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MEL CO 1719
CrpyHuHbIii kBapTeT N2 1 [lo maskop, cod. 49
1 LModerato . . . ..o v v v v i 4.43
2 II.Moderato . ..........ouuvuiuiunnnnn. 4.34
3 III. Allegromolto . ... ............... 1.59
4 IV.Allegro . ... .o v v i i 3.02
CrpyHHbI KBapTeT N2 2 JIst maskop, cod. 68
5 L. YBepTiopa. Moderatoconmoto . . . .. ... .. 8.17
6 I1. Peuntatus u Pomanc. Adagio . ........ 10.39
7 III.Banbe. Allegro . . . ... ............. 6.22
8 IV. Tema c Bapuanusmu. Adagio.

Allegro non troppo. Adagio . . .......... 10.56
CrpyHHbII1 KBapTeT N2 3 da masxop, cod. 73
9 I Allegretto . .......... ... . ....... 7.02
10 II. Moderatoconmoto . ............... 4.29
11 III. Allegronon troppo . . . ... ... ....... 3.44
12 IV.Adagio............ ... .. ....... 5.36
13 V.Moderato. . . ..............o.ou... 10.40
CrpyHHbI1 KBapTeT N2 4 Pe maxop, cou. 83
14 L Allegretto ........... ... ..., 3.26
15 ILAndantino...................... 6.42
16 I Allegretto. . . .. ...... ..., 4.03
17 IV.Allegretto. ... ... ............... 8.17

CtpyHHbIT KBapTeT N2 5 Ci-6eMoJsIib Maskop,
co4. 92

18 1. Allegronontroppo . ............... 11.59
19 1ILAndante .................0.00.... 9.07
20 IILModerato ..................... 10.51

O61iee Bpems: 136.33
3amnucu: 1968 (9-13), 1977 (1-4), 1978 (5-8, 14-20) rr.

MEL CO 1720

CrpynHbIii KBapTeT N2 6 Cosb Maxkop, cou. 101

1 LAllegretto . ..................... 7.00
2 II. Moderatoconmoto . . .............. 5.01
3 MI.Lento . ........... .. 4.53
4 IV.Lento. Allegretto . ................ 8.28
CtpyHHbII1 KBapTeT N2 7 dha-gue3 muHop, cou. 108

5 LAllegretto. . ... ... ... .. ... 3.11
6 ILLento . . ... .o i it 3.49
7 III. Allegro. Allegretto . . .............. 5.43
CrpyHHbII1 KBapTeT N2 8 1o MuHOp, cou. 110

8 LLargo . ... .o 4.31
9 II. Allegromolto . . .. ................ 2.46
10 I Allegretto. . . ... ... oo v v i 4.32
11 IV.Largo . ....coiiiiiiiii... 4.42
120 V.Largo . ... ..o oo 3.12
CtpyHHBI KBapTeT N2 9 Mu-6emMosib Maskop, cod. 117

13 LModerato . . .........ccuvvvvee... 4.04
14 ILLAdagio . ...........c. .. 3.41
15 L Allegretto. . . . .. ..o i it 4.01
16 IV.Adagio............. ... ... 3.27
17 V.Allegro . . ....... ... .. ... 10.14
CtpyHHblit KBapTeT N2 10 JIsi-6eMo/1b Maskop, cod. 118
18 ILAndante ....................... 3.56
19 Il Allegrofurioso . .................. 4.19
20 MHI.Adagio ............. ... ..... 6.16
21 IV.Allegretto. ..................... 9.06

O6ee Bpems: 106.52
3amucn: 1975 (1-4), 1977 (5-21) rr.

MEL CO 1721

CrpyHHbIt KBapTeT N2 11 da muHOp, cou. 122

1 I. Bcrynnenne. Andantino . . . ... ... ... 1.55
2 II. Crepuio. Allegretto . . . . . ............ 2.32
3 III. PeuntaTuB. Adagio . . .. ............ 1.32
4 IV.Oriom. Allegro . ... ... ... ... ... 1.22
5 V.IOmopecka. Allegro . . .............. 0.59
6 VI.Onerusa. Adagio . ................. 4.38
7 VII. 3akmouenne. Moderato . . . . .. ....... 3.14
CrpyuHblii kBapTeT N2 12 Pe-6emoi1b Makop, cou. 133

8 LModerato . . .. ....... ... 6.08
9 ILAllegretto . . . ... ... ... ........ 18.24

CrpyHHbIit KBapTeT N2 13 cu-6emMosibp MUMHOD, cod. 138
10  I. Adagio — Doppio movimento —

Tempoprimo . .................... 15.24
CtpyHHbIIi KBapTeT N2 14 da-aue3 maxkop, cod. 142
11 T Allegretto . ............. ... 8.20
12 ILAdagio ........................ 9.20
13 L Allegretto. . . . ... ... 8.40
CtpyuHbIii kKBapTeT N2 15 M1U-6eM0/Ib MMHOD, cou. 144
14 LOnerms.Adagio .................. 11.35
15 II.Cepenaga.Adagio ................. 6.23
16  III. UuTepmenuo. Adagio. . . . . .......... 1.59
17  IV.HokriopH.Adagio . . ............... 4.34
18 V. Tpaypubiit mapir. Adagio . . . .......... 5.01
19 VL 3mwmor.Adagio .................. 6.27

O6iee Bpems: 118.27
3ammcn: 1975 (11-19), 1978 (1-10) rr.

KBAPTET UMEHI TAHEEBA
Brnagumup OBuapex, ckpunka
I'puropwii JIyukuii, ckpunka

Buccapmon ConoBbEB, aibm
HWocud JIeBUH30H, 8UOJIOHUEb

3ByKopexxuccep — 'eprapg, Llec



MEL CO 1719

String Quartet No. 1 in C major, Op. 49

1 LModerato . ............. ... 4.43
2 I.LModerato . . . . . ..o v v i i i it 4.34
3 II. Allegromolto . . . . ............... 1.59
4 IV.Allegro . . . .. ..o it 3.02

String Quartet No. 2 in A major, Op. 68
5 L. Overture. Moderato con moto
6 I1. Recitative and Romance. Adagio

7 II.Valse.Allegro . . ................. 6.22
8 IV. Theme and Variations. Adagio.

Allegro non troppo.Adagio . ........... 10.56
String Quartet No. 3 in F major, Op. 73
9 LAllegretto . .. ... ... ... .. ..v.... 7.02
10 II.Moderatoconmoto . . . . ............ 4.29
11 Il Allegronontroppo . . . . . v v v v v v v v v .. 3.44
12 IV.Adagio . ......... ... .. ..... 5.36
13 V.Moderato . . . ........uuuvuvenun.. 10.40
String Quartet No. 4 in D major, Op. 83
14 LAllegretto . . ... ... ... .. ..., 3.26
15 ILAndantino ..................... 6.42
16 IILAllegretto . .. ... .. ... ..., 4.03
17 IV.Allegretto . .. ........ ... ..., 8.17
String Quartet No. 5 in B flat major, Op. 92
18 I.Allegronontroppo. . .............. 11.59
19 1ILLAndante ...................... 9.07
20 IHLModerato . .........ovuuun.... 10.51

Total time: 136.33

Recorded in 1968 (9-13), 1977 (1-4), 1978 (5-8, 14-20).

MEL CO 1720

String Quartet No. 6 in G major, Op. 101

1 LAllegretto . . .. ... ... ... .....
2 II. Moderatoconmoto . . . . . ... ........
3 Ml.Lento. . . ... ... ... ..
4 IV.Allegretto . ... .................
String Quartet No. 7 in F sharp minor, Op. 108

5 LAllegretto . . . ... ...
6 ILlento . . . ... .. ... . ...
7 III. Allegro. Allegretto . . . .. ...........
String Quartet No. 8 in C minor, Op. 110

8 LLargo. ... ... .. ...
9 I.Allegromolto . . .................

10 I Allegretto . . ...................
11 IVLargo . . . . v o v ot e e e e e e e
120 V.Largo .. ..ot i e

String Quartet No. 9 in E flat major, Op. 117

13 LModerato . .. ........uuvuvennn..
14 ILAdagio .......... ...,
15 L Allegretto . . ... ................
16 IV.Adagio . ........... ... ...,
17 V.Allegro . ..... ... ... ...
String Quartet No. 10 in A flat major, Op.118

18 ILAndante .......................
19 Il Allegrofurioso . . ... ... ...........
20 MILAdagio . ..........couuiuiineeon..
21 IV.Allegretto . ... .................

Total time: 106.52

Recorded in 1975 (1-4), 1977 (5-21).

DMITRI

SHOSTAKOVICH
QUARTETS NOS. 1-15

MEL CO 1721
String Quartet No. 11 in F minor, Op. 122

1 L. Introduction. Andantino . . ........... 1.55
2 II. Scherzo. Allegretto . . ... ........... 2.32
3 III. Recitative. Adagio . ............... 1.32
4 IV.Etude.Allegro . . . . ............... 1.22
5 V.Humoresque. Allegro . . ............. 0.59
6 VI.Elegy.Adagio . .................. 4.38
7 VIL. Finale. Moderato. . . . ... .......... 3.14
String Quartet No. 12 in D flat major, Op. 133
8 LModerato . ... ... ... ... ... 6.08
9 ILAllegretto. . . ... ... oo i ... 18.24
String Quartet No. 13 in B flat minor, Op. 138
10 1. Adagio — Doppio movimento —

Tempoprimo . ................... 15.24
String Quartet No. 14 in F sharp major, Op. 142
11 LAllegretto .. ............ou. ..., 8.20
12 ILAdagio ..........c..iiiinn.... 9.20
13 IILAllegretto . .. ... ... ..., 8.40
String Quartet No. 15 in E flat minor, Op. 144
14 LElegy.Adagio . .................. 11.35
15 1L Serenade.Adagio ................. 6.23
16  IIL. Intermezzo.Adagio. . . ............. 1.59
17  IV.Nocturne.Adagio . . .. ............. 4.34
18  V.Funeral March.Adagio . ............. 5.01
19 VL. Epilogue.Adagio . ................ 6.27

Total time: 118.27

Recorded in 1975 (11-19), 1978 (1-10).

TANEYEV QUARTET
Vladimir Ovcharek, first violin

Grigory Lutsky, second violin Tosif Levinson, cello

Vissarion Soloviev, viola
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Sound engineer — Gerhardt Tses
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Ecnu cumdonnyeckoe Hacaeaue Imutpus lllocrakoBuua (1906-1975)
CUMTAETCS OTPaskeHUeM COOBITHUIA STTOXM, B3JIETOB U MOTpsiceHni XX Beka,
TOi cpepoii, UTO BOJTHOBAJIA YMbI U Ay MUJIJIMOHOB JIIOZEI, TO B KBap-
TEeTHOM TBOpPUYECTBE KOMIIO3MTOPa BO MHOTOM MpPOM30Iie] HOBOPOT
OT 1po6JieM I7106aJIbHOrO MaciTaba K cepe TMUYHOTO ¥ UHAUBUIYAJTb-
HOTO0. B HEKOTOPBIX KBapTeTaxX MPOSIBUINUCH KaueCTBa, paCKPbIBIIMECS
UCKJIIOUMUTEJIBHO B KAMEPHOM MY3bIKe; HEKOTOPbIE U3 HUX COUMHSIJIUCH
Ha MOACTYTMAaX K rPaHAMO3HbIM CMM@OHMSIM U CTAaHOBUJIMCH CBOET0 pojia
nabopaTopueil, a HEKOTOpbIe, HAIIPOTUB, CO34aBaJIMCh Cpa3y IOCJe KPYyII-
HBIX ITOJIOTEH, ¥ B HUX yraJbIBA€TCS IBHOE BIMSIHYE CUM(POHUYECKUX ITap-
tutyp. Ponuon Ulenpun nucai: «B crpyHHOM KBapTeTe lllocTakoBMYa Mbl
HaliieM, KaskeTcsl, BCE, UTO COCTaB/ISIeT 60raTcTBO ero cMMMOOHMIA: 10 Kpaii-
Hero npepeja HanpsoKeHHYI0 TParefUinHOCTh U ITOYTU MaJIbuMIlIecKoe
030pCTBO; HEKHENIINE BaJbChl M CTPAIIHbIE CBOMM 3BEPUHBIM OCKAJIOM,
Bpask[leOHbIe Uye/IOBEKY MapIiy; HaArPOOHbIE PeUM-MOHOJIOTU U ITPOCTO-
IyIIHOE JTI060BaHMe IPUPOAO0I; TMMHBI PaJOCTH U CKOPOHbBIE MIaum-
MNPUUYUTAHUS; PEUUTATUBBI, B KOTOPBIX OIYTUMO CJBIIIHBI MHTOHAIIUN
YyeJIOBEYeCKOi peun, ¥ 6€ CKOHEYHO JIbIOIMECS, TPOTSISKHbIE TTIeCEHHbIE
MeJIOIV; IOMOD U TTIaTETUKY; CATUPY U reponuecKkuii magocy.

KsapTeTs! lllocTakoBMYa — BeIMKMUIT MaKPOILMKJ MPOILIJIOTO CTOIETHS,
ITOTOMY OTPOMHOE KOJIMUeCTBO KOJIJIEKTMBOB Kak B Poccuiu, Tak u 3a pybe-
SKOM 3aIMCbIBaIM ero HeogHoKpaTHO. Cam [IMuTpuii JIMUTpueBmUY 4eCThb
IMpeMbepHbIX UCTIOJTHEHUTT BCeX KBApTETOB, 3a UCKJ/II0UEHMEM TTOC/IeTHETO,
OT[aJ1 BBIIAIOIIEMYCSI COBETCKOMY KAMEPHOMY aHCAMOJII0 — KBApTETYy MMEHM
berxoseHa. [Ipembepa mocnegHero xe, IIITHaAIaTOro KBapTeTa, COCTOSIACh
B MCIIOJIHEHUM ['oCyJapCTBEHHOr0 KBapTeTa MMeHU TaHeeBa — 3aIMCsIM
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KOTOPOTO ¥ TTOCBSIIIIEH HACTOSIIMI a/IbOOM. M3maHme mpeACcTaB/IsSIIOT BbIXO-
IuBIIne Ha Auckax «dupmel Menoaus» B 1991 roay 3anucu KBapreTa
B TOM e cocTaBe: Bnagumup OBuapek (mepBasi CKpurika), I'puropuii Jlyii-
Kuii (BTOpasi ckpurika), Buccapmon CosoBbEéB (asibT)  Mocud JleBUH30H (BMO-
JIOHYEJIb), KOTOPBIN UTpaJl Ha IIpeMbepe MocaefHero KpapTera ¢ JIMurpuem
[llocTakoBMYEeM B 3aie.

[TepBbIil CTPYHHBIM KBAapTET A0 Maskop, cou. 49, lllocTakoBUY COUM-
Hu B 1938 ropy, 6yayum y>ke 3peibIM aBTOPOM, BCKOPE IT0C/1€ OKOHYAHMUS
Tparudeckoit I1siToit cumdonnn. Iocsie HaMPSIKEHHONM U ApaMaTdeCcKoi
cuMmdoHMu HacTpoeHMe [lepBOro KBapTeTa CUMTHIBAETCSI CKOpee Kak
SMOIIMOHAIbHAS pa3psika MM cOpoc HaIpsKeHUs — BCe YacTy KBapTeTa
BbIJIep>KaHbI B JIETKOM U CBETIOM ITO3TUYECKOM HaCTpoeHuM. KoMmosutop
mycaj, 4To He cJIeyeT UCKAaTh 0CO00¥1 ITyOMHBI B €er0 KBapTeTe, ¥ CaM OH
Ha3BaJl Obl €0 «<BECEHHUM».

BTopoii cTpyHHBIN KBapTeT Jist Maxkop (1944), cou. 68, — counHeHe BOEH-
HOTO BpeMeH!, HalMcaHHoe cpa3y nocJie Broporo ¢popTennaHHOro TpUo
MaMsTU AOPOTOr0 U Tparnuecku yiepiero apyra lllocrakosuya — MiBaHa
ConnepTuHCcKoro. Bropoit KBapTeT — MepBbiii KBapTETHBIN OIMYC, TOe KaXKaAast
YyacTh MMeeT I0/I3aro/I0BOK ¥ KOHKPETHOE JXaHPOBOe 0003HaUeHMe: pas-
BepHYTasl, C SNMMUYECKUM HayajIoM, «YBepTIOpa», IOJHBINA TSIKEeIbIX JYM
«PeunTaTuB ¥ pOMaHC», TOJYTIPU3PadHbIit «BambCc», KaXK bl pa3 ¢ HOBBIMU
MIPUYYIJIMBBIMU MeJIOOUSIMU, U «TeMa ¢ Bapuaiusimm».

[MaruuyacTtHblii TpeTnii kBapteT da maxkop (1946), cou. 73, lllocTako-
BUY B nucbme oT 1950 rogia Ha3bIBaJI «<OJAHUM M3 HauboJiee yaaBIIMXCS
CBOMX COYMHEHU...». Y ec/iu KpaliHMe YaCTu HAIIOJIHEHBI CKOpee CII0-
KOVHBIMU U 6€3MSITEXHBIMM 06pasamMu — GYATO 3TO BpeMsI IO BOWHBI



OAMUTPUMN

LWIOCTAKOBUY
KBAPTETbI N2N2 1-15

¥ JONTOKIAHHBIV MUP TI0CJIe; TO BTOpas, TPEThS U UeTBepTas yacTu repe-
IaloT IpaMaTuyecKye 1 Halps>KeHHbIe COOBITHS, OTChIIAIONINE CKOpee
K y’kacam BOeHHOro BpeMeHU. HekoTopble 13 (pparMeHTOB HAMPSIMYIO OTChI-
JIAIOT K 31m3omaM BocbMoit ciMbOHMY KOMIIO3MTOPA, KOTOpast 6blyia HaTIu-
caHa jetom 1943 ropa.

KBapTteTbl N2 4 1 N2 5 OTHOCSITCSI K TPYIIIle COUMHEHMI, CO3TaHHbIX
«Ha noacTynax K lecsitoit cumbonum». OgHaKO, HECMOTPST Ha XPOHOJIOT Y-
YeCKyI 6J1M30CThb, 3aMbICEJT KBAPTETOB CUJIBHO pasyinmvaeTcs. YeTBepThIii
CTPYHHBIN KBapTeT pe Maskop (1949), cou. 83, lllocTakoBMY MOCBITUI TAMSITU
[Terpa Bnagumuposuua Bubsimca — MmacTepa TeaTpajibHO-AEKOPALMIOHHOTO
MCKYCCTBA, ¢ Hayasa 40-X ro/IoB paboTaBIlero rJiaBHbIM XYA0KHMKOM Bosib-
mworo tearpa CCCP. MHorue uccienoBareji OTMeUaroT, YTO YeTBepThIin
KBapTeT — OJMH U3 CAMbIX «<kaMepHbIX» KBapTeTOB. OH I7TyO0KO JMPUYEH,
HO TP 3TOM B HEM HET Cepbe3HOr0 KOH(JIMKTA MM IpaMaTUeCcKOro HaKkasa.
[TV ke KBapTeT cu-6emosib Maxkop (1952), cou. 92, HaNMCaHHBI B UeCTh
30-netns KBaprera uMmeHu beTXxoBeHa U MOCBSIEHHBIN apTUCTAM 3TOTO
KOJUIEKTMBA, HA000POT, 110 CBOEH KOHIIEMIMY ITy60KO0 cM(OHYEH U 3MO-
IIMOHAJbHO KOHTPACTEH.

ITpo IllecToit kBapTeT coib Maskop (1956), cou. 101, IllocTakOBUY MOJTY-
IIYTSI TOBOPWJI GIM3KMUM JIPY3bsSIM, UTO HAIMCAJI €r0 B TIOJAPOK CAMOMY cebe
K IATUAECATIIETHIO. [T0 CTUITIO M HACTPOEHMI0 KOMIIO3MTOp Oy TO 06pailia-
€TCs K TEMaTHKe JOBOEHHOTO BpeMeHM — HauaJjio epBoii 4acTy 6yTO CHOBA
COOTBETCTBYET CBETJION U palOCTHON 1ee, KOTOpas cocTasisiiaa ocHOBY Ilep-
BOro keapreta. Ho ciiycts rozpl lllocTakoBMY HE MOXKET OCTaBaThCS CTOJIb Ke
JIeroK 1 6e33a60TeH: 6J13Kast 10 3aMbICTY KOHIIETIIVS TTPEJIOMJISIETCSI Yepes
HOBBIE CPECTBA BbIPA3UTEIbHOCTH, 60JIee IpaMaTUUHbIe U pe3Kue.
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Cenpbmoit kBapTeT da-nme3 MuHop (1960), cou. 108, — «ITamsatr HuHbI
BacunbeBHbl lllocTakoBuu». KBapTeT oT/iMuaeTCst JAKOHUYHOCTBIO U CKa-
TOCTbIO GopMbl. EC/iv He 3HATh, UTO B KBapTETe TPU YaCTH, BITOJTHE MOXKHO
MoAyMaTh, UTO 9TO OJHOUACTHOE ITPOM3Be/ieHMe, TaK KaK B HEM BCe YaCTU
MCIIOJTHSIIOTCS attacca, To ecTb 6e3 nmepepbiBa. Kaskaast 13 yacTeil mouTu
MMMOJIeTHA, [I0 HACTPOEHUIO Bble/IsIeTCs pa3Be uTo Havyajao ¢huHaia,
TPEBOKHOE U HAIIPSIKEHHOEe, OJTHAKO JOBOJIbHO OBICTPO CMEHSIIOIIEeeCs
CIep>KaHHBIM HAaCTpOeHMeM, CO34a0IIUMM CMBICJIOBYIO apKy C IIepBOit
YacThIO.

Bocemoit kBapTeT 10 MmuHOp (1960), cou. 110, BepOosSITHO, CaAaMblii ITOITY-
JISIpHBIN U3 BeeX. lllocTakoBuu B nucbme Mcaaky ['MnkMaHy npusHaBasics,
YTO Ha TUTYJILHOM JIUCTE TTAPTUTYPbI XOTEJ HanucaTh: «IlocBsaeTcs
MaMsIT¥ aBTOpa 3TOr'0 KBapTeTa», M B TOM JKe IIMCbMe IIepeulC/InI IIUTaThI,
KOTOpbIe BCTPEYAIOTCSI B KBapTETE M3 IPYTIUX COOCTBEHHBIX COUMHEH U —
PEeMUHUCIIEHIMI, TOBOPSIIMX 06 aBTOOMOTrpadMIHOCTY U UCIIOBEAATbHO-
CTY TAPTUTYPBHI.

HeBsiThIN 1 [leCsSIThIl CTPYHHbBIE KBAPTETHI 6JIM3KM XPOHOJOTMUECKNA:
06a HamucaHbl B 1964 rogy u mpecTaBsIiOT COO07 HEKMIT UTOT AECSITHU-
JIETHUX PasMBbILIJIEHNUIi 00 Mes1X I7106aIbHOr0 MaciiTaba: o uejioBeke, ero
posiu 1 MecTe B Mmupe. [IaTuyacTHbIi [IeBSIThIN KBapTET MU-0€MOJIb Maskop,
cou. 117, — MOHYMeHTaJibHOe COUMHEeHMe, B KOTOPOM MY3bIKa pa3BUBaeTCs
oT cBeTa K Tpareauu, a Ksaprer N2 10 s1s1-6emosib Maskop, cou. 118, rmocBsi-
IeHHbIi MeunciiaBy BaitH6epry — Ha060poT. ITO, KOHEUHO, HE IBUKEHIE
OT «MPakKa K CBeTy», HO MeJIOAUU MIePBOIi, TPETbeN 1 YeTBEPTON YacTeil
OT/INYAIOTCSI MSATKOCTBIO M HalleBHOCTDIO, (PMHAJ TOKE BOBCE He TparuueH,
a ckopee 6e3MSITeXXeH MJIM MTacTOpaJIeH.
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OmmHHaAaThIi KBapTeT ha MuHOP (1966), cou. 122, MOCBSIIEH MaMsSITH
Bacunaus llupuuckoro — apyra lllocTakoBruya U OJHOTO U3 OCHOBATe-
JIeii M 10 KOHIIa THei 6eccMeHHOTo yyacTHMKa KBaprera nmeHnu berxo-
BeHa, MUCITOJHSBIIIETO MTapTUI0 BTOPOI CKpUNKKU. KBapTeT COCTOUT U3 ceMu
HeOOJIBIINX ITPOrPaMMHbIX YacTel, UAYIIMUX 03 IepepbiBa: «BCTyIIeHe»,
«CKep10», «PeuuTaTuB», «ITIOI», «<lOMOpecKar, «Inerusi» 1 «3aKaIrueHne»,
ATMM KBapTETOM ObLJIO TIOJIOKEHO HAYaJIO uepe/ie KBaPTETHBIX MOCBSLIEHW
KakJJOMY 13 yYaCTHMKOB KBapTeTa beTXxoBeHa, Joaryue rofbl UCIIOTHSIBIIETO
IpeMbepbl KOMIIO3UTOPA.

IlBeHaA11aThIN KBApTET pe-6eMosib Maskop (1968), cou. 133, — mocBsiIeH
repBoit ckpunke Kpaprera berxoBeHa — JIMuTpuio LIpiraHOBY, U 3TO € IMH-
CTBEHHBI IByX4aCTHBI KBapTeT. KOMIIO3MTOp Besiuecku urpaer ¢ dhop-
MOJ1 1 cofiepskaHyeM, a OCHOBHO Mieeit 0myca CYMTaeTCst KOHQIMKT HOBOTO
MY3bIKaJbHOTO SI3bIKA CO CTAPbIM — J0AeKa(pOHNUM 1 KIaCcCUUeCKOi TOHAJb-
Hoctu. Cam IlloctakoBuu B 1959 rogy nmoaBepr gomekadoHMI0 pe3KOi Kpu-
THKe, 0gHaKo B TpuHaguaToii cuMborum (1962) oH sKCnepyuMeHTUPOBa
C 3TOV TEXHUKON U 3a rof, A0 [IBeHaaIaToro KBapreTa BKIOUMII IBEHA/I-
IIATUTOHOBBIE PSAAbI B COCTAB OJHOTO U3 POMAaHCOB Ha CTUXM AJleKCaHIpa
Bnoka (cou. 127).

TpuHaALATHI KBAapTET Cu-6emMob MuHOp (1970), cou. 138, — mocBs-
mweHue anbTUCTy KBapTeta mmenn berxoseHa Bagumy bopucosckomy,
Y TIOTOMY aJIbT BBICTYIIAET B POJIY COJIMPYIOIIEro MHCTpyMeHTa. [lapTus
aJIbTa MPOSIBJIEHa BO BCeM 00'beMe CBOMX MUCITOTHUTETbCKIUX BO3SMOXKHO-
creit. [1o CTpyKType KBapTET OJHOYACTHBIN, OHAKO UCITOJTHEHME OTHO 3TOI
YacTY 3aHMMAEeT MOYTH TPETh yaca. [JJJIMHHBII MOHOJIOT ajIbTa MO IeP3KU-
BAeTCs r0JI0CAaMU APYTUX MHCTPYMEHTOB M COCTaBJISIET OCHOBY BCEro — Kak
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MeaieHHOro Adagio, Tak ¥ KOHTPACTHO cepeuHbI C KOPOTKMMMU ITyHKTH-
pamu, ynapaMu IpeBKOM CMbIUKa I10 IeKe ¥ OCTPbIMM MULIIUKATO.

YeThIpHaLIAThIN CTPYHHBIV KBapTeT da-aue3 maxkop (1973), cou. 142, —
BHOBbB IOCBSIILIEHME, HO HA 3TOT pa3 BUOJIOHUEAUCTY KBapTeTa Ceprero
[InpmrHCKOMY, IO3TOMY KJIOUEBBIE U CaMble IPOHMKHOBEHHbIE STIN30/,bl
orryca CBsI3aHbl MMEHHO C TeMOpPOM 3TOro MHCTpyMeHTa. [ToaTBepxkaeHMe
TOMY — KoJjibiOesibHas puHama. OHa 3aBepIIaeTCsl peUnTaTUBOM BUOJIOH-
yesu, BeAylleil MeJIOAUIO 10 CaMOro KOHILIA, 0XBaThIBAOILe [TIOUTU BeCh Iua-
Ma30H MHCTPYMEHTA U PaCTBOPSIOLIENCSI BMeCTe C OCTaJIbHbIMU T'OJI0CaAMMU.

3aKJII0uUNTeNbHbIN [IATHAALIATHIN CTPYHHBI KBAapTeT MU-6€MOJIb
MuHop (1974), cou. 144, — camblii punocodckmii 1 MacIITaGHBIN IO 3aMbICTY
KBapTeT KOMIIO3UTOPA, HAIIMCAHHBIN 34 rof, 1O CMePTU aBTOpa. ITO OOUH
13 HEMHOTUX KBapTETOB, Y KOTOPOTO HET IMOCBSIIeHNs. YUeHUK IMUTpnus
Omutpuesnua bopuc TuilleHKO Muca, YTO B KBapTeTe eCTh TaKue OTKPO-
BeHMS, «KKOTOPbIe TPYJHO IIOCTUYb CMEPTHOMY UejIOBeKy» ¥ UTO cama
MY3bIKa — «3TO peub IMUTpusa IMUTpueBuUa ocsie ero cmeptu». Keaprer
COCTOMUT U3 LIeCTU MeAJIeHHeIIINX YacTelt: «dnerun», «<CepeHaabl», «MIHTep-
mero», «<HokTiopHa», «TpaypHOro mapiiay u «3nuaorax. [lo suHamMuke Bce
YacTy HaXOASTCA Iie-TO MeXIY PPp U P, 38 UCKJIIOUeHMeM JIMIIb HeCKOJIb-
KX Pe3KMX 3MU30/I0B, pafUKaIbHO UAYIIUX He Ha mezzo-forte mnu forte,
a Ha 6eckomIipomuccHoe fortissimo — Kak HeKasi Tparudyeckast Heu3besx-
HOCTb KOHLIA 36 MHOTO CYILLIeCTBOBaHMS KaK JJIsI CAMOr0 KOMIIO3UTOPa, TaK
U JIJ151 JTI0OOTO SKUBYIIIETO.

Lapws Cykosbix,
My3blK08€e0, asmop kaHaaa «KamepHas my3wvika»






If the symphonic legacy of Dmitri Shostakovich (1906-1975) is
considered a reflection of the events of the era, the ups and downs of
the 20th century, a sphere that stirred the minds and souls of millions,
then the composer’s quartets were in many ways a turn from problems of
a global scale to those of the personal and individual level. Some quartets
revealed qualities that would only be found in chamber music, and some
were composed on the cusp of the grandiose symphonies, acting as a kind
of laboratory. Others, on the contrary, were created in the wake of major
works and clearly influenced by the symphonic scores. Rodion Shchedrin
said: “In a Shostakovich string quartet, we can find everything that makes
up the richness of his symphonies. It may contain intense tragedy to the
extreme and almost boyish mischief; some of the most tender waltzes
and hostile marches that are terrifying with their bestial grins; funeral
monologue speeches and simple-hearted admiration for nature, hymns of
joy, and mournful laments; recitatives with their noticeable intonations of
human speech and endlessly flowing, drawn-out songful melodies; humor
and affectedness; satire and heroic bombast.”

Shostakovich’s quartets form a great macrocycle of the previous
century. A huge number of ensembles, both in Russia and abroad, have
recorded them numerous times. Dmitri Shostakovich himself honored
the Beethoven Quartet, an outstanding Soviet chamber collective, which
premiered all the quartets except for the last one, the Fifteenth, which
was performed by the State Taneyev Quartet, whose recordings are the
subject of this release.

These are the quartet’s recordings first released on Firma Melodiya
CDs in 1991, featuring the same line-up — Vladimir Ovcharek on first
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violin, Grigory Lutsky on second violin, Vissarion Soloviev on viola, and
Iosif Levinson on cello. They played at the premiere of the last quartet,
with Dmitri Shostakovich in attendance.

Already a mature composer, Shostakovich composed the String
Quartet No. 1 in C major, Op. 49, in 1938, shortly after finishing his
tragic Fifth Symphony. Following the intense and dramatic symphony,
the mood of the First Quartet feels more like an emotional release or
tension drop — all movements of the work are sustained in a light and
bright poetic mood. The composer said that listeners should not look for
any particular depth in his quartet, and he himself would have called it
a “springtime” one.

The String Quartet No. 2 in A major (1944), Op. 68, is a wartime work
written immediately after the Second Piano Trio in memory of Ivan
Sollertinsky, Shostakovich’s dear and tragically lost friend. The Second
Quartet is the first quartet opus with movements that have a subtitle and
specific genre designation: the expansive Overture, with its epic opening;
the heavy-hearted Recitative and Romance; the haunting Valse, with its
new and whimsical melodies each time; and the Theme and Variations.

In a letter from 1950, Shostakovich described the five-movement
Quartet No. 3 in F minor (1946), Op. 73, as “one of my most successful
compositions...” While the extreme movements are filled with calm and
serene imagery — as if it were the time before the war and the long-
awaited peace afterward — the second, third, and fourth movements
convey dramatic and tense events that hark back to the horrors of
wartime. Some of the fragments directly allude to episodes from the
composer’s Eighth Symphony written in the summer of 1943.



The Fourth and Fifth Quartets are part of a group of works that were
created “on the approaches to the Tenth Symphony.” However, despite
their chronological proximity, the quartets’ concepts differ greatly.
Shostakovich dedicated the String Quartet No. 4 in D major (1949), Op. 83,
to the memory of Pyotr Williams, a master of theatrical set design who
was chief designer of the USSR Bolshoi Theater from the early 1940s. Many
scholars note that the Fourth Quartet is one of the most “chamber” ones.
It is deeply lyrical, yet lacking in serious conflict or dramatic intensity.
Written for the 30th anniversary of the Beethoven Quartet and dedicated
to the ensemble’s members, the Quartet No. 5 in B flat major (1952),
Op. 92, is, on the contrary, deeply symphonic in concept and emotionally
contrasting.

Shostakovich half-jokingly told close friends that he wrote the Quartet
No. 6 in G major (1956), Op. 101, as a gift for his own fiftieth birthday.
In terms of style and mood, the composer appears to be looking back
to the themes of the pre-war period — the opening movement seems to
recapture the bright and joyful idea that formed the foundation of the First
Quartet. However, years later, Shostakovich could not remain as light-
hearted and carefree as he once was: the conceptually similar idea was
refracted through new, more dramatic and edgy means of expression.

The Quartet No. 7 in F sharp minor (1960), Op. 108, was written
“In Memory of Nina Vasilyevna Shostakovich.” This quartet stands
out for its laconic and concise form. Without knowing that it has three
movements, one could easily mistake it for a single-movement piece, as all
the movements are performed attacca, without a break. Each movement
is almost fleeting, with only the beginning of the finale standing out in
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terms of mood: anxious and intense, but quickly yielding to a restrained
mood, forming a semantic arc with the first movement.

The Quartet No. 8 in C minor (1960), Op. 110, is arguably the most popular
of all. In a letter to Isaac Glikman, Shostakovich admitted that he had
intended to write “Dedicated to the memory of the composer of this quartet”
on the title page of the score, and in the same letter, he listed quotations from
his other works that appeared in the quartet — reminiscences that reveal the
autobiographical and confessional nature of the score.

The Ninth and Tenth String Quartets are closely related in time. Both
were composed in 1964 and represent the culmination of a decade-long
reflection on global issues: the role and place of man in the world. The five-
movement Quartet No. 9 in E flat major, Op. 117, is a monumental work that
begins with light and gradually builds to tragedy. In contrast, the Quartet
No. 10 in A flat major, Op. 118, dedicated to Mieczystaw Weinberg, is the
opposite. This is certainly not a transition from “darkness to light,” but
the melodies of the first, third, and fourth movements are characterized
by their softness and lyricism. Similarly, the finale is not at all tragic, but
rather serene or pastoral.

The Quartet No. 11 in F minor (1966), Op. 122, is dedicated to the memory
of Vasily Shirinsky. He was a friend of Shostakovich, and one of the founders
and, until the end of his days, a permanent member of the Beethoven Quartet,
who played the part of second violin. The quartet consists of seven short
programmatic movements, running without a break: Introduction, Scherzo,
Recitative, Etude, Humoresque, Elegy, and Finale. This quartet marked the
beginning of a series of works dedicated to each member of the Beethoven
Quartet, who performed the composer’s premieres for many years.



The Quartet No. 12 in D flat major (1968), Op. 133, is dedicated to
Dmitri Tsyganov, a first violin of the Beethoven Quartet. It is the only two-
movement quartet. The composer explores form and content in every possible
way, while the central idea of the opus is the conflict between a new musical
language and an old one — dodecaphony and classical tonality. Shostakovich
himself was harshly critical of dodecaphony in 1959, but he did experiment
with the technique in his Thirteenth Symphony (1962) and, a year before the
Twelfth Quartet, incorporated twelve-tone rows into one of his romances
based on poems by Alexander Blok (Op. 127).

The Quartet No. 13 in B flat minor (1970), Op. 138, is dedicated to Vadim
Borisovsky, the Beethoven Quartet’s violist, and therefore the viola is
featured as a solo instrument. The viola part showcases the full scope of the
instrument’s performing capabilities. The quartet consists of one movement,
but this movement alone takes nearly a third of an hour to play. Supported by
the other instruments, the viola’s lengthy monologue forms the backbone of
everything — both the slow Adagio and the contrasting middle section with
its short dotted lines, bow strokes on the soundboard, and sharp pizzicatos.

The String Quartet No. 14 in F sharp major (1973), Op. 142, is dedicated
this time to Sergei Shirinsky, the quartet’s cellist. Therefore, the key and
most poignant passages of the opus are linked precisely to the timbre of
this instrument. The lullaby-like finale confirms the fact. It concludes with
a recitative from the cello, carrying the melody to its very end, encompassing
almost the entire range of the instrument and dissolving along with the
other voices.

Written a year before the composer’s death, the final String Quartet
No. 15 in E flat minor (1974), Op. 144, is the most philosophical and
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ambitious among his quartets. It is one of the few that has no dedication.
Boris Tishchenko, a student of Dmitri Shostakovich, wrote that the quartet
contained revelations “difficult for mortals to comprehend” and that
the music itself was “Dmitri Dmitrievich’s speech after his death.” The
quartet consists of six slow movements — Elegy, Serenade, Intermezzo,
Nocturne, Funeral March, and Epilogue. Dynamically, all the movements
fall somewhere between ppp and p, except for a few abrupt episodes that
radically shift to an uncompromising fortissimo, rather than mezzo-forte
or forte — like a kind of tragic inevitability of the end of earthly existence,
both for the composer himself and for every living being.

Daria Sukovykh,
musicologist and author of the Chamber Music channel
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