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THE SECRETS OF THE MASTERY OF PROFESSOR
YURI HAYRAPETYAN ETUDE ON THE ETUDFE

Abstract
This article is dedicated to the musical-pedagogical views of Professor of the Tchaikovsky Moscow State Conservatory, People's
Artist of Armenia Yuri S. Hayrapetyan - the principle custodian of the traditions of the piano school of Yakov Flier at the
Moscow Conservatory of nowadays. The essay is based on a dissertation study about the interaction of piano schools within the
context of Russian-Armenian musical connections and is part of a series of publications including the following articles: "The
Basics of Analytical Score Reading in the Pedagogy of Yuri S. Hayrapetyan," "The Piano Concerto in the Pedagogical Concept
of Yuri S. Hayrapetyan,” "Polyphony in the Pedagogy of Yuri S. Hayrapetyan'.

Key Words: Yuri Hayrapetyan, piano pedagogy, piano etude, Franz Liszt, Grande Erudes de Paganini, music education, Russian-
Armenian musical connections.
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he genre of the Etude, whether purely tech-
I nical or exclusively artistic, plays a crucial
role both in the pianist's educational and
concert practice phases. The importance of a technical
etude, as a piece that develops primary skills in virtuosic
playing, is recognized by piano teachers across all
schools all over the world. Furthermore, it plays asignif-
icant role in artistic creation, poetically called an“Etude-
Tableau”, which became most apparent to composer-
pianists of the Romantic era. It is enough to simply refer
to the examples of Chopin, Liszt, or Rachmaninoff.

Among the pieces in this genre, one of Professor
Yuri Surenovich Hayrapetyan's favorite works is Franz
Liszt's etude La Campanella (Etude No. 3 from the
Grande Etudes de Paganini), which can significantly
expand the pianist's capabilities in terms of both techni-
cal and musical challenges. The leaps, octaves, trills,
and rapid passages that require delicate finger tech-
nigue, transitioning into sweeping chord cascades, com-
bined with varied and active dynamics, form a complex
palette of pianistic technique. All of this is subordinated
to the beautiful melody of Niccold Paganini, which,
according to Yuri S. Hayrapetyan, “sounds soorganical-
ly and unfolds in its essence, with the imitation of bell
chimes on the piano, that it seems Paganini wrote the
finale of his second violin concerto under the impression
of Liszt's etude, not the other way around” *(1.).

In this etude, Yuri S. Hayrapetyan demands absolute
perfection in technical execution and total concentration
and thoughtfulness in approaching the intonation. At the
beginning of the etude, the "crystal bell-like" sound must
be heard, and even the slightest false note or mistake in
leaps or passages during the performance (especially
considering the factor of stage nerves) can spoil the
entire picture, "and the crystal scatter will shatter on
stage into the smallest shards, from which it will no
longer be possible to reassemble anything - that is why
attention and concentration are so crucial".

Etude No. 3 from the Grande Erudes de Paganini
Euynip No. 3 Grande Etudes de Paganini
Srrox No. 3 Grande Etudes de Paganini

. (IXEi-Ixns)

“Yuri Suren Hayrapetyan is known as a passionate,
determined pianist, with a striking artistry that blends
with a rigorous attention to every detail and the logical
structure of large-scale musical developments” (2. P.
134). According to musicologist Sh. H. Apoyan, Profes-
sor Hayrapetyan builds the emotional aspect of the
etude by recommending special attention to dynamic
and timbral variety. Within approximately five minutes,
the pianist must convey all the dynamic nuances - from

* Here and below, the words in quotation marks are an
almost exact reproduction of Y. S. Hayrapetyan's remarks.
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pianissimo to fortissimo - while overcoming the technical
difficulties that require serious preparation. Emphasizing
timbral variety in different renditions of the main theme,
one must carry through the variation development and
bring the internal dramaturgy of the piece to a peak. One
of the main artistic tasks for the performer is to express
deep emotional tension, especially during the peaks, that
reach the highest point of intensity, where “it is already
the sound of the brass bells should resonate” - at this
point, Hayrapetyan requires total control of the sound.

“It is necessary to create an emotional explosion of
colossal force. At the same time, the performer must
maintain composure. It's important to feel the subtle tran-
sitions and know the limits of everything, otherwise, you
might lose control”, says Yuri S. Hayrapetyan regarding
the complex and intense coda of LaCampanella.

Etude No. 3, Coda
Euynin No.3,Coda
Srrog No. 3, Coda

i in o

As one of the main custodians of the illustrious tradi-
tions of Yakov Flier's pianistic school at the Moscow
Conservatory, Yu. S. Hayrapetyan imparts essential
aspects of his professor's pedagogy. “It is important to
highlight the significance of three fundamental factors:
the unique character of sound production, touch, and an
extraordinary sense of form™ (3. P. 3-61).

But Yuri Suren also has his favorite phrases, to
which the student becomes accustomed, gradually
understanding the hidden meaning behind them. For
example, for the passages in sixteenths or thirty-sec-
onds notes, the professor always says, “place the notes
properly”. This means that he lacks clarity and precision,
and he certainly does not tolerate any approximation,
smudging, or underplaying. Also, Hayrapetyan immedi-
ately stops students from trying to hide technical flaws
with excessive use of the pedal. He himself is extremely
restrained in his use of the pedal (especially in etudes
and polyphonic music) and considers the pedal as an
expressive tool that should not be overused. Accordingly,
in working with students, the issue of pedaling receives
significant attention. Often one of his favorite humorous
remarks is, “The pedal is not controlled by the feet, but by
the ears”. Thus, in La Campanella, careful attention is
given to the pedal. The work can be described as
“removing unnecessary pedal” or “avoiding unnecessary
pedal”, and this is a key moment.The examples provided,
of course, relate not only to pedaling and not just to this
particular piece. They essentially become a guiding

* Yakov Flier. On the Centenary of His Birth. General
Editorship by E. B. Dolinskaya. 2nd ed. - Moscow: Composer
Publishing House, 2012, p. 209.
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principle in the classroom. Over the course of a lesson, by
gradually “removing the unnecessary” (as Michelangelo
once put it*) (5.), Hayrapetyan brings the performance to
the desired level.

Some llustrative moments from Hayrapetyan's
“pianistic laboratory”, again using La Campanella as an
example:

1. When jumping, one must avoid focusing attention
on the upper notes. The playing should involve a psy-
chological awareness, with movement “from top to bot-
tom”, rather than the opposite.

Of note example 1.
Lnunuhl ophlnuly 1.
Hornsri npamep 1.

principle” should be applied, mentally focusing on the
last note of each figure**.

Of note example 2.
Ununughli opplualy 2.
Hornsiii npumep 2.

3. Toachieve perfect staccato on forte, all chordal
sequences in the left hand should be played as if with a
string player’s detache stroke.

Of note example 3.
Ununughlr ophlnuly 3.
Horarri mpumep 3.
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* The ltalian sculptor and architect Michelangelo Buonarroti
used a unique method to refine his vision of a figure in stone.
He placed his model in a bathtub, filled it with milk, and slowly
drained the liquid, observing how the features of the face and
figure gradually emerged. When asked how he was able to see
the perfection of his sculpture in the stone, he replied, "You sim-
ply need to cut away all that isunnecessary..."

** |n string instrument playing, the bowing technique "rico-
chet" is based on the effect of the bow bouncing elastically off
the string. This produces a series of virtuosic staccato notes.
This is the exact bowing technique Yu. S. Ayrapetyan refers to.
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4. In the thirty-second notes (measures 91-97), peri-
odically transferring the first note of the quartiles to the
left hand simplifies the technical difficulty, helping to
achieve the necessary speed of movement.

&

Of note example 4.
Unminuyhli ophliuly 4.
Horasi nprmep 4.

Hayrapetyan does not have the habit of making pen-
cil annotations in the score, but he sometimes offers cer-
tain “cautionary” recommendations and comments, sim-
ilar to the method used by Arthur Schnabel in his edi-
tions of Beethoven’'s sonatas. These annotations
include instructions like non accelerando or non
crescendo.

“When encountering an ascending passage, there is
no need to play a crescendo; this is not implied in any
way”. Recalls Hayrapetyan, quoting Ricardo Muti's
instructions to his orchestra. Regarding unjustified
accelerando, the professor once shared a phrase from
Alexander Goldenweiser: “... one must fight the harmful
habit of speeding up the endings of complex passages
(which students often do unintentionally), on the con-
trary, one should mentally perform ritenuto and it will
come out exactly in tempo”.
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