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«4 xouy cosmartb Mud: “Poccus”.
[Muiry Bcé 06 OTHOM, UTO YCIIEHo,
TO CIe1al0, CKOJIBKO 1acT Bor».
Teopeuti Ceupudos

«...B GypHble pemena 803HUKAOM 0C060 2apMOHUUHDBLE XYOOHCECMBEHHBLE HATNYDbL,
soniowaruue 8 cebe gvicuiee ycmpemiaeHue Uenoeexd, [...] K BHympeHHeti 2apmoHuu
yenoeeueckoll IUUHOCMU 8 NPOMUB08eC Xaocy Mupd... Sma 2apmoHus [...] coeduHeHa
C NOHUMAHUEM U OWywjeHuem mpazudHocmu XCU3Hu, HO 8 Mo e 8pems sesemcs
npeodoneHuemM 3mozo mpazusma». ITU CJI0Ba cKasaHbl CBUPUIOBLIM O IlymiKkuHe,
OJHAKO MOXKHO C ITOJHBIM ITPaBOM OTHECTM UX M K CAMOMY KOMIT03UTOpY. HaunHas
C MepBbIX COUMHEHMUI, TBOpUecTBO CBUPUIOBA MpeCcTaeT Ha PeIKOCTbh rapMOHUY-
HBIM U LeJbHBIM. C APYroit CTOPOHBI, BCe Tparuyeckye MOTPSICEHMS STIOXU TOITy-
YUK B HEM CBOeOOpa3Hoe, HO HeO0ObIUafHO ITTy60Koe MpeIoMIeHe — Yepes3 TeMy
OIVIHOUECTBA, OTYASIHMUS YeJIOBeueckoil Oyuiy mepen AuMLoM xaoca... Hepa3pbIBHO
CBsI3aHHAs C HAI[MOHATBHBIMU, UAYIIVIMY U3 TIYOMHbBI BEKOB TPALUIIUSIMU PYCCKOIA
Ky/IbTYpBl, My3bika CBMPUAOBA BCeraa BOCIPMHMMAIACh MIO-HACTOSIEMY COBpe-
MeHHOI4. BbITh MOKeT, B 3TOM M pasrajZika TOTO CTOJIb OBICTPOTO OTKJIMKA, CTOJh
LIMPOKOJ (M YCTOMUMBOI!) MOIMYISIPHOCTM, KOTOPYIO OHA HaXO4uJIa y CJTylaTesneit
¥ My3bIKQHTOB.

Ha mpoTspkeHUM BCeil SKM3HM MarmcTpaabHOM IMHMe TBopuecTBa CBUPUI0OBA
ocTaBasiach BOKalbHas My3bika. Cynbba ojapuiia KOMIO3MTOPA HEOGBIKHOBEHHBIM
MTO3TUYECKUM YYThEM, CITIOCOGHOCTDBIO PACKPBIBAThH B MY3bIKE MUPBI CAMbBIX Pa3/INy-
HBIX, TOPOJ IPOTUBONOIOXKHBIX MHAMBKUAYanbHOCTel (IymkuHa, Biioka, Ecennna,
HekpacoBa, BynnHna, Vcaaksina, MasikoBckoro, IlacTepHaka, A. [IpokodneBa, Illek-
cnupa, bepHca u MHOrux apyrux). CBMpMI0B K TOMY JKe OBJIafiesl BceMy TalitHaMu
BOKaJIbHOTO MICKYCCTBA, CEKPETOM «IIPOIEeBAHMSI» UeJI0BEYECKOro CI0Ba.

ABTOD CBbILIIE CTa POMaHCOB U neceH, CBUPKIOB UCIIBITHIBAI He MeHee CUJIbHYIO
TSTY «K XOPY, K XOP08OMY NEHUI0, K COeQUHEHUI0 OyUL 8 38YKaX, 8 COBMECIMHOU 2aPMOHULL».

HeMmHorouucieHHble OPKeCTPOBble COUMHEHUSI AEMOHCTPUPYIOT elle OfHY
rpaHb KOMIIO3UTOPCKOTO napoBaHusi CBupupoBa. Ero mapTuTypsl, Kak mpaBuio,



KaMepHbIe M0 COCTaBy, TSATOTEIoIIMe CKOpee K MHCTPYMEHTaJIbHBIM aHCAMOISIM,
COXPAHSIOT MOIIb ¥ Pa3HOOOpasue KPacoK «BONbUIOT0» OPKECTpa B COYETAHUMU
C JIMPUYECKOii XPYNKOCTbIO 3By4aHUs; CTpOrasi 3KOHOMMS CPeZICTB BbI3BaHA TOH-
KM, «IOBEJIMPHBIM» CJIbIIIAaHMEM KasKA0T0 MHCTPyMeHTa.

«[Tamb x0po8 Ha c108a pycckux nosmoe» (1958 r.) — mepBbIit LUK/, B KOTOPOM
KOMITO3UTOP YCIIENIHO «OMPOo6OBai» sKaHP XOpOBOit My3bikM a cappella. Kasxkmas
13 XOPOBBIX MMHMATIOP BIIOTTHE CAMOCTOSITE/IbHA; HeOObIUeH I OTGOP IO3TOB, CTOIb
HEeMOXOXMX MO CTUJIIO, 3TI0XaM, Jaxke maciitabam gaposanust (H. Forons, C. Ece-
HUH, A. IIpokodbes, C. OpioB). Ho uepes Bech IMKII MPOXOAUT TOHKOE OLIYIIEHMEe
MPUPO/IbI KAK HEOTHEMJIEMOIT YACTU GBITHUST; TPOH3UTENbHO 3BYUUT TEMA IOHOCTU —
JIyullleii IOPBI B )KM3HM YeI0BeKa, KOTOpas y)ke He BePHeTCs.

«006 ympaueHHoU IOHOCMU» — TaK aBTOP HA3BaJI OTKPHIBAIOIINIT IIUKJI XOP, HATIN-
CaHHBIN HAa IPO3aMdecKuii TeKCT ['oromst (OTPBIBOK 13 «Mepmesix dyul» — BIPOUYEM,
aBTOp HasBa/l CBOe IpOM3BeleHMe «I109MOJi»). [ledyasbHblii MOHONOT 4YeloBeKa,
BOCIIOMMHaHMEe 06 OCTPOTe UyBCTB, TOMEPKHYBLIMX B 0e3y4acTHOM DaBHOLY-
1K, KOMIIO3UTOP 06JIeKaeT B TOHA CBET/ION rpycTu. [[Ba xopa Ha ctuxu EceHuHa,
OIIHOTO M3 JII06MMeNmuX mosToB CBUPNUIOBA, IPUHAJJIEXKAT K BBICIIMM o6pa3nam
ero XopoBoit MupuKu. IlepBslii («Beuepom cuHuM») — KpaTKuii, HO NpefenbHO KC-
TIPECCUBHBIN «I1aY» 0 6€3BO3BPATHO ITOTYOIE€HHO MOTOLOCTH.

IIlpaMaTypruyeckum eHTPOM I[MK/Ia CTAHOBUTCS MacIITabHasi XOpOBast ClieHa
«[Toecmpeuancs colH ¢ omyom»; Tparenuss 6paToyOMiiCTBEHHO! BOJHBI PACKpBITa
yepes smuyeckoe 06061eHne — YGUTOTO ChIHA OTIAKMBAET U YOAIOKMBAET B CBOEM
JIOHEe MaTb-IIPUpofa. ETo cMeHsIeT yIMBUTENbHBIN 110 IPOCTOTE ¥ 6e3bICKYCHOCTY
xop «Kak necHs podunace». 3aBepIiaoiuii LUKI eCeHUHCKMIT «TabyH» («B xonmax
3e/1eHbIX MabyHbl KOHell...») TIPUBIEKaeT KOHTPACTOM penbedHO CypOBOCTM MYK-
CKOTO XOpa ¥ HeXXHBIX I1epeyIBOB BbICOKMX TOJIOCOB — CJIOBHO 3Xa JlaJIeKkoii MmacTy-
LIbeit MeCHM. ..

B 1964 r. Ha skpanbl CoBeTckoro Corosa Bbimiesn ¢hwibm Bragumupa BacoBa
«Memenv» mo moBectu A.C.IlymkuHa. DKpaHM3auus MpeBpaTWIa CeHTUMEH-
TaTbHO-MPOHUYHYIO TPO3Y B IMPUUECKYI0 Menonpamy. Ho umenHo 6narogapst Cu-
PUAOBY KapTyHa 06pesa NoMyIsIpHOCTh. CITyCTSI IE€BSTD JIET KOMIIO3UTOD JaJl CBOeiA

MYy3bIKe 3aCTy>KeHHOEe ITPaB0O Ha CAMOCTOSITEbHYIO XVU3Hb, IIepepaboTaB KMHOIAp-
TUTYPY B JEBSITUYACTHYIO CIOUTY «MYy3bIKaJIbHbIX MIJIIOCTpALIUIi».

[epemneTteHue cyned M OylIeBHbIe MEPEXMBAHNS T€POEB — KUTENEH PycCKoit
npoBMHUMK Havasna XIX cToneTus: — mpoucxoasT Ha GoHe He3aTeIMBBIX, HO BOJI-
HYIOIIMX YUy KapTuH npupofbl. [IogaMHHBIMM UYBCTBAMM ABIIIUAT M MY3bIKa,
B KOTODPOJi O3XMBaeT aTMocdepa fanekoii MymKUHCKoit Poccun. Banbe, «KecTOKMit
pOMaHC», BOEHHbII Mapil — mogo6Ho YaiikoBckomy, CBMPUAOB MpeBpaliaeT 6bITO-
Bble, TIOUTH GaHAIbHbIE «MYy3bIKAJIbHbIE WJUTIOCTPAIINN» B K1BbIe 06pa3bl. CIOUTY
obpaM/IsieT KapTuHa 3MMHEN JOPOTM, U3BEUHbIN CMMBOJ YHBIIOTO, 3aCTHIBLIETO
neji3zaxka ¥ HEBO3BPATHOTO IyTH, 10 KOTOpOMY MuuTcst Tpojika-Pycs...

B aToMm Xe romy OGbLIM 3aKOHUYEHBI JBa cMMpOHUYECKUX omyca CBUpPUAOBA —
«My3vika 0ns kamepHozo opkecmpa» u «ManeHvkutli mpunmux». JIBa TpexyacTHBIX
LMK/IA Pa3UTeNIbHO OTAMYAIOTCS APYT OT Apyra. «ManeHvKuli mpunmux», paccum-
TaHHbBII Ha GOJBINON OPKECTPOBBIN COCTaB, IYOOKO CBSI3aH C BOKAJIbHO-XOPOBOIA
JIMHME TBOpYecTBa KOMIO3uTopa. TpUNTuX BbIgepKaH B SMMYECKOM TpaguLuu,
unyieit or bopoauxa, Kanuuuukosa 1 PaxmaHuHoBa. Ero Tpu uactu Bocco3maioT
MPEeKPAaCHBIi 1 Tparmyeckuit 06pas PomyHbl, KaKOi OHA IIPeCTaeT B 6eCCMEPTHBIX
crpokax bioka:

U BeunbIit 60it! [TOKOJ HAM TOJBKO CHUTCS
CKBO3b KPOBb U IIBLTIb...

JIeTHT, IETUT CTeITHast KOObUINIIA

U MHeT KOBBUIb...

Bornee ciokeH MO 3aMbICTy ¥ BOCIPUSITUMIO LUK «My3biku Onsl KaMepHOz0
opkecmpa» ¢ conupywmum GhopTennaHo, HamMCaHHbINM 1j1s1 MOCKOBCKOTO KaMep-
HOTO OpKecTpa Iof yrpasneHueM Pynonbda Bapiias. B ero ocHOBY jerna nocien-
HAAs pefakiusi (HOpPTENMaHHOTO KBMHTETA, HAJ KOTOPHIM KOMITO3UTOD paboTast
B 1944-45rr. B kamepHbIX couMHeHMsIx CBUPKUIOBA PaHHEro IMepuoja 3aMeT-
Hee oTpaskaercsl BiausiHue yuurtenss — Imutpus llocrakoBuya. OHO OILyTUMO
u B «My3blKe 07151 KAMEPHO20 OpKecmpa», 0CO6eHHO B TIOC/IeIHel YacTy, HallMCAaHHOM



B dopme maccakanum. OpHako «aypa IlllocTakoBu4a» He 3aTEMHSIET SIPKOil KOM-
MO3UTOPCKON MHIMBUAYAIBHOCTY, HEIIOBTOPMMOIO aBTOPCKOT'O 3aMbIC/Ia 3TOTO
courHeHMst. CKBO3b OCTPOTY TapMOHMYECKMX «KeCTKOCTeii», IpuMac 3JI0Belleil
CKEePIIO3HOCTM KaK SIPKUeE YUy MPOPe3aroTcsi MO6eru PycCcKoi MeCeHHOCTH, TY/IKMe
OT3BYKM KOJIOKOJIbHBIX 3BOHOB.

JIByXCepuitHbIii XyI0KeCTBeHHbI GUibM «Bpems, eneped!» 1o pomaHy BaneH-
TuHa KaTaeBa Bbilesn B IMPOKUI KMHOMPOKAT B 1966 r. Peskxuccep Muxan IIBeii-
1ep, aBTOp 3HAaMEeHUTBIX IKPaHMU3ALMI PYCCKOI IMTePaTypHOI KIACCUKU, CUMUTAT
9Ty KapTHUHY Haubonee «<KMHeMAaTOrpaGyUHOI» U3 BceX CBOMUX PaboT. OH MOCBSITII
buabm 50-metuio OKTAGPbCKOI PEBOMIOINM U CTPEMUJICSI PACKPBITD IyX «PEBOII0-
LIMOHHOTO cO3MAanys» Havana 1930-X IT., TOKa3aTh MMOJIMHHBIX TePOeB TeX JIeT —
MPOCTHIX IO, ONePXKUMBIX UAeel IOCTPOeHMSI HOBOTO, CYACTIMBOTO MMpa.

U cHOBa, HECMOTPSI Ha GJIeCTSIIMIT aKTePCKUIl COCTaB U SIPKMe PEXUCCePCKue
HaXoAKM, My3bika CBUpPMIOBA CTaja CaMOil IVIABHOM XYIOXECTBEHHOH COCTaB-
JISIIOIIEN 3TOJ KapTUHBI. IMEHHO «HepB» My3bIKM HO3BOIWI aBTOpam GuibMa
BOILJIOTUTb OCHOBHYIO TBOPYECKYIO 3a/1auy. «Ee 8o/iegble MOMUBsl U pummol — Koy
K gonyioujeHuio yenoli anoxu, — myican komnosutop bopuc YaitkoBckuit. — My3sika
ama — He 06bM06Asl, HUYEM He HANOMUHAawas meaoduu mex aem. Ho kak mouHo yino-
8UJ1 KOMNO3UMOp onpedesieHHOe COCMOSIHUE, ... 00pa3, 0Mpasuswuli 2epouyeckuti nynsc
epemeHu!» CMMBOJIOM «ITy/IbCa BpeMeHM» CTajla TeMa, 3By4yaBlIasi B HAvyaJbHBIX
Kazxpax ¢uibMa (COCTaBIEHHBIX U3 KMHOXPOHMKM 1930-X rofoB) U 3aBepuIaomast
CcUMGbOHNYECKYIO CIOUTY — BJIACTHBII TOJIOC TPYObI, TPOPHIBASICH CKBO3b «PBAHYIO»
mynbcanyio GOPTeNaHo ¥ YAAPHBIX, BOCIPUHUMAETCS KaK CaKpaJIbHBIN IIPU3BIB
K YTOIUM, BIOXHOBJISIIOIMIT MU/UIMOHBI JIIOZeit Ha CBepXyesoBeuecKye MOoIBUTH.

B 1973 r. MocKOBCKM#t Mablit TeaTp oCcyuecTBWI NOCTaHOBKY Apambl A. K. Tom-
croro «ape @®edop HoaHHosuu». IIbeca 0 Tparnueckoit purype nocjiegHero mnpep-
CTaBUTeNs] [IpeBHejmeil nuHacTuM PIOpMKOBMYEli, 3a IpaBlIeHMEM KOTOPOTO
MOCJIeA0BAIN TOIbI CMYTHI, ChIrPaJia BaykKHENIIYI0 POJIb B UCTOPUM PYCCKOTO Apa-
MaTuyeckoro Tearpa. O6pa3s ITaBHOTO reposi 6bUT BHYTPeHHe 630K CBUPUIOBY,
BOILIOLIAST JJISI HErO «UJerw MyuumesbHblX HpA8CMeeHHbIX UCKaHUll pycckux Jatodeti
6 anoxy Oe3spemeHbs» (B. YaltkoBCKMif).

ITocranoBka Bopuca PaBeHCKMx € yyacTueM Bbiparommxcs aptuctos (VMHHO-
keHTUs: CMoOKTyHOBCKOro, Bukropa KopuryHoBa, EBrenmss CamoiisioBa) craia
HaCTOSIIIMM KYJIBTYPHBIM COOBITHIEM MOCKOBCKON XM3HU. Pexxuccypa, akTepckast
urpa, Mmy3sbpika CBMPUIOBA COCTAaBWIN BBICUINI Xy 0XKeCTBEHHBIV CUHTE3, O KOTO-
pom meutai K. C. CraHMCIaBCKUIL.

Vcronp30BaB GpparMeHTh! U3 MPOLUIbIX COYMHEHN, KOMIIO3UTOP HAMMCA st
CIeKTaK/Isl TPY OPUTMHAIBHBIX X0pa a cappella Ha TeKCTHI MPaBOCIABHOTO 06MXO0ZA.
CBUPUIOB 06PATU/ICS K MaMSATHUKY IPEBHEPYCCKOTO MY3bIKAJbHOTO MCKYCCTBA —
pacnieBam @enopa Kpecrpsinnna (XVI B.). Kak nucana mysbikoBen, M. PaxmaHoBa,
«dyx JTpesneii Pycu oxcusaem ¢ “Monumee” u “TlokasHHoM cmuxe”, 600XHOBJIEHHbIX PaX-
MAHUHOBCKUMU X0PO8bIMU (peckamu, 8 menoduu xopa “Jlo6oeb ceamasn”, HanOMuHa-
towjeil 0 cmonb usnBeHHbIX Hawell OpesHell aumepamypoii 06pasax “Myopbix xeeH”».

«BecenHnss kanmama» Ha ctuxy Hukonast HekpacoBa — 0OZHO 13 CaMbIX CBET/IbIX,
«COJIHEUHBIX» ITpousBeneHnit Ceupugosa. OHa 6bl1a 3aKOHUYeHa B 1972 I. U TIOCBS-
nieHa namsti Anexkcanzpa TBapa0BCKOTro, YIIeIIero 13 xX1u3Hy ronom pasee. JIyx
BBIIAIOIMXCS TI03TOB, Pa3/ieJIeHHbIX CTOMETHEM, COMVIKAIa ropsiuast I060Bb K pyc-
CKOMY Hapo[y, COYyBCTBYE €ro 6eICTBYUSIM M CTPaJaHusIM, Bepa B €r0 CUITY, B [IPaBO
Ha JyYIIyIO XU3Hb.

Kommnosurop mcnons3oBain Tpu pparmeHTa 13 Hanbosee MacIITaGHOTO COUMHe-
Hust HekpacoBa — 1oambl «Komy Ha Pycu scume xopowo». OnHako CBMPUAOBA IPUBJIEK
He TpakJaHCcKuit madoc HeKPacOBCKOI My3Bl, @ er0 TOHKOe UYBCTBO IIO3TUKM PYC-
ckoro onbkiopa. OTKPBIBAIOLINIT KAHTATY «3aUUH» — PeYUTALVSI, CUHTe3 IPEBHUX
06PSIIOBBIX ITONEBOK M IIPAaBOCIABHOM IICAJIMOIVY B CONIPOBOXKIEHUM KPAaCOYHBIX
«TSITeH» opKecTpa. Bropas yactb — nupuyeckas «IlecHsi» B MCIIOJIHEHUM YKEHCKOTO
xopa 6e3 CONPOBOXXAEHMS, TMMH 6e33aBeTHOJI JTI00BY, B KOTOPOM 3BYUUT U COUYB-
CTBUE TSDKeNON Aoje KpeCcTbsIHKU. TpeTbs yacTh («Kosokona u poxicku») HalIpoOTUB,
IopyYeHa MHCTPyMeHTaM (ro6ou, KiapHeThl, apda, yenecTa ¥ KOJIOKOIa); B Heil
CIBIIIUATCS PA3HOTOMIOCUIIA TTACTYIIBUX HAUTPBILIEI, «ayKaHbsI» 1 [[€PKOBHOTO 6/1a-
ropecra. BeHuaeT KaHTaTy TOp)KeCTBEHHO-TIPa3JHUYHBIN XOp «Mamyuika-Pyco».

BniepBblie «BeceHHsas kaHmama» npo3Byuana 7 uioHs 1972 r. B Bonbiiom 3ane
MOCKOBCKOJ KOHCEpBAaTOPUM B MCIIOTHEHMM PecryGaMKaHCKOM akageMudecKoi



pycckoit xopoBoit kamnesuibl u T'ocopkecrpa CCCP mop, ynpaBineHuem AnekcaHapa
[OpnoBa. 910 Gbla mocenHsst mpeMbepa CBUPUIOBA, OCYILIECTBIEHHAS BbIAAN0-
IIVIMCSI XOPMEHCTepPOM ¥ GIMM3KUM IPYTOM KOMIIO3UTODA.

«..0 uem “Houmsie o6naka”? Eciu ckasame cr1o8amu — 0 MCU3HU UeN08€UeCKOll.
O KpamkoepemeHHOCMU 3eMHO020 U 8Mecime C MeM 0 6eHHOLl CMeHe U N06MopsemMocmul...
O kpacome, komopas cnacem mup». Tak iucan B 1980 T. op, cBeXXUM BIleUaTieHUEeM
OT JIEHMHTPAZICKOI NMpeMbepbl KaHTaThl «HouHble 001aKa» OPYT M COBPEMEHHMK
Teoprust CBupugoBa, KOMNo3uTop Banepuii l'aBpunnH.

Anexcanzp brok npunagnexan (Hapsny ¢ C. ECeHMHBIM) K JIIO6MMBIM I103TaM
CBupupmoBa. TpemeTHasi HUTh GJOKOBCKOJ My3bI MPOTITUBAETCSI yepe3 BCe TOIbI
ero TBOpPYeCTBA, BOIUVIOTMBIINCDH B JleCSTKaX MPOM3BEIEeHMI — OTIeNbHbIX MeCHSX,
BOKAQJIBHBIX LIMKJIAX, XOPOBbIX KaHTaTaX (CyAs Mo aBTorpadaM KOMIIO3UTOpA, OH
ILOJITYie TOABI MeUTal OObeJMHUTD Pa3IMIHbIe IIPOU3BEIeHNS B TPAHIMO3HBIN LMK
«6ombiroro Biokar).

OKkoHuaTelbHasl pefakius KaHTaThl «HouHbsle o6naka» 6pl1a co3maHa B 1979 r.
(epBOHavaabHasl peJakuus 1of Ha3BaHueM «HeckasaHHelii ceem» BO3HUKIIA ellle
B 1972 1., HO ocTasach HeM3TAHHOM MPY XKM3HM KOMIIO3UTOPA).

[epBbie UETHIPE YACTM KAHTATHI OUEPUMBAIOT KPYT 3€MHOTO 6bITHS. TpereTHbI,
rapsimit 06pa3 HOYHOM IPMPOABI ¥ 3aPOXKAAOIIErocsl YyBCTBA JeBYIIKM (TlepBast
4yacTh, «HoyHble 0071aKa») HAXOMUT AHTUTE3Y B TPEThEN YacTH, UCTIONHSIEMO TIpe-
MMYILeCTBEHHO MYXCKUM X0poM («/[ozopesuiast #Uu3Ho»); 3TO MHAsI CTOPOHA «HOY-
HOTO» MUpa — Iayxast u obpeueHHas. Bropas 4acTh — KapTHHa TIOXOPOH 1€BOYKMU
(«Y Gepeza 3eneH020»), OGHOBPEMEHHO Tparuyeckasi ¥ CBeT/Iasl, COLEPKUT YePThI
MPaBOCJIaBHOM MaHUXMU[bI M HAPOLHOro I1ava. Kak aHTUTE3a cMepTH, HO C TOPb-
K/M HaJIeTOM OOpeYeHHOCTY, NMPOBO3IVIAlIaeT BEYHYIO BJIACTD JTI0OBM yeTBepTast
yacth («/T106086. Ompoieok u3 leliHe»). Ho mociemHsIsi 4acTh MOTHOCTHIO MEHSIET
06pa3HO-IICUXOIOTMYECKYI0 HAaIlpaBIeHHOCTh KaHTAThl. ECIy IepBOHAYaIbHBIN
BapuaHT GIIOKOBCKOTO 1MK/Ia CBUPUIOB 3aKaHUMBA BO3HECEeHMEM, «HecKa3aHHbiM
c8emom», TO B OKOHUYATeIbHON pepakuyy hpuHanom «HouHsX 0071aK08» CTaHOBUTCS
«Banazanuuk»: afcKas TUISCKa MOJ, BUIOM Becesioit 3a6aBbl (B 3TOM 4aCTU K XOPY
a cappella qo6aBieH aHCamMbb U3 YAAPHBIX MHCTPYMEHTOB, 4eJIecThl 1 GOpTemnu-

aHo). XOopoBOJ1 BO3IVIacC ykaca o6pBIBAETCS Pe3KMM yIapoM TaM-TaMa — pa3Bep3-
J1aCh TIPEUCTIONHSIS. ..

«Co3daemcs sneuamnexue, 6yomo Ceupudos monsko 0c80000uUn My3blKY, 3aKIH0-
YeHHYI0 8 CJ108aX N0IMA, — TICAJ TEePBbIit UCTIOMHUTENb KAHTAThl, PYKOBOAUTENb
MoOCKOBCKOTO KaMepHOro xopa Bragumup MuHuH. — M docmuzHymo amo MuHumy-
MOM HOMHbIX 3HAK08. ToNbKO Mmemu, 6e3 KOmopsix HEB03MOXCHO 000TIMUCH.

FBopuc Mykoceti
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I want to create a myth: “Russia”.

I write all about one thing,

I will do as much as I have time for, as much as God gives.
Georgy Sviridov

“...Especially harmonious artistic natures emerge in turbulent times, those who
embody man’s highest aspiration, [...] for inner harmony of the human personality as
opposed to the chaos of the world... This harmony [...] is connected with the understand-
ing and sensation of the tragedy of life, but at the same time it is the overcoming of this
tragedy”. These words were said by Georgy Sviridov about Alexander Pushkin, but
we can rightfully refer them to the composer himself. From his first works, Sviri-
dov’s music appeared to be extremely harmonious and integral. On the other hand,
all the tragic shocks of the era were refracted in his music with original and unusually
depth — through the theme of loneliness and despair of the human soul in the face
of chaos ... Inseparably linked with the national traditions of Russian culture coming
from the depths of centuries, Sviridov’s music was always perceived as truly modern.
Perhaps this could also be an answer to that rapid response, that wide (and stable!)
popularity it found among listeners and musicians.

Throughout his life, vocal music remained a main line of Sviridov’s art. The fate
endowed the composer with an uncommon poetic instinct, an ability to translate the
worlds of very different, sometimes opposite individuals — Pushkin, Blok, Yesenin,
Nekrasov, Bunin, Isaakyan, Mayakovsky, Pasternak, Alexander Prokofiev, Shake-
speare, Burns and many others — into music. Sviridov also knew all the secrets of
vocal art, the secret of “singing” the human word.

The author of more than a hundred romances and songs, Sviridov felt as much
drawn “to chorus, to choral singing, to the union of souls in sounds, in joint harmony”.

The few orchestral works demonstrate another facet of Sviridov’s composing tal-
ent. His scores written, as a rule, for chamber line-ups and tending to instrumental
ensembles, retain the power and variety of colours of the “big” orchestra in combina-
tion with lyrical fragility of sound; the strict economy of means is caused by delicate,
elaborate hearing of each instrument.

Five Choruses to the Words of Russian Poets (1958) was the first cycle in which
the composer successfully “tested” the genre of choral a cappella music. Each of the
choral miniatures is completely independent; the selection of poets, so different in
terms of style, epoch and even scale of talent — Nikolai Gogol, Sergei Yesenin, Alex-
ander Prokofiev and Sergei Orlov - is quite unusual. However, a subtle sensation of
nature as an integral part of being passes through the whole cycle; the theme of
youth sounds poignant — the time of life that will never return.

“About the Lost Youth” is the name of the chorus that opens the cycle. It was writ-
ten to Gogol’s prose, an excerpt from Dead Souls, although the writer called his work
a “poem”. The composer shrouds a sad monologue of a man, his memories of acute
feelings that have faded in apathetic indifference in colours of bitter-sweet melan-
choly. Two choruses to Yesenin’s verses, one of Sviridov’s favourite poets, are among
the finest examples of his lyric works. The first of them, “On a Blue Evening”, is a brief
but extremely expressive “lament” for irretrievably ruined youth.

The large-scale choral scene “When the Son Met His Father” becomes a dramatic
core of the cycle; the tragedy of the fratricidal war is revealed through an epic gen-
eralization — mother nature mourns over a murdered son and lulls him in its fold. It
is followed by an amazingly simple and artlessness chorus “How the Song Was Born”.
Yesenin’s “The Herd” (“Herds of horses in the hills of the green...”) that closes the cycle
is built on a contrast between prominent severity of the male choir and a gentle over-
flow of high voices that sound like an echo of a distant shepherd’s song.

In 1964, the feature film Snowstorm directed by Vladimir Basov and based on
Pushkin’s story came out. The screen adaptation turned the sentimentally ironic
prose into a lyric melodrama. However, it was Sviridov’s original score that made the
movie so popular. Nine years later, the composer let his music live independently of
the movie after he reworked the film score into a nine-movement suite of “musical
illustrations”.

The intertwined fates and emotional experiences of the characters — inhabi-
tants of the Russian province of the early nineteenth century — are shown against the
background of unpretentious but soul-stirring pictures of nature. The music breathes
with real feelings reviving the atmosphere of the distant Pushkin’s Russia. A waltz, a
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“cruel” romance, a military march - like Tchaikovsky did, Sviridov turns these every-
day, almost banal “musical illustrations” into living images. The suite is framed with
a picture of a winter road, a centuries-old symbol of a dreary, frozen landscape and
the irrecoverable path along which Troika-Russia rushes at full speed.

In the same year, Sviridov finished two symphonic opuses: Music for Chamber
Orchestra and The Small Triptych. These are two strikingly different three-movement
cycles. Intended for a large orchestral line-up, the Small Triptych is deeply connected
with the vocal and choral line of the composer’s music. The triptych is written in the
epic tradition coming from Borodin, Kalinnikov and Rachmaninoff.

The cycle Music for Chamber Orchestra with the solo piano written for the
Moscow Chamber Orchestra led by Rudolf Barshai is more complicated in terms of
concept and perception. It was based on the last edition of the piano quintet the
composer worked on between 1944 and 1945. Sviridov’s early chamber works were
influenced by his teacher Dmitri Shostakovich. This influence is also obvious in
Music for Chamber Orchestra, especially in the last movement written in the form of
passacaglia. However, Shostakovich’s “aura” does not obscure Sviridov’s own bright
personality and his own unique concept of this work. Like bright rays of light, the
sprouts of traditional Russian melodiousness and hollow echoes of ringing bells
make their way through the sharp and rigid harmonies and the grimace of sinister
scherzo.

The two-part feature film Time, Forward! based on the novel by Valentin Kataev
came out in 1966. Director Mikhail Schweitzer, who created a number of famous
screen adaptations of Russian classical literary works, believed that it was the most
“cinematic” of all his productions. He dedicated the film to the 50th anniversary of
the October Revolution in an attempt to demonstrate the spirit of “revolutionary cre-
ation” in the early 1930’s, to show the real heroes of those years — ordinary people
obsessed with the idea of building a new, happy world.

And again, despite the brilliant cast and the director’s remarkable finds, Sviri-
dov’s music became the most important artistic component of the film. It was the
musical “nerve” that allowed the film-makers to realize their major creative task. “Its
volitional motifs and rhythms are the key to representation of the entire era”, wrote com-

poser Boris Tchaikovsky. “This is not everyday music, it is not reminiscent of the melodies
of those years. But how accurately the composer perceived a certain state, ... the image
that reflected the heroic pulse of the time!”

The theme that sounded in the beginning along with all those newsreels of the
1930’s and in the finale of the symphonic suite became a symbol of that pulse of
time - the imperious voice of the pipe breaking through a “torn” pulsation of the
piano and percussions is perceived as a sacred call for utopia, inspiring millions to
accomplish superhuman feats.

In 1973, the Moscow Maly Theater staged Aleksey Konstantinovich Tolstoy’s
drama Tsar Fyodor Ioannovich. The play about the tragic destiny of the last represen-
tative of the ancient Rurik dynasty, whose rule was followed by troubled years, had
an important role in the history of Russian drama theatre. The main character who
embodied “the idea of Russian people’s painful moral search in the age of timelessness”
(Boris Tchaikovsky) was internally close to Sviridov.

The production of Boris Ravensky with the participation of outstanding actors
such as Innokenty Smoktunovsky, Viktor Korshunov and Evgeny Samoilov became a
true cultural event on the Moscow cultural scene. The direction, acting and Sviridov’s
music were parts of the highest artistic synthesis, the kind of synthesis Konstantin
Stanislavsky dreamt of.

Using fragments from his previous works, the composer wrote for the produc-
tion three original a cappella choruses to the texts of the Orthodox church songs.
Sviridov turned to the monument of ancient Russian music — the sixteenth century
chants by Fyodor the Peasant. As the musicologist Marina Rakhmanova wrote, “the
spirit of Ancient Russia becomes alive in the Prayer and Repentance Verse inspired by
Rachmaninoff’s choral frescoes, and in the melody of the chorus Holy Love, which is remi-
niscent of the images of ‘wise wives’ so loved in our ancient literature”.

Spring Cantata to the poems of Nikolai Nekrasov is one of Sviridov’s brightest
and “sunniest” works. It was completed in 1972 and dedicated to the memory of poet
Alexander Tvardovsky who died a year earlier. Both of the outstanding poets, who
were separated by a century, felt ardent love for the Russian people, sympathized with
their misery and suffering, and had faith in their strength and their right to a better
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life.

The composer used three fragments from Nekrasov’s biggest work, the poem
Who Is Happy in Russia? However, what attracted Sviridov was not the civil pathos of
the Nekrasov muse but his subtle sense of poetics of Russian folklore. “Spring Begins”
that opens the cantata is a recitation, a synthesis of ancient ritual songs and Orthodox
psalmody accompanied by colourful “spots” of the orchestra. The second part - a lyri-
cal “Song” performed by a female choir without accompaniment - is a hymn of selfless
love, in which sympathy for a peasant woman’s sorry lot is heard. On the contrary, the
third part — “Bells and Horns” - is performed by instruments (oboes, clarinets, the harp,
the celesta and bells); it is filled with many voices singing shepherd tunes, hallooing
and church bells. The solemn and festive chorus “Mother Russia” crowns the cantata.

Spring Cantata was premiered by the Republican Academic Russian Choral Capella
and USSR State Symphony Orchestra conducted by Alexander Yurlov on 7 June 1972 at
the Grand Hall of the Moscow Conservatory. That was the last premiere of Sviridov’s
work realized by the outstanding choirmaster and a close friend of the composer.

“...What is Nightly Clouds about? If you put it down in words, it’s about human life.
It’s about the short life of earthly things and, at the same time, it’s about eternal chang-
ing and recurrence... It’s about beauty that will save the world”, wrote composer Valery
Gavrilin, a friend of Georgy Sviridov, fresh from the 1980 Leningrad premiere of the
cantata Nightly Clouds.

Along with Sergei Yesenin, Alexander Blok was one of Sviridov’s favourite poets.
The anxious thread of Blok’s muse stretched across all years of his artistic career and
was realized in dozens of works — individual songs, vocal cycles and choral cantatas
(judging by the composer’s autographs, he dreamt for many years to combine various
works into a grand cycle of “the big Blok”).

The final version of Nightly Clouds was created in 1979 (the original edition
named Unspeakable Light emerged back in 1972 but remained unreleased during the
composer’s life).

The first four movements of the cantata outline a circle of earthly existence.
A quivering, soaring image of nocturnal nature and a girl’s nascent feeling (the first
part, “Nightly Clouds”) finds an antithesis in the third part performed predominantly

by a male choir (“Life Burnt Down”); it is another side of the “nightly” world - a deaf
and doomed one. The second part, a picture of the girl’s funeral (“On the Green
Coast”), is imbued with tragedy and light at the same time and contains features of
the Orthodox funeral service and people’s lamentation. As an antithesis of death, but
with a bitter touch of doom, the fourth part (“Love. An Excerpt from Heine”) proclaims
eternal power of love. However, the last part completely changes the figurative and
psychological direction of the cantata. If the original version of the Blok cycle ended
in ascension, “Unspeakable Light”, the finale of the final edition of Nightly Clouds is
named “Show Booth”: a hellish dance in the guise of joyful amusement (in this part,
an ensemble of percussions, the celesta and the piano are added to the a cappella
chorus). The choral cry of horror is interrupted with a sharp blow of the tom-tom - all
hell breaks loose.

“It feels like Sviridov just released the music that was locked up in the poet’s words”,
wrote the Vladimir Minin, the first performer of the cantata and the leader of the
Moscow Chamber Choir. “And he achieved it with minimum notes. Only those he could
not do without”.

Boris Mukosey
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Juck 1

«Memenv», My3bIKaabHble MUTIOCTpaLyuy K mosecty A.C. ITymknuHa

st cuMdoHmveckoro opkecrpa (1974)

) 5017 -

4.POMAHC. .« o v v vt e e e e e e e e e e e e e e
S.TTACTOPAMB. « v v v v e e e e e e e e e e e e e e e e e e e e e
6.BOGHHBII MAPII. . . . v v v v vttt e e e e e e e e e e e e e e
T.BEHUAHME . . . . o vttt i e e e e e
8.OT3BYKMBAMBCA. « « v ¢ v v vt v e v e et et e e e e e e
O.3UMHSISIHOPOTA « + « v v v v e e e e et e e e e e e e e e e e e e e e
MysbIka [j151 KamepHoro opkectpa (1964)

10 L Allegroconspirito. . . . . . . . . v v i i i e
11 ILPresto . . . . o oo it e e e e e e
12 TILLArg0 . . . v v v e e e e e e e e e e e e e e e e e e e
«Manenvkuti mpunmux» nast cumdoHmveckoro opkecrpa (1964)

13 1. Allegro moderatoun pocorubato . . . . .. .. ... ... ... ... ..
14 1I. Con tutta forza,un pocomaestoso . . . . . . . . . ..o v i vt ..
15 ML Allegromoderato . . . . . . . . o v v v i ittt e e e
«Bpewmsl, 6neped!», clouTa U3 My3bIKM K KUHODUIBMY

st cuMboHuYeckoro opkecrpa (1967)

16 1.VPAIBCKUIM HAMIEB. « « « v v v v v e v v e e e et e e e e e e e e e e e e
17 2 UACTYHIKA &« ¢ v v v o v e e e e e e e e e e e e e e e e e e e e e
18 B MapII . . . v v it i e e e e e e e e e e
19 4. MameHbRMIA DOKCTPOT + « v v v v v v e e e e e e et e e e e e e e e e e e e
20 5.HOUB . . . oo e e e e e e

O 0O~ Ul WD —

O6iee BpeMs: 76.14

Bonbioit cumbonnyeckuit opkectp LleHTpalbHOTO TelneBUIeHUS
1 BcecorosHoro panno

Iupwuxepsl: Bnagumup ®enocees (1-9, 16-21), Tennanuit PoxkgecrBeHckuii (13-15)

MoCKOBCKMI1 KaMePHBI OPKeCTp
Iupuxep — Pynonsd Bapuait (10-12)

3anmcu: 1975 (1-9, 16-21), 1965 (10-12), 1970 (13-15) rr.
3ByKkopexuccepsl: C. [Tasyxus (1-9, 16-21), Y. Benpuuues (10-15)
PemacrtepuHr - E. BapbikiiHa
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Juck 2
ITh XOPOB Ha CJIOBA PYCCKUX ITO3TOB JIJIS1 CMELIaHHOTO Xopa (1958)

1 1. «06 ympauenHoti onocmu» (cnoa H.Toromst) . . . . ... ......... 4.07
2 2.«Beuepom cuHum» (cnoBa C.EceHMHA). . . . . . . . . . ... oL 4.15
3 3. «loscmpeuancs coin c omyom» (cnosa A. IlpokodbeBa) . . . . . . . . . .. 4.29
4 4. «Kak necHs poounace» (cioBa C.Op/IOBA). .« « v v v v v v v v v e e e e 5.05
5 5.«Tabym» (cmoBa C.ECEHMHA) . « « v v v v v v e e e e e e e e e e e e e e 5.16

«HouHsle 0071aKa», KAHTATA ISt COMMCTOB, CMEIIAHHOTO XOPa U MHCTPYMEHTAIbHOTO
aHcaM6ust Ha ctuxu A. Biioka (1979)

6 L.«HOUHBIE OONIAKA» . « . o+« o v e vt e e e et e e e e e e e e e 3.33
7 2.«V 0€Pe2A 3EMICHO20...% « o . v v v e e e e e e e e e e e e 3.53
8 3. «Yacosas cmpenka Onu3UMCs K NOJIHOUU...» « « o v v v v v v v v v e e e e e 4.00
9 4. «JT0608b» (OTPBIBOK M3 TEIHE). . . . . . . v i vt i i 2.36
10 5.«Ban@zamuyuk» . . . . oo c vt i i e e e e e e e e e e e e e e e 2.18

Tpu xopa u3 My3bIku K Tpareaun A.K. Toncroro «Laps @edop HoaHHosuu»
ILIS1 cMeIaHHoro Xopa (1973)

B O 0V 04 - 3.16
12 2.JTHOGOBB CBSITAST « & v v v v v e o e e e e e e e e e e e e e e e e e 3.40
13 B.TIOKASTHHBII CTUX « v v v v v v v e e e e e e e e e e e e e e e e e e e e e e 2.32

«BeceHHs1s1 KaHmama» st CMeLIaHHOTO Xopa ¥ cuM(OHMYECKOro OpKecTpa Ha
ctuxu H. Hekpacosa (1972)

14 1.BECEHHMMBAUMH . . . « o v v v v it i i et e et e e e e e e 3.31
15 2.TIECHST « o v v ot e e e e e e e e e e e e e e e e e e 3.31
16 3. KOMOKOMA M POSKKIM « « v v v v v e e v e e e e e e e e e e e e e e e e e e e 3.24
17 4.MaTtymka-Pycb . . . . . . ... . e 3.03

O611ee Bpems: 61.43

Tpeku 1-5

Bacunnit Tumonns, merop (1)

JleHMHTpaacKasi rocyAapcTBeHHas akajemMuyeckas Kanenna umenyu M. ImuHku
Ivipwxep — Bnagucnas YepHylieHKO

Tpeku 6-10

Masnbumk — Enena O6oseHckasi, meyyo-conpato (10)

IleBouka — 0nus Anmcosa, meyyo-conpato (10)

Anexcanpp Car, popmenuaro (10)

MoOCKOBCKMI KaMePHBII XOp

VIHCTpyMeHTalIbHBI aHcaM6/1b Bonbioro cuMdoHnyeckoro oprectpa
LlenTpanbHOro TeneBuaeHus: M Bcecoro3HOro pagmo, XyaoxKeCTBeHHbI
pykoBoauTeNnb U aupwkep Bragumup ®enocees (10)

Iupwxkep - Bnagyumup Munua

Tpekn 11-13

Npuna Kopaunosa, meyyo-conparo (11)

Banepus T'ony6eBa, conparo (12)

TocymapcTBeHHas pecy6aMKaHCKast akaJjeMiuueckast pycckast XopoBasi Karesia
umeHnn A. IOpnosa

Iupwkep — FOpuit YxoB

Tpekn 14-17

TocymapcTBeHHas pecy6aMKaHCKast akaJeMiuueckast pycckast XopoBasi Karesia
Bonbmoit cumbonmnyeckuit oprectp LleHTpasbHOTO TeleBUAEeHNUS

u BcecorosHoro panno

Iupwskep — Anekcauap IOpios

3anmcu: 1982 (1-5), 1980 (6-10), 1975 (11-13) rr.,

¢ KoHIIepTa 26 nekabps 1972 r. (14-17)

3Bykopexuccepsl: I. Llec (1-5), Y. Benpunies (6—13), E. byneesa (6-10),

A. lllTunbmaH (14-17)

Pemacrepunr — H. Pagyruna 19
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Disc 1
Snowstorm, musical illustrations to Alexander Pushkin’s story
for symphony orchestra (1974)

1 L.Troika . . . .. e 3.15
2 2. Waltz. . . . . e e e e e e e e 4.02
3 3.Springand Autumn. . . . ... ... e e 2.12
4 4ROMANCE. . . . . ot e e e e e e e e 5.40
5 S.Pastorale. . . .. ... e e 2.19
6 6.MilitaryMarch . .. ..... .. ... .. ... .. 2.30
7  7.Wedding Ceremony . . . . . . v v v v v vttt et e e e e e e 3.08
8 8.EchoofWaltz . . . . ... ... .. . e 1.58
9 9.WinterRoad. . . ... ... ... .. ... 3.00
Music for Chamber Orchestra (1964)

10 L Allegroconspirito. . . . . . . . . o v i i i i e 6.02
11 ILPresto . . . . v oo it e e e e e e e 4.31
12 TILLArgO . . . v v i e e e e e e e e e e e e e e e e e e e e e 8.11
The Small Triptych for symphony orchestra (1964)

13 1. Allegro moderatoun pocorubato . . . . . . ... ... .. ... ... .. 4.39
14 1I. Con tutta forza,un pocomaestoso . . . . . . . . . ..o v ... 1.19
15 ML Allegromoderato . . . . . . . . o v v i ittt e 3.27
Time, Forward!, a suite for a motion picture for symphony orchestra (1967)

16 1.UralTune . . . . .. .ottt e e e e e e e e e 4.15
17 2.Chastushka . . .. .. ... .. ... . e 1.04
18 3.March . . . ... . e 3.55
19 4. Little FOXtrot . . . . . . . o o it e e e 2.35
20 5.NIGHE. o v et e e e e 4.37
21 6.Time,Forward! . . . . . . . . . . e 3.25

Total time: 76.14

The Moscow Radio Symphony Orchestra

Conductors: Vladimir Fedoseyev (1-9, 16-21), Gennady Rozhdestvensky (13-15)
The Moscow Chamber Orchestra

Conductor — Rudolf Barshai (10-12)

Recorded in 1975 (1-9, 16-21), 1965 (10-12), 1970 (13-15).
Sound engineers: S. Pazukhin (1-9, 16-21), I. Veprintsev (10-15)
Remastering — E. Barykina
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Disc 2
Five Choruses to the Words of Russian Poets for mixed choir (1958)

1 1. About the Lost Youth (words by Nikolai Gogol). . . . ... ... ...... 4.07
2 2.0n a Blue Evening (words by Sergei Yesenin). . . . . . ... ........ 4.15
3 3. When the Son Met His Father (words by Alexander Prokofiev) . ... ... 4.29
4 4. How the Song Was Born (words by Sergei Orlov) . . . . ... ........ 5.05
5 5.The Herd (words by Sergei Yesenin). . . . .. ... ............. 5.16

Nightly Clouds, a cantata for soloists, mixed choir and instrumental ensemble to the
poetry of Alexander Blok (1979)

6 1.NightlyClouds. . . . . . .. .. i e ettt e e 3.33
7 2.Bythe GreenRiverside... . . . . . ... ... ... ... 3.53
8 3. The Hour Hand Approaches Midnight.... . . . . .. .. ... ... ...... 4.00
9 4.Love(anexcerptfromHeine) . ... ... ... ... ... .. ... . ... 2.36
10 5.ShowBoOth . . . . o v i it e e e 2.18

Three choruses from the music to Alexey K. Tolstoy’s tragedy Tsar Fyodor Ioannovich
for mixed choir (1973)

11 L.Prayer . . . ... o i e 3.16
12 2.HOIYLOVE . . . v ot e e e e e e e 3.40
13 3.Repentance Verse. . . . . . . . . .t v v ittt it e 2.32
Spring Cantata for mixed choir and symphony orchestra to the poetry of Nikolai
Nekrasov (1972)

14 1.SpringBegins . . . . . . . ... e 3.31
15 2.8S0Ng . . o oo 3.31
16 3.BellsandHorns . . . . . . . . .. oL e 3.24
17 4.MotherRussia. . . . . . . ... .. e 3.03

Total time: 61.43

Tracks 1-5

Vasily Timonin, tenor (1)

The Leningrad Glinka State Academic Choir
Conductor - Vladislav Chernushenko

Tracks 6-10

Boy - Elena Obolenskaya, mezzo-soprano (10)
Girl - Yulia Alisova, mezzo-soprano (10)
Alexander Sats, piano (10)

The Moscow Chamber Choir

The Instrumental Ensemble of the Moscow Radio Symphony Orchestra,
artistic director and conductor Vladimir Fedoseyev (10)
Conductor — Vladimir Minin

Tracks 11-13

Irina Kornilova, mezzo-soprano (11)

Valeriya Golubeva, mezzo-soprano (12)

The Yurlov Russian State Academic Choir
Conductor - Yuri Ukhov

Tracks 14-17

The Yurlov Russian State Academic Choir
The Moscow Radio Symphony Orchestra
Conductor — Alexander Yurlov

Recorded in 1982 (1-5), 1980 (6—-10), 1975 (11-13), live on December 26, 1972 (14-17)
Sound engineers: G. Tses (1-5), I. Veprintsev (6—13), E. Buneyeva (6—10),

A. Shtilman (14-17)

Remastering — N. Radugina
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