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REPVIO!

,Elyxosﬂan My3blKka B KOHLUEpPTHbIX 3anax MockoBcKom KOHCepBaTopuun

YXOBHbl€ MECHOMEHUA — APEBHEWLNA NnacT pycckon my3blku. C
MOMEHTa NpUHATMA XpuctnaHctea n 0o XVII Beka LepkoBHOe neHve
SABNANOCh PAKTUYECKN €ANHCTBEHHOM (POPMON MPOdECCMOHAITBHOIO
MCbMEHHOro My3blKanbHOro MckycctBa Ha Pycu. 3HamMeHHbIn pacnes,
napTecHoe neHve, OyXOBHble KOHUEPTbI Ans xopa a cappella, BokanbHO-
WHCTPYMEHTalbHblE  KOMMO3WLUUWM  KaHTaTHO-opaTopuanbHoOro Tuna —
TaKylo 3BOMIOLMIO COBepLUMIIAa AYyXOBHAas My3blka, oborawias n pacumpss
XaHPOBble paMku. OTU UCTOKM HEe WCCSKNN M MPOAOIDKalT nuTaTb
COBpPEMEHHBIX KoMMno3nTopoB. [duck «Bepyto!» npegctaBnseT aHTonoruto
[YXOBHOW My3blKM, OXBaTbIBalOLWUA nepuog ¢ koHua XIX Beka u g0 Halmx
OHen.

OTkpbiBaeT eé xop «Tebe noem» lNMetpa Yarkosckoro us «Jutyprum Cesito-
ro MoanHa 3natoycta» (1878). Komnosutop cosgasan UMk B pacyéTe Ha
MCMONHEeHVe B pamkax GorocnyxeHus, HO dakTypa, a rmaBHoOe — 3MOLMO-
HanbHOE codepXaHne My3blKM OKa3anucb HEAOCTAaTOYHO «CTPOTMMY, «He-
LIePKOBHbIM», YTO Mpefonpenenuno cyabby COYMHEeHUS Kak KOHLEPTHOro
onyca. lNoxoxas cyabba xagana ero MnagLwlero CoBpeMeHH1Ka 1 JyXOBHOMO
HacnepHuka Cepres PaxmaHuHOBa, co3faBluero no npumMepy “YamkoBcko-
ro Takke csoun Bepcumn «Jlutyprum Cesatoro MoanHa 3natoycta» (1910) u
«BceHowHoro 6geHna» (1915). Mo MHeHWO nccrnegoBaTens TBOpYecTBa
Komnoautopa, AoueHta MockoBckon koHcepBaTopumn Hatanuu ['ypbeBow,
«eCrnu cmelmBaTb HOMepa, HanucaHHble PaxmMaHWHOBbLIM, C NIUTYPruYecku-
MW TPOMNapsiMn 1 CTUXMpamm, HeobxoaAMMbIMU B KOHTEKCTE BOrocnyxeHus,



TO BO3HUKAET CUJIbHBIA CTUIUCTUYECKMIA OMCCOHAHC. W, ¢ My3blKanbHOM
TOYKWN 3PEHUsI, eCTb PUCK HEKOPPEKTHOrO COYeTaHus, u3-3a yero dorocny-
)KEHMEe MOXeT pacnagartbeCsi, 4eNUTbLCA Ha 4acTu Tam, rae 31O He npea-
YCMOTPEHO LiepKOBHbIM YcTaBoMm. ELLE oaHa 3HaumMmas npuynmHa — coctaB
xopa. BceHowHas HanmcaHa PaxmaHuHOBbIM Ans 12-rofnocHOro cMeluaH-
Horo xopa. Ons MCNOMHEHUS CMOXHOW XOPOBOW MapTUTypbl HEOOXOAWMbI
npodeccnoHanbHbIe nesvMe, LOBOMbLHO GOMbLUION COCTaB, KOTOPbIA ECTb
Oaneko He B KaxaoM xpame <...> He cnocobcTByeT aToMy U elé oaHa
AeTanb: UCTONKoBaHWe KOMMO3UTOPOM KaHOHMYECKMX TEKCTOB. Tuxas u
GnaroroBeiHas MonuTBa NpeBpallaeTcs PaxmMaHWHOBBLIM UHOTAA B pa3Bép-
HyTO€ 3nNnyecKkoe NOBECTBOBaHWE, KOTOPOE SIBHO BbIXOAMT 3@ rpaHuLbl Lep-
KOBHOW cryx6bl». IMEHHO Tak, cMMdpOHMYHO 3BY4MT HOMep «Boropoauue
OeBo, pagyncsa» n3 «BceHolHoro 6aeHns», npeacTaBneHHbIv Ha AUCKe.

WHTtepec Urops CTpaBMHCKOrO K XOPOBOW [OyXOBHOW My3blke BO3HMK Ha
BOJSIHE BO3BpaLLEHUsi KOMMO3MTOopa B npasBocnasue. Kak oH nosgHee BCno-
MUHan, «s1 BepHyncst K npaBocrnaBHoOM Lepksn B 1926 roay, (Torga Bnep-
Bble nocne 1910 roga A NOWEN K NpuyacTuio)». Toraa e OH COYMHSIET Xop
«OT14e Hawy, a B 1932 rogy nosensetcsa xop «Bepyto», AaBlInin Ha3BaHve
aToMy Aucky. MysblkanbHas TpakToBKa TEKCTa [MaBHOrO gormarta Xpu-
ctmaHcTBa «Bepyto Bo EguHaro Bora OTua» y CTpaBMHCKOro Ha nepBbin
B3rNs4 napagokcanbHa: 3TO BMPTYO3HOE CKaHAMpOBaHWe crio, Tpebyio-
Lee OT NeBLOB COBEPLUEHHON AMKLMW U YNpYyroro putMa. 3TO He MOMnuUT-
Ba B OOLLUeNpu3HaHHOM NOHUMaHWUW, a, CKopee, SPOCTHOE U HACToNYMBOE
3akfMHaHve, NpU3BaHHOE «BrevaTaTb» B CO3HaHWe cryllaTernei Teonoru-
YeCcKyto 3anoBefpb.

[MaBen YecHOKOB — OOMH M3 KPYMHEWLUNX PYCCKMX KOMMO3UTOPOB B cdhepe
LLepKOBHOWN XOPOBOM My3blki. Ero koMno3nuum otnmyaroTcs BO3BbILLEHHOW



KpacoTow v BnarocTtbto, YTO NPefoNnPEeaenvo UX NonynspHOCTb HE TOMbKO
B Poccun, HO n 3a pybexom. B Hekponore o HEM 4YMTaeM Takue CTPOKM:
«M.T. YecHokoB ocTaBui HaM HenogpakaeMble 0bpasLbl BbICOKOrO penu-
MMO3HOTO BOOXHOBEHUS, KOTOPOE TUXUM MNIIaMEHEM FOPENo B HEM BCHO €ro
XW3Hb. He cTpeMscb HM K KakuM BHeLIHUM adbdekTam, YeCHOKOB OKpbINsn
CnoBa MOMUTBEHHbLIX MPOLLUEHW M CNaBOCOBUIA NPOCTENLINMU Mernoan-
MK, 3BYYaLLUMMU U3 TMYOUHBI YUCTOM M COBEPLUEHHOWN rapMoHUMKU. Ero my-
3blka YyXda 3eMHbIX CTpacTen, U 3eMHas MbIClb He MPOHUKAET B ry6uHy
NPOCTbIX U CTPOrMX CO3BYYUA. DTOT 3amMedaTesNlbHbI KOMMO3UTOP OCMbIC-
AN LUEPKOBHYIO My3bIKy KaK MOSIMTBEHHbIE KPbIfibs, Ha KOTOPbIX Halla
AyLia nerko Bo3HOCUTCA K npectony BcesbiwHaro». Cpeam ero rpoMagHoro
Hacneaus (6onee 400 AyXOBHbIX COMMHEHWIA) «AHren BonusLle» 3aHMMaeT
OfHY U3 BEPXHUX CTPOYEK PenTUHra. STO NeCHOMEeHne nacxanbHoro Kpyra,
xBanebHbIi rumH lMpeceaTon Boropoguue, B koTopom obpas aHrena nepe-
AaH 4yepes Bbipa3nTeslbHOEe COMO COMPaHo, ONMEeTéHHOE MepLarLwyM rap-
MOHMNYECKUM XOPOBbIM POHOM.

[yxoBHasa my3sblka B XX n 1em 6Gonee B XX| Beke BbIXOAWUT Aaneko 3a
paMKu LEpKOBHbIX KaHOHOB 1 BorocnyxebHow npakTuku. TepMuH Tenepb
TPaKTyeTCsl KOMMNO3UTOPaMn B CaMOM LUMPOKOM CMbICre U BbupaeT B cebsi
pa3sMbILLNEHMST HA PENUINO3HbIE TeMbI, XyAOXKECTBEHHOE OCMbICIEHNE BO-
NpPOCOB Bepbl Yepe3 OKpyxawLwmii Mup, Yepes npupogy. MoxHo ckasaTb,
YTO Tenepb Kaxabli KOMMO3WTOpP BeAET CBOW Auanor ¢ borom Ha cBOém
COBCTBEHHOM Ai3bIKE.

Ona npodeccopa MockoBckon koHcepBaTtopun Banepus Kuktbl Tema gy-
XOBHOCTU NPOXOAUT Yepe3 BCE TBOPYECTBO, NPENOMMAACH B Pa3HblX XaH-
pax: cumdoHumn «dpeckn Cocun Knesckon», xoposbix onycax «CBeT Mor-
YanuebIX 3BE3AY», «XBana macTepy», «BosBpalueHvne Cedaton Lleunnuny,



KOHLIEPTHbIE AYXOBHbIE COMMHEHUSI HA NMO3TUYECKNE TEKCTbI BEMUKOWN KHATW-
H¥1 Onbrn PomaHoBon («BenukonoctHasa monuTeax», «Xpuctoc-Cnacurtens,
nomorny») n gpyrue. lpésol AHgpest Pybnésa — aTo XxopoBon parMeHT 13
Ganeta «Angpen Pybnés», ubs MMpoBasi npemMbepa cocTosinacb B 2016
rogy B AcTpaxaHckom TeaTpe onepbl U 6aneta. XopoBol BOKanua pucyet
HaM Myp haHTa3nin nereHaapHoro PyccKoro MKOHOMMUCLA: 3ByYaHune, Hadm-
HasiCb «HEBECOMO, MOITUTBEHHO, NMPOHMKHOBEHHOY» (pemapka aBTopa), pas-
pacTaeTcs 0 MOLLHOMO TYTTU U UCTauBaeT BMECTE C XU3HbIO TBOpLA.

Monopgon komno3autop Onecs EBctpaTtoBa, okoHYMBLUAA MOCKOBCKYI KOH-
cepsaTopuio y Banepusa KnkTbl 1 HbiHe — cama negaror B AnbMa-marep, He
NpPOCTO NPOAOIXaET TPAaAMLMM yunTens B XopoBon MuHuatiope «Monutea»
Ha CTUXW Benukoro kHA3A KoHctaHTuHa PomaHoBa (nucaBsluero nog nces-
foHuMom K.P), HO M BHOCUT 3MeMeHTbl COBPEMEHHbLIX KOMMO3UTOPCKMX
TEXHUK 1N NPUEMOB.

Ewé ogmH npeacrtaBmTenb KOMMO3UTOPCKON LUKOMbI MOCKOBCKOM KOHCep-
BaTOpMK, OOLEHT Kadeapbl komnosavuum ApTéM AHaHbeB obpaTtuncs K
npoBMAYECKOMY TeKCTy «3aBellaHusy nucatens BaneHTuHa PacnyTtuHa,
B35IB CTPOKM NopasuTenbHON akTyanbHocTu. «JlloboBb Kk PognHe — TO xe,
4YTO YyBCTBO K MaTtepu, Be4yHasi bnarogapHoOCTb €l 1 BeYHasi Tara K camoMy
Onuskomy cyulectsy Ha cBeTe... PogmHa 6onble Hac. CunbHen Hac. [o-
Open Hac. CerogHsi e€ cyabba BpyyeHa Ham — Oygem xe e€ JOCTOMHbIY.
OH «ycnblWwany» uUx Kak rmMH, B KOTOPOM CMMENnuCb NMPUYECKME U OyXO-
noabEMHbIE NHTOHALMN.

Monogon komnosutop MéTp KopsarvH, n3BecTHbIn paboTamu B KaHpax
CUMMOHMYECKON U OyXOBHOW MY3bIKW, cO34an psa NPOU3BEAEHUA OyXOB-
HO-NaTpmoTnyecKkon HanpasneHHocTn. «CTuxmpa ko gHto CesaTbix MepBo-



BepXoBHbIX Anoctonos [letpa u MaBna» 1 MyuHMaTiopa «Ymen npoLiatby»
(Ha cnoBa B. AAHYEeHKO) packpbIBalOT SIPKUIA MENOAMNYECKUA Aap aBTopa, ero
NPUBEPXXEHHOCTb BbICOKMM akageMU4eCKUM KaHOHaM, KOTopble Mo-npex-
HEMY BbI3bIBAlOT HEMOCPEACTBEHHbIN OTKNMK Yy crywatenen. O6 aTom ro-
BOPUT M komnosutop TaTbsHa LlaTkoBckas, puckHyBlIas obpaTtuTtbCcs K
TekcTy «boropoauvue [eBo, pagyica». mea 3a nnevyamu Benukux npeg-
LUECTBEHHMKOB, OHA Cymena HalTW OpUrMHarbHY, 3anoMUHAaMLLYCS
MHTOHaumto. «MHe KaxeTcs, YTO celyac AyxOBHas My3bika npeteprnesaeT
BO3pOXJEHNE B CAMOM MPEKPacHOM CMbICMe 3TOro CroBa, — cyuTaeT Ta-
TbaHa LWaTtkoBckas. — OHa Kak HUKOrAa ceyac HyxHa niogsam Ans Toro,
4yToObI Aywa Bocnpsna. Menoaus k Tekcty “boropoauua, [eBo” pogunach
B kaHyH npasocnasHoro PoxpaectBa 2021 roga. OHa npocTo 3a3By4vana B
Moen aylue, S 3anucana eé, kak MMNpoBM3aLmio Ha posine, 1 NOTOM caena-
na XOpOBYIO BepCuto. ATO My3bika MpULLIa KO MHe Kak 4ydo, Kak o3apeHune
cBbiley. [pogomkaeT 3Ty NMHUIO XOPOBOW aHTonorum u onyc «lnotuio
ycHyB» Anekces JléBuHa, xopmenctepa KamepHoro xopa MOCKOBCKOW KOH-
cepBaTopun.

[lyxoBHasa Tema 1 HaumoHarnbHbIV OOMBKIOP, UHTEPEC K OPEBHEPYCCKOMY
anocy — 310 obnacTb TBOpYECTBA NPEeACTaBNAET KOHUEPT Ans xopa «llecHu
OunoHuncusa boromasza» (Ha ctuxm T. 3ynbgukapoBa) pOCTOBCKOTO KOMMNO3M-
Topa KOpus MawwuHa. YacTb «benbii xpamy», 3anncaHHas Ha aucke, Nocesi-
LleHa TeMe Bpaxeckoro Halectsusi Ha [peBHiolo Pycb, yeli o6pa3 meTa-
dopuyeckn accoummpyetcs B ctuxax ¢ Codmickum Bonorogckum Genbim
XpamoM, a B My3blke nepefaH 4epes CTUnM3aumio pacrneBa U XpaMoBOro
neHus.

Csoero poaa apky ¢ «AHrern Bonusiie» obpasyeT YacTb «K KoMy Bo3onuio,
Bnagplunue» 13 OyXOBHOMO KOHLEpPTa Aff COMUCTOB M CMELLIAHHOMO Xopa



TaTbsiHbl CMupHOBOW. CkopbOHOE, MecTamu nepexogsiliee B NPUYET, COno
COMpaHo, 1 OTBEYatOLLMI XOP — TO YCNOKauBaloLLMA, TO BTOPSALLMIA CONUCT-
ke. Tak NpoTsArMBaeTcs HUTb CKBO3b AECATUNETUS, A0oKa3sblBas >XWBOTBOP-
HOCTb JyXOBHbIX OCHOB.

MoaBwxHuyeckasa geatensHocTb KamepHoro xopa MoCKOBCKOW KOHCepBa-
TOpUM M ero XyAoXeCTBEHHOro pykosoguTens, npodeccopa AnekcaHapa
ConoBbéBa, CTaBALLErO B NMPUOPUTET UCMONHEHNE COBPEMEHHON MY3bIKM,
4YacTo AaéT TBOPYECKMN MMMNYNbC KOMMNo3uTopam. Tak, k npumepy, dudum-
pamMb Ans BMOMOHYENV U CMeLLaHHOro xopa «W CHOBa XWTb HaudHy» ne-
TepOyprckoro aBTtopa Ceprest EkumoBa cTan «TBOPYECKMM MPUHOLLEHUEM
AnekcaHapy ConoBbEBY» U OTpa3uncsa B MocesLlleHun aptucty. Hebonb-
Wwoe no macwTtaby NMpuko-chmnnocodckoe COYMHEHMNE Ha CTUXWU apxuenu-
ckona lMutnpmma CoikTbiBKApckoro M Komu-3bIpsSHCKOro HamnoMUHaeT o
BEYHbIX LIEHHOCTSAX: O M6BM, O Bepe, O NOMHOTE XW3HW, HECMOTPS Ha Obl-
CTPOTEYHOCTb BpeMeHu. [onoc convpytoLlen BUonoHyenu (conuct — Bacu-
nun CtenaHoB) cnoeHo [o6pbiit nacTbipb, FOBOPSALLMIA NPONOBEAb, HakKna-
[OblBaeTCH Ha XOPOBOE 3By4YaHWe, KOTOpoe KOMMO3UTOP — NpodeccrmoHarb-
HbI XOPOBOW ANPUXKEP — MbICITUT OPKECTPOBO, CUMDOHNYHO, MPOAOMKas B
3TOM paxMaHUHOBCKME TpaauLuu.

[MoTpebHoCTb B AyLUeBHOW TEMnoTe, MOUCK KpacoTbl M rapMOHUN cpean xa-
oca U rMnepTporpoBaHHOM arpeccmmn OKpyXKatoLero Mmpa — Tak MOXHO
chopmynupoBaTh KoHLEeNT TBopyecTBa Cepresi EkumoBa, oTH4ETNNBO Bbipa-
XKEHHbIN B ero «Bokanuae». 3TO pekBMeM, HECYLLMI CBET M NMOKON, Ha ANUC-
Ke npepcTasrneH B Bepcun ansa conpaHo (Mapusi YenmakuHa), xopa, dop-
TenuaHo (3a posinem astop — Ceprent EkumoB), opraHa (EBreHuns Kpusuu-
kasi) n BmonoH4yenu (Anekcern BacunbeB). [lepBoe ncnonHeHne aBTOPCKON
penakumm COCTOANOCh Ha OWNEeNnHOM KoHUepTe konnektuea B bonbliom
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3ane MOCKOBCKOW KOHCepBaTopuu, Kak U MupoBasi mpeMbepa nbechl «Lux
in tenebris» (CBeT Bo TbMme) Anst anbta u xopa a cappella, kKoTopyk komno-
3utop Kysbma bogpos nocsatun «Csetnoii Mamsatn bopuca Mpuropbesuya
TeBnuHa», ocHoBaTensa KamepHoro xopa MockoBckon KoHcepBaTopun. Bo-
kanu3 aneta (conuct — KOpuin BalwmeT), npuyuyanmMBo BNAETEHHbIA B XOPO-
BYIO MapTUTYpy, cTan eLé ogHUM XMBbIM YENoBEYECKUM roriocoM, TO CONu-
pytoLMM, TO OENUKATHO YCTYNAOLLMM «NEPBYHO CKPUMKY» XOpY.

[pamatyprus amcka okasblBaeTCs M3SALLHO 3aKOSbLIOBAHHOW: XOPOBYHO KOI-
neKuno 3aBepLuaeT pycckasi knaccuka — comHan Mepson cumdgoHum Ckpsi-
6uHa, rae npososrnawuaetcsa «Cnaea uckyccTBy». Beab Mysbika, AyxoBHble
LIEHHOCTN HEM3MEHHO AaloT Oropy YernoBeky, He4AapOM BEMUKUIA PYCCKUIA
noaT JlepMmoHTOB Nucan: «EcTb cuna bnarogatHas B CO3ByYbe CIIOB XUBbIX,
N ObILUUT HEMOHATHAsA CBATAasA MPEnecTb B HUX».

Bce npousseaeHunst Ha aucke npeacrtasneHsl B live-popmare, 1 910 — cBoe-
ro poga oMpMeHHbIV 3HaK U NpuHUMN paboTbl Anekcanapa ConoBbéea: «B
Becenax Cco 3ByKOpeEXMCCEPaAMU NPUATHO CriblLaTh UX OLEHKY “nepdeKkTHo-
CTW” UCMNOMHEHNSA NapTUTYpbl, 9KBUBANEHTHOrO CTyaAuUiHOW 3anucu. Beerga
HacTpauBato neBLOB: “HeobxoaMma npegenbHas dHepreTuyeckas KoHLeH-
Tpauus Ha XyOOXECTBEHHbI 06pa3 yepe3 6e3yKopusHeHHOe crefoBaHve
aBTOPCKOMY TEKCTY AN nepefavn TOHYanLmMX KOMNO3UTOPCKNX BMBpaumn.
BaxHelwas 3agayva uCMonHUTENs Kak WHTeprnpetatopa — OTpa3wTb 3a-
Mbicen TBOpLa, CTaB “3epKanom napTuTypbl” U He NOTEPSIB NPU TOM COO-
CTBEHHYI0 MHAMBUAYANbHOCTL ».

Eszerus Kpusuukasi,
npogheccop, 0KMop UcKyccmeogedeHuUs
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Cepreit EkumoB  EBreHunsi Kpuuukass Mapusa YenmvakuHa
Sergey Ekimov  Evgenia Krivitskaya Maria Chelmakina
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I BELIGVE!

Sacred Music in the Concert Halls of the Moscow Conservatory

of the adoption of Christianity until the 17th century, church singing

was in fact the only form of professional written musical art in Rus’.
Znamenny chant, part singing, sacred concertos for a cappella choir, vo-
cal and instrumental compositions of the cantata/oratorio type — this is the
evolution made by sacred music while the frames of the genre grew wider.
These sources have not dried up and continue to feed contemporary com-
posers. The album “I Believe!” is an anthology of sacred music covering the
period from the late 19th century to the present day.

Sacred chants are the oldest layer of Russian music. From the time

It opens with the chorus “We Hymn Thee” by Pyotr Tchaikovsky from his
Liturgy of St. John Chrysostom (1878). The composer created the work so
it could be performed during divine services, but the texture, and most im-
portantly, the emotional content of the music turned out to be insufficient-
ly “strict” and “non-church,” which predetermined the fate of the work as a
concert opus.

A similar fate awaited his younger contemporary and spiritual heir, Sergei
Rachmaninov, who, following the example of Tchaikovsky, also created his
own versions of the Liturgy of St. John Chrysostom (1910) and All-Night
Vigil (1915). According to Natalia Guryeva, a researcher of the composer’s
legacy and associate professor at the Moscow Conservatory, “if you mix the
numbers written by Rachmaninov with the liturgical troparia and stichera
that are necessary in the context of worship, you get a strong stylistic dis-
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sonance. And, from a musical point of view, there is a risk of an incorrect
combination, because of which the service can fall apart, be divided into
parts where it is not provided for by the Church Charter. Another significant
reason is the line-up of the choir. Rachmaninov wrote his All-Night Vigil for
a 12-voice mixed choir. To perform the complex choral score, profession-
al singers are needed, a rather large line-up, which is far from available
in every temple <...> One more detail does not contribute to this as well:
the composer’s interpretation of canonical texts. Rachmaninov sometimes
transforms a quiet and reverent prayer into a detailed epic narrative that
clearly goes beyond the boundaries of a church service.” This is exact-
ly how, on a symphonic scale, “Rejoice, O Virgin” from the All-Night Vigil
sounds on the album.

Igor Stravinsky’s interest in sacred choral music arose in the wake of the
composer’s return to Orthodoxy. As he later recalled, “I returned to the Or-
thodox Church in 1926 (then | went to communion for the first time since
1910).” At that time, he composed the chorus “Our Father” and later, in
1932, the chorus “I Believe,” after which this album is named. Stravinsky’s
musical interpretation of the text of the main dogma of Christianity — “I be-
lieve in One God, the Father Almighty” — is paradoxical at first glance: this
virtuosic chanting of words requires perfect diction and elastic rhythm from
the singers. It is not a prayer in the generally accepted sense, but a furious
and persistent incantation intended to “impress” a theological command-
ment into the minds of the listeners.

Pavel Chesnokov was one of the most prominent Russian composers in
the field of church choral music. His works are distinguished by sublime
beauty and goodness, which predetermined their popularity not only in Rus-
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sia, but also abroad. This is what we find in the obituary for him: “P.G.
Chesnokov left us inimitable examples of high religious inspiration, which
burned with a quiet flame in him all his life. Without striving for any external
effects, Chesnokov inspired the words of prayer petitions and praises with
the simplest melodies, which sounded from the depths of pure and perfect
harmony. His music is alien to earthly passions, and no earthly thought
penetrates into the depths of simple and strict harmonies. This wonder-
ful composer interpreted church music as prayer wings, on which our soul
easily ascends to the throne of the Creator.” Among his vast legacy (over
400 sacred works), “Angel Cried Out” is one of his greatest achievements.
It is an Easter chant, a hymn of praise to Holy Mother, in which the image
of an angel is conveyed through an expressive soprano solo entwined with
a shimmering harmonic choral background.

Sacred music in the 20th and even more so in the 21st century goes far
beyond the framework of church canons and liturgical practice. The term is
now interpreted by composers in the broadest sense and includes reflec-
tions on religious themes, artistic understanding of issues of faith through
the surrounding world and through nature. It can be said that each com-
poser now has his or her own dialogue with God in his or her own lan-
guage.

For Valery Kikta, professor of the Moscow Conservatory, the theme of
spirituality runs through all his works, refracting in different genres: the
symphony Frescoes of Kiev St. Sophia, the choral opuses Light of Silent
Stars, Praise to the Master, and Return of St. Cecilia, the concert sacred
pieces based on poetic texts of Grand Duchess Olga Romanova (“Lenten
Prayer,” “Christ the Savior, Help”), etc. “Andrei Rublev’'s Daydreams” is a
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choral fragment from the ballet Andrei Rublev. Its world premiere took place
at the Astrakhan Opera and Ballet Theatre in 2016. The choral vocalise de-
picts the world of fantasies of the legendary Russian icon painter: starting
“weightlessly, prayerfully, soulfully” (the composer’s note), the sound grows
to a powerful tutti and melts along with the master’s life.

Olesya Evstratova, a young composer who studied at the Moscow Con-
servatory with Valery Kikta and now teaches there, not only continues her
teacher’s traditions in her choral miniature “Prayer” set to the verses of
Grand Duke Konstantin Romanov (who wrote under the pseudonym K.R.),
but also introduces elements of modern composing techniques.

Artyom Ananiev, another representative of the Moscow Conservatory’s
composing school and associate professor of the department of composi-
tion, turned to the visionary text of Valentin Rasputin’s Testament, taking
lines of amazing relevance: “Love for Motherland is the same as feeling for
mother, eternal gratitude to her and eternal craving for the closest being in
the world ... Motherland is bigger than us. Stronger than us. Kinder than us.
Today, her fate is entrusted to us — let us be worthy of it.” He heard them as
a hymn where lyrical and uplifting intonations intertwine.

Pyotr Koryagin, a young composer known for his works in the genres of
symphonic and sacred music, created a number of works of a spiritual and
patriotic kind. His “Sticheron for the Day of the Holy First-Throned Apos-
tles Peter and Paul” and miniature “Be Able to Forgive” (words by Vadim
Yanchenko) reveal the composer’s pronounced melodic gift and commit-
ment to high academic canons, which still evoke a direct response from
listeners.



Venturing to turn to the text “Rejoice, O Virgin,” Tatiana Shatkovskaya
speaks about the same. With all those great predecessors behind her, the
composer managed to find an original and memorable intonation. “It seems
to me that sacred music is coming through a revival in the most beautiful
sense of the word,” says Tatiana. “People need it now more than ever to
rejuvenate their souls. The melody to the text of “Rejoice, O Virgin” was
born on the eve of Orthodox Christmas of 2021. It just started to sound in
my soul, and | wrote it down as a piano improvisation and then made a cho-
ral version. This music came to me like a miracle, like a flash of inspiration
from above.”

This line of choral anthology is continued by “In Flesh Thou Didst Fall
Asleep” written by Alexei Lyovin, a choirmaster of the Chamber Choir of the
Moscow Conservatory.

The spiritual theme and national folklore, interest in the ancient Russian
epos — this area of creativity is represented by Songs of Dionysius the Icon
Painter, a concerto for mixed choir (words by Timur Zulfikarov) by the Ros-
tov composer Yuri Mashin. The featured movement “White Temple” is ded-
icated to the subject of the enemy invasion of Ancient Rus’, the image of
which is metaphorically associated with the white temple of St. Sophia in
Vologda in the verses and conveyed through the stylization of chant and
church singing in the music.

The movement “To Whom | Cry Out, Our Lady” from Tatiana Smirnova’s sa-
cred concerto for soloists and mixed choir forms a kind of arch with “Angel
Cried Out.” A mournful soprano solo sometimes turns into a lamentation,
and the chorus that responds to it sounds calming or echoes the soloist.
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This is how the thread stretches through the decades, proving the vitality of
the spiritual foundations.

The selfless activity of the Chamber Choir of the Moscow Conservatory
and its artistic director Prof. Alexander Solovyev, who prioritizes the perfor-
mance of contemporary music, often gives a creative impetus to compos-
ers. So, for example, “And | Will Start Living Again,” a dithyramb for cello
and mixed choir by St. Petersburg’s Sergei Ekimov became “a creative of-
fering to Alexander Solovyev” and was reflected in the homage to the artist.
A small-scale lyrical and philosophical work based on the verses of Arch-
bishop Pitirim of Syktyvkar and Komi-Zyryansk reminds us of eternal val-
ues: love, faith, and the fullness of life despite the transience of time. Like
the Good Shepherd preaching a sermon, the voice of the solo cello (played
by Vasily Stepanov) is superimposed on the choral sound, which the com-
poser, a professional choir conductor, interprets in an orchestral, symphonic
way, continuing Rachmaninov’s traditions.

The concept of Sergei Ekimov’'s works clearly expressed in his “Vocalise”
can be described as the need for spiritual warmth and the search for beauty
and harmony among the chaos and hypertrophied aggression of the sur-
rounding world. This requiem that brings light and peace is featured as a
version for soprano (Maria Chelmakina), choir, piano (played by the com-
poser), organ (Evgenia Krivitskaya), and cello (Alexei Vasiliev). The first
performance of the composer’s version took place at the Chamber Choir’s
anniversary concert at the Grand Hall of the Moscow Conservatory, as did
the world premiere of the piece “Lux in tenebris” (Light in Darkness) for vio-
la and a cappella choir that composer Kuzma Bodrov dedicated to the lov-
ing memory of Boris Tevlin, the founder of the Chamber Choir of the Mos-
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cow Conservatory. Intricately woven into the choral score, the viola vocalise
(played by Yuri Bashmet) is another living human voice, now soloing, then
delicately yielding to the “first violin” of the choir.

The dramatic concept of the album is elegantly looped: the choral collection
is completed by a Russian classical piece — the finale of Scriabin’s Sym-
phony No. 1 proclaiming “Glory to Art.” After all, Music and spiritual values
invariably give support to a person. It is not for nothing that the great Rus-
sian poet Lermontov wrote: “There is a power of grace in the consonance of
living words, and an incomprehensible holy charm breathes in them.”

All works on the album are live recordings, and this is a kind of trademark
and principle of Alexander Solovyev’s work: “When | speak to sound en-
gineers, it's a pleasure to find out that they think our live performances of
the scores are as perfect as studio recordings. | always say to my singers:
“To convey the finest vibrations, we need ultimate energy concentration on
the artistic image through impeccable adherence to a composer’s text. The
most important task of the performer as an interpreter is to reflect the cre-
ator’s intention through becoming a mirror of the score without losing his
own individuality.”
Evgenia Krivitskaya,
Professor, Ph.D. in History of Arts
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CHAMBER CHOIR OF THE MOSCOW CONSERVATORY

Choirmasters:
Maria Chelmakina, Taras Yasenkov, Alexei Lyovin, Maxim Pimonikhin
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Prof. Alexander SOLOVYEV
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Yuri Bashmet, viola ([15])
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Sergey Ekimov, piano ([16])

Evgenia Krivitskaya, organ ([16])

Vasily Stepanov, cello ([14])

Maria Chelmakina, soprano ((4], [11], [13], [16])

Recorded live:

February 7, 2022 at the Rachmaninov Hall of the Moscow
Tchaikovsky Conservatory (1] —[4]);

April 10, 2022 at the Small Hall of the Moscow
Tchaikovsky Conservatory (5] — [10]);

April 4 (11] —[14]) u and September 12 ([15] - [17]) , 2022 at the Grand Hall
of the Moscow Tchaikovsky Conservatory.

Sound directors: Ruslana Oreshnikova ([1] - [10], [15] - [17]), Mikhail Spassky ([11] —
Mastering: Ruslana Oreshnikova
Engineers: Alexei Meshchanov (L] -[4]), Vladislav Krylov (5] - [10], [15] - [17]),
Anton Nikolenko ([11] -
Design: Alexei Gnisyuk
Executive Producer: Eugene Platonov
© & ® 2023 The Moscow Tchaikovsky Conservatory
All rights reserved
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