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ABSTRACT 

Composed between 1881 and 1882, the Russian Orthodox liturgical work All-

Night Vigil, op.52 by Pyotr Il’yich Tchaikovsky exhibits two distinctive 

characteristics. One is that Tchaikovsky used the Eastern Orthodox chant 

melodies, and second he makes the submediant chord a significant part of his 

work. He emphasizes the submediant function by using the sixth degree 

frequently and treating it as an alternate tonal focus. This style of emphasizing 

the submediant chord often results in a dual tonic.  
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CHAPTER 1: TCHAIKOVSKY AND BORTNIANSKY’S RUSSIAN  
ORTHODOX CHURCH MUSIC  

Pyotr Il’yich Tchaikovsky (1840-1893) had a deep affinity for Russian 

Orthodox Church music, although he is best known for his orchestral and ballet 

music.1 Born in 1840, he was raised in the Russian Orthodox Church and was 

exposed to ancient chants while singing in the church choir in St. Petersburg. In 

his personal correspondence Tchaikovsky fondly reflected on participating in 

services and cultivating a meditative awareness of God during feast days.2 

Tchaikovsky said:  

If we follow the service very carefully, and enter into the meaning of every 
ceremony, it is impossible not to be profoundly moved by the liturgy of our 
own Orthodox Church. I also love Vespers. To stand on a Saturday evening in 
the twilight in some little old country church…Praise the name of the Lord!–
all this is infinitely precious to me! One of my deepest joys! Thus, from one 
point of view, I am firmly united to our Church.3 
 

While singing the canticles of Feasts in the Church, Tchaikovsky encountered 

the sacred compositions of Dmitry Bortniansky (1751-1825). During  

																																																								
1 Nicholas Brill, History of Russian Church Music 988-1917 (Bloomington, IL: Illinois State 

University, 1980), 135. 
 
2 Brill, History of Russian Church Music 988-1917, 135-137.  

3 Modeste Tchaikovsky, The Life and Letters of Peter Ilich Tchaikovsky, ed. and trans. Rosa 
Newmarch (London: John Lane The Bodley Head Limited, 1924), 238. 
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Tchaikovsky’s lifetime Bortniansky’s music was widely performed in Russian 

Orthodox churches.4 In that period, the Imperial court had strict rules that 

limited what liturgical composers could write and perform. Due to this strict 

censorship, the Russian Imperial court prevented composers from publishing 

and performing liturgical music without its endorsement. The strict censorship 

of Russian Orthodox music started in 1796 when Bortniansky was appointed as 

music director of the Imperial Court Chapel, and it remained in effect 

throughout his lifetime.5  

In 1877 Tchaikovsky rearranged and edited large volumes of sacred 

compositions by Dmitry Bortniansky at the request of his publisher friend, Pyotr 

Jurgenson (1836-1904). Jurgenson desired to publish a new edition of 

Bortniansky’s music, and he believed Tchaikovsky would be the best editor for 

this task.6 In 1881 while editing over one hundred pieces of Bortniansky’s 

liturgical music, Tchaikovsky was frustrated because he was not able to 

concentrate on composing his own music. Tchaikovsky also was alarmed at what 

																																																								
4 Bortniansky’s sacred compositions were based on a new type of Orthodox chant that 

emerged in the eighteenth and nineteenth centuries, pridvornyi or “court” chant, that used 
greatly simplified and abbreviated versions of existing chant melodies from multiple chant 
traditions. In 1815, 3,600 copies of Bortniansky’s Simple Chant for the Divine Liturgy of St. John 
Chrysostom were published for use in parishes outside the Imperial court. See Carolyn C. Dunlop, 
The Russian Court Chapel Choir 1796-1917 (n.p.: Harwood Academic Publishers, 2000), 64. 

 
5 Francis Maes, A History of Russian Music: From Kamarinskaya to Babi Yar (Berkeley: 

University of California Press, 2006), 142. 
 
6 Brill, History of Russian Church Music 988-1917, 97.  
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Bortniansky’s style meant for the future of Russian Orthodox Church music. He 

remarked, “Bortniansky’s technique is childish and routine.”7 In a letter to 

Adolph Brodsky in 1882, he commented:  

I am editing Bortnyansky’s [sic] complete works for an edition undertaken by 
Jurgenson. Since the generous Pyotr Ivanovich is paying me magnificently for 
my editorial work, I shouldn’t be complaining, but Bortnyansky’s works are 
so poor in content, there are so many of them and so monotonous are they, 
that from time to time I sink into profound despair!8  

 
Tchaikovsky disagreed with Bortniansky’s approach of using simplified and 

abbreviated chant melodies from the court chant repertory. In a letter to his 

patroness Nadezhda von Meck, Tchaikovsky criticized Bortniansky’s music 

again: “How little does his music agree with the Byzantine style of architecture 

and icons, and the entire spirit of Orthodox worship.”9  

Furthermore, Tchaikovsky felt that the harmonic practices used by 

Bortniansky (he referred to his music as having been written in a “trite Italian 

style”) encouraged other Russian composers to compromise the purity of the 

																																																								
7 “Letter 3529a,” Tchaikovsky Research, last modified July 13, 2017, accessed September 

20, 2017, http://en.tchaikovsky-research.net/pages/Letter_3529a. 
 
8 “Letter 2008,” Tchaikovsky Research, accessed February 03, 2018, http://en.tchaikovsky-

research.net/pages/Letter_2008. 

9 Edward Garden and Nigel Gotteri, eds., 'To My Best Friend': Correspondence Between 
Tchaikovsky and Nadezhda von Meck 1876-1878, trans. Galina von Meck (New York: Oxford 
University Press, 1993), 254-55. 

 



	 15	

most ancient Orthodox chant melodies.10 The presence of European musical 

styles in other composers’ liturgical works also caused him concern. He voiced 

some of these concerns in 1881 in a letter to his younger brother Modeste 

Tchaikovsky:  

In the last century [Western] Europeanism invaded our church [music] in 
the form of such obscenities as the dominant-seventh chord, etc., and put 
down such deep roots, that even in the backwoods, in the villages, 
chanters trained in city seminaries sing things that are immeasurably 
different from the genuine melodies notated in the Obihod [The Book of 
Common Chants].11  
 

Tchaikovsky wanted Russian musicians to compose in styles that respected the 

innate character of Orthodox Church music. He expressed to his friend, 

Konstantin Koninsky, his desire and passion to transform Russian liturgical 

music:  

This new path consists of returning to venerable antiquity and to the 
transmittal of the ancient chants in the appropriate harmonization. As 
yet, no one has solved the question of how ancient chants ought to be 
harmonized; there are people, such as Razumovsky, Rimsky-Korsakov, 
Azeyev, for example, who know and understand what Russian church 
music needs, but all of them are voices crying out in the wilderness!12  

 

																																																								
10 Vladimir Morosan, ed., Peter Tchaikovsky: The Complete Sacred Choral Works, in 

Monuments of Russian Sacred Music, ser. II, vols. 1/2/3 (Madison, CT: Musica Russica, 1996), 
xcvi. 

 
11 Modeste Tchaikovsky, Life and Letters of Peter Ilich Tchaikovsky, ed. Rosa Newmarch 

(Honolulu: University Press of the Pacific, 2004), 148. 
 
12 Alexander Nikol’skii, “P. I. Chaikovskii, kakdukhovnyi kompozitor” [P.I.Tchaikovsky, 

composer of sacred music], Muzyka I zhizn’ 10 (1908): 9, quoted in Morosan, ed., Peter 
Tchaikovsky: The Complete Sacred Choral Works, xcvi.   
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Tchaikovsky sought ways to harmonize the modal melodies of ancient 

chants without westernizing their melodic content. In keeping with his goal to 

create an indigenous Russian sacred music style, he used ancient Orthodox 

chant melodies from two chant sources, the Obihod and the Heirmologion, as the 

melodic basis of his setting of the All-Night Vigil (Всенощное бдение для хора, 

Vsyenoshchnoye bdyeniye dlya khora).13 His All-Night Vigil thus has special 

historical significance as the first polyphonic setting of a text by a Russian 

composer that is based on original Orthodox chant melodies. There are at least 

three prior settings of the All-Night Vigil texts, the earliest of which was written 

by the late eighteenth-century Ukrainian composer Artemy Vedel (1767-1808).14 

In 1830 simple chordal settings of the All-Night Vigil also were produced by 

Pyotr Ivanovich Turchaninov (1779-1856) and in 1888 by Rimsky-Korsakov.15   

Tchaikovsky’s Reason for Composing All-Night Vigil 

Tchaikovsky subtitles his All-Night Vigil “An Essay in Harmonizing 

Liturgical Hymns.” He states that he wants to “preserve the ancient 

																																																								
13 Morosan, ed., Peter Tchaikovsky: The Complete Sacred Choral Works, xcvi. 

14 This information comes from Vladimir Morosan, “Russian Choral Repertoire,” in 
Nineteenth-Century Choral Music, ed. Donna M. Di Grazia (New York and London: Routledge, 
2013), 441 and 445, fn. 25. According to Morosan, the compositional date of Vedel’s setting is 
unknown. It was published posthumously for the first time in 1902.  

15 Dunlop, Russian Court Chapel Choir, 66-70, 79. 
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ecclesiastical chants, even though they are constructed on scales of a very 

special type and do not easily lend them[selves] to modern harmonization.”16  

According to his correspondence with Modeste Ilyich Tchaikovsky:  

The Vigil will be a lot less European than my Liturgy; indeed this will 
happen in part because here (in the Vigil) there are fewer instances when 
one can get carried away and compose. Here I will be more of an arranger 
of [chant melodies from] the Obihod rather than a free creative artist.17 

 
Due to his musical treatment of the ancient chants in his All-Night Vigil, 

Tchaikovsky worried that he would be criticized for a lack of creativity as well as 

a deficiency of distinguishing musical features. His concern is seen in a letter to 

Sergey Vasilyevich Flyorov (1841-1901):  

I’m afraid my All-Night Vigil will disappoint you. In it I am not at all 
acting as an independent artist, but rather as an arranger of the ancient 
chants…The Vigil will be an attempt to return that heritage to our Church 
which properly belongs to it but was forcibly torn away.18  
 

Tchaikovsky, a true champion of Russian liturgical tradition, was more 

concerned about the preservation of ancient chants than how he would be 

perceived as a composer. In order to preserve the distinctive characteristics of 

the traditional chants, Tchaikovsky applied a strict and simple style of harmony. 

In 1882 he said:  

																																																								
16 Dennis Shrock, Choral Repertoire (New York: Oxford University Press, 2009), 508. 
 
17 Piotr Ilyich Tchaikovsky, Letters to his Family: An Autobiography, trans. Galina Von 

Meck (New York: Cooper Square Press, 1981), 264. 
 
18 Ibid., 264.   
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In harmonizing chants from the Obihod and Heirmologion I did not employ 
any kind of preconceived theoretical principles, holding fast to the belief 
that neither history nor scientific music research can uncover for us the 
eternally lost mystery of the harmonic sound combinations that attended 
singing in the churches of ancient Rus.19 
 

Tchaikovsky intended to avoid using chromaticism and dissonances. He allowed 

himself, however, to use diatonic seventh chords as a result of passing tones.20   

Through these compositional approaches, he believed the Vigil would 

properly deliver the Russian Orthodox tradition. In 1883 his All-Night Vigil was 

published by Jurgenson after scrutiny from the Office of Sacred Censorship.    

The publication of his Vigil made it possible for other Russian composers to 

compose liturgical music without fear of the Imperial Chapel.21  

Vladimir Morosan, a Russian choral music authority, states, 

“Tchaikovsky’s polyphonic treatment of the pre-existing chant material was in 

no way extraordinary, but his recognition of this long-neglected wellspring of 

national Russian melos made a mark.”22 Indeed, his compositional approach of 

																																																								
19 Tchaikovsky, “Sochineniia dlia khora bez soprovozhdeniia” [Compositions for Chorus 

without accompaniment], Moscow (1990): 273-74, quoted in Morosan, ed., Peter Tchaikovsky: The 
Complete Sacred Choral Works, xcvii. Kievan Rus (ancient Rus) was the ancestral federation of 
modern day Belarus, Ukraine and Russia that existed from the ninth century to the thirteenth 
century. 

 
20 Tchaikovsky, “Sochineniia dlia khora bez soprovozhdeniia” [Compositions for Chorus 

without accompaniment], Moscow (1990): 273-74, quoted in Morosan, ed., Peter Tchaikovsky: The 
Complete Sacred Choral Works, xcvii. 

 
21 Vladimir Morosan, “Peter Tchaikovsky,” Musica Russica, accessed September 21, 

2017, http://www.musicarussica.com/composers/peter-tchaikovsky. 

22 Ibid.  
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setting pre-existing chant melodies with few alterations to the original pitches 

set a new compositional standard for nineteenth-century Russian liturgical 

music,23 and his All-Night Vigil influenced and served as an exemplary 

composition for the next generation of Russian composers such as Pavel 

Grigorievich Chesnokov (1877-1944) and Sergei Vasilievich Rachmaninoff (1873-

1943). 

Justification 

Although scholars have recognized the historical and musical significance of 

Tchaikovsky’s All-Night Vigil, there has not been a detailed musical analysis of 

the work. In his article “Russian Choral Repertoire,” Morosan notes that 

Tchaikovsky’s All-Night Vigil contributes to the future of Russian liturgical music 

by engaging in “free composition and polyphonic chant arrangement.”24 The 

scholar Nicholas Brill has noted that “the ancient chants; such as Kievan and 

Russian-Greek chants, primarily dominate the entire All-Night Vigil of 

Tchaikovsky under strict treatments limiting the use of chromaticism and 

dissonances.”25  

																																																								
23 Morosan,“Russian Choral Repertoire,” in Nineteenth-Century Choral Music, Ed. Donna 

M. Di Grazia (London: Routledge, 2012), 435-46.   
 
24 Morosan,“Russian Choral Repertoire,” in Nineteenth-Century Choral Music, Ed. Donna 

M. Di Grazia (London: Routledge, 2012), 435-46.   

25 Brill, History of Russian Church Music 988-1917, 138. 
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Despite these intriguing observations, there has yet to be any detailed 

comparison of the ancient chants themselves with the versions in Tchaikovsky’s 

setting, nor has there been detailed analysis of the harmonies he used to set the 

chants.  

Thus the purpose of this study is two-fold: the first is to analyze how 

Tchaikovsky handled the original chant melodies in his All-Night Vigil, and the 

second is to identify his treatment of harmony, and in particular, the submediant 

chord. Tchaikovsky said of his treatment of the chants:  

I preserved the rhythmic and melodic character intact; in other I allowed 
myself to make insignificant alterations; finally, in a third category, I 
occasionally departed from the original chant altogether and gave full 
reign to my unbridled musical instincts.26 

 
The melodic and harmonic analysis in this paper will then be applied to 

specific conducting issues raised by this piece, in particular, those raised by the 

accentual patterns of the chant melodies. 

Primary Thesis Statement 

I will show that, with few exceptions, Tchaikovsky attempts to maintain 

the integrity of the original chants from the Obikhod and the Heirmologion in his 

settings of All-Night Vigil, and also he employs the submediant chord. 

 

																																																								
26 Tchaikovsky, “Sochineniia dlia khora bez soprovozhdeniia” [Compositions for Chorus 

without accompaniment], Moscow (1990): 273-74, quoted in Morosan, ed., Peter Tchaikovsky: The 
Complete Sacred Choral Works, xcvii.   
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Review of Scholarly Literature	

Tchaikovsky’s All-Night Vigil has been recognized as a significant sacred 

choral composition that paved the way for a new era in Russian choral music. 

According to Vladimir Morosan, “Tchaikovsky played a pivotal role in the 

origination and blossoming of the ‘new Russian Choral School.’”27 Tchaikovsky’s 

work served as the foundation of the musical revolution that would take place in 

the nineteenth century.28 According to Morosan, the composers who followed 

him started a “movement that produced tremendous composition and 

performance in Russia.”29 One of the reasons Tchaikovsky’s All-Night Vigil is 

considered an important work is because it effectively broke the censor’s control 

over sacred music composition.30 Tchaikovsky began composing liturgical music 

in 1880. Scholar Mark Jennings marks 1880 as the beginning a new period of 

liturgical music free from the strict scrutiny of the Russian Imperial Court’s 

censorship. According to Jennings, Tchaikovsky’s liturgical compositions 

encouraged Schnittke to compose his sacred concerto. Mark Jennings states:   

From 1880 to 1917, sacred Russian choral music flourished. Public 
concerts of sacred music were held, and several important choirs became 

																																																								
27 Vladimir Morosan, ed., Peter Tchaikovsky: The Complete Sacred Choral Works, in 

Monuments of Russian Sacred Music, ser. II, vols. 1/2/3 (Madison, CT: Musica Russica, 1996), 
lxxxiii. 

28 Ibid., lxxxiii. 

29 Ibid., lxxxiii.  

30 Brill, History of Russian Church Music 988-1917, 38. 
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established. Pavel Chesnokov, Alexander Gretchaninoff, Alexander 
Kastalsky, Peter Tchaikovsky, Sergei Rachmaninoff, and many others 
composed over one thousand individual works and nearly fifty complete 
liturgical cycles.31 

 
One of the key features in the resurgence of liturgical compositions was 

the incorporation of ancient chants. Some contemporary scholars believe that 

this established an ethnic and national character unique to Russian liturgical 

music.32 Jennings says, “analogous to the efforts of instrumental composers who 

had used folk melodies in their attempt to create a national style, many church 

music composers turned to chant.”33 This compositional idea influenced other 

Russian composers’ Vigil settings by encouraging them to make ancient chants 

one of the prominent musical features.34  

Despite Morosan’s claim about Tchaikovsky’s significance in the “new 

Russian School,” very few scholars reference the significance of his setting of 

All-Night Vigil. Robert Reid briefly mentions the work as an example of the 

development of Russian Orthodox Church music in the late nineteenth 

																																																								
31 Mark D. Jennings, “Alfred Schnittke’s Concerto for Choir: Musical Analysis and 

Historical Perspectives” (PhD diss., Florida State University, 2002), 66. 
 
32 Ibid., 66.    

33 Ibid., 67.   

34 Harry Elzinga,“The Sacred Choral Compositions of Pavel Grigor'evich Chesnokov” 
(PhD diss., Indiana University Press, 1970), 130. 
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century.35 He states that it was composed at a time when there was “excessive 

European musical influence in church music,”36 and observes that at this time 

the Russian Imperial court had become so enamored with Italian music that 

nearly all the music performed was imported from Europe. Tchaikovsky 

composed his All-Night Vigil in reaction to the overabundance of European 

musical influence. He felt it was necessary to reform Russian Church music. 

Some notable musical characteristics of his All-Night Vigil are block harmonies 

accompanying treble chant, little use of chromaticism and dissonance, and the 

weakening of bar lines for a more natural expression of the chant’s rhythmic 

flow.37 Reid, however, does not provide a complete musical analysis of the piece 

or a discussion of the use of chants. Vladamir Morosan’s work, Peter Tchaikovsky: 

The Complete Sacred Choral Works, is a useful resource for analysis of All-Night 

Vigil. Morosan describes the circumstances of composition, identifies the chants 

used in each movement, provides an overview of the structure of All-Night Vigil,  

and the significance of the service in the Russian Church Liturgy. Morosan 

claims that Tchaikovsky viewed himself as an arranger of chants rather than a 

composer when he wrote All-Night Vigil. While Morosan makes this assertion, 

																																																								
35 Robert Reid, “Russian Sacred Choral Music and Its Assimilation Into And Impact On 

The American A Cappella Choir Movement” (DMA diss., University of Texas at Austin, 1983), 40. 

36 Robert Reid, “Russian Sacred Choral Music and Its Assimilation Into And Impact On 
The American A Cappella Choir Movement” (DMA diss., University of Texas at Austin, 1983), 40. 

37 Ibid., 40.   
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his study of All-Night Vigil only addresses the thematic source and the frequency 

of Tchaikovsky’s harmonic preference. This study will focus on Tchaikovsky’s 

melodic and harmonic treatments, particularly the use of submediant chords in 

his All-Night Vigil.  
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CHAPTER 2: OVERVIEW OF THE ALL-NIGHT VIGIL SERVICE 

In 988 Eastern Orthodox Christianity was adopted as the state religion in 

ancient Russia, Kievan Rus. Numerous Christian churches had started to appear 

along the Black Sea in Russia since the fourth century, and these Russian 

churches assimilated into the Orthodox church but retained their native 

characteristics based on the Byzantine tradition. According to historian Paul 

Miliukov:   

Orthodox Christianity acquired the character of a truly Russian national 
religion…from then on the Church and the national culture became one 
and began to grow culturally in harmony with each other.38 

 
One of the impacts relates to language. Gospels written in Greek took a 

tremendous time to be translated into Russian.39 There also were few people who 

could translate Greek into Russian, as even a literate Russian could very rarely 

read Greek.40 In the daily service, churches used Russian for convenience so that 

both literate and illiterate people could understand scriptures and gradually 

absorb the cultural characteristics of their tradition. In the words of Dimitry 

Pospielovksy:  

																																																								
38 Dimitry V. Pospielovksy, The Orthodox Church in the History of Russia (NY: Crestwood: 

St Vladimir's Seminary Press, 1998), 26-27. 

39 Pospelovksy, The Orthodox Church in the History of Russia, 27.  

40Ibid., 27.   
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The Church became much more a part of the daily life of the Russian, 
reflected in his/her piety, humility, constant references to the teaching of 
Christ…The use of the vernacular by the Church and in education limited 
the educated Russian’s access to the treasures of the Greco-Roman 
culture.41  

 
Although disciples taught by the Greek theologians and missionaries, St. 

Cyril and Methodius kept working for translations, the early Russian library was 

limited because of the number of ecclesiastics who knew Greek was remarkably 

rare.42 From the twelfth and to thirteen century, Kiev’s and Byzantium’s decline 

and the subsequent Mongol-Tatar invasions caused Russia’s statehood to move 

to the primitive and isolated northeast.43     

The Russian Orthodox Church became autocephalous in 1448, when for 

the first time Russian bishops elected their own patriarch without intervention 

from Constantinople. The Orthodox Church continued to grow in power and 

influence into the mid-seventeenth century, at which time the patriarch Nikon 

attempted to establish the authority of the Orthodox Church over the secular 

state, an attempt that brought him into direct conflict with Tsar Alexis.44 At the 

same time, Nikon began a revision of Russian Orthodox texts and rituals to make 

																																																								
41 Pospielovksy, The Orthodox Church in the History of Russia, 27.   

42 Ibid., 27-28.  

43	Ibid., 27-28.	

44 “Russian Orthodox Church,” Encyclopedia Britannica, accessed April 10, 
2018, https://www.britannica.com/topic/Russian-Orthodox-church. 
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them conform to Eastern Orthodoxy.45 The reformed texts has been preserved 

until today.  

The word “Orthodox” means “right belief,” which comes from the 

conviction that the Eastern Orthodox Church is the true Church continuing in 

the tradition of the early church fathers. All Orthodox music is performed 

unaccompanied because Russian Orthodox churches prohibit the use of 

instruments in their worship services.46 In the Orthodox Church tradition the 

voice is seen to be the most noble and natural instrument to offer praise to 

God.47 In this tradition, instrumental music is an inappropriate and inadequate 

form of worship because instruments are incapable of conveying the 

profoundness of the “Word of God.” Singing is always included in the liturgy and 

plays an important role in worship in the Orthodox Church. According to 

Gardner, “the Russians of past centuries referred to worship as ‘singing,’ ‘To go 

to sing,’ meant the same as ‘to go to worship.’”48 

The Orthodox Church marks the start of the day from the evening instead 

of morning based on the story of the Creation from Genesis 1:5, “God called the 

																																																								
45 “Russian Orthodox Church,” Encyclopedia Britannica, accessed April 10, 

2018, https://www.britannica.com/topic/Russian-Orthodox-church. 
 

 46 Johann Gardner, Russian Church Singing (New York: St. Vladimir's Seminary Press, 
1980), 22. 

 
47 Gardner, Russian Church Singing, 22-23. 
 
48 Ibid., 25.  



	 28	

light ‘day,’ and the darkness he called ‘night.’ And there was evening, and there 

was morning—the first day.”49 According to this belief, the daily liturgical cycle 

day begins after sunset. The Russian Orthodox liturgy is outlined in the Table 2.1.  

Table 2.1. Russian Orthodox Liturgy 

Offices Time Content 
Vespers Between 5:00-

6:00 p.m. 
1. Psalm 103: Glories of Creation 
2. Prayer: for the world and the Church  
3. Hymns in Praise of the Lord Jesus Christ, the 

Mother of God, and the Saints  
4. Prayer of St. Simeon  

Compline Between 5:00-
6:00 p.m. after 
Vespers 

1. Psalms 50, 69 and 142: Repentance of Our 
Sins 

2. Great Doxology 
3. Creed 
4. Prayer to the Most Holy Virgin Mary 

(request for peace and safety)  

Nocturne Midnight 1. Psalms 50 and 118: Repentance, Happiness 
of the Righteous 

2. Creed 
3. Hymn, “Behold, at Midnight the 

Bridegroom Cometh”  
4. Prayer for the Departed  

Matins Dawn 1. Prayer: for the country and its rulers 
2. The six psalms: Psalms 3, 37, 62, 87, 102 

and 142  
3. Great Litany  
4. Hymns (in honor of God and His saints) 
5. Great Doxology 
6. Litany/Petition  

First Hour 6:00 a.m. Prayer: Appreciation of the Day 

																																																								
49 Victor Potapov, “The All-Night Vigil Service,” accessed July 27, 

2016, http://www.atlantaorthodoxchurches.org/stjohn/Vespers.htm. 
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Third Hour 9:00 a.m. Prayer: Remembrance of the Apostles 

Divine Liturgy Between 9:00-
12:00 p.m. 

Eucharist, Communion Service 

Sixth Hour Noon Prayer: Remembrance of Christ’s Crucifixion 

Ninth Hour 3:00 p.m. Prayer: Remembrance of Christ’s Death on the 
Cross 

Source: Data adapted from Andrew Anglorus, “A Practical Guide to the Worship 
of the Orthodox Church,” Orthodox England, accessed July 27, 
2016, http://www.orthodoxengland.org.uk/pdf/practical.pdf.   
 

The All-Night Vigil service is a combination of three offices of Russian 

Orthodox liturgy, which consists of Vespers, Matins and Prime (First Hour). The 

All-Night Vigil service traditionally is celebrated on Saturday evenings and the 

eves of important feasts and lasts the entire night. The religious importance of 

offering evening hymns and prayers had been recognized since at least 330 CE. 

According to the Greek bishop, St. Basil the Great, “Our Fathers did not wish to 

receive the grace of evening light in silence, rather, they offered thanks as soon 

as it appeared.”50 The All-Night Vigil service functions as an expression of the 

clarity, beauty, and spirit of Orthodoxy. Vladimir Ilin emphasized the beauty and 

the important message that the All-Night Vigil service carries: 

The All-Night Vigil and its soul, the Jerusalem Typicon, the Eye of the 
Church, grew and were completed at the Tomb of the Lord. Overall, it is 
the night services at the Tomb of the Lord which are the cradle from 
which grew a marvelous garden, the daily cycle of Orthodox services. Its 
finest flower is the All-Night Vigil. If the source of the Orthodox Liturgy is 

																																																								
50 Victor Potapov, “The All-Night Vigil Service,” accessed June 18, 2017, 

https://www.fatheralexander.org/booklets/english/vigil_v_potapov.htm. 
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the Mystical Supper of Christ, held in the home of Joseph of Arimathea, 
then the source of the All-Night Vigil is at the Life-giving Tomb of the 
Lord, which opened the way for the world into the heavenly mansions and 
poured out onto men the blessedness of life eternal.51 

 
The Orthodox followers believe that participating in the service signifies a 

parting from the past and a welcoming to the future by closing night and 

opening the day with beautiful hymns and sincere prayers. For practical 

purposes the service is truncated and typically only lasts two to four hours.52 The 

All-Night Vigil service is simply called “Vigil” as an abbreviation.53 The All-Night 

Vigil service is arguably one of the most important services in the Russian 

Orthodox calendar because it celebrates the atoning work of Christ on which the 

whole of Christianity stems. One could say that without the atonement of Christ 

there is no Christianity, therefore All-Night Vigil plays an important part in 

memorializing and celebrating the atonement of Christ.54 The purpose of the 

Vigil service is to prepare worshippers for the Divine Liturgy for Sundays or feast 

days. 

The Vigil Service shows in symbols, rites, readings, prayers and hymns, 
God’s plan for the world’s salvation from the beginning of creation. God 

																																																								
51 Victor Potapov, “The All-Night Vigil Service,” accessed June 18, 2017, 

https://www.fatheralexander.org/booklets/english/vigil_v_potapov.htm. 
 

52 Vladimir Morosan, ed., Monuments of Russian Sacred Music Peter Tchaikovsky: The 
Complete Sacred Choral Works (Madison: Musica Russica, 1996), 33. 

 
53 Andrew Anglorus Fr, “A Practical Guide to the Worship of the Orthodox Church,” 

Orthodox England, accessed July 27, 2016, http://www.orthodoxengland.org.uk/pdf/practical.pdf. 
 
54 Morosan, ed., Peter Tchaikovsky, 36. 
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created the world beautiful and man sinless and good, but He gave him a 
will free to choose between obeying His commandments or following his 
own desires and disobeying God. Man chose evil. God knew this would 
happen, and in His mercy sent His Only Son Jesus Christ to earth, to save 
and redeem mankind by His death and resurrection.55 
 

People believe that by praising and praying in the Vigil service all night long, 

they ensure blessings for the coming day.  

In the service of the All-Night Vigil, the Church conveys to the faithful 
a sense of the beauty of the setting sun and turns their thoughts toward 
the spiritual light of Christ. The Church also points the faithful towards 
prayerful consideration of the coming day and of the eternal light of the 
Heavenly Kingdom. The All-Night vigil is a service presenting the 
border between the day which has passed and the coming day.56 

 
By combining three offices of the Russian Orthodox Church, the All-Night 

Vigil service is one of the most musically significant services.57 According to 

Dunlop:  

Of the nine offices in the liturgical day, only three are of musical 
significance: Velikaya vechernya [Vespers] and Utrenya [Matins] – 
celebrated together on evenings and on the eves of major feasts in a 
service known as Vsenoshchnoe bdenie [the All-Night Vigil] and 
Bozhestvennaya liturgiya [Divine Liturgy].58  
 

																																																								
55 Morosan, ed., Peter Tchaikovsky, 36. 
 
56 Victor Potapov, “The All-Night Vigil Service,” accessed July 27, 

2016, http://www.atlantaorthodoxchurches.org/stjohn/Vespers.htm. 
 

57 Dunlop, The Russian Court Chapel Choir 1796-1917, 57.    

58 Ibid., 57-58.  
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As the first part of All-Night Vigil, Vespers begins silently with the priest 

making the sign of the cross and censing the Holy Table in a cross-like pattern.59 

This action symbolizes the movement of the Holy Spirit at the beginning of 

creation. The second part of the Vigil service, Matins is the most joyous and 

festive. The final part of the Vigil service, First Hour is usually held at 7 a.m. The 

First Hour is designed for expressing people’s endeavor to be humble, to repent 

to God, and to offer thanksgiving. The following table is an outline of the 

musical components of Vespers and Matins and the structure of First Hour in 

All-Night Vigil.  

Table 2.2 Musical Components in Vespers  

Classifications Music 
Psalm 103 (104) Blagoslovi, dushe moya, Gospoda  [Praise the Lord, O my soul]  

Antiphon  
Psalms 1 and 2 

Blazhen muzh [Blessed is the man]  

Psalms 140 and 
141 (141 and 142) 

Polozhi, Gospodi, okhanu ustam moim [Set a watch, O Lord, 
before my mouth] 

Canticles  Appointed for the day 

Hymns to the 
Mother of God  

 

Hymn Svete tikhii [O Peaceful light] 

Gradual  Appointed for the day 

Canticles  Appointed for the day 

																																																								
59 Gardner, Russian Church Singing, 72.   
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Song of Simeon  Nyne otpushchaeshi raba Tvoego [Now lettest Thou Thy servant 
depart] 

The Lord’s Prayer Otche nash [Our Father] 

Troparion60 Bogoroditse Devo, raduisya [Rejoice, O Virgin Mother of God] 
 
Source: Data adapted from Carolyn C Dunlop, The Russian Court Chapel Choir 
1796-1917 (Amsterdam: Harwood Academic Publishers, 2000), 58.  
 
 
Table 2.3 Musical Components in Matins 

Classifications Music  
Psalm 3 Gospodi! kak umnozhilis’ vragi moi [Lord, how are mine enemies 

increased] 

Psalm 37 (38) Gospodi! ne v yarosti Tvoei oblichai menya [Put me not to rebuke, O 
Lord] 

Psalm 62 (63)  Bozhe! Ty Bog moi [O God, Thou art my God] 

Psalm 87 (88)  Gospodi, Bozhe spaseniya moego [O 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 [O Lord, hear my prayer] 

Troparion Bog Gospod’ [God is the Lord]  

Hymns Appointed for the day 
Psalms 134 and 
135 (135 and 
136) 

Khvalite imya Gospodne [Praise the name of the Lord] 

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

																																																								
60 Troparion: The literal meaning is “manner” or “mode.” It designates a stanza sung or 

recited during the recitation of psalms, canticles and doxologies. It usually refers as a dismissal 
hymn which is repeated several times in the same service. See Kenneth Levy and James 
McKinnon, “Trisagion,” Grove Music Online, accessed May 30, 2018, https://doi-
org.ezproxy3.library.arizona.edu/10.1093/gmo/9781561592630.article.28396. 
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Antiphon Ot yunosti moeya [From my youth] 

Gradual Appointed for the day 

Gradual 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 dushe moya Gospoda [My soul doth magnify the Lord] 

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

Troparia61 Appointed for the day 
 
Source: Data adapted from Carolyn C Dunlop, The Russian Court Chapel Choir 
1796-1917 (Amsterdam: Harwood Academic Publishers, 2000), 58-59.  
 

Table 2.4. Structure of First Hour  
 
Classifications  Content 
3 psalms  Psalm 5, 89, and 100 are read  

Hymn   To Thee, O Victorious Leader  

Dismissal   
 
Source: Data adapted from Victor Potapov, “The All-Night Vigil Service,” 
accessed July 29, 2017, 
https://www.fatheralexander.org/booklets/english/vigil_v_potapov.htm. 
 

 

 

 

 

 

																																																								
61 Troparia is the plural form of a Troparion.   
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CHAPTER 3 CHANT TRADITIONS 

Summary of Russian Chant Development 

Russian Church music traces its heritage to 988 when Greek Orthodox 

missionaries and churches began making a cultural and religious impact on 

Slavic nations. Up until this point Russian musicians did not employ any written 

form of musical notation. The oldest known Russian musical manuscripts with 

notation date from the eleventh century,62 employing the Byzantine notational 

system because Russia did not have its own notational system during that time.63 

The whole cycle of Byzantine chant with the texts was translated into Russian, 

using the system of the Byzantine system, eight echoi (Osmoglasiye).64 Although 

the Russian Church adhered to rules and traditions of liturgical practice from the 

Greek Church, local variants and innovations were unavoidable.65 Because the 

texts were linked with melodies, the melodic content was altered due to the use 

of vernacular.66 During that period, the Church dominated all aspects of culture 

as well as music, and enforced an isolationist policy because they did not want 

																																																								
62 Gustav Reese, Music in the Middle Ages: With an Introduction on the Music of Ancient 

Times (New York: W.W. Norton & Company, 1940), 96. 

63Daniel Greeban, “Style and Form in Russian Chants” (MA diss., University of Southern 
California, 1972), 40-41. 

64 Alfred J. Swan, Notes on the Old Liturgical Chant of the Russian Church and the Russian 
Folk Song (Jordanville: Holy Trinity Monastery, 1967), 5, 29-30.  

65 Garder, Russian Church Singing, 136.  

66 Ibid., 136.  	
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any pagan influences from the surrounding countries. The Church thought it was 

necessary to control all aspects of both religious and secular music because they 

recognized the power of music to influence the masses.67 According to Malcolm 

Brown:  

The dominant position of the Russian Orthodox Church in pre-Petrine 
Russian cultural life promoted a skepticism toward secular art in any form 
that endured into the eighteenth century. Even folk music, though never 
suppressed, had suffered periodic ecclesiastic ire, while secular music of 
the art tradition had simply never struck root in the inhospitable soil of 
Russia’s pietistic culture.68  
 
Kievan Rus was destroyed in the thirteenth century when the Mongols 

invaded, which delayed the development of chant tradition. After the war with 

the Mongols, the center of political power shifted to Moscow, and the Russian 

Church grew as Russia itself grew in power and affluence. In 1703, Tsar Peter the 

Great broke the barrier of church authority and opened the door to western and 

secular music. He founded St. Petersburg as a “window to Europe” and invited 

many European musicians and composers to perform at the Imperial Court. After 

a performance by an Italian opera troupe and ballet dancers at the court, a wave 

																																																								
67 Marina Ritzarev, “Russian Music before Glinka: A Look from the Beginning of the 

Third Millennium,” accessed June 24, 2017, https://www.biu.ac.il/hu/mu/min-
ad02/ritzarev.html. 

 
68 Malcolm Hamrick Brown, “Native Song and National Consciousness in Nineteenth-

Century Russian Music,” in Art and culture in nineteenth-century Russia, ed. Theofanis George 
Stavrou (Bloomington: Indiana University Press, 1983), 57-84. 
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of Italian musical influences poured into Russia.69 These foreign influences even 

appeared in Orthodox liturgical music.  

The System of Eight Tones 

The system of eight musical modes in Orthodox music is called Oktoechos 

in Greek or Osmoglasnik in Russian. These modes are comparable to those of the 

Roman Catholic Church, but the numbering of the authentic and plagal modes 

differs.  

Chant Tradition in Tchaikovsky’s All-Night Vigil 

In Tchaikovsky’s All-Night Vigil, chants are used as the main thematic 

material and are drawn from three liturgical traditions, namely, the Znamenny, 

Russian-Greek, and Kievan chant traditions. In the seventeen movements, eight 

are Znamenny, six are Russian-Greek, and three are Kievan chants (see Table 

3.1).  

 

 

 

 

																																																								
69 Brill, History of Russian Church Music 988-1917, 89.  
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Table 3.1. Chants Sources in Tchaikovsky’s All-Night Vigil  
 

Movement Chant 
1. The Introductory Psalm - Bless the Lord, O My 

Soul 
Russian-Greek 

2. Lord, Have Mercy  Kievan 
3. Kathisma – Blessed Is the Man  Znamenny 
4. Lord, I Call  Kievan 
5. Gladsome Light  Kievan 
6. Rejoice, O Virgin  Russian-Greek 
7. The Lord is God  Russian-Greek 
8. The Polyeleion - Praise the Name of the Lord Russian-Greek 
9. Blessed Art Thou, O Lord  Znamenny 
10. The Gradual Antiphon in Tone 4 - From My 

Youth  
Russian-Greek 

11. Hymns After the Gospel Reading - Having 
Beheld the Resurrection of Christ 

Znamenny 

12. Common Katavasia – I Shall Open My Lips  Russian-Greek 
13. The Canticle of the Mother of God with Refrain   Znamenny 
14. Holy is the Lord our God  Znamenny 
15. Theotokin, Thou Art Most Blessed  Znamenny 
16. The Great Doxology  Znamenny 
17. To Thee, the Victorious Leader Znamenny 

 
Source: Data from Vladimir Morosan, ed., Peter Tchaikovsky: The Complete Sacred 
Choral Works, in Monuments of Russian Sacred Music, ser. II, vols. 1/2/3 
(Madison, CT: Musica Russica, 1996), xxxiii-xxxvi. 
 
 
Znamenny Chant Tradition 

Znamenny chant is the oldest chant of the Russian Orthodox Church, and 

dates back to the late-eleventh century.70 As the most complete chant of the 

Russian Orthodox Church, the Znamenny chant contains melodies for all groups 

																																																								
70 Brill, History of Russian Church Music 988-1917, 14. 
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and types of hymns such as stichera71, troparia, kontakia, sedalens, heirmoi of 

kanons72, prokeimena73, alleluias, other short responsorial hymns, and certain 

unchanging hymns of the Divine Liturgy and Vigil.74 All names of hymns are 

influenced by Greek terminology and refer to several aspects of the liturgical 

texts including poetic and musical form. The scale of Znamenny chant is divided 

into four trichords each consisting of three consecutive notes as labeled below.75  

Musical Example 3.1. Znamenny Chant76 

 

 

																																																								
71 The literal meaning is “set in verses.” Stichera is a hymn for Vespers and Matins which 

is sung between the verses of Psalms. See Gerda Wolfram, “Stichēron,” Grove Music Online, 
accessed May 30, 2018, https://doi-org.ezproxy3.library.arizona.edu/10.1093 
/gmo/9781561592630.article.26753. 

72 The literal meaning is “rule.” It designates a liturgical poem, which is chanted and 
consists of 9 biblical canticles. See Miloš Velimirović, “Kanōn,” Grove Music Online, accessed May 
30, 2018, https://doi-org.ezproxy3.library.arizona.edu/10.1093/gmo/ 
9781561592630.article.14677. 

73 (Plural: Prokeimena) The literal meaning is “that which precedes.” It designates a 
responsorial psalm or canticle chanted before scripture readings. A Prokeimenon is based on 
Psalms text. See Christian Troelsgård, “Prokeimenon,”Grove Music Online, accessed May 30, 
2018, https://doi-org.ezproxy3.library.arizona.edu/10.1093/gmo/ 9781561592630.article.40455. 

74 Gardner, Russian Church Singing, 104. 

75 Greeban, 53-54.  

76 Brill, 14.  
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Znamenny chants are built on four trichords: Nisko refers to the low range of 

the vocal apparatus; Mrachno refers to somber color of the tone quality; Svietlo is 

characterized by bright tone color; while Tresvietlo is light and extremely 

bright.77 Four trichords are in fact all whole steps: Nisko (G to B), Mrachno (C to 

E), Svietlo (F to A), and Tresvietlo (Bb to D). These all trichords are connected by 

half steps: B to C, E to F, and A to Bb.   

General characteristics of Znamenny chant are clarified in Greeban’s thesis 

“Style and Form in Russian Chant.”78 According to Greeban:  

1) The chant is diatonic in nature and usually moves in a stepwise motion;  
2) Half notes are the main unit of times. Quarter notes are used as a 

subdivision of the half notes and whole notes occur primarily at cadences; 
Eighth notes are rare;  

3) Melodic skips are small (usually a third); larger skips of a fourth or fifth 
are infrequent; skips are unrelated to the text; and 

4) The accented syllable of a word usually receives greater stress 
(rhythmically, melodically, or both) than the unaccented syllables (see 
Musical Example 3.2).79  
 
 
 
 
 
 
 

 
 

																																																								
77 Brill, 14-15.  

78 Greeban, “Style and Form in Russian Chants,” 64. 

79 Ibid., 64.  
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Musical Example 3.2. Znamenny Chant80  

 

 
 

 
 

 
 
 

Russian-Greek Chant Tradition 

Russian-Greek chant is a more recent phenomenon, and came into being 

when Russian singing masters listened to the chanting of Greek clerics and 

cantors between the sixteenth and seventeenth centuries. Although the chant is 

called Russian-Greek, it does not share many similarities with Greek-Byzantine 

chant. The melodies of the chant were modified into the Russian style when it 

was notated by Russian musicians.81 Music scholars treat Russian-Greek chant as 

a variant of Znamenny chant.82 The original scales of Greek chants are difficult 

to transcribe because of elaborate modality and unusual intervals. On the other 

																																																								
80 Vladimir Morsan, ed., One Thousand Years of Russian Church Music. (Washington,  

DC: Musica Russica, 1991), 23.  
 

81 Brill, History of Russian Church Music 988-1917, 105-106. 
 
82 Wilcox, 42-43. 

Bo   go    na   chal     nї     i        me   ma   no   vé      ni    ye   me,   -               o -      to       ve                 siú      du 
    

bo           go         nó   -       se           ni              i                                      a            pó   -      -      sto                   li 

						

						ó    -     bla  -     ko      -     -        me            pre      vḯ      se   -     no       vo     zi   -       má       -       ye               mi, 
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hand, Russian-Greek chant contains some Western European musical traits 

including diatonic scales and musical staff system notation.83 According to 

Gardner, Russian-Greek chant is in "strophic-periodic form and contains 

characteristics of mensural and harmonic principles derived unquestionably 

from Western European music."84 

 For this reason, the melodic structure of chants is well fitted for modern 

harmonization. As an incomplete chant unlike Znamenny chant, Russian-Greek 

chant does not provide melodies for all aspects of the liturgy, particularly, 

stichera and prokeimena.85 The chant is also based on the system of eight tones.  

Musical Example 3.3. Russian-Greek Chant86  

 

 

 

 

																																																								
83 Wilcox, 43. 
 
84 Gardner, Russian Church Singing, 106.  

85 Ibid., 106. 	

86 Wilcox, 73-74.  

Bla    go  slo    ví    du   shé      mo   yá    Ghó    -   -   -      -     -    -         spo  da.     Bla go slo  
   

		vén    -   -           ye  sí       Ghó   -       -   spo   di.              Blago slo ví      -        -       - 
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Kievan Chant Tradition 

Kievan chant is a regional variant of the Znamenny chant. Church singers 

from Kiev brought this chant to Moscow in 1654 when celebrating political 

cooperation between Ukraine and Muscovy. Kievan chant was developed in the 

churches and monasteries of the southwestern region, which was ruled by 

Poland and Lithuania who followed the Roman Catholic Church.87 The orthodox 

churches located in southwestern Russia were exposed to foreign musical 

influence, especially Western European style because Western musical practice 

was popular in the Roman Catholic Church during that period. For this reason, 

Kievan chant conforms to the harmonic structure and phrasing of Western 

European music like Russian-Greek chant. Kievan chant is often delivered in a 

recitative style with very few cadences. Kievan chant is predominately syllabic, 

with occasional two- to four-note melismas, and chant phrases do not have 

frequent repetitions.88 Kievan chant is also a complete chant like Znamenny. 

Music scholar Johann Gardner, however, indicates that “Kievan chant is not as 

rich and varied as the Znamenny in its melodic content although Kievan chant is 

																																																								
87 Ibid., 42.  

88 Wilcox, 67. 

du	-											shé                     mo    yá          Ghó   -       -      -                                      spo     da.              
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a complete chant, containing melodies for all hymnographical groups.”89 

Another difference between Kievan and Znamenny chants is that Kievan chants 

utilize major and minor modes while the Znamenny scale patterns do not 

conform to classic western styles.90 Kievan chant influenced by Western 

European music was modified and it was more closely aligned with major and 

minor modes.91 Following is the example of Kievan chant (See Musical Example 

3.4).   

Musical Example 3.4. Kievan Chant92  

 

 

																																																								
89 Gardner, Russian Church Singing, 105. 

90 “Znamenny Chant,” On-Line Novgorod, accessed November 20, 
2017. https://www.novgorod.ru/english/read/information/orthodox-hymnody/znamenny-
chant/.  

91 Ibid.	

92 Wilcox, 68.  

Voz bran  -   -    noy     vo ye       vó   de     po  be        dí   -   tel    na  -        ya,      

	
   yá    ko  iz  bávl  - she      sia     ot   -                   zlїh    - - ,                  bla  go dár   stven   na 
    



	 45	

 

 

 

 

 

 

 

  

 
 
 
 
 
 
 
 
 
 
 

 

			 ya                  vos       pi         sú    yem Ti   ra    bí       Tvo         í        Bo     go     ró      di 
  

  Mu  yu                      ot    -    fsiá    kih nas  bed  svo  bo  dí       da   zo  vém -    -    - 
  

   Ti         rá  duy  sia       Ne      vé      -                sto  Ne  ne vest   -       -            na       ya. 

Tse;               no      yá      ko  i  mú shch ya    der  -      zhá               vu  ne  po   be   dí 
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CHAPTER 4: USE OF THE CHANTS IN TCHAIKOVSKY’S ALL-NIGHT VIGIL 

In each individual movement Tchaikovsky selects one of three types of 

ancient chants as the main thematic material. The main themes of the chants 

are usually placed in the soprano or sometimes in the tenor and flow 

continuously without breaking.93 Morosan states, “The movement of chants is 

like a continuous, unbroken thread that shapes the formal plan of the work.”94  

The chants are supported by the other three voices, providing harmonic support 

and set homophonically with the chanting voice, a technique Morosan describes 

as “polyphonization.”95 This technique is adopted throughout the work. Musical 

Example 4.1 shows polyphonization. The main melody of the chant is in the 

soprano and the lower parts harmonically support the soprano in a 

homorhythmic motion.   

 

 

 

																																																								
93 Morosan, Choral Performance in Pre-Revolutionary Russia, 224-225. 

94 Ibid., 224-225.  

95 Ibid., 224-225. 



	 47	

Musical Example 4.1. Znamenny Chant96  

 

 

Musical Example 4.2. Tchaikovsky, All-Night Vigil: To Thee, the Victorious Leader, 
Op. 52, mm. 1-697  

 
 

 

 

 

 

Analysis of Tchaikovsky’s use of chant melodies indicates that he closely adheres 

to the melodic content of the source chants throughout his settings. Musical 

Example 4.4, part of movement 12, displays his original approach to treating 

																																																								
96	Morosan, Choral Performance in Pre-Revolutionary Russia, 473. 	

97 Morosan, ed., Peter Tchaikovsky, 308. 

	

Vzbrán noy   vo      ye    vó       de     po     be    dí            tel     na     ya,              yá      ko     iz     bávl    she   sia     ot       zlїh 
           
 

					x					x			x				x				x			x		x			x			x							x			x			x							x								x			x					x		x			x		x				x	
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chant melodies. The main source of the melody, Znamenny chant, is in the 

soprano and used with few modifications. Other lower parts support the main 

melody in similar rhythm, but sometimes embellish with increased motion.  

Musical Example 4.3. Znamenny Chant98  

 

 

Musical Example 4.4. Tchaikovsky, All-Night Vigil: Common Katavasia, I Shall 
Open My Lips, Op. 52, mm. 19-2299   

 

 

 

 

 

 

																																																								
98 Morosan, ed., Peter Tchaikovsky, 464.  

99 Morosan, ed., Peter Tchaikovsky, 267.  

 tóch      ni   -     che  -         lik       se  bé   so  vo   kúpl  shї ya    -     -          du -hóv   -    -       -     no   u    tver  dí 
 
 

x							x			x				x					x			x										x			x			x				x					x				x			x				x			x										x	x			x			x					x	x	x		x				x			x		
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Chant phrases influence overall musical flow to create a distinct form in 

each individual movement. Morosan says, “As a structural and form-determining 

element, the chants help us to understand the overall form of the piece.”100 For 

example, in the first movement, five melodies that are variations of main chant 

source, Russian-Greek chant; create the form of this movement. These patterns 

of melodies help to accentuate the musical form of the movement. Each melody 

is included in Musical Example 4.5.  

Musical Example 4.5. Five Different Melodies from All-Night Vigil: The 
Introductory Psalm  

 

																																																								
100 Morosan, ed., Peter Tchaikovsky, 267. 



	 50	

These melodies are found in the soprano part and are used continuously with 

little melodic change. The accompanying voices of each chant vary throughout 

the movement. Table 4.1 shows the comparison of the melodies based on the C 

motive and how they are repeated with slight rhythmic and meter changes 

throughout the first movement.  

Table 4.1 Different Versions of ‘C’ motive  

Classifications Melodies 

C motive 
(mm. 9-15) 

 
  

C var.1 
(mm. 27-34) 

 

  

C var. 2 
(mm. 39-45) 

 

 

C var. 3 
(mm. 50-56) 

 

 
C var. 4 

(mm. 61-68) 
 

 
C var. 5 

(mm. 79-86) 
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C var. 6  
(mm. 97-104) 

 

 
 
 
Tchaikovsky constantly shifts meter in order to appropriately set the stressed 

syllables of the chants, which typically appear in the topmost voice (See Musical 

Example 4.6). 

Musical Example 4.6. Tchaikovsky, All-Night Vigil: The Introductory Psalm, Op. 
52, mm. 1-15101   

 

 

 

 

 

 

 

 

 
																																																								

101 Morosan, ed., Peter Tchaikovsky, 113-114. 
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The following examples display melodic variation for tonal cadences. For 

example, in measure 21 of the first movement the penultimate note of the 

phrase should be the same as the cadence note, according to the original chant 

of the melody (Musical Example 4.7). Instead, the pitch A is used to make an 

authentic cadence (Musical Example 4.8). The first example displays the original 

chant melody and the second shows how Tchaikovsky transposed the melody.  

Musical Example 4.7. Anonymous, Russian-Greek Chant102   

 

 

 

 

																																																								
102 Morosan, ed., Peter Tchaikovsky, 432. 
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Musical Example 4.8. Tchaikovsky, All-Night Vigil: The Introductory Psalm, Op. 
52, mm. 19-22103  

 

 

 

 
 
 

 

 

 

The melodies also are varied to emphasize text stress. Tchaikovsky ascends on 

the last note of the phrase, instead of remaining on the same pitch as occurs in 

the chant. He does this to emphasize the accented syllable “yá” (see Musical 

Examples 4.9 and 4.10). 

Musical Example 4.9. Anonymous, Russian-Greek Chant104 

 

 

 
 
 
 
 
 

																																																								
103 Morosan, ed., Peter Tchaikovsky, 115. 

104 Morosan, ed., Peter Tchaikovsky, 432. 

Du  -       Shé           Mo    yá 
 

      Sia                 ye    sí,                                   ze      ló            bla   go slo 
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Musical Example 4.10. Tchaikovsky, All-Night Vigil: The Introductory Psalm, Op. 
52, mm. 11-12105 
 

 

  

 

 

 

 

 

 

Occasionally, Tchaikovsky emphasizes stressed syllables by setting them with 

longer rhythmic values. For example, at measure 10 in the fourth movement he 

starts the word U-slḯ-shї mia (у слы щи мя) with an eighth note that helps 

emphasize the next, stressed syllable “slḯ (слы)” (see Musical Examples 4.11 and 

4.12).        

Musical Example 4.11. Anonymous, Kievan Chant106   

 
 
 
 
 

																																																								
105 Morosan, ed., Peter Tchaikovsky, 114. 

106 Morosan, ed., Peter Tchaikovsky, 440.  

         Du  -             Shé                     Mo   yá 
 



	 55	

Musical Example 4.12. Tchaikovsky, All-Night Vigil: Lord, I Call, Op. 52, mm. 10-
12107 

 

 

 

 

 

 

 

 

 

Throughout his Vigil setting, Tchaikovsky consistently varies the meter so 

that stressed syllables will occur on downbeats which leads to musical phrases of 

variable length. The predominant compositional idea is polyphonization of the 

traditional chants in a chordal texture throughout the piece, which pivots on the 

flow of chants. Although he often sets the chants in essentially homorhythmic 

texture, occasionally the music becomes more polyphonic. For example, from 

measure 27 to 34 of the fifth movement Tchaikovsky writes florid counterpoint 

that closely paraphrases the original chant melody (see Musical Examples 4.13 

and 4.14).   

 

																																																								
107 Morosan, ed., Peter Tchaikovsky, 154 
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Musical Example 4.13. Anonymous, Kievan chant108 

 

 
Musical Example 4.14. Tchaikovsky, All-Night Vigil: Gladsome Light, Op. 52, mm. 
27-29109  
 

 
 

Sometimes, the quoted chant melodies are exchanged antiphonally between the 

upper and the lower parts. This feature provides an effect of textural change 

from homorhythmic to polyphonic motion, and also allows Tchaikovsky to 

introduce dynamic variation in his setting. This style is exhibited in the eleventh 

to the fourteenth measure of the eighth movement (Musical Example 4.15).  

 

 

																																																								
108 Morosan, ed., Peter Tchaikovsky, 448. 

109  Morosan, ed., Peter Tchaikovsky, 189.  
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Musical Example 4.15. Tchaikovsky, All-Night Vigil: The Polyeleion, Op. 52, mm. 
11-15110   

 
 
 

 

 

 

 

 
 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

																																																								
110 Morosan, ed., Peter Tchaikovsky, 223.   
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CHAPTER 5: TCHAIKOVSKY’S HARMONIC LANGUAGE 

Tchaikovsky’s harmonic language primarily consists of triads and their 

inversions as chant harmonization. Occasionally, he uses major seventh chords 

and dominant seventh chords to make a cadence or to modulate into a different 

key (See Musical Example 5.1).  

Musical Example 5.1. Tchaikovsky, All-Night Vigil: The Introductory Psalm, Op. 
52, mm. 1-15111  

 

 

 

 

																																																								
111 Morosan, ed., Peter Tchaikovsky, 113-114. 

G: I    -    V       I    vi         ii    -6  vi       iii6 IV  I6  ii     vi  I6  ii6  V     I           -     
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		 Vi        IV I6      IV  vi           ii   I6    IV7 V -7   I                   -             V6     I  V6 iii6V7 I         vi    V -    

					 I6            ii        vi       IV                 iii6     IV        I6       ii            vi       I6        ii6      V -7          I  
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The Emphasis of the Submediant Function 

Tchaikovsky makes the submediant a significant part of his work by 

emphasizing the sixth degree by promoting the submediant as an alternate tonal 

focus to the tonic function.112 This attribution has become “the basis of a 

prominent stylistic mannerism, even a distinguishing musical characteristic” 

among Russian composers in the late nineteenth century.113 His compositional 

emphasis on the submediant chord is manifested in the following ways:   

1) Frequent use of the chord progression from tonic to submediant 
2) The use of submediant chords to start a movement rather than tonic   
     chords  
3) The use of submediant chords after dominant chords 
 

The chord progression from tonic to the submediant occurs in seven movements 

(1, 2, 4, 7, 8, 10, and 17). This natural connection from tonic to submediant 

creates a “quasi-centric dimension, attracting the ear to a focus distinct from the 

tonic.”114 Musical Example 5.2 demonstrates the alternation between major and 

minor chords through the chord progression from submediant to tonic.  

 

																																																								
112 Mark DeVoto, “The Russian Submediant in the Nineteenth Century,” Current 

Musicology (1995): 48-76, accessed July 12, 2017, https://journals.cdrs.columbia.edu/wp-
content/uploads/sites/13/2016/09/current.musicology.59.full_.pdf. 

 
113 Ibid. 
 
114 Ibid., 60.  
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Musical Example 5.2. Tchaikovsky, All-Night Vigil: Blessed Art Thou, O Lord, Op. 
52, mm. 1-5115 

            am: i   -  V/C   III     -    V/C           i      -            iv    i     i  V/C       III       V/C         i     
          CM:  vi     - V    I       -       V       -    vi    -            ii    vi   vi  V         I          V             vi         

 

The submediant sometimes substitutes as tonic. Four movements of the 

piece (6, 9, 11, and 16) start with the sixth degree instead of tonic. This approach 

creates ambiguity between major and minor in the piece (see Musical Examples 

5.2, 5.3 5.4, and 5.5).  

 

 

 

 

 

																																																								
115 Morosan, ed., Peter Tchaikovsky, 232.   
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Musical Example 5.3. Tchaikovsky, All-Night Vigil: Rejoice, O Virgin, Op. 52, mm. 
1-4116 

 

 
             CM:  vi         V          I6        V 6

4      I          V         I6
4   V     vi4

2  V      I          I6         V 
  
 
 Musical Example 5.4. Tchaikovsky, All-Night Vigil: Hymns after the Gospel 
Reading, Op. 52, mm. 1-4117 
 

 
 
                                        CM:   vi  V     I6    V   I    I6     I 6

4    I      IV6  I       V       I     IV       I6      IV    I      V   

 
 
 

																																																								
116 Morosan, ed., Peter Tchaikovsky, 192.  

117 Ibid., 251.		
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Musical Example 5.5. Tchaikovsky, All-Night Vigil: The Great Doxology, Op. 52, 
mm. 1-4118      

 
 

 

 

 

 

 

 

 

One of the integral and noticeable features of the Tchaikovsky’s Vigil is 

the tertian harmonic language built on the relationship of the relative major and 

minor. A movement starting with a major or minor key regularly modulates to its 

relative key (see Table 5.1).   

 
 
 
 
 
 
 
 
 
 
 
 

																																																								
118 Morosan, ed., Peter Tchaikovsky, 293.  

	CM: vi  V   I          I  V  vi           V       ii    I      IV  I     I V6 I6      V           I   
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Table 5.1. Modulation in Tchaikovsky’s All-Night Vigil  
 

Movement Key 
1. The Introductory Psalm - Bless the Lord,  

O My Soul  
G Major 

2. Lord, Have Mercy  C Major – A minor – C Major 

3. Kathisma - Blessed Is the Man G Major 

4. Lord, I Call  G Major (Tone 8: F Major – D 
minor) 

5. Gladsome Light  C Major – A minor 

6. Rejoice, O Virgin A minor – C Major 

7. The Lord is God  A minor – C Major  
(Tone 8: G Major) 

8. The Polyeleion- Praise the Name of the Lord A minor- C Major – A minor 

9. Blessed Art Thou, O Lord  G Major 

10. The Gradual Antiphon in Tone 4 - From My 
Youth  

C Major – A minor – C Major -
– G Major – C Major – A 

minor –  
C Major 

11. Hymns After the Gospel Reading - Having 
Beheld the   Resurrection of Christ 

G Major 

12. Common Katavasia – I shall Open My Lips  C Major 

13. The Canticle of the Mother of God with 
Refrain  

C Major 
 

14. Hold is the Lord our God C Major 

15. Theotokin, Thou Art Most Blessed C Major – A minor – C Major 
– 

F Major – D minor – F Major 

16. The Great Doxology C Major – F Major – D minor 

17. To Thee, the Victorious Leader C Major 
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Modulation into relative majors and minors is frequently used by Russian 

composers and is an important characteristic of the style of music in 

Tchaikovsky’s era. According to the study of Russian harmony by the theorist, 

Andrey Myasoyedov, “the modulation from a minor key to the tonality of the 

third scale degree [the relative major] is very characteristic for Russian music.”119 

Cesar Cui mentions this peculiar manner of modulation as featured in his 

publication, “La Musique en Russie”: “the melodies pass through different modes, 

very often from minor to relative major and back.”120 The modulation requires 

“developing significance of relative minor key focus within overall relative major 

context,”121 or “contradicting the relative major key tendency through a sixth 

degree (Musical Example 5.4).”122 Mark DeVoto says, “Through the association of 

relative major and minor, the sixth degree is displayed as a kind of ‘strange 

attractor,’ as a momentary tonal focus within the larger major-mode context.”123  

 
 

																																																								
119 Andrey Nikolaevich Myasoyedov, O Garmonii Russkoy Muzïki: Korni Natzional’noy 

Spetzifiki (Moscow: Prest, 1998), 18-21.  

120 César Cui, La musique en Russie (Paris: Librarie Sandoz et Fischbacher, 1880), 4-7, 
quoted in Raymond Teele Ryder, “Russian Elements in Selected Piano Compositions of Cesar Cui 
(1835-1918),” (D.M.A. diss., University of Arizona, 2001), 26-30.  

121 DeVoto, 55.  

122 Ibid., 55. 

123 Ibid., 55.  
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Musical Example 5.6. Tchaikovsky, All-Night Vigil: Gladsome Light, Op. 52, mm. 
47-50124 

am:     ii           III6    V      I6   -        -        vi   ii    vi       ii                ii       vi6        IV6     I                vii I6   ii    V   
                  CM: I6 ì 
       
 

     I       ii6    I6 IV I  IV      V6    -         vi I  ii  vi ii    V6     -             vi           V              VI                  V 
                                   am: i  ì  
 
 

  

																																																								
124 Morosan, ed., Peter Tchaikovsky, 191. 
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CHAPTER 6: CONCLUSION 
 
 

As an example of late-nineteenth century Russian Orthodox liturgical 

music, All-Night Vigil of Tchaikovsky was composed with the intention of 

avoiding Europeanism and to preserve the Orthodox tradition in liturgical music. 

Tchaikovsky's distinctive approach to composition in this work appears most 

clearly in his careful adherence to the original chant melodies and his use of the 

submediant chord.  

Tchaikovsky uses Eastern Orthodox chants as pre-existent melodies 

throughout his All-Night Vigil. He draws on the following chant traditions: 

Znamenny, Russian-Greek and Kievan. He treats the chant melodies with respect 

and care by attempting not to modify the original chant melodies except under 

special circumstances such as making a tonal cadence or emphasizing the text 

stress. The chant melodies are usually placed in the higher vocal ranges such as 

soprano or tenor, and accompanied by other lower voices in a homorhythmic 

texture. Occasionally, Tchaikovsky sets the chant polyphonically in counterpoint 

through the exchange of the upper and the lower voice parts.  

Furthermore, Tchaikovsky uses triads and their inversions to harmonize 

the chant melodies. He also treats the submediant chord significantly. As an 

alternate and momentary tonal focus, the submediant is a connector between 

major and minor contexts. His use of the submediant contributes to creating an 
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ambiguous tone color throughout the piece. The conductor who understands the 

way Tchaikovsky utilizes Eastern chants by emphasizing the submediant 

function will be better able to perform All-Night Vigil in a way that captures the 

distinct Russian style that Tchaikovsky intended. Not only these characteristics 

but also the publication of Tchaikovsky’s All-Night Vigil contributed to allowing 

other Russian composers to compose liturgical music with vigor and freedom. 
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