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ABSTRACT

Sofia Gubaidulina’s Cathedrals of Sound.:
Redefining the Boundaries of Instrumental Concertos

Lana Forman
2025

This dissertation explores Sofia Gubaidulina’s artistic vision of music as a spiritual and
transformative sanctuary, akin to the creation of a grand architectural masterpiece. The
composer’s metaphor of the “cathedral of sound” encapsulates Gubaidulina’s compositional
philosophy, where each work serves as an effort to foster a harmonious and transcendental realm
that invites listeners into a space of contemplation and spiritual elevation. We argue that this
concept challenges the conventional pursuit of novelty that dominated much of twentieth-century
music, positioning her compositions as a reimagining of traditional forms rooted in a personal,
deeply spiritual vision.

Our study examines Gubaidulina’s redefinition of the boundaries of concerto forms,
revealing how the composer blends contemporary practices with the traditions of Western art
music. Central to our discussion are her ecumenical understanding of Orthodox Christianity, her
philosophically-infused musical concepts of transfiguration and shadow and light, and her use of
various symbolic devices — literary, name-based, and those related to peculiar geometric shapes
and numbers. These elements are argued to coexist with the reimagined traditional frameworks
of sonata, variations, ritornello, ternary, and various sectional forms. Further, the dissertation
explores Gubaidulina’s conception of form as a journey full of metaphors and symbols,
particularly focusing on the symbol of the cross, which holds profound significance for the
composer.

This dissertation is the first scholarly work to apply Gubaidulina’s theory of the Rhythm
of Form in a practical analysis of three of her concertos. By examining the scores, sketches, and
drafts preserved at the Paul Sacher Foundation in Basel, Switzerland, this study offers an
intimate look into Gubaidulina’s creative process. The analysis of Revue Music/Concerto for
Two Orchestras, Jazz and Symphony, Viola Concerto, and In the Shadow of the Tree reveals how
Gubaidulina shapes her music using mathematical proportions derived from Fibonacci and
Fibonacci-related sequences. These works exemplify her historically progressing architectural
approach to form, where each piece embodies a blend of aesthetic beauty and precise, deliberate
design. The study also demonstrates how “magic” numbers influence not only the formal
structure but also thematic, timbral, and textural development, creating a complex and symbolic
framework within each composition.
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INTRODUCTION

In a 2022 conversation with British musician and lifelong comrade Gerard McBurney, Sofia
Gubaidulina, reflecting on the long trajectory of her life and career, remarked with striking
simplicity yet utter determination: “I think I have spent my life trying to create a kind of

1 This powerful metaphor underscores Gubaidulina’s approach to the art of

cathedral of sound.
musical composition, which mirrors the timeless, harmonious construction of cathedrals —an
effort to blend beauty, order, and symbolic meaning through a deep connection to structural
proportions. Central to Gubaidulina’s compositional philosophy is her unique concept of the
Rhythm of Form, a guiding principle in her work since the mid-1980s. This idea incorporates
Fibonacci and Fibonacci-derived sequences, which serve as the structural foundation for her
music. For the composer, rhythm is not merely a patterned configuration of sound or, in a
broader sense, a musical movement ordered in time; it is a profound force that shapes the growth,
evolution, and spirituality of her compositions. Through it, she aims to connect her music to a
larger, universal sense of structure and form, emphasizing natural progression and a deep
connection between art, nature, and the cosmos. With this context in mind, the title of this
dissertation, “Sofia Gubaidulina’s Cathedrals of Sound: Redefining the Boundaries of
Instrumental Concertos,” aspires to reflect the composer’s artistic mission of creating vast,

spiritual soundscapes within the various frameworks of this musical genre, which has a history

that spans over half a millennium of illustrious tradition.

! Gerard McBurney, “An Introduction to Gubaidulina’s Music,” Boosey & Hawkes Official Website, accessed
March 8, 2023), https://www.boosey.com/composer/Sofia+Gubaidulina?ttype=INTRODUCTION.
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This dissertation explores the evolution of Gubaidulina’s unique compositional approach
in relation to one of the most significant and prolific musical genres of her work: the
instrumental concerto. Throughout her career, Gubaidulina has sought to redefine the concepts
associated with this genre, continually transforming its traditional expressive domains and
underlying formal prototypes. The aim of the current research is to fill a gap in available
literature on Gubaidulina’s concerted oeuvre by, first, providing a comprehensive overview of all
her concerted works in relation to general tendencies, directions, and trends within the genre
since the early 1970s. Secondly, we introduce three case studies on concertos from the
composer’s earlier and later periods that have not yet been explored in academic writing. These
are Revue Music for Symphony Orchestra and Jazz Band/Concerto for Two Orchestras, Jazz and
Symphony (1976/1995/2002), Viola Concerto (1996), and the 1998 composition for Koto, Bass
Koto, Zheng, and Orchestra, In the Shadow of the Tree [Im Schatten des Baumes]. The analyses
of these works provide a broad perspective on Gubaidulina’s concerted compositions — not only
as part of the avant-garde phenomenon but also as a continuation and redefinition of centuries-
long traditions of Western Art Music. Our broad examination of myriad multilingual historical
and analytical sources in musicology, sociology, and oral history (including interviews, films,
and videos predominantly in Russian and German), previously unexplored in Anglophone
academic writing, aspires to add considerable value to the field of Russian Music Studies. The
titling of chapters two to four as “Analytical Etudes” echoes the composer’s perception of her
creative undertakings as problem-solving; she refers to all her works written since the mid-

eighties as études.? Additionally, the concertos chosen for analysis feature the composer’s

2 Olga Bugrova, ““What’s Given’ and ‘What’s Assigned,”” Music Academy 3 (1994): 2. The full text of this
interview can be accessed (in Russian) at https://mus.academy/articles/v-znak-druzhby-dano-i-zadano.
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reimagining of three different formal frameworks traditionally associated with the genre:
ritornello/concerto grosso, sonata and sectional form. These works also allow us to trace the
development of her idea of the Rhythm of Form from the mid-seventies to the late nineties.

The methodology of our research incorporates a variety of analytical approaches, as
Gubaidulina’s concertos engage with diverse elements of musical language. These include an
examination of unusual timbres and instrumentation, orchestration, rhythm, pitch organization,
micro-chromaticism (use of the twenty-four-tone system), the exploration of string harmonics
and the acoustic phenomena of combination and difference tones, as well as, starting from the
mid-1980s, the meticulous calculation of formal proportions based on the mathematical series of
Fibonacci and its derivatives. The chosen methodology further demonstrates a holistic approach
to musical analysis, not limited to isolated topics such as rhythmic phraseology, pitch, melodic
content, timbre, temporal proportions, or historiographical data, but rather combining all
pertinent aspects for each work discussed. From our perspective, this combination of analytical
approaches, appropriate to each particular work, sheds light on the composer’s philosophical and
theological ideas expressed in many of her interviews and work annotations. The following is an

overview of the constituent chapters.

Chapter One, “Searching for Truth: Sofia Gubaidulina’s Reimagining of the Instrumental
Concerto Genre,” provides an overview of the composer’s concerted works, organized around
four major topics related to the subject. Its objective is to outline the principal themes associated
with Gubaidulina’s highly personal musical quest and reference relevant scholarly works. The
first of these topics explores several idiosyncratic concepts and leitmotifs that have emerged in
her work since the early 1970s. These include the composer’s unique vision of selected

concertos, perceived in the context of the Mass, thus reflecting on her ecumenical understanding



of Orthodox Christianity; inextricably connected to this are the philosophically-infused musical
concepts of transfiguration, shadow and light, her exploration of string harmonics, and the
acoustic phenomenon of combination and difference tones. Secondly, Sofia Gubaidulina’s
reimagining of virtuosity is discussed in relation to a number of trends that emerged in recent
musicological literature exploring the role and significance of the concept of virtuosity during
the twentieth and twenty-first centuries. These include three major areas: anti-virtuosity and anti-
concertos, collective or collaborative virtuosity, and interdisciplinary virtuosity. Thirdly, the
topic of the composer’s conception of form and its structural components, as a journey full of
metaphors and symbols, is discussed with regard to the contemporary idea of chain forms,
peculiar geometric shapes, and word games that coexist with the reimagined traditional
frameworks of sonata, variations, ritornello, ternary, and sectional forms. The fourth topic
overviews the concerto-related musicological literature concerning Gubaidulina’s use of the
Fibonacci numbers and her concept of the Rhythm of Form.

The first chapter is accompanied by five appendices. The first one presents a list of
Gubaidulina’s works generally associated with the concerto genre. It is based on the 2018 edition
of the Sikorski catalogue.® The works are compiled in chronological order; their titles, in original
versions (in Russian/Italian/Latin/German) and in English translation, are accompanied by an
identification of each work’s full duration, principal soloist(s), the names of dedicatee(s), and the
literary texts used, if any. The second appendix presents Gubaidulina’s concerto discography —

commercial and non-commercial recordings available on YouTube. The entries are accompanied

3 The Sikorski catalogue did not present Gubaidulina’s concertos as a separate genre. Instead, it placed them into
three broadly defined categories: Orchestral Works, Works for Chamber Orchestra/Ensemble and VVocal Works. See
Hans Sikorski, Sofia Gubaidulina: List of Works (Hamburg: Internationale Musikverlage Hans Sikorski GmbH &
Co. KG, 2018), 13-61. Gubaidulina’s current publisher, Boosey & Hawkes, does not provide any genre-related
classification of the composer’s works. Refer to
https://www.boosey.com/cr/catalogue/ps/powersearch_results.cshtml?search=gubaidulina&x=0&y=0.
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by electronic links whenever possible. The third appendix contains a facsimile of Sofia
Gubaidulina’s handwritten letter to the organizers of the Siberian Art Festival: “Before the
Premiere of Dialogue: | and Thou.” This document regarding Gubaidulina’s last concerto,
written and premiered in 2018, is accompanied by its typed version in Russian and in English
translation. Appendices Four and Five provide diagrams related to the previously unavailable (in
English) analyses of Gubaidulina’s Violin Concerto, Offertorium (1980/1982/1986), and her
Bayan Concerto, Fachwerk (2009), by Valeria Tsenova and Marina Geller.

Chapter Two presents the first ‘analytical étude’ dedicated to Concerto for Two
Orchestras, Jazz and Symphony/Revue Music for Symphony Orchestra and Jazz Band. It
provides a comprehensive analysis of this work and compares its original 1976 version with the
subsequent revisions of 1995, 1998, and 2002, elucidating the contextual significance of the
revisions related to the temporal proportions of this composition. The chapter includes the full
text (in Russian and English translation) of Valentina Kholopova’s annotation — the only existing
analytical source on this work. Taking her description of the work as a starting point, we
organize our discussion around three major topics.

The first topic examines the composer’s perception of jazz, pop, and rock, and explores
her early jazz influences. The second addresses Gubaidulina’s reinvention of the concerto grosso
framework by discussing a range of genre-related compositional devices, such as the ritornello
form, and the roles and types of interaction between the concertino and ripieno. This portion of
our text also scrutinizes the concerto’s themes, quasi-thematic elements, the use of name-related
monograms (those of J. S. Bach and D. Shostakovich), as well as the overall development of the
musical texture based on the principle of variation, alongside a wide range of contrapuntal and

sonoristic procedures. The composer’s application of the Baroque rhetorical devices of anabasis



and catabasis is discussed in relation to various forms of clusters in homogeneous orchestral
groups. The final portion of this chapter is dedicated to Gubaidulina’s early use of Fibonacci
numbers. We argue that the presence of these ‘magic’ numbers scattered throughout the concerto
score pertains to the earliest stages of the composer’s numerical evolution. The provided
examples of visible/audible Fibonacci numbers relate to the configuration of melodic, harmonic,
rhythmic, timbral, and other layers of the texture. Furthermore, based on the revised tempo
indications in the 1995 version of the score, we mathematically establish the precise point of the
Golden Section. This procedure adopts Tsenova’s methodology of converting the composer-
notated units of time to an abstract value of a microbeat to perform the calculations based on
these numbers.

Chapter Two is supplemented by two appendices. The first one (Appendix 6) provides
the summary of Gubaidulina’s score adjustments in Concerto for Two Orchestras/Revue Music.
The four compared scores are abbreviated as follows: OM — original 1976 manuscript; ME —
1985 Moscow edition; PSS 2001 — Paul Sacher Stiftung ME score with Gubaidulina’s
corrections; SE — 1998 Sikorski edition. Rehearsal numbers (RN) indicated are from the Sikorski
printed edition. The summary is structured around three areas: errors and corrections, detail
refinement, and time-related adjustments. The second appendix (Appendix 7) presents a
summary of quasi-thematic elements: solo passages and static, ascending, descending, and
combination clusters.

Chapter Three is dedicated to Gubaidulina’s celebrated Concerto for Viola and Orchestra
(1996). It begins with an investigation of its historical and performance background, examining
the work’s dedication, premieres, and critical reception. Next, the full text of Gubaidulina’s own

annotation to the work is presented in Russian and English translation. Following the comments



on the instrumentation of this work, marking the composer’s first extensive use of microtonality
in an orchestral work, we engage in an argument with various analytical points presented in an
article published in 2017 by Russian musicologist Irina Basharova.

These points include an examination of the composer’s implementation of her conception
of shadow and light, worked out through an array of compositional devices related to the work’s
formal design, pitch, instrumentation, rhythm, dynamics, and melodic elements carrying the
function of themes. The reimagining of the idea of the musical ‘theme’ is discussed with respect
to the idea of the cross, the characteristic form-divider dubbed as a “Clock Theme” (“rhythmic
theme” in Gubaidulina’s drafts), delineating the concerto’s sections, as well as other thematic
elements that include monograms of Bach, Shostakovich, and other names, along with musical
gestures perceived as symbolic by the composer. Further, the concept of ‘macro-theme’ is
introduced as a multifaceted idea stretching throughout the entire work, thereby generating the
formal structure of the concerto.

The next section of our text presents an overview of the tonal correlations between two
clearly identifiable concerto themes, labeled the “Prayer Theme” and the “Motive of Sorrow,”
with reference to the traditional functional harmonic interplay inherent to the Classical sonata
form.

The final portion of this chapter is dedicated to the numerical mysteries of the Viola
Concerto. Based on our study of the concerto’s sketches preserved at the Basel archive and
comparing them to the work’s published score, we argue that various Fibonacci and Fibonacci-
based series, such as Lucas, Bach, Evangelist’s numbers, and Gubaidulina’s own numerical
sequence derived from Lucas and Fibonacci numbers, underpin the organization of the ‘musical

matter’ of this work on multiple levels. Following the numerous analytically conspicuous



examples of Fibonacci-related expression pertaining to the concerto’s instrumentation, the
number of sections and themes, the number of notes within the themes and their appearances
throughout the work, as well as the values of metronomic indications, we extrapolate the Viola

Concerto’s possible “numerical plot” unfolding under the model tempo of J=60. Our application

of “Gubaidulina’s principle” to each of the seven sections of the Viola Concerto results in the
emergence of a chain of numbers coming from or approximating those from the Fibonacci series.
The resulting numerical approximations are further discussed as attuned to various arithmetical
permutations generating other symbolic numbers. Chapter Three is accompanied by Appendix 8,
presenting the calculation of the duration of the concerto’s transitions (the divider, or the “Clock
Theme”) measured in the absolute values of microbeats.

As with the two preceding analytical chapters dedicated to selected works, Chapter Four,
titled “Analytical Etude No. 3: In the Shadow of the Tree [Im Schatten des Baumes] for Koto,
Bass Koto, Zheng and Orchestra,” begins with the full text of Gubaidulina’s own annotation of
the work, presented in both Russian and English translations.

Next, we explore four important principles and ideas relevant to shaping the creation of
this unique composition, written for Eastern musical instruments and a Western symphony
orchestra. The first of these concepts pertains to the ‘personification’ of an instrument and the
personal significance of the relationship between the composer and the work’s soloist/dedicatee,
Kazue Sawai. Secondly, we provide a preliminary overview of the expanded realm of
instrumental extended techniques discovered by the composer and utilized within traditional
Koto tunings. Thirdly, we discuss Gubaidulina’s approach to her philosophically charged
concept of shadow and light, realized through the juxtaposition of the standardly tuned Koto and

orchestral instruments with the quarter-tone-lower tuned orchestral Second Strings and two of



the soloists, the Bass Koto and the Zheng. Finally, and equally importantly, we address the
composer’s tree metaphor, which represents the ideas of continuous change and spiritual
transformation.

The remainder of this chapter is dedicated to deciphering Gubaidulina’s number games.
All of our calculations are based on the detailed numerical diagram for the fifth episode, written
out by the composer herself and preserved in the Basel archives. Following the annotated
translation of this diagram, we complete the score-referenced calculation of this portion of the

concerto under the model tempo of J=60. Further, we map the composer-indicated timbral

changes accompanying the corresponding numerical changes. The calculations for the remaining
episodes of the work are performed in a fashion similar to that of Gubaidulina herself. These
calculations also reveal a multi-layered correlation between the timbral and numerical aspects of
the form. We argue that the established numerical proportions of the concerto create an original
compositional structure in which multiple garlands of “beautiful numbers” sprout from the
integral value of the piece (indicated in Gubaidulina’s diagram), thereby consummating a
sophisticated contrapuntal texture comprised of Fibonacci, Lucas, Evangelist’s, and various Bach
sequences. We also establish that the final episode of the concerto bears the composer’s personal
numerical seal, the number 48.

The final section of Chapter Four, subtitled “The Game Numbers, Part Two: The Other
Musical Elements,” discusses the composer’s numerical treatment of the pitch content of
recurrent motives, cluster-type sonorities, and multi-voiced passages, as well as Gubaidulina’s
numerical underpinnings of certain rhythmic configurations related to the patterns of duration of

melodic phrases, timbral blocks, and types of divisi in the orchestral strings. Further, our analysis



reveals several examples of combining the idea of symbolic temporal durations with the pitch
organization based on the tuning patterns of the three solo instruments.

All translations from non-English-language sources are ours unless otherwise indicated.
References to books, articles, and other web-based sources cited within the body of the text are

accompanied by electronic links wherever possible.
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CHAPTER ONE

Searching for Truth:
Sofia Gubaidulina’s Reimagining of the Instrumental Concerto Genre

The concept of the concerto has changed drastically since the 19™ century. The soloist is no longer
a hero, an outstanding individual [who] knows the absolute truth, knows where to lead the crowd.
In the 20" century the situation is quite different: the hero is disappointed in everything, nobody
knows what the truth is. And contemporary composers need to search for new concepts, new
interpretations of soloist-orchestra relations. | too am searching.

— SOFIA GUBAIDULINA, INTERVIEW WITH VERA LUKOMSKY, 19984

By the fall of 1998, when Sofia Gubaidulina shared her thoughts about an inescapable need for
searching out new ways of musical expression within the ever-changing cultural paradigm of the
concerto genre, she had already written twelve works falling into this category. The earliest of
these creative undertakings reveal the composer’s compelling desire to search for new concepts
in an attempt to travel new paths reflective of the uncertainties of the modern age.
Fundamentally, as a musician who self-admittedly perceives a concerto soloist as ““a person who
had[s] crossed the threshold of a temple™® rather than a hero who contraposes himself against the
masses, Gubaidulina has envisioned her concerted works as fused with the broadly understood
idea and contents of the Mass. As such, this type of musical narrative, or the “particularity and

296

polarity” of a conversation between a soloist and an orchestra, has always been one of the

# Vera Lukomsky, “’The Eucharist in My Fantasy’: Interview with Sofia Gubaidulina,” Tempo 206
(October 1998): 29, https://www-jstor-org.ezproxy.library.yorku.ca/stable/945505?if data=e30%3D&seq=1.

> Cited in conversation with Restagno. See Valentina Kholopova, Sofia Gubaidulina. Monograph. Interview with
Enzo Restagno (Second Ed., revised) [Cogusa I'v6aiioynuna. Monoepagus. Humepevro Druyo Pecmanvo — Cogus
I'y6aiioynuna (Bropoe nononnennoe uznanue)] (1zdatel’stvo Kompozitor, 2008), 75.

® The phrase in quotation marks is a subtitle of the second chapter of Joseph Kerman’s book presenting his seminal

set of Norton Lectures given at Harvard University in 1997-98. See Joseph Kerman, “Particularity and Polarity,” in
Concerto Conversations (Harvard University Press, 1999), 17-38.
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composer’s idiosyncratic means of “religious worship for humanity as a whole.”’ Hence, the
composer’s post factum announced “[imaginary] instrumental Mass Proper” is comprised of four
concertos completed prior to 1998: Introitus (1978), Offertorium (1981), From the Book of
Hours (1991) and Detto II (1972); each one takes the role of Introit, Offertory, Gradual, and
Communion, respectively.® Several other “macro cycles” of concertos were created by Russian
musicologists since mid-1990s, for instance, a triptych consisting of “introduction” (Introitus),
“two culminations, ‘split’ a la Tchaikovsky”® (Offertorium, And: The Festivities at Their Height,
1993), and the “paired epilogue” (Detto II, Two Paths, 1998).1° Another version of the “sacral
super-cycle” includes the symphonic works outside of the concerto type. It is built in truly
Gubaidulinian non-chronological or ‘metaphysical’ fashion and includes the five following
compositions, constituting the full Mass Proper: Introit as Introitus, Gradual as Stufen (Steps,

1972) for symphony orchestra; Alleluia as Alleluja (1990) for mixed choir, boy soprano, organ,

" Here we refer to another phrase in Gubaidulina’s interview of 1992 where she says: “For me, the important thing is
not nationality but humanity as a whole.” Cited in Michael Kurtz, Sofia Gubaidulina: A Biography, ed. Malcolm H.
Brown, trans. Christoph K. Lohman (Indiana University Press, 2007), 3.

8 See Kholopova/Restagno, Gubaidulina (2008), 74.

% The “split’ a la Tchaikovsky refers to a popular concept in post-Soviet musicological discourse, based on the
writings of Lev Mazel and Viktor Zukkerman, which describe Tchaikovsky’s breaking of the conventional
boundaries of the sonata form. Building on their ideas, Moskvina applies this concept to her analysis of the macro-
cycles in Gubaidulina’s concerted works, arguing that the “dual” or “split” climax is a brilliant innovation by
Tchaikovsky. She describes it as based on the proximity of two powerful climaxes, which in Tchaikovsky’s early
symphonies were presented “at a distance” — in the development and coda of the sonata form. This “dynamic
proximity” of the two climaxes — as exemplified in the development of the first movement of Tchaikovsky’s Sixth
Symphony — enhances, according to the author, their dramatic effect. See Olga Moskvina, “Instrumental’noe
Tvorchestvo Sofii Gubaidulinoi v Aspekte Religiosno-Simvolicheskoi Programmnosti” [“Sofia Gubaidulina’s
Instrumental Oeuvre with Regard to the Religious and Symbolic Program™], Kandidat Dissertation, Nizhnii
Novgorod Conservatory, 2017), 109,
https://nnovcons.ru/upload/files/Dis/dis_moskvina.pdf?ysclid=m68hzv0y70303511495.

10 Moskvina, “Instrumental’noe Tvorchestvo,” 109. Also see in Shalkova (2015).
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and large orchestra; Offertory as her first violin concerto, Offertorium (1980/1982/1986); and

Communion as Detto 1.1

With regard to the genre-related dichotomy of soloist and orchestra, Gubaidulina’s very
first concerto, Detto 11 (1972)*? for cello and chamber orchestra, deliberately avoids the word
‘concerto’ in its title because of the “unwelcomed allusions to the long-established tradition of
the solo concerto genre.”® Instead, the soloist and ensemble are presented as a preacher and
congregation — contrasting, yet not confronting one another. Likewise, the 1978 piano concerto,
Introitus,'* offers a similar interpretation of this type of interaction between the soloist and the
orchestra. The quiet contemplative nature of this work’s sonic palette, accompanied by an
absence of flashy virtuosity, traditionally associated with the part of the concerto soloist, brings
this opus into the realm of so-called anti-concertos, one of the post-modernistic phenomena of
anti-genres such as Mauricio Kagel’s musical anti-theatre, Alfred Schnittke’s anti-symphony, or
Gyorgy Ligeti’s anti-opera.®®

Conversely, it appears that some of Gubaidulina’s concertos written by 1998 engage with

the traditional Latin-based etymological storyline of the genre, that is one of fighting, striving or

11 Moskvina, “Instrumental’noe Tvorchestvo,” 149.

12 A beautiful rendition of this work by Ivan Monighetti is available online at https://youtu.be/g6Q048wyjYE.

13 Kholopova, Sofia Gubaidulina (2008), 136.

14 The performance of this work by its two original dedicatees, Aleksandr Bakhchiev (piano) and Yuriy Nikolaevsky
(conductor), is available online at https://youtu.be/5s1-rz-KiCQ.

15 The topic ‘anti-concertos’ will be discussed later in this chapter. For information on these pos-modernistic
phenomena see, for instance, Makoto Mikawa, “Anarchy in the Unity: Compositional and Aesthetic Tensions in
Mauricio Kagel’s Antithese fiir einen Darsteller mit elektronischen und 6ffentlichen Klangen (1962)” (PhD diss.,
The University of Western Ontario, 2012), https://ir.lib.uwo.ca/etd/951/.

Ivana Medi¢, “The Dramaturgical Function of the Improvisatory Segments of Form in Alfred Schnittke’s First
Symphony,” New Sound 32 (2008): 210-23, https://newsound.org.rs/pdf/en/ns32/17.%201vana%20Medic.pdf.
Peter Edwards, Gyorgy Ligeti’s Le Grand Macabre: Postmodernism, Musico-Dramatic Form and the Grotesque
(Routledge, Taylor and Francis Group, 2017).
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contending with, i.e., depicting a conflict between the soloist and the orchestra. Among this type
of works are a celebrated Concerto for Bassoon and Low Strings (1975), a less well-known
Concerto for Two Orchestras, Jazz and Symphony (1976) and an apocalyptic cello concerto
subtitled And: The Festivities at Their Height (1993).16 Viewed from this angle, the implied, or
to be more precise, invented by music scholars,'” narrative of the popular North-American
musicological discourse on the Concerto for Bassoon and Low Strings, has received many
interpretations including an analogy of Gubaidulina’s personal struggle with the Soviet regime,
or more generally, as mimicking the relationship between the composer and a contemptuous
public.'® It must be noted, however, that Sofia Gubaidulina never assigned any biographical
relevance to this work, acknowledging only the conception of the “hero” as an individual. By
and large, the composer’s persistent and unequivocal eschewing of the value-laden connotations
of the word “hero” from her concerted musical rhetoric calls forth a different type of
instrumental discourse. It can be formulated as a question of her “metaphysical existence as a
composer” perceived as [an individual]-amidst-the world rather than [an individual]-against-

the-world.’® From the composer’s perspective, the latter state of existence remains associated

16 The recordings of the first two of these works featuring the original dedicatee soloists are available on YouTube at
https://youtu.be/YW]jJLSzykjA
https://youtu.be/5TjleY6MmIo.

7 For instance, Valentina Kholopova’s interpretation of this five-movement composition presents a story of the lyric
hero (bassoon), a type of Charlie Chaplin’s “little man” battling with an aggressive “low-minded crowd” (low
strings or the orchestra). Unable to withstand the onslaught of the crowd, the hero succumbs to the hostile
surroundings and changes his attitude, becoming entirely degraded and vanquished. The concerto’s concept of
“moral inversion” of a person resonates with variant story-lines of earlier works written in the twentieth century:
Bartok’s Bluebeard's Castle, Shostakovich’s Five Satires on Texts by Sasha Chorny op. 109, or Berg’s Wozzeck. See
Kholopova, Sofia Gubaidulina (2008), 147-52.

18 For some titles pertinent to the matter of Anglophone interpretations of the concerto’s “extra-musical”
components refer to Lyman (1995), Schmelz (2009), Haldey and Kott (2010), Hopkins (2011), and Wilson (2011).

19 The “I-against-the-world” is a perceptive phrase of Richard Taruskin describing the concertos of Sofia

Gubaidulina’s compatriot and a fellow composer, Alfred Schnittke. See Richard Taruskin, The Oxford History of
Western Music, vol. 5 (Oxford University Press, 2010), 466.
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with the late Classical- and Romantic-period creators of the earlier prototypes of the genre. In
and of itself, each of Gubaidulina’s successive concerto soloists appears in continuously
changing orchestral surroundings. Every next composition introduces a new constructive task
which is implemented by a meticulous crafting of uniquely combined familiar musical elements
(such as pitch, melodic content, rhythm or timbre) and the gradual crystalizing of mathematical
procedures related to numbers associated with the Fibonacci and Fibonacci-derived series
governing the proportions of the form.

It is pertinent to note that starting from the late 1960s, the idea of re-inventing the
concerto in terms of the structural components of the music as well as the functions and roles of
soloists and orchestra was undoubtedly in the air. Luciano Berio’s annotation to the New York
premiere of his Concerto for Two Pianos and Orchestra (1973) states, for instance, that “today
[...] the word ‘concerto’ can be taken only as a metaphor.”?° Around the same time, Gyorgy
Ligeti, commenting on his Chamber Concerto (ca. 1970), says: “...Creating something that
already exists is not interesting for me. If something new has been tried out and a result has
emerged from it, it is not worth making the same experiment again.”?! Sofia Gubaidulina who, at
the time, was certainly familiar with many of the twentieth-century works in the concerto genre,
appears to be quite aligned with Berio’s and Ligeti’s thoughts on the matter. Indeed, the
compositional vocabulary of her 1976 concerto for percussion, large symphony orchestra and

mezzo soprano, Hour of the Soul, offers an unusual for the composer quasi-polystylistic blending

20 See Luciano Berio, “Concerto for Two Pianos and Orchestra,” in The New York Philharmonic Leon Levy Digital
Archives (March 15, 1973), https://archives.nyphil.org/index.php/artifact/218377ea-819e-48d5-bdc2-7c083cd88a19-
0.1/fullview#page/2/mode/2up.

2 Josef Hausler, Gyorgy Ligeti in Conversation with Peter Varnai, Josef Hausler, Claude Samuel and Himself
(Eulenburg Books, 1983), 94.
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of ‘high and low’??> musical idioms while the sonic narrative of the first violin concerto,
Offertorium, pertains to the process of a symbolic ‘sacrifice’ of the Bach’s Royal Theme from his
Musical Offering®®; the compositional procedure utilized in the latter work aims to implement

Gubaidulina’s intent to build the score “on the idea of conversion.”?*

This idea of “conversion” — more frequently identified as that of configuration
[mpeoOpakenne/preobrazhenie in Russian] — received various unique interpretations in the
composer’s concerted oeuvre starting from the early 1990s. In several works, it appears in
association with another of Gubaidulina’s philosophically-infused musical concepts — that of
shadow and light ® For instance, in Music for Flute, Strings and Percussion (1994) and the
concertos for Viola and Koto, completed in 1996 and 1998, the domain of the ‘shadow’ is
represented by a scordatura group of strings; however, the structural and semantic context in
which the two distinct sound spaces appear and interact is redefined in each new work. Thus, the

‘searching soul’ of the solo Flute in the Music for Flute, Strings and Percussion is accompanied

22 The ‘low’ includes several popular Soviet mass and/or street songs representing the destructive power of the
Communist state. See Kholopova, Gubaidulina (2008), 182.

23 The tripartite formal design of this work features the theme being methodically ‘destroyed’ (each new variation on
the First Section shortens it by one note from each, the beginning and the end) and then, in the Third Section,
‘brought back to life’ or resurrected in the similar fashion. Yet, it is ‘transfigured’ now as it rebuilt in reverse. The
‘transfiguration’ of the original idea becomes a symbolic requital for the sacrifice offered. As, perhaps, the most
famous of Gubaidulina’s opuses, the Offertorium has received a lot of musicological attention in the West.
Numerous works have addressed this topic. See, for instance, Neary (1999), Schmelz (2009), Smith (2010), Medié¢
(2012), and Regovich (2016).

24 Gubaidulina’s phrase (in English translation) is cited in Steven Ledbetter, “Sofia Gubaidulina: Offertorium (Violin
Concerto) and Hommage a T.S. Eliot, performed by Gidon Kremer (Violin) and Boston Symphony orchestra
(conducted by Charles Dutoit) (Deutsche Grammophon, 1998). Compact disc, liner notes: 5. See also Valentina
Kholopova, Sofia Gubaidulina (2008), 193-98.

25 pertinent references and explications regarding Sofia Gubaidulina’s conception of shadow and light as inspired by
the ideas of the founder of analytical psychology Carl Gustav Jung will be presented in the fourth chapter of this
dissertation, Analytical Etude No. 3: “In the Shadow of the Tree” [ “Im Schatten des Baumes "] for Koto, Bass Koto,
Zheng and Orchestra.
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by two equally divided groups of orchestral strings: half of them, in standard tuning, represents
the ‘light” while the other half, representing the ‘shadow’, is tuned a quartertone lower. The
‘transfiguration’ of the soloist, tuned in unison with the ‘light’ part of the strings, occurs as he
crosses over to the ‘dark’ side through glissando and vice versa.?® In the 1998 concerto for
Japanese Koto, Bass Koto, Chinese Zheng and orchestra In the Shadow of the Tree, the idea of
two differently tuned groups of strings is expanded on by adding the quartertone-lower tuning for
one of the soloists. Alternatively, the scordatura string group in the 1996 Concerto for Viola and
Orchestra is a non-standard string quartet consisting of Violin, Viola, Cello and Double Bass. In
these works, the transformation of various musical ideas becomes an allegory of continuous

transfiguration.?’

The markedly different implementations of the idea of ‘transfiguration’ materialize in
two other concertos written on the cusp of a new millennium — the double concerto for two
violas, Two Paths: A Dedication to Mary and Martha (1998) and the concerto for bayan and
large symphony orchestra Under the Sign of Scorpio: Variations on Six Hexachords (2003). In
the latter, the mechanics of this solo instrument become an inspiration for the compositional
procedures utilized. Namely, the idea of transfiguration is linked with the bayan’s ability to
change “one spatial dimension into another” by “switching from the single-tone manual where
each button corresponds to a particular tone, to the standard-bass manual where each button

corresponds to a chord.”?8 In the former work, the composer’s interpretation of an interaction

% Gubaidulina’s annotation to this work is available in Kholopova’s monograph (in Russian). See Kholopova,
Gubaidulina (2008), 113-14.

27 The subject of transfiguration with regard to Gubaidulina’s Koto Concerto will be discussed in Chapter 4.

28 Cited from the composer’s annotation published in Kholopova’s volume (2008), 331-32.
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between two matching soloists connected to the Biblical story of Mary and Martha leads to an
eventual “attaining their ultimate goals” in the Coda. This is expressed by reaching opposite
registers — the highest and the lowest, representing the celestial and the earthly. The composer
refers to these timbral transformation of the soloists’ themes as “transfiguration.”?°

The variety of the musical concepts utilized in Gubaidulina’s concertos and the
multiplicity of divergent pathways to develop them are truly astounding. Starting from the early
2000s, as the composer’s experimentation with quarter-tone tunings appears to have run its
course, the sonic narrative of her concertos becomes concerned with new musical actualities
related to the word symbolism, and the metaphysical exploration of string harmonics, as well as
an acoustic phenomenon of summation (i.e., combination) and difference tones.>® Henceforward,

the soloist-orchestra dichotomy inherent in the concerto genre becomes envisioned in a broader

sense; that is, not as individual-amidst-the-world but rather as a human being-in-the-universe.

2 Cited from Gubaidulina’s annotation to the work; ibid., 320-21. Few anglophone attempts to address
Gubaidulina’s concertos in terms of her “religious symbolism” emerged since 2007. Those have focused on an
arduous task of locating and ‘interpreting’ the composer’s “symbolic metaphors” of “dichotomy, cross and
transfiguration” (Young-Mi Lee, “Musical Contents and Symbolic Interpretation in Sofia Gubaidulina’s “Two
Paths: A Dedication to Mary and Martha” (DMA diss., Ohio State University, 2007), or establishing a “theological
ground” through the aid of interdisciplinary methodologies (such as such as the intertextual approach informed by
Heidi Epstein, as cited in Smith (2010). See Jenna Smith, “Sofia Gubaidulina’s Violin Concerto Offertorium:
Theology and Music in Dialogue” (MA Thesis, University of Montreal, 2010).

30 Combination tone is sound that may be heard when two loud musical tones are sounded together but is not present
when either of the tones is sounded separately. If the frequencies of two pure tones are f, and f,, the frequencies of
the combination tones are fi+f, f1—f;, 2f1+f, 2f1—f,, f1+2f,, f1-2f, 2f1+2f,, 2f1—2f; etc. They are usually attributed to
non-linearities in the system through which the sound is being transmitted or reproduced. If the only system
involved is the ear, they are sometimes described as ‘subjective tones’; the most prominent are the ‘simple’
difference tone, with frequency f.—f1, and the ‘cubic’ difference tone, with frequency 2f1—f,, where f1 is the lower
frequency. See Clive Greated, “Combination Tone,” Grove Music Online. Oxford Music Online,
https://doi-org.ezproxy.library.yorku.ca/10.1093/gmo/9781561592630.article.07787.

Difference tone occurs when two pure tones are sounded, a lower note of frequency equal to the difference of the
frequencies of the two individual notes may be heard. This is the simple difference tone (also sometimes called the
“Tartini tone’). It is usually ascribed to non-linearities in the audio system producing the sounds or to non-linearities
in the hearing mechanism, and is one of the combination tones with frequency f2—f1. Another combination tone with
frequency 2f1-f2, is also sometimes heard; this is the cubic difference tone. Difference tones are most frequently
audible in a musical context when two instruments, e.g. flutes, are played together in the high register. See Clive
Greated, “Difference Tone,” Grove Music Online. Oxford Music Online,

https://doi-org.ezproxy.library.yorku.ca/10.1093/gmo/9781561592630.article.07787.
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Thus, the word symbolism of the third violin concerto In Tempus Praesens (2007), for instance,
is connected to the concept of “Sophia,” the wisdom and the creative power of the Divine. The
reference is made to her world-famous soloist’s name, Anne-Sophie Mutter, as well as to
Gubaidulina’s own given name. The composer refers to this as the “double vector of Sophia,” the
synergy of divine wisdom and God’s creative energy.>! The unspoken narrative of the Fachwerk,
the 2009 concerto for bayan, percussion and strings, is intensified by utilizing pitch-related
musical symbolism: the opening sonority of the slow chord progression in accordion part (F-
major chord) coincides with the first letters from the title of the piece — F, A, C.%? Alternatively,
the sonic tale of the 2017 Triple Concerto for violin, violoncello, bayan and orchestra concerns
the “three-ness” as its main organizing principle. It is reflected in the title, the tripartite form of
the work, as well as the triadic nature of certain compositional devices such as, for instance, the
triads which are used to organize the orchestral texture.®® Two other universal formative devices
at work here are the Fibonacci series and the extensive exploration of string harmonics in which
intervals contract as the tones of the series ascend and vice versa. For the composer this
symbolizes the revelation of three forces: “the expansion force of widening intervals, the

contraction of condensing intervals and the reaction to this cosmological drama.”%*

81 See Gubaidulina’s annotation to this work (in Russian) in Kholopova, Sofia Gubaidulina (2020), 335-36.

See also an outstanding music documentary (2008) directed by Jan Schmidt-Garre, titled “Sophia: Biography of a
Violin Concerto.” The film captures the creative process behind the composition of Gubaidulina’s second concerto
for violin and orchestra and documents the collaboration between Anne-Sophie Mutter, Simon Rattle and the Berlin
Philharmonic. Multiple excerpts from the film can be watched on YouTube. See, for instance,
https://youtu.be/oEFNOCI5Ufo.

32 This observation is made in Branko DZinovi¢, “The Composer-Performer Interrelationship in the Bayan and
Accordion Compositions of Sofia Gubaidulina” (DMA diss., University of Toronto, 2017), 75.
https://utoronto.scholaris.ca/items/a7c10a84-3b1a-4600-82df-59bd596d282b. Also, see Gubaidulina’s annotation to
this work in Kholopova, Sofia Gubaidulina (2020), 341-42.

33 Refer to Gubaidulina’s annotation to her work. Available in Kholopova, Sofia Gubaidulina (2020), 360-61.

34 Kholopova, Sofia Gubaidulina (2020), 361.
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Contrariwise, the main idea of the concerto for Flute and large orchestra The Deceitful
Face of Hope and of Despair (2005) is “consistent acceleration and deceleration of the pulse of
the sound web” governed by numerical laws of the Fibonacci series.®® Here, both the orchestra
and the soloist explore the idea of difference tones. “Every interval,” Gubaidulina explains,
“creates a summation tone and a difference tone: an interval in the lowest register creates a
difference tone which we recognize not as a tone but a pulsation. At higher registers we hear the
pulsation of the difference tone simultaneously with the original interval.”*® On a similar note,
the concerto for Violin, Percussion and String Orchestra The Lyre of Orpheus (2006) presents the
composer-found connections between the general physics of sound and the strings’ tuning of the
lyre of the legendary singer Orpheus. Gubaidulina states that she sees the auditory illusion of the
summation and difference tones as a metaphor for a correlation between musical processes
unfolding in time and processes within a sound itself.3” Further, the central theme of her
extraordinary Glorious Percussion (2008) is “the agreement of the sounding intervals with their

difference tones.”*® The composer states:

[...] the structure of the form [...] results from this as well: the sound movement thrice comes to a
standstill. Before this static background, only the respective pulsation caused by the intervals of

% Ibid., 331. Also cited (in English translation) in Hans-Ulrich Duffek, “Sofia Gubaidulina: The deceitful face of
Hope and Despair; Sieben Worte performed by Sharon Bazaly (flute) and Gothenburg Symphony orchestra/The
National Orchestra of Sweden, cond. Mario Venzago (BIS Records, 2006). Compact disc, liner notes: 5.

3 Duffek, “Sofia Gubaidulina,” 5.
37 Refer to Gubaidulina’s annotation to her work. Available in Kholopova (2020), 328-31.

38 See an interview with the composer on the Berlin Philharmonic website, “Sofia Gubaidulina in Conversation with
Margarete Zander.” Available at https://www.digitalconcerthall.com/en/interview/248-3.

For the above citation see Sofia Gubaidulina, “In tempus praesens and Glorious Percussion: Concertos by Sofia
Gubaidulina,” performed by Vadim Gluzman (violin); Glorious Percussion: Anders Loguin; Anders Haag; Mika
Takehara; Eirik Raude; Robyn Schulkowsky and Lucerne Symphony Orchestra, cond. Jonathan Nott (BIS Records,
2008). Compact disc, liner notes.
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the previous chord remains. Such episodes appear at particular structural points, thus subjecting
the form to the law of the Golden Section.®®

Purportedly, the outlined musical concepts employed in Gubaidulina’s concertos, along
with the variety of means to develop them, reflect the composer’s extraordinary determination to
reimagine traditional genre-related ideas and forms, to transform them in an effort to redefine the
boundaries of the concerto genre.*’ From this standpoint, Gubaidulina’s musical objectives seem
to be comparable to Ligeti’s aims and goals of not repeating “the same experiment again,” as
cited earlier. And yet Gubaidulina, who considers nearly all of her compositions to be “variations
on the theme of the cross,”* insists that throughout her musical career she has been writing “one
and the same song”*? over and over again. On multiple occasions she has spoken out against
categorizing her works as avant-garde, repeatedly emphasizing that the criterion of newness, or

innovation, when accentuated in a work of art, is not essential in her music. She believes that

“composers should think about depth [of the music], not about innovations.”*® Moreover, in

39 In Helmut Peters, “In tempus praesens and Glorious Percussion: Concertos by Sofia Gubaidulina,” (BIS Records,
2011). Compact disc, liner notes: 7.

40 The full list of Sofia Gubaidulina’s Instrumental Concertos is presented in Appendix 1. The works are compiled in
chronological order; their titles, in original versions (in Russian/Italian/Latin/German) and in English translation, are
accompanied by identification of each work’s full duration, principal soloist(s), the names of dedicatee(s), and the
literary texts used, if any.

41 See Sofia Gubaidulina, “Travelling in an Imaginary Space: Meeting with Students and Teachers of the Moscow
Conservatory,” Tribuna molodogo zhurnalista [A Young Journalist Tribunel (2011): 2 (In Russian),
https://tribuna.mosconsv.ru/?p=1950.

42 See Aisylu Khafizova, “I’ve Been Writing the Same Song All My Life” [“S] Bcro su3Hb NIy OfIHY U TY K€
necHro”’], interview with Sofia Gubaidulina, Tatar-Inform (November 2, 2016), https://www.tatar-
inform.ru/news/sofiya-gubaydulina-ya-vsyu-zhizn-pishu-odnu-i-tu-zhe-pesnyu.

43 Vera Lukomsky, “Sofia Gubaidulina: ‘My Desire Is Always to Rebel, to Swim Against the Stream!,””
Perspectives of New Music 36, no. 1 (Winter 1988): 8, https://www.scribd.com/document/817120360/toaz-info-
sofia-gubaidulina-my-desire-is-always-to-rebel-to-swim-against-the-stream-vera-l-pr-
1af883e4d8chbd1304fc36e0e00dc475.
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many interviews, she expressed her reservations about the very idea of continual innovation in
music. “The twentieth century has already had enough innovations, be they timbral, textural or
whatever,” — writes the composer in a 1994 letter to Michael Kurtz.** Further in the same letter, a
distinctive turn of a phrase captures the essence of Gubaidulina’s attitude towards innovation in
music as following: “Perhaps the purpose of our actions today is not to invent more and more

novelties; the filters need to be turned on, not the generators.”*

In consequence of the composer’s utterances, the question of her personal “searching for
truth” and the concurrent reimagining of the instrumental concerto genre become a subject of
semantic parsing within the scope of this study, presented in the form of a condensed summary
accompanied by references to relevant scholarly works. Its objective is to break down the
principal elements of a concerto into its constituent parts and examine each component in order
to understand its role and significance as envisioned by the composer. Thus, the remainder of this
chapter aims to distill three fundamental concepts related to the genre: virtuosity, treatment of
traditional concerted forms and their structural components and, finally, Gubaidulina’s use of the

Fibonacci numbers and her concept of the Rhythm of Form.

Virtuosity: Interweaving the Performer into the Fabric of Music and Beyond

Sofia Gubaidulina’s reimagining of virtuosity appears to resonate with a number of trends

discussed in recent musicological literature that explores the role and significance of the concept

4 See Michael Kurtz, Sofia Gubaidulina: A Biography, ed. Malcolm H. Brown, trans. Christoph K. Lohman
(Indiana University Press, 2007), 69.

4 Kurtz, Sofia Gubaidulina, 69. Our emphasis.
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during the twentieth and twenty-first centuries. Relevant to the current discussion are several

2546

concepts: “anti-virtuosity,”*® which emphasizes sonic exploration over technical display;

2547

“collective virtuosity,”" which focuses on collaboration and the blending of roles between

composers and performers; “interdisciplinary virtuosity,”*®

which refers to the integration of
knowledge and skills from various fields. The idea of “non-sonic virtuosity,”*° defined as the

concept linked to physical gestures or actions within a musical context, appears to be part of an

interdisciplinary theoretical framework associated with elements of musical theatre.

It is essential to note that positioning Sofia Gubaidulina within this musicologically
constructed compendium of ideas can be meaningful only when rooted in her fundamental
understanding of a concerto soloist as a unique individual — someone who is “cast in the image
of music.”® As a composer who consciously distances herself from current trends and draws

from an introspective metaphysical inspiration, Gubaidulina’s deliberate intention has never been

46 Among most recent publications on the topic, see, for instance, Ralph P. Locke, “Anti-virtuosity and Musical
Experimentalism: Liszt, Marie Jaéll, Debussy, and Others,” in Liszt and Virtuosity (University of Rochester Press,
2020), 346-86; and Jeff Kaiser, “Improvising Technology, Constructing Virtuosity,” Cuadernos De Musica, Artes
Visuales y Artes Escénicas 13, no. 2 (2018): 87-96,
https://revistas.javeriana.edu.co/index.php/cma/article/view/21220/19994.

47 See, for instance, Michael Mauskapf, “Collective Virtuosity in Bartok’s Concerto for Orchestra,” Journal of
Musicological Research 30, no. 4 (2011): 267-96, https://doi.org/10.1080/01411896.2011.614167.

48 Refer to Linda Jankowska, “Re-Thinking Virtuosity for the Hybrid Era of Multifarious Approaches,”

Contemporary Music Review 42, no. 3 (2023): 288-303,

https://www.tandfonline.com/doi/pdf/10.1080/07494467.2023.2277544.

And, for more comprehensive overview: Linda Jankowska, “For the Beauty of the Act. Reflections on the Concept

of Interdisciplinary Virtuosity in New Music Performance” (PhD diss., University of Huddersfield, 2021),

https://www.academia.edu/85280613/For_the beauty of the act Reflections on_the concept of interdisciplinary
virtuosity in_new_music_performance

49 See Monika Voithofer, “My Material is Not Sound. My Material is Audibility: Notes on Non-Cochlear Music,”
paper presented at Rethinking Sound (30-31 March 2018, Seoul, South Korea). Cited in Louise Devenish,
“Instrumental Infrastructure, Instrumental Sculpture and Instrumental Scores: A Post-Instrumental Practice,” Music
and Practice 9 (2021): 3-17, https://www.musicandpractice.org/wp-content/uploads/2021/12/Devenish.-pdf.pdf

%0 Gubaidulina’s locution cited in Kholopova (2020), 186.
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to entertain or create virtuosic pieces, but rather to profoundly move her audience by offering it a
glimpse into the existential depths of a human soul. Strikingly, as the process of ‘interweaving
the performer into the fabric of the music’ unfolds, the sounding matter itself tends to reflect the
character and personality of the soloist for whom it was composed. Numerous examples can be
found in interviews and conversations with the composer herself, with the dedicatees of her
concertos, and in other discussions that illustrate how deeply personal and contextual elements
influence Sofia Gubaidulina’s concerted compositions. These insights provide a rich
understanding of the interplay between the composer’s intent and the unique characteristics of
each soloist, highlighting the profound connection between the music and its intended

performers.

» Anti-Virtuosity and Anti-Concerto

In our present discussion, the idea of anti-virtuosity is intrinsically connected with the topic of
anti-concerto. While the former is largely self-explanatory, the latter remains an ever-elusive
notion that emerged in musical literature in the early 1970s. In its present condition, the concept
of anti-concerto lacks a clear definition; the term itself does not appear in music dictionaries,
including the Oxford/Grove Dictionary of Music Online. And yet, numerous theses and
dissertations, composers’ own descriptions of their works, as well as some of reputable

musicological publications use this word with a variety of meanings.®* Generally, it can refer to a

%1 See, for instance, Mark Evan Bonds, “Sinfonia anti-eroica: Berlioz’s Harold en Italie and the Anxiety of
Beethoven's Influence,” The Journal of Musicology 10, no. 4 (Autumn, 1992): 417-63,
https://www.jstor.org/stable/763644.

Jacqueline Leggatt, “Music for a Saxophone Concerto” (DMA diss., University of British Columbia, 1996),
https://open.library.ubc.ca/soa/clRcle/collections/ubctheses/831/items/1.0087299.
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multitude of aspects regarding breaking away from the traditional, predominantly Romantic
concerto type. Among its most frequently mentioned features are the following: the absence of
dramatic conflict between the soloist(s) and the orchestra, i.e., avoiding traditional concerto
rhetoric such as the hero versus the masses; the omission of the word ‘concerto’ in titles; the use
of ‘unusual’ soloists; the changing nature of the relationship between the soloist and the
orchestra, where the former becomes somewhat disassociated from the latter; as well as the
creation of works in mixed or hybrid genres, such as the symphony-concerto and concerto for
orchestra, among others. However, the issue that stands out most often is the avoidance of the
typical virtuosic writing associated with concerto soloists, favoring instead the creation of ‘mood

and atmosphere.’

Considering the broad spectrum of these ideas, one could argue that the overwhelming
majority of Gubaidulina’s concertos should be categorized as anti-concertos. Indeed, only four
out of twenty-one works are actually titled “concertos”: the Concerto for Bassoon and Low
Strings (1975), Concerto for Viola and Orchestra (1996), the Triple Concerto (2017), and the
Concerto for Two Orchestras, Jazz and Symphony (1976). However, the last work was later
renamed by the composer; in its final version, currently listed in the Sikorski/Boosey catalog, it
is titled Revue Music for Symphony Orchestra and Jazz Band. The majority of the remaining
concerted compositions can be considered either works in ‘mixed’ genres or works for ‘unusual
soloists.” For example, the Latin-titled Introitus and Offertorium as well as her piece for two solo

violas and orchestra, Two Paths: A Dedication to Mary and Martha) (1998), allude to the

Daniel Trueman, “Clapping Machine Music Variations: a composition for acoustic/laptop ensemble,” Proc. ICMC
(2010), https://dtrueman.mycpanel.princeton.edu/cmmv.pdf.

Arnold Whittall, “Barrett,” Tempo 67, no. 265 (2013): 100; Anna Nowak, “A New Aesthetic Ideas and the “Memory
of Genre” in the 20th and 21st Century Polish Instrumental Concertos,” Literature and Arts Review/ Science
Signpost Publishing (2023): 1-13, https://www.ss-pub.org/wp-content/uploads/2023/06/LAR-2023031401.pdf.
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Christian liturgy and the Gospel of Luke. Works such as Under the Sign of Scorpio: Variations
on Six Hexachords (2003) and Fachwerk (2009) are written for an unconventional concerto
soloist, bayan (a type of Russian button accordion). The Triple Concerto features an unusual trio
of soloists: violin, cello, and bayan. In the Shadow of the Tree (1998) presents three notably rare
concerto soloists — Japanese Koto, Bass Koto, and Chinese Zheng — while Glorious Percussion
(2008) showcases five percussionists playing thirty-eight instruments, including several not
previously used by the composer (e.g., glass chimes, bamboo chimes, and cabasa [an Afro-
Brazilian rattle, a shaken percussion instrument]).>?

However, acknowledging all of the aforementioned anti-concerto concepts as equally
important can be misleading, since nearly all of the listed works present dramatic dynamic
climaxes characteristic of Gubaidulina’s larger instrumental forms and challenge the soloists
with a wide variety of technical difficulties related to her use of extended instrumental
techniques.>® The only work that truly falls into the category of anti-concerto — understood as a
work completely devoid of any impressive technical prowess on the part of the soloist and
retaining its quiet, meditative character throughout — is Gubaidulina’s piano concerto, Introitus.
This work, which has received an appreciable amount of musicological attention in the past few
decades, is often described as lacking dramatic dynamic fluctuations and as presenting the

pianist’s contemplative dialogue with the orchestra and its various soloists, which include the

52 Refer to Gubaidulina’s list of instruments in the score. In Sofia Gubaidulina, Glorious Percussion, Konzert fiir
Schlagzeugensemble und Orchester (Hamburg: Sikorski Musikverlage, 2008).

%3 Curiously, despite the word “concerto” in its title, Gubaidulina’s Concerto for Bassoon and Low Strings (1975)
is labeled as an ‘anti-concerto’ in Pollard’s thesis; the author’s rationale remains unclear. See Amy Marinello
Pollard, “Solving the “Problems” of Extended Techniques: Annotated Performance Guides to Sofia Gubaidulina’s
Bassoon Works” (DMA diss., University of Cincinnati, 2012), 35-36.
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flute, bassoon, and, towards the end, the violin.>* Remarkably, one of the recent papers dedicated
to this work is titled “Sofia Gubaidulina’s Non-Concerto for Piano: Introitus.”® In her 1998

conversation with Lukomsky, the composer herself describes the work as follows:

My Piano concerto Introitus [...] is unlike a typical concerto. One could say it is not a concerto at
all. The piano part is purely meditative, completely deprived of virtuosity. Everything is meant to
sound pianissimo. | do not want either virtuosic or assertive passages; | do not want loud chords.
My soloist penetrates into the depth of the sound; he/she listens and invites all the others to listen,
t00.%

With regard to the interconnection between the idea of avoidance of virtuosity in its traditional
sense and the soloist who “listens and invites [...] others to listen,” one of the composer’s earlier
acknowledgments provides valuable insight into the importance of the performer’s personality
during the conceptual part of her compositional process. Gubaidulina’s 1978 concerto for piano
and chamber orchestra was composed at the suggestion of two performers: pianist Alexander
Bakhchiev and conductor Yuri Nikolaevsky. The former was renowned among Soviet audiences
as an exquisite chamber musician whose performance style was noted for its absence of vanity
and self-aggrandizement. His interpretations were characterized as chivalrous, reflecting a

profound reverence for and respect toward the original scores.®>” The latter was widely

54 Kholopova (2020), 187. The work is mentioned in several Anglophone publications; e.g., the record review by
Ronald Weitzman, “Gubaidulina: Chaconne; Sonata; Musical Toys; Introitus; Concerto for Piano and Chamber
Orchestra,” Tempo196, New Series (April, 1996): 56-57, https://www.jstor.org/stable/944470.

Also: in Rebecka Sofia Ahvenniemi, “Musical Composition as Lingering Reflection. Exploring the Critical Potential
of Music” (PhD diss., University of Helsinki, 2021), https://helda.helsinki.fi/server/api/core/bitstreams/04181157-
3cdb-432e-9790-d3c09ee2c6hb7/content

% See Konstantin Pantelidis, “Sofia Gubaidulina’s Non-Concerto for Piano: Introitus” [Ne-konzert dlya fortepiano:
“Introitus” Sofii Gubaidulinoi”], in To Sofia with Love (Scientific Publishing Center of the Moscow Conservatory,
2014), 158-68.

% Vera Lukomsky, “The Eucharist,” 30.
57 The Russian pianist and teacher Alexander Bakhchiev was a graduate of the Moscow Conservatory and, from
1990 until his death in 2007, was on its faculty. For over thirty years, he performed in a piano duet with his wife,

Elena Sorokina (b. 1940). His name appears on more than a hundred LPs and CDs. An informative and impassioned
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acknowledged as a passionate proponent of music created by contemporary composers. The
following is Gubaidulina’s characterization of Nikolaevsky in relation to his performance of the

Introitus:

Nikolaevsky provokes metaphysical ideas. This doesn’t mean he dismisses the ‘mood.” He plays
complex music and embaodies precision and depth. | understand his musical expectations. Beyond
evoking the mood and the surface sound layer, he seeks a structural, symbolic, and metaphysical
dimension. He perceives music as a transparent polyphony of meanings, which is reflected in his
immediate recognition of the score’s ambiguity. The specific limitations of the concerto’s musical
elements mirror Yuri Nikolaevsky’s personality; this work is not pathos-laden; rather, it is
contemplative and lyrical.%®

It must be further noted that this exploration of sonic possibilities, which resonate with the
unique characteristics of the originally intended performers — the pianist and the conductor — also
presents Gubaidulina’s singular endeavor to create a concerted work for the solo instrument in
which she herself possesses impressive technical proficiency.*® The subsequent choices of her
concerto soloists beyond the traditional piano, violin, or cello distinctly underscore the
composer’s artistic inclination to explore new and less familiar sounds, where an intense
collaboration with the intended soloist becomes a vital part of Gubaidulina’s compositional

process.

article about him was written 2008 by Bakhchiev’s colleague, pianist Ruvim Ostrovsky. See Ruvim Ostrovsky, “Do
Not Forget Your Comrades: An Attempt at an Epitaph (About Alexander Bakhchiev)” [He 3a0biBaTh TOBapuIneii
cBoux... [TomsiTka smuraduu (06 Anekcanape baxuunese)], Music Academy 4 (2008): 123-26. The full text of this
article can be accessed (in Russian) at https://mus.academy/articles/popytka-epitafii.

%8 Kholopova (2020), 186.

%9 In 1954, Gubaidulina graduated from the Kazan Conservatory with a diploma in piano performance. Her program
featured several notable works, including Liszt’s Totentanz for piano and orchestra and Beethoven’s Appassionata.
See Kurtz, Gubaidulina, 30. The majority of her own works for piano — both solo and in various chamber
combinations — were written during the early Moscow period; e.g., Piano Quintet (1957); Sonata for Piano (1965);
Musical Toys (Musikalisches Spielzeug), a collection of piano pieces for children (1969); Toccata-Troncata for
piano (1971); Sonata for double bass and piano (1975); Sounds of the Forest (Kl&dnge des Waldes) (1978) for flute
and piano; Two Ballads for two trumpets and piano (1976) etc.
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» Collective Virtuosity: Creative Synergy in Full Effect
“No words can fully express my adoration for the performing arts,” says Gubaidulina in an
interview from the early 2000s. “It is very important to me when a performer offers his initiative
and says, ‘Write a piece for me.” At that moment, I experience a strange feeling — | see his eyes,
his manner of speaking, his way of moving. This was the case with Gidon Kremer, Vladimir
Tonkha, Mark Pekarsky, and many other performers who have inspired and animated my
work.”® Indeed, the majority of Sofia Gubaidulina’s concertos were the result of creative
collaborations with a distinguished array of world-renowned instrumentalists, including Mstislav
Rostropovich, Anne-Sophie Mutter, Friedrich Lips, and Kazue Sawai, among others.5! These
works were conceived with a specific performer in mind, enabling the development of her
creative ideas through close and sustained interaction with the performer. Throughout her
compositional career, Sofia Gubaidulina maintained the conviction that musical composition
depends on three essential elements: the composer, the performer, and the audience.? In her
view, a successful composition arises from the collaboration between a skilled composer, a
talented performer, and an engaged audience; the exclusion of any one of these components
undermines the overall experience. As she elaborates on this idea in an interview with Branko
Dzinovi¢, Gubaidulina states: “Naturally, it is rare, and it is a joy, when they are in accord.”®® In

a 1997 interview with Bruce Duffie, the composer states that she believes a composition is not

80 Radio podcast: “Composer Sofia Gubaidulina,” Program 6 on RadioBlago FM 102.3 (n.d.),
https://www.radioblago.ru/vremyakultury/sofya-gubajdulina-6?ysclid=m33txxphwc912363692.

61 Appendix 1 presents the full list of the concertos’ dedicatees.

62 Refer to the interview with the composer conducted and cited by Branko DZinovi¢. In DZinovi¢, “The Composer-
Performer Interrelationship,” 16.

8 Dzinovi¢, “The Composer-Performer Interrelationship,” 16.
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fully complete until she has worked with the performers. She perceives composing as distinct
from other art forms, explaining that “the composer does not do the whole work, but he does half
of the work. It is absolutely necessary that the performers would be active in this process, that
they would not only read the score, but would bring an active input. In this case the real piece
can be born.”% Contemplating the breadth of available historiographical data surrounding the
composer’s concerted works, one observes that her approach to soloists evolves through two
distinct phases. In the 1970s, her focus rested primarily on acquiring and mastering a range of
novel instrumental techniques, as well as adapting the notated score to the practical realities of
sound production, which were often discovered during rehearsals. By the 1980s, however, her
study of the character of the prospective soloist and the specificities of each instrument
(including instruments beyond those of the original dedicatees) became a crucial component of
her creative process. This shift sought to deepen the integration of the performer’s personality
into the very fabric of her music.

The testimony of Natalia Shakhovskaya,®® the dedicatee of Gubaidulina’s first concerto,
Detto Il for violoncello and chamber ensemble (1972), offers a glimpse into the composer’s
remarkable sensitivity to the suggestions and requests of the soloist for whom the work was

originally created. According to Michael Kurtz, during the initial rehearsing, the unfamiliar

% Bruce Duffie and Sofia Gubaidulina, “Composer Sofia Gubaidulina, A Conversation with Bruce Duffie,” April
18, 199, https://www.bruceduffie.com/qubaidulina.html.

8 Highly regarded for her renditions of Romantic music and selected twentieth-century compositions, Natalia
Shakhovskaya (1935-2017) was a prominent Soviet/Russian cellist and pedagogue. She studied cello at the Gnessin
School of Music and later at the Moscow Conservatory under the tutelage of Semyon Kozolupov and Mstislav
Rostropovich. In 1962, she won the First Prize and Gold Medal at the International Tchaikovsky Competition, which
allowed her to pursue an active career as a soloist with top orchestras and conductors worldwide. A recent
documentary about this outstanding 20th-century cellist, whose legacy is firmly established in the history of both
Russian and world music, was produced by Irina Zaitseva. See “The Russian Rondo of Natalia Shakhovskaya,”
directed by Irina Zaitseva. Film Studio APC, 2019. Available online (with English subtitles) at
https://youtu.be/QkgBsnwzb5I
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musical language of this piece posed significant challenges for both the cellist and the
ensemble.%® This prompted the performers, along with the composer, to explore various
experimental methods of sound production. In a 1998 interview with Kurtz, Shakhovskaya

recalls:

When the pizzicati of the violins did not stand out sufficiently, | suggested that the instrument be
placed on the knees like a cello — and right away the sound was louder, clearer, and more
assertive. The beginning of the second part was technically extremely difficult — virtually
unplayable. Gubaidulina confirmed my suspicion that this had been done on purpose and she said:
“Do as much as you want with it.” She looked at this difficult passage in terms of colour — it was
the expression that mattered to her, the intonation was secondary.”%’

While working on her Concerto for Bassoon and Low Strings (1975), dedicated to the famous
Russian bassoonist Valery Popov, the composer, who admited to being “literally bewitched” by
his artistry, attended all of his concerts and classes at the Moscow Conservatory, where Popov
taught. “Gradually,” she says, “I began to penetrate the essence of the instrument itself, to
understand it as one might understand a character in a play. It was then that the idea came to me
to surround the ‘personality’ of the bassoon with low-register strings — double basses and
cellos.”®® A year later, continuing her exploration of sound, the composer completed her first
percussion concerto, Hour of the Soul, dedicating it to her friend and colleague Mark Pekarsky —
a renowned Moscow percussionist and collector of exotic instruments, many of which are

featured in the Percussion Ensemble that he founded in 1976.5°

66 Kurtz, 106.
57 1bid.
68 |bid., 116.

8 Kholopova informs us that Gubaidulina created multiple versions of this composition. In 1974, she wrote a poem
for a large brass band (without percussion), with a singer participating in the coda. The poem was titled The Hour of
the Soul. In 1976, the composer reworked it into a concerto for percussion and symphony orchestra, with a soprano
soloist, dedicating it to its first performer, Mark Pekarsky, and naming it Percussio di Pekarski. Later, without
altering the musical text, she changed the title once more to The Hour of the Soul: Music for Percussion, Mezzo-
Soprano, and Large Orchestra. See Kholopova (2008), 180. Information about Mark Pekarsky’s Percussion
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From the early 1980s onward, Gubaidulina placed greater emphasis on the personality of
the soloist, rather than on instrumental technicalities or ‘practical’ modifications to the score
suggested by a performer. At the time of initial conception of her first violin concerto,
Offertorium, she had already authored a substantial number of works exploring so-called
‘extended’ techniques of string sound production.’® Unlike the previous composer-performer
concerto collaborations, where prolonged study periods were dedicated to exploring the
instrumental possibilities, Gubaidulina found Gidon Kremer’s request to write a violin concerto
in the winter of 1977-78 particularly exciting. Kholopova recalls that this event led to
Gubaidulina attending all of Kremer’s concerts in Moscow “with one specific goal” — to immerse
herself into his performance style.”* The composer ‘studied’ Kremer's stage presence during this
musical process, paying close attention to his arm movements, the way he turned his torso, his
facial expressions, and more. She was particularly drawn to Kremer’s ability to transition
between moods, often diametrically opposed: “[...] from the most delicate, barely audible, and
heartfelt emotion to virtuosic, almost ecstatic playfulness; from dramatic expressivity and
sorrowful lamentation to lighthearted dance; from demonic aggressiveness to profound, prayerful
contemplation.”” For Gubaidulina, this oscillation between extremes was the most fascinating

aspect of Kremer’s stage persona. She was also deeply moved by his relationship with sound.

Ensemble is available on the official website of the Moscow Conservatory at
http://www.mosconsv.ru/en/groups/22016

0 Among the works written prior to 1980 are her Concordanza and String Quartet No. 1 (1971); Detto Il (1972),
written in collaboration with Natalia Shakhovskaya; Ten Etudes (Preludes) for Solo Cello (1974) and In Croce
(1979), in collaboration with Vladimir Tonkha; and Sonata for Double Bass and Piano (1975), in collaboration with
Anatoly Grindenko.

" Kholopova (2008), 194.

72 |bid. The quoted passage is translated from Russian by Christoph K. Lohmann and edited by Malcolm Hamrick
Brown. See citation in Kurtz, 149.
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“When his finger touches the string, I feel that his entire life energy focuses on this single point.
[...] In this union of the tip of the finger and the resonating string lies the total surrender of the
self to the tone. And I began to understand that Kremer’s theme is sacrifice — the musician’s
sacrifice of himself in self-surrender to the tone.”’® This perception of Kremer as a musician
became the foundation for the concept of sacrifice in the composition itself. The offering of the
performing violinist prompted the ‘offering’ or metaphorical transformation of the ‘royal theme’
from Bach’s Das Musikalische Opfer and, on a deeper level, influenced the way this theme was
treated in the music. One could say that the music of Gubaidulina’s Offertorium, reflecting
Kremer’s ability to seamlessly shift from the diabolic to the divine, from the lyrical to the
cheerful, or, in short, from one extreme to the other, became, in a way, a set of variations on the
violinist’s character.

Another performer who has significantly influenced Gubaidulina’s work over several
decades is the renowned Russian cellist Vladimir Tonkha. Her second cello concerto, From the
Book of Hours [Aus dem Stundenbuch] (1991), is dedicated to him. The artistic partnership
between the composer and the performer, which began in the late 1970s, has always been based
on mutual understanding and the view of the music-making process as a religious act — a form of
communication with God.” Gubaidulina has described him as “a musician communicating his

innermost thoughts and his whole soul through sound.””® It is not surprising that the composer’s

3 1bid., 80.

™ Prior collaborations of Gubaidulina and Tonkha include Ten Preludes (Etudes) (1974) for solo violoncello, In
croce (1979) for violoncello and organ, and Seven Words (1982) for violoncello, bayan, and strings; the last of these
works is dedicated jointly to Vladimir Tonkha and Friedrich Lips. Their subsequent collaborations include
Quaternion for four violoncelli (1996) and Simple Prayer [Einfaches Gebet] (2016) for narrator, two violoncelli,
double bass, piano, and two percussionists.

5 See Vera Teplitskaya, “‘Across the Worlds’ of Vladimir Tonkha,” Music Academy 4, no. 728 (2009):10,
https://mus.academy/articles/sredi-mirov-vladimira-tonkha.
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choice fell on Tonkha as the dedicatee for this concerto, for he has unfailingly been the musician
uniquely able to identify and empathize with Gubaidulina’s own search for the divine — a theme
poignantly expressed in Rilke’s poems through the persona of a Russian monk conversing with
God in times of crisis.’”® Furthermore, the composer’s deep affinity for multi-layered symbolic
meaning imbues the Tonkha’s instrument with an identity akin to Rilke’s confessing monk. In
her annotation of Gubaidulina’s work, Valentina Kholopova elucidates that prior to its
acquisition by the cellist in 1970, this instrument had long resided as an exhibit in the State
Collection of Unique Musical Instruments, only regaining its full sonic potential by 1980. A
decade later, as Gubaidulina completed her composition, she wove a rich tapestry of symbols
reflecting the ‘death and rebirth’ of the instrument itself — among them, the constructive
significance of the numbers ten and eleven, the emblematic register-related ascents and descents,
and their abrupt endings.”’

Sofia Gubaidulina’s collaborations with renowned bayanists, notably Friedrich Lips and
Elsbeth Moser, have been central to shaping Russian musicological thought over the years.”® In
Anglophone scholarly discourse, the most comprehensive recent study of the composer’s artistic

interactions with bayan players was conducted by Branko Dzinovi¢, a Toronto-based artist and

The biography of the cellist is available in English on the official website of the Gnessin Russian Academy of Music
at https://eng.gnesin-academy.ru/employees/tonkha-vladimir-konstantinovich/

A more detailed version (in Russian) is accessible at https://gnesin-academy.ru/employees/tonkha-vladimir-
konstantinovich/

76 See Kurtz, 70-71, 88, 104.

" Kholopova (2008), 301.

78 See, for instance, an extensive recent study by Mironova: Ul’yana Aleksandrovna Mironova, “The Bayan Works
of Sofia Gubaidulina,” Candidate dissertation (Gnessin Russian Academy of Music, 2008) [YibsiHa AnekcaHapoBHa

Muponoga, “IIpomssenennst Coduu ['ybaitnynmunoit nns 6asua,” Kanaunarckas auccepranus, Poccuiickas
akajiemust My3biku uMend ['Hecunbix (2008)].
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scholar specializing in contemporary music.”® His thesis explores Gubaidulina’s creative
partnerships with four leading bayanists and accordionists: Lips, Moser, Geir Draugsvoll
(Denmark), and Alberdi Inaki (Spain). Dzinovi¢ examines how these musicians have contributed
to the creation and performance of some of Gubaidulina’s most significant works for bayan,
including her concertos: Under the Sign of Scorpio (2003), dedicated to Lips; Fachwerk (2009),
dedicated to Draugsvoll; and the Triple Concerto for Violin, Cello and Bayan, dedicated to
Moser. Dzinovi¢ also traces how Gubaidulina’s creative vision has evolved through her
dialogues with different performers, highlighting how her music adapted to variations in
instruments — such as differences in range and keyboard layout — as well as the artistic
personalities of each bayanist. These adaptations of the composer’s original works to the
specificities of individual instruments, such as, for instance, the 2010 revision of the cadenza for
the bayan concerto Under the Sign of Scorpio, originally written for Lips in 2003 by Spanish
accordionist Alberdi Ifiaki,® have always been a distinctive element of Gubaidulina’s creativity,
aimed at adjusting an existing composition to suit a new, devoted musical artist and their
particular instrument.

In essence, this process of performer-driven change can be seen as a form of musical

pentimento, or ‘sonic repainting’ of earlier written works, intended to reflect new sounding

78 Branko Dzinovi¢, “The Composer-Performer Interrelationship in the Bayan and Accordion Compositions of Sofia
Gubaidulina,” (2017). Among other English-language sources are Kurtz’s description of Gubaidulina’s collaboration
and friendship with Lips, Tonkha (see Kurtz, 132-35), and Moser — the professor from the Music faculty at
Hannover University, who played an instrumental role in Gubaidulina’s emigration to Germany in 1991 (Kurtz, 217-
18); Caroline M. Askew, “Sources of Inspiration in the Music of Sofia Gubaidulina: Compositional Aesthetics and
Procedures” (PhD diss., University of Huddersfield, 2002); and Jennifer Denise Milne, “The Rhythm of Form:
Compositional Processes in the Music of Sofia Gubaidulina” (PhD diss., University of Washington, 2007).

8 Dyinovié (2017), 82-94.
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realities.® Among the composer’s revisions of her concerted works, one notable example is the
2015 revision of the Viola Concerto (1996). Originally written for the Paolo Antonio Testore
viola (1758), which was played by the work’s dedicatee, Yuri Bashmet, the solo part was later
revised for the unique Stradivarius viola known as the “Gustav Mahler” (1672), which is now
played by the French violist Antoine Tamestit.8? At the same time, the astonishing variety of
interpretations of Gubaidulina’s concertos — an element the composer herself encourages —
becomes especially striking when one immerses oneself in the wealth of recordings of her works
performed by a broad array of artists. The range of artistic perspectives offers a vivid testament
to the depth of connection these musicians share with Gubaidulina’s unique musical voice. For
example, the 1997 Sonnengesang, originally dedicated to the towering figure of Mstislav
Rostropovich, was beautifully ‘repainted’ by two of his exceptional students: David Geringas, in
1999, and Ivan Monighetti, in 2016. Monighetti, the Russian/Swiss cellist, who remains one of
the most versatile and dynamic figures in the classical music world today, has performed nearly
all of Gubaidulina’s works for cello over the past four decades. Geringas, the Lithuanian-born
cellist, has been a devoted champion of Gubaidulina’s music since the early 1980s, and it was to
him that she dedicated her third cello concerto, And: The Festivities at Their Height (1993).8

The variance in interpretations of Gubaidulina’s notated scores becomes even more pronounced

8 Incidentally, Pentimento (2007) is the title of one of Gubaidulina’s pieces. This particular composition is an
arrangement of an earlier opus for cello and guitar quartet, Ravvedimento (2007), originally dedicated to the
renowned Russian-Swiss cellist Ivan Monighetti, and later rearranged for double bass and three guitars at the request
of virtuoso bassist Alexander Suslin. It is highly conceivable that this title is a product of the composer’s
metafictional wordplay related to the titles of some of her works.

8 Janine Jansen, “Antoine Tamestit on the ‘Mahler’ Stradivari viola,” The Strad Magazine (January 6, 2023),
https://www.thestrad.com/lutherie/antoine-tamestit-on-the-mahler-stradivari-viola/9202.article.

8 In 1982, David Geringas, in collaboration with the organist Edgar Krapp, recorded the very first aloum ever
released in the West featuring one of Gubaidulina's works: In Croce for organ and cello.
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when considering the improvised sections and those written in graphic notation. This is strikingly
evident in two remarkable recordings of Glorious Percussion (2008): one by the Lucerne
Symphony Orchestra under Jonathan Nott (2008), and another by the Berlin Philharmonic
conducted by Gustavo Dudamel (2009). These recordings stand as eloquent testaments to the
creative flexibility and profound musical understanding that Gubaidulina’s works continue to

inspire.®

» Interdisciplinary Virtuosity: Harmonizing the Sound with Geometry of the Soul
Sofia Gubaidulina’s concertos are profoundly shaped by “interdisciplinary virtuosity,” a concept
that reflects her ability to blend diverse musical disciplines, techniques and conceptual
frameworks. This becomes especially evident when examining the remarkable titles of her
concertos. In addition to those with Christian connotations, several other titles reference various
literary and philosophical sources. Each of these titles seems to tell its own story with striking
clarity. For example, the 1976 work, Hour of the Soul, and the 1997 Canticle of the Sun, draw
immediate attention to the eponymous poetic cycle of Russian poet Marina Tsvetaeva and the
13th-century devotional work of St. Francis of Assisi, which praises God’s material creations.
The title of the 1993 Cello Concerto, And: The Festivities at Their Height, is borrowed from a
poem by Gennady Aygi in his collection Time of Gratitude (1968-78); as one of the composer’s
most tragic works, it is often associated with the cataclysmic events in Russia during the early
1990s, as well as the bloody events of the 1968 Prague Spring (when Aygi’s poems were

written) and the earlier 1956 Soviet invasion of Hungary.® In a similar vein, the title of the 2005

8 The full list of commercial and non-commercial recordings of Gubaidulina’s concerted works is presented in the
Appendix 2.

8 Kholopova (2008), 303-4. See also Moskvina, “Instrumental’noe Tvorchestvo Sofii Gubaidulinoi,” 161-82.
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Flute Concerto, The Deceitful Face of Hope and of Despair, is taken from T.S. Eliot’s poem Ash
Wednesday, suggesting a profound spiritual struggle as the central theme of the musical
narrative. Similarly, the 2006 violin concerto, The Lyre of Orpheus, evokes the mythical figure
of Orpheus, symbolizing the transformative power of music to shape and elevate the natural
world. Furthermore, the title of Gubaidulina’s second cello concerto, From the Book of Hours
(1991), directly references Rainer Maria Rilke’s Das Stunden-Buch [The Book of Hours],
subtitled Das Buch vom ménchischen Leben [The Book of Monastic Life], while her last violin
concerto, subtitled Dialogue: | and Thou (2018), was inspired by the work of Austrian-Israeli
existential religious philosopher Martin Buber (1878-1965), and appears to continue
Gubaidulina’s exploration of humanity’s existential relationship to the universe.

With regard to the multitude of extra-musical connotations, the next logical question
arises: are these works programmatic concertos? Alternatively, framed from another perspective,
one might ask: how important are the underlying poetic, literary, philosophical, and religious
sources to the understanding of her music? Furthermore, if “all Russian music,” according to the
preeminent scholar Richard Taruskin, is “about something” — that is, not ‘purely’ instrumental —
what, then, are Sofia Gubaidulina’s concertos “about”?%’

The breadth of the composer’s philosophical interests alone is extraordinary, even by the

standards of the most accomplished contemporary “organizers of sound.”%® Among her favorite

8 Appendix 3 contains a replica of Gubaidulina’s letter to the organizers of the Siberian Art Festival, where the
work was premiered on April 2, 2018. The author of this dissertation is deeply grateful to Ms. Irina Lazutina, the
Director of ArtProject, for providing a copy of this document.

87 Richard Taruskin, “Where Is Russia’s New Music? lowa, That’s Where,” in On Russian Music (University of
California Press, 2008), 383.

8 The phrase “organizer of sound” is famously attributed to Igor Stravinsky in an interview he gave to The New
York Times in 1947. When asked about his profession at U.S. customs upon his arrival in the United States, he
replied, “I am an organizer of sound.”
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readings are the ancient Chinese divination of the | Ching; the religious Taoism of Lao Tzu; the
Indian spiritualism of Sri Aurobindo; the German mysticism of Meister Eckhart and Nicholas of
Cusa; the existentialism of Sgren Kierkegaard and the phenomenology of Edmund Husserl; the
religious philosophy of artistic freedom by Nikolai Berdyaev; the culturology of Alexei Losev;
and the psychological and religious works of Swiss psychoanalyst Carl Gustav Jung.® Yet,
despite the vastness of literary inspirations for her concerto works, the composer insists that her
primary concern has always been the “musical and acoustic actualities,” which were “under no
circumstances” intended to intensify the expression of any particular literary source.®® Thus,
when considering the programmatic nature of Gubaidulina’s concertos, the question of its
relevance presents yet another ‘Russian dilemma’ — or, more lightheartedly, a situation where
listeners, whether familiar with the composer’s sources of inspiration or not, find themselves in
an equally ambiguous position. Nonetheless, Gubaidulina’s concerted works, profoundly shaped
by her grounding in Christian Orthodox thought as well as other spiritual traditions, resonate
with deeply symbolic significance. Her musical concerns consistently engage with the
integration of eternal metaphysical concepts — such as the struggle between light and darkness or
life and death — thereby adding a rich layer of intellectual and emotional complexity. Having
spoken about her understanding of sound as a means of spiritual and emotional transformation,
the composer treats sound itself as a tool for expression and catharsis. In many respects, the

musical universe of her concertos can be viewed as a kind of sonic philosophy — one that

8 Kholopova (2008), 102.

% The programme notes written by the composer for the 1999 UK premiere of the Canticle of the Sun are quoted in
Robert Stein, “Barbican: Gubaidulina’s ‘Canticle of the Sun,”” Tempo, New Series 209 (July 1999): 32,
https://www.cambridge.org/core/journals/tempo/article/abs/first-
performances/0310F45F24DD456CF5E68D87EB81EAT3.
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intertwines the poetic, the intellectual, and the emotional, creating a multidimensional experience
for the listener. The meticulous control and exploration of instrumental colour and texture reflect
a sophisticated understanding of how music can operate on multiple levels, transcending mere
performance to engage with higher conceptual realms, thereby inviting listeners to experience
her works through a broader, interdisciplinary lens.

Another aspect of ‘interdisciplinary virtuosity’ in Gubaidulina’s concertos is linked to the
‘hidden’ subjects — those not immediately discernible by ear but rather revealed through serious
analytical scrutiny and reflection. These subjects encompass sound-realized word games, such as
those symbolizing musical representations of the composer’s own name, Sofia, as well as the
names of the concertos’ soloists. The ‘significant’ monograms for the composer, such as DEsCH
(D. Shostakovich) and BACH (J.S. Bach), are also present, alongside various literary and
rhetorical devices. The use of names and monograms will be examined in greater detail in the
analytical chapters of this dissertation.* As for literary devices, one concise example of a
logogriph is discussed in Valeria Tsenova’s dissertation in relation to Gubaidulina’s first violin
concerto, Offertorium (1980). According to Tsenova, an impressive logogriph with a gradual
reduction, followed by an increase in the number of musical elements, shapes the form of the
first and third sections of Gubaidulina’s Violin Concerto, Offertorium. She argues that, while the
term logogriph usually refers to a literary device in which a word is gradually reduced by
removing letters from a longer original word, or, in music, to a principle of gradual diminution or

reduction, this verbal/musical game can also be played in the opposite direction — by utilizing the

%1 To date, no research has specifically addressed Gubaidulina’s concerted works. However, outside of the concerto
genre, this topic has been explored in Jennifer Denise Milne’s dissertation. In her discussion of the 1991 work
Silenzio (Five Pieces for Bayan, Violin, and Cello [or Double Bass]), Milne identifies the “Elsbeth Set” as a
collection of pitches derived from the first and last names of the bayanist. See Jennifer Denise Milne, “The Rhythm
of Form: Compositional Processes in the Music of Sofia Gubaidulina” (PhD diss., University of Washington, 2007),
103.
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principle of addition. In this context, she describes the concerto’s form as employing two types
of a logogriph: decreasing and increasing.®? Remarkably, Tsenova’s graphic representation of
the two logogriphs through two geometric figures — the former depicted as a triangle, and the
latter resembling a trapezoid — illustrates an additional interdisciplinary phenomenon present in
many of Gubaidulina’s concerted works: the integration of elements from visual art and graphic
design. In Offertorium, for instance, the score itself appears to function as a spaced-out, hidden
visual map tracing Bach’s Royal Theme on a journey of ‘sacrifice’ and ‘resurrection.’%

Similar graphically discernible configurations of increase and decrease have been
interpreted as Gubaidulina’s application of Baroque rhetorical devices, specifically anabasis and
catabasis. The former generally refers to an ascent or upward progression through layers of
musical texture, while the latter signifies its opposite.®* In her seminal volume, Kolopova uses
these terms on multiple occasions. They can refer to the melodic direction of certain themes, the
textural layers of scores, as well as the sound design of an entire composition. For example,
when describing the 1981 Sonata for Violin and Violoncello, Rejoice! [Freue Dich!], dedicated

to Oleg Kagan and Natalia Gutman, she writes:

92 Valeria Tsenova, “Magic Numbers in the Music of Sofia Gubaidulina” [“UYucossie Taitibl My3bikn Codun
I'y6aitnynunoii”] (PhD diss., Moscow Conservatory, 2000), 23-25. Tsenova also lists other examples of logogriphs
in Gubaidulina’s music. Among them are Music for Harpsichord and Percussion Instruments from Mark Pekarsky’s
Collection (1971/1993), a composition originally titled Logogriph; the closing section (from RN 18) of part 1X [Ich]
of Perception (1981/1983/1986) for soprano, baritone (speaking voices) and seven string instruments on poems by
Francisco Tanzer and excerpts from the Psalms (in German); and No. 13 [“Fisches Nachtgesang™] from the Gallows
Songs [Galgenlieder] (1996/1998). Refer to Tsenova’s FN 36.

% Appendix 4 presents Tsenova’s diagrams depicting the decreasing and increasing logogriphs used in the first and
third sections of the concerto. The accompanying brief annotation is an English translation of the relevant text
segment from Tsenova’s dissertation. Tsenova, “Magic Numbers” (2000), 25-26.

% For more information on Baroque rhetorical devices used in music, refer to George J. Buelow, “Rhetoric and
music: Baroque,” Grove Music Online. Oxford Music Online, 2001, https://doi-
org.ezproxy.library.yorku.ca/10.1093/gmo0/9781561592630.article.43166.
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The sound space of the work is drawn from edge to edge by melodic lines, which are
fundamentally scale-like in structure and easily perceptible to the ear. These lines, in relation to
the general opposition of “here” and “there,” acquire symbolic meaning — they reproduce, at a new
level, the semantics of the musical-rhetorical figures anabasis and catabasis, which were present in
the music of the 16th to 18th centuries.®

As in the Barogue context, Gubaidulina’s concerted works similarly engage with binary contrasts
that illuminate the human condition. Representing the spiritual journey of an individual, anabasis
is associated with an upward movement toward the divine, signifying redemption and salvation
through transfiguration. In contrast, catabasis pertains to a journey into darkness, characterized
by suffering and despair. However, these two ostensibly opposing concepts are also
complementary and interdependent, reflecting the nature of their Baroque counterparts, which
address contrasting dualities understood as the relationship between the earthly and the divine.
The endings of the second and third concertos analyzed in this dissertation can be seen as
musical representations of the composer’s metaphorical duality within unity. Both works reflect
the prominent concept of shadow and light, which is central to Gubaidulina’s music of the
1990s, explored through the use of alternative tunings. The Viola Concerto (1996) ends with the
soloist wandering between a fixed set of four pitches, accompanied by other musical timbres that
gradually dissolve into silence, existing in the space ‘between’ the earthly and the divine. The
1998 concerto, In the Shadow of the Tree, ends with a single sound, as if completing its musical
journey by reaffirming the unity of an existential multiplicity.

At the point where the two contrasting movements intersect, a new symbol emerges — one

that is unequivocally the most significant for the composer: the symbol of the cross. In a 1997

% See Kholopova (2008), 235-36.

% One example of such an ascent appears in the closing measures of the Concerto for Two Orchestras, Jazz and
Symphony/Revue Music for Symphony Orchestra and Jazz Band (1976), which is discussed in detail in Chapter 11 of
this dissertation. The work concludes with a rapid gliding ascent into the high-register pianissimo of the strings,
flutes, and Valdai bells.
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interview for the Christian Science Monitor, Gubaidulina explains: “Those two lines, horizontal
and vertical, make a cross, and I think about that when I compose.”®” In her works, this symbol
becomes a multifaceted concept, not only from a religious perspective but also within its broader
cultural and existential context. The cross can appear in various forms as a result of the
convergence of two contrasting polarities, which she refers to as “binary oppositions.”®® The idea
of the “vertical’ representing the divine or spiritual, and the ‘horizontal’ symbolizing the earthly
or human, intertwines with several other seemingly opposing pairs that emerge in her musical
world. Among these are the concepts of male and female, intuition and rationality, and the co-
existential pair commonly referred to as East and West.*® Thus, the composer’s process of
searching for truth, while reimagining the traditional genre in each of her concerted works,
becomes a matter of balancing the Anima and Animus, the Eros and Logos, and the Orient and

Occident. Echoing Jungian thoughts on the subject,'®® Gubaidulina states that a man’s thinking is

97 See Karen Campbell,“A Russian Composer’s Path to Freedom,” The Christian Science Monitor (August 27,
1997), https://www.csmonitor.com/1997/0827/082797.feat.music.1.html.

% Kholopova (2008), 340.

9 See Gerard McBurney, “Encountering Gubaidulina,” Musical Times 129, no. 1741 (1988): 120-25. This article
preceded the UK premiere of Gubaidulina’s symphony Stimmen... Verstummen with the BBC Symphony Orchestra.
McBurney briefly discusses Gubaidulina’s aesthetics and its relationship with religion. One of the composer’s
statements, “I am where the East meets the West,” has been quoted by many writers on Gubaidulina during the past
three decades. Among the most recent studies, see, for instance, Nadezhda Shiryaeva and Elena Dyganova, “East-
West Dialogue in Sophia Gubaidulina’s Work “Tatar Folklore Inspirations™: on the Problem of Artistic
Bilingualism,” Rupkatha Journal on Interdisciplinary Studies in Humanities 9, no. 2 (August, 2017): 273-80,
https://www.researchgate.net/profile/Ea-Dyganova/publication/319294165 East-

West Dialogue_in_Sophia_Gubaidulina's Work_Tatar Folklore_Inspirations_on_the Problem_of Artistic_Bilingu
alism/links/5b990828a6fdcc59bf8aa05¢/East-West-Dialogue-in-Sophia-Gubaidulinas-Work-Tatar-Folklore-
Inspirations-on-the-Problem-of-Artistic-Bilingualism.pdf.

100 Carl Jung’s psycho-philosophical pattern of the Anima/Animus (female/male) refers to the truest inner Self, the
route of communication with the collective unconscious. Jungian Self is the central, organizing, governing archetype
of the collective unconscious and template for the Ego (the conscious self; the “I””). It contains all the other
archetypes; it is the nucleus of the psyche (the totality of all psychic processes, conscious as well as unconscious). It
is the archetype of growth. See Carl Jung, “The Self”, eds. Sir Herbert Read, Gerhard Adler, and William Mcguire,
trans. R. F. C. Hull, in Aion: Researches into the Phenomenology of the Self, The Collected Works of C.G. Jung,
Book 9, Part 2 (Princeton, NJ: Princeton University Press), 23-35.
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intrinsically “horizontal and linear” or “bright, logical and very clear,” while that of a woman is
vertical, i.e., perceiving many events simultaneously and, as such, containing “much darkness
[...] not suffused with light.”2%* Her own creative process thus seeks the transformation of the
“vertical” into the “horizontal,” a difficult task for the undoubtedly cerebral composer for whom
“intuition must dominate.”%?

In recent decades, while some musicological research has explored the symbol of the
cross in Gubaidulina’s music, this focus has primarily been limited to her chamber compositions
and several large-scale works.'®® Much of the existing English-language literature examines two
often intertwined areas: the first focuses on visible linear or melodic components, often referred
to as “cross-motives,” as well as instances where certain timbral layers in the orchestral textures
move in a crosswise or opposing manner. In addition to these linear elements, a vertical aspect
unfolds, with diatonicism and micro-chromaticism representing the celestial, while chromaticism
serves to evoke the earthly. The second area of research explores the symbolic representation of

the crucifix through the unique physical characteristics of the participating instruments, with a

primary focus on the composer’s use of extended instrumental techniques. However, comparable

101 Kurtz, 70.
102 “Even in the case when structural support would dominate, still intuition wins; it is more important that intuition
would dominate. For me the most important thing is not to interfere with intuition, not to get in the way of
intuition.” See Duffie (1997), http://www.bruceduffie.com/gubaidulina.html

103 Two of Gubaidulina’s works, In Croce and Seven Words [Sieben Worte], have received a substantial amount of
musicological attention worldwide. The former, originally written in 1979 for violoncello and organ, was later recast
for violoncello and bayan by Elsbeth Moser in 1991; the latter was written in 1982 for violoncello, bayan, and
strings. Among the most original examples of English-language literature addressing the metaphor of the cross in
these works, see, for instance, Neary (1999), Askew (2002), Berry (2009), and Pekovi¢ (2017). Other chamber
works discussed with regard to the metaphor of the cross include Williams (2007) and Biber (2016), who present
their analyses of Gubaidulina’s String Quartets and Ten Preludes (Etudes) for violoncello solo. Medi¢ (2021)
addresses the issue with regard to Gubaidulina’s first substantial orchestral work, Symphony Stimmen...
Verstummend... (1986).
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research on the composer’s concerted works remains limited, and the interplay of linear and
vertical elements with instrumental symbolism in her concertos has yet to receive extensive
musicological attention. Among the few exceptions in scholarly research on Gubaidulina’s
concertos, with a particular focus on the symbol of the cross, are two doctoral dissertations
produced during the second decade of the twenty-first century.

One of these, written by Dzinovi¢, dedicates considerable attention to an examination of
how the unique qualities of the bayan inform the composition of the 2009 concerto Fachwerk.
The author observes that the title of the work alludes to the image of a cross, since Fachwerk
framing typically consists of large, prominent beams joined at right angles, forming cross-like
shapes. Additionally, he suggests that the use of this architectural reference in the title of a bayan
concerto reflects the composer’s profound interest in the instrument’s construction and its
influence on her approach to this particular composition. Many of Dzinovi¢’s musical examples
refer to specific techniques unique to Gubaidulina’s works for one of her most beloved
instruments, which she refers to as a “breathing monster.”'®* Among these techniques are air-
sounds, clusters, and pitch-bends, such as: the contrary movement of the hands, which creates a
visual representation of the cross (or crossover) (Figure 36); the crossover through the pitch bend
of a chord on both manuals (Figure 37); and the group of five cluster glissandi in contrary
motion, symbolizing the cross (Figure 59).1% Another interesting piece of scholarship addressing

the symbolic shape of the cross is a theoretical study by Moldavian-American scholar Lyudmila

104 The epithet of the bayan as a “monster” comes from recollections of Friedrich Lips. According to Lips,
Gubaidulina once pointed to the bayan and said: “Do you know why I love this monster [bayan] so much? Because
it breathes!” Cited in Friedrich Lips, liner notes to Miserere, Art Classics, ART-017, CD, 2003.

105 Dzinovi¢ (2017), 65-81. The example in Figure 59 refers to the Cadenza (2010) from Gubaidulina’s first bayan

concerto, Under the Sign of Scorpio (2003). A portion of Dzinovi¢’s text discusses the creation of this new Cadenza
for this concerto and provides a brief analysis of it. DZinovi¢, 82-91.
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Kise, dedicated to Gubaidulina’s 1998 concerto for two violas, Two Paths: A Dedication to Mary
and Martha.'% Kise examines the metaphor of the cross within the context of the post-tonal
concept of pitch centricity. She argues that Gubaidulina’s consistent use of certain dyads as
referential centric poles, which in turn take on a quasi-cadential function, shapes the overall
formal structure of the concerto. Additionally, Kise interprets the cross symbol as realized
through an instrumental crossing achieved by string glissandi, as a register-related crossing
performed by two contrasting parts, and finally, as melodic four-note cross-motives.

Finally, in relation to the metaphor of the cross, interpreted as Gubaidulina’s juxtaposition
of dualities, the scholarly contributions of Valentina Kholopova, the Grand Dame of Russian
Gubaidulinian studies, are indispensable. Over the past nearly six decades, Kholopova has
authored an extensive body of work dedicated to the composer’s musical art. Her conceptual
framework of “parameters of expression,” specifically developed to analyze Gubaidulina’s
oeuvre, has been central to post-Soviet musicological discourse and, more recently, has garnered
attention in Western musicological scholarship.?” Particularly with regard to Gubaidulina’s early
works, this framework has remained a crucial analytical tool, as it addresses various elements of
her musical language that can be understood as interrelated yet opposing forces. These ‘binary
oppositions,’ often perceived as “horizontal” versus “vertical,” encompass both linear and

vertical components — such as melody and motives on the one hand, and harmony and chords on

106 Tyudmila Kise, “Sofia Gubaidulina’s Application of Centricity and Symbolic Devices in the Two Paths,
Concerto for Two Violas and Orchestra” (PhD diss., University of Utah, 2011).

07 In Anglophone musicological discourse, the understanding and application of Kolopova’s analytical framework
have become increasingly popular following the 2013 translation and commentary by Philip A. Ewell. Refer to
Philip A. Ewell, “The Parameter Complex in the Music of Sofia Gubaidulina,” Music Theory Online 20 (November
3, 2013), https://www.mtosmt.org/issues/mto.14.20.3/mto.14.20.3.ewell.pdf

Among recent research papers utilizing this concept, see, for example, Birch (2017), Kahrs (2020), and Drozzina
(2020).
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the other — as well as chromatic tonality, micro-chromaticism, pentatonicism, and other scale
systems. Furthermore, aspects such as timbre, range, dynamics, register, texture, movement
direction, tempo, rhythmic patterns, articulation, and modes of instrumental sound production are
all considered capable of generating symbolic opposites — such as ascent versus descent, staccato

versus legato, arco versus pizzicato or col legno, and vibrato versus harmonics, etc.'%®

Kholopova’s analyses of several of Gubaidulina’s early concertos make full use of this
conceptual framework, yielding insightful results. For instance, in her description of the first
section of Detto 11, she identifies the musical material as the embodiment of two dramaturgical
themes: continuity and fragmentation. These themes differ in their modes of expression:
continuity, associated with the timbre of the soloist, is “consonant,” whereas fragmentation,
linked to the timbres of the winds, is “dissonant.” These two thematic strands also diverge in
their articulation, rhythmic and melodic presentation, and textural qualities, resulting in
contrasting and often intersecting pairs such as legato versus staccato, rhythmic uniformity
versus rhythmic “chaos,” melodic smoothness versus melodic disjunctness, and continuity versus

discreteness in texture.1%®

Timbral dichotomies, emblematic of the cross metaphor, are also integral to Kholopova’s
analysis of Gubaidulina’s The Hour of the Soul and Introitus. In the former work, the timbres of

the percussion and orchestral strings represent the “positive and lyrical sphere,” while the brass

108 pondering the question of ‘the inner space of sound,’ the composer says: “Sound can have an earthly, only too
“human” expressiveness. And yet if you touch the same spot of a string in another way, if you change a bit your
attitude, you are carried away from earth to heaven. The ordinary, the trivial becomes heavenly, if not sacred. [...] I
sense the passage from expressive sound to flageolet as a miracle, which is just here, is close to us.” In
Kholopova/Restagno (2008), 38. Translated from Russian by Hakobian. Levon Hakobian, Music of the Soviet Era:
1917-1991 (Routledge, 2017), 277.

109 Kholopova (2008), 136-39.
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are cast as “negative and aggressive.”* In Introitus, the contrast — lying between the timbre of
the solo piano and the orchestral parts — is further reinforced by the distribution of textural
elements; while the orchestral group is characterized as ‘horizontal’ — entrusted with melody,
heterophony, and imitative polyphony — the piano is assigned “vertical” harmonies, primarily in
thirds and fifths, enriched by overtones. Additionally, Kholopova analyzes the pitch organization
of Introitus as a juxtaposition of four harmonic systems: the micro-chromatic, representing
sensuality or “the highest tension”; the chromatic, denoting expressiveness; the diatonic, which
“balances tension and calm”; and the pentatonic, associated with the “ascetic spiritual.”*!!
Kholopova frequently aligns this heightening of musical expression with the concept of a
“theatre within the orchestra.”*!? She posits that, while Gubaidulina’s instrumental concertos
remain purely musical works, they have the potential to transform into “true theatrical drama on
the concert stage.”'! Although such assertions are certainly valid from an academic perspective,
the dichotomized timbres and the associated pitch-related content she describes may remain
imperceptible or of little significance to many listeners, whether in live performances or recorded

formats. Nevertheless, the very notion of theatricality highlights another crucial aspect of our

110 1hid., 181.
111 1bid., 190-91.

112 |bid., 149. See Kholopova’s description of the Concerto for Bassoon and Low Strings. It is also important to note
that the concept of musical theatre extends beyond Gubaidulina’s concerted works. Numerous compositions outside
the concerto genre invite similar interpretations. For example, in her description of Gubaidulina’s 1979 work for
four percussionists, Jubilatio, Kholopova states: “The percussion ensemble, more than any other instrumental
combination, encourages the introduction of theatrical elements — due to the more tangible, material nature of the
percussion instruments (clinking bells, waving a bunch of bells, etc.). This is not ‘instrumental theater,” but rather,
‘theater in instruments,” which is inclined toward both seriousness and parody, even comedy.” Ibid., 224.

113 1hid. 149.
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current discourse on interdisciplinary virtuosity — namely, the identification of musical theatre

elements as “non-sonic” virtuosity.

% “Non-Sonic” Virtuosity: Illuminating the Choreography of Light, Space, and
Gesture

In recent musicological discourse, the concept of “non-sonic” virtuosity has been linked to a
range of theatrical elements associated with observing or experiencing the live performance of
Gubaidulina’s works. These elements generally pertain to the physicality of sound production,
the variety of instrumental and vocal techniques that generate sounds beyond conventional
musical tones, as well as choreographic considerations, spatial factors and the performers’
expressive techniques, including silent acting, facial mimics, and other bodily gestures. For
instance, in his 2009 article, Michael Berry analyzes several passages from Gubaidulina’s works
for low strings, focusing on the physical and gesturally symbolic bodily movements involved in
their sound production.*** Further, a 2011 article by Russian musicologist Vladislav Petrov
examines the theatrical elements in several of Gubaidulina’s compositions, briefly mentioning
her 1975 Concerto for Bassoon and Low Strings. In broad terms, Petrov identifies three key
aspects of the theatricalization of the performance process: the specific stage arrangement of
instruments and the movement of performers within the stage and concert hall (referred to as
“spatial music”); the use of “acting techniques” (such as pantomime, facial expressions, gestures,

etc.); and the inclusion of spoken words within Gubaidulina’s instrumental works.''®> While the

114 Michael Berry, “The Importance of Bodily Gesture in Sofia Gubaidulina's Music for Low Strings,” Music Theory
Online 15, no. 5 (October 2009), https://www.mtosmt.org/issues/mt0.09.15.5/mt0.09.15.5.berry.html

115 Vladislav Petrov, “The Instrumental Theatre of Sofia Gubaidulina,” Current Issues in Higher Music Education 4,
no. 20 [published by Nizhny Novgorod Glinka State Conservatory] (2011): 49-55. Accessible online (in Russian) at
https://cyberleninka.ru/article/n/instrumentalnyy-teatr-sofii-gubaydulinoy?ysclid=m4by8g08u9978039522
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referential examples presented by both Berry and Petrov primarily focus on non-concerted works
by Sofia Gubaidulina, the semantic framework they establish proves equally applicable to the
analysis of the composer’s concertos.

Characteristically, within Gubaidulina’s concerted works, various theatrical elements are
intricately interwoven, resulting in a rich sonic and visual experience during the live
performance. Several examples can be found throughout her concertos and quasi- concerted
compositions. For instance, The Canticle of the Sun (1997), dedicated to Mstislav Rostropovich,
explores many ways of string sound production (e.g., playing on the bridge and fingerboard,
retuning during the performance, multiple harmonics, etc.), as well as the use of unusual
instrumental timbres, such as ‘musical’ glasses, finger cymbals, the bass drum played legato with
a friction stick and bowing a flexatone with the double bass’s bow. The work’s choral text is
drawn from St. Francis of Assisi’s 13th-century devotional opus, which glorifies God’s material
creations. Throughout the piece, the soloist assumes the role of a pilgrim journeying toward God.
At times, however, the soloist abandons the instrument to perform on a flexatone, play a bass
drum with a rubber bowl, or engage in symbolic gestures toward the choristers, percussionists,
and audience.!'® These elements introduce a fascinating theatrical dimension to the live

performance, further enriching the overall experience.

Curiously enough, a recent article by Olga Moskvina, published in a Russian music

journal, presents an intriguing interpretation of the concept of “religious cinema” in Sofia

116 See Gubaidulina’s own annotation to this work as quoted in Kholopova (2008), 317-18. This composition has
been performed multiple times all over the globe and, therefore, received numerous reviews. The program notes
written by the composer for the 1999 UK premiere of Canticle of the Sun are quoted (in English translation) in
Robert Stein, “Barbican: Gubaidulina’s Canticle of the Sun,” (July 1999): 32.
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Gubaidulina’s Canticle of the Sun.**" Moskvina suggests that a cinematic idea is embedded
within the work’s dramatic structure, thereby enriching the visualization of sacred themes
through the lens of St. Francis of Assisi’s individuality. However, the majority of her suggestions
lack empirical support and are primarily speculative. For instance, Moskvina posits that
Gubaidulina may have been inspired by Roberto Rossellini’s 1950 film Francis, the Minstrel of
God in developing her own “religious cinematic” vision.'!® Therefrom, she draws hypothetical
parallels between Rossellini’s and Gubaidulina’s opuses, citing similarities such as “chamber
performance of the genre, aphoristic speech, conventional language (symbolism), and, at the
same time, documentary accuracy*'® in the narrative.”*? However contrived, these ontological
assumptions remain original, if not somewhat intellectually entertaining. Another such
musicological ‘discovery’ by the same author involves comparing Gubaidulina’s musical
metaphor of upward and downward movement in the parts of the two soloists in her 1998

concerto for two violas and orchestra, Two Paths: A Dedication to Mary and Martha, to one of

117 See Olga Moskvina, “Sonnengesang” by S. Gubaidulina: Movement from Sound to Frame,” Aktualnye problemy
vysshego muzykalnogo obrazovaniya [Current Issues of Higher Musical Education] 1, no. 72 (2024): 9-25,
http://doi.org/10.26086/NK.2024.72.1.004.

118 The Italian title of Rossellini’s film is Francesco, giullare di Dio, which literally translates to ‘Francis, God’s
Jester.” Its English title, The Flowers of St. Francis, refers to the anonymous 14th-century Italian novel Little
Flowers of St. Francis, which was adapted for the screenplay. The Russian translation of the film’s title is somewhat
peculiar, if not emblematic of the contemporary Russian ‘novoyaz’, the equivalent of George Orwell’s ‘newspeak’
in his 1949 dystopian novel 1984. Or perhaps, in the context of Moskvina’s concept of “religious cinema,” the word
minstrel was considered more fitting?

119 Our emphasis. The question of “documentary accuracy” is rather debatable, among other considerations. Peter
Brunette, a well-known American film historian who authored a biography of Roberto Rossellini, indicates that The
Flowers of St. Francis is neither a historical portrayal of Saint Francis nor a depiction of Franciscan spirituality. He
writes, “Rossellini decenters Saint Francis as the main focus [...] in order to recenter the film on ‘the spirit of
Franciscanism’ itself.” Thus, The Flowers emphasizes the more joyful side of the Franciscan existence, highlighting
the playfulness and freedom the spirit finds in embracing poverty and complete detachment from material
possessions. See Peter Brunette, Roberto Rossellini (University of California Press, 1996), 134.

120 Moskvina, “Sonnengesang” by S. Gubaidulina: Movement from Sound to Frame” (2024): 9.
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Johannes Vermeer’s early paintings, Christ in the House of Martha and Mary (ca. 1655).12! In
this comparison, Gubaidulina’s intention to musically represent two different psychological types
— one devoted to the divine (the upward movement in Viola I [Mary]), and the other focused on
the earthly (the downward movement in Viola II [Martha]) — is juxtaposed with the biblical scene
depicted by the Dutch master. The rationale for this analogy is based on the fact that in the

painting, Mary is looking up at Christ, while Martha is looking down.'?2

Regarding the two works discussed by Moskvina, as well as other concertos composed by
Gubaidulina over the course of more than five decades, we can also add, in more general terms,
that the composer’s use of instrumental techniques aimed at creating distinctly unusual timbres
and textures often resulting in sounds that verge on the ‘non-sonic.’ These techniques appear to
emphasize the physical aspects of performance, such as bowing on the bridge of an instrument or
producing sounds that are more about the friction of the bow or fingers against the instrument
than about producing clear pitches. Also, concerto performers may be required to play at
extremely soft dynamics or execute gestures — such as the whispering of poetic text in her 1976
Concerto for Two Orchestras/Revue Music — that are barely audible yet crucial to the piece’s
overall expressive power. Furthermore, although Gubaidulina’s concerted works are purely
musical pieces rather than staged productions, her sense of theatricality frequently extends to the

live presentation of her works. Quite often, her compositions are performed in a way that

121 Moskvina, “Instrumental’ noe Tvorchestvo,” 193, https://nnovcons.ru/upload/files/Dis/dis_moskvina.pdf.

122 Tt must be noted, however, that the direction of the two women’s gazes is determined by their physical placement
in the painting. Of the three characters situated around the table, Mary is seated on a small stool at the feet of Jesus
and, therefore, looks up at him, while Martha, standing on the left behind the table and offering him food, looks
down at him. The painting can be viewed at https://www.grandspeintres.com/le-christ-dans-la-maison-de-marthe-et-
marie-vermeer/.
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highlights the dramatic potential of the music. For example, in some of her concertos, the
musicians are asked to move around the stage, as in Hour of the Soul (1976), where the
percussionist “circles around the orchestra during the performance, completing his journey in the
coda by arriving at the center of the stage and standing next to the mezzo-soprano.”'? The visual
element of Glorious Percussion (2008) is undoubtedly “of equal importance,” as one virtually
“attends” (by visiting the Philharmonic’s website) a performance of this concerto by the Berlin
Philharmonic with Gustavo Dudamel conducting.*®* Leslie Wright notes that “the percussion
ensemble contributes a theatrical element — almost balletic at times — that adds a whole other
dimension to the work.”*?® Remarkably, Wright’s observation regarding the balletic qualities
inherent in Gubaidulina’s stage-related theatricality is not without historical precedent. Although
the composer did not specifically write ballet music, several of her works, including two full-
length concertos, were staged as ballet productions. An early example of this can be found in the
late 1970s, when her Concerto for Two Orchestras, Jazz and Symphony (1976), originally
commissioned as music for ice dancing to mark the opening of a new city hall, was performed on
two occasions — once in Moscow, Russia, and once in Tartu, Estonia.*?® Another instance of
choreographed staging of Gubaidulina’s music occurred in the early 1990s, when three of her
works — Lauda (1991), for alto, tenor, baritone, speaker, mixed choir, and large orchestra; Pro et

Contra (1989), for large orchestra; and A/leluja (1990), for mixed choir, boy soprano, organ, and

123 See Tvana Medi¢, “Gubaidulina, misunderstood,” Musicology 13 (2012): 110,
https://www.academia.edu/6783611/Gubaidulina_Misunderstood?email work card=view-paper

124 See Leslie Wright, “Classical CD Review: Recording of the Month,” February 2012, https://www.musicweb-
international.com/classrev/2012/Feb12/Gubaidulina_percussion BISCD1752.htm

125 T eslie Wright, “Classical CD Review: Recording of the Month,” February 2012.

126 Further discussion on this subject will be provided in Chapter 2.
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large orchestra (with optional colour organ) — were presented as a ballet in Italy on December 27,
1991, under the title Prayer for the Age of Aquarius: Oratorio-Teatro-Balletto.*?’ Finally,
Gubaidulina's Viola Concerto (1996) received its balletic premiere on April 12, 2008, at the
Bavarian State Opera in Munich. Choreographed by the Swiss ballet master Martin Schlédpfer,
the work was performed by German violist Dietrich Cramer, with the Bavarian State Orchestra

conducted by Lithuanian Robertas Servenikas.!?®

b

In conclusion, we must emphasize that the interpretation of ideas associated with “non-sonic’
virtuosity in Gubaidulina’s concerted works is deeply linked to her philosophical and spiritual
concerns. Much of her music, shaped by her profound interest in metaphysical matters,
Christianity and Eastern philosophies, reflects the concept of transcendence. In this context, the
“non-sonic” aspects of virtuosity can be viewed as metaphors for the ineffable, the divine, or the
spiritual dimensions of life and existence that extend beyond the audible. This perspective opens
a distinctive realm of musical expression, one that invites both the performer and the listener to

engage in a more tactile, textural, and spiritual experience of sound.

Sofia Gubaidulina and the Reimagining of Concerto Forms and Their Structural
Components

Gubaidulina describes her musical material as a living organism that has its own history and

evolution. She compares it to soil, to nature, and to a child who has needs, desires, and

127 Kurtz, 221-22.

128 See the performance review by Horst Koegler, “Cambio d”abito, Adagio Hammerklavier, and Violakonzert/Il at
the Bavarian State Ballet National Theatre Munich, Germany,” The Dance View Times online magazine (April 12,
2008), https://www.danceviewtimes.com/2008/04/bavarian-state.htmi.
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dependencies.*?® It is quite conceivable that, as a result, the composer perceives any musical
form as a path, journey, or quest aimed at reaching new sound spaces within the ever-changing
sonic reality.*® The area of form is also the most important part of Sofia Gubaidulina’s
philosophy of music. In her analysis of the concept of form in the 2007 violin concerto In
Tempus Praesens, Svetlana Sarkisyan notes that by identifying form with the spiritual act of
transformation, the composer asserts the possibility of controlling spiritual energy — its
movement, intensity, tempo, and rhythm. Sarkisyan further adds that, for Gubaidulina, form
becomes neither a transition of musical matter into crystalline formulae, nor a transference of
sound material into a pattern, because these destroy the natural spontaneity of musical energy,
affecting the much-needed “de-crystallization” of the form. Instead, the composer prefers to
observe the mutation of matter, which, due to its internal potential for development, self-motion,
and transformation, forms itself on multiple levels throughout a work.*3! Two specific topics
discussed by the distinguished Armenian scholar merit attention, as they have not yet appeared in
anglophone musicological discourse. The first concerns the connections identified by Kholopova
in relation to Gubaidulina’s interpretation of musical form and the Aristotelian concept of

entelechy.3? The second explores the conceptual parallels between Lutostawski’s “chain

129 See “Sofia Gubaidulina: On Musical Material, Form, and Time,” in A Reader on Composers on Contemporary
Composition, ed./comp. Tatiana Kugeryan and Valeria Tsenova, rev. Alexander Sokolov and Elena Chigareva
(Scientific Publishing Center Moscow Conservatory, 2009), 354.

130 Our emphasis. These words of Gubaidulina herself, speaking on the subject, are cited in Natalia Brugger, “Sofia
Gubaidulina’s Glorious Percussion: Interpretation of Percussion, Composition, and the Substantive Aspect,” in To
Sofia with Love (Scientific Publishing Center of the Moscow Conservatory, 2014), 139.

131 Svetlana Sarkisyan, “The Concept of Form in Sofia Gubaidulina’s Violin Concerto In Tempus Praesens,” in To
Sofia with Love (Scientific Publishing Center of the Moscow Conservatory, 2014), 49.

132 Entelechy (from Greek entelecheia), actuality; the distinction between matter and form, or the potential and the
actual. Aristotle treats entelecheia as a near synonym of energeia when it is used in this sense. Entelecheia figures in
Aristotle’s definition of the soul as the first actuality of the natural body (On the Soul 11.1). This is explained by
analogy with knowledge: first actuality is to knowledge as the second actuality is to the active use of knowledge. In
The Cambridge Dictionary of Philosophy, general ed. Robert Audi (Cambridge University Press, 1999), 267.
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form”* and Gubaidulina’s compositional procedures. Sarkisyan argues that, in a certain sense,
Gubaidulina’s view aligns with Aristotle’s notion of form as the active essence of the being of
matter. In this conception of form, potential, energy, cause, and purpose in movement or
development are unified. The polysemy of Aristotle’s term entelechy is thus interpreted as the
manifestation of developmental energy, the unity and indivisibility of the essence of the soul and
its matter, and the synthesis of the internal and external. Sarkisyan posits that these ideas are
closely related to Gubaidulina’s approach to the process of form-making in her music,
particularly her avoidance of repetitive patterns within individual compositions and, as we must
add, across works within the same genre. Viewed from this perspective, continues the author,
Gubaidulina’s entire creative process could be conceptualized as the actualization of the potential
idea of form, that is, similar to the foundational concepts of eidos and morphe in Aristotle’s
metaphysics.'** The scholar further adds that this does not preclude the preservation of several
fundamental principles, particularly in large-scale forms, such as the phasing of development, the
golden ratio, the Rhythm of Form reflecting the harmony of time, and the multi-step ascent to the

climax — the work’s central peak, symbolizing a state of revelation, enlightenment, ritual or

133 Lutostawski’s own definition of his “chain form,” found in his conversations with the Russian-Polish
musicologist Irina Nikolska [alias Nikolskaya], is as follows: “What I call chain form is an important element of my
music. Historically, a musical construction has been made up from a series of sections, each having a cadence at its
end. | wanted to break this convention. So, | put forward an alternative conception of leaving one musical thought
for another; namely, the method of asynchronous superimposition of two layers passing on to another section
independently. This device freshens the dramaturgic quality of the musical form... This method is conducive to an
ambivalent perception of music; after all, | can initiate a new musical thought against the background of a different
one, carrying - why not? - an antithetic sense. Suppose you have a dream. You see something, and suddenly you
realize that it is something quite different.” Irina Nikolska, Conversations with Lutostawski, trans. Valeri Yerokbin
(Melos, 1994), 102.

13% In Aristotle’s view, morphe is the actual manifestation of a thing’s potential to be what it is, as it interacts with
hyle (matter). While eidos speaks to the essence and the ideal of a thing, morphe is the realization or the specific
shape in which the form is expressed. For example, the eidos of a tree would be its essence as “tree,” while the
morphe would be its actual appearance — its branches, leaves, and trunk. For more on the subject, see, for instance,
Mark Sentesy, “Aristotle: Movement and the Structure of Being” (PhD diss., Boston College, 2012),
https://www.academia.edu/64506800/Aristotle_Movement_and_the_structure_of_being
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religious ecstasy, or a transition into another state, thereby providing the composition with
conceptual integrity.13

With regard to the concept of chain or phase form, Sarkisyan observes that in
Gubaidulina’s larger forms, this principle is related to the level of ‘thematic concentration’ or the
multiplicity of ways the musical idea can develop. She states that within this type of form, it is
not motives but larger syntactic units or links that form chains of continuing constructions. This
leads to the formation of expanded block structures based on the principle of stage-like
development, where “the entire formal process appears to be likened to movement around a
certain axis in some curvilinear spiral space.”*3® While the concept of musical form unfolding in
a spiral space is more directly related to the Fibonacci-based organization of Gubaidulina’s
‘sound material” — the subject of the final section of this chapter — an implicit reference to form
as a geometric shape appears in some of the composer’s annotations for her concertos, as well as
in several perceptive analytical interpretations. For example, when discussing her second Violin

Concerto In Tempus Praesens, Gubaidulina describes its general outline as a geometric figure

resembling a pyramid. The following is an excerpt from her reflections on this idea:

Art always stands between sleep and reality, between wisdom and madness, between the static and
dynamic of everything that exists. In everyday life, we never experience the present moment, only
the eternal transition from the past to the future. | believe that this is precisely what the musical
form in this work serves as. In its course, it undergoes numerous events. Some of them turn out to
be the most important. I call them the architectural nodes of the form. And they can form a
generalized figure, for example, a figure resembling a pyramid. At the top of this pyramid in the
concerto stands the episode of a ritual sacrifice. The holistic experience of this pyramidal form
precisely represents the ongoing present — In Tempus Praesens, fur jetzt [for now].t%

135 Qarkisyan, “The Concept of Form in Sofia Gubaidulina’s Violin Concerto In Tempus Praesens,” 49-51.
136 Sarkisyan, “The Concept of Form,” 52-53.

137 Kholopova (2020), 335.
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Similarly, explaining the formal conception of her 2009 bayan concerto Fachwerk, the
composer refers to geometric patterns of the Fachwerk architectural style.!*® Gubaidulina’s
detailed references to its structural elements, such as braces for securing the walls
(Verstrebungen), window and door latches (Riegeln), and ceiling beams (Balkendecken), show a
profound immersion in the subject-related pre-compositional research. Moreover, her purely
technical aspirations remain connected with the existential and philosophical musings about the
metaphysical interpretation of names of Germanic cultural phenomena related to the Fachwerk
style, such as ‘Schwibisches Minnle,” ‘Schwibisches Weible,” ‘Wilder Mann,” or ‘Stehendes
Andreaskreuz.’ %

In 2014, an article published by Israeli scholar Marina Geller presented an ingenious
analysis of Gubaidulina’s Fachwerk, in which the author visualizes the semantic construction of
this composition as a geometric shape resembling a triangle.}*° Geller posits (or rather, confirms

the composer’s statements) that purely structural elements — the cross beams of the supporting

walls, window and door frames — essentially transform into elements of art and aesthetics. She

138 |bid., 341.

139 To clarify the cultural background of German titles, the diminutive forms of the nouns in ‘Schwibisches Minnle’
and ‘Schwébisches Weible’ (translating to English as ‘Swabian Little Man’ and ‘Swabian Little Woman’) may refer
to stereotypical characters from Swabian culture, often depicted as humble, down-to-earth individuals with strong
ties to the regional culture and traditions of Swabia, a region in southwestern Germany. The term ‘Wilder Mann’
(Wild Man) can refer to a mythical or folkloric figure found in various European myths, legends, and artistic
traditions. Finally, ‘Stehendes Andreaskreuz’ (Standing St. Andrew’s Cross), or a diagonal/X-shaped cross, has
many symbolic meanings, including Christian martyrdom and sacrifice, as well as the connection between faith and
community. The upright, ‘standing’ form of the cross may also add a connotation of strength and resilience in
religious and cultural contexts. Among various sources on the subjects, see, for instance, Richard Bernheimer, Wild
Men in the Middle Ages: A Study in Art, Sentiment, and Demonology (Harvard University Press, 1952), and Peter J.
Huxley-Blythe, Under the St. Andrew’s Cross: Russian & Cossack Volunteers in World War 11, 1941-1945 (Europa
Books Inc., 2004).

140 Marina Geller, “Architecture and Music: Formative Principles in Gubaidulina’s Fachwerk,” in To Sofia with
Love (Moscow, Russia: Scientific Publishing Center of the Moscow Conservatory, 2014), 68-86.
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argues that Gubaidulina transforms the properties of architectural style in relation to a specific
compositional concept by describing how the composer converts the elements of Fachwerk
architecture into principles that form the basis of the musical structure. This, according to the
author, is expressed both in the exposition of thematic elements in the bayan and orchestra parts
and in the separation of the sections of the work using unique cadences (based on the principle of
architectural frames or beams), often ending with a General Pause.'*! Further, according to
Geller, the work’s form is built around certain symmetries. For example, she argues that Sections
1 and 5 mirror each other and act as the “wings of the building,” while Section 3, placed
centrally, serves as the pivotal point. Sections 2, 4, and 6 provide structural development, with
Section 6 representing the emotional core of the piece. The final Section 7 crowns the work,
symbolizing the completion of the architectural structure.'*? Geller maintains that the concept of
“variant reprise” is central to the work’s construction, with material introduced in the first
section being developed and transformed throughout the composition. This results in a dynamic
yet cohesive form, reflecting the recurring design elements in a Fachwerk building.'*® The
triangular shape of Geller’s diagram, with its symmetries mirroring the architecture of a building
— featuring stable foundations, a central part, and a culminating roof — is presented in Appendix

5.

141 Geller, “Architecture and Music: Formative Principles in Gubaidulina's Fachwerk,” 72.
142 |pid., 73.

143 1bid., 79.
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» Deconstructing Classical Frameworks in Gubaidulina’s Concertos

The remarkable feature of Gubaidulina’s re-envisioning of concerted forms is that,
alongside her philosophically infused and irrefutably idiosyncratic search for ‘new sound
spaces,’ the traditional, classical references to the wealth of musical forms persist, albeit in a
subordinate role. In her compositional drafts as well as in the published composer-written
annotations of the concertos, we frequently encounter terms such as sonata form, variations,
strophe, period, coda, et al. This testifies to the fact that, time and again, the composer, herself,
tends to use traditional terminology to describe her works. It is somewhat curious that within the
body of analytical writings addressing the question of Gubaidulina’s forms, two diametrically
opposed views have emerged. One side of the argument assures us that, in a strict sense, a “set of
classical forms is not used, as the composer prefers to follow her own principles.”*** On the other
hand, some researchers insist that “Sofia Gubaidulina has gained worldwide acclaim for her use
of unique sounds and techniques within the structure of traditional forms.”2* The idea of ‘freely
interpreted’ classical forms, frequently expressed by the composer, appears to occupy the middle
ground. Table 1 presents a list of the freely interpreted classical forms associated with particular

concertos, as identified by Gubaidulina herself or posited by music scholars.

144 Valentina Kholopova, “The Spiritual Content Complex in the Music of Sofia Gubaidulina,” in To Sofia with Love
(Scientific Publishing Center of the Moscow Conservatory, 2014), 30.

145 Jefferson T. Campbell, “The Duo Sonata for Two Bassoons by Sofia Gubaidulina: A Formal and Performance

Analysis with Comments on Extended Techniques, Contemporary Notation and Gubaidulina’s Style” (DMA diss.,
University of Nebraska, 2003), i.
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TABLE 1: List of concertos’ forms identified by the composer or/and posited by scholars

Concerto Title Form Identified Posited by
by the scholars
composer
Detto 11 Sectional v
(11 episodes)
Concerto for Bassoon and Low Strings Sonata v
Hour of the Soul Sonata v
Concerto for Two Orchestras, Jazz and Ritornello4¢ v
Symphony/Revue Music for Symphony (with introduction and coda)
Orchestra and Jazz Band
Introitus Sectional
(3 sections and coda) v
(with elements of sonata form)
Offertorium Variations/ v
Sonata v
From the Book of Hours Strophic/ v
Sonata
And: The Festivities at Their Height Sectional:
6 episodes and coda v
(with elements of sonata form)
Music for Flute, Strings and Percussion Period v
(consisting of 5 sentences)
Concerto for Viola and Orchestra Sonata v
The Canticle of the Sun Sectional v
(4 episodes)
In the Shadow of the Tree Sectional/ v
(6 sections)
Two Paths: A Dedication to Mary and Martha Variations v
Under the Sign of Scorpio Variations
(Variations on Six Hexachords) v
In Tempus Praesens Sectional v
(5 sections)
Glorious percussion Sonata v
Fachwerk Variations v
Triple Concerto Ternary v
Dialogue: You and I Variations v

146 Gubaidulina’s interpretation of ritornello form associated with the Baroque concerto grosso will be discussed in
Chapter Two of this dissertation. At present, it is pertinent to note that in her analysis of this work, Kholopova
suggests that the form of the second of the five attacca movements of the 1975 Concerto for Bassoon and Low
Strings resembles a slow concerto grosso, where the ‘ritornello’ is represented by the compact, homorhythmic sound
of seven strings, while the episodes are marked by bassoon solos: R1 — solol — R2 —solo2 — R3 — solo3 — R4 — solo4
— R5 —solo5 — R6. She further associates the compact, homorhythmic sound of the ‘ritornellos,” played in 3/4 time
with an emphasis on the second beat, with the rhythm of a sarabande, thus evoking some neoclassical associations.

See Kholopova (2008), 150.
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As one can see from the list above, the overall formal design of Gubaidulina’s concerted
works falls into three major categories: sectional forms, sonata forms, and variations. Although
essentially disconnected from the original frameworks of their historical prototypes, these forms
seem to remain an important symbolic link between the composer and the rich heritage of
Western Art Music. It should be emphasized that, despite the ostensive differences in the
composer/scholar-defined forms of each work, one principle has remained dominant throughout
Gubaidulina’s more than fifty-year-long career. Conventionally, this is referred to as the
principle of variation, which generally involves modifying an original idea rather than adhering
to a traditional Classical form based on the elaboration of melody and/or its accompaniment, i.e.,
the form pattern called “theme and variations.” It appears, however, that the term could be
adjusted to “the principle of developing variation,” as this updated version of the term reflects
not only its idiosyncratic importance for the composer’s creative thinking but also provides a link
to the eponymous concept associated with a paramount musical figure of the first half of the
twentieth century — Arnold Schoenberg. For her, much like for Schoenberg, music has a “life”
that requires “a second reflection,”**’ or in Gubaidulina’s terms, music acts as a living organism
that carries within it its own needs, aspirations, and interconnections. Viewed from this angle, the
principle of “developing variation” demands the composer’s inherent avoidance of literal
repetition, while the “consequences derived from the basic idea and remaining within the
boundaries of human thinking and its demands of logic”*® stand as conceptually, if not

sonically, perceivable. Much like Schoenberg, Gubaidulina tends to associate this aspect of

147 See Jonathan Dansby, “Thematic and Motivic Analysis,” in The Cambridge History of Western Music Theory,
ed. Thomas Christensen (Cambridge University Press, 2002), 912.

148 Schoenberg’s words as cited in Dansby, “Thematic and Motivic Analysis,” 912.
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musical composition with creating greater potential for deeper meaning and, consequently, the
need for a more profound auditory experience and reflection.

This principle of “developing variation,” working in tandem with other ideas of
structuring in her musical works, generates a remarkable array of original approaches, where
each composition utilizes a form’s basic organizing idea, but reinterprets and reshapes it in
accordance with the unique demands of the musical material. For instance, Kholopova’s
description of the form of the Concerto for Bassoon and Low Strings as a “dispersed sonata,” in
which the traditional sections of exposition, development, and reprise are interspersed with
interludes, has become a recurrent analytical approach in subsequent writings on the subject.!4®
Two other early concertos written in the 1970s — Hour of the Soul and Introitus — offer two
markedly different approaches to sonata form. In the former, a large and dramatic work featuring
the conventional juxtaposition of active versus lyrical ideas, the compositional blueprint is
defined not by a conventional recapitulation but by the expansive extension of the coda, which
includes the human voice.' This alteration shifts the piece’s trajectory toward a reflective,
almost cyclical conclusion, in which the formal design drifts away from traditional expectations.
In the soft-hued and meditative Introitus, the three-sectional design®>! has also been interpreted
as retaining fundamental features of sonata form, particularly in the relationship between
contrasting themes and their developmental treatment.'>? The celebrated Offertorium merges

sonata form with variation techniques, presenting three sections that follow a quasi-sonata

149 Kholopova (2008), 148. In terms of form, all subsequent publications on this concerto have remained derivative
of the Kholopova-Restagno volume; e.g., Hopkins (2011) and Wilson (2011).

150 1hid., 181.
151 1bid., 192-93.

152 Pantelidis, “Sofia Gubaidulina’s Non-Concerto for Piano: Introitus,” 161-68.
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trajectory, with the first section functioning as an Exposition, followed by a Cadenza and a
Reverse Recapitulation.'®® The work’s structure is thus a hybrid, where the sonata framework is
enriched by the complexity of variation, and its shape is marked by constant thematic
transformation. Further, in From the Book of Hours, Gubaidulina constructs a quasi-sonata form
with seven strophes, where the first three strophes form the exposition, the next two are
developmental, and the sixth and seventh serve as reprise and coda. The overall shape of the
work mirrors that of a sonata, but with a more episodic character, as the thematic material
evolves through gradually unfolding transformations.®* The Concerto for Viola and Orchestra
adheres to a traditional concerted sonata form, with its seven sections, including a double
exposition, a three-part development, and a coda. However, the absence of a full recapitulation
leads to a more open-ended conclusion, resulting in a structure that favors contrast and
development over a return to the original thematic material.**® Finally, Glorious Percussion
radically deconstructs the sonata form, with the majority of the piece dedicated to development.
This extensive developmental section, which includes multiple animated episodes and static
moments, results in a composition where the exposition and reprise are reduced to mere frames,
and the central developmental narrative becomes the primary structural component of the

work.156

153 See Medi¢, “Gubaidulina, misunderstood,” 113. Kholopova does not indicate the presence of sonata form
elements and generally interprets the structure as a set of variations, framed within an overall large ternary form. See
Kholopova (2008), 193-98.

154 Trina Shevtsova, “Sofia Gubaidulina’s From the Book of Hours: Confession of the Cello,” in To Sofia with Love
(Scientific Publishing Center of the Moscow Conservatory, 2014), 116. Kholopova’s brief annotation to this work
identifies its form as “seven large strophes.” See Kholopova (2008), 301-2.

155 See Chapter 3 of the current dissertation.

156 Brugger, 139-46.
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Likewise, Sofia Gubaidulina’s use of variation and sectional forms in her concertos is
fundamentally driven by conceptual ideas that shape the development of musical texture. Each of
the works in these categories evolves not through the transformation of recognizable melodic
ideas, but rather through a dynamic exploration of the specific underlying concept, which
dictates the flow of the music. In this context, Gubaidulina’s approach to the variation form
diverges significantly from traditional models, where variations typically arise from an
immediately apparent musical theme. In her works, instead of recognizable melodies, an abstract,
extra-musical idea informs the structure and evolution of the piece. For instance, in Two Paths: A
Dedication to Mary and Martha, there is no musical theme in the conventional sense. Instead,
the thematic concept emerges from the contrasting characterizations of love embodied by two
Biblical figures, Mary and Martha. According to the composer, the composition is constructed as
seven variations that explore the dynamic relationship between the soloists and the orchestra,
reflecting the evolving nature of this symbolic idea rather than a particular melody undergoing
transformation.®®’ In Under the Sign of Scorpio (Variations on Six Hexachords), Gubaidulina
builds the work around the technical properties of the bayan, using the instrument’s unique
capacity to shift between sound dimensions. The piece is structured around six hexachords,
serving as the foundational material, with variations arising as the hexachords evolve throughout

the piece.'®® Similarly, in Fachwerk, the ‘theme’ is conceptual, as it is linked to the architecture

157 See the composer’s annotation for this work on Kholopova (2020), 315-16. Among other sources discussing the
form of this concerto are Lee (2007), Kise (2011), and Moskvina (2017).

158 In her annotation for this work, Gubaidulina writes: “I am particularly drawn to the qualities of certain
instruments that allow a transition from one dimension of the sound space to another without altering the position of
fingers on a string or keyboard. In the bayan, this ability to transform one dimension into another occurs when
switching the selected keyboard, where each button corresponds to a single note on the standard keyboard, and each
button can also correspond to a chord. | utilized this feature of the instrument in the central section of the
composition: three melodic notes from the selected keyboard, when switched, transform into seven- or five-note
chord complexes. However, the main feature for me was another possibility of the standard keyboard. By pressing
two buttons (corresponding to the major and minor triads) and gradually moving up or down across the entire range
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of the Fachwerk style; the variations unfold as the music explores and transforms structural ideas
inherent to the architectural style, rather than a melodic gesture.*®® In Dialogue: You and I,
Gubaidulina’s focus is on the expansion and contraction of intervallic structures, which emerge
and transform across the seven variations, forming a dialogic interaction between the soloist and
the orchestra.*®°

With regard to the composer-identified sectional forms, existing musicological literature
frequently delineates a range of ternary sub-forms, in which multiple episodes are grouped into
larger ‘blocks’ based on the thematic functions of their musical components, such as motives,
textures, timbres, etc. This approach recurringly leads to the construction of another formal sub-
layer associated with the sonata form. Velikovskaya, for instance, posits that the contours of
ternary form bring aesthetic harmony and balance, contributing to greater logical clarity in the
listener’s perception of extended compositions, while the sonata form offers an opportunity to
embody the conflict-driven dramaturgy that is typical of Gubaidulina’s works.®! Viewed from

this perspective, the symbiosis of these forms is understood as a phenomenon of poly-structure,

involving the existence of several levels of musical composition within a work: on a larger scale,

of the instrument without changing finger positions, you can generate six different hexachords. These six
hexachords provided the entire composition with a structural foundation for both the material and form: variations
on six hexachords. This is the subtitle of the composition.” Kholopova (2020), 326-27.

159 See the composer’s annotation in Kholopova (2020), 341-42; an analysis in Geller, 71-86; also discussed in
Dzinovi¢, 71-81.

180 The full text (in English translation) of Gubaidulina’s annotation for this work is available in Appendix 3.

181 Irina Velikovskaya, “Sofia Gubaidulina’s Compositions for Cello: Issues of Musical Content, Composition and
Instrument Interpretation,” Candidate diss., Moscow Tchaikovsky Conservatory (2013), 210,
http://www.mosconsv.ru/upload/images/Documents/DiserCand/schevcova_dissertaciya.pdf?ysclid=m5g1zbygi5168
487004.
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the predominance of ternary and sonata forms; and on a smaller scale, continuous structures and
cycles.t®?

For example, Pantelidis suggests that in Gubaidulina’s early piano work, Introitus (a
“non-concerto”), the reappearance of the two opening themes in the third section and the coda
alludes to sonata-like features.'®® Shevtsova (née Velikovskaya), in revisiting Kholopova’s
interpretation of Gubaidulina’s second cello concerto, From the Book of Hours, which she
describes as consisting of “seven large strophes,”'%* presents the form of this composition as a
sonata-like construction. In her analysis, the consecutive grouping of the seven episodes into
3+2+1+1 leads to the labeling of these larger formal blocks as “exposition, development, reprise,
and coda.”*% Furthermore, in her description of the seven-part form of the third cello concerto,
And: The Festivities at Their Height, Shevtsova states that the structure has “the contours of a
ternary form,” where the first three episodes constitute the “exposition of the material,” sections
four to six represent the “development,” and section seven serves as the “reprise-coda.”®® In
summary, all the analytical writings in contemporary Russian-language discourse over recent

decades tend to align with the influential concepts established by Valentina Kholopova, a

prepotent figure in musicological studies on Gubaidulina. These analyses consistently reaffirm

162 \/elikovskaya, “Sofia Gubaidulina’s Compositions for Cello: Issues of Musical Content, Composition and
Instrument Interpretation,” 54, 55, and 210.

163 pantelidis, “Sofia Gubaidulina’s Non-Concerto,” 168.
164 Kholopova (2008), 302.
185 Velikovskaya, 120.

168 1bid., 129.

67



that “the most important, and perhaps fundamental, characteristic of Gubaidulina’s musical

thinking is ‘dichotomy, paired contrast, and antinomy.”6

» Beyond the Theme: Redefining Melodic Identity in Gubaidulina’s Concertos

Along with reinterpreting structural outlines of the classical form concepts fundamental in
Gubaidulina’s concerted works, she — like many contemporary composers of her generation —
reshapes the concept of a theme as a basic idea in its melodic, motivic, and harmonic contexts
that form a cohesively organized musical structure. Although a few rare examples of traditional,
singable, and ‘memorable’ melodies (such as, for instance, the “Prayer Theme” in her 1996 viola
concerto discussed in Chapter 3) can be found in her concertos, the musical thematicism in these,
and essentially in all of Gubaidulina’s works, originates predominantly from brief melodic ideas.
These range from short motifs and symbolic monograms to merely a single sound; they can also
be derived from distinct timbral, textural, rhythmic, and sonoristic sources.®® Various
combinations of these ideas are termed “complex thematicism,” which, in Russian-language
literature, is frequently described as an intermixture of several elements of the composer’s
musical language “united within the framework of consonant or dissonant expression.”%°

Velikovskaya argues that Gubaidulina’s melos often draws on a range of psychological
concepts in shaping the forms of her compositions. These include intrigue, anticipation,

predictability, ambiguity, shifts in attitude, impulse, energy, tension, relaxation, and the

interruption and renewal of momentum.t’® Further, she describes Gubaidulina’s ‘melodies’ as

187 In Brugger, “Sofia Gubaidulina’s Glorious Percussion,” 139.
168 See also Velikovskaya, 58.
169 1bid., 58.

179 1bid., 56.
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being associated with a variety of intonations of the human voice, each carrying different
semantic meanings: moans, screams, expressions of joy, and intonations of a question. Through
this approach, she delineates several distinctive features of the composer’s melos, related to the
characteristic openings and endings of Gubaidulina’s works, the importance of pauses or rests,
and the repeated use of the same sound. With regard to the analyses of the three concertos
presented in this dissertation, the validity of Velikovskaya’s key points cannot be overstated.
Hence, they are summarized as follows:

e The characteristic openings of the compositions — motifs consisting of several notes
interrupted by pauses — contain a powerful impulse for subsequent development. Here,
the psychological principle of expectation is at work: the pauses, by concentrating the
listener’s attention, become a semantic element that contrasts the sound.

e In large-scale works, the idea of the ending becomes particularly important. In
Gubaidulina’s music, the solution to the problem of the finale is often linked to the
psychological principle of novelty, creating a eureka moment by introducing a new,
unprecedented timbre or sound production technique into the score.

e A crucial component of the musical thematicism in her composition is the use of pauses,
which the composer treats with equal importance as the sounding material. Pauses are not
merely breaks in the sound; they carry the meaning of anticipation, always associated
with a certain psychological tension.

e The repeated use of the same sound in Gubaidulina’s compositions carries a
psychological significance related to the mechanisms of music perception and memory.
According to the composer, “A brief sounding of a single tone at first may not lead to its
memorability for uniting the form. However, repeated use, in the form of a whole ‘sonic
field,” will achieve the desired result.”*"*

Remarkably, one other thematic element appears consistently in Sofia Gubaidulina’s

concerted works since the early 1990s. It carries the function of the ‘divider’ as it marks the end

of episodes or other significant structural segments of the composition. These dividers play a

171 1bid., 56-57.
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crucial role in shaping the overall structure of the work, helping to define transitions and create
points of dramatic focus. For example, in Aus dem Stundenbuch (1991), Velikovskaya notes the
prominence of a “clock-bell theme,” which recurs multiple times throughout the work, becoming
a “leitmotif.”1’2 Similarly, in And: The Festivities at Their Height (1993), the sound of two harps
paired with bell ringing marks the end of each of the six “strophes” and the coda.'’® In Music for
Flute, Strings and Percussion (1994), the sections of the form are delineated by the appearance
of major and minor triads juxtaposed within the alternative tunings, and “resolving through a
‘neutral’ triad that “reconciles the opposites at the end of each section.”*’* Further, in the 1996
Viola Concerto, the composer uses a characteristic rhythmic figure that marks the transitions
from one sections to the next,'”® while Sonnengesang (1997) features overtone series as
structural dividers that not only mark transitions between the four episodes but also divide the
entire composition into two larger parts. Within each of these dividers, reaching the eleventh
overtone in the part of the soloist serves as a final point of the symbolic crossing over into the

next section.!’® Lastly, in Fachwerk (2009), the bayan’s solo statements punctuate key moments

172 |bid., 121-22.

173 |bid., 128.

174 Kholopova (2008), 314.

175 Refer to Chapter 3 of the current thesis.

176 Gubaidulina’s own description is very specific. She states that the structure of the composition is divided into 4
episodes. However, there are also four moments in the composition that further divide the form. And this is related
to the motif of the overtone series, with the achievement of the 11th overtone on all four strings of the cello.

1. RN 70: on A string — correlation of standardly tuned D# with D# tuned a quarter-tone lower; as if producing
the sound of an 11th natural harmonic on A string. This occurs the beginning of an episode “Glorification
of Life.”

2. RN94: on D string — correlation of standardly tuned G# with G# tuned a quarter-tone lower; as if producing
the sound of an 11th natural harmonic on A string. This occurs after the climax of the “Glorification of
Life” episode.

3. RN 107-110: on G string. This is standardly tuned C# and C# tuned a quarter-tone lower. This occurs at the
end of the “Life” episode.
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of the work, either before or after cadenzas, acting as dividers that underscore the most important
moments in the composition’s formal structure.’” Through these recurring ‘dividers,’
Gubaidulina crafts a meticulous and deeply expressive musical narrative, guiding the listener

through the emotional and yet highly structured journey of her concertos.

On the Question of Numbers in Sofia Gubaidulina’s Concerted Works

From an analytical standpoint, the role of numbers in Gubaidulina’s formal structuring of her
concertos emerges as arguably the most compelling aspect of her compositional process. To date,
aside from Valeria Tsenova’s comprehensive exploration of this topic in relation to several of the
composer’s smaller-scale works,'’® no substantial efforts have been made to address the
numerical mysteries in Gubaidulina’s concerted works. In general terms, the question of numbers

has been discussed in the context of the composer’s inner dichotomy between the intuitive and

4. RN 141-143: on C string. This is This is standardly tuned F# and F# tuned a quarter-tone lower. This occurs
in the episode “Glorification of Death,” that is, just before the coda of the composition.
This same motif of the overtone series divides the entire form as a whole into 2 parts in RN 111-113. This is the
episode when the cellist leaves his instrument. See Kholopova (2020), 313.

177 Geller, 77.

178 Tsenova presents analyses of four compositions written in 1993. These are: Early in the Morning, Right Before
Waking ... for three 17-stringed Japanese bass kotos and four 13-stringed Japanese kotos; Meditation on the Bach
Chorale ‘Vor deinen Thron tret ich hiermit’ (BWV 668) for harpsichord, two violins, viola, violoncello, and double
bass; String Quartet No. 4 (with tape and colour organ ad lib.), commissioned by and dedicated to the Kronos
Quartet; Jetzt immer Schnee [Now Always Snow] for chamber ensemble and chamber choir, set to verses by
Gennadi Aigi (in Russian); and Der Seiltédnzer [Dancer on a Tightrope] (1993) for violin and piano. Tsenova (2000),
78-181.
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rational aspects of her music,'’® her desire to avoid squareness and rhythmic regularity,* and
finally, the symbolic and mystical significance she assigns to the Golden section and to the
Fibonacci sequence.®! Additionally, some publications identify the Fibonacci and Fibonacci-

derived numbers!®

pertaining to the surface-level elements in Gubaidulina’s scores; among these
are the durations of sound versus silence, the length of melodic elements, the peculiar
combinations of rhythmic patterns, the number of pitches in the themes and/or motives, the
number of their appearances throughout the work, et al.*®® Remarkably, in her analysis of the

1976 percussion concerto, Hour of the Soul, Kholopova identifies one of the earliest examples of

Gubaidulina’s use of the Fibonacci sequence in her concertos. In this instance, the rhythmic

179 In her monograph, Kholopova, for instance, quotes the composer saying: “l am an intuitive, who envies
rationalists, that is, an intuitive who hopelessly dreams of being a rationalist.” Further in the volume, the author
presents another quote describing Gubaidulina’s fascinating relationship with the ‘magic numbers’: “I really think a
lot about proportions in the form of a musical composition since 1983. | am gradually forming a particular view on
the beauty of artistic works depending on the structural purity in fulfilling the ‘numerical’ commitments taken. But
this is a very difficult task. And very dangerous, as it could lead to the suppression of the spontaneity of intuitive
hearing...” Kholopova (2008), 170 and 299.

180 In addition to multiple mentions in Kholopova’s volume, his topic has been addressed in various sources. See, for
instance, Velikovskaya (2013), 56, 182, 205, and Moskvina (2017), 146-47, 165.

181 In the Fibonacci sequence, every number following the first two is the sum of the two preceding ones: 1, 2, 3, 5,
8, 13, 21, 34, 55, 89, 144, etc. The Golden Section (also known as the golden ratio, golden mean, golden number,
divine proportion, divine section, or golden proportion) is a special number approximately equal to 1.618. It appears
in geometry, art, architecture, and various other fields. The ratio of any two successive Fibonacci numbers
approximates the Golden Ratio, with the approximation becoming more accurate as the numbers increase. For the
most comprehensive coverage of the number symbolism, refer to Tsenova (2000), 7, 9-49, 111, 129 et al.

182 The Lucas series, named after the 19th-century French mathematician Edouard Lucas, follows the Fibonacci
principle but omits the second value (the 2): 1, 3, 4, 7, 11, 18, 29, 47, 76, 123, etc. The Evangelist series (série
évangélique), proposed by the French researcher Georges Arnoux, is defined by the following additive sequence: 2,
5,7,12,19, 31, 50, 81, 131, 212, 343, etc. Bach Row | proceeds as follows: 1, 4, 5, 9, 14, 23, 37, 60, 97, 157, etc.
Tsenova (2000), 34 and 113.

183 In his thesis, Dzinovi¢, for instance, provides several examples referring to the organization of rhythm according
to the numbers of the Fibonacci, Evangelist, and Lucas Series — e.g., the Fibonacci numbers (Figure 3) in 1986 Et
Exspecto (incidentally, misspelling the name of the solo bayan piece and providing an incorrect year of its
completion) and Evangelist numbers (Figure 28) in 1991 Silenzio, five pieces for bayan, violin, and violoncello (or
double bass). Dzinovi¢ (2017), 31 and 61.
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groupings in the solo timpani part that opens the work follow the Fibonacci sequence: 5, 3, 2, 1,

2,3, 5, 8, as shown in Example 1.184

EXAMPLE 1: One of the earliest ‘local’ uses of the Fibonacci sequence in Gubaidulina’s 1976
concerto, Hour of the Soul; identified by Valentina Kholopova

arcussione
slo

Fimpani) PP———P = PpP PP<=P pp——mf PP ———mf

Regarding Gubaidulina’s concertos composed since the early 1990s, no comprehensive
research has yet been conducted on the integration of Fibonacci and Fibonacci-derived sequences
that shape the implementation of the composer’s concept of the Rhythm of Form — a time-related,
stratified structuring of her works. This task is undoubtedly impossible without access to the
composer’s sketches and drafts, some of which are preserved at the Paul Sacher Foundation in
Basel, Switzerland. Reconstructing even a partial version of Gubaidulina’s compositional
process is a challenging endeavor for any musical analyst interested in such a unique approach to
musical form. As a result, very few discussions — or rather, citations — of the composer’s
“numerical plots” in her concertos have been published in recent decades. One of these
publications is part of the fourth chapter in Kholopova’s volume, where she discusses new trends
in Gubaidulina’s oeuvre from 1999 to 2006. In her description of the composer’s newly
established compositional method, Kholopova notes that for many of these works, Gubaidulina
wrote a pre-compositional theoretical justification, often spanning dozens of pages. Referring to
the 1993 cello concerto, And: The Festivities at Their Height, she adds that the composer

“undertook the arduous task of bringing all the variable meters, fluctuations in tempo, and free

184 Kholopova (2008), 181.
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constructions senza metrum to a common denominator, calculating them with a single temporal
unit. In doing so, she placed the temporal relationships under strict rational, mono-metric control

[...].” Presenting a facsimile of a page from Gubaidulina’s drafts, Kholopova elaborates on the

composer’s calculations. At a composer-indicated ‘absolute unit of measure’ of J=54, the total

number of units within the piece is 1364. The image of Gubaidulina’s draft printed in

Kholopova’s volume is reproduced in Plate 1 below.

PLATE 1: First page of Gubaidulina’s calculations for the 1993 cello concerto And: The
Festivities at Their Height, originally published in Valentina Kholopova’s volume
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Kholopova further states that the main division of the piece is calculated according to the
principle of the Golden Section: the number 1364, derived from the Lucas sequence, is broken
down into two Fibonacci numbers: 1364 = 987 + 377. However, it is currently impossible to
verify the accuracy of these observations, as the fragment of the draft appears to refer only to the
first two of the seven sections of the concerto. Notably, the three numbers cited do not appear to

represent a golden section relationship (1364 + 987 = 1.38 and 987 + 377 = 2.62). Since
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Kholopova does not explain how these numbers are calculated in relation to the actual score, the
reader is expected to accept subsequent statements — such as “the main culmination of the piece
is placed at the point of the golden section (m. 94)” or “by positioning a prominent, well-
balanced episode exactly in the center of the form (from m. 63), the composer creates the
proportion 1364 = 660 + 44 + 660, where the quarter note equals 54” — at face value.'®

Another citation of Gubaidulina’s “numerical plot” in her violin concerto In Tempus
Praesens (2007) appears in a 2009 publication by renowned German musicologist Dorothea
Redepenning.!® The author presents several facsimile pages of the composer’s number-related
plan for the work. Since a detailed analysis lies outside the scope of Redepenning’s article, these
numbers remain without commentary or score references. A quick look at these numbers, which
indicate the durations of each of the five episodes of the work, alludes to the pyramid reference
mentioned earlier: the temporal lengths of the sections increase from the first to the third episode

and then decrease in each of the following episodes, thus creating a virtual image of two sloping

lines meeting at the ‘apex’ point in the third episode. Additionally, at an absolute beat value of
J=84 indicated by the composer, the proportional durations from one section to the next

approximate the golden section. Refer to the Figure 1, below.

185 Kholopova (2008). 298-99.

18 Dorothea Redepenning, “Reflexiones sobre la estetica de Sofia Gubaidulina,” [Reflections on the Aesthetics of
Sofia Gubaidulina] in Carta blanca a Sofia Gubaidulina (Cortés Santamarta, 2009), 51-53.
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FIGURE 1: Summary of the first page of Sofia Gubaidulina’s “numerical plot” for her 2007
violin concerto In Tempus Praesens

Total number at J=84 as indicated by the composer

2636
Durations of each of the five episodes
1 2 3 4 5
301 488 789 675 383
The proportional values from one section to the next approximate the golden section
488+301=1.621 | 789+488=1.617 | 789+675=1.169 | 675+383=1.762

Gubaidulina’s numbers presented above also receive a brief mention in Paul Bagley’s
impressively titled yet equally outstandingly succinct DMA paper, summarizing established
scholarship with minimal deviation.*®” Taking his referential numbers from the 2011
documentary Sophia: Biography of a Violin Concerto directed by Jan Schmidt-Garre, Bagley
reaffirms that “Gubaidulina uses this mathematical principle [Fibonacci numbers] as ‘a way out
of an uncontrollable wave,” a way to structure her works and shape her intuitive, subconscious
musical ideas into a work of art.”*88

Two final examples addressing the topic of numbers come from the previously cited
collection of papers, compiled from a conference dedicated to Sofia Gubaidulina’s 80th
anniversary and published by the Scientific Publishing Center of the Moscow Conservatory. One
of them, dedicated to the 2009 bayan concerto Fachwerk, attempts to interpret the number-
related proportions in this work using a surprisingly misguided approach. Referring to Tsenova’s

volume, which describes the procedures for calculating the value of Gubaidulina’s ‘absolute

beat’ in works with multiple time-related changes, including unmeasured episodes whose

187 paul Michael Bagley, “Mysticism in 20th and 21st Century Violin Music” (DMA diss., University of Maryland,
2014), https://api.drum.lib.umd.edu/server/api/core/bitstreams/71039217-13fe-47e2-88f3-33ce7afcc2ee/content.

18 Bagley, “Mysticism in 20th and 21st Century Violin music,” 11.
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duration is marked in seconds, Geller, for reasons eluding any explanation, presents her findings
by counting the actual number of bars in the work. She states that the dynamic climax of this
concerto — “a jubilant sound at fff” — occurs at the point of the golden section in measure 444. As
the total number of bars is conveniently calculated as 714, juxtaposing the durations of the whole
to the larger and the larger to the smaller parts of the work produces the ‘desired” numerical
value of approximately 1.6, obtained as follows: 714 + 444 =~ 444 + 270 ~ 1.6.18 Geller’s further
interpretations of the number 3 are questionable, as they rely on dubious quasi-academic sources
related to number symbolism.*® Lastly, some calculations related to the central structural idea in
the 2008 Glorious Percussion — “the agreement of the sounding intervals with their difference
tones”'%! — are presented in Brugger’s article.®? The author pays special attention to the
computational methods of the composer, where the differences in pitch tones (in hertz) and
overtone/undertone series are found to have equivalents in rhythmic units. It should be noted,
however, that the overwhelming majority of Brugger’s numbers come from the composer’s own

annotation to her work. Additionally, Brugger’s numerical analysis — which glosses over the

189 Geller, 84.

190 One of such sources is Geller’s reference to the Dictionary of International Symbols and Emblems, compiled by
a Soviet quasi-Renaissance man, William Pokhlyobkin. The author of over fifty voluminous books (including his
perhaps most famous (or infamous?) A History of Vodka, translated into a number of languages, including English)
and a large number of articles on Scandinavian studies, heraldry, diplomacy, international relations and culinary arts,
Pokhlyobkin provides an enormous amount of gratuitous wisdom regarding symbols and emblems in his weighty
541-page tome. Refer to his brief biography, which occupies the last two pages of the above-mentioned book. See
William Pokhlyobkin, Dictionary of International Symbols and Emblems (International Relations, 2001), 562-63.
Auvailable online (in Russian) at https://www.e-
reading.life/bookreader.php/137170/Slovar’_mezhdunarodnoii_simvoliki_i_emblematiki.pdf.

191 For the above citation, see Sofia Gubaidulina, In Tempus Praesens and Glorious Percussion: Concertos by Sofia
Gubaidulina, performed by Vadim Gluzman (violin); Glorious Percussion: Anders Loguin, Anders Haag, Mika
Takehara, Eirik Raude, Robyn Schulkowsky and the Lucerne Symphony Orchestra, conducted by Jonathan Nott
(BIS Records, 2008). Compact disc, liner notes. Also, see an interview with the composer on the Berlin
Philharmonic website, Sofia Gubaidulina in Conversation with Margarete Zander, available online at
https://www.digitalconcerthall.com/en/interview/248-3

192 Brugger (2014), 147-56.
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composer-explained intervallic combinations related to the computed fragments of the music,
strategically placed at key moments in the form — does not provide a comprehensive
interpretation of the concerto’s time-related form, despite offering some explanation of how the
composer derives rhythmic patterns and proportions from intervals and chords. Further research
is needed to uncover the workings of Gubaidulina’s concept of the Rhythm of Form in this work,
to understand how these pitch and rhythm ‘computed’ episodes “appear at particular structural
points, thus subjecting the form to the law of the Golden Section.”%

To conclude our overview of the various aspects of Sofia Gubaidulina’s reimagining of
the instrumental concerto genre, it is important to note that while the majority of the analytical
writings discussed in this chapter provide valuable insights into two fundamental concepts
related to the genre — virtuosity and the treatment of traditional concerted forms and their
structural components — the topic of Gubaidulina’s use of the Fibonacci and Fibonacci-derived
series, which constitute her concept of the Rhythm of Form, remains to be sufficiently explored.
The following three chapters of this dissertation aim to address this gap by offering in-depth
analyses of one of Gubaidulina’s earlier works, Revue Music for Symphony Orchestra and Jazz
Band (originally titled Concerto for Two Orchestras, Jazz and Symphony, 1976/1995/2002), as
well as two compositions from the 1990s: Concerto for Viola and Orchestra (1996) and In the
Shadow of the Tree [Im Schatten des Baumes] for Koto, Bass Koto, Zheng and Orchestra (1998).
In addition to exploring traditional form-related and historiographical topics, these chapters
specifically focus on how Gubaidulina’s concept of the Rhythm of Form is manifested in her

music.

193 Sofia Gubaidulina, In Tempus Praesens and Glorious Percussion: Concertos by Sofia Gubaidulina, (BIS
Records, 2008). Compact disc, liner notes.
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CHAPTER TWO

Analytical Etude No. 1:
Concerto for Two Orchestras, Jazz and Symphony/Revue Music
for Symphony Orchestra and Jazz Band

One of the earliest complete manuscript versions of this concerto (1976)%* preserved at the Paul
Sacher Archives in Basel, Switzerland, presents the title of the work as Konzert dlya Dvukh
Orkestrov, Estradnogo i Simfonicheskogo [Concerto for Two Orchestras, Jazz and
Symphony].1% The composer revisited this work in 1995 and provided a new title in German,
Revuemusik fir Sinfonieorchester und Jazzband [Revue Music for Symphony Orchestra and Jazz
Band]. There are currently two published editions of the concerto. The first one is by Soviet
Composer [Vsesoyuznoe Izdatel’stvo Sovetskii Kompozitor], Moscow (1985); the second one is
by Sikorski [Internationale Musikverlage Hans Sikorski], Hamburg (1998/2002). The contents of
these scores, along with the two unpublished manuscripts — including another copy of the 1985
edition with Gubaidulina’s own corrections —* raise several questions regarding the reasons for
the composer’s amendments and changes, as well as the rationale behind the Moscow
publication’s timeframe.

The revisions pertain to three general areas: firstly, multiple error corrections (missing

accidentals, misspelled notes, rests, and clefs); secondly, significant detail refinement (score

194 paul Sacher Foundation (Basel). Sofia Gubaidulina Collection. Manuscript.

19 The conventional English translation of the title is somewhat ambiguous since in Russian the word estrada
(noun; estradnyi — adjective) does not refer to jazz exclusively, but rather to a variety of forms of popular stage
entertainment such as singing, dancing, stand-up comedy, circus etc. In other words, the English expression show
business or the German Unterhaltungmusik [light music] would be closer in meaning to the word estradnyi.

196 We refer to the PSS collection folder 62 GUBA 10 which arrived to PSS on September 9, 2001.
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layout, dynamics, and articulation); and thirdly, adjustments of certain temporal components (the
length of sections, phrases, values of metronome marking, and explicit timing of aleatoric
episodes in seconds).*®” This third type of revisions appears to be the most intriguing in light of
Gubaidulina’s interest in the numerical aspects of the compositional process. Various examples
of her employing Fibonacci numbers have been detected by Gubaidulina scholars starting from
the works written in the early 1970s.1% Therefore, the time-related revisions of the Revue Music
completed in the mid-1990s raise the issue of whether the composer attempted to “perfect” the
temporal structure of this work to create a desired proportionality between its sections that were
constructed intuitively back in 1976. The effect of these changes will be discussed later on in this
chapter. With respect to the first two areas of revisions, comparing the original 1976 manuscript
with the Moscow edition reveals a curious absence of certain errors in the original handwritten
score and their incomprehensible emergence, nine years later, in the first printed score.'®® Was
this due to a sloppy music engraver’s human error? Could it be a deliberate act of sabotage of the

integrity of the score by the regime-stigmatized composer implemented by the chief publishing

197 Appendix | summarizes these adjustments. The four compared scores are abbreviated as follows: OM — original
1976 manuscript; ME — 1985 Moscow edition; PSS 2001 — Paul Sacher Stiftung ME score with Gubaidulina’s
corrections; SE — 1998 Sikorski edition. Rehearsal numbers (RN) indicated are from the Sikorski printed edition.

198 Tsenova, for instance, discovered the earliest employment of Fibonacci numbers in Gubaidulina’s electronic
composition of 1970, Vivente — non vivente. According to her, the lengths of the phrases in non vivente, calculated in
measure-units, constitute the Fibonacci sequence: 3 -5 -8 —13 — 21 — 34 — 55. Following the principles of this
progression, the duration of the artificial sound-fragments increases throughout the piece. The synthesiser-produced
“phrases” are divided by rests, the duration of which is equal to the first three numbers of the sequence. The
duration of the sustained vocal ‘chords’ (in vivente), calculated in measure-units, is 1 to 5. Thus, throughout this
short piece, the Fibonacci sequence is utilized simultaneously on three different levels, creating a peculiar kind of
rhythmic counterpoint: in the “sounding” fragments of the non vivente layer — 7 units: 3 — 55; in the “silent”
fragments of the non vivente layer — 3 units: 1 — 3; in the sustained “chords” of the vivente layer — 4 units: 1 — 5. See
Valeria Tsenova, “Magic Numbers in the Music of Sofia Gubaidulina” [“YucnoBsie Taiinbl My3biku Codpun
I'y6aiinynunoit”] (PhD diss., Moscow Conservatory, 2000), 61-63.

199 Refer to The Summary of Gubaidulina’s Score Adjustments (Appendix 6); e.g., RN 1, m. 16; RN 7, m. 7; RN 13,
m. 129.
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house of Soviet Composers???° Or rather, was there perhaps another version of the score
compiled towards the end of 1978? Listening to the first and only LP record of this work?
produced in 1979 reveals a substantial number of discrepancies compared with the 1985 score;
this certainly confirms the hypothesis that another version exists, albeit impossible to locate thus
far. Perhaps it only existed in the form of orchestral parts that were adjusted by the composer
during the rehearsals or after the first performance on January 16, 1978.2°2 Furthermore, the
conjecture about the deliberate printing bungles of 1985 seems to be inextricably connected with
the fact that the concerto was published nearly a decade after it was written. Remarkably, the
first Concerto Grosso of Gubaidulina’s comrade and colleague Alfred Schnittke written in the
same year (1976), was promptly published by the Soviet Composer two years after its final
revision of 1977. Following the “divide and rule” policy of the Composer’s Union,?% the
publication of Gubaidulina’s work was delayed until the year Mikhail Gorbachev came to power.

The ideas of Perestroika and Glastnost were in the air. However, in 1985 no attempts to re-

200 |1n 1979, Gubaidulina was infamously blacklisted as one of the “Khrennikov Seven,” a group of seven composers
denounced at the Sixth Congress of the Composers’ Union by its Head, Tikhon Khrennikov who described their
music as “a frenzied torrent of noise, harsh outcries and unintelligible muttering.” Selected passages from
Khrennikov’s official speech at this meeting first published in Sovetskaya Kultura on November 23, 1979 of are
cited (in English translation) in Levon Hakobian, Music of the Soviet Era, 203.

201 This recording is currently available on YouTube at https://youtu.be/8VqSvBtp77Q

202 The dates are cited in Michael Kurtz (2007) who provides many interesting historical details in a section
dedicated to this work subtitled ‘Financial Strains and a Commission for a “Music Hall.”” See Kurtz, Sofia
Gubaidulina, 123-26.

203 Dmitri Smirnov, one of the composers the Khrennikov’s Seven list, writes: “This victimisation came in
connection with their participation in the Cologne festival. An administrative punishment was made, preventing
them from being performed on the radio and television, and prohibiting the publication of their scores. The leaders
of the Composer’s Union also proclaimed the policy of ‘divide and rule’, and Schnittke, who previously had been
harshly criticized, was suddenly given official recognition.” See Dmitri Smirnov, “Song from Underground,”
Booklet of the Festival The Masterpieces of Russian Underground, 2003, http://research.gold.ac.uk/16096/
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evaluate the communist regime were made — no new guiding principles by the upper echelons?*

of the Union of Soviet Composers were established and, needless to say, no reshuffling occurred
in the Union’s chief publishing house, Vsesoyuznoe Izdatel’stvo Sovetskii Kompozitor. Hence,
there could have been some trivial yet spiteful reminders — in the form of score typos — to the
composer who decidedly refused to comply with the prescribed norms of Socialist Realism in
music.

In the updated Sikorski edition, the instrument list of the Revue Music, shown in Figure 2
in its original Italian version and its English translation, calls for two clearly separated orchestras
— the Symphony and the Jazz. The former notably lacks oboes and bassoons in the woodwind
group. The score is supplemented by three batteries of percussion, piano, electric organ, harp,
and three sopranos. The latter, resembling the traditional combination of Dixieland band, omits
clarinets and adds two more percussion batteries as well as two additional French horns.
Curiously, the keyboard instruments and harp, placed into the jazz section in all earlier versions

of the score, are moved into the symphony group.?%

FIGURE 2: Instrumentation list of the Revue Music for Symphony Orchestra and Jazz Band in
Sikorski edition (1998/2002)

Orchestra Sinfonica Symphony Orchestra
3 Flauti 3 Flutes

3 Clarinetti in B 3 Clarinets in Bb

4 Corni in _F 4 French Horns in F

3 Trombe in B 3 Trumpets in Bb

3 Tromboni

3 Trombones
Tuba Tuba

204 The epitome of such musical hegemony was Tikhon Khrennikov (1913-2007). This General Secretary of the
Union of Soviet Composers, appointed by Joseph Stalin in 1948, remained at the helm of State’s musical creative
minds from the time of the infamous Zhdanov Doctrine until the collapse of the Soviet Union in 1991.

205 The Sikorski edition also presents a new distribution of the instruments within the percussion batteries as well as
substantial changes/increases of their members.
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Batteria I: Timpani, Campanelli di Valday, Tam-tam
Batteria Il Triangolo, 5 Piatti, Tam-tam
Batteria I11: Gran Cassa, Xilofono, Campane

2 Arpe
Piano
Organo elettrico

3 Soprani (con microfono e rimbémbo)

Archi

Orchestra da Jazz

3 Saxofoni (alto in Es, tenore in B, baritone in Es)
2CorniinF

4 Trombe in B

4 Tromboni

Batteria |V: Batteria da jazz
Batteria V: Hi-hat, 5 Temple blocks, 3 Tomtoms

Chitarra
Chitarra bassa

Battery I: Timpani, Valdai bells, Tam-tam
Battery II: Triangle, 5 Cymbals, Tam-tam
Battery I11: Bass Drum, Xylophone, Chimes

2 Harps
Piano
Electric Organ

3 Sopranos (with a microphone preamplifier)

Strings

Jazz orchestra

3 Saxophones (alto in Eb, tenor in Bb, baritone in Eb)
2 French Horns in F

4 Trumpets in Bb

4 Trombones

Battery IV: Jazz Battery
Battery V: Hi-hat, 5 Temple blocks, 3 Tom-toms

Guitar
Bass Guitar

Currently, the only scholarly article written about the Concerto for Two Orchestras/Revue Music
for Symphony Orchestra and Jazz Band is authored by Valentina Kholopova, a life-long comrade
and colleague of the composer. Since the Kholopova/Restagno book has not been translated into

English, the full text and the translation of her annotation are presented below.%®

Concerto for Two Orchestras,
Jazz and Symphony

Konuyepm onsa oeyx opkecmpoa,
ICMPAOHO20 U cUMPOHUUECKO20

Concerto for Two Orchestras, jazz and symphony
(1976) is a one-movement work which includes
vocalization for three sopranos and reciting of a poem
by Afanasy Fet (on pre-recorded tape). Initially,
Gubaidulina called the work Concerto Grosso, but then
she renamed it because of the concurrence of her title
with that of Alfred Schnittke’s Concerto Grosso No. 1

KoHuepT 1y1st IByX OPKECTPOB, ACTPAIHOTO U
cumponmnugeckoro (1976) — oaHOUacTHOE
MPOU3BEICHHE, BKIIIOYAIOIIEe BOKAIN3 TPEX CONPAHO U
yTeHne cTuxoB Adanacus dera (Ha MmiIeHKe).
[MepBonauansHo ['y6aiinynuna Hazsana ero “Concerto
Qrosso”, HO 3aTeM IeperMEeHOBaJIa B CBSI3H C
COBITQ/ICHUEM Ha3BaHUI €e COUMHEHHS M COUMHEHHUS

206 Kholopova (2008), 177-79.
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(1976). Concerto for Two Orchestras stands out
sharply in Gubaidulina’s style thanks to its reliance on
rock music. Such an unexpected departure into a new
style was caused by a commission received from the
principal conductor of the Moscow Jazz Orchestra,
Alexander Mikhailov who intended to form a new,
contemporary music hall. This music hall never
opened, yet Gubaidulina’s score sparked the interest of
two choreographers, Vakil Usmanov, who staged a
ballet on Gubaidulina’s music at the Stanislavsky and
Nemirovich-Danchenko Moscow Music Theatre, and
Yury Puzakov, who carried out the production of the
ballet in Tartu. Both choreographers found that the
ballet required a slow-music section and, at their
request, Gubaidulina wrote a large-scale symphonic
Adagio. This section was not included in the final
version of the Concerto’s score and has been
performed on its own. Later, Alexander Mikhailov, the
principal conductor of a large variety orchestra who
premiered the Concerto, commissioned Gubaidulina to
write several other compositions for his orchestra,
including a capriccio Te salutant (Te6s
Ipusemcmeyro). Thus, an islet of Gubaidulina’s ‘high
style’ pop music was formed.

In her Concerto for Two Orchestras, which is
oriented towards the concerto grosso genre,
Gubaidulina offers the following juxtapositions: the
style of serious symphonic music versus light jazz
music, and tutti versus ensemble playing. Since the
work was intended for the music hall, jazz-rock music
takes a central place in it. It occupies the main section
of the composition which is framed with a brief
symphonic introduction and a synthetic culminating
reprise-coda, the latter colligating the main musical
material of the entire work.

In the brief introduction, the timbres of the
bells stand out, as well as the melodic layer presented
by a descending “scale” of polyphonic dissonance in
the strings. The main jazz-rock section is equipped
with all attributes of this music: instrumental,
technical, and rhythmic. The composer uses a drum kit
with the addition of temple blocks, tom-toms, and hi-
hat in combination with a guitar, bass guitar, electronic
organ, three saxophones, trumpets, trombones, and
three sopranos with microphones. A syncopated
ostinato formula creates the rhythmic foundation of
this section, and the development is expressed in
variations on this ostinato spiced up with tart dissonant
harmonies.

Anbppena HlanTke “Concerto grosso” Nel. Konuepr
JUISL IByX OPKECTPOB PE3KO BBIACIAETCS B CTHIIC
I'y6atimynuHO# 61aromaps ormope Ha POK-MY3BIKY.
CTOb HEOXKUIAHHBIH YXO/ B HHOE CTHIIEBOE PYCIIO
OBLI CBSA3aH C 3aKa30M, TOCTYIHBIINM OT MOCKOBCKOTO
JMpIDKEpa 3CTPATHOTO OpKecTpa AJeKcaHapa
MuxaiinoBa, HaMEpEBABILETOCS BMECTE C
OanmeTMelcTepoM CO3aTh HOBEIH, COBPEMEHHBIN
MIO3UK-XOJII. DTOT MIO3UK-XOJIJI TaK M HE OTKPBLICS, a
My3bika KoHIiepTa st IByX OpKecTpoB
3auHTepecoBalia OanerMelicTepoB Bakuist YcMaHoBa,
MOCTABUBILETO Ha Hee OaneT B My3bIKalbHOM TeaTpe
nmenu CranucnaBckoro u Hemupouua-/landenko B
Mockge, u IOpus Ily3akoBa, ocymiecTBHBIIETO
noctaHoBKy B Tapty. baneTmeiicTepsl HaluIM, 4To st
Oanera HeOOX0MMMa MEIJICHHAS 9acTh, U [ yOairymiuaa
Harnucana Mo ux Mpockde pa3BepHyTOE
cuMmponndeckoe Adagio, KoTopoe He BOLLIO B
napTuTypy KoHuepra n ucnomnHseTcst OTIeNbHO.
AnexcaHap MuXaiI0B — PyKOBOAUTENH OOJBIIOTO
3CTPaJHOTO OPKECTPA, MEPBHII HCIIOIHUTEINb
Koniepra — 3aka3zan ['y0aiiiynuHOM U HEKOTOPHIC
APYTUC COUMHEHUA JIs1 CBOCTO MY3BIKAJIBHOI'O
KOJUIEKTHBA, B TOM yHcie Kanpuauno “Te salutant”
(“Tebs mpuBercTBY0”). Tak oOpa3oBajcs “OCTPOBOK”
ry0aiily TMHCKON 5CTpaHOI My3BIKH BEICOKOTO CTHIISL.

B Konuepte 11t 1ByX OpKeECTpOB,
OpUEHTHPOBAHHOM Ha >KaHp CONCerto grosso,
I'y6aiinynnHa npeaiaraeT cieayromme
MPOTHUBOIIOCTABICHUS: CTHIMCTHKY CUM(DOHUIECKOH,
CEpPHE3HOM MY3bIKH H JKa30BOM, cocTaBoB tutti u
aHcaMOuieBbIX. [10CKOJIBKY COUMHEHHE
MIpeIHa3HAYaI0Ch AJIS MIO3HK-XO0JIIa, IIEHTPAIbHOE
MECTO 3aHMMAET B HEM JIKa3-POKOBas My3bIKa. Eii
OTBEJICH IJIaBHBII pa3Jell B KOMIIO3UIUU, KOTOPBIi
obOpamiisieTcst HeOOIBIIUM CUM(DOHUYECKUM
BCTYIUIEHUEM M CHHTETHYECKON Penpu30ii-Ko10H,
o0o0maroniell B KyJIbMHHAILMOHHOM TIPOBEICHUN
OCHOBHOH My3bIKallbHBIN MaTepuan Bcero Konnepra.

B kpaTkoM BCTYTIICHUH BBIICISTIOTCS TEMOP
KOJIOKOJIOB M MEJIOAUYECKHUI IIJIACT B BUJIE
HUCXOJIAIIEH “raMMbl” MHOTO3BYYHOTO JINCCOHAHCA
cTpyHHBIX. OCHOBHOM J’Ka3-POKOBBIH pa3aes OCHAIICH
BCEMH aTpUOyTaMH 3TOI My3BIKH —
I/IHCprMeHTaJ'H)HBIMI/I, TCXHHUYCCKNMU, pI/ITMI/I‘IeCKI/IMI/I.
Hcnonp3oBaHa ynapHas 1Ka30Basi yCTAHOBKA C
nobaBiaeHueM TeMILIe-0JI0KOB, TOM-TOMOB, Xali-XeTa B
COCJIMHEHUH C TUTApOii, Oac-TUTapO, SIEKTPO-
OpraHoM, TpeMs cakco(pOHAMH, TPYOaMH,
TPOMOOHAMH, TPEMsI COTIPAHO C MUKPO(DOHAMH.
Purmuyeckyro OCHOBY COCTaBJISIET OCTUHATHO
MOBTOpsieMasi CHHKOTIMPOBaHHAst pUTMO(OpMYIIa, a
paBBI/ITI/Ie BBIpa)KaeTCH B Bapnaumlx Ha 3TO OCTUHATO,
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The sound of this music, zesty and aggressive,
only at first glance appears to be alien in the context of
Gubaidulina's compositional style. Here we can see
Gubaidulina’s characteristic “principle of avoidance”:
in her jazz-rock compaosition she refuses to use the
style-characteristic smash-hit melodies thereby saving
herself from vulgar phrases. Variations on the two-bar
rhythmic formula align themselves into a sustained
buildup accompanied by overlaying new orchestral
layers and leading to the first of two culminations —
tutti for two orchestras. Variety in this development is
introduced by the concerto grosso principle, which is
realized in the alternation of tutti and solo. Interludes
appear; during those, the rhythmic ostinato stops and
various groups of two orchestras perform solo: 4
trumpets, 4 French horns, 3 flutes, 3 sopranos, etc.

In the final reprise-coda section, the music of
the introduction is repeated. Here, the thematic
elements of the entire concerto are united: the music of
interludes from the main section of the composition
appears, the sound of the three sopranos and the main
rhythmic formula of the work is recalled. And all this
happens during the last climax before the very end of
the Concerto. However, the reprise-coda also contains
some completely new emotional and stylistic colours.
One of them, romantically enchanted, brought in by
reciting a poem (prerecorded tape) of Afanasy Fet: “O,
What a night! The diamond dew so bright rivals in
liveliness the starry shimmer.” Another emotional
nuance appearing unexpectedly at the very end of the
“rock-concerto” by Gubaidulina is the elegiacally sad
sound of a B-minor triad.

YKpami€HHbIX TCPIKUMHU JAUCCOHUPYIOIIUMU
rapMOHHsMU.

3BydJaHHE 3TOH My3BIKH, CMAaTHOE U
arpeccCHBHOE, TOJIBKO Ha MEPBBIA B3I KaXKETCA
YyKEPOJHBIM B KOHTEKCTE KOMITO3UTOPCKOTO CTHIIS
I'y6atinynuHOM. 316Ch IPUCYTCTBYET CBOHCTBEHHBIN
I'y6atigynuHOM “IpuHIMI H30EKaHHUA : B JKa3-
POKOBOM COYMHEHHH OHA OTKa3bIBAECTCS OT
COOTBETCTBYIOIINX IIUIATEPHBIX MEJIOIUH, CIIacasich,
TEM CaMbIM, OT ByJIbrapHbIX 000poTOB. Bapuaiuu Ha
JIBYXTaKTOBYIO pUTMO(OPMYITy BEICTPAaUBAIOTCS B
JIMHUIO JUTUTEIBHOTO HapacTaHUsl, HAJOXKEHHS BCE
HOBBIX OPKECTPOBBIX IUIACTOB, IIPUBOSIIETO K IIEPBOH
U3 IBYX KyJbMuHaImii — tutti y aByx opkecTpos.
Pa3HooOpasue B 3TO pa3BUTHE BHOCUT MPUHIIUI
concerto grosso, peanu3yrolnuiics B uepeaoBanu litti
u Solo. TlosBisAIOTCS HHTEPMEANH, BO BPEMsI KOTOPBIX
MPEKPaIacTCsi pPUTMHUYECKOE OCTUHATO U COIUPYIOT
Ppas3IMyHbIE TPYIIIBI IBYX OPKECTPOB: 4 TpyOsI, 4
BAJITOPHBI, 3 (JIeHTBI, 3 COIPaHO H T.1.

B 3akm04uTeIEHOM PENPU3HO-KOJOBOM
paszesne MOBTOPSAETCS My3bIKa BCTyIUIeHUs. B Hem
00o6mraercs Taxke TeMaTH3M Beero Konmepra:
MOSIBIIAETCS My3bIKa HHTEPMEIHH U3 OCHOBHOTO
paszesia KOMITO3MINH, 3ByJaHNE TPEX CONPaHo,
HaroMUHAaeTCs TIaBHasi puTMO(opMyia
npousBeneHus. M Bce 3To0 — B reHepanbHOM
KyJIbMHHAIIUH TIepe/l OKOHYATEILHBIM 3aBEpPIICHIEM
Konuepra. OnHako penpusa-Koaa COIepKUT U COBCEM
HOBBIE SMOLIMOHAIBHBIE U CTUIIMCTHYECKUE KPACKH.
OmauH U3 OTTEHKOB — POMaHTHYECKU-BOCTOPKEHHBIMH,
KOTODBII MIPUIAIOT MYy3BIKE YHTaeMBbI€ 3/1€Ch CTUXHU
Adanacus @era (3anucaHbl HA MAarHUTO(GOHHYIO
wieHky): “Kakast Houb! Anma3zHast poca >KUBBIM OTHEM
¢ orasiMu Heba B criope.” JIpyroi OTTEHOK
HEOXKUIaHHO TOSBISIETCSI B CAMOM KOHIIE “DPOK-
KoHepta” ['y0alimyTMHON — 3JIeTHYECKU TPYCTHOE
3Byuanue Tpe3Byuus h-moll.

Kholopova’s valuable article touches upon many pertinent issues; however, it does not provide
any specific references to the score. Moreover, some of her opinions and evaluations regarding
the style, form and elements of the composer’s musical language are rather controversial and,
thus, deserve further argumentation as well as contestation. Therefore, taking Kholopova’s

description of the work as a point of departure, the following points will be discussed:
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1) Gubaidulina’s “departure into a new style”: her perception of jazz, pop, rock; her early
jazz influences

2) Concerto grosso: reinventing the form and function of its components — melodic,
harmonic, and contrapuntal

3) Time and Numbers: on the question of their meaning and significance
Prior to embarking on a discussion of these issues, a few more points must be made regarding the
work’s title. The fact that the work was initially renamed, as mentioned in Kholopova’s
annotation, requires further reflection and explanation of possible underlying reasons.
Gubaidulina’s intense search for a unique compositional voice during the 1970s required an
earnest and individuated separation from Alfred Schnittke, the fellow non-conforming composer
of the so-called “Big Three.”?° In a 1991 conversation with Enzo Restagno, Gubaidulina
describes the Seventies as a period of hopeless and desperate struggle to hear any of her and
several other “underground” composers’ music performed, as the official musical establishment
of the Brezhnev era had methodically tightened the screws on those “displaying immaturity”
regarding the Soviet values of Socialist Realism doctrine.?® Yet even within this small group of
like-minded composers, Gubaidulina strived to attain her individual, personal freedom, which for

her has always been a “possibility to fully realize one’s essence, to perceive one’s own self, the

207 The third member of the group was Edison Denisov (1929-1996) who received international recognition with his
Le soleil des Incas (1964), dedicated to Pierre Boulez. Mentioned by Taruskin as “Big Troika,” in the early 1990s,
the Big Three have also been dubbed as a “Three-Headed Monster” by Gubaidulina’s former composition professor,
Nikolai Peiko. At the time, Peiko was the head of the composition department at the Gnessins’ Institute (since 1992,
the Russian Academy of Music) where the author of this thesis studied compaosition and music theory. Even after the
collapse of the Soviet Union (notwithstanding the appointment of a new head of the composition department, Kirill
Volkov), students’ attendance at concerts “of sorts” was closely monitored by faculty informants and had serious
repercussions for those who did not comply with an unwritten proscription, thereby, immersing themselves in the
“gathering of rubbish from the bourgeois dumpsters” [coOupaTs rHIIE Ha OypxKya3HO# momoiike] (verbatim, N.
Peiko, 1991). Regarding Schnittke’s Symphony No.1 and his first Concerto Grosso see Richard Taruskin, The
Oxford History of Western Music, vol. 5 (Oxford: Oxford University Press, 2010), 164-72.

208 Kholopova (2008), 78.
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role assigned to a person by the historical situation.”?%® In 1976, the concurrence of two titles
would certainly have invited an immediate comparison between the two works. And while the
music of both composers was always emotionally charged and remarkably idiosyncratic, the
former has often garnered more immediate appeal from Russian audiences due to the more
straightforward nature of the readily recognizable juxtaposition of its opposites: direct quotations
and unambiguous stylistic allusions to Baroque, Classical, Romantic etc. periods with popular
Soviet pop/folk songs and jazz.?!? Those, perceived as the timeless opposition of “good” versus
“evil,” i.e., “classical” and “pop” had taken on a definitive meaning of freedom versus
oppression idiom in a country struggling behind the Iron Curtain. This is not to say that
Gubaidulina, who never fully embraced Schnittkean polystylism,?'* would have suffered a loss
through this comparison, but rather to indicate her reluctance to be compared to anybody
expressed in the steadfast following of her “incorrect way” with unrelenting conviction and

tenacity.?*?

209 Kholopova (2008), 340.

210 The term polystylism was coined by Schnittke to describe blending modernist techniques with direct and implied
quotations from various musical styles, creating a pastiche of juxtaposed historical references. His Symphony No.1
(1972) was a milestone in that direction. The Moscow premiere of this extraordinary work took place in 1986,
twenty-two years after its first performance in Gor’kiy (now Nizhniy Novgorod), a city ‘closed’ to foreigners,
notorious in the 1980s as a place of exile of the Nobel Prize winner (1975), Russian physicist and dissident, Andrei
Sakharov (1921-1989). See Valentina Kholopova, Composer Alfred Schnittke (Arkaim, 2003), 89-91, and 107-111.

211 A few rare examples of polystylism in Gubaidulina’s music can be found in her early concerto Chas Dushi (Hour
of the Soul, second version of 1976) for percussion, mezzo-soprano and large orchestra. A polystylistic

episode in the climax of the work features several Soviet popular mass/street songs representing the destructive
power of the Communist state. See Kholopova, Sofia Gubaidulina. Monograph. Interview with Enzo Restagno, 182.
Another example is her Answer without Question, collage for three orchestras (1988), based on music of Ives,
Prokofiev, and Shostakovich. See the Sikorski Catalogue at
https://www.sikorski.de/475/en/0/a/0/orchestral_music/1008009 answer_without_question.html.

212 «“Be yourself. Don’t be afraid to be yourself. My wish for you is that you should continue on your own,

incorrect way.” (Our emphasis). These words of encouragement from Dmitry Shostakovich have remained precious
to Sofia Gubaidulina. In 1959, her compositions presented for the final examination at the Moscow Conservatory
became a subject of controversy as they exhibited some undesirable signs of “formalism,” a dangerous epithet for a
young composer during the ongoing ideological deep-freeze of the late 1950s. Quoted in Kurtz, Sofia Gubaidulina,
45, Remarkably, in 1988, Gubaidulina wrote music for an animated film, “The Cat Who Always Walked by
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On the Question of Jazz, Rock and Pop

In Kholopova’s article, the words jazz, rock and pop seem to express the same idea: light music.
Her underlying message is that the Concerto for Two Orchestras is anomalous because of its
unusual venture into a musical idiom so uncharacteristic for this composer, whose works are
unanimously associated with the highly intellectual and rather cerebral artistic trends of the mid-
to late-twentieth century. Kholopova implies, and not without reason, that the categories of rock,
jazz and pop, perceived as mimetic versions of North-American popular music or German

29 ¢

Spasskultur, are representative of Gubaidulina’s modern-age cultural “imbalances,” “trivializing
tendencies” against which the composer fought passionately and persistently.?'® At present, we
have to bear in mind that Gubaidulina’s third renaming of the work in 1995 was very explicit in
terms of identifying this “light” genre as jazz. Apparently, it was very important for her to
portray this particular musical category as being distinct and divergent from other types of light

music. In an interview with Aleksei Munipov Gubaidulina clarifies her position in regard to

popular music and mass culture in the modern world.?'4 She says:

I don’t dislike popular music, and, as for jazz, | am greatly deferential to it. When | talk about the
preponderance of popular music, I do not say that we don’t need it. I believe that we do. And at
the time when jazz was banned [in the Soviet Union], | welcomed it enthusiastically. Yet, there
has to be a correct balance. And today the main emphasis is on entertainment, fun. [...] But men
have never lived without higher ideals, the spiritual dimension of their existence. In essence,
without those, a human wouldn’t be able to become humane.

Herself” [Koika, kotopas ryssiia cama mo cebe], based on Rudyard Kipling 1902 story “The Cat That Always
Walked by Himself.” The film can be accessed at https://ok.ru/video/800693226210.

213 Among Gubaidulina’s more recent statements on the subject see Thea Dirks, “Sofia Gubaidulina: “Artists Must
Fight the Trivializing Tendencies in Society,” Contemporary Classical WordPress (March 22, 2018),
https://theaderks.wordpress.com/2018/03/22/sofia-gubaidulina-artists-must-fight-the-trivializing-tendencies-in-
society/.

214 See Aleksei Munipov, “Today a Person Has no Right to Be a Pessimist: Interview with Sofia Gubaidulina,” in
Inde, Internet-Journal Dedicated to Life in Kazan and Other Cities of Tatarstan (November 05, 2016),
http://inde.io/article/2063-kompozitor-sofiya-gubaydulina-seychas-chelovek-ne-imeet-prava-byt-pessimistom.
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Thinking along these lines with the composer who affirms that “all her works are religious,”?*

the Revue Music can be considered as a continuation of her search for divinity in jazz, a
phenomenon distinct from other types of popular entertainment.?%® This search, to use the
composer’s words once again, is her mission and her “sacred duty” to give voice to the spiritual
through the art of sound, to “restore the legato” between herself and, by extension, her audiences
and the divine.?’

In discussing Gubaidulina-related jazz influences it is important to separate indisputable
facts from speculation, and the latter from the consequences occurring in musical scores. These
manifestations will be addresses later on in the text, in the analysis of the formal structure of the
work. The first of the facts can be seen in the form of inevitable comparisons or the marked
connection of Gubaidulina’s “jazz” concerto with the contemporaneous North-American trend
aimed at synthesizing “the essential characteristics and techniques of contemporary Western art
music and various ethnic or vernacular musics.”?*® Indeed, Alexander Mikhailov’s
commissioning of Gubaidulina was prompted by the idea of combining “popular and serious

music” following the existing American models.?*® Michael Kurtz provides multiple pieces of

evidence (quotations from letters, reminiscences and various interviews) confirming that Sofia

215 Lukomsky, 31.

216 Qur emphasis.

217 In an interview with V. Lukomsky, Gubaidulina says: “I understand the word ‘religion’ in its direct meaning: as
re-ligio (re-legato), that is, a restoration of /egato between me (my soul) and God. By means of my religious
activity [creative output] I restore this interrupted connection. Life interrupts this connection: it leads me away, into
different troubles, and God leaves me at these times [...]. This is unbearable pain: by creating, through our art, we

strive to restore this /legato.” See Lukomsky, “The Eucharist,” 31.

218 Gunther Schuller, “Third Stream,” The Grove Dictionary of American Music, vol. 1V, ed. Charles Hiroshi Garrett
(Oxford University Press, 2013), 377.

219 Kurtz, 124.
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Gubaidulina, always uncompromisingly scrupulous in choosing her commissions,??’ was very

enthusiastic about the project that provided her with an opportunity to personally explore an

unchartered territory of jazz.??!

Her familiarity with the genre, however seemingly “alien in the context of Gubaidulina’s

compositional style,???

was deeply rooted in her early Kazan years. Mark Liando, the
composer’s first husband, writes in his autobiography about their youthful romantic infatuation
with “Shanghai” jazz in the early 1950s: “We were wild about dancing to “Chattanooga Choo-
Choo,” “Saint Louis Blues,” and “Caravan” on the squeaky old parquet floor of the former
Nobles Club, later the Officers Club, on Ploschchad’ Svobody [Liberty Square].”?%® Kazan-
native Russian novelist Vassily Aksyonov recalls the Shanghai jazz as “the sounds of heaven,
but coming not from New York or Paris but from Kazan.”??* Indeed, the city of Kazan, where
Sofia Gubaidulina spent the first twenty-two years of her life, was the “Jazz Capital” of the
Soviet Union after the end of World War II. The famous Shanghaitsy was an eighteen-piece big
band lead by a repatriate from China, Oleg Lundstrem. Nicknamed by the Russian émigré press

the “King of Jazz in the Far East,” Lundstrem and his group dominated the Shanghai jazz scene

from 1934 to 1947, working alongside Buck Clayton and Teddy Weatherford during their two-

220 Gubaidulina’s attitude to artistic compromise has always been brutally blunt: “You prostitute yourself once, and
you’ve lost everything.” Quoted in Kurtz, 66.

221 Kurtz, 123-27.
222 Kholopova (2008), 178.
223 Quoted in Kurtz, 29.

224 Quoted in Stephen Frederick Starr, Red and Hot: The Fate of Jazz in the Soviet Union, 1917-1991 (Oxford
University Press, 1994), 228.
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year stay at the Canidrome Ballroom.?? In 1948, following the establishment of Mao Zedong’s
regime and the end of nightlife of China’s most open and cosmopolitan city, Lundstrem’s band
returned to the Soviet Union and settled in Kazan, the capital of the Tatar Autonomous
Republic.??® During her years as a student at the local College of Music and later at the Kazan
Conservatory, Sofia Gubaidulina must have heard many masterful arrangements of Duke
Ellington, Fletcher Henderson, Louis Armstrong, Glenn Miller, George Gershwin et al. played by
Lundstrem’s orchestra in the open air of the city’s public squares as well as on extremely popular
Tatar Radio broadcasts.??” Moreover, Lundstrem’s and Gubaidulina’s personal acquaintance
appears to have been inevitable, as both of them attended the composition class of Albert Leman

(1915-1998), the former graduating one year earlier, in 1953.22 Undoubtedly, any conjecture on

225 An interesting recent article about the Chinese years of Oleg Lundstrem’s musical life was written by Yuanyan
(in Russian). See Xiao Yuanyan, “Creativity of Jazz Maestro Oleg Lundstrem in China,” Arts and Culture 3, no. 27
(April 2017): 34-38,
https://rep.vsu.by/bitstream/123456789/28671/3/%D0%BF%D0%BE%D0%BB%D0%BD%D0%B0%D1%8F%20
%D0%B2%D0%B5%D1%80%D1%81%D0%B8%D1%8F.pdf.

226 Ryssian-language academic sources on Lundstrem are numerous. Among the most recent is an impressive two-
volume publication edited by Kirill Moshkov and Anna Filil’eva, Russian Jazz [ Poccuiickuti doxca3] (St Petersburg:
Planet of Music, 2013), vol. 1, 156-229. The only source available to the English-language reader (with the
exception of a short chapter in Starr quoted earlier) is Walter Ojakéir, “Oleg Lundstrem,” Grove Music Online,
Oxford Music Online, https://doiorg.ezproxy.library.yorku.ca/10.1093/gmo/9781561592630.article.J276800.
Curiously, this internationally acclaimed musician whose orchestra was in the Guinness Book of World Records as
the oldest working jazz group by the time he died in 2005, remains practically unknown in North America. Yet, his
international recognition began in the early 1970s with his many appearances in Europe and the US. Some of the
finest jazz musicians in the Soviet Union and in the post-Soviet period were members of the ensemble during its
long history, including tenor saxophonist Igor Butman, who has worked in the US with Dave Brubeck, Pat Metheny,
Eddy Gomez, and others; and his celebrated teacher Gennady Goldstein, who became so devoted and expert a
disciple of Charlie Parker that he was even nicknamed Charlie. See William Minor, Unzipped Souls: A Jazz Journey
Through the Soviet Union (Temple University Press, 1995), 36, 47-53, 58, 70-71, 203, and 206.

227 See John Fordham, “Obituary: Oleg Lundstrem,” The Guardian (October 2005): 2,
https://www.theguardian.com/culture/2005/oct/28/russia.jazz

228 Entering the Kazan Conservatory in order to become useful members to Soviet society was one of the conditions
for Lundstrem’s settlement. This talented musician, who also was a person of great enterprise, wrote many jazz-
inspired arrangements of Tatar folk songs as well as works by Tatarstan's leading composers in the process earning
the attention of Moscow official concert organizers. Sofia Gubaidulina moved to Moscow to pursue her
compositional studies at the Moscow Conservatory in 1954. Lundstrem relocated to the capital city two years later,
in 1956, when the Ministry of Culture of the Russian Soviet Federative Socialist Republic officially approved the
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the nature of an artistic/musical interaction between the two, should it ever have occurred, would
remain nothing more than unprovable hypothesis; one can speculate that Gubaidulina who was
very shy as a girl may have found it difficult to handle the brassy assertiveness of a worldly male

student, fifteen years her senior.

The composer’s move to Moscow in 1954 opened up access to many new jazz-related
experiences as Stalin’s ban on jazz was lifted during the Khruschchev’s Thaw. Several famous
American jazz musicians visited the USSR in the 1960s. Among them were Benny Goodman
(1962), Earl Hines (1966), and Charles Lloyd (1967). Presently there is no evidence as to
whether Gubaidulina attended any of those events. However, we know from Restagno’s source
that she did attend the Moscow concert of Duke Ellington’s orchestra in October of 1971, thanks
to Evgeny Murzin, who was able to obtain the tickets.??® In a 2007 interview with Svetlana
Polyakova, Gubaidulina also recalls the event and expresses her admiration for the individual,
unpredictable, and nonquantifiable creativity of jazz as the music that promoted freedom of

expression — a right that had remained forbidden in the totalitarian state.?%

Throughout the 1970s, another important venue frequented by Gubaidulina was the

Moscow Jazz Club established in 1960 by renowned Russian jazz critic Alexei Batashev.?*! Her

creation of the All-Russian State Concert Orchestra, appointing him as principal conductor. See Moshkov, Russian
Jazz, vol. 1, 202.

229 Kholopova, Gubaidulina (2008), 46-48.

230 she also mentions her admiration for Lennie Tristano, Ella Fitzgerald as well her interest in free jazz of the 1960s
and heavy metal. See Svetlana Polyakova, “Sofia Gubaidulina: The Sound of the Unknown,” Novaya Gazeta 6,
January 2007), https://www.novayagazeta.ru/articles/2007/01/29/35048-sofya-gubaydullina-kak-zvuchit-
neizvestnoe.

231 Aleksei Batashev (1934-2021) was a remarkable figure in the history of Soviet/Russian jazz. His passion for
music allowed him to pioneer his seminal book of 1972 entitled Soviet Jazz: A Historical Survey just one year after
his doctoral defence in Engineering Physics at the Moscow Lomonosov University where he studied under the top
Russian academics such as Lev Landau, Peter Kapitsa and Andrei Sakharov. Throughout the past six decades he has
written hundreds of articles/reviews etc. on jazz, organized and participated in numerous jazz festivals all around the
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improvisational group Astraea®®? — founded by Suslin,*® Artyomov?3* and Gubaidulina in 1975 —
was a welcomed guest at the Club, often sharing the stage with other musicians: Vyacheslav
Ganelin’s Jazz Trio, Aleksei Kozlov’s jazz-rock fusion ensemble Arsenal, Mark Pekarsky’s
Percussion Ensemble, Dmitry Pokrovsky’s Folk Ensemble, performing folk groups from Siberia,
Chukotka et al. At the time, Batashev was preoccupied with a Coltrane-inspired idea that was
later termed ethno-jazz. Astraea-member, Vyacheslav Artyomov recalls a celebration of

Gubaidulina’s forty-sixth birthday on October 24, 1977 at the Moscow Jazz Club:

We had rolled up our instruments on a carpet and arrived by taxi. During the first part of the
program a big band had played in the style of Glenn Miller. Then it was our turn, and we unrolled
our carpet on stage. There were as many as eight hundred people in the audience. The lights were
turned down so that we could concentrate. We played without warming up. Our music was light
and soft in contrast to the big band. We had a few girls who were singing without text in the

globe, led lectures, seminars and masterclasses on jazz journalism and jazz aesthetics in over twenty American
universities alone. He also wrote an autobiographical novel Batash (2002) based on nearly half-a-millennium’s
worth of archive materials describing the history of his kinsmen. It appears that Frederick Starr’s book Red and Hot
first published in 1985 is an English-language expanded adaptation of Batashev’s work of 1972. See Vladimir
Feiertag, Encyclopedia of Russian Jazz [Dzhaz Entsiklopedicheskij Spravochnik] (St Petersburg: Skifia, 2001), 278.

232 The name of the group came from Astraea, the name of an early-nineteenth-century Freemason lodge in Russia.
Gubaidulina’s collaboration with Astraea became a “compositional laboratory” for the composer who had a
fascination with sound itself. Inspired by the natural spontaneity of folk music, the three fellow composers explored
endless acoustic possibilities of rare Russian, Caucasian, and Asian traditional and ritual instruments, collected from
different regions of the country. The group dissolved in 1981, the year Suslin emigrated and settled in West
Germany.

233 Nearly twenty of Gubaidulina’s letters to her close friend Viktor Suslin, dated from 1882 to 1990, are preserved
at the Paul Sacher Foundation in Basel. These valuable documents shed a light on Gubaidulina’s private personality:
her sharp tongue (often quite wicked in confidential peer evaluations), her great sense of humour and her incredible
humility as a human being. Grove Music Online presents a biographical entry on Suslin published in 2001 by
Valentina Kholopova. See Valentina Kholopova, “Suslin, Viktor Yevseyevich,” Grove Music Online. Oxford Music
Online, https://doi-org.ezproxy.library.yorku.ca/10.1093/gmo/9781561592630.article.44342.

234 The Oxford Companion to Music contains a short biographic entry on the composer written in 2011 by
Jonathan Walker. See Jonathan Walker, “Artyomov, Vyacheslav Petrovich,” in Oxford Companion to Music, ed.
Alison Latham (Oxford University Press, 2011), https://www-oxfordreference-
com.ezproxy.library.yorku.ca/display/10.1093/acref/9780199579037.001.0001/acref-9780199579037-e-426
https://www-oxfordreference-com.ezproxy.library.yorku.ca/view/10.1093/acref/9780199579037.001.0001/acref -
9780199579037-e-426.

A slightly longer article by Svetlana Savenko (2001) can be found in Grove Music Online. See Svetlana
Savenko, “Artyomov, Vyacheslav Petrovich,” Grove Music Online. Oxford Music Online (Oxford University Press,
2001), https://doi-org.ezproxy.library.yorku.ca/10.1093/gmo/9781561592630.article.44440.
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background, and I had given an Indian text to a journalist friend to read aloud. We were well
received, and the concert was a big success.?®

It would be impossible to overestimate the immense influence of these jazz-related experiences
and Astraea’s get-togethers on Gubaidulina’s evolving sound world. The musical freedom of
improvisation, an essential part of her compositional philosophy and arguably the most precious
and quintessential part of jazz, has always remained a gateway to her deepest inner self. To put it
another way, the composer’s personal and indefatigable search for the balance between intuition
and rationality was to be realized in the form of the “controlled freedom” of notated musical
score.?*® Many of Gubaidulina’s works written in the 1970s, such as Ten Preludes for Solo Cello
(1974) provide “ample opportunities for the performer’s imagination, especially in the bits
specially designated for improvisation.”?*’ The improvisational elements along with the standard
jazz-related technical idioms (e.g., walking bass, boogie-woogie, comping, bent pitches, cross-
rhythms, etc.) have been pointed out by several Gubaidulina researchers while describing her
early compositions including Chaconne for solo piano (1962), Piano Sonata (1965), Musical
Toys for solo piano (1969) and Tatar Folklore Inspirations for small, alto and bass domra and

piano (1977).2% The following examination of Gubaidulina’s Revue Music score presents a

235 Quoted in Kurtz, 122.

236 The phrase “controlled freedom” is generally associated with the music of Witold Lutostawski. It refers to his
personal interpretation of aleatoric technique first demonstrated in his Jeux Venitiens (1961). In this work, the
performers have freedom within certain controlled parameters. See, for instance, in Zbigniew Skowron, “On Witold
Lutostawski’s Artistic Self-Awareness. A Survey of Very Recent Research,” Musicology Today 13 (2016): 21-30,
https://www.researchgate.net/publication/313624640_On_Witold_Lutoslawski%27s_Artistic_Self-
Awareness_A_Survey of Very Recent Research.

237 The composer’s words as cited in Boris Mukosey, “Sofia Gubaidulina Collection” (Melodia Records CO 0847,

2021): 9. Compact disc, liner notes.

238 See, for instance, Seong-Sil Kim, “A Pedagogical Approach and Performance Guide to Musical Toys by Sofia
Gubaidulina” (DMA diss., University of lowa, 2015); Kadisha Onalbayeva-Coleman, “Sofia Gubaidulina:
Chaconne for Solo Piano in the Context of Her Life and Work” (DMA diss., Louisiana State University, 2010);
Shiryaeva and Dyganova, “East-West Dialogue,” 273-80,
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broad spectrum of jazz-related devices utilized within her chosen framework of a concerto

grosso.

Reinventing the Concerto Grosso: Themes and Variations

In regard to the specificities of the concerto grosso genre, Gubaidulina’s boundless inventiveness
allows her to go far beyond the more discernible surface-level realities of juxtaposing “the
serious and the light” types of music, as noted by Kholopova, or soli and tutti segments of the
formal design. An entire range of genre-related compositional devices, such as the ritornello
form, the roles and types of interaction between concertino and ripieno, as well as the overall
construction of the development within each section, becomes the subject of sophisticated
reinvention that manages to keep the traditional stylistic guideposts in the background. Unlike
many of the twentieth-century composers recreating this type of form prior to 1976, Gubaidulina
avoids any explicit references to the idiomatic language of its Baroque prototypes.?®® Despite
giving the appearance of motivic multiplicity, the work is based on only four prominent thematic
ideas that undergo constant melodic, rhythmic, contrapuntal, and timbral transformations. The

first of these themes, a five-note melodic pattern in the chimes, opens the concerto:

https://www.researchgate.net/publication/319294165 East-
West Dialogue in_Sophia Gubaidulina%27s Work Tatar Folklore Inspirations on the Problem of Artistic Bil

ingualism.

23% Among many well-known and rather obscure early twentieth-century neo-Baroque concertos are Ernest Krenek’s
first (op.10) and second (op.25) concertos written between 1921 and 1925; Ernest Bloch’s Concerto Grosso no. 1
(1925); Vincent d’Indy’s Concert (1926) for piano, flute, cello and strings, making references to Rameau and the
French Baroque; Erwin Schulhoff’s Concerto doppio (1926); Igor Stravinsky’s Dumbarton Oaks (1937), quoting in
its first movement J. S. Bach’s second Brandenburg Concerto; Samuel Barber’s Capricorn Concerto (1944), which
has the same instrumentation as Bach’s aforementioned Brandenburg Concerto (flute, oboe, trumpet and strings);
and Paul Hindemith’s more eclectic Concerto for Flute, Oboe, Clarinet, Bassoon, Harp and Orchestra (1949).
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EXAMPLE 2: Revue Music: Theme of Introduction (mm. 1-3)
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Curiously, the five notes of this theme present the possibility of forming two musical

monograms, both initially appearing at different pitch-levels: J. S. Bach’s (BACH as Ab-G-Bb-

Ab) and Dmitry Shostakovich’s (DEsCH as A-Bb-G-F#). The constructive potential of the

former, undoubtedly carrying a sacral-mystical meaning for Gubaidulina, will become a linear
motivic nucleus for the tonal development throughout the work. The role of the second
cryptogram is less pronounced; perhaps it was conceived in reverence for the master who had
just passed away a year prior to the completion of the Concerto for Two Orchestras.
Nevertheless, some of the constructive ideas related to the pitch-range (diminished fourth) of
Shostakovich’s monogram become utilized by the composer in various cluster-like layers of

texture, predominantly in group solos of homogeneous timbres.

The second theme of significance is the ostinato formula. Its syncopated rhythm and
distinct melodic line featuring blues-associated “bent” pitches create a definite jazzy flavour
which is intensified timbrally: the ostinato is carried by two guitars accompanied by various
percussion of the Jazz Orchestra. The presence of this ostinato is associated with the ritornello
theme of the fast movement in the Baroque concerto grosso. Thus, the overall form of

Gubaidulina’s concerto grosso appears as follows:
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TABLE 2: Overall form of the Revue Music for Symphony Orchestra and Jazz Band

Rehearsal Number/Measures Section?4
mm. 1-11 Introduction
RNs 1-7 Ripieno 1
RN 8 Concertino 1
RNs 9-16 Ripieno 2
RNs 17-19 Concertino 2
RNs 20-32 Ripieno-Concertino Combination (3)
RNs 33-41 Introduction Return and Semi-
aleatoric Episode
RNs 42-6 Coda/Tutti of Two Orchestras

An unusual feature of this ritornello theme is its placement within the lowest layer of the
orchestral texture functioning as a melodic, rhythmic, and harmonic background above which the
development of other thematic elements unfolds. Multiple versions of the ostinato formula
carried though the three ripienos and the coda act as a Baroque continuo model in which two
guitars are used to ‘realize the harmonies’ by repeating a clearly tonal melodic segment which
identifies the key of each corresponding section. Gubaidulina’s tonal planning of these sections is
fairly rigid; it presents the first and final appearance of the “ostinato formula” in the key of B
minor, perhaps as a nod to the late Baroque models in which the opening and closing ritornellos
are always in the same key. Their subsequent entries are organized by Gubaidulina in

chromatically ascending order from B minor to B minor, missing only two version, in A and Bb

minor. Thus, the B minor triad at the very end of composition, perceived by Kholopova as an
unexpected surprise (regardless of its “emotional nuance’), becomes not unexpected at all, but

rather a logical conclusion of the tonal development carefully designed by the composer.

240 The ripieno-concertino designations in this table are preferred to the solo-tutti terms used by Valentina
Kholopova since the work’s “tuttis” are never full tutti until the final section of the concerto where the two
orchestras, jazz and symphony are combined.
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Continuous subtle changes in the ostinato formula throughout the concerto demonstrate
Sofia Gubaidulina’s incredible compositional ingenuity as well as her predilection for the
variation principle as a preferred method of developing her musical ideas. Comparing the
consecutive appearances of the ostinato formula in the first two ripieno sections reveals a steady
pattern consisting of three variants: the original two-bar figure, the first variant in which the
order of melodic elements is rearranged and the second variant that starts off in “straight
sixteenths” and switches to triplets towards the end of each ripieno section. For a side-by-side

comparison of these variants see Table 3, below.
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TABLE 3: Revue Music: ostinato formula variants in Ripieno 1 and Ripieno 2

Ripieno 1 (R1) | Ripieno 2 (R2)

Original Ostinato Formula
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The principle of variation also affects the number of repetitions of the first two versions of the
ostinato formula. While both the original ostinato and its first variant occupy the same number of
bars (48) in both ripieno sections, the primary pattern is repeated eight more times in Ripieno 2;
conversely, the number of repetitions of the first variant is decreased from sixteen to two.

Remarkably, the second variant, occupying the same number of bars (16) in each section,
becomes the subject of yet another melodic variation. Its opening segment (mm. 62—9 in R1 and
142-50 in R2) creates five waves of a climbing and then falling chromatic scale, which

consistently returns to the mediant and tonic notes (marked with a red bracket in Table 2) of the
corresponding “home key” of each ripieno, B minor and C minor. The overall ascent results in a
gradual expansion of the pitch range from the original six notes to twelve within the nearly three-

octave gamut. The next segment continues this ascent, yet in different guises. The entry of the

guitar in the first ripieno coincides with a new chromatic scale fragment (mm. 70-1),
embellished (mm. 71-73) by a sequential repetition of a two-note cell (C-B, Db-C, D- Db, etc.),
then switches to a similar pattern in triplets (mm. 74—76). The same idea of two- and three-note
cell transpositions is used in the closing measures of Ripieno 2 (mm. 155-58). An interesting

change occurs in the bass guitar part (R2, mm. 151-2). By cutting down the length of the
upcoming guitar solo by one measure, the closing melodic fragment in the bass guitar
emphasizes four pitches, marked with accent signs: C, Db, D, and Eb. The following entry of the
guitar, marked sola, presents an elaborate manipulation of the four pitches constituting the
BACH monogram. Assigning each letter a number from 1 to 4 (Bb=1, A=2, C=3, Bi=4), the four
permutations used in bars 15152 are as follows: 2341; 4123; 1234; 2341. Incidentally, what

appears to be a free interplay of these permutations can be interpreted as a carefully constructed
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quasi-symmetrical pattern.?*! Within it, the first and last of the four sets are identical in terms of
the order of their members, while the second set performs rotational swaps to produce the next
higher/next lower numerical value of its odd members in the third set. See the schematic

presentation below:

FIGURE 3: Revue Music: quasi-symmetrical pattern in BACH monogram permutations
(mm. 151-2)

'

2341 4123 1234 2341
A\ 4

The composer’s insertion of the BACH monogram in various orchestral layers occurs several
times throughout the concerto, as will be seen in the further analysis. In this case, however, it
remains unique, as it is the only occurrence detected within the ostinato formula transformations.
These transformations, consistently carried out until the end of the work, result in one of
Gubaidulina’s thematic metamorphoses, in which the melodic range of the ostinato formula is

gradually reduced to a single sound, marking both its very start and its end.?*

241 A few other instances of symmetrical constructs will be discussed later in the text. The issue itself has been
investigated by many Gubaidulina scholars. See, for instance, Janice Ellen Hamer, “Sofia Gubaidulina's
Compositional Strategies in the String Trio (1988) and Other Works™ (PhD diss., City University of New York,
1994); Berry (2009); Kise (2011); Sul Sookyung, “Symmetries and Asymmetries in Sofia Gubaidulina’s Quasi
Hoquetus and Ode to the Broken Things for Clarinet, Cello and Piano” (PhD diss., University of Pittsburgh, 2015).

242 Gubaidulina’s violin concerto, Offertorium, produced four years later (1980, first version) utilizes this idea in a
far more elaborate fashion. This work, based on the famous Royal Theme from Bach’s Musikalisches Opfer,
features the theme being methodically shortened by one note from both the beginning and the end, and then rebuilt
in reverse.
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The earliest example of such a melodic contraction presents itself in the opening segment of the

next ripieno section (Ripieno-Concertino Combination 3). A brief reappearance of the previously

described variant two (in “straight sixteenths;” mm. 200-211) features a gradual reduction of its

number of notes from five to one; the last one (G#) is sustained as tremolo for eight bars.

EXAMPLE 3: Revue Music: Gradual reduction of the melodic segment in bass guitar

(mm. 200-5)
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In Bach-like fashion,?*® Gubaidulina extracts the maximum possible from her original thematic
material. In this particular case, the idea of the gradual reduction of a descending melodic line
transforms into the reversal or, in contrapuntal terms, an inversion of the previously described

procedure (mm. 62-9 and mm. 142-50), involving a gradual expansion of the pitch range of an

overall ascending melodic line.

In the Coda section, the melodic element of the ostinato formula, routinely carried by the
guitars, is utterly abandoned. Instead, the bass guitar doubles (in “straight” quarter notes) the
bass line of the concluding chorale, played by an electric organ, three trombones, and the tuba of

the symphony orchestra, occasionally doubled by the trombones of the jazz orchestra. The

243 In various interviews, Gubaidulina expressed her admiration and devotion to J. S. Bach’s music, which has
remained “a great source of learning” throughout her life. See, for instance, Vera Lukomsky, “The Eucharist,” 27.
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harmonic motion of this bass line presents a descending fifths sequence (perhaps a nod to the

concerto style of Vivaldi et al.), completing a full circle from and to B minor, the “home” key of

Gubaidulina’s concerto. The differing number of bass note repetitions in each two-chord segment

of the sequence is accompanied by unchanging rhythmic patterns in the accompanying parts of

percussion batteries IV and V, as well as guitar; the latter is notated in the German popular music

system (e.g., Em, A7, D, etc.). Here, the rhythmic invariability in the percussion parts is very

audible, particularly when compared with the jazzy accoutrements of the ostinato formula prior

to RN 33. Figure 4 illustrates a case in point, using the first three sequential links as examples.

FIGURE 4: Revue Music: ostinato formula in the Coda: sequential links 1-3.

Mm.

Sequential links/

Number of repetitions

Guitars and Percussion/Score Excerpts

Bass notes of each Bass note
320-22 B_E 4_ 4
322-3 A-D 3-1
32 G#-Ct 2-1

It is important to note that prior to this point, all rhythmic, melodic, and timbral changes in the

ostinato formula have involved the entrances of new thematic elements, or new timbres, whether

as soloists or groups thereof. Thus, it is logical to assume that these unchanging rhythmic
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patterns in the jazz percussion are sustained throughout an entire coda section, as they

accompany only one preeminent theme stated fortissimo.

This idea of complementary changes becomes increasingly pronounced in the Ripieno-

Concertino Combination section, where the ripieno fragments are consistently interrupted by

various soloists. Note, for instance, a series of immediate changes in rhythm, melody, timbre, and

method of sound production (Batt. IV), caused by the solo entrance of the tenor saxophone in

measure 204:

EXAMPLE 4: Revue Music: Complementarity of changes in Ostinato Formula and the entrance
of the new thematic elements in the upper layers of orchestral texture (mm. 203—

5, solo sax. ten.)
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As we can see from the example above, the jazz percussion — an integral part of the ostinato

formula — begins to lose its rhythmic independence as a result of its increased interaction with

the rhythmic ideas within the thematic material written above it (e.g., Batt. V and guitar
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rhythmically doubling the solo saxophone). This idea continues to develop in all ten ripieno
segments of this section; they span eight new keys, from C# minor to G# minor. Yet, unlike the
first two ripienos, the appearance of a new key in loosely ascending chromatic order does not
always coincide with the next ripieno segment. Moreover, the length and duration of the

constituent fragments vary greatly, with the former also aftfected by the switch from duple to

triple meter. These changes are summarized in Table 4.

TABLE 4: Revue Music: ostinato formula fragments in the Ripieno-Concertino Combination

Section

Fragment no. Measures Length in bars Key(s)
1 188-211 24 C# minor
2 224-233 4 D minor
4 Eb minor

2 E minor

3 236-237 2 E minor
4 241 1 F minor
5 246-247 2 G minor
6 250-251 2 F# minor
7 254-255 2 F# minor
8 257-258 2 F# minor
9 260 1 F minor
10 264-273 10 G# minor

Despite the seemingly disorderly fragmentation of the musical texture, built on the antiphonal
exchanges between the two orchestras, the sonic result that transpires is a cohesive dynamic
build-up in which the ostinato formula serves to unify the opposing sides of the battle
concertante.

The next two distinct thematic ideas pertain to the upper layers of the orchestral texture.

The first one, assertive and somewhat pugnacious, makes its initial appearance in RN 6 (mm.

60-75) in the jazz orchestra’s three saxophones and two French horns. The second one, a
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mournful solo by the symphony orchestra’s first trumpet, originally comes at the end of the first

Concertino episode (mm. 78-83). See Examples 5 and 6.

EXAMPLE 5: Revue Music: opening measures of Theme 3, RN 6
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EXAMPLE 6: Revue Music: Theme 4, RN 8 (mm. 78-83)

-
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= e

Throughout the work, the function and role of these two themes can be seen through the
prism of one of Gubaidulina’s favourite technical and dramaturgical devices: the use of binary

contrasts, to which she refers as “binary oppositions.”?** Here, this type of duality — noted in

244 Kholopova, Gubaidulina (2008), 340.
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Kholopova’s annotation regarding the juxtaposition of the styles of [serious] symphonic music
versus [light] jazz music, as well as tutti versus ensemble playing — takes on another meaning;
namely, that of the striving and contending of the two opposing ideas: dramatic and lyrical.?*°
The former, always presented by a solo group, retains and gradually strengthens its character
with each new arrival, eventually leading to the first substantial climax of the work — a tutti of

two orchestras (RNs 30-2).2%¢ The latter, initially appearing as a wistful solo by a single

instrument, transforms into a powerful (or desperate?) outcry, insistently repeated by the
symphony trumpets (a 3) and jazz trumpets (a 4) in the Coda. This final modification of Theme 4
marks the second culmination of the concerto. Remarkably, this theme serves the closing or
concluding function in its three full appearances in the concerto. In each of these, the timbre of
the trumpet reigns supreme. The First Trumpet of the symphony orchestra introduces the theme
in RN 8, where it is echoed by the unison solos of violoncello and a French horn. At the end of
the second Ripieno section, the trumpet answers an initial call of violins I and Il (RN 19). In the
Coda, all seven trumpets of the two orchestras, announcing the theme in RN 42, are answered
(RN 43) by four jazz trombones, doubled by the alto saxophone and four French horns (two from
each orchestra). Thus, the dualistic collocation of the jazz and symphony orchestral groups
results in the final amalgamation of the two previously opposing forces. In other words, in
Gubaidulina’s re-ligio-defined musical existentiality, the two become one, albeit for a brief time.

In the process of this becoming, the trumpet timbre continues to dominate in several shorter

245 Gubaidulina develops various versions of this idea in two other concertos created in the mid-seventies: Concerto
for Bassoon and Low Strings (1975) and her early percussion concerto, Hour of the Soul (1976).

246 The first climactical episode occurs in the Concertino-Ripieno Combo Section (RN 24). It is based on the
inverted version of the Theme 3 (Strings and Sopranos a 3).
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versions of Theme 4, taking the shape of quick solo descending passages in the Ripieno-
Concertino combination section (mm. 256, 259, 261-3) and in the Coda (mm. 332-5).24/

Prior to this, another interesting unification of the two opposites — dramatical and lyrical,
or the themes three and four — takes place in RN 24. The quasi-new theme in the strings (violins,
violas and cellos) is an attempted, yet failed, first climax of the concerto. Its final two measures,
outlining a descending minor triad in the second inversion, along with the frequent use of a
triplet figure throughout, introduce definitive motivic and rhythmic similarities to Theme 4. At
the same time, its opening motive resembles the inverted version of the opening idea of Theme 3.
This semblance is amplified by the composer’s use of musical devices analogous to those
employed in the third theme: syncopation and sequence. These become an unbidden accessory to
the motive’s insistent, even somewhat urgent character. Remarkably, the length of this “new”
theme (8 bars) is as ‘square’ as the length of Theme 3 in its first two appearances in RN 6 and
RN 15 (16 bars). Returning to the full versions of Theme 4, its entries are accompanied by a
curious variation in size, creating a symmetry in the length of the corresponding sections
measured in bars: 12-10-12. Since the time signature changes from duple to triple in the coda (as
well as the metronome markings for a quarter: from 96 to 72), this new symmetry appears to be
only surface-level. However, its presence here is significant when compared to the three full
appearances of Theme 3 (RN, 6, 15, and 30): their corresponding lengths are 16, 16, and 12

measures. What might seem like a dry and inconsequential manipulation of numbers might have

247 Exploring the technical possibilities and perhaps semantic meanings of the trumpet has been an important feature
of Gubaidulina’s works written in the mid 1970s. Within roughly one year (1976/1977), she also wrote Trio for
Three Trumpets (1976), Two Ballads for Two Trumpets (1976), and Lied Ohne Worte for Trumpet and Piano
(1977). Remarkably, the idea of a Trumpet announcing a short falling phrase has become a prominent attribute of
her numerous symphonic works. Among the most recent ones is Der Zorn Gottes (The Wrath of God), live streamed
from an empty concert hall in Vienna on November 6, 2020 — amid the coronavirus pandemic.
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had a certain symbolic meaning for Gubaidulina; namely, as the confrontation of two opposites —
jazz and symphony, dramatical and lyrical, square and odd — leading to different outcomes at
various stages of the musical process. These are the defiance of the former, the compliance of the
latter, and the final non-victory of either. In the end, neither the first nor the second climax of the
work becomes a triumphant or cataclysmic conclusion; there is neither a victory nor a final
pronouncement of any truth. Sofia Gubaidulina, who has never been in the business of providing

248 35 the work

the answers but only in that of asking questions, yet again, looks up into the sky
ends in a high-register pianissimo of strings, flutes, and Valdai bells.?*

The Gubaidulinian inclination to “gaze at the sky” is expressed as yet another symbolic
gesture within the score, particularly in the register placement of the BACH monogram.
Undoubtedly perceived by the composer as the highest standard of musical art, Bach’s name

reappears in the first two appearances of Theme 3. Twice, it sounds in three clarinets presenting

Bach’s name homorhythmically in major triads, partially doubled by the first flute and the top

248 Born into a world of grim poverty, Gubaidulina recalls her first attempts to escape the wretched surroundings of
her childhood by sitting in “that bare courtyard, staring at the sky. [...] The earth disappeared somewhere, and |
seemed able to walk across the sky.” See Sofia Gubaidulina, “Moya Zhizn’ Sostoit iz Voprosov” [My Life Consists
of Questions], lzvestiya Tatarstana Press Digest (1992): 6 (quoted in Kurtz, 11). In the early 90s, Simon Rattle,
recalling his first meeting with Gubaidulina, described her as “a flying hermit, because she is constantly in orbit,
only occasionally touching terra firma.” Later in the same interview, a sharp-tongued and witty Rattle observes:
“Although her palette of colours is very dark, very Russian, she is preoccupied with light. After all, you need dark
glasses when you look at the sun during a solar eclipse.” Quoted in Kurtz, 229-30.

249 Gubaidulina’s use of the Valdai bells (a type of Russian sleigh bell) may be attributed to the instrument’s
legendary symbolic association with freedom and independence. According to the so-called legend of the Valdai
bells, around 1470, Tsar Ivan the Third ordered the Novgorod bell to be taken down and sent to Moscow, so it
would sound in harmony with the other Moscow bells and no longer preach the independence of the free city of
Novgorod. However, the Novgorod bell did not survive the journey. During its transportation, it fell and broke near
a town called Valdai. Countless pieces turned into small bells. Local residents collected them and began casting their
own bells in the model of the original, carrying the glory of the Novgorod freemen around the world. See Jason
Kaminski, “Kolokol: Spectres of the Russian Bell” (PhD diss., Sydney University of Technology, 2006),
https://opus.lib.uts.edu.au/bitstream/10453/20075/2/02whole.pdf.
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part of the first violins divisi. Refer to RN 7, mm. 69-71 (B-Bb-Db-C) and RN 16, mm. 151-3

(C-B-D-Db). Furthermore, the continuing chromatic ascent of the major triads in the clarinets

spans the range of Shostakovich’s monogram (a diminished fourth). It is filled out in five
sequential steps in RN 7. In RN 16, however, the last segment of the sequence breaks this pattern
by placing the final sequential link a semitone higher and highlighting this change by altering the

mode of the last two triads from major to minor. Refer to the example below.

EXAMPLE 7: Revue Music: BACH monogram and the following sequential ascent in RN 16,
mm. 151-7
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Incidentally, the second part of the BACH monogram and the first measure of the following
sequential ascent coincide with an appearance of Bach’s name in the guitar solo (mm. 153-4)
described earlier.

The idea of encrypting the names of Bach and Shostakovich — two composers
continuously present in Gubaidulina’s musical subconscious — in the musical texture develops
further in the Ripieno-Concertino Combination section. There, the dotted motivic element of
Theme 3 undergoes various rhythmic and melodic transformations. The antiphonal exchanges
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between four jazz trumpets and four jazz trombones in RN 22 present a fusion of the two

melodic ideas derived from the aforementioned monograms. For instance, the sequential

chromatic descent (in block chords) of a falling whole-tone motivic cell>®® (B-A, Bb-Ab etc.)
from B to E (mm. 210-11) is followed by a whole-tone ascending pattern of the next three-note

motive (Eb-Eh-G, F-Gb-A, etc.) from Eb back to B (B=Bach?).

EXAMPLE 8: Revue Music: antiphonal exchanges and sequential links in RN 22

250 Each motivic cell is identified by the top note of its corresponding block chord.
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In the second half of m. 214, the four trumpets break the whole-tone pattern of transposition by
adding two extra sequential links (C-C#-E and D-Eb-Gb). These continue to remain within the
range of Shostakovich’s monogram (diminished fourth/major third) and curiously result in its
final sequential cell starting with D (D=Dmitry?). Further, in mm. 215-23, the two ideas appear
to be combined in a new and much more audible fashion. Following a rapid antiphonal ascent of

a four-note motive (again, in the diminished fourth/major third range, e.g., Eb-Ei-F-G in the

trombones, mm. 215-16), the rhythmically compressed BACH idea appears in four trumpets in

m. 219. There, its melodic shape is identical to that of the introduction (m. 1). It is preceded and
followed by a quick four-note chromatic ascent (within the BACH monogram’s range) in the
four trombones, leading into a homorhythmic tutti of the two groups in RN 23. The four
measures of this section highlight the idea of counterbalance, which is important to the

composer. The gradual reduction of the initial motive (E-Eb-D-Db-C, within the Shostakovich

monogram’s range) from five to three notes, explicitly marked by the composer with the accent
signs, appears to counterbalance the previously employed idea of gradual size increase of the
motivic cells. Extraordinarily, the last statement of the BACH idea, appearing three times in RN
23 — simultaneously in ascending and descending versions in the corresponding groups — features
a motive that descends from F to D. This final pitch (D) overlaps with the beginning of next
thematic idea, a hybrid of Themes 3 and 4 (RN 24), which starts of in the key of D minor

(D=Dmitry?).
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EXAMPLE 9: Revue Music: BACH and DEsCH monogram-related ideas in RNs 22 and 23

= i i e g

» Quasi-thematic Elements Based on Scales
Alongside the four principal themes, other types of quasi-thematic elements prominently featured
in Gubaidulina’s concerto are based on various scales. Predominantly chromatic on the surface,

these melodic components form three distinct groups: solo virtuosic passages; homogeneous
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orchestral group solos, which appear either as ‘static’ or ‘moving’ (ascending or descending)
clusters; and a combination of the two. Each of these components appears in specific sections of
the form. Furthermore, each of these components is characterized by specific idiosyncratic
structuring ideas, including timbre, size/duration, types of motivic cells, overall melodic range,
and the specific vertical/harmonic underlay associated with the last two groups. Thus, the
majority of the solo virtuosic passages and the descending clusters are set against the syncopated
marching rhythms of the ostinato formula within the ritornello/ripieno sections, while the
ascending clusters, perceived as “full disruptions” of the “stop-time choruses,” always appear in
the concertino sections.?®* The single solos and static clusters tend to be connected with jazz-
associated instruments such as trumpets, saxophones, guitars, and percussion, while the moving
clusters favour the symphony orchestra instrumental timbres such as flutes, clarinets or strings.
With regard to duration, the single solos and the majority of descending clusters gravitate
towards the square size in terms of their actual length in bars (2, 4 or 8) or the perceived length
within a four-bar single-timbre unit; at the same time, the ascending and static clusters take a role
of an “odd” agent as their lengths are always non-square (3, 9 or 12 measures). Melodically, the
single solo passages often begin with a motif revolving around an interval of a fourth (perfect,
diminished, or augmented) and ending with either a quick chromatic run or a trill. These jagged
solo passages, accentuated by drums creating irregular syncopated subdivisions of beats with a
closed hi-hat cymbal, have a certain flavour of Charlie Parker/Dizzy Gillespie’s bebop
instrumental virtuosity. The melodic range of these solos often exceeds an octave, which is quite
large when compared to that of the static clusters. The range of the latter remains within a major

sixth at most. The static clusters are created by using small melodic cells, usually consisting of

251 Those are reminiscent of the sound of the early New Orleans Jazz recordings featuring Freddie Keppard and King
Oliver, Sidney Bechet, and Ferdinand “Jelly Roll” Morton.
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two to four notes. This idea of short motives repeated sequentially in both ascending and
descending clusters often leads to the emergence of a whole-tone sublayer within an overall
chromatic context of the musical texture. Appendix 7 presents a full list of these quasi-thematic
elements grouped into five categories: solo passages and four types of clusters: static, ascending,

descending and combinatory. Below are some detailed examples illustrating the points discussed.
The first xylophone solo passage that appears in RN 4 (mm. 44-51) is based on the

descending chromatic scale and set within a square eight-measure phrase. Curiously, it presents
several irregular non-symmetrical rthythmic patterns that change the inside-the-bar accents from

one measure to the next.

EXAMPLE 10: Revue Music: xylophone solo (mm. 44-51)
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The accelerated chromatic descent at the end of this solo exemplifies another motivic signature-
pattern frequently used by the composer to conclude single solo passages (e.g., flute in RN 11;
alto saxophone in RN 25) as well as nearly all of the descending chromatic clusters. For instance,
the nine-pitch cluster in Strings (RN 3) slides slowly to its own replica a perfect eleventh below.
Or, a fugacious cluster in three flutes (RN 14) ends in a falling chromatic frullato, which targets

the three original pitches of the initially static/trilled cluster an octave lower. Remarkably, the
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actual sonic range of its opening (mm. 134-35) is a minor third (G-Bb), i.e., the melodic span of

the BACH monogram.?? The rapid frullato descent also concludes two block-chord clusters in
RN 20 and RN 21. The former is set in four jazz trumpets; the latter, which starts as its inverted
or ascending version in two jazz French horns and four jazz trombones, ends again with the same
falling pattern. The harmonic implications of the second ending are reminiscent of those in
Charlie Parker’s concept of “chromatic targeting” at the end of his solos.?>® Yet, in the absence

of “functional” dominant-like waymarks, Gubaidulina’s final five-note chord (C#-E-G#-Bb-D#)

targets its own opening version (m. 200) at exactly the same pitch.

Another ingeniously constructed descending cluster concludes the third Concertino-
Ripieno Combination Section (RN 32). Two distinct elements making up this full orchestra
polyrhythmic ‘fall down’ into the return of the Introduction (RN 33) are the chromatic scale and
the ‘white’ diatonic scale. The ‘chromatic role’ is assigned to the jazz band instruments and
symphonic woodwinds; the remaining members of the symphony orchestra receive a ‘diatonic

role.” A small number of chromatic intrusions into the diatonicism (e.g., Db in the first trombone,

first violins, and electric organ at the top of the otherwise fully “white” opening sonority in
measure 274) appear to create multilayered and often spatially separated four-note chromatic
cells in the range of the BACH monogram. For instance, four French horns of the symphony
orchestra slide down the ‘white’ scale in four-note clusters. Markedly, the first and last of these
clusters, when combined, form the complete C major scale: CDEF — GABC. The chromatic

intrusions into the white diatonic descent of three symphony trumpets create three-layered,

252 All of Gubaidulina’s trills are indicated to be a half-tone above the written pitch.

253 Corey Christiansen, Essential Jazz Lines: The Style of Charlie Parker (Mel Bay Publications, Inc., 2015), 15-17.
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spatially separated BACH-range cells: DbCBBb — BBbAAb - GGhFFb.?* The first of these is

also present in the first and second violins parts (m. 274, first two pulses combined). In measure

275, a similar figure in the parts of two symphony trombones results in another BACH-range
cell: ALGGbF. At the same time, the flutes and clarinets slither down the chromatic scale, each

group in the form of a three-note cluster. After the initial diatonic sonority, the pattern of the
whole and half steps within the cluster in clarinets is inverted, thus creating a symmetrical
relationship similar to that described in Figure 3.2%° Finally, four jazz trumpets and four jazz
trombones take their chromatic descent in the form of block chords. The structure of these
sonorities (vii®” with an added major second on top) is identical to that used in Theme 3 (RN 6,

15, and 30).

The solo of three flutes in RN 19 (mm. 166-74) exemplifies a tight chromatic cluster (F#,
G, Ab) rapidly ascending two octaves. The three-note melodic segments of flute I part follow the
whole-tone transposition procedure, e.g., m. 169: Ab, Gb, G — Bb, Ab, A— C, Bb, B, etc.,

resulting in “misalignment” of its motivic and rhythmic components. The second flute plays an
ascending chromatic scale, while the pitch content of the flute III part is a combination of the
motivic cell transpositions and the chromatic scale. Several other compositional devices utilized
by the composer in this ascending cluster, which, incidentally, is part of the quasi-aleatoric

episode of an entire work, can be related to the idea of “collective improvisation” comparable to

254 In other words, a whole tone plus a semitone in flutes is switched to a semitone plus a whole tone in the clarinets

(e.g., AbBbBY versus DbDHE as the second pulses of the sextuplets and quintuplets of the corresponding groups).
Refer to the first two pulses of m. 274 and the last two pulses of m. 275.

25 A few missing accidentals in the parts of the first and second clarinets must be the result of notating those parts

on the same staff. These parts were notated correctly in all earlier printed versions. Refer to Appendix 6: Summary
of Gubaidulina’s Score Adjustments.
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that of the early New Orleans Dixieland in terms of treatment of timbres. In this episode,
Gubaidulina’s separation of the timbral colours is similar to the “setting apart” technique found,
for instance, in the 1917 recordings of the Original Dixieland Jass Band, where three melodic
voices — clarinet, trumpet, and trombone — have their separate functions; each of them presents
different layers of the texture in unmixed timbres and different registers.?®® In RN 19, the
“controlled chaos” allows a certain degree of freedom in interpreting rhythmic patterns in the
piano, harp and Valdai bells (percussive role). Yet, the harp’s glissandi are to be played on a

predefined pitch set (Locrian on G#), while the unmeasured piano pattern is built on contrasting
black and white keys (G, F, E, D, C in the RH and Db, Eb, Gb, Ab in the LH). The given set is

repeated while keeping a consistent gradual reduction in the number of notes in each hand (RH:

5,4,3,2; LH: 4, 3, 2, 1). The written-out timbral block of three flutes (melodic role) is built, as
noted earlier, on a three-note ascending cluster that fills out a whole-tone space from AbS to Ab7

(flute I), an ascending chromatic scale (flute II), and a combination of the two methods (flute

III). See Example 11 below.

2% See Katherine M. Leo, “Early Blues and Jazz Authorship in the Case of the ‘Livery Stable Blues,” Jazz
Perspectives 12, no. 3 (2020): 311-38,

https://www.researchgate.net/publication/347317069 Early Blues and Jazz Authorship in_the Case of the Live
ry Stable Blues.
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EXAMPLE 11: Revue Music: ascending cluster in three flutes, RN 19
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A further intriguing feature of this ascending cluster is the likely presence of another Bach-
related symbol. The seemingly simple polyrhythmic organization of the passage (quintuplets
against sextuplets against quadruplets, etc.) conceals the “Bach” number in the parts of the first
and third flutes. In these parts, the total time value of the passage, measured in eighth notes
(excluding the final ‘convergence’ point in measure 174), adds up to 41, which corresponds to

“Johann Sebastian Bach” in its gematria version.?®’ The total time value of the part of the second

257 ].S. Bach’s name, when converted into numerals assigned to the letters of Latin alphabet, produces the numbers
14 and 41, or their reduction, 5. Thus,B=2,A=1,C=3,H=8;2+1+3+8=14; whenJand S are added (9 +
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flute, an ‘imperfect’ centre of the three-part texture, adds up to an “imperfect” number of 40.
Thus, a sort of ‘textural’ symmetry (41-40-41) acts as an organizing force with the ascending

three-flute cluster in the first semi-aleatoric episode. See the Table below.

TABLE 5: Revue Music: thythmic groupings in the flute parts, RN 19 (mm. 166—-74)

measure | 166 167 168 169 170 171 172 173 174

Flute | 5 5 5 5 5 5 5 6 (1-2)
Flutell | 4 4 4 6 6 6 6 4 (1-2)
Flue lll| 6 6 6 4 4 4 6 5 1)

The idea of using a three-note segment to build a cluster is used again in RN 37. Here,
however, once the full twelve-tone field is created, it undergoes two upward shifts, resulting in a

change from a tight twelve-tone chromatic space to a registerally dispersed version of itself. The
original cluster is built by adding the overlapping cells, starting from VI. 1l (FEGAb) to VI. |
(G#ABS)), etc., until the full twelve-tone field (A# — Ak) appears in m. 304. Within it, the four
corresponding segments are orderly distributed according the registers of the four groups of
strings, each divisi a 3. After being held for three measures (mm. 304-6), the cluster starts

shifting up. Its lower segments methodically replace those immediately above until a new

18 = 27) the total is 41. For more on Bach’s Numbers refer two comprehensive volumes of a British-Swedish
musicologist, Ruth Tatlow. See Ruth Tatlow, Bach and the Riddle of the Number Alphabet (Cambridge University
Press, 1991) and Bach'’s Numbers: Compositional Proportion and Significance (Cambridge University Press, 2015).
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twelve-tone cluster is formed. Positioned a minor third above the original, it undergoes the
second shift in the upper strings only: violas exchange places with the second violins, the second
violins with the first violins, and the first violins with the violas, transposed an octave higher.

See Example 12 below.

EXAMPLE 12: Review Music: ascending cluster in strings, RN 37 (mm. 303-10)?%
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Another cluster-like layer of texture, unfolding concurrently with the one just described, is set in
the upper woodwinds. This concurrence of the prolonged build-up of a full twelve-tone space in
the strings and the narrow-range short passages in flutes and clarinets can be perceived as one of

Gubaidulinian “binary oppositions” — this time, as a contrast between shorter and longer

258 Each of the three full twelve-tone clusters is placed in the box. The arrows point at the three-note segment
exchanges within the corresponding ascending shifts.
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durations of musical elements. The idea of working with three-note cells takes a new turn within
the contrasting timbres of the flutes and clarinets. All of the quickly ascending and descending
undulating passages, both in the flutes and in clarinets, sprout from a single sound and blossom
into a three-note cluster throughout this section.?®® The conglomeration of these tripartite endings
in the flutes and clarinets creates yet another twelve-tone space, gliding over the cluster in the

Strings. A schematic presentation of this process in measures 303 to 306 is shown in Figure 5.

FIGURE 5: Revue Music: three-note clusters in flutes and clarinets in mm. 303—-6
(beats 1and 2)26°

Db / G# Gb
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This section transitions smoothly into the second semi-aleatoric Episode (RNs 38—41),

which, in turn, features a variety of static clusters in different orchestral groups. Here, the

previously precise rhythmic coordination is almost entirely abandoned. Yet Gubaidulina, who

29 The only deviation from this pattern occurs in m. 306, beat 3. The first clarinet starts with Gb while the second
and the third clarinets start with Gh. The following cluster adheres to the established three-note pattern (D-Db-C).
Incidentally, it is the first descending cluster in the clarinets; it appears to signal the inversion of the melodic
direction for the flute passages that come after. Hence, breaking the established pattern in clarinets (m. 306, beat 3)
might have been necessary to mark this change.

260 The yellow and green arrows indicate the overall ascending and descending movement of the cluster,
respectively.

122



believes in a clear delineation of duties between the composer and performers, still coordinates
the texture. In a similar manner to that of the first “controlled” collective improvisation in the
first semi-aleatoric episode (RN 19), there is a clear timbral separation of narrow-range
chromatic clusters: first, in the piano (RN 38), then in gradually added timbral blocks of three

flutes (RN 39), three clarinets, and three saxophones (RNs 39-40). As the glissando ‘waves’ of

the whole-tone flavoured passages in the harp become continuously regular, the new, now
measured and gradually assembled twelve-tone cluster in four trumpets and four trombones (RN
41) is set against the surging tremolando divisi in the strings. Overall, this jazz-like
extemporization seems to hold the sonic status quo akin to Gyorgy Ligeti meeting Miles Davis,
insofar as it unfolds over two other ostinato layers in the strings and percussion (jazz battery, hi-
hat, temple blocks, and tomtoms). Further scrutiny of the cluster-type layers in the orchestral
score reveals the composer’s frequent use of another compositional device characteristic of her

contrapuntal polymorphism, namely, canonic imitation, which we will now discuss.

» Canons and Other Contrapuntal Devices in the Revue Music

The majority of Gubaidulina’s canons, obscured through the texture and Webern-like
instrumental pointillism, are difficult, if not impossible, to perceive aurally or intellectually.
Others, found in the ‘thematic’ portions of the work, are more straightforward and easier to grasp
by ear. Regardless of the type, the canonic episodes of the concerto reveal Gubaidulina’s
contradictory (or complementary?) predilections for musical construction and its concealment.
For instance, the Introduction section presents two canonically formed clusters unfolding

concurrently. The first of these is based on the opening five-note theme initially sounded in the
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tubular bells. The imitative technique used here is reminiscent of the early Ars Nova prolation
canon ad unison. The five pitches of the original melody, continuously sounding in the chimes,
line up in augmentation in three clarinets and two flutes, entering precisely at the half note
(canon ad minimam). They suspend the five-pitch sonority for the next six measures (mm. 6—11),
thus forming the first static cluster of the work. Simultaneously, another realization of the
canonic idea unfolds in the strings (mm. 6-9). Here the five-pitch contour (F-Ab-Gb-Ab-C)
formed by the top notes of the three-pitch clusters in the corresponding orchestral groups, each
divisi a 3, is extended in range, resulting in a full twelve-tone cluster (C#-Ch) formed by the end
of measure seven. Its lowest segment in the cellos remains static, while the upper parts’ clusters
gradually replace those above them. In other words, the violas exchange places with the second
violins in m. 8, and the second violins take on the three-pitch cluster of the first violins in m. 9.
Finally, in measure 9, the first violins take on the violas’ cluster transposed up an octave, thus
creating the registerally displaced three-note cell of the overall static-sounding twelve-tone
cluster. The timing between the entries of these three-note chromatic cells in the strings is

shortened to a quarter note, compared to that in the woodwinds’ canon, thus changing this

construction to a canon ad semiminim. See Example 13.
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EXAMPLE 13: Revue Music: canonically formed clusters in woodwinds and strings;
Introduction (mm. 1-8)
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Analogous imitative devices are used to organize the texture in RNs 33—7, where the material

from the Introduction returns. In this episode, two of Gubaidulina’s essential compositional
techniques — canonic imitation and variation — merge once again. The extended opening solo in

tubular bells is now accompanied by a newly augmented prolation canon in three sopranos and,
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starting from m. 283, by an ingenious ‘verbal’ canon. The second quatrain of Afanasy Fet’s poem
(“Silvery Night, How Languorous You Are,”1865), presented as a pre-recorded declamation, is
whispered by the musicians of the jazz orchestra. The text gradually enters in five parts and
gradually fades as the quatrain ends. An English translation of the poetic excerpt used by the

composer is provided below in Figure 6.

FIGURE 6: Review Music: English translation of Afanasy Fet’s Poem?%!

Kakast Houb! AnmasHas poca O, what a night! The diamond dew so bright
JKusbiM oraém ¢ orasiMu Heba B criope. Rivals in liveliness the starry shimmer.

Kak okeaH, pa3Bep3nuch Hebeca, The heaven like an ocean opens wide,

U cout 3eMJIst — ¥ TEITUTCS, KaK MOpE. And sleeps the Earth — and like a sea it glimmers.

Transitioning to the “starry shimmer” of the aleatoric episode (RNs 38—40), the opening timbral

combination of two clusters in the woodwinds and strings returns in RN 37. The idea of the

62 receives a new interpretation as the prolonged cluster in the strings shifts

layered canons?
upward twice while the short overlapping passages in the flutes and clarinets (both divisi a 3) are

constructed as loose mensuration canons, ending with a three-pitch chromatic cell.?®3

21 Alexander Pokidov, Gentle Call: Masterpieces from Fet’s Treasury (Lyric Russia Series, 2012), 60,
http://pokidov-poetry.ru/%D0%90.Fet_Gentle_Call.pdf

262 The tubular bells part is absent in this section.

263 A detailed description of these two clusters was provided earlier in the text. Refer to Example 11 and Figure 5.
Two other instances of quasi-mensuration canons occur in the ascending cluster in three clarinets (RN 12) and the
static cluster in three symphony trumpets (RN 13).
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EXAMPLE 14: Revue Music: Canonically formed clusters in woodwinds and strings, RN 37
(mm. 303-5)

Several of the concerto’s clusters are built using another contrapuntal device related to
the fourteenth-century mensural notation: the technique of colour and ftalea. 1t refers to the idea
of a conceptual separation of the melodic and rhythmic aspects within a single part, whether
vocal or instrumental. For instance, the part of the first flute (RN 19), mentioned earlier in the
description of an ascending cluster in three flutes, is created by using three-pitch motivic cells
that rise sequentially. These are set forth against the cyclically repeated eight-note quintuplet,
which results in incongruity or ‘misalignment’ of the melodic and rhythmic patterns. A similar
procedure is implemented at the end of the ‘antiphonal exchanges’ section in RN 23. The
principle of nonconcurrence between the rhythmic and melodic components in the

homorhythmic parts of four jazz trumpets and four jazz trombones is complemented by two new
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elements: the gradual size reduction of motivic cells (5-4-3) and the two accompanying recurring

yet asynchronous rhythmic patterns.?%

Last but not least, an important contrapuntal technique featured prominently in the
Concerto is that of melodic inversion. Its various applications are present in multiple layers of
Gubaidulina’s capacious orchestral texture (e.g., antiphonal exchanges between four jazz
trumpets and four jazz trombones in RN 22; rising and falling (inverted) scalar passages in

various orchestral groups accompanying the final appearance of Theme 4 in the coda section,

RNs 42-6; and the block-chord clusters in two jazz French horns and four jazz trombones in RNs
20-1 (mm. 200-3), melodically inverting the preceding segment in in four jazz trumpets (mm.

192-5). An interesting example of the composer’s favoured symmetrical constructions can be

found in the group solo of three saxophones in RN 21. The linear structuring of this six-measure
solo episode presents a compact symmetrical figure unfolding in a mono-rhythmic setting. A

prime version of the melodic line (in Tenor, mm. 204-5) is built on a three-pitch pattern

ascending along the whole-tone scale (Ab, Bb, C, D). In the next two measures, it is inverted as

the Alto Saxophone, now doubled by the tenor a whole tone below, enters an octave above, in

augmentation. The prime version, transposed a whole tone up, returns with the entrance of the
baritone sax (mm. 208-9) accompanied by the alto and tenor, and retains the original whole-tone

underlay of all its segments. Refer to Example 15.

264 Refer to Example 9.
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EXAMPLE 15: Revue Music: melodic inversion in a group solo of three saxophones RN 21
(mm. 206-7)
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The solo for three saxophones, like the various aforementioned examples of Gubaidulina’s
constructivism, reveals another vital aspect of her musical language: the use of Fibonacci
numbers. The opening members of this sequence (1, 2, 3, 5, and 8), strikingly conspicuous and
often clearly audible, permeate the musical texture on many levels — form-shaping, timbral,
motivic (linear), harmonic (vertical), and more. Others, often hidden from view and
imperceptible to the ear — at least on a conscious level — form the proportional foundation of the
work. Thus, the final segment of this chapter will present the numerical ideas implemented in

Sofia Gubaidulina’s 1976 work.
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Magic Numbers in the Revue Music®®

Valeria Tsenova states that all of Gubaidulina’s works from the beginning of the 1980s up to the

12%% “possess more or less developed numerical ideas.”?®” In light of this undoubtedly well-

presen
informed assertion, the presence of visible Fibonacci numbers scattered throughout the concerto
score serves as a remarkable example of the earliest stages of the composer’s numerical
evolution. What seems extraordinarily astounding is the existence of hidden numbers related to
the application of the Fibonacci sequence in the construction of the entire work’s formal
proportions that were discovered during the current investigation. Yet, upon further reflection,
the astounding nature of this discovery no longer seems surprising or unexpected, especially
when considering Gubaidulina’s lifelong fascination with numbers. With regard to deciphering
her early scores, it can be said that (recasting a famous quote attributed to Galileo Galilei) they
are easy to understand once the key is discovered. After all, the composer herself states that her
“early period (the 1970s) is very difficult for musicologists to talk about,” as during that time,

she was not always able to fully explain the intellectual side of her compositional process.?®

The examples of visible/audible Fibonacci numbers in the score of the Revue Music are

269

manyfold. Starting with general observations, this single-movement (1) concerto,”” comprised

of 8 sections, is based on 5 distinct melodic elements: four prominent themes and various scales.

265 The title of this section bears a reference to the outstanding pioneering research on the subject conducted by a
Russian musicologist Valeria Tsenova (1960-2007).

266 My emphasis.

267 valeria Tsenova, “Magic Numbers in the Music of Sofia Gubaidulina,” Musicology 2 (2002): 254,
https://www.researchgate.net/publication/47368962 Magic_numbers_in_the music_of Sofia Gubaidulina.

268 See Lukomsky, *The Eucharist,” 35.

269 All Fibonacci-related numbers will be presented as bold numerals throughout this portion of the text.
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The latter melodic group forms 3 types of clusters — static, moving, and a combination of both.
Further, the opening theme is based on 5 pitches. In the first two Ripieno Sections, the initially 2-
measure-long ostinato formula (Theme 2) appears in 3 melodic versions (refer to Table 3). The
number of different keys it goes through in the Ripieno-Concertino Combination Section is 8

(refer to Table 3), as is the number of antiphonal exchanges between the jazz and the symphony
orchestras in the same section (RNs 25-9). Furthermore, both Themes 3 and 4 have 3 full

appearances in the concerto. The 8-measure-long Theme 3 is consistently harmonized with 5-
note block chords and appears in combinations of either 2 or 3 timbres: 3 saxophones and 2 jazz
French horns (RN 6 and 15), symphony brass (3 trumpets and 2 trombones), electric organ, and 3
groups of the upper strings (RN 30). In the 3™ and final appearance of Theme 4 in the coda, the
opening motive is repeated 3 times by each of the 2 orchestral groups (jazz and symphony) in
unison (1): the seven trumpets of both the jazz and symphony orchestras in RN 42, and 2 French
horns of the symphony orchestra, doubled by the alto saxophone and 2 brass groups (French

horns and trombones) from the jazz orchestra (RN 43).

Proceeding with more detail-oriented observations, the opening members of the
Fibonacci sequence permeate the organization of the group and single solos with respect to the
number of soloists involved, the type of linear and vertical components of these passages, as well
as the type of irregular and polyrhythmic groupings frequently used by the composer. In
particular, the majority of the group solos feature 3 or 5 usually homogeneous timbres; the
number of pitches in the motivic cells used to create these passages is predominantly 3; the

block-chord sonorities associated with the original Theme 3 and all its variants consist of §
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notes.?’® Five (5) is also the number of parts in the ‘verbal’ canon in RNs 33-6. In addition,

numbers 3 and S appear as the number of timbral layers in the composite or combination
clusters, as well as in the sections featuring the four principal themes. The opening measures of
the concerto present a good case in point. Here, the 3 layers of the orchestral texture are woven
from the woodwinds (2 flutes and 3 clarinets; X 5), percussion (batteries I, IT and III; £ 3), and
the strings (each of the groups is divisi a 3). Next, 5 distinct layers of texture are clearly

distinguishable in the Coda (RNs 42-5). In RN 42, these include: Theme 4 in trumpets; the

descending fifths (5) chordal sequence in the low brass, doubled by piano and electric organ (X 3
timbres); rapidly ascending and descending scalar passages in woodwinds and strings
accompanied by occasional intrusions of two (2) saxophones; and finally, 2 distinct groups of
percussion — symphonic and jazz. Similar five-tiered (5) timbral organization of the above
structural components is utilized in RN 43. The Theme 4 is now carried by French horns, jazz
Trombones and Alto Saxophone (X 3); the instrumentation of the chordal sequence, percussion
and scalar passages in flutes and clarinets remains unchanged. However, the strings transform the

continuously ascending scale into a distinct quasi-thematic element.

The question of Fibonacci numbers in relation to the irregular rhythmic groupings,
whether within single melodic lines or as juxtaposed in multi-layered passages, seems to be a
controversial one. That is to say, the use of triplets, quintuplets, and so on is not an indication of
the composer’s intention to purposefully apply specific numbers from any numerical sequence.
For much of the so-called ‘new music’ since the late nineteenth century, the use of irregular

meters and polyrhythm has opened up multiple possibilities for deviating from the rhythmic

270 Refer to Appendix 7 for specific examples.
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regularity and the predominant ‘squareness’ of the compositional structures in ‘tonal’ music. In
Gubaidulina’s Revue Music we encounter numerous examples of both types. Refer, for instance,
to the previously described solo of xylophone in RN 4 (Example 10), which demonstrates the
avoidance of rhythmic regularity within a square 8-measure frame and ends with an accelerated
passage of irregular rhythmic groupings (3:2 and 14:8). Similar procedures are used in the group
solo of the upper strings (RN 5), three symphony trumpets (RN 13), four jazz trumpets (RN 20),
and so on. The characteristic accelerated endings in triplets (3), quintuplets (5), and octuplets (8)

appear in the endings of both single and group solos (e.g., flute I, RN 10; four jazz trumpets, RN
20; alto saxophone, RN 25; trumpet I, RN 29, mm. 262-3). They also occur in both square (4 or

8 measures) and non-square-long passages.?’* Along with other examples of rhythmic periodicity
and its avoidance, they evince the opening numbers of the Fibonacci series. However, it remains
equally true that all of the above observations regarding these numbers have been based on

certain informed assumptions.?’2

In the final section of this chapter dealing with Fibonacci numbers, these assumptions are
supported with concrete evidence from Sofia Gubaidulina herself. Consequently, it can be said
with absolute certainty that the metronome markings — and thus the formal proportions of the

Concerto for Two Orchestras (1976) — were adjusted in its 1995 renamed version (Revue Music)

271 For more examples refer to Appendix 7, the Length in Measures column.

272 One of such seemingly valid and doubtlessly amusing observations is presented by Valeria Tsenova. It concerns
Beethoven’s “super-cycle” of String Trios op. 3 and op.9. Tsenova notes that the sum of sharps and flats in the key
signatures of these two opuses create a ratio of 6:3 or 2:1. The same ratio (2:1) exists with regard to the number of
movements in the corresponding opuses. (NB: op. 3 is in Eb major and consists of six movements; op. 9 includes
three four-movement trios in G major, D major and C minor). The author concludes: “It is unlikely that such
manipulation with number three happened by chance.” The immediate and inevitable query that may arise is: “Was
it a fortunate stroke of serendipity, or wasn’t it?”” Or perhaps, one shall find what one seeks? In all likelihood, this
question is bound to remain unanswered. See Tsenova, “Magic Numbers” (2000), 47.
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to approximate the Golden Section at the point of the work’s conceptual climax. It arrives at the
point of the striking return of the material of introduction (RN 33). Opening with a fortissimo
strike of timpani and tamtam, it immediately transitions into the mysterious softness of chimes
and human voices — both singing and whispering. The conceptual substance of this soft climax is

amplified by the presence of the composer’s own symbolic number — 48, which corresponds to

the revised metronome marking of this episode (J. =48). Incidentally, it represents the

composer’s name, Sofia, in its gematria version.?’® Thus, in the midst of the unfolding drama
concertante, the impassioned return of Gubaidulina’s most cherished contemplative inner self
gives us another example of the teleological directionality of the composer’s “binary

oppositions,” the core of her compositional philosophy of the 1970s.

The precise point of the Golden Section can be mathematically determined by using the
revised tempo indications in the 1995 version of the score. As the work consists of both
unmeasured and measured sections (the latter containing changing time signatures and
metronome markings), simply counting the bars will not suffice.?’* However, reducing all
composer-notated units of time to an absolute unit or microbeat and performing the calculation
based on these values yields a number that closely approaches the divine proportion. Adopting

275

Valeria Tsenova’s methodology,”’” the calculation of the absolute length of the work and its

proportions is performed as follows:

213 Assigning numerical values to the letters of the alphabet that make up the name “Sofia’ results in
48=18+14+6+9+1.

274 An attempt at such a calculation, involving the division of the length of the greater part (175 measures) by the
smaller (69 measures) and comparing it to the ratio of the total number of bars (344) to the larger segment (175),
results in a complete fiasco.

275 Tsenova (2000), 93.
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1) The value of a microbeat is calculated by dividing the number of seconds in a minute (60)
by the number of beats per minute; e.g., 60-48=1.25 or 60-96=0.625.
2) In measured sections, the total number of beats is multiplied by the value of the

corresponding microbeat to establish the absolute time value of the pertinent section; e.g.,
the absolute time value of the Introduction (mm. 1-11) is 41.25 microbeats
(1.25%33=41.25).

3) In unmeasured sections, the indicated time in seconds is divided by the value of the

microbeat; e.g., 45+1.25=36

The following scheme depicts lengths of the Concerto sections in absolute values, rounded to the
nearest tenth. The Golden Section at the point of return of the Introduction is thus approximated
by dividing the length of the whole piece by the length of the larger portion (sections 1 to 6) —
648.6+403.8=1.61, as well as by dividing the length of the larger section by that of the smaller

one — 403.8+244.8=1.65.

FIGURE 7: Review Music: the length of sections in microbeats and the resultant proportions

Section 1 2 3 4 5 6 7 8
Number of  41.3 80 22.5 80 375 142.5 182.3 62.5
microbeats

¥ 403.8 > 244.8

2 648.6
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Table 6 provides detailed calculations that establish the correlation between varying time
signatures, the number of bars and beats in measured sections, the time in seconds in unmeasured

sections, and the corresponding microbeat value of each segment.
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TABLE 6: Review Music: recasting the Concerto’s time values into the absolute values of microbeats

Orchestras

3/4 4 =72

Section Section name RN | Number of Time signature and Value of Number of Number of
number bars M.M. a microbeat beats microbeats
1 Introduction N/A 11 9/8 J. =48 1.25 33 41.25
2 Ripieno 1 1-7 64 214 ) =96 0.625 128 80
3 Concertino 1 8 18 o/4 ) =96 0.625 36 22.5
4 Ripieno 2 9-16 64 o/a J =96 0.625 128 80
5 Concertino 2 17-19 30 o/a | =96 0.625 60 37.5
6 Ripieno- 20-32 88 _ B 0.625 72 45

Concertino [36+52] 2/4 J =96 (RNs 20-3)
Combination (3) 3/4 J =96 (RNs 24-32) 0.625 156 975
7 Introduction 33-36 23 9/8 J. = 48 (RNs 33-6) 1.25 69 86.25
Return )
and . 37-41 | 21 | 3/44=48 (RN 37) 1.25 36 45
Semi-aleatoric [12+(3)+6]
Episode Time indicated in 1.25 N/A 36
seconds (RN 38-40):
10+20+15=45
3/4 d =72 (RN 41) 0.833 18 15
8 Coda/Tutti of Two | 42-46 25 0.833 75 62.48
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It should be noted, however, that since no sketches or drafts of Revue Music exist, there
is no documentary evidence to confirm that the method presented above for calculating the
Golden Mean is identical to that employed by the composer. Yet the numbers speak for
themselves, offering us a glimpse into one of Gubaidulina’s early endeavors to “arrange all
things in good number and measure.”?’® Moreover, the concerto as a fragment of her musical
universe “ordered in a mathematically satisfying way,” appears to carry “upon it the ‘signature’
of its creator.”?’” Sofia’s number (48) unites the entire work, as the remaining tempo indications
in the score can be factored using her first name: 96=48%2 and 72=48+(48+2). This
amalgamation of the constructive and the symbolic, as the fundamental principles of
Gubaidulina’s creative process, has undoubtedly been formed and tested since the early 1970s
and verbalized by the composer in various interviews. One of the earliest examples of such
testimonies is a letter she wrote to Victor Suslin in October 1982. Characterizing the work of the
fellow Moscow composer Vyacheslav Artyomov, she writes: “[It is] a very pleasant thing in the
so-called relaxed style. Extremely enjoyable to listen to, even though I kept thinking that in this
style it would be nice to have something tougher inside, for example, a strict design or some sort
of compositional idea. Well, if, at the same time, it also turned out to be a symbol?’® of something

else, then what? Then I would be delighted.”?"®

276 Wisdom of Solomon 11:20. Apocrypha.

217 Copernicus’ and Kepler’s citations as quoted in Christopher Butler, “Numerological Thought,” Silent Poetry:
Essays in Numerological Analysis, ed. Alastair Fowler (Routledge and K. Paul, 1976), 16.

278 Qur emphasis.

279 Payl Sacher Foundation (Basel). Sofia Gubaidulina Collection. Correspondence. Letter to Viktor Suslin.

137



CHAPTER THREE

Analytical Etude No. 2:
Concerto for Viola and Orchestra

The last page of Gubaidulina’s autograph score of Concerto for Viola and Orchestra, published
by Schirmer in 1997, indicates its place and date of completion as Appen, 2.12.96 (December 2,
1996).28° Less than five months later, this substantial work receives its world premiere by the
acclaimed Chicago Symphony Orchestra with Yuri Bashmet as soloist. The prompt delivery of a
live performance was not surprising. By the mid-1990s, Gubaidulina, who had accepted many
distinguished international awards and was considered one of the most important living
composers,?®! undertook multiple, often years-ahead planned commissions from leading soloists,
ensembles and orchestras.?®? Her 1996 Viola Concerto was one of them. Commissioned for the
Chicago Symphony Orchestra by the Mrs. H. C. Smith Commissioning Fund, the concerto was
premiered on April 17, 1997, by Yuri Bashmet — the Russian violist and concerto dedicatee —
playing under the baton of the CSO guest conductor Kent Nagano. Like Nagano, the forty-four-

year-old Bashmet was making his subscription-series debut at the Chicago Orchestra Hall, one of

280 I all her manuscripts, the composer uses the traditional Russian date and time notation format, which places the
numbers in day/month/year (DMY) order.

281 Among them are Koussevitzky International Record Award (1987), Prix de Monaco (1989), Premio Franco
Abbiato (1991), Heidelberger Kunstlerinnenpreis (1991), Ludwig Spohr Prize of the City of Brunswick (1995), et al.

282 An impressive list of Gubaidulina’s commissions of the early- to the mid-90s includes large orchestral and
concerted works, such as: Alleluja (1990) by Berliner Festspiele; Aus dem Stundenbuch (1991) by Helsinki Festival,
dedicated to Vladimir Tonkha; And: The Festivities at Their Height (1993) by Festival de Musica de Canarias,
dedicated to David Geringas; Zeitgestalten (1994) by the City of Birmingham Symphony Orchestra, dedicated to
Simon Rattle; and Music for Flute, Strings and Percussion (1994) by Radio France for the music festival ‘Présences
95,” dedicated to Pierre-Yves Artaud. Among the chamber music commissions are: ...Early in the Morning, Right
Before Waking... (1993), dedicated to Kazue Sawai and her Koto Ensemble; In Erwartung (1994) by Svenska
Rikskonserter and dedicated to the Raschér Quartet and the Kroumata Ensemble; and Impromptu (1996) by
Ko6InMusik for the ‘Schubert Anniversary Year 1997,” dedicated to Irena Grafenauer and Gidon Kremer.
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the best and most prestigious concert venues in the United States.?®® Immediately after the
premiere, both musicians, recognizing the technical and interpretational challenges of the work,
appeared to be both satisfied and relieved.?®* In 2015, Chicago-based journalist Lester Jacobson,
apparently recalling the conversations with his former viola teacher Milton Preves (at the time,
the retired principal violist of the CSO), remarks that during the rehearsals some of the orchestra
members were neither receptive nor enthralled by Gubaidulina’s music, calling it the “latest viola
joke.”?®® The composer, who was in attendance at the premiere, seemed to be pleased with the
result, however, and enjoyed, according to von Rhein, the “warmly positive reaction” of the
audience.?® Also pleased were the city’s main music critic and the CSO’s president, Henry
Fogel. The former called the concerto “a masterpiece of the late twentieth-century — a major

addition to the all-too-slim repertory of modern viola concertos.”?®’ The latter hailed

283 Refer to the concert review by a distinguished classical music critic of The Chicago Tribune, John von Rhein,
“Chicago Symphony: Gubaidulina Viola Concerto (premiere): The Record Connoisseur’s Magazine,” American
Record Guide 60, no. 4, Music and Performing Arts Collection (July/August 1997): 44,
https://www.proguest.com/docview/223404856?parentSessionld=3h1akQ%2BmIKSnD1hM3%2FWLVICYPi2RIsU
ch5kbDFhpeUQ%3D&pg-origsite=primo&accountid=15182.

284 Bashmet, for instance, confessed that Gubaidulina’s concerto was a “difficult piece” and that he was “a little
nervous” because of a lack of practice due to the numerous performing engagements. See Lester Jacobson,
“Bashmet Premieres New Viola Concerto by Gubaidulina,” Journal of the American Viola Society 13, no. 2 (1997):
73, https://americanviolasociety.org/wp-content/uploads/2022/02/JAVS-13.2.pdf.

Nagano described the special challenges of conducting Gubaidulina’s work as those relating to the composer’s “very
personal aesthetic and understanding of how her music should sound.” “Sofia Gubaidulina: Her Life and Music: Her
Collaborations,” Boosey and Hawkes, March 2020. Accessible online at https://www.boosey.com/cr/news/Sofia-
Gubaidulina-Her-Life-and
Music/101560#:~:text=Kent%20Nagano%20describes%20conducting%20Gubaidulina%27s,carefully%20is%20a%
20special%20challenge.%22.

285 Jacobson, “Bashmet Premieres New Viola Concerto,” 73.
288 Von Rhein, “Chicago Symphony: Gubaidulina Viola Concerto,” 44.

287\/on Rhein, 44.
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Gubaidulina’s work as “deeply moving, extremely dramatic and virtuosic [...]; a major addition

to the viola repertoire.”2%8

A few days after the Chicago premiere, the work was presented in Boston where Bashmet
played it with the Boston Symphony Orchestra conducted by Bernard Haitink.?®® In July of that
year, the concerto’s European premiere took place at the BBC Proms concert at the Royal Albert
Hall in London. Playing with Nagano once again, Bashmet’s rendering of Gubaidulina’s score
was welcomed as “moving and impressive.”?*° Following many other North American and
European performances, the Russian premiere of the Viola Concerto at the concert hall of the
freshly rebuilt Moscow Cathedral of Christ the Saviour was aptly timed to celebrate
Gubaidulina’s 70™ anniversary. In a renascent Muscovite fashion of the early aughts, the grand
show at the symbolic temple of national glory with Bashmet and Valery Gergiev, conducting the
Mariinsky Theatre Orchestra, was likely deemed very fitting for the composer, who was declared

a Russian national treasure?®! (albeit far removed from her no longer existing homeland [USSR]

288 Jacobson, 73.

289 Refer to the BSO archives: Performance History Search at
https://archives.bso.org/Search.aspx?searchType=Performance&StartTime=04/23/1997&EndTime=04/23/1997.
Also mentioned in Kurtz, 237.

29 See Annette Morreau, “Proms: Gubaidulina Viola Concerto, European premiere Royal Albert Hall, London/
Radio 3,” The Independent, July 30, 1997, para 4, https://www.independent.co.uk/arts-entertainment/proms-
gubaidulina-viola-concerto-european-premiere-royal-albert-hall-london-radio-3-1253447.html.

291 The official website of the Kremlin contains the text of a telegram (dated October 24, 2001) from the newly-
elected Russian President, Vladimir Putin, congratulating the composer on her 70" birthday (in Russian). Accessible
online at http://www.kremlin.ru/events/president/news/40547.

As it happens, prior to the full-scale military invasion of Ukraine on February 24, 2022, Gubaidulina had expressed
a rather disconcerting (for a composer residing in Germany since 1991) appreciation for Putin and his politics. For
instance, in her 2017 interview for the pro-Putin Russian World Foundation (Russkiy Mir), Gubaidulina’s narrative
revolves around one of the main postulates of Russian propaganda, namely, the depreciation of Western cultural
values. She says, for instance: “In most recent events, Russia offered alimentary aid to Eastern Ukraine so that
people there wouldn’t die of hunger. I think this fact will be recorded in the annals of history: a state forbids giving a
piece of bread to the hungry. This is a fact that one cannot imagine, and this follows from a doctrine that considers
itself to be devoted to Western values. And are those Western values? Then, | have great doubt about Western
values [...]. And when a truce is offered by the Russian president, no less, and this is happening, there is at least
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as she had emigrated to Germany nearly a decade earlier).?%? In the 2000 interview with Michael
Kurtz, the soloist of this truly remarkable artistic duo which delivered several European
premieres of Gubaidulina’s new work prior to its Moscow performance, acknowledged that he
enjoyed immensely his collaboration since Gergiev “has the same fire, the same “wild”
temperament” and has been tremendously gifted in finding “something new in her
[Gubaidulina’s] music that he [Gergiev] or she likes to bring out.”?®® Today it is pertinent to note
that owing to Bashmet’s and Gergiev’s wild temperaments or, more likely, because of their
tremendous giftedness in the collaborative performance with Putin’s regime, their artistic
activities undertaken within the first two decades of the new millennium have become yet

another example of a harmonious blending of musical genius and villainy.?®* Be that as it may, in

hope... In response we are seeing another round of stricter sanctions.” See Sofia Gubaidulina, “I Care about
Universal Human Values, Not Eastern or Western Values,” Russkiy Mir Foundation December 23, 2017,
https://russkiymir.ru/en/publications/235491/.

It must be noted, however, that since the early 2000s, the composer has experienced a series of personal losses (the
death of her daughter in 2004, her husband in 2006, and her close friend Viktor Suslin in 2012). These events left
her extremely vulnerable and, perhaps, naively susceptible to the material world around her. Much of her sentiment
in this interview mirrors the long-standing dictums of Russian state propaganda, emphasizing conservative values,
nostalgia for the empire, a distinction between Russia and the West, and outlining Russia’s ‘special path.’

22 Incidentally, the year 2001 also marked the 70" anniversary of the infamous 1931 demolition of the very same
cathedral by the Soviet Stalinist regime. For the brief history of the Moscow Cathedral of Christ the Saviour refer to
Kathleen E. Smith, “An Old Cathedral for a New Russia: The Symbolic Politics of the Reconstituted Church of Christ the
Saviour,” Religion, State & Society 25, no. 2 (1997): 163-75,
https://www.tandfonline.com/doi/abs/10.1080/09637499708431774.

2% Kurtz, 237.

2% For more information on this issue, refer to the Alexei Navalny’s team video investigation (“Conductor of Putin’s
War”) into the life and financial crimes of Valery Gergiev, Vladimir Putin’s cultural ambassador. Available online (in
Russian, with English subtitles) at https://youtu.be/g9BOyC37JGU. The latest Anglophone article on the subject
published by Alex Ross in New Yorker magazine also provides multiple video links including those related to
Gergiev/Bashmet campaign ads for Putin 2012 re-election. See Alex Ross, “Valery Gergiev and the Nightmare of Music
Under Putin,” The New Yorker, March 3, 2022, https://www.newyorker.com/culture/cultural-comment/valery-gergiev-
and-the-nightmare-of-music-under-putin.

The 2014 blog by Peter Culshaw is one of more informal sources presenting the subject matter that has been covered
intermittently in the international social media during the last two decades. See Peter Culshaw, “VVodka, Groupies, and
Private Jets: Partying with Classical Musicians is Cooler than Hanging Out with Rock Stars,” Noisey: Music by Vice,
October 6, 2014, https://www.vice.com/en/article/rk4ge6/vodka-groupies-and-private-jets-why-classical-musicians-are-
more-hardcore-than-rock-stars.

On December 1, 2023 Mr. Gergiev has been appointed General Director of Moscow’s Bolshoi Theatre and the co-
chairman of the Union of Theatre Workers of Russian Federation. Currently, he holds these positions alongside his current
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the year 2002, the two charismatic maestros sans frontieres, who seemed to be doing everything,

everywhere all at once,?® produced their first record with the Deutsche Grammophon label.

It featured two viola concertos dedicated to Bashmet — Styx (1999) by Giya Kancheli and Sofia

Gubaidulina’s Concerto for Viola and Orchestra.

In recent decades, Gubaidulina’s concerto has been gaining ground in popularity among
the new generation of talented violists born in the 1970s. Among them are a British musician
Lawrence Power (b. 1977) and a French virtuoso Antoine Tamestit (b. 1979). Both of them made
the work part of their standard repertoire. Owing to their outstanding musicianship and technical
brilliance, Gubaidulina’s viola masterpiece has remained enthusiastically received by the

audiences in the US, Great Britain, Sweden, Spain, Germany, et al.?%¢ In 2015, the second

role as the General Director of another Russia’s biggest ballet and opera theatre, the Mariinsky in St Petersburg. Refer to
the Bolshoi Theatre official website at https://bolshoi.ru/en/news/obyavleniya/6664-appointment-2023-12.

2% 1n 2002, numerous articles and journalistic press releases in Russia and in the West marveled at the prodigious energy
level and the exceptional musicianship of maestro Bashmet. At the time, he was holding a full-time professorship at the
Moscow Conservatory and participated in many prestigious classical music festivals such as the 45" Festival Casals in San
Juan, Puerto Rico (June, 2001) or Verbier Festival in Switzerland (July, 2002). In addition, he actively toured in Russia
and abroad, performing to sold-out audiences with world’s best orchestras and conductors (e.g., 2002 Carnegie Hall,
London Philharmonic with Kurt Masur). At the same time, he was conducting and playing as a soloist with two of his
orchestras: the Moscow Soloists Chamber Orchestra and the New Russia State Symphony Orchestra. Furthermore, he
taught numerous viola masterclasses and recorded programs broadcasted by Russian television. See, for instance, the link
to Bashmet’s 2002 masterclass (in Russian) at the Gnessin Moscow Special School of Music on the Kultura TV channel:
https://youtu.be/7Ec5L8zVIfA. The year 2002 also brought Yuri Bashmet the Order of “Merit to the Fatherland III Class”
from the President of Russia as well as an appointment to the Presidential Council for Culture and Art. The Kremlin
website provides fifty-one search results of the maestro’s official interactions with Putin’s regime. See
http://www.kremlin.ru/search?query=%D0%91%D0%B0%D1%88%D0%BC%D0%B5%D1%82.

In March of 2014, Bashmet’s alma mater, the Lysenko Lviv National Music Academy stripped him of the title of honorary
professor after his signing of an open letter supporting Russia’s annexation of Crimea. On June 12, 2022 (Russia Day),
i.e., less than four months after the beginning of the Russo-Ukrainian War, Yuri Bashmet was awarded the Gold Medal of
the Hero of Labor by Vladimir Putin at St. George’s Hall of the Grand Kremlin Palace. See
http://www.kremlin.ru/events/president/news/68650/photos

Currently, all major concert halls around the world have cancelled Bashmet’s (and Gergiev’s) performances; both men are
under EU sanctions. Refer to https://acf.international/acf-media/Contributors to the war pdf LnBD36C.pdf

2% During the 2017/2018 concert season, Powers, for instance, played it with at Berwaldhallen with the Swedish Radio
Symphony Orchestra as well as with the BBC Philharmonic at Salford (UK). His performance with Orquestra Simfonica
de Barcelona i Nacional de Catalunya is available on YouTube at https://youtu.be/kBj25KJpmUU
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commercial recording of the concerto was released by the EMCD label featuring Antoine
Tamestit and the Junge Deutsche Philharmonie conducted by Jonathan Nott.?%” Tamestit’s most
recent performances include those at the Concertgebouw, Amsterdam, Netherlands (April 24, 25,
and 28, 2024),%%8 as well as at the Lincoln Center for the Performing Arts on May 24, 2024. The
violist performed under the baton of the current music director of the New York Philharmonic,
Jaap van Zweden.?®® Lawrence Power delivered Gubaidulina’s work on February 23, 2024 at the
Herkulessaal der Residenz, Miinchen, Germany with the Symphonieorchester des Bayerischen
Rundfunks, led by a young British conductor, Duncan Ward (b. 1989).3%

Presently, despite ongoing interest in Gubaidulina’s Viola Concerto from the viola
virtuosos and concert-goers alike, the work has not yet been given due consideration in
international musicological discourse. Aside from occasional brief mentions, predominantly in
DMA dissertations written by viola players,®*! the only article that attempts to provide a formal
structural analysis was published in 2017 by Irina Basharova (in Russian).3’? Basharova’s paper

is somewhat based on the composer’s own annotation to the concerto written in 1996 and

27 This recording is currently available on YouTube at https://youtu.be/tklvXU6Ibng.

298 Refer to the Boosey & Hawkes official website: https://www.boosey.com/cr/calendar/perf results?musicid=15298.

299 Refer to the New York Philharmonic 2023/2024 events at https://nyphil.org/about-us/artists/antoine-
tamestit#upcoming-2223-performances.

300 Refer to the Boosey & Hawkes official website:
https://www.boosey.com/cr/calendar/perf results?musicid=15298.

301 See, for instance, Jordan Warmath, “The Contemporary Revolution — Evolution of Viola Repertoire” (DMA
diss., University of California, Santa Barbara, 2017),
https://escholarship.org/content/qt8whb9Ix9rw/qt8wb9x9rw_noSplash_38660928306609fdacccfb33eaffd4ae.pdf.

302 See Irina Basharova, “Konzert dlya al’ta s orkestrom Sofii Gubaidulinoi: ot konzepzii mikrotonov k zvukoobrazu

mira” [Sofia Gubaidulina’s Concerto for Viola and Orchestra: from the Concept of Microtones to the Sound Image
of the World], Music Academy] 4 (2017): 32-39, https://mus.academy/articles/kontsert-dlya-alta-s-orkestrom-sofii-
gubaidulinoi-ot-kontseptsii-mikrotonov-k-zvukoobrazu-mira?ysclid=margsmkvag478617515.
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published in the second edition of Valentina Kholopova’s monograph.®® To amend any

ambiguities of multiple abridged versions of English translations available online, the original

text (in Russian) and its translation are presented below.

Konuepm ona anvma c opkecmpom (1996)

CounHeHHe NOCBSAIIEHO BEIUKOMY albTUCTY
Hamero Bpemenu — IOputo bammery. McnonsuTento,
KOTOpBIi 001a1aeT yIMBUTEIBHBIM OOTaTCTBOM KPacoK
U TPOMAaJIHBIM AHANIa30HOM SMOLMOHAIBHBIX
COCTOSIHUI — OT KpaiftHel ’KcTpeccuu 10 rrybouaiiieit
MHCTHKH 3BYyKa.

Ho counncune IIOCBAIIAJIOCH HE TOJBKO
HCIHOJJHHUTECIIIO, HO U €0 MHCTPYMCHTY.

Oco0ast TAMHCTBEHHOCTh U TPUTITYIIIEHHOCTh
TeMOpa ajpTa Bceraa ObLia s MEeHS HeKoei
aKyCTHYECKOM 3arajikoil 1 mpeaMeToM BOCTOpra.
NMeHHO 3TO CBOMCTBO ajibTa MOOYAMIO MEHS
BKJIIOUUTH B UCIIOJHUTEIbCKUN COCTAB €Ul OUH
MePCOHaX, KOTOPBIHA cO31aBaj Obl OTIMYHOE OT
OPKECTPOBOI0, COBEPLICHHO APYTO€ 3ByKOBOE
IIPOCTPAHCTBO — COJMPYIOLIMN CTPYHHBIN KBapTeT,
HACTPOCHHEIH Ha Y4 TOHA HIKE, C TeM, YTOOBI
COJIUPYIOLLMH aJIbT MOT BPEMsI OT BPEMEHHU
MOrpY>KaThCsl B TEHb 3TOTO0 BTOPOI'O MPOCTPAHCTBA U
3aTeM BHOBB BO3BpAIIaThCs K 00JIee CBETIOMY (TO €CTh
HACTPOEHHOMY Ha %4 TOHA BBIIIC) TIPOCTPAHCTBY
OpKecTpa: Iepexo]l U3 OAHOTO0, Kak ObI peasbHOro
IIPOCTPAHCTBA, B APYTrO€ — BUPTYAIBHOE.

Jis aTOTO 5 BEIOpasa OueHb MPOCThIE
HMHTEPBAJIbHBIE COOTHOLICHUS: MaJlasi CEKyH/Ia B OJHOM
U3 3THX IIPOCTPAHCTB IPEBpaIaeTCs B OOJIBIIYIO
CEeKYH]y B IpyrOM IIPH NPOTHUBOIOIOKHOM JIBIKEHUHT
TOJIOCOB Ha %4 TOHA; OOJIbIIAs CEKYH/a IPEeBpaIaeTcs
B MaJIyIO TEPIHIO; Majias TepIHs — B OOJBIIYIO
TEPIHIO; TPUTOH — B YHUCTYIO KBHHTY.

OTO0 COeJMHEHUE UHTEPBAIBHBIX Map
MMPUBOAXUT MY3BIKAJIbHYIO TKaHb OPKECTpa B
BUOpHpYIOIIEE, MHOT/Ia B MEPIIAIOIIEE, & MHOT 1A B
OTHEHHOE cocTostHue. Y Kak ciiecTBHe 3TOW BUOpanun
BO3HHKAET OIIpe/esIeHHas pUTMUIecKas Gpurypa,
KOTOpast 3aTeM HECKOJIBKO pa3 MOBTOPSIETCS U
OTYJICHSIET paz/ielbl GOpMBI: BCTYIUICHHE, IBOHHAS

303 Kholopova (2008), 316.

Concerto for Viola and Orchestra (1996)

The composition is dedicated to the great
violist of our times — Yuri Bashmet, a performer who
possesses an astonishing richness of colours and an
enormous range of emotional states — from extreme
expression to the most profound mysticism of sound.

However, this work was dedicated not only to
the performer, but also to his instrument.

The peculiar mysteriousness and hushed
quality of the viola’s timbre has always been
something of an acoustic enigma to me, and an object
of delight. It was precisely this attribute of the viola
that led me to include one additional personage in the
list of instruments that would create a contrasting and
completely different sound dimension from that of the
orchestra — a solo string quartet tuned a ¥ tone lower.
Every now and then, this allows the solo viola to slip
into the shadow of this second dimension and then, to
return once again to the brighter dimension of the
orchestra (i.e., the one tuned a % tone higher): the
transition from one, real dimension, as it were to
another — virtual one.

To accomplish this, | chose very simple
intervallic relationships: a minor second in one of these
dimensions transforms into a major second as the two
parts move ¥ tone in contrary motion; a major second,
thus, turns into a minor third; a minor third —into a
major third; a tritone — into a perfect fifth.

This combination of intervallic pairs brings
the orchestral texture into a state of vibration which
sometimes resembles shimmering and sometimes a
bright flame. As a result of this vibration, a distinct
rhythmic figure emerges; it then repeats itself several
times and delineates the sections of the form:
introduction, double exposition, development
(consisting of 3 episodes), and coda. There are seven
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Another peculiar piece of information coming from the composer herself concerns the addition
of three Wagner tubas to the instrumentation of the concerto. In her pre-concert talk preceding
the Chicago premiere,** Gubaidulina noted that she had been keenly aware of the superb quality
of the CSO’s brass section and took the opportunity to explore new timbral combinations.3% An

impressive list of brass instruments utilized in the concerto includes three French horns in F

doubling three Wagner tubas (the first and second playing two tenor tubas in Bb, the third

playing bass tuba in F), three trumpets (the first and second in Bb, the third in Eb), two

trombones, bass trombone, and contrabass tuba. Equally large is the concerto’s percussion
section. It requires five percussionists to play eleven instruments.% The otherwise standard
woodwind section prominently features another of Gubaidulina’s favored instrumental timbres:
the flute. In addition to three standard flutes and piccolo, the score calls for the alto and bass

flutes.®%” The keyboard section of the Viola Concerto presents yet another of Gubaidulina’s best-

304 Mentioned in Kurtz, 236.

305 |t appears that the timbre of Wagner tubas became one of the composer’s favorites after their initial usage in the
Viola Concerto. She utilized both tenor and bass varieties of the instrument in many concerted and orchestral works
written after 1996; e.g., three Wagner tubas in Johannes-Passion (2000) and Johannes-Ostern (2001), The Rider on
the White Horse (2002), the second Violin Concerto In Tempus Praesens (2007); two Wagner tubas in the Glorious
Percussion concerto (2008); four Wagner tubas in O Komm, Heiliger Geist (2015), Uber Liebe und Hass
(2015/2018), and in Der Zorn Gottes (2019).

308 The percussion instruments listed on the Instrumentation page of the score include timpani, bass drum, suspended
cymbals, tam-tam, vibraphone, marimba, xylophone, tubular bells, glockenspiel, crotales and finger cymbals.

307 Various non-standard flutes have attracted Gubaidulina’s attention since the 1970s. Among her works including
this type of instruments are Quartet for Four Flutes (1977); her first flute concerto Music for Flute, Strings and
Percussion (1994); Impromptu (1996); concerto for two violas Two Paths (1998); koto concerto Im Schatten des
Baumes (1998); Feast During a Plague (2005); Warum? (2014) et al.
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loved timbral combinations, that is piano, celesta, and cembalo (amplified).2®® Remarkably, the
addition of the scordatura string quartet®® to the strings section of the score marks the
composer’s first extensive use of microtonality in an orchestral work.%!? Further, Gubaidulina’s
idea of a dramatic interplay between the ‘light’ and the ‘shadow’ or the ‘real’ and ‘virtual’
dimensions, perceived as symbiotically interrelated through the use of 24-tone equal
temperament, is very similar to that of a mastermind behind this manifold artistic quest — Sofia’s
close friend and colleague, Victor Suslin.®!* With regard to the microtonal conception of the
Viola Concerto, the importance of the Gubaidulina-Suslin connection cannot be overstated. The
first sketches®!? of the work were created soon after her emigration to Germany where she and
Suslin became neighbours in Appen-Unterglinde, a small village near Hamburg.®'® One can say
that Gubaidulina’s juxtaposition of microtonal ‘shadow’ and twelve-tone ‘light’ originates from
Victor Suslin’s symbolic “[wandering] around in a ‘diatonic land beyond the looking-glass’,

before returning to our ‘sinful’, well-tempered earth” in his Grenzibertritt [Crossing Beyond] for

308 The composer used this keyboard “trio” in Stuffen (1972/1986/1992); Pro et Contra (1989); Alleluja (1990); both
the second and the third cello concertos: Aus dem Stundenbuch (1991) and And: The Festivities at Their Height
(1993); her second flute concerto The Deceitful Face of Hope and of Despair (2005); and her third violin concerto In
Tempus Praesens (2007).

309 The quartet is unconventionally scored for violin, viola, cello, and double bass.

310 Several of Gubaidulina’s works written in the 1990s and beyond feature comprehensive symbolic plots based on
the relationship between the 12-tone and 24-tone musical space; e.g., Music for Flute Strings and Percussion (1994);
Quaternion for four cellos (1996), koto concerto Im Schatten des Baumes (1998); Risonanza for three trumpets, four
trombones, organ, and six string instruments (2001). Among other examples are a brief episode of retuning the
cello’s C string in Sonnengesang (1997) and piano scordatura in the Fantasia on the Theme of S-H-E-A (2008) for
two pianos (Piano Il is pitched a quarter-tone lower than Piano ).

311 See Valentina Kholopova, “Muzyka Sofii Gubaidulinoi: mikrotony vysotnosti i velichie smysla” [Sofia
Gubaidulina’s Music: Concept of Microtones and Greatness of Meaning], Muzykal 'naya Akademiya [Music
Academy] 2 (2005): 34-40, https://mus.academy/articles/muzyka-sofii-gubaidulinoi-mikrotony-vysotnosti-i-velichie-
smysla?ysclid=marh9b90xj987335775.

312 paul Sacher Stiftung (Basel). Sofia Gubaidulina Collection. Concerto for Viola and Orchestra. Drafts.

813 Kurtz, 222.
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viola, cello, and double bass, composed in 1990.3'* With regard to re-inventing the ‘traditional’
Classical/Romantic concerto form in the Viola Concerto (1996), Suslin’s ‘crossing beyond’ is
transformed by Gubaidulina into a convergence of the ‘light’ and the ‘shadow.” Realized as a
combination of intervallic pairs in which smaller intervals become a semitone larger as a result
of their quarter-tone expansion in opposite directions, this merger, in the composer’s terms, is
accompanied by a “distinct rhythmic figure” that serves as a divider amongst the seven sections
of the work. To map out these sections, the following portion of the text aims, firstly, to detect
the areas of “shimmering” or/and “fire” accompanied by corresponding intervallic
transformations; and secondly, to identify the recurring “rhythmic figure” delineating these

sections.

Formal Design of the Concerto for Viola and Orchestra (1996)

The analysis of the score, confirmed by the markings in Gubaidulina’s compositional drafts,3°
reveals the delineation of the sections as follows:
FIGURE 8: Delineation of the Viola Concerto sections
Form as
identified Introduction Double Exposition Development Coda
by the
composer
Section 1 2 3 4 5 6 7
Number
Section Introduction | Orchestral Solo Episode 1 | Episode 2 | Episode 3 Coda
name Exposition | Exposition

314 Refer to Suslin’s description of his work as cited in Tatjana Frumkis, “Across the Borders” (BIS Records AB
2146, 2014): 7. Compact disc, liner notes, https://www.eclassical.com/shop/17115/art80/4866880-1fbe05-BIS-

2146 booklet.pdf.
The recording of Suslin’s Grenzilbertritt can be accessed on YouTube at https://youtu.be/ 0061 KyyTI.

315 paul Sacher Foundation (Basel). Sofia Gubaidulina Collection. Concerto for Viola and Orchestra. Drafts.
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Composer’s N/A Episode 1 | Episode 2 | Episode 3 | Episode 4 | Episode5 | “Kontsovka”
marking in (Ending)
the drafts
Rehearsal | UptoRN1 | RNs2-18 | RNs19-33 | RNs34- | RNs54- RNs 94— | RN 149-54
Number 53 93 148
(RN)

The first example of the convergence of ‘light” and ‘shadow’ presents itself at the end of
the Introduction. The solo viola’s soft trill-like repetition of the high overtones of D and Eb

(minor second) becomes slightly agitated in the first measure of RN 1, even as tremolando and a
slow glissando from one overtone to the next is accompanied by both crescendo and a gradual
movement of the bow to the bridge. At its loudest point (RN 1, m. 2), the viola’s ‘light” meets
the ‘shadow’ when the sfp tremolo of a major second (*D -*E)3¢ appears in the same register in
the harmonics of the violin and viola of the scordatura string quartet. As noted by several
Gubaidulina scholars,®!’ such a change of the sound production method in the strings (from
ordinario to sul ponticello) has often been associated with a certain symbolic gesture. The
physical repositioning of the bow (nearing the bridge, that is, literally, a place of crossing from

one area to another) becomes, in Gubaidulina’s musical terms, the locus of acoustic slipping into

316 The asterisk symbol is used to indicate the scordatura pitches.

317 See, for example, Valentina Kholopova, “Symbolik in der Musik Sofia Gubaidulinas,” in Symbol die Suche nach
dem Spirituellen in der sinnlichen Erscheinung. Dornach, Switzerland: Sonderbeilage der Wochenschrift “Das
Goetheanum.” 2/22 (Mai 1999): 35-42; Dorothea Redepenning, “Symbole und Symbolisches in Sofia Gubaidulinas
religios inspirierten Werken, inbesondere in De profundis,” Symbol die Suche nach dem Spirituellen in der
sinnlichen Erscheinung, Sonderbeilage der Wochenschrift “Das Goetheanum” 2 no. 22 (Mai 1999): 49-58; Among
most recent Anglophone studies touching upon this subject see, for instance, Caroline M. Askew, “Sources of
Inspiration in the Music of Sofia Gubaidulina: Compositional Aesthetics and Procedures” (PhD diss., University of
Huddersfield, 2002); Julia A. Biber, “Ten Etudes for Solo Cello by Sofia Gubaidulina” (DMA diss., City University
of New York, 2016); Noah Kahrs, “Consonance, “Dissonance, and Formal Proportions in Two Works by Sofia
Gubaidulina,” MTO The Journal for the Society for Music Theory 26, no. 2 (September 2020),
https://mtosmt.org/issues/mt0.20.26.2/mt0.20.26.2.kahrs.html.
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the ‘second dimension’; i.e., from the bright earthly twelve-tone space to the shadowy celestial

realm of micro-chromaticism. As the two dimensions meet, the minor second is ‘transformed’

n

into a major one: *D-D-Eb-*E. Starting in m. 4 (RN 1), the “rhythmic figure announcing the

end of the Introduction is tapped out by the crotales. Their pellucid sound floats in the musical

space of seven bars filled with prolonged rests. Refer to Example 16 below.

EXAMPLE 16: Viola Concerto: intervallic transformation and the “rhythmic figure” at the end
of the Introduction, RN 1

1
STt ] r———

-
4 " X
Pere. l ! i:ffi, antichi T fl r| ||! ~, -~ i

B

The subsequent transitions from one section to the next develop the original model described
above. True to her preferred method of developing musical ideas, the composer applies the
principle of variation to all constituent elements of the orchestral texture — the duration of the
transitions and their instrumentation, the type of intervals and the number of intervallic pairs as

well as the rhythm, the arrangement and the situating of the dividing rhythmic figure dubbed
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“rhythmic theme” (“ritmo-tema”) in Gubaidulina’s drafts. For instance, the intensity of the
transitions increases from one section of the form to the next (i.e., the introduction to the
exposition, the exposition(s) to the development, the development to the coda) with regard to
their duration and the number of instruments involved. As these transitioning episodes include
both unmeasured and measured sections with various time signatures, their outward length in the
score appears to be rather haphazard. However, when measured in microbeats rounded to the
nearest tenth, the continuance of these episodes creates a harmonious pattern of gradual increases

by multiples of twenty .3

FIGURE 9: Viola Concerto: duration of the transition section in microbeats.

Intro Exposition 1 Exposition 2 Development 1 Development2 Development 3 Coda

— — — — — —
40 60 60 40 60 120
+20 20x2 20x3 20%2x3

The idea of growth can also be observed with respect to the increasing number of orchestral

timbres and players partaking in the subsequent transitioning episodes. Refer to Figure 10 below.

FIGURE 10: Viola Concerto: full list of instruments in transitioning episodes 1-6%*°

Transition List of partaking instruments Total number of
Number orchestral parts
1 V-la sola; V-no (Q); V-la (Q); Dita-cimbali; Cimbali antichi 5

318 The explication of these calculations is provided in Appendix 8.

319 Gubaidulina’s notation and abbreviations for the instruments (in Italian) are retained in this table. The
instruments are listed in order of their appearance in each of the corresponding episodes.
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2 V-la sola; CI; V-no (Q); V-la (Q); V-c (Q); C-b (Q); Cel; V-ni I; V-ni Il; V-le;

V-c; Dita-cimbali; Cimbali antichi 13
3 V-la sola; V-la (Q); V-c (Q); C-b (Q); V-le; V-c; C-b; Dita-cimbali; Camp 9
4 Dita-cimbali; Cimbali antichi; Campanelli; Triangolo; V-no (Q); V-la (Q); V-c

(Q); C-b (Q); Cel; V-ni I div. a 2 (solo 1, solo 2); V-ni Il div. a 3; V-le div. a 2; 20

Fl. 1, 3, and 4; V-la sola
5 V-la sola; V-no (Q); V-la (Q); V-c (Q); C-b (Q); Campane; P-tti sosp.; 3 Tr-be;

3 Tr-ni; V-le div. a 2; V-c div a 2; C-b div. a 2; Timpani 20
6 V-la sola; Dita-cimbali; Camp; G.C.; V-la (Q); V-c (Q); V-le; 5 V-c soli; 5 C-b

soli; Tam-tam; W-Tube 1, 2, and 3; Tuba 22

In addition, the composer’s conception of the intensity of ‘vibration’ appears to undergo a
continuous register-related descent from the light ‘shimmering’ associated with high and clear
timbres (e.g., sting harmonics, celesta, finger and antique cymbals) to the ‘bright flame’
correlated with the use of the lower registers of strings, the brass (e.g., trumpets, trombones, and
Wagner tubas), as well as percussion (e.g., tubular bells, timpani, and bass drum).

The twofold process of concurrent growth and descent receives yet another interpretation
with respect to the intervallic pair transformations within the subsequent transitioning episodes.
As the work progresses, the number of these intervallic pairs tends to increase while their
registeral position tends to shift down. For instance, the second transitioning episode (RNs 16-
18) features a series of perfect unisons and two tritones changing into minor seconds and perfect
fifths, respectively; transition four is based on the transformations of a tritone, a perfect fifth, a
minor sixth, a major seventh, and the corresponding inversions thereof. Remarkably, starting
from the third transition leading into a Development, the next large conceptual section of a form,
Gubaidulina introduces a new type of intervallic transformation where an interval becomes larger
not by expanding outwards but rather by shifting down in quarter-tone increments. For instance,

in RN 33, a minor second (D-Eb) transforms as following: *C# - *D - D - *Eb - Eb. This

procedure is reintroduced in the fourth transition in the form of a quarter-tone ‘shadow’ cast over
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a five-pitch sonority in celesta (G-D-A-D#-B) doubled by strings and campanelli (RN 51); it

appears in Gubaidulina’s drafts as a “thematic chord.” Its two versions (the second one appearing

in celesta in RN 52) create a series of chord-derived intervals doubled by their microtonal
shadows, executed by the scordatura string quartet. In the final transition to the Coda (RNs 138-

44), the composer brings in both types of intervallic transformations — those created by contrary
motion and by direct descending motion.3?°

The combinatory procedures used by Gubaidulina in structuring the successive intervallic
transformations bear a striking resemblance to the Schoenbergian technique of developing
variation.®?! This modus operandi becomes reconceived once again when applied to the
elemental “distinct rhythmic figure” emerging “as a result” of sonic vibrations. The three basic
elements of this “rhythmic theme” — repetition, pitch and percussive timbre — undergo their own
transformations as the musical space unfolds. Thus, the original idea presented in finger cymbals

and crotales (refer to Example 16) is restated in the next two transitions featuring the same minor

second, D-Eb. Yet in its second appearance, instead of sounding alone, it is laid over a gradually

disappearing quarter-tone shadow of a perfect fifth (*Eb-*Bb) in the quartet’s violin and viola. In

the third transition, the unchanged rhythmic figure is delivered by the tubular bells three octaves
lower. In addition, it is carried on simultaneously (rather than at the end) with the intervallic
transformation of the minor second which becomes major by a downward quarter-tone shifting.

In contrast to the predominantly external nature of the changes to the “rhythmic theme” in the

320 For more detail refer to Appendix 9. It provides a full list of intervallic transformations in the concerto’s six
transitioning episodes.

321 The most coherent and succinct exposition of Schoenberg’s ideas of developing variation can be found in Walter
Frisch, Brahms and the Principle of Developing Variation (University of California Press, 1984), 1-18.
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first three transitions, its modifications in the following episodes are largely internal. In other
words, all of its primary elements — pitch, type of rhythmic figure repeated, and the timbral
colour — vary significantly from one appearance to the next. For instance, a minor second as an
interval associated with the section-delineating rhythmic figure remains in place, yet it is
different in each of the last three transitions. Further, these harmonic changes are accompanied
by a constantly varying thickness of percussive timbres as well as by an alteration of the theme’s
rhythmic configuration. In the fourth transition, the latter becomes more intricate and
multilayered with elements of simultaneous rhythmic augmentation (in celesta) and diminution
(in antique cymbals); these are accompanied by the ostinato quintuplet (in tubular bells). In
transition five, the only recognizable feature of the “rhythmic theme” is audible as an unpitched
ostinato figure in the suspended cymbal (RN 93), joined (in m. 4) by a repeated quintuplet in the
timpani. In the final transition, the theme blends completely with the concurrent intervallic

transformations. It appears in a free augmentation in the finger cymbals and tubular bells (RNs
138-43), followed by unpitched resonant strokes of tam-tam (RN 144). The summary of changes

regarding the pitch-content, the formal placement, and the type of percussion used in

Gubaidulina’s “ritmo-tema” is presented in Figure 11.

FIGURE 11: Summary of changes in the “rhythmic theme” delineating the sections of the
Concerto for Viola and Orchestra

Transition RN Pitch content Placement Percussion used
number mm.
Dita-cimbali
1 1 D7-Eb7 Following the 1732 Cimbali antichi
Overlapping with the end of Dita-cimbali
2 18 D7-Eb7 the IT Cimbali antichi
Dita-cimbali

322 1T abbreviation is used for Intervallic Transformation(s).
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3 33 D4-Eb4 Simultaneously with the IT Campanelli
Dita-cimbali
4 51-52 Simultaneously with the IT Cimbali antichi
A#7-B7 Campanelli
Triangolo
93 Unpitched Piatti (sospesi)
5 from m. 4 F2-Gbh3 Following the IT Timpani
Dita-cimbali
6 138-143 C#4-D4 Simultaneously with the IT Campanelli
Unpitched Gran cassa
144 Unpitched Following the IT Tam-tam

With reference to the overall concerto structure, several points made by Irina Basharova
are worth mentioning here. The results of her study present a curious phenomenon of heuristic

99323 is

musical analysis in which the composer’s conception of “shaping sound matter into a form
duly acknowledged and then disregarded in its entirety in order to fit a preconceived model of a

concerted sonata form. As a result, the number of sections identified by Bashatova amounts to

eight. Those are: an introduction (up to RN 1); a double exposition — orchestral (RNs 2—12), its
variant (RNs 19-34), and solo (RNs 12-19); three episodes in the development (RNs 34-53, 53—

94, 94-138); a “condensed” reprise (RNs 138-53) with the Viola’s cadenza (RN 147); and a coda

(RN 153).324 The author provides no justification, comments, or explanation for the constant
overlap between the end of one section and the beginning of the next. According to Basharova,
the concerto’s coda occupies the last six measures of the work. Furthermore, her identification of

the transformational intervallic pairs participating in the demarcation of the corresponding

323 The phrase is a direct quotation from a short interview with the composer recorded in 2016 (in Russian, with
English subtitles) by BBVA Foundation Frontiers of Knowledge Awards, 9" Edition. See Sofia Gubaidulina,
“Music is Capable of Approaching Mysteries and Laws Existing in the Cosmos:” Interview with Sofia Gubaidulina
by Frontiers of Knowledge Award Laureate in Contemporary Music” (2016), video film,
https://youtu.be/vaT3ksgDsqY .

324 The last rehearsal number (154) is left out for an unspecified reason. See Basharova, “Sofia Gubaidulina’s
Concerto for Viola and Orchestra” (2017): 35.

154


https://youtu.be/vaT3ksqDsqY

episodes offers no relation to those identified by the composer with the exception of the first
transition in RN 1. For instance, the intervallic transformation of two tritones in RN 17 are
labeled as those occurring at the end of the “second exposition,” while those occurring in RN 26
belong to the “variant” of the first exposition, etc.3?® Thus, the most striking and apparently
deliberate feature of Basharova’s analysis, which is an absence of any consideration to the
composer-stated “rhythmic figure” delineating the sections of the form, results in the grand
structural befuddlement amplified by a lack of musical examples, as well as a paucity of accurate
score references to the particular melodic ideas, i.e., the concerto’s themes as identified by the
author.®?® Summarized from their rather haphazard appearances in Basharova’s text, they emerge
as following: firstly, the “main theme of the strings” (RN 2); secondly, the “main theme of viola
[sola] (RNs 3—12); thirdly, the bass flute “motif of sorrow” (RN 6); and finally, the “pendulum-
clock” theme (RN 1) — a fortuitous nod to Gubaidulina’s “rhythmic theme.””®?’ With regard to the

overall pitch content of the first theme (B-C-D-Eb), the author aptly notes its similarities to both

Shostakovich’s monogram and one of J.S. Bach’s famous cross motives coming from the C-

325 pid., 33.

326 The examples of such inconsistences are numerous. See, for instance, the first five short paragraphs on page 37
discussing the thematic transformations in the “condensed reprise.” The author states the “main theme” of the viola
sola (apparently referring to RN 3?) reappears in the three Wagner tubas and the contrabass tuba in RN 144 (no
melodic or thythmic connection, however transformed, is present); or, yet another “main theme” of the strings
reappears in RN 148 which, in fact, is the last RN of the viola’s cadenza. Further, Basharova’s statement regarding
the link of an exposition (unspecified which one — the first or the second, or both?) of Gubaidulina’s concerted
sonata form with the fugue (p. 36) receives no explanation aside from labeling the four-pitch motif of the bass flute
in RN 6 as the “countersubjects” of the opening theme in the strings. The latter is frequently referred to as a
“ritornello” theme which brings in certain indeterminate allusions to the Baroque form of a concerto grosso/solo.
See Basharova, “Sofia Gubaidulina’s Concerto for Viola and Orchestra,” 35-37.

327 1bid., 35-37.
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sharp minor fugue of the first book of the Well-Tempered Clavier (C#-B#-E-D#).3?® Taking the

notion of the musical symbol of the cross further, we must add that all recurring melodic ideas of
the Viola Concerto realize a metaphorical symbol of the crucifix. All of them are comprised of
four notes shaping or capable of shaping a cruciform and thereby corroborating one of the
composer’s most peculiar statements: “[...] almost all of my compositions are variations on the

theme of the cross.””?%®

Viola Concerto’s Themes and the Idea of the Cross

In the Viola Concerto, the presence of multiple cross-realizing melodic and motivic combinations
results in the transformation of the idea itself into a “macro- or super-theme” governing the entire
composition.®*® At the beginning of the work, its metaphorical multiplicity within unity
materializes in a rather transparent fashion; that is, the pitch content of the openings of all five

themes — the introduction, the transitioning rhythmic theme, the theme of the strings, the viola’s

328 For more examples of Bach’s cross motives see, for instance, Hye Eun Yoo, “J. S. Bach’s WTC Book I Prelude
and Fugue in B-flat Minor BWV 867: An Analysis and Study of Related Works” (DMA diss., Arizona State
University, 2020), https://keep.lib.asu.edu/_flysystem/fedora/c7/224664/Yo0o_asu_0010E_19957.pdf.

329 See Sofia Gubaidulina, “Traveling in an Imaginary Space: Meeting with Students and Teachers of the Moscow
Conservatory,” Tribune of a Young Journalist 1 [Tribuna molodogo zhurnalista 1] (2011),
https://tribuna.mosconsv.ru/?p=1950.

330 The notion of “macro-themes,” alternatively termed “super-themes™ or “dramaturgical themes,” was introduced
in the late 1970s by a Soviet music theorist Viktor Bobrovsky (1906-1979). He presents it as a multifaceted idea
that stretches throughout an entire work thereby generating the formal structure of the piece. See Viktor Bobrovsky,
Funktsional 'nye osnovy muzykal'noi formy [The Functional Bases of Musical Form] (Muzyka, 1978) and Tematizm
Kak Faktor Muzykal'nogo Myshleniya: Ocherki [Thematicism as a Factor in Musical Thinking: Essays] (Muzyka,
1990), published posthumously in two volumes). Tatiana Kyuregian notes that at the time, Bobrovsky, a prominent
specialist in the works of Shostakovich, also supported the younger generation of Soviet composers, Sofia
Gubaidulina among them. See Tatiana Kyuregyan, “Bobrovsky, Viktor Petrovich,” in Grove Music Online. Oxford
Music Online, https://doi-org.ezproxy.library.yorku.ca/10.1093/gmo/9781561592630.article.48249.
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theme, and the theme of the bass flute in the second exposition — is contained within a single
five-pitch chromatic gamut: B-C-C#-D-Eb. At the same time, despite the minimal self-imposed

pitch resources, the concerto’s themes remain easily recognizable as they reappear in different

sections of the form.

> The Introduction Theme

The striking opening monologue of the solo viola, for instance, initiates exploration of the
composer’s idea “to make something very diverse out of a single note.”**! Thus, the sound D
ascends five octaves from its lowest position on the viola’s C-string to its highest position (D7)
on the A string. This unmeasured crescendo movement is marked off by micropauses of different

lengths and recommences three times after the appearance of a new sound, Eb. As a single pitch

turns into a minor second, the two of them, spelled out in German transliteration (D and Es)
produce the opening musical symbol of the work: the first two letters of Dmitry Shostakovich’s

monogram. See Example 17, below.

331 Cited from Gubaidulina’s conversation with Stefan Schickenhaus, ““The Viola is a Completely Different
Animal’; Sofia Gubaidulina: Concerto for Viola and Orchestra,” transl. Nick Morgan (EMCD-029, 2015): 18.
Compact disc, liner notes.
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EXAMPLE 17: Viola Concerto: Introduction theme, viola sola
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True to her favourite principle of developing musical ideas, Gubaidulina varies the Introduction
Theme in all its subsequent returns within the work. These changes pertain to several structural
components of the original idea such as its duration, the number of pitches involved, the number
and type of “vertical” ascents,3*? as well as the theme’s full range and its timbral surroundings.
For instance, the first reappearance of the Introduction Theme in RN 14 features only two

octaves-separated ascents of F#; it occupies a range of three octaves (instead of the original five)
and concludes with two different minor-second outcries, thus expanding the total pitch content to
a three-note chromatic cell, F#-G-Ab. The next version of the theme in RN 69 and RN 72 is

preceded by a viola monologue and “interrupted” by a brief return of two other thematic ideas.

Here, the first version of the introduction theme spotlights a single ascent of three major

332 Basharova dubs it “crescendoing sonic verticality” which “apparently embodies a dramatic image-emotion.” In
Basharova, 34.
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sevenths, which creates a full descending cross pattern, G-F#-Fh-E. In RN 72, the idea of a single
ascent in major sevenths persists, yet each time, a new four-note pitch combination forming a
cross motive is used: F#-F4-E-D# and D#-Dh-C#-Ch. Momentarily leaping forward to the
upcoming discussion of the use of Fibonacci numbers in the Concerto for Viola and Orchestra, it
is curious to note that when spaced out within a three-and-a-half octave range, the resultant

pitch-class set brings the total number of pitches to an abstract range of a perfect fifth, or eight

different pitches (C to G). Unlike all previous appearances of the Introduction Theme, its final
return in RNs 138-42 unfolds simultaneously alongside the final set of section-delineating
intervallic transformations, i.e., it is accompanied by the resonant sounds of percussion and
participating strings. At this time, the thrice-initiated four-octave ascent of C# is consistently
quelled by a fortissimo of the ensuing minor second, C#-D. Strikingly, the omission of an

adjacent minor second allowing to create another cruciform, results in a semantic arch

connecting the first and the last “unfinished” cross motives of the concerto’s opening theme.

» Theme 1 or the “Prayer Theme”

The next theme appearing at the beginning of the first exposition (RN 2) in the low register of

the strings presents a new melodic objectification of the idea of the cross. This time, the theme’s
head motive rotates within a B-C-D-Eb tetrachord, identical to that of Shostakovich’s full motto,

DEsCH. Gubaidulina preserves its two-and-a-half-tone range throughout the work.33 Irina

Basharova describes this theme as an “image of a stern prayer,” reminiscent of “ancient monastic

333 Meanwhile, the implicit cruciforms created within the theme of the introduction are consistently restricted to a
smaller range of a minor third, thus falling into melodic category of the BACH monogram, another well-known
version of a cross motive.
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chants performed by a two-part male chorus.” This type of tentative allusion to the sacred chants
of the Orthodox Church could hypothetically be extended to the motivic, textural, and harmonic
content of Gubaidulina’s melody. Within this frame of reference, the opening theme of the first
exposition of Gubaidulina’s Viola Concerto invites comparison — or rather, evinces — certain
idiosyncrasies of the Valaam chant, a unique singing practice developed over the centuries at the
Monastery of Valaam located in the area of Russian Karelia.33* The specific traits of this musical
tradition,®*® such as the quality of its timbral colour, its polyphonic (often two-part) texture, and
the harmonic underpinnings of its expressive modal melodies, were evidently intimately familiar
to composer, who frequently visited the island of Valaam starting from the early 1970s.%% In
Gubaidulina’s theme, the discernible flavour of the Valaam monastic singing is conveyed through

a brooding ostinato-like upper melody within the two-part homorhythmic texture. Its bass line,

334 A recent publication by Finnish scholar Kati Parppei challenges the long-established Russian myths surrounding
the venerable and idyllic image of the Monastery of Valaam. See Kati Parppei, The Oldest One in Russia: The
Formation of the Historiographical Image of Valaam Monastery (Brill, 2011). Available online in the PhD
dissertation version (2010) at https://erepo.uef fi/bitstream/handle/123456789/9548/urn_isbn_978-952-61-0163-

7.pdf?sequence=1.

335 An invaluable compendium of information about various aspects of Valaam Chant (in English) was published by
the remarkable Finnish scholar Jopi Harri (1967-2022). See Jopi Harri, “St. Petersburg Court Chant and the
Tradition of Eastern Slavic Church Singing,” PhD dissertation, (University of Turku, 2011), 62, 165-83,
https://d1wqtxts1xzle7.cloudfront.net/31868004/AnnalesB340Harri.pdf?1378869803=&response-content-
disposition=inline%3B+filename%3DSt_Petersburg_Court_Chant_and_the Tradit.pdf&Expires=1696383171&Sig
nature=gQhYH1tczv7y7nmXj~qU-95SKmGegliWwQ~hJEY Zn~LZG4KUjjudZ1BVeJz030GWFISRBMKEING-
ibwZnObBptOu0jn4VSMQbJn5QWph0OP7wikh9GJ3MTR]jhalO~8CS4vW~tPyjXnfzI3mUyx53YygGd9zgfHOXA~
mXoEta7IVjFu~HMQmePmEHM7Btr3BVxFCGcXSRtcI TDQwz~nTX5]SG~aDLYAWr3ytmtPX0Low~QEtvclL. Q
Ox6z~D0hVoCRAZNX6YwcF2FguktwMYmAd~o0H80ZS08mBIM~~BY fpwR8E2zVxKeGbEDtaomXI~fX-
VQuarHXFCu7vZCeidAPJCxm7g__ &Key-Pair-ld=APKAJLOHF5GGSLRBV4ZA.

336 The composer mentions her visits to the Monastery of Valaam in many interviews given over the past few
decades. In a 2012 interview with Ivan Moody, for instance, she describes it as “a very pure place, full of amazing
people, priests and monks.” See Ivan Moody, ‘“’The space of the soul’: An interview with Sofia Gubaidulina,”
Tempo 66, no. 259 (2012): 34, https://www.cambridge.org/core/services/aop-cambridge-
core/content/view/95C58610EBBAB3B180B8D472A16B03BE/S0040298212000046a.pdf/div-class-title-the-space-
of-the-soul-an-interview-with-sofia-gubaidulina-div.pdf.

For additional information regarding Gubaidulina’s visits to the island, see Kurtz, 260-62.
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acting as a fluctuating drone (ison®¥"), creates an aura of a minor mode, clearly sounding as C

minor to the Western-trained ear. The key is never ‘firmly established’ however, as the

successively repeated G and Ab, suggesting Dominant and Submediant functions, receive no

‘resolution.’

EXAMPLE 18: Viola Concerto: Theme 1 or the “Prayer” Theme in the strings, RN 2 (mm. 1-6)
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Incidentally, the theme’s continuous circling within a narrow range of a diminished fourth, along
with the persistent emphasis on the interval of a minor third, sounds somewhat evocative of the
familiar opening of Rachmaninov’s Third Piano Concerto, the origins of which have been

ascribed to a particular liturgical chant (only to be flatly refuted by the composer).3® With

337 In the performance of Byzantine liturgical music, ison is the drone-like sustaining of the fundamental note of the
mode by some members of the choir, while the other singers chant the melody. See Kenneth Levy and Christian
Troelsgard, “Byzantine chant,” Grove Music Online. Oxford Music Online, https://www-oxfordmusiconline-
com.ezproxy.library.yorku.ca/grovemusic/display/10.1093/gmo/9781561592630.001.0001/0m0-9781561592630-e-

0000004494#0m0-9781561592630-e-0000004494-div1-0000004494.14.

338 This musicological enquiry was presented in 1969 by Joseph Yasser, a Russian-American organist and
musicologist. Yasser constructs an imposing argument by ostensibly tracing the “subconscious” connections
between Rachmaninov’s theme and the old Russian Orthodox chant associated with the words “Thy grave, O
Saviour, guarded by warriors,” which was used in the vesper services of the famous Kyiv-Pechersk Lavra, also
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respect to Gubaidulina’s theme, we must admit that, in the final analysis, the origins of her
melody remain the subject of osmosis or, in Igor Stravinsky’s terms, the “essentially fluctuating

matter” of her compositional process.®*

Throughout the Second Exposition, the melodic contour of the theme remains unchanged;
however, the number of parts involved in its harmonization fluctuates intermittently between two
to four. This results in a thicker texture and, oftentimes, a tarter harmony. For instance, the first

‘split’ of the parts of the first and second violins (RN 19, m. 2)3% creates an added minor second

below the top note of a perfect fifth: Ab lagb. The following change in the part of second violins
(RN 19, mm. 2-3) echoes the earlier use of the ‘empty-sounding’ parallel fifths within the two-

part texture of the theme in the First Exposition. Now, however, the parallel fifths (Ab-Eb — G-D)

are shifted to the upper layer of the ensuing three-pitch sonorities. Similar examples can be found
throughout this section. One could also note that, perhaps to justify the traditional role of the
second exposition as a ‘solo’ one, the strings’ theme consistently gives way to the solo viola
entries. This, in turn, prompts further fragmentation of the melodic line, as its segments are

regularly superseded by the quasi-antiphonal entries of other orchestral timbres.

known as the Kyiv Abby of the Caves. See Yoseph Yasser, “The Opening Theme of Rachmaninoff’s Third Piano
Concerto and its Liturgical Prototype,” in The Musical Quarterly 7 (1969): 313-28. For additional information on
Yasser-Rachmaninov correspondence regarding this matter refer to Richard Taruskin, “Written for Elephants: Notes
on Rach 3,” in Russian Music at Home and Abroad: New Essays (University of California Press, 2016). 137-38.

339 Refer to Igor Stravinsky’s passage: “The study of the creative process is an extremely delicate one. In truth, it is
impossible to observe the inner workings of this process from the outside. It is futile to try and follow its successive
phases in some-one else’s work. It is likewise very difficult to observe one’s self. Yet it is only by enlisting the aid
of introspection that I may have any chance at all of guiding you in this essentially fluctuating matter.” Igor
Stravinsky, Poetics of Music in the Form of Six Lessons, trans. Arthur Knodel and Ingolf Dahl (Harvard University
Press, 1947), 55.

340 Throughout an entire First Exposition, the first and second violins are playing in unison.
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The idea of the theme’s gradual disintegration takes a new turn in the first developmental
episode (RNs 34-52). Here, all of the theme’s initially fleeting entries are nearly imperceptible,
as they are based on only two or three of the opening sounds of the frequently inverted original
melody. Moreover, in addition to the new timbral colours of woodwinds, the opening motive of
the theme is consistently stated in rhythmic diminution. Starting from RN 43, its quasi-canonic
entries feature three-note segments in both their prime and the inverted forms. The frequent
upward and downward octave displacement of the clustered motivic fragments harkens back to
the theme of the introduction. At this point, however, the idea of playing a single note in different
registers evolves into a polyphonic interplay of two- to three-note motives. Throughout the first
episode of the development section, the order of appearance of the constituent melodic cells

remains ascending, gradually filling out a complete twelve-tone space from B3 to Bb4. This

expanding tonal space is accompanied by a dynamic growth in the consecutive segments, from

pp to f. A schematic summary of the theme’s appearances in this section is provided in Figure 12.

FIGURE 12: Viola Concerto: Summary of appearances of Theme 1 in Section 4 (Episode 1 of
the Development)3!

RN Timbre(s) Pitch Cell Type of melodic
segment:
O=original;
I=inverted
36 Cl.1 B3 - C4 [
38 Fl. 1 C4 -Dba |
Cl.1 C4 - Db4 o
Fag. 1 C3-Db3 0
39 Cl.1 B3-C4-Db4 0
40 - 41 Cl.1 B3-C4-Db4 I
43 FI. 1 C4 - Db4; C5 - Db5 - Dh5 O-1
Cl.1 C4 - Db4; C5 - Db5; B4/3 — C5/4 - Db5/4; C6 - Db6 - Di6; C4 - C#4 - D4 0-1-0
Ob.1 C5 - Db5; C4 - Db4; C6 - Db6 - Dh6 I-0
Fag. 1 B3 - C4 - Db4; C3 - Db3 - Dh3 -0

341 The red font colour designates the gradually accumulated twelve-tone space from B3 to Bb4, while the blue font
colour indicates the octave displacements of the respective motivic cells.
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Fag. 2 C4 - Db4; C#3 - D3 Oo- '
44 FI. 1 C#6- D6 — Eb6; C#4 - D4 - Eb4 I-O
Ob. 1 D6 - Eb6; C#5 - D5 O-1
Cl.1 C#4 - D4; C#4 - D4 -Eb4 I-0
Fag. 1 C#3 - D3 - Eb3 '
Fag. 2 C#4 - D4; D3 -Eb3 O
45 FI. 1 D6 - Eb6 - Ek6; D4 - D#4 - E4 -0
Ob.1 D5 - Eb5; D5 - D#5 - E5 O-1I
Cl.1 C#5 - D5 - Eb5 I-0
Fag. 1 C#3-D3- Eb3 :
Fag. 2 o
C#4 — D4; D3 - Eb3
46 FI.1 D#6 - E6 - F6; D#4 - E4 - F4 I-O
Ob. 1 D#5 - E5 - F5 -0
Cl.1 E6 - F6; D45 - E5 O-I
Fag. 1 D#3 - E3-F3: '
Fag. 2 E4-F4; E3-F3 o
47 Fl.1 G4 - Ab4 0
Ob. 1 G4 - Ab4 O
clL1 Fi4 - G4 - Ab4 0
Fag. 1 G4 - Ab4 0
48 FI. 1 G#4 - Ah4 0
Ob.1 G#4 - Ahd 0
clL1 G4 - G#4 - Alia O
Fag. 1 G#4 - A4 o
49 FI.1 G#4 - A4 - Bb4 O
Ob. 1 G#4 - A4 - Bbd O
cl.1 G#4 - A4 - Bb4 0
Fag. 1 G#4 - A4 - Bb4 ©
50 FI. 1 G#5 - A5 - BbS O-I
Ob. 1 GH#5 - A5 - Bb5S '
clL1 G#5 - A5 - BbS O-1

In the second developmental episode (RNs 53-93), the process of gradual disintegration

of the “Prayer Theme” is reversed. The theme’s successive statements, instantly recognizable in
the original timbre of the strings, are gradually lengthened. Likewise, the tessituras of these
statements display a parallel change in the opposite direction, shifting from a higher to a lower
register. For instance, the length of the first three statements in the described episode increases
from two measures (RN 61) to three (RN 65), and then to five (RN 68); the theme is stated in the

3-line, 2-line, and 1-line octaves, respectively. In the following even deeper descent in register
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from RN 71 to 88, the composer introduces a new way of presenting the original thematic idea:
namely, the two versions of the “Prayer Theme” — the opening prototype in the strings and the

variant in diminution in the woodwinds — are repeatedly juxtaposed. The short recurrent
monologues of solo viola nearly disappear at the end of this episode (RNs 84—8) where the two

versions of Theme 1 sound continually in the form of the adjacent three-measure long segments.
The theme’s final statement in the chalumeau register of the first clarinet unfolds simultaneously

95342

with the “motif of sorrow,””* as do all of the theme’s preceding appearances in solo woodwinds.

Similar pairing of the “Prayer Theme” (in strings) with the “motif of sorrow” (in alto flute) at the
end of Coda (RNs 149-52) presents an alternation between the two melodies in their lowest
register of the small octave (C3 to B3). They eventually merge vertically into an essential entity
of the cross macro-theme (G-Ab-Bb-Cb) in the key of Ab minor. In addition, the process of an

extensive register-related descent appears to be accompanied by a corresponding return of the

“Prayer Theme’s” original harmonic lining. Notwithstanding the numerous yet audibly

343

inconspicuous changes in the theme’s rhythmic and temporal components,>* the Dominant and

Submediant notes constituting its bass lines remain unambiguously pellucid.>**

With respect to the overall process of structuring the “Prayer Theme” within the Viola
Concerto, it is curious to note its similarities to that of J.S. Bach’s Royal Theme used in

Gubaidulina’s first Violin Concerto, Offertorium. However differently approached, both works

342 Basharova, 36.

343 Unlike the theme’s J. = 96 tempo indication of the First and Second Expositions, the Metronome marking for the
String segments of the “Prayer Theme” in this episode is J. = 80.

344 Refer, for instance, to RN 68 (G and F# in B minor), RN 73 (Ab and G in C minor), RNs 77-8 (Gb and F in Bb
minor) or RN 85 and 87 (C and F# in E minor).
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utilize the same procedure: a gradual disintegration of a melodic idea followed by its
reconstruction. Mutatis mutandis, in the last developmental episode of the Viola Concerto, the
apogee of this reconstruction — the fully-reassembled “Prayer Theme,” desperately harangued by
two solo oboes (RN 122-123) — remains barely audible. Set against the agitated background of
the semantically transformed “motives of sorrow” in the wailing and bawling of the first French
horn and the scordatura string quartet, it downrightly resigns itself to the surrounding forces of
the “evil.”®® The last return of the “Prayer Theme,” notated in simple duple meter in the
concerto’s Coda (RN 149-152), seems to conceptualize its final dissolution in the lowest register
of the muted ordinario strings. The second of the theme’s two opening melodic segments is
repeated five times in an ostinato fashion, while the double basses, divisi a 2, carry the bass line
in parallel fifths to its lowest audible point, C1. As if emphasizing the ontological unity of

musical space and time, the composer notates the gradual deceleration of the latter in

metronomic values descending from J=72 (RN 149) to J=60 (RN 151) and, finally, to

Gubaidulina’s own symbolic number of 48 (/=48 in RN 152).

> Theme 2 or the “Motive of Sorrow”

To begin with, the subheading of this portion of the text touches upon the issue of two commonly
contrasted terms, a “theme” and a “motive.” The general perception of the two, according to
Oxford Music Online, is that the former is “a self-contained idea, as opposed to the elemental,

incomplete nature of the motif.”**® Considering the distinctive and primarily motivic nature of

345 Valentina Kholopova describes the final development episode as the one “embodying the images of the evil.”
Cited in Basharova, 36.

346 See William Drabkin, “Motif [Motive],” Grove Music Online. Oxford Music Online, https://doi-
org.ezproxy.library.yorku.ca/10.1093/gmo/9781561592630.article.19221.
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Sofia Gubaidulina’s Melos, we must argue that in this particular circumstance, the juxtaposing of
the two terms presents a false dilemma rather than an explicit dichotomy. Thus, the two locutions
— the Theme 2 and the “Motive of Sorrow” — will be used interchangeably, since, despite the
shortness of the melodic segment and its correlation with the ‘larger whole’ of the concerto’s
macro-theme, this particular melodic idea exhibits many of the usual traits of a ‘real’ theme. In
other words, throughout the various concerto episodes, it remains remarkably subjective,
immediately recognizable, and clearly perceivable as a complete musical expression in itself.
Furthermore, much like the previously described concerto themes, it receives a unique
compositional treatment with regard to the work’s principal idea: variations on the theme of the

Cross.

Scrutinizing the series of appearances of the “Motive of Sorrow” in both expositions of
the concerto presents several illustrations of the aforementioned observations. Firstly, in each of
the two episodes, the theme enters four times, conceivably symbolizing the number of notes
constituting the cross motive. Secondly, while all of the theme’s statements in the Second
Exposition are in C minor (i.e., complying with the DEsCH cross motive), its four entries within
the First Exposition are in four different keys. Moreover, the starting points of these entries form
a melodic cross motive in the range of the BACH monogram: Bb-Bi-Db-C.3*" A similar figure
can be constructed by sequencing the corresponding (implied) minor keys of each segment: G-

Ab-Bb-A. Furthermore, it would appear that the composer’s playing with number four, whether

intentional or intuitive, continues with regard to the overall tonal planning of the Second

347 Referto RN 6, 8, 9, and 11.
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Development Episode. Here, the number four governs the total number of different keys in

which the nine entries of the theme are presented: A, F, D, and Bb minor.3*

The Third Development section presents yet an entirely different interpretation of the
idea of the cross. Here, Theme 2 participates in the three sizable episodes, all of which tangibly
entertain the idea of a spatial crossing with other elements of the orchestral texture, as well as
with reversed and/or inverted versions of itself. The first polyrhythmic episode in three flutes

(RN 104-110) features several versions of Theme 2, modified both melodically and rhythmically.

The full four-note reversed variant (C-C#-D-Eb, F1. 1 in RN 105) follows the original and now
abridged three-note figure (Eb-D-C#) in the familiar initial timbre of the bass flute (RN 104); the

alto flute (F1. 3) joins in with a three-note motive Bb-A-G# in m. 3 of RN 105. Towards the end

of this episode, the first flute passes its ostinato figure on to flute 2; at this point, the melodic
pattern begins to oscillate between its four- and three-note versions. In all likelihood, the idea of
juxtaposing the rising and falling versions of the same theme presents a possibility for a potential
special crossing, which is first realized in the next episode (RN 118-121). At this time, the

“Motive of Sorrow” emerges in its ‘square’ quarter-note version in piano (D-C#-B-A#); yet, the

dynamic emphasis remains constantly shifted from one pitch to the next while the theme
undergoes a five-octave ascent from the contra-octave to the fifth octave. Accompanied by a

similar ascensional procedure in the scordatura string quartet>*® and cembalo,**° Theme 2

348 Refer to RN 55 (fl. 4 (piccolo), A minor); RN 59 (fl. 4, E minor); RN 63 (FI. 1, D minor); RN 66 (fl. 1, Bb
minor); RN 71 (ob. 1, E minor); RN 76 (fl. 3, Bb minor); RN 84, 86, and 88 (fl. 5, E minor).

349 This layer of the musical texture is built on ascending, four-note whole-tone clusters.

30 Incidentally (or by design?), the cembalo passages feature the same melodic range of an ‘abstract” minor third
(i.e., that of the BACH monogram) as the corresponding motivic segments of Theme 2 in the bass flute. Moreover,
the four-note groupings played by the right and left hands are shaped in descending and ascending motion,
respectively.
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eventually cuts through the concurrent melodic descent of the strings, both being anchored by the
sustained bass in the low brass. With the addition of the higher Ds in the French horn and
trumpets (RN 120-121), the registeral crossing figure is framed by the tremendous forte sound
that opens the final segment featuring the Theme 2 in the sixth episode of the concerto. In RN
122-123, the first horn and the cellos deliver the original and inverted versions of the Second
Theme homorhythmically and in the same register, allowing them to cross each other nine times.
The concurrent sounding in the same range of the scordatura string quartet and the ‘fully-
reassembled’ Theme 1 in two oboes creates an effect of a multilayered melodic crossing, with

Theme 2 dominating the orchestral texture.

EXAMPLE 19: Viola Concerto: theme 2 or the “Motive of Sorrow” in RN 122 (Episode 6)
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> Macro-Theme in the Solo Viola Part

In contrast to the previously discussed concerto themes, the manifold workings of the macro-
theme in the soloist’s part hardly fall within the traditional boundaries of the term ‘theme’.
Unlike the easily recognizable themes upon their return — such as the Introduction, Prayer, the
“Motive of Sorrow,” or the “Clock Theme” — the soundings of the viola sola seem intrinsically
connected, if not utterly identified, with the timbre of the instrument itself. The composer’s
metaphorical perception of the sound of a string as an expression of a human soul — or rather
“not an expression but the soul itself*®! — presents another of Gubaidulina’s enduring dualistic
conundrums: the rational versus the intuitive. In this instance, this binary opposition transforms
into the thematically lucid versus the melodically elusive expressions of the macro-theme. The
same type of duality is evident in the pitch organization of the macro-theme components in the
soloist’s part. The viola’s ostensibly “free and intuitive” stream of musical “subconsciousness”3>?
is markedly poised and meticulous in its formal logic. Further, an analytical deconstruction of the
often fragmentary and kaleidoscopic melodic lines of the viola sola reveals the presence of the
otherwise interconnected pitch configurations within each of the concerto’s episodes; they occur
in addition to those ordering the overall design of the work. By and large, the viola’s part
develops in a series of extended pitch undulations. Each of the rising or falling waves of this

transmogrification is contained within a single large episode, i.e., one of the seven sections of the

concerto. Ingeniously, the registeral and dynamic rise and fall in the double-exposition create an

31 Cited from Sofia Gubaidulina documentary (0.28-0.47) “To be an Oracle.” See Zulfia Asadullina, director, “To
be an Oracle” [BeiTb opakysom], TV channel TNB -Tatarstan, Kazan (2017), video, https://youtu.be/PCF9aZ PG98.

32 Citing Valentina Kholopova, Basharova’s analysis presents the temporal organization of Gubaidulina’s Viola

Concerto “free and intuitive.” By extension, this seems to be applied to the overall pitch organization of the work, as
the author abstains from any interpretation of the comprehensive pitch-related logic of the work. See Basharova, 34.
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arch-like figure in which the congruent extremes — the highest and the lowest points of the first
and the second expositions — are clearly matched. The same idea of creating the massive
hemicycles of sound is implemented in constructing the next two section pairs of the concerto
form: the first two episodes of the development, the third developmental episode, and the coda.
Eventually, the penultimate arrival at the prolonged zigzag-shaped glissando on viola’s lowest G
sound comes across as emblematic of the composer’s final materialization of her “selt”
expressed by an identical pitch symbol of her initials, G (as Gubaidulina) or Sol (as Sofia). In a
truly Gubaidulinian fashion, this apperception is called into question in the final five measures of
the work. The ethereal ppp sul tasto of the solo viola sliding between two tritones seems to pose

another question rather than offering any answer.>*

Much of the ingenuity of Gubaidulina’s writing can be observed by analyzing the content
and ordering of the pitch segments comprising the rising and falling sound waves in the viola’s

part. For instance, correlating the lowest and highest points of the double exposition reveals the
D3 and the Eb6 as the corresponding margins of the first and second expositions, as shown in

Example 20.

353 Sofia Gubaidulina monologue in the 2017 documentary presents her highly articulated opinion on the conceptual
subject of questions and answers. She states (25.00-25.56): “For me the individuality is valuable when it is not
turned inwards; only when it is turned towards something else. From this point of view, when you are asking me
about myself, what am 1?7 — I have nothing to say, really... I’'m not turned toward myself. I don’t like to look at
myself in the mirror. I don’t like the position of an artist who looks at himself in the mirror. I like to live in the world
of questions rather than answers. To be an oracle means to know the answers... I don’t want to be an oracle. I don’t
want to know the answers; | want to live and to continue living in the world of questions.” Refer to Asadullina, dir.,
To be an Oracle, TV channel TNB -Tatarstan, Kazan (2017).
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EXAMPLE 20: Viola Concerto: pitch demarcation of the lowest and highest points in the
Exposition

The lowest point D3: Exposition 1 (RN 3, beginning) and Exposition 2 (RN 32, ending)

The highest point Eb6: Exposition 1 (RN 16, ending) and Exposition 2 (RN 20, beginning)
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In the exposition, the macro-theme appears in one of the three forms: first, the BACH
monogram or BACH-range motive; next, the five-pitch DEsCH-range motive; and finally, the
chain of ascending chromatic cells unfolding over the repeated anchor-like lower pitches.
Aurally, these melodic elements are hardly discernible as their layout changes from one
appearance to the next. For instance, the opening solo of the Viola (RN 3) presents the BACH
monogram in retrograde, with the opening sound repeated at the end of the phrase.®** The same
monogram, stated at the beginning of the second exposition (RN 20), presents the BACH motive

in its prime form (Eb-D-F-Eh-[D#]). At this time, once again, it appears not to be immediately

recognizable because of the large descending leaps from one note to the next. Another
permutation of the BACH monogram involves a change in the order of appearance of its
consecutive pitches, namely, the starting motive in retrograde from its third rather than its fourth
sound. It seems that the composer strives to enshroud the aural as well as the visual discernibility

of this procedure by complicating it even further, by using either the overlapping of the two

354 The prime version of BACH motive here is Db-C-Eb-Dbh. The retrograde version with the opening pitch repeated
is D-Eb-C-C# (Db)-D. Refer to Example 20.
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adjacent versions of the BACH motive, or separating its constituent segments by other thematic
elements, such as the “Prayer Theme”; e.g., RN 24, m.3 and RN 25, mm. 3-5. Selected examples

and brief explications of BACH motive permutations in the first and second expositions of the

concerto are presented below.

EXAMPLE 21: Selected BACH motive permutations in the Exposition(s) of the Viola Concerto
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BACH monogram, prime version (P): F-E-G-F#

1234
retrograde version (R) started on the third pitch: G-E-F-F#
3214
The first two pitches (D and Eb) are(repeated) part of the opening BACH version — D-Eb-C-C# (RN3)
RN 24
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BACH monogram, P: Bb-A-C-Bl
1 234
R started on the first pitch: B-C-A-A# (=Bb); two segments are separated by the “Prayer” Theme
4321

RN 30

BACH monogram, P: Ab-G-Bb-Al
123 4

R started on the first pitch: A-Bb-G-G#

43 21
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Starting from RN 5, the opening variants of the macro-theme morph into a five-pitch DEsCH-

range motive (G-G#-A-Bb-Bh), stated twice in different forms, as shown in Example 22.

EXAMPLE 22: DEsCH-range motives in the First Exposition of the Viola Concerto

RN 5-6 ~  RN7Y
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The following process of a gradual expansion of the initially narrow-range motivic cells
is accompanied by three interconnected features: namely, the steady increase in the dynamics
from p to ff; the transformation of the soloist’s vocalized recitation into an instrumental

declamation; and the concomitant increase of the overall range of the solo viola part from C3 to
Eb6. The first wave of the registeral ascent (RN 8-11), unfolding against the background of the
flutes and the scordatura string quartet, begins with an upward sequential motion derived from
another DEsCH-range motive (B-C-B-D#-B-C; RN 8, mm. 2-3), as shown in Example 23. This
oscillating melodic line consistently reaches the next higher chromatic pitch (D#-E-F) while

remaining anchored to the low B3 and thus creating a hidden two-part contrapuntal texture.

EXAMPLE 23: Viola Concerto: the beginning of chromatic ascent in viola’s part, RN 8
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The successive intermittent vacillations between the ‘anchored’ lower pitches and the

chromatically ascending melodic line in the upper layer of the viola’s part result in reaching the
fortissimo on the D major triad, with an added tritone (G#), in the instrument’s brightest ‘violin’

register.

EXAMPLE 24: Viola Concerto: the ending of the first wave of chromatic ascent in the viola’s

part, RN 9-11
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It is curious to note that the sequence of BACH motives in the first wave of ascent is structured

in strict ascending chromatic order, covering, as a result, a full abstract twelve-tone space from C
to B; e.g., C to Eb (RN 3), E to G (RN 4), and G# to B (RN 5-7). The second ascending wave
abandons the idea of an orderly rise, presenting instead the segments of the five-note macro-
theme (E-F-F#-G-Ab) dispersed across various registers in viola’s cadenza-like episode (RN 13

to 15). The retrograde of the BACH motive (F#-G-E-Fhi-[F#]) reappears in RN 15, ushering in the

viola’s final surge to Eb6. The latter, in turn, is built as chromatically ascending dyads; four

intermittent members of these pairs, doubled by the first clarinet, are accompanied by the
quarter-tone “shadows” of the scordatura violin and viola, transforming the prefect unisons into

minor seconds. See Figure 13 below.
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FIGURE 13: Viola Concerto: Intervallic transformations at the end of the First Exposition,

RN 16
RN 16, mm. 1-2 5 6—7 8-9
Violasola; Cl. 1 = D G Eb
Q: V-noand V-la *G and *F# *El, and *D *Ab and *G *E and *D#

The pitch structuring of the distinct descending wave in the Second Exposition is similar
to that of the first ascent in Exposition 1; i.e., it makes use of an ascending chromatic chain,
which becomes punctuated intermittently by overlapping of the corresponding BACH motives
and the segments thereof. These melodic cells appear in either the prime or the
retrograde/permutated retrograde versions; they can be in the full four- to five-note form (with
the opening note repeated), or as two- to three-pitch segments separated by rests; they can be
conjunct or disjunct in terms of their melodic motion. Oftentimes, the large leaps in the viola part
may be interpreted as compound and/or inverted forms of the combinatorial intervals associated
with the original BACH motive. That is to say, a minor second can become a minor ninth or a
major seventh, and a minor third can be turned into a major sixth etc. Thus, in her unrelenting
pursuit of constant development and variation, the composer re-creates the contrapuntal device
of melodic inversion as applied to a small segment of a ‘theme’, rather to an entire melodic idea.
Figure 14 outlines the pitch-related structuring of BACH motives throughout the descending

wave in Exposition 2.
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FIGURE 14: Viola Concerto: BACH motives in the descending wave in Exposition 2
Chromatic ascent from D to C# and the corresponding BACH-range cells:

D D E F F# G G# A Af B C C# (D D# E)

\\

/
RN 20
Prime form:
EbDFEK[D#]
RN 23
Permutated
Retrograde (3214)
F#D#EFh
RN 24
Retrograde:
BCAA#[B]
RN 25
Permutated
Retrograde (3214)
(BYG#ABb
RN 30
Retrograde:
ABbGGH[A]
RN 32
Retrograde:
D#EC#DY

The process of recasting the concerto’s macro-theme continues throughout the tripartite
development section. Each of its episodes presents yet another example of Gubaidulina’s striking
combinatorial inventiveness regarding the transformation of a specific motivic idea. Thus,
throughout the first developmental episode, an uninterrupted dramatic ascent from the viola’s
lowest register to its highest contains no aurally discernible entries of either the BACH or
DEsCH-range motives. Instead, the melodic idea from the concerto’s Introduction, featuring a

series of rising and falling octave leaps, appears to prevail. The gradual chromatic expansion in
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the viola’s part begins in RN 35 with the addition of lower and upper semitones to the opening

sound of C, reiterated in different registers.

EXAMPLE 25: Viola Concerto: beginning of chromatic buildup in viola’s part; Development 1,
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The ensuing structuring of the twelve-tone space presents an orderly semitonal ascent from C to
Cb. In terms of the actual sound, it covers the space of four octaves from C3 to Cb7 and features
two other prominent leaps — a major seventh and a minor ninth — allowing an upward chromatic
motion. Refer, for instance, to RN 46-47, where the new members (F#, G, and G#) of the

ascending chain first appear.®> As in the first Exposition of the concerto, this process is

accompanied by a significant dynamic buildup, rising from p in RN 34 to fff'in RN 50.

EXAMPLE 26: Viola Concerto: continual chromatic ascent in the viola part; Development 1,
RN 46-47 (m.1)
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3% The remaining pitches of the chromatic scale appear initially as follows: D (RN 43, m. 3); Eb (RN 43, m. 5); E}
(RN 45, m. 1); F (RN 45, m. 3); A (RN 48, m. 1); Bb (RN 49, n. 2); Ch (RN 50, m. 2).
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The audibly recognizable expressions of the macro-theme seem to be restricted to the
other layers of the orchestral texture; predominantly, to the slowly ascending chorale in three
Wagner tubas and the contrabass tuba. Accompanied by the resonant sounding of the piano with
the open 1id,*® the two versions of the BACH motive in retrograde and the two motivic segments
of five pitches (DEsCH range) become ‘harmonized’ by the ‘third-less’ triads in RN 34-46. As
the viola’s sound continues to soar closer to its utmost heights, the last five chords of the majestic

chorale of the tubas become major triads (C, E, Eb, D, and Gb majors). The full summary of the

pitch configuration of the tubas’ chorale bass line is shown in Figure 15.

FIGURE 15: Viola Concerto: macro-theme in the bass line of the tubas’ chorale, RN 34-49

RN Bass line of the chorale Pitch configuration
34-35 E-Ab-G-Gb DEsCH combined range (E-Ab)

36 F-Gb-Eb-Eh-F BACH motive in retrograde

5-pitch version (with the repeated first note)
37-41 A-Ab-G/G-Ab-G/B-B-bA DESCH combined range (G-B), formed incrementally
44-45 Bb-Bh-G#-A-Bb BACH motive in retrograde
5-pitch version (with the repeated first note in m.1, RN 45)
45, m.3- D-Db/C-E-Eb-D DEsCH combined range (C-E)
48

In the second developmental episode, the idea of fragmentation of the concerto’s macro-
theme is combined with that of the intervallic transformations of the constituent dyads. The
sparse, chamber-like texture of this section showcases a series of the double-stop harmonics in

the soloist’s part often echoed by their quarter-tone ‘shadows’ in the scordatura string quartet.

3% See the composer’s indication in the score, RN 34.
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This soft, ethereal sound is repeatedly contrasted with the viola’s dramatic vibrato outcries. The

latter tend to state the BACH motives in various forms, such as the original narrow-range five-

pitch retrograde version (sounded solo or jointly with other themes), the version separated by

other thematic elements, as well as the new solo variant presenting a chromatically descending

four-pitch fragment as a series of ascending leaps of major sevenths (or diminished octaves).

Figure 16 illustrates selected examples of these procedures.

FIGURE 16: Selected examples of the macro-theme transformations in the Second Development
Section of the Viola Concerto (RN 53-93)

RN

Musical Excerpt

Macro-theme description

54

Double-stops harmonics A-C and
A-C# and single-top harmonics A#,
B, and Ch create a complete 5-
pitch chromatic space in the
DEsCH range.

70

A minor third (E-G) in double-
stops harmonics in the solo viola
part and the major third (*E-*G#)
in V-no and V-c of the scordatura

string quartet create a symbolic

transformation of a min. 31
(BACH range) into a maj. 3 (an
acoustic equivalent of DEsCH
range).

71

BACH motive in retrograde in
viola sola (narrow range, 5-note
form: G-Ab-F-F#-G) sounding at
the end of a passage built on the

“Prayer Theme” in diminution (FI.

1) and the “Motive of Sorrow” in

Ob. 1 and Cel. (in diminution and
in triplets).

72

A variant of the Introduction
Theme is presented as a series of
ascending leaps of major
sevenths/diminished octaves: D#4-
Dh5-C#6-Ch7; an abstractly
descending 4-pitch segment of the
chromatic scale falls into an
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acoustic range of the BACH
motive (aug. 2" =min. 3" or C-
D#/Eb)

77-
79

BACH motive in retrograde in
viola sola (narrow range, 5-note
form: G-Ab-F-F#-G) is
separated/surrounded by the
fragments of the “Prayer Theme”
in the strings

In contrast to the singular rising and falling waves of sound built up in each of the
preceding episodes of the concerto, the final development section (RN 94-148) is structured as
two continuous ascents in the viola’s part. They are followed by the corresponding descents led
by the strings, during which the soloist remains withdrawn from the process. Furthermore, the
new versions of the macro-theme appear in four distinct forms, delineated not only by their
motivic and/or rhythmic content but also by their characteristic timbral colour or the method of
sound production in the violist’s part. Those include, firstly, the short and palpably brash ostinato

figures based on three pitches (D, C#, and Eb) executed au talon (RN 69-105); secondly, the

sustained crescendoed trills, concluded with the gradual shift of the bow from ordinario to sul
ponticello at the end of the terminating glissandos (RN 106-110); thirdly, the new configuration
of the BACH motive stated emphatically in double stops in minor sixths (RN 111-112); and
finally, the predominantly five-pitch DEsCH-range triplet motivic figures, ended with the
consistently rising quadruplets at the point of interlocking with the next sequential segment. This
final version of the macro-theme unfolds in a perpetuum mobile fashion at the end of the first

ascent (RN 115-117), as well as throughout the entire second ascent (RN 124-132) where it is
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delivered sul ponticello in full length. The following annotated excerpt from the latter episode

illustrates the composer’s consistent treatment of the five-pitch chromatic segments, which
generate an entire four-octave ascent from C#3 to C#7. Remarkably, the sinuous movement

within each of the corresponding cells is structured as a series of orderly pitch overlays. Namely,
the closing members of the ascending melodic patterns overlap with the opening pitches of the
following descending patterns, while two opening pitches of the descending segments overlap

with the two closing ones of the ensuing mini-ascents, as shown in Example 27.

EXAMPLE 27: Viola Concerto: the correlation between the 5-pitch DESCH-range motivic
segments generating the second sequential ascent in the final development
section, Episode 6

3 3
1 .

¥

U'-lﬂ :';',
Sola

RN 124, m. 2 RN 124, m. 3 RN 125, m. 1 RN 125, m. 2 RN 125, m. 3

5-pitch motivic segments presented in an ascending chromatic order staring with the lowest pitch member

N
EFF#GAb C#DDH#EF F F# G Ab Al DDﬂEFG(\FﬂGGﬂABL

The concerto’s final arch of ebbing and flowing sound emerges in the unmetered cadenza
episode. In its opening section (RN 147), the soloist’s meditative ascent relies on the familiar

BACH and DesCH motives, which comprise the macro-theme. Here, the viola’s short “cries and

95357

whispers”*’ are punctuated by pauses of varying lengths, adding to the purported spontaneity of

357 Refer to Alex Ross, “Musical Events — Russian Soul: The Exotic Grandeur of Sofia Gubaidulina,” The New
Yorker (June 16, 1997): 110.
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the musical expression. The pointed absence of any bravura virtuosic display, accompanied by
constant dynamic and timbral shifts, indeed creates the impression aptly described (or, rather,
astutely rephrased) by Alex Ross as “the solo voice [being] the still point of the turning

359 marked with one to three

world.”%® The four successive crests of this closing sound wave,
fortes, appear to be unsustainable as the following passages collapse in large leaps, thus bringing
the cadenza section to its second graphically notated episode (RN 148). Its jagged ripples of
rising and sinking glissandos, tremolandos, and the bow shifts from su/ ponticello to ordinario

inevitably return to the composer’s signature pitch, alluding to the first letter of her last name.

See Example 28, below.

EXAMPLE 28: Viola Concerto: graphically notated portion of the viola’s cadenza, RN 148

358 Ross paraphrases a line from the first poem of T. S. Eliot Four Quartets. See Ross, “Russian Soul,” 110.

359 As could be expected, these four pitches — D, Eb, Eh and F — fall within the BACH motive range.
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Tonal Interplay of the Themes Within the Composer-ldentified Concerted Sonata
Framework

While Gubaidulina’s reference to the concerted sonata form can be readily discernible on a
conceptual level as a desire to create a dramaturgy of dualistic contrasts, the subject of the genre-
associated tonal relationships among the concerto’s themes appears to be rather puzzling due to
the tonal ambiguity of some of the thematic derivations of the work’s macro-theme. As the latter
tend to be aurally consonant with the key-related interactions of the “Prayer Theme” and the
“Motive of Sorrow” (i.e., Themes 1 and 2, which present the tonally lucid manifestations of the
macro-theme), observing the key correlations between them reveals two consistent harmonic
patterns: either the juxtaposition of Tonic with Dominant (I-V) or Tonic with Submediant (I-VI).
One could thus say that the basic harmonic models utilized by Gubaidulina, who produces her
own interpretation of the form, emerge as intrinsically connected with an “anterior corpus” (Julia
Kristeva’s term)®®° of tonal relationships between two major themes of Classical and later models
of the concerted sonata forms. Figure 17 maps the pertinent keys’ correlations of the “Prayer

Theme” and the “Motive of Sorrow” throughout the Viola Concerto.

360 Cited in Paul Wingfield, “Beyond ‘Norms and Deformation’: Towards a Theory of Sonata Form as Reception
History,” review of Elements of Sonata Theory: Norms, Types, and Deformations in the Late-Eighteenth-Century
Sonata by James Hepokoski and Warren Darcy, Music Analysis 27, no. 1 (March 2008): 171,
https://www.jstor.org/stable/25171408.
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FIGURE 17: The tonal correlations between the “Prayer Theme” and the “Motive of Sorrow” in
the Viola Concerto®®*

Section RN Themes Instrumentation Keys Functional key
implied relationships
(including those in
temporarily
tonicized keys)
Exposition 1 2-7 PT Strings C minor iy
6-7 MS FI.5 G minor
11 MS FI.5 A minor idi
12 PT Strings C minor Vil
Exposition 2 19-29 PT Strings C minor ii
25-29 MS FI.3 C minor
Development 2 61 PT Strings D minor i
63 MS FI. 1 and Cel. (in dim.) D minor
65 PT Strings D minor Vi
66 MS FI. 1 and Cel. (in dim.) Bb minor
68 PT Strings B minor s
71 PTv/dim FI.1 . iD
MS Ob. 1and Cel. (in dim.)f | Eminor C _
73 PT Strings C minor vi
75 PT Strings Bb minor
PT Cl.1 ; e
76 - BbL minor i-i-i
MS Fl. 3 and Cel. (in dim.)
77 PT Strings Bb minor
83-87 PT Strings E minor -
MS FI. 5 and Cel. (in dim.) E minor -l
8488 | prvidim cl.1 .
Development 3 122-124 PT 2 Ob. . .
MS Cor. 1 and Vc. (inverted) B minor -l /
Coda 149-152 PT Strings Ab minor i-i
150-152 MS FI.5 Ab minor (or, vi-i re the
concerto’s “principal

key,” or C minor)

It is important to reiterate that the composer’s initial reference to these three harmonic

functions occurs within the first statement of the “Prayer theme.” In RN 2-8, the theme’s bass

line fluctuates between the submediant and dominant notes, establishing a clearly perceivable C

361 In the this Figure the “Prayer Theme” and the “Motive of Sorrow” are abbreviated as PT and MS, respectively.
PTv/dim stands for “Prayer Theme” variant in diminution; all of the celesta’s versions of the MS are in diminution
(indim.). The red chevron arrow indicates a simultaneous statement of the two themes.
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minor. Its tonic, however, never appears. The minor tonal colour of the sounded chords prevails,

as the use of the functionally archetypal major thirds in the upper voice is entirely eschewed at
the metrically and/or dynamically emphasized returns of the lower Ab and G. The ultimate

materialization of all three functions (I, V, and VI) in their minor-mode versions seems to
transpire on a broader level, namely, as a tonal juxtaposition in the paired statements of the two

aforementioned themes throughout the work.

The further reflection upon the functional correlation of the paired statements with their
unlinked counterparts reveals the presence of a full tripartite sonata form unfolding at the
combined level of the two expositions. As it is, the new structural status quo proposes an
alternative development section of a “small” sonata form within the “large” one, with the middle
section of the former is situated in RN 8 to 18. Within this supposed development, the multiple
versions of the two themes are carried through several new keys, other than the tonic and
dominant of the C minor, in the parts of four flutes. The flute episode is followed by a mini-
cadenza of the soloist (RN 13-16) and, further, by a shimmering transition episode emphasizing a
tritonal pitch combinations — the signature interval for the transitions to come.3®? In the newly
envisioned recapitulation (RN 19-31), each statement of Themes 1 and 2 remains in the “home

key” of C minor, thereby resolving the tonic-dominant “opposition” of the two themes. Given

362 Refer, for instance to the transition episodes 2, 3 and 4 prominently featuring the augmented fourths and
diminished fifths; e.g., Eb-A, F#-C and G#-D in RN 17; D-G# (Ab) in RN 33; A-D# and C#-G in RN 51. Curiously,
yet not unexpectedly, Irina Basharova emphasizes the “semantic meaning” of the tritone as either “fantastical, fairy-
tale-like” or as depicting “the world beyond.” The author describes the acoustic peculiarities of this diabolus in
musica as a salient feature of the “musical practice” (apparently referring to the numerous precedents in the 19'-
century Russian music of Glinka, Rimsky-Korsakov, Lyadov et al.). The unambiguously pontifical goal of this
outwardly insignificant and rather inconsequential remark by the Russian scholar seems to originate from the
necessity (or a desire?) to reaffirm the political agenda of the current sovereign state, i.e., to put Sofia Gubaidulina’s
music in line with the Russian “national” tradition. See Basharova, 36-37. At this point, we can only add that, from a
purely constructive compositional standpoint, the inversional invariance of a tritone undergoing various quarter-tone
transformations presents a singular intervallic option capable of sustaining the static/ostinato-based textures of the
Viola Concerto’s transitioning episodes.
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that the composer deliberately excluded the recapitulatory idea from the overall design of the
work, it is not implausible to consider its extraneity, as its formal purpose has already been

fulfilled at another structural level of the form.

Lastly, the composer’s Schubertian treatment of the submediant function, featuring
multiple chromatic third relations within the “principal” and the “interim” keys, appears to
effectuate the concerto’s “off-tonic” ending in Ab minor. This key’s striking pre-cadenza
sounding in three timpani and strings col legno (RN 145- 146), and later in the final paired
statement of the “Prayer Theme” and the “Motive of Sorrow”, intensifies the work’s stylistic
allusions to the late-Romantic tradition (Brahms, Wagner, Mahler et al.). At the same time, Ab, as
the concluding and clearly audible tonal center, forms a tritonal arch to the opening of the
concerto, which starts with an exploration of a single sound, D. Quite remarkably, the concerto’s

last five measures eschew the idea of the Submediant’s reaffirmation; instead, the soloist’s ppp

glissando wanderings between two tritones (D-G# and Eb-A), accompanied by the “Clock

Theme” and the final intervallic transformation of a minor third (G-Bb in tubas) into a major

(*G-*B 1in the lower strings of the scordatura string quartet), slowly fall into silence. Within this
context, the entire tonal journey of the themes within the concerted sonata framework comes
across as Gubaidulina’s unique hypotactic compositional hearing within an ostensibly paratactic

musical utterance.
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Sofia Gubaidulina’s Viola Concerto: The Numerorum Mysteria?

Unlike the majority of Gubaidulina’s works created in the 1990s, her Viola Concerto appears to
be shrouded in the numerical mystery. The two published sources touching upon the subject
matter provide rather conflicting information. On the one hand, Valentina Kholopova (and
Basharova, who cites her) state(s) that, according to the composer herself, the work was written
“freely and intuitively,” i.e., without any Fibonacci-related calculations aimed at shaping the
proportions of its form.*®3 On the other hand, Valeria Tsenova, who describes several “numerical
plots” in compositions created in the 1990s, indicates that an analogous design is “to a certain
degree” present in the Concerto for Viola and Orchestra.®®* Deciphering the composer’s sketches
preserved at the Basel archive appears to exacerbate the problem even further. Firstly, one
immediately notes plenty of numbers scattered throughout the pre-compositional drawings and
the draft of the work itself. The former pertain to the number of bars intended for certain timbral
combinations within the depicted episodes, as can be seen on the hand-copied image shown in
Plate 2 on the following page. The latter includes various calculations referring to the temporal
proportions of certain sections within the specific episodes of the form; the singular numerical
sequences scribbled over particular passages; the rows of digits deriving Fibonacci numbers from
Lucas numbers by addition and subtraction; and finally, the occasional two-layered bar
numbering indicated with the multi-coloured horizontal round brackets of varying size, arrows,
checkmarks, and boldfaced vertical lines. Yet, the composer does not provide any pre-
compositional numerical plan for this work, as she did for all pieces discussed in Valeria

Tsenova’s dissertation.

363 Kholopova (2020), 296.
364 Tsenova, 167.
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PLATE 2: Hand-copied page from the pre-compositional drawings to Gubaidulina’s Concerto for Viola and Orchestra




This absence of an explict pre-compositional theoretical basis apparently became the
reason for Gubaidulina’s statement in a private conversation with Kholopova. Conceivably, the
composer’s intense musical activities in the mid-nineties left no time to complete the precise
calculations that would bring all temporal aspects of the work (various meters, tempo
indications, and duration of the unmetered episodes) to a common denominator of a specified
unit of time, as she has done for other opuses created during this period. Remarkably, in 1996

alone, Gubaidulina completed four other substantial works,¢®

and attended multiple international
workshops and concerts dedicated to the celebration of her sixty-fifth birthday.**® Be that as it
may, the Viola Concerto has thus far remained a musical topological puzzle, offering an

opportunity for an analyst to extrapolate a “numerical plot” from various hints presented in the

composer’s draft.

Meanwhile, it is worth mentioning that Valentina Kholopova, who must have been
intimately familiar with the work’s sketches, shrewdly alludes to a few external expressions of
the Fibonacci numbers in the concerto’s Introduction. According to her, these surface as a result
of the “rhythm of numerical sequences” that became “deeply imbued in her [the composer’s]

musical hearing” by the mid-nineties.®®” Assenting to Kholopova’s highly merited musicological

365 Those are: Impromptu for flute (fl/alto fl), violin, and strings; dedicated to Irena Grafenauer and Gidon Kremer;
commissioned by KéInMusik for the ‘Schubert Anniversary Year 1997; duration: 15”; Quaternion for four
violoncelli; dedicated to Vladimir Tonkha; duration: 25°; Gallows songs a 3 (Galgenlieder) 1; fifteen pieces for
mezzo-soprano, percussion and double bass on poems by Christian Morgenstern (in German); dedicated to and
commissioned by Patricia Adkins Chiti; duration: 45°; and Gallows songs a 5 (Galgenlieder); fourteen pieces for
mezzo-soprano, flute, percussion, bayan and double bass on poems by Christian Morgenstern (in German);
dedicated to Ensemble ‘that’; commissioned by Hannoversche Gesellschaft fiir Neue Musik; duration: 45°. Refer to
the Sikorski Musikverlage Catalogue (Hamburg, 24 November 2021), 32, 51, 60 and 61.

366 Michael Kurtz provides a summary of the 1996 events in his Appendix A, outlining the chronology of
Gubaidulina’s life by year. Among them are her visits to San Jos¢, California; Moscow (Russia); London and
Huddersfield (UK); Zurich (Switzerland); and Bochum (Germany). See Kurtz, 272.

367 Kholopova points out the Fibonacci numbers pertinent to the number of sounds in the opening solo of the viola
(1, 2, 8); percussion (2, 5); and strings (5, 1, 2). The third example apparently refers to the “Prayer Theme” (RN 2)
opening the First Exposition. See Kholopova (2020), 296.
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authority, Basharova provides another example of the grouping of the eight notes as in 1, 2, 3,
and 5 in the viola’s part in RN 80 (mistakenly referring to it as RN 81).%¢8 Further examination of
the concerto’s score in a similar fashion produces many other exoteric examples discernible on
multiple structural levels. For instance, the score calls for five flutes (Fibonacci number) of four
sizes (Lucas number); three Wagner tubas and three keyboard instruments requiring two players
(Fibonacci numbers); eleven percussion instruments (Lucas number) played by five
percussionists (Fibonacci number); and a total of thirteen brass instruments (Fibonacci number).
Further, the work utilizes two sound systems — chromatic tonality and microtonality. It is cast in
seven sections (Lucas number) envisioned within a concerted sonata form with two expositions
and three episodes in the development section. Five is the total number of pitches in the
concerto’s macro-theme, which appears in five distinct emanations.** Throughout the work, the
“Clock Theme” retains three constant attributes: pitch, percussive timbre, and rhythmic ostinato;

13

concurrently, the Viola’s “theme” extensively uses two monograms, BACH and DEsCH. More
localized examples relating to instrumentation, pitch, and duration can be observed, for instance,
in RN 82 and RN 34-41. The former showcases five groups of strings (V-ni I, V-ni II, V-le, V-c,
C-b) producing an eight-pitch sonority that lasts for eight beats. The latter plays with the first
four members of the Fibonacci series (1, 2, 3, and 5) as well as the third number (four) of the
Lucas series with regard to organizing the sounding and resting episodes in the piano part.
Curiously, all changing meters indicated by the composer metronomically or in seconds (in only

three of the unmetered episodes) can be interpreted as either symbolic numbers — referring to

biblical numerology or to the three names (Bach, Sofia, Shostakovich) crucial to the overall

368 Basharova, 34.

369 Those are, once again, the theme of Introduction; the “Clock” theme; the “Prayer” theme; the “Motive of
Sorrow” and the manyfold viola’s theme.

191



conception of the work — or as numbers belonging to various numerical series. These can appear

alone or in combinations with one another. Figure 18 provides a list and possible interpretation(s)

of these numbers.

FIGURE 18: Interpretation(s) of the metronomic and other indicated numerical values in Sofia
Gubaidulina’s Concerto for Viola and Orchestra

Metronome Marking or/and RN Interpretation of the numbers as a symbolic, part of a Fibonacci-
time in seconds indicated by based series or a combination on thereof
the composer
=48 1,18, 152 48=Sofia
Gematria version of the composer’s first name
J=96 2-8; 12-13; 48x2=96
19-31; 90-2 Sofia’s number doubled
J=60 34-50; 70-71: 60= Bach number
84; 86; 139: (no. 8 in Bach’s series)
141; 145-6;
151
=72 149-50 36x2=72
Shostakovich’s number doubled
(DSCH=7+18+3+8=36)
=144 93 Fibonacci Number
(no. 11 (Luca) in the Fibonacci series)
J=100 9-11; 55; 59; 100=22x52
61; 63; 66; 76 Product of two Fibonacci numbers squared and multiplied by
each other
/=132 51-3 132=100+32
The sum of the Bach’s symbolic number (23=S. Bach=18+14)
and two Fibonacci numbers squared and multiplied by each
other
=92 14 92=22x23
The Fibonacci number squared and multiplied by the Bach’s
number (no. 6 in Bach’s series and/or Bach’s symbolic number
23=J. Bach=9+14)
Or:
The Lucas Number (4) multiplied by the Bach’s number:
4x23=92
=40 57; 62; 143-4 | 40=Biblical number associated testing, trials, transformation etc.
(e.g., the rain of Noah’s flood lasted for 40 days; Moses and the
Israelites wandered in the desert for 40 years; three of the
Bible’s most important figures — Moses, Elijah and Jesus —
fasted in the desert for 40 days each)
=80 15-17; 33; 65; 80=40x2
68; 73; 75; 77— Biblical number 40 doubled
83; 85-8
=120 94-137 120=60x2

Bach’s number doubled (=multiplied by the Fibonacci number);
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Or:
120=40x3
Biblical number (40) multiplied by the Fibonacci number (3)

J4=30 (or »=60) 154 30=60+2

Bach’s number (60) divided by the Fibonacci number (2)

J=20 (or »=40) 154 20=40+2

Biblical number (40) divided by the Fibonacci number (2)

65” 147 65=5x13

Product of two Fibonacci numbers multiplied by each other
Also:

Biblical number representing, inter alia, a numerical value or
gematria of the word “Adonai” (one of the Hebrew’s names of

God)
7 153 Lucas number
5” 153 Fibonacci number

Studying the concerto’s sketches preserved at the Basel archive and comparing them to
the work’s published score provides more concrete evidence of the composer’s use of various
Fibonacci-based series, underpinning the organization of the musical matter on multiple levels.
For instance, Gubaidulina indicates the number of notes within the leaping ascents and descents
of the Introduction theme as Bach’s numbers — 1, 4, 5, and 9. The structuring of these segments,
separated by longer rests and/or fermatas, remains extraordinarily consistent throughout the work

as one can observe from the schematic Figure 19, below.
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FIGURE 19: Bach’s numbers in the Viola Concerto’s Introduction theme

RN

Before
RN 1

14

72

138

140

142

Pitch Schemata

144=5 2+3=5 1
7~ N ~ N
D3 .~ D4 D5 D6 D7 ™ D4 D3 .~ D4 D5 D6 .~ D7Eb7 ™
1+2+1=4 5
N 7~ N\
D3 .~ D4 D6 .~ D7Eb7 ™ D3 D4 D3 D4 D6 ~~
4 5
N
D5 D3 D5 D6 D3 D4 D5 D6 D7 ~
g 5
Fi4 F45 F46 F45 F43 Fi4 F45 F46 F47G 7 E43 Fi4 Fi3 F44 F26
3+1+1=5

Fi4 F#3 FA7G7 ~ G7 .~ GTAb7 ™
4 4

F#4 Fh5 E6 D#7 D#4 Dh5 C#6 Ch7 ™

5

N

C#3 C#4 C#5 C#6 CA7D7 ™

9

C#4 C#3 C#5 C#6 C#3 C#4 C#5 C#6 C#7D7 ™
9

C#5 C#4 C#3 C#4 C#5 C#3 C#4 C#5 C#6D6 ™
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Another set of numbers written out by the composer in RN 144 under the part of the Tam-tam
represents the four opening members of the Evangelist’s series: 2, 5, 7, and 12. Once again,

Gubaidulina clearly marks the lengths of the vibrating sounds, measured in quarter-note beats.

FIGURE 20: Viola Concerto: Evangelist’s numbers in the part of Tam-tam in RN 144

kY20 < I I O O I T A I R B V7 R
NV IS\

The last of the drafted numerical series appears on the first page of the opening
developmental episode, marked as Episode 3 in Gubaidulina’s sketches. It consists of three rows
of numbers, creating the composer’s own numerical sequence derived from the addition and

subtraction of Lucas numbers (the middle row) and Fibonacci numbers (the bottom row).

FIGURE 21: Viola Concerto: Gubaidulina’s own numerical sequence derived from the Lucas
and Fibonacci Numbers

7 2 9 11 20 31 51 82 133
9:11 4 +3 -1 42 +1 +3 +4 47 +11
3 5 8 13 21 34 55 89 144

The actual realization of Gubaidulina’s own series leaves some room for interpretation, as the
draft’s notation deviates from that in the published score. However, judging by the consistent
marking of the nine statements of the tubas’ chorale in the sketch, the composer’s principal aim
remains discernible. It appears that the numbers refer to the proportionate duration of the
sounding and resting segments of chorale, measured in bars. For instance, each of the chorale

statements in RN 35 to 38 spans seven bars. Thus, in RN 35, 37-38, and 36, the proportions of
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the sounding and resting segments within each statement are 3:4 and 5:2 (RN 36). The combined
duration of the tubas’ sounding and resting in RN 44-47 (statement no. 6 and 7 in Gubaidulina’s
drafts) is thirteen bars (11+2), presenting a sound-to-rest ratio of 11:2. Further, the shorter
statements consist of three or five bars (RN 34 and 36, respectively), producing sound to silence
ratios of 2:1 (RN 34) and 5:2 (RN 36). Finally, in RN 39-43, the longest segment of the chorale

lasts for a total of 21 bars and consists of 8 sounding measures and 13 resting ones, respectively.

All of the aforementioned examples of Gubaidulina’s musical symbolism, intrinsically
interconnected with the use of the “magic” numbers, remain external manifestations of the
composer’s numerical aesthetics from the 1990s. In other words, they are visible and easily
detectable in the score. From an analytical point of view however, the most fascinating piece of
the concerto’s numerical puzzle lies on a much deeper level. The substantial number of
calculations in the form of equations abundant in the draft points to an intent to organize the
sound matter through a system of mathematical proportions, hidden from the eyes and the ears,
yet creating the mysterious temporal harmony of Gubaidulina’s music. The following Plate,
presenting the facsimile of a page from the sketches, exemplifies one of the composer’s attempts
to balance the duration of two fragments at the end of the first exposition, subtitled Episode 1
(“Omn.” is short for “anm3on” [epizod] in Russian). The type of calculation used to equate the

870 marked as 27 seconds each and notated in different

temporal lengths of two segments,
metronomic values, presents Gubaidulina’s “double-counting technique,” dubbed the

“Gubaidulina principle” by Tsenova.3"!

370 The values are calculated as following: 1) 60-+80=0.75; 27+0.75=36; 36+3=12; therefore, 27”=36 mb or 12 bars
in % time at MM J=80; 2) 60+46=1.3043; 27+1.3043=21; 21+3=7; therefore, 27”=21 mb or 7 bars in % time at MM
J=46.

871 Tsenova, 122.
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PLATE 3: Reproduction of a page from Gubaidulina’s sketches to the Concerto for Viola and
Orchestra3’
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372 Reproduced with permission from the Paul Sacher Foundation.
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According to this principle, outlined in Tsenova’s dissertation, the duration of music can
be measured in the real (notated) units as well as in the absolute (abstract) ones.3”® The beats can
change their absolute time values depending on the tempo. These fluctuations of time are then
compared with the “model tempo,” which establishes the microbeat value sui generis,3’
functioning throughout the entire work independently of the real or written-out tempo changes.

The model tempo is an abstract idea; it may or may not coincide with the real tempo. If it does,

the resultant proportion is 1:1. If it does not, it is determined as follows:

1) Calculate the ratio between the given (“real”) tempo and the “model tempo”
(e.g., 48+60=4:5in RN 1).

2) Calculate the number of real beats within the pertinent number of bars notated in the
given tempo (e.g., 10 bars in the triple meter in RN 1 yields to 30 real beats (10x3=30).

3) Calculate the number of absolute beats by dividing the number of real beats by the
proportionate value of the given tempo, and then multiply it by the proportional value of
the model tempo. Alternatively, divide the number of real beats by the result of division
in Step 1 (e.g., 30+4x5=30+0.8=37.5).

4) Convert the number of absolute beats into the number of absolute bars within the
indicated meter. The result is usually rounded up (e.g., 37.5+3=12.5=13).

In the unmetered episodes:

1) Divide the time indicated in seconds by the value of the (usually) preceding metered
microbeat.

2) Prorate the value obtained in Step 1 according to the proportional relationship between
the real and model tempo; i.e., divide it by the product of that ratio.

3) Convert the value obtained in Step 2 into the absolute number of bars using the preceding
meter indication when available.

373 See Tsenova, 120-25.

374 As a reminder, the value of a microbeat is calculated by dividing the number of seconds in a minute (60) by the
number of beats per minute indicated metronomically; e.g., 60+48=1.25.
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The multi-dimensional array of numbers presenting itself in Gubaidulina’s drafts serves
us as a point of departure for creating a temporal model of the concerto, in which the
“absolute” durations of its sections are related to the principal numerical sequence. Since the
draft notation often differs from the final version of the Schirmer-published score, the latter is
considered the finalized primary source for metronome markings and the number of bars.

The durations of the senza metrum sections, unspecified (in seconds) by the composer, are
taken from the first commercial recording of the concerto released by Deutsche
Grammophon. Some measured versions from the sketches are also used in the calculation.

The chosen “model tempo” J = 60 not only conforms to many of Gubaidulina’s ratios in the

drafts but also serves as a symbolic unifying cipher. The eighth member of the BACH series,
the number sixty, represents the name of the composer, whose metaphorical impact on the

Concerto for Viola and Orchestra cannot be overestimated. Thus, the temporal model of the
work, extrapolated from the three sources of data under the model tempo of | = 60, appears

as follows:

FIGURE 22: Extrapolated temporal model of the Concerto for Viola and Orchestra

Sections as
identified by | Introduction Double Exposition Development Coda
the
composer
Section 1 2 3 4 5 6 7
number
Number of
absolute 34 89 58 89 144 215 29
bars at under
J=60

Table 7 shows the pertinent calculations.
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TABLE 7: Concerto for Viola and Orchestra: calculation of the number of absolute bars
within the indicated meters at the Model Tempo J =60

Section 1: Introduction

RN Time Real Real Number | Proportional Number of Number of
Signature Number of Beats relationship Absolute Beats Absolute Bars
and of Bars between the within the meter
Metronome indicated indicated
indication (real) tempo
and the model
tempo
Before | Unmeasured:
RN 1 65” N/A N/A 60+48=1.25 65+1.25=52
48+60=0.8 or 52+0.8=65 (65+37.5) =3=34
RN 1 3/4 1=48 10 10x3=30 4:5 30+4x5=37.5
Section 2: Exposition 1
2-8 3/4=9/8 Total number of
and =96 54 54x3=162 96+60=1.6 or | 162+8%x5=101.25 absolute beats in the
12-13 8:5 triple meter:
9-11 3/4=9/8 101+38+12+45+26=
J=100 21 21x3=63 100+60=1.67 63+5x3=37.8 222
or 5:3
14 3/4 Number of absolute
J=92 6 6x3=18 92+60=1.53 or 18+1.53=11.74 bars within the
23:15 meter indicated:
15-17 3/4=9/8
1=80 20 20x3=60 80+60=1.33 or 60+4x3=45 222+3=74
4:3
18 3/4 7 7x3=21 48+60=0.8 or 21+4x5=26.25
J=48 4:5
13 Unmeasured: Total number of
137 N/A N/A 60+96=0.625 13+0.625+1.6=13 unmeasured
Prorated 96+60=1.6 absolute beats in the
under triple meter:
3/4=9/8 13+32=45
J=96
14 Unmeasured: Number of absolute
327 N/A N/A 60+92=0.652 | 32+0.652+1.53=32 |  barswithin the
Prorated 92+60=1.53 meter indicated:
under 3/4 45+3=15
=92 74+15=89
Section 3: Exposition 2
19-32 3/4=9/8
=96
RN32is | §0+8=68 | 68x3=204 96+60=1.6 or | 204+8x5=127.5 | (127.5+45)+3=57.5
unmeasured in 85

the published
score; notated
as an 8-measure
segment in the
draft

58
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33 0/8 J=48 12 12x3=36 48+60=0.8 or 36+4x5=45
4.5
Section 4: Development 1
34-50 3/4 =60 78 78x3=234 60+60=1 234
51-3 3/4 J=132 25 25x3=75 132+60=2.2 75+11x5=34 (234+34) +3= 89
orl1l:5
Section 5: Development 2
55 4 4x3=12
59-61 3/4=9/8 4+2=6 6x3=18 100+60=1.67 60+5x3=36 36+3=12
63 J=100 3 3x3=9 or 5:3
66 3 3x3=9
76 4 4x3=12
12+18+9+9+12=60
57 2 2x3=6
62 3/4 1=40 3 3x3=9 40+60=0.67 or 15+2%x3=22.5 22.5+3=75
6+9=15 2:3
65 3 3x3=9
68 9/8=3/4 5 5x3=15 80+60=1.33 114+4x3=85.5 85.5+3=28.5
73 J=80 3 3%x3=9 or4:3
75 2 2x3=6
77 3 3x3=9
79 2 2x3=6
81-3 9 9x3=27
85 3 3x3=9
87-8 8 8x3=24
9+15+0+6+9+6+
27+9+24=114
70-71 3/4 J=60 7 7x3=21 42 42+3=14
84 4 4x3=12 60+60=1
86 3 3x3=9
21+12+9=42
90-2 4/4 J=96 11 11x4=44 96+60=1.6 or 44-+8x5=27.5 27.5+4=6.875
8.5
93 3/4 J=144 8 8x3=24 144+60=2.4 or 24+12x5=10 10+3=3.33
12:5
Measured portion; total number of absolute bars within the meters indicated:
12+7.5+28.5+14+6.875+3.33=72.205 or 72 bars
Unmeasured:
54 137 218+3=72
57 10” N/A N/A 60+60=1 13+10+22+5+
58 227 5+19+23+38+
60 5” 27+13+4+4+
62 5” 13+5+17=
64 197 218
67 23”
69 38”
72 277
74 13”
77 4”
78 4”
80 13>
86 5” all prorated under
89 177 3/4

Total number of absolute bars in measured and unmeasured portions: 72+72=144
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Section 6: Development 3

94 2 2x3=6
95 9/8 J1=120 2 2%3=6 120+60=2 or 114+2x1=57 57+3=19
926 4 4x3=12 2:1
97 2 2x3=6
98 2 2x3=6
99 2 2x3=6
100 4 4x3=12
102 2 2x3=6
104-6 12 12x3=36
106-7 2 2x3=6
4 4x3=12
107-8 6+6+12+6+6+6+
12+6+36+6+12=
114
94 2 2x2=4
95 6/8 /=120 2 2x2=4 120+60=2 or 386+2x1=193 193+2=96.5
96-7 9 9%x2=18 2:1
98-9 4 4x2=B
99 1 1x2=2
12 12x2=24
igg é 11 11x2=22
A 1 1x2=2
106 3 3x2=6
107 74 74x2=148
108-21 74 74x2=148
122-37 4+4+18+8+2+24+
22+2+6+148+148=
386
139 3/4 J=60 2 2x3=6 60+60=1 or 12 12+3=4
141 2 2x3=6 1:1
6+6=12
145-6 4/4 1=60 10 10x4=40 60+60=1 or 40 40+4=10
1:1
143-4 3/4 1=40 11 11x3=33 40+60=0.67 or 33+2%3=49.5 49.5+3=16.5
2:3
144 4/4 1=40 1 1x4=4 40+60=0.67 or 4+2x3=6 6+4=1.5
2:3
Measured portion; total number of absolute bars within the meters indicated:
19+96.5+4+10+16.5+1.5=147.5 or 148 bars
Unmeasured:
6/8 =120
94 3”
95 3” N/A N/A 60+60=1 3+3+8=14 14+2=7
138 8”
9/8 J=120
97 e 2 2+3=0.67
3/4 1=60 _ A
140 17 17+19=36 36+3=12
142 19”
2/4 1=60 -
147 e 65 65+ 2 _32.5
30 30+2=15
148 30” 7+0.67+12+32.5+15=67

Total number of absolute bars in measured and unmeasured portions:
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148+67=215
Section 7: Coda
149 2/4 J=72 1 1x2=2 2+6x5=1.67=2 2+2=1
72+60=1.2 or
149-50 3/4 =72 7 7x3=21 6:5 21+6x5=17.5=18 18+3=6
151 3/4 1=60 4 4x3=12 60+60=1 or 12 12+3=4
11
152 3/4 J=48 3 3x3=9 48+60=0.8 or 9+4x5=11.25=11 11+3=3.6=4
4:5
153 Unmeasured: N/A N/A 60+60=1 or 12 12+3=4
3/4 J=48 11
1257
154 3/4 J=30 2 2x3=6 30+60=0.5 or 6+1x2=12 12+3=4
1:2
154 3/4 1=20 2 2x3=6 20+60=0.33 or 6+1x3=18 18+3=6
1:3
Total number of absolute bars in measured and unmeasured portions:
1+6+4+4+4+4+6=29

Thus, the application of the “Gubaidulina principle” to each of the seven sections of the

Viola Concerto results in the emergence of a chain of numbers derived from or approximating

those from the Fibonacci series. Strikingly, the non-Fibonacci numbers (58, 215, and 29) as well

as the concerto’s overall duration in absolute bars (658), attune themselves to several arithmetical

combinations generating other symbolic numbers. For instance, the number 658, divided by 14

(Bach’s number), produces the Lucas number 47. The same, when number divided by Sofia’s

number 48, approximates the same Bach’s number (13.7=14). The number 29, coming from the

Lucas series and carrying a connotation of the numerical value of one of J. S. Bach’s

signatures,

37

% creates the number 58 when doubled. Further, the Fibonacci number 89, repeated

twice in the proposed temporal model, can be composed of the Sofia’s and the Bach’s numbers

(89=48+41). Its central positioning in the overall scheme of the work results in a set of two direct

proportions approaching a 1:1 ratio between the opening and the closing episodes of the form.

375 See Tatlow, Bach’s Numbers, 67.
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FIGURE 23: Proportions created by the numerical values of the sections in the Concerto for
Viola and Orchestra

34 89 58 89 144 215 29
[ J
1.2

1:22
5

u
=

Bearing in mind the unavailability of the composer’s own calculations, it seems well-grounded to
acknowledge that Gubaidulina indeed possesses an exceptional ability to “hear” the “divine
proportions” and, thereby, achieve the desired temporal harmony semi-intuitively. On a final
note, we must emphasize once again that the Numerorum Mysteria of her Viola Concerto, just as
that of the Pietro Bongo’s eponymous Renaissance manuscript, shall remain the subject of
analytical conjecture. Oddly enough, today it also exists with respect to the concerto’s actual
duration, indicated as 34 minutes (Fibonacci number) by the composer. And yet, in all versions
of Kholopova’s volume, the concerto’s duration is marked as 40 minutes.*’® It appears that this
minute and seemingly insignificant detail in the best Russian-language study of Gubaidulina’s

music remains, as the country itself, “a riddle, wrapped in a mystery, inside an enigma.”3"’

376 Kholopova (2020), 413.

377 This famous phrase belongs to Winston Churchill, who in 1939 described the country as an inscrutable and
menacing land that plays by its own rules, usually to the detriment of those who choose more open regulations. See
David Owen, Riddle, Mystery, and Enigma: Two Hundred Years of British—Russian Relations (Haus Publishing,
2021), 9.
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CHAPTER FOUR

Analytical Etude No. 3:
In the Shadow of the Tree [Im Schatten des Baumes]
for Koto, Bass Koto, Zheng and Orchestra

Sofia Gubaidulina’s last concerted work from the 1990s, In the Shadow of the Tree, was

completed in Appen on September 17, 1998. The composer’s brief annotation, reproduced in

Valentina Kholopova’s volume, is presented below in the original language along with the

English translation.>"

“B menu noo oepesom” (1998)

CounHeHue U1l SMOHCKUX KOTO, 0aC-KOTO U
KHATACKOTO WKHA C OpKecTpoM. PaccunTano Ha
AMMOHCKYIO ucromHuTenpHAIy Kazye Capan.

Ora Belllb UIMEET MY3bIKaTbHO-KOMITO3HIIMOHHBIN
croxerT. cxoaHas ero npyuHa B CIEIyIOIEM: KaK
UHCTPYMEHTHI COJIUCTKH, TaK H BECh OPKECTP
pa3leseHbl Ha JBE TPYIIIbI; OJHA U3 HUX HACTPOEHA Ha
Y4 ToHa HIDKE pyroil. B opkecTpe Tak mpoTHBOMO-
cTaBJIeHbI CTpyHHbIE | 1 cTpyHHsbIe II; y conuctku
KIH HACTPaMBAETCS HA 4 TOHA HIKE, YeM KOTO U
6ac-koTo.

OTa 0cOOEHHOCTH HACTPOUKH JTaeT BO3MOXXHOCTh
TpakToBaTh 00a 12-3ByKOBBIX cocTaBa Kak
MPOTHBOMOJIOKHBIE 3BYKOBEIE CEephl, Kak
“IpOCTPAHCTBO CBETA” U “IPOCTPAHCTBO TEHU.”

Urpas ¢ 3TuMu AByMS IPOCTPAHCTBAMHU,
“TeHeBBIM” U “CBETOBBIM’’, MOYKHO MOTBITATHCS
MPUOIM3UTHCS K MY3bIKAILHOMY MTOHUMAHHIO U
omytieHuto TeHu. Cam mpoiiecc MpHOIKEHUS
MpeICTaBJICH 3/1eCh KaK My3bIKaJlbHasl UTPa, B KOHIIE
KOTOPOW HaM OTKPBIBAETCS: TEHb — 3TO Ta 00JaCTh
CYyILIECTBOBAHUsI, U3 KOTOPOH POXKIAETCS KU3Hb U
W3ITy4YaeTCsl CBET.

1998

“In the Shadow of the Tree” (1998)

This is a composition for Japanese koto, bass
koto, Chinese zheng and orchestra. It is written for the
Japanese performer, Kazue Sawai.

The work has a certain musical and compositional plot.
Its initial idea is to divide the solo instruments and the
orchestra into two groups, with one tuned a quarter-
tone lower than the other. Thus, in the orchestra, the
two juxtaposed groups are the first and second strings,
while the soloist’s Zheng is tuned a quarter-tone lower
than the Koto and the Bass Koto.

The peculiarity of this tuning makes it possible to treat
both of these twelve-tone areas as contrasting musical
spheres, that is, as ‘a space of light” and ‘a space of
shadow.’

While playing with these two sound-spaces, the
‘shadowy’ and the ‘light’, one can try to come to grips
with musical understanding and perception of the
shadow. The very process of converging of the two is
presented as a musical game which, in the end, reveals
to us that shadow is the sphere of existence from which
life emanates and light emits.

1998

378 Kholopova (2020), 314-15. For an abridged/text-modified alternative translation from Russian see Vera
Lukomsky, “Sofia Gubaidulina (1931 —),” Music of the Twentieth-Century Avant-Garde: A Biocritical Sourcebook,
ed. Larry Sitsky (Greenwood Publishing Group, 2002), 185.
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However succinct, Gubaidulina’s note recapitulates several important principles that governed
the creative process of this and, indeed, many other works completed during the 1990s. They
concern her fascination with unusual instruments, the philosophically charged conception of
shadow and light, and the emergence of the phenomenon of the tree as a symbol with many

meanings.

Gubaidulina and Koto: Sonic Odyssey of Introspection

Interviewed in 1994, Gubaidulina described the koto as “a living creature that produces the
sound.””® As it is, the composer’s proclivity to animate and often to personify a musical
instrument is neither unusual nor idiosyncratic. Throughout the history of mankind, musicians
have attested to the peculiar and rather inscrutable compulsion to emotionally bond with their

instruments presenting themselves as otherwise inanimate objects. From this perspective,

53380 381

Gubaidulina’s “breathing bayan”>" or “a completely different animal” called Viola,*** are not

dissimilar to Michele Todini’s “Golden Harpsichord,” with its “triumphing Galatea travelling

95382

over [...] the waves of oceanic phantasmagoria that rests on lion’s feet, or to the capricious

379 Olga Bugrova, ““What’s given’ and ‘what’s assigned,”” 5.

380 Multiple sources touching upon the subject are available. Among the most recent see, for instance, Svetlana
Savenko, “The Vitality of Music: From the Origins to the Realities of Non-Classics,” Hudozhestvennaya kul 'tura
[Art & Culture Studies] 2 (2022): 10-55, https://doi.org/10.51678/2226-0072-2022-2-10-55.

381 Schickenhaus, ““The Viola is a Completely Different Animal,” 18.

382 See Emanuel Winternitz, Musical Instruments and Their Symbolism in Western Art, 2nd edition (Yale University
Press, 1979), 110-15; idem, “The Golden Harpsichord and Todini’s galleria armonica,” Metropolitan Museum of Art
Bulletin 14, no. 1 (1956): 149-56. The latter version is available online at
https://www.academia.edu/23965233/The_golden_harpsichord and_Todinis_Galleria_Armonica.

Among more recent publications see Stewart Pollens, “Michele Todini’s Golden Harpsichord: An Examination of
the Machine of Galatea and Polyphemus,” Metropolitan Museum Journal 25 (1990): 33-47,
https://www.jstor.org/stable/pdf/1512894.pdf?refreqid=fastly-
default%3Abc7721d4ce9d84af9d3e8dc6601ba8fa&ab segments=&origin=&initiator=&acceptTC=1.
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and sophisticated “Lucille,” the beloved guitar of B. B. King.®®® This being said, there is a
remarkable idiosyncrasy in Gubaidulina’s perception of exotic, i.e., traditional non-European
musical instruments. It lies in the composer’s metaphysical explications of the ensuing novel and
utterly uninhibited sonic discoveries. In her view, the musical communication through and with
an unfamiliar instrument, realized by a professional musician becoming a dilettante pro tem —
that is, expressly unburdened by often centuries-established performance practice traditions —
allows her to reach, or rather, to get closer to the realm proto-music, a primordial state of music
making where the notion of music itself does not exist. Within it, any previously acquired skills
or knowledge of “proper” sound-production techniques become irrelevant; instead, the physical
body of an instrument itself emerges as the source of child-like wonder and enjoyment.
Commenting on her Astraea-related experiments with unusual instruments, Gubaidulina

articulates her thoughts on the subject in a succinct yet invariably vivacious fashion:

We want to enter a special state when we are, as it were, at the threshold of a naive, childish
consciousness; as if we are without any idea that there is music in the world. That’s why there
shouldn’t be any skills. Our music-making is the need to communicate with each other through
sound, preferably through an unusual sound. An unfamiliar instrument, like a primitive material,
leads us to primordial music. For us, this is a pure vessel that receives and gives, and each of us
becomes such a “vessel” for a while. We’re kind of amateurs. [...] We are attracted by the pristine
capabilities of an instrument rather than the playing technique developed on it. [...] We have no
goal at all to compose a collective, even if it is an entirely intuitive work, or imitate its creation on
stage. [...] This experience is then reflected — to some extent involuntarily — in the composition as
well as in the state of creative consciousness. 3

383 Philip Auslander, “Lucille Meets GuitarBot: Instrumentality, Agency, and Technology in Musical Performance,”
Theatre Journal 61, no. 4 (December 2009): 603-16, https://www.jstor.org/stable/pdf/40660554.pdf?refreqid=fastly-
default%3A9cd2bf701eb5d5f366747438a75a7ad4b&ab_segments=0%2Fbasic_search_gsv2%2Fcontrol&origin=&in
itiator=search-results&acceptTC=1.

34 Bugrova, “Dano i zadano,” 4-5.
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Keeping in mind Gubaidulina’s final remark about the nature of her compositional process, it
becomes clear that her never-ending exploration and self-searching through sound are at work in
the koto concerto, In the Shadow of the Tree. Incidentally, the work remains her only concerto
for “unusual” solo instruments completed at the threshold of a new millennium. As with nearly
all of Gubaidulina’s concerted works, it was written for and dedicated to a particular performer,
the Japanese koto virtuoso Kazue Sawai. Commenting on the personal significance of the
relationship between composer and performer in one of her numerous interviews over the past
few decades, Gubaidulina accentuates once again: “The personality of a performer is very
important to me. It is vital for me to see a person’s eyes, to know their communication style,
their manner of performance. Then I [can] write for that person.”*® The composer had, indeed,
met her match in Kazue Sawai during her first trip to Japan in 1989. At the time, Sawai enjoyed
a reputation as a world-renowned koto player interested in contemporary music and
improvisation, who saw her instrument as versatile, adaptable, and “still so much to discover
about.”3%® The two women, inherently open to exploring the unconventional sound possibilities
of “a board with strings on it,”*8’ found themselves on the same wavelength starting from their

first meeting at Sawai’s home in 1992. The hostess, surprised and touched by “Guba-chan’s”

385 Tatiana Mamaeva, “Sofia Gubaidulina: “It’s Important for Me to Hear What Flowers Sound Like, What a Tree
Sounds Like,” Real Time [Real’oe Vremya], November 2, 2016,
https://m.realnoevremya.ru/articles/47148?ysclid=lvin4899mv286492808.

386 Cited in Jocelyn C. Clark, “Searching for a Niche without a Genre: The Case of the Multi-National East Asian
Traditional New Music Ensemble I11Z+,” The World of Music, New Series: Ensembles in the Contemporary Korean
Soundscape 1, no. 1 (2012): 107, https://www.jstor.org/stable/pdf/41699978.pdf?refregid=fastly-
default%3A357f66e190c40fadbld9e5a8d6369bac&ab_segments=&origin=&initiator=&acceptTC=1.

387 Clark, “Searching for a Niche without a Genre,” 106.
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immediate fascination and total absorption with the instrument,®® gave her one as a gift, which,
to date, remains in Gubaidulina’s house in Appen.®® The 1992 one-week sojourn of the
composer and the performer marked the beginning of a fruitful artistic collaboration, which
turned out to be a revelation for one as much as for the other. Gubaidulina’s first experiments
with the instrument were truly astonishing for Sawai, long considering herself as the Koto player
who “had tried hard to follow a path of taking things apart and breaking them down to essential
elements.”** Yet, even years of working with many Japanese and Western contemporary
composers could not,! as she later admitted, prepare her for the extent and the intensity of
Gubaidulina’s search for new sounds.*? The composer, in turn, describes her admiration for
Sawai and her instrument in the annotation to her first Koto work, ...Early In the morning, Right

Before Waking...(1993) as follows:

My impressions of her musical talent and her technical mastery were deeply enriched at the time
when | was lucky enough to live in her house for an entire week. These impressions were
magnified by the personal communication with her and her instruments. The seven days that |
spent téte-a-téte with two instruments, the koto and bass koto, were truly unforgettable. My joy

388 Refer to an interview with Kazue Sawai by Eiko Tsuboike, “Opening New Realms in Sokyoku: The World of
Kazue Sawai,” trans. Robert Reed, Performing Arts Network Japan (PANJ), March 12, 2013,
https://performingarts.jpf.go.jp/article/7026/.

389 A photograph of Sofia Gubaidulina playing Koto in her house in Appen is available at the official website of the
Japanese Premium Imperiale, an international award bestowed upon the composer in 1998. See
https://www.praemiumimperiale.org/en/laureate-en/laureates-en/gubai-en.

3% In Eiko Tsuboike, “Opening New Realms in Sokyoku: The World of Kazue Sawai” (March 12, 2013): para 19.
Another Sawai’s account of Gubaidulina’s stay at her home in 1992 is reproduced in Michael Kurts’s monograph.
See Kurtz, 223-24.

391 Among them were notable Japanese and American avant-garde composers such as Toshi Ichiyanagi (1933
2022), Yuji Takahashi (b.1938), Christian Wolff (b. 1934) and John Cage (1912-1992). In 1989, for instance, Sawai
made an arrangement of John Cage’s Three Dances for two prepared pianos (1945) for prepared seventeen-string
(bass) Koto. One of the performances of Cage’s original version can be accessed on YouTube at
https://youtu.be/p7aMURSX7yA. Sawai’s transcription is available at https://youtu.be/Oludc1Xhtjg (Dance 1),
https://youtu.be/2f3pBHPRX38 (Dance 2) and https://youtu.be/PZYJG5Z6hI4 (Dance 3).

392 See Tsuboike, “Opening New Realms,” para 14 and 19.
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transcended anything that could be described in words. | touched the strings with my ungainly and
inept fingers; yet the instruments were so kind-hearted and responsive that, gradually, | discovered
a deep connection with them and, as one might say, gained an intimate familiarity with them.3%

Gubaidulina’s hands-on experimentation with the instrument resulted in the discovery of an
amazing array of staggering sounds that were hitherto unimaginable for Sawai, the brilliant koto
master who, nonetheless, had long been working and performing within the context of the
centuries-old Japanese tradition.®** Among these novel sound-production techniques brought

forth by the composer are the following:

e Playing with a bow (violin, double bass, etc.)

e Using different types of glass cups to produce various sound effects such as glissando,
tremolo, and vibrato

e Using other objects made of wood and metal, such as hard brushes, thimbles, and piano-
tuning hammers

e Finger pizzicato and finger tapping; the latter also allows for the production of natural
harmonics and chords made up of them
e Combining the above techniques on two halves of the instrument’s strings divided by the
movable bridges
Multiple combinations of these extended techniques, used alongside the traditional plectrum-

produced sonorities, present themselves in Gubaidulina’s two works composed for koto:*® the

1993 ten-minute-long piece for three 17-stringed (bass) kotos and four 13-stringed kotos, ...Early

3% Kholopova (2020), 306.
3% Tsuboike, “Opening New Realms,” para 16.

3% Along with composing, Gubaidulina also took part in multiple improvisational sessions with Japanese musicians.
For instance, on February 6-8 of 1995, Gubaidulina, Sawai and Mayumi Miyata (Japanese sho player) recorded their
free improvisation session at SYSMO Studio in Paris. The CD, beguilingly titled “Three Stranders in Paris,” was
released the same year by the Japanese Kyoto Records (KYCH-3001). It should be mentioned, however, that by
1995, the three musicians were no longer strangers. In addition to Gubaidulina’s time-honoured artistic collaboration
with Sawai, the composer’s introduction to Miyata took place during her first visit to Tokyo in 1989. See Kurtz, 232
and 205. In 1991, Miyata took part in Astraea improvisation session at the International Music Festival at Davos
Dorf alongside with Viktor Suslin, Mark Pekarsky, Valentina Ponomareva, and the composer herself. The following
year, the recording of this session was issued as a CD a small British company dedicated to producing
improvisation-based contemporary music. Refer to Astraca Ensemble, Music from Davos, recorded August 5 and 7,
1991. Leo Records UK BOO0OOOB5KB, compact disc.
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In the morning, Right Before Waking...,*® and the 1998 thirty-one-minute-long composition for
Japanese koto, bass koto, Chinese zheng and orchestra, In the Shadow of the Tree, otherwise
known as Gubaidulina’s Koto Concerto. The following excerpts from the concerto’s score

featured in Examples 1.1, 1.2, and 1.3 present selected sound effects in the part of the three solo

instruments: koto, zheng and bass koto.

EXAMPLE 29.1: In the Shadow of the Tree: the koto is played with a violin bow; first as arco
tremolo, then a punta d’arco tremolo sul ponticello (s.p). In measure 7 the
bowing is combined with the traditional plectrum playing technique.

‘ 3—J-co
1 = = =n— = Zz 3
7 Hapumts d sres o A ¥ Z—¥—11
i —— a- pdlnfo odlarce s LS ) !
4 0 areo . 0 ~ 5 e
| =t e
3 PR === =SS = j =====-=S5=
'b — — e b 5%1%2
— e e e — £ I—_{«-iii'ii 1
3 ¥ ==
o
57
o he ;
= £ &
E 7 p.
<l gl 5=
7’ -
o
3 + b=
27
Fatl 5.2 x
4 == > = =
2
3 ne 4 3z 5

N

S,
N

3% For this work, the list the extended techniques accompanied by several annotated score excerpts can be found in
Valeria Tsenova’s dissertation. See Tsenova, 81-83.
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EXAMPLE 29.2: In the Shadow of the Tree: the zheng part combines finger pizzicato (pizz. con
le dita) in the soloist’s right hand rapidly sliding down (starting from m. 3 of
RN 98) and creating cluster-type sonorities with the rising and falling tremolo
across the strings played by the performer’s left hand. In RN 99, glissando and
tremolo are produced by the corrugated bottom of the glass.
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EXAMPLE 29.3: In the Shadow of the Tree: plectrum playing in the bass koto part (RN 112) is
followed by rising and falling waves of natural harmonics (con le dita) indicated

by the sign (%) placed at the lower two staves of the bass Koto system.
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It is pertinent to note that, while the timbres of the solo instruments do bring a certain
Oriental flavour to the overall sonic picture of the concerto, the composer, by and large, strives
“not to be locally tied to what has already been given.”*®” To paraphrase Toru Takemitsu’s
thoughts on Gubaidulina’s music, one might say that nostalgia — or rather, reminiscences of

Japan’s rich musical traditions — do not exist here;>* instead, the composer continues to “expand

397 Tlgizar Vakhitov, “Sofia Gubaidulina: Ethnicity is Reflected in My Compositions, Yet Indirectly” [Copust
I'ybaiinynuna: “OTHOC CKa3bIBAETCSl B MOMX COUMHEHUSIX - KAKUM-TO OIIOCPEIOBAHHBIM 00pa3oM HIIH J1axe

menoaueii”’], Milliard Tatar, November 2, 2021, https://milliard.tatar/news/sofiya-gubaidulina-etnos-skazyvaetsya-
V-moix-socineniyax-kakim-to-oposredovannym-obrazom-ili-daze-melodiei-1093.

3% See Kunio Hara, “1 + 1 = 1: Measuring Time’s Distance in Toru Takemitsu’s Nostalghia: In Memory of Andrei
Tarkovskij,” Music and the Moving Image 9, no. 3 (Fall 2016): 9,
https://www.jstor.org/stable/pdf/10.5406/musimoviimag.9.3.0003.pdf?refreqid=fastly-

default%3A111d5f982847e24ea29c1bb5a91f2b6b&ab segments=&origin=&initiator=&acceptTC=1.
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[her] consciousness”3* through the newly found sounds within the ancient instruments of the
East. And yet, the Asian aura of the work is undoubtedly intensified by the composer’s choice of
the tunings for both of the kotos and zheng. All of these instruments prominently feature one of
the oldest koto tunings, called nakazora jéshi,*® which has a distinct minor flavour to a Western-
trained ear. As the ‘/n-sen’ or minor-sounding scale in the Japanese tradition, it is similar to the
most standard of the koto tunings, hira jéshi.*** With the addition of new minor seconds in the
upper and lower registers of the bass koto and the quarter-tone chromatic inflections of the
zheng, the complete sound range of the three solo instruments covers slightly more than five

octaves, as shown in Figure 24.

FIGURE 24: Tuning of the solo instruments in Gubaidulina’s Koto Concerto
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399 [lgizar Vakhitov, “Sofia Gubaidulina,” para 17.

400 See, for instance, Masateru Ando, “Koto scales and tuning,” Journal of the Acoustical Society of Japan 10, no. 5
(1989): 280, https://www.jstage.jst.go.jp/article/ast1980/10/5/10 5 279/ pdf.

401 Ando, “Koto scales and tuning,” 280.
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Outwardly, the overall design of the tuning for the three solo instruments, homogeneous in the
middle registers and becoming, as it were, distended in the upper and the lower registers of the
17-stringed and 21-stringed zithers, may be interpreted as the composer’s attempt to create a
metaphysical model of the expanding universe of the Koto, the instrument which she sees as
“coming not only from the archipelago called “Japan” but also from the wider region called
“Asia.””*%2 Furthermore, the interconnectedness and interdependence of the manifold elements
comprising Gubaidulina’s koto microcosm manifest themselves with respect to the physicality of
the instrument itself and the metaphysics of the shadow and light concept. The subject of the
latter will be discussed in the next section of the text. Concerning former, the composer

expounds in her 1994 interview to Olga Bugrova:

Japanese instrument koto [...] is divided [by the movable bridges] exactly in the middle. Its
wonderful peculiarity lies in the following: the sound (we produce it, let’s say, with a plectrum on
one half) exists as one, real world; and while it sounds, with the other hand and on the other half
of the instrument, we can make different kinds of vibrato. This other part of the instrument
represents something [...] soaring, something floating above the surface; there is a completely
different world within it. One side of the instrument, thus, represents the rhythm of specific
sounds; the other — the rhythm of various vibratos. And this possibility of interpreting “here” and
“there”, contained in the instrument itself, is extremely attractive.*%®

On the Question of Shadow and Light
According to the commentary on the Tokyo premiere of the work by a Japanese scholar Akemi
Nakata, In the Shadow of the Tree “depicts the colours of light and shadow created by the

sunlight shining through the trees.” Nakata, drawing on the words of the composer, adds that

492 Cited from Junichi Konuma’s description of Gubaidulina’s work for the Japanese kotos and the “’Chinese koto’

from the Chinese Zen tradition” in the liner notes to the first commercial recording of In the Shadow of the Tree by
the Japanese record label Commons, founded by Ryuchi Sakamoto in 2006; the CD was released on October 12,
2011. See Junichi Konuma, “Ryuchi Sakamoto: Sonority of Japan. Point and Surface” (Commons Records RZCM-
46928, 2011): para 2. Compact disc, liner notes.

403 Bugrova, 5.
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“the world of ‘shadow’ symbolizes life, and the idea is that ‘light’ is also born from
‘shadow.’”4%* Prior to advancing any supplementary comments on Gubaidulina’s concept of
shadow and light in her 1998 koto concerto, it is essential to recapitulate the contents of the

additional primary sources on the subject.

Two such documents cited earlier are the 1994 interview with Bugrova and the 1998
composer’s annotation to her own work. Both of these texts emphasize the purely musical ideas
derived from either the unique characteristics of the koto instruments or the peculiarity of the
overall tuning method, which creates a unified twenty-four-tone sound space comprised of two
twelve-semitonal vastitudes, one of which is a quarter-tone lower than the other. On the surface,
these ostensibly dualistic ideas of “here” versus “there”, as well as semitonal versus quarter-tone
tunings, appear to fall into Valentina Kholopova’s category of “binary oppositions.”*%> And yet,
within the entire sound palette of the concerto, there is neither contradiction nor confrontation
between the twelve-tone chromatic space and its quarter-tone-lower counterpart. In the 1998
press release for the concerto’s North-American premiere, Paul Griffiths, a British music critic
working for The New York Times, remarks that “the shadow music is not particularly negative or

sinister, and its effect is not so much to contradict the light as to gentle it”; as a result, the “initial

404 Cited in Konuma, “Ryuchi Sakamoto: Sonority of Japan,” para 3.

405 |n the recent decades, drawing such parallels has become increasingly popular in an Anglophone music discourse
on Gubaidulina’s works employing alternative tunings. See, for instance, Fay Damaris Neary, “Symbolic Structure
in the Music of Sofia Gubaidulina” (DMA diss., Ohio State University, 1999), 117; Joseph Williams,
“Discontinuous Continuity?: Structural Analysis of Sofia Gubaidulina’s String Quartets” (MA Thesis, University of
Cincinnati, 2007), 17; or Young-Mi Lee, “Musical Contents and Symbolic Interpretation in Sofia Gubaidulina’s
“Two Paths: a Dedication to Mary and Martha” (DMA diss., Ohio State University (2007), 69-70.
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contradictions [...] seem less important than the equal necessity of both aspects.”*% Viewed
from this angle, the quintessence of Gubaidulina’s musically expressed metaphor of shadow and
light seems to be at odds with Kholopova’s notion of binary oppositions. Conjecturally, the latter
stems from the underlying premise of a theoretically defined duality, understood as the two
antithetical entities that are, in actuality, complementary and interdependent. Each of them
substantiates something the other cannot be; at the same time, together they create a unified

whole.

As such, they seem to fall into a category of other conceptual and often interconnected
‘unities of opposites’, prevalent (under the heading of binary oppositions) in Gubaidulina
musicological discourse since the early 1980s — e.g., East and West, Heaven and Earth, Body and
Mind. As a musician who believes that any true art form is precipitated and mysteriously shaped
by higher, divine forces, the composer nonetheless searches for rationalization and perhaps even
justification of her creative practice through the vast body of religiously infused philosophical
writings. These range from the ancient Chinese divination of the I Ching and Taoism of Lao Tzu
to the analytic psychology of Carl Gustav Jung and the religious philosophy of artistic freedom
of Nikolai Berdyaev. Curiously, the linguistic expression in the last paragraph of Gubaidulina’s
annotation describing shadow and light is notably similar to that of the penultimate writer on the
list above. Reflecting on the topic in 1959, Carl Jung writes: “To confront a person with his
shadow is to show him his own light. Once one has experienced a few times what it is like to

stand judgingly between the opposites, one begins to understand what is meant by the self.

408 In Paul Griffiths, “Sofia Gubaidulina: Apostle of Inner Struggle and Redemption,” The New York Times, April
28, 1999, https://archive.nytimes.com/www.nytimes.com/library/music/042599qubaidulina-music.html.
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Anyone who perceives his shadow and his light simultaneously sees himself from two sides and

thus gets in the middle.”*’

To a certain extent, the argument for the particular importance of Jungian ideas in
Gubaidulina’s metaphysical conception of shadow and light can be suitably supported by the
composer’s own acknowledgement in her 1999 interview with Lukomsky.*%® Yet, drawing direct
parallels to a specific musical work seems rather far-fetched for several reasons. Firstly,
constructing any analytical outcome from the given data by a scholar can only produce a singular
and often a goal-oriented result which remains one out of a myriad possibilities regarding the
inner workings of another person’s mind, whether intentional or subconscious. Moreover, the
compositional mechanics of the creative process often remain or become inexplicable if not
inadvertently disregarded by the composer herself or himself by the time a work is completed. A
fitting illustration for the latter scenario comes from the drafts of the koto concerto itself. Several
of its episodes have intriguing programmatic subtitles, such as “Blizzard” [Metel’], “Moonlight”
[Lunnyi Svet], “Sobs” [Vskhlipy], et al. When asked about any ‘program’ in the work,
Gubaidulina replied that she could not recall (or perhaps was unwilling to reveal?) anything

specific.*%® Further, many other of her favourite philosophical readings contemplating the issue

407 Carl Gustav Jung, “Good and Evil in Analytical Psychology,” eds. Sir Herbert Read, Gerhard Adler, Michael
Fordham and William McGuire, trans. R. F. C. Hull, in The Collected Works of C.G. Jung, Book 10, Civilization in
Transition (Princeton University Press, 1959), 872, https://s3.us-west-1.wasabisys.com/luminist/EB/I-J-K/Jung%20-
%20Civilization%20in%20Transition_cw_\V10.pdf.

408 «Of the scientific literature I am particularly influenced by Carl Jung. [...] ... I have read all works by Jung in
German, because Jung has not been translated and published in Russia. | am greatly impressed that in his research
into the human soul, there is no corner that Jung is afraid to enter. One of my favourites is his fundamental work
Psychology and Alchemy. Appreciating the alchemists’ discoveries on this issue, Jung studied their treatises, which
he explored during his trips to Tibet and Africa. Jung’s main field is psychiatry and psychotherapy, but the scope of
his interests is really astonishing. For example, he wrote Psychology and Religion and Psychology and the Arts. His
treatise Answer to Job is a great attempt to interpret The Book of Job, which is one of the most incomprehensible
parts in the Bible.” See Lukomsky, “Hearing the Subconscious,” 27.

409 Tsenova (2000), 183.
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of the unity of opposites, such as Martin Buber's concept of twofoldness or Nicholas of Cusa’s
coincidentia oppositorum, could have been equally important in the shaping of an individualized
and manifold metaphor of the shadow and light in the composer’s mind. Incidentally, answering
the question about the importance of Rudolf Steiner’s anthroposophical teachings for her as a
composer, Gubaidulina responded that her interest in “history of human spirit” led her to reading
“many books”; for all intents and purposes, however, any direct correlation between her reading

choices and her creative practice “should not be exaggerated.”*1°

Finally, Gubaidulina’s metaphor of shadow and light, realized through the unification of
the two-fold semitonal space, elucidates her apperception of the history of musical language in
the past few centuries. From the composer’s standpoint, the “enlightened and rationalized”
dodecaphonic music of the twentieth century is emblematic of ‘light’ or “the daytime.” That is to
say, the works created using the twelve-tone technique leave no space for “night” or ‘shadow’
that existed in the tonal system of Classical and Romantic eras in the form of chromaticism
within the diatonic system. “Night,” she says, “existed as a supplement to the diatonic system:
the diatonic sphere was “day,” whereas the chromatic sphere was “night”: one could go there
and return.*! [...] In twelve-tone compositions, we lost “night”: everything became “day.” But

within the twenty-four-tone scale, we may have not only “a day,” but also “a night.””**1?

Outlined in pitch-related terms, Gubaidulina’s notion of shadow and light remains

concomitant to several other of her multifaceted dualities, otherwise known as binary

410 See Aleksei Munipov, “Today a Person Has no Right to Be a Pessimist,” 3.
411 Our emphasis.

412 See Vera Lukomsky, “Sofia Gubaidulina: ‘My Desire Is Always to Rebel,” 11.
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oppositions. Among them are intuition and rationality;*'3 the vertical (heavenly/divine) and the
horizontal (earthly/numan);*'4 female and male;*'® freedom and oppression. The former member
of the last pair, justly perceived as “a mark of political dissidence in the waning years of Soviet

authority”416

prior to the year 1991, also notably reflects the composer’s attitude towards the
aspect of ‘light’ in Schoenbergian serialism, viewed as “system [from which] composers
inherited a prison, a real prison.”*!” As could be expected, within Gubaidulina’s hermeneutical
process, the unification, conversion or even a brief intersection of the aforenamed polarities
result in an appearance of yet another symbol — undoubtedly the most significant for her as a
musician and a human being: the symbol of the cross. As it is, this continuing metamorphosis of

the inter-complementing concepts with their metaphorical potentialities pertains to the idea of

identity and change through transformation, or, in the composer’s terms, transfiguration.*'8

413 This topic has been discussed in multiple interviews with the composer. See, for instance, Bugrova (1994),
Ustinov (1994), Munipov (2016) et al.

414 In the 1992 conversation with Enzo Restagno Gubaidulina draws an interesting parallel between the idea
‘horizontal and vertical’ and her perception of the twelve-tone technique as follows: “Music theory explains to us
that dodecaphony appeared as a result of the evolution of musical language. But why a system based on identical
pitch values is preferable to hierarchical pitch organization? I think that the reason [...] lies in the intrinsic
requirements and needs of the musical material which, so to speak, experiences the drama of its existence, the drama
of its evolution. It feels some pain, and the composers, writing their music, try to appease it. The twelve-tone
technique was born as an answer to the suffering of the atonal musical material; it flattens the surface in order to
prepare a sounding ground for the properties of the future condition of music. Schoenberg said that a twelve-tone
row can be perceived as a single note. This, indeed, is an anticipation of the future conversion of the horizontal plane
into the vertical one: the experience of the ‘plot’ developing along the horizontal line of musical time is replaced by
an experience of the properties of the sounding matter itself, of its depths. The ‘vertical time’ is conceived as the life
of soul in spirit.” In Kholopova (2008), 33.

415 On the subject of ‘male-female’ as related to the ‘horizontal-vertical” see Kurtz, 70.

416 Richard Taruskin, The Oxford History of Western Music, vol. 5 (Oxford University Press, 2010), 524.
417 Moody, “’The space of the soul,” 34.

18 The paramount importance of this principle was expressed by the composer on many occasions. See, for
instance, the quotation from one of her interviews cited in Caroline Askew’s dissertation: “I think that
transfiguration is what we most desire in the creative process, because this transformation into something
completely different is what unites us with our creator. Without this our efforts are futile. Only the transfigurative

220



Gubaidulina’s Tree: A Symbol with Many Meanings
In recent decades, the word “tree” has appeared in many of Gubaidulina’s interviews, talks,
conversations, and film documentaries created all around the world. From these idiosyncratic
remarks, musings, and explications presented by the outspoken composer, the very idea of the
tree emerges as a symbol with many meanings. Perceived as an allegory of continuous
transfiguration, Gubaidulina’s tree first and foremost represents several music-related metaphors
of a natural organic cycle, with its birth, growth, passing and resurgence. Therefrom, it can be a
symbol of inner peace, contemplation and solitude, i.e., the conditions indispensable for her
creative process. Further, it can be a metonymy of the composer’s subconscious ideation. As an
artist with a distinctive outlook on the relationship between traditional and new techniques of
music composition, Gubaidulina is convinced that she does not “construct” her works; instead,
she “cultivates” or “grows” them as if they were branches and leaves of a tree. For this reason,
“everything [i.e., the compositional techniques she has assimilated] resembles the roots of a tree,
and the works — its branches and leaves. One can call them new,” she says, “but they are leaves
nevertheless, and from this standpoint they are always traditional and old.”*!® Finally,
Gubaidulina’s vivid imagination presents the principal stages of classical music history in the
metaphorical form of Three Trees.

In a talk given in Kazan’ during the celebration of Gubaidulina’s eighty-fifth birthday,

the composer articulates the idea of the utmost importance of maintaining her connection with

element in art acts like this, so it becomes the necessary bread, the spiritual bread for those who participate in this
act.” In Askew, “Sources of Inspiration in the Music of Sofia Gubaidulina” (2002), 94-95.

#19 Cited in Dagmar Sikorski and Dr. Axel Sikorski, “Sofia Gubaidulina: In Honour of her 85" Birthday:
Introduction,” Sikorski Magazine (March 2016): 5-6,
https://www.boosey.com/downloads/sikorski_magazin_2016_03.pdf.
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nature in order to write music. “It is important for me to hear what the world sounds like, what a
tree sounds like, what flowers sound like, and what I myself sound like. Listening is an endless
process. It is important for me to hear the depth of my soul; this process requires deep
contemplation.”*?° In the early 1990s, the period that marked the collapse of the Soviet regime,
such contemplation became out of reach as Gubaidulina’s anxiety and fears made it impossible
for her to compose. Three years after her relocation to Germany, the composer admits to
retaining much of her angst of the first two years of the nineties, when “someone might come
from behind and hit you over the head.”*?* This feeling, intimately familiar to many people
(including the author of this study) living in Moscow during the final years of Perestroika, along
with the tremendous socio-political unrest, hunger, and unavailability of basic consumer goods,
severed the composer’s “contact with nature, with the stars, with the earth and with the leaves on
the trees.”*?? Thankfully, Gubaidulina’s emigration to Germany proved to be artistically and
mentally healing. Describing her new, nature-surrounded life in Appen-Unterglinde in a 1999
interview with Israeli music critic Noam Ben-Zeev, she reiterated the issue of the vital personal
correlation between the nature and creativity: “I have always longed for a connection with a tree.
And now, at the end of my life, I live the way I should. [...] Musically — as well.”*?*> Nearly eight

years later, Gubaidulina provides more details about her ‘new life’ in another, this time more

420 Mamaeva, “Sofia Gubaidulina,” https://m.realnoevremya.ru/articles/47148?ysclid=Ivin4899mv286492808.

421 Andrei Ustinov, “The Hour of Sofia Gubaidulina: Interview with Sofia Gubaidulina,” Music Review
[Muzykal'noye obozreniye] 3, no. 113, March 1994, https://muzobozrenie.ru/chas-sofii-
gubajdulinoj/?ysclid=marm7tpi4u341162180. Also, cited in Kurtz, 212.

422 Ustinov, “The Hour,” https://muzobozrenie.ru/chas-sofii-gubajdulinoj/?ysclid=marm7tpi4u341162180.

423 See Noam Ben-Zeev, “Interview with Sofia Gubaidulina,” interpreted and trans. Maxim Reider, Moscow Musical
Bulletin 1, no. 31 (1999), https://www.mmv.ru/interview/30-09-1999 gubaid.htm.
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animated conversation (in Russian) with the long-standing editor-in-chief of Moscow’s Music

Review, Andrei Ustinov:*24

I recognize these fifteen years that | have been living in Germany as the most propitious time in
my life. The sky is open for me there. | can stand next to a tree, and no one will scare me or chase
me away. | can go outside at night, and no one will attack me. To be able to see the sky and the
stars is very important to me. Here, | can do it without taking a tram or a bus; | can find myself in
an atmosphere of solitude in this place where everything is natural and unconstrained.

I have been living in paradise for fifteen years. This is a small two-street village without even its
own bakery! Nearby, there is a field where cows and horses graze... A real paradise! Of course,
there is no complete silence here because there are farmers and their tractors. Sometimes a plane

flies by. But occasionally, on Saturday or Sunday, complete silence is achieved.
It is interesting to note that Gubaidulina’s fascination with trees, as part of all living, growing,
and constantly changing creations of the natural world, has been reflected in the titles and
subtitles of her works since the mid-1950s.?® To a certain degree, the tripartite composition of
the tree itself (with its trunk, roots, and crown) led to the conception of her unique metaphor of
the “three trees,” describing various types of musical structures and compositional techniques
throughout the history of Western art music. Levon Hakobian justly notes, however, that
Gubaidulina’s idea was largely “influenced by the theory of historical evolution of musical
material put forward in the late 1970s by pianist and music theorist Pyotr Meshchaninov. Though
Meshchaninov’s ideas enjoyed great esteem among those musicians who were familiar with

them, they have never been published in full.”*%

424 Andrei Ustinov, “We are Standing on the Edge of an Abyss: Conversation with Sofia Gubaidulina,” Music
Review [Muzykal'noye obozreniye] 2, no. 278, January 2007, https://muzobozrenie.ru/sofiya-gubajdulina-my-stoim-
na-krayu-propasti/.

425 See, for instance, no. 4 (“The First Flower”) and no. 5 (“Flowering of the Wild Rose”) in the 1956 vocal cycle for
soprano and orchestra Phacelia; no. 3 (“The Trumpeter in the Forest”) and 14 (“Forest Musicians”) from the 1969
collection of piano pieces for children Musical Toys; or 1978 composition for flute and piano, Sounds of the Forest
(Klange des Waldes).

426 See Hakobian, Music of the Soviet Era, 295. For more information (in English) on Meshchaninov’s “Elemental
Evolutionary Theory of Music” refer to Kurtz, 84-86. For more information (in Russian) see Grigory Lyzhov and
Elena Dvoskina, “Pyotr Meshchaninov: Hamburg Archive in the Scientific Library of Moscow Conservatory,”
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Yet again, the uniqueness of Gubaidulina’s idea of the “three trees” lies in its intrinsic
connection with her concept of the Rhythm of Form. The former appears to have been envisioned
in an effort to explain and justify her own creative ideas regarding the temporal proportionality
of a musical form according to the numbers of the Fibonacci-based series. As the ratio between
the numbers in a sequence changes, i.e., infinitely approaches the golden section perceived by
the composer as “a principle organizing all organic life,”*?” so do the periods of music history
change — as if according to the law of nature embodied in the life cycle of a tree. That is to say, a
tree grows, blooms, then its fruits ripen and fall to the ground, forming new roots that give rise to
a new natural cycle.

With regard to her own vision of music history, Gubaidulina identified three such cycles.
In her model, the three principal elements of musical language — harmony, melody, rhythm — are
associated with the three parts of a tree: the roots, the trunk, and the leaves. The roots of the tree
represent the idea or essence, the trunk is the phenomenon or realization of the idea, and leaves
represent the transformation or musical transfiguration of the ideas. In the 1990 documentary

“Fire and Rose,”*?8 the composer enthusiastically expounds on the topic and even draws the

Journal of Moscow Conservatory [Hayumsiit BectHuk MockoBckoit koncepBatopuu]| 2, no. 25 (2016): 8-31,
https://docs.yandex.ru/docs/view?tm=1718855518&tld=ru&lang=ru&name=16 2 lyzhov_dvoskina.pdf&text=%D0
%BF%D0%B5%D1%82%D1%80%20%D0%BC%D0%B5%D1%89%D0%B0%D0%BD%D0%B8%D0%BD%D0
%BE%D0%B2%20%D0%BC%D1%83%D0%B6%20%D0%B3%D1%83%D0%B1%D0%B0%D0%B9%D0%B4
%D1%83%D0%BB%D0%B8%D0%BD%D0%BE%D0%B9&url=https%3A%2F%2Fnv.mosconsv.ru%2Fsites%2F
default%2Ffiles%2Fpdf%2F16 2 lyzhov dvoskina.pdf&Ir=10115&mime=pdf&I10n=ru&type=touch&sign=6ce21
d3439b3138f5818ada3a0abf52a&keyno=0&serpParams=tm%3D1718855518%26tld%3Dru%26lang%3Dru%26na
me%3D16 2 lyzhov dvoskina.pdf%26text%3D%25D0%25BF%25D0%25B5%25D1%2582%25D1%2580%2B%
25D0%25BC%25D0%25B5%25D1%2589%25D0%25B0%25D0%25BD%25D0%25B8%25D0%25BD%25D0%2
5BE%25D0%25B2%2B%25D0%25BC%25D1%2583%25D0%25B6%2B%25D0%25B3%25D1%2583%25D0%?2
5B1%25D0%25B0%25D0%25B9%25D0%25B4%25D1%2583%25D0%25BB%25D0%25B8%25D0%25BD%25
D0%25BE%25D0%25B9%26url%3Dhttps%253A%2F%2Fnv.mosconsv.ru%2Fsites%2Fdefaul t%2Ffiles%2Fpdf%
2F16 2 lyzhov dvoskina.pdf%261r%3D10115%26mime%3Dpdf%26110n%3Dru%26type%3Dtouch%26sign%3D
6ce21d3439b3138f5818ada3a0abf52a%26keyno%3D0.

427 Lukomsky, “The Eucharist,” 34.

428 Barrie Gavin and Gerard McBurney, “The Fire and the Rose: A Portrait of Sofia Gubaidulina,” TV documentary,
BBC 2 (June 10, 1990), video film in Russian with English subtitles, https://youtu.be/t4P2U6kzajl.
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https://docs.yandex.ru/docs/view?tm=1718855518&tld=ru&lang=ru&name=16_2_lyzhov_dvoskina.pdf&text=%D0%BF%D0%B5%D1%82%D1%80%20%D0%BC%D0%B5%D1%89%D0%B0%D0%BD%D0%B8%D0%BD%D0%BE%D0%B2%20%D0%BC%D1%83%D0%B6%20%D0%B3%D1%83%D0%B1%D0%B0%D0%B9%D0%B4%D1%83%D0%BB%D0%B8%D0%BD%D0%BE%D0%B9&url=https%3A%2F%2Fnv.mosconsv.ru%2Fsites%2Fdefault%2Ffiles%2Fpdf%2F16_2_lyzhov_dvoskina.pdf&lr=10115&mime=pdf&l10n=ru&type=touch&sign=6ce21d3439b3138f5818ada3a0abf52a&keyno=0&serpParams=tm%3D1718855518%26tld%3Dru%26lang%3Dru%26name%3D16_2_lyzhov_dvoskina.pdf%26text%3D%25D0%25BF%25D0%25B5%25D1%2582%25D1%2580%2B%25D0%25BC%25D0%25B5%25D1%2589%25D0%25B0%25D0%25BD%25D0%25B8%25D0%25BD%25D0%25BE%25D0%25B2%2B%25D0%25BC%25D1%2583%25D0%25B6%2B%25D0%25B3%25D1%2583%25D0%25B1%25D0%25B0%25D0%25B9%25D0%25B4%25D1%2583%25D0%25BB%25D0%25B8%25D0%25BD%25D0%25BE%25D0%25B9%26url%3Dhttps%253A%2F%2Fnv.mosconsv.ru%2Fsites%2Fdefault%2Ffiles%2Fpdf%2F16_2_lyzhov_dvoskina.pdf%26lr%3D10115%26mime%3Dpdf%26l10n%3Dru%26type%3Dtouch%26sign%3D6ce21d3439b3138f5818ada3a0abf52a%26keyno%3D0
https://docs.yandex.ru/docs/view?tm=1718855518&tld=ru&lang=ru&name=16_2_lyzhov_dvoskina.pdf&text=%D0%BF%D0%B5%D1%82%D1%80%20%D0%BC%D0%B5%D1%89%D0%B0%D0%BD%D0%B8%D0%BD%D0%BE%D0%B2%20%D0%BC%D1%83%D0%B6%20%D0%B3%D1%83%D0%B1%D0%B0%D0%B9%D0%B4%D1%83%D0%BB%D0%B8%D0%BD%D0%BE%D0%B9&url=https%3A%2F%2Fnv.mosconsv.ru%2Fsites%2Fdefault%2Ffiles%2Fpdf%2F16_2_lyzhov_dvoskina.pdf&lr=10115&mime=pdf&l10n=ru&type=touch&sign=6ce21d3439b3138f5818ada3a0abf52a&keyno=0&serpParams=tm%3D1718855518%26tld%3Dru%26lang%3Dru%26name%3D16_2_lyzhov_dvoskina.pdf%26text%3D%25D0%25BF%25D0%25B5%25D1%2582%25D1%2580%2B%25D0%25BC%25D0%25B5%25D1%2589%25D0%25B0%25D0%25BD%25D0%25B8%25D0%25BD%25D0%25BE%25D0%25B2%2B%25D0%25BC%25D1%2583%25D0%25B6%2B%25D0%25B3%25D1%2583%25D0%25B1%25D0%25B0%25D0%25B9%25D0%25B4%25D1%2583%25D0%25BB%25D0%25B8%25D0%25BD%25D0%25BE%25D0%25B9%26url%3Dhttps%253A%2F%2Fnv.mosconsv.ru%2Fsites%2Fdefault%2Ffiles%2Fpdf%2F16_2_lyzhov_dvoskina.pdf%26lr%3D10115%26mime%3Dpdf%26l10n%3Dru%26type%3Dtouch%26sign%3D6ce21d3439b3138f5818ada3a0abf52a%26keyno%3D0
https://docs.yandex.ru/docs/view?tm=1718855518&tld=ru&lang=ru&name=16_2_lyzhov_dvoskina.pdf&text=%D0%BF%D0%B5%D1%82%D1%80%20%D0%BC%D0%B5%D1%89%D0%B0%D0%BD%D0%B8%D0%BD%D0%BE%D0%B2%20%D0%BC%D1%83%D0%B6%20%D0%B3%D1%83%D0%B1%D0%B0%D0%B9%D0%B4%D1%83%D0%BB%D0%B8%D0%BD%D0%BE%D0%B9&url=https%3A%2F%2Fnv.mosconsv.ru%2Fsites%2Fdefault%2Ffiles%2Fpdf%2F16_2_lyzhov_dvoskina.pdf&lr=10115&mime=pdf&l10n=ru&type=touch&sign=6ce21d3439b3138f5818ada3a0abf52a&keyno=0&serpParams=tm%3D1718855518%26tld%3Dru%26lang%3Dru%26name%3D16_2_lyzhov_dvoskina.pdf%26text%3D%25D0%25BF%25D0%25B5%25D1%2582%25D1%2580%2B%25D0%25BC%25D0%25B5%25D1%2589%25D0%25B0%25D0%25BD%25D0%25B8%25D0%25BD%25D0%25BE%25D0%25B2%2B%25D0%25BC%25D1%2583%25D0%25B6%2B%25D0%25B3%25D1%2583%25D0%25B1%25D0%25B0%25D0%25B9%25D0%25B4%25D1%2583%25D0%25BB%25D0%25B8%25D0%25BD%25D0%25BE%25D0%25B9%26url%3Dhttps%253A%2F%2Fnv.mosconsv.ru%2Fsites%2Fdefault%2Ffiles%2Fpdf%2F16_2_lyzhov_dvoskina.pdf%26lr%3D10115%26mime%3Dpdf%26l10n%3Dru%26type%3Dtouch%26sign%3D6ce21d3439b3138f5818ada3a0abf52a%26keyno%3D0
https://docs.yandex.ru/docs/view?tm=1718855518&tld=ru&lang=ru&name=16_2_lyzhov_dvoskina.pdf&text=%D0%BF%D0%B5%D1%82%D1%80%20%D0%BC%D0%B5%D1%89%D0%B0%D0%BD%D0%B8%D0%BD%D0%BE%D0%B2%20%D0%BC%D1%83%D0%B6%20%D0%B3%D1%83%D0%B1%D0%B0%D0%B9%D0%B4%D1%83%D0%BB%D0%B8%D0%BD%D0%BE%D0%B9&url=https%3A%2F%2Fnv.mosconsv.ru%2Fsites%2Fdefault%2Ffiles%2Fpdf%2F16_2_lyzhov_dvoskina.pdf&lr=10115&mime=pdf&l10n=ru&type=touch&sign=6ce21d3439b3138f5818ada3a0abf52a&keyno=0&serpParams=tm%3D1718855518%26tld%3Dru%26lang%3Dru%26name%3D16_2_lyzhov_dvoskina.pdf%26text%3D%25D0%25BF%25D0%25B5%25D1%2582%25D1%2580%2B%25D0%25BC%25D0%25B5%25D1%2589%25D0%25B0%25D0%25BD%25D0%25B8%25D0%25BD%25D0%25BE%25D0%25B2%2B%25D0%25BC%25D1%2583%25D0%25B6%2B%25D0%25B3%25D1%2583%25D0%25B1%25D0%25B0%25D0%25B9%25D0%25B4%25D1%2583%25D0%25BB%25D0%25B8%25D0%25BD%25D0%25BE%25D0%25B9%26url%3Dhttps%253A%2F%2Fnv.mosconsv.ru%2Fsites%2Fdefault%2Ffiles%2Fpdf%2F16_2_lyzhov_dvoskina.pdf%26lr%3D10115%26mime%3Dpdf%26l10n%3Dru%26type%3Dtouch%26sign%3D6ce21d3439b3138f5818ada3a0abf52a%26keyno%3D0
https://docs.yandex.ru/docs/view?tm=1718855518&tld=ru&lang=ru&name=16_2_lyzhov_dvoskina.pdf&text=%D0%BF%D0%B5%D1%82%D1%80%20%D0%BC%D0%B5%D1%89%D0%B0%D0%BD%D0%B8%D0%BD%D0%BE%D0%B2%20%D0%BC%D1%83%D0%B6%20%D0%B3%D1%83%D0%B1%D0%B0%D0%B9%D0%B4%D1%83%D0%BB%D0%B8%D0%BD%D0%BE%D0%B9&url=https%3A%2F%2Fnv.mosconsv.ru%2Fsites%2Fdefault%2Ffiles%2Fpdf%2F16_2_lyzhov_dvoskina.pdf&lr=10115&mime=pdf&l10n=ru&type=touch&sign=6ce21d3439b3138f5818ada3a0abf52a&keyno=0&serpParams=tm%3D1718855518%26tld%3Dru%26lang%3Dru%26name%3D16_2_lyzhov_dvoskina.pdf%26text%3D%25D0%25BF%25D0%25B5%25D1%2582%25D1%2580%2B%25D0%25BC%25D0%25B5%25D1%2589%25D0%25B0%25D0%25BD%25D0%25B8%25D0%25BD%25D0%25BE%25D0%25B2%2B%25D0%25BC%25D1%2583%25D0%25B6%2B%25D0%25B3%25D1%2583%25D0%25B1%25D0%25B0%25D0%25B9%25D0%25B4%25D1%2583%25D0%25BB%25D0%25B8%25D0%25BD%25D0%25BE%25D0%25B9%26url%3Dhttps%253A%2F%2Fnv.mosconsv.ru%2Fsites%2Fdefault%2Ffiles%2Fpdf%2F16_2_lyzhov_dvoskina.pdf%26lr%3D10115%26mime%3Dpdf%26l10n%3Dru%26type%3Dtouch%26sign%3D6ce21d3439b3138f5818ada3a0abf52a%26keyno%3D0
https://youtu.be/t4P2U6kzajI

three trees to graphically demonstrate her thoughts. The schemata of these drawings, reproduced

in Tsenova’s dissertation, appears as follows:

FIGURE 25: Schemata of Gubaidulina’s drawings of the ‘three trees’*?°

First tree: Second tree:
linear period homophonic period
(before 17th century) (17" — 19" centuries)
leaves harmony leaves rhythm
trunk rhythm &E trunk melody
roots melody roots harmony
Third tree:
(20th century)

leaves melody
&E trunk harmony
roots rhythm

Thus, the first tree represents the linear polyphonic period (before the 17th century), where the

root of the tree is a line or a melody. The rhythm of the word that, “in essence [...] defined the
form,” emerges as the trunk of the tree, while the leaves are the suggested or anticipated
harmony. The second tree represents the homophonic period (the 17" to 19" centuries). Here, the
leaves and seeds of the tree (i.e., the harmony of the first period) fell to the ground and formed
the new roots, harmony. Stemming from this new harmonic essence, the melody, or the linear
thematic development of the harmony became the trunk of the tree. The transformative function
in this case is performed by the rhythm, or by the leaves. The third tree, representing the

twentieth century, was derived — according to Gubaidulina’s own account — by analogy. The

429 See Tsenova (2000), 17.

225



leaves of the second tree fall to the ground and form new roots: the rhythm. The roots of the
second tree, or harmony (“that is, everything vertical, to do with pitch”) have become the trunk.
Finally, the transformation, or the leaves, is now the melody.

In Gubaidulina’s thought, it was the path of the rhythm, organically rising from the trunk
of the first tree to the crown (leaves) of the second tree, falling to the ground, and thus becoming
the roots — or the fundamental principle — that determined the realization, or rather, the long-
sought theoretical validation of her personal quest as a composer working out the idea of the
Rhythm of Form. Commenting further on the structure of the third tree, Gubaidulina states that
“under the conditions of sonority, the melody can no longer serve as a means of unfolding the
material; instead, it must become a transfiguration of the material itself, that is, the result of the
progression from the ‘root’ to the ‘trunk.’”**° The following section of our study examines the
unique implementation of the idea of the Rhythm of Form and its effects on the horizontal
(melodic) and vertical (harmonic) aspects of the composer’s musical language in her 1998 koto

concerto.

The Game of Numbers in Im Schatten des Baumes: Temporal Proportions

In Gubaidulina’s drafts, the work is clearly divided into seven episodes marked with Roman
numerals; some of these she calls “circles” [krugi]. Three of these episodes are subdivided and
labeled with the capital letters A, B, C, and D; e.g., Ep. (episode) 3A or Ep. 5D. The progression
from one of the seven sections to the next is usually accompanied by a change of the solo
instrument, i.e., from the koto to the bass koto or to the zheng. The soloist can, however, switch

to another instrument within a single episode, often more than once. Selected sections and

430 |n Tsenova, 17.
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subsections of the composition have programmatic titles and comments; however, none of these
were included in the final published version of the score. The overall draft’s demarcation of the
episodes and their subdivisions is consistent with that of the published score. Figure 26 presents

the delineation of the concerto’s sections as indicated by the composer.

FIGURE 26: Gubaidulina’s delineation of the Koto Concerto sections and the indicated
programmatic subheadings and comments

Episode | 1l 1] v Vv VI
Number
Rehearsal RN 1- RN 13-34 RN 35-59 RN 60-78 RN 79-109 RN 110-30
Number 12
(RN)
Subdivisions Ep. I A: RN 13-22 Ep. IV A: RN 60-2 Ep. V A: RN 79-82
within the Ep. 11 B: RN 23-34 Ep. IV B: RN 63-78 Ep. V B: RN 83-7
Episodes Ep. V C: RN 88-—92
Ep. 5 D: RN 89-107
Programmatic “Krug I1I: “Krug IV”
subheadings Zheng”
and RN 43-50: Ep. IV A: “Spouting Ep. V A: “Moonlight”
comments “Dialogue: Tree” [Prorastayushchee [Lunnyi Svet]
solo of the Derevo] Ep. V B: “Moon” [Luna]
orchestral Ep. IV B: “Blizzard”
ensemble [Metel’] Ep. V C: “Moonlight”
[Lunnyi Svet]
Ep. V D: “Sobs”
[Vskhlipy]

Solo Koto Zheng Bass koto Bass koto Zheng Bass koto
Instruments in Koto Zheng Koto Koto
each episode (from RN 52) (from RN 71) (from RN 88) (from RN 119)

Bass koto Zheng
(from RN 59) (from RN 93)

Gubaidulina’s working materials, as well as the final version of the concerto’s score,

indicate the definitive presence of the thoroughly calculated temporal proportions of the form on
multiple levels. The duration of all the unmetered episodes of the piece is marked in seconds;
additionally, the detailed numerical diagram (“numerical plot”) for the fifth episode was written
out by the composer herself. Gubaidulina calls this diagram “the overall picture of the fifth
episode” [obmiast kapTrHa Beero snu3ona V]. The proportions written out for this episode also

indicate the number-related focal points for the entire work. Furthermore, the drafts of the
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remaining six episodes contain multiple calculations pertaining to the proportional values of
these sections, as well as the detailed timbral, rhythmic (as related to the actual written-out
durations and combinations thereof) and harmonic or otherwise pitch-related plans, schemes, and
comments. The following portion of our text will present a Russian-to-English annotated
translation of Gubaidulina’s diagram of the fifth episode and provide actual score cross-
references outlining the mathematical procedures utilized by the composer.*3! The facsimile of
Sofia Gubaidulina’s “overall picture of the fifth episode” is reproduced in Plate 4 with the

permission of the Paul Sacher Foundation.

431 The description of Gubaidulina’s diagram for the fifth episode of her koto concerto is also available in Tsenova’s
dissertation. However, the author does not provide any score-based explications to the mathematical procedures
involved in creating these numbers. See Tsenova (2000), 183-84.
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PLATE 4: “The overall picture of the fifth episode”: Sofia Gubaidulina’s “numerical plot” of the fifth episode of the koto concerto
In the Shadow of the Tree*32

O 0 0 & & 0 0 0 0 0 0 0 0 5 O 0 OO OO OO OO OO O O O PO S O S O O O O OO O PO PO O OPE 0
i LR/
S -4’ cf.q.l,- LRy i
y 5 Ferze snewpe /
g S N

2 rrtwerus
1) %2

¥e3

O._-‘..QA.,,.,.Q.,Q_‘(O..'r.,‘.‘.O‘.....O................0.......0
XIS « 3 55 - L I3 74 +E5 w1l 2805

432 Curiously, Gubaidulina’s diagram resembles an image of a tree; its ‘trunk’ appears to rest on the lowest number, 13 (in red), while the ‘branches’ and ‘leaves’
represent the remaining numbers on the picture.
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» Annotated Translation of Gubaidulina’s Diagram for the Fifth Episode
The composer indicates the total number of time units** in the fifth episode as 343 (see the

upper purple curly bracket). The two possible subdivisions of this number are as follows:

1) 267 (as 76x3) + 76 = 343 (see the two green curly brackets)*3

2) 157 + 34 + 157 = 343 + 5 = 348 (as 12x29) (see the lower blue/red/blue curly brackets)

Under the second subdivision, the five ‘time units’ from the sixth episode are included into the
“overall picture of the fifth episode.” The two subdivisions of number 343 are summarized once

more in the lower left corner of the diagram (in green, purple, blue, and red) as shown:

1) 267 + 76 = 343
(76x3) (76x1)

2) 157 + 34 + 157 = 343 + 5 = 348 (12x29)

The diagram also shows smaller subdivisions of numbers 267 and 76 as made up of terms

representing the numbers from the Fibonacci and Lucas series:

343

267 76
34 | 21] 47 [ 55 34 76 55 | 21
21 3] 8] 13] 21] 3] 8 [ 13

433 Our emphasis. Tsenova uses the term “beat,” which apparently refers to another Gubaidulina-related term, micro-
beat. See Tsenova, 183. Our further analysis shows, however, that the numbers presented in Gubaidulina’s diagram
refer to the number of seconds or a microbeat value at the model tempo of J=60. In the meantime, we use the term
‘time unit’ as a generalized idea for measuring time.

434 Apparently, the number 76 is incorrect on Gubaidulina’s diagram, as 76x3=228, not 267. It seems the composer
intended to write 89 (a Fibonacci number) instead of 76, as 89x3=267. Our thanks go to our supervisor, Professor
Michael Coghlan, whose keen eye caught this arithmetic error, which had been overlooked by the author of this
dissertation.
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The composer’s choice of colours is consistent with the correlation of the numbers as
members of one of the four utilized numerical series: Fibonacci (red, pink, and light blue), Lucas
(green),**® Evangelist (purple), and Bach**® (dark blue). The use of light blue-coloured Fibonacci
numbers is associated with the semantic center of the fifth episode, as well as that of the entire
work. Thus, the number 55 receives the following programmatic comment: “the deepest ‘bottom’
of the shadow: soundlessness (with hands along the strings: a whisper, from which the rhythm of
the timpani emerges [in the next 21-time-unit-long section]).” In the preceding section, the
‘events’ leading to this point are described with additional comments (as a dialogue between the

moonlight and the shadow), indications of the solo instruments, methods of sound production on

the solo instrument, and another, a letter-based separation of the form’s segments.

267
A) B) | O D)
Koto Cheng
34 | 21| 47 | 55 34 76
210 13| 8 | 13| 21| 13 | 8 | 13
“I ask the “Moonlight”:
Shadow:” “I ask the shadow:”
Answer: tremolo across the strings along
“We need and across the
to go even strings
lower”
“Moonlight” ff

Finally, the bottom-left corner of the diagram reads as follows: “In addition, the fifth episode

contains two junctures of ‘stopped time’ for the entire piece”:

) 144x8=1152 1 13 T 144x2=288  1152+13+288=1453

435 In Gubaidulina’s diagram, the number 267 is derived from multiplying two Lucas numbers: 76 and 3. However,
the intended number appears to have been 89 (Fibonacci), not 76 (see FN 434).

436 The Bach number 157 is indicated as the sum of the two Lucas numbers and the Fibonacci number:
76+76+5=157.
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m  233x5=1165 I 55 I 233x1 1165+55+233=1453

As we can see, the two crucial points are represented by the Fibonacci numbers 13 and 55; at the
same time, the identical totals of two equations (1453) appear to mark the total number of time
units for the entire work. Interestingly, the number associated with the complete piece, as well as
the numbers indicating the lengths of the fifth and the sixth episodes, are part of the Evangelist’s
series: 1453, 343, and 212, respectively. The central lower portion of Gubaidulina’s diagram

reproduces the two junctures of the “stopped time” in reversed order:

233%5 55 233x1

144%8 13 144x%2

Next to the formula in red, the composer writes: “the proportion for the entire piece is 4 : 1”

(Lucas numbers).

» Deciphering the “Numerical Plot” in Sofia Gubaidulina’s Koto Concerto
Deciphering Gubaidulina’s numerical message in the fifth episode supplemented by the
composer’s own diagram is a rather straightforward process. It involves the conversion of the

real number of beats in the given time signatures and the corresponding metronomic values to
the number of absolute beats under the model tempo of J=60. Figure 27 presents the complete

score-referenced calculation of this portion of the concerto.
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FIGURE 27: Score-referenced calculation of Episode V of Sofia Gubaidulina’s concerto In the Shadow of the Tree

343
267
34 | 2 47 55 | 34 76 55 21
A B C D
21 13 8 13 21 13 8 13
RN 79 RN 81 RN 83 RN 88- RN 90 RN 92 RN 93-4 | RN9%4 RN 96-7 RN 98 RN 98 (m.9) RN 100 RN 101-7 RN 108-9
m. 1, from m. 1, beat 3barsat3/4=9; 90 (m.1) (m.2)-91 (m.1) (fromm. 2) (mm.1-8) -RN 99 L .
beat 3) to 3)uptoRN | 1barat4/4a=4) ) 3 bars -RN 95 Changing Time indicated in | Time indicated in seconds Changing meters 3/4
RN 81 82 9+4=13J Changing | Changing | at3/4 3 bars at 3/4 meters 3/4, 24 J at 3/4; Changing seconds (Zheng): | (Zheng): 57+50"=55" and 4/4;
(mm. 1-2): =72 meters 3/4 | meters3/4 | =941 | = Changing 414 and 5/4; 1=108 meters 3/4and | 87+57=13"
72:60=6'5 and 5/4; and 2/4; bar at 9J; 1 bar at meters 3/4, total 5/4; 10 bars at 3/4=
31J at 3/4; 19 at 3/4; (13+6)x5= total total 4/4=4 | Sl4= 4/4 and 5/4; number of =108 total number Metered notation | Metered notation in other 10x3=30 J
=54 =54 10.83=11 number of | number of | J 54 total beats:38J | 108:60=0;5 | Of beats: 14 | inStrings for parts for mm. RN 102-7: 2 bars at 4/4=2x4=8 J
RN 84 beats: 55 beats: 21 9+4=1 | 9+5=14J number of mm. 1-4: 30+8=38 J
54:60=9:10 | 54:60=9:10 3 bars at 3/4 =9 J; ! J 3 =108 beats: 24 J =108 (24+9)x5 1=108 Changing meters 3/4 and
+ = 19+9)x10= = = = :60=9: -60=9: mm. 1-2at 3/4 = 4/4;
(31+9)x10 (19+9)x 1 barat2/4=2 160 =60 J60; 108:60=9:5 - 108:60=9:5 | _ ... 13 | 108:60=9:5 . 12108
344-34 21021 9+2=11 ) J=108 6 J; mm. 2-4 at 108:60=9:5
T ’ 1=84; (14:0)x5 108:60=9:5 (38+9)x5 (14+9)x5 4/4=8 ) 26 bars at 3/4= 26x3=78 J Rt
84:60=7:5 60:60=1:1 | 60:60 60650 ' =211=21 -778-8 6+8=14 J 3 bars at 4/4=3x4=12 J
(11:7)x5= =11 60:60 | =7.78-8 (24:9)x5 =rre= 78+12=90 J (38:9)x5=21.11= 21
7.857=8 5555 : -133=13 1=108
RN 85 21=21 | 13- 108:60= 1=108
2 bars at 3/4 plus 4 9:5 108:60=9:5
bars at 2/4 =14 J 13 ) :
1=84; (14+9)x5 (90+9)x5=50
(14+7)x5=10 =7.78=8
RN 86
3 bars at 3/4 plus 1
p 8+5=13 5+50=55

bar at 4/4 =13 )
1=84;

(13+7)x5=
9.286=9

RN 87

2 bars at 2/4 plus 3
bars at 3/4 =13 J
1=84;

(13+7)x5=9

11+8+10+9+9= 47
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As it stands, all of the consecutive subdivisions of the second-row numbers, 267 and 76,
presented in Gubaidulina’s diagram, correlate with the continuous changes in timbral colours that
comprise the sonic texture of the work. For instance, within the subsection A (RN 79-82;
subtitled “Moonlight” in the drafts), the progression from the first number (34), starting off with
the tremolo in the bar chimes, to number 21 is accompanied by the soloist’s transition from the
zheng to the koto instrument; the entrance of subsection B (RN 83-87; subtitled “The Moon” in
the drafts) is marked by the introduction of a new timbre of the solo bass clarinet, echoed and
answered by the lower strings I and II. The next number (55), marking the subsection C (RN 88-
90; dubbed, once again, the “Moonlight” in the sketches), features a solo of the koto played with
the violin bow. Figure 28 maps the timbral changes accompanying the corresponding numerical

segments of the entire fifth episode.**’

FIGURE 28: Correlation between the timbral and numerical segment changes in the Fifth
Episode of the Koto Concerto

267 76
34 | 21 | 47 55 34 76 55 21
21 113 | 8 13 21 13 8 13
Bar Timp. B.Cl, | Koto Cl, 2 Zheng | Zheng Zheng Zheng Zheng Zheng Zheng Timp,;
Chimes, | 1,11, Fag., Fl., C-b
Mar., 2Fag., | V-cl | Played | B. I; 2
Camp., | Bar div, | with Cl, | soli, | Plaed | playedby | Played by Played | Played Played | Played | CP%
PLGI, | Chimes, | soli, | the Fag., | ss.; | With simultaneously | simultaneously | tremolo | with the tremolo glissando | SON:
V-nill, | Mar, s.S. violin 1V-no | 2 the drawing drawing the withthe | glass simulta- zﬁ:‘;i" zs
V-lell, | Camp., | vibr.; | bow) 1I: c-b | edge the edge of | edge of the glass (tremolo neously halves of | ¢_p
Ve ll, PLGL, | vcll | da solo I ofthe | the glass glass across across across the | across the i
C-bll, V-ni |, C.S. punta C.S. soli, glass across the the strings the strings) and it;mrumem SO’|i
V-lel, vibr. | @arco; | vibr; | 1: across | strings with one strings) with one along sl)i,ding Liss,
Zheng Cbl, da 1Vda | gg; | the with one hand and the | withone | handand | the both T
V-ni ll, punta I n: strigs hand and plectra with hand finger strings hands arco
Played | V-lell, darco | 5910 | arco the plectra | the other and pizzicato dlong the
pizzicato | V-cl, with cs. 2C-b | withthe hand finger with the 2C-h1; ¢
con le Vv ll, plectrum | vibr.; I; other hand pizzicat | other soli,ss.; | 2¢cp
dita chll, 1V-c soli, 2Cbl;soli, | owith hand 2C-b 1L |y sol,
I 58,5 2Cbl; 8.S.; the other soli, 1: S.S.;
solo 2C-b | soli,ss.; 2C-bl;soli, | hand 2ChI; S.S.; 2C-b
S.S. II; 2C-b I 1:s.s,; soli, s.s.: II: arco 11; soli,
vibr.; soli, soli, 1: 11: arco 2C-b1; 2Cb ”;, 1:ss.; | Zheng
1: S.S.; from RN 97 soli, s.s.; | soli, 1: 1l muta
Zheng Koto S.S.; 1l: arco only 5. arco in
muta in muta I: 11 arco Bass
Koto in arco Koto
Zheng

437 The summary uses Gubaidulina’s scoring abbreviations. The indicated methods of sound production are
italicized.
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Further analysis reveals that this correlation between the timbral and numerical aspects of the
form governs the remaining episodes of the concerto.

Our calculations of the proportional values of these sections and their subdivisions reveal
the composer’s absolute control over the temporal design of the entire work. Thus, the number
1453, indicating the full duration of the piece in Gubaidulina’s diagram is comprised of the

following six parts/episodes:

Episode | Episode Il Episode Il Episode IV Episode V Episode VI
212 212 287 187 343 212

Curiously, with respect to the ‘ideal’ overall duration (1453 =24.217’ or about 24 minutes),
Valentina Kholopova’s volume provides the closest number (25°)*% while the Sikorski
Musikverlage**® and Gubaidulina’s current publisher Boosey & Hawkes,**° refer to the Japanese
recording of the work, which marks its actual performance duration of 31#*! minutes. With
regard to establishing of the numbers allocated to sections I-IV and VI, the composer’s special
attention given to the fifth episode in the drafts serves as the invaluable Rosetta Stone as it
allows us to determine the temporal lengths of the remaining episodes by calculating their
absolute durations provided working in a similar fashion. Furthermore, it emerges as an authentic
pinpoint of the golden section of the entire work. Herein, the beginning of Episode V appears at
the very point where the entire form is subjected to the law of divine proportion:

(212+212+287+187 or 898) + (343+212 or 555) =1453+898=1.618.

438 Kholopova (2020), 414.

439 See https://www.boosey.com/downloads/qubaidulina_werkverzeichnis.pdf.

440 See https://www.boosey.com/cr/music/Sofia-Gubaidulina-In-the-Shadow-of-the-Tree/104476.

441 Peculiarly, the actual performance duration (31°) of the work results in the number present in the Evangelist’s
series.
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Remarkably, the three integers involved in creating the value of the golden section (1.618) are

consecutive members of the Evangelist’s integer series. Our calculations of temporal lengths of

Episodes I-1V and V1 are presented in Figure 29.

FIGURE 29: Calculations of temporal length (at J=60) of episodes 1-4 and 6 of Sofia

Gubaidulina’s concerto In the Shadow of the Tree

Episode I: RN 1-12

RN Time Real Real Number | Proportional Number of Total number of
Signature Number of Beats relationship Absolute Beats or | Absolute Beats or
and and of Bars between the | Seconds indicated | Seconds within the
measure | Netronome indicated and/or calculated RN(s)
number | gication (real) tempo
(mm) in
within and the model
the RN tempo J=60
Before | Unmeasured
RN 1 N/A N/A 1:1 7+57+87+57+97= 34
34”
RN 1 Unmeasured
N/A N/A 1:1 7+107=17" 17
RN 2 Unmeasured
N/A N/A 1:1 97+117=20"
20
mm. 1-3 |  3/4 /=60 3 3x3=9 1:1 9)
RN 3 Unmeasured
in the part of N/A N/A 1:1 97 +127=21"
Koto
21
mm. 1-3 |  3/4 J=60 3 3x3=9 11 9)
RN 4 Unmeasured
in the part of N/A N/A 1:1 127+137=25"
Koto
25
mm.1-4 |  3/4 J=60 4 3x4=12 11 (12)
RN 5 Unmeasured
in the part of N/A N/A 1:1 147
Koto
14
mm.1-3 | 3/4 J=60 3 3%3=9 11 9)
m.4 5/4 =60 1 5x1=5 1:1 (5)
RN 6-8 9/8 J.=88 6 6%3=18 88:60=22:15 | (18+22)x15=12.27 12
RN 9
mm. 1-4 6/8 J.=88 4 2x4=8 22:15
(13+22)x15=8.86 9
m. 5 9/8 J.=88 1 3x1=3 22:15
m. 6 6/8 /.=88 1 2x1=2 22:15
(8+3+2=13)

236




RN 10 Unmeasured
in the part of N/A N/A 1:1 32”7 32
Koto
RN 11
m. 1 3/4 J=92 1 3x1=3 92:60=23:15 (8+23)x15=5.21 5
m. 2 5/4 =92 1 5x1=5
(3+5=8)
RN 12 3/4 =46 6 3x6=18 46:60=23:30 | (18+23)x30=23.47 23
Episode I: total number of absolute beats or seconds:
34+17+20+21+25+14+12+9+32+5+23=212
Episode 11: RN 13-34
RN Time Signature Real Real Number | Proportional Number of Total number of
and Metronome | Number of Beats relationship | Absolute Beats or | Absolute Beats
and indication of Bars between the | Seconds indicated or Seconds
measure indicated and/or calculated | within the RN(S)
number
(mm.) (real) tempo
within and the model
the RN tempo /=60
RN 13 Unmeasured
N/A N/A 1:1 5” 5
RN 14 Unmeasured
m. 1-4 in the part of N/A N/A 1:1 2y +4”
Zheng
13
mm. 1-2 3/4 1=72 2 3%2=6 72:60=6:5 (11+6)x5=9.16
x=9
m. 3 5/4 1=72 1 5x1=5 (9+4=13)
(6+5=11)
RN 15 Unmeasured
in the part of N/A N/A 11 97+77=16"
Zheng 16
mm. 1-2 3/4 1=72 2 6+5=11 72:60=6:5 (11+6)x5=9.16
m. 3 5/4 J=72 1
RN 16 Unmeasured
in the part of N/A N/A 1:1 67+57=11”
Zheng 11
mm.1-2 3/4 1=72 2 3x2=6 72:60=6:5 (6+6)x5=5
(5~6, 6~5)
RN 17 Unmeasured
in the part of N/A N/A 11 97+77=16"
Zheng 16
mm. 1-2 3/4 )=72 2 6+5=11 72:60=6:5 (11+6)x5=9.16
m.3 5/4 J=72 1
RN 18 Unmeasured
in the part of N/A N/A 11 117
Zheng 11
mm. 1-4 3/4 1=72 3 9+4=13 72:60=6:5 (13+6)x5=10.83
414 J=72 1
RN 19 Unmeasured N/A N/A 1:1 12” 12
RN 20 Unmeasured
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in the part of N/A N/A 1.1 10”
Zheng 10
mm. 1-4 3/4 1=72 4 4x3=12 72:60=6:5 (12+6)x5=10
RN 21 Unmeasured N/A N/A 1.1 23” 23
RN 22 Unmeasured
in the part of N/A N/A 1:1 167
Zheng 16
mm. 1-7 3/4 J=96 7 3x7=21 96:60=8:5 (26+8)x5=16.25
m. 8 5/4 =96 1 5x1=1
(21+1=26)
RN 23
m. 1 and 6/8 4.=112 2 2x2=4 112:60=28:15 (6+28)x15=
m. 3 3.21=3
m. 2 5/8 J.=112 1 1.67=2 6
(4+2=6)
m. 4 Unmeasured N/A N/A 11 37
(3+3=6)
RN 24
mm.1-2 5/8 1.=112 2 2x2=4 112:60=28:15 | (13+28)x15=6.96=
9/8 J.=112 3 3x3=9 7 11
mm.3-5 (4+9=13)
m. 6 Unmeasured N/A N/A 11 47
(7+4=11)
RN 25-
26 96:60=8:5
mm.1-7 2/4 1=96 7 2x7=14 (14+8)x5=8.75=9 14
m. 8 Unmeasured N’A N/A 11 5”
(9+5=14)
RN 27—
28 96:60=8:5
mm. 1-7 2/4 1=96 7 2x7=14 (14+8)x5=8.75=9 14
m. 8 Unmeasured N’A N/A 11 5”
(9+5=14)
RN 29-
34 2/4 1=96 27 2x27=54 96:60=8:5 (54+8)x5=33.75= 34
34
Episode Il: total number of absolute beats or seconds:
5+13+16+11+16+11+12+10+23+16+6+11+14+14+34=212
Episode I11: RN 35-59
RN Time Signature Real Real Number | Proportional Number of Total number of
and Metronome | Number of Beats relationship | Absolute Beats or | Absolute Beats
and indication of Bars between the | Seconds indicated or Seconds
measure indicated and/or calculated | within the RN(s)
number (real) tempo
(mm.) and the model
within
the tempo J=60
RN(s)
RN 35- [Unmeasured] N/A N/A 1:1 59”
41 (2-bar segments
in the part of
Bass Koto are [17] 17x3.57=59.5
marked as 77; =60
thus, the value
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of one bar is

approximated as 64
3.5”
The other
simultaneously
sounding parts
are notated at 17 17x3=51 48:60=4:5
_ (51+4)x5=63.75
3/2 J=48 a4
RN 42 5/4 =76 3 3x5=15 76:60=19:15 (15+19)x15=11.84 12
=12
RN 43 Unmeasured N/A N/A 1:1 7 7
RN 44 | »=152 (or J=76)
m. 1 5/8 1 S
m. 2 7/8 1 7 76:60=19:15 | (10+19)x15=7.89 8
m. 3 5/8 1 5 =8
m. 4 3/8 1 3
5+7+5+3=20 )
=10 J
RN 45 =76
mm. 1-2 3/4 2 2%3=6 76:60=19:15 (11+19)x15=8.68
m3 5/4 1 5x1=5 =9 9
6+5=11
RN 46 =76
m. 1 3/4 1 1x3=3 76:60=19:15 (9+19)x15=7.11 7
mm. 2-4 214 3 2x3=6 =
3+6=9
RN 47 =76
3/4 5 5%x3=15 76:60=19:15 | (15+19)x15=11.84 12
=12
RN 48 =76
m. 1 2/4 1 1x2=2 76:60=19:15 (5+19)x15=3.95 4
m. 2 3/4 1 1x3=3 =4
2+3=5
RN 49 =76
o/4 7 7x2=14 76:60=19:15 | (14+19)x15=11.05 11
=11
RN 50 =76
1= 3/4 2 2x3=6
mr:; ; 2 2/4 1 2x1=2 76:60=19:15 | (23+19)x15=18.16 18
mm. 4-6 5/4 3 3x5=15 =18
' 6+2+15=23
RN 51 9/8 1.=66 6 6x3=18 66:60=11:10 (18+11)x10=16.36 16
=16
RN 52 Unmeasured N/A N/A 11 6”
mm. 2—4 3/4 J=96 3 3x3=9 96:60=8:5 (9+8)x5=5.625 19
=6
6+6=12
RN 53 Unmeasured N/A N/A 1:1 47
mm. 2-5 214 J=48 4 4x2=8 48:60= 4:5 (8+4)x5=10 14
4+10=14
RN 54 Unmeasured N/A N/A 1:1 127 12
RN 55 =84
mm. 1-7, 3/4 10 10x3=30
9. 10, 13 84:60=7:5 (52+7)x5=37.14 37
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=37
mm. 8, 4/4 3 3x4=12
11,12
mm. 14, 5/4 2 2x5=10
15 30+12+10=52
RN 56—
8 3/4 1=76 13 13x3=39 96:60=19:15 | (39+19)x15=30.78 31
=31
RN 59 Unmeasured N/A N/A 1:1 13” 13
Episode I1I: total number of absolute beats or seconds:
64+12+7+8+9+7+12+4+11+18+16+12+14+12+37+31+13=287
Episode 1V: RN 60-78
RN Time Real Real Number | Proportional Number of Total number of
Signature Number of Beats relationship Absolute Beats or | Absolute Beats or
and and of Bars between the | Seconds indicated | Seconds within the
measureé | netronome indicated and/or calculated RN(s)
”(‘;nmn?gr indication (real) tempo
withiln and the model
the RN tempo J=60
RN 60 3/4 1=76 6 6x3=18 76:60=19:15 | (18+19)x15=14.21 14
=14
RN 61 Unmeasured N/A N/A 1:1 137 13
RN 62 3/4 1=76 6 6x3=18 76:60=19:15 | (18+19)x15=14.21 14
=14
RN 63 Unmeasured N/A N/A 1:1 13” 13
RN 64 9/8 1.=60 2 2x3=6 60:60=1:1 6 6
RN 65 9/8 J.=60 4 4x3=12 60:60=1:1 12 12
RN 66 9/8 4.=60 3 3x3=9 60:60=1:1 9 9
RN 67 9/8 J.=60 2 2x3=6 60:60=1:1 6 6
RN 68 J.=60
m.1 9/8 1 1x3=3 60:60=1:1 8 8
m. 2 6/8 1 1x2=2
m. 3 9/8 1 1x3=3
3+2+3=8
RN 69 9/8 J.=60 2 2x3=6 60:60=1:1 6 6
RN 70 9/8 J.=60 4 4x3=12 60:60=1:1 12 12
RN 71 9/8 J.=60 2 2x3=6 60:60=1:1 6 6
RN 72 9/8 J.=60 4 4x3=12 60:60=1:1 12 12
RN 73 9/8 J.=60 2 2x3=6 60:60=1:1 6 6
RN 74 9/8 J.=60 2 2x3=6 60:60=1:1 6 6
RN 75 9/8 1.=60 3 3x3=9 60:60=1:1 9 9
RN 76 9/8 J.=60 3 3x3=9 60:60=1:1 9 9
RN 77 9/8 J.=60 4 4x3=12 60:60=1:1 12 12
RN 78 9/8 1.=60 4 4x3=12 60:60=1:1 12 12

Episode 1V: total number of absolute beats or seconds:
14+13+14+13+6+12+9+6+8+6+12+6+12+6+6+9+9+12+12=185; 185+2 (first 2 beats of RN 79)= 187
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Episode VI: RN 110-130
RN Time Real Real Number | Proportional Number of Total number of
Signature Number of Beats relationship | Absolute Beats or | Absolute Beats or
and and of Bars between the | Seconds indicated | Seconds within the
measureé | netronome indicated and/or calculated RN(s)
number | dication (real) tempo
(mm.)
within and the model
the RN tempo J=60
RN 110
mm. 1-3 3/4 J=108 3 3x3=9 108:60=9:5 (9+9)x5=5
m. 4 3/4 1=60 1 3+2=5 60:60=1:1 5 10
m. 5 2/4 J=60 1 (5+5=10)
RN 111
mm. 1,3 3/4 J=60 2 3x2=6
mm. 2,4 2/4 1=60 2 2x4=4 60:60=1:1 10 10
6+4=10
RN 112
mm. 1=2 2/4 J=60 2 2%x2=4
mm. 3-4 3/4 1=60 2 3><2i6 60:60=1:1 14 14
ms 414 =60 1 Ax1=4
4+6+4=14
RN 113
mm. 1,4 4/4 J=60 2 4x2=8
mm. 2-3 | 3/4 J=60 2 3x2=6 60:60=1:1 14 14
8+6=14
RN 114 3/4 1=60 4 3x4=12 60:60=1:1 12 12
RN 115 3/4 1=60 4 3x4=12 60:60=1:1 12 12
RN Unmeasured
116-18 | in the part of N/A N/A 1:1 24”
Bass Koto 24
RN 116-17 3/4 J=60 6 6x3=18 11 18
RN 118 9/8 1=92 3 3x3=9 92+60=23:15 | (9+23)x15=5.57=6
18+6=24
RN 119 9/8 J.=92 8 8x3=24 92+60=23:15 | (24+23)x15=16.65 16
=16
RN 120 9/8 =92 3 3x3=9
6/8 1.=92 1 2x1=2 92+60=23:15 | (11+23)x15=7.17= 7
9+2=11 7
RN 121 (10+23)x15=6.5=6
6/8 J.=92 5 5x2=10 92+60=23:15 (rounded down) 6
RN 122 6/8 J.=92 4 4x2=8 92+60=23:15 | (8+23)x15=5.21=5 5
RN 123
mm. 1-6 3/4 1=92 6 6x3=18 92+60=23:15 | (20+23)x15=13.04 13
m. 7 2/4 1=92 1 1x2=2 =13
18+2=20
RN 3/4 J=88 6 6x3=18 8+60=22:15 (18+22)x15=12.27
124-25 =12 12
RN (39+22)x15=26.59
126-29 3/4 J=88 13 13x3=39 8+60=22:15 =26 26
(rounded down; see
the note in the drafts)
RN 130 | Unmeasured N/A N/A 1:1 317 31

Episode VI: total number of absolute beats or seconds:
10+10+14+14+12+12+24+16+7+6+5+13+12+26+31=212
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Our calculations of the proportional values of Episodes 1-4 and 6 also confirm the locations of
the two junctures of Gubaidulina’s “stopped time.” The first occurs at RN 100, and the second

spans RN 101-107, as shown in Figure 30.

FIGURE 30: Calculation of the locations of the two junctures of “stopped time” in Gubaidulina’s
concerto In the Shadow of the Tree

1) 144x8=1152 113 | 144x2=288 1152+13+288=1453

Episode | | Episode Il | Episode Ill | Episode IV Episode V Episode VI
212 212 287 187 254 (=267-13) 5 [ 21 212
212+212+287+187+(267-13) =1152 13 55+21+212=288
1152=144x8 288=144x2
2) 233x5=1165 1551 233x1 1165+55+233=1453
Episode | | Episode Il | Episode Ill | Episode IV Episode V Episode VI
212 212 287 187 276 55 21 212
212+212+287+187+267=1165 21+212=233x1
1165=233x5

Discernibly, the internal composition of the two resulting proportions of the work is based on
Fibonacci numbers (144, 8, 2 and 233, 5, 1). The question remains, however, as to why the
composer chooses the former ratio (4:1) instead of the latter (5:1). It seems reasonable to assume
that Gubaidulina’s identification of the proportion for the entire piece as 4:1 is linked to her
contemporaneous exploration of the possibilities of other Fibonacci-based integer sequences, the
Lucas in particular.**? Further, the preference for the Lucas number-based ratio over the
Fibonacci-based one emphasizes the formative device revealing an ‘even’ twofoldness in the

overall constructive idea, which in turn harkens back to Gubaidulina’s beloved notion of binary

442 For instance, three compositions completed by Gubaidulina in 1993 (...Early In the morning, Right Before
Waking ..., Dancer on a Tightrope and String Quartet no. 4) are created with simultaneous application of both the
Fibonacci and the Lucas numbers. Refer to the analyses of this works in Tsenova (2001), 85-105, 178-81 and 152-
62, respectively.
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oppositions, expressed here in the numerical terms. Moreover, the precedence of the 4:1 ratio
might have been perceived by the composer as mathematically more ‘consonant,” as the inverted
Lucas-based ratio produces a value that more closely approximates the golden section than the
Fibonacci-based one.*** At one and the same time, the two-layered overall numerical proportion
of the work creates an original compositional structure in which the multiple garlands of
“beautiful numbers*** sprout from the integral value of the piece, forming a sophisticated
contrapuntal texture comprised of the members of the Fibonacci, Lucas, Evangelist’s, and
various Bach’s sequences. The final episode of the concerto also bears the composer’s personal
numerical seal: the number 48. The next figure presents the internal subdivisions of Episodes 1
to 4 and 6. The applicable series names are identified with the capital letters as follows:
Fibonacci (F), Lucas (L), Evangelist (E), and Bach (B); Bach name-related numbers are marked
as (Bn) while Bach name-related numbers organized as a Fibonacci-type sequence are identified
as (Bn/F); the inverted numbers (i.e., read from right to left) are marked (inv); Sofia’s number is
(S). The composite numbers lying outside of any pertinent numerical sequence receive an

additional explanation in the form of a brief footnote.

FIGURE 31: Subdivisions of the total numbers of Episodes I-IV and VI in Sofia Gubaidulina’s
concerto In the Shadow of the Tree

Episode |

212
(E)

131 81
(E) (E)

443 On the ‘consonant’ versus ‘dissonant’ properties of the Fibonacci and the Fibonacci-based integer series see
Tsenova (2000), 74-75.

444 From Gubaidulina’s perspective, “beautiful numbers” are those are those that belong to ordered and thus
“harmonious” integer series. The composer’s own expression is cited multiple times in Tsenova’s dissertation; e.g.,
Tsenova, 176.
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34

97 21 60
(F) (B) (F) (B)
7 10 9 11 9 12 | 12 | 13 | 14 12 9 37 23
(L/ B/ (L) B | (E)|E |F]| B | E B/ B/ (B/
E) Bn) Bn) Bn) Bn) Bn) Bn)
Before RN 4
RN 1 RN RN 2 RN 2 RN 3 RN 3 mm. RN RN 6-8
1 mm. 1-3 m. 4 mm. 1-3 m. 4 1-4 4 RN 5 RN 9 RN 10 RN 11 RN 12
m. 5
32 5
(Bn) | (F/IE/B)
Episode Il
212
(E)
133 79
[131+2 or (E) + (F)] [81-2 or (E) — (F)]
RN 13-15 RN 16-20 RN 21 RN 22 RN 23-26 RN 27— RN 29-34
28
34 60 23 16 31 14 34
(9] (B) (B/Bn) (E (B/Bn) (8]
RN [RN | RN [ RN [ RN | RN RN mm. | mm. | RN [ RN [ RN25-6 RN [ RN30 | RN
13 14 14 15 15 16— 18 1-4 4 23 24 20— (fromm. 34
mm. m.4 mm. m.4 18 (from (beats (from 30 3, beat 2) (from
1-3 1-3 @p 0 b?étzé) 17) | beatd) to -34 bTAtAz')
m. 2, -8 m. 3, (tom. 4,
beat 2) -RN beat beat 1)
20 Y
5 9| 4 9 7 31 29 7 9 6 11 14 7 23 4
A e o6 | L6 | O L | 6 (L) | (B/BN) (L7 | ®Bn) | (L)
E) E)
Episode 111
287
[41x7 or (BnxL/E)]*®
152 135
[19%8 or (EXF)] [131+4 or (E+L); 123+12 or (L+E)]
RN RN RN RN 46-50 RN 51-9
35-6 3740 | 415
23 34 43 52
(B/Bn) (F) (Fmv)
RN 35-45 RN46-8 | RN49-50 | RN51 RN 52 RN 53 RN 54 RN 55 RN56-8 | RN59
23 29 16 12 14 12 37 31 13
(B) (L) (8+8) B) (B/Bn) (E) (8/Bn) | (B) F
(F+F)
mm. 1-3
and 4-6
Further subdivisions of numbers 43 (RN 41-45); 29 (RN 49-50); 16 (RN 51) and 31 (RN 56-58)
43 29 16 31
7 12 7 8 9 11 18 8 8 7 7 5 12
L 1E | L (@] (B) L) L) (@) (@) L) L) (F) (E)

445 The total of 287 is obtained by multiplying Bach’s name (as J. S. Bach in its gematria form according to the
Natural Order Alphabet: 41=9+18+14) by seven (the number present in both the Lucas and the Evangelist series).
Further subdivisions presenting composite numbers that do not belong to any Fibonacci-based integer sequence can
be interpreted in a similar fashion where they are the product of simple arithmetical operations such as multiplying,
dividing, adding or subtracting the numbers belonging to any the utilized additive sequences or Bach-related
gematria forms. For example, 16=8+8 (RN 51) or (in RNs 60-4) 54=(14x2)+(13x2); thus, 54 is the sum of each, the
Fibonacci and Lucas number, multiplied by two (another Fibonacci number). In the latter example, the number 14 is
also part of the Bach sequence as well as one of the famous gematria-forms of the composer’s name (B=2; A=1;
C=3; H= 8; thus, 2+1+3+8=14=BACH).
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Episode IV

187
(Br/F)™e
RN 60-3 RN 64-78 RN 79
m. 1, beats
1-2
54 131 2
[(14x2)+(13%2) or (L/B/BnxF)+(FxF)] (E) (F)
RN 60 RN 61 RN 62 RN 63 RN 64-70 (to m. 3, beat 2) RN 70 (from m. 3, beat 3)-78
14 13 14 13 55 76
(B/Bn) (F) (B/Bn) (F) (F) (L)
Episode VI
212
(E)
RN 110-23 RN 124-30
143 69
[(13x11) or FxL] [(3x23) or F/LXB]
RN 110-13 RN 114-18 RN 119-23 RN 124-25 RN126-29 RN 130
48 48 47 12 26 31
(©) (©) (L) (E) (E)
RN 126-28 RN 129
18 8
(8] (@]
Further subdivisions of number 48 (RN 110-13)
RN 110, mm. 1-3 RN 110, mm. 4-5 RN 111, mm. 1-3 RN 111, mm. 4-5 RN 112, mm. 1-3 RN 112, mm. 4-5 RN 113
5 5 5 5 7 7 14
(F/B) (F/B) (F/B) (F/B) (L) (L) (L)
Further subdivisions of number 48 (RN 114-18)
RN 114 RN 115 RN 116-18
12 12 24
(E) (E) [12x2 =EXF or 48+2=S+F]
m. 1-2 m. 2 (beat3)- | m. 4 (beats2- m. 1 mm. 2-3 m. 3 (beat 3)— RN 116, mm. RN 116, m. 2 RN 116, m. 3 RN 117, m.1 RN 117, m. 2
(beats 1-2) m. 4 (beat 1) 3) (beats 1-2) m. 4 1-2 (beat 1) (beats 2-3)— (beat 2)— (beats 2-3)- (beat 3)-
m. 3 (beat 1) RN 117, m. 1 m. 2 (beats 1-2) RN 118
(beat 1)
5 5 2 3 5 4 4 3 6 4 7
(F/B) (F/B) (FIE) (F/L) (F/B) (L/B) (L/B) (F/L) (LB) (L/E)
Further subdivisions of number 47 (RN 119-23)
RN 119-22 RN 123
34 13
(F) (F)
RN 119-RN 120, mm. 1-3 RN 120, m. 4 — RN 122
21 13
(F) (F)
RN 119 RN 120, mm. 1-3
16 5
(F)
[9 J in RN 120 are rounded down as per the composer’s note in
the drafts; i.e., 9+23x15=5.87=5]
mm. 1-2 mm. 3-8
4 12
(O] ]

446 The number 187 is part of Gubaidulina-constructed series based on the integers associated with J.S. Bach’s name
and his various signatures. The composer’s own explication of this phenomenon can be found in Lukomsky (1998):
17-18.
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» Further Commentary on the Internal Subdivisions in Episodes I-1V and VI

All bipartite subdivisions in Episodes I-IV and VI are based on the composer’s own indications,
detectable in the concerto’s drafts. Gubaidulina-notated ‘large dividers’ take several different
forms. For instance, she labels two segments with the capital letters A) and B) in the Second
Episode; alternatively, the two subsections are placed on separate folios marked with numbers 1)
and 2), (also labeled as B) in coloured pencils, as seen in Episode I. In the Fourth Episode, the
sections are identified with programmatic subtitles: the “Sprouting Tree” (RN 60-63) and the
“Blizzard” (RN 64-78). The combination of letters, numbers, and literary descriptions can be
seen in the sketches for the second largest episode of the work, Episode III (e.g., “Dialogue” and
the “Solo of the Orchestral Ensemble” — up to RN 50 and “Wind” (from RN 51)). The second
part of Episode VI is marked “Coda” in the folio containing the pitch-related drafts of the

chromatic clusters in the strings.

The second-layer subdivisions are also meticulously specified in the drafts using the
lowercase letters, programmatic comments, rows and tables of calculations, and even numbering
of the bars as it happens in the 131-microbeat-long section subtitled the “Blizzard.” The
dichotomizing of this segment clearly shows that the number from the Evangelist’s series (131)
has been divided into two other meaningful for the composer numbers: the first one (55) comes
from the Fibonacci sequence, and the second one (76) is from the Lucas sequence.**” This
numerical delimitation coincides with the soloist’s transition from the bass koto to the zheng.
The markings in Gubaidulina’s drafts for this section also indicate the presence of three other

tightly structured numerical layers, implemented at the level of strings, woodwinds, and the

447 Curiously, both of these numbers are the ninth members of their respective sequences, thereby potentially hinting
at the number nine coming from the Bach’s series.
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brass. Within these timbral blocks, the durations of resting and sounding segments in the 131-
microbeat-long section of the Fourth Episode are represented by the ‘meaningful/beautiful’
numbers, used in various combinations. Thus, in the string portion, the strict alternation of
numbers 7 and 5, used in the 55-beat-long section, is avoided as the new solo instrument (zheng)
appears at the end of RN 71. The change is initially marked by a number from the Evangelist’s
series (12), covertly separating the two larger segments of 55 and 76 microbeats. Then, the
interplay between the Lucas and Fibonacci numbers continues until the very end (RN 77-78),
where the final disappearance of the undulating passage in the strings is marked by a Bach
number, 9. The complete schemata of the durations of sounding and resting segments in the parts

of strings in this episode is presented below.

FIGURE 32: Koto Concerto: subdivision of number 131 (RN 64-78) based on the duration of
sounding and resting segments in the orchestral strings

RN, mm., beat no. Sounding Segment | Resting Segment
RN 64-5 (m. 1, beat 1) 7
L
RN 65 (from m. 1, beat 2 to m. 3, beat 2) 7
L
RN 65 (from m. 3, beat 3) to RN 66 (m. 1, beat 1) 5
(F)
RN 66 (from m. 1, beat 2 to m. 3, beat 2) 7
L)
RN 66 (from m. 3, beat 3) to RN 67 (m. 2, beat 1) 5
(F)
RN 67 (from m. 2, beat 2) to RN 68 (m. 2) 7
L
RN 68 (from m. 3) to RN 69 (m. 1, beat 2) 5
(F)
RN 69 (from m. 1, beat 3) to RN 70 (m. 1, beat 1) 5
(@]
RN 70 (from m. 1, beat 2 to m. 2) 5
(F)
RN 70 (from m. 3) to RN 71 (m. 1, beat 1) 7
L
RN 71 (from m. 1, beat 2 to m. 2) 5
(@]
RN 72 12
()
RN 73to RN 74 (m. 1, beat 1) 7
L)
RN 74 (from m. 1, beat 2) to RN 75 (m. 1, beat 2) 7
L
RN 75 (from m. 1, beat 3) 7
(O]
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RN 76 (from m. 1 to m. 2, beat 2) 5
(F)
RN 76 (from m. 2, beat 3) to RN 77 (m. 1, beat 1) 5
(F)
RN 77 (m. 1, beats 2-3) 2
(F)
RN 77 (from m. 2 to m. 3, beats 1-2) 5
(@]
RN 77 (from m. 3, beat 3 to m. 4, beats 1-2) 3
(F)
RN 77 (from m. 4, beat 3) to RN 78 (m. 1, beat 1) 2
(F)
RN 78 (m. 1, beats 2-3) 2
(F)
RN 78 (mm. 2-4) 9
(B)

In the woodwind layer of the score, the proportional structuring of sounding versus
resting segments is applied to the seemingly intermittent solo passages of the first flute, clarinet,
bass clarinet, and the bassoon. The chromatic frullato scales played by the four soloists form two
distinct groups: the first one tends to feature the short descending solos of the two upper-range
instruments in the 55”-long section. In the subsequent 76”-long episode, the durations of
predominantly descending passages in bass clarinet and bassoon become longer, curiously
ending with number 9, as in the concluding ‘resting’ segment of the previously described part of

the strings. Refer to the diagram below.

FIGURE 33: Koto Concerto: subdivision of number 131 (RN 64-78) based on the duration of
sounding and resting segments in the woodwinds

55
(RN 64-70)

;DL Dl DL D DL DL D D DL D D D D AD
@ v o w v ®o v w o ® ¥ o & o

76
(RN 70-77)

cl. Fag., B. C.
A SR IR A S R
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Bachian number 9 also marks the duration of the final segment of extended ostinato in two
muted trumpets in RN 72. All five appearances of this timbral colour demonstrate the deliberate
avoidance of temporal regularity in their sounding and resting cycles. Specifically, the two-
quarter-long sounding segment in RN 67 is followed by eight quarters of rest; the three-quarter-

long sounding time in RN 68 is succeeded by seven quarters of rest; the remaining three pairs in

RN 70, 71 and 72 unfold in a similar fashion, producing the new irregular patterns of 4 J to 8 ¢, 5

Jto3 ¢ and 9 Jto 5 &, respectively. As the timbre of the trombones ‘replaces’ that of the trumpets
in RN 72, the new group of three continues the Fibonacci-Lucas number game. It provides new

cycles of 5 ¢ versus 5 J (RN 72-74), 3 ¢ versus 5 J (RN 74-75), 8 ¢ versus 5 4 (RN 75-76), and

finally, 10 ¢ versus 14 J (RN 77-78), thus concluding an entire 131-microbeat-long episode with

the fifth number from Bach’s series. Remarkably, the two concluding numbers representing
different orchestral groups in this episode are the consecutive integers in the Fibonacci-based

Bach series; i.e., they roughly approximate the Golden Section (14+9=1.5555... or 1.6).

All of the remaining arithmetic subdivisions are concurrent with the fluid changes in the
orchestral palette. In other words, any new timbral combination — whether a single or a group
solo within a timbrally homogeneous fragment — unfolds synchronously with Gubaidulinian
cryptic counterpoint of the “beautiful numbers.” Figure 34 outlines the correlation between the
timbral and the numerical changes in the remaining episodes of Sofia Gubaidulina’s concerto /n

the Shadow of the Tree for koto, bass koto, zheng and orchestra.
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FIGURE 34: Correlation between the timbral and the numerical segment changes in
Episodes I-1V and V1 of Sofia Gubaidulina concerto In the Shadow of the Tree

Episode |
34 97 21 60
Koto Koto, V-lg, V-c Legni, Perc., Koto, V-ni, V-le, V-
solo V-ni, V-c |
7 10 9 11 9 12 12 13 14 12 9 37 23
Koto Koto | V-¢ | Koto | V-c Koto | V-c Koto Koto, FL., Fl., Koto, V-ni I-Il, V-ni I-11,
V-cl solo 1, solo | I, solo | I, solo | V-lel- Cl., Ob., V-le I-Il,
V-le V-le V-le Vel | perc,, cl,, V-c -1l
1] 1 1 V-ni Perc.,
1-11 V-ni |-
Il, V-c
|
Before
RN 1 RN 1 RN2 | RN2 | RN3 | RN3 RN4 | RN4 RN
mm. m. 4 mm. m. 4 mm. m.5 RN 5 6-8 RN 9 RN 10 RN11 RN 12
1-3 1-3 14
32 5
Koto V-ni I-11
solo
Episode Il
133 79
Zheng, Archi I-11 Legni, Perc., Zheng, Archi |-l
RN 13-15 RN 16-20 RN 21 RN 22 RN 23-26 RN 27-28 RN 29-34
34 60 23 16 31 14 34
Zheng, V-ni |, Zheng, Zheng V-ni I-11, Fl., Cl., Perc., Zheng, | FI,CI, Fl., Cl., B. Cl., Fag., Perc.,
V-le I, V-c Il V-ni I-1, solo V-le ll, V-ni I-11, Perc., V-ni I-1,
V-le I-11, V-c I-1l V-le I, Zheng, V-le I,
V-c -1l V-c I-1l V-ni V-c I-ll
(Archi divisi) 1-11,
V-le
1- 11,
V-c
1-11
(Archi div.
differ from
that in RN 23-
26)
RN RN RN RN RN RN RN mm. mm. RN RN RN 25— RN 29— RN 30 RN 34
13 14 14 15 15 16— 18 1-4 4 23 24 26 30 (from m. (from m. 4, beat
mm. m. 4 mm. m. 4 18 (from (beats (from (tom. 3, 3_':2231 2 [723:
e = wo | 1) | %Y beal) | e | 7evesa
s | 1= Y
21 RN s | SO0
20 23]
5 9 4 9 7 31 29 9 7 6 11 14 7 23 4
Zheng Zheng Zheng Zheng, Zheng Zheng, Zheng, Zheng, V-ni |- Fl., Fl, FI, Perc., Fl,CL, B. Fag. solo, V-nil,
solo Venil, solo Venil, solo V-no | V-nil, V-ni I 11, V-le Perc., Perc., Zheng, Cl., Perc., B.Cl, V-lel
Vel vl solo V-no 11, V-le I, Zheng, | Zheng, V-ni -l V-ni Il V-le Perc.,
I " V-ni | 1] 111, Ve, |- V-le I- Venil, V-le I-11, I, [VANRRTR
V-le I-11 solo, V-, I- ] 1, V-le V-c I-1l V-c I-ll V-le I-l,
V-c I-Il V-le I- 1] V-cl- -1, Ve Il
I, n V-cl-
V-cl 1
1]
Episode 111
152 135
B. Koto, Legni, Perc., Archi Koto, Legni, Ottoni, Perc., Archi
B. Koto (in RN 59)
RN RN RN RN 46-50 RN 51-59
35-36 37-40 41-45
23 34 43 52
C-b. B. B. Koto, Fl., Ob,, Cl., B.Cl.,
-1 Koto, Timp., B. Fag. -soli;
Cl., Archi |,
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C-b. I- V-cl V-cll,C-b. 1l
1l
RN 35-45 RN RN 49-50 RN 51 RN 52 RN 53 RN RN 55 RN 56-58 RN 59
46-48 54
23 29 16 12 14 12 37 31 13
Fl., Fl., Ob., Fl., Ob., Koto, Koto, Koto B. Fl. B. Fl., Cl. solo, B. Koto
Ob., Cl.,B.Cl, | CI,B.ClL, | V-noll V-ni ll, solo solo Fag. a2, solo
Cl., - soli; Fag., Tr- solo, V-le Il - 3 Tr-ni,
B. Fag.a 2, be, Perc., V-le I, div.; V-ni -1,
Cl., V-no | V-ni I-I1, V-cll V-cll V-le I (solo e
Fag. - solo; V-le I-I, solo solo altri)
soli; V-ni | V-c I-11, V-le Il (tutti div.),
V-ni altri, C-b -1l V-c I-11,
I, V-le |, C-b Il
V-le V-c I-1l,
1, C-b I-1l
V-cl-
11,
C-b I-
1
Further subdivisions of numbers 43 (RN 41-45); 29 (RN 49-50); 16 (RN 51) and 31 (RN 56-58)
43 29 16 31
RN 41 RN 42 RN 43 RN RN 45 RN 49 RN 50 RN 51 RN 51 RN 56 RN 57 RN 57 RN 58
44 mm. 1-3 mm. 4-6 mm. 1-3 (m. 4)- mm. 2-6
RN 58,
9= (m.1) -
ST | ey | B i avisz
7 12 7 8 9 11 18 16 8 7 7 5 12
Timp., B. Cl,, B. B. Cl. B. FI., Ob., Fl., Ob., FI., Ob., 2 Tr- B. Fl. B. Fl. Cl.solo | Archi -1l
C-bl, Timp., Koto Solo, Koto, Cl. - soli; 2Cl; Cl, B. be, solo, solo, V-cl
B. Koto V-cl solo V-cl B.Cl., Fag. a2, B. Cl. Cl., Fag., 2Cl; Fag. a2, 3 Tr-ni,
solo V-cl V-no | solo; Tr-be, Fl., V-le | V-le |
solo; Fag., Perc., Ob., B. (soloe (solo e
V-ni | V-ni | V-ni |-, Cl., altri); altri);
altri, V-le | V-le I-11, Fag., V-le ll V-le ll
V-le |, V-c | V-c |-, Perc., and and
V-c I-Il, C-bl C-b I-1l Archi V-cll V-cll
C-bl-ll -1 (tutti (tutti
div.) div.)
Episode 1V
RN 60-63 RN 64-78 RN 79
m. 1, beats 1-
2
54 131 2
B. Koto, Cl. solo, Archi B. Koto, Zheng, Legni, Ottoni, Perc., Archi \(/:-T)il'l'
RN 60 RN 61 RN 62 RN 63 RN 64-70 (to m. 3, beat 2) RN 70 (from m. 3, beat 3)-78
14 13 14 13 55 76
Cl. solo, B. Koto Cl. solo, B. Koto B. Koto Zheng
V-ni I-11, solo V-ni I-ll, solo Legni, Ottoni, Perc., Archi Legni, Ottoni, Perc., Archi
V-le I-11, V-le I-I1,
V-c I-11, V-c -1,
C-b -1l C-bI-1l
Episode VI
RN 110-123 RN 124-130
143 69
B. Koto, Legni, Ottoni, Perc., Archi Archi I-11 div., Ob., Koto
RN 110-113 RN 114-118 RN 119-123 RN 124- RN126-129 RN
125 130
48 48 47 12 26 31
B. Cl., Fag., Mar., B. Koto, Mar., B. Koto Fl., Ob., Cl., Archi I-11 Ob., Koto
V-le I-1l, V-c I, C-b I-1l Tr-ne Tr-be, Tr-ni, Perc., divisi Archi I-11 solo
V-ni |-, Koto,
V-le I-1, V-ni I-11,
V-c |-, V-le I-I1,
C-bl V-c I-11,
C-hl
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RN RN 129
126-
128
18 8
Archi Ob.
I-11 solo,
Archi
I-11
Further subdivisions of number 48 (RN 110-13)
RN 110, mm. 1-3 RN 110, mm. 4-5 RN 111, mm. 1-3 RN 111, mm. 4-5 RN 112, mm. 1-3 RN 112, mm. 4-5 RN 113
5 5 5 5 7 7 14
B. Koto plectrum, B. Koto con le dita, B. Koto plectrum, B. Koto plectrum/con B. Koto plectrum, B. Koto plectrum/con B. Koto plectrum/con le
Fag. solo, Mar. senza Fag. solo, Mar. senza Fag. solo, Mar. senza le dita, Fag. solo, Mar. senza le dita, dita,
arco, arco, arco, Fag. solo, V-c | arco, Fag. solo, B. Cl., Mar.,
C-bI-1l C-b I-11 C-bI-1l (2 soli), V-c | (2 soli), V-la 1 sola, V-le I, V-c I, C-b I divisi,
C-b Il C-b Il V-c | (2 soli), V-c I, C-b Il tutti
C-bI-1l
Further subdivisions of number 48 (RN 114-18)
RN 114 RN 115 RN 116-18
12 12 24
Mar, B. Koto plectrum, B. Koto plectrum/flageolet glissandi, Fl., Ob., Cl., Mar., B. Koto
Archi | divisi, Tr-ne, Archi I; V-ni ll, V-le Il, V-c Il
V-ni Il tutti Archi | divisi/soli,
V-ni Il, V-le 11, V-c Il tutti/divisi
m. 1-2 m. 2 (beat 3)- m. 4 (beats 2— m.1 mm. 2-3 m. 3 (beat 3)— RN 116, mm. 1- RN 116, m. 2 RN 116, m. 3 RN 117, m.1 RN 117, m. 2
(beats 1-2) m. 4 (beat 1) 3 (beats 1-2) m. 4 2 (beat 1) (beats 2-3)— (beat 2)- (beats 2-3)— (beat 3)-
m. 3 (beat 1) RN 117, m. 1 m. 2 (beats 1— RN 118
(beat 1) 2)
5 5 2 3 5 4 4 3 6 4 7
B. Koto B. Koto, B. Koto, B. Koto Tr-no | solo, B. Koto B. Koto B. Koto Mar., Mar., Fl. 1 solo,
solo, Mar. V-ni I, V-le plektrum/ B. Koto plectrum, plektrum/ plektrum/ B. Koto B. Koto FI 2 frul.,
2 V-le I sole, V-ni |, V-le I,V-cl- flageolet flageolet V-no I solo, flageolet flageolet plektrum/ plektrum/ Ob. solo,
2 V-c | soli, I, V-cl- divisi; glissando, glissando, V-la | sola, glissando, glissando flageolet flageolet Cl. 1 solo,
C-hl divisi; V-ni | tutti V-ni |, V-le | V-no | solo, V-cl, 2 V-ni | soli, solo glissando glissando; ClL I frul.,
divisi, V-lal sola, C-bldiv.a2 2 V-le I sole, V-ni I, V-le B. Koto,
5V-c | soli, V-cl, 2 V-c | soli, 1 -divisi; V-nil, V-le |
Cbl, V-nill, V-le C-bldiv.a3 5V-c | soli -divisi;
V-ni ll, V-le I, v-cll- 5V-c | soli
1, V-cll divisi V-ni Il div.,
V-le I,
V-c Il —unis.
Further subdivisions of number 47 (RN 119-23)
RN 119-122 RN 123
34 13
2 Fl., Ob., 2 Cl., 2 Tr-be, 3 Tr-ni, Perc, Koto, Archi I, Archi | divisi
V-ni ll, V-le 11, V-c 1l
RN 119-RN 120, mm. 1-3 RN 120, m. 4-RN 122
21 13
Fl. 1 solo, FI 2 frul., Ob., Cl. 1 solo, CI Il frul., Fl. 1 solo, FI 2 frul., Ob.,
2 Tr-be, 3 Tr-ni, Cl. 1 solo, CI Il frul.,
Koto plektrum/ flageolet glissando, Tr-ba 1 sola,
Archi | divisi, Perc., Koto plektrum/
V-ni ll, V-le 11, V-c I -tutti flageolet glissando,
Archi | divisi,
V-nill, V-le 11, V-c 11 -
tutti
RN 119 RN 120, mm. 1-3
16 5
Fl. 1 solo, FI 2 frul., Ob., CI. 1 solo, Fl. 1 solo, FI 2 frul., Ob., CI. 1 solo, CI Il frul.,
ClHI frul,, Koto plektrum/ flageolet glissando,
2 Tr-be a2, 3 Tr-nia3, Archi | divisi,
Koto plectrum, V-ni ll, V-le 11, V-c Il -tutti
V-ni I-11, V-le I-11, V-c I-11
mm. 1-2 mm. 3-8
4 12

Fl. 1 solo, FI 2 Fl. 1 solo, FI 2
frul., Ob., Cl. 1 frul., Ob., Cl. 1

solo, CI 11 frul., solo, CI 11 frul.,
2Tr-bea2, 3 2Tr-bea2 3
Tr-ni a3, Tr-ni a3,
V-ni ll, V-le 11, Koto plectrum,
V-cll Archi -1l (no c-b)
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The Game Numbers, Part Two: “The Other Musical Elements”**

“Yes, it is a game!” — reasserts Sofia Gubaidulina in her 1999 interview with Lukomsky, when
questioned about whether she uses the Fibonacci series in her work as a type of game.**® This
game, she continues, is played exclusively with respect to the calculation of the form’s
proportionality while the “other musical elements — melody, harmony, [and] rhythm” — retain
their “absolute freedom.”**® When dealing with the subject of the “other musical elements” from
an analytical point of view, the question remains, however, whether this ‘absolute freedom’ is

indeed absolute.

Within the massive body of the work’s compositional sketches, the number of remarks,
notes, calculations and diagrams referring to the “other elements” is very few. Oftentimes, these
jottings are rather cryptic and are applicable to the notation that is slightly or substantially
different from that in the published version of the score. This seems to corroborate Gubaidulina’s
statement, emphasizing the secondary nature of their deliberate configurations and, thus, the
unmediated reliance on the inner ear — or, in the composer’s terms, her “gift of spontaneous
hearing” or musical intuition.*** And yet, many of the score’s numerical coincidences (perhaps
based on the discarded or undisclosed calculations?) — regarding the ordonnance of the duration
of certain phrases and timbral blocks, the types of divisi in the string groups, and the pitch

content of the recurrent motives, cluster-type sonorities and the multi-voiced passages — appear

448 _Lukomsky, “Hearing the Subconscious.” 30.
449 |bid.
450 |bid.

1 1bid.
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to indicate an exaggerated value of Gubaidulinian “absolute freedom” in relation to the musical

elements other than those creating the temporal proportion of the large-scale form.

The sizable number of suchlike numerical examples includes those easily discernible by
ear, as well as through surface-level score analysis and informed theoretical observations. For
instance, the work begins and ends on a single note in the koto solo, thus presenting the number
one (1) — the opening integer in the Fibonacci series, and two of the Fibonacci-derived series

used in the concerto: the Bach and the Lucas. This pitch (Bb4) is produced on the ninth string of

the Koto (or the fifth from the top). Both of these numbers (9 and 5) are consecutive members of
the Bach sequence; therefore, their proportional relationship roughly approximates the Golden
Section (9+5=1.8). The presence of the second integer (5) in two other numerical rows, the
Fibonacci and the Evangelist, unifies all four numerical rows used in the entire work. Strikingly,
reading the opening sound in French nomenclature,**? as Si bémol, also points to a possible
connection with the letter ‘S’, which begins both the first name of the composer and the last

name of the soloist.

Next, the initial entrances of the three solo instruments follow the consistent pattern,
featuring an incremental addition of new pitches corresponding to the opening three numbers of
the Fibonacci series (1, 2, and 3), and ultimately creating a memorable three-note motto that

remains recognizable throughout the piece. Refer to Example 30, below.

452 The French nomenclature has long been adopted by all Russian music education establishments and thus is
natural for the composer’s musical thinking.
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EXAMPLE 30: In the Shadow of the Tree: incremental addition of pitches in the initial appearances of the three soloists and the three-
note motto of the work

Koto Zheng Bass Koto
before RN 1 RN (13) 14 RN 37
_ “ M o
P ————— =k —
e e Pt o L R
R —
RN 2 RN15 RN 39
2 = = 15 ,‘_" t—- oY T—:i
I = = = = S L I i |
2 = “:,. T —— ~‘_;‘.
/£
RN 3 RN 16 RN 40
3 = = e -
: 3 6 Z = T
espr = T ey * —
| paabpa—f—"— ST
— = P _:',iij_-
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Another musical element easily perceptible by ear pertains to the number of parts in the
strings, echoing the initial ‘calls’ of the three soloists. At the beginning of the work, the strings
answering the koto follow the same pattern of incrementally adding pitches from one to three.
Starting from the second two-note segment (RN 2), each of the sounds first appearing in the
regularly tuned cellos gradually merges with its quarter-tone-lower counterpart in the second
violas — as if representing an inherent and inextricable unity of shadow and light. Gubaidulina’s
extraordinary inventiveness allows her to create a variety of new combinations while playing
with a simple additive pattern that accompanies the initial entrances of the other two soloists, the
zheng and the bass koto. More concretely, the first two segments in the zheng (RNs 13-14 and
15) are followed by same-pitch patterns performed by the similarly tuned second cellos, while
the first (regularly tuned) strings seem to illuminate these pitches ‘from within’ using an
interesting timbral combination of flageolets in the first cellos and tremolo sul ponticello in the
first violins. In RN 16, the strings’ response to the three-note motto in the part of the zheng
transforms once again, as the tremolo sul ponticello timbre is repeated only in the solo violin
(strings 1) while the first cellos and the newly added first violas spin out in a contrapuntal
sonoristic texture reminiscent of that in Witold Lutostawski’s Livre pour orchestre (1968). Refer

to Example 31.
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EXAMPLE 31: Two comparison excerpts: sonoristic counterpoint in Sofia Gubaidulina’s In the Shadow of the Tree (1998) and
Witold Lutostawski’s Livre pour orchestre (1968)

Sofia Gubaidulina, In the Shadow of the Tree, RN 16 Witold Lutostawski, Livre pour orchestra, Premiére Chapitre

1" CHAPITRE WITOLD LUTOSEAWSKI
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With the entrance of the bass koto (RN 37), the accompanying pitch pattern in the strings
changes once again. This time, it is based on seven pitches (Lucas number) borrowed from the
tunning pattern of the zheng (strings 2 to 8), and continuously restated by the double basses
divisi of both string groups. The compositional procedure utilized to structure the strings portion
of this section (RN 35-40) is reminiscent of the Baroque technique of pervading imitation. In the
composer’s inherently understated yet inimitable fashion, the idea of the contrapuntal ‘point of
imitation’ is recast into a model based on the tuning pattern of one of the solo instruments; that
is, the sounds of the lower or upper strings of the zheng become the points imitation from which

successive pitches unfold in either ascending or descending order.

EXAMPLE 32: In the Shadow of the Tree Contrapuntal points of imitations in five double basses
based on the tuning scale pattern of the zheng (strings 2 to 8), RN 37
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Peculiarly enough, throughout this episode (RN 35-40), the number of simultaneously sounding
parts in the strings fluctuates between six to two; the latter number accompanies the three-note
motto in the bass koto. The unfolding of this process appears to create an overall linear
proportion in relation to time. Simplifying the 6:2 ratio by reducing both numbers to their lowest
terms results in a 3:1 ratio, which can be interpreted as a reversal or, in contrapuntal terms, a

retrograde of the original idea of the pitch-related incremental increase.

A wealth of other kinds of numerical games, whether witfully invented or created ‘by
ear,” occupy many pages of Gubaidulina’s 1998 concerto for Japanese koto, bass koto, Chinese
zheng, and orchestra. In the drafts to RN 12, for instance, the composer leaves an interesting
comment: “Good resolutions; light and shadow are represented here by identical timbres (that is,
without s. p. [sul ponticello]); in Russian: Xopoiue pa3pelieHus; 31eCh U CBET U TEHb —
OJIMHAKOBEIE TeMOPEHI (T.€. 6e3 s. p.).” The comment refers to the 12 (Evangelist number) evenly
alternating sonorities cast in 2 groups (Fibonacci/Evangelist number) of the first and second
violas and cellos. Each of these groups is divisi a 6, thus producing 12 pitches in total. The first

11 (Lucas number) of these ‘chords’ form a gradually tapering cluster, leading to a single pitch

of Bb4 in the second strings. Further, the outer boundaries of this cluster/chord, becoming

progressively smaller toward the final pitch of Bb, are made of six chromatically descending

upper parts set against six chromatically ascending pitches in the lowest parts, as follows:

V-le land V-c | V-le Il and V-c Il
1 2 3 4 5 6 1 2 3 4 5 6
D# D#
DY Dh
c# c#
ch ch
B B
Bb Bb
A Bb
G# A
G Gt
F# G
F F#
E F
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This final sound, played in unison by the second strings, lasts for exactly nine (Bach number)
absolute beats before the arrival of the same pitch in the zheng (RN 13), marking the beginning
of the second episode of the concerto. Furthermore, the overall duration of the chordal episode in

RN 12 is twenty-three absolute beats, which is, once again, the Bach number.

Further, the durations of the sounding and resting portions in some of the single
orchestral parts result in Gubaidulina’s “meaningful” numbers. For instance, examining the
koto’s part in the first episode of the concerto reveals that the total number of the absolute
sounding microbeats is 131 (Lucas number, RN 0-5), while its resting counterpart (RN 6-9) lasts
for precisely 21 microbeats (Fibonacci number). In the remaining portion of this episode, the
sounding segment of the koto is 32 (which might be an ‘inversion’ of the Bach number 23),
while the resting fragment of 28 beats is comprised of 5 (Fibonacci number) and 23 (Bach
number) in the orchestral strings. A similar idea of sound versus silence duration can be traced in
the part of the zheng in the second episode. Here, the soloist’s continuous sounding (RN 13-22)
is marked by number 123 (Lucas)*® while within the remainder of this section lasting for 89
microbeats (Fibonacci number), there are 4 (Lucas/Bach number) short entries of the zheng

marked by numbers 3, 4, 5, and 5 numbers, respectively.

Other orchestral parts and homogeneous timbral groups frequently follow similar
numerical patterns, which can be noted not only with respect to their two-fold configuration —
sound versus silence — but also in terms of their overall playing duration within the work or an

episode thereof. Among the salient cases in point are the following:

453 The total number of absolute beats is comprised of 5+13+16+11+16+11+12+10+23=117(RNs 13-21) and 9
notated quarters at J =96 in RN 22 which is 9+8x5=5.625=6; i.e., 117+6=123. Refer to Figure 29.
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An entire part of the wind-gong (RN 51) consists of 4 measures (Lucas/Bach) notated in
a triple meter thus producing 12 (Evangelist) beats at J.=66. Its full duration converts to
11” (Lucas) [12+11x10=10.91=11]. The proportion created by its sounding and resting
components is 1:2 (first two numbers in the Fibonacci sequence); the original segment [2

J.versus 4 ¢] is repeated twice.

The full duration of the cembalo part (RN 64-78) is 131” (Evangelist).

The full duration of the triangle part (RNs 64-8; before the switch to the campane) is 37”
(Bach).

All of the unaccompanied solos are associated with “beautiful” numbers; e.g., koto
(before RN 1) — 34” (Fibonacci); zheng (RN 23) — 23” (Bach); bass flute (RN 55) — 37~

(Bach); bass koto (RN 59, 61, 63) — 13” each (Fibonacci); koto (RNs 88-90) — 55”
(Fibonacci); koto (RN 130) — 31” (Evangelist).

The duration of the frullato episode in three trombones (RN 77 [from m. 4, beat 2] to RN
78), gliding between two pitches (E and Bb) is 14 (Bach); the duration of the same-
pitched concurrent tremolo figure in the timpani (RN 77 [from m. 1, beat 2] to RN 78) is
23” (Bach).

The duration of the ‘celestial/twinkling’ sound in the upper register of woodwinds (FI.
picc., Fl., Cl., Ob.) and percussion (Mar., C-lli, Cel.) in RNs 6-8 is 28J. at J.=88, or 19”
(Evangelist) when converted to an absolute beat [28+22%15=19.09=19].

The timbral block similar to the above (F., CI., Mar., Vibr.) appears intermittently in the

second episode of the concerto (RNs 23-30). Its total sounding duration is 29” (Lucas),
while the resting segment occupies 23” (Bach). These values are calculated as follows:

RN, mm. Sound RN, mm. Silence
23 23
mm. 1-3 6 J+28x15=3.2142857" m. 4 37
24 24
mm. 1-3 7 J+28%15=3.75” mm. 4-5 6 J+28x15=3.2142857"
m. 6 4”
25-6 26
(mm. 1-3) 12 }+8x5=7.5” m. 3 2 J+8x5=1.25"
m. 4 5
27-8 28
(mm. 1-3) 12 J+8x5=7.5” m. 3 2 J+8%5=1.25"
m. 4 5”
29-30 11 J+8x5=6.875"
3.2142857+3.75+7.5+7.5+6.875=28.839 3+3.2142857+4+1.25+5+1.25+5=22.714
=29 =23
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Just as importantly, Gubaidulina’s score presents several fascinating examples of
combining the idea of symbolic numerical durations with the pitch organization based on the
tuning patterns of the three solo instruments. The latter, referring to the fragments of the scales
tracing the order of strings in the koto, bass koto or zheng, permeates a great number of the
orchestral parts. To supplement our previously described example referring to RN 37, refer for
instance to RN 22 (mm. 1-2), where the stretched-out a la Lutostawski cluster in the second
strings is based on the ascending zheng scale (strings 14 to 21); a similarly structured passage in

the first violins (divisi a 6) in RNs 117-18 features a tuning fragment of the bass koto (strings 17

to 12); and the opening of the clarinet solo in RN 90 outlines the order of the first seven strings
of the koto. Fortuitously (or by design?), the absolute durations of these passages are
accompanied by the numbers 4, 7 and 5.%*

A more intricate example of combining the tuning-based pitch organization with the
temporal length of the constituent segments occurs in a recurrent episode in the Strings, where
each part of the divisi lines slides up or down an octave before a sustained trill on a single note.
First appearing at the end of the third episode (RN 58), it is laid out in 8 parts — tutti in both
strings | and 11 — and lasts for 14 seconds, both of which correspond to the Fibonacci and Bach
numbers, respectively. This fragment reappears in RN 60 and, once again, in RN 62, where the
number of orchestral parts doubles as each group is divided into two parts. All three segments
are based on two pitches, E (first strings) and *F (second strings), scattered within a six-octave
range. Following her beloved principle of variation, the composer structures all subsequent

returns of this texture as accompanied not only by the ‘meaningful’ numbers and new divisi

454 The numbers are calculated as follows: RN 22: 6 J at J=96 is 6+8x5 =~4; RN 117: 6 J at J=60 plus 2 J at J=92
(2+23%x15=1.304) equals 6+1=7; RN 90: 5 J at J=60 is 5”.
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patterns but also by a new, non-repeated pitch for each segment starting from the fourth one.

Refer to the figure below.

FIGURE 35: Composition of the single-pitch segments in Gubaidulina’s Koto Concerto

RN Duration in seconds Central pitch Number of parts Instrumentation
110 3 (F/L) B 6 Cb.Idiv.a3
Cb. Il div.a3
111-12 (mm. 1-2) 9(B) B 5 Ve. 1, 1and 2 soli
Cb.Idiv.a3
112 7 (L/E) B 6 V-le 1, 1 sola
(mm. 4-5) Vc. | 1and 2 soli
Ch.ldiv.a3
113 (m. 4)-14 7 (L/E) Bb 7 V-le |, 1land 2 sole
(m. 1) Ve. 1, 1, 2 and 3 soli
Ch.ldiv.a3
115 9(B) A 9 V-ni |, 1and 2 soli
(mm. 3-6) V-le |, 1and 2 sole
Vc. | 1and 2 soli
Cb.Idiv.a3
119 (from m. 6)-20 21 (F) G# 9 V-ni | div.a 2
V-le I div.a?2
V-cldiv.a?2
C-bldiva3
123 13 (F) G 10 V-ni | div.a 3
V-le I div.a?2
V-cldiv.a?2
C-bldiva3s

Ingeniously, the first three of these ‘sprouting through the sound-space’*>® pitches (E, F, and B)

outline the three-note motto of an entire composition. In addition, six pitches partaking in

creation of new versions of the original texture can be arranged in a sequence reproducing that of

the top six strings of the zheng (transposed a minor sixth down):

21
F

20
B

18
A

17

16

455pro memoria: in Gubaidulina’s sketches, the first appearance of this episode is marked with a programmatic

subtitle: “Sprouting Tree.”

263




The peculiar spatial separation of the homogeneously constructed timbral segments, each
of which is based on a single pitch reproduced in different registers, appears to be a nod to one of
the last works of Gubaidulina’s comrade, Luigi Nono; his 1987 piece No hay caminos, hay que
caminar... [There are no paths, but one must walk...] (1987) for seven orchestral groups
revolves around one single note: G.**® Below is an excerpt from Sofia Gubaidulina’s score; much
like Nono’s work completed about eight years earlier, Gubaidulina’s fleeting 13-second episode

is absorbed with a single G sounding in different registers. See Example 33.

4% Gubaidulina-Nono’s mutual respect and admiration received several mentions in the Kholopova and Kurtz’s
volumes, See, for instance, in Kurtz, 188-89, 233-34; Kholopovan (2020), 279-80, 282. In 1991, Gubaidulina wrote
a piece for six percussionists “Can you hear us, Luigi? Look at the dance a simple wooden rattle is performing for
you” to commemorate Nono’s passing on May 8, 1990. The recording of Nono’s No hay caminos, hay que
caminar-...is available online at https://www.youtube.com/watch?v=H0Q7L5w8iWE.
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EXAMPLE 33: In the Shadow of the Tree: an excerpt from the Concerto’s Sixth Episode

based on a single pitch
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Another fascinating example of combining the soloists’ tunings with the durations of the

sounding and silent segments associated with Gubaidulina’s “magic numbers” can be observed
in the Fourth Episode (RNs 64—78), in the section lasting 131 absolute beats. Within this large

episode, subtitled the “Blizzard” in the drafts, the pitch sequences of the eleven (Lucas number)

oscillating tremolo passages in strings | and 11 are based on the tuning patterns of the three

soloists. The composer’s metaphorical sonic blizzard appears to intensify before gradually

dissipating, as seen in the last five (Fibonacci number) cluster-like risings and droppings in the

orchestral strings. In other words, their sounding duration, range, and texture density — along

with the number of partaking divisi lines — progressively decrease, while the silent segments
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grow in size. The sounding and silent durations of these passages, as well as the total numbers of

parts and type of divisi, are summarized in Figure 36.

FIGURE 36: Koto Concerto: Structuring the passages of the orchestral strings in Episode IV:
duration of the sounding and silent fragments; the type of divisi and the total

number of parts

Passage RN, Duration Duration Total numbers of parts and type of divisi
number mm. of sound | of silence
(inJ) (in®)
1 65-6 (m. 1, beat 1) 7 5 12: V-ni ll, V-le Il, V-c Il, C-b Il each div. a 3
66 (from m. 1, beat 2) —67 7 5 15: V-ni I-11; V-le I-11, V-c 1
(m. 2, beat 1) each div.a 3
3 67 (from m. 2, beat 2)-69 7 5 19: V-ni I-11; V-le I-11, V-c |-
(m. 1, beat 2) each div. a 3; C-b I unis.
4 69 (from m. 1, beat 3)-70 5 5 10: V-ni 1, V-le I, V-c | each div. a 3;
(m. 2) C-b I unis.
5 70 (from m. 3)-71 7 5 16: V-ni I-I1; V-le I, V-c I-1I
each div. a 3; C-b Il unis.
6 724 (m. 1, beat 1) 12 7 15: V-ni I-Il. V-le I-11 each div. a 3;
V-c I-11 unis.; C-b Il unis.
7 74 (from m. 1, beat 2)-75 7 7 15: V-ni I-11, V-c I-11, V-le 11
each div. a 3;
8 76-7 (m. 1, beat 1) 5 5 10: V-ni 1, V-le I, V-c | each div. a 3;
C-b I unis.
9 77 (fromm. 1, beat 2 to 2 5 4:V-c Il div. a 3; C-b Il unis.
m. 3, beat 2)
10 77 (from m. 3, beat 3)-78 3 2 8: V-c I-ll each div. a 3;
(m. 1, beat 1) C-b I-1l unis.
11 78 (from m. 1, beat 2) 2 12 4:V-c I div.a3, C-b | unis.

The pitch-related structuring of these eleven passages is subject of constant variation, as

the tuning patterns of the koto, bass koto, and zheng used in the strings appear in many forms.

They can be transposed or non-transposed; they can feature the string order of a single

instrument or a combination thereof, whether within a single line or an entire divisi group of the
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same instruments such as violas Il, violins 1, etc. For example, all divisi lines of the first passage

(RN 65) are based on the non-transposed*’ tuning pattern of the zheng (strings 2-13):

EXAMPLE 34: In the Shadow of the Tree: tuning patten of the zheng utilized in the pitch-
structuring of a strings’ passage in RN 65

;.Is, ————— *—,, ——
A 73979//1, g 2 g 4 Fbshy 32,,/3/;_

= _
Fg e e E S Ede e e

27 — ——y :‘/,, e ————————— — T
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Likewise, the sixth and longest passage in both groups of Strings, comprised of several rises and
falls, is formed by combining the tuning patterns of all three solo instruments. That is to say,
both viola groups (I and I) use the transposed tuning order of the bass koto while the remaining

groups of the strings utilize various combinations of the transposed tuning patterns of the koto,

457 The octave-related transpositions are disregarded in order to simplify the analytic schemata. Likewise, all of the
following transpositions are presented in simple rather than compound ones (where applicable).
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bass koto, and the zheng. Refer to Example 35. This passage also displays the complete array of
structural devices common to all eleven ‘sonic waves’ produced by the orchestral Strings in this

episode of the concerto. They are as follows:

e The tripartite divisi groups usually begin their rapid ascent starting on a single, i.e., the
same pitch.

e The polyphonic melodic contour of any group of the strings (e.g., V-ni I or V-c 1) can be
determined by the tuning order of either a single soloist (e.g., the koto) or a combination
of the two (e.g., the bass koto and zheng). In the latter case, the scalar pattern of the
opening portion of the passage returns as the concluding segment of the descent.

e The polyrhythmic groupings within a single homogeneous group of instruments, rapidly
changing from one tremolo pitch to the next produce a glissando-like effect analogous to
that in the corresponding ‘implied’ soloists.

e The uniform construction of the passages is realized through the consistent shortening of
an ascending scalar segment within each three-part timbral group, resulting in a
consistent pattern of a three-pitch sonority formed by the sounds of the three adjacent
strings of an implicit soloist at the highest point of a melodic ascent (e.g., 6-5-4, the
zheng’s scalar pattern transposed a minor third up, in V-ni Il [RN 70, m. 4]; passage
number five).

e The final pitches of a passage’s descent often form a similar tuning-related ‘triad’ created
by the adjacent strings of one of the solo instruments (e.g., 9-8-7, the koto’s strings, non-
transposed, in V-ni | [RN 71]; passage number five). Otherwise, the descent might end on
the same pitch in all three parts (e.g., 11-11-11, the bass koto, transposed a major second
down, in V-ni | [RN 69]; passage number four).

e Where a combination of two different tunings is utilized by the composer, the sounds of
the lowest range of the zheng (strings two to six) form the upper portion of a passage,
while the upper-range scalar patterns of the other soloists occupy the lower segments of
the corresponding passages.

Figure 37 presents selected examples of the Strings passages’ pitch-structuring which utilizes the

tuning pattens of the koto, bass koto, and the zheng in its numerical version.
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EXAMPLE 35: In the Shadow of the Tree: tuning pattens of the koto, bass koto, and zheng utilized in the pitch-structuring of
strings’ passages in RN 72
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FIGURE 37: In the Shadow of the Tree: selected examples of pitch-structuring of other strings’
passages utilizing the tuning pattens of the koto, bass koto: numerical version

Passage 2, RN 66

Instrumentation Tuning Patterns
B. Koto, -3t Zheng, p. 51 B. Koto, -31
V-ni | 1. 111213 234565432 1312111098765
2. 111213 2345432 131211109876
3. 111213 23432 13121110987
Tuning Patterns
Zheng, +271 Koto, -31
V-le | 1. 12345 3456789101112111098765432
2. 12345 34567891011109876543
3. 12345 345678910987654
Tuning Pattern
V-ni Il, mm. 1-2 B. Koto, non-transposed
1. 10111713141516171615141312111098765
2. 101112131415161514131211109876
3. 1011121314151413121110987
V-le I, mm. 1-2 B. Koto, non-transposed
1. 4567891011121314
2. 45678910111213
3. 456789101112
V-cll,m.2 B. Koto, non-transposed
1. 1413121110987654321
2. 141312111098765432
3. 14131211109876543
Passage 9, RN 77, m. 1
Instrumentation Tuning Patterns
B. Koto, -3| Zheng, -21 B. Koto, -3
V-c Il 1. 111213 234565432 1312
2. 111213 2345432 1312
3. 111213 23432 1312
C-bll 111213 232 1312
Passage 10, RN 77, mm. 3-4
Instrumentation Tuning Patterns
B. Koto, +3] Zheng, non-transposed B. Koto, +3]
V-c | 1. 678 234565432 87
2. 678 2345432 87
3. 678 23432 87
C-bl 678 232
V-c Il 1. 678 234565432 87
2. 678 2345432 87
3. 678 23432 87
C-b Il 678 232 87
Passage 11, RN 78
Instrumentation Tuning Patterns
B. Koto, p. 51 Zheng, +71 B. Koto, p. 51
V-c | 1. 678 234565432 87
2. 678 2345432 87
3. 678 23432 87
C-b. | 678 232 87
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The final, and from an analytical point of view, the most enigmatic example of combining the
tuning-based pitch organization with the temporal length of the constituent segments presents
itself at the close of the concerto. This time, it takes the form of a chain of clusters steadily

alternating between the second and first orchestral strings (RNs 124-29).4%® The size of these

sonorities gradually decreases as they shift down from one to the next. The overall pitch
configuration of this progression resembles the shape of a horizontal cone, tapering towards the
end and terminating in a single sound, Bb4. Strikingly, this creates a very audible mental
connection with the beginning of the work, which opens with the very same pitch in the koto
solo. Furthermore, the combined duration of the large clusters, comprised of multiple divisi parts
(RNs 124-25), is ‘numerically’ separated from the following segment (RNs 126—-28), where each
of the string groups (except for the violins) plays in unison. The latter segment is, in turn,
followed by another of Gubaidulina’s proportional numbers, as the ‘chord progression’ ends with
a single sound of Bb played in unison by the first strings and the oboe solo (RN 129). Figure 38
outlines the type of divisi/participating parts in the corresponding segments, along with their
proportional values in seconds. As the alternating clusters in the second and first Strings appear
to follow an antiphonal pattern —i.e., questions of ‘shadow’ (scordatura second strings) are
followed by answers of ‘light” (standardly tuned first strings) — the total of sixteen sonorities is

presented as eight pairs, with the ‘chords’ in the first strings marked with the letter ‘a’ added to

the corresponding number of the clusters in strings I1.

458 N.B.: it appears that in Gubaidulina’s score a change from the treble clef to alto cleft is missing in the parts of V-
le Il (RN 66, m. 2, prior to beat 3).

271



FIGURE 38: Koto Concerto: type of divisi and the number of pitches in cluster-chords (RNs
124-29) and the proportional values of the analogous segments in seconds

Cluster no. 1-1a 2-2a 3-3a 4-4a 5-5a 6-6a 7-7a 8-8a

Number of | 33 27 21 5 5 5 5 5
[divisi] lines 33 33 27 5 5 5 5 5

Number of | 38 28 21 5 5 5 4 2
pitches 37 33 27 5 5 5 3 1

Proportional " »
Valle 12” (E) 18” (L) 8 (F)

The deciphering of the pitch structuring of these clusters is greatly facilitated by
Gubaidulina’s own schemata, found among the multifarious pages of the work’s drafts preserved
in the Basel archives. The first page of this folio outlines the general plan for the progression of
the cluster-chords; it is reproduced in Plate 5 with the permission of the Paul Sacher Foundation.
The upper right corner of this page reads (in blue): “Coda: Strings I-1I” [konaa: str I-11]. Two

inscriptions at the bottom of the page read:

1) (in pink) Scale of the Bass Koto — 17 sounds (a major third lower and a quarter-tone down:
Shadow (strings Il [in black pencil above]) [3Bykopsia B-Koto — 17 3BykoB (Ha 6. 3 Hike, +1/4
ToHa: TeHb (Str I)]

2) (in blue) Scale of the zheng — 21 sounds (retrograde; a major second lower and a quarter-tone
down: Light (strings I [in black pencil below]) [3Bykopsi Illena — 21 3Byk (kpeGc. Ha 6. 2 HIKE,
+1/4 tona: cert (Str I)]

The body of a page presents eight numbered units of notehead notation in the form of short
motivic cells distributed between the first and second strings. These cells are circled or bracketed
in either pink or blue pencil. The use of the same colours for the bottom-of-the-page comments
suggests that the former designates the tuning order of the bass koto, while the latter designates
that of the zheng. Taking a cue from the composer, the configurations of these ‘light and

shadow’ sonorities in the alternating groups of strings are interpreted as shown in Plate 5.
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PLATE 5: In the Shadow of the Tree: Gubaidulina’s sketch: pitch organization of the Strings’
clusters in RNs 124-29

Kot St

3 Pave. *

Z_(/(/a - 97 3-//1, /?/ﬁefc 79 | hoter ¢22 Dks:
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> ‘Deconstruction’ of the Clusters in RNs 124-29

- The first pentachord on the composer’s diagram consists of sounds corresponding to
those of the top five strings of the bass koto. Transposed a major third down (first pink

circle on the left — V-ni 1l: G#-D-C#-Cl-Bb), this motivic cell descends and, in
Gubaidulina’s terms, is in retrograde.

- Its ‘illuminated’ version in V-ni | (second pink circle to the right) consists of six pitches
(G-D-C#-Cl-B-A#). Two of these are chromatic inflections of the same scalar pattern
from the bass koto’s open strings 17 (|) and 13 (7). Additionally, the whole tone between
strings 14 and 13 is split into two semitones.

- This results in an ascending version of the six-pitch cell, comprised of two three-note
segments (circled in blue below: C#-D-D# and E-F-B). This, in turn, is associated with the
sounds of the consecutive strings (16 to 21) of the zheng, transposed a major second
down.

- The idea of interlocking two- to three-note cells, concomitant with the scalar patterns of
both the bass koto and zheng, permeates the construction of the first three pairs of the
cluster-chords. Motivic cells designated for each sonority (marked as (1) to (8)) are
deconstructed in a similar fashion.

Below, the tuning-related ‘deconstruction’ of the clusters in the second strings and their

‘illuminated’ counterparts in strings I are presented side by side for each of the strings’ groups.

FIGURE 39: Koto Concerto: tuning-related ‘deconstruction’ of the clusters in the strings (RN

124-129)
Cluster 1

e V-ni ll: scalar pattern of 13 (F) strings of the bass koto (5 to 17)**°

1 2 3 4 5 6 7 8 9 10 11 12
G# D C#-E# Ch Bb Gb-Bb | Eb-C | Gb-Eb F F C-E D#
17 16 15-11 14 13 12-8 10-9 7-5 11 6 9-6 5

e V-ni l: scalar patterns of the B. Koto (7 (L) strings) and the Zheng (8 (F) strings)

| Bass Koto (strings 10 to 17, string 12 omitted) | Zheng (strings 21 to 14)

459°\/-ni | partaking in this sonority play a quarter-tone higher, thus producing the same pitches as V-ni II;
e.g., Gi=G# Y4 tone = the sound of the bass koto’s string 17 (transposed a major third down). The number
of semitonal chromatic inflections on an open string is indicated by upward- or downward-facing arrows
where necessary.
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1 2 3 4 5 6 7 8 9 10 | 11 | 12 | 13 | 14 | 15 | 16 | 17 | 18
G|D|cé|co | B |B|F|E|EL|D|C-|F#t|F |Ds-|F | D#| E | Cd
Eb Ehn | B | D
17, | 16 | 15 | 14 | 137 | 13 | 11 |11} | 10 | 17 | 15-| 11 | 20- | 18- | 20- | 18 | 19 | 16
18 19 | 21 | 17
o V-le land II: scalar patterns of the zheng (7 (L) strings: 16-10)
1 2 3 4 5 6
V-le C# A G# Gh F D
16 14 13 13] 11 10
V-le | CH A G# F Fi D
15 14 13 11 12 10
e V-cl/ll and C-b I/Il: continue the descending scalar pattern of the zheng (9 (B) strings: 9-1)
1 2 3 4 5 6
V-cll C# At Ab G Fi Ci
9 81 8 6 5 41
Vv-cl c# A G# Gh F# Ch
9 8 7 6 5 4
C-bll Ch B
4 3 1
C-bl B At Al
3 2 1
Cluster 2
e V-ni ll: scalar pattern of the bass koto (9 (B) strings: 1 to 9)
1 2 3 4 5 6 7 8 9 10 11 12
Bb Gb F Eb C Bb Gb F Eb F-F# Ab G
8 7 6 5 9 8 7 6 5 4-1 3 2
e V-ni I: scalar pattern of the bass koto (9 strings: 1-9) overlapping with that of the zheng in V-ni 16-18 —
strings 7, 6 and 5
1 2 3 4 5 6 7 8 9 10 | 11 | 12 | 13 14 15 | 16 | 17 18
A | F4|Fi | E | Di|Dh| C | A | F#t|Fi | E | DE|A | G| Ft |[A]| C | Ft
8l | 7 6 6] 5 51 9 8l 7 6 6] 5 3 2 1 3 2 1
= =4
e V-le land II: scalar patterns of the zheng (7 (L) strings: 21-15)
1 2 3 4 5 6
V-le Il C F E E D# C#
15 20 19 19 18 16
V-le | B F E D# D¥ Ct
21 20 19 18 17 16

e V-cl/ll and C-b I/I1: scalar pattern of the zheng (7 (L) strings in V-c: 16-10 and 4 (L) strings in C-b:10-7)

1

2

3

4

5 |

6
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V-cll Ct A G# Gh Fi D
16 14 13 1117 11 10
V-cl Ch A G Fi Fh D
15 14 1117 11 12 10
C-b I D A G#
10 8 7
C-bl Ct A G#
9 8 7
Cluster 3

e V-ni ll: scalar pattern of the bass koto (9 (B) strings: 1-9) overlapping with that of the zheng in V-ni 12-10
— 3 (F/L) strings 15, 12, and 19

1 2 3 4 5 6 7 8 9 10 11 12
C Bb Gb F Eb Al Ab G F# c F E
9 8 7 6 5 4 3 2 1 9 6 51

e V-ni I: scalar pattern of the bass koto (8 (F) strings) and zheng (3 (F/L) strings); the last three notes of the
first (bass koto) segment (parts 11-13) repeating the preceding three-pitch cell 9 in parts 8-10) also overlap

with the zheng-associated pattern: 7, 6, and 5 (3 (F/L) strings)

Bass Koto (8 string

s: 8 to 1, string 4 omitted)

Zheng (3 strings: 21 to 19)

1 [ 23456 | 7 8] 9 10]11]12]13]14]1516] 17 | 18
By | Bb| A | F¢ | Fi | E |Eb|A| G | Ft|A| G | F# | B F E| B F
o, |8 |8 | 7166/ |5 3] 21321212 ]19]21]20

o V-lel/Il, V-c I/l and C-b I/1I: scalar pattern of the zheng (total of 13 (F) strings: 4 in V-le and 9 (B) in
V-c/C-b I and Il groups

V-le Il V-le |
F E D E Eb D
20 19 17 19 18 17
V-cll V-cl
D ct A Db Ch A
10 9 8 16 15 14
C-bll C-bl
D Ct A G Gb F
10 9 8 6 5 12
Cluster 4
e scalar pattern of 5 (F) strings of the bass koto
Archi group no. V-ni V-le V-c C-b
l D#-A G# Gh Fi
5-4 3 2 1
I D-A G# Gh F
50-4 3 2 1
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Cluster 5

e scalar pattern of 4 (L) strings of the bass koto

Archi group no. V-ni V-le V-c C-b
Il Di-Bb Al Ab G
50-41 4 3 2
I Db-Bb Ah Ab G
501-41 4 3 2
Cluster 6
e scalar pattern of 3 (F/L) strings of the bass koto
Archi group no. V-ni V-le V-c C-b
1 C#-B At Ah G#
501-411 41 4 3
I Ch-Bh Bb A G#
5111-411 41 4 3
Cluster 7
e scalar pattern of 2 (F) strings of the bass koto
Archi group no. V-ni V-le V-c C-b
I C-Bb Bb A A
5111-411 41 4 4
I Bh-Bb Bb A A
411-41 41 4 4
Cluster 8
e String 4 (1=F) of the bass koto
Archi group no. V-ni V-le V-c C-b
I Bh-Bb B Bb Bb
411-41 411 41 41
I Bb Bb Bb Bb
41 41 41 41

Koto Concerto: Au Lieu de Conclusion
In the end, the discovery of various types of numerical underpinnings in Gubaidulina’s structural
thinking, involved in the creation of her 1998 work In the Shadow of the Tree for koto, bass koto,

zheng, and orchestra, was made possible through our careful examination of the composer’s

sketches. Without these invaluable resources, the extent of the composer’s extraordinary

contrivances — both in terms of creating sophisticated mathematical proportions of form and in
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applying Fibonacci and Fibonacci-derived numbers to the “other musical elements” — could
hardly be fully appreciated. After all, despite her remarkable openness to general music-related
communication, Gubaidulina has remained somewhat reserved when it comes to discussing her
compositional procedures in detail. “I saw a manuscript in her study that resembled an engineer’s
drawing — something for a plane like the Concorde or for a computer. There was an abundance of
carefully drawn lines,” recalled Rostropovich after visiting Gubaidulina’s home in Appen, where
he caught a glimpse of her work in progress. When asked what it was, the composer replied:
“Never mind, that’s my business.”*® Fortunately, since a substantial number of Gubaidulina’s
sketches are now held under the aegis of the Paul Sacher Foundation in Basel, the study of this
vast array of compositional inventiveness has become the work of those willing to investigate
and marvel in awe. At one and the same time, the deeper we immerse ourselves in Gubaidulina’s
unique musical universe, the more insistent become the questions asked long ago by one of the
twentieth-century most distinguished poets: “Where is the Life we have lost in living? Where is
the wisdom we have lost in knowledge? Where is the knowledge we have lost in

information?”461

460 Cited in Gavin Dixon, “Contemporary Composer: Sofia Gubaidulina,” The Gramophone Newsletter, November
29 (2019): para 9, https://www.gramophone.co.uk/features/article/contemporary-composer-sofia-
gubaidulina?fbclid=IwY2xjawFVb1ZleHRuUA2FIhQIXMAABHWYRIUHOsSGUphmBc7nDCdRaz_bJT2wepMbc6
rgS84qS1hml9Z7WZyq87Q aem_FBPSjQONCiXX1y-JWQPcWg.

461 T S. Eliot, The Rock (Harcourt, Brace and Company, 1934), 7,
https://archive.org/details/dli.ernet.235750/page/n5/mode/2up?view=theater&g=wisdom.
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CLOSING REMARKS

This dissertation has explored the concept of “Sofia Gubaidulina’s Cathedrals of Sound:
Redefining the Boundaries of Instrumental Concertos,” a journey through the composer’s artistic
vision of music as a spiritual and transformative space, akin to the creation of a grand
architectural masterpiece. The metaphor of the “cathedral of sound” encapsulates Gubaidulina's
compositional philosophy, where each work is an effort to build a unique and harmonious space
that transcends temporal limitations, offering a sense of spiritual elevation and contemplation.
Much like the timeless, sacred architecture of a cathedral, her music transcends the
conventionalized frameworks of innovation and the pursuit of ‘newness’ that often dominated
the latter half of the twentieth century. Instead, Gubaidulina’s compositions offer a profound
rethinking of these ideas, creating a space for musical expression that is rooted in tradition but
shaped by a unique, personal vision. Its ultimate goal is to invite the listeners into a sound space
where they can experience transformation and communion with something greater than
themselves.

This dissertation is the first scholarly work to apply Gubaidulina’s theory of the Rhythm
of Form through an analysis of three of her concertos, drawing on a detailed examination of the
scores as well as the sketches and drafts preserved at the Paul Sacher Foundation in Basel,
Switzerland. The archival materials, offering an intimate look into Gubaidulina’s creative
process, have made a significant contribution to our analysis of the composer’s use of
mathematical proportions derived from Fibonacci and Fibonacci-related sequences. The analyses
of the three selected works (Revue Music/Concerto for Two Orchestras, Jazz and Symphony,
Viola Concerto, and In the Shadow of the Tree) have revealed the multitude of ways in which the
composer shapes her musical material through a constantly evolving structure — almost
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architectural in its approach to form and proportion — echoing the construction of a cathedral,
which blends aesthetic beauty with precise, deliberate design. Furthermore, our study has
illustrated how Gubaidulina’s use of “magic” numbers permeates her music at multiple levels,
influencing not only the work’s formal proportions but also its thematic, timbral, and textural
development, thereby creating an intricate, symbolic, and unique structure within each of the
analyzed compositions.

Our study has also focused on Gubaidulina’s reimagining of the concerto form,
underscoring the composer’s ability to merge contemporary practices with the traditions of
Western art music. Through three detailed case studies, this research has demonstrated Sofia
Gubaidulina’s capacity to blend and transform traditional forms — whether ritornello, sonata, or
sectional — into highly individualized structures, reflecting her unique perspective on musical
‘architecture.” Furthermore, our research has offered a comprehensive examination of
Gubaidulina’s musical language, particularly her exploration of unusual timbres, microtonality,
and various acoustic phenomena, as well as her development of the Rhythm of Form across
several periods of her career.

Each chapter of this dissertation has explored a variety of distinct features of
Gubaidulina’s concerted oeuvre, highlighting both the meticulous cultivation of her
compositional language and the integration of a metaphysically inspired theoretical framework in
her music. These include a comprehensive overview of the tendencies and trends within
Gubaidulina’s concerted oeuvre, her approach to instrumental virtuosity, and key philosophical
themes and conceptual leitmotifs. In this light, we have presented Gubaidulina’s music as not
merely an expression of new ideas but as a rediscovery and reimagining of the same foundational

concepts across different periods of her career. This consistency of focus on these philosophical
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and theological concerns, which have been central to Gubaidulina’s work since the early 1970s,
speaks to the integrity of her “cathedral of sound” — a structure built upon a foundation of
unyielding spiritual search and the pursuit of truth through the medium of sound.

On a personal note, this dissertation is a humble tribute to Sofia Gubaidulina, whose
music has profoundly influenced our artistic and intellectual development. Our first meeting in
Moscow in 1989 left an indelible mark on us, and since then, her work has remained a source of
both inspiration and solace. The opportunity to delve into her music, explore her theories, and
better understand her creative process has been a deeply rewarding experience — one that has

enriched our understanding of both music and life itself.
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APPENDICES

Appendix 1

List of Sofia Gubaidulina’s Instrumental Concertos

No. | Year English Original Title Duration Soloist(s) Texts Dedicatee(s)
Title
1 | 1972 Detto 11 Detto 11 15° Cello Natalya
Shakhovskaya
2 | 1975 | Concerto for | Konueprt mis darora u 27 Bassoon Valery
Bassoon and HU3KHUX CTPYHHBIX Popov
Low Strings
3 | 1976 | Hour of the Yac nymm 30° Percussions, Marina Mark
Soul (Percussio di Pekarski) Mezzo Tsvetaeva Pekarsky
Soprano
4 | 1976/ | Concerto for Konnept mist 1Byx 10° Various Afanasy Fet
1995/ Two OPKECTPOB, ICTPATHOTO (concerto
2002 | Orchestras, U cUM(OHHIECKOTO grosso with
Jazz and or unfixed
Symphony [Revue Music for concertino
Symphony Orchestra group)
and Jazz Band]
5 | 1978 Introitus Introitus 29° Piano Alexander
Bakhchiev
6 | 1980/ | Offertorium Offertorium 38’ Violin Gidon
1982/ | (Concerto Kremer
1986 | for Violin
and
Orchestra
No. 1)
7 | 1991 From the W3 Yacocnosa 53 Cello, Female | Rainer Maria Vladimir
Book of [Aus dem Stundenbuch] Speaker Rilke Tonkha
Hours
8 | 1993 | And: The U: Mpa3nHecTBoO B 30° Cello Gennadiy David
Festivities pasrape Aygi Geringas
at Their [Und: Das Fest ist in
Height vollem Gang]
9 | 1994 Music for Mys3bika mist QIaeiTsl, 33 Flute Pierre-Yves
Flute, CTPYHHBIX H YJaPHBIX Artaud
Strings and
Percussion
10 | 1996 | Concerto for | Konuept mis anbra ¢ 40° Viola Yuri Bashmet
Viola and OpKeCTpoM
Orchestra
11 | 1997 The [ToxBana TBOpEeHHIO 43’ Cello St. Francis of Mstislav
Canticle of [Sonnengesang] Assisi Rostropovich
the Sun
12 | 1998 In the B tenu moa nepesom 3r Koto, Bass Kazue Sawai
Shadow of Koto and
the Tree Zheng
13 | 1998 | Two Paths: JBe Tporis 24° Two Violas Cynthia
A Dedication | (mocsimenue Mapun u Phelps
Mapdoe) and

299




to Mary and Rebecca
Martha Young
14 | 2003 Under the [ox 3HaKOM 27 Bayan Friedrich Lips
Sign of Ckopnrona
Scorpio (Bapuanuu Ha mecThb
(Variations TeKCaxopioB)
on Six
Hexachords)
15 | 2005 The ...Mex mukom 26’ Flute Sharon
Deceitful HAJEXK bl U JTUKOM Bezaly
Face of OTYAsTHHS
Hope and of
Despair
16 | 2006 | The Lyre of JIupa Opdes 24 Violin Gidon
Orpheus Kremer
17 | 2007 | InTempus In Tempus Praesens 33 Violin Anne-Sophie
Praesens Mutter
(Concerto
for Violin
and
Orchestra
No. 2)
18 | 2008 Glorious Glorious percussion 38’ Five solo
percussion percussionists
19 | 2009 Fachwerk Ddaxsepk 36° Bayan Geir
Draugsvoll
20 | 2017 Triple TpoiiHo# KOHLIEPT 26’ Violin, Cello Elsbeth
Concerto and Bayan Moser
21 | 2018 Dialogue: Huanor: 51 u Twt 20° Violin Martin Buber | Vadim Repin
You and | [Dialog: Ich und Du] and Andres
(Concerto Mustonen
for Violin
and
Orchestra
No. 3)

300




Appendix 2
Sofia Gubaidulina: Concerto Discography and Other Recordings

Detto II for Violoncello and Chamber Ensemble (1972)
Three commercial recordings available
1) Ivan Monighetti (Cello) and Chamber Ensemble conducted by Yuri Nokolaevsky.
MELODIYA/ARIOLA 74321 49957 2. Compact disc, 1994. Original LP release:
MELODIYA S10-10167-8 33, 1979.
2) Ilkka Pélli (Cello) and Lahti Chamber Ensemble conducted by Osmo Vénska. BIS
records 636. Compact disc, 1993
3) Henrik Brendstrup (Cello) and Athela Ensemble conducted by Flemming Windekilde.
Kontrapunkt 32176, DDD. Compact disc, 1994.
Two non-commercial recordings available on YouTube:
1) Elsa Dorbath (Cello) and Ensemble Contemporain de la Haute Ecole de Musique de
Lausanne conducted by William Blank. Published on December 9, 2015.
Sofia Gubaidulina _ Detto Il
2) Adel Zakirov and Chamber Orchestra “New Music” conducted by Honored Artist of the
Republic of Tatarstan, Anna Gulyshambarova. Published on April 20, 2015.
C. I'y6aitpynuna. "Detto 2" a1 BHOJOHYETN U aHCAMOJIS.

Concerto for Bassoon and Low Strings (1975)
Six commercial recordings available:

1) Harri Ahmas (bassoon) and Lahti Chamber Ensemble conducted by Osmo Viénska. BIS
records 636. Compact disc, 1993.

2) Valeri Popov (bassoon) and Chamber Ensemble conducted by Pyotr Meshchaninov (rec.
1978) (MELODIYA/ARIOLA 74321 49957 2. Original LP release: MELODIYA S10—
12749-50, 1979.

3) Valeri Popov (bassoon) and Russian State Symphony Orchestra conducted by Pyotr
Meshchaninov. Chandos Records 9717. Compact disc, 1999. Also available on YouTube
at https://www.youtube.com/watch?v=IBIVARagiSk

4) Sergio Azzolini (bassoon) and Potsdam Chamber Academy conducted by Lewis Nielson.
Aca Digital 20084. Compact disc, 2003.

5) Rino Vernizzi (bassoon) and New Music Studium conducted by Antonio Plotino. ARTS
MUSIC 47644. Compact disc, 2003.

6) Sergio Azzolini (bassoon) and Potsdam Chamber Academy conducted by Maurice
Bourgue. Capriccio Records 67139. Compact disc, 2005.

Three non-commercial recording available on YouTube:

1) Sung Kwon You (bassoon) and Symphonieorchester der UdK Berlin conducted by Eckart
Hibner. Published on February 7, 2020. https://youtu.be/xMlt3041VCo

2) Michael Matushek (bassoon) and Chamber Ensemble of Oberlin Conservatory of Music
conducted by Gregory Charette. Published on October 16, 2008.
https://youtu.be/tU3dB8APZeE

3) Bram van Sambeek (bassoon) and Rotterdam Philharmonic Orchestra conducted by
Yannick Nezet Seguin. Published on April 8, 20212. https://youtu.be/c3ezd6sDg4c
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https://www.youtube.com/watch?v=D0UtfHZYcGo
https://www.youtube.com/watch?v=wZXOKjOas10&t=15s
https://www.youtube.com/watch?v=lBlVARagiSk
https://youtu.be/xMlt3o41VCo
https://youtu.be/tU3dB8APZeE
https://youtu.be/c3ezd6sDq4c

Hour of the Soul (1976)
Two commercial recordings available:
1) Lina Mkrtchyan (Mezzo Soprano), Mark Pekarski (Percussion) and Leningrad
Philharmonic Orchestra conducted by Timur Mynbaev. Col Legno 0647 290. Compact
disc, 1982.
2) Lina Mkrtchyan (Mezzo Soprano) and Moscow State Film Orchestra conducted by Yuri
Nikolaevsky. Col Legno 20507. Compact disc, 2009. Available on YouTube at
https://www.youtube.com/watch?v=mvnP8aC5-j8

Concerto for Two Orchestras, Jazz and Symphony/ Revue Music for Symphony Orchestra and
Jazz Band (1976/1995/2002)
One commercial recording available:
1) Moscow Radio Light Orchestra conducted by Alexander Mikhailov. Original LP release:
MELODIYA S10-13753-52, 1978. https://youtu.be/5TjleY6Mmlo

Introitus, Concerto for Piano and Chamber Orchestra (1978)
Seven commercial recordings available:

1) Alexander Bakhchiev (Piano) and Ensemble of Soloists of the State Academic Symphony
Orchestra of the USSR conducted by Yuri Nikolaevsky. MELODIYA, MEL CO 0529.
Compact disc, 2020. Original LP release: MELODIYA MEL CO 0847, 1979.

2) Andrej Hoteev (Piano) and St. Petersburg Symphony Orchestra conducted by Ravil
Martynov. Accord 20275 2. Compact disc, 1993. Available online at
https://www.youtube.com/watch?v=Zf4gEFJ0j00

3) Andreas Haefliger (Piano) and Radio-Philharmonie Hannover des NDR conducted by
Bernhard Klee. Sony Classical SK 53960. Compact disc, 1994.

4) Aleksei Lubimov (Piano) and Deutsche Kammerphilharmonie Bremen conducted by
Heinrich Schiff. Erato 0630-12709-2. Compact disc, 1996. Available online at
https://youtu.be/tMUc_OjuV_c

5) Beatrice Rauchs (Piano) and Kiev Chamber Players conducted by Vladimir Kozhukhar.
BIS records 853. Compact disc, 1997.

6) Béatrice Rauchs (Piano) and Kiev Chamber Players conducted by Vladimir Kozhukhar.
BIS records 898. Compact disc, 2002.

7) Claire-Marie Le Guay (Piano) and Orchestre de Chambre de Lausanne conducted by
Jean-Jacques Kantorow. Universal Music France LC 00280. Compact disc, 2009.

Two non-commercial recording available on YouTube:

1) Filipe Pinto-Ribeiro (Piano) and Lisbon Metropolitan Orchestra Ciclo conducted by
Mikhail Agrest. Live Performance on 12.02.2011, Centro Cultural de Belém, Lisboa.
https://www.youtube.com/watch?v=HSj1i04FQs8

2) Alice Di Piazza (Piano) and Klaipeda Chamber Orchestra conducted by Andres
Mustonen. Video recording, 2015. https://www.youtube.com/watch?v=RbQ9eH5RNGk

Offertorium, Concerto for Violin and Orchestra No. 1 (1980/1982/1986)
Four commercial recordings available:
1) Gidon Kremer (Violin) and Boston Symphony Orchestra conducted by Charles Dutoit.
Deutsche Grammothon DG 427 336-2. Compact disc, 1989.
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https://www.youtube.com/watch?v=mvnP8aC5-j8
https://youtu.be/5Tj1eY6MmIo
https://www.youtube.com/watch?v=Zf4gEFJ0j0o
https://youtu.be/tMUc_OjuV_c
https://www.youtube.com/watch?v=HSj1io4FQs8
https://www.youtube.com/watch?v=RbQ9eH5RNGk

2)
3)

4)

Michaela Paetsch Neftel (Violin) and Berner Sinfonieorchester conducted by Dmitry
Kitaenko. Bertelsmann Music Group BMG DDD 1002. Compact disc, 1990.

Oleg Krysa (Violin) and Royal Stockholm Philharmonic Orchestra conducted by James
DePreist. BIS records 566. Compact disc, 1992.

Oleg Kagan (Violin) and The USSR Ministry of Culture Symphony Orchestra conducted
by Gennadij Rozhdestvensky. CD Live Classics LCL 111 Compact disc, 2004. Original
LP release: MELODIYA S10-18757-62 [3 LPs], 1983. Available on YouTube at
https://www.youtube.com/watch?v=iUgMBPUIswk

Eight non-commercial recording available on YouTube:

1)

2)

3)

4)

5)

6)

7)

8)

Arabella Steinbacher (Violin) and NDR Sinfonieorchester conducted by Christoph von
Dohnényi. Video recorded at, Laeiszhalle, GroBer Saal, Hamburg on April 5, 2009.
https://youtu.be/ob6hHDbL x08

Vadim Gluzman (Violin) and Finnish Radio Symphony Orchestra conducted by Hannu
Lintu. Video recording at the Helsinki Music Centre on February 3, 2012.
https://youtu.be/QIFx7g r1C4

Patricia Kopatchinskaja (Violin) and NDR Elbphilharmonieorchester conducted by
Thomas Hengelbrock Audio recording, Hamburg, 2015. https://youtu.be/erM9u5LujYg
Vadim Repin (Violin) and The Moscow State Symphony Orchestra conducted by
Vladimir Yurovsky. Video recording at the Tchaikovsky Concert Hall, Moscow, May 30,
2016. Available on YouTube at https://www.youtube.com/watch?v=t MTBF3AwZs
Cosima Soulez Lariviére (Violin) and The Danubia Orchestra Obuda conducted by
Barnabas Kelemen. Video recording at the Great Hall of The Liszt Ferenc Academy of
Music, Budapest, 2019. https://youtu.be/ 2cii4OPIHc

Hyeyoon Park (Violin) and Orquestra Sinfonica do Porto Casa da Musica conducted by
Joana Carnerio. Video recording at the Casa da Musica, Porto, September 14, 2019.
https://youtu.be/JzZLPWwKkKu0

Wang Zhijiong (Violin) and Shanghai Philharmonic Orchestra conducted by Jurjen
Hempel. Video recording posted on November 11, 2020. https://youtu.be/uucOEt32¢ei8
Alexander Souptel (Violin) with the Singapore Symphony Orchestra conducted by Choo
Huey. Video Recording posted on November 2, 2022. https://youtu.be/]YhGnNJo8I8

From the Book of Hours (1991)
One commercial recording available:

1)

Alexander lvashkin (Cello), Annika Ton (Solo Speaker), North Netherlands Concert
Choir and North Netherlands Orchestra. Chandos GB, MP3, 2007.

And: The Festivities at Their Height (1993)
Two commercial recordings available:

1)

2)

David Geringas (Cello) and Finnish Radio Symphony Orchestra conducted by Jukka-
Pekka Saraste. Col Legno WWE CD 31881. Compact disc, 1995. Available online at
https://youtu.be/kQdJj5696-

E?list=OLAK5uy kbhdeb607Y DadjppSttAEanaQspHx5uCWw

David Geringas (Cello) and Badische Staatskapelle Karlsruhe conducted by Kazushi
Ono. Antes BM CD 31.9139. Compact disc, 1998.
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https://www.youtube.com/watch?v=iUqMBPUIswk
https://youtu.be/ob6hHDbLxo8
https://youtu.be/QlFx7g_r1C4
https://youtu.be/erM9u5LujYg
https://www.youtube.com/watch?v=t_MTBF3AwZs
https://youtu.be/_2cii4OPlHc
https://youtu.be/JzLPWwKkKu0
https://youtu.be/uuc0Et32ei8
https://youtu.be/jYhGnNJo8I8
https://youtu.be/kQdJj5696-E?list=OLAK5uy_kbdeb6o7YDa4jppSttAEqnaQspHx5uCWw
https://youtu.be/kQdJj5696-E?list=OLAK5uy_kbdeb6o7YDa4jppSttAEqnaQspHx5uCWw

Music for Flute, Strings and Percussion (1994)
One commercial recording available:
1) Emmanuel Pahud (Flute), Gordan Nikolik (First Violin), Simon Carrington, Neil Percey,
Dave Jackson, Jeremy Cornes (Percussion) and London Symphony Orchestra conducted
by Mstislav Rostropovich. EMI Classics 724355715326. Compact disc, 2001.

Concerto for Viola and Orchestra (1996)
Two commercial recordings available:

1) Yury Bashmet (Viola) and Orchestra of the Mariinsky Theatre conducted by Valery
Gergiev. Deutsche Grammothon DG 471 494-2. Compact disc, 2003. Available online at
https://youtu.be/4xamNMx6g1Q

2) Antoine Tamestit (Viola) and Junge Deutsche Philharmonie conducted by Jonathan Nott
[with revised solo part, 2015]. Label Ensemble Modern Medien, Edel EMCD-029.
Compact disc, 2015. Available online at https://youtu.be/tklvXU61bng

Two non-commercial recording available on YouTube:

1) Yury Bashmet (Viola) and Sinfonica de Col6nia conducted by Semyon Bychkov. Video
recording (ca. 2007). Available online in four parts:
https://youtu.be/nvD2FUwZ]D4
https://youtu.be/PvYRYHgYaNI
https://youtu.be/s49JmZG5rz8
https://youtu.be/fuL E3TzU5vo0

2) Lawrence Power (Viola) and the Orquestra Simfonica de Barcelona i Nacional de
Catalunya conducted by Ivan Volkov. Video recording posted on October 15, 2022.
https://youtu.be/kBj25KJpmUU

The Canticle of the Sun [Sonnengesang] (1997)
Four commerial recordings available:

1) Mstislav Rostropovich (Cello), Simon Carrington, Neil Percey (Percussion), John Alley
(Celesta), London Voices (Chorus Master Terry Edwards) and London Symphony
Orchestra conducted by Ryusuke Numajiri. EMI Classics 724355715326. Compact disc,
2001.

2) David Geringas (Cello), Tom Nybye, Gert Sorensen (Percussion), Alice
Norregaard (Celesta), Danish National Radio Choir (Chorus Master Stefan Parkman) and
Danish National Symphony Orchestra conducted by Stefan Parkman. Chandos Records
10106. Compact disc, 2003. Available online at
https://youtu.be/YODS7iVfbcc?list=OLAK5uy I0xSK2BgfKcsVEntN68ttrtGGzgJHrTL
U

3) Marta Sudraba and Nicolas Altstaedt (Cello), Andrei Pushkarev, Rihards Zalupe
(Percussion), Rostislav Krimer (celesta), Riga Chamber Choir Kamér (Chorus Master
Maris Sirmais) and The Kremerata Baltica conducted by Maris Sirmais. ECM Records
GmbH 2256. Compact disc, 2012.

4) lvan Monighetti (Cello), Christian Schmitt (celesta), NDR Chor [North German Radio
Choir] (Chorus Master Philipp Ahmann) and Elbtonal Persussion conducted by Philipp
Ahmann. BIS records 2276. Compact disc, 2016.

Two non-commercial recording available on YouTube:

1) Nicholas Mariscal (Cello), Bobby Conselatore, Andrew Riley (Percussion), Alice

Baldwin (Celesta). NOTUS: Indiana University Contemporary Vocal Ensemble (Chorus
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https://youtu.be/4xamNMx6g1Q
https://youtu.be/tklvXU6Ibng
https://youtu.be/nvD2FUwZjD4
https://youtu.be/PvYRYHgYaNI
https://youtu.be/s49JmZG5rz8
https://youtu.be/fuLE3TzU5vo
https://youtu.be/kBj25KJpmUU
https://youtu.be/Y0DS7iVfbcc?list=OLAK5uy_lOxSK2BgfKcsVFntN68ttrtGGzgJHrTLU
https://youtu.be/Y0DS7iVfbcc?list=OLAK5uy_lOxSK2BgfKcsVFntN68ttrtGGzgJHrTLU

Master Dominick Di Orio), conducted by Dominick Di Orio. Video recorded live in Auer
Hall on the Indiana University Bloomington campus at the Jacobs School of Music.
Tuesday, February 26, 2013. https://youtu.be/faAsgEubdAo

2) Narek Hakhnazaryan (Cello), Christoph Sietzen, Emiko Uchiyama (Percussion), Gyorgy
Handl (Celesta). Chorus sine nomine, conducted by Johannes Hiemetsberger. Video
recorded in Mozart-Saal, Wiener Konzerthaus on June 15, 2019.
https://youtu.be/y61ThAfXYcl

In the Shadow of the Tree (1998)
One commercial recording available:
1) Kazue Sawai (Koto, Bass Koto and Zheng) and Orchestre Des Concerts Mamoureux
conducted by Yutaka Sado. Commmons RZCM-46928. Compact disc, 2011. Available
online at https://youtu.be/ACWp4mZT7gk

Two Paths: A Dedication to Mary and Martha (1998)
One commercial recording available:

1) Cynthia Phelps and Rebecca Young (Violas) and New York Philharmonic conducted by
Kurt Masur. NYP 0160 in set NYP 0103 (10 CDs). Compact disc, 2001. Available online
at https://youtu.be/k5lyzvkfgpY

Two non-commercial recording available on YouTube:

1) Isabel Villanueva and Marina Katarzhnova (Violas) and Estonian National Symphony
Orchestra conducted by Andres Mustonen. Video recording at the Big Hall of SPB
Philarmony (Russia) on March 29, 2012. https://youtu.be/A9ENXjDxxes

2) Alexander Akimov and Sergei Poltavsky (Violas) and The Moscow Philharmonic
Orchestra conducted by Mikhail Agrest. YouTube video; recorded live in The Great Hall
of Moscow Conservatory and published online on October 17, 2013.
https://www.youtube.com/watch?v=hZ4GWk-Nnrl

Under the Sign of Scorpio (Variations on six Hexachords) (2003)
Two commercial recordings available:

1) Friedrich Lips (Bayan) and BBC Symphony orchestra 2007 conducted by Mikhail Agrest
PIGINI CD024. Live performance in London’s Barbican Hall on January 14,

2007. Compact disc, 2007.

2) Gubaidulina, Sofia, Ifiaki Alberdi, Asier Polo, José Ramon Encinar. Kadenza.
Netherlands: Etcetera. Compact disc, 2011.

Five non-commercial recordings available on YouTube:

1) Iiaki Alberdi (Accordion) and the Royal Liverpool Philharmonic conducted by Vasily
Petrenko. Video Recording at Auditorio Kursaal, Donostia, San Sebastian. Oct 18, 2010.
https://youtu.be/QmOK2RhPVAM

2) Friedrich Lips (Bayan) and State Academic Symphony Capella of Russia conducted by
Valery Polyansky. Video recording at Tchaikovsky Concert Hall, November 25, 2011.
https://thclips.com/video/26KIcwrubsc/codus-ry0an 1y InHa-1mo1-3HaKOM-CKOPITHOHA-
bpuapux-nunc-oasH-BaIepU-N0IIHCKU-rack-poccun.html

3) Nenad Ljubenovic (Bayan) and The Radio Television of Serbia Orchestra conducted by
Vesna Souc. Video recording at Kolarac Concert Hall, Belgrade. March 4, 2021.
https://youtu.be/01KrPIhHL Og
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https://youtu.be/faAsqEubdAo
https://youtu.be/y6ITbAfxYcI
https://youtu.be/ACWp4mZT7gk
https://youtu.be/k5lyzvkfqpY
https://youtu.be/A9ENxjDxxes
https://www.youtube.com/watch?v=hZ4GWk-NnrI
https://youtu.be/QmOK2RhPVAM
https://thclips.com/video/26KIcwru6sc/софия-губайдулина-под-знаком-скорпиона-фридрих-липс-баян-валерий-полянский-гаск-россии.html
https://thclips.com/video/26KIcwru6sc/софия-губайдулина-под-знаком-скорпиона-фридрих-липс-баян-валерий-полянский-гаск-россии.html
https://youtu.be/0IKrPlhHLOg

4) Irene Miguel Auria (Bayan) and Cordoba Symphony Orchestra conducted by Irene
Gomez-Calado. Video Recording at the Gongora Theater, Cérdoba, Spain. January 25,
2024. https://youtu.be/97BwM-U3EFs

5) Ifaki Alberdi (Accordion): Cadenza — Sofia Gubaidulina. Premiere in Russia.
Musikverlage Hans Sikorski. Posted on May 15, 2014. https://youtu.be/HLHI9Pznbllk

The Deceitful Face of Hope and of Despair (2005)
One commercial recording available:
1) Sharon Bezaly (Flute) and Gothenburg Symphony Orchestra conducted by Mario
Venzago. BIS SACD 1449. Compact disc, 2006. Available online at
https://youtu.be/5TK_y4ZnYus

The Lyre of Orpheus (2006)
One commercial recording available:

1) Gidon Kremer (Violin) and Kremerata Baltica conducted by Maris Sirmais. ECM
Records GmbH 2256. Compact disc, 2012. Available online at
https://youtu.be/A4IPrz4Nhtk

One non-commercial recording available on YouTube:

1) Roman Mints (Violin) and the Orchestra of The Gubaidulina Contemporary Music
Centre (Kazan) conducted by Anna Gulishambarova. Video recording posted on
November 3, 2021. https://youtu.be/OGnbh-yDpt8

In Tempus Praesens (2007)
Four commercial recordings available:

1) Anne-Sophie Mutter (Violin) and Trondheim Soloists London Symphony Orchestra
conducted by Valery Gergiev. Deutsche Grammothon DG 477 7450. Compact disc,
2008. Available online at https://youtu.be/L8JVSY]-qV8

2) Anne-Sophie Mutter (Violin) and London Symphony Orchestra conducted by Valery
Gergiev. Deutsche Grammothon DG B0012054-02. Compact disc, 2008. Available
online at https://youtu.be/izfQK_-fOHA

3) Vadim Gluzman (Violin) and Lucerne Symphony Orchestra conducted by Jonathan Nott.
BIS records 1752. Compact disc, 2011.

4) Simone Lamsma (Violin) and The Netherlands Radio Philharmonic Orchestra conducted
by Reinbert de Leeuw. Challenge Classics CC72681. Compact disc, 2017. Available
online at https://youtu.be/gjHcU8gFHIk

One non-commercial recording available on YouTube et al.:

1) Gidon Kremer (Violin) and Berliner Philarmoniker conducted by Christian Thielemann.
Recorded at the Berlin Philharmonie, 10 December 2016. Video recording available at
the Berliner Philharmoniker's Digital Concert Hall Christian Thielemann and Gidon
Kremer | Digital Concert Hall
An excerpt on YouTube https://youtu.be/SKSKaglipnX0
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https://youtu.be/97BwM-U3EFs
https://youtu.be/HLH9Pznbllk
https://youtu.be/5TK_y4ZnYus
https://youtu.be/A4lPrz4Nhtk
https://youtu.be/OGnbh-yDpt8
https://youtu.be/L8JVSYj-qV8
https://youtu.be/izfQK_-f0HA
https://youtu.be/gjHcU8qFHIk
https://www.digitalconcerthall.com/en/concert/23465
https://www.digitalconcerthall.com/en/concert/23465
https://youtu.be/5KSKglipnX0

Glorious percussion (2008)
One commercial recording available:

1) Mika Takehara (Marimba), Robyn Schulkowsky, Anders Loguin, Anders Haag, Eirik
Raude (Percussion) and Lucerne Symphony Orchestra conducted by Jonathan Nott. BIS
records 1752. Compact disc, 2009. Available online at https://youtu.be/lwQmekhpOs8

Two non-commercial recordings available on YouTube et al.:

1) Orchestra del Teatro la Finice: Les Percussions de Strasbourg conducted by John
Axelrod. Video recording at the Teatro alle Tese; la Biennale di Venezia, 57™
International Festival of Contemporary Music. October 4, 2013.
https://youtu.be/gkVittHPgwc

2) Ensemble Glorious Percussion: Berliner Philharmoniker conducted by Gustavo Dudamel.
Recorded at the Berlin Philharmonie on September 19, 2009. Excerpt available on
YouTube https://youtu.be/P_S1uSWYxz4?list=PLfx0Y GRHr7gvtdkFuoAAdKk-
GmuV3TO9J
The full video recording available at the Berliner Philharmoniker's Digital Concert Hall
at Dmitri Shostakovich's Symphony No. 12 | Digital Concert Hall

Fachwerk (2009)
One commercial recording available:

1) Geir Draugsvoll (Bayan), Anders Loguin (Percussion) and Trondheim Symphony
Orchestra conducted by Oyvind Gimse. NAXOS 8572772. Compact disc, 2011.
Available online at https://youtu.be/BzA-yCxAf08

Five non-commercial recordings available on YouTube:

1) Germano Scurti (Bayan) and the FVG Mitteleuropa Orchestra conducted by Pierre André
Valade. Video Recording at Teatro alle Tese, la Biennale di Venezia, 56™ International
Festival of Contemporary Music on October 7, 2012. https://youtu.be/Fev14611SZ8

2) lda Lavli Hidle (Accordion), Lorenzo Colombo (Percussion) and The Danish Youth
Ensemble conducted by Morten Ryelund. Video Recording at The Royal Danish
Academy of Music. February 24, 2016. https://youtu.be/lAvBKWfIbfA

3) Geir Draugsvoll (Bayan), Hans Kristian Kjos Sgrensen (Percussion) and the Norwegian
Chamber Orchestra concucted by Terje Tennesen. Posted on August 26, 2016.
https://youtu.be/cnLGLCjIKCM

4) Maciej Frackiewicz (Accordion), Antonio Ruiz Gimenez (Percussion) and the Detmolder
Kammerorchester conducted by Alfredo Perl. Audio recording of live performance from
Konzerthaus in Detmold (Germany) on November 24, 2020.
https://youtu.be/YH6sIKIXdGY

5) Friedrich Lips (Bayan) and Moscow Chamber Orchestra Moscow “FAIRS OF THE
YEAR” conducted by Vladislav Bulakhov. Video Recording at the Gnessin Hall,
February 16, 2022. https://youtu.be/mUxf1tKjJr4

Triple concerto (2017)
One commercial recording available:
1) Baiba Skride (Violin), Harriet Krijgh (Cello), Elsbeth Moser (Bayan) and NDR
Philharmonie conducted by Andew Manze. Orfeo records BOD776SS4F. Compact disc,
2024.
One non-commercial recording available on YouTube:
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https://youtu.be/lwQmekhpOs8
https://youtu.be/qkVittHPgwc
https://youtu.be/P_S1u5WYxz4?list=PLfxoYGRHr7gvtdkFuoAAdkk-GmuV3TO9J
https://youtu.be/P_S1u5WYxz4?list=PLfxoYGRHr7gvtdkFuoAAdkk-GmuV3TO9J
https://www.digitalconcerthall.com/en/concert/248
https://youtu.be/BzA-yCxAf08
https://youtu.be/FevI46lISZ8
https://youtu.be/lAvBkWfJbfA
https://youtu.be/cnLGLCjIKCM
https://youtu.be/YH6slKlxdGY
https://youtu.be/mUxf1tKjJr4

1) Baiba Skride (Violin), Harriet Krijgh (Cello), Elsbeth Moser (Bayan) and Boston
Symphony Orchestra conducted by Andris Nelsons. Audio recording from Boston
Symphony Hall on August 7, 2017. https://youtu.be/9LuWz5R0oDig

Dialogue: You and I [Dialog: Ich und Du] (2018)
One commercial recording available:
1) Vadim Repin (Violin) and Gewandhausorchester conducted by Andris Nelsons. Deutsche
Grammothon DG 00028948614578. Compact disc, 2021. An excerpt is available online
at https://youtu.be/ O7yIf5s0sE
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https://youtu.be/9LuWz5RoDig
https://youtu.be/_O7ylf5s0sE

Appendix 3

Sofia Gubaidulina’s Letter to the Organizers of the Siberian Art Festival: Before the Premiere of
Dialogue: I and Thou
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Codus 'ybariaynuHa

Ilepen npemMbepoOlt COUMHEHHS
quanor «5 u Tei»

Haspanue »Toro counnenust 06s43aHO MOEMY BOCTOPry Ipu yTeHuu KHuru Maptuna byGepa « 5 u
Tb».

On numiet: «Mup i1 4enoBeKa IBOMCTBEH. B COOTBETCTBUY C IBOMCTBEHHOCTHEO OCHOBHBIX CJIOB,
KOTOPBIE OH MOXET MPOU3HOCHUTh. OCHOBHBIE CIIOBA CYTh HE €IMHUYHBIE CJIOBA, 4 CIIOBECHBIC Yaphl.
Opnno cnoBo — 3to napa: A-Ter; apyroe: S — OHo.

YenoBek, 3TO CYIIECTBO, KOTOPOE CO3HAECT CBOE MECTO BO BCEJICHHOM. DTO — CYIIECTBO, ACP3HYBIIICE
MPUCTYIUTh K MUPY U €ro Mo3HaTh. Ho BaskHEe BCETo TO, YTO €My M3BECTHO OTHOIICHHE MEKIY HUM
1 3TUM MHPOM.

B kaxxgom akTe HallIMX OTHOIICHM ¢ HpHpOI[Oﬁ, C JIIOAbMH, C AYXOBHbIMHU CYITHOCTAMU Mbl BUOAUM
KPOMKY B€YHOI'O TBI, YJ1aBJIMBACM €TI0 BCAHUC.

JIBa riaBHbIE METAKOCMHYECKUE ABUKEHUSI B MUPO3JIaHUN — SKCIIAHCUS U IPUTSKEHUE, CTPEMIICHHE
K €IMHCTBY — HaXOST CBOIO YEJIOBEUCCKYIO pEaTM3aIlHIO, CBOIO BRICIIYIO TyXOBHYIO ()OpPMY B 3TOM
otuonrenuu: S — Tem».

HpI/I YTCHHUHU TAKHNX pa3MLIHIJ'I€HHfI MCHS BOCXHUIIACT TO, YTO BCC 3TO UMCCT HCIIOCPEACTBECHHOC
OTHOILICHHEC K UCKYCCTBY MY3bIKH, K JXU3HU 3By‘-IaII.I€I>i MaTcpHru.

JBoiicTBeHHOCTh. EE cTpemienne pacimupuThest 10 66CKOHEYHOCTH, a C IPyTroi CTOPOHBI, —
HEU30BbIBHOE JKEJIaHUE COCPEOTOUMTHCS BOKPYT HEKOET0 LIEHTPa U yTBEPIUTH €ro. JIBOHCTBEHHOCTh
KeJTaHUH caMoii 3BydJalleil TKaH! U Apama BHYTpH 3Bydanux Gopm. BoT uTo 11 MEHS OueBUIHO.

CuactiauBbsIM 00pa3oM BCE 3TU MOM BOJIHEHUS COBIAJIM C MHUIMATUBOM JIByX BEJIMKUX MY3bIKAHTOB
Haiero BpemeHu, Baguma Penuna u Anapeca MycToHeHa — co31aTh COBMECTHO Belllb JIJIsl CKPUITKH
U OpKeCcTpa. DTa MHUIMATUBA [10NAJIa B CAMYI0 FOpSYyI0 TOUKY BCEX Pa3MBILUIEHUH O
nuanorndeckor anrpononorun Mapruna by6epa. Coznats nmuanor. Jluanor mexay «S» conucra u
«S» nupmxépa opkecrpa.

My3blIKa 3TO TaKol BUJI UCKYCCTBA, /1€ YMUCTO aOCTPAKTHBIE CYIIHOCTH HAUMHAIOT UCIIBITHIBATh CBOIO
COOCTBEHHYO KU3HEHHYIO Ipamy. [[BoiicTBeHHOCTb. B maHHOM citydae pedub UIeT 00 MHTEPBAIbHBIX
OTHOILIEHUSIX BHYTPU aKKOPIOBBIX U MEJIOJNYECKUX TOCTPOEHUIA.

Camas BaXKHast ONMO3HULHNSA 3[€CH, 3TO MOCTENEHHO PACHIMPSIOIIASACS WX COKUMAIOIIASICS
KOHCTPYKIIHS.

Ha npotsbxenun 7 Bapuanuii (a Bemib BEICTPOEHA UMEHHO B 3TOH (hopMe) 3TOT BOIPOC O
pacUIMpeHny WiK CKAaTUM pasperiaeTcs pa3nudHo. Bel ycabimmTe.

CtpeMiieHue K pacIIMpEeHHUIO HHTEPBAJIOB X0J1€ MEJIOANYECKOM MM aKKOPIOBOH JIMHUU, WIIH,
HalpOTHB CTPEMJICHHE K CYKATUIO PUBOASAT K ONPEIEIICHHBIM MTOCIEICTBUAM U PEIICHUsIM (C MOei
TOYKH 3pEHHS HE MOMM PELICHUM, a PELICHUSIM CaMOi 3ByKOBOW MaTepuH).

HMmMenHO 3T CJICACTBUSA U PCUHICHUSA O6p33}7IOT HICHAIINEC MOMCHTBI (l)OpMBI. BEI 510 YCJIBIOIUTE.
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Ho mue xotenock Obl, YTOOBI BBl 00paTH/IM BHUMAaHHE HA JBA MOMCHTA.

OnuH roTOBUT LEHTPANbHBIN 311301 GopMbl. COMUCT MOAHUMAETCS B CAMbIil BEPXHHH PETHCTP I10
JIECTHHUILE U3 OONBLIMX CENTUM. AKKOPIOBBIN OT3BYK OT 3TOT0 IOCTYIIEHHOIO X0Aa 00pa3yeT camoe
pa3pekeHHOE 3BYKOBOE IIPOCTPAHCTBO.

W npyroit MOMEHT, Tiepe]; cCaMOW KOOW BEIIIH.

3BYKOBOM IIOTOK CTPEMUTCS K LIEHTPY OPKECTPOBOro AuanasoHa. Y Tam, B ieHTpe oOpasyer
MaKCHUMAaJIbHO C)KaTO€ MHTEPBAIbHOE MPOCTPAHCTBO.

JIBolicTBEHHOCTD. I10 cyIecTBy, 3T0 OCHOBHOM BOIIPOC pa3roBopa Mexay «f» conucra u «S»
muprxépa. Bompoc o IBORCTBEHHOCTH U IpaMe, IPOUCXOISIIEH 13 3Toro KoH(mukTa. Borpoc: 9To
O3Ha4aeT 3TO BCEMUPHOE JKEeJIAHHE PACHIMPHUTHCS 10 OECKOHEYHOCTH U HACTOJIBKO e CHIIbHOE
MIPUTSDKEHUE K LIEHTPY, K cpetoKpecTHro oTHomeHus S u Thl.

Maptun by6ep: « Mbl MoXkeM CMYyTHO J0TaJbIBaThCsl O METAKOCMUYECKOW NEpBUYHON (hopMe ITOM
JBOMCTBEHHOCTH — OTZEJIEHHE OT IEPBOOCHOBBI M NPUONIIDKEHHE K TepBoocHOBe. Ho Hale 3HaHME 0
JBOMCTBEHHOCTHU YMOJIKAET Mepe NapajoKCOM MEPBUYHON TalHBD».

18.03.2018

English Translation:

Sofia Gubaidulina

Before the premiere of composition
Dialog: “I and Thou”

The title of this work reflects my delight upon reading Martin Buber’s book I and Thou.

He writes: “To man the world is twofold, in accordance with the twofold nature of the primary words
which he speaks. The primary words are not isolated words, but combined words. The one primary
word is the combination /-Thou. The other one primary word is the combination /-/t.

Man is a being conscious of his place in the universe. He is a being who dares to discern the world
and to cognize it. Yet what is more important, he recognizes the proper correlation between himself
and the world.

In every instance of our interaction with the true inwardness, with other human beings, with their
spiritual essence we see the threshold of the eternal Thou, we sense its breathing.

The two primary types of meta-cosmical fluctuation of the universe — expansion and attraction,
inextinguishable longing for oneness — find their human realization, their highest spiritual form in
this relationship, I and Thou.”

When I read reflections as such, I am enthralled by the fact that all of it is directly related to the art of
music, the living matter of sound.
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Twofoldness. Its desire to expand into eternity while inescapably yearning for concentration on a
certain centre to assert it. The twofoldness is in the propensity of the sonic material itself and the
drama within the sounding forms. All this is very clear to me.

Fortunately, all my excitement on the subject coincided with the initiative of two great musicians of
our time, Vadim Repin and Andres Mustonen, to create together a work for violin and orchestra. This
initiative reached me at the most intense moment of my reflections upon the dialogical anthropology
of Martin Buber. To create a dialogue. A dialog between the “I” of the soloist and the “I” of the
orchestra’s conductor.

Music is a type of art where abstract ideas can begin to experience their drama of life. Twofoldness.
In this instance I’m talking about intervallic relations within the vertical and melodic constructs.

The most important opposition here is gradually expanding or contracting sonic structures.

Throughout all seven variations (the work is written in this form) this question of expansion and
contraction is solved in many different ways. You will hear.

The tendency toward expansion or contraction of the intervals within horizontal or vertical lines
brings about certain implications and solutions (from my point of view, the solutions not mine but
dictated by the sounding matter itself).

In fact, these corollaries and the constructive decisions based on them create the dividing points of
the form. You will hear it.

I also would like to draw your attention to two important points.

The first one prepares the central episode of the form. The soloist reaches the highest register of his
instrument by climbing the ladder of major sevenths. Chordal reverberation of this gradual ascend
creates the most scintillating sound space.

The second one occurs just before the coda of the entire work. A torrent of sound bends on towards
the centre of the orchestral diapason. There, in that centre, the maximally constricted intervallic
spaces are formed.

Twofoldness. Essentially, that is the primary question of the conversation between the “I” of the
soloist and the “I” of the conductor. It is also the question of the drama resulting from the conflict
between them. Question: what is the meaning of this universal desire to expand into eternity while
gravitating strongly to the centre? Martin Buber answers: “We might only faintly perceive the meta-
cosmical primal form of this twofold nature of the world — moving away from the essence while
moving toward it. Yet, our knowledge of twofold nature is silent before the paradox of the primal
mystery.”

18.03.2018
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Appendix 4

Tsenova’s Diagrams Depicting Decreasing and Increasing Logogriphs in Gubaidulina’s
Violin Concerto, Offertorium

The numbers represent the sound values of the Royal Theme. The quantitative numerical series, covering the first
section of the concerto, is formed by the principle of diminution and draws a triangle with the tip facing down, with
gradually shortening edges. This results in a numerical progression in the form of a descending arithmetic series
with a common difference of -2. Musically, this means that with each repetition of the theme, two notes are
subtracted (20, 18, 16, 14, 12, and so on). In the third section of the concerto, where the logical opposite of the first
section is presented — the ‘resurrection’ of the theme — there is no mechanical repetition of the sequence. Formed by
the principle of addition, this progression creates a figure resembling a trapezoid. It is also an arithmetic progression,
but with a common difference of +1 (5, 6, 7, 8, and so on, up to 13). In the final line of the diagram, for purely
musical purposes, the numerical principle is violated (after 13 notes, it jumps directly to 20).

Cxema [. CKpUNHYHBIA KOHLEPT, Tororpud

Paznen |

910 1112 13 14 1516 17 18 19 2
9 10 1112 13 14 15 16 17 18 19
910 1112 13 14 15 16 17 18

9 10 1112 13 14 15
9
9
9

10 1112 13 14 15
10 1112 13 14
10 1112 13 14
10 1112 13
10 1112
0

15

14 15 16 17 18
1314 1516 17 18
213141516 17 18
1314 15 16 17 18
21314 1516 17 18
21314 1516 17 18
1314 15 16 17 18
1314 1516 17 18
1314 1516 17 18
1314 1516 17 18 19 20

Paszmen 3
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Appendix 5

Geller’s Diagram of the Symmetry of the Sections in Fachwerk, Resembling the Imagined
Outline of a Building

., N
’, N

Geller describes the seven sections of the work as follows: “The first section is the ‘section of creation,” the
‘construction of frame blocks.” At the end of this section, a dense rhythmic cadence in the string divisi and the
general pause announce the completion of a part (wing) of the structure. The second section is like the “filling of the
frames with material,” as well as a visual inspection, a sliding gaze upwards, and, at certain points (along the way),
the reinforcement of the structure with sharp, pinpointed chords — like bolts (in the strings). Then, there is a
downward glide (with a serpentine chromatic movement in the bayan), all the way to the foundation, where we
seemingly hear underground vibrations and echoes (tremolo in the timpani and un-tempered glissando in the bayan’s
bass). The third section is once again full of ‘creative labor,” as evidenced by the ‘block’ structure of the material,
resembling the horizontal and inclined beams of a half-timbered framework — the straight glissandi of the marimba,
the rhythmic horizontal pattern in the strings, and the diagonal movement (interspersed with static-horizontal
movement) in the bayan part. The fourth, brief section (the choral solo of the bayan) contains a philosophical
reflection-prayer. The fifth section is something like a mirror reflection of the first section, as if it were the
symmetrical second wing of the building. The sixth section is the breath of the bayan — a kind of spirit of the
structure, like a living soul inhabiting it. The seventh section is the conclusion — exultation; it conveys the sense of
beauty and grandeur of the completed structure.” In Geller, 73.
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Appendix 6

Summary of Gubaidulina’s Score Adjustments in Concerto for Two Orchestras/Revue Music

Errors and Corrections

RN oM ME PSS 2001 SE
1 Soprano I: enters with an 8" note; Soprano |: enters with a quarter Corrected to an 8" Correct: 8" note
m. 16 correct note note
5 VI. 1, beat 2 Same text as in OM Corrected to Bl Correct: BY
m. 52 i sign is missing for B
7 Cr. V, beat 2: k sign is missing for E | Same text as in OM Corrected to Eb Correct: EX
m.71
m.74 FI. 2: C# is present # sign is missing for C Corrected to C# Correct: C#
Chit. b., beat 2: second 16" note is Second 16" note is F# Corrected to G Correct: G
G; correct
13 Tr. VI, beat 2: i sign is missing for | Same text as in OM Corrected to Ch Correct: CH
m. 129 C:pg. 21
1555 Cl. 2, last note within beat 2is Gb | Cl. 2, last note within beat 2 is Gi | Corrected to Gb Correct: Gb
m.
22 Tr. IV, V, beat 1: correct: 16™ rest Tr. IV, V, beat 1: dotted 16" rest | Corrected to 16" rest Correct: 16" rest
m. instead of 16™ rest
212
22212 Tr.V, last 16" of beat 1: i sign is Same text as in OM Corrected to Bb Correct: Bl
m- missing for B
22 Tr. IV, V: the last pulse of beat one Same text as in OM Same text as in OM Tr. IV, V: the fourth
m. 213 is a 16" note; correct and ME 16" pulse of beat 1:
32" note instead of
16"
22 Trbn. VI, last pulse of beat 1 Same text as in OM Corrected to Bl Correct: Bh
m. 213 | 4 sign is missing for B
22 Trbn. VII, last pulse of Same text as in OM Corrected to BA Correct: B
m. 213 beat 2: b sign is missing for B
22 Tr. VI, last 32" of beat 2: h signis | Same text as in OM Corrected to Fh Correct: F4
m. 215 missing for F
22 Tr. 1V, 3rd pu]se of beat 1: b sign is Same text as in OM Corrected to Ef Correct: Eb
m.216 | missing for E
22 Tr. IV, 3 pulse of beat 1: 1 sign is Same textas in OM Corrected to Ef Correct: El
m. 219 missing for E
23 Tr. VI, 2" pulse of beat 1: i sign is Same text as in OM Corrected to Bl Correct: Bl
m. 220 missing for B
i Corrected to Ch Correct: Ch
23 Trbn. VI, 2" pulse of beat 1: 4 sign Same textas in OM
m. 220 | is missing for C
; : Al
23 Tr. VI, 4% pulse of beat 1: h signis | Same textasin OM Corrected to Ak Correct
m. 220 missing for A
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23
m. 220

23
m. 221

23
m. 221

23
m. 221

23
m. 221

23
m. 221

23
m. 221

23
m. 221

23
m. 221

28

m. 246-
247

28
m. 248

29
m. 254

30
m. 267

32
274
32

274

32
274

44
m. 329

Tr. 1V, 2™ pulse of beat 1: h sign is
missing for E

Tr. 1V, 3" pulse of beat 2: k sign is
missing for E

Tr. VI, 3" pulse of beat 1: b sign is
missing for B

Trbn. VI, 2" pulse of beat 1: 4 sign
is missing for C

Trbn. IV and V, 3" pulse of beat 1: &
signs are missing for C and D

Trbn. 1V, 1% pulse of beat 2: # sign is
missing for C

Trbn. IV and V, 2™ pulse of beat 2:
signs are missing for C and D

Trbn. IV and V, 3" pulse of beat 2: b
signs are missing for D and E

Chit.b, 1% pulse of beat 1: Correct: D

Tr. IV, 1% pulse of beat 3: misspelled
note — D instead of E

Tr-ni notated in the bass clef (Bb-D)

Cb., Eb; Chit.b., beat 1 — D (correct)

Tr-ni notated in the tenor clef

Cl. I, first 16" note in beat 2
quintuplet: D (k) is correct

T-ba |, beat 3, first 16" note is E
(correct)

Chit. b., second 16" note in beat lis
misspelled: A instead of B

Cl. 1, first 16™ note in beat 3
quintuplet: A (h) is correct

Cl. 1, third 16" note in beat 1
quintuplet; D (k) is correct

Chit., G’ (correct)

Jazz Tr. 1 and 1I: F#-A#

Same text as in OM
Same text as in OM
Same text as in OM
Trbn. VI, 2" pulse of beat 1: #

sign is misplaced (B#)

Same text as in OM

Same text as in OM

Same text as in OM

Same text as in OM
Chit.b, 1% pulse of beat 1: E
instead of D

Same text as in OM

Tr-ni part erroneously notated in
the tenor clef

Cb. is same as on OM

Chit.b., beat 1 — E (incorrect)

Tr-ni notated in the bass clef

ClI. 1, first 16" note in beat 2
quintuplet: D (k) is correct

T-ba |, beat 3, first 16™ note is D
(incorrect)

Same text as in OM

Same text as in OM

Same text as in OM

Chit., J7 (incorrect)

Same text as in the OM

Corrected to El

Corrected to El

Corrected to Bh

Corrected to C#

Corrected to Ch and
Dh

Corrected to C#

Corrected to Ch and
Db

Corrected to Db and
Eb

Corrected to D

Corrected to E

Corrected to the bass
clef

Both corrected to D
Corrected to the tenor
clef

ClI. 1, first 16" notes in
beat 2 quintuplet: D (h)

is correct

Corrected to E

Corrected to B

Same text as in OM
and ME

Same text as in OM
and ME

Corrected to G’

Changed to G#-A#

Correct: Eh

Correct: Eh

Correct: B

Correct: C#

Correct: Ch and Db

Correct: C#

Correct: Ch and Db

Correct: Db and Eb

Correct: D

Correct: E

Correct: in the bass
clef

Correct: D

Correct: in tenor clef

i sign is missing for D
(Cl.1and 2 are
notated on the same
staff)

Correct: E

Correct: B

i sign is missing for A
(Cl.1and 2 are
notated on the same

staff)

i sign is missing for D
(Cl.1and 2 are
notated on the same
staff)

Correct: G’

PSS 2001changes
retained
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Detail Refinement

m. 28

m. 30

m. 58-59

m. 72-73

m. 90

12

16
mm.152—-

19
mm. 166—
74

19
mm. 169-

19
mm. 174—
83

19
mm. 178-
85

Piu mosso indication is absent.
Percussion section includes tom-
toms; jazz battery has a different
rhythmic pattern

No touch indications provided

3 Harps are used; different score
layout as Harps are placed below the
jazz orchestra percussion

Within a three-note/three-measure
long cluster in Sopranos, Soprano |
last only one measure

No crescendo is indicated

Vc. | solo is indicated

Rubato indication for Tr. | sola

No crescendo poco a poco indicated;
no f sign for Archi; CI., Fl., Cor. and
Perc.

Different text in 3 Flutes
RN 32, pg. 18

Harp’s part is not present

Rhythmic differences in Theme 4
(VL. Tand Il in mm. 174-9) and Tr. |
sola (mm. 179-83)

Dynamic and tempi indications are
the same as in ME

Piu mosso indication is added
Tom-tom part is removed; new
rhythmic pattern in jazz battery
(Batteria 1V)

Misplaced touch indications for
Batteria IV; the pattern is repeated
every other bar, not every bar

2 Harps are used; their positioning
in the score the same as in OM

Same text as in OM

Same text as in OM

V. |: solo indication is omitted

Rubato indication for Tr. | sola is
missing/misplaced

Crescendo poco a poco is
indicated in m. 152; no f sign for
Archi, Cl., Fl., Cor. and Perc.

Adjusted to fit a full circle of the
whole-tone transpositions (Ab to
Ab) in FI. 1; motivic and rhythmic
adjustments in Fl. 2 and 3; the
former pertains to creation of
consistent melodic patterns and
their orderly transpositions. The
length of this episode is reduced
from 13 (OM) to 9 measures
(ME).

2 Harps are added

Adjusted to resemble more
closely an original version of the
theme presented in RN 8; no
indication of unis. vibr. for V-ni |
and I

p sign for FI. 1in m. 179;
crescendo for Fl. 1inm. 179 to f
in m. 180; p sign for Tr-ba I sola
in m. 179; no espressivo

ME changes retained

o+0 indications for
Batteria IV are crossed
out

2 Harps are used; their
part is repositioned to
its proper place within
the symphony
orchestra score layout

Soprano | part is
corrected to last full
three measures in
order to create
simultaneous
downward glissando in
all three parts

Crescendo poco a poco
is added for all parts
except percussion

Vc. | solo indication is
reinstated

Rubato indication Tr. |
sola is reinstated

Crescendo poco a
poco is moved to m.
154-155; f sign for
Archi, Cl., Fl., Cor.
and Perc. is added in
m. 152

ME changes retained

Harp’s part is
repositioned to its
proper place within the
symphony orchestra
score layout

ME changes retained
re thematic material;
unis. vibr. is added for
V-ni land Il

fsign for FI. Zin m.
179; crescendo for FI.
1inm. 179 is cut; mf
sign for Tr-ba | sola in
m. 179; espressivo

ME changes retained

PSS 2001changes
retained

PSS 2001 changes are
retained

PSS 2001 changes are
retained

PSS 2001 changes are
retained

PSS 2001 changes are
retained

PSS 2001 changes are
retained

PSS 2001 changes are
retained

ME changes retained

PSS 2001 changes are
retained

ME thematic changes
retained; PSS 2001
changes re articulation
are retained

PSS 2001 changes
retained
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23
mm. 222—

24
mm. 224—
31

26
m. 236

27
m. 239-
40

27
m. 241

27
m. 242

27
m. 243

28
mm. 249-
50

29
mm. 253—

Notated in 6/8 time
No tempo or dynamics indications
provided

f is indicated for all parts; Soprano
part doubling the strings is absent

The chord in strings (mm. 233-5) is
not sustained in m. 236

One crescendo sign in measure in P-
tti and Strings

Tremolo sign in all Strings parts
absent; the time value of the string
chord (beat 1) — the eighth note; 4
Cor. a 4 enter at mf

Chit. and Chit. b. parts end in b. 241

Brass section enters at mf

Fl., Cl, Cor. I-1V, Trbn. I-1Il, Tuba
and the Strings finish the phrase in
m. 249 creating a quarter-note long
overlapping between the episodes

Refer to RN 28, ditto

indication for Tr-ba | sola; poco
ritenuto in m. 185

Notated as triplets in 2/4 time;
crescendo indication above the
Tr. IV, V part

Same dynamic indications as in
the OM; Soprano part a 3 is added

The chord in strings (mm. 233-5)
is sustained in m. 236 creating a
quarter-note long overlapping
between the episodes

Two separate crescendo signs in
each measure in P-tti and Strings;

the chord in strings lasts for an 8"
note time value

Same text as in the OM

Same text as in the OM

Same text as in the OM

Same text as in the OM

Refer to RN 28, ditto

indication is added for
Tr-ba | sola; poco
ritenuto is changed to
rit. inm. 185

2/4 time signature
retained; crescendo
indicated below each
of the orchestral parts;
poco ritardando is
added in m. 222

ff is indicated for all
parts; Electric Organ’s
part is repositioned
(RN 24- 32) to its
proper place within the
symphony orchestra

A half rest is replaced
by two quarter rests in
Y time

One crescendo sign for
both measures; the
chord in strings lasts
for a quarter note as in
RN 26, thus creating
uniform time
overlapping in the
successive episodes; re
rests replacement refer
to RN 26

Tremolo and
diminuendo marking
added to all strings; the
time value of all
strings changed to a
quarter note; the
remaining rests are
adjusted; l.v. and a slur
added to P-tti part; 4
Cor.a4enterat f

An 8" note is added in
m. 242 in both parts

Brass section enters at
f

Extended length by a
quarter note into m.
250; diminuendo of the
last pitch in FI., ClI,
Cor. I-1V, Trbn. I-111,
Tuba and Archi;
creates a unified
ending of the above
instruments with the
Org. El. Rest
adjustment

Refer to RN 28, ditto

PSS 2001 changes
retained

poco ritardando is
abbreviated to poco
rit.

PSS 2001 changes
retained

PSS 2001 changes
retained

PSS 2001 changes
retained

PSS 2001 changes
retained

PSS 2001 changes
retained

PSS 2001 changes
retained

PSS 2001 changes
retained

PSS 2001 changes
retained
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29
m. 254

29
m. 256

29
m. 257

29
m. 259-
60

30
m. 265

33
m. 276—
77

33
m. 277

33

m. 278

33
m. 279

34
m. 281

36
m. 298

38
m. 311

39
m. 312

39
m. 313

40
m. 313

ff is indicated for Tr. IV-VIII, Trbn.
(Jazz orchestra), Batt. IV-V, Chit.
and Chit. b.

No dynamics indicated for Org. el;
fis indicated for Archi; Tr-ba I sola
- fis indicated

No dynamics indicated for Tr. IV-

VII, Trbn. IV-VII, Batt. IV-V, Chit.
and Chit. b.

Refer to RN 29, mm. 256-7; ditto
No dynamics indicated for Tr. |

Frullato is absent in Fl. and CI. Parts

Tam-tam — ff is indicated
Piatti and Timp. parts are present; no
meno mosso indication

Cmp. —no solo indication in the
second version of this page (37)%2

No specific indication for the type of
sound production for P-tti

Tam-tam part is absent

Insufficient clarity re instrument
names/layout for percussion
Batteries I, 11 and 111 (p.37 OM)

No fermata at the end of the bar

N/A

N/A

N/A

No dynamics indicated

Different score layout

fis indicated for Tr. IV-VIII,
Trbn. (Jazz orchestra), Batt. IV-V,
Chit. and Chit. b.

Same text as in the OM

Same text as in the OM

Same text as in the OM

Same text as in the OM

Tam-tam — p is indicated

Same text as in the OM

Cmp. — no solo indication

P-tti: colla bacch. I.v. sempre

Tam-tam part is notated as part of
Battery Il

Percussion layout is corrected; no
instrument names provided

Same text as in the OM

N/A

N/A

N/A

Same text as in the OM

Same text as in the OM

Corrected to ff

Crescendo sign to ff in
m. 257 is added to
Archi, Org. El and Tr-
ba I sola

ff sign is added to Tr.
IV-VII, Trbn. IV-VII,
Batt. V-V, Chit. and
Chit. b.

Refer to RN 29, mm.
256-57; ditto
ffis added to Tr. |

Frullato is added to FI.
and CI.

Corrected to ff

Piatti and Timp. Parts
are removed and
replaced with a full
measure rest; meno
mosso indication is
added

Solo indication is
added

P-tti: colla bacch. al
margine l.v. sempre

Tam-tam’s part is
repositioned into
Battery |

Specific percussion for
each Battery indicated:
Tam-tam, P-tti and
Cmp.

Fermata is added at the
end of the bar

Duration of this bar
indicated in seconds
(107)

Duration of this bar
indicated in seconds
(207)

Duration of this bar
indicated in seconds
(157)

Crescendo poco a
poco in all parts starts
at the end of this bar

Harps’ part is
repositioned to its

PSS 2001 changes
retained

PSS 2001 changes
retained

PSS 2001 changes
retained

PSS 2001 changes
retained

PSS 2001 changes
retained

PSS 2001 changes
retained

PSS 2001 changes
retained

PSS 2001 changes
retained

PSS 2001 changes
retained

PSS 2001 changes
retained

PSS 2001 changes
retained

PSS 2001 changes

retained

PSS 2001 changes
retained

PSS 2001 changes
retained

PSS 2001 changes
retained

PSS 2001 changes
retained

462

% time. The second “cleaner” version is identical to the ME and SE with regard to its length.
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Gubaidulina’s OM contains two versions of opening bars of this section. The one marked as page 54 (top right
corner) consists of 7 measures prior to Soprano entry (ME and SE — 5 measures, i.e., mm. 176—280); it is notated in




M
m. 314

41-44
m. 313-
335

42
m. 321

42
m. 322

42
m. 323

42
m. 324

43
m. 326

44
m. 329

44
m. 330

No dynamics indicated for Archi and
Sass.

Different score layout re Arpe and
Org. el.

Timpani (Batt. I): tremolo on E for
beats 2 and 3

No dynamic indicated for Batt. Il
and Il

Archi, beat 3: the beginning of the
ascending passage marked ff

Fl. and Cl., beat 2: the beginning of
the ascending passage marked ff

No dynamics indicated for Batt. I, Il
and 111

Sass., beat 2: ff indicated
No dynamics indicated for Batt. |
and 11

Sass., beat 2: ff indicated

Full bar duration of these parts

No dynamics indicated for Sax. |

Sax. I11: the second note (Db) falls
on beat 2

4 Jazz Tr., beat 1, one beat long

Cr. I, I, beats 2 and 3: trill on B-C

Same text as in the OM

Same text as in the OM

Same text as in the OM

Same text as in the OM

Same text as in the OM

Same text as in the OM

Same text as in the OM

Sass., beat 2: no dynamics
indicated

Same text as in the OM
Sass., beat 2: no dynamics
indicated

Same text as in the OM

Same text as in the OM

Same text as in the OM

Same text as in the OM
and 2 Jazz Cr.,

Same text as in the OM

proper place within the
symphony orchestra
score layout

p cresc. indicated for
Archi and Sass.

Arpe and Org. el.

parts are repositioned
to fit their proper place
within the symphony
orchestra score layout

Timpani (Batt. I):
tremolo on E for beat 2
only (matches the
length of Piano chord)

ff is added for Batt. Il
and Il

The beginning of this
passage marked f
followed by a
crescendo sign

The beginning of this
passage marked f
followed by a
crescendo sign

f /crescendo indicated
for Batt. I;
ff/crescendo for Batt.
I1; ff/diminuendo (beat
1) and f/crescendo
(beat 3) for Batt. Il

Sass., beat 2: ff
indicated

ff/diminuendo for Batt.
Iand Il is added

Sass., beat 2: ff
indicated

Duration of the parts
reduced to two beats
followed by a quarter
rest

Sax. |: fis added

Sax. I11: the second
note (Db) falls on beat
3, thus becoming a
quarter while the first
one (Ab) becomes a
half note

Duration of the chord
is changed to a dotted
half time value

Cr. I, 11, beats 2 and 3:
trill on G-Ab; F

PSS 2001 changes
retained

PSS 2001 changes
retained

PSS 2001 changes
retained

PSS 2001 changes
retained

PSS 2001 changes
retained

OM/ PSS 2001
changes retained

PSS 2001 changes
retained

OM/ PSS 2001
changes retained

PSS 2001 changes
retained

PSS 2001 changes
retained

PSS 2001 changes
retained

PSS 2001 changes
retained

PSS 2001 changes
retained
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Sax. | and Il: beats 2-3, trills on C#-

(Cr. 1, 1V) is also

D and F#-G Same text as in the OM sustained into m. 331 PSS 2001 changes
retained
Sax. I 'and II: beats 2-
3, trills on D#-E and
G#-Ah
Jazz Cr, beats 2-3: trill on B-C Same text as in the OM Jazz Cr, beats 2-3: trill | PSS 2001 changes
on C#-D retained
44 4 Jazz Tr.. full bar rest Same text as in the OM The sonority from m. PSS 2001 changes
m. 330 329 is held (tied) fora | retained
quarter note value
ff is indicated for 4 Jazz Tr. Same text as in the OM fff is indicated for 4 PSS 2001 changes
Jazz Tr. retained
44 Tam-tam’s Batterie number is T-t’s Batterie Il indicated. T-tis indicated the one | P-tti as of Batterie Il
m.331 | omitted P-tti is located in Batterie 111 of Batterie I1I; P-tti as | (erron); T-tas of
of Batterie 11 Batterie 1
45
m. 332 | ff is indicated for 4 Jazz Tr. Same text as in the OM fff is indicated for 4 PSS 2001 changes
Jazz Tr retained
m.332 | ff is indicated for Archi, Sass. No dynamics indications for these | Same text as in OM PSS 2001 changes
parts retained
mm.333- | Diminuendo indicated for Piano, Crescendo indicated for Symp. Re crescendo in the PSS 2001 changes
5 Arpe and Org. el.; no dynamics Brass; Batt. 1, Jazz Cr., Trbn., corresponding parts — | retained; dim.
indicated for Symph. Trbn. and Batt. IV/V and Chit. b.; dim. same text as in ME; indication in Piano is
Tuba; ff is indicated for 4 Jazz Tr. indicated for Piano, Arpe and dim. is cut for Arpe cut
m. 335 Org. el. (as in OM); and Org. el.
No dynamics indication for Symph. | No dynamics indications for fff indicated for Symp. | PSS 2001 changes
/Jazz Brass and Jazz /Symph. Perc., Symp. Brass; Batt. I, Jazz Tr.and | Brass, Jazz Cr., Trbn; retained
Chit. and Chit. b.) with the exception | Batt. IV — ff; Batt. Il — pp; Jazz Batt. I, l1l, IV, V and
of Jazz Tr. — ff dim. and Symph. T-t. | Trbn. and Batt. V — fff; Lv. is Chit. b.; Lv. is kept for
46 -pp) added for Arpe Arpe; cresc. sign
m. 336 added to Batt. Il (T-t)
T-t. (Batt. 11) remains pp for 3 beats | T-t. (Batt. 1) remains mf for 3 T-t. (Batt. 1) remains | PSS 2001 changes
beats mf for 2 beats retained
followed by a quarter
m. 337 rest and L.v. indication
removed from b. 338
T-t. (Batt. I1) .v. sound stopped (x) | No indication for stopping the T-t. (Batt. 1) Lv. sound | OM/PSS 2001 changes
sound for T-t. (Batt. II) I.v. stopped (x) retained
m. 340 | No fermata signs at the end of the Same text as in OM Fermata signs are PSS 2001 changes
last measure of the work added retained
m. 345
Time-related Adjustments
m. 1 MM Dotted Quarter Note = 60 90 48 48
RN 1 MM Quarter Note = 100 113 96 96
RN 9 MM Quarter Note = 100 112 96 96
RN 20 MM Quarter Note = 100 112 96 96
RN 24 MM Quarter Note = 100 100 96 96
RN 33 MM Dotted Quarter Note = 60 60 48 48
RN 38 -41 Duration indicated in Duration indicated in
RN 41 N/A N/A seconds seconds
MM Quarter Note = 72 72 72 72
23 Measure 222 is repeated 3 times Measure 222 is repeated 2 times ME changes retained ME changes retained
mm. 222— (a cut is used to approximate the
3 golden section more closely)
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Appendix 7

Summary of Quasi-Thematic Elements: Solo Passages and Static, Ascending, Descending, and

Combination Clusters in Concerto for Two Orchestras/Revue Music

Solo Passages

RN Instrumentation Length in measures Motivic Cell Melodic Range Section of the
mm. Vertical Sonority or Form
Scale Type
1 Soprano | 2 Single pitch Perfect unison Ripieno 1
p.u.to
17-18
1 Soprano Il 2 Single pitch Perfect unison Ripieno 1
p.u. to
21-22
3 Organo Elettrico 2 Single pitch followed by ca. 2 octaves Ripieno 1
42-43 ascending glissando
3 Xilofono 8 Chromatic scale 2 octaves Ripieno 1
44-50
9 Piano 4 Opening motif revolves Major 6th Ripieno 11
98— Perceived length; two around Perfect/Augmented
101 one-measure long 4th; followed by chromatic
passages are separated by descend/ascend
a full measure rest
10 Flauto | 4 Opening motif revolves Augmented 4" Ripieno 11
103-5 Perceived length; three- around Perfect/ Augmented
measure long solo is 4th; followed by a trill
separated by a full
measure rest from the
next solo group
10 3 Soprani 4 Single pitch followed by Perfect unison Ripieno 11
106-9 Entering consecutively descending glissando to
Augmented 8ve
11 Flauto | 4 Opening motif revolves Perfect 11t Ripieno 11
114-17 Perceived length; two around Perfect/ Augmented
one-measure long 4™ followed by chromatic
passages and the next descend/ascend
new-timbre solo are
separated by a full
measure rest each
12 Tromba | 4 Opening motif revolves Augmented 4" Ripieno 11
118-21 Perceived length; three- around Perfect/ Augmented
measure long solo is 4th; followed by a trill
separated by a full
measure rest from the
next solo group
14 3 Soprani 4 Single pitch followed by Perfect unison Ripieno 11
13841 | Entering consecutively descending glissando to
Minor 6™
4-3-pitch narrow-range
melodic cells; chromatic
Chitarra 5 ascend 1.5 octaves Ripieno 11
16
153-8
25 Saxofono alto 2 4-3-pitch chromatic melodic ca. 1 octave Ripieno-
234-5 cells; chromatic descend Concertino 111
underlaying whole-tone Combination
pattern
26 Saxofono tenore 2 4-3-pitch chromatic melodic ca. 2 octaves Ripieno-
239-40 cells; chromatic ascend Concertino Il
Combination
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29 Tromba | 8 Chromatic scale; minor triad up to ca.2 octaves Ripieno-
256-63 Perceived length; Concertino Il
First two one-bar long Combination
solos are separated by full
measure rests (2+1) from
the remaining three
passages
45-46 4 Jazz Trombe a4 6 Chromatic scale; minor triad nearly 3 octaves Coda/Tutti of
332-7 overall Two Orchestras
Static Clusters
5-11 2 Flauti 7 5-pitch chromatic cluster Diminished 4" Introduction
3 Clarinetti
Campane
6-10 Violini I and 11 5 Gradually assembled 12- Diminished 8ve Introduction
Viole pitch chromatic cluster
Violoncelli 3-pitch cells in each group
divisi a3
2 Violini I and 11, Viole 2 3-pitch cells in each group Diminished 7t" Ripieno 1
26-7 divisi a3
3 Violini I and 11, Viole 3 3-pitch cells in each group Diminished 7, Ripieno 1
33-5 divisi a3 followed by slow
glissando Perfect
11" down
5 3 Soprani 3 3-pitch cell Major 2"%; Ripieno 1
57-9 followed by slow
glissando Major 6™
down
8 4 Jazz Trombe 3 2-3-pitch cells; trill-like Minor 3¢ Concertino |
76-8 motion
17-18 4 Symphony Corni and 3(+1) 2-3-pitch cells; trill-like Major 2nd Concertino Il
158-61 Campane one-measure overlap with motion
the next cluster
18 3 Soprani 5 (+1) 2-4-pitch cells; trill-like Minor 3 Concertino Il
161-5 one-measure overlap with motion; chromatic scale
the next cluster
34-36 Campane 18 5-pitch chromatic cluster Diminished 4" Return of
281-98 3 Soprani Introduction
Flauti 1 and 111
Ascending Clusters
2 2 Arpe a2 3 Hemitonic pentatonic scale; ca. 2.5 octaves Ripieno 1
30-2 followed by an ascending
glissando
11 Piano and Arpa 2 White cluster and hemitonic ca. 7 octaves Concertino Il
112-13 pentatonic scale; followed
by an ascending glissando
12 3 Clarinetti 4 3-pitch narrow range (major ca. 2 octaves Concertino Il
1225 Perceived length; three- third) cells rising
measure long solo is sequentially and forming
separated by a full underlaying whole-tone
measure rest from the pattern in ClI I; chromatic
next solo group scale
46 Archi 4 3-pitch segments forming ca. 3.5 octaves Coda/Tutti of
336-7 minor triad ascend Two Orchestras
chromatically
Descending Clusters
p.u. to Violini I and 1l 15 12-pitch cluster 3.5 octaves Introduction
1 Viole 3-pitch cells in each group
Violoncelli divisi a3
Downward glissando at the
pick-up point; followed by
closing chromatic descend
in each part
13 3 Symphony Trombe 4 3-pitch cells; trill-like ca. 1 octave Concertino Il
126-9 motion; ending with a 3-

pitch chromatic cell reached
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by slow downward
glissando

14 3 Flauti 4 Trill: 3-pitch chromatic cell ca. 1 octave Ripieno Il
129-34 Perceived length; three- in the range of a minor 3'¢;
measure long solo is followed by frullato
separated by a full descending chromatic scale
measure rest from the and ending with the same
next solo group pitch set an octave lower
20 4 Jazz Trombe 4 Block chords descending ca. 2 octaves Ripieno-
192-5 down the chromatic scale Concertino Il
Combination
Combination Clusters
18 3 Flauti — ascending 9 3-pitch chromatic cells with 2 octaves Concertino Il
166-74 cluster underlaying whole-tone
pattern of transposition in
FI. 1; chromatic scale
Rising and falling glissando;
2 Arpe Mixolydian on E; 2.5 octaves
ascending/descending
cluster Minor 6th
Campanelli di Valday Tremolo; unpitched
and Piatti
Piano Static clusters; white and
black penta-scales; trills
21 2 Jazz Corni and 4 Block chords ascending and Perfect 11 Ripieno-
200-3 4 Jazz Tromboni — descending down the Concertino Il
ascending/descending chromatic scale Combination
cluster
30-31 | 3 Flauti and 3 Clarinetti 12 Block chords descending ca. 2 octaves Ripieno-
264-73 down the chromatic scale; in each group Concertino Il
recurring passage — mm. Combination
265, 268, 271
4 Jazz Trombe
Block chords descending
down the chromatic scale;
3 Saxofoni recurring passage — mm.
266, 269, 272
Static cluster; ascending and
descending chromatic
scales; open-spaced major
triad, trill
32 3 Flauti 2 Chromatic scale-based 3- 5 octaves Ripieno-
274-5 3 Clarinetti pitch descending clusters Concertino Il
4 Symphony Corni Diatonic “white” scale- Combination
based 4-pitch descending
3 Symphony Trombe clusters

2 Symphony Tromboni

Piano
2 Arpe

Organo elettrico

Archi

3 Saxofoni

2 Jazz Corni

4 Jazz Trombe
4 Jazz Tromboni

Chromatic scale-based 3-
pitch descending clusters
Diatonic “white” scale-
based 2-pitch descending
clusters
Diatonic “white” scale-
based ascending and
descending glissandi
Mixed (diatonic in LH and
whole-tone-based ascending
and descending glissandi)
Diatonic “white” scale-
based 3/5-pitch descending
clusters
Whole-tone 3-pitch
chromatically descending
clusters
Whole-tone 2-pitch
chromatically descending
clusters
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Block-chords descending
chromatically

37 Archi 12 Gradually built 12-pich ca. 2 octaves Introduction
299-310 ascending chromatic cluster Return and Semi-
aleatoric Episode
3 Flauti 3-5 pitch predominantly
3 Clarinetti chromatic clusters;
ascending and descending
38-41 3 Flauti 9 Static cluster; chromatic Minor 3" Introduction
311-19 3 Clarinetti scale Minor 6" Return and Semi-
Piano Diminished 4% aleatoric Episode
Chromatic scale-based
Arpe passages; ascending and
descending
Ascending and descending 1 octave
Archi glissandi; whole-tone ca 2.5 octaves
flavoured passages
3 Saxofoni 12-tone chromatic cluster; Perfect 51"
sustained
2 Jazz Corni (from m. Static cluster; 2-3-pitch
318) chromatic cells Minor 9"

4 Jazz Trombe
4 Jazz Tromboni

Gradually assembled
twelve-tone cluster (RN 41)
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Appendix 8

Concerto for Viola and Orchestra: duration of the transitions measured in the absolute values of microbeats

Transition Transition RN Number of Time signature and Value of Number of Number of | Total number
number location bars M.M. a microbeat beats microbeats | of microbeats
rounded to
the nearest
tenth
1 Introduction to N/A Unmeasured | Time in seconds*®: 5 1.25 N/A 4
Exposition 1 +
1 10 3/4 1 =48 1.25 30 37.5 40
41.5
2 Exposition 1 to
Exposition 2 16-17 16 9/8 ).=80 0.75 48 36
+ 60
18 7 3/4 ) =48 1.25 21 26.25
62.25
3 Exposition 2 to 32 Unmeasured** | Time in seconds: 38 1.25 N/A 30.4
Development 1 +
33 12 9/8 J. = 80 (Quartet) 0.75 36 27
OR: 3/4 J = 48 OR+ 60
[8] (Percussion: [1.25] [24] [30]
simultaneous notation) 5=7
[60.4]

463 As there is no indication of the duration of this episode in Gubaidulina’s drafts, the average length of this and all following unmeasured episodes is taken from
the two commercial recordings of the work (Bashmet (2002) and Tamestit (2015)). Unmeasured portion in this episode refers to one “measure” prior to RN 1.

464 In the drafts this RN is notated at 3/4 J = 48; it occupies 8 measures. In this layout the total number of microbeats is nearly identical to the calculated above:
30= (60+48) x24.
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Development 1 to

Development 2 51-53 27 3/4 =132 0.455 81 36.81 40
Development 2 to 89 Unmeasured | Time in seconds: 15 N/A 20
Development 3 (9/8 J. =80 in RN 87) 0.75 .
90-92 11 4/4 1= 96 0.625 44 21.5 60
93 8 3/4 ) =144 0.417 24 10
57_.5
Development 3 to 138 Unmeasured | Time in seconds: 10
Coda (3/4 = 60) 1 N/A 10
139 2 3/141=60 1 6 E
140 Unmeasured | Time in seconds: 17 1 N/A 1+7 120
141 2 3/4 =60 1 6 E
142 Unmeasured | Time in seconds: 24 1 N/A 2+4
143-144 12 3/4 ) = 40 15 36 54
117
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Appendix 9

Concerto for Viola and Orchestra: Summary of Intervallic Transformations in the Transitioning

Episodes 1-6
Transition RN Intervallic transformation(s) Instrumentation
number mm.*6
1 Min. 2" -Maj. 2nd
1 D-Eb V-la sola
*D-*E Q: V-no, V-la
16 Per. Unison- Min. 2"
2 mm. 1-2 Fi-Fi V-la sola, CI.
*Fﬁ-*G QZ V-no, V-la
mm. 4-5 D-D V-la sola, Cl.
*D-*E}, Q: V-no, V-la
G-G V-la sola, Cl.
mm. 67 «G-*Ab Q: V-no, V-la
Eb-Eb V-lasola, CI.
mm. 8-9 DA Q: V-no, V-la
Tritones-Per. 5t .
Eb-A and G#-D Cel., Archi
17 *EbL-*Bl and *Ab-*Eb QI V-no, V-Ia, V-c, C-b
Min. 2" -Maj. 2
3 32 D-Eb V-la sola, Dita Cimbali, Camp, V-le, Vc,C-b
*#C-*D-*Eb Q: V-no, V-la, V-c, C-b
(Incremental ¥ -tone descend)
All intervals in this section receive
4 51-52 their ¥-tone lower equivalents.
Per. 5ths
G-D Cel., V-le
*G-*D Q: V-c
D-A Cel., Camp, V-ni | div. (1. Solo), V-ni Il, V-
*D-*A le
Tritones Q: V-la
A-D#
*A-*Dif Cel., Camparnelli, V-ni l and I, FI. 1
Q: V-no, V-la
52 C#-G el
*CH-*G e
Minor 6% Q:C-b
D#-B
51-52 *Di-*B Cel., Camp, V-ni I and II

Q: V-no

465 The measure numbers indicated are those within a rehearsal number (RN).
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89-93 Min. 2" -Maj. 2"
F#-G V-la sola, Campane, 3 Tr-ni (from RN 92)
*Ef-*F-*G Q: V-no, V-la, V-c, C-b
(Incremental ¥4 -tone descent)
Min. 2nd
and its Y4-tone lower equivalent
138-140 C#-D V-la sola, Dita Cimbali, Camp, V-le
*Cg-*D Q: V-la, V-c
Min. 2" -Maj. 2
141-142 c-ct V-le, V-c
*C-*D Q: V-la, V-c
Maj. 2" -Min. 3™
143-144 J s V-le, V-
*B-*D Q: V-la, V-c
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