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dition, his piece “Malinconia in fis” won Naregatsi Composition Award in 2006,

Always active as a contemporary music performer, he has founded in 2001 the Ensemble
AUS in Armenia, aimed to promote the newest works by contemporary composers from
all over the world. He has performed over 80 world premieres of piano solo and chamber
music by composers from different countries. He has studied and collaborated with such
musicians as Pierre Boulez, Sir Harrison Birthwistle, Ensembles InterContemporain and
Recherche, Anja Lechner, Kalliope Tsoupaki, Vanessa Lann, Tigran Mansurian and many
others. American composer Laura Kaminsky has dedicated to him her piano suite “Music
for Artur”,

Since 2005, he has played piano in the Ensemble Laboratorium (Lucerne Festival Academy
Ensemble).

Artur Avanesov is also the author of numerous articles and research works focused on the
philosophy of contemporary music.



urenke UdULEUNY, / |

uyt| £ 1980-hu: /

1997-2002 pr. nwuwlb| £ GpGLwlbh wkn. hnbuGndwinnphuwyh Yndwnghghwih Gu
nw2bwdniph dwynyinGunbbpnud® Unbthwl Nnuwnndjwh 6L G GUw Upwejwlh
nGywywpnipjwdp: YnbuGpwwnnphwl gGpwqwugniewl Gpyne nhyndny wywpunbiny'
unntbwyb] £ nLunudp wuwhpwunnopuwynud® JhGtunyu dwdwuwy Jwubwlygbing
nwzbwdnipwihl juwnwpnnuywlniejwb unwpBiuwgnpddwl nwupbrwguGphl’
wnwnwuwhdwunwd: 2005 e-hu bpwl 2unphd G £ wpyGunwghunngejwl pEYUuwsnth ghnwywl
wumphbwl® «A6EL-pnignhquhp thhhunthw)nueinilp Go gbnwghwnnoeinitup XX nunh
Gpwdanniejwlb JGe» ptdwinyg wwnGbwununiejwl hwdwn: LepJuwinudu GnEowlih wbn.
UnLubpdwwnnphugh Yndynghghwih pwduh wuhunBun £ 6L 33 QUU UpyGuinh hbunpunnnh
qhww2huwnnn;

/ Lpw unBndwagnpénienLlUGpp hugt] GU Iwjwunwlnwd, CYGigwphwnud, LhntGrwunuGpnud,
Uduwnphwynid, dpwutwuncd, Ancuwunwuncd, Adypwhbwynud, UUL-nud, Ywlwnuwned,
Fpwghihwynud G bpwunwd: 2003 - 2004 pe. Lw wndwlwgb) £ £.Lphellh GL 1. Uwpjwlih
wuywl dngnyruGph wnwehl UngwlwyuGnh. pwgh wyn, 2006 p-hu bpwl 2unphytG £
hwJdwhwjywywl Lwpbhwgh Yndwynghghwih Ungnijsh dpgwlwy:

dwdwlwywyhg Gpnwdrwnniejwl wywnhd Ywwnwnpnn (huGiny' 2001 p-hu Iwjwunwunid Sl
hhuub| £ AUS wiwwdpip, nph hhduwwl gnpdncuGnipyniup tnwppbp wqgbph

dwdwlwywlyhg Yndwynghwinputiph unpwgnyl untindwagnpénteintllGph wwpwéncdu En:

Ywuinwnt) Ewnwnppbp waqbph henhuwyuGph wdtih pwl 80 unbndwanpénientbuGph

wnbUhGpwutp: Undnpt| 6L hwdwgnpdwlgb| £ wjbwhuh Gnwdhawnlbnh hGn, hugwbu MhéEn

Enitgp, upp 3wphunl Bppenihuip, InterContemporain Gi Recherche wliuwipjlibn, Uljw

LERLGpp, Ywhnwl Sncwywlihl, Ywbbuw Lwllp, Shgpwl Uwbuntpjwlp GLawin nup

2005 r-hg Laboratorium dhgwqquihli whuwdpih Jwulwlhg E:

Unpnip UdwlbGunigp hbnhbwy £ pwqduwrehy hnnuélbnh Go nuuncduw s niulGph’
hhduwywunwd Ughpduwéd dwdwuwlwyhg Gpudznnieywl thhihunthwnown?

www.naregatsi.org









i

ARTUR AVANESOV INTERVIEWED BY JOHN HODIAN

John: Let’s talk about contemporary Armenian music. Since the collapse of the Soviet
Union things have changed radically. You are from the first generation to come along after
this collapse. How has that affected your training and your opportunities here in Yerevan?

Artur: It seems strange, but after the collapse almost nothing changed in music.

John: But during the Soviets didn’t composers have it much better? They had support,
they had the use of wonderful houses in Dilijian, there were music festivals, their works
were recorded, and then suddenly there is absolutely no support.

Artur: Yes, the level of support has changed but not the language of the composers! It’s
really very sad because composers now have many opportunities they didn’t have before,

\ Their work can be preformed in the West and they can have contact with colleagues

\ hroughout the world but it doesn’t seem to affect their work.

n: Do *,rbu feel that even though there are no official restrictions? No censorship. Noth-
like what Shostakovich and other composers supposedly went through.

'1 pu feel they're still very isolated in their worldview?

Artur:, On one hand the Armenian composers have always been relatively free. On the
otherihand the favorite word of almost every Armenian composer is “tradition”. | have
nothing against that, but | get tired when composers talk about nothing other than tradi-

~ tion, tradition, tradition and nothing else. | think that’s the thing that Armenian music is

missing.

John: What's it like to be a composer in Armenia now? Are there opportunities here or do
you think it's necessary to seek your professional life in the West?

Artur: You know, one has unlimited opportunities to create music here, but to survive by
creating music | don’t think it's so possible. That’s good in a way. Here it is more likely you



will keep composing as a purely artistic thing as opposed to being a mean to survive.

John: Tell me about your training at the conservatory. Was it a very traditional training?
Species, counterpoint? Harmony?

Artur: Yes, of course, we had all of that. But also | was very lucky in that my composition
teacher was Stepan Rostomyan, who really taught me a lot of things, but would some-
times leave me alone to write my music as needed.

John: There was never a pressure to adopt a specific language or a specific style?

Artur: No. Never. I've had wonderful professors in harmony & counterpoint and some
other subjects, but of course, listening to music and reading are always the best education.

John: Do you come from a musical family? What got you involved in music?

Artur: Not really. My parents are physicists. My mother decided to give me a musical edu-
cation. | started playing piano at age 7 and started writing at age 12.

John: | think all of us composers have profound musical experiences that alter our psyche
forever. What were some of those experiences for you?

Artur: Well, for me it started with Henry Purcell,
John: Really?

Artur: After the soviet collapse there were many really wonderful broadcasts of classical
composers. This is during the last years of the Soviet Union and the first years after the
collapse. They had wonderful shows on classical music and there was one cycle on harpsi-
chord and baroque music and Henry Purcell’s music really touched me.

John: You were how old?

Artur: 11. These were very difficult years and we were obliged to sell our apartment. We
got a very small amount of money but | remember using some percentage of that money
to buy an expensive book of French harpsichord music.
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John: Just for you?

Artur: Yes.

John: Well God bless you parents!

Artur: | still play from that book!

John: Anything besides French harpsichord music?

Artur: Being a pianist | am always encountering great composers. Every encounter brings
something. Schubert or Brahms and Webern, for example. With Webern, thinking about
his music is even more fruitful than playing it or listening to it.
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John: It’s interesting you would say that. Your own music is so dynamic. So many very
quiet sections that need to draw people in.

Artur: It's like rock music, which has influenced me even more than Webern. If you are
going to a rock music concert you have to be involved in it. If you are not involved you will
only end up with a headache. It’s like church music. The people come together and they
are swept up in the music and become like one organism.,

John: Have you had experience playing rock music?

Artur: Yes, | played keyboard in a rock band. And | was writing music for this ensemble. |
also tried to sing. At a certain point | decided if | was going to play rock music | would have
to give everything to it and | would loose everything else.,

John: Do you think your music is tonal? Or modal?

Artur: A lot of composers avoid answering this question. I'm not afraid to state that I'm
really composing tonal music. Or modal, as you like it. It can seem a bit strange consider-
ing my preferences in contemporary music. Probably my own taste has almost nothing to
do with my work. I admired what Pierre Boulez told me after hearing my “Un peu de
musique...” - “You seem to be a gifted guy, so | don’t understand why do you write tonal
music?” | couldn’t explain him, why. Then I've thought probably it’s the only language | re-
ally possess. For example, | understand Dutch, but never speak it. On the other hand, |
speak English, but do you feel it's enough to write poems in this language?

John: What do you think about jazz? Has it also influenced your work, as rock?

Artur: | don’t think so. | don’t feel at home when | listen to jazz music. | don’t know it
well. The only thing | can really admire is its improvisational freedom. But | find the same
thing also in Renaissance and baroque music, which attracts me much more. “Amarillis” or
“Folia” — aren’t these songs also a sort of “jazz standards”?

John: My last question would be about religion. Do you find your music to be somehow
related to it?



Artur: Yes and no at the same time. For me, religion is something too personal to be
shown in public. Especially if we consider this pseudo-Christian hysteria that appeared in
our society after Soviet times, and which has almost nothing to do with Christianity itself. |
remember some musicologists suggesting to burn me on fire because of my PhD thesis in
Zen. They didn’t even understand that Zen is not a religion. | have works inspired by Zen,
but it was nothing but a period in my work. | also have works based on traditional Chris-
tian texts — in Latin and Armenian. The thing I'm striving to do is to be always sincere. The
only goal of religion is to make human hearts better and more sensitive, and human souls
— closer to God. True prayer needs no music. Sometimes either no word.
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MUSIQUE TRISTE
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win pwhwuwnbndnipnlul wdpnneniwdp
oguwgnpdt) £ W dEpGnup hp wrwehl
Epgbnphg dBynud).

Dies ist ein lied fir dich aflein...
Nur dir alfein
Macht’ es ein lied das rithre sein.

wUw Jh Gpag L dJhagl pbg hwidwnp. ..
Ll plhg dhugl
Uia Gpagp wbne £ juliph nwanliw s :

Lju Bpgp dhwjb pbEg hwdwp B2 Uwluwgl o
wjbu j6u uwnnn hbd (up Puly Grb wjuw b,
www hugh®u £ wbwp bwqgbiu: Mhiuh Jepend
pwysnipwwhwpp phpbL wndnuynyd JEY wn
UGy «hsGglnud E» pwnbpp: LepYwjwgnodu
wywnpunyuwé E: Uy ng Jh Bpg:

Y lied...”-p (2003) Udhpywd E hp wnwghlu
Yuiwnwpnnpl, hd uhpGh pbysn Wlmpwlhly
Vwngupwbpl: Nupwhu BU, np
unGnéwgnnpdnipwb Gpypnnpn G Bppnpn
Juwiwnwpnnubnp® Gnwd Qupwguln G Fwgly
Lwpwywlp, Unybwbu wugwdh hwpwgum Bu
hud: W wwbu ndgduwn Yrhubp wob. «Uw Jdh
Gng £ Jhwjb pGg hwdwnps, 6o Juw| wblybné:
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UN PEU DE MUSIQUE POUR 5.

Gnp 2003-hu hwungubGgh gnyg nw| wju
whbup MhtEn Enubghl, Lw LYwWwnbg.

- Lwy E: bUd nnup £ quithu dGn
dunwdnnnipnilip: Pw)g wuwgkp, uunpbd,
hugn®L Gp tnnuwjLwlwl Bpwdnniainll
gnnud, whup odinduwéd dwpn Gp...

Utwinph wju $pwqgp 2w nupwhuwgpbg hud:
Lpw dwjuh JdGg pudnud Ep wyGrh 2nun
qunUwlp pwl Gzunwdpwle: Pugn’L BJ Gu
gnnd innbw| Gpwdznnupniu: NpwBugh wib
huwpwynp (huh Epgbl, pEYNLg wldwil: Rugn’L
E wbwp Gpgbp wil: Npubugh wyb niuBliw
dwinnyughl dwjl:

fEEL ndwlywl wnnudnyd wju whbup dnen £ hd
wyn wnwphutph pninp gnpdtiphl, wjunbnh
qgugdnibpwhb wzhuwnhp thnpp-hug wjy £
gdhiuwnh, huydwl, thwnuwp2wlph
ww2mwdnibpl wjuwnbn hwoluned £ Epnunhguh,
BL wdBL Juwnwpnodu hud hwdwn Jh inbGuwly
uhpwhu gnpénnni@incl £ NLulunhpubpl B
GppBEJU Lywwnnd Bu nu:

Lju Gpuwdzinnipwb ngBE2Lsdwl wnppnoplubpl
U dGpGnlp, hw)uwwl pnlyinpp, rncuw el
nnpp Gu ppwbuhwlwl wynbghwl: Wnwghlhg
wb dwnwbgb| £ nwpwdwlwbnipiniu,
Bnypnpnhg’ GlGLEy, nnphg® «Upuwdnpuyws
nnn 6L dn|Gnwunnipniu, wynbkghwihg®
gguwnibnc@ncl;

2000-hg h yGp “Un peu de musique”-n hugbp £
SpGLwlnud, Lincgbplunod, dhUliwned,
fephrhupnud, Ghpwunwd Gu wipnep: Gy sghunGu
rE huing, Bpp depehl hugnduh Jwpbinwg hiEnn
dpw Ep hwubnud (pocgniup, wdBl wugqud \\&
nwgned Eh JGp YELw| Bl pwndpwdwb hbgbgub)

wwpuhwnonh 4epghb whwulywlwh bznodp.

“Tout cela n'a peut-8tre aucune importance... Ex-

cusez-moi pour cela..” («dju wdblp pbpbLu

Juwnbunp gE... LEpLbgbp hlbd upw hwdwp... »):

www.naregatsi.org



cx s LELOEsnn

2004 -hl Bu thnpuwphUnwd Eh L]wgwlygnnhl
GnGLwuh Ynbubpduwwnnphuwgh Yrunbbnh
nwuwnpwbnd: Ywps dwdwbwynod
Swunpwlwny wdtlb inbuwyh eqUgnuwyulis
GL «dpgnipw)hus» bwguguwulyhl, phg Ep dunud
uyutih wwntip wyn hpwzwih gnpdhpp: Gy
whlwuywd Juuwnbh, Gt Swunp s hukh, Lwhu,
YiwruGwnhu bdhpywd Ungwnunh, Epwduh,
AGpnuuhh, Swybdhénih Gpwdznni@wl
ngbznig EeEnphl, huly www® hnjulww
Ywnuwnwhwn, hd Epluwn nwphlGph pbyGp
UndEU Twquwmwbhl, nph wnwgwpyny G
ankgh ,...leise..”-u:

JLeise” gapUwbbpsl Lpwbwynud £ eyuidwg»,
aUdbnu=: Lyn pwnny £ uluynid Snupbpunp
hwjunbh «UGpBEuwnp»’ ,Leise flehen meine Lieder
durch die Nacht zu dir...” Bu E| thnpdbgh gnp6 Uh
ubpBuwry, wdbh 2non, gwithwqulg nubinun
Uh pwpywpnpw, npunkn pnpnp hwpdnuhly Go
JenGnwhl gbtbnp yuwnpédbu unigywé hubl
Jdwinwhunwnh Jie: YwnbGunh bwgwpwdhup
dnuwn £ hw)uwywl dnnnyprw yuwl
Ljwguwnpwlw)pb denbnhubphl, uwiwi wybh
«wlbhpwwu» £, sSwywynid £ «hwqhy (uG h»-
hg JhusbL edGnds» hbgnnnipjwl
uwhJdwbubnnud: Uhehl dwunod Bpwduh op. 120
f-moff unbwiinh gnbrE wlbiwwBLh
JdegpGnnudubpp Unyuwtu 2w Yuwpbunp BU°
uwntnétiny dwdwbiwlwhb hErwynp
hwprnLpnLulGn:

Mhicuh yepgnud pwliw | «npn-dwdnpu)hl
wwdwnwgnedps» nnupp £ wyn
Gpwdannipniup ngbLgwd wywunnyphl:

Und&lU Twqwmwlh hBun . leise...”-L wnwghl
wbguwd hugtgpGghup 2004-h ubwwnEdpGphl

dutiinud: Uinkndwgnpdnipwl Gpynnpn
«SunLunp» wnknh ntukgwy 2006-hu Uhtpinud®
Lnpw n& Locljuyh BU byl Unlpmpnd r hpuawih
Juinw pdwdp: WunthbBunbr whiiup hugb £
EpGuwlinud, Lnquwned, LEYGELYnpRnLd,
JuwbynudEpnud, Ypnnppnud G wnup:

NO LLORO...

Lju dwlpwbywqp gpbp BU 2005-h
ubwinEdpEphb dhEULw nud® wwwnpwuwnybiny
UyuE, Uwnphn 6o nuuncdbwuhpbing
huwwlEpEuh gpngwnpwln: ,No llore™
huwwuGpEL Wpwwynud £« 260 wpunwodnod»:
26d wpunwudned® hupu pbdé ndwd pununnudh
hwdwawl, pnnubiny dhELbwnud hd uhpbih
puyGpuEppl, win pYnd” thnth-Gpgwhwl
dhagbl Yquwpediulpl, nnhb B bdhpdwéd £ wju
whGup:

UL puwnfugwd £ Jdh pwlh wynpnhg L Jh
pwlp upd dpwqhg: Uwdnp wynpnutpp
ahwlggnud Bu» wjunbn hwdwwmwpw & dhunph
UGg:

www.naregatsi.org



www.naregatsi.org



MALINCONIA IN FIS

The main part of this piece was composed in
August 2005 in Lucerne, Switzerland, where
its world premiere took place. The ltalian title
means "Melancholy in F sharp.” It is enig-
matic even for me. It is an homage to the ltal-
ian composer Luciano Berio, whose music has
strongly influenced the textural thinking of
“Malinconia..”

The presence of different sound layers, each
one existing in its own special time and
space, is one of the peculiarities of this com-
position. The co-existence of different lines
has a centrifugal character; thus the airplanes
taking off in big airports leave traces of dif-
ferent length and direction in the sky.

The introduction of improvisation in the last
section completes the musical form while si-
multaneously introducing the element of
freedom. The impravisation should be played
with closed eyes, turning the sight deep in-
side.

The Armenian language of the piece is some-
thing of the mystery. "Malinconia..” is dedi-
cated to my German-speaking friend René, so
the musical language can be seen as a way to
speak about the most important matters
using the native tongue.

www.naregatsi.org




NAMU AMIDA BUTSU

The title of this piece is a Japanese expres-
sion. It has many translations; for me, how-
ever, the most important is: “l accept the
power of the llluminated.” “The llluminated”
is understood to be Buddha Amida who prom-
ises to his followers re-hirth in another world,
which is purer and fairer than this one, where
it's easier to break the sansara: disgusting cir-
cle of re-births. To this end, one has to repeat
these words, every day, on different occa-
sions, from the newborn’s cradle until the
deathbed.

In my opinion, the “llluminated” has another
meaning. Nowadays, it's hard to believe that
the endless repetition of any expression, no
matter how powerful expression, is able to
save. | consider it a beautiful fairytale, as
beautiful, as it is unrealizable. This fairytale is
about the endless search for the Light. All of
us search for it more or less. We're treading
our paths, knocking closed doors, wandering
in the darkness, slipping, falling down, get-
ting up, and so on, again and again. My music
is rather about that.

| would also like to mention that | wasn't fa-
miliar with these ideas when | started to com-
pose this piece. They took shape in the
process of composition. | was asked to com-
pose a miniature for a recital of “Japanese”
music, which never took place. The work on
the “miniature” took a year and a half, 2000-

01. These years were full of impressions and
feeling, and the music became a sort of diary,
with its descriptions and questions asked to
myself. Sometimes | was notating these
thoughts in the draft of the score, while cam-
posing it. While editing, | decided to leave
everything as it is, regardless of the some-
times too personal character of my notes.
There are a lot of things in this diary: “lost
gardens in Yerevan, spring 2000, “blooming
trees,” “foreign planets,” "pure prayers,” “all
the fallings-in-love,” even “reminiscence of
Chopin through the Japanese flute.” However,
the music is never descriptive. Through all of
these notes, only one note is important —
“the Light."

| have to mention also the first performers of
“Namu Amida Butsu,” flutists Aram Hovhan-
nisyan, whaose dedication and wonderful play-
ing convinced me to believe in myself, and
Valery Tolstov, whose performance in Zirich
in December 2005 was extremely touching
and emotional.
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MUSIQUE TRISTE

This piece was created almost accidentally.
For a while | was even “hiding” it as a kind of
oddity to be kept in secret. | dared to play it
for the first time only in 2005 — 3 years after
its creation. However, this piece has provoked
my deep interest in baroque music forms.

It is written for harpsichord or piano. Accord-
ing to the preliminary plan, it was intended to
become the first movement of a big suite. But
the suite is yet to be composed; its second
movement, “Allemande avec un P.S.” was
written only in 2007...

Armenian listeners will easily recognize the
melody of famous folksong “Krunk” inserted
between quasi-baroque embellishments. To
simplify, | would say that I've tried to imagine
how Armenian music could sound, if it had a
baroque period. Although in reality | was just
“playing” with this theme, as a child plays
with puppets: with love and without fear.

The fi'tle also came b'-,-' accident In the same

nsurian. Durmg
| checked the sonority
Mrs. Mansurian would

on’t play it! | cannot stand it, it's
Thus the “Musique triste” waﬁn —just a

“sad music.”
o -

*»

GARUN A

If the Armenian peasant girl who created the
melody of “Garun a” lived in our times, she
obviously wouldn’t get the “Diamond Prize”
of ALM TV channel. Her song is simple and al-
most unvoiced, and the suffocating tears
sometimes disturb the exactness of pitch, im-
parting sincerity to the song. She stands in a
snow-covered field, obliviously repeating her
“le, le, le.” This is, in my opinion, the image
of this song.

There are also many people nowadays who
can listen and feel this “le, le, le” regardless
of technical progress, existence of the Inter-
net and mobile phone service.

| tried to compose a new song using the old
lyrics, but felt impossible to avoid the charm
of the old tune. Thus, one more voice has
joined the texture inherited from American
minimalism; it was Komitasian “Garun a,” as a
genetic subtext.

“Garun a” is dedicated to three friends of
mine: Ashot, Areg and Tigran, and regardless
of the lyrics, our mutual love hasn't “grown
cool.”

The song was composed in 2003. Tatevik
Movsesyan was i farmer; her gentl
voice | 5%9 mood of my
i ar perfarmers 1 wauld like

o+
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“It’s spring, though it’s snowy

Vay, fe, le, le...

My friend has grown cold towards me
Vay, fe, le, le...

The wind blows so cold,
It seems to burn me Inside.

My friend, you’ve broken my hopes;
You've held away your fove from me.."

DUE ENIGMI

"Due Enigmi” = “Two Enigmas.” | was espe-
cially sincere entitling these miniatures this
way, as they remain “enigmatic” until now.
Both are improvisations, which is scmething
an exception for me. So | cannot explain any-
thing about them. | have only to mention that
these one-minute-long pieces based on the
same theme are chronologically separated by
half a year. Webern was my main, but not
only, source of inspiration.

The “Enigmas” were premiered in October
2002, in the program of my recital in the Art
Gallery of painter Henrik Elibekyan.
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...DIES IST EIN LIED FUR DICH ALLEIN...

In this piece, I've again used the baroque
dance form, trying to keep all its proportions.
However, the result wasn’'t a dance, but
rather a monologue of a tortured soul. The
main theme of this monologue is the first
passage of the piece “"La Darmeuse” by the
French gamhbist and compaser of the XVl c.
Marin Marais. The main mood of the piece is
madness and agony.

All the emotions have became keener in this
music. Only one step separates it from
tragedy. Therefore the piece is full of acute
changes of maods, ascensions and collapses.
It’s well known that in early dance forms the
pieces were divided in two repeated parts,
and the performer had to embellish the tex-
ture during repeats. I've preserved this tradi-
tion, with the only difference of using the
performer’s voice instead of melisms; thus
the emotion expressed by the instrument
gets flesh and bone, and the inner pain gets
mare tangible.

I've used excerpts of a poem by Stefan
George as lyrics (by the way, one of the first
songs by Webern is also based on the same
text):

Dies ist ein lied fir dich allein...
Nur diralfein
Mdcht” es ein lied das rithre sein,

“That’s o song only for yoluL..
.. This song
Can touch anly vour heart.”



“This is a song only for you.” But you cannot
hear me anymore, so why should | play? At
the end of the piece, the cellist throws the
strings out of tune with a quiet noise. The
play is over. No songs anymaore.

“.lied..” (2003} is dedicated to its first per-
former, my friend Andranik Sargsyan. I'm
happy that the next two performers, Aram Ta-
lalyan and Hayk Babayan are alse my dear
friends. Otherwise it would be difficult to
tell: “That’s a song only for you” and to re-
main sincere.

UN PEU DE MUSIQUE POUR S.

In 2003 | dared to show this piece to Pierre
Boulez, he noticed:

-Well. | like your thought. | find that you're
quite gifted, but tell me please, why do you
compose tonal music?!

This phrase made me happy. | heard more
surprise than reproach in his voice. Why do |
compose tonal music? To be able to sing it,
be it even unvoiced. Why should one be able
to sing it? To endow it with human voice.

Though this piece is stylistically close to all
my works of those years, its emotional world
is slightly different. The worship of gesture,
touch and caress is pushed here to extreme;
it's a sort of erotic, and every performance
should be considered as an act of love. The
listeners sometimes notice that.

Webern, Armenian folklore, Russian rock
music and French poetry are the sources of
inspiration for this piece. It has inherited the
spatiality of the first, the intonations af the
second, the “narcotic” tremor of the third
and the sensibility of the last.

Since 2000, “Un peu de musique pour 5.” has
been performed in Yerevan, Lucerne, Vienna,
Thilissi, Tehran and other places. Every time
when the silence came after the last sound, |
wished to stand up and pronounce the last in-
explicable note of the scaore: “Tout cela n'a
peut-étre aucune importance... Excusez-moi
pourcela..” (“This everything has probably
no importance... Forgive me for that.."}
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exsLELSE . +s

In 2004 | was replacing the accompanist at
the clarinet class of the Yerevan State Conser-
vatory. Having gotten acquainted during the
short period of time to all kinds of “gipsy”
and “competition” repertoires, | was almost
going to hate this wonderful instrument. |
would certainly hate it if | didn’t know the
wonderful clarinet compositions by Mozart,
Brahms, Debussy, Takemitsu on the one hand,
and on the other hand the wonderful clar-
inetist, my dear friend Armen Ghazaryan who
asked me to compose a piece for him.

“Leise” is @ German word meani
“soft.” It's the first word of Schul
“Serenade:” “Leise flehen meine Lieder durch
die Nacht zu dir..."” I've also tried To compose
a serenade, more precisely a very slow barca-
role with vague harmonic and melodic lines.
The clarinet part is close to Armenian instru-
mental tunes, but is more “less real;” it has
to be performed within the dynamic scale
from “barely audible” to “soft.” The hidden
quotations of the Sonata op.120 F minor by
Brahms in the middle part of the piece are
also very impaortant, creating a distant tempo-
ral layer.

The banality of “C-major-enlightment” at the
end of the piece is homage to the tradition
that has inspired the music.

The piece was premiered in September 2004
in Geneva by Armen Ghazaryan and myself. In

t's famous

2006, clarinetist Lauro de Luca and pianist
Ivan Sokolov gave the second “birth” to the
piece with their wonderful performance in
Seattle. Since that time, “..leise...” has been
performed also in Yerevan, Lausanne, Leaven-
worth, Vancouver, Detroit and elsewhere.

NO LLORO...

| composed this piece in 2005 in Vienna while
studying a textbook of Spanish language be-
fore my trip to Madrid. “No lloro” in Spanish
means “l don't weep”. | don't weep — accord-
ing to the promise made to myself leaving my
friends in Vienna, among them pop music
compaoser Vigen Kzartmyan, to whom this
piece is dedicated.

It consists of several chords and several short
phrases with major chords sinking in the
ubiguitous minor.



COnphwlwntpjwl funupbipu

Luuptly Fwpnigmibpwihi W hp nEYwdwpwé «Lwpblwgh wpybump Shoepjubps wyu dwylwuluwywowlh nogupOdw)dwh
gunwithwph hnwgdwi L ppwagnpdiwl hwdwn. Yndwnghunnp 2nd InnhwipE Gwulwahnwlwb L qgnun dwpnluwghl
whgOwhuwwnbih cglnupjwl hwdwnp, hO;wbu Owbe w)b ngbipGi0wl, wrwlg nph wihOwph0 YihObp wyu wzfuwnwiph
hpwlwiwgnidp. «bwpblwgh wpdBumb dhnepjwls papnp w fuwnmwhgOEph0, dwulwdnpuwbu Lhnd bulEliuwihl pbpd
B fuwlnwyuwn Jepwpbpdnilph L juwplnp edwlnwlnepjwl hwdwp, hd Bpwdymneg)wl pappp JuonwpnnOephl, npnlg
hbwn pthnudbpu nncpu B0 thopdwubljwlh uwhiwbibphg, ndpbp wipbnhwn hd Ynnph B0 ph’ wyuwnwlpnod b pb'
Yjwlpned. hd Gpwdpumnepjwl pnpnp hwugbwinbptphl poyepGephu Bu uhpthGBphu, nud duylp dywnwwbu (ubih £ hd
gnuad wikl Gh tninnnud: Jwenndy 20nphwlugnupindd dwyphypy UG wiw UpGpuwbiwGhG, hp widbwgnpn Gyhpdwb b
wluwhdwb uhpn hwdwn:
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1 Malinconia in fis 7.23
(2005) piano
2 Namu Amida Butsu 12.16
(2000-01) flute - Aram Hovhannisyan, and piano
3 Musique triste 4.11
(2002) piano or harpsichord
4 Garuna 7.41
(2003) voice - Tatevik Movsesyan, and piano
5-6 Due enigmi 1.14, 0.57
(2002) piano
7 ...dies ist ein lied fiir dich allein... 10.03
(2003) singing cellist - Aram Talalyan
8 Un peu de musique pour S. 5.00
(2000) piano
9 ..leise... 5.49
(2004) clarinet - Armen Ghazaryan, and piano
10 No lloro 1.53
(2005) piano
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