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«Cmpacmu no Mameero» — MOHyMEHTaJIbHOE TIPOU3BeIeHNe [JIS COMIICTOB, XOpa
U OpKecTpa, cocTosiiiee 13 48 HOMepOB 00Ieli TPOLODKUTENLHOCTHIO OKOMO ABYX
yacoB. TpaguIOHHOCTb 3aMbIC/Ia COYETAEeTCs B 9TOM COUMHEHUM C SPKOCTBIO ¥ OPUTH-
HAJTbHOCTBIO BOIUIOIIEHNSI. ABTOD INPOM3BENEHMSI He TONbKO HPOdeccroHaIbHBIN
KOMITO3UTOD, Yepralolyii BIOXHOBEHVE B TPAAMLVSIX 1LIePKOBHOM MY3bIKM XPUCTU-
aHckoro Bocroka 1 3arazia, HO ¥ CBSILEHHOCTYKUTeb, Ha TPOTSDKEHUY MHOTHUX JIeT
HeCylmii ¢JioBo Boskue mofsiM. Beicokoe My3bIKalIbHOe MacTepCcTBO, pa3HOOOpasue,
L[e/TbHOCTD, SMOLVIOHATbHASI HACBIIIEHHOCTD 1 JyXOBHAsI ITyOyMHA — BCe 9TM KauecTBa
nenait «Cmpacmu no Mamger» yHUKaIbHBIM SIBIEHUEM B VICTOPUM COBPEMEHHOTO
MY3bIKaJIbHOTO UCKYCCTBA.

B ocHOBY mpom3BeeHNsI MOJIOKEHO ToBecTBOBaHMe 13 EBaHrenmust ot Matdes,
MOCBSIIIEHHOe CTpajaHusIM M cMeptu Xpucra. PasgeneHHoe Ha 16 uacreit, OHO
MCIIONHSIETCS] Ha PYCCKOM $I3bIKe B MaHepe, XapaKTepHOH /s uTeHusi EBaHrenust
B NPaBOCJIABHOM Xxpame. EBaHre/lbCKMe OTPBIBKM YepeAyHTCsS C MY3bIKaJTbHBIMU
HOMEpaMM — DEeuMTaTVBaMM, XOPaMU U apUsIMM, TEKCT KOTOPBIX 3aMMCTBOBaH
IJIaBHBIM 06pa30M 13 IPABOCTaBHOTO 60roctyskeHyst CTpacTHO CeaMMUIIbI (B OTHEIb-
HBIX CJIyyasix OpPUIMHaJIbHbIE CJIABSHCKME TeKCTbI YIPOIIEHbl MM afarTUPOBaHbI
aBTOPOM My3bIKM). HekoTopsle HOMepa MCIOMHSIIOTCS TOBKO OPKeCTPOM, Jpyrue —
xopoM a capella, BO MHOTMX HOMepax OPKeCTp U XOp 3By4aT BMeCTe, B3aMMHO
JIOTIONHSISL IPYT IpYTa.

B BocmpusiTuM crpacteit XpUCTOBBIX ITPaBOC/IABHAs TPagMLUSl 3HAYUTETBHO
OT/IMYAETCS OT 3aMafHOi (KATOMMUYeCKOl UV IIPOTeCTAaHTCKOI). B3upas Ha pacrnsToro
Wuncyca, mpaBOCIaBHbI XPUCTMAHMH BUOUT He CTOJIBKO CTPAAIOIIEro ueloBeKa,
ckonbko Bora B Ero HemsMeHHOJ M BeuHON caBe — Bora, cTaBlLIero 4eioBeKOM
M NIPUHSBLIETO CMEPTb AJISI CriaceHus Bcex Jiofieit. Pasmbiisas o cmeprtu Mucyca,
MIPaBOCIABHBIN XPUCTMAHMH HU Ha MUT He 3a0bIBaeT 0 Ero BockpeceHmn.



Takoe 5xe BOCIIPUSITIE OTPAKEHO 1 B 60r0oC/TykeOHBIX TeKeTax CTpacTHOI CeIMMIIbI,
KOTODbIE JIET/I B OCHOBY «Crmpacmeti» v OTIpeenuin Ux obliiee HacTpoeHue. Jiupude-
CKMIA, SMOLIMOHA/IBHBIN 37IEMEHT B INPOM3BEEHNY He SIBJSETCS TPeoO/iaJarolyM.
MonuTBeHHOe comepexuBaHye crpafatonieMy CracuTeno 1 QyXOBHOe OCMBICTIeHM e
KpecTHO¥1 cMepTy BoroyenoBeka — UMEHHO B 3TOM 3aKJIIOUaeTCsl BHYTPEHHee cofep-
SKaHye MY3bIKM, OTpaskaloleli TpaBoc/IaBHOe POYTEHYe UCTOPUM CTpaiaHmit Xpucra.

TIpou3BeneHne pasfeneHo Ha YeTbIpe TeMaTUYeCKMX YacTy, Kaxkaast U3 KOTOPbIX
JIMeeT CBOI 3aKOHYEHHYI0 KOMITO3ULIMI0. BHYTPM OHOVI 4aCTy HOMepa MCIIOHSIOTCS
6e3 mepepbIBa. B Kaxkoit M3 yeThIpex yacteii yimeeTcst dyra, MPeACTaBISIoNas co60i
OJIVH 13 CTEPSKHEBBIX HOPMOOBPA3YIOIINX 3IEMEHTOB IIPOM3BeeH s B COBOKYITHOCTI
yeTbIpe (Hyru UCTIONHSIIOT POJTb «HECYIIei KOHCTPYKLMI» BCeii KOMITO3ULIMN.

CouyHeHye HaYMHAeTCS BCTYIIMTENbHBIM XOPOM Ha TeKCTHI, BhIOpaHHbIe 13 UnHa
norpe6eryust CriacuTeNst — MPaBOCIaBHOTO GOTOCTY)KeHsI, COBEPIIAeMOro HaKkaHyHe
Bennkoit cy660ThI. TeMaTHueCKu BCTYTTUTETbHbI XOP OTHOCUTCS He CTONBKO K TIEPBOit
YacTH, CKOJIbKO KO BCeMY MTPpoM3Be/ieHMI0. Peub B HeM uzieT o norpe6eHnu Xpucra u o
wiave Boropomuist Han rpo6om ymepurero ChiHa.

TlepBast YaCTh TEMATUIECKY CBSI3aHA C TPEMsI COOBITUSIMM, O KOTOPBIX ITOBECTBY-
eTcs B 26-it miaBe EBaHrenus ot Mardesi: npenatensctBoM Mynbl, TaitHoi Beuepeit
u MonuTBOi Uncyca B TedcMaHCKOM cafy.

IpenarenscTBy Wymsl mOCBsIeHsl peunTaTuBbl «Teue enazons HMyda» v «/Iuecy
3usoumens Hebece U 3eMU».

JTa ke TeMa 3ByuMT B monuboHmueckom xope «Ha eeuepu Teoeti, Xpucme
Boxce», HammcaHHOM B (yrMpoBaHHOI dopme. XOpoBbIe TOI0CA, BCTYIIAONIE OOVH
3a gpyruM Ha (oHe GeCITOKOHOTO M ITOJBIDKHOIO AKKOMITaHEMEHTa CTPYHHBIX
(a/mi03us Ha BCTYMUTENbHBI X0p «Cmpacmeti no Hoanny» W.C. Baxa), nsobpaskaror
Gecemy XpucTa ¢ yueHUKAMMU.

Tema npuyalLeHys KaK CriacUTelTbHOIO TaMHCTBa, KOTopoe Xpucroc rperofan CBouM
yueHykam Ha TaitHoit Beuepe, packpbiBaeTcsi B xope «Cmparcmeus Bnadsius». B Texcre
rosoputcs 0 Xpucre Kak IIpemyapoctyt Boxkueli, KOTopasi TOCTEIIPUMMHO MPUIJIALIAeT K
CBoeji Tpame3e Bcex XpUCTHaH. DTOT TEKCT OTpaskaeT BOCTIPUSITIE TTPaBOC/IABHOM 11epKo-
Bbio TaiiHOit Beuepy Kak BaskHEMIIEro COOBITMSI HOBO3aBETHON MCTOPWM, C KOTOPOTO
HauMHAeTCs1 ObITHE LIEPKBY KAk OOLIMHBI YUEHUKOB XPHCTa, 00beIVIHEHHbIX BOKPYT YAl
MPUYaCTyS.

OpKecTpoBasi comb-MaskopHasi ¢yra, TeMaTVUeCKyl MPYMBIKAIOMAs K IIPeIIecTBY-
IOIEMY XOPY, XapaKTepyu3yeTcsl TOP)KeCTBEHHBIM CBETIILIM HACTpPOeHMeM. B ocHOBY dyry
TOJIOYKeHa IMaTOHMYeCKasi CUHKOITPOBAHHASI TeMa, BO3HMKAIOLIASK B SKCIIO3ULIMM MOC/Te-
JoBaTeIbHO BO BCex IIITY rosIocax. B paspaboTke Ta ske TeMa 3By4ut B C1i-6eMosb Maxkope
B BiJie KQHOHA — CHAYala y KOHTPAGacoB M BUOTIOHYENEH, 3aTeM Y BTOPBIX CKPUITOK
U aJIbTOB, HAKOHEL], Y TIePBbIX M BTOPBIX CKPUIIOK. [T0c/Ie KOPOTKOJ MHTepMenny penpusa
BO3BPAlLAeT CyIIaTessI B OCHOBHYIO TOHA/IBHOCTb.

Apust «Yepmoe Teoli euxcdy» Taxke mocssiieHa Teme TaiiHoii Beuepu. Tekcr apun
TIpeNCTaBisieT Co60ii MOATUUECKYIO A/UTIO3MI0 Ha IPUTYY XpYICTa O 3BaHHBIX HAa BeYepro
(Md. 22:2-14). ConmmpyroLimii Tonoc 3ByUMUT CHavaja 6e3 COIPOBOSKIEHNS, 3aTEM OIMH 3a
JPYTUM MOK/TIOYAIOTCS] CTPYHHBIE MHCTPYMEHTBI. AKKOMITAaHEMEHT CTPYHHbIX BblIepyKaH
B [IOZIYEPKHYTO MUHMMAJIMCTUYECKOI MaHepe.

[lepBasg yactb «Cmpacmeli» 3aBeplIaeTcsl TEHMEM eBaHIeNbCKUX brakeHCTB —
HayaJabHBIX CTMXOB M3 HaropHoit mporoBemy Xpucra, comepsalyx KBUHTICCEHLIMIO
Ero HpaBCTBEHHOTO yueHusl. BiiaskeHCTBA, UCIIONHSIEMbIe XOPOM M OPKeCTpOM, 3By4aT
B «Cmpacmsx» HeToCpeCTBeHHO Iepef] Paccka3oM O CTPafaHMsIX M cMepTy XpucTa Kak
IIyXOBHOe 3aBeliaHye Criacuresst.

Bropas uactb «Cmpacmeii no Mamgero» mocssiieHa apecty Mncyca v cymy Haz Hum —
cHayvasa y repsocssiiieHHnKa Kanadsi, 3aTem y pumckoro rpokypatopa ITontus [Tuata.



ToBops o cyze Hay Vncycom, GorocmyskeGHbIe TEKCTBI TOAYEPKUBAIOT, uTo riepex Kanadoit
u IniatoM IpefCcTosl He MPOCTOi YenoBek, HO BOIUIOTUBILMIiCS Bor. 9To moHMMaHue
OTpaykeHO B xope «0detics cemom sIKo pusoro».

Tema ripegarenbcTBa Myabl BOSHMKAET B peUMTaTUBE «YueHUK Yuumess coanauiauie
yeHy» u xope «Kuti ms o6pas Hydo».

Pe-MMHOPHBIIT XOpaJl, C/IeNYIOLINIi TTepe]] eBaHIreIbCKUM UYTeHMeM o cyae y Kauadsl,
CTWIACTUYECKY HATIOMMHAET JIIOTePAHCKMe XOpasibl, OIHAKO MCIOHSIETCS! OPKeCTPOM
6e3 yuacTust Xopa. B ero ocHOBe He JIEKUT KaKoii-M60 KOHKPETHBII MOITUYECKUIA TEKCT.
HavasbHble 3ByKM XOpasia IIPeCTABSIIOT CO60i PEMMHICLIEHIINIO OFHOM 13 dyT «Xopouwio
memnepupoganHozo knasupa» 11.C. baxa.

Tema orpeuenns [TeTpa oTpakeHa B peuntatye «Tpuxcdst ompexcs Ilemp» 1 apum
«boxe, ouucmu M U cnacu Ms». B 3Toii apuu, HamMCaHHOM IUIS COMMpYIOLIEro 6aca
V1 BUOJIOHYEJTM C OPKECTPOM, TPeod1aiaeT CKOPGHAs M TOPKeCTBeHHAS IVIPUKA.

Bropast yacts «Cmpacmeii» 3aBepLIaeTCst TSITUTOIOCHOH (yroit, B OCHOBE KOTOPOit
JIEXKUT JIMpUUYeCKast MU-MUHOPHAA T€Ma, BOSHMKAIOIIAS B IKCITO3ULIMN CHAYa/Ia Y BTOPBIX
CKPMWIIOK, 3aTeM II0C/IeI0BATEBHO Y ePBBIX CKPUIIOK, BYIOJIOHYETIet, aIbTOB VI KOHTpaba-
coB. [Toce KpaTKoi ¥ HANPSDKEHHOM MHTepMenMM HauMHaeTcsl pa3paboTka. B perpuse
U KOZIe IPUUEeCKast TeMa Mp1OBPeTaeT MOLIHOE YHYICOHHOE 3ByYaHMe, XapaKTepHoe st
PYCCKOii cUMGbOHIYECKOI My3bIKM.

TpeTbst 4acTb NpOM3BeZieHVs TOCBSIIEHa PaCIsTUIO M KPeCcTHOi cmepty Mucyca
Xpucra. 910 Hambornee Tparmyeckasi MO COOepskaHMIO 4acTb «Cmpacmeii». [lepBbie
HECKOJIbKO HOMEPOB HaTliCaHbl B (ha MUHOPE U 3BydYat Ha (hoHe HermpephIBHO TAHYIeHCs
Y BUOJIOHYEJIelt M KOHTPa6acoB TOHMKM. B 9THX HOMepax UCTIONb3YIOTCS TPEUMYIIIECTBEHHO
MY>KCKYIE TO/I0ca (TeHOPa ¥ 6achl) 1 TOMBKO CTPYHHbIE MHCTPYMEHTBI CPEHET0 Y HU3KOTO
perucTpa (aibThbl, BUOIOHUYEM M KOHTpabackl). Bee aTo co3maeT OLIyIlieHye TSHYLIecs,
MYUMTeTbHON arOHMY, PUAAeT My3bIKe CyMPayuHbIif 1 TParnyeckuii xapakrep.

TpeThsl 4acTh OTKPBIBAETCS XOpOM «/Ja Monuum 6csaKkas niome uenoseua,
B KOTOPOM rOBOPUTCS 0 1iecTBUY Xpucra Ha [onrody. MejieHHO pa3BopauMBaoLiascst
[MaTOHWYecKass MeNOofAyusl, TUIAaBHO TOSHMMAIOIIASICS BBEPX M 3aTeM HMUCXOASIIAs
K VICXOZLHOMY ITYHKTY, 3BYY/T CHaJaja B YHJMCOH y KOHTpabacoB, 3aTeM — Ha (oHe
TSIHYIIEHCST TOHVIKM — Y BUOJIOHYeNel 1 6acoB. [lasee Menonusi JaHa B 0GpalleHn.
C KakIbIM HOBBIM ITPOBELEHVIEM TeMbl HAMPSDKEeHME HapacTaeT, JOCTUTas KyIbMIHA-
LMY Ha TPOEKPATHOM «A/LIUTYa».

B xope «Kpecmy Teoemy noknausemcs, Bnadsiko» ronoca IOIOT B YHMUCOH U B
TepUMIO; B CypOBOM TPEX3BYYHON MENOOVMM TIPUCYTCTBYIOT MHTOHAIMU PYCCKOM
HapoIHOI mecHu. B xope «/IHecw gucum Ha dpese» MYKCKMe TOJIOCA 3BYYaT B YHUCOH;
MeoAysi HalIOMMHAET OPeBHII 3HaMeHHbI pactieB. Xop «/cKynua Hul ecu 0m Kasimeb!
3aKOHHbIS» HATIVCAH JJIST YeTBIPEXTOMIOCHOTO MYKCKOTO COCTaBa, B KOTOPOM TEHOpa
JOCTUTAIOT MAaKCMMATIbHO BBICOKOTO DErMCTPa, YTO TPUAAET My3bIKe HAarpsDKeHue
M TPAru3M.

Bce Tpu eBaHTeIbCKMUX OTPHIBKA, TTOBECTBYIOIIMX 00 aroHmMm Xpucra Ha Kpecre,
ynTaloTcsl Ha (OHe HENpephIBHO TSIHYIIENCS] HOTHI BUOJNIOHYENEN ¥ KOHTPabacos,
KOTOpasi 0O6phIBAETCSl Ha CJIOBaX eBaHrenmucTa «Hucyc ye, onsams 8030NU8 2POMKUM
20710COM, UCYCMU OYX».

ITocse 3TOro TeMa aroHMM TOTYAC CMEHSIETCS TeMO GIaroroBeifHOro MOKIOHe-
Hus Xpucry — BorouenoBeky, ymepiieMy pajyl CIaceHys YelOBEeYeCTBa; HA CMEHY
CKOpOHOMY (ha MMHOPY IPUXOOUT CBETIbIE Pa Maskop, BCTYMAIOT JKEHCKNe ToIoca,
YMOJTKAIOT BMOIOHYENMN ¥ KOHTpabachl. Xop a capella ucronusiet necHonexue «Tebe
noem». B KaXIOM U3 4YeThIpeX pasZelioB IECHOIMEHMSI HACBIIEHHAs] TapMOHUS
XOPOBOTO 3By4aHMSI BBIPACTAeT M3 OLHOI HOTHL. [lecHOIIeHNe MCIIOMHSIeTCs C IIpUMe-
HeHVeM TeXHMKY [IeITHOTO IIXaHsI, UTO CO3JAeT OLIyIeHye HelPePbIBHO AISIErocst
CJ1aBOCTIOBUSI.



B tpetbeit yactu «Cmpacmeli» BHOBb MCITOIHSIETCSI XOpaJl, YK€ 3BYUYaBIIUil BO
BTOPOI1 YaCTH, OFIHAKO Terepb OH TapPMOHV30BaH MO-MHOMY 1 TPAHCIIOHMPOBAH B (ha
muHOp. Ha doHe xopasa TeHOp UCIIONMHSIET PeUunTaTUB, TIOCBSIeHHbIN T1ayy Matepu
Boskueit y kpecra Mucyca.

B EBanremu ot Marcdes He ynomuHaercss o Boxueii MaTtepu, CTosIBIIe mpu
Kpecre, HO 0 Heii roBoputcst B EBaHrenuu ot MoaHHa, a Takske B MHOTOUMC/IEHHBIX
JUTYpruueckux Tekcrax CTpacTHOi cegmuiibl. OOMH U3 TaKMUX TEKCTOB JIeT B OCHOBY
(a-mmHopHOI apuy «Ceth Moii u Boz Moti». Ckop6Hast Menomusi Tiaya Boropo-
JULBI HAZl TeloM yMepiuero CblHa IPOXOOUT CHayala y COMMPYIOLIEro ajabTa, 3aTeM
Yy COIpaHO 07l aKKOMIITAaHeMEeHT OpKecTpa. B TpeTuii pa3 Melofusi MPOBOIMUTCS
B (hopMe KaHOHA y COTIPAHO U albTa.

B Tpex nocrezyromyx HoMepax 3ByYMUT TeMa BOCKPECeHMs — OfMH U3 JIeTMOTH-
BOB GorocmyxeHnit CrpacTHOi cemmmiipl. Cpasy jKe M0 OKOHYAHUY apu, B KOTOPOIi
Boroponuua omtakusaer CBoero ymepiiero ChiHa, CIeAyeT Xop Ha cioBa «He puloati
Mene, Mamu, 3pswu 80 2pobe... socmary 60 u npociasaiocs». MyskcKoit XOp VCTIOMHSIET
3TO TeCHOIIEHMe B YHVICOH Ha MeJOAMI0, HAIOMMHAIOLIYIO IpeBHEPYCCKUIA 3HAMEH-
HBII1 pacres.

Ianee 6e3 mepepbiBa 3ByYUT PEUMTATHB U XOP Ha coBa «BockpecHu, boxce, cyou
3emnu, Ko Tet yapcmeyeuiu 60 6eKu».

Tpetblo uacTb «Cmpacmeli» 3aKIOYaeT YeTbIPEeXToJocHas [BoiHast dyra,
B 9KCIIO3UIMM KOTOPOJ TepBasi TeMa — pe-MMUHODPHAsl, TPeBOKHAsI U TOIBVKHAS —
IIPOBOAMTCSI BO BCeX YeThIpex rojocax. Jlajee B TexX ke Toocax MPOBOAUTCSI BTOpast
TemMa — (a-MaXopHasl, TOP)XeCTBEHHAsI M CBeTIasi, HAOMUHAIIasl 0 BockpeceHnmn
XpuctoBoM. KynbMuHaLMelt SKCIO3UIMM SIBJSIETCS TpoBefieHMe obeux Tem B da
Maxkope. B J-MakopHOiI pa3paboTKe BCTYIAIOT XOPOBbIE TONOCA, UCIIONHSIONIVE
BTODPYIO TeMy CO cloBaMu «BockpecHu, Boxce» B Buzie CTpeTTbl. B perpuse BHOBb

3BYYMT IIepBasi TeMa B OCHOBHOJ TOHAJIbHOCTH, TT0C/Ie Yero BTOPasi TeMa IPOBOIUTCS
BO BCeX UeThIPeX XOPOBBIX roocax rnoovyepesnHo. dyra 3akaHUMBAETCS B CIIOKOMTHOM
u cBeTIoM Pe maxkope.

3aKuTIouNTeNbHas YeTBepTas YacTh IOCBsIieHa rnorpebeHno Vucyca Xpucra. 310
Hambosee KOPOTKast yacTb «Cmpacmeti», B KOTOPOIA, Kak ¥ B TPpeIbIayILeli YacTu, TeMa
BOCKDECEeHMSI OCTaeTCsl OMHMUM U3 OCHOBHBIX JIEFITMOTUBOB.

B xope «bnazoobpasHstii Mocugh» 1CToNb30BaH TUTYPTUIECKIIT TeKCT, UCITOJHSIe-
Mblii B Benukyio cy66oty. Xop HamcaH B GyrupoBaHHOI GopMe, OIHAKO B OT/IMUME
OT TPAIMIMOHHOM (yTY, My3bIKAIbHAS TEMa BO BCEX TOJI0CAX IMPOXOAUT B OCHOBHOM
TOHATBHOCTY; HECKOJIHKO Pa3 OHA MOSIB/IsIETCs] B obpaiieHny. Tema uiieHa CMMMET-
pPUYHOTO MeTpa (MCIIONb30BaH peiKMii pasMep ABaflaTb TPY BOCbMbIX), OCHOBHAsI
MeJIOfMS BIUIETAeTCsl B apUTMMYHYIO XOPOBYIO ¥ OPKeCTPOBYIO TKaHb, Ile KaKIbIi
rOJI0C BeJleT CBO0 CAMOCTOSITE/IbHYIO NapTUIO.

Apust i1 TeHOpa U CKPUITKU ¢ opkecTpoM «[0cnodu Bosxce motl, HadzpobHyo
necrv Tebe 80cnoi» BO3BpAILAET CTyLIATeNs] B 10 MUHOP, C KOTOPOTO HAayasucCh
«Cmpacmuy.

B xope «Couwen ecu 80 ad» 3ByUnT My3bIKa hyrupoBaHHOTO Xopa «Ha geuepe Tsoeli»
13 MepBOii YacTu.

B 10 MMHOpe HamycaHa M 3aKIIOUUTeNbHAs TMSTUIONIOCHAsT Qyra yeTBepToit
yactu. Tema ¢yru — HanpspkeHHas], XpoMaTuyeckasl, JMHAMWIHAs — TTPOBOAMTCS
B 9KCIIO3ULMM BO BCEX ISATH TOJ0CAX, ITOCTe Yero BO3HMKaeT B pa3paboTke B ¢a
MUHODE, C1-6eMOJIb MVUHODE U COMTb MUHODE. B perpuse BO3BpaluiaeTcst O MUHOD:
TeMa 3BYUUT CHAyajaa Yy HMU3KMUX CTPYHHBIX MHCTPYMEHTOB Ha (hOHEe HaIpsKeHHBIX
TEPIIOBBIX CO3BYUMIi CKPUIIOK, 3aTe€M Y CKPUIIOK Ha ()OHe KOHTPAITYHKTA IOPYIUX
MHCTPYMeHTOB. KopoTkasi MHTepMenusl MOLBOOUT Ge3 IepepbiBa K 3aKII0UUTEITb-
HOMY XODpYy.



JTOT XOp, YBEHUMBAIOUIMII MOHYMEHTAJIbHYI0 KOMIO3MUMIO «Cmpacmeti»,
HAIVCaH Ha (JI0BA IPEBHEro JMUTYpruueckoro Bosmiaca «Cmepms Teoio, Tocnodu,
go3geujaem U BockpeceHue Tsoe ucnosedyem». BemydyecTBeHHOe 3BydaHue xopa,
pa3neneHHOro Ha CeMb IOMIOCOBBIX MAPTHIA, IPEPBIBAETCST KOHTPAITYHKTOM CTPYHHBIX
U3 MpeJUIeCTBYIONIeit Gyry, 9TO NPUAAeT My3bIKe AMHAMM3M 1 B TO JKe BPeMsI TParu-
YeCKYI0 OKpPALIeHHOCTb. B (pMHAMbHBIX aKKOpAaX MPOM3BENEHNUS 3BYUUT BCSI MOIIb
XOPOBOT'O 1 OPKECTPOBOIO MHOTOTO/IOCHSI.

Mwutpononut Unapuon (Andees I'puropmit Bamepuesuu) pomuiacs B Mockse
24 yironst 1966 1. B 1984 1. 0KOHYMII MOCKOBCKYIO CPeJHIOKO CIIelMaIbHY0 My3bIKallb-
HYIO IIKOTY MM. [HecuHbIX 1Mo knaccy komnosuuym B.B. Jlosrans. C 1984 mo 1987 rr.
06y4ascss Ha KOMITO3UTOPCKOM OTZHeNeHny MOCKOBCKOJ rOCyIapCcTBEHHOM KOHCep-
BaTopun uMm. IL.U. YaiikoBckoro B kimacce mpocdeccopa A.A. Hukonmaesa. B 1987 .
MIOCTYIIMJI B MOHACTBIPh M IPUHSUI CBsIeHHbIN caH. C 14 suBapst 2002 1. — enucKor.
31 mapra 2009 r. Ha3HaueH enucKkonoM Bomokonamckum, npencenatenem OTaena
BHEIIIHNX 11epPKOBHBIX CBsI3€it U MIOCTOSIHHBIM WwieHoM CBsimeHHoro CuHona Pycckoii
uepksu. 20 anpess 2009 r. Bo3BezieH B caH apxuernyckorna, 1 despans 2010 1. - B caH
mutpononmuta. C okrsaopst 2011 r. — mpeacenarens CuHomanbHO Bubneiickoit komuc-
cvm Mockosckoro [Tatpuapxara.

Ioxkrop dumnocodmu OkcdopacKoro yHUBEPCUTETa, JOKTOP 6orocioBus ITapux-
ckoro CasiTo-CeprueBcKOro IMpaBOCIaBHOIO MHCTUTYTa, Mpodeccop MOCKOBCKOI
IyXOBHOU akamemuy u @Ppubyprckoro yamBepcutera (IBeitapusi), MOYeTHBIN
JOKTOD GOTOC/TIOBUSI PSifia OTEUECTBEHHBIX U 3aPyOEKHBIX YHUBEPCUTETOB U IyXOBHBIX
akazmemuii. ABTop 6omee 800 mybnmKkaimii, B Tom uncie Gonee 20 moHorpadmii o
60TOC/IOBMIO U LIEPKOBHO¥ McTOpYN. [TMIIIeT Ha PYCCKOM U aHITIMIICKOM sI3bIKax. KHuru
muTpononuta MnapuoHa rnepeseneHs! Ha 20 SI3bIKOB.
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ABTOp My3bIKalbHBIX NTPOM3BENIEHMIA, B UMC/Ie KOTOPBIX «ITecHu 0 cmepmu» Ans
ronoca, rutapbl U opkecrpa (1984-2011); «BoxecmeenHas aumypaus» 4jisi CMelLlaH-
Horo xopa (2006, Tiepesiokenye st My>kckoro xopa 2007); «BceHoujHoe G0eHue» st
COIMCTOB M cMelIaHHOTro Xopa (2006); «Cmpacmu no Mameero» i COMACTOB, XOpa
U cTpyHHOTO opkectpa (2006); «Poxidecmeerckas opamopusi» IJISL COMUCTOB, XOpa
MaJIbuMKOB, CMEIIaHHOTO Xopa 1 cuMdoHnueckoro opkectpa (2007); «ITecHb 80cX0xc-
OeHus», cviMmdoHus 11 Xopa u opkectpa (2008); «Stabat Mater» njisi CONUCTOB, XOpa
u opkrectpa (2009), «Concerto grosso» st IByX CKPUIIOK, ajibTa, BUOJIOHYE/N, KIaBe-
CMHA U CTPYHHOTO opkectpa (2011), «®yza Ha memy BACH» st cuMbOHUIECKOTO
opkectpa (2012).

Ynen Cotosa kommo3uTopos Poccyn. [ToueTHslit mpodeccop ExaTepuHOyprekoit
rocyapcTBeHHO KoHcepBaTopuu. Unen Ilomeunmrtenbckoro coBeTa MOCKOBCKOJ
roCyIapcTBeHHO KoHcepBaTopuy. [Ioktop Mysbiky honoris causa BorocmoBckoii
cemunapuu Nashotah House (CIIIA).

B teyenne 2007-2012 rr. MuTpononuT MiapuoH cTan OGHUM U3 CaMbIX MUCIION-
HSIEMBIX POCCMICKVX KOMIIO3UTOPOB: B Pa3IMUHBIX ropomax Poccun u 3a pyGesxom
COCTOSTIOCH GoJiee CTa TSTUIECITY KOHLIEPTOB €ero My3blku. Hambormee dacto
UCIIONHSIEMOe ero Npou3BeJieHMe, 3alCcaHHOe Ha HacTosilieM Jaucke, — «Cmpacmu
no Mamdero» — x Hauamy 2015 r. mpo3By4ano 6onee 70 pa3, B TOM 4ucjie BO MHOTMX
ropomax Poccun, a Takke B pasIMUHbIX ropofax ABcTpasiu, Bonrapun, Bemko6pura-
Hun, Benrpuu, lFepmanumy, I'penyin, Utamn, Kananet, Jintesl, Makenounn, Mongasun,
Cep6un, CILIA, Typiyn, Ykpaussl, LBeituapyin, JCTOHUN.

Mutpononut VnapuoH — co3paTtenb OpUTMHAIBHOIO JKaHpa PYCCKOM JYXOBHOM
MHCTPYMEHTATbHO-XOPOBOJ OpaTOpMy Ha 60rOCTy>KeGHbIE TEKCTHI C MCIIOIb30BaHMEeM
MHTOHAIMI PYCCKOTO II€PKOBHOTO TIEHVIsI, 37IeMEHTOB MY3bIKaJTbHOTO CTUIST 6apOKKO
M CTUIISL PYCCKUX KOMITO3UTOPOB XX Beka.
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St Matthew Passion is a monumental work for soloists, choir and orchestra that
comprises forty-eight numbers with a total duration of about two hours. The work
combines the traditionality of the concept with the originality of the realisation.
The author is not only a professional composer who derives inspiration from the tradi-
tions of church music of Christian East and West, but also a celebrant who has carried
God’s word to people for many years now. High musical mastery, diversity, integrity,
emotional richness and spiritual depth are the qualities that make St Matthew Passion
a unique phenomenon in the history of contemporary musical art.

The work is based on the text from the Gospel According to Matthew dedicated
to Jesus Christ’s suffering and death. Split into sixteen parts, it is performed in the
Russian language in a manner typical for reading the Gospel in an Orthodox temple.
The excerpts from the Gospel alternate with musical numbers such as recitatives,
choruses and airs the text of which is mainly borrowed from an Orthodox service of the
Holy Week (in some cases the original Slavic texts were simplified and adapted by the
composer). Some of the numbers are only performed by the orchestra, some others are
sung by the choir a capella. In many of the numbers, the orchestra and choir sound
together being mutually complementary.

In terms of perception of the Passion of Christ, the Orthodox tradition is signifi-
cantly different from the western one (Catholic or Protestant). As an Orthodox Christian
gazes at crucified Jesus, he/she sees God in His invariable and eternal glory rather than
suffering man, God who became man and died to save all people. Pondering on the death
of Jesus, an Orthodox Christian does not forget about His Resurrection for a moment.

The same sort of perception is reflected in the service texts of the Holy Week that
were a foundation of St Matthew Passion and defined their general mood. The lyrical
and emotional element in the work is not a prevailing one. Prayerful empathy with
the suffering Saviour and spiritual interpretation of God-man’s death on the cross are
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what the inner content of this music is about thus reflecting the Orthodox reading
of the story of Christ’s suffering.

The work is divided into four thematic parts each having its finished structure.
The numbers within each part are performed without a break. Each of the four parts has
a fugue as one of the core formers of the piece. The totality of four fugues has a role of a
“bearing structure” of the entire composition.

The work opens with an introductory chorus to the texts selected from the rite
of the Saviour’s burial, an Orthodox divine service exercised the day before Holy Satur-
day. Thematically, the introductory chorus belongs to the whole piece rather than its
first part. It speaks about the burial of Christ and the lament of the Mother of God over
the casket of her dead Son.

The first part is thematically linked with three events described in Chapter
26 of the Gospel According to Matthew — the treason of Judas, the last supper and
the prayer in the garden.

The recitatives “Judas ran to the lawless scribes” and “Today the Creator of heaven
and earth” are dedicated to the treason of Judas.

The same theme is heard in a polyphonic chorus of “At Thy supper, Christ” written
in a fugued form. The chorus voices entering one after another on the background of an
uneasy and movable accompaniment of the strings (an allusion to the introductory chorus
from J.S. Bach’s St John Passion) depict a conversation between Jesus and His disciples.

The theme of communion as the saving sacrament given by Christ to His disciples
at the Last Supper is unveiled in the chorus “The Master’s hospitality.” This text is
about Christ as the Lord’s Wisdom that invites all Christians to his meal. It also reflects
the way the Orthodox Church perceives the Last Supper as one of the most important
events in the New Testament when the being of the Church as a commune of Christ’s
disciples united around the communion bowl commences.
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The orchestral G-major fugue, thematically siding with the preceding chorus is
characterized by a solemn and joyous mood. The fugue is based on a diatonic syncopic
theme that emerges in the exposition sequentially in all five voices. The same theme
sounds in the development in B flat major as a canon, first with the double basses and
cellos, then with the second violins and violas, and finally with the first and second
violins. After a short interlude, the reprise returns the listeners to the main key.

The air “Isee Thy palace” is also dedicated to the theme of the Last Supper. The text
of the air is a poetic allusion to Christ’s parable about those invited to the banquet
(Mt. 22:2-14). The leading voice initially sounds without an accompaniment, then
the stringed instruments enter one after another. The manner of the string accompani-
ment here is expressly minimalist.

The first part of the Passion concludes with singing of the Beatitudes, initial verses
from Christ’s Sermon on the Mount that is a quintessence of His moral teaching.
The Beatitudes performed by the choir and orchestra sound in the Passion immediately
before the tale of Christ’s suffering and death as a spiritual testament of the Saviour.

The second part of St Matthew Passion is dedicated to the arrest of Jesus and
the trial of Him, first before high priest Caiaphas and then before Roman prefect Pontus
Pilate. Speaking about the trial of Jesus, the service texts emphasise that it was not
a common man who stood before Caiaphas and Pilate but the incarnation of God. This
understanding is reflected in the chorus “He who clothes Himself in light as in a garment.”

The theme of the treason of Judas emerges in the recitative “The disciple agreed
upon the price of the Master” and the chorus “What reason led thee, Judas, to betray
the Saviour?”

A chorale in D minor that precedes the Gospel reading about the trial before
Caiaphas stylistically resembles Lutheran chorales but is performed by the orchestra
without the participation of the choir. It is not based on any concrete poetic text.
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The initial sounds of the chorale are a reminiscence of one of the fugues fromJ.S. Bach’s
Well-Tempered Clavier.

The theme of Peter’s denial is reflected in the recitative “Peter denied Thee three
times” and the air “Lord, cleanse me and save me.” A mournful and solemn sentiment
prevails in this air written for leading bass, cello and orchestra.

The second part of the Passion concludes with a five-voice fugue based on a lyrical
E-minor theme that appears in the exposition first with the second violins, then
sequentially with the first violins, cellos, violas and double basses. After a short and
tense interlude, the development begins. In the reprise and coda, the lyrical theme
gains a powerful unison sound so typical for Russian symphonic music.

The third part of the work is dedicated to Jesus Christ’s crucifixion and death on
the cross. This is the most tragic part of the Passion in substance. The first few numbers
are written in F minor and sound on the background of a continuous keynote of the
cellos and double basses. Male voices (tenors and basses) and the stringed instruments
of the middle and lower registers (violas, cellos and double basses) are predominant on
these numbers. All of them create a feeling of dragging and poignant pangs of death,
and make the music sound gloomy and tragic.

The third part opens with the chorus “Let all mortal flesh keep silence” that speaks
about the procession of Christ to Calvary. A slowly developing diatonic melody that
smoothly ascends and then descends to the initial position sounds in unison first with
the double basses, then with the cellos and basses on the background of a continuous
keynote. The melody is further given in reverse. The tension grows with every new
realisation of the theme reaching its climax on the triple “Hallelujah.”

In the chorus “We venerate Thy Cross, O Master” we hear intonations of Russian
traditional singing. The male voices sound in unison in the chorus “Today He who hung
the earth upon the waters is hung upon the Cross;” the melody resembles an old echoes
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chant. The chorus “Thou hast redeemed us” was written for a four-voice male lineup
where the tenors reach the highest register which make so the music so tense and tragic.

All three fragments from the Gospel telling about Christ’s pangs on the cross are
read on the background of a continuous note of the cellos and double basses that stops
when the Evangelist says “And when Jesus had cried out again in a loud voice, he gave up
his spirit.”

The theme of agony is immediately followed with a theme of reverential Christ
worship — God-man who died for the sake of salvation of mankind. A doleful F minor is
replaced with a clear F major; the female voices enter; the cellos and double basses fall
silent. The a capella choir performs the chant “We hymn Thee.” An eventful harmony
of the choral sound grows from one note in each of the four sections of the chant.
The chant is performed using the so-called chain breathing technique which creates
a sense of continuously lasting glorification.

The chorale that was already used in the second part is again performed in the
third one. However, now it is harmonised differently and transposed in F minor. On
the background of the chorale, the tenor performs a recitative dedicated to the lament
of the Mother of God at Christ’s cross.

The Gospel According to Matthew does not mention the Mother of God who stood
by the cross. She is mentioned in the Gospel According to John and numerous liturgical
texts of the Holy Week. One of such texts was taken as a basis of the F-minor air “My
Son and My God.” A mournful melody of the lament of the Mother of God over the body
of her dead Son is first performed by the solo viola, then a soprano accompanied by the
orchestra. The melody is performed for the third time by the soprano and viola as a canon.

The next three numbers are dedicated to the theme of the Resurrection, one of the
leitmotifs of divine services during the Holy Week. The air where the Mother of God
deplores Her dead Son is followed by the chorus “Weep not for me, O Mother, beholding
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in the sepulcher ... For I shall rise and shall be glorified.” The male choir performs this
psalm in unison to the melody that resembles an old Russian echoes chant.

Next, without a pause, there come a recitative and a chorus to the words “Arise, O
God, judge the earth; for you shall inherit all the nations.”

A four-voice double fugue concludes the third part of the Passion. The first theme
in its exposition is in D minor. Disturbed and variable, it is heard in all four voices.
Next, another theme, stately and warm, reminding of the Resurrection, is advanced
in the same voices. The implementation of both themes in F major is a culmination
of the exposition. The choral voices enter in an A-major development. They perform
the second theme with the words “Arise, O God” in the form of stretto. The reprise
repeats the first theme in the main key with the second theme following in all four
choral voices by turn. The fugue ends in a calm and warm D major.

The fourth and final part is dedicated to the burial of Jesus Christ. It is the shortest
part of the Passion where, like in the previous one, the theme of the Resurrection
remains one of the main leitmotifs.

The chorus “Noble Joseph” uses a liturgical text performed on Holy Saturday.
The chorus is written in a polyphonic style, but unlike the conventional fugue,
the musical theme in all the voices is implemented in the main key; it appears several
times in reverse. The theme is devoid of symmetrical metre (a rare metre of twenty-
three eighths is used), the main melody intersperses with an unrythmical choral and
orchestral texture where each voice leads its own part.

The air for tenor, violin and orchestra “My God, I shall sing you a threnody” returns
the listener to the C minor that the Passion started from.

The music from the chorus “At Thy Supper” sounds in the air “Thou didst descend
into hell.” The concluding five-voice fugue of the fourth part is also written in C minor.
A tense, chromatic and dynamic theme of the fugue is implemented in the exposition
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in all five voices, re-emerging in an development in F minor, B flat minor and G minor.
C minor returns in the reprise — the theme is first played by the lower stringed instru-
ments on the background of tense tertia accords of the violins, then by the violins on
the background of the counterpoint of the other instruments. A short interlude leads
to the final chorus without a pause.

This chorus that crowns the monumental composition of the Passion was written
to the words of the ancient liturgical exclamation “We proclaim Your Death, O Lord, and
profess Your Resurrection.” The grand sound of the chorus split into seven vocal parts is
interrupted with a counterpoint of the strings from the preceding fugue which makes
the music dynamic and tragic at the same time. The final chords of the work convey
the entire might of orchestral polyphony.

Metropolitan Hilarion (Grigory Alfeyev) was born on 24 July 1966 in Moscow.
In 1984, he finished the Moscow Gnessins Special Secondary School where he studied
composition under Vladimir Dovgan. In 1984 to 1987, he was student of the composi-
tion department of the Moscow Tchaikovsky State Conservatory under professor Alexei
Nikolayev. In 1987, he entered a monastery and was ordained. On 14 January 2002 he
was consecrated bishop. On 31 March 2009 he was appointed Bishop of Volokolamsk,
Chairman of the Moscow Patriarchate Department for External Church Relations and
a permanent member of the Holy Synod of the Russian Orthodox Church. On 20 April
2009 he was elevated to the dignity of Archbishop, and on 1 February 2010 to the
dignity of Metropolitan. Since October 2011 he has been Chairman of the Synodal
Biblical Board of the Moscow Patriarchate.

Metropolitan Hilarion received his doctoral degree in philosophy from Oxford. He
also holds a doctor of theology of St Sergius Orthodox Theological Institute in Paris,
professor of the Moscow Ecclesiastical Academy and the University of Fribourg
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in Switzerland, a honorary theology doctor of a number of domestic and foreign univer-
sities and ecclesiastical academies. An author of more than 800 publications, including
over 20 theological church history monographs, he writes in Russian and English.
Metropolitan Hilarion’s books have been translated into twenty languages.

Metropolitan Hilarion is an author of musical works, including Songs about Death
for voice, guitar and orchestra (1984-2011); The Divine Liturgy for mixed choir (2006,
also the 2007 arrangement for male choir); The All-Night Vigil for soloists and mixed
choir (2006); St Matthew Passion for soloists, choir and string orchestra (2006); Christ-
mas Oratorio for soloists, boys’ choir, mixed choir and orchestra (2007); A Song of the
Ascent, a symphony for choir and orchestra (2008); Stabat Mater for soloists, choir and
orchestra (2009), Concerto Grosso for two violins, viola, cello, harpsichord and string
orchestra (2011), Fugue on a Theme of BACH for orchestra (2012).

Metropolitan Hilarion is a member of the Union of Composers of Russia, an
honorary professor of the Yekaterinburg State Conservatory, a member of the Council
of Trustees of the Moscow State Conservatory, and a doctor of music honoris causa
of the Nashotah House Theological Seminary in the United States.

In 2007 and 2012, Metropolitan Hilarion was one of the most frequently performed
Russian composers. Over 150 concerts of his music took place in the cities of Russia
and overseas. St Matthew Passion, his most frequently performed work featured on this
album, has been performed more than seventy times by the early 2015 in many cities
of Russia and also Australia, Bulgaria, Canada, Estonia, Germany, Greece, Hungary,
Italy, Lithuania, Macedonia, Moldova, Serbia, Switzerland, Turkey, Ukraine, the UK and
the USA.

Metropolitan Hilarion is a creator of an original genre of Russian holy instrumental
and choral oratorio to the texts of divine services using intonations of Russian church
singing, elements of musical baroque and the 20th century Russian composers’ style.
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Juck 1

Yacrs I. TAVIHASI BEUEPS

1. Xop: I1nay cBSILEHHBI, TPUUANTE,
BOCIOMM XPUCTY .« « . oo v e e v et 4.36
2. EBanremuct: Cosem nepeocesiujeHHUK0B,
npedamenscmeo Myoel . . . ... ...... 1.46
3. Xop u Peunratus: Teue rnarons Uyna
6€33aKOHHBIM KHIDKHUKOM . . . . . . . . . 1.53
4. EBanrenuct: Taiinas Beueps . . . . . . . 2.07
5.Xop: Emun ot Bac mpemact Mst . . . . . . 4.27
6. EBanremcrt: [Ipuuawerue anocmonos . 1.48
7. Xop: CrpaHcTBus Bragpbvus . . . . . . . 2.53
8.Dyra (OPKECTP) - « v v v v v e e e v et 2.50
9. EBaHremmcr:

IIpedckazarue 06 ompeueruu Ifempa. . . .1.37
10. Xop u Peunratus:

Allle ¥ BCYL OTBEPIYTCS . « « v v o v v e v e s 1.59
11. Apust Mel110-COIPaHo:

Yepror Tsoii Biokay, Criace MOii . . . . . . 2.40

12. EBanrenvicr: Teghcumarckoe 6operue . 3.57
13. Xop 1 Peunttatys: [IHech 3vskauTeNb

HEOeCe VIBEMIM « « « v v oo v e e e 2.17
14. Xop: BnaskeHHbI. . . . . ... ... ... 4.28
Yacrs I1. CV]],

15. EBanremict: Apecm Hucyca. . . . . . . 2.17
16. Xop u Peunraty: YueHuk Yuurerns
COMTAIIALIE LIEHY « « « v v v v v v v v v e s 1.06
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17. Xopas (OpKeCTp). . . o oo v oo v e 0.39
18. EBanrenvict: Mucyc Ha cyde y Kauagpst  3.24
19. Xop: Opnesiiicst CBETOM SIKO PU3010 . . .2.29

20. EBanrenuct: Ompeuenue ITempa. . . . 2.03
21. Xop u Peunratus:

Tpwokapl otpekcsi Iletp. . . ... ... ... 1.10
22. Apust Gaca:

Boxe, ounctu Mt CiacM Mst . . . . . . . . 3.39
23. Eanremict: Koney Hyoet . . . . . . . . 1.25
24. Xop: Knii 1 06pas, Aymo . . . ... .. 1.58

25. EBanrenyct: Hucyc neped ITunamom. . 3.23
26.Xop 1 Peunratys:

Erpma nipencran ecvi Kaade . . . . ... .. 0.58
27.®yra (OPKECTP) « « v v v v v e e 3.58

O6iiee Bpemsi: 68.02

Jyick 2
Yacrs III. PACITSITUE
1.[28] Xop: Ja MOTUMT BCSIKast IUIOTh

YEMOBEUA . . v v v vt 4.07
2.[29] EBanrenvct: Ilymo Ha Toneogy . . . 2.21
3.[30] Xop: Kpecty TBoemy . . . . ... .. 2.23
4.[31] Xop: JIHeCh BUCUT Ha ipeBe. . . . . 2.29
5.[32] EBauremct: Pacnsmue . . . . . . . 1.44
6.[33] Xop: Vickymu Hbl eCy OT KIISTBBI

BAKOHHBISL . . . v vvve e iie et 1.24

7.[34] Eanremuct: Cmepms Hucyca . . . . 1.32
8.[35] Xop: TeGe moeM . . . . . v v vv. .. 3.50
9. [36] EBaHremct: 3emnempscenue. . . . 1.42
10. [37] Xopan 1 Peunratuis: Bes TBaph
M3MEHSIIIECS CTPAXOM . « .+« v v v v vv n s 2.52
11.[38] Apus compaHo:

CoiH MoitmBorMoit . . .. ......... 6.29

12.[39] Xop: He poinait Mene, Mau. . . .1.36

13. [40] Peunttatys 1 Xop:

BockpecHu, Boxke, cymsemint . . . ... 1.29
14.[41] ®dyra n Xop: Bockpecuy, boxe . .4.09
Yacrs IV. IIOTPEBEHUE

15. [42] EBaHresmict:

Hocug Apumadpetickuti. . . . . ....... 1.30
16. [43] Xop: Biaroo6pasusut Mocud . . .4.17
17.[44] EBanrermict: Cmpasxay 2poba. . . 1.43
18. [45] Apus TeHopa: Tocrionym Boske Mo,

HarpobHyto recHb TeGe BOCIIOWO . . . . . 3.39
19.[46] Xop: CowenecuBoag, . . . . ... 2.02
20. [47-48] ®yra u Xop: Cmepts TBoIO,

Tocriony, BO3BEIAEM. . . . . v v v v v v .. 5.10

O6iee Bpemsi: 56.39

Esanremmcr - IIporoayakon Bukrop
1InmoBCKmit, 6apumon

Hampa AcatpsiH, conparo (Iuck 2: 11 [38])
Onecs IeTpoBa, meyyo-conparo (Iuck 1: 11)
Maxcum ITacrep, merop (Inck 2: 18 [45])
Cepreit MapkesnoB, meHop (Inck 1: 3,7, 13, 16,
26; Tncx 2: 10 [37], 13 [40])

vnrpuii Berocerseruit, 6ac (Imck 1: 10, 21-22)

MockoBckuit CHHOIAIbHBI XOp
Xopwmevicrep — Anexceii [Ty3akoB

TocymapcTBeHHbIi akaileMUyecKuii
Borbioit cumdoHnuecknit oprecTp
umen [1.U. YaitkoBcKoro

Iupwxep — Brapumup ®eocees
3amcaHo B okTsiope 2010 T.

3ByKOpeskyccepsl 3ammcy: B. FiBaHOB,
I1. JlaBpeHeHKOB

3sykoutkeHep — . Y36ekoBa
Boimyckatommii penaxrop — E. Pacteraesa

Iuzaiin - I. )KykoB
IepeBog - H. Ky3nenos
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CD1

Part I. THE LAST SUPPER

1. Chorus: Come, let us sing holy
lamentstoChrist . . . ............ 4.36

2.Evangelist: The Council, Judas’s Betrayal . .1.46

3. Chorus and recitative: Judas ran
to the lawless scribes . . . . ... ... ... 1.53

4. Evangelist: The Last Supper. . . . . . .. 2.07
5. Chorus: One of you shall betray Me . . .4.27
6. Evangelist:

The Communion of the Apostles . . . . . . . 1.48
7.Chorus: The Master’s hospitality. . . . . 2.53
8.Fugue (orchestra). . .. .......... 2.50
9. Evangelist:

The Prophecy of Peter’s Denial. . . . . . . . 1.37
10. Chorus and recitative: Though all men
shalldenyThee . . .. ............ 1.59
11. Air of mezzo-soprano: I see Thy palace,
mySaviour. . .. ... .. 2.40

12. Evangelist: The Agony in the Garden. . 3.57
13. Chorus and recitative: Today the Creator

ofheavenandearth. . . ... ........ 2.17
14. Chorus: The Beatitudes . . . ... ... 4.28
Part II. THE TRIAL

15.Evangelist: The Arrest of Jesus. . . . . . 2.17
16. Chorus and recitative: The disciple agreed
upon the price of the Master . ....... 1.06
17.Chorale (orchestra) . . . . ........ 0.39
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18. Evangelist: The Trial of Jesus before

Caiaphas . ... ................ 3.24
19. Chorus: He who clothes Himself in light as
inagarment.................. 2.29
20. Evangelist: Peter’s Denial . . . . . . .. 2.03
21. Chorus and recitative: Peter denied Thee
threetimes. . . ................ 1.10
22. Air of bass: Lord, cleanse me

andsaveme . ................. 3.39
23. Evangelist: The End of Judas . . . . . . 1.25
24. Chorus: What reason led thee, Judas, to
betray the Saviour? . . ... ......... 1.58
25. Evangelist: Jesus before Pilate. . . . . . 3.23
26. Chorus and recitative: When Thou, O God,
wast standing before Caiaphas . . . . . . . 0.58
27.Fugue (orchestra) . . .. ......... 3.58

Total time: 68.02

CD2
Part III. THE CRUCIFIXION
1.28] Chorus: Let all mortal flesh

keepsilence . . ....... ... ... .. 4.07
2.[29] Evangelist: The Procession

toCalvary. . ................... 2.21
3.[30] Chorus: We venerate Thy Cross,
OMaster . ................... 2.23

4.[31] Chorus: Today He who hung the earth

upon the waters is hung upon the Cross . .2.29
5.[32] Evangelist: The Crucifixion. . . . . . 1.44
6.[33] Chorus: Thou hast redeemed us . .1.24
7.[34] Evangelist: The Death of Jesus. . . . 1.32

8.[35] Chorus: Wehymn Thee . . . . ... 3.50
9.[36] Evangelist: The Earthquake . . . . . 1.42
10. [37] Chorale and recitative: The whole

creation was changed by fear . . . . . ... 2.52

11.[38] Air of soprano: My Son and My God . . 6.29
12.[39] Chorus: Weep not for Me, O Mother . . 1.36

13. [40] Recitative and chorus: Arise, O God,
judgetheearth. . ............... 1.29

14. [41] Fugue and chorus: Arise, O God. .4.09
Part IV. THE BURIAL

15.[42] Evangelist: Joseph of Arimathea. . 1.30
16.[43] Chorus: Noble Joseph. . . . . . .. 4.17
17. [44] Evangelist: The Guard at the Tomb. . 1.43
18.[45] Air of tenor: My God, I shall sing you

athrenody . . ................. 3.39
19.[46]. Chorus: Thou didst descend

intohell. . ................... 2.02
20. [47-48] Fugue and chorus: Thy death,

O Lord,we proclaim ............. 5.10
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