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CEPTEA PAXMAHMHOB
«BceHouHoe boeHue» 1A CMeLLIaHHoro Xopa, coY. 37

T Mpuuante, MOKMOHUMCA . . . . . . oo e e 2.26
2 Bnarocnosm, AyLle MoA (FPEYECKOTO PACTIEBA). « « . v v v v v e e e e e e e e e e e e 5.21
I OBmamEHMYM . . o 9.36
4 CBeTe TUXUI (KMEBCKOTO PACMEBA). -« .« v v v v v e e et e e e e e e e 3.37
5 HblHe oTnyLaewwm (KUEBCKOTO PACMEBA) « . « . v o v v vt e et e e e e 4.27
6 boropoamue 1eBO, pamymCa . . . . ... 2.58
7 WectoncanMue. . . . ... 3.13
8 XsanwuTe nMA [ocnogHe (3HAMEHHOMO PACMEBA) . .« . v v o v v oo e e e e 3.40
9 bBnarocnoseH ecu [0cnoam (3HAMEHHOTO PACMEBA) . . . . v v v v v v e e e e e e 7.11
10 BocKpeceHMe XpUCTOBO BUAEBLLIE . . . . o . v v v e e e e e e e e e e e 3.14
11 Bermumt gywiaMoAa locnofa. . . . . .o oo 751
12 CnaBocnoBwe BEMIMKOE (3HAMEHHOTO PACMIEBA). . . . . v v v o e e e e e e e e e e e e e 8.15
13 Tponapb «/JHece cnaceHue» (3HAMEHHOMO PacmeBa). . . . . . v v v v v v oo e et . 1.37
14 Tponapb «Bockpec u3 2p06G» (3HAMEHHOTO PACMEBA) . . . . « v v v v v e oo e e 3.09
15 B3bpaHHOM BoeBOE (FPEYECKOTO PACMIEBA) . . . . v v o v e e e e e e e e 1.42

06Luee BpemA: 64.24

Knapa KopkaH, Meyyo-conpaHo

KoHcTaHTH OrHeBon, meHop

["ocynapCTBeHHbIN akageMunyeckumii pycckmia xop CCCP
Oupwkep — AnexcaHgp CeeLLHVKoB

MEAOAWUSI

SERGEI RACHMANINOFF
All-Night Vigil, Op. 37

1 0Come LetUsWorship. . .. ... ... . . .. . 2.26
2 BlesstheLord, My Soul.GreekChant. . . . ......... ... ... .. ... ...... 5.21
3 BlessedistheMan. . . ... ... ... 5.36
4 0Gladsome Light. KievChant . .. ......... .. .. .. .. ... .. .. ...... 337
5 Now LettestThou. KievChant . .. ... ... ... .. .. .. . ... .. ... .. ... 427
6 Rejoice, OVirgin . . . . ... 2.58
7 Glory to God in the Highest (Hexapsalmos) . . . . .. ... ... .. ..... ... 3.13
8 Praise the Name of the Lord. ZnamenniyChant. . . . .. .. ................ 3.40
9 Blessed Art Thou, O Lord. Znamenniy Chant . . . .. .................... 7.11
10 Having Beheldthe Resurrection . . .. ... ... ... ... . .. ... ... ... .. .. 3.14
11 My Soul Doth MagnifytheLord. . . .. ... ... . ... 751
12 Gloria in Excelsis Deo (The Great Doxology). . . .. ... ... ... ... ...... 8.15
13 Troparion. Today Salvation Is Come. Znamenniy Chant . . .. .. ............. 1.37
14 Troparion. Thou Didst Rise from the Tomb. Znamenniy Chant. . . . ... ... ... .. 3.09
15 To Thee, Victorious Leader. Greek Chant . . . . ... ... ... ... ... ...... 1.42

Total time: 64.24

Klara Korkan, mezzo-soprano
Konstantin Ognevoy, tenor

The USSR State Academic Russian Choir
Conductor — Alexander Sveshnikov
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E20 «BceHowHaa» u3ymiaem Hac He MojibKo
6020mcmaeomM Macmepcmaa, KPACOK, HO 271aBHLIM
06pa30M MAUHCMBEHHLIM COYeMaHUeM
pUMYQaIbHOCMU NOO/IUHHO20 HCUBO20
penu2uo3Ho20 Yy8CMaa U camobbimHocmu.
Hwvikonai MeTHep

¢omo: wikipedia.org

[py3HaHMe BbIOAIOLLEr0CA COBPEMEHHMKA W fpyra PaxMaHWHOBA yAMBMTENbHO TOUHO PacKphbl-
BAET CyTb 3TOM0 COUMHEHWA. «BCeHOLLHOMY 6EHMIO» CyMKOEHO ObINO CTaTb KPYNHEMLLIMM [0CTH-
KEHWEM MPaBOC/ABHOM My3blKM, U LLMPe — 0006LLAI0LLIM 3BEHOM MHOMOBEKOBO LIENM PYCCKOM
MeBYECKOM TpagMLMK.

[eHb npembepbl «BceHolHoro 6aeHnA», cocTonABLLEcA B MocKoBCKoM 3ane bnaropoaHoro
cobpaHua (HbiHe KonoHHbIM 3an) 10 MapTa 1915 roga, 6bi1, NoManyi, OQHUM 13 BEAMYANLLIMX
TpMyMPoB PaxmaHmnHOBa. «/TepsomMy U3 dyX0BHbLIX KOMNO3UMOPOG NPABOCIABH020 Kyabma, Pax-
MQHUHOBY y0as10Ck COBMeCMUMmb 00 CUX NOP HECOBMECMUMOe — XyA0HCeCmBeHHOCMb U opueu-
HQ/IbHOCMb KOMNO3UYUU C BbIOEPICAHHOCMLIO CMUJIA NPAGOC/IABHO20 NECHONeHUA... PaxmaHu-
HOB... COMBOPUIT HeYmao yice camobsimHoe, cBob00Hoe U HOBOe, HO Bceyesio POXCOeHHoe 3MuM
OyXOM», — NCan My3blKasbHbIA KpUTUK JleoHna CabaHees.

«CTWnb NpaBOCNaBHOM MECHOMEHWA» He MoMeLlan PaxMaHWHOBY CO3AaTb MO-HACTOALLEMY
aBTOPCKOE MPOM3BEfEHNE, OTMEYEHHOE TUMMYHBIMA MPUMETaMM ero KOMMO3UTOPCKOMD CTUAA
1910-x rogoB 1 He ycTynaioLLiee No Cune 3MOLMOHANBLHOM BO3AENCTBIA GOpTENMaHHbIM KOH-
LiepTaM, pomaHcaM, «Konokonamy. bonee Toro, 0bLLve TpaauLmM BOKanbHO-XOPOBOM (1 He Tofb-
Ko!) pyccKoM My3bIKM HaLM BO «BceHoLHOM» CTonb e riyboKoe oTpareHue. MoMumo Bnn-
AHNA KOMMNO3WLIMOHHOM CTPYKTYPbI M ApaMaTyprim «BceHollHoro 6aeHmns» HYainkoBCKoro 3aech Cepeetl PaxmaruHog
MOMKHO HaT1 OT3BYKM U3 Npov3BeeHnin «HoBoW pyccKow LWwKombl» — Mycaprckoro, bopoayHa, Sergei Rachmaninoff
Pumckoro-KopcakoBa, coBpeMeHHVKOB PaxMaHuHoBa ([nasyHoBa, TaHeeBa M KanuHHWKOBA).




MonobHo «XopoLLIo TemMneprpoBaHHOMY KnaBupy» baxa, «PexBremy» MouapTa uni [1eBaToi cum-
doHum betxoBeHa, «BceHoLHoe 6eHVe» PaxMaHNHOBa CUHTE3UPYET KNIOYEBOI MHTOHALIMOHHBIV
barark CBOEN 3Moxm, NPETBOPAA €ro B rNY6OKO MHAMBMAYANEHOMN XY[A0HECTBEHHOM 06pa3HOCTM.

Co3aaHmio M CTOMb COBEPLUEHHOMY WCMONHEHMIO «BceHowHoro 6eHmA» PaxMaHUHOB 6bIn
06A3aH MocKkoBcKkoMy CMHOAaMbHOMY XOpY — OAHOMY M3 CaMblX APKUX My3bIKasbHbIX KOMeK-
TMBOB JOpeBOMoLMoHHOM Poccuu. bepyLumin cBoe Hauano ot xopa aTpuapLUmx NeB4YMX ObAKOB,
0CHOBaHHOro MoaHHoM [po3HbIM B 1598 rofy, Xop TPaAMLMOHHO y4acTBOBan B HOrOCyHEeHU-
AX YcneHckoro cobopa MocKoBCKOro Kpemna v Bobpan B cebA nyylume Tpaavumn LEPKOBHO-
UCMONHUTENBCKOM NpakTuKK. Ha KoHel XIX — Hadano XX Beka npuxoduTcA nepuog pacugeta
LeATebHOCTY Xopa. «HacmoAwul xcugol opedH U3 4esoBeqecKux 20/10C06, ...HO CO 3BYKOM
menJeiM U 00yxomaopeHHsiM» (CabaHeeB); UIMEHHO TaKOM KOMMIEKTUB M MOI MAEeanbHO BOMOTUTL
TOHYaWLLIME HIOAHChl AUHAMMKM 1 XOPOBOW «OPKECTPOBKW», MPeLyCMOTpeHHble PaxMaHWHOBLIM.
«fl cam He 0xcuda, Ymo HaNUCaI MAKoe NPouU3Ge0eHuex, — MPU3HANCA OH OBHOMY U3 MEBYMX,
11 370 BbIN0 BbICLLIEN NOXBaow xopy!

NHble CBALLEHHOCTYHUTENM Jare YNpeKany KoMNo3uTopa B TOM, YTO KpacoTa My3blK MOMET
0TBMEYb MPUXOMKaH 0T MoAMTBLI. HO Kak cBMaeTenbCcTBOBaN Apyr PaxmaHuHosa tOpui CaxHos-
CKUI, «BCeHOLLHaA» «NPOHUKHYMa MUXuM CBemoM Hey2acumoll U ucKpeHHel 8epbl, noyemy,
C/ywaA ee, 8bl CPA3Y NepeHocumecs nod caodbl Xpama U OyLIa BALLIA HEBO/ILHO NPOHUKaemcA
2/1y6UHOI0 CMbIC/IA CBALLEHHO20 MEeKCMa.

B rogbl aMurpaumm namATb o «BceHoLHOM» bbina YacTbio caMblX [OPOriX BOCMOMWHAHMIA
PaxMaH1HOBA, HE3PMMOI HUTLIO CBA3LIBaBLLIEN ero ¢ Poccuei. LinTathl 13 Hee, CO3HATENBHO MK
WHTYWTUBHO, MCMOMb30BaHbl B «Tpex PYCCKUX MecHAX», TpeTben cuMdoHum, «CUMOHNYECKMX
TaHUax». M3 Bcex HoMepoB «BceHoLLHOM» aBTop bonbLue Apyrx Miobun Npo3padHyio Konblbesb-
Hylo «HbiHe oTnyLaetums» (necHs Cumeona boronpumMua). iMeHHo 3Ty My3biky PaxMaHuHOB 3a-
BeLLan MCMOJHTBL Ha CBOWX MOXOpOHax. He3aaonro 4o cMepTy KOMMO3WTOp NPUNOAHANCA U ene
CNbILLHO cKa3an: «Ber aeds crisiwume? Ha yruye uzpatom Mok “BeeHowHyro”...»
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Mos Jicu3He He pa3 0asasa MHe cepbe3tbili nodod dyMame

U ymaepacdame, 4mo 00UH U3 CaMblX A0CMYNHbIX U NPU 3mMom

Haubosee delicmaeHHsIX cnocobos npuobLUMb el K BbICOKOU

My3bIKQTLHOU KyTbmype eXcUm Yepe3 My3uyLUpoBaHue 8 Xope.
AnekcaHap CeelwHmKoB

«X07100HbIM, 0CeHHUM OHem Bcecoro3Has cmyoua 2pam3anucu... npueaacuia My3sikaHmoa Mo-
CKOBCKOU KOHCEPBAMOpPUU Ha Nepaoe NpociywugaHue ‘BeeHowHoU', 3anucanHol Ha donzouzparo-
wue nnacmurku A. B. CeewHuKossiM. [lpuzniacuna apamemydus, Ho He AnekcaHop Bacumeesuy!.
B ozpomHoM 3as1e pAdoM C 3aMeyamerTeHbIMU- MaCMEPAaMU COBEMCKO20 X0p0B020 UCKYCCMaa,
MocKoacKol “xopogol 2eapdueli” — K. b. [muued, B.I". CokonogsiM, A. b. XasaHoseiM, K. [1. BuHoepa-
008bIM — cUOe/IU U3BECMHbIE BCeMy MUPY CKPUNAYU, NUGHUCMSI, KOMNOo3umapsl. Anexcandp Bacu-
JIbeBUY bbiT 04eHb B3B0/IHOBAH, NLIMAACL NPU 3MOM YCnoKoUMe npucymemaosaswux. [lpucym-
cMeoBasLLe, delicmaumMesTbHO, BOTHOBA/ILICL U BO/THOBA/ILIC MOXCE HEMAJTO.

Cabitie nAmudecamu siem WUPOKUE Kpy2u My3bIKGHMOB U Craywiamesel He CbiWaiu 3mo-
20 coquHeHuA. "Kak oHo nosydumcs, He 0BMaHYMCA U 0XCUOaHUA?" — BCex BOSIHOBA/T 3MOM 8O-
npoc. ¥ 3om nepawiti, do-mMaxcopHsili akkopd. [ansuue 8ce, He CBA3AHHOE ¢ My3bIKol, nepecmasio
cywecmsosams. Macmepcxoe 2010co8edeHue, OMyILYHAA 38Y4HOCMb 20/10C08, Pe3Kas 2padayus
HIOQHCOB, 20/10C0BGA “0PKECMPOBOCMb”, BO30YLUIHOCM Pianissimo, Molys bacos — 8ce noeaomu-
J1o crywamertel. BnedamyieHue bbi10 HICMOITBKO CUsTbHBIM, YMO BMOPAsA NOJIOBUHA OHA NPOWa
8 MOMUME/TbHO-PAcceaHHOU, HO 0CBeLeHHOU U3HYMPU KaKUM-MO HesUAUMbIM caemoM pabome.
Imum ceemom boina “BeeHoWHaA", 208 My3bIKa U UCNO/HeHUe CAUILC B0edUHO. [IByx MHeHU
He 661710 — 3mMo KanumasteHediwiut mpyd AnexcaHopa Bacurbesuyaly

TaK BCnoMWHan o 3anucy «BceHolwHoro baeHnaA» PaxmaHWHOBa, ocyLLecTBieHHo Iocynap-
CTBEHHBIM aKafemuyeckuM pycckum xopom CCCP nog ynpasnennem Anexcangpa CBeLLHMKOBS,
ero y4eHuK 1 nocneaosaresns bopuc TeBanH.



C nMeHem CBeLUHMKOBA CBA3aHa He ToMbKO 40-NeTHAA AeATeNbHOCTL [ ocyAapCTBEHHOMO pyc-
ckoro xopa CCCP. MmA 310 HeBOMbHO CTano CMMBOJIOM LIEfION 3MOXM B OTEYECTBEHHOM XOPOBOM
MCMOMHUTENBCTBE. XOPMENCTEP, apaHMKUPOBLLVK, KOMMO3WTOP, Y4MTeNb, OpraHM3atop, oblie-
CTBEHHbIV [eATeNb, MHOTONETHW peKTop MOCKOBCKOM KOHCEPBATOPMM, aBTOP MHOMECTBA CTaTel
v ny6nMKaumii... CIoMHLIM 1 NPOTUBOPEUMBLIM Obin 06/IMK CBELLIHMKOBA — YeN0BEKa 1 My3blKaH-
Ta. He nomyuuB BbICLLErO CrieumanbHOro 06pa3oBaHuA, NOCTVraA XOpMECTepCKoe peMecso mc-
KIIOYMTENBHO Ha NPAKTUKE, OH [JOCTUM HEMPeB30MAEHHbIX pe3ynbTatos. 061aan HeCTKMM, aBTo-
PUTAPHBIM XapaKTepoM, OH bbin HAZeseH NP 3TOM HECOMHEHHBIM MearorMyeckM 1apoM, yMen
BbITb YYTKWM W CHACXOAMTENbHBIM. ONMLIETBOPAIOLLMIA COBO BAACTb, He TEPMALLMIA BO3ParKeHUiA
W BUCKYCCWIA, OH He 60ANCA MATW Ha OTKPBITHIA KOHMMKT C BBICLUMM Ha4anbCTBOM, ECAIN CHUTaN
BOMPOC MPUHLMMMATBHBIM.

0OHo HecoMHeHHO — «Xop CBeLLHMKOBay, 3By4aHWe KOTOPOr0 MOMKHO b0 OTAIMYMTB C MEPBbIX
B3ATLIX HOT, MPEBPATWICA, aHaNOrM4YHO «OPKeCTpy MpaBMHCKOMO», «CKpUnKe OrcTpaxa» 1 «posAnio
['MnenbCcas, B HEKWI 3TanoH, BbICLUMIA Measn XOpoBOro 3By4YaHuA.

My3bikanbHaA ofjapeHHOCTb NMprBena toHoro CeluHMKoBa B Mocksy B 1900-e roapl. OH yunnca
B HapozHoi KoHcepBatopum Yy BblatoLLeroca My3blkanbHOro Teopetuka bonecnasa ABopcKoro,
obwanca ¢ Cepreem TaHeeBbIM, 0CBaMBaeN asbl BOKaNIbHOMO MCKYCCTBA MO PYKOBOACTBOM Me-
BUMLbI IMUAMM T1aBNOBCKOM (MEpBOA MCNOMHWTEMBHLLI MHOTMX MapTUiA B onepax YalkoBCKoro).
HyxOa BbiHyOuna npepsath yueby — CBELIHWKOB Hayan paboTaTb PEreHTOM W yumUTeNeM MeHusA
B LLIKOMax. 3aTeM OH NocTynun B My3biKanbHo-apaMaTuyeckoe yumnuiLe MockoBcKoro gunapmo-
HU4YeCKoro 06LLeCTBa, rae 13y4an Teopuio B Knacce ApceHna KopeLeHKo.

C 1924 ropa MONOAOM My3bIKaHT — «3aBefyloLLMiA BOKaNbHOM YacTbio» B 1-11 cryaumn Mockos-
CKOro XyLOMecTBeHHOro Teatpa. HeCOMHeHHO, COMPUKOCHOBEHWE C CKCTEMOW aKTEPCKOro Ma-
ctepcTBa CTaHWUCNaBCKOro, COBMeCTHas paboTa ¢ Muxannom YexosbiM, EBreHneM BaxTaHroBbiM
¥ ApYrMMM BbIAGIOLUMMMCA NPEACTAaBATENAMM MXATOBCKOM LLIKOMbI OKa3anu 6osblUoe BAMSAHME
Ha (opMMpOBaHKe 3CTETUYECKOO BKyCa 1 METOA0s0r M0 ByayLLero pykoBoauTena ocxopa.
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MofnMHHOE pacKpbITVE XOPMEMCTEPCKOrO TanaHTa W LLIMPOKOE MPU3HaHWe MaccoBOM ayauTo-
pumn CBELLHWKOB 0bpen, BO3rNaBWB BOKaNbHbIN aHcambib PapunokomuTeTa. BeicTynnenma nepef
MMKPO(OHOM BbIBUTank creumduyeckvie TpeboBaHWA K apTCTaM aHcaMbns. YumTsiBas Hebosb-
LoV cocTaB aHcamb1A (cnepsa OH cocToAn M3 12 YenoBeK) 1 TOT KON0CCabHbIN 06beM COBPEMEH-
HOM My3bIKW, KOTOPbIA OH UCMIOSHIA 33 BOCEMb NIET, OCTAETCA TObKO MOPa3UTLCA NMOMCTUHE BUP-
TY03HOMY MacTepCTBY, KOTOPOro A0HHbI 6bIIM I0CTUYL APTUCTBI aHCAMONA U UX PYKOBOAMTENb!

B 1936 rogy cneumanbHbiM nprka3oM Komuteta no genam mckyccts npu CoBeTe HapoaHbIX
Kommccapos CCCP B MockBe porkpaloTcA [Ba «0bpa3L0Bo-NoKasaTesbHbix» Konnektuea: [ocy-
[apCTBEHHbIN CMMAOHMYECKMI OpKecTp U [ocyaapctBerHbIM xop CCCP. Agpo xopoBoro Konnek-
TVBA, CO3[aHHOMO «C LieNbio Pa3BUTKA 1 NponaraHbl XOpOBOM Ky/bTypbl, B 0CO6EHHOCTV PyCCKOM
MEeCH», COCTABUN My3blKaHTbI BOKaNIbHOr0 aHcambnA PagvoKoMUTETa; NepBbIM ero KOHLEPTOM
AavpurRmpoBan AnekcaHap CeeluHMKoB. B Mae 1941 roaa oH BepHycA B [ocxop — yrke B Ka4ecTse
XYLLOMECTBEHHOMO PYKOBOAUTENA.

CnycTA rof xap, nepenMMeHoBaHHbIN B [0Cy0apCTBEHHbI XOp PyCCKOM MecHU, GakTuieckm Gop-
MupyeTcA CBELLHWMKOBLIM 3aHOBO — C KoHLiepTa B bonbluom 3ane MocKoBCKOM KoHcepBaTopym
B anpene 1943 roga HauHaeTCA HOBaA CTPaHMLIA B UCTOPWM KONMEKTUBA. VCKniaumTenbHOM bbina
posb [ocxopa B rodbl Benmkoi OTedectBeHHOM BoMHbLI. OH AaBan AECATKM KOHLEPTOB — B Thifly
1 B PaCcrofOKeHNM BOMHCKIX YacTew, BbICTyNan B TOMbKO YTO 0CBOOOMAEHHBIX ropofax. B Teve-
HWe 1945 roga locyOapcTBeHHbIA X0p BBICTYMWA Nepes BOMHCKMM YacTAamm CoBeTcKon ApMum
B bepnure, Mpare, BeHe, bynanelute, 3acnyue ropayyto 6narofapHocTs 0T MapLuanos HyKoBa,
KoHeBa, Pokoccosckoro v Bopowumnosa. BripoyeM, He ToNbKO COBETCKME CONAaThl CAyLLIANV 1 no-
HWMManK pyccKye NecHu.

CVHTE3MPOBAB YepTbl «CTapOWA», PEMEHTCKOM TPaaULMM C COBCTBEHHBIM OMbITOM MPaKTVKa, MHO-
ro neT paboTaBLLero «nof MUKPOGOH» M HEMOCPECTBEHHO COMPMKOCHYBLLEMOCA C MCKYCCTBOM
ApamaTnyecKoro TeaTpa, CBELLHMKOB OCTUT TaKOro Ka4ecTBa NeHWA, Koraa y3KonpodeccroHab-
Hble, My3bIKaNlbHO-TEXHUYECKWE 33[a4M VCMOMHEHWA COCTaBNAIOT OOHO Liefloe C SMOLMOHaIbHO-



06pa3Hoi OKpackoi. PaboTan nper e BCero Haf be3ynpeyHon AvKLUMel, obpallas NoBbILIEHHOe
BHVMMaHMWE Ha PUTMUYECKIIA PUCYHOK MponeBaeMblx o, CBELLHVKOB TpeboBa eCTECTBEHHOCTH
3BYKOM3B/IEYEHNA, NPY 3TOM [106MBaACk abCOMIOTHO POBHOMD, «BECKOHEYHOM» 3BYKa C MOMOLLbIO
Mp1emMa «LenHoro» AbIXaHMA.

«MHe npedcmassisemca UcK/YUmerTsHeIM 36ydaHue xopa CeewHruroaa... 02080piocs, Ymo
mepMUH “38y4aHue” 30ec HAOO NOHUMAMb He 8 Y3KO CneyuasibHoM cMmeicse... Cloda 8xodum
U c06CMBEeHHO 38Y4aHUE, U OUHAMUKA, U CI0G0, GPMUCMUYHO NPOU3HECEHHOe XOpoM, Mo ecmb
BCe MO, YMO NPUHAMO HA36IBAMb NOHAMHBIM U ACHEIM MePMUHOM — 8bipa3umestsHocme. Ocobas
BbIPa3UMEsTeHOCMb NEHUS, BbIPA3UMEIbLHOCMb UCNOIHEHUSA — 3MO, noxcastyd, U ecme camoe Xa-
paxmepHoe 0n1A xopa CaewHuUKo8a» — nucan xopmenctep B. Cokonos.

C TeyeHVeM BpeMeHM XOp 3aMETHO PaCLLMpUI KOHLEPTHLI penepTyap. CBELIHMKOB HUKOMA
He orpaHMuMBasCA paMKkaMm «y3KOW CreLmani3aumnmy; elwe co BpeMeH paboTsl B PagvokomuTe-
Te OH 0CBaMBaJI CaMble Pa3fIMyHbIe, MOPOV BECbMa PUCKOBAHHBIE MACTbl KNACCUYECKOrO, CTapHH-
HOTO ¥ COBPEMEHHOIO My3blKanbHOMO McKyccTea. B Hauane 1950-x rofos My3biKanbHas Hu3Hb
HalLew CTpaHbl, 0becKpoBneHHaA «bopbboi ¢ dopManu3mMoM», bbina begHa Ha 3HaUMTENbHbIE
MpeMbepbI; B YMCTE UCKMIOYeHUI Bbinn «[lecHb 0 necax» W «[ecATb XopoBbIX N03M» IMUTpuA
LLlocTakoBM4a — MpoM3BeeHWA, Co3aaHHbIe No MHULMaTVBe CBelUHMKoBa. B ucnonHeHun Moc-
xopa v ['ocopkectpa CCCP BnepBble Npo3By4anyt MOHYMeHTaNbHbIE BOKaNbHO-CUM(OHYECKNE
dpecku I0pusa LLlanoprHa «Ha none KynukoBoM», «CKa3aHue o BUTBe 3a pycckylo 3eMmio» v «[o-
KoMe KOpLUYHY KPYHUTb»; B MpOrpaMMax xopa peryaapHo MoABAANAMCL MMeHa NpeacTaBuTenei
CeAyIoLLMX MOKOMEHUIA, MHbIE M3 KOTOPLIX CaMM MPOLNK «LUKony CBeLlHWKoBa»: AnekcaHapa
XonMuHoBa, Angpen 3winan, PoavoHa LeapuHa, Anekcanapa Onapkosckoro, Bagmma CanMaHo-
Ba, Poctncnasa bonko, Anbdpena LHnTke, 0pua JleButHa, Anekcanapa lNupymoBa, Anempaapa
KapamaHoBa 1 gpyrux.

He MeHbLuee MecTo yaenAn CBELLHMKOB KNACCUYeCKUM LeAeBpaM 3anafHOEBPONECKOA My-
3blkK. B 1951 roay oH npeacTaBmn nybnmnKe KOHLEPTHYIO Nporpammy 13 npomsseneHnii M. C. baxa;
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WMCMOMHUN 1 3anm1cai COUMHEHUA CTapbIX UTANbAHCKMX MacTepoB. 3Ta My3blka 3ByYWT B UCMON-
HEHMM [0CX0pa C TaKMM e 6e3yrNpeyHbIM Xy[OHECTBEHHBIM BKYCOM, C TOW e TOHKOW CTUNeBOM
OrpaHKoM, YTo M pycckue necHW. OOHUM M3 He3YCIOBHBIX [OCTUMEHUIA UCMIONHWUTENBCKOMO Ma-
cTepcTea AnekcaHapa CBeLLHKOBa MPUHATO cumTaTh «PekBreM» MouapTa. Henb3A He yrnoMaHyTb
M 0 KPYMHEMLLUMX KaHTaTHO-OpaTOPUasbHbIX COUMHEHMAX 3apyOeHHOM My3biki XX BeKa, Npo3By-
4YaBlWKX B MockBe bnarofapA CBellHMKoBY — opatopum «HaHHa Ao'Apk Ha kocTpe» OHerrepa,
«CumdoHmm ncanmos» CTpaBuHCKoro, «BeHrepckom ncanme» Kogau.

I BCe e KyNbMUHALMOHHOM TOYKOM MCKYCCTBA BENIMKOTO XOPMEICTEP], er0 HEPYKOTBOPHBIM
MaMATHUKOM Ha BeKa OCTaHeTCA 3anuch «BceHowHoro 6aeHnA» PaxMaHMHOBA. 3Ty NnacTuHKy
MOYTM HEBO3MOMKHO BbIN0 JocTaTh B Poccum (marke ee mpocnyLimBaHWe Ha BeecotosHon cryaum
rpam3anicy NPOXOZAMIO B «3aKPLITOM» PEXUME); MHOTVE MPUBO3UNK ee 13-3a pybera. Ho cammum
$aKTOM 3T0M 3anmcy CBELLHMKOB pacTonun fef «BOMHCTBYoLLEro atensmMa» B CCCP. OH ctpemunca
K BO3BPALLIEHMIO B KOHLIEPTHYIO MPaKTUKY 3TOr0 PEBHEWLLErD NacTa PycCKom KynbTypbl. [puxo-
AWI0Ch 3a4acTyio MATU Ha XWTPOCTM: TaK, «Tebe noeM» m3 «/IuTyprum» PaxmaHunHoBa npespa-
lwanock B «TuXylo MENoamio», KaTopas nenack 6e3 CoB, C 3aKPbITHIM PTOM; K UHBIM LLiefjeBpam
LYXOBHOM My3bIKM COUMHANMCh «HEATPabHbIE» TEKCTbI, HO COBETCKaA Myb/vKa, Hay4eHHas YnTaTh
Meay CTPOK, MPEKPACHO NOHMMAA M3HaYanbHbIN NOCkIT AUpUHKEpa.

TaK B Npo0/KeHe BCEro TBOPHECKOIO MyTW «COBETCKMIA xapmercTep N 1» MefjieHHo v Tpya-
HO, HarnepeKop AeVCTBUTENBHOCTM BEM CBOMX CAYLUATENEN K MOCTUMKEHMIO MEPBOOCHOB PYCCKOro
NeHWA — K TOM TpaaMLMK, KOTOPYIO HEC B Cebe MepBbIA UCMIONHUTENL PaXMaHWUHOBCKOMO LeAEeBPa
(MockoBckuii CHodanbHbIN XOp) 1 0T KOTOPOI KOrAa-To 6e3'KanocTHO OTPeKanmc...

«Koada MHe beigaem HeaMo20my..., A 8Ce20a CMAaB/Io NACMUHKY ‘BceHowHol" 8 ucnosHeHuU
Xxopa nod ynpasreHuem CBeWHUKOBA. Y MHe BHOBb Xo4emcA Jcume u pabomame, pabomame
U acums» (EBreHwia CeeTnaHos).

bapuc Mykocel



His All-Night Vigil amazes us not only with the
wealth of craftsmanship and color, but mainly
with the mysterious combination of a genuine,
living religious feeling with originality.

Nikolai Medtner

The confession of the outstanding contemporary and friend of Rachmaninoff reveals
the essence of this work with surprising precision. The All-Night Vigil was destined to
become the greatest achievement of Orthodox music, and more broadly, a generalizing
link in the centuries-old chain of Russian singing tradition.

The premiere of the All-Night Vigil at the Moscow Hall of the Noble Assembly (now the
Column Hall) on March 10, 1915, was perhaps one of Rachmaninoff's greatest triumphs.
“The first of the spiritual composers of the Orthodox cult, Rachmaninoff managed to
combine previously incompatible things — the artistry and originality of the composition
with the consistency of the style of Orthodox chanting... Rachmaninoff ... created something
already original, free and new, but entirely born of this spirit,” wrote music critic Leonid
Sabaneyev.

“The style of Orthodox chanting’ did not prevent Rachmaninoff from creating a truly
original work marked by the typical signs of his composing style of the 1910s, not inferior
to his piano concertos, romances, and The Bells in terms of power of emotional impact”.
Moreover, the common traditions of vocal and choral (and not only!) Russian music found
their way into the All-Night Vigil. In addition to the influence of the compositional structure
and drama of Tchaikovsky's All-Night Vigil, here we find echoes from the works of the New
Russian School — Mussorgsky, Borodin and Rimsky-Korsakov, and also Rachmaninoff's
contemporaries such as Glazunov, Taneyev and Kalinnikov. Like Bach's Well-Tempered
Clavier, Mozart's Requiem or Beethoven's Ninth Symphony, Rachmaninoft's All-Night Vigil
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synthesizes the key intonational wealth of his age, translating it into a deeply individual
artistic color.

Rachmaninoff owed the creation and perfect performance of the All-Night Vigil to the
Moscow Synodal Choir, one of the best musical formations in pre-revolutionary Russia.
Originating from the choir of the Patriarch’s Singing Clerks founded by Ivan the Terrible in
1598, the choir traditionally participated in the divine services of the Assumption Cathedral
of the Moscow Kremlin and absorbed the best traditions of church performing practice.
The choir had its heyday in the late 19th and early 20th centuries. “A real living organ
made of human voices... but with @ warm and soulful sound,” Sabaneyev wrote. It was
a choir that was able to perfectly reproduce the subtlest nuances of dynamics and choral
‘orchestration’ envisaged by Rachmaninoff. “/ did not expect to have written such a work,”
he confessed to one of the charisters, and that was the highest praise for the chair!

Some clergymen even reproached the composer for the fact that the beauty of music
would distract parishioners from prayer. But as Yuri Sakhnovsky, one of Rachmaninoff's
friends, testified, the Vigil “is imbued with a quiet light of the inextinguishable and sincere
faith, that is why, as you listen to it, you are immediately transported under the vaults of
a temple and your soul is involuntarily filled with the depth of the meaning of the sacred
text”.

During the years of exile, the memory of the All-Night Vigil was part of Rachmaninoff's
dearest recollections, an invisible thread that connected him with Russia. Quotes from
it, consciously or intuitively, were used in the Three Russian Songs, Symphony No. 3 and
Symphonic Dances. Of all the numbers of the Vigil the composer loved the transparent
lullaby Now Lettest Thou (the song of Simeon the God-Receiver) more than others. It was
the music that Rachmaninoff wanted to be performed at his funeral. Shortly before his
passing, the composer raised himself and said, barely above a whisper, “Can you hear it?
They are playing my Vigil outside...”



My life more than once gave me a serious reason
to think and assert that one of the most accessible
and, at the same time, most effective ways to
introduce high musical culture to peaple lies
through choir singing.

Alexander Sveshnikov

“On a cold autumn day the All-Union Recording Studio... invited the musicians of the
Moscow Conservatory to the first listening of the Vigil recorded by Sveshnikov. It was the
recording studio not Sveshnikov who invited them! In a huge room next to the remarkable
masters of the Soviet choral art, the so-called Moscow choral guard, including Klavdy Ptitsa,
Vladislav Sokolov, Alexander Khazanov and Konstantin Vinogradov, there were some world
famous violinists, pianists and composers. Alexander Sveshnikov was very agitated, trying to
calm down those present. Those present were visibly excited too”.

‘It was a work that a wide range of musicians and listeners had not heard for more
than fifty years. ‘Is it going to turn out well? Or will our expectations be disappointed?’
everyone was asking these questions to himself. And here comes the first, C major chord.
And then, everything unrelated to music ceased to exist. The listeners were engrossed in
masterful voice-leading, excellent sonority of the voices, sharp gradation of nuances, vocal
‘orchestration,” airiness of pianissimo, and power of the basses. The impression was so
strong that the second half of the day passed in a tantalizingly dissipated work that was
nevertheless illuminated from within with some invisible light. The light was the Vigil where
music and performance merged into one. There were no two opinions — it was Sveshnikov's
most fundamental work!”

This is how his student and follower Boris Tevlin recalled the recording of Rachmaninoff's
All-Night Vigil made by the USSR State Academic Russian Choir led by Alexander Sveshnikov.
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The name of Sveshnikov is associated not only with the 40-year activity of the USSR
State Academic Russian Choir. This name unwittingly became a symbol of an entire era
in Russian choral performance. He was a choirmaster, arranger, composer, teacher,
organizer, public figure, chancellor of the Moscow Conservatory for many years and
author of numerous articles and publications... As a man and musician, Sveshnikov
was a complex and contradictory personality. Without receiving a higher professional
education, he comprehended the choirmaster craft exclusively in practice and achieved
unsurpassed results. Possessing a tough and authoritarian temper, he was endowed with
an undoubted educational gift and knew how to be heedful and condescending. Embodying
power and not tolerating objections and discussions, he was not afraid to pick fights with
the higher authorities when it came to a matter of principle.

One thing is for sure — Sveshnikov's Choir, the sound of which could be distinguished
from the first notes, turned into a certain standard, a high ideal of choral sound similarly
to Mravinsky's orchestra, Qistrakh’s violin, and Gilels' grand piano.

Sveshnikov's musical talent brought him to Moscow in the 1900s. He studied at
the People’s Conservatory with the outstanding music theorist Boleslav Yavorsky,
communicated with Sergei Taneyev and mastered the basics of vocal art under the guidance
of singer Emilia Pavlovskaya (she was the first performer of many parts in Tchaikovsky's
operas). Struggling to make ends meet, he had to interrupt his studies and began to work
as a precentor and singing teacher. Later he entered the Music and Drama School of the
Moscow Philharmonic Saciety where he studied theory with Arseny Koreshchenko.

In 1924, the young musician became a ‘vocal director’ of the 1st Studio of the Moscow
Art Theatre. The contact with Stanislavsky's system and his joint work with Mikhail
Chekhov, Evgeny Vakhtangov and other outstanding representatives of the Moscow Art
Theatre had a great influence on the formation of the aesthetic taste and methodology of
the future leader of the State Chair.



Sveshnikov's choirmaster talent was fully revealed and widely recognized when he took
charge of the vacal ensemble of the Radio Committee. Performances in front of the microphone
put forward specific requirements for the artists of the ensemble. Considering a small lineup
(at first the ensemble consisted of twelve singers) and the colossal amount of contemporary
music performed in eight years, all that is left to do is marvel at the truly virtuosic skills that
artists and their leader achieved.

In 1936, by a special order of the Committee for Arts under the Council of People’s Commissars
of the USSR, two ‘exemplary’ formations were born in Moscow — the State Symphony Orchestra
and the State Choir of the USSR. The core of the choral group established “with the aim of
developing and promoting choral culture, especially Russian song,” was composed of the
musicians of the vocal ensemble of the Radio Committee; its first concert was conducted by
Alexander Sveshnikov. In May 1941, he returned to the State Choir, now as artistic director.

A year later, the choir, renamed the State Choir of Russian Song, was actually formed by
Sveshnikov anew — the concert at the Grand Hall of the Moscow Conservatory in April 1943
opened a new page in the history of the choir. The role of the State Choir was exceptional
during the Great Patriotic War. It gave dozens of concerts in the rear and at military bases and
performed in the newly liberated cities. During 1945, the State Choir sang for the military units
of the Soviet Army in Berlin, Prague, Vienna, and Budapest earning warm thanks from marshals
Zhukov, Konev, Rokossovsky and Voroshilov. However, not only Soviet soldiers listened to and
understood Russian songs.

Having synthesized the features of the ‘old’ cantorial tradition with his own experience of
a practitioner who worked ‘for the microphone’ for many years and being the one who had been
directly involved in the art of drama theater, Sveshnikov managed to achieve a quality of singing
that merged the narrow professional, musical and technical performing tasks into one with
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emotional and figurative coloring. Working primarily on impeccable diction and paying special
attention to the rhythmic pattern of the words, Sveshnikov demanded natural phonation while
achieving an absolutely even, ‘endless’ sound using the so-called ‘chain’ breathing technique.

“The sound of Sveshnikov's choir seems exceptional... Just to be clear, the term ‘sound’ here
should not be understood in the restricted special sense... Apart from sound itself, it includes
dynamics and the word artistically pronounced by the choir, that is, everything that is usually
described with an understandable and clear term ‘expressiveness.” Special expressiveness of
singing, expressiveness of performance — this is, perhaps, the most characteristic feature of
Sveshnikov's choir,” choirmaster Vladislav Sokolov wrote.

The choir significantly expanded its concert repertoire over time. Sveshnikov never limited
himself to the frames of ‘niche specialization’; ever since the days of his work for the Radio
Committee, he mastered the most varied, sometimes very risky strata of classical, early and
contemporary musical art. Drained of blood by the ‘struggle against formalism,” the musical life
of this country in the early 1950s could not boast numerous significant premieres; among the
exceptions were The Song of the Forests and Ten Choral Poems by Dmitri Shostakovich, two
works created on Sveshnikov's initiative. The State Choir and the State Orchestra of the USSR
were the first performers of the monumental vocal and symphonic frescoes On the Field of
Kulikovo, Legend of the Battle for the Russian Land, and How Long Shall the Kite Circle by Yuri
Shaporin; the choir's programs regularly featured composers of the next generations, some of
whom had gone through the Sveshnikov school — Alexander Kholminav, Andrey Eshpai, Rodion
Shchedrin, Alexander Flyarkovsky, Vadim Salmanov, Rostislav Boiko, Alfred Schnittke, Yuri
Levitin, Alexander Pirumov, Alemdar Karamanov and others.

Sveshnikov gave as much attention to classical masterpieces of Western European
music. In 1951, he presented a concert program of J. S. Bach's works and also performed



and recorded works by old Italian masters. This music was performed by the State Choir
with the same impeccable artistic taste and refined style as Russian songs. Mozart's
Requiem is considered one of the undoubted achievements of Alexander Sveshnikov's
performing mastery. We should not forget Honneger's oratorio Jeanne d’Arc au bdcher,
Stravinsky's Symphony of Psalms, and Kodaly's Psalmus Hungaricus, large-scale pieces
of foreign music of the twentieth century performed in Moscow thanks to Sveshnikov.
And yet, the recording of Rachmaninoft's All-Night Vigil will remain the climax of the
great choirmaster’s art, his miraculous monument for centuries. The record was almost
impossible to get hold of in the former USSR (even its listening at the All-Union Recording
Studio was held in private session); many brought it from abroad. But the mere fact of that
recording melted the ice of ‘militant atheism’ in the country. Sveshnikov strove to bring
this ancient layer of Russian culture back to the concert practice. Often he had to resort
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to cunning. So, We Praise Thee from Rachmaninoff's Liturgy turned into ‘Quiet Melody,’
which was sung without words, with mouths shut. ‘Neutral’ texts were written for some
other masterpieces of sacred music, but the Soviet audience who had been taught to read
between the lines, understood the conductor’s original message perfectly well.

So, throughout his entire artistic career, ‘Soviet Choirmaster No. 1" slowly and difficultly,
defying reality, led his listeners to comprehension of the fundamental principles of Russian
singing — to the tradition that the first performer of Rachmaninoff's masterpiece, the
Moscow Synodal Choir, carried on, and the one that was later so mercilessly renounced.

“When the going gets tough ... | always put the Sveshnikov record of the All-Night Vigil
on. And again I feel like living and working, working and living,” Evgeny Svetlanov said.

Boris Mukosey
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