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Synopsis

The Russian Court Chapel Choir: 1796-1917

Throughout the nineteenth century the Russian Court Chapel Choir -~ the
Court Kapella - with its rich, sonorous voices, virtuosic technique and
strict discipline, enjoyed an enviable reputation. Its singers
performed not only in liturgical services and official state ceremonies
in the imperial churches, but also played an active role in the musical
life of St. Petersburg outwith the court. The music school within the
Kapella provided the singers with an excellent choral training as well
as tuition in instrumental performance, harmony, orchestration and
composition; indeed, until the second half of the nineteenth century it
was the only institution to offer this level of musical education. The
Court Kapella also played a vital role in the publication of music for
the Orthodox Church at this time: from 1816 the director of the Kapella
had the power to authorize or prohibit every edition, performance and
publication of sacred music in Russia and, as a result, could
significantly influence the development of sacred music.

This study deals with the period from 1796, the year in which
Dmitry Bortnyansky was appointed director of the Kapella, until 1917
when the institution underwent such radical reorganization as to render
it almost unrecognisable. The study is divided into three sections: the
first deals with the structural organization of the Kapella as an
educational establishment and focuses particularly on the development of

the curriculum under a changing directorate; the second deals with the



structure of the liturgy used in the Russian Orthodox Church and the
emergence and development of harmonized court chant; the third deals
with the development of sacred vocal music in Russia during the period
1796-1917, and is illustrated by an examination of the music composed
specifically for the use of the Court Kapella and its relationship with
the liturgy which it enhanced.

Despite the wealth of documentation concerning the Court Kapella
held in the archives of the Ministry of the Imperial Court in the State
Historical Archive in St. Petersburg, there is no detailed study of this
extremely complex subject which is of such great relevance to so many
aspects of Russian musical life. Many of the most influential figures
of the time were closely involved with the Kapella - for example Glinka,
Balakirev, and Rimsky-Korsakov - but little research has been done on
this area of their work. The educational importance of the institution
has always been overshadowed by the achievements of the St. Petersburg
Conservatoire, and the consequences of the monopoly exerted by the
Kapella in the area of music publication have never been investigated.

A survey of this topic is essential not only for our understanding of
the inestimable wealth of Russian sacred music, but also for a

comprehensive view of Russian musical life at this time.
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p.75 32.
p-106 134,
p.188 92b.

Errata

Does the Court Kapella have the exclusive right to train
teachers of church music, and may people teach this singing who
have not received a certificate from the Kapella, authorized by
imperial decree in the ukaz of the Holy Synod of 26 May 1850,

where it speaks only of parish and regimental choirmasters; this

expression clearly indicates that this applies only to
precentors of choirs singing in many parts, and certainly not

to teachers of rural schools, where it would be unthinkable even
to contemplate instruction in choral music in many parts
(available only in specialist music schools), but where it is
possible to teach strictly diatonic prayer chants in one part,
as they are notated in the music books published by the Synod;
this is why this church mﬁsic is known as simple, to distinguish
it from music in many parts, partesnyi and chromatic [styles].

NMunaes, W., <C. B. CMmoneHckuir (U3 BoCnOMMHaAHUM M nepenucku)>

Pycckaa My3abikanbHasa raseta 37-8 (I915) crtp.557

flanbwe MHe MATH HekKypa...Bce xXe 6onuT Mmoe ceppue. [puxoautcsa
yyTb Ny He AYOMHKON BHKONauvBaTh TYNOCTb U HEBEXECTBO
Kanennuctos. OHM nNpuBbiKNM K KoHdPeTam banakupesa. OHu
npuUyyeHs K rnopgauvykaM HesacnyXeHHbiM. f UM UX He Mor gaTb. Mol

Ha Ppa3HbiX goporax. Bce nowno npotues MeHsA.

Odoevsky, V. F., Mnenie Knyazya V. F. Odoevskago po voprosam,

vozbuzhdennym Ministrom Prosveshcheniyva po delu o tserkovnom

penii [The opinion of Prince V. F. Odoevsky on the questions
raised by the Minister of Education on the subject of church

singing] (St. Petersburg, 1866) p.16

(Continued overleaf)



Glinki [State Academic Kapella named after M. I. Glinka], while
inaccurate in places, is a competent basic history of the establishment
but lacks the depth and detail which the subject demands, while A.

Ershov's Stareishii russkil khor [The oldest Russian choir], the most

recent history of the Kapella, merely skims the surface of the topic.

Vladimir Morosan's excellent book Choral Performance in Pre-

Revolutionary Russia deals with the history of Russian choral music,

both sacred and secular, from the earliest recorded times to the present
day, but is in the nature of a general survey of the topic, with
emphasis on performance practice. Due to the scope of the work it
cannot deal with a single institution in great detail. I hope that with
this work I have gone some way towards repairing this neglect.

All dates are given according to the 0ld Style or Julian calendar
which was in use in Russia until 1918. During the eighteenth century
this calendar lagged eleven days behind the New Style or Gregorian
calendar used in western Europe. In the nineteenth century this
difference increased to twelve days, and in the twentieth to thirteen
days.

The transliteration system used is that used in the New Grove

Dictionary of Music and Musicians with several adjustments: the letter

'w\' is transliterated as 'y', and " is transliterated as 'i’'.

Where they occur in the main body of the text the names of Russian
composers who are familiar to non-Russians are given in their familiar
form. Where these names occur in the bibliography or footnotes,
however, strict transliteration is observed. The names of Russian

composers not familiar to non-Russians are also strictly transliterated.
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In order to convey better the flavour of the original documents and
pre-1918 publications quoted no attempt has been made in Appendix 15 to
alter the texts in accordance with modern orthographical conventions:
texts have been reproduced exactly, with no attempt to standardize
spelling. The now obsolete letters '®' and 'i', which are not available
on a modern Russian typewriter keyboard are replaced with 'e' and 'W',

Unless otherwise indicated, all translations are my own. In cases
where an English translation of a Russian text exists I have, where
possible, gone back to the original Russian publication to ensure that
the quotation has not been taken out of context or mistranslated. Only
on the rare occasions when I have been unable to obtain or locate the

original Russian text have I reproduced an existing translation.
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and individuals who have assisted and advised me in carrying out this
work. Thanks to a postgraduate scholarship from the British Council I
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St. Petersburg and Moscow: without this opportunity a detailed study of
this topic would certainly have been impossible. The willing co-
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more pleasant and was very greatly appreciated. Special thanks are due
to the staff of the Central State Historical Archive (particularly to
Serafima Igor'evna Barekhova), the State Public Library in St.
Petersburg, the Leningrad State Institute of Theatre, Music and
Cinematography, the State Lenin Library, the Central State Archive of

Literature and Art, the State Central Theatre Museum, and the State
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Central Theatre Museum of Musical Culture. I am very grateful to the
director of the State Academic Kapella Professor Vladislav
Aleksandrovich Chernushenko for his help and advice during my stay in
St. Petersburg, and to Aleksandr Sergeevich Belonenko who supervised my
year of study at the Leningrad Conservatoire.

Nearer home, I wish to thank the staff of the Inter-Library Loan
office of Glasgow University for their assistance in locating materials.
Particular thanks go to Dr. M. C. K. MacMahon for his assistance in
obtaining funding for the project, and to the Rev. Dr. Gavin White and
the Rev. David Ness who advised me on theological and liturgical
matters. Above all, I wish to thank Dr. Stuart Campbell for the care
and attention which he devoted to the project, for his advice and

constant encouragement.
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Introduction

Of all areas of Russian music, sacred choral music has suffered the
greatest neglect. There is no scholarly study of even the most
influential and renowned choral establishment of the nineteenth century
-~ the Court Chapel Choir or Kapella.

This study deals with the history of the Kapella between 1796, the
year in which Dmitry Bortnyansky was appointed director of the Kapella,
and 1917 when the institution underwent a radical reorganization
following the overthrow of the Tsar. The study is divided into three
sections, the first of which examines the role of the Kapella as an
educational establishment. The music school within the Kapella provided
the singers with an excellent choral training as well as tuition in
instrumental performance, harmony, orchestration and composition;
indeed, until the second half of the nineteenth century it was the only
institution to offer this level of musical education. While the Theatre
School, founded in 1738 by Vladimir Bibikov, offered tuition in drama,
music, and singing as well as general subjects, it was principally
concerned with training artists for the imperial theatres and did not
provide training in either choral singing or choral conducting.

Although the Academy of Arts, founded in 1757, began to offer music
classes in 1764, little is known of their content and it is more than
likely that this was simply an auxiliary subject to complement other
arts subjects. In examining the educational significance of the Kapella
I have focused particularly on the development of the curriculum of both

choral and instrumental classes under a changing directorate.
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The second section deals with the structure of the liturgy used in
the Russian Orthodox Church and the development of harmonized court
chant. Court chant first emerged at the end of the eighteenth century
and comprised those chants, taken from various chant systems, which were
commonly used in the imperial churches. Throughout the nineteenth
century the directors of the Kapella not only compiled or oversaw the
compilation of volumes of harmonized chant, but also passed legislation
enforcing the adoption of these harmonizations in churches all over
Russia.

The third section considers the role of the Kapella as a performing
ensemble. The choristers' principal duty was to perform in liturgical
services in the imperial churches: the large and small chapels of the
Winter Palace, the chapels in the palaces of Peterhof and Tsarskoe Selo,
the cathedral within the Peter and Paul Fortress, and the Anichkov
Palace. The singers were required to participate in entertainments at
the court - balls, masquerades, card parties and the like - and several
of the singers always accompanied the Tsar on his travels. In addition
to their official duties the choir also participated in the concert 1life
of St. Petersburg outwith the court and were associated particularly
with the Philharmonic Society and the Concert Society. The Court
Kapella also played a vital role in the publication of music for the
Orthodox Church at this time: from 1816 the directorate had the power to
authorize or prohibit every edition, performance and publication of
sacred music in Russia and, as a result, could significantly influence
the development of sacred music in Russia. This monopoly will also be

examined in the third section. Finally, this section examines the
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development of sacred vocal music in Russia during the period 1796-1917,
which is illustrated by an examination of the music composed
specifically for the use of the Court Kapella and the relationship
between this music and the liturgy which it enhanced.

Before embarking on any discussion of this subject it is necessary
to tackle the problem of terminology. The term ‘kapella'’, one of many
German terms borrowed by the Russians for administrative and court
functions, itself poses a number of questions: it is a term which has
come into general use in a number of languages and has consequently
acquired a variety of meanings. In English the term is commonly
understood to refer to the actual place of worship - the building itself
(the only exception being when used in the context of the Chapel Royal
when it refers to the actual musicians). In German it is used to refer
to the singers and organist of a church or, more frequently, the singers
and instrumentalists of a court. Both English and German
interpretations are too narrow to convey the sense of the Russian term.
When used in this context the term 'kapella' embraced not only the
building, but also the choristers, their conductors and the directorate,
and also the educational establishment - teachers, private and external
pupils and so on. As the English 'chapel' cannot convey this I have
decided to retain the Russian term 'kapella’.

The term 'precentor' [regent] also requires some explanation.

While in English cathedrals a precentor is generally a member of the
clergy who has control over the music performed during services, and in
Scotland is a layman who leads the congregational singing, in Russian

practice the precentor rarely belongs to the clergy but is a trained
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musician, responsible for rehearsing and conducting the choir.

The term 'penie' is also difficult to translate accurately: in
different contexts it can mean either 'singing' or 'chant' and so both
translations will be found in the text and accompanying notes.

Another Russian term which is frequently met in the text and
footnotes is ukaz which I have left in its Russian form as there is no
direct translation: in different contexts it can refer to a decree,
order or instruction. Similarly prikaz, which is used interchangeably
with ukaz, remains in its original form.

It is believed that the choir later known as the Court Kapella was
founded in 1479 by Ivan III Grand Prince of Muscovy for the consecration
of the Uspensky sobor [Cathedral of the Assumption] in the Kremlin. By
this date Moscow had established itself as the political and
ecclesiastical centre of Russia - the third Rome - and its new-found
power was reflected in increased pomp and ceremony at the court.

Initially known as the Khor gosudarevykh pevchikh d'yakov [Choir of the

Sovereign Lord's Singing Clerks], the new choir sang in services in the
Uspensky sobor and in entertainments and pageants at the court. Under
Ivan I11's successors the choir flourished. During the reign of Ivan
IV, also known as Ivan the Terrible, the number of singers increased to
thirty-five. 1Ivan took a keen personal interest in the choir and often
performed with them himself. Little is known of the choir's activities
during the sixteenth and seventeenth centuries. Certainly, as a result
of the development of part singing in the middle of the seventeenth
century, the choir was no longer comprised solely of adult singers -

each year a number of trebles were recruited. During the seventeenth
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century the number of singers increased: on Alexis Mikhailovich's
accession to the throne in 1645 the choir consisted of between fifty and
sixty singers and by end of the century this number had increased to
seventy. It is believed that by the end of the seventeenth century the
full choir was divided up into smaller ensembles which served the
various imperial churches and private chapels of members of the royal
family. This practice was to continue until 1917.

Peter the Great also took a great interest in the choir and ordered
that recruiting expeditions be made to search out the best singers from
all over Russia. 1In 1701 the choir was renamed the Court Choir

[Pridvornyi khor] and two years later the singers were transferred from

Moscow to the new capital of St. Petersburg. During the eighteenth
century the number of singers fluctuated: during Peter's reign sixty
singers were employed, but after his death numbers were drastically
reduced to twenty. By 1752, however, numbers had substantially
increased and the choir consisted of forty-eight men and fifty-two boys.
'In 1763 Catherine I ascended the throne and the court choir
underwent yet another adminstrative reorganization. At this time it was

renamed the Imperatorskayva pridvornaya pevcheskaya kapella [Imperial

Court Kapella - the word 'pevcheskaya' meaning 'singing' is ‘auicigqoos
in English and so I have systematically disregarded it in translation]
and became a secular organization under the jurisdiction of court
aofficials - the Ministry of the Imperial Court - rather than the
ecclesiasatical authorities. As part of this reform the post of
director of the Court Kapella was created.

This study is largely based on documents held in the archive of the



Ministry of the Imperial Court in the Central State Historical Archive
in St. Petersburg. Unfortunately, as a result of a fire in the archive
in 1826, few documents prior to this date have survived. Thanks to
Russian bureaucracy, however, a remarkable wealth of documentation

concerning the period 1827-1917 has survived.
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Chapter 1: Administrative Structure and Educational Provision: 1796-1861

i) The Court Kapella under the direction of D. S. Bortnyansky: 1796-1825

By the end of the nineteenth century the Court Kapella was firmly
established as the most important musical establishment in Russia, and
as director of the Kapella - the Tsar's personal choir and the only
institution in Russia to offer a specialist musical education - Dmitry
Stepanovich Bortnyansky was one of the outstanding and most influential
figures in Russian musical life.

It may be said without exaggeration that Bortnyansky (1751-1825)
devoted his whole life to service in the Court Kapella. Born in the
Ukraine, he began his musical education in the preparatory choir school
in his home town of Glukhov which trained young choristers for service
at the imperial court, and in 1759 was sent to the Kapella in St.
Petersburg where he studied singing and theory of music with teachers
Mark Poltoratsky, Hermann Raupach and Joseph Starzer.® Bortnyansky's
outstanding musical gifts were immediately recognised: he had an
exceptionally fine treble voice and soon became a member of the select
kamer-pevchie or chamber singers who frequently performed at dinners,
balls, card-parties and other entertainments in the Winter Palace. He
also participated in operatic productions given at court and in 1764 was
assigned the part of Admeta, the leading male role in a production of
Raupach's opera Alceste.® As one of the most talented choristers, he
attended classes in theatre studies and languages - Italian, French and

German - at the Cadet School (a school which prepared the sons of the



nobility for a military career), and on Baldassare Galuppi's arrival in
St. Petersburg in 17633 studied composition, singing and harpsichord
with the Italian master (see p.202).

On Galuppi's return to his homeland in 1768 he sent a petition to
Catherine II, requesting that Bortnyansky be permitted to continue his
musical education in Italy.* The Empress, who had noted and encouraged
the young chorister's talent, granted his request and in 1769
Bortnyansky left Russia for Venice.® While in Italy he continued his
studies with Galuppi and visited the main musical centres - Rome, Milan,
Naples and Bologna. It was a fruitful period for composition and his
works from this time include three operas, various motets and chamber
works.®

In the spring of 1779 Bortnyansky received a letter from the
Director of the Imperial Theatres, Ivan Perfil'evich Elagin, requesting
that he return to St. Petersburg with all poésible speed.” The timing
and urgency of this letter, dated 10 April 1779, is puzzling. In her

book Kompozitor D. Bortnyansky [The composer D. Bortnyansky] Marina

Rytsareva suggests that the cause may have been the recent death of
Maksim Berezovsky, another gifted young Russian composer who had been
trained in the Court Kapella.® This seems unlikely. Berezovsky had
died in March 1777, and one might have expected Bortnyansky to have been
recalled earlier, had this been the cause. The answer to the riddle may
be very simple: while the conditions governing Catherine's agreement for
Bortnyansky's study in Italy are unknown, it is highly possible that the
term agreed was ten years. Bortnyansky left St. Petersburg in 1769 and

so the pre-arranged period would elapse in 1779. This hypothesis is



supported by the opening words of Elagin's letter: 'as ten years have
already passed' [kak uzhe desyat' let proshlo].® Whatever the cause,
Bortnyansky arrived back in St. Petersburg bearing the scores of his
Italian works which he presented at court. These were greeted with
great excitement and he was immediately appointed kapellmeister of the
Court Kapella, a post which he held until Catherine's death in 1796.*°
On the accession of Paul I Bortnyansky was promoted to the position

of direktor vokal'noi muzyki i upravlyayushchii pridvornoi kapelly

[Director of vocal music and administrator of the Court Kapella], the
appointment dating from 11 November 1796.** He was one of very few
court officials to retain a court appointment throughout the reigns of
both Catherine and Paul. With Paul's accession to the throne the
atmosphere of the court had changed dramatically. Paul was aware that
Catherine had intended the throne to pass directly to his son Alexander
on her death, and this knowledge had nurtured in him a deep hatred of
Catherine herself and all that she represented. On his accession the
majority of her favourites were immediately dismissed, yet Bortnyansky
remained. While there is no doubt that replacing Bortnyansky with a
kapellmeister of equal talent and experience would have been an
exceptionally difficult task, a point which may well have influenced
Paul in his decision, all the evidence suggests that Bortnyansky's
position in the Kapella was never in any doubt. In addition to his post
as kapellmeister in the Kapella he had held the position of

kapellmeister at the court of the Tsarevich at Gatchina since 1784,*%2

and had established a good relationship with Paul and his wife, the

Grand Duchess Maria Fyodorovna, prior to Catherine's death: a number of



his chamber works had been written for the Grand Duchess who was a
competent harpsichord player, and one of his operas had been written
especially for the court at Gatchina (see p.204).

The task now facing Bortnyansky was not an easy one. The duties of
the director of the Court Kapella included personal responsibility for
the staff of the Kapella, superintendence of artistic, administrative
and financial affairs in that institution, and the composition of sacred
musical works for the imperial churches. When he took up his
appointment in 1796 the Kapella was in a state of virtual collapse: the
quality of the singers' voices was poor and they were lacking in
technique, the standard of performance was low, there was little
discipline amongst the choristers, and they received no systematic
education.*?® Undismayed by this dismal state of affairs Bortnyansky set
to work to create a polished, refined and well-disciplined choral
ensemble, a goal towards which he continued to strive tirelessly until
his death in 1825.

His first task was to carry out an examination of each individual
singer, which resulted in the dismissal of eleven choristers who were
considered unsatisfactory.** This was not the only cut to be made in
the number of singers; on 30 September 1797 numbers were cut
dramatically from eighty to twenty-four.*® 1t has been suggested by
some musicologists, including Vladimir Morosan, that Bortnyansky himself
may have instigated this move in an attempt to stop the choir's
involvement in secular court entertainments.'® He argues that by
reducing the numbers so drastically, participation in secular concerts

and theatrical spectacles, in addition to the obligatory liturgical



services, would have been rendered impossible, while the singing in the
chapel of the Winter Palace could still have been maintained. Such a
move would also have given Bortnyansky the opportunity to rebuild the
choir as he wished, with the very best choristers as its nucleus.

There are several flaws in this argument. Firstly, the choristers
of the Kapella were often required to provide singing in two or more of
the imperial churches simultaneously. It may be argued that with a full
choir of twenty-four it would have been possible to create two ensembles
of twelve singers; however, consideration of the choir's repertoire from
this period proves that this number of singers would still have been
inadequate. A very large number of the works performed by the choir at
this time, a great many of them by Bortnyansky himself, are scored for
double choir and make use of antiphonal effects and the juxtaposition of
solo passages and sections for full choir. These would clearly have
been impossible to perform with such limited resources, and it is very
unlikely that Bortnyansky would have imposed such a restriction on
himself. Neither is Morosan's view supported by the letter dated 2
January 1797 to Count Nikolai Sheremetev, Director of the Cadet School,
in which Bortnyansky proposes that the choir be made up of forty-eight
singers, which could be divided into two choirs of twenty-four, when
necessary.'” It seems more probable that the reduction in staff was
simply part of Paul's general campaign to curb the extravagances of the
court dating from Catherine's time. This reduced number of singers soon
proved to be inadequate, however: in 1801 the numbers were increased to
forty,*® and by 1817 the basic choir consisted of twenty-four boys and

twenty-four men, as Bortnyansky had wished.'®



After his initial examination of the singers Bortnyansky tackled
the problem of education. Many of the young singers came to the
Kapella, as had Bortnyansky himself, from the preparatory school at
Glukhov. Founded in 1738 with the exclusive purpose of training
choristers for the Court Kapella, the school provided elementary
training in both vocal and instrumental music. Ten boys were accepted
each year and after two years of study were sent to St. Petersburg to
serve in the Kapella. The curriculum of the school is outlined in an
ukaz of 14 September 1738:

See to it that [the pupils] have the best voices, so
that the aforementioned precentor might train them in
Kievan and partesnyi [polyphonic] singing; moreover
once knowledgeable foreign and Ukrainian masters have
been sought out, let the students be also trained in
string music, i.e. on the violin, gusli* and bandura*
once they are trained in singing and in string
music let them be sent, ten at a time, every year to
the court of Her Imperial Majesty [Anna], and new ones
recruited in their place.?Z2°
Soon after the young singers arrived at the Court Kapella they were
required to perform in front of the Tsar®** and, if they met with his
approval, faced a demanding schedule: the choir rehearsed for three
hours each day, working on music for the daily services and forthcoming

concerts.?? These rehearsals, the services themselves, concerts, and

* an explanation of such Russian terms can be found in the glossary



the musical entertainments at court in which they were required to
participate left them very little free time.

The education of these young choristers was entrusted to the adult
singers: a chorister arriving in St. Petersburg would be placed in the
charge of an experienced singer and would study the chants used in the
Kapella, learning principally by imitation and repetition.?® The same
principle was used in general rehearsals: the choir was divided up not
into treble, alto, tenor, and bass sections but into small groups
comprising equal numbers of each voice, thus mixing youth with
experience.®* Each group was led by a precentor who would instruct them
with the aid of a violin, a legacy of the many Italian musicians who had
worked at the court in the eighteenth century. Only precentors who had
themselves been trained in the Kapella were permitted to work with the
choir and so the traditional teaching method continued in an unbroken
line.*® The young boys studied solfeggio and sight-reading and soloists
were given individual voice-training. Examinations were held annually
to assess the progress of each boy, and only those students who
displayed a special aptitude received instruction in composition,
harmony, and music theory.Z?®

Bortnyansky was also anxious to establish a school within the
Kapella to train the young singers in instrumental performance. All
precentors already received tuition on the violin, on which they were
required to be sufficiently proficient to lead and correct the singers
during rehearsals, and it was Bortnyansky's intention to introduce
tuition on viola, cello, and double bass to complement this existing

tuition. Wind instruments were not to be introduced as it was widely



believed that playing woodwind or brass instruments would have a
detrimental effect on the choristers' voices. Bortnyansky's plan was
approved by the Ministry of the Imperial Court and instrumental classes
opened on 18 January 1810.%7 His ambitions were short-lived however;
due to lack of resources the classes were forced to close after only one
year.?®
While Bortnyansky firmly believed that every boy should receive an

adequate education, he was opposed to providing each student with a
specialized musical education when the majority would be employed in
areas other than music. His attitude is evident from a report of 28
March 1825:

Teaching figured-bass to the young court singers is

not only not useful, but can distract them from the

studies necessary for their future duties.?°
For this reason choristers received a general education in addition to
their musical studies. Thus when a chorister's voice broke he could sit
the examination for entry to the civil service, fourteenth grade, and
gain employment as a clerk in a government office. Little information
concerning these classes has survived. General education classes had
been introduced as early as September 1766, when the young choristers
studied French, Italian, history, geography, Russian, German, and
arithmetic at the private boarding school run by Alexander Thomas
Bousquet,3° but it is likely that the curriculum underwent some changes
in the years prior to Bortnyansky's appointment. In principle, the
choristers were divided into three classes - junior, intermediate, and

senior - and studied for two years in each.®* It seems that instruction



in general subjects was somewhat haphazard, however, and that few boys
reached the required standard for entry into the civil service. When
Bortnyansky's successor in the Kapella, Fyodor L'vov, took up his
appointment in 1826 one of his first objectives was to reform general
classes, and he complained to the Ministry of the Imperial Court that
many of the young choristers were simply thrown out onto the street with
no means of supporting themselves as soon aé their voices had broken.32
It seems likely, therefore, that Bortnyansky, as a musician and
composer, concerned himself principally with choral training and, as a
result, the boys' general education was somewhat neglected.

Bortnyansky was not concerned solely with musical instruction in
the Kapella: he was also anxious to improve the material circumstances
of the sinéers. In 1796 the director had received a salary of one
hundred and twenty rubles and choristers wages of sixty rubles with an
additional sum of forty rubles for 'rations'.32* There were frequent
complaints regarding levels of pay in the Kapella and Bartnyansky
received large numbers of petitions from singers begging financial
assistance.®* As a result of his efforts wages were increased on 18
March 1817 so that the very lowest rank of the youngest singers received
a wage equal to that formerly paid to the director.®® According to
Gusin and Tkachev choristers were also awarded a rise in wages on 12
December 1807,3° but I have found no documentary evidence to support
this claim. On the contrary, in a letter to A. N. Golitsyn, Minister of
the Imperial Court, dated 23 July 1816, Bortnyansky requested an
increase in the choristers' wages because the pay scale agreed in 1801

was still in force.37



Even with the 1817 increase, choristers were still paid a meagre
amount: the older singers struggled to support themselves and their
families, and the salaries paid by the Ministry of the Imperial Court to
the young choristers were paid directly into the Kapella's account.

From this account money was taken for food, footwear, clothing and linen
for the young singers; the lighting of rooms, hiring of cooks,
laundresses, and other necessary expenses.>® No records of these
domestic expenditures were kept and on leaving the Kapella the young
choristers received only a very small sum for immediate needs.

Living conditions for the young choristers were also very poor.
From the 1760's the boys had been housed in a property on the Admiralty
Canal rented from Lieutenant Vladimir Nashchokin and rehearsals had been
held in the old Winter Palace.®® On 15 October 1808, at Bortnyansky's
instigation, the two houses at number 20 Naberezhnaya reki Moiki and 11
Bol'shaya konyushchennaya designed by the architects Yury Veldten, Franz
Rusca and Ludovic Charlemange“® were purchased for the Kapella by the
Ministry of the Imperial Court. These were partially reconstructed and
the choir moved in on 1 November 1810.4* According to Fyodor L'vov's
description of conditions in the Kapella in 1817, however:

The choristers' house was neglected and bare. There

was no proper place for singing. There were neither

decent beds nor proper bed-linen in the bedrooms.*42
L'vov no doubt exaggerates the deficiencies of the previous regime in
order that his own achievements might seem more remarkable. Yet had
there been no truth in these allegations then L'vov's own reforms would

have been unnecessary.
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Bortnyansky was a highly gifted musician and under his direction
the choir achieved that refined, beautifully-balanced sonority for which
he had striven. While he did his utmost to improve the lot of the
singers, he was not an experienced administrator: during his tenure no
accounts were kept, there were no records of official correspondence,
and financial affairs were handled in a haphazard fashion. Yet it is
clear from the remarks of his contemporaries that the deficiencies of
the Kapella were not attributed to any negligence or lack of humanity
and compassion in the Director. Quite the contrary. In the words of
Ivan Dolgoruky:

I studied singing with Signor Bortnyansky and I recall

many rehearsals with pleasure ... He was an

indulgent, kind, courteous arkec **
and by all accounts the choristers 'respected him as a father and loved
him fervently'.%4

The circumstances of his death then are perhaps particularly
fitting. According to various sources, on 27 September 1825 Bortnyansky

summoned the choir to his house and requested that they sing his

favourite concerto for him - Vskuyu priskorbna esi dushe moya [My soul

is filled with every sorrow]. When the performance ended he was found

to be dead.*®
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ii) The Court Kapella under the direction of F. P. L'vov: 1826-1836

Following Bortnyansky's death, Dmitry Mikhailovich Dubyansky was
appointed director of the Court Kapella on 15 October 1825.4¢ Virtually
nothing is known of him. His brother Fyodor, a composer and amateur
violinist, often performed in the salons of St. Petersburg and, like
Bortnyansky, was a member of the poet Gavriil Derzhavin's circle. It is
likely, therefore, that Dmitry too moved in this society and was
acquainted with his predecessor. The lack of information regarding
Dubyansky is of little importance: the new director died on 12 December
1825, a mere three months after the death of Bortnyansky.*”

On 20 March 1826 Fyodor Petrovich L'vov took up the directorship of
the Kapella.“*® The reasons for this appointment are not entirely clear.
L'vov (1766-1836) had enjoyed a good musical education, studying with
private tutors and was, as Pougin asserts, a 'distinguished
dilettante'.“® Although he had little or no experience of choral
direction or of church music, he was an accomplished amateur singer and
often participated in musical evenings at the home of his uncle, Nikolai
Aleksandrovich L'vov, now remembered principally for his work on Russian
folk songs. There he mixed with leading figures from the literary
world, Gavriil Derzhavin and Vasily Kapnist, with the artists Dmitry
Levitsky and Vladimir Borovikovsky and, of course, with musicians such
as Ivan Prach and Evstignei Fomin. He remained a close friend of
Derzhavin in particular and himself wrote under the pseudonym 'Skhimnik’
[a monk belonging to the strictest order of the Russian Orthodox

Church]}.®® Yet he remained at best a good amateur musician, and was
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certainly not an artist of Bortnyansky's stature. A civil servant and
privy councillor, L'vov had previously worked in the Ministry of Trade.
He was close to the court, a friend of Count Aleksei Arakcheev, Minister
of War and unofficial prime minister during Alexander's reign, and was
known as a good administrator. At the time of his appointment to the
Court Kapella he was already sixty years of age and it was probably his
record of long, faithful service in the Ministry rather than his musical
ability or experience which prompted the newly-crowned Nicholas I to
place him at the head of this establishment.

Relatively little is known of the administrative and educational
affairs of the Kapella at this time, although some information is
contained in a report sent by Captain Paul Einbeck (1785-1845), Captain
of the 2nd Prussian Guards, to King Friedrich Wilhelm III of Prussia in
1829. The King, whose daughter Charlotte had married Nicholas I, wished
to reorganize his own choir on the same lines as the Russian Court
Kapella, and his envoy was instructed to travel to St. Petersburg and
attend choir rehearsals, music classes and services. Einbeck visited
the Kapella on 10 August 1829°* and was deeply impressed by all he saw
and heard, attributing the high standard of performance attained by the
choir to the following:

1. All the singers had exceptionally fine voices;

2. All voices were trained according to the best Italian
method;

3. All sections and soloists had a superb knowledge of
their parts;

4. The Court Kapella, as a special government-supported
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church choir, constituted a single artistic entity not

affected by external circumstances, with the singers not

having to devote their time to outside activities.®Z?
This report should be examined more closely. Firstly Einbeck comments
on the excellence of the individual voices. This cannot be doubted;
many critics, both Russian and foreign, frequently praised the rich
sonorities and clear tone of the singers in the highest terms (see
Chapters 4 and 5). According to tradition, the majority of young
choristers were recruited from the Ukraine, an area famous for producing
excellent voices, and a great deal of time and money was spent on their
selection. However a report from L'vov to the Minister of the Imperial
Court dated 6 May 1832 (no.2667) describes the ever-increasing
difficulty of obtaining the best choristers.®® Parents were aware that
living conditions in the Kapella were poor and that many boys left the
Kapella with no means of financial support when their voices broke;
naturally they were reluctant to abandon their children to such a fate.
To remedy this situation L'vov proposed that the former choir school in
Glukhov (see p.l1l) should be re-opened to prepare boys for service in the
Kapella from an early age.®* The exact closure date of the school is
not known, but it had certainly ceased to exist by 1773 when a special
class was formed at the secondary school in Khar'kov to train
prospective choristers in vocal and instrumental music. In 1806,
however, this class too was forced to close due to lack of resources.®®
L'vov's proposal for the re-opening of the school in Glukhov was
rejected by the Ministry of the Imperial Court as financially unviable.

Einbeck then states that all choristers are trained according to
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the best Italian method. According to tradition, the majority of
singing teachers in the Kapella were themselves Italian or were former
choristers of the Kapella who had been trained by Italian masters (see
p.7), and during L'vov's tenure this tradition of voice-training
continued. 1In a report to the Minister of the Imperial Court dated 27
March 1833 L'vov outlines the teaching programme followed by young
choristers:

Pupils are divided into classes according to their

abilities. 1In the junior class they study the musical

alphabet. 1In the intermediate class they learn to

read music and learn about rhythm. 1In the senior

class they study expression and individual or solo

singing.s®
Choristers generally spent two years in each of the three classes and,
in addition to the above, studied pronunciation and breath control.
Lessons were held three times a week, according to a fixed timetable,
while another three days were set aside for general rehearsals. The
report of 27 March 1833 states:

The choir meets on Tuesdays, Thursdays and Saturdays

for concert repertoire, teaching and revision - they

study singing from llam until 2pm, sometimes less.

For general church repertoire and the chants set in

four parts by Archpriest Turchaninov the choir meets

on Mondays, Wednesdays and Fridays at the same times.>”
Rehearsals on Tuesdays and Thursdays, led by the senior singing teacher,

were set aside principally for work on imminent concert programmes and
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to sort out the balance between parts. On Saturday afternoons, when the
choir worked on the music for the following Sunday, the rehearsal was
open to the public so that the young boys might quickly accustom
themselves to singing before an audience (see Chapter 4).°%2

Lastly Einbeck makes the point that the Kapella received financial
support from the state and that choristers were therefore free to devote
all their time to their art. This is an idealised view and undoubtedly
one which the directorate of the Kapella was at pains to cultivate in
the foreign envoy. While it is true that the singers were employed
solely in the Kapella, Einbeck's statement implies that state subsidy
freed both administration and choristers from financial worries. This
is entirely misleading. Despite repeated pleas from L'vov to the
Ministry there had been no increase in salaries since 1817, and
because of inflation the older singers, the majority of whom were
married with families, were now substantially poorer than in
Bortnyansky's time. Their duties - lessons, rehearsals, services, and
concerts - left them very little free time, so that they were unable to
find any employment outwith the Kapella to supplement their income. The
desperate situation faced by many of them is evident from the file
preserved on the singer A. Besplatov, which is described by Muzalevsky
and contains petitions begging financial assistance and telling of the
singer's struggle to support himself and his family in a dilapidated
hovel on the outskirts of the city.®°

It appears that the young choristers fared a little better. They
too received the same wage as they had in 1817 but meticulous records

were now kept of each boy's income and expenditure and the strict
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supervision of their financial affairs was to their advantage. While
money for food, clothing, and such necessities was still deducted from
their salaries, careful records of this expenditure were kept and, now
that affairs were supervised by a highly experienced administrator, the
necessary expenses had decreased somewhat. We learn from L'vov's report
to the Ministry of the Imperial Court of 27 March 1833 that:

The children's food costs less than before and is of

better quality. They are dressed more neatly and sing

[dressed] in a special uniform during public

rehearsals ... Table linen, mattresses, flannelette

blankets and a sufficient quantity of Flemish bed

linen have also been acquired.©®*

L'vov studied the economic situation of the Kapella very seriously
in the light of his experience in the Ministry of Trade and introduced
an ordered system of record-keeping, described in the report cited
above:

[Within the Kapella] administrative affairs are
carried out with the necessary order. Records of
incoming and outgoing documents have been established.
There are books detailing financial income and
expenditure and official correspondence. As there are
still no specially-appointed officrats for this work
the Inspector and Governor carry out the work in their
free time.°®?

L'vov achieved much through his insistence on careful and

comprehensive book-keeping. However the financial affairs of the
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Kapella were managed by the Ministry of the Imperial Court and
ultimately the director could do little unless he received their
financial backing. L'vov repeatedly complained to Tsar Nicholas, as for
instance in this memorandum of 9 November 1826, that:

There are insufficient funds to give the young singers

a decent education. The children are taught only to

sing without any other education. The financial

situation of the singers is difficult and the salaries

are too small.®3

The question of an all-round education for the young choristers was
one which concerned L'vov greatly from the earliest days of his
directorship and he was deeply conscious of the problems facing the
choristers when they left the Kapella. Although the majority of
choristers were recruited from the Ukraine (see p.220) they could not
return to their homes and their families when their services were no
longer required as they had very little money. Employment in St.
Petersburg was scarce: even 1f a young chorister later proved to have a
good tenor or bass voice vacancies for adult singers very rarely
occurred in the Kapella itself, and the chances of obtaining work in one
of the private chapels was very remote as these were generally made up
of serfs from the nobleman's estate. The choristers were not trained
for any other trade and without a general education could not obtain
employment in the civil service. Thus they left the Kapella with no
means of supporting themselves in the future.
Having given the matter careful consideration L'vov determined to

approach the Minister of the Imperial Court regarding the necessity of
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providing a broad general education for the young choristers. While
general subjects had nominally formed part of the Kapella curriculum
since Bortnyansky's time, in practice all emphasis was placed on voice-
training at the expense of general subjects. In the report of 9
November 1826 L'vov writes:

I have encountered many deficiencies both in relation

to the education of the young choristers, and in the

economic affairs of this establishment ... there is

inadequate means for decent teaching and supervision

of the children ... If one considers that the only

subject to be taught there is singing, this subject is

completely éatisfactory, but taking into account the

fact that the sixty or so boys living in the building

require some education, some preparation either for

[military or civil] service or for work as free

artists, then the situation of these children and

internal control with regard to their maintenance and

exercise demands due supervision and order.®%
Despite L'vov's best efforts it was not until 1829 that his plans were
adopted and the systematic teaching of general subjects intfoduced.65
From this time the young choristers were divided into three classes
according to age and ability, and were expected to spend two years in
each - an arrangement similar to that adopted in the teaching of singing
(see p.15). A timetable of lessons was drawn up with the boys in the
first class studying reading, writing,'catechism, Biblical history and

basic arithmetic. In the second class they continued to study writing
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and arithmetic and began to learn about Russian geography, ancient and
Russian history, and Russian grammar, and in their last years studied
world geography, history of the middle ages and recent times, algebra,
geometry, French and Russian grammar.®® The boys were instructed in
these subjects by the inspector of the Kapella, Pyotr Belikov, and the
governor, Ermolai Esakov, and were examined in each subject at four-
monthly intervals.®” The director of the Kapella was present at every
exam.

This was more than sufficient to prepare the young choristers for
work in the civil service. After six years in the Kapella the boys were
appointed civil servants of the fourteenth grade and, following
legislation passed on 1 October 1829,°® could be appointed to positions
in their chosen departments by prior agreement between L'vov and the
authorities concerned.

These measures went some way towards alleviating the problem of
future employment for the choristers but could not eradicate it
completely. Boys chosen to sing in the Kapella were not selected on the
basis of their scholastic ability: many were slow to learn and the
periods set aside for lessons were liable to be disrupted by the musical
demands made on them, After their voices had broken most were forced to
leave the Kapella and so many did not complete the third class. Jobs in
the civil service were highly sought-after and competition for vacancies
was flerce. L'vov could do little more to improve the boys' prospects
through general e&ucation, although he continued to press for the
enforcement of the legislation passed on 1 October 1829. Instead he

turned his attention to the sphere of musical education, in particular
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to instrumental tuition.

As things were, few opportunities existed for older singers and six
years of musical training were wasted when the young choristers left the
Kapella. However L'vov believed that 1f it were possible to train the
boys in orchestral playing as well as choral singing then they would
have good prospects for employment in the theatre orchestras. 1In a
petition dated 7 April 1834 L'vov presented his idea, together with
draft regulations for the proposed class, to the Tsar through the
Ministry of the Imperial Court:

Seeing that a large number of the young choristers,

who have a pronounced talent for music, play the

violin on their own in their free time and beg to be

allowed to study this art; and considering that a new

path would open up to them when they left the Kapella

if the boys were properly instructed, and that the

musical ability developing in many of them may be

needed by the orchestras of the imperial theatres, I

pluck up the courage to st vuwktjthat Your Majesty

be pleased to establish a special class of

instrumental music in the Kapella.®”®
This proposition met with the Tsar's approval; L'vov's draft proposal
was adopted virtually unchanged and the Instrumental Class was
established on the following basis, confirmed in a letter to L'vov from
the Minister dated 12 April 1834 (no.1225):

It has been agreed:

1. To select thirty of the most talented and most
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eager to study instrumental music (excepting wind
instruments) from the available number of young

choristers;

. To hold the music class after lunch;

To appoint, at the discretion of the director, a
talented and knowledgeable teacher to instruct the
boys in playing all bowed [orchestral] instruments;
the expense of hiring this teacher, which should not
exceed the sum of twelve hundred rubles annually, to
be deducted from the Kapella's account which is
handled in the Treasury;

To buy musical instruments, i.e. violins, violas,
cellos, and double basses, at the expense of the
pupils selecting them for their studies. When a
pupil leaves, his instrument will remain in the
Kapella and the sum originally paid for its
purchase will be returned to him from the economic
sum;

To hold an annual examination to ascertain the
progress of those studying instrumental music; a
report to be sent to the Minister of the Imperial

Court on the best pupils;

. To appoint one of the older choristers studying

instrumental music to the position of assistant
music teacher with a salary of one thousand rubles.

The teacher appointed will supervise the pupils'
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daily exercises;
7. To expel from the class anyone who proves
untalented, and to appoint another to his place;
8. If any of the most talented young singers do not
have time to acquire a sure mastery of instrumental
music because their voices are close to breaking,
they may transfer to the Theatre School on condition
that the Directorate [of the Theatre School] is in
agreement and that there is a vacancy;
9. If a student has already reached the stage where he
can read music fluently, even [when it contains] the
most intricate complexities, and is expert in
performance, then he may, if he so desires, be
appointed to the orchestra of the imperial theatres
with an appropriate salary on leaving the Kapella,
on condition that the Directorate of the Imperial
Theatres is in agreement.’®
The class opened in the autumn of 1834 with thirty-one pupils:
seventeen studying violin, six viola, five cello, and three double
bass.”* Unfortunately, however, the financial basis was unsound - the
plan made no mention of payment for the necessary sheet music,
instrumental accessories or the like, and the Kapella's budget was
already insufficient to provide a decent standard of living for the
choristers without the burden of another teacher to be salaried. After
only two years the Instrumental Class was forced to close 'due to lack

of resources'.”?
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L'vov would undoubtedly have fought this closure but with his
illness and death at the end of that year there was no owe to champion
the cause. No students completed the course in this short period of
time and so it is impossible to make a fair assessment of the musical
value of the undertaking. However the previous existence of such a
class, established by imperial decree according to a carefully drawn-up
statute, was of great assistance to L'vov's son, Aleksei, when he later
took over the directorship of the Kapella and wished to establish his
own Instrumental Class (see p.35).

Fyodor L'vov's contribution to the Kapella is generally
disregarded. Unlike Bortnyansky, he was not a particularly prominent
musician and his name tends to be passed over. Yet he was an excellent
administrator and brought his skill and experience to bear on all areas
of Kapella life with much success. In addition to laying the
foundations of instrumental and general classes, ordering economic
affairs and official correspondence, he approved various building
projects: the choristers' house was restored and a new concert hall was
added. Both were refurnished and lamps were installed. Neither did he
neglect more minor administrative matters: a book library and library of
choral music were established and housed in specially-built cupboards,
and scores were rewritten, bound and catalogued.”® In the words of
Aleksei L'vov:

11 appliqua toute son attention a 1'éducation des
enfants qui faut partie du choeur, et qu'en
administrateur remarquable, il mit un ordre parfait

dans toutes les affaires courrantes,”*
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and his appointment to the Kapella at this time was arguably of greater
ultimate benefit to the institution than would have resulted from the

appointment of a more talented choirmaster or composer.
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iii) The Court Kapella under the direction of A. F. L'vov: 1837-1861

Following the death of Fyodor L'vov on 14 December 1836, the position of
director of the Court Kapella passed to his son, Aleksei Fyodorovich
L'vov. Born in 1798, the younger L'vov had received a military
education, studying at the Engineering Institute, and had studied music
at home with his father and various German tutors including Franz B&hm,
Johann Miiller and Johann Fuchs.”® After graduating from the Institute
with a gold medal, L'vov embarked on a military career, serving first in
Novgorod under Count Arakcheev and then in St. Petersburg under Count
Benkendorf, head of the Third Department of His Majesty's Own Chancery,
the political police. These were both highly responsible and sought-
after positions, offering brilliant prospects, and indicate the favour
with which the young L'vov was already regarded in court circles. He
won even greater imperial approval when he composed the hymn adopted as
the Russian national anthem, which was first performed in the Tsar's
presence on 11 November 1833.7¢ The following year he was appointed
personal adjutant to the Tsar, dealing with matters pertaining to the
Emperor's travels abroad, and in this capacity made frequent visits to
Western Europe, in particular to Prussia and Austria. Although he was
an extremely talented violinist, as a member of the Tsar's suite it was
considered unseemly for him to appear on the concert platform in Russia.
It was, however, permissible for him to perform abroad and his skill was
admired and respected by such composers as Mendelssohn, Schumann and
Meyerbeer (see p.245).

During his father's illness in the closing months of 1836, the
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Ministry of the Imperial Court requested that Aleksei assume the duties
of director of the Court Kapella until Fyodor had made a full
recovery.”’” On 2 January 1837, following the death of the elder L'vov,
the position of acting director was made permanent.’® For reasons that
are not clear, however, he was not confirmed in the position of director
until 21 February 1849, twelve years after the initial appointment.”®
There is no evidence to show that L'vov's position at the Kapella was
ever under threat, or that he was on trial, so it is possible that this
was simply an administrative oversight.

On 1 January 1837 Mikhail Ivanovich Glinka was appointed
kapellmeister of the Kapella, a position created especially for him.®°
He had recently won the Tsar's favour with the production of his opera
Zhizn' za tsarya [A Life for the Tsar], and the appointment to the
Kapella was a token of this approval. No specific duties were assigned
to the post, but in practice Glinka's duties included supervision of the
other teachers, the teaching of secular works and solo singing. The
terms of both appointments are given in an annotation to a memorandum
from the Minister of the Imperial Court dated 27 December 1836:

His Majesty has decreed that Adjutant L'vov be
appointed to fulfil the duties of director and that
Titular Councillor Glinka be appointed as
kapellmeister with a salary of 1500 rubles and board
of 1000 rubles.®*

At the time of L'vov's and Glinka's appointment to the Kapella the
choristers received no systematic musical education and many, especially

the boys, were musically illiterate. Preoccupied with administrative
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affairs, Fyodor L'vov had paid little attention to choral training,
leaving that to the singing teacher and his assistant and, as a result,
the boys' musical education had been somewhat neglected.

Soon after taking up his new position, Aleksel L'vov subjected all
the choristers to an examination which a number failed. Rather than
dismiss the adult singers and engage others, as L'vov wished, Glinka
undertook to teach them basic rudiments, and to correct their
intonation. Initially rather sceptical, the singers were soon won over
by Glinka's determination. He describes his methods in his Zapiski
[Memoirs]:

When I appeared for the first time for their
instruction with chalk in hand there were few
volunteers to be found. The majority of the older
singers stood off at some distance with a look of
disbelief, and some of them even smiled. Without
paying any attention to this, I got down to business
so diligently, even cunningly, I might say, that

after several lessons almost all the older singers

... came to my lectures ... My method of teaching
consisted of the analysis of scales, the meaning of
semitones, and therefore an understanding of the basis
for the use of sharps and flats. I then wrote short
two-part exercises (Sitze) on the blackboard, had

them first analyse the exercise, then sing one part,
then analyse and sing the other part, and finally sing

it all together, as I tried to improve their ability
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to listen and correct their intonation.®?
According to Fatykhova, Glinka's work with the existing choristers was
unsuccessful and did not alleviate the need to recruit new singers.®3
To substantiate this view she quotes a letter dated 15 February 1838
from the governer of the Kapella, Ermolai Esakov, to Glinka which states
that the Tsar was displeased with the standard of singing.®* If one
reads further in this document, however, it becomes clear that the Tsar
was not unhappy with the standard of the choir in general but was
displeased by a poor performance resulting from the wrong starting note
having been given during one particular service.®® On the contrary, it
would seem that Glinka's efforts met with considerable success. None of
the existing singers were dismissed and in the first recruitment session
following Glinka's appointment it was necessary to engage only two
additional basses together with nineteen boys for training as
choristers.®® This would suggest that those singers already employed in
the Kapella were now of an acceptable standard. 1In his Zapiski Glinka
himself notes that:

My work with the choristers went rather well and I saw

rapid progress in my pupils, who were already beginning

to read music fluently.®”
From the beginning of June various other measures were taken to raise
the standard of singing in the choir: sectional rehearsals were held
four times a week to work on the analysis of new pieces and on
correcting intonation; the rehearsals held on Saturday afternoons were
no longer open to the public - instead the choir was divided into those

who sang in the Tsar's chapel and those who sang in the large chapel of
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the Winter Palace, with each group working on the music to be sung the
following day. At these rehearsals particular attention was paid to the
balance of voices (see p.237), and the Tsar's favourite works were
revised in case he should request them. More stringent rules were
introduced regarding attendance of rehearsals: no exceptions were made
for those with particularly good voices or those who had served in the
choir for a long number of years - all singers were required to be
present at every rehearsal without fail.®#® Judging by critical reviews
of concerts given by the choir at this time these measures were
tremendously successful (see Chapter 4).

L'vov's ambitions were not confined simply to raising the standard
of the choir and, the new rehearsal schedule established, he turned his
attention to the Precentors' Class. In a report to the Minister of the
Imperial Court written in January 1846 he laments:

The most significant shortcoming in church music in
Russia is the variety and irregularity in performance
in various parishes and churches where choirmasters -
being largely uneducated and not having the chance to
hear how church music is performed in the Court
Kapella - instruct choirs, each according to his own
ideas, introducing more and more absurd mistakes,
which are impossible to hear without deep sorrow.®°
To remedy this it was L'vov's intention to establish a school within the
Kapella to train not only the court choristers but also prospective
precentors or choirmasters for church and regimental choirs: a move

which, incidentally, would greatly strengthen the Kapella's influence
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over the development of church music in general. The first step towards
this goal was taken on 8 October 1837 when it was agreed that the class
be reformed on the following basis:
1. Precentors' classes are open to all who wish to
learn the precentor's trade;
2. Graduates of the Class receive a certificate
conferring the right to teach church singing in
choirs;
3. The Kapella singing teachers and their assistants
teach in these classes;
4. Fees for instruction in this Class are: thirty
rubles for the junior class, one hundred and fifty
for the intermediate class and three hundred rubles
for the senior class.®°
For the next ten years the basis of the Precentors' Class remained
unchanged while L'vov concentrated his attention on other areas of the
Kapella's work, in particular the re-establishment of instrumental
classes (see p.35), In the late 1840's, however, his attention again
turned to the Precentors' Class. Since 1837, precentor's training had
been available in the Kapella to all who wished to take advantage of it
and had the financial means to do so. However L'vov was concerned not
just with those who were anxious to obtain the necessary precentors'
skills, but also with those already employed in churches and regimental
choirs whose level of musical education was inadequate for their
position and was such that they were unable to recognise their own

shortcomings. He again approached the Ministry of the Imperial Court,
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lamenting the sorry state of church singing in general and emphasizing
the necessity of preparing skilled musicians to work with the choirs.

As a result, on 11 December 1847 an ukaz (no.14040) was issued by the
Holy Synod decreeing that only those singing teachers and precentors who
held a certificate from the Court Kapella could follow the profession of
precentor.®* Diocesan bishops were instrdcted to send all precentors
and experienced singers to study in the Kapella during the six winter
months, leaving their choirs under the direction of the assistant
choirmasters. In addition, these precentors were required to return to
the Kapella every four years for re-examination on the chants of the
church Obikhod* and renewal of their certificates. Should they fail to
attend these periodic examinations their certificates would be
withdrawn.®? Clearly a substantial number of churches initially ignored
this new legislation as the decree was subsequently reaffirmed on 30
June 1849,®3 26 May 1850,°“ and 21 September 1852.°%

The certificates issued by the Kapella were divided into three
classes according to the ability and level of training of the holder. A
choirmaster holding a third-class certificate was permitted to teach
simple church chant but was prohibited from teaching freely-composed
works by contemporary composers and from composing music for the church
himself. The holder of a second-class certificate was permitted to
teach both simple chant and freely-composed works but was also forbidden
to compose. The holder of a first-class certificate, in addition to

teaching the ancient chants and freely-composed works, was permitted to

*An explanation of Russian terms will be found in the glossary
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compose music for liturgical use, although his compositions still had to
be submitted to the Court Kapella for assessment and approval.®® Should
a precentor teach his choir material not approved by the Kapella
directorate then his certification would be cancelled.

In 1848 the statute of the Precentors' Class was again revised.
While the majority of students were choirmasters from larger parish
churches or regimental choirs, the Class remained open to anyone wishing
to receive a precentor's training who fulfilled the conditions of entry
laid out in a report from L'vov to the Minister of the Imperial Court of
5 October 1848:

Aspiring students:

1. must be at least twenty-five years of age and have
some understanding of music;

2. must be provided with respectable clothing, a
violin and bow, a tuning fork and up to thirty
rubles for the purchase of music;

3. they are required to attend the Kapella from 9am
until 1pm every day. Maintenance and housing are
not provided by the Kapella;

4, are required to pay the sum of thirty rubles for
annual tuition on entry to the class;

5. it is possible for people of any faith and with the
weakest of voices to enter the Precentors' Class if
they have the mental capabilities necessary for
their future appointment;

6. the length of time which the pupil is required to
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spend in the Kapella will depend on his talent and

diligence, and for this reason if, at the end of

the year he has not passed the course, then he will

be required to pay a further thirty rubles to

extend his study for a year.®”
Fees for those studying for the second and first-class certificates were
one hundred and fifty rubles and three hundred rubles respectively.®®

Little is known about the structure of the course or, indeed,

whether there was in fact a structured course. It is most probable
that, as in previous years, the student would simply work with one of
the singing teachers or assistants until such times as he was considered
ready to sit some form of examination. However, the probable contents
of the precentors' examination may be deduced from L'vov's booklet O

tserkovnykh khorakh where he lists the areas in which a choirmaster must

be skilled:

To carry out his duties a choirmaster must know:

1. how to select different voice types for the choir;

2. the musical alphabet, the names of all the notes
and intervals;

3. all scales or modes;

4. how to give the starting note with the aid of a
tuning fork;

5. the correct and true pronunciation of words and
sounds;

6. the table of chords;

7. correct and incorrect part-writing;
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8. the division of notes into bars of different
measure, and fluent reading of music;
9. it is useful to know [how to play] some musical
instrument well enough, at least, to correct and
lead the singers.®®
In addition to the above, precentors were required to have a thorough
knowledge of the church chants used at the imperial court.

Certificates could also be procured, at the director's discretion,
by prospective precentors who had not studied in the Kapella itself, but
who presented themselves for examination. Students were permitted to
attend services in the imperial churches 1in order that they might hear
the choir of the Kapella on a regular basis and by April 1859 one
hundred and seventy two students had completed the course and received
the appropriate certificates.*©°

L'vov's ambitions for the Kapella were not restricted to the sphere
of choral music. On 3 November 1838 in a report to the Minister of the
Imperial Court L'vov requested that the Instrumental Class, founded by
his father, be re-established in the Kapella,'©* firstly 'to assist boys
losing their voices to become musicians, as they had already received
musical training as choristers', and secondly 'to stop the dependence on
foreign musicians and their domination'.®©? This latter point was one
on which L'vov held very strong views and which provided the principal
motivation in his work with the Instrumental Class. For the most part
the theatre orchestras in St. Petersburg and Moscow were made up of
foreign musicians who, after ten years service, were entitled to a state

pension for themselves and their families. This could be received
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abroad and so many young foreign musicians with very little experience
arrived in Russia, worked for exactly ten years, and then returned home
to enjoy a considerable pension. L'vov was determined that native
talent should be fostered and that Russian musicians take the place of
these 'foreigners who cost the state dearly'.*®® 1In a report to the
Minister of the Imperial Court he wrote:

On my appointment to the position of director of the

Court Kapella I was persuaded of the benefits which

could result from the establishment of a permanent

class of instrumental music ... I decided to carry out

an experiment and, having hired the best teachers of

instrumental music, awaited results from my pupils. A

period of eight months was sufficient to show that

several of the young people possessed a talent

exceeding all expectations ... Experience has proved

the necessity [for the re-establishment] of

instrumental classes and the compilation of a new

statute, valid for a period of five years. Within

five years there will be results and the [present]

dependence on foreigners will decline.*°#
L'vov's draft regulations for the proposed Instrumental Class were
approved by the Ministry on 7 January 1839,'°% and teaching began
according to the following statute:

1. Between fifteen and twenty young choristers will be

recruited for this class;

2. This recruitment takes place in accordance with the
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pupils' own wishes; equally the choice of
instrument is left to the pupils themselves;

The director of the Kapella is required to select
teachers for violin, cello, and double bass (the
older singers may also study this last instrument),

and to fix the hours of study in these classes;

. Those pupils whose voices break before they have

completed their instrumental training present
themselves for graduation according to the existing
rules and do notrlose the place awarded them. They
are permitted to continue living in the building in
order to continue their instrumental training and
use their own money, taken from the sum set aside
in the Treasury during their service as choristers,
for food and clothing;

The Kapellmeister of the Guards' regiment is
required to select from the regiments the best of
those musicians who have a further four or five
years to serve; it is intended that they should
enter the theatre orchestras on receiving their
discharge. Two flutes, two oboes, two clarinets,
two bassoons, three horns, two trumpets, and one
kettledrum are required - fourteen players in all.
Should these musicians be killed then they will be

replaced;

. They continue their duties in serving their
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regiments and meet in the Court Kapella once a week

for the general class;

. Those musicians who have completed their period of

service in the regiments but have not yet completed
their training in the Instrumental Class are
allowed to retain their [military] rank and
continue to receive maintenance from the regiment
for a short period, which should not exceed one
year;

On completion of the full course in instrumental
music each musician, whether from one of the
regiments or from the choir of the Kapella, is
awarded a certificate signed by the director and

the teacher with whom he studied;

. Certificates fall into three categories:

a) Certificate no.l is awarded to those pupils who
excel in the skills of orchestral musicianship,
and allows them complete freedom in their choice
of service and occupation. Those entering the
[service of the] Theatre Directorate receive the
annual salary of two thousand five hundred
rubles and enjoy the rights of theatre artists;

b) On graduating from the Kapella musicians holding
certificate no.2 enter the theatre orchestras
with the annual salary of two thousand rubles,

and those with certificate no.3 one thousand
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five hundred rubles. They also enjoy the rights
of theatre musicians;
10. Should two candidates of equal talent apply for
one vacant position the Directorate is required
always to show preference to the Russian or foreigner
who holds a certificate from the Court Kapella;
11. Should the Directorate not require the services of
any of these musicians then it is left to themselves
to select a service or occupation;
12. The sum of five hundred rubles will be given to each
pupil who completes his training and receives a
certificate, for initial expenses.*®®
The Theatre Directorate, for its part, reserved the right tc appoint
only those puplls in whom it could find potential.?*®?

Classes opened in February with thirty-one students: twelve
violinists, four cellists, two double bass players, and thirteen wind
players.*°® The young choristers lived up to L'vov's expectations of
them and made rapid progress. In his Zapiski [Memoirs] he recalls the
early days of the class:

I acquired everything necessary for the education of
the pupils: I ordered instruments from Paris,
well-made and of different sizes, and collected a
large amount of music by the best composers, using
about twelve thousand rubles from my own pocket.

The wealter ; proceeded better than could have been

anticipated.*°®
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Indeed the pupils' initial progress was such that after fifteen months a
new class was introduced enabling the boys to try out their efforts at
composition under their own direction.*?*®

Not all aspects of the new cléss were so satisfactory. According
to the timetable drawn up by L'vov, the thirteen wind players recruited
from the Guards' regiment were required to attend classes in the Kapella
six days a week, from 12am until 2pm.*** However Ferdinand Gaaze,

Kapellmeister of the Guards' regiment, considered this excessive and was

extremely reluctant to let his musicians spend so much time there. On 2
January 1842 the timetable was radically altered so that the regimental
musicians spent only four hours a week in the Kapella, yet even this did
not satisfy Gaaze who wished to reduce it by half again. On this point,
however, L'vov was adamant: without at least two lessons each week no
progress could be made.

The disagreement came to a head in October 1844. Returning from a
trip abroad L'vov learned that none of the regimental musicians had
attended lessons during his absence. As a result he demanded that they
return their instruments to the Kapella and discontinue their studies
there.**? The incident was smoothed over: Gaaze alleged that he knew
nothing of his musicians' truancy and agreed that they should receive
four hours of instruction each week.

Otherwise the business of instrumental instruction went according
to plan. By 1844 L'vov considered that the first students - three
violinists, one oboist and one trumpeter - were ready to graduate, and
requested that an examination be held in the presence of the Director of

the Imperial Theatres, Aleksandr Gedeonov, and several of the leading
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players from the opera orchestra. In his Zapiski L'vov recalls:
The exam went extremely well and, by general consent, .
the five musiclans were appointed to the court
orchestra. At that moment I was truly delighted to
have laid the foundations of such a useful scheme.
This moment paid me back for everything, for my
labours, for my time, and for my expenses. My young
people, seeing the first fruits of their labours,
prepared to continue their studies with even greater
zeal ,**?

The establishment of the Instrumental Class, however, had been
energetically opposed by many influential figures including Gedeonov
himself and the majority of the musicians from the opera orchestra whose
positions would be threatened by Russian competition. With the backing
of the orchestral musicians Gedeonov had succeeded in winning over the
Minister of the Imperial Court, Prince Pyotr Volkonsky, and by exerting
their joint influence the two effected the closure of the Instrumental
Class on 16 January 1845, 'due to lack of resources'.*** Although aware
of the opposition to his innovation L'vov had underestimated the
strength of feeling against him and had not in any way anticipated this,
especially coming so soon after the success of the first graduation. 1In
his Zapiski he describes his shock and distress on receiving the news:

One evening I received two documents at the same time:
one was from the Director of Theatres confirming that
the musicians whom I had presented for graduation had

been accepted by the Directorate, and the other, also
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delivered by the Director's messenger, was from the
Minister informing me that His Majesty the Emperor had
ordered that the Class be closed because of lack of
resources. Reading this paper I did not believe my
eyes; I couldn't hold back the tears, such injustice
seemed impossible,**®
It was evident from the joint delivery of these letters that Gedeonov
and Prince Volkonsky had been working together and that it would be
pointless for L'vov to seek aid in that quarter. Instead he approached
Vliadimir Ivanovich Panaev, Director of the Kantselyaria of the Imperial
Court. Emphasizing that since the establishment of the Class he had
done his best to obtain all the necessary equipment and, indeed, had
paid for much of it himself, and drawing attention to the recent success
of his students L'vov begged for his advice and assistance.**® However,
even with Panaev's support it proved impossible to overcome the plotting
and intrigue of his opponents, and on 28 February 1845 L'vov reported to
the Ministry that, in accordance with the order to close the
Instrumental Class:
1. The regimental musicians have been ordered to cease
attending the Kapella;
2. The teachers have been ordered to discontinue their
classes;
3. Several of the pupils have already gone into
service;
4. All instruments have been reclaimed from the

pupils.**?
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Despite this setback L'vov refused to abandon his dream of a school
of instrumental music within the Kapella and continued to press for the
re-opening of the Instrumental Class, submitting various draft proposals
to the Ministry, detailing expected costs and ideas on how it might be
possible to meet these. He especially favoured the establishment of a
'Society of Musical Art' whose members would donate a small sum each
year. The money received from this venture would be supplemented with
the proceeds of a benefit concert to be given in Lent by artists from
the Imperial theatres, students from the Kapella and the regimental
musicians.**®

Only after ten years of petitioning did L'vov see a glimmer of hope
for his project: on 18 May 1855 he received a letter from the Minister
of the Imperial Court informing him that the new Emperor, Alexander II,
wished the Instrumental Class to re-open.'*® On 30 May he was requested
to submit a new statute,**° but another three years of correspondence
between departments elapsed as draft regulations were submitted and
revised. On 8 December 1857 L'vov, discouraged by the pace of events
and doubtful of success, sent yet another draft statute to the Ministry
accompanied by a letter emphasizing the need for action:

Every year it becomes more and more difficult to find
jobs for pupils leaving the Kapella because of the
numbers wishing to fill such positions [in the civil
service] and because of limited resources.

Considering the responsibility of attending to the
future of these boys taken from their parents into the

care of the government, I cannot but heed the earnest
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entreaties of many of them who beg to study
instrumental music, having in mind to find themselves
a means of existence either here in St. Petersburg or
in one of the areas where music teachers are rare,
and in many areas there are none at all.*?*

This statute (see Appendix 1) was approved on 11 February 1858,*272
and classes began in the autumn of that year.'?® There were few basic
differences between this statute and that of the previous class: those
completing the course received the same certificates and were, in the
main, destined for the Imperial orchestras. However there were now
provisions for private pupils to study in the Kapella and the financial
basis of the class was set out in great detail. From this time
instrumental instruction in the Kapella continued without interruption.

Despite the educational reforms, conditions in the Kapella under
L'vov's leadership were little better than they had been in his father's
time. 1In addition to their musical training, choristers continued to
receive a general education, based on the framework established by
Fyodor L'vov, but the problems facing young choristers leaving the
Kapella when their voice was breaking remained the same. The number of
choristers appears to have dropped slightly under the direction of
Aleksel L'vov. According to Lokshin, in the season 1836/7 the choir was
composed of one hundred and three singers: forty-three adults and sixty
boys.*** In the letter to F.-J. Fétis, cited above, L'vov states that:

Toute la chapelle se compose: d'un directeur (A.
L'voff), d'un inspecteur (P. Belikoff), de deux maitres

de chant, deux répétiteurs, deux dirigeurs, un
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gouverneur, un secrétaire, 40 grands chantres, 50

garcons et 10 serviteurs.'?%
The letter to Fétis also provides information about the wages allocated
to the choristers:

a

Les gages des grands chantres montent de 215 & 428 roubles

argent a chacun par an (1712 francs), les gages des

enfants de 115 & 143 roubles argent 3 chacun par an

(460 francs). 1Ils sont tous logés dans un batiment de

la Cour, et la Cour leur fournit tout, méme les

uniformes nécessaires pours leurs devoirs de service.

Autre cela, ils ont des gratifications qui montent par

an, pour les grands: jusqu'a 100r. argent, et pour

les petits: a 50r. argent chacun.'2®

The atmosphere in which the boys lived and worked was neither

comfortable nor pleasant: Aleksei maintained the emphasis on order and
discipline, encouraged by Nicholas I, which had been a feature of the
elder L'vov's tenure (see p.227) and, according to Vliadimir Stasov, the
Kapella inspector Pyotr Belikov treated the choristers with particular
brutality. Stasov describes him as a crude person with no self-control
who 'pulled the choristers' hair and ripped their ears until they bled,
digging his nails into the ear with evident enjoyment'.'?” This may,
however, be the result of some personal conflict between Stasov and
either L'vov or Belikov. Certainly the reminiscences of Dmitry
Roslyakov, a singer who entered the Kapella at the age of eleven in

1833, paint a different picture: Roslyakov remembers L'vov with respect

and something like affection, telling how the director often sat down
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with the young singers after their rehearsals and shared their modest
meal.*?® While there is no doubt that L'vov was a strict
disciplinarian, there is no evidence that he mistreated the boys. The
regime in the Kapella reflected the current political climate. The
Decembrist uprising of 1825 which marked the very beginning of Nicholas
I's reign had strengthened his determination to fight revolution and he
was constantly preoccupied with the possibility of subversion. He had
an innate lack of trust in the gentry and surrounded himself with
military men. This may in part explain his appointment of L'vov, who
had had a military education and served both the Minister of War and the
head of the political police (see p.26).

L'vov's personal relations with the Tsar were good. Nicholas was
sponsor at his wedding in 1839, along with the Countess Benkendorf (wife
of the head of the secret police), and was later godfather to his
children.*#*® The Tsar, Tsaritsa and Grand Dukes were frequently present
at the musical evenings held at L'vov's home from 1840, in which the
cholir, the court orchestra and the most popular Italian opera singers
participated. In 1834 the Tsar himself established musical evenings in
the palace under L'vov's leadership. At these concerts, held twice a
week, at which only members of the Royal household were present, the
Tsar played the trumpet, the Tsaritsa the piano, Counts Matvei
Viel'gorsky and Sergel Apraksin the cello and double bass respectively
and L'vov, of course, the violin. Favoured singers from the Court Opera
were invited on occasion, and the Tsar's children also took part.*3°

The Tsar's appointment of L'vov was a fortunate one: L'vov

rigorously carried out the orders of the Ministry of the Imperial Court
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and the police authorities to protect the Kapella from sedition. He
paid a great deal of attention to the boys' religious education, and
free-thinking was severely punished. For better surveillance the boys
were divided into small groups which were led by one of the trusted
senior singers, whose job it was to report on his young charges to the
Governor of the Kapella who had overall responsibility for the young
choristers' education and conduct.*®* Neither did L'vov shrink from
taking active measures: during his time as director two singers were
expelled - Orlovsky was exiled to Solovetsky Monastery for atheism (sic)
and Kartushin sent to the army for free-thinking.*3?

Relations between the director and kapellmeister were not good.
Although highly flattered by the Tsar's attention and attracted by the
financial advantages of service in the Kapella, Glinka was anxious
regarding the duties which would be required of him. While he wished to
have full control over musical affairs in the Kapella he had no interest
in economic or administrative questions and, before accepting the
position, attempted to ascertain whether such matters would fall within
his jurisdiction. 1In his Zapiski [Memoirs] he recalls:

I enquired what my duties would be and finding that I
would be required to concern myself only with the
artistic side, announced that I agreed to accept the

position of kapellmeister of the Court Kapella ...

Panaev told me that the director would concern himself
only with economic affairs, and to my question: who
exactly was expected to be appointed? - answered

either Prince Grigory Volkonsky, or Count Matvei
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Yur'evich [Viel'gorsky].*33
It appears that Count Viel'gorsky was also under the impression that he
would be chosen to succeed Fyodor Petrovich. Describing a meeting with
the Count on 22 December 1836 Glinka writes:

He greeted me with even greater cordiality than usual;

we were both pleased to work together and began to

plan possible improvements for the Kapella.3%
It is clear that both men were completely unaware that Aleksei L'vov had
been selected even before his father's death. Glinka and Viel'gorsky
were on good terms and, his fears thus allayed, Glinka had no hesitation
in accepting the post of Kapellmeister. His dismay on learning the
truth is evident in a letter to his mother dated 2 January 1837:

Fate, which will not abide the complete happiness of

mortals, has played a trick on me. On the death of

the elder L'vov, his son, with whom I am not in

complete harmony, has been appointed to his place.*3%

In the first months of their joint service relations between L'vov
and Glinka appear to have been outwardly amiable, even cordial, yet it
is generally accepted that L'vov was secretly envious of Glinka's talent
and used various underhand means to undermine his position.

On 31 March 1838 it was agreed that Glinka be sent to the Ukraine
for the annual recruitment of singers for the choir,**® a move which
Glinka was convinced was merely an excuse to get him out of the way. He
thus made no attempt to hurry back to St. Petersburg and, having left on
28 April, did not return until the beginning of September, bringing with

him twenty-one singers: twelve trebles, seven altos, and two basses, the
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majority of whom he had acquired from the choir of the Bishop of Poltava
in Pereyaslavl by rather underhand means. The tutors Palagin and
Saranchin, who accompanied Glinka on the trip, had masqueraded as two
merchants with a love of church singing, thus winning the Bishop's
confidence. Established in this secure position they had listened to
the choir on numerous occasions and selected the best voices, while
Glinka remained hidden in the background. The young singers were then
taken to Glinka without the Bishop's knowledge and persuaded to leave
for St. Petersburg. The Bishop's choir was decimated.*37
In a letter to his mother of 6 February 1839 Glinka told of his

growing dissatisfaction with his work in the Kapella:

From Christmas right up until Lent my life has

resembled that of a harried post-horse; service in the

Kapella, at court, balls, dinners, suppers and

concerts has not only taken away all my free time, but

has often deprived me of the possibility of calming

myself with the necessary repose at night.*3®
Shortly after this Glinka became ill and was visited by L'vov who
politely admonished him for neglecting his duties:*3® naturally this did
not have the desired effect - Glinka's reaction was to devote even less
attention to his duties in the Kapella than before. On 1 September he
was granted a month's leave of absence on the death of his brother,*>“°
and on his return found that he could tolerate the restrictive
atmosphere of the Kapella no longer. However when he informed L'vov of
his decision to resign, the director Fxcuadid him to remain until the

end of the year, when he would be eligible for promotion to the next
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grade of the civil service.®** On 7 December 1839 he sent a petition to
the Tsar requesting his release from service 'because of ill health ...
and domestic disorders'*“? and enclosed an official letter to L'vov
explaining his decision:

Because of my weak physical condition and exhaustion

from my prolonged suffering this past year [caused by

the death of his brother and the infidelity of his

wife] ... I do not have the strength to perform the

duties required of me in my present position ... To

these circumstances have been added my obligations to

my family,*>#43
A letter to L'vov from the Ministry of the Imperial Court (no.4190)
dated 18 December confirmed that the request had been granted and that
on his retiral Glinka would be promoted to the rank of Collegiate
Assessor, **#

Konstantin Bulgakov, a close friend of Glinka, describes his time

at the Kapella thus:

This was the unhappiest period of Glinka's life. He

wanted fervently to work with the singers and

undertook his work with sincere earnestness ... I

enjoyed hearing the fruits of his labours. He always

said that it gave him great pleasure to be engaged

with such a purpose, for he believed in that which

rendered a service to the country ... However the

ungifted and envious musician (although he was an

excellent violinist) A. F. L'vov, tormented by his own
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insignificance compared to Glinka's genius, began to
practise various deceptions on Mikhail Ivanovich,
whose nature was too noble to tolerate all this.'“4S
Glinka does not appear to have been blameless in the affair. 1In a
letter to his brother-in-law Viktor Fleury of 15 February 1845 he wrote

of L'vov's opera Bianca e Gualtiero:

Je connais cet ouvrage d'écolier (j'ai 1'habitude de
nommer les choses par leur nom) et je sais a quoi m'en
tenir. Je ne me propose point d'imiter m-r Lwoff en
quoi que ce soit - et s'il envie les autres, moi, pour
ma part, je ne lui envie ni son talent de compositeur,
ni sa position sociaté ... Aprés mes deux opéras, dont
Uoriginalité n'a pas méme é&té contestée par mes
ennemis, puis-je m'abaisser au triste réle d'un
imitateur de Donizetti, comme 1'a fait m-r Lwoff?
- Plutét renoncer & l'art que je cultive depuis 30 ans,
que de commettre une pareille absurdité.**®

Expressing such views can hardly have endeared him to his superior at

the Kapella.

Even on Glinka's death it seems that L'vov could not refrain from
trying to downplay his achievements. At the suggestion of the
playwright Nestor Kukol'nik, L'vov had sent a petition to the Ministry
of the Imperial Court on 14 February requesting permission for a requiem
mass to be performed in the Kapella in Glinka's memory.**” Permission
was granted and Kukol'nik himself prepared the text for the invitation

cards which he .then sent to L'vov for his approval. L'vov, however,
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immediately cut and corrected the rather fulsome text so that it was
reduced to a few curt lines.*“® Even the memorial service was not
allowed to pass without incident. 1In a letter to Glinka's sister,
Lyudmila Shestakova, dated 16 May 1857 the astronomer Vasily
Engel'gardt, a close friend of Glinka, recalled that:

During the requiem service for Mikhail Ivanovich,

L'vov learned that they wanted to deliver a eulogy,

and he immediately went up to the altar to prevent it,

saying that a eulogy was completely out of place, and

that in any case it couldn't be delivered without his

censoring it, besides he had left his glasses at

home ., **®
Despite the brevity of Glinka's tenure, his work with the singers was of
great value, helping to overcome the deficiencies of their previous
musical education and to establish the foundations of a systematic and
thorough method of choral training for choristers. Following his

retiral the position of Kapellmeister, created especially for him, was

abolished and the duties which he had carried out were again taken over
by the singing teacher and his assistant.

L'vov's achievements in the realm of musical education were even
more considerable. 1In training orchestral players for the imperial
theatres and other institutions the Instrumental Class played an
important role in reducing the dependence on foreign musicians, a cause
soon to be furthered by the establishment of the Conservatoire (see
p.70). At the same time, the instigation of the Precentors' Class,

training choirmasters for churches and regimental choirs throughout
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Russia, was to have a serious impact on the dissemination of the
methodology of choir training used in the Kapella,
L'vov tendered his resignation on 6 June 1861 as a result of his

increasing deafness.*=°
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Chapter 2: Administrative Structure and Educational Provision: 1861-1917

i) The Court Kapella under the direction of N. I. Bakhmetev: 1861-1883

On 19 March 1861 Aleksei L'vov, finding his duties in the Kapella over-
taxing as a result of his increasing deafness and the deterioration in
his general health, obtained approval from the Ministry of the Imperial
Court for the appointment of Nikolai Ivanovich Bakhmetev to the

specially-created position of pomoshchnik direktora [assistant

director].* Following L'vov's resignation on 24 June of that same year
Bakhmetev was promoted to the position of direktor [director].?

Like his predecessor, Bakhmetev (1807-1891) had received a military
education, graduating from the Cadet School in 1826 and serving in the
Horseguards' regiment for two years before being transferred to a
diplomatic post in Constantinople.® He was a talented amateur musician,
having studied violin with Franz BShm and theory and harmony with Karl
Schwencke, and while in Constantinople had founded and led the first
Turkish symphony orchestra, which was composed primarily of foreign
envoys and diplomats. Resigning from military service in 1841 he
retired to his estate in the Saratov region where he was elected Marshal
of the Nobility, a post which involved managing the affairs of the
aristocracy in the region and representing their interests in local
government. At the same time he established an orchestra and chorus
made up of serfs from his estate and himself conducted both ensembles.
The ability of these serf-musicians must have been considerable for

under Bakhmetev's direction the orchestra and chorus performed works
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such as Beethoven's Ninth Symphony and Mozart's Don Giovanni.#* While
this work may have had some bearing on his future appointment to the
Kapella, in all probability it was his administrative experience and his
personal friendship with L'vov which were the deciding factors in the
matter.

Curiously, although Bakhmetev's twenty-two year tenure was exceeded
only by that of Bortnyansky, very little is known of administrative or
musical affairs in the Kapella at this time. It is evident from the
writings of Balakirev and Rimsky-Korsakov, who were appointed to the
Kapella following his dismissal at the beginning of 1883, that the
entire musical establishment was in a state of virtual collapse by the
end of Bakhmetev's tenure (see p.79). He was found to have taken little
or no interest in the musical life of the choir and, as a result,
activities over and above their basic obligations were seriously
curtailed: the choir's participation in secular concerts in St.
Petersburg outwith the Kapella virtually ceased, and performances were
restricted to services in the imperial churches (see Chapter 5).°

The Instrumental Class fared little better. Bakhmetev was content
to allow the Class to proceed according to the guidelines drawn up by
Alekseli L'vov in 1858 (see App.l); however, it was not yet sufficiently
well-established that it could continue its work without the close
supervision and personal interest of the director. As the Class had
been founded only three years previously, the first intake of students
had not yet graduated when L'vov retired and, as Bakhmetev was either
unwilling or unable to provide the necessary support, the enthusiasm of

staff and students alike rapidly weakened. On the reorganization of the
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Kapella in 1883 it was found that pupils in the Instrumental Class had
received no systematic or methodical training, they followed no fixed
curriculum and, without supervision, the instructors had carried out
their duties in an indifferent and slovenly manner.® Similarly, the
choristers' general education had been neglected while Bakhmetev
concerned himself principally with administrative affairs.

The situation of the Precentors' Class was rather different. Like
L'vov before him, Bakhmetev jealously guarded the Kapella's monopoly on
both the publication of sacred music and the training of precentors for
the Orthodox church; indeed his neglect of musical affairs appears in
stark contrast to the vigour with which he protected these rights (see
Chapter 5). It is therefore not surprising that he should have taken a
keener interest in the training of students in the Precentors' Class
than in the Instrumental Class or, indeed, in the choir itself. Under
Bakhmetev's direction, the Kapella continued to issue the three classes
of certificate awarded during L'vov's tenure (see p.32), and letters
were frequently sent to churches throughout the country reinforcing the
order that all prospective precentors must attend the course given in
the Court Kapella and obtain the necessary certificate.” Few changes
had been made in the regulations governing the Precentors' Class drawn
up by Aleksei L'vov in October 1848 (see pp.33-4): under Bakhmetev's
direction the minimum entry age had been lowered from twenty-five to
eighteen and the daily period of study reduced by one hour - otherwise
the existing conditions remained unaltered.® Students continued to be
divided up into three classes, the curriculum of which is outlined in an

undated announcement, signed by Bakhmetev:
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In the junior class the pupil learns: how to give a
choir the correct starting note, how to determine the
tempo correctly, [he acquires] a firm knowledge of the
simple church chant used in the imperial churches, and
[learns] how to lead the choir in the performance of
the newest compositions which are used in the imperial
churches; [he learns] the rudimentary rules of harmony,
how to correct mistakes and to play the violin as well
as 1is necessary in order to give the singers the note.
A diligent and talented pupil usually completes this
course in one year. In the intermediate class the pupil,
having completed all that is demanded in the junior
class, continues to study the rules of harmony and
reaches a level where he can set any given melody
correctly in four-part harmony, and learns to rehearse
the choir in the style of singing which is often met in
the compositions of the most modern composers. In the
senior class the pupil, having completed all that is
demanded in the junior and intermediate class,
continues to study the rules of harmony, reaching the
stage where he can correctly compose music himself, and
studies all voice types; in short he acquires all the
skills necessary for an intelligent and useful
precentor.®

This concurs with the little information available on the class

established by L'vov in 1848. There is no evidence to suggest the
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introduction of a more systematic structured curriculum under
Bakhmetev's leadership; on the contrary, on Rimsky-Korsakov's
appointment to the Kapella in 1883 he described the programme followed
by intending precentors as 'vague and indefinite'.*®

Bakhmetev's interest in the Precentors' Class was motivated not by
any musical considerations but by his desire to obtain a greater measure
of control over church music as a whole and thereby extend the power and
influence of the Kapella. Despite his noted talent as a violinist and
his compositional work (see p.275), he was described by the musicologist
Vladimir Muzalevsky as 'more a tsarist official and administrator than a
creative figure',** and this would appear to be a fair judgement:
evidence to support this view can be found in his attitude towards music
education in the Kapella, towards the choristers themselves, and
particularly in his work as censor of sacred music which will be
discussed in Chapter 5. It is therefore ironic that, despite
Bakhmetev's efforts, it was his tenure which saw the overthrow of the
Kapella's monopoly on the publication of sacred music (see Chapter 5)
and the establishment of rival institutions providing a similar or
higher standard of musical education.

On 17 October 1861 a statute was passed by the Ministry of the
Imperial Court for the establishment of a Conservatoire patterned on
western-European models under the auspices of and directed by the

Russkoe muzykal'noe obshchestvo [Russian Musical Society],*2 and classes

opened on 8 September 1862.2 The new Conservatoire, under the
protection of Grand Duchess Elena Pavlovna and with Anton Rubinstein as

its director, had as its aim 'the development of music education and the
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taste for music in Russia and the encouragemnet of native talent'“ and
offered a broad curriculum of musical courses including performance on
all orchestral instruments, piano and voice, composition, and harmony.
Certain general subjects were also included - Russian language, history,
geography, and literature.*® The duration of the course was six years
for instrumentalists or five years for singers, and admission was open
to persons:

of both sexes and of all classes [of society] of at

least fourteen years of age, who are able to read and

write, and know the first four rules of arithmetic; in

addition, some knowledge of music is required.?*®

The instrumental course on offer at the Conservatoire was easily
superior to that offered by the Kapella: students followed a structured
curriculum which far outshone the haphazard arrangements for pupils
under Bakhmetev's direction. Choral training in the Conservatoire was
another matter, however. While all students were required to study
choral singing for at least one year and pupils of the Orthodox faith
were also expected to study church music,*” the choral class was not an
unmitigated success. Indeed results were so poor that on those
occasions when concert activities demanded the participation of the
choir, Rubinstein resorted to hiring singers from the imperial
theatres.*®
It is not altogether surprising that the directorate of the Kapella

should have regarded the establishment of the Conservatoire with
suspicion and malevolence. Until 1862 the Kapella, despite its

imperfections, had been the only institution in Russia to offer such a

71



comprehensive musical education and Bakhmetev believed, with good
reason, that the Conservatoire would seriously undermine the Kapella's
position. 1In particular, the granting of certificates to graduates of
the Conservatoire was to create a great deal of antagonism between the
two institutions for many years. Examinations in the Conservatoire were
attended by government officials appointed by the Ministry of the

Imperial Court and the title ‘svobodnyi artist' [free artist] was

conferred upon graduates.>® This was a highly significant point. Prior
to 1862 'professional' musicians were accorded no civic status, but were
treated as servants belonging to the lowest class of society.®® Skilled
composers and performers such as Glinka and L'vov, who belonged to the
upper strata of society, were regarded as 'dilettantes' and classed
according to their social class, education and civil or military service
grade or profession. Now, graduates of the Conservatoire were accorded
the same status as other artists such as painters or sculptors, and
enjoyed the same rights and privileges, such as exemption from poll tax
and military service. A graduate of the Conservatoire, holding the
title of 'free artist', who wished to find employment as a precentor was
not, however, exempt from the ruling which stated that all precentors
must hold a certificate from the Kapella. At the same time, graduates
from the Kapella were still classed as civil servants and their status
was therefore inferior to that of their counterparts from the
Conservatoire. The dispute long remained unresolved and there is no
evidence of any respite in the antagonism between the two directorates
during Bakhmetev's tenure.

The year 1862 also saw the establishment in St. Petersburg of the
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Besplatnaya muzykal'naya shkola [Free Music School] under the direction

of Mily Balakirev and Gavriil Lomakin. The basis on which this School
was established was very different from that of the Kapella or the
Conservatoire. The Free Music School did not receive state funding and,
as 1t was not regarded as an official teaching institution, was not
empowered to award certificates: classes were simply regarded as
'musical gatherings' and as such came under the jurisdiction of the
Ministry of Internal Affairs which was responsible for all meetings and
assemblies,?* rather than the Ministry of Education or the Ministry of
the Imperial Court. While teaching began as early as 18 March 1862,%*% a
permanent statute for the Free Music Scool was not approved by the
Ministry of Internal Affairs until 11 November 1867.23
Lomakin's principal aim in establishing the School was to further

the development of Russian choral music through the training of singers
and teachers of church music,?* and thus the curriculum included
subjects relevant for the preparation of precentors: vocal-training,
choral singing, solfeggio, instruction on the violin and elementary
music theory.?® 1In his autobiography Lomakin recalls:

[I] had in mind and hoped to organize ... something

like a nursery for teachers of religious and secular

choral singing; Balakirev also had good intentions - to

make of the school a centre for talented Russians and

others.?®
Despite the validity of his goal and his vast experience of choral
direction Lomakin had little chance of realising his aim: the odds were

firmly stacked against him. One serious problem was that his vision of
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what might be achieved was not shared by his co-founder, Balakirev, who
had no particular interest in choral music but saw the School
principally as a vehicle for the promotion of the works of the young
generation of Russian composers; he thus concentrated his attention on
the School's orchestra. The two were continually pulling in opposite
directions.

Realizing the futility of his work there, Lomakin gave up the
directorship of the Free Music School on 28 January 1868, leaving it to
Balakirev who held it until his retirewmexin 1874.%27 It then passed to
Nikolai Rimsky-Korsakov, who held the post until 1881 when it passed
back to Balakirev.?® Like his mentor Balakirev, Rimsky-Korsakov was
interested primarily in instrumental music at this time, and concerned
himself with the School's orchestra rather than with choral training.
While choral singing continued to form part of the curriculum, Aleksandr
Rubets (1838-1913), a professor at the Conservatoire who also taught in
the Free Music School, reported that under the direction of Rimsky-
Korsakov and Balakirev:

little or no attention was paid to choral classes. If

choral pieces appeared on a concert programme, it was

only the repetition of pieces learned and performed

under Lomakin.?Z?®°
Yet, had the case been otherwise, it is unlikely that the outcome would
have been different - a semi-official organization, run by musicians,
such as the Free Music School could never seriously have hoped to
challenge the bureaucratic might of the Kapella.

Although no single institution had emerged to rival the Kapella in
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the training of precentors, the teaching of church music in
establishments such as the Conservatoire and the Free Music School
brought the issue into the public eye and led government officials,
church authorities and musicians to question the Kapella's monopoly on
the training of precentors for the Orthodox church. While the ukaz of
1847 stated that all precentors must hold certification from the
Kapella, it did not rescind the right of ecclesiastical schools to teach
church music and many of these schools continued to issue their own
certificates.®® 1In December 1865 a Temporary Commission was set up to
consider the question of teaching sacred music in schools. The
committee, chaired by Grand Duke Konstantin Nikolaevich, included Count
Aleksandr Adlerberg (Minister of the Imperial Court), Bakhmetev,
Alexander Golovnin (Minister of Education), Prince Vladimir Odoevsky,
Count Dmitry Tol'stol (Procurator of the Holy Synod) and Prince Dmitry
Obolensky, who was involved in various censorship committees.3?*

The committee's conclusions were unsurprising. Bakhmetev was
naturally anxious that the Kapella retain its monopoly on the granting
of certificates to precentors, while Prince Vladimir Odoevsky considered
this monopoly to be an abuse of the Kapella's power, asking:

Does the Court Kapella have the exclusive right to
train teachers of church music? ... As the ukaz of the
Holy Synod of 26 May 1850 speaks only of parish and
regimental choirmasters, clearly the exclusive right

of the Court Kapella is intended to apply only to large
choirs singing in many parts.3Z2

Odoevsky insisted that, as local schools continued to use the monophonic
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chant books published by the Holy Synod in 1772 (see pp.140-1), it was
neither necessary, nor indeed desirable, for instruction in church music
to be provided by precentors who had been trained according to Italian
vocal methods and were familiar with the concertos of Bortnyansky and
L'vov. On the contrary, he argued that instruction should be given by
parish priests who could explain the intricaciles of the texts, rather
than by precentors who had a thorough musical education but no religious
training. To this end he insisted that musical education in the
seminaries which trained priests should be improved.3® Despite the
warmth of Odoevsky's views, little seems to have come of the Committee's
deliberations and the Kapella retained its monopoly on the training of
precentors until the mid-1880's (see p.100).

Bakhmetev exerted a negative influence on affairs at the Kapella.
The twenty years which he spent as head of the institution witnessed no
improvements in the choristers' education or their living conditions but
saw a curtailment in the concert activities of the choir. Classes for
instrumentalists and precentors continued on a somewhat haphazard basis
and compared unfavourably with those offered by newly-established
institutions such as the Conservatoire. This was not a period of great
prosperity or growth for the Kapella but one of stagnation. Better

times lay ahead.
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ii) The Court Kapella under the direction of M. A. Balakirev: 1883-1894

On the accession of Alexander III the Kapella, like so many other
institutions, was subjected to a series of administrative reforms. From
the beginning of 1883 it was granted independent status as an
educational institution,®* a move which loosened the rigid control
exercised over the daily running of the Kapella by the Ministry of the
Imperial Court: henceforth only certain financial decisions and ultimate
approval of the statutes of the Instrumental and Precentors' Classes
remained under the Ministry's jurisdiction.®® There is no evidence to
suggest the introduction of new constraints by any other bureaucratic
body such as the Ministry of Education, which controlled the
Conservatoire, or the Ministry of Internal Affairs, which controlled the
Free Music School: the Kapella now assumed virtually total
responsibility for its own daily management.

As part of the administrative reorganization, on 28 January 1883
Bakhmetev, now seventy-six years of age, was relieved of his duties in
the Kapella®® while Count Sergei Dmitrievich Sheremetev (1844-1918) was
appointed to the newly-created post of nachal'nik [head].®” I have
found no evidence to support the view put forward by Milos Velimirovié
in his article on Russian and Slavonic church music in the New Grove

Dictionary of Music and Musicians that Bakhmetev resigned his post in

protest at the publication of Tchaikovsky's Liturgiya [Liturgy].3® The
resolution approving this publication was passed by the Senate on 4 May
1881 (see p.274) and we may assume that had this been the motive for his

resignation Bakhmetev would not have procrastinated for three years
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before making this move. 1In addition, the correspondence between
Balakirev, Rimsky-Korsakov, and Vladimir Stasov clearly indicates that
the question of Bakhmetev's competence and possible dismissal was under
consideration in court circles early in 1882.3°® Bakhmetev, however, may
well have taken refuge in such a pretext in order to save face when
forced to resign.

The newly-created position of nachal'nik was a purely honorary one
- Count Sheremetev was a military man, adjutant to the Tsarevich and,
according to Rimsky-Korsakov, 'not even a dilettante in music'.*® His
principal duties in the Kapella were to oversee the general
administration and to liaise with the Ministry of the Imperial Court,
while decisions regarding musical education and artistic questions would

be taken by the upravlyayushchii [director], a position equivalent to

that of direktor which was now abolished, and the pomoshchnik

upravlyayushchego [assistant director]. 1In February 1883 the latter

positions were filled by Mily Alekseevich Balakirev (1837-1910) and
Nikolai Andreevich Rimsky-Korsakov (1844-1908) respectively.

While Balakirev and Rimsky-Korsakov were among the most talented
and most prominent musicians of the day, neither had much experience of
church or choral music. In the summer of 1881 Balakirev had worked on a
new harmonization of the liturgy which he intended for publication.*?*
Although there is no evidence that the project came to fruition,
nevertheless 1t was this work, together with the efforts made on his
behalf by influential friends - in particular the Senator and State
Controller Tertii Ivanovich Filippov (1826-1899), an ardent slavophile

and amateur musician now best remembered for his collection of folk
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songs - which resulted in his appointment to the Kapella on 3 February
1883.4% 1In his turn, Balakirev proposed that Rimsky-Korsakov, who had
held the position of Professor of Practical Composition and
Instrumentation at the St. Petersburg Conservatoire since 1871,%2 be
appointed as assistant director. Rimsky-Korsakov's appointment to the
Kapella took effect from 23 February.+*+4

The task awaiting them was both challenging and demanding. Their
duties included full responsibility for the choir, superintendence of
musical education in the Kapella, supervision of the choir's performance
during services in the imperial churches, and the choice of repertoire.
As a result of Bakhmetev's misguided leadership the standard of musical
education was low, living conditions in the Kapella were poor, the
choristers were shamelessly exploited, and many suffered material

hardship. 1In his autobiography Letopis' moei muzykal'noi zhizni

[Chronicle of my musical life] Rimsky-Korsakov described the fate of

many of the young singers:
When their voices had broken, a sad fate befell a large
number of the illiterate boys, who were beaten, badly
brought up, and taught the violin, cello or piano any
old how. They were provided with the little money that
they had earned and thrown out of the Kapella to the
four corners [of the earth], ignorant and unaccustomed
to work. From their numbers came clerks, servants,
provincial singers and, in the best of cases, ignorant

4s

precentors or petty officials. rhtj Somk  wdhoot ace .

The first priority, therefore, was to improve the treatment afforded the
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choristers, and to provide them with a musical training which would
enable them to earn their living in this field after leaving the
Kapella. With this in mind Rimsky-Korsakov set to work devising a
statute which would lay out the regulations governing the admittance
procedure for those wishing to study in the Court Kapella, the teaching
of both general and musical subjects, and the rights and privileges
accorded pupils on graduation. On the basis of this statute, Proekt

ustava muzykal'nogo uchilishcha pri Pridvornoi Pevcheskoi Kapelly [Draft

regulations of the Court Kapella Music School] (see App.2), drawn up
during Rimsky-Korsakov's first summer at the Kapella, music classes
began on 9 September.“®

This statute differs in several respects from that introduced by
L'vov and retained by Bakhmetev. Greater attention was now paid to the
choristers' general education and prospective pupils were required to
undergo a preliminary examination to assess their scholastic abilities.
The three-year course was extended by a further two years, and from
September 1883 a more comprehensive curriculum was introduced - students
now studied Russian, arithmetic, Bible studies, French, geography,
writing, drawing, history, algebra, geometry, physics, book-keeping,
trigonometry and dance.®?” As a result of these changes the general
education course available in the Kapella was now equivalent to that
offered by a good secondary teaching establishment.

In addition to these general regulations Rimsky-Korsakov devised
detailed and comprehensive programmes of study for pupils in both the
Instrumental and Precentors' Classes. Until 1883 instrumental training

in the Kapella had been restricted to a three-year course, but the new
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statute - Pravila i podrobnaya programma instrumental'nogo klassa

Pridvornoi Kapelly [Regulations and detailed programme of the

Instrumental Class of the Court Kapella] - which came into effect from 1
September 1884, was based on a six-year period (see App.3).%% An
additional one-year preparatory class was formed for the youngest
choristers because of the difficulty in determining a pupil's ability
and inclination for a particular study at such an early age (boys were
accepted into the Kapella at the age of nine or ten years). During the
preparatory year choristers were treated with a greater degree of
leniency: instrumental tuition was provided by the older students and it
was possible for pupils to transfer from one instrument to another
should they regret their original choice. 1If, however, during this year
the pupil's progress or conduct should prove unsatisfactory he would be
dismissed from the Kapella.%® 1In a letter to the music critic Semyon
Nikolaevich Kruglikov dated 13 June 1885 Rimsky-Korsakov described the
young choristers' training prior to enrolment in the first instrumental
class:

We treat young choristers as follows: in the first year

of his stay a chorister of nine or ten studies neither

an instrument nor theory, but simply becomes accustomed

to singing in the choir. He learns a little about

rhythms, intervals and so on, and learns the clef

appropriate to his voice to a greater or lesser degree.

After a year or six months, when the boy has settled

in, they ask if he wants to study an instrument or

suggest this idea to him; he chooses the instrument
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himself: piano, violin, cello, or double bass. Then

they hand him over to one of the older pupils for

instruction; after some time he gives up studying,

changes instrument, or begins to make progress. When

this has been determined they hand him over to a

professor. At the same time or a little later they

place him in the elementary theory [class] for two

years.>°
According to the new statute, all students in the first and second
classes followed an identical course with performance on piano, an
orchestral string or wind instrument as their principal study.
Compulsory subjects included elementary theory of music and solfeggio,
plano (for those offering a string or wind instrument as their principal
study), and orchestral and ensemble playing.

On entering the third class the student could choose to continue
his specialization in instrumental performance or could elect instead to
specialize in theory of music and precentors' studies; those wishing to
transfer to the Precentors' Class would enter the first theoretical
class in that programme. In addition to their principal study, students
offering instrumental performance in their third and fourth year studied
harmony and counterpoint, instrumentation, musical form, history, piano,
and ensemble playing, and in the fifth and sixth class continued to
study piano and ensemble playing. While the great majority of these
students offered performance on one instrument as their principal study,
it was possible for the more talented to offer two and, in exceptional

cases, even three.®* On graduation from the Class students were awarded
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certificates conferring on them the title of 'performer and teacher'.s?

While they continued to sing in the choir, pupils in the
Instrumental Class studied only string instruments in order that their
voices not be damaged. After their voices had broken, however, they
could apply to the directorate of the Kapella for permission to offer
performance on a wind instrument as their principal study.®3® 1In order
to complete their training in the Instrumental Class those students who
no longer sang in the choir received an annual stipend of two hundred
and forty rubles from the Ministry of the Imperial Court, renewable for
a maximum period of five years. In repayment, students were required to
teach in the Kapella for three years after graduation from the Class:
during this time they would be housed, fed, provided with a uniform, and
would receive a salary of three hundred or two hundred and forty rubles,
depending on whether they held a first or second-class certificate.
Students would be relieved of this service only in case of illness or on
repayment of the original sum.>*

There can be no doubt that the young instrumentalists received an
excellent training under the careful guidance of the director and his
assistant. Indeed the initial success of the Class was so great that on
5 January 1884 the Tsar expressed the wish that henceforth the Kapella
should train the musicians for the Court orchestra, which had been
established on 30 August 1882.5% Boris Asaf'ev, who was personally
acquainted with many of the students studying in the Kapella's
Instrumental Class at this time, asserts:

Whether occupying humble or important positions, they

were always first-class musicians, strong in both the
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theory and performance of music, with exceptionally
trained [musical] ears.>°

In the autumn of 1884 a pupils' string orchestra had been formed
under Rimsky-Korsakov's supervision and from 20 September 1885 this
orchestra was established on a permanent basis, to work in conjunction
with the Instrumental Class.®?” This student orchestra not only trained
the pupils in the discipline of ensemble playing but, as the orchestra
gave several public concerts each year, provided them with valuable
experience of performing before an audience (see Chapter 5).

Financial reasons demanded that the orchestra and, indeed, the
Instrumental Class itself, be comprised only of string players in the
months following its conception. Following a concert given by the
pupils early in 1886, however, the Tsar himself expressed his wish that
wind instruments be introduced. In a letter of 21 December 1887 to
Nikolai Petrov, who worked in the Ministry of the Imperial Court,
Balakirev recalled the incident:

During a visit to the Kapella on 13 February 1886 His
Majesty the Emperor was pleased to listen to a concert
given by the pupils of the Instrumental Class and the
young choristers under the direction of the assistant
director of the Kapella, State Councillor
Rimsky-Korsakov, and having graciously approved both
the choice of pieces and performance, was pleased to
enquire: 'Why do you have only string instruments? You
should also introduce wind'. As a result of His

Majesty's will instruction on wind instruments was
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introduced, initially on a very small scale as limited

resources permitted, but from the summer of 1887

instruction on all wind instruments was introduced.®*®
Both Rimsky-Korsakov and Balakirev spent a great deal of time working
with the orchestra and arranged various large symphonic works by
composers such as Mendelssohn and Schumann for its more limited
resources. According to Nikolai Aleksandrovich Sokolov, a pupil
studying in the Kapella at this time:

The orchestra of the Kapella, in spite of its humble,

uneven, student talent, was superbly trained by the

director.®®
Vladimir Yastrebtsev, biographer of Rimsky-Korsakov and a regular
attender at the musical evenings held in the Kapella, also attested to
the skill of the young instrumentalists:

Seeing these little boy performers, one imagined that

one was in an enchanted fairy-tale country of

Liliputian artists. What a gentle tone, what purity and

what expression.®®
Indeed it would appear that the scale of their initial success led
Balakirev, in his enthusiasm, to overestimate the capabilities of the
young instrumentalists and, as a result, to make unreasonable demands on
their performing skills. In a letter of 24 April 1889 Rimsky-Korsakov
felt compelled to remonstrate with him on this point:

Note that the orchestra is already performing pieces of

reasonable difficulty by Mendelssohn, Glinka and so on,

but do not forget that they are, after all, pupils,
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youths, and even children, and that their performance
cannot be like that of an adult, mature orchestra.c®*

While Rimsky-Korsakov's contributions to instrumental music in the
Court Kapella were of immense value, the most significant of his reforms
was the establishment of a formal, structured teaching programme for the
Precentors' Class. Although instruction in precentors' studies had been
offered in the Kapella since 1848 (see p.33), neither L'vov nor
Bakhmetev had devised any methodical programme for this class. 1In his
Letopis' Rimsky-Korsakov describes the haphazard arrangements for
prospective students:

Young men who wished to learn something and receive a
precentor's diploma travelled to the Kapella, for the
most part from the interior of Russia, and were
assigned to one of the four teachers of sacred singing
for training in the subtleties [of this art]. Having
studied with the teacher and passed an examination
according to some vague and indefinite programme, they
received the desired certificate and set off for the
four corners of the globe. The entire educational
structure, both in the Instrumental Class and in the
training of precentors, established by the author of

God save the Tsar, L'vov, was good for nothing.®2

The new statute, Programma regentskogo klassa pri Pridvornoi pevcheskoi

kapelle [Programme of the precentors' class at the Court Kapella] (see
App.4), was approved by the Ministry of the Imperial Court on 17 March

1884,°2 and in a letter to the Minister, Count Vorontsov-Dashkov, of 20
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July 1885, Sheremetev emphasised the importance of the new Class:

The Precentors' Class at the Court Kapella gives us

the opportunity of training teachers for the whole of

Russia, and is therefore of much wider significance

than it may seem. Good teachers of church singing are

of no less use to the nation than good teachers in

country schools.®*
The new course was based on a five-year period of study and was similar
in content to the course in music theory offered by the St. Petersburg
Conservatoire. Unlike the Instrumental Class which trained only
choristers from the Kapella itself, the Precentors' Class was also open
to private pupils, who paid an annual tuition fee of one hundred rubles.
Only those belonging to the Orthodox faith were admitted and no
financial assistance was provided by the Kapella: candidates were
required to provide their own violin, tuning-fork, textbooks and music.

Before admission to the Class prospective pupils were required to

pass a preliminary examination: successful candidates were then accepted
into the special one-year preparatory class where they studied
elementary theory, harmony, solfeggio, church singing, violin, and
piano. On successful completion of this course the student would be

awarded the Attestat na zvanie pomoshchnika regenta [Certificate of

assistant precentor] or, 1f he wished to continue his training, would be
transferred to the first theoretical course. Choristers who chose, on
completion of the two-year general education course undertaken by all
pupils, to specialize in theory of music and precentors' studies rather

than instrumental performance were also transferred to the first

87



theoretical course. From this point both choristers and private
students followed the same course.

The first and second theoretical courses, each of one year's
duration, together made up the intermediate class. Puplils in this class
were instructed initially in harmony and counterpoint, solfeggio, piano,
and violin, these studies being supplemented in the second year with
church singing, choral conducting, score reading, and church
regulations. Pupils successfully completing the intermediate class were

awarded the Attestat na zvanie regenta [Certificate of precentor].

The third and fourth theoretical courses together comprised the
senior class in which students continued to study piano, score reading,
and conducting, finally adding counterpoint and fugue, practical
composition, composition of church music, and the history of music and
church singing. 1In addition to the above subjects, students in all
classes were required to attend the choral class where the senior
students gained experience in conducting and rehearsing sacred and
secular works, the choir being made up of all pupils from the
preparatory and theoretical courses. Older students were also permitted
to try out their own arrangements and compositions. Students
successfully completing the senior class would be awarded the Attestat

na zvanie regenta i uchitelya teorii muzyki i tserkovnogo peniya

[Certificate of precentor and teacher of theory of music and church
singing].

Certificates were also awarded to external pupils who were
admitted, at the director's discretion, to the final examinations along

with the choristers and private pupils studying in the Kapella. Each
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year approximately fifteen to twenty external pupils presented
themselves for examination, while the average number of students in the
first theoretical course was between twenty and twenty-five.®®
According to Andrei Rimsky-Korsakov, during the ten years of his
father's work in the Kapella one hundred and twenty-six precentors
graduated from the Precentors' Class: of these, thirteen were choir
members, seventy-two were private students and forty-one were permitted
to sit the examinations as external pupils.®®

Despite the success of the Precentors' Class Rimsky-Korsakov was
not completely satisfied with his original programme and in 1891
produced a revised statute.®” His principal objection to the existing
regulations was that pupils who had studied in the Kapella for only one
yvear were entitled to a third-class certificate, conferring the title of
'tassistant precentor'. Convinced that this period was insufficient for
the adequate preparation of an assistant precentor, he approached
Balakirev on 20 May 1891 with a proposal that the third-class
certificate should be awarded on completion of two years of study.®®
All other proposed modifications were of a very minor nature. At this
period the relationship between Balakirev and Rimsky-Korsakov, which had
greatly deteriorated during their years of joint service in the Kapella,
was at its most stormy and Balakirev appears to have paid little heed to
his assistant's suggestions: I have been unable to find conclusive proof
that the new document was approved by the Ministry of the Imperial Court
or even that Balakirev sought this approval. As the 1900 reprint of the
booklet containing the statute of the Precentors' Class gives the 1884

version and not the revised 1891 text, however, it seems probable that
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Rimsky~Korsakov's revisions were ignored.®®

The creation of the Precentors' Class and the expansion of the
Instrumental Class demanded that Balakirev engage a larger teaching
staff than had previously been required (instructors engaged by the
Kapella during this period are listed in Appendix 7). Rimsky-Korsakov
himself taught the Instrumental Class and, when Joseph Hunke retired
from service in 1884, took over the class in harmony and counterpoint.”®
The teaching of harmony soon engrossed him to such an extent that he
undertook the compilation of his own textbook on the subject, which was
completed and published in the autumn of 1884 under the title Uchebnik

garmonii: Kurs pridvornoi kapelly, vypusk pervyi. Garmonizatsiya

akkordami v predelakh lada (Harmony textbook: Course taught at the Court

Kapella vol.l. Harmonization within the confines of the mode).”™ A
second volume was published together with the first in a single volume,

under the title Uchebnik garmonii (Harmony textbook) in 1885.7%

Despite his great achievements in this area, Rimsky-Korsakov's
dutles in the Kapella were not restricted solely to educational matters.
His other activities are described by his pupil Nikolai Sokolov:

Nikolai Andreevich conducted the full student orchestra
or worked with the orchestral groups, [and] arranged
various pieces for pupil ensembles; as inspector he
managed the budget for the purchase of music and the
sale of Kapella publications ... oversaw the
organization of the library, ordered, received,
distributed and sent instruments for repair. He took a

personal interest in the teachers, the pupils, whom he
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regarded as his own children, and so on.”3
Another of his pupils, Aleksandr Vyacheslavovich Ossovsky, also attests
to the keen personal interest taken by Rimsky-Korsakov in his students:

He concerned himself with the all-round development of

the boys, with raising the artistic qualifications of

the adult singers, [and] with broadening their horizons,

showing great humanity in his attitude towards them.”*
Both Rimsky-Korsakov and Balakirev were anxious to rid the Kapella of
the strict 'barrack-room'”> atmosphere which had reigned there since the
time of Fyodor L'vov, and to abolish the harsh treatment accorded the
young choristers. Rimsky-Korsakov, in particular, concerned himself not
only with his pupils' progress in instrumental performance and
theoretical subjects, but also with their attitude towards their
studies. He was anxlous to foster a deep respect and love for music in
his students, and his strivings to this end are evident from the
earliest days of his appointment. In the Letopis' Rimsky-Korsakov
describes his work during the summer months of 1883, while the
choristers were staying in Peterhof:

I worked with the young singers doing whatever I could:

teaching elementary piano, elementary theory and

listening to their violin and 'cello lessons, if only

to accustom them to some degree of regular study, to

cultivate a serious attitude towards their musical

futures and to awaken in them a desire and love for

art.”’®

The same desire is evident in a letter from Rimsky-Korsakov to Balakirev
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of 24 April 1889 in which he discusses his hopes for the Instrumental
Class:

I set great store by the fact that the orchestral class

would not only be useful but also, if possible,

pleasant and enjoyable for the pupils.””
In his reminiscences Ossovsky describes the atmosphere which reigned in
Rimsky-Korsakov's classes:

In Nikolai Andreevich's class strictness, discipline,

straightforwardness and simplicity ruled ... Nikolai

Andreevich not only provided us, his pupils, with an

education but also brought us up. He regarded the

duties of a teacher as those of a father, friend, nurse

and servant.”®
His efforts to create an atmosphere more conducive to study were soon
rewarded - in a letter to Kruglikov dated 28 September 1883 Rimsky-
Korsakov wrote:

The Kapella gives me great pleasure: a noble spirit has

appeared there - the boys study willingly and all kinds

of [punishments such as] standing in the corner,

kneeling and so on have practically disappeared.”®

While Rimsky-Korsakov was devoting himself to educational reforms,

Balakirev tackled the problem of the choristers' living conditions. He
was particularly anxious that a plan for the reconstruction of the
Kapella buildings, which had been under discussion since 15 April
1883,2° should be approved by the Ministry of the Imperial Court and his

tireless promotion of this project at length met with success. Work on
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the project, devised and directed by Leonid Benois, which included the
construction of a new concert hall seating eight hundred, began on 6
September 1886 and was completed on 15 July 1889.8%* In the interim
period the Kapella moved to a private house in Millionnaya Street, where
precentors' classes were held in the stables and dormitories doubled as
instrumental classes.®?

Balakirev was also determined to improve the students' financial
circumstances and continually petitioned the Ministry of the Imperial
Court regarding the choristers' rights.®® The budget of the Kapella was
generally insufficient to maintain pupils in the Instrumental Class
until the end of the training, so that unless they were able to support
themselves, many, even the most talented, were forced to leave before
completing their education. On 11 October 1883, fifty years after the
first performance of Aleksei L'vov's Russian national anthem, Balakirev
submitted a petition to the Ministry of the Imperial Court suggesting
that a commemorative fund be set up for the benefit of these
choristers.®* He requested that the choir be permitted to give a
concert in honour of the jubilee, the proceeds of which would form the
basis of this fund, to be managed by the Head of the Kapella, Count
Sheremetev. The Ministry gave its consent and the concert took place on
28 December 1883.%% The first pupil to benefit from the new fund was
the thirteen-year-old Vladimir Solnyshkin who appeared at the Kapella in
November 1883 having made the journey on foot from Vladikavkaz in the
Caucasus (a distance of two thousand kilometers!), his only possession a
violin. Having heard him play, Balakirev and Rimsky-Korsakov resolved

that he should stay and themselves supported him until the scholarship

93



could be arranged. Their faith was well rewarded - Solnyshkin graduated
with a first-class certificate in 1887 and was later appointed to teach
violin in the Kapella.®¢®

In 1891 another fund was established for the benefit of pupils in
the Precentors' Class when the son of Gavriil Lomakin, who had held the
post of singing teacher in the Kapella from 1848 until 1861, donated the
publishing rights for his father's works to the Kapella. With
Balakirev's help, a 'Lomakin' fund of seven thousand rubles was created,
providing scholarships for three prospective precentors.®”

Like Rimsky-Korsakov, Balakirev took a personal interest in his
young pupils: many of his former students later recalled how he would
invite them to his home and play them the works of Chopin, Liszt or
Schumann and emphasized the lasting impression made on them by his
virtuosic performance.®® On one occasion he performed the entire
programme of one of Anton Rubinstein's concerts for pupils who were
unable to attend the concert.®® He personally assisted pupils with
particular financial difficulties, not infrequently devoting the
proceeds of his concert performances to their use, and helped in other
small ways, renting a piano for one talented but impoverished student or
purchasing a physics textbook for another.®°

Despite their united aims for the Kapella and the similarity of
their approach to educational and artistic questions, personal relations
between Balakirev and Rimsky-Korsakov proved problematic from the
outset. As early as 17 October 1884 Rimsky-Korsakov informed Kruglikov
that 'Balakirev and I are increasingly distant, though we don't

quarrel'.®* While Balakirev and Rimsky-Korsakov continued to work
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together in such close proximity matters were unlikely to improve, and
over the following years their relationship deteriorated. For some time
an outward display of friendship was maintained, but by 1889 even this
was impossible. 1In a letter of 23 April 1889 Balakirev remonstrates
with Rimsky-Korsakov following a public disagreement in the Kapella:

When we are alone then say whatever you wish, however

you wish, but in the presence of the Kapella staff and

particularly the boys, then for God's sake restrain

yourself,h®2

By 1891 Rimsky-Korsakov described the relationship as openly

'hostile',®® and this unpleasant working environment was one of the
major contributing factors in his decision to retire from the Kapella in
February 1893, by which time he would have completed ten years of
service there. He explains this decision in the Letopis':

Relations with Balakirev had become so strained, affairs

in the Kapella were managed in such a muddled fashion,

I so disliked the entire staff of the Kapella, with the

exception of the music teachers, the whole atmosphere of

the Kapella was so steeped in gossip and partiality,

that it was perfectly natural for me to want to get out;

to all this can also be added my exhaustion at the time.®4
Balakirev, however, suggested that he delay his resignation until the
autumn as he was dismissing the inspector of general classes Aleksandr
Nazimov, and wished Rimsky-Korsakov's support.®S This, together with
the illness of his daughter and the cost of sending her to the Crimea

for a rest cure, persuaded Rimsky-Korsakov to reconsider and defer his
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resignation until February 1895, by which time he would have completed a
total of thirty-five years in state service and would be eligible for a
larger pension.®® At the same time, Rimsky-Korsakov's own health was
deteriorating - he suffered from arterial sclerosis - and working in the
Kapella was increasingly intolerable to him. In the event he was unable
to continue his duties until 1895 and tendered his resignation on 27
November 1893, on grounds of illness.®” In an attempt to curb the
ensuing speculation and gossip he explained the reasons for his decision
in a letter to Kruglikov of 16 December 1893:

They accuse Balakirev, suspect a quarrel and so on.

The reasons for my retiral for everyone are as follows:

I feel ill and run down; I have thirty-three years

of service behind me, and retiring as I do because of

illness, thirty-five in all, that entitles me to a

decent pension and an additional allowance awarded me

by the Emperor for twenty-five years of useful musical

activity [2,000 rubles]: I want to free myself from the

excessive duties of service in order to have free time

for composition, in which I want to indulge without

overwork. Don't these reasons seem sufficient? Now

for you I will add that service with Balakirev in the

devout, sanctimonious Kapella - which some rather

suspicious characters have entered recently - is

unbearable. [This is a reference to Konstantin

Brazhnikov who was appointed inspector of the Kapella

in February 1893.] My relations with Balakirev are not
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good, as you know, so naturally I always feel irritated,
which is both unpleasant and harmful for me.®®
The court order approving his application for retiral was signed on 19
January 1894,°% and the vacant post was filled by Sergei Mikhailovich
Lyapunov (1859-1924), a graduate of the Moscow Conservatoire who had
studied with Tchaikovsky, Taneev, and later Balakirev.?©°

On 20 December 1894 Balakirev also retired from the Kapella because
of illness,*®* and was awarded a pension of three thousand rubles, only
half the sum due to him, following a ruling by the Ministry of the
Imperial Court on his alleged 'irrational' economic reorganization of
Kapella affairs.*©?

Following Balakirev's retiral Rimsky-Korsakov was approached by the
Minister of the Imperial Court, Count Vorontsov-Dashkov, who offered him
the directorship of the Kapella. The Minister hinted that he was aware
of the personal reasons behind Korsakov's resignation, and that he
appreciated the difficulties of working with Balakirev.?°3
Nevertheless, Rimsky-Korsakov declined and from 21 December 1894 the
duties of the director were carried out by the inspector of general

classes in the Kapella, Konstantin Brazhnikov.?°4
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iii) The Court Kapella on the eve of revolution: 1895-1917

On 30 March 1895 the position of director of the Kapella was filled
by Anton Stepanovich Arensky (1861-1906), a graduate of the St.
Petersburg Conservatoire who had studied composition with Rimsky-
Korsakov and harmony with Yuly Johannson,'°® and had himself taught
harmony and counterpoint at the Moscow Conservatoire since 1882. 1In
1889 he had been appointed to the advisory council of the Synod School
of Church Music and from 1888 held the directorship of the Russian
Choral Society, founded by Karl Al'brekht in 1878; he thus had
considerable experience of choral work prior to taking up the
appointment at the Kapella.?°¢©

While Arensky's musical ability and artistic leadership left
nothing to be desired, in other respects the appointment was
unsuccessful. Count Sheremetev had resigned on 1 January 1895*°7 and
the vacant post had not been filled: thus all economic and
administrative affairs as well as educational and musical matters now
came under the jurisdiction of the director. Arensky, however, took
little interest in administrative or financial questions and these
matters were largely neglected. While he did make an attempt to improve
the stipend awarded to students in the Instrumental Class, which was
still insufficient for their requirements, his efforts were
unsuccessful.*®® 1In addition, he suffered from tuberculosis which
necessitated spending a great deal of time at health resorts, and his
frequent absencés from St. Petersburg naturally had a detrimental effect

on the regulation of Kapella affairs.
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Neither was Arensky anxzxious to introduce any educational reforms of
his own, but was content to follow the path laid out by Balakirev and
Rimsky-Korsakov. His principal interest was the Instrumental Class and,
in particular, the student orchestra. Open rehearsals were introduced
for the young instrumentalists along the lines of those held by the
choir, in order that they might gain experience of playing before an
audience,*®® and Arensky frequently took advantage of these to
experiment with his own compositions. Like the Instrumental Class, the
Precentors' Class proceeded according to the statute drawn up in 1884.

The effects caused by Arensky's absences from the Kapella were less
detrimental to education than to the administration of the
establishment. Under Balakirev and Rimsky-Korsakov's direction a
competent teaching staff had been built up, the majority of whom were
still engaged in the Kapella during Arensky's tenure (see App.7). In
addition, the programmes for both musical and general classes were well
established by 1895, and did not require such close supervision.
Nevertheless, the appointment of Arensky in 1896 may be regarded as a
sign of the beginning of the Kapella's decline.

A number of factors were to contribute to this decline, the first
being the series of unsuccessful appointments made by the Ministry of
the Imperial Court over the following years. The composer and pianist
Fyodor Akimenko, who studied and then taught in the Kapella, aptly
described Balakirev and Rimsky-Korsakov's tenure as the 'golden
period'.**® Never again was the establishment to be led by figures who
combined such outstanding musical talent with a deep commitment to

education and to their pupils. Subsequent directors lacked either their
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musicality or their dedication and humanity, and in most cases their
tenure was of such short duration as to render any significant work in
the Kapella impossible.

Another important factor was the introduction in 1886 of a similar
teaching programme by a rival institution. 1In this year the statute of
the Moscow Synod School, which had originally opened on 15 October 1830,
was revised.*** While the School had previously provided choristers
from the Synod choir with a four-year training equivalent to that of an
elementary school,**? the new curriculum was very similar to that
offered by the Kapella. There were slight differences: less emphasis
was placed on instrumental performance in the Synod School, while
choristers there were expected to have a thorough knowledge of the
unison chants in the 1772 Synod publications, and to be familiar with
kryuk notation.?*® As in the Kapella, young choristers in the Synod
School were first assigned to an experienced singer who taught and
rehearsed with them, thus gaining practical experience in teaching the
basics of church singing.**%

The course instituted in 1886 was intended only for the youngest
choristers and was based on a nine-year period, with an additional
preparatory class similar to that established by Rimsky-Korsakov.*®
The Synod choir accepted boys aged seven or eight, and choristers
remained in the School until the age of seventeen or eighteen. A five-
year course for the adult singers of the Synod choir was introduced on 4
November 1889.''® Whereas the Precentors' Class in the Kapeila was not
restricted to members of the choir, the Synod accepted only its own

choristers. Thus in addition to their studies all pupils were required
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to sing in the Uspensky Cathedral, in the Synod Church of the Twelve
Apostles and for all services held in the presence of the imperial
family when they visited Moscow.

The years of decline for the Kapella were those of rapid growth for
the Synod School. This was largely due to the experience and enthusiasm
of the staff involved in the School in its early years: the Supervisory
Council set up to superintend musical education included Pyotr
Tchaikovsky, Father Dmitry Razumovsky, Professor of church music at the
Moscow Conservatoire, and Nikolai Gubert, Director of the Moscow
Conservatoire,*'” while teachers included such prominent church
musicians as Vasily Metallov, Pavel Chesnokov, Vasily Orlov and
Aleksandr Kastal'sky.**® As a result of both its geographical location
and its affiliation with the church rather than a government Ministry
the links binding it to the court were much looser than those of the
Kapella, and thus the School was largely unaffected by the many
repressive bureaucratic measures which so inhibited the work of its
counterpart in St. Petersburg.

As one might have expected, relations between the two
establishments were hostile. As early as 11 November 1886 Count
Sheremetev complained to the Minister of the Imperial Court that
choristers in the Synod School received larger stipends than those in
the Kapella, and were awarded a higher grade of certificate:

The Court Kapella, as the personal choir of His
Imperial Majesty, cannot be set lower than any other
choir in Russia; in addition the Court Kapella is the

only sacred music establishment to which the special
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imperial ukaz grants the [following] powers:

1. supervision of precentors of all church choirs
throughout Russia ... not excepting even the Synod
choir;

2. the granting of certificates to precentors to
[enable them to] instruct choirs;

3. censorship of all sacred compositions.**®

Relations deteriorated still further in 1896 when the Synod School
announced its intention to grant certificates to those precentors
completing the course offered by the School,**° and the rivalry between
the institutions was to continue until the revolution.

On 6 May 1901 the Ministry of the Imperial Court accepted Arensky's
resignation,*?* and in a reappraisal of Kapella affairs carried out at
the time of his departure it was deemed inadvisable, in the light of his
mismanagement, for the future director of the establishment to hold
responsibility for both musical and administrative affairs. As a
result, the vacant position of nachal'nik was offered to Count Aleksandr
Dmitrievich Sheremetev (1859-1931) who took up the position on 6 May
1901.**=

Like so many of those appointed to the Kapella administration,
Sheremetev was a military man who had studied at the Cadet School before
serving first in the cavalry, then as adjutant to various military
leaders. He was also a talented conductor and composer: his
compositions were to include a Requiem for choir, soloists and orchestra
in memory of Rimsky-Korsakov, a Fantasia for orchestra, and a number of

sacred choral works. 1In 1882 he founded a symphony orchestra, and two
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years later re-established the choir founded by his ancestor Count Pyotr
Sheremetev in the 1750's. From 1898 both choir and orchestra gave free
public concerts, and in 1900 he established a series of 'Popular
Symphonic Concerts', which he himself conducted. At his instigation the

Muzykal 'noe istoricheskoe obshchestvo [Musical Historical Society] was

formed in 1910, the activities of which included a series of free public
lectures on the history of music, free musical theory lessons, and
concerts given by his own choir and orchestra. Sheremetev was to hold
the position as head of the Kapella until 1917.2=3

At the time of Arensky's resignation the directorship of the
Kapella was offered to Stepan Vasil'evich Smolensky (1848-1909) who also
took up his appointment on 6 May 1901.'%*“ Smolensky was a graduate of
the faculties of jurisprudence and philology of Kazan University and had
studied violin and piano with private tutors. From the early 1870's he
made a study of ancient church chant, publishing a survey of znamennyi
chant, a catalogue of the musical manuscripts deposited in the library
of the Solovetsky monastery, and a method of church singing. In 1889 he
settled in Moscow, taking up the post of Professor of history of church
music at the Conservatoire after the death of Dmitry Razumovsky, and at
the same time took over the direction of both the Synod choir and the
Synod School of Church Music, a position which he had declined in
1886.'%5 His success in these appointments, in particular his
achievements at the Synod School, drew him to the attention of the court
and led to his appointment to the Kapella.

It soon became apparent that Arensky had neglected not only

administrative and educational affairs but also the choir itself, the
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quality of which had deteriorated as a result. Although Balakirev had
not himself conducted the choir, he had attended rehearsals regularly,
assisting and advising the instructors. Arensky, on the other hand, had
delegated all responsibility for choral training to the singing teachers
and his inattention had resulted in a decline in the standard of
performance. 1In a letter to Count Sheremetev of 20 July 1901 Smolensky
described the inadequacies of the singers:‘

My observations of the basses and tenors of the Court

Kapella have fully convinced me of a serious decline

and of the complete ignorance of these singers, not

only in correct intonation, but even, shameful to say,

of the music itself, of the simplest scales, the

easiest intervals, even of the Obikhod.*Z*¢
Although traditionally only precentors who had themselves been trained
in the Kapella were permitted to work with the choir, Smolensky obtained
the consent of the Ministry of the Imperial Court for the recruitment of
several of his former pupils from the Synod school - Aleksandr
Chesnokov, Pavel Tolstyakov and Mikhail Klimov - to undertake choral
training,*2?” and he himself devoted his attention not to the
Instrumental Class, as his predecesors had done, but to the Precentors'
Class.

During his brief tenure, Smolensky introduced no educational
reforms, but followed the statute drawn up for the Precentors' Class by
Rimsky-Korsakov, as Arensky had done. However it seems likely that
greater emphasis fell on subjects which had previously been regarded as

of secondary importance. In an article published in the journal
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Regentskoe i khorovoe delo in 1915 Smolensky tackled the question of

what a precentor should know:

Apart from a clear practical knowledge of the order

of service, the use of the chant books, how to find

the place easily and not lose his presence of mind,

he must know all the eight-tone chants in their proper

harmonic arrangements and all the pieces included in

the choir's repertoire extremely well. This excellent

knowledge must be combined with a clear understanding

of the harmonic structure of all these compositions.*=%®
It seems probable, therefore, that Smolensky paid greater attention to
the teaching of church history and church regulations than his
predecessors, who were familiar principally with secular institutions.

Like that of the Precentors' Class, the programme of the

Instrumental Class remained unaltered, although a change was made in the
financial basis of the class: from 1 March 1902 all pupils of the
Instrumental Class were maintained using funds from the Treasury of the
Ministry of the Imperial Court, rather than from the Kapella's own
funds.*?® It is clear from the correspondence between Smolensky and
Sheremetev that the Kapella's budget had long been insufficient for the
needs of the Instrumental Class: in a letter of 30 November 1901
Smolensky complained that the wind instruments used in the Class were
old and hindered progress.*3°® 1In reply Sheremetev sent thirteen
instruments from his own orchestra for the pupils' use.*®* As the
number of students attending this class was continually increasing (see

App.8), the new measure was of great benefit to the Kapella.
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Had Smolensky's tenure been of longer duration it is probable that,
with his experience from the Synod School, he would have accomplished a
great deal in the Kapella. As a result of the stifling bureaucratic
atmosphere, however, Smolensky held the directorship for only two years.
The close links between court and Kapella and the interference of the
Ministry of the Imperial Court in the running of affairs greatly
oppressed him, and he could not reconcile himself with the back-
stabbing, deviousness and favouritism of the court officials. Lyudmila
Korabel'nikova states that a disagreement with Count Aleksandr
Sheremetev was the cause of his departure.*®® 1 have, however, found no
evidence to support this view. In a letter to Mamont Dal'sky of 5 June
1902, a year after taking up the appointment, Smolensky writes:
My new position 1s very difficult owing to the amount
of meanness, intrigue and every kind of spite.*33

In his reminiscences of Smolensky the violinist and trombonist Ivan

Lipaev recalls a conversation which paints a similar picture:
I have nowhere further to go ... Everything pains my
heart ... It is scarcely possible to beat out the

wWewn

dullness and ignorance of the Kapella staff[with a
truncheon. They are used to the sweets of Balakirev.
They are trained to expect unmerited crumbs. I cannot
give them to them. We are on different paths.
Everything goes against me.*3%

There is no mention of any break with Sheremetev.

Smolensky left the Kapella on 17 August 1903*3% and in the

following weeks the Kapella underwent yet another administrative
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reorganization. In view of the increasingly unsettled political
situation it was feared that the Kapella might become infiltrated with
revolutionary ideas and, to combat this, it was deemed necessary to
strengthen the administration. From 15 August 1903 it was decreed that
all organizational and administrative questions would be dealt with by

the nachal'nik [head]. The post of upravlyayushchii [director] was

abolished and that of pomoshchnik nachal'nika [assistant head] was

created. To him was entrusted the daily supervision of affairs and
responsibility for all musical and educational matters. The title

pomoshchnik upravlyayvushchego [assistant director] was also abolished,

and that of inspektor [inspector] used in its stead, a change which did
not affect the duties attached to the post.*®” The actual rehearsal and
conducting of the choir was entrusted to the singing teachers and their
assistants.

From 1904 until 1906 the post of assistant head of the Kapella was
held by Nikolai Semenovich Klenovsky (1857-1915), a graduate of Moscow
conservatoire, who had studied composition with Tchaikovsky. Having
occupled the posts of conductor at the Bol'shol Theatre in Moscow (1883-
93) and director of the Conservatoire in Tbilisi (1893-1902), Klenovsky
first entered the service of the Kapella in February 1902 when he was
offered the post of assistant director.*32

There is no evidence of educational or administrative innovations
during Klenovsky's tenure, and it would appear that teaching methods and
choral training continued as before. The increasing instability of the
political situation was reflected in the closed, repressive atmosphere

of the Kapella; creativity was stifled and musical affairs stagnated.
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Frequent changes in the administration effectively destroyed the
possibility of creating the stability necessary for the further
development of musical education and of the choir itself.

Early in 1906 the position of assistant head was offered to the
music critic and composer Nikolai Feopemtovich Solov'ev (1846-1916).*3°
From 1874 Solov'ev had taught theory of music at the Conservatoire in
St. Petersburg, having himself studied there with Nikolai Zaremba, and
was appointed Professor of Composition at the Conservatoire in 1885, a
post which he held until 1909.%“°® Solov'ev was a close friend of
Aleksandr Sheremetev and the two had worked together in the organization
of concerts of folk-music.*#* Many of his critical articles,
principally operatic reviews, were published in the journals Muzykal'nyi

sezon, Muzykal'nyi mir and Novoe Vremya.*“?

Solov'ev's tenure as assistant head of the Kapella saw various
changes in the statute and programme of the Precentors' Class, the most
significant of which being the closure of the Class to private pupils in
1907.*%* As early as 1903 legislation had been introduced which
required all those entering the Kapella to produce a certificate
attesting to their political reliability.*#** Following the unsuccessful
uprising in 1905 fear of sedition had reached new levels among court
officials, and the Kapella, notorious for its severe, repressive regime
and claustrophobic atmosphere was an ideal breeding ground for suspicion
and distrust. In a letter to the Minister of the Imperial Court dated
23 May 1907 (no.462) Sheremetev expressed the fears of the
administration:

Pupils from the choir study in the Precentors' Class
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together with private pupils. These private pupils are
accepted into the Class without any consideration of
their trustworthiness and spend a great deal of time
outwith the supervision of the Kapella administration.
In these circumstances an element dangerous in its
political attitude may penetrate amongst the pupils of
the Kapella, especially in the present anxious times.**®
In the current political climate, such a warning was unlikely to go
unheeded. The resolution to close the doors of the Kapella to private
students was quickly passed and henceforth the Kapella, like the Synod
School, would allow only its own choristers to receive musical training.
In accordance with this decision a temporary statute was drawn up,
laying out the conditions of study in the class:
1. From September 1907 acceptance of private pupils to
all courses of the Precentors’' Class is discontinued;
2. Pupils studying in the Class during the academic
year 1906/7 have the right to complete their
precentors' education and take the examinations for
certificates of all classes, on the conditions and
according to the rules set out in the imperially-
sanctioned Statute of the Precentors' Class of 17
March 1884;
3. Pupils of the Precentors' Class remaining [in the
Kapella] to complete their education do not have
the right to repeat a year in any course and, in

case of failing the transfer examinations to the

109



next course, must leave the Precentors' Class;

4. The teaching programme for pupils completing their
precentors' education remains the same as was the
case in the 1884 Statute of this Class;

5. A pupil pays 100 rubles a year for training,
payments are made six months in advance;

6. Pupils must have their own violin and accessories,
tuning-fork, text-books and music necessary for the
course;

7. Pupils are expected to carry out all disciplinary
rules drawn up by the directorate of the Kapella;

8. Pupils completing their training and attaining not
less than 4 in their principal subjects (according
to the five-mark system, where 5 is the highest
mark) and not less than 3 in their other subjects
are awarded certificates of three classes from the
Court Kapella: a) students completing the
preparatory class - third-class certificate and
title 'assistant precentor'; b) students completing
the preparatory, first and second (theoretical)
courses - second-class certificate and title
'‘precentor', and c) students completing the full
course - first-class certificate and title 'teacher
of church singing and theory of music.**°

The prohibition of private students was included in the new Statute

which was drawn up the following year and granted imperial approval on 4
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October 1908 (see App.5).**” While the basic structure of the
Precentors' Class was not altered by this document, conditions differed
slightly from those set out in the 1884 Statute. The duration of the
full Precentors' Class was now reduced to four years, pupils having
already completed the two-year general class obligatory for all young
choristers. On graduation certificates were awarded as before.
Graduates wishing to open private precentors' classes, however, had to
apply to the Kapella for a special certificate attesting to their
ability to teach this subject. External students, aged sixteen years or
over, were permitted to sit the final examinations at the discretion of
the administration, and on payment of the sum of twenty rubles.
Simultaneously, the programme of the Precentors' Class was

subjected to minor revisions. Methods of voice training and basic
teaching skills were introduced into the curriculum, the omission of
which had drawn criticism for Rimsky-Korsakov's teaching programme.**®
According to the reminiscences of his pupil Nikolai Cherepnin:

Professor Solov'ev was very cordial in his relations

with his pupils, worked very meticulously in class, but

he had little of that internal enthusiasm which always

transfers itself to the pupil, and his teaching was

somewhat official.*4®
On 16 March 1912 Solov'ev resigned and Khristofor Nikolaevich Grozdov
was promoted from inspector, a post which he had held since 1904, to
assistant head.*®° This period of the Kapella's history is of little
interest. The growing uncertainty of the political climate had led to

the curtailment of Kapella activities: an atmosphere of suspicion and
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mistrust reigned, and the choristers were subjected to even closer
scrutiny by the Tsarist police. Such conditions did not favour artistic
development or foster creativity.

Following the events of 1917 the Kapella could no longer exist in
its former state: to the end it had remained the personal choir of the
Tsar and, with the removal of Nicholas II, the reason for its very
existence was gone. That an establishment which had enjoyed such a
close relationship with the imperial court should have survived at all
is indeed remarkable, and its continued existence should be attributed
to Lenin's Commissar for Education, Anatoly Lunacharsky, who supported
the work of the Kapella, describing it as 'the pearl of pre-
revolutionary choral art' and saving it from probable destruction.*s*

Over the next five years the Kapella was to exist under a variety

of titles: on 3 August 1918 it was renamed the Petrogradskaya narodnaya

khorovaya akademiya [Petrograd people's choral academy];*S2 on 1 July

1922 it became the Gosudarstvennaya kapella [State Kapella],*»*> and then

on 19 October 1922 became the Gosudarstvennaya akademicheskaya kapella

[State Academic Kapellal.*®% To mark the one hundred and fiftieth
anniversary of Glinka's birth on 27 May 1954 it was finally named the

Gosudarstvennaya akademicheskaya kapella imeni M. I. Glinka [State

Kapella named after M. I. Glinka], the name by which it is still known

today.**=S
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Chapter 3: The Development of Court Chant in Historical and Liturgical

Context

i) Musical elements in the liturgy of the Russian Orthodox Church

According to the accepted legend the foundation of the Russian Orthodox
Church dates back to the year 988 when the people of Kievan Rus'
officially adopted the Byzantine form of Christianity on the orders of
the Grand Duke Vladimir Svyatoslavich. From this date the Russian
church became a metropolitanate of the Church of Constantinople, with
its leaders elected by the authorities in the mother church.®* It is
clear from the earliest surviving manuscripts, dating from the late
eleventh century, that in embracing the new religion the Russians
adopted both the rituals and service-books of the Byzantine rite,
translating them into their current language, now known as 0Old Slavonic
or Church Slavonic, with little or no alteration.? Liturgical practices
changed little over the centuries and, discounting various insignificant
regional differences, the same liturgy and offices are used throughout
the Eastern Orthodox Church, both Greek and Russian, to this day.

The Orthodox liturgical year is organized according to a series of
cycles - annual, weekly, and daily - which commemorate events in the
life of Christ, the Virgin Mary and various saints. The calendar
followed is the 0ld Style or Julian calendar which was in general use in
Russia until 1918: in the eighteenth century this calendar lagged eleven
days behind the Gregorian calendar used in western Europe, in the

nineteenth century the difference increased to twelve days, and in the
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twentieth to thirteen days. The annual liturgical cycle comprises a
series of Great and Lesser Feasts, the most important of which is Paskha
or Easter. This is a movable feast, falling on a different date each
year, and so its position in the church calendar determines the dates of
several of the other principal feasts of the Orthodox year, the Great
Feasts of Our Lord: Palm Sunday, the Ascension, and Pentecost. The
remaining Great Feasts of Our Lord - the Elevation of the Cross (14
September), the Nativity of Christ (25 December), the Theophany (the
baptism of Christ - 6 January), and the Transfiguration (6 August) - are
immovable. Next in importance are the Feasts of the Mother of God: the
Annunciation (25 March), the Nativity of the Mother of God (8
September), the Presentation of the Mother of God in the Temple (21
November), the Presentation of the Lord in the Temple (the Purification
- 2 February), and the Assumption (the Dormition - 15 August), all of
which are also immovable.?®

The liturgy is also governed by the weekly cycle in which each day
celebrates a particular saint or event: Sunday commemorates the
Resurrection; Monday - the angelic host; Tuesday - St. John the Baptist;
Wednesday - Mary and the cross; Thursday - St. Nicholas; Friday - the
cross; Saturday - the saints and the dead.* Particular hymns are
appointed for each day in accordance with this cycle.

Of the nine offices in the liturgical day only three are of musical

significance: Velikaya vechernya [Vespers], Utrenya [Matins] and

Bozhestvennaya liturgiya [Divine Liturgy]. On Saturday evenings and on

the eves of major feasts Vespers and Matins are celebrated together in a

service known as Vsenoshchnoe bdenie, the All-Night Vigil. Each of
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these services contains extended musical elements which will be examined
below. While in larger cathedrals or monasteries sections of the
remaining offices (Compline, Nocturn, First Hour, Third Hour, Sixth
Hour, Ninth Hour) may be chanted, in general the greater part of their
text is simply intoned by the officiating priest.

The liturgical day begins at sunset in the Orthodox Church and so
the first office is Vespers. As in other Christian rites, most notably
that of the Roman Catholic Church, the elements of the service can be
divided into the Ordinaries, which are unchanging, and the Propers,
which are determined according to the liturgical calendar. Musically,
all these services are comprised of a series of extended canticles,
psalms, graduals, troparia or short hymns, and brief responses. In the
schemes which follow I have included only the more extended musical
elements and have omitted the short responses such as 'Lord have mercy'
which frequently punctuate the prayers read by the priest or deacon.®
It should be noted that there is a discrepancy in the numbering of the
psalms as they are presented in the Russian psalter and in the
Authorized Version: in the Russian psalter the ninth and tenth psalms
(AV) are combined as Psalm 9, and Psalm 147 (AV) is divided into Psalms
146 and 147, therefore appropriate adjustment must be made. In citing
the psalms the number given first is that of the Russian psalter and the
number in brackets corresponds with that given in the Authorized Version

and the Book of Common Prayer.

Musical elements in the office of Vespers

Psalm 103 (104): Blagoslovi, dushe moya, Gospoda [Praise the Lord, O my
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soul]
Antiphon: Blazhen muzh [Blessed is the man] (portions of Psalms 1 and 2)

Psalms 140, 141 (141, 142): Polozhi, Gospodi, okhranu ustam moim [Set a

watch, O Lord, before my mouth]
Canticles appointed for the day
Hymn to the Mother of God
Hymn: Svete tikhii [0 peaceful light]
Gradual appointed for the day
Canticles appointed for the day

Song of Simeon: Nyne otpushchaeshi raba Tvoego [Now lettest Thou Thy

servant depart]
The Lord's Prayer: Otche nash [Our Father]

Troparion: Bogoroditse Devo, raduisya [Rejoice, O Virgin Mother of God],

or hymn appointed for the feast

Musical elements in the office of Matins

Psalm 3 (3): Gospodi! kak umnozhilis' vragi moi [Lord, how are they

increased that trouble me]

Psalm 37 (38): Gospodi! ne v yarosti Tvoei oblichai menya [Put me not to

rebuke, O Lord]

Psalm 62 (63): Bozhe! Ty Bog moi [0 God, thou art my God]

Psalm 87 (88): Gospodi, Bozhe spaseniya moego [0 Lord God of my

salvation]

Psalm 102 (103): Blagoslovi, dushe moya, Gospoda [Praise the Lord, O my

soul]

Psalm 142 (143): Gospodi! uslysh' molitvu moyu [0 Lord, hear my prayer]
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Troparion: Bog Gospod' [God is the Lord}

Hymns appointed for the day

Verses from psalms 134, 135 (135, 136): Khvalite imya Gospodne [Praise

the name of the Lord]

Troparion: Blagosloven esi, Gospodi [Blessed art Thou, O Lord]

Antiphon: Ot yunosti moeya [From my youth]

Graduals appointed for the day

Prokimen: Voskresenie Khristogo videvshe [Having beheld the

Resurrection]

Psalm 50 (51): Pomilui mya, Bozhe [Have mercy on me O God]

Canticles appointed for the day

Magnificat: Velichit dusha moya Gospoda [My soul doth magnify the Lord]

Great Doxology: Slava v _vyshnykh Bogu [Glory to God in the highest]

Troparia appointed for the day

Gradual: Mnogiya leta [Many years]

The most important service in the Orthodox Church is that of Divine
Liturgy. This term refers only to the Eucharist itself - equivalent to
the Eucharist in the Roman Catholic Church - and comprises the anaphora
or prayers of consecration read at the altar during the singing of the
opening psalms, followed by the communion itself and the dismissal.®

There are three liturgies in use within the Russian Orthodox
Church. The first is the Liturgy of St. John Chrysostom which is used
on ordinary feasts, on Sundays, and on weekdays. The second is the
Liturgy of St. Vasily the Great which is celebrated ten times each year:

Christmas, Epiphany, the Feast of St. Vasily (1 January), on all the
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Sundays in Lent (with the exception of Palm Sunday), on Thursday of Holy
Week, on Easter Eve and on other major feasts.” While the structure of
this liturgy differs little from that of St. John Chrysostom, the
initial anaphora are much longer, necessitating a more extended setting
of the psalms.® The third liturgy used is the Liturgy of the Pre-
Sanctified Host, attributed to St. Gregory the Great of Rome, which
takes the form of the Vespers service followed by the Liturgy of St.
John Chrysostom, omitting those verses which occur between the offertory
and the Lord's prayer.® This third liturgy is celebrated on Wednesdays
and Fridays during Lent and on the first three days of Holy Week when no
consecration of bread and wine takes place but communion is given from
elements consecrated on the previous Sunday.*°

Structurally the liturgy falls into three sections: the Offiqe of
Preparation, the Liturgy of the Word, and the Eucharist. Of these, only
the second and third involve musical elements. While the anaphora and a
number of the verses differ in each of the three liturgies used, the
musical structure of each is virtually identical, and the service is
more constant than Vespers or Matins, being less dependent on the annual

and weekly cycles.

Musical elements in the office of Divine Liturgy

Psalm 102 (103): Blagoslovi, dushe moya, Gospoda [Bless the Lord, O my

soul]

Psalm 145 (146): Khvali, dushe moya, Gospoda [Praise the Lord, O my

soul]

Hymn of Justinian: Edinorodnyi Syne [Only-begotten Son]
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Antiphon: Vo Tsarstvii Tvoem pomyani nas [In thy kingdom remember us

Lord]
Antiphons appointed for the day

Hymn: Priidite, poklonimsya [Come let us worship]

Troparia and kondaki appointed for the day

Trisagion: Svyatyi Bozhe, Svyatyi Krepkii [Holy God, Holy and Strong]

Prokimni appointed for the day

Song of the Cherubim: Izhe Kheruvimy [Those who are the cherubim]

Credo: Veruyu [I believe]

Anaphora: Milost' mira [Peace of the world]; Dostoino i pravedno [It is

meet and right]; Svyat, Svyat, Svyat Gospod' [Holy, holy, holy Lord];

Tebe poem [We praise thee]; Dostoino est' [Meet it 1is]; O Tebe

raduetsya, Blagodatnaya, vsyakaya tvar' [Every creature rejoices in

you, Mother of God]
The Lord's Prayer: Otche nash [Our Father]

Communion anthem: Khvalite Gospoda s nebes [Praise the Lord from Heaven]

Troparion: Blagosloven Gryadyi [Blessed is the sinner]

Troparion: Da ispolnyatsya usta nasha [Let our mouths be filled]

Psalm 33 (34): Blagoslovlyu Gospoda [I will alway give thanks unto the

Lord]

Gradual: Mnogiya leta [Many years]

While the above-mentioned elements are those most commonly given a
more extended musical treatment, it must be noted that services varied
extensively in their musical content. It was not unusual for one of the

most important antiphons to be recited on a single note, or a short,
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insignificant response to be given an extremely elaborate setting with

no liturgical justification.
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ii) A brief history of church chant: 988-1796

It is now generally accepted that in 988 the Slavs adopted not only the
liturgy and ritual of the Eastern Orthodox Church but also many of the
Byzantine chants, which were introduced by Greek and Bulgarian
singers.** This is supported by the fact that the neumatic notation
found in the earliest extant Russian musical manuscripts is very closely
related to an early stage of the Coislin system of the Byzantine
neumatic notation, a Palestinian system which was used until the late
twelfth century.'? Special schools were soon established in Russian
monasteries to instruct singers in the performance of this neumatic
notation, and under Russian influence the Byzantine chant quickly
acquired a Slavonic character. As the Russian Orthodox Church developed
a sense of its own identity, the new Slavonic characteristics became
more pronounced. Links with Byzantium gradually loosened and in 1448
the Russian church became autocephalous, its metropolitans no longer
elected by church leaders in Constantinople but by a council of Russian
hierarchs.*® Thus direct ties with Byzantium were effectively severed.
As Byzantine influence waned, the neumatic notation continued to
develop and the modified system acquired the Russian name znamennyi
notation, derived from the word znamya meaning 'sign'. Appearing in
chant books as early as the twelfth century, znamennyi chant is the
oldest of the various bodies of chant used in the Russian Orthodox
Church, and the melodies thus notated are very similar to those of the
Greek rite.** The znamennyi chants adhere to the system of osmoglasie

or eight tones, equivalent to the Byzantine oktoechos. These tones, or
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glasy, are neither modes nor scales but collections of melodic formulae
called popevki. Each tone comprises a number of popevki or melodic
patterns of varying length which can be grouped into three categories:
intonations, reciting tones, and cadences. Popevki from each of these
categories, appropriate to the particular tone, are then combined to
create the composed chant melody. All eight tones are contained in the

liturgical scale (see ex.l).

Ex.1: Liturgical scale
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The correlation between the Byzantine osmoglasie and the eight modes
used in the western church is evident: each system has finals on D, E, F
and G and has both authentic and plagal forms. The numbering of the
modes or tones within each system differs, however: in the western
system authentic and plagal forms alternate, whereas in that of
Byzantium the four authentic forms precede the four plagal.

In the Russian Orthodox Church, as in all Eastern Christian
churches, an eight-week tone cycle is used, each tone being set for one
week. The cycle of tones governs only certain musical elements within
the daily services, namely the troparia or hymns for the day, the
kontakia - poetic narrative elaborations on Biblical texts, stikhera or
canticles, prokimena or graduals, and alleluias. Each of these

categories of hymn thus has eight melodies which change from week fo
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week, beginning with a Tone 1 melody on the second Sunday after
Pentecost and ending with a Tone 8 melody on the fifth Sunday of Lent.*®
Every major feast is also associated with a particular tone which
overrules the usual tone for the week.

During the fifteenth century the definitive order of service was
established and, for the first time, znamennyi chants used in churches
throughout the country were gathered together and ordered to form the
first Obikhod - a collection of the most important and most commonly
used znamennyi melodies, set out in accordance with the liturgical
calendar.*® Until the end of the sixteenth century these chants changed
very little. Chant melodies dating from this time tend to be largely
syllabic, recitative patterns on a single note, although melismas of
more than three notes are occasionally found on key liturgical words or
at cadences. Melodic motion is generally conjunct and leaps greater
than a third are relatively rare.

Several other categories of chant were commonly used in the Russian
Orthodox Church in addition to the znamennyi chant. In 1441 we find the
first mention in the chronicles of demestvennyi chant, a name derived
from the Russian demestvennik meaning 'precentor'.*” Unlike the older
znamennyi form these chants did not follow the system of osmoglasie (and
so did not appear in the Obikhod) and thus had a much greater degree of
melodic freedom. Here the vocal writing is virtuosic: melodic
intricacies combine with considerable rhythmic complexity and richly-
ornamented extended melismas. The intricacy and brilliance of this
chant has led scholars to the conclusion that it was intended not for

unison choral performance like the znamennyi chant, but for performance
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by trained soloists. It is most probable, therefore, that it would have
been heard only in the larger cathedrals which could boast trained
singers.

Another important category is that of Kievan chant, a regional
variant of znamennyi chant, which developed in the late sixteenth
century as a result of the political supremacy of Poland and Lithuania
in western Russia following the 1569 Treaty of Lublin. Greatly
influenced by Roman Catholic church music (both Poland and Lithuania
were predominantly Roman Catholic countries), this chant displays
characteristics commonly seen in western-European sacred music of the
time: use 1s made of contrasting sections, and alternation between
recitative passages and sections of more melodic writing is typical.
Melodically and rhythmically more simple than the demestvennyi melodies,
this variant 1is nevertheless more complex than the original znamennyi
chant.

Other principal categories of chant used in Orthodox services
include Greek and Bulgarian chants transcribed from the performance of
foreign singers in the sixteenth and seventeénth centuries. These
syllabic chants are very simple both melodically and rhythmically and,
like the znamennyi chants, were probably intended for choral unison
performance. The Kievan, Bulgarian and Greek chants were all based on
the eight-tone system.

By the end of the sixteenth century znamennyi chant had undergone a
series of changes. The meaning of the neumatic notation had altered so
radically that it now bore very little resemblance to that of Byzantium:

neumes were no longer simply a memory aid for singers, indicating only
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relative pitch, but now referred to specific modes, fixed pitches, and
set melodic patterns.*® Current trends in performance practice lent
themselves to certain abuses. Singers at this time increasingly adopted
the habit of inserting elaborate, highly melismatic passages (fity) into
the original syllabic chants in order to highlight certain words,*® and
by the end of the sixteenth century this practice had produced an
entirely new and distinctive category of melismatic chant known as

bol'shoi znamennyi or 'great' znamennyi to distinguish it from the

original malyi or 'little' znamennyi chant, which was often little more
than a recitative pattern on a single note. While in itself this
elaboration and embellishment of the traditional melodies had no
detrimental effect on their musical value, the trend was to result in a
serious abuse of the liturgical chant. Naturally, as the inserted fity
became increasingly complex and protracted, the duration of the service
gradually lengthened and, to compensate for this, singers adopted the
practice of beginning each hymn before the preceding one had ended.Z°
Leaving M wwsical effects omda, the resultant overlap made a nonsense
of the liturgical text so that it was impossible for the listener to
follow the words of the prayers.

The other principal abuse during the late sixteenth century was the
widespread practice of khonomiya - the transliteration of mute letters
into the vowels 'e' and 'o' - which evolved as a result of the placing
of neumatic signs not only above voiced vowels and syllables but also
over unvoiced letters such as hard and soft signs.?* Like the
overlapping of chants, the new pronunciation caused the distortion of

words which led to calls for a reform of text and music.
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The seventeenth century was a period of transition for Russian
church chant and witnessed several important reforms. In 1651 a
pamphlet was written and published by the monk Euphrosinius entitled

Skazanie o razlichnykh eresekh i khuleniikh na Gospoda Bog i na

Prechistuyu Bogoroditsu, soderzhimykh ot nevideniya v znamennykh knigakh

[An account of various heresies and blasphemies against the Lord our God
and the Blessed Virgin, which are mantained from ignorance in the
znamennyi books].?Z? This pamphlet, in which Euphrosinius denounces the
abuses which had grown up in the preceding hundred years, in particular
the corruption of text, was welcomed by many including the highly
influential Patriarch Nikon. Nikon strongly favoured a reform of the
old liturgical books and of the church ritual, and at his instigation a
commission was set up in the 1660's to 'correct' the existing notated
chants. The commission, headed by the theorist Aleksandr Mezenets,
achieved a great deal: the practice of khonomiya was banned, the
melodies were altered to fit the revised pronunciation, and great care
was taken to preserve the original neumatic notation. In addition, an

Azbuka znamennago peniya [Handbook of znamennyi chant] was compiled to

explain this notation to the singers.?3

Anti-reform feeling was equally intense, and a great many priests
and believers regarded the alteration of the ancient books and ritual as
a secularization of the sacred rites, a blasphemy induced by the
heretical Roman Catholics. Despite the strength of their feeling these

adherents to the old practices, or 0l1d Believers [Staroobryadtsy] as

they were known, could not match the power of the Patriarch and a large

number were sent into exile in northern Russia, taking with them the
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chants in their original form.

For the next hundred years revised chant melodies continued to
circulate in manuscript copies. The earliest printed volumes of chant
date from the late eighteenth century and were published by the Holy
Governing Synod - an ecclesiastical administrative body run by state
officials appointed by the Tsar, created on the abolition of the
Patriarchate by Peter the Great in 1721.%“ Around 1767 a clerk in the
Moscow Synodal Typography, Stepan Ivanovich Byshkovsky, submitted a
petition to the Synod requesting permission to publish a series of
volumes of liturgical chant.?® Although permission was initially
refused, Byshkovsky continued to argue his case and his efforts were at
length successful: on 15 June 1769 an ukaz was issued by the Synod
approving the publication of four volumes of chant.Z2¢

In compiling the new chant books Byshkovsky collaborated with a
number of the senior priests and singers of the Synod choir who
continued to perform the chants as notated in the musical manuscripts
from the time of Aleksandr Mezenets.?” Unlike the Kapella in St.
Petersburg, the Synod choir had not come under the direction of foreign
musicians during the eighteenth century and thus had preserved the
ancient traditions to a much greater extent. The four volumes, which
presented the chant melodies in square-note or Kievan notation in c-clef
on a five-line stave, were published between the summer of 1770 and June
1772 under the following titles:

1. Obikhod notnago peniya [Obikhod in musical notation};

2. Oktoikh notnago peniya [Oktoikh in musical notation];

3. Irmologii notnago peniya [Hiermologion in musical notation];
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4, Prazdniki notnago peniya [Feasts in musical notation].

Collectively the Synod chant books contained melodies for the
entire liturgical year. In the Obikhod the most important znamennyi
chants were laid out in accordance with the daily sequence of services,
beginning with Vespers and ending with Divine Liturgy. This volume
included not only the znamennyi chants for the Ordinary and portions of
the Propers for a number of the major feasts but also a small number of
Kievan and Greek chants. The longer canticles, graduals, and many hymns
for Sunday services were presented in the Oktoikh or Book of Eight
Tones. This collection included eight sets of the kanons and hymns sung
during Vespers, Compline, Nocturn and Matins for each day in the week.
The Irmologii [Hiermologion] contained a large number of irmosy - brief
canticles found within the kanons - set to some of the oldest znamennyi
chants. The chants for the nine great immovable feasts were to be found
in the Prazdniki.

In addition to their importance in bringing together all the chants
for the liturgical year, these new publications were of immense value in
several other respects. Since the schism within the Church in the
1660's the old chants had been largely neglected, and sacred music was
dominated by Polish and Italian musical forms (see Chapter 4). Many
churches lacked a choir of sufficient size and skill to perform the
complex Ttalianate concertos which were heard in the imperial churches
and gladly hailed the publication of a body of chant intended for unison
choral performance which was within their capabilities. With the
publication of the Synod books interest in the old chants was rekindled.

The Synod publications thus rapidly established themselves as the
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authoritative and definitive collection of chants for the liturgical
year: within a short time copies could be found in virtually every
church. These books were to form the basis for the numerous chant
harmonizations of the nineteenth century which will be discussed later

in this chapter.
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iii) Bortnyansky and Court Chant

The late eighteenth and early nineteenth centuries saw the emergence of
a new category of church chant - pridvornyi or 'court' chant. This body
of chant, which originated in the Court Kapella, comprised a collection
of simplified and abbreviated melodies from the other chant systems,
principally znamennyi, Kievan, and Greek. In this new form, almost all
melodic elaboration was eliminated and chants were performed in basic
improvised harmony, forming a kind of chordal recitative. Through the
publication and enforced adoption of volumes of harmonized chant, the
Kapella was to play a leading role in the promotion of the ancient
church melodies, both in their own right and as the basis for polyphonic
church music, throughout the nineteenth century. The new pridvornyi
chant was to form the basis for these publications.

The first of the Kapella publications dates from the early
nineteenth century. It seems probable that prior to this new
publication the chants used in the Kapella were passed on from
generation to generation according to o oral tradition. In memoirs
and correspondence of the period there is no mention of singers using
the Synod publications, although the director and singing teachers were
undoubtedly aware of this important edition. In 1814, Dmitry
Bortnyansky was commissioned by Alexander I to compile a setting of the
liturgy for use in the imperial churches.®® The result was a volume

entitled Prostoe penie bozhestvennoi liturgii zlatoustago izdrevle

poedinomu predaniyu upotreblyaemoe pri Vysochaishem dvore [Simple chant

for the Divine Liturgy of St. John Chrysostom traditionally used at the
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Imperial Court from the earliest times]. Bortnyansky's liturgy, a two-
part setting of the chants most commonly sung in the imperial churches,
was first published in August 1814 when the firm of H. J. Dal'mas in St.
Petersburg produced one hundred and thirty eight copies for use at the
court.?® The following year a further three thousand six hundred were
published at the treasury's expense in the military printing house under
the direction of Vasily Pyadyshev,3° and were distributed around the
parishes in accordance with an order passed by the Synod on 26 July
1815.3*

Bortnyansky's setting is for alto and bass, with the original chant
melody carried in the alto line. Both lines occasionally divide. Two
distinct styles are represented: liturgical recitative, where long
stretches of text, most often prayers of intercession for the members of
the imperial family, are recited on a single note, and syllabic chant
which is musically rather more interesting. Melodic motion in the
syllabic chant is basically conjunct and there are few leaps larger than
a third. There is no use of counterpoint. Harmonically very simple,
the voices move in parallel thirds or sixths for much of the time, with
the bass playing a functional role at cadences. The only accidentals
which are found are the occasional flattened B's which occur in the
liturgical scale (see p.135). The chants are barred, although the time
signature is constantly changing, and rhythms are very simple..?:;xt is
pronounced simultaneously by alto and bass throughout, with melismas
occurring only towards cadences or in 'alleluia' sections.

In addition to the two-part setting of the liturgy, many scholars

have attributed to Bortnyansky a proposal to publish a body of the
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ancient liturgical chants in kryuk notation (sometimes known as 'hook’
notation). On 25 April 1878 Prince Pyotr Petrovich Vyazemsky presented

a paper to the annual meeting of the Obshchestvo lyubitelei drevnei

pis'mennosti [Society of Lovers of Ancient Literature] regarding the

Proekt ob otpechatanii drevnego rossiiskogo kryukovogo peniya [Project

for the printing of ancient Russian chant in kryuk notation] which had

been given to him by Kachenovsky, choirmaster of the Institute of

Navigation and a former pupil of Bortnyansky.*2 The Proekt was later

published as a supplement to.the Minutes of the meeting.®® This

document is probably the earliest to put forward the idea of ancient
chant as a basis for contemporary composition. The author asserts that
the publication of such chants in their original kryuk notation is
necessary for a variety of reasons:

1. To provide a more comprehensive picture of the history of the
Orthodox church;

2. To provide a useful and worthy source for singers;

3. In order to correct distortions in the ancient chant melodies. The
text would be set in accordance with the pattern of stress, and bar-
lines could be inserted, without altering the rhythm, in order to
make the chants more accessible. The chant could then serve as the
basis for native counterpoint;

4, To provide a clearer explanation of kryuk notation;

5. To provide an inexhaustible source for contemporary composers. As
the ancient Slavonic language formed the basis of Russian poetry, so
the ancient chants would form the basis of modern church

composition;
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6. To act as a unifying element in Russian church music.3*

Since its first appearance in 1878 there has been a great deal of
controversy concerning the attribution of the project to Bortnyansky.
Those convinced of Bortnyansky's authorship included Stepan Smolensky
who contended that there was simply no-one else with the requisite
musical knowledge and insight for the task at that time.3% This view
was shared by musicologists such as Metallov and Preobrazhensky, who
insisted that there was no question of the Proekt having been written by
anyone other than Bortnyansky:

Such ideas in the first quarter of our century could

belong only to a limited number of people possessing

the gift of foresight and embracing the full concept

and meaning of church singing. 3¢
There were numerous opponents of the attribution to Bortnyansky,
however, including such influential figures as Dmitry Razumovsky and
Vliadimir Stasov, and this opposing view has been upheld by recent Soviet
musicologists. In her study on his life and works, Marina Rytsareva
states that the rather pompous and florid linguistic style used in the
project is uncharacteristic of Bortnyansky.2? She also asserts that it
was not in his nature to spend time canvassing for public approval: he
would simply have got on with using the ancient chants in his own
compositions.®® She does allow the likelihood that the real author was
personally acquainted with Bortnyansky, however, and had heard him
express the ideas which form the basis of the project. A possible
candidate in her view is Pyotr Turchaninov (see p.154).3°

In some respects this seems a plausible explanation. The literary
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style of the project is certainly somewhat strange as it consists of

passages from Rousseau's Dictionnaire de musique in a rather heavy

translation and 'original' passages in a rather uneducated style.
Bortnyansky had a fluent command of French and was a member of the
highest intellectual circles. It is also true that in his capacity as
director of Russia's foremost institution of church music, with sole
control over the censorship and publication of all new sacred works, he
had no need to seek public approval for his actions but could simply
suppress all new compositions which he considered to be in a style
unsuited to Russian worship.

There is no doubt that few, if any, other musicians of the time had
a musical talent or vision in any way comparable to that of Bortnyansky,
and the increasing use of chant in his later compositions indicates his
growing interest in ancient melody as a basis for contemporary
composition. However there is no evidence that the idea originated with
Bortnyansky, as Rytsareva suggests. Clearly, the Proekt was written by
someone who felt very strongly about the need to preserve these ancient
chants in their original form and in their original notation. While
Bortnyansky was aware of the potential of church chant as a source of
inspiration for new works, the faithful preservation of these melodies
was certainly not a priority for him: if by altering the original chant
a more lyrical melody would be achieved, then an alteration would be
made. Neither is there any evidence that Bortnyansky ever demonstrated
an interest in kryuk notation and, as the relatively recent square
notation of the Synod publications was not preserved in his 1814 setting

of the liturgy, it is very unlikely that he would suddenly have
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advocated, indeed insisted upon, a return to an even earlier form.

In his article 'Sochinenie, pripisyvaemoe Bortnyanskomu' [A work
attributed to Bortnyansky] Vladimir Stasov supports the view, also held
by Razumovsky and, he claimed, Aleksei L'vov and Pyotr Belikov, who had
seen a copy of the manuscript in the Kapella, that the author of the
project was one Alyakritsky, a singer formerly employed in the
Kapella.#® According to this theory, Alyakritsky was approached by a
group of 0l1d Believers who desperately wished to promote their views on
the necessity of a return to ancient chant and kryuk notation but were
unable to get their work published. This group proposed that
Alyakritsky should write the article for them and pass it off as the
work of Bortnyansky. By attributing the project to the influential
director of the Kapella the 0ld Believers were assured that it would
receive serious consideration.

The views expressed in the project are certainly in accordance with
those of the 0ld Believers; unfortunately, however, any information
about Alyakritsky contained in the archives of the Kapella which might
have resolved the question was destroyed in the fire of 1826. 1In any
event the Proekt itself was not realised and the question of authorship

remains unanswered.
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iv) F. P. L'vov and Court Chant

While recognizing the potential of church chant as a basis for
contemporary composition and as a unifying element in Russian sacred
music, Bortnyansky's championship of the ancient melodies was in no way
a rejection of his inherent Italianate style. His successor at the
Kapella, Fyodor L'vov, on the other hand, was vehemently opposed to the
domination of church music by Italian composers such as Sarti and
Galuppi (see Chapter 4), and actively campaigned for a return to the
'pious simplicity' of the old Russian chants, which could be presented
in simple chordal arrangements.*™ His opinions are set out in his work

0 penii v Rossii [Concerning singing in Russia], published in St.

Petersburg in 1834:
Italian singing ... by its array of musical sounds
leads a sensitive person into sweet unconsciousness.
Greek [chant] on the other hand, leaves a person in
possession of himself and inclines him towards prayer
. Without exception, sacred melodies must be short
and fixed invariably, so that they become rooted in the
memory ... they must be simple and inspired with heart-
warming fire, in order to inflame the heart and elevate
the soul!*?
In an article on church music published in the newspaper Severnaya
pchela [The Northern Bee] in 1831 L'vov described the inadequacies of
the Ytalianate style of composition in the context of Russian worship in

greater detail:

149



1. Russians are accustomed to the everyday church
singing and, as church chant is known to everyone
through basic education, so the majority of people
standing in church know the prayer and its chant
and, from experience, follow the voices and the
words of the prayer which are not distorted by the
unexpected musical changes of the Italian style;

2. Even in the best performances the use of Italian
music in churches is improper because this music is
not comprehended by the common people, and the
people cannot distinguish any everyday prayer in
this singing; many of the common people have left
the church, no longer finding in it that singing to
which they have been accustomed from infancy;

3. It is clear that Italian music, being more varied
in its harmonic structure, often degenerates into a
theatrical style, captivating the educated listener
with its charm and leading him umbaﬂ“mﬁti from
the reverence and the spirit of the prayer, and
repelling the uneducated [listener]. Greek chant, on
the other hand, by its simplicity, grandeur, and
smoothness elevates the emotions of man to prayer,
awakening him to the outpouring of the spirit, and
does not repel the uneducated [listener] who is
accustomed to the everyday chant.*“?®

It is clear from these passages that in advocating a return to the
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ancient chants as the basis for church composition L'vov's principal
concern was that the intricacies of the music should not distract the
listener from the liturgical texts. The brevity and familiarity of the
chants would ensure that the listener did not pay undue attention to the
melodic and harmonic turns but would concentrate on the words of the
prayer.

On taking up his appointment as director of the Kapella,L'vov
rapidly became aware that funding received from the Ministry of the
Imperial Court was insufficient for the needs of the establishment,
resulting in serious deficiencies in the programme of education and in
the standard of living of the young choristers (see p.18).4* In an
attempt to solve this financial problem and, at the same time, to strike
a significant blow against the domination of the Italian musical style,
L'vov submitted a proposal to the Ministry of the Imperial Court for the
compilation and publication of a four-part harmonization of the cycle of
ancient chant for the liturgical year.“® With the support of the
Ministry the new harmonized chant could be adopted in churches
throughout Russia, and profits resulting from the sale of the chant
books could be used to benefit the Kapella's choristers. L'vov stressed
the advantages of this plan in his proposal to the Ministry, dated 9
November 1826:

These measures wwpnse  the teaching of our ancient
church singing, the priceless relics of which are
preserved in the church music books. From the
accompanying memorandum the great necessity of ordering

the znamennyi, demestvennyi, Kievan and other chants
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accepted in our churches and harmonizing them in four
parts is evident; this superb music, a rich source
which we [Russians] alone possess, belongs directly to
our worship, and by gradual cultivation and
purification [it] may be used in places where church
music is used and provide a special adornment of piety.
In addition it may provide means for the [support of]
the young singers, and for the preservation of the full

choir without any burden to the Treasury.*®

L'vov then goes on to provide a detailed list of measures to be taken

for the execution of his plan:

[It is necessary:]

1. To find a talented and experienced precentor who is
able to harmonize the old chants under L'vov's
direction;

2. To entrust to him the teaching of this chant in the
Kapella;

3. To pay him the sum of one thousand six hundred
rubles each year (equivalent to the teacher of
Italian music) [in addition to the singing teacher
and his assistant who were responsible for
instructing the choristers in choral singing a
teacher of solo singing was employed in the
Kapella];

4. To entrust the selection of this teacher to the

director;
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5. That the teaching of Italian singing should

continue as before;

6. That the teacher harmonize the entire cycle of

church chant;

7. To publish those harmonizations approved by the

director;

8. That each book be published periodically and sent

to the parishes, sacred academies, seminaries,

cathedrals and churches, monasteries, schools,

regiments, etc.;

9. That the sum thus raised be used for the Kapella;

10. That the director compile a new statute;

11. That half the sum raised be reserved for the cost

of paying for the next edition, unless there are

mitigating circumstances.*”

For the post of precentor L'vov selected Pyotr Ivanovich

Turchaninov (1779-1856), a Ukrainian who had sung in the private choir

of General Levanidov in Kiev as a boy, later studying music with Sarti

and Vedel'. Ordained as a priest in 1803, Turchaninov had been

appointed precentor of the choir of the Metropolitan of St. Petersburg

the following year.%®

Turchaninov's nomination was rapidly approved and

a report from the Ministry of the Imperial Court of 26 February 1827

confirmed that:

Pyotr Turchaninov has been appointed to the Court

Kapella to set the ancient church chants in harmonic

order and to instruct the singers in these [chants]:
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in consequence of this appointment he will receive an
annual salary of 1600 rubles.*®
Following his appointment to the Kapella a committee chaired by
Turchaninov was set up to study all the church music used at court, to
correct errors in the chant melodies, checking them against those in the
1772 publications, to provide harmonizations, and to correct the
pronunciation where necessary.®® 1In a letter to Turchaninov of 9 April
1827 L'vov lists his chosen committee: Pavlovsky (assistant singing
teacher), leaders of the left and right klirosy [choir stalls] G. N.
Stotsky and E. Markov, and the singers S. Yarotsky, P. Makushin, and E.
F. Khrapko. All had served in the Kapella for a considerable period and
were well acquainted with the manner in which chants were sung there.®*
The inspector of the Kapella, Pyotr Belikov, was also closely involved
in this work; his record of service lists a payment of one thousand
rubles awarded to him in 1830 by imperial decree 'for labours on the
edition of books of sacred music'.®?
The committee started work on 9 August 1827, and by 19 April 1828

had established a Reestr prostogo tserkovnogo pesnopeniya [Register of

simple church chant], a list of the single-line chants which would
comprise the new Obikhod. Work on the harmonization of these chants was
completed soon after this.®*® On completion of the work L'vov received

funding for its publication from the Komissiya dukhovnykh uchilishch

[Commission of religious schools], but on 8 June 1828 the Ministry of
the Imperial Court ordered that the book not be printed, the money was
returned and Turchaninov dismissed.®* The reasons for this are unclear.

Evidently it was the result of yet another intrigue involving officials
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from the Kapella and the court; in his autobiography Turchaninov refers
to the envy and malice of his ill-wishers in connection with his
dismissal but no names are given.®® For over a year no progress was
made. Then on 26 August 1829 L'vov received notification of an imperial
decree sanctioning the publication of the music in the printing-house of
the military headquarters.®® The approval of the Commission of
religious schools was obtained on 21 May 1830.°7

Entitled Krug prostago tserkovnago peniya izdavna upotreblyaemogo

pri Vysochaishem dvore [Cycle of simple church chant used at the

Imperial Court since ancient times] the new publication contained chants
for the All-night Vigil and each of the three liturgies, hymns and
canticles for Christmas, troparia, antiphons, and graduals. These were
notated on two staves and were set for two voices - alto and bass - with
each part occasionally dividing, so that as many as five parts were
heard, especially at cadences. Unlike the settings by Bortnyansky, they
are not regularly barred and there are no time-signatures. In other
respects, however, L'vov's arrangements are very similar to those of his
predecessor: the simple rhythmic structure, syllabic setting of the
text, conjunct melodic movement and functional bass are all highly
reminiscent of the earlier publication. As in the previous edition
there was no use of counterpoint and very little indication of the
required tempi or dynamic levels.

Why the Krug should have been set in two parts is something of a
mystery: it is clear from his proposal to the Ministry of the Imperial
Court of 9 November 1826 that L'vov originally intended compiling a

four-part setting. While the work was carried out at considerable speed
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and completed within a year, a further two years elapsed before
publication - surely sufficient time to complete the four-part
harmonization of the chants. In practice, however, it would seem that
when performed by a choir of sufficient size the chants were sung in
four-part harmonization with the sopranos and tenors simply improvising
more or less appropriate lines. The resultant harmonization was
therefore utterly dependant on the inherent musicality of the singers.
According to Aleksei L'vov:

In a full choir sopranos and tenors sing at will,

causing such disparity that the same chant is performed

at different speeds, causing a certain embarrassment;

also the tenors, not having a fixed line, indulge in

various florid outbursts which are completely

inappropriate to church music.®%®

The following year, 1831, a companion volume was published - the

Pannikhida izdavna upotreblyaemaya pri Vysochaishem dvore [Requiem used

at the Imperial Court since ancient times]. This was the first four-
part setting of the ancient chant and was scored for treble, alto, tenor
and bass, with the chant melody carried by the alto. In this work, as

in the Krug prostago tserkovnago peniya the parts often divide at

cadences and up to seven parts are heard. Bar-lines occur only at the
ends of phrases and there are no time signatures. The arrangements are
chordal throughout, there is no use of counterpoint, and syllabic

writing prevails. Harmonically the settings are basically diatonic and
the harmonic rhythm is very slow. There are few accidentals, but those

which do occur are outwith the liturgical scale. Again there are no

156



tempo indications or dynamics and only one crescendo and diminuendo is
marked.

Although L'vov's publications were adopted for use in the imperial
churches they received a great deal of criticism from various quarters,

including both musicians and clergy. The Krug prostago tserkovnago

peniya was deficient in many ways: it did not contain chants for the
entire liturgical year and many important chants were omitted or
abridged - for example it contained no irmosy. Despite the fact that
the melodies had been 'corrected' many did not correspond exactly to
those contained in the 1772 Synod publications, which were regarded as
the authoritative source, and various errors were found in the texts.
In addition, a report from the Holy Synod of 1835 states that the great
majority of churches were unable to use the four-part harmonizations of
the Pannikhida because they did not have the necessary number of
singers. According to the German historian A. fon Dommer:

These books are important for the history of church

singing in that they show in what unskilled hands

church music was left in those days. These books are

full of all kinds of errors: in the first place, the

title does not conform with the contents as much of

importance in our church service is omitted, in the

second place many deviations from the church

performance are admitted.=®
The theorist and composer Yuri Arnol'd criticized not the fidelity of
the melodies to the Synod publications but the musical worth of the

harmonizations as a whole:
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I could not help but notice that Turchaninov strictly

adhered to the melody of the Obikhod published by the

Holy Synod, which he entrusted to the alto in the main,

so that the soprano voice proved to be a real

'‘descant', that is a second voice. On account of the

melodic and harmonic turns and, in particular, in the

skill'of the natural part-writing, of course I was

involuntarily forced to acknowledge the superiority of

Bortnyansky over Turchaninov, in whose arrangements

only a dilettante knowledge and understanding were

clearly seen.®®
This is a fair judgement: while the settings of Turchaninov certainly
lack the melodic fluidity found in Bortnyansky's works, one cannot deny
that they demonstrate a greater degree of fidelity to the chant melodies

of the 1772 Synod books than do those of Bortnyansky.
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v) A. F. L'vov and Court Chant

Like his father, Aleksei L'vov rejected the italianate church style and
sought to make sacred music more accessible to the listener through the
harmonization of ancient chant melodies. A great deal of his work in
the Kapella was concerned with the four-part harmonization of the chants
contained in the 1772 Synod publications, with the preservation of
chants still passed on according to the oral tradition, and with
bringing a greater degree of uniformity to the annual liturgical cycle.
From his earliest days at the Kapella L'vov had shown an interest
in the harmonization of church chant: shortly after his appointment, in

July 1837, he approved the publication of the Liturgiva Ioanna

Zlatoustago prostogo napeva upotreblyaemago pri Vysochaishem dvore

[Liturgy of St. John Chrysostom in simple chant used at the Imperial
Court] by Stepan Gribovich, a singing teacher employed in the Kapella
from 1805 until 1843.°* Another setting sanctioned by L'vov was
completed in 1844 by the Kapella's singing teacher Pavel Maksimovich
Vorotnikov.®* After graduating from the Cadet School, Vorotnikov (1810-
1876) had held the position of director of the military choirs and
amateur orchestras in Elizavetgrad before taking up the appointment as
singing teacher in the Court Kapella in 1843.%*® His setting, a four-

part harmonization of the 1830 Krug prostago tserkovnago peniya, was

published in St. Petersburg in 1845 under the title Prostoe tserkovnoe

penie, pri Vysochaishem dvore upotreblyaemoe [Simple church chant, used

at the Imperial Court].®*.- On 23 August 1846, however, this volume was

recalled and L'vov received an instruction (no.1769) from the Minister
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of the Imperial Court, Count Adlerberg, 'to harmonize all the sacred
works sung in court churches during all services throughout the year'.®®s
At the same time all parishes were ordered to send scores of all
unpublished three and four-part chant arrangements to the Kapella.®©®
This work was to occupy L'vov for the duration of his tenure at the
Court Kapella, and over the next fifteen years eleven volumes of chant
were published under his supervision:

1. Polnyi obikhod [Complete obikhod] vol.l (1846);

2. " " " " vol.2 (1846);
3. Kratkii irmologii [Short hiermologion] (1846/7);

4, Obikhod notnogo tserkovnogo peniya [Obikhod of church chant] vol.l

(1848);

5 . ”" " ”" " " " ”" ” vol R 2

(1848);

6. Sokrashchennyi irmologii znamennogo napeva [Abridged hiermologion of

znamennyi chant] (1848);

7. Oktoikh notnogo peniya znamennago napeva [Oktoikh in znamennyi chant]

(1849);

8. Utrenya grecheskogo napeva [Morning service in Greek chant] (1850);

9. Irmosy vseya velikiya chetyredesyatnitsy i Strastnyya sedmitsy (iz

triodi postnoi) sokrashchennago grecheskago napeva [Hymns for Lent

and Holy Week in abridged Greek chant] (1852).

10. Voskresnye utrennie antifony grecheskogo raspeva [Antiphons for

Sunday morning service in Greek chant] (1859);

11. Irmosy voskresnye, gospodskim, bogorodichnym i inym prazdnikam

grecheskago napeva [Hymns for Sunday service, to the Lord, to the
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Mother of God, and for feasts in Greek chant] (1859).
Collectively, these books contained fhe chants for all services
throughout the liturgical year. The first volume of the Obikhod
contained chants for Matins and the Liturgy of the Presanctified Host,
as well as antiphons and irmosy for the major feasts. The second volume
contained chants for the Liturgy of St. John Chrysostom, the requiem
service, Vespers, antiphons and graduals for various feasts, and so on.

In compiling these volumes L'vov concerned himself not only with
the accurate presentation of the original chant melody in a suitable
harmonization, but also paid particular attention to the relationship
between rhythm and text. He later set out his ideas on this subject in

the pamphlet O svobodnom ili nesimmetrichnom ritme [Regarding free or

asymmetrical rhythm] which was published in St. Petersburg in 1858.
Here, before embarking on his subject in detail, L'vov presents his view
of the true purpose of sacred music, asserting that the highest aim of
church singing is:

To give clearer expression to the words of prayer. It

is clear that such singing must not only obey the

meaning of the prayer absolutely and submit to its

meaning; but the music must submit to the rhythm of

the words, in no way distorting them.®”
He then divides the chants used in the imperial churches into two
distinct categories:
1) Chants composed before the beginning of the eighteenth century,

transcribed from kryuk notation and published in the 1772 Synod chant

books. Based on the system of church modes, the only accidentals
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which occur in these melodies are occasional flattened b's;

2) Chants dating from the eighteenth and nineteenth centuries. These
are regularly barred and, as they are not based on the eight church
modes, do contain accidentals.®®

Having compared the rhythmic structure of both categories of chant and

examined the extent to which each fulfilled the aim of church singing,

L'vov concluded that chants written in the eighteenth and nineteenth

centuries contained several fundamental flaws. As these chants were

regularly barred, the text had to be adapted to fit a rigid scheme:
certain words and phrases were repeated without liturgical
justification, there were frequent changes in stress, certain syllables
were prolonged, and the voices did not pronounce the words
simultaneously so that it became almost impossible for the listener to
follow the words of the prayer. 1In the pre-1700 chants, on the other
hand, 'the ancient Fathers of music fitted the music to the words and
not the words to the music'.®® Thus, he concluded, it was possible to
trace the current inadequacies in church singing back to the
introduction of uniform or 'square' barring.

As a result of his investigations into the relationship between
text and rhythm, L'vov insisted that the new chant harmonizations being
prepared in the Kapella conform to certain conditions. The rhythm of
the melodies as presented in the 1772 Synod publications should be
preserved but transcribed into modern notation. Rhythms should not be
uniform but should conform to the natural stresses of the words, which
should be pronounced by all singers simultaneously. The harmonizations

should have no time-signatures, and bar-lines should appear only between
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distinct musical phrases and to mark sections of text, as in the Synod
chant books:
I consider it best to divide the line according to the
divisions in the text, placing the bar-lines at those
points where they will also serve as points of rest for
the singers.?’°®
The resulting harmonizations, according to L'vov, would fittingly
reflect the spirit of the prayer, which would be perfectly intelligible
to the listener:
Anyone who understands the importance of the prayer and
follows the words attentively during the singing cannot
fail to be delighted, hearing it accompaﬁied by simple,
fitting harmony, with the words pronounced clearly by
each singer simultaneously and with the musical rhythm
following the natural rhythm of the words. The simple,
clean lines of the prayer should not be decorated with
trills, Z*Aﬂggf other such mannerisms...The language of
our prayers has a special character, and the character
of the singing must reflect this.”*

Although the new publications were prepared according to his
detailed instructions, it is difficult to ascertain how much of the work
was carried out by L'vov himself: in all probability most of the actual
harmonization was done by his colleagues in the Kapella - Vorotnikov,
Lomakin and Belikov. Following his work on the 1844 setting (see
p.160), Vorotnikov was certainly closely involved in the compilation and

harmonization of the chants for the 1846 Obikhod and, following the

163



publication of this work, L'vov requested that he undertake the
preparation of the projected Oktoikh.”? It is unlikely, however, that
Vorotnikov made any significant contribution to this volume: as a result
of serious illness he left the Kapella on 10 August 1848, just two
months after work on the Oktoikh began.”® Prior to taking up his
appointment as singing teacher in the Kapella Gavriil Yakimovich Lomakin
(1811-1885) had been employed in the private choir of Count Dmitry
Sheremetev, first as chorister and later as teacher of singing.”4
Although he was not appointed to the Kapella until 1848, and so could
not have collaborated on the two-volume Obikhod, he was certainly
involved in later publications.”® The role played by the inspector,
Pyotr Belikov, in the compilation of the chant volumes is unclear.
Belikov had taught Russian language and mathematics at the Boarding-
School for the Nobility in Tsarskoe Selo prior to his appointment to the
Kapella in 1829,7° but he was also something of a scholar of znamennyi

chant and had assisted in the publication of the 1830 Krug prostago

tserkovnago peniya (see p.155). According to the musicologist Yury

Goryainov, Belikov was responsible for the final editing of the
harmonizations.””

Typically, in L'vov's Zapiski [Memoirs] there is no discussion of
the actual role played by his assistants Vorotnikov and Belikov, and no
mention whatsoever is made of Lomakin. While accepting all credit for
the publications, he is quick to blame Vorotnikov for any errors that
they might contain, insisting that the singing teacher played through
the finished chant settings at the piano and assured L'vov that they

were notated exactly as they were performed by the choir.”®
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In St. Petersburg the new harmonizations were enthusiastically
greeted by public and clergy alike: Metropolitan Anton gave the works
his blessing without hesitation. While the clergy in the capital readily
accepted the new publications (due in some measure, perhaps, to their
close proximity to the court), in Moscow L'vov's harmonizations received
a very different reception. Many of the leading churchmen, including
Filaret, Metropolitan of Moscow from 1826 until his death in 1867,7° had
strong objections to the work for a variety of reasons. Most
importantly, they insisted, the chant melodies were 1inaccurately
presented or distorted and were often obscured by the rich, chromatic
harmonies. In a letter to L'vov dated 3 February 1850 Filaret expressed
his reservations:

In several places the church chant is clearly heard
within the harmony of the newly-set four-part church
singing, and 1s easily recognised by those familiar
with church singing; in several places, however, it is
overshadowed by the harmony and is not so clearly heard
or easily recognised.®°

The harmonic language of L'vov's settings is typical of the Gerﬁam
chorale of the time: he makes full use of chromaticism, dissonance,
chords of the seventh, modulation to remote keys, interrupted cadences,
and so on. The chant is contained in the alto line, the treble often
moving in parallel a sixth above. The bass is functional while the
tenor fills out the chord. The settings are chordal throughout and
there 1s no use of counterpoint. The texture is particularly dense with

much doubling of parts which L'vov explains in his Zapiski:
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Harmony in four voice parts does not achieve that

fullness, that organlike effect, which we hear in the

[improvised] performance of plain chant [in harmony].

As I entered into a detailed analysis of the reasons

for this, I discovered that according to long-accepted

tradition the aforementioned four-part harmony in the

court choir has further divisions, which stem from our

ancient church music, and are quite essential to the

proper performance of church music which is not

supported by any instruments ... [The parts are laid

out thus:] the melody is carried by the high basses

(baritones), together with the [first] descants (which

serves as a very useful means of supporting the

inexperienced boys and ensuring the exact mastery of

the melodies). The second descants sing with the

first tenor; the alto with the second tenor; the second

bass ... is not doubled. In this distribution the

harmony presents itself exactly in the manner we are

accustomed to hearing it in court churches.®?*
Scholars such as Odoevsky and Razumovsky shared Filaret's reservations
about the new publications. While commending L'vov for his rejection of
the rigid, four-square rhythms of earlier settings Odoevsky regretted
that he had not also rejected the harmonic language of contemporary
western Europe and turned instead to modal harmonies. In a letter of 26
February 1866 he writes:

In the ancient modes of church music there are neither
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chords of the seventh, nor minor nor major scales, in
other words, they lack that support with whose help
what we know as dramatic music was formed. It could
scarcely be otherwise; if somehow something
incommensurable, something infinite has to be expressed
by means of music alone, but by such music as does not
admit any elements recalling everyday life, everyday
joys and sorrows, can so-called sacred music achieve
its goal if the layman hears the same thing in church
as he hears in the street or the theatre? Eliminate
sacred music entirely - that is a different matter, but
when you write music which you call sacred do not
impart to it those elements which eliminate its
sacredness, or we cannot laugh at the Italians for
singing arias from Figaro in church.®?

S. P. Orlov, too, expressed reservations about the suitability of this

harmonic language:
L'vov fit primer 1'harmonie, utilisant 3 cette fin tous
les moyens: chromatisme, dissonances, modulations dans
des tons éloignés, fausses cadences. etc., en un mot il
utilisa tout ce qu'il y avait dans la pratique musicale
allemande du temps, mais se trouvait en contradiction
frappante avec la caractére des mélodies
ecclésiastiques russes.®?

Neither did the clergy consider that the new arrangements fully captured

the essence of the Orthodox service. 1In the words of Filaret:
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The court music has its own acknowledged merit and
reputation. But one who knows and loves the ancient
church music can say that [although] some parts of the
court music have retained their closeness to the spirit
and character of the ancient church music, others have
undergone change at the hands of the arrangers, and not
for the better.®*
This view was shared not only by members of the clergy but also by many
musicians including Yuri Arnol'd who, nevertheless, considered L'vov's
harmonizations to be of some religious value:
Although it is impossible to say that these
arrangements, and equally L'vov's independent sacred
canticles, fully conform with the spirit of our ancient
church singing, it is also impossible to deny that they
are full of truly religious spirit. The harmonization
of these chants 1is always sonorous and in keeping with
the texts but, of course, it is founded on the general
European and not the specialized ancient Russian
church style.®®
Antonin Preobrazhensky, too, points out the value of L'vov's work:
For its time this edition was of great moment as the
absence of an exemplary, detailed exposition of the
common chants caused inaccuracy in the singing of
church choirs, and the filling in of this gap was
beyond the powers both of individuals and of any

establishment other than the Kapella.®®
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Aware of the substantial influence exerted by Filaret, L'vov was
extremely anxious to obtain his approval and support. In 1849 he was
commissioned to harmonize the Simonovsky chant - a chant always scored
for alto, two tenors and bass, which had emerged in the 1820's and was
first used in the Simonov monastery®” - and travelled to Moscow to
examine manuscripts in the Simonov and Don monasteries and the Uspensky
Cathedral.®® At the same time he took advantage of the visit to
acquaint the Moscow clergy and the more influential merchants with his
harmonizations, which were performed at the musical evenings held by
L'vov every Tuesday,®® and to persuade Filaret of the value of this
work. While the new harmonizations enjoyed some success with the
merchants, the clergy proved a much more unsympathetic audience. From
the Zapiski we learn that:

These obstinate boors could not reconcile themselves to
the idea that the order of church singing is
established not by them but by people who do not belong
to the clergy. The archimandrite Feofan of the Don
Monastery in particular, a cunning person, evil,
arrogant and immoral, a boor in every sense of the
word, who unfortunately imagines that he can write
music which grants honour and glory to Russia (this is
his own expression), created and still creates various
kinds of unpleasantness for me, in the knowledge that
the music which he has written would be found
unsatisfactory on assessment by the director of the

Court Kapella. Feofan incited like-minded monks and
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priests and the Metropolitan Filaret who, having no
knowledge of musical art, did not know whomto believe.®°
Despite these setbacks, L'vov never tired in his campaign to

enforce the adoption of his chant harmonizations throughout Russia, and
was quick to use his influence with the Tsar to promote his cause. On
the publication of his new setting of the Obikhod in 1848 copies were
sent by imperial decree to all dioceses with the order that it be used
exclusively when any members of the imperial family were present.®?
Like the earlier publications, however, L'vov's harmonizations demanded
a choir of reasonable size and ability, and in many smaller or
provincial churches performance was simply not feasible. In addition,
the church authorities resented the way in which the Kapella enforced
the adoption of the new chant books. Many who were not wholly opposed
to the Kapella publication, such as Odoevsky, nevertheless saw the
measures taken by L'vov as an abuse of the Kapella's influence -~ an
attempt to impose his own harmonizations on as many ecclesiastical
establishments as possible with no regard for their musical quality or

suitability, and so the rift between the Kapella and the Church widened.
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vi) N. I. Bakhmetev and Court Chant

The 1860's saw the growth of scholarly interest in the ancient
liturgical chants, not as the basis for contemporary composition, but
for their own historical value. The most influential of the early
musicologists working on the chants was Father Dmitry Vasil'evich

Razumovsky (1818-1889) whose three-volume work Tserkovnoe penie v Rossii

[Church singing in Russia], published in Moscow between 1867 and 1869,
was the first scholarly study of liturgical chant in Russia. The first
of the three volumes dealt with early Christian liturgical singing, the
second with Russian chant, and the third with polyphonic music in the
Russian Orthodox Church. From 1866 until his death in 1886 Razumovsky
held the chair of History and Theory of Russian Church Singing at the
Moscow Conservatoire and, through his teaching and the publication of
his research, he was to influence a new genetration of musicologists, the
most prominent among them Stepan Smolensky.

Other figures associated with this movement towards a historical
view of liturgical chant included Vladimir Stasov, Gavriil Lomakin and
Prince Vladimir Odoevsky. Odoevsky had long advocated a return to the
ancient melodies contained in the Synod chant books of 1772, which he
insisted should be performed either in unison or in very simple
harmonizations:

Any dissonance or chromaticism in our church singing
would be the greatest mistake and would distort
completely all the originality of our church chants and

Aa
their strict, always majestic and calm character.
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wWe have one treasure which can be relied on as an accurate
source of our ancient church melodies: the five books
published by the Holy Synod since 1772. Their contents
match various other ancient sources almost exactly,
suggesting continuity going back to the twelfth century.
This Synod edition is the only means of preserving our
ancient church music.®2®
Odoevsky's views were shared by Nikolai Mikhailovich Potulov (1810-
1873), a civil servant who had studied in the Synod School, and in 1873

Potulov's Rukovodstvo k prakticheskomu izucheniyu drevnego peniya

pravoslavnoi Rossiiskoi tserkvei [Handbook for the practical study of

the ancient chant of the Orthodox Russian church] was published.®?®
Potulov also compiled his own harmonization of the Obikhod which
turned away from the rich, chromatic harmonies, dissonances and
modulations found in the Kapella publications and used only the simplest
harmonic language. Firmly opposing Bakhmetev's view that all
compositional technique should be employed in pursuing the highest
artistic goals, he presented the melodies of the 1772 Synod publications
in simple strict chordal settings, harmonizing each note of the original
chant with consonant triads in root position. On 17 January 1865
Odoevsky approached Bakhmetev on Potulov's behalf regarding the proposed
publication of this new harmonization and was assured that the director
had no objections.®* On 7 May, however, Potulov learned that the work
had not been approved by the Kapella and that publication would not be
permitted.®® Both men were naturally outraged at this volte-face on the

part of the Kapella's directorate. 1In an article published in 1866
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Odoevsky insisted that the monopoly of the Court Kapella did not extend
to harmonizations of the ancient chants:

As the Metropolitan of Moscow has explained in an

exemplary fashion, this monopoly rests on nothing more

than a confusion of ideas.

Arrangements or works published by the Court Kapella

and printed in Italian notation are the property of the

Court Kapella. Publications of unison chants printed

in ecclesiastical notation with the blessing of the

Holy Synod are the property of the Holy Synod, which

alone should (or should not) allow their reproduction

in the same form as that in which they are now printed.

But a harmonization or setting in two, three, four or

more parts of those same monophonic melodies must be

the common property of all Orthodox.®°
Odoevsky believed, with some justification, that in refusing permission
for the publication of works such as that of Potulov, the Kapella was
abusing the power invested in it, taking advantage of its powers of
censorship to enforce the general adoption of its own publications at
the expense of all others. He maintained that the Kapella was working
'in a completely opposite and false direction' to that necessary for a
true understanding of the ancient chants:®7

Until now research into the monuments of ancient chant

and the publication of the monuments themselves in this

country have been stopped principally by the barriers

of censorship, monopoly and inviolability of the Court
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Kapella. We have few scholarly investigations in this
field, and not a single monument has been published;
even now attempts at harmonization in a historical
style are forbidden by the Kapella ... The government
should not obstruct Razumovsky and Potulov by erecting

barriers.®®

Potulov's volume of harmonized chant was finally published in 1876, ten

years after its completion, and was greeted with a mixed reception.

harmonic austerity of Potulov's setting found favour with many

churchmen, including Father Razumovsky:

While the spiritual character of the work was praised by the clergy,

The strict character in the progression of the
accompanying voices may convey the very strongest
impression on the soul of all in church during the
reverential and exact performance of experienced

singers.®®

The

many church musicians found fault with the harmonizations on artistic

grounds.

According to Metallov:

These works, with their strict and narrow conception
of chordal harmony which admits no passing notes, were
harmonically limited and artistically unsatisfactory
with regard to the smoothness, freedom and beauty of

the part-writing.*°°

Although three further volumes followed, Potulov's chants never gained

widespread popularity.

Not content with prohibiting the works of others, Bakhmetev took
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more active measures to gain control over the body of chant which played
such an important role in the Orthodox service: in the late 1860's he
embarked on his own harmonization of the chants. The resulting two-

volume Obikhod notnogo tserkovnogo peniya pri Vysochaishem Dvore

upotreblyaemyi [Obikhod of church singing used at the Imperial Court]
was published in 1869 and was basically a revision of the setting by
Aleksei L'vov.'?* The first volume contained chants for Vespers and
Matins with Sunday Propers from the Qktoikh, and the second - chants for
Divine Liturgy with propers for the major feasts, and the requiem
service. While preserving the rhythmic structure of the earlier
publication, Bakhmetev's harmonizations are even more chromatic than
those by L'vov, with heavy doublings in the bass. The alto and tenor
lines often divide toward cadences, the treble more rarely divides.
Once approved by the Holy Synod, the new publication was rapidly

adopted as the standard chant book. Like his predecessor, Bakhmetev
took full advantage of his influence as director of the Court Kapella in
order to secure the necessary legislation for its universal adoption,
and in 1882 succeeded in obtaining an injunction for the withdrawal of
the earlier publication by L'vov. This measure was announced on 2
January 1882:

As a result of my humble report His Majesty the Tsar

has been pleased to observe that as the existing

Obikhod of church singing used at the imperial court by

imperial decree of Tsar Nicholas I, set in four parts

under the direction of former director of the Court

Kapella A. F. L'vov was compiled without relation to
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the sequence of services and omitted necessary prayers,
whereas the revised, augmented and corrected Obikhod
in two volumes, compiled under the supervision of
director of the Kapella N. I. Bakhmetev, contains
services taken from various books: vespers, morning
service, Divine Liturgy, prayers, the service for Lent,
and others ... the first edition, compiled under the
direction of former director L'vov, filled with
mistakes, is withdrawn from use and all performance

from it is forbidden.*©Z
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vii) Church Chant in the Kapella: 1883-1917

Following their appointment to the Kapella in February 1883 both
Balakirev and Rimsky-Korsakov, full of enthusiasm for their new
positions, developed an interest in ancient church chant. While neither
had previously evinced any inclination to compose for the church,
Balakirev did have some experience of working with liturgical chant: as
early as October 1870 he had approached Bakhmetev with a proposal to
reissue the square-note books published by the Synod in 1772 in modern
notation and treble clef in order to make it more accessible.*®®
Bakhmetev, in turn, submitted the idea to the Synod where it was
enthusiastically supported by Razumovsky and won general approval.*°#
Despite the attention which such a publication would have attracted, I
have found no evidence that his plans came to fruition. Given this lack
of documentation and the fact that the collection of chants in treble
clef published by the Kapella in 1909 makes no mention of a predecessor,
it is almost certain that this project was not realized.

According to Edward Garden, in 1881 Balakirev was commissioned to
edit a new harmonization of the liturgy.*®® From unpublished letters
from Anatoly Lyadov to the composer Ivan Pomazansky of 21 May and to
Vera Lyadova of 27 July 1881 it is evident that Balakirev approached
Lyadov in the early 1880's with the proposal that they collaborate on
the new publication of the Obikhod,*®® a fact which is corroborated by a
letter from Balakirev to Vladimir Stasov of 14 July 1881.*°7 This
project was also unsuccessful: although Lyadov initially agreed to the

proposal he very rapidly lost interest in the work and soon abandoned
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it.*©® It is not clear whether Balakirev continued with the work.

In May 1883 the Kapella visited Moscow for the coronation of
Alexander 111 and Rimsky-Korsakov took advantage of his free time there
to visit Father Razumovsky and to go to the Don Monastery, Uspensky
Cathedral, and Troitse-Sergievsky Lavra, where he heard the ancient
chant performed in liturgical context.*©®® Inspired by this éxperience,
on his return to St. Petersburg he began work on a new harmonization of
the Obikhod which he mentions in a letter to Kruglikov of 5 July 1883:

I sit composing the Obikhod ... At present the entire

Vespers 1is ready in single line form and is now to be

harmonized.**°
His initial enthusiasm was soon curbed, however, as complications arose.
Balakirev had originally endorsed the compilation of the entire Obikhod
in single line form, but after the Vespers service had been completed in
this format he then decided that it would be better to omit a large
portion of the znamennyi chant, which could be published separately
later, and to include only the more commonly used Kievan and Greek
chants. This change having been effected, he again revised his opinion,
now insisting that the compilation of a single-line version would not be
worthwhile and that Rimsky-Korsakov should harmonize all the chants
immediately.*** These frequent vacillations quickly dispelled the
novelty of the work and dampened Rimsky-Korsakov's enthusiasm. In a
letter to Kruglikov of 14 January 1884 he writes:

I'm not composing anything and the Obikhod was

abandoned long ago; it's such dry and boring work.**?

The following year, however, his interest was rekindled to some
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extent and he returned to the harmonization of the Vespers service, now
in collaboration with the singing teachers employed in the Kapella, S.
A. Smirnov, A. A. Kopylov, E. S. Azeev, F. A. Syrbulov, and the piano
instructor M. R. Shchiglev.**® According to Morosan, Balakirev was also
involved,*** but I have found no evidence to support this either in his
correspondence or in Rimsky-Korsakov's reminiscences.

The new four-part harmonization was published in 1888 under the

title Penie pri Vsenoshchnom Bdenii drevnikh napevov [The singing of

ancient chants during the All-Night Vigil]. Rimsky-Korsakov's intention
was to preserve the chant melodies intact and he constantly referred to
the 1772 Synod publications for verification.**® Rejecting the
chromatic harmonies adopted by L'vov and Bakhmetev he strove instead for
a simpler, modal harmonic structure using only the notes of the
liturgical scale, and turned to Potulov's harmonizations and the
writings of Razumovsky for inspiration.®**® The harmonic language used
was praised by many of those with an interest in the ancient chants.
Metallov, for example, writes:

For the first time, though not to any great extent,

this book employs contrapuntal elaboration of the

liturgical melodies, as more in keeping with their

freely flowing character; by so doing, it brings

forward the very best method of harmonization.'*?

While the new publication was enthusiastically greeted by musiclans

and churchmen alike, it did not take the place of the edition by
Bakhmetev. Almost every church already owned and worked from the 1869

edition and artistic considerations did not outweigh the financial
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disadvantages and inconvenience involved in changing to the new chant
book. Rimsky-Korsakov certainly had no wish to enforce the adoption of
his harmonizations through legislation as his predecessor had done.

Following Balakirev and Rimsky-Korsakov's retiral in the mid
1890's, the Kapella's involvement in the publication and promotion of
harmonized chant virtually ceased. Their successors, with the exception
of Smolensky, had little or no interest in the ancient liturgical chants
and, as with the training of precentors (see pp.99-101), the centre of
activity shifted to the Moscow Synod School, the base for the younger
generation of composer-musicologists who had studied with Father
Razumovsky. While Smolensky was extremely knowledgable and experienced
in the field of liturgical chant, his tenure at the Kapella was too

short for anything of significance to be achieved during his time there.
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Chapter 4: Concert Activities and Repertoire: 1796-1861

1) 1796-1825

Throughout the second half of the eighteenth century, and particularly

during the reign of Catherine the Great (1762-96), the choir of the

Imperial Court Kapella [Imperatorskaya Pridvornaya Kapellal, as it was

then known, was required to perform not only in liturgical services in
the imperial churches but also in many secular musical entertainments at
the court. The singers were expected to participate in masquerades,
pageants, balls, receptions, card parties, dinners, and concerts, where
they performed Italian arias and Russian folk-songs, and in operatic
productions given in the imperial palaces.?®

The tradition of court opera had been established as early as 1736
by the Italian composer Francesco Araja (1709-1770) who brought his
opera troupe to Russia at the invitation of Empress Anna,® and remained

in St. Petersburg as court Kapellmeister until 1759.3 For financial

reasons Araja's troupe had included only operatic soloists and
instrumentalists and, as many of the currently fashionable Italian
operas required chorus, additional singers had to be found. These were
recruited from the Court Kapella. It is possible that the singers from
the Kapella took part in operatic productions as early as 1736;

certainly they performed in the opera-seria Miloserdie Tita (La Clemenza

di Tito) by the prolific German composer Johann Adolf Hasse, given on 29
May 1742 to celebrate the coronation of the Empress Elizabeth,* and on

this occasion the choristers performed their role so well that they were
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henceforth invited to participate in all operatic productions requiring
chorus.® As such performances rapidly became a regular feature of court
life, the Russian choristers mastered the Italian operatic style to such
an extent that they no longer formed part of the chorus, but were
assigned the leading roles and, according to a contemporary, Jacob von
Stadhlin (1709-1785), their skill was such that they were unsurpassed by
even the best Italian singers.® Indeed their success was so great that
on 12 July 1782 Catherine issued a decree making their participation in
operatic productions at court mandatory.”

Following his appointment as director of the Kapella in 1796, one
of Dmitry Bortnyansky's first objectives was to reduce the large number
of secular duties which made such severe demands on the choristers'
rehearsal schedule, greatly reducing the amount of time available for
the preparation of sacred music. His efforts met with some success: in
1800 the choir was released from the enforced participation in operatic
productions, and was granted independence from the Direktsiya

teatral'nykh zrelishch i muzyki [Directorate of theatrical productions

and music] which controlled theatre and concert activities in the
capital.® 1In the same year a special opera chorus was formed and, as a
result, the Kapella's participation in other court entertainments also
diminished.®

The Kapella's involvement in secular concerts did not end there,
however. While Bortnyansky obviously wished to devote more time to
sacred music and to curb the more inappropriate operatic tendencies
which had corrupted the singers' liturgical performance, this was

probably not his sole motivation in reducing the number of court
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obligations. Musical entertainments at the court were generally the
responsibility of the court kapellmeister rather than the director of
the Kapella, who was responsible only for liturgical performances; by
reducing these duties, therefore, Bortnyansky effectively assumed sole
control over the singers and, by simultaneously expanding the choir's
concert activities outwith the court, broadened the Kapella's sphere of
influence.

In the closing decades of the eighteenth century the great majority
of performances given by the Kapella had taken place within the confines
of the court and were therefore accessible only to the imperial
household and to favoured members of the nobility and clergy, who often
maintained their own private choirs modelled on that of the court.
Public concert performances by the Kapella at this time were rare
although the choir did take part in several concerts given by the first

Russian concert society - the Muzykal 'nyi Klub [Musical Club] - which

was founded in 1772.*° These concerts, which continued until 1777 and
were attended principally by members of the nobility, included

performances of Pergolesi's Stabat Mater, Jommelli's La passione di Gesu

Cristo, the setting of the Salve Regina by Hasse and Graun's Te Deum.??*
The Kapella's involvement in public concerts in St. Petersburg
began in earnest in 1802 with the establishment of the Sankt-

Peterburgskoe filarmonicheskoe obshchestvo [St. Petersburg Philharmonic

Society].** The aim of this society was two-fold: its primary concern
was to raise capital to assist the widows and orphans of musicians -

indeed it was founded under the title Kassa muzykal'nykh vdov i sirot

[Benefit fund for the widows and orphans of musicians], and was renamed
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the Philharmonic Society on 20 February 1805;'3 its secondary aim was to
popularize choral and symphonic music, in particular the German
classical repertory, and one of the most important concerts given by the
Philharmonic Society during the period 1802-1825 was the world premiére

of Beethoven's Missa Solemnis which took place on 26 March 18244,

Throughout the period 1802—ISSQ the choir of the Kapella, together with
orchestral musicians from the imperial theatres, participated in the
great majority of the Society's concerts which were given during the
Lenten season in the Engel'gardt Hall: each year up to three concerts
were given, often with an additional concert in December. While
Bortnyansky never conducted these concerts himself (conductors included
Guillaume-Alexis Paris, Karl Al'brekht and Ludwig Maurer), he was
consulted on artistic matters such as choice of repertoire, and was
elected an honorary member of the Society in 1815.*° Several musicians
from the Kapella were numbered among the directors of the Society - the
cellist Daniel Bachmann, composer Anton Bullandt, musicians Nikolai
Pomorsky, Johann Massner and Franz Mikhel' - and honorary directors
included such prominent figures as Counts Stroganov and Naryshkin, Count
Yu. M. Viel'gorsky, the court banker Baron A. A. Ral' and F. P. Adelung,
the director of the German theatre.*®

The Philharmonic Society did not provide the only platform for the
Kapella - from 1815 the choristers also participated in an annual
benefit concert for war veterans given in the Bol'shoi Theatre in St.
Petersburg on 19 March to commemorate the entry of Russian troops into
Paris.'” On such occasions the choir of the Kapella was frequently

joined in the performance of large-scale choral works by the choir of
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the Smol'nyi Institute (a school for daughters of the nobility) and the
Cadet School (which provided a military education for sons of the
nobility), both of which Bortnyansky also directed.'® From 1817 the
Kapella also took part in charity concerts given by the Women's
Patriotic Society.'®

In addition to these 'official' concerts, members of the public
were permitted to attend rehearsals of sacred works which were being
prepared for performance in the imperial churches. These rehearsals
(known as proby), held in the Kapella every Saturday afternoon, allowed
the younger boys to become accustomed to public performance, and soon
came to be regarded as one of the highlights of musical life in the
city.

According to contemporary commentary Bortnyansky achieved
outstanding results in his work with the choir: the choristers are
alleged to have produced a remarkably even, gentle sound with an unusual
purity of pitch and great expression. The dilettante and memoirist Ivan
Dolgoruky wrote of them:

What gentle voices! What music! What expression on

the face of each of them! Each not only takes up the

music and raises his voice. He feels strong emotion,

raises himself up, delight animates his features.Z°
With a sense of national pride the poet and dilettante musician Nikolai
Gorchakov stated that:

There is not one state in Europe which has such a large

and full Kapella, as we do now.?*

While Jacob von Stidhlin also agreed that:
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It seems impossible to imagine a more perfect or

splendid choir than the choir of the imperial court

chapel, founded by the Empress Elizabeth.?*?
Foreign musicians were also very favourably impressed by the choir:
after attending one of the Saturday proby whilst touring St. Petersburg
in 1823 the renowned Italian singer Angelica Catalani expressed her
delight with the singing of the choristers of the Court Kapella in a
letter to Bortnyansky, in which she assured him that she had been 'moved
to tears' by their singing.Z?3

Bortnyansky's tenure as director of the Court Kapella witnessed the

first attempts to rid church singing of the inappropriate secular
practices which continued to influence liturgical performance practice.
During the second half of the eighteenth century the stylistic barrier
between music for the church and for the theatre had crumbled; the
choral concertos sung during communion differed little from the
fashionable, often virtuosic, operatic ensembles of the day. Often the
text of these concertos and the musicél style were equally unsuited to
religious worship; poetry on a sacred theme was often used in place of
the appropriate psalm text, while some composers even went so far as to
set their chosen religious text to an existing operatic aria or chorus.
S. P. Orlov described the practice:

Ce chant, qui semblerait devoir étre inacceptable pour

1'église, y pénétra pourtant bient6ét, propagé par les

chapelles seigneuriales qui se multipliaient. Les gens

du peuple imitaient les savants maitres italiens, et

dépassaient toutes les bornes. On chanta 'Tebe poem'
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sur un motif de 1'air du prétre dans 1'opéra Veztalka

[La vestale] de Spontini; 'L'hymne des chérubins' fut

tiré de l'opéra de Weber Freischutz etc.; les

assistants oubliaient méme qu'ils etaient a 1'église et

applaudissaient en criant 'bis'.Z?#
Preobrazhensky also tells of the text of the Kheruvimskaya [Song of the
Cherubim] being set to the chorus 'Vollendet ist das grosse Werk' from
Haydn's Die Schépfung, and that of O vsepetaya mati [0 perfect mother]

to the Chorus of Priestesses from Gluck's Iphigenia in Tauride.?2S

Musicians and clergy alike were vehement in their opposition to this

practice: in his work Istoricheskoe rassuzhdenie voobshche o drevnem

khristianskom bogosluzhebnom penii i osobenno o penii rossiiskoi tserkvi

[Historical dissertation about ancient Christian liturgical singing in
general and about the singing of the Russian Church in particular],
published in 1799, Metropolitan Evgeny Bolkhovitinov expressed his
dissatisfaction:

Generally speaking, it is not the music which is

adapted to the sacred words, but instead, the words

are merely added to the music and often in a contrived

manner. Apparently, they wanted more to impress their

audience with concert-like euphony than to touch their

hearts with pious melody, and often during such

compositions the church resembles more an Italian opera

than the house of worthy prayer to the Almighty.Z2°®

It was not until Catherine's death in 1796 that this secularization

of liturgical music could be curbed. Having little interest or ear for
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music but impressed by the showy virtuosity of the choral concertos, she
had endorsed the theatrical Italian style both at court and in the
imperial churches and, indeed, went so far as to lament the fact that
instruments were not permitted in Orthodox worship.®*” Following Paul's
accession, however, the whole atmosphere of the court altered
dramatically. The tastes and values which had predominated in
Catherine's time were now frowned upon: the foreign influences which had
pervaded life at court were regarded as frivolous, and the extravagances
of the former regime were curtailed.

Paul had a special interest in church music which, as heir to the
throne, he had studied with Archimandrite Palton and, in an attempt to
curb the excessive virtuosity of the fashionable choral concertos, he
insisted that only true liturgical works be performed in the imperial
churches: an ukaz (no.17960) was passed by the Holy Synod on 10 May 1797
banning the performance of concertos on non-liturgical texts and
stipulating that only a communion hymn or a psalm be sung during the
sacrament.?® This was followed on 22 December 1804 by a further ukaz
(no.4853) passed by the Holy Synod on the orders of Paul's successor,
Alexander I, which placed the responsibility for ensuring that singing
in churches and theological seminaries was performed correctly on the
shoulders of the diocesan hierarchs.?® In cases where they could not
supervise directly the hierarchs were to be represented by the fathers
superior in the monasteries, and by officiating priests in the parish
churches.

Another practice which had survived since the mid-eighteenth

century prompted the issue in 1824 of an ukaz forbidding men and women
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to sing together in church.3° Due to the expense of constantly training
trebles who would stay in their choirs for only a short time, landowners
who maintained private chapels often cut the hair of their women serfs,
dressed them in male attire and had them sing in chapel.®* While the
Orthodox Church had at no time prohibited women from singing in
liturgical services, men and women were required to stand apart during
the service. In a mixed choir both sexes were required to stand
together in the klirosy or choir-stalls and this could not be tolerated.
By far the most important and far-reaching legislation introduced
during Bortnyansky's directorship of the Kapella, however, was the issue
on 14 February 1816 of the ukaz by the Holy Synod which granted the
director of the Court Kapella the power of censorship over all new

sacred compositions. A copy of this ukaz is found in the imperial

injunctions communicated to the Holy Synod by Prince Nikolai Golitsyn:
His Majesty the Emperor, on learning that in many
churches they sing music which is not in accordance
with the kind of singing which may be acceptable in
churches, has supremely commanded: that all manuscript
notebooks be removed from use, and henceforth are
strictly forbidden; and everything sung in churches
must be from printed music, and must consist either of
the compositions of the director of the Court Kapella
State Councillor Bortnyansky or of other famous
composers; but the compositions of the latter must be
printed only with the approval of Bortnyansky.32

Before 1816, in large and small churches alike, precentors composed
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sacred pieces which were circulated in manuscript form and performed in
liturgical services. Many of these precentors had received a very
limited musical education and had little natural talent, so that their
compositions were frequently of a very low musical standard. The
introduction of censorship by a knowledgeable and experienced composer
and choirmaster such as Bortnyansky ensured that a reasonable standard
of composition was maintained. Again the responsibility for ensuring
that only those works which had been approved were performed was laid on
the eparkhial hierarchs. These new powers of censorship applied not
only to sacred pieces but also to works composed for ceremonial
occasions, and were supplemented by powers of surveillance over the
musical activities of church choirs, the choirs of educational
establishments and guards regiments.>3

As a result of this new legislation the director of the Court
Kapella was now one of the most powerful musical figures in Russia.
Unlike his successors, however, Bortnyansky never abused his power of
censorship or exploited it to further his own ends. Indeed, from 1816
until his death in 1825 he published none of his own compositions, a
fact which Razumovsky,>“ Dobrokhotov,3° and others cite as proof of
Bortnyansky's modesty in relation to his own works. This is a rather
questionable interpretation. By 1816 Bortnyansky was already sixty-five
years of age, his position as head of the Court Kapella was an extremely
demanding one and would have left little time for the preparation of
compositions for publication. At the same time, the choir's repertoire
was made up almost exclusively of Bortnyansky's own compositions: few

works by other composers were performed in the imperial churches, a fact
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which rather undermines Razumovsky's theory - if Bortnyansky considered
his compositions unfit for publication, he would hardly have considered
them fit for performance in the presence of the imperial family.
Furthermore, there is substantial evidence that Bortnyansky, towards the
end of his life, had plans to publish a complete collection of his works
and entrusted the preparation, edition, and publication of his
compositions to Pyotr Turchaninov, who at that time held the position of
singing teacher in the Kapella.3® Perhaps because the work was not
completed during Bortnyansky's lifetime the significance of this fact
has been underestimated.

Bortnyansky's compositional style was greatly influenced by the
foreign musicians who were employed at the court. His teachers at the
Kapella included the German composer Hermann Raupach (1728-1778) who was
engaged as harpsichordist and kégellmeister from 1755 until 1762, and
again from 1768 until 1778,®” and the Austrian composer and violinist
Joseph Starzer (1726-1787) who was engaged as composer of ballet music
in 1758, later holding various court appointments including

Yonzertmeister, deputy kagellmeister and kagellmeister.:"8 In addition

to his formal studies with these teachers, Bortnyansky acquired a
knowledge of Russian and Ukrainian folk-songs and Italian arias as a
result of performing in concerts and entertainments at court with the
kamer-pevchie (see p.l). As one of the most talented choristers, he was
involved in operatic productions and studied dramatic acting at the
Cadet School where he would also have become familiar with military
music.®® His early musical education can thus be said to have been

fairly comprehensive.
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The greatest creative influence in the cultivation of Bortnyansky's
musical talent in his years as chorister of the Kapella, however, was
that of the Italian composer Baldassare Galuppi. 1In 1763 Galuppi (1706-
1785) received an invitation from the Empress Catherine to take up the
position of gggellmeister in the Court Kapella and, obtaining three

years leave of absence from his post as maestro di capella at St. Mark's

in Venice, he arrived in St. Petersburg on 22 September 1765.4° His
work at the court was varied: in addition to his duties in the Kapella
he staged a number of Italian operas and composed incidental music for
various court functions. He was greatly impressed by the singing of the
Kapella choir (on hearing them for the first time he reputedly exclaimed
'Un si magnifico coro mai non ho sentito in Italia')“** and during his
stay in Russia wrote approximately fifteen works for the Orthodox church
- principally concertos for four-part choir using Russian texts, the

best-known of which are Slava i nyne, Edinorodnyi syn [Glory, Only-

begotten Son], Plotiyu usnuv [When thou didst fall asleep in the flesh],

Blagoobraznyi Iosif [The noble Joseph], Uslyshit Tya Gospod' [The Lord

hear thee], Gotovo serdtse moe, Bozhe [0 God, my heart is ready] and

Sudi Gospodi [Judge, O Lord].#2? Unfortunately, few of Galuppi's sacred
works have survived; indeed almost all the concertos of this period are
lost.

The choral concertos written in the second half of the eighteenth
century by both visiting foreigners and the few prominent Russian
musicians were greatly influenced by the Italian style. Throughout the
reigns of both Elizabeth and Catherine the Italians dominated Russian

music in general: court appointments were held by Tommaso Traetta (1768-
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75), Vincenzo Manfredini (1737-99), Giovanni Paisiello (June 1776-84),
Giuseppe Sarti (1754—1802), Domenico Cimarosa (1787-91), Vincenzo
Martini (1788-94), Francisco Torelli (1780-83) and, of course,
Galuppi.“® Many of these foreign musicians tried their hand at
composition for the Orthodox church, experimenting with the choral
concerto in particular. The flexibility of form of the choral concerto
- three or four contrasting movements, the last of which was generally a
fugue - imposed few restrictions and offered great creative
possibilities. In the hands of the Italians who were primarily operatic
composers, however, much of the religious meaning was lost: the
concerto's significance as a devotional work was largely ignored and it
was viewed principally as a vehicle through which to exploit the skills
of the singers; the vocal writing was highly elaborate, and every
conceivable decoration was included - trills, glissandi, bravura
pasgages - all designed to display the voice to best advantage. Melody
was of supreme importance while harmony merited little attention. It
was concertos of this type which Bortnyansky would have performed in the
Kapella in his early years as chorister.

During his stay in St. Petersburg Galuppi took particular notice of
Bortnyansky and at the end of his visit requested that his young pupil
accompany him back to Italy in order to complete his musical education
(see p.2). Bortnyansky was to spend the next ten years there.

The years abroad were to prove fruitful for composition. While
still a chorister Bortnyansky had already displayed an interest in the
composition of sacred music, and while in Italy he wrote several works

for the Catholic church: Ave Maria for soprano, alto, horn and strings
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(1774/5), Salve Regina for alto, oboe, horn and strings (1776), Dextera
Domini, a setting of the Gloria for unaccompanied choir and the
Invitation de la priere a la Sainte Vierge.44 Another work which dates
from this time is the so-called ’'German mass’ for unaccompanied choir -
a German-language setting, not of the mass, but of various sacred texts,
principally psalms, which Bortnyansky wrote for the Protestant church
while passing through Vienna on his way to Italy.45 This work is worthy
of particular note as Bortnyansky here uses an ancient Kievan chant
melody as the basis for one of the movements - a practice which featured
prominantly in his later works. It is interesting to note that these
works were all written for denominations other than his own: only after
his return to Russia in 1779 did Bortnyansky begin to compose for the
Orthodox church.

Bortnyansky was one of the few Russian composers of the time to
work in a great variety of genres: in these early years he produced
operas, instrumental works, chamber music, and romances in addition to
the above-mentioned choral works. While abroad, he had written three
successful Italian operas: Creonte (Venice, 1776), Quinto Fabio (Modena,
1777) and Alcide (Venice, 1778) .46 Following his return to Russia he
was not only appointed kapellmeister to the Court Kapella, but also
kapellmeister and composer to the court of the Tsarevich Paul Petrovich
and the Grand Duchess Maria Fyodorovna. In this capacity he composed
four French comic operas to libretti by F. G. Lafermiere: Don Carlos. La
fete du seigneur (1786) and Le fils rival ou La moderne Stratonice
(1787), all performed in the theatre in the imperial palace at Pavlovsk,

and Le Faucon (1786) performed in the palace at Gatchina.47 Other works
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written for the Grand Duke and Duchess include a three movement Sinfonie
concertante (1790) scored for bassoon, harp, piano, two violins, viola
da gamba and cello, a Quintet in C major (1787) for piano, harp, violin,
viola da gamba and cello, a Concerto for harpsichord and orchestra, and
various pieces for solo harpsichord, including sonatas, rondos and
capriccios, many of which remain unpublished. These early instrmental
works are typical of the pre-classical style - light, elegant, well-
proportioned works which reflect his familiarity with the works of
contemporary Italian masters, such as Sarti and Tartini.

From the time of his appointment as director of the Court Kapella
in 1796, however, Bortnyansky devoted himself entirely to the
composition of sacred music.48 A number of his sacred works date from
the 1780’s. These are mostly concertos or short compositions for four
and eight-part choir, and include a setting of the Kheruvimskaya [Song
of the Cherubim], which was advertised in the newspaper Sankt-
Peterburgskie vedomosti |[St. Petersburg Gazette] in 1782 (this setting
was one of the first sacred works to be printed in Russia using modern
notation)49, and Da ispravitsva molitva moya [0 Lord hear my prayer],
published in 1783 but now lost.50 Advertisements from newspapers such
as the Moskovskie vedomosti [Moscow Gazette] suggest that by the mid-
1790*s a large number of Bortnyansky’s concertos were well-known and
readily available in print.51

It is clear from early catalogues such as that of Khristofor Gene,
a St. Petersburg merchant who specialized in the sale of sacred music in
manuscript form, that the majority of Bortnyansky's concertos were

written in the last decade of the eighteenth century and the first
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decade of the nineteenth®? and, although several of these concertos are
lost, a significant number have survived: Tchaikovsky's edition of the
'‘complete' works of Bortnyansky, published by Jurgenson in the 1880's,
contains thirty-five concertos for four-part choir and ten for double
choir.®® Few autographs survive, however, and it is impossible to
provide accurate dates for individual compositions.

It is in the choral concertos that the characteristic traits of
Bortnyansky's style are best displayed. Like the concertos of Galuppi,
Bortnyansky's works follow the pattern of three or four contrasting
movements, the last of which is almost always a fugue or fugato. Great
variety is found in the grouping of voices, as solo sections and
ensembles of two, three, and four voices contrast with tutti passages.
Recitative and arioso style constantly alternate and the virtuosic vocal
demands, coloratura writing, melodic decoration, fast passage work and
cantilena are all a legacy of his Italian masters. Even in the early
concertos, however, there are already signs of Bortnyansky's own musical
personality, which can be seen in the occasional use of old chant
melodies and hints of traditional Russian folk-song in the melodic
idiom.

The concerto Slava vo vyshnykh Bogu [Glory to God in the highest],

written to be performed on Christmas Day, is typical of the form (see
ex.2). Structurally it falls into the pattern A-B-C-A', with each
movement following on from its predecessor without a break. The first
movement, in 4/4, firmly establishes the key of G major; the harmonic
movement is very slow, playing on the tonic and dominant chords.

Bortnyansky's use of paired voices is well demonstrated: alto/tenor,
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soprano/alto and tenor/bass pairings are heard throughout, and there is
much parallel movement in thirds and sixths. By contrast, the second
movement, in 3/4, is slower, more reflective and is scored for solo
voices. The tonal centre has now moved to C major and chordal sections
are contrasted with contrapuntal passages. In the third movement, a
lively fugato in E minor which displays that short-winded pseudo-
imitation which is typical of European court music of the late
eighteenth century, the time signature is now 2/4 and solo voices are
returns us to the

contrasted with tutti sections. The final movement,

opening section, suitably altered to accommodate the closing 'alleluia’'.

Ex.2: D. S. Bortnyansky - Slava vo vyshnykh Bogu [Glory to God in the

highest]
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The concertos for double cheir are written in the same style but,

as one might expect, exploit the antiphonal possibilities to a greater

degree. More elaborate solo sections with more fragmented lines

contrast with the simpler tutti sections, where the parts often divide

further so that more than eight parts can be heard and the bass is

doubled an octave lower at key points and some cadences.

The phrase

structure is regular and the concertos are conventionally barred, with

all directions written in Italian. While the text setting is largely

syllabic and there are relatively few elaborate melismas, there is much
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repetition of words and phrases, and the meaning is further obscured as
the voices pronounce the text at differing speeds.

While the concertos were written mainly in the last decade of the
18th century, Bortnaynsky's settings of the Te Deum belong to the first
decade of the nineteenth.®* The settings - ten for four-part choir and
four for double choir - are similar in style to the concertos. They are
grandiose, large-scale works, written for important occasions such as
New Year and Easter, and may have been written as a result of the ban on
the performance of concertos during Orthodox worship (see p.198): the
text of the Te Deum would have been acceptable to Alexander, while
Bortnyansky could continue to write in the same musical style.

The trios, scored for two descants and alto, tend to be very simple

in form as, for example in the setting Da ispravitsya molitva moya [O

Lord hear my prayer] which consists of two sections, each of which is
repeated. The two trebles move in parallel thirds or sixths throughout,
over a harmonically simple functional alto line. Although the piece is
vertically conceived and the text-setting is, on the whole, syllabic,
sections of text are often repeated. Settings of the Kheruvimskaya
[Song of the cherubim] were also simple in form: these generally
conformed to the pattern A-A-A', where the second A was performed by
solo voices, and the final A' section (the alleluia) is a loud tutti.
In addition to the 'free' compositions Bortnyansky also arranged
many of the ancient liturgical chants. These arrangements can be
divided into two categories:
1. harmonizations of ancient chants in which the rhythm of the music is

governed entirely by the rhythm of the words;
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2.

arrangements in which the chant is not necessarily presented exactly

as in the original but forms the basis of a new melody.

The first category - the chant harmonizations - has already been

discussed in Chapter 3. 1In those arrangements belonging to the second

category both the melody and rhythm of the original chant are frequently

altered. In the 1790's and early 1800's historical accuracy was not yet

an issue and complete fidelity to the original was regarded as

expendable when weighed against other musical considerations. In cases

where a faithful reproduction of the chant would distort either the form

or the harmonic structure accuracy was sacrificed to achieve the desired

effect: note lengths were altered as the melodies were adapted to fit a

symmetrical phrase structure and cadences were added in the middle of

lines. While there are a few cases in which the chant melody is

faithfully reproduced (e.g. in the arrangements Slava i nyne,

Edinorodnyi syne), the great majority fall into this category - often

only the basic outline of the original melody can be identified.

Many of the chants used by Bortnyansky in his arrangements were

Kievan. Due to the recruitment of singers from the Ukraine, and in

particular from the school in Glukhov, there were a great number of

Ukrainians working in the Kapella both as choristers and teachers and

many would already be familiar with these native chants. As new works

continued to be learnt aurally, this may have been a significant factor

for Bortnyansky in his choice of chant melodies. Having himself studied

in the preparatory school in Glukhov he may have taken particular

pleasure in setting those chants which he had sung there as a boy.

Bortnyansky has been severely criticized for his dependance on the
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Italian style of his teachers. According to the critic Nikolai Kashkin:
Bortnyansky was no doubt talented, but his talent was
not especially strong and was almost devoid of
independence. 1In spite of his long stay in Italy, he
was not a good contrapuntalist and had a rather
superficial command of contrapuntal technique. He was
completely subordinate to the influence of his Italian
teachers in his manner of composition.®*®
Yuri Arnol'd states that:
Bortnyansky inclined to the melodic-lyrical style,
reminiscent of the Neapolitan style or the style of
Durante so much that in the compositions of Bortnyansky
we sometimes even meet the hymns of Durante himself.>¢
While Prince Vladimir Odoevsky agrees that:
It is possible to indicate in the operas of Galuppi
whole passages transferred by his pupil Bortnyansky to
our church singing.*=”
Glinka, too, found the harmonic language of the Italian style cloying
and, in a play on the form of Russian names, referred to him as Sakhar
Medovich Patokin [Mr Sugar Honey Treacle].®®
In a more reasonable tone Stepan Smolensky noted:
Now, more than one hundred years later, after the
experience of recent times, it is already difficult to
say that these arrangements by Bortnyansky are wholly
Russian.®°

Preobrazhensky states that Bortnyansky was regarded as a first-class
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composer only because there was no-one to place beside him: had he lived
at another time he would never have attained the position he did.®°

This 1is unfair criticism. The majority of these critiques were
written retrospectively, at a time when there was a much greater
diversity of musical style. Bortnyansky had received his musical
education at the hands of the Italians, culminating in his own visit to
their country in the 1770's, and had grown up in an atmosphere in which
the Italian style prevailed. It would have been highly remarkable had
his music not strongly reflected their influence. In addition, the
characteristics later condemned as 'Italian' were common in much western
European music at this time. The Italian influence in Russian church
music occurred at a time when Italian music, especially opera, was
fashionable all over Europe and dominated western music in general, and
a feature of this style was its use of stock harmonic and melodic
formulae.

One aspect of his work which clearly demonstrates Bortnyansky's own
musical personality is his treatment of the text. Perhaps as a result
of his own faith and the fact that he was setting his native language
the text is rather clearer in Bortnyansky's concertos than in those of
his Italian masters and predecessors. While the treatment of the text
is still rather free in places - there 1is still a great deal of
repetition of words and phrases, and the various voices frequently
pronounce different sections of the text simultaneously so that it is
sometimes rather difficult for the listener to follow the words - more
attention is given to the correct placement of stress. There is also a

much greater striving to capture the meaning and spirit of the text.
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According to the Nikolai Gorchakov, writing in 1808:

This venerable man does not cease to enrich singing

with his most outstanding compositions, the most recent

of which are even more wonderful and accomplished.

With considerable art he is able to represent sacred

songs of various meanings with particular music, and

even many words with particular notes according to

their meaning; that is, in his concertos the music is

fitted to the words, and not the words to the music, as

can be seen in many composers of church music.®?*

Bortnyansky's ideas were, in fact, remarkably far ahead of their

time. Even if the Proekt discussed in Chapter 3 is not his work, the
compositions and arrangements of church chants belonging to the later
years of his life, together with the two-part setting of chants of 1815
clearly demonstrate a move away from the style of his teachers towards
an independ nt Russian style. Naturally such a well-established
tradition could not be eradicated overnight, especially by a composer
brought up on its tenets. Bortnyansky should not be criticized for his
dependence on his teachers, but should be credited for taking the
initial steps away from the accepted style. Fyodor L'vov was one of the
few Russian musicians to appreciate this point:

Bortnyansky had to divert listeners from the flowery

decorations in which foreign artists dressed our church

music, to replace the wonderful Aavws of sound,

the magnificent splendour of the concerto with only

sincere delights and to charm the heart and excite the
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senses with simple and pure singing. It was impossible
to execute this change suddenly because we had already
grown to love this foreign splendour.®?
Berlioz too, who held a high opinion of Bortnyansky's works,

appreciated the importance of the changes which he instigated:
Dans toutes ces oeuvres, on trouve un véritable
sentiment religieux, souvent une sorte de mysticisme,
qui plonge 1l'auditeur en de profondes extases, une rare
expérience du groupement des masses vocales, une
prodigieuse entente des nuances, une harmonie sonore,
et, chose surprenante, une incroyable liberté dans la
disposition des parties, un mépris souverain des régles
respectées par ses prédécesseurs comme par ses
contemporains, et surtout par les Italiens dont il est

censé le disciple.©®3
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ii) 1826-1836

The tenure of Fyodor L'vov witnessed few changes in the concert
activities of the Kapella. While Muzalevsky states that under L'vov's
direction the Kapella restricted itself almost exclusively to the
performance of religious music,®* I have found no evidence to suggest a
curtailment of their public appearances. On the contrary, the proby or
open rehearsals held in the Kapella on Saturday afternoons remained a
feature of musical life in the capital throughout this period, and the
choir continued to participate in the concerts of the Philharmonic
Society and in the annual benefit concert for war veterans.
Performances were given in assocliation with other organizations on a
less regular basis; for example musicians from the Kapella occasionally

participated in concerts given by the Obshchestvo lyubiteleli muzyki

[Society of Music Lovers], founded by Count M. Yu. Viel'gorsky, D. L.
Naryshkin, A. I. Pashkov and K. V. Nessel'rode, which gave its first
concert on 12 February 1828.%% These charity concerts, generally given
in the Engel'gardt hall, were established with the aim of cultivating
public taste for classical music and their programmes contained both
symphonic works and operatic excerpts.®®

The standard of performance of the choir remained extremely high
during this period and contemporary reports, like that of the Prussian
envoy, Captain Einbeck, attest to the beauty of tone and expression of
the choristers:

The seven octavists among the twenty-two basses serve

as the foundation of the choir; the tenors have
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beautiful, mellow voices, the altos are weak and

gentle, while the sopranos' voices are sweet and

buzzing. The balance within the ensemble is such that

the bass is the loudest, the tenor - somewhat softer,

the alto - still softer, and the soprano - the softest.

Fortes, pianos, and all dynamic nuances in general are

executed for the most part by the male voices; the top

voices act in a very restrained fashion, only to

heighten the effect somewhat.®”
This was no doubt a legacy of Bortnyansky's skilful leadership as L'vov
took little part in the musical training of the singers, delegating all
such preparation to the Kapella's singing teachers. It is clear from
the writings of Glinka and Aleksei L'vov, however, that the standard of
performance fell sharply towards the end of Fyodor L'vov's tenure, due
no doubt to the lack of surveillance by the ailing director and the
resulting negligence of the singing teachers.

The role of the Kapella in the censorship of new compositions for
the Orthodox church continued to develop throughout L'vov's tenure.
Although the ukaz of 1816 had specifically named Bortnyansky as censor,
on his appointment to the Kapella in 1826 L'vov assumed all the
responsibilities of his predecessor,®® and over the next ten years the
powers of censorship and surveillance wielded by the director were to
acquire an even greater significance. Following the death of Alexander
I and the accession of Nicholas I in 1825 the censorship of all printed
material was carried out with increased vigour. The new regime was one

of militarism and bureaucracy and the official doctrine, in the phrase
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coined by Minister of Education Count Sergei Uvarov, was that of
'Orthodoxy, autocracy and official nationality'®®. The Decembrist
uprising of 1825, occurring at the very outset of Nicholas's reign,
instilled in him a pathological fear of revolution and hardened his
determination to eliminate all seditious elements. The staff of the
Kapella, in common with all government employees, were subjected to
rigorous investigation by the Tsarist police - the Third Department of
His Majesty's Own Chancery”® - and even musical notation was suspected
of concealing subversive messages in code.”*

While composers were required to submit all new sacred compositions
to the Kapella so that their 'musical literacy' might be assessed, few
new works were approved for publication. There are two principal
reasons for this. Firstly, Fyodor L'vov was a loyal servant of the Tsar
and the work of anyone considered 'politically incorrect' would be
rejected immediately. L'vov decisions were not made solely on political
grounds, however; his strong opposition to the Italian influence in
Russian church music and deeply held belief that such music destroyed
the spirit of Orthodox worship (see p.150) meant that those composers
who embraced the Italian style had their works rejected. The new
generation of composers who would use the ancient liturgical chant as
the basis for sacred compositions was only just emerging and as yet
there was no new style to replace the florid italianate concerto. L'vov
himself was not a composer and so the works of Bortnyansky continued to
form the basis of all services and sacred concerts given by the choir of

the Kapella.
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iii) 1837-1861

Following his appointment as director of the Court Kapella in January
1837 Aleksei L'vov effected various changes to the choir's concert
activities. It is evident from the writings of Glinka, who took up the
position of kapellmeister at the same time, that the performing standard
of the choir had dropped in recent years (see p.28),”7? and in June 1837
the public rehearsals held on Saturday afternoons ceased while measures
were taken to improve matters.”® Much of this work was undertaken by
Glinka himself and under his tuition the choristers made such rapid
improvement that no alteration to the established concert schedule was
necessary. Indeed, their commitments grew during this period. 1In
addition to their usual duties in the chapels of the Winter Palace and
the Mariinsky and Konstantinov Palaces, the choir continued to perform
in the annual benefit concert for war veterans, and two further charity
concerts were established on a regular basis. Details of these concerts
are found in a memorandum from the Ministry of the Imperial Court to
Aleksei L'vov of 7 November 1838:
By imperial decree:
1. The Court Kapella will undertake to prepare itself
to give three concerts each year, which will
normally be given during Lent, for the benefit of
war veterans, the Women's Patriotic Society and the
widows and orphans of musicians;
2. The first concert involving the Court Kapella, for

the benefit of the widows and orphans, may simply be
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a repetition of another of the aforementioned
concerts;

3. In order that the court choristers might perform the
works selected for the aforementioned three concerts
with the perfection which may be demanded of them,
you must certainly be involved in the selection of
pleces.”*

The most significant development during this period, however, was
the establishment in March 1850 of a Concert Society within the Kapella.
The new society, founded by L'vov, generally gave three concerts each
year in which the Kapella and the orchestra of the Imperial Opera were
joined by the best vocal and instrumental soloists, who were:

permitted to sing or play in these evenings only if,

in the opinion of the Director of the Kapella choir,

their talents merited this.”®

Like that of the Philharmonic Society the aim of the Concert Society was
two-fold: the performance of classical works 'to the highest possible
perfection', and the raising of capital 'to be used to help widows and
orphans of artists and for the development of art'.?”® The concerts,
which took place on the Friday evenings of the second, fourth and sixth
weeks of Lent, were held in the Kapella's own concert hall and were
jointly directed by Aleksei L'vov, the composer and violinist Ludwig
Maurer, who at that time was conductor at the French theatre, and Karl
Al'brekht.””

In the first concert, given on 17 March 1850,72 Beethoven's

Symphony no.4, a chorus from Handel's Judas Maccabeus, Beethoven's
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Fantasia for piano and orchestra and the finale to part one of Die
Schépfung by Haydn were performed. Other works performed in the opening
season included Beethoven's third and seventh symphonies, the overture

to Euryanthe by Weber, Mendelssohn's music for Sommernachtstraum, and

choruses from Mozart's Die Zauberfldte.”® Over the next thirty years

concert repertoire included almost all the symphonies, overtures, piano
and violin concertos of Beethoven, Mendelssohn, Liszt, Weber and
Cherubini. Excerpts from the oratorios of Bach, Handel, Haydn, Mozart
and Berlioz frequently appeared in the programmes, together with scenes
from the operas of Gluck. According to Wilhelm von Lenz:

Une symphonie (de preference de Beethoven), deux

ouvertures, un ou deux choeurs, d'ordinaire de musique

religieuse, chantés par les chantres de la Chapelle

Impériale; tel est, invariablement, le budget en

apparence maigre, riche & millions dans la sphére des

idées, de la société qui représente le resultat des

progrés que le golt et une culture bien inspirée de

1'art ont faits chez nous.®°

The concerts rapidly established themselves as the highlight of the

St. Petersburg concert season. The standard of performance was
extremely high - two or three thorough rehearsals were held for each
concert®' and only the best artists were invited to perform (Balakirev
began his career as a concert pianist when he performed Beethoven's
fifth piano concerto in the second concert of the 1858 season).®? 1In an

article published in the journal Muzykal'nyi i teatral'nyi vestnik in

1856 Vladimir Stasov wrote:
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From the very beginning of the founding of the Concert

Society, from the very first concerts, given by them

in 1850, these concerts occupied the very highest place

in the opinion and respect of our public. It would not

have entered anyone's head to compare them with the

other concerts heard here - so striking is the

difference between them and all the rest of our

concerts. 83
The reputation of these concerts was further enhanced by their
exclusiveness. The small auditorium combined with high ticket prices
(ten rubles for three concerts, while admission to the Russian opera
cost only half a ruble)®* ensured a select audience: Grand Dukes,
Duchesses and, indeed, the Tsar himself attended the concerts, while the
rest of the audience was largely made up of L'vov's personal
acquaintance, members of the aristocracy, military and civil
officials.®®

Critical reaction was extremely favourable. Prominent musical

figures such as Serov and Stasov wrote highly complimentary reviews and
the high standard of performance from the well-rehearsed musicians
earned the Sociefy a wide reputation as a highly serious musical
organization. The lawyer Dmitry Stasov, who acted as the society's
chief administrator, wrote of their concerts:

It was here, for the first time in our lives, that we

began to hear really good, fine orchestral playing of

the works of genius of Beethoven and others. In the

very first concert we heard the Fantasia for piano,
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orchestra and choir by Beethoven (op.80)j the piano
part was performed by Ant[on] Avgl[ustovich] Gerke and
he played beautifully. In this concert the Fourth
Concerto in G major by Beethoven and a chorus from

Handel's Judas Maccabeus were performed. The

performance was outstanding; the public, sympathetic in
the highest degree, was enthralled, and the impression
on all listening was so strong that never before have
I experienced such from music. I did not know how to
wait for the next concert, and in it they performed

all the music for A Midsummer Night's Dream and the

seventh symphony by Beethoven. 1In the third concert

they performed the fifth symphony in C minor and the

Scherzo from the third symphony. L'vov was a fervent

admirer and worshipper of Beethoven, and thus in every

concert without fail they played something by

Beethoven. ¢

Few works by Russian composers were included in the concert

programmes, however. Dmitry Stasov, who assisted with selection of
repertoire in addition to his administrative duties and recommended to

L'vov such works as a scene from Iphigenia in Tauride and choruses from

Gluck's Orfeo and Handel's Jephtha, was particularly anxious to promote
the works of Glinka. It was only after considerable efforts on his part
and that of his brother, however, that L'vov would consider a
performance of the 'Persian chorus' from Ruslan and Lyudmila which was

eventually included in the final concert of 1858.%7 Dmitry Stasov tells
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of his difficulties in his Muzykal 'nye vospominaniyva [Musical

Reminiscences]:

This was very difficult to secure as A. F. L'vov simply

envied or was jealous of Glinka and slighted him from

wes  great ewmiumeinern , not considering him to be

sufficiently worthy that anything of Glinka's should

appear in 'his' Concert Society together with the works

of Beethoven, Mendelssohn and Weber. Glinka, in his

turn, despised [L'vov] as a composer and praised him

only as an excellent performer.®s

During the thirteen years following L'vov's appointment to the

Kapella, the choir continued its association with the Philharmonic
Society. It is perhaps noting that Aleksei L'vov had been the first
Russian composer to have his work performed by that organization: on 19
March 1834 A. E. Varlamov conducted the choir in a performance of

L'vov's three psalm settings and the national hymn Bozhe tsarya khrani

[God save the Tsar].®® Following the establishment of the Concert
Society, however, the choir's participation in Philharmonic Society
concerts became less frequent, ceasing altogether in 1853. As a result,
public interest in the Philharmonic Society plummeted and their concerts
became more irregular; in some seasons three concerts would be given, in
others none.®°

The first decades of the nineteenth century witnessed a substantial
increase in both the number of public concerts given during the Lenten
season and the number of established concert societies, such as the

University Concerts, established by Karl Schubert in 1842 and the
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Simfonicheskoe obshchestvo [Symphonic Society], founded by Counts

Mikhail and Matvei Viel'gorsky and A. A. Gerke in 1841. During the
1840's the Kapella occasionally participated in the concerts of the
Symphonic Society, which had been formed with the aim of promoting
symphonic music and encouraging native musical talent. Under the
direction of L'vov and Maurer musicians from the opera orchestras'were
recruited for the three annual concerts and pupils from the Instrumental
Class of the Kapella were also permitted to take part.®*

In 1851 the Symphonic Society ceased to exist. In the late 1850's,

however, the Society was revived under the new title Russkoe muzykal'noe

obshchestvo [Russian Musical Society]. The aim of the new society -
'the development of musical education and the taste for music in Russia
and the encouragement of native talent'®? - was rather different from
that of its predecessor and the scope of its activities was considerably
wider. The reason for the revival, however, was not artistic but
political: as a result of the repressive political atmosphere the
administrative difficulties involved in the establishment an entirely
new institution were formidable. Even for an established society every
meeting was classed as an 'assembly' which required prior permission
from the Police Department and, from 7 March 1854, every public concert
had to be approved by the Directorate of the Imperial Theatres.®3 It
was therefore easier to revive an existing group which already had
government approval than to form a completely new society.

For various reasons relations between the Russian Musical Society,
which gave its first concert on 17 November 1858,°% and the Kapella were

strained, if not hostile, from the very beginning. L'vov, who had not
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been asked to join the Society's administrative board, considered
himself slighted and expressly forbade his singers any involvement in
the Society's activities.®® He may well have taken some pleasure in the
reaction of the leading music critics to the newly established Society:
contemporary reviews compared the Society's work unfavourably with that
of the Kapella, although it is likely that here again personal motives
may have coloured their judgements. Certainly Aleksandr Serov, who
criticized the first concerts of the Russian Musical Society while
extolling performances given by the Kapella's Concert Society, may well
have been motivated by personal antagonism towards the Society and its
directors: like L'vov, he considered himself snubbed by Anton Rubinstein
and his colleagues and even ten years later complained that he was 'left
aside completely, passed by without even an observance of the formal
proprieties by the founders of the Russian Musical Society'.®® It would
appear that their criticism was not wholly without foundation, however:
Rubinstein himself was unhappy with the Society's hundred-strong choir,
and found the ladies, in particular, more concerned with their dress
than with their music.®”

In addition to these secular activities the choristers of the
Kapella also gave occasional concerts of sacred music. On 10 March 1844
a series of weekly sacred concerts was introduced, although it is not
clear whether this continued for any length of time:®® at least three
concerts were given during 1845, but there is no record of regular
sacred concerts until 22 March 1858.°°

While L'vov accepted all the credit for the excellent standard of

performance achieved by the choristers, all preparatory work for the
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public concerts was, in fact, carried out by Gavriil Lomakin, who held
the post of singing teacher in the Kapella for twelve years. Typically,
the ambitious L'vov kept the repetiteur in the shade: he invariably
conducted the choir personally in important concerts and rarely
acknowledged Lomakin's role.

The tradition of learning the notes with the aid of the violin
continued as, according to the singing teacher Pavel Vorotnikov:

The violin has all the necessary qualities for

supporting singing [at rehearsals]. Under an [expert]

bow it can produce sounds quite similar to the human

voice and, by the same token, becomes a good model for

singing®'.*°°
Despite the efforts of Prince Odoevsky to persuade L'vov that only a
tuning-fork should be used at rehearsals in order to train the singers
to pitch accurately and confidently, this practice continued until the
1880's when, under the direction of Balakirev, the violin was replaced
by the piano.*°*

Relations between Lomakin and L'vov were not always cordial as the
two men had rather different views on what constituted an ideal choral
sound: Lomakin considered that sacred music should be full of expression
and emotion, a view which had been advocated by Bortnyansky,*°? whereas
L'vov insisted that sacred music should be performed in a calm and
even manner.'®>® On hearing a perform;;Ce given by the excellent choir
of Dmitry Sheremetev - one of the finest private choirs of the
nineteenth century - and directed by Lomakin, he remarked only that 'one

should not sing church music with such expression'.'®* Both men did
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agree, however, on the importance of blending the voices, and much time
was spent on this during rehearsals. As L'vov noted in his book O

tserkovnykh khorakh [On church choirs]:

[It is necessary] during general rehearsals to take

care that no single voice in the choir overpowers

another, for choral singing is only perfect when the

listener, hearing all the voices, can distinguish none

in particular.'°*s

Judging from contemporary reports it would appear that, in the

1840's and '50's at least, the performing style of the choristers of the
Kapella combined the best features of both schools of thought. The
nuances of shading and warmth of feeling advocated by Lomakin combined
with the academic correctness demanded by L'vov to produce a choir which
was honoured and respected throughout Europe, and the writings of both
Russian and foreign musicians attest to the skill of the singers.
Vladimir Stasov speaks of their 'miraculous' voices®® and describes the
choir as 'a vast and superb organ of living human voices'.'®? In his
review of the very first concert given by the Concert Society on 17
March 1850 he writes:

Where now is there such a choir as the choir of the

Russian Court Kapella, under the direction of A. F.

L'vov? The reputation of this choir is already well

established in our time and of course, new proofs on my

part are unnecessary. Anyone who travels to Russia

from foreign lands ... is bound to hear our court

choir, exactly as in Rome he would be bound to see St.

237



Peter's church, in Florence the Pitti Gallery or in
London the marbles of the Parthenon. Not to know, not
to hear this choir in St. Petersburg means to pass by
one of the most perfect displays of musical art.*°®
The publicist and music critic Aleksandr Ulybyshev attributed their
success to the work of Aleksei L'vov:
Thanks to the unremitting labours and deep knowledge of
its celebrated director, the choir of Russian court
choristers produces pure, noble church singing at such
a level of perfection, that greater success seems
impossible.°®
Many foreign musicians were particularly impressed by the rich sonorous
tone of the choristers. In an article in France musicale in July 1840
Adolphe Adam, who lived in St. Petersburg from 1839-40, wrote:
The singers of the Imperial Chapel ... have
consequently acquired an extraordinary facility for
singing unaccompanied with a justness of intonation of
which one can have no idea. But what gives their
performances the sense of peculiar strangeness is the
character of the bass voices, which extend from low A
(three lines beneath the bass stave) to middle C, and
produce an incredible effect by doubling the ordinary
basses at the interval of an octave below them ... The
first time I heard this splendid chapel choir I was
stirred with such emotion as I have never felt before.

From the very first bars of the piece I began to shed
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tears; then, when the music quickened up and the

thundering voices launched the whole artillery of their

lungs, I found myself trembling and covered with a cold

sweat. The most tremendous orchestra in the world

could never give rise to this curious sensation, which

was entirely different from any that I had supposed it

possible for music to convey. The tenor voices are far

from being as perfect as the bass, but are nevertheless

very satisfactory. The sopranos are vigorous, and

there are some pretty children's voices among the

soloists.**®
Robert Schumann, too, was greatly impressed by the bass voices.
Following his visit to St. Petersburg in 1844 he noted in his diary
that:

The choir of the Kapella is the most wonderful choir we

have ever heard: the basses at times remind one of the

low sounds of the organ, and the trebles have a magical

sound, better than the very best female voices...

temporarily they sound like voices from another world.

The most delicate nuances and shadings are studied to

the 1imit, at times even too studied and detailed.***
Possibly the most ardent of the Kapella's champions was Hector Berlioz
who attended performances during his stay in St. Petersburg in 1847 and
later recorded his impressions:

Le choeur de la chapelle de 1'empereur de Russie,

composé de quatre-vingts chanteurs, hommes et enfants,
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exécutant des morceaux a quatre, six et huit parties
réelles, tant6ét d'une allure assez vive et compliqués
de tous les artifices du style fugué, tantét d'une
expression calme et séraphique, d'un mouvement
extrémement lent, et exigeant en conséquence une pose
de voix et un art de la soutenir fort rares, me parait
au-dessus de tout ce qui existe en ce genre en Europe.
On y trouve des voix graves, inconnues chez nous, qui
descendent jusqu'au contre-la, au-dessuus des portées,
clef de fa. Comparer 1l'exécution chorale de la
chapelle Sixtine de Rome avec celle de ces chantres
merveilleux, c'est opposer la pauvre petite troupe de
racleurs d'un thédtre italien du troisiéme ordre A
1'orchestre du Conservatoire de Paris.

... S.A.I. madame la grande-duchesse de Leuchtenberg
m'ayant fait un jour, a Saint-Pétersbourg, 1'honneur de
m'inviter 3 entendre une messe chantée 3 mon intention
dans la chapelle du palais, j'aili pu juger de
1'étonnante assurance avec laquelle ces choristes,
ainsi livrés & eux-mémes, passent brusquement d'une
tonalité A une autre, d'un mouvement lent a un
mouvement vif, et executent jusqu'a des recitatifs et
des psalmodies nom mesurees avec un ensemble
imperturbable. Les quatre-vingts chantres, revétus de
leur riche costume, étaient disposés en deux groupes

égaux debout de chaque c6té de 1'autel, en face 1'un dé
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l'autre. Les basses occupaient les rangs les plus
éloignés du centre, devant eux étaient les ténors, et
devant ceux-ci les enfants soprani et contralti. Tous,
immobiles, les yeux baissés, attendaient dans le plus
profond silence le moment de commencer leur chant, et a
un signe, fait sans doute par l'un des chefs d'attaque,
signe imperceptible pour le spectateur, et sans que
personne éut donné le ton ni déterminé le mouvement,
ils entonnérent un des plus vastes concerts & huit voix
de Bortniansky. 1Il1 y avait dans ce tissu d'harmonie
des enchevétrements de parties qui semblent
impossibles, des soupirs, de vagues murmures comme on
en entend parfois en revé, et de temps en temps de ces
accents qui, par leur intensité, ressemblent 3 des
cris, saisissent le coeur & 1l'improviste, oppressent la
poitrine et suspendent la respiration. Puis tout
s'éteignait dans un decrescendo incommensurable,
vaporeux, céleste; on eltt dit un choeur d'anges partant
de la terre et se perdant peu a peu dans les hauteurs
de 1'empyrée.**?

On the death of Fyodor L'vov the power of censorship over all
sacred compositions intended for use in Orthodox worship passed to
Aleksel as the new director of the Court Kapella. Under his leadership
the role of the Kapella as a censorship body was to acquire an even
greater significance. The political climate in the 1840's and '50's was

very highly charged: as revolutionary movements sprang up all over
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Europe Nicholas I, already fearful of the possibility of insurrection,
became completely obsessed by his fear of revolution in Russia. The
destabling events in Europe caused him to implement a more restrictive
regime and as a result censorship in general became much more severe.
From Nicholas' point of view, L'vov was the ideal person to have at

the head of such an important institution as the Kapella: he came from a
family of loyal court officials and was completely trustworthy, carried
out the Tsar's orders to the letter and did not hesitate to have
’injunctions enforced by the police if necessary. L'vov was also
extremely ambitious and undoubtedly regarded his position as censor of
sacred music not only as a means of ensuring that only compositions of a
high musical standard be performed in the Orthodox church, but also as
an opportunity to ingratiate himself further in the Tsar's favour and to
obtain greater control over the development of church music throughout
Russia. He was quick to use his influence at court to have legislation
reinforcing his powers passed by the Ministry of the Imperial Court, and
on 4 September 1846 the following clause was written into the Imperial
codex of laws:

New church music compositions shall not be introduced

anywhere in Orthodox churches without the prior

approval of the director of the Court Kapella, while

those approved shall be used only in printed form and

with the permission of the Holy Synod.**3
It seems probable that his reasons for this were two-fold. Firstly,
works which had not been approved by the Kapella continued to be

performed during worship. These works circulated in manuscript form
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and, as this practice undermined L'vov's authority, it had to be
stopped. The second, perhaps more compelling, reason was that the ukaz
of 1816 had not granted the powers of censorship to the director of the
Court Kapella, but had specifically named Bortnyansky (see p.199), a
fact which caused certain members of the clergy to question the right of
Fyodor and Aleksei L'vov to take this power upon themselves.?'* The new
ukaz made it clear that this power belonged to whoever held the position
of director of the Court Kapella and effectively silenced the
opposition.
Despite L'vov's efforts, this new ukaz proved insufficient to deter
the performance of non-approved works and, on a trip to Moscow in 1850
for the inspection of church choirs, he became aware that, the 1846 ukaz
notwithstanding, churches still did not use the Kapella publications.
As a result, further ukazy were issued by the Synod on 26 May 1850**°5
and 21 September 1852**¢ re-inforcing the Tsar's order that non-approved
works should not be performed during worship. Legislation was also
introduced against the singing of concertos during the liturgy. On 19
April 1850 an ukaz (no.8988) was issued by the Holy Synod which forbade:
the singing of the most recent musical compositions,
either printed or in manuscript, which go by the name
of concertos during Divine Liturgy in place of festival
verses.**”
'Responsibility for all consequences of the performance of the chosen
sacred music' was laid upon the church hierarchs in an ukaz of 15
December 1852,**®

A letter from Count Sergei Sheremetev to the Ministry of the
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Imperial Court dated 20 January 1884 refers to an ukaz of 6 April 1853
(no.1283), introduced following a performance of L'vov's Stabat Mater
given in Russian translation on 2 March 1852, which forbade the
inclusion of psalms and hymns used in the Orthodox church in concerts of
secular music. Henceforth only liturgical music of other faiths was
permitted and even then never in Russian translation.®*® According to
the same ukaz it was also forbidden for sacred concerts to be given in
theatres. A further ukaz of 14 May 1853 (no.1958), however, stated that
this rule did not apply to the public concerts for the benefit of widows
and orphans, on condition that the sacred pieces were not performed in
the same programme with secular works or sacred works of other
faiths.*=°

The censorship of sacred music played a negative role in the
development of church music in Russia at this time. The only criterion
appeared to be the personal taste of the director, and censorship was so
intimidating that those not directly connected with the Kapella did not
even attempt to submit works. In March 1850 the 1list of works approved
for performance contained only the compositions of Bortnyansky, Alekseil
L'vov, a single work by Maxim Berezovsky - Veruyu [I believe], a work by

the Kapella teacher Makarov - Angel vopiyashe [The angel sings], and

several works by Stepan Gribovich - Plotiyu usnuv [Having fallen asleep

in the flesh], Telo Khristogo [The body of Christ] and the Pannikhida
[Requiem].*** Significantly, with the exception of L'vov himself, no
recent composers were represented: Makarov and Berezovsky were

cantemporaries of Bortnyansky, and Gribovich was appointed to the post

of singing teacher in 1823. The only new works approved during the
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period 1837-61 were the compositions of L'vov himself and a single work
by the singing teacher Pavel Vorotnikov.?**?

Despite his anxiety to loosen the stranglehold of foreign musicians
in the Russian orchestras and to train a new generation of native
instrumentalists and precentors, L'vov's personal musical outlook and
taste were western European, and he was an ardent germanophile,
embracing the principles of German Romanticism. This is not surprising:
in his youth he had studied music with private tutors who were
predominantly Germans and Austrians, with Kayzer, with the Austrian
Franz Bbhm, Sheinur, I. G. Miller and the German pianist and composer
Karl Zeuner (1775-1841).%23 During his early years in imperial service
he made many trips to Germany and Austria as part of the Tsar's suite
and in 1840 took leave in order to travel independently. During this
time he visited Leipzig, Berlin, Paris and London, studied composition
with Spontini and met Mendelssohn, Schumann, Bériot, Meyerbeer,
Cherubini and Liszt. Although he played in the most fashionable salons
in St. Petersburg, including the musical evenings with the imperial
household in the Winter Palace (see p.46), and in the renowned string
quartet with Vsevolod Maurer, A, Vil'de and Matvei Viel'gorsky,*?“ as a
member of the Tsar's retinue L'vov was unable to perform on the concert
platform in Russia. The trip abroad, which was undertaken as a private
citizen, however, provided an opportunity for him to perform at the
Gewandhaus, where his skill as a solo violinist greatly impressed
Schumann, *2*%

L'vov composed a number of works in various genres including a

series of pieces for violin: a Concerto ('Concert dans le mode d'une
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scene dramatique', probably inspired by Spohr's 'Gesangszene') which was
written in 1840 and first performed in that year in the Leipzig
Gewandhaus under the direction of Felix Mendelssohn, two Fantasias for
solo violin, orchestra and chorus, studies, duets, and a set of twenty-
four capriccios (c.1850). The capriccios, written for violin and piano,
were first published in 1859 as part of L'vov's work Sovety

nachinayushchemu igrat' na skripke [Advice to those beginning to play

the violin], and provide an excellent example of the composer's style in
writing for his own instrument. Working through the cycle of keys, they
exploit the full range of the violin and are technically extremely
demanding, featuring fast passage work, extensive double and triple
stopping, two-part work, and a very high degree of rhythmic complexity.
L'vov's works also include three unsuccessful operas - Blanca e

Gualtiero (1843), Undina (1847) and Starosta Boris Petrovich (1847) -

the most successful of which received only eight performances,*?*°® the

operetta Varvara, Yaroslavskaya kruzhevnitsa [Varvara, the Yaroslav

lace-maker] (1848), an orchestral overture ending with the hymn for
chorus (1850) which was later re-orchestrated by Balakirev, a
divertissment, and several simple lyrical romances. His orchestration
of Pergolesi's Stabat mater, which was performed by the Philharmonic
Society in 1831, earned him the honorary title 'Composer of Bologna
Academy',*2?” and his own setting of the text, published in Vienna in
1851 and dedicated to the Grand Duchess Elena Pavlovna, received several
performances both in St. Petersburg and in Austria, where it met with
considerable critical success.*?®

L'vov also composed a considerable number of liturgical works for
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unaccompanied choir, thirty-eight of which were collected and published
in St. Petersburg by the firm of Ershov around 1855.'2°® These pieces
are scored for various combinations of voices, from three parts to full
double choir, and, like the works of Bortnyansky, comprise 'free'
compositions and chant arrangements.

The free compositions clearly show the strong influence exerted on
L'vov by the German Romantic tradition. Unlike the works of Bortnyansky
these compositions are vertically conceived, with harmony rather than
melody playing the central role. Harmonically they are considerably
more complex than the works of Bortnyansky and demonstrate a much
greater use of chromaticism, particularly of chords of the seventh.
Rhythmically the compositions are very free, with much attention paid to
the setting of the text. Many demonstrate the principles laid out in

L'vov's work O svobodnom ili nesimmetrichnom ritme, discussed in Chapter

3, and at least seventeen of his works - twelve free compositions and
five chant arrangements - are unbarred. Unfortunately few autographs
survive and it is impossible to provide accurate dates for any of his
sacred works.

These 'free' compositions include five concertos, including

Prikloni Gospodi ukho tvoe [0 Lord incline thine ear] and Uslyshi,

Gospodi glas moi [0 Lord hear my prayer] which Anatoly Preobrazhensky

described as:
the most excellent compositions among L'vov's sacred-
musical output.?*3°
The great majority of his works, however, are short pieces - settings of

psalm texts or hymns, which can be used in worship at any time, or
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antiphons for a particular feast or Sunday of the liturgical year.
One of his most popular works, which indeed has remained in the

repertoire of many Orthodox choirs to this day, is Vecheri Tvoeya

tainyya [Of thy mystical supper], a slow-moving, elegiac piece in four

parts to be sung in place of the Kheruvimskaya on Thursday of Holy week

(see Example 3). Basically chordal, the work does demonstrate some use
of chromatic harmony, but more characteristic is L'vov's use of passing
and auxiliary notes not as melodic decoration but to ornament the
harmonic structure. Both melodically and rhythmically the work is very
simple. Melody is of secondary importance and movement tends to be
conjunct. There are few melismas, with the exception of the ‘'alleluia’,
and there is no repetition of words or phrases. The text is pronounced

in each voice simultaneously and, as a result of the emphasis on text

setting which reflects natural speech pattern, phrase lengths are highly

irregular.

Ex.3: A. F. L'vov - Vecheri Tvoeya tainyya [Of thy mystical supper]
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Another work which is notable for its use of chromatic passing
notes is the setting of Otche nash [Our Father]. Here again the text is
pronounced simultaneously in all voices, and there is no repetition of
words or phrases. Basically chordal, both alto and tenor lines divide
so that at times as many as six voices are heard. The harmonic language
is richly chromatic and movement is, on the whole, conjunct.

L'vov's second setting of the Kheruvimskaya [Song of the cherubim],

in F major, shows a slightly different style. In this work, which L'vov
dedicated to the Berlin Domchor in appreciation of their skilful
performance of his works,*®* the opening chordal section, which is
repeated twice, contrasts with the faster, more contrapuntal closing
section. The text-setting is less syllabic and there is some repetition
of words or phrases.

Johann von Gardner describes L'vov as the founder of the so-called
St. Petersburg school of church composition, the characteristics of
which he summarises as follows:

1. Classical four-part harmony, both in free
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compositions and in arrangements of prescribed
chants ...;

2. The choir is regarded as a single-character
instrument (such as the organ or harmonium), and not
as an ensemble of different timbres ...;

3. In arrangements the basic melody (cantus firmus) is
found in the upper voice ...}

4. The use of only the major and harmonic minor
[modes];

5. The use of chromaticism, [chords of the 7th, etc.]
even in chant harmonizations:

6. No deviation from the correct four-part choral
approach is permitted (the doubling of voice parts
is not taken into account); if the melody of the
original [chant] does not permit a correct
harmonization, it may simply be altered.32

Indeed Orlov attributes the whole German style to L'vov:

Aprés le régne de la musique italienne qui dura un

siécle (1735-1835), 1'influence allemande s'exerca un

demi-siécle (1835-1885) sur les choeurs ecclésiastiques
russes, et cela de par l'action de quelques personnes
seulement; on peut méme dire d'une seule personne,
1'auteur de 1l'hymne national russe, Alexis Fedorovic

Lvov.*33

L'vov's compositions were highly regarded both at home and abroad.

Both Stasov and Serov valued his work highly and in an article in
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Severnaya pchela reviewing a concert given on 15 March 1850 the writer

and theatre director Rafail Zotov wrote that:
The crown of the whole concert was of course the three
pieces composed by our national composer
A, F. L'vov.'34
This seems unremarkable until one considers that the programme for this

concert included the first performances of Glinka's Kamarinskaya, Jota

Aragonesa and Recuerdos de Castilla besides music by Dargomyzhsky,

Alyab'ev and Rubinstein.

L'vov's ﬁorks were not only known throughout Russia at this time
but were also familiar to foreign composers such as Berlioz and
Mendelssohn, both of whom had a high opinion of his sacred works.
Berlioz described him as 'a composer of rare talent'*3%, while in a
letter to L'vov dated 3 August 1840 Mendelssohn says of the psalm
settings:

Maintenant il faut aussi que je vous exprime tout le
plaisir que m'ont fait les belles compositions que

vous avez bien voulu m'envoyer. Les Psaumes, si pleins
de sentiment et d'expression, d'originalité et en méme
temps de simplicité me sont devenus bien chers et en
les lisant et les relisant je crois étre parvenu a
former une idée plus exacte de votre célébre choeur de
la Chapelle Impériale, qu'il ne m'a été possible aprés
tant de descriptions détaillés, que j'en ai entendu et
lu. L'idée de Récitatifs accompagnés par le choeur est

trés heureuse et l'effet de cette voix seule supportée
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par les autres doit étre merveilleuse. J'aime aussi

les unissons des Basses que vous employez quelque fois,

et ces terminaisons en diminuant qui font si bien avec

une bonne exécution, puis les entrées de fugue vers la

fin - enfin le tout m'a fait le plus grand plaisir et

je vous en remercie bien sincerément.*3¢

L'vov's position as director of the Court Kapella enabled him to
dominate Russian church music throughout the 1840's and '50's with
relative ease. The introduction of new legislation combined with
existing censorship procedures to ensure that the compositions of L'vov
and his circle were universally adopted while composers who were perhaps
more talented than the director eschewed the composition of liturgical
works, knowing that they would never be approved for performance.
Following his appointment as kapellmeister in January 1837 Mikhail

Glinka also composed several pieces for the choristers of the Kapella,
the most successful of which was his setting of the Kheruvimskaya [Song
of the Cherubim]. Completed at the beginning of June 1837 and later
published by Jurgenson,*3” this six-part setting makes much use of
sustained passing, auxiliary and suspended dissonances. It is basically
syllabic. Glinka, however, was not pleased with the work, considering
it a failure, and other works begun at this time were left incomplete:
sketches and fragments include the first thirteen bars of a four-part
setting of Otche nash [Our Father], the beginning of a chorale-like

setting of Prikloni, Gospodi ukho tvoya [0 Lord incline thine ear], and

of a four-part fugue Khvalya prizovu Gospoda [I call unto the Lord with

praise].*3%
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Shortly before his death in 1857 Glinka's interest in sacred music
was rekindled. In 1856 he moved to Berlin where he began to study

harmony with Siegfried Dehn and both the four-part Ekteniya pervaya

[First ekteniya] scored for alto, two tenors and bass, and the three-

part Da ispravitsya molitva moya {Hear my prayer], a setting of a Greek

chant for two tenors and bass date from this time.*®® It is possible
that, had he lived, Glinka's contribution to liturgical music would have
been highly significant. In the words of Prince Odoevsky, on hearing of
Glinka's death:

Thinking about this irreplaceable loss, one cannot help

but be reminded that with his death also died, perhaps,

an entirely new period in our church music, for which

Glinka was preparing himself.*4°
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Chapter 5: Concert Activity and Repertoire 1861-1917

i) 1861-1883

Under the leadership of Nikolai Bakhmetev the choir's participation in
public concerts in St. Petersburg virtually ceased. The association
between the Kapella and the Philharmonic Society had ended in 1850 with
the founding of the Concert Society by Aleksei L'vov, and Bakhmetev had
no interest in re-establishing old ties. 1In the years following the
break with the Kapella the Philharmonic Society had suffered a sharp
drop in popularity. By the 1860's its activities had significantly
declined and its importance in the concert-giving world had considerably
diminished: concerts were given sporadically and were not of the high
standard previously expected of the association.® In an article in the

journal Biblioteka dlya chtenie in February 1861 the critic Aleksandr

Serov, while applauding its aim, lamented what he saw as the Society's
loss of musical integrity in the following play on words:

At one time there was a Philharmonic Society - now only

its shadow remains: little by little, through its

exclusive, indefatigable and long-standing care for

widows and orphans it has become the Philanthropic

Society-?
Neither did Bakhmetev show any particular interest in the activities of
the Kapella's own Concert Society: throughout the 1870's concerts were
given on a very irregular basis and were directed not by Bakhmetev but

by Eduard Napravnik.® In 1882 these concerts ceased altogether.*
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Now, the only concerts in which the singers of the Kapella
regularly participated were those given annually in aid of war veterans
and the Red Cross. They did, however, occasionally perform in concerts
given by other musical associations and in concerts marking events of
particular significance: the choir took part in the concert given by the
Russian Musical Society under the direction of Richard Wagner on 19
February 1863, when the programme included the first performance in

Russia of choruses from Der fliegende Hollinder and Tannh3user.® In

1872 the choir again participated in a series of concerts given by the
Russian Musical Society, this time under the direction of Eduard
Napravnik, in which Sarti's Miserere, Bortnyansky's Te Deum, Liszt's Die

Legende von der heiligen Elisabeth and choruses from Auber's opera La

muette de Portici were performed.® One of the most important

commemorative concerts during this period was that given in the Kapella
on 17 January 1862 to mark the twenty-five year tenure of Aleksei
L'vov.?” The programme on this occasion consisted solely of L'vov's own

works, including the national hymn Bozhe Tsarya khrani [God save the

Tsar], the Overture and Cavatina from the opera Undina, the Concert
Overture, and an aria from the Stabat mater.®

Competition from other concert societies was fierce in the 1860's,
'70's and '80's: the large and well-trained choir of the Free Music
School, established by Balakirev and Lomakin in 1862, regularly gave
public concerts (see p.72)® as did the choir directed by Aleksandr
Arkhangel‘'sky, founded in 1880,*° and the private choir of Count Dmitry
Sheremetev.'* Another rival was the Russian Choral Society founded in

1877 in Moscow by Karl Al'brekht and Ivan Popov.'? This society, later
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directed by Anton Arensky, had links with both the Moscow Conservatoire
and the Philharmonic Society and regularly performed in concerts given
by the Russian Musical Society.*®

Like his predecessor, Bakhmetev jealously guarded the Kapella's
monopoly on the publication of sacred music. Indeed, censorship at this
time was so severe that it was generally accepted as pointless for
coﬁposers who had no direct connection with the Kapella to submit their
works. Among the few composiitons approved during Bakhmetev's tenure
were two pleces by the singing teacher Stepan Smirnov, which were passed
in 1862,>“ a single work by Dmitry Borshch, also passed in 1862,*5 and
Stepan Vishnevsky's setting of the liturgy, approved in 1865.'°¢ A
number of works by Maksim Vinogradov were approved in 1870 and 1882,
while Pavel Vorotnikov had a number of his compositions approved in
1871.*7 While both Vinogradov and Vorotnikov were employed in the
Kapella, nothing is known of either Borshch or Vishnevsky. Like L'vov,
Bakhmetev was not slow to press for legislation enforcing his powers: on
12 September 1869 an ukaz was issued reinforcing that of 1846 which
stated that only those pieces approved by the Kapella could be performed
during Orthodox worship,*® and he regularly sent letters to all churches
demanding that precentors obtained certificates from the Kapella (see
p.68) and used the Kapella's own edifion of the Obikhod.**®

Bakhmetev was also anxious to uphold existing legislation on the
performance of sacred music. Following a proposal by the Russian
Musical Society for a concert of sacred works by Russian composers under
the direction of Lomakin, he sent a report to the Ministry of the

Imperial Court (no.40) dated 26 January 1879 protesting that sacred
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concerts could only be given in a foreign language.?® He also
maintained that sacred compositions could not be performed in Russian in
public concerts and quoted an ukaz issued on 6 April 1853 (no.1283)
which stated that psalms and prayers used in the Orthodox Church could
not be included in sacred concerts.?** A further ukaz of 14 May 1853
(no.1958) had conceded that this did not apply to the open rehearsals
given in aid of widows and orphans of Kapella singers, although even
then sacred compositions must not be mixed with secular pieces or
religious works belonging to other Christian denominations (see
p.244).2%22
The Kapella's stranglehold on all new sacred compositions continued
to arouse the anger of the Synod and also of musicians and composers
such as Prince Odoevsky who maintained that the director's power was
being used:
Not to safeguard the integrity or quality of such
publications, but rather to impose a particular style
of church music on as many ecclesiastical
establishments as possible, thus strengthening the
Kapella's power and income.?23
Despite Bakhmetev's tireless vigilance he was increasingly unable
to quash the growing animosity and resentment engendered by the existing
censorship regime, and it was during his tenure in the Kapella that the
monopoly was finally overturned.
The culmination of the row came in 1879 with the publication of
Tchaikovsky's setting of the liturgy. 1In February 1878 Tchaikovsky had

written to his publisher, Jurgenson, asking if it would be possible to
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publish small-scale sacred works or even a setting of the full
liturgy.®* In his answering letter Jﬁrgenson explained the situation
but added that, should Tchaikovsky wish to compose any sacred works, it
would of course be possible to publish them abroad. Tchaikovsky was
obviously shocked to learn of the Kapella's monopoly and in a letter to
Madame von Meck early in 1878 he wrote:

Did you know that the composition of music for the

Church is the monopoly of the Imperial Kapella; that it

is forbidden to publish or sing in churches anything

which is not included in the list of compositions

published by the Kapella itself which jealously guards

this monopoly and flatly refuses to approve new

attempts to set sacred texts??®
Jﬁrgenson's letter did nothing to dampen Tchaikovsky's enthusiasm for
this new idea - if anything the challenge it presented merely
strengthened his determination. The idea of setting the liturgy itself
particularly attracted him:

The Liturgy of St. John Chrysostom is, in my view, one

of the greatest of artistic works. If you follow the

service attentively, going carefully into the meaning

of every act of the ritual, then it is impossible, when

attending our Orthodox service, not to be moved by the

spirit. I also love very much the All-Night Vigil. To

direct myself on Saturday to some small ancient church,

to stand in the semi-darkness filled with the smoke of

incense, to delve deeply within myself in search of a
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reply to the eternal questions: to what purpose, when,
whither, why?*¢©
Despite Jurgenson's warning he set to work, and by 6 August his settiﬁg
of the liturgy was complete.?®”

When a work was submitted to the Kapella for approval the criterion
on which it was assessed was its suitability for performance within the
context of a religious service. Tchaikovsky, on Jﬁrgenson's advice, did
not request approval for liturgical performance but merely submitted the
new work to the Moscow Office of Sacred Censorship. This office
approved works solely on the fidelity of their texts to the versions
prescribed by the Holy Synod. As Tchaikovsky had adhered strictly to
the approved version his work was passed for publication on 25 September
1878%% (not early October as David Brown states) and was in print by the
end of the year.Z?°®

As one might have expected, Bakhmetev wasted no time in
confiscating all copies of Tchaikovsky's work on the grounds that it had
not been submitted to the Kapella for approval. At the same time he
insisted that, had the work been submitted, it would have been rejected
on the grounds that the chants were written in operatic style, and did
not reflect the spirit of Orthodox worship.®® Tchaikovsky and his
publisher Jurgenson were prepared to fight, however, and instigated
legal proceedings against the Kapella director (it may be noted that
Jurgenson's lawyer was Dmitry Stasov, who had earlier been involved in
the work of the Concert Society - see p.231).3* The case dragged on for
two years until, on 4 May 1881, the Senate ruled in favour of Jﬁrgenson:

neither the Moscow Office of Sacred Censorship nor the Court Kapella
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could legally prohibit the publication or concert performance of a
sacred composition simply on grounds of musical style. The Senate's
verdict stated that:
In general, sacred musical compositions may be
performed by private individuals in their homes [and}],
for the purpose of musical education and study of
church and [other] sacred music, may be read through
by musicians; such a reading, as well as performance
[presumably public performance], is permitted by law;
therefore the review and approval of all sacred musical
compositions in general shall reside with the [Office
of] Sacred Censorship, just as musical compositions
that are not sacred in nature are subject to the
[Office of] Secular Censorship.32
This ruling was in accordance with an ukaz issued by the Holy Synod on
23 December 1880:
The latest of the more important ukazy of the Holy
Synod (23 December 1880) establishes categorically that
the Sacred Censorship Committee, in case of
presentation by the author only for authorization for
the printing and publication of any sacred musical
publication, and not also for approval for use in
worship, has not only the right but also the duty to
admit the work to its own inspection, and may authorize
printing and publication without any preliminary

permission from the director of the Court Kapella.33
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The Senate ruling on Tchaikovsky's liturgy, which was regarded as a
test case, was the first crucially important step in the overthrow of
the Kapella's monopoly on the publication of sacred works. Prior to
this, works by mediocre musicians with the right connections had been
adopted for general use, while the most talented composers had often
veered away from church composition in the knowledge that their works
would never be heard or published. On the negative side, however, the
road was now clear for those untalented precentors whose works would
previously have been rejected on musical grounds, and also for
publishers who rushed into print vast quantities of sacred music,
irrespective of quality.

Bakhmetev's own compositional style was very similar to that of
Aleksei L'vov. Like his predecessor, Bakhmetev had studied privately
with German tutors, including Shwenke, Shrentser, and the violinist
Franz Bb6hm, and he was greatly influenced by the ideas found in the
music of contemporary German composers, such as Mendelssohn and
Brahms.3%* Although he was not a particularly prolific composer various
genres are represented among his compositions, which include a Symphony
in G minor, a string quartet in D major, a Concerto for violin, a number
of works for both piano and violin, and several Russian and French
romances .35 His compositional output also included fifty-two sacred
pieces for the Russian Orthodox Church, written expressly for the choir
of the Kapella.3¢

These sacred works, which include ten settings of the Te Deum and
various psalms and hymns, are now virtually forgotten and even during

Bakhmetev's lifetime never achieved a widespread popularity. This was
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largely due to the complexity of their harmonic language which Nikolai
Kompaneisky described as:

The pointless heaping up of harmonic effects and

dissonant chords with suspensions.>’

The opening bars of Bakhmetev's Kheruvimskaya [Song of the Cherubim]

no.7 with their multiple division of parts are sufficient to prove his

point (see example 4).

Ex.4: N. I. Bakhmetev - Kheruvimskayva [Song of the Cherubim] .7

nwe wolto
/ 1\ " ko 1 1
=1 1 1L A 1 ) | 1 1 b1
(45 = i 3
W - N2 X ?d - ‘\-\A - - - ‘“N; —T:xuu - o
-%' I ) N N 1 'y
M e a5 ] '.
v— i e r=\
~— J——— I d
e 1 DL s W € \ \
- 1 r [ ® Val e 5
T =K .2 ¥ o ——
1 31 1 r a1 1 £ =
1 Al 1 ~———————T1 Y ' I
W- o %o oy - A - - - e, ~en - wo,
/‘\
s | = EH— —in = - F e
L 18 N4 - Y ¥ « 1 Ny AY 1 ~ P
Y [~ ’ ! ‘
§
/3 1) > — N N ¢ i
A4t L 1 1 i 1
(! o l A1 1 1 F :*F ’ “,.d — _:.i c
¥ _i 1 L i |‘ 1l
Tals - no [=) - P - 3y - [P Vory
4 \ P -~
.y 1 + | X 1 1 1
&S \ 1 ‘* g 1 d 1 Y
’ S = -~ o ~ (=)
P a— N
=== B e e e
1 1 1 1 1 1
T ‘._— T T \ ()
Texr - WO of - o~ - 3y - AR [YPTR
\ | | \ \ ~
Sipo———o——— =a e =
£ =
< | T T o

276



ii) 1883-1895

Although the choir had long since abandoned its association with the
Philharmonic Society and the Kapella's own Concert Society had ceased to
exist in 1882,%¥ under the leadership of Balakirev and Rimsky-Korsakov
the choristers continued to perform in public concerts in and around St.
Petersburg. Benefit concerts for the Red Cross were given regularly in
the concert hall of the Kapella and the traditional benefit concert for
war veterans held on 19 March in the Mariinsky Theatre, with which the
choir had long been associated, continued to be one of the highlights of
the concert season: concerts of particular note at this time included
performances of Berlioz' Requiem with a combined choir and orchestra of
four hundred musicians in 1889, and of Beethoven's Mass in C with a
choir and orchestra of six hundred in 1893.“ According to the
reminiscences of Vasily Zolotarev, public performances by the choir at
this time continued to draw large audiences:

In general the Kapella served exclusively church

services at court. But twice a year it performed in

concerts with secular music too. Thus, for example,

every year the Kapella participated in the combined

concert for war veterans. These concerts were very

popular and the public attended gladly.<“°
In his article 'Nikolai Andreevich Rimsky-Korsakov v Pevcheskoi kapelle'
[Nikolal Andreevich Rimsky-Korsakov in the Court Kapella] Zolotarev
describes another event:

At that time a ceremony was held each year to celebrate
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St. Alexander's day. In honour of Alexander

Nevsky [this was held] in the Alexander Nevsky

Monastery, [an institution] also renowned for its choir

and, by [:;;%;lding tradition, both choirs took part: the

full choir of the Kapella under [the direction of]

Smirnov on the right kliros, and the Monastery choir

with [Grigory] L'vovsky (the famous precentor and

composer of sacred works) on the left. The result was

a distinctive "contest of singers", which drew a large

number of musical amateurs and experts in choral

singing - the "fans". Both sides prepared long and

hard for this day.*

The choir of the Kapella also participated in occasional concerts

given to mark particular events of special significance. On 25 November
1892 a concert was given in the Kapella to mark the fiftieth anniversary

of the first performance of Glinka's opera Ruslan i Lyudmila [Ruslan and

Ludmila].#*?® In honour of the occasion the programme consisted solely of

Glinka's works, including excerpts from the operas Ruslan i Lyudmila and

Zhizn' za tsarya [A life for the Tsar], Kamarinskaya and Souvenir d'une

nuit d'été 3 Madrid. Both the choir and orchestra of the Kapella took

part; the choir under the direction of Evstafii Azeev, and the orchestra
under that of Fyodor Akimenko.*?

The reason for the relatively small number of public concerts given
by the Kapella at this time was an administrative one. On 21 February
1892 Count Sheremetev himself questioned Balakirev on this topic and was

informed that the Kapella could give concerts only with the approval of
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the Ministry of the Imperial Court and the Minister responsible, Nikolai
Petrov, answered correspondence only after several months.#%

While he did have some experience of choral conducting, having
directed the concerts of the Russian Musical Society from 1867-694% and
worked with the choir of the Free Music School from 1868-74,%¢ Balakirev
did not himself conduct the choir in public concerts: this was left to
the singing teachers Stepan Smirnov, Evstafii Azeev and Aleksandr
Kopylov. According to his pupils Vasilii Zolotarev and Pallady
Bogdanov, however, he did attend rehearsals regularly, aiding and
advising the choirmasters.*” The principal singing teacher at this time
was Stepan Smirnov, a former chorister and one of the first graduates of
the Instrumental Class, who was first appointed to the Kapella on 18
July 1867, and promoted to senior teacher in 1878.4® Smirnov was a
highly experienced choirmaster who, from 1878 until 1903, conducted the
choir of the Kapella in the great majority of their public concert
performances. According to all reports, Smirnov's work with the singers
achieved outstanding results, and an article written early in the 1900's
lamented that:

With the death of Smirnov the miraculous pianissimo of
the Chapel choir also died.*®

The orchestra of the Instrumental Class also gave concerts in the
Kapella. These concerts, or musical evenings as they were called, given
under the direction of Eduard Napravnik, Balakirev and Rimsky-Korsakov,
improved the financial standing of the Class and, at the same time,
raised its profile. Repertoire included a number of symphonies by

Haydn, Mozart and Beethoven, orchestral works by Liszt, Wagner, and
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Glinka, as well as orchestral arrangements by Balakirev and Rimsky-
Korsakov, written specially for the Class.®°

According to the Senate ruling on the Bakhmetev/Tchaikovsky case in
1880 the director of the Kapella retained the power of censorship over

sacred music intended for performance in a liturgical setting (see

p.274). In his book Stareishii russkii khor [The oldest Russian choir]
Muzalevsky states that the role of the Kapella as a censorship body
continued to grow under Balakirev's leadership.®* This view is borne
out by the many copies, held in the Historical Archive in St.
Petersburg, of letters rejecting works submitted to the Kapella by
hopeful composers. It is clear, however, that these works were now
assessed solely on their musical value, and not according to the
political or personal agenda of the director. Balakirev took a firm
stand, refusing to compromise his own high artistic values, and
steadfastly rejected any works which did not meet his artistic criteria.
He demanded that all new works display an excellent grasp of harmony,
and replied to one hopeful composer that:

The observance of the rules of harmony must be as well-

known to competent musicians as the observance of

grammatical rules to literate people.®Z

Rimsky-Korsakov took little part in either the censorship of new

works or the continual power struggles between the officials Qf the
court, the Kapella, and the church. He had no interest in the political
wranglings of the various departments and, unlike his predecessors L'vov
and Bakhmetev, was not prepared to exploit his power for personal gain

or advancement. Nikolai Kompaneisky described his attitude in his
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article 'Znachenie N. A. Rimskogo-Korsakova v russkoi tserkovnoi muzyke'
[The significance of N. A. Rimsky-Korsakov in Russian church music]
published in 1908:
During this period [from the time of Bortnyansky to
that of Rimsky-Korsakov] only the sacred works of
directors of the Kapella or those rivals who did not
endanger their fame - precentors Turchaninov, Lomakin,
Vorotnikov and others who harmonized distorted melodies
- were printed ... Rimsky-Korsakov's opinion on the
monopoly is shown by the following words [contained] in
a letter to myself: 'I am always inclined to stand
against any censorship and this includes [the
censorship of] sacred music'. These were not mere
words. When the question of censorship of sacred music
arose Rimsky-Korsakov put his signature to one of the
first protests presented to the Synod by composers.®3

Prior to their appointment to the Kapella neither Balakirev nor
Rimsky~Korsakov had shown any particular interest in writing for the
Orthodox church. Both, however, composed and arranged a number of
sacred works in the early years of their tenure.

Shortly after taking up his appointment Balakirev composed several
small-scale sacred works and arranged a number of chant melodies for the
choir of the Kapella. The earliest of these works - a set of six sacred
pieces in four parts - date from 1883, although they did not appear in
print until 1900 when they were published by Gutkheil' under the title

Sbornik tserkovnykh sochinenii i perelozhenii [Collection of church
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compositions and arrangements].®*

Some of these works,

such as the

four-part So svyatymi upckoi [Rest with the holy ones], are chordal

throughout, making use of very simple harmonic progressions.

Others,

such as the setting of Da vozraduetsya dusha tvoya [Rejoice o my soul]

for eight-part choir, are in ternary form, beginning and ending in

homophonic style, with a contrasting contrapuntal middle section which

generally makes use of imitation (see example 5).

Ex.5: M. A. Balakirev: Da vozraduetsya dusha tvoya [Rejoice O my soul]
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Another of Balakirev's early compositions was the setting of

Khristos voskrese [Christ is risen] for trebles and altos. This was

based on a traditional Orthodox melody and was sung at ceremonies held
in the Kapella in the presence of the Tsar.®® Like the six pieces
dating from 1883 it was not published during Balakirev's tenure at the
Kapella and, indeed, was not available in print until 1906.°° The only
work which was published between 1883 and 1894 was a setting of Dostoino
est' [Meet it is] which was published by the Kapella in 1888.%7
In the summer and autumn of 1887 Balakirev was again occupied with

the composition of sacred music for the Kapella, although whether this
was through choice or necessity is unclear. In a letter to Vladimir
Stasov of 11 August 1887 he writes:

This summer I am having no luck at all with my various

affairs and, on top of everything else I have to write

sacred pieces for publication by the Kapella on these

texts which do not have music.*5®
At the same time he was busy putting the finishing touches to his Penie

pri arkhiereiskom sluzhenii [Chant for a service conducted by a senior

member of the clergy] prior to publication. Unfortunately, however,
this work has not yet come to light.®=°
Prior to his appointment to the Kapella Balakirev had had little
experience of liturgical composition and his sacred works were not a
complete success. According to Alfred J. Swan:
All he [Balakirev] knew [of the church modes] was the
artificial Italo-German atmosphere of L'vov and the

Court Kapella, and for this he naturally had no use
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whatsoever.°°

While the harmonic language of his compositions and arrangements is
somewhat simpler than that of his predecessors, eschewing the rich
chromatic harmonies of L'vov and Bakhmetev, it did not capture the
modality of the ancient church melodies. His use of contrasting
homophonic and contrapuntal sections, rather than providing a structured
form, merely made the compositions appear disjointed.

In addition to his sacred compositions and arrangements Balakirev
also made a number of arrangements of secular works by other composers
for the singers of the Kapella. In the mid-1880's he arranged Glinka's

Venetsianskaya noch' [Venetian Night], Nochnoi smotr [The Night Review],

and Kolybel'naya pesnya [Lullaby], all of which were published in

1900.%* Dedicated to the singing teacher Evstafii Azeev, Venetian Night

in particular acheived a greater popularity in this new form than in the
original. He also combined two mazurkas by Chopin (op.6 no.4 in Eb
major and op.ll no.4 in Ab major) to form a single choral work with

words by Aleksei Khomyakov, published in 1898.€% Both the Mazurka and

the setting of Venetian Night were first performed in the benefit
concert for war veterans given in the Mariinsky Theatre on 19 March
1887.¢2

In the early years of his tenure at the Kapella Rimsky-Korsakov too
composed a number of pieces for the choristers. The trip to Moscow for
the coronation of Alexander III in April and May 1883 particularly
inspired him and, as early as 14 April 1883, he wrote to Kruglikov
informing him that he had already completed ten church psalms.®“* The

enthusiasm continued undiminished after his return to St. Petersburg: on
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17 May 1883 he completed the eight-part psalm Kto est' sei tsar' slavy

[Who is this King of glory] written, at Balakirev's request, for the
consecration of the Church of the Saviour on 26th May,®® and on 18 July

he completed a setting of the psalm Tebe boga khvalim [We praise Thee O

God] for double choir, based on a Greek chant.®®
Balakirev, however, was obviously unimpressed by Rimsky-Korsakov's

experiments in this unfamiliar genre. 1In a letter to Kruglikov of 28
July 1883 Rimsky-Korsakov complained:

He [Balakirev] gave orders that my setting of Dostoino

est' [Meet it is] and two settings of the Khvalite

[Praise God] be learned in the Kapella, but he can't

have liked them much because they sang and then

abandoned them and I never even heard my own things.

I've recently arranged the dogmatik in Tone 1

(znamennyi chant) and not too badly it seems, I don't

think anyone had arranged it yet. 1In addition I've

written Tebe Boga khvalim [We praise thee O God] to a

Tone 3 Greek melody - it's also for double choir, and
seems to have turned out rather well.®”
This was not oversensitivity or paranoia on Rimsky-Korsakov's part: on
the same date, 28 July 1883, Kruglikov recorded Balakirev's opinion of
Rimsky-Korsakov's sacred works in his diary:
The Kheruvimskaya [Song of the Cherubim] in F major is
wonderful and, frankly, is his [Rimsky-Korsakov's] only
success to date. In the summer he wrote more of them;

but they are all unimportant - each one is simply worse
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than the next.°®
Balakirev's attitude did not discourage Rimsky-Korsakov, however.

In a letter to Kruglikov dated 23 February 1884 he wrote:

I'm preparing several sacred pieces for publication.

As pure music they are bad, but as applied music I

think that they are suitable and that I show the true

Orthodox church style: not foreign (like Bortnyansky)

and not pedantically historical (like Potulov,

Razumovsky, Odoevsky and other 'semi-musicians' who

harmonize ancient chants intended to be sung in unison,

in note against note settings).®®
The sacred pieces to which he referred were the eight settings from the
liturgy, now known as op.22, which included two settings of the
Kheruvimskaya [Song of the Cherubim], Veruyu [I believe], Milost' mira

[Peace of the world], Tebe poem [We sing to Thee], Dostoino est' [Meet

it is], Otche nash [Our Father] and Khvalite Gospoda s nebes [Praise the

Lord from heaven]. These compositions were approved by Balakirev on 18
May 1884 and were published by the Kapella in June of that year,
together with several works by the singing teacher Evstafii Azeev, in a

collection entitled Sobranie muzvykal 'no-dukhovnykh sochinenii Rimskogo-

Korsakova i Azeeva [Collection of musical sacred compositions by Rimsky-

Korsakov and Azeev].”® The popularity which this first set of
compositions soon achieved is described in a letter to the composer from
Kruglikov dated 5 November 1884:

The sacred compositions by yourself and Azeev are

widely used in Moscow. Church choirs who perform them
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notify the papers that in such and such a church the
new sacred works of Korsakov or Azeev will be sung by
such and such a choir. Never before have such notices
appeared about some church service or other.?”*
On 30 January 1886 Balakirev gave his approval for the publication

of Rimsky-Korsakov's Sobranie dukhovno-muzykal'nykh perelozhenii

[Collection of sacred musical arrangements], now known as op.22b.”#? The
eight pieces which make up this collection are all settings of ancient
liturgical melodies, principally Kievan chants. Writing in the Russkaya

muzykal 'naya gazeta in 1908, Nikolai Kompaneisky emphasized the

importance of these works:
[Rimsky-Korsakov's works] ... are of great significance
as they laid down the foundation of the current trend
in church music. All the pieces in this series are
written on melodies borrowed from church music books,
mainly of Kievan chant. They take the usual ancient
musical form, the chants are performed by the kanonarkh
and golovshchik, gradually the other voices enter
contrapuntally as the chant is taken up by the whole
choir. The individual parts are interrupted either by
the whole choir or by the singing of a single voice,
solo. The various textures and layering of vocal
colours give this church singing something of the
colour of a Russian folk chorus. In particular the
character of folk song is emphasized by voices moving

in parallel.”®
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This practice, common in Russian folk-song, where a single voice
sings the first line of the chant and is then joined by the other parts

is clearly demonstrated in the arrangement Chertog Tvoi vizhdu [I enter

Thy hall] (see Example ©). This arrangement is also a good example of
Rimsky-Korsakov's use of a harmonic idiom more often associated with
folk-song: the harmonic language is based on simple triads, although
chords of the seventh and chromaticisms are occasionally admitted.
Movement is basically conjunct and leaps larger than a third are rare.
The octave doublings, including the bass, towards the end of the piece

are also particularly typical of Russian folk song.

Ex.6: N. A. Rimsky-Korsakov - Chertog Tvoi vizhdu [I enter thy hall]
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Nikolai Kashkin also valued Rimsky-Korsakov's work highly:
While engaged at the Court Kapella, Rimsky-Korsakov
wrote rather a lot of church music, and moreover,
several [of his] compositions in this genre served as
point of departure for a new movement in this field.”*
While the arrangements do not always present the chant melodies exactly
as they appeared in their original form, Rimsky-Korsakov came closer to
capturing the spirit of the ancient melodies than either his
predecessors or Balakirev.
Like Balakirev, Rimsky-Korsakov also arranged various>works by
other composers for the student orchestra and various chamber ensembles
within the Kapella: these arrangements included the sextet from

Donizetti's Lucia di Lammermoor for string orchestra; Glinka's Four

variations on a chorale for string quartet; a chorus from Meyerbeer's Le

Prophéte for orchestra; the first movement from Mozart's Symphony in G
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minor; the 'Dance of the Sylphs' from Berlioz' La Damnation de Faust;

Chopin's Polonaise in A for wind band; Isabella's aria from Meyerbeer's

Robert le Diable; Schubert's March in D op. 51; and three numbers from

Glinka's opera Ruslan and Lyudmila - the entractes from Acts 2 and 5 and

Chernomor's march.”® These arrangements were frequently performed in
the musical evenings given in the concert hall of the Kapella by the
students of the Instrumental Class. Often the choir, too, participated
in these evenings, performing secular choral works such as the chorus of
elves from Weber's Oberon, the chorus of reapers from Liszt's
Prometheus, the chorus of sailors and spinners from Wagner's Der

fliegende Hollidnder, the chorus of elves from Mendelssohn's

Sommernachtstraum, the Persian chorus from Glinka's Ruslan and Lyudmila,

choruses from Dargomizhsky's Rogdana, and the chorus of nymphs from
Schumann's Das Paradies und die Peri.?”*®

Like the works of Balakirev, the great majority of Rimsky-
Korsakov's sacred compositions were written especially for the singers
of the Kapella and were published only after his death. The great
majority of these choral works were written during the three years
immediately following his appointment to the Kapella: after their
initial forays in the style the enthusiasm of both Balakirev and Rimsky-
Korsakov flagged and their energies were directed principally to the

business of administration and teaching in the Kapella.
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iii) 1895-1901

During the tenure of Anton Arensky the concert activities of the Kapella
continued to flourish. The long-established benefit concerts for war
veterans continued and from 1889-1902 the choir and orchestra of the
Kapella also participated in concerts for the Red Cross. Each year,
during the winter season, the choir gave two or three concerts to raise
funds to assist students in the Instrumental Class suffering financial
difficulties and also to assist the widows and orphans of choristers
from the Kapella.”” 1In addition, choir rehearsals on Saturday
afternoons were open to the public and similar open rehearsals were
introduced for the orchestra of the Instrumental Class (see p.99).7%2
Other concerts of particular note given at this time include that
given to mark the centenary of Pushkin's bi;th in 1799.7° Both the
orchestra and choir of the Kapella participated, along with the choir of
the Mariinsky Theatre, in a performance of Arensky's Bakhchisaraiskii

fontan [The fountain of Bakhchisarai] and Anchar, and Cui's

Vakkhicheskaya pesn' [Bacchic songl, given in the former Tauride
Palace.®°

During Arensky's tenure the choir was generally divided up into
three smaller ensembles: the largest ensemble (eighteen trebles, twelve
altos, six tenors and ten basses) sang in the small chapel of the Winter
Palace, while most of the other singers (twelve trebles, seven altos,
three tenors and five basses) sang in the chapel of Maria Fedorovna.
The remaining tenors and basses performed in the large chapel of the

Winter Palace.®' Arensky himself paid little attention to the choir,
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concentrating on the work of the Instrumental Class and the student
orchestra (see p.99). As a result of the excellent choral training
provided during the tenure of Balakirev and Rimsky-Korsakov, however, in
the year following Arensky's appointment the standard of performance
continued to be high. A review by Ivan Lipaev of the concert given on
24 May 1896 under the direction of Stepan Smirnov noted:

The unusual mellowness of sound, the excellent

intonation, and the compactness of ensemble.®?
He also remarked on the singers' diction which he described as 'gentle,
but clear' while, on the negative side, he noted slides in the tenor
section and the excessive prominence of the deep basses.

As Arensky continued to neglect the cholr standards began to drop.

Following a concert given later that same year Stepan Smolensky wrote:

We were indeed very unpleasantly surprised by what we

heard and saw at the Imperial Court Kapella. The

constricted children's voices, the hoarseness of the

octavists, insufficient purity of intonation, and an

insufficient range in all types of nuances, surprised

us no less unpleasantly than the works we heard

performed (common chants).®3

Under Arensky's leadership the censorship of all sacred

compositions intended for liturgical performance continued. Sacred
works submitted to the Kapella for approval were examined by a special
censorship committee, consisting of teachers Aleksandr Kopylov, Evstafii
Azeev, Sergei Lyapunov, Vladimir Popkov, Anatoly Lyadov and Stepan

Smirnov, which then advised Arensky of its findings.®* As in
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Balakirev's time, a high musical standard was demanded and the most
common reason for rejection was incorrect harmonization or presentation
of the chant.®*®

During his tenure as director of the Kapella Arensky himself
composed a number of works for the Orthodox church (see Appendix 14).
These works were written in a somewhat secular style and owed little to
contemporary thinking on the treatment of ancient chant melodies. They
resembled neither the recent experiments in the genre by Rimsky-
Korsakov, nor the earlier harmonizations of Aleksei L'vov. As a result
they were harshly criticized by musicians and clergy who found them
completely lacking in religious feeling. According to the composer and
priest Mikhail Lisitsyn, however, Arensky's composiitons met with a warm
reception from the more far-sighted musical critics. Lisitsyn himself
averred that from the artistic point of view Arensky's works represented

a valuable addition to the literature of sacred music.®®
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iv) 1901-191i7

In the years leading up to the revolution of 1905 and in the years of
reaction concert activities in the Kapella were severely curtailed. As
a result of the unsettled political situation and the atmosphere of fear
and suspicion which reigned at the imperial court the Kapella as a whole
became increasingly introspective. Links with outside institutions and
societies were broken and the choir increasingly performed only in the
imperial churches and palaces or in the Kapella itself.

It is clear from contemporary press reviews that although the choir
gave very few public concerts at this time, the singers did, however,
continue to participate in occasional celebrations to mark events of
particular importance. One such event was the one hundred and fiftieth
anniversary of Bortnyansky's birth, which was celebrated on 28 September
1901.87 To commemorate this significant date a special 1liturgy was said
in church, followed by a requiem service held at Bortnyansky's
graveside. A commemorative concert was given in the Kapella in the
evening.®%

It appears that, with the curtailment of their concert activities,
the performing standard of the choir dropped slightly at this time.

Upon taking over the directorship of the Kapella in 1901 Smolensky found
the choristers' technique to be quite unsatisfactory:
The [choir of the] Kapella turned out to be thoroughly
incapable of making crescendos and diminuendos even in
the course of a single measure (in adagio tempo), to

say nothing of more subtle nuances; a pianissimo was
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out of the question.®?
His efforts to redeem the situation, particularly his appointment of
several new members of staff - Aleksandr Chesnokov, Pavel Tolstyakov and
Maksim Klimov - seem to have borne fruit. In a review of a concert
given in the Kapella on 29 January 1902 Nikolai Kompaneisky wroté:
It cannot go unremarked that a certain refinement may
be observed in the performance of the Kapella. The
singing is more fluent, more assured, and the voices,
especially the tenors, sound lighter. Evidently the
singers do not restrict themselves to learning their
parts, but also train their voices in the art of
singing.®°

Following Smolensky's resignation the post of assistant head of the
Kapella was offered to Nikolai Klenovsky, who held the position until
1906. Klenovsky had studied composition with Tchaikovsky at the Moscow
Conservatoire and his works include three ballets, four cantatas, and a
number of orchestral pieces.®* However, it appears that he did not
write for the choir of the Kapella. I have found no indication of any
changes made to the concert life of the Kapella under Klenovsky's
leadership: it would appear that he was content merely to maintain the
status quo.

With the appointment of Nikolai Solov'ev as assistant head of the
Kapella in 1906 the standard of performance appears to have risen
dramatically. Solov'ev intensified the study of solfeggio, held regular
daily rehearsals, and worked doggedly on the singers' intonation.®® His

efforts would appear to have produced results. In a review in the
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newspaper Sankt-Peterburgskie vedomosti [St. Petersburg Gazette] of the

sacred concert given by the choir on 7 November 1907 A. K-v writes:
The transitions from the gentlest piano to a thunderous
forte are startling. The intricate contrapuntal
combinations of the newest authors are communicated
remarkably exactly even by the little sopranos, from
whom it would be impossible to expect this. The choir
has begun to sing even better: the hands of the new
assistant head of the Kapella, N. F. Solov'ev, proclaim
themselves everywhere.®?

And in a review of 13 February 1908, this time in the Birzhevie

vedomosti [Stock-Exchange Gazette] he writes:
It was necessary to wonder at the art with which these
children sang their difficult parts. The young
conductor M. Bogdanov showed himself to be a master.
From the time that Count Sheremetev and Professor N. F.
Solov'ev came as head of the Kapella, its choir has
become unrecognizable: what richness of nuance, what
strength, for example in the basses!®#

This improvement seems to have continued. In a review in the newspaper

Teatr i sport [Theatre and sport] of 17 December 1910 we read:
Is it necessary to repeat for the hundredth time that
nowhere is there a choir equal to that of the Imperial
Court. It is not for nothing that foreigners speak of
it with true and sincere delight. The truth of this

was easy to see in yesterday's concert. The high
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standard of the singing left a deep impression and
there is nothing with which to compare it.®*

Under Solov'ev's leadership the choir continued to perform in
occasional concerts given to mark particular events and anniversaries.
On 20 December 1908 a concert was given in the Mariinsky Theatre to mark
the seventy-fifth anniversary of the Russian national hymn, Bozhe tsarya
khrani.®® Works by Aleksei L'vov and Glinka were performed by artists
of the imperial theatres, together with the choir and orchestra of the
Kapella conducted by Gugo Varlikh. The first half of the programme
consisted of compositions by L'vov: extracts from the opera Undina, a
chorus from the Stabat Mater, the Overture and extracts from the opera

Russkii muzhichok, and the second Fantasia on Russian Songs, while

extracts from Glinka's opera Zhizn' za tsarya [A life for the Tsar] made
up the second half.®”

While Solov'ev studied composition with Zaremba at St. Petersburg
Conservatoire, where he was later professor of composition, and wrote
three operas, a cantata, and a symphonic picture, it is not clear
whether or not he composed any sacred music.

In the years immediately preceding the October Revolution the choir
of the Court Kapella rarely performed outside the imperial churches:
public concerts were given only two or three times each year. Although
the singers' technique continued to be of a very high standard, their
performance was allegedly cold, mechanical, and impassive: all personal
expression had been destroyed. In a review dating from 1916 we read:

A spirit of formalism, inhibition, and required

servitude seems to have permeated all the performers,
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beginning with the conductor [Maksim Klimov]. Not a
spark of lively reaction to the religious ideas
[embodied in the words] ... not a drop of sympathy
towards the works being performed. There is much
vociferation [gromoglasie}, but no nuances of timbre,
no flexibility of rhythm, no beautiful choral piano, no
gentle pianissimo. The sopranos are weak, lacking
brilliance; the altos are coarse and strident; neither
is in balance with the blaring basses and 'sweetly
singing' tenors. 1Is it really necessary for tenors in
a church choir to emphasize their characteristic
emotional timbre and attempt to emulate an operatic
manner?! How spiritless and 'official' are all these
mechanical climaxes and crescendos, the howls of the
tenors, the deafening shouts of the basses, and the
timidity of the boys at the slightest moments of
challenge! While from the conductor there emanates
only a formal, abrupt succession of tempos, nuances

and the chilling reign of meter.®®
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Conclusion

It is clear that the significance of the Kapella has been greatly under-
estimated in the years following its downfall. Anti-religious Soviet
propaganda, the oppression of the Orthodox Church by the Soviet
authorities, the suppression of sacred music, and the virtual impossibility
of gaining access to sources have all combined to create a yawning gap in
our knowledge of the development of sacred music in Russia during the
nineteenth century.

It is difficult to overestimate the role of the Kapella: its power
affected so many aspects of Russian musical life. The skill of the
choristers is attested to in the most glowing terms by musicians such as
Berlioz and Schumann, who were surely exacting judges, and its
contribution to the concert life of St. Petersburg, both through open
rehearsals and concert performances with associations such as the
Philharmonic Society, undoubtedly played a significant role in the
popularization of both sacred and secular choral music.

The importance of the Kapella in the development of music education
in Russia should not be overshadowed by the achievements of later
institutions. Until the 1880's the Kapella alone offered a specialized
choral training and as all precentors were required by law to attend
these classes the high sténdard demanded of them had a highly beneficial
and far-reaching effect on the standard of performance of church choirs
throughout Russia. Initial attempts by Fyodor and Aleksei L'vov to
create a musical academy within the Kapella to teach instrumental music
failed due to financial problems and the intrigues of their rivals, not
because of any flaw in their conception, and while the instrumental
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curriculum established by Aleksei L'vov in 1858 was somewhat neglected
during Bakhmetev's tenure, it was later revised and expanded by
Balakirev and Rimsky-Korsakov to rival the instrumental tuition offered
by the conservatoires.

The legislation entrusting the directors of the Kapella with power
of censorship over sacred music produced a mixed result. While
Bortnyansky used his powers to ensure that only compositions of the very
highest standard were performed during worship, his successors abused
this power to varying degrees. Both L'vovs - father and son - did judge
works submitted to them on musical merit, but they were also aware of
political considerations and of the opportunity which this power
afforded them to further their own careers and to influence the future
development of sacred music. Musical considerations became less and
less important until it became pointless for anyone not connected with
the Kapella to submit their works. This meant that composers who
otherwise might have made a considerable contribution to Russian
liturgical music simply ignored the form, knowing that any sacred
compositions which they might produce would never be published or
performed.

The activities of the Kapella in the promotion of ancient Orthodox
liturgical chant melodies, both as the basis for contemporary composition
and in their own right, played a vital role in the general resurgence of
interest in these melodies: volumes of chant melodies harmonized in two
and four parts were issued and reissued by its directors throughout the
nineteenth century, and through the introduction of legislation were
adoptéd for general use in churches throughout Russia. The interest
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r
- which was rekindled by these publications was reflected in the growing

use of sacred chant melodies in secular music. Notable examples of this
can be found particularly in the works of the five composers comprising
the 'Mighty Handful' - Balakirev, Rimsky-Korsakov, Borodin, Mussorgsky,
Cui - and their followers: chant melodies permeate operas such as Rimsky-

Korsakov's Skazanie o nevidimom grade Kitezhe i deve Fevronii [The legend

of the invisible city of Kitezh and the maiden Fevroniya] and Mussorgsky's

Khovanshchina, as well as instrumental pieces such as Arensky's String

Quartet op.35 in memory of Tchaikovsky, two movements of which are based
on motifs from the requiem service.

A number of factors contributed to the decline of the Court Kapella.
In the early years of the twentieth century frequent changes in the
administration of the establishment destftoyed the sense of tradition and
continuity. The close relationship between the Kapella and the imperial
court meant that the atmosphere of suspicion and mistrust which pervaded
the court also affected the choristers, and so first-class musicians
were replaced by politically-acceptable administrators who could not
provide the necessary musical leadership. At the same time other
establishments such as the Synod School and the St. Petersburg Conservatoire
were growing in power and, due to the inability or unwillingness of the
Kapella to move with the times, the new generation of young composers
turned to other institutions and, in particular, to Moscow and the Synod
School where Yheir work was welcomed.

It is important, however, that later developments do not diminish
the significance of the Kapella in our estimation. Perhaps without
such a powerful predecessor the achievements of establishments such as the
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Conservatoire and the Synod School would have been less great.
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Appendix 1: Proposed statute for the Instrumental Class, submitted by
A. F. L'vov to the Minister of the Imperial Court
on 24 March 1857.

The School of Instrumental Music at the Court Kapella

I Personnel of the school

1. A School of Instrumental Music for thirty pupils is established in
the Court Kapella;

2. This number of pupils is made up of fifteen young choristers studying
string instruments and fifteen soldiers' sons from the Guards'
regiments studying wind instruments;

3. The management of the School comprises the director and his
assistant, both appointed by the Minister of the Imperial Court, the
former chosen by the Emperor and the latter by the director;

4. The School has six teachers who are appointed and dismissed by the
director and who are employed on the basis of a written contract
which sets out their salary, either for a fixed period of time or by
the hour. (Their salary is taken from the sum set aside in the State
Treasury for the School's maintenance);

5. Young choristers are recruited to the School by the director of the
Kapella and in accordance with the choristers' own wishes; soldiers'
sons are appointed by agreement between the director of the School
and the directorate of the Guards' regiment and the Grenadiers'
corps; pupils study performance on all stringed and wind instruments,
piano, and the rules of harmony and counterpoint. No payment is

made;

II Duties, rights and responsibilities of the staff of the School
6. The director of the School has complete authority and manages it on
this basis:
a) he manages the School's expenditure - the buying of instruments,
music, and all necessary equipment for the school, with
appropriate accounts forwarded to the Ministry of the Imperial

Court;
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10.

11.

12,

b) he allocates times for classes, general rehearsals, exams and so
on, and takes control of scholastic affairs in general;
c) he appoints and dismisses teachers and pupils on the above/below

stated basis;

. The assistant director is at the disposal of the director and carries

out all his instructions in the School;

The teachers are present in the School at the appointed hours and
work with the pupils for the agreed period; they are also required
to be present at general rehearsals, exams and meetings, and to sign

the certificates of those pupils leaving the School;

. Regarding pension, teachers of Russian and foreign descent who hold

no other position enjoy the rights and privileges accorded artists of
the imperial theatres;
The order of accountability follows the order of subordination: thus
for any carelessness or disorder in the School the director answers
to the Ministry of the Imperial Court, the assistant director to the
director; teachers not fulfilling their obligations are liable, at
the discretion of the director, for a monetary fine or dismissal
from the School;

III Pupils
A) General rules
The aim of the School is the teaching of instrumental music, with no
concern [for any other area] of the pupils' education. Thus they
receive neither food nor clothing from the School, with the
exception of young singers from the Court Kapella, living in the
Kapella itself, whose voices have broken but who have not yet
completed their instrumental training. For the continuation of
their training these last are permitted to continue living in the
choristers' building if they wish, but for food and clothing each
uses the sum saved during his service as chorister, held in the
Treasury;
Soldiers' sons who do not live in the School itself arrive for their
tuition at the hours appointed by the director and continue [their

studies] there for as long as is deemed necessary;
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13.

14.

15.

16.

17.

18,

19.

During their training all pupils are at the disposal of the director

and unquestioningly carry out all his instructions;

No pupil who, by birth, has the right to enter state service

deprives himself of this right on entry to the School. Thus in

cases of injury or other causes hindering the continuation of study

in the School they are not deprived of the possibility of earning

their living through other types of work;

Pupils may be expelled from the School before completing their

studies for three reasons:

a) lack of ability;

b) carelessness or laziness, where corrective measures are not
successful;

c) incurable illness, injury or home circumstances demanding special
attention;

The validity of these reasons remains under the personal

jurisdiction of the director who takes full responsibility in these

circumstances;

The period of tuition in the School is determined by the director

according to the kind of instrument which each pupil plays and on

his progress;

B) Pupils from the Choir of the Kapella and private pupils

Each pupil from the Choir of the Kapella pays a sum of fifty rubles
on entry to the School and each subsequent year for his annual
tuition. This sum is deposited in one of the credit establishments
by the School Directorate and on graduation the sum is returned to
the pupil together with the growth percentage;

A pupil leaving the School or expelled from it before completing his
studies foregoes the right to the above-mentioned sum, which is then
used for the benefit of the School. However if the pupil leaves due
to incurable illness, injury or family reasons deserving of special
attention then the money deposited will be returned to him;

Pupils are provided with their chosen instrument and on graduation
return these to the School in fitting condition; in case of loss the

instrument must be replaced with another of similar value, and any
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20.

21.

22.

23.

24,

25.

damage repaired at the pupil's own expense;

On successfully completing the course and receiving the certificate
pupils from the Choir of the Kapella enjoy the full rights of
theatre artists and may apply to take up service in the Department
of the Imperial Theatres. In case of rejection they may enter
another service, if they have the right by birth to do so, or may
choose another kind of life and work according to their own wishes.
Those whose voices have broken but who have not yet completed their
instrumental training may put themselves forward for graduation on
the usual basis;

To enter the Department of the Imperial Theatres a graduate from the
Instrumental School presents himself at the theatre office of his
choice where he joins the number of candidates applying for a
present or future vacancy. If his acceptance is deferred for a
short time then he may continue his studies in the School in this
expectation;

Should two candidates of equal ability apply for one vacant position
then the Theatre Directorate is obliged always to show preference to
the applicant holding the certificate of the Instrumental Class.

The director of the School and the teachers appointed by him may be
present at these auditions;

The certificates awarded on graduation are divided into three grades
according to the success of each pupil. Should these pupils then
enter the service of the Department of the Imperial theatres they
are entitled to receive the following salaries:

certificate no.l1 - one thousand rubles;

certificate no.2 - six hundred rubles;

certificate no.3 - five hundred rubles;

A student completing the course and receiving one of the three
certificates if accepted into the service of the Department of the
Imperial Theatres or another institution, will be given the sum of
one hundred and fifty rubles for initial expenses;

In addition, each student awarded the first-class certificate will
be given the instrument on which he studied, with the inscription

'for excellent progress';

319



26.

27.

28.

29.

C) Soldiers' sons from the Guards' regiment

Soldiers' sons from the Guards' regiments are accepted into the
Instrumental School by agreement between the director [of the
Kapella] and the administration of the Guards' regiments and the
Grenadiers' Institute. They must be between the ages of fourteen
and eighteen years;

Soldiers' sons continue to receive lodging, board, and uniform
allowance from the regiment, but are provided with instruments by
the School;

Soldiers' sons completing the full course may also go into service
in the Department of the Imperial Theatres in accordance with
articles 21, 22 and 23 or, failing that, return to their regiments.
In the first instance they are exempt from military service and then
join the ranks of the regimental musicians with duties corresponding
to their talent and standard. On return to the regiment the period
of time spent studying in the School is added to the total number of
years service;

The rules laid down for pupils from the Choir regarding the levels
of certificates, financial assistance on graduation from the School,
and the presentation of instruments to pupils awarded the first-

class certificate also apply to soldiers' sons.

A. F. L'vov
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Appendix 2: [Draft regulations of the Music School of the Court Kapella,

later ratified by the Ministry of the Imperial Court.
Compiled by N. A. Rimsky-Korsakov]

St. Petersburg, summer 1883

Aim of the Music School

. The Music School of the Court Kapella aims to provide a complete

musical [education] and elementary general education for young
choristers, and also to train musically-educated teachers and
precentors in order to raise the standard of church singing in

Russia;

Administration of the Music School

. The head [nachal'nik] of the Court Kapella also holds the position of

head [popechitel'] of the Music School;

. The director [upravlyayushchii] of the Court Kapella also holds the

position of director [direktor] of the Music School;

. The position of inspector [inspektor] of music classes in the School

is entrusted to the assistant director [pomoshchnik
upravlyayushchego] of the Court Kapella;

. The inspector [inspektor] of general classes in the School, with a

salary of 900 rubles a year, is appointed with the approval of the
Minister of the Imperial Court by the head of the Kapella from among
the graduates of higher education institutions or those entering the
teaching profession. With regard to pension, he enjoys the rights
conferred by academic service, and in post and uniform his rank is
that of the sixth class [civil service gradel;

Teachers of all musical and general subjects are selected by the

inspectors with the agreement of the director of the School;

Pupils and admission

. All new choristers are divided into general classes in accordance

with the level of their previous education; this is determined by
examination, held before the beginning of the academic year*;

*In selecting young choristers the Court Kapella accepts only those
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10.

11.
12.

13.

14.

15.
16.

who are literate.

. Only those wishing to study music are accepted and the distribution

of pupils into musical classes also takes place before the beginning
of the academic year. The inspector of musical classes advises them
in the choice of speciality - study of a particular instrument or

theory of music and precentors' studies - according to ability;

. The Music School also accepts private pupils belonging to the

Orthodox faith, of at least fourteen years of age, specializing in
theory of music and precentors' studies;

When they reach the appointed age, all pupils of the Music School
are conscripted to fulfil their military service like everyone else:
however, if they wish to complete their musical education at the
Music School their enlistment is postponed: for young choristers -
until the age of 22, and for private pupils...;

Teaching and examinations

The academic year begins in September and lasts until 1 June;
In both music and general departments examinations for promotion to
a higher class and for graduation are held at the end of the
academic year;
OQutsiders are permitted to sit the exams on the authorization of the
director of the School; they may also sit them at the director's
invitation;
Evaluation of a pupil's progress and conduct is carried out
according to a five-point system [5-excellent, 4-good, 3-
satisfactory, 2-unsatisfactory, l-weak]. Satisfactory marks are
considered to be:
a) General subjects: not less than 3 in any subject, and not less

than 3% over all;
b) Musical subjects: principal subjects - not less than 4;

compulsory subjects - not less than 3};

Musical classes and their programmes
The School has six music classes;

Musical subjects are divided into [two categories] - principal and
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17.

18.

19.

compulsory;

a)
1)

2)

b)
1)
2)
3)
4)
5)
6)

7)
8)
9)
On

Principal or special subjects are:

Theory of music and precentors' studies (harmony, counterpoint,
musical form, instrumentation, composition and church singing);
Piano, violin, cello, double bass, flute, or another orchestral
string or wind instrument [woodwind or brass];

Compulsory subjects are:

Elementary theory of music and solfeggio;

Harmony and counterpoint;

Instrumentation;

History of music: general and church;

Piano (for those not studying piano as a principal subject);
Violin (for those choosing theory of music and precentors'
studies as their specialization);

Ensemble playing;

Principles of solo singing;

Choral direction and score reading;

entering the first and second music classes each pupil

specializes in performance on his chosen instrument, and on transfer

to

the third class may exchange his former specialization for the

study of the theory of music and precentors' studies, if he so

desires;

In the first and second classes:

a) Prin;ipal subject - performance on a chosen instrument;

b) Compulsory subject - elementary theory of music and solfeggio;

For those choosing instrumental performance as their specialization,

in the third and fourth classes:

a) Principal subject - performance on a chosen instrument;

b) Compulsory subjects - piano, harmony, counterpoint, solfeggio and
ensemble playing;

In the fifth and sixth classes:

a) Principal subject - performance on a chosen instrument;

b) Compulsory subjects - musical form and instrumentation, history

of music and ensemble playing;

20. For those choosing theory of music and precentors' studies as their
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21.
22.

23.

24,

25.

specialization, in the third and fourth classes:

a) Principal subjects - harmony, counterpoint, solfeggio and church
singing;

b) Compulsory subjects - piano, violin and ensemble playing;

In the fifth and sixth classes:

a) Principal subjects - counterpoint, musical form, instrumentation,
composition and church singing;

b) Compulsory subjects - piano, violin, ensemble playing, principles
of solo singing, history of music in general and church music in

particular, score reading and choral direction;

General classes and their programme
The School has five general classes;
The course comprises the following subjects:
1) Bible studies 2) Russian language and literature 3) Arithmetic
4) Algebra 5) Geometry 6) Trigonometry 7) Physics 8) History,
Russian and general 9) Geography, Russian and general 10) French
11) Calligraphy 12) Drawing 13) Book-keeping and commercial
economy. Pupils also study dancing;
The contents and size of each class are laid out in the programme

below;

Rights and privileges of graduates of the general course
Young singers successfully completing the general class in the
School, i.e. those achieving a mark of not less than 3 in any
subject and not less than 3% over all, enjoy the rights and
privileges of graduates of the Department of the Ministry of Public
Education course, 2nd class, on entering military service (and are
ranked 12th grade);

Young singers completing the course but not satisfying the above-
mentioned conditions, who successfully complete the first three
classes, enjoy the rights and privileges of a graduate of the
Department of the Ministry of Public Education course, 3rd class,

when entering military service;
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26.

27.

28.

29.

Rights and privileges of graduates of the performance course
Students successfully completing the full course of general subjects
and also the full performance course together with all the necessary
compulsory musical subjects and achieving a mark of not less than 4
in the principal study and not less than 3% in each compulsory

subject receive the Diplom na zvanie Svobodnogo khudozhnika

[Diploma of Free Artist] and enjoy all the rights and privileges of
a graduate of the Department of the Ministry of Public Education
course, lst class, on entering military service;

Pupils who complete at least the first three general classes and
also successfully complete the full performance course, i.e. attain
not less than 4 in the principal subject, but of the compulsory
subjects take elementary theory of music and solfeggio and attain
not less than 3%, receive a certificate of the musical subjects
passed, but this does not increase their rights and privileges as

laid out in paragraphs 24 and 25;

Rights and privileges of graduates of the course in music theory and

precentors' studies
Young singers successfully completing the full course of general
subjects and the full course of theory of music and precentors'
studies, i.e. obtaining not less than 4 in the principal subject and
not less than 3% in all compulsory subjects, receive the Diplom na

zvanie Svobodnogo khudozhnika, uchitelya muzyki i tserkovnogo peniya

[Diploma of Free Artist, teacher of music and church singing] and
enjoy the rights and privileges of a graduate of the Department of
the Ministry of Public Education course, lst class, on entering
military service;

Young singers successfully completing the first three general
classes, attaining at least 3 in every subject, and also
successfully completing the first four classes in theory of music

and precentors' studies, receive the Attestat na zvanie regenta

[Certificate of precentor]; on entering military service they enjoy
the rights and privileges of a graduate of the Department of the

Ministry of Public Education course, 2nd class;
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Private pupils specializing in music theory and precentors' studies

30. Anyone wishing to enter [the Kapella] as a private pupil
specializing in theory of music and precentors' studies submits an
application to the head of the Kapella and thereupon his musical
abilities and knowledge are put to a preliminary test;

31. The full course of theory of music and precentors' studies for a
private pupil consists of five classes, the first of which is a
preliminary class, held for them alone, and the others the third,
fourth, fifth and sixth classes of the programme for specialization
in theory of music and precentors' studies.

Principal subjects in the preparatory class are: elementary theory
of music including harmony and church singing;

In the junior course: compulsory subject - elementary study of
piano;

32. Anyone wishing to enter the preparatory class has to produce
evidence of completion of the general course of the first three
classes of a grammar school, modern (non-classical) secondary
school, the Cadet School [a military school for children of the
nobility] or six-class municipal and ecclesiastical school, or must
pass the exam set for the first three classes of the Music School.
Musical knowledge required for entrance to the preparatory musical
class includes knowledge of treble and bass clefs, rhythm, some
familiarity with church singing and elementary knowledge of the
violin (reading from vocal parts). Those passing the entrance exam
may be admitted directly into the fourth musical class;

33. Private pupils must have their own violin with accessories and
tuning-fork; they must also acquire the text-books and music used
during the course at their own expense;

34. The annual tuition fee of 100 rubles may be paid in two instalments
of fifty rubles, payable by 1 September and by 1 January;

35. The academic year in the preparatory class begins on - . Later than

- private pupils cannot be admitted;

Rights and privileges of private pupils on graduation

36. Private pupils who successfully complete the full course of the

326



37.

38.

39.

preparatory musical class receive the Attestat na zvanie regentskogo

pomoshchnika [Certificate of assistant precentor];
Private pupils who successfully complete the third and fourth
classes of the Music School, specializing in music theory and

precentors' studies, receive the Svidetel'stvo na zvanie regenta

[Certificate of precentor]; on entering military service they enjoy
the rights and privileges set out in paragraph 29;

Private pupils producing evidence of completion of the six classes
of a grammar school, modern (non-classical) secondary school, the
Cadet School, four classes of the ecclesiastical seminary or passing
the exam set for the full course of musical classes specializing in

music theory and precentors' studies receive the Diplom na zvanie

svobodnogo khudozhnika, uchitelya muzyki i tserkovnogo penie

[Diploma of Free Artist, teacher of music and church singing; on
entering military service they enjoy the rights and privileges set
out in paragraph 28;

External students admitted to the final examination
External students who do not study in the Kapella but who submit
evidence of completion of the courses laid out in paragraphs 31 and
38 are also admitted to the final examinations, and receive

accordingly the Diplom, Attestat or Svidetel'stvo laid out in

paragraphs 28, 29 and 36, and also in paragraphs 26 and 27, on
condition of payment for use of the Music School, for the Attestat
and Svidetel'stvo - 15 rubles, and for the Diplom - 30 rubles.
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Appendix 3: Regulations and detailed programme of the Instrumental Class

of the Court Kapella, compiled by the assistant director of
the Court Kapella N. A. Rimsky-Korsakov, 1883

Contents:

I
II
III
IV

1.

Subjects of musical education.

Course procedure. Preparatory class.
Examinations and marks.

Certificates.

Programmes.

I Subjects of musical education

Musical subjects taught in the Instrumental Class of the Kapella fall

into two categories:

a) Principal subjects;

b) Compulsory subjects;

Principal subjects are those which comprise the pupil‘'s

specialization: the pupil chooses his principal subject in accordance

with his own wishes and 1s guided by the Kapella authorities.

Principal subjects are:

1) Study of a stringed instrument (violin, viola, cello, double
bass). Six-year course. See programme A;

2) Study of piano. Six-year course. See programme A;

3) Theory of music and precentors' studies (harmony and counterpoint,
musical form, composition of secular and church music, church
singing and instrumentation). See programme of the Precentors'
Class;

Compulsory subjects are those which must be studied by every pupil,

regardless of his principal subject. Compulsory subjects are:

A) For all students of the Instrumental Class, regardless of
specialization:

1) Theory of music and solfeggio (elementary course). Two-year
course. See programme B;

2) Orchestral and ensemble playing. Four-year course. See programme
C;
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B) For those studying a stringed instrument as their principal
subject:

1) Theory and history of music (general education course). Two-year
course. See programme E;

2) Study of piano. Three-year course. See programme B. In
addition, violinists are required to study viola;

C) For those studying piano as their principal subject:

1) Theory and history of music (general education course). Two-year
course. See programme E;

D) For those studying theory of music and precentors' studies:

1) History of music. One-year course;

2) Church, choral, and solo singing;

3) Score reading, choral and orchestral conducting;

4) Piano. Three-year course;

5) Violin. Three-year course.

IT Course procedure and the preparatory class

. The full duration of the principal subject course of each
specialization in the Instrumental Class should be six years. This
six-year course is divided into two departments: junior (three years)
and senior (three years). Each pupil in the Instrumental Class can
spend one year more or less than the six-year period in the
Instrumental Class with the agreement of the Kapella authorities who
assess his progress in his particular specialization;

. Since it is very difficult to determine conclusively a boy's ability
and inclination for a particular specialization at an early age (from
ten to twelve years), young choristers of this age who wish to study
music make up a special preparatory class under the direction of the
older pupils; here it is intended that it be possible to transfer
from one instrument to another if the extent of a pupil's ability is
unclear, and also that the complete removal of a pupil be possible
should his abilities and diligence prove to be unsatisfactory;

. At the beginning of their musical education none of the young
choristers is allowed to specialize in theory of music and

precentors' studies but chooses piano or a stringed instrument as
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his principal study. He is permitted to choose this specialization
only on successful completion of the course on elementary theory and
solfeggio, which is compulsory for everyone, and then his study of
piano or a stringed instrument becomes a compulsory rather than a
principal subject. His two-year course in elementary theory and
solfeggio, together with the four year course in theory of music and
precentors' studies (first, second, third and fourth theoretical
courses, see programme for the Precentors' Class), makes up his full
six-year course (not including the preparatory class), equivalent to
the courses of pupils with other specializations;

. Pupils in the Instrumental Class may be permitted to choose two
simultaneous specializations (this is not, however, permitted in the
preparatory class);

In theoretical subjects, in case of insufficient progress, pupils are
given the right to spend one year over the allotted period for the

full course in a given subject;

. The teaching of compulsory subjects is carried out in accordance with

the following rules:

1) On transfer from the preparatory class to the Instrumental Class a
pupil is immediately enrolled in the elementary theory and
solfeggio class;

2) On completing the course in elementary theory and solfeggio, if a
pupil wishes to continue his theoretical studies in the general
education, theory and history of music class, he is immediately
enrolled in the compulsory piano class;

3) A pupil having completed half of the general education course in
music theory and history (one year) can, if he so wishes, be
transferred to specialization in theory of music and precentors'’
studies but, of course, to the first theoretical course;

4) In a case of special progress in the compulsory study of piano and
violin, a pupil may, with the agreement of the directorate, be
given the right to continue study in these subjects with his
former teacher after the expiry of the fixed three-year course and

sitting the final exam;
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10.

11.

12.

13.

III Examinations and marks

Examinations are held for verification, promotion and graduation;

a) Exams for verification are held once or twice a year (once at the
end of the academic year is compulsory) by the head of the
Instrumental Class together with the teachers of individual
subjects;

b) Exams for promotion from junior to senior department in
theoretical subjects in the two-year course are held at the end
of the academic year by the head of the Instrumental Class who
may invite one of the teachers from the Instrumental Class to
assist him if necessary;

c) Exams for promotion from the junior department to senior in
principal subjects: performance on piano or a stringed
instrument;

d) Exams for graduation in all principal and compulsory subjects are
held by a specially appointed committee, consisting of teachers
from the Instrumental Class under the chairmanship of the head of
the Court Kapella and, in the absence of the director of the
Kapella or his assistant or the head of the Instrumental Class,
external musicians may also be invited at the discretion of the
Kapella authorities;

To determine the final mark the average of the average mark awarded

by individual members of the committee and the annual mark awarded

by the teacher (which remains unknown to the members of the
committee) is taken;

In principal subjects the satisfactory mark is considered to be not

less than 4, and in compulsory subjects - not less than 3. In

subjects with several sections a pupil must score not less than 3 in
each section, otherwise if the average is 3 the mark is considered

unsatisfactory;

IV Certificates
Certificates presented on completion of the course in piano or one
of the stringed instruments are divided into three classes:

a) The first-class certificate (Diplom) is presented to a pupil who
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completes the full course of the principal study, attaining not
less than 4 in the final exam and, in addition, completes the
prescribed compulsory subjects for his specialization, attaining
not less than 3 in each;

b) The second-class certificate (Attestat) is presented to a pupil
who completes the full course of the principal study, attaining
not less than 4 in the final exam and, in the compulsory
subjects, completing theory of music and solfeggio (elementary
class), attaining not less than 3 in each section;

c) The third-class certificate (Udostoverenie) is presented to a

pupil who has completed at least the three-year course of the
Jjunior department for his principal study in the Instrumental
Class, not including the preparatory class, attaining not less
than 4 in the exam for promotion to the senior department and, in
addition, completes elementary theory and solfeggio (elementary
course), attaining not less than 3. The third-class certificate
is only presented to those pupils who, for some reason, are
unable to continue their musical education at the Kapella;
14. Certificates presented on completion of the course specializing in
theory of music and precentors' studies are divided into three
classes:

a) The first-class certificate (Diplom na zvanie uchitelya teorii

muzyki i tserkovnogo peniya) [Diploma of teacher of music theory

and church singing]);

b) The second-class certificate (Attestat na zvanie regenta)

[Certificate of precentor]);

c) The third-class certificate (Udostoverenie na zvanie regentskogo

pomoshchnika) [Certificate of assistant precentor]);

V Programmes
A) Study of piano, violin, viola, cello and double bass
Six-year course, excluding preparatory class
Principal subject
Required in the final examination:

a) Performance of a solo piece with orchestral accompaniment;
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b)

c)
d)
In

e)

Performance of a solo piece, learned without the help of a professor,
chosen by the pupil himself, but with the agreement of the teacher;
Sight-reading and transposition;

Ensemble playing (pianists) and quartet playing (string players);
addition:

For violinists: viola;

For cellists: realization of figured bass;

For pianists: sight-reading the piano part of a trio, quartet, etc.,

and accompanying an instrument or voice.

B) Study of piano

Three-year course

Compulsory subject for those offering a stringed instrument as principal

study

Required in the final exam:

a)
b)

c)

N W N =

Performance of a solo piece of average difficulty;

Playing at sight of simple pieces, individually and in four-hand
arrangements;

Accompanying an instrument or voice in a piece of relative
difficulty.

C) Theory of music and solfeggio
Elementary course. Two years

Compulsory subject for all students, without exception

. Notational system. G, F and C clefs. Names of the octaves;

. Measure. Grouping. Beating time. Syncopation. Slurs;

Tones and semitones;

Scales. Construction of a major diatonic scale. Key signatures.
Construction of minor scales: natural, harmonic and melodic.
Accidentals;

5. Chromatic scale;

Determining the pitch of a melody or piece;

7. Transposition to another pitch;

. Enharmonicism;

Intervals: perfect, major, minor, augmented and diminished;
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10.
11.
12.
13.
14.
15.

Intervals on degrees of the major and minor harmonic scales;
Treatment of intervals;

Resolution of dissonances;

Decoration of melodies: appoggiatura, turn, trill, mordent;

Musical abbreviations and signs;

Formation of chords. Triads and their treatment: study of triads on
degrees of the major and minor harmonic scales. Dominant 7th and

its resolution;

Required in the final exam:

a)

b)

c)

a)

b)

c)

Oral tests: explanation of all the above, sound knowledge of scales,
intervals and resolutions; ability to build each triad and dominant
7th in any inversion; sound knowledge of the resolution of the
dominant 7th in major and minor;

Written tasks: grouping notes and construction of a bar of any simple
or complex rhythm;

Solfeggio: singing scales from different degrees; singing intervals,
triads and dominant 7ths; distinguishing intervals and triads by ear;
singing at sight in treble and bass clef, maintaining the rhythm.

D) Ensemble, quartet and orchestral playing
Five-year course

Compulsory subject for all students, without exception;
For string players:
For students in the junior department:
1) Performance of duets and easy ensembles, also easy orchestral

pieces;

For students in the senior department:
2) orchestral playing, quartet and chamber music;
For pianists:
For students in the junior department:
1) Playing four-hand arrangements;
For students in the senior department:
2) playing trios, quartets, etc., and pieces with orchestra;
For those specializing in theory of music and precentors' studies:

1) Playing four-hand arrangements;
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2)
3)

4)
5)
6)

Accompanying an instrument or voice;

Score reading (from score of wind parts) at the piano or harmonium
in the orchestral class;

Performance of violin duets;

Ensemble playing on violin from the score of sacred works;

Orchestral playing.

E) Theory and history of music

General education course. Two years

A) Harmony and counterpoint B) Instrumentation C) Musical Form
D) History

Compulsory subjects:

A) Harmony and counterpoint:

1) Chords and their treatment;

2) Movement of parts, four-part compositions, doublings, arrangements

and melodic positions of chords;

3) Combinations of principal triads. Treatment of triads;

4) Cadences: full, half and complex;

5) Dominant 7th, resolved on the tonic triad and its treatment;
6) Chord of the 7th, augmented and diminished;

7) Triads and chord of 7th - second stage. Their role in cadences;

8) Other secondary triads and chords of the 7th. Sequences;

9) Pitch relations and modulations to close pitches;
10) Modulation plan;

11) Suspensions, passing notes, embellishing notes and anticipations;

12) Chromatically altered chords;

13) Enharmonicism;

14) Melodic, harmonic and rhythmic figuration;
15) Figured bass;

16) Simple, double, etc. counterpoint;

17) Imitation, canon and fugue;

Required in the final exam:

a) Oral test: explanation of all the above;

b) Written task: figured bass, harmony, modulation;
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d)

B)

b)

c)

d)

e)

Practical: playing various cadences and short modulations (piano);
Solfeggio: singing in all clefs. Distinguishing and singing chords.

Writing down a simple melodic and harmonic excerpt from dictation.

Instrumentation

Preparatory studies:

1) Keys;

2) Transposition: in another octave, another clef and another pitch;

3) Two-part and three-part writing on one system;

Orchestral score:

4) Groups of instruments: bowed, woodwind, brass, percussion.
Independent instruments: harp, piano and organ;

5) Understanding scores;

6) Listing orchestral parts, making up a score from sectional parts,
copying and transposition;

Instrumentation and arrangement:

7) Arranging string quartet and orchestral parts for piano;

8) Transferring from one instrument to another;

9) Arranging works for orchestra;

Vocal works:

10) Choral voices. Orchestral accompaniment;

Conducting and performance:

11) Nuances of strength and speed. Fermata. Cadences. Conducting.

Required in the final exam:

a)
b)

C)

a)

b)

Oral test: explanation of all the above;
Written tasks: piano reductions, rewriting for another instrument,

etc.

Musical form

Elementary forms:

1) Motif, half-phrase and phrase;

2) Two-part and three-part forms;
Complex forms:

3) Song with trio. Dances. Marches;

4) Variations;
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5) Rondo and sonata form. Introduction, themes, working out, coda;
c) Higher forms (instrumental):

6) Overture. Complex sonata. Chamber music. Symphony. Fantasia;
d) Higher forms (vocal):

7) Romance, recitative, aria, opera, cantata, oratorio, mass.
Required in the final exam:
Oral test: Explanation of all the above and analysis of a musical work

with regard to form and harmony.

D) History of music
a) Music of the ancient world and the first centuries of Christianity.
The development of counterpoint. Netherlands and Italian schools.
The beginning of opera and instrumental music;
b) Music from the time of Bach, Handel and Gluck:
1) Oratorio;
2) Development of the symphony and chamber music;
3) Development of opera in France, Italy and Germany;
4) Development of piano music;
5) Development of virtuoso music for strings;
6) Russian music;
7) Music publishing;
Required in the final exam:

Oral test: Explanation of all the above.
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Appendix 4: Statute of the Precentors' Class of the Court Kapella

1.

Persons belonging to the Orthodox faith who wish to receive a
precentor's training are accepted into the Precentors' Class as
private pupils. They may belong to any [social] class, but must be
at least fourteen years of age, have completed at least two years of
schooling, must have some aural ability and be able to read music in
treble clef;

Entrance examinations and admission to the Precentors' Class take
place each year from 1-10 September. Studies continue until May,
when examinations are held for progression and graduation.
Applications for admission to the Class must be sent to the head of
the Kapella by 1 September. Certificates from educational
establishments (see paragraph 1) are to be submitted on application
or, subsequently, on receiving a certificate on completion of the
precentors' course;

The full course is of five years' duration, the first year of which
is intended as a preparatory course and the following four years as

theoretical courses;

. The following subjects are taught in the preparatory course:

elementary theory of music; harmony; solfeggio (sight-reading);

church singing, and basic tuition on violin and piano;

In the first and second theoretical courses one year is spent on each

of the following:

a) Principal subjects: harmony, solfeggio and church singing;

b) Compulsory subjects: piano and violin, playing from vocal parts,
choral direction and church regulations;

In the third and fourth theoretical courses one year is spent on each

of the following:

a) Principal subjects: counterpoint and fugue;

b) Compulsory subjects: practical composition of church music,
general history of music and the history of church music in

Russia, piano, score-reading and choral direction;

. A knowledge of the subjects taught in the preparatory course is

required for admittance to the first and second theoretical courses;
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for admittance to the third and fourth theoretical courses, a
knowledge of the subjects taught in the first and second courses is
required;

8. Private pupils in the Precentors' Class must have their own violin
and accessories, a tuning-fork, and the necessary textbooks and music
for the course;

9. The sum of one hundred rubles a year is charged for study in the
Precentors' Class, of which the sum of fifty rubles is payable by 1
September, and fifty rubles by 15 January;

10. Three classes of certificate are awarded by the Court Kapella to
pupils who satisfactorily pass the examinations and attain not less
than 4 (on the five-point system) in their principal study, and not
less than 3 in their other subjects:

a) students completing the preparatory course are awarded a third-
class certificate and the title 'assistant precentor';

b) students completing the preparatory course and the first and
second theoretical courses are awarded a second-class certificate
and the title 'precentor';

c) students completing the full course are awarded a first-class
certificate and the title 'teacher of church singing and theory
of music';

11. Those who have not studied in the Kapella but meet the criteria for
admission (see paragraph 1) are permitted to take the examinations
for these certificates from 15 September until 15 May, if they so
wish:

a) those presenting themselves for examination from 1-15 May (within
the examination period of the Precentors' Class) pay 25 rubles
for a first-class certificate, 20 rubles for a second-class
certificate and 15 rubles for a third-class certificate;

b) those presenting themselves for examination between 15 September
and 1 May pay the above fees for taking the examination, which
said fees are not returned on failure in the examination;

c) those failing the examination are accepted for re-examination
only in the following academic year and on the same conditions

outlined above;
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12. Pupils in the Precentors' Class are required to abide by all the
disciplinary rules laid down by the directorate of the Kapella.
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Appendix 5: Programme of the Precentors' Class of the Court Kapella
Compiled by the assistant director of the Court Kapella
N. A. Rimsky-Korsakov 1883

Preparatory class
Elementary theory of music and harmony
Principal subject - 2 lessons a week
1) Notational system. Keys;
2) Bars, grouping;
3) Tones and semitones;
4) Diatonic scales: major and minor (natural, harmonic and melodic);
5) Chromatic scale;
6) Intervals and their subdivisions;
7) Intervals on degrees of the major and minor harmonic scales;
8) Resolution of dissonances;
9) Determining the pitch of a melody or piece;
10) Decoration of a melody: appogiatura, turn, trill, mordent;
11) Musical abbreviations and signs;

12) Italian musical terminology;

13) Formation of chords: triads and their use. Triads on degrees of the

major and minor harmonic ‘scale;
14) Chords of the 7th and their use. Dominant 7th. Chord of the 9th;
15) Suspensions, passing and auxiliary notes, cadences and modulations;
Final exam leading to the rank of precentor or promotion to the first
theoretical course requires:
a) Oral tests;
b) Written tasks: grouping of notes and construction of bars of any
simple or complex rhythm, transposition etc.;
c) (for graduands) Short analysis of the easiest harmonic examples.

Graduating mark - 4

Solfeggio
Principal subject - 2 lessons per week
Practical course

Final exam leading to the rank of assistant precentor or promotion to
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the first theoretical course:

a) Singing of scales beginning on various degrees;

b) Singing of intervals, triads in root position and dominant 7th in
root position with resolution;

c) Rhythmically secure and fluent singing of examples in various clefs,
of average difficulty. Beating time;

d) Distinguishing intervals and triads by ear.

Graduating mark - 4

Church singing
Junior department (Principal subject)
1 lesson per week
1) Short survey of the liturgy. Titles of church chants;
2) Learning the chants of the Court Obikhod from memory (to Gospodi
vozzvakh, Bog, gospod', songs of praise and prokimny);

3) Singing canticles and so on to a given melody from the Court Obikhod.
Division of chants into lines;

4) The structure of the choir and methods of positioning the parts;

5) Principal precentors' methods, conducting measured and unmeasured
psalms, giving the note and so on.

Graduating mark - 4

Piano
Compulsory subject (Practical course)
2 lessons per week

Final exam leading to the rank of assistant precentor requires:

a) Performance of major and minor scales, including up to three sharps
or flats, in octaves, in slow motion. Performance of an easy study
(e.g. from the elementary studies of Berens);

b) Sight-reading a chorale or sacred piece in slow tempo (in a piano
arrangement).

Graduating mark - 3
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Violin

Compulsory subject

2 lessons per week and, during the second half of the year, a special

hour of reading music in the clefs used in the Court Obikhod.

Practical course

Final exam leading to rank of assistant precentor requires:

a)
b)

c)

Performance of a study of elementary difficulty;

Performance (in arpeggios) of triads and dominant 7th chords in all
keys of up to four sharps or flats;

Sight-reading (from various clefs) a vocal line from the score of the
Court Obikhod or such like.

Graduating mark - 3

1)
2)
3)
4)
5)

6)
7)
8)
9)

First and second theoretical (precentors') courses
Harmony and counterpoint
Principal subject - 2 lessons per week
First theoretical course
Chords and their use;
Part-writing and 4-part composition;
Triads on the principal degrees of the scale and their use;
Cadences;
Triads on the secondary degrees of the scale and their use.
Sequences;
Dominant 7th;
Minor and diminished 7th;
Secondary chords of the 7th and their combinations. Sequences;
Chord of the 9th;

10) Modulation to the six related pitches;
11) Chorale;

Exam for promotion to the second theoretical course requires:

a)
b)

Oral tests;
Written tasks: 1) chordal harmonization of a chorale (without
passing-notes or suspensions;
2) modulation exercise (moving to a closely related
key and back).
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Second theoretical course
12) Modulation plan. Modulation to all remote keys according to the
plan;
13) Pedal points;
14) Suspensions;
15) Diatonic and chromatic passing notes;
16) Auxiliary notes;
17) Use of suspensions and passing notes in harmonizing chorales;
18) Anticipation, unprepared suspensions etc.;
19) False sequences;
20) Enharmonicism and its use in modulation;
21) Simple and complex counterpoint, imitation, canon and fugue;
22) Harmonization of Orthodox church chants;
23) The simplest musical forms: half-phrases, phrases, two-part and
three- part forms;
Final exam leading to the rank of precentor and promotion to the third
theoretical course requires:
a) Oral tests and harmonic analysis;
b) Playing modulations on the piano;
c) Written tasks: 1) harmonization of a chorale, with passing notes and
suspensions;
2) modulation to one of the distant keys (gradual);
3) short enharmonic modulation.
Graduating mark - 4

Transfer mark - 4%, and not less than 4% in the written tasks

Solfeggio
First and second theoretical courses
Principal subject
1-2 lessons per week

Practical course, including voice leading and vocal registers.

The exam for promotion to the second theoretical course is for
verification only. Final exam leading to the rank of precentor or
promotion to the third theoretical course requires:

a) Fluent and rhythmic solfeggio in all clefs;
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b) Solfeggio in two and three parts;

c) Sight-reading examples with text;

d) Recognising and singing every kind of chord;
e) Dictation of melodic and harmonic examples.
Graduation mark - 4

Transfer mark - 4%

Church singing
Senior department
Second theoretical course - 1 lesson per week
1) Chant notation;
2) Study of the harmonization of the chants in the Court Obikhod;
3) Familiarity with znammenyi, Greek and Bulgarian chants in the chant
books;
4) Familiarity with the Obikhod - the new Kapella publication
[presumably the Bakhmetev edition];
5) Performance (on piano) of melodies in the harmonizations found in the
Court Obikhod;
6) Arrangement of sacred four-part works for three parts, from double
choir to single choir and so on;
Final exam leading to the rank of precentor or promotion to the third
theoretical course requires:
a) Sight-reading chant notation;
b) Memorization of the greatest possible number of chants from the chant
books;
c) Written tasks: 1) Harmonization from memory (approximate) of a given
melody from the Court Obikhod;
2) Arrangement of a four-part piece for three voices;
d) To play on the piano and sing any canticle, trope, song of praise or
prokimen, having only the text of the psalm in front of him.

Graduating and promotion mark - 4

Piano
(Compulsory subject) - First and second theoretical course

2 lessons per week - Practical course
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Final exam leading to the rank of precentor requires:

a) Performance of all scales and arpeggios;

b) Performance of a study by Berens or Czerny and a piece of relative
difficulty (a sonata by Haydn, Kuhnau, etc.);

c) Accompaniment of an instrument or voice in a piece of relative
difficulty (a romance by Glinka, short violin piece, etc.);

d) Sight-reading arrangements of Orthodox sacred pieces for piano, such
as the concertos of Bortnyansky.

Graduating mark - 3

Promotion mark - 3}

Violin
Compulsory course - First and second theoretical course
2 lessons per week - Practical course

Exam for promotion from first to second theoretical course is for
verification only. Final exam leading to the rank of precentor and
promotion to the third theoretical course requires:
a) Performance of all scales, triads and dominant 7th arpeggios (all

positions);
b) Performance of a study by Keiser or a study of relative difficulty by

Kreutzer (all positions);
c) Sight-reading and transposition.
Graduating mark - 3

Promotion mark - 3%

Score reading
Compulsory subject - only in the second half of the second theoretical
" course
1 lesson a week on violin and 1 lesson on piano
Practical course

Final exam leading to the rank of precentor and promotion to the third
theoretical course requires:

a) Piano: sight-reading an easy four-part sacred piece (in various

clefs) in slow tempo;

b) Violin: fluent and rhythmic performance of parts from the score of a

346



sacred piece, in various clefs (e.g. a concerto by Bortnyansky), with
sudden transitions from one voice to another without pauses.

Graduating and transfer mark - 3

Choral conducting
Compulsory subject - second theoretical course
Exercises in choral class - Practical course
Final exam leading to the rank of precentor and promotion to the third
theoretical course requires:
a) Conducting the choir in several canticles with solos, and anthems in
various set glasy;
b) Conducting a sacred piece and teaching a sacred piece arranged by the
candidate himself (see exam in church singing);
c) Teaching and conducting a short secular choral piece.

Graduating and promotion mark - 3

Church regulations
Compulsory subject - second theoretical course
1 lesson per week
1) Sunday vespers and matins;
2) Masses: John Chrysostom, Vasily the Great, Presanctified Host;
Ecclesiastical service;
3) Prayers: [prayers of] thanksgiving and to the saints;
4) The requiem service;
Final exam leading to the rank of precentor and promotion to the third
theoretical course requires:
Oral tests.

Graduating and promotion mark - 3

Choral class
Preparatory, first and second theoretical courses
Practical exercises - 1 lesson per week
Attendance at the choral class is compulsory for all students of the
preparatory, first and second classes without exception; a pupil who

misses choral class cannot be allowed to pass other subjects of the
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Pecentors' Class. The aim of the choral class is to train pupils of the
second theoretical course in conducting and rehearsing sacred and
secular pieces and to give them the opportunity to try out their own
arrangements (students of the third and fourth theoretical courses may
also try out their compositions). Pupils of the preparatory and first
theoretical class and senior pupils who are free from conducting make up
the choir. The choral class, under the direction of one of the older
pupils, participates in domestic worship in the performance class

(prayers, vespers, etc.).

Third and fourth theoretical (teachers' courses)
Counterpoint and fugue
Principal subject - third and fourth theoretical courses

1 or 2 lessons per week

a) Simple strict and free counterpoint (two, three, four, five and many

parts):

b) Imitation;

c) Double, triple and quadruple counterpoint;

d) Contrapuntal treatment of a chorale or other given melody;

e) Simple two, three and four-part fugue; five-part fugue;

f) Double fugue and fugue with chorale;

g) Different types of canon;

h) Vocal fugue;

Exam for promotion from the third to the fourth theoretical course is

for verification only.

Final exam leading to the rank of teacher of church singing and music

theory requires:

Written tasks: four-part simple or double fugue.

Graduating mark - 4

Practical composition
Compulsory subject - third and fourth theoretical courses
1-2 lessons per week - Practical course
Analysis of musical forms and exercises in composition and

instrumentation.
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Exam for transfer to the fourth theoretical course is for verification
only.

Final exam leading to the rank of teacher of church singing and music
theory requires:

Presentation of a short composition for choir and orchestra (hymn, song,
short cantata, etc.), written without assistance from a teacher.

Graduating mark - 3

Composition of church music
Compulsory subject - Fourth theoretical course
1 lesson per week - Practical course
Analysis and exercises in the composition of Orthodox church music.
Final exam leading to the rank of teacher of church singing and music
theory requires:
Presentation of a large composition for choir in contrapuntal style
(concerto, related to the communion verses, etc.), written without any
assistance from a teacher.

Graduating mark - 3

History of foreign and Russian music and church singing
Third and fourth theoretical courses
Compulsory subject
1) Music up to Christian times;
2) Church and folk music of the first centuries of Christianity;
3) Origin and development of counterpoint;
4) Era of the origin and development of opera;
5) Development of music from the middle of the eighteenth century until
the present day;
6) History of folk and secular music in Russia;
7) History of church singing: a) in the eastern church in the first
centuries of Christianity;
b) in the Russian church;
8) Working knowledge of the basics of kryuk notation;
Final exam leading to the rank of teacher of church singing and music

theory requires:
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Oral tests on all the above.

Graduating mark - 3

Piano
Compulsory subject
Third and fourth theoretical courses - 2 lessons per week
Practical course with exercises in sight-reading and transposition.
Final exam leading to the rank of teacher of church singing and music
theory requires:
a) Performance of a study and piece;
b) Accompaniment of a solo instrument or voice;
c) Sight-reading; _
d) Transposition at sight.
Graduating mark - 3%

Score reading and conducting
Compulsory subject
Third and fourth theoretical courses
Exercises take place in the choral class and orchestral class of the
Court Kapella. Exercises in orchestral playing, conducting and score
reading under the direction of a professor are compulsory for pupils in
the third and fourth class; it is also compulsory to try out exercises
in composition.
Final exam leading to the rank of teacher of church music and music
theory requires:
To teach and conduct a secular exam composition for choir and orchestra,
and a sacred composition for choir.

Graduating mark - 3
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Appendix 6: Statute of the Precentors' Class of the Court Kapella,
imperially sanctioned on 4 October 1908

1. The aim of the Precentors' Class is to train pupils of the Court
Kapella as musically-educated precentors for Orthodox church choirs
and as teachers of choral singing;

2. Only pupils from the Choir of the Court Kapella may study in the
Precentors' Class;

3. The Precentors' Class is maintained by a sum annually received from
the Ministry of the Imperial Court;

4. The Precentors' Class consists of three courses: the first is a two-
year course, the second and third are both one-year courses. The
number of pupils in each class is determined with the approval of the
Minister of the Imperial Court;

5. The following subjects are taught in the Precentors' Class:

a) Fundamental subjects: harmony, counterpoint, canon, fugue, musical
forms and encyclopedia, history of music, Orthodox church singing,
and church regulations;

b) Supplementary subjects: piano, violin, voice training, and choral
singing;

6. Detailed programmes of all classes and courses and the conditions
governing the promotion to higher classes are sanctioned by the
Minister of the Imperial Court;

7. Pupils who successfully complete the course and pass the required
examinations are awarded certificates of three classes: pupils
completing the first course are awarded a third-class certificate
and the title 'assistant precentor'; pupils completing the second
course are awarded a second-class certificate and the title
'precentor'; pupils completing the third course are awarded a first-
class certificate and the title 'teacher of church singing and theory
of music’';

NB. Pupils who complete the Precentors' Class with first or second-

class certificates and wish to open private precentors' courses

equivalent to the programmes which they have studied, may apply to
the Court Kapella for a special certificate attesting to their
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8.

ability to teach precentors' studies.

A certificate is awarded only when the pupil leaves the Kapella, not
before, or, alternatively, when he reaches the age of sixteen. If
more than a year elapses between the pupil graduating from the class
and leaving the Kapella then the pupil must repeat the examination

before receiving his certificate;

. Pupils in the Precentors' Class who complete the course and obtain

one of the three certificates are entitled, when they leave the
Kapella, to receive a sum from the Ministry of the Imperial Court for
initial expenses, as long as this sum has not already been used in
payment for their completion of the Instrumental Class: pupils
holding a first-class certificate receive one hundred rubles; a
second-class certificate - seventy-five rubles; and a third-class

certificate - fifty rubles;

10. With the approval of the Kapella administration, individuals of the

11.

Orthodox faith, sixteen years of age or over, who are not studying
in the Precentors' Class of the Court Kapella, are permitted to sit
the Kapella examinations and, should they pass the examination, are
entitled to receive the appropriate certificate;

NB. Examination of private students at the Kapella takes place each
year at a time appointed by the Kapella administration and
advertised in advance.

Regarding the above paragraph, a private student pays the sum of

twenty rubles for permission to sit the examination.

Minister of the Imperial Court Baron Frederiks
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Appendix 7: Teaching and administrative staff employed in the Court
Kapella during the period 1796-1917

This information has been gathered from a large number of files held in
TSGIA and GPB, including staff lists, records of service, and official
correspondence. Unfortunately the list is incomplete and in some cases
only the dates of appointment or retiral are available but, as no
directory of staff was maintained, it is impossible to provide a

comprehensive picture.
Nachal'nik [Head]
Sheremetev, S. D. 1883 - 1895

Sheremetev, A. D. 1901 - 1917

Direktor [Director]

Bortnyansky, D. S. 1796 - 1825
Dubyansky, D. M. 1825 - 1825
L'vov, F. P. 1826 - 1836
L'vov, A. F. 1837 - 1861
Bakhmetev, N. I. 1861 - 1883
*Balakirev, M. A. 1883 - 1894
Brazhnikov, K. P. 1894 - 1895
Arensky, A. S. 1895 - 1901
Smolensky, S. V. 1901 - 1903
**Klenovsky, N. S. 1903 - 1906
Solov'ev, N. F. 1906 - 1912
Grozdov, Kh. N. 1912 - 1917

* From this time the post of direktor was replaced by that of
upravlyayushchii [director].

** From this time the post of upravlyayushchii was replaced by that of

pomoshchnik nachal'nika [assistant head]. The change of title did

not affect the duties assigned to that official.
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Inspektor [Inspector]

Tolstoi, N. Ya. 1811 - 1828
Belikov, P. E. 1829 - 1858
Oreus, N. I. 1858 - 1859
Strannolyubsky, V. V. 1859 - 1861
Somov, N. I. 1864 - 1875
Dudyshkin, Ya. P. 1875 - 1880
Karaulov, N. I. 1880 - 1883
*Rimsky-Korsakov, N. A. 1883 - 1894
Lyapunov, S. M. 1894 - 1902
Klenovsky, N. S. 1902 - 1903
Grozdov, Kh. N. 1904 -~ 1912
Sokolov, N. A. 1912 - 1921

* From this time the post of pomoshchnik upravlyayushchego was created

and combined with that of inspektor.

Agsistant singing teachers

Gribovich, S. G. 1805 - 1823
Linitsky, F. M. 1827 - 1839
Grankin, I. 1828 - 1836
Varlamov, A. E. 1829 - 1831
Palagin, D. N. 1834 - 1839
Chudnovsky, A. I. 1839 - 1862
Malyshev, G. G. 1840 - 1850
Labetsky, P. P. 1849 - 1861
Rozhnov, A. I. 1850 - 1859
Sokolov, N. I. 1859 - ?

Dvoretsky, I. S. 1861 - 1868
Smirnov, S. A. 1867 - 1871
Polovinkin, I. D. 1868 - 1875
Azeev, E. S. 1875 - 1883
Syrbulov, F. A. 1878 - 1886
Kopylov, A. A. 1883 - ?

Popov, V. I. 1890 ~ 1892
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Assistant singing teachers (cont.)
Popkov, V. I.

Vargin, K. K.

Chesnokov, A. G.

Tolstyakov, P. N.
Klimov, M. G.
Bogdanov, P. A.
Noskov, D. G.
Klimov, M. G.
Pavlovsky,

Singing teachers
Timchenko, Ya.

Kozlovsky, P.
Makarov, F. F.
Kudlai, N. P.
Brezhinsky, S. G.
Gribovich, S. G.
Turchaninov, P. I.
Rubini, D. G. B.
Palagin, D. N.
Vorotnikov, P. M.
Lomakin, G. Ya.
Malyshev, G. G.
Rozhnov, A. I.
L'vov, L. F.
Labetsky, P. P.
Chudnovsky, A. I.
Picciolli, A.
Krupitsky, V. G.
Polovinkin, I. D.
Kavalli, I. I.
Smirnov, S. A.

Azeev, E. S.

355

1894
1897
1902
1902
1902
1904
1906
1907

1902
1900
1915
1904
1903
1906
1913
1913

- 1827 -

1796
1797
1801
1808
1818
1823
1827
1831
1839
1843
1848
1850
1859
1861
1861
1862
1862
1870
1875
1868
1871
1883

1808
1801
1821
1823

1843
1833
1841
1850
1848
1861
1859
1878
1862
1862
1868
1869

(%)

1879
1883
1903
1902



Singing teachers (cont.)

Syrbulov, F. A.
Bragin, K. A.
Kedrov, N. N.
Sofronov, V. S.
Klimov, M. G.
Bogdanov, P. A.
Klimov, M. G.
Pashkevich, V. A,
Rybasov,
Facciotti
Drobish’

Violin

Bohm,

Peredery, I. V.
Maurer, V. V.
Kremenetsky, M. F.
Maurer, V. V.
Latyshev, P. I.
Krasnokutsky, P. A.
Shtaak, K. F.
Borisov, D. A.
Solnyshkin, V.
Zolotarev, V. A.
Akimenko, F. S.
Vargin, K. K.
Anikin, E. A.
Sivov, V. D.
Mikhailov, P. V.
Kryuger, E. E.
Kamensky, B. S.
Mikhailovsky, B. A.
Maurer, L. W.

Palagin, D. N.
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1886
1898
1902
1902
1903
1906
1913

c.1840
c.1840
- 1841 -
- 1834 -

1839
1857
1858
1858
1858
1859
1884
1891
1892
1893
1894
1895
1896
1897
1898
1899
1900
1901
1905
1839
1837

1900
1908

1905
1913
1917

-2

- 2

1844
1911
1869
1893
1869
1880
1900
1896
1894
1898

1902
1902
1920
1903
1903
1922
1903
1917
1844



Violin (cont.)

Drobish,
Romberg,

Viola

Krasnokutsky, P. A.

Kornilov, S. V.

Cello
Drobish,

F.

F.

Meingardt,

Knekht,

Markus, K. K.
Elpidov, M. P.

Piorkovsky, L.
Gaaze, L. M.

Double Bass

Memel',

Ferrero,

Slovachevsky, M. S.

Flute

G. O.
Zhdanov, V. A.

Chiardi, Ts.

Vatershtrad, F.

Semenov, A. N.

Oboe
Brod,
Lebedev,

Amosov,

I.
G.

F.

I.

I.
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c.1796
1839 -

1884 -
1898 -

c.1796
1839 -

1858 -
1893 -~
1904 -
1906 -

1839 -
1858 -
1877 -
1891 -

1858 -
1887 -
1896 -

1845 -
1887 -

-~

1900
1919

1844
1844
1901
1907
1922
1908

1844
1877
1908
1922

1871
1896
1919

1914



Clarinet
Drobish, F. D.
Nidman, K. A.
Kavallini, E.
Fishman,

Arkad'ev, P. A,

Bassoon
Platsatka, I. K.

Horn
Shollar, F. F.
Franke, A. K.

Trumpet
Sadovsky, K. K.

Armsgeimer, 1. I.
Belkin, S. S.

Trombone

Belkin, S. S.

Piano
Drobish, F.
Promberger,
Kanille, F. A.
Rybasov, I. O.

Gol'dshtein, E. Yu.

Kopylov, A. A.
Reikhart, A. V.
Popkov, V. I.
Shtaak, K. F.
Gorbunov, A. Ya.
Shchiglev, M. R.
Vargin, K. K.

1834
1858
1862
1887
1893

1887

1886
1887

1887
1900
1887

1887

1834
1858
1858
1872
1877
1883
1884
1890
1891
1891
1892
1892

1836

1893
1918

1914

1922
1895

1900
1922
1919

1919

1836
1870
1862
1877
1883

1902
1902
1896
1919
1902
1902



Piano (cont.)
Komarova, E. Ya.
Poletika, A. I.
Abutkov, A. B.
Nozdrin, N. D.

Harp
Shollar, F. F.

Percussion

Semenov, A. N.

Harmon

Gabertsetel', I. K.
Bertol'd, K. F.

Hunke, I. K.
Shchiglev, M. R.
Rimsky~Korsakov, N. A.
Lyadov, A. K.
Vishnevsky, I. A.
Sokolov, N. A.
Abutkov, A. V.

Theory
Grankin

Linitsky

Ferrero

Hunke, I. K.
Kopylov, A. A.
Syrbulov, F. A.
Lyadov, A. K.
Sokolov, N. A.
Vyshnevsky, I. A.
Lyapunov, S. M.
Akimenko, F. S.

359

1903
1906
1907
1908

1886

1896

1859
1862
1864
1883
1884
1885
1892
1892
1907

c.1832
c.1832
c.1860

1864
1872
1878
1884
1886
1892
1894
1895

1922
1919
1913

1922

1919

1862
1864
1883
1902
1885
1902
1899
1922
1913



Theory (cont.)
Stepanov, K. P.
Barmotin, S. A.
Cherepnin, N. N.
Stepanov, V. I.
Chesnokov, A. G.
Tolstyakov, P. N.

Solfeggio

Lyadov, A. K.
Shchiglev, M. R.
Vishnevsky, I. A.
Stepanov, K. P,

Quartet class
Krasnokutsky, P. A.

Aloiz, V. F.

Orchestral class

Rimsky-Korsakov, N. A.
Krasnokutsky, P. A.
Markus, K. K.
Cherepnin, N. N.
Vliadimirov, M. V.

Music history

Puzyrevsky, A. I.
Preobrazhensky, A. V.,

Composition
Lyapunov, S. M.
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1895
1898
1898
1899
1901
1901

1885
1892
1892
1895

1899
1900

1883
1893
1894
1898
1901

1899
1902

1894

1907
1902
1900
1907

X

1920
1902
1899
1907

1900
1918

1893
1894
1901
1900
1917

1907

1902



Appendix 8: Concerts given by the St. Petersburg Philharmonic Society

Date

24.03.1802
31.03.1802
09.03.1803
16.03.1803
06.04.1804
15.03.1805
23.03.1805
30.03.1805
21.12.1805
28.02.1806
21.03.1806
23.12.1806
06.03.1807
27.03.1807

05.03.1808
18.03.1808

18.02.1809
18.03.1809
22.12.1809
16.03.1810
31.03.1810
22.12.1810
23.02.1811
16.03.1811
22.12.1811
08.04.1812
06.03.1813

Composer

Haydn

"
"
”
”

Mozart
Haydn
Himmel
Haydn
Handel
Sarti
Haydn
Mozart
A. J. Romberg
Haydn
Mozart
Haydn
Haydn

"
"

"

Cherubini
Haydn

"
Cherubini
Haydn

T. von Ferguson

Haydn

361

in conjunction with the Court Kapella

Title

Die Schopfung

” ”

Die Jahreszeiten

” ”

Die Schopfung

”" "

Requiem
Die Schépfung

Te Deum
Die Jahreszeiten

Messiah

Te Deum
Die Schopfung

Davidde penitente

Te Deum

Die Schépfung

Ave verum corpus

Te Deum

Die Schtpfung

Die Jahreszeiten

Die Schépfung

Die Jahreszeiten

Mass no.1l

Die Schépfung

L] ”

Mass no.l

Die Schtpfung

Oratorio

Die Schépfung




Date

27.03.1813

21.12.1813
19.02.1814
12.03.1814

21.12.1814

08.03.1815
01.04.1815
22.12.1815
01.03.1816
23.12.1816
15.02.1817
08.03.1817

22.12.1817
07.03.1818
28.03.1818
05.03.1819
20.03.1819

21.12.1819
19.02.1820

17.03.1820
22.12.1820

28.02.1821
22.12.1821
23.02.1822
21.12.1822

Composer

Beethoven
Himmel

Haydn

Handel
Beethoven

A. J. Romberg
Himmel

A. J. Romberg
J. S. Bach
Mozart

Haydn

"
"

”"

H. Muller
Mozart
Beethoven
Haydn

A. Feuchtner
H. Miller
Pergolesi
Mozart
Beethoven
Haydn
Cherubini
Mozart
Haydn
Beethoven
Mozart
Graun
Haydn
Graun

Haydn
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Title

Christus am Oehlberge

Vater unser
Die Schépfung
Messiah

Christus am Oehlberge

Das Lied von der Glocke

Vater Unser

Te Deum

Mass in B minor: Sanctus

Davidde penitente

Die Schépfung

Die Jahreszeiten

Die Schépfung

Der Erzengel Michael

Davidde penitente

Christus am QOehlberge

Die Schépfun
Te Deum

Der Erzengel Michael
Stabat Mater

Davidde penitente

Christus am Qehlberge
Die Schépfung

Requiem

Davidde penitente

Die Jahreszeiten

Christus am Oehlberge

Davidde penitente

Der Tod Jesu

Die Schépfung

Der Tod Jesu

Die Schépfung



Date

31.03.1823

26.03.1824
26.02.1825

31.03.1826
08.04.1826

24.04.1826
02.03.1827
23.03.1827
22.02.1828
14.03.1828

.03.1828
19.12.1828
27.03.1829
24.03.1830

11.03.1831
09.04.1831
09.03.1832
23.03.1832

01.03.1833
15.03.1833
25.03.1833
17.03.1834

19.03.1834

Composer

Mozart
Mozart
Beethoven

Hummel

A. J. Romberg

Mozart

I. G. Miller

D. A. Shelikhov

Haydn
Cherubini
"

Mozart
Cherubini
Rossini

Haydn

”

A. J. Romberg

Mozart
J. Fuchs

Cherubini
Mozart
Fux

Haydn

Beethoven
Cherubini
Beethoven
A. F. L'vov

”

Pergolesi
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Title

Requiem

Davidde penitente

Missa solemnis

Mass

Psalm 110

Requiem

Benefit concert for
widow of I. G. Miller

Die Schépfung
Mass no.2

" "
Requiem

Mass

Moses

Die Schopfung

" "

Psalm 110

Davidde penitente

Bog [God]
Benefit

Mass no.1
Requiem

Ave verum corpus
Finale to Part 1

of Die Schépfung
Mass in C

Mass no.4

Mass in C

Three Psalms

Bozhe Tsarya khrani [God save
the Tsar]

Stabat Mater



Date Composer Title
09.04.1834 Cherubini Mass no.2
16.03.1835 Haydn Die Schépfung
29.03.1835 L'vov Benefit
Weber
Meyerbeer
10.04.1835 "
22.02.1836 Mendelssohn Psalm 36
Haydn 'Spring & Summer'
from Die Jahreszeiten
07.03.1836 " 'Autumn & Winter'
from Die Jahreszeiten
Beethoven Symphony no.9
13.03.1837 Beethoven Christus am Oehlberge
23/7.03.1837 E. Fesca Psalm 103
26.02.1838 F. Schneider Das Weltgericht
12.03.1838 Mozart 4 Requiem
14.03.1838 Mendelssohn St. Paul
23.02.1839 Cherubini Requiem
09.03.1839 Haydn Die Schépfung
06.03.1840 S. Neukomm Psalms 45 & 46
27.03.1840 J. Elsner Triumph des Evangeljums
09.03.1841 Berlioz Requiem
11.03.1842 Fuchs J. Pyotr Velikii [Peter the Great]
Graun Der Tod Jesu
28.03.1842 " "
25.04.1842 Rossini Stabat Mater
30.04.1842 " " "
06.03.1843 Sarti Requiem
02.04.1843 - Charity concert
19.02.1844 S. Neukomm Psalms 45 & 46

Beethoven Meeresstille und gluckliche

Fahrt
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Date

04.03.1844
10.03.1845
27.02.1846
27.03.1846
17.02.1847
1848
4.02.1849
29.03.1850
05.03.1851
02.03.1852

14.03.1853

Composer

"

Mozart
F. David
"

Haydn
Mendelssohn
Mozart
Cherubini
Mendelssohn
A. F. L'vov

"
Haydn

Mozart
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Title

Symphony no.9
Requiem
Le Désert

11] ”

Die Schépfung

Elijah
Requiem
Mass no.2
Athalia

Bozhe Tsarya khrani

Stabat Mater

Die Schépfung part 1

Requiem



Appendix 9: Sacred Compositions by D. S. Bortnyansky

* Numbering used is that found in P. I. Tchaikovsky's Polnoe sobranie

sochinenii D, S. Bortnyanskago [Complete collection of the works of

D. S. Bortnyansky] vols.1-10 (Moscow, 1881-2)

.

O 00 NN O 00 & W N = =

II
10.

11.
12.
13.
14.
15.
16.
17.
18.

Works for three solo voices with choir

. Is polla eti [Hail to thee]

Da ispravitsya molitva moya no.l [Let my prayer rise]

” ” " " no. 2 " ” ” ”
” ” ” " no. 3 " " ” 7"

” " ” " no. 4 " ” " ”

. Arkhangel'skii glas [The archangel's voice] (znamennyi chant)

Voskresni, Bozhe [Let God arise]

. Nadezhda i predstatel'stvo [Hope and protection]
. Three-part liturgy including: Slava i nyne, Edinorodnyi Syne [Glory

now and forever, only-begotten Son]; Gospodi pomilui [Lord have

mercy]; Kheruvimskaya [Song of the Cherubim]; Veruyu [I believe];
Tebe poem [We sing to thee]; Dostoino est' [Meet it is]; Otche nash

[Our Father]; Khvalite Gospoda s nebes [Praise the Lord from heaven]
Blagoslovi, dushe moya, Gospoda [Bless the Lord O my soull”
Blazhen tot, kto sebya [Blessed is he]l?

K komu pribegnu inomu [I run to him]Z?

Works for four-part choir
Slava i nyne, Edinorodnyi Syne [Glory now and forever, Only-begotten
son] (Kievan chant)
Kheruvimskaya no.l1 [Song of the Cherubim]
" no.2 " o "
" no.3 " von "
" no.4 " v on "
" no.5 " " " "
" no.6 " o "
" no.7 " non "

Dostoino est' [Meet it is]
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19.
20.
21.
22.
23.
24,
25.
26.

27.
28.
29.

30.
31.
32.
33.
34.
35.
36.
37.
38.

ITI
39.

Angel vopiyashe [The angel cried out] (Greek chant)
Otche nash [Our Father]

Khvalite Gospoda s nebes no.l [Praise ye the Lord from heavens]

L ” ” ” no 2 " ” " ”" " "

Da ispolnyatsya usta nasha [Let our mouths be filled] (Kievan chant)

Slava Tebe, Bozhe nash [Glory to thee, Our God] (znamennyi chant)

Mnogaya leta [Many years] (Greater and lesser)

Slava i nyne; Deva dnes' [Glory now and forever: today the virgin]

(Bulgarian chant)

Gospodi, siloyu Tvoeyu [Lord, by thy strength]
Pod Tvoyu milost' [Beneath thy tender mercy] (Greek chant)

Irmosy pervoi sedmitsy Velikoi Chetyredesyatnitsy [Chants for the

first week of Great Lent] (Greek chant)

Nyne sily nebesnyya [Now the heavenly hosts] (Kievan chant)
[1] ”n " 1"* ” " " (Kievan chant )

Vkusite i vidite no.l [0 taste and see]

" ” 7" no. 2 " " ” ”"

Telo Khristogo priimite [Take the body of Christ] (Kievan chant)

O Tebe raduetsya, Blagodatnaya [Rejoice, Virgin]

Chertog Tvoi [Thy mansion] (Kievan chant)
Blagoobraznyi Iosif [The noble Joseph]

Priidite, ublazhim Iosifa [Come let us praise Joseph] (Bulgarian

chant)
Vecheri Tvoeya tainyya [Of thy mystical supper]®

Blagoslovyu Gospoda [I praise thee, O Lord]*

Slava v _vyshnykh Bogu [Glory to God in the highest]®

" " 7" " L] ” ” " L " 1

Da ispravitsya molitva moya [Let my prayer risel?

Pomoshchnik i1 pokrovitel' [Helper and Protector] (Greek chant)”

Plotiyu usnuv [Having fallen asleep in the flesh]~?

Pod tvoyu milostyu [Under thy tender mercy] (Kievan chant)?

Milost' i sud vospoyu tebe [Mercy and judgement I sing to thee]?

Works for double choir

Slava i nyne; Edinorodnyi Syne [Glory now and forever, Only-begotten

367



40.
41.
42.
43.
44,

45,
46.
47.
48.
49.
50.

51.

52.

53.
54.

Son]
Kheruvimskaya [Song of the Cherubim]

Nyne sily nebesnyya [Now the heavenly hosts] (Kievan chant)
Vkusite i vidite [0 taste and see]

Vecheri Tvoeya tainyya [Of thy mystical supper]

Da molchit vsyakaya plot' cheloveka [Let all mortal flesh keep

silence]

Tvoryai angely svoya dukhi [Creating the souls of angels]

V_pamyat' vechnuyu [To the eternal memory] no.l

” ” " " ” " ” no. 2

Vo vsyu zemlyu izyde veshchanie ikh [In all the lands] no.l

" " ”" " " ” " ” ” " no 2
.

Raduitesya, pravednii, o Gospodne [Rejoice, ye righteous, in the
Lord]

Yavisya blagodat' Bozhiya no.l [Present yourself before the grace of
God]

” ”" ” no . 2

” ” ” no . 3

1" ” " no. 4

Slava Otsu i synu [Glory to the Father and the Son] (Kievan chant)?®

Blagovestikh pravdu [The bells ring out the truth]?

Dnes' Khristos na lordan priide [This day Christ came to Jordan]*
O pashkha veliya [Of holy Easter]®

IV Works for four-part choir

55.
56.
57.
58.

Tebe, Boga, khvalim [We praise thee 0 God] no.l

” " ”" [1] ”" " " ” no. 2
” " ” " ” ” ” ” no . 3
" " ” ” " ” " ” no. 4

V Works for double choir

59.
60.
61.
62.

Tebe, Boga, khvalim [We praise thee O God] no.1l

" ” ”" ” " ” ” ”" no. 2
1] ” " ” " " ”" ” no. 3

" ” ” ” " " ” ” no. 4
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63 . ” 7" 7" ” 1" ” " " no. 5

64. " " " " " " " " no.6
65. " " " " " " " " no.7
66. " " " " " " " " no.8
67. " " " " " " " " no.9
68. " " " " " " " " 1o.10

VI Concertos for four-part choir

69. Vospoite Gospodevi pesn' novu [Sing unto the Lord a new song]

70. Torzhestvuite dnes', vsi lyubyashchii Siona [Triumph this day, all

ye who love Sion]

71. Gospodi, siloyu Tvoeyu vozveselitsya Tsar' [The King shall joy in
thy strength, 0 Lord]

72. Voskliknite Gospodevi, vsya zemlya [Make a joyful noise unto God,

all ye lands]

73. Uslyshit tya Gospod' v den' pechali [The Lord hear thee in the day
of trouble]

74. Slava v _vyshnysh Bogu [Glory to God in the highest]

75. Priidite, vozraduemsya Gospodevi [0 come let us rejoice in the Lord]
76. Milosti Tvoya, vo vek vospoyu [I will sing of the mercies of the

Lord for ever]

77. Sei den', ego zhe sotvori Gospod' [This is the day which the Lord
hath made]

78. Poite Bogu nashemu, poite [Sing praises to God, sing praises])

79. Blagosloven Gospod', yako uslysha glas [Blessed is the Lord for He

hast given ear unto my voice]
80. Bozhe, pesn' novu vospoyu Tebe [I will sing a new song unto Thee O
God]

81. Raduitesya Bogu, Pomoshchniku nashemu [Sing unto God our strength]

82. Otrygnu serdtse moe slovo blago [My heart is enflamed with the good

word]

83. Priidite, vospoim, lyudie [Come, O ye people, let us sing]

84. Voznesu Tya, Bozhe moi, Tsaryu moi [I will exalt thee! O my God]
85. Kol' vozlyublenna seleniya Tvoya, Gospodi! [How amiable are Thy
inharbitance, O Lord]
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86. Blago est' ispovedatisya Gospodevi [It is a good thing to give

thanks unto the Lord]
87. Reche Gospod' Gospodevi moemu [The Lord said unto my Lord]

88. Na Tya, Gospodi, upovakh [In Thee, O Lord, do I put my trust]

89. Zhivyi v pomoshchi Vyshnyago [He that dwelleth in the secret place
of the Most High]
90. Gospod' prosveshchenie moe [The light of Christ illuminates us all]

91. Blazheni lyudie, vedushchii voskliknovenie [Blessed are the people
that know the joyful sound]

92. Vozvedokh ochi moi v gory [I will 1ift up mine eyes unto the hills]

93. Ne umolchim nikogda, Bogoroditse [We, unworthy, shall never cease

glorifying the power, O Mother of God]
94. Gospodi Bozhe Izrailev [0 Lord, God of Israel}

95. Glasom moim ko Gospodu vozzvakh [I have cried to the Lord with my

voice]

96. Blazhen muzh, boisya Boga [Blessed is the man that feareth the Lord]

97. Voskhvalyu imya Boga moego s pesniyu [I will praise the name of God

with a song]
98. Uslyshi, Bozhe, glas moi [Hear my voice, O God]

99. Vsi yazytsy, vospleshchite rukami [0 clap your hands all ye people]

100. Skazhi mi, Gospodi, konchinu moyu [0 Lord, let me know mine end]

101. Vskuyu priskorbna esi, dusha moya? [Why art Thou lamentable, O my

soul?]

102. Da voskresnet Bog [Let God arise]

103. Gospodi, kto obitaet v zhilishche Tvoem? [Lord, who shall abide in
Thy tabernacle?]

- Chashchu spasenie [The cup of salvation I will take]®

- Na tya, Gospodi, upovakh [To thee, Lord, our hopes]?

- Nadeyushchiisya na Gospoda [He that trusts in the Lord]?

- Blazhen muzh [Blessed is the man]Z?
- Bozhe, sud Tvoi tsarevi dazhd' [0 God, give thy judgement]®

- Gotovo serdtse moe, Bozhe [My heart is ready, God]®

- Raduitesya, lyudie i veselitsa [Rejoice people and be glad]®
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VI Concertos for double choir

104. Ispovemsya Tebe, Gospodi, vsem serdtsem moim [We will confess thee,
0 Lord]

105. Khvalite, otrotsy, khvalite Gospoda [Praise the Lord, ye young
ones}

106. Priidite i vidite dela Bozhiya [0 come and see the works of God]

107. Kto vzydet na goru Gospodnyu? [Who will ascend the hill of the
Lord]

108. Nebesa povedayut slavu Bozhiyu [The heavens declare the glory of
God]

109. Kto bog velii, yako Bog nash [Who is so great a god as our God?]

110. Slava v vyshnykh Bogu [Glory to God in the highest]

111. Vospoite, lyudie, bogolepno v Sione [Sing people in Sion]

112. Se nyne blagoslovite Gospoda [Bless the Lord this day]

113. Utverditsya serdtse moe o Gospode [My heart is secure in the Lord]

Miscellaneous

- Concerto - Bogootets ubo David (6 parts)*

- Svyatyi Bozhe [Holy God]®

- So svyatymi upokoi [With the holy prophets]®

- Vechnava pamyat' [Eternal memory]®

- Slava 1 nyne, Deva dnes' (Greek chant)®

- Slava 1 nyne, priidite ublazhim (Bulgarian chant)?

- Slava i nyne (Gerasimov chant)?

1. F[addei] B[ulgarin], ‘'Deistvitel'nyi statskii sovetnik Dmitry

Stepanovich Bortnyansky' [State Concillor Dmitry Stepanovich

Bortnyansky] Severnaya pchela 118 (1825) pp.5-6
2. TSGIA £.499 op.1 ed.khr.2673

3. Contained in Sobranie chetyregolosnykh i trexgolosnykh dukhovnykh

pesnei [Collection of four-part and three-part sacred songs] (St.
Petersburg, 1834)

4. Rytsareva, M., Kompozitor D. S. Bortnyansky [The composer D. S.
Bortnyansky] (Leningrad, 1979) p.245

5. Contained in Sobranie chetyregolosnykh dukhovnykh pesnei
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8.
9.

upotreblyaemykh pri Vysochaishem Dvore [Collection of four-part

sacred songs used at the imperial court] (St Petersburg, 1834)
Contained in Recueil de Chants Religieux Russes a capella
(Paris, n.d.)

. TSGIA £.499 op.l ed.khr.1106 p.204 Concert programme 15 December 1865

Moskovskoe vedomstvo 98 (1795) Advertisement
TSGIA £.499 op.1 ed.khr.1689 p.1 List of repertoire 1895-97
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Appendix 10: Sacred Compositions by A. F. L'vov

i) Concertos

Glagoly moya vnushi [Inspire my words]*

Gospodi vo svete litsa Tvoego poidem [Lord in the radiance of your

face]l*

Prikloni Gospodi, ukho Tvoe [0 Lord incline thine ear}?

Uslyshi Gospodi molitvu moyu [Hear my prayer O Lord]*
Vozlyublyu Tya Gospodi [I love thee O Lord]*

ii) Sacred works for three, four and eight-part choir
Arkhangel'skii glas [The archangel's voice]?

Blagoobraznyi Iosif [The noble Joseph]*
Blagosloven gryadyi [Blessed is he that cometh]*

Blagoslovi dushe moya Gospoda [Praise my soul, O Lord] (Greek chant)2
Da ispolnyatsya usta nasha [Let our mouths be filled] (Kievan chant)®

Da ispravitsya molitva moya [0 Lord hear my prayer] (Kievan chant)?

" ” " ” ” " 1" ” " z

Da molchit vsyakaya plot' [Let all mortal flesh keep silence]?

Da vozraduetsya dusha moya [Rejoice O my soul]?
Dostoino est' no.l [Meet it is]?*

” ” no. 2 ” " " 1
" " no. 3 L ” " 2
" " no. 4 " 1" " s

Is polla eti [Hail to thee]>®
Kheruvimskaya no.l [Song of the Cherubim]*

" no.2 " won " *

" no.3 " "won " 2

[1] no. 4 " 11] " " 2
Kheruvimskaya " "on " (arr.)”

Khvalite imya Gospodne [Praise the name of the Lord]*

Milost' mira [Peace of the world] (Yaroslav chant)?
" " " " " ” ( TTB ) 1

Nyne otpushchaeshi raba Tvoego [Now lettest thou thy servant]*

Nyne sily nebesnaya [Now the heavenly hosts]?
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Otche nash no.l [Our Father]*
" ” no. 2 ” " a

Penie na liturgii sovershaemoi Arkhiereem [Chant for the liturgy for

ordination of an archbishop]?

Postimsya postom [We observe the fast]*

Postyashchesya bratie [Fasting brothers]?

Prechistomu Tvoemu obrazu [To thy pure image]*

Predlozhiv tainuyu post trapezy [Having offered the mystic repast]®

Predstoyashche krestu [To the impending cross]?

Priide post [Come Lent]*
Priidite vsemirnoe uspenie [Come universal death]?

Prizri na ny, vsepetaya [Watch over us, all-perfect one]?
Slava otsu i synu [Glory to the Father and the Son]®
Slava v vyshnykh Bogu [Glory to God in the highest]*

Stikhira na rozhdestvo Khristogo [Canticles on the birth of Christ]

(arr.)?®
Svete tikhii [0 gladsome radiancel®
Svyshe prorotsy [The prophets from above]?
" " (TTB)*
Tebe odeyushchagosya svetom [Who clothest thyself in light]*

Uyazvennuyu moyu dushu [My wounded soul]*

Vecheri tvoeya tainyya [0Of thy mystical supper]?®

Vizhd' moyu skorb' i bolezn' [Having beheld my sorrow and illness]?

Vizhd' tvoya prebezzakonnaya dela [Having beheld your unlawful act]*

Vsechestnoe vozderzhanie [Sanctified abstinence]?

Vskuyu univayushi [To all who are cast down]?*

Vzbrannoi voevodi no.l [Chosen by the Lord of Hosts] (Kievan chant)?

" p S
" no. 2 " " " ” ” ”

the

Zhelayushche bozhestvennaya paskhi prichastitisya [To take the sacrament

of Holy Easter]*

1. Cited in the catalogue of L'vov's musical compositions held in GPB
f.124 P. L. Vaksel' ed.khr.2591
2. Cited in Lisitsyn, M. A., Obzor dukhovno-muzykal'noi literatury

[Survey of sacred musical literature] (St. Petersburg, 1901)
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. Contained in the collection Dukhovnyya sochineniyva A. L'vova [Sacred

compositions by A. L'vov] published by Ershov (St. Petersburg,
c.1855)

. Cited in a concert programme of 15 January 1904, TSGIA f.499 op.1

ed.khr.2907 p.13

. Cited in TSGIA f.499 op.1 ed.khr.2889

Contained in the collection Stikhira v velikuyu subbotu na zautreni

vo vremya tselovaniya plashchanitsy [Stikhera for Matins on Great

Saturday to be sung during the kissing of the shroud of Christ]
(n.p., n.d.)

Contained in TSGIA f.499 op.l ed.khr.1689 p.l1 List of the choir's
repertoire May 1895-97
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Appendix 11: Sacred Compositions by N. I. Bakhmetev

Angel vopiyashe [The angel cries out]?

Blazheni yazhe izbral [He has chosen the blessed]?

Bozhe moi ne udalisya ot mene [My God do not leave me] (concerto)3

Da ispravitsya molitva moya [0 Lord hear my prayer]®

Da voskresnet Bog [God i1s arisen]?

Dostoino est' [Meet it is] no.1%
” [1] ” " ” no . 2 4

Dukh Tvoi Blagii [Thy blessed spirit]3

Egda slavnyi uchenitsy [Thy glorious disciples]®

Gospodi shto sya umnozhisha [Lord who in increasing]®

Gospodi vo svete litsa Tvoego poidem [Lord in the radiance of your
face]®

Gospodi vozlyubikh [Lord, those who love thee]?

Kheruvimskaya [Song of the cherubim] no.1%
" vt " no.24
" meoomon " no.3*
. moomow " no. 4%
" " "o " no.5%
" rtonon " no.6%
" "o " no.7%
" noomoon " no.8%
" oo " no.9s

Khristos voskrese [Christ is risen]?*

Khvalite Gospoda s nebes [Praise God from heaven]®

Milost' mira [A mercy of peacel?
Nyne sily nebesnyya [Now the heavenly host]“
Otche nash [Our Father]®*

Pod tvoeyu milost'yu [By your peacel*

Pomoshchnik i pokrovitel' [Helper and protector]?

Simvol very [A symbol of faith]°
Tebe Boga khvalim [We praise thee O Lord] (concerto for 2 choirs)®

" ” o ” " " ” " no. 1 8

” ” " 1" " " " ” no 2 8
-
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”"

"

"

" " ” ” " L ”" no. 38
" " ” ” " ” " no. 48
” ” " ”" " " ” no. 58
”" " " n n " " no. 68
” ” ” ” " " ” no. 78
" " " " ” " ” no. 8 8

" ” " ” " ” " no . 98

”" ” " " " " " no. 108

Tebe poem [We sing to thee]*

Telo Khristovo priimite [Take the body of Christ]*

Vecheri tvoeya tainyya [Of thy mystical supper]®
Veruyu [I believe]l”

Vzyde Bog [Confer O God]®

29

Prichastnykh stikh [29 communion verses]3

1. Contained in Sbornik tserkovnykh pesnopenii [Collection of church

chants] (Paris, n.d.) published by Bessel

2. TSGIA f.499 op.1 ed.khr.2889 List of approved works

10.

. Cited in Lisitsyn, M. A., Obzor dukhovno-muzykal'noi literatury

[Survey of sacred musical literature] (St. Petersburg, 1901)

. Cited in GBL £.380 k.9 ed.khr.1
Included in concert programme of 15 January 1912 TSGIA f.499 op.

ed.khr.2673 p.627

. Cited in GPB f£.805 op.l ed.khr.32 Bakhmetev, N. I.: Materialy
Included in concert programme of 4 December 1864 TSGIA f.499 op.

ed.khr.1106 p.188

. Cited in I1'insky, A. A., Biografii kompozitorov s IV-XX vek

[Biographies of composers from the 4th-11th centuries] (Moscow,
1924)

Included in concert programme 14 February 1864 TSGIA £f.499 op.1l
ed.khr.1106 p.76

TSGIA £.499 op.l ed.khr.1357a p.10 Letter from N. I. Bakhmetev
K. P. Pobedonosev no.2553 22 May 1880
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Appendix 12: Sacred Compositions by M. A. Balakirev

Angel vopiyashe [The angel cries out]*®

Da molchit vsyakaya plot' [Let all mortal flesh keep silence] (arr.)?

Da vozraduetsya dusha [Rejoice O my soul]l?®

Dnes' izhe na razumnykh prestolyakh [Today it is on mindful altars]

(arr.)>
Dostoino est' [Meet it is] no.l (arr.)?
Kheruvimskaya [Song of the Cherubim] (arr.)?

Khristos voskrese [Christ is risen] (arr.)?

”" ” " ” " 4
” " " " " 5

So_svyatymi upokoi [With the holy prophets]?®
Svyshe prorotsy [The prophets from above]?

1. Cited in Lyapunova, A. S., M. A. Balakirev: Letopis' zhizni i
tvorchestva [M. A. Balakirev: Chronicle of his life and work]
(Leningrad, 1967) p.419

Cited in Timofeev, G., 'M. A. Balakirev' Russkaya mysl' 7 (1912) p.72
GPB f.41 op.1l ed.khr.259 Autograph

GPB f.41 op.l1 ed.khr.261 Autograph

GPB f.41 op.l1 ed.khr.262 Manuscript copy

U &~ W N
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Appendix 13: Sacred Compositions by N. A. Rimsky-Korsakov

Chashu spaseniya [The cup of salvation] (arr.)?

Chertog tvoi vizhdu, Spase moi [I enter thy hall, my Saviour] (arr.)Z?

Da molchit vsvakaya plot' [Let all mortal flesh keep silence] (arr.)2
Dostoino est' [Meet it is] no.13
" ” " ” " no . 2 1

Irmosy Kanona na utreni v Velikuyu Subbotu [Irmosy of the morning kanon

for Great Saturday]“
Kheruvimskaya [Song of the Cherubim] no.13
" " "on " no.23
" " "ro" " no.3
" " "wo" " no.4*
" " *ron " no.5*
" " "on " no.6*
" " "ron " (arr.)?
Khvalite Gospoda s nebes [Praise God from heaven]?
" " " " " " " " no.l (arr.)*
" " " " " " " " no.2 (arr.)*

Krestu tvoemu [Before thy cross] (Kievan chant)?*

Kto est' sei tsar' slavy [Who is the King of Glory]*

Milost' mira [A mercy of peace]®
Na rekakh Vavilonskikh [By the rivers of Babylon] (arr.)Z?
Otche nash [Our Father]l®

Raduitesya pravednii [Rejoice ye righteous] no.l (arr.)?*

” " ” " " no. 2 (arr . ) 1

Se zhenikh gryadet [See the bridegroom cometh] (arr.)?

Spasenie sodelal esi [You have created salvation]?

Tebe Boga khvalim [We praise thee O Lord]*

Tebe poem [We sing to thee] no.1°3
" L] ” " " ” no . 2 1
” " " " " " no . 3 1
” ” ” L1 ” ”" no . 4 1
” ” " " 7" " no.s (arr. )1

" " " ” " ” no. 6 (arr . ) 1
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Tvoryai Angely svoya dukha [The Angelic Host] (arr.)?*

V_pamyat' vechnuyu [The memory of the righteous] (arr.)?*

Veruyu [I believe]?®
Vo vsyu zemlyu [In all the earth] (arr.)?

Voskresnyi prichastnyi stikh (arr.)?

Vsemirnuyu slavu [Glory to the whole world]>®

Vzyde Bog [Arise O God]*

Znamenasya na nas svet litsa [Bestow on us the light of your

countenance] (arr.)?*

1. Contained in Sobranie dukhovno-muzykal'nykh sochinenii i perelozhenii

N. A. Rimskogo-Korsakova dlya smeshannogo khora [Collection of sacred

musical compositions and arrangements for mixed choir by N. A.
Rimsky-Korsakov] edited by E. S. Azeev (St. Petersburg, 1915)
2. Contained in Rimsky-Korsakov, N. A., Sobranie dukhovno-muzykal 'nykh

perelozhenii [Collection of sacred musical arrangements] (St.
Petersburg, 1886)

3. Contained in Rimsky-Korsakov, N. A., Sobranie dukhovno-muzykal'nykh

sochinenii [Collection of sacred musical compositions] (St.
Petersburg, 1884)
4. Published in St. Petersburg by Schmidt, no date given
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Appendix 14: Sacred Compositions by A. S. Arensky

Kheruvimskaya [Song of the cherubim] no. 1*
" " " " " no. 2 2
" " " " " no. 3 3

Khvalite Gospoda s nebes [Praise God from heaven]*

Khristos voskrese [Christ 1s risen]*
Otche nash [Our Father]®

Tebe poem [We sing to thee]?

1. Cited in TSGIA f.499 op.1 ed.khr.1667 p.71 Letter from the
Kantselyariya of the Synod to A. S. Arensky 8 January 1897 no.117

2. Cited in TSGIA f,499 op.l ed.khr.1667 p.128 Letter from the
Kantselyariya of the Synod to A. S. Arensky 5 December 1897 no.7454

3. Approved by the Office of Sacred Censorship on 17 March 1903 and
published by Jurgenson
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Appendix 15: Russian language texts quoted in translation

Chapter 1

29. TycuH, U, N. n Tkaues, A. B., MocynapcTeeHHans axkajemuvyeckas Kanenna

umenn M. U. Tnunkn (Nenuurpaa, I957) c1p.28:

YueHne MmanoneTHuUx nNpUABOPHBIX NeBuux reHepanbacy He TOMbKO He
none3Ho, HO MOXET OTBneuvb OT HyKHeMWwuX NO3HaHMW, NPUNUUHLIX Byaywemy

COCTOAHUID UX AONKHOCTEN.

42. UFWA $.499 on.I ena.xp.297 n.3:
Nesueckuit gom 6bin 6e3 BcaAakaro npuaopa, U mebenu, He 6bvino paxe
NPUAUUHOrO MecTa ANA NeHUs, B cnanbHAX He BbLNO HU MOPAAQOUHLIX

Kpoaareﬁ, HU nocTtenbHaro npunuuyHaro 6ensbA.

43, Noxkuwuu, A. N., JleHUHrpaackas rocyaapcTBeHHas aKaAeMHUyeckas Kanenna

umenn M. U. Fnunkn (Mockea, 1955) cTp.8:

fl obyuyanca nerb y r. BOPTHAHCKOro ¥ NP UMEeHU ero A C yAOBOMbLCTBUEM
poobpaxanw MHOrue penetTuumMm ... OH BbHIN AapTUCT CHMCXOAUTENbHBINA,

nobpuit, noEGeaHsiit,

52. FapaHep, WU., <Anekceii degoposuu JlbBoB> MNpasocnasHbil nyTb (1970)
cTp.124-34:

I) Bce nesun 06nananwT UCKMOYMTENBHO XOPOWMMU FONOCAMM;

2) Bce romnoca nocraeneHw N0 Nyuwei UTanbAHCKOW MeToae;

3) Kak secb aHambnb, Tak W cono, NapTUU BENUKONEMHO BblyUEHH;

4) Kak HaxopAaumica Ha rocypapcTeseHHoi cnyxbe cneuyuansHo B KauecTee
uepKoBHbX nesuyux, xop Kanennw o6padyeT opHO uenoe v He 3aBUCUT OT
pasHbX chyuaiiHocTeil, a nesubl He NOCBAWAKT CBOEA AEATENbHOCTH

NOCTOPOHHUM AenaM.

56. UrMA ¢.499 on.I en.xp.297 n.3:
YueHuKku paspeneHs Ha Knacchi no cnocobwoctAam. B Mnapwem knacce yuat
My3biKanbHolt as3byke. B cpeaHeM uTeHW0 HOT, U pasyeTy B Mepe. B

CTapweM BbipaweHMid U NeHUw OTAEeNbHOMY, WnU cono.
382



57.

6I.

62.

63.

64,

UrnA ¢.499 on.I ea.xp.297 n.4:

Xop BCTpeuaeTcAa NO BTOPHUKaAM, ueTBepram u cy660Te anAa KOHUEpTHOro
penepTyapa, obyuyeHus U peBu3uu — OHM U3yuanT nedwne ¢ II u. po 2 u.,
MHOraa MeHbuwe. [nNA reHepanbHOro UEPKOBHOrO penepTyapa U U3yueHun
HaneBsoOB, MOMOXEHHHX B UETHPEXFONOCHYK rapMoHwio Apxuepew TypuaHMHOBY,

Xop BCTpe4yaeTCA NO noHeaenbHMKam, cpege U NATHUUE, B Te e BPEMEHU.

UruA ¢.499 on.I ea.xp.297 n.5:

lleTckoit cTon peweBne MPEeXHArO W nyduwe; oAeTh OHU ONPATHEE U BO BpPEMA
ny6nuuHbx npob nooT B cobcrteBeHHoM nnaTbe. CTonosoe Genbe, TOOAKYU,
noaywku, 6Galikopoe ogeano, u BecbMa AOCTaTOUHOE KONUUECTBO

noctenbHaro 6enbA GnamMckaro nonoTHa TaKke nNpuobpeTeHH.

UrMA ¢.499 on.I en.xp.297 n.6:

YcTaHoened B npou3soaCTBE aen Haanexawui nopaaok. 3aseneHsl Bxoasuua
M Wcxoaauma wypHansi. [IDUXOAHBIA U PacXOAHHIA KHUrU. [lONKHOCTHaA
nepenucka u npou(ee). TMoennky xe ocobbix UMHOBHMKOB Ha ceil npeameT
onpepeneHHbix He yMeeTcA, To B cBobogHoe OT AONKHOCTW BpeMA WHcnekTop

v lybepHep 3aHMMATCA CHMM AENOM.

JNoxumu, . Jl., 3aMeuaTenbHbie pycckue Xopb U WX AUDUKEDH (Mocksa,
1963) cTp.22:

HeT AOCTaTOUHBX CPEACTE K MPUAUUHOMY OOYUEeHMId ManoneTHUX NeBUUX.

leTn obyuanTCA TONBKO NEHUID, He MNoNy4yas HUKAaKoro obpasoBaHus .

NonoxeHne neBumMx TaAxenoe, oknaas Hebonbune.

UruA ¢.472 on.I ep.xp.3 n.I:

fl ... BCTPETHN MHOrMe HeAOCTaTKW KaK B OTHOWEHWU BOCMUTaHMUA
ManoneTHHX NEeBUUX, TaKk U B OTHOWEHUUW XO3ANCTBEHHON uacTu cero
33aBEAEHUA ... HET AOCTATOUHHIX CPEACTB K MPUAUUHOMY OByueHuio U K
HaanexaweMy 3a AETbMUW Han3opy ... ECAM OrpaHMunTbL NpeaMeT cero
3aBefeHUA OfOHUM MeHuem, Cell npeaMeT YAOBNeTBOPEH B MOMHOM Mepe, HO
6yne nNpuHATL B yBaweHuWe uTo Ao 60 MmanoneTHux B Kopnyce wusyumx peTei
TpebyioT HexkoToporo obpasoBaHusa, HEKOTOPOro MPUYFOTOBMAEHUA UX UNN K

cnyxbe vnu K kaxgomy nubo cesobosHOMY XyaowmecTBY, UTO camoe noMeueHue
383



69.

70.

CUX faeTedl U BHYTDEHHMA PACNOPAXKEHUA OTHOCUTENbHO COAEPKAHUA U

ynpaxHeHuin ux TpebyioT AgonKHaro Hap3opa U nopsaaka.

UruA ¢.I1I109 on.I eg.xp.59 n.33:

Yematpusaa, uto Gonbwas uyacTe ManoneTHux np(uaBopHbix) nesunx, umes
peunTenbHyl0 CNOCOBHOCTL K My3blke, B cBoBopgHble yach urpawoT camm cobow
n 6e3 BCAKAro NOUTM PYKOBOACTBA HA CKPUNKaAxX W NPOCAT NpuKasaTb UX
YUUTb CEMYy WUCKYCCTBY; coobpaxans npu TOM, UTO €CnU ManbuUUKU CUM
MOPAJOUYHO BblyueHbl ByayT, Torga OTKPOETCA MM HOBbHI NMyTb NPU Bbinycke
MX M3 NEeBYECKON Kanennb 3a CNageHWeM C ronocoB, U BO MHOMUX M3 HUX
pPa3BuioTCA My3blKanbHbiA CNOCOBHOCTU, B KOTOPHX OPKECTpH
MMn(epaTopcknux) TeapToB MOryT MMEThb HYKAY, A OCMENWBalCb UCNPaBuBaTh
conssonenun Bawe CBAaTnocTs a yupeauts 8 nesu(eckoit) kanenne ocobuil

Kknacc WHCTpyMEHTanbHON My3blKu,

UrvA ¢.499 on.I ea.xp.2925 n.3:

PaspewaerT:

I. Wa HanuuHaro uucna ManoneTtHeix nesuux uabparts go 30 u Gonee,
cnocobHelumx U wenaouux yuuTocs WHcTpymenTansHolt (kpome ayxosoit)
My3biKe;

2. Knacc MysuKu HasHauuTb nocne obepna;

3. Mo ycMmoTpeHuo Bawemy, HaHATb cnocofHOro u 3Hawowaro yuutens, C
TeM, uyTobGbl OH ofyuyan ManoneTHbX MrpaTb Ha BCeX WMHCTpPyMeHTax, rae
ynotpebnaeTcA CMHYOK; pacxoa OH HaHaeM cero yuurtens, KOTODHIA
oaHako Xe He ponwed npesswats 1,200 py6neit B roa, npousBoAUTb Ha
cueT aKoHoMMueckoi cymmul [lesueckon kanenns, B CoxpaHHoi KasHe
obpauawoueicn;

L. MysbikanbHsie MHCTPYMEHTH, KaK TO: CKPWMKMW, anbTh, BUONOHYENH W
KoHTpaback, KynuTb Ha CuyeT Kawxaoro yueHuka, usbpaswaro aAnA
YNpaXHEeHUA CBOUX TOT MNU APYro¥W UHCTPpyMeHT. [lo yBonbHeHun xe
TaKkoro yuyeHuka, UHCTPYMEHT ero ocTasnaTb B Kanenne, a eMmy BHpaTh
13 obueit 3KOHOMUUECKON CyMMbl Ty CyMMY, Kakas bGuna npu nokynke
3annauveHa 3a OHbI;

5. ExeroaHo npou3soauTb UCAbTaHWe B ycnexax obyuaoumxcs My3bike, W

npeacTasnATb MuHUcTpy MmnepaTtopckoro [iBopa o6 OTNUUMBULUXCA;
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6. Mo Bwbope u3 Gonbwux MNpuasopHLIX MleBunx OAHOro, 3aHWMaLWarochb
WHCcTpyMeHTanbHoOW My3bKOw, Has3HauuTb ero loMouHWKOM yuuTtens
My3bKW, C NPOX3BOACTBOM €My 3a cue He bBonbwaro wanosaHbA, w3
1,000 py6(neit), Ha yuuTeneit no wtaTy onpeaseneHHuXx, ¢ Tem, uTo6H
OH exeaHeBHO Habniopan 3a ynpaxHeHWeM YUauuXxcs;

7. OxkasaBuMXCA NO BpeMeHU HecCnocOBHbIMM M3 CEero Knacca BbKAOYaTb, M
ybuinbia MecTa 3aMemwaTb APYrWMWU;

8. Ecnu HekoToptie U3 cnocoBHelwnx ManoneTHHX NeBuux, Byayuu BAM3KU K
cnajeHWio c rosoca, He ycnewT YTBepAWTbCA B MHCTPYMEHTanbHOM
My3blKe, TaKOBHX MO CNageHUM C ronoca NepesoauTb B TeaTpanbHyo
wkony, c cornacua HauanbcTBa OHOI, €CnU BHNYWEHHLI nNesunit Toro
noxenaet, a B llkone bByaeT BakaHuuA;

9. Ecnu we yuauuiica poiigeT ywe ao Toro, uto 6ypeTt TBepa, Kak B
cBO6OAHOM UYTEHUU HOT B CaAMOM TPYAHOM UX CNOKEHUU, TaK U B CaMOM
WCNONHEHUU UCKYCeH, Takosoro npu suinycke u3a Kanennu, 6yae
noxenaet, HaaHauaTe B OpkecTpu UMnepartopckux TeaTpoB, C NPUNUUHBIM
ManosaHbeM No Mepe UCKYCCTBA ero, pasyMes B TaKOM cnyuyae, Korpa

OupekTopa TeaTpoB M3BABAT Ha NPUHATHE OHOIrO CBOE cornacue.

Opnosa, A. A., JleTonucb XM3HW W TBOpuyecTtBa M. U. Inuukn (Jlenunrpaa,
1978) crp.Il4:

Bricouailwe noseneHo Ha3HauuTbL ¢nurenb agb»owTaHTa JlbBOBa McnpaBnAWUM

AONKHOCTb AUPEeKTopa, a TUTYNAPHOro CoBeTHUKA FnuHKy KanenbMmeicTepoMm

¢ wanosaHbem 1500 p. u ctonoewix I000 p.

nuuka, M. U., 3anuckn (Mocksa, I1988) crtp.75:

Korpa B nepsuiii pa3 ABWMNCA A ANA NperogasBaHWA C MenoM B pyKe, Mano
Hawnocs OXOTHMKOB; Bonbwas uvacTb GonbwmMx NesBYUX CTOANa noopans C
BMAOM HeaOBEpuMUBHIM, U Aaxe HeKOoTopHe M3 HUX ycmexanucb. f, He
ofpamas Ha TO BHUMAHUA, MPUUANCA 3a AENO TaK YCEPAHO U, CKakKy nake,
NOBKO, UTO MNOCNe HEeCKONbKUX YPOKOB BCe NOUTU Bonblie nNeBuUUE oo .
NPUXoAuMNU KO MHe Ha neKkuun. Moh cnocob npenogasaHUAa COCTOAN B
pa3bope ckanul, O3HauYeHUA NOMYTOHOB, CNEACTBEHHO, MN3bLICKAHUA MNPUUUHDI
ynoTpebneHMa 3HAKOB NOBLIWEHUA U MOHUKEHWA; BNOCNEACTBMM Nucan A Ha

AOCKe ABYXromnocHuHe KopoTkue 3apaum (Satze ), 3acTaensn cnepsa caenaTthb
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87.

89.

90.

97.

08350D, nOoTOM CneTb OAHY, NMOTOM pasobpaTb U cneTsb APYryn napTuio,
NMOTOM BCeX BMecCcTe, CTapancCh o6pasoBaTb CfyX YUEHUKOB MOUX U BbLIBEPUTH

ronoca wmx.

Fnuaka, M. W., 3anucku cTp.77:
Mou 3aHATMA C nMesuyMMM WNM BeCbMa ycnewHo, U A Buaen GuicTphe ycnexu

YUYEHUKOB MOUX, KOTOPbLIE Havanu yxe pa3bupaTb HOTH AoBONbHO cBoBoaHo.

UrvA ¢.499 on.I ea.xp.293I n.I:

CaMbii 3HauuTenbHbii B UEPKOBHOM My3tiKe HeaocTaTok B Poccun ecTeb
pasHoobpasue M HenpaBUNbBHOCTb B UCNOMHEHUM OHOM B Pa3HLIX 2NAPXUAX,
rae pereHTo Syayuu Gonbwero uyactTuio noau He obpas3osaHHbe M He UMebuue
crnyuasa cnbiwaTbhb KakK UCNONHANT UepKOBHYW My3bKy B [llpuasopHoOit nesueckou
Kanennu, obyuawT XOps Kawabi NO CBOEMY pa3yMeHul v BoBnekascb Gonee
u 6onee B rpy6ua ownbku, BOABOPANT B HECPaBHEHHOEe Halle UEepKOBHOe
neHne Takua HecoobpasHocTu, KOTOpPHA 6e3 ocobeHHOro cowaneHuAa cnblwaTtb

He BO3MOXHO.

me ¢.13:

I. Per(eHTckue) kn(acce) OTKPHTH ANA BCeX xenaowux o06yuyaTbCs
pereHTCKOMy neny;

2. OKOHUMBWMM Knacch BbinaeTCA aTtTecTaT Ha npaso ofyyaTb neBuyeckue
XOpH LEPKOBHOMY NEHWI0}

3. MpenonaBaTenAMuM B KNaccax COCTOAT YUUTENA NEHUA M UX MOMOWMUKM}

4, Nnata 3a obyuenue B Knaccax: mnagw(em) — 30 p(y6neit); cpeaHem I50
p(y6neit); soicuem — 300 p(y6neit) B roa (2Ta nnata uaet Ha

coaepxaHue npenonaaareneﬁ).

UrvA ¢.1109 on.I eg.xp.59 n.I110:

CTyaeHTH AOMKHL BbITb:

I. He Monoxe 25 neT U UMEeTb O UEPKOBHON My3tiKe XOTA HeKOTopoe
NOHATHE ;

2. pnomxHbl 6uITL CHabxeHbl NPUMMUHOI OAEWAO, CKPUMNKOW CO CMLIUKOM,
KaMepTOHOM U aeHbramu no 30 py6(neit) cep(eBpom) Ha nokynky HOT;

3. B xanenne oHn o6s3aHb HaxoAuTbCA exepHesHo oT 9 u(acos) yTpom ao
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uyaca nononyaHu. [poaoBONbCTBME M KBapTUPH MX OT Kanennu He
3aBUCAT;

Kaxablil YUeHUK Npu NOCTYNNEHUMM B KNacC pPereHToB BHOCUT 3a ceoe
roauMuHoe obyuerune 30 py6(neit) cep(ebpom);

B Knacc pereHTos MOryT noctynarb noau BCAKOBO COCNOBMA U C
ronocamMy cambiMm cnabbiMM, HO VMEOWWA YMCTBEHHHA CrnocoBHOCTM ans
cBoero Byaywaro HasHauyeHus;

BpeMA, KOTOpoe yueHuk aomkeH npobuTs B Kanenne, 6yner sasuceTs oT
ero cnocobHOCTU M CTapaHuA; a NO3TOMY €CNMM NO UCTEeYEeHUW roaa OH
elle He KOHUWT MeHbwaro Kypca, To obasaH BHOBb BHecTu 30 py6(neit)

cep(eﬁpom) 3a npoponkeHune yueHMA ewe Ha ropf.

99, fibsos, A. $., 0 uepkosHux xopax (Ct. Netepbypr, I853) ctp.5-6:

PereHT, AnA Haanexaworo UcnonHeHusa csoei 06A3aHHOCTMU, AONKEH 3HATb:

I.
2.
3.
b,
5.
6.
7.
8.
9.

Bb6MPaTh PA3HOPOAHbE ronoca ANA NOCTYMNEHWA B Xope;

rammy, wnu aabyky, BCeX HOT U WX HaUMEHOBAHUAMW WU WHTepBanaMu;
BCEe TOHbl, MAW napb;

NepeHOCUTb YMCTBEHHO [aHHbIi TOH Ha APYroW MOCPEeACTBOM KaMepTOHa;
cnocob nNpaBunNbLHOro ¥ BEPHOroO MPOUM3HOWEHWA CNOB U 3BYKOB;

Tabnuuy akKopaos;

npaBuMnNbHOE U HenpasunbHOEe NOoCnefaoBaHWe TOHOB;

pasaeneHve HOT Ha TaKTh pa3HOro paamepa, u csobofHoe uTeHue HOT;
Hebesnone3Ho 3HaTh ynortpebneHue kakoro nubo My3biKanbHOro
WHCTpyMEeHTa, No KpaiHeit Mepe CTONbKO, CKOMbKO HYXHO ANA NOBEpKU W

PYKOBOACTBA NOOWUX .

104, Ur¥A ¢.I109 on.I ea.xp.59 n.35:

Mo HasHauyeHMU MeHA B AOMKHOCTL AupeKkTopa [IpnABOPHOW NeBUYECKOW

Kanenns, ybexaeHHw#i B nonb3e, KakaAa NPOW3OATH MOMET OT yupexaeHwun
NPOYHOrO KNacca WHCTPYMEHTANbHOW MY3HKM ... A PEWMNCA Ha CaMoM aene
caenaTh ONHT, W B3AB NYUYWMX YUMTenei MHCTPYMEHTANLHOM CTPYHHOM
MY3bKW, OXUAATb, KaKvue uepes HEeKOTOPOe BPeMA OKaKyTCsA ycnexu B
yuaumxca. Bocemb Mecaues gocTaTouHo 6HAM ANA YROCTOBEPEHWA, 4TO
Monoasie N0aAM, U HEKOTOPHE M3 HUX OKasanu cnocobBHOCTM npeBOCXoAAuMUe

BCAKMe oxmnpaanuA. [lpocsba obpaTuTe BHMMaHue: OMLIT nokasan
387



HeobxoauMoCTb MHCTPYMEHTanbHeX Knaccos U COCTasneHue HOBOIMo
npoexkTa, pacuMTaHHoro Ha 5 ner. Yepea 5 net 6ynyT pesynbTtaTthl U

oTnapnet HeobxoAMMOCTH B MHOCTpPaHuUAaX.

106. UMWA ¢.499 on.l en.xp.2927 n.h:

1. Nna cero knacca Ha3HauaeTcA M3 uMcna ManoneTHWx nesuMx ot I5 go
20 uenosek;

2. TakoBoe Ha3HaueHue AenaeTcA NO COECTBEHHOMY XenaHuo
BOCMNUTAHHUKOB, pPaBHO NPeaocTaBNAeTCA MM camuMm usbpanue
WHCTDYMEHTa, K KOTOPOMY Kawauii 6Gosiee uyBcTByeT CnocoBHOCTH;

3. Mupextop Kanennu ob6asaH M3bpaTb NO OAHOMY YUUTENO ANA CKPUMNKMH,
BMONOHUenAa u KoHWTpabaca (Ha ceM nocnegHeM WMHCTpyMeHTe MOryT
yuuTsca u Gonbuue nesuve) M HaA3HAUUTL YacCh ANA YUYEHUA B CeM
Knacce;

4, Te n3 yueHukos, KOTOpHE CNaayT C ronocos, He OKOHUWUB ele
UHCTPYMEHTAanNbHOro yyeHus, NpeacTaBnAlNTCA K BHINYCKY Ha MPEXHbIX
npasunax, He NUWARCb 3BaHWM, KOUX OHW YAOCTOATCA, a ANA
NPOAOCNKEHUA YUEHUA WHCTPYMEHTanNbHOro AO3BONAETCA MM OCTasBaTbCA
Ha »utenbctee B8 Kopnyce, ¢ TeM, uTOoGn Ha CTON uUX U ogexAay
ynotpebnAanuce y Kaxaoro cob6CcTBeHHas 3IKOHOMUUECKAA CyMMa,
cbeperaemans u3 onpeaeneHHOro OT Ka3Hb COREpPWaHWA BO BpeMA
CNYKEHUA WX NeBUUMU;

5. KanenbMmeiicTepy Teapaeiickoro Kopnyca noctasnfaetca 8 o6A3aHHOCTH
n3bpaTb M3 nyuywux My3biKaHToB [Bapaelickux NoNKos Tex, KoTophHe
ocTaeTcA aocnykusaTb B nonkax ot 4 go 5 ner, npepHasHauan ux, no
nofiyyeHUn OTCTaBKU, K nomeweHuno B TeaTpanbHbie OPKECTPH, U UMEHHO
ana asyx é¢neit, aByx roboes, ABYX KnapuHeros, ABYX ¢aroros, Tpex
BONTOPH, ABYX Tpy6 W oaHoM nutasph, scero I4 uenosek. B cnyuae
ybbinu cUX My3blKaHTOB, OHaA MOMOSHAETCA Taxkum xe obpasom;

6. Mpogonkan o6asaHHOCTHU CBOM no cnywbe B nonxkax, OHW cobupanoTcA B
Kopnyce lpuasopHoii neBueckoi Kanennu oavH pas3 B Hepenw AnA
obwaro knacca;

7. TeM 3 cux My3bnKaHTOB, KOTOphie, AOCNYKMB CpPOK B noOnKax, He
OKOHYaTb elwe yueHUA B WHCTPyMeHTanbHoM knacce Kopnyca,

AO3BONAETCA COXPaHATbL UX 3BaHWe KW NOMbL3OBATLCA coaepxaHueMm B
388



nonky ewe HekKoTOopoe BpeMA, HO He Gonee ogHOro ropa;

8. Kawxauii My3blKaHT, Kak U3 MOMKOBHX, TaK u M3 yueHukos Kanennu,
OKOHUMB NOMHOE YUYeHWe WUHCTPYMEHTaNbHOW My3biku, cHabwaeTcs
aTTecTtaTtoM, 3a noanucaHuem [lupekTopa U TOro yuutena, y KOTOporo
OH YUYMNCA;

9. ATTecTaTh CuMM TPOXOro popa:

a) AttectaT nopa MI, BbpaeTca TOMy M3 YUYEHMKOB, KOTOPHI TanaHTOM
CBOUM nNpeB3oifeT AOCTOMHCTBO OPKECTPEHHO My3biKaHTa, a
npepocrasnfeT eMy coBepileHHYl cBoboay B u3abpaHun obpasa
cnywbe n saHATui. TakoBeA nocTynaonT B TeaTpanbHuia [Iupexkuwu,
6yne oHusa nowenaoT, c wanosaHuem no 2500 py6Gneit B rom, u
nons3yoTCA nNpaBaMM TeaTpanbHbiX apTUCTOB;

6) Bce npouve MysuKaHTH, no ssxoae u3 Kopnyca, nocTtynaioT s
TeaTpanbHue opkecTpw C wanosaHuem no Attectaty noa M2 2000
pybneit B rop, a no arrectaty noa N3 I500 py6neit u Takwe
nonNb3ywTCA npasamMum TeaTpanbHbX apTUCTOB;

10. AvupekuuAMm noctaBnaeTcA B 0B6A3aHHOCTbL, NPU ABYX KaHAuAaTax
OAMHAKOro TanaHTa, Ha OQHO BaKaHTHOe MecTo, Bcerga npeanounTtaTthb
CTOPOMHEMY UMW MHOCTPaHWy TOro, KOTOPHA UMeeT aTTecTaT
NpuasopHoit Kanennwu;

ITI. Exenu [vpeKuuMnm B HEKOTOPOrO U3 CUX MY3bLIKAHTOB, HAnoObBHOCTU UMETbL
He 6yayT, TOo uMm npepocTtasnaetcs uabpaTb nopg cnyxbe n 3aHATUA no
ux cobcTeeHHOMY BHOODHI;

I12. KaxpoMy BOCNUTaHHUKY, KOHUMBUWIEMY YueHbe ¥ MONyuuBweMmy aTtrecTarT,
suaaeTcAa npu eunycke no 500 p(y6neit) accurHaumamu Ha

nepeoHayansHoe ob3aBeneHue.

109. NlbBoB, A. ®., <3anuckn> Pycckwuit apxne 5 (I884) ctp.80:

(A) saBen Bce, uTO HYKHO ANA nonesHaro o6pa3oBaHMA YUEHWKOB:
Bunucan us lapuka MHCTPYMEHTH, NPaBUNbHO CAenaHHbe U PasHoU
BEeNVUUHL, coBpan MHOKXECTBO HOT 3HAaMEHWTHX COuMHMTenei, ynorpebun Ha
Bce 310 Ao I2 Tucau p(y6neit) accur(Haumax) cobBcTeeHHbix aeHer. [leno

wao0 nyJile yemM OXMAATHb Bbino MOXHO.
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II3.

115.

117.

121.

Jlbeos, A. 9., <3anuckun> cTp.80:

Jk3ameH Bbin OTNUUHLIE, U NATb My3biKaHTOB no obuwemy opobpeHuo
Ha3HauyeHo B NPUABOPHLIA OpKeCcTP. B 3Ty MUHYTY A Gbn UCTUHHO B
BOCTOpre, MOfIOKUB OCHOBaHWe Aeny CTOMNb MOME3HOMY; 3Ta MUHYTA
BO3HArpaguna MeHA 3a Bce: 3a Tpyas, 3a BpeMA, 3a pacxopb. Mowm
Monopabie MOAU, BUAA MepBbie NAoAb CBOUX TPYAOB, FOTOBUMUCHL ewe C

6onbwnM pBEeHWEM NpoaomMKaThb 3AHATUA.

NleBoB, A. ®., <3anucku> ctp.80:

B oauH Beuep u B oauH uvac nonyuyaw ase Gymaru: oaHy OT AMpeKTopa
TeaTposB, UTO MPEACTABMEHHBHE MHOK K BHINYCKY My3biKaHTH B AUPEKUUID
NPUHATH, U APYTYI0 U TEM Xe NOCNaHHLIM AUPEKTOPa OT MUHUCTPa, UTO
Focynaps WMnepaTtop, 3a HeuMmeHuem cBoBOAHLX CYMM, NpuKasan Knacc
3aKkphTb. Untas 3Ty Gymary, A He Bepun rnasaMm MOMM; A He Mor

Bo3anepxaTbL cCnel3, TakKaa HecnpaBuanNUBOCTbL Kal3anaCb MHE HeBO3MOXHOW.

UrvA ¢.499 on.I ea.xp.59 n.70:

I. NonkoBeiM My3nKkaHTaM npukasaHo Gonbile He XOAUTHL B Knacc;

2. Yuntenam npekpaTUTb UX YPOKH;

3. U3 uncna yuyeHUKOB, 3aHUMABWUXCA MY3HKOI, HEKOTOPHI NPUMCNaHH
cnyxebHba MecTa;

4. WHcTpymeHTn BoOOwe oT BCEX My3nKaHTos oTobpans MU B HaanexaueMmcs

nopAake HaxoaAtTcAa 8 Kanennu.

UruvA ¢.499 on.I ena.xp.1054a n.I:

ExeronHo Gonee u Gonee 3aTpyAHEHMA NPUUCKUBATL UM cnykebHue MecTa,
KaK no MHOXECTBY MenaouwmxX 3aHATb OHbE, TaK NO OrpaHUUEeHHOCTH
npeanaraeMoro cogepxaHua, U cuutana obaszaHHOCTMI 03aboTuTbCA

6y AyWHOCTHIO ManoneTHHX BBHMNAEMbIX UX POAUTENAMU MOMEYeHUIo
NpasntenbctBa, A HeMOr HeobpaTUTb BHMMaHMA Ha ybGeauTenbHbiAs NPocbOH
MHOFUX U3 HUX, KOTOphie NPOCAT oByuaTbCA UHCTPYMEHTanbHOW My3bike,
uMes B Buay upes3 To ceBobogHee cHuckuBaTb cebe cpeacTsa K
cyuecTsoBaHuio, unu 3neck B C.MeTepbypre, unu B OAHOIR M3 BHYTPEHHBIX
ry6eprsuii rpe yuutena Mys3blKM BecbMa peaKku, a BO MHOrux ryb6epHuax u

BO BCE€ MX HEeT.
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122. UrWA ¢.499 on.Il en.xp.1122 n.52:

lonoxeHue O WKone WHCTPYMeHTanbHOW My3uku npu [puasopHoit lesueckoit

I.

2.

b,

Kanenne.

I Cocrtas wkonb M NOPAAOK onNpeaeneHUA B OHYL
Npu NpupsopHoit Nesueckoir Kanenne u 8 aoMe en, yupempaeTcA wKona
WHCTpYMeHTanbHoM My3uku Ha 30 yueHukos;
B uncno yuenukos nonarawntca: 15 n3 manoneTHuix lpuaBOPHHX neBuux
ANA UFrPaHWMA Ha CTPYHHBIX MHCTPYMEHTax ¥ 15 u3 KaHTOHuCTOB
MBapAeACKUX NONKOB, FOTOBAWMXCA B My3bIKaHTb, ANA UIrpPaHUR Ha
AYXOBLIX WHCTPYMEHTax;
YnpasneHue wkonu coctasnanT: [upektop u ero lomouunk, oba
HagHauawTcA MuHucTpom UMmnepaTtopckoro [lsopa, nepsuii no
HenocpeacTBeHHoMy ero u3bpanuw # Beicouaiiwemy locypapa UmnepaTtopa
yTBEPKAEHWIO; @ nocneaHuin no uabpanuw [QupexkTopa;
Npu wkone cocToAaT 6 yuuTeneir, nabupaembix U YBONbHAEMBIX €A
JIMpeKkTopoM, NO NUCbMEHHBIM C HUMWU YCINOBUAM, B KOTOPHIX
onpepenAeTcA W nnata WM, B M3BECTHble CPOKU, UNU no uacam. [nara
“X NPOU3BOAUTCA M3 oTnycKaemuix ocypnapcTeeHHbiM KaaHauedCTBOM Ha
coaepxaHue wkons eweroaHo 3,500 pybneit cepebp(om) k koTopbM B
nepeuii rog umeeTt 6umTb npubasneHo, ANA HauanbHOro ob3aBeaeHUn,
ewle eauHospemenHo 2747 py6(neit) cepebpom;
YueHnku B wKONy ONPeAenAnTCA: U3 ManoneTHux [puaBopHbX nesunx no
HasHaueHuo AupexTopa fesueckoit Kanennu u no cobcrTeeHHOM
ManoneTHLIX XenaHuw; U U3 KaHTOHUCTOB, NO cornaweHuo [upekTopa

wxkons ¢ Hauaneuuxom lltaba Msapaeiickux u peHapepckoro Kopnycos;

II 06a3aHHOCTM npaBa U OTBETCTBEHHOCTb UMHOB WKOML
[npeKTOp WKOMb €CTb MNONHLIK es XO3AH M pacrnopaguTens U Ha CeM
OCHOBaHUU:

a) PacnopskaeT OTnNycKaeMbiMU Ha WKONY CYMMaMu, MOKYMKO0
WHCTPYMEHTOB, HOT U BCero AnA Wwkons Heobxoaumoro, c
Hagnewauwero B TOM OTYETHOCTMIO, nped B MuHUCTPOM
WmnepaTopckoro [leopa,

6) Pacnpesenser BpeMa anA Knaccos, obuux npo6, 3K3aMeHOB W
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7.

I0.

A)
II.

IZ.

npouve U pyKkosoacTByeT Bcero Boobue yuebHow uyacTuo,
B) MpuHMMaeT U yBUNBHAET yuuTeneil U YUEHUKOB Ha U3NOKEHHHLIX Bbille
HWXE OCHOBAHUAX;
NomowHnk [upekTtopa, COCTOA B AOMHOM pacrnopsweHun [lupekTtopa,
WCMONHAET NO wWKone BCe OT Hero NopyuyeHHoe;
Yuutensa ABNANTCA B WKONY B Ha3HaueHHble UM AHW WM uvachl W
3aHUMANTCA C YUEHUKaMU MONOKEeHHOe BpeMA; NpU uyeM obAasaHn Takwe
HaxoauTbCcA Ha obumx npobBax, 3K3aMeHax M COBewaHUAX U
noanucesaTtb, BMecTe ¢ [IMPEeKTOPOM, aTTeCTaTH BHMYCKaeMblXx W3 WKOnNL
YYEHUKOB;
YunTena wkono KakK U3 PyCCKUX NOAAAHHBHX, TaK W U3 UHOCTpaHues,
6yne OHU He COCTOAT B Kakoi nubo uHoit cnywbe, nonbaypTCA,
OTHOCUTENbLHO MEeHCUH, NMpasaMy U NpPeuMyumecTsaMm apTUCTOB
WUMnepaTopckux TeaTpos;
NopAAOK OTBETCTBEHHOCTHU crnepyeT NOPAAKY NOAUMHEHUA, U TaKUM
o6pa3oMm 3a BCAKYIO HencnpaBHOCTb unu Ge3nopAagok no wkone,
IupekTop oTBeyaeT K MunucTpy WMnepatopckoro [iBopa; a [MoMouwHuk
JvpekTopy; YuuTens e 3a HeucnonHeHue ux obaszaHHocTei
noaseprawTCcA, NO ycMoTpeHuo [upekTopa, WNU AeHewHbiM wTpadam, wnu

YBONMbHEHUID UX OT WKONbI;

III 06 yueHnukax
NMonoxeHus obuma |
lens wxkons ecTb €AUHCTBEHHOE npenogaBaHue yueHuKaMm es
UHCTPpYMEHTanbHOM My3tiku, 6e3 BCAKOro Apyroro yyacTus B UX
BOCNUTAHUK, W NOTOMY OHWM HEUMMENT OT WKOMbH HU NMOMeweHua, HU cTona
W OAEAHUA, UCKMIOUAA YUEHWKOB U3 ManoneTHuX [pUABOPHLIX NeBunX,
KABYWMX B cCaMoOi Kanenne, U Tex U3 HUX, KOTOPbHE cnapgyT C ronfocos,
He OKOHUMB eule KypCa WHCTPYMEHTANbHOro yueHuA. CuUM mocneaHwuM,
ANA NPOJONKEHWA TaKOBOrO yuyeHuAa, Takxe poseonserca, byne
noxenAnT, OocTaBaThCA Ha xuTenscTBe B lleBuecxkom Kopnyce, c Tem
utobn Ha cTOon UX U opexaul ynotpebnanacek cobcTBEeHHaR KawAoro
3KOHOMUUeckan cymma, cheperaemans M3 onpegeneHHoro OT KasHu, BO
BPEMA CAYKEHUA UX NEeBUMMU COfAepKaHuA;

YUEeHNKN 13 KaHTOHUCTOB, HE XMBYWME B Camoili ukone ANA ObBydveHus
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I3.

Il’.

I5.

16.

17.

18.

UX, NPUXOAAT B ornpepeneHHve [IMPEeKTOPOM 4YacH M OCTARTCRA B Hel
CKOMBKO UM NPU3HAHO BHAET HYXKHHIM;

Bce yyeHuku, Bo BpemAa oByueHUMA UX B wWKoOMe, HAXOAATCA B MOMHOM
pacnopaxeHud [lupektopa n 6e3NpeKoCnNnoBHO UCNONHANT BCe ero
NpUKa3aHuA;

HukTo n3 yueHukos, uWMeEWUX NO CBOEMY MPOUCXOXAEHWUIO NPaBO Ha
cnywby KOPOHHYI0, 4Upe3 NOCTYNAEHWe B WKONY He NUwaeTcs cero
npasa, nabsl B cnyuyae yBeubR UMW APYFUX MPUYUH, NPENATCTBYIOUX
APOAONKEHWUI0 ero 3aHATUW B WKone, He ocTaeaTbCA 6e3 BO3MOKHOCTMU
cHuckusaTb cebe nponuTaHue APYrvuMM Tpynamu;

NpUUNHL K YBOSMIbHEHUID YUEHMKOB M3 WKOML Npexpe OKOHUaHWA MUX
obpasosaHuna, MoryT 6biTb TPOAKOro poaa: a) AO3HAHHAA Ha onuite
HecnocobHOCTb; 6) HEeUCnpaBHOCTL MM NEHOCTb, €CNU MPUHATHIA
NPOTUB Cero UcCNpaBUTenbHHA Meps OCTaHyTCA 6e3ycnewHbiMM U B) He
uaneunMbia 6oneann, yseube UMW HAKOHEU AOMAWHUA 3aCNYKUBALWUA
ocobeHHOro BHMMaHUA obcToATenbcTBa. CTeneHb yBaXUTENbHOCTU CUX
NPUUKH NPEfOCTABMRETCA JIMUHOMY YCMOTPEHUI0 U paspeleHuio
RvpekTopa, KOTOpbii B NOoAoGHHIX Cnyuyasx HeceT W BCKO 3a cue
OTBETCTBEHHOCTb;

Cpok obyuyeHusa B wkone onpegenAeTca [MPeKTOpPOM No poay
WHCTPYMEHTOB, Ha KOTODPHX KTO uUrpaeT, M No Mepe ycnexos Kawaoro
YUYEeHUKa; yBOMbHEHWe Xe npexae OKOHUaHUA MOMHOro Kypca, cneayet
TOMY We NOPAAKY, Kakoh no ¢T.5 MU onpeaeneH Aana NpUHATUA B WKONY;
Kawawii yueHuk w3 [IpuaBOPHBIX MEBUMX; KaK NpU NOCTyNneHun ero B
WKONY Tak M NOTOM eXeroaHo BHOCUT 3a Kawpgeit ropaa snepea no 50
py6(neit) cep(e6pom) koTopbie Torpa we obpawmanTca HauanbcTBOM
WKONH B OAHO U3 KPEAUTHLIX YCTAHOBMEHUNA U, MO OKOHUAHUU TeM
YUYEHUKOM NOMHOro Kypca, BbaoawTcAa eMy obpaTHO ¢ Hapocwumu
NpoueHTamu;

YUueHuKk, OCTaBMBWMIA WKONY WNWU YBONEHHHIA U3 HEA NpexAe OKOHUYaAHUA
Kypca, nuuaeTcsa npasa Ha nonyuyeHue obpaTHO YNOMAHYTOro BHOcCa,
KOTOpPH B TaKoM cnyuyae OCTaeTCRA B nonb3y wkons. HO ecnu oH
yeoneH no Heuaneuumow 6GoneaHu, yBeubid, UNU [OMAUHUM,
sacnyxusaouuMm ocoboro BHuUMaHuA OGCTOATENbCTBAM, TO BHECEHHHA UM

AeHbrW BO3BPAWaTCA eMy Ha obuweM OCHOBaHWUU;
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I19.

20.

21.

22,

23.

24,

YueHukn, cHabxanTCA TeMU UHCTPYMEBHTaMM, Ha KOTOPHX oByuaTbes
HaMepeHs, C 06A3aHHOCTHIO, NPU BLINYCKE UNU YBONHEHWM UX U3 WKONH;
CAaTb CUe MHCTPYMEHTH oBpaTHO B RONWHOM UCNPaBHOCTU, a B cnydae
yTpaThl 3aMeHUTb OHele APYrUMU OAUMHAKOBOrO AOCTOMHCTBA;
noBpexaeHHbe Xe UCNpPaBsuTb Ha CBOW CUYET, UM HA CYMMbl BHOCHUMBIR
KamasiM nNpyu NOCTYNNEHUU B WKONY;

YueHNKU U3 ManofieTHbIX NPUABOPHLIX MEBUUX NO YCMEWHOM OKOHUAHUU
MMU B WKONE NONHOrO Kypca M NONyYeHUM B TOM aTTecTarTa,
nonb3yoTcA Bce Boobue npasaMu TeaTpanbHbiXx apTUCTOB M MOryT
npocutr 06 onpepnenenuun ux 8 BepomctTso UMnepatopckux TeaTpos, a B
cnyJyae oTKasa B TOM, BCTynaTb B Apyryw cnyxby, ecnu no
NONCXOKAEHUI0 CBOEMY MMENT Ha TO npaso, vunu nabpaTts Apyroi poa
KMU3HU U 3aHATUAR MO COBCTBEHHOMY UX XenaHwio. Te U3 HUX KOoTopbe
cnaayT C ronocoB, HEOKOHYUB ele Kypca MHCTPYMEHTanbHOro YyUYeHus,
NpPeAcTaBNATCA K BbMYCKY Ha OCHOBaHUW obBuMx AnA CuUX NeBuux
npasun;

OnA noctynneHua B BegoMcTso MMnepaTopckux TeaTpos, OKOHYUBWWA
KYPC B MHCTDYMEHTanbHOW wkone, AGnAeTcA B oAHY M3 TeaTpanbHuiX
KoHTop no ero usbpanuw, rge ¥ BHOCUTCA B UMUCAO KaHAMAATOB Ha
MMEOWMACA UNU BNPea MOrywua OTKPLITbCA BakaHcuu. Ecnu npuem ero
fyneT Ha HeKOTOpoe BpeMa OTNOKEeH, TO OH MOXeT B OMWUAAHUK cero,
npogonkaTe 3aHATUA CBOW B wKone, HO yke BeacpouHo u 6es BHOCa
neHer Tpebyembix no ctatbe I7i OT yuyeHukos;

Mpyn aBsyx, Ha OAHO BaKaHTHOe MECTO KaHAavMAaaTax OAVMHAKOBOro
ROCTOMHCTBA, TeaTpanbHuM [UpeKuuam nocTasnfaeTcAa B obA3aHHOCTL
BCEeraa npeanouynTaTtb CTOPOHHEMY, WM WHOCTpPaHuy, TOro, KOTOPbH
“MeeT aTTecTaT WMHCTpyMeHTanbHOM wkonbi: flpu ucnbiTaHMAX No cemy
npeaMeTy MMEenT HaxOAUTHLCR [MPEKTOP WKONMB U Ha3HauYeHHbe UM
yuuTtens;

ATTecTaTh, BbaaBaeMmhie NPU BHMNYCKe YUEHWKOB pa3fensnTCs
copasMepHO ycrexam Kaxaoro Ha Tpu cTeneHu. B cnyuae noctynnenus
NOTOM CUX YUEeHWKOB B BeaoMcTBO MMmnepaTopckux TeaTpoB, O3HaueHHHe
aTTecTaTh NPUCBOAIT UM NPaBo Ha xanoBaHbe: NI no 100 p(y6nen),
M2 no 600 p(y6neit) n M3 no 500 p(y6nei) cepe6(pom);

KaxaoMy TaKoMy Yy4eHMKY, KOHUMBWEMY KypC C NonyuyeHuwem aTtrecraTta
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25,

B)
26.

27.

28.

29.

OOHOIN n3 Tpex cTeneHein, ecnu oH OyaneT NPUHATL B BEAOMCTBO
WMnepaTopckux TeaTpos, unu B8 Apyroe KaseHHOe yupewaexue,
BblAaeTCs NpuU BHNyCKE eAMHOBPEMeHHO Ha nepsBoHayansHoe ob3aBepeHue
150 py6(neit) cep(ebpom) uas KabuHeta Ero WmnepaTtopckoro
BenuuecTsa;

YueHuKaM yaocToeHHbiM aTTecTata NI, sbpawTcA csepx Toro B
cob6cTBEeHHOCTE, MO ocoBoMy Kawauwii pa3 paspeweHuld MuHuUcCTpa
UmnepaTopckoro [lsopa, Te MHCTPYMEHTH, Ha KOTOPbHX OHWU WIrpanu B

wKone ¢ HaANUCLID Ha HUX <3a OTNIUYHLIE YCNexXu>;

06 yuyeHukax M3 KaHTOHUCTOB [BapAeMCKUX MOMKOB

KaHToHucTh Bapaeiickux nonkos uabupaembvle B WHCTpyMeHTanbHyw
wkony no cornacweHuio [lupexktopa ea HauanbHukom litaba wu
fpenanepckoro Kopnycos, aonkHu 6bTe He monowe Ihu He cTtapwe I8Tw
ner;

NomeweHne, nuily U O6MyHAUPOBKY KaHTOHUCTH CUe NPOJOMKAIT
nofsiyyatb OT nonka, a UMHCTPYMEHTaMu CHabmalTCA OT WKONb B KOTOPOM
obyyeHne X NPOU3BOAMTCA COBEPUWEHHO OTAENbLHO OT WX MONKOB UX
ToBapuileii, Ha yKasbiBaeMUX [IMPEeKTOPOM OCHOBAHUAX;

OKOHuUMBUWME NMOMHBIN KYPC YKEHUMKM W3 KAHTOHUCTOB, WNU TaKxe
onpenenspTcA B BeaoMcTBo MMnepaTopckux TeaTpos NOPARAKOM B
ctaTtbAax 21, 22 u 23 npegHUCaHHbLM, WUNKW MPU OTKa3e B8 TOM,
BO3BpaWanTCA B NONKWU. B nepBoM cryuae OHU UCKNIOYALTCA W3
BOEHHOM Cnywbbl, a B MOCRNEAHEM MNOCTYNawT B YNCNO MNOAKOBLIX
My3bIKAHTOB, C 3aHATMEM, NO CHOWeHWID [lupekTopa WKONH C MONKOBbLIM
KoMmauaupamm, COOTBETCTBEHHbLIX TanaHTy U cTerneHu obpasosaHuA
kaxporo mect. [lpu Takom Bo3bGpaueHun B nonk, Bpema obyueHua
yJyeHuKa B wKone, NPUUUCNAETCA K neTaMm ero cnyxbu;

NpaBuna, NOCTAHOBAEHHHA ANA YYEHWKOB U3 [IpUABOPHLHIX NeBuYnx, O
CTeneHAX arTecTaTos, O AEHEKHOM BCMOMOWECTBOBAHWW NMPU BHNYCKE W3
wKkonbl M O Bhpade B coBcTBEeHHOCTL no arTtectatam NI, uHcTpymenToOB,
pacnpocTPaHANTCA U Ha YUEHUKOB U3 KaAHTOHWUCTOB.

24 maprta 1857 FoomelicTep JlbBoOB
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I133. Tnunka, M. W., 3anuckn ctp.7h:
fl paccnpocun, B ueM ponkHa Bbna COCTOATL MOR OBA3aHHOCTL, U Y3Has,
UTO A TONbLKO ponxeH Byny 3aHUMaTbCA €AWHCTBEHHO UCKYCCBEHHOK
yacTseio, 06bABMN, UTO COrnawaich NPUHATL 3BaHWME KanenbMencTrepa
NPUABOPHOW Kanenns ... llaHaes OBbACHAN MHE, UYTO AUPEKTOP AONKEH
6ynetr samedbBaTbh €AWHCTBEHHO XO3aMCTBEHHOKW 4YacTbLO, a Ha BOMPOC MON:
KOro yMEHHO npeanonarapnT Has3HauuTe? OTBeYan UTO UNW KHA3A [ puropus

BonkoHckoro, unu rpada Marees Opsesuua.

134, TnuHka, M. W. 3anucku cTtp.74:
OH npuHAN MeHA papgywHee OGHKHOBEHHOro; Mn oba papoBanmMch CRyKUTb
BMecTe W 3apaHee NOMLIWNANU O BO3MOXHHX YNYUWEHUARX NPUABOPHON

Kanennbl.

I35. Opnosa, A. A., Jletonucb Mu3Hu u TBopuectsa M. W. ImuHku 1.1

cTp.116:

Ho cynb6a, He Tepnasa CoBEepuweHHOro CYacTUA CMEepTHLIX, nogwyTwuna
Hapgo MHoro. [lo cMepTu cTapuka JlbBoBa 3acTynaeT ero MecCTO ..s CbiH

ero, C KOTOpbM Mb HE CcOoBCeM B naay.

I138. Opnosa, A. A., JleTonuch %u3Hu U TBopuectsa M. WU. MuHku T.1
cTp.162:

0T powpecTsO U A0 NMOCTa HM3HbL MOA MOXOAMNA Ha CyuecTBOBaHue

pasroHHo# rnouTtosol nowaau, cnyxba B Kopnyce, BO asopue, 6anel,
obenul, YKUHB U KOHUEPTH OTHUMAnNU y MEHA He TOKMO Bce cBobopHoe
BpPEeMA, HO YacTO NUWAaNM BO3MOKHOCTU YCNOKOUTb Ce6A HYKHbLIM

OTAOXHOBEHUEeM HOUbI.

143, Opnosa, A. A., Jletonuch wu3Hu un Teopuyectsa M. WU. MnHkm 1.1
crp.172:

Cnaboe Moe cnoxeHue, U3HYPEHHOE AONTOBPEMEHHbIMU CTPaAaHUAMMU

HHHeWHero roaa ... B HAaCTOAWEM NONOXEHUU He B CUNAxX A OTNPaBRATH
BO3NOKEHHHIX Ha MeHA no cnyxbe obasaHHocTel ... K cum

obcTosTenscTBaM npucoeauHunach U KpoBHana OOA3aHHOCTDL.
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I145. Opnosa, A. A., lletonuce wuaHu u Teopuectea M. W. Mnunkn 1.1
ctp.173:

9TO - HecuacTHeHlwans 3NOxXa B MM3HWU [NMHKKM; OH NNaMeHHO wenan

33aHATHCA MNEBYUMM U NPUHANCA 33 AEnOo C AYWEBHHM PBEHUEM ... A
Hacnaxaanca, cnywasa nnoast ero 33HATHIA OH BCerpa rosopun, u4YTO eMmy
Gonbuwoe HacnaxaeHue 3aHMMaTbCA 3TUM nMpeaMeToM, uMbo ynomaeT Ha TO,
UTO OKaweT ycnyry oTeuecTBY ... Ho Ge3papHbit U 3aBUCTAUBLIA My3blKaHT
(xoTA n oTnuunwit ckpunau) A. ¢. JlbBoB, Tep3aeMuit CBOEN HUUTOKHOCTb
nepea cBeTnNbiM reHuem MUHKK ... Hayan genaTtb ... PasHbHe NakKocTu
Muxavne WeaHoBuuy, KoTOpHii 6bin CnMwKoM GnaropogHbiXx UyBCTB, UTOGH

BCe 3ITO TepneTbe.
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Chapter 2

9.

I0.

II.

16.

UrvA ¢.I109 on.I ea.xp.I138 n.I:

B MmeHbweM Kypce yuyeHuk obyuaeTcsa: npaBunbHO 3apasaTb TOH, NPAaBUNBHO
onpeaenATb Temn, TBepao 3HaTb NPOCTON LEPKOBHLIA Hanes, ynoTpebnaemuit
B uepksax npu Beicouanwem [lBope, W PyKOBOACTBOBATb XOPOM MNPU NEHWUHU
HOBeHWwaro COUMHEHUA MOMUTB, KOTOPHA B [IpUABOPHLIX uepKBax
ynOTpe6nﬁmTcn; UMeThL cBeaeHua B HauvanbHLX npasunax rapMmoHum, aonA
nonpasneHUuA CnyuyaouuxcAa B HOTax ownbok, UrpaTb Ha CKpUnKe, CKONbKO
HYKHO ANA NOAaHMA TOHa noobumM. CTapaTenbHuit M CNOCOBHHIN YueHUK Kypc
3TOT OBHKHOBEHHO OKaHuMBaeT B OAUMH roA. B cpepHeMm Kypce yueHuk,
OKOHUuB BCe, UTO TpefyeTcA B MeHbleM, npogonkaer obyuartbca npasunam
rapMoHUM, U AOCTUraeT TOM CTeneHu 3HaHWA, Ha OCHOBAHUU KOTOparo
MOXEeT MONMOXUTL B MNPABUNDbHYI UYETHIPEXIrOMOCHYI0 FapMOHUI0O BCAKYI0 AaHHYO
Menoavo, W nonyJyaeT NOnNHoe cseaeHWe, KakKk NPUroToBNATbL Kawaoro
nesyaro ocofo K XOpPHOMY O TOMY OAWHOUYHOMY MEHUI0, KaKoe Hepeako
BCTPeuYaeTCA B UEPKOBHLHX HOTax HOBeWWWUX couuHuTeneh. B Bbicwem Kypce
yueHuK, OoKoHuumB Tpebyemoe B MeHbweM W cpeaHeMm Kypcax, npoaonkaeT
obyyaTbCcA npaBunaM rapMoHuWuU, AOCTUraeT TOW cCTeneHn 3HaHuA, Ha
OCHOBAaHUKU KOTOPAaro MOXeT CaM NPaBUNIbHO COUMUHATL MYy3biKY, W nonydaer
noapobHbia ceeaeHUMA O Bcex uarubax uenoseueckoro ronoca, OAHWM CIOBOM

npuobpertaer BCE, UTO HYKHO ANA yuyeHaro v BMNONHe none3Haro pereHTta.

Pumckuit Kopcakos, H. A., JleTonuce Moeit MyawkanbHow wusHu (CT.
Netepbypr, 1909) cTp.234:

NosaHABWMCHL Y yuuTens U cAaBbL 9K3aMeH® MO BeCbMa waTKon u

HeonpepaeneHHoOW nNporpamMe, OHU nonyuvanu Wenaemblh atTecTaTb.

Mysaneeckuii, B., Crapeiuuit pycckmnit xop (Mockea, Jlenuurpaa, 1938)

cTp.27:
OH 6bin Gonbuwe UAaPCKMM YMHOBHUKOM M aMUHUCTPATOPOM, UEM TBOPUECKOM

ourypoii.

Kpokos, A. H., U3 uctopun Nenunrpanckoit Kowcepsatopuu (llenunrpan,
1964) cTp.I3:
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32.

4o.

l'S.

Noctynats B yuunuue MoryT nuua oboero nona Bcex COCNOBUNA HE MOMOXe
14 ner, ymepuue yutTaTtb U nNUMcCatTL U 3HalUWMe nepsble YeThipe npasuna

apudMeTUKU; ceepx Toro, Tpebyercs 3HaHue HOT.

Opoesckun, B. ¢., MHenue Kuasn B. ¢. OpnoeBckoro no sonpocam,

BO3BywAEHHHM MUHMCTPOM HApOAHOrO MPOCBEWEHUA MO AEeNny O LEePKOBHOM

nenun (Ct. NMetepbypr, 1866) ctp.I:

lpunaanenmTs N epuncteeHHo Kanenne npaso ofpasosBaTh yuuTened

epPKOBHAro MeHUs, U MOryTb NU YUUTb CEMY MEHUI0 NuUua, Hernonyuusuwue
artectata u3v Kanennu, paspewaeTtcAa 6yKBoow u pasayMoMb Bricouaiumxb
noseneHun, noMeweHHsXd Bb yKase Cs. CuHopa, or 26 mas I850r. rpe

roBopuTCA nulb 06 3napxuanbHLHXb U NONKOBLIX® PereHTaxb; 3TO

BbipaKeHue ACHO yKas3biBaeTb Ha TO, UTO 34eCb MMENUCb Bb BUAY PereHTh
MHOMOUYMCNEHHBIXD XOPOBb, @ OTHIAb HE YUMTenu HapoAHbXb WKONb, rae
6ono 6 HeMbICAMMO Aaxe n npeanonaraTb obfyueHwe XoOpanbHO

MHOTrOronocHoV Myasike (AOCTYMHOM NUWbL CNEuUanbHHIMB My3bKanbHHMb

yuwnumaMb), a rpe BO3MOKHO YUWUTb NeHUo MONMUTBD® NUb B OAMHD MONoOCH,
M NOCTOAHHO Bb AMATOHWYECKOW ramMMme, KakKb OHEe HanucaHbl Bb HOTHLIXDB
KHUraxb, u3apasaembixbd OTv CUHOgQA; 3TO UEPKOBHOE NeHWe NOTOMY W
Ha3biBaeTCA NpPpOCTbIMb, BD OTNUUYME OTH» MHOMOronocHaro, naprtecHaro,

XpoMaTuyeckKaro.

Pumckuit Kopcakos, H. A., JleTonuch Moei My3bviKanbHOW WU3HW cTp.231:

flaxe n He AuNNeTaHT®  Bb My3blKanbHOM® UCKYyCCTBE.

Pumckuit Kopcakos, H. A., Jlletonuce Moei My3bnKanbHOW XM3HW CTp.232:

be3arpaMOTHLIXD Ke ManbuUKOBb, 33abUTHX> ¥ HEBOCNMTaHHEIXD, KOe KaKb
obyuaembixb CKpunke, BuonoHuyenu wnum doprtenbAHO, NPpU cCnageHun Cb
ronoca 6onsuwe 4yacTbl NOCTUrana nevyanbHan yyacTb., WXb YBOMABHANMU U3D
Kanennsl, cHabauB® HEKOTOPOW BHICNYKEHHOW UMW CYMMOW peHers, Ha BCe
yeTsipe CTODOHQ, HEeBEeMEeCTBEHHbBIXDb U HENnpuyUeHHbXb® Kb Tpyay. W3b Hux»
BbIXOQUIU NUcusl, nNpucnyra, npoBuvHuUuWanbHbLe Nesune, a B NYUYWUXD
cnyvyaaxXxb HeBexecTBeHHbe pereHTa WNU MenbKue UYMHOBHUKW. MHorue

cnvBanuCbh U nponaganu.
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46. UrMA ¢.499 on.I en.xp.I1496a n.I19-32:

(NpoekT ycTasa MyabiKanbHOro yuunuua npu lpupsopHoit lNesueckoir

Kanenne)
Netepbypr, neto 1883r.
Uens Mys(wkansHoro) yuunuua
I. MysvikansHoe yuunuuwe npu flpuasopHoi Kanenne uMeeT UeNb AOCTaBUTb

ManoneTHUM neBYNMM nNomMHoe My3bKanbHoOe U AneMeHTapHoe HayuJHoe

o6pasosaHue M, CBEpXx TOro, CHOPMMPOBATH My3bIKAnbHO OBPa3OBaHHBIX
yuntenei v pereHToB ANA NOAHATUA YPOBHA LEPKOBHOrO NEHUA B

Poccun;

Ynpasneuve Mysa(wixanbHeiM) yuunuumem
HauyanbHuk TMpuaBOpHO Kanmenns ecTb B TO Xe BPeMA noneuuTens
MyabikanbHOro yuunuue; '
Ynpaenaoumnii Kanenns ects aupexktop M(yssikansHoro yuunuua);
NloNKHOCTb MHCNEKTOpa My3blKarnbHbHX KNaccoB Yuunuma BO3naraeTcs Ha
nomouHuka ynpasnaouero lNpuas(opHoit) kanenns;
WHcnekTOp HayuHbIX KnaccoB Yuumnuuwa HasHauaeTcs HauanbHukom Kanennst
(v yTBepkaetca Muu(uctpom) umn(epatopckoro) as(opa)), co
conepkavnem B 900 p(ybneit) B rom, ¥3 uucna nuu, OKOHUMBWWX KYPC B
BhicueM yuyeGHOM 3aBegeHun unu 3aaBuBuMX cebA Ha negarorvuyeckom
nonpue. OH nonbayeTcAa NO neHcuu npasamu yuebHoi cnyxbw, a no
AONKHOCTW YU NO MyHAupY cocTouT B lU-m knacce;

llpenonaBatenn Bcex My3biKanbHbBIX W HayuHbX NpeAMeTOoB NpUrnawanoTCcA

.MHCNEeKTopaMu C cornacva aupekTopa Yuunuma ¥ 3aHMMaTCA NO HauMy;

06 yueHukax u npueme
Bce BHOBb npubbBauue ManoneTHue nesuve pacnpefenfmlnTCs NO HAaYUHbLIM
Knaccam coobpasHo cTeneHU nNpuoBpeTeHHsX MMM paHee NO3HaHUN:
pacnpeaeneHme 3aTO cCoBepwaeTcAa NO 3K3aMeHy, Npou3BOAMMOMY nepen
HauanoMm yuebHoro ropa;
Npum(euvanne): NMpu Habope MmanoneTHux nesuux lpuasopHas Kanenna
NpUHUMaeT TONbKO MPaMOTHBIX.
Pacnpeaenenne yueHMKOB NO My3blKanbHbIM KnaccaM NpPOM3BOAUTCA TOXe
nepen Hayanom yuebHOro ropa, nNpUYeM NPUHUMAKNTCA 3aABUBLIME XenaHue
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I0.

II.
12'

13.

14.

I5.
I16.

obyuatbcAa My3sike. B Buifope we cneumansHOCTU TeoOPUM MY3BIKMU U
pereHTCKOro aena MMM PYKOBOAUT MHCNEKTOP My3bIKanbHBIX KNaccos,
coobpasHo ¢ ux cnocoBHocTAMU;
AnA NpoxoxAaeHUA cCneunanbHOCTU TeopUM MY3bIKW M PEereHTCKOro aena
MystikanbHoe yunnuue npuHUMaET TaKiKe U BONbHOMNPUXOAAWMX YUEHUKOB
npasocnasHoOro sepoucnosegaHun, He Mmonoxe I4 neT;
Bce cocToswMe yuewunkamu Mysbikan(bHOro) yuwnuma no AOCTUKEHUM UMM
onpepesieHHOro Ha TO BO3pacTa NPU3LIBANTCA K WCMNONMHEHUI0 BOWHCKOM
NOBUHHOCTWU HapaBHE C NPO4YMMM, HO NOCTynneHue ux Ha cnyxby B
BOWCKAa NO BLHYTOMY Xpefuw B crniyuyae 3aABMIEHHOrO MMM XenaHuA
OTCPOUMBAETCA ANA OKOHUAHUA My3blKanbHOro obpasosaHusa B Yuunuue:
ANA YUEHUKOB W3 ManoneTHbiX nesuumx — o 22 X neTHero so3pacTa, a

ANA BONBHONPUXOAAUWNX « o «

06yuyeHue U 3K3aMeHHl

YuebHuit Kypc HaunHaeTca ¢ CeHTAGpA ¥ npoponkaeTrcs Ao I-ro wvioHA;
NepesogHbie M BHINYCKHbIE WUCMLITAHUA KaK MO My3blKanbHOMY, Tak ¥ no
HayuyHOMy OTAeny nNpousBOAATCA B KOHue yuebHoro ropa;
InA NPUCYTCTBUR Ha 3dK3aMeHax AONYCKaATCA, C pa3pelueHus
aAvpekTopam Yuunuma, U NOCTOPOHHME NMUA; TaKOBbe e MOryT GuiTb U
HapoO4yHO ANA 2TOro NpurnawaemMbH AUPeKTOpoM Yuunuuwa;
OueHKka yuebHLIX ycnexos M NOBEAEHUA NPOU3BOAATCA NO NATUOannbHOW
cucteme. YposneTeopuTenbHuMM Bannamy cumuTawTCA:
a) no HayuHbM nNpeaMeTaM M3 Kaxaoro — He MeHee 3, a B obuem

BuiBOAe — He MeHee 3.5 6annos;
6) no Myabk(anbHbM) npeaMeTam u3 rnasHoro — He MeHee 4x, a ua

obAasatenbHLiX — He MeHee 3.5 6annos;

0 MysbiKanbHbIX Knaccax M nporpamme Mx
My3abiKanbHbX Knaccos B Yuunuue wecTb;
MysbikanbHbe npeaMeTs pPas3fensioTCA Ha rnaBHble n oB6A3aTenbHuie;
a) nasHbie MNU CneuuManbHbie NpeaMeTs CYThb:
I) Teopun Mysbikm u pereHTckoe neno (rapMoHus, KOHTPanyHKT,
n3yuyeHve Mys3biKanbHbiX GOPM, WHCTPYMEHTOBKa, COYUHEHWEe W

uepKoBHoe neHue), W
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I7.

I8.

I9.

20.

2) Wrpa Ha dopTenbaHO, CKpunke, BuonoHuenu, KoHTpabace, onenTte
UMM Ha OOQHOM M3 NPOYUX CTPYHHBIX U AYXOBBIX WHCTDYMEHTOB
opKecTpa;

6) MpeameTs oBA3aTenbHbHe CyTb:

I) 3nemeHTapHas TeOPUA My3biKM W conbdheaxuo;

2) TapMOHMA M MOHATUA O KOHTPANYHKTE;

3) UHcTpymeHTOBKa;

4) Wctopua Myswku (Bceobumeit) M uepkosHOI;

5) Urpa He dopTenbaHo (AnA yuyeHukos, He obbluapbumxca (urpa Ha)
hOPTENBAHO KaK FNaBHOMY npegMeTy);

6) Wrpa Ha ckpunke (ana noceaTMBUMX cebA cneuuanbHOCTM Teopuu
MY3bLKW M PEreHTCKOro fena), a Takwe

7) CoBmecTHas urpa;

8) Npaeuna conbHOro newna wu

9) YnpasneHne XOpPOM W uYTeHWe NapTUTYD;

Moctynan B I-#i n 2-i My3bKanbHbie Knacchl, KawAabid yuyeHuK wnibupaer

cBoeil crneynanbHOCTbLI® Urpy Ha Kakom nubo u3 My3biKanbHbIX

WHCTPYMEHTOB a Mpu nepexoge B 3-i My3biKanbHbii Knacc, NO XenaHwo,

MOXeT rnepeMeHUTb CBOM NPEeXHWUiA rnaBHHA NpeaMeT Ha cneuuanbHOCTDb

W3YUEHUA Teopuu My3biKU U DEreHTCKOro pena;

B I-m n 2-M Knaccax NPOXOAATCA:

a) rnasHuit npeaMeT — Mrpa Ha M3BpaHHOM MY3LIKANbHOM WMHCTPYMeHTe;

6) obAsaTenbHuil nNpegMeT — 3INEMEHTapHaA TEeOPUA MySbiKU U
conbdeaxno;

nAa uabpasuwbix CBOE CMNeuManbHOCTbIO UFPy Ha OAHOM U3 UHCTPYMEHTOB

B 3-m u 4-Mm knaccax npoxopnTca:

a) rnasHuil npeaMeT — urpa Ha W3BpPaHHOM MY3bLIKANbHOM WMHCTPYMEHTE;

6) obasaTenbHbie npeaMeTsl — Urpa Ha GOPTENbAHO, MapMOHUA, C
NOHATMAMKU O KOHTPanyHKTe, conbdeaxno u cosmecTHas urpa (Ha
MY3bIKanbHEX WHCTPYMEHTax);

B 5-M ¥ 6-M Knaccax NPOXOQATCA:

a) rnasHbit npeaMeT-— uUrpa Ha u3BpaHHOM UHCTPYMEHTE;

6) obasaTenbHbie NpeaMeTH — NOHATUE O MY3HKanbHbX GOPMax M
WHCTPYMEHTOBKE, UCTOPUA My3biKU U COBMECTHas urpa;

Ina n3bpasunx CBOEID CNEUMAnbHOCTLID TEOPUID MY3HKU U pereHTcKoe
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ZI'
22.

23.

24,

25.

peno B 3-M u 4-m xnacc(ax) npoxopsrca:

a) rnasHbie NpeaMeTH — FapMOHMA, C MOHATUAMM O KOHTPanyHKTe,
conbdeamo M UepKOBHOE neHue;

6) obasaTenbHue npeaMeTH — Urpa Ha GOPTEMBAHO M CKPUMKe M
cOBMecTHas urpa;

B 5-M u 6-M Knaccax NpoxoaATcA:

a) rnasHbie npeaMeTHl — KOHTPANYHKT, W3yueHWe My3blKanbHuX (HOPM,
MHCTPYMEHTOBKa, COUYMHEHWE M LUEPKOBHOE NeHue;

6) obazaTenbHhe npeaMeTH — Urpa Ha GOPTENLAHO U CKPUMAKeE,
COBMECTHaA urpa, Npasufiia COMNbHOMO NEHUA, UCTOPUA MYS3BIKU
Boobue M uepkosHoi (B uacTHOCTM), uTeHue NapTUTyp “

ynpasneHue XOpOM;

0 HayuyHBX Knaccax M ux nporpamme

HayuHbiXx Knaccos B Yuunuue nNATb;
YuebHbit KypC COCTaBRAOT cneayouMe npeaMeThi:

I) 3akoH 6owwuit; 2) Pycckwit A3bKk M cnoBecHocTb; 3) ApudmeTuka;
4) Anre6pa; 5) Feometpua; 6) Ouauka; 7) Uctopua Poccum u
Bceobman; 8) leorpadus Poccum u Bceobmas; 9) OpaHuysckuit A3bK;
I10) Yucrtonucanune; 1II) Pucoeanme; 12) Byxrantepua, € NOHATUAMM
O KOMMepuyecKoii aKoHOoMun; I3) TpuroHomeTpua;
KpoMe TOro, YuYeHMKM obByuaiTcA TaHueMm;
ConepwaHne n obvem Kawaoro um3 yuebHbx npeaMeToB NO Knaccam
onpeaenfreTcA HUxecneayoweil Nporpammon ;

llpasa ¥ npeuMyuecTBa OKOHUMBLIUX KYpC HaYUHbIX NpeaMeTOB
YUeHUKM M3 ManoneTHLX NeBuYMX, OKOHUMBWME C YCMNEexoM KypcC B
HayuHblX Knaccax Yuunuma, TO €CTb NONyuuBlMe MO KakaoMy npeaMmeTy
He MeHee 3-x Gannos, a B ofuem BuBOAe He MeHee 3.5 Gannos,
NonbL3yTCA NO OTELBAHUI BOWHCKON NoBUHHOCTM (M OTHOCUTensbHO
BCTYNNEHUA HA FrOCYyAapCTBEHHYI cnyxby BCeMW NpasaMu U
npenMyllecTeaMm nul, OKOHUMBULUX Kypc B yuebOHbX 3aBefeHuAx
BenoMcTeBa MunucTtepctsa Hapoa(HOro) npocseuweHua BTOpPOro paspsaaa
(u cuutanTtca B 12 knacce);

Yuenuxkn n3 man(oneTtHux) nesu(mx), oxoHumBuwme Kypc, HO He
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26.

27.

28.

ynoeneTsopusuue ynomaHyThMm Bhuwe (cm. 24) ycnoesuam, a Taxwe
OKOHUMUBIIME C YCNexXxoM KypC NepBbiX Tpex Knaccos, NONb3yonTcA
npasaMM U nNpeuMmywecTsamMm NO OTH6LIBAHUI0 BOWHCKOM MNOBUHHOCTU U
OTHOCUTENbHO BCTYNNEHWA Ha rocyaapCTBeHHYyiw cnyxby nwu,
OKOHUMBUKMX Kypc No yuebBHbIM 3aBefeHuAM BepomctBa MuHUcCTepcTBa

HapoAHOro MpPOCBeWeHWA TpeTbero paspnaaa;

MpaBa ¥ nNpeuMyuwecTBa OKOHUMBWUX KYPC UIrpb HA OAHOM U3
My3blKanbHBIX UHCTPYMEHTOB

YUueHUKHN, OKOHUUBIIME C YCMEXOM NOMHLIA KypcC HayuHbX npeaMeTos
(cm. 24), a Takke nONHLIA KypC Mrpb Ha OAHOM M3 My3biKanbHHX
WHCTPYMEHTOB BMEeCTe CO BCeMU crneayembiMu OGA3aTenbHbiMU
My3blKanoHbIMM NpeaMeTaMu U nonyuymsuMe M3 rFNaBHOro npeaMeTa He
meHee 4-x Gannos, a M3 Kaxaoro ua obAasaTenbHLXx He MeHee 3.5
6annoe, nonyuyaowT QnnnoM Ha 3saHMe CBOGOAHOrO XYAOMHWUKA,
Nonb3yloTCA BCEMW MPaBaMyM U NpeuMywecTBamMu MO OTEHIBAHUI BOWUHCKOM
NOBUMHHOCTU NUL, OKOHUMBWWUX KYPC B yuyebHbiXx 3aBegeHusx BepomcTsa
MuHuctepcTBa HapoaHOro NpocseweHWs NepBOro paspAfa;
YueHUKU, OKOHUMBWME KypC MO KpauHelW Mepe Tpex nepBbiX HayUHbIX
KNaccoB, a TaKKe OKOHUMBWME C YCMEXOM MOMHBIN KYpC WUrps Ha OOHOM
U3 My3biKanbHLIX UHCTPYMEHTOB, TO €CTb NONyuYuBWWE W3 FNaBHOro
npeaMeTa He MeHee L-x Gannos, a M3 ob6A3aTenbHbiX MY3bKanbHbIX
NPeAMETOB nNpowejuue NUillb 3/1IEMEHTAPHYI0 TEOPUID MY3bLIKU U CONbOeaKno
M nonyuusuue He MeHee 3.5 Bannos, nonyuyawnT ceBupeTenbcTBa O
NPOMAEGHHBIX UMW My3biKanbHLIX NpeaMeTax, KOTOopHe K UX npasam U

npeuMmyuecrTsam, O3HaueHHbM B N24 u 25, Huuero He npubBasnswT;

NlpaBa u npeuMyuwecTsa OKOHUYMBIMX KYpPC TEOpPUU MY3biKU M
pereHTcKoro fgena
YueHVWKNn M3 ManoneTHboX NeBUYMX, OKOHUYMBWME C YCMEeXOM MNONHBI Kypc
HayuHbix npeametoe (cM. 24), a Taxkme OKOHUMBWWE MOMHLIH KYPC
Teopuu My3bKW U PEreHTCKOro gena, TO eCTb NONyuuMBWWE M3 rNaBHLIX
npeagMetoB He MeHee 4-x 6Gannos, a M3 Bcex oBA3aTenbHHX He MeHee
3.5 6annos, nonyuyaowT AMNNOM Ha 3saHue CBoBoOAHOro XyaOKHMKa,

Yuntens MysbiKM U UEPKOBHOrO NEHWA, NONb3YOTCA NpasamMu W
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29.

30.

31.

32.

npevMywecTsaMu no OTGLIBAHUIO BOMHCKOW NOBMHHOCTM NUL, OKOHUMBWMX
kypc B yue6(Hbix) 3aBepeHusax segoMcTBa MunucTepctea Hapoan(Horo)
npoce(eueHun) nepeoro paspnapa;

YUeHMKN U3 ManoneTHHX NeBUMX, OKOHUMBWME C YCNEeXOM KypcC Tpex
nepesix HayuHbix knaccos (cM. N25), a Takke OKOHUMBWLME C yCnexom
KYPC MepBeIX YeTbipex KNacCos MO CMeuManbHOCTH TEOPUU My3bIKM U
pPereHTCKOro aena, MONy4yawT aTTecTaT Ha 3BaHMe pereHTa; no
OT6bIBAHNI0 BOWHCKON NOBMHHOCTM NONbL3yWTCR npasamu (u)
npevMymecTBaMu nuy, OKOHUMBWMX Kypc B yuebH(wx) 3asen(eHuax)
BeaoMcTBa MuHuctepctea Hapoa(Horo) npocs(emenuna) BToporo

paspapa;

0 BONMbHONPUXOAAUUX YUEHUKAX NO CneunmanbHOCTU TeopuU MY3bIKU
W pereHTCKOro pgeno
Kenawouwmit NOCTYNUTb BONBHONPUXOARWMM YUEHUKOM NO CNeunanbHOCTH
TeopUn My3bKW M PEreHTCKOro gena nopaeT O TOM NpouweHue Ha
npocTto#i 6ymare Ha uwMAa HadanbHuka Kanennsi, a 3atem noasepraeTcs
npeaBapuTeNnbHOMY MCNLITAHUIO B CBOMX My3blKanbHuX CNOcCOBHOCTAX w
NO3HAHUAX ;
Kenaowmit NOCTYNUTL B NPUrOTOBUTENbHBIA KMAacC AONKeH NpPeaAcTaBUTh
cBugeTensCTeO 06 OKOHUAHUM MM HayuHOro Kypca B obveme nepsbix
KNaccoOB FMMHa3uW, pearnbHbX yuunuii, KageTCKUX KOPNycoB UAU B
obbveme WeCTUKNACCHbLIX ropoaACKUX U AYXOBHbLIX yuunuu, MUNU BbIAEPXKATDH
3K3aMeH MX NO MPOrpaMMe nepebiX Tpex HayUHbX Knaccos MyablkanbHOro
yuunuuwa npu lpugsopHoit kanenne. MyabikanbHble NO3HaHUA,
Tpebyoumeca ANA NOCTYNSMIEHUA B NPUrOTOBUTENBHLIA MY3biIKANbHLMN
Knacc, CyTb: 3HaHMe HOT B CKpunuuHoM B Bacosom kmwou(ax) u
(sHaHue) pasMmepa, HEKOTOPOE 3HAKOMCTBO C LEPKOBHHM NEHUEM U
nepBOHayanbHaA CTeneHb WUrpsl Ha ckpunke (cC ronocosux neBUYECKUX
napTuii). BuigepkaBume Xe 3K3aMeH U3 NPOXOAUMOro B
NPUroTOBUTENbHOM My3bl(kansHOM) knacce MOryT 6uTb NMpUHUMaEeMbl
npaMo B8 4.1 MyabikanbHull kKnacc;
MonHbiM Kypc Teopuu My3biKM U PereHTcKoro aena ans
BONLHONPUXOARWErO YUYeHMKa COCTOUT U3 NATU KNaccos, U3 KOTOPLIX

nepeuil ecTb 0cobo mMMewWMIACA ANA HUX NpU MyabikanbHOM yuunuue
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330

34,

35.

NPUroTOBUTENbHLIM KNacc, a npoune uyeTwpe cyTb 3, 4, 5 n 6 knacce
Myasik(ansHoro) yuwnuma, ¢ yueGHOO NPOrpaMMon CrneuuanbHOCTH
Teopuu My3bikm u pereHTckoro gena (cm. NM20). [nasHue npegmeTw,
NpoxXoauWMsie B NPUrOTOBUTENBHOM Kiacce, CYTb: 3NEMeHTapHafA Teopus
MY3BIKM C NMOHATUAMU O FapMOHUU U LEPKOBHOE MeHue Hu3wero Kypca;
obAa3aTenbHuit NnpeaMeT — urpa Ha GOPTENbLAHO B NEepBOHAYanbHOM
cTeneHu;

BonbHonNpuxogsaumMe yUueHUKU AONKMHU WMETb CBOWU CKPUNKKU C
NPUHagNEeXHOCTAMM U KaMEpTOH; a TaKmKe AOMKHU npuobpeTaTb Ha CBOW
cueT yuyebHUKM U HOTH, NoTpebHbie NPU NPOXOMAEHUU Kypca;

Nnata cTto pybneit B rog 3a obyueHue MoxeT BubiTb BHOCMMA U C
paccpoukoo 50 py6(neit) k I-My ceHTabpa, u 50 py6(neit) k I-my
AHBapPA;

YuebHuih rog B NpUroTOBMTENbHOM KNacce HaUMHAETCA ... flO3%e ...

BONbHOMpUXoasuue npuHumaemsl GuiTb He MOryT;

NpaBa U NpeMMywecTBa OKOHUMUBWUX KYPC BOSIbHOMPUXOAAUUX YUEHUKOB

36.

37.

38.

YUeHWKU U3 BONbHONPUXOAAWNX, OKOHUMBWME C YCNEXOM NOMHbIA Kypc
My3bKansHOro NMPUroTOBMUTENLHOrO Knacca, NONy4yaoT CBMAeTenbCTBO Ha
3BaHMe PereHTCKOro NOMOWHMUKA}

YUeHUKN U3 BONBHOMPUXOAAUMX, OKOHUMBUWME C YCMEXOM Kypc 3-ro v
4-ro knaccos My3nKanbHOrO yuunuua no CNeuuanbHOCTU TEOPUM MY3bIKM
M pereHTCcKOro aena, NOny4awnT aTTecTaT Ha 3BaHMe pereHTa; no
OT6LBAHUI0 BOMHCKOA MOBMHHOCTU NONb3YeTCA NpasBaMu W
rnpeuMywecTsamm, osHauyeHHsiMn B W29 HacToAwero YcTasa;

YUEeHUKN W3 BONBHONPUXOARWMX, NpeacTaBusBuMe CBUAETENsCTBO 06
OKOHUaHUW Kypca B O6bemMe WecTW KNacCoB FWMHasui, peanbHbiX
yunnuuy, KageTCKMX KOPNycCoOB, 4eThHpex KNaccoB AYXOBHbX CeMUHapuil
UMM BHAEPKaBWME 3K3aMeH MO NPOrpaMMe MOMHOrO Kypca HayuHbx
knaccos MyssikansHoro yuunuuwa npy lpuaBopHOi Kanenne, NPUTOM
OKOHUMBIWMWE MNONHLIA KYPC MY3bKanbHbX KNaccos NO CNEuUanbHOCTH
Teopun Myswku (M) pereHTcKoro aena, nonydyaoT AUNNOM Ha 3BaHWe
CBO6GOAHOrO XYAOMHWKA, YUUTENA MY3HKW M LEPKOBHOrO NeHus; no
oT6bIBAHUI0 BOMHCKOM NOBMHHOCTM NONbL3YONTCA NpPaBaMy M

npevMyumecTsamMu, osHauyeHHuiMu B W28 HacTtosuero YcTasa;
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0 nocTopoHHMX nuuax, AONYCKaeMbix K BHNYCKHOMY S3K3aMeHy

39. K BbHINYCKHM WUCMBITAHWAM AOMYCKANTCA TaKKe M NOCTOPOHHME nuua, He
yuusuuecsa B llpuaBopHO#t Kanenne, nNpeacTasuBlIME NPHU ITOM
cesupetTensctBa 06 OkoHuyaHuMn Kypca B yu{ebHux) 3aBegeHuAx B
obveme, osnaueHHom B W31 u 38, npuueMm nonyvawT COOTBETCTBEHHO
CBOMM MNO3HaHWAM OUNMOM, aTTecTaTh U CBMAETeNLCTBa, O3HAUEHHbHEe B
N¥28, 29 u 36, a Takke B N26 n 27, noa ycnosueM BHOCa B MOMb3y
My3sbikxanbHOro yuunuuma 3a cBuaeTenbcTBO unu attectat I5 pybneit, a

3a pgunnom 30 py6nei.

48, UrMA ¢.499 on.l en.xp.I496a n.4I-9:
lpaBuna u nogpobHas nporpamma
WHCTPYMEHTaNbHOro Knacca
lipunsopHoit Kanennwl
cocTaBneHHsHe MNOMOWHWKOM ynpasnswuero [puaBopHOK
wanenno H. P. Kopcakosum
1883
ConepxaHue.
I. NpeameTs MyssikanbHoro obpasoBaHus;
2. NMopAanok npoxowaeHua Kypca. [lpurotosut(enbHuii) knacc;
3. WcnbiTaHuA ¥ OTMETKH;
4. CeupervenscTtsaj;

5. MporpamMmsi.

1) MpeameTn MysbikanbHoro obpasoBaHus

I. MysbikanbHule npeameTs, npenopasaemsle B MHCTpyMeHTanbHOM Knacce
NpuaBOpHON Kanennu, pa3fAenawTCA Ha ABa oTaena:

a) rnasHuie npeaMeTh, W
6) obssaTenbHue npeaMeTH;

2. MnasHLle nNpeaMeTH CYTb Te, KOTOPbHEe COCTAaBAAKT CMeunManbHOCTH
yueHuka; yueHnk usbupaer cebe rnasHuii npeamMeT NO coBCTBEHHOMY
MenaHuo, B 4eM OTYACTM ero pykoeoauT HauanbcTso Kanennw;
[nasHbie NpeaMeTH CYTb:

I. Wrpa Ha OQHOM M3 CMHUKOBHX WMHCTpyMeHToe (ckpunke, aneTe,

BMONOHuYenu, KoHTpabace). 6-neTHuit kypc. Cm. flporpammy A;
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2. Wrpa Ha dopTenbaHo. 6-neTHU kypc. Cm. MNporpammy A;

3. Teopua MysbKku n pereHTckoe aeno (rapMOHMA M KOHTPanyHKT,
nayueHue MyabiKanbHux OopM, COuMHEHUE CBETCKOW U LEPKOBHON
MY3blKU, UEPKOBHOE NeHue U UHCTpyMeHToBKa. Cm. liporpammy
pereHTcKkoro knacca lpuasopHoit kanenns;

Mpumeu(anne): CoobpasHo c ob6cToATenbCTBaMU, BNOCNEACTBUM MOXET

65T BBegeHo o6yueHue Urpe Ha AYXOBHIX WHCTPYMEHTax, apde U T.A.

0basatenbHe npeagMeTs CyTb Te, U3yUeHUe KOTOpbXx obBA3aTensHO AnNA

Kawporo yueHuxka, mnsbpasuwero cebe kakoi 6 TO HM 6bino rnasHLIA

npeaMmeT.

06asaTtenbHbie NpeaMeTh CYTb:

A) InA BCcex yuyeHUKOB MHCTpyMeHT(anbHoro) knacca, 6e3 pasnuuus
cneunansHocTen

I) Teopun Mysviku u conbdeaxno (anemeHTapHbil KypC). 2-XrOAWUHBINA
k(ypc). Cm. Nporpammy B;

2) OpkecTpoBas M coBMecTHas urpa. U-xroa(uunmit) xypc. Cm.
Nporpammy I.

B) AnA M3yvaouux B KayecTse FNasHOro npeaMeTra Urpy Ha OAHOM U3
CMLIUKOBbIX WHCTPYMEHTOB?

1) Teopus n nctopua Mmyavku (obueobpasosaTenbHuit Kypc).
2-xroanunetit, Cm. Nporpammy [;

2) Urpa Ha dopTenbano. 3-xroa(uunwit) kypc. Cm. Mporpammy b.

Ceepx Toro, ana cpunauvei obasatenbHa urpa Ha anoTe.

B) InA usyuyeHMs B KayecTeBe rNaBHOro npeameTa Urpy Ha ¢GopTenbAHO:

1) Teopua u nctopus Myspku (obueobpasosaTenbHuit Kypc).
2-xrognunuii. Cm. Mporpammy [.

') AnA wnayudaoumMx B KauyecTsBe rNAaBHOrO nNpeAMeTa TEOpHI0 MY3biKW U
pereHTcKoe Aeno:

1) Uctopus Mysbiku. OpHoroa(uunwit) kypc;

2) LlepkOBHOE XOpPOBOE W CONbHOrO neHue. OaHoroa(WuHbit) Kypc;

3) UrteHue nNapTUTYP M ynpaeneHWe XOPOM U OPKECTPOM;

4) Wrpa Ha ¢opTenbaHo. 3-xrop(uuHmit) kypc;

5) Urpa Ha ckpunke. 3-xroa(numwii) kypc;
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4.

2) NopAnok npoxokaeHWs Kypca H puroToBuTenbHuit Knacc
AnA NONHOrO NPOXOXAEHWUA Kypca MO rnaBHOMY NpeaMeTy KamxaoWn
cneumanbHOCTW B WMHCTPYMEHTAanNbHOM Knacce nonaraeTtcAa 6 net. JTOoT 6-
neTHUIl Kypc noapasaenAseTcA Ha aBa otaenenusa: Huswee (3 ropa) u
Boicuee (3 ropa). Kawpwii yueHnk WHcTpymeHTanbHOro knacca, C
pa3peweHus HauanbcTBa Kanenns, xKoTopoe coofpawaeTcs C ycnexamu wu
poaoOM ero cneuManbHOCTU, MOXeT npobuiTe B UHCTpyMeHTanbHOM Knacce
OAHUM ToaoM bonee uMNUM OAHUM FOLOM MeHee WeCcTUNeTHero cCpoKa;
Tak xak B paHHem BoapacTe (oT I0 po I2 nert) secbMa TpyaHo
onpeaenvTb OKOHUYATENbHO CNOCOBHOCTM ManbuMKa M HAKOHHOCTHU €ero K
TOW UNKM Apyroi cneuymansHOCTWU, TO ManoneTHue nesuyne 3TOro
BO3pacTa, M3bABMBUME MEeNaHUWe 3aHMMATbLCA MYy3blKow, o6pasywT ocobuit
fNPUroTOBUTESIbHLIA KNAacc, B KOTOPOM 3aHUMATCA NOA PYKOBOACTBOM
cTapuwuMx YUEHUMKOB; NMpU 3TOM NpeanonaraeTcA BO3IMOKHOCTbL nepexoja C
OAHOrO WHCTPYMEHTa Ha Apyrow, BBUAY WHOrAa HEACHO BHIPA3UBWMUXCA
cnocobHocTell, a Takke NOSIHOe yCTpaHeHue YyueHuKa, ecnu cnocobHocTH
ero v npunexaHve OKaxyeTCA HeyRoBneTBopuTenbHbMu. [lo ncreueHun
OAHOrO MU ABYX neT, KOrga YYeHUK AOCTaTOUHO NOAroTOBNEH M
€NocobHOCTY ero ACHO OnNpepenunuMcb, OH NepesBoaAUMTCA B COBCTBEHHO
MHCTDPYMEHTanNbHLI Knacc ANA NPOXOXKAEHUA 6-neTHOro Kypca noa
PYKOBOACTBOM Npoheccopos U npenojasaTenei.
Nlpn Hauane My3bikanbHoro o6pa3oBaHUMA HUKTO U3 MasnoONeTHHX YYEHWKOB
He NPUHUMaeTCA Ha CNeuManbHOCTb TEOPUM My3blKM M PEereHTCKoro pena,
a n3bupaeT CBOWM rNaBHLIM NPEAMETOM UIPy Ha OAHOM U3 CMBIUKOBHIX
WHCTPYMEHTOB MAM GOpTenbfAaHO. TOMNbKO NO YCNEWHOM OKOHUaHUK
o6A3aTenbHOro ANA BCEX Kypca 3M1eMEHTapHON Teopun My3biKU U
consdeanno (cm. M3) oH moxeT 6biTb aonymeH k n3bpaHuo cebe
YNOMAHYTON CneunansHOCTU, U TOrAa M3YUaEMbit UM CMLIYKOBHIA
MHCTPYMEHT unn GopTenbAHO CTAHOBATCA ANA HeEro npegMeToM He
rnasHuiM, a obasatenvHuM. [lpoitaeHHLIl UM 2- XroAnUHbIA KypcC
aneMeHTapHon Teopuu M conbPeammo, BMecTe C UeTHPLAM rogamMy Kypca
cneunanbHoit Teopuu Mysbiku U pereHtTckoro gena (I, 2, 3w 4 i
TeopeTHUeCKUE KYpCh, CM. MPOrpaMMy PEreHTCKOro Knacca), COCTaBMuT
anA uero B obweit CNOXHOCTW NONHHIA wecTuneTHuit kypc (He cuuTtan

NPUrOTOBUTENBHOrO KNacca), HapaBHE C KYPCOM YUYEHWKOB APYrux
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cneuynansHocTet (cm. W4);

YueHUKaM MHCTPYMEHTanbHOro Knacca He sanpewaercsa usbupatb cebe

ABe creunanbHOCTU OAHOBPEMEHHO, UTO, OAHAKO, He AONYCcKaeTCRA B

NPUroTOBUTENBHOM Knacce;

Mo npegmeTam TeopeTuueckoro obpasoBaHUA KaKAOMY yUEHWKYy, B Cnyuae

HEeAOCTATOUHbLX YyCMnexoB, NpegocTaBnAeTCcA NpaBo NpobeiTb OAHWM rOAOM

6onee Toro cpoka, KOTOPbM Ha3dHaueH ANA NPOXOXAEHUA MONHOro Kypca

Nno paHHOMY npeaMeTy;

NpenoaasaHue obfA3aTenbHbIX NPEeAMETOB NPOU3BOAUTCA C coBnioaeHueM

crnepyowux npasun:

1) Mpu nepesoge W3 NPUrOTOBUTENBLHOrO KNacca B WHCTPYMEHTanbHbIN
YUYEHUK HEMeaneHHO cauyuclnAeTCA B Knacc 3dNeMeHTapHOM Teopuu
MY3bIKM U COnbOEeamuno;

2) Mo OKOHUYaHMM Kypca BNEeMEeHTapHOW TeOpUM MY3biKM U conbdeaxuo,
ecny yuyeHuK nowenaeT NpPoAonKaTh CBOe TeopeTUueckoe obpasosaHue
npoxoxaeHuem obueobpa3oBaTenbHOro Kypca Teopun U UCTOpuu
My3blKM, OH HEMeAneHHO 3auucnseTca B obasaTenvHu Knacc
dopTenbAHHON UIrpHi;

3) YueHuk, npowepwuii NonosuHy obuweobpasoBaTenbHOro Kypca Teopuu M
ncrtopumn Mmysviku (I-%t rop), MoxeT ecnu Toro noxenaeT, GuTb
nepeeseneH Ha cneuManbHOCTb TEOPUM MY3bIKU W pereHTCKOro fena,
HO He uHaue Kak B I-i TeopeTuueckuit Kypc;

4) B cnyuae ocobux ycnexos no npeametam o6A3aTenbHOU GOPTenbAHHOM
¥ CKPUMUUHOM Wrpbl, NO NPOWECTBUU YCTAHOBAREHHOro 3-roAuvHOro
Kypca ANs 3TUX NPEeAMETOB U BHAEPKAHWW OKOHUATENbHOro
MCNBTaHWRA, YUYEHUKY, C paspelleHna HayanbcTeBa, NpeaocTasnAeTcs
npaBo NpoponKaTbh 3aHATUA MO 3TUM nNpeaMeTaM NoA PYKOBOACTBOM

npexdero npenogasaTenf.

3) UcnbiTaHua v oTMeTkun

I0. WcnbTaHua 6GuiBaT nosepouHbie, nepeBoAHbe M OKOHUAaTenHuie.

a) NoBepouHbie UCNLITAHUA, OT OAHOrO A0 ABYX pas B rop (OAMH pas
obasaTenbHo B KoHue yuebHoro rona), NPOU3BOAATCA 3aBenyilium
UHCTPYMEHTAasNbHLIM KNAaCcCOM COBMECTHO C npenoaasailouwMM NO KaxaoMy

npeaMeTy,
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6) MNepesoaHbie W3 HUSWEro OTAENEHWA B BHICWEE NO TeOpPeTUUECKUM
npeaMeTaM ABYXMOAMUHOrO KypCa NPOU3BOAATCA B KOHUe yuyebHoro
ropa 3aseayowMM WHCTPYMEHTanbHbIM KNaccoM, KOTOPHIi, CMOTPA no
HapgobHoCTH, npurnawaeTt B8 noMmows cebe oaHoro ws nuu,
npenopavnwyx B MHCTPYMEHTANbHOM Knacce;

8) lNepesoaHbie U3 HU3WErOo OTAENEHUA B BhHCUWEE NO FNAaBHLIM
npeaMeTaMm: Wrpbol Ha GOPTENbAHO UNU CMLIUKOBBIX MHCTPYMeHTax, a
TakKwe;

r) OKoHuaTenbHble UCNLITAHWA NO BCEM FNABHLM U OBA3aTenbHbIM
npeaMeTaMm MPou3BOAATCA 0Co60 HadHauaemoir Komuccueir,
COCTaBNeHHON M3 nuy, npenofavwux B WMHCTPYMEHTANbHOM KJjacce
non npeacepaTenbcTBOM HadanbHuKa lpuasopHOit Kanenns, a B
oTcyTcTBue ynpasnsawouero Kanennoo unu ero noMouHwWka, wnu
3asepyouwero MHCTPYMEHTAaNbHLIM KNAacCoOM K 3TUM UCNLITAHUAM MOryT
6biTe NpUrnaweHsl U NOCTOPOHHUE MY3bIKaHTH, NO YCMOTPEHUI
HauanocTtBa Kanennul;

II. Ans sbiBOpa OKOHuaTensvHoro 6Ganna GepeTCA cpeaHuit BHBOA MEXAY
cpeaHuMm GannoMm Bceit KoMuccuu v roguuHoi OTMeTKOM npenoaawuwero,
kotopan (mo 3Toro) ocTaeTca HeucTsecTHoN uneHam Komuceum;
NpuMmeuanue: O0TMeTKU Npou3BOAATCA no naTubannbHOM cucteme: 5 -
orn(nuno), 4 — xop(owo), 3 — poctat(ouHo), 2 -nocpeacTte(eHHo),
I — cna6o.

I12. YposnetrsopuTenbHOil OTMETKOM CUMTAETCA NO rNaBHLM NpeaMeTaMm He
Huxe 4, a no obsasaTtenvHuM npeameTam He Huke 3. [lo npeameTtam,
MMeIIMM HEeCKONbKO OTAEeNOB, YUEHWK AONKEH UMEeTb He MeHee 3-X
6annos no KawxagoMy oOTaeny; B NPOTUBHOM cnyuae, ecnu 6bl B cpeaHem

BbiBOOAE U NOAYUMNOCH 3, OTMETKA He CUUTAEeTCA YROBNETBOPUTENbHOW.

4) Ceupevensctaa
13. CeupetenbcTBa, BhAaBaeMbie 3a OKOHUYaHWE Kypca MO CNeuuansHOCTH
Urps Ha GopTenbAaHo unu (Ha) OAHOM U3 CMHIUKOBBIX WHCTPYMEHTOB,
6uBapT 3-X pPaspAAoBs;
a) Csupetenscteo I-ro paspaga (aMnnoM) suigaeTca yuyeHuky,
OKOHYMBIWEMY MONHHI KypC MO rFNaBHOMY NpeAMeTY M MNosyuuBweMy Ha

OKOHYaTeNnbHOM MCNHTaHuu He MeHee L4-x 6(annos), u, csepx Toro,
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OKOHUMBUIEMY obsr3aTensHble npeaMeTe, ycTaHoOBNeHHbEe NPpOorpammolo
ANA ero crneuuanbHOCTU, W MONyuUMBWEMY NO KakOAOMYy He MeHee 3-X;

6) CeupetenbcTBo 2-ro paspana (arrecrat) 6upaeTcs yudeHuky,
OKOHUMBWEMY MOMHLIA KYpPC NO rNaBHOMY NpeaMeTy M NONyuuBuEMy Ha
OKOHYaTenbHOM McnuTaHun He meHee L-x 6(annos), a us
obAs3aTenbHLX NPeaMETOB OKOHUMBLIEMY TEOPHK MY3bKW W COMbheaxuo
(anemenTapHuii Kypc) U nonyuusweMy He MeHee 3-X MO KaKAOMY
oTaeny;

B8) CeupgertenscTeo 3-ro paspaaa (ymocTosepeHue) BHAAETCA YUEHWKY,
npowenweMy no KpaiHeli Mepe 3-rofMuHbii KYpC HU3WEro OTAeneHwus
NO rnasHOMy nMpeaMeTy B MHCTPYMEHTanbHOM Knacce, He CuUuTaR
NPUroTOBMTENBHOrO Knacca, M NONy4YMBWEMY Ha NEPEXOAHOM
MCNHTaHUM B Bhicllee oTaeneHue He MeHee 4 Gannoe, u, ceepx
TOFO, OKOHUMBIIEMY 3NEMEHTapHY TEeOpPUo U ComnbheaKro
(anemenTapHuii Kypc) ¥ nonyuuswemy He meHee 3-x 6(annos);

CeMpeTensCTBO 3-ro paspAfa BHAAETCA NUWb TEM YUYEeHWKaMm, KOTopbie

no kakum nu6o o6CTORTENbCTBAM He MOryT MPOAONKaTb AanbHeiwee

cBoe My3bikanbHoe obpasosanvue B Kanenne.

14. CBHAGTEHbCTBa, BbiflaBaeMbieé 3a OKOHUYaHue Kypca no cneunanbHoOCTHU

Teopuu My3asKu M pereHTCKoro aena, 6umBanT 3-x paspAaaos:

a) Ceupetenscteo I-ro paspsaga (aunnoM) Ha 3BaHMe yuuTens Teopum
MYy3blKM U LEPKOBHOrO MEHUA;

6) CeupetenbctTBo 2-ro pa3paga (aTrectaT) Ha 3BaHWe pereMTa;

B) CeupetenscTteBo 3-ro paspaga (ymaocTosepenue) Ha 3BaHue

pereHTCKoro noMouHuKa.

5) Nporpammu

A
Wrpa Ha dopTenbAHO, CKpunke, anbTe, BWONOHYenu U KoHTpabace.
(lecTuneTHWh Kypc, He CUMTas NPUrOTOBUTENLHOrO Knacca)
FnasHwit npeameT
Ha oxoHuaTenbHOM ucnbiTaHuu TpebyeTca:
a) Ucnonnenne nuecn (cono) ¢ conposoxaneHueM opkecTpa;

6) WcnonHenue nuneck (cono), pasyuenHoit 6e3 yuacTua npodpeccopa, no
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cobcTBeHHOMY BbLOOpPY yueHWKa, HO MO COrNaWeEHUI C MNPEenoaanuwuM;
B) UTeHne HOT C NUCTa W nepenoxeHue B Apyrue CTPOM;
r) CosmectHan anAa (nuavuctos) n kBapTeTHan (ANA CMHIUKOBLIX) WUrpa;
CBepx ToOro:
A) [na ckpunauek: urpa Ha anbTe;
Ina BMOMOHUYENUCTOB: WCMONHEHWE Ha BUOSIOHUENW FapMOHUU MO
unpposaHHOMy bBacy;
InA nNuaHUcTOB: 4YTeHue c nucTa GopTenbAHHOW NapTUM B TPUO,

KBapTeTe M T.h. U CONPOBOKAEHWA WHCTPYMEHTA WNWU rofnoca.

b

Urpa Ha dopTenbaHo

(Tpexroavuxuit kypc)
06a3aTenbHuii npeaMeT ANA M3yuyaloUUMX CNeuUanbHO Urpy Ha OAHOM U3
CMBIYUKOBHX MHCTPYMEHTOB.
Ha okoHuaTenbHoM McnuTanuu TpebyeTcA:
a) Wcnonnenne nuecu (cono) cpeaHelt TpyaHocTH;
6) YTenne c nucTa HeTpyaHHX nMec, OTAensHO H B 4 pyku;
8) ConposoxneHue MHCTpyMeHTa unu ronoca (B neece) oTHOocUTenbHOM

TPYARHOCTH.

B
Teopuu My3biKu U conbdenmmo
dnemeHTapHuit kypc ([BYyXroanunuii)

NMpeaMeT obAa3aTenbHHt ANA BCeX y4yeHWKoB, 6e3 ucKnoueHuA.

I) HotHasa cuctema. Knouu Conb, ®a, flo. HassaHua oKTas;

2) Pasmep. TIpynnupoexka. 0603HaueHMe DyKOW TaKTa. CUHKONLI.
Jiuratypa;

3) TOHB ¥ NONYTOHH}

4) Fammbl. YCTpPOACTBO MakOpHOM AMATOHUYECKON rammbi. Knouessie 3HaKM.
YcTpoiACTEBO MUHOPHLIX MaMM: HaTypanbHOW, rapMOHWUECKOW u
menoanyeckon. CnyualiHble 3HaKu;

5) XpoMmaTuueckas ramMa;

6) OnpeneneHue CTPOA MenoaWM WNU NUeCH;

7) NepenoxeHune B APYroN CTPOW;
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8)

9)

10)
1)
12)
13)
14)
I5)

Ha
a)

6)

8)

06#
a)

I)

2)
Mpn

3HrapMoHuam;

WHTepBanu: uuctoe, 6onbume, Manbe, yBEeNUUEHHbBE U YMEHbUEHHbLE;
MHTepBans Ha CTyNeHAX MaKOPHON U MWHOPHOW TapMOHUUYECKOWN ramMmbl;
O6pauweHne MHTEepBanos;

PaspeweHue AUCCOHAHCOB;

YkpaweHus Mmenoauwu: dopuwnar, rpynneTrto, Tpens, MopaaH (MopaeHT);
3HaKu coKpaweHUA HOTOMUCAaHUAS

0ObpasoBaHue akkoppaa. Tpe3syuua M ux obpawmeHun, usyueHue
Tpe3Byuuid MO CTYNEHAM MaXOPHOA U MUHODHOW FaPMOHUUECKOW raMMbl.
lloMmHaHTCenTakKopA U ero paspelweHue.

OKOHUaTenbHOM 3K3aMeHe Tpebyetcsa:

WaycTtHbe oTBeTh: obscHeHue BCero npouviifeHHoro, TBepAoe 3HaHue

raMm, MHTEpBanoB M paspeilleHuii; YMeHue CTPOUTb BCAKOE Tpe3syuve U

nom(nHaHT)cenTakkopas Ha no6oM M3 TOHOB ero COCTaBnALWMX; TBEpAoe

3HaHue paspeweHWA AOMUHAHTCENTAKKOpPAAa B MawXope U MUHOpe;
fIncbMeHHbie 3afaun: rpynnuMposKka HOT U YCTPOWCTBO TakTa, nwboro

NPOCTOro O CNOKHOrO pa3Mmepa;

o conbbenkno: neHne ramMm OT pPa3NUUHLIX CTYNEHei; neHue

MHTepBanos, TpesByuuii U aoMuH(aMT)cenTakkopnos; yraawsaHue

MHTEPBAanoB U Tpe3ByUMid NO CAYXy; MNeHue C NUCTa B CKPUMNUUHOM WU

6acos(om) knouax, c cobniogeHnem pasMepa.

r
CosmecTHan, KBapTeTHaA U OpPKeCcTpoOBas uUrpa
(5-neThuit kypc)
3aTenbHbii npegMeT ANA BCeX YuYeHUKoB, 6e3a ucknoueHua.
Ana CMBIUKOBBIX MHCTPYMEHTOB
AnA yuyeHWKOB HW3WEro OTAENEeHUuA:
WcnonHeHne ayeToB M nerkux aHcambneir, a Takxe nNerkux OpKeCTPOBbLIX
nuec; »
InA yuyeHUKOB BbiCWEro OoTAeneHua:
OpkecTpoBanA urpa, KBapTeTHas W KaMepHas My3bKa;

MeuaHue: B cnyuae ocobbix ycnexos yueHuKa, MOryT BubiTb AonyueHbl

WUCKIIOYEHUA U yUYEHUK HU3Wero oTaeneHUA MoxeT 6biTb HasHaueH 3aBenyoWUM

/31

TPpYMEHTanbHbiM KNacCcoM K yuyacTuio B OPKECTPOBOW uUrpe ¢ yueHukammu
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BHICWEro OTAEneHus.
6) AnA nuaHucToB:
ANR YYEHUKOB HU3WEro OTAEeneHWs:
I) Urpa B 4 pyku;
AnAa yyeHWKOB BbiICWEro OTAENeHuRA:
2) Wrpa Tpuo, KBapTeTOB M NPOY., a TaKKe NUEC C OPKECTPOM;
B) [INA cneuManMcTos NO TEopWUM MY3biKU U PEreHTCKOMY Aeny:
Ha ¢opTenbAHO:
I) Urpa B8 4 pyku;
2) ConposoxpeHWe MHCTPyMEHTa UMM ronoca Ha GOPTenbRHO;
3) Urpa no napTUType NapTHii AYXOBHX MHCTPYMEHTOB Ha GOPTENbAHO WUNU
dUCrapMoHMke B ODKECTPOBOM Knacce;
Ha ckpunke:
4) WcnonHeHne ckpunuuHbX AyeTOB;
5) CoBMecTHam Mrpa Ha CKpUNKax MO NapTUTYpPe AYXOBHHX COUUHEHWU;

6) OpkecTpoBan urpa.

A
TeopnAa ¥ UCTOPUA MY3HIKM
06ueobpasosaTtensHuit Kypc (2-roauunsiii)
A) TapMOHMA M KOHTpPanyHKT, b) WHcTpymeHTOBKaA,

B) UayueHue My3sikanbHbx dopMm, ) WcTopus MysHKu.

06n3aTenbHbie NpeaMeTy
A) TapMOHMA U KOHTPaNyHKT
I) OBume noHATUA 06 axkkopkax u obpaweHuAax;
2) 06ume NOHATMA O NBUKEHUW MONOCOB, UYETHIPEXFONIOCHOM CNOKEHUM,
YABOEHUAX, PACNONOKEHUK U MENOAUUECKOM NOMOKEHUM aKKOpAOB;
3) CoueTaHua rnasHuHix Tpeasyuuit. O06paweHua TpesByuMil;
4) KapaHcei: NONHbIA, NONOBUHHBIA M cnoxHuie (nByX GOPM);
5) lloMmHaHTcenTakkopn, paspewaovuwuicA B TOHWUECKOE TpeaByune u ero
ob6paueHun;
6) CenTakkopau YMEHbWEHHBIH W Mansiii;
7) Tpessyuve u centakkopa II cryn(eHu). YuacTue ero B KapaHcax;

8) Mpoune nobouHbie Tpe3Byuua M cenTakkopas. CexseHuuu;
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9)
10)
II)
12)
13)
14)
15)
16)
17)
Ha
a)
6)

B)

r)

a)
1)
2)
3)
6)
L)

5)
6)

B)
7)
8)

CpoactBo cTpoeB U MoaynAuua B Bnuakue cTpowu;
MopynauuoHHbl NnaH. OpraHHbii NYyHKT;
3anepwaHua, npoxoaswuue, NpeKpauusavwWme TOHH WM MPenbeM;
XpoMaTUuecKu BUAOUBMEHEHHHe aKKopabi;
JHrapMOHU3M;
durypauus menoauueckan, FapMOHWUECKAA M PUTMUUECKARA;
Undposka;
0bwMe NOHATMA M NPOCTOM, ABOMWHOM W T.A. KOHTPanNyHKTe;
0buue noHaTMA 06 MMMTaAuMAX, KaHOHe N dyre.
OKOHuUaTenbHOM 3K3ameHe Tpebyercs:
UsycTHhHe oTBeTH: OObACHEHWE BCEro NPOMAEHHOr O}
MucbmeHHbie 3apaun: 3apgauv no uudposaHHoMmy bacy, rapmoHusauus,
MOAYNALMA }
NpakTuka: urpate Ha OOpTenbAHO pa3nuuHbie KapaHch U KpaTKue
MORYNAUUN g
Conbdepkno: neHne ¢ nAUCTa BO Bcex ynoTpebutenbHuix Knoyax.
YrapssaTb ¥ neTb aKkKopab. 3anucaTs NOA AMKTOBKY HECNOXHBIN

MenoauuecKuii U rapMOHUUECKUIA OTPLIBOK .

6) WHcTpyMeHTOBKA

lpurotosuTenvHbie 3aHATUA

Knioun;

TpaHcnoHUpOBKa: B APYrylo OKTaBy, B APYrod Knioy ¥ B Apyro# cCTpoi;
IByX n TpexronocHoe NMUCbBMO Ha OAHOW cUCTeMe;

OpkecTpoBasa napTuTypa

Fpynny MHCTPYMEHTOB: CMbLIUKOBbLIE, AEpEeBAHHbE AYyXOBbie, MeaHbe
AYyXOBHe, yanapHoe. CaMocToATenbHule WHCTpYMeHTH: apda, GopTenbAHO
U opram;

[ToHumaHne nNapTUTYpH;

Pocnucka opkecTpoBeX NapTuil, COCTaBneHue NapTUTYPH C OTAENbHLIX
napTuit, nepenucKka C TPaAHCNOHUPOBKON;

WHCpyMeHTOBKa U nNepenoxeHue

MNepenokeHnAa ¢ KBapTeTa M OpKecTpa Ha GOPTENbAHO;

MepenoxeHue C OAHHX MHCTPYMEHTOB Ha Apyrue;
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9) NonoxeHWe COUUHEHWA HA OPKECTP;

r) BokanbHbe npou3sseneHuA

10) NonaTua o romocax u cocTase xopa. OpKecTpoBOE COMPOBOXAEHWE;
A) AupuwupoBaHbe U MCNONHEHWe

II) OvveHku cunsl n ckopocTu. OepmaTta. KageHuun. [IMpumoBKa.

Ha okoHuaTenbHOM ucnuiTaHuum Tpebyercsa:

a) UaycTHbe oTBeTn: OBbACHEHME BCEro NPOMAEHHOro;

6) NMucbMeHHble 3anaun: 3apauyM NO NEPEnoOXEHUID C OpKecTpa Ha

dopTenbAHO, C OAHWUX WHCTPYMEHTOB Ha Apyrve U T.Qh.

B) UsyueHue MysbKanbHuix GOpPM
a) 9nemeHTapHbie GOPMbI:
1) Motus, npeanoxenue, nepvop;
2) DByXx W TpexKoneHHuii cknap;
6) CnowHbie dopmbi:
3) MecHa ¢ Tpuo. TaHuw, Mapum;
4) Bapuauuu;
5) PoHno u coHaTHaa dopMa. MWHTpoaykuua. Temnw. Paspaborka. Kopa;
8) Buicwve dopMb (MHCTpyMeHTanbHbe):
6) YeepTopa. CnoxHas coHaTa. KaMmepHam My3bika. CuUMOOHMA.
baHTasnA;
r) Buicume dopms (BokanbHuie):
7) Pomanc. Peuutatus. Apua. Onepa. KauTata. OpaTtopua. Mecca.
Ha okoHuaTenbHoM 3k3ameme TpebyeTcs:
UaycTtHbie oTBeTh: ob6bAcCHeHWe npouigeHHOro u pa3bop My3biKanbHbX

npovu3BeaeHn i NO OTHOWEHWUI K CKNaay v rapMOHMMU.

') WcTopua Mys3biku
(no cokpaweHnHoO# nporpamme)

A) Mysbika ApeBHero Mupa M nepBbHX BEKOB XPUCTMAHCTBA. IJnoxa pa3BUTHA
KOHTpanyHKkTa. HuaepnaHackas v uUTanbAHCKas wkonsl. Hauano oneps u
WHCTPYMEHTaNbHOW MY3bIKM.

b) Mysbika co Bpemen baxa, lenpens u [noka;

1) OpaTopusa;

2) PasBuTue cuMOOHMM M KaMepHOH My3biKWU;
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50.

56.

58.

3) PaseuTue onepu BO dpaHuuu, Utanuu u epmaHuu;

4) Pa3aBuTHe DOPTENbLAHHON MY3bIKM;

5) Pa3BuTMe BUPTYO3HOI My3blK#M CMBIYKOBBIX WHCTDYMEHTOB;

6) Pycckam Mysbika;

7) VapaTensckas AeATENbHOCTL;

(06rAcHeHUA NPOM3BOAATCA NPEeUMyUECTBEHHO B CONPOBOKAEHWM NPUMEPOB).
Ha okoHuaTenbHOM ucnuTaHun Ttpebyerca:

W3ycTHble OoTBeTH: OBbACHEHME BCEro NPOUANEHHOrO.

Npumeu(aHne): MpenonasaHue OTAENOB: rapMOHUW M KOHTpanyHKTa, Oopm u
WHCTDYMEHTOBKM BeAeTCA napannensHo B TeuyeHWe BCero 2-roanuyHoro

Kypca. WcTtopua My3blKM OTHOCUTCHA KO BTOMNOMY FOAY.

3opuHa, A. M. u KoHonnesa, . A., H. A. Pumckuit Kopcakos. lNonHoe

cobpaHue counHeHuun: JluTepaTypHble Npou3BefeHUs U nepenucka (MOCKB&,

1981) r.8a cTp.I49:

C ManbumkamMM NeBUMMU MH MOCTYNAeM TaK: MPUHATHIN B nesuue fnet 9 unu
I0-Tn 8 I-# roa ceocero npebuiBaHUA He YUNTCA HU HAa KaKOM UHCTpPYMEHTe,
HU Teopuu, a NPOCTO NpuyyaeTcs NeTb B Xope, NpuueMm nonydyaer
OTpbBOUYHHE CBeAeHWA O pa3Mepa, UHTepsanax U T.A. WM Bhlyunsaer Gonee
WU MeHee TBEPAO KNU, noaxoapumin K ero ronocy, Korpa uepes roag wnu
nonTopa ManbuuK NONPUCMOTPUTCA, CRAPaWMBANT, KENnaeT NM OH YUMTBCA Ha
MHCTPYMeHTe, WM NOACKA3biBAWT eMy 3Ty Mbicn; OH BbibupaeT cebe
UHCTPYMeHT: dopTenuaHo, ckpunky, ce\lo unu Basso. Torpa ero oTtpawnT
Ha obyueHne OfHOMY U3 CTapuMX YUEHUKOB; uepe3 HEeCKONbKO BpPeMeHU OH
unn 6pocaeT yuuTbCA, WUNU MEHAET MHCTPYMEHT, WNu HauuHaeT penaTsh
ycnexu. Korpa 3To onpepenutcAa, ero otpawt npodpeccopy. OpHOBpeMeHHO

MNKU HeMuoro noroas ero cawaoT B anem(eHTapHyw) Teopu Ha 2 ropa.

depgopoea, ®., M. A. Banakupes (Mockea, flenwunrpaa, I195I) cTp.65:

310 Bcerpa 6LNM nNepBOKSACCHBIE MY3HKAHTH Ha ManblX U KPYMHbIX NOCTax,
CUNbHbE B COUETaHUW TEOPUU U NPAKTUKKU MY3bIKU, C BENUKONENHo

opraHM3oBaHHLIM CNyXOM.

me ¢.I5 n.32:

Focypnapos vMmnepatop npu noceuwewnu Kanennw I3 despana npowepwero
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59.

60.

6I.

62.

1886r. nasonun cnywaTtb KOHUEPT, WCMNONHEHHBI YYeHUKaMW
WHCcTpyMeHTanbHoro Kknacca v ManoneTHbMM MPUABOPHLIMUA MEBUMMU NOA
ynpasneHueM nomouwHuka ynpasnawowero Kanennow cTaTCKON COBETHUKA
Pumckoro KopcakoBa, U MUNoCTUBO oaobpue Kak camuii Bubop nuec, Tak u
UcnonHeHue uMx, U3BONUN BLiPpa3uTb: '"'"0Tyero y BaC OAHU TONbBKO CTPYHHbE
MHCTupYMeHTH? CneayeT 3asecTu u pyxosue.'" BcneacTtBue Taxkosoit Bonu
ero BenuuyecTBa HeMeAneHHO 6bin0 BBefeHo oByueHue Ha A[AYXOBLIX
MHCTPYMEHTax NepBOHauYanbHO B OYEHb ManbiX pas3Mepax HacKONbKO
NO3BONANO NpexHee TecHOe noMmeueHwe, a ¢ neta Hactosumero I887 rona

sBeaeHo obyueHMe Ha BceX AYXOBHX MHCTPYMeHTaX.

Cokonos, H. A., <BocnomuHaHua o H. A. Pumckom Kopcakose> Pycckan

MyssikanbHan raseta 41 (I908) ctp.869:

Kanennbckuin OpKecCcTpb, HEeCMOTPA HA CKPOMHbLIA, HEpPOBHLIA, YUEHWUYECKWUA

cunsl, 6bint NPeBOCXOAHO BHIWKONEH® CBOUMD PyKOoBOAUTENEMD.

¢pua, E. N., Munuit Anekceesuu banakupes: BocCnoMMHaHWMA M NUCbMA
(Newunrpan, 1962) cTp.386:

Buas 3Tux ManbuyraHos vcnonHutenei, AyManocb, UYTO HaAxOA4UWLCA B

3a4yapoBaHHOIl, CKA3O4YHOW CTpaHe NUAMNYTOB apTucTosB. Kaxkoh MArkui

TOH, Kaxkaa 4YncToTa ¥ KakKana akcnpeccusal

JNlanynosa, A. C., H. A. Pumckuit Kopcakos. [lonHoe cobpaHue couuMHeHuu:

nMTepaTypHse npousseneHua M nepenucka T.5 (Mockea, 1963) crtp.l72:

3aMeTbTE, UTO OPKECTP yWe WCNOMHAET Mbech 3HAaUUTENbHON TPYAHOCTH,
Kak MeHpenbcoH, BetxoseH, [nMHKa U T.n., HO He 3abynbTe, UTO OHW,
BCe TaKue, YUEeHUKU, IOHOWM U Aame AEeTU U UYTO UX UCTIONHEHUE HEe MOXeT

BuiTh TakoBO, KaK WCNONHEHWe OpPKecTpa B3POCNOro W BO3MYKanoro.

Pumckuin Kopcakos, H. A., JleTononco Moei My3biKanbHOM WU3HW CTP.234:

Monopbie niogu, wenaBuue Koe YeMy HayuuTbCA U NONYUNTb pereHTCKWUiA
aTTecTaTbh, npueaxan Gonbuweiw vacTb M3HYTpu Poccum BB Kanenny,
Ha3Hauanucb AnA obyueHUA NpeMyaApPOCTAMbL K OAHOMY M3b uyeThHpexb
yunuTenein AyxoBHaro neHua. [losaHABUMCHL y yuuTens H CAaBb 3K3aMeHb NO

BeCbhMa WAaTKOW WM HeonpeneneHHoi nporpamMMe, OHU MOAYUYANU Kenaembit
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aTTecTaTh M OTNPaBNANMCH HA BCe 4YeThpe CTOPOHL. Becb cTpoi yuebHaro
Aena, Kak no UHCTPYMEHTAnNbHOMY KnaccChl, TaK U NO pereHTCcKoM
cneyrManbHOCTU, ycTaHOBMEeHHbHW aBTopoM <boxe Uapa xpaHu> JlbBOBLIM

HUKyfa HE€ FOAUNCR.

UruA ¢.499 on.I ea.xp.2948 n.26:
Mporpamma PereHtckoro Knacca llpu MNpuasopHoit Nesueckoin Kanenne
COCTaBNEeHHaA NOMOWHUKOM ynpasnsbwero lpuasBopHO Kanennow

H. A. Pumckum Kopcakosum
1883 ron

NpuroTosuTenbHbit Kypc
3neMeHTapHaA TeoOpPUA MYSHIKM U MOHATUA O TapMOHUMU
(TnaeHuit npeameT)
2 ypoka B Heaeno

1) HoTHam cuctema. Kniouu;
2) Pasmepw u rpynnupoBka;
3) ToHb W NONYTOHH;
L) IOnaTowuueckue rammui: MaxopHse U MuHOpPHHe (HaTypansuHue,

rapMoHUUYecKMe U Menoavueckuve);
5) XpoMaTuueckan ramma; JHrapMOHWU3M;
6) WHTepBans M ux noapasaeneHve;
7) VHTepBany Ha CTYNEHAX MaKOPHOM M MUHOPHON FapMOHUUECKON IaMMbi;
8) PaspeweHue AMCCOHAHCOB;
9) Onpepenexve CTPOA MenOOUM WNU NbechH;
I0) Yxkpawenua menoauu: dopuwnar, rpynnetrTo, Tpens, mopaaH (MopaeHnT);
II) 3Haku coKpaulleHUA HOTOMUCAHURA;
I2) UtanbAHCKan My3biKanbHaa TEePMUHONOMWA ;
I13) O6pasoBaHue akkopaa: TpesByuus M ux ubpaumeHus. Tpeasyuua Ha

CTYMNEHAX MaXOPHOA WU MWHOPHOW MapMOHUYECKOI ramMMbl;
I4) Centakkopas # ux obpawenun. [oMmuHaHTcenTakkopa. HoHakkopa;
I5) NoHATUA O 3anepwaHUAX, MPOXOAAUMX M BCMNOMOraTenbHHX HOTaXx,

KapaHcax M Moaynaumax.
Ha BbINYCKHOM 3K3aMeHe ANA NOMyuyeHUA 3BaHUA PEreHTCKOrO MOMOWHWUKA WIK

Ha nepesoaHOM B I~ TeopeTuueckuin kKypc Tpebyertcsa:
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A) UsycTHbe oTBeTH;

B) NMucbMeHHble 3apaun: rpynnuMpoBKa HOT M YCTPOWCTBO TakToe nwoboro
NPOCTOr0 UNU CNOXHOrO Pa3MepoB, TPAHCMOHMPOBKA U T.A.

B) (lna swinyckHeix) KpaTkuit pas6op neruaitiwuuMx rapMOHMUYECKMX MPUMEDPOB.

BuinyckHon Bann L.

Conbdennmno
(FnaBHuit npeameT)
2 ypoka B Heaeno
Kypc npakTuuyeckuin
Ha BbINyCKHOM 3K3aMeHe ANA NOAYUYEHUA 3BaHWA PEreHTCKOro MOMOWHUKA WUNU
Ha nepesoAHoM B I-# TeopeTuueckui kypc TpebyeTtcsa:
A) MeHne ramm, HauwHas C PasNUUHbLIX CTyneHew;
5) MNenne WHTepBanos, TPesByuuil B OCHOBHOM BMAe M AOMMHaAHTCEeNTaKKopaa
B OCHOBOM BUAe, C pa3peueHuem,
B) Purmuuecku Teepaoe u 6ernoe neHue B KNOYax NPUMEPOB cpeaHeil
TPYAHOCTU C AUPUKUPOBAHUEM PYKOK;
I') YraasisaHue uMHTepBanoB M TpesByuuii no cnyxy. 3apasavve (ToHa) no
KaMepTOHY .

BuinyckHo#t 6ann 4.

llepkosHoe neHue
(Kypc) Mnapwero otpenenuA
(TnasHbit npeameT)
I ypok B Hepenw
1) KpaTkuit o63op Gorocnywxenua. HasBaHWA LEPKOBHLIX NECHOMEHW ;
2) UsyueHwne Ha namaTbL Hanesos npuasopHoro 06uxopa (Ha <TFocnoau
Boaasax>, Ha <bor, locnoas>, BenMuaHue U NPOKUMHSLI);
3) Cnocobb pa3neBaHWA CTUXUP U NPOU., Ha AAHHYIO FAACOBYO MENOAMK MO
npuaBopHoMy 06uxony. [leneHue HanesBOB Ha CTPOKW;
L) O6ume noHATMA O cocTaBe neBUECKUX XOPOB U O cnocobax NONOKEHWUA
rapMOHMU Ha XOp;
5) NOHATMA © rnaBHeNWWX PereHTCKUX NpueMax, AUPUKMPOBKE pa3MepPeHHbIX
M HepasMepeHHbIX NeCcHOoneHui, 3afgasaHMe TOHa WM Npou.;

Ha BHINYCKHOM 3K3aMeHe ANA MNONYyUYEHUA 3BaHUA PEereHTCKOro MNOMOWHWKA WNU
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Ha NepeBOAHOM B CcTapuwee otaeneHuwe TpebyeTca:

A) WaycTHble oTBeTH;

b) Teeppnoe 3HaHWe Ha nNaMATL rNacoBuLX Menoawit npuasopHoro 06uxopa;
B) NucoMeHHble 3apaun: pocneTs (pacnucaTte) CTUXMPY U T.f.}
BuinyckHoi Gann 4.

llpumeuanue: Jflmua, nocTtynawvume npamo B I-i TeopeTUUeCKUN Kypc,
obasaTenbHo NPOXOAAT KYPC Mnagwero OTAeNeHUs LEepKOBHOMO MeHWsa B

TeueHue I-ro TeopeTuueckoro Kypca.

Wrpa Ha dopTenbsaHo
(NpeameT ob6r3aTenbHmil)
2 ypoka B Hepaeno
Kypc npakTuueckui

Ha BbiNyCKHOM aK3aMeHe ANA NONyueHWUs 3BaHWUA PEreHTCKOro MOMOWHWKA

TpebyeTca:

A) UcnonHeHWe MaxOPHHX W MUHODHHIX MaMM, BKIIOYMTENbHO A0 Tpex
KnoyeBbX 3HAaKOB, B OKTABOB, B HECKOPOM ABUKEHMU. WNcnonHewwe
nerxkoro atoaa (Hanp(umep), us nepeoHauanbHbx 3Toaoe bepeHc);

b) UTeHue, B MeaneHHOM Temne, C nMCTa, Xopana WMnM RyXoBHOW nvecs (no
dOpPTEeNsAHHOMY NepenoweHui) ;

BeinyckHoi 6Gann 3.

NpumeuaHue: [AnAa nepexoaaumx B I-i TeopeTuueckuit Kypc 2K3aMeH TOMbKO

NOBEPOYHbLIA »

Wrpa Ha ckpunke
(Npeamer obssaTenbHbiil)
2 ypoKa B Hepeno U BO BTOPOM nonyroauum ocobuii yac ANA UTEHWA HOT B
Knoyax no npuasopHomy 06uxony

Kypc npaxkTudeckuit
Ha BbNYyCKHOM 3K3aMeHe Ha NONyJYeHue 3BaHUA PEreHTCKOro noMouWHUKa
TpebyeTcA:
A) WcnonHeHue 3TORAA NepBOHaAUanbHOU TPYAHOCTM;
B) Wcnonnenue (apneamno) Tpessyuuii U BOMMHAHTCENTaKKOPAOB BO BCEX

CTPOAX He cehwe LU-x KkyouyeBbix 3HaKoB;

B) Ytenne ¢ nmucta (B Knouyax) nNo ronocoeoi NapTUM U3 NapTUTYPH
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npuasopHoro 06uxopa unu T.g.
BuinyckHon 6ann 3.
Npumeuanue: [ns nepexoasuux B I- i TeopeTUUeCKUA KypcC 3K3aMeH TOMNbKO

NOBEPOUHUM .«

Xoposoit knacc
(CMm. I-% u 2-i TeopeTnueckme KypcChl)
I-%n u 2-1 Teopetuueckue (perenTckue) Kypcu
[apMOHUA N NOHATUA O KOHTpPanNyHKTe
(TnasHuit npeamer)
2 ypoka B Hepeno
I-# TeopeTuueckuit Kypc
I) Axkopaw u obpaumeHusn;
2) Deuxenne ronocos u L-ronocHoe cnoxewnue;
3) TpeaByuMAa rnaBHHX CTyneHeli U UX COUYETaHUA}
4) KapaHcu;
5) Tpeasyuus nobBouHbix CTyneHell U UX coueTaHuAa. CexkBeHUUU;
6) NloMMHaHTCenTakkopa;
7) Manbiit ¥ yMeHbllEHHbII CEenTaKKopAab;
8) NobouHble cenTakKopAb U UX coueTaHuAa. CexkBeHUUU;
9) Honakkopa;
I10) MoaynAauuAa B wecTb 6nNU3KUX CTpoes;
II) Xopan;
Ha nepesoaHoM sksameHe BO 2-1 TeopeTudeckui Kypc Tpebyerca:
A) UsycTHbie OoTBeTH, C NpPUMEpaMM Ha A[OCKe;
B) NMucbMmeHHsie 3apauv: I) rapMoHusauua xopana akkopaamu (6es
NPOXOAAWMX W 3afepwaHuii) M
2) moaynsumoHHaa sapava (nepexopn B oauH M3

6nuakux cTpoes u obpaTHO).

2 A TeopeTWueCcKui Kypc
12) MoaynAauwoHHuit nnaH. Moaynauma No nnaHy BO BCe OTAaneHHse CTPOW;
I3) OpraHHbii NYHKT U BblAePXKaHHbHE TOHbI}
I14) 3apepwanus;

15) [luaToHUUECKUe U XpOMaTUUECKUE NPOXOARUME HOTH}
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16) BcnomoraTensHse HOTH;
17) MpumeHeHue sanepkaHuit U NPOXOAAWMX B FAapMOHWU3AUMM Xopana;
18) NMpenvem, HenpuroToBneHHbe 3anepkKaHWA W NPou.;
19) NoxHwe nocnepoBaTenbHOCTH;
20) 3HrapMOHM3M M NpPUMEHEHME ero K MOAYNALUWM;
21) 06uMe MOHATUA O KOHTPanyHKTe NPOCTOM U CNOKHOM, UMUTALUN, KaHOHe
u ¢yre;
22) T'apMOHM3auWA NPaBOCAAaBHBIX LEPKOBHBIX MECHOMEHU ;
23) 06ume NOHATUA O NPOCTENWMX My3bKanbHHX GOPMax: NPEeANOKEeHUM,
nepuoae, xone, 2-x U 3 KOMEHHOM cKnage;
Ha BHNyCKHOM 3K3ameHe Ha 3BaHue pereHTa U Ha NepeBOAHOM B 3-H
TeopeTnuecknin Kypc tpebyeTtca:
A) UsycTHue oTBeTH, C npUMepaMn Ha NOCKe, W rapMOHMuYecKuii pasbop;
B) Wrpa moaynauuit Ha dopTenbsaHO;
B) MuceMenHsle 3apaun: I) rapMoHM3auus xopana, C NPOXOASWMMMU U
3a0EePKAHUAMU ;
2) MOAYNAUMA B OAMH M3 OTAANEHHHX CTPOes
(noctenexnan), u

3) KpaTkana SHrapMOHMUECKaa MOAYNAUWUA.
BunyckHoi Gann 4
NepesoaHoit 6ann 4.5, ¥ npuTtoMm He MeHee 4.5 3a nuUcbMeHHYK 3apauy.
NpumeuaHue: Buicokuit nepesoamuii 6ann (4.5) yctaHosnew BBUAY CTPOrocTH
Tpebosanuit o (Hanuuuu) rapMoHMueckux ceeaeHuit U cnocobHocTein y
yyeHuka, wefaomwero nNpoXoAUTb KypC KOHTpanyHkTa u ¢yra. Ceepx Toro,
nMua, xenaowme nepenTH B 3-M TeopeTUUECKHUd Kypc U uMmeouue
ycTaHoBneHHuit 6ann 4.5, no npowecTBuMM nNeTHHIX BaKauui, Npu Hauane
3aHATUIA 3-TrO TeopeTHUecKoro Kypca, BHOBb NOABEPralwTCA UCABITaHWIO AO
NUCbMEHHOMY 3K3aMeHY U3 rapMOHMM, C YCNOBMEM MOMYyuYuTb BHOBbL HE MeHee
4.5 6annos, 6e3 yero B 3-il TeopeTUUECKUA KYPC OHW MPUHATH GbHTL He

MOTYT.

Conbvteaxuno
I-% u 2-% TeopeTuueckue KypcCh
(FnasHuit npeameT)

I — 2 ypoku B Hepenwo
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Kypc npakTuueckwit, co BKfOueHMEeM MOHATUA O nocTaHoske ronoca u (o)
rONOCOBHIX perucTpax.

AnA nepexopa BO 2-i TeOpPeTHMUECKUN KYPC IK3AMEH TOMBKO MPOBEPOUHbIN .
Ha BLINyCKHOM 3K3aMeHe Ha 3BaHue pereHTa MMM Ha nepexoaoMm B 3-1
TeopeTuueckuii Kypc TpebyeTcs:

A) bernoe u puTMMuUecKoe conbdeaXMpoBaHWE BO BCEX Knouyax;

B) ConbdemwmpoBanue B 2 u 3 ronoca;

B) MeHne ¢ nucTa NpUMepoB C TEKCTOM;

') YraabsaHue no cnyxy M neHue BCEBO3MOKHHX AKKOPAOS;

N) 3anucuiBaHMe NOA AWKTOBKY MENOAMYECKUX M MapMOHUYECKWUX MPUMEDPOB.
BunyckHoit 6ann 4.

Nepesoauon 6ann 4.5.

lpumeuanne: BTopuuHOro sKk3ameHa Npu Hauane 3-ro TeopeTUUECKOro Kypca

He nonaraeTcCH.

UepkosHoe nenune
(NpeameT) crapwero otaeneHus
2-1 TeopeTUUECKHU Kypc
I ypok B Hepeno
1) UedayTHulii knwou. YnpaxHeHne B conbdeaxMpoBaHuuM NO uedayTHOMY
KN4y ;
2) Wayuenve rapMoHM3auMu rnacosux Hanesos npuasopHoro 06uxopa;
3) 3HaKOMCTBO c pocneBamu ManbiM U Gonbwum 3HameHHbiM, [peueckum u
bonrapckum no uedayTHLIM KHUraM;
4) Osnakomneuue ¢ 06uxonom Hosoro u3apnaHuA [pUaBOPHOW Kanenns;
5) WUrpa Ha dopTenbAHO FNAacoBLIX MENOAWM, C rapMoHu3auueil NPUABOPHOIrO
06uxopna;
6) NepenoxeHna ayxoBHuX U-ronocHbix neec Ha 3 ronoca, co CMEWaHHOro
xopa'na OAHOPOAHBIA U T.A.
Ha BbINycKHOM aK3aMeHe ANA MNONyUYeHWs 3BaHWUA pereHra WM Ha NepesoOAHOM
B 3-9% TeopeTuueckuit Kypc tpebyerca:
A) MeHne c nucTta no uedayTHOMY Kmouy;
B) 3HaHWe HaW3ycTh BO3MOXHO 6onbwero uMcna rnacosbLX HanesoB MO
uedayTHbIM KHUraM;
B) NMucbmerHbie 3anaun: I) rapmoHusosaTbs Ha naMaTe (xoTs 6w
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npubnnManTensHo) naHHy© rNacoByld Menoauin v3
npuasopHoro 06uxopa;
2) nepenowuTb 4-ronocHyio neecy Ha 3 ronoca;
I') BuwrpaTo Ha (GopTenbAHO M cneTb N6y CTUXuUpy, Tponapb, BenuyaHue
Ui NMPpOKMMEH Ha 3apaHHbii rnac, MMeA nepea rnas3aMm TONbKO TEKCT
NecHoneHus ;

BuinyckHolt u nepesogHoit Gann 4.

Urpa Ha dopTenbsHO
(06na3aTensHuii npeameT)
I-4 n 2-i% TeopeTnueckue Kypcel
2 ypoka B Heaeno
Kypc npakTuueckuii
InAa nepexopa u3 I-ro TeopeTMueckoro Kypca Bo 2-# 3K3aMeH TONbKO
NOBEPOUHDI .,
Ha BLINYCKHOM 3K3aMeHe Ha nonyyeHuwe 3BaHue pereHTa Tpebyercna:
A) WcnonHerue Bcex raMm M apneammwii;
B) UcnonHeHnne sToaa BepeHca unu YepHu M nNbeC OTHOCUTENbLHOW TPYAHOCTH
(conaTu TaiipHa, Kynay u T.a.);
B) ConposowpaeHue Ha GOPTENnbAHO WHCTPYMEHTA WU Fonoca OTHOCUTENbHOM
TpyaHocTu (pomaHce TnuHKM, HeGonbwue cCNpUnUuHbie nNbech W T.a.);
) UYTenne ¢ nucTta nepenoxeHnit ana GOPTENLAHO NPaBOCNABHbLIX AYXOBHBIX
nec, BpoAae KOHUEePTOB BOPTHAHCKOro o T.f4.
BuinyckHow Gann 3.

NepesoaHoit B 3-1 TeopeTudeckut Kypc 3.5.

Urpa Ha ckpunke
(NpeameT o6s3aTenbHbiii)
I-% u 2-n TeopeTUueckue Kypchl

2 ypoKu B Hegernp

Kypc npakTuueckui
InA nepexopa BO 2-1 TeopeTUYECKMIA KYpC 3K3aMeH TOMbKO NOBEPOUHbLIA.
Ha BbLINYCKHOM 3K3aMeMe ANRs MONyUYEHUA 3BaHUA pereHTa U Ha nNepexoaHoM B
3-% TeopeTuuyeckuih Kypc Tpebyertca:

A) WcnonHeHne Bcex ramm U BCex Tpe3BYyuYMA W AOMUHAHTCENTaKKopnos
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apneaxuo (Bce nosuuun);

B) WUcnonHeHne 3Topa Kelisepa MNM OTHOCMTENbHO HETPYAHOro 3ToAA
Kpeituepa (Bce noauuuun);

B) YreHne HOT C TPaHCMOHMPOBKON;

BoinyckHoit 6ann 3.

MepesopgHolt B 3-11 TeopeTuueckuit kKypc 3.5.

YreHne napTuTyp
(06s3aTensHuit npepmeT)
(NpoxoauTca) BO BTOpPOE Nonyrogue 2-ro TeOpeTMYECKOro Kypca
I ypok B Hepeno Ha ckpunke u I ypok (Ha) dopTensaHo
Kypc npakTuueckwuit
Ha BHINYCKHOM 3K3aMeHe Ha NoflyueHWe 3BaHWe pereHTa U Ha nepexogHoM B
3~i1 TeopeTuWueckuil Kypc TpebyeTca:
A) No dopTenbaHO; UYTeHMe C NUCTa HeTpyaHou L-ronocHoit napTuTyps
AyXOBHOM nbeck (B Knouyax) B MeaneHHOM Temne;
6) MNo ckpunke: Gernas u puTMMuUeckaa urpa ronocoe (u3) napTuTypu B
Knoyax AyXoBHOIH nwecw (Hanpumep, koHuepTa BopTHAHCKOro), ¢
BHe3anHuiMM nepexogaMM M3 O4HOrO ronoca B Apyroi, 6e3 ocTaHoBOK.

BeinyckHO M nepesoaHoi 6ann 3.

YnpasneHue XOpom
(06asaTenbHbl NpeameT)
2-1 TeopeTuueckui Kypc
YnpawHenua B xoposom knacce (Cm. Huwe Xoposoit knacc)
Kypc npaxkTuueckui
Ha BbNycKHOM 3K3aMeMe Ha NofyuyeHWe 3BaHWA pereHTa U Ha NepeBOAHOM B
3-4 Teopernueckuit Kypc Tpebyertca:
A) NpoanpuxMpoBaTb XOPOM HECKOMBKO CTUXMP C 3aneBaMWM WM Tponapei Ha
3apaHHble pasnuuHbie rnach.
5) NpoaMpuxmMpoBaTh HOTHBI AYXOBHY© Nbecy W pasyunTs cobcTeeHHOe
nepenoxeHue AyXoBHOW nbech (CM. 3K3aMeH MO UEPKOBHOMY NEHWID).
B) PasyuuTb ¥ npoaupmxmposaTb HebONbuylo CBETCKYIO XOPOBYIO Nbecy.

BoinyckHOi U nepesopHo# 6ann 3.
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UepkoBHbil ycTas
(NpenmeT ob6nasaTenbHbilt)
2-A TeopeTHMUECKUA KypcC
I ypok B Hepeno
I) BockpecHas BceHOWHan;
2) 06eann: Woanna 3naToycta, Bacunus Benukoro u lMpewneocesweHHan;
apxuepeickasa cnymba;
3) MonebHui: GnarogapcTBEHHH U CBATOMY;
4) Nanuxunpa;
Ha BonyckHOM aksamMeHe Ha 3BaHuMe pereHTa M Ha NepeBOAHOM B 3~/
TeopeTUyeckuit Kypc TpebyeTtcsn:
W3ycTHbie oTBeTbl.

BuinyckHO# #u nepesoaHoi bann 3.

XopoBoii Kknacc
NpurotosurtensvHuii, I-i n 2-i% TeopeTuueckue Kypch
NpakTuueckue ynpawxHeHus

I ypok B Hepenwo
Ilna BCEX YUYEHUKOB MPUroTOBUTENbHOro, I-ro u 2o TeopeTUUECKUX
KYpCOB NoOcCeueHue XOpoBoro knacca obasatenbHo 6e3 UCKNOUEHWUR; YUEHUK,
nponycKaowuii XopoBoil Knacc, He MokeT GbiTb AonyweH K NPOXOMAEHWI
NPOYUX MPEAMeTOB PereHTCKOro Knacca. XOpoBoOi Knacc uMeer uensoo
YAPaKHATL YUEHUKOB 2-r0 TeopeTUUeCKOro Kypca B AUPUXKUPOBKE U
Pas’yunBaHUM UEPKOBHLIX U CBETCKUX Nbec M AOCTaBUTb UM BO3MOKHOCTH
npo6osate ceou nepenowenua (a anAa yuyeHukoe 3-ro u 4-ro
TEoOpeTUUYECKOrO KypCaoB M COUMHEHWA) B ronocax. [py STOM yUEHMKM
npUroToBuUTEnsHoro U I-ro Teopetuueckoro Kypcos M csobogHuie oT
AVPDUKNPOBKKU CTapuwMe YUYEHUKU COCTaBhnAnT Xop. B cnyuyae pomawHero
BorocnyweHua B pereHTckoM knacce (mone6Hua, BCeHOWHOro 6aeHuA u

I'IDOLI.), yyacTsyeT XOPOBOM Kfacc nopa yrnpasneHueM OAHOrO M3 YUEHUKOB.

3<% n 4-i Teopetuueckne (YumTenbckue) Kypco
KoHTpanyHkT u ¢yra
(TnaBHwit npeameT)
3-% u 4-i1 TeopeTuueckue Kypchl
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I1—2 ypoka B Hepeno
A) NMpocToit cTporuit u ceoboaHuit kKoHTpanyHkT (2-x, 3-x, 4-x, 5-Tu u
MHOIOFONOCHMI ) §
B) Noapawanua (umuTauum);
B) llBoiiHOM, TpPONWHON M UeTBEPHON KOHTPaNyHKT;
') KoHTpanyHKTMUYECKOe COnpoBOXAEHWE XOopana WMNW ApYroi AaHHOIM
Menoauu;
A) NpocTtas 2-x, 3-x u 4-xronocHas ¢yra. 5-ronocHaa ¢yra. Oyrato:
E) leoiinas dyra v ¢gyra C Xxopanom;
K) KanoHb pasnuuHbX poaos;
3) BokanbHas dyra;
NpuMeuanue: 3aHATUA YNOMAHYTHMWU OTAenamMu pacrnpepenAmwTCA B TeueHue
ABYX yuebBHuLIX fleT nNo yCMOTPeHWID npenogavuero.
dk3aMeH ana nepexoga u3 3-ro B 4-i TeopeTuueckuit Kypc TONbKO
NoOBEPOUHLIA. ‘
Ha BbHNYCKHOM 3K3aMeMe Ha 3BaHMe YUUTEnA LUEPKOBHOrO MEeHUA U Teopuu
My3biku TpebyeTcA:
NMuceMeHHan 3apauda: 4-ronocHasa npocTasa unu asoliHaa dyra.

BuinyckHoit Gann 4.

NpakTUyeckoe counHeHue
(06a3aTenbHuit npeameT)
3-i% u L-i TeopeTnueckue Kypce
I - 2 ypoka B Hepenp
Kypc npakTuueckuit

Paabop My3bikanbHbiX GOPM U YNPaKHEHUA B COUUHEHUU U UHCTPYMEHTOBKeE.
NpumeyaHne: 3aHATUA pacnonarawTcs NoO yCMOTPEHUo npenogauero
Jk3aMeH anAa nepexona B 4-i TeopeTUuecKkuit KyYpC TONbKO NOBEPOYHMI.
Ha BbinycKHOM aK3aMeHe ANA NONyYeHUA 3BaHWUA YUUTENA UEPKOBHOMO NeHus
M Teopun My3biku TpebyeTcAa:
peacTaBneHne HebonbwWoOro couMHenws Ans xopa W opkectpa (rumua,
necHu, HeBonbwoii KaHTaTH M T.O.), HanucaHHoro 6es nomowm
npenopanwero.

BuinyckHoit 6ann 3.
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CounHeHne UEPKOBHOW My3blKW
(06s3aTenbHuit npeameT)
L-i TeopeTnueckuit Kypc
1 ypok B Hepenw
Kypc npakTuueckuit
Paszbop u ynpaxHeHWs B COUMHEHUU NPaBOCNABHOW UEPKOBHOW MY3blKW.
Ha BbinycKHOM 9K3aMeHe Ha 3BaHME YUYUTenA UEPKOBHOrO NEHUA U Teopuu
My3bKu TpebyeTcAa:
llpeacTaBnenne Gonbwero CoOUuMHEHWA ANA XOpa C MNPUMEHEHUEM
KOHTPanyHKTUueckoro cTunsa (KoHuepTa, MPUUYACTHOrO CTUXa ¥ T.A.),
HanucaHHoro 6es3 nomouwu npenogawero.

BuinyckHot 6ann 3.

UcTopua Bceobueit U PYCCKOW MY3bKM U LEPKOBHOIO NeHUs
3-% n 4-% TeopeTuueckue Kypch
(NpenmeT o6A3aTenbHuil)
I) My3sbika A0 XPUCTMAHCKOW 3pbi;
2) lepkoBHaA M HapoaHas My3biKa NepBbHX BEKOB XPUCTWAHCTBA;
3) MpoucxoxneHne W pasBUTHE KOHTPANyHKTa;
L) 3noxa BO3SHMKHOBEHWA W DPa3BUTUA ONepH;
5) PassuTve My3bku ¢ nonoeuHn I8-ro Bexka Ao Hawero BpemeHwu;
6) WcTopua HapoaHoil M CBETCKOM My3nku B Poccuu;
7) WcTopus uepKOBHOrO MeHWA: a) B UEPKBU BOCTOuYHON (B nepsbe Beka
XpucTnaHcTea) U 6) B UEPKBU PYCCKOW;

8) lMpakTuueckoe 3HAKOMCTBO C OCHOBAMW KpIOKOBOM cemuorpaduu.
Ha BbLinyCKHOM 3K3aMeHe ANA MNOAYUEHWR 3BaHUA YUUTENA UEePKOBHOrO MeHuA
M Teopun Mysblku TpebyeTca:
NaycTHele OTBeTH NO BCEMY MPOMAEHHOMY .

BunyckHot G6ann 3.

Urpa Ha dopTenbAHO
(NpeameT obasaTenbHuin)
3-1 n 4- TeopeTuueckue Kypchl
Kypc npakTuueckuit, C ynpawHeHUAMU B UTEHUN HOT U TPaAHCMOHUPOBKE.
Ha BbiNyCKHOM 3K3aMeHe Ha 3BaHue yuuTenb UEPKOBHOrO NEHUR U Teopuu
430



64.

73.

My3biku TpebyeTcs:

A) WcnonHenue aTopa u nbecw;

B) ConposoxaeHue WHCTpyMeHTa cono unu ronoca;
B) Urenue HOT ¢ nucta;

') TpaHcnowuposka c nucTa;

BoinyckHoit 6ann 3.5

YteHune napTtutyp n avpuwuposka (aupuxuposaHue)
(06asaTenbHre npeameTsl)
3-i u 4-i TeopTeumueckue Kypco
YnpakHeHUA B XOPOBOM Knacce ¥ B OpKecTpoMm knacce [puaBOpHON Kanennd,
rane NpUCYTCTBUE YueHUKOB 3-ro u 4-ro xkypcos obasaTenbHo AnA
yNpaXHEeHU! B OPKECTPOBOM WUrpe, AUPUKUPOBAHWN U UTEHWW NapTUTYpP noA
PYKOBOACTBOM npodeccopa, a Takke AnA Npobb YrpakHeHW B COUUHEHUM.
Ha BbiINyCKHOM 3K3aMeHe Ha 3BaHME yuuTenAa UEepKOBHOrO NEHUA W Teopuu
My3biku Tpebyerca:
PasyuuTs U NMPOAMPUKMPOBATL 3K3aMEHHOE CBETCKOE COUYMHEHWEe C XOPOM %
OPKECTPOM, a LYXOBHOE C XOPOM.

BunyckHoit 6ann 3.

Nokwun, fl. Jl., 3ameuyaTenbHue pycckve xops U ux aupuweps (Mockea,
1963) cTp.30:

PereHtckuit knacc npu lpunsopHoi Kanenne AaeT BO3MOKHOCTb NPUrOTOBUTL

yuntenen Ha Bck Poccui, a nNnOTOMy 3HaueHWe pereHTcKoro kKnacca ropasao
wuupe, YeM OHO MOXET Ka3aTbCA. XOPOWWA yuuTenb UEPKOBHOrO nNeHuA
NnpUHeCeT Hapoay He MeHee MNOoMb3bl, YEeM XOPOWWA YUunTenb B cenbCKOn

wKone.

Cokonose, H. A., <BocnomuHanua o H. A. Pumckom Kopcakose> Pycckas

Mmy3bikanbHas raseta 4I (I908) cTp.866:

H. A. gupuxupoBans OpPKECTPOMb yuyauuxcs Bb NOMAHOMBL ero cocTtase, WU
3aHUMancA Cv» OAQHOK N3b OPKECTPOBLIXD FPyNnb; nNepexknaansan® pas3nnyHbLIA
nbechl ANA YYEeHUUYeCKUXxb aHcambnei; NpoBepAn KakK WHCNEKTOPD» HANUMYHOCTbL
HOTHBIXD CYMMDb, @ TaKKe M3aQaBaeMbiXb Kanennow #n noctynasumxb Bb

npoaaxy HOT; XnonoTtans Haab» ZgiDHAONEHMeMb GMGHMOTEKM; sbinuchisan®,



74,

76.

77.

78.

79.

3aka3siBan», nNpuHWMans», pacnpepenAns U otrpaasBans Bb NOYUHKY
WHCTPYMEHTH; Benb NUUHLIA CHOWEeHUA Cb npenopawvuwmuM, Cb
BOCNMUTaHHMKAaMN, KOTOpPLIXD OHB 3HANIb KaKb POAHLIXD petei, Cb

nocTtasumKamMm MU T.Q4.

Nokumn, A. N., 3aMeuyaTenbHbie PYCCKME XOPbl U UX AUDUKEPH CTP.28-9:

OH 3abortanca o Pa3HOCTOPOHHEM pPAa3BUTUM MANbUMKOB YUEHUKOB, O
NOAHATUN XYAOKECTBEHHOM KBanudukKauuum B3POCHBIX XOpUcTos, O pacumpeHuu
MX Kpyrosopa, BblKa3biBas B CBOEM OTHOWEHUM K TEM U OPYIrUM YepTh

BLICOKOW TYMaHHOCTHU.

Pumcknit Kopcakos, H. A., NleTonuchs Moen My3biKanbHOW WU3HU CTpP.233-4:

Al 3aHuManca cb ManoneTHUMM NEBUUMM UEMD TOMBKO MOrb: MepBOHauanbHOM
nrpot Ha GopTenbAaHO, 2INEMEHTapHOW Teopuei, NPOCNyuwMBaHbeMbd UXDb
CKPUNUUHBIXD U BMONOHUYENbHBIXD YPOKOBb, NUib 6b NpUyunTs MXD Kb
CKONbKO HUOByAb MpasusibHLIMb 3aHATUAMB, Kb CEpPbe3HOMY B3rnfay Ha UXb
My3biKanbHyo 6yaywHoOCTb MU BO3BYAUTE BB HUXD OXOTY ¥ nbosb Kb

UCKYCCTBY .

JNlanyHosa, A. C., H. A. Pumckuit KopcakoB. [lonHoe cobpaHue COuUWHEHUW:

nutepaTtypHbie npounsseaeHns W nepenucka T.5 cTp.l73:

fl ywacHo popoxy Tem, utob opkecTposbit knacc 6uin 6b He Tonbko

none3eHd, HO U NO BO3MOKHOCTU NPUATEH YUEHUKaM, U UTO OHMU ero nobaT.

Kpemnes, 0., A. Occoeckuii: Bocnomunanus. Wccneposanua (JleHunrpan,
1968) cTp.26:

B knacce Hukonams AHapeeBwua uapuna CTporocTb, AUCUUNNMHE, NPAMOTa U

npoctoTa ... Hukonan AHapeeBMY HE TONMbBKO Aasan HaM, CBOUM YUYEHUKaM,
OGDaSOBaHMH, HO ¥ BocnuTuBan. OH cMOTpen Ha 06A3aHHOCTU yuuTena kak

obaszaHHOCTU OTua, Apyra, HAHbKWU, cCnyra.

3opuHa, A. M. v KoHonnesa, W. A., H. A. Pumckuit Kopcakos. TlonHoe

cobpaHue COUMHEHUU: nUTepaTypHble npouaseneHus U nepenucka T.8a
cTp.119:

Kanenna meHa pagyeT: B Hel 3Zg%nuTc3 6naropoaHuil Ayx; Manbuuku




91.

92z.

94.

98.

yuyaTtcAa OXOTHO, BCAKWEe NOCTAHOBKKU B yron, Ha KofneHa M T.A. NOUuTH

CcOBepuweHHO UucuyecawT.

3opuHa, A. N. u KoHonnesa, W. A., H. A. Pumckuin Kopcakos. [lonHoe

cobpaHue COUMHEHUU: nMTepaTypHboie Npon3BefeHUA M nepenncKa T.8a

cTp.I38:

C banakupesuM Mb Bce Gonee M Gonee paneku, XOTA U HEe CCOPUMCA.

JNlanyHosa, A. C., H. A. Pumckuin Kopcakos. [lonHoe cobpaHue counHeHuu:

nuTepaTypHble npoussefeHWs W nepenucka T.5 cTp.l172:

Korpna Mo ¢ Bamun 8BABOEM, TO IroBOpUTE, UTO XOTUTEe N KaK XOTute, HO pa3
Mexay HaMM HaxOARTCA Kanenbckue UM, B OCOBEHHOCTWU, ManbuyuKu, TO, bora

paau, BO3pepKUTeCH.

Pumckuit Kopcakos, H. A., JleTonucs Moeit My3biKanbHOW KM3HW cTp.294:

OTHoweHua cbv banakupesbiMb CTanu TaKb HaTAHYTH, Aeno Bb Kanenne
Benock Takb 6e3Tonkoso, BeCb COCTaBb ClyXawuxb No Kanenne, 3a
UCKINoueHneMb My3biKanbHbIXb nNpenogasaTeneii, MHe TakKb He HpPaBWUACA, BCA
Kanensckas aTMochepa 6uina Takb MponNUMTaHa ChneTHEM M NUUEenpUATUEMD,
yTO 6LINO BECbMA eCTeCTBEHHO Cb MOel CTOPOHH WenaTb YWTU OTTyAa; KO

BCEeMy 3TOMY nNpuCcoeanHuUsriocb M Moe TorpauwHee yToOMneHue.

3opuHa, A. M. n KoHonnesa, W. A., H. A. Pumckunin Kopcaxkos. [lonHoe

cobpaHne COYMHEHMU: NUTepaTypHbHEe NPOU3BEAEHUA W nepenucka T.8a

cTp.221-2:

06suHAwT Banakupesa, noaospesBawT CCOpy U T.A. [IpMunMHb Moero BbIxoaa
ANA BCeX cneayowue: A 4yBCcTByl ceba He3QOPOBHM U NepeyTOMMNEHHbIM;
ume sa coboit 33 ropma cnyxbul, a BuxoaA no Goneswu, u BCex 35, uToO
paeT MHe nopagouHyw po(6a)BsouHoe copepwaHne, paapoBaHHOEe MHe
roc(ynapem) umn(epatopom) sa 25 neTtue noneaHow MysuiKanbHOM
AeATenbHOCTU; A ¥enaw oceoboauTb ceba OT M3nUWKOB 3aHATUA cnywboir,
utobn uUMeTr cBoboaoHOe BpPEMA ANA COUMHEHUA, KOTOPLIM Xenaw 3aHMMaTbCA
6e3 nepeyTtomnenua. KaweTcs, npuuuHs goctaTouHwe? Tenepb AnA Bac
npubasnw, uto cnywba c banakupesbiM B HOroMONbHOM XaHkecTsyiowen

Kanenne, B KOTOpPYI0 HbiHUEe BCTYNUIN HEKOTOpbhie BeCbMa NoaoO3pUTENbHbIe
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NUYHOCTU, ANA MEeHA HeBHHOUUMAa. OTHOweHUn Mou ¢ BbanakupesuiM HUKyaa
He roaaTcAa, KakK BaM w3BeCTHO, NO3TOMY €CTEeCTBEHHO U TO, 4YTO A

HaxXoxyCb Be€UYHO B pa3apaxeHum, UTO MHEe U HEenpuaTHO U BpenHo.

I11I9. UTUA ¢.468 on.42 en.xp.42 n.I:

MpuaBopHan kanenna Kak coBcreenHut Ero UMnepatopckoro BenuuecTtea

nesyecKuii xop, He MoxeT GHTb NOCTasneH HUKe Kakoro 6b To Hu 6uno

nesyeckaro B Poccun xopa; u kpome Toro, lpuasopHas Kanenna ecTob

eAVHCTBEeHHOe AYXOBHO My3HKanbHOE YupexaeHue KOTOPOMY CHNol 0CobBuix

Bricouaiiumx noseneHuit npepocTasneHo:

1) nabnoaeHue 3a pereHTaMu BCexX apxuepeiicKMX NeBUYECKUX XOPOB Mo
Bcei Poccum, no cHoweHuwo ¢ EnapxuManbHbiM HayanbCTBOM, HE MUCKWOYaR
U CuHoganbHOro xopa;

2) Bnpaya pereHTaM aTTecTaToB Ha obbueHMe NEBUECKUX XQPOB M,

3) UeH3ypa BCeX AYXOBHO MY3biKanbHHX COUNHEHUAX.

126. UrvA ¢.499 on.I ea.xp.2673 n.604:
Mow HabnoopeHua Hag coctasom Hacoe M TeHopos xopa flpuasopHoit Kanennw
npusenyM MeHs K nonHoMy ybewgeHuio O cCOBepuleHHOM ynagke M COBEpUEeHHOM
He3HaHWM 3TUMM MeBuUaMU He TOMbKO TOrO UTO HA3HBAeTCA MNOCTaHOBKOW
ronoca, Ha pake, CTHAHO AONOKUTbL, U CaMbiX HOT, CaMbiX NPOCTHIX aMM,

CaMblX HeTpyaHbX MHTepBanos, faxe nesuyeckKoro obuxopa.

I128. Cmonenckun, C. B., <3asetn C. B. CMOAEHCKOro pereHTy uepKOBHOIro

xopa> PerenTtcxkoe n xoposoe geno 12 (I9I5) ctp.2I7:

KpoMe uMcTO npakTUuecKux 3HaHWUIM nopaaka BorocnykeHua, yYMeHbs
obpauaTbCA C UEPKOBHHIMA KHUIFaMU, YMEHbA HaXOAUNBO OPUEHTMPOBATLCA M
He TepATb NPUCYTCTBUA AyXa, HApaO0 OTNUUYHO 3HaTL BCe OCMOrnacHue
Hanesb B WX MECTHOW apMOHMUECKON pepakuuWm M BCe Nbech, BXOAAUUA B
penepTyap Xopa. JTO OTNUYHOE 3HaHUE AONKHO ObITh OCMHICNIEHO ACHBbIM

NOHMMaHUEM rapMOHUUECKAro MOCTPOEHUR BCEX 3ITUX COUNHEHUN.

133. UrMA ¢.1109 on.I ea.xp.I04 n.2:

Hosoe Moe MecTO OueHb TpyaHbLM NO Macce NOANOCTU UHTPUT U BCAKOW
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3noctu NuTtepckux camoniobusbix MY3bKy C Te, 6onee we TOro oT

HesBeecTBa U rHU M36anoBaHHLIX NeBuUX.

I34. Nunaes, U., <C. B. Cmonenckuir (U3 BOCnoMuMHaHwu W nepenuckmn)>

Pycckas MyswvikansHas raseta 37-8 (I915) cTp.557:

Ranswe MHe nATHM Hekyaa...Bce we Gonut Moe cepaue. OHU NPUBBIKNU K
koHpeTam banakupesa. OHM NpuyudeHn K nopaukaM Hes3acnyweHHoiM. fA um

WX He MOr gaaTb. Mb Ha pasHbix goporax. Bce nowno NpoTue MeHA.

I45. Ur¥A ¢.499 on.I en.xp.2866 n.I:
Bocnutauuku Kanennw obyuvanTcAs B8 PereHTCKOM Knacce COBMECTHO C
NPUXOARUUMU €ro yJYyeHUKamMm. ITU NOCTOPOHHbLE YUEHUKU MNPUHUMANTCH B
knacce 0e3 BCAKUX cBeaeHWM O ux GnaroHagexHoCTWM U NposoaRT Gonbuyo
yacTb BpPeMeHW BHe Haps3opa HauanocTBa Kanennu. [lpyM Takux ycnosuax B
cpeay BoCnuTaHHUKOB Kanennw MOXMeT NPOHUKHYTb, OCOBEHHO B HacToAwee

TPeBOXHOE BpPEMA, ONAacHYd B MNONUTUYECKOM OTHOWEHWU 2NEMEHT.

I46. UTMA ¢.499 on.Il ena.xp.2838 n.I0:

I. C centabpa 1907 roga npueMm NOCTOPOHHLHX YUYEHUKOB Ha BCe KYPCH
PereHTCcKux Knaccos npekpawaeTcA;

2. YueHnukam, cocTosBuMM B 3TuX Knaccax B 1906-7 yuebHom roay
npenocTaBnAeTCA NpPaBO AOKOHUYMTH CBOe pereHTcKkoe ofpasosaHue u
AepKaTb 3K3aMeHb Ha CBUAETeNnbCTBa BCeX Pa3pfAAoOB, Ha YCNOBUAX WU
no npasunaM, W3nOweHHoiM B Buicouaiiwe yTsepwaeHHom 17 mapta 1884
rona lMonoxeHun o PereHTCKOM Knacce;

3. OcTasumecAa AnNA OKOHUaHUA cBoero obpa3oBaHuA yuyeHWKkU PereHTckoro
Knacca He WMenT npasa OCTaBaTbCA HA MNOBTOPUTENbHHIW rog B OAHOM U
TOM Xe Kypce, U, B Cnyuyae HesbiilepKaHUA NepexoAHbiX UCALITaHUA Ha
cneayoumuin Kypc, AOMKHH OCTaBUTb PereHTCKMA knacc;

4. Nporpamma npenogasaHUA ANA AOKAHUUBAWIWMUX CBOE pereHTckoe
ofpasoBaHMe yuyeHUKOB OCTaeTCA Ta Xe, Kakosana bwna ycraHoBneHa
NonoxeHnam I884 ropa o cem knacce;

5. 3a cBoe obyueHue yuennku sHocaT I00 py6. B roa, ¢ ynnatow no
nonyroaHo Bsnepea;

6. YueHMKM AOAKHH UMETb CBOW CKPUNKW C NPUHAANEKHOCTAMU, KaMepTOH,
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yuebHMKM u HOTH, Heobxogumble ANA NPOXOKAEHUA Kypca;

YuyeHukun o6a3aHb MCNONHATL BCEe AUCLUUNNUHAPHLIA Npasuna,

ycTaHosneHHbA Hauanbctsom Kanennwi;

YueHuKaM, BoHaEpKaBWMM UCMBITAHUE WU MONYUUBIIKM WX FNABHbLIX

npeametos He MeHee 4 (npu nATu BanbHOW cucTeme), a U3 MPounx

npeaMeToB He MeHee 3 BuiganTcA OT llpuasopHoi Kanennb
csupgeTenbcrBa Tpex paspAaos:

a) yueHukam, npowenwuM NPUroTOBUTENbHHIA KYpPC, CBUAETENbCTBO 3 roO
paspAna Ha 3BaHWe PEreHTCKOro MNOMOWHWUKA ;

6) yueHukam, npoweawvMM NPUrOTOBUTENbHLIN, NEPBbii U BTOPON
(TeopeTnueckne) Kypch, CBMAETENbCTBO 2-rO pa3pAaa Ha 3BaHue
pereHta, "

B) npowenwum NONHLIA KypC CBUAeTensCcTBO I-ro paspaga Ha 3saHue

yuntena UepKOBHOroO nNeHnAa U Teopun My3blKU.

I47. UTVA ¢.499 on.I eg.xp I496a n.62:

Buicouvaiiwe ytsepwaeHHoe Lro Okrtabpa I908 ropa lMonoxeHne o PereHTCKux

I.

2.

5.

Kknaccax lpuasopHOM Kanennwi:
PereHTckue Knaccel MMewT Uenbio NOArOoTOBUTb U3 BOCNUTAHHUKOB
NpupeopHoit Nesueckoir Kanennb My3bikanbHO obpas3oBaHHLIX pPereHToB
ANA NPaBOCMABHbLIX LUEPKOBHBIX XOPOB ¥ npenogasaTenei XopoBoro
NeHus;
B pereHTckux knaccax oby4yanTCA UCKIIOUNTENbHO BOCMUTAHHUKU
NMpuaeopHoii Kanennw;
PereHTckue xnacce cogepxaTcA Ha cuyeT CyMM, eXerogHo OTnyCKaembix
M3 cpeacTtB MuHucTepctBa Wmnepatopckoro [isopa;
PereHTckue Knacchl COCTOAT M3 Tpex KNaccoB: nepsBoro c
ABYXTOAUUHBIM KYpPCOM, BTOPOrO y TPeTbArOo C OAHOMOAUUHBIM KYPCOM
Kakauii, KoMnnekT yuyeHMKOB Kaxaoro Kpacca onpeaennseTca €
yTBepxaeHua MuHuctepcTBa MMnepaTtopckoro [lsopa;
B pereHTcKuXx Kknaccax npenoganTCR Hukecnegyowue npeaMmeTsi:
A) OcCHOBHHE: rapMOHMA, KOHTPNYHKT, KaHOH, @yra, My3biKanbHbiA
GOpMbH M BHUMKNONEAUA, UCTOPUA MY3bKWM, NPABOCMABHOE UEPKOBHOE
nexve u llepkosHbii YcTas;

B) NobasouHne: urpa Ha GOPTENUAHO M CKPUNKe, NOCTAHOBKA ronoca u
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XOpoBOe neHue;

6. NonpobHuia nporpamMmsl ANA BCEeX KNaccoe U KypCOB U YyCNOBUA nepesopa
B Bbiclle Knaccu yTeepwaanTca MuHuctpom Wmnepatopckoro [lsopa no
fpeacTtasneHno llpuasopHoi Kanennw;

7. YueHuxn, ynoBneTBOPUTENbHO Npowepwse Kypc U BhaepKasuue
YCTaHOBNEHHbIA UCAbTaHUR, npuobpeTanT npaso Ha nonyveHue
aTTecTtaToB Tpex Pas3paAaoB:

OKOHUMUBWUE NepBHI KNacc: aTrTecTaTa 3—ro pas3psaa Ha 3BaHue

NoOMOWHNKA pereHTa,

" BTODO% 1] H n 2_.'-0 n n [1]
pereHTa,
u TpeTMﬁ n H n I_r.o L1} (1] (1]

yuUnTena UEepKOBHOrO NEHUA U TEOPUN MY3bIKU,

NMpumeuaHue. JiMua, OKOHUMBWLUA pereHTCKUe KNacchl C aTTecTaToOM

I-ro unn 2-ro paspsAA ¥ Kenaowua OTKPLTb UYACTHHE pereHTCKue

Kypct B obbveme MpPOMAEHHON MMM nNporpammbl, MOryT obpawaTeCAa B

MpuasopHoMy Kanenny ¢ xopaTaiicTBamMu O Bbigaue MM Takke ocobbix

CBUAETeNnbCTB, YAOCTOBEPALUWYX [ONKHYI UX MNOArOTOBKY K obyueHuio

pereHTCKOMY peny;

8. ATTecTaT BHaeTCA TOMbLKO MO BhLXOAE BOCAUTAHHMKAE M3 Kanenns u He
paHee, KaK No pocTuxeHun UM I16-Tu netHoro BoapacTta. Ecnu meway
OKOHYaHMEM Knacca, Aapwaro nmpasa Ha aTTecTaT OAHOro u3 pas3pAaos
BLIXOAOM YueHuka u3 Kanenns npoiipget Gonee roga, TO ANA MNOAYYEHUA
aTTecTaTa YUYeHWK AONKEH NOABEPrHYTbCA MNOBEPOUHOMY 3K3aMeHy no
nporpaMMe COOTBeTCTBYKOWAro Knacca;

9. YueHUKM pereHTCKUX KNaccoB, OKOHUMBUUE KYPC C aTTecTtaToM OAHOro
w3 Tpex paspagoB, npu Bhixoae u3 Kanennw uMenT npasBo Ha nonyvyeHue
M3 cpeacts Munuctepctea Umnepatopckoro [lsopa eaMHOBPeMEHHO Ha
nepsoHayanbHoe ob3aBefeHue, eCnM NPUTOM OHU HEe BOCMONK3OBanucChb
OEeHEeXHbMYW BbijayaMuM 3a OKOHYAHME MHCTPYMEeHTanbHOro knacca B
oAUHakosoM unu GonbweM pasmepe:
nonyumsume attectat I-ro paspspa...l00p.

" " 2-ro "L ..75p.
" " 3-ro "L ..50p.

10, NocTopoHHMA nuua, NPaBOCNaBHOroO WUCnoseaaHws, He monoxe 16 ner,
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He obyuyaBwMACcA B pereHTCKux Knaccax lpuasopHON Kanennsl,
[ONYCKaoTCA, C paspeweHUs HauanbcTsa Kanennbl, K UCNHITaHUAM Npu
Kanenne B o6beme nporpaMm CuX Knaccos C npaBoM, B chnyuae
BHOEPKAHUA UCMHTAHUIA, HA HasHauaeMble HayanocTBoM Kanenns u
csoeBpeMeHHO obbABnAeMbie BO Bceobwe cBepeHue;

II. C o3aHaueHHbX B npeaviaywem naparpade nuy B3nMaeTcA 3a
NpPoN3BOACTBO WUCMLITAHUA NnaTa B NONb3y 9K3ameHaTopos B pasMepe 20
py6(neit) ¢ xawparo nuua.

M.U.l. bapoH dpenepukc

I149. YepenHuH, H. H., BocnommuHaHua MyawkaHta (Jlenunrpan, 1976) cTp.26:

Npodeccop ConoBbes Obin OueHb cCepAeuHbii B €ro OTHOWEHUAX C YUEHUKAMMU
eéro, OoJYeHb TWwaTenbvHo paboran B Knacce, HO y Hero odyeHo Mano 3TOro
BHYTPEHHOro aHTy3uaaMma, KOTOpHii BCeraa nepenasaTbCR YUEHUKY, U ero

npenopasaHue 6bin HeMHoro odduumansHo.
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Chapter 3

36. Npeobpawencknit, A. B., <. C. BopTHanckuin 1751 IB825r.> Pycckan

MyssikansHana raseta 40 (I900) crtp.912:

Takua mbicnu B nepsol ueTBEpPTU Hawero CToneTUs Mornu GHTb AOCTOAHUEM

TONbLKO BeCbMa HeMHOrux nuy, obnajaswMx gapoMm nposuaeHnna u obHuMMaBwUX

CBOEW MbiCMMI0 AenO LUEePKOBHOro MNeHWA BO BCEeiW ero NONHOTE U 3HaueHwuu.

43. Nesos, $. N., <lUepkosHan Mysnka> CesepHana nuena 97 (I83I) crtp.4:

I.

2.

K obuvkHOBeHHOMY LepkoBHOMY neHun PoccuaHe npuBLIKAM, M Kak B
NPOCTOM BOCNUTAHUKU HAMNEB LEPKOBHLIX CTUXOB U3BECTEH KaKAOMY, TO
Gonbwan uvacTb nogeti, B UEPKBU CTOAWUX, 3HAA MONUTBY W Hanes OHOM,
NoO HaBbiKy CNeAyoT 3a FofloCOM W 3a CfOBaMu MOMIUTBH, KOTOpas He
pa3BNeKaeTCcA HEOXMUAAHHbLIMU MY3bKanbHHMWU nepeMeHamu WtanbaRHCKOro
cTUnA;

YnoTtpebnenne WTanbAHCKON My3biKM B uUepKBaxX, W NpvU Nyduwem
MCNonHeHWN, HeyaobHO C TON CTOPOHB, UTO My3bKa CHMA MPOCTOMY
Hapoay HenoHATHa, M HapoA HWU KakKoil OBOLIKHOBEHHOW MOMUTBL B CEM
neHWn OTNUUMTL He MOXEeT; MHOrMe U3 NPOCTHX Noaei OT uepKBU
oTcTann, He HaxOAA YyKe B OHON TOro NeHUA, K KOTOPOMY OHU NPUBLIKNU
C MnapgeHuyecTBa;

flpn HekOoTOPOA pa3bopunmBOCTU B My3biKanbHbHX NPOM3BEeAEHUAX NPaMeTHO,
uto UtanbAHckaa Myabika, 6yayun pasHoobpasHee B CBOMX
rapMoHnueckux oboportax, uacto bnagaeT B CTUNbL TeaTpanbHuHil, U
npenecToi0 CBOEKW YBNEKaa 3Haowaro cnywaTtend, BHBOAUT €ro HeBOMibHO
M3 6naroroBeHMA U U3 Ayxa MONUTBH, a He 3HaLWaro OTBPawWaeT.
Fpeueckan xe, HanpoTUB TOro, MNPOCTOTO CBOEKW, BENWUUEM WU
nNasHocTuio, BO3BUWAR uybcTeywwaro uenoseka K monutee, nobyxkpaert
ero K M3NUAHUI RYXa B OHOM, a HeaHaowaro U K OBHKHOBEHHOMY MEHWK

npuBLIKWaro, He oT6pauaerT.

46. UTWA ¢.472 on.I ea.xp.3 n.3:

Mepa cue coctoutr B obpa3oBaHuUM CTapuHHaAro Hawero UEepPKOBHOIrO MEHUR,

BparoueHHble OCTAaTKM OHAro COXPOHANUCH Y HAC B HOTHBIX LEPKOBHbLIX

KHUrax. W3 npunaraeMoit y cero 3anucku BUAHO CKOMbKO HeobBxoaumo
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49.

58.

59.

600

NPUMBECTK B NpaBuna, ¥ B uYeThHpex FOfOCHBI COCTaB, 3HAMEHHLIN,
[eMeCTBEHHbI, KMEeBCKUWN, U aApyrue pacnesbl, NMPUHATHE B Haweit lepksu, B
TOM yBaweHUn, UYTO MPeBOCXOAHAA My3biKa CUR HenocpeacTBeHHO
npYHaanexuTbL HaweMmy borocnyxeHwo, M UTo 6GOraThii UCTOUHUK Yy HAC OAHUX
M ecTb, NpW NocTeneHHoi pa3paboTke U NO Mepe OuUMIEHWA, MOMLETCA BO
BCe Te MecTa, rae lepkoBHoe neHne ynorpebnaerca, U COCTaBUTL
ocobeHHoe yKkpauweHue GnarouyecTu, a C CUM BMeCTe OTKOOTCA CpeacTea M
K BOCMUTEHMI0 ManoneTHbX fMeBUMX, U K COXPAHEHWO BCero NonHaro xopa,

6e3 BCAKAro KasHe OTArOWEHWUA .

UrvA ¢.499 on.I ea.xp.2921 n.lI7:

Netp TypuaHuHos onpepened 6bin K lpuasopHoit MNesueckoit Kanenne ann
npuBeaeHWA B FapMOHUYECKUA MOPAAOK APEBHArO UEPKOBHAro NEeCHOMEeHUA U
AnA obyueHuAa OHOMY nNeBuUUX, U UTO B CneaACTBME Cero O NPOM3BOACTBE eMy

HasHaueHHaro wanoeaHbA no I600 py6(neir) 8 roa.

Nesos, A. ®., <3anucku> Pycckuit apxus 5 (1884) cTp.85:

Mpn nonHbix Xopax, conpaHb M TeHOPb MNONTCA NPOU3IBONBHO KU, NPUNIUUHAA

Pas3HOCTb, C KOTOPOW MCMNONHAETCA B DPA3HBIX MecTax OAWH U TOT Xe Hanes,
npeacTtasnAwT U TO Heyno6crao, YTO TeHOpbhl, HEe UMEeRs NONOXKUTEenbHbuIX ANA
HUX HOT, AO3BONALT cebe pa3Hba KyapPABHA BbIXOAKHW, BOBCe npu LepKOBHOI

My3blKe HeyMeCTHbIA.

fNommep, A. doH, PykoBoacCTBO K u3ayueHuio uctopuu Myswiku (Mocksa, 1884)
cTp.577:

KHUrv 3TuU BawHM ANA UCTOPUKA UEPKOBHAro neHus TeM, 4YTO NOKa3bLBaWT, B

KaKUX HeyMenbiX pyKax HaxoOAUnoChb UEPKOBHOE neHue B 3Ty 3Noxy. Khuru
3TU NONHH BCAKUX HEAOCTATKOB: BO NepBhiX, Ha3BaHue He cooTsBeTCTBYyeT
coaepxaHuio, TaK KaK B HUX MHOroe BaxHoOe n3 Hawero uepkKosHaro
GOPOCHYKEHMR nponyieHo, BO BTOpPbIX, ACNYWeHH OTCTynneHUA OT cnocoba

UCNONHEHUA UEePKOBHbLIX HanesoOB.

ApHonsn, 0. A., Bocnomunanua Opus ApHonspna (Mockma, 1892) crtp.37:

A He MOr He 3aMmeTUTb, UTO TypuyaHUHOB AOBOMBHO CTPOro NPUAEPKUBANCA

Menoauin uapnavHaro Ceateiiuum CuHopom <HoTHoro obuxopa>, KoTOpbHIA,
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67.

70.

71.

80.

Gonbwen yacTuio, OH NOPy4Yan anbTy, TaK UTO COMPaHHBII rONOC OKa3uBancs
y Hero HactoauuMm ‘'auckaHToM", T.e. BTOpAWMM ronocom. Ha cueT
MenoANUECKUX U FapMOHUUECKMX e oBopoT M, B OCOBEHHOCTWU, B YMEHWU
ecTecTBeHHaro ronocoBefeHWA, KOHEeUYHO, A HeBONbHO AONKEeH 6bin
nNpU3HaBaTb NEpBEHCTBO BOPTHAHCKOro Hag TypuyaHWHOBHIM, B MNEPEenoOKeHUAX

KOTOoparo ABHO BbiKa3anoCb AUNEeTaHTUUECKOEe TONbKO 3HaHMe U noHuMaHue.

Nesos, A. ¢., 0 ceo6oaHoM wnu HecummeTpuuHom putme (Ct. MeTtepbypr,
1858) cTp.6:

BaTte cnosy MonuTeul Haubonee fABecTBeHHOEe BbpawkeHue. fACHO, UTO Takoe

neHne He TONBKO AONKHO COBEpWEHHO coobpa3oBaTbCA C 3HAUEHUEMD
MONMNTBH,, KOTOPYID OHO CONPOBOXAAETH, U MOAUYUHAANTCA CMBHICNY €A; HO U
CaMbleé HOTHble 3HaKKW AONKHH BnonHe NOAYUHATLCA PUTMY CNOBbH, OTHIOAL HE

UCKaAXaA UXD.

Nesos, A. ¢., 0 cBO6OAHOM UNU HECUMMETPUUHOM puTMe CcTp.Il2:

A nonmaraw, uUTO nyuuwe BCero CTasuTb BePTUKaANbHO pasaenst NO 4YaCcTAMD U
oTaenaMm» KaxKb CfioBb, TaKd U HOTD Bb UXD COBOKYNMHOCTHU, UYTO #“

NMOCNYKUTDL ANA NOOUUXD TOUKaAMHU OMOPH.

Nesos, A. ¢., 0 cBo60AHOM MAN HECUMMETPUUHOM PUTMe CTP.I3:

KTo pasyMeeTb BaKHOCTb MOAMTBH U BHUMATENbHO CNEAUTH BO BPEMA NEHUA
3a crnoBamy es, TOTH HE MOXeTb He ouyuwaTb BEefMKaro HacnawxaeHwsa, Cnuwa
ee Bb CONPOBOXMAEHUU MNPOCTOW WU MNPUWYHOM FapMOHUWU, MPU WUCMNONHEHWUH
KOTOpPON BCE FONOCa MPOU3HOCATHL peub Bb OAHO BpeMA, cneaoBaTesnbHO
ABCTBEHHO, U Bb pasdmepe TakToOBb CooBpPasylnTCA Cb €CTEeCTBEHHbLMU
ynapeHusmMu cnosb. Hu Tpemmu, HM pynaas, HU APYruAa Kakua nubo sbiuypb
He AOMKHL YKpaWwaTb UEepKOBHAro nNeHwus, Bb MPOCTHXDb U UACTHXD 3BYKaXb
KOTOparo BO3HOCUTCA MOMUTBAE ... A3blKb MOMMTBD HalMXb UMEeTbH

ocobeHHbi XxapaKkTepb: eMy OOMKEeHD COOTBETCTBOBATb M XapaKTep NEeHWUA.

M6 ¢.446 en.xp.66 n.I:
B rapMOHMM HOBOMPENOKEHHOrO UYEeTBEPOFONOCHOro llepkosHoOro newus,

llepKOBHbIN Hanes ¥ HEKOTOPHIX YAaCTAX ACHO ChbilleH U MPUBLIKWWAM K

441



81.

84.

85.

LUEepKOBHOMY NeHUId CNyxoM yAoBHO y3HaeTca, a B HEKOTOPHX YaCTAX He Tak

AICHO chbileH U Kak bBul 3aTmMeBaeTCH rapMOHueK, U He NnerKo ys3HaeTcCA.

Jlbsos, A. ®., <3anucku> Pycckuit apkus 5 (I1884) crp.84:

quupexronocuaﬁ rapMoOHUA He COCTaBnAeT TON MNONHOTH, TOrO OpraHHaro
addeKTa, KOTOPHIA Mb CABWWMM NPU UCMNONHEHUMU NPOCTaro Hanesa. Bouwen B
nogpobHeliee pa3scMoOTpeHUe ceMy NPUUUH, A YBUAEN, 4YTO, NO MPUHATOMY C
AaBHAro BpeMeHy obbiuyaw, BblleCKasaHHaA UYeTHPEeXrOflOCHaA rapMOHUA B
Xope nNpuUABOPHOM WUMeeT eue noapasfaeneHua, UCKNOUMTENLHO Hawell ApeBHEwN
UEePKOBHON My3bKe NpuHaanewxawms U BecbMa cnocobBcTsyilUMA K UCNPaBHOMY
MUCNONHEHUI0 UEePKOBHOW MY3blKU, KOTOPaR He MNOAAEPKUBAETCA HUKAKUMU
UHCTPYMEHTaMU.

Boicokuit 6ac noeT KopeHHOIl HaneB BMeCTe C COMpPaHO M TeM CAYKUT BecbMa
NONEe3HO NOAAEPKKOKW HEONLITHOCTM ManbuMKOB U TOUHOMY NpMEeMy HanesoOB;
BTOPO/ CcONpaHO NoeT C NepBbM TEHOPOM, BTOPOW TEHOP C anbToOM, a
Hu3ku bac ... ocTaerca HeyaBOeHHbM. (MM COCTaBOM rapMOHUA ABMAETCA

TOYHO B TOM BuAe, KakKk MH ee CnuituM B NPUABOPHLIX UepKBaX.

PasymoBckuit, [l. B., llepxosHoe nexwne B Poccuu T.2 (Mocksa, I1868)
cTp.248:

llpuaBOpHOE neHue uMeeT cBOEe NpU3HaHHOE AOCTOMHCTBO U CBOKX CnaBy.

OnoHako nobaumini U 3HaWKiA ApeBHee UEepKOBHOE NeHne MOXKEeT cKa3aTbh, 4TO
HEeKOTOpPHIA 4YacTW NPUABOPHAro MEHWA COXpaHUNU 6NU3ocTb K AyXy wu
XapaKkTepy APEBHArO UEpPKOBHAro neHWA, a HEKOTOPHA OT nepenaratenew

N3MEHEeHUA He K nyuJluemy.

ApHonba, 0. A., BocnomumHanua Opus ApHonbaa cTp.7I:

XoTA Henb3n ckasaTs, uTobH 3TH nepenoxeHWA, pPaBHO KaK M
caMocToATenbHble AYXOBHbHe KaHTuku JleBoBa, BNOnHe cOOTBETCTBOBANU AYXY
APEBHAMO Hawero uepKosHaro neHuA, HO Henb3A TaKKe U OTpUUaTb, 4YTO
OHW UCMONHEeHH UCTUHHO PenuruwosHaro ayxa. [apMoHusauua a3Tux
necHoneHuit Bcerga nonHo3ByuyHa u coobpasHa ¢ TekctamMn, HO, KOHE4YHO,
ocHoBaHa Ha obueeBponeicKoM, a He Ha CReunanbHO apesBHE PYCCKOM

UepKOBHOM CTuUNE.
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90.

92.

96.

MpeobpaxeHckuin, A. B., Anexceit denoposuu Jlbeoe (Ct. Netepbypr,
1908):

OnA ceBoero BpeMeHn 3TO n3aaHue 6Gbino uensiM cobbiTueM, Tak Kak

otcytcTeve noaobHoro obpasuosoro uanoxeHusa OOLIUHLIX HanesoB BHOCUNO
6e3nNOpPAAOYHOCTL B MEeHWe UEPKOBHbLIX XOPOB, a BOCMNONHEHWe ero 6uno He
noa CUNYy He TOMbKO OTAEeNbHLM NUuam, HO U Kakum nubo npyrum, Kpome

Kanennu, yupewxaeHuAM.

JNlbeoB, A. 9., <Banucku> cTp.97:

3Tn ynpAMbie HeBeXM He MOrfAW MOMUPUTBLCA C MBICAIBO, YTO MOPAAOK
UepKOBHAr0 MNEeHUA COBEeplaeTCA He UMU, a NULOM AYXOBEHCTBY He
npuHaanexaumm. 0OcobeHHo apxuMmaHapuT [loHckaro MmoHacTuipAa deodaH,
YyenoBeK XWTpuit, 3noiw, camoniobusbii U Ge3HpaBCTBEHHHI, HeBexa BO BCeW
cune cnoBa U K Hec4yacTbi caM BoobpawkaBumii, UTO MOKET NUCATb HOTH W
UTO OHe COCTaBAT 4ecTb U cnasy Poccumn (3To ero cobcreenHoe
BhpaKeHne), Aenan v aenaeT MHE PasHLIA HENPUATHOCTH, NPEBUAS, YTO
HOTH, WM MUCAHHbLIA, NPU Pa3CcMOTPeHUU UX AupekTopom lpuasopHoit
NeBueckoit Kanennel, 6yayT HailneHs HerogHbiMu. OGeodaH noacTpekan
nonobHuix cebe MoHaxoB u nonos, a Te mMuTpononuta Punaperta, KOTOPLIA,
6yAyun uymka BCAKAro MO3HAHMA B MY3blKanbHOM UCKYCCTBe, He 3Han, KOMY

BepUThb.

Metannos, B. M., Ouepk MCTOPMM NPaBOCNABHOrO LEPKOBHOrO NEHUA B

Poccuu ctp.l16:

BcAKkui anccoHaHc, BCAKWUIM XpoMaTuam 6uin 6w Benuuanweit ownbroi w
uckasun 6ul BnonHe BCH CaMOOBLITHOCTbL HaWMX UEPKOBHLHX HanesOB U MUX

cTporwii, Bcerpa BenUMUYEeCTBEeHHbII U CNOKOWHLIA XapaKTep.

Opoesckuit, B. ¢. MueHue Knass B. ¢. OpoeBckaro no sonpocam,

8036yxaeHHEM MuHucTpom Mpoceeuenuns no aeny o uepkosHoMm nenuu (CT.

Netepbypr, 1866) cTp.7:

9Tta MOHOMONMA, Kak NMPeBOCXOAHO Pa3bACHEHO BhicokonpeocBAweHHENWUM
MutpononutoM MockoBCKMM, HUM Ha yYeM He OCHOBAHa KPOMEe KaK Ha CMeWeHwu
NoHATUA. [epenoxeHUA WM COUMHEHUA, U3aaHHbie Kanennow nop

pa3anUUYHLIMM Ha3BaHUAMU U HanevaTaHHblA UTAaNUAHCKOK HOTOKW HEeCOMHEeHHO
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COCTaBnAT eA COBCTBEHHOCTb, HA nNpasax aBTOPCKON cOBCTBEHHOCTU, He
6onee; HO, W3AaHMA HaNEUATaHHHA UEPKOBHLIMM HOTAMW, B OAUH FONOC, nNO
6narocnoseHuo Cs. CuHopa ... cyTb cob6cTBeHHOCTb CuHOpa, U OT Hero
ofHOrO MOXEeT 3aBuceTb AaTb, MNN He OaTb AO3BOMEHME KOMY Obl TO HM
6bno NOBTOPMTL CUM M3paHMA B TOM BuUAe, KaK OHWM HaneuaTaHu. Ho
rapMoHM3auuAa UnNu nonoxeHue Ha 2, 3, 4 n Gonee ronocoe cux cambix
ONHOrONOCHLIX HanmeBOB AOMKHA, KaweTcA, OubiTh obuuM ONOCTORHMEM BcCex

npasocnaBHbIX .

MeTtannos, B. M., Ouepku UCTOPUM NPaABOCNABHOrO UEPKOBHOrO NEHUs B

Poccuu cTtp.I118:¢

CTporuit xapakTep B XOAe COMPOBOXAAOWMX ronocos, nNpu GnaroroseiHoM u
TOUHOM WCNOHEHWUWU ONBITHHIMU NMEBLAMU, MOXET NPOU3BOAUTL CaMOE€ CUMbHOE

BnevyaTneHne Ha Aaywy BCAKAaro, MONUTBEHHO NpeAaAcCToAWaro B Xpame.

rTMb ¢.486 en.xp.657 n.I:

Flocynapbs Umnepatop n3 BcenoppaHHekwaro AoKnana panopTa Moero
yCcMOTpeTb M3BONMUMN, UTO KakK A0 CUX Nop cyuwecTsBoBaswuit obuxop HoTHaro
UepKOBHAro neHua npu Buicoualiwem [IBope ynoTtpebnaembit no Beicouaiuemy
nosenenunio Focypapa WMnepatopa Hukonas MNepBoro, NONOKEHHHI Ha uyeTbipe
ronoca nog pykosoactsoM buBwaro [upektopa lpuasopHoin Kanennw A. O,
JlbBoBa 6bIN cocTaBneH 6e3 BCAKOI cuUCTeMb NOCneaoBaTesNibHOCTU CNyxb,
He 3aknwyan B cebe HeoGXOOQUMBIX MOMMTB M NEPECMOTPEHHbLI, AONOAHEHHbIN
W ucnpaBneHHHM obuxoa BO BTOPHIX YACTAX, Noa pykosoacTeBoMm [upexTopa
Kanennwe H. U. BaxmeTtesa, B cocTas koToparo sownu pas3bpocaHHbA B
pasHbiXx KHUrax cnywbs ynotpebnsembia: BO BCeHOwHOM 6aeHun, yTpenu,
wtypruu, monebHe, B BENUKOM MOCTY M APYTUA He BHECEHHHA HU B KaKuA
KHUTM, U 33 CMM nepBoOe U3paHue, nod pyKosoaAcTBOM bBuiBwaro [lupekTopa
llbBOBa HanonHeHHoe ownbkamu, U3 ynortpebneHus navemneTcsa u

UCNONHEHUA NO HeM 3anpewaeTcCA.

3opuHa, A. M. u KoHonnesa, U. A., H. Pumcknin Kopcakos. lonHoe

cobpaHue couuHenwii: JluTepaTypHbe Npou3BeAeHWA W nepenucka T.8a
(Mockea, I98I) ctp.Il6:

Cuxy sa cocTasneHueMm 06uxopa, OKpyKeHHbK BCAKMMU [lOTynoBuiMu,
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Pa3yMOBCKMMM U HW3aaHUAMMK CB(ﬂTeﬁmerO) cMHopga. B HacTosuyw MUHYTY
BCA BCEHOWHAaR roTOBa B OAHOrONOCHOM BuAe W BypeT rTenepb

rapMOHU3OBaTbCA.

I12. 3opuHa, A. M. u KoHonneba, U. A., H. Pumckuit Kopcakoe. MNonHoe

cobpanne counHeHuh: JiuTepaTypHbe NpouM3BeAeHUA U Nepenucka T.8a

cTp.I25:
A Huuero He nuuy n 06uxon AaBHO yxe Gpocun: M TaK TO YK CKyUHas u

cyxana pabora.
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Chapter 4

20.

21.

22.

32.

TNokwwH, A. Nl., 3ameuyaTenbHbe pycckue Xopsl U ux aupuxeps (Mockea,
1963) crp.2I:

Kakue HewHble ronoca! Kakas Myawka! Kakoe BbipakeHue nuua y Kawaoro

n3 Hux! Bcakuli He HOTY Tonbko 6epeT U He ronoc soasviwaetr. OH B 3TO

BpeMA JYyBCTBYyeT, BOCXuUlaeTCA, BOCTODPr oayuwesBnAeT ero u4YepTh.

lFopuaxos, H., OnuT BOKanbHOM UNW nesyeckoit myswku B Poccum (Mocksa,
1808) cTp.40:

Hn oaHo locypapcteo 8 EBpone He uMeeT TaKWX MOAHBIX U MHOMOUNCAEHHbLIX

nesyecknx Kanennown, xKakus e€CTb Tenepb y Hac.

Wrenun, A., Myaska u 6aner B Poccun X III sexa (llenunrpan, I1935)

cTp.58:
KaweTca Henb3Aa cebe npeactaBuTb XOp coBeplieHHee U BenuKosnenHee, uem
XOpP UMNEepaTOPCKOR NPpUABOPHOWM Kanenmns, OCHOBAHHLIN MMnepaTpuulen

EnusaseToit.

uruva ¢.499 on.I en.xp.2673 n.402:

Focynapb WMnepaTop M3BeCTACb, UTO B MHOMMX LUEpKBax NOOT NO HOTaM He
COOTBETCTBEHHO TOMY poay NEeHuA, Kakoe MokeT ObiTb NMPUHATO B uepKBax,
Beicouaiiwe nosenen: nabs BNpeas HeBBOAUTL B ynoTpebneHue TeTpapnewn
PYKOMUCHbIX, KOIi OTHLHE CTpOXaluwe 3anpemwawnTcA, HO BCe, UTO HU noeTcA
B UepKBaxX Mo HOTaM, OONKHO 6bITb MeyaTHoe U COCTOATL WUNY U3
cobcTBeHHNX couuMHeHu [mpexTopa llpuasopHoro llesyeckoro xopa
BeiictBuTenbHoro Ctatckoro CoseTHuka BOPTHAHCKOro unu U Apyrux
W3BECTHLIX COUMHUTEeneil HO CUX MNOCNEAHbIX, COUMHEHWUA HENPEeMEeHHO AOMKHEI

neuaTtaeMmbl GuTb ¢ ogobpenusa . BopTHAHCKOro.
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61.

Kawxuu, H. A., Ouepku ncropuv pycckoi My3ssku (Mocksa, 1908) cTp.52:

BopTHAHCKUA HecOMHeHHO Bbin TanaHTNMB, HO ero TanaHT 6bn He ocoBeHHOo
KPYNHWA M NOUTU NUWIEHHBIA CAMOCTORTENbHOCTb. HecMOTpAa Ha
AonrospeMerHoe npebuiBaHuAa B UTanun, OH He Buinm xopowuM
KOHTPanyHKTUCTOM ¥ BNajen KOHTPanyHKTUUECKOW TeXHUKOW AOBONbHO
NoBepxHOCTHO. B cBoeil MaHepe COUMHEHUA OH COBEPUWEHHO MOAUMHUNCA

BAWAHUID CBOWX UTANbRHCKUX yuuTenew.

fipeobpaxenckuii, A. B., KynbtoBaa Mysska B Poccuu (ﬂeHuHrpan, 1924)

cTp.77:
BOPTHAHCKMWIA CKMOHEH K MenoanuecKu NUPUUYECKOMY CTUMio, HarnoMuHaouemy
HeanonMTaHCKYyl0 WKony, unu cTune [lypaHTe A0 TOro, UTO B COUYUHEHUAX

BopTHRHCKOrO MHOrga BCTpPEUaTCA Aaxe MOTUBL camoro [lypaHTe.

NpeoGpawenckuit, A. B., KynbToBaa Myawka B Poccum cTp.77:

MoxHO ykasaTb B onepax [anynnu uensie MecTa, nepeHeceHHbe ero

yYeHUKoM BOPTHAHCKUM B Hawe LepKOBHOE NecCHOoMeHue.

CmoneHckuti, C. B.,, <Mamatm A. C. BopTHAHckaro> Pycckas My3bKanbHanA

razera 39 (I90I) crp.922:

Tenepb, uepe3a I00 cnuukom net, mocne ONLITOB NOCMNEAHArO BPEMEHMU,
TPYAHO YXe roBOpUTb, UYTO 3TU nepenoweHuns BOpTHAHCKaro MoryT

Ha3BaTeCA BNONHE PYCCKUMU,.

lopuakoe, H., OnbTb BOKanbHOM WNW NeBuecKoi Mysbiku B Poccun (Mocksa,
1808) cTp.26-7:

Ceit nouTeHHH MyK He npectaeT oborawatTb neHuve NpeBoCX0oaHeNUMH

CBOVMMU COUMHEHNAMKN, N3 KOUX B HenaBHee BPEeMA Boiweauwnn bonee
npeKpacHsl U COBEpPUEeHHbl. 0OH C BEnUKUM MUCKYCCTBOM ymeeT naobpaxaTb
CBAUWEHHbA NecHU pa3Haro coaepxaHuA 0COBEeHHO MYy3blKOw, M paxe MHOIMA
cnosa ocobeHHbMK TOHaMU, NO MpUAUUYKI0O UX CMbiCnNa; TO €CTb B KoHUepTax
ero Mysbka npuHapoBfneHa K CnosaMm, a He C/lIOBa K My3bKe, KaK 3TO

nNpUMETUTb MOXHO BO MHOMMUX COYUHUTENRAX NEeHUA.
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83.

daToxoBa, . A., [leATenbHOCTb PYCCKUX KOMMNOIUTOPOB NEPBON NOMNOBUHLI

XIX-ro sexka B lpuasopHoii nesueckow kanenne [lucc. JleHnHrpapckan

Kowcepsatopus (1989) c1p.7:

BopTHAHCKUIA pomkeH 6bin OTKNOHUTL cCnywaTeneil OT BUTUEBATHIX YKPAWEHWN,
KOUMM MHOCTPAaHHbIe apTUCTH OQEBANU Hauy UEPKOBHYI My3blKy, UyaecHbe
O4YapoBaHWA Cnyxa 3aMeHUTb OAHWUM HACnNaXAeHUEeM cepAeuHbM U,
cnegosaTesibHO, BMECTO MbILIHOA POCKOWM KOHUEPTHOM ycnakpaTb cepaua v
Bo3bykaaTb UYBCTBA NMPOCTHIM U UUCTLIM NEHUEM. IJTOW nNepeMeHu Henb3A
66O NPOU3BECTH BAPYN W MOTOMY UTO WMHO3EMHYK pockowb Boobume Torpa

yxe nonobunu n C Hel CAPYKUNUCH.

Opnoea, A. A., Jletonuce m3Hu u TeopuectBa M. WU. Mnunkun (Nenunrpan,
1978) cTtp.I56:

0 Bbhicouyaliuem rnoBeneHuu:

I. MNpupsopHOMy xOpy noctaHoBUTb B O6A3aHHOCTbL MNPUFOTOBNATCA eXeroaHo
K TPEeM KOHuepTaM, KoTopbie OBLIKHOBEHHO AANTCA B TeYeHUe BenuKkaro
nocta B NONb3y WHBANWAOB, WEHCKOro naTpuoTuueckoro obuecrtsa #
MY3bIKAHTCKUX BOOB U CUPOT;

2. I % KoHuepT B NOMNb3y My3bIKAHTCKUX BAOB U CUPOT C YUACTUAM
NPUABOPHOrO Xopa MOXeT 6biTb TONLKO NOBTOPEHUEM OAHOrO M3
O3HaUEeHHbLIX KOHUEepPTOB;

3. [labu Ha3Hauaembie ANA BLIWEYMNOMAHYTHbHX TPEX KOHUEPTOB Mbech
NPUABOPHLIE MEeBUNe MOrAW MCNONHATL C TEM COBEpPWEHCTBOM, KaKoro
MOKHO OT HUX TpebosaTb, TO B BuHGOpe Nbec BaM HenpeMeHHO

yyacrteoBaTh.

Fycun, K. 1. n Tkaues, 1. B., [ocynapcTeseHHans akapeMuuyeckasa kKanenna

(Neunnrpan, 1957) ctp.31:
Kouwm possonanocs neTb unu urpats B 9TUX Beuepax, €Cnu NO YyCMOTPEeHuo
aMpexkTopa npuasopHoi llesueckoil Kanenns TanadTe ux ByaeTt Toro

3acnyxuBaTbe.

F'ycun, W. N. u Tkaues, A. B., MocynapcTBeHHan axageMuJyeckaa Kanenna

cTp.32:

C camoro Hauana ocHoBaHuR KoHuepTHoro obuwecrsa, C caMuHx %e nepsbixX
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88.

KoHuepToB, AaHHux uM B 1850 roay, KoHuepTH 3TM 3aHANU camoe Buicuee
MECTO BO MHEHUU U yBaweHuUuU Haweh nybnuku. Hukomy He npuuno 6u ¥ B
ronosy cpaBHWBaTb UX C KOTOPbM Obl TO HM GHNO U3 KOHUEPTOB, CRbWAHHBIX

3pecb, TakK pasuTenbHa pasHUua UX OT BCEX OCTanbHLIX HAWUX KOHUEPTOB.

Cracos, /1. B., <MyaukansHuia BocnomuHanua (I840-60x romoe)> Pycckas
MysbikanbHas raserta 12 (I1909) ctp.32I:

W BOT TyT TO MH, MOXHO CKasaTb, B NepBuLil pas B WM3HM Hauyanu ChAbLWATH
AeliCTBATENbHO Xopoilee, TOHKOE OPKEeCTPOBOE MCMOMHEeHWE reHManbHLX
seweli berxoseHa v Apyrux asTopos. B nepsoM we KoOHuepTe ycnmixanu
<PaHTasuw> ans d(opte)n(maHo) ¢ opkectpom u xopom Berxosena (op.80),
d(opte)n(uanHo) naptuio ucnonHan AHT. ABr. lepke M urpan npekpacHo. B
3TOM We KoHuepTe 6binu ucnonHewo: 4-as cumdoHua B-durberxoseHa u xop
13 <Sdas Maccobevs > [eHgens. WcnonHenue 6uno npesocxoaHoe;
nybnuka, B Bhicwei cTeneHU COUyBCTBYylwan, 6bina HasanekTpuaosaHa, W
BneyaTneHue BCero crubilaHHaro 6bLNo Takoe cunbHOe, KaKoro A npexae eue
HUKOrga OT My3bKM He ucnuToBan. Crnepyowaro KOHuUepTa He 3Han Kak
AOMAATbBCA, @ B HEM WUCMNOMHANKU BCI MY3bKY K < Somumevnaciidshaiimd ¢
xopamu u 7-10 cumpoHuw BerxoseHa. A B 3-M KoHuepte 5-0 CUMOOHUID C~
woll M cKepuo U3 3-i cumdoHuit. JlbBOB 6biN CTPACTHLIH NOKNOHHUK U
oboxaTens beTxoBeHa, a NOTOMY B KawAOM KOHUEPTe HEenpeMeHHO WUCNOMHANU

uto HMbyab u3 berxoseHa.

Cracoe, N. B., <MyssxansHua BocnomuHawua (IB40-60x ropmos)> cTp.32I:
dToro nocneaHaro 6bino oueHb TpyaHo AobuTecA, Tak kak A. &. Jlbsos
NpocTO 3aBMAoBan MnW pesHoBan [NUHKY M TpeTMpOBan e€ro C BLICOTH
BENUUUA, HE CUUTan AOBOMLHO AOCTOMHLIM, UTOBH YTO HUbBYOb NUHKM
noasnanocet B "ero" KouuepTHom ObuwecTBe HapAgy c beTxoBeHoM,
Menpensconom u Bebepom, a nuHka, B CBOW Ouepeas, Npesupan ero, Kax

aBTopa, W Xxsanun TONbKO, KakK OTnUUYHAro UCNONHUTEenNA.

I04. Hukonbckas Beperosckaa, K., PassuTue wkonsl XOpoBoro neHus B Poccuu

(Mocksa, I974) ctp.39:

He ponxHO neTb UepKOBHOE NeHue C TaKMM BhiPaXEeHUeM.
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105.

108.

109.

III.

Nesos, A. ¢., 0 uepkosHbix xopax (Ct. Nertepbypr, I1853) ctp.7:

Mpu obuweir cneske HabnopaTb, 4YTO6GH HM OAWMH M3 ronocos, Xop
cocTaBnAnUMX, He nepecunuean apyraro; uwbo xopHoe neHwe Torga TONbKO
coBepuweHHO, Korga cnywaTtTens, chnowa BCexX neBunx, He pas3nNUUNT HUKOIO

ocobeHHO.

Cracoe, B, B., Ctatbu o Myswke T.I (Mocksa, I974) crtp.74:

Fne ecTb HbiHYe Takoh xop, kax xop [IpuABOPHOIA pycckoit Kanennsl,
cocToAuen noa ynpasneduem A. ¢, JlbBoBa? PenyTauusa 3Toro xopa
AOBOMBHO YyXe yTBepxaeHa B Hawe BPEeMA U, KOHEUYHO, BCEro MeHee
HY®OaeTcA B HOBHX AOKA3aTenbCcTBax C MOEN CTOPOHbl. KTO M3 uymux
kpaes eanet B Poccuw, 3HaeT, UTO eMy, B uUuchne cCaMbiXx 3aMeyaTenbHelwux
peakocTed Hawero oTeyecTsa, He umeouux cebe noaobHEIX B OCTanbHOM
Eespone, cneayetr cTapaTbCA y3HaTb Hall NPUABOPHbLIA XOP, TOUHO TakK, Kak
B Pume emy cneposano 6u yBuaaTb uepkoBb cB. fleTpa, unu Bo dnopeHuuu
ranepeo MutTtu, vnu B flonpoHe Mpamopb MMappeHoHa. He yaHaTb, He
ycnuxath 3Toro xopa B letepbypre 3HauuT nponycTuTs 6e3 BHWUMaHMA,
6e3 uayueHuA OJHO U3 COBEpPUWEHHENWUX NPOABNEHMA MY3bIKanbHOro

UCKYCCTBa.

Me o¢.446 ea.xp.17 n.I:

[leBegeHHbil HEYCHINHBIMA TpyAaMn U rAyGOKMMM NO3HAHUAMW 3HAMEHWTOrO
CBOEro AMpeKTOpa A0 TOM CTeneHW yCOBEPWEHCTBOBaHUA, 3a KOTOPOM
AansHeluMe ycnexum KamyTCA YKe HEeBO3MOXHBIMU, XOP PYCCKUX NPUABOPHbIX
neBUUX ABNAETCA B Halle BPEMA MOUTU eOUHCTBEHHHM NPeACTaBUTeneM

YUCTOro, BHLICOKOIrO, MCTUHHO UEPKOBHOrO NEHUA.

Fony6osckuit, U. B., Myabkanouuii Jlenunrpan (Nlewnnrpaa, 1958)
cTp.I54:

Kanenna -~ caMuli npekpacHbit Xop, KOTOpHiII HaM koraa nubo npuxoaunocs

cnowaTts: 6Gace BpeMeHaMu HanNOMUHAKOT HU3KUe 3BYKMU opraHa, a AUCKaHTH
3syJvaT BOHWBGHO, nydwe caMmbiX NPEKPacHbHX KEeHCKMX ronocos. ToHuanuue
HI0AHCH U OTTEeHKU 3ayueHo npeagenbHo, NOPO fame CNUWKOM U3AWEHO WU

AeTanbHO.
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II13.

II7.

130.

1320

UrMA ¢.499 on.I ea.xp.2673 n.57:

Hurpe B npasocnaBHbLIX UEPKBAX HE BBOAUTL HOBHX AYXOBHO MY3bKanbHbIX
counHenuit, 6e3 npeasapuTenbHOro ofgoBGpeHUA OHLIX [IMPEKTOpPOM
MpuasopHoit nesueckoit kanennbl, oaobpeHUs we UM ynoTpebnaTe He MHaue,

KaKk B NeYaTHblX 3K3eMnnapax M NPUTOM c paspeuleHnAa Ceatenwaro CuHopa.

UrnA ¢.468 on.42 eg.xp.2085 n.3:

He ponyckaTb neHus B uepksax, BO BpeMa bowecTseHHon Jiutypruu,
BMECTO MNPUUYACTHOrO CTUXa, MY3blKanbHbLX NPOU3BEeaeHWH HOBewuwaro
BPEMeHU, NeYaTHLIX UNU PYKOMUCHLIX, KOTOPLHIA CYWEeCTBYOT NOA Ha3BaHWEM

KOHUEepToOB.

Npeobpawenckuit, A. B., KynetoBan Myshika B Poccun cTp.93:

<Mpuknoun, rocnoau, ykuo Teoe> u <Ycnsium, rocnoau, MOMUTBY MO>

KanutanbHeune HymMepa B AYKUOBHO My3biKanbHOM TBOpYecTBee JlbBOBa,

rapaHep, W. BoH, <Anexeit deogoposuu JlbBoB> MpaBocnasHbii NyThb
cTp.193-4:

I. Knaccuueckana ueTHpexrofioCHAs rapMOHMA, KakKk B CBOGOAHBIX

COUUHEHUAX, TaK U B NEPENOKEHUAX +.. YCTaBHLIX HanesoB;

2. XOp NOMMHaeTCA KaK OfHOXapaKTepHuil WHCTpymeHT (opra,
PUCrapMOHUA), a He KaK aHcambBn pa3nuuHbix TemBpoB ...}

3. B nepenoxeHWAX OCHOBHaA Menoana (KaHTyc dupMmyc) HaxoauTcs B
BEDXHEM TFONOC +e0}

L, MpuMeHeHWE UCKNIUMTENLHO MAKOPa U FapMOHUUECKAro MUHODA +..}

5. NpuMeHeHWe XPOMaTM3MOB, AaKe B HEKOTOPHX NEPENOKEHUAX YCTaBHBIX
HanesoB ...;

6. HUKaAKMX YKNOHEHWI OT NPaBWUnbHaro uYeTHPExXronocHaro xopanbHaro
cknapa He ponyckaeTca (yABOEHUA rONOCOBHX MapTUl He B cueT);
ecnu MenoauA B NOANWHHWK He AOMyCKaeT NpasunbfiHON rapMoHM3auuu,

OHa MoxeT OnTb cnerka M3MeHeHa.
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Chapter 5

2.

33.

37.

40.

41.

Cepoe, A. H., CtaTtbu o Mysvke T.5 (Mockea, 1989) cTp.I49:

Buno xorpa To dunapmoHmnueckoe obwectBo (Tenepb ocTanach TOALKO TeHb

ero: Mano nomany, Jyepes UCKNOUYMTEnbHble, HeEyCHNHbE W A[ONronNeTHue
noneyeHUA O CBOUX BAOBAX M CUPOTax OHO NpeBpaTUNOCH B

dunanTponuueckoe.

UrvA ¢.I1II9 on.I ea.xp.76 cTp.7:

NocnepHuh 3 Gonee cyuecTaeHHsx ykasos Ce. Cuuona (23 pekabps
1880r.) ycTaHasnMeaeT ¢ NONHOW TBEPROCTbLD, UTO JlyXOBHO UEH3YPHBIA
Komuter, B cnyuae npeacTtasnedvMa aBTOPOM TOMbLKO ANA Pas3peweHua K
HaneuyaTaHMo W BHNYCKy B cBeT Kaxkoro nubo ayx(oeHo) Mys(wkanbHoOro
npous(senennn), a He onA opobpeHus BMecTe C HUMWU K ynoTpebneHuio npw
6orocnyxeHun umeeT He TONbKO NPaBo, HO U OBA3aHHOCTbL NPU3HATL
COUMHEHWE K CBOEMY Pa3CMOTPEeHMI0 U MOXEeT pa3pewaTb K HaneyaTaHuo U
BbINYCKY B cBeT 6@3 BCAKOro npeasapuTenbHaro Ha TO AOSBOMNEHWA

MnpekTopa MpuaBopHO nesuecKoW Kanenne.

Komnaneuckuit, H. W., <3nHauenHne H. A. Pumckoro Kopcakosa B pycckon

UEPKOBHOM My3biku> Pycckas MyswikanbHas raseta 39-40 (I908) ctp.840:

bes3uenbHoe HarpoMowpeHWe rapMOHUYECKUX OHDEKTOB U AUCCOHUPYOWUX

aKKopnos.

3onoTtapes, B., <Hukonait AHppeesuu Pumckuii Kopcakos B nesueckow

xanenne> Cosetckar Mysuika 9 (I948) ctp.54:

Boobue TO xop Kanennu obcnyxuBan UCKNIOUATENbHO UEPKOBHbIE Cnyxbbu npu
asope. Ho pasa aBa B rofy OH BbHCTYnan v B KOHuepTax co <CBeTKOh>
My3bikoii. Tak, Hanpumep, exerogHo XOp Kanenns yJyacTBOBan B CBOAHOM
KOHUuepTe B MONb3y WHBANUAOB. JTU KOHUEPTbl BbiNM oueHb NONyNAPHH U

OXOTHO nocewanucs Ny6NUKOMN.

3onotapes, B., <Hukonaih AHppeeBuu Pumckuii Kopcakos B neBuecKomn
Kanenne> cTp.55:

B Ty nopy exerogHo TOpxecTBeHHO NpasaHOBAnNCA Ae€Hb CBATOrO
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49,

52.

53.

58.

Anexcavppa. B uecTs Anexcanapa Hesckoro B AnexcaHppo Hesckoit naspe,
TaKKe CnasBuBUWENCA CBOMM XOPOM, MO YCTAHOBUBWENCA Tpaauuuu BHCTYynanu
oba xopa: Haw B MONMHOM cocTaBe BO rnase co CMUPHOBBHIM — Ha NpPaBoOM
Knupoce, U naBpcKuit ¢ JIbBOBCKUM (U3BECTHLIM PEreHTOM M AYXOBHLIM
KOMMO3UTOPOM) — Ha neeoM. [lonyuyanock cBoeobpasHoe <COCTA3aHWe
nesuyoe>, npuenekaswee Kk cebe MHOrouucrnieHHoix noburteneih U 3HaTOKOB
XOpOoBOro neHusa, cBoero poaa — <6onenbumUKoB>., O crogowm PHPIO

W TwaTeuswe  towtuuuces K Frouny Qe

Fycwn, U. Nl. n Tkaues, Q1. B., locynapcTeeHHan akapemMueckan Kanenna

umeHn M. U. Fnunku (NleHunrpas, 1957) cTp.58:

Co cMmepTbio CMMpHOBa yMepsio UyaecHOe MUaHWCCUMO XOpa Kanennbi,

Mysanesckuit, B. M., Crtapeiiwnuit pycckumu xop (flenunrpaa Mocksa, I1938)

cTp.32:
CobniopeHne npaBun rapMOHUM AONKHO BEITL CTONb KE U3BECTHO FPaMOTHLIM

My3blKaHTaM, KaK rpamMmaTuyeckoe npasuno rpaMOTHLHIM nNIOAAM.

KomnaHelickun, H. WU., <3HaueHne H. A. Pumckoro Kopcakosa B pyccKo#
UEepKOBHOI My3bKU> cTp.838:

B 3TOM nepuvoa neyaTanucbh AYXOBHO My3blKanbHbiA COUMHEHUA TOMbKO M.l.
ANPEKTOPOB Kanennbl MM HEeOoMacHuX AMA UX Cnasbl KOHKYPEHTOB W3
pereHToB nepenaraTeneii: TypuaHuHoBa, JlomakuHa, BopoTHuKoBa W npouunx
nonbupaTeneil aKKopAaoB K UCKaWeHHbM MenoavusM ... Barnaa P. Kopcakosa
Ha MoHononuio BnonHe obpucoeaH, B NUCbMe ero KO MHe, CneaywouuMu
cnoeamu: <fl Bcerga OCTawCA CKISIOHHBM BO3CTaeaTb NPOTUB Kakoi nubo
UeH3yphl U B TOM uUUCre NPOTUB AYXOBHO MyasikanbHoW.> W aTo 6bno
cKa3aHo He AnA KpacHaro cnosua. Korpa 6ubn noaHATL BONpPOC O UeH3ype
HOT CO CNOBaMu AYXOBHAro COAEPKAHUA, YCTAHOBNEHHON TaWHO AYXOBHBIM
pefnoMcTeoM, To P. KopcakoB nognucancs OAHMM U3 NepBbiX noa NpoOTecToM

noaaHHeM komnosutopamu B Cs. MNpasuT. CuHoOg.

NanyHosa, A. C., M. A. banakupes u B. B. Cracos. MNepenucka T.2
(MockBa, 1970) ctp.Il7:

HuHewHee neTo MHe coBCeM He Be3eT 3a pa3HbMM genamm, U BMECTO aena A
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67-

68.

69.

71.

npuHyxaeH Obin 3TO BPeMA NMCaTb AYXOBHbE Nbech ANA M3RaHUA Kanennb Ha

Te TeKCTbl, Ha KOTOpbie He XBaTUNO MY3biKU.

3opuHa, A. M. n Kowonnesa, WU. A., H. Pumckuit Kopcaxkos. MNonHoe

cobpaHne COUYUHEHUW: NMUTepaTypHble Npou3BeaeHUs U nepenucka T.8a

(Mockea, I981) cTp.1I7-8:

OH Benen pasyuntb moe <JloctoiHO> pa ABa <XeanuTte>, HO, AONKHO GbITb,
UTO TO eMy 3TO Mano HPaBMTCA, MOTOMY 4YTOo nenn aa u 6pocunu, a A Tak
MW He cnbixan cBoux Beuweid. HepasHo nepenowun s porMmatuk I-ro rnaca
(sHameHHOro pacnesa) u, Kawuch, HeaypHO, Kak, AyMaw, eue HUKTO He
nepeknaasiean, ceepx Toro Hanucan <Tebe 6Gora XBanUM> Ha MEnoauo 3-ro

rpeyeckoro rnaca — fABYXOPHHA TOXKe, KaKuCb, ROBOMbHO NMOPAAOUYHO BHWenN.

JNlanyHosa, A. C., Munuii Anexkceesny banakupes: JleTonuce XU3HU WU

Teopuectso (Nlenunrpan, 1967) ctp.264 :

<Xepysumckan> ¢ ayp npekpacHas #, B CYWHOCTU, NOKa eAUHCTBEHHAA eMy
yRaBwancA. JleTOM OH UX MHOro Hanucan; Ho Tak 6ce HeBaXHO — NpocToO

OAHa XyXe ApYron.

3opuHa, A. M. n KoHonnesa, U. A., H. Pumckuii Kopcakos. MNonHoe

cobpaHue COUMHEHUU: NUTepaTypHbe NPOU3BEAEHUA U nNepenucka T.8a

cTp.I30:

Al roToBM K M3gaHUI HECKONbKO AYXOBHHIX nbec., Kaxk My3bika uucTtas

OHU Hexopowu, HO KaK NpuUKnagHana, AYMalo, UTO FOAAPCA W YKawyT
HaCTOAWMNA UEPKOBHLEI NPaBOCNAaBHLIM CTUNb: HE 3arpaHUuHbiin (BopTHACKOrO)
U He KHWKHO ucTopuueckuh (NoTynos, Pasaymosckuii, 0noesckuii M npoumnx
NONyMy3sKaHTOB), NYTalOWMHACA B FapMOHWU3aUUW HOTH NPOTUB HOTH

3HaMeHHOr o pacnesa, CO3AaHHOroO ANA YHUWCOHa.

3opuHa, A. N. n Kononnesa, . A., H. Pumckuii Kopcaxkos. lonHoe

cobpaHue CouMHeHWM: nNuTepaTypHhHie NPOU3BEAEeHUA U nepenucka T.8a

cTp.IbL0
llyxosHble couuHeHuss Bawn M Aseesa nownu B Mockse B xop. Xopw,

ncnonHAluMe UX B UepkKBax, MPeanocChLnNawT B rasetrax 3aMeTKu, uUTOo B

454



73.

7h.

90.

93.

Takoi TO, MOM, UepKBU, TaKUM TO XOPOM CNOWT HOBHIE AYXOBHbHE COUYMHEHUA
KopcakoBa unu Aseesa. Hukorpa eme no cux nop He 6LIBaNO TaKuUx

n3BeweHWin O TOM uNW Apyroi uepkosHol cnyxbe.

Komnaneickuin, He WU., <3nauenne H. A. Pumckoro Kopcakoea B pycckoi
uepkoBHOI Mysbike> cTp.840:

(CounHenns Pumckoro Kopcakosa) ... UMEOT rpoMagHOe 3HaueHUe, T.K.
NONOXUANU OCHOBY COBPEMEHHOMY HanpaBneHWK LEePKOBHON My3biku. Bce
COUUHEHUA 3TON CepuM Hanucausl Ha Menoauu, 3aUMCTBOBAHHBIA U3 HOTHBLIX
UEePKOBHLIX KHWUI, npenMmyuecTBeHHOo Kuesckaro pocnesa. B HuUXx BBepeHa
obbiuHan cTapuHHan My3sikanbHaa GopMa, 3anesbl WCNOMNHAEMHE KAHOHapPXOM
MNW FONOBUMKOM, NPUCOEANHEHNE NPOUUX ONIOCOB KOHTPANyHKTUUECKHU
NocTeneHHo, Unu noaxsBaToM Maccon. OTAenbHLIA NapTUM NPEPLIBATCA,
nbo xopoBol Maccob, nNUG0 NEeHWEeM OAHMM FONOCOM, COMO. PasnUUHbIA
cTeneHn CryuweHuAa U HacnoeHWA rOMfOCOBHX KPacoK coobwanT aTwum
UePKOBHbHM NECHAM KONMOPUT UYUCTO pyccKaro HapogHaro xopa. B
ocobeHHOCTU NoguepKUBAETCA XapaKTep MaccoBaro npocreukaro HapoaHaro

NeHU] napannennsMoM ronocos.

Kawkun, H. O., Ouepku nctopumn pycckon Myswku (Mocksa, 1908) ctp.I55:

Coctoa Ha cnyw6e 8 lpuasopHoit kanenne, Pumckuit Kopcakos Hanucan
AOBOMbHO MHOIO UEPKOBHOM MY3biKM, MPUYEM, HEKOTOPHA U3 COUYUHEHWUN
9TOro poaa MOCNYKMIN UCXOAHOM TOUKOW ANA HOBAroO ABUKEHUA B 3TOWM

obnacTtu.

Komnaneiickuit, H., <KoHuepT npuaBOpPHO/ neBueckoil kanennw> Pycckasn

My3tikaneHaa raseta 5 (I902) ctp.I45:

Henb3n oboiATu MonyaHueM, UTO B UCNONHEHWUU Kanenno HabniopaercAa
ycoBepueHcTBoBaHue., [leHMe cpenanocbh Kak TO cao6onHee, yBepeHHee u“
ronoca 3ByuyaT, B ocobeHHOCTHU TeHopa, cBeTnee. [loBUAMMOMY, neBUb He
OrpaHUUMBATCA TONBKO PasyuuBaHWEM NapTU, HO U YNPaAXHALT CBOW ronoc

B UCKYCCTBE NneHuA.

A. K., <KoHuepT neBuecko# kanennu> CaHkT MeTepbyprckue BeaoMoctu
9 nosbpa 1907 N249 cTp.3:
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94.

95.

MopakalT nepexoap O HewHelwaro eiano K rposHomy forte |
3anyTaHHbLIA KOHTPanyHKTUUECKUA COUeTaHUA HOBEMWMX aBTOPOB MepefawnTCcA
YAUBUTENbHO TOYHO Aame ManeHbKUMU CONpaHUCTaMu, OT KOTOPHX HUKaK
Henb3A 6bNO oxuaaTe 3Toro. XOp cTan neTeh ewe nydwe: pyKa HOBaro

ynpasnsaouwaro kanennoo H. ¢. ConosbeBa cKkasbiBaeTca Be3pe.

A. Ks., <KoHuepT nesueckoi kanennu> Bupwosue BegomocTu I3 despans
1908 NIO35I cTp.5:

HyxHo 6bino yAMBAATBLCA, € KAKUM UCKYCCTBOM STU Manbwv ... NENU CBOM
Henerkua naptua. Monogoit aupuxep r. borpaHos shikasan cebs MacTepom.
«ss C Tex nop, kak rpad A. Q. llepemetres u npodeccop H. ¢. Conosves
cTanu BO rnaBse Kanennsl, Xop €A CTan Hey3HaBaeM: Kakoe BoraTcTeo

aTTeHKoB, Kakas cuna, Hanpumep, B Gacax!

A. M. <[lyxoeHui¥i KoHuepT B [lpnaBopHOI nesueckoi kanenne> TeaTp M
cnopt 106 (I9I0) cTp.250 ¢

Hy®HO nu NOBTepATh B COTHHIN pa3, 4TO xopa paBHaro xopy M. M.
Kanenno, HeT Hurge? He pnapoM WMHOCTpaHubl C TakuMm, Ha 3TOT pas
ReNCTBUTENbHO UCKPEHHbIM, BOCTOPFrOM OT3LIBAKTCA O HeM. B 3Toil uctuHe
MOXHO 6biNO nerko ysuaeTbCA BO BuepawHeM ero KoHuept. PeakocTHoe
neHue OCTaBUMNO B BLICOKOW cTeneHu rnybokoe BneyaTtneHue, HU C uUeMm

HeCcpasHUMOe,
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Glossary

antiphon - a hymn sung by two choirs in alternation

bandura - a Russian stringed folk instrument, similar to the lute

dogmatiki - hymns, often dedicated to the Virgin Mary, containing key
Orthodox doctrinal points in poetic form

gusli - a Russian stringed folk instrument, similar to the psaltery

irmos - the opening stanza of a kanon or hymn, almost always a syllabic
setting of the text

kanon - a series of verses based on nine Biblical canticles which is

sung to a short pattern melody

kondaki - collect hymns

kontakion - a poem, usually twenty to thirty stanzas in length, based on

the biblical text appointed for the day sung to a single melody

napev - a melody belonging to a particular chant group

obikhod - a collection of the most important and most commonly used

chant melodies, set out in accordance with the liturgical calendar

popevki - melodic formulae which serve as the building blocks for
znammenyi chant

prichasten - a communion hymn, usually consisting of a verse from a
psalm followed by an 'alleluia'

prokimen - one or two verses taken from a psalm which are sung

immediately before the reading of the Holy Scripture
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raspev - technically a chant system, although the terms raspev and napev

are generally used interchangeably

stikheron - a poetic verse, eight to twelve lines in length, proper to
a given feast, which is inserted between the verses of a psalm or

hymn
troparion - a single-verse hymn, based on the liturgical theme for the

day, commonly sung as a choral refrain between the verses of a psalm

which are sung by a soloist
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god [29 communion hymns used during the liturgy throughout the year]
(St. Petersburg, n.d.)

Balakirev, M. A., Da molchit vsyakava plot' [Let all mortal flesh keep
silence] (Moscow, 1900)

--- , Da vozraduetsya dusha [Rejoice O my soul] (Moscow, 1900)

--- , Kheruvimskaya [Song of the Cherubim] (Moscow, 1900)
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--~ , So _svyatymi upokoi [Rest with the Holy ones] (Moscow, 1900)

--- , Svyshe prorotsy [The prophets from on high] (Moscow, 1900)

--- , Khristos voskrese [Christ is risen] (Moscow, n.d.)

Bogdanov P. A. et al, Dukhovno-muzykal'nye sochineniya [Sacred musical

compositions] (St. Petersburg, 1909)

Bortnyansky, D. S., Sem' dukhovnykh trio [Seven sacred trios] (St.
Petersburg, 1834)

--- , Sobranie chetyrekhgolosnykh i trekhgolosnykh dukhovnykh pesnei,

otnosyashchikhsya k liturgii [Collection of four-part and three-part

sacred songs relating to the liturgy] (St. Petersburg, 1834)

--- , Dvukhornyya sochineniya - kontserty [Compositions for two choirs

- concertos] (St. Petersburg, 1835)

--- , Dvukhornyya sochineniva - melkiya p'esy [Compositions for two

choirs - short pieces] (St. Petersburg, 1835)

--- , Partiturnoe sobranie chetyrekhgolosnykh i trekhgolosnykh melkikh

dukhovnykh pesnei [Collection of short four-part and three-part

sacred songs] (St. Petersburg, 1845)

--- , Trekhgolosnaya liturgiya [Three-part liturgy] (Moscow, 1881)

--- , Polnoe sobranie sochinenii: Pesnopeniya upotreblyaemyya na

Bozhestvennoi sluzhbe [Complete collection of works: Songs used

during the liturgical service] (Moscow, 1881-1900);

--- , Izbrannie khorovie proizvedeniya [Selected choral works] (Moscow,
1976)
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Chesnokov, A. G., Otche nash [Our Father] (Moscow, n.d.)

--- , Edinorodnyi Syne [Only-begotten Son] (Moscow, n.d.)

--- , Kheruvimskaya [Song of the Cherubim] no.2 (Moscow, n.d.)

--- , Priidite poklonimsya [Come let us bow down] (Moscow, n.d.)

Glinka, M. I., Da ispravitsya molitva moya [Let my prayer rise]
Moscow, 1878)

--- , Ekteniya pervaya [First ekteniya] (Jurgenson, 1878)

Gribovich, S. et al, Partiturnoe sobranie dukhovnykh pesnei raznykh
sochinitelei [Collection of sacred songs by various composers]

(Moscow/St. Petersburg, n.d.) [pub. Bessel']

Kopylov, A., Slava tebe, Bozhe nash [Glory to Thee, Our God] (Moscow,
1893/4)

Levando, P. P. ed., Liturgicheskaya muzyka russkikh kompozitorov

[Liturgical music by Russian composers] (Leningrad, 1990)

L'vov, A. F., Irmosy [Hymns] (1852, 1852)

--- , Liturgiya Iocanna Zlatoustago tserkovnyi napev upotreblyaemyi pri

Vysochaishem Dvore [The liturgy of St. John Chrysostom used at the

imperial court] (St. Petersburg, 1845)

--- , Oktoikh notnogo peniya znamennogo napeva [Qktoikh in znamennyi
chant] (St. Petersburg, 1849)

--- , Vecheri tvoeya tainyya [Of thy mystical supper] (St. Petersburg,
n.d.)
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--- , Otche nash [Our Father] (St. Petersburg, n.d.)

--- , Kheruvimskaya [Song of the Cherubim] (St. Petersburg, n.d.)

--- , Kheruvimskaya [Song of the Cherubim] (St. Petersburg, 1851)

--- , Dukhovnyva sochineniya [Sacred compositions] (St. Petersburg,
c.1855)

--- , Stabat Mater (Vienna, c.1851)

--- , Kheruvimskaya no.2 [Song of the Cherubim] (Moscow, 1887)

--- , Prikloni Gospodi, ukho Tvoe [0 Lord, incline thine ear] (St.

Petersburg, n.d.)

Irmologii notnago peniya znamennogo napeva [Hiermologion in znamennyi
chant] (Moscow, 1772)

Prazdniki notnago peniva znamennogo napeva [Prazdniki in znamennyi

chant] (Moscow, 1888)

Oktoikh notnago peniya znamennogo napeva [Oktoikh in znamennyi chant]
(Moscow, 1889)

Obikhod notnago peniya znamennogo napeva [Obikhod in znamennyi chant]
(Moscow, 1892)

Lyapunov, S., Kheruvimskaya [Song of the Cherubim] op.62 no.2 (Moscow,
n.d.)

--- , Kheruvimskaya [Song of the Cherubim] no.2 op.62 no.3 (Moscow,
n.d.)

--- , Otche nash [OQur Father] op.62 no.4 (Moscow, n.d.)
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-—- , Khvalite Gospoda s nebes [Praise God in heaven] op.62 no.6

(Moscow, n.d.)

--- , Svete tikhii [0 peaceful light] op.62 no.5 (Moscow, n.d.)

--- , Dostoino est' [Meet it is] (Moscow, n.d.)

Rimsky-Korsakov, N. A., Sobranie dukhovno-muzykal'nykh sochinenii N. A.

Rimskogo-Korsakova upotreblyaemykh pri Vysochaishem Dvore:

Chetyrekhgolosnyya sochineniya iz liturgii sv. Ioanna Zlatoustogo

[Collection of sacred musical compositions by N. A. Rimsky-Korsakov
used at the Imperial Court: Four-part works from the liturgy of St.
John Chrysostom] (St. Petersburg, 1884)

--- , Sobranie dukhovno-muzykal'nykh perelozhenii N. A. Rimskogo-

Korsakova upotreblyaemykh pri Vysochaishem Dvore [Collection of

sacred musical arrangements by N. A. Rimsky-Korsakov used at the
Imperial Court] (St. Petersburg, 1886)

~-—- , Dostoino est' [Meet it is] no.2 (St. Petersburg, n.d.)

--- , Irmosy kanona na utreni [Hymns for the morning kanon] (St.

Petersburg, n.d.)

--- , Kheruvimskaya [Song of the Cherubim] no.4 (St. Petersburg, n.d.)

-—= " " " on " no.5 (St. Petersburg, n.d.)

=== " £ o -" " no.6 (St. Petersburg, n.d.)

--- , Khvalite Gospoda s nebes [Praise God from heaven] (St.

Petersburg, n.d.)

--- , Krestu tvoemu [Before thy cross] (St. Petersburg, n.d.)
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Tebe poem [We praise Thee] no.2 (St. Petersburg, n.d.)

" " " " " no.3 (St. Petersburg, n.d.)

" " " " " no.4 (St. Petersburg, n.d.)

" " " " " no.5 (St. Petersburg, n.d.)

" " " " " no.6 (St. Petersburg, n.d.)

Vzyde Bog [Arise O God] (St. Petersburg, n.d.)

Sheremetev, A. D., Dostoino est' [Meet it 1s] (St. Petersburg, 1902)

’

Kheruvimskaya no.2 [Song of the Cherubim] (St. Petersburg, 1902)

Milost' mira [Peace of the world] (St. Petersburg, 1902)

Tebe poem [We praise Thee] (St. Petersburg, 1902)

Bog Gospod' [God the Lord] (St. Petersburg, n.d.)

Nyne sily nebesnyya [Now the heavenly hosts] (St. Petersburg,

n.d.)

Solov'ev, N. F., Razboinika blagorazumnago [The wise thief] (Moscow,
1905)

-——

Sei den' [This is the day] (Jurgenson, n.d.)

Tchaikovsky, P. I., Liturgiya Svyatogo Ioanna Zlatosta [The Liturgy of

St.

John Chrysostom] op.41 (Moscow, 1878)

Varlamov, A. E., Kheruvimskaya [Song of the Cherubim] (Kirilov?, 1844)
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-—, " (St. Petersburg, 1868)

’ " no.3 (Moscow, 1891)

Vorotnikov, P. M., Chashu spaseniya priimu [I take the cup of salvation]
(St. Petersburg, 1871)

--- , Na rekakh Vavilonskikh [By the rivers of Babylon] (St.
Petersburg, 1871)

--- , O Tebe raduetsya, Blagodatnaya [Rejoice, Virgin] (St. Petersburg,
1871)

-~- , Svete tikhii [0 peaceful light] (St. Petersburg, 1871)

--- , Vecheri tvoeya tainyya [Of thy mystical supper] (St. Petersburg,
1871)

--- , Velichit' dusha moya Gospoda [To call my soul, Lord] (St.
Petersburg, 1871)
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