
Ñ Ç Ù Ý ³ ¹ ñ Ù ³ Ý  2 5 - ³ Ù Û ³  Ñ á μ » É Û ³ Ý Ç Ý

ºñ³Åßï³Ï³Ý  Ð²Ú²êî²Ü 2 ( 6 3 )  2 0 2 2

Î
à

Ø
ä

à
¼

Æ
î

à
ð

²
Î

²
Ü

 ²
ð

ì
º

ê
î

-ë
ï

»
Õ

Í
³

·
á

ñ
Í

á
õÃ

Ûá
õÝ

#39

Abstract
Eduard Hayrapetyan is one of the brightest representatives of the modern Armenian composing school. Having start-
ed his creative path in the 1970s, he continues his fruitful activity to this day, giving a new breath and impetus to
Armenian national music. Like his contemporaries, inheriting the best achievements of the Armenian Composition
School, E. Hayrapetyan created a bright and extremely original art, which took a firm place in the panorama of
trends and directions of contemporary international composing art. The article is devoted to the analysis of the con-
cert by Eduard Hayrapetyan, written for piano and symphony orchestra. It briefly presents the history, the role and
significance of the concert,  the content of the image and the analysis of the music material. An attempt is made to
reveal some peculiarities of Impressionism and neo-romanticism - typical of the works of E. Hayrapetyan. In the
composer's work, the concert genre gets a new interpretation, characteristic of the general tendencies of music of the
end of the 20th century. As a characteristic feature of the composer's work can be distinguished a unique interpre-
tation of the relationship between the soloist and orchestra: not confrontation, competition, but combination and unity.
Such a creative idea can be explained as a natural fusion of the individual and the general, which indicates the idea
of rethinking the concert genre.

Key Words: concert, nature, neo-romanticism, struggle, dialectics.
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Preface

E duard Hayrapetyan is one of the most promi-

nent representatives of the contemporary

Armenian composer school, having begun

his career in the 1970s and remaining active today, giving

Armenian national music new life and impetus. By inhe -

riting the best achievements of the Armenian school of

composition, like his contemporaries, Hayrapetyan has

created a vibrant and highly distinctive art that occupies a

sound place in the synthesis of the major processes and

trends that exist in the world of contemporary music.

Among the composer's works, the concerto genre holds a

special place. He is the author of 26 concertos written for

various instruments (violin, viola, cello, flute, clarinet,

oboe, and bassoon), each interpreted differently, both in

terms of their stylistic, dramaturgical, and performance

features, characteristic of the genre, thus enriching it with

distinctive thinking and a unique artistic approach.

It should be noted that increased interest in the genre of

instrumental concerto has clearly manifested itself in

Armenian music in the last quarter of the twentieth centu-

ry and at the beginning of the twenty-first century. 

Referring to the history of the concerto genre, we

should observe the following: the concerto emerged as a

musical genre and form in Italy at the end of the 17th cen-

tury. The genre's name is ambiguous in its own right.

Concertare in Latin means to struggle, to argue; concertare

in Italian means to invent, to create; and concerto means a

consent (1). Nowadays, subject to various changes, the

concerto genre nevertheless continues to retain its “fixed”

characteristics as well as its semantic basis - competition,

coordination, and dialog between the solo instrument and

the orchestra.

However, in the 21st century, the genre acquires a new

dramaturgical redefinition characteristic of its time. It is a

sensitive 'barometer' of the latest trends, immediately

reflecting the general stylistic patterns in the evolution of

contemporary music. In this context, it is essential to

reflect on how the concerto genre retains its basic, i.e.,

typological, characteristics in our time. 

The concerto genre evolves in accordance with general

trends in genre formation, becoming a platform for active

experimentation and innovative pursuits. It is multifaceted,

substantial, and completely personified in every way.

When addressing the concerto, composers often seek to

deepen the concept within the development of a sympho -

nic mindset. Which is why the contemporary concerto is

often no less individual in its artistic concept than the sym-

phony (a tendency that was already apparent in the works

of the composers of the Viennese Classic School). As

noted by M. Tarakanov, “The 20th century instrumental

concerto” becomes the second “edition” of the symphony

(2. p.12). There is a noticeable 'interaction of powers'

between the genres of concerto and symphony. Composers

highlight the fundamental interconnection between sym-

phony and concerto, for example Concerto Symphony by

Ashot Zohrabyan, Concerto Simphony for Cello and

Orchestra by Ruben Sargsyan, Un poco Concertante

Symphony by Vache Sharafyan, and others.

Today, the viability of the concerto shows its enduring

significance. The modern concerto contains virtually all of

the historical regularities inherent in the genre, including

the key concepts, artistic techniques, and principles of the-

matic development typical throughout different epochs.

All of the aforementioned criteria, however, have been

completely rethought. Since the 1950s and 1960s, there

has been a clear desire for greater intimacy in the genre,

the manifestation of subjectivity, and the expression of

deep psychological content. Nowadays, the composer is

completely free to make decisions, about the cyclical

nature of the form, the structure of the composition, the

development principles, and so on.

An unusual transformation takes place in the musical

language. In this sense, the genre freely incorporates new

tendencies in means of expression while subordinating

them to the artistic concept of the piece. The process of

creating an intonation landscape and evolving new

melodies is becoming increasingly complex, as is the

range of harmonic means and rhythm-intonation characte -

ristics. Certain changes in the internal logic of construction

are noticeable, which increase the role and importance of

the prologue, cadenza, and coda. 

In Hayrapetyan's composition the concerto genre is

given a new interpretation, typical of the general ten -

dencies of musical art at the end of the twentieth century.

A peculiar interpretation of the interrelationship between

the soloist and the orchestra can be identified as a distin-

guishing feature of the composer's work, which appears as

combination and unity rather than opposition or competi-

tion.

The artistic concept can be presented as a unity of com-

poser-nature, composer-society, that is, a natural fusion of

the individual and the general, which speaks of the concer-

to genre's philosophical rethinking. His First Concerto for
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ìå æ  äóíàðîäíîãî êîìïîçè òîðñ êîãî èñêóñ ñòâà. Ñòàòüÿ ïîñâÿùåíà àíàëèçó  êîíöåðòà  Ýäó àð äà Àé ðà ïå òÿíà,
íà ïèñàííîãî äëÿ ôîðòåïèàíî è ñèì ôîíè÷åñêîãî îðêåñòðà. Â íåé êðàòêî ïðåä ñòà âëåíà èñòîðèÿ ñîçäàíèÿ
êîí öåðòà, ðîëü è çíà ÷åíèå, ñîäåðæàíèå îáðàçà è àíàëèç ìó çû êàëü íîãî ìàòåðèàëà. Äåëàåòñÿ ïîïûòêà ðàñ -
êðûòü íåêîòîðûå îñîáåííîñòè èìïðåññèîíèçìà è íåîðî ìàí òèç ìà - òèïè÷íûõ äëÿ ïðîèçâåäåíèé Ý. Àé ðà ïå -
òÿ  íà. Â òâîð÷åñòâå êîìïîçèòîðà æàíð êîí  öåðòà ïîëó÷àåò íîâóþ òðàêòîâêó, õàðàê òåð  íóþ äëÿ îáùèõ
òåí äåíöèé ìóçûêàëüíîãî èñêóñ  ñòâà êîíöà ÕÕ âåêà. Â êà÷åñòâå õàðàê òåð íîé ÷åðòû òâîð÷åñòâà êî ì ïî çè -
òî ðà ìîæíî âû äå ëèòü ñâîåîáðàçíóþ èíòåðïðåòàöèþ îòíî øå íèé ñîëèñòà è îðêåñòðà: íå ïðîòè âî ñòîÿ íèå,
êîí êóðåíöèÿ, à ñî÷åòàíèå è åäèíñòâî. Ïîäîáíóþ òâîð ÷åñêóþ èäåþ ìîæíî îáúÿñíèòü êàê åñòåñò âåí íûé
ñïëàâ èíäèâèäóàëüíîãî è îáùåãî, ÷òî ãî âî ðèò îá èäåéíîì ïåðåîñìûñ ëå íèè êîíöåðòíîãî æà í ðà.

Êëþ÷åâûå ñëîâà: êîíöåðò, ïðèðîäà, íåîðîìàíòèçì, áîðüáà, äèàëåêòèêà. 



Piano and Orchestra, written in 2011, is important not only

within Hayrapetyan's original art, but also in relation to the

development of the concerto genre in Armenian music in

general.

Hayrapetyan dedicated his piece to pianist Nareh

Arghamanyan, a winner of international competitions and

the first performer of the concerto. The composer was

impressed by the brightness and depth of her performance

technique, mature emotional expression, and fine pianism.

The work began with Hayrapetyan's Piano Sonata, which

the pianist acquired by chance. Later, during one of her

regular tours in Yerevan, she met the composer and shared

her thoughts on the piece. In turn, the composer talked

about his recently completed Concerto for Piano and

Orchestra and mentioned that it was inspired by one of

Nareh's recitals in Yerevan. Her ability to extract a lush

sound from the instrument, as well as sense and express the

colors and nuances, seemed to remain in the composer's

memory. After reading the concerto, the pianist no longer

looks away from the music and immediately begins to pre-

pare for the performance. (3. p. 2) The concerto was pre-

miered in 2017 by Nareh Arghamanyan and the Armenian

State Symphony Orchestra as part of the VIII Armenian

Composers Festival 'Haro Stepanyan Fest'. The same year,

the work was awarded the RA State Prize.

Overall, the concerto is distinguished by its lyric-dra-

matic, philosophical, and profound psychological content.

This introspective music guides the listener into the realm

of memory and reflection. The music of the concerto is a

narrative of the hero, revealing the confrontation of the

individual with nature, society, and humanity, along with

his feelings and state of mind accumulated during his

earthly journey. This dramatic battle is expressed in the

first movement of the concerto by a scherzo, in a some-

what waltzing, sarcastic stylization, followed by a long-

awaited agreement, harmony, set forth in choral texture,

when the hero is no longer struggling with himself or

against himself. This harmony is what leads from drama to

tranquility and from which the entire composition has

grown.    

Instead of the traditional three-movement concerto

form, the composer creates a through-composed binary

cyclic form. Of course, this structure has been present in

the evolution of instrumental music since the Romantic

period. Based on the tendency for subjectivity, introspec-

tion, and inclusive expressiveness, the through-composed

binary form became a kind of prototype of the contempo-

rary cyclic form. Broadly speaking, the two movements of

the concerto have the following characteristics: the first

movement, which is full of profound drama, is combined

with the contemplative lyrical narration of the second

movement. Obviously, this dramaturgy of the cycle is

intended to reveal the inner emotional state of its sole pro-

tagonist. In other words, the emotional, contemplative, and

symbolic theme characters present in the musical compo-

sition of the concerto come from the inner world of the

hero. I dare say that this character is the composer himself,

who is willing to share his inner narrative. Hence the diver-

sity of themes and narratives as the composer strives to use

the timbre of the solo instrument and subtle musical

expression to convey the character's state of mind, his

inner emotional feelings, and his thoughts. The free ap -

proach to the music theme manifests itself from the very

first sounds of the piano solo.

The concerto starts unusually, with a cadenza symbol-

izing the monologue of the protagonist, characterized by

the use of a variety of expressive possibilities of the piano.

On the one hand, we observe the instrument within its

restrained self-confession and self-inquiry at the same time

as it reaches an incredible register and technical dynamic

expansion, competing with the entire symphonic orchestra.   

The thematic core of the cadenza is the tritone, which

contains a profound mystery. As a micro-motif, it plays a

decisive role in the further organization of the musical

canvas. According to the composer, he spent days search-

ing for the right intonation-the germ that should become

the core of the entire musical material. (4.) Yet it is still

unknown what drama lies hidden in the possibilities of the

evolution of that single seed.

The left-hand party is built on a chromatic scale, with

the minor second becoming increasingly important, adding

to the tension. A completely different picture is observed in

the right hand, which seems to remain in the diatonic

realm, where 'empty' fifths are used within the diatonic

scale. Two principles are combined here: on the one hand,

a diatonic world with almost no chromatic movement, and

on the other, an image built up with quiet steps, whose
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main mission is to activate the inner tension. Its intensity

is also supported by the changes in the rhythmic pattern:

slow tempo is gradually replaced by eighth notes, sixteenth

notes, and, finally, by the triplet rhythm pattern. The quiet

movement, gradually more and more compressed,

becomes impulsive in nature. “Music should breathe; you

should always feel it”, says the composer. In nature, there

are no identical quarter notes; such concepts do not exist.

There will be no music if there is no breath. To me, music

is the expression of the breath, and the breath makes music

an ongoing phenomenon. Rhythm is the work of the heart,

the pulsing, while in the breath it is the expression of the

infinity of music.” (4.)

This is probably the most accurate rationale for the fun-

damental importance of meter and rhythm in the musical

dramaturgy of a composition. The constantly changing

meter, random accents, mixed meters, triplets, and quin -

tuple rhythmic patterns that appear throughout the concer-

to are the driving force behind the development of the

musical material. The importance of the rhythmic pattern

created by triplets is particularly important here; the com-

poser creates, through its 'circulation', a picture of conti -

nuous movement, resulting in a more dramatic, restless,

and extremely tense process. The disturbed, rapid breath-

ing gradually intensifies, transforming from a blizzard into

a violent whirlwind. The lower range expands, engaging

the supporting sounds as a kind of supporting column.

However, none of them becomes the tonic of the mode, as

the composer avoids tonal precision. The resulting pattern

has no clearly defined final harmonic or textural structure.

The texture is flowing, unstable, and loose, like sand

between the fingers, keeping the listener in a constant state

of tension.

Margarita Rukhkyan, a musicologist, in her book dedi-

cated to the composer, quotes Hayrapetyan's reflections on

atonality. “Tonality is the order of the existence of the

music”. This approach allows the composer to build a flex-

ible interaction between tonality and atonality, proceeding

from both the regularities of the functional structure of the

musical integrity and the possibilities of breaking these

regularities, as well as searching for solutions and relevant

emotional and semantic impulses arising in the process of

developing a musical composition (6. P. 64).

Thus, from the very first measure, we obtain the core

materialized cells - the intonations that provide the basis

for constructing the body of the entire composition. Some

of the more notable characteristics of the music include a

tritone with its unstable nature, an ascending diatonic pro-

gression in leaps or question-like motives, and a series of

tense and mysterious chromatic steps that seem to be a

condensed representation of further outbursts. As well as a

succession of opulent, colorful chord sequences running

through a luxurious color palette. The tension reaches its

climax in the cadenza, when the composer expands the

space by using the outer registers and enriches it with new

tones and nuances, followed by the demanding sound of

the orchestra.

The composer defines the first movement of the con-

certo as a rondo-like form. However, there is no specific

underlying theme, which, according to the logic of rondo

form, should run through the entire piece. In this case, it

appears more appropriate to interpret the structure of the

whole piece as an ongoing series of several thematic cells

serving as elements, developing in variant forms, undergo-

ing multiple changes and new modifications, and follow-

ing the logic of a free-form poem. Meanwhile, the division

between the first and second movements seems to be strict-

ly conventional. The relationship between the movements

is so organic that the border appears to be driven solely by

the need to take a breath. There is a clear presence of

theatrical characters. The gradual development can be seen

in terms of form structure as well as other components of

the musical canvas within, such as rhythm-intonation

constructions, timbre dramaturgy, thematic cores, tempo,

and dynamic tonal organization. 

The concerto is a colorful masquerade of theatrical

The 1st Part of the Cadencia
ÎáÝó»ñïÇ 1-ÇÝ Ù³ëÁ

1-àÿ ÷àñòü Êîíöåðòà

1st Cadencia 
1-ÇÝ Î³¹»ÝóÇ³
1-àÿ Êàäåíöèÿ
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characters. We see a succession of themes following one

another: inviting, lyrical, ironic, dancing, waltz-like, and

scherzo. As a factor contributing to the dramaturgical

integrity of the content, the composer chooses to use

leitmotifs.

Despite their reliance on leitmotifs, the main themes of

the composition are contrasting in character yet comple-

ment each other.

In the first movement, for example, almost all the

instruments have a fanfare-like ascending motif in the for-

tissimo, which announces the beginning of the forthcom-

ing story while drawing the attention of the audience to its

importance.

We see the same ascending motif in the number six,

but, unlike the calling expression of the winds, this time

with less tension, in pianissimo, with a doubled duration,

reminiscent of a quiet step. The music is evolving follow-

ing the principle of derivative contrasts, where the subse-

quent material emerges from the preceding one, forming a

multitude of melodies with a distinct character. The con-

stant enrichment of the thematic line with new intonations

makes the musical content extremely intense and flexible,

allowing the listener to grasp the most delicate transitions

of the protagonist's emotions and experience the signifi-

cance of each moment. The part is presented using the

gradual complication of musical phrases principle while

retaining the initial intonation core and the logic of its con-

tinuous modification sequence. This creates some kind of

chain of development. Rich melodic themes, various terti-

ary chords in emphasized tonal domains found in the har-

monic language, traditional diminished seventh chords,

ninth chords, eleventh chords, and chromatic clusters.

Taken together, they demonstrate the original interaction

between the composer's mind and the principles of Neo-

romanticism.    

The importance of the role of the piano is immediately

apparent. The central character, with its extensive techni-

cal capacity and masterful sound, takes on the unique role

of presenting the ideological content of the composition,

performing not one but three cadenzas. Additionally, the

piano part contains monologues that reflect its desire to be

left alone for a brief moment, which manifests itself in free

improvisatory passages. In the case of the orchestra, we

see a trend that began with romanticism and impression-

ism: the liberation and personalization of individual tim-

bres. As the piece unfolds, the timbres that stand out from

the orchestral sound take on a distinct personality while

contributing to a specific emotional atmosphere, revealing

the content and further developing the theme. As a result,

the orchestra, with its diverse timbre palette, definitely

complements the concert's main character, the piano.

Woodwind instruments (particularly the clarinet and oboe)

play an important dramatic role and occasionally stand

apart from the symphony orchestra and take on the role of

soloist. The clarinet solo theme, as seen in the example

above, is accompanied by a repetitive piano phrase, which,

in turn, is accompanied by a motif with a triplet rhythmic

pattern. In a different place in the second movement, the

oboe solo is accompanied by a delicate piano part.

It is like a memory floating through the air. The princi-

ple of a dialog of instruments complementing each other is

continued throughout the piece. 

Indeed, the orchestra plays a significant role in express-

ing the imaginative content of the composition. The philo-

sophical and contemplative nuances of the concerto, as

well as subtle shifts in the character's state of mind, are

revealed through instrument timbre coloring, register,

rhythm and intonation, and various techniques.

One of the unique characteristics of this concerto is

that, unlike the classical form, the cadenza is an integral

part of its structure. Another distinguishing feature of the

piece is the presence of three cadenzas. There are already

two cadenzas in the first movement. The central idea is

presented in the first cadenza, at the beginning of the com-

position. The piano part is where the piece's thematic core

is generated. It is rich in technical complexity and

designed to bring out the instrument's full technical poten-

tial. This is a complex piece that employs both fine finger

and extensive chord techniques, and the level of virtuosity

appears to exceed all expectations.

The Clarinet solo in the Concerto  Cadencia
ÎáÝó»ñïÇ Î³¹»ÝóÇ³ÛáõÙ ÏÉ³éÝ»ïÇ Ù»Ý³Ýí³·Á

Ñîëî êëàðíåòà â êàäåíöèè Êîíöåðòà

1-st Part of the Cadencia, light theme 
ÎáÝó»ñïÇ 1-ÇÝ Ù³ë, É³ÛïÃ»Ù³

1-àÿ ÷àñòü Êîíöåðòà, ëåéòòåìà
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The first cadenza, while defined by its striving to strug-

gle, fierce intensity, and complex emotions, is charac -

terized by infinite lyricism and a broad melodiousness

fully consonant with the protagonist's inner harmony. In

this context, it is worth noting that the emphasis on the

broad, melodious tune in the cadenza is one of the stylistic

features of the concerto.

The second movement is reminiscent of a masquerade,

yet it is not a celebration but rather a parade of successive

themes with elusive metamorphoses that weave together

the inner narrative of the protagonist. In contrast to the first

movement, here we observe a more rapid development of

the two principal contrasting themes. On the one hand,

there is vibrant, agile, impulsive thematic material, and on

the other, there is a contemplative, unconstrained, impro -

visational, smoothly flowing theme. In the swirl of this

development, the piano, with its lush palette, is absolutely

not inferior to the orchestra.    

A brief and tranquil coda, on the one hand, ends the

concerto and, on the other, defines a link with its beginning

by concluding and summarizing the philosophical message

of the whole composition. Hayrapetyan describes the

semantics of the concerto as beginning from nothing and

ending with a road to nowhere. The concerto is a reflection

of a human life, with its beginning, its conflicts and strug-

gles, its dialectics, and its completion. Ultimately, the

answers to all existential questions are found in inner

peace and tranquility. When asked if there is a message

addressed particularly to Armenian listeners in your work,

what would you like the Armenian audience to hear in your

work? Hayrapetyan replied, “Why only Armenians, or

what do you need to hear in music in general? Fine music

allows people to engage in dialogue. Dialogue is what

creates solidarity-that is, direct communication between

people. In other words, music fosters an atmosphere of

har mony and convergence. I strongly believe that music

educates without preaching or moral teaching” (5.).

With these words, E. Hayrapetyan indicates that the

composer, while referring to musical principles that have

been established on various levels throughout history,

remains true to his own inner artistic philosophy, as if

wishing to make his message more meaningful, addressing

it not only to his countrymen but to the entirety of huma -

nity. 

Conclusion
As if in an attempt to escape reality, the composer

seeks parallels between nature and the space around him,

between nature and the laws of art at large. This explains

the impressionistic elements that distinguish his work. To

summarize, we quote Margarita Rukhkyan, who perfectly

characterizes the work of composer Eduard Hayrapetyan.

“Nature, in its uniqueness and mystery, plays a particu larly

significant role in his music. The subject he is interested in

is always surrounded by a poetic veil. He is a new-wave

romantic, with a romantic perception of today's subjects”

(6. P. 85).

Hayrapetyan is perfectly honest in his every composi-

tion. For him, any 'empty' experimentation and the arbi-

trary, baseless, and senseless applications of certain inno-

vative means are totally unacceptable. This makes him a

Neo-romantic artist, or a traditionalist for that matter, since

he writes heartfelt, immensely emotional, elegant, even

sophisticated music in this rational techno-age.

REFERENCE LIST 

1. Music Dictionary (music-dic.ru) https://ww.music-dic.ru/html-

music-enc/k/3921.html

2. Tarakanov M. E., Symphony and Instrumental Concert in

Soviet Russian Music (60-70s). Moscow, 1988.

3. Rukhkyan M. A., Sign of Fate //Voice of Armenia. - 21.03.2017.

4. From our Conversation with the Composer, Yerevan, 2021.

5. From our Conversation with the Composer, Yerevan, 2020.

6. Rukhkyan M.A., The Time of Eduard Hayrapetyan. Yerevan,

"Gitutyun", 2020.

7. Gyodakyan G. Sh., Yerevan State Conservatory after Komitas

Composition Department., //Musical Armenia, 1 (62) 2022,

P. 18-23.

Ìóçûêàëüíûé ñëîâàðü (music-dic.ru) https://www.
music-dic.ru/html-music-enc/k/3921.html

Òàðàêàíîâ Ì. Å., Ñèìôîíèÿ è èíñòðóìåíòàëüíûé
êîíöåðò â ðóññêîé ñîâåòñêîé ìóçûêå (60-70-å
ãîäû). Ìîñêâà, 1988.

Ðóõêÿí Ì. À., Çíàê ñóäüáû //Ãîëîñ Àðìåíèè. — 21. 03.
2017.

ÎáÙåá½ÇïáñÇ Ñ»ï Ù»ñ ½ñáõÛóÇó, ºñ¨³Ý, 2021Ã.
ÎáÙåá½ÇïáñÇ Ñ»ï Ù»ñ ½ñáõÛóÇó, ºñ¨³Ý, 2020Ã.
Ðóõêÿí Ì.À. Âðåìÿ Ýäóàðäà Àéðàïåòÿíà. Åð.: Ãè òó -

òþí., 2020.
Ãåîäàêÿí Ã. Ø., Êàôåäðà êîìïîçèöèè ÅÃÊ., //Ìóçû -

êàëü  íàÿ Àðìåíèÿ, 1 (62) 2022., Ñ. 18-23.  

2nd  Cadencia
2-ñ¹ Î³¹»ÝóÇ³Ý
2-àÿ Êàäåíöèÿ

Ü í Ç ñ í á õ Ù  ¿  º ä Î  ¶ Û á õ Ù ñ á õ  Ù ³ ë Ý ³ × Û á õ Õ Ç

ºñ³Åßï³Ï³Ý  Ð²Ú²êî²Ü 2 ( 6 3 )  2 0 2 2#44



REFERENCES

1. Muzikal’nyj slovar’ (music-dic.ru) https://ww.music-

dic.ru/html-music-enc/k/3921.html

2. Tarakanov M.E., Simphoniya i instrumental’nyj kontzert v

russkoj sovetskoj muzyke (60-70-e gg.)., M., 1988.

3. Rukhkyan M. A., Znak sud’by., //Golos Armenii, 21.03.2017.

4. Kompozitori het mer zruytzitz, Yerevan, 2021 th.

5. Kompozitori het mer zruytzitz, Yerevan, 2020 th.

6. Rukhkyan M. A., Eduard Hayrapetyan. Yer., Gitutyun, 2020.

7. Geodakyan G. Sh., Kafedra kompozitzii EGK., //Muzykal’naya

Armeniya, 1 (62) 2022., S. 18-23.  

Ñ Ç Ù Ý ³ ¹ ñ Ù ³ Ý  2 5 - ³ Ù Û ³  Ñ á μ » É Û ³ Ý Ç Ý

ºñ³Åßï³Ï³Ý  Ð²Ú²êî²Ü 2 ( 6 3 )  2 0 2 2 #45

About the author: EMMA EDVARD TORIKYAN (born in 1999, in Gyumri). In 2020 she completed her BA
degree in Musicology at Gyumri Branch of Yerevan Komitas State Conservatory with her diploma work enti-
tled "Eduard Hayrapetyan's Vocal Compositions" (scientific supervisor: Rita Aghayan). Later in 2022 she
completed her Master's Degree at the same faculty and her thesis explored "Eduard Hayrapetyan's Piano
Concert in the Context of the Composer's Creative Path" (scientific supervisor: Associate Professor, PhD in
Arts Lilit Yepremyan).

Ð»ÕÇÝ³ÏÇ Ù³ëÇÝ. ¾ØØ² ¾¸ì²ð¸Æ ÂàðÆÎÚ²Ü (Í. 1999 Ã. ù. ¶ÛáõÙ ñÇ) 2020 Ã.-ÇÝ ³í³ñ ï»É ¿ Îá ÙÇ ï³ ëÇ
³Ý í³Ý ºñ¨³ÝÇ å» ï³ Ï³Ý ÏáÝ ë»ñ í³ ïá ñÇ ³ ÛÇ ¶ÛáõÙ ñáõ Ù³ë Ý³× Ûáõ ÕÇ μ³ Ï³ É³í ñÇ ³ ïÇ »ñ³Åß ï³ ·Ç ïáõ -
ÃÛ³Ý μ³ ÅÇ ÝÁª §¾¹áõ ³ñ¹ Ð³Û ñ³ å»ï Û³ ÝÇ íá Ï³É ëï»Õ Í³ ·áñ Íáõ ÃÛáõÝ Ý» ñÁ¦ ¹Çå Éá Ù³ ÛÇÝ ³ß Ë³ ï³Ý ùáí
(·Çï. Õ»Ï.ª èÇ ï³ ²Õ³ Û³Ý), ÇëÏ 2022 Ã.-ÇÝ Ý³¨ ÝáõÛÝ μ³ÅÝÇ Ù³·Çëïñ³ïáõñ³Ýª §¾¹áõ³ñ¹ Ð³Ûñ³ å»ï -
Û³ÝÇ ¹³ßÝ³Ùáõñ³ÛÇÝ ÏáÝó»ñïÁ ÏáÙåá½ÇïáñÇ ëï»ÕÍ³·áñÍ³Ï³Ý ·áñÍáõÝ»áõÃÛ³Ý Ñ³Ù³ï»ùëïáõÙ¦ (·Çï.
Õ»Ï.ª ¹áó., ³ñí. Ã»ÏÝ. ÈÇÉÇÃ º÷ñ»ÙÛ³Ý) Ã»Ù³Ûáí Ù³·Çëïñáë³Ï³Ý Ã»½áí:

Îá àâòîðå: ÝÌÌÀ ÝÄÂÀÐÄÎÂÍÀ ÒÎÐÈÊßÍ (ðîä. â 1999 ãîäó, Ãþìðè). Oêîí÷èëà: áàêàëàâðèàò ìó -
çû  êî âåä ÷åñ êî ãî îòäåëåíèÿ Ãþìðèéñêîãî ôèëèàëà Åðåâàíñêîé ãîñóäàðñòâåííîé êîíñåðâàòîðèè èìåíè
Êî  ìèòàñà (äèï ëîì íàÿ ðàáîòà «Âîêàëüíûå ïðîèçâåäåíèÿ Ýäóàðäà Àéðàïåòÿíà», íàó÷íûé ðó êî âî äè -
òåëü - äîöåíò Ðèòà Àãàÿí, 2020); ìàãèñòðàòóðó òîãî æå îòäåëà (ìàãèñòåðñêàÿ äèññåð òàöèÿ
«Ôîð òåïèàííûé êîíöåðò Ýäóàðäà Àéðà ïå òÿíà â êîíòåêñòå òâîð÷åñêîé äåÿòåëüíîñòè êîì ïî çè òî -
ðà», íàó÷íûé ðóêîâîäèòåëü êàíäèäàò èñ êóñ ñòâî âå äå íåèÿ, äîöåíò Ëèëèò Åïðåìÿí, 2022).


