


JKaHp cTpyHHOTrO KBapTeTa BO3HMUK B cepenyHe XVIII Beka Kak My3bIKa [Jisl
HPUATHOTO JOCYTa, HO B TBOpuecTse M.TaiinHa u B.A.Mouapra npeBpaTuics
B SIBJIEH€ BbICOKOTO MCKYCCTBA. BeTX0BeH NMpOLO/IKIA 9Ty TpaAUIIUIO, CO3/1aB
mexay 1799 u 1826 romamu 1ecTHaALATh CTPYHHBIX KBapTeTOB. [louTy Bce OHU
OBLIM paccYMTaHbl HA CO3MaHHbIN B 1790-x rogax B BeHe nmpodeccroHanbHbIin
CTPYHHBbII KBapTeT BO miaBe ¢ Uruaiem llynmaHuyuroM. 3TOT aHCaMO/Ib COCTOSUT
Ha cTyk6e y MmerieHaToB — KHs13s1 K. JIuxHoBcKoro u rpada A.K.Pazymosckoro,
a B 1820-x rofax BriepBble Havas UCIIOMHITh KAMEPHYIO MYy3bIKY B ITyOIMYHbBIX
KOHILIepTax.

TlepBblit KBApTETHDIN I[MKI BeTxoBeHa (op. 18) 6bu1 Hamucan B 1799 romy
1o 3axasy kHa3a . M. M. Jlo6koBu1a. Moofo0it KOMIIO3UTOP Cpasy ke 3asBuI
0 ce6e Kak 0 3pejioM 1 caMOOBITHOM MacTepe. B kBaprere N2 1 (®a maskop)
BHMMaHMe MPUBJIEKAloT Iep3Kiue auccoHaHchl B Allegro con brio, 60iikoe ckepiio
BMECTO UMHHOTO MEHYITa (TPEThs YaCTh), T0-IOHOLIeCKY 030pHOI duHax. Camast
YIOMBUTETbHAS UaCTh 9TOTO KBapTeTa — BTopasi, Adagio affettuoso. Counnss ee,
BeTx0OBeH BIOXHOBIISIICS CLIEHO B rpobHMIIe U3 «Pomeo u Dicynvemmot» llek-
criipa. [Ipyrue KBapreTsl 13 op. 18, oco6eHHo N2 2 u N2 3, 6115ke K «Ta/laHTHOMY
ctunto» XVIII Beka, 0fHAaKO OH Be3[e TPAaKTOBaH C HeMaJloli oeit UDOHUN.
TaxkoB, HanmpuMep, MTO3ITUYECKNUI, HO B TO Ke BpeMsl cjierka HaCMellJIMBbIi
MeHyaT 13 kBapteta N2 5 (JIs maskop). KBapteT N° 4 (0 MMHOD) BbIIE/SIETCS
CBOE€I1 «IIaTeTUYeCKoii» TOHAJIbHOCTbIO, XOTSI HaKaJl CTpacTeii 3eCh He mepe-
XOOUT rpaHul], KaMepHo¥ My3biku. Kuryyast sHeprust ksaprera N2 6 OTTeHsI -
eTcst MeuTaTelbHbIM Adagio (BTOpast 4acTb) ¥ TOHUAMIIVMIU FaPMOHUYECKUMU
KpackaMy MHTepPMeIIL0, Ha3BaHHOTO aBTOpoM La malinconia («MenaHxonus»),
MpeAnocJaHHOMY TaHIIeBAIbHOMY (hUHAITY.

Tpu kBapreta op. 59 (N2 7, 8 u 9), co3manubie betxoBeHom B 1806 roxmy,
Ha3bIBAIOTCS B 3apy6EKHOIT IUTEpaType «Pa3ymMo8CKUMU», @ B OT€UeCTBEHHO —

«Pycckumu». VI 3aKa3umMKOM ObIT pycCKumit mocon B Bene rpad (¢ 1815 — KHs3b)
Anppeit KupminoBuu Pa3yMoBCKuii, MeIleHaT M CKpUIav-Tio6uTesb. Bo Bpemst
pa6oThI HAZL STUMU KBapTeTamy BeTxoBeH M3yuan c60pHMUK PYCCKUX HAPOITHBIX
neceH H.A.JIbBoBa ¢ rapmonnsanyssvu W.IIpayda (1790). B utore oH BeIGpan gse
Mmenoanu, 0603HauMB UxX B HoTax Théme russe. B kBaprete N2 7 3T0 I/1aBHast TemMa
buHana (mecHs «Ax, manat iu motl, manau»), a B keaprere N2 8 — TeMa cpeJHero
paspnena ckepo (recHs «Cnasa»). B kBaprere N2 9 Mo/ IMHHBIX PYCCKUX MeTOANI
HeT, HO MeJIaHXO/IMYHAasl BTOPast 4acTb IPOHM3aHA CJIABSIHCKUMMU [TIeCeHHbIMM
MHTOHALVSIMU.

KBapTeTs! op. 59 HAMHOTO C/IOKHEe 1 MacuiTabHee KBapTeToB op. 18.
3mech beTxoBeH yke He cocTsizaeTcs ¢ laiiiHOM 1 MoujapTom, a npezjiaraet
CcBOe NTOHMMaHMe kaHpa. Tak, B kBapreTe N2 7 (®a Maykop) Bce yeTbIpe 4acTu
HamucaHbl B COHATHOI (hopMe, BKIIIOUAsl Upe3BbIUaiiHO IPUYIYIJINBOE CKEPIIO
¥ IPOHUKHOBeHHOe Adagio — mpe/iTeuy caMbIX TeyaabHbIX POMAHCOB [TIMHKM
u YajikoBckoro. B kBapreTe N2 8 IOCTOSIHHO COIIOCTaBIISIIOTCS [;B€ TOHAJILHOCTH:
POMaHTMUUYECKM B3BOJIHOBAHHBIN MU MUHOP U PafOCTHO-TIPUITOAHSTHIN M1
Makop, 1oka B (uHae efBa He mobexaaet o Maskop, MbITAINMIACS Y3ypIIn-
poBaTh npaBa TOHMKMU. CaMblit KpaTKMit ¥ caMblii 3araJlOYHbIl B 3TOM LK/
kBapreT N29 (Jlo Maxkop) MHTePeCeH He TOMbKO «aTOHAJIbHBIM» BCTYIVIEHUEM
K IIepBOJi YaCTy U CYyMPayHbIM KOJIOPUTOM BTOPO1, HO U ITIepeOCMbICIIeHHbIM
BO3BpalleHyeM K xkaupaM XVIII Beka: MeHy3T OKa3bIBaeTCsI IIPeIoAyeli K BUp-
TYo3HOMY (yrMpoBaHHOMY (MHAY.

Ksapret op. 74 (N2 10, Mu-6eMosb Maxkop), IOCBSIIIeHHbII KHs310 JI06-
KOBUILY, COUMHSIJICSL B TSKeJI0e BOEHHOe BpeMs — JieTOM U oceHbio 1809 ropa,
Korma Beny 3aHsutu Bojicka HamoseoHa. DTOT KBapTeT MHOTA Ha3bIBAIOT «Apgdo-
8blM», TIOCKOJIBKY B HEM 4acCTO UCIIO/NIb3yeTCs [IPMUeM UTPBI IUITKOM, pizziccato.
Ho mys3bika op. 74 ganexka OT CBETCKOJ CaIOHHOCTU. BTOpas yacTb 3ByUMUT Kak



HOCTaJIbTMYeCcKoe BOCIIOMUHAHMe, ITepexojsiiee B cep>kaHHYIo Kanoby. Byp-
HYIO TPETbIO YacTb BeTXOBEH He CTal Ha3bIBaTh «CKEPII0», TIOCKOIbKY B Heil
HEeT HUYEero IIyTINBOTO, 3aTO CJIBILIIUTCS PUTM «TEMBI CYIbObI», HA KOTOPOM
6bu1a ocHOBaHa Bes Ilsras cumbonmst (1808). JIvmrb B prHATBHBIX Bapyanysix
HaCTyIaeT yCIOKOeHNue.

Ksaprert op. 95 (N2 11, a MmuHOD), counHeHHbI# B 1810 roay, HO M3JaHHBI
suib B 1816, BetxoBeH 0603HaumiI B pykornucy Kak Quartetto serioso («Cepoe3s-
Holil»). TIoCBsIIIeH KBapTeT ZaBHEeMy JIpyTy, BUOIOHUenCTy 6apoHy Hukonaycy
IImeckasmo. C Havasa 1o KOHIIA B KBapTeTe op. 95 maput rpo3osasi atmocdepa.
B conarHoMm Allegro sipocTHbIe TIOPBIBBI CMEHSIFOTCSI TPEPBAHHBIMU Ha TTOTYCI0BE
JMPUYECKVMMMY BBICKa3bIBAHMSIMMI; HeBecesioe pa3aymbe Andante epexonut
B CTpaZaibueckyie CeTOBaHMsS ; THEBHOMY OTUasTHUIO TPeThel 4acTy IIPOTUBOTIO-
CTaBJISIETCSI POMaHCOBast 1Tevass GuHaa. JIMib Ha CaMbIX MOCTeIHUX CTPAHMUIAX
KBapTeTa CBET BHE3AITHO OJePKMBAeT I00eqy HaJl, MPaKOM.

B 1816 rogy cTpyHHbIii kBapTeT lllynnaHijura BpeMeHHO pacrasncsl; CKpu-
ray HeCKOJIbKO JIEeT IPOBeJ 3a rpaHulieil, B ToM unucie B Poccun. B kBapreTHOM
TBOpUYecTBe beTxoBeHa HAaCTYNWJI MTepephIB, BBI3BAHHBIN KaK BHYTPEHHUMMU,
TaK M BHelHuMM npuumHamu. Korga B 1822 rogy KOMIO3UTOP BHOBb 3aXO0TeN
COUYMHSTH KBAPTEThI, OH HATOIKHYJICSI HA CKeNTULIN3M n3naressi. Ho mmeHHO
B 9TO BpeMsI K BeTxoBeHy IOCTYIIII 3aKa3 Ha TPY CTPYHHBIX KBapTeTa 13 IleTep-
6ypra, ot kHs13s1 Hukomnmast BopucoBuya [onuibiHa, MCKYCHOTO BMOJIOHYENVICTA
M CTPACTHOTO MOKJIOHHMKA BeTxoBeHa. II0THOCTBIO TOTPY3UTHCS B CO3TaHMe
«TONMMLBIHCKUX» KBapTeTOB BeTxoBeH cMor ik B 1825 oy, mociie 3aBepuieHust
TopskecTBEeHHOI Mecchl 1 [IeBaToii cuMdOoHMM.

TTopsinKkoBbIe U OIyCHble HOMepa MO3JHUX KBAPTETOB, IPYICBOEHHbIE M
B Ipoliecce My6IMKaIyy, He BIIOJIHE COOTBETCTBYIOT TBOPUECKO XPOHOIOT M.
TonuiibIHy TIOCBSIIEHbI TP KBapTeTa: op. 127 (N2 12, Mu-6emoib Maskop), op. 132

(N2 15, 151 MmuHOD) 1 op. 130 (N2 13, Cu-6emosnb Mmaskop). IlepBblit 13 HUX GvsKe
BCEro K KJIACCUYECKOMY 3TAJIOHY YeThIPEXUaCTHOTO I[MKJIA, M B HEM TOCIIO -
CTBYIOT CBET/IbIe U JKM3HEPALOCTHbIe HacTpoeHus. KapreTt N2 15 counHsiicst
BeCHOI1 1 JileToM 1825 ropia, ociie nepeHeceHHoI beTXOBeHOM TsKenoii 601e3Hn,
¥ IOTOMY HOCUT OY€Hb JIMYHBII XapakTep. MpauHO-BOIIPOCUTENbHAS TEMa,
OTKpBIBAIOIIAsl KBAPTET, HAIIOMIHAET HaXOBCKYIO «TeMY KpPeCTa»; ee OuepTaHusI
YraJbIBAIOTCSI HE TOJMBKO B CTPALATBYECKMUX MHTOHALVSIX [TIABHOM TeMBbI Iep-
BOI1 4acTH, HO U B UIMIINYECKUX HATleBax BTOPOI 4acTu, 61m13Koi K aBCTPUii-
cromy JieHziepy. Camast HeoOBIYHAS YACTh 3TOTO KBAPTETA — TPEThSI, MUMEIOIIast
aBTOpCKOe HasBaHMe «CesaujeHHas 671a200apcmeeHHas necHs 8b1300pasaUBaU}e20
Boxcecmay, 8 iudutickom J1ady». B Heii uepeyioTcsi iBe TeMbI: XOpaJbHast MOTIUTBA
B IyXe [[epKOBHO nonudoHmu [1anecTpuHbI 1 MEHYIT B TeHIeIeBCKOM CTUIIe,
COIIPOBOK/IEHHBIN peMapKoii «Owywas npuaue Hogwvlx cui». Crefyloluii fanee
KpaTKMii JHEPTUIHBI MapIl 06PBIBAETCS B3BOTHOBAHHBIM PEUNTATUBOM, ITPU-
BOJSIIIMM K ITO3TMUECKOMY BaJIbcOOGpasHOMY (G1HaIy ¢ MaXXOPHOIT Koxoii. [Tpu
BCeil KOHTPACTHOCTH TISITU YacTeit KBaprera op. 132, OHM TPOHMU3AHBI OTHUMMU
Y TeMMU 3Ke MIHTOHALMSIMM, UTO NIPUIAeT POM3BeJeHNIO KIaCCMIeCcKoe eIHCTBO.

T'opa3mo MeHee o4yeB)IHA JIOTMKA [IOCTPOEHMSI LIMK/IA B MI€CTMYaCTHOM
kBaprere op. 130. ToHa/IbHbII [I7IaH KBapTeTa OueHb puxoTanB: Cu-6eMoib
Maxkop — cu-6emMonb MUHOP — Pe-6emMonb Mmaxop — Cob Maxkop — Mu-6emosnb
Makop — Cu-6eMorb Maskop. 3/1eCh, IOMMMO coHaTHOro Allegro, nmerorcst nse
6GBICTpBIE CpemHMe YacTu (3/0Beniee Presto — BTopasi, u ussinHas Alla danza
tedesca — ueTBepTasi) 1 iBe Me/JIeHHbIE (TIepeMeHUMBAast 10 HACTPOEHMUIO TPEThS,
Andante con moto, u ucrnoBenaabHast KaBatuHa — nsitasi). @uHas ke OKa3bIBa-
€TCSI «OTKPBITBHIM», M6O0 CYLIECTBYIOT [1BA PAaBHOIIPABHbBIX aBTOPCKUX pelleHMs .
B mepBoii Bepcuy, oTIIpaBiaeHHO [OMMUIIBIHY, KBAPTET 3aBePINAICS TPAHANO03-
HOJt ¥ HEBEPOSITHO TPYIHOIi (yroit. BeHckuit usmatenb M. ApTapua yroBopuI



BerxoBeHa COUMHMTB JJIs1 KBapTeTa qpyroii, 6ojiee JOCTYIHBI GuHal, Qyry e
oIry6iMKoBaTh otaenpHo. Tak Bonbmias dyra op. 133 (Cu-6emonb Maskop) cTana
CaMOCTOSITeIbHBIM ITpoM3BefeHyeM, a KBapTeT op. 130 1mosyuns HoBoe 3aBep-
1eHue, HaMMcaHHoe oceHbio 1826 roma.

3a TpeMsl «TONMUIBIHCKMM» TIOC/IeIOBaIM ellle 1Ba KBapTeTa, COUMHeHHbIe
BeTxoBeHOM 110 cOOGCTBeHHOI MHMIMaTuBe. KBaprer op. 131 (N2 14, no-nues
MIHOD) — CaMblif HEOOBIUHBIIT BO BCEIT K/IACCMUECKOH My3bIke. B HeM ceMb uacTeit,
CIeYIOIIMX CJIOBHO GBI B MMITPOBU3AL[MOHHOM ITOPSIZIKe, OT MeJJIEHHO CKOP6-
HOJI GyTy K 9HEPIMYHOMY BOTeBOMY (pMHATy B PUTMe BOMHCTBEHHO CKaUKM.
Meskay aTMMM KpatHMMM TOUKaM¥ PACIIOIOKEHBI IBe YaCcTU B yxe CKepIo
(BTOpAs M MSITAsT), [BA KPATKMX PEYNTATUBHBIX MHTEPMELLO (TPeThsI M IIecTast
YacTy) ¥ IMPUIECKUIA LIEHTP Mpou3sBeneHnst — Andante con moto ¢ Bapuauusmm
(ueTBepTas 4acTh, camasi IPOAO/DKUTENbHAS B LIVIKIIE).

Tocnenunit kBapreT betxoBeHa, op. 135 (N2 16, ®a Maxkop) BHOBb CIe[yeT
KiIaccuueckoit Mmopenu. YeTbIpe 4acTy 06pas3yioT KOMIIAKTHBII LMK (CO CKePIIo
Ha BTOpoM MecTte). OgHako uHam Taut B cebe «3aragky Chunkca». beTxoBeH
BbIMNNCAI HaJ, GMHAIOM ABe My3bIKalbHble (passl, MOATEKCTOBAB MX CJIOBAMM:
«Muss es sein?» v «Es muss sein!» («ZJo/1cHO0 Jiu 3mo 0blmb2» — «IMo 00NIHCHO Oblmb!»).
Bompoc 3ByUnT OUTY TPArmuecky, HO OTBET — IIYT/INBO U 1ayKe JIETKOMBICTIEHHO.
YyBCTBO I0MOpa HMKOITA He M3MeHsI0 beTxoBeHy, 1 B CBOeM IIoC/IeHeM KBapTeTe
OH IIPeATIOYesT He VICKAaTh PelleHVIsI MYPOBBIX IPOOIEM, a TOCMesIThCS Hajl, HUMM.

Jlapuca Kupunnuxa

TocymapcTBeHHbBI CTPYHHBI KBapTeT uMeHu beTxoBeHa

«...ITopasumenvHoe uHCMpyMmeHmManipbHoOe COBEPUIEHCMBO, CUbHBIL U Ona-
20p00HbLL OYX, 8KYC U... 271y60KULl UHMepeC K cO8peMeHHOCmU». ITU C/I0Ba,
ckasaHHbie Mapueit FOmuHO# 06 04HOM M3 yYaCTHMKOB KBapTeTa, C IIOJTHBIM
MMPaBOM MOYKHO OBIJIO OTHECTU K JTI060MY U3 «OeTXOBEHIEB» — M KO BCEMY
aHcamb6:i0 B nesiom. KBaprer npocymectsoBaii ¢ 1923 mo 1990 rozbl — mouTtu
CTOJBKO e, ckoinbKo CoBeTckuit Co103. V1 B MCTOPUM MY3bIKaJIbHO-UCIIOTHY -
TEbCKOTO MCKYCCTBA COBETCKOTO IMePHosa KBApTeTy uMeHM beTxoBeHa 6b110
OTBeJleHO MOMCTMHE YHUKATbHOE MeCTO, XOTSI POK/IeHle 3TOT0 KOJIJIeKTUBa
OBLIIO MTOYTHU CITyUATHBIM.

B 1923 ronmy Bacummii lllnpuHCcKkmit, okaHUMBaOLIMit MOCKOBCKYIO KOHCEpBaA-
TOPUIO I10 KJIaccaM CKPUIIKM Y KOMITO3UIIVU, MUCKAJT UCIIOJIHUTeIe /ISl e MOH-
CTpauy AUIIOMHO¥ PaboThI — CTPYHHOTO KBapTreTa. Bmecte ¢ 6patom Cepreem
LIMpUHCKMM ¥ IBYMSI HeJaBHMMMY BBIITyCKHMKAMM KOHCepBaTOpyuy — JIMUTpreM
LipiranoBbIM 1 Bagymom BoprcoBCcKMM — KBapTeT UCIIONIHUIIY ITepe], SK3aMeHa-
LIMOHHO KoMMccyeii. BocxuileHHbIe UCIIOMHEHMEM TTpodeccopa HACTOUMBO
PEKOMEeH0BaIM MOJIOABIM MY3bIKAHTAM COXPAHUTb aHCAMOJIb. ITO COBITAJIO
C MX BHYTPEHHNM OIIYIIEeHMEM PaIOCTU OT COBMECTHOI UTPBI.

1. PenmeTpoBaTh KBapTeTOM eXXeJHEBHO, KaK eskeZJHeBHO 3aHMMAIOTCSI
Ha CBOMX MHCTPYMEHTaX KOHLEPTUPYIOLIMEe CKPUIIAUM, TMaHVCTbI, BUOTIOHYEMCTI.

2. Huxorza He cCMOTpeTh Ha KBapTeT Kak Ha MCTOYHMK CPEZICTB K CyIeCTBOBa-
HuI0. [IPOKUTOYHBINT MMHUMYM UMETbH ITyTEeM TeJaroruueckoit Uiy Kakoi-m6o
LIPyToii PabOTHI.

3. Hukorpa He 3arpaxkgaTh KaXJ0My yUaCTHUKY KBapTeTa ero MHAUBUILY-
ATbHBIX BO3MOYKHOCTE B 06/71aCTV COMbHO-KOHIIEPTHO WY KaKO¥-T160 ApyToii
LIesITeIbHOCTH.



Takue rpaBu/a ycTaHOBMWIN WieHbl «CTPyHHOro kKBapTeTa MOCKOBCKOI KOH-
cepBatopun» (ero Ha3BaHue B 192325 romax) B mporiecce MepBbIX PEMETULNIL.
U npupepskuBaauch UX 10 KOHIIA, IIOKa HOBAsI 3110Xa He Ipeceksa Ha KOPHIO
CaMyi0 BO3MOKHOCTb TaKOTO «MY3bIKaJIbHOTO GeccepebpeHnvecTBax.

Kaskzplit 13 YeThIpex My3bIKaHTOB 00J1a/1aJT BBIAAIOMIMMCS MHOTOCTOPOHHVM
My3bIKaJIbHBIM JapoBaHyueM. 1 Bce ke HEOObSIBIEHHBIM JIMJIEPOM KBapTeTa
cran Imutpuii LIpiraHOB, KOTOPBIN OTHA «6eTXOBEeHIIaM» 6osee 50 et ciryske-
HUS (TIPY 3TOM YeTBEPTh BeKa OH BO3IVIABJISUT Kadenpy CKpUIKy MoCKOBCKOIA
KoHcepBaTopun). C npyroi cTtopoHsl, BuosoHvyenuct Cepreit lnupmHCckmii,
COBMeLIaBIIMii KBAPTETHYIO UTPY C JesITebHOCThIO KOHLIepTMelicTepa BUO-
JIOHYEJIbHBIX I'PYTIN BeAYIINX MOCKOBCKMX OPKECTPOB, OCTABAJICSI HAMBBICIIUM
aBTOPUTETOM B BOIIPOCAX IITPUXOB Y UCTIOTHUTENbCKUX PeAKIVIA, TOIIMHHBIM
«reHepan-6acom» aHcaMos.

B mepBbIe rofbl GOBIIYIO MOAAEPKKY OKa3al KBapTety M. TyxaueBcKumit
(nmerenpapHblit Mapinan KpacHoit apMum 6T CTPaCTHBIM JIIOGUTENEeM MYy3bIKM,
cobupa 1 pecTaBpupOBaJl CKPUIIKY CTapbIX MacTePOB; BO3MOXXHO, G1aronapst
eMy KBapTeT Urpasl Ha MpeKpacHbIX MHCTpyMeHTax ['BapHepu nenb [xe3y).

B 1925 u 1927 romax kBapreT rmo6emut Ha [lepBoM 1 Bropom Bcecoro3Hbix
KBapTEeTHBIX KOHKYpCaX. YcIexX COMPOBOKAAI My3bIKAHTOB U BO BpeMsI Iep-
BbIX 3apYOeXKHbIX TaCTPOJIei — Ha MeXIyHapOJHO My3bIKaTbHOI BbICTABKE
B0 ®paHKkdypTe-Ha-MaiiHe («...Haw monodoii keapmem MIK ... okazancs uydom,
K Komopomy 0bL710 NpUK08aHo obujee 8HUMAHUE», — TIICaT HAPOLHbBI KOMMC-
cap npocBeleHus A.Jlynauapckuii). [TonyunB ums BerxoseHa B 1931 rogy,
KBapTeT CTa BeAYIMM KaMePHbIM aHCaMO6/IeM CTPaHbl; C HUM COTPYIHUYAIN
KpYITHetIe VCTIOTHUTENN ¥ KOMIIO3UTOPBI STTOXM. VICKIIOUNTENbHOI Gblia
IIesITeJIbHOCTDb «6eTXOBEHILIEB» B rofbl Bekoit OTeuecTBeHHO BOMHbBI — COTHIA
KOHIIEPTOB B 3aJiax, TOCIUTAJSIX, BOMHCKMX YacTaX. B 1946 romy cTpyHHbIN

KBapTeT uMeHu beTxoBeHa ObUT yIOCTOEH BbICIIel Harpambl — [ocymapcTBeHHOI
(cranuHCcKoi) mpemun I crenenn.

I.Heiirays, C. ®eitubepr, A.Tonbaenseiisep, K. irymuos, JI. O6opus, M. I0auHa,
B. Codponntiknit, M. I'punbepr, C. Puxrtep, d.Tunensc, T. Hukonaesa, [I. OiicTpax,
C.Kuymesnuxuii, M. PocTponioBuy — 3TO faneKo He MOJIHbIV TIepeuyeHb My3bl-
KaHTOB, BBICTYMABIINX C KBAPTETOM MMeHU BeTxoBeHa. Perepryap KBapTeTa
OCHOBBIBAJICSI HA PYCCKOIT U 3apyOeskKHOIi KJIacCuKe, HO C TOJAMU BCe OOJbIe
BHMMaHMS YIENSIOCh COBPeMEeHHOI My3bike. Bmecte ¢ [IpokodbeBbIM KBapTeT
HEOTHOKPATHO UCIIONTHSIT «Y8epmiopy Ha espelicKue membpl»; IJisk «<0eTXOBEHIIEB»
mucanu H. MsickoBckuit, I. CBupumoBs, P.[nuap, B.[lle6annH, AH. AekcaHapoB,
M. Baitu6epr, /1. KabaneBcKuii.

Ho cpezy MHOTMX MMeH GbIO Y KBapTETa [iBa MOIIHBIX My3bIKalIbHbIX MasiKa —
BerxoBen u IllocTakoBuY. VIX TBOPUECTBO GBIJIO IIABHO MyTEBOMHOI HUTHIO,
OTIpeessSIIoNIeit oI TyTh aHCaMOJIsI, eT0 HeM3MeHHYI0 ITPOQeCcCHOHATbHYIO
TUIAHKY, BBICIIYIO CT€IIeHb TBOPYECKOTO TOPEHMSI, STUUECKYIO ITyOMHY caMo3abBeH-
HOTO TBOpYecKoro Tpyza. ITo mpocbbe TyxaueBcKOro B 1925 romy Mosozbie My3bi-
KaHTbI BbIyUM/IM KBapTeT beTxoBeHa, cou. 131; rocie BbICTyIUIeHMs B [epmanum
pelMInMCh Ha TIOMHbIM KOHIIePTHBI LMK 13 17 KBapTeToB. OHM HEOHOKPATHO
MCIIOJIHSUIM €T0 U B ia/IbHeNIIIeM, OTAe/IbHble KBapTeThbl 3alIMChIBA/IN B CTYOUN,
HauMHas ¢ 1930-X rofos, HO MOIHYIO 3alIMCh OCYLIeCTBUIM TOPaso MO3Ke.

ViMeHHO «6eTXOBeHIIbI» Yoeamau Mononoro lllocrakoBuya 0o6paTuThCs
K KBapTeTHOMY kaHpy. HaumHast ¢ popTennaHHOro KBUHTETA, KOMIIO3UTOPD
JIOBepsT M MTpeMbepbl BCEX CBOMX KaMepPHO-MHCTPYMEHTaIbHbIX COUMHEHMUIA.
C KakIbIM 13 My3bIKaHTOB [llocTakOBUY OIIYIIIa/ ITyGOKYIO JyXOBHYIO CBSI3b
(kBapTreTy MMeHM beTxoBeHa nocssieHbl TpeTnii 1 [TATbI KBapTeTbl, OTAeIbHbIM
ero yyacTHuKam — ¢ OgyHHaauaToro rno YersipHaauateiit). Cmepts C.IInpun-
CKOTO IpepBasa paboTy KOJUIEKTMBA HaJ OCIeIHUM, [IITHaALIaThIM KBAPTETOM;



BrpoueM, lllectHanuatsiit lllocTakoByY CHOBA IIpeAIIonarai NOCBSITUTb BCeM
«6eTXOBEeHIIAM...

«Bce mbl yiidem... u s, u mol... Keapmem e umeHu bemxoseHa 00JixieH Humo
ecez0a. 1 uepe3 nsamsoecsim nem, u uepe3 cmo». dtu cnosa lllocTakoBuy ckasan
II.LipiranoBy rocie cmepty B. [lnpuHckoro. Boee copoka jieT «6eTXOBEHI[bI»
BBICTYTIAJIV B HEM3MEHHOM «30JIOTOM» COCTaBe — (haKT, caM I10 cebe JT0CTONHbII
KHUTY peKkoproB ['mHHecca. OnHako K cepennte 1960-X rogoB B KBapTeT MPUIIINA
HOBbI€ YUaCTHUKM.

Hukonait 3a6aBHMKOB OKOHYMI MOCKOBCKYIO KOHCEPBATOPUIO TI0 KJIACCy
[.1LprraHoBa. OH € ycriexoMm Havasl COTbHYIO KOHIIEPTHYIO AeSITeIbHOCTb, HO TIONHO-
CTbIO ITOCBSITUJI Ce0sI KBAPTETHOMY MY3UIIMPOBAHUIO — 3aMeHuB B. [lIMpuHCKOTO
B 1965 r., urpan B aHcaM0i1e ;0 KOHIIA €ro CYIeCTBOBAHMS.

VYyenuk B.Bopucosckoro ®énop JIpy>kMHUH CTal IPeeMHUKOM YUUTest
rogoMm pasee. «/JugHulll anemucm» (1o BbipaxkeHuto M. OnmuHoi1), OH coueTan
B cebe TalaHThI VICTIOTHUTEST, KOMIIO3UTOPA U refarora. Mrpa @. IpykuHuHa
BroxHoBuIa lllocTakoBKMUa Ha IOCTeQHNI B €0 KM3HY OITyC — AJIbTOBYIO COHATY.
«I[ToOnuHHBIM apucmMoKpamom My3siKu» Ha3bIBasI I py>KMHMHA €T0 caMblit IIPO-
ciaBiaeHHbIN yueHuK 10. Bammet. Ho u fJist Hero urpa B kBapTeTe uMeHU Bet-
XOB€Ha, paboTa C BeIMKMMU MacTepaMy KAMEPHOTO MCKYCCTBA CTaJIa IJTAaBHBIM
JIeJIOM KM3HMU.

OGHOBJIEHHBIII COCTaB IpolLIes «6oeBoe KpelleHne» IIpeMbepami JeBsIToro
u JlecsiToro kBapteToB IllocTakoBuya. Tak ske 6bIJI0 PeleHo MPOBeCcTy 6eTxo-
BEHCKUI VKT, KOTOPbIi GBI 3aT€M MOBTOPEH B raCTPOTbHBIX BBICTYTIIEHUSIX
¥ BIIEPBbIE LIeMKOM 3aMMCaH Ha IIaCTUHKNA.

DTa 3anuch, npuypodeHHas K 200-1eTuro co JHS POKIEHMSI KOMIIO3UTOPa,
cTana SIpKUM COOBITMEM MUPOBOII «6eTXOBEeHMAHbI». KOMITIEKT, BBIIIe TN IT
Ha bupme «Menodusi», ObUT HaTpaskAeH Meaanbio B uecTbh 200-1eTHEro obuest
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€O JHS pokAeHMsl beTxoBeHa, [IOUYeTHBIM AUIIOMOM ACCOLMalUM STTOHCKUX
My3bIKaHTOB M MeJlanblo akageMuu «Canma Yeuunusi» (Utanus).

3anmce, OCylIeCTBIeHHAs! «cepeOPsSIHbIM» COCTaBOM KBapTeTa, Ha TOT MOMEHT
cTaja IepBbIM ITOTHBIM COGPaHMeM CTPYHHBIX KBapTeTOB BeTxoBeHa B Mupe.
Ho u ceronns oHa 0cTaeTcst BbIIAIOMMMCS TaMSITHMKOM VCIIONMHUTEIBCKOTO MCKYC-
CTBa — ITAMSITHMKOM, KOTOPBIiT He YCTapeeT «u uepe3 nsimu0ecsim e, u uepe3 cmo».

AHdpeti MupowHukos
Bopuc Myxoceti
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Beethoven Quartet: Fyodor Druzhinin,
Sergei Shirinsky, Dmitri Tsyganov,
Nikolai Zabavnikov

KBapret uMenn betxosera: MEaop [pysmHuH,
Cepreit LLnpuHckui, OmuTpuit LbiraHos,
Hukonaii 3abaBHukos
®oro v3 apxusa «OvpMbl Menoaus» Photo from archive of Firma Melodiya
——
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The genre of string quartet emerged in the middle of the eighteenth century as
music for leisure, but the works of Haydn and Mozart turned it into a phenomenon
of high art. Beethoven continued the tradition by creating sixteen string quartets
between 1799 and 1826. Almost all of them were devised for the professional
string quartet formed in the 1790s in Vienna and led by Ignaz Schuppanzigh.
The ensemble was in the service of Prince Karl Lichnowsky and Count Andrei
Razumovsky who were patrons of art, and began to perform chamber music in
public concerts in the 1820s.

Beethoven’s first string quartets (Op. 18) were written in 1799 to fulfill a com-
mission for Prince Joseph Franz Maximilian Lobkowitz. The young composer
immediately proved that he already was a mature and original master. So, in
Quartet No. 1 (F major), the major highlights are bold dissonances in Allegro con
brio, a brisk scherzo instead of a ceremonious minuet (third part), and a youthfully
naughty finale. The most amazing movement of this quartet is the second, Adagio
affettuoso. When Beethoven was composing it, he was inspired by the crypt scene
from Shakespeare’s Romeo and Juliet. The other quartets of Op. 18, especially No. 2
and No. 3, are closer to the “gallant style” of the eighteenth century although it is
interpreted everywhere with a considerable share of irony. Such, for example, is
a poetic, but at the same time slightly derisive minuet from Quartet No. 5 (A major).
Quartet No. 4 (C minor) stands out for its “histrionic” tone although the intensity
of passions here does not go beyond the boundaries of chamber music. The seeth-
ing energy of Quartet No. 6 is set off by the dreamy Adagio (second movement)
and the most subtle harmonic colours of the intermezzo named by the author
La malinconia (“Melancholia”), which prefaced the dance finale.

The three quartets of Op. 59 (Nos 7, 8 and 9) created by Beethoven in 1806
are known as the Razumovsky quartets abroad and the Russian quartets — in this
country. They were commissioned by the Russian ambassador in Vienna, Count
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(Prince from 1815) Andrey Kirillovich Razumovsky, a philanthropist and amateur
violinist. While working on these quartets, Beethoven studied the collection of
Russian folk songs compiled by Nikolai Lvov and Johann Pratsch and published
in 1790. Beethoven eventually chose two melodies, marking them in the notation
as Théme Russe. In Quartet No. 7, it is the main theme of the finale (the song
Ah, whether it’s my luck, such luck), and in Quartet No. 8, it is the theme of the
middle section of the scherzo (the song Glory). In Quartet No. 9, there are no
authentic Russian melodies, but the melancholic second movement is permeated
with intonations of Slavic songs.

The quartets of Op. 59 are much more complex and larger than those of Op. 18.
Here, Beethoven no longer competes with Haydn and Mozart but offers his own
understanding of the genre. So, all four movements of Quartet No. 7 (F major)
are written in the sonata form, including the extremely bizarre Scherzo and the
moving Adagio, a forerunner of Glinka’s and Tchaikovsky’s saddest romances. In
Quartet No. 8, two keys are constantly juxtaposed: romantically agitated E minor
and joyfully elevated E major, until C major nearly wins in the finale, trying to
usurp the rights of the keynote. Quartet No. 9 (C major) is the shortest and most
mysterious in the opus. It is interesting not only for an “atonal” introduction
to the first movement and gloomy colours of the second one, but also for the
reconsidered return to the eighteenth century genres: the minuet turns out to
be a prelude to the virtuoso fugue finale.

Dedicated to Prince Lobkowitz, the quartet of Op. 74 (No. 10, E flat major)
was composed in the difficult wartime - in the summer and autumn of 1809 when
Napoleon occupied Vienna. The piece is sometimes referred to as the “Harp”
quartet because it often utilizes pizzicato, the pinching technique. However, the
music of Op. 74 is far from society salons. The second movement sounds like a
nostalgic memory turning into a restrained complaint. Beethoven did not name
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the stormy third movement a “scherzo”, because there is nothing playful about
it, but the rhythm of the “theme of fate”, which the entire Fifth Symphony (1808)
was based on, is heard here. Peace only comes in the final variations.

Beethoven marked the quartet of Op. 95 (No. 11, F minor), written in
1810 but published as late as in 1816, as Quartetto Serioso (Serious Quartet).
It was dedicated to Count Nikolaus Zmeskall, a long-time friend and cellist.
A thunderous atmosphere reigns in the quartet from start to finish. In the
sonata Allegro, violent outbursts are followed by lyrical utterances interrupted
halfway; the gloomy meditation of Andante turns into doleful complaints; the
romance sorrow of the finale is opposed to the wrathful despair of the third
movement. Light suddenly triumphs over darkness only on the very last pages
of the quartet.

In 1816, Schuppanzigh’s string quartet broke up for a while. The violinist
spent several years abroad, including Russia. There came a break in the series of
Beethoven’s quartet works caused by both internal and external causes. When
in 1822 the composer again wanted to compose quartets, he ran across the pub-
lisher’s skepticism. But at the very same time Beethoven received a commission
for three string quartets from Prince Nikolai Borisovich Galitzine, a skilled cellist
and passionate admirer of Beethoven, in St.Petersburg. Only in 1825, after the
completion of the Missa solemnis and the Ninth Symphony, Beethoven drowned
himself in the creation of the Galitzine quartets.

The ordinal and opus numbers of the late quartets assigned to them dur-
ing the publication process do not quite correspond to the creative chronology.
Three quartets were dedicated to Galitzine: Op. 127 (No. 12, E flat major), Op. 132
(No. 15, in A minor) and Op. 130 (No. 13, B flat major). The first of them is closest
to the classical standard of a four-movement cycle, and it is dominated by light
and cheerful moods. Quartet No. 15 was composed in the spring and summer of
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1825, after Beethoven came through a severe illness, and therefore it was very
personal in nature. The dark and interrogative theme that opens the quartet is
reminiscent of Bach’s “theme of the cross”; its outlines can be discerned not only
in the painful intonations of the main theme of the first movement, but also in
the idyllic melodies of the second one, which is close to the Austrian Landler.
The most unusual movement of this quartet is the third one titled by the com-
poser “Holy song of thanksgiving of a convalescent to the Deity, in the Lydian mode”.
It contains two alternating themes: a choral prayer in the spirit of Palestrina’s
church polyphony and a Haydn-like minuet accompanied by the remark “Feeling
new strength”. The brief and energetic march that follows ends in an agitated
recitative resulting in a poetic waltz-like finale with a major coda. With all the
contrasts of the five movements of the quartet of Op. 132, they are imbued with
the same intonations, thus giving the classical unity to the piece.

The logic of building the cycle in the six-movement quartet of Op. 130
is much less obvious. The tone pattern of the quartet is very fanciful: B flat
major - B flat minor — D flat major — G major — E flat major — B flat major. Here,
apart from the sonata Allegro, there are two quick middle movements (the
ominous Presto is the second movement, and the elegant Alla danza tedesca is
the fourth one) and two slow movements (the third one with its mood swings,
Andante con moto, and the confessional Cavatina of the fifth movement). The
finale happens to be “open” because the composer came up with two equal
options. In the first one, sent to Galitzine, the quartet ended in a grand and
incredibly complicated fugue. The Viennese music publishing house Artaria
persuaded Beethoven to compose another, more accessible finale for the quartet,
and publish the fugue separately. So, the Great Fugue, Op. 133 (B flat major)
became an independent work, and the quartet of Op. 130 got a new conclusion
written in the autumn of 1826.



The three Galitzine quartets were followed by two more quartets composed
by Beethoven on his own initiative. The quartet of Op. 131 (No. 14, C sharp minor)
is the most unusual in all classical music. It consists of seven movements, which
follow as if in a random manner, from a slow, sorrowful fugue to an energetic
volitional finale to the rhythm of a militant gallop. Between these extreme points,
there are two movements in the vein of scherzo (second and fifth), two short
recitative intermezzos (third and sixth) and a lyric centre of the work —Andante
con moto with variations (the fourth movement, the longest one in the quartet).

Beethoven’s last quartet, Op. 135 (No. 16, F major) again follows the clas-
sical model. The four movements form a compact cycle (with a scherzo in the
second place). However, the final conceals “the riddle of the Sphinx”. Beethoven
wrote two musical phrases over the finale with the captions “Muss es sein?” and
“Es muss sein!” (“Must it be?” and “It must be!”). The question sounds almost
tragic, but the answer sounds jokingly and even frivolously. Beethoven never lost
his sense of humor, and in his last quartet he chose to laugh at world problems
rather than seek for solutions.

Larissa Kirillina

The Beethoven State String Quartet

“...Striking instrumental excellence, a strong and noble spirit, taste and ... a deep
interest in modernity”. These words said by Maria Yudina about one of the quartet
members could rightfully be attributed to any of the “Beethovenians” and to the
ensemble as a whole. The quartet existed from 1923 to 1990, almost as long as
the Soviet Union did. Although the birth of the Beethoven Quartet was almost
accidental, it took a truly unique place in the history of music and performing arts
of the Soviet period.

In 1923, Vasily Shirinsky, who was then graduating from the Moscow Con-
servatory where he studied the violin and composition, looked for performers to
present his diploma thesis, which was a string quartet that he wrote. He performed
it before the examination board together with his brother Sergei Shirinsky and two
recent conservatory graduates, Dmitri Tsyganov and Vadim Borisovsky. Amazed
by the performance, the professors strongly recommended that the young musi-
cians preserve their ensemble. That was exactly in phase with the musicians’ inner
feeling of joy from playing together.

1. Rehearse as a quartet on a daily basis like concert violinists, pianists and
cellists practice daily on their instruments.

2. Never view the quartet as a source of livelihood. Make your subsistence
through teaching or any other work.

3. Never bar any quartet member’s individual abilities in the field of solo,
concert or any other activity.

Those were rules the members of the Moscow Conservatory String Quartet,
as they were known from 1923 to 1925, established during their first rehearsals.
They kept sticking to them to the end, until the new epoch cracked down on the
very possibility of such musical non-mercenariness.



Each of the four musicians possessed an outstanding and versatile musical
talent. And yet, Dmitri Tsyganov, who gave the Beethovenians more than fifty
years of service, became an undeclared leader of the quartet (for a quarter of a
century, he also headed the violin department of the Moscow Conservatory). On the
other hand, the cellist Sergei Shirinsky, who combined his life in the quartet with
a career of a concertmaster of the cello groups of the leading Moscow orchestras
remained, like a true basso generale of the ensemble, the highest authority when
it came to the matters of strokes and performing versions.

The legendary Red Army marshal Mikhail Tukhachevsky, who also was a pas-
sionate lover of music, collector and restorer of old masters’ violins, lent great
support to the quartet during their first years. It is very likely that the quartet
played the wonderful Guarneri del Gesu instruments thanks to him.

In 1925 and 1927, the quartet won the First and Second All-Union Quartet
Competitions. The musicians’ first tour abroad, when they played at the interna-
tional music exhibition in Frankfort on the Main, also was a success (“Our young
quartet of the Moscow State Conservatory ... turned out to be a miracle arresting
universal attention”, wrote the People’s Commissar of Education Anatoly Lunacha-
rsky). Named after Beethoven in 1931, the quartet became the country’s leading
chamber ensemble. Some of the greatest performers and composers of the time
collaborated with them. The Beethovenians’ activity during the Great Patriotic
War was exceptional — they gave hundreds of performances playing at concert
halls and hospitals and for the troops. In 1946, the Beethoven String Quartet was
awarded the highest award, the State (Stalin) Prize of first degree.

Heinrich Neuhaus, Samuil Feinberg, Alexander Goldenweiser, Konstantin
Igumnov, Lev Oborin, Maria Yudina, Vladimir Sofronitsky, Maria Grinberg, Sviatoslav
Richter, Emil Gilels, Tatiana Nikolayeva, David Oistrakh, Sviatoslav Knushevitsky
and Mstislav Rostropovich were just a few of the artists who performed with the
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Beethoven Quartet. The quartet’s repertoire was based on Russian and foreign
classical works, but over the years they paid more and more attention to contem-
porary music. So, together with Sergei Prokofiev, the quartet repeatedly performed
his Overture on Hebrew Themes. The likes of Nikolai Myaskovsky, Georgy Sviridov,
Reinhold Gliere, Vissarion Shebalin, Anatoly Alexandrov, Mieczystaw Weinberg
and Dmitri Kabalevsky wrote for the Beethovenians.

However, among all those numerous names, the ones of Beethoven and
Shostakovich remained two powerful musical beacons for the quartet. Their works
were the quartet’s guiding lights, which determined the musicians’ long journey,
their invariable professional level, the highest degree of creative enthusiasm and
the ethical depth of their selfless creative activities. In 1925, at the request of
Tukhachevsky, the young musicians learnt Beethoven’s Quartet, Op. 131. After
their appearance in Germany, they dared to perform a complete concert cycle of
seventeen quartets. They played it repeatedly afterwards and recorded some of the
quartets from the 1930s on. However, a complete collection was recorded much later.

The Beethovenians were the ones who convinced the young Shostakovich to
turn to the genre of quartet. Starting from the piano quintet, the composer trusted
them with the premieres of all of his chamber instrumental works. Shostakovich
felt a deep spiritual connection with each of the musicians (the third and fifth
quartets were written for the Beethoven Quartet, and the eleventh to the fourteenth
were dedicated to one of the members). Sergei Shirinsky’s death interrupted the
quartet’s work on the last, fifteenth quartet. However, Shostakovich intended to
dedicate his sixteenth quartet to all the Beethovenians.

“All of us will be gone... Both you and I... But the Beethoven Quartet must live
forever. After fifty years and after a hundred”. This is what Shostakovich said to
Dmitri Tsyganov after Vasily Shirinsky’s passing. For more than forty years, the
Beethovenians were the same golden line-up - a fact deserving a mention in
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the Guinness Book of Records. However, by the mid-1960s, the quartet already
had new recruits.

Nikolai Zabavnikov graduated from the Moscow Conservatory where he studied
under Dmitri Tsyganov. Before joining the quartet, he already was a promising solo
artist but decided to devote himself entirely to the quartet replacing Vasily Shirin-
sky in 1965. He remained a member of the quartet until the end of his existence.

Fyodor Druzhinin, a pupil of Vadim Borisovsky, became his teacher’s successor
a year earlier. “A marvellous violist”, as Maria Yudina put it, he combined perform-
ing, composing and teaching talents. Druzhinin’s mastery inspired Shostakovich
to write the last opus in his life — the viola sonata. Yuri Bashmet, Druzhinin’s
most celebrated student, called him “a true aristocrat of music”. Being a part of
the Beethoven Quartet and working with the great masters of chamber music
was Druzhinin’s lifework.

The renewed line-up was “baptized” by the premieres of Shostakovich’s ninth
and tenth quartets. They also decided to perform complete Beethoven’s quartets
repeating them later on tours and recording them for the first time afterwards.

The recordings dedicated to the composer’s 200th anniversary were a highlight
of the world-wide Beethoveniana. The set released by Melodiya was awarded the
Beethoven’s 200th anniversary commemorative medal, an honorary diploma from
the Association of Japanese Musicians and the medal of the Academia Nazionale
di Santa Cecilia in Italy.

The recordings made by the “silver” line-up of the quartet were, at the time,
the world’s first complete set of Beethoven’s string quartets, which still remains
an outstanding monument of performing art - a monument that will not become
outdated even “after fifty years and after a hundred”.

Andrei Miroshnikov
Boris Mukosey
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