


'eOPriil CBUPUAOB

XOPOBAf MY3bIKA

TEOPTUI CBUPUIOB

XopoBgoii kKoHuepT namsaT A. A. I0piosa (1973)

1 1.IImag . .. ... ... ... .. .. ..... 3.07
2 2.PacctaBaHme . . ... ... ... ..... 3.28
3 BXOPAT .t i e e e e e e 3.57

BeceHHsst KaHTaTa JIj1s1 X0pa ¥ CMMGOHNIECKOTO
opkecrpa (1972) Ha cnoBa H.HekpacoBa

4 1.BeCEHHMIM 3aUMH . . . . . v v v v v v .. 3.21
5 2.TlecHS .. ... ... 3.57
6 3. KOmoOKOMa M pokK! . . . o v v v v v v v .. 3.09
7 4.Marymka-Pycb . .............. 2.54

Tpu xopa n3 my3biku K apame A.K. Toncroro
«app ®énop MoanHnoBuu» (1973)

8 I.MOMUTBA . .« v v v o e e e e e 3.15
9 2.JTI000BB CBSITAST « « « v v v v v v e e e et 3.39
10 3.TIOKAIHHBIMI CTUX « « + « v v v v v v e e e 2.30

IMaTeTnueckas opaTopys Ha CJI0Ba
B.MasikoBckoro (1959)

11 1T.Mapmr ...........c0ovov.... 2.59
12 2.Pacckas o 6erctse retepasia

Bpanrens . . . ....... .. ... . ..., 4.06
13 3.Teposim [lepMKOTICKOM OUTBBI . . . . . . . 2.56
14 4.Hamasemnas................. 3.12
15 5.3mech 6ymerropog-cam . . . .. .. ... 4.31
16  6.Pasrosop c ToBapuiem JIeHuHbpIM . . . . 6.29
17 7.COMHLE@ MTIODT . « v v v v v v e e v 5.43

Kypckue niecau (1964) (cnoBa HapogHbIe)

18 1.3eneHblii AYOOK « . « v v v v v v e e v 1.59
19  2.TsI BOoCmoi, BOCIOM . . . . ... ..... 1.30
20 3.Bropone 3BOHBI 3BOHIOT . . . . . . .. .. 2.26
21 4.0, rope,Tope. . « v v v v v . 1.47
22 5.Kynun Banbka cebe kocy .. ... .. .. 2.15
23 6. ConoBeit MO CMyTHBIA . . . . . . . ... 3.23
24 7.3a peukoro, 3a 6BICTPOIO . . . . . . .. .. 0.59

ITaTh XOPOB Ha CJIOBA PYCCKMX MO3TOB (1958)
25 1. 06 yrpaueHHoii roHOCTH (HMKomaii

TOTOMB) . . v v o e e e e et e e e . 4.15
26  2.Beuepom cuaum (Cepreit Ecennn) . . . . 3.29
27  3.IloBcTpedasncs ChbIH C OTLIOM

(Anekcannp IIpokodbeB) . . . . .. ... .. 3.20
28  4.Kak necHs pogwiach (Cepreii Opnos) . . 3.31
29 5.Tabyu (Cepreit EceHus) . . .. ... ... 4.39

O61ee Bpems: 96.56

Xoposas karnesia umenu A.IOpnosa
Hupwkep — FOpwuit YxoB (1-5, 7-10)
Comnuctel x0pa:

JInpus Conmonuiosa, conpaHo (2)
Npuna Kopumiosa, meyyo-conparo (8)
Banepus T'ony6eBa, conpato (9)

Bonbitioit cumboHnueckuit opkectp BeecorsHoro
pamyo U TeleBULEeHUS
IMupwkep — Bragumup ®enocees (4-7)

Anexcanpap Benepumkos, 6ac (11,12, 14, 16, 17)

Hwuna VicakoBa, meyyo-conparo (15)

Tappu I'ponbepr, opean (11, 17)

OpkecTp MOCKOBCKOJ TOCYIapCTBEHHO (MUIapMOHUMI
HOupwmkep — Kupun Kongpamms (11-24)

Pecrry6imkaHcKast pycckast XopoBasi Karesuia
XymoykeCTBeHHbIN pykoBoguTtenb — Anekcauzp Opnos
(11-13,15-29)

ConucTsl xopa:

Mapmna BanbkoBckast, meyyo-conpaqo (21, 23)
Amnatonwuii JlaryTkus, mexop (22)

Mwuxann (MoTst) 3naTononbckuii, 6ac (22)

Anexceit MacieHHUKOB, meHop (25)

3ammcn: 1975 (1-10), 1968 (11-17), 1965 (18-24),
1967 (25-29) rr.

3ByKkopeskuccepbl: iropb Bermpuniies (1-10, 25-29),
Hasup l'aknua (11-17), Anekcangp I'pocman (18-24)
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Choral Concerto in Memory of A.A. Yurlov (1973)

1 l.Lamentation ................. 3.07
2  2.Parting.......... ... .. .. ..., 3.28
3 3.Chorale .................... 3.57
Spring Cantata on the verses by Nikolai

Nekrasov (1972)

4 1.SpringStart . ................. 3.21
5 2.ASong ........... ... .. ..... 3.57
6 3.ChimesandHorns .............. 3.09
7  4.MotherRussia ................ 2.54

Three Choruses from the music to the drama
by Aleksey K. Tolstoy Tsar Feodor Ioannovich (1973)

8 l.Prayer ............ .. .0, 3.15
9 2.8acredLove .................. 3.39
10 3.Verseof Repentance . ............ 2.30

Oratorio Pathétique on the verses
by Vladimir Mayakovsky (1959)

11 1.March ..................... 2.59
12 2.The Story of the Flight of General

Wrangel ..................... 4.06
13 3.To the Heroes of the Battle of Perikop . . . 2.56
14 4.Ourland.................... 3.12
15 5.There Will Bea Garden City . . . . ... .. 4.31
16 6. Conversation with Comrade Lenin . . . . . 6.29
17 7.TheSunandthePoet ............ 5.43

Kursk Songs (1964) (folk)

18 1.GreenOak................... 1.59
19 2.YouSing,Sing................. 1.30
20  3.Inthe City, the Bells Are Ringing . . . . .. 2.26
21 4.0h,Woe,Woe . ................ 1.47
22 5.Vanka Bought Himself a Scythe . . . . . .. 2.15
23 6.My Vague Nightingale . . . ......... 3.23
24  7.Beyond the River, Beyond the Swift. . . . . 0.59
Five Choruses on Verses by Russian Poets (1958)
25 1. On the Lost Youth (Nikolai Gogol) . ... 4.15
26  2.Inthe Blue Evening (Sergei Yesenin) . . . 3.29
27  3.The Son Met His Father (Alexander

Prokofiev) . .................. 3.20
28  4.How the Song Was Born (Sergei Orlov) . . 3.31
29 5.The Herd (Sergei Yesenin) . . . . ... .. 4.39

Total time: 96.56

Alexander Yurlov Russian State Academic Choir
Conductor — Yuri Ukhov (1-5, 7-10)

Soloists of the choir:

Lidiya Solodilova, soprano (2)

Irina Kornilova, mezzo-soprano (8)

Valeriya Golubeva, soprano (9)

Grand Symphony Orchestra of All-Union National
Radio Service and Central Television Networks
Conductor — Vladimir Fedoseyev (4-7)

Alexander Vedernikov, bass (11,12, 14, 16, 17)
Nina Isakova, mezzo-soprano (15)

Garry Grodberg, organ (11, 17)

The Moscow Philharmonic Orchestra
Conductor — Kirill Kondrashin (11-24)

Republican Russian Choir

Choirmaster — Alexander Yurlov (11-13, 15-29)
Soloists of the choir:

Marina Valkovskaya, mezzo-soprano (21, 23)
Anatoly Lagutkin, tenor (22)

Mikhail (Motya) Zlatopolsky, bass (22)

Aleksei Maslennikov, tenor (25)

Recorded in: 1975 (1-10), 1968 (11-17), 1965 (18-24),
1967 (25-29).

Sound engineers: Igor Veprintsev (1-10, 25-29),
David Gaklin (11-17), Alexander Grosman (18-24)
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ITYTDb IIECHUA
COBPAHUE XOPOBBIX COUMHEHW I'EOPTHUS CBUPUIOBA

Inst Teoprust CBMpMA0Ba BOKaJbHAas My3bIKa OblIa OOHMM U3 IJIAaBHBIX
HamnpaBjeHui. B ero Hacmeauy BCTPeUYarTCs KamepHble MOHOIOTU, HaBO-
asinye GOKyC Ha KM3Hb, YYBCTBA ¥ MBICJIM OOBIYHOTO UeJI0BEKa, BHE3AITHO
MPOSIBMBILIETOCS JIUIIA B TOJIIIE, a TAK)Ke MaCIITAOHbIE TIOJIOTHA, B KOTOPbIX
HapoJ, KaK Macca, Kak 00IIHOCTb JIlofieil 6yKBaabHO obpeTaeT rojyoc. EcTh
Mpou3BeIeHMs ¢ OyATO ObI BCIIOMHEHHBIMM CTAPMHHBIMM HalleBaMy 1 KOM-
MO3UIINU C aBTOPCKMM IT€peOCMbIC/IEH/ €M HEKOMITO3UTOPCKOM MY3bIKU.
Cpenyt BOKaJIbHBIX COYMHEHMI OOHO M3 CaMbIX 3aMETHBIX MECT 3aHMMAIOT
XOPOBbBIE OITYCHI.

B anp60M BOILLIN LIECTh KPYITHBIX ITPOU3BEIeHNUI U IUKI0B CBUPU-
IIOBa: OT TeaTPaIbHOI MY3bIKM IO TMMHA 00JIbIIEeBUCTCKOI PEBOJIOLINNA,
OT HOCTAJIbI'MUECKOTO BO3BpaIeHNs K MeJIOAUsSIM pogHo# Kypckoit rybepHum
JIO MyTeIeCcTBUS 10 AOpOram 1 mpoctopaMm Poccun B KOMIIAHUM CTPOTOTO
¥ YyTKOTO K HECOBEPIIEHCTBAM CTAPOI1 SKU3HU MTO3TUYECKOTo ci1oBa Huko-
nast Hekpacosa. ITpu Bceii HeIoXoxKeCTy 30 paHHbIX COUMHEHMIA OHU OTpa-
SKaIOT KJII0YEeBbI€ IS aBTOPa TEMbBI M MIeN: BHMMaHMe K TOJIOCY U B3Iy
Ka’kJ0ro YeJioBeKa, JI000Bb K CBOei 3eMiie, 6eCKOHEUHOE ITyTelllecTBIe
T10 Heil, paJoCTHOE U CKUTAIbueCKoe pa3oM, HOCTa/IbTMUecKoe obpalleHue
Ha3aj, K ObLIOMY.

[Tporpammy ajib6oMa OTKpbiBaeT XOpPOBOI KOHIEPT MaMSITU
A.A. IOp;ioBa — 110 MHOTMM CBOJCTBaM peakoe ajs CBUpUa0Ba IPOnU3-
BeneHue. HanmcauHbili B 1973 rony, OH IOCBSIEH OOHOMY U3 K/IHOUEBBIX
POCCUIICKMX MY3bIKAHTOB, pab0OTaBIIMX C XOPOBO¥ hOpMOIt, AUPIKEDY,

XyIOXeCTBEHHOMY PyKOBOAMUTEN0 X0pOBOI1 Karnesnbl Anekcanzapy Opnosy.
st Teoprus CBUPKUIOBA OH ObLT BEPHBIM COPaTHMKOM: MHOTME ITPOU3Be/Ie-
HUSI, B TOM YMCJIe BOIIEIIe B HACTOSIIMIT aTbOOM, KOMITO3UTOP 3aMChIBa
npu yyactuu XopoBoii karesisl lOpinoBa. KoHuepT-1iocBsileHe Hanmcad
IS XOpa, HO B HeM He 3BYUYUT (JIOBO — JIUILIb 6@ CKOHEUYHbBII BOKa/IN3, BbIpa-
skeHMe ckopou. Tpu yactu — «Ilnaux», «PaccraBanme» 1 «Xopai» — My3bIKajlb-
HBIMM CpeLCTBaMM ITPOBOAST MYTSMM MPOILLAHMS HaBCera — OT CKOBAHHBIX
¥ BCKPUKMBAIOLIMX 'OJIOCOB K ITOJIETHOMY, BO3AYIITHOMY 3By4aHUIO, HACTY-
MMBLIEMY [IPOCBETIEHUIO.

«BeceHHsIs1 KaHTaTa» Ha cTuxu Hukonast HekpacoBa OTKpbIBaeT ABa
6osbNX 6710Ka B ayibboMe: pabota CBUPUAOBA C TOITUUYECKMM CJIOBOM
¥ IpOou3BeJleHUsI-KapTUHbI. BriepBble 06paTMBIINCh K TeKcTaM Hekpacosa,
KOMITO3UTOP COCTAaBWI U3 HUX HETUNIMYHOE TTOJIOTHO. «BeCeHHSIST KaH-
TaTa» — 3TO 3BYKOBAsl KAPTUHA NePEBEHCKON KM3HU, Pa30M apXanyHomn
" BEUHO1. 3[1eCh 6@CKOHEYHO MTePEeKIMKAITCS MOJIOAbIe BIIOOIeHHbIE, TI/1a-
YYT MACTYIIbU POKKY, & BO3YyX CTYIIAETCS OT HEMTPEPBIBHOTO KOJIOKOJIbHOTO
3BOHA, TO MTOUTU HEC/IBIIIIHOTO, TO TPOMOBOT0, HA6aTHOTO.

MoTuB cTpOroro, 60/blile HaIOMUHAIOIIETO GpecKy cTpajaHus, oTpa-
SKEHUS TTeYaIbHOTO M CTOMKOTO HapPOJHOTO AyXa MOAXBaThiBaeT My3bIKa
K creKTakiao «laps ®émop NoanHoBUu». 'eopruit CBUPUAOB COUMHMI
ee [l TOCTaHOBKYM MOCKOBCKOTr'0 Masoro TeaTpa ¥ BOIUIOTM/I YePThI ApaMa-
TUYECKOT'0 UCKYCCTBa CBOEro BpeMeHu. Tpu xopa HallOMMUHAIOT O [IpeBHei
Pycu, puCyIOT ee MacIITaOHbIMU CPEACTBAMM, & CPEAY UICTOUHUKOB BCTpe-
YyarTcs apTedaKThl XyL0XXeCTBEHHOI CTapMHBI: CJI0BA M HAIleB MOKAsH-
Horo ctuxa XVI croneTus B pacimdpoBKe MccienoBaTess IpeBHepyCcCKOit
My3bIKM Makcuma bpakHMKOBa.
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«ITaTeTuecKass opaToOpPMsI» TAKKe OTINYAETCSI MacCIITaGHOCTbHIO
3aMbIC/Ia ¥ OTOOpaskaeMbIX SIBJIEHUIA, ¥ B TO 5K€ BpeMsI IIpeCTaBIIsIeT MHOe
auio CBUPUA0BA-KOMIIO3UTOPA. OTO TMMH PEeBOJIOIMM, HOBOJ KU3HMU,
cuje, Kotopas usmeHnmia cyabobl Poccun B XX Beke. JIUTepaTypHOiT OCHO-
BOJ IMOCJIyKMJia OfHA U3 [NIaBHbIX TeM TBOpuecTBa Biagumupa Maskos-
CKOTO — «pOXKAeHMe U3 IIJIaMeHM PEBOJIIOLMM HOBOJ, COBETCKO Poccum»
U «MeCTO I103Ta B paboueMm cTpoio». UyTKuit K moatTmuueckomy crpow CBu-
PUIOB BBIBOAUT Ha IEPBLIi IUIAH PE3KO JIOMAKIIeCs, aKLleHTHbIe, KPU-
yaliye CTPOKU CTUXOB U MSTKO o6sieKaeT B 3Ty (popMy CBOM ITOCTOSTHHbIE
MOTMBBI, 100aBJIsIeT UX K MUpPy MassKOBCKOTO.

«[laTeTM4eckast opaTopusi» — KpyImHopopmMaTHOe OeiiCTBO, ITaHO-
pama ¢ BBICOTBI ITUYbETO T10JIeTa, KOTOpasi, TeM He MeHee, IiepuoamnJe-
CKV BBIXBATbIBAET KPYITHBIM IVIAHOM KOHKPETHBIX AesTeleil PeBOITIOLUN:
OT[IeJIbHBIN UeJI0BeK KaK MaJeHbKUI IBUTaTeIb O0JbIIOI UCTOPUN —
IMOCTOSTHHASI TeMa KOMITO3MTOpa. B 9ToM mjiaHe 0CO6eHHO MHTEePeCHO
YCTPOWCTBO BTOPOJ YaCTH, IJie rOJIOC KOHKpeTHOro Pacckasumnka v Hajiara-
eTcs Ha 06IIyI0 Maccy aHCcaMOJIsT, ¥ BBIXOIUT Ha MEePBbIii TUIaH. A B APYTUX
yacTsax opatopuu CBUPULOB BUAUT MHOE POACTBO CBOET0 TBOPYECKOTO
Mupa ¢ uaesMmu MasskoBCKOTO: Tak, YeTBepTasi YaCTh pUCyeT pa3Ad0abHbII
PYCCKMUI IIPOCTOP, MECTA, IT0 KOTOPbIM T'epou MM 6€3bIMSIHHbIN B3TJISI]I
COUMHUTEJISI MOTYT ITyTeIIeCTBOBATb CKOJIb YTOHO JOJITO, TI0OYSICh IIPU-
ponao¥i u repexkuBasi HOBble 1 HOBbIe aMol K. BHumanue CBupumoBa
K MECTHOCTSIM pudmMyeTcst ¢ TBOPUTEIbHBIM nadpocom MasikoBCKOTO.
B «ITaTeTnueckoit opatopun» CUOMPH MIpeACTaeT Kak MPUBOIbHOE MECTO
ILJ1s1 HOBOW )XM3HU, TOPOJ,-Cal, KOTOPbIA CKOPO BO3HMKHET CUMJIAMU
poJieTapues.

TeMy 1106BM K POJHBIM MeCTaM MPOAOIKaeT UMK «Kypckue mecHm».
CBUPUAOB, KOTOPBIN pOAMIICS M AOJTO kit B Kypckoii ry6epHMM, B3POCTbIM
MY3bIKAHTOM BO3BpalllaeTcsl K MeJIOAVSIM U3 IeTCTBa, 3BYKOBOIt cpejie 0ou-
taHus. Kypckasi cepust — penkuit crydaii, KOraa KOMIO3UTOP 06paTuCs
He K aBTOPCKOMY CJIOBY, & K HADOAHOMY, COUMHEHHOMY KOIZIa-TO U CTaBIIEMY
061IMM JOCTOSIHMEM. ITO MIpUMevaTeabHbIN CJTydail aBTOPCKO paboThl
¢ GONBbKIOPHBIM MaTepuaioM, B3IJISII, U C/IbIIIaHMEe KOHKPETHOTO YeloBeka.
CBoero poja HOBbIN COBETCKMI (POBKIOP, UCXOISIINIL OT HOCUTEIS KY/Ib-
Typbl. Kpome TOro, B «KypCcKux necHsx» 3ameTHa BaxkHas 0jisi CBUpUI0Ba
Tema BOCIIOMMHaHMsI, BOCIIPOU3BeleH!sI ObLIOr0, HOCTaAbIUN.

Anb60M 3aBepiiaeTcst «IIIThbI0 XOpaMM Ha CTUXU PYCCKUX IMTOITOB».
Pabora c muTepaTypoit — OJMH 13 IVIaBHBIX Pa3/ieioB BOKAJIbHOT'O TBOP-
yectBa ['eoprust CBupumoBa. B «IIsaTu xopax» coOpaHbl Kak ero IoCTOSIH-
Hble TTo3TuuYeckue crnyTHMKU — Cepreit EcenmH u Hukomnaii ['oronb, — Tak
¥ aBTOPBI HE TIEPBOTO PsIZia, YbM TEKCThI OKA3aJIUCh CO3BYUYHbI CBUPUIOBY.
OTOT LMK KOHIIEHTPUPYET MMPUEMbI U T€MBbI, XapaKTepHbIE i1 KOMITO3U-
TOpAa. 3eCh MOKHO BCTPETUTD IevaybHOe pa3MbllJIeHNe O ObIIIOM, 3aBep-
MIVBILIENCS MOJIOAOCTH, IOCTPOEHHOE KaK MpephIBAIINIACS O0IbIINMU
ray3amMu MOHOJIOT B Xope «O6 yTpaueHHOV IOHOCTM» Ha TEKCT «MepTBbIX
nynn» Hukosast Torosst; mpaMaTU4HbIN XOp «Beuepom CMHUM» — O COOBITUSIX
nporioro Ha ctuxu Ceprest EceHnHa; obpalieHne K yeioBeueckoit Tparegum
BOJIH B xope «IToBcTpeuascs CbiH C OTIIOM» Ha c1oBa Anekcanapa ITpoko-
dneBa. B xope «Kak recHst poguiaach» Ha ciioBa Ceprest OpiioBa rpeo6iia-
IaeT receHHoe Hayvaslo, a mociemuuit xop «TabyH» Ha cioBa Ceprest EceHnHa
TIOJIOH TMHAMMUYECKUX 06pa30B 6€CKOHEYHOTO MYTH, IyTeliecTBust. «[ISTh
XOPOB» UTPAIOT POJIb pe3I0Me TBOPUECTBA KOMITO3UTOPA — OHU COOMPAOT
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BOEMIMHO BCe MOTMBBI, BOSHMKAIOIIME B BOKA/JIbHBIX IIPOM3BeaeHMsIX ['eop-
rust CBUpUI0Ba.

Oupma «Mejoausi» paHee BbINTYCKaJla MJIACTUHKU C XOPOBOM MY3bIKOI
l'eoprus CBUpMUIoBa — KaK BUHUJIbI C KOHKPETHLIMY COUMHEHUSIMMU, TaK
U TeMaTuJeckue cO0pHUKM. AJIbOOM, KOTOPBIM HAaXOAUTCS TTepe BaMu, —
U TiepeusiaHue y>ke BbIXOAMBILIETr0 MaTepuasa, M HOBO€E ero BuaeHue. 31ech
co6GpaHbl Tpou3BeaeHus, 3ancaHHbie B 1960—1970-x 1 BIiepBbie CKOMITO-
HOBaHHbIe BMecTe. PasHoTeMaTnyeckye ¥ pa3HoMacIiTaOHble, OHM IEMOH-
CTPUPYIOT IaHOPaMy XOPOBOTro TBopuecTBa CBMPUAOBA.

Tama Boesa

THE PATH OF A SONG
COLLECTED CHORAL WORKS BY GEORGY SVIRIDOV

For Georgy Sviridov, a composer with a long and varied artistic biography,
vocal music was one of the main directions. Singing of an individual and
glorifying the people is what Sviridov did repeatedly. His catalog includes
chamber monologues, focusing on the life, feelings and thoughts of an
ordinary person, on a face that suddenly appears in the crowd, and large-
scale pieces in which the people as a mass, as a community find their voice,
and old tunes, which are non-composer music, suddenly recollected and
rethought by the composer and turned into common words. Among the vocal
works, one of the most noticeable places was occupied by choral opuses.

The album features six major works and cycles by Sviridov, ranging from
theater music to the anthem of the Bolshevik Revolution. It also includes
a nostalgic return to the melodies of his native Kursk province and a journey
through the roads and vastness of Russia, accompanied by Nikolai Nekrasov’s
strict poetic word that was so sensitive to the shortcomings of the old life.
Despite the diversity of the selected compositions, they all reflect the
composer’s main themes and ideas, such as attention to the voices and
perspectives of each individual, love for his land, and an endless journey
through it that is both joyful and painful, as well as a nostalgic return to
the past.

The album opens with the Choral Concerto in Memory of A.A. Yurlov,
a rare piece for Sviridov in many ways. Written in 1973, it is dedicated to
Alexander Yurlov, who was a key Russian choral musician, conductor, and
leader of the Choral Capella. For Georgy Sviridov, Yurlov was a loyal comrade.
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The composer recorded many works with the Choral Capella’s participation,
including those featured on this album. The concerto dedicated to the choir
does not include any words — it is a vocalise, an expression of grief. The
three movements — “Lamentation,” “Parting,” and “Chorale” — use musical
means that lead us through the paths of farewell forever, from restrained
and emotional voices to a soaring and airy sound that brings a sense of
enlightenment.

The Spring Cantata, based on the verses of Nikolai Nekrasov, opens two
large sections of the album, showcasing Sviridov’s work with poetic words
and paintings. Turning to Nekrasov’s texts for the first time, the composer
created a unique piece from them. The Spring Cantata is a musical depiction
of village life, both archaic and timeless. We hear young lovers calling each
other’s names endlessly, the cries of shepherd’s horns, and the air filled with
the incessant ringing of bells, sometimes faint, sometimes thunderous and
ominous.

The motif of austere suffering, reminiscent of a fresco and reflecting the
sad and steadfast national spirit, is picked up in the music for the stage
production of Tsar Feodor Ioannovich. Georgy Sviridov composed this
music for the Moscow Maly Theater and emphasized the features of dramatic
art of his time. Three choruses sound like they come from Ancient Rus,
depicting it with large-scale means. Among the sources are artifacts from
artistic antiquity, such as the words and melody of a penitential verse from
the 16th century, which was deciphered by Maxim Brazhnikov, a researcher
of ancient Russian music.

Oratorio Pathétique (Pathetical Oratorio) is also distinguished by the
scale of the concept and the phenomena depicted, and, at the same time,

presents a different side of Sviridov as a composer. It is a hymn to the
revolution, new life, and the force that changed the fate of Russia in the
20th century. Vladimir Mayakovsky, one of the major writers of the early
Soviet period, was a literary fellow struggler. Being sensitive to the poetic
structure, Sviridov brings to the forefront the sharply breaking, accented,
and screaming lines of the verses, while softly cloaking his constant motifs
in this form and adding them to Mayakovsky’s world.

Pathetical Oratorio is a large-scale work, a bird’s eye view panorama that
occasionally zooms in on specific figures from the revolution. An individual
as a small engine of great history is a constant theme for the composer. In
this respect, the structure of the second movement is especially interesting,
with the voice of a particular narrator superimposed over the general mass of
the ensemble and brought to the forefront. In the other segments, Sviridov
finds a different connection between his creative world and the ideas of
Mayakovsky. Thus, the fourth movement depicts a vast Russian landscape
and the places through which heroes or the composer’s anonymous gaze can
journey for as long as they desire, admiring nature and experiencing new
emotions. Sviridov’s attention to locations resonates with Mayakovsky’s
creative passion. In the Pathetical Oratorio, Siberia emerges as a free space
for a new beginning, a garden city that will arise through the efforts of the
working class.

The cycle Kursk Songs continues the theme of love for native places.
Sviridov, who was born and lived in the Kursk province for a long time, as
an adult musician, revisited the melodies of his childhood and the sound
environment of his home. The Kursk series is a rare example of the composer
turning not to original lyrics, but to folk texts, which were written long ago
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and have since become part of the common heritage. This is a remarkable
example of Sviridov’s work with folk material, his unique perspective
and hearing, processing a vast array of sources — it is new Soviet folklore
coming from the bearer of culture. Additionally, the theme of recalling and
reproducing the past, nostalgia, a significant aspect for Sviridov, can be seen
in the Kursk Songs.

The album concludes with Five Choruses on Verses by Russian Poets.
Working with literature was a significant part of Georgy Sviridov’s vocal
oeuvre. The Five Choruses brings together Sergei Yesenin and Nikolai Gogol,
who were his regular poetic companions, as well as lesser-known authors
whose texts resonated with Sviridov. This series focuses on the techniques
and themes that were characteristic of the composer. It includes a sad
reflection on the past and youth in “On the Lost Youth” based on the text of
Dead Souls by Nikolai Gogol and built as a monologue with long pauses; the
dramatic chorus “In the Blue Evening” about the events of the past, which is
based on the poems of Sergei Yesenin and combines a powerful overall line
with a solo monologue; an appeal to the human tragedy of wars in “The Son
Met His Father” based on the words of Alexander Prokofiev; the concentration
of a spontaneously emerging song beginning in the chorus “How the Song
Was Born” to the words of Sergei Orlov; and finally, “The Herd” by Sergei
Yesenin creates rushing, dynamic images of an endless journey. The Five
Choruses serves as a summary, bringing together all the themes and motifs
that arise in Georgy Sviridov’s vocal works, allowing us to see and hear them
distinctly.

Firma Melodiya has previously released recordings of choral music by
Georgy Sviridov, which were available on vinyl records with specifics pieces

and thematic collections. This particular album is a reimagining of the
previously released material. It contains works recorded in the 1960s and
1970s, which have been compiled together for the first time. The diverse
range of subject matter and scales demonstrates the breadth of Sviridov’s
choral output and gives an insight into the extent and ideological coherence
of his catalog.

Tata Boeva
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