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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

Within recent decades, and certainly since the dawn of the 21St-century, the
distinctive, original art of the Russian composer Vyacheslav Artyomov has come to be
recognized as being among the most aesthetically distinctive of all composers of his
generation - a generation that was born into the Second World War (in Russia,
referred to as the Great Patriotic War), which grew up in the aftermath of that bitter
conflict to become witnesses to new conflicts through which they echo the message
of the English World War | poet, Wilfred Owen: ‘All an artist can do is warn.’

Only through art can such essential transcendental messages be conveyed, born of
artists’ experiences which, for their generation, have helped shaped them as they are.
The destruction of Germany in the closing years of World War 11, a country which, in
Wilhelm Furtwéngler's words: ‘was never a Nazi country - it was a country that for
twelve years was ruled by the Nazis’' - saw, in the immediate aftermath of the
cessation of hostilities, the rise of a New Music, the trappings of perceived post-Late-
Romantic mores discarded as the profound ruins of a once-great civilization, having
been reduced to a destruction from which every aspect had to be rebuilt from the
ground up.

For many amongst the younger generation in Western European musical art, this
meant total reorganisation of pulse, harmony, thematicism, instrumental colour and
ensemble, alongside emerging electronic media - the latter removing human elements
from musical recreativity - not all artists from the war-time combatant nations sided
with such teachings, exemplified within the immediate post-war central European
schools of music.

Such greater post-war ‘democratic freedom’ was not shared by all; in Russia, a country
which paid the heaviest price in human loss during the four short years of 1941-45,
reconstruction was enforced by a fierce diktat, extended through all strata of society,
and not fully relaxed after Stalin’s death in 1953.

Students of 20'-century Russian musical history will know that Prokofiev died on the
very day that saw Stalin’s passing, yet the relative greater freedom which followed the
dictator’s death was at best intermittent and short-lived. For the youngest generation
of Russian composers, glasnost and perestroika (openness, transparency



and restructuring) were still aims to yearn for, and it was not until the final years of
the Soviet system, around 1985-90, that a truer personal and artistic freedom could
flourish.

Within such new mores, composers could attempt to reconnect with those strands
which had largely been submerged for decades, figures from the early decades of the
20"-century whose music had largely been ignored or, at best, condemned for its
perceived ‘formalism’ or lack of social engagement. In addition, the lifting of
restrictions, the re-emergence of eternal moral precepts within the Orthodox Church
especially, came as revelations to many (but not all) of the younger generations, raised
on now discredited Soviet dogma.

The music of Vyacheslav Artyomov has, since its emergence at the end of the Soviet
era, become the embodiment of what the composer himself has claimed: ‘the
important thing for me is not structure but meaning ... my actual interest is in the
expression of the profundity of existence ...’

In considering the ‘meaning’ of any of Artyomov’s individual works, that of course is
entirely up to the listener, but there is a strong case to be made out for the listener to
be placed in a receptive mood, of which the first indication must be the title of the
piece. But even before that, the circumstances which have led to the final appearance
of the composition should be taken into account, and with Artymov’s In Memoriam,
one should know that originally it began life as a violin concerto in 1968, a post-
graduate work now withdrawn from his list of compositions in that initial form.

Perhaps originally more intended as a Sinfonia Concertante than a concerto as such,
In Memoriam has been recomposed and has metamorphosed into Artyomov’s second
Symphony, the first of a cycle of symphonies with soloists, under the generic title of
‘The Star of Exodus’. In this new version, dedicated to the composer's mother,
although the solo violin line is rarely silent, such was the thoroughgoing nature of the
1984 revision that one could hardly describe the work as concerto-like; indeed, the
thread the solo violin line weaves through the orchestral tapestry is such as to form an
entirely integral part of the fabric.



One other aspect which remains, of course, is the fundamental tonality of A minor,
the key of Shostakovich’s first Violin Concerto, a masterpiece that may well have
inspired Artyomov’s initial work which, in its final symphonic version, falls into two
main movements, Adagio and Allegro. If the emotional tenor of the work rises
continually, the passion and intensity of the music never slacken. In Memoriam is now,
since its first appearance, one of the most frequently performed of Artyomov’s works.

The second part of the cycle “The Star of Exodus”- The Symphony In Spe with violin
and cello solos - in a new recording, will also be available on Divine Art in spring,
2019.

The first large-scale work of Artyomov declare his significance as a Russian artist of
quality was his Requiem of 1988, for five soloists, boys’ chorus, double SATB chorus
and large orchestra with organ, composed over a four-year period. Artyomov's
Requiem is believed to be the first setting of the Latin text of the Missa pro Defunctis
by a Russian composer. It made a considerable impression at its first performance in
the closing years of communist rule in Russia, but before the Requiem was finished,
Artyomov had arranged three initial episodes from it for organ and orchestra as a
separate work called Lamentations.

What he did essentially was to transcribe the choral parts for organ, with a large
percussion section, optional piano and large string orchestra. The composer’s wife, the
poetess Valeriya Lyubetskaya, has written of the resultant three Lamentations: “They
are the most "choral" episodes, with moving, elegiac lamento intonations and complex,
almost cluster-like chords which are linked by a strong affinity to each other and
intermingle melodically. Originally, lamentation was an important way of spiritual
purification. It is a form of ecstasy which tries to transcend the mortality of human
existence by ascending into the divine world. Despair begets faith.”

Artyomov’s Pietd, composed originally in 1992-3 and revised in 1996, is effectively a
concerto for cello and string orchestra (plus tubular bells which appear several times
close to the end). First performed by Maria Tchaikovskaya and the Nevada Symphony
with Virko Baley, conductor, in November, 1992 in Las Vegas, Nevada. The work was
dedicated to its first performer.



The work’s subject is found in Christian teaching, depicting the Virgin Mary holding
the crucified body of Jesus. It is a subject which has inspired many visual artists,
including sculptors especially, but is rarely encountered in music.

In Artyomov’s work, one may sense the refraction of archaic chant-like material, but it
is all so fully subsumed into the composer’s varying texturalisation that the result is
extraordinarily evocative of the subject-matter.

Indeed, it is the emotional power of Artyomov’s music which is so striking - so
impacted in its expression as to search more directly into the subject-matter than the
broadly contemporaneous work of the British composer John Tavener, The
Protecting Veil' - also inspired by Eastern Orthodoxy, and also scored for solo cello
and orchestra.

In Artyomov’s case, the ‘developmental’ aspect of the work appears to be more
wholly concerned with texture, related to emotion: for example, the inherent tragedy
of the subject-matter is clear, and generally unyielding, but it is itself further
heightened through more onward-pressing tempos. Around a quarter of the way
through, the pulse increases in intensity with sliding tutti glissandos, until later, at the
half-way point, the expression appears to become more ‘inward’ before soon
thereafter bursting out through a series of tutti slashing chords, prefacing an
extensive solo cadenza.

As the cadenza ends, high violins enter, prefacing the long final section of the work,
the emotional content taking on an almost ethereal aspect as the broader tonal basis
spreads across the aural spectrum in a lengthy emotional descent, concluded by five
pizzicato chords against a high solo violin line, a solo tremolando. Three single notes
from the tubular bells intone the final amen.

The last work in our collection is Tristia | for solo piano, strings, trumpet and
vibraphone. It is dedicated to the poetess Valeriya Lyubetskaya, the composer’s wife.
Ms Lyubetskaya herself has written: “The slow development of the piece and its
outwardly simple structure are a subtle way of revealing a powerful temperament. An
image of the time is incarnated in slowly dragging harmonic layers, made heavier by
the underground roar of the low timbres of the organ. It is countered by the nostalgic



voices of the solo piano and trumpet, playing in a special rhythm, independently from
the strings and with their fragile individual lifes pulsing in the poem against the
background of the sorrowful expiration of the ecumenical life. Laconic, regretting
remarks of the soloing voices, sliding down the line of the endless melody of violins,
merge in a code with equirhythmical chords of the string orchestra, in which sounding
the treat of the tragically perceived flow of the time is heard there. The multi-
dimensional message of the poem is materialized in the crossing of two image-and-
symbol trends - the one of inexorable course of time and that of the will of the man
for immortality. When taken as a whole, it amazes with its contradictions and excites
a sense of lucidness in the intimate depth. Nevertheless this piece is a sad poem about
life which slowly descends into eternal sleep.”

Robert Matthew-Walker © 2018

Vyacheslav Artyomov and Dmitri Kitaenko



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.



Vyacheslav Artyomov



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 Mesheriakova 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".



Bcrymienne

McToprs My3blKM 3HAaET MHOXKECTBO MPUMEPOB, KOMAA YHWKa/IbHOCTb SI3bIKOBOW
M 3MOUMOHA/IBHOM BbIPa3UTE/IbHOCTU (a 3ayacTylo, 3TW [Ba acrekTa HepaspbiBHO
CBsi3aHbl ApPyr C ApyroM) MO3BO/S/Ia KOMMO3UTOpaM CnefoBaTb MO CBOEMY
Cco6CTBEHHOMY TBOPYECKOMY MYTU, B HE3aBUCMMOCTU OT LUMPOKOM 0OLLECTBEHHOCTHU
M KPUTUYECKOTO BOCMPUATUSA UX UCKYCCTBA.

My3blka - 3TO 53blK. MHOIMe My3biKasibHble MAEUM MOXKHO BbIPA3UTb PasHbIMU
nyTamu. O HaKo roTOBOE MPOM3BEAEHME - 3TO aBCONOTHO HEMOBTOPUMBIN XKUBYLLMIA
BO BPEMEHW opraHusM. MysbikasibHOe npou3sBeaeHue Ntobor AuHbI, 6yab To napa
MUHYT WM  HECKOJIbKO 4YacoB, HAYMHAeTCsd B  OMNPEeAeNEHHbIA  MOMEHT
M NPOAO/IKAETCS [0 CBOEro /JIorMyeckoro ¢ouHana, a Kaxaoe cneaytouiee cobbitTne
HenpepbIBHO CBA3aHO C MpeAblaywmMm. [pupofa 3CTETUYECKOTO BbIPaXKeHUs - a
TOYHEE TO, YTO XOYET AOHECTU KOMMO3UTOP, — 3TO TEMA, OTKPbITas A1 06CY>KAEHUS
1 U3yYeHUs,, 0COBEHHO €C/IN 3TO BbIPaykeHME SBSETCS AOCTAaTOMHO 3aXBaTbIBaOLLMM,
4TO6bI 3aCTaBUTb CAyLIATENS YrAYyBAaTbCs BCe fanbLue.

OfHUM U3 acneKTOB IH060ro XYA0XECTBEHHOIO BbIPAXKEHMSA BNSETCS COOTBETCTBUE
TOro, 4YTO XO4YeT CcOoOoOWMTb aBTOpP, OOWMM YOEeXAEHUAM W YyBCTBaM €ro
COBPEMEHHUKOB. /I CHOBa MO>KHO NMPUBECTM NMPUMEPbLI KOMMO3MTOPOB, KOTOPbIE LN
«HE B HOTY» CO CBOMMMW TOBapULLAMM, U Ybs My3blKa UTHOPMPOBAIACh WM CHUTANACh
HEeYMECTHOI A1 MMPOBOCMPUSATMS TOrO BPEMEHM, B KOTOPOE OHa 6bls1a HanucaHa.

Mysblka,  OfHaX<[bl BOCMPUHMMAEMasl KaK HECBOEBPEMEHHas, celdac umeeT
OFPOMHYIO 3HAUMMOCTb M aKTyalbHOCTb. Ml XOTA B Mrpy, ckopee Bcero, BCTynanu
TaKue MOBEPXHOCTHbIE aCMeKTbl, KaK MOJA M HALMOHA/IN3M, TSXKEN0 M36aBUTLCA OT
MbIC/IM, Y4TO KOMMO3MTOPbl Ha MPOTSXEHUM CBOEN M3HWM HacTO OKasblBa/MCh
«B CTOPOHE», a MOCMEPTHOE MPU3HaHWE OMNpPaBApbIBaeT MX CyLLECTBOBaHWe 6oJibLue,
yeM Nboe Apyroe cOBpeMeHHOe BHUMaHMe.

Takon YHMKanbHbIA KOMMO3UTOP, Kak BsyecnaB ApTéMoB, Ha mnopore CBOero
BOCbMUAECATUNETUS, KOTOpoe oH 0TMeTUT B 2020 roay, MOXKeT MOYyBCTBOBaTb, YTO
OH B HEKOTOPOM CTEMeHW MPUHAAEXUT K 3TOM KaTeropuu. Bo3mMoXkHO, 4TO ero
BrevyaT/asloWMe CBOMM MacluTaboM OpKEeCTpoBble W  XOpoBble pPaboTbl He
«BOPBAJIUCb», KaK FTOBOPUTCS, B CEPALLA COBPEMEHHMKOB. OHAKO MHOIMeE NoYnTaTeNn



€ro TajlaHTa CYMTalOT, YTO Er0 MUPOBasl C/1aBa - BCETO JIMLLb BOMPOC BPEMEHU, U YTO
B O/vyKalluMe 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 BO3PaCTalOMM YUC/IOM MEXAYHApPOAHbIX PESIM30B KOMMaKT-
[MCKOB C €r0 My3bIKOI, @ TaKyKe NMy6IMYHBIX BbICTYMNAEHUI U TPAHC/IAUMIA, B KOTOPbIX
YHacTBYIOT apTUCTbl MUPOBOIO MacLUTaba.

MonBeka Ha3ag, Ha cBoelt PoguHe B CCCP, ApTéMOB HECOMHEHHO YyBCTBOBaN cebs
6€e3bI3BECTHLIM MPOPOKOM. BAOXHOBEHWE HUCXOAMNIO K HEMY HE U3 MOBCEAHEBHOM
YKM3HW B 6E34YXOBHOM U 6e3HAfEKHO MOBEPXHOCTHOM O6LLEeCTBe, a U3 r1y6oKon
chepbl JIMYHbIX U COKPOBEHHBIX Pa3MbILLIEHUI O Ye/I0BEYECKOM CYLLLECTBOBAHUM,
B JYXOBHbIX NMPO3PEHMAX.

[ny6oyaiiwas Bepa ApTEMOBA B XPUCTMAHCKYHO PESIUIUIO MOCY>KUNA BAOXHOBEHMEM
A1 MHOTMX ero paboT. B 3TOM cMbiciie y Hero ectb MHoro obuwero ¢ OsnuBbe
MeccnaHoM. HecMoOTps Ha €CTECTBEHHYHO MNPUPOLY €ro JIMYHOMO [AapoBaHus,
ApTEMOB 4yBCTBOBa/l HEOBXOAMMOCTb BbIPa3UTb CBOK [YGUHY B  My3blKe
nocpeacTBOM MacLITabHbIX M NPOAO/IXKUTENbHBIX NMPOU3BEAEHUIA, YAaCTO UCMOb3YS
HeobbluHble (a WMHOrAa Aake YHUKasibHble) WMHCTPYMEHTAsIbHblE KOMGUHALMK
N CNOXHENLIYIO PUTMUYECKYIO HOTauMio (OLHAKO HE HACTOJ/IbKO C/IOXKHYHO, YTO6bI
cAienatb ero paboTbl HEAOCTYMHLIMU A1 UCMOJIHUTENEN).

JBMXKUMbBIA  BHYTPEHHEN YOeXAEHHOCTbIO, KOTOpas MoAuYMHAeT cebe Bcex
NO-HaCTOALLEMY  TBOPYECKMX nofenr, Bsayecnas ApTEMOB  OCYLLLECTBMA
daHTacTU4eckMe MO rpaHAMO3HOCTM OPKEeCTPOBble 3anucu, BCAEACTBUE Yero
DENCTBUTE/IbHO 3HauYMMas Cepusi KOMMNaKT-AMCKOB, BbIMyLLEHHAs rPyNMnoi KoMnaHuim
Divine Art, Tenepb AOCTYNHA LLEHNUTENSAM My3bIKM MO BCEMY MUPY.



MY3BbIKa

3a nocnegHue AecaTUAETUS U onpeaenéHHo ¢ Havana 21 Beka opUrMHasibHoe UCKYCCTBO
pycckoro KomrosuTopa BsuecnaBa ApTéMoBa CTasio MpW3HaBaTbCA Kak  Hanbosnee
3CTETUYECKU OT/IMYUTENBHOE OT BCEX KOMMO3UTOPOB €r0 MOKOJIEHWUS — MOKOJIEHUS,
poayeLuerocs Bo BpeMs BTopoit mMupoBoit BoiHbI (B Poccum HasbiBaeMolt Besnvkoit
OTEYECTBEHHOM), KOTOPOE BbIPOC/IO MOC/IE 3TOMO OXKECTOUYEHHOIO KOHGMIMKTA U CTasio
cBUAETENIEM HOBbIX KOHOAMKTOB. Creflys uaee aHr/miAckoro nosta [lepsoli MUMpoBoOM
BOVHbI Bundpena OseHa: “Bcé, 4To MOXKET caenaTh XyA0XHMK, 3TO - NpeaynpeauTs”.

TosIbKO MOCPEeACTBOM MCKYCCTBa BO3MOMHO MepeaaTh Takue BaykKHble HEOObIKHOBEHHbIE
MoC/aHMs, POXKAEHHbIE OMbITOM XYAO0MHMKA, KOTOPbIA CyMen MX BblpasuTb. Ha ¢oHe
pasopéxHoit MepMaHuK B noc/ieaHMe roabl BTopoit MMpoBoit BoWHbI (CTpaHbl, KoTopas Mo
cnosam BunbresibMa QypTBeHriepa “HUKorga He 6Gblla HaUMCTCKOM CTpaHoW, a 6blia
CTpaHOM, Ha ABeHafuaTb JIET 3axBayYeHHOM HaumcTamu”) cpasy Moc/ie MNpeKpaleHus
60eBbIX AENCTBUM HACTYNMA NogbéM HoBoM My3bikK. BHeLLHME aTpubyTbl 3TOM My3bIKK,
OTpULAIOLLIME MO3AHEPOMAHTUYECKYHO 3CTETUKY, OTOPOCUMIM €€, KaK PyWMHbl KOraa-To
BE/IMKOW LIMBMUIN3ALLUM, U NPUBESIN K €€ NOJTHOMY Pa3pyLUEHMIO.

[na MHOMMX M3 MIAAWEro MOKOJIEHMS 3aMafHO-EBPONENCKMX KOMIMO3UTOPOB 3TO
03Ha4as10 BCEOOLLLYO MEPECTPONKY — PUTMa, FAPMOHWM, TEMaTM3Ma, TeMBpa M aHCaMbs,
Hapsigy C MOSIBUBLUMMMCS 3/IEKTPOHHBbIMKU CpeacTBamMu (Moc/ieaHee, YTO yCTpaHsieT
Ye/IOBEYECKME 3JIEMEHTbI U3 My3bIKa/IbHOM TBOPYECKOW AesTesibHocTH). He Bce
XYOOXHUKN  ObIBLUMX BPaXKA0BaBLUMX CTPaH MPUMKHYJIM K HOBOMY TEYEHUH, YTO
noATBEPXKAAETCS BAMKANLLMMM MO BPEMEHU NMOC/IEBOEHHBIMM LLKOJIaMU B LLEHTPasIbHOM
EBpone.

Takas Be/inyaiiLLas Noc/ieBoeHHas “aeMoKpaTmyeckas cBo6o4a” He BceMu pasaenisiiach: B
Poccuu, cTpaHe, KoTopas 3amniaTuia TSHXKENENLYHO LIEHY NMOTepei YENI0BEYECKMX XKMU3HEN
3a YyeTblpe KOpPOTKMX roga 1941-45, BoccTaHOBNEHME ObIIO MPOBEAEHO B YKM3Hb
CBMPENbIM [MKTATOM, PacnpoCTpaHsieMblM Ha BCe C/I0M O6LLECTBA, W BrOJIHE
COXpaHEHHbIM nocne cMepTn CtanmHa B 1953 roay.

OpHako oTHocKTEIbHAs CBOOOAA, KOTOpas NOC/Ie0BaNa 3a CMEPTHLIO AUKTaTopa, 6blna B
JIyYLLEM CJlyYae MPEPbIBUCTON M KPaTKOBPEMEHHOM. [11s camMoro Mosioforo NoKoseHus
PYCCKMX KOMMO3MTOPOB F1IAaCHOCTb M NEPECTPOIKA BbI/IN ELLE HEAOCTUXKMMDI, U A0 Kpaxa



COBETCKOM cUCTeMbI okos10 1985-90 rogos noaiMHHAs IM4Has M apTUCTMYECKas cBoboaa
He CyLLLECTBOBa/IN.

Mpy HOBbIX TEHAEHUMSX KOMMO3WUTOPbI MbITA/IMCb BOCCTaHOBWUTL CBA3b C  TEMU
HanpasieHnsaMmM Hadana 20 BeKa, KOTopble AECATUNETUAMM 3aMaluMBaIUCh, @ CO34ATENN
3TOW My3bIKM UFHOPUPOBA/INCb WM OCY>KAA/MCb 3a €€ TaK HasblBaeMblii “dopmMannsm’
WM HEeNOCTaTOK COLUMasIbHOM BOBNEYEHHOCTM. Kpome Toro, HekoTopas OTMeHa
OrpaHMYEHUIA MpUBENA K TOMY, YTO Ha CMeHY AMCKPeaUTUPOBAHHON COBETCKOM AorMe
NPULLAIM BEYHbIE HPABCTBEHHblE LIEHHOCTM (B 0coBeHHOCTW, [MpaBocsiaBHOM LEPKBM),
KOTOpble CTa/IN OTKPOBEHUEM /151 MHOTUX U3 MIaZLLIErO NMOKOIEHMS.

Mysbika BsuecnaBa ApTémMoBa CO BpeMEHM €€ MOsIB/IEHUs B KOHLLE COBETCKOM 3pbl CTasna
BOIM/IOLLLEHNEM HOBbIX AYXOBHbIX CMbIC/I0B. KOMMNO3UTOp 06 3TOM CKasasi: "BaykHENLLUM
ONs MeHs sBnseTcs He ¢GopMma, a 3HayeHue.. MysblKa - 3TO BbIPaXKEHWE >KU3HMU
Ye/IoBEYECKOM AyLUM, AylUM KOMMo3uTopa Kak nposeieHus Muposon Lywn. Takmm
06pa3oM Sl HAXOXKy CBOWM HACYLLHbIA MHTEPEC B BbIPAaXKEHWUM FTy6MHbI CYLLEECTBOBaHMS,
r1ly604aiiLLMX COKPOBEHHBIX COBbITMIM AyLLEBHOrO MMpa’.

CaMo HasBaHME KaXKAoM oTAesIbHOW paboTbl ApTEMOBA pacriosiaraeT caylaTens K
61aronpuUsTHOMY BOCMPUSTUIO Mpou3BedeHus. In Memoriam ApTémoBa, cMMOHMS C
conmpytoLLei ckpunkoit (1984), nocBswEHHas MaTepy KOMMO3UTOPa, SBASIETCA NEPBOM B
LUMKIe cMMBOHUIA C COIMCTaMK o4, 06LLMM HasBaHMeM “3Besaa ncxoga”. Conmpyolas
CKPUMKa UrpaeT MOCTOSIHHO M €€ HUTb BIJIETAETCS B OPKECTPOBbIM robesieH TaK, YTo
COCTaBASET HEOTHEM/IEMbIN /IEMEHT TKaHU.

CumdOHMS COCTOUT U3 ABYX F1aBHbIX YacTen — Adagio u Allegro. B nepBoii YacTu ckpunka
nepenaéT YTOHUYEHHbIE NEPEXXMBAHMS, OTKPbIBAET TalHy BHYTPEHHEN »KM3HU. CpeaHss eé
YacTb COAEPXUT CTUIMCTUYECKUIA HAMEK Ha MpefLIeCTBYHOLUME TparMyeckue rodpl, C
KOTOpbIMM paccTaéMcs. Ho y)ke BO BTOpOM 4acTU CUMQOHUM CKpUMKa — repomyeckast
JINYHOCTb, MATYLLAACA W NOAYMHAIOWIAS CeBe BEChb OKPY)KAOLWMA MUP, UCTOYHMK
BCE/IEHCKOrO ABMXKEHMS. B TO Bpems, Kak 3MOLIMOHA/IbHOE HamnpsKeHWe MOCTOSIHHO
HapacTaeT, CTPacTb M OCTPOTa My3blKM HUKOrAa He ocsiabesatoT. CoHaTHas dopma eé He
CKOBbIBA€ET, OHA TEYET HEMPEPbLIBHO U MPUBOAUT K MPaHANO3HBIM KYIbMUHALMAM.



BTopas YacTb umkna “3eesga ucxoda’- cumdonus In Spe ¢ CONMpYOLMMU CKPUMKON 1
BMOJIOHYE/IbIO (TaKXKe NpeacTaesieHa Ha aucke Divine Art).

MepBoe wWMpoOKOMaclLTabHOe NPOM3BEAEHME, OTKpbIBLLIEE 3HavyeHne APTEMOBA, Kak
PYCCKOro XyAOXHMKa BbiCOYaLLEro ypoBHs, 6bl1 ero Requiem 1988 ropa pns natm
COJIUCTOB, XOpa Ma/Ib4MKOB, 6O0/IbLLIOTO XOpa M GOJLLLIOFO OPKEeCTpa C OpraHoM,
COYMHEHHDBIN 3a YeTblpe roaa. CYMTaeTCs, YTO 3TO MEPBOE UCMOJb30BAHWME JIATUHCKOrO
TekcTa Missa pro Defunctis pycckMM KoMno3uTopoMm. Ero nepeoe UCNoOSHEHME MPOU3BESIO
OrPOMHOE BrieyaT/IEHWE B NMOC/EAHNE oAbl KOMMYHUCTUYECKOTO NpaB/ieHus B Poccun.

M3 Tpéx nepBoHa4Ya/ibHO HaMMCaHHbIX 3MNM3040B Requiem'a aBTop cocTaBwA
CaMOCTOATEe/IbHOE NPOoU3BEAEHME 151 OpKecTpa - [aayu.

MoaTtecca Banepus JTio6eukasl, »keHa KoMnosuTopa, nncana o laauax: "91o - Hanbosnee
‘XOpOBbIE' 3MM30/ibl C TPOraTe/IbHbIMU MPYCTHLIMW MHTOHAUMAMM lamento U CNOXKHbIMK,
NOYTU K/IACTEPHbIMMU  AKKOPAAMK, KOTOpble MPOYHO CBS3aHbl APYr C APYroM M
MesloAMYeckn nepervieTatoTcs.  [epBoHavasibHO Maay  6bl1  BaXKHbIM — CPEACTBOM
LyXOBHOrO ouuleHns. OH - dopMa 3KCTasa, C MOMOLLBIO KOTOPOro NpeososieBaeTcs
CMEPTHOCTb  YE/IOBEYECKOTO  CYLLLEECTBOBAHMS U OCYLLECTB/ISIETC  BO3HECEHME B
60>KkecTBeHHbI MUp. OTyasHKe nopoXxaaeT sepy.”

Pieta ApTéMoBa, coumHéHHas B 1992 rogy v nepecMoTpeHHast B 1996, - dakTudecku
KOHLLEPT /151 BUOJIOHYEIM U CTPYHHOTO OPKECTpPa C y4acTUEM OPKECTPOBbIX KOJIOKOJIOB.
Bnepebie 6bu1a ncnosHeHa Mapueit YaiikoBckoi 1 opkectpom 13 Hesaga CuMdboHm nog,
pykoBoacTBOoM Bupko Banes B Hosibpe 1992 ropa B Jlac Berace, HeBaga. MocesiieHa
NepBoW UCMONIHUTESIbHULLE.

Tema npousBegeHns - aeBa Mapus, Ha KOJIEHSIX KOTOPOM - Teslo pacnstoro Wucyca,
1306paXkEHHbIE Ha CKYIbNTYpe MukenbaHaykesno B cobope CaH MbeTpo B BaTukaHe. 3ToT
CIOXKET, BAOXHOBASIBLUMIA MHOIMMX XY[O>KHUKOB, OCOBEHHO CKY/IbMTOPOB, KpaliHe peaKo
MCMNOJIb30BAJICS B My3blKe.

Menoanyeckmin  MaTepuan Piet'bl NPOHM3bIBAET KaXKAplii MOMEHT €€  3ByqaHus.
Ero nopasutesibHasi SMOLMOHa/IbHas CWUa BO3AENCTBYET HEOTPa3MMO.



[BuKyLpecs GakTypbl ABASIOTCS BbIpayKEHWMEM MOCIEA0BATENLHOMO Pa3BUTUS Tpareauu.
MHTEHCMBHOCTb PUTMa YHaLLIAETCS CO CKOIb3ALLMMM glissando tutti n no3ske nepesxkmeaHme
CTaHoBUTCS BCE 6oslee  TPEBOXKHbIM M OOCTUFaeT  aroresl,  BblPaYKEHHOrO
COKPYLUMTE/NbHLIMW  aKKopAamu tutti, KoTopble NPeaBapsitoT OJIMTE/bHYIO COJIbHYH
KaAeHLmo.

C OKOHYaHMEM KafEeHUMM BCTYMAlOT BbICOKME CKPUMKM, HAYMHAIOLIME A0/TMI dUHaN.
Kopfa nponseeaeHns coueTaeT B cebe HEXXHYHO KPacoTy M FreponYeCKyto CKopOb, ITy6okoe
NnepesKMBaH1e KOTOPbIX MPUBOAMT K METADU3NYECKOMY OTKPOBEHMIO. OHa OKaHYMBAETCA
NAaTbIO aKKOpAAMU pizzicato 1 nocnepyrowlein BbICOKOM CKpunkoi cono. [danee cnenyet
tremolando tutti , vicyesalollee, Kak OT/IETaOWMI AyX, M TPWU 3BYKa KOJIOKOJIA, Kak
3aBepLualoLmi ‘ameH’.

MocnepHss nbeca B Hawen kosnekumm - Tristia | ans convpytowero posins, Tpyobl,
BMOpacdOHa M CTPYHHbIX — MOCBSLLIEHA YKEHE KOMMO3MTopa nosTecce Banepun JlobeLKo.
OHa caMa Hanucana: “MepJieHHoe pasBUTUE MbEChl U €€ BHELLHE MPOCTOE CTPOEHWE -
TOHKMI CMoco6 BbISB/IEHUS Moryvero TemnepamMeHTa. O6pa3 BpeMeHW BOMJIOWEH B
MEOJ/IEHHO TSAHYLLMXCS FapMOHWMYECKMX [J1acTaX, YTSXENEHHbIX MOA3EMHbIM TY/IOM
HU3KUX TOHOB OpraHa.

EMy npoTMBOCTOAT AOENCTBYHOLUME B OCOBOM pUTME, HE3ABUCMMO OT CTPYHHbIX,
HOCTa/lbrMyeckne rosioca COnMpyromx opTenmaHo W TPyObl, YbW  Xpyrikue
MHOVBUAYANIbHBIE YKM3HW MY/ILCUPYHOT B MO3ME Ha (OHE CKOPBHOro MCXOMa >KU3HK
BceobLlen. JIaKOHWYHbIE, COXKa/leloLMe  PEMJIMKM  CONMPYIOLLMX  MHCTPYMEHTOB,
CKOJIb3SILLME MO JIMHUMM GECKOHEYHON MENOAMM CKPUMOK, C/IMBAOTCS B KOAE C
3KBUPUTMUYHBIMU aKKOPAAMWU CTPYHHOrO OPKECTpa, B 3BYHaHWM KOTOPOrO C/IbILLMTCS
‘NoCTynb’ TParMYECKM OLLLYLLLIAEMOrO TEYEHMS BPEMEHU.

B ckpeleHnn agyx 06pasHO-CUMBOJIMHECKUX JIMHUI — HEYMOJIMMOIO XO4a BPEMEHWU WU
BOJIM YE/IOBEKA K BECCMEPTUIO — MATEPUA/IM3YETCSI MHOTOMEPHbIN My3bIKa/IbHbI CMbICA
NnoaMbl. BOCMPUHATLIN LENOCTHBIM, OH MOTPSICAET CBOMMM NPOTUBOPEYNSMU, MPOBOLIMPYS
B COKPOBEHHOM I/ly6MHE YyBCTBO MPOCBET/IEHMS. TEM HE MEHEE 3TO - MevasibHas NnosMa o
YKM3HW, KOTOpast Me/IEHHO HUCXOAMT B BEYHbIA COH.”

Pobepm Mamoto-Bokep @ 2018



Komnosurop

XXusHb Bsayecnasa ApTéMOBa B YCNOBMAX HEMPU3HAHUSA, OPULMANBbHBIX MOHOLUEHWI
M NINLLIEHUS CPEeACTB CYLLECTBOBAHUSA U — YTO HE MeHee BaXKHO — JyXOBHOrO OAMHOYeCTBa
npencnoJsiHeHa NOAJ/IMHHOTO repor3Ma, a My3blKa, CO34aHHasi UM B TOTa/IMTapHON CTpaHe,
SABNSIETCS MOABUIOM.

Kak ckasan npodeccop MockoBckoi KoHcepBaTopun Mwuxamn TapakaHoB: “MacTep
MY3bIKU, AECATUIETUSAMU OKPY>KEHHBIM OPeosIOM HenpusHaHus, ApTEMOB A0Kasaa coboto,
4YTO AON1% UCTUHHOIO XYAOXKHWKA B COBeTCKOW Poccum HenpusHaHue - 3TO MaTeHT Ha
61aropoACTBO, BbICOTY YYBCTB U ITyOMHY NEPEXMBAHUI U OLHOBPEMEHHO 3TO BaXKHelLlee
CBUAETENIbCTBO [yXOBHOrO 6e3pasnnyus, aTpopuu HPABCTBEHHOTO W PEUrMO3HOMO
YyBCTBAa W KATacTPOUYECKOro OMOLUJIEHUs HPaBOB B O6GLLECTBE, MepeXxuBLLEM
MHOro/IeTHee roCrMoACcTBO aTeuaMa. B 3TOM cMbicie MOXKHO cKasaTb, 4YTo ApTéMoB
HaMHOro onepeaun cBoé Bpems.”

ApTEMOB 3aHMMancs GU3MKOM M MaTEMATUKON, FOTOBSACH K HAYYHOM Kapbepe, U OAHOBPEMEHHO
My3bIKOW. HO B pelualolpit MOMEHT YKM3HU €ro My3blKasibHble 3aHSTUS MOAYMHUIN BCE €ero
MHTepechbl. OH OKOHYM1 KOMMO3UTOPCKOE OTAE/IEHME MY3bIKaJIbHOMO YUMIULLA Npy MOCKOBCKOW
KoHcepBaTopum (knacc A. W. Mupymoea), a 3aTemM nepeltén B MOCKOBCKYH KOHCEPBAaTOPMIO,
KOTOPYHO 3aKoH4MA B 1968 rogy no knaccy komnosuummn Hukonas CuaenbHWKoBa M Mo Kiaccy
dopTenmaHo Tosus JToroBUHCKOro.

Byayun MonofbiM KOMMO3UTOPOM MPOSIBUA  FJlYyGOKUI  MHTepec Mocsief0BaTeslbHO
K pycckomy $obKIoPY, TPAAULMOHHON BOCTOYHOM My3bIKe, MpousBeaeHnsm MNpokodbesa,
CtpaBuHcKoro, MeccuaHa, nosibCKoMy aBaHrapgy. OpHako coumHeHuss Sarapa Bapesa,
JIutyprudeckas cumoonus ApTiopa OHerrepa u CumdoHus JlyyaHo Bepuo npouseenu Ha
Hero HanbosblLee U Hanboee AMTesIbHOE BreYaTeHue.

B 1975 BmecTe ¢ komnosutopammn Coodbelt N'y6aigyimHoit u BuktopoM Cyc/iMHbIM OH
COCTaBW/1 MMMPOBU3ALMOHHYIO rpynny “AcTpes”, ubs 3ajava 6bln1a UMNPOBMU3MPOBATL Ha
HEOPKECTPOBbIX W 3K30TMYECKUX WHCTPYMEHTaX, O6OJblUet YacTblo U3 €ro JIMYHOM
Kosinekummn. “AcTpes” [OBOJIBHO YCMELHO BbICTyMasa nepea, rpynnamm UHTEUrEeHLMUH,
npouvsBesia CTyAUiHbIE 3aMuCK, a TaKXKe y4acTBOBaNa B 3aMucu My3blkM K GuabMy dnemMa
Knumoea “IMpowanue”.

MHorune roapl ycnosus B Poccum npensTcTBOBaAM MOCTOSHHOMY WCMOJIHEHUIO €ro
COYMHeHUI, ocobeHHo nocne 1979, Korga €ero COYMHEHUs CTa/lM YacTbio  KPYMHbIX
eBponeickux pectmnsanen - B Mapurke, KénbHe, BeHeuunn, 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.



Vyacheslav Artyomov



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".
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