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Abstract. Electroacoustic music has emerged as a significant realm of exploration for contemporary
composers. Among them is the renowned Uzbekistani composer Igor Pinkhasov, who delves into this field
alongside academic composition and film soundtracks. This article presents a study of the specific nuances
of Pinkhasov's compositional approach, focusing on his aloum Time Helix, released in 2015 under

the Emu Bands label.

The methodology for analyzing electroacoustic music varies depending on the composer’s chosen sound
material. Generally, such analysis is conducted by ear and often involves the creation of a chronometric chart.
Given our particular interest in timbral aspects, timbres were of primary consideration in our analysis. Diverse
compositions from Pinkhasov's album, including Light of Sirius, The Power of Machines, Echoes of Samarkand,
and Memories, were analyzed. In each piece, timbre emerges as a crucial factor in shaping the musical
narrative.

Pinkhasov's timbral dramaturgy draws upon multiple elements, including narrative, multiculturalism, spatiality,
and structure. This underscores the multifunctionality of both acoustic and electronic timbres within his
compositional framework. Timbral elements not only imbue Pinkhasov's music with specificity and depth

but also evoke genre associations, such as jazz, traditional Uzbek music, and a broader Eastern aesthetic.
Similar to orchestral instrumentation, timbres in Pinkhasov's electronic compositions establish virtual sonic
spaces and define the structural and dramatic contours of his works.

Throughout our study, we experimented with a method for analyzing the timbre of electronic music, tailored
to Pinkhasov’'s compositions. Moving forward, we aim to refine this method, particularly in compiling
chronometric tables, to facilitate its broader application in analyzing similar electroacoustic works.
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Tipek ce30ep: 3neKkTpoaKkyCTUKanblk My3blka, VIropb M1MHXacoB, 31€KTPOHAbI MY3biKa,
AbIObIC KEHICTIri, XpOHOMETpUANbIK Cbi3ba, TeMbp, TeMbpepaiH ken
OYHKLUMOHaNAbIFbI, MHTPaMy3blkanblk bafgapaamanay, TeMopnik Tansay,
My3blKaZafbl KOMMO3ULMAbIK MPUHLMUMTED.

AHgaTna. D1eKTpoakyCcTUKaibiK My3blka KOMNTereH 3aMmaHayym KOMNo3nTopaap YLWiH TaXipuOeHiH, Heri3ri
cananapblHblH, 6ipiHe aHanAbl. ©30eKCTaHHbIH, aTakTbl KOMMO3UTOPbI Miropb MNMUHXacoB ockl XaHpaapaa

43, aKajeMUANbIK My3biKa XXaHpaapbiHAA Aa XXYMbIC iCTENAi, COHbIMEH KaTap ¢duabMaepre cayHATPEK >Ka3agbl.
Makanaga 2015 >binbl Emu Bands neinbnbiHbIH, acTbiHAA LWbIKKAH Time Helix anbb0oMbl MbliCaibiHAA OHbIH,
KOMMO3ULMANBIK ONAYbIHbIH, epeKLIeNiKTEPIH 3epTTeY YCbIHbIFaH.

DNeKTpoaKyCTUKanblK My3blKaHbl Tanjay aficTemMeci KOMMO3UTOPAbIH, HaKTbl AblObICTbIK MaTepuanbiHa
6ainaHbICTbl. bipak >annel anfaHja, MyHAam Tangay ecty kabineti apkpblibl >XKy3ere acbipblaagbl

X9He XPOHOMETPUSAbIK Cbi3baHbl KYPYAbl KaMTuabl. Makana aBTopbIH acipece TemMbpik acnekTi
KbI3bIKTbIPFaHAbIKTaH, cbi3banapsa eH angbiMeH Tembpaep eckepingi. 3epTrey bapbicbiHAa anbbomaarsl
apTypAi kKoMno3uumanap TangaHael: Light of Sirius, The Power of Machines, Echoes of Samarkand

xoaHe Memories. Ocbl KOMNO3ULMANAPAbIH, 6ap/biFbiHAa TeMBp Herisri popmanay GakTopaapbiHbIH,

6ipi 6osbin Tabbliagbl.

M. MrHxacoBTbIH LWbifapManapblHaafbl TeMOpAik gpamaTyprusa bipHelle dakTopaapFa HEri3AeNreH: CLoXEeTTIK,
KOMNMaZAEHWETTINIK, KEHICTIKTIK XXaHe KypblibIM. byl OHbIH KOMNO3MLMANBIK OMNay NMPUHLMNTEPIHIH Bipi
peTiHAe aKyCTUKaNbIK XXaHe 3NeKTPOHAbLI TEMOPAEPAiH Ken GYHKLMOHaNAbIFbIH awazbl. TeMbp KypanjapbiMeH
Ma3MYHHbIH, epeKLueniriHe, MHTpPamy3bikanblk bafgapaamanayFa, COHAan-aK oCbiMeH HanaHbICTbl XXaHPAbIK,
accoumaumanapsa (4xas, 43CTypni ©36ek My3blikachl XaHe T. 6.) Ko xeTkizinesi. OpkecTpsik acnantay cuMsaKTbl
KOMMO3UTOPAbIH, 31EKTPOHAbI My3blKacbliHAafbl TEMOpPAEP BUPTYansbl KEHICTIKTI Kypanabl, WblfapManapablH
dopmachl MeH iLWKi ApamMaTypPruAacbiH aHbIKTanAbl.

3epTTey bapbiCbiHAa 31€KTPOHAbI My3biKaHblH, TEMBPAiK Tanaay agici anpobaunasaH eTTi. OHbIH, KOAAaHbINYbI
3epTTeneTiH Matepuanfa berimgenren (M. MrHxacoBTbIH My3bikackl). bonallakta XpOHOMETPUAbIK KecTenepsi
KYpacTbIpy TEXHONOTUACHIH XeTingipyre 6onaapl, 6yn a4icTi ykcac cvnatTasbl 31€KTPOaKyCTMKanblK My3blKaHbl
Tangaysa KonjaHyra MyMKiHZiK 6epeg,.
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Knrouessbie cnosa: >nekrpoakyctuyeckas My3blka, Mrops MNHxacos, 3n1ekTpoHHas
My3blKa, 3ByKOBOE NMPOCTPAHCTBO, XPOHOMETpMYeckas cxema, Temop,
NOANPYHKLMOHaNbHOCTb TEMOPOB, MHTPaMy3blKabHas
NPOrpaMMHOCTb, TEMOPOBBIA aHaNN3, KOMMO3ULMOHHbIE MPUHLMMBI
B MY3bIKe.

AHHOTaLMA. D1eKTPoaKyCcTMyeckas My3sbika cTana OfHUM U3 raBHbIX MONEN IKCMEPUMEHTOB A1 MHOTUX
COBPEMEHHbIX KOMMO3UTOPOB. MI3BeCTHbIN koMno3uTtop Y3bekuncraHa Mropb MNMuHxacos paboTtaeT kak

B 3TOM XaHpe, TaK ¥ B XXaHpax akajeMUYecKolr My3bIKY, a Takxke MULLET cayHATpekn K dunbmam. B ctatbe
npeacTaBaeHo UccnesoBaHme creumornkn ero KOMMO3MLMOHHOTO MbILLIEHUSA Ha NpUMepe anbboma

Time Helix, Bbiwegwero B 2015 rogy nog nenéaom Emu Bands.

MeToao0r1s aHanm3a 31eKTPoakyCTMYecKor My3blKv 3aBUCUT OT KOHKPETHOTO 3BYKOBOTO MaTepuana,
MCMOJIb3yeMOro KOMMo3nTopom. Ho B LIeIOM TakoW aHanms BbIMONHAETCSA Ha CyX U BKIKOYAET Co3AaHune
XPOHOMETPUUECKON cxeMbl. [10CKkobKy aBTOpa CTaTbl OCOBEHHO MHTEPECOBaN TEMOPOBLINA acnekT,

B CXEMaXx y4MTbIBaJUCb B NepBYO ouepedb MMeHHO TeMbpbl. B xo4e vcciesoBaHms npoaHaavMsvpoBaHbl
pasHoniaHoBble KOMMNO3MuuUK 13 anbboma: Light of Sirius, The Power of Machines, Echoes of Samarkand

1 Memories. Bo BCex 3TX KOMMO3ULMAX TEMOP BbICTYMAeT O4HUM U3 r1aBHbIX GakTopoB $popMoobpa3oBaHus.

TembpoBas gpamatyprua B counHeHmsx M. NMuHxacoBa 6a3mpyeTca Ha HECKONbKUX GaKTOopax: CHOXXETHOCTH,
NOANKYNbTYPHOCTW, MPOCTPAHCTBEHHOCTWN U CTPYKType. OTctoga NpoaBafeTcs NoAndyHKLMOHaNbHOCTb
aKyCTUYECKNX U 3N1eKTPOHHbIX TEMBPOB Kak OAWH 13 MPUHLIMMNOB €ro KOMMO3MLMOHHOTO MbILLIEHWS.
Temb6poBbIMU CpeACTBaMU JOCTUTAETCA KOHKPETHOCTb COAEPXKaHWsA, MHTPaMy3blkasbHas NPOrpaMMHOCTb,

a TakXe CBA3aHHbIEe C HEHO XXaHPOBble accoLmaLmm (Axas, TpaauLMoHHas y3bekckas My3blika v Ap.). NMogobHo
OpPKEeCTPOBbIM UHCTPYMEHTOBKAM, TEMOPbI B 3N1€KTPOHHOM My3blke KOMNO3MTOpa GOPMUPYIOT BUPTyasibHOE
NPOCTPaHCTBO, onpeaensatoT GopMy KOMMO3WLMIA K NX BHYTPEHHIOO ApaMaTypruto.

B xoge nccnegoBaHms anpobrpoBaH MeToZ TeMBPOBOro aHanmnsa 31eKTPOHHOW My3biku. Ero nprMmeHeHue
afanTMpoBaHo K nccieayemomy Matepuany (Myssike W. MHxacosa). B ganbHeneM TEXHOIOTNA COCTaBIEHMS
XPOHOMeTpUUecknx TabamL, MoxeT bbiTb AopaboTaHa, YUTo 0becneynT BO3MOXKHOCTb MCMO/b30BaHNA MeToAa
B aHa/M3e 31eKTPOaKyCTUYECKON My3bIKMN aHaJl0TMYHOrO MaaHa.
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Igor Pinkhasov (b. 1959) is an original composer whose
works amalgamate audacious compositional concepts

with multicultural allusions. His oeuvre encompasses
classical genres such as symphonies, sonatas, and cantatas,
alongside experimental compositions that transcend genre
boundaries (see Fig. 1). The genre designations of his works,
as articulated by the composer himself, are indicative:
Symphony-dastan (1984), Poem-meditation for Cello

and Piano (1985), and Dramatica, or Music for an Unmade
Movie for two violins, viola, cello, and piano (2019).

Pinkhasov's stylistic palette encompasses not only
Western academicism but also pop, jazz, and rock.

A significant influence on Igor Pinkhasov's style is traditional Eiﬁure I- Igor Pinkhasov.
oto from I. Pinkhasov's
music, particularly Turkmen and Uzbek. With a keen personal archive.
understanding of the foundational principles of these
musical traditions, the composer creatively intertwines temporal and pitch structures
from various ethnic genres with contemporary compositional techniques. Among
the areas of Pinkhasov's experimentation lies electroacoustic or, in other words,
electronic music.

The realm of electronic music production has become familiar terrain for many
composers, reshaping various aspects of compositional thinking through digitalization.
This article focuses on Igor Pinkhasov's electroacoustic music as a manifestation
of the creative endeavors of an Uzbek composer. The study delves into its compositional
principles, which uniquely reflect tendencies towards metahistoricism and metaculturalism,
encapsulating the cultural method of creativity'.

The electronic music album Igor Pinkhas: Time Helix, released in 2015 by Emu Bands,
showcases compositions spanning electronic music, art rock, progressive rock,
and world music styles. Notably, the album'’s uniqueness lies in its fusion of live timbres
from traditional Uzbek instruments with electronic elements. For Pinkhasov, artistic
expression intertwines intimately with timbre. In electronic compositions, timbre serves
as a primary means of musical expressiveness, offering vast avenues for creative
exploration, including spectral composition, thematic development, attack, decay, etc.
Timbre also assumes thematic and structural roles within musical dramaturgy.

For Pinkhasov with his expertise in classical orchestration, acquired during his studies
at the Moscow Conservatory under Professor N. P. Rakov, shaping the form and narrative
arc of his compositions is connected with system-forming qualities of timbre.

Eduard Artemyev, one of the pioneers in this creative domain within the Eurasian
sphere, emphasized the paramount importance of timbre in music production on his
lectures at the Tchaikovsky Moscow State Conservatory. “From the vast sea of sounds,
acoustic music chooses only those that are transmitted by everyday instruments (violin,

flute, trumpet, etc.), but there are huge

1 The definition first appeared in connecti layers of sounds that academic music
on with the work of V. Tarnopolsky [Tsenoval, cannot use due to the fact that there are
but is applicable to the work of many modern . .,
composers. no instruments for them.” (Artemyev).
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Researchers in the field of electronic music agree that the creation of new sounds

is the fundamental criterion that determines its idea (Fatyanova 107). Similarly,

T. V. Komarova underscores the significance of creating new sounds and structures

in academic electronic music, echoing the pioneering spirit epitomized by composers
like Edgard Varese, who once defined the new music as “the search and creation of new
sounds and sound structures that have no analogues in traditional acoustic instruments
and nature” (9).

The influence of orchestral thinking on composition technique in electronic music
of Igor Pinkhasov is noteworthy. Orchestrating demands both talent and practice, skills
that Pinkhasov adeptly applies in his compositions, elevating them to realms of genre
significance. Studies on the correlation between melodic and timbral perception among
composers further illuminate Pinkhasov's adept utilization of timbre as a means of self-
expression across both acoustic and electronic domains. Researchers have studied
the phenomenon of the connection between melodic and timbre perception
of composers (McAdams, “Perception and Cognition of Musical Timbre"). Pinkhasov
admits, that learning N. A. Rimsky-Korsakov's orchestrations led to an understanding
of the "fairy tale” content in his music: he speaks to his listener through timbre. Orchestral
works of A. N. Scriabin provide insights into his innovative approach to space and timbre
manipulation, underscoring the profound connection between timbre and the auditory
perception of musical space. Modern science confirms the direct connection of timbre
with the real sound space of music and with the auditory sensations of its virtual space
(Tikhomirova).

The methodological approach to electroacoustic music analysis remains as a subject
to ongoing debate (Bossis 101). This study primarily focuses on the timbral-temporal
organization of compositions, presenting analytical tables that offer insights into timbral
dramaturgy and its role in composition.

The Time Helix album comprises eleven compositions, unified not only by thematic
and dramaturgical coherence but also by a distinct national flavor evident in the choice
of timbres. The instrumental palette includes acoustic timbres such as tanbur, oud,
and guitar, combined with samples of darbuka, jambeya, doira, and nay.

Thematically, the compositions can be categorized into two groups:

» those evoking nature, human-technological interactions, and existential themes

(Time Helix, Light of Sirius, Theremin Vox, The Power of Machines), and
» those exploring cultural heritage and human existence (Asian Megapolis, Ghostly
Trance, Echoes of Samarkand, Memories, Autumn Wanderer, Life Island).

Analysis of compositions from the Time Helix album underscores the centrality
of timbre, which continues to be the primary formative element. The interplay between
live oud and vocoder with a chant on “ah-ah” and its alternation with sampled sounds
of a violin, creates contrasts akin to traditional sonata forms. Adept use of the pentatonic
scale by Pinkhasov in Asian Megapolis imparts an oriental flavor, enriching the musical
narrative. Furthermore, the vibrancy of his compositions owes much to his manipulation
of timbral nuances, a technique reminiscent of Edgard Varese's notion of “sound
simulacra” (Fatyanova 161-170).
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Additionally, the character of movement conveyed through the alternation of timbres
over time plays a leading role in the development of the musical ideas in compositions.
As Asafiyev aptly stated, “Music is the art of intoned meaning” (344). Pinkhasov
captured this movement and imbues it with meaning, endowing the semantic layer
with temporality, as evidenced in Table 1 of the composition Light of Sirius.

Table 1. Scheme of the form and timbre dramaturgy of Light of Sirius
(oud part performed by Toir Askar)

violin violin violin violin
sample sample sample sample
pad pad pad pad
vocoder | vocoder
(chant (chant vocoder vocoder
P P (chant “au”) (chant "au”)
au”) au”)
beat beat
beat beat
shaker shaker
nay sample nay sample nay sample
doira sample doira sample
beats

S

luctuating sound

beat intro breakdown build-up | drop middle break second drop | outro beat
000 | 125 | 213 | 228 | 228 [228| 314 | 329 3.44 4.16

Eduard Artemyev identifies three sources of electronic music. He refers to the work
of Claude Debussy, who, by expanding space, prompted contemplation on “what will
happen next behind this” (Artemyev). In one of our previous studies, we proposed a table
detailing the cinematic timbral techniques employed by French impressionist composers,
linked with both real and virtual spatial properties of music (Ganikhanova 192).
They utilized timbre:

« to create coloristic effects, emphasizing musical colors over form;

« to convey types of movement (mechanical, biological, physiological, etc.);

+ to establish a momentary contrast, achieved through contrapuntal layering
and the use of “parallel editing” (Eisenstein 316);

« to evoke a sense of stasis and contemplation through repetitions of stable
structures (melodic, harmonic, rhythmic), close-ups (simultaneous sound of several
instruments or tutti) (Ganikhanova 190);

« to simulate visual effects like gleams, flashes, and illumination; in such instances,
the intensity of sound is inversely proportional to density, with tonal and harmonic
“flares” accentuated by deliberate organization of acoustic.
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The Power of Machines is constructed upon the alternation of two tonally similar
themes performed on the guitar, where rhythm delineates the figurative and emotional
landscape of the composition. Here, the expressive, recurring two main themes become
stable structures, imbuing the sound with weightiness. Contrapuntal layering of the shaker
and Pad on the guitar timbre dilutes the dense sonic texture, culminating in an expansion
of the acoustic space. The structural diagram of the piece is presented in Table 2.

Table 2. The Power of Machines: diagram of form and timbre dramaturgy
(quitar part performed by Socrates Migdalis)

pad (mix of Guitar A and B themes)

until the final part, 2 themes alternate
between each other, reaching a climax
by the interval 3.30-3.48

free
improvisation

guitar guitar
theme A theme B

shaker
m surrounding Sound C)Cz)
bass
intro breakdown drop second drop outro
0.00 1.50 3.15 3.38 4.40

Working with space in the creative endeavors of 20th-century composers gives
rise to the concept of a textured background. "The textured background orients us
to some background, to some distance; we subconsciously construct this distance.
Solo instruments and the background delineate the boundaries of this space;
there is a transition from instrument to instrument, its distribution in space” (Artemyev).
As an example, he cites the third part “Night” from “Scythian Suite” by Sergei Prokofiev
and analyzes compositions by the Neo-Viennese, particularly the first and third pieces
from op. 7 "4 Pieces for Violin and Piano” by Anton Webern. “In the first piece,
the space is described in fragmentary phrases, where the piano covers a very large
range and creates a sort of rhythmic space, and the violin stands within it” (Artemyev).
Igor Pinkhasov employs a similar technique in the composition Echoes of Samarkand,
as reflected in Table 3.

In the table, it is evident that through the sonic space created by the timbres
of the tanbur and vocoder, we are immersed in the archaic atmosphere of the ancient
city. The meditativeness of the unfolding melodic material is sustained by the nay
part, which is abruptly interrupted by the rock sound of the guitars. These micro-level
constructions of the composition form the virtual space of sounds. Such a psychoacoustic
phenomenon aligns well with the words of Eduard Artemyev: “"We see time and from
it we build space subconsciously — this is discrete music <...>. By such means, an illusory
new space is created. It doesn't exist, of course, but it is built illusorily” (Lectures).
Repetitions of stable structures are separated by pauses; the space conveyed through
"hearing” pauses expands the temporal boundaries both in breadth and height, elevating
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us into the realm of imaginary figurative content. Thus, the composer skillfully resolves
the issue of the virtual space of electronic music, as indicated by Eduard Artemyev
(Fatyanova 99-103).

Table 3. The Echoes of Samarkand: scheme of form and timbre dramaturgy
(quitar part performed by Socrates Migdalis)

pad | pad
guitar guitar
nay sample | nay sample nay sample
drum samples drum samples
shaker shaker
doira doira
vocoder (chanting “ah-ah”) vocoder (chanting “ah-ah”)
tanbur | tanbur
bits
fluctuating sound cadence sound
W \_»
beat intro breakdown drop second drop outro beat
0.00 115 149 | 204 305 | 333 403

If in previous compositions, live timbres were combined with samples, then the ninth
track of the album Memories serves as an example of working exclusively with synthetic
sounds, through which “artificial space” is created. Edgard Varese was a pioneer
to experiment with “artificial space” in his scores. However, while Varese attempts
to influence the listener by increasing the level of reverberation (10), in Memories,
voluminous sound arrays are created through sonorous layers.

We have previously published an analysis of this composition. During the analysis
procedure, a part of the composition was excluded (see Table 4). The three-themed
three-part composition with a dialogue between two themes in the outer parts
and new material in the middle resembles the structure of a sonata allegro, although
it is not fully one. The main theme is represented by the melody in the piano timbre,
while the tanbur theme serves as the secondary one. The two themes here do not conflict
but rather complement each other in terms of timbral relationship and dynamics,
and the transformed main theme in the middle introduces the necessary contrast
for dramaturgy.

Undoubtedly, electronic music introduces us to a composer with a new type
of thinking, where the artist, by modeling his relationship with reality, creates a new world
of sound images while preserving national identity. Priority is given to the management
of acoustic space and its organization, where the created timbres depend on artistic tasks
and the level of professional skill (see Fig. 2).

The timbral dramaturgy in compositions of Igor Pinkhasov is based on several factors:
narrative, multiculturalism, spatiality, and structure. Hence arises the multifunctionality
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Table 4. Analysis of the Memories: diagram of form and timbre dramaturgy

descending arpeggiato descending arpeggiato
transformed main theme transformed main theme
tanbur theme 2 tanbur theme 2 synthesized
pad pad pad
surround, .
. surround, flashing . .
flashing voluminous flashing sounds
sounds
sounds
imitation of nagora
bits
synthesizer synthesizer synthesizer synthesizer
main theme main theme main theme main theme
000 | 135 | 158 2.20 306 | 329 | 343 418 | 440

of acoustic and electronic timbres as one of the principles of his compositional thinking.
Through timbral means, specificity of intra-musical content is achieved, as well as genre
associations it provides (jazz, traditional Uzbek music, a generalized image of the East).
Similar to orchestral instrumentation, timbres in his electronic music shape virtual space
and determine the form of compositions and their internal dramaturgy.

Figure 2. Igor Pinkhasov at the piano. Photo from I. Pinkhasov's personal archive.
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