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Horaux CebacThsiH Bax

1 XopanbHas nipentoaust pa muHop Ich ruf zu dir, Herr Jesu Christ
(«B3viearo xk mebe, Iocnodu»), BWV 639 . . . .. ... ....... 4.34
2 Tokkara mig kiaBupa N2 5 mu muHop, BWV914 . . .. ... .. 7.34
3 II. CunninaHa U3 COHAThI AJ1s GUIeiAThI M 6aCCO KOHTUHYO N2 2
Mu-6emonb Mmaxkop, BWV 1031 . . . .. ... ... ... ..... 5.12
4 Tlaccakanus u dyra Ias opraHa 1o MmuHop, BWV 582 . . . . . .. 15.35
T'eopr ®punpux 'engensn
5 III. CapabaHpma 13 CIOUTHI AJ1S KinaBecuHa N2 4 pe MUHOD,
IIvol.HWV 437 . . . . e e e e e e e 3.56
6  YakoHa ¢ BapuauusaMmu i kinaBecuHa N2 2 Coimb Maxkop,
IIvol.HWV 435 . . . . e e e e e e e 9.54
T'erapu IIépcenn
7  TI'paynn (Ground) ois kinaBecuMHa 10 MMHOpP, ZD221. . . . . . .. 2.57
JKau-®uaunn Pamo
[Tbecwl 3 cronThl Ajist knaBecuHa N2 2 mu muaop, RCT 11
8 5. «Ilepexnukanue ntuily» (Le rappel des oiseaux) . . . . . .. ... 3.44
9  8.«Tambypun» (Tambourin) . . . . . . . . . v v v . 1.12
10 9. «Ilocenssuka» (La villageoise) . . . . . . . . .. v 2.14
[Tbecwl 3 crouThl Ajis1 KnaBecuHa N2 3 pe muaop, RCT 111
11 1. «<Hexxnsrie skano6wi» (Les tendres plaintes) . . . . . . . ... ... 3.17
12 2. «ConoHckue mipoctaku» (Les niais de Sologne) . . . . ... ... 5.11
13 3. «B3moxu» (Les SOUPITS). . . o v v v v v v v it e e e e e e 7.07

o2

14 4. «PapmocTtHasi» (Lajoyeuse) . . . . . . . o v v v v v i v i i e e 0.59
15 6. «becema my3» (L'entretien des Muses). . . . . . . . . . ... ... 7.41
16 8. «lukmombl» (Les cyclopes). . . . . . . o v v v i i it i 3.12
®paHcya Kynnepen

17 «TauHcTBeHHbIe bappuKaawl» (Les barricades mystérieuses) . . . .3.41

Oo6buee Bpems: 88.07
ITonuua OceTuHCKas1, popmenuaHo

3amucek: Cinelab studios, arpenb 2022 r.
3ByKkopexuccep — Muxami CnacCkuii

«Conspuc» (1972), pesxxuccep — Aupgpeit Tapkosckuii (1)

«ITanb1pl» (1978), peskuccep — Ikeitmc Tobaxk (2)

«Paccekast BomHbI» (1996), peskuccep — Jlapc don Tpuep (3)
«KpecTHslit oTel», yacts I (1972), pexxuccep — ®@psncuc @opa Komrona (4)
«bappu JInumon» (1975), peskuccep — Ctannu Kyopux (5)
«OceHnHss coHaTa» (1978), pexxuccep — MHrmap beprmas (6)
«KoHTpakT pucoBanbiuka» (1982), pexxuccep — [Iutep I'punyaii (7)
«Yerpipe gHs Bo @panium» (2016), pexxnccep — XKepom Peii6o (8)
«Cmy>kaHka» (2016), pexxmccep — ITak UxaH YK (9)

«KaszanoBa» (2015), peskuccep — XXan-ITbep XKéne (12)

«IIpeso sxxu3um» (2010), peskuccep — Tepperc Manuxk (17)
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Johann Sebastian Bach

1 Chorale prelude in F minor “Ich ruf zu dir, Herr Jesu Christ,”

BWV 639 . . e e 4.34
2 Toccata for clavier No. 5 in E minor, BWV914 . . . . . ... ... 7.34
3 1L Siciliana from Sonata for flute and basso continuo No. 2

in E flat major, BWV 1031 . .. ... ... ... .. ........ 5.12
4  Passacaglia and Fugue for organ in C minor, BWV 582 . . . . . . 15.35
George Frideric Handel
5 III. Sarabande from Harpsichord Suite No. 4 in D minor,

IIvol.HWV 437 . . . . o e e e e e e e 3.56
6  Chaconne with variations for harpsichord No. 2 in G major,

IIvol.HWV 435 . . . . e e e e e e 9.54
Henry Purcell
7  Ground for harpsichord in C minor,ZD221 ... ... ...... 2.57
Jean-Philippe Rameau

Pieces from Harpsichord Suite No. 2 in E minor, RCT II
8 S.Lerappeldesoiseaux. . . . ... ... ... .. ... 3.44
9 8.Tambourin. . . . . ... . .. e e 1.12
10 9.Lavillageoise . . . . . . . . . . e 2.14

Pieces from Harpsichord Suite No. 3 in D minor, RCT III
11 1.Lestendresplaints . . . . . . ... ..o 3.17
12 2. Lesniaisde Sologne . . .. ... ... ... ... ... . ... 5.11
13 3.LeSSOUPITS « v v v v v i e e e e e e e e e e e e e e e e e 7.07
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14 4. Lajoyeuse. . . . . . . . o i i i i ittt e e e e e e e e e 0.59
15 6.Lentretiendes Muses. . . . . . . . . . o v v i i i ittt 741
16 8.Lescyclopes. . . . . . . . i i i i ittt e e e e e 3.12

Francois Couperin
17 Les barricades mystérieuses. . . . . . . . v v v v v i i e e 3.41

Total time: 88.07
Polina Osetinskaya, piano

Recorded at Cinelab studios in April 2022.
Sound engineer — Mikhail Spassky

Solaris (1972), directed by Andrei Tarkovsky (1)

Fingers (1978), directed by James Toback (2)

Breaking the Waves (1996), directed by Lars von Trier (3)

The Godfather Part II (1972), directed by Francis Ford Coppola (4)
Barry Lyndon (1975), directed by Stanley Kubrick (5)

Autumn Sonata (1978), directed by Ingmar Bergman (6)

The Draughtsman’s Contract (1982), directed by Peter Greenaway (7)
4 Days in France (2016), directed by Jérome Reybaud (8)

The Handmaiden (2016), directed by Park Chan-wook (9)

Casanova (2015), directed by Jean-Pierre Jeunet (12)

The Tree of Life (2010), directed by Terrence Malick (17)
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...BO3HUKAET 3BVYK POSIVIS1. HAYMHAETCSA KMHO

«Hcnonv3o6aHue 6 (unvme My3vlKaNbHOU KAACCUKU MHE KAXemcsi 0e1om
OueHb UHMepecHviM. YeepeH, UmMo UCNONb3ysl KJadccuueckoe Hacnedue,
HY}#HO He MOJIbKO He u3bezame U38eCMHbLX, NPUBLIUHBIX COUUHEHUL, d HAO-
6opom,— ombupame moavko ux. luwe npu 3mom ycnosuu npuem 6ydem
onpasodaH, Nomomy 4mo y 3pumeJisi yxe umeemcst C60l accoyuamuseHslii psio
¢ JaHHbIM npou3eedeHuem, Imu accoyuayuu cmanu 011 He20 NPUBbIUHbIMU,
POOHBIMU...»

Muwukaan TapuBepauen

ABTOpCKOe KMHO BTOPOJi MOMOBUHBI XX CTONETUSI BOBJIEKAET B UIPYy 3aUM-
CTBOBAaHMSIMM CO3HATeJIbHO ¥ yMbIIIeHHO. llutata — He 1M306pasuTesib-
Hasl anIuIMKalus, OHa CIY>KUT YKa3aHMEM Ha BaKHEMIIUNA, MOAYAC CKPBIThIN
CMBICIT LIeJIOTO B KJIIOUEBOIA ClieHe, MHOTAA B uepeze ciieH. LiutaTy mano 3ame-
TUTb, HaZJ0 OLIEHUTD Y IIOHATD. [I0YTH BCceraa OHa HeTOYHA, CO3HATENbHO UCKa-
>KeHA UJIU «yCUJIEHa» — MHOM MO CPaBHEHMIO C OPUTUHAIIOM apaHXXUPOBKOA,
(aHTa3uItHBIM TPOAOIKEHMEM, BKIIOUEHHOCTHIO B KOJUIaxk. OueHb 4acTo OHa
BOOOIIIe JIUIIb TTOBOJI, 32POJIbILI MY3bIKAIbHBIX MIEl, OCYIeCTBI€HHBIX KOM-
MIO3UTOPOM — COBPEMEHHUKOM CbeMOK. [louTu HUKOIZa OHa He SBIISIETCS
MOPTPETOM CBOET0 aBTOPa, MaKCMMYM COOMpaTeTbHBIM 00Pa30M 3IOXM, XOTSI
M B 9TOM IUTaHe CJTYYaloTcsl HeOpesxxHocTu. CKpyITy/ie3Has TOUHOCTb He Tpeby-
€TCS KaK TaKOBasl, BbISIBJISIETCS LUMPOKAsl 30HAa COOTBETCTBUI, KaKbIV YIOBUT
MHIVBUYaIbHO-O/IM3KOe.

VHUBEPCAILHOTO peLlernTa sl TIOHMMaHUSI He CYIECTBYeT, MO0 HeT ero
U AJid mpolecca TBopeHus. BoT aBe «My3bIkM Ha TUTpbI»: Cuunimana baxa
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y Jlapca dbon Tpuepa («Paccekast BomHbI») M Yakona I'engens y iurmapa bepr-
MaHa («OceHHSIST cOHaTa»). O6a mpumMepa — «OT MIPOTUBHOTO», MHOCKA3aHMUS
B JIOTIO/IHEHME K CioKeTy. OnuH uIbM CIOXKHO M CTPAILTHO BeleT K MBbICIU
0 JTF06BY U TIPOIIEHNM, IPYTOil BIIOJTHE OTKPOBEHHO TOBOPUT O Pa300IIeHHO-
CTH, B3aMMHOM HeIMOHMMAaHUM U HeNpeoAoIMMOi CTeHe 3rou3Ma B CaMbIX,
Ka3aJIoCh ObI, UYTKMX TBOPUECKMX JIIOMSX. Bax B riepeoskeHuu 1J1s1 TOCKYIOIIei
TPYOBI ¥ KTaBeCHHA IIPUMUPSIET C OTTAIKMBAIOIIVIM BUI€OPSIOM U IIOBECTBO-
BaHueM ¢uiabma GoH Tpuepa (MoKasaTeslbHA 3aMeHa: peskuccep MepBOHA-
yaJIbHO TUIaHupoBan GuHan c necHei [IsBuma boym). TenmeneBckoe comme
il faut (Bepcust mjist 6apouHOi (IeiThl C continuo) OTTEHSIET CBOMM XOJIOA0M
meMsIIyIo IpaMy beprmMaHa, akkOMIIaHUPYET CeBePHBIM Meji3akaM Ha 9KpaHe.

Vi nBa BHYTPUKAAPOBBIX «yHMCOHA»: Capabanma ['eHess Ha 3aBepIleHue
cMmepTenbHo mysmu B «bappu Jinnmone» (peskuccep Crannm Kyopuk), ['paymp,
[Iépcenna B ciieHe momo3peHnit u3 «KoHTpakTa pucoBaibiiyKa» [Inutepa ['pu-
Hy241. [Ipy OTHOCUTENTLHOM COOTBETCTBUM CUTYalMM — MOJTHOE MPOTUBOpeUe
OCHOBHOJV TOHAJIbHOCTM KapTUH, UX >KUBOIMMCHOMY BeIMKOJEINI0, KapTUH-
HOJ BBIBEPEHHOCTM ¥ JOMMHUPYIOLIEMY HAaCTPOEHUIO OCTAJIbHOM KaJpOBOil
M 3aKaJpOBOVi MY3bIKM. DJIETAHTHOCTh U KypTya3Hasi KMBOCTb BCTPEUAETCS
C TeHbI0 memento mori.

HakoHeli, «rpopociine» B counHenust baxa ganrtasumu Imyapaa AprembeBa
(«Constpuc») m Huno Pora («KpecTHbliit oTelr-2»); GuIbMbl — POBECHUKM, 06a
Beinui B 1972 romgy. O6a — cBOero popa IporoBeny, rae yrmoMmuHanme baxa
He MeHee yMeCTHO, yeM yroMuHaHue bora B xpame. [To MHeHUIO0 TaTbsIHbI
EropoBoii, 13BeCTHOrO 3HaTOKAa KMHOMY3bIKM, OApOUHBIA HIEIEeBp «CIOBHO
“KomupyeT” B cebe Xy 0KeCTBEHHbIE IIEHHOCTY YeIOBEUeCKOii IMBUIM3AIIMN,
MPU3BaHHbIE JIa)Ke B CaMbIX TPYAHBIX OOCTOSITENILCTBAX ITOMOYb “UEIOBEKY
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ocTaTbhCsl 4yenoBekoM ». @wibM AHzApesi TapKOBCKOTO MOCBSIIEH DPaCKphbI-
TUIO 3TOV MBICIM OT Hayajla 10 KOHIIA, raHrcrepckas cara ®@psncuca doppa
Korronbl ee moc/enoBaTenbHO OMpoBepraeT. B oboux ciydasx peskucce-
paMy UCIIO/Ib3YeTCsl MpUeM HAJIOXKEHMs LUTAT, 3BYKOBOM M BU3YabHOI:
ckynbrTypa Pieta Mukenangkeno B «Comsipyce», pPOCKOLIHBIN JEKOP KaTOIMU-
yeckoro cobopa B «KpecTHOM 0T1ie». B 060Mx cTyuasix 3puTesb IaeKo He Cpasy
M He BCerga Mpo3peBaeT aBTOPCTBO MY3bIKM 3a KOMIIO3UTOPOM ITPOLLIOTO,
CJIeAYIOIMM IIaroM MHOTZA BBISICHSIET, YTO B OPUTMHAJIE 3TO 3ByYasiO MHAye,
3a/1aeTCs BOIIPOCOM «II0YEMY», BO3BPAIAETCS WM IPUXOLUT BIIEPBbIE K ITTy-
6uHHOI1 uaee uabma. Kpyru noctiokeHNs: IpeBpauialoTcs B CIMPan, 3HaHUS
HaK/Ia/IbIBAIOTCSI HA HOBBIE BIIEUAT/IEHNSI, BOIIPOCHI He MCYe3al0T, 8 MHOXKATCSL.

«Baroque music B aBTOpckoM kuHemartorpade» 10aroe BpeMs CyllecTBO-
Bajla Ha KOHIIEPTHOIi 3CTpajie U Terepb BBIXOAUT B 3allMCy, Kak Obl Tepe-
BO[ISI IMaJI0T MY3bIKAHTOB C ITyO/IMKOM Ha ouepeqHoi Gunocodckmii ypoBeHb.
Ha crpannuax cBoeii kauru IonnHa OceTnHCKasi 3aMeTHIa: «CIedysi aBTop-
CKOMY TeKCTY, BCEIZIa BO3MOXXHO CMeLaTh CMbICJIOBbIE aKI€HTbI, BBIUIECHSTh
pasHble TOYKY B 3aBUCMMOCTY OT IOHVMAaHMSI, Ky/IbTYPbI 1 O1bITa. COOCTBEHHO,
C yMCcTO GOpPMaTbHOI TOUKY 3peHMSI B3sITHe 3ByKa ysKe SIB/ISIeTCS MHTepIpeTa-
ueit. Jlaske OHO U TO ke piano HUKOTAA He GyIeT OOMHAKOBBIM — BO3MOX-
HOCTM HAJIeJISITh 3BYK BCeMM OTTeHKaMy HaCTpOeHMi 6eCKOHeUHbI». Peub 11u1a
HEMHOTI'0 O IPYrOM, HO aMIUINTY[a 3HaUeHUli CeHTeHLIMY 3aXBaTua U IOIX0-
nsiiiee K JaHHOMY cTydyaro. My3bIKa BeJIMKUX MacTepoB 6apOKKO, MPO3BYYaB-
mas B puibMax XX-XXI BeKOB, ke He BCTIOMMHAETCsI Kak 3aKapoBasi, 3BYK
POSIISL HAZIEXKHO OTTOPAKMBAET IMAMSITh OT CTEPEOTUIIOB. AyIUTOPMS BHOBb BOB-
JIeKaeTCcsl B UIPY WU, TOUHEe, BBIBOAUTCS U3 UTPbI — K TIePeCMOTPY ¥ 0OGHOB-
JIeHHOMY BKJIIOUEHUIO B BU3Ya/IbHbIN ¥ COOBITUIAHBII PSIZL KUHOTIPOU3BEIeHUIA.

%)

Bosnbliie mosoBuHbI GUIbMOB 13 KojuteKuyy [omubl OceTMHCKOM — meii-
CTBUTENIbHO «He M1 Bcex». He KaKIbIlii CMOXKET, 3aX0UeT UX AaxXe JOCUMIETh
1o ¢uHaa, He TOBOPS PO OOCYKIEHMS M BOCIIOMUHAHMS. B My3bIKaIbHOI
TPAHCKPUIILIMM KUHeMaTorpaduueckmue uaeu OTTOPKEHMSI He BbI3bIBAIOT.
[To mpyromy moBOAy IMaHMCTKA ITPU3HABa/IaCh: «Ipeo6pa3oBaTh MHOKECTBO
pa3IMYHBIX TIOPOJ, B €IMHbBII OpraHMYeCKuii CIjiaB, COBMECTUTh TO, UTO Ka3a-
JIOCh HECOBMECTMMBIM,— ¥ Telepb Tebe BAPYT KaskeTcsl, UTO MHAue U ObITh
He MOXeT. bbIBaeT, YToO KOMMeHTapuit HAMHOTO IIPEBOCXOLUT, YIIUHSIET, MHO-
SKUT CMBIC/IBI U, B KOHEYHOM CYeTe, aXe JIbCTUT MepBOMCTOUYHMKY». Korga
CMOTPSILIMIA TIPeBPallaeTcs B CIYLIAKLIEro, eMy OKa3bIBAETCS BCE PABHO, UTO
Ha «KapTMHKe». [Ibechl CBSI3BIBAIOTCS HAIPSIMYIO MEXITy co00ii, ImporpaMmma
MIPMHMUMAET BU, ICTOPUM C ITOTYCKPBITOI (habys10ii, 32 My3bIKOI YMTAETCS CIIie-
HapUi1, OKMBJISIEMbIii TIPSIMO Ha Tia3ax. bax, [enmens, [1€pcenn, dpaHITy3bl...
danTacTyeckoe oymyiee, XX Bek, JajeKOe MPOIIoe... AHApeit TapKOBCKMIA,
[Tak YUxaH YK, JKan JKéne... 17151 3TOrO HY>)KHO OIISITh BO3BPATUTBCS K HAYATY.
MOoXHO — K (haHTa3usIM PEKMUCCEPOB, MOKHO — K OpUIMHA/IaM KOMITO3UTOPOB,
MOKHO — K TIepBOMY TpeKy Ha aucke. Mnu k cebe camomy. Hukomnaii Kapert-
HMKOB CKa3aJl 110 CXOKeMY ITOBOMY, Ipy yrioMmuHaHuu 06 Ortape Mocenmann:
«OH CcO3HATENbHO YXOAUT OT MPSIMO IMHUYU PA3BUTUS CIOKETA, MaJiO TOTO, OH
MHOT/IA Jake He OCcTaB/sieT GparMeHTOB MPSIMOTO CIOSKETHOTO XO/1a, ¥ OKa3bl-
BAeTCs, YTO B 3TOM HeT HeobxomumocTy. CylecTBOBaHMe HauMHAET BOCIIPH-
HMMAaTbCS KaK MMapaijie/ibHO UIYIMe ITyHKTUPHbIE TMHUY, He TTI0iBEep>KeHHbIe
aBTOPCKOMY MIPOM3BONY. I10SIB/IIeTCS HEeKOoe BbiClllee BbIpa’KeHME SKU3HU —
TO €CThb TO, K UeMy OOBIYHO TaK CTPEMUTCS MCKYCCTBO KMHO. 1 3TO, BUIMMO,
BBICIINIA TPUHIIUIT MUCKYCCTBA BOOGIIIE...».

Anexcandp Haymos
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IMomHa OceTHMHCKasi Havaja Urpath Ha popTenyaHo B ISITh JIET, B 111€CThb
JIeT Jlajia TIEPBBIMA COJNIBHBIA KOHLIEPT B BMIBHIOCCKOM KOHCEPBATOPUN.
ITo3ske megaroramMmu OymyInei MMaHUCTKY CTaIM IPeeMHUIIbI VICTIOTHUTETh-
cKkoii mikosbl TeHpuxa Heitraysa Maputaa BennamyuHoBHa Bonbg B CaHKT-
ITerep6ypre u Bepa BacuinbeBHa ['opHOCTaeBa B MOCKBe.

[Tonmnuy OCeTMHCKYI0O MOXHO YyCiabllaTh B KapHeru-xosie, BEHCKOM
Mio3ukdepaitHe, 1oHOOHCKOM bap6ukane, pumMckoMm TeaTpo ApmskeH-
TUHA, KpyIIHenux 3anax Poccun, l'epmanuu, Ionbiun, 3panns, a Takke
Ha dectuBansgx B Poccuu, EBpone u Amepuke.

[InanmcTKa BBICTyIIA/Ia C OpKeCTpOM musicAeterna, opkectpom Mapu-
MHCKOTO TeaTpa, rocylapCTBeHHbIM CMMGOHMUECKMM OpKkecTpom Pecry6-
nuku TatapcraH, 3KP cuMmdoHnueckum opkectpoM CaHKT-IIeTep6yprckoit
dunapmonnm, TACO nmenn E.®. CBeTnanoBa 1 TOKUIICKMM (pUIapMOHNU-
yeckuM opkectpom. Cpelin ee CLUeHUMYECKUX MTAPTHEPOB OUpUKepsl Teo-
nop Kypentsuc, Bnagumup CrnimBakos, JlopaH Iletmskepap, Tyran Coxues,
Anexkcangp CnagkoBckuii, Bacunuii CuHaickuii, Auapei bopeiiko, IMmu-
Tpuit JIuce, lepn Anbopext, SIH-TTackanb Toprenbe, Tomac 3aHaepiuHI.

3armcy ITonmuabl OCeTMHCKOV BRIXOAMIIM Ha Jieitbnax Sony Music, Naxos,
Bel Air, Quartz u «Menonusi».

IMomuua OceTuHCKasi — JaypeaT MOJOAEXKHON mpemum <«Tpuymd»
¥ aBTOp HalryMeBIero 6ecrcesnepa «IIpoiait, rpycTb», KOTOPBI B HACTO-
siee BpeMsl TOTOBUTCS K mepeusgannio. B 2021 romy [TonmHa mebooTmpo-
Bajia B My3bIKaJbHOM CITEKTaKjIe Kak ApamMaTuieckasi akTpuca.

/3
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HERE COMES THE PIANO. A FILM BEGINS...

“Using classical music in a film seems a very interesting idea to me. When you use
the classical heritage, I'm sure that it’s necessary not only to not avoid well-known,
familiar pieces, but, on the contrary, to select nothing but them. This is the only
condition that makes this move justified because the viewer already has his own
associative array that fits this or that work, and these associations are already
familiar and dear to him...”

Mikael Tariverdiyev

Auteur cinema of the second half of the 20th century consciously and
deliberately draws us into the game by means of borrowings. A quote is not
a pictorial applique but an indication of the very important, sometimes hidden
meaning of the whole in a key scene, or sometimes in a number of scenes. It is
not enough just to notice a quote — it should be appreciated and understood.
It is almost always inaccurate, deliberately distorted, or “enhanced” with an
arrangement that differs from the original, with some fancy continuation, or
it becomes a part of a collage. Very often, it is just a pretext, a germ of musical
ideas realized by a composer who is a “contemporary” of filming. It is almost
never a portrait of its creator, being a collective image of the era at most,
although carelessness may happen in this respect as well. Scrupulous accuracy
is not required as such. With a zone of correspondence wide enough, everyone
catches something personal and intimate.

There is no all-embracing recipe for understanding because it does not
exist for the process of creation. Here are two examples of end credits music:
Bach’s Siciliano in Lars von Trier’s Breaking the Waves and Handel’s Chaconne
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in Ingmar Bergman’s Autumn Sonata. Both examples are “from the contrary,”
allegories in addition to the plot. One film lays a complicated and fearful path
to the idea of love and forgiveness, while the other quite frankly speaks of
disunity, mutual misunderstanding, and an insurmountable wall of selfishness
in the most seemingly sensitive creative souls. Arranged for a melancholic
trumpet and harpsichord, Bach reconciles us with the repulsive visual sequence
and narration of von Trier’s film (the replacement is indicative: the director
originally planned to have a David Bowie song in the ending). Handel’s comme
il faut (a version for baroque flute with continuo) sets off Bergman’s poignant
drama with its coldness and accompanies the northern landscapes depicted on
the screen.

Or two intraframe “unisons”: Handel’s Sarabande at the end of the deadly
duel in Stanley Kubrick’s Barry Lyndon and Purcell’s Ground in the scene of
suspicion from Peter Greenaway’s The Draughtsman’s Contract. While they
relatively conform to the situation, they completely contradict the main tone
of the films, their pictorial splendor, exaggerated accuracy, and the dominant
mood of the rest of the on- and off-screen music. Elegance and courtly liveliness
meet the shadow of memento mori.

Finally, the fantasias of Eduard Artemiev from Solaris and Nino Rota from
The Godfather Part Il which both sprouted into the works of ].S. Bach. The films
were released about the same time, in 1972. Both are a kind of sermon, when the
mention of Bach is no less appropriate than the mention of God in the temple.
According to Tatiana Yegorova, a well-known connoisseur of film music, the
Baroque masterpiece “seems to ‘encode’ in itself the artistic values of human
civilization, which are called upon to help ‘a human remain a human’ even in
the most difficult circumstances.” The Andrei Tarkovsky film is dedicated to
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the disclosure of this idea from beginning to end, while Francis Ford Coppola’s
gangster saga consistently refutes it. In both cases, the directors use the
method of overlaying sound and visual quotes: Michelangelo’s Pieta in Solaris
and the luxurious decor of the Catholic cathedral in The Godfather. In both
cases, the viewer does not immediately and necessarily realize that the music
was written by a composer of the past. Then the viewer might find out that the
original piece sounds somewhat different, wonder why, and return or come for
the first time to the film’s underlying idea. Circles of comprehension turn into
spirals, knowledge is superimposed on new impressions, and questions do not
disappear, but multiply.

The program “Baroque Music in Auteur Cinema” has existed on the concert
stage for a long time. Now that it has been recorded, it takes the dialogue
between the musician and the audience to the next philosophical level. Polina
Osetinskaya noted in her book: “Following the author’s text, it is always
possible to shift semantic accents, to isolate different points depending on
understanding, culture, and experience. Actually, from a purely formal point
of view, taking a sound is already an interpretation. Even the same piano will
never be identical — the possibilities to endow the sound with all shades of
mood are infinite.”

Although she actually meant something else, the amplitude of the maxim’s
meanings captured the idea that is suitable for this case. The works of the great
Baroque masters that were featured in the films of the 20th and 21st centuries
are no longer remembered as off-screen music, and the sound of the piano
reliably fences off the memory from stereotypes. The audience is again involved
in the game or, more precisely, withdrawn from the game and now enabled to
reconsider and re-enter the visual and event line of the motion pictures.
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More than half of the films from Polina Osetinskaya’s collection are really
“not for everyone.” Not everyone can or would even want to watch them to
the end, without mentioning discussions and memories. However, transcribed
in music, the cinematic ideas do not cause rejection. The pianist admitted on
some other occasion: “To transform many different rocks into a single organic
alloy, to combine what seemed incompatible — and now it suddenly seems to
you that it cannot be done any other way. It happens that a commentary is
much superior, it lengthens and multiplies the meanings, and, in the end, even
flatters the original.”

When viewers turn into listeners, they ultimately do not care about the
visuals. The pieces are connected directly with each other, the program takes the
form of a story with a semi-hidden plot, and the script is read behind the music
and becomes alive right before our eyes. Bach, Handel, Purcell, the French...
The fantastic future, the 20th century, the distant past... Andrei Tarkovsky,
Park Chan-wook, Jean Genet... To do this, you need to get back to where you
started. You can get back to the directors’ flight of fancy, or to the composers’
originals, or to the first track on a CD. Or back to yourself. Referring to film
director Otar Ioseliani, composer Nikolai Karetnikov said on a similar occasion:
“He deliberately walks away from the direct line of the plot. Moreover, he
sometimes doesn’t even leave fragments of direct plot development, and then
it turns out that it wasn’t really necessary. You start to perceive existence as
parallel dotted lines not subject to the author’s arbitrary treatment. A certain
higher expression of life appears — that is something that the art of cinema
usually so much strives for. And apparently, it’s the highest principle of art in
general...”

Alexander Naumov
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Internationally acclaimed pianist Polina Osetinskaya began her career
at the age of five and was soon acclaimed as a wunderkind in the former
Soviet Union. She gave her first concert at the age of six and entered the
Central Music School of the Moscow Conservatory at the age of seven. The
first teacher of Polina Osetinskaya was her father Oleg Osetinsky, then she
continued her studies at the Leningrad Conservatory with Marina Wolf and
later at the Moscow Conservatory with Vera Gornostaeva.

Polina Osetinskayahas performedat Carnegie Hall,Vienna’s Musikverein,
London’s Barbican Centre, Rome’s Teatro Argentina, as well as in Russia,
Germany, Poland, Israel. She also appears at festivals in Europe, Russia,
and the United States.

Polina Osetinskaya has appeared with musicAeterna, the Mariinsky
Orchestra, the Tatarstan National Symphony Orchestra, the St. Petersburg
Philharmonic Orchestra, the State Academic Symphony Orchestra of Russia
“Evgeny Svetlanov,” and the Tokyo Philharmonic Orchestra, among others.
Onstage partners have included Maxim Vengerov, Julian Milkis, Ksenia
Rappoport, Teodor Currentzis, Laurent Petitgirard, Vladimir Spivakov,
Alexander Sladkovsky, Vassily Sinaisky, Andrey Boreyko, Dmitry Liss, Gerd
Albrecht, Yan Pascal Tortelier, Thomas Sanderling. Polina Osetinskaya
has released recordings with the Quartz, Naxos, Sony Music, Bel-Aire, and
Melodiya labels.

In2021,the premieres of two musical performances with the participation
of Polina Osetinskaya took place, in one of them she made her debut as
a dramatic actress. Her autobiography Farewell, Sadness — an account of
her wunderkind years — is a bestseller.
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