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opoBasi My3blka 3aHMMaeT BaxHelllee MecTO B KOMMO3UTOPCKOM Hacrneaun Muxaw-

na MNetyxoBa. OHa BKNtoyaeT B cebs boxecTBeHHyto JluTypruto ot MoaHHa 3nartoycta

(Hanboree MOMHy B MCTOPUM XaHpa MO KONMMYECTBY My3blKkanbHbIX HOMEpOB), pas-
NMYHbIe AyXOBHbIE KOHLEPThI, psaa ncanmos [asuga, monutey «Bnagbiko Xpucte Boxe» 13
[MokasiHHOro KaHoHa, «3CKM3bl» Ha CTUXK [€Te 1 ApyrMe CoOYNHEHUS.

MocTosHHO 0Bpallasch K XaHpy LEPKOBHOM XOPOBOM My3blK/ U MPU3HABAsCb B TOM, YTO OHa
efiBa N1 He Bornee Bcero BOMHYET ero cephue U TBopueckoe BoobpaxkeHwue, MeTyxoB ogHax-
Jbl Hanucarn:

«YTO MOXET CpaBHUTLCS C NOAOOHBIM aKyCTUYECKMM Yy4OM — CO3BYYMEM, BOCNPOU3BELEH-
HbIM MHOXXECTBOM XMBbIX YENOBEYECKUX FON10COB? YTO MOXET ObITh NpeKpacHee, eCTECTBEH-
Hee 1, OHOBPEMEHHO, CIOXHee TOro, Koraa CrivsiHue OQyLeBHbIX U (DU3NYEeCKUX YCUnuim Le-
110ro KOMmneKTMBa 3acTaBnsieT camyto NPOCTYH rapMOHMYECKYHO (DYHKLMIO MOporo npuobpe-
CTW BbicoYanLwmnin cmbicn? Korga, Hanpumep, B Benuvkuii YeTBepr B xpame xop Noét «Beuepun
TBoest TarHbIsg AHeCb» JIbBOBA, KaXeTcH, YTO HUYero npekpacHee He cyllecTByeT. A Korga B
cduHane Oesston cumdoHun betxoseHa B anusoge Allegro assai e vivace nocne HeucTo-
BbIX MOAYNSLMN OPKECTPOBON WHTEPNIOANM POXOAETCA TaMHCTBEHHOE KOPOTKOE 3aTullibe,
KOTOpOE HapyLUaeT BHe3arnHoe NukyloLlee 3By4aHne xopa, NoYvTu ocnennssa Hac, Hanogobue
CUNbHENLLEeNn BCMbILWKN CONHEYHOrO CBEeTa, — HEBOSMbHO YYBCTBYELLb, Kakoe 3TO cyacTbe AN
MUMMVOHOB — CNNTLCA B pagocTy ogHow! HeT COMHeHus B TOM, YTO MUCTUYECKas KpacoTta
XOPOBOro NEeHNs TauTcsa B €ro n3HavarbHO LiepKOBHOW npupoae. XpucTnaHckoe MMpoBo33pe-
HWe B WCKYCCTBE OLApWI0O UCTOPMIO YeroBeyecTBa Co3faHnemM 6ecyMCrieHHbIX Bonblnx 1
MarnbIX My3blKarnbHbIX LWEeAEeBPOB, B KOTOPbIX TaK YacTo OLLyLLaeTCsd Hepa3pblBHOE €4UHCTBO
pPennrmo3HoOro N HapogHo-NeceHHoro Havan. M aTo eanHCTBO C OAMHaKOBOW CUITON BrevaT-
nseT Hac B meccax YXockeHa, B APEBHEPYCCKNUX MHOMOrOMOCHbLIX NECHOMEHUSX, B GaxXOBCKNX
CrtpacTsx, B «[MmHe Hauui» Bepgn unu B maneHbkom xope Andkosa «[oCToWHO ecTby». U
S1 He CIlyja/HO CCbIfNalCb Ha MpUMepbl XOPOBOWN My3blkW. VIMEHHO OHa, Kak MHe KaxeTcs,



vyepes3 accoumaTnuBHYHO CBA3b C J'IaLlO-FapMOHI/ILIeCKOIZ CeMaHTUKOM XPaMOBOIo neHna Kak Obl
npuy4aeT Hall CnyX pacno3HaBaTb XOpPalibHO-MONMMTBEHHYO Npupoay My3blkn BOOOLLEY.

,ElymaeTc;i, 4yTO I'IpVIBeﬂ,éHHOG 34eCb CTOJIb OTKPOBEHHOE NMPpU3HaHWEe KOMNo3nTopa cnocobHo
natb 1 Hanbonee BeprIVI KIOY K BOCMPUATUIO U UIYHEHUKD €r0 XOpOBOVI MY3bIKWU. B npeana-
raemMbix cnywiatesnto Ha 3TOM OUCKEe COYUHEHUAX HarmaaHO NposABnAeTCA TBOpYeCKoe Credo
nx aBTopa. OHu NUCKpEHHEe TNOGUMBI U UX UCTIONHUTENAMU, U ny6nvn<017|. OHU BbICOKO LLEEHUMbI
I'IpO(*)eCCVIOHaJ'IaMVI. Bce oHu YONBUTENBbHO pa3Hble. M B HUX CrOBHO 3anevatneHsbl OT3BYKU
rny60|<o JINYHbIX KOMMNO3UTOPCKUX OHEBHUKOB, pO)K,D,éHHbIX B NnyTewecTBudax no Mmpy u Lie-
OPO BOCNeBaLWMX TBOPYECKYHO SHEPTUKD U CUIY BOOXHOBEHUA. W xoTsa ucnonHeHune noboro
N3 HUX 3a4acCTyro COMpsAXXeHO C OrpOMHbIMU 3aTpatamMun I'IpO(*)eCCI/IOHaJ'IbHOFO TpyAa, pesynb-
TaTbl TAKOBOINo HEUM3MEHHO BEHYAKOTCA PaaoCTbiO 3aCITy>XEeHHOro ycrnexa n TBop4YeCcKoro yaoB-
neTBopeHud.

XopoBble coumHeHus lMeTyxoBa Ha GOrocnoBCKy0 TEMaTUKy MPOYHO CBA3aHbl C HaLMOHamb-
HbIMW LePKOBHBIMW TPaguLUAMKN PYCCKOrO XOPOBOrO MUCbMAa, CIOXMBLLUMMCS B TBOpYeCTBe
BopTtHsiHCckoro, Yankosckoro, Kactanbckoro, YecHokoBa, PaxmaHuHoBa. [puHumMnvansHoe
XenaHue aBTopa crnefoBaTb CTPOrMM MpaBunam BOCCO34aHUSA MOAJSIMHHO LIEPKOBHOW MO-
NNTBEHHON aTMoCcdepbl AenatT 3TU COMMHEHUS, XOTA U NpefHa3HavYeHHble AN KOHLEepTHON
CLIeHbl, BO3MOXHbIMWU A151 UCNOMHEHUS UX B BomnbLIOM Xxpame no ocobomy cnyyato. Ux apkui
My3blKalnbHbIN A3bIK, ONUPasiCb Ha TPaAMLUWN CTapbiX MacTEPOB M COXPaHsil BEPHOCTb 00-
pasuam BblpasnMTENbHOCTU U KpacoTbl, NOPaXaeT HEOXKNOAHHOCTLIO U HOBU3HOW. [epen nes-
YMMKU BCTaOT 3a4ayn BbICLLEro UCMOMHUTENBLCKOrO nopsgka. Beuay ceoen rapmMoHWYecKkom
HaCbILLEHHOCTN 1 cneundukm NnonndoHmM3aumm akTypHON TkaHW GONbLUMHCTBO COMUHEHUN
Muxanna lNeTyxoBa MOryT ObiTb UCMOMHEHbI MWL 3HAYUTENbBHBIM MO COCTaBy Npodeccuo-
HanbHbIM XopoM. Cpeau HUX Te, KOTopble NpeacTaBrneHbl Ha NpeanaraeMom Aucke.

50 NMcanom faBuga («Momunyi ms, Boxe...») sBNsieT coboto IPKO BbIpaXEHHOE My3blKarib-
HO-ApamMaTypruyeckoe MoBECTBOBaAHME C YepTamy COHATHOW DOpMbl C 3epKarnbHOW penpu-
3011. Ero HeogHokpaTHo bninctatensHo ucnonHsin bopuc TeBnvH co CBOMM BENUKONENHbLIM MO



coctaBy KamepHbiM xopoM MockoBckol koHcepBaTopun. COYMHEHWE MMENO OrPOMHbBIN My-
GnMUYHBIN pe3oHaHC 1 Ha ero npembepe GbINo KBaNUMULMPOBAHO creuyanMcTaMmn Kak «Bo3-
poxaeHue Pycckon My3bIkny.

Tponapb Kpecty, «[docToitHO ecTb», «BockpeceHne TBoe» — hparmeHThl NepBoro Lwe-
cTuyacTHoro [JyxoBHOro KoHuepTa eTyxoBa. OTv bnecTswme no xapakTepy Mbechkl, Hanw-
CaHHble UX aBTOPOM C BOMbLUMM TEXHUYECKMM pasmMaxoMm, NoTpebyoT OT Xopa BbICOKOW Mpo-
deccrmoHanbHOM OCHALLEHHOCTU U He3aypsiAHOrO BUPTYO3HOTO MacTepcTea. M rMMHUYecKuin
Tponapb Kpecmy B cbopme poHAo, 1 nacxanbHoe «BockpeceHne TBoe» B xapakTepe cTpe-
MUTEMbHOW NpasgHUYHON PyrM — HECOMHEHHOE TOMY CBUAETENbCTBO. COUMHEHUS 3TN yXKe
[OaBHO 3aCNyXWIu NpusHaHne MHOTVX BbIAAKLLMXCSH XOpMencTepoB Poccun, cpeamn KoTopbIx
cnegyeT BbiaenuTb kopudeeB — bopuca TeenvHa n Bnagucnasa YepHylueHko, a Takke He-
BEpPOSATHO ogapéHHoro KybuHua Mapwvo Byctunno, MHorve rofbl BosrnaenssLiero bpsHckuii
aKageMu4eckuii xop.

BoxecTtBeHHas Jlutyprusa ot MoaHHa 3nartoycrta 3aHumaeT, 6€3yCcrnoBHO, rMaBHOE MeCTO
cpean XopoBbIx codnHeHun Muxanna MeTyxoBa. OHa counHanace B Mockse B 3IMHE-BECEH-
Hun nepuog 2007 roga 1 B mae Obina 3aBeplueHa B Pume. 310 counHeHne nocBsiLeHo namsi-
Tn HacToaTensa xpama Manoro BosHeceHus npotonepes leHHaans Orpbi3koBa, KOTOpPbIN Obin
HaCTaBHUKOM U [yXOBHbIM OTLIOM KOMMo3uTopa. IMeHHO noa BNnsHWeM CBETON NUYHOCTU
3TOro BbIAAKLLErocs CBALEHHMKa MeTyxoB cTan COYMHATL XOPOBYHO AYXOBHYHO MY3bIKY.

MapTtutypa JIntyprum TexHmyeckn odeHb cnoxHa. OHa cocTouT n3 25 necHoneHun, obvean-
HEHHbIX TEMaTUYECKOWN CTPYKTYPOW ¥ TOHarbHbIM NNaHoM. VM aTo egBa N HE eQUHCTBEHHbIV
npuMep B UCTOPUM KaHpa, Koraa noYvTy BeCb NIUTYPruyeckuii TEKCT C y4acTMeM NeBvmx nomno-
XKeH Ha My3blKy. B pasBEpHYTbIX XOPOBbIX 3MM304axX C MOMUTBEHHbIM TEKCTOM HELOCSAraeMon
NoO3TUYECKON KpacoTbl MPOCEXMBAETCS SIBHOE HAMepeHWe KOMMo3uTopa npuaatb UM CTpo-
rme knaccumyeckme opmbl. VX, Ha nepBbI B3rMaa, 3aMKHYTOe My3blKanbHOE NMOCTpOoeHue
ApamaTypruyeckm CornacoBaHoO C AMHAMWKOW Pas3BWUTUSI BCErOo NMUTYPruyeckoro AencTBa —
3TOr0 MHOFOBEKOBOTO TBOPEHMWS MOWCTUHE He3eMHOW MyapocTu. locne oveHb ycreLuHown



npemMbepbl HEKOTOPbIX YacTel Nutyprum B PaxmMaHuHoBCkoM 3arne MoCKOBCKOW KOHCepBaTo-
pumn B UcnonHeHun PunapmMoHUYeckon kanennbl «Apocnasus» nod ynpasneHnem Bnagnmu-
pa KoHTapeBa, aTa kpynHasi xopoBasi NapTutypa npubpena WmMpokyt U3BECTHOCTb Yy POCCUI-
cKoW 1 3apybexxHon nybnukn. Bot 4yto nucan o boxectseHHon JuTyprun Muxauna lNeTyxo-
Ba M3BECTHbIV UTaNbAHCKUA UCTOPUK M My3blKarnbHbIA KPUTUK Nnpodeccop Mapuo CnepeHuu:
«Jlutyprua Muxauna lNeTyxoBa — 3T0 Npou3BeaeHUe, OTNIYaKOLLEECS BO3BbILLEHHOW CTPOro-
CTbl0, KOTOPas BbI3bIBAET accouuauum, 0COBEHHO Y UTaNbsHLEB, HE TOMbKO My3blKarbHble,
HO 1 HaMOMVHAET O BO3BbILLEHHO-CTPOrMX 06pa3ax BEMUKOro M306pasnTenbHOr0 UCKycCTBa
ot CpegHeBekoBbsa A0 PeHeccaHca, ykpawatwme Bo PrnopeHumMn n gpyrmx ropogax Wra-
NN LepKBU, My3en ¥ nnowagun... ATo He TOMbKO Npou3BefeHue, oTnuyatoLieecs 6onbLIon
KOMMO3MLNOHHOWN, KYNbTYPHOW U PENUrmo3Ho camobblTHOCTBIO, HO U BblpaxeHue rnybokomn
1 BceobbemnoLLen yoexxaéHHOCTH, peann3oBaHHoOe C HeOOblYaHOW CUMON. SCHO, YTO 3TO
He CUMIOMUHYTHbI TBOPYECKWIA NOPbIB, @ BOMMOLEHNE AAaBHO CO3PEBLLEN MbICMM, Korga CTpo-
rocte popMm 1 rny6okoe BOOXHOBEHME HAaXOAUTCS B MOMHOM COrfacoBaHWK, KOraa yBaxeHue
TPaAULMOHHBIX NMUTYPruyYeckmx 3akoHOB 0BGHOBMSAET MX NOCPEACTBOM COBPEMEHHOW rapMOHU-
3auun, cregys NpUMepaM BEMUKUX COMMHEHMI XX Bekay.

ABa 3ckusa Ha ctuxu METe B OTNM4YME OT npedblOyLMX NPOM3BELAEHUA MMEIOT CBETCKOe
cogepxanuve. NepBoHayanbHO OHW ObINW HanucaHbl [1eTyxoBbIM eLé B IOHOCTM ANS COonu-
CTOB, X0pa 1 opTeNMaHo, OAHAKO, CMYCTS MHOIO J1ET,- MOMHOCTBIO NepeaenaHbl ANs xopa a
cappella. Ockunsbl NpoyHo 3aneyatneny B GnarogapHoV NamsATU MX co3gaTenst UMs BblAato-
Lerocsl ykpamHckoro komnoautopa XX Beka bopuca Hukonaesuya JlaTowmHckoro, ot KOTo-
poro oguHHaguaTuneTHUn Mmnxann nonyynn To 6ecueHHoe npodeccrmoHanbHoe briarocrnose-
HVe, KOTOPOE BCELLeNo onpeaenuro ero nocrneayoLLyo TBOPYECKYO XM3Hb. Cneuunduka my-
3bIKanbHOro A3blka OCKU30B Ha CTUXM [ETe NPUYMCNSIET MX K COYMHEHNSM HauBbICLLEN TeX-
HMYECKOWN TPYOHOCTM B MCTOPWMM COBPEMEHHONO XOPOBOro peneptyapa. [o cyactnveoii cny-
YaNHOCTM OHW COXPaHUINCb B @pPXMBHOW KOHLIEPTHOWM 3amvcyu MOMCTUHE BbIAAOLLErocs Wc-
nonHeHns KamepHoro xopa MOCKOBCKOW KOHCEpBaTOpUW Mo, BAOXHOBEHHbBIM yrpaBrneHneM
Bopuca TesnuHa.

lpogh. Cepeedi lNpockypuH



This includes the Divine Liturgy of St. John Chrysostom, which is the most com-
prehensive example of the genre in terms of the number of musical pieces, vari-
ous sacred concertos, the cycle Psalms of David, the prayer “O Lord and Master, Christ
our God” from the Canon of Repentance, Sketches to Goethe’s Poetry, and other works.

Choral music plays a significant role in Mikhail Petukhov’s compositional oeuvre.

While constantly turning to the genre of church choral music and admitting that it perhaps
more than anything else excites his heart and creative imagination, Petukhov once wrote:

“What can compare to the acoustic miracle of the consonance reproduced by a multitude
of living human voices? What could be more beautiful, more natural, and, at the same
time, more complex than the fusion of the spiritual and physical effort of a whole collec-
tive that sometimes gives even the simplest harmony a profound meaning? For example,
when the choir sings Lvov’s ‘Of Thy Mystical Supper’ during Maundy Thursday service in
church, nothing seems more beautiful than this. And when, in the finale of Beethoven’s
Ninth Symphony, the Allegro Assai e Vivace section, after the frantic modulations of the
orchestra interlude, there is a mysterious and brief lull, which breaks the sudden and ju-
bilant sound of the choir, almost blinding us like a powerful flash of sunlight, one invol-
untarily feels the immense happiness that it must be for millions to come together in one
moment of joy! There is no doubt that the mystical beauty of choral singing lies in its in-
herent ecclesiastical nature. The Christian worldview in art has gifted human history with
the creation of countless musical masterpieces, both large and small, that often evoke a
sense of the inseparable unity between religious and folk song principles. This unity is
equally impressive in Josquin des Prez’s masses, Old Russian polyphonic chants, Bach’s
Passions, Verdi's Hymn of Nations, and Yaichkov’s small chorus ‘It Is Truly Meet.” And it's
not a coincidence that | cite the examples of choral music. In my opinion, it is choral mu-
sic that trains our ears to discern the choral and prayerful nature of music through its as-
sociation with the modal and harmonic semantics of church singing.”
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It seems that the composer’s candid confession above can provide the most reliable key
to the perception and study of his choral music. The works featured on this CD clearly re-
veal the composer’s creative Credo. They are sincerely loved by performers and listen-
ers, and highly valued by professionals. Each one is remarkably different from the oth-
ers. They seem to echo the composer’s deeply personal diaries, which were born from
his travels around the world and generously celebrate the creative energy and power
of inspiration. Although the performance of any of these works often involves enormous
amounts of professional effort, the results are invariably crowned with the joy of well-de-
served success and artistic satisfaction.

Petukhov’s choral works on theological themes are firmly rooted in the national eccle-
siastical traditions of Russian choral writing influenced by the works of Bortnyansky,
Tchaikovsky, Kastalsky, Chesnokov, and Rachmaninov. The composer’s fundamental
desire to adhere to strict rules when recreating an authentic church prayer atmosphere
makes these works, although intended for the concert stage, suitable for performances
in a large church on special occasions. Drawing on the traditions of the old masters and
staying true to the standards of expression and beauty, their vibrant musical language
amazes us with its unexpectedness and novelty. The singers face challenges of the high-
est artistic order. Due to their harmonic richness and specific polyphonized texture, most
of Mikhail Petukhov’s works can only be performed by large professional choirs like those
featured on this CD.

Psalm 51* of David “Have mercy on me, O God...” is a vividly expressed musical and
dramatic narrative with features of sonata form with a mirror reprise. It has been re-
peatedly and brilliantly performed by Boris Tevlin and his magnificent Chamber Choir of
the Moscow Conservatory. The work resonated enormously with the audience and was
hailed by experts as a “renaissance of Russian music” after its premiere.

*Catholic/Protestant numbering
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Troparion to the Cross, “It Is Truly Meet,” and “Thy Resurrection” are excerpts
from Petukhov’s Sacred Concerto No. 1 in six movements. Written by the composer on
a grand technical scale, these brilliant pieces demand a high level of professional skill
and exceptional virtuosity from the choir. Both the hymn-like Troparion to the Cross in
rondo form, and the Easter “Thy Resurrection” in the form of a swift and festive fugue
are undeniable evidence. These compositions have long since earned the recognition
of many outstanding Russian choirmasters, including the luminaries Boris Tevlin and
Vladislav Chernushenko, as well as the incredibly talented Cuban Mario Bustillo, who led
the Bryansk Academic Choir for many years.

The Divine Liturgy of St. John Chrysostom holds a central place among Mikhail
Petukhov’s choral works. It was written in Moscow during the winter and spring of 2007,
and completed in Rome in May. The work is dedicated to the memory of Archpriest
Gennady Ogryzkov, who was the composer’s spiritual mentor and spiritual father, and
rector of the Church of the Lesser Ascension. It was under the inspiring influence of this
remarkable priest that Petukhov started composing sacred choral music.

The score of the Liturgy is highly complex in terms of its technical aspects. It comprises
25 chants that are unified by a thematic framework and tonal scheme. This is arguably
the only instance in the history of this genre where almost the entire liturgical text, with the
participation of singers, is set to music. The extended choral sections, with their prayerful
lyrics of incomparable poetic beauty, clearly demonstrate the composer’s intention to im-
bue them with strict classical forms. Their seemingly self-contained musical structure is
dramatically aligned with the dynamic evolution of the entire liturgical event — this centu-
ries-old work of truly unearthly wisdom. Following the highly successful premiere of some
parts of the Liturgy at the Rachmaninov Hall of the Moscow Conservatory performed by
the Philharmonic Capella Yaroslaviya under the direction of Vladimir Kontarev, this large-
scale choral score has gained widespread recognition among Russian and international

11



audiences. Here is what the renowned lItalian historian and music critic, Professor Mario
Sperenzi, had to say about Mikhail Petukhov’s Liturgy: “The Liturgy of Mikhail Petukhov
is a work that stands out for its sublime austerity, which evokes not only musical associ-
ations, especially among ltalians, not only musical ones, but also brings to mind the sub-
limely austere images of great fine art from the Middle Ages and Renaissance that adorn
churches, museums, and squares in Florence and other ltalian cities... This work is not
only distinguished by its great compositional, cultural, and religious originality, but it is
also an expression of a profound and all-encompassing conviction realized with extraor-
dinary power. It is clear that this is not just a momentary creative impulse, but rather the
embodiment of a long-cherished thought, where formal rigor and profound inspiration are
perfectly aligned, where respect for traditional liturgical laws is renewed through contem-
porary harmonization, following the examples of the great works from the 20th century.”

Unlike his previous works, the Two Sketches to Goethe’s Poetry have a secular con-
tent. They were originally composed by Petukhov for soloists, chorus, and piano when
he was young, but years later, they were completely revised for a cappella choir. The
Sketches firmly imprinted the name of Borys Lyatoshynsky, an outstanding 20th-century
Ukrainian composer, in the grateful memory of their creator. At the age of eleven, Mikhail
Petukhov received an invaluable professional blessing from Lyatoshynsky, which com-
pletely shaped his subsequent artistic life. The unique musical language of the Sketches
makes them some of the most technically demanding works in the history of the modern
choral repertoire. Thanks to a lucky coincidence, they were preserved in an archived con-
cert recording of the truly outstanding performance by the Moscow Conservatory Cham-
ber Choir under the inspired direction of Boris Tevlin.

Prof. Sergei Proskurin
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Dedicated to the 135th anniversary of Alexander Vasilyevich Sveshnikov
MIKHAIL PETUKHOV (b. 1954)
CHORAL WORKS
King David Psalm (51%), Op. 14 . . . . . . . . . . . 8.19
*Catholic/Protestant numbering
From Sacred Concerto No. 1, Op. 15
No. 3. Tropariontothe Cross . . . . . . . . . . . . . . . . i 4.47
No. 4. ltistrulymeet . . . . . . . . . . 3.21
No. 6. Thy Resurrection . . . . . . . . . . . . . . .. 5.49
From the Divine Liturgy of St. John Chrysostom, Op. 23
No. 2. Blessthe Lord, Omysoul . . . . . . . . . . ... ... .. .. ... ... 5.03
No. 3. Praise the Lord, Omysoul. . . . . . . . . . . ... ... ... ... ...... 3.01
No. 4. The Only-Begotten Son . . . . . . . . . .. . ... ... ... 1.29
No. 5. InThy Kingdom. . . . . . . . . . . . . 5.58
No. 7. O Lord, save the pious —Holy God!. . . . . . ... ... ... ... ...... 3.10
No. 13. CherubicHymn . . . . . . . . . . . . 3.27
No.15. TheCreed. . . . . . . . . . . . . . 5.45
No.16.AMercyof Peace . . . . . . . . . . . . . . . . 3.22
No.17.Wepraise Thee. . . . . . . . . . . . . i 2.57
No.18. ltistrulymeet. . . . . . . . . . . 1.13
No.20. The Lord’s Prayer. . . . . . . . . . . . . 5.29
No. 22. Receive the Body of Christ . . . . . . . .. ... ... ... ... ....... 2.48
No. 23. Let our mouths be filled with Thy praise . . . . . . .. . ... ... ... ... 1.17
Two Sketches to Goethe’s Poetry, Op. 9
OerAllthe Hill-tops . . . . . . . . . . . e 5.58
Onthelake . . . . . . . . . e 3.35



Chamber Choir of the Moscow Conservatory
Avrtistic director and conductor Boris Tevlin ((1], [2], [18], [19])

Philharmonic Cappella Yaroslaviya

Artistic director and conductor Vladimir Kontarev ([5]-10], [121H17])
Bryansk Academic Choir

Conductor Mario Bustillo ((3], [4])

Women’s Choir of the Moscow Musical and Pedagogical College
Conductor Anastasia Zelenskaya ([11])

Maxim Sazhin, tenor ((8])

Recorded live at the Small Hall of the Moscow Tchaikovsky Conservatory

in 1998, 1999, 2005, 2007, 2017, 2024

Recorded live at the Rachmaninov Hall of the Moscow Tchaikovsky Conservatory
in 2000 and 2011

Editing & mastering: Ruslana Oreshnikova

Design: Alexey Gnisyuk

Executive producer: Eugene Platonov

© & ® 2026 The Moscow Tchaikovsky Conservatory
All rights reserved

15



SMCCD 0354
TT: 76.54

Dedicated to the 135th anniversary of Alexander Vasilyevich Sveshnikov
MIKHAIL PETUKHOV (b. 1954)

CHORAL WORKS
Kimng David Psalm (88 Op.ald el - c. - - - 00w o oo wfs USSR 8.19
[21=[%] The First Sacral Concerto, Op. 15 (fragments). . . . . . . . . . . . ... 13.57
=[17] The Divine Liturgy of St. John Chrysostom, Op. 23 (fragments). . . . . . 44,59
—[19] Two Sketches to Goethe’spoetry,Op. 9. . . . . . . . . .. ... ... .. 9.33

Chamber Choir of the Moscow Conservatory, cond. B. Tevlin ([1], [2], [18], [z9])
Philharmonic Cappella Yaroslaviya, cond. V. Kontarev ([5] - [10], [12] — [17])
Bryansk Academic Choir, cond. M. Bustillo (3], [4])

Women'’s Choir of the MMPC, cond. A. Zelenskaya ([11])

Maxim Sazhin, tenor ([8])

Live recordings, 1998-2024
*See details inside booklet

Editing & mastering: Ruslana Oreshnikova

Design: Alexey Gnisyuk

Executive producer: Eugene Platonov
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