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Ludwig van Beethoven  (1770-1827) String Quartet No. 4 in C minor Op. 18 No. 4 (1798-1800)   

I. Allegro, ma non tanto • II. Scherzo. Andante scherzoso 
quasi allegretto • III. Menuetto. Allegretto • IV. Allegro  

Sauli Zinovjev  (b.1988)        Anthem (2026)  UK première 
Co-commissioned by Wiener Konzerthaus and Wigmore Hall 

I. White Noise • II. Pressure • III. Breath Held • IV. Revolt 

Interval    

Franz Schubert  (1797-1828)        String Quartet in A minor D804 ‘Rosamunde’ (1824)   
I. Allegro ma non troppo • II. Andante • 
III. Menuetto. Allegretto • IV. Allegro moderato  
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Sauli Zinovjev Anthem 

What captivates me about the string quartet is its 
extraordinary ability to shape sound through friction, 
ranging from raw, almost brutal intensity to an 
ethereal, gravity-defying warmth. I want to push the 
quartet into its softest, most intimate sonic worlds, 
propel it at the speed of light, and plunge into its 
deepest, most primal grooves. 

My first string quartet, Anthem, unfolds in four 
movements. It opens with the rhythmic pulse of White 
Noise, setting the work’s driving energy in motion. This 
is followed by Pressure, a more fragmented movement 
that builds intensity from restless momentum. At the 
heart of the quartet lies Breath Held, its most intimate 
movement, offering a moment of suspended stillness. 
The work culminates in the stormy finale, Revolt, 
bringing the quartet to an energetic close. 

I have always regarded the string quartet as one of 
the most prestigious ensembles to compose for, with 
many of the greatest works in the classical repertoire 
written for this formation. To finally take part in this 
tradition is both a privilege and a responsibility I 
embrace wholeheartedly, especially when writing for 
an inspiring ensemble such as the electrifying 
Leonkoro Quartet, which represents the pinnacle of 
quartet playing in my generation. 

© Sauli Zinovjev 

 

In the late 18th and early 19th centuries it was 
traditional for composers to include one minor-mode 
quartet in sets of three or six. Beethoven followed suit 
both in Op. 18 and the ‘Razumovsky’ quartets, Op. 59. 
When Op. 18 was published in two books of three 
quartets in 1801, he placed the C minor Quartet at the 
head of the second book. In the Classical era the minor 
mode was associated with expressions of passion and 
pathos. And the composer rightly calculated that No. 
4, in the quintessential Beethovenian minor key, would 
impress players and listeners alike. Over the next 
decade it became the most popular of all his quartets, 
to Beethoven’s growing irritation. 

In the opening movement passion co-exists with a 
certain breadth and dignity. After the music moves to 
the relative major, E flat, the second violin transmutes 
the tense opening theme into a soaring cantabile, with 
charming commentaries from the first violin. Uniquely 
in the Opus 18 quartets, Beethoven omits a true slow 
movement in favour of a moderately paced Scherzo 
that opens in fugal style – a more puckish counterpart 
to the Andante of the First Symphony. 

The sombre Menuetto, with its tonally ambivalent 
opening (are we in C minor or E flat?), is perhaps the 
Quartet’s finest movement; after the contrasting trio, 

with its gracious conversational air, Beethoven further 
raises the tension by directing the repeat of the minuet 
to be played faster than the first time. 

The rumbustious finale, especially its main theme, 
seems to remember Haydn’s ‘Gypsy Rondo’, one of his 
smash hits. Formally this is a simple rondo with two 
contrasting episodes, the first, in A flat, suavely lyrical, 
the second in a bluff C major, with rustic musette 
drones. After a reprise of the first episode in C major, 
Beethoven turns back to C minor for the Prestissimo 
send-off, only plumping unequivocally for C major in 
the very last bars. 

Belying his outwardly unassuming demeanour, 
Schubert was determined to establish himself as a 
composer of large-scale works in the royal line of 
Haydn, Mozart and Beethoven. Early in 1824, 
recovering from the first symptoms of syphilis, he 
composed his Octet and two magnificent string 
quartets, in A minor (the so-called ‘Rosamunde’) and D 
minor (‘Death and the Maiden’), in preparation, he told 
a friend, for a ‘grand symphony’. 

It’s dangerous, of course, to make glib parallels 
between Schubert’s life and work. Yet the fatalism of 
parts of the A minor Quartet do seem to reflect 
Schubert’s state of mind during his protracted illness. 
In contrast to the demonically driven ‘Death and the 
Maiden’, the ‘Rosamunde’ Quartet is suffused with a 
sense of nostalgia and loss. None of Schubert’s 
instrumental works makes more piercing use of his 
favourite equivocation between major and minor. The 
forlorn opening theme is immediately repeated in the 
major, a glimpse of sunlight that only intensifies the 
pathos. Even the contrasting second theme, unfolding 
as a wistful duet for the two violins, quickly becomes 
combative. 

Schubert lifted the charming main theme of the 
Andante – a vision of unsullied innocence – from his 
incidental music to the play Rosamunde, Queen of 
Cyprus. There is another self-quotation in the 
Menuetto, whose opening cello cry echoes the Schiller 
song Die Götter Griechenlands (The gods of Greece). 
Mirroring the first movement’s minor-minor contrasts, 
the trio slips softly from A minor to A major, and alludes 
to another phrase from Die Götter Griechenlands. With 
its gentle Ländler sway, this music seems like a 
memory of a rustic idyll. 

The finale opens with another rarefied bucolic dance 
whose major-keyed cheerfulness is tempered by 
repeated dips into the minor and the predominant 
piano and pianissimo dynamics. The effect here is less 
a Beethovenian resolution than a dreamlike distraction 
from the pain of the first movement and minuet. 

© Richard Wigmore 2026

 
 
 




