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KOMITAS PIANO LEGACY
(General Description of Artistic Principles and Editorial Work)

Abstract

The article explores the most fascinating realm of the great Armenian composer Komitas' piano work, which, though
limited in quantity, is distinguished by an unusual spirit of originality and innovation. To explain this quality, the
author, first of all, convincingly unveils the essence of Komitas's creative method. It is on the basis of a clear presen-
tation of the artistic method that the article examines the content of the 6th volume of the Complete Works, encom-
passing all of the composer's piano compositions. It also highlights the compositional features of his dances and various
pileces from his student years, emphasizing the significance of his dances in the context of world musical art. It is also
noteworthy that Areg Sargsyan, along with an interesting analysis of the music of this volume, presents the reader with
research, compilation and editorial work, giving it due recognition. The article emphasizes the progressive and innova-
tive nature of Komitas 's piano compositions and methodically guides performers in studying them.

Key Words: Komitas' method, historical background of activity, folklore, editorial work, piano legacy, 6th volume of the
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Abcrpakr

Jonenr  goprenmarHoro  Qaxymsrera  Epepamcko¥ — rocyzapcrenHor — Komcepsaropuu — uM. Komwmraca Aper Bmwnw-
eeus Caprucad. - “Poprennarroe Hacnexne Komuraca”.

B crarse HCceRyeTca HHTEpeCHEHmAs 001aCTh TBOPYECTRA BEJIHKOrO apMAHCKOro Koumosuropa. Popremnarroe reopgecrso Komuraca,
6y4yIH He MHOTOYHCIEHHBIM, OTMEYeHO HEOOBIYHEIM JyXOM OPHIHHAIEHOCTH H HOBATOPCTBA. /JIa 0OBACHEHHA 3TOrO Ka1eCcTBa aBTOp,
IIpexzge BCEro, yOegHTeIsHO DACKPHIBAET CyTh TBOpYecKoro meroja Komuraca. HmeHHO Ha OCHOBe ACHOTO IPEJCTABIEHHA
XVZOXKECTBeHHOIO MeTOJa, aBTOp CTATBH HCCAEZYET COZepxaHHe 6-ro ToMa IlomHOro cobpaHua COYHHEHHH, BKIIOYAIOL[ErO BCE
QoprenHaHHOe TBOPIECTBO KOMITO3UTOPA. ABTOD CTaThH PACKPHIBAET TAKXKE KOMITO3HIJHOHHBIE OCOOEHHOCTH TAHIJ€B H PAAA ITBEC Y T€OHBIX
JIeT, 04 YEPKHBAA HX (TaHI[€B) 3HATHMOCTD B MHPOBOM My3BIKATBHOM HCKyccTBe. [IpumevarensHo tarxe, 4ro Aper CapKHCAH, HapAZRy ¢
HHTePEeCHBIM aHaTH30M MY3BIKH 5TOTO TOMa, IPECTABIAET THTATEIO HCCIEA0BATENBCKYIO, COCTABHTENbCKYIO H PEAAKTOPCKYIO PAbOTY,
Bo37aBad e go/mxHoe. IlogyepkuBas MporpecCHBHBEIE H HOBATOPCKHH XapakTep goprennanHoro reopiecrsa Kommuraca, aBrop crarsn
MeTOAHYECKH HalIpaB/Ii€T HCIIOJIHHTE/Id K €I0 H3/V"16HHIO.

Kmrogessre ciroBa: meron Komuraca, Hcropryeckne IpeIIOCEIIKH TBOPYECTBA, POTBKIOP, PEJaKTOPCKad paboTa, opTemHaHHoe HacIeqne, 6-k

#86

rom ITo/IHOro cOBpaHmus COYHHEeHHH.
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The
artistic

of Komitas is a
the
Armenian and international culture (1, p. 21).

outstanding  art unique

phenomenon in history of

First and foremost, Komitas' music is unparalleled in terms
of its original content and the system of creative methods
and means of expression used by the composer. This dis-
tinctiveness, however, is also related to the general objec-
tive genesis of art, ie., the social and historical reality
reflected in the composer's work. The exceptional particu-
larity of Armenian life of that period and Komitas' inim-
itable artistic personality, once they meet in music, give it
distinctiveness and grandeur.

The music of Komitas has an exceptional power, and
perhaps one specific aspect plays a significant role here:
this is the reflection of a certain motive of life that is pro-
foundly intimate to us. Therefore, when delving into the
Komitas’ artistic methods, one should determine what
exactly it speaks about and only then identify the ways it
communicates about it. (2, p. 145).

“Komitas’ creative endeavors occurred at a moment in
Armenian history when the country was living through a
terrible, conflicting, and critical period. The Armenian vil-
lage became impoverished due to the advancement of the
bourgeois way of life. This was a near-catastrophic situa-
tion for the people. As a result, in the minds of the intelli-
gentsia, protection of the peasantry was a work of utmost
significance.” (A. A. Adamyan)

Komitas' artistic method is remarkable since its foun-
dation is folk (peasant) music, which is the all-pervading
substance of his creativity. (3, p. 19). Importantly, the way
folklore is used in his art becomes a primary composition-
al method.

The very fact of the universality of this artistic concept
this
does not exhaust Komitas’ creative thinking. It is deter-

emphasizes its distinctiveness. However, scenario
mined by Komitas' concept of folklore and its role in his
work. (3, p. 17). The genuine uniqueness of Komitas® style
is shown in the particular approach to folklore, and there-
in lies the incomparable, magnificent, and hypnotic power
of Komitas’ music.

Let's explore this in more detail.

“The folklore material in Komitas’ music is trans-
formed into new content that differs from the original by a
larger and deeper semantics, thus bringing it to the highest
quality.” (A. A. Adamyan)

It is noteworthy that, along with developing the afore-
mentioned novelty, Komitas is able to retain the original,
indigenous, primordial characteristics of folk music as
some sort of prototype. This particular quality of Komitas'
work is unique in the realm of art music composition based
on traditional material. (4, p. 27).

Here is the Sixth Volume of Komitas Collected Works,
published by the Institute of Arts of the Academy of
Sciences of the Armenian SSR (Yerevan,
Grogh, 1982). This
piano works, was compiled and edited by Professor R. A.

Atavan. Honored Art Worker and Candidate of Arts.

Sovetakan

volume, which contains Komitas’

Komitas' piano works make up a modest yet significant
portion of his music. Their indisputable unique character is
defined by one basic feature: the masterful use of piano
techniques to express folk music imagery through instru-
mental means of expression.

The major part of the volume is seven piano dances in
two author's editions (early and intermediate versions). It
is well known that folk dance melodies served as the pro-
totype for these pieces. We also know that before Komitas'
Dances, there was an earlier attempt in Armenian profes-
sional music made by N. Tigranyan, who arrangeed tradi-
tional dance music for piano. However, as the editor cor-
rectly points out, it was Komitas who brought this particu-
lar genre to the next level.

Through his innovative rearrangement of traditional
dance melodies and folk songs, Komitas created pieces
that represented their local national character with sophis-
tication and refinement on par with European traditions.

The editor provides an analysis of the figurative con-
tent of the Dances as well as an introduction to the history
of the composition. We also learn about Komitas's views
on traditional dance: “National dance is an expression of
the distinctive features of the nation, particularly its man-
ners and level of civilization.” Komitas had such a strong
interest in traditional dance that he studied it consistently,
eventually mastering its choreography.

Komitas, as it turned out, was particularly fond of cir-
cle dances accompanied by singing, which he thought to
be the most typical of Armenian dances. However, he was
equally interested in group and solo dances with musical
accompaniment. He believed that dance melodies and
songs deserved an independent artistic existence.

The volume contains a description and commentary on
previous editions. A summary of the first edition of Dances
(Paris, 1925) is presented, highlighting both the strengths
and flows of the latter as well as information on reprints.
Two works were omitted from the previous editions: Msho
Shoror, an and
Manushaki.

This volume is the first complete edition of the Dances

expanded choreographic “painting”,

and all other piano works by Komitas. It is to the editor's
credit that he has reconstructed the whole composition of
the second edition of Msho Shoror from scattered manu-
script parts - a brilliant and original piece that, along with
its first edition, was thought to be irretrievably lost.

According to the editor, Komitas' elaboration of its
variants resulted not only in a more convincing presenta-
tion but also in a shift in style and the development of the
inherent Komitasian features. The editor emphasizes the
increasing individualization of rhythmic patterns, the new
discoveries in the means of expression, and the expansion
of the spectrum of polyphonic techniques.

Robert Atayan also presents an impressive overview of
the composer's version and the performance of the Dance.
Komitas, by the way, was also a performer of the piece.
Any performer of the Dances will greatly benefit from
Komitas' references to the place of origin and circulation
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of each dance, as well as to the manner of traditional
instrumental performance. This contributes to the creation
of an accurate and emotive representation that conveys an
“authentic portrayal of Armenian people's lives.”

Each dance has a double title: the first part defines the
region of its origin, and the second part specifies the loca-
tion of circulation of the tune when it was recorded and
might have received new features.

The figurative meaning and significance of each piece
are highlighted in order to recreate its authentic essence.
The attention to detail is particularly noteworthy. While the
editor associates this with the impressionistic style of com-
position, Komitas' intention, however, was to bring the
performer closer to the peculiarities of traditional music
performance. To accomplish this, he employs elaborate
marking that closely resembles the “talking” approach of
traditional musicians.

The editor’s observations on accent types in the piece
are also quite informative. The rich markings used by
Komitas, as it turns out, are essential to musical phrasing,
as they highlight the phrasing nuances while structuring
the musical material as a whole. A detailed explanation is
given of the pedalization, which is intended to perform
both harmonic and timbral tasks in Komitas' compositions.

In this volume of piano compositions, the Dances are
followed by Seven Songs, a set of piano miniatures not
meant for public performance; they are piano arrange-
ments of traditional song tunes. These melodies are appeal-
ing because of their national purity and simplicity, as well
as their harmonious form and clear traditional intonation.

They are followed by Pieces for Children - the name of
this part explains its purpose. At the time, Constantinople
was known as an important center of Armenian culture in
many domains. However, despite the dynamic cultural life
of the city, Komitas was aware of the lack of the most vital
musical characteristic: a genuine, pure national style. As a
result, upon arriving in Constantinople, he intended to
open an Armenian music school. He began teaching with-
out waiting for the school to open, teaching both music
theory and piano.

He composed his Pieces for Children to incorporate
traditional musical elements into the educational process.
Sixteen pieces remain from the whole collection. Among
them, the three canons in three voices are particularly
intriguing; their instructional objective is to introduce chil-
dren to polyphonic thinking. These pieces, in fact, make up
a small polyphonic suite, so the editor has given them this
title in the absence of the one by the composer.

Here also, Robert Atayan draws on historical analogies.
He points out that, in terms of the genre, a similar piece
was composed almost concurrently by Bela Bart6k, a
Hungarian classical composer. The first twelve pieces in
Komitas’ Pleces for Children are arrangements of folk
songs, which resemble the pieces in Bartok’s For Children
series, while the purpose of the canons is similar to that of
the famous Microcosmos collection. The editor hopes that
these compositions, written in a pristine folk style, would
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be an attractive addition to the repertoires of aspiring
pianists.

The volume concludes with three samples of Komitas's
student works: Larghetto and Allegretto, which the editor
conventionally called Songs Without Words, and Funeral
March. Komitas employed folk music in all three pieces,
This
material is of great interest in terms of studying the com-

but this time he has chosen urban folk melodies.

poser’s creative path.

The volume is completed by extensive commentary on
the history of Komitas’s piano works as well as research
notes, which, together with extensive source studies, refer
to the clarification of the musical and stylistic features of
the works. The commentaries reveal some fascinating
information regarding the first performers of Msho Shoror
and Dances.

Together, the preface and commentary to Volume VI
form a solid and valuable work on Komitas's piano com-
positions, introducing them to performers and thus con-
tributing to a better understanding of the fine nuances of

the composer’s style.
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