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HNma Copuu I'yéaiinyaunoii, — cuuTaer aBTOp
CTaTbH, — OOBIYHO He aCCOLMUPYeETCsl ¢ cepuiiHOii
MY3bIKOii. JKCIIePUMEHTHPYSI ¢ Hell UMb B HayaJie
cBoeil Kapbepbl, KOMIIO3HTOP He BepHYJach K Heii
no3:ke. B 1aHHON cTaThe HCCIEAYIOTCS TPH CePHITHBIX
kommno3unuu I'y6aiinyiunoii. IlepBasi yacTh ocBeniaet
eé TBOPYECTBO B KOHTEKCTE COBETCKOr0 aBaHrapjaa
1960-x rogoB. Bropasi yacTh mocBsilieHa UCMOJIb30BA-
HHUIO CePUIIHBIX TEXHUK B TAKHUX NMPOU3BeJeHHsX, KaK
®oprenuaHHas coHara, «IIaTs 3TION0BY» M1s ap(dbl,
yYIapHBIX U KoHTpabaca, kanTtata «Hous B Mempuce»
U «Tokkara-TpoHkaTa» 11 goprenuano. B 3akiroun-
TeJbHOW YaCTH CTATbH PaccMaTPUBAETCs IBOJIIOLMS
OTHOLIEHUS] KOMIIO3UTOPA K 3BYKOBBICOTHOMY MaTe-
pHAay nocjie IKCIePUMEHTOB ¢ CePHATH3MOM.

POHHUKY TOTO, Kak cepranu3M npuién B CoBeTckuil

Coro3 B cepequne 1950-x ronos, npeacTaBiseT

IIutep IlImensu. B xauecTBe 0JIHON M3 TEXHUK
aBaHrapya, HaxaelHyBIINX B CoBeTckuil Coro3, cepruanism
ObLT OBICTPO YCBOEH MHOTHMH MOJIOZIBIMU KOMITO3UTOPAaMU
— AmnnpeeM BonkoHckum, D1ucoHOM JI@HHCOBBIM U
Aunbdpenom antke. BonkoHckuii, KOTOpOro yaiie Bcero
Ha3bIBAIOT MEPBBIM COBETCKUM CEPHATbHBIM KOMIIO3UTO-
POM, TIPU3HAJICS, YTO HEBEPHO WHTEPIIPETUPOBAT JBEHAI-
[IaTUTOHOBYIO TEXHHUKY. Ero ommbouHoe mOHMMaHUeE
MPHBEIIO K CrIeNU(UUECKr COBETCKOMY IMOIXOIY K cepua-
JIM3MY, Pa3BUBAEMOMY U JPYTUMH KOMIO3UTOPAMH, BKJTIO-
gasg [yGalinynuny. IlImensn mpoBEén HHTEPBHIO C
BoNKOHCKHMM 110 TMOBOJY €ro Mmojaxona K cepuajIn3My B
nepBoi cepuiiHoii kommosuimu «Musica Strictay (1956):

«51 mpuien k BBIBOAY, YTO HE BIIOJIHE MOHSI TOrJa
JIBEHA/IIIATUTOHOBYIO TEXHHKY. TO €CTb, s MIOHUMAI €€ B
NPUHIMIIE, HO B KOMITO3UIMHU «Musica Strictay s cuenan
BCE HEMpaBUIbHO. 1 X0opol1o, 4To Tak Moay4uaocs. Tam
OBLIM OKTaBHI ¥ Tpe3Byuwst, KoTopble LIIEnOepr 3anpemmann.
Ho g mpocTo He 3Han 00 3TOM. S myman, 94To Hamuca
JIBEHaJUaTUTOHOBOE Mpou3sBeneHue. 1 neicTBuTensHo,
9Ta TEXHHUKAa MPOABISIETCAd B pa3HbIX MecTax.
51 nasBax ero «Musica Stricta» n3-3a CTpOTOl TEXHHKH,
XOTSI HCIOJIb30BaIl €€ B IOJIHOM COOTBETCTBHH C MOEH
COOCTBEHHO MaHepoli counHeHus» [4, ¢. 171].

To, uto BonkoHCKUI HEBEPHO MOHSI U, B KAKOM-TO
CMBICJIE, PacIpOCTPaHMJI HENPAaBHIBHOE IMOHUMaHUE
JIBEHAIATUTOHOBON TEXHUKH IIOCPEICTBOM CBOMX IPOU3-
BE/ICHUI, TOBOPUT O TOM, YTO pPaHHUE MOIXOIbBI K cepua-

* TlepeBoj ¢ aHruL. ji-pa Mibaapa XaHHaHOBA.
p p p
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ausmy B CoBerckom Coro3e ObUTH JACHCTBHUTEIBHO
YHHUKAIbHBIMH.

B ornmumne oT KaHOHMYECKOTO MEHOEPTOBCKOTO CePH-
anu3Ma, B KOTOPOM E€IMHCTBEHHBIH PSI U €ro Tpancop-
MAallUU OIpEeNessiIn CTPYKTYPY BCEro MpPOU3BEICHUS,
COBETCKHI cepualiv3M BHayaje Mpernoiarain BO3MOXK-
HOCTH UCTIONIb30BaHMSI MHOKECTBA PSIOB B OTHOM ITPOH3-
BEJCHNU. JTa O0COOCHHOCTHh ObUTa HAa3BaHA PYCCKUM
teopeTukoM 0. XomonmoBbIM «TeXHUKOH psanoB». OH
TaK)X€ HCIOJb30Ball TEPMUH «TEXHUKA CEpU» s
MY3bIKH C YIOPSAOYCHHBIMHE PSIAMH C MEHBIITAM, 9eM 12,
KOJIMYECTBOM HOT. XOJIOMOB TaKKe MPEIIOKUI TEPMHUH
«JIBEHAALIATUTOHOBOCTH) U1l aTOHAJIBHON MY3BIKH, KOTO-
past He ObUIa B CTPOTrOM CMBbICIIE cepuifHON (IMT. 11o: [5,
¢. 324-326]). YacTo psipl HCTIONB30BAIUCH IS KOHTPACTA
¢ 6omee cTaOMIBHBIM, THITMYHO TOHATBHBIM MATCPHATIOM.
3TO OTHOCHUTCSI K OOJIBIIMHCTBY CEPUHHBIX TPOU3BEICHUI
[MMocrakoBuua [5]. 3geck psAa UrpaeT, CKopee, poiib
CHMBOJIa aTOHAIEHOCTH, 3aTeM «Pa3peIasch) B TOHAIb-
HBIE CTPYKTYpbI. 1 HakoHel, CcymecTBOBaI COOCTBEHHO
MIEHOEPTOBCKHIA ceprain3M, KOTOPBIA XOIOMOB Ha3bIBaI
JonexaoHuei.

I'ybaiimynuHa Hauana SKCIIEPUMEHTHPOBATh C CepHa-
JIN3MOM TIOCJIeIHEN B CBOEM IMOKOJIEHUH — €& TMepBOe
CepHiiHOE MPOM3BEACHHUE MOIBUIIOCH TOYTH Ha ACCATH JIET
M03e HayaJIbHBIX MOMBITOK BOJIKOHCKOTO — M 3aBepLImiia
TOJIBKO HECKOJBKO MPOU3BEACHUH B 3TOM TexHHKe. s
['y6alimynuHON cepruanu3M He OBIT 3CTETHYECKUM MPUH-
LUIIOM, & CKOpee, TEXHUKOM, KOTOPOH CJIeI0BaJIO OBJIA/IETh
TaK )K€, KaK CKa)KeM, KOHTPAITyHKTOM CTPOTOT0 CTUJISI MJITH
TEXHUKOW COUMHEHHS (YTH.

Cepuanusm ObUT YaCThIO TOTO MPOILIOTO, B KOTOPOM,
1o MHeHUIO ['y0aii 1y TuHON U MHOTHX € COBPEMCHHHKOB,
UM B CBOE BpeMs oTkaszaiu. ['yOaiinynnHa Ha3bIBasa ceos
«pUIBTPOM», TO €CTh TEM, YTO IPOITyCKACT CKBO3b cels
BCEBO3MOKHBIE TEXHUKH M OCTAaBJISIET TOIBKO TE, YTO
MpeICTaBIAIOT 3HaueHne. OHa HacTauBasla: CO37aBaTh
HOBBIC TEXHUKH — ATO HE HaiIa padoTa U 4TO MBI, CKOpee,
OJDKHBI HAXOAHUTHh HOBBIC CIIOCOOBI HCIIOIH30BaHUS
crapbix TexHuk'. Kak ToJIbko OHa ocBauBalia ONpeeén-
HYIO TeXHHKY, OHa OTKa3bIBaJIach OT HeE, OCTABIASA TOIBKO
T€ aCIeKTbl, KOTOPbIE HaXOJuja BaXHBIMU JIJISI CBOETO
TBOpuecTBa. EE caMble paHHHE TOMBITKH HCIONIB30BAHIS
CEepUIHON TeXHUKH MOosBIsAt0TCA B DopTenaHHON coHare
(1965) u «Ilsatu sTIOMAX» I ApdBI, YAAPHBIX U KOHTpa-
Oaca. Kanrara «Hous B Memduce» npezacraBiser Hanoo-
nee yrmyOnEéHHOE UCCIIeIOBaHUE ATON TeXHUKH. CIembl



2009, 2 (5)

CepuitHOI TeXHUKN 00HAPYKUBAIOTCS B HEKOTOPBIX MIPOM3-
BeneHnax Hadaia 1970-x romos.

OOparuMcs K aHalu3y NPOU3BEACHUMU
doprenuaHHoi coHarsl, nocneaHero u3 «Ilatu stonoBy
u OTpbIBKOB u3 KaHTaTthl «Houbr B Memducer.
OcTtaHOBUMCS BKpaTIIe ¥ Ha OHOM Ipon3BeneHnn 1970-x
roJI0B, KOTOPO€ KaK TAKOBOE HE SIBIISIETCS CEPUIHBIM, HO
HMEET B CBOCH CTPYKTYpe NMPU3HAKN 3TOH TEXHHUKH.

Dopmenuannan conama COACPKUT MEPBbIC MOMBITKH
['yOalimynuHO#N OBmameTh 3TOW TexHUKOW. OHa TaKxke
SBJIACTCA MOCIIEAHIM ITPOU3BEICHNEM, B KOTOPOM HCIIONb-
3YIOTCS JIOBOJIBHO TpaguloHHbIe (opmbl’. HexoTopbie
pazzielibl 3aM0IHEHbI BIIOJIHE JMATOHUYHBIM MIIH CBOOOIHO
aTOHAJIBHBIM 3BYKOBBICOTHBIM MarepuasioM. Jpyrue
JEMOHCTPHUPYIOT OYEHb CBOOOIHOE HCIOJIb30BAHHE
JIBEHAJIIaTUTOHOBOM TeXHUKU. B menax ciempoBaHus
JIOTHKE Pa3BUTHS TEMBI CTaThH, HAYHEM HE C MIEPBOH, a CO
BTOPOH 9acTH, KOTOpast HauboJee mokazareibHa B CMbICTIE
UCIIONIB30BaHMs CepuitHON TexHUKH. [lanee OyaeT paccmo-
TpeHa TPeThs YacTh, OCJIE Yero KOCHEM S MepBOii yacT,
KOTOpasi HaMEHee M0Ka3aTelIbHa B OTHOIICHUH HCIIONb-
30BaHUA CEPUITHON TEXHUKH.

Bmopas wacme npencrasnser kak Obl BBEJCHHE B
cepuitablii moxaxon I'ybaiimynunoil. My3bIKadbHBIN
Marepuan MOCTPOSH Ha xecTax [gesture]’, mocturas,
OJTHAKO, TIOPOH XapakTepa peuntaTuBa. E€ ¢popma Moxer
ObITh MpezicTaBieHa kak AB cadenza A’. YacTb oTKpbIBa-
eTcs cis moll’HpIM Tpe3BydreM B 6acy, KOTOpoe MpPOJIOH-
rupyercsi u3 nepBoi yactu. Bropoit akkopz, ¢ Gpepmaroii,
BKJIIOYAET IIepBbIE IISATh 3ByKOB psiga‘. OcraBmmecs ceMb
3BYKOB TOSBIISIIOTCS B TaKTe 3 W BBLACPIKAHBI B TakTe 4.
TakT 5 conepKUT NPOBEACHUE PAKOXOJHON MHBEPCUU B
TpaHcnosunuyu Ha cekynny (RI,), koropoe npomomxkaercs
B Takte 6.

B taxre 7 mosiBisiercs apyro 11-3By4HBIN jKecT B
MapTUH JICBOM PYKHU U BBIAEPKAHHBIN 3ByK es — B IIPaBOil.
3BYKOBBICOTHBIH MaTepHal B 3TOM TaKTe 00pa3oBaH U3
MHBEPCHH B TPAHCIIO3UIMK PAla Ha Manyro Tepuuio (1,).
Es sBnsieTcs TIaBHBIM 3BYKOBBICOTHBIM KJIaccoM [pitch
class]® B JaHHOM BH/IE Psi/ia ¥ OH €IMHCTBEHHBIN HE BKITIO-
4eH B | 1-HOTHBIH xecT B JIeBOi pyke. ['yOaiiymiHa TOBTO-
PSIET es B MpaBOM pykKe B JABYX clenyromux ¢pazax. Obe
9TH (pa3bl, WK KECTHI, yXKe CoepKaT 3BYK es, U HU B
OZIHOM M3 HUX OH HE SIBIISIETCS TIEPBBIM.

CraHOBUTCS SICHBIM, uTO ['yOaiinynnHa He HaXOAUT
MpoOJIeMaTHYHBIM TIOBTOPEHHE MM BBIJICTICHUE OTACIb-
HOTO 3BYKOBBICOTHOT'O KJIacca, B IPOTHBOBEC TOMY, UTO
cuuTtaercs (yHIaAaMEHTATbHBIM 3aKOHOM CEpHUUHOU
TexHUKH. E& Oe3paznuyue Kk 3ToMy (akTy MOXKET ObITh
Pe3yNIbTaTOM «HEBEPHOI MHTEPIIPETALINN» CephaTn3Ma
BomxoHCKHM, HITH jke MOXKeT ObITh, [ 'y0aliayinnHa npucmo-
ca0iBaeT OCHOBBI ceprali3Ma K CBOUM TPeOOBaHUSM (B
npumepe Ne | moka3aHo rpaduyueckoe MmpencTaBICHHE
CUMMETPUYHON 3BYKOBBICOTHOM opranu3aiuu B Takte 10).

49

Mesxtcoynapoousiii omoen
International Division

STOTOTOTOTOTO OO OO O T OO OO OO OO O OO O OO OO

IIpumep Ne 1 ®oprenuanHas coHara, [l 4., T. 10
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[Tociie mOBTOpPEHNSI B MEPBBIX YETHIPEX TaKTax, es
MIPOAOIIKAET UTPaTh BaKHYIO poib. K Hemy nobasistoTes
KaK yKpaIleHHe BCTIOMOTATENbHBIE TOHBI W3 BHa I,. Ota
CHMMETPHSI TIOMOTAET YTBEPAUTH €5 KaK 3BYKOBOW IIEHTP
JaHHOTO (pparmenTa. Es co3aaéT 0ch 00pameHust, BOKPYT
KOTOpOIi OalaHCHUPYIOT HOTHI d 1 fes. TOH f BBICTyIIaeT Kak
BCIIOMOTATEIILHBIN MO OTHOLICHHMIO K eS. AKKOP/] 4eTBEpT-
HBIMH 3BYKaMH Ha BTOPOH J0JI€ HE SIBISICTCSI TOYHO HHBEP-
CHOHAJIBHO CUMMETpHUHbIM [inversionally balanced]®
(cMMMETpPHYHBIM B 00paIeHUH ), HO, HECOMHEHHO, IEMOH-
CTPHUPYET aCIIEKThl TAKOH CHMMETPHH.

CepuanusM ycTymaeT MEcTO APYTHM TEXHHKaM
BpeMeHHO B mudpe 4 (1. 20), B pasmene, KOTOPHIN
W. Kotibeticua [I. Cojbasic] [1] o6o3HagaeT kak Havamo
cepequHbl. Es MPOIOIKAeT PacpoOCTPaHITh CBOE BIIHSA-
HHE, KOTOPOE 3aTeM 3aMETHO 0CI1a0eBaeT Ha MPOTSHKEHUH
CJIEAYIOIINX JIeCSATH TakToB. Brimucannas Kagenuus B
takTe 30 conepKUT XPOMaTUYECKUI CETMEHT, COCTOSILUI
13 3BYKOB f, ges N g, BHU3Y 0AaCOBOM CTPOUYKH, OJHOBpE-
MEHHO CO 3BYKaMH, HCTIOJTHSIOIIMMHUCS [IUITKOM Ha POsiIe.
BeIpazurenbHoe MOBTOPEHNE 3THX TPEX HOT BBIIEIIIET HX,
YTO TPOTHBOPEUUT AyXy CEpUHHON OpTraHM3alUN.
VICKITIOYUTENEHO XPOMATHIECKUH THUIT JIBHKEHHUS JETaeT
1X MapKepaM¥ aTOHAJIbHOCTH.

Pa3znen A’ Bo3BpamaeTcs ¢ BBIACICHHEM €S, HO (UTY-
parys B MapTHH JIEBOH PYKH 3/I€Ch OTCYTCTBYeT. Best uacTsb
3aKaHYMBACTCS MTPOBEACHUEM PAKOX0/la B TPAHCIIO3ULIUH
Ha Maiyto ceKyHny (R,), 9To BBIABISET OPraHU3aUIO
CTPYKTYPBI 3TOH 4aCTH KaK 3BYKOBBICOTHOT'O MTAJIMH/IPOMA.
(Ouenp moxoxxuM criocobom ['ybalimyniHa 3aBepmiact u
nocaeaHui 3o u3 [laru 31I010B, 0 Y€M MOMAET pedb
To3XKe).

B Tpemveii uvacmu ncnonb3yeTcs TOT ke psill, 4TO U B
nepBoid. ['ybaiigymiHa TIOCTETICHHO BBOJMT 3BYKH OCHOB-
HOTO BHJAa B TPaHCNO3MIHMM Ha Manyro cekynuy (P))
MOCPEACTBOM PUTMHUYECKOTO OCTHHATO. B Havane gactu
OCTHHATO COAEPXKUT TOJIBKO TPH 3BYKA: CiS KOHTPOKTABHI,
d KOHTPOKTABHL, U ¢ MaJoW OKTaBbl. B Takre 6 (. 1)
BBOJIATCS IISITh HOBBIX 3BYKOB: aKKOPJI, COZIEPIKAIIUH fis, g
U @, ¥ HUCXOASIIAs XpoMaTHieckast (purypa, ABHKyIascs
OT e MaJIoil OKTaBblI /10 es Oonbnoi. [Tociaennue yersipe
3BYKOBBIC BBICOTBI CEPHHU BBOASATCS B TakTe 9.
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[TocrenenHoe BBEACHNE IBEHA/IIATH 3BYKOB Ha ITPOTSI-
KEHUHU JABEHAJATH TAKTOB CBUJICTEILCTBYET O TOM, YTO
Jutst ['yOaiiiyTiHOM JIBeHAILIATUTOHOBBIN METOZ HE acco-
LIUUPOBAJICA ¢ HEOOXOMUMOCTHIO M30eraTh BBIACICHUS
OTACJIbHBIX 3BYKOB. DTO KBAa3M-OCTHUHATO B HayaJje TpeTBeﬁ
YaCTH SICHO OYEPUNBACT TNy Cis — € KaK HEHTPAIBHYIO.
Takum sxe 00pa3oM U es BO BTOPOH YaCTH CO3/1aET, HECMO-
Tpsl Ha U3MEHSIONIMECs BU/BI PsiJia B aKKOMIIAHEMEHTE,
MPELEACHT LEHTPATN3ALMI — TOTO, YTO JABCHAIATHTOHO-
Basi My3bIKa, HAITMCAHHAS 110 KaHOHAM, OOBIYHO H30eraer.

Ilepsas uacmu IPOSIBIISICT OYEHb MaJIO CBOMCTB CEpHIi-
HOM CTPYKTYpbI. DTa 4acTh HallMCaHa B CBOOOIHOM cOHAT-
Hoit popme. OHA MOCTPOCHA Ha CBOOOIHO-aTOHATBHBIX
MOTHUBAX, KOTOPBIE TIOJIBEPTAOTCSI TAKMM e TpaHchopma-
IHSIM, KaK M JIBEHAA[aTHTOHOBBIC psiibl. OJTHAKO 9Ta YacTh
XapaKTepu3yeTcsl Takxke NMPUEMAMM LEHTPaIU3aLnu:
YaCTBIMU OCTHHATO M IMATOHNYECKUMU 000pOTaMHU 3BYKO-
BBIX BBICOT.

ITameouit 3mi100 u3 «Ilamu 3mi0006» NEMOHCTPUPYET
Hambolee CTporoe ynorpedieHne CepuitHON TeXHUKHU B
my3bike ['y0Oaiimynmunoi (mpumep Ne 2 mokasbiBaeT pa3Bép-
TBIBAaHHE Ps/Ia HA IPOTSDKCHUH IIATH HAYAJIbHBIX TAaKTOB).
31ech TONBKO OJMH PsiJi KOHTPOJIMPYET BCIO 4acTh, U
OCHOBHOM My3BIKaJIbHBIN MaTepuas Mpon3BeaEH U3 3TOTO
pana.

KonTtpabac oTKpbIBaeT 4acTh HEPBBIM IPOBEICHUEM
psana — P.. [Taptus konTpabaca MpenCcTaBIAeT UPKYIIs-
M0 PA3IMYHBIX BUIOB 3TOTO Psiia YETBEPTHEIMI HOTAMU
B JIMHUM «Omy>xaaromiero 6acay. Kaxmoe HOBoe mpoBee-
HHE psifa B 0acy HauMHAeTCs Ha ITONTOHA HIDKe (WM Ha
OJMHHA/LATh MOJYTOHOB BBIIIE), YeM MOCIETHUN 3BYK
MpeIbIAYIIETro psifa (3TH HadalbHbIC 3BYKH BBIACICHBI B
npumepe Ne 2). B oTnuume oT MCMONB30BaHUS psia B
doprenuaHHoil coHare, JUIsl CO3JaHHUsI OCTUHATO WIIN
JPYTUX 3BY9HOCTEH, Ha KOTOPBIE HY)KHO 00paTHTh BHUMA-
HHUE, 3/1eCh, B «IIATH 3TrH0AaX)» PSIJI NCTIOIB30BAH JUIS TOTO,
4TOOBI JE30pUEHTHUPOBATH ciymarens. [locTosHHOE
JIBIDKEHUE YETBEPTSIMHU — HECMOTPS Ha 4acTO CMEHSIIO-
IIUIACS METP ¥ M3BICKAHHBIE PUTMBI B TTAPTHN ap(bl — B
COCIMHEHUHU C KaXYLIMMCS TPOU3BOJIBHBIM BBIOOPOM
BHUJIOB psAia TAET CITYIIATEIIO0 CIHIIKOM MaJIO OPHEHTHPOB
JUIA cIyXa.

Korza apda Betynaet B TakTe 5, My3bIKaJIbHBINA MaTe-
pyas Mpou3BOANTCA U3 R . DTO BCTYIUIEHHE 3BYYHT OIHO-
BPEMEHHO C BCTYIUICHHEM KOHTpabaca, KOTOPBIi HaYnHaeT
CBO# BTOpO# Mo c4éty psan B Buze Rl . [lBa B3aumoo0yc-
JIOBJICHHBIX BU/Ia Psi/ia UMEIOT J1Ba OOIIMX 3ByKa — g U Cis,
410 co3maet 3pdEeKT SAUHCTBA IBYX HMAPTUil (HAIOKECHHE
BBIJICTICHO B TipumMepe No 2).

ITpumep Ne 2 Hanoxenue psanos B Otroge Ne 5
T.5
R10
.____+agma: G 6 o
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Bropo#i psan B maptuu appel — P, — HaunHaercs B
TakTe 9. JIoCTaTOYHO MHTEPECHO 3[ECh IPEACTABICHO
COCIUHCHUE MCIKIY ABYMS psAlaMU. KakuB COCANMHCHUAX
B MapTuu KOHTpa6aca, OIMMCAaHHBIX BBIIIC, B JJAHHOM
cioydyae JBa BHJA pANa COCAUHEHBI IOJYTOHOM.
['yGaiayniHa MCKIIFOUMITA OJIHY HOTY M3 psina R B coenu-
HEHUHM [IBYX PAIOB: R, JODKEH 3aKOHYMTECS 3BYKOBBIMU
BeIcOTamu 5, 3, 11, 10; panx P | maummaercs ¢ 11, 0, 4, 6.
3ByKOBas BbICOTA |1 CIy’HT «IIOBOPOTHBIM 3BYKOM» B
JaHHOM (pparMeHTe, JUI Yero MPHILIOCH MOKEPTBOBATh
3ByKOBOM BbICOTOM 10 B mepBoM psiay.

Komrer 3T0# 9acTu mpencTaBisieT 0COOBIi HHTEpecC.
B mmdpe 7 maprm6a BeTymaet ¢ BbIICpyKaHHOH HOTOH as.
Konrpabac Haunnaet psn R, HO HCIIONHUB TOJIBKO TPH
3ByKa M3 HEro, 3aMoJkaeT. Mapumoba rmpogopkaeT urpathb
CBOIO JIMHHUIO, 00pa30BaHHyIo U3 3ByKOB psna R.. Otor psn
Ha MOJITOHA HIDKE Psijia, KOTOPBIN Hayal urpath KOHTpabdac,
M 3TO PaKOXOJl caMoro nepeoro psna (P,) oTkpeiBarouiero
9acTh, U3 MAPTHU KOHTpabaca.

Kanumama I'voainoynunon «Houv 6 Memghucey» nipen-
CTaBJISIET BBICIIIEE TOCTHKEHNUE €€ cCepuitHON TeXHUKH. OHa
6bu1a Harmcana B 1968-M u BuepBble ncnoiaHera B 1971-m.
[To3xe oHa OBITa HECKONBKO pa3 mepepadoTaHa, M HOBAs
Bepcus npo3Bydana B 1988 romy. B Tperwit pa3 aBrop mepe-
nenana maptutypy B 1992 roxmy, u 3Ta, emé 6omee HOBas
BepcHs, OblIa UCIOJHEHa Toraa jke’. TeKCT comepiKHuT
PYCCKHE TIepeBO/bI IPEBHUX ETHIIETCKUX CKa3aHMH.

Pan, Ha KOTOpOM MOCTPOEHO ATO NMPOU3BEIECHUE,
JIOBOJILHO OpJIMHAPHBIHM, OJJHAKO TO, uTO ['yOaiaynuHa
JIeJTaeT C HUM, BecbMa HeoObIYHO. UTOOBI OIYYNTH HOBBIE
BUJIBI ATOTO psijia, ['yOaiiaynuHa nonaraercst He TOJILKO Ha
TpaaulIMOHHBIC IBECHAAIATUTOHOBLIC TpaHC(I)OpMaLlI/II/I, HO
TaK)XC U Ha pOTalHIo. Texuauku poranuu, uCrojab3yeMbIC
['yOaiimynuHoil, OTINYHBI OT TE€X, KOTOpPBIe MPUMEHIII
Kmenex [2] n ocBowst CTpaBUHCKWH (KaKk OMHCAHO y
tpayca [6]). ['ybaitmynnHa ncmoms3yeT 6oiee mpocTyio
crpareruto. Harmpumep, 9To0bI HOMYYUTh BUJIBI PAIOB JUIS
IIECTON YacTH KaHTATbhI, OHA UCIIONbB3YEeT HAuYaJIbHBIN PsIIT
BCel KaHTaTsl — P, mepenmuchIBacT ero B 00pameHnu u B
TPAHCTIO3UIMH TaK, 9To0bI momyuuTh I, . [Tocie sToro
TOCIIEIHAH 3BYK psfia || | mepecTapiseTcs B Ha9aso, ¥ TaK
MOJy4yaeTcst HOBBIA psijl. ['ekcaxopasl B HOBOM psiiy
NPHHAUICKAT APYTUM FPYIIIaM 3BYKOBBIX BBICOT, HEXKENN
TE, YTO HAXOAATCS B M3HAYAJIBHOM psijie, 1a U COCTaB
MOATPYII CUJIBHO pa3iudaeTcs MeX1y W3HaYaJbHBIM U
HOBBIM psiiamu (ipumep Ne 3 WILTIOCTpUPYET 3Ty Mpolie-

Aypy)-

IIpumep Ne 3 Poranus kak cpenctso,
TeHEepUpYyIoLIce
HOBBI 3BYKOBBICOTHBIH MaTepuan
Pg: B97 2605ted31 =primeform of rowin mwt. |
1no: t9e 406187235
519e 40618723 = prime form of row in mvt. V1
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[Tono6Hast poTanioHHast TEXHIKA I0BEJICHA 10 COBEP-
HIeHCTBa B ecToi yacti KanTarsl. JlaHHas 4acTh OTKpPbI-
BAeTCs 3By4YaHUEM CTPYHHOH I'pyMIIbl, pa3aenéHHON Ha
JIBEHALATh MapTUH, TAE€ Ka)XAbli MHCTPYMEHT UIPaAEcT
OJIMH 3BYK u3 psjaa (mpumep Ne 4 mokasbIBaeT puTMHYE-
CKYIO PEAYKIHIO Ha4aJla IIECTON YacTH).

OTcunThIBasi BEPTHKAIBGHO BHU3, OT TIEPBOH CKPHUIIKH
JI0 TPETBETO alIbTa, MoJIydaeM cienyromui psaa: 5, 10, 9,
11,4,0,6,1,8,7,2,3. Bce 5Tu 3ByKH HaxoATCsl B OAHOM
OKTaBe: OT f epBOi OKTaBhI /10 fis BTOpOW. JlaHHBIH psint
pa3BopayMBaeTCsl B BUAE MEIOINU Ha MPOTsbKeHuu 11-Tu
TaKTOB, B TOM e TOPSIKE, B KAKOM OH IIPO3BYUall B OKTaBe
B TakTe 1. Hampumep, BTopoii 3BYK Y IepBOIl CKPUTIKH —
10, Tpetuii 3Byk — 9 u Tak nanee.

Hpumep Ne 4 «Houb B Memduce», VI u.
Viedin I-1 ')'" == = L ——l
oi—=—fo .
'/) / { /| A o ~ /
Vielin 1-2 éz e ta L =y
Yoo ¥ }
; T a ——— — it oL
Violin 1-3 ?1 o = = :#, i M O = = = =
A ,_- P i o : y y.
{ N VS A V. 7 ;
i Z / SN2 A )| o A A s
il 15 |{gES = g pava el
L2 7 VR
/ 4 ’

fircy

s
N

Vialin 11-1 e

Vialn 112 [i{ey
O

Vialm 11-3

Violm 11-4

b

7
e

Viola 3 2

['y6aiinyauHa HarMcaa JUIIb HECKOJIBKO COOCTBEHHO
CepUIHBIX KOMIIO3UIMI, HO B €€ MOCIIeAYIOIUX POU3-
BEJICHUAX MPOAODKAIOT HCIONIb30BAaThCAd HEKOTOPHIE
AIIEMEHTHI CepUiTHON TeXHUKH. « ToKkaTa-TpoHKaTay Oblia
Hanucana B 1971 romy, BCkope mocie TOro, Kak
I'y6aiimyniHa O0TKa3anack OT cepuanm3ma. TeM He MeHee,
Ha4aJio 3TOTO IMPOU3BEACHHS MPEICTABISIET ABCHAAIATH-
TOHOBBIN psiA. Marepuan B TakTe 3 HallOMHHAET MO00-
HBIH pAAfl, HO CEpUIHBII XapaKkTep BbIAECPKHUBACTCS TOIBKO
10 10-ro 3ByKa, mOCiI€ 4ero cieayeT HOBTOPEHUE 3BYKOB.
OTOT psAA HE COOTHOCHUTCS C HadalbHBIM psanoM. Jlanee B
MPOU3BEACHUN MOXHO OOHAPYKUTh MaTepuall, CXOXKHUH ¢
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M3HAYaJIBHBIM PSJIOM, HO OH TOJyYeH HE B pe3yJbrare
TPaHCHO3ULUY MM OOpaIleHNs] Ha4albHOTO psijia.

Wzyuenne cepuitnoit Mmy3biku [yOaiinynunoi mpen-
CTaBIIsIET BaJKHBIH I1ar B HAIIPABICHUH TOHUMAHUSI 3BOJIIO-
UK e€ Mo/IX0/a K 3BYKOBBICOTHOMY Marepuaiy. Camble
paHHHUE TIPOM3BENICHHS aBTOpa OBLTH HAIMMCAHBI B CBOOOI-
HOI aTOHAJIBLHOCTH M COJEPXKaJi HEKOTOphle HaMEKH Ha
TOHAJIBLHOCTH. EE BeTpeua ¢ cepuifHOCTBIO TIPHBHECIHA B
HEKOTOPOM CMBICIIE olTylieHne cBo0oasl. HecmoTps Ha
TO, 4TO CEPUIHHOCTB NPECTABISIET CUCTEMY, OCHOBAHHYIO
Ha CTPOTOM TOpsiiKe, oHa nana ['yoalaymiuHo u e€ coBpe-
MEHHUKaM «OpYXXHE MY3BIKAJIHOTO COMpPOTHBIICHUS
BJIACTH», @ TAKK€ METOJ, MPU IOMOIIM KOTOPOTO OHA
CMOIJIa BEPHYTh ce0e MPOIILIOe, OTHATOE Y HeE CAaHKIUIMU
roCy/apcTBa MPOTHB aBaHTAPA.

Bckope nocie otkasa ot cepuanuima ['ydaiiaynuna
BMecte ¢ Bukrtopom CycnmabiM u BsgeciaBom
ApTEMOBBIM OpraHu30Balia aHcamOIIb « ACTpesi», KOTOPBIi
MMITPOBH3MPOBAJ HA PA3IHIHBIX HAPOAHBIX MY3bIKAIBHBIX
MHCTpyMeHTaX. Bo3HnkHyB B HepopMmasibHOM oOCcTaHOBKE,
Ha KBapTupe y ApTéMOBA, 3TOT aHCaMOJIb BCKOpPE CTall
HOCTOSIHHBIM. [ pynna koHuepruposaia no Poccuu, BeicTy-
Tast Kak B KOHLEPTHBIX 3aJIaX, TaK M B JUKA30BBIX KIIy0ax,
U iproOpena 6OIBII0E YUCIIO IK30THIECKUX HHCTPYMEH-
ToB [3, c. 119-123].

Bo MHOrHEX cMBICIax, 3Ta CMEHA MAPaANTMbI IPUBETA
I'yGaiinynuHy K MOJHON MPOTHUBOIIOIOKHOCTH CEPUITHO-
ctu. OHa mepenuia OT TOTAILHOTO MOPSIKa K MUHUMAIb-
HOMY, WJIX K IOJTHOMY OTCYTCTBUIO TAKOBOTI'O.

«Touku, nunuu u 3uz3azuy NPECTABILIET, TOKATYH,
caMblil ApKUI IpUMeEp €€ UMIIPOBU3ALIMOHHBIX yCTpeMJIe-
Huii. [lponsBenenune, HanmcanHoe Jis Oac-KiIapHeTa U
(oprenuaHo, MOYTH MOTHOCTHIO HEONPEAEIEHHO METPH-
YEeCKH, TaK KaK B HEM OTCYTCTBYIOT YKa3aHHs pa3Mmepa.
EnuHCTBEHHBIE yKa3aHUS pa3Mepa AaHbl ONMKe K KOHILY
MpOU3BENCHUs, B mapTuu Oac-kimapHera (1. 22).
I'yOaligynnHa MCHONB3yeT may3bl MIECTH Pa3INIHBIX
ZlHI/ITCHI:HOCTCﬁ, HO 3TU MJIUTCIIBHOCTH TAaKKE HCOIPEC-
71EHHBL. OHY NI OTIIMYAIOTCS IPYT OT JPyra Kak JAIHH-
HbIe U KopoTKue. [lapTutypa ompexnenser HEKOTOpHIE
3BYKOBBIE BBICOTBI, HO B OOJIBIIMHCTBE CIIy9acB OHU U3Me-
HSIOTCS, BBOASTCSI U MOKUIAIOTCS TIPU TIOMOIIH Tpeneit
WM IIUCCAHO, YTO JeTaeT UX HeonpeaenéHusiMu. bonee
TOrO, B MAapTUType JAHO yKa3aHHE HCIOTHUTENIO Ha
Oac-KJapHeTe CHUICTh 3a POsJIeM M JIep)KaTh HaXKaToH
MIPaBYIO MEAANB C TeM, YTOOBI BO3HUKAT PE3OHAHC MEKILY
CTpyHaMH | 3ByKaMH Oac-KiapHeTa.

B Oonee mo3gHMX NPOM3BENCHUSAX, TAKHX, Kak
Crpynnoe tpuo (1988) u BTopoii cTpyHHBIN KBapTeT
(1987-88), I'ybaiiaynHa MOIHOCTHIO MOAPHIBACT OCHOBBI
3BYKOBBICOTHOCTH, COUMHASA KOMITIO3UIIUU, ITOCTPOCHHBIC
HAa O/IHOM 3BYKOBOH BBICOTE, TAHYIIEHCSA HECKOIBKO MUHYT
TOJIHKO JIMIITb C I3MEHEHUSIMH B TEMOpE U pUTMe, He00XO0-
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JUMBIMU Ui pasHooOpasus. Hampumep, eé Bropoii
CrpyHHBIH KBapTeT, BIEpBble HCIOIHEHHBbII KBapTeTom
Cubenmyca B 1987 roxmy, mpeacrasisier o0paser; IMEHHO
TaKoro 00paIIeHus CO 3ByKOBBICOTHOCTEIO. [Ipon3Beienue
HAuUMHAETCA C MapTHH BTOPOM CKPUIIKH, HCIIOIHSIOMIEH
JIONTO€, BBIJIEP:)KAaHHOE g MEPBOM OKTaBbl. Jlajee BHOIOH-
Yellb BCTYINACT C TEM JKE€ 3BYKOM, UTpasi €ro OOBIYHBIM
crocoboM M y mozacTaBku. Beren 3a oTuMm M mepsas
CKpPHUIIKAa BCTYIIAET HA TOM K€ 3BYKE M HCIOJNb3yeT TaKHe
’Ke U3MEHEHHUS B 3ByKOU3BJIeUeHUH. EANHCTBEHHOE Pa3HO-
oOpasue B IIepBOH 4acTH CBA3AHO C M3MEHEHHEM TeMOpa
y BHOJIOHYENH, NEPBOM CKPUIIKH, U MO3XKe, anpTa. Ha

HPOTSHKEHUN TOJyTOpa MUHYT BCE, YTO MBI CIIBIIIAM, —
9TO g MEPBON OKTaBBI.

B nanHoOl cTaThe MOKA3aHO, KaK W, OTYACTH, HOUEMY
['y6aiirymiHa ncnonb3oBana CepUiHYIO TEXHUKY B CBOMX
paHHMX cOYMHEHHAX. HaMeTHB HEKOTOpbIe HaNpaBICHUS
HCCIeJOBAaHUH B 00J1aCTH 3BYKOBBICOTHOI OpraHM3aIiy eé
MY3BIKH, aBTOP BBIpa)KaeT HaJeKIy Ha TO, YTO CMOT
BBI3BATh HHTEPEC K JATbHEHIIINM UCCIIEJOBAHUSIM MY3bIKI
3TOr0 KOMITO3UTOPA, KOTOpasi, HECMOTPSI Ha OOJBIIYIO
HOMYJIAPHOCTD B KOHIIEPTHBIX 3aJIax, elIE HE N3y4eHa TaK
DTyOOKO U TIIATENIbHO, KAK OHA TOTO 3aCITy)KUBACT.

ITPUMEYAHUA

' M. Kyprtir [M. Kurtz)] moapo6HO 00BSICHSET MO3IHEE YCBOCHHE
JTAHHOW TEXHHWKH U MPUYMHBI OTKa3a OT Heé [3].

2 1. Koii6eiicuu [I. Cojbasic] npencraBmia BceoObeMITIOIIHIT aHa-
M3 ITOTO HPOU3BENCHUS U MPEMIOXKUIA PACUET 3BYKOBBICOTHOTO
cozieprKaHus 0 METOIy TeopHH MHOecTB. OHa He yIIOMHHAET CepHii-
HYIO OpraHH3aluIo, HO HEKOTOPbIE U3 e€ aHAIN30B IIPeUIaraloT Halu-
YHe CepUMHBIX TEXHUK [1].

3 AHITIOSI3BIYHAS NIMOMA gesfure O3HA4acT MHOTO BeIIeil cpasy:
9TO H HEYTO, I10 MacIITady COOTBETCTBYyIomee (pase MM MOTHBY, HO
TaKoKe U XyJOXKSCTBEHHBINH MPHEM, CyObeKTHBHOE HAYaIo, BhIpaKalo-
Iee IPUCYTCTBHE aBTOPA, aBTOPCKUI JKECT, IIOAXOJ, PEIICHIEe, HHTCH-
must. [lepeBoquHK HpeaaraeT He MEPEBONUTH ITOT TEPMHH U BOCIIPH-
HHIMATb €T0 B KOHTEKCTe MPHBEAEHHOTO 3[eCh OCTCHCHBHOTO OIIpesie-
nenust. (IIpumeu. nepeoouuxa,).

4 31eCh UCMONB3yeTCs CHCTEMA (PUKCHPOBAHHOTO HOJISL B 0003Ha-
YEHHU 3BYKOBBIX BEICOT, TZI€ 3BYK ¢ BCETAa IPEACTABIICT HOMb. Bl
psinoB 0003HAYEHEI IO NEPBOMY 3BYKY psia, a He IO KaKoMy-THOO
BPEMEHHOMY HJIU CTPYKTYpHOMY HpH3HaKy. Pakoxon onpeznernsercs mo
HEpBOMY 3BYKY psifia Wi ero obpamenusi. Hampumep, R, sBnsercs
pakoxozmoMm P6.

’ B maHHOIT CTaThe MPUMEHSCTCST OYCHb TOYHAS M XOPOILIO paspa-
GoranHas TepMmuHonorus Teopun Anana ®opra. B pycckux mepeso-
Iax paHee MPUMCHSINCH PA3IUYHbIC DKBHBAJICHTHI aMEPHKAHCKHX

TepmuHOB. Tak, Hanpumep, HOpuii HukonaeBnd Xoomnos mpeaiosKut
NIePEeBONUTH Sef KaK psii. B TakoMm mepeBoie COXpaHSAETCS pasMep
CIIOBA U €TO 3BydYaHHE He HapylIaeT CJIOora PyCCKOW HaydHOH JIuTepa-
Typsl. OfHAKO aBTOPY HPEACTABILIETCS, YTO B TEPMHUHE Sef, KaK B €r0
MaTeMaTH4eCKOM OpHIHMHANE, TaK U B My3BIKaIbHO-TEOPETUUCCKOH
aJlanTalyy, CyIIHOCTHOM XapaKTePUCTHKOH SBISETCS OTCYTCTBHE
mo6oro nopsaka. ['maBHoe HoBoBBeneHue dopra u br66uTa 3aKmova-
€TCsl HMEHHO B TOM, YTO OHH OTOILIH OT HCIIONB30BAHHS KATETOPHU
psn (aHri. row, HeM. Reihe) n nepenuin k 6onee abCTPaKTHOM KaTero-
pHH HEYIOPSI0YEHHOTO MHOKecTBa (unordered set). Tloatomy mpa-
BUIIbHEE OBLIO OBl IIEPEBOAUTH CIIOBO Sef KaK MHOXKECTBO, KaK 9TO U
MIPUHATO B MATEMaTHYECKON TEPMHHOJIOTUH Ha PYCCKOM s3bIke. CI0BO
pitch BecbMa HIMOMATHYHO, HO €T0 MOXKHO IIEPEBECTH KaK 3ByKOBBICO-
Ta, a B KaUeCcTBe MPHIAraTeIbHOTO — 3BYKOBLICOTHBIH. Tepmun pitch
class 03HauaeT KIacc 3BYKOBLICOT WM 3BYKOBBICOTHBII Kiacc, pifch
class set, COOTBETCTBEHHO, MHOXKECTBO 3BYKOBBICOTHBIX KIJIACCOB.
(IIpumeu. nepesoouuxay).

© 910 — emeé ONH TEPMUH aMEPHKAHCKOW TEOPHH MY3bIKH, TOY-
HBIH ¥ 2JIeTaHTHBIN B cBOEM JlakoHu3Me. Hanpumep, Tpucran-akkop
(Masblif yMEHBIIEHHBIH) H JOMHHAHTCENTAKKOPA SBILIOTCS HHBEPCH-
OHAJILHO CUMMETPUYHBIMU. ([Ipumeu. nepesodyuka).

7 ABTOpy HeW3BeCcTHa IIyOMHA mepepaOoTku. JlaHHBIN aHamu3
OCHOBBIBACTCS HA CaMOM IOCTIeAHEH BEpCHHL.
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The name Sofia Gubaidulina is typically not
associated with serial music, but she experimented with
the technique early in her career and never returned to
it. This article examines three of her serial works. The
first part situates Gubaidulina’s serial music in the
context of the Soviet avant-garde of the 1960s. The
second part examines her use of serial techniques in
specific works: her piano sonata, five etudes for harp,
percussion and double bass, the cantata A night in
Memphis, and the Toccata-troncata for piano. The final
part of the article examines how her treatment of pitch
material evolved in the wake of her experiments with
serialism.

eter Schmelz (2005) chronicles the arrival of
Pserialism in the Soviet Union beginning in the

mid-1950s. Of the avant-garde techniques that
poured into the Soviet Union, serialism was quickly
adopted by many young composers, including Andrei
Volkonsky, Edison Denisov, and Alfred Schnittke.
Volkonsky, generally credited as the first Soviet serial
composer, admits that he actually misunderstood the
twelve-tone technique.! His misunderstanding led to a
uniquely Soviet approach to serialism that was propagated
among others in his circle, including Gubaidulina. Schmelz
interviewed Volkonsky about his approach to serialism in
his first serial work, Musica Stricta (1956):

I decided that I didn’t understand [twelve-tone]
techniques very well. I understood [them] in principle. But
there [in Musica Stricta] 1 did everything incorrectly. And
it’s good that I did it incorrectly. Because there are octaves,
for example, which Schoenberg forbade, and there are also
triads, which he also forbade. But I simply didn’t know
that; I thought that I had written a twelve-tone composition.
And it’s true that [those technique] exist in places [in the
piece]. But I named it Musica Stricta because of the strict
techniques, although I used them entirely according to my
own manner” (Schmelz 2005;171).

That Volkonsky misunderstood and to some extent
propagated his misunderstandings through his works
suggests that the earliest approaches to serialism in the
Soviet Union were indeed unique.

In contrast to canonical “Schoenbergian” serialism,
where a single row and its transformations govern an entire
composition, Soviet serialism initially used a variety of
independent rows in the same composition. This approach
was called “the technique of rows” by the Russian theorist
Yuri Kholopov. Kholopov described the “technique of
series,” which uses an ordered collection of fewer than 12
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notes. Kholopov also posited the notion of “twelve-
toneness” for atonal music in general that was not strictly
twelve-tone or serial (Schmelz 2004; 324-326).
Occasionally, rows were used to contrast more stable,
typically tonal material. This is the case in much of
Shostakovich’s serial music (Schmelz 2004). Here, the row
is more like a symbol of atonality, which then “resolved”
to tonality. Finally, there was, of course, Schoenbergian
serialism, called “dodecaphony.”

Gubaidulina was one of the last of her generation to
experiment with serialism — her first serial works came
some ten years after Volkonsy’s initial attempts — and she
produced only a few works that used the technique. For
Gubaidulina, serialism was not an aesthetic, but rather a
technique to be mastered, like sixteenth-century
counterpoint or fugue. It was part of the past that she and
other composers of her generation felt that they were
denied. Gubaidulina referred to herself several times as a
“filter:” one who absorbs the techniques around her and
keeps only that which is valuable to her. She argued that it
was not our job to create new techniques, but rather to find
new ways of using old techniques.? Once she mastered a
technique, she quickly abandoned it, retaining only those
aspects of it that were useful to her. Her earliest attempts
at serial music appear in the sonata for piano (1965) and
the five etudes for harp, percussion, and double bass
(1965). The cantata 4 night in Memphis (1968) represents
her most thorough exploration of the technique. Remnants
of serialism can be found in some of her works of the early
1970s. In this article, I will examine her piano sonata, the
fifth of the five etudes, and selections from A night in
Memphis. 1 conclude by looking briefly at a work from the
early 1970s that is not serial per se, but shows residue of
the technique.

The piano sonata represents her first attempts to
grapple with the technique. It is also one of her last pieces
to employ fairly traditional formal structures.®* Some
“compartments” of the form are filled with fairly diatonic
or freely atonal pitch material; others feature fairly liberal
use of the twelve-tone method. For the purposes of this
article, I am going to discuss the movements out of order,
beginning with the second movement (the most
straightforwardly serial), proceeding to the third movement
and then concluding with the first movement, which is the
least serial of the three.

The second movement provides a clear introduction to
Gubaidulina’s serial techniques. The musical material is
largely gestural, almost recitative-like. The form is best
described as A B cadenza A’. The movement begins with
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a C#-minor triad in the bass that is tied over from the first
movement. The second chord of the movement, marked
with a fermata introduces the first five notes of the row.*
The remaining seven notes are presented in m. 3 and
sustained through m. 4. Measure 5 contains a statement of
RI,, which is sustained into m. 6.

In m. 7, there is another 11-note gesture in the left hand
and a sustained E-flat in the right hand. The material in this
measure is generated by the I, form of the row. This E-flat
is the principal pitch class of this row form and it is the only
pitch class not included in the 11-note gesture. Gubaidulina
repeats the E-flat in the right hand over two subsequent
gestures. Both of these gestures include the E-flat,
“doubling” it in the lower register, and neither of the row
forms features E-flat as the primary (first) pitch class.
Clearly, Gubaidulina finds the repetition or emphasis of a
particular pitch class unproblematic, contrary to what many
people hold as a fundamental aspect of the serial aesthetic.
Her nonchalance may be a result of the “misreading” of
serialism by Volkonsky, or it may simply be Gubaidulina’s
appropriating the fundamentals of serialism for her own
purposes.

Example 1. E-flat as a pitch center;

Piano sonata, mvt. III, m. 10
Gb
F

FD  — '

Eb l '

O ——
B e—
A

After four measures of repetition, the E-flat continues
to be prominent and it is elaborated by neighboring tones
that result from the I, form of the row. Example 1 shows a
graphic representation of the symmetrical pitch
arrangement in m. 10. This symmetry helps establish E-flat
as a pitch center for the passage. The E-flat creates an
inversional axis around which D and F-flat are balanced.
The F natural on beat two acts as a neighbor note,
embellishing the E-flat. The quarter-note chord on the
second beat is not exactly inversionally balanced, but
certainly suggests inversional symmetry.

Serialism is abandoned temporarily at rehearsal cue 4
(m. 20), which Cojbasic (1999) labels as the beginning of
the B section. The E-flat continues to exert its influence,
which wanes substantially over the next ten measures. A
written-out cadenza in m. 30 features a chromatic segment
consisting of F, Gb, and G at the bottom of the bass clef in
tandem with notes plucked inside the piano. The excessive
repetition of these three pitches emphasizes them, against
the spirit of serial organization; their extremely chromatic
nature results in their being markers of atonality.
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The A’ section returns with its emphasis on E-flat, but
the left-hand figuration is now absent. The movement ends
with a statement of R, in quarter notes, suggesting a pitch
palindrome that structures the movement. This is not unlike
how she ends the fifth of the five etudes, to be discussed
below.

The third movement uses the same row as the second
movement. Gubaidulina gradually introduces the notes of
P, through a sort of rhythmic ostinato. At the opening of
the movement, the ostinato consists of only three pitches:
C#1, D1, and C2. The opening gesture is characterized by
interval class 1, manifest as a neighbor motion from C#1
to D1 and as a large leap from C#1 to C2. Measure 6
(rehearsal 1) introduces five new pitches: a chord consisting
of F#, G, and A, and a descending chromatic figure that
moves from E3 to E-flat3. The final four pitch classes of
the row are introduced in m. 9.

The gradual introduction of the twelve pitch classes
over roughly ten measures suggest that, for Gubaidulina,
the twelve-tone method is not about avoiding the focus on
a particular pitch. The quasi-ostinato that opens the third
movement clearly asserts the C#-C dyad as central.
Similarly, the prominence of the E-flat in the second
movement, despite the changing row forms underneath it,
creates a centricity which canonical twelve-tone music
typically avoids.

The first movement exhibits very little in the way of
serial structure. The movement is in a loose sonata-allegro
form. There are freely atonal motives that are subjected to
characteristic twelve-tone operators, but the movement
also features two very centric practices: frequent ostinati
and diatonic collections.

The fifth movement of the five etudes is one of the
more strict treatments of serialism in Gubaidulina’s oeuvre.
Example 2 shows the unfolding of the row over the course
of the first five measures. Only one row governs the
movement and most of the musical material in the
movement is derived from this row. The double bass begins
the movement with the first statement of the row, P_. The
double bass simply cycles through various forms of the row
in a quarter-note walking bass line. Each row statement in
the bass part begins one half step lower (or eleven half
steps higher) than the last pitch of the preceding row: these
pitches appear in boldface type in Example 2. In contrast
to her use of the row to create ostinati and other sonorities
that we can latch onto in the piano sonata, here Gubadulina
uses the row to disorient the listener. The consistent
quarter-note rhythm—even in the face of changing time
signatures and the sophisticated rhythms in the harp part—
combined with the seemingly arbitrary choice of row forms
affords the listener little aural traction.

When the harp enters in m. 5, the musical material is
derived from R, . This entrance coincides with the double
bass beginning its second row form, RI, ;. The two related
row forms yield two pitches shared between the parts — G
and C#--which provide an element of unity between the
parts. This overlap is highlighted in Example 2.
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Example 2. Overlapping row forms in etude no. 5
T.5
R10
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The second row form in the harp, P, , begins in m. 9.
Of interest here is the junction between the two row forms.
As with the junctions in the double bass parts, the two row
forms are connected by a semitone. Gubaidulina actually
omits a pitch from R, in her joining of the two rows: R,
would normally end with the pitch classes 5, 3, 11, 10; P |
begins with 11, 0, 4, 6. Pitch class 11 serves as the “pivot
note” between the two row forms at the expense of pitch
class 10 in this passage.

The ending of this movement is of particular interest.
At rehearsal 7, a marimba enters with a sustained A-flat.
The double bass begins a statement of R, but ceases after
only three notes. The marimba continues its melody, which
is composed of the pitch classes of R.. R is one semitone
below the row begun by the double bass, and it is the
retrograde of the very first row statement (P,) presented by
the double bass. The double bass resumes R, seven
measures after rehearsal 7.

Gubaidulina’s cantata A night in Memphis represents
the zenith of her serial writing. The work was written in
1968 and premiered in 1971. It underwent subsequent
revisions and the new version was premiered in 1988. The
piece was revised a third time in 1992 and re-premiered
later that year. The text consists of Russian translations of
ancient Egyptian texts. I do not know the extent of the
revisions: this analysis examines the most recent version.

The row on which this piece is based is fairly
unremarkable; however, Gubaidulina’s treatment of the
row is unusual. To create new row forms in this piece,
Gubaidulina relies not only on the traditional twelve-tone
operators, but she also uses rotation. The rotational
techniques found in these works are not identical to the
ones posited by Krenek (Krenek 1960) and adopted by
Stravinsky (see, for example, Straus 2001); rather,
Gubaidulina uses a simpler strategy. For example, to
generate the row that governs the sixth movement,
Gubaidulina takes the initial row of the entire work, P, and
inverts it and transposes that to yield I, . The last pitch class
of I, 5, is then brought around to the beginning of the
series, producing a new row. The hexachords of the new
row belong to different set classes than the corresponding
hexachords in the original row, and the subset content in
general varies considerably between the original row and
the new row. Example 3 illustrates this procedure.

Example 3. Rotation as a means
of generating new pitch-class material
P8: 97 2605ted431 =primeform of rowin myt. |

1no: t9e 406187235

5t9e 40618723 = prime form of row in mvt. VI
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This rotational technique is taken to the extreme in the
opening of the sixth movement. The sixth movement opens
with the strings divided into twelve parts, and each
instrument has one pitch of the row. Example 4 contains a
durational reduction of the opening of this movement.
Reading vertically from first violin number 1 down to third
viola, therowis 510911406 1 8 72 3. All of the pitches
sound in the same octave, from F4 to F#5. The row unfolds
melodically over the course of the next eleven measures in
the same order as it is stated registrally in m. 1. The second
note in violin I-1 is 10; the third note is 9; etc.

Example 4. A night in Memphis, movement 6
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Gubaidulina only wrote a few strictly serial works, but
her subsequent music still features some elements of serial
procedures. The Toccata-troncata was composed in 1971,
not long after Gubaidulina moved away from serialism.
The opening of the piece features a twelve-tone row. The
material in m. 3 resembles a twelve-tone row, but only ten
notes are stated before repetition sets in. This row is not
related to the initial row. Subsequent musical material
resembles the row that opened the piece, but is not a strict
transposition or inversion of it.

A study of Gubaidulina’s serial music is an important
step to understanding her evolving treatment of pitch
materials. Her earliest works were freely atonal and
contained some vestiges of tonality. Her encounter with
serialism was liberating in a way. Despite being a system
of rigorous order, it provided her (and her contemporaries)
with a form of musical rebellion against the state, as well
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as a method by which she could reclaim the musical past
denied her by the sanctions imposed on the avant-garde.
Not long after abandoning serialism, Gubaidulina
formed the Astraea ensemble with her compatriots Victor
Suslin and Viatcheslav Artyomov. The ensemble
improvised collectively on a variety of folk instruments.
The group began rather informally in Artyomov’s
apartment but eventually evolved into a regular engagement
for its members. The group performed throughout Russia—
in both concert halls and jazz clubs—and acquired
numerous new and exotic instruments (Kurtz; 119-123).
In many ways, this shift took Gubaidulina to the
aesthetic pole that was entirely opposite of serialism: she
moved from total order to little or no order at all. Dots,
lines, and zig-zags, composed in 1976, is perhaps the
clearest example of her improvisational explorations. The
piece, which is scored for bass clarinet and piano, is almost
entirely unmeasured in the sense that there is no time
signature given. The only time signatures in the piece
appear in the bass clarinet part near the end of the piece
beginning at rehearsal number 22. Gubaidulina includes
rests of six different durations, but the durations are not
specified; rather, they range from shortest to longest. The
score specifies some pitches to be played, but in many
cases the pitches are bent or trilled or slid into or out of,
rendering them indeterminate. Furthermore, during the
opening of the piece, the bass clarinetist is instructed to sit

at the piano and depress the sustain pedal, resulting in
sympathetic vibration of the piano strings with the notes
coming from the bass clarinet.

In later works, like the string trio (1988) and the second
string quartet (1987-88), Gubaidulina subverts pitch
altogether, producing works that project a single pitch for
several minutes at a time with only changes in timbre and
rhythm for variety. Her second string quartet, premiered in
1987 by the Sibelius String quartet, offers an example of
this. The movement opens with the second violin playing
a long, sustained G4. The cello interjects with more G4s,
played alternately ordinario and sul ponticello. The first
violin enters, also playing short G4s ordinario and sul
ponticello. The only variety in the opening of the work
comes from the changing timbre of the first violin, cello,
and later viola, and the occasional chromatic neighbor
figure that surrounds G4. For nearly a minute and a half,
the only pitch we hear is G4.

In this article I have shown how and to some extent,
why Gubaidulina employed serial techniques in her early
music. I have sketched some directions for future research
into the pitch organization of her music. I hope to have
stimulated interest into future study of this composer’s
music which, despite its popularity in the concert hall, has
not been studied as thoroughly and as carefully as it
deserves to be.

NOTES

—

! Joseph Straus (1990) suggests that much music in the 20™ century
can be understood as a creative “misreading” of a preexisting work of
art. In the case of many of the composers Straus discusses, the
misreading seems to be a deliberate attempt by the composer to grapple
with his or her artistic heritage. In the case of the Soviet serialists, the
methodology they developed resulted from an unintentional
misunderstanding of serial techniques, despite their conscious effort to
reclaim their romanticized past, as Schmelz (2005, 141) suggests.

2 Kurtz 2007 explains her late adoption of the technique and her
reasons for abandoning it in detail.

3 Cojbasic 1999 includes a comprehensive analysis of the form of
this piece and examines the pitch content in terms of set classes. She
makes no mention of the serial organization, but some of her analyses
suggest serial techniques.

4T am using a fixed-0 system of pitch-class labeling where pc C is
always represented by 0. Row forms are labeled according to the first
pc of the row, not according to any kind of temporal or structural
prominence. Retrogrades are identified by the first pitch of the prime
or inversion form; thus, R, is the retrograde of P.
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