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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

In the hectic world of contemporary music one often encounters composers whose grasp
of the essences of creative musical thinking are so often at variance with one another that
the interested music-lover is frequently forced into a mood of accepting that ‘anything
goes'.

Nor is such a wide-ranging catch-all approach confined to the output of the younger
generations, who - in today’s world - are assailed on all sides by technologically-driven
instantaneous communication such as to render qualities of reflection and absorption, of
contemplation and private thought, as virtually irrelevant sidelines in the teeming sense of
modern social acceptance, as the possession of a world-box in the palm of one’s hand
makes available.

The creative artist today, as at any time during the last millennium, cuts a lonely figure,
driven by two things, of which neither need necessarily be apparent to the individual
concerned: art is an attempt to reach transcendence through artistic means, and the
compulsion to attain that expression over-rides almost all other aspects of the artist’s life.

Confronted with our hectic world, and seemingly either at odds with or unable to attain
that transcendence without paying a considerable personal price in terms of human
congress, it remains an astonishing realisation to encounter - in our case - the music of
composers who have pursued their goals with single-minded persistence to the point
where decades of self-sacrifice have resulted in the creation of a body of work which, by its
very nature, runs counter to our instantaneous, 24-hour lifestyles but which, by its very
existence, holds not a mirror to our world, but a view of human expression whose relevance
is revealed through those ‘qualities of reflection and absorption, of contemplation and
private thought’ we mentioned earlier.

Music is, by its very nature, a living organism in time: it takes place over a period of time,
each work beginning and ending as life itself. As such, music cannot be confused or
combined with visual, still less pictorial, art: a piece of music begins with the first note, and
ends with the last, but a painting or piece of sculpture in a gallery exists entirely in space: on
looking at a painting, one can think about it, and return in half-an-hour, or next week, and
it's still there - on the wall, or on the floor. But with a piece of music, if one left after ten



minutes and came back after half-an-hour, the musicians may well have packed up and
gone home.

It follows, therefore, that a composer must first master the time period - not just the time
pulses - of his or her work, mindful of what the listener may or may not be expected to
absorb at a first - or during the one hundred and first - hearing. In the case of the Russian
composer Vyacheslav Artyomov, we encounter a complex - but never complicated -
expressive artist of considerable creative originality, an artist who has - throughout most of
his adult life - striven to create within a society whose aesthetic mores were at variance
with his, and who, since the collapse of that society almost thirty years ago, has emerged as
undoubtedly one of the most significant figures in Russian music since the death, half a
century and more ago, of the last great Russian composer, Dmitri Shostakovich.

Mention of Shostakovich ought not to lead the interested listener to consider Artyomov to
be the older composer's successor in terms of musical aesthetics - or so one might think,
yet there are aspects of Shostakovich’s not invariably public art which contain, beneath the
surface, characteristics of that deeper Russian sense of profound humanity - of speaking
almost directly to the individual listener. Such aspects are to be found, albeit differently
expressed, in the works of Vyacheslav Artyomov.

Nor is one thinking essentially of large-scale orchestral works, for - since the greater
freedom the collapse of a state-dominated public art as ran through Soviet-controlled
outlets has brought about - Artyomov has been able to further the range of muilti-
instrument ensembles, such as was embraced by Shostakovich in his remarkable
Fourteenth Symphony; one of a number of artistic challenges Artyomov's great
predecessor was able to throw in the face of the Brezhnev-era, as frightening a period for
art as any of the years of Stalinist purges.

Artyomov, too, was able in the final, freer years of Mikhail Gorbachev's rule, to push the
boundaries of what was ‘acceptable’, albeit at some personal and artistic cost. Nonetheless,
his music from those closing Soviet years has survived, and on this unique recording of his
work from the last decade of the USSR we can grasp the essence of Artyomov's creativity
in terms of writing for percussion and for a small group of wind instruments.

Here is both music reduced to virtual non-tonal expression on the one hand, and to
intimacy of a quartet of solo wind players - completely at variance from the large-scaled
symphonies of just a few years later on the other. Yet the connexions are clear: in terms of



control of the living organisms of time Artyomov reveals in these works from the mid-to-
late 1970s a mastery of expression which has stood the test of the forty or more years
since they first appeared: not as challenges to an established society, but as expressions by
a profoundly original artist who, through his work, has achieved a transcendence that is his,
and his alone.

Artyomov’s mastery of time is one of his most remarkable achievements: nothing in his
music, it seems, outlasts its expressive nature, and whereas it might well appear that
textural characteristics are the more obvious in the three works on this disc, one ought first
to mention their relative place in his output: all were composed within a six-year period.
They were certainly not the only works written between 1975-81 for relatively few players,
but within that group they are among the largest in terms of temporal span.

It may well be that, as ArtyomoV's first symphony (Symphony of Elegies) also appeared at this
time (for two solo violins, percussion and string orchestra), the composer was using the two
coincidental large-scaled chamber works on this disc as quasi-symphonic scores. Both - the
Sonata of Meditations and the Garland of Recitations - naturally concentrate upon differing
aspects of chamber-musical texture and colour. Nowhere do we see that more clearly or
more remarkably expressed than in ‘A Garland of Recitations’, for four wind instruments. In
this original structure, each instrument has its own ‘recitation’, declaimed against long-held
‘chords’ (effectively so; but groups of notes, held as the underlying soil from which the
recitation emerges and flourishes). Here is, arguably, the nature of individual growth against
a harmonic undershaft - ‘a contemplation upon flowers’ as it were, implied in the use of the
word ‘Garland’ in the title.

Nor are the recitations solely individual: aspects of material passed from one to the other,
as glancing blows caught on the wind. They are always held by the composer’s control of
those ‘living organisms in time'. Neither should we feel the music is meant to be a depiction
of a summer garden or a winter landscape: it is music, pure if not always simple, which
demands our attention.

The two other works on this disc are for percussion. The longer score is the Sonata of
Meditations for four percussionists, and the relationship between this work and the
‘Garland’ is interesting, for it was composed during the ‘Garland’s long gestation period.
Artyomov has said the work ‘is a musical expression of the spirit of a human being aware of
his responsibility to the world and absorbed in his daily round of meditations on the world’s
beauty, on the profound significance of creation.



‘The group of instruments and a number of performers varies: I. (one performer) - only
metal: vibraphone, plates, campanelli, campane; I1. (two performers) - two groups of drums;
Ill.(three performers) - mixed group of wooden and metal: marimba, plates, maracas, gong,
woodblocks, and a number of other rustling and ringing percussion; IV.(four performers) -
two marimbas, vibraphone, campanelli, accompanied with rhythmic impulses of bongos,
castanets, maracas.’

The first movement, Morning Meditation, depicts the image of the just-awakened sleeper, a
fusion of soft half-lights and fragments of dreams, sweetly ringing, half-conscious
premonitions, distant visions of eschatological matter.

Afternoon Meditation is in great contrast; here, all is clearly-organised ritual and drama,
drums very much to the fore, as an orison to an unsanctified ordinance, a rite for all
seasons.

In Evening Meditation, we encounter an all-pervasive mood of contemplation, expressed
through a combination of fluid texture and slowly rhythmic counterpoint - a mind calm,
relaxed and powerful.

In Midnight Meditation, the texture changes quite suddenly, mysterious and light-hearted as
the phantasmagoria of midnight reveal a nocturnal life of strange fascination which, to
surprise us, disappears abruptly, as a ghostly sprite seeing the breaking rays of dawn. Our
Meditations are at an end.

‘Totem’ is for six percussionists. Artyomov has also explained: ‘ | became interested in
percussion instruments a long time ago. The appearance of Totem (1976) and after that of
the other compositions for percussion is a result of the growth of the number of percussion
ensembles and the birth of a new untraditional kind of music for percussion, a classic
example of which would have to be the Edgar Varese's lonisation for 37 instruments
written in 1931. The example of this great master was always before me, for he really was
the first contemporary composer to choose percussion as a medium for the expression of
deep tragic experience.

Totem has three sections: the accelerating alternation of regular rhythms in the middle of
the piece is set against the opening and closing episodes which are built on the shifting of
sustained tremolando sounds. 69 instruments are used, of wood, leather and metal.

Robert Matthew-Walker © 2018



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".



Performers

The Mark Pekarsky Percussion Ensemble was founded in 1976 and remains Russia’s only
permanent percussion ensemble. The first composition written for this ensemble was Totem
by Vyacheslav Artyomov. Soon two works more followed Totem: A Sonata of Meditations
(1978) and Incantations (1981). 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.

Virko Baley was born in Ukraine in 1938, but has spent his creative life in the United States
and considers himself a citizen of the world. Multi-lingual and multi-disciplinary, he infuses
his music with themes of contemporary and traditional motifs.

Mr. Baley joined UNLV's Department of Music (as it was known then) in 1970 and during his
tenure, in addition to founding the composition area, established an Annual Contemporary
Music Festival (1971-1985), was honored with the first NEA music grant given to Southern
Nevada, created the Las Vegas Chamber Players (1975-1995), was Music Director and
Conductor of the Nevada Symphony (1980-1995), the Music director of NEXTET (2001-
2016), and co-founded with Jorge Grossmann of N.E.O.N. (2007-2009, 2016), the annual
composers’ conference, at the University of Nevada, Las Vegas.

Virko Baley is a Jacyk Fellow at Harvard Ukrainian Research Institute, and Distinguished
Professor of Music, Composer-in-Residence and co-director of NEON, an annual
composers’ conference, at the University of Nevada, Las Vegas. He received a 2007
Grammy® Award as recording co-producer for TNC Recordings and the prestigious
Academy Award in Music 2008 from the American Academy of Arts and Letters.

Baley several times performed works of Vyacheslav Artyomov with his Nevada Symphony,
including the concerto Pieta for cello solo and orchestra with the prominent soloist and
Professor of the Moscow Conservatory, Maria Chaikovskaya.



In 1992 at the invitation of Artyomov, Baley recorded A Garland of Recitations with the best
Russian soloists of that time and the Academic Symphony Orchestra of the Moscow State
Philharmonic; a little earlier he recorded his own CD at the Melodiya Studios including
Artyomov's Concert of the 13 with pianist Mykola Suk and the USSR Ministry of Culture
Symphony Orchestra (also available on Divine Art)

Vyacheslav Artyomov with Virko Baley
BsiuecnaB Aprémos ¢ Bupko baneem



Bcrynienue

McTopusi MysbiKM 3HAaeT MHOXECTBO MPMMEPOB, KOr4a YHWKa/IbHOCTb $3bIKOBOM
M 3MOLIMOHA/IbHOM BbIPA3UTENIbHOCTU (a 3a4acTylo, 3T [1Ba acreKTa HepaspbiBHO
cBsi3aHbl APYr C APYroM) Mo3BoJsisisia KOMMO3WTOpaM CJ/iefoBaTb MO  CBOEMY
Cco6CTBEHHOMY TBOPYECKOMY MyTH, B HE3aBUCUMOCTM OT LUMPOKOM 06LLLECTBEHHOCTH
M KPUTUHECKOrO BOCMPUSITMS X UCKYCCTBA.

My3blka - 3TO A3blk. MHOrMe Mys3biKasibHble WMAEUN MOXKHO BbIPasUTb PasHbIMK
nytamu. OpHako roToBoe npousBedeHne - 3TO abCOJIIOTHO HEMOBTOPUMbIN
YKMBYLLIMIA BO BPEMEHU OpraHu3Mm. MysbikasibHOe npounsseaeHne Nto6om AvHbl, 6yab
TO Mapa MWHYT WM HECKOJIbKO 4acoB, HAYMHAETCS B OMNPeLenEHHbI MOMEHT
M NPOMO/IKAETCS [0 CBOEr0 JIOrMYeCKoro ¢duHana, a Kaxkaoe cieayoliee cobbitne
HenpepbIBHO CBS3aHO C MpeablaywmM. pupofa 3CTETUYECKOTO BbIPaXKeHWUs - a
TOYHEE TO, YTO XOYET AOHECTU KOMMO3UTOP, — 3TO TEMA, OTKPbITas A1 06CY>KAEHUS
1 U3yYeHUs, 0COGEHHO €C/IN 3TO BbIPayKeHUe SBNSETCSA AOCTATOYHO 3aXBaTbIBAOLLMM,
4YTO6bI 3aCTaBUTb CAYLLATENS YIAYBAATLCSA BCE AabLUe.

OfHWUM U3 acmeKToB JIo6Oro XyA0XKECTBEHHOMO BbIPAXKEHWUS SBASETCS COOTBETCTBUE
TOro, 4YTO XO4YeT COO6LMTL aBTOp, O6LIMM YBEXAEHUAM U YyBCTBaM €ro
COBpEMEeHHMKOB. M cHOoBa MOXXHO MPMBECTM NMPUMEPbLI KOMMO3UTOPOB, KOTOPbIE LN
«HE B HOTY» CO CBOMMM TOBApULLAMM, M Ybs My3blKa MTHOPUPOBaaCb AN CYMTaNACh
HeyMeCTHOW AJ1s1 MMPOBOCMPUSTUS TOFO BPEMEHU, B KOTOPOe OHa Bbli1a HanmcaHa.

MysbiKa,  OAHaX<fbl BOCMPUMHMMAEMas KaK HECBOEBPEMEHHas, celyac uMmeeT
OFPOMHYIO 3HAYMMOCTb M aKTyasibHOCTb. Ml XOTs B Mrpy, ckopee Bcero, BCTymanwu
TaKue MOBEPXHOCTHbIE acMeKTbl, KaK MOZa M HALMOHAIM3M, TSHXKEN0 M36aBUTLCS OT
MbIC/IM, YTO KOMMO3UTOPbI Ha MPOTSHKEHUM CBOEM >KM3HM YacTO OKa3sblBa/IMChb
«B CTOPOHE», a MOCMEPTHOE MPU3HAHME OMpPaBAbIBAET MX CYLLECTBOBaHWE 60JiblUe,
YeM /1l060€e Apyroe CoBPEMEHHOE BHUMaHMe.

Takon YyHUKa/bHbIA KOMMO3UTOP, Kak BsuecnaB ApTéMoB, Ha mMopore 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 FTOBOPUTCS, B CEPALLA COBPEMEHHMKOB. OIHAKO MHOIME NoYnTaTeNN



€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 CNOXHENLIYIO PUTMUYECKYIO HOTauMio (OLHAKO HE HACTOJ/IbKO C/IOXKHYHO, YTO6bI
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

B 6ecnokoHOM Mupe COBPEMEHHOM My3blKM YacTo 6bIBaeT, YTO MOHMMaHME OCHOB
My3bIKa/IbHOTO TBOPYECTBA Pa3HbIMM KOMIMO3UTOPaMM COBEPLLUEHHO Pa3/IMYHO M
NPOTUBOPEYUT OLHO [PYroMy, BC/IEeACTBME Yero 3avHTEPECOBaHHbIN 6GUTENb
My3bIKM BbIHY)KE€H MNpuW3HaTb, 4YTO “BCE BO3MOXHO". [10A06HbLIN, LUMPOKO-
pacnpoCcTpaHéHHbIN  B3rNs4, npucyw, 6osee MOJIOAOMY MMOKOJIEHUIO, KOTOpoe
NofiIBepraeTcs Co BCEX CTOPOH KOJI0CCa/ibHOMY BO3AEUCTBUMIO CpPeacTB cessu. [Mpu
3TOM /19 HUX CTAHOBUTCS BTOPOCTEMNEHHbIM TO, YTO BEKAMW GbII0 HAUTABHENLLUM
AN GOPMUPOBAHUS CO3HAHMSA: CO3EPLLAHME, Pa3MbILLIEHUE, MPOHUKHOBEHUE B /1y6b
AB/IEHUI, YYBCTBUTEJIbHOCTb, OTOXAECTB/IEHNE Cebs C TaHOM CyTbio Bellen. AdoH
B PYKe 3aMeHU 3TO BCE.

Ho TBOpeL, ceroaHs, Kak U Ha NPOTSHXKEHWUMU MOC/EAHEro ThicAYeneTus, npeboiBaeT B
abCcoNoTHOM oAmHouvecTse. Ero MCKycCTBO - 3TO MOMbITKA JOCTUYb HPAaBCTBEHHOMO
COBEpLUEHCTBA XYA0XKECTBEHHLIMU CPEACTBAMM, U LOCTMIKEHUE ITOM Len ABASETCS
rN1aBHbIM COAEPXKAHMEM XM3HU apTUCTa. MNPOTUBOCTOALLMIA HaLEMY 6ECMOKOMHOMY
MUPY, 32 SOCTMXKEHME COBEPLUEHCTBA OH Pacrn/jaynMBaeTCs 4OPOron LeHoW: MUp ero
He npuemneT. OCTaéTcsa NOpasUTEsIbHLIM, YTO B PE3y/IbTaTe repoMHECKUX YCUANIA U
LEeCATUIETUIN  CaMOMOXXePTBOBaHMUsl, HAaCTOMYMBOCTb KOMMO3UTOpPa MPUBOAMUT K
CO3[aHUI0 COBPaHMA COYMHEHWI, BEYHbIX MO cBoei npupoge. OHKM NpoTuBOpeyaT
cyeTe 3TOro Mupa 1 yTBEP)KAAOT BbICLLME CMOCO6bI CYLLECTBOBaHMS - “ co3epuaHue,
pasMbILLI/IEHME,  MPOHUKHOBEHWE B  [ybb  ABJEHUN,  YYBCTBUTE/IbHOCTb,
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OTOXAECTB/IeHNe cebs C TaHOM CYTbto Bellen”, OTMEYEHHbIE Bbille.

Mys3blKa Mo cBoei NPUPOE — >KMBOW OPraHM3M, CyLLLECTBYHOLLMIA BO BPEMEHM:

KaK caMa »M3Hb, OHAa MMeeT Ha4yaso W KoHel. My3blka MeTadusmyHa, eé
CYLLECTBOBaHNE MppeasibHo M OJINTCA B CO3HaHWMM caywaTtens. B cessm ¢ atum
KOMMO3WUTOP CO342€ET He TO/IbKO KOHKPETHbIE My IbCaLlMM U PUTMbI, HO U YUUTbIBAET
CJIO3KHOCTM BOCMPUSATUS COMMHEHWS CTyLIATENIEM.

B nuue pycckoro komnosutopa BsuecnaBa ApTéMoBa Mbl MMeeM rJlyboKoro u
CJIOKHOTO — W MPU 3TOM SICHOFO - CBEPX-BbIPA3MTENbHOMO XYAOXKHWKa 60/bLION
TBOPYECKOM OPUrMHANILHOCTU. [MoYTM BCHO CBOMO KM3Hb OH paboTan B ob6LiecTBe,
3CTETMYECKME BKYCbl KOTOPOro 6bliM eMy 4yxkabl. OgHako nocse Kpaxa 3TOro
o6LLecTBa NOYTU TPUALATL JIET Ha3ag, OH HECOMHEHHO CTas1 Hanbosiee 3HaUNTENIbHOM



durypon B pycckom Mysbike nocne Omutpus LLlocTakosuya.

YnomuHaHue LLlocTakoBuYa He A0/IKHO NPMBECTU 3aMHTEPECOBAHHOMO CAyLIaTeNs K
3aK/todeHUto, YTo ApTEMOB - nocnepoBaTesib 6osiee CTapLllero KoMnosuTopa B
OTHOLUEHMM My3blKasibHOM 3CTeTMKU. OpHako HesBHO B Mysblke LllocTakoBuua
NPUCYTCTBYET YyBCTBO Ye/I0BEYHOCTU, 3aTparvMBaloLLLee Kaykaoro caywatens. M ato
YYBCTBO, MHa4Ye U YTOHYEHHEE BbIPaXXEHHOE, MPUCYTCTBYET B COMMHEHUSAX Bsyecnasa
ApTémMosa.

OH HUKOrAa He CUYUTaNCs C OrPaHUYEHMSIMM COBETCKOMO PEXMMa, KOTOPbIMU TOT
NOLaBNSN TBOPYECKYIO AeaTenbHOCTb. bnarofaps 3ToMy HEeNmOBTOPUMOMY AWMCKY C
pa6oTamMu ApTéMoBa O/ YAapHbIX M TPynn AyXOBblX, CO34aHHbIMM B MocC/efHee
necstunetme 20 BeKa, MOXKHO y6eanTbCA B €ro UCKAKYUTEIbHOM YyBCTBE CBOOOAbI.
BHeTOHanbHasi BbIPasUMTENbHOCTb M MHTUMHOCTb COJIbHbIX [YXOBbIX COBEPLUEHHO
NPOTUBOMNOJIOXKHbI MacCLUTAGHbIM CUMGbOHMAM, HaAMMUCAHHBIM HECKOJIbKUMWU rogamu
noa»xe. TeM He MeHee eCTb CBf3b: 6/1arofapsi MacTepCTBY BbIpa3svTE/IbHOCTH
ApTEMOBA >XMBOI OPraHNU3M BPEMEHM PACKPbIBAaETCs B 3TUX paboTax u NpobyxkaaeT
Halll MHTEPEC K COMMHEHMSAM Ha MPOTSXKEHUM Bosiee, YeM COpoKa NeT. ABTOP B 3TUX
paboTax LOCTUM IMHHOIO COBEPLLEHCTBA.

ApTéMOBCKOE B/1ajeHUe BpeMeHEM — O4HO U3 ero 3aMevaTesIbHbIX AOCTM)}(EHMﬁ.

MHOro3Ha4YMTEeNIbHOCTL €ro My3bIKW MPOSIBJINETCSA B PasBUTUKM GaKTyp, MHTOHALMIA,
puTMOB. PasymeeTcs, He TO/IbKO 3TU COYMHEHMUS MOSIBUNCL B MpPoMexxyTke 1975-
1981, HO OHW SBAAKOTCA CaMbiMU MNPOAOJ/IKUTESIbHBIMU  CPeAM  CO34aHHbIX
KOMMO3UTOPOM [J151 HEGObLUMX aHCAMBEN.

BrosiHe BO3MOXHO, MOCKO/IbKY nepeas cuMboHma Aptémosa (CuMpoHus anezuli ans
OBYX COJIMPYIOLLUMX CKPUMOK, YAapHbIX MU CTPYHHOrO OPKecTpa) Toxe 6blia HanucaHa
B 3TO BpeMs, KOMMO3UTOP OTHOCU/ACS U K MNPOAO/DKUTENbHBIM  KaMepHbIM
COYMHEHMSIM Ha 3TOM AMCKE KaK K MoyTu quasi-cuMmdoHmnyecknum. Obe - “CoHaTa
pasmbiwnennin” n “TupnsHga peunTauuin” - CocpefoTodeHbl Ha pasHbIX Tunax
dakTypbl M KosopuTa. Hurge ™Mbl He yBMAMM 3TOoro 6osiee scHO wau 6Gosee
3aMeyaTesIbHO Bblpa)kKeHHbIM, YeM B “TMpnsHae peunTtaumin”. B aToM opurnHasibHom
NMOCTPOEHUN Y  KaXKAOM0 MHCTPYMEHTa CBOA COGCTBeHHas  “peunTaums’,



npousHocuMas Tak 3GGEKTHO Ha BblAep)KaHHbIX  “akkopgax”, NpeacTaBAsHOLLMX
coboi rpynnbl AASAWMXCS HOT - Kak 6bl MOACTMNAKOWAS MOYBa, M3 KOTOPOM
“peunTaumsa” BblpacTaeT U pacupeTaeT. ITO Kak 6bl “pa3mbllusieHme Hag useTamu’,
4YTO U NpeanosiaraeTcs Npu UCNoJib3oBaHMK coBa “MMpasHaa” B 3aro/ioBKe.

“Peuntaumn” He BMOSIHE MHAMBUAYA/IbHBI: YacTULLbI MaTeprasia NePexXoasT U3 oAHOM
Nbecbl B APYrylo, KaK JIENeCTKM LBETOB, MoAXBayeHHble BETPOM. OHM MOCTOSIHHO
KOHTPOJINPYIOTCS KOMMO3UTOPOM KaK “>KMBble OpraHusMbl Bo BpemeHu”. Mpu aToM
BaXKHO TO, YTO My3blKa He SAB/IAETCS OMNUCATENIbHOM, OHa 3K3UCTEHLUMasIbHA,
NpPemncrnosiHeHa NepeXxMBaHui, yB/IeKaeT M 3aXBaTbIBaET.

[Ba [OpyrMx COYMHEHMS Ha 3TOM JAuCKe - A48 yaapHeix.  Haunbonee
npoaoskuTensHoe - “CoHaTa pasmbiluieHnin” aas 4eTblipéx ucnonHuTenen. Cesasb
eé ¢ “T'mpnaHaon” MHTEpecHa, T.K. OHa 6bls1a COYMHEHA B TEYEHWE AJIMHHOIO neproaa
cospeBaHus “TupnsHabl”.

ApTEMOB CKasasl, YTO 3TO MPOM3BEAEHME - “My3blKaJIbHOE BblPayKEHUE COCTOSHUS
[yXa OTBETCTBEHHOrO Mepef, MMPOM YesIoBEKA, BOBNEYEHHOIO B AHEBHOW LMK
COCPENOTOMEHHbIX Pa3MbILLIEHMI O KpAacoTe MUPA, O Fy6OKOM 3HaYEHNU TBOPEHUS.
[pynnbl MHCTPYMEHTOB M KOJIMYECTBO UCMOIHUTENEN B Pa3HbIX HYaCTsX BapbUPYOTCA:
1. OAUH WCMONHWUTENb - TOJILKO MeTa//IMdeckne: BuBpadoH, Tapesku,
KOJIOKO/IbYMKM, KOJIOKONA; 2. ABa UCMOAHWUTEeNs - ABe rpynnbl 6apabaHos; 3. Tpu
UCMOMIHUTENS - CMELLaHHas rpynna AEePEBSHHbIX WM MEeTa//IMYecKUX: Mapumba,
Tapenku, Mapaku, 6ud, roHr, AepeBsiHHbleE KOPOBOUKM U 6ObLLIOE KONMYECTBO APYIUX
LYPLUALLMX M 3BEHSLUMX MHCTPYMEHTOB; 4. YeTbIpe UCMONHUTENS — ABE MapUMObI,
BMOPadOH, KOIOKOJIbYNKM, COMPOBOXKAAEMbIE PUTMUYECKMMU UMIYAbCaMU GOHro,
KacTaHbeT 1 Mapak”.

MepBas uyacTb - “YTpeHHee pasMmbliwneHne” - co3gaéT o6pa3 TONbKO 4TO
Npo6yAMBLLIErocs 4esIOBEKa, OBEAHHOTO MAMKUM MOJIYCBETOM 3apu, CO C/I3afKO
3BEHALMMM OCTaTKaMM CHa, MOJIyOCO3HAHHbIMU MPEAYYBCTBUSAMU M OTAANEHHBIMU
BUAEHUAMM MOC/IEAHUX JHEN.



‘TocnenonyaeHHoe  pasMmbllsieHMe”, B KOTOPOW  yAapHble  [1aBEHCTBYHOT,
NPeacTaBAsSET KOHTPAcT - $CHO OPraHM30BaHHbIA pPUTYas, Kak MOJIEHME O
HEOCBALEHHOM TaUHCTBE, 00PsA A5 BCEX BPEMEH.

B “BeuyepHeM pa3smbilieHMM” Hac OXBaTblBaET HACTPOEHME Pa3MbILLIEHMS,
BblpaXK€HHOe KOMOWHaumen Tekydelr aKTypbl U MeONEHHOrO PUTMUYECKOro
KOHTpanyHKTa - YMHbI MOKOM, 61arofeTesbHbIN U MOLLLHbIN.

B “MonHo4yHOoM pa3smbiwneHnn” dakTypa M3MEHSIETCS BHE3anHO, TaMHCTBEHHO M
6ecneyHo. @PaHTacMaropusi MOJIHOYM  PACKPbLIBAET HOYHYH >KWM3Hb, MOJIHYHO
HeOobbIYHOro 04apoBaHUS. Y AMBMB HAC, OHA BHE3AMHO MCYE3aeT, KaK NPU3PaYHbIi AyX,
YyBUAEB NPOBMBAOLLMECS JTyYM 3apU.

Hawa “Meautaums” npuywunia K KoHLy.

“ToTeM” - 6AMCTaTENbHbIA aHCaMBJlb, HaMMCaHHbIN O WECTU WUCTIONHUTENEN Ha
yaapHbix. ApTéMOB 06bscHAET: "5 3aMHTepecoBascs yaapHbiMu gasHo. [NosiBneHne
“Totema” (1976) 1 ApyrMx COUMMHEHWIA ONS YAAPHbIX CBA3aHO C PacrnpoCTPaHEHUEM
aHcamMb6.1el yaapHbIX MHCTPYMEHTOB U POXKAEHMEM HOBOW My3bIKU ONS YAAPHbIX,
KJ1aCCUYECKUM NPUMEPOM KOTOPOK MOXKET CAY>KUTb HanucaHHas B 1931 rogy nbeca
dparapa Bapesa “UoHusaumsa” gns 37 UHCTPYMEHTOB.

Mepeno MHOM MOCTOSHHO 6bLT NMPUMEP 3TOrO 3aMeyaTesIbHOTO MacTepa, BEPOSATHO,
NepBoro M3 COBPEMEHHbIX KOMMO3UTOPOB, BbIGPaBLUEro yaapHble A4S BblpaykeHUs
r/ly6OKOro TParMyeckoro NepeXxMBaHus.

“ToTeM" BK/IOYAET TpW pa3gesa: HapacTaloWweMy YepeoBaHUIo Pery/ispHbIX PUTMOB
B CepefiMHe MbeCbl MPOTUBOMOCTAB/IEHbI HAYasIbHbIA U 3aK/IHOUMTEIbHBIN 3MU30bI,
MOCTPOEHHbIE  HAa  CMeHe  MPOAO/DKUTE/IbHBIX — TPEMOJIMPYIOLUMX  3BYKOB.
Mcnonb3oBaHo 69 aepeBsiHHbIX, KOXKaHbIX Y METa/I/IMYECKUX UHCTPYMEHTOB”.

Pobepm Mambio-Bokep @ 2018



Komnosurop

XXusHb Bsyecnasa ApTéMOBa B YCNOBMUAX HEMPU3HAHUSA, OPULMANBbHBIX MOHOLUEHWUI
M JINLLIEHUS CPeACTB CYLLECTBOBAHUS U — YTO HE MEHee BaXKHO — JyXOBHOrO OAMHOYeCTBa
npeuncnosiHeHa NOAJ/IMHHOIO repou3Ma, a My3blkKa, CO34aHHasi UM B TOTa/IMTapHON CTpaHe,
SBNSIETCS MOABUIOM.

Kak ckasan npodeccop MockoBckoi KoHcepBaTopun Mwuxamn TapakaHoB: “MacTep
MY3bIKU, AECATUNETUAMU OKPY>KEHHBIM OPeosIOM HenpusHaHus, ApTEMOB A0Kasan coboto,
4YTO AON1% UCTUHHOTO XYAOXKHWKA B COBeTCKOW Poccum HenpusHaHue - 3TO MaTeHT Ha
61aropoACTBO, BbICOTY YYBCTB U ITyOUHY MEPEXMBAHUIN U OLHOBPEMEHHO 3TO BaXKHelLlee
CBUAETENbCTBO [AyXOBHOro 6e3pasnnyus, aTpoduu HPABCTBEHHOTO W  PEUrMO3HOMO
YyBCTBAa M KAaTaCTPOPUYECKOro OMOLUJIEHUs HPaBoB B O6GLLECTBE, MepeXuBLLEM
MHOrosleTHee roCroAcTBO aTeuaMa. B 3TOM cMbicie MOXKHO cKasaTb, 4YTo ApTémoB
HaMHOro onepeaun cBoé Bpems.”

ApTEMOB 3aHMMancs GU3MKOM M MaTEMATUKON, FOTOBSCH K HAY4YHOM Kapbepe, U OAHOBPEMEHHO
My3bIKOW. HO B peLuatolpii MOMEHT YKM3HU €ro My3blKasibHble 3aHSTUS MOAYMHUIN BCE €ro
MHTepecbl. OH OKOHYM1 KOMMO3UTOPCKOE OTAE/IEHME MY3bIKaJIbHOrO YYMAULLA Npy MOCKOBCKOW
koHcepBaTopum (knacc A. W. Mupymoea), a 3aTtemM nepeltén B MOCKOBCKYHO KOHCEPBAaTOPMIO,
KOTOPYH 3aKoH4MA B 1968 roy no knaccy Komnosuummn Hukonas CuaenbHWKoBa M Mo Kaccy
dopTenmaHo Tosus JToroBUHCKOro.

Byayun ™MonofbiM KOMMO3UTOPOM MpPOSIBUA  TJlYyGOKUI  MHTepec MocsiefoBaTeslbHO
K pycckoMy $oIbKIoPY, TPAAULMOHHON BOCTOYHOM My3bIKe, MpousBeaeHnsm MNpokodbesa,
CtpaBuHcKoro, MeccuaHa, nosbCckoMy aBaHrapfy. OpHako coumHeHuss Sarapa Bapesa,
Jlutyprudeckas cumoonus ApTiopa OHerrepa u CumdoHus JlyyaHo Bepuo npouseenu Ha
Hero HanbosblLee U Hanboee AMTesIbHOE BNeYaTIeHue.

B 1975 BmecTe ¢ komnosutopamun Coodbelt N'y6aiaynmHoit u BuktopoM Cyc/iuHbIM OH
COCTaBW/1 MMMPOBU3ALMOHHYIO rpynny “AcTpes”, ubs 3ajava Gblna UMNPOBM3MPOBATL Ha
HEOPKEeCTPOBbIX W 3K30TMYECKUX WHCTPYMEHTaX, O6OJblUet YacTblo M3 €ro JIMYHOM
Konnekummn. “AcTpes” [OBOJIBHO YCMELHO BbICTyMasna nepea, rpynnamu UHTEAUrEeHLUH,
npouvsBesia CTyAuiiHbIe 3aMuCK, a TaKXKe y4acTBOBasa B 3aMucK My3blkM K GuabMy dnemMa
Knumoea “IMpowanue”.

MHoruve roapl ycnosus B Poccum npensTcTBOBaAM MOCTOSAHHOMY WCMOJIHEHUIO €ro
COYMHeHUI, ocobeHHo nocne 1979, Korga €ero COYMHEHUs CTa/lM YacTbio  KPYMHbIX
eBponenckux dectusanen - B Mapuke, KénbHe, BeHeuun, Bapwase, JloHaoHe.



OH nonan B YEPHbINA CMMCOK “XpeHHWKOBCKOM ceMépku” Ha Lllectom koHrpecce Cotosa
KOMMO3NTOPOB 33 HECaHKLMOHWPOBaHHOe Yy4yacTue B decTuBansx Ha 3anage. ToH
ocyXaeHus HanomuHan [lepBbit KoHrpecc 1948 ropa, Ha KoTopoM [pokodbes,
LLlocTakoBWY, MSICKOBCKMI M Apyrye KOMMO3UTOPbl MOABEPr/IUCH MpPec/iefoBaHUIO.
HemepnenHo nocne storo ApTéMOB Obll AUWEH BCEX MCNOJHEHWW, Ny6avKauun u
3apaboTKoB.

(OeBsaTbto 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 PYCCKYHO My3blKy Ha
HefocCsAraemyto npexkze BbICOTy. 51 yBepeH, 4To 6narogapsi UMeHHO ApPTEMOBY Mbl He
TONIbKO [OCTUI/IN €BPOMENCKOrO YPOBHS B 3TOM >KaHpe, HO MPEB3OLL/IM €ro HauBbICLLNE
[OCTUXKeHUst — PeksueMbl MouapTta u Bepau”).

TeM He MeHee, HECMOTPs Ha HeocnabeBatoLLee CONPOTMB/IEHWE COBETCKOMN BropoKpaTuy,
B Havane 80-x ApTEMOB Hayan CBOK My3blKajibHYO “NepecTpoiky” M C MOMOLLbIO
M y4acTUeM CBOEeM eHbl noaTecchl Banepuun Jllo6eukoit oH cymen opraHvsoBatb B 1981-
1986 ceputo WCMONHEHWUA CBOEM My3bIKM, TMPUBJIEKAs CaMbIX JIYHLIMX COBETCKUX
ucnonHutenein — Onera Kpbicy, JlvaHy Wcakagse, Omutpus Anekceesa, Cayntoca
CoHpeLKnca U MHOTUX APYrvX. ITU UCNOSHEHWS BblIN BECbMA YCMELLIHbI, HEKOTOpble Gbln
3anucaHbl ans BcecotosHoro pagmo. B To ke BpemMsi ApTEMOB NPOBEN Ceputo 3anucem
CBOEN My3bIKM C 3TUMU U APYrMMU MPEKPACHbIMU My3blkaHTamu — [MutpueM KuTaeHko,
Tumypom MbiH6aeBbIM, TaTbsHOM IpUHAEHKO.

ApTEMOB y4acTBOBa/l BO MHOIMMX €Bponeickux dectmBansx ¢ 1979 ropa. ABTOpckue
dectuBanu:  «®ectuBanb npembep» (1994, Mockga), «ApTémos-decTuBanby (1997,
AmcTepaam).

Ero My3biKy TakKe UCMONHAAM Aupuxképbl — MeHHaguin  PoxxaecTBeHcKkuin, McTucnas
PocTtponosuy, Bnagnumup  AwkeHasn, Bnagumup ®epocees, Muxaun [MnetHés, Bnagummnp
CnuBakos, Teogop KypeHT3uc, BaneHtuH KoykuH, ®épop [nywieHko, Bupko Banei,
nuaHncTbl — CTaHncnas ByHuH, ®unun KonayeBckuit, Pukapzo [eckanbuo, AHgpei [ves,
Muxann MyHTAH, ckpunaun Bnagucnaes UronuvHckui, MeaH [MoYeKuWH, BUONOHYENUCTbI —
AnekcaHap PyawuH, AnekcaHgp Bysnos, opraHucTbl — Oner SAHyeHko, Anekceit CeMEHOB,
nesumupl — Jlngus Oaebigosa, Jlapuca Maturopckas, MapuHa Mewepsikosa, Hennm Jln, EneHa
Bpbinésa, Jlto60Bb MNMeTpoBa, MHOrMeE 3aMeyaTesibHble YAAPHUKU U LyXOBUKU.



MpousseaeHust ApTEMOBA BbIABUIaIMCL Ha rocnpemMuu B POCCMM M NPecTUdKHbIE NMPeMuUn B
CLUA. Onu Bbliwam Ha 30 komnakT-guckax B CLUA, AHramu, Fepmanum u Poccun. B
HacTosiwee Bpems (2017) komnaHus “Divine Art” roToBuT nepevsgaHue LIECTU AUCKOB
My3blKu ApTEMOBA, paHee BbinyLieHHbIX “Menioaveir” n "Bohéme”.

O Mysblke ApTEMOBA CHSATO M NOKasaHo no PoccuiickoMy TeneBuaeHuo okoso 15 ¢uabmos n
Teslenporpamm, BKIHoUas TPEXcepuiHbIn Guibm o Pekeueme (aBTop B.ApTémos, PTP, 1994).

EMy nocesweHbl uccnegosaHne “Aptémos. Ouepk TBopyecTBa” mnpod. M.TapakaHosa
(Mockga, 1994), KHura “Ha nyTu K HOBOI AyxoBHOCTU” M.MoHa (BepauH, 1996), ouepk
“Mysbika BsauyecnaBa ApTémoBa” Pobepta Matbio-Bokepa (CavHT Octenn, 1997), kuura
“Pycckuit komnosuTop Bsuecnas Aptémos” A.KnoTa (EcceH, 2009), kHura ctmuxos Banepum
Jo6eukoit “Knura Cusitunin” (Mocksa, 2000).

MpousseaeHns ApTEMOBA BbIXOAWIM B U3JaTeIbCTBaX «My3blkay, «COBETCKUIA KOMMO3UTOPY,
C.F.Peters (Frankfurt). B MockBe BbixoguT cobpaHue coumHeHuit ApTtémMoBa B 17 ToMmax
(BbILLIO 8 TOMOB).

ApTEMOB — AeNCTBUTE/bHBIN YneH Poccuickon akageMumn ecTeCTBEHHbIX Hayk, Npe3naeHT
DoHAa AyXOBHOTO TBOPYECTBA, YsieH Accoupmaumm COBPEMEHHOM My3bikW, KaBanep OpaeHa
Lpyx6b1 (2010), naypeat npemun “denosek roga — 2016".

HUcnmoraurenn

AHcaM6.1b yaapHbIX MHCTPyMeHTOB Mapka Mekapckoro 6b1n1 ocHoBaH B 1976 roay u ¢ Tex
nop OCTaéTCs eAMHCTBEHHbLIM MOCTOSIHHLIM aHcaMb6ieM yaapHbix B Poccuun, U nepsbim
npou3BeAEeHMEM, HANMUCaHHbIM AN 3TOro aHcam6s, 6b1n1 Totem BsayecnaBa ApTémosa. 3a
HUM NOCNEA0BaNN TaKXKe A1 3TOro aHcaMbs HanucaHHble CoHama pasmbluwineHuli (1978)
u 3aknuHaHus (1981).

OH urpan B Poccum v 3arpaHuueit, caenan MHOXECTBO 3anucei, NosBAsAICS B Pagmo u
Tesie MporpamMMax, y4acTBoBasl B O6LLECTBEHHbIX MeponpusTusx. OH 0671aaeT BbICOKMM
apTUCTU3MOM M TOYHOCTbIO aHCcaMb61s. Kaykoe BbICTYM/IEHWE BKIHOYAET MPEMbepY HOBOro
npoussefeHus - B ero peneptyape okosio 200 npou3BefeHuWit, HanucaHHbIX 41s 3TOro
aHcamb615 PyCCKMMM M MHOCTPaHHBIMU KOMMO3UTOPaMu.



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

Bupko Baneit pogunca Ha YkpavHe B 1938, npoBEn cBol TBOpYeCKyr XusHb B CLLUA un
cunTaeT cebs rpaXkAaHMHOM MMpa. MHOros3bIYHbIN M PAa3HOCTOPOHHE-AEATEbHbIA OH
HaroJIHsIET CBOIO My3bIKY COBPEMEHHbBIMU U TPAAULMOHHBIMU MOTUBAMMU.

Bupko Baneit moctynun Ha MysbiKanbHbIM AenapTaMeHT yHuBepcuTeTa Hesagbl B Jlac
Berace B 1970 rogy u B TeyeHue AANTENIbHOMO NPe6bIBaHNUS B AO/HKHOCTU B AOMNOJIHEHME K
YUPEXAEHUIO  KOMMO3UTOPCKOrO  OTAE/NIeHUst  OCHOBan  exkerogHbln  Pectusanb
COBpeMEHHOM My3bikK (1971-1985), eMy 6bln NPUCY>KAEH MEPBbIA My3blKasibHbIA FPaHT
NEA pns HO>kHoi HeBapbl, OH co3pan aHcaM6ab KamepHbix ucrnonuutenein Jlac Beraca
(1975-1995), 6b11 Xy4,0>KECTBEHHBIM PYKOBOAUTENIEM U AMPUXKEPOM opkecTpa The Nevada
Symphony (1980-1995), xyao>kecTeeHHbIM pykosogutesneM NEXTET (2001-2016) u co-
ocHoBaTesieM NEON, exXerogHo KOMMO3UTOPCKOW KOHdEpeHUMM B YyHUBEpCUTETE
Hesagapb! B Jlac Berace.

OH uMeeT cTUNeHAMIo AubIKa B YKPaMHCKOM UCC/Ie[,0BaTENIbCKOM MHCTUTYTe XapBapaa, OH
- NOYETHLIN Npodeccop My3biKM, KOMMO3UTOP B pe3unaeHumn u co-ampektop NEON. OH
nonyunn B 2007 rogy npemuto MpaMmu Kak co-npogatocep no 3anucu gas TNC Recordings u
B 2008 roay MpecTMXHY MpemMuto Mo My3blke AMEPUKAHCKOM aKageMuuM UCKYCCTBA U
NUTEpaTypbI.

Baneit HECKONIbKO pa3 UCMOHAN couMHEHUS ApTEMOBa CO cBOUM opkecTpoM The Nevada
Symphony,Bk/itoyasi KOHUEepPT Pietd A5 BUOSIOHYEIM C OPKECTPOM C YHaCcTUEM 3HAMEHUTOW
BMOJIOHYEIUCTKK, Npodeccopa MOCKOBCKOM KoHcepBaTopun Mapumn HakoBcKo.

B 1992 roay no npurnawenuio Aptémoa baneit 3anucan MupasHoy peyumayudi ¢ ny4wmMmMm
POCCUMCKUMU CONMMCTaMU U AKafeMUYECKUM CUMGPOHUYECKMM OPKeCTPOM MOCKOBCKOM
dunapMoHun. HeMHoro paHee OH 3anwucan CBOM AUCK Ha CTyauu “Menogun”, BKAOUMB B
Hero KoHuepm 13-mu ApTémoBa, ¢ nuaHucTtoM Hukonaem CykoM n CUMOHMYECKUM
opkecTpoM MuHucTepcTBa KyabTypbl CCCP (Takxke npeacTasieH Ha aucke Divine Art).



A Sonata of Meditations

Copyright Control

Recorded in the House of Soundrecording in Moscow,
1989

Sound Engineer: Severin Pazukhin

Released under licence from Melodiya

® 1989 JSC Firma Melodiya

A Garland of Recitations

Copyright Control

Recorded in the Melodiya Studios, Moscow, 1992
Sound Engineer: Vadim lvanov

Released under licence from Melodiya

® 1992 JSC Firma Melodiya

Totem

Published by Sovetskiy kompozitor, 1983

Recorded in the House of Soundrecording in Moscow,
1981

Sound Engineer: Severin Pazukhin

Released under licence from Melodiya

® 1981 JSC Firma Melodiya

Program notes: Robert Matthew-Walker

CoHaTa pasmbllL/ieHuit

ABTOPCKOE NMpaBO COXpaHAETCA

3anucaHo B MOCKOBCKOM /lome 3ByKO3anucu B 1989
roay

3sykopesxuccép CeBepuH MasyxuH

BbinyLeHo no anueHsum “Menoguun’

®1989 dupma “Menoana”

TupAAHAa peunTaumii

ABTOpPCKOE NpaBoO COXpaHARTCA

3anucaHo B cTyaun drpmbl “Menogua” B Mockse B
1992 rogy

3sykopesxuccép Bagum MearHos

BbinyLieHo no auyeHsum “Menogun”

® 1992 dupma “Menogua”

Totem

M3pgatenbcTBO “Komnosutop”, Mockea, 1983 rogy
3anmncaHo B MOCKOBCKOM /Jome 3ByKO3anucu B 1981 rogy
3Bykopexuccép CeBepuH MasyxuH

BbinyLeHo no anueHsumn “Menogun’

® 1981 dupma “Menoana”
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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
Divine Art DDA 25171

“The Way to Olympus is a complex, thoughtful and ultimately satisfying
symphony ... both compelling and satisfying” — MusicWeb

A Symphony of Elegies

Awakening

Incantations

Lydia Davydova | Oleh Krysa | Tatiana Grindenko
Mark Pekarsky Percussion Ensemble

Lithuanian Chamber Orchestra | Saulius Sondeckis
Divine Art DDA 25172

“Riotously colourful, knowingly confrontational and profoundly moving...
sublimely played and recorded... enthralling” — MusicWeb

Requiem
Soloists/ Moscow Philharmonic Orchestra | Dmitri Kitaenko
Divine Art DDA 25173

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
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