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INTRODUCTION

he topic of the formation and transmission of traditions is one of the

most interesting and, at the same time, one of the least studied topics of
musicology. The aim of this article is to make a small contribution to this vast
topic by clarifying the ways in which the singing tradition of the renowned
spiritual centre of the Russian Orthodox “Abroad”, the parish of St Sergius
in Paris, was formed.? It will in particular seek to attend to the gap between
the musical manuals commonly used in the diaspora during the twentieth
century and the discrete traditions these manuals relate to, thus shedding
new light on which specific elements of the great Russian Orthodox musical
tradition were safeguarded and spread to Paris and elsewhere following
the Revolution of 1917. To achieve this goal, the article will start by looking
into the genesis of the parish’s musical tradition at the hands of Vladyka
Benjamin (Fedchenkov) and M. M. Osorgin. It will then consider from
where this musical tradition takes its roots, and through which musical
books it arrived in Paris. Trying to understand the tradition of the Valaam
Obikhod, the article will review the history of music at Valaam through
a comparison of primary sources and historically contemporary analyses.

1 The authors thank The Finzi Trust for its grant which allowed us to consult the Alfred Swan
Archives at the University of Virginia Library.
2 More information about this can be found in the following book: Cesmo-Cepeuescxue nodsopve 6

Iapuxe. K 75-Aemuto co ons ocrosarius (Cankt-IletepOypr: Aateits, 1999).
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It will then look into the key figures of A. Swan and M. M. Osorgin and
their role in the study and preservation of ancient Russian practices in the
diaspora. The article concludes by reviewing the contemporary practices
of the Parisian church.

The authors make use of a mixture of primary and secondary
materials, including published contemporary reports from the early
nineteenth to the mid twentieth centuries, never-before published
extracts from the archives of Alfred Swan, other archival materials
such as periodicals and sheet music but also doctoral theses, academic
publications, and conference papers. Materials from recent interviews
conducted by the authors are also included in the article.

THE GENESIS OF THE MUSICAL TRADITION OF THE PARISH OF ST SERGIUS IN
PARIS

The Parisian church, which at its foundation was conceived as a spiritual
embassy (metochion - noasopse) of the Holy Trinity St Sergius Lavra near
Moscow, was founded in 1924 by refugees from Russia. The origins of the
church lie with the well-known Russian bishop Eulogius (Georgiyevsky)
(1868-1946). It is necessary to underline immediately that the opinion of
the spiritual leadership, be it the local bishop or abbot, in relation to church
singing has been since the early days of the Church, if not decisive, then
very weighty. Therefore, in this paper we will have to mention more than
once the names of famous spiritual leaders who, in one way or another,
influenced the church singing tradition. Vladyka Eulogius’s personal
views on church singing have not come down to us today. It is, however,
beyond doubt that he was acutely aware of the main issues it encountered
atthe time, as he headed the Department on Divine Services and Preaching
at the 1917-18 Local Council of the Russian Orthodox Church. The duties
of his department included the preparation of decrees on church singing
and church art. However, in founding the parish in Paris and organizing
the activities of the Theological Institute of the same name, Vladyka
Eulogius preferred to entrust church singing to specialists. One of the
recipients of the archbishop’s trust was Bishop Benjamin (Fedchenkov)
(1880-1961), who arrived in Paris in the summer of 1925 from the Yugoslav
Kingdom of Serbs, Croats and Slovenes at the invitation of Eulogius.
Vladyka Benjamin had extensive teaching experience in theological
educational institutions, including the St Petersburg Theological Academy.
He was entrusted with the duties of inspector and teacher at the newly
established Orthodox Theological Institute in Paris, which was set up at St
Sergius. As A. K. Svetozarsky writes, “he was entrusted with the so-called
“practical” disciplines, namely liturgics, pastoral practice, i.e., canon law
and moral theology. He also became the head of church singing together
with M. M. Osorgin™. In 1926, Vladyka Benjamin left Paris, returning

3 Azexcein Koncrantunosuu Cserosapckuit, “"Murponoant Benmammn (®Peguenkos) (1880-
1961),” in Ilpenodooroiii Cepzuit ¢ Ilapuxe. Mcmopus napuxciozo Ceamo-Cepeuesckozo npasocaasHozo
60z0cao06ckozo urcmumyma (CII6.: Poctok, 2010), 204.
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only for a short time in 1930 to teach at St Sergius Theological Institute. It
would be accurate to say his work there was short-lived, but very fruitful,
as it helped to establish a tradition in the church of St Sergius which lives
on to this day, including a specific tradition of church singing.

The care for church singing entrusted to Benjamin was no accident:
having a musical gift, the future bishop, while still a student in Kirsanov, in
the Tambov province, sang in the church choir of the Assumption Cathedral.
Later when studying at the Tambov Theological Seminary, he directed its
choir not without pride, recalling later that as a choir director he was in
good standing with the ruling bishop.* As for the ideals of church singing
which Vladyka Benjamin and Mikhail Mikhailovich Osorgin (1887-1950)
tried to implement in St Sergius in the 1920s, those might have been shaped
by the singing traditions of the Holy Trinity St Sergius Lavra and of the
Valaam Monastery. Indeed, it is known that the services at St Sergius were
in a characteristically monastic style, which attracted many believers to the
services of the Parisian parish.®

Vladyka Benjamin visited Valaam on pilgrimage in 1905 and left us
vivid memories of his journey to Karelia. In one entry, having joined the
monastery’s kliros for an all-night vigil, he wrote,

I was immediately fascinated by the singing of the choir — no, “fascinated”
is not strong enough a word — I was in a kind of intensely reverent exaltation
from it. In essence, Valaam melodies are Great Znamenny chant with a
Northern Russian touch. But since it has been sung here for centuries, the
monks have adopted it as their own, and the old monks love “their” singing
to the point of jealousy. Sometimes, it so happens that on the right or left
kliros, the choir sings something in a secular, “worldly way,” — which is
what ‘Valaamians’ call the different Bakhmetevs, Lvovs, Arkhangelskys,
etc. The elders immediately revolt with an audible displeased murmur, and
whatever was being sung is immediately removed from the repertoire. The
current abbot, as I heard, banished all polyphonic original compositions,
and ordered the choir to sing only in the Valaam style... Sometimes, the left
and right choirs, about fifty people, converge in the middle of the church
— all powerful voices, especially the basses — and they raise to the sky the
animated, namely living, “solidified”, sound of simple, strict, and powerful
chants! They do not observe any piano or forte here, but freely and boldly
praise God. To this, one must add also the canonarch: he will first say
the beginning of the verse, barely understandable, and then suddenly a
mighty choir will pick up where he left, and the idea of the text is drawn as
a picture before your eyes.®

4 https://iknigi.net/avtor-rostislav-prosvetov/194956-zhizneopisanie-mitropolita-veniamina-
fedchenkova-rostislav-prosvetov/read/page-2.html
5 Unpublished manuscript by A. Kartashev on the Theological Institute, part IV, section “Teaching.

Characteristics of teaching individual disciplines”, 150. Taken from: Azexcanap Cemenos-Tsan-IITanckmnii,
“Mmnxana Muxaitaosua Ocoprus (crapimit),” ITpenodoonuiii Cepzuti 6 Ilapusxce. Viecmopus napusxckozo Cesmo-
Cepzuesckozo npasocaasiozo 6ozocaosckozo urcmumyma (CI16.: Pocrok, 2010), 496.

6 Mutponoant Bennamun (Peauenkos), “Ha cesepurnt Adon,” 3anucku cnydenma-naromMHuxa Ha
Baaaam (Mocksa, 2003), 112-113. Authors’ translation.
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It is therefore possible that, having been inspired by the “Athos of the
North”, Vladyka Benjamin wanted to hear not worldly but monastic singing
in the Parisian church as well; not musical compositions by authors of recent
centuries, but prayer embodied in the concentrated and earnest singing
of ancient chants. Perhaps, he dreamed that in addition to simplicity and
severity, his choir’s singing in Paris would also have this “powerful peculiar
beauty that captivates the soul,” and which led into religious delight all
those who, in times of old, heard the singing of Valaam.

Similar views were apparently shared by the pious layman Mikhail
Osorgin, who from the mid-1920s to the end of the 1940s was the psalmist
(mcaaomiuk — psalomshchik) at the St Sergius parish church and directed its
choir, where the Institute’s students also sang, thus preparing musically the
future pastors of the Orthodox Church for their ministry. At the Institute,
his primary duty for almost a quarter of a century was the teaching of the
Typikon (zepxoBHbI1 ycTas — ustav). In the mid-1930s, through his efforts, a
course for psalmists was established in Paris at the dormitory of the “Action
orthodoxe” (IIpaBocaasnoe Ab10), St Maria Skobtsova’s ‘social-missionary
association” where M. M. Osorgin also taught.” A Russian aristocrat and a
state councillor, Osorgin was by no means a regent by profession, in the
sense of a professional precentor/choir director. Before the revolution, he had
never conducted large choirs or performed in concerts, having only some
limited experience managing singers in the church of the Osorgin estate
in the Kaluga region. However, Mikhail Mikhailovich was a born church
musician with impeccable instinct, and he studied with dedication the art
of canonarchs and psalmists.®

WHERE THE MUSICAL TRADITION OF ST SERGIUS FINDS ITS ROOTS

The Great Prokeimenon “Let my prayer arise” is a so-called Greek chant
that can be found in both the “Valaam Obikhod” of 1909 (page 126)’ and
the “Psalmist’s Companion” of 1916 (page 330)" in this exact arrangement.
A vinyl recording of M. M. Osorgin singing this prokeimenon with the
choir of St Sergius in 1948 attests to the use of this chant in Paris. On the
other hand, the “O House of Ephratha” sung by Osorgin and his choir
on the same vinyl is found only in the Valaam Obikhod (p. 33). We can
also deduce that M. M. Osorgin sung the “O House of Ephratha” for the
recording from the Valaam Obikhod and not from any other manual

7 Antoine Niviere, “Ocoprunsl,” [Tpasocaasias anyuiionedus, T. 53 (Mocksa: LlepKoBHO-HayJIHBIN
nentp [IpaBocaasnas suukaoneaus, 2019), 437.
8 He mastered the art of church reading in the traditional Russian style — a recording can be found

here of Ezekiel’s Vision of the Valley of Dry Bones: https://youtu.be/Bo7k7JV5MYo. He was also known to
copy canonarchs in the traditional monastic style, as can be heard here in a recording from of the chant “O
House of Ephratha”: https://youtu.be/YBOOraTbLvo. There are only two recordings of Osorgin’s voice and
the choir of the Theological Institute, which were made in 1948 by “Anthologie Sonore” and to which both of
the above belong. In 1956 they were reissued on a single LP.

9 O0ux00b 00H020A0CH LI 14ePKOBHO-0020CAY*Ke0HA20 n1oHis 1o Hanrvey Baraamcxazo monacmopa (Vsaanie
Bazaaamckoit obutean, 1909), 126.
10 Cnymmnuxv ncaromuguica. ITrocHonronis 200uunazo kpyza co mpedoucnpagreHiamu, usaadie 3-e (CaHKTb-

[Tetepbyprs: CvHogaanHas Tumorpadis, 1916), 330.
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for several reasons. We know for certain Osorgin had both abovementioned
anthologies in his possession, yet the Companion offers no version of this
particular hymn. The only other ‘book of common chant’ (i.e., obikhod) known
to us that offers a set-up for this hymn based on a similar root chant is the
Obikhod of the Solovetsky Monastery, but the differences are too stark for
this version to have been used by Osorgin." The audio recording of “O House
of Ephratha” differs from the written music of the Valaam Obikhod only in
one key way: Osorgin proclaims the verses before the choir sings them, in
the style of canonarchs (kanonapx), which is proper in a monastic setting,
but a highly unusual phenomenon in a standard parochial environment."
This clearly sets St Sergius in Paris apart, showing its desire to cultivate a
unique monastic style.
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llustration 1. “O House of Ephratha” — Podoben in five verses. Valaam Obikhod p. 33. 1909.

The Valaam Obikhod is a standard book of music, collated under the
personal supervision of Hegumen Gabriel (1848-1910), head of the Valaam
Monastery between 1891 and 1903." Its raison d'étre, as written by the monks
themselves in the book’s foreword, is the preservation of the monastery’s
ancient singing tradition “which unwittingly leads one to prayer and moves
one’s heart”. The reasons for the monks” remarkable efforts to safeguard

11 O06ux00b HOMHAZO NILHIS 10 OpesHeMY PACTIILEY, YNOMPEOALEMOMY 6 NEPEOKAACCHOMD CHASPONUZIANDHOMD
Conoseycomv monacmuipro. Bv mpexv wacmaxv (Msaanie Coaosenkaro Monacteips, 1912), 64. We have
exhaustively checked the “Synodal Obikhod” and several other widespread obikhods and have found no
other mention of the hymn except in the Solovetsky Obikhod. Their version of the chant, ostensibly based on
the same original chant, differs significantly from what Osorgin sang in 1948.

12 Indeed, it was common for monasteries to have a canonarch, whose responsibility it was to ensure
that the correct verses were sung by the kliros, at a time when electric light did not exist and service books
were hard to find. In today’s practice, it is usually considered the canonarch no longer serves a practical
purpose.

13 Haraaps IOpnesna ITaotHukosa, “Ilepueckne Tpaaniiun Basaamckoro Monacteips,” in Baaamcxuii
MoHacmuvipv: oyxostole mpaduvuu, ucmopus, kyrvmypa (Cankr-Ilerepoypr: Catucs, depsxasa, 2004), 320.

14 O61x00v 00rozorocHvtii Baraamckazo monacmuipa, vii. The authors” translation.
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their tradition appear to be essentially two in number. There was a
widespread tendency for monasteries and communities to record their local
singing traditions in an obikhod. More importantly for Valaam, their efforts
to record their tradition seem to have been motivated by the fear of losing it,
as well as an awareness that it was waning. Indeed, in this very foreword,
the monks emphatically express this fear that their ancient traditions might
get lost or be altered by the new generation — a fear that sadly proved to
be well-founded. To sing all the necessary services by memory required
many years of training and dedication; if the new generation lacked the
former by definition, they might also have lacked motivation for the latter —
although we cannot say for certain, the reason for the disappearance of the
oral tradition in the late nineteenth/early twentieth century requires further
research. The oft-quoted Dmitriy Solovyov, in his 1889 book, provides
evidence of this withering of the tradition through his account of Fr Joel’s
confession to him."” This is further supported by the evidence that certain
“podoben” chants recorded in a manuscript from 1821 had fallen out of use
by the time the Obikhod was gathered in the 1890s. The foreword further
notes that the music was written down “directly from the voice” of the
older monks."

The main object of this article is not the analysis of singing tradition
at Valaam. It is nonetheless essential that we clarify certain points and raise
a few essential key questions before we can move on. Indeed, discussing
the passing on of a tradition from Valaam to Paris and the US would be
moot if we did not know what that tradition consisted of in the first place.

THE MUSICAL TRADITION OF THE VALAAM MONASTERY

First, we must discuss whether the melodies recorded in the Obikhod should
be called “Valaam chant” or something else. The monks themselves, in the
previously mentioned manuscript of 1821 would appear to have notated
some of their own chants under the label “Book of common stolpovoy
chants” (Obuxoa croariosoro tieHwns:), which would reflect a certain self-
awareness of the fact that their chants were a local rendition of “Stolpovoy”.**
In the foreword of the Obikhod, the monks write that their tradition is born
of the “union of the Great and Small ‘Znamenny’ chants, and of others
also”.” And Bishop Benjamin (Fedchenkov), quoted earlier, described the
style as ““Great Znamenny’ chant with a Northern Russian touch”. There

15 Amutpinn Coaosness, Llepxostoe nroiie 6v Baraamcxoii obumeru (Canxr-IletepOyprs: Vzaanie
CaHKT-HeTep6yprCKaro Enapxiaapnaro Bparcrsa Bo ums IpecssaTsist boropoaniier, 1889), 26.

16 Jopi Harri, “How were stikhera sung at Valaam?”, Journal of the International Society for Orthodox
Church Music 3 (2018): 154.

17 ITaotuukosa, “IleBueckue Tpaauriun Basaamckoro monacteIps,” 319. Johann von Gardner also
writes on the topic of monastic singing that it was an oral tradition, usually unrecorded, passed down
from one generation of monks to the next. lisann Azaekceesnuas I'apaneps, bozocayskedtoe niotie Pycckoil
TIpasocaasnoti Lepesu. Vicropis (Jordanville, NY: TV miorpadia mperr. fwsa ITouaesckaro, 1982).

18 Hierodeacon Roman, “Apxus 6ubamorekn n cobpaHmue pykommuceit Bazaamckoro MoHacTHIps
KaK MCTOYHUKI M3y4JeHNs BalaaMCKOTO HorocayskebHoro meHms,” in Baiaamckuii monacmuipv: 0yxosive
mpaduyuu, ucmopus, kyromypa (Saint-Petersburg: Catncs, Adepsxasa, 2004), 314. Authors’ translation.

19 O6ux00v 00Ho20A0CHVIIL Baraamckazo monacmuipa, vii. Authors’ translation.
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is little doubt therefore that the tradition is essentially “Znamenny”, in
the many forms that the Znamenny tradition might have. The chants
contained in the Obikhod are, however, more than simply “Znamenny”.
Natalya Plotnikova, analysing the traditions of the Obikhod, notes Valaam
also borrows from “Greek, Kievan, Bulgarian and Put”’® (mrytesori) chants,
making the Obikhod fit into the pan-Russian tradition that combines many
of these common chants.

Yet, we cannot escape the uniqueness of “Valaam chant”. In his
“Description of the Valaam Monastery and the turmoil in it” (Onmcanie
Basaamckaro MoHacTBIps M CMyTDh, ObIBIINXDB BB HeMb), St Ignatius
(Bryachaninov) (1807-1867), writing in 1838, qualified the singing in the
following way:

Their own singing, Valaam chant, is something of their own making, a
distortion of Znamenny singing: it is heard in the southern communities
of Russia under the name of “samodelshchina”*. Whoever should wish
to hear this “samodelshchina” can do so in the sketes: there, the zealous
upholders of the Valaam Rule [ycras—in the sense of monastic rule] preserve
this sacred creation in all its inviolability; they give a disgustingly high
importance to it without any respect for set practices and rites.”

The saint’s sarcasm and obvious dislike for Valaam chant aside, we note that
whatever the monks sung on Valaam must indeed have been quite different
from the general Russian tradition to warrant such strong feelings. It was
clear that despite an adherence to wider practices, the style developed at
Valaam was peculiar to them, and not only because of the way in which it
was executed. Indeed, in this same report, St Ignatius also notes the great
clash of two musical traditions in the monastery: on the one hand, the oral
tradition sung by the ‘monks in the sketes” which was a unique Znamenny-
derived tradition proper to the monastery, and on the other the practice
of singing mainstream “Znamenny printed church books”*, which was
being promoted by the hegumen at that time, Fr Benjamin. The tradition
that made it into the Obikhod nearly a century later is, in all likelihood,
that oral tradition of which St Ignatius wrote.

This then raises the question of where this tradition stems from,
something St Ignatius can help us with again. In his “Archaeological
description of antiquities found in 1853 in the monasteries of the St
Petersburg diocese”, he tells us the monastery, despite having been founded
over half a millennium ago, was only re-established in the early eighteenth
century after a century of Swedish occupation. After being re-established,
it burned down in 1754, and was finally rebuilt in stone at the end of that

20 ITaoTHmkosa, “ITepueckue Tpagunyu Basaamckoro monacteips,” 320.

21 The word “camogeasmuna” is difficult to translate but can be interpreted in this context as
meaning amateurish or crude DIY music.

22 Cearureas Vrnatuit (bpsuuanunos), “Onncanne BaaaaMckoro MoHacThIpsl M CMYT, OBIBIIIUX B
neM,” in [Toanoe coopatiue meopenuti u nucem: 6 8§ momax, Tom 3 (Mocksa: ITaaomuuk, 2014), Cratss 4, 487.
23 Ibid., 487. The printed books of Znamenny referred to by St Ignatius are in all likelihood the books

of the Synodal Obikhod in nota quadrata, which after much advertisement and efforts by the Holy Synod,
were gaining traction.
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same century.?* At that same time, in 1781, Metropolitan Gabriel of Novgorod
sent Fr Nazarius (Kondratiev) to Valaam to renew the monastic life there.”
Fr Nazarius was a starets from the Sarov Pustyn’ monastery. It is thus only
from the time of Hegumen Nazarius that we can consider the modern
monastery of Valaam to be properly established, permanently inhabited,
and thriving. It is a known fact that Fr Nazarius brought with him the Sarov
Rule, known for its attachment to mediaeval tradition, austere singing of
Znamenny chants during all offices, and strict following of the typikon. This
will be discussed in more detail below. Whether he also brought with him
the music from Sarov is a different question altogether. On the one hand,
there is a perfectly reasonable argument saying he did. As A. V. Zagrebin
contends, the complete destruction of the mediaeval wooden monastery by
the Swedes in the seventeenth century and the fire of 1754 both make it
highly implausible that Valaam had any proper tradition worth mentioning
in the later eighteenth century. He therefore assumes that the tradition of
Valaam must also have come from Sarov.*

Yet, the Sarov thesis is not entirely satistactory. Most of the chants
from the Sarov manuscript did not actually make it into the Obikhod a
century later, meaning that they might have been briefly introduced in
the monastery, but that they did not get assimilated. This would therefore
hint at the fact that there was already an extant musical tradition prior to
Fr Nazarius’s arrival, and that this tradition would have survived despite
the dire conditions of the monastery in the eighteenth century.” If there
was indeed an earlier, more ancient tradition that survived the attempts
of the likes of Hegumen Benjamin in the 1830 to make it more regular —
in the sense of conforming to the wider practices of the Russian Orthodox
Church at that time — that would make the musical tradition of Valaam
all the more noteworthy. Where then does this tradition come from, if not
from Sarov, an otherwise natural candidate? Indeed, even if the Valaam
tradition is not imported from Sarov, some elements of the Sarov practice
made it into Valaam chant. It would therefore not be too far a stretch to
consider some elements of Synodal practice popular in the early nineteenth
century survived into Valaam chant, and that elements from the traditions
of many other monasteries and centres of Russian Orthodox singing must
have found a way into Valaam chant also, providing thus an explanation
for the formation of the Valaam tradition: the progressive layering and
assimilation of many Russian styles into the practice of Valaam, producing
a unique local blend, the result of which is the tradition of the Obikhod.

24 Cesartureasr Vrnatuit (BpsnuanmHos), “Apxeoaormyeckoe OIMcCaHUe APeBHOCTEN, HallgeHHbIX
B 1853 roay B monactoipsix Cankr-ITerepOyprckoit ermapxun,” in TToanoe cobpariue meoperuil u nucem: 6 8
momax, Tom 3 (Mocksa: [Taaomuuxk, 2014), 391.

25 Urops I'puropresnu Poauenko, “Kyaprypa Basaamckoro MoHacTsIps B cepeause XIX seka.” (PhD
diss., Saint-Petersburg State University of Culture and Arts, 2003), 12.
26 A. B. 3arpebun, “Basaam: OcTpOBOK pyccKOTrO IiepKOBHOTO IleHus,” Eskerognasi 6orocaosckast

koHpepennusa [Ipasocaasnoro Casaro-Tuxonosckoro borocaosckoro IMucturyra 2000 roga (Mocksa:
TICTBM, 2000).
27 ITaoTtHuxosa, “Ilepueckue Tpaaniun Basaamckoro monactsips,” 323.
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The progressive layering and formation of a local tradition, albeit with
a strong ‘Sarov’ colour, seems more plausible than the wholescale
importation of a musical tradition from somewhere else, as the ‘Sarov
thesis” would have it.

Lastly, there remains the thorny question of the practice of singing
at Valaam, and the question of whether the monks sang polyphonically
or monophonically. Although we do not claim to have the answer, it is
important that we carefully consider all the evidence available to us.

The primary sources on the question are very scarce, but not non-
existent, and tend to support the monophonic side of the debate. One such
important primary source is the Rule of the monastery, which Fr Nazarius
brought with him from Sarov, and which was established as the sole Rule
in perpetuity for the monastery with the blessing of Metropolitan Gabriel
in 1784. The Rule, known for its proximity to mediaeval Russian tradition,
as well as to the practices of the Transvolga Old Believers, stipulates that:

Article 2: General monastic rules must be observed both during common
religious services and during private religious services (keaeitHoe
ripasna0) performed in church; moreover it is stipulated a) that all singing
must be “Stolpovoy”; b) that there must be no diaphonic (8 g48a roaoca)
reading or singing; c) that during the canons of the Mother of God and of
the Saints during the Liturgy and Molebens, and during private prayer
(keaeriHOe TTpaBNA0), the responses in the canons of the akathist must be
sung and not read...”

Article 2.b. is of particular interest to us, as the Rule explicitly forbids
polyphony or harmony, depending on the interpretation. The extent to
which this rule was applied will be discussed below. However, we can
say with undeniable certainty that, at a time when Bortnyansky and his
confreres” music a ['italienne was all the rage, no more than 100 miles from
St Petersburg, the Metropolitan of that very city was giving his blessing
to a small coenobitic community to live according to a unique monastic
Rule, closer in its spirit to the mediaeval Russia of Ivan the Terrible than
to the modernity of Catherine the Great. Despite the apparent inflexibility
of the Rule, Solovyov — another essential primary source — contends that
the reality was quite different and depended specifically on how strongly
the hegumen of the time was inclined to enforce monophony, or in fact the
Rule more generally. The choir at the time of Solovyov’s visit consisted of
“basses, tenors, and altos”, a construction which he calls “monastic”. He
reminds his reader that it was previously widespread across monasteries
in Russia.”” Some authors, citing this same passage, conclude that if Valaam
was so similar to other monasteries, its performance of liturgical music
must have been just as mainstream also, i.e., polyphonic in several parts.*

28 Poauenko, “Kyaprypa Basaamckoro MoHacthips B cepeanne XIX Beka,” 12.
29 CoaospeBs, Lleprostoe nrvrie 6o Baraamcioii obumeru, 19.
30 Jopi Harri, “On the Polyphonic Chant of Valaam Monastery,” in Ivan Moody and Maria Takala

Roszczenko, editors, Church, State and Nation in Orthodox Church Music. Proceedings of the Third International
Conference on Orthodox Church Music (Joensuu: The International Society for Orthodox Church Music,
2010), 205.
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On that very same page, Solovyov, however, also writes that

The choir of Valaam did not always use to have this construction.

There were some hegumens who, for various reasons, would not

permit the presence of altos in the choir, and some even found the

division into tenors and basses impermissible; in their opinion,

such singing was already too sweet-voiced for a monastic choir.”
Stlgnatius’s account from half a century earlier tellsus how a hegumen was
removed for his attempt to tweak the Rule and ‘synodalize’ the singing,
precisely because the monks held it in such high esteem. It would then
also follow that they must, in all likelihood, have held their monophony in
equally high esteem. Yet, to say that the musical tradition of the monks of
Valaam was monophonic does not necessarily mean they sang exclusively
in unison, or indeed that they never occasionally sang polyphonically. On
this topic, the famous musicologist Johann von Gardner writes that from
the 1820s onwards, monks in many places began to develop a ‘monastic’
style of polyphonic arrangements of their traditional chants. The authors
of such monastic arrangements include Archimandrite Theophan and
Hieromonk Victor.? It is therefore possible that some form of typically
monastic polyphony — a style which has nothing in common with the
‘Italian secular church style” — also made its appearance on Valaam in the
course of the nineteenth century, despite Valaam’s particular attachment
to monophony.*

There are additionally some important practical considerations that
often escape the attention of most works on the topic. Valaam had (and
still has) many sketes, each having potentially up to two kliroi. What is
certain is that, given the strong emphasis of the Rule on singing even
in private prayer, there must have been a great many number of singers
in the monastery in addition to those in the main two choirs of the
Transfiguration church. In such conditions, having polyphony, especially
of the Western kind, is hard to imagine. These monastics would spend
many hours a day in prayer and having to learn several parts would
have been very impractical. In all likelihood, due to the smaller number
of singers, the sketes sang monodic melodies in unison, in the psalmist
style, or alternatively, if the skill and number of monastics permitted,
sang in what Gardner called ‘monastic polyphony’. Such polyphony is
also monodic, with one or two other voices following the melodic line
at a third and adding a bass. That way, the monks would not have had
to learn any other melodies than that of the chant. To this, one must add
the factor of the personal preference of the monks in the different sketes,
but also of the clergy, which might have strongly influenced the style of
singing in different periods, and in different parts of the monastery.

31 CoaoBreBs, Lepkostoe nivtie 6o Baraamcioir o6umeau, 19. The authors’ translation.
32 Tapaneps, bozocaysxedroe nrvtie Pyccicoii Ilpasocaasnoii Lepxeu. Vcmopis, 299.
33 Ibid., 118.
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Illustration 2. The skete of St Abraham of Rostov, Valaam Monastery. Suspected author: the
monastery’s own photography studio. 1900.

It is however very likely that the situation in the main church was
different. Solovyov notes that as many as fifty singers would come together
for services there*, a statistic that is confirmed by Metropolitan Benjamin
(Fedchenkov) a decade and a half later. The composition of the choir into
several voices/parts would have allowed monophony at the octave, in two
or three octaves depending on the range of the singers, and also certain
types of polyphony: both harmonized in the Western style, but also of a
different nature. Here again we must turn to Solovyov who writes:

34 ITaotHmkoBa, “Ilepueckue Tpaaunyu Basaamckoro Monacteips,” 324.
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There is here [at Valaam] a different kind of polyphony, not as much in the
sense of their application of the rules of harmony, as in the sense of the
contrapuntal character of their diaphony, triaphony and other harmonic
and melodic movements.*

To sum up, the tradition which is contained within the Obikhod and
which, despite two world wars, a revolution and the forced exile of many
thousands of people from from their motherland, and which is perpetuated
through it in centres of Russian spiritual culture such as St Sergius in
Paris, is essentially three things. First, it is Znamenny, albeit incorporating
other Russian chants; the whole rendered with a unique local flavour, and
with ornaments and editions of their own making. Second, it is in part
from Sarov, but mostly from all over Russia. Valaam is not a place that
has produced its own original melodies, but rather it is the product of
many traditions meeting at different times. And last, it was in its essence
monodic, with a very strong original attachment to mediaeval Russian
monastic practices. As the whole of Russian sacred music was assuredly
walking towards its current form, the coenobitic community of Valaam
conscientiously and deliberately made the choice of a more ascetic style
of church singing, centred on traditional chants resulting from their oral
tradition. The monks performed these either in unison or accompanied by
other voices.

THE MUSICAL TRADITION OF THE PSALMIST’S COMPANION

In contrast to the Valaam Obikhod, the “Psalmist’s Companion”, which
was also used extensively at St Sergius in Paris, is composed of chants
from famous publications such as the Synodal Obikhod written in square
notation or the “Annual cycle of ‘common chant” chants of the Moscow
diocese” (Kpyrs niepkoBHBIXD ITBCHOITBHIN 0OBIYHaro Harrbsa MocKoBCKoOI
ertapxin®). Aside from Muscovite chants, the editors of the Sputnik also
included in it various regional styles, but with a marked preference for
“Great Znamenny” chant. The aim of Archbishop Arseniy (Stadnitsky)
of Novgorod (1862-1936), who headed the compilation of the Companion,
was to breathe new life into the institution of psalmists. Part of this process
is also visible in his organizing pilot psalmist schools first in the Pskov
and then in the Novgorod dioceses. Between 1913 and 1916, not only was
the Sputnik published thrice; it even earned the praise of the Sovereign
Emperor.”

The Valaam Obikhod and the Psalmist’'s Companion are very
different in nature, despite both capturing aspects of Russia’s sacred

35 CoaoBweBs, LiepkosHoe niviiie 6v Baraamcioi ooumeau, 20. The authors’ translation.

36 The Synodal Obikhod in nota quadrata was published in 1772 in four books: Obikhod, Irmologion,
Octoechos and Dodekaorton.

37 The history of the “Psalmist’s Companion” as well as measures to streamline church singing

at the turn of the 19th and 20th centuries, are discussed in great detail in the new book: Xoposvie cvesdur,
obuiecmea, Kypcul. Pycckast AyxoBHas My3bIKa B JOKyMeHTax 1 MaTepuasax, Tom VIII. Kunra. 2. Hayunsri
peaaxtop C.I. 3Bepesa, IIOAIOTOBKA. TEKCTOB, BCTyInUTeAbHbIe cTaThyt M komMeHTapun C. I'. 3sepesoit,
A. B. /leGeaepont-Emeannon. Mocksa: VM3aateasckuit dom “ACK”, 2021.
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musical tradition. The compilers of the Companion aimed to safeguard the
oldest chants available — Great Znamenny, Small Znamenny, Kievan, Greek,
Abridged Greek, Bulgarian — through a rigorous process of tracing back the
old Russian tradition to its oldest still decipherable roots, mainly through
the Synodal Obikhod. It is therefore a reflection of a written tradition. The
oral traditions which existed everywhere in Russia, Valaam being one
such example, where considered by some to be corruptions of the original
mediaeval traditions, and thus less worthy. It is therefore interesting to note
that after the Revolution, the tradition of Valaam recorded in its Obikhod
was received on terms equal to that of the Synodal Obikhod. The spiritual
authority of the monastics from Valaam, who dispersed to different countries
after the Revolution, also played no small part in the recognition of the
melodic heritage of Valaam.

KEY FIGURES AND THEIR ROLE IN THE PRESERVATION OF ANCIENT PRACTICES IN
THE DIASPORA

Some information about singing on Valaam and the significance of this
centre of church singing for the Russian emigration between the wars can
be found in the correspondence of Mikhail Osorgin with Alfred Swan
(1890-1970), a Russian-born English American. (The reader will be able to
find a few individual letters from this epistolary exchange appended at the
end of the article) After graduating from Oxford and from the Petrograd
Conservatoire, Swan moved to the United States where he immersed himself
deeply in the study of Russian music.

The correspondence between Swan and Osorgin started after the
former wrote to the latter asking him for a copy of the pre-revolutionary
“Psalmist’s Companion”; he most probably knew that ancient church chants
were sung at St Sergius, using this book. From this same correspondence,
we learn that Osorgin had a deep appreciation for the singing tradition of
Valaam.

Osorgin also invited his addressee to dive deeper into sacred music and
pointed to the Valaam Monastery as a place where the Russian church singing
tradition was preserved and where one could learn to perform liturgical
singing in the ancient style. The very first time they met, in Paris, in 1933,
Osorgin gave Swan a copy of the monodic Valaam Obikhod, and warned
him that many chants sung even to that day in the monastery remained
unpublished and were still only performed by the monks from memory.
However, as he writes, the monastery’s singing tradition was slowly dying
and was on the verge of complete disappearance “if the monastery were to
close, which is the aim of the Finnish government’s policy”*.

Indeed, this primordially Russian monastery ended up on the territory
of Finland after the revolution in Russia. Falling historically under the
Grand Duchy of Finland, in the Russian Empire, the island of Valaam was
naturally integrated into the newly independent Finland in 1917. Several

38 M. M. Ocoprus, ITucsmo k A.A. Csany, 6 (23) cents16ps 1933 roaa. Cf. The appendix.
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things are known about Valaam in the years immediately following the
revolution. It became a refuge for many emigrants fleeing the Bolsheviks
and the Civil war and was widely known as such in the Russian diaspora.
It also fell under the jurisdiction of the Finnish Orthodox Church, which
gained autocephaly between 1921 and 1923. This latter point was especially
contentious, as the Finnish Church decided on a number of reforms such as
the change of calendar from Julian to Gregorian, and the use of Finnish as
the liturgical language. A number of monks, as well as the leadership of the
monastery were very unhappy with these changes, leading to over a decade
of fighting. The monastery was eventually evacuated in 1940.

What is also noteworthy is the mediatic void surrounding Valaam
in the postrevolution years. Whereas in the early twentieth century,
Valaam was a bustling centre of missionary activity, pilgrimages, and the
headquarters of two Orthodox Brotherhoods¥, in both the secular and the
religious periodicals of the Russian community in Finland in the 1920s, the
monastery appears to be dead in comparison.*® That said, we know that
visitors were a common sight on the island at least still until the later 1930s,
as some of the letters in our possession that had been sent to Swan testify.

In August 1934, Alfred Swan and his wife, the author Ekaterina
Rezvaya, left for Valaam. Both the monastery itself and the surrounding
Russian life left a deep and indelible impression on Swan:

This is an entire enchanted world filled with grace. An untouched fragment

of old Russia”, Swan wrote to Osorgin on 17 August 1934, from Valaam.

“Everything is here, as in the old days. I study the details of their church

service on the spot, I sit in the library ... I found an Octoechos, a Triodion,

an Obikhod (the Irmologion I already received from you), I read melodies, I

sing along with them, I find charming transitions in their music.*

However, the singing of the monks was no longer what it was before the
Revolution. As Swan writes in that same letter, the singers had completely
switched over to four-part polyphony, which they found easier to perform
than the unison they practiced in the old days. While already disappointed,
Swan’s impressions of the singing on Valaam darkened even more two
weeks later.
With the exception of the wonderful ringing of bells, there is no music on
Valaam now. In the absence of Russian singers, everything is creaking at
the seams. The choir director waved his hands but could not do anything.
True, he could have made the few singers he had sing more enjoyably by
not combining a major with a minor, as they alas often do. And there are
no ancient chants to speak of, apart from the occasional hint of something
good here and there, but for the most part it is an unimaginable mess.**

A recording of the singing of the monks of the Valaam monastery made in
the 1930s has survived to our time, allowing us to get at least a distant idea

39 Ipasocaasrotii coopruic, 1910, No2, 34; [Ipasocaasrwiii coopruix, 1910, Ne3, 33-35.

40 Aucmox Pyccxoii Kororuu, 1927, anipean 24—-No 12.

41 A. A. Csan, [Tucomo k M. M. Ocopzuny, 17 asrycra 1934. Written by Swan in Valaam.
42 A. A. Csan, [Tucomo k M. M. Ocopzuny, 2 centsadps 1934. Written by Swan in Valaam.
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of how the Valaam monks sang when the death knell of the Monastery’s
musical tradition rang.*®
The study of the manuscripts of the Valaam Monastery, and the
ensuing long correspondence with the monastery’s librarian, Hierodeacon
Jovian (JMysuan) (Krasnoperov) (1880-1957), largely determined the path of
Swannot only as a researcher of Russian mediaeval music and as a composer
of sacred music, but also as a Christian, who converted to Orthodoxy in the
late 1930s. The letters of the humble Fr Jovian, who spent fifty-eight years
of his life on Valaam, contain almost no information about singing in the
monastery. But the Father Librarian did supply Swan with sheet music of
Valaam chants.* In an effort to support Swan'’s scientific endeavours, we
learn from their correspondence that he also sent him a number of other
publications.* Fr Jovian also helped M.M. Osorgin to acquire some of the
books he needed for his teaching at St Sergius Institute, and, in addition
to this, gave recommendations to Swan about which places in the Russian
diaspora he should visit in order to become even more familiar with
Orthodox church singing:
Since your work, dear Alfred Alfredovich, on Orthodox church singing
is very valuable and important, for the good of this business it is very
necessary that you visit the Orthodox monasteries of Yugoslavia,
Czechoslovakia and even Poland, where one of the lavras of the former
Russian Empire is located, namely Pochaevskaya. A visit to these
monasteries will familiarise you with Orthodox church singing. I do not
have accurate information about the monasteries in Novi Sad and Skopje,
but if you are in Belgrade, you can get comprehensive information about
all the monasteries in Serbia there, which in one sense or another are
remarkable in terms of church singing. When visiting Czechoslovakia,
be sure to visit the Orthodox Mission in the Carpathians, which is near
Vladimirov — this is the brainchild of Archbishop Vitaly, who is famous in
America, and works a great deal for the Church.*

As far as we know, before the outbreak of World War 1II, Swan made a
pilgrimage to the monastery only once more. In June 1936, he visited the
Pskovo-Pechersky Dormition Monastery, located in the Pskov province,
part of which, together with this monastery, ended up being in Estonia.
The Pskovo-Pechersky monastery, which on the eve of the revolution was
small in terms of numbers (in 1913 there were 28 monks, 25 novices and 22
workers in the monastery), finding itself on the territory of a foreign state,

43 The link to this video can be found on YouTube and similar platforms online.

44 In the music Fr Jovian gave to Swan, one can find among others the 4-part harmonized “Sbornik”
of 1902 mentioned earlier in this article.

45 Here is a non-exhaustive list of books and notes Swan received from Fr Jovian: ITotyaos Huxoaait

Muxaiiaosma. Coopruk tepkosnox necronenuti. Bein. 1 m 2 (Mocksa, 1878/82); Exmenuu u nexonopote
kpamiue necnonenus na boxecmeernoi Aumypzuu (CI16, 1900); Kopcakos Amutpuii Aaekcanaposnd. V3
skusnu pyccxux desmeneii (Kaszams, 1891); Iaseanckuit I'eopruit Vsanoswuy. O Boze u Ezo Tlpasde (Codus,
1938); Mancseros VBan Jdannaosmd. O nocmax Ilpasocaastoii socmourioti Lepisu (Mocksa, 1886); Psxckuit
Azexcanap Amurpuesnd. YueOHux 1,epko6Hozo nenus. 2-e uzganue (Mocksa, 1894).

46 Monax Wysuan, IMucomo x A. A. Ceary, 14 (27) moasa 1935. University of Virginia, Special
Collections Division, A.J. Swan coll., Ne 10093. Folder: Correspondence. The monk Iuvian (from Valaam
monastery).
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acquired a special spiritual meaning in the eyes of Russian emigrants. The
singing of the monks of the Pskovo-Pechersky Monastery was not as famous
as that of their counterparts of the Valaam Monastery. Nevertheless, old
manuscripts, the study of which became the purpose of Swan’s trip there,
were kept in the monastery’s archives.

Illustration 3. Pskovo-Pechersky Monastery.
Photo taken by Swan himself during his stay. 1936.
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Illustration 4. Pskovo-Pechersky Monastery.
Photo taken by Swan himself during his stay. 1936.

It should be added that the monastery was a spiritual centre not only
for numerous pilgrims from various émigré Russian colonies, but also for
the indigenous Russian Orthodox Baltic population. Finding themselves
a minority in the newly formed Baltic states, Russians were drawn to
Orthodox churches, organised church and secular choirs, orchestras,
educational societies, schools, and annual celebrations for the Day of
Russian Culture. One such celebration took place in June 1939 at the very
walls of the Pskovo-Pechersky Monastery.*

Swan and his wife were carried away by the folkloric singing in the
region. The result of their interest was Swan’s recording on his phonograph
of samples of a wedding ceremony in the village of Gorodishchi, the
publication of a collection of songs arranged by Swan®, and a host of
musicological studies.” The magnificent stories of E\V. Rezvaya “Pechora
Territory” and “Izborsk”° also contributed to the list of Russian literature
dedicated to these unique Russian reserves in foreign land. In a story about
the Pechory, she wrote:

Here there is still a fragment of Russia, of its great spiritual culture. Only

by clinging to this spiritual culture, the main foundation of which is

Orthodoxy in its high images, can we be saved.”

47 Coopruk 6mopozo 6cezocydapcmeeriiozo caema pycckux xopos 6 cmonuu, 1-2 utors 1939 2. ¢ Ilemcepu
(Meuepor). (TapTy: V34. KoM. 2-T0 BceToc. caeTa PyccKux Xopos B Dcronun, 1939).
48 A. Cpan. CoopHux pycckux napoonvix necet. [/lecsiTh pycCKUX HapOAHBIX TeCeH U3 AepeBHMU

T'opoaume ITegopckoro yesga ©. IlckoBckoir rybepHmu. 3ammcaa B HapOAHON TapMOHM3aIfuu (IIpu
oMoty ¢poHorpada) 1 IepeaoKIa 441 OJHOTO T0A0ca C CONpoBoXKAeHneM ¢poprennano A. CsaH 2eToM
1936 roaa.] (Aermaur: Viza. M. beastesa, 1939).

49 Including: “The Nature of the Russian Folk-Song,” Musical Quarterly, xxix (1943): 498-516; Russian
Music and its Sources in Chant and Folk-Song (London: J. Baker; New York: W.W. Norton & Co., 1973).

50 Exartepuna Baagumuposna Csan (Pessast), Cmamuvu. Pacckasvl. Onucanus (Heio-Vopk: m3a. uM. A.
I1. Yexosa, 1944).

51 Csau (Pessast), Cmamou. Pacckasvl. Onucarus, 20.
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On 17 June 1936, Swan also paid a visit to the Riga Old Believers. He was
lucky to be there at a time when the Old Believers performed not only
Znamenny chant, but also the rare Demesvenny chant, which struck the
researcher with its unusual sounds. He records his impressions, writing
that,
It was a strange chant altogether. Could it have been a Kondakarian chant
of the kind that had disappeared in the fourteenth century? It was jagged,
theatrical, full of chromatic and ultra-chromatic passages, and quite unlike
anything else.”
In conclusion, it may be added that those Russian church singers who
found themselves in the Baltic States in the Novgorod and Pskov provinces
continued to use the Sputnik actively and widely in their church services.

THE VALAAM OBIKHOD AND PSALMIST’S COMPANION IN PARIS AND
JORDANVILLE TODAY

Fr John Drobot, the protodeacon of St Alexander Nevsky Cathedral in Paris,
who sang at the St Sergius church in Paris from 1975 and did so for twenty
years, explained the Parisian use of the “Psalmist’s Companion” thus. At
Vespers, they sang from it the opening psalm, the prokeimena and the
“Hail Mary”; on Saturday evening All-Night Vigils, they sang dogmatics
from it; at the Pre-Sanctified Liturgy, they sang “Let my prayer arise” (all
the rest of the chants of the Pre-Sanctified Liturgy were sung according to
the Valaam Obikhod); and they sang from it also for Great Lent Saturday
memorial matins. Most of the chants at St Sergius were borrowed from the
Companion. Fr John however specifies that “we did not actually use it; we
sang from memory”.

Information about the widespread use of the “Psalmist’s Companion”
in parishes of the Russian Orthodox Church Outside of Russia was given
to us by Archpriest Fr Andrei Papkov, the Chairman of the Church Music
Committee of the Synod of the Russian Orthodox Church Outside of
Russia. In addition to the Companion, he also tells us the Valaam Obikhod
was not unknown to the choir of the Holy Trinity Monastery in Jordanville.
The services were sung there following both anthologies in elementary
harmony, which is commonly called “psalmist’s harmony” (apsuxoBckas
rapmonus). From an interview with N. M. Osorgin (Osorgin’s son and
heir to the work of M. M. Osorgin in both the St Sergius parish church
and the Theological Institute), we learn however that, sometimes, chants
were also sung monophonically.”® As Fr John Drobot, who sang under
Osorgin’s baton for a long time, tells us, “we always sang in unison the
Znamenny chant Dogmatikoi for the Theotokia on Saturday vespers, all
Resurrectional troparia for matins after the Greater Doxology, the stichera
for the Forefeast of the Nativity, the podoben “Proceed O Angelic Powers”,

52 Csan Aandpea. ITenue ¢ I'pederiujuiosckoil 00usurie 6 Puze, University of Virginia, Special Collections
Division, A.J.Swan coll., No 10093. Folder: A.J. Swan’s notes.
53 ITepxosHoe menne 3apyoexxns. beceaa ¢ Hukoaaem Ocoprunsv. Link: http://internetsobor.org/

index.php/stati/iz-raznykh-istochnikov/tserkovnoe-penie-zarubezhya-beseda-s-nikolaem-osorginym
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the Easter stichera, and occasionally, certain Zadostoyniki and the Greater
Doxology. All these were sung using the Synodal Obikhod in nota quadrata.
Stichera such as “Proceed O Angelic Power” were sung directly from the
Menaion, i.e, without any music in front of us. We also sang the troparion
for Mid-Pentecost from the Valaam Obikhod. If we sang in unison, it was
always absolute and clean, never at the octave.”

CONCLUSION

Thus, the spread of the Russian church singing tradition in the twentieth
century received a strong impetus after 1917, on account of the formation of
numerous Russian Orthodox colonies and the building of many churches
outside of the USSR. As for the above-mentioned “Psalmist’s Companion” and
“Valaam Obikhod”, they became essential to Alfred Swan’s scholarly work
in the United States, but they also formed the basis for the musical tradition
of St Sergius in Paris and of the Holy Trinity Monastery in Jordanville, NY.
According to the clergymen we interviewed who sang in the choirs there,
both these manuals, as well as the Synodal Obikhod in nota quadrata, came
to be used extensively in the churches and monasteries of the Russian Church
Abroad during services until the very end of the twentieth century. In this
way, these models of the great Russian melodic heritage found a new life
far beyond the territories in which they were originally born and developed
over many centuries.
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APPENDIX

APPENDIX 1: LETTER OF MIKHAIL M. OSORGIN TO ALFRED A. SWAN.>*

6 (23) centsa0ps 1933 roga. Ilaprok, Cepruesckoe 1ogBopre.

Aoporoit Aasdpea Aapppesosnd!

[Toayuna Bame mmcemo ot 14/IX ¢ GoablmuMm orosgaHmeM, Tak Kak Ha
HECKOABKO JHell ye3Xkaa OTAOXHYTb B AepeBHIO, Ky4a OHO MHe OBLA0 IlepecaaHo,
U He 3acTaB MeHsI TaM BHOBb Ob110 IlepeoTiipasaeHo B [loaBopne. Heckoabko gHern
IIO €0 OAYYeHIM 51 COMHEBAACsl, CTOUT AV OTBeYaTh Ha HETO I10 CYIIECTBY, TaK Kak
AOBOABHO Oe3Hae>KHO Ha OyMare 4aTh Ha Bee Bariy BompoliieHis mcyeprbiBaroniye
OTBeThl, KoTOpble Obl Bac yaoBaeTsopuan. OgHO MHe CcTaA0 SCHBIM: KOHEYHO, ABYX
PasroBopoB HamMX ObLIO AaAeKO HeA0CTaTOYHO AAsl TOTO, YTOOBI IPUITH KO
B3alIMHOMY ITOHMMAaHUIO U CoraareHnio. YtoOwl He oropuats Bac pemma see >xe
B KOHIle KOHIIOB IO IIyHKTaM OTBeTUTb Ha Barm Boripocsl; O0IOCh, UTO MHe He
yAaCTCsl AOCTUTHYTDL TeX MAU APYTMX BEPHBIX Pe3yAbTaTOB, KOTOpbIEe MMeAU Obl
MeCTO IpY HelloCpeACTBeHHOM OOIIeHMI.

1. OrHOCHTEABHO 3ammcy BaJaaMCKMX VM KapHaTOPOCCKMX POCIIeBOB B,
KOHEYHO, He TaK MeH: IIOH:AAM, HO U /eHNncoB™ TakKe He Ipas. Yro Koe-kKakue
pOCIIeBEI 3amycaHbl — 9TO (PaKT, TOMY 40Ka3aTeAbCTBO XOTs OBl TOT «BazaaMckuii
0011X04», KOTOPBIN 51 BaM 11ocaaa Ha ImamsATh O Halllell IIepBOIi BCTpede U1 KOTOPBIIA,
Hageroch, Bamu moayuyen. Kpome storo O0mxosa ecTh elje HeKOTOpbIe Bellll,
3anycaHHbIe 13 Ba1aaMCKOIO perepTyapa, eCTh 4a’ke Koe-4To IepeaoKeHHoe Ha 4
roaoca (04eHb I110X0 ¥ HeYAaqHO, MeXAY IIpOUNM).

V3 xapmnaTOpOCCKMX HalleBOB, HACKOABKO MHE M3BECTHO, 3allMICAHHOIO WU
I1€9aTHOI'O MaTepyajla 3Ha4uTeAbHO MeHbIe. Ho He B 5TOM CyTh: 4TO ITOYTH COBCEM

54 The letters of M. M. Osorgin to A. A. Swan published in this appendix can be found in the University
of Virginia, Special Collections Division, A. J. Swan collection, No 10093. Folder: Correspondence. M. and E.
Ossorguine. The complete correspondence between A. A. Swan and M. M. Osorgin as well as selected letters
of monk Jovian to A. A. Swan will be published in the 1st book of the 10th volume of the series “Russian
Sacred Music in Documents and Materials” (Pycckast AyxoBHast My3biKa B 4OKYMEHTax U MaTepuasiax),
which is currently being prepared by the authors of this article.

55 He refers to the famous Parisian singer and regent I. K. Denisov, who on the eve of the Russian
revolution was a soloist at the Mariinsky Theatre in St Petersburg. During the émigré period of his life
he sang in the famous quartet of N. N. Kedrov and founded his own quartet after the latter’s death in
1940. In his younger years, he was an altar boy at the Holy Trinity St Sergius Lavra and also visited other
monasteries, including Valaam, where he returned to as a pilgrim even after the revolution. Osorgin and
Denisov maintained a close relationship by virtue of the fact that the latter directed the student concert choir
of the St Sergius Theological Institute, with which he toured in the 1930s to raise funds for the Institute.
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HEeM3BeCTHO Y KapIlaTOpPOCCOB — 9TO MX MHOTOYMCAEHHBIe TIOAODHBI, yTpadyeHHbIe
Aaxke crapooOpsigllamMy; X cAelyeT Ha MecTe coOMpaTbh U Aake ObITh MOXKET C
TPY4OM pasbICKMBaTh. MHe He4aBHO 1104, PyKy IIOIaAM ABa TaKMX KapHaTOPOCCKUX
I1acOBBIX II0400Ha, M3yMMTeAbHbIe II0 KpacoTe 1, cMelo Bac ysepurs, HUKOMY
HEV3BeCTHBIE, ¥ TaKMX MHOTO.

Sl cumralo, 4TO coOMpaHMe U MCIOAHeHMe TaKMX IOAOOHOB eCcTh OgHa U3
HPsIMBIX LIeAeN IIpoIlaraHAVpoBaHus ctaporo nenms. To >xe xacaercs u Baaaama:
UX II0O400HBI ¥ MHOTOe apyroe ¢gurypupymomee B O0Mxoge, TO ecTh, Criocod mx
TaMOIIIHeTO VCIIOAHeHMs, He u3JaHbl. A BeAb Basaamckumii MOHaAcCTBIpL Bceraa
CAaBIACS CBOMM IIeHNeM, ¥ O4HOTOA0CHOe IlepeJasaHue Meaoanu B O0mxose 4a4eKo
He JaeT TO, YTO CaMbIll MOHAIIIeCKII CITIOCOO MICIIOAHEeHNs, IlepeAaBaeMblil OT CTapbIX
MOHAXOB MOJOABIM M CKOPO AO/AXKEHCTBYIOIINII COBCEM MCYE3HYTh C 3aKPBITVIEM
MOHACTBIPs1, K YeMy CTPeMUTCs HOANTUKA (PUHASHACKOTO ITPaBUTeAbCTBA.

2.Ouem Brrxotute, utoOb! 51 croBapuaacs ¢ Kysemiruem? (Kerary, y MeH:1 c HUM
BIIOAHe XOpoye oTHomeHus.) I Ipexx ae Bcero, B 004acTyt cTapoii 1IepKOBHO MY3bIKI
51 aDCOAIOTHO He CYMTAIO €ro 3a aBTOpUTeTa U COBePIIeHHOTO MHAKO C HUM MBICAIO. A
3aTeM, MHe C HIM, KaK C OBIBIIIMIM apTHUCTOM MapumHCcKoi oriephl, CYUUTaIONUM ceDst
KOMIIeTeHTHBIM, O4eHb TPYAHO, a IIOTOMY U HeIIPUATHO pa3roBapusarh O AI00MMOII
MHe My3bIke. Korga oH HaumHaeT 4To-HMOYAb AOKa3bIBaTh MAM yTBEPXKAATh, VAN,
HAKOHeIl, CChLAAThCS Ha CBOIO IIPAKTHUKY, YTO 4451 MEHS OIIpeAeAe€HHO HeBEPHO U He
TaK, 51 HUKOIAa He CTaHy II0AAeP>KMBATh C HUM CIIOp, IIPEAIIOUTY Ay4dIlle YCTYIIUTD I
3aMOA4aTh, OBITh MOXeT, BO Bpe/, geay. KyspMud oueHb MILABIN YeA0BeK, T0A0C ero
XOPOIIINIT, HO IIOVIMUTE, YTO OH ITPEXK A€ BCETO APTUCT, KOTOPHIN C TAKVM K€ a3apTOM
U OXOTON CIIOeT IOApsiJ KaKOM-HUOyAb AOTMaTHUK (eIje cO CBOMMI BapuallyisIMI)
1 KoHLepT BopTHSAHCKOTIO, a 445 MeHs ®TO — HOX B cepane. OH, KCTaTy, y MeHs
He/JaBHO 40ATO CuAed, 51 9TOT BU3UT OLleHN 4, Kak Bae Bansiane. CoBeToBaacs OH cO
MHOI1, YTO BKAIOYUTD B IIPOrPaMMYy BBICTYILAEHUI CTYA€HYeCKOro xopa B [oaaananm.
5 OXOTHO Aaa eMy pasHble COBeTbl, HO OILAThb-TakM He B 9TOM CyTh. (CM. 3-11 IIyHKT.)

3. Kak Bpr xotmre, 4T00BI CTy4eHYeCKMII Halll XOp CIleA CTapyl0 MY3BIKY
0e3 COOTBeTCTBYIOIIETO BOCHMTAHMS U IIOATOTOBKM? VIcrioaHeHme 9TOi MyS3BIKH,
IIOCTeIIeHHO yTpadlBaeMOl — Bellb HaCTOABKO TpyAHas M CIlellMaAbHas, 4TO
BOT II0YEeMYy S CUMTal0 HeOOXOAMMBIM OpraHM3alii0 HeOOABIIOrO sigpa IIeBUNX,
MaTepraapbHO OOeCIIeYeHHBIX, C KOTOPhIMU CAeAyeT IIpoJeAaTh COOTBETCTBYIOIIee
My3bIKaAbHOe OOy4eHIe 1 O4eHb TPY4HYIO paOoTy, cKkopee aga’ke BecbMa CKY4YHYIO,
KOTOpas 445 HEKOTOPBIX 3 HMX B Hadae Oblaa Obl, BeIpaskasch Bammmu caosamy,
«IIeHVeM M3-TI0/, MaAKI» pajM TOABKO 3apaOoTka. Toabko IpogesaB ¢ DOABIINM
TepIieHreM STOT CKYYHBIN U TPYAHBIN II€PMOJA, MOXKHO PacCUMTBIBaTh IOAYYNUTh
U3 HTUX IIeBYMX, ITOHABIINX Y ITOAIOOMBIINX KPacoTy 9TOM MY3bIKM — (paHATHKOB,
KOTOpbIe ABAAANCh Obl OAaroBecTUTEASIMU Ha BeCb MUP es1 KPacOThl M CTaAu Obl
CcaMOOKyIIafomelt ceOs opraHm3aliyert, He MMeIOIell KOHKYpeHLIUI. [...]

4. Ha Bamr yeTBepThII IyHKT O HEBYMX 3a I1AaTy 5, Ka’KeTCs, AOBOABHO
SICHO BBICKA3aACsl B IIpeablaylieM HyHKTe. /00aBAro, 4TO s, KOHEYHO, He JAeAaio
ce0e MAAIO3MIL, 9TO HaTV OeCIAaTHBIX AI0OUTeAei 4451 OOydeHMs U IIAM(OBKI
II0 TeIepelHuM TPYAHBIM MaTepraAbHBIM BpeMeHaM — Bellb HeBO3MOXKHasl.
IlogymaiiTe TOABKO O TOM, 4YTO IIpOo(pecCHOHaAbHBIE Bpaul, IeHepaAbl, YTOOBI
3apaOoTaTh ceDe Ha KycOK xaAeDa JOAKHBI C yTpa 4O Beuepa He IIO CBOeMy
Ha3HaYeHMIO AO0BOABbCTBOBATLCs KaKOM-HMOyAb TPsI3HON 3aBOACKON pabortoin! B
TaKOM >Ke IIOAOXKeHMM HaXOAATCA M AI0OUTeAN LIePKOBHOIO IeHMs, AASl KOTOPBIX
Oopnba 3a cyljecTBoBaHMe TaKXKe OCTPO CTOUT, Kak U aas aApyrux. Ilotomy Ha
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AAVTeABHBIV KePTBeHHBIN ITOPLIB C X CTOPOHBI ObLA0 OBl Oe3yMIUeM pacCaUThIBATh.
Sl Beab 10aaraio, 4TO AAs YCIEIIHOTO pe3yabTaTa IOAIOTOBUTEABHOIO IIeproja
cAeyeT TOCBAIIATh IeHNIO He MeHpIlle 2-X YacoB eXXeAHeBHO, 1 1ocae roja, bor
AACT, BBIIAYT XOpOIINe pe3yAbTaThl. /A5 BCeCTOPOHHETO BOCHUTAHNs 9TOIO sApa
IIeBYMX HeoOXOAMMO, II0-MOeMy, OpPTraHM30BaTh A4 HUX I0e34Ky Ha Bazaam u B
Kapniatopoccnio, 4To0bI MM 1 Ha 4y>KOI MpakTHKe IoydnThes. OOydeHune 5Toro
Xopa A0AXKHO IIpecaesoBarh JABe IlapalleAbHBIX 3aJadll: 3HaAMeHHOe U KMeBCKOoe
IIeHre CO BCell MX CTPOTOCThIO, U PsIAOM C BTUM O0/ee COBpeMeHHOe I IPOCTOoe
Xoporiiee 00UxoAHOe HeHue B 4-roa0cHOM ucroanenun. Ecam Opr bor mpusea
KOIJa CO3JaHle TaKOIO XOpa, OH JOAKeH Obla Obl U B LIEPKBM U B KOHLIEPTaX U
Ha AeKLMSAX 3HAKOMMUTh Macchl C ODeMMI STUMM OTPacAsSMIU HaIlero PyCccKOTO
LIEpKOBHOI'O TIeHMAL[... ]

B sakaiodyeHme BBICKaXKy OAHO CBOe cOOOpa’keHHe, KOTOpoe, OBITh MOXKeT,
Bam nonpasurcsa u moxer Bam npurogutscs. Ecam Ber pemmre opranmsosars
niepyeckoe s14po B [laprke, MHe Ka>keTcsl IpaBuAbHee BCero OblA0 OBl CBSA3aThCA U
BOVITU B COTAallleHIe CO CYIIIeCTBYIOINM 34ech 00111ecTBOM «/IKoHa». DTo 00111eCTBO,
OpraHNM30BaHHOe HEeCKOALKO /JeT TOMY Haszag (aHaTMKaMU I AIOOUTeASIMMU
CTapoyi MKOHOIIVCH, MIMeeT CBOMM IIpeACTaBUTeAeM O4YeHb MILAOTO, KyABTYPHOIO
crapooOpsiatia, HeOesp3BecTHOTO Balaanmupal Ias[aoBnual PaOymmackoro. Llean
DTOrO OOIIIeCcTBa — BCAYECKM OOLIPATDH ACKIM MY, BRICTaBKaMI, OOy4eHUeM I T.A.
XOPOIIIYIO CTapyIO MKOHOMNCE. YBepeH, uTo o011ecTso «/IKoHa» ¢ pacripoctepThiMu
OOBATUAMU IIPUMET II04 CBO€ IIOKPOBUTEABCTBO HTOT OPTaHU3YIOIIUIICS XOP,
TakK Kak PaOyImHCcKmil HeO4HOKpaTHO IIpearaa ¥ IPOCA MeHs B3SATh Ha ceOst
VHUIMATUBY OTKPBITHS IIpU UX OOIIecTse (puAnaabHOIO OTAeAeHUs AI00uTeaen
craporo IeHus. Sl Bcerga Bo3pakaa eMmy, yTBepK4as, 4TO TaKoe OTJeleHue
0e3 coOoTBeTCTBYIOMIMX (PMHAHCOB He CTOMT OTKphIBaTh, HMYero He BoliideT. o
OKOHYaHIM OOpa3oBaHMsA Xopa o0mecTso «/IkoHa» Moraa Obl Ha IEPBBIX HOpax
AaHCHPOBaTh™ BBICTYILAeHMs Xopa B Ilapioke myrtem ycTporicTBa AeKImii c
IIeBYeCKVMU MAAIOCTPpaLsIMH, LIEPKOBHBIX BBICTYIIACHMII (BO BCeX IOPUCAVMKIISIX)
n koHneptoB. IlpakTmyeckn ke pacxogoBaHMe JeHer, KOTOpble Bbl Moram Obr
Pa3A00bITh OT KPYIHBIX >KepTBoBaTeJeil Ha IIepro/ OpraHM3aluy 1 oOydeHue
XOpa, HaX0AMAOCh OBl B pacIOpPs>KeHNM OOIeCTBeHHON COAMAHON OpraHu3aIn
11 9aCTHBIN XapaKTep MCKAI049aAcs Obl, 4TO KpaliHe BaxkHO. Bot xasxercs n Bce. Ha
DTOM KOHUY CBO€ AAMHHOe IIOCAaHMe, IIpOCs IepejaTbh MOV CepACUYHbBIN IPUBET
Bammeir cynipyre, a Bam >xeaalo ot gy BCs9ecKoro ycriexa.

Bamr M. Ocoprum.

APPENDIX 2: LETTER OF ALFRED A. SWAN TO MIKHAIL M. OSORGIN>?

17 aBrycra 1934. Basaam
Aoporonn Munxana Mnxaiaosuy,

[Tnmry Bam ¢ Basaama. D10 1eaplli 3a4apOBaHHBIN MUP, IIPEVCIIOAHEeHHBIIA
Oaarogatu. Herponytsii ockoaok crapoit Poccun. Bee 3aech, kak B mmpeskHee
BpeM:1. VI3ydaio Ha MecTe HOAPOOHOCTH 1I@PKOBHOM CAY>KObI, CVKY B OMOAMOTEKe,
HO B CMbICJA€ HaIleBOB 11 MY3BIKI BOOOIIle MHe IIPUXOANUTCS TyTOBaToO, TeM Oo.ee,
yTOo /eHncoBbl Tak-Taku U He npuexaan. Hamea Oxrtomx, Tpmoab 1BeTHYIO
n noctHyto, Obuxog, HoTHOro nenms (Vlpmoaormit BbI MHe IIpucAaAan), 4uTaio

56 To start/launch (a Gallicism), from the French word ‘lancer’.
57 Copies of the two letters from A. A. Swan to M. M. Osorgin published below are provided by his
son, N. M. Osorgin. They were found in the Osorgin family’s home archive.
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MeA0AuH, TIoATIeBalo 1X, HaXOXYy IpeecTHble Iepeaussl. Ho Ges Bac Bce sxe He
MOTY CIIPaBUTLCST HU C I1aCOBBIMM TIOTIEBKAMI, HY C OOIIIVIMY Pa3dANIMSIMU MEXAY
3HAaMEHHBIM U TpeuecKiM pOCIieBaMIL.

B cobope B yHmcon He norot. Het mepunx, 0osTCs TpygHOCTEN, IIOSTOMY
HOIOT Ha 4 roaoca. IIHoraa oueHb XOpOIIO, MHOIAA ke He B MoeM I He B Barriem
Ayxe. B oOr1ieM >xe >X1BeM ITpe>KHel PyCCKOI >KM3HBIO. E3A1M 110 cKuTaM, IbeM
JaeKk C MOHaXaMl, eAUM sITOAbl BO (PPYKTOBBIX CajaX, KaTaeMcsl Ha AOAKe IIO
9yAHBIM O3epaM U IIpOoAMnBaM, KyIlaeMcs B 0e30peskHOM /lag0KCKOM o3epe.

Yaaaocs au Bam yexats Ha oTAbIX? YK MBI B I lapiok B 9TOM rogy He mornagem,
Kak s npeadyscrsopad. Cayiias reHue 3aech Bce Doaee 1 0oaee yoexxaaioch B
HeOOXOAVIMOCTY BOCKPECUTHh CTapble HaIleBbl U MCIOAHUTbL UX HajAeXKalllM
obOpaszoM. OO «JIkoHe» paccKasbIBalo 34eCh, HO My3BIKQaHTOB 34eCh Mao.

Bepremcs B Jonaon 31 uncaa, Ham agpec tam 99 Mortlake Road, Kew
Gardens, Surrey.

[ITaem Bam m cembe camblll cepdedHblil IpuseT. Kak 3goposbe Mumm?
IlonipaBuacs Ayt OH BIIOAHE?

Bamr A. Can.

APPENDIX 3: LETTER OF ALFRED A. SWAN TO MIKHAIL M. OSORGIN

2 cents10ps1 1934, /loHa0H
Aoporon Munxana Muxaiaosmny!

Yk o4eHb gaBHO CIKY Oe3 mapecTuit OT Bac. MBI TOABKO YTO BepHYANCDH
¢ Bazaama, 1 51 o4eHb Hages1ACs HaWTU IO OpUOBITUM B /lOHAOHE MICHMEIIO OT
Bac. Kax-Tto Brl ycrponancs 1 yaaaock An ceMbe Baliierr OTA0XHYTb y MOPsI U B
npupoae’?

Y Hac 2eTO 1TOAy41110Ch OYeHb BOAHUTeABHOE U 3aKOHYMA0Ch Bce Basaamom.
Brieuataennii mMacca, HO OTHIOAb HEMY3BIKAABHBIX. 3a MCKAIOYEHNEM YYAHOTO
KO/OKOABHOTO 3BOHA MY3BIKM Ha Basaame ceifyac HeT. 3a HeMMeHMEM PYCCKMX
IIeBYMX BCe paclioA3aeTcsl IO IIBaM. PereHT MaxHyA pPyKOM M HUYErO CAeAaThb
He MoxKeT. [IpaBaa, oH MOr OBI U UTO y HETO eCThb 3aCTaBUTh IIeTh IOAPY>KHee U
He coueTaTb Ma>kop € MMHOPOM, KaK ®TO OHM, YBBI, 3a4acTylo JeaalOT. A yK O
APEBHIIX HarleBax U TOBOPUTH He IIPUXOAUTCS — MHOTAA IIPOCKAAb3bIBAIOT 34€Ch U
TaM HaMeKI Ha UTO-TO XOpOIllee, HO I10 OOABIIIel 4acTy BTO Kallla HeBooOpasuMast.

Bckope nocae Hamnmcanmst BaM OTKpBITKI MHe y4a10Ch B OMOAMOTeKe HaliTu
MaJeHbKYIO KHIDKeuKy Pspxckoro msganumst 1894 roga o epKOBHOM IeHMI™, 1
BOT OHa BIIepBble OTKpblla MHe I1a3a Ha CyIIJHOCTb OCMOrJAacus. S y>ke HaumHaA
II0AO03peBaTh, YTO pa3HMIla B I1acaX — 9TO pa3HMIIA B y30pax MeAOAUM, U BOT
Psoxeknit yteepana MeHs B 9ToM. OH IPUBOAUT 11eABlil PsiA TAaCOBBIX IOIIEBOK, U
BOT 3ay4lMB MX 5 y>Ke cOBCeM MHade cMOTpIO B VIpmoaoruit u T.4. CKopo Hageloch
AOOUTLCS TOTO, UTO OYyAy paclio3HaBaTh I1aChL

Ho Botr B ueM Bazaam cocay>k1a MHe OIPOMHYIO CAYKOy: 51 Tellephb y>Ke
qyBCTBYIO ceOsI ITOUTH Kak JOMa BO BceX podax CAy>kO, pazdupaioch B TpoHapsix,
CTUXUPAX, UPMOCaX U T.4. DTO HEOOXOAMIMO, UYTOOBI He cAeaaTh IPyObIX OMIMOOK,
KOIJa MUIIeNTb O My3bIKe. Terepb s CTOIO y>Ke Ha AOBOABHO TBEpPAOIl IIOYBE, U
B Hammx Oecegax ¢ Bamu MHe He IpuaeTcs 3agaBaThb DAeMeHTapPHBIX BOIIPOCOB.
Bozee uem Kxorga-am1bo MHe ceifdac HY>KHO K Bam 1o 41cTO My3bIKaAbHBIM AelaM,
U 51 TI0 TIpue3Ae B AHIAMIO HaMepeH ceifyac ke XA0IoTaTh cebe oTiryck Ha 1935/36

58 A. A. Psoxexnit, YueOnux yepkosHozo nenus, Mocksa, 1994.
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ro4, 4ToObl 3aKOHYUTD pabOTY O LIepKOBHOI My3bike. B AMepuky mbl yes:kaet 15-ro
cero Mecsna. byay >xaare or Bac BecTtouky TyT B /loHAOHE IIO BBIIIEYKa3aHHOMY
aapecy. O xope IpoA0AXKar0 YCMACHHO MedTaTh M 3Hal0, 4TO IIpUAeT II0pa 1 STOMY
HaunHaHMIO”. Hago AnIms Tepreanso KAaTh.

BoobOmie nipebriBanne Ha Basaame HaM Ka’keTcsl CHOM 13 ITOTYCTOPOHHETO
mupa. OnATh moObBaan B Poccym A4eBSHOCTBIX TOAOB, U KaKasl 9TO Oblaa dyAecHast
Poccm!

[ITaem Bam 1 ceMbe camblil TEILABI IPUBET U OY€Hb, O4eHb HaAeeMCsl, UTO
aeTHre Bamm geaa caokmanch 64aronoayyHo u 9to Muie m ApyruMm AeTaM
YAaA0Ch IOIIPaBUTHCS U OTAOXHYTH ITOCAE 3MMHIUX D0Ae3Hel.

IIpesannpir Bam A. Cpan.

APPENDIX 4: LETTER OF MIKHAIL M. OSORGIN TO ALFRED A. SWAN

6 centa0ps 1934. ITaprox
Aoporont Aasdpes Aapdppeaosira!

CsoespemenHo noayuna ¢ Basaama Barry oTKpeITKy, a cerogHs moay4dma
riepecJaHHOe MHe B JePeBHIO, Ide HaxoXych, Bamie mmcemo ot 2/IX u crerry
Bam oTBeTnTh, YTOOBI CKa3aTh, YTO Ha OTKpbITKe Bammy Obla Tak HepasbOpumBO
HaIlVICaH ajpec, YTO Aake OAVH aHTAMYaHMH, KOTOPOMY €ro II0Ka3aAu, He CMOT
ero pa3oOpaTh, BOT II04eMy He MOTI HMKaK pearnpoBaTh Ha OTKPBITKY.

Ouensp 3a Bac mopagosaacsa 1 aaxke IpelIHBIM AeAO0M II03aBiAoBaa Bam
rocae Bcex Bammx ormmcanmit kpacor Basaama 1 TaMOIIHETo HETPOHYTOIO
pycckoro OblTa IIpeKHUX BpemeH. OueHb MeHs Orop4nao TOAbKO Bare nssectue
00 ymaaxe IleHUs 1IepKOBHOrO Ha Basaame: mMoe 1mmpopodecTtsBo cOBIBaeTCs, TO
ecTh, ecAau B OalrKalilllee BpeMsl He yAacTcsl KOMY-AMOO 3apMKCHpOBaTh MX
YeTBIPeXTOAOCHOe VCIIOAHEeHMe BCeX ITOAOOHOB I Pa3HBIX YMCTO BaAaaMCKUX
POCIIeBOB, MHBIMI CAOBaMM, IepejeAaHHbII 3HaAMEeHHBI POCIIeB, OYeHb CKOPO
®TO CTaHeT HeBO3MOXKHBIM, TaK KaK BCe ITeBuYlie ITOCTeIIeHHO BBIMPYT I HaIleBbI
YTPaTsTCSL.

Ouenp >Xaako, 4TO MBI TaK M He YBUAMMCS STUM A€TOM M IIOCeMY XOTb
IIICbMEHHO >keaaeM Barerr cyripyre n Bam cyacTamBsoro myTu 1 ycriexos BO Bcex
Bammx HaumHaHWAX B AMepHKe ¢ HaAeXK A0, 4TO B OyAyIlleM Togy Mbl YBUAVMCSL.
[...]

Beent cempent maem Bamernn cynpyre m Bam Hamn cepaedHsii m ropsumi
IIPUBET U MOXKeAaHle BCero CaMOro Ay4dIlero.

Barr M. Ocoprun.

59 Swan managed to assemble a small choir of 14 experienced and motivated singers to perform early
Russian music only in 1942. By this time he had already authored a number of works on the subject. The
choir rehearsed in New York, but without financial support, the undertaking did not continue.
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