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Synopsis

The Russian Court Chapel Choir: 1796-1917

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

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

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



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

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

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

comprehensive view of Russian musical life at this time.
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Errata

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

where it speaks only of parish and regimental choirmasters; this

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

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

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

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

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

Ha Ppa3HbiX goporax. Bce nowno npotues MeHsA.

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

vozbuzhdennym Ministrom Prosveshcheniyva po delu o tserkovnom

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

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

(Continued overleaf)



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

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

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

Vladimir Morosan's excellent book Choral Performance in Pre-

Revolutionary Russia deals with the history of Russian choral music,

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

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

The transliteration system used is that used in the New Grove

Dictionary of Music and Musicians with several adjustments: the letter

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

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

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

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

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

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

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

constant encouragement.
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Introduction

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

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

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

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

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

examined in the third section. Finally, this section examines the

vii



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

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

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

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

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

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

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

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

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

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

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

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

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

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

renamed the Imperatorskayva pridvornaya pevcheskaya kapella [Imperial

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

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



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

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

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

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

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

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



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

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

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

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

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

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



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

of direktor vokal'noi muzyki i upravlyayushchii pridvornoi kapelly

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

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

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

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



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

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

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

and theatrical spectacles, in addition to the obligatory liturgical



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

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

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



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

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

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

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



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

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

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

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



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

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

Teaching figured-bass to the young court singers is

not only not useful, but can distract them from the

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

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



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

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

was still in force.37



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

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

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

The choristers' house was neglected and bare. There

was no proper place for singing. There were neither

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

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

I studied singing with Signor Bortnyansky and I recall

many rehearsals with pleasure ... He was an

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

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

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

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

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

to be dead.*®

11



ii) The Court Kapella under the direction of F. P. L'vov: 1826-1836

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

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

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

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

1. All the singers had exceptionally fine voices;

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

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

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

affected by external circumstances, with the singers not

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

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

Pupils are divided into classes according to their

abilities. 1In the junior class they study the musical

alphabet. 1In the intermediate class they learn to

read music and learn about rhythm. 1In the senior

class they study expression and individual or solo

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

The choir meets on Tuesdays, Thursdays and Saturdays

for concert repertoire, teaching and revision - they

study singing from llam until 2pm, sometimes less.

For general church repertoire and the chants set in

four parts by Archpriest Turchaninov the choir meets

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

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

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

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

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

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

better quality. They are dressed more neatly and sing

[dressed] in a special uniform during public

rehearsals ... Table linen, mattresses, flannelette

blankets and a sufficient quantity of Flemish bed

linen have also been acquired.©®*

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

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

L'vov achieved much through his insistence on careful and

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

There are insufficient funds to give the young singers

a decent education. The children are taught only to

sing without any other education. The financial

situation of the singers is difficult and the salaries

are too small.®3

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

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

I have encountered many deficiencies both in relation

to the education of the young choristers, and in the

economic affairs of this establishment ... there is

inadequate means for decent teaching and supervision

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

subject to be taught there is singing, this subject is

completely éatisfactory, but taking into account the

fact that the sixty or so boys living in the building

require some education, some preparation either for

[military or civil] service or for work as free

artists, then the situation of these children and

internal control with regard to their maintenance and

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

basic arithmetic. In the second class they continued to study writing

19



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

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

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

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

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

Seeing that a large number of the young choristers,

who have a pronounced talent for music, play the

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

allowed to study this art; and considering that a new

path would open up to them when they left the Kapella

if the boys were properly instructed, and that the

musical ability developing in many of them may be

needed by the orchestras of the imperial theatres, I

pluck up the courage to st vuwktjthat Your Majesty

be pleased to establish a special class of

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

It has been agreed:

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

choristers;

. To hold the music class after lunch;

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

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

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

Court on the best pupils;

. To appoint one of the older choristers studying

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

after several lessons almost all the older singers

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

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

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

My work with the choristers went rather well and I saw

rapid progress in my pupils, who were already beginning

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

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

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

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

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

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

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

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

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

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

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

Aspiring students:

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

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

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

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

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

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

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

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

be required to pay a further thirty rubles to

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

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

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

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

be skilled:

To carry out his duties a choirmaster must know:

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

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

3. all scales or modes;

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

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

6. the table of chords;

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

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

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

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

On my appointment to the position of director of the

Court Kapella I was persuaded of the benefits which

could result from the establishment of a permanent

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

an experiment and, having hired the best teachers of

instrumental music, awaited results from my pupils. A

period of eight months was sufficient to show that

several of the young people possessed a talent

exceeding all expectations ... Experience has proved

the necessity [for the re-establishment] of

instrumental classes and the compilation of a new

statute, valid for a period of five years. Within

five years there will be results and the [present]

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

1. Between fifteen and twenty young choristers will be

recruited for this class;

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

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

and to fix the hours of study in these classes;

. Those pupils whose voices break before they have

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

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

replaced;

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

for the general class;

. Those musicians who have completed their period of

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

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

the teacher with whom he studied;

. Certificates fall into three categories:

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

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

and those with certificate no.3 one thousand

38



five hundred rubles. They also enjoy the rights
of theatre musicians;
10. Should two candidates of equal talent apply for
one vacant position the Directorate is required
always to show preference to the Russian or foreigner
who holds a certificate from the Court Kapella;
11. Should the Directorate not require the services of
any of these musicians then it is left to themselves
to select a service or occupation;
12. The sum of five hundred rubles will be given to each
pupil who completes his training and receives a
certificate, for initial expenses.*®®
The Theatre Directorate, for its part, reserved the right tc appoint
only those puplls in whom it could find potential.?*®?

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

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

The wealter ; proceeded better than could have been

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

a

Les gages des grands chantres montent de 215 & 428 roubles

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

enfants de 115 & 143 roubles argent 3 chacun par an

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

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

uniformes nécessaires pours leurs devoirs de service.

Autre cela, ils ont des gratifications qui montent par

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

les petits: a 50r. argent chacun.'2®

The atmosphere in which the boys lived and worked was neither

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

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

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

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

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

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

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

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

position of kapellmeister of the Court Kapella ...

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

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

He greeted me with even greater cordiality than usual;

we were both pleased to work together and began to

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

Fate, which will not abide the complete happiness of

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

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

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

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

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

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

growing dissatisfaction with his work in the Kapella:

From Christmas right up until Lent my life has

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

Kapella, at court, balls, dinners, suppers and

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

has often deprived me of the possibility of calming

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

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

Because of my weak physical condition and exhaustion

from my prolonged suffering this past year [caused by

the death of his brother and the infidelity of his

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

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

these circumstances have been added my obligations to

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

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

at the Kapella thus:

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

wanted fervently to work with the singers and

undertook his work with sincere earnestness ... I

enjoyed hearing the fruits of his labours. He always

said that it gave him great pleasure to be engaged

with such a purpose, for he believed in that which

rendered a service to the country ... However the

ungifted and envious musician (although he was an

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

of L'vov's opera Bianca e Gualtiero:

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

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

the Kapella.

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

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

During the requiem service for Mikhail Ivanovich,

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

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

saying that a eulogy was completely out of place, and

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

censoring it, besides he had left his glasses at

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

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

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

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

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

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

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

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

specially-created position of pomoshchnik direktora [assistant

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

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

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

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

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

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

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

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

This concurs with the little information available on the class

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

like a nursery for teachers of religious and secular

choral singing; Balakirev also had good intentions - to

make of the school a centre for talented Russians and

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

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

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

little or no attention was paid to choral classes. If

choral pieces appeared on a concert programme, it was

only the repetition of pieces learned and performed

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

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

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

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

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

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

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

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

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

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

Dictionary of Music and Musicians that Bakhmetev resigned his post in

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

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

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

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

that of direktor which was now abolished, and the pomoshchnik

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

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

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

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

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

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

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

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

4s

precentors or petty officials. rhtj Somk  wdhoot ace .

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

ustava muzykal'nogo uchilishcha pri Pridvornoi Pevcheskoi Kapelly [Draft

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

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

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

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

Pridvornoi Kapelly [Regulations and detailed programme of the

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

We treat young choristers as follows: in the first year

of his stay a chorister of nine or ten studies neither

an instrument nor theory, but simply becomes accustomed

to singing in the choir. He learns a little about

rhythms, intervals and so on, and learns the clef

appropriate to his voice to a greater or lesser degree.

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

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

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

they hand him over to one of the older pupils for

instruction; after some time he gives up studying,

changes instrument, or begins to make progress. When

this has been determined they hand him over to a

professor. At the same time or a little later they

place him in the elementary theory [class] for two

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

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

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

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

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

Whether occupying humble or important positions, they

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

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

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

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

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

resources permitted, but from the summer of 1887

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

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

uneven, student talent, was superbly trained by the

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

Seeing these little boy performers, one imagined that

one was in an enchanted fairy-tale country of

Liliputian artists. What a gentle tone, what purity and

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

Note that the orchestra is already performing pieces of

reasonable difficulty by Mendelssohn, Glinka and so on,

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

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

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

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

The new statute, Programma regentskogo klassa pri Pridvornoi pevcheskoi

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

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

The Precentors' Class at the Court Kapella gives us

the opportunity of training teachers for the whole of

Russia, and is therefore of much wider significance

than it may seem. Good teachers of church singing are

of no less use to the nation than good teachers in

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

Before admission to the Class prospective pupils were required to

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

awarded the Attestat na zvanie pomoshchnika regenta [Certificate of

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

than instrumental performance were also transferred to the first
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theoretical course. From this point both choristers and private
students followed the same course.

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

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

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

na zvanie regenta i uchitelya teorii muzyki i tserkovnogo peniya

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

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

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

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

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

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

garmonii: Kurs pridvornoi kapelly, vypusk pervyi. Garmonizatsiya

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

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

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

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

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

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

He concerned himself with the all-round development of

the boys, with raising the artistic qualifications of

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

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

I worked with the young singers doing whatever I could:

teaching elementary piano, elementary theory and

listening to their violin and 'cello lessons, if only

to accustom them to some degree of regular study, to

cultivate a serious attitude towards their musical

futures and to awaken in them a desire and love for

art.”’®

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

I set great store by the fact that the orchestral class

would not only be useful but also, if possible,

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

In Nikolai Andreevich's class strictness, discipline,

straightforwardness and simplicity ruled ... Nikolai

Andreevich not only provided us, his pupils, with an

education but also brought us up. He regarded the

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

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

The Kapella gives me great pleasure: a noble spirit has

appeared there - the boys study willingly and all kinds

of [punishments such as] standing in the corner,

kneeling and so on have practically disappeared.”®

While Rimsky-Korsakov was devoting himself to educational reforms,

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

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

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

that he should stay and themselves supported him until the scholarship
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could be arranged. Their faith was well rewarded - Solnyshkin graduated
with a first-class certificate in 1887 and was later appointed to teach
violin in the Kapella.®¢®

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

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

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

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

When we are alone then say whatever you wish, however

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

particularly the boys, then for God's sake restrain

yourself,h®2

By 1891 Rimsky-Korsakov described the relationship as openly

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

Relations with Balakirev had become so strained, affairs

in the Kapella were managed in such a muddled fashion,

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

exception of the music teachers, the whole atmosphere of

the Kapella was so steeped in gossip and partiality,

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

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

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

They accuse Balakirev, suspect a quarrel and so on.

The reasons for my retiral for everyone are as follows:

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

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

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

decent pension and an additional allowance awarded me

by the Emperor for twenty-five years of useful musical

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

excessive duties of service in order to have free time

for composition, in which I want to indulge without

overwork. Don't these reasons seem sufficient? Now

for you I will add that service with Balakirev in the

devout, sanctimonious Kapella - which some rather

suspicious characters have entered recently - is

unbearable. [This is a reference to Konstantin

Brazhnikov who was appointed inspector of the Kapella

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

3. censorship of all sacred compositions.**®

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

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

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

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

Muzykal 'noe istoricheskoe obshchestvo [Musical Historical Society] was

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

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

It soon became apparent that Arensky had neglected not only

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

My observations of the basses and tenors of the Court

Kapella have fully convinced me of a serious decline

and of the complete ignorance of these singers, not

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

of the music itself, of the simplest scales, the

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

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

of secondary importance. In an article published in the journal

104



Regentskoe i khorovoe delo in 1915 Smolensky tackled the question of

what a precentor should know:

Apart from a clear practical knowledge of the order

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

the place easily and not lose his presence of mind,

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

harmonic arrangements and all the pieces included in

the choir's repertoire extremely well. This excellent

knowledge must be combined with a clear understanding

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

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

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

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

In his reminiscences of Smolensky the violinist and trombonist Ivan

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

wWewn

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

There is no mention of any break with Sheremetev.

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

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

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

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

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

pomoshchnik upravlyayvushchego [assistant director] was also abolished,

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

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

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

of the Kapella; creativity was stifled and musical affairs stagnated.

107



Frequent changes in the administration effectively destroyed the
possibility of creating the stability necessary for the further
development of musical education and of the choir itself.

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

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

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

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

case of failing the transfer examinations to the
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next course, must leave the Precentors' Class;

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

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

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

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

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

The prohibition of private students was included in the new Statute

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

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

Professor Solov'ev was very cordial in his relations

with his pupils, worked very meticulously in class, but

he had little of that internal enthusiasm which always

transfers itself to the pupil, and his teaching was

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

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

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

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

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

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

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

on 19 October 1922 became the Gosudarstvennaya akademicheskaya kapella

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

Gosudarstvennaya akademicheskaya kapella imeni M. I. Glinka [State

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

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

Context

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

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

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

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

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

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

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

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

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

service known as Vsenoshchnoe bdenie, the All-Night Vigil. Each of

127



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

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

and the Book of Common Prayer.

Musical elements in the office of Vespers

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

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

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

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

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

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

or hymn appointed for the feast

Musical elements in the office of Matins

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

increased that trouble me]

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

rebuke, O Lord]

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

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

salvation]

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

soul]

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

Hymns appointed for the day

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

the name of the Lord]

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

Antiphon: Ot yunosti moeya [From my youth]

Graduals appointed for the day

Prokimen: Voskresenie Khristogo videvshe [Having beheld the

Resurrection]

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

Canticles appointed for the day

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

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

Troparia appointed for the day

Gradual: Mnogiya leta [Many years]

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

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

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

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

and weekly cycles.

Musical elements in the office of Divine Liturgy

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

soul]

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

soul]

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

Lord]
Antiphons appointed for the day

Hymn: Priidite, poklonimsya [Come let us worship]

Troparia and kondaki appointed for the day

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

Prokimni appointed for the day

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

Credo: Veruyu [I believe]

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

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

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

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

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

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

Troparion: Blagosloven Gryadyi [Blessed is the sinner]

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

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

Lord]

Gradual: Mnogiya leta [Many years]

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

most important antiphons to be recited on a single note, or a short,

132



insignificant response to be given an extremely elaborate setting with

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

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

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

liturgical scale (see ex.l).

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

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

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

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

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

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

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

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

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

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

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

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

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

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

Skazanie o razlichnykh eresekh i khuleniikh na Gospoda Bog i na

Prechistuyu Bogoroditsu, soderzhimykh ot nevideniya v znamennykh knigakh

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

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

explain this notation to the singers.?3

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

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

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

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

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

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

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

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

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

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

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

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

in this chapter.
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iii) Bortnyansky and Court Chant

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

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

entitled Prostoe penie bozhestvennoi liturgii zlatoustago izdrevle

poedinomu predaniyu upotreblyaemoe pri Vysochaishem dvore [Simple chant

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

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

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

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

a paper to the annual meeting of the Obshchestvo lyubitelei drevnei

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

Proekt ob otpechatanii drevnego rossiiskogo kryukovogo peniya [Project

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

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

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

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

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

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

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

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

4, To provide a clearer explanation of kryuk notation;

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

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

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

Such ideas in the first quarter of our century could

belong only to a limited number of people possessing

the gift of foresight and embracing the full concept

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

choir without any burden to the Treasury.*®

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

for the execution of his plan:

[It is necessary:]

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

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

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

4. To entrust the selection of this teacher to the

director;
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5. That the teaching of Italian singing should

continue as before;

6. That the teacher harmonize the entire cycle of

church chant;

7. To publish those harmonizations approved by the

director;

8. That each book be published periodically and sent

to the parishes, sacred academies, seminaries,

cathedrals and churches, monasteries, schools,

regiments, etc.;

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

10. That the director compile a new statute;

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

of paying for the next edition, unless there are

mitigating circumstances.*”

For the post of precentor L'vov selected Pyotr Ivanovich

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

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

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

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

the following year.%®

Turchaninov's nomination was rapidly approved and

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

confirmed that:

Pyotr Turchaninov has been appointed to the Court

Kapella to set the ancient church chants in harmonic

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

had established a Reestr prostogo tserkovnogo pesnopeniya [Register of

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

funding for its publication from the Komissiya dukhovnykh uchilishch

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

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

Entitled Krug prostago tserkovnago peniya izdavna upotreblyaemogo

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

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

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

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

In a full choir sopranos and tenors sing at will,

causing such disparity that the same chant is performed

at different speeds, causing a certain embarrassment;

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

various florid outbursts which are completely

inappropriate to church music.®%®

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

Pannikhida izdavna upotreblyaemaya pri Vysochaishem dvore [Requiem used

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

in the Krug prostago tserkovnago peniya the parts often divide at

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

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

which do occur are outwith the liturgical scale. Again there are no
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tempo indications or dynamics and only one crescendo and diminuendo is
marked.

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

including both musicians and clergy. The Krug prostago tserkovnago

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

These books are important for the history of church

singing in that they show in what unskilled hands

church music was left in those days. These books are

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

title does not conform with the contents as much of

importance in our church service is omitted, in the

second place many deviations from the church

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

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

adhered to the melody of the Obikhod published by the

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

so that the soprano voice proved to be a real

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

melodic and harmonic turns and, in particular, in the

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

involuntarily forced to acknowledge the superiority of

Bortnyansky over Turchaninov, in whose arrangements

only a dilettante knowledge and understanding were

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

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

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

July 1837, he approved the publication of the Liturgiva Ioanna

Zlatoustago prostogo napeva upotreblyaemago pri Vysochaishem dvore

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

part harmonization of the 1830 Krug prostago tserkovnago peniya, was

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

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

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

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

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

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

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

(1848);

5 . ”" " ”" " " " ”" ” vol R 2

(1848);

6. Sokrashchennyi irmologii znamennogo napeva [Abridged hiermologion of

znamennyi chant] (1848);

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

(1849);

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

9. Irmosy vseya velikiya chetyredesyatnitsy i Strastnyya sedmitsy (iz

triodi postnoi) sokrashchennago grecheskago napeva [Hymns for Lent

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

10. Voskresnye utrennie antifony grecheskogo raspeva [Antiphons for

Sunday morning service in Greek chant] (1859);

11. Irmosy voskresnye, gospodskim, bogorodichnym i inym prazdnikam

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

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

the pamphlet O svobodnom ili nesimmetrichnom ritme [Regarding free or

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

To give clearer expression to the words of prayer. It

is clear that such singing must not only obey the

meaning of the prayer absolutely and submit to its

meaning; but the music must submit to the rhythm of

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

transcribed from kryuk notation and published in the 1772 Synod chant

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

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

Having compared the rhythmic structure of both categories of chant and

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

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

centuries contained several fundamental flaws. As these chants were

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

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

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

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

harmonization of the chants for the 1846 Obikhod and, following the
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publication of this work, L'vov requested that he undertake the
preparation of the projected Oktoikh.”? It is unlikely, however, that
Vorotnikov made any significant contribution to this volume: as a result
of serious illness he left the Kapella on 10 August 1848, just two
months after work on the Oktoikh began.”® Prior to taking up his
appointment as singing teacher in the Kapella Gavriil Yakimovich Lomakin
(1811-1885) had been employed in the private choir of Count Dmitry
Sheremetev, first as chorister and later as teacher of singing.”4
Although he was not appointed to the Kapella until 1848, and so could
not have collaborated on the two-volume Obikhod, he was certainly
involved in later publications.”® The role played by the inspector,
Pyotr Belikov, in the compilation of the chant volumes is unclear.
Belikov had taught Russian language and mathematics at the Boarding-
School for the Nobility in Tsarskoe Selo prior to his appointment to the
Kapella in 1829,7° but he was also something of a scholar of znamennyi

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

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

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

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

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

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

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

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

fullness, that organlike effect, which we hear in the

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

As I entered into a detailed analysis of the reasons

for this, I discovered that according to long-accepted

tradition the aforementioned four-part harmony in the

court choir has further divisions, which stem from our

ancient church music, and are quite essential to the

proper performance of church music which is not

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

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

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

serves as a very useful means of supporting the

inexperienced boys and ensuring the exact mastery of

the melodies). The second descants sing with the

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

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

harmony presents itself exactly in the manner we are

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

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

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

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

Neither did the clergy consider that the new arrangements fully captured

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

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

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

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

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

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

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

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

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

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

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

Aa
their strict, always majestic and calm character.

171



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

Potulov's Rukovodstvo k prakticheskomu izucheniyu drevnego peniya

pravoslavnoi Rossiiskoi tserkvei [Handbook for the practical study of

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

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

As the Metropolitan of Moscow has explained in an

exemplary fashion, this monopoly rests on nothing more

than a confusion of ideas.

Arrangements or works published by the Court Kapella

and printed in Italian notation are the property of the

Court Kapella. Publications of unison chants printed

in ecclesiastical notation with the blessing of the

Holy Synod are the property of the Holy Synod, which

alone should (or should not) allow their reproduction

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

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

more parts of those same monophonic melodies must be

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

Until now research into the monuments of ancient chant

and the publication of the monuments themselves in this

country have been stopped principally by the barriers

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

barriers.®®

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

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

harmonic austerity of Potulov's setting found favour with many

churchmen, including Father Razumovsky:

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

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

singers.®®

The

many church musicians found fault with the harmonizations on artistic

grounds.

According to Metallov:

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

the part-writing.*°°

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

widespread popularity.

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

volume Obikhod notnogo tserkovnogo peniya pri Vysochaishem Dvore

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

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

As a result of my humble report His Majesty the Tsar

has been pleased to observe that as the existing

Obikhod of church singing used at the imperial court by

imperial decree of Tsar Nicholas I, set in four parts

under the direction of former director of the Court

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

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

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

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

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

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

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

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

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

I'm not composing anything and the Obikhod was

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

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

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

title Penie pri Vsenoshchnom Bdenii drevnikh napevov [The singing of

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

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

this book employs contrapuntal elaboration of the

liturgical melodies, as more in keeping with their

freely flowing character; by so doing, it brings

forward the very best method of harmonization.'*?

While the new publication was enthusiastically greeted by musiclans

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

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

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

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

1) 1796-1825

Throughout the second half of the eighteenth century, and particularly

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

Imperial Court Kapella [Imperatorskaya Pridvornaya Kapellal, as it was

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

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

in St. Petersburg as court Kapellmeister until 1759.3 For financial

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

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

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

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

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

teatral'nykh zrelishch i muzyki [Directorate of theatrical productions

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

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

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

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

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

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

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

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

Peterburgskoe filarmonicheskoe obshchestvo [St. Petersburg Philharmonic

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

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

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

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

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

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

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

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

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

What gentle voices! What music! What expression on

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

music and raises his voice. He feels strong emotion,

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

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

and full Kapella, as we do now.?*

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

splendid choir than the choir of the imperial court

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

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

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

Ce chant, qui semblerait devoir étre inacceptable pour

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

chapelles seigneuriales qui se multipliaient. Les gens

du peuple imitaient les savants maitres italiens, et

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

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

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

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

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

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

Musicians and clergy alike were vehement in their opposition to this

practice: in his work Istoricheskoe rassuzhdenie voobshche o drevnem

khristianskom bogosluzhebnom penii i osobenno o penii rossiiskoi tserkvi

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

Generally speaking, it is not the music which is

adapted to the sacred words, but instead, the words

are merely added to the music and often in a contrived

manner. Apparently, they wanted more to impress their

audience with concert-like euphony than to touch their

hearts with pious melody, and often during such

compositions the church resembles more an Italian opera

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

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

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

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

Another practice which had survived since the mid-eighteenth

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

for the Catholic church: Ave Maria for soprano, alto, horn and strings
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