of opposition to the duple meter and motoric and “heroic” character of the themes of the primary
theme group.

At the same time, there is another theme, at R6, that functions in the role of opposition to
the “heroic” theme both in the exposition and in the recapitulation (Example 2.22). It can be
called a “choral” or “chant” theme, with melodic roots that can be traced to Russian Znamenny
chant. Its contrast is therefore on a qualitatively different plane, an opposition of stylistic roots
rather than contrast of musical elements, such as key, meter, tempo, or dynamic, although that
contrast is also present. The theme is based in C major, while the “heroic” theme is primarily in
C minor (with E-natural added to the sonority), and its meter is a mixture of 3/4, 5/4, and 4/4,
although there is distinct triple quality that sometimes grows to 5/4 and that is also mirrored by

the theme’s main motive, a trichord C — D — E.
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Example 2.22. The "chant' theme, piano and orchestra parts, R6, mm. 57-62.
Diatonic C major in orchestra part and [01347] cluster of piano and
orchestra in m. 58.
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the two notes is felt more acutely, because now they are closer in duration, a half note followed
by a dotted half note. This creates the middle “complication” or a local climax of the tri-partite
shape (Example 3.1).

The phrase ends with a D minor chord in m. 4 with the duration of 6 quarter notes, which
matches the duration of the second unit of the beginning asymmetry (2-6) in mm. 1-2. However,
this does not completely balance the tension created by the asymmetry in m. 3, which has a
combined duration of five quarter notes (2-3) and nearly equals the six quarter notes of m. 4.
Instead, the sense of closure is achieved on the harmonic level, as a sudden introduction of a

chord balances the solo melodic line of mm. 1-3 (Example 3.2).
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Example 3.2. Balancing of asymmetries in mm. 1-4.

The appearance of the duration of six quarter notes as part of the initial asymmetry, (2-6),
and as the last unit in the (2+3)-6) asymmetry, provides an additional element of both balancing
and tension, as the latter six quarter note duration carries greater forward impulse because of the

unresolved tension of the middle (2-3) asymmetry (Example 3.2).
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lengthening from
3 to 4 quarter note
ostinato

3 waves of deceleration from a quarter note pulse to a half note

lengthening of the last note from 4 to 10
quarter notes. implying additional deceleration

Example 3.5. The “rhetorical question” motive from the introduction with
different asymmetric relations in each restatement (mm. 14-23).

In m. 14, a quarter-note pulse is articulated by eighth note triplets with 4/4 meter, then m.
15 carries the same pulse but with quarter notes, which in m. 16 start to form half-note groupings
and the implied pulse of a half note with 3/2 meter. The three-measure phrase in mm. 17-19
follows the same trajectory, but now the ostinato of three quarter notes in m. 14 is expanded into
four notes and 4/4 meter in m. 17, creating a sense of deceleration and anticipation. In mm. 20-
23, the same ostinato measure of quarter notes shrinks back to three quarter notes in the right
hand and 3/4 meter in m. 21, but it is now presented in counterpoint with a second ostinato in the
left hand in dotted quarter notes. The counterpoint of two pulses, one in quarter notes and
another in dotted quarter notes, bridges the transition to the half-note pulse of mm. 22-23. The

final note is also lengthened from 4 quarter notes to 10, which caps the series of decelerations
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and takes the pulse into unmetered territory, beyond the half note pulse of the 3/2 measures at the
end of the previous phrases (Example 3.5).

An example of unidirectional asymmetry that is accelerating, rather than decelerating, as
in mm. 14-23, can be found as part of the 12-tone theme at R45. In this case, a short motive at
six measures after R45 is sequentially repeated a tone lower in the next measure in diminution
that changes the (1-1-4) asymmetry into (2/3 — 2/3 — (4 + 2/3)). This repetition of the same
motive in diminution is an example of “scaling,” where the same asymmetric shape appears in
different rhythmic values. (Example 3.6).

Motives inside the boxes demonstrate the concept of
"scaling" and intensification of asymmetries: the second
motive is a diminished and "sharper" version of the first.
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Example 3.6. “Scaling” of a motive in the 12-tone theme in its appearance at
R45.

The 12-tone theme at R45 ends with deceleration based on a progressively longer last
note of the “six-note-ostinato” motive, which echoes the deceleration at the end of the
introduction (Example 3.6, Example 3.5). This similarity of the endings gives the statement at
R45 a greater sense of closure, like the composition coming full circle.

The appearance of “scaling” of the same or a similar asymmetric shape on different

durational levels is not limited to the above example of the 12-tone theme. In the already
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Example 3.8. “Scaling” of the trichord motive in the orchestra part of the
“chant” theme, R6.

Unlike the “scaling” in Example 3.6, which leads to intensification as part of dynamic
asymmetry, the “scaling” in Example 3.8 participates in symmetric/asymmetric structures by
creating a fractal-like unifying effect of the same element appearing at different durational levels.

The tri-partite shape of the initial state, acceleration, and a partial return to the starting
point, which was observed in mm. 1-4 and in mm. 9-13, also applies to the whole introduction of
mm. 1-23. The main pulse starts with a quarter note in mm. 1-8, accelerates to a dotted eighth
note and an eighth note in mm. 9-13 and then returns to a quarter note in mm. 14-23. The same
shape of asymmetry on the phrase level therefore translates into the shape of asymmetry on the
level of the entire introduction. Compared to other sections in the Concerto, however, the

acceleration within the introduction is mild and almost completely resolved by the progressively
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Example 3.9. The “heroic” theme at R5, mm. 46-49. Symmetry/asymmetry of
groups of five eighth notes or 5-grouping.

The orchestra repeats an ostinato figure of six notes (five eighth notes followed by a long
note whose duration is equal to the five notes combined), while the piano introduces the “heroic”

theme, whose motive (mm. 46-47) has a rhythmic structure that can be described as (2+3) +
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((2+1)+2) or, simplified, (2+3) + (3+2) grouping, where one unit is an eighth note. It is notable
that in this symmetry all four components are not equal to each other. The 2 and 3 of the first
group are made of single duration notes, the 3 of the second group is made of a compound
rhythm (2+1) and therefore is not exactly equal to the 3 of the first group, and the 2 of the second
group is actually formed by the intrusion of the accented note from the orchestra (m. 47), which
implicitly subdivides the long dotted half note into 2+4. When the phrase is repeated in mm. 48-
49, there is a single accent at the beginning of the m. 49 in the orchestra part and therefore that
subdivision does not happen. The grouping in mm. 48-49 becomes (2+3) + (3+6), with the long
note of 6 eighth notes in m. 49 creating a more final symmetric closure than the one in m. 47,
which was subdivided into (2+4) (Example 3.9).

The boundary between (2+3) and (3+2) groupings in m. 46 is marked by a syncopation
on C in the top voice on the weak sixth eighth-note pulse of the 8 eighth-note pulses of the 4/4
measure, which starts the (3+2) group. This interaction between asymmetric groupings of 3 and 2
and the 4/4 meter enhances the effect of rhythmic asymmetry, which arguably would have been
less prominent in a 5/8 meter that could hide the syncopation (Example 3.9).

The same rhythmic grouping, (2+3) + (3+2), appears in the context of a 5/4 meter in m.
52 (Example 3.10), which provides a chance to compare it to m. 46 (Example 3.9). In this case,
the quarter note that used to mark the sixth eighth-note pulse is subdivided into two eighth notes,
which removes the syncopation effect to some extent. In the absence of strong syncopation in the
piano part, the emphasis on the 3 of the second group is created by syncopation in the orchestra

part by a tied note on the sixth eighth-note pulse (Example 3.10).
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Example 3.10. Piano part (2+3) + (3+2) grouping, with emphasis on the
second 3 of the group that is also subdivided, creating a sense of duple meter
(mm. 52-54, 7 measures after R5).

The emphasis on the division and symmetry of (2+3) and (3+2), created by the accent or

syncopation on the 3 of the second group, produces a sense of an “expanded” duple meter, both

in mm. 46-47 (4/4 - 3/4 meter) and in m. 52 (5/4 meter), as well as in mm. 53-54 (4/4 and 2/4

meter), which almost exactly repeats the rhythm of mm. 46-47. However, the same rhythmic
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motive is shaped closer to a triple meter when that emphasis on the second 3 is removed,

resulting in the division of (2+3+3) + (2+2+2) in mm. 50-51 (Example 3.11).
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Example 3.11. Emphasis on the second 3 removed, producing the sense of a
triple meter (mm. 50-51).

The groupings in this example are heavily influenced by the melodic line in the piano
part, so that a descending motion creates one group of (2+3+3) and an ascending motion the
second group (2+2+2). Similarly, a descent by a major 6 in m. 52 (Example 3.10) is mirrored by
an ascent by a major 6, which creates inversional symmetry in pitch and predisposes the
symmetric rhythmic grouping of (2+3) + (3+2).

In contrast to the linear juxtaposition of 2 and 3 groups in the 5-grouping in the “heroic”
theme, the “chant” theme at R6 (introduced earlier in Example 2.22 and further discussed in

Example 3.8) provides an example of their vertical combination, creating a kind of polymeter of
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