This is a masterly performance. There
have been so many Shostakovich quartet
recordings in recent years, but few, if any,
have matched this. The Kopelman
Quartet clearly takes the [Prokofiev] work
very seriously.
In their hands, this is like hearing the
piece with new ears. Surely, this disc will
win the piece many friends. A
tremendous success. More, please. Colin
Clarke musicweb-international

So here we have three Soviet Quartets,
each exploring different lands, each
giving much satisfaction in the journey
we take with them, and each receiving
performances of superlative stature. The
Kopelman’s intensity, poetry, insight and
magnificent musicianship is obvious in
every bar of these works. Their work is
not to be missed and neither is this
excellent disk.
Bob Briggs musicweb-international

with Elizaveta Kopelman
Dmitri Shostakovich
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soloist, she has played with the London Chamber Orchestra, the London Concert
Orchestra, the Iceland Symphony Orchestra and the London Philharmonic.

Kopelman Quartet
Mikhail Kopelman, Boris Kuschnir,
Igor Sulyga, Mikhail Milman
with
Elizaveta Kopelman
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Dmitri Shostakovich (1906-1975)
String Quartet No.10, Op.118 (1964)
I
Andante
II
Allegretto furioso
III Adagio
IV - Allegretto—Andante
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Mieczyslaw Weinberg (1919-1996)
Piano Quintet Op. 18 (1944)
I
Moderato con moto
II
Allegretto
III Presto
IV Largo
V
Allegro agitato
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In the past few years she has performed extensively throughout the US, Europe
and the Middle East; highlights include tours of Italy, Spain and Holland with
the Kopelman Quartet, performances of Arensky and Tchaikovsky piano trios at
the Concertgebouw and a recording of the Shostakovich Violin Sonata with
Shem Guibbory for MSR Classics.

25.10
5.09
4.12
6.01
9.48

Elizaveta has given live broadcasts for both BBC Radio 3 and Classic FM, made
several TV appearances worldwide, and recorded for Naxos and Boston Records.
She also performs regularly with her father, violinist Mikhail Kopelman.

40.53
7.50
6.11
6.04
12.10
8.38
Playing time 66.10
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Elizaveta Kopelman
Elizaveta Kopelman was born
in Moscow in 1974 into a
family of musicians. She
studied at the Central School of
Music with Dina Parakhina
and then in the UK with
Arnaldo Cohen at the Royal
Northern College of Music,
where she won numerous
prizes and awards.
Selected for representation by
the prestigious Young Concert
Artist Trust in London, she has
appeared
as
a
soloist
throughout the UK, Europe,
USA and South America including recitals and concerti at the Purcell Room,
Wigmore Hall, Barbican Centre, Queen Elizabeth Hall, Weill Recital Hall at
Carnegie Hall and Alice Tully Hall, Lincoln Center, among others. Her chamber
music collaborations include violinists Priya Mitchell, Lucy Gould, Shmuel
Ashkenasi, violists Jeanne Mallow and Michael Klotz, cellist Alexander
Chaushian, the Leopold String Trio, and members of the Vermeer String Quartet
Elizaveta has appeared at festivals including the Mozarteum Argentino,
Flanders, Mecklenburgh , Pharos ( Cyprus ) and Summit ( USA ). As a concerto
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Dmitri Shostakovich’s majestic series of fifteen string quartets represents as
considerable an achievement as his fifteen symphonies, but whereas the
symphonies address a broad public in the most forceful terms the quartets are
altogether more personal and intimate works. He was a late starter in the genre,
however. In the early part of his career Shostakovich was generally known –
despite the success of his First Symphony – as a musical joker, a satirist, often
termed ‘the Soviet Rossini’; his characteristic sphere of operations was the stage,
whether in ballet, opera, incidental music for the theatre or vaudeville. It was
during the 1930s, when the Soviet state apparatus mounted some of its severest
political attacks on his musical language, that he began to re-make himself as a
composer on the epic scale and in the great classical forms, especially Symphony
and String Quartet; which would lead eventually to him being conventionally
referred to as ‘the Soviet Beethoven’. However, it was only in 1938, when he
already had five symphonies to his credit, that he wrote his First String Quartets.
Up to that time he had displayed little interest in this purest, and traditionally
most abstract, of musical media. Indeed, the Second String Quartet did not
follow until he had completed Symphony No. 9 in 1945, but thereafter he began
to explore the genre with increasing frequency. Each of his quartets is in a
different tonality, and it is known that he harboured an ambition to write 24
quartets in all, in each of the major and minor keys – but the onset of serious
illness prevented him achieving this ambition.
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Shostakovich composed his Ninth and Tenth Quartets in rapid succession in the
middle of 1964; both are deeply serious works of substantial length, and they
followed on a series of deeply-felt major compositions: the highly
autobiographical and tragic Eighth Quartet (1960), the choral Thirteenth
Symphony, Babi Yar (1961-2) to texts of Yevtushenko, and the revision (1962-3)
of his early opera Lady Macbeth of the Mtsensk District, which had been
suppressed by Stalin, as the more acceptable Katerina Ismailova. After such
personal works the two string quartets are less confessional, but still project
powerful and intimate emotion along with their firm, almost symphonic, sense
of structure. String Quartet No. 10 in A flat major, op. 118 was composed in
eleven days in July 1964 at the Composers’ Retreat in the village of Dilizhan,
Armenia. Shostakovich dedicated it to his long-time friend Moisei Vainberg, and
the work was premiered in Moscow on 20 November 1964 by the Beethoven
Quartet, who gave the first performances of most of Shostakovich’s quartet
compositions.
The Andante first movement is subdued in tone, but moves restlessly from key to
key. The quartet opens with a nagging, questioning four-note motif and its
structure is more like a rondo than a sonata-form movement: the opening theme
recurs several times, but oscillates on these appearances between A flat and E
minor, a dualism of key which proves central to the argument of the entire
quartet. A sinuous phrase on violin II and cello in octaves forms contrasting
material, and excursions into new tonalities threaten to interrupt the flow of the
music. After the main theme returns, the music plunges momentarily into the
brighter sonorities of C major, and a little later settles uneasily into B flat minor
over a sombre cello motif. The first violin introduces a new theme in B minor
which is later taken over in a ghostly sul ponticello version by the viola, taking the
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The common roots and background of the musicians enabled the Kopelman.
Quartet quickly to grow to maturity, and their Edinburgh Festival concert, just
one year after their foundation, received extraordinary reviews, referring to
"every hallmark of distinguished musicianship" and "great humanity in the
finesse of their playing".
Now established as significant chamber ensemble, the quartet has played at
many major international venues, including the Musikverein, Vienna, and the
Dom Muziki, Moscow, and appears regularly at venues such as the
Concertgebouw, Amsterdam, the Wigmore Hall, London, and the Royal Palace,
Madrid. Chamber music partners have included Elisabeth Leonskaja, Mischa
Maisky and Julian Rachlin.
The Kopelman Quartet has given concerts in the United Kingdom, Spain,
Portugal, Austria, Italy, the Netherlands, Belgium, Germany, Denmark, Sweden,
Switzerland, Slovakia, Cyprus, the United States, Canada and Russia; festivals in
which they have played include the Edinburgh International Festival, the
Valladolid Festival, the Zurich Festival, the Colmar Festival, Prague Spring
Festival, December Nights, Moscow, and the Ravinia Festival in the United States.
Boris Kuschnir plays the violin by Antonio Stradivari “La Rouse Boughton”,
1703, by courtesy of the Austrian National Bank.
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Kopleman Quartet
Founded by experienced chamber musicians steeped in the standards and style
of the classic Russian school, the Kopelman Quartet carries forward a rich
inheritance of technical excellence, lyricism, grace and musical integrity.
Mikhail Kopelman, Boris Kuschnir, Igor Sulyga and Mikhail Milman all
graduated from the Moscow Conservatoire in the 1970's, this institution's golden
age, when the students regularly worked with musicians and teachers such as
David Oistrakh, Boris Belenky, Yuri Yankelevich, Fyodor Druzhinin, Dmitri
Shostakovich, Mstislav Rostropovich and Natalia Gutman. These strong musical
influences have remained with the members of the Kopelman Quartet, even
though they pursued individual careers for twenty-five years before founding
the quartet in 2002.
Mikhail Kopelman, first violin, was the renowned leader of the Borodin Quartet
for twenty years, playing with artists including Sviatoslav Richter, and was
awarded the Royal Philharmonic Society Award and the Concertgebouw Silver
Medal of Honour for his extraordinary achievements in chamber music. Boris
Kuschnir, second violin, was a prize-winner at many international violin and
chamber music competitions and is a distinguished teacher whose pupils include
Julian Rachlin and Nikolai Znaider. Igor Sulyga, viola, played for twenty years
with Vladimir Spivakov, in the Moscow Virtuosi Chamber Orchestra, in his
string quartet and in chamber music recordings. As founding members of the
Moscow String Quartet, both Boris Kuschnir and Igor Sulyga worked with
Dmitri Shostakovich on his late quartets. Mikhail Milman, cello, was for twenty
years principal cellist of the Moscow Virtuosi and has collaborated frequently
with Mikhail Kopelman and the Borodin Quartet in concerts and prize-winning
recordings.
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music into even more remote regions. The movement ends in A flat, with all four
instruments muted.
The first movement’s tonal ambiguity erupts into open conflict in the Allegretto
furioso scherzo. Whereas the first movement was almost all soft, the dynamics
here never fall below forte. It opens with a choppy, jagged violin phrase on E
against an obstinate motif in the other instruments. The central section begins
with a harried, feverish, high-lying cello melody on A flat begins the central
section, where the music develops into a headlong chase in torrential sequences
of repeated notes and scales. It develops into a battle royal between the violins
in octaves on one hand, and the viola and cello in heavy and obstinate unison on
the other. The dualism of A flat aand E minor is prominent in this struggle,
though just before the end the instruments come together to establish E minor.
That key then becomes the undoubted focus of the Adagio third movement,
which is a passacaglia – a form that Shostakovich treated with great expressive
power throughout his career. Here at first there is a certain sense of relaxation
The cello gives out the lyrical passacaglia theme while the violin plays long,
expressive phrases above it. In fact, aside from a brief statement of the theme
from the viola towards the end, the movement is essentially an accompanied
duet between cello and first violin. When the violin has the passacaglia theme the
music even moves into the major for a while, but the mood darkens until the
music veers into A flat. Without a break the Allegretto finale, longest of the four
movements, follows in that key. It starts as if it is breaking away from the
predominantly dark colouring of the work, with a seemingly jaunty if rather
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ponderously strutting theme entrusted to the viola and then taken up by the
other instruments. (It is actually a transformation of the four-note motif from the
first movement.) But a more melancholic second theme, also harking back to the
first movement, sustains the underlying sense of sombre anxiety. Half way
through this finale the key-conflict resumes, with the violins pairing off against
the viola and cello, as in the scherzo. The music moves back to E minor, and the
third movement’s passacaglia theme reappears plangently like a spectre at the
feast. From here the argument unwinds, eddying restlessly in various directions.
The quartet eventually ends quietly, but the reappearance, unadorned and
undisguised, of the nagging four-note theme from the very opening keeps the
issue of A flat or E minor firmly open. Essentially, there is no resolution of the
conflict, only an exhausted acquiescence in fate.

interwoven with the other elements and eventually soaring passionately above
the proceedings. In time the music slows down and fades, the first-movement
theme making its farewells and fragmenting into stillness. The last section of the
movement is enigmatic and hardly hopeful: the finale’s motoric opening music
returns, but transformed into a skeletal shadow of itself. The piano’s oft-repeated
figure eventually vanishes into the distance as the music fades to nothingness on
the cello’s high, long-held harmonic.
Note © copyright 2010 Calum MacDonald

The dedicatee of Shostakovich’s quartet, Moisei Vainberg – we are now getting
used to calling him by the original, Polish form of his name, Mieczysław
Weinberg – was born in Warsaw, the son of a Jewish violinist originally from
Moldavia. From the age of twelve he took piano lessons with Jozef Turczinski at
the Warsaw Conservatory, but on the outbreak of the Second World War he was
forced, aged 18, to flee to Minsk. (Remaining in Poland, his entire family was
incarcerated by the invading Nazi forces at Trawniki concentration camp near
Lublin; according to Weinberg, they were eventually burned alive.) In Minsk he
studied with Vassily Zolotaryov (a pupil of Rimsky-Korsakov) and later, after
Hitler’s invasion of Russia, fled further east to Tashkent in Uzbekistan, where he
worked for a while at the opera house, before finally settling in Moscow. It was
Shostakovich who arranged for him to be brought to Moscow in 1943, on the
strength of reading of the score of Weinberg’s First Symphony. They became
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by dramatic silences, for all five instruments in unison. A plangently lamenting
violin solo follows, before the violinist takes up the recitative theme as a duet
with the cello. Next comes a poignantly expressive solo for the piano, seemingly
rhapsodic and improvisatory but taking over the sorrowful tune of the violin’s
lament and driving it to a dissonant, distraught climax before fading into a
bell-like accompaniment to the recitative theme, now turned into an anguished
cello solo. Quartet and piano then co-operate in a very powerful development of
that opening theme. In the coda, the piano seems to be starting on another
loquacious solo, but is suddenly, brutally, cut short by two pizzicato chords. The
strings reiterate the recitative in pizzicato, and the movement moves towards its
melancholic ending in frozen stillness.
The Allegro agitato finale is as remarkable as anything that has gone before.
Pulsing, urgent repeated notes in the strings and a cryptic, threatening motif in
the piano start it off, building up to an obsessive, war-like toccata whose harddriving momentum is suddenly broken off as the violins launch into a
grotesquely ‘folksy’ dance-tune that may be mid-European in origin but to
British ears sounds remarkably like an Irish jig! Even more remarkably,
Weinberg treats it as a fugue – temporarily interrupted by an unmistakable burst
of jazz from the piano, then worked out as a development and continuing to
rumble away on the background in the piano as the first violin sadly recalls the
opening idea from the first movement. The violently emphatic war music
returns, and its threatening motif suddenly reveals itself as the germinal motif of
the jig tune. The jig itself comes back with redoubled pugnacity and drives to a
tremendous climax in which the broad opening theme of the entire Quintet
reappears for a second time, this time with the utmost urgency, contrapuntally
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firm friends, and Weinberg always claimed that, though he never had lessons
from Shostakovich, he was essentially the pupil of the older composer.
Certainly Shostakovich’s influence can be felt on many of Weinberg’s works, but
there are also many highly personal characteristics, some of them undoubtedly
derived from his Jewish musical heritage. (We should remember than
Shostakovich showed a real affection for Jewish folk-music, for example in his
song-cycle From Jewish Folk Poetry and in several instrumental works.)
Musicologists have identified elements from Polish and Moldavian folk music
also. Though he made the USSR his adopted homeland, Weinberg was by no
means out of danger, especially during the anti-semitic agitation of the last years
of Stalin. His father-in-law, the theatre director Solomon Mikhoels, was
assassinated by the secret police in 1948 and in 1953 Weinberg himself came
within an ace of execution when he was falsely accused of being a propagandist
for the establishment of a Jewish republic in the Crimea. On that occasion he was
only saved by a personal intervention from Shostakovich – who was of course
putting himself at risk by speaking up – and Stalin’s death. Weinberg outlived
Shostakovich by two decades, but in his last years was bedridden from Crone’s
Disease; he converted to the Russian Orthodox church only a month before his
death.
Weinberg was an enormously prolific composer, whose catalogue includes 22
symphonies, 4 chamber symphonies, 2 sinfoniettas, 17 string quartets, 7 operas,
8 violin sonatas, 6 cello sonatas and many other works. His only piano quintet,
the Piano Quintet in F minor, op. 18, is a relatively early piece, composed during
World War II and not long after Weinberg had moved to Moscow from Tashkent.
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Premiered in Moscow in 1945 by Emil Gilels and the Bolshoi Theatre Quartet, it
is also a major utterance that shows Weinberg was already a highly assured
composer of considerable individuality. (Many years later, Weinberg himself
made a recording with the Beethoven Quartet.) Though the five-movement
layout and some other features – especially the abrupt shifts of mood, colour and
rhythm – may owe something to Shostakovich’s Piano Quintet of 1940,
Weinberg’s quintet is both more monumental in scale and unexpectedly original
in its contrasts of emotion and different types of music. Like Shostakovich’s
exactly contemporary Eighth Symphony, it is a work inspired by the horrors of
war. It mingles lament and defiance, a sense of nostalgia with oriental exoticism
and western-style contrapuntal wizardry; in fact, despite the competition, it
must surely be counted as one of the greatest piano quintets of the 20th century.
At the start of the Moderato con moto first movement, over a restlessly undulating
string accompaniment, the piano unfolds a long narrative theme with something
if the melancholy and endless breadth of the Steppes. A sad little theme
characterized by a march-like dotted rhythm, very much in the manner of
Shostakovich, forms the principal contrast. Weinberg immediately starts to work
these themes together, in various combinations, splitting off fragments to make
pregnant motifs and counterpoints. The development generates heat and
passion, rising to a high-pressure climax before the movement subsides towards
silence, haunted by the ghostly tappings of the dotted rhythm.
The second and third movements are contrasted scherzos of equal length, like
the second and third movements of Shostakovich’s Eighth Symphony. The
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Allegretto begins with the unusual effect of first violin and cello, both muted,
playing a vagrant melody in unison (the sound is rather like an accordion). The
piano soon joins in with unsettling trills, and a dotted-rhythm tag at the end of
the opening melody’s first phrase – a hangover, as it were, from the first
movement – becomes an important motif in its own right as the temparature
rises and the music erupts in a wild, obsessive, stamping dance with a plethora
of whining grace-notes. Delicate pizzicati introduce a contrasting middle section
with more than a hint of oriental cantillation, set around with squeaky
harmonics. The mood becomes more and more sinister, and then the opening
tune returns in emphatic octaves, in dialogue between strings and piano. A
lyrical, bittersweet viola solo initiates a quiet coda in which the movement’s
materials dissolve away.
The ensuing Presto opens with all four strings muted, engaged in a rapid
whispering music that becomes a ghostly dance, touched by the moonbeams of
isolated piano notes before the piano takes over in rapid toccata-like repeatednote writing. A wild, bizarre gypsy-style waltz then emerges in the strings, with
exaggerated accompanying glissandi from the piano, driving to a black,
percussive climax. This gives way to a kind of trio section with another waltztune, a nostalgic yet obstinately-repeating phrase for viola and cello, later
becoming a duet for the two violins. The wild scherzo music returns, gypsy waltz
and all. At the end, the formerly quiet figure that opened the movement becomes
the basis for a loud, brilliant and demoniac coda.
The Largo fourth movement is the dark heart of Weinberg’s quintet. It opens with
a stern, even baleful recitative-like subject, broken up into motifs and punctuated
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Dmitri Shostakovich (1906-1975)
String Quartet No.10, Op.118 (1964)
25.10
I
Andante
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II
Allegretto furioso
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III
Adagio
6.01
IV - Allegretto—Andante
9.48
Mieczyslaw Weinberg (1919-1996)
Piano Quintet Op. 18 (1944)
40.53
I
Moderato con moto
7.50
II
Allegretto
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Presto
6.04
IV Largo
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V
Allegro agitato
8.38
Playing time 66.10

Colin Clarke, musicweb-international, on the
Kopelman Quartet’s first recording Shostakovich Quartets Nos 3 & 7
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‘… some of the most uninhibited quartet
playing I have heard in a long while, on or off
record. This is a masterly performance. There
have been so many Shostakovich quartet
recordings in recent years, but few, if any,
have matched this. A tremendous success.
More, please. ’
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