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Vyacheslav Artyomov (b.1940)

A Symphony of Elegies 43:36
1 L Elegy | 12:52
2 . Elegy Il 10:03
3 lll. Elegylll 20:40
Tatiana Grindenko and Oleh Krysa (violins)
Mark Pekarsky Percussion Ensemble;
Lithuanian Chamber Orchestra;
Saulius Sondeckis (conductor)
4  Awakening 10:59
Oleh Krysa and Tatiana Grindenko (violins)
Incantations 19:32
5 L Incantation of Fate - of Serpents 3:20
6 . Incantation of Stars - of Birds 4:18
7 lll.  Incantation of Souls - of Wind 4:54
8 IV. Incantation of Sounds - of Fire 7:00

Lydia Davydova (soprano)
Mark Pekarsky Percussion Ensemble
Vyacheslav Artyomov (conductor)

Total playing time 74:19



BsiuectaB Aprémos (1940-)

WN -

o NONu»

CumdoHus 3nernin 43:36
. 2nernn | 12:52
1. Snernn ll 10:03
1. 2nernun lll 20:40

TaTtbsiHa puHAeHKO, Oner Kpbica — CKpUNKK
AHCaMb1b yAapHbIX MHCTPYMeHTOB Mapka Nekapckoro
JINTOBCKNIN KAMEPHbIN OPKeCTp,

ampwxkép Cayntoc CoHaeuKmnc

Mpoby>xaeHue 10:59

Oner Kpbica, TaTbsHa FpUHAEHKO — CKPUMNKK

3ak/IMHaHus 19:32
I.  3aknMHaHue cyabbbl - 3Men 3:20
1. 3aknMHaHue 3BE3 - NTUL, 4:18
Il. 3aknuHaHWe ayw - BeTpa 4:54
IV. 3ak/iMHaHWe 3BYKOB — OrHs 7:00

Jingusa Jaeblgosa, conpaHo
AHCaMb1b yAapHbIX MHCTPYMeHTOB Mapka Nekapckoro
Hupukép Bavecnas ApTémMoB

O6Luee BpeMs 3By4aHUs 74:19



Introduction

The history of music reveals many composers whose originality in terms of language
and of emotional expression (often, the two aspects appearing inextricably linked) led
them to follow their own creative paths outside of what one might term general
public or critical acceptance of their art.

Music remains a language, albeit one through which many ideas can be expressed in a
variety of ways, yet at heart it is a living organism in time. A piece of music begins at
one moment, and continues until it comes to an end - no matter if its length is a few
minutes or several hours - with each event following as in a living organism, conjoined
to its predecessor. That precept having been fixed, the nature of the aesthetic
expression - or what the composer is trying to convey - is open to discussion, and
indeed study - more so if the expression is sufficiently compelling to demand further
investigation by the listener.

One aspect of all artistic expression is if what the artist is attempting to convey
relates to the general experience of his contemporaries, and again one may cite
various examples of composers who were regarded as being ‘out of step’ with their
fellow-men and women, whose music was largely ignored or considered to be
irrelevant to the broader psyche of the times in which it was composed.

Music which was once considered irrelevant is now taken to be of the greatest artistic
significance and relevance, and whilst there may well be superficial aspects of fashion
or nationalism being brought into play, it is difficult to escape the notion that such
composers may well have found themselves sidelined in the course of their lives, their
posthumous recognition justifying their existence more than any other purely
temporal consideration.

A unique composer such as Vyacheslav Artyomov, as he approaches his 80" birthday
in 2020, may well feel that he in some way belongs to this group, for there is little
doubt that his impressive body of large-scaled orchestral and choral works has not
‘broken through’, as the phrase has it, to a wide universal audience, although many
admirers feel it is merely a question of time, that his work will speak with a greater
international significance in the years to come.



To the musician and music-lover who has taken the trouble to study Artyomov’s work,
the growing appreciation - largely through the increasing number of international
releases of his music on compact disc, and the public performance and broadcasting
of his work by internationally-established artists - has made available for study much
of his remarkably individual output.

Half a century ago, Artyomov himself must have felt he was a prophet without honour
in his homeland, the USSR, for his inspiration was founded not upon the day-to-day
life of a secular society, irredeemably superficial, but upon deeper, more personal and
intimate contemplations of human existence as revealed through spiritual thought and
beliefs.

In Artyomov’s case, it is his profound acceptance of, and belief in, the Christian faith
which has inspired many of his works. In this, he has much in common with Olivier
Messiaen, and quite apart from the inherent nature of his individual inspiration,
Artyomov has felt compelled to address such profundities in music through large-
scaled time-spans, often using unusual (at times, unique) instrumental combinations -
which instrumental palettes further reduce the opportunity for performance - and
complex rhythmic notation, but not so complex as to render such works
unperformable.

However, driven by the inner certainty that compels all true creative artists,
Vyacheslav Artymov has seen his work reach out, through more modern means of
communication, to a wide international audience, and it is in this spirit that the truly
significant series of recordings of his work, now released by the Divine Art Group of
companies, is offered to music-lovers across the world.

More information on the composer may be found at
https://divineartrecords.com/composer/vyacheslav-artyomov/



The music

A Symphony of Elegies

The Symphony of Elegies was Artyomov'’s first symphony, composed over a two month
period during a visit to the high mountains of Dilijan, Armenia in 1977. What is not so
generally appreciated in Western society is that Armenia was the first country to
embrace Christianity as its national religion, in the early fourth century. That decision
in historical terms was literally a great leap of faith, in that geographically Armenia has
always lain (to this day) between national states of differing religions. Visiting this
early Christian country must have been a profoundly inspirational experience for
Artyomov, for what is also remarkable is that the work was written entirely in that
country within a period of two months.

The Symphony of Elegies is scored for two solo violins, six percussionists and a string
orchestra of sixteen players. Unlike many of the composers’ overtly Christian
influences this profound and essentially unique work can equally be seen as a musical
equivalent of Eastern meditation, in its mostly un-rhythmic flow in which time and
movement seem to lose meaning, the two solo violins in their highest register creating
a vision of observation from above. As the composer has explained, the title embraces
the initial meaning of the word sinfonia/symphony - “combination”, “interconnection”
and the more archaic meaning of the word “elegy” - a poetic amatory contemplation
with a nuance of sorrow.

The Symphony of Elegies was first performed in February of 1978 at the House of
Composers in Moscow with Tatiana Grindenko and Oleh Krysa, violinists and an
orchestra under the baton of Yuri Nikolayevsky. The work is dedicated to the
Supreme Creator.

Artyomov had originally planned to write another work on his Armenian trip, but the
Symphony of Elegies appears to have arisen spontaneously, and it is now quite clear
that it marks a highly significant development in the composer’s career; as Artyomov
has said: “After composing the Symphony of Elegies | became less interested in my
immediate musical environment. Its spirit did not satisfy me. And | saw my aims more
clearly than ever.”



The Symphony is prefaced by a quotation from D.T. Suzuki: “All these are but
moments in our innermost life, which revives and touches Eternity.”

Rebirth and spiritual regeneration are the constants of the Symphony. It begins as a
vast, immobile expanse of matter, from the edges of which emanate occasional
flickering movements, as tiny organisms on the surface of an infinitely bigger, slow-
moving orb whose monstrously slow trajectory carries all on its inexorable path. This
is like a force of nature, a barren landscape of shades of one dark colour, lightened
only by the occasional flicker of irradiation.

Elegy I leaves our perception gradually, as a solo violin edges away; moving into deep
space, as a spirit observing aspects of life on Earth.

Elegy Il takes us further: the shades, the sources of light, are more colouristic and
textural, reaching the uttermost regions with an extraordinary feeling of immense
height and grandeur as a steadily implacable gaze of Pythian other-worldliness
confronts us. A distant gong-stroke almost comes as a human entity into this
landscape; once more, the suspended animation passes by in unruffled motion.

All is now immensely still: in the third Elegy, percussion is more to the fore as the
spatial locomotion drifts into the sun, whose macarian strength illuminates the
virtually immobile journey, causing life to flicker intermittently, magnifying and
germinating as this extraordinary sound-world, a unique phantasmagoria of
fascinating imagery, moves to a new plane. Gradually, slow pulse by slow pulse, we
are made aware of a powerful force of rebirth. Over enormous time-spans the music
reaches a vivid climax and then fades, to remove each tingling, vibrant thread of life,
leaving underneath the fundamental existentialism which has supported the Elegies
throughout.

In this work, one must abandon most preconceptions regarding Western symphonism.
It is an astounding creation, occupying a unique place for its composer and for Russian
music from the last quarter of the 20" century. When one considers that Artyomov's
Symphony of Elegies was written during the Brezhnev era in Russia, the composer’s
determined individuality appears all the more astonishing.



Artyomov is undoubtedly a successor to Scriabin: inhabiting a mystical world,
certainly, but one founded upon natural, basic principles, which at its most compelling
illuminates aspects of human existence in a way not approached by any other
composer.

Awakening for two violins

This work arose almost as a postlude to A Symphony of Elegies. It was written one year
after the Symphony, in 1978. Peter D. Ouspensky wrote in 1916 that while going
along the street in St Petersburg, he saw people who gave him the impression that
they were sleeping while walking. On the whole, they were mentally sleeping - or
perhaps daydreaming as we might say now, as if they had forgotten themselves and
their highest tasks and existence in this life.

This piece is built on the idea of the experience of awakening from an age-old
dormant period. It has been suggested that the ‘awakening’ may be that of aeons-old
bacteria, frozen for millennia on a comet, and now brought to life on reaching Earth -
or perhaps the awakening of spirituality and moral awareness after a period of
darkness, strife and materialism in the psyche of humankind.

Such are the impressions this utterly original music evokes, taking - as the composer
himself has claimed - the notion of reflecting the experience of awakening - but not
necessarily, in human terms, from an extended period of sleep. In this compelling
music, the gradual opening of perception occurs over a much longer time-span: the
unraveling, first of a glimpse of something new, and then, as the perception increases,
a newly revealed vista expands, maybe a little uncertain at first, as the living organism
slowly grows in terms of wider ranges and ever-growing internal momentum, to reveal
something clear and bright, fresh and flexible, yet not finite - ‘at the dawn of a new
age’, one might think.

The work is dedicated to its first performers, Oleh Krysa and Tatiana Grindenko, who
present it on this recording.



Incantations

This work, for soprano voice and four percussionists, was composed during the period
1979-81 and was originally titled, and recorded as, ‘Invocations’. It is a remarkable study in
multiple strata: those of time, of texture, and of vocal sounds which are layered, as if
building blocks, placed one upon the other in a highly imaginative other-worldly region of
void space. In terms of time, the work progresses as multiples of a basic pulse, but not so
clearly defined as if twos, or threes, or fours; rather as the constant use of binary numbers
in rhythmic pulsations, expressed through layered patterns of percussive sound. In terms of
texture, this arises from the layers, to which is added, in a remarkable manner by the non-
vocal use of human sound - roulades of the tongue on the roof of the mouth, clicks of the
tongue, kissing noises, and vocal melismatic lines fashioned from arcane, barely human
singing, including quarter-tones, heavy glissandos, syllables of half-remembered semi-
consciousness - all of which gradually come to dominate the process entirely, and
seemingly invoking a sensation of the savage state in prehistory.

The texture is invaded by bells; the soprano edges clearly towards language, dramatically
answered at one point by a fragmented man’s voice: the tension heightens in an extended
passage, the man'’s voice - still fragmented - coming nearer, the fabric not so far removed
from Les Noces as the bells sound again, the encroaching life as if to envelop the female
voice. A climax is now reached: fearful incantational cries from the soprano answered by
clashing bells and cymbals underpinned by heavy drums lead to a gradual collapse, with
men’s voices now seeming to support her as she gently falls to the ground.

Vyacheslav Artyomov has explained that the work employs an artificial phonetic text,
utilising syllables and separate consonants as well as bespoke Caucasian toponymy -
chosen by the composer himself. Alfred Schnittke wrote: “Artyomov has recreated a
strikingly realistic and vivid sound image of primeval magic. It seems that this is not music
created by a composer - it might have been overheard by him somewhere and revived by
his superindividual genetic memory... As if in expanding the boundaries of his “intellectual”
individuality the composer seems to recall archaic invocatory rhythms and witchcraft of
pre-musical magic rites, dormant in his blood.”

Just one sentence at the end of the work has a certain semantic meaning - “Your death is
coming, your life is being taken away, but your spirit dwells forever”.
© 2018 Robert Matthew-Walker



The composer

Vyacheslav Artyomov’s life under circumstances of unrecognition, official defamation
and exclusion from livelihood and — what is no less important — spiritual loneliness, is
truly heroic, and music, created by him in such a totalitarian country is an
extraordinary feat.

Mikhail Tarakanov, professor at the Moscow Conservatory, wrote about Artyomov's
works: “Artyomov, this master of music who had been unrecognized for decades,
proved that not being recognized in Soviet Russia testified to one’s noble sentiments,
profound feelings and deep emotions. At the same time the failure to appreciate his
genius shows clearly the spiritual indifference, the atrophy of religious and moral
sentiments and the dreadful moral decline in a society which was governed by an
atheist system for many years. In this sense one could say that Artyomov was ahead
of his time in many ways.”

It was Artyomov's strong wish to become a physicist, while also studying music
concurrently; however at a decisive time in his life, the pursuit of music came to be his
principal focus. He first attended the composition class of A. Pirumov, then graduated
from the Moscow Conservatory after studying composition with Nikolai Sidelnikov
and piano with Toviy Logovinsky.

As a young composer, he developed a profound interest, successively, in Russian
folklore, traditional music of the East, the works of Prokofiev, Stravinsky and
Messiaen, and the Polish avant-garde. But it was Arthur Honegger's Symphonie
Liturgique, as well as the works of Edgar Varése and Sinfonia by Luciano Berio that
made the greatest and most lasting impression on him.

In 1975 together with the composers Sofia Gubaidulina and Viktor Suslin, he formed
the improvisation group "Astreya", whose purpose was to improvise on non-orchestral
and exotic instruments, mostly from his own private collection. "Astreya" became
quite successful, made studio recordings, participated in recording music for a major
feature film of Elem Klimov “Farewell” and performed before small select audiences of
enthusiasts.



For many vyears, political conditions in Russia mitigated against his works being
performed with any regularity, if at all. This was true even in 1979 when his
compositions began to become a regular feature of major European Festivals and
various concert venues, including several in Paris, Cologne, Venice, Warsaw and
London. He was blacklisted as one of the “Khrennikov's Seven” at the Sixth Congress
of the Union of Composers for his unapproved participation in some festivals of
Soviet music in the West. The tone of the denunciation harked back to the First
Congress of 1948, at which Prokofiev, Shostakovich, Myaskovsky and others were
victimized. This ruling immediately deprived Artyomov of any performances or
publications as well as earnings. Notably, nine years later, Khrennikov, then chief of
the Union of Composers bureaucracy, after the premiere of Artyomov's Requiem
changed his opinion on Artyomov's music saying: “Artyomov is an outstanding
composer. His Requiem has raised Russian music to a previously unattainable height.
I'm sure it is due to Artyomov that we have not only reached the European level in
this genre, but surpassed its acmes — the Requiems by Mozart and Verdi”.

Nevertheless, in spite of the relentless opposition of the Soviet bureaucracy in the
early 80s Artyomov began his own musical "perestroika", and with the help and
participation of his wife, the poetess Valeriya Lyubetskaya, he was able between
1981-86 to organize a series of performances of his own music, using some of the
best Soviet performers - including such brilliant musicians as Oleh Krysa, Liana
Isakadze, Dmitri Alekseyev and Saulius Sondeckis, amongst others. These
performances were very successful, and some of them were even recorded by the All-
Union Radio. At the same time, Artyomov also managed to make wonderful
recordings with the aforementioned artists, as well as other excellent musicians, such
as Dmitri Kitaenko, Timur Minbayev, and Tatiana Grindenko.

Artyomov has participated in many European festivals since 1979. Festivals of the
composer’s work have taken place in Moscow (“Festival of Premieres”, 1994) and
Amsterdam (“Artyomov-festival”, 1997). His music has also been performed by
conductors Mstislav Rostropovich, Gennady Rozhdestvensky, Vladimir Fedoseyev,
Mikhail Pletnev, Vladimir Spivakov, Teodor Currentzis, Vladimir Ashkenazy and Virko
Baley, by pianists Stanislav Bunin, Philip Kopachevsky and Ricardo Descalzo, cellists



Aleksandr Rudin and Aleksandr Buzlov, organists Oleg Yanchenko and Aleksei
Semionov. He has also collaborated with such recognized singers as Liubov Petrova,
Lidiya Davidova, Marina Meshiariakova and N. Lee, as well as many outstanding
woodwind and percussion players.

His works were nominated for the State Prizes in Russia and prestigious prizes in the
US. Artyomov's works have been released on more than 30 CDs in the USA, UK,
Germany and Russia. Currently (2018) Divine Art is reissuing six albums of Artyomov's
music previously released by Melodiya and Bohéme. Russian TV has made and
broadcast about 15 films and programs about Artyomov’s music, including a three-
part film on his Requiem (produced by V. Artyomov, RTR, 1994).

A number of books have been written about the music of Vyacheslav Artyomov
including: “Artyomov - An essay on creation” by M. Tarakanov (Moscow, 1994) “On
the way to the new spirituality” by M. John (Berlin, 1996), “The music of Vyacheslav
Artyomov” by Robert Matthew-Walker (St.Austell, 1997), a book of poems “The book
of radiance” by V. Lyubetskaya (Moscow, 2000) and “Russian composer Vyacheslav
Artyomov” by A. Kloth (Essen, 2009).

His works have been published by “Kompozitor” and “Sovetskiy kompozitor” in
Moscow and by C.F.Peters in Frankfurt. His Selected Works began to be published in
2000 in Moscow (8 volumes were issued). Artyomov is a Full Member of the Russian
Academy of Natural Sciences (since 1996), President of the Foundation for Spiritual
Creation, and holder of the Order of Friendship (2010). "Man of the year - 2016".

Soloists

Lydia Anatolyevna Davydova was born in Leningrad (now St. Petersburg) in 1932. She
studied piano from an early age, eventually graduating from Moscow Conservatory in 1957.
Despite her wish to become a professional singer, she was unable to gain admittance to
vocal courses at any school, though she took lessons with Dora Belyavskaya. She was
eventually ‘discovered’ by composer Andrei Volkonsky, whose Mirror Suite she premiered in
1962 and before longs she was recognised as one of the foremost vocalists in Russia.



She specialised in modernist and avant-garde music, for which her accuracy and precision
were ideal, but also was a pioneer in the promotion of early music from the Renaissance and
early baroque periods. She became the soloist with the early music ensemble ‘Madrigal’
which had been founded by Volkonsky in 1965, and became its director from 1972 to 1982,
returning again in 1992.

Davydova was among the first to introduce much Western 20" century music to the Soviet
Union, including the work of composers such as Charles lves, Luciano Berio, Anton Webern,
John Cage and Paul Hindemith. At the same time she championed the work of the more
adventurous Russian composers, premiering major works by Volkonsky, Denisov, Smirnov,
Gubaidulina, Schnittke and of course Vyacheslav Artyomov. Davydova remained in Moscow
for most of her life and in 2001 was decorated as a ‘People’s Artist of Russia’. She died on 2
March 2011.

Tatiana Grindenko (b. 1946) is one of Russia’s pre-eminent violinists. She graduated from
the Moscow State Tchaikovsky Conservatoire having studied in both Moscow and St.
Petersburg. She has won many prizes and awards including designation as ‘People’s Artist of
Russia’ and the State Prize of Russia in 2003 for ‘outstanding achievements in music’.

Her musical interests are very wide: together with Alexei Lyubimov she founded the
Academy of Early Music in 1980; this was the first ‘period performance’ baroque ensemble
in the USSR. She researched authentic performance practice of the 17" and 18" century
and is renowned for her expertise in these techniques. She has also taken part in various
avant-garde music festivals and has performed and recorded modern works for many major
record companies. She has also produced operas and theatre works, and was also a member
of “Boomerang” - one of the Soviet Union’s first rock groups.

Tatiana has appeared with many of the world’s leading orchestras and conductors and in
1999 became artistic director of the Opus Posth ensemble, formed to participate in multi-
media presentations and to explore the performance of music in the context of
contemporary culture and finding new space in which to present musical art.

Oleh Krysa was born in Uchanie, Ukraine (now gmina Uchanie, Poland) in 1942. He is
acclaimed throughout the countries of the former Soviet Union and indeed worldwide as a
distinguished soloist, chamber musician and teacher. He was a student of David Oistrakh
and was winning major international prizes from 1962 onwards.



Oleh became chairman of the violin department at Kiev Conservatory to begin his teaching
career, moving to the Gnessin State Musical College and later the Moscow Conservatory
where he was Professor of Violin until 1988. He is currently Professor of Violin at the
Eastman School of Music, Rochester, New York and holds several other prestigious posts. In
March 2016 he was elected a Foreign Member (now being an American citizen) of the
National Academy of Arts of Ukraine.

As a performer, Oleh Krysa has played solo recitals in most of the world’s major music centres
and with the leading orchestras and chamber ensembles in many countries. He has also led
successful ensembles such as the Kiev Conservatory Quartet, the Leontovych Quartet and
the Beethoven String Quartet. As a champion of contemporary music, Oleh has worked
closely with many composers, with many works written for and dedicated to him. His
recordings have been issued by several leading labels including Melodiya, BIS, Polskie
Nagrania and Olympia among others.

The Mark Pekarsky Percussion Ensemble was founded in 1976 and remains Russia’s only
permanent percussion ensemble. It has given concerts around Russia and overseas, has made
many recordings and also appeared on radio and television. The ensemble is also regularly
invited to participate in public events and ceremonies such as the opening of art exhibits and
film festivals. It is renowned for its superb artistry and accuracy of ensemble and each
performance includes the premiere of a new work. Its repertoire now amounts to around 200
compositions created especially for it by both Russian and foreign composers.

Mark Pekarsky was born in 1940 and as well as being an active percussionist for most of his
life, also teaches at the Gnessin State Musical College and in 1997 was appointed Professor
at the Moscow Conservatory.

Saulius Sondeckis (1928-2016) graduated from the Lithuanian Academy of Music and
Theatre in 1952 and studied conducting with Igor Markevich. His conducting career began
with the student orchestra of the Chiurlionis School of Arts in 1955; he joined the teaching
staff of the Lithuanian Academy in 1959, becoming elevated to the rank of Professor in 1966.

In 1960 Sondeckis founded the Lithuanian Chamber Orchestra and served as its principal
conductor and artistic director until 2004. He also worked with many other orchestras and
from 2005 was leader of the Lithuanian Baltic Chamber Orchestra. He is one the most
decorated musicians in Lithuania’s history, becoming ‘People’s Artist of the USSR’ in 1980 and
winner of the Lithuania National Award in 1999.



Bcrynienune

McTopusi MysbiKM 3HAaeT MHOXECTBO MPMMEPOB, KOr4a YHWUKa/IbHOCTb $3bIKOBOM
M 3MOLIMOHA/ILHOM BbIPA3UTE/IbHOCTU (a 3a4acTylo, 3T [1Ba acreKkTa HepaspbiBHO
cBsi3aHbl APYr C APYyroM) Mo3Bosissia KOMMO3WTOpaM C/iefoBaTb MO  CBOEMY
Cco6CTBEHHOMY TBOPYECKOMY MyTH, B HE3aBUCUMOCTM OT LUMPOKOM 06LLLECTBEHHOCTH
1 KPUTUHECKOrO BOCMPUSITMS UX UCKYCCTBA.

My3sblka - 3TO £3blK. MHOrMe Mys3biKa/ibHble WMAEM MOXKHO BbIPa3UTb PasHbIMK
nyTamu. OgHaKo roToBoe NpomsBeaeHne - 3To abCONOTHO HEMOBTOPUMBIN YKUBYLLMUM
BO BPeMeHM opraHmsM. MysbikasibHOe npoussegeHne 6o aauHbl, 6yab To napa
MUHYT WM HECKOJIbKO 4acoOB, HAYMHAETCA B  ONPeAenéHHbIi  MOMEHT
M NPOMO/IKAETCS [0 CBOEr0 JIOrMUYecKoro ¢duHana, a Kaxkaoe ciegyouiee cobbitTne
HenpepbIBHO CBA3aHO C MpeablaywmM. [pupofa 3CTETUYECKOTO BbIpaXKeHUs - a
TOYHEE TO, YTO XOYET AOHECTU KOMMO3UTOP, — 3TO TEMA, OTKPbITas A5 06CY>KAEHUS
1 U3yYeHUs, 0COBEHHO €C/IN 3TO BbIPayKeHUe SBNSETCSA AOCTATOYHO 3aXBaTbIBAOLLMM,
YTO6bI 3aCTaBUTb CAYLLATENS YIAYBASTLCSA BCE AabLue.

OfHVUM U3 acreKTOoB JIo6Oro XyA0XKECTBEHHOMO BbIPAXKEHWUS SBASETCS COOTBETCTBUE
TOro, 4YTO XO4YeT COO6LMTL aBTOp, O6LWIMM YBEXAEHUAM U YyBCTBaM €ro
COBpeMeHHMKOB. M cHOoBa MOXKHO MPMBECTM NMPUMEPbLI KOMMO3UTOPOB, KOTOPbIE LN
«HE B HOTY» CO CBOMMM TOBApPULLAMM, M Ybs My3blKa MTHOPUPOBaIaCb WM CYMTaNACh
HeyMeCTHOW AJ151 MMPOBOCMPUSITUS TOFO BPEMEHU, B KOTOPOe OHa 6blia HanmcaHa.

MysbiKa,  OAHaXKbl BOCMPUMHMMAEMas KaK HECBOEBPEMEHHas, cenyac uMmeeT
OFPOMHYIO 3HAYMMOCTb M aKTyasibHOCTb. Ml XOTs B Mrpy, ckopee Bcero, BCTymanwu
TaKue MOBEPXHOCTHbIE acMeKTbl, KaK MOZA M HALMOHAIM3M, TSHXKENO0 M36aBUTbCS OT
MbIC/IM, YTO KOMMO3UTOPbI HA MPOTSHKEHUM CBOEM >KM3HWM YacTO OKa3blBa/IUCh
«B CTOPOHE», a MOCMEPTHOE MPU3HAHME OMpPaB/AbIBAET MX CYLLECTBOBaHWE 60JiblUe,
YeM /1l060€e APYyroe COBPEMEHHOE BHUMaHME.

Takon YyHUKanbHbIA KOMMO3UTOP, Kak Bsuecnas ApTEMoOB, Ha Mopore CBOEro
BOCbMUAECATUNETUS, KOTOpoe oH oTMeTUT B 2020 roay, MOXKeT NoYyBCTBOBaTb, YTO
OH B HEKOTOPOWM CTENEHW MPUHAANEXUT K 3TON KaTeropuu. BosmMoykHo, 4To ero
BMeyaT/AsloWMe CBOMM MacliTaboM OpKEeCTpoBble W  XOpoBble pPaboTbl He
«BOPBaJIUCb», KaK TOBOPUTCS, B CEPALLA COBPEMEHHMKOB. OIHAKO MHOIME NoYynTaTeNN



€ro TajlaHTa CYMTAlOT, YTO Er0 MMPOBasl C/1aBa - BCETO JIMLLb BOMPOC BPEMEHU, U YTO
B OAWyKalluMe roAbl ero npousBefeHns 6yayT NpusHaHbl BblAAKOLWMMUCS BO BCEM
Mupe.

Bonbluas YacTb Nopa3uTenbHbIX XapaKTepHbIX paboT ApTéMoBa cTana AOCTyNHa AN
My3bIKaHTOB U LEHUTENEN My3bIKM 61aroaps ero pacTyLLeMY MPU3HaHUIO, KOTOpoe
[OCTUraeTcs  BCE BO3PaCTalOLMM YUC/IOM MEXAYHAPOAHbIX PESIM30B KOMMAKT-
[MCKOB C €r0 My3bIKOI, @ TaKyKe My6IMYHBIX BbICTYMNAEHUI U TPAHC/IAUMIA, B KOTOPbIX
YHacTBYIOT apTUCTbl MUPOBOIO MacLUTaba.

Monseka Hasag, Ha cBoelt PogmHe B CCCP, ApTéMOB HECOMHEHHO YyBCTBOBaN cebs
6€e3bI3BECTHLIM MPOPOKOM. BAOXHOBEHWE HUCXOAMNIO K HEMY He M3 MOBCEAHEBHOM
YKM3HU B 6E34YXOBHOM U 6e3HafEKHO MOBEPXHOCTHOM O6LLEeCTBe, a U3 r1y6oKoMn
chepbl JIMYHbIX U COKPOBEHHBIX Pa3MbILLIEHUI O Ye/IOBEYECKOM CYLLLECTBOBAHUM,
B JYXOBHbIX MPO3PEHMAX.

[ny6oyaiiwas Bepa ApTEMOBA B XPUCTMAHCKYHO PESIUIUIO MOCTY>KUNA BAOXHOBEHMEM
A1 MHOTMX ero paboT. B 3TOoM cMbiciie y Hero ectb MHoro obuwero ¢ OsnuBbe
MeccnaHoM. HecMoTps Ha €CTECTBEHHYHO MNPUPOLY €ro JIMYHOro [apoBaHus,
ApTEMOB 4yBCTBOBa/l HEOBXOAMMOCTb BbIPa3UTb CBOK [YGUHY B  My3blKe
nocpeacTBOM MacLITabHbIX M NPOAO/IXKUTENbHBIX NMPOU3BEAEHUIA, YAaCTO UCMOb3YS
HeobblyHble (a WMHOrAAa Aake YHWKasibHble) WMHCTPYMEHTAsIbHblE KOMGUHALUK
N C/IOXHENLIYIO PUTMUYHYIO HOTaumio (O4HAKO He HACTOJIbKO CJ/IOXKHYH, HYTO6bI
cAienatb ero paboTbl HEAOCTYMHLIMU A1 UCMOJIHUTENEN).

JBMXKUMBIA  BHYTPEHHEN YOeXAEHHOCTbIO, KOTOpas MoAunHseT cebe Bcex
NoO-HaCTOALLEMY  TBOPYECKMX nofenr, Bsayecnas ApTEMOB  OCYLLLECTBMA
daHTacTM4eckMe MO rpaHAMO3HOCTM OPKEeCTPOBble 3anwcK, BCAeACTBUE Yero
DENCTBUTE/IbHO 3Ha4YMMas CepUsi KOMMNAKT-AMCKOB, BbIMyLLEHHAs FPYNMnoi KOMMaHui
Divine Art, Tenepb AOCTYNHA LLEHNTENSAM My3bIKM MO BCEMY MUPY.



MY3BbIKa

Cumponmus 3 meruit

CumdpoHus 3nezuti cTana nepsot cumboHuen ApTEMOBA, KOTOPYHO OH Hanucan B 1977
rogy BO BpeMs ABYXMeCSYHOro npebblBaHMs B ropax [uawkaHa, B ApMeHuun.
B 3anagHoM o6luecTBe He pacrnpoCTpPaHEHO OCO3HaHME TOro, Y4To ApMeHus cTana
nepBoM CTPaHOM, MPU3HaBLUEN XPUCTMAHCTBO B Hayasie YETBEPTOro BeKa CBOEN
HauuoHanbHOM pennrneit. C UCTOPUYECKON TOYKM 3PEHUs 3TO peLleHue cTano, 6e3
npeyBesIM4eHNs, OFPOMHBIM CKAYKOM Bepbl, MOCKOJIbKY reorpaduyecku ApMeHus
BCcerga pacnosiaranack (M pacrnosiaraeTcs Mo Cceil AeHb) MeEXAY rocynapcTs
C pasanyHbIMK penrrnamu. lNocelyeHne 3ToM paHHEXPUCTUAHCKOM CTPaHbl, AOJI)KHO
6bITb, NOCNYXXWIO AN APTEMOBA KpaiiHe BAOXHOB/ISHOLLMM OMbITOM, NPUHUMAs BO
BHMMaHWe TOT aKT, YTO NpousBeseHue Gbl10 MOJIHOCTLIO HAMMCAHO 3a ABa Mecsua
npe6bbiBaHMSA B 3TOM CTpaHe.

B CumdoHuu 3nezuli y4aCTBYIOT [OBE COJIbHble CKPUMKKW, LIECTb YAAPHUKOB
MU CTPYHHbIA OPKECTP M3 LIEeCTHaAUaTU YesioBeK. DTO r/lyboKoe M Mo CyLLeCcTBY
YHUKa/IbHOE NPOU3BEAEHME MOXHO PAacCMaTPMBaTb KaK My3blKaslbHbI SKBUBANEHT
BOCTOYHOM MeAMTaLMK, U3-32 OTCYTCTBUS PUTMUYECKOTO MOTOKA, B KOTOPOM BpeMst
U OBWKEHUE, KAXKETCSH, TEPSIOT CMbIC/, a ABE COJIbHble CKPUMKW B WUX BbICLLUEM
perucTpe Co3gatoT OLlylLeHME HaAMUpHOro cosepuaHus. Kak nosicHun cam
KOMMO3UTOP, Ha3BaHMe o0bbeauHseT B cebe MepBOHaYasibHbIA CMbIC/T CNOBa
sinfonia/symphony - «coyeTaHue», «B3aMMOCBS3b», U 6oJlee apXanyHbIA CMbICA C/I0Ba
«3/1ETUsA» — MO3TUYECKoe t0GOBHOE Co3epLaHne ¢ OTTeHKOM neyanu. CouvHeHue
noceseHo Teopuy BcebilwHeMy.

B d¢espane 1978 roma CumdoHus 3naezuli BrnepBble npos3Bydasna B J[ome
KOMMO3UTOPOB B MoOCKBE, MpU y4acTuM cKpunadein TaTbsiHbl [puHAeHKO u Onera
Kpbicbl, 1 opkecTpa nog, ynpasaeHnem Opus Hukonaesckoro.

M3HayanbHO BO BpeMsi cBoero npebbiBaHWs B ApMeHuM ApTEMOB NiaHUPOBas
HanucaTb Apyroe npoussegeHne, Ho CumdoHus 3anezull HeBeposTHbIM 06pa3oM
BO3HMK/1a CNOHTaHHO. Tenepb, CNyCcTA rofbl, COBEPLUEHHO SICHO, YTO OHAa 3HaMeHyeT
coboi ofHYy U3 BeplUMH B TBOpYecTBe KoMno3uTopa. Kak ckazan ApTémos: «nocne
counHenuss CumoHuu 3sezuli MeHs MepecTasio MHTepecoBaTb MOE GamKanilee



My3bIKaslbHOe OKpY>KeHue. Ero ayx MeHs He yaosneTsopsa. W Mou Leam MHe ctanm
ACHee, YEM Mpexae.»

Cumdponun npepwecteyet umtata us [O.T. Cyasyku: «Bcé 3To MOMeEHTbI Haluen
BHYTPEHHEN >KM3HM, KOTOpble OXMBAT W TMPUXOAST B COMPUKOCHOBEHME C
BeyHocTblo».

lMpocBeTNieHNEe U AyXOBHOE BO3POXAEHME - 3TO KOHCTaHTbl CuMopoHuM. OHa
pasBMBaeTCs KaK OBGLUMPHOE HEMOABMXHOE  pacLUMpPSOLLEEC  MPOCTPAHCTBO
MaTepUM, Ha OKpaMHax KOTOPOro BO3HMKAIOT CJlyvaliHble Mepuatolime KosiebaHus,
Kak 6yATO KpOLUEYHble OpraHM3Mbl Ha MOBEPXHOCTM 6GECKOHEYHO 60/IbLLOWN,
MeAJ/IEHHO [JBWXKYLLENCS MiaHeTbl, KoTopas norsowaeT B cebs BCE Ha CBOeM
HEMNPEKIOHHOM MyTU. DTU HEMMOBEPHOM CWJIbl BCMbILKM O3apEHUS MPOHMU3bIBAOT
TEMHOE Mpa4yHOe NPOCTPAHCTBO BOKPYT.

Jnezusi | OBNafileBaeT HaLLUMM BOCTPUSTUEM BCELLEO M MOKUAAET HAc NMOCTENEHHO, B
TO BpeMms, KaK 3BYK CONMPYIOLLLEA CKPUMKM 3aTUXAET, YXOAs B AaJibHUIA KOCMOC,
6yATO AyX, U3faneKa co3epLAtoLLLMIA XKU3Hb Ha 3emie.

Dnezus Il yHocuT Hac ewé panblue: 6onee KoopucTudeckne U GakTypHble TEHU U
WUCTOYHUKU CBeTa C HeobblYalHbIM OLLyLeHUeM 6ecKpalHel BbICOTbI M BeUYUs
[OCTUratoT CaMbIX OTAANEHHbIX YTOJIKOB KOCMOCA, U Mbl CTa/IKUBAEMCS C YBEPEHHbIM
1 6ecnolaaHbIM B3rasaom Muounickoro NoTycTopoHHero Mupa. OTAaneHHbIM yaap
roHra 3aBeplUaeT 3TOT MelN3a)X, C/IOBHO HEYJ/IOBUMAs 4YesoBEYecKas CYLUHOCTb
pacTBOPSIETCS B HEBO3MYTUMOM MOKOE.

Tenepb BCE HEBEPOSTHO CMOKOMHO: B TPETbeN Ds1e2uu yAapHbIe BbIXOAAT Ha NepBbIN
naaH Mo Mepe TOro, Kak NMPOCTPaHCTBEHHOE [ABUXXEHWE CMELLLAETCS K COJIHLY, Ybs
CUAIOLLAS CUNA 3aMOJHAET 3TO HEMOCTMXKMMOE NyTeLlecTBUe. ITa XKMU3Hb, BCMbIXMBaS,
yBe/IMYMBasiCb U NpopacTas, 06pasyeT HeO6bIKHOBEHHbIN 3BYKOBOM MUP, YHUKA/IbHYHO
daHTacmaropuio 3axBaTbiBaloLWMX 0b6pasoB. [MocTeneHHo, 6narogaps caeayroLUM
OAMH 3a APYrMM MefJIeHHbIM YapaM KOJIOKO/1a, Mbl HAYMHAEM OLLYLLATh MOLLHYHO
CUy HOBOToO poXkAeHus. [MpeofoneBas CBepXecTeCTBEHHbIE Mepuoabl BpPEMEHW,
nocsie APKON Ky/IbMUHALIMM My3blKa MOCTENEHHO MCYe3aeT, BO6paB B Ce6S KaXKayHo



BUMOPUPYIOLLLYHO, TPEMELLYLLYIO HATb XKU3HW. [py 3TOM CKpbITHO OCHOBOMO1aratoLLee
YYBCTBO CYLL,ECTBOBaHWS MPOHM3bIBAET Js1e2UU Ha BCEM MPOTSXKEHUU UX 3BYHAHUS.

3HaKOMSCb C 3TUM COYMHEHMEM HEOBXOAMMO OTKa3aTbCsi OT GOJIbLUMHCTBA
npeay6exxaeHnii 0THOCUTENIbHO 3anagHoro cumdonusma. CumcoHus anezuti - 3To
nopasuTesibHOe TBOPeHWE, O6ecneynBlLEE YHMKA/IbHOE MECTO Kak CaMoMy
KOMMO3UTOPY, TaK U PYCCKOM My3bike nocnenHein YyetBeptn XX Beka. Ecam yyecTs,
yTo CumcpoHus 3nezuli ApTéMoBa 6blna HanucaHa B Poccun B anoxy BpexxHesa, To
HenpeB3oMAEHHAs  WHAMBMAYA/SIbHOCTb  KOMMO3MTOpA KaxkeTcs ewé 6onee
YAMBUTESIbHON. APTEMOB, HECOMHEHHO, SIBMISETCS NPeeMHNKOM CKpsbuHa: OTKpbIBas
6€3yC/NOBHO MUCTUYECKUIA MUP, OCHOBAHHbLIA NPWU 3TOM Ha eCcTeCTBEHHbIX 6a30BbIX
NpUHUMNax, OH Haubosiee yb6eauTesbHbIM 06pPa3OM  OCBELLAET  acneKThbl
4Ye/I0BEYECKOro CyLLLECTBOBaHUS TaK, KaK 3TO He YAaBasioCb HU OAHOMY ApYyromy
KOMMO3UTOpY.

ITpoOyxpeHMe AJIst [BYX CKPHUIIOK

IT0 npousBeeHne BO3HUK/IO0 Kak cBoero poda noctaoams Kk CumgoHuu anezuti. OHo
6bl10 HanucaHo B 1978 ropy, vepes rop nocne CumgoHuu. B 1916 ropy Métp
JleMbsHOBMY YCMNEHCKMIA nKUcan, 4To, MPOrysvBascb no ogHol w3 ynuuy CaHKT-
MeTepbypra, OH BUAEN NOAEN, KOTOPbIE CO3/iaBa/IM BrevaT/IEHNE, YTO OHU CMAT Ha
xoay. C MEHTa/IbHON TOYKM 3pEHUs, OHU AEUACTBUTENBHO CManun - UAW, KaK Gbl Mbl
ceMyac 3TO CKasasiM, OHM yTpaTuam cebs, Bnaau B JETApruo MOBCEAHEBHOIO
CYLL,ECTBOBaHWS, OTBEPTJIM BbICLLMI CMbIC/T XKU3HMU.

OTa nbeca BbIpaXkaeT UAet Npoby>KAeHUs OT BEKOBOTo HebbITUsA. Kak ecin 6bl peyb
wna o «npobyxaeHun»  BGakTepuu, KoTopas npebblBana  TbiCAYENeTUAMMU
3aMOPO’KEHHOM Ha KOMeTe, a Terepb OXKWa Ha 3emse. Ho BepHee Bcero, 3To
Npo6y>KAeHne AYXOBHOCTM WM MOPA/IbHOFO CO3HaHUS MOC/E ThiCAYeNeTUA TbMbl
M MaTepuanm3Ma B CO3HaHUN YesI0BEYECTBa.

DTa KpaillHe OpurvMHasibHas My3blka NepefaéT, Kak yTBepyK4asl caM KOMMo3uTop,
nepe>kuBaHve NPoby>KAeHUs OT A/IMTENbHOMO AYXOBHOMO cHa. Pa3BépTbiBaHne 3ToM



3aXBaTblBalOLLEN My3blKM MPOUCXOAUT B AJIMTE/IbHLIA BPEMEHHOM MPOMEXKYTOK:
BHayasie - NpoGaecK 4ero-To HOBOrO, HEMOCTWXKMMOrO, a Jajiee nepcrnekTusa
paclwmpsieTcs, 6yaTo 6bl >KMBOW OpraHvaM, pacTylui MegJieHHO, B Cuay
NOCTOSIHHOIO BHYTPEHHErO MMMYJIbCa CO34aET HEYTO SICHOE, IPKOE, CBEXKee U rnbKoe,
HO B TO >K& BPEMSI HEMCYEPMNAEMOE — MOXXHO MOAYMaTb, YTO HaXOAMLILCA «Ha 3ape
HOBOW 3pbl».

MpobyxucdeHue noceswEeHO ero nepsbiM ucnonHuTensm Onery Kpbice u TaTbsiHe
pPUHAEHKO, KOTOPbIE M NPEACTaBAAOT Er0 Ha 3TOM 3anucK.

3aKJIMHaHUA

OT0 npousBefeHWe 6bl10 HanmMcaHo B nepuod 1979-1981 ropoB Ass conpaHo wm
yeTblpex yaapHukoB. OHO sBAsieTCS 3aMeyvaTesibHbIM  06pasyoM BO  MHOMMX
OTHOLLEHMAX, TaKMX KaK BpeMs, daKTypa M MeBYECKME 3BYKW, KOTOpble 6yaTO
CcTpouTesibHble 6/10KM HaK/aAblBalOTCA APYr Ha Apyra B BOOGpaXKaeMoM MycToM
npocTpaHcTee. MNpounsBeaeHne pa3BMBaEeTCs Kak LLENoYKa NpoCcTenLLmMX pUTMOB, HO He
TakMX YETKO OMNpefenéHHblX, Kak CYET Ha [Ba, TPW, YeTbIpe; a CKopee Kak
HenpepbIBHOE UCMO/1Ib30BAaHWE ABOUYHbIX YUCEN B PUTMUYHOM BUEHWM, BbIPAXKEHHOM
Yyepes MHOTMOC/I0MHblE MOAENM yaapHOro 3ByKa. C TOYKM 3peHus $aKTypbl, MHTEpeC
NPeacTaBAAIOT  C/IOM, K  KOTOpbIM  [06aBAsSETCs, YAMBUTE/bHbIM  06pasoMm
HeMneBYECKOE UCMOJIb30BaHWE YE/IOBEYECKUX 3BYKOB — Py/adpl, LE/KaHbe A3bIKOM,
3BYKM MOLLE/yeB, MarM4yecku COTKaHHble MeM3MaTUYECKME BOKaJIbHbIE JIMHUM,
DAnéknMe OT O6bIYHOrO YE/IOBEYECKOTO MEHWUS, B TOM YMC/IE YETBEPTb TOHbI,
rJINCCaHAO, CNOTM MO/Y3abbITOrO [APEBHEr0 CO3HaHUSA, - BCE 3TO MOCTENEHHO
OBJ1aA,EBAET MPOLLECCOM U BbI3bIBAET OLLYLLEHNE AMKOCTU LOUCTOPUYECKON SMOXMU.

dakTypa 3anosiHeHa 3BOHOM KOJIOKOJIbYMKOB; COMPaHO YeTKO OTrpaHW4MBaeTcs oT
A3blKa, KOTOPbIA B KaKOM-TO MOMEHT pe3Ko MposBAseT cebs 3NM304MYECKUM
MYXXCKUM rosiocoM. HanpsikeHue YCUAMBAETCH, MyXXCKoW rosioc (Bcé ewé
3NU30AMYECKUIA) HapacTaeT, BHOBb 3By4aT KoJsloKoMa (NPWEM, HaMOMWHAIOLLMIA
CeadebKy), 1 MOLLLHO BTOPratoLLLAsCs XKM3Hb - KakK 6yATO NOr/OLWA0T XEHCKUA rosioc.
Ky/nbMUHaLMS  AOCTUIHYTa: CTPAlUHble 3aK/IMHAIOLWME BOMJIM COMPAHO, KOTOPbIM



OTBEYaIOT CTO/IKHOBEHWSI KOJIOKOJI0B U TapesIoK, YCUIEHHbIX TPOMKMMM 6apabaHamu,
NpMBOAAT K MOCTeNeHHOMy o6Basly. B TO e BpeMs My>KCKME Fosoca, KaxkeTcs,
NoAAEP)KMBAOT €€ BO BPEMSI MSITKOrO MNafeHUs Ha 3eMJIt0.

BsyecnaB ApTEMOB MOSACHWA, YTO B MPOM3BEAEHUN UCMOb3YETCS MCKYCCTBEHHbIN
HOHETUYECKUIA TEKCT, OTAE/IbHblE C/NOTM M COrJIacHble, a TaKXKe XapaKTepHble
KaBKa3CKMe TOMOHMMbI, OTOBpaHHble camMuM KommnosuTopoM. Anbdpes LUHUTKe
nucan: «<ApTéMOB BOCCO34a/ NOPasUTE/IbHbINA MO PeasibHOCTU U APKOCTU 3BYKOBOM
o6pa3 nepBo6LITHOM MarmMu. KakeTcs, YTO 3TO He COYMHEHHAs aBTOPOM My3blIKa,
a NoAC/yLlWaHHas rae-To U BOCKPELLEHHas ero HaaMHAMBUMAYaNbHOM reHeTUYeCcKomn
namsaTbHo... CnoBHoO pacumpsas rpaHnLbI cBoen KUHTENIEKTYANIbHOM»
WHAMBUAYANbHOCTM, KOMMO3UTOP, KaXKeTCsl, BCMOMMHAET apxauyHble Mpu3blBHbIE
PUTMbl U KONZOBCTBO APEM/IOLLMX B €r0 KPOBU MPeaMy3blKasbHbIX Marnyeckmx
06psa0B.»

Tonbko OAHO MpensioXKeHMe B KOHLUEe TpOou3BeAeHUs UMeeT onpeaenéHHoe

CMbIC/I0BOE 3HayeHune: «CMepTb TBOSI MPUXOAMUT, KM3Hb TBOKO YHOCUT, AyX TBOM Aa
npebyaeT BEYHO».

© 2018 Robert Matthew-Walker

lNepesoduuk: PomaH 'py30koe

Kommnosurtop

XXusHb Bsayecnasa ApTéMOBa B YCNOBUAX HEMPU3HAHUSA, OPULMANBbHBIX MOHOLLUEHWI
W JINLLIEHUS CPeACTB CYLLECTBOBAHUS U — YTO HE MEHee BaXKHO — JyXOBHOrO OAMHOYeCTBa
npeuncnosiHeHa NOAJ/IMHHOTO repor3Ma, a My3blkKa, CO34aHHas UM B TOTa/IMTapHON CTpaHe,
SABNSIETCS MOABUIOM.

Kak ckasan npodeccop MockoBckoi KoHcepBaTopun Mwuxamn TapakaHoB: “MacTep
MY3bIKU, AECATUIETUSAMU OKPY>KEHHBIM OPeosIOM HenpusHaHus, ApTEMOB A0Kasaa coboto,
YTO AON1% UCTUHHOIO XYAOXKHWKA B COBeTCKOW Poccum HenpusHaHue - 3TO MaTeHT Ha
61aropoACTBO, BbICOTY YYBCTB U ITyOUHY MEPEXMBAHUIN U OLHOBPEMEHHO 3TO BaXKHelLlee
CBUAETENbCTBO [JyXOBHOro 6e3pasnnyus, aTpoduu HPABCTBEHHOTO W PEIUrMO3HOMO
YyBCTBAa M KAaTacTPOUYECKOro OMOLUJEHUs HPaBOB B O6GLLECTBE, MepeXuBLLEM



MHOro/IETHEE TOCMOACTBO aTeM3Ma. B 3TOM cMbiC/ie MOXHO CKasaTb, 4TO ApTEMOB
HaMHOro onepeaun cBoé Bpems.”

ApTEMOB 3aHMMancs GU3MKOM M MaTEMATUKON, FOTOBSACH K HAY4YHOM Kapbepe, U OAHOBPEMEHHO
My3bIKOW. HO B peluatolpit MOMEHT YKM3HU €ro Mys3blKasibHble 3aHSTUS MOAYMHUAN BCE ero
MHTepechbl. OH OKOHYM1 KOMMO3UTOPCKOE OTAE/IEHME MY3bIKaJIbHOMO YHMIULLA Npy MOCKOBCKOWA
KoHcepBaTopum (knacc A. W. Mupymoea), a 3aTemM nepeltén B MOCKOBCKYH KOHCEPBAaTOPMIO,
KOTOPYHO 3aKoH4Mn B 1968 rogy no knaccy kKomnosuummn Hukonas CuaenbHWKoBa M Mo Klaccy
dopTenmaHo Tosus JToroBUHCKOro.

Byayun MonofbiM KOMMO3UTOPOM MPOsBUA  FJlYGOKUI  MHTepec MocsiefoBaTeslbHO
K pycckomy $obKIoPY, TPAAULMOHHON BOCTOYHOM My3bIKe, MpousBeaeHnsm MNpokodbesa,
CtpaBuHcKoro, MeccuaHa, nosibCKoMy aBaHrapgy. OpHako coumHeHuss Sarapa Bapesa,
JIutyprudeckas cumoonus ApTiopa OHerrepa u CumdoHus JlyyaHo Bepuo npoussenu Ha
Hero HanbosblLee U Hanbolee AIMTeIbHOE BNeYaTIeHue.

B 1975 BmecTe ¢ komnosutopamu Coodbelt N'y6aipysnmHoit u BuktopoM Cyc/MHbIM OH
COCTaBW/1 MMMPOBU3ALMOHHYIO rpynny “AcTpes”, ubs 3ajava 6bln1a UMNPOBMU3MPOBATL Ha
HEOPKECTPOBbIX W 3K30TMYECKUX WHCTPYMEHTaX, OGOJblUet YacTbio W3 €ro JIMYHOM
Kosinekummn. “AcTpes” [OBOJIBHO YCMELHO BbICTyMasa nepea, rpynnamm UHTEUrEeHLMUH,
npowvsBesia CTyAUiiHbIe 3aMuCK, a TakXKe y4acTBOBasa B 3aMucK My3blkM K GuabMy dnemMa
Knumoea “IMpowanue”.

MHorune roapl ycnosus B Poccum npensTcTBOBaAM MOCTOSHHOMY WCMOJIHEHUIO €ro
COUMHeHUI, ocobeHHo nocne 1979, Korga €ero COYMHEHWUs CTaM YacTbio  KPYMHbIX
eBponeickux dectuanen - B Mapwke, KénbHe, BeHeuun, Bapluase, JlongoHe. OH nonan
B YEPHBIN CMMCOK “XpeHHUKOBCKOM ceMépkun” Ha LLlecToM koHrpecce Coto3a KOMMO3UTOPOB
32 HECaHKLMOHMPOBAHHOE y4YacThe B GpecTuBaisX Ha 3anage. TOH OCyXXAEeHWUs HanoMuHan
MepBbii koHrpecc 1948 ropa, Ha KoTopoM [pokodbes, LLlocTakoBuy, MsCKOBCKUI U
ApYyrve KOMMo3uTopbl NOABEPrANCh NpecieoBaHuio. HemeaneHHo nocne sToro ApTéMos
Ob1n NMLWEH BCEX UCMOJTHEHUI, NYBIMKaUmMi 1 3apaboTKOB.

(OeBaTbto rofamu nosxe TUxoH XpeHHUKOB, rnasa 6ropokpaTnm Cotoza KOMMO3WUTOPOB, Ha
npemMbepe Pekeuema ApTEMOBa U3MEHW/T CBOE MHEHUE O €ro My3bIKe, CKa3aB »KYPHAINCTaM:
"ApTEMOB — BbIAAIOWMIACS KOMMO3MTOP. Ero PekeueM MNOAHSAN PYCCKYHD My3blKy Ha
HefocCsAraemyto npexkzae BbICOTy. 51 yBepeH, 4To 6narogapsi UMeHHO ApPTEMOBY Mbl He



TONIBKO [JOCTUI/IN €BPOMENCKOrO YPOBHS B 3TOM >KaHpe, HO MPEB3OLL/IM €r0 HauBbICLLNE
[OCTUXKeHUst — Peksuembl MouapTta u Bepau”).

TeM He MeHee, HeCMOTPs Ha HeocnabeBatoLLee CONPOTMB/IEHWE COBETCKOMN BropoKpaTum,
B Hayane 80-x ApTEMOB Hayan CBOKO My3blKa/ibHYO “NepecTpoiky” M C MOMOLLbIO
M yqacTMeM CBOeM eHbl noaTecchl Banepuum Jlio6eukoit oH cymen opraHvsoBatb B 1981-
1986 ceputo WUCMONHEHWUA CBOEN My3bIKM, TPUBJIEKAs CaMbIX JIYHLIMX COBETCKUX
ucnonHutenen — Onera Kpbicy, JlvaHy Wcakagse, Omutpus Anekceesa, Cayntoca
CoHpeLKnca U MHOTUX APYTruX. 3TU UCNOSHEHWS BblIM BECbMA YCMELLIHbI, HEKOTOpble Gblan
3anucaHbl ans BcecotosHoro pagmo. B To ke Bpemsi ApTEMOB NpPoOBEN ceputo 3anucem
CBOEN My3bIKM C 3TUMU U APYrMMU MPEKPaCHbIMU My3blkaHTamMu — [MutpueM KuTaeHko,
Tumypom MbiH6aeBbIM, TaTbsHOM IpUHAEHKO.

ApTEMOB y4acTBOBa/l BO MHOIMMX e€eBponemnckux dectmBansx ¢ 1979 ropa. ABTOpcKue
dectmBanu:  «®ectuBanb npembep» (1994, Mocksa), «ApTémos-decTuBanby (1997,
AmcTepaam).

Ero My3biKy TakKe UCMONHAAM  aupuxképbl — MeHHaguin  PoxxaecTBeHcKkuin, McTucnas
PocTtponosuy, Bnagumup  AwkeHasn, Bnagumup ®epocees, Muxaun [MneTHés, Bnagummnp
CnuBakos, Teogop KypeHTsuc, BaneHtun KoxkuH, ®épop [nyuwieHko, Bupko Banei,
nuaHncTbl — CTaHncnas ByHuH, ®unun Konadesckuit, Pukapzo [eckanbuo, AHgpei [duves,
Muxann MyHTSH, ckpunaun Bnagucnaes UronumHckuii, MeaH [MoYeKWH, BUONOHYENUCTbI —
AnekcaHap PyawuH, AnekcaHgp Bysnos, opraHucTbl — Oner SAHyeHko, Anekceit CeMEHOB,
nesumupbl — Jlngus Oaebigosa, Jlapuca Maturopckas, MapuHa Mewepsikosa, Hennm Jln, EneHa
Bpbinésa, Jlto60Bb MNMeTpoBa, MHOIMeE 3aMeyaTesibHble YAAPHUKU U LyXOBUKU.

MpousseaeHust ApTEMOBA BbIABUIaIMCL Ha rocrnpemMum B POCCMM M NPECTUXKHbIE NMPeMUn B
CLUA. Onu Bbiwam Ha 30 komnakT-auckax B CLUA, AHramu, Fepmanum u Poccun. B
HacTosiwee Bpems (2017) komnaHus “Divine Art” roToBuT nepevsgaHue LIECTU OUCKOB
My3blku ApTEMOBA, paHee BbiMnyLLeHHbIX “Menoavei” n "Bohéme”.

O Mysblke ApTEMOBA CHSATO M NOKa3aHo no PoccuiickoMy TeneBuaeHuo okoso 15 ¢uabmos n
Teflenporpamm, BKIHoUas TPEXcepuiHbIin GuibM o Pekeueme (aBTop B.ApTémos, PTP, 1994).

EMy nocesueHbl uccnegosaHune “Aptémos. Ouyepk TBOquCTBa" npod. M.TapakaHoBa
(Mockea, 1994), khura “Ha nyTu K HoBoi AyxoBHocTM” M.MoHa (BepsauH, 1996), ouepk
“Mysblka BsauyecnaBa ApTémoBa” Pobepta Matbio-Bokepa (CavHT Octenn, 1997), kHura



“Pycckuit komnosuTop Bsuecnae Aptémos” A.Knota (EcceH, 2009), kiura ctmuxos Banepum
Jo6eukoi “Knura Cusiunin” (Mockea, 2000).

MpousseaeHns ApTEMOBA BbIXOAWAM B U3JaTeNbCTBaX «My3blkay, «COBETCKMUIA KOMMO3UTOPY,
C.F.Peters (Frankfurt). B Mockse BbixoguT cobpaHue coumHeHuit ApTtémMoBa B 17 ToMax
(BbILLIO 8 TOMOB).

ApTEMOB — [eNCTBUTE/bHBIN YieH Poccuickon akageMun ecTeCTBEHHbIX Hayk, Mpe3naeHT
DoHpa AyXOBHOTO TBOPYECTBa, YJieH AccoLpaumm COBpeMEHHOM My3bikW, KaBanep OpaeHa
L pyx6b1 (2010), naypeat npemun “denosek roga — 2016".

Commcrer

Jingus AHatonbeBHa [aebigoBa poawnack B JlenuHrpage (tenepb CaHkT-lNeTep6ypr)
B 1932 rogy. OHa ¢ paHHUX NleT 3aHMMaNacb Ha GopTennaHo M BNOCAEACTBUN 3aKOHYMMA
MockoBcKyto KoHcepaToputo (B 1957 roay). HecMoTps Ha eé »enaHue CTaTb
npodeccHoHaNbHOM MNEBULEN OHA He CMOrJa MnoayunTb odUUMANbHOrO  JoMycka K
BOKaJIbHbIM 3aHATUAM U 6pana ypoku y [opbl Benssckoit. B KoHLe KOHLOB €€ ‘OTKpbia'
KoMno3utop AHgpei BosikoHckui, ybto “CronTy 3epkan” oHa Briepsble UCMONHWAa B 1962
rosy. Bckope oHa 6bina NpusHaHa 0fHOM M3 3HaUYUTENbHbIX NeBuL, B Poccuu.

OHa oThaBana MpefnoyTeHUe COBPEMEHHOM My3bike, A/ KOTOpPOW €€ aKKypaTHOCTb
M TOYHOCTb 6bIIN UAeasbHbl, HO TaK)Ke 6bl1a NEPBOOTKPLIBATENEM CTAPUHHOW MY3bIKM - OT
PeHeccaHca o paHHero 6apokko. OHa cTasia CO/IMCTKOWM aHCaMbis CTapUHHOM My3bIKU
“Magpuran”, KoTopblid 6bl1 OCHOBaH BosikoHckuM B 1965 rogy, v ocTaBanacb ero
pykoBoautesnem c 1972 no 1982 rop, u cHoea nocne 1992 roga.

[aBbinoBa oAHa M3 MepBbIX CTasa BKJIOYAaTb B CBOW NMPOrPaMMbl NPOU3BELEHUS MHOTMUX
3anafHbiX KomnosuTopoB 20 Beka, Takux, Kak Yapnb3 Amnes, JlioyaHo Bepuo, AHTOH
Be6epH, [OxoH Kengx, [Maynb XuHoemuT. B TO >Ke BpemMsa OHa yBaeKanacb
npovseefieHnssMU 6osiee MPOrpecCUBHbLIX PYCCKUX KOMIMO3UTOPOB, MUCMOJIHAS BriepBble
3HauMTeNbHble npousBedeHus BonkoHckoro, [eHucoBa, CmupHoBa, [y6algynnHou,
LLIH1TKe 1, pasymeeTcs, ApTéMoBa.

HasblgoBa nonyuuna 3eaHuve HapogHoit apTuctkm Poccun. OHa npoxkuna B Mockee
60/1bLLYI0 YacTb CBOEM YKM3HU 1 yMepna 2 MapTa 2011 ropa.



TaTbsiHa MpuHAeHKO (p.1946) - ofHa M3 BeAyLMX POCCUMIMCKUX cKpunadeK. OHa 3aKoHYMNa
MoCKOBCKYIO KOHCEpBaTOPUIO, 3aHUMasiCb Takxke B [MeTepbyprckoit koHcepBaTopun. OHa
Noay4nsia MHOXXEeCTBO Npu3oB, 3BaHne HapoaHoi apTucTkn Poccun m MNocnpemuio Poccumn
B 2003 rogy 3a “BblAAOLLMECS JOCTUXKEHUS B My3bIKe”.

E€ My3blKasibHble MHTEpeChl O4eHb LMPOKKME: BMecTe ¢ AnekceeMm Jllo6MMoBbiM oHa B 1980
roay ocHoBasia AKageMUIO CTapUHHOM My3bIKK, NepBbI 6apoyHbIi aHcambib B CCCP. OHa
MccneaoBana ayTeHTUYHOE UCMONHUTENLCTBO 17 1 18 BB. M CTana B 3TOM BblAAROLLMMCS
akcnepToM. OHa TakXke MpUHMMaNa y4yacTUe BO MHOIMX aBaHrapAHbIX My3blKajbHbIX
dbecTuBansax, UCNONHAS U 3anNuUCbiBasi COBPEMEHHbIE COYMHEHWS [J1i MHOTUX CEPbE3HBIX
3BYKO3anucbiBaloOLWMX KoMnaHuid. OHa 6bl1a MPOAIOCEPOM OMEPHbIX M TeaTpasibHbIX
MOCTaHOBOK, a Tak)Ke uYneHoM “ByMepaHra” - ofHoM 13 nepBbix pok-rpynn B COBETCKOM
Cotose.

TaTbsiHa BbICTYMana CoO MHOTMMM BEAYLIMMM MUPOBLIMU OPKECTPaMU U OUPWMIKEPAMU.
B 1999 rosy oHa cTana Xy[OXeCTBEHHbIM pyKoBoauTenem aHcambns Opus Posth,
CO3[aHHOM A/ yyacTus B MYJIbTU-MEAMMHbIX MPOEKTaX M MUCMOJIb30BaHUSI My3bIKU
B KOHTEKCTe Pa3HOO6pa3HOM COBPEMEHHOM Ky IbTypbl.

Oner Kpbica poanncs B YxaHe Ha BonbiHu (YkpanHa, Tenepb rmMuHa YxaHe B [osiblue)
B 1942 roay. OH n3BeCTeH Kak NepBOKIACCHbIA CKpUMay - COIUCT, aHCAaMBUCT U yUnUTeNb -
BO BCEM Mupe. OH 6bin cTygeHToM [asupga OMcTpaxa M MNOJYYUT MHOXKECTBO
MeXAYHapoAHbIX MPU30B, HauMHas ¢ 1962 roaa.

Oner ctan conuctoM KueBckon WUNapMOHUKM U 3aBEAYHOLLMM CKPUMUYHOM Kadeapoi
B KueBckon KoHcepBaTOopun, noToM B WHCTUTYTe [HecuHbIX W MOCKOBCKOM
KOHCepBaTopuu, rae oH 6b11 npodeccopom ckpunku go 1988 roga. B HacToswee BpeMs oH
- npodeccop ckpunku B McTmeH ckyn B PouecTepe, Hbto-Mopk, n B mapTe 2016 roga
M36paH MHOCTPaHHbLIM YieHOM HauuoHanbHOM akafeMumn UCKYCCTB YKpauHbl.

Kak ucrnosHuTens Oner Kpbica urpan B 60/1bLUIMHCTBE MMPOBBIX My3blKa/ibHbIX LLEHTPOB
C BeAyLUVMM OPKECTPaMU M KaMEPHbIMM aHCaMBisiMU. OH Tak)Ke PYKOBOAW U3BECTHLIMU
aHcambnsMKU - KMEeBCKMM KOHCEPBATOPCKMM KBapTETOM, KBapTeTOM WM. JIeoHTOBMYaA,
KBapTeTOM UM. BeTxoBeHa.



Byfyuu nponaraHAMCTOM COBPEMeHHOW My3biku Osier TecHo paboTas €O MHOrMMMU
KOMMO3UTOPaMK, MHOTME UX KOMIMO3ULMKM HamnucaHbl A/ Hero u nocesiweHbl emy. Ero
3anucy BbiNyLLEHb! BEAYLLMMU MUPOBLIMU KOMMaHWsAMK, BKAoYas Menoauto, BIS, Polskie
Nagrania n Olympia.

AHCcaM61b yaapHbIX MHCTpYMeHTOB Mapka MNekapckoro 6bi1 ocHoBaH B 1976 roay u ¢ Tex
nop OCTaéTcs eAUHCTBEHHBIM MOCTOSIHHBIM aHcamMbsieM yaapHbix B Poccun. OH urpan
B Poccum u 3arpaHuuen, caenan MHOXeCTBO 3anucei, MOSBASACA B paguMo U Tene
nporpamMmax, y4acTBoBasi B O6LLECTBEHHbIX MeponpuaTusax. OH o06s1afaeT BbICOKUM
apTUCTU3MOM U TOYHOCTbIO aHCaMbs. Kaxaoe BbICTyn/IeHWEe BKIKOYAET NPeEMbeEPY HOBOFO
npovsBefileHns - B ero peneptyape okosio 200 npousBefeHWi, HanMCaHHbIX AJs 3Toro
aHCcaM61s PYCCKMMU U MHOCTPaHHBIMU KOMMO3UTOPaMMU.

Mapk [Mekapckuit poaunca B 1940 roay, 6O/bLIYIO 4acTb >KM3HM -  aKTMBHbIA
npodeccuoHanbHbI YAapHWUK, OH TaK)Ke y4uT B THECMHCKOM MHCTUTYTe u ¢ 1997 ropa -
npodeccop MOCKOBCKOI KOHCEPBAaTOPUM.

Cayntoc CoHpeuxuc (1928-2016) okoHumn JIMTOBCKYHO aKageMuilo My3blKM M TeaTpa
B 1952 roay, 3aHuMasncs OupwkupoBaHveM y Wrops MapkeBuya. Ero aupwképckas
Kapbepa Havanacb B 1955 roay B cTyaeHueckoM opkecTpe LLIkosbl MCKyccTB uUM.
Yypnénuca, B 1959 rogy oH cTan npenogaeatenem B JIMTOBCKOM akagemun, B 1966
nony4nn 3BaHue npodeccopa.

B 1960 roay CoHaeukuc opraHuzoBan JIMTOBCKMIA KaMepHbIA OPKECTP M OCTaBascs ero
XY[LOXXECTBEHHbIM PYKOBOAWUTENIEM W NaBHbIM AupwképoM Ao 2004 ropa. OH Takxke
paboTan co MHOrMMW ApyrMMu opkecTpamu u B 2005 rogy cTan pykoBogauTenem
JINTOBCKOro 6anTUIMCKOro KamMepHoro opkectpa. OH - caMblii MPWU3HAHHbBINA My3bIKaHT
B /IMTOBCKOM mcTopum, HapoaHbiin aptuct CCCP (1980), naypeaT HaumoHanbHoW npemum
1999 ropa.
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The Artyomov Retrospective

Symphony: On the Threshold of a Bright World
Ave Atque Vale

Ave, Crux Alba

National Philharmonic orchestra of Russia
Vladimir Ashkenazy

Divine Art DDA 25143

“Vyacheslav Artyomov is a distinctive and important voice in
Russian music. These impressive symphonies are like momentous
journeys, full of incident and emotion and the most wonderful ideas.
The performances are all that you could wish for making these two
discs valuable releases.” — The Classical Reviewer

Symphony: Gentle Emanation
Tristia Il

Philip Kopachevsky (piano)

Mikhail Philippov (reader)

Russian National Orchestra
Teodor Currentzis | Vladimir Ponkin
Divine Art DDA 25144

“This on a macro scale, making the listener think of the vastness of
space... monumental in ambition, and in sound. Compulsive
listening” — The Chronicle

“Remarkably powerful... compelling performance” -

MusicWeb



Sola Fide — Suites from the Ballet

Soloists, Kaunas State Choir, Moscow Philharmonic
Orchestra / Dmitri Kitaenko

Tempo Costante — Concerto for Orchestra

Moscow Chamber Orchestra ‘Musica Viva'/

Murad Annamamedov

Divine Art DDA 25164

“Deep, ultimately spiritual and brilliantly crafted. Brilliantly
impressive...played with notable commitment and technical
aplomb.” — Musical Opinion

Symphony: The Way to Olympus

Gurian Hymn

Preludes to Sonnets

Concert of the 13

USSR State Academic Symphony Orchestra
Gennady Rozhdestvensky | Timur Mynbayev
Moscow Philharmonic Orchestra, Dmitri Kitaenko

“The Way to Olympus is a complex, thoughtful and ultimately
satisfying symphony

An interesting musical exploration that is both compelling and
satisfying” -

MusicWeb

Future releases from Divine Art (CD and digital download)

Divine Art DDA 25173 Requiem

Divine Art DDA 25174 A Garland of Recitations | A Sonata of Meditations | Totem

Divine Art DDA 25175 Lamentations | Tristial | In Memoriam |

Divine Art DDA 25176 Pietd Variations | Moonlight Dreams | Romantic Capriccio | Star Wind | Mattinate | Scenes
Divine Art DDA 25184 Symphony ‘In Spe’ | Latin Hymns
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