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CO®US TYBAUIY/IMHA. KOJUIEKIIUA

N U1 1N

16
17
18
19
20
21

De profundis pyist 6astHa como (1978) . . . . . . . .. ... ... 11.11
Et exspecto, conarta 1151 6asiHa (1986)

3.09
OO 3.00
ILPresto. . . . o v v v i e e e e e e e e e e e 541
IV e e 3.37
V.Conmoto . . . . . . . e e 1.44
[lects mpentognii u3 uykia ecsaThb Mpenoanii ojas BUOIoHYenu coio (1974)

[.Staccato—Legato . . . . . . . . . . . . e 2.51
IV.Ricochet . . . . .. . . . . . e e 1.02
V. Sul ponticello — ordinario-sultasto. . . . .. ... ... ...... 1.12
VII.Altaco—dapuntadiarco. . . . . .. ... ... ... ... .... 2.47
IX.Pizzicatoarco . . . . . . . . . i i i e e e e e 1.04
X.Senza arco, senza pizzicato . . . . . ... ... ... 2.21
Concordanza pgyist KamepHoro ancamoéns (1971). . . . .. .. ... ... 11.28
Detto II gast BUOJOHYeIM U aHcambmst (1972). . . . . . . . . . .. ... 15.06
Quasi hoquetus nyist boprennaHo, ajapta u garora (1984). . . . . . .. 13.56
Koniiepr s parota M HU3KMUX CTPYHHBIX (1975)

9.55
4.24
1 5.08
IV e e 3.13
/2 4.04
Misterioso ons ceMy ygapHukoB (1977) . . . . . . . . ... ... ... 13.54

Oo6miee Bpems: 120.59
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Opunppux Jiutc, 6asH (1-6)

Anekcannp VBamkuH, guononuens (7-12)

Ancam6ib comctoB ['ocymapcTBeHHOTO AKaieMruecKoro bosbIoro Teatpa
Hupwmxep — Anekcauap Jlazapes (13)

VBaH MOHUTETTHU, BUOJIOHUE/b

KamepHbiit oprecTp PockoHIiepTa

HOuvipmxep — I0puit Hukonaesckuii (14)

Anexcaunp baxunes, popmenuaro (15)

Onbra MHoskuHa, anem (15)

Basepwii IToros, ¢pazom (15, 16-20)

Ancamb6ib conmcToB ['ocymapcTBeHHOTO AKaleMUYecKoro CuMGbOHMYECKOTO
opkectpa CCCP

Ivpuxep - ITéTp MemanmHoB (16-20)

AHCaMO6/1b yIapHbIX MHCTPYMEHTOB ['ocymapcTBEHHOr0 AKageMUueCcKoro
Bosnbmioro Teatpa (21)

3ammcu: 1981 (1), 1989 (2-6), 1990 (7-12, 15), 1982 (13), 1977 (14), 1991 (21) rr.
3sykopeskuccepsl: I0puit Crenbuuk (1), J1. Bo6osa (2-6), [TéTp Konapamm (7-12, 14),
Bagum Wsanos (13), Bragumup Konuos (15), Augpeii Betp (21)



SOFIA GUBAIDULINA. COLLECTION

1 De profundis for bayansolo (1978). . . . . . . . .. ... ... ... .. 11.11
Et exspecto, sonata for bayan (1986)
2 L e e e 3.09
3 P 3.00
4 ILPresto. . . . o v v v i e e e e e e e e e e e 541
5 IV e e e 3.37
6 V.Conmoto . . . . . . . e e 1.44
Six preludes from The Ten preludes for cello solo (1974)
7 [.Staccato—Legato . . . . . . . . . . . . e 2.51
8 IV.Ricochet . . . . .. . . . . . e e 1.02
9 V. Sul ponticello — ordinario-sultasto. . . . . ... ... ....... 1.12
10 VILLAltaco-dapuntadiarco. . . ... ...... ... ..uou.... 2.47
11 IX.Pizzicatoarco . . . . . . v v v v i i i e e e e e e e e e 1.04
12 X.Senzaarco,senza pizzicato . . . . . ... ... ... ... ... 2.21
13 Concordanza for chamber ensemble (1971). . . . ... ... ... ... 11.28
14  Detto II for cello and ensemble (1972). . . . . . . . . ... ... .... 15.06
15 Quasi hoquetus for piano, viola and bassoon (1984) . . . .. ... ... 13.56
Concerto for bassoon and low strings (1975)
16 I e e e e e 9.55
1 1 4.24
18  IIL. . . e e e e e 5.08
19 IV . e e e e e e e e 3.13
20 Ve e e 4.04
21  Misterioso for seven percussionists (1977) . . ... ... ... ... .. 13.54

Total time: 120.59
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Friedrich Lips, bayan (1-6)

Alexander Ivashkin, cello (7-12)

Ensemble of Soloists of the Bolshoi Theatre Orchestra
Conductor — Alexander Lazarev (13)

Ivan Monighetti, cello

Chamber orchestra of Rosconcert

Conductor - Yuri Nikolayevsky (14)

Alexander Bakhchiev, piano (15)

Olga Mnozhina, viola (15)

Valery Popov, bassoon (15, 16-20)

Ensemble of soloists of the USSR State Academic Symphony Orchestra
Conductor - Pyotr Meshchaninov (16-20)

The Bolshoi Theatre percussion ensemble (21)

Recorded in: 1981 (1), 1989 (2-6), 1990 (7-12, 15), 1982 (13), 1977 (14), 1991 (21)
Sound engineers: Yuri Stelnik (1), L. Bobova (2-6), Pyotr Kondrashin (7-12, 14),
Vadim Ivanov (13), Vladimir Koptsov (15), Andrey Vetr (21)



«.. Ee cmuny He npunadnexcum Hu agaHzapousmy,
HU CMpyKmypaausmy ..., HU HEOKAACCUyusmy,
HU MUHUMAAU3MY, HU “HO801I ()OSIbKNOPHOTI 80/IHE”,
HU pempo u “Hoeoil npocmome”, HU HEOPOMAH-
musmy. MHdusudyansHocme ee cmus Jiydule 8ce20
onpedensiemcss uepe3 eceobuiue npedcmasneHus
0 cywHocmu uckyccmea u Ovimue 1enogeueckozo
dyxa».

Banentuna Xonorosa

«f sam Hcenar udmu eawum “HenpasUIbHLIM” Nymem»,— HaIyTCTBOBAJ CTYIEHTKY
Coduro T'ybaigynmuuy IOmutpuii [lloctakoBuu. YpokeHKa ropoma Ymcromnosnb
(Tatapckas ACCP), oHa ¢ mercTBa XXuiaa B KasaHu, roe OKOHUM/IA KOHCEpPBATO-
puio 1o kinaccy poprenuano (y I. M. Korana) n kommosutium (kiaacc A. C. JlemaHa).
[TepeexaB B 1954 romy B MockBy, I'ybaiigynHa MOCTymmIa Ha KOMIIO3UTOPCKMIA
(daxynpreT MOCKOBCKOI KOHCepBaTOpum, obydanach y [0.A. [llarmopuHa, mo3sxe
nepenna K H.W. Tleiiko; B 1963 rogy OKOHUWIA aCOMPAHTYPY N0, PYKOBOACTBOM
B.4. lle6anuua. CaMa OHA HaYMHAET OTCUET KOMITO3UTOPCKOTO ITyTH ¢ 1965 ropa,
oTMeTas 6ojyiee paHHMe counmHeHMs. Ho yke ¢ mepBoii monmoBuHbI 1960-X rofos,
B 9I10XY ellle He 3ar/IOXIIei «oTTerenn», ['ybaiimyanHa 6e30roBOpOYHO MPUMKHYIIA
K «aBaHTapAHOMY» KPbUTy MOJIOABIX KOMIIO3UTOPOB (SAuCOH [leHucoB, AHapeit
BonkoHckuit, Anbdpen IITHUTKe), TBOPUECTBO KOTOPHIX MOPHIBAIO C COLUATUCTU-
YeCKUM pear3MOM U BeI0 K MHOTOJIETHEMY MY3bIKQJIbHOMY IUCCUIEHTCTBY.

U1 monBeka cryctst ['ybaiigynmHa — KeHIIMHA-KOMIIO3UTOD, MOMYUMBIIAsS MUPOBOE
MpU3HAHME, — OCTAETCSI CUMBOJIOM PYCCKOI aKageMuUueCKoii My3bIKaabHOM KyJIbTYPBbI,
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ee IyXOBHOJM ITOMMHAHTbI ¥ CMHTETMYECKOTO eIVHEeHUs] «eBPOMEeiCKOro» 1 «as3mar-
CKOrO». Bolenas B «<XpeHHUKOBCKYIO CeMepKy», OHa IIPOLIIa Yepe3 rofbl 3amMaIun-
BaHUS U BbIiepsKasia elile 60Jiee CypoBOe «MCIbITaHNe [IaCHOCTbIO»; B HAX/IbIHYBIIIe
CB0OOO/Ie MY3bIKa/JIbHOTO U PEIUTMO3HOTO caMoBbIpakeHMsT ['ybaitmynnuna, Kak u mpe-
K1e, He TIPUMKHY/IA HU K OOHOMY M3 Te€UeHMt, COXpPAaHUB BEPHOCTh COOCTBEHHOMY
rosocy («6bITh caMmoit cob60ii» — IMIaBHBIN YPOK, KOTOPOMY OHA HAy4YMsIach y CBOMX
IOYXOBHBIX TipepniecTBeHHUKOB [Imutpus [llocTakoBmya u AHTOHA BeGepHa).

«Bblearnm KoMNO3umopst, KOMopsle Co8epuIeHHO CO3HAMENBHO KOHCMPYUPYIOm 80U NPO-
u3gedeHuss; 51 Je OMHOULYCb K MeM, KOmopble “KyJIbmueupyom” ux, CpasHueas npoyecc
COYUHEHUS! C NPOUECCOM 8bIPAUUBAHUSL, A MY3bIKANLHYIO (POpMY ¢ (popmoli pacmeHus unu
depesa, umerouiezo ceoli KopeHs, CMeoJ, 86emauU U JUCMbs, KOMopble, X0Mb U KAMYMCs
HOBbIMU, NO CYMU, 0CMAIOMCA MPAOUYUOHHBIMU UL CMAPbIMU».

Mo cioBam aBTOpa, HOBOE COUMHEHME SIB/ISIETCS €if 11eI0CTHO, KaK «NpU3pauHslii 38y-
K080ii cmosb, Komopwlii codepxcum 8 cebe MHOMECMB0 Udeli, Menoouti, 2apMoHUl... cée-
mumcs 6CIKUMU Kpackamu». 3a 3TUM ClieyeT TPYAHbII, TOPOi MyYUTETbHBIN MPOo1iecc
TepeBofia «13 TOPU30HTAIM B BepTUKaJIby», TIOMbITKA MAaTepUaIN30BaTh TO UOeab-
HOE, UTO HMKOTZA He MOXeT ObITh BOILIONIEHO. V6O «BCe, umo s nuuty,— 8cezo aullb
nonstmka. /Ins Hac, uenogeveckux cywecms, HUUmMo Hukoz0a He 6ydem 0ocmueHymo makx,
KaxK Mol cebe 3mo npeocmasyisiemy.

W3 apceHanma BbIpa3sUTENbHBIX CPEACTB, OTKPbIThIX XX cronetuem, [yb6aiiny-
JIMHA BbIOpasia COHOPUKY. <«...Il[ymossie ahpexmol, peuesvie M0dycol, Npu3syK Obixa-
HUSL 8 NeHUuu» — 3TU U APYTUE «38yK08ble nposiseHust camoli wu3zuu» (H. llnupuesa),
HeCTaHAApPTHbIE TIPUMEMbBI UTPBl HA CTPYHHBIX, JYXOBbIX M YAAPHBIX BKIIOUEHHI B ee



MY3bIKQJIbHbIN 00MX0[, He pamy sKcrepumMeHTa. ['yOaiimynuHa mpouuia uepes yBie-
YeHMe IMEKTPOHHO! MY3bIKO, B TIOMCKAX UAEaTbHBIX 3BYKOBBIX KOMILIEKCOB pabo-
Taja ¢ JereHpapHeiM cuHTe3aTopoM AHC... Ho 3aTeM BepHYy/Iach K KMBBIM MHCTPY-
MEeHTaM, KaskIIblif 3 KOTOPBIX /IS Hee «MMesl COOCTBEHHYIO Aylny». COuMHeHHas elo
MYy3bIKa — CBOEro poJia OTBET Ha TOTAIbHYI0 OPTraHU3aIMI0 My3bIKaIbHOTO ITPOCTPaH-
CTBa, K KOTOPOIt MPUBEIM UCKaHUS MPOIIIOTO Beka; OHA 1aeT BO3MOKXHOCTb 3aHOBO
PaCCIbIIATh TAPMOHUIO OKPY)KAIOIIMX 3BYKOBBIX IIPAVCTOKOB OBITHSI, OT KOTOPBIX MBI
6e3HafleXXHO YAAIUINCh B HAIJIACTOBAHMSIX «KY/IBTYPHBIX CJIOEBY...

B usgaHuu npencraBieHbl KaMePHO-MHCTPYMEHTA/IbHbIE COUMHeHMs ['yOaiimynHoi
HeOOJIbIIIOT0, Ha ITEPBBIi B3IV, BpeMeHHOro oTpeska (1971-1986). Ho B aTOT epuop,
MMeHHO KaMepHasi My3bIKa CTAaHOBUTCS IIaBHBIM T10JIEM JIJIS1 PACKPBITHS MTOTEHIIMANa,
KOT[Ia ITOJTHOCTBIO 06peTeHHbIN K Hauary 1970-X aBTOPCKMIT rOJIOC AAeT KOMITO3UTOPY
MOIIIHBI/t UMIYJIbC «IBVKEHUSI BHYTPb», K CAMOMCC/IEIOBAHNIO MHTYUTUBHBIX MTOTO-
KOB TBOPYECKOTO CO3HAHMSI.

IMeeca Concordanza («Cornacue») 6pu1a HancaHa B 1971 rogy mo 3akasy mpaxXCKOro
MHCTPYMEHTAJIbHOTO aHcambnsa Musica Viva Pragensis, BO3IJIaBISIEMOTO KOMITO3M-
TOPOM, OGHUM U3 JIMAEPOB UexX0CI0BalKoro aBaHrapaa Mapekom Komenenrom. OHa
HamMcaHa i «OpKecTpa comucToB» (dreitta, ro6oi, KinapHeT, ¢arot, BaaTOpHA,
CKpUIIKA, a/IbT, BUOJOHYEb, KOHTpPabac, yaapHble) MU B 3TOM OTHOLIEHUU TMPOJOI-
JKaeT TpagMLMIO «IMHEeapHOT0» MHCTPYMEHTaIM3Ma, 3aI0KEHHYI0 B Havaie XX Beka
Kamephoii cumdonneit Apnonbaa IlIénGepra. Ho, B oinune oT Gymyliero oCHOBa-
Tensi HOBOBEHCKOI IIKO/BI, HA TOT MOMEHT 3BOJIIOLMOHUPYIOIIETO K «CBOOOIHOIA
aTOHAJIBHOCTW», ['ybaitmynuHa (ITyCTh ¥ BHE TOHATIBHOM CUCTEMbI) CTPEMMUTCS K COIvIa-
CMIO, TADMOHMYHOMY COUYeTaHMIO JIMHUI U TeMOPOB: «B 31mom couuHeHUU ece co38yuus
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npedcmasasiomcs MHe Kak KOHCoHupyouwjue». [IpencTaBUTeNb CTapiiero KOMIIO3uTop-
ckoro mokosenust Cepreit PasopeHOB BbICOKO olieHmn Concordanza Ha o6CYKIeHUN
B Col03€e KOMII03UTOPOB, OTMETUB YMEHMe aBTOpa CO3/1aBaTh «3BYKOBYIO CBETOTEHDY;
OH YJIOBUJI B My3bIKe ['yOaiiIylIMHOM «3ameuamesibHble 386yKOBble KOHMPACMbl, KOMO-
pole 06BeduHeHsl Opamamypeudeckum cmepicHem». Ho yske CKOpo ee couMHeHUS 6ymyT
TI0JTyYaTh TOJIbKO HeraTMBHbIE OT3bIBbI OT «CTAPILMX TOBAPUILEI» ¥ HAZOJITO MCUE3HYT
13 KOHIIEPTHOTO 06MXO0/1a.

Buononuens, garot, 6asiH, yoapHble... UaTepec I'y6aiigynnHOi K 3TUM (M HEKOTO-
PBIM IPYTMM) MHCTPYMEHTAM CBSI3aH C ee 00OCTPEHHBIM BOCIIPUSITMEM TEeMODOB,
KaK IMPaBMJIO, HAXOOAMIMXCS Ha mepudepun TPagUIIMOHHOTO CITYXOBOCIIPUSTHS,
a TO ¥ BOBCE HU3BEIEHHBIX B PAHT «HAPOJHBIX» (TO €CTb «HU3KMX» IS aKaJeMuye-
CKOT'0 MY3bIKaHTa).

«3Haeme, 3a umo s 0610 3mo uydosuuje? 3a mo, Umo oHo JblUUM»,— BOCKIMKHYJIA
T'y6aiimynuHa, BIIEpPBbIE YCIBIIIAB CBOIO COHATY /ISl OasiHa B MCITOMHeHUM Opumpuxa
JIumica. Beigaronuiicss 6astHUCT, TeJaror, My3bIKaHT-TIPOCBETUTENb, JIUIIC 3aCTaBuUI
KOMIIO3UTOPOB U MYOJIMKY II0-HOBOMY PacC/IbIIIATh CBOM MHCTPYMEHT, OTPUHYTD IMTy-
OOKO 3aceBIIMIT MITaMIT «(OJbKIOPHO-YACTYIIEYHOTO aKKOMIITaHEMEeHTa», OOHapy-
SKUB TTYOMHHYIO, OPraHHO-TYXOBYIO IIPUPONY OastHa. «...B mom momenm eii ObLn Hys#eH
Hoeblll memOp, — BcriomuHan @puapux Jiurc.— OHa nouyecmeosana 6 Haulem MajieHsb-
KOM UHCMpyMeHme 8CeleHCKOe 38yuaHue». Yke B TIEpBOM MpOM3BemeHuM sl 6assHa —
De profundis (1978) — I'ybaiimynnHa TpaKTyeT MHCTPYMEHT KaK «HOCUMEb PeNU2U03HO-
cumsonuueckux udeii» (II. JKMBOTOB); 3TO OTHOIIEHME COXPAHUTCS U B JaJbHEHIIEM
(mapTtuTa «CeMb CJIOB» [JISI BUOJIOHYEIN, 6astHa M CTPYHHBIX, coHaTta Et Exspecto, Silenzio
IUTSI OastHa, CKPUITKY M BUOJIOHYE/IV, KOHLIEPT 151 6astHa «I1o/1 3HAKOM CKOPIIMOHA»).



ITbeca De profundis cuMBOMMYECKM pacKpbiBaeT cMbIct 129-To rcanma u3 «IlecHu Boc-
XOXKIeHus» («H3 2nybuHsl 83si8ai0 k mebe, Tocnodu...»), K KOTOPOMY 00paIiaimuch KOM-
TO3UTOPBI pa3HbIX 3M0X. My3bIKajbHOE Pa3BUTHE UJIET M0 CIIUPAIU, TPUKIbI IIPOXOAS
MYTh OT «CMPAdaHus uepe3 MyuumessHoe 80CX0HOeHUe K CUSIHUI O0XeCMBEHHOL MUO0-
cmu» (Y. MUpOHOBa).

Boree c1oskHa CTPYKTypa MacIITaOHOM MSATMIACTHOM coHaThI Et exspecto (1986), mep-
BO€ UCITOJIHEHME KOTOPOIA, o cinoBaM Dpupapuxa Jlurica, COCTOSIIOCh B nogsasie I'He-
CMHCKOTO MHCTUTYTA. Kak 1 B APyrMX counMHeHusIX myis 6asiHa, ['ybaiimynHa MCITONb-
3yeT camble HeOXMIAHHble IpUeMbl 3BYKOM3BIE€UEHMS, 3aCTaBiss MHCTPYMEHT
M3IaBaTh 3BYKM, ONIM3KIE UeJIOBEUeCKOMY IIETOTY, CTOHY, Tuiayy... [loctemuss dpasa
xpuctuanckoro CumBona Bepbl («Oxudas 80CKpeuleHUs: Mepmablx...»), TTOCTYKUBIITAsT
VHLMAIIATOM COHATbI, CBSI3aHa C MOHSTMEM TepepOXIeHNs] — BasKHEMIIUM IS peu-
T'MO3HOTO MBIIIUIEHUS aBTOpa. «...LlenmpansHolli MomeHm BoxcecmeeHHOll aumypauu...:
yMmepems emecme ¢ Xpucmom u 80CKpPeCHYMb, M0 eCmb 0CYUecmsums akm abconomHoti
udenmueguxayuu co cmpadarusmu Xpucmd ... cesizams cebs u Xpucma Hepacmopiumoti
Humoto, ocyujecmsums legato. TepmuH uucmo my3svikanvHblil. Re-ligio — soccmarosneHue
Jueu, legato — soccmanoeieHue c8s13U 3eMHO20 U HebeCH020, MAMepUuanbHozo U Gyx08HOZO.
H 3mo eoccmaroenieHue legato 6 cyujHOCMU S16871€MCsl CMBLCTIOM (POPMbL XYOOHECMBEHHO20
npoussederus». (C. T'ybaiimynuHa).

B 1960-e rompl akTMBHasi KOHIIepTHas JesATelbHOCTh McTuciaBa PocTpomnoBuua
BbI3BaJIa BCIUIECK KOMITO3UTOPCKOTO MHTepeca K BuonoHuenn. Codust I'ybaiimynmHa
He MOIJIa TIPOATM MMUMO 3TOTO MHCTPYMEHTa — C Tpeie/IbHO MIMPOKUM OMara3oHoM,
60raToii MaJMTPON 3By4aHMs M BO3MOXKHOCTBIO BbIPA3UTh TOHUAIIIME HIOAHCHI SMO-
LIMOHAJIbHBIX TepeXkuBaHmii. Yske B Concordanza BYOIIOHYEIb BbIIEISIETCS U3 OOIIEro
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aHcamo671s; Detto IT 1j1s1 BUOJTIOHYEM Y MHCTPYMEHTAIbHOTO aHcaM6/1s (1972) ctaso mep-
BbIM ee COUMHEeHMEeM, IJie MHCTPYMEHT BBICTYTIaeT B POJIM KOHIIEPTUPYIOLIETO COMNUCTA.

CumBomKa Ha3BaHMS (detto — ckazaHHOe (uman.), moOOIIBITHO, uTo Detto I jist opraHa
M yOApHBIX OyIeT HAMMCaHO IIeCThb JIeT CITYCTS) CBs3aHa He ¢ obpaieHueM K CIOBY,
a HaIpOTUB — K YXOMYy OT HETro, JKeJIaHMEM CO3JaTh «HEPU(PMOBAHHYIO KAHTUIEHY».
«..Moe HamepeHue — NPOHUKHYMb 8 271Y0b 38YKA, UMO00bl MbICIEHHO HUMb 8HYMPU €20
MUKpoCcKonuueckux npocmpancme. Bom nouemy s evibpana 6 xauecmee conupyouiezo
UHCMPYMEHMA BUOI0HUeNb. HIMEHHO OHA ChOcoOHa 38yuame 60 GHYMpUxpomamuue-
CKOM NpOCMpaHcmee ¢ 02POMHOLL 8bIpa3umensHoll cunoti». B3auMoOOTHOIIIEHUS COUCTa
1 aHcam6st B Detto I 6eCKOHGIMKTHBI, IPUOIVKAIOTCS K TPAAULIMIOHHOMY «COPEBHO-
BaTe/JIbHOMY» IMAJIOTy OPKeCTpa ¥ KOHIIepTaHTa.

B 1974 ropmy I'ybaiinyniHa momyumia 3aka3s 13 HoBocubmpcka — HarmmcaTh BUOTOHYENTh-
HBIE 3TIONBI IJIS TIeJarorMueckoro cOOpHuKa. Tak BOSHUKIN «[leCSTh TIPeTIoAnii IJ1st
BMOJIOHYE/TY COJIO», KOTOpbIe MPeNIonaraloT UCIIOMHEeHMe KaK eqVHbIM IIMKJIOM, TaK
" B CBOOOZHOM COYETAHUU. «IN0 MUHUAMIOPHbIE NbECHL, KOMOPbIE 8bIA6II0NM NOJISPHbLE
NPoOMuUEONONOHCHOCMU 8 Cepe 36YKOU36aeUeHUsl HA CMPYHHOM UHCMPYMeHme», — KOM-
MeHTHpyeT aBTop. Kaxmas 13 npentoguii «ayaleKTUYHa», PaCKpblBaeT KOHTPACTHYIO
napy croco60B urpsl. [TepBbIMM UCTIOTHUTENSAMU TIpeTIoanii ctanyu Bragumup ToHxa
1 ViBaH MOHUIeTTH, KaKIbII [I0-CBOEMY MHTEPIPETMPOBAJ LIMKII: IO C/IOBAM KOMIIO-
3UTOpa, My3bIKa JaeT «WUPOKUe 803MONCHOCMU OIS paHmasuu UCnoaHumens, 0Co0eHHoO
6 3NU300aX, CneyuanbHo 0meedeHHbIX UMnposu3ayuu». B 1TaHHOM KOMILIEKTe IIeCTb Ipe-
JIIOOVI 3ByYaT B UCTIONIHEHMM AjlekcaHgpa VBalikyHa — TaJaHTAMBOIO BUOJIOHYEIN-
CTa U MUCCAefoBaTens, MacTepa MHTEPIpeTal COBPEMEHHOI MYy3bIKM, CBSI3aHHOTO
¢ I'y6aiigymMHoii MHOTOJIeTHE TPYKOOT¥A.



@arorT - elle OAVH MHCTPYMEHT, K KoTopoMy ['y6aiiaynuHa mpuiiia uepes MCIo-
HUTEJISI. DTO OblIA «UCKAoUUmMesvHas auuHocms Banepus Ilonosa» (mmpodeccopa
MocxkoBckoit koHcepBaTopuu, conucta TACO CCCP). «d Huxozd0a He cnsluiana
azom ¢ nodo6HbBIM 20710COM U Oblia OGYK8ANBHO 3A80POXEHA UCKYCCIMBOM MY3bl-
KaHma, — Mpu3HaBaaach KOMIO3UTOP.— Xoduna Ha éce e20 KOHYepmsl, HA 3aHs-
mus 8 Mockoeckyrw KoHcepsamopuio». IIomo6HO 6a60uke M3 KOKOHA, «XPUIYH,
yIaBAeHHUK, GaroT» packpbuICs [ Hee B COBEPIIeHHO MHBIX 3BYKOBbIX M3Me-
peHusX. «...d cmana npoHUKame 8 Cymes Camoz20 UHCMpPYMeHmMa, 4uy6cmeosams €20
KaK Hekoezo nepcoHaxca Opamol. M mozda podunace udes OKpyx#cums “AUYHOCMb”
(azoma cmpyHHbIMU HU3K020 pezucmpa — kKoHmpabacamu u suonoruensmu. Omuo-
weHUss Mex0y COIUCMOM U IMUM OKPYHCEHUEM CIIOXCHble, NPOMUBOPEUUBbLE... eCMb
MOMeHMbl NPUMUPEHUS. U 8paxcdeOHOCMU, mpazeduu u oduHouecmear. IlaTuuact-
Hblii «KoHIepT 151 parora M HU3KMUX CTPYHHBIX» (1975) — OIMH 13 CAMBIX KOH-
nukTHBIX omycoB I'y6aimyamMHONM, Kaxkyliascs TeMOpoBast GIM30CTb COMMCTA
¥ aHCAMOJIS TOSTbKO 060CTPSIET aBTOPCKYIO (M CIIYIIATEIBCKYI0) UYTKOCTD K BBISIB-
JIEHUIO CKPBITBIX MPOTUBOpeUMii. VI3BeUHbIN CIOKET «IIPOMOBESHUK U TOJIIA»
KOMIIO3UTOP TPAKTyeT Tparnuecku; UTOT KOHIlepTa — IMOJIHOe TOI/IoIIeHe «JINY-
HOCTV» TeMHOJi 6e3qHOV CTPYHHBbIX. HO camMa oHa HMKOI[a He pa3geauT yuacTu
CBOETro reposi.

CoBepIlIeHHO MHO 3BYKOCMBICIIOBO 00pa3 JIEKUT B OCHOBE HAIMCAHHOTO JeCs-
TuietTue ciyctsi Tpuo Quasi hoquetus (1984), B KoTopoM Bexyuiasi TeMOPOBast poJib
TaKke MPUHAIIEKUT paroty. TokeT — 0co6bIii TpMeM U3JIO0KEHMS] B MHOTOT'OJI0C-
HOVi My3bike CpeHeBEeKOBbsI; OH IpeJIosaraeT MpepbIBUCTOe, «3auKalolieecs»
3ByUaHMe MeJIOAUM, pacCpeSOTOUEHHOI 110 pa3HbIM rojiocaM U yeperyrolleiics
c nayzamu (B XX CTOJIETUY 3TOT IIPMEM II0-CBOEMY BO3POAMIICS B «[TyaHTUIU3MeE»
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BebepHa). [IpaMaTyprusi TpMO OCHOBaHA Ha ITOCTEIIEHHOM «3allOJIHEHUM» Tay3,
HEYKJIOHHOE 3MOIMOHa/NIbHOe crescendo JOCTUTraeT MMKA B KYJIbMWHAIIMOHHOI
30He. [To MHeHUI0 6uorpada KoMIo3uTopa BameHTHHBI X0IOMOBOM, UIes] COUM-
HeHUs POAMIach BO BpeMsl MyCyJIbMaHCKOTO HaMmasa, KOTopblit ['yoaimyamHoii
IIOBeJIOCh HabmonaTh B JIeHUMHIpage. «...Ee nopasuno enybokoe monuarue myJiibl
U MOJIAWUXCSL, KOMopoe Hacmynano Kaxovlli pa3 nocie umerust cmpok Kopawa. ...
Dkcmamuueckoe gneuamiieHue om HamMasa He MO2JI0 He CKa3ambuCsl HA CMbLCI0BOL
UHmMepnpemayuu cneyuanibHO KOMNOHYeMblX Nay3 6 ee My3blKe».

K TeM6py yoapHbIX MHCTPYMeHTOB I'y6aiimynnHa odpaiiianach C IePBbIX JIET KOM-
MMO3UTOPCKOI AesTeIbHOCTU. 3HAKOMCTBO ¢ MapkoM [TekapCKuUM — YHUKAIbHBIM
MY3bIKAHTOM, TIeJaroroM, KOJJIeKIIMOHEPOM — ITPOBYAUIIO TI0-HACTOSIEMY [JTy-
O6OKMiT MHTEPEC K TOI TPYIIle MHCTPYMEHTOB, COXPAHUBIINUX CJIEbI IPEBHETO
3BYKOBOT'O OITbITA UeoBevYecTBa («ydapHsle codepxcam 8 cebe Hekyw maiiHy»).
Misterioso nyst ceMu yoapHMKOB (1977) 6bUIO ITpegHa3sHavYeHO yunuTeno Mapka
[Tekapckoro — OOUEeHTy MHCTUTYTA uMeHU ['HecuHbix Baagumupy llTerimany,
KOTOPBII MpenjioKu/l HalucaTh COUMHEHME K KOHIIEPTY CBOero kiacca. 3ajava
KOMITO3ULIMY JJI51 CTyAeHUYEeCKOTO KOHIepTa Pean30Bajaach B IOI00Me KOHYEPTO
I'POCCO — OTHOYACTHYIO MTbECY C «8bIOEPHCAHHBIM NPOMUBONOCMABIEHUEM Uemblpex
aumasp 8 Kauecmee memol-pumypHeas U 36eHAWUX YOAPHbIX 8 KAUeCmae CONbHbIX
unmepmeduii» (BanentuHa XOJIONOBA). B JaHHOM C/lyyae «IIpPOTMBOIIOCTaBJIe-
HMe» OCTaeTCs B paMKax KOHIepTUPYIollleit UTpbl, BHYTPUTPYIIIIOBOTO COTIaCusl
MY3bIKAaHTOB, TPUOTKPIBAIOIINX 3aMIM(DPOBAHHYIO B UX TEMOpAX TaitHy OBITHSI.

Bopuc Mykoceii



“... Her style does not belong to either avant-garde or
structuralism..., or neoclassicism, or minimalism, or
the ‘new wave of folklore,” or retro and ‘new simplicity,’
or neo-romanticism. The individuality of her style is
best defined through general ideas about the essence of
art and the existence of the human spirit”.

Valentina Kholopova

“I wish you to follow your ‘wrong’ path”, Dmitri Shostakovich admonished student
Sofia Gubaidulina. A native of the city of Chistopol, the Tatar Autonomous Soviet
Socialist Republic, she lived in Kazan since childhood. There, she graduated
from the conservatory studying piano (with Grigory Kogan) and composition
(with Albert Lehman). Having moved to Moscow in 1954, Gubaidulina entered
the Composition Department of the Moscow Conservatory and studied with Yuri
Shaporin and later with Nikolai Peiko. In 1963, she completed her graduate course
with Vissarion Shebalin. She begins the countdown of her composer’s path from
1965, brushing aside her earlier works. In the first half of the 1960s, the period of
the so-called Thaw that had not yet died out, Gubaidulina unconditionally joined
the ‘avant-garde’ wing of young composers (Edison Denisov, Andrei Volkonsky,
Alfred Schnittke) whose works broke with socialist realism and led to many years
of musical dissidence.

Half a century later, Gubaidulina, a female composer who has won worldwide
recognition, remains a symbol of Russian academic musical culture, its spiritual
dominant, and of the synthetic unity of the ‘European’ and ‘Asian’. One of the
‘Khrennikov’s seven’, she went through years of silence and withstood an even
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more severe ‘test of publicity.” In the surging freedom of musical and religious
self-expression, Gubaidulina, as before, did not join any of the trends, remaining
faithful to her own voice (‘being herself’ is the main lesson she learned from her
spiritual predecessors Dmitri Shostakovich and Anton Webern).

“There are composers who construct their works quite deliberately; I am one of those
who ‘cultivate’ them, comparing the process of composing with the process of growing,
a musical shape with the shape of a plant or a tree, which has its root, trunk, branches,
and leaves, which, in fact, remain traditional or old although they seem new”.

According to the composer, a new work comes to her as a whole piece, like “a ghostly
sound column, which contains many ideas, melodies, harmonies ... shines with all sorts
of colors”. This is followed by a difficult, sometimes painful process of translation
“from horizontal to vertical”, an attempt to materialize the ideal that can never be
embodied. For “everything I write is just an attempt. For us human beings, nothing will
ever be achieved the way we imagine it”.

Gubaidulina chose sonorics out of the arsenal of expressive means discovered by
the twentieth century. “.. Sound effects, speech modes, the overtone of breathing in
singing” - these and other ‘sound manifestations of life itself” (Nadezhda Shirieva),
non-standard techniques of the strings, winds, and percussions in her musical
practice are not for the sake of experiment. Gubaidulina has gone through
a passion for electronic music. Searching for ideal sound systems, she worked
with the legendary ANS synthesizer. But then she returned to live instruments,
each of which “had its own soul” for her. The music she composed was a kind
of response to the total organization of the musical space found by those who



searched in the previous century. It makes it possible to re-hear the harmony of
the surrounding primordial sound sources of being, from which we, stuck among
the strata of ‘cultural layers’, have hopelessly retired.

The release presents Gubaidulina’s chamber instrumental works written within
a short, as it may seem at first glance, period (1971 to 1986). However, during that
period, chamber music was the main field for unlocking her potential, when the
composer’s voice, fully acquired by the early 1970s, gives her a powerful impulse
to ‘move inward’, to self-explore the intuitive streams of creative consciousness.

The piece Concordanza (Concord) was written in 1971 at the request of the Prague
instrumental ensemble Musica Viva Pragensis headed by Marek Kopelent,
a composer and one of the leaders of the Czechoslovak avant-garde. It was written
for an ‘orchestra of soloists’ (flute, oboe, clarinet, bassoon, French horn, violin,
viola, cello, double bass, percussion) and in this respect continued the tradition
of ‘linear’ instrumentalism founded at the beginning of the 20" century by Arnold
Schonberg’s Chamber Symphony. Unlike the then future founder of the Second
Viennese School, who at that time was evolving to ‘free atonality’, Gubaidulina
(albeit outside the tonal system) strives for concord, a harmonious combination
of lines and timbres: “In this work, all accords appear consonant to me”. Sergei
Razorenov, a representative of the older generation of composers, praised
Concordanza at a discussion at the Union of Composers, noting Gubaidulina’s
ability to create ‘sound chiaroscuro’; in Gubaidulina’s music, he detected “wonderful
sound contrasts, which are united by a dramatic core”. But soon her works would
receive nothing but negative reviews from her ‘senior comrades’ and disappear
from concert bills for a long time.
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The cello, bassoon, button accordion, percussion... Gubaidulina’s interest in these
(and some other) instruments is associated with her heightened perception of timbres,
which, as a rule, are on the periphery of traditional hearing perception, or even
completely relegated to the rank of ‘folk’ instruments (that is, ‘low’ for an academic
musician).

“Do you know why I love this monster? Because it breathes”, Gubaidulina exclaimed when
she heard for the first time her sonata for button accordion performed by Friedrich
Lips. The outstanding accordionist, teacher, and educator, Lips made composers and
the public hear his instrument in a new way, reject the deeply ingrained stamp of
‘folklore ditty accompaniment’, revealing the deep, organ and spiritual nature of
the button accordion. “She needed a new timbre at that time”, Friedrich Lips recalled.
“She felt a universal sound in our little instrument”. Already in De profundis (1978),
her first piece for the button accordion, Gubaidulina interprets the instrument as
a “carrier of religious and symbolic ideas” (Dmitri Zhivotov). This attitude continued
later on (the partita Seven Words for cello, button accordion, and strings, sonata
Et Exspecto and Silenzio for button accordion, violin and cello, concerto for button
accordion Under the Sign of the Scorpio).

The piece De profundis symbolically reveals the meaning of Psalm 129 from The Song
of Ascent (“From the depths, I call to you, Lord...”), which composers of different eras
turned to. The musical development follows in spiral order, thrice passing the path from
“suffering through a painful ascent to the radiance of divine mercy” (Uliana Mironova).

The structure of the large-scale five-movement sonata Et Exspecto (1986) is more
complex. According to Friedrich Lips, its first performance took place “in the



basement of the Gnessins Institute”. As in her other compositions for the button
accordion, Gubaidulina uses the most unexpected phonation techniques, forcing
the instrument to produce sounds close to human whispering, moaning, and
crying. The last phrase of the Christian Creed (“Waiting for the resurrection of
the dead...”), which served as an incipit of the sonata, is associated with the
concept of rebirth — the most important for the composer’s religious thinking.

“...The central moment of the Divine Liturgy...: to die with Christ and be resurrected,
that is, to carry out the act of absolute identification with the sufferings of Christ ...
to tie oneself and Christ with an indissoluble thread, to carry out legato. The term is
purely musical. Re-ligio is a restoration of the ligature, legato is a restoration of the
connection between earthly and heavenly, material and spiritual. And this restoration
of legato is, in essence, the meaning of the form of a work of art”. (Sofia Gubaidulina).

In the 1960s, Mstislav Rostropovich’s active concert career caused a surge
of composers’ interest in the cello. Sofia Gubaidulina could not pass by this
instrument with its extremely wide range, rich sound palette, and the ability
to express the subtlest of nuances of emotional experiences. Already in her
Concordanza, the cello stands out from the general ensemble. Detto II for cello
and instrumental ensemble (1972) was her first work where the instrument acted
as a soloist.

The symbolism of the name (detto is the Italian for said; interestingly enough that
Detto I for organ and percussion would be written six years later) is associated
with the departure from the word rather than the use of it, with the desire to
create an “unrhymed cantilena”.
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“..I intend to penetrate deep into the sound to mentally live inside its microscopic
spaces. That is why I chose the cello as a solo instrument. It is able to sound in
the intrachromatic space with tremendous expressive power”.

The relationship between the soloist and the ensemble in Detto II is conflict-free,
approaching the traditional ‘competitive’ dialogue between the orchestra and
the performer.

In 1974, Gubaidulina received a commission from Novosibirsk to write cello etudes
for an educational collection. This is how the Ten Preludes for Solo Cello emerged,
which is supposed to be performed both in a single cycle and in a free combination.
“These are miniature pieces that bring out polar opposites in the field of phonation on
a string instrument”, the composer comments.

Each of the preludes is ‘dialectical,” revealing a contrasting pair of ways of playing.
Vladimir Tonkha and Ivan Monighetti were the first performers of the preludes,
each interpreting the cycle in his own way: according to the composer, the music
provides “ample opportunities for the performer’s imagination, especially in the
bits specially designated for improvisation”. In this collection, the six preludes are
performed by Alexander Ivashkin, a talented cellist and researcher, master of
interpretation of contemporary music, and Gubaidulina’s long-term associate and
friend.

The bassoon is another instrument that Gubaidulina came to through a performer.
This was “the exceptional personality of Valery Popov”, a Professor of the Moscow
Conservatory and soloist of the State Academic Symphony Orchestra of the USSR.



“I'd never heard a bassoon with such a voice and was literally mesmerized by
the musician’s art”, the composer confessed. “T went to all his recitals, to his classes
at the Moscow Conservatory”.

Like a butterfly from a cocoon, “the bassoon, a croaker, a strangled one”, opened up
for her in completely different sound dimensions. “.. I began to penetrate into the
essence of the instrument itself, to feel it as a certain character in a drama. And then the
idea was born to surround the ‘personality’ of the bassoon with low-register strings —
double basses and cellos. The relationship between the soloist and this environment
is complex, contradictory ... there are moments of reconciliation and hostility, tragedy
and loneliness”.

The five-movement Concerto for bassoon and low strings (1975) is one of
Gubaidulina’s most controversial opuses. The apparent timbre closeness of the
soloist and the ensemble only sharpens the composer’s (and the listener’s)
sensitivity to revealing hidden contradictions. The composer treats the centuries-
old plot ‘the preacher and the crowd’ in a tragic way; the result of the concerto is
the complete absorption of the ‘personality’ by the dark abyss of the strings. But
she would never share the fate of her hero.

The trio Quasi hoquetus (1984) written a decade later, in which the bassoon also
plays the leading timbre part, is based on a completely different sound image.
Hoquet or hocket is a special technique of presentation in polyphonic music of
the Middle Ages. It presupposes an intermittent, ‘stuttering’ sound of a melody
dispersed in different voices and alternating with pauses (in the twentieth century,
this technique was revived in its own way in Webern’s ‘pointillism’). The dramaturgy
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of the trio is based on the gradual ‘filling’ of pauses. The relentless emotional
crescendo reaches its peak in the climax zone. According to the composer’s
biographer Valentina Kholopova, the idea of the composition was born during
a Muslim prayer that Gubaidulina had a chance to observe in Leningrad. ..She
was struck by the deep silence of the mullah and the worshipers, which came every time
after reading the lines of the Koran. ... The ecstatic impression of namaz could not but
affect the semantic interpretation of the specially arranged pauses in her music”.

Gubaidulina kept turning to the timbre of percussion instruments from the first
years of her composing career. Her acquaintance with Mark Pekarsky, a unique
musician, teacher, and collector, awakened a truly deep interest in this group of
instruments that preserves traces of the ancient sound experience of mankind
(“drums contain a certain secret”). Misterioso for seven percussionists (1977) was
intended for Vladimir Steiman, Pekarsky’s teacher and an Associate Professor of
the Gnessins Institute, who asked for a piece for the concert of his class. The task
of composing for the students’ concert resulted in a kind of concerto grosso, a one-
movement piece with “a consistent opposition of four timpani as a ritournelle theme
and jingling percussion as solo interludes” (Valentina Kholopova). In this case, the
opposition remains within the framework of the playing, the intragroup consent of
the musicians who reveal the secret of being encoded in their timbres.

Boris Mukosey
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