! UJ.Wutpwuut t:p hwJ 
G~2bpm{ wtfpnqtwUJ.l:u hL bLpnUJ.wg~' tfwuwtfp, bpp 16 
UlWJlDLWfi w2juwU\wGfu UfU\D\.1} U\0\.WL, qUlUIJ Jbp bflG 
}uwqbp~ hpt!GwqwG pwGwtpG ht. uquwJ qwpqw1 UJ.11lfl'{ 
}uwqbpotJ. qpm.w~Gbpf!: 

U.pq, "'P"'P }uGqpbJ, np J~ wnuwtfwGwq qpq~G 
2wpnLGwqmp um{npwqwG hqw~ bpqbgoqot.,.-~t.G(! hL 
bpp pn1npn~pG hpwUJ.~pwq btGl: Jbp bwG6wpbq 
GwjuGbwg hnqbpm.q}u bpwU2U\DLP"flLGf!, WJG UUitfwGwq 
WLht~ JWptfwp t: Jp (!fiqhwfimp UJ.WUlDt.wq~p Jl)bl hWJ 
bqbqbg~GbppG, np Jbp wG6Gnt.pwg Gw}uGbwg bqop 
wp~LGm{ 2w'lwjunLw~ umpp utw6wpGbp~ hwuutwhflJG 
qwtlwpGbpp U\wq ,.-nq tJ.bpuutpG hG!bgGbG Jbp UJ.wpq 01. 
tJ.ubtf wqqwJpG bqwGwqGbpf!: 

1909· 19 fl.. 
U · l;ttfpwapG 

~bpm.Jq Pwp6p 'l-bpw2Gnphmp-bwG 
. }u· ~. b1.npqp 

'40\TJ"ISU.U tlU.P'l-U.IIIbS 

S · 'l-·- '4buwpflnJ U · 'l-wGfll:t tlwGffl bpwU2U\wqwG 
6bnwqpfl tfwuflG gwpq UlbqbqnLp-flLG !ot.Gfltl: luwqbpfl 
lPflt. nLum.t!Gwuflpm.p-flt.Gf! ljlmp-wgGbtnt. bwtfwp wpq 
qwpbt.np t: wtll:G, GnJGpuq !G!flG UlhqbqnLp-flt.G: bp-t: 
gwpq (!GqoppGwqw~ !bG, q(! }uGqpt:fl, np 6bnwqflpG 
mqwpqm.t:p flG6 bL Wf1U\WI}JlbtDL9 JbUlDJ wGiffltwUJ.t:U q(! 
tJ.bpwqwp6Gl:fl: '4wpnq bG, qnp~flG wG~Gop- tfwpqflq 
GJwG }uwqbpf! 21Jlnp-b1 ~nt.n bL ujuw1 wpU\wqpbtJ npm{ 
qnp~G wt.btfl q(! qunLwpwGwJ munLJGwuflpot.p-bwG 

tlfltngflG: \mpflg:UJ.fl"'fl juGqpbJ, op WJU fufruur ft.wrb'-nl' 
prli-frL qpwqwG f!Gp-wgf Ulpm.p: 

'40\TJ"ISU.U l{.P'l-· 

l/n1h L.uJ.uftfrL burfrL "'L ft"'J 1 YroLwft.wL J.n'l.n1JrL 22 
~rfrl filn._...ft.frl' (,burbt.b"'L nrnln'-JC, nrJI; J"'lurLfr 't.c 
,.-n.L ... , P'> •• u ....... ,.frr.e. 'lbn. tJ uurwsn ..... li-: 8wtuUflr't.-
lfrL uur.usn'-bLntf YnJfrurUiu o.f.r'l·fr 'l.l'ftn._.../i- Cll"'LL "'L 
.uLii-.uLofl ftc J~-,..1 : y',..rtll, 'ffrurLwl fill,' frLt b'l..uli- I, "'lu 

't-rb'-nr J.bn."''fl'frL &. ... ft ... ur-'1-frrc : 

22 U.Ufpflt 
U."'b G w q UJ. fl p 
'l-\,l;l '0'· li.P'l-. 

d-nqntJ.u U.UJ.Pflt21-fl GpuU\flG opo2bg 
qpqflG wGqwJ qpbt S · Spqwut bUJ.u · flG op 

J f12bw1 6bnwqflpf! qpqt: ljlnt.p-otJ.: ~WJU 
hwrtnpqbl S · '4ntlflU\wu \{.wpqwUJ.bUlflG: 

• 

U.utb GwUfbut 
rt.·b·'l-· 



OSUPubP(! l:JnlftaSUUta lfUUtau 

1914 filn'--~"'LfrL 4>-rfr'lir br"'J-l"'"''t_..-L «.y.nL~r(-u » 
frL J(-f, m.-r t..uuu.pnuult l;frL wzlu.urt.fr 'ti.Ju"''-nr 
br"'J-lu."'.y.(-u.Lbrc, ltnJfrmwu 1, .... 1 d-n.zm{r'f"'~"'L b .. 
(n6f:bL.nr £r6fhrt pw'l't"'S,.,~ I;,IUJbpy Je. urnuuL' 

t.frw9 Lb1m{ Lbr~"'l b'ln'l br.y.wt..uLLbre: 

J.n'lm{r'f"'~"'L br"'J-lu.n<-filfr'-Le • fr'Lt"ll;u "'rorfr • 
fun.frfr, .y.n<-filwLfr br'fbrn<- JwufrL u.nLWlT .uLnr '1-"'""'
fuoun'-[ilfr<-LLbre U[/;u..p I; l!."bl, f'l; <.wJw'lnt.Jwrfr 
Lfruu.br(-L wJI;LI;L wt.blfr filwL~w'ffrLc b'l..-L : 

brp ltnJfru.wue 'l"'l L.uJn<-r/r Jou. Lu~~nb9,..._ Jb'lJo

r(-L br'fbln'- (,"'l~"''t.wL br'tbr, nt.L't.L'lfrr (,,..uwr.u't.n<-
filfr'-Ll!. .pwrw9 wlt JLw9 br l;r 1nur., In "'IL"'b'l -frrb9 

"'IL 1_b(,"'Uf"'Llt (,J"'I.Pl!.' "'IL 'fbr"''tniL Uf"'r'ln'-filfr'-Le, 
nr 't.e pfufr t.w1 't.w't.tuL br,..d-zu.nc.filbLI;L: 

:bPbSbPtol.J lTU.4ll;P 
(UnpUfnfir· l. wJw1uwpwGlt tftpnlflbutop) 

l;u "r"'J-lu."'ft"'L 1_br1nc.ltJ ... L bLp ... rftbr bJ ltnJfr
"'"'"P uu.b'llt"''tnrltn..pfr .. LLbrc b._ b't_hr bJ ... 1 L 
b'f.rw't.tu9nt.filbtuL, nr t,nJpmtuuf!. t.n.jtu't_.u<-nr wrnt.bu

"'"''fl;u. I;: flt JfrwiL t.w1bre, "'IL n'lf hrunllu.w't.wL 
wzlu•urt.e 't.rLw1 t.Ufwru.n<-flb.uJp .uru.ulu.uLbt "'l'l 
.uLn .. Le.: 

il'fr{/>Lfrufr Jl;f ltwLofJ"'9"'1 nt Jfrw1 L t..u1 br'ffrtLbrnc. 
be. hr.ud-frzu.Lbrn'-, "'lib'- • 1, ... 1 J-n'l•1r'l"''t.wL 
hr.ud-zmn'-[ilbwL : 'Ln1 LU[I;u t.fr.u9nc.Jmf lt.uLofilw9"'1 

't..um.urn'-"'lt 'lnrltfrL ltnJfrm.uu o/.."'r'l"'ut""'fr, nr n 't 

JfrwJL 1,wl, "'IL Jfrf"''l't"'lfrL hrwJ-lmn<-f/bwL Jhl; 
1_wr"lh,Lhri;L Jl;'t.L I; : </..wr'l"'Ufb"'l!. 1,w1 brw.lzmn<-
filbwL t.w1rL I;, t.w1 n9 ltrfr't.c : IJ.1u (,,..Jn'lnc.Ju 

U[W~~>Own. 'f-"'rJ..uc. nr· n'-l"''frnt.filbwJp nt.unc.JLwufrrhJ 
wLnr .uzjuwU7nc.filfr<-LLbrf!.. . . l,UfwU7w't.u (- (, nu fill; 

bc.rnUf"' 6.wLt9 Lb1 hr.u.lzurn<-flbwL Jhlt "-"'r"lh"'l!. h e. 
(,,..1 brw.lzu.n<-flfrc.Lc, nr 't.wJnc.rf JcL I; hc.rnUf.u't..uLfrL 
he. wrh'-blb.uLfrL Jfr fb'- : 

~~Jrn:tJ . .z.u.rsrru. u 

/;fill; ltnJfr"'"'"l!. 'tr(-r Jfrw1 L «IJ.Lu.nt.Lfr:.L, "'l'l "'L 

pwLW't.wL "[""'" CLL"'r 'l}L.p Jbl; wrnt.buu..u,(-U7 
t.wJwrbtn'-: 

1899 filnLW't..uLfrL fJbrLfrLfr J/rfw'l.'l"'lfrL cL't.brn<-
filhwL urwt.frL Jl;f, ltnJfrm.uufr 't.wr'l-"'9"'1; 'l"'""'fuo
un<-filfr'-Ll!.' 1,w1 t.n'llnnr be. J-n'ln1.r'fiU't.wL br.u.lzmnc.
filh.uL JwufrL, "ffrur/r JL..ul ,..LJnn.wLwlfr: IJ.ru.uffrL 
..uL'lwJL (-, nr tfJbrLfrLfr J(-f "'J'l-"lfrufr 'f"'u..ufuounc.

filfr'-L Jc 't.c 't."'r'l-"'9n'-fr ""- 'tn'-9(- 9"'r'l tl>.urfr'lfr 
Jfr f"''l'l"'lfrL pbJbri;L .uL'l.uJ LJ..uL 'l"'""'fu:'un<-filfr'-L jl; 
lunuult: 

!llPn:b . OU4U.P :bl U.8ut r 

ltc 'l"'rJ..uLwJ ltnJfrurwufr .ururw't.wr't cL'lnt.Lw't.nc.
filfrc.LLhrnc.L 1.r"'J : 7;.uur L"''- frJwLwtn1. Jn'ln1.Jr'P"ftwL 



hr'fe., ,.,L "'J'I: br'l:bre. Lbr'l:"'l. L,.,'t,.,b- t (,,.,'ln'-"''1:/r'-'n 
S."'l"''tm/_ b ... t'>z. 'l:ortL: f!nlnr "'I L br'l:bre., 'lnru bu 
,.,LJ.,.,Jp lu"'b- bJ 'lnJfrurUiutL bt.. 't,.,J nLunLJL,.,ufrr"'b- 1 

,.,JtLtL ,.,,._p_ 1 bu 'tt!. (,,.,uurUiurbJ 1 fiJt 'lnJfrurUIUf!. b'l~»'t/r 

'li;J.p t pf frprb... Lbr?:-z.L-'tn'l b... Pt frprb'
P"''I.J ... J.,.,1Ln'l: 

'LtUti t'l-nu 
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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 th~ 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. 




