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AVET TERTERYAN. POINTS OF INTERSECTION

Abstract

The goal of this study is to highlight the creative stance of Avet Terteryan and how researchers perceive his musical mes- sages.
A. Terteryan assimilates the Western aesthetics and compositional techniques of the 20th century, demonstrating an interest in
sonorous-aleatoric dramaturgy, an inclination toward minimalism, linear polyphony, cluster layering, and more. His original
thinking, rejection of genre conventions and prioritization of unconventional solutions, the concept of music in the universe
expanded the boundaries of understanding time and space, uniting the spirit and intellect of the East and West. In his
publication, H. E. Gedeke reflects on the synthesis of Fastern and Western elements in the composer's work. For the first time,
Terteryan successfully in combined the logic of modern thought with the poetry of antiquity. The temporal mul- tilayering in
his symphonies is achievted through the dramatic collision of "epochs’. L. Ptushko, analyzing thekey charac- teristics of the
composer's symphonic style, primarily draws parallels with poetry, followed by architecture, painting, and theater, eoffering a
deeper understanding of the national traits withinhis style. G. Rohde writes about the sound and tech- nical intersections in the
composer's work. M. Aranovsky's concept confirms the composer's engagement with avant-garde aesthetics. Terteryan's
symphonies express the inner world and the soul of the modern individual; at the same time, they seerve as a musical parable
about eternity. His work is a form of meditation, crafted within a unique sound space and tem- poral dimension.

Key Words: time, space, avant-garde, poetry, meditation, genesis, national traits.
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Abctpaxr

Kamguzar wckyccrBopegernsd, Jouedr kagezpsr wcropuu Mmyssiky FI'K Haproe 3aBenoBra Aserwmcad. - “ABer

Teprepan. Touxu nmepeceveHH .

Ilers crarem - mokasaTs TBOpYecKyro mosummio Apera TeprepaHa M BOCIPHATHE HCCIEZOBATENAMH €O My3BIKA/IBHBIX

nocrarmt. A.Teprepar BOHpaeT B ce6f 3amajHyro0 CTETHKY H TeXHHKY KOMIIOSHIHH XX Beka: HHTepeC K COHOPHO-aleaTOPHYEeCKOH

APAMAaTypPIrHH, TATa K MHHHMA/TH3MY, K IHHEAPHOH IMO/IHQOHHH, KIACTEPHFIM HACIOEHHAM H T.J. OpHrHHAI5HOE MPILIIEHHE, OTKA3 OT

KaHOHOB J’KdHpad, IIPDHODHTET HETHIIHYHbIX PeIll EHHIZ, MHPO3JaHYECRKad KOHLEIINHAI MY3bIKH KOMIIO3HTOpPA PAaCIIHPHI/IH IPaHHI[b]

IIO3HAHHA BPEeMeHH H IPOCIPAHCTBA H COEAHHHIIH B cebe gyx H pasyM Bocroka m Samaga. I. 5. I'ézere B cBoed my6amkanun

paccy’Kzaer o CHHTe3e Bocroka u 33173,2[;’1 B TBOpDYECTBE KOMIIO3HTOpA. Te EPTEPAHY BIIEPBbIE Y 4d/IOCH COEAHHHTD JIOTHKY COBDEMEHHOIO

MBIIUIEHHS C ITO33HEH APEBHOCTH. BPE‘ME‘HHM MHOTOCJIOHHOCTB B CHM¢OHHHX Ccozqaerca nyreM JpamMarH4deCKoro CTO/IKHOBEHHA

‘ormox”. JLIITymKo, aHATH3HPYS OCHOBHBIE YEPTHI CHM@OHHYECKOIO CTHJIA KOMIO3HTOPA, B IIEPBYIO OYEPELD IMPOBOJHT IIAPAJIIENH C

1033€H, 3aTeM C EIDXHTEKT}/pOI/?, 2KHBOIIHCBIO H T€aTPOM, IIO3BOJIAA TOYHEE IIOHATH HAIJHOHA/IbHbI€ YE€PTHI CTH/IA KOMIIOZHTOpA. C

3BYKOBbIX, TEXHHYECKHX IIEPDECEYEHHAX B TBOPYECTBE KOMIIOZHTOpA ITHIIET I PU,ZZE', BrickassiBarue MAP&HOBCI(UTO II04TBEP K aeT

BOCIIDHATHE KOMIIO3HTOPOM S3CTETHKH dBdHIap/d. CHM¢OHHH Te epTepAHA BbIPDA’>KArOT BH)/TPEHHHI/? MHD, CKJIaZ ZAYIIH COBPEMEHHOIO

Y€J/I0OBE€KA, BMECTE C T€M, 3TO MY3bIKa/IbHAA IIPDHTYa O BEYHOM. Sro MEAHTAIHA B CO34adHHOM HM 3BYKOBOM IIDOCTPAHCTBE H BO BDEMEHH.

Krogessre ciopa: BpeMA, IIPOCTPAHCTBO, dBaHTap/, II093HA, MEAHTAI[HA, T€HE3HC, HAIJHOHA/IbHbIE YEPTHI.

Introduction

The objective of this research is to get a closer look
into Terteryan's artistic approach as well as the
researchers' perspectives on his musical statements.
When comparing the notions of European, Russian, and,
of course, Armenian musicians and researchers with the
thoughts and statements of the composer himself, one
can find a fascinating illustration of his multidimensional
work, where the points of intersection of straight lines are

defined in time and space rather than on a plane.

Terteryan's music has always been controversial,
raising a lot of criticism and heated conversations around
his works. The composer's distinct mindset, abandon-
ment of genre canons, emphasis on non-traditional solu-
tions, and concept of the universe contained in his music
expanded the boundaries of cognition of time and space,
bringing together the spirit and mind of the East and
West, meditative forms, and an avant-garde interpreta-
tion of the genre.

The East-West Dialogue: Parallels and
Intersections.

“From this perspective, Terteryan's
symphonic work is a unique phenomenon of
combining sonoristic technique with the
traditions of ethnic music-making” (1. P.12).

In one of his last writings, the composer
refers to the temporal, philosophical, and
linguistic spaces and intersections that
formed his personality:

“Ancestry, ancestral memory - Karabagh;

Spirit - Armenia;

Genetics - the East;

Language, intellect - Russia;

Mind - the entire world;

Faith - Christianity;

The temple of the Lord with a pagan
temple underneath...” ?
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Yuri Korev in his article Man of Nature writes the
following: ...it was about Terteryan's move to
Yerevan; vyet in reality it was about the
transformation (at the genetic level!) of a talented
young man not only into a Terteryan of Yerevan, but
into a composer who became aware of himself and
his mission as a son of his people” (2. P. 18).

On a completely separate occasion, the
composer expressed himself, as if confirming
Korev's words: “Here (in Yerevan. - N.A),
everything sounded different. Nature sang
differently, the air, the mountains, the rivers, even
the sun shone differently, its splendor was different,
and the entire atmosphere has changed...” (3.
P. 48).

Anna Tikhomirova, a researcher of Terteryan's
symphonic  oeuvre, writes about historical
phenomena and fusions in his works: “A.
Terteryan's symphonic worldview is the outcome of
a synthesis of notions from different cultures and
philosophical currents of the Eurasian space”.
Proceeding, the author refers to philosophical,
cultural, historical, and art history works. “This
allows to fully explore the aspects of the East-West
dialogue in the work of the artist (Terteryan - N.A.)”
(4.P.7).

In his publication, Heinz-Erich G?decke also
explores the theme of synthesis in the composer's
work: “Terteryan is familiar with Western aesthetics
and techniques, yet he lives within Armenian culture
and with an Eastern European background”. He
continues: “Exploring Terteryan’s music is twice as
rewarding: it is both close to us (as he composes
symphonies) and far away (as he is based in
Armenian culture, which emerged at the junction of
eastern and Christian influences). He ... explores
the depths of his ancient music. He combines pre-
Christian knowledge with Armenian Christianity” (4.
P. 33).
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These contrasts and juxtapositions have always
been the main attraction for researchers studying
Terteryan's music.

Meditation.

Terteryan's symphonies depict the inner universe
and the spirit of a modern human being; at the same
time, they are a musical parable of eternal. This is a
meditation

within the sonic space and time that he has
created.

Meditation in art emerged as a research area in
the second half of the twentieth century. In music, it
was seen as an Eastern philosophical and artistic
concept. Terteryan's work has been extensively
studied, with a focus on the oriental features of his

style.
As a composer-philosopher and author of
mysteries, Terteryan believes that “... Music, as a

temporal art, incorporates the field of existence into
the perceived image. Therefore, when we speak of
width, depth, or scale, are we not referring to spatial
characteristics?” (3. P. 193).

According to M. Kuznetsova: “In Europe, in the
sec- ond half of the twentieth century, the musical
culture was permeated by manifestations of
meditation, which to a considerable degree
determined the so-called ‘inner form’ (G. Knabe) of the
culture of the time... D. Ligeti's static sonoristic
universe, K. Stockhausen’s experiments, and V.
Silvestrov's colorful pantheistic ‘canvases-a mul-
titude of names and schools have been united by the
idea of meditativity, tying in the Gordian knot the East
and the West, the phenomena of ‘new sacrality’ and
Zen, introspective, postlude, and musical statics,
contempla- tion, prayer, and reflection...” (5. P.79).

Avant-Garde

Avet Terteryan embraces the Western aesthetics
and techniques of twentieth-century composition; he
is inter- ested in sonoristic and aleatoric dramaturgy;
he has a preference for minimalism, for linear
polyphony, cluster stacks, etc. “..Terteryan’s
symphonism is built upon the robust '‘geological’
stratum of the classical music tradi-

tion” (6. P. 3).

Gerhard Rohde writes about the sonoric, technical
intersections in Terteryan’s work: “Terteryan’s score
incorporates many inventions of the Western avant-
garde: aleatoric, microtonality, repetitive techniques,
energetic ostinato passages, refined timbres.
However, all this is imprinted in a strikingly individual
style. A strange magic emanates from this music...”

(7.).

Avet Terteryan
Uyt Skpmbpyul
Aeem Tepmepan

Terteryan believed that Avant-gardism was
distin- guished by its attempts to explode the arts
while propos- ing the development of the most
advanced technology. It is possible, however, that
this will become an aim in itself. The open means
can only be spiritualized and made to ‘function’
when newly approached and understood by a
true artist" (3. P.176).

Terteryan consistently adhered to his aesthetic
beliefs and ideas. M. Aranovski also contemplates
about that: “Looking at Terteryan’s work today...
one realizes that despite his technical affinity with
the avant-garde, the composer has been
sidetracked by the alluring, yet ultimately
meaningless game of sound construction. He did
not fall into the trap of plastering and the pursuit
of novelty at all costs. Terteryan stayed committed
to music as a spiritual way of being...” (6. P. 3).11

One of Terteryan'’s earliest works, his graduation
score, the vocal and symphonic cycle ‘Motherland’,
was also considered avant-garde and Western in
style. “It was quite a story! Once again, they
considered my composition an avant-gardist... As a
result, they rejected it completely. They said that it was
wrong to write like that, that it wasn’t music at all” (3.
P. 55), Terteryan recalled.

The Motherland in five movements based on poems
by H. Tumanyan and H. Shiraz, was the first step
towards his recognition. “This cycle, despite the
controversy sur- rounding it, was truly dear to me, even
though it caused me a lot of trouble. Nobody wanted to
perform it, and nobody could sing it. Why did that
happen? | still do not comprehend” (3. P. 55).
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Poetry in Terteryan’s Music.

From the very beginning of his work, the composer
turned to poetry, which he perceived and reproduced in
music with astonishing subtlety. Terteryan composed to
the texts by A. Pushkin, H. Shiraz, A. Isahakyan,
Charents, and others. According to K. Khudabashyan,
“not only did he ‘set to music’ the mood and content of
the verse, but also the sensations, the perception of
poetic rhythm, the arrangement of accents, the sense of
stanza, line, half-line, and rhyme...” (8. PP. 61-62).
However, it is important to emphasize that Terteryan did
not speak Armenian, but he felt it perfectly. The compos-
er had an extremely delicate and natural understanding
of the nature of the language.

Terteryan was the first to integrate the logic of mod-
ern thought with ancient poetry. The temporal complexi-
ty of the symphonies is achieved by a dramatic collision
of epochs, references, and allusions from many musical
forms, as well as the traditions of the European dramat-
ic symphony with conflict dramaturgy (9. P. 94).

When examining the primary characteristics of
Terteryan's symphonic style, L. Ptushko primarily draws
parallels with poetry, then with architecture, art and the-
atre, which allows for a more accurate understanding of
the national characteristics of the composer's style.

Sound

Terteryan's sound concepts cover a huge space. “A
single sound makes a whole universe; it contains the
entire world, yet any particular melody expresses only
one emotion - love, grief, joy... A sound fragmented into
millions of particles concentrates everything inside.
Sound is absolute” (3. P. 55). Avet Terteryan's art is
woven from the sound nuances of the universe, whereas
his music is intensely national. Ater the debut of
Terteryan's First String Quartet, Nikoghos Tahmizian, a
doctor of art history and academician, observed with
surprise: ‘| don't quite understand... We know, Terteryan
does not even speak Armenian, yet his music is strictly
national”. Terteryan’s music “can be clearly linked to
Komitas” (2. P. 20), since the composer sees sound and
intonation as a distinctive representation of the national
spirit. The legendary Gennady Rozhdestvensky called

Terteryan a ‘poet of sound’.

“For me, the sound itself, taken separately, is
extremely meaningful - it is a single, absolute symbol of
the integrity of existence, the unity of the soul. The divine
and the earthly, the moral and the transitory... are merged
in it. Sound is a complete symphony” (3. P. 178).
Terteryan’s Fifth Symphony for symphony orchestra,
kamancheh and large bells is a magnificent musical
expression of this notion.

Conclusion

Terteryan's music embodies the ultimate form of spir-
ituality. His work is a major phenomenon in twentieth-
century music, and has entered the treasure trove of
musical culture forever.
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It should be mentioned that today Terteryan's music is
still of great interest to researchers. Musicologists con- tinue
to study his works. Among the papers related to his work
there are PhD theses by M. Kuznetsova, Meditativity as a
Quality of Music Thinking: Avet Terteryan, Arvo Pyart,
Valentin Silvestrov, (Moscow, 2003); Functional aspects of
orchestral timbre (based on Avet Terteryan's symphonies by
A. Tikhomirova (Saint- Petersburg, 2019); 1. Verdian, The
Symphonies by Avet Terteryan: Compositional and
Dramaturgical Aspects by
M. Verdian (Kiev, 2023).

"The composer is a human... The Creator triumphs! And
so many things are drowned in Lethe. The jokes and grief, the
wisdom of guidance and the innocence of look- ing in
everything and in everyone: intellectuality, touring, concert
halls with thousands of people, and a solitary life.... What
remains is the faith of the Creator who made the music and
our faith that makes it immortal..." (3. P.241).
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2000 200y acnupaumypy EI'K um. Komumaca no cneyuanvnocmu “Mysvikosedenue” (pyk. npog. H. I'. Tuepanosa). C 1995 no
2001 200 pa 6omana 6 mysvikanvnoi wikonre N 4 um. K. Capaocesa (Epesan). C 2001 200a accucmenm npogeccopa U. I
Tuepanoeoii na kagheope ucmopuu mysviku EIK, ¢ 2007 — ooyenm. B 2003 200y sawumuna ouccepmayuto na memy “Ilymu u
npobnemvl pazgumus apMAHCKol ghopmenuannoll conamul (¢ 80-x 20006 XIX eexa do nauana 70-x e00oe XX eexa)” (pyx. k.-m
uckycemeoseoenusi, npogpeccop H. I'. Tuepanosa) u nonyuuia yuenyio cmenens kanoudama uckycemeosedenus (2004). C 2005
200a - unen Cow3za komnosumopos Apmenuu. C 2006-2010 ce. — oupexmop uszoameivscmea CK PA “Apuew”. C 2011 200a -
pyKkosooumens omoena Kauecmea evicuieeo oopazosanus EI'K um. Komumaca. As-mop 6uobnuoepaguu “I'. I. Tuepanos”,
bonee 30-mu HayuHbIX U NYOIUYUCTHUYECKUX cmamell, OnyOIUKOBAHHBIX 6 HAVYHLIX U NYOIUYUCTUYEeCKUX U330aHUAX PA3HbIX
cmpan u PA.
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