
Philip Glass, Arthur Kampela, Claude Debussy

Similar MotionMomenta QuartetEmilie-Anne Gendron, violin
Adda Kridler, violin
Stephanie Griffin, viola
Michael Haas, cello

WWW.ALBANYRECORDS.COM
ALBANY RECORDS U.S., 915 BROADWAY, ALBANY, NY 12207
TEL: 518.436.8814    FAX: 518.436.0643 
ALBANY RECORDS U.K., BOX 137, KENDAL, CUMBRIA LA8 0XD
TEL: 01539 824008
© 2015 ALBANY RECORDS    MADE IN THE USA

WARNING: COPYRIGHT SUBSISTS IN ALL RECORDINGS ISSUED UNDER THIS LABEL. 

TROY1592

DDD

Momenta_1592_book.indd   1-2 8/19/15   9:01 AM



Momenta Quartet: Similar Motion 

Philip Glass, (b. 1937) 
1    Music in Similar Motion (1969) with  

Cyrus Beroukhim, violin  [14:47]

Arthur Kampela, (b. 1960)
Uma Faca Só Lâmina (‘A Knife All Blade’ 1998)
2    Cadenza I  [2:23]
3    C-Proposition  [8:36]
4    D-Variation  [3:34]
5    Cadenza II  [3:13] 
6    Finale  [6:05]

Claude Debussy, (1862-1918)
String Quartet in G Minor, Op. 10 (1893) 
7    Animé et très décidé  [7:02] 
8    Assez vif et bien rythmé  [4:01] 
9    Andantino, doucement expressif  [8:13]
10   Très modéré - Très mouvementé et  

avec passion - Très animé  [7:40]

Total Time = 65:40
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What is Momenta? 

The plural of momentum – our name expresses the idea of four individuals 
in motion. Ours is a far-reaching and eclectic vision, with the spirit of 
adventure at its core.  A typical Momenta Quartet concert is a voyage 
through time, place, and wildly divergent aesthetic seas. In the end you 
may not understand how you arrived at your destination, but the memory 
of your travels will be strangely coherent. And so it is with this record. 

On the surface these works by Philip Glass, Arthur Kampela, and Claude 
Debussy appear to have nothing in common, but hearing them in 
succession reveals unexpected connections. All three pieces are daring, 
energetic, and uncompromising. Their composers generate unique, magical 
worlds from minimal materials: Glass through repetition and additive 
rhythms, and Kampela and Debussy through variation and transformation.
 
Glass, Kampela and Debussy are innovators, making bold statements for 
their times that continue to affect the course of music today.

Speaking of innovation, this album features the world premiere recording 
of Kampela’s Uma Faca Só Lâmina (‘A Knife All Blade,’ 1998) and the first 
all-string recording of Glass’ iconic Music in Similar Motion (1969). 

As for Debussy, this is his first opportunity to rub shoulders with both 
Glass and Kampela. We hope you enjoy adventure and that these radically 
different sound worlds will shed light on Momenta and the music we love.

- Stephanie Griffin 2015
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Philip Glass (b. 1937): Music in Similar Motion (1969)

Philip Glass is arguably the best-known living American composer. Even those who do not know his name 
have probably heard his music in films and television, and at the theater, ballet, concert hall, and opera 
house. Most importantly he was a leading figure in the musical revolution of the 1960s, largely responsible 
for the invention of musical Minimalism and the advent of the composer-performer. 

Glass began his musical career as a flute student in his native Baltimore. From the age of twelve he worked 
in his father’s record store, where he kept informed of developments in popular music and heard a good 
selection of atonal modernist music. By the age of fifteen Glass was a budding serial composer until he 
developed an interest in William Schuman and went to study at the Juilliard School, only to find out that 
Schuman was not a teacher but the president of the school. He continued his studies in Paris with Nadia 
Boulanger, under whose direction he spent three years on counterpoint and solfège. While in Paris he met 
Ravi Shankar and studied Indian music with his tabla player Alla Rakha. Through his experience of Indian 
music Glass realized that rhythm could be used as the structural basis of music. He began to find his voice, 
writing his own “minimalist” music based on overlapping cycles that he described as “wheels turning inside 
wheels.” 

Since Parisian concert audiences and musicians did not respect his music, Glass moved to New York City 
in 1968 where he co-founded the Mabou Mines theater collective and played keyboards in his own band, 
the Philip Glass Ensemble. From the outset he was driven by the ambition to have his music heard by large 
audiences. This ambition was coupled with a strong social conscience, paying all of the musicians by doing 
odd jobs (including driving a taxi until the age of forty-one.) 

Among the first works that Glass wrote for his band, and the only early work to remain in its active 
repertoire is Music in Similar Motion. As the title indicates, all parts move in the same direction. More 
than that, they are in constant rhythmic unison, sharing the same groupings in units of two, three, and 
four notes. Each rhythmic grouping begins with either the lowest or highest note of the phrase, resulting 
in repeated bass and treble line patterns and an infectious groove. The piece is informed by Glass’ 
interpretation of the rhythmic structure in Indian music. In Glass’ own words, “In Western music we divide 
time - as if you were to take a length of time and slice it in the way you slice a loaf of bread. In Indian music 
(and all the non-Western music with which I’m familiar) you take small units, or ‘beats’ and string them 
together to make up larger time values.” 

About Music in Similar Motion, Glass writes, “The real innovation in Similar Motion is its sense of drama. The 
earlier pieces were meditative, steady-state pieces that established a mood and stayed there. But Similar 
Motion starts with one voice, then adds another playing a fourth above the original line, and then another 
playing a fourth below the original line, and finally a [fifth voice] kicks in to complete the sound. As each 
voice enters, there is a dramatic change in the music.” 

Glass’ score consists of 34 numbered melodic fragments, with an open number of repeats cued by one of 
the players in performance. This lends the music a flexible duration and sense of freedom, and allows the 
performers to fully immerse themselves in the trance-like state of the composition. As in all of his early 
process pieces for the Philip Glass Ensemble, Music in Similar Motion is for a flexible instrumentation. 
Momenta’s choice to record it with three violins, viola, and cello provides a beautiful uniformity of timbre 
and brings out an unexpected aspect of Glass’ composition: since the first pitches of each rhythmic 
grouping are all G’s, C’s, and D’s, they resonate with the open strings and result in glorious overtones. 
 

– Stephanie Griffin 2015

Arthur Kampela (b. 1960): Uma Faca Só Lâmina (‘A Knife All Blade,’ 1998)

Arthur Kampela, composer and guitarist, was born in Rio de Janeiro and currently lives in New York 
City. As a composer, his works have been performed in South America, Europe, Asia, and the United 
States, and have been recognized by a 2014 Guggenheim Fellowship, a 2012-2013 DAAD Fellowship, and 
awards and commissions from the New York Philharmonic, the Koussevitzky Foundation, the Fromm 
Music Foundation, the Rio Arte Foundation, and others. In addition to his string quartet, other landmark 
compositions include Antropofagia for electric guitar and large chamber ensemble (Kammerensemble 
Neue Musik Berlin, 2006 ISCM/World Music Days, Stuttgart); “...B...” for 10 instrumental musicians, video 
and electronics (Linea Ensemble of Strasbourg, Darmstadt Ferienkurse 2012); and Migro for guitarist and 
five mobile ensembles (Collegium Novum Zurich, November 2013). 

Kampela wrote Uma Faca Só Lamina (‘A Knife All Blade’) in 1998 as part of his doctoral dissertation at 
Columbia University, but never heard a performance until the Momenta Quartet performed it in 2013. 
Kampela explains that the title derives from a poem by the Brazilian Constructivist poet João Cabral 
de Melo Neto. The central image in that poem, Kampela tells us, is “ ‘A Knife All Blade,’ (analogous to a 
holographic device showing the same object at different angles, claustrophobic and inescapable).... It 
illustrates our internal clocks, our urgencies or knives, always poking the ‘insides of man’ – ‘...of the man 
who would wound himself / against his own bones.’ ” 

Kampela conjures a similarly visceral image in the introductory note to the score when he writes about an 
“inflammation of the musical tissues.” This biological metaphor reflects Kampela’s sustained interest in 
the physical, tactile qualities of playing instruments, and this is on ample display in the opening pages of 
the score to Uma Faca Só Lâmina, which begins not with the work itself but with three pages of detailed
performance notes. The degree of specificity that Kampela develops in his notational processes borders 
on the sublime. Not only does he include detailed pitch instructions (quarter tones, harmonics, and so 
on), but has also included a lexicon of physical gestures for the ensemble to recreate. While some of them 
are quite idiosyncratic (“hit the wood (soundboard) below the neck with the little finger of the left hand 
while doing a left hand pizz.”) others take even more widely used extended techniques and incorporate
them into Kampela’s sound. For example, the left hand pizzicato is a technique that can be found in
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I always deeply mistrust a complete anything, since I understand that the 
“noises of the sea” or a “dog’s bark,” for instance, are but prolongations of the 
experiential self “shooting” through modes or states of being. Composition, in 
this context, is seen as an accumulation of “frequential sediments,” a place 
of “charged mistrust,” a trace – and it is most exposed when it gravitates to 
the threshold of its own “opacity.” What I am articulating is a moral stance 
that, analogous to my music’s procedures, stresses that the artistic project 
should be a withdrawing of the ego, an attempt to bring forth what in us is 
genuine commitment.

– Drew Massey 2015

Claude Debussy (1862-1918): String Quartet in G Minor, Op. 10 (1893)

Claude Debussy’s String Quartet is one of his first fully mature works. Upon his return to Paris from Rome 
in 1887, he wrote at a rapid pace, completing larger works like the opera Rodrigue et Chimène
but predominantly focusing on more compact pieces. Although his formal schooling was done, he was 
absorbing his most important influences in this period as well: in 1888 and 1889 he went to Bayreuth, and 
realized the sway that Wagner had held over his sensibility. He also discovered Javanese gamelan at the 
1889 Universal Exposition and met the Symbolist poet Stéphane Mallarmé in 1890.

It was in this context of exploration, absorption, and innovation that Debussy was writing his quartet, one 
of his first major successes as a composer. It didn’t come easily. By February 1893, he had written to André 
Poniatowski that the quartet was almost finished, but by the middle of the summer he complained to 
Ernest Chausson, “As for the last movement of the Quartet, I can’t get it into the shape I want, and that’s 
the third time of trying. It’s a hard slog!” The work was finally premiered that December in Paris by the 
Ysaÿe Quartet, but didn’t get a fully enthusiastic reception until it was played at the Debussy “Festival” 
(really just a single concert) in Brussels in March 1894.

Debussy’s quartet is in a cyclical form, which means that themes return at different points across the four 
movements. This technique is most apparent when the opening theme from the first movement returns 
in the closing minutes of the finale. This first theme is also emblematic of the rhythmic fluidity that 
characterizes so much of the quartet, especially the second movement’s lurching main theme, introduced 
by the viola. The second movement, fulfilling the quick, playful role typically taken by the scherzo, also 
features its own rhythmic complexities by the end, including a passage where groups of three and two 
beats are rapidly alternated. The viola continues to play a prominent role in the second section of the 
slow movement, singing a hymn to the soft accompaniment of the other players. Yet before too long a 
highly syncopated triplet figure creeps into the viola and first violin, providing a shimmering instability in 
contrast to the impassioned melody in the second violin and cello.

As with most works in cyclic form, the fourth and final movement must synthesize the musical ideas 
of the preceding ones. It is formally the most diffuse since it points back to so much of what has come 
before. At the same time it is the best example of the degree to which Debussy was fascinated by 
gamelan and “Russian” styles of the time, and of his capacity for virtuosic textural effects such as the 
rich, rhythmically unaligned sonorities of second violin and cello underneath the first violin’s thundering 
octaves at the climactic passages. 

In all, the aesthetic projects and sound worlds of Glass, Kampela and Debussy are utterly sovereign lands 
unto themselves, each with their own laws and customs. Their ingenuity in teasing out new possibilities 
from an old ensemble – and Momenta’s brilliant selection and execution of these works – is what makes 
the present album so compelling.
 
       - Drew Massey 2015 

nineteenth-century music as well, but Kampela writes that “it is a very particular feature in this music, 
not only to emphasize left and right hands’ articulatory techniques but also to underline the ‘theatre of 
gestures’ that this music presents.”

If the tactile physicality of Uma Faca Só Lâmina forms one pillar of its construction, another rests 
on Kampela’s theory of “micro-metric” modulation. Modulation in music usually refers to the smooth 
changing of tonality in the middle of a composition, and is a common feature of Western music 
stretching back centuries. “Metric” modulation was an innovation of the American composer Elliott 
Carter (1908-2012), who developed a system for fluidly moving between multiple metric pulses within 
a single musical texture. In a thirty-page article about his own music from 1999, Kampela tells us 
that micro-metric modulation “extends the scope of his rhythmic practice insofar as it compresses 
Carter’s metric modulation into a ‘micro-level’ of the beat’s possible subdivisions.” This process results 
in extraordinarily complicated rhythmic patterns, where, in order to perform Kampela’s notation, a 
single beat must be divided into smaller subdivisions that function as “rhythmic bridges” between two 
completely different rhythmic configurations or gestures.

When realized in sound, Kampela’s theories become a deliciously complex chaos, a cosmic scream split 
across the five sections of the work, all played continuously. From the opening viola cadenza we hear 
Kampela’s expansive language for strings, replete with added vocalizations by the players. This is music of 
intense concentration, both for the players and the listeners. Kampela goes so far as to frame his music’s 
disavowal of traditional musical markers in favor of a more immersive sonic experience in ethical terms:
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About the Momenta Quartet

Praised by the Washington Post for “an extraordinary musical experience” and 
by the New York Times for its “diligence, curiosity and excellence,” the Momenta 
Quartet is celebrated for its innovative programming, juxtaposing contemporary 
works from widely divergent aesthetics with great music from the past. Momenta 
has premiered over 100 works and collaborated with over 120 living composers while 
maintaining a deep commitment to the classical canon. In the words of The New 
Yorker’s Alex Ross, “few American players assume Haydn’s idiom with such ease.” In 
recent seasons, Momenta has appeared at such prestigious venues as the Library of 
Congress, National Gallery of Art, the Smithsonian’s Freer Gallery, Rubin Museum, 
Miller Theatre at Columbia University, and the Princeton Institute for Advanced 
Study. In addition to its long-standing affiliation with Temple University, Momenta 
has performed and lectured at Cornell, Columbia, and Yeshiva Universities; the 
Mannes and Eastman Schools of Music, and Cincinnati and Boston Conservatories; 
and internationally at UNAM (Mexico) and the University of Newcastle-upon-Tyne 
(UK). Festivals include Cervantino, MATA, Chelsea, Music at Gretna, Cooperstown, 
Red Note, and artist residencies at Yellow Barn and the Avaloch Farm Music Institute. 
The quartet has performed in Hawaii, Mexico, England, Singapore, and Indonesia, 
and has received grants from the Koussevitzky Music Foundation, New Music USA, 
the Aaron Copland Fund, Amphion Foundation, and the New York State Council on 
the Arts. Momenta has recorded for Centaur Records, Furious Artisans, PARMA and 
New World Records; and has been broadcast on WQXR, Q2 Music, Austria’s Oe1, and 
Vermont Public Radio. The Momenta Quartet is also featured on Albany Records’ 
Multitude, Solitude: Eric Nathan. 
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