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I1.1. YarikoBckuii (1840-1893)

Juck 1
CrpyHHBIV KBapTeT Cu 6€6MOo/Ib Ma>kop

1  Adagio misterioso — Allegroconmoto . . . . ... ... .... 12.43
CrpyHHbIi KBapTeT N2 1, cou. 11 Pe makop

2 I.Moderatoesemplice . . . . ... ... ... ... ... .... 10.23
3 Il.Andantecantabile. . . . ... ... ... ... ... ..., 6.34
4 IIL. Scherzo. Allegro non tantoeconfuoco . ... ........ 3.42
5 IV.Finale.Allegrogiusto. . . . . . . .. ... .. ... ...... 6.43
CrpyHHbIil KBapTeT N2 2, cou. 22 ®da maskop

6 I.Adagio —Moderatoassai . ... ................ 11.36
7 II.Scherzo.Allegrogiusto . . . . .. ... ... .......... 5.22
8 Ill.Andantemanontanto. ... ... .............. 12.21
9 IV.Finale.Allegroconmoto . . . . . . ... ... ... ...... 5.47

Oo6mee Bpems 3ByuaHusi: 75.39

KBapret umenn bopoanHa:
Pocrtucias [IyouHCKII, CKpUnka
SIpocnaB AsieKcaHIpOB, CKPUNKa
IOvutpuit llle6anuu, arem
BanenTun bepnuHCcKuMii, guonoHuensb

3ammcu: 1966 (1-5), 1964 (6-9) rr.
3Bykopeskuccepsl: [I. l'akaut (1-5), B. Cko6i1o (6-9)

Juck 2
CrpyHHbIV KBapTeT N2 3, cou. 30 My 6eM0o/Ib MMHOP

1 1. Andante sostenuto — Allegro moderate . ... ...... .. 15.34
2 II. Allegrettovivoescherzando . . . . ... ... ......... 3.37
3 III. ndante funebre e dolorosomaconmoto . . . . . ... ... 10.58
4 IV.Finale. Allegro non troppoerisoluto . . . . ... ... .... 5.28

«BocnmomuHanme o @nopeHIun», cod. 70, cekcreT AJIisl IBYX CKPUIIOK,
JBYX aJIbTOB ¥ IBYX BUOJIOHUEJIEI pe MUHOP

5 L. Allegroconspirito . . ... ... ... ... ..., 10.09
6 II. Adagio cantabileeconmoto . . . . . ... ... ....... 10.29
7 1. Allegrettomoderate . . . ... .. ... ............ 6.16
8 IV.Allegrovivace . . . . . . . .. e 6.58

O6miee Bpemst 3Byuanus: 69.56

KBapreT umenu bopoanHa:
PoctucnaB [IlyouHCKMI, CKpunka
SApociaB AnekCaHaAPOB, CKpUnka
Omutpuit lllebanu, arem
BaseHTnH bepinuHCcKuit, 6u0/10Hu€EN1b

Tenpux Tanansiv, smopoii anvm (5-8)
MctucnaB PocTporoBud, 8mopas 8uonoHuens (5-8)

3ammcu: 1969 (1-4), 1965 (5-8) rr.
3ByKopeskuccep — B. Ckobi10



TCHAIKOVSKY

BORODIN QUARTET

ORIGINAL MEMBERS

Pyotr Tchaikovsky (1840-1893)

CDh1

String Quartet Movement in B flat major

1  Adagio misterioso — Allegroconmoto . . . ... ........ 12.43
String Quartet No. 1, Op. 11 in D major

2 I.Moderatoesemplice . . . . . ... ... ... . ... ..... 10.23
3 Il.Andantecantabile. . .. ... ... ... ... ... .... 6.34
4 IIL. Scherzo. Allegro non tantoeconfuoco . ... ........ 3.42
5 IV.Finale.Allegrogiusto. . . . . . .. ... ... ... ...... 6.43
String Quartet No. 2, Op. 22 in F major

6 I.Adagio-Moderatoassai. . ... ................ 11.36
7 1II.Scherzo.Allegrogiusto . . . .. ... ... ... ........ 5.22
8 Ill.Andantemanontanto. ... ................. 12.21
9 IV.Finale.Allegroconmoto . . . . . .. ... .. ... ...... 5.47

Total time: 75.39

Borodin Quartet:
Rostislav Dubinsky, violin
Yaroslav Alexandrov, violin
Dmitry Shebalin, viola
Valentin Berlinsky, cello

Recorded in 1966 (1-5), 1964 (6-9)
Sound engineers: D. Gaklin (1-5), V. Skoblo (6-9)

CD 2

String Quartet No. 3, Op. 30 in E flat minor

1 1. Andante sostenuto — Allegro moderate . ... ... ... .. 15.34
2 II. Allegrettovivoe scherzando . . . . ... ... ......... 3.37
3 III. Andante funebre e dolorosomaconmoto . . . . ... ... 10.58
4 IV.Finale. Allegro non troppoerisoluto . . . . ... ....... 5.28

Souvenir de Florence, Op. 70, sextet for two violins, two violas
and two cellos in D minor

5 L Allegroconspirito . ... ... ... .. .. ..., 10.09
6 II. Adagio cantabileeconmoto . . . . ... ... ........ 10.29
7 III. Allegrettomoderate . . .. ... ... ............. 6.16
8 IV.Allegrovivace . . . . .. .. . .. e 6.58

Total time: 69.56

Borodin Quartet:
Rostislav Dubinsky, violin
Yaroslav Alexandrov, violin
Dmitry Shebalin, viola
Valentin Berlinsky, cello

Genrikh Talalyan, second viola (5-8)
Mstislav Rostropovich, second cello (5-8)

Recorded in 1969 (1-4), 1965 (5-8)
Sound engineer — V. Skoblo
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KamepHas My3bIka — BakHei111as 4aCTb TBOpUeckoro Haciaenus [1. 1. Yaikos-
CKOT0. ABTOp Tpex KBapTeToB, PopTennaHHOro Tpuo «[laMsiTu BeInKoro
XyIOOoXXHUKa», CTpyHHOTO cekcTeTa «BocrmomuHaHue 0 OopeHLNn», a TaKKe
pPa3JIMUHBIX ITbeC JIJIST CKPUIIKY U BUOJIOHYENM ¢ ¢hopTenaHo, OH pelian
B KaMePHO-MHCTPYMEHTAIbHBIX COUMHEHUSIX Te JKe JpaMaTypruueckue 3aaaum,
YTO U B cMMGbOHMYECKOI U TeaTpa/ibHOM My3bike. KamepHasi My3bika oTpa-
>KaeT SBOJIOLMI0 KOMIIO3UTOPCKOTO CTU/ISE YaliKOBCKOT0; K&K 0€e COUMHEHME
HEIOCPeCTBEHHO CBSI3aHO C OPKEeCTPOBBIMU U CLIEHUUYECKMMMU 3aMbIC/IaMU
COOTBETCTBYIOLErO Mepuoma.

HeokoHuYeHHBIN KBapTeT YYeHMUECKOM OPbl — MOUCK MHANBUIYATbHOTO
ctunst. Tpu KBapTeTa (co3gaHHbie B repuog 1871-1876) — orpakeHue 0Co-
6eHHOCTH CcTMIST YaltKOBCKOTO MOCKOBCKOTO TIep1ofa TBOpUYecTBa (Hambosee
MHTEHCMBHOTO M HACBIIEHHOTO B ero 6morpadumn). CekcreT, Co3/1aBaBIINiiCs
B OKPY>KeHUM MOCaegHNX cCMMGbOHMI U oTlep, HeceT MeyaTh BbICOYANIIEero
MacTepCTBa U ApaMaTuyecKkoi OCTPOTHI IMTO3JHEr0 TBOPYECTBA MacTepa.

HeokoHUYeHHBI (OFHOYACTHBIN) KBAPTET C/-6eMOJTb Makop ObLT HATIN-
caH oceHbio 1865 rona. YaiikoBckuii 66171 B TO BpeMsi cTyneHToM [leTepbyprc-
KO¥ KOHCEePBATOPUM; BO3MOKHO, COUMHEHME CO3aBAIOCh KaK yueOHOe
3aiaHMe. B TOT ske mepuof co3aHbl KPyIHbIe MHCTPYMeHTa/IbHble GOPMbI —
CoHara aj1s dhoprenmaHo, iBe yBepTopbl (ha MMUHOP U A0 MUHODP). OmHAKO
cpeny IpyrMx KOHCePBATOPCKMX OMYCOB KBAPTET BbIAEISIETCS MaCTEPCTBOM
U MIPOAYMAaHHOCTBIO 11€7I0T0, OPUTMHATBbHBIM TeMaTu3Mom. Cam aBToOp, oue-
BUJIHO, LIEHWJ 9TO NMPOM3BeJeHNe, TaK KaK M033ke repepaboTas ero B BUp-
TYO3HYI0 opTenmaHHylo mbecy (1Mo Ha3BaHmeM «CKepIio "a la russe» cou.1
N? 1) gng cBOero apyra 1 HaCTaBHMKA, BbIAAIOIIErocs nuanucra Hukomas
Py6uHIITElHA.

ITo mpepmonokeHuto 6pata u 6uorpada Komrosutopa Mogecra YaiikoB-
CKOTO, OCTa/IbHbIE YACTY KBAPTETA MOIJIM OBITh BITOCJIEACTBUM YHUUTOKEHBI
KOMII03UTOPOM. BO3MOXXHO, BIipoueM, UTO YaiiKOBCKUI1 OrPaHUIMIICS TOJIBKO
OJIHO1 YacThl0, TAK KaK OHA 3aMKHYTa 1o (popme 1 He OCTaBJIsIET BIlevyaTie-
HUS He3aBepieHHOCTH. KBapreT HamnmcaH B popMe coHaTHoro Allegro ¢ mep-
JIEHHBIM BCTYIIJIEHMEM U 3aKiaoueHmeM. [TepBoiit pasgen (Adagio misterioso),
OTpellleHHO-PeIUMTUO3HOTO XapaKkTepa, CMeHsIeTCS SHEPTUUHBIM, OIBYXK-
HbIM Allegro con moto. Ero rnaBHas mapTus U3JjioskeHa B oA paskaHue Hapo -
HOJA TIJISICOBOJA TEMeE, ei OTBevaeT Jupudeckast mobouyHasi. B pazpaborke obe
TeMbl MHTEHCUBHO Pa3BUBAIOTCS; OC/IE 3€PKaIbHOI penpu3bl (TEMbI CIELYIOT
B 00paTHOM ITOpPsIIKe) BHOBb 3ByUMT Adagio misterioso; B mocjaegHMX TaKTax
HaIllOMMHAeT O cebe TUISICOBO MOTUB.

Tpu CTPYHHBIX KBapTeTa OblM CO37aHbl YaltKOBCKMM B Iepyoj, paciiBeTa
KaMepHO-MHCTPYMeHTaIbHOM My3bIki B Poccuum. UyThb mo3ke CBOM [Ba KBap-
TeTa Hamycaa bopoayH; K KaMmepHOMY JXKaHpPY 00paIiainch M IPyTye YleHbl
«Moryueit Ky4kiu», a C HUMU ¥ 60j1ee MOJIO[IbIe KOMITO3UTOPBI, TOIBKO BCTY-
MUBIIMe Ha IyTh UcKyccTBa ([MasyHoB, TaHeeB). B Mockse u [leTepbypre
CKJIaJbIBAJICh ITOCTOSTHHBIE UCIIOTHUTENbCKIE aHcambiu; Pycckoe My3bI-
KasbHOe OBIIeCTBO ITPOBOAIIO Beuepa KBapTETHOM MY3bIKM, B IIPOrpaMMax
KOTOPBIX, HApSIAy C Tpou3BeneHnssMu betxoBeHa, [llybepra 1 MeHienbCOHa,
3Byvasia ¥ HOBAsl My3bIKa PyCCKMX aBTOPOB. KBapTeThl YaliKOBCKOTO CTa/IN
BBIJAIOIIMMCS BKIJOM B COKPOBUIITHUILY PYCCKOM KaMepHOM My3bIKU. VX
00beIMHSIET TOCIIOACTBO JUPUUECKMUX SMOLIMIA 1 0COOBIN CTaTyC MeIJIEHHOI
YyacTM Kak CBOe06Pa3HOro LIEHTPa, ONPeAesIOIIeil XapakTep IIMK/Ia B I[JIOM.
OmHako B KaKIOM KBapTeTe pellleHe 3TOM YacTy IITy0oKO MHAUBUIYATbHO.
OTTeHKM IMPUKU Pa3HOOOPA3HbI: ANerMueckuii, BbIpaskeHHbIii yepe3 HapOIHYI0
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MeCHIO, — B IepBOM KBapTeTe; CTPACTHbIN, IpamMaTUIeCKuii — BO BTOPOM;
Tparnyecku-o6peueHHbI — B TPETHEM.

ITepBbIit KBapTeT pe MaXkop, cod. 11 6611 co3maH B Havase 1871 T.
B To Bpems YaitkoBCKMit ObLT ke M3BECTHBIM YeJIOBEKOM B Cpefie MOCKOBC-
KOV MHTEJTUTEHIIY — MOJIOJILIM MpodeccopoM HelaBHO OTKpbIBIIeiicss KoH-
cepBaTopuu, aBTOpoM cuM@POHNM «3UMHME I'Pe3bl» U YBEPTIOPbI-haHTa3UMn
«Pomeo 1 [IKy/mbeTTa», UMeBIINX OOIbINON YCIeX Y IMyOIMKI; My3bIKaTb-
HbIM KOPPEeCIIOHAEHTOM ra3eTsl «Pycckue BefOMOCTU», aKTUBHBIM YUaCTHU-
KOM «ApPTUCTUYECKOTO KPYKKa», OCHOBAHHOTO BbIJAIOLIMMCS ApaMaTyprom
Anexkcangpom OCTPOBCKUM ¥ 00beIMHUBIIIETO ITPOTPECCUBHBIX TUTEPATOPOB,
MY3bIKaHTOB, YY4€HBIX U akTepoB MockBbl. B 1871 rogy YaiikOBCKMiT pemmi
YCTPOUTD aBTOPCKMI KOHLIEPT U CIIeMa/IbHO K HEMY HalyucaTbh COUMHEHME.
OpHaxko, 0 cuM@OHMUYECKOM ITPOM3BeIeHNY Peun ObITh He MOTJIO — aBTOP
He MMeJT JOCTAaTOYHbIX CPEeJICTB, UTOOBI HAHITH OpKecTp. [1o coBeTy Hukonas
PyOuHIITE/THA KOMITO3UTOP OCTAHOBWIICS Ha JKaHpe KBapTeTa. [IepBblii KBapTeT
66U McronHeH B MockBe 16 mapTa 1871 roga; B KOHIIEPTE TaKKe MTPO3ByYaIn
(doprernaHHbIe MMbeChl M poMaHchl YaltkoBcKoro. KBapTeT 6bUT TEIIO IPUHSIT
MyO/IMKOT, KPUTMKA OTMeuasia «MacTepcTBO GOPMbI 1 pa3BUTHUSI» COUMHEHMSI,
«ITIpeJIeCTb COYHBIX MeJIOIMIi»... Bckope KBapTeT rmpo3Byyas u B [leTepOypre,
r7e, 1o CJI0BaM aBTOPa, «IIPOMU3BeJT HaCTOSIIMI pypop». Cpeay BOCTOPKEH-
HBIX TIOYMTATEJeli HOBOTO coumHeHus YaitkoBckoro 6b11 JIeB ToJICTOIA: TIO CBU-
JleTeJIbCTBY COBPEMEHHMKOB, BO BpeMsI MCITO/IHEHMST BTOPOJ 4acTu KBapTeTa
IO IleKaM BeJIMKOro nucaTesst KaTUauch caesbl. KapteT nocesiieH Ceprero
PauynHCcKOMY — yueHOMY-61010Ty (TIepBOMY ITepeBOAUMKY TPyHoB Yapib3a
IapBuHA Ha PYCCKUI SI3bIK), GOTBIIOMY JIFOOUTETIO0 MY3bIKM, C KOTOPbIM Yaii-
KOBCKUJI TO3HAKOMMJICSI B APTUCTUYECKOM KPYJKKe.

[TepBas yacTb KBapTeTa (Moderato e semplice) mpeucnosHeHa CBETIbIX,
PalOCTHBIX YyBCTB. XapaKTep MePBOii, [TTABHOI TEMbI OTIPENesIIeTcsi 0003Ha-
YyeHMEeM «CIIOKOMHO 1 MpocTo». CoueTaHMe MIOTHOM aKKOPA0BOJ 3BYUYHOCTHU
" U3BICKAHHOTO CMHKOIIMPOBAHHOTO PUTMA IIPUAAET 3TOI MEeJIOAUM 0COOYIO
npesiecTb. biu3ka eit v To6ovHast TeMa, OTHAKO B HEJ YCUMITMBAETCSI IMPUUECKOe
YyBCTBO; B PeIipu3e OHa Mof06Ha BOCTOP)KEHHOMY ITPU3HAHMIO. B 11e110M 1ep-
Basl 4acTb He COePKUT KOHTPACTOB, pa3BUTHe B pa3paboTKe 1 KOJe HalpaB-
JIeHO Ha cOMsKeHe OCHOBHBIX 06pa30B.

Bropast yactb — 3HameHuToe Andante cantabile cu-6eMonb Maskop — elie
Impu Xkn3HU YaliKOBCKOTO CTaja OMHONM U3 OIS PHENIINX CTPAHULL €r0
My3biKM. OHa CyILeCTBYeT M KaK OTAeIbHas Ibeca B BMe MHOTOUYMCIEHHbIX
nepesioykKeHui1 17151 pa3IMndHbIX MHCTPYMeHTOB. CamM aBTOP MOCTOSIHHO BKJTIOYA/I
ee B ITPOrpaMMbl CBOMX 3apyOesKHBIX KOHIIEPTOB B KauecTBe «buca».

[MonynsipHast HapogHas necHs1 «Cunen BaHs Ha AMBaHe...» CTajia OCHOBOM
YAUBUTETBHOTO 10 KPAacoTe M TOHKOCTY JIMPUYECKOTO coumHeHus. C rry6o-
KM YyTbeM XY[IOKHMKA packpbIBaeT YaifkOBCKMIT XapaKTepHbIE 0COOEHHOCTH
HaApOIHO¥ TeMbl, CJiefys B ee 06paboTke 110 myTy «KamapuHcKoit» IMMHKN. OTy
MeJIOIUIO TOTIONHSIET APYTasi, B XapaKTepe MO3TUYEeCKOTo HOKTIOPHA, HAalMCaH-
Hasl CaMUM KOMIIO3UTOPOM.

Ckeprio (Allegro non tanto e con fuoco, pe MMHOP) B CBOEM CTPEMUTEb-
HOM, S9HEPTUYHOM JIBVMKEHUM KOHTPACTUPYET IBYM MPeAbIAYIIMM YaCTSIM.
B OCHOBHOI1 TeMe ¢ MPUYYIJIMBBIM PUTMOM, HEOXKMTAHHBIMM CMeHaMU
aKI[eHTOB ¥ KOHTPAaCTaMM IMHAMMUKY, KakK U B Tpuo (B cu 6eMoJib Maskope),
oTpasmioch yeiaeueHne YaitkoBckoro TBopuecTBoM Pobepra IllymaHa; B TO ke
BpeMsI OCHOBHAs TeMa HarmtoMMuHaeT «KaTBy» 3 HallMCaHHbIX MT03)Xe «BpemeH
rogar.
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B pagoctHo-oxkuBIeHHOM (prHae kBapreTa (Allegro giusto), Kak 1 BO BTOpO¥i
YacTy, OCHOBHYIO POJTb UTPAIOT HAPOIHO-3KaHPOBbIe MOTUBbBI. OCOGEHHO SIpKa
B 9TOM OTHOIIIEHUY IT0O0YHAS MapTHs, B KOTOPOi Ha (hOHE «rapMOIIEeUHOT0»
HAUTPBIIIA 3BYUUT pasyasasi, IsicoBasi Tema. [1o cBoemy 061Ky 9Ta 4acThb
6mu3ka ¢puHany [TepBoit cuMmboHMM C ee SIPKOVi KAPTUHOM YIMIHOTO BECeIbs,
HO IIPY 5TOM He JIXILIeHa MHAVBUIYAJIbHBIX HAXOA0K, HAallpuMep, HeOXKUIaH-
HOe MMHOPHOE «OMpaveHue» Mo60YHOI TeMbl B perpuse. Ho 1 0HO HeHa01To
HapyllaeT rOCIOACTBYIOLee HACTPOeHE PaZOCTH XKM3HU, BBIPAKEHHOE B TEM-
repamMeHTHOI HapOAHO IISICKeE.

Bropoii kBapTeT (pa Maykop, cod. 22 CO3[IaH CITYCTs TPU rofia Iocje mnep-
BOTO. «§] HamMcas ero MOYTH B OJMH IIPUCECT, — MMUCAT KOMIIO3UTOP GpaTy
MogecTy,— HU O[IHA U3 MOMUX Belleli He BbUIWIACh Y MEHS TaK JIETKO U ITPOCTO»;
B I[PYrOM MMCbME OH CTaBUT BTOPOI KBapTET B OOVH Psif, ¢ oniepoii «<EBreHmii
Onerun».

ITo cpaBHeHMIO € [lepBbIM KBapTETOM, BO BTOPOM 3aMETHO YCUIIMBAETCS CUM-
donnueckoe Hauano. Ero ominyaioT 60siee pa3BuUThie MOTUBHO-TeMaTUUYeCKie
CB$I13Y, «CKBO3HbI€» MHTOHALMY, CO3LAI0IL/e HelIpepbIBHOE JpaMaTypruyeckoe
pasButHe. bosee CI0KHBIMY CTAHOBSITCS (DaKTypa U rapMOHMSI.

[TepBast yacTb HAUMHAETCS C MeZJIeHHOM MHTpoayKuuu (Adagio), comepska-
111eji OCHOBHOE MHTOHAIIMOHHOE «3€pHO» KBapTeTa — IpyueM, KOTOpbIit YaltkoB-
CKMit 6YIET UCII0IB30BATh MO3/IHEe B CBOMX CUMGOHMSX. HarpsokeHHbIi «MOTUB
BOIIPOCa» YyepenyeTcs C BbIPa3UTebHbIM PeUYnTaTUBOM. [J1aBHAsi TeMma OCHOB-
Horo pasnena (Moderato assai), HeCMOTpsI Ha BHeIIIHe CIIOKOIHBbIIA, TUPUKO-
9/IeTMYECKHMIT XapaKTep, BOOpasia HarpsskeHYe U HEYCTOMYMBOCTb MHTPOMYKLIMN.
Bornee cBeT/a 1 CTIOKOITHA TOOOYHAS MTAPTYSI, POACTBEHHASI HAPOAHBIM TEMaM
" JocTUrarolas 60bII0i CMbl 3ByUaHusl. B pazpaboTke oHa mpuobpeTaeT

BOJIEBbIe, SHEPTUUHbIE UepThl, TOABEePTasiCh MoMMbOHNUYECKOMY Pa3BUTHIO.
Ho 06pa3 m1aBHOIi TeMbI OCTAETCS B ITIEPBOIA YACTU TOCITOICTBYIOIIMM — €€
IIOCTOSTHHOE BO3BpallleH)e U KOHEYHOe «pacTBOPeHNe» B KOZie OCTaBJIsIeT BIle-
yaT/IeH/e HEKOTOPOI1 HeJOCKa3aHHOCTY, HepaspelieHHOCTH. «Ecin 51 Harmcan
YTO-1OO0 B SKU3HU JEMCTBUTENLHO MPOYYBCTBOBAHHOE U HETIOCPEICTBEHHO
U3IMBIIeecs U3 Hep BHyTPeHHErO 5, TO 3TO MMeHHO MepBasi 4aCTb U3 3TOTO
KBapTeTa»,— cunTan YaiiKOBCKUIA.

Bropas yacTh KBapTeTa Ha 3TOT pa3 — ckepiio (Allegro giusto, pe-6eMoib
Maxkop). [Tono6Ho ckepiio [lepBoro KBapTeTa, €ro OTInJyaeT MPUXOTIMUBas UTPa
PUTMOB (TIOCTOSIHHO YepenyIoIuecst MeTpbl 6/8 1 9/8) 1 0611t CBETIIbIN, K13~
HepamoCTHBINV XapakTep. bonee MHAMBUAYAIbHO TPUO, COYETAIOIIEE BaIbCOBBIN
PUTM ¥ TPyOOBATOCTh HAPOJHOTO HaIleBa.

JIupuueckasi B3BOJIHOBAaHHOCTb, KOTOpasi MCIIOJBOJIb UyBCTBOBAJIACH B TIEP-
BOJ1 yacTy, B TpeTheii (Andante ma non tanto, a MMHOP) CJIOBHO BIPHIBAETCSI
HapYyKy, TpeBpaIiasich B CKOpOHBIN, maTeTnueckuii MoHomor. Kak pokoBoii
BOTIPOC, CMUPEeHHas MOJIbOa Tiepe], Cynb0oit, 3ByUUT BCTYTUTENbHbI MOTUB.
Cnenyromiasi 3a HUM, TTIOUYTHU TOBOPSIINAS B CBOEN BbIPA3UTETbHOCTU MeTOIUS
MIPUHAIJIEXUT K JIYYIIMM 00pa3iiaM JpaMaTiuIecKoi mMpuky YaitkoBCKOro. ITO
OCHOBHOJ1 00pa3 yacTu; eMy KOHTPaCTUpPyeT BTOpast TeMa — OJIUILIETBOPEHE
CTPACTHOTO, BOCTOP;KEHHOTO MOPbIBa K CBETY. Ho, JOCTUTHYB BEPILIMHbI, TOPHIB
6eccUIbHO HMKHET, CHOBA YCTYTIasi MeCTO CKOpOM U CTpafaHuio. B penpu3se TeHb
JIOKUTCS ¥ Ha BTOPYIO TeMY — ee MMHOPHOe MPoBeJleHNe B HI0aHCe pianissimo
3BYUYUT KaK My4YMUTEbHOE BOCIIOMMHAHNE 0 HEOCYLIECTBIEeHHbIX HaEeXAaX. ..

Ho B dunanbHOi yactu (Allegro con moto) MpauHblie IyMbl pacceuBa-
I0TCSI, CMEHSISICh 00pa3aMy SHeprMYHOTr0, MOTOPHOTO ABVsKeHMsI. [To maciirTa-
6aM ¥ MOIIMHHO CMMGbOHMYECKOMY pa3maxy (GuHaI KBapTeTa He yCTyIaeT
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3aKTIOUMTETbHBIM YacTsIM cuMboHmit YaitkoBckoro. ITammTpa 06pa3HbIX 1 BbIpa-
3UTEJIbHbIX CPEJICTB 3/1eCh HEOOBIUAHO MIMPOKA: B IJTABHOM MapTUM PUTMMU-
yecKas yIIpyrocTh TPeXI0JIbHOIO MCITAHCKOTO TaHIIa 60JIepo COeIMHSIETCS
C YIAJIbIO PYCCKO¥ IUISICKY, B TTOOOYHOJ BHOBb HAITOMMHAET O cebe mpuye-
CKast IMHUS, pa3pab0TOUHBIN SIM30[ IPeCTaBIsIeT co00i yraTo Ha IIaBHYIO
TEMY, a B KOHIIEe IT060YHast TeMa MpUoOpeTaeT IMOVCTMHE SIMYECKIIT pa3Max.

TpeTuii KBapTeT MU 6€MO0JIb MUHOP, co4. 30, Hapsay ¢ «/lebeqMHBIM
03epom», «EBrennem OHernHbIM» 1 UeTBepTOit cuMdOHME, TPUHAIJIEKAT
K BepIlHAM MOCKOBCKOTO Ilepuojia TBopuecTBa YaiikoBcKoro. KsapreT 1ocBs-
nieH namsitu @epauuanga Jlay6a (1832-1875) — BbIIaOIIErocs Yemmckoro
MY3bIKaHTa, TIOUYTH BCIO KM3Hb ITpopaboTasiiero B Poccun; ckpumnaya, aHcaM-
6mmcta, mpodeccopa MOCKOBCKOI KOHCEPBATOPUM, y4aCTBOBABILIETrO B IIpe-
MbEPHBIX UCTIOIHEHMSIX TIEPBBIX ABYX KBAapTeTOB YaitkoBckoro. Kommosurop
Ha3biBas1 JIayba «CKpUIiaueM-TUTAaHOM», BOCTOPTAJICS €T0 UCTIOTHUTETbCKUM
MacTepCTBOM, TNTYOMHOI ¥ apTUCTU3MOM. Y3HaB O ero 6e3BpeMeHHOI KOHUMHE,
YaitkoBCKMit ICasI C ITyOOKOI IpycThio: «HMKOTO yke He TPUBEAET B TPEIeT
BOCTOpra pyKa, M3BJIeKaIoIasi 3BYKHu, CTOITb CUJIbHBIE, MOIIIHbIE ¥ BMECTE CTOIb
HEKHbIE U JTACKAIOIIUEY.

MOXXHO, OHAKO, TPEATIONOKUTD, YTO He TOJIbKO CMEPTh IpyTa U 3aMeda-
TebHOTO My3bIKaHTa NOoJBUIIa YaliKOBCKOTO Ha OHO M3 CaMbIX €ro ipama-
TUYHBIX U CKOPOHBIX COUMHEeHMIT. HeCOMHEHHBIN OTITeYaTOK Ha BCE CO3[ITaHHOE
B Te rOfibl OT/IOKMJIO ¥ BHyTPEHHEee COCTOSIHME KOMITO3UTOPa, IepekMBIIero
TyOOKMIA oyIeBHbI Kpusnc. Ho MMeHHO B TpeTbeM KBapTeTe aBTOP BIIEPBbIE
MTOJTHOCTBIO «00pe ce6s1» Kak KOMITO3UTOP-APaMaTypr U BIUIOTHYIO ITOIOIIE
K IJIaBHOJ, CKBO3HOJ Miee CBOEro TBOpUYeCcTBa — (paTajbHOI 0OpeYeHHOCTH
yeJioBeKa, ero 6eccuus repen Cyap00i, HEYMOIMMO BJIACTBYIOLIVIM POKOM.

[TepBast yacTh IO CBOEMY OOJIMKY CUITBHO OTINYAETCS OT HauaIbHbBIX YacTeit
MePBBIX IBYX KBAPTETOB. [[paMaTnuecKoe HaIpsbkeHue, CB0601a B TPAKTOBKE
dbopmbl etaet ee 6;M3KoI cuM(OHMYECKOi 1osMe. Ee OTKpbIBaeT IMPOTSKEH -
HbIl BCTYNIUTENbHBIN pasnen (Andante sostenuto), B KOTOpOM ITOC/Ie TIOTHBIX
CIepsKaHHOV CKOpOM KOPOTKMX (pa3 3BYUMT IIMPOKAsI, TeuajbHas MeJIo-
sl — «CKOpOHAst TIeCHb CKPUITKM, OTUIAKMBAIONIAsl HEBO3BPATUMYIO YTPATYy»
(H. Tymanuna). B ocHoBHOM paspesne (Allegro moderato) MbIC/Ib aBTOpa CJIOBHO
CTPEMMUTCSI BBIPBATHCS M3 KPyTra POKOBOM HEM30EKHOCTY, 00PECTY HAIEXKITY
Ha cyacTbe. ITUM CTpPeMJIeHVEM HarlOHEeHa [7IaBHAsI TeMa, BBIPOCILIAs U3 Tep-
BbIX TAKTOB BCTYIIEHMSI. B T060YHOI mapTuu, AblIalieil yMUPOTBOPEHHBIM
MOKOeM, 3Ta HaZieXXja oopeTaeT cuiy. IHTeHCMBHOe pa3BUTHE Pa3paboTKu
MIPUBOIUT K HOBO¥ JIMPUUECKOI TeMe B pelrpyu3e — caMOMYy CBETJIOMY 06pasy
B IepBoJi yacTu. OmHAKO B KOHIIE BO3BpaIllaeTCs CAep>KaHHbIM TeMIT BCTYILIe-
HYS Y BHOBb 3BYUMT «CKOPOHASsI TIeCHb CKPUITKI».

Bropas yacts (Allegretto vivo e scherzando, cu-6eMosnb Maskop) — HEGOb-
1110€ CKep10, JIETKOe U U3SIIHOe, CBOEr0 POJa «BepeHMIIa HeyJIOBUMBIX, Kallpy-
3HBIX apabecok» (Kak cam YaitkoBCcKumii micas o ckepiio YetBepToit cumdoHmm).
OTO MHTEPMEIIII0, OTTEHSIOIIee IpaMaTU3M MePBOii YaCTU U TTOJYepKUBaloIee
Tparudeckuit madoc TpeTbeii.

HeMHOTO HaiiieTcst B My3bIKe CTPAHMUII, Te ObI C TAKO¥ CUJION 3ByUYaio
HeIPUKPBITOE UeioBeyecKkoe Tope, Kak B MeJIJIEHHOI YacTu 3TOr0 KBapTeTa
(Andante funebre e doloroso, ma con moto, Mu-6eMosib MUHOD). [J1TaBHast TeMa
MOJKeT BbI3BaTh aCCOLMALIVM C TPAypPHBIM LIeCTBYMEM, 3ByJallluii CJIeJOM XOpal —
¢ orpe6ayibHbIM IIEHMEM, OMHAKO HEe BHEIIHME «aTPUOYThI», HO CiJIa BHYTPEH-
HeJi 9KCIIPeCCUM 3TOI MY3bIKM BbI3bIBAET OIYII€HME OCTPO 60U yTPaTh
caMoro 6/IM3KOTO ¥ IOPOTOro YesoBeKa.
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®uuan kBaprera (Allegro non troppo e risoluto, Myu-6eMosb Maskop) TTOBO-
paunBaet B cepy 60IPbIX, KU3HEYTBEPXKAAOUINX 00pa30B. ITO MOKET ITOKa-
3aThCs CTPAHHBIM MOC/Ie TPArMuyecKoi KyJIbMUHAIIMM peablayIeit 4acTu,
OJTHaKO 3/1eCb MOXKHO IPOBECTY aHAJIOTUIO C (PUHATBHOI YacThio YeTBepTOii
cumponmm: «Ecv Thl B caMoM cebe He HaXOOuIITb MOTUBOB [IJIsl pafjoCTeit, CMO-
TPU Ha IPyIUX Jopei... Becemycs uyxkum BecenbeM. JKUTDb BCe-Takyt MO>XKHO»
(mucpMo YaitkoBckoro Hameskae ¢pon Mekk). [Tepen caMbIM KOHIIOM duHaIa
OXXMBJIEHHOE, PaZiOCTHOE IBMKEHMEe BHE3AITHO 3aMMpaeT — Kak MpayHasi TeHb
BOCIIOMMHAHMI, BO3HUKAET OT3BYK BCTYIUIEHMS ITepBO 4acTu... Ho ycunnem
BOJIM aBTOP OTOPAChIBAET 3TU MbIC/IN, 3aBepIliasi YaCTh PelIMTeTbHbIM pocyep-
KOM CTPEMUTENIbHON KOJIBI.

Bocnomuuanme o ®nopenimin, cou. 70. B 1886 roay UaiikoBcKOro m130pam
MovyeTHbIM usieHOM [leTepOyprckoro obiiecTBa KaMepHO My3bIKK. B 671a-
rOapHOCTb KOMITO3MUTOP 06elana HamucaTh Ipou3BeAeHe AJ1sl KAMEepPHOTo
aHcamo6ss1. Yepes rof, OH MPUCTYITAI K COYMHEHMIO, OTHAKO COCTaB aHCaMOJIsT
ycTaHOBMJICSI He cpasy. CTpyHHbIN cekcTeT — (popma, CHavasa Ka3aBIIasiCst
YaiikOBCKOMY OU€Hb TPYAHON. BceMVpHO NTpu3HaHHBIV KOMIIO3UTOP, HATIN-
CaBIINMIT He OOMH KaMepHbIii omyc, YaitkoBCcKuit muiieT 6paTy Mopecty, 4To
COUMHEHME AAeTCsI eMy C HeBEpOSITHOM HATYTOM: «$1 Be[lb XOUy He TO YTO MY3bIKY
KaKyl0-HUOYIb COUMHNUTD 1 IIOTOM Ha IIECTh FOJIOCOB apaHKMPOBaTh, 8 UMEHHO
CEKCTET, TO eCThb IIECTh CAMOCTOSITEJIbHBIX TOJIOCOB, UTOOBI 3TO HUUEM VHBIM,
KaK CeKCTeT, 1 ObITb He MOIJIO».

B koHiie XIX Beka B KaMepHO-MHCTPYMEHTAIbHOI My3bIKe 3aMeTeH 0COObIi
MHTepec K MOJ06HOMY COCTaBY: CTPYHHbBIE CEKCTETHI MMCAIM KOMITO3UTOPBI
Pa3sHbIX HALIMOHAJIbHBIX LIKOJI Y HallpaBieHuil — bpamc, [IBopkak, Pumckuii-
Kopcakos, llIén6epr. Ho uMmeHHO mpou3sBeneHye YaiikoBCKOTO U CErOIHS

TIOJTb3YeTCST HaMOOJIbIIIe MOMY/ISIPHOCTBIO Y ITyOIMKY 1 MCTIOTHUTEJIEN BCETO
Mupa. «YaiKoBCKMit 6y1eCTsIIe pa3peln IOCTaBIeHHYIO Tiepe cobo0ii 3a1auy,
IOOVBIIMCH TIOYTH OPKECTPOBOI T'YCTOTHI 3BYUYaHMSI MHCTPYMEHTOB» (APHOJb],
AJIBIIBAHT).

CekcteT 6611 3aKOHUYEH B 1890 romy Bo OopeHIM 110 3aBepPILIEHNI CKU-
30B «II1MKOBOI1 gambl». I10 Bo3BpaieHnu B Poccuio YalikoBCKUI CYIIIeCTBEHHO
nepepaboTa’l ABe MoCIeAHIe YacTy cekcreta. OKOHUATeIbHAs pefaKiys Oblia
3aBepiieHa B 1892 rogy.

«BocrmomuHanue o OnopeHIM» — MOCBSILIEHMe U b6arogapHble UyBCTBa
He TOJIbKO ropoxy, rae YaiiKoBCKMI1 HammMcaa OGHY U3 CBOMX BeJIMYAIINX OIep,
HO MTanmu B 11e/IoM — CTpaHe, KOTOPYIO OH TaK JIF0OMII, C KOTOPOi1 Y Hero 66110
CBSI3aHO CTOJIbKO PafOCTHBIX, CBET/IbIX BOCIIOMMHAHMIA. DT YyBCTBA B MOJ-
HOVi Mepe BOIUIOTWJIVICh B My3bIKe CeKCTeTa, HAIIOTHEHHO SIPKOM, COMTHEYHOM
atMmocdepoit tanuu, HarieBaMy HearoJMTaHCKUX TTeceH U TapaHTesut. [Ipu
9TOM UTAJIBSTHCKUI MeJIOC OPTaHUYHO COUETAETCSI C MOTMBAMM PYCCKUX U YKpa-
MHCKUX MeceH. Ho cka3anoch 1 coceqcTBO CEKCTETa C Tparndeckoii «[IMkoBoit
IaMOVi». DTUM OOBSICHSIETCSI OCTPOE HAMPSDKEHME er0 My3bIKY, OIIYII[aeMOe
UCIIOABOJIb, HO IOPOJi MPOPBIBAOIIEECS HAPYKY BO «B3PBIBHBIX», IKCIIPECCUB-
HBIX KyJIbMUHAIIMSIX.

Tak, mepBas uacthb (Allegro con spirito) HauMHaETCSI CO CTPACTHO, B3BOTHO-
BaHHOI1 IJTAaBHOI TeMbl, KOTOpasi Cpas3y BBOAUT B aTMochepy IpaMaTUUeCKuX
MepeKMBaHMI ¥ BCKOpe JOCTUTAeT ellle 60sblero Hakana. Tema cBSI3yIoIIeii
MapTUM BHOCUT HEKOTOPOE YCITOKOEHMeE ; TO60UHAs — JIMPUUeCcKast KaHTUIeHa
IIMPOKOTO IbIXaHMSI, B KOTOPOI CJBIIINUTCS BAUSIHME UTATbSIHCKOTO MeJioca,
HO U B Heli OLITyTUMbI 3KCIIPECCUBHbBIE, TTaTeTUUeckie HOTKM. Bo BHelltHe yMMu-
POTBOPEHHOM 3aK/IIOUNTENBHO MapTHUM CKPBIT MOTMB ['epMaHa, yMOJSIOLEro
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I'pacdmHI0 pacKpbITh TaltHY TpeX KapT... B pa3paboTke, Kak oTyasiHHAs MOJbOA,
3BYYMT aKKODPJ, U3 [JIABHO TeMbI, 1 [iaske Ha TIOC/IeIyoliee MpoBeeHe Moboy-
HOV JIOKUTCSI TeHb 0OpeueHHOCTH. B perrpuse 1 KoJie YCUIMBAETCS HaTIpsKeH-
HOCTb IVIABHO¥ TeMbI, KOTOPAsI TaK 1 He MOoTyyaeT pa3penieHmus..

Bropast uactb (Adagio cantabile e con moto, pe Maskop) HaTTOMMUHAET JIUPU-
YeCcKylo OTepHYIo ciieHy. OHa Takske HAUMHAETCS CO CTPACTHOTO BO3IVIaca BCEro
aHcamOsIs1; 32 HUM CJIeyeT BbIpasuTebHas, IeByJas MeIoaus B Ayxe 6apKa-
posbl. K eHno CKpUIKY MPUCOeAVHSIETCSI BUOTIOHYETb, X TUPUUYECKUT Ty3T
JOOCTUTAeT BOCTOP)KEHHO KynbMyHalMu. OIHAKO UIWUTUIO pa3pyllaeT Cpef-
Hss yacTb (Moderato) — XxopasibHbI MOTUB B Iyxe 1IepKOBHOTO ITeHMsI, Mpau-
HOe BUJIeHMe, BbI3bIBalOIIlee CTpax 1 cMsTeHue repoes... CHOBa BCITIOMMHAIOTCS
Tparmdeckye cTpaHuiibl «IIMKOBO¥ laMbl», M BepHYBILIASICS IMpUUecKasi TeMa
3BYUMT OOJIee B3BOJTHOBAHHO 1 GeCTIOKOIHO.

Tpetbst uacThb (Allegretto moderate, it MMHOP) — SKaHPOBOE CKePIIO
Ha HapogHO-ILIsICOBYIO TeMy. Tpuo (L'istesso tempo) — nmpuuya/imBbIii, haH-
TACTUUeCKMii Maplil, HarnomMyuHawumit Mapiu u3 «lllenrkyHumnkar.

B ¢umHane cekcrera (Allegro vivace) rocrioacTByeT CTUXMS ABUKEHMS,
OTHEHHO TaHIleBaIbHOCTU. [71TaBHAs TeMa coueTaeT B cebe TeMIlepaMeHT
TapaHTeJUIbI U 3aI0pPHbIe MOTUBbI YKPAMHCKUX IISICOBBIX MTeCeH. JHepruyHasi
CBSI3YIOIIIAsl TeMa M3JaraeTcst monMpoHnIecky, To60YHas BO3BPAIaeT My3bIKY
B Inpudeckyio chepy. [Tocste pa3zpaboToyHOTO 3MM304a — Gyru Ha TVIABHOI
TeMe — HaIpsKeHMe BCe BO3pacTaeT, SKCTaTuueckoe MpoBeeHmue moboy-
HOII CMEHSIeTCSI OUTH UCCTYTUIEHHOM, CTPeMUTEbHO TIJISICKOV Ha IIaBHOI
TeMe. Ee MakopHOe ITpoBefieHNe 1 3aBepIllaeT CEKCTET, HO B 3TOM 6e3ymepik-
HOJt palocTH, Kak U B puHanax YeTBepToii u [1sT0i ciMbOHMIL, €CTh HEUTO
nBovicTBeHHOe. Kak 6yTo riTy60KO CTpaalolas Ayiia C roJI0BO¥ MOTPYKaeTcst

B KapHAaBaJbHYIO0, IPA3JHUUYHYIO CTUXUIO, OTUASHHO MbITASICh XOTh HA MUT
3a0bITh CBOM OYIIEBHbIE MYKM, TPAaTMYECKOe OJMHOUYECTBO Iepe]l HeyMOJIM -
MOIJ1 BJIACThIO POKa...

B. Mykocelii

T'ocymapcTBeHHBIN KBapTeT MMeHM BopoayHa — He MPOCTO BbIAI0-
IIMIACS KOJIJIEKTUB, HO U XyH,0KeCTBeHHAs! TpagyuLys My3bIkM XX BeKa — BO3HUK
B 1944 ropy Kak CTyeHuYecKuii aHcambI1b (B Kinacce mpodeccopa MoCKOBCKOIA
KOHCepBaTOPUM, BbIIAIOLLIETOCS albTUCTa U Aupukepa Muxamna TapuaHa).
B nmopy poxxnenust Ksapreta uMmeH bopoayiHa 0Te4eCTBEHHOE KBapTETHOE
MCKYCCTBO HaXOOMJIOCh B ITOJIOCE paciiBeTa. B ogHOV TObKO MOCKBe CyILeCTBO-
BaJIO TPY BeJIMKOJIEITHBIX aHcamMbsist — KBapTeTsl uMeHM beTxoBeHa, MMeHM
Komutaca u bosnbiiioro teatpa.

OcHoatenu KBaprera — Poctucias [lyouHckuii (riepBasi cKpurika), Huxa
Bapmaii (BTopas ckpurka), Pymonsd bapiiaii (anbT), Mctucias PocTporoBud
(BMOIOHYEJb); POCTpOIIOBIMY BCKOpe MPUBe BMECTO ce0si APYroro BUOMIOHYe-
ycTa — BaneHTrHa BepiyHCKOro, ybe MMS CerofHs OIMLIeTBOPSIeT HellpephIB-
HOCTb XYZ[,0’)KeCTBEeHHOV TpaguLM KO/UIeKTUBa. bepimHCcKuit urpail Bo Bcex
€ro COCTaBax.

B ucropuu Ksapreta nmenu boponyxa 66110 Tpy OCHOBHBIX cocTaBa: Poctc-
naB JlyouHckuii, SIpociiaB AyekcaHapoB (BTopast ckpurka), Imutpuii [lle6anH
(anbT), BanentuH bepauHckuit — ¢ Hauana 1950-x no cepenyuubl 1970-x IT.;
3aTeM MecTa JIBYyX CKpumaueii 3aHsin Muxamn KonenbMan u AHapeii AGpa-
MEHKOB; HaKOHell, B 1996 roay nepBbIM CKpUIiauom ctaja PybeH ArapoHsH,
ansTucToM — Urops HaonH.

M. Cezenvman
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Chamber music takes an important place among the compositions by
Pyotr Tchaikovsky. Being the author of three string quartets, piano trio
In Memory of a Great Artist, string sextet Souvenir de Florence, and numerous
pieces for violin and for viola and piano, Tchaikovsky tried to solve the
same dramaturgic tasks in the chamber works as those he faced in the
symphonic and theatrical ones. Composed in different periods of his life,
these chamber pieces reflect the evolution of Tchaikovsky’s style and they
are tightly connected with the stage and orchestra compositions of the time.

The unfinished string quartet in one movement, composed in the
student years, demonstrates searching the individual artistic manner.
Three quartets, written in 1871-76, perfectly show Tchaikovsky’s Moscow-
period-style (Moscow period appeared to be the most intense and rich in his
biography). His sextet, on the other hand, being composed together with
the last symphonies and operas, bears the stamp of the thorough mastery
and dramatic strain of his late music.

The String Quartet Movement in B flat major was written in the
autumn of 1865, when Tchaikovsky was still a student of the St. Petersburg
Conservatory and perhaps this composition was written as a part of the
conservatory course. At the same time, Tchaikovsky was working on the
piano sonata and two overtures (in F minor and C minor), trying to master
the genres of large-scale instrumental forms. Among other conservatory
works, the quartet is standing out for its mastery, reasoning, and original
themes.

The author himself must have highly valued this composition and later
worked it into a piano piece (entitled “Scherzo a la Russe,” Op. 1, No. 1) for
his teacher and friend, an outstanding pianist Nikolai Rubinstein.

According to the assumptions of Tchaikovsky’s brother and biographer
Modest, the rest movements of the quartet might have been annihilated
by the composer. But it can also be that Tchaikovsky wrote only one
movement as it sounds quite accomplished. The quartet is written in
the form of a sonata allegro, framed in the slow introduction and final
movements.

The first section — Adagio misterioso — of a laid-back, religious
character is followed by the energetic Allegro con moto. The first subject
group theme is written as an imitation of folk dance motifs, while the
second subject group theme sounds more lyrical. Both themes develop
very intensively; after the mirror-like (the first theme follows the second)
recapitulation, we hear again Adagio misterioso, yet the dance tune appears
once more in the last bars of the movement.

Three string quartets were composed by Tchaikovsky in the years when
the chamber music in Russia was enjoying a period of real flourishing.
A bit later, Borodin writes his two quartets. At the same time, the other
members of The Mighty Five turn to the chamber genres followed by the
younger composers like Glazunov or Taneyev. Regular chamber ensembles
appear in Moscow and St. Petersburg; the Russian Musical Society holds
evenings of quartet music, where new compositions by Russian composers
are played along with the works by Beethoven, Schubert, and Mendelssohn.

Tchaikovsky’s quartets have become a significant contribution to the
treasury of Russian chamber music. They are united by the domination of
lyrical emotions and the special position of a slow movement as the center
defining the whole character. The approach to this movement in each quartet
is very individual, the lyrical emotion is conveyed in different ways: it sounds
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melancholy, like an imitation of a folk dance in the First Quartet, passionate
and dramatic in the Second, and tragic in the Third one.

String Quartet No. 1 in D major, Op. 11, was composed at the beginning
of 1871. Tchaikovsky in this period was already well known among Moscow’s
intelligentsia: a young professor of the new Conservatory and the author of
Symphony No. 1 (Winter Daydreams) and Romeo and Juliet (Overture-Fantasy
after Shakespeare), which were a great success; a music correspondent of the
newspaper Russkiye Vedomosti and an active participant of Artistic Circle,
founded by an outstanding Russian playwright Alexander Ostrovsky. The
Circle attracted progressive literary men, musicians, scientists, and actors
of Moscow... In 1871, Tchaikovsky decided to organize his first personal
concert and composed a new work specially for this occasion. He could not,
however, even think of a symphonic composition as he did not have enough
money to engage an orchestra. Following the advice of Rubinstein, he chose
the genre of quartet. The First Quartet was premiered in Moscow on 16 May
1871 in the concert along with piano pieces and romances. The quartet was
welcomed warmly by the public, critics wrote of “mastery of the form and
development” of the composition, “charm of rich melodies.” A bit later, the
quartet was performed in St. Petersburg, where, as the author remembered,
“it created a furor.” Leo Tolstoy was also among the enthusiastic admirers
of the music; his contemporaries remembered that during the performance
of the quartet Tolstoy was crying.

The quartet is dedicated to Sergei Rachinsky — a biologist (the first
translator of Darwin’s works into Russian), a great music-lover. Tchaikovsky
made his acquaintance with Rachinsky in the Artistic Circle. The first
movement of the quartet (Moderato e semplice) is full of light, merry

emotions. The character of the first subject group theme is defined with an
indication “quietly and simply.” The combination of dense chord sonority
and exquisite syncope rhythm makes the melody especially charming. The
second subject group theme, though sounding very similarly, is more lyrical;
it is growing stronger and stronger until it turns into the ecstatic confession
in the recapitulation. In general, the first movement does not contain any
contrasts, its development, on the contrary, is oriented to making the images
closer to each other.

The second movement — famous Andante cantabile in B flat major —
became one of Tchaikovsky’s most popular compositions during his lifetime.
It also exists as a separate piece of music in numerous arrangements for
various instruments. Tchaikovsky himself often included it into his programs
as an encore piece. The popular folk song “Vanya Was Sitting on the Couch”
became the base of the amazingly beautiful and fine musical passage.
Tchaikovsky reveals typical peculiarities of the folk song due to his deep
intuition, following the way of Mikhail Glinka’s Kamarinskaya. This melody
is perfectly supplemented by the other, original tune, written in the form
of a nocturne.

The scherzo (Allegro non tanto e con fuoco, D minor) is contrasting with
two previous movements for its impetuous and energetic motion. Both the
main theme, with its intricate rhythm, unexpected changes of accents, and
dynamic contrasts, and trio in B flat major, reflect Tchaikovsky’s special
feeling on Robert Schumann’s music, but at the same time it reminds us of
“Harvest” from The Seasons, written a bit later.

The finale (Allegro giusto) is imbued with joyous animation. As it was
in the second movement, the main role here belongs to the folk motifs.
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The second theme is especially bright in this sense — at the background of
harmonica folk-tune, we hear inflammatory dance music. This movement
has something in common with the final movement of the First Symphony
with its image of the street mirth, at the same time it has some individual
inventions, like, for example, the unexpected minor, dark secondary theme
in the reprise. But it does not last long and soon gives place again to the
spirited folk dance.

String Quartet No. 2 in F major, Op. 22, was written three years later than
the first one. Tchaikovsky himself found it to be very good. “I wrote it almost
at one sitting, no other composition was created so easily and simply”; in the
other letter, he compares this quartet with his famous opera Eugene Onegin.

In comparison with the First Quartet, the Second one sounds much
more like symphonic music. It is marked with more developed tune and
theme connections, repeating intonations which get through the whole
composition and make its continuous dramaturgic development. Also, this
quartet is more sophisticated in the style and harmonic language. Its first
movement begins with the slow introduction (Adagio), which has already
the principle intonation of the whole composition — Tchaikovsky will use
the same mode later in his symphonies. The intense “question motif” alters
with the expressive recitative. The theme of the first subject group (Moderato
assai), despite its calm and elegiac character, has absorbed the strain and
instability of the introduction. The second subject group theme part is
lighter and calmer; it resembles some folk tunes and sounds very powerfully.
Being developed in a polyphonic way, it acquires very resolute energy. Still,
the image of the first theme remains dominant in the first movement. Its
repetitions and final dilution in the coda leave the impression of some

incompleteness. “If ever in my life [ had written anything really heartfelt,
which came out immediately from my soul, it was the first movement of this
quartet,” Tchaikovsky believed.

The second movement of the quartet is written this time in the form of
a scherzo (Allegro giusto, D flat major). Like the scherzo of the First Quartet,
it is composed with an intricate play of rhythms (constantly altering measure
of 6/8 and 9/8) and has light and animated character. The trio sounds more
individually, it combines waltz rhythms and a bit rough folk song themes.

Lyrical agitation, which was already felt in the first movement, seems
to break free, turning to mournful pathetic monologue in the third one
(Andante ma non tanto, F minor). The introduction theme sounds as the
fatal question, sort of humble pray in the face of fate. The following, almost
speaking in its expressiveness melody belongs to the best samples of dramatic
lyrics by Tchaikovsky. This is the main image of the movement. The second
theme, intended to present a contrast to the main one, is an embodiment of
passionate and enthusiastic urge towards light. Having reached the summit,
however, this urge is drooping, giving place to the images of sorrow and
sufferings. In the reprise, a shadow also covers the second theme — its minor
sounding in pianissimo seems to survey a painful recollection of unrealized
hopes...

In the final movement (Allegro con moto), however, gloomy thoughts are
vanishing, changing for the images of energetic motion. This powerful music
can be compared with the final movements of Tchaikovsky’s symphonies.
The palette of the artistic means is very rich; in the first subject group
theme, boldness of Russian dance is added to rhythmic resilience of bolero.
In the second subject group theme, the lyrical line appears once more;
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the developing episode is a kind of fugato to the main theme, while at the
end, the second theme acquires almost the epic scope.

String Quartet No. 3 in E flat minor, Op. 30, together with Swan Lake,
Eugene Onegin, and the Forth Symphony, belongs to the masterpieces of
Tchaikovsky’s Moscow period. This quartet was written in the memory
of Ferdinand Laub (1832-1875) — a distinguished Czech musician, who
spent his whole life in Russia. Laub was a violinist and ensemble-player,
professor of the Moscow Conservatory and the participant of the premier
performances of the first two quartets by Tchaikovsky. The composer called
Laub a “titan violinist,” admired his execution mastery, deep understanding
of the music and artistry. Having learnt about his death, Tchaikovsky wrote
with great sorrow: “No one will be thrilled any more with his hands which
can produce sounds — powerful and impressive and at the same time
tender and caressing.” Still, we can suppose that Laub’s death was not the
only reason which made Tchaikovsky write one of his most dramatic and
mournful compositions. The inner state of the composer himself, who was
going through a deep soul crisis, left its mark on the works created at that
time. But it was in the Third Quartet, when Tchaikovsky finally “found
himself” as a composer-dramatist and approached closer than ever before
to the main idea of his art. It was the idea of a man, fatally doomed to his
destiny, helpless in front of the merciless fate.

Here, the first movement is very different from the first movements
of the previous quartets. The dramatic strain and freedom in the
interpretation of the form make it close to a symphonic poem. It is
opened with a lengthy introduction part (Andante sostenuto), where after
short phrases, full of restrained sorrow, we hear a melancholic tune — “a

mournful song of the violin, deploring an irrevocable loss.” In the main
section (Allegro moderate), the author’s thought seems to break beyond
the fatal circle, obtaining a hope for happiness. This hope fills the first
theme, appearing already in the beginning bars of introduction, and it is
getting stronger in the secondary part, permeated with appeasing calm.
Intensive development leads to a new lyrical theme in recapitulation — the
most radiant image of the first movement. At the end, however, the tempo
of introduction returns and we hear again the “mournful violin song.”

The second movement (Allegretto vivo e scherzando, B flat major) is
a small scherzo, light and elegant, a kind of “chain of capricious and elusive
arabesques” (as Tchaikovsky wrote about the scherzo from the Fourth
Symphony). It functions as an intermezzo, contrasting with dramatic first
movement and emphasizing tragic pathos of the third one.

One can hardly find many music pieces, where the real human grief is
presented with such force, as in the slow movement of the quartet (Andante
funebre e doloroso, ma con moto, E flat minor). The main theme can be
associated with a funeral procession, while the choral, which follows after
it, is a kind of dirge. But it is not the formal “attributes,” but the inner
expressiveness of the music that makes listeners feel pain as if they lost
an intimate friend.

The final movement of the quartet (Allegro non troppo e risoluto, E flat
major) turns to cheerful and optimistic images. It can seem strange after
the tragic climax of the previous movement, however, we can draw an
analogy with the final movement of the Fourth Symphony. Tchaikovsky
wrote about it: “If you do not find any reasons for happiness in yourself,
look at the other people, make yourself merry with their happiness.
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So, it is still possible to live on.” Just before the end of the final chords,
this joyous motion starts to sink — the echo of the first movement appears
as the gloomy shadow of memories... But the author manages to cast
aside all these thoughts and terminates the movement with a decisive
and impetuous coda.

Souvenir de Florence, String Sextet, Op. 70. In 1886, Tchaikovsky was
elected an honorary member of the Petersburg Society of Chamber Music.
As a gesture of gratitude, he promised to compose a piece for a chamber
ensemble. A year later, he started working on it, though the instruments
of the group were not yet fixed. First, when the idea to write a string sextet
came to his head, Tchaikovsky found this task very hard. A world-known
composer, who had already written quite a few chamber works, Tchaikovsky
wrote to his brother Modest of “a terrible strain,” which accompanied
composing of the sextet.

Tchaikovsky took this new ensemble of instruments very seriously —
“I do not want to compose some music and then arrange it into six parts,
but I want to write a sextet, i.e. six independent parts — a kind of piece
which could be nothing else but a sextet.” The end of the 19th century
witnesses a wave of interest towards the ensemble of string sextet. It
attracts quite different composers, belonging to different national schools
and directions (Brahms, Dvorak, Rimsky-Korsakov, Schoenberg). Still, we
can say that it is Tchaikovsky’s pieces which remained most popular all
over the world even today. “Tchaikovsky brilliantly solved the task, which
was in front of him, as he became able to achieve almost the orchestra
quality of instruments’ sounding,” said Arnold Alschwang.

The sextet was finished in 1890 in Florence, soon after the sketches to
The Queen of Spades were composed. Having returned to Russia, Tchaikovsky
turned to his sextet once again and changed two last movements of it. The
final version was completed in 1892.

Naming this work Souvenir de Florence, Tchaikovsky expressed not only his
feelings and a kind of gratitude towards Florence, where he wrote one of his
greatest operas, but to Italy as a whole — the country, connected with many
joyous memories, he loved so much. All these feelings were fully embodied
in the music of the sextet, filled with bright, sunny atmosphere of Italy,
Neapolitan songs and tarantellas. At the same time, Italian themes are perfectly
harmonized with the tunes of Russian and Ukrainian songs. On the other hand,
the sextet was significantly influenced by one of the gloomiest and the most
tragic Tchaikovsky’s compositions — The Queen of Spades. This explains sharp
intensity of his music, which is felt as a subtext, but sometimes surfaces in the
“explosive” and expressive culminations.

Thus, the first movement (Allegro con spirito) begins with a passionate and
agitated main theme, which immediately creates the atmosphere of dramatic
emotions and soon acquires extreme tension. The transition theme brings
some soothing, while the second subject group theme — a lyrical singing
cantilena — has some echo of Italian melos, though even in it we can feel
expressive and pathetic notes. The final theme of the exposition, which seems
to sound so placatory, actually contains the motif of Herman, begging the
old countess to reveal him the secret of three cards... In the development,
we hear tragic expression — the chord from the first subject group theme
resembles a desperate pray, even the second subject group theme, which
follows, is shadowed with some doom. In the recapitulation and coda, the
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tension of the first subject group theme is getting stronger, still it does not get
any resolution. After the final climax of the first movement, there will be no
more such dramatic moments in the sextet, but it is still felt in the following
movements.

The second movement (Adagio cantabile e con moto, D major) is associated
with a lyrical opera scene. It also starts with a passionate exclamation of
the whole ensemble, which is followed with an expressive, singing melody,
resembling barcarolle. The violin singing is supplemented with the viola until
their lyrical duet reaches a climax. This idyll, however, is destroyed by the middle
movement (Moderate) — a choral theme in the manner of church singing, which
is played in the fast tempo, its anxious tremolo reminding of a gloomy vision,
provoking fear and confusion of the characters... Again, one remembers the
text of The Queen of Spades, as the returning theme sounds more agitated and
uneasily.

The third movement (Allegretto moderate, A minor) is used in the function of
a scherzo genre, based on the folk-dance theme. Its music almost lacks dramatic
tension. The trio in A major (L’istesso tempo) has a character of a queer, fantastic
march, which is so toy-like that it reminds us of the March from The Nutcracker.

The final movement of the sextet (Allegro vivace) is dominated with motion
and fiery dancing. The first subject group theme combines temperament
of tarantella and daring tunes of the Ukrainian dance songs. The energetic
transition theme is written polyphonically, while the second subject group
brings the music back into the lyrical sphere.

After the development — the fugue in the first subject group theme — the
tension is getting stronger and stronger, the ecstatic second subject group theme
is altered with almost frenzy, rushing dance of the main part. Its major sounding

terminates the text, but there is something threatening in this impetuous joy,
ambivalent like in the final movements of the Fourth and Fifth Symphonies.
It sounds as if a suffering soul plunged into the carnival and festival atmosphere,
desperately trying to forget its tortures and tragic loneliness in the face of
merciless fate...

B. Mukosei

The State Borodin Quartet is not just an outstanding ensemble but
an artistic tradition of the 20th century music. It was formed in 1944 as
a student ensemble in the class of Mikhail Terian, a professor of the Moscow
Conservatory and a remarkable viola player and conductor. In the early days
of the Borodin Quartet, the quartet art was flourishing in the country. Moscow
alone could boast three magnificent ensembles — the Beethoven Quartet,
the Komitas Quartet, and the Quartet of the Bolshoi Theater.

The founders of the quartet were Rostislav Dubinsky (first violin), Nina
Barshai (second violin), Rudolf Barshai (viola), and Mstislav Rostropovich
(cello) who soon found another cellist to replace him — Valentin Berlinsky.
Till his death in 2008, Berlinsky personified the continuity of music tradition
in the quartet as he was the only musician who played in all its line-ups.

Historically, one can note three main line-ups of the Borodin Quartet:
Rostislav Dubinsky, Yaroslav Alexandrov (second violin), Dmitry Shebalin
(viola), Valentin Berlinsky — from the early 1950s to mid-1970s; then, the
violinists were replaced by Mikhail Kopelman and Andrei Abramenkov; and,
finally, in 1996, Ruben Agaronyan became the first violinist and Igor Naidin
took the place of the quartet’s viola player.

M. Segelman
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