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Ecnu roBoputh 0 Boo6paskaeMoii MepapXuy My3bIKaTbHBIX KaHPOB, Jemast
TIOTIBITKY DPAaCIIONIOKUTh MX Ha YCJIOBHOJ IIKale IIPOCTOTHI / CIOKHOCTH, TO
CTPYHHBI} KBAPTET OKAsKETCSI ONHIM 13 CAMBIX JIUTAPHBIX. DTOT COCTaB — 6e3yKO-
DPU3HEHHbII OPraHu3M, 3aBepUIeHHbII a6COJIOT, TPUYEM 10 JII060MY TapaMeTpy:
KBapTeT BiIajieeT IMOMHOM MaaUTPOit TeMOGPOB, OH TOMHOCTBIO YPaBHOBEIIEH,
0651ajaeT TPOMATHBIM PErMCTPOBBIM M AMHAMUYECKUM DPECYpCOM, MPU 3TOM
COXpaHsisl KaMepHOCTh, G1arofapsi KOTOPOii MY3bIKAJIbHBIN IPOLIECC OCTAeTCS
COKPOBEHHbIM, OUeHb YacTHBIM. KBapTeT rogpasymeBaeTr yHUBEPCAIbHbIE POIK
YYaCTHMKOB, OCTaBasICh KMBOJ CHCTEMOJ, HAXOASIIEHCS] B ITOCTOSIHHOM pOCTe
Y M3MEHYMBOCTY, B pe3yJbTaTe Yero 3T POIy I1epe6pachBalOTCS OT OLHOTO K
IIpyromy, MepLaloT, B3aMHO [IpeBPaIaloTCs.

HaBepHoe, MMeHHO COBepIIEHCTBO KBapTeTa KaK OpraHu3Ma 1 MHCTPYMeHTa
CTal0 MPUYMHONM TOTO, YTO AJIST aGCOMIOTHOTO GOJBIIMHCTBA KOMIIO3UTOPOB,
KOrga-1bo 06paIiaBIInXcs K TOMY KaHpPY, OH CTal MOBOJLOM IJISI peann3aiun
Haubonee 3HAUMTENbHBIX 3aMBICTIOB, 3a4acTyl0 NOBEIEHHBIX [0 IMpPeNeIbHOIi
SICHOCTM Y TIOJTHOTBI.

KoH1emnyst HaCTOSIIEro AMCKa 0CO6eHHO HeOObIYHA: IITyOOKNUI ¥ YTOHYEH-
HBIiA, «TYIXMI1» SKaHP — KBAPTET — PACCMaTPMUBAETCSI B KOHTEKCTE TAKOTO MacCOBOIO
JICKYCCTBA, KaK KMHO (HEKOTOpbIe 13 IPOV3BeIeHNI1, 3ByJallyX Ha AVICKe, VICIIONb-
3yI0TCSI B KMHeMarorpaduyeckoM Macc-mMapkeTe, FO/UIMBYACKUX GloKGacTepax,
OPMEHTMPOBAHHBIX HA MHOTOMMWIIMOHHYIO ayAUTOPKIO). CBEPX TOr0, KOHLIEMLIMS
JIMCKA OIMYCTM/IA TAKYI0 BOJBHOCTb, KaK M3BI€UEHME M3 KBAPTETHBIX L[UKIOB
MMEHHO TeX YacTeii, KOTOpble GbUIM MCIIOMb30BAHbI B CAayHATPEKAaX K Pasyind-
HbIM (mibMaM. HakoHel, «IOSIBISSICh B KaJipe», KBapTeTHAsi My3bIKa J1ajeko He
BCerga Mrpajga B HeM OIpPeZesIOyI0 IpaMaTypriuueckyio poib, Kak 3TO YacTo
MPOMCXOAUT B KMHO C MY3BIKOW CMMQOHMYECKOi. B cuty cBOeit MOOUIBHOCTY



¥ KOMITAaKTHOCTM YKaHP KBapTeTa He MOPbIBaeT C 0YeHb IIPOCTBIMY MPUKIATHBIMU
GyHKOMSIMI: TO M [1e/I0 KBapTeT MOKHO HabMIogaTh COMPOBOKAAIOIIMM TOPsKe-
CTBEHHYIO IlepeMoHuio, hypuret min gaxe c60p rocrTeit Ha MpuUeM — CUTYaIusI,
B KOTOPOJ1 HEBO3MOXXHO MPeCTaBUTh CUM(POHUYECKIUI OPKECTP.

VIMEHHO B TAaKOM KOHTEKCTe MCIIOIb30BaHA B (uibMe «BCnoMHuUms ece»
BTopasi yactb [luBeprtucmenTa (KV 138) B.A. Mouapra, BK/IIOUeHHAsl B HACTO-
S AUCK. DTOT HPeHOMEH — CKJIOHHOCTh K MCIIOJMIb30BaHMIO MMEHHO KBapTeTa
IUISL CO3IaHMsI TaDMOHMYHOTO0, YCPeZHEHHOro (JOHOBOTO 3By4YaHMs, «aTMOChHepbI
MY3BIKI» VIV BO3[yXa, B KOTOPOM JOJDKHBI ITPOM30ITY BaXKHbIE COOBITYISI, TO3BO-
JISleT TOBOPUTDb O TOM, YTO YaCTO PeXuccep BOCIPUHMMAET KBapTeT KaK HeKuit
06006IeHHBII 3HaK MY3bIKM, CpeiHee apudMeTHyeckoe, ee YHMBEPCAIbHBIN
MCTOYHMK, BMEILAIOINIi BeChb CIIeKTP JOCTYITHBIX eJi IPOSBIeHMIA.

KBaprer N2 2 Jleoma $IHayeka, I0OA3aroJ0BOK KOTOPOTO TPaAUIMOHHO
repeBoAUTCS Kak «IHTMMHBIE IUCbMa», XOTs 6ojiee TOYHBIM SITUTETOM ObLIO
Obl «COKDOBEHHbIE» VI «JIMUHBIE», UCIIONb30BAH B My3bIKe K Giibmy Ouanma
Kaycdbmana «HesviHocumas Jniezkocms Ovimus», dKpaHU3aluy poMaHa MiuiaHa
Kynpepsl, HecrmyvaiiHo: durypa SlHayeka M €ro TBOPUECKMIT METO MMeN st
KyHpgepsl orpomHoe 3HayeHue. Orer mucaress, JllonBuk KyHaepa, 6611 myaHuc-
TOM M MY3BIKOBEJOM, YUEHMKOM SHaueka u YBJI€UEHHBIM «MMUCCHMOHEPOM» €ro
my3biki. KyHzepa ob6paiiaeT BHMMaHMe Ha JKECTKYIO CTPYKTYPHOCTb MY3BIKA
SIlHaueka, ero ymeHue 3aIlyCTUTb, KAK HECKOJIbKO BOTYKOB, psif, IapasuieIbHO
MPOTEKAIOMIMX MY3bIKaJbHbIX IPOLECCOB, POXAAMINX MONUDOHUIO CIOXK-
HOTO IIJIETEeHUSI, MEXaHMYeCKM COBEpIIEeHHYI0, MCIIOTHEHHYI0 MaTeMaTU4ecKoit
POCKOIIIM, HAYMCTO JIMIIEHHYI0 MHEPLMA: «..8 N0xy, Kozda Ilénbepe u Cmpa-
BUHCKULI ewje nuwym KpynHsle 0pKkecmposbie couuHeHus, [SHauek] yxe oco3Haem,
umo opkecmpogasi napmumypa npocedaem noo 6pemeHem JUWHUX HOM. <...> Pe3-

KUe NpomueonocmasieHus 8Mecmo nepexo0os, n0GMOpPbl 8MeCno 8apbupo8aHusl,
2n1asHoe — 6cez0a uomu Hanpsamyio K cymu eeweli. Toneko Homa, komopas 206opum
Heumo eaxcHoe, umeem npaso Ha cywecmeosanue» (Munan KyHpgepa, scce «Hckyc-
CMeo poMaHa»).

HasBaHne KBapTeTa CBSI3aHO C JIIOGOBHOI MCTOpMEH, KOTOpasi MPONU30LLIa
C KOMIIO3UTOPOM Ha 3akare XusHu. Ee nenrtpanbHas ¢urypa — Kammma Croc-
CJI0BA, JKeHIIVHA TIOUTHM Ha COPOK JIeT MOJIOXKe SIHaueKa, KOTOPOii GbIIIO CY>KIEHO
ChIrpaTh GyHAAMEHTAIBHYIO POJIb B €70 My3BIKe U Cyfbbe: 3a MocaeqHe 1ecsiTh
JIeT XU3HM OH HaIucal MpakTUYeCcKy BCe, YTO COCTABMIIO €r0 MMUPOBYIO CJIaBY,
u (3a pefuailIMMy MCKIIOYEHUSIMM) JBUTaTeneM, CMbICIOM UM BJIOXHOBEHMEM
TOTO, YTO OH Aesa, 6bUI0 ero uyBcTBO K Kamuite. SIHauek Hamucan eit 6onee
CEeMMCOT MMUCEM, ¥ KBAPTET SIBJISIETCSI CIOBHO 6bI OMHMUM 13 HUX. KOHCTpyKRTOpCKast
9Heprusi My3bIKU STHauUeKa 1 TPy HbII, Ha2IeKTPU30BAHHbIN KOHTEKCT BOKPYT Hee
CO3[AI0T IIpeKpacHbiit GoH mst ucropun Tomamra u Tepesbl, 0 KOTOPBIX TTOBECT-
ByeT 9KpaHu3anys pomaHa KyHzaepsl.

Kak mbI BuguM, KuHemarorpad oTBOIUT KBaPTETHOM My3bIKe OUeHb Pa3HbIe
posn: cryke6HO-(OHOBAsT M ComepsKaTeNIbHO-0IIOPHAs, O KOTOPBIX TOBOPMIIOCH
BbIILIe, — TIOXKAYA, Ba TO/MI0CA, OLHAKO MeXAy HMMM BO3HMKAET ellle MHOXeCT-
BO 3a/iay, KOTOPbIE€ MY3bIKa, COTIPUKACASCH C KMHO, TIPMHUMAET Ha cebst. OmHuM
M3 DPaCIpOCTPAHEHHBIX TMPUEMOB, OCOOEHHO JIOOMMBIX POMAaHTUUECKUM
KMHO ¥ MEJIOAPaMOoIii, SIBSIETCSI 3a0CTpeHue HYKHOro addekra ¢ MOMOIIbIO
MYy3bIKM. DKpaHu3aius pomana daut YoptoHn «O6umens padocmu» («The House
of Mirth») — B 4ncie MHOTMX KVHOJIEHT, COOIa3HUBLIVXCS IJISI 3TOH LIV TOMHOIA
nupukoii HoktiopHa 13 Broporo crpyHHoro kBapteta A.Il. Bopoguua. Heymo-
BMMO OPMEHTA/IbHBI, UTO BOOOLIe Mpucylle My3bike BoponyHa, oH B OIHOM
671aroyxaHHOM GyKeTe co6MpaeT BCe JIyulllie YepPThl My3bIKAJbHOTO CTUJIS KOM-



MI03UTOPA, KaK BOCTOYHAsI IIIaJTh, TPOITYILIIEHHAS CKBO3b KOJIBIIO. 3/1€Ch 1 II060Bb K
CO3[1aHMI0 00BEMHOI (haKTypbI, HATTIOHEHHO TETJI0¥ 3bI0bI0, ClIagyaiiei Kau-
KOJ4, ¥ MUMUTALMSI PYCCKOTO MOATOIIOCOYHOTO ITeHSI, ¥ MacTepCKoe I0/Ib30BaHle
TeM6paMI/l — MeOOBBIM BMOJIOHUYE/IbHBIM U I€PbeBbIM CKPUIIMYHBIM B BEpXHEM
perucrpe, 1 aTMocdepa M3HeMOralolleil OT UyBCTBEHHBIX IOPOXOB KyMaHCKOI
HOYY, a [IaBHOE — YMeHMe CO3/1aTh MeIOIMIO, TOIKYTAIOLIYIO C IEPBOrO Ipesb-
SIBJIEHMSL.

Toskamyit, 3Ty ke 3aady pellaeT B GeCYMCIeHHbIX KMHOMMIbMaxX 3Hame-
Hutoe Adagio Camroana bap6epa. HbiHe ycronb3yromnieecst st 0puiansbHbIX
TpPaypHbIX LlepeMOHMII Ha BBICIIEM YPOBHE, a TakKe KaK KOMMepuecKas yHU-
Bepcanusl CKOp6M, OHO M3HAUYAIBHO SIB/SJIOCH MeAJeHHO) uacTbio IlepBoro
CTPYHHOTO KBapTeTa, cod. 11. MyunTenbHO npeofosnesast OLeleHeHne, TO U Jejl0
Tepsisl CUJIBI B TeHepasbHbIX I1ay3ax, ePeKphIBAIoIIMX MAapTUTYPY U Kak GyATo
HEOOXOOVMBbIX JAJIsI BAOXA, MEIOAUYECKNii TOMOC CTPEMUTCS HAGpaTh BBICOTY
B OKPYXEHMM TSHYLIUXCS Iefaneii, MIrko MEHSIOUIMX TapMOHMYECKOe OCBe-
leHy)e TO IONepeMeHHO, TO BMeCTe, KaK ILIepKOBHBI Xop. Pa3BepThiBaHMe
MIPOUCXOAUT BOTHAMM, My3bIKa/lbHasl MaTepusi MeHSIeTCsl HeXOTSI ¥ He3aMeTHO:
COo3Jaomniicss B pesyibTaTe INPOLLECC HAlIOMMHAeT OZHOBPEMEHHO 3aTOPMO-
SKEHHBII MPMOOIT M ITUTYPruio, 060paunBasCh TO OFHOI, TO OPYroif CTOPOHOI
1 co3faBast uaeaabHOe obpamiIeHye JJ1s1 KUHOMCTOPUMN.

Bce mpousBeneHusi, BKIIOUEHHbIe B AMCK, 3BYy4aT B KUHO, MCIOTHEHHbIE
MMEHHO CTPYHHBIM KBapTeTOM. V3 3TOro InpaBwuia clelaHbl 1Ba VCKIIOUEHUS:
dnerust U3 HeGONMBIIOTO PaHHEro IMKIA [IBe mbechl Uil CTPYHHOTO KBapTeTa
O.[. lllocTakoBuua 3BYYnUT B husibMe-onepe «Kamepura Uzmaiinosa» B UCIION-
HeHVM cuMMGOHMYECKOro opkectpa. Keapretom 3Ta My3bIka crana B 6Gosee
MO3JHEl aBTOPCKOI TPAHCKPUITLIMM, C KOTOPOJi CBSI3aHA JIF0OOIBITHASI ICTOPWAS:

mosnopoii lllocTrakoBuy, mpuexasLInit Ha racTpoiay B Batym ocenbio 1930 1., ycibl-
1LIaJT BBICTYMABIIMIA TAM CTPYHHBIIi KBapTeT MM. BUibOMa 1 3aX0TeJT HarmcaTh JJIst
HuX mbecy. I1o jiereHe 3a ogHy HOYb C 31 OKTSI6Ps Ha 1 HOSIGPS OH CIesas mepe-
noxkeHue apun KatepuHsl 13 TpeTbeil KAPTHUHBI IePBOTO aKTa onepsl «<KamepuHa
HUsmaiinosa», Hag KOTOPOIi Torga pabotast. B 9Toii clieHe repoMHs TIIUTCS 3aCHYTh
B COOCTBEHHOII CIalibHe, Tep3aeMasi Pas3ropaloluMcs TomieHueMm («...Kepe-
0eHOK K KOOblLIKe MOoponumcs, KOMuk npocumcs K Kouleuke, a 2071y0b K 2ony0Kke
cmpemumcs, Ho MoJibko KO MHe HUKMO He cnewlum»). DTa My3blka IIpeBpaTuIach
B Jneruio u 6pl1a moronHeHa [10bKoi, 3aMCTBOBaHHOM 13 Ganerta «30/10moti
6eK», KOTODbIJi MTOBECTBYeT O CTOJIKHOBEHNY O1aroHa[eXKHOJ COBETCKOW ¢yT-
6OJIbHOI KOMaHABl ¢ OGyp)Kya3HOJ MOJIOEXKbI0 KalUTAIUCTUYECKOTO 3araja.
Bo BTOpOI1 nonosBuHe 1930-x rofgos u «Kamepuna Hsmatinoea», u «3010moti 6ex»
CTaHyT TOBOAOM Iisi 06BuHeHust IlocTakoBuua B xX0[4e KaMIaHuy Mo 6opboe
¢ hopman3MoMm. STOT MMHUATIOPHbIN KBAPTETHBII LMK/, COIMHEHHBII TOUTH 32
BOCEMb JieT 10 [lepBOro CTpyHHOTO KBapreTa, siBisercs feb6orom lllocrakoBuya
B JKaHpe, KOTOPBIN, HapaBHe ¢ CUMQPOHIYECKVM, MMeJ sl KOMIIO3UTOpa KOI0C-
ca/IbHOe 3HaueHMe Ha MIPOTSDKEHUY BCel ero XKU3HMU.

BTOpBIM MCK/TIOUEHMEM 13 ITPaBIUIIa, KACAIOLIEToCs: BbIGOPA TOIBKO MapTUTYD,
MPO3BY4YaBUIMX B KMHO B MCIIOJIHEHUY KBAPTeTa, SIBJISIeTCS MATU4acTHbI «KuHo-
my3bIka. KBaprer» Anekcest CTe6iéBa. 31ech Bce IIPOMCXONUT HA060POT — Yy3Kke
He MY3bIKa, COUMHEHHas [IJIs1 KOHI@EPTHOT'O UCIIOJIHEeHMsI, OKa3bIBaeTCs B Kazpe,
HauMHasi paboTaTh Ha 3ambIcen co3paTenss GuibMa, a MMEHHO KMHOMY3bIKA
U3 cpasy ABYX JeHT ABAoTbM CMUPHOBOI — 9KpaHM3auuy poMaHa TypreHeBa
«Omuypt u demu» (2008) u menonpamsl «/Jea OHs» (2011), mepemiarnBast TpaHUILY
9KpaHa, IIPOIIAETCs CO CBOel QYHKIVIOHAIBHOM COCTaBIISIONIEN, IIeperuIaBIsisich
B ITOJTHOLIEHHBI/ KaMepHbIii LIMKJI. BO MHOTOM OHa He OTKa3bIBae€TCSI OT HEKOTO-



POt «<9KPaHHOCTM»: 3BYKOITMCHBIE IITyMOBbI€ 3D (EeKTHI, ApaMaTIIecKyie CObHbIe
KpYITHbIe IUIAHbI, MOHOIOTMYECKMEe BPe3KH, TJe OTUYETIMBO C/BbIIIHA JYeloBeye-
CKas peub, UTPa C MOHTAXKOM TO 1 /IeJIO OTCBIIAIOT CTyLIaTeNsl K HeOObsIBIeHHOMY,
MOTeHLIXAIbHO BO3MOXHOMY Bupeopsay. C OLHON CTOPOHBI, «KuHOMYy3blKd.
Keapmem» BbICKa3bIBaeTCsl B pycie CyIIeCTBYIONIEro CIYLIaTeabCKOTo 3aKasa
Ha KayeCTBEHHYIO KMHOMY3BIKY: TapaHTMPOBAaHHO YCIIEIIHble MpPUEeMbl Bpoje
«4acoBOii» MOTOPHOCTH, BBIITYK/Ible NVHAMMUUYECKNEe KOHTPACTbI, 0GasiTeIbHbIi
MeJIOAIM3M; C OPYTOif CTOPOHBI, TYT M TaM B KBapTeTe PAcChINaHbI MeJK/e aKa-
IeMuUJecKye «yIuKy» Bpome (QyraTo B MepBOi YaCTV MM 3ByKOMMUTAIVIOHHBIX
KpacoT U MSTUIOIBHOTO Bajibca BTOPOi. KBapTeT TemMaTHdyecKyu HachILeH, 110
C7I0BaM aBTOPA, IPM €ro co3/jaHuM Obla UCIONb30BaHa M MY3bIKa, He BOLIe/IIIast
B KMHO, OFIHAaKO IVIaBHas My3bIKajlbHasl TeMa U3 dwibMa «/ea OHs» MPOXOOUT
yepes3 BCe IISITh YaCTell LYK/IA, KaK Obl CIO)KETHO OObeIVHSIS UX.

Jlsans Kanpgayposa,
MY3bIKANbHBIL HCYPHATUCT

If we speak about an imaginary hierarchy of music genres, making an
attempt at arranging them on a conditional scale of simplicity / complexity, we
will find that string quartet is one from the elite. This lineup is an impeccable
organism, a perfect absolute by any account as quartet possesses a full palette
of timbres, is completely balanced and has an enormous register and dynamic
resource while preserving its chamber qualities which make the musical
process stay intimate and very private. Quartet assumes versatile roles of the
participants while remaining a living system that perpetually grows and
changes. As a result, the roles are shifted from one to another, glimmer and
reciprocally transform.

Perhaps it is the perfection of quartet as an organism and instrument that
is the reason why it has been an excuse to the absolute majority of composers
who ever turned to the genre in order to realize their most significant ideas,
often brought to ultimate clarity and completeness.

The concept of this release is particularly unusual: quartet, a deep and
refined, “quiet” genre is viewed in the context of mass art such as cinema (some
of the numbers on the album have been used exactly in cinematographic mass
market, Hollywood blockbusters intended for an audience of many millions).
Moreover, the concept of the album takes liberties such as extraction of the
parts of quartet cycles that were used for film soundtracks. Finally, when
quartet music is “on screen,” it doesn’t always play the determinative
dramatic role as it is often the case with symphonic music in movies. By
virtue of its mobility and compactness, the genre of quartet does not break off
with very simple applied functions: every now and then quartet can be seen
accompanying a solemn ceremony, stand-up party or gathering of guest for
a reception, that is a situation when symphony orchestra is difficult to fancy.



The second part of W.A. Mozart’s Divertimento (KV 138) featured on
this album was used in this exact context in the movie Total Recall (1990). This
phenomenon - inclination to using a quartet to create a harmonious, averaged
sonic backdrop, “musical environment” or air where the important events must
take place — allows us to say that a film director perceives quartet as some
generalized sign of music, an arithmetic mean, its universal source that contains
the whole spectrum of displays it can afford.

It is no mere chance that Leo$ Janacek’s String Quartet No. 2 with
its conventional subtitle Intimate Letters was used for the soundtrack for
The Unbearable Lightness of Being directed by Philip Kaufman and based on
the novel of the same name by Milan Kundera. The figure of Janacek and his
creative approach were of great importance to Kundera. The writer’s father
Ludvik Kundera was a pianist and musicologist, one of Janacek’s pupils and
ardent “missionary” of his music. Kundera draws our attention to rigid structural
properties of Janacek’s music, his ability to start, as if they are humming tops,
a number of parallel musical processes that give birth to intricately woven,
mechanically perfect polyphony imbued with mathematic splendor and
completely devoid of inertia.

“At a time when Schoenberg and Stravinsky were still writing works for full
orchestra, he had already come to feel that orchestral scores collapse under the weight
of superfluous notes. <...> Harsh juxtapositions instead transitions, repetition instead
of variation, and always head straight for the heart of things: only the note that says
something essential has the right to exist,” Milan Kundera wrote in his essay The Art
of the Novel.

The name of the quartet is connected with a love story that happened to the
composer in the twilight of his life. Kamila Stosslova was its central figure,
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a woman who was almost forty years younger than Janacek. She was destined
to play a fundamental role in his music and life as almost all the works that made
him a world famous composer were written during his last decade, and his feeling
for Kamila was, with rare exceptions, a driving force, meaning and inspiration for
everything he did. Janacek wrote her over seven hundred letters, and this quartet
sounds like of them. The structural energy of Jandcek’s music and a difficult,
electrified context around it create a wonderful background for the story of Tomas
and Tereza, the main characters of the screen version of Kundera’s novel.

As we can see, cinema assigns very different roles to quartet music — it can
play an auxiliary background or substantially supporting part as we mentioned
earlier. These are, perhaps, two poles with numerous tasks between them that
music takes upon itself when it contacts with cinema. Making a necessary affect
even more emphatic through music is one of the most popular devices, particularly
cherished in romantic films and dramas. So, The House of Mirth by Edith Wharton
was one of the numerous movies that was tempted by the languishing lyricism
of Notturno from Alexander Borodin’s String Quartet No. 2. Indefinably
oriental (a common trait of Borodin’s music), it collects all the best features of the
composer’s style in one fragrant bouquet like an oriental shawl passing through
aring. Here, we feel love for creating a volumetric texture filled with warm ripple
and sweetest rocking, imitation of Russian supporting singing in the high register,
atmosphere of a Cuman night saturated with sensual rustle, and the main thing is
an ability to create a melody that wins hearts as soon as it appears.

The famous Adagio by Samuel Barber probably undertakes the same tasks
in numerous movies. Used nowadays for high level formal funeral ceremonies and
as a commercial universal of grief, it originally was a slow part of String Quartet
No. 1, Op. 11. Overcoming numbness in agony, now and then losing strength
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in the general pauses that stop up the score as if they are needed to breathe
in, the melodic voice seeks to gain height among drawling pedals that softly
change the harmonic lighting either by turns or simultaneously like a church
choir. The unwrapping comes in waves; the musical matter alters reluctantly and
imperceptibly, and the resulting process resembles deferred surf and a liturgy
at the same time, displaying in turn its different sides and creating an ideal
framing for a movie story.

All the works featured on this album can be heard in motion pictures
as performed by string quartets. There are only two exceptions from
the rule - the Elegy from Dmitri Shostakovich’s early small cycle Two
Pieces for String Quartet is performed by symphony orchestra and featured
in the opera film Katerina Izmailova. This music became a quartet in the
composer’s later transcription that has an interesting story about it. When
young Shostakovich came to Batum in autumn of 1930, he went to a concert
of the Vuillaume String Quartet there and then wished to compose a piece
for them. As the legend goes, it took him just one night between the 31st
of October and the 1st of November to re-arrange the aria of Katerina from
the third scene of the first act of Katerina Izmailova that he was working on
at the time. In that scene, the heroine, tormented with growing languish,
cannot fall asleep in her bedroom (“The foal runs after the filly, the tomcat
seeks the female, the dove hastens to his mate, but no one hurries to me”). That
music was transformed into the Elegy and complemented with the Polka
borrowed from The Golden Age, ballet about a collision between a loyal Soviet
football team and bourgeois youth of the capitalist West. In the second half
of the 1930s, both Katerina Izmailova and The Golden Age were the works
that the anti-formalism campaign accused Shostakovich for. That miniature
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quartet cycle composed almost eight years before String Quartet No. 1
was Shostakovich’s debut in the genre, which along with symphony was
so significant to the composer throughout his life.

The other exception from the rule of selecting just the scores from motion
pictures performed by string quartets is a five-part Moviemusic. Quartet
by Alexey Steblev. This is an opposite case - it is not music composed for concert
performance that later gets in a movie and starts to work for a director’s idea.
Rather, it’s music from two motion pictures directed by Avdotia Smirnova —
a screen version of Turgenev’s novel Fathers and Sons (2008) and the drama Two
Days (2011) — that steps from the screen and parts with its functional constituent
re-melting into a fully fledged chamber cycle. In many ways, it doesn’t reject its
certain screen features — the tone-painted noise effects, dramatic solo close-ups,
monologue inserts where human speech is clearly heard, and the way it’s cut often
refer to some unannounced, in posse picture. On the one hand, Moviemusic has its
say in the vein of the listener’s existing order for quality film music - guaranteed
successful devices such as a “clockwork” motive power, distinct dynamic contrasts
and enchanting melodic patterns. On the other hand, now and then we hear fine
academic “evidence” such as a fugato in the first part or imitative charms and
a quintuple waltz in the second one. The quartet is filled with themes. According
to the composer, “among everything else, I used music that had been left off-screen,
however the main theme from Two Days passes through all five movements of the cycle
as if uniting them into one plot.”

Lyalya Kandaurova,
music journalist
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CunemadoHms

Jleow SIHauexk

1. ®unan kBapreta N2 2 «MHmumHste nucema» (1928r.) . . . . . .. . .. . ... .. 7.44
Anexcangp Boponux

2. HokTtiopH u3 kBaprera N2 2, Pe maxkop (1881r.) . . . . . .. ... ... ... 8.00
Mo3zed laitma

Ksaprer «)Kasoponok» Pe maxop, cou. 64 N2 5

BUMEHYOT & o v o v e e e e e e e e e e e e e e e e e e e 3.22
ADUHAL. © o ot oot e e e e e e e 2.08
Bonbdranr Amaaeit MonapT

5. Andante u3 luBeptucmenta ®a maskop, KV 138 . . . . . ... ... ... ... .. 5.59
JAmurpnii lloctakoBua

6.9merms (1930T) . . o o o e e 4.48
T.Hombka (1930T.) . . . o oo e 2.41

Anexceii Cte61éB
Kunomy3vika. Keapmem (2014 r.)

8.MoviementI . . . . . . . . . 4.15
9.Moviement II . . . . . .. .. . e 4.35
10.Moviement III . . . . . . oL L e 4.56
11.Moviement IV . . . . . . . L e 2.10
12.Moviement V. . . . . .. L e 4.23
Camioan Bap6ep

13. Anaskmo u3 kBapreta N2 1,cou. 11 . . . . . . ..o Lo o 7.25

O6uee Bpemsi: 62.34

Hosp1i1 Pycckuii KBaprer:
0nus Urounna, ckpunka
Enena XapuToHoBa, ckpunka
Muxawn Pynoii, anem
Anexkceit CTe6néB, 810JI0HUEb

3Bykopeskuccep — A. PoibakoBa

Boinyckarommii pegakrop — E. PacreraeBa
®doto u guzaitH — U. Kprokos
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3amucs ocyuiectsieHa B mae 2015 r. B Mockse.

Cinemaphonia

Leos Janacek

1. Finale of Quartet No. 2 Intimate Letters (1928) . . . . . . .. ... ... .. .... 7.44
Alexander Borodin

2. Notturno from Quartet No. 2 in D major (1881) . . . . .. ... .. .. ... ... 8.00
Joseph Haydn

Quartet in D major (The Lark), Op. 64 No. 5

B.Menuet . . ..o e e e e 3.22
4. Finale. . ... e e 2.08
Wolfgang Amadeus Mozart

5. Andante from Divertimento in F major, KV 138 . . .. ... ... ... ...... 5.59
Dmitri Shostakovich

6.Elegy (1930) . . . o o i i 4.48
T.PoIka (1930) .« . o o o e e e e e e e 2.41
Alexey Steblev

Moviemusic. Quartet (2014)

8.MoviementI . . . . . . . ... e 4.15
9.Moviement IT . . .. ... ... ... .. ... 4.35
10.Moviement IIT . . . . . . . . L e 4.56
11.Moviement IV . . . . . . . . e 2.10
12.Moviement V. . . . . ... .. .. 4.23
Samuel Barber

13. Adagio from Quartet No. 1,0p. 11 . . . . . . . ... ... . . . 7.25

Total time: 62.34

The New Russian Quartet:
Julia Igonina, violin

Elena Kharitonova, violin
Mikhail Rudoy, viola

Alexey Steblev, cello

Recorded in May 2015, Moscow.
Sound engineer - A. Rybakova

Release editor - E. Rastegaeva
Photos and cover art - I. Kryukov
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