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Serge Rachmaninoff 1s73-1943)

All-night Vigil, Op. 37 (1915)

‘AMuHb. MpunanTte, noknoHumces Llapesn Hawemy Bory'.
Poco allegro

(Amen. Come, let us worship God, our King)

Bryan Taylor bass

Paul Davidson bass

‘bnarocnosu, gywe mos, locnoga’ (‘Greek’ chant). Moderato™
(Bless the Lord, 0 my soul)

‘BrnaxeH Myx'. Poco allegro, ma tranquillo e dolce -
(Blessed is the man)

‘Annunyus'. Piu forte e piu energico ad ogni ripresa -
(Alleluia)

‘Cnasa OTyy'. Ancora pillt mosso -

(Glory to the Father)

‘Annunyus'. Tempo |, leggiero, dolce

(Alleluia)

‘CeeTe Tuxmit' (Kievan Chant). Poco adagio

(Gladsome Light)

Toby Vaughn Kidd bass

'HelHe oTnywaewmn paba Teoero, Bnagbiko' (Kievan Chant).
Adagio

(Lord, now lettest Thou Thy servant depart in peace)
‘boropoauue [eBo, pagyrics'. Andante moderato

(Rejoice, 0 Virgin Theotokos)

3:27

6:08

6:32

4:03

4:49

3:52



7 The Six Psalms. 'CnaBa B BbIWHWX bory' (Znamenny Chant).

Andante - Poco meno mosso - Ancora meno mosso, meno forte -
Giusto -

(Glory to God in the highest)

'Tocnogu, ycTHe Mou OoTBep3eLln’.

Adagio, dolce. Molto espressivo 3:19
(O Lord, open Thou my lips)
'‘XBanute nmsa focnogHe' (Znamenny Chant). Andante 2:45

(Praise the name of the Lord)

‘BnarocnoseH ecu, locnoau' (Znamenny Chant). Poco allegro -
(Blessed art Thou, O Lord)

'‘AHrenbckuii cobop yaueucs'. Meno mosso. Pitl pesante -
(The angelic host was filled with awe)

‘BnarocnoeeH ecu, locnoan'. Tempo | -

(Blessed art Thou, O Lord)

"lMoyTO MMpa ¢ MUMOCTUBHBLIMU CRe3amu, 0 Y4eHULb,
pacTtBopseTe?” Meno mosso -

(Why, 0 women disciples, do you mingle myrrh with your tears of
compassion?)

‘bnarocnoeeH ecu, locnogu'. A tempo come sopra -

(Blessed art Thou, O Lord)

'‘3eno paHo MupoHocuLbl Tedaxy'. Adagio e cantabile -

(Very early in the morning)

‘BnarocnoseH ecu, locnoan'. Tempo | -

(Blessed art Thou, O Lord)



‘MupoHoCULbI XeHbl'. Meno mosso -

(The myrrh-bearers were sorrowful)

"#Ako Bor 60 Bockpece ot rpo6a!" Allargando -

(Since He is God, He is risen from the tomb!)

‘CnaBa OTuy, un CbiHy, n Csitomy [yxy'. Tempo I
(Glory to the Father, and to the Son, and to the Holy Spirit)
‘BockpeceHne XpucToBo BMaeBLUe'. Andante -
(Having beheld the resurrection of Christ)

'Tbl 60 ecy Bor Haw'. Un poco pill mosso -

(for Thou art our God)

Mpumnante BCK BEPHUK'. Tempo |

(Come, all you faithful)

'‘Bennunt gywa Mosi Ffocnoaa'. Adagio. Sostenuto -
(My soul magnifies the Lord)

'YecTHenwyto XepyBuM'. L'istesso tempo -

(More honourable than the Cherubim)

'‘Ako npuspe Ha cmupeHune pabbl CBoest. Come prima -
(For He has regarded the low estate of His handmaiden)
'YecTHenwyto XepyBuMm'. Come sopra -

(More honourable than the Cherubim)

'‘Ako coTBopu MHe Benmune CunbHbIR'. Un poco pill mosso -
(For He who is mighty has done great things for me)
‘YecTHewnwyto XepysuM'. Come sopra -

(More honourable than the Cherubim)

'Hu3noxwu cunbHbIA co npecton'. Tempo come sopra -
(He has put down the mighty from their thrones)

7:21

3:50



‘YecTHenwyo Xepysum'. Come sopra -

(More honourable than the Cherubim)

‘Bocnpusat Uspauns, otpoka Ceoero'. Tempo | -

(He has helped His servant Israel)

'YecTHenwyo XepyBum'. Come sopra 10:34
(More honourable than the Cherubim)

Joseph Warner bass

The Great Doxology. 'CnaBa B BbiWwWHMX Bory' (Znamenny Chant).
Poco allegro -

(Glory to God in the highest)

'Tol ecu eanH lNocnoap, Mncyc Xpucrtoc'. Meno mosso -

(Thou alone art the Lord, Jesus Christ)

'B cnaBy bora OTua'. Tempo | -

(to the glory of God the Father)

'byaun, Nlocnoawn, munocTb TBOS Ha HAc'. Meno mosso -

(Let Thy mercy, O Lord, be upon us)

'AKoXe ynoBaxoMm Ha Ts'. Allargando -

(as we have set our hope on Thee)

‘BnarocnoseH ecu, locnoan'. Tempo | -

(Blessed art Thou, O Lord)

‘A3 pex: [ocnogu, nommnyn mMs'. Piu mosso -

(I said: Lord, have mercy on me)

'Tocnogw, k Tebe npuberox'. Ancora pill mosso 9:19
(Lord, | flee to Thee)

Bryan Pinkall tenor



13 The Troparion 'OHecb cnaceHne mupy 6bICTL' (Znamenny Chant).

Adagio -

(Today salvation has come to the world)

'nobeny fage Ham 1 BENUIO MUIOCTL'. Poco pill mosso
(He has given us the victory and great mercy)

The Troparion 'Bockpec 13 rpoba u y3bl pactep3an’
(Znamenny Chant). Adagio -

(Thou didst arise from the tomb and burst the bonds)
'BCS1 OT ceTel Bpara u3baBuBbIit'. Poco pil mosso
(releasing all mankind from the snares of the enemy!)

'‘B3bpaHHon BoeBoae nobeautensHas' (‘Greek' Chant).

Allegro con brio; molto ritmico - Adagio
(To Thee, the victorious Leader of triumphant hosts)

Julia Scozzafava mezzo-soprano™
Frank Fleschner tenor'

Phoenix Chorale

Kansas City Chorale

Charles Bruffy

2:13

3:59

1:52

TT75:34
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Rachmaninoff:
All-night Vigil

Historical and stylistic context

Serge Rachmaninoff's All-night Vigil, Op. 37
stands as the crowning achievement of the
‘Golden Age' of Russian Orthodox sacred
choral music. This period, which began in

the 1880s and lasted until the communist
takeover in 1917, was a time when dozens

of Russian composers - including such
prominent figures as Pyotr Tchaikovsky
(1840-1893), Nikolai Rimsky-Korsakov

(1844 -1908), Mikhail Ippolitov-lvanov
(1859-1935), Alexander Grechaninov

(1864 -1956), and Nikolai Tcherepnin

(1873 -1945), as well as ‘choral specialists’
such as Alexander Kastalsky (1856 -1926),
Viktor Kalinnikov (1870-1927), Alexander
Nikolsky (1874-1943), and the Chesnokov
brothers, Pavel (1877-1944) and Alexander
(1880-1941) - focused their creative energies
on composing choral music to texts drawn
from the Russian Orthodox liturgy. In terms of
artistic design and musical expressiveness,
many of the works they created - complete
cyclical settings of the Divine Liturgy, the
All-night Vigil, and other Orthodox services -
went beyond the strict requirements of the
liturgical ritual, making them better suited for

concert presentations of sacred choral music
than for worship services.

In the latter half of the nineteenth century,
Russian composers, like their counterparts
in Western and Eastern Europe, occupied
themselves with questions of national
identity: how to ensure that their music
would sound Russian and not Italian or
German. When it came to writing sacred
choral music they turned to the wellspring
of ancient unison chants - known by such
exotic names as Znamenny (notated by
means of znamiona, or neumes), Kievan
(referring to Kiev, the cradle of Eastern Slavic
Christianity and civilisation), and Grechesky
(i.e., 'Greek’, stemming from latter-day
Byzantium, the Second Rome) - using these
authentic melodies as thematic material as
well as inventing new chant-like melodies of
their own.

To create a characteristically 'Russian’ sound,
the composers dressed the chants in new
polyphonic attire: a homorhythmic counterpoint
formed by melodically independent ‘counter-
voices' interacting with one another to form
a variable polyphonic texture not limited
by the strictures of four-part chorale-style



writing. The musicologist Stepan Smolensky
(1848-1909), who was also a scholar of the
ancient chant, was the first to identify this
new Russian counterpoint, while Kastalsky
was one of the first composers to implement
part-writing techniques derived from his
study of the Russian choral folksong. Both
Smolensky and Kastalsky at various times
headed the Moscow Synodal School of
Church Singing, whose splendid eighty-voice
choir of men and boys emerged as a virtuoso
choral instrument capable of a vast range of
dynamic nuances and choral timbres.

Such were the formative influences
that shaped the creation of Rachmaninoff's
choral masterpieces, the Liturgy of St John
Chrysostom, composed in 1910, and the
All-night Vigil, written in 1915. Rachmaninoff
dedicated the latter work to Smolensky, who
had been his teacher at one point and had
attempted, unsuccessfully, to recruit his
student into the field of church music. When
Rachmaninoff finally did turn to composing
sacred music, he sought Kastalsky's advice on
the use of ancient chants; and the work was
premiered on 10 March 1915 in a concert by the
Moscow Synodal Choir under the direction of
Nikolai Danilin, a friend and former classmate of
Rachmaninoff's.

Viewed in the broad context of twentieth-
century European music, the work is quite
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conservative and, at the same time,
quintessentially Russian. As his content
Rachmaninoff chose fifteen psalms and
hymns that form the unchanging framework of
the Resurrectional All-night Vigil (a three-hour
service celebrated in Russian churches every
Saturday evening, comprising a liturgical
concatenation of three services: Vespers,
Matins, and First Hour). The work is scored
for chorus a cappella, the traditional vocal
complement in the Russian Orthodox Church,
reflecting the ancient-Christian patristic
prohibition against musical instruments
of any kind. Ten of the fifteen hymns are
based on unison melodies drawn from chant
books dating back at least two-and-a-half
centuries; for the remaining five sections
Rachmaninoff composed his own chant-like
melodies. As in all chant-based works, the
sacred text occupies a position of prime
importance in the Vigil, serving as the main
form-determining element in each movement.
To ensure the clear declamation of the
text, the choral texture is predominantly
homorhythmic: there is very little imitative
polyphony and no fugal writing whatsoever.
The tonal vocabulary is quite traditional,
eschewing all elements of modernism.
Within these seemingly austere limits,
Rachmaninoff created a monumental choral
tapestry that elevates the spirit by its lofty



expressiveness and captivates the ear by its
sheer beauty. Through the fixed texts of the
Vigil - the sung prayers, psalms, and hymns -
the composer depicts the epic grandeur of
the worshipful encounter of humanity with its
Creator. The vesperal portion of the service
focuses on the themes of the Creation and
the coming into it of the Eternal Light - the
Incarnation of Christ. The matins portion has
a different emphasis: the celebration (which
in the Orthodox Church takes place every
Sunday) of the single most important event
in Christian cosmology - the Resurrection

of Christ. (The Russian word for Sunday is
voskresen'ye - Resurrection.)

As his musical vehicle, Rachmaninoff
employs aliving, breathing instrument - the
human chorus - as few composers have used
it before or since. In the choral writing he fully
exploits the rich sonority and timbral colours
that were developed by Kastalsky and his
predecessors in the Russian choral school at
the turn of the twentieth century. (The Vigil
by Rachmaninoff was preceded by settings
of the same texts by aniillustrious array
of composers - Chesnaokov, Grechaninov,
Ippolitov-lvanov, Kalinnikov, and Nikolsky, as
well as his mentor, Kastalsky - all of which
Rachmaninoff would have known.) In all
these works, voices combine and divide in a
seemingly endless variety of ways, soaring

heavenward and plunging into the depths,
praising and supplicating, as the liturgical
text and the individual vision of the composer
direct them. At times, solo voices and groups
of voices take on dramatic identities, yet the
persistent use of chant keeps their utterings
within the epic realm.

The work

Every Orthodox service opens with an intoned
exclamation by the celebrants, which declares
and establishes the real presence, here on
Earth, of the Heavenly Kingdom. The Vigil
opens with the proclamation of 'Glory to

the Holy, consubstantial, life-creating, and
undivided Trinity', followed by a majestic
choral call to worship, 'Priidite, poklonimsia'
(Psalm 94/95: 6). The multi-layered

melody is of Rachmaninoff's invention, but

its undulating, step-wise movement and
unsymmetrical, text-related structure at
once establish its kinship with the ancient
Znamenny Chant.

Vespers begins, as it does every day, with
Psalm 103/104, 'Blagoslovi, dushe moya,
Ghospoda' (Bless the Lord, 0 my soul), which
hymns the wonders of God's creation. The
use of the solo voice personalises this song
of praise, while the choral voices depict two
contrasting realms - the earthly and the
heavenly.



The singing and recitation of psalms is an
essential element of every Orthodox service,
and for this purpose the Psalter is divided
into twenty sections of roughly equal
length. On Saturdays, selected verses from
Psalms 1,2, and 3, '‘Blazhen muzh' (Blessed is
the man), are always sung. Significantly, they
speak of righteousness, but within a world
in which evil ('the counsel of the wicked')
already exists.

After another set of fixed psalms (of a
supplicatory nature, which Rachmaninoff did
not set) comes the 'Hymn of Light' - 'Svete
tihiy' - an ancient Christian hymn that dates
back to the third century. The hymn originally
accompanied the entrance of the clergy into
the church and the lighting of the evening
lamps at sunset. The simple four-note motive
of the Kievan chant is transmuted into a
shimmering musical evocation of the Light
Eternal. A solo voice lifts up a song of praise
to the Trinity.

Having encountered the Saviour, the Light
of the world, the Church sings, in the words
of St Symeon, 'Nine otpushchayeshi’ (Lord,
now lettest Thou Thy servant depart). The
soloist personifies the venerable elder against
a lullaby-like motif in the choral parts. It has
been said that Rachmaninoff wished this
hymn to be sung at his funeral, arequest
that unfortunately could not be fulfilled when
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the composer was buried at the Kensico
Cemetery north of New York City.

After giving due praise to God, the
Orthodox Church always pays homage to the
Virgin Mary - the Theotokos (‘the one who gave
birth to God'). '‘Bogoroditse Devo', perhaps the
most widely known hymn from Rachmaninoff's
cycle, captures both the gentle simplicity
of the angelic greeting and the awe-struck
glorification of her response to God.

At this point the vesperal portion of the
All-night Vigil draws to a close. Matins begins
with the invitatory verses 'Glory to God in the
highest' (‘Slava v vishnih Bogu') (Luke 2:14)
and '0 Lord, open Thou my lips..." (‘Ghospodi,
ustne moi otverzeshi') (Psalm 50/51:15),
accompanied by the ringing of bells, which
Rachmaninoff masterfully depicts by layering
and juxtaposing the choral voices.

One of the musical high points of the
Vigil service is 'Hvalite imia Ghospodne'
(verses from Psalms 134 /135 and 135/136),
the Polyeleos, the hymn of ‘'many mercies'.
All the lights are lit, the doors are opened,
and the clergy in full vestments proceed to
the centre of the church to stand with the
people. Musically, two layers are evident: the
muscular, majestic Znamenny chant sung
by the altos and basses, and above it, the
sopranos and tenors, wafting like choirs of
cherubim and seraphim.



The dramatic events of the Resurrection
now unfold in a set of narrative hymns, each
introduced by the piously whispered refrain
(of the faithful observers) 'Blagosloven
yesi, Ghospodi' (Blessed art Thou, O Lord).
Contrasts in the vocal scoring depict the
cosmic drama occurring simultaneously in
the heavenly realm (‘The angelic host was
filled with awe...") and on earth among the
myrrh-bearing women, as they journey early
in the morning to anoint Christ's body and
instead encounter an angelic messenger.
As the joyous message is reinforced again
and again, the murmuring crowd of faithful
emerges and joins in a universal hymn of
praise, 'Alleluia’.

The response of the faithful to the
Resurrection continues in the next hymn,
‘Voskreseniye Hristovo videvshe' (Having
beheld the resurrection of Christ), which
in an actual service is sung immediately
following the reading of one of eleven Gospel
eyewitness accounts of the Resurrection.
Some of the most austere and powerful
music occurs in this section, as the text
recounts the terrible sacrifice of Christ on
the cross that preceded his ultimate triumph
over death.

The Canticle of Mary, 'Velichit dusha
moya Ghospoda' (My soul magnifies the
Lord), serves as the counterpart in Matins of

'‘Bogoroditse Devo' in Vespers. Mary's words
are not treated at all in a dramatic fashion,
however. By composing a heavy chant-like
melody that mainly resides in the basses,
Rachmaninoff treats Mary's verses as an
epic, prophetic utterance, which is taken

up by all. Contrasted with this is the refrain,
‘Chestneyshuyu Heruvim' (More honourable
than the Cherubim), which exalts Mary's high
rank in the heavenly hierarchy.

In terms of textual depth and musical
complexity, the Great Doxology, 'Slava v
vishnih Bogu' (Glory to God in the highest),
stands out as the main hymn of the entire
All-night Vigil. The text is carried by a simple
Znamenny Chant (already borrowed for the
‘Lesser Doxology' at the start of Matins)
which Rachmaninoff masterfully distributes
to different voices. Every Christian theme,
from glorification and thanksgiving to
repentance and supplication, is contained
in the text of this ancient, fourth-century
hymn; and Rachmaninoff's music at every
turn resonates appropriately. As the hymn
drives towards its culmination in the closing
thrice-holy hymn, Rachmaninoff's treatment
of the chorus becomes quasi-orchestral,
once again evoking images of bells.

The Great Doxology is followed by two
short hymns to the Resurrection, only one
of which is sung in a liturgical context on



alternate weeks. After the musical intensity
of the Doxology these hymns serve as a point
of repose, inviting one to meditate upon the
exalted mystery of the Resurrection.

The All-night Vigil is not over, however,
with the conclusion of the Matins service,
as First Hour, a brief service from the daily
monastic cycle, is chanted. At the end of
this service, following the final prayer and
blessing, it is a Russian custom to sing
a hymn from the feast of Annunciation,
'Vzbrannoy voyevode' (To Thee, the victorious
Leader), again in honour of the Mother of
God. With this triumphant hymn of victory
Rachmaninoff brings his All-night Vigil to a
resounding close.

© 2015 Vladimir Morosan
www.musicarussica.com

The Grammy Award-winning Phoenix
Chorale, under its Artistic Director, Charles
Bruffy, is regarded as one of the finest
choral ensembles in North America. What
began in 1958 as a small study group of
singers became a fully professional chair in
1992, made up of Arizona residents: highly
educated and trained singers, teachers, and
professionals. In 2004, the Phoenix Chorale
became the first North American choir to
record for Chandos Records, issuing its
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debut album, Shakespeare in Song. In 2008,
the Chorale released Spotless Rose: Hymns
to the Virgin Mary which received Grammy
nominations in two categories, 'Best Classical
Album' and 'Best Small Ensemble Performance’,
winning in the latter. With the Kansas City Chorale
it has recorded Eternal Rest (2006), Grechaninov's
Passion Week (2007), and Sacred Choral Works
by Rheinberger (2007). The recordings of the
Chorale have earned a total of eight Grammy
nominations and two Grammy wins, and

its most recent solo recording for Chandos,
Northern Lights: Choral Works by Ola Gjeilo, was
named 'Best Classical Vocal Album of the Year
in iTunes Best of 2012. Audiences around the
globe have enjoyed the sounds of the Chorale
through broadcasts on National Public Radio's
Performance Today, among others.Formerly
known as the Phoenix Bach Choir, the Phoenix
Chorale aims to be the preeminent model for
American choral music by redefining standards
of excellence, and its mission is to enrich life
through excellence and distinction in choral
artistry. www.phoenixchorale.org

Founded in 1982, the Grammy Award-winning
Kansas City Chorale is a professional vocal
ensemble that enriches local, national,

and international communities through its
dedication to excellence in the performance
of music from diverse historical periods.



Under the leadership of Charles Bruffy, the
choir has garnered international recognition
for artistic merit, having been praised for

its refined sound, phrasing, and flawless
intonation. The Chorale made its first
appearance on Chandos Records with
Eternal Rest (20086), a joint recording with
the Phoenix Chorale. In 2012, the Chorale
released a solo album, Life and Breath: Choral
Works by René Clausen, which won Grammy
Awards for 'Best Choral Performance’ and
'‘Best Engineered Album, Classical'. With

the Phoenix Chorale it had also recorded
Grechaninov's Passion Week (2007) and
Sacred Choral Works by Rheinberger (2007).
Its recordings have earned a total of eight
Grammy nominations and three Grammy
wins. In 20089, the Chorale performed at the
Incheon International Choral Festival in South
Korea, and it was the only American choir
invited to Halifax, Nova Scotia for Podium
2014, Canada's premier biennial choral music
conference. As a cornerstone of Kansas City's
performing arts community, the Chorale
creates concert programmes and recordings
that educate, engage, and inspire listeners.
Ongoing outreach efforts of the Kansas City
Chorale facilitate the development of local
talent, while providing students and their
instructors with the opportunity to learn from
world-class vocalists. www.kcchorale.org

One of the most admired choral conductors in
the United States, and the winner of several
Grammy Awards, Charles Bruffy began his
career as a tenor soloist, performing with the
Robert Shaw Festival Singers in recordings
and in concerts in France and at Carnegie
Hall, New York.Robert Shaw encouraged his
development as a conductor and in 1996 he
was invited by National Public Radio to help
celebrate Shaw's eightieth birthday with an
on-air tribute. In 1999, The New York Times
named him as the late, great conductor's
potential heir, and in 2005 the magazine
Fanfare called him 'one of the next big things
in American choral music'.He has been
Artistic Director of the Kansas City Chorale
since 1988, of the Phoenix Chorale since
1999, and of the Kansas City Symphony
Chorus since 2008. In 2009, he brought the
Phoenix Chorale and Kansas City Chorale to
Alice Tully Hall at Lincoln Center for their New
York debut, The New York Times praising the
choirs' 'refined sound and elegant phrasing...
vivid intensity... [and] buoyant pulse and
energetic finesse'.

Charles Bruffy conducts workshops
and clinics across the US and abroad,
most recently at The Anuna International
Choral Summer School in Ireland and the
Association of Canadian Choral Communities
in Halifax, Nova Scotia, among others. He



is also a member of a number of advisory Stucky, Eric Whitacre, and Chen Yi. Under

boards and served on the Board of Chorus his supervision, the Roger Dean Company, a
America for seven years. Respected and division of the Lorenz Corporation, publishes
renowned for his fresh and passionate a choral series specialising in music for
interpretations of standards of the choral professional ensembles and sophisticated
repertoire and for championing new music, he high school and college choirs. His eclectic
has commissioned and premiered works by discography includes seven recordings
composers such as Jean Belmont, Ola Gjeilo, for Chandos Records, four of which have
Matthew Harris, Libby Larsen, Zhou Long, been recognised with a total of ten Grammy
Stephen Paulus, Stephen Sametz, Steven nominations and four Grammy wins.
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Charles Bruffy conducting the Phoenix Chorale
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Rachmaninow:

Das GroBe Abend- und Morgenlob

Der historische und stilistische Kontext
Sergei Rachmaninows GroBes Abend- und
Morgenlob op. 37 kann als Krénung des
"goldenen Zeitalters" russisch-orthodoxer
kirchlicher Chormusik gelten. Diese Ara, die

in den 1880er-Jahren begann und bis zur
kommunistischen Machtubernahme 1917
andauerte, war eine Zeit, in der Dutzende
russischer Komponisten - darunter so
prominente wie Peter Tschaikowski
(1840-1893), Nikolai Rimski-Korsakow

(1844 -1908), Michail Ippolitow-lwanow
(1859-1935), Alexander Gretschaninow
(1864 -1956) und Nikolai Tscherepnin

(1873 -1945), aber auch "Chorspezialisten”
wie Alexander Kastalski (1856 -1926),

Wiktor Kalinnikow (1870-1927), Alexander
Nikolski (1874 -1943) und die Gebruder
Tschesnokow, Pawel (1877-1944) und Alexander
(1880-1941) - ihre kreativen Energien darauf
konzentrierten, Chormusik auf Texte aus der
russisch-orthodoxen Liturgie zu schaffen. In
Bezug auf die kiinstlerische Anlage und den
musikalischen Ausdruck gingen viele der von
ihnen komponierten Werke - vollstandige
zyklische Vertonungen der Heiligen Liturgie, der
Vigilien und anderer orthodoxer Messen - Uber

die eigentlichen Erfordernisse des liturgischen
Rituals hinaus, sodass sie sich besser flr
konzertante Darbietungen von kirchlicher
Chormusik als fur Gottesdienste eignen.

In der zweiten Halfte des neunzehnten
Jahrhunderts beschaftigten sich russische
Komponisten ebenso wie ihre Zeitgenossen
in West- und Osteuropa mit Fragen nationaler
Identitat: Wie war es zu gewahrleisten, dass
ihre Musik russisch klang, und nicht italienisch
oder deutsch. Als es darum ging, sakrale
Chormusik zu schreiben, wandten sie sich
dem Urquell alter einstimmiger Gesange zu -
bekannt unter so exotischen Bezeichnungen
wie Snamenni (notiert in snamjona bzw.
Neumen), Kiewan (mit Bezug auf Kiew, die
Wiege ostslawischen Christentums und der
damit verbundenen Kultur) und Gretscheski
(d.h. "Griechische", zurtickgehend auf Byzanz,
das Zweite Rom) - und benutzten diese
authentischen Melodien als Themenmaterial,
wahrend sie zugleich eigene neue Melodien
im Stil des alten Kirchengesangs erfanden.

Um einen typisch "russischen” Klang zu
schaffen, kleideten die Komponisten die
Geséange in ein neues polyphones Gewand,
einen homorhythmischen Kontrapunkt,



bestehend aus melodisch unabhéngigen
"Gegenstimmen”, die aufeinander einwirken,
um eine variable polyphone Textur zu bilden,
die sich nicht mit den Beschrankungen
vierstimmiger Choralfiihrung begnigen
muss. Der Musikwissenschaftler Stepan
Smolenski (1848-1909), der auch ein Experte
fur die alten Gesange war, identifizierte als
erster diesen neuen russischen Kontrapunkt,
wahrend Kastalski als einer der ersten
Komponisten Methoden des polyphonen
Satzes nutzte, die aus seinen Studien
russischer Chor-Volkslieder herrihrten.
Sowohl Smolenski als auch Kastalski
leiteten zu unterschiedlichen Zeiten die
Moskauer Synodalschule fir Kirchengesang,
deren wunderbarer achtzigkdpfiger

Manner- und Knabenchor sich als virtuoses
Chorinstrument erwies, das eine riesige
Palette dynamischer Nuancen und
Klangfarben beherrschte.

Derart waren die pragenden Einflisse,
aus denen sich die Entstehung von
Rachmaninows Chormeisterwerken ergab:
der Liturgie des hl. Johannes Chrysostomus
von 1910 und dem GroBen Morgen- und
Abendlob von 1915. Letzteres Werk widmete
Rachmaninow Smolenski, der einmal sein
Lehrer gewesen war und erfolglos versucht
hatte, seinen Schiler fur den Bereich
der Kirchenmusik zu rekrutieren. Als sich
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Rachmaninow schlieBlich der Komposition
von sakraler Musik zuwandte, bat er um
Kastalskis Rat zur Verwendung alter
Gesange, und die Urauffihrung des Werks
fand am 10. M&rz 1915 statt, im Rahmen eines
Konzerts des Moskauer Synodalchors unter
der Leitung von Nikolai Danilin, einem Freund
und ehemaligen Klassenkameraden von
Rachmaninow.

Im weiteren Kontext europaischer
Musik des zwanzigsten Jahrhunderts
betrachtet, ist das Werk eher konservativ und
zugleich typisch russisch. Als Stoff wahlite
Rachmaninow fiinfzehn Psalmen und Hymnen,
die den unverénderlichen Rahmen fir die
ganznachtliche Vigil zur Wiederauferstehung
bilden (einem dreisttindigen Gottesdienst, der
in russischen Kirchen jeden Samstagabend
gefeiert wird und eine liturgische Verkettung
von drei Andachten darstellt, ndmlich
der Vesper, der Matutin und der Prim).
Das Werk ist fiir Chor a cappella gesetzt,
der tblichen Gesangsbesetzung in der
russisch-orthodoxen Kirche in Anbetracht
des Verbots jeglicher Musikinstrumente in der
fruhchristlichen Patristik. Zehn der funfzehn
Hymnen beruhen auf unisono gefuhrten
Melodien, entnommen aus Gesangsbuchern,
die mindestens zweieinhalb Jahrhunderte
zurtckreichen; fur die verbleibenden funf
Abschnitte komponierte Rachmaninow



seine eigenen choralartigen Melodien. Wie
bei allen auf Kirchengesang beruhenden
Werken ist der sakrale Text im Abend- und
Morgenlob vorrangig und dient in jedem Satz
als wesentlich bestimmendes Element. Um die
klare Deklamation des Textes sicherzustellen,
ist der Chorsatz vorwiegend homorhythmisch:
Es kommt kaum imitative Polyphonie vor und
Uberhaupt keine fugale Stimmfuhrung. Das
tonale Vokabular ist recht traditionell und
verzichtet auf jegliches modernistisches
Element.

In diesem scheinbar strengen Rahmen
schuf Rachmaninow ein monumentales
Chorgewirk, das mit seiner erhabenen
Ausdruckskraft den Geist erbaut und mit seiner
schieren Schénheit das Ohr fesselt. Mittels der
festgelegten Texte der Vigil - den gesungenen
Gebeten, Psalmen und Hymnen - stellt der
Komponist die monumentale Erhabenheit der
ehrflrchtigen Begegnung der Menschheit mit
ihrem Schopfer dar. Der Vesper-Abschnitt der
Andacht konzentriert sich auf die Themen der
Schépfung und den Eintritt des ewigen Lichts -
die Menschwerdung Christi. Der Abschnitt
der Matutin hat einen anderen Schwerpunkt:
die Feier (in der orthodoxen Kirche jeden
Sonntag) des wichtigsten Ereignisses in der
christlichen Kosmologie - der Auferstehung
Christi. (Das russische Wort fir Sonntag ist
woskresenje - Auferstehung.)

Als sein musikalisches Vehikel setzt
Rachmaninow ein lebendes, atmendes
Instrument ein - den menschlichen Chor -,
und zwar so, wie wenige Komponisten es
zuvor oder seither verwendet haben. In der
Chorfiihrung macht er vollen Gebrauch von
den prachtvollen Sonoritaten und Klangfarben,
die von Kastalski und seinen Vorgangern
in der Schule russischer Chormusik an
der Wende zum zwanzigsten Jahrhundert
entwickelt worden waren. (Rachmaninows
Abend- und Morgenlob gingen Vertonungen
derselben Texte durch eine ruhmreiche Abfolge
von Komponisten voraus - Tschesnokow,
Gretschaninow, Ippolitow-lwanow, Kalinnikow
und Nikolski ebenso wie sein Mentor
Kastalski -, die Rachmaninow alle gekannt
haben durfte.) In all diesen Werken verbinden
und teilen sich Stimmen in einer scheinbar
endlosen Vielfalt, zum Himmel aufstrebend
und in die Tiefen absteigend, lobend und
flehend, wie es der liturgische Text und die
individuelle Sicht des jeweiligen Komponisten
vorsahen. Zeitweise nehmen Solostimmen
und Stimmgruppen dramatische Identitaten
an, doch die durchgehende Verwendung des
Kirchengesangs hélt ihre AuBerungen stets im
Rahmen des Erhabenen.

Das Werk
Jeder orthodoxe Gottesdienst beginnt mit



einem intonierten Ausruf der Zelebranten,

der die reale Prasenz des Himmelreichs

hier auf Erden verkindet und feststellt. Die

Vigil setzt ein mit der Proklamation "Ehre sei der
heiligen, konsubstanziellen, lebensspendenden
und ungeteilten Dreifaltigkeit”, gefolgt

von einem majestéatischen Aufruf des

Chors zur Andacht, "Priidite, poklonimsia”
(Psalm 94/95: B). Die vielschichtige

Melodie stammt von Rachmaninow, doch

ihr wogendes, stufenweises Voranschreiten
und die unsymmetrische, auf den Text
bezogene Struktur begriinden unmittelbar

ihre Verwandtschaft mit dem alten Snamenni-
Gesang.

Die Vesper beginnt wie jeden Tag mit
Psalm 103/104, "Blagoslowi, dusche moja,
Gospoda” (Lobe den Herrn, meine Seele), der
die Wunder der Schopfung Gottes preist. Die
Verwendung der Solostimme personifiziert
dieses Loblied, wahrend die Chorstimmen
zwei kontrastierende Reiche darstellen - das
irdische und das himmlische.

Das Singen und Rezitieren von Psalmen ist
ein wesentliches Element jedes orthodoxen
Gottesdiensts, und zu diesem Zweck ist
der Psalter in zwanzig etwa gleich lange
Abteilungen aufgeteilt. An Samstagen
werden stets ausgewahlte Verse der
Psalmen 1, 2 und 3, "Blaschen musch"”

(Wohl dem, der nicht wandelt) gesungen.
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Bezeichnenderweise sprechen sie von
Gerechtigkeit, doch in einer Welt, in der
das Bose (der "Rat der Gottlosen") bereits
existiert.

Nach einer weiteren Gruppe festgelegter
Psalmen (von flehender Art, die Rachmaninow
nicht vertonte) folgt die "Hymne des Lichts" -
"Swete tichij" -, ein uralter christlicher Hymnus,
der auf das dritte Jahrhundert zurtickgeht. Die
Hymne begleitete urspriinglich den Einzug
des Klerus in die Kirche und das Anzunden
der Abendlampen zum Sonnenuntergang. Das
schlichte vierténige Motiv des Kiewschen
Gesangs wird in eine schimmernde
musikalische Beschworung des ewigen Lichts
verwandelt. Eine Solostimme erhebt sich zu
einem Loblied auf die Dreifaltigkeit.

Nach dem Zusammentreffen mit dem
Heiland, dem Licht der Welt, singt die Kirche
mit den Worten des Heiligen Simeon "Nine
otpuschtschajeschi” (Herr, nun lasst du
deinen Knecht). Der Solist personifiziert
den ehrwiirdigen Altesten gegen ein
wiegenliedartiges Motiv der Chorstimmen.
Es heiBt, Rachmaninow habe sich
gewdinscht, dass diese Hymne bei seinem
Begrabnis gesungen werde, doch der
Wunsch konnte nicht erfullt werden, als
der Komponist auf dem Kensico-Friedhof
nordlich von New York City beigesetzt
wurde.



Nachdem Gott geblhrend gepriesen
wurde, huldigt die orthodoxe Kirche
stets der Jungfrau Maria - der Theotokos
("derjenigen, die Gott gebar"). "Bogorodize
Dewo", wohl der bekannteste Hymnus aus
Rachmaninows Zyklus, erfasst sowohl die
sanfte Schlichtheit des EngelsgruBes als
auch die ehrfurchtsvolle Anbetung ihrer
Antwort an Gott.

An diesem Punkt geht der Vesperabschnitt
des Abend- und Morgenlobs zu Ende. Die
Matutin beginnt mit den einladenden
Versen "Ehre sei Gott in der Hohe" ("Slawa
w wischni Bogu") (Lukas 2: 14) und "Herr, tu
meine Lippen auf ..." ("Gospodi, ustne moi
otwerseschi") (Psalm 50/51:15), begleitet
von Glockengelaut, das Rachmaninow
meisterhaft durch das Abstufen und
Uberlagern der Chorstimmen darstellt.

Einer der musikalischen Hohepunkte der
Vigil ist "Hwalite imja Gospodne” (Verse aus den
Psalmen 134 /135 und 135/136), Polyeleos, die
Hymne der "zahlreichen Gnaden". Alle Lichter
werden entzlindet, die Turen ge6ffnet, und der
Klerus in vollem Ornat begibt sich ins Zentrum
der Kirche, um sich unters Volk zu mischen.
Musikalisch werden zwei Schichten offenbar:
der kraftvolle, majestatische Snamenni-
Gesang der Alt- und Bass-Stimmen, und
daruber die Soprane und Tendre, schwebend
wie Chére der Cherubim und Seraphim.

Die dramatischen Ereignisse der
Auferstehung entfalten sich nunin einer
Abfolge erzahlender Hymnen, jeweils
eingeleitet durch den fromm geflisterten
Refrain (der glaubigen Zeugen) "Blagoslowen
jesi, Gospodi” (Gesegnet seist du, o Herr).
Kontraste in der Stimmfihrung zeugen von
dem kosmischen Drama, das sich zugleich
im Himmelreich abspielt ("Die Heerscharen
der Engel waren von Ehrfurcht erfdllt ...") und
auf Erden unter den mit Myrrhe beladenen
Frauen, die frthmorgens aufbrechen, um
den Leib Christi zu salben, und stattdessen
auf einen Botenengel treffen. Wahrend die
freudige Botschaft ein ums andere Mal
verstéarkt wird, tritt die murmelnde Menge
der Glaubigen hervor und stimmt in eine
allgemeine Lobeshymne ein: "Halleluja.”

Die Reaktion der Glaubigen auf die
Auferstehung setzt sich in der nadchsten
Hymne fort: "Woskresenije Hristowo
widewsche" (Da wir die Auferstehung
Christi gesehen), die in einem tatsachlichen
Gottesdienst unmittelbar nach der Lesung
einer der elf Augenzeugenberichte der
Auferstehung aus dem Evangelium gesungen
wird. In diesem Abschnitt sind einige der
strengsten und eindringlichsten Melodien zu
héren, wenn der Text von dem schrecklichen
Opfer Christi am Kreuz berichtet, ehe er
letztendlich Gber den Tod triumphiert.
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Das Hohelied Marig, "Welitschit duscha
moja Gospoda” (Meine Seele erhebt den
Herrn), dient als Gegenstiick in der Matutin
zum "Bogorodize Dewo" in der Vesper.
Marias Worte werden jedoch keineswegs auf
dramatische Weise umgesetzt. Indem er eine
schwere, choralartige Melodie komponiert,
die hauptsachlich in den Bassen liegt,
behandelt Rachmaninow Marias Verse als
eine monumentale, prophetische AuBerung,
die von allen Gibernommen wird. Im Kontrast
dazu steht der Refrain, "Tschestnejschuju
Heruwim” (Ehrenvoller als die Cherubim), der
Marias hohen Rang unter den himmlischen
Scharen preist.

In Bezug auf den textlichen Tiefgang
und die musikalische Komplexitat sticht die
GroBe Doxologie, "Slawa w wischni Bogu"
(Ehre sei Gott in der Hohe), als wesentliche
Hymne des gesamten Abend- und Morgenlobs
hervor. Der Text wird getragen von einem
schlichten Snamenni-Gesang (bereits fir die
"mindere Doxologie" zu Beginn der Matutin
entlehnt), den Rachmaninow meisterhaft auf
verschiedene Stimmen Gbertragt. Samtliche
christlichen Themen, von der Verherrlichung
und Danksagung bis hin zur Reue und dem
Flehen um Gnade, sind im Text dieses uralten
Hymnus aus dem vierten Jahrhundert
enthalten, und Rachmaninows Musik ist
deren Klang durchweg angemessen. Wenn
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die Hymne im abschlieBenden hymnischen
Dreimal-Heilig ihren H6hepunkt findet, wird
Rachmaninows Behandlung des Chors
quasi orchestral und beschwért wiederum
Glockengelaut herauf.
Auf die GroBe Doxologie folgen zwei
kurze Hymnen zur Auferstehung, von
denen nur eine im liturgischen Kontext in
abwechselnden Wochen gesungen wird. Nach
der musikalischen Intensitat der Doxologie
dienen diese Hymnen als Ruhepunkt, an dem
man aufgefordert ist, Gber das erhabene
Mysterium der Auferstehung zu meditieren.
Das Abend- und Morgenlob ist mit
dem Abschluss der Matutin jedoch nicht
beendet, denn es wird noch die Prim
gesungen, eine kurze Andacht aus dem
klosterlichen Tageszyklus. Am Schluss dieses
Gottesdienstes, nach dem letzten Gebet
und dem Segen, ist es eine russische Sitte,
eine Hymne aus dem Fest der Verkindigung
Maria zu singen, namlich "Wsbrannoi
wojewode" (Dir, siegreiche Anflihrerin),
wiederum zu Ehren der Muttergottes. Mit
diesem triumphalen Siegeshymnus bringt
Rachmaninow sein Abend- und Morgenlob zu
einem Uberwaltigenden Schluss.

© 2015 Viadimir Morosan
www.musicarussica.com
Ubersetzung: Bernd Miiller



Rachmaninoff:
Office de Vigile de nuit

Contexte historique et stylistique

L'Office de Vigile de nuit, op. 37 (mieux connu
en frangais sous le titre "Les Vépres"), de
Serge Rachmaninoff se présente comme le
couronnement supréme de I"Age d'or” de la
musique chorale sacree russe orthodoxe.
Cette période, qui a commence pendant les
annees 1880 et s'est poursuivie jusqu'a la

prise de pouvoir des communistes en 1917,

fut un temps ou des dizaines de compositeurs
russes - parmi lesquels des personnalités aussi
importantes que Piotr Tchaikovski (1840-1893),
Nikolai Rimski-Korsakov (1844 -1908), Mikhail
Ippolitov-lvanov (1859 -1935), Alexandre
Grechaninov (1864 -1956), Nicolas Tcherepnine
(1873 -1945), ainsi que des "spécialistes de
musique chorale” tels que Alexandre Kastalski
(1856 -1926), Viktor Kalinnikov (1870 -1927),
Alexandre Nikolski (1874 -1943), et les fréres
Chesnokov, Pavel (1877 - 1944) et Alexandre
(1880-1941) - ont concentré leur énergie
creatrice sur la composition d'ceuvres chorales
utilisant des textes empruntés a la liturgie
orthodoxe russe. En termes de conception
artistique et d'expressivité musicale, la plupart
des ceuvres qu'ils ont créées - des cycles
complets de la Divine Liturgie, I'Office de Vigile

de nuit, et d'autres services orthodoxes - vont
bien au-dela des exigences strictes du rituel
liturgique, ce qui les rend mieux adaptées pour
des preésentations en concert de musique
chorale sacrée plut6t que dans le cadre d'un
service religieux.

Pendant la seconde moitié du dix-
neuvieme siecle, les compositeurs russes,
comme leurs homologues en Europe de
I'Ouest et de I'Est, se sont préoccupés de
questions d'identité nationale: comment
s'assurer que leur musique sonne de maniere
russe et non pas italienne ou allemande.
Quand il s'agissait d'écrire de la musique
chorale sacrée, ils se tournerent vers lariche
source des anciennes mélodies de plain-
chant a l'unisson - connus sous des noms
aussi exotiques que Znamenny (notées au
moyen des znamiona, ou neumes), Kievan (se
référant a Kiev, le berceau de la civilisation et
du christianisme slave oriental), et Grechesky
(c'est-a-dire "grec”, issu des derniers jours
de Byzance, la Seconde Rome) - en utilisant
ces melodies authentiques comme matériau
thematique et en inventant également de
nouvelles mélodies s'inspirant du plain-chant
orthodoxe russe.
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Afin d'obtenir une sonorité "russe”
caracteristique, ces compositeurs ont habillé
les mélodies de plain-chant d'une parure
polyphonigue nouvelle: un contrepoint
homorythmique forme par l'interaction de
"contre-voix" mélodiques indépendantes
pour créer une texture polyphonique variable
qui n'est pas limitée par une écriture chorale
a quatre parties. Le musicologue Stephan
Smolenski (1848 -1909), qui était également un
expert du plain-chant, fut le premier a identifier
ce nouveau contrepoint russe, tandis que
Kastalski fut I'un des premiers compositeurs
a utiliser les techniques d'écriture a plusieurs
parties derivées de son étude des chansons
chorales folkloriques russes. Smolenski et
Kastalski furent a différentes epoques le
directeur de I'Ecole Synodale de Chant d'Eglise
de Moscou, dont le magnifique choeur de
quatre-vingts hommes et garcons allait se
réveler un instrument choral virtuose capable
de produire une riche palette de nuances
dynamiques et de timbres vocaux.

Telles furent les influences formatrices
qui allaient donner naissance a la création
des chefs-d'ceuvre de musique chorale
de Rachmaninoff: la Liturgie de Saint Jean
Chrysostome, composeée en 1910, et I'Office de
Vigile de nuit, compose en 1915. Rachmaninoff
dédia la Vigile a Smolenski qui avait été un
temps son professeur, et qui avait tenté sans
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succes de le recruter dans le domaine de la
musique d'eglise. Quand Rachmaninoff se
tourna finalement vers la composition de
musique sacree, il chercha les conseils de
Kastalski concernant la maniére d'utiliser les
anciennes melodies de plain-chant. L'ouvrage
fut créé le 10 mars 1915 lors d'un concert du
Cheeur Synodal de Moscou sous la direction de
Nikolai Danilin, un ami et ancien condisciple de
Rachmaninoff.

Considéree dans le contexte élargi de la
musique europeéenne du vingtieme siecle,
I'Office de Vigile de nuit est un ouvrage tres
conservateur tout en étant fondamentalement
russe. Pour son contenu, Rachmaninoff a
choisi quinze psaumes et cantiques qui
constituent le cadre immuable de I'Office de
Vigile de nuit (ou Tropaire résurrectionnel,
un service de trois heures célébré dans
les églises russes chaque samedi soir, et
comprenant un enchainement liturgique de
trois services: Grandes Vépres, Matines et
l'office de Prime). La partition est écrite pour
un cheeur a cappella, qui est le complément
vocale traditionnel de I'Eglise russe orthodoxe,
reflétant I'ancienne interdiction chrétienne
patristique frappant tous les instruments de
musique. Dix des quinze cantiques se fondent
sur des meélodies a I'unisson empruntées a
des recueils de melodies de plain-chant vieux
d'au moins deux siecles et demi; pour les cing



sections restantes, Rachmaninoff composa
ses propres melodies imitées du plain-chant.
Comme dans toutes les ceuvres reposant
sur du plain-chant, le texte sacreé occupe
une position de toute premiere importance
dans la Vigile, et constitue I'élément principal
determinant la forme de chaque mouvement.
Afin d'assurer la claire déclamation du

texte, le texture chorale est principalement
homorythmique: il y a trés peu d'imitation
polyphonique et aucune écriture fuguee. Le
vocabulaire tonal est tres traditionnel et évite
tous les éléements modernistes.

Dans ces limites apparement austeres,
Rachmaninoff a crée une tapisserie chorale
monumentale qui éleve I'esprit par sa noble
expressivite et captive l'oreille par sa pure
beauté. A travers les textes fixes de la
Vigile - les prieres chantées, les psaumes
et les cantiques - le compositeur dépeint
la grandeur épigue de la rencontre entre
I'humanité pendant son acte d'adoration et son
Createur. La section des Vépres de l'office se
concentre sur les themes de la Création et de
la venue dans celle-ci de la Lumiére Eternelle -
I'lncarnation du Christ. Les Matines se tournent
vers un theme différent: la celébration (qui
dans I'Eglise orthodoxe russe a lieu tous les
dimanches) de I'éevénement le plus important
de toute la cosmologie chrétienne - la
Résurrection du Christ. (Le mot russe pour

dimanche est voskresen'ye - qui signifie
résurrection.)

Pour son véhicule musical, Rachmaninoff
utilise un instrument vivant et respirant -
le chceur humain - comme peu de
compositeurs l'ont fait avant et apres lui.
Son écriture chorale exploite pleinement
la riche sonorité et les couleurs de timbres
qui avaient été développées par Kastalski et
ses prédécesseurs de I'école chorale russe
au tournant du vingtiéme siécle. (La Vigile
de Rachmaninoff avait été précedee par
des versions utilisant les mémes textes par
tout un groupe de compositeurs illustres -
Chesnokov, Grechaninov, Ippolitov-lvanov,
Kalinnikov, Nikolski, ainsi que son mentor
Kastalski - versions que Rachmaninoff
connaissait certainement.) Dans toutes ces
ceuvres, les voix se combinent et se divisent
selon une variété de moyens apparement
sans limites, s'élevant vers le ciel et plongeant
dans les profondeurs, louant et suppliant,
selon I'exigence du texte liturgique et de la
vision personnelle du compositeur. A certains
moments, les voix solistes et les groupes de
voix prennent une identité dramatique, mais
I'utilisation constante du plain-chant maintient
leurs affirmations dans le mode épique.

L'CEuvre
Chaque service orthodoxe s'ouvre par une
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exclamation entonnée par les celébrants, qui
déclare et établit la présence réelle, ici sur
terre, du Royaume Céleste. La Vigile débute
par la proclamation "Gloire a la Sainte Trinite,
indivise, consubstantielle, et creatrice de

la vie", puis par un appel choral majestueux

a l'adoration, "Priidite, poklonimsia!"

(Psaume 94/95: 6). La mélodie faite de
couches superposeées est une invention

de Rachmaninoff, mais son mouvement
ondulant par degrées conjoints et sa structure
asymetrique reliée au texte établissent
immediatement sa parente avec le vieux plain-
chant Znamenny.

Tous les jours, les Vépres commencent avec
le Psaume 103/104, "Blagoslovi, dushe moya,
Ghospoda” (Béni le Seigneur, 0 mon ame!), qui
chante les merveilles de la création de Dieu.
L'utilisation d'une voix soliste personnalise
ce chant de louanges, tandis que les voix
chorales représentent deux royaumes
contrasteés - celui de la terre et celui des
cieux.

Le chant et la récitation des psaumes
est un element essentiel de chaque service
orthodoxe, et a cette fin le Psautier est divisé
en vingt sections de longueur a peu pres
égale. Le samedi, des versets extraits des
Psaumes 1, 2 et 3, "Blazhen muzh" (Béni soit
I'homme), sont toujours chantés. De maniére
significative, ils parlent de la droiture, mais
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dans un monde dans lequel le mal ("le conseil
des meéchants”) existe déja.

Aprés un autre groupe de psaumes fixes
(d'un caractere suppliant, que Rachmaninoff
n'a pas mis en musigue) vient le "Cantique
de Lumiere" - "Svete tihiy" -, un trés vieux
cantique chrétien dont l'origine remonte
au troisieme siécle. A l'origine, ce cantique
accompagnait I'entrée du clerge dans l'eglise
et le moment ou I'on allumait les lampes du soir
au coucher du soleil. Le simple motif de quatre
notes du plain-chant Kievan est transmue
en une chatoyante évocation musicale de la
Lumiére Eternelle. Une voix soliste éléve un
chant de louanges a la Trinite.

Ayant rencontre le Sauveur, la Lumiére
du monde, I'Eglise chante, empruntant les
paroles a Saint Siméon, "Nine otpushchayeshi”
(Seigneur, tu laisses maintenant partir ton
serviteur). Le soliste personnifie le vénérable
vieillard en contrepoint d'un motif de berceuse
dans les parties chorales. Il a été dit que
Rachmaninoff souhaitait que ce cantique soit
chanteé lors de ses obseques, une demande
malheureusement impossible a remplir quand
il fut inhume dans le Kensico Cemetery au nord
de New York.

Aprés avoir justement loué Dieu, I'Eglise
orthodoxe rend toujours hommage a la Vierge
Marie - la Theotokos ("celle qui a donné
naissance a Dieu"). "Bogoroditse Devo", qui



est peut-étre la piece la mieux connue du
cycle de Rachmaninoff, capture la douce
simplicité du salut de I'ange et la glorification
pleine de crainte émerveillée de la réponse
que Marie fait a Dieu.

La section des Vépres de I'Office de Vigile
de nuit se termine a cet endroit. Les Matines
commencent par les versets invitatoires
"Gloire a Dieu au plus haut des cieux” ("Slava
v vishnih Bogu") (Luc 2: 14) et "0 Seigneur,
ouvre mes levres..." ("Ghospodi, ustne moi
otverzeshi") (Psaume 50/51: 15), accompagnés
par la sonnerie des cloches que Rachmaninoff
dépeint magistralement par la superposition et
la juxtaposition des voix chorales.

L'un des hauts points musicaux de la Vigile
est "Hvalite imia Ghospodne” (versets des
Psaumes 134/135 et 135/136), le Polyeleos
ou cantiqgue des "nombreuses misericordes”.
Toutes les lumiéres sont allumées, les portes
sont ouvertes et les membres du clerge parés
de tous leurs vétements sacerdotaux se
dirigent vers le centre de I'église pour se tenir
debout au milieu des fidéles. Deux couches
musicales sont evidentes: le majestueux et
puissant plain-chant Znamenny est chante
par les altos et les basses, et au-dessus, les
sopranos et les ténors flottent comme des
cheeurs de chérubins et de séraphins.

Les événements dramatiques de la
Résurrection se déroulent maintenant en

une série de cantiques narratifs, chacun
étant introduit par le refrain pieusement
chuchote (par les fidéles qui observent)
"Blagosloven yesi, Ghospodi” (Bénis sois-tu,
0 Seigneur!). Les contrastes dans I'écriture
vocale repésentent le drame cosmique qui
se produit simultanément dans le royaume
celeste ("L'Armée des anges était remplie

de crainte...") et sur terre parmi les femmes
porteuses de myrrhe, alors qu'elles se
rendent tot le matin au tombeau du Christ
pour oindre son corps, et au lieu de cela
rencontrent un messager angelique. Alors
que le joyeux message est renforcé encore et
encore, le murmure de la foule des croyants
s'éleve et se joint en un cantique universel de
louanges, "Alléluia”.

Laréponse des croyants a la Résurrection
continue dans le cantique suivant,
"Voskreseniye Hristovo videvshe" (Puisque
nous avons contemplé la résurrection du
Christ), qui est chante, dans un service
religieux, immediatement apres la lecture
de I'un des onze téemoignages occulaires
de la Résurrection mentionnés dans les
Evangiles. Quelques-unes des musiques les
plus austeres et les plus puissantes se font
entendre dans cette section, tandis que le
texte raconte le terrible sacrifice du Christ
sur la croix qui preceda son ultime triomphe
sur lamort.
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Le Cantique de Marie, "Velichit dusha moya
Ghospoda” (Mon ame glorifie le Seigneur),
sert de contrepartie dans les Matines
a"Bogoroditse Devo" dans les Vépres.
Cependant, les paroles de Marie ne sont pas
du tout traitées de maniere dramatique. En
composant une pesante mélodie de plain-
chant qui se déploie principalement dans
les basses, Rachmaninoff traite les versets
de Marie comme une déclaration épique
et prophétique, qui est reprise par tous.
Faisant contraste, le refrain "Chestneyshuyu
Heruvim” (Plus honororable que les
Chérubins) exalte le haut rang de Marie parmi
la hierarchie celeste.

En termes de profondeur du texte et de
complexité musicale, la Grande Doxologie,
"Slava v vishnih Bogu" (Gloire a Dieu au
plus haut des cieux), s'impose comme le
cantique principal de tout I'Office de Vigile
de nuit. Le texte est porté par un simple
plain-chant Znamenny (déja emprunte a la
"Petite Doxologie" au début des Matines) que
Rachmaninoff distribue magistralement a
différentes voix. Tous les themes chrétiens,
allant de la glorification a I'action de graces,
et du repentir et a la supplication, sont
contenus dans le texte de ce trés ancien
cantique datant du quatrieme siecle; et la
musique de Rachmaninoff résonne a chaque
instant de maniere appropriée. Alors que le
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cantique se dirige vers son point culminant
dans le cantique trois fois saint conclusif,
Rachmaninoff traite le chceur de maniére
quasi orchestrale, et de nouveau éevoque
I'image des cloches.

La Grande Doxologie est suivie par deux
brefs cantiques a la Résurrection, dont un
seul est chanté dans un cadre liturgique en
alternance d'une semaine a l'autre. Apres
I'intensite de la Doxologie, ces cantiques
servent de point de repos, et nous invitent
a mediter sur le mystere exalté de la
Résurrection.

L'Office de Vigile de nuit n'e st cependant
pas termineé avec la conclusion de I'office
des Matines, car un bref service du cycle
journalier de la vie monastique, Prime
(premiére heure du jour), est chanté. A la
fin de ce service, suivant la priere finale
et la bénédiction, c'est la coutume russe
de chanter un cantique de la féte de
I'Annonciation, "Vzbrannoy voyevode" (A toi,
reine victorieuse), de nouveau en I'honneur
de la Méere de Dieu. Avec ce triomphant
cantique de victoire, Rachmaninoff donne
a son Office de Vigile de nuit une conclusion
toute retentissante.

© 2015 Viadimir Morosan
www.musicarussica.com
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BceHouwHoe 6aeHne

[AnakoH
BoccraHuTe. MNocnoau, 6narocnosu.

Uepen

CnaBa Cesiteii, EQuHocyLHen,

YXusoTBopsien n HepasgenbHen
Tpowuue

BCEraa,HblHE U NPUCHO U BO BEKU
BekoB!]

Ne 1

AmMuHb. MpunauTte, NOKNOHMMCSA

LlapeBu Hawwemy Bory.

MpunauTe, NOKNOHUMECA U Npunagem

Xpucty Llapesu Hawwemy Bory.

MpunauTe, NOKNOHUMECA U Npunagem

camomy XpucTty Llapesu n Bory
Halemy.

MpunauTe, NOKNOHUMECA U Npunagem
Emy.

Ne 2

Bnarocnosu, aywe mos, Nocnoaa.

BrarocnoseH ecu, locnoau.

[ocnoamn Boxe mon, Bo3senuuuncs ecu
3ero.

BnarocnoseH ecu, lNocnoau.

Bo ncnosenaHue u B BenenenoTy
obnekncs ecu.

All-night Vigil

[Deacon
Arise! Master, give the blessing.

Priest

Glory to the Holy, consubstantial,
life-creating, and undivided Trinity,
now and ever, and unto ages of ages.]

No.1

Amen. Come, let us worship

God, our King.

Come, let us worship and fall down

before Christ, our King and our God.

Come, let us worship and fall down

before the very Christ, our King and our
God.

Come, let us worship and fall down before
Him.

No.2

Bless the Lord, 0 my soul,

blessed art Thou, O Lord.

0 Lord my God, Thou art very great.
Blessed art Thou, O Lord.

Thou art clothed with honour and majesty.



BnarocnoseH ecu, Mocnoau.

Ha ropax cTtaHyT BoAbl.

OueHa pena Teos, Mocnoaw.

Mocpene rop nponayT BOAbI.

[ueHa pena Teos, Mocrnoaw.

Bcs npemyapocTuio coTBOpuMI ecu.

Cnaga Tu, locnogwn, coTBOpUBLLEMY
BCSI.

Ne 3

BraxeH Myx, Wxe He nae Ha cCoBeT
HeyecTuBbIX.

Annunyus, annunywusi, annunyus.

Ako BecTb [ocnoab NyTb NpaBeaHbIX,

1 NyTb HEYECTUBbIX MOTMOHET.

Annunyus...

PaboTaiite NocnogeBu co cTpaxom

n pagyvteca Emy ¢ Tpe netom.

Annunyus...

BnaxeHn Bcu Hagerowmmcsa Haxb.

Annunyus...

Bockpechu, l'ocnogu, cnacu ms, boxe
MOW.

Annunyus...

locnogHe ecTb cnacerue,

1 Ha ntoaex Teonx BnarocnoseHve
TBoe.

Annunyus...

Cnasa OTuy, u CbiHy, 1 Ceatomy [lyxy.

W HblHe 1 NPUCHO 1 BO BEKN BEKOB.
AMUHB.

Blessed art Thou, O Lord.

The waters stand upon the mountains.

Marvellous are Thy works, O Lord.

The waters flow between the hills.

Marvellous are Thy works, O Lord.

In wisdom hast Thou made all things.

Glory to Thee, 0 Lord, who hast created
all!

No.3

Blessed is the man, who walks not in the
counsel of the wicked.

Alleluia, alleluia, alleluia.

For the Lord knows the way of the
righteous,

but the way of the wicked will perish.

Alleluia...

Serve the Lord with fear

and rejoice in Him with trembling.

Alleluia...

Blessed are all who take refuge in Him.

Alleluia...

Arise, O Lord! Save me, 0 my God!

Alleluia...

Salvation is of the Lord;

and Thy blessing is upon Thy people.

Alleluia...

Glory to the Father, and to the Son, and to
the Holy Spirit,

both now and ever and unto ages of ages.
Amen.
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Annunyus, annunywvsi, annunyua,
Cnasa Tebe, Boxe!

Ne 4

CBeTe TMXUIA CBATbIS CNaBbl
BescmepTHaro

Otua HebecHaro, Cesitaro,
BnaxeHHaro,

Wucyce Xpucrte!

Mpuvwepawe Ha 3anag conHua,

BMAEBLLE CBET BEYEPHWN,

noem OTua, CbiHa u CesaTaro [lyxa,
Bora.

[locTonH ecu BO BCSt BpEMEHa,

net 6bITV rmackl NpenogobHbIMK,

CblHe Boxuid, xunBoT gasii,

Temxe mup Ts cnaeuT.

Ne 5

HblHe oTnywaewm paba Teoero,

Bnapbiko, no rnarony TeBoemy ¢ M1poM,

AKO BMAecTa 04M Mo crnaceHune Teoe,

exe ecy yrotosar, ecu yrotoan npes
nvLem BCex Noaen,

CBET BO OTKPOBEHME A3bIKOB

1 cnasy ntogen TBoux Vspauns.

Alleluia, alleluia, alleluia,
Glory to Thee, 0 God!

No. 4

Gladsome Light of the holy glory of the
Immortal One -

the Heavenly Father, holy and blessed -

0 Jesus Christ!

Now that we have come to the setting of
the sun,

and behold the light of evening,

we praise the Father, Son, and Holy Spirit
- God.

Thou art worthy at every moment

to be praised in hymns by reverent
voices.

0 Son of God, Thou art the Giver of Life;

therefore all the world glorifies Thee.

No. 5

Lord, now lettest Thou Thy servant

depart in peace, according to Thy word,

for mine eyes have seen Thy salvation,

which Thou hast prepared before the face
of all people -

alight to enlighten the Gentiles,

and the glory of Thy people Israel.



(]

Ne 6

Boropoauue [leBo, paayiics,
6narogatHas Mapwue, locnoap ¢ Toboto;
GnarocnoBeHHa Tbl B KeHax,

n 6narocnoeeH MNnog ypesa Teoero,
ako Cnaca poauna ecv gyl Halux.

Ne 7

Cnaga B BblLWHKX Bory,

1 Ha 3eMnu Mup,

B YeroBeLiex bnaroBoneHue.

locnoaw, ycTHe Mom oTBep3eLLn,
1 ycTa MOsi BO3BECTAT xBasly TBo.

Ne 8

XBanute umsa MocnogHe. Annunyus.

XBanute, pabu, locnoga. Annunywsi,
annunywms.

BrarocnoseH locnoab ot CuoHa,

XMBbI BO Vlepycanume. Annunywms.

Vcnosepaiitecs [ocnoaesu, ko 6nar.
Annunyus, annunyms.

ko B Bek munocTtb Ero. Annunyus.

Wcnoseparitecs bory HebecHomy.
Annunyuws, annunyms.

Ao B Bek munocTb Ero. Annunyus.

No. 6

Rejoice, 0 Virgin Theotokos,

Mary full of grace, the Lord is with Thee.

Blessed art Thou among women,

and blessed is the Fruit of Thy womb,

for Thou hast borne the Saviour of our
souls.

No.7

Glory to God in the highest,
and on earth peace,

good willamong men.

0 Lord, open Thou my lips,
and my mouth shall proclaim Thy praise.

No.8

Praise the name of the Lord. Alleluia.

Praise the Lord, O you His servants.
Alleluia, alleluia.

Blessed be the Lord from Zion,

He who dwells in Jerusalem. Alleluia.

0 give thanks unto the Lord, for He is
good. Alleluia, alleluia.

For His mercy endures forever. Alleluia.

0 give thanks unto the God of Heaven.
Alleluia, alleluia.

For His mercy endures forever. Alleluia.
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Ne 9
BnarocnoseH ecu, MNocnoau,
Hayuu Msi onpasaaHmem TBOMM.

AHrenbckuii cobop yamsucs,

3psi TebGe B MepTBbIX BMEHMBLUIACS,

cMepTHyto xe, Cnace, kpenocTb
pasopwuBLua,

n ¢ Coboro Agama Bo3asuriua,

1 OT aga Bcsi cBoboxaLua.

BnarocnoseH ecu, Mocnoau,
Hayuu Msi onpasaaHmem TBOMM.

MoyTO MMpa ¢ MUNOCTMBHBLIMU Crie3ami,
0 y4YeHuLibl, pacTBopsieTe?

BnucTasiics Bo rpobe AHren,
MUpOHOCULiaM BeLlaLle:

“BuauTe Bbl rpo6, 1 ypasymenTe:

Cnac 60 Bockpece ot rpoba.”

BrarocnoseH ecu, locnoaw,
Hayuu mMsi onpaBaaHvemM TBoWM.

3eno paHO MUPOHOCULBI TeYaxy

Ko rpoby TBoemy pbiaaroLLms,

HO NpefacTa K HUM AHren, n peye:
“PblaaHusa Bpems npecTa, He nnayuTe,
BOCKpECEHMe e anocTofoMm pupiTe.”

No.9
Blessed art Thou, O Lord,
teach me Thy statutes.

The angelic host was filled with awe,
when it saw Thee among the dead.

By destroying the power of death, O Saviour,
Thou didst raise Adam,

and save all men from hell.

Blessed art Thou, O Lord,
teach me Thy statutes.

'Why, 0 women disciples, do you mingle
myrrh

with your tears of compassion?’

the radiant angel in the tomb

cried to the myrrh-bearers.

'‘Behold the tomb and understand:

The Saviour is risen from the dead.’

Blessed art Thou, O Lord,
teach me Thy statutes.

Very early in the morning

the myrrh-bearers ran with sorrow to Thy
tomb,

but an Angel came to them and said:

'The time for sorrow has come to an end!
Do not weep,

but announce the resurrection to the
apostles!



BnarocnoseH ecu, MNocnogu,
Hayuu Msi onpaeaaHmem TBOMM.

MupoHoCULbI XeHbl,

C MUpbI NpuLleawns ko rpoby Teoemy,
Cnace, pblaaxy.

AHren xe K HUM pede, rnarons:

“Y10 C MepTBbIMU XMBaro
nombliwnsiere?

fAko Bor 60 Bockpece ot rpoba!”

Cnasa OTuy, 1 CbiHy, 1 CBaTomy [yxy.

Moknonumes OTuy, n Ero CbiHOBK, 1
Ceatomy [yxy,

Cesiteli Tpovue BO e4VHOM CyLLecTBe

¢ Cepadumbl 30ByLLE:

“Cear, Cear, CssT, ecu, locnoagmn!”

W HblHe, 1 NPUCHO, 1 BO BEKN BEKOB.
AMUHb.

>KnsHopasua poxaLuu,

rpexa, leBo, Anama nsbasuna ecu.

PapocTtb e EBe B ne4yanu mecto
nogana ecv;

nafLumsi e OT XKU3HW, K Celi Hanpasy,

13 Tebe BonnotuBbliics Bor 1 Yenosek.

Annunyus, annunyms, annunywvsi, cnasa
Tebe, Boxe!

Blessed art Thou, O Lord,
teach me Thy statutes.

The myrrh-bearers were sorrowful

as they neared Thy tomb,

but the Angel said to them:

‘Why do you number the living among
the dead?

Since He is God, He is risen from the
tomb!'

Glory to the Father, and to the Son, and to
the Holy Spirit.

We worship the Father, and His Son, and
the Holy Spirit:

the Holy Trinity, one in essence.

We cry with the Seraphim:

'Holy, Holy, Holy art Thou, O Lord!"

Both now and ever, and unto ages of
ages. Amen.

Since Thou didst give birth to the Giver of
Life, O Virgin,

Thou didst deliver Adam from his sin.

Thou gavest joy to Eve instead of sadness.

The God-man who was born of Thee

has restored to life those who had fallen
from it.

Alleluia, alleluia, alleluia! Glory to Thee,

0 God!
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BockpeceHune XpuctoBo BuaeBLLE,

noknoHumes Cestomy Mocnogy Nucycy,

EanHomy GesrpeLuHomy.

KpecTy TBoemy noknaHsemcs, Xpucre,

1 cBsiTOe BOCKpeceHue TBoe Noem u
cnaBum:

Tbl 60 ecu bor Haw, pa3se Tebe nHoro
He 3HaeMm,

umsi TBoe UMEHyeEM.

MpunauTte BCY BEpHUK,

MOKITOHUMCS CBSITOMY XPUCTOBY
BOCKPECEHMUIO:

ce 60 npumae Kpectom

pafocTb BCEMY MUPY,

Bcerga bnarocnossiwe Mocnoaa,

noem BockpeceHue Ero:

pacnsitTue 60 npetepnes,

CMEpPTUIO CMEPTb PaspyLLn.

Ne 11

Benuunt gywa Mos lNocnopa,

1 Bo3pagosacs ayx Moii o Bose Cnace
Moewm.

YecTHeliwyto XepyBum
1 cnaBHeiillyto 6e3 cpaBHEHUs!
Cepadum,

No.10

Having beheld the resurrection of Christ,

let us worship the holy Lord Jesus,

the only Sinless One.

We venerate Thy Cross, 0 Christ,

and we hymn and glorify Thy holy
resurrection,

for Thou art our God, and we know no
other than Thee;

we call on Thy name.

Come, all you faithful,

let us venerate Christ's holy resurrection.

For, behold, through the cross

joy has come into all the world.

Ever blessing the Lord,

let us praise His resurrection,

for by enduring the cross for us,

He has destroyed death by death.

No. 11
My soul magnifies the Lord,
and my spirit rejoices in God my Saviour.

More honourable than the Cherubim
and more glorious beyond compare than
the Seraphim,



6e3 nctnenusa bora Cnosa poxaLuyto,
cyuwyto boropoauuy Ts Benuuaem.

Ako npu3pe Ha cMupeHne pabbl Ceoest,
ce 60 oTHbIHe ybnaxat Msi Bcu poau.

YecTHeliwyto XepyBuM...

Ako cotBopu MHe Benuume CunbHbIi,
1 cBsito umsa Ero, u munocts Ero
B poabl pofos Goswumes Ero.

YecTHeliLyto XepyBuMm...

HW3noxm cunbHbls co npecTon,
1 BO3HECE CMUPEHHBIS,
anuyLms ucnonHu énar,

1 GoraTaWMsICA OTNYCTM TLLM.

YecTHeliLyto XepyBuM...

without defilement Thou gavest birth to
God the Word,
true Theotokos, we magnify Thee.

For He has regarded the low estate of His
handmaiden.

For behold, henceforth all generations will
call me blessed.

More honourable than the Cherubim...

For He who is mighty has done great
things for me,

and holy is His name, and His mercy is
on those

who fear Him from generation to
generation...

More honourable than the Cherubim...

He has put down the mighty from their
thrones,

and has exalted those of low degree;

He has filled the hungry with good things,

and the rich He has sent empty away.

More honourable than the Cherubim...

37



38

BocnpusT Mspawnns, otpoka Ceoero,
MOMSIHYTW MUIIOCTH,

AIKOXe rrarona Ko oTLeM Halumm,
ABpaamy v CeMeHM ero Aaxe [0 Beka.

YecTHeliwyto XepyBuMm...

Ne 12

Cnaga B BblLWHWX Bory, 1 Ha 3emnun
mup,

B yernoseLiex bnaroBoneHuve.

Xsanum Tq, Gnarocnosum Ts,

knaHsiem Tu cs, cnasocnosum Ts,

6narogapvm TS, Benukus paam cnasbl
TBoesi.

locnoawm, Llapto HebecHbli,

Boxe OTuye Bcepgepxutenio.

locnoam, CbiHe EanHopoaHsii, ncyce
Xpucre,

n Ceatbin Oywe.

lFocnoau Boxe, Ariye Boxuit, CbiHe
OTeub,

B3eMIsAN rpex Mupa, MoMuUnyii Hac;

B3eMNsAN rpexv mvpa,

NPYUMU MOMUTBY HaLLly.

Cepsii ogecHyto OTua,

NoMuIyi Hac.

Ako Tbl ecn eanH cesT,

Tbl ecn eguH Mocnogb, Nncyc Xpucrtoc,

B cnasy bora OTua. AMUHb.

He has helped His servant Israel,

in remembrance of His mercy,

as He spoke to our fathers,

to Abraham and to his posterity forever.

More honourable than the Cherubim...

No. 12

Glory to God in the highest, and on earth
peace,

good will toward men.

We praise Thee, we bless Thee,

we worship Thee, we glorify Thee,

we give thanks to Thee for Thy great
glory.

0 Lord, Heavenly King,

God the Father almighty.

0 Lord, Only begotten Son, Jesus Christ,

and Holy Spirit!

0 Lord God, Lamb of God, Son of the
Father,

who takest away the sin of the world,
have mercy on us.

Thou who takest away the sin of the
world,

receive our prayer.

Thou who sittest at the right hand of the
Father,

have mercy on us.

For Thou alone art holy,

Thou alone art the Lord, Jesus Christ,

to the glory of God the Father. Amen.



Ha Bcsik aeHb Gnarocnosnto Ta

1 BOCxBaso umst TBoe BO BEKM U B BEK
Beka.

Cnopo6bu, Mocnoaw,

B AieHb celi 6e3 rpexa coxpaHuTucs
Ham.

BnarocnoseH ecu, l'ocnoam, Boxe oTey
HaLuwmX,

1 XBasnbHO W NpocnaeneHo umsi TBoe Bo
BekU. AMUHb.

Byaw, Focnogwn, munocTte TBOSI Ha Hac,

AKOXe ynoBaxom Ha Ts.

BnarocnoseH ecu, locrnoau,

Hayuu Msi onpaBaaHvemM TBOUM.

BnarocnoseH ecu, locrnoau,

Hayuu Msi onpaBaaHvemM TBOWM.

locnoau, npubexwile 6bin ecn Ham

B poA U poa.

A3 pex: [ocnoau, nomunyi ms,

ncuenu ayuly Moto, siko corpelumx Tebe.

locnoawm, k Tebe npuGerox,

Hayuu Msi TBOPUTK BOMto TBOHO,

aKko Tbl ecn Bor moi,

AKo y Tebe NCTOYHUK XMBOTA;

BO cBeTe TBOEM y3pUM CBET.

Mpo6asn munocTe TBOK Begywum Ts.

CasATbIn Boxe, CBATLIN Kpenkuin,
CBATbIN 6€3CMepPTHbIN, NOMUITYI Hac.

Every day | will bless Thee

and praise Thy name forever and ever.

Vouchsafe, O Lord,

to keep us this day without sin.

Blessed art Thou, 0 Lord, God of our
fathers,

and praised and glorified is Thy name
forever. Amen.

Let Thy mercy, O Lord, be upon us,

as we have set our hope on Thee.

Blessed art Thou, O Lord,

teach me Thy statutes.

Blessed art Thou, O Lord,

teach me Thy statutes.

Lord, Thou has been our refuge

from generation to generation.

| said: Lord, have mercy on me,

heal my soul, for | have sinned against
Thee.

Lord, | flee to Thee,

teach me to do Thy will,

for Thou art my God;

for with Thee is the fountain of life,

and in Thy light we shall see light.

Continue Thy mercy on those who know
Thee.

Holy God, Holy Mighty,
Holy Immortal, have mercy on us.
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Cnasa OTuy n CbiHy 1 CesiTomy [yxy,
1 HbIHE U MPUCHO, 1 BO BEKN BEKOB.
AMUHB.

CBATbIN 6e3CMEpPTHbII, MOMUITYI HaC.
CasTblin Boxe, CBATLIA Kpenkui,
CBATbI 6€3CMepPTHbIN, MOMUITYI HaC.

Ne 13

[Hecb cnaceHne mupy GbICTb,

noem Bockpecluemy 13 rpoba

1 HayanbHWUKy XU3HU Halles;
paspywmB 60 CMepTHIO CMepTb,
nobeny Aage HaMm 1 BENMIO MUIIOCTb.

Ne 14

Bockpec n3 rpoba

1 y3bl pacTep3an ecu aga,

paspyLUMn ecn OCyXAeHe CMepTH,
[ocnoaw,

BCSl OT ceTel Bpara n3baBmBbii,

SIBMBbIN e cebe anoctonom TBoum,

nocnan ecu s Ha nponoseb,

1 Temu myp TBOW nogan

€CW BCENeHHeNn,

eanHe MHoromunocTmee.

Glory to the Father, and to the Son, and to
the Holy Spirit,

both now and ever and unto ages of ages.
Amen.

Holy Immortal, have mercy on us.
Holy God, Holy Mighty,
Holy Immortal, have mercy on us.

No.13

Today salvation has come to the world.

Let us sing to Him who rose from the
dead,

the Author of our life.

Having destroyed death by death,

He has given us the victory and great
mercy.

No.14

Thou didst arise from the tomb

and burst the bonds of Hades!

Thou didst destroy the condemnation of
death, O Lord,

releasing all mankind from the snares of
the enemy!

Thou didst show Thyself to Thine apostles,

and didst send them forth to proclaim
Thee;

and through them Thou didst grant

Thy peace to the world,

0 Thou, who art plenteous in mercy!



[] Ne 15
B36paHHoii BoeBoae nobeautensHas,
SIKO M36aBIbLIECS OTb 3blIX,
6narogapcTeeHHasi Bocnmcyem Tu pabu

Teowm,

Boropogauue;
HO KO MMyLLasi AepxxaBy Henobeavmyto,
OT Bcsikux Hac 6en ceoboau,
na 3osem Tu:
“Papyvicsa, HeBecto HeHeBecTHas.”

Phoenix Chorale and Kansas City Chorale, with Charles Bruffy

No.15

To Thee, the victorious Leader of
triumphant hosts,

we Thy servants, delivered from evil,

offer hymns of thanksgiving,

0 Theotokos!

Since Thou dost possess invincible might,

set us free from all calamities,

so that we may cry to Thee:

‘Rejoice, 0 unwedded Bride!"

WE :

[
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You can purchase Chandos CDs or download MP3s online at our website: www.chandos.net

For requests to license tracks from this CD or any other Chandos discs please find application forms on the
Chandos website or contact the Finance Director, Chandos Records Ltd, direct at the address below or via
e-mail at srevill@chandos.net.

Chandos Records Ltd, Chandos House, 1 Commerce Park, Commerce Way, Colchester, Essex C02 8HX, UK. E-mail:
enquiries@chandos.net Telephone: + 44 (0)1206 225 200 Fax: + 44 (0)1206 225 201

. www.facebook.com/chandosrecords . www.twitter.com/chandosrecords

Chandos 24-bit /96 kHz recording

The Chandos policy of being at the forefront of technology is now further advanced by the use of

24-bit /96 kHz recording. In order to reproduce the original waveform as closely as possible we use

24-bit, as it has a dynamic range that is up to 48 dB greater and up to 256 times the resolution of standard
16-bit recordings. Recording at the 44.1 kHz sample rate, the highest frequencies generated will be around

22 kHz.That is 2 kHz higher than can be heard by the typical human with excellent hearing. However, we use
the 96 kHz sample rate, which will translate into the potentially highest frequency of 48 kHz. The theory is that,
even though we do not hear it, audio energy exists, and it has an effect on the lower frequencies which we do
hear, the higher sample rate thereby reproducing a better sound.

A Hybrid SA-CD is made up of two separate layers, one carries the normal CD information and the other
carries the SA-CD information. This hybrid SA-CD can be played on standard CD players, but will only play
normal stereo. It can also be played on an SA-CD player reproducing the stereo or multi-channel DSD layer as
appropriate.
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SOANVHO
SOANVHO

Serge Rachmaninoff (1873-1943)
ALL-NIGHT VIGIL, OP. 37 (1915

Bryan Taylor + Paul Davidson « Toby Vaughn Kidd - Joseph Warner bass
Bryan Pinkall tenor
TT 75:34

Julia Scozzafava mezzo-soprano
Frank Fleschner tenor
Phoenix Chorale

Kansas City Chorale

Charles Bruffy

TIDIA LHOIN-TTV :44ONINVINHOVY

h°)
=3
o
[}
2.
x
Q
=3
[}
=X
=
(]
~
P
Y
=]
(7]
I
7
9]
<
Q
=3
o
=
=
[
~
o)
=
3

® 2015 Chandos Records Ltd  © 2015 Chandos Records Ltd  Chandos Records Ltd « Colchester « Essex ¢ England
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SUPER AUDIO CD Direct Stream Digital tereo | multi-channel standard CD player.




