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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.
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Udihnihnid
GpliwbGh Gndpuwuh why. whnwlw nGubpjunnnppugh onodpm dwubwdmnph puuwfonuy Eddw Egdupnh O-nphljjpub.
- «bEpmupy Qugpuybnyub’ pupGuwdmph b updpnbply Gjuquipniph Ynlighpmp (2011 p.)»:
E. Quypuytmpulip dwdwGwljulhg huy gndyng hmnpulul nupngh wdbGuwn Ghplpujugmghstbphg b UGgpuy nuph 70-
wlhwl pywlullhphg uljubim] hp gnpdmGhmpymbp, Guw pwpnGulmd F pp pbndGundnp gnpdém GhnipymGp dhlsh opu” lnp pnils
ni jhgp hwnnppbym] huy wqquyhl tmudymmppulp: bp dwdwbwlpujhglbph Gdwb, dunwblqlbim] huyulwl §nfuyng hnn-
pululb nuypngh jujwgnyl GjuwamdGbpp, Gw unbndtg Jwn b sunhwquibg hlpGunnpyy wpbunm, npl widmp nbn E gpunjly
dwdwlwlulhg dhowqquyhl §ndwynghnnpulub wpjbump dhondGiph b JpomdGeph hwduyGugunnbpnd: <nnjwop
GJppjwé b E <uypunglinpubh gupbudmph b upddnbhly Gfuwquiudph hunfup gmjwé Unlgbmnh Jbpymémpubp: Ujl
hwlhps Giphupuglmy F §nlghpnh uinbnédwl wunndnyeynilp, nbpl m pdwunp, Jhpupuph pojwbnulmpimbp b pm bpw-
dumwlpul Gmph Jhpymdémpymbp: Pnpd [ wpynid pwguwhuymly pdypbupnGhqip b Ghnondwnpquh npny wnwlabw-
hunnlmpymGGbp" plnpny E.Cuypunybimpulh uinbndwgnpdnipymGGGphG: Gndungpinph umbndéwgnpdmpqul vty hundipgh
dulipp Gnp dEhGwpwlnmb b onwlimd” plnpny XX gupunbpoh bpudymuiul wpdbunp plgphwinp dpnndGhph:
Npubu Gnduyngpnnph  wnbndwgnpémpul plnpny ghs” Jupbjh ' wnwGiluglly dEGwhunmuph b Gfuqupniph
thnfuhwpupbpmpimGGbph jmpophGwly JEhGwpwlnyeymbp’ ny ph wodwlunnmd, dpgulgnyeyml, wy hwdwgpnysmb b
dhwulinyaynil: Luwl vinbndwgnpd dpmpp Quplbph b pugunnply npuybu wihunnh b pphwlmph pGwlwl Shwdmymd, npp
[ununtd F hwidbipquhl dwilph qupunhwpuljul Jpupdwumun/npdul dwuhl:

Pwliviph-pwinkp. Unlighpm, plmpimG, Ginondwinpqd, wuypup, nhugblimplw:

Abcmpaxm
IIpenodasamenv [ompuiickoeo uauanra Epesanckoii eocydapcmeennoil koncepsamopuu um. Komumaca Imma
Adeapooena Topuran. - “Ddyapo Aiipanemsan: xonuepm oas gpopmenuano u cumgonuueckozo opxecmpa (2011)”.
Ddyapo Aiipanemsn — 00uH u3 ApKux npedcmasumeneii COBPEMeHHOU aAPMAHCKOU KoMno3umopckol wkonsl. Hauae
ceoll meopueckuil nymo 6 70-x 2eodax npowinoeo eexa, oH npoooaxcaem ceor NA000MBOPHYH) OesiMeAbHOCHb U HO
celi denv, npudasas Hogoe ObiXaHue U UMNYAbC APMAHCKOU HAUUOHAAbHOU My3bike. [10006HO c6ouM co8peMeHHUKAM,
YHACAe008a8 Ayuuiue 00CMUdNCeHUs APMAHCKOU KOMNO3UUUOHHOU wKoAbl, D. Aipanemsn co30an spKoe u 4pe3evl-
YaliHO OPUSUHANbHOE UCKYCCMBO0, 3aHsAsUIee NPOYHOe MeCO 8 NaHOpame MeHOeHUUll U HanpagaeHull co8peMeHH020

gauUMNQbhSNLUUUYL ULYUBEUS-umtndwqnponip)nil

bpwd,mwlul SUSUUSUL 2(63) 2022 #39



#40

Vuhnyntd £t GMNY Gynidpnt Swulwdininh

MeNCOYHAPOOH020 KOMNO3UMOpCKo2o uckyccmea. Cmamos nocésujeHa anaiuzy Konyepma Bdyapda Alipanemsua,
HANUCAHHO20 045 (opmenuano u cum@onu4eckoeo opkecmpa. B Hell kpamko npedcmaenena ucmopus co30aHus
KOHUepma, poav U 3Ha4yeHue, codepicanue o0paza u aHanu3 mMy3vikaibHoeo mamepuaia. Jleaaemcsi NONbIMKa pac-
KpblMb HEKOMOopble 0COOeHHOCMU UMNPECCUOHUMA U HEOPOMAHMU3MA - MUNUYHBIX 045 npoudeedenull 3. Atipane-
msaHa. B meopuecmee komnosumopa dcamp KoHuepma noayuaem HO8YH) MPAKMOBKY, XAPAKMEPHYI) 05 004X
menOeHyuli My3biKanabHo2o uckyccmea konya XX eexa. B kauecmee xapaxmepHoU uepmol MEop4ecmed KOMNO3uU-
mopa MOJNCHO 8bl0eAUMb C80C00PA3HYI0 UHMEPHPEeMAUUI0 OMHOWEHUN COAUCMA U OPKeCmpa: He NpomueoCmosHue,
KOHKYpeHyus, a couemanue u eduncmeo. I10006Hyr0O meopueckyto uoero MOICHO 008ICHUMb KAK eCMecmeeHHbL
CnAa8 UHOUBUOYANbHO0 U 00Wee0, Ymo 2080pum 00 UOCLIHOM NepPeoCMbICACHUU KOHUEPMHO20 JCAHDA.
Karwuesnie caosa: konyepm, npupooa, neopomanmusm, 6opvoba, ouareKmuxa.

Preface
duard Hayrapetyan is one of the most promi-
E 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 17" 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.c.,
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
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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 20™ 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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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,

Eduard Hayrapetyan

Enmuupn Quyypunylangwl
Doyapo Aiipanemsan

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.

Cadencia

QuintilGghw
Kaoenuus

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 thythm 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.

Ist Cadencia

1-h6 Gunklghw
1-asa Kaoenuus

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
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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.
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The 1st Part of the Cadencia
Ynligpinh 1-hG dwup
1-aa wacmo Konuepma

The concerto is a colorful masquerade of theatrical
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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.

1-st Part of the Cadencia, light theme
Unligbpinh 1-h6 dwu, jwympbdw
1-as wacmov Konuepma, aeiimmema

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.

The Clarinet solo in the Concerto Cadencia
Unligbpinh GQunblighwymy JyunGnh dbGwbijugn
Coa0 kaapuema 6 xadenyuu Konuepma

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.
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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.

2nd Cadencia

2-pn QuibGghwl
2-as Kadenuus

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
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people. In other words, music fosters an atmosphere of
harmony 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 particularly
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.
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