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REQUIEM

Requiem aeternam

Requiem aeternam dona eis, Domine,
et lux perpetua luceat eis.

Te decet hymnus, deus in Sion,

et tibi reddetur votum in Jerusalem.
Exaudi orationem meam,

ad te omnis caro veniet.

Requiem aeternam dona eis, Domine.

KYRIE ET SEQUENTIA

Kyrie eleison
Kyrie eleison.
Christe eleison.

Dies irae

Dies irae, dies illa Solvet saeclum in favilla,

Teste David cum Sibylla.

Quantus tremor est futurus,
Quando judex est venturus,
Cuncta stricte discussurus!

Tuba mirum

Tuba mirum spargens sonum
Per sepulchra regionum,
Coget omnes ante thronum.
Mors stupebit et natura.
Cum resurget creatura,
Judicanti responsura.

Liber scriptus proferetur,

In quo totum confinetur,
Unde mundus judicetur
Judex ergo cum sedebit,
Quidquid latet apparebit,

Nil inultum remanebit.

Quid sum miser tunc dicturus,
Quem patronum rogaturus,

Cum vix justus sit securus?
Rex tremendae jnajestatis,
Qui salvandos salvas gratis,
Salva me, fons pietatis.

Recordare, Jesu pie
Recordare, Jesu pie,

Quod sum causa tuae viae,
Ne me perdas illa die.
Quaerens me, sedisti lassus
Tantus labor non sit cassus.
Juste judex ultionis,
Donum fac remissionis
Ante diem rationis.
Ingemisco tamquam reus.
Culpa rubet vultus meus,
Supplicanti parce, Deus.
Qui Mariam absolvisti

Et latronem exaudisti.

Mihi quoguo spem dedisti.
Preces meae non sunt dignae,
Sed tu, bonus, fac benigne,
Ne perenni cremer igne.

Confutatis maledictis
Confutatis maledictis,
Flammis acribus addictis,
Voca me cum benedictis.
Oro supplex et acclinis,

Cor contritum quasi cinis :
Gere curam mei finis.

Lacrimosa dies illa
Lacrimosa dies illa,

Qua resurget ex favilla
Judicandus homo reus,
Huic ergo parce, Deus,
Pie Jesu Domine,

Dona eis requiem. Arnen.



OFFERTORIUM

Domine Jesu Christe
Domine Jesu Christe, Rex gloriae,
Libera animas omnium

Fidelium defunctorum

De poenis inferni

Et de profundo lacu.

Libera eas de ore leonis,

Ne absorbeat eas tartarus,

Ne cadant in obscurum.

Hostias et preces

Hostias et preces tibi, Domine,
Laudis offerimus.

Tu suscipe pro animabus illis,
Quarum hodie memoriam facimus.
Fac eas, Domine, de morte transire
Ad vitam.

SANCTUS

Sanctus Dominus Deus Sabaoth
Sanctus, Sanctus, Sanctus

Dominus Deus Sabaoth.

Pleni sunt caeli et terra gloria tua.

Hosanna in excelsis.

Benedictus
Benedictus
qui venit in nomine Domini.

AGNUS DEI

Agnus Dei, qui tollis peccata mundi,
Dona eis requiem.

Agnus Dei, qui tollis peccata mundi,
Dona eis requiem sempiternam.

Lux aeterna luceat eis, Domine,

Cum sanctis tuis in aeternum,

Quia pius es.

Requiem aeternam dona eis. Domine,
Et lux perpetua luceat eis.

LIBERA ME

Libera me

Libera me, Dorpine, de morte aeterna
In die illa tremenda,

Quando caeli movendi sunt et terra,
Dum veneris judicare saeculum

Per ignem.

Tremens factus sum ego et timeo.
Dum discussio venerit

Atque ventura ira.

Dies illa, dies irae, —

Calamitatis et miseriae,

Dies magna et amara valde.

Requiem aeternam
Requiem aeternam dona eis, Domine,
Et lux perpetua luceat eis

IN PARADISUM

In Paradisum deducant te angeli,

In tuo adventu suscipiant te martyres
Et perducant te in civitatem
Sanctam Jerusalem.

Chorus angelorum te suscipiat

Et cum Lazaro,quondam paupere,
Aeternam habeas requiem.



Artyomov: A Return to eternal values
Valeriya Lyubetskaya

For almost 20 years the musical authorities of the Soviet Union impeded the
performance of works by Vyacheslav Artyomov in every possible way, especially after
1979 when his compositions started to be performed at the major European festivals
such as Paris, Cologne, Venice and Warsaw.

At that time the directorate of the Union of Soviet Composers was the institution
which ultimately controlled the musical sector in the Soviet Union. It was a kind of
musical politburo which terrorized the musical scene of the country. It dictated the
general musical taste and made sure that only those composers were performed and
praised who were politically opportune. Much later, after the triumphal premiere of
Artyomov’s Requiem in 1988, the founder of the directorate, Tikhon Khrennikov, who
had led it incessantly for over 30 years, admitted that it was a circle of self-important
botchers who devoted all their time and energy into distributing state funds and
awards amongst themselves.

The more successful Artyomov became, inside and outside the Soviet Union, the more
aggressive the Soviet musical apparatus reacted: his works were banned from concert
programmes, his name wasn't mentioned anywhere and naturally he didn't get any
money for his works, for the Board of the Cultural Ministry, the chief client and
sponsor of serious music, was completely dependent on the Union of Soviet
Composers.

Nevertheless, in spite of the relentless opposition of the musical bureaucracy,
Artyomov managed to organize and realize some concerts with his own works in
Moscow during the 1980s. These concerts with such brilliant musicians as Oleg Krysa,
Liana Isakadze, Dmitri Alekseyev and Saulius Sondeckis amongst others gradually
became more and more successful. At the same time Artyomov also managed to make
wonderful recordings with the aforementioned artists as well as other excellent
musicians such as Dmitri Kitayenko, Timur Mynbayev and Tatiana Grindenko.

The premiere of Artyomov's Requiem, which he has dedicated to the “martyrs of long-
suffering Russia”, was a landmark in his career. This brilliant Latin mass, which had
taken him four years to complete, was first performed on 25 November 1988 with
the Lithuanian Choir from Kaunas and the Moscow Philharmonic Orchestra under the



baton of Dmitri Kitaenko in the Tchaikovsky Hall in Moscow. The recording of the
Requiem, which had been produced at the same time, was sold out immediately. The
Requiem itself was the first work of this musical genre to be broadcast on the
All-Union Radio (“for religious reasons”; neither Verdi's Requiem nor Mozart's had ever
been played on Soviet radio before). Later, though, this genre became irreplaceable,
for days of mourning are a frequent phenomenon in contemporary Russia.

In the 1980s Artyomov’s works started to be performed in the United States. In 1988,
on the way to a premiere in Las Vegas, Artyomov met Mstislav Rostropovich in
Washington. After Rostropovich had heard Artyomov’s symphony Way to Olympus, he
asked him to compose a new symphony which was to be performed by the National
Symphony Orchestra at the Kennedy Center. The eventual result was the symphony
On the Threshold of a Bright World. Its premiere took place in September 1990. The
symphony was very successful with the audience and the critics. So Artyomov
received another commission by Rostropovich and composed two more symphonies,
Gentle Emanation and The Morning Star Arises. Both works were first conducted by
Rostropovich, Gentle Emanation in Washington in January 1992 and The Morning Star
Arises in London in July 1993. All these works, the Way to Olympus included, were
compiled into a tetralogy called Symphony of the Way.

Here are some press reviews:
“The first part of the tetralogy, the Way to Olympus, is stunning”
(The Washington Times, September 20, 1990);
“Vyacheslav Artyomov’s On the Threshold of a Bright World is a work of genius... This
is unsettling music, profoundly moving and extraordinarily beautiful...
(The Washington Times, September 24, 1990);
“While the final chords were still hovering in the air, there were shouts of approval
and a standing ovation”
(The Washington Post, September 22, 1990);
“What we are witnessing is music that dares simply to exist, shining like the sun,
allowing us to bask in its warmth. Mr. Artyomov’s profound religious convictions make
him a rarity among Russian composers and place him in the select company of Olivier
Messiaen and the early Krzysztof Penderecki in the international music scene”
(The Washington Times, January 26, 1992).



Since then, Artyomov has become the most famous composer living in Russia. More
than a dozen movies have been made about him and his music. His music is
performed at festivals in Russia, Europe and the United States. However, what
Mikhail Tarakanov, professor at the Moscow Conservatory, wrote about Artyomov'’s
works is still true: “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.”

Artyomov sees himself as heir to the great Romantic traditions. Apart from this, his
compositions are inspired by the Russian spiritual trends which developed in the early
20th century, but were brutally stopped by the terrible events in 1917.

Without doubt, Artyomov’s pessimistic outlook on life as well as the heroic stylistic
elements of his works are a result of his own personal fate. What is really surprising is
something else: Artyomov's music is full of passionate and illuminating love which one
usually cannot find in artists who live in a dictatorial regime and in an atmosphere of
hostility and hatred.

Artyomov believes in the transfiguration of the created world through music. He
trusts in the ideal of the morally enlightened being and maintains that a universal and
harmonious way of life which is deeply rooted in the religious nature of the human
soul, exists. He seeks to transform every aspect of human life into an authentic
musical experience of universal significance.

Translated by A. Hofmann
© Valeriya Lyubetskaya, 1997



Artyomov's Requiem
Yuliya Yevdokimova

This composition does not merely agitate, it shakes, disturbs the soul, pulls out of the
world of everyday human emotions, it makes you shudder, it torments and at the
same time clarifies, cleanses your heart. For a long time it does not leave your
memory and makes you think about music, about yourself, your place the life, and the
moral principles of life. The composer dedicated this work to “martyrs of
long-suffering Russia” and created, in proportion to the scope of the tragedy, a huge
epopee in sound, a stately monument with all details carefully elaborated, every touch
thoroughly painted, and at the same time immense. As a grandiose pictorial canvas
this composition may be for a long time “examined” closely, one may go deeply into
every musical detail amazing by its meaning and significance. However, one may enjoy
it from a longer distance, and then it shocks by its majesty, by the might of general
conception, dynamics of emotional development, great power of impression.

Requiem... In this case it is not at all a metaphor but that unique genre in the history
of musical culture which embraces a boundless scope of historical memory - all world
collisions, catastrophes, crucifixions, hope and despair, resignation, forgiveness, and
salvation, and which has taken on a universal significance for mankind. Requiem is a
confession before humanity. The composer’s approach to the Requiem meant for him
establishing connection of Russian tragedy with tragedies of the world history,
approaching to spiritual values, final insight of which comes only on the verge of life
and death.

At the same time the composer treats the traditional text of the Requiem differently,
he projects it on the events of Russian history, reads it as an eye-witness. The
canonical text has become a generative impulse, a source of pictures and images
emerging in the composer’s creative mind. The usual treatment of many sections is
changed, e.g. “Kyrie eleison”, “Dies irae”, “Tuba mirum”, "Benedictus”. The text is
imbued with new meanings close to our common experience; the plot has gained a
particular emotional strength. In such a way the complex, multilayer conception of the
composition is born where all musical images accord with the author’s individual
programme and at the same time correspond to eternal regulations of the funereal
ritual.



The Requiem begins with a question, brief and ardent. What will be the answer? The
effulgent light of “Sanctus” or a farewell song of the last clarification — “Requiem
aeternam”? But before that, the composer guides us along the difficult way of empathy
with the tragedy, the way of abysses of despair and ascents of hope, infinite grief
extending from confused wail to a laid-back prayer, from the sharp individual pain to the
world mourning.

| invite you to follow the composer on this way of emotional collisions!

Dreary, strange, dim perplexity (‘Requiem aeternam”). It is not at all “everlasting rest”; it is
rather anxiety, inexplicable and fixed. A number of orchestral parts sound pastoso, without
any evident individual impulses. Indeed, the violin solo is questioning - but whom and
what about? Whether it addresses to its soul or to the world covered by a shroud of
anguish?

The anxious state is sharpening (“Kyrie eleison”). Perplexity is increasing as the sound of a
gradually stretched string. And against this background fixed, persistently pursuing
ostinato-like repetitions arise, disappear, and flare up again. Thus signs, symbols, topics,
faces form a strange and terrible interlacing in the nooks of a disarrayed mind... Remote
bells ring importunately calling nowhere, the whole picture becomes obliterated, a new
one flares up (“Dies irae”), and the tragedy starts to acquire attributes of reality, assuming
the material form of aggressive consolidated evil. One can hear well steps of strained
march motion, scansion of mass declamation. It is the unity in evil, mass madness. The evil
is not personified but with that it is not at all a foreign one (like it is, for example, in the
Seventh Symphony by Shosttakovich). The evil is inside ourselves, a meaningless and
destructive one, throwing, after all that has been committed, into astonishment, into
benumbed shock. And so that very “Day of wrath” (“Dies irae”) displays the quite different
facet — the organ is freezing hearts, solo parts are moaning gently, and a sorrowful violin
is questioning, unrequitedly questioning. Really, is that all about us? Such a treatment of
“Dies irae” is yet unknown in the history of music.

The stupor gives way to an open, loud outburst of despair (“Tuba mirum”) - mass despair,
growing to ecstasy and dying away desperately in the resonant emptiness, in the infinite
icy space. Out of it arise nearly imperceptibly (“Recordare”) - as if gradually acquiring their
shape, flesh, and power - voices of prayer, sorrowful lyrical outpourings. Single voices are
lost and hopeless. And the evil is nearby, fierce and mighty (“Confutatis”). Once again
terrifying plaints are heard, a crazy scanned declamation of “Dies irae”. As a call out of a



roaring abyss, a blazing inferno these hardly distinct human plaints are absorbed by a
turbulent mass of evil sweeping away everything it meets. Here is the turning point of the
composition.

“Lacrimosa” opens a new page. The melody of violin evokes gentle sorrow making the
hearts ache. Remote bells herald of a coming peace. The prayer for the repose of the dead
(“Domine Jesu Christe”) sounds as a great symbol of rest in the eternally vain, never
getting quiet world. The mourning rite is full of solemn detachment, and outside it the
world is rushing and going mad. The sorrow is shifted from the “objective” form of
expression to a deeply personal one. “Hostias et preces” is the movement where every
separate part is moaning. The universal human tragedy is interpreted through the prism of
individual soul. And finally, there emerges the first outlet.

“Sanctus” leads away to the realm of “indescribable light”. It leads away bit by bit; music is
clarifying just before us. Moaning intonations of “Recordare”, “Lacrimosa”, “Hostias”,
scored for clarified timbres of children’s voices, get free of a burden of passions, become
trustful and timid naivety, and dissolve imperceptibly in the shining play of pure sound
colours.

One circle is passed. “Benedictus” opens the second one. It begins with change from
imaginary, phantom light to quiet and meek despair full of prayer and hope. Music is
growing more and more bright, showing affecting beauty of intonation (“Agnus Dei"). The
evil intrudes for the last time ("Libera me”) with the culmination which has joined together
confusion of “Kyrie eleison”, despair of “Tuba mirum”, terrible horror of “Confutatis”, and
surpassed them all. It is the future tragedy of the “doomsday”. And here the summit is
reached — “Requiem aeternam”, everlasting cleansing song of a rare beauty. “In
Paradisum” is the epilogue. It lacks a character or a personal mind; it is a fictitious picture
exempt from all human passions, an “absolute truth” of good and light.

Such is to my view the most general outline of philosophical and emotional “plot” of the
composition. The scope of associations this music contains is unlimited, as is the historical
projection of its “subject matter”, as is infinite, compared to the earthly temporal
measures, the Requiem’s “plot”. Everyone may hear it in one’s own way. Besides, the very
music itself, rich in semantic symbols, encourages such a multiplicity of perception. One of
those symbols, the Russian prayer for the repose of the dead in “Domine Jesu” is that
“specific” particular pointing out of the time and scene of action. Ringing bells are imbued
with symbolism, almost in every movement they appeal to the historical memory of the



listener, and every time they introduce a new, particular art meaning — now it’s a half-real
echo, now an alarm bell, now it’s a knell, now reminiscence... The violin solo as a symbol is
responsible for the individual voice — it is that very voice which is unrequitedly
questioning in the first movement, mourning in “Lacrimosa”, rushing with a prayer in
“Benedictus”, echoing in dialogue to the heavenly farewell song in “Requiem aeternam”.
Intonations of minor second used by the composer very often are also full of semantic
meanings. One can feel the succession of Artyomov's Requiem to the best works of this
genre in the world music, its deep root connection to the Bach'’s music. The illusion of
infinite sound space, that of cosmic scale of “action” produces its own associative
analogies, namely with Scriabin’s cosmos. The effulgent light of “Sanctus” makes one recall
some fragments of The Legend of the Invisible City of Kitezh by Rimsky-Korsakov. And the
very conception of composition based on expiation, forgiveness, and rising of spirit in the
face of eternity, is it not a healing conception of all Great Russian art!

And at the same time it looks extremely modem, with a dynamic contact between various
musical-semantic layers, between intonational harmonious means referring to musical
experience of the listener and united by the accurate dramaturgic idea.

One more thing is worth mentioning — the purity of musical language of the composition,
the beauty as the initial ethical premise of all means, all methods of expression. Therefore
influence of the music is so strong. It is always beautiful. No extreme means of affecting
audience, no pressure, no excesses are applied. This is, indeed, a classic conception of art!
The audience is amazed by deepness of comprehension of meanings, accuracy of chosen
musical technique, genuineness of change of psychological states, lively and sincere
intonation.

Among which masterpieces may this composition pretend for a place? Is it in the same
rank with requiems — by Mozart, Verdi, Berlioz, Brahms, Dvorak? Or perhaps it is closer to
historical epics by Mussorgsky or Rimsky-Korsakov? Or to symphonic dramas by
Shostakovich? The future will probably give an answer. However, you, the listener, don’t
pass by. Perhaps, you'll hear in this composition your voice, your fate? The more so,
before you is the musical memorial of the tragedy of Russian people.

© Yuliya Yevdokimova, 1988.



The composer’s opening speech before the performance of the Requiem
dedicated to “Martyrs of Long Suffering Russia”
at the Great Hall of the Moscow Conservatory on November 7, 1997

Today we are marking a sorrowful date, the 80th anniversary of the Bolshevik coup in
Russia. As a consequence, millions of people were destroyed, the country was
ravaged, many thousands of its citizens were expatriated, and an oppressive state
machine was devised in its territory to terrorize the population, to make them starve,
and to exile them to the camps.

The catastrophe that overtook Russia not only brought innumerable human victims,
but also ruined the nation morally. The authorities encouraged snitching and
treachery. An individual was no longer of any value becoming an instrument of
someone’s interests, an instrument with its number as in a camp. In fact, the whole
country was turned into a huge camp: everywhere an individual suffered not only
physically as he was under constant moral and psychological pressure. And no one
remained unnoticed.

We have lived a tragic century, and it is nearing its end. Looking back at our
bloodstained past with its violence, its contempt for a human personality, its dignity
and freedom, we cannot help but feel ashamed and repentant for all of us, as a nation,
are guilty of letting this nightmare happen, of encouraging it with our failure to act, of
letting them deceive us.

Only strength resists evil, otherwise evil triumphs. We let the evil triumph over us,
and this is our great national sin. But it is a sin not only against us, but many other
peoples against which the Bolshevik power took reprisal.

We must expiate our sin through a nationwide repentance. To my great regret, the
state has never bothered to do it. The authorities make a compromise with those who
crucified, crushed and destroyed us for decades.

The mere existence of the communist party is no evidence of democracy in Russia; it
is the connivance of the law. The legislation must protect democracy from totalitarian



movements threatening its existence. The crowds in the streets carrying red flags on
this very day are an evidence of their commitment to violence. It is an insult not only
to the millions of casualties but also to us, living ones, as all of us are martyrs too.

Russia needs national repentance — it is a way of moral purification of the nation. If
the power is unable to comprehend the importance of this cleansing act for the entire
nation, then we all together, as members of a civil society, are able to experience this
repentance in our souls and enter the new century purified.

| have composed my Requiem dedicated to “Martyrs of Long Suffering Russia” so that
every person would be able to repent in his heart. This Requiem is a monument to our
tragic history, but it is also a tool of our spiritual self-defense. The day of
remembrance that gathered us in this room is a sign of our conscience, a sign of our
refusal of our disgraceful past and our aspiration for repentance. To all the victims of
tyranny, to all the martyrs whose ashes still knock our hearts, we respond today with
a cleansing prayer for the dead.

God, give us reason and will to give up our hatred, spite, envy, and filthy lucre, so we
could turn the last page of our tragic history; so we could choose new people among
us with honest faces, clean hands and thirst for transformation of this nation, and first
of all moral transformation, the people who would help us create a just democratic
society.

On this most tragic day in the history of Russia, we believe there will come a time
when our national conscience makes us enclose the day of November 7 into a funeral
frame, bury the mummy of the founder of the terrorist state, and turn the former
mausoleum into a monument to countless victims of that dreadful power. And let this
Requiem always sound inside it as an eternal bell.

Vyacheslav Artyomov, 1997



The composer with Dmitri Kitaenko
after the premiere performance

The composer giving his speech
before the performance of Requiem
on November 7, 1997 (text above)









BsiuecnaB AprémoB: Bo3BpauieHre K BEUHBIM L€ HHOCTSIM
Banepus /Tio6eykas

B Tevenue mouTH ABaAUuATH JIET COBETCKHE MY3bIKA/IbHbIE BJ/IACTH BCAYECKU

MPEISITCTBOBAIA UCIIOIHEHHIO NPOM3BeleHuil BsyecrmaBa AprémoBa. M ocoGeHHO
Mocjle TOro, KaK B 1979 TOZy €ro COYMHEeHMs] CTaJd HCIOJHATHCS Ha OCHOBHBIX

eBporneiickux ¢ecruBansx — B Ilapwke, KénpHe, Benenuu, BapumaBe u gp.
T'ocriopcrBoBaBmast B CCCP my3bikanbHasi GIOPOKPATHsl, T/IAaBHBIM IPEJCTaBUTEIEM
KOTOpoil ObLI cekperapuaT Co03a KOMIIO3BUTOPOB — CBOEr0 POJA MY3BIKAIBHOE

[TonuT6r0pO, — OCyLIeCTBIsIIa My3bIKaIbHbIA TEPPOP B CTPaHe, AUKTYsS CBOU BKYCBI M
BBIHYXXZasd MCIOJIHATD KW BOCXBA/IATH COYHMHEHUA OI‘paHH‘leHHOﬁ Tpymnibel AL,
BXO/JMBIIMX B 3TOT K/IaH. MHOTO0 mose — mocjie TpuyMdanbHOi peMbepsl Requiem’a
BstueciiaBa Aprémosa B 1988 rosy — cosparens CexperapuaTa U 6osiee TPUALATH JI€T
GeccMeHHO pyKoBoguBLINiI UM TrxoH XpeHHUKOB Mpu3Ha, 4to ero Cekperapuar —
9TO  KOMIIAQHMSI  «CAMOBMIOOIEHHBIX  Oe3japei»,  3aHATBIX  HCKIIOYUTETBHO
pacrpe/ie/ieHrIeM MeX Iy co60ii rocyapCTBeHHBIX TPEeMHUI M Harpaz.

Yem Gonbiumii ycrex mpuxoana K Aprémosy B Poccum u 3a rpanuueii, Tem Gonee
arpecCMBHOM K HeMy CTaHOBM/IaCh peaKUWsi GIODOKPAaTHH: €ro COYHMHEeHUs
WCK/TIOYa/ICh U3 KOHLEPTHBIX INPOTPaMM, €ro HMMs HHIJe He YINOMHHAaloCh M,
pasymeeTcsi, eMy He IUIaTMIM 3a €ro COYMHeHHs, MO0 OCHOBHOHM 3aKa3yMK M
MOKyTIaTeNb CePLE3HON My3BIKM — KoOJUIerusi MuHMCTepCTBa KyJIbTyphl — BCeleso
3aBucesna ot Coo3a KOMIO3UTOPOB.

Tem He MeHee, HECMOTPsI Ha OTYAsHHOE COMPOTHBIEHHE GIOPOKpaTHH, APTEMOB B
Te4yeHHe BOCBMH/ECSTBIX TOJ0B OPTaHU30BaJl U MPOBET B MOCKBE — € KaXK/BIM Pa3oM
Bcé Gosee M GoJiee yCIeELIHbIX — KOHLEPTOB M3 COOCTBEHHBIX IPOM3BEEHUIl C
ydacTheM 3HaMEeHMTBHIX My3bIKaHTOB, Takux Kak Oser Kpsica, /lmana Hcakaage,
Jmvutpuii Anexcees, Caymoc CoHzenikuc 1 ap. B 3T e rogbl — ¢ HEMMOBEPHBIMU
TpyZaMu — ApTéMOBY yZamoCh CfenaTh Haubo/lee KavyeCTBeHHbIE 3AllUCH CBOHMX
NMPOU3BEJEHNUN C STUMH M JPYIMMHU IpPeKPacHbIMHU MY3bIKQaHTaMM — JIMUTpuem
Kutaenko, Tumypom MsiHGaeBbIM, TaTbsiHOM [ pUHEHKO.

Hacrosimmm tprymdpoM KOMIIO3HUTOpa CTasa mpemMbepa ero Requiem’a — rpaHzno3HOR
JIATUHCKOW MeCChl, MOCBALIEHHON «MydeHMKaM MHOrocTpajanbHoii Poccum», Hap,
KOTOpOil APpTEMOB paboTas YeTsIpe rofja M KOTOpasi ObLIAa UCIIOHEHA 25 HOsIOPs 1988



roga B 3ame YaiikoBckoro B Mockse KayHacckuMm Xopom M opkecTpoM MOCKOBCKO#
bunapmonnn noz, pykoBoactsoM JImutpust Kurtaenko. 3anuce Requiem’a, caenannas B
3TO Ke BpeMsi, MTHOBEHHO pa3ollIachk. Requiem cram mepBbIM COYMHEHHEM 3TOTO
JKaHpa, KOTOpOe TPaHCIMPOBANOCh 10 Bcecoro3Homy paamo (Hu Requiem Beppu, Hu
Requiem MouapTa 10 9TOro He TPaHCIMPOBAIKCh IO «PEIMTHO3HBIM» NPUYMHAM) U
KOTOpOe BIIOC/IEICTBMM CTajJ0 He3aMeHHMBIM: JHHU Tpaypa — 4YacTo siBJleHHe B
coBpemeHHO# Poccum.

B BocbMuzecsTbIe TOABI COYMHEHUs1 APTEMOBA HaYMHAIOT UCIIOMHATHCS B AMepuke. B
1988 ropy mo myth Ha npembepy B Jlac-Berac AprémoB BcTpermics ¢ McrHcnaBoM
PocrponoBudem B Bammnrrone, u PocrpomoBud, ycibinuas cumbonuio ApTéMoBa
«[Tyte x Onumry», TpeaIoXW/I HamMcaTh HOBOE NMPOU3BEZIeHHe /ISl MCIOTHEHUS
opkecrpoM «HaumonanbHas cumdonusi» B Kennepu-uenrpe. Takum npousBefeHreM
crana cumdonwust «<Ha mopore cBetioro Mupa», BriepBble MCIIOTHEHHas B BaumHrrone B
cenTsi6pe 1990 roga. Cumdonus Gbl1a C SHTY3Ma3MOM IPUHSTA My6IMKOM U KPUTHUKOH,
1 ApTEMOB IOTy4H/I HOBOE TIpe/JiokeHre oT PocTpornoBuya. B pesynbraTe mOsSIBUIACH
eme ase cumdponnu — «Tuxoe BesiHbe» U «/leHHHIA BOCCHsIET», KOTOpble ObUIM
ucnonHeHsl PocTpornoBuuem B Bammurrone B stHBape 1992 roga u B J/loHzioHe B Mione
1993 roja. Bce atu paGorel BMecTe ¢ cumbonueit «Ilyte Kk OnMMITy» COCTaBHIH
TeTpasoryio 1oz obmumM HaspaHueM «Cumbonus [TyTn».

BOT HeCKO/IBKO LIUTAT U3 aMEPUKAHCKOM ITPecchl:

«ITepBas yactp Terpanorun — ITyms k Oaumny — OIIETIOMIISIONIAS».

(«The Washington Times», 20.09.1990)

«Ha mopore cBetnoro mupa BsiuecnaBa AprémoBa — 3TO TBOpeHHe reHusl... ITO — MATyLIasiCs
My3bIKa, I7TyGOKO BOJIHYIOLIAst 1 HEOOBIKHOBEHHO KPACHBASsL...».

(«The Washington Times», 24.09.1990)

«B TO BpeMsl, KaK 3aK/IIOUMTe /IbHbIe aKKOP/BI €llié MapyJIM B BO3/lyXe, Pa3JalCh KPUKH 0JJ06peHHUs 1
OBALMHU CTOSI».

(«The Washington Times», 22.09.1990)

«MBpI sIB/ISIEMCsT O4eBU/ILIAMH My3BIKH, KOTOpPast OTBYKMBAETCS IIPOCTO CYILIECTBOBATH, CUSISI KaK
COJTHIIE, TO3BOISIONee HaM HaC/IaXKIAThCsI ero TerioM. ['ryGoKue pe/IMruo3Hble yOeXIeH s I-Ha
ApTEMOBa /Ie/IAlOT €T0 PeJKUM SIBIEHHEeM CPeJji PyCCKHUX KOMIIO3UTOPOB M BK/IIOYAIOT €ro B
n36panHyio komnanuio O. MeccuaHa u pantero K. ITeHzeperikoro Ha MUPOBO# My3bIKalbHOM
CcLeHe».

(«The Washington Times», 26.01.1992)



AprémoB cTa HanboJiee N3BECTHBIM M3 XUBYIHUX B POCCHH KOMITO3UTOPOB, O HEM M
ero MysbIKe CHSITO IIONTOpA [JeCsTKa TeleBU3HOHHBIX (HIBMOB, decTHBamM ero
MY3BIKM TIPOXOJAT Kak B Poccum, tak m B EBpome m Amepuxe. Hecmotpst Ha 3ToO,
OCTAIOTCS, KaK U IIpex/ie, aKTyaIbHBIMU CJI0Ba, CKa3aHHbIe podeccopoM MocKkoBckoh
KoHcepBaTopuu Muxannom TapakaHOBBIM O TBOp4YecTBe ApTémMoBa:

«Macmep my3viku, decsimunemusimu OKPYJICEHHbI OPeoaom HenpusHanus, Apmémos ooxazan
€06010, 4Mo O UCMUHHO20 XYOOJICHUKA 8 cosemcKoll Poccuu nenpusnanue — amo namenm
Ha 61a20poocmeo, 6bICONY UYECME U 2NYOUHY Nepelcusanuti U O0OHOBPEMEHHO IO
sadicHeliuee  CEUOEMeNbCMBO  OYXO08HO20 — Oespasiuuus, —ampopuu  HpaeCMEeHHO20 U
Penuuo3Ho20  uyecmea U - Kamacmpo@uueckozo OnouLieHus Hpasog 6 obuwecmee,
nepesicusuiemM MHO201enHee 20CN00CME0 ameusma. B amom cmblciie MOJNCHO cKazamv, Ymo
Apmémoe namnoz2o onepeoun c60é spemsy.

Cam xe ApTéMOB cuuTaeT cebsl HACJeJHUKOM BEJTMKUX POMAHTUYECKUX TPASULMI 1
MpoJio/DKaTeNIeM JIyXOBHBIX CTpPeMJIeHHMH PYyCcCKOMl Ky/JabTyphl Hadaza XX Beka,
HaCHJIbCTBEHHO TPePBaHHbIX KaTacTpodoit 1917 roga. Hetr coMHeHbst, YTO Tparuyeckoe
MMPOOILylleHre KOMIIO3UTOpa, KaK M YepThl TePOUYECKOTO CTHJ/ISI B €ero TBOpYeCTBe,
— 3To crescTBUe ero cyAbObl. ITopasurensHo gpyroe: B Mysbike ApTéMoBa GbéTCs
cepAilie, KCIOJHEHHOe TaKOW MCCTYIUIEHHOM, MpOCBeT/sIouell /M06BY, KaKoii,
BEPOSITHO, MBI He HaWJEM Cpe/id XY/IOXXHUKOB, MOJB/IACTHBIX AUKTATOPCKUM PeXHUMaM
CTpaH, XYZOXXHMUKOB, TBOPHMBLIMX B aTMocdepe CONMPOTHUBIEHUS M OKPYXEHHBIX
HEHaBHCTBIO.

ApTéMOB BepuUT B mpeoOpakeHHe TBAPHOrO MHpa IOCPeACTBOM My3biku. OH
YTBEp)KZIaeT THIT IIPOCBETIEHHOrO HPABCTBEHHOTO CO3HAHMS, 06pa3 rapMOHMUYECKOTO
BCEeJIEHCKOTO ObITHS, ITy6OKO KOPEHSIUICS B peIMrno3Hoii npupoge aymu. Ero nens
— TOJ/IMHHOCTh KaXKIOTO MTHOBEHHUSl WHJMBUJYalbHOM JKU3HU IPEBPaTUTh B
My3bIKa/IbHOE TIepeXXMBaHNe KOCMUYECKOTO 3HaYeHHs.

© Banepus /liobeykas. 1997



AptémoB — Requiem
FOnus Esdokumosa
JTO couMHeHHe He BOJHyeT — OHO IIOTPSICAeT, Tep3aeT [ylly, BbIPbIBAET M3 MUpA
OOBIJEHHBIX ~YeIOBEYeCKMX OMOLMM, 3aCTaB/IsieT COAPOTHYTHCS; MydaeT U
OJHOBPEMEHHO TPOCBET/IsIeT, O4MILaeT cepate. /Joaro He MOXKeT YHTH M3 TMaMsTH —
MOHY)X/IAeT JyMaTh O My3bIKe, O cefe, O CBOeM MeCTe B JKH3HM, O HPaBCTBEHHBIX
KPUTEpHsIX B HEH.

Kommnosurop nocssiTun npoussesieHre «MydeHHKaM MHOrocTpazaabHoil Poccumn» u,
copasMepHO MaciuTaby —TparejuM, CO3Jal THUTAHTCKYIO 3BYKOBYIO  3IIOMEI0,
Be/TMYECTBEHHBII MOHYMEHT C TIaTe/bHOH BBIMMCAHHOCTBIO BCeX feTaneid, TOHKOM
MPOPaGOTaHHOCTBIO KAXJOrO IITPHMXa M BMeCTe C TeM — HeoOBATHBIA. Kax
rPaHIMO3HOE  )KMBOIIMCHOE  TIOJIOTHO, 3TO TPOU3BEleHHE  MOXHO  JIOJITO
«paccMaTpuBaTh» BOJIM3M, BHUKAs M ITIOPAXKasCh CMBICIOBBIM 3HAYEeHHSM KaXJoi
3BYKOBOI1 ITopo6HOCTH. HO MOXXHO OTONTH Ha pacCTOsIHME — M TOTJA OHO IIOTpsicaeT
Be/IMYEeCTBEHHOCTBIO, MOLIBIO OOIel JpaMaTypru, AMHAMMKOM 3MOIMOHAIBHOTO
Pa3BUTHSI, MOT'y4del BIaCTHOCTEIO XyZI0XKeCTBEHHOTO BIIeYaT/IeHNsI.

PexBuem... To OTHIOAb He MeTadopa B JAHHOM C/ydae, HO Ta eJUHCTBEHHas B
HCTOPMHU MY3BIKaIBHOM Ky/IbTYpbl GpopMa ¢ Ge3rpaHUYHBIM 110 00’bEMY HCTOPUYECKOH
«TaMATH» CIOKETOM, BOOpaBIIMM B cebGsi BCce KOIMBMM 3eMHBIX KaracTpod:
CTpaJaHUil, HaAEKAbl, OTYASHUS, OUHUIEHWS, CMHMPEHHs, MpOLIeHUs, — H
NpUOGPEeTIINM 3HaYeHHe BCedesoBe4ecKoro obobuieHus. PexBuem — 3To mcroseznp
nepey, desnoBedectBoM. OO6paleHHe KOMIIO3UTOpa K PekBuemy O6bUIO /JJisi Hero
CHMBOJIOM CONPHYACTHSI PYCCKOM Tparefud, TparejusM MHPOBOM HCTOPHH,
NPHOOILEHHS K BEYHBIM JyXOBHBIM LIEHHOCTSIM, OKOHYaTe/IbHOEe MOCTIKEHHE KOTOPBIX
MPOMCXOZUT TOJIBKO Ha IOPOTe XU3HU U CMEPTH.

BMmecTe ¢ TeM KOMIIO3UTOp TOJIKYeT TpPaZULIMOHHBIM TeKCT PekBuema HHaue —
[IPOELPYeT ero Ha COOBITHSI OTeYeCTBEHHOM NCTOPHUH, BOCIIPUHUMAET KaK CBUETEb,
oueBugel, KaHOHMYECKHIT TEKCT CTAaHOBUTCSI UMITY/IbCOM, HCTOYHUKOM BO3HHKAIONIHMX
B TBOPYECKOM CO3HAaHMM KOMIIO3UTOPA aCCOLMATHBHBIX KapTHH, 00pa3oB. MeHsieTcs
MPUBBIYHAs TPAKTOBKAa MHOTMX dacrei, Hampumep, Kyrie eleison, Dies irae, Tuba
mirum, Benedictus. TeKkcT HAmONHSETCSI HOBBIM, HAaMU IEPEXUTHIM CMBIC/IOM,
«CIOKeT» obperaerT OCOOYI0 SMOLMOHANBHYIO CHIY. Tak pOXZAETCs CIOXKHAs,



MHOTOC/IOWHAsi KOHLEMUMsI COYMHEHWs, BCe My3bIKaJbHble 00pa3bl KOTOPOTo
MOJYMHEHBl aBTOPCKOM, WHAMBUZAYaJbHOM  «IIporpaMMe» W  OJHOBPEMEHHO
COOTHEeCEHBI C BeYHBIM YCTaBOM TPaypHOTO pUTYyasa.

PexBreM HauMHaeTcsi ¢ Bormpoca — KOPOTKOTO M CTpacTHoro. Yro Gyjer oTBeTOM Ha
Hero? JlyyesapHblii cBeT Sanctus WM NpOLIAa/NbHas TeCHb OYMILEHMs IOC/IeJHero
Requiem aeternam? Ho mo aroro KoMmosuTop npoBejeT Hac IO C/IOXHOI gopore
COMepeXXHBaHUs TPareiny ¢ Ge3oHAMH OTHAsIHUS U B3/IETAMH HAaJEX/, 6e3rpaHiYHON
CKOPO6BIO, MPOCTUPAIOLIENCSI OT CMSATEHHBIX CTEHAHHH JO OTpPELIeHHO MOIbObI, OT
OCTPOIMYHOM GO 0 BCeUeT0BEYECKOro Tpaypa.

ITpotigem, ciymaTesns, MO 3TOM ZOPOre 3MOLIMOHATBHBIX KOJUTU3UN!

TockIMBOe, HEMOHATHOe, cMyTHoe Hejoymenue (Requiem aeternam). CoBcem He
«BEYHBII MOKOW», HO TPeBOra, HeOOBSICHUMAs M HaBsizumBasi. Bssko ABmkercs macca
OPKeCTPOBBIX T'0JI0COB, 6e3 0COOBIX MHMBHUJYa/NbHBIX, TUYHOCTHBIX BBIJBIKEHHIL.
INpaBaa, romoc comupyoleil CKPUIIKK BOIPOLIAeT, HO Y KOro u o yem? BompoinaeT B
cBoeii /lyllie WU B 3aTSHYTOM Ie/IeHOH TOCKH MHpe?

Cocrosinue TtpeBokHoctH oboctpsiercst (Kyrie eleison). Cmstenune Hapacraer, Kak
MOCTeIIeHHO HATATMBAIOWIAsICS CTPYHA, Pe30HMPYIOLIAsl BCe BhILIEe U BbIle. A Ha €ro
doHe — HaBsI3uMBBle, HEOTCTYIIHO IIpeciiefyioliyieé OCTUHATHbIE ITOBTOPEHUS,
Mucye3alMe M BHOBb BCIbIxyBawlive. Tak B MOACO3HAHMM CMSITEHHOH JyLIn
MeperIeTaloTCsl CTPAHHO U JKYTKO 3HAKH, CHMBOJIBI, CIOXKETEHI, /MHUIA... HeoTBsizHO
3ByYaT KOJIOKOJIA, JajieKue U HUKYJa He 30Byliue... KapTuHa cTupaeTcs, BCIIBIXMBaeT
HoBelid  kagp (Dies irae) ¥ Tparesusi HayMHaeT OOpPETaThb  PeanbHOCTB,
Marepuanusyercsi B 00/IMKe HACTYIATelIbHOTO, COMMIAPU3MPOBAHHOIO 3/1a. XOpOIIO
MPOC/TYIIMBAEeTCsl  CKaHAMPOBaHHAs  IOCTYyNb  JedOPMUPOBAHHOIO  MaplIeBOro
JIBIDKEHHUs], MaccoBOi gexnamaumu. EnnHeHue B 37e, MaccoBoe Gesymwue. 3710
HeJIMYHOE, HO MIPUTOM OTHIOZb He HHOPOAHOe (KaK, Hanpumep, B CegpMoit cMboHUH
[llocrakoBuya). 3710 B HaC caMMX, GECCMBICJIEHHOE M COKpYyLIAoLiee, IPUBOAsLLee
MoC/ie COAESTHHOTO B M3yMJIEHHe, OllelleHeHHoe IoTpsiceHre. M BOT TOT e «JeHb
raeBa» (Dies irae) o6opayrBaeTcsi COBEPLUIEHHO WHOM MIIOCTAChI0 — JIEIEHUT Cepzlie
OpraH, THXO CTEHAIOT COJIbHBIE TOJI0CA M BOINPOIIAET, (E30TBETHO BOIPOLIAET
cKopOHast ckpurnka. Msi im 310 66u1n? Takoii TpakToBKH Dies irae ucTopust My3bIKH He
3Hasa.



3a ouemeHeHWeM — OTKpPBITBIA, TPOMKUH B3pbB oTdasHust (Tuba mirum) —
MacCOBOr0 OTYAsIHVSI, BO3PACTAIOLIETO, AOXOASIIErO A0 HCCTYIUIEHUSI U Ge3HaIeXHO
3aTHXAIOLIETO B IY/IKOM IyCTOTe, B OeCIpefebHOCTH JIeSTHOTO MPOCTPAHCTBa. M3
Hero egBa 3ameTHO (Recordare), c/I0BHO MOCTENEHHO NpPOSIB/ISACH, 0OpeTast KOHTYPSI,
IJIOTh, CHJTy, HAYMHAIOT 3ByYaTh I0jI0Ca MOJBOBI, TOPECTHbIE TUPHYECKUe H3/IHSHUI.
OrpenpHbIe TONIOCA — 3aTepsiHHbIe U Oe3HaZieXXHble. A 3JI0 PSIIOM, OHO CHUIBHO U
ymopro  (Confutatis). BHOBb IKyTKue cTeHaHHs, Oe3yMHass CKaHZMPOBAHHAs
nexnamauyst Dies irae. M kak 30B M3 ropsiueit 6e3/iHbl, U3 OTHEHHOW ITy4YMHBI €/1Ba
pas3/INYMMble JTIOfICKHE CTeHaHUs, IIOrJIOIeHHbIe BUXPEBOIl Maccoil Bce CMETAIOLIero
Ha CBOeM MyTH 371a. B jpamaTyprum couyMHeHMsi HacTymaeT mepesom. Lacrimosa
OTKpBIBAaeT HOBYIO CTpaHMIly. THXyIo, LieMsIny0 cepAie CKOpOb U3/IMBAeT MeIOAUS
ckpunky. Jlaekue KOJIOKOJIa BO3BEIIAIOT O IPsIAyIeM MOoKoe. 3ayMmoKoiHasi MOJIUTBa
(Domine Jesu Christe) 3By4nT, KaK BETUKUI CUMBOJI DTOTO IOKOSI B BEYHO CYETHOM,
HUKOIJ]Aa He YCIIOKauBalolleMcsi MHpe. Top)XeCTBeHHasi OTPELIEHHOCTh PHTYyasa,
Tpaypa, 3a CTeHaMH KOTOPOTO MEYEeTCsI M IIPOJ0/DKAET 6e3yMCTBOBATH MUP.

U3 «06beKTUBHOM» HOPMBI BHIPOKEHUSI CKOPOb MEPEeBOSUTCS B OCTPO JIMYHOCTHBII
nnaH. Hostias et preces — d4acTb, B KOTOPOM CTOHET KAaX/Jbl TOJIOC.
OG6ueyeoBeyeckasi TpareAus MpeioMIsieTcsi CKBO3b MIPU3MY MHAUBUAYATbHOM JyLId.
U, HakoHell, — MepBbIil BBIXOJ. Sanctus yBOAUT B MUP «HECKa3aHHOTO CBeTa». YBOAUT
MOCTENEHHO, 3ByYaHue MpocBeTasieTcss Ha riasax. CroHymue nHTOHanmu Recordare,
Lacrimosa, Hostias, Bio)xeHHble B IIPOCBET/IEHHble TEeMODbI [HETCKUX TIOJIOCOB,
0CBOGOXJAIOTCS OT IPy3a CTpacTeid, 0OpPeTaoT JO0BEPYMBOCTh U POOKYI0 HaUBHOCTb,
He3aMeTHO PACTBOPSIIOTCS B U3/Iy4HalOLel CUSIHIE UI'Pe YUCTBIX 3BYKOBBIX KPACOK.

Opun xpyr npovizen. C Benedictus HaunHaercst Bropoi. Haunnaercst mepexofom ot
MppeasbHOro, WUTI030PHOTO CBeTa K THXOMY, CMUPEHHOMY, HO OTHAastHHIO C MOJIBOOI,
HaJeKAOW. 3Byd4aHWe CTaHOBUTCsS Bce Oolee U Gosee CBeTIbIM, obperaer
TporaresbHyl0 Kpacory umHroHauui (Agnus Dei). ITociesuuii pas Bropraercs 310
(Libera me) — xynpMuHauust, BoGpasiuas B ce6st cmsteHHOCTDb Kyrie eleison, oTyasiane
Tuba mirum, crpactusiii yac Confutatis u npessouwezmas ux. I'psaymas Tpareaus
«BTOpOTO MpULIecTBUsI». M BOT BepiinHa — Requiem aeternam — BewHas, pefyaiiuieit
KpacoTsl ITecHb oumileHus. In Paradisum — smuror. BHe reposi, BHe JHUYHOrO
CO3HAHMsSI: MppeajibHasi KapTHHAa OCBOGOX/IEHHAsi OT BCEX Ye/0BEYeCKHMX CTpacTeit
BBICOKOTO HHOOBITHSL. “AGComoTHast ucTrHA [OOpa U CBeTa.



Takol BUANTCS HaM camast o6Liasi BHyTPEHHsIs KaHBa GUI0COPCKO- SMOLMOHAIBHOTO
“cioxera” counHeHusi. OObeM accouyauMil TASIIUXCS B IJIyOMHEe 3TOM My3BIKU
e3rpaHu4YeH, Kak 6e3rpaHUYHa MCTOpUYeCKas MPOEeKIMsA “TeMbl” POU3BEJEHMS, KaK
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ecripefie/ieH B 3€MHBIX KPUTepUsX BpeMeHH “cioxer” PexBuema. Kaxaplii mMoxer
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YC/IBILIATH €r0 TI0-CBOEMY.

Kpome Toro, cama MysblKa OpPHMEHTHPyeT Ha TaKyl0 MHOTOC/IOHHOCTb BOCIIPHSITHS,
GoraTasi pa3BeTB/IEHHOM CHCTEMOM CeMaHTHMYeCKHX 3HAKOB, cMMBOsIOB. CHMBOI —
pyccKasi 3ayrmoKoifHasi MOJIMTBA, 3By4auas B Domine Jesu, Ta “koHKpeTHas” geTasns,
yKasyoumiasi Ha BpeMs M MecTo coObiTiit. CHMBOJMKA HCXOZMUT OT KOJIOKOJIBHOTO
3BOHA, MOYTH B KX/OH YacTH B3BIBAIOIEr0 K MCTOPUYECKOM MaMsATH CIylIaTess, HO
HaroJIHEHHOTO BCSAKUI pa3 HOBBIM, OCOOBIM Xy/JOXXECTBEHHBIM CMBIC/IOM — TO 3TO
ToJTypeanbHBI OT3BYK, TO Habar, TO TorpebanbHBI 3BOH, TO BOCIHOMHHAHME...
CHMBOJIOM TMYHOCTHOTO TOJIOCA BBICTYIAeT CKPHUITKAa-COJI0 — TOTO r0JIoca, KOTOPBIi
6e30TBETHO BOIPOLIAET B NMEePBOi YacTH, cKOpGHUT B Lacrimosa, peercst ¢ MOIb6OM B
Benedictus, BropuTr B auanore HeGecHO#l mecHe mpouaHus B Requiem aeternam.
[To/HBI CEMaHTHUYECKUX CMBICJIOB MHTOHALIMM MajIOW CeKyH[bl, MPOHU3bIBAIOLINE BCe
COYMHEHMe, KAaXAyI0 ero dacTb. MbI 4YyBCTByeM IIpeeMCTBEHHOCTh PexBrema
BsiyecnaBa ApTéMoBa ¢ TyYIIMMM TPOM3BE/IEHUSIMU 3TOTO YKaHpPa MHUPOBOM MY3BIKH,
r/yGOKyI0, KODHEBYIO CBSI3b C My3bIKOi Baxa. Mmosusi Ge3rpaHHYHOrO 3BYKOBOTO
MPOCTPAaHCTBA, KOCMMYECKOro Macuitaba ‘iedicTBUs’ HMMeeT 30HY acCOLMATHBHBIX
aHanornit ¢ kocMocom Ckpsi6uHa. JlydesapHbIif CBeT Sanctus OTChUIaeT MaMsTh
cnymarens K crpanunaM “‘Ckasanus o rpage Kurexxe” Pumckoro-Kopcakosa. A cama
KOHIEMIUST COYMHEHHS-UCKYTUIEHHsI, THXOTO TpOILEeHNs], BO3BBILIEHUS JyXa IIepef,
JIULIOM BEYHOCTH — 3TO JIM He MCLe/IsoNasi KOHLEMINs BCero BeJIMKOro pPyCCKOro
ucKyccTBa!

W Bmecre c TeM TIy6OKO COBpeMeHEH JMHAMWYHBIN KOHTAKT PasHBIX My3bIKalbHO-
C€MaHTUYeCKUX IIaCTOB, MHTOHAIIMOHHO FApMOHUYECKUX CPEJCTB, ale/UIMPYIOIUX K
My3bIKaJIbHOMY OIbITY C/ymlaTe/lsi ¥ OGbeAMHEHHBIX TOYHBIM JpaMaTyprUuecKuM
3aMBbIC/IOM.

W eme 06 ofHOM HEOOXOAMMO CKa3aThb — O YHCTOTE XYAOXKECTBEHHOTO sI3bIKa
COYMHEHHUs], KpacoTe, KaK HMCXOJHOW ITHUYeCKON TNPeATIoCHIIKA BCEeX CPeZCTB, BCex
NpreMoB BbIpaKeHUsl. [ToTOMy TaK MCKIIOUYHUTETBHO CHUJIBHO BO3/IeHCTBHE MY3BIKH.
OHa kpacuBa Bcerga. HUKakux sKcTpeMaslbHBIX CPeACTB BO3/EIMCTBUS HA CIIyLIaTess,



HHUKAKOro aBJIeHWs, HUKAKHX HpeBbI].LIeHPIfI. Knaccryeckas KOHLeImIust I/IC](YCCTBa!
HOTpS[CaET CiynraTesnst I‘IIY6PIH3 TIOCTHXXKE€HHUA CMbIC/IA, TOYHOCTh HaﬁAEHHbIX Xynoxe-
CTBEHHBIX CPeJCTB, IIOA/IMHHOCTb CMEH IICHUXOJIOTMYIeCKHX COCTOHHPIPI, BEYHO J>XHBast
HUCKPEHHOCTb MHTOHALIUH.

B KakoM psfly XyJJ0)KeCTBeHHbIX LIeZIeBPOB CTaHeT 3To counHeHue? B psigy Pexsuemon
Mouapra, Bepau, Bepinosa, bpamca, [IBopxkaka? B psiy nu uMcTopruecKux sromeit
Mycoprckoro, Pumckoro-KopcakoBa? Wau B psagy cuMOHUYECKUX Jpam
llocrakoBrya? Omnpegenut 310, BusuMo, Gyayimee. Ho TbI, ciymaTens, He mpoigu
MuMo. MoxeT GbITh, THI YCIBINNINL B 3TOM COYMHEHUH CBOM TI'0OJIOC, CBOIO CyABOY?
Beap nepey To60# — 3BYKOBO# MaMATHHK TpareJUu PycCKOTo HApPOJa.

© FOnus Esdokumosa. 1988

BcrynurensHoOe c10BO niepex ucnonrHenueM “Pexsuema”,
nocBAmEéHHOro “My4eHuKaM MHOTocTpaganbHoii Poccun”,
B Bonbiom 3a1e MOCKOBCKOI1 KOHCEPBaTOPHH 7 HOAGPSA 1997T.

CerogHsi MBI OTMeYaeM CKOPOHYIO Jaty — 80-/1eTHe 60/IbIIEBUCTCKOTO MepeBopoTa B
Poccuu. CrepcrBueM ero siBUIMCh TMOenb MHWIJIMOHOB JIIOJEH, pasopeHre CTpaHbl,
M3THaHHE MHOTHUX TBICSY e€ TpakaH M3 eé IpeJiesioB, CO3/laHMe Ha e€ TeppUTOpUHU
rocyilapCTBa — MallIMHbI JJIsi YTHeTeHUs, — KOTOPOe TeppOpPU3HPOBANo Hace/leHue,
MOPHJIO TOJIOZIOM, CCBUIAJIO B JIarepsi.

Karacrpoda, mocruriuasi Poccuio, mpuHecsia He TOJIbKO HEUCYMCIMMBIE Ye/I0OBeYeCcKHe
KepPTBBI: OHA HPABCTBEHHO MCKaJ/leursIa HaLMIO. BlacT moowmpsiiu JOHOCHTEBCTBO,
npegarenbcTBo. YenoBek mepectan GbITh LEHHOCTBIO, a CTal OpPYAMEM YbHX-TO
VHTepecoB, OpyAueM — Kak B “30He” — co cBOMM HoMepoM. PakTudeckn Besi CTpaHa
CTajla OrpOMHOM “30HO#1”: BCIOJly YeIOBeK CTPAJasl He TONbKO QU3NYECKH — Ha Hero
OKa3bIBaJIOCh MOCTOSIHHOE HPABCTBEHHOE M MCUXOJIOrMYecKoe jaBieHue. M HUKTO He
ocraBaicst 6e3 BHUMaHUsI.

MBI NpOXHIM TparmdecKuil BeK, OH yxxe Ha ucxoge. OrsapBasich Ha Hallle KpOBaBOe
JIeCIOTUYECKOe TMPOIUIOe C €ro HaCWU/IMeM, €ro MHpe3peHHeM K YeI0BeYecKo



JIMYHOCTH, €€ JOCTOMHCTBY U CBOGOJE, MBI MOYKEM HCIIBITBIBATE TOJIBKO YYBCTBO CTHIAA
Y PACKasiHUSI, TaK KaK MbI BCe — KaK HapOJ — IIOBUHHBI B TOM, YTO /IOIYCTHIH STOT
KOLIIMap, YTO MOOLIPSIN €ro CBOUM 6Ge3/ieiiCcTBIEM, [T03BOJISUIN ce0si 0GMaHbIBATb.

3}'Iy TIPpOTUBOCTOUT TOJIBKO CHJIQ, HWHa4de 3JI0 TOPXXECTBYET. Msr no3Bomn 371y
TOPXXeCTBOBAaTh HaJ, HAMU — B 3TOM Halll BeJIMKUI HaHHOHaI’[LHbIﬁ rpex. Ho Tpex He
TOJIBKO TIiepej COGOﬁ, HO W MHOTMMH JpPYTMMH HapoJaMH, HaJ KOTOPBIMH
6O/IbLIEBHCTCKAs BIACTh YMHMIIA pacmpasBy.

HcKynuTh CBOM rpex Mbl OJ/DKHBI OOLeHALMOHA/IBHBIM MoKasiHueM. K Bennvaiiuemy
COXXAJIEHUIO, OHO He COBEpIUMJIOCh TOCyAapcTBOM. Bractu mpyr Ha xommpomuce ¢
TeMH, KTO paclyHaJ, PAacCTalTbIBajl, AECATKH JieT yHkan Hac. CyljecTBoBaHMe
KOMIIAPTUH — He CBHUAETETbCTBO JEMOKpaTHH B POCCHH, a MOMYCTUTEIBCTBO 3aKOHA.
JleMOKpaTHsi 3aKOHOZATEIBHO JO/DKHA GBITh 3alHIIeHa OT TOTATUTAPHbIX ABIKEHUH,
YIPOXKAIOIUX €€ CyLeCcTBOBaHUIO. TOIIBI OA KPAacHBIMHU ¢/1araMu Ha yJIMLaxX UMEHHO
B DTOT /IeHb - CBW/ETEJbCTBO TOTO, YTO OHM HE€ OTKa3aJMCh OT HACHUIUA. JTO
OCKOpOJIeHHEe He TOIBKO MIIIMOHOB IIOTUOIIIX, HO ¥ HAC, )KUBYIINX, 60 1 MbI BCe —
TOXe My4eHUKH.

HaHHOHaI’[LHOe TIOKastHH e HeOﬁXO/II/IMO POCCI/H/I, 9TO MYTh HPABCTBEHHOT'O OYHIIEHHWs
Halyu. W ecnu BiacTh He B CHJIAX MOHSTh BAYKHOCTH 3TOTO OYMCTUTETBHOTO aKTa A1
BCEro HapoZa, TO MbI BC€ BMECTE, KaK YIE€HbI I'POKAAHCKOTO OﬁmeCTBa, Crioco6GHbI B
Aylmax CBOHMX IIEPeXUTb 3TO IMOKassHHUE U BOMTU B HOBOE CTOJIeTHEe AYXOBHO
OYHNCTHUBIIUMMUCA.

51 cospan “PexBuem”, mocBsIEHHBIN “MydeHHKaM MHOTOCTpasanbHoi Poccrn”, 4To6bt
KQXZOMY 4Ye/IOBeKy J[aTh BO3MOXXHOCTh COBEPLIMTH IOKassHHME B CBOEM CepALe.
“PexBreM” — 3TO MaMSITHUK HaLleil TparuvecKkoi HCTOPUH, HO 3TO — U OpPyJ¥e Haluen
JIYXOBHO! CaMO3aIUThL. JleHb TOMHHOBEHMsI, KOTOPBIM COOpal HaC B ITOM 3ase, —
9TO 3HAK Hallel COBECTH, 3HAK HAIIEro OTKa3a OT IOCTBIAHOIO MPOLUIOrO, HAaLIero
CTpeMJIeHVsI K MIOKastHUI0. BceM sxepTBaM THpaHMM, BceM My4eHHUKaM, Ielesl KOTOPbIX
CTyYUT B HAIUM CEPALQ, MBI CErofHs OTBEYaeM 3ayIOKOMHOW OYHMCTHUTETbHOU
MOJIUTBOM.

W pait Ham, [ocrogm, pasyma M BO/H, YTOOBI PacCTaThCsi CO CBOeH HEHABHCTBIO,
3/1060#, 3aBHUCTBIO, KOPBICTOIIOOMEM; YTOOBI MBI CMOTJIM I€PeBEPHYTh IIOC/IeJHIO0
CTpaHMI}y CBOEH TParmyecKoil MCTOPHM; YTOOBI MBI M30PaIM U3 CBOEH CPesbl HOBBIX



JIIOJed ¢ YeCTHBIMU JIMLAMHM, YHCTBIMH PYKaMU M JKOKLOH MpeoOpaKeHHs CTPaHbl,
MpEeXJe BCero — HPABCTBEHHOT'O, ¥ KOTOPbIE IIOMOTJIM ObI HAM CO3/IaTh CIIPABE/IMBOE
JIeMOKpATH4eCKoe OBIeCTBO.

B 3TOT cambIif Tparuyeckui feHb B UCTOPUH POCCHU MBI BEPHM, YTO HACTYIHUT BPeMsI,
KOTZa Halla HalMOHAa/MbHAsi COBECTh 3aCTaBUT HAC 3aKIIOYWTH ATy “7 HOSOps® B
TPaypHYIO PaMKY, 3aXOPOHHUTH MyMHIO OCHOBATEJIsl TEPPOPHUCTHYECKOTO FOCYAAPCTBa, a
GBIBLIMI MaB30JIei MPEBPATUTh B MAMSATHUK HEUCYHCIMMbIM )KEPTBaM TOM Ge3yMHON
BaacTy. Y mycTs B HEM /IeHb 1 HOYb, KaK Be4eBOil KOJIOKOJI, 3By4HUT 3TOT “PexBrem”.

Bsauecnas Apmémos, 1997

D. Kitaenko & V. Artyomov
after the premiere performance

Nikolai Sidelnikov, Tikhon Khrennikov and
Vyacheslav Artyomov before the premiere



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 rell " — The Classical R

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

Divine Art DDA 25171

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

An interesting musical exploration that is both compelling and satisfying” —
MusicWeb

A Symphony of Elegies

Awakening

Incantations

Oleh Krysa, Tatiano Grindenko (violins)

Lydia Davydova (soprano)

Mark Pekarsky Percussion Ensemble

Lithuanian Chamber Orchestra, Saulius Sondeckis
Divine Art DDA 25172 (September 2018)

A Sonata of Meditations

A Garland of Recitations

Totem

Mark Pekarsky Percussion Ensemble
Moscow Philharmonic Orchestra, Virko Baley
Divine Art DDA 25174 (November 2018)

Future releases from Divine Art (CD and digital download)

Divine Art DDA 25175 Lamentations | Tristia | | In Memoriam | Pietd

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



Vyacheslav Artyomov
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Issued under licence from JSC Firma Melodiya

Note: as the audio master supplied by Melodiya was not usable this recording has been
remastered from the original in the composer’s archive

Recorded at the House of Soundrecording, Moscow, 1988 during rehearsals for the premiere
concert performance.

Sound engineer: Severin Pazukhin; Final Editing: Vladimir Kuznetsov

Cover by R.Gruzdkov. Photo:The Sun, program STEREO, NASA
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Beinymieno no siiensun AO «®upma Menoausi»

Ipumeyanune: MOCKONBKY KauecTBO ayJMoO MacTepa, IpelocTaBieHHoro «Meso e, He No3BOJIUI0
€ro MCIIOIb30BaTh, HOBBI MacTep «PekBHeMa» OBbLT U3TOTOBIICH C OPHIHHAIIA U3 apXHBa
KOMII03HTOpa

3anwucano B Jlome 3Byko3anucu B Mockse B 1988 roay Bo BpeMsi peneTHIHI IPU MOATOTOBKE
NpeMbepbl 3TOro counHenus. 3pykopexuccép Cesepun ITa3yxuH, OKOHYaTEIbHAS PEAAKIMS —
Bnagmmup Kysnenos.

O6nokka Pomana I'pysakosa. @oto: Connite, cusitoe 1o nporpamve STEREO, NASA.
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