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Latin Hymns - texts

M iserere mei, Deus, secundum magnam

misericordiam tuam.

Et secundum multitudinem miserationum tuarum, dele
iniquitatem meam.

Amplius lava me ab iniquitate mea, et a peccato meo
munda me.

Quoniam iniquitatem meam ego cognosco, et peccatum
meum contra me est semper.

Tibi soli peccavi, et malum coram te feci, ut justificeris in
sermonibus tuis, et vincas cum judicaris.

Ecce enim in iniquitatibus conceptus sum, et in peccatis
concepit me mater mea.

Ecce enim veritatem dilexisti: incerta et occulta sapientiae
tuae manifestasti mihi.

Averte faciem tuam a peccatis meis, et omnes iniquitates
meas dele.

Cor mundum crea in me, Deus, et spiritum rectum
innova in visceribus meis.

Ne projicias me a facie tua, et Spiritum Sanctum tuum ne
auferas a me.

(Psalmus 50. Liber usualis. Missae et officii. Feria sexta in
Parasceve)

Ave, Maria, gratia plena, dominus tecum.

Benedicta tu in mulieribus, et benedictus fructus ventris
tui Jesus.

Sancta Maria, Mater Dei, ora pro nobis peccatoribus,
nunc et in hora mortis nostrae. Amen.

(Antiphona in honorem B.Mariae Virginis. Liber usualis)

Salve, Regina, mater misericordiae, vita, dulcedo et

spes nostra, salve.

Ad te clamamus, exsules, filii Hevae.

Ad te suspiramus, gementes et flentes in hac lacrimarum
valle.

Eia ergo, Advocata nostra, illos tuos misericordes oculos
ad nos converte.

Et Jesum, benedictum fructum ventris tui, nobis post hoc
exsilium ostende.

O clemens, o pia, o dulcis Virgo Maria.

(Antiphona ad B. Mariam Virginem. Liber usualis. Missae
et officii)

Ave, maris stella, Dei Mater alma, atque semper

Virgo, felix caeli porta.

Sumens illud Ave Gabrielis ore, funda nos in pace,
mutans Hevae nomen.

Solve vincla reis, profer lumen caecis : mala nostra pelle,
bona cuncta posce.

Monstra te esse matrem, sumat per te preces, qui pro
nobis natus, tulit esse tuus.

Virgo singularis, inter omnes mitis, nos, culpis solutos,
mites fac et castos.

Vitam praesta puram, iter para tutum, ut, videntes Jesum,
semper collaetemur.

Sit laus Deo Patri, summo Christo decus, Spiritui Sancto,
tribus honor unus. Amen.

(Hymnus. Commune Festorum B. Mariae Virginis.
Breviarium Romanum.p.Il)
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The composer and his music

“The last enemy to be destroyed is death” (1 Corinthians 15,26)

Gods design for the world has not succeeded. Hardly anybody would deny this, if they glance over the deplorable
contemporary reality. “Existence is evil,” as Friedrich Nietzsche wrote. But no matter who summons us, pitiful dwellers of
the earth, to life — whether it is the World Spirit, or the pragmatism of vanquished civilizations, the firstlings in reason —
there does exist something which elevates us and vanquishes our handicap. We have a right to evaluate this achievement
as one that is natural to us, not conditioned by anything, except the secret of our freedom: it is serious symphonic music. It
justifies our existence as spiritual beings. It presents the ultimate element which shall remain of us in eternity. In this
phenomenon, similarly to a butterfly in a cocoon, our metaphysical primogeniture quivers in it. It is even hard to believe
how young it is: it is undergoing merely the fourth century of its infancy. But we feel that music, as an idea (in the Platonic
sense), as an expression of Gods eternal designs, as a preimage of the highest being —was presented to mankind for
thousands of years: music has existed always...

The music of this Russian composer from the second half of the 20" century and the beginning of the 21% century serves
as a bright proof for this. Artyomov is a unique phenomenon. “One of the greatest among the presently living composers”
is how he was called by the well-known musical writer Robert Mathew-Walker in Musical Opinion. Artyomov’s aesthetics
includes a broad range of techniques and intonations corresponding to the mystical essence of his musical ideas.

“The idea shines through in beauty” (Plotinus). The sense of beauty in Artyomov’s music allures the listener to such a degree
that his heart, embraced by the sensation of the exhaustive fullness of being, seems to cease beating. Since life in beauty
presents the ultimate limit (Requiem, Pieta, Star Wind, Ave Maria, etc.). The idea of music reaches our consciousness
entirely in the form of a complex irrational feeling. The music is incorporeal, since it lives only in the ideal spheres of the
aesthetic subject. Artyomovs compositions are permeated with sincerity, they are devoid of violence, the musical
development is as organic as breath is; the music is permeated with benevolence and love that is inexpressible in the
complexity of nuances.

The composer possesses an exclusively melodic gift, which is so rare in our days. Its enchanting melodic material conveys
absolute feeling. Artyomovs melodies preserve and assert for eternity the sacred mysteries of the spirit. The main
peculiarities of his thinking is a profound intromission into the mysteries of spiritual life; creation of the image of an
irrational cosmic force into which the world is immersed; the pulsations of being permeating the timbral and rhythmic
diversity of a colorful orchestra immense in its makeup, and, especially, a complex of expressive intonations speaking in
the language of feelings superhuman in its precision.

«#»|divine art



Artyomovs music plunges the listener into the profound religious element of the Holy Spirit, the Generator of artistic
creativity in nature and in the human being. This is the root from which artistic genius stems up. It was venerated by Anton
Bruckner and Gustav Mahler - “God is love” (1 John. 4,8). It is that preexistent matter from which God the Spirit is made.
Artyomov eternalizes in his music the great idea of the Holy Spirit with aesthetical ecstasy, at times exceeding his
predecessors. “The era of the religion of the Holy Spirit, the appearance of which loahim Florensis designated on 1260 (loachim
Florensis. Concord. Il 2.5), was carried out in an imperceptible manner during the course of the last several centuries and is
connected exclusively with serious music” (Artyomov).

Among Artyomov’s predecessors who exerted influence on him, the first usually to be called is Alexander Scriabin. The
music of the two composers is united by colorful and complex harmonic material, melodic contrapuntal development
against the background of continuing multicomponent harmonies, an exquisite entwinement of voices, a radiant striving of
the melodic lines. But the most important of the unifying qualities is the force of the infinite ascent to the skies. “Our life is
in the heavens,” the Apostle said. Artyomov’s “‘Symphony of Elegies,” which has created a palpable image of the souls
presence in the Kingdom of God, is unsurpassable in this sense.

Artyomov’s congeniality with Bruckner is undoubtable. This was first expressed by the conductor Kurentzis, who dubbed
Artyomov ‘the 21° century Bruckner.” Especially interesting is the thought of metaphysician Rudolf Steiner about
Bruckner, whom he called “the greatest of the perceivers of the astral signals which the Universe sends in the forms of
musical ideas right into the composer’s heart.” The connection with Bruckner’s spirit is apparent in Artyomov’s grandiose
symphonies “The Way to Olympus,” “Gentle Emanation” and “On the Threshold of a Bright World” with their
phantasmagorical culminations, generating images of the end of the world, against the background of the aesthetic
element of sensitive religiosity. The titanic ethics uniting Artyomov with Bruckner is God restored to life and amalgamated
with it, which essentially presents the answer to Nietzsche’s tormented outcry: “God is dead.”

One may observe aesthetic parallels between Artyomov and Mahler. They are united by the aphoristic quality of their
musical phrases, the dramatic nature of their melodies, the fulminant character of their willful outburst, and their tragic
pathos. Both composers’ works include many experiential feelings combined into one and events and motives
concentrated in one moment.

But the most crucial character of Artyomov is his rare ability of insight into the absolute, ideal essence of things. He is a
poet of the most intimate inflexions of the spirit. “Music is the ultimate concentration of the human spirit and, as such, the
embodiment of the Holy Spirit. Thereby music presents the greatest value within the hierarchy of values, and there is no equal to
it” (Artyomov). In his musical works the composer has achieved that inimitable level about which Arthur Schopenhauer
wrote: "Music, like God, gazes only into the heart.”

Artyomov’s tenth compact disc, published by the Anglo-American company “Divine Art”, features two compositions: the
massive symphony with soloists “In Spe” (“In Hope”) and the cycle “Latin Hymns” for soprano, mixed chorus and string
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orchestra. The composer writes: “In 1993, in London, after the performance of the symphony “The Morning Star Will Arise” by
Mstislav Rostropovich and the London Symphony, | received the offer to write a Cello Concerto for him. At that time, | was not
inclined towards a concerto form, giving my preference to dramatic symphonies, but I rashly gave my consent. Many times | made
the attempt to begin writing this composition, but only in 2002 in the seaside French Alps | was able to feel the main nerve of the
composition. Due to my having undertaken numerous parallel works, the Symphony progressed slowly, the material expanded, the
presence of the cello began to be felt as not sufficient, so the violin was added. Finally, the concerto was transformed into the
symphony with soloists “In Spe”. It became the second part of the cycle of symphonies with soloists “The Star of Exodus”, the first
part of which — the symphony with solo violin “In Memoriam” —was completed in its entirety in 1984. | finished my work on “In
Spe” in 2014, in what connection, the entire last year was spent only on making the fair copy of the score.”

The Symphony “In Spe” is prefixed by an epigraph from Cicero: as the result of the Eleusinian Mysteries “we have been
given a reason not only to live with joy, but also to die with better hope.” “In Spe” is an existential sonar revelation permeated
with hope for overcoming death and torturous doubts, connected with this hope. The composer creates a metaphysical
cast from the spiritual existence of a personality, the image of which develops into an image of the Universe subject to the
same passionate desire for eternity.

“In Spe” presents a new page in the musical output of Artyomov, whose stylistic range is immense. There are two soloists
in the Symphony — violin and cello, whose voices express the hero’s contradictory, palpitating inner world. The soloists
lead the main line of dramatic narration, but they also connect the respective musical episodes into one unified whole by
means of their gentle figurations, similarly to the frameworks of the stained glass windows of Gothic cathedrals.

“In Spe” presents a brilliant example of mosaic composition, frequently including both the poly-dynamic, simultaneously
carried out and the ever diverse forms of motion in the various instrumental groups. The impulse of motion does not die
out for a single second. The abundance of the instrumental textures and the combinations of groups of instruments makes
the Symphony'’s color resemble a flourishing Alpine meadow — the symbol of being.

The Symphony is built on the intonations of recumbence, which are related to each other, and are also contrasting to the
two main themes. The entire musical motion is founded on lengthy development and enrichment of these two main
melodic themes, simultaneously blissful and doleful. From the two main intonations, as streams from out of the main
watercourse, numerous related intonations arise, which appear in essential moments of the form and merge with the main
ones in intricate combinations, frequently polemicizing with them. The listener witnesses the appearance of a picture of
the hero’s spiritual life, pulsating with all the imaginable tints of feelings, commensurable in its complexity with the life of
the Universe.

In the initial episode the presence of the two main noble themes resembles a sonata form. Their intonations vary by
manifold means. The flute, languishing and inquiring, picks up the first delicate theme and throws it into the orchestra,
which advances with its menacing brass sounds. There appears the illusion of wreckage of hope. But then the second
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theme appears —an even gentler and more lamenting questioning intonation. The dialogue between the orchestral
instruments overpowers it.

The orchestral coven is interrupted by the bass drum banging into the darkness. There is a return of the second theme
built upon thirds. The violin doubles its penetrating intonations, while in the orchestra there is a multicolor development of
both themes (trumpets, percussion instruments, whips). The trumpet arises from out of the first theme — and pierces the
entire sonar space. In the following episode the violin protrudes from the immense sound mass, permeates the space with
its voluptuous presence and brightens up the musical sphere with its effulgent fortissimo. Both soloists lead behind them
the entire gigantic sound massif. The orchestra’s dynamic vibrations of one chord (“louder — softer, louder — softer”) will
ultimately repeat seven times in the Symphony: the inundations of hope and terror, faith and negation, experienced by the
hero in one and the same instance of time. Out of the silence (the rustling of the string instruments, the bells) a new
episode emerges — the passages of the strings, followed by muted brass instruments. From out of the chaos of the string
instruments the cello emerges with a moving statement of the first theme: the trumpet and the powerful advance of the
violins transform the theme into a heroic one.

With incomparable nobleness the theme acquires an astral sound. It is followed by an elegiac episode with the cello joined
with exquisite juxtapositions of bells, endowed with a moving, almost divine beauty. Numerous subtle secondary voices
flourish, like the garden of the soul. The second theme returns, but in this instance it is rhythmically multi-faced and
expressive. The second theme merges with the cello line, predominates in the percussion group, writhes and implores.
There is a powerful accrual of alarm. The soloists compete with the orchestra, astounding with the greatest amount of
rhythmic diversity in the solo parts. This is virtually a struggle of the soloists with the orchestra and, especially, with the
percussion instruments.

The second theme already sounds tragically. The soloists press it back, compete with it in the intermediary episodes,
joined by the string and woodwind instruments. The soloists engage in intensive dialogues with the chamber ensemble.
And, finally, with the appearance of the triumphant oboes the orchestra restores its menacing power — the symbol of
doleful existence. Like an untamed beast, it appears with its harsh sounding from out of the mysterious voice of the violin
— from its noble will. But the violin does not give in. The orchestra expresses the state of chaos and mayhem, while the
trumpets triumphantly proclaim the victory of implacable fate.

— My God, what is it with our hero — is he defeated? — beyond the sound screen of “louder — softer, louder — softer” we
can hear the uneclipsed sound of the violin, living and sensuous, with the second theme of hope, permeated with a tragic
mood. In this sound one can hear the profound truth about the life of the spirit: - Does St. Francis have any need for his
stigmas? No, he has no need for them, but they are desired by him.

A new episode begins with the palpitation of the string instruments immersed in a vague anticipation, the violin receding
into a distance, as if empowered by a spirit-lifting force of hope. The orchestra expresses the perturbation of struggle, the
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rhythms of a fierce obsessiveness, beyond their thick veiling one of the themes of hope shines through as a phantom. The
string instruments pick it up and put it high up in the skies, as if supplicating for help. The orchestra snarls in a menacing
fashion through thrusts and lapses in its mass, though unable to suppress hope. An intimidating rhythm is generated in the
orchestra, crushing everything around it, although the string instruments continue to develop one of the themes of hope.
With a tragic feeling the cello comes in, supported only in part by the figurations of the violins. The cello intrudes, similarly
to a voice on high, into the mass of unrecognizable string instruments sounding as if in a frenzy. It grows out of
insurmountable sonar stratifications of the orchestra, similarly to light shining in darkness.

The interrogatory intonations of the cello are gentle and transparent: — So will we live forever? — It is responded by the
sound of coven in the string instruments with short retorts of the violin solo. Similar to the cello, the violin bursts forth
into the light and prevails over the orchestra. The musical idea of indestructibility of hope scintillates in the manifold
orchestral colors. But at the same time the violin luxuriates in sensuous consolatory intonations. The trumpets answer the
string section of the orchestra with amicable exclamations. There arises the illusion that particularly the trumpets know all
the mysteries of life. The solo violin hearkens to the trumpets as if to a certain wonder. At the same time the trumpets
remain true to themselves: their assertive motion achieves a powerful climax.

— Does not hope exist for those who are born? — the string instruments inquire with an enviable persistence. In answer to
their prayerful interjection, the heavens seem to open wide, and we fancy that it is not the orchestral trumpets which
sound, but the trumpets of the City of God and the voice of the Lord: 1 am here, | am with you..” The listeners
productive imagination outspreads beyond the confines of the musical texture. With a tender emotion the orchestra
dazzles by means of the brilliance of innumerable nuances, similarly to a waterfall in the rays of the sun. Among them the
smiles of the violins also radiate.

But the heros tortuous self-interrogations have not exhausted themselves. In a subtle and insinuating manner, the
orchestra once again begins its vehemence. The string instruments soar in a fathomless impulsion. Now it is already the
orchestra which inquires with imminence: — So, does it mean that there is no eternal life existent? — Following a moment
of doubt, it begins to appear that existence itself begins to remonstrate the hero by its mysterious creative force. The
alluring colors of the multiform sound phenomena of hope and doubt bless life with new strength. But the themes of hope
dolefully wander along the groups of the orchestra, never disappearing. The mosaic texture of the Symphony discloses
itself manifestly and in bold relief.

Did the excruciation in the hero’s soul resolve itself? — against the background of the violin voices impending, similar to
fate — the thundering bulwark of terror sounded out by the entire orchestra eliminates this question. The orchestral tutti
and its menacing rhythms threaten with destruction.

Has everybody really perished? — the violins inquire with their angelic voices. A stirring answer grows out from the oceanic
depth of sounds, as a burning pillar: — Indeed, no! we are alive, alive.... The pacified orchestra abates, having exhausted its
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energy of struggle. The noble intonations of the cello conciliate the warring elements. With an energy increased tenfold
the violins lift this consolation to the stars. The increscent enrichment of the musical textures through the lengthy coda
brings the Symphony to the final section: as a runner at a state of exhalation, seemingly dissociating himself from his past
and having forgotten everything, the Symphony wholeheartedly abandons itself to one main state — the eternity of its
mysterious existence.

The freedom and immediacy of breath of the musical material alleviate the sensation of tragedy and lead to a liberation
from it. Vyacheslav Artyomov’s Symphony “In Spe” is an ingenious consolation to our woeful world.

The “Latin Hymns” is a cycle of four pieces composed in 1989 and 1993. The first of them, “Miserere mei” is impressed by
the prayerful themes of the 50" Psalm of David, whereas the other three — “Ave Maria,” “Salve, Regina,” and “Ave, Maris
Stella” — are dedicated to the image of the Virgin Mary. Artyomov’s Hymns are, in essence, poems inspired by the religious
force of pure feeling. “Every object possesses its own lips for revelation” (Jacob Boehme). The composer imbued sacred truth
into these lips: he comprehended and manifested in sound the ethical pathos of the Virgin Mary, the universal intercessor,
whose unearthly mercy to all living beings illumined the bygone centuries, as it will revive the forthcoming centuries.

The “Latin Hymns” reveal to the listener the most profound mysteries of the highest desires and sensations and do this
with the very finest penetration. The composition radiates with hundreds of iridescent melodic themes and intonations.
Artyomov has composed a musical cycle each measure of which possesses the spirit of blissfulness, benevolence,
appealing beauty and “practicability without an aim” (‘ZweckmaRigkeit ohne Zweck’ — Immanuel Kant). The “Latin Hymns”
are similar in their character to musical Beatitudes: “Blessed are the merciful, for they will be shown mercy,” “Blessed are the
pure of heart, for they will see God” (Matthew 5,7-8). The providential character of the ‘Latin Hymns” appears as the
composer’s capability of “seeing in things not what nature has veritably created, but what it had attempted to create, but has
not achieved” (Arthur Schopenhauer). In the image of the Virgin Mary Artyomov musically recreated not only the
celebrated ethical ideal, but also saw something greater in it: the breath of the cosmic abyss in the eternal substance of
which this image was conceived, the preexistent element of the divine, the Gottheit (Meister Eckhart) abiding in the Virgin
Mary since the beginning of the world. The primordiality of this image is perceived by the listener in the astral sound of
the orchestra and chorus, in the choral vocal passages, in the voice of the female soloist seemingly descending from the
heavens, and even in the silence preceding the music, imbued with sweet presentiments... “The composer’s soul, presenting
itself as a manifestation of the World Spirit, discloses itself in sounds, and thereby the World Spirit speaks solemnly through it”
(Artyomov).

“Miserere mei” is an invocation to the benevolence of God, and also a prayer for the grace of the Holy Spirit to the human
heart. The music, using a canonic text, exceeds it by its depth and transforms the prayerful invocations into a fascinating
existential epopee. “Let me be the heart of the world...” the chorus palpitates in great tremor. Three times the soprano from
the chorus rises above everybody with her angelic retorts, extraordinary in their beauty and sentience. Each of these
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phrases is similar to a voice of the heavens commiserating over us and loving us. Following the repetition of the first
phrase, the chorus fulminates as if into an abyss, where a distinctly doomful element is heard. Herein the prayerful ecstasy
finishes. The dynamic effect of “louder-softer, louder-softer” in the pulsating parts of the orchestra and chorus resembles
heartbeats existing in prayer and expiring in it along with the extinguishment of its life.

Artyomov’s ethnical religiosity also shines through in the musical textures of the three subsequent hymns. The first of
them, “Ave, Maria,” presents the exaltations and the torments of the great and noble aspiration of the Virgin Mary — our
intercessor before God. Here the coloratura soprano appears for the first time. The harmonic language of the piece, its
intricate melodic lines are capable of moving the hardest heart. Melody presents the language of our will in that elemental
eternity of it which is inaccessible to theoretic reflection. Melody can be comprehended only by feeling. “Pray for us now
and at the hour of our death,” — the chorus intones with timbral and rhythmic variety. The male voices of the chorus break
into the musical space as a tragic voice de profundis (from the depths). The soprano, forestalling the chorus by every
breath, spires upwards in inordinately blessed fiorituri surrounded by rapturous voices of the chorus as if by wings of
angelic legions. In the solo part the vivifying winds of the Universe blow: “The human being encompasses the Universe within
himself. Through him knowledge of God and of the world is accumulated. Music presents that means which serves the disclosure of
the human being and the divine spirit inherent to him” (Artyomov).

A short recapitulation concludes the composition: it is the final passage of the soprano in the form of a lasting melody,
inexorably ascending upwards along the steps of bliss. The magic of the finale is so strong that after the dying out of the last
sounds it still seems to us that the composition continues to sound... Most likely, our super-real ear foresees the future life of
this masterpiece — life in eternity.

The third hymn, — “Salve, Regina,” — differs from the first two by its intense contemplativeness. Extended dialogues between
the male and female groups of the chorus occur throughout the entire duration of the composition. From the very first
measures the excited intonation of supplication for the intercession of the Mother of God for us is illustrated. The sound of
the orchestra and chorus is anxious, permeated with secret grief. “Our hope, our intercessor, save us,” — the chorus chants
restlessly. The human being thirsts for the presence of a supernatural will in his shadowy life.

Chords of the vibraphone and the sounds of the bells enhance the feeling of hopelessness. With a sense of pain, the soul
tries to peer through the mist into its future. Against the background of the fading orchestra and chorus, with the aid of the
vibraphone, clavicembalo and bells, the finale recreates the almost completely forfeited feeling of salvation. The faint, yet
entrancing hope grows and strengthens in the conclusory multicolored chords of the chorus and the orchestra.

The final, fourth hymn — “Ave, Maris Stella” — is the triumph of the high soprano, which enters into passionate dialogues with
the chorus. The soprano, as a rule, soars to the sky, while the chorus insistently follows it, slightly lagging behind.“Virgin,
guiding star, gates of heaven,” — the chorus calls, supported by a polyphonic orchestra, which charms with its ravishing
harmonic revelations. The retorts of the chorus are high-spirited and brief.
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The solo soprano achieves her starry heights in the cadenza: the mi of the third octave. This inaccessible boundary evokes a
sweet shudder in the orchestra, enhanced by the rumbling of the double-basses. Boldness is the distinctive feature of the
dramatic part of the soprano in the fourth hymn. “Monstra te esse matrem,” — something frightening and at the same time
grand, an echo of eastern culture may be heard in this appellation of the chorus to the Mother of God. Apparently, the
religious miracle, by virtue of its grandiosity, drifts together towards entities that are close to monstrous ones, since both of
these are derived from one source — the boundless soul of the human being: “The truth dwells within inner man” (St.
Augustine).

In the cadenza, against the background of the subterranean roaring of the double-basses with long, sustained notes, the
soprano voice achieves its final height and dissolves in the air as an ethereal spirit, joined in by a multitude of pent up
voices in the chorus, the violins and the bells.

The “Latin Hymns” present and absolutely pure form, which, being inimitable, possesses the range of all the life of the
entire world: ‘Music is a universal life, which by its distinctness surpasses even the language of the apparent world” (Arthur
Schopenhauer).

The “Divine Art” Company, which is releasing these new recordings of music of Artyomov on this tenth recording, as part
of a series of works by the contemporary composer unprecedented in its scale, deserves genuine admiration. The cultural
feat and the enthusiasm of “Divine Art” shall, undoubtedly, go down in music history. In the age of primitivism of popular
genres, which have usurped the consciousness of the greater part of humanity, the life of serious music is in peril. It is very
likely that Russian composer Vyacheslav Artyomov is one of its last great apostles: “.and the world did not recognize Him
(John 1, 10)".

Valeriya Lyubetskaya, poetess, Academician of the RANS
Translated by A.Rovner

More information on the composer may be found at https://divineartrecords.com/composer/vyacheslav-artyomov/
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3ambicen boxkmin o Mmupe He yaancs. HUKTO He CTaHeT 3TOro oTpuLATh, €C/IM OKMHET HEMpeaB3sSTbiIM B30POM MJ1aYEBHYHO
COBPEMEHHYIO peanbHOCTb. "Bbimue ecmb 310", - nucan ®. Huuwe. Ho KTo 6bl HM NpU3Bal HaC, XaJIKUX HAaCEJIbHUKOB 3EMJIU,
K >XU3HM - Muposon im [lyx unam nparMaTu3M MCYE3HYBLUMX LMBUAU3ALMM — MNEPBEHLEB MO pasyMy, €CTb HEYTO, YTO
BO3BbILLIAET HAaC M ynpasgHAeT Halwly YWepbHOCTb. DTO AOCTUXKEHME Mbl BMpaBe CYMTATb COMPUPOAHLIM cebe, HUYEM -
KpoMe TalHbl Hawen cBob6oabl - He 06YyCNOBNEHHBIM: 3TO - cepbe3Has cMMOHMYecKas My3bika. OHa onpaBAbIBaeT Halle
CYLLECTBOBaHME KaK AYyXOBHbIX cywlecTB. OHa - rs1aBHeunllee, YTO OT HAaC OCTAHETCA B BEYHOCTU. B 3TOM aBneHUM, Kak
6aboyka B KyKOJIKe, TpernewleT Hawe MeTadumsnmyeckoe nepBopoacTBo. [laxke He BepuTCca B TO, KaK OHa MoJs04a:
nepexkmeaeT Avwb |V BeK cBoero miageH4yectsa. Ho Mbl 4yBCTBYeM, 4TO My3bika Kak uaes (B [11aTOHOBCKOM CMbICAE), KaK
Bblpa*KeHWEe BEYHbIX NMOMbIC/I0B bora, kak npoobpas BbiCLIEro 6bITUS - NPeAHOCUNACh YENOBEYECTBY ThiCAYENETUS: My3biKa
6blna Bceraa...

TBOPYECTBO PYCCKOro KOMMO3UTOpa BTOpon Nos1oBUHbI XX - Havana XXI BB. BauecnaBa ApTEMOBaA CNYXKUT SPKUM TOMY
J[0Ka3aTe/IbcTBOM. APTEMOB YHMKaseH. "OQHUM M3 BEIMYANULLUX HbIHE >KMBYLLMX KOMMO3MTOPOB" Ha3Ba/1 €ro U3BECTHbIN
My3blKaslbHbIM Nncatenb PobepT MsThio-Bokep B »kypHasne Musical Opinion. 9cteTuka ApTEMOBa BKJIKOYaeT OrPOMHbIN
Anana3oH NPMEMOB M MHTOHALLMI, COOTBETCTBYHOLLIMNA MUCTUYECKOM CYLLLHOCTM €ro My3blKaJlbHbIX UAEN.

"Moes npoceeuusaem 6 kpacome" (IMnoTuH). KpacoTa My3bikn ApTEMOBA 3aBOPaXKMBaeT HACTOJIbKO, YTO cepaue cayLliatens,
OXBa4yeHHOE YyBCTBOM MCHEPMbIBAIOLLEN MOJIHOThI ObITUA, Kak Obl NepecTaéT 6muTtbcs. M60 »KM3Hb B KpacoTe - HauBbICLLIMIA
npeaen (Requiem, Pieta, 3B€3gHbin BeTep, Ave, Maria u ap.). haes My3biku AOXOANT A0 HALLEro CO3HaHWUS UCKIKUYNTESIbHO
B BMAE CJ/IOXKHOMO MppaLUMoHanbHOro 4yBcTBa. My3blka 6ecTenecHa, OHa >XMBET TOJIbKO B WMAgaNbHbIX cdepax
acTteTnyeckoro cybbvekta. CoumHeHms ApTEMOBA AbllLAT MCKPEHHOCTbIO, B HUX HET HACWMS, My3blKaJIbHOE pa3BUTUE
OpPraHUYHO, KaK AibIXaHMe; My3biKa NoJIHa MUIOCTU U HEBbIPA3MMOWM MO C/IOXKHOCTU OTTEHKOB JIHOOBM.

Komno3suTtop o06s1a4aeT UCKAKUUTENIbHBIM MENoANYECKMM [ApOM, CTOJIb PeAKMM B Hawm AHW. Ero nieHnTenbHbIN
MeJIoANYEeCKMI MaTepuan nepedaéTt abcosoTHoe 4yBCTBO. Menoann ApTEMOBA COXPAHAKOT M YTBEPXKOAKT HAa BEYHOCTb
COKpOBEHHbIe TarHbl Ayxa. [NnaBHble 0COOEHHOCTU €ro MbIWAEHUs - Yr/lyO61EHHOE MPOHUKHOBEHME B TaMHbl [4YyXOBHOM

YKM3HU; CO34aHMe obpa3a MpPaLMOHAIbBHOM KOCMUYECKOM CTUXMW, B KOTOPYH MOrPy>KEH MUP; Mynbcauum ObITus,

MPOHM3bIBAIOLLME TEMBPOBOE M PUTMUYECKOE Pa3HOOBpasne OrpoOMHOMO MO COCTaBYy KPacOYHOro OpKecTpa, U, 0COBEHHO,
KOMI/JIEKC BbIPa3sUTE/IbHbIX MHTOHALMIM, FOBOPALLMX Ha CBEPXHEI0BEYECKOM MO TOYHOCTMU A3bIKE YyBCTB.
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My3blka ApTEMOBA MOrpy>kaeT cayLllaTens B ryboKyo penurnosnyo ctuxmio Cesatoro [lyxa - 3vdkanTens TBOpYeCcTBa B
npupoae u 4YesioBeKe. ITO KOPEHb, M3 KOTOPOIro NMpomM3pacTaeT XyA0XKeCTBEHHbIN reHnin. EMy noknoHsnamce A. bpykHep n T
Manep - "boz ecmb nwboeb" (1 MoaHH. 4,8). OTo Ta 6e3HayasibHasi MaTepus, U3 KoTopon co3paH bor Lyx. ApTémos
YBEKOBEUYMBAET B CBOEM TBOPYECTBE Be/IMKYHO naeto Ceatoro [lyxa ¢ 3CTETUYECKMM 3KCTa30M, MOPO0 MPEBOCXOASALLNM €ro
npeALecTBeHHNKOB. "Inoxa penuzuu Cs. [yxa, nosieneHue komopoli Moaxum ®@aopckuli HasHauyan Ha 1260z2. (loachim
Florensis. Concord. 1l 2.5), ocywecmeusnacb He3amMemHO 6 meyeHUe nNOoCAeOHUX HeCKO/IbKUX cmosiemul U C€esi3aHa
UCK/1I0YUMEs1bHO C cepbé3Hol My3bikou™ (ApTEMOB).

M3 npegluecTtBeHHMKOB APTEMOBA, OKA3aBLLUMX HA HErO BAUSHUE, NepPBbIM 06bIMHO Ha3biBalOT A. CKpsibmHa. VIx o6begmHseT
KPaCOYHbIM M CNOXHbIA FAPMOHUYECKUI MaTepuasl, MeoamMyeckme KOHTPanyHKTbl Ha GOHEe AJIALLMXCS MHOMOCOCTaBHbIX
rapMOHUK, U3bICKAHHOE CMNJIETEHUE FOJI0COB, Jly4e3apHas YCTPEMIEHHOCTb MeNoAUYECKUX MHUK. Ho HamBa)kHenwlee u3
06beANHSAOLMX KaYecTB — CTUXUSI ODeCKOHEYHOro B3/1€Ta K HebecaM. "XKumue Hawe Ha Hebecax ecmb", Kak cka3as AnNocTon.
"CumMmdoHmsa anermn” ApTEMOBA, CO34aBLUAA OCa3aTesIbHbIM 06pa3 nNpebbiBaHMsa Aywun B LlapcTBe boxxmem, B 3TOM CMbIC/1e
HenpeB30oMAEHHA.

HecomMHeHHa 6nun3ocTtb ApTéMoBa ¢ bpykHepom. [lepBbiM 3TO Bbipasun AMpukEp KypeHT3uc, Ha3aB ApTEMOBa
"BpykHepoM XXI-ro Beka". MIHTepecHa Mbic/ib MeTadm3mnka P. LLITanHepa o bpykHepe, KOTOpOro oH Ha3Bana "BeIMYanLLINM
M3 BOCMPUEMHMKOB acTpasibHbIX CUIHA/0B, KOTOpble BceneHHas nocbinaeT B BUAE My3blKasibHbIX MAEN MPSIMO B cepaLe
Komno3uTopa". CBa3b ¢ AyxoM bpykHepa o4deBMAHa B rpaHAMo3HbIX cuMdoHuax ApTémoa "lyTb kK Onmmny”, "Tuxoe
BesHue", "Ha nopore ceeTnoro mmpa" ¢ mx ¢paHTacMaropmyeCcKMMmn KyJibMUHaALUUAMMK, NOpOXAAloWmMMmM obpasbl KOHLA
CcBeTa, Ha OHe 3CTETUYECKON CTUXMU TOHKOW PESIMIMO3HOCTU. TUTaAHMYECKas 3TUKa, obbeauHsawowas ApTEMOBa C
BpykHepoMm - 3To bor, BO3BpaLLEHHbIN B YXM3Hb U CZIMTbIN C HEID, YTO SB/ISIETCA MO CYLLECTBY OTBETOM Ha CTPadasibv4eCKmi
Bonsb Huuwe: "boz ymep".

cTeTnyeckme napannenm HabawpatTcs Mexay ApTéMoBbiIM UM Manepom. Ux obbeguHaoT  adOpUCTUYHOCTD
My3bIKa/IbHOM ¢pasbl, MeEIOANYECKNIM ApaMaTU3M, MOJIHUEHOCHOCTb BOJIEBOrO MopbiBa, Tparmyeckmit nadoc. CounHeHus
060MX BKJIHOHAOT MHOXXECTBO COEAMHEHHbLIX B OOHO MEPEXKUBAHUIN U CKOHLEHTPUPOBAHHbLIX B O4HOM MOMEHTE BPEMEHMU
cobbITMI U MOTMBOB.

Ho rnaBHoe B ApTEMOBE - €ro peaKoCcTHas CNOCOBHOCTL MPO3PeHUs B abBCONOTHYHO, naeasibHy0 CyLHOCTb Bewwen. OH -
MO3T COKPOBEHHEMLLUNX U3rMboB ayxa. "My3vika - 3mo npedesibHAs KOHUEHMpPAauus 4es068e4yeckoz20 0yxa U, KAK mMakoeas, -
eonsnoweHue Ce. lyxa. Tem cambiM My3bIKa - eeaudalwads UeHHOCMb 6 uepapxuu ueHHocmedu, u eti Hem pasHoix" (ApTémog). B
CBOMX COYMHEHMUSIX KOMIMO3UTOP AOCTUI TOro HECPABHEHHOIO YPOBHS, 0 KoTopoM nucan A. LLloneHrayap: "My3vika, kak boz,
3pUMm mMosbKo 8 cepoue”.
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Lecatbin kK/gnck ApTEMOBa, BbiNMyCKaeMbIA aHI/10-aMepUKaHCKOM KommnaHuen "Divine Art", Bkato4aeT ABa COYMHEHMUS:
MacwTabHyto cumooHmto ¢ connctamm “In Spe” ("B ynosaHumn") n umkn "JIaTUHCKME MMMHbI" A5 COMPaHO, CMELLAHHOIo
X0pa M CTPYHHOro opkectpa. Komnosutop nuweT: "B 19932., 8 J/IoHOOHe, nocse npembepbl cumgpoHuu "[leHHUUa eoccusiem" 8
ucnosHeHuu M. Pocmponosuya u JloHOOHCKOU cumgoHUU, 5 noayYun npedsoxnceHue Hanucame 07158 Hez20 8UO0/I0HYE bHbIU
KOHUepm. B mo epems 51 He bbln pacnosoieH K KoHUepmHouU opme, omoasasi hpednoumeHue 0pamamuyeckum cUM@OHUSIM, HO
onpomMemuuso cozaacuscs. MHozo pas s noocmynan K couuHeHuto, Ho auwb 6 2002z., 8 Mpumopckux Anbnax OpaHuyuu cmoz
Hawynamo 21asHbili Heps npoussedeHus. B cesi3u co MHodcecmeom napannenevHoix pabom, CumgoHUs hpoosu2andck MeOEHHO,
mamepuan paspacmarcs, 8UosI0HYeIU OKA3aa0Cb MAso - NpubasuAAck CKpUnka. HakoHeu, KOHUepm npespamuscsi 8 CUMOHUIO C
conucmamu “In Spe”. OHa cmana emopol Yacmbko UuKaa cumgoHuli ¢ conucmamu "3ee30a ucxoda", nepeasi Yyacmb Komopou -
cumaoHus ¢ conupyroweti ckpunkol "In Memoriam'- 6bis1a enosiHe 3akoHueHa 8 19842. Pabomy Hao "In Spe" a 3asepwun e 2014
200y, Nnpuyem 8ecb NOCaAeO0HUU 200 yues MOsIbKO HAa hepenucKy Yyucmosoti napmumypel'.

CumdoHmn "In Spe" npegnocnaH anurpad n3 LiyuepoHa: 6nrarogaps 31€BCUHCKMM MUCTEPUSIM "Mbl HAYUYU/IUCb HE MOJIbKO
UMb C padocmolo, HO U yMupamoe C Hadeucoou Ha naydwee". "In Spe" - 3TO 3K3MCTEeHUMaNbHOEe 3BYKOBOE OTKPOBEHME,
NPOHU3aHHOE HAAEX[AOM Ha MpeodosiIeHMe CMEepPTU W, CBSA3AaHHbIMU C 3TOM HAAEXKAOW, MYYUTENIbHbIMU COMHEHUSMW.
KoMnosntop co3paér MeTadpusmMyeckmn CNenoK C AyXOBHOro ObITUS JIMMHOCTM, 0bpa3 KOTOpoW nepepacTtaeT B ob6pa3
BceneHHoMn, noaBep>XeHHOM TOM »Ke CTPAcTHOM XKaxkae 6eccmepTuma. "In Spe" - HoBas cTpaHMua B TBopyecTBe ApTEMOBA,
CTUINCTUYECKUIM AMana3oH KOToporo orpomMeH. B CuMboHuM aBa conmcTa - CKpUMKa M BUOJIOHYESTb, YbM FOJ10CA BbIPaXKatoT
NPOTUBOPEYMBBIN, >XMBOTPEMELWLYLN BHYTPEHHMN MuUp repos. ConmcTbl BeAyT T[J1aBHYH JIMHUIO ApPaMaTUYEeCKOro
NMOBECTBOBAHUS, HO TaKXXe COEeAMHSAT CBOMMW HEXHbIMU GUrypaumaMmM My3blKajibHble 3MM304bl B €AMHOE LEJIoe,
Hanoao6ue onpaBbl BUTPaXKeM roTUHECKMX COOOPOB.

"In Spe" - apkun obpasen, MO3aM4yHOM KOMMO3MLUMKU, 4YaCTO BKJ/IKOYAKOLWLEA M NOJMANHAMUYECKME, OOHOBPEMEHHO
OCYLLECTB/IIEMbIE U HEUCTOLLMMO pa3HoOOpasHble GOPMbl ABUMKEHMS B PA3/IMYHbIX MHCTPYMEHTA/IbHbIX rpynnax. Mimnybc
OBMKEHUS HE yracaeT HM Ha ceKkyHAay. boraTcTBO MHCTpyMeHTasIbHbIX PaKTyp U COYETaAHUM TPynmn MHCTPYMEHTOB AesaeT
KonopuT CUMOOHNM MOXOXKMM Ha LBETYLLUMIM aNbNUNCKUIA NYT - CAMBOJ ObITUSA.

CuMdOHMS NocTpoeHa Ha POACTBEHHbIX, 8 TaKXKe KOHTPACTHbIX IBYM [/1aBHbIM - MHTOHAUMAX yrnoBaHus. Ha anntenbHOM
Pa3sBUTMM U 0BOralLleHUN 3TUX ABYX MeJIoANYECKUX TeM, BAaXKEHHbIX N CTPagasibyeCKMX OAHOBPEMEHHO, AEPXKUTCSA BCE
My3blKasibHoe gAencteue. M3 AByX OCHOBHbIX MHTOHAUMIA, Kak PyYEMKU M3 T[1aBHOMO PYC/a, BbITEKAET MHOXKECTBO
POACTBEHHbIX, KOTOPblE MOSIB/SIOTCS B OTBETCTBEHHblE MOMEHTbI GOPMbI U CAMBAKOTCS C 1aBHbIMM B MHOIOC/IOMXHbIX
KOMOMHaLMsX, 3a4acTyto nofeMmsmpys ¢ HUMU. lNepen, caywateseM BO3HMKAET MyJ/IbCUMPYHOLLLAS BCEMU BOOGpPa3MMbIMM
OTTEHKaMM YyBCTB KapTMHa [yXOBHOM >XM3HW reposi, CONOCTaBMMasi MO CJIOXHOCTU C XKM3Hbo BceneHHoM.
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B HayasibHOM 3MnM304e HanuuMe [ABYX [J/1aBHbIX 6/71aropoAHbIX TEM HarNMoOMMUHAeT COoHaTHyt dopMmy. UX MHTOHaumm
MHOIOKpaTHO BapbupytoTcs. OneinTa, TOCKYHoLLAs M BOMPOLLIAKLLAs, NOAXBAaTbIBAET NEPBYHO HEXKHYIO TEMY U BpocaeT eé B
OPKECTP, KOTOPbIN HAaZIBUraeTCs yCTpaLlaloWmMMM MeaHbIMU. Bo3HMKaeT nnto3us Kpaxa Hagexkapl. Ho nosensieTcs BTopas
TeMma - eLé 6oee HEXXHOE U XanobHoe BonpoLluaHue. [uanor opKkecTpoBbIX MHCTPYMEHTOB 3aTanTbIBaET €€,

OpkecTpoBbiN Wabaw npepbiBaeTcsa 60abIMM 6apabaHoM, yxalowmm Bo TbMy. Bo3BpalyaeTcs BTopas TeMa, MOCTPOEHHas
Ha Tepuun. CKpunka ayb6ampyeT e€ NPOH3UTEsIbHble MHTOHALUMK, B OPKECTPEe - MHOMOKpacoyHas pa3paboTka obenx Tem
(Tpy6ebl, yOoapHble, 6uun). N3 nepBon TeMbl BOCCTAET Tpyba - M NPOHM3bIBAET BCE 3BYKOBOE MPOCTPAHCTBO. B cnepyowem
3MM304€e CKPUMKaA BbICTYMaeT U3 rpOMaZHON 3BYKOBOM MaCCbl, 3aM0J/IHAET NPOCTPAHCTBO CBOMM CNa40CTPACTHbIM ObITMEM U
03apseT My3blkanbHyto cdepy sydesapHbiM fortissimo. Ob6a conncta BeayT 3a cO60M BECb MMraHTCKUI 3BYKOBOM MAaCCUB.
dnHamunueckme Bubpaumm ogHOro akkopaa B opkectpe ("rpomye - Tuwe, rpomye - Tuwe™) byayT noBTopsaTbcs B CumdoHmnn
CeMb pas: 3TO HaM/bIBbl HAZAEXKAbI U Y>Kaca, BEPbl M OTPULLAHUS, NEPEXKUBAEMbIE TEPOEM B OAMH U TOT YK€ MOMEHT BPEMEHMN.
M3 TUwKHbI (LIypLUaHMe CTPYHHbIX, KOJTIOKOIbYMKM) BbipacTaeT HOBbIA 3MM30[4, - CTPYHHbIE NMAacCaXku, a 38 HUMU MeJiHble C
cypamHamu. WM3-nop pasBana CTPYHHbIX BOCCTAET BMOJIOHYE/Ib C TpOraTesibHOM MepBOoM TeMoW. Tpyba M MollHoe
HaCTYyMJIeHMe CKPUMOK MPETBOPAKOT TEMY B FrePONYECKYIO.

C HecpaBHEeHHbIM 61aropoACTBOM TeMa 0bpeTaeT acTpasibHOe 3BydaHue. Bcaen, 3a HeM BO3HMKAET 3/1€rMYECKUIA 3MU30.4, C
BMOJIOHYE/IbIO C W3bICKAHHBbIMU HAC/IOEHUSAMU  KOJIOKOJIBYMKOB, 06/1a4al0LWLNIN  TporaTesibHOW, MOYTU 60XKeCTBEHHOM
KpacoToun. Y pasHbIX MHCTPYMEHTOB PaCLBETAIOT, C/IOBHO Caf, AYLLUM, MHOMXECTBO YTOHUYEHHbIX NMOAro/10CKoB. Bo3BpallaeTcs
BTOpass Tema, Ha 3TOT pa3 OHa PUTMUYECKM MHOrOJIMKa M 3KCMpeccuBHa. BTopas Tema c/MBaeTcs C BMOJIOHYENbIO,
rNIAaBEHCTBYET B Tpynne yAapHbIX, Tep3aeTca M ymonseT. MoliHoe HapacTaHue TpeBorn. Co/IMCTbl COPEBHYHOTCS C
OPKECTPOM, Mopaxkas Be/IM4anLLMM PUTMUYECKMM Pa3HOOBpasmneM B COJbHbIX NapTusix. CXBaTKa CO/IMCTOB C OPKECTPOM W,
0COBEHHO, C yapHbIMW.

BTopas Tema 3ByunT yrke Tparndecku. CosIMCTbl OTTECHSAIOT €€, COPEBHYIOTCS C HEHO B MPOMEXYTOYHbIX 3M1304axX BMecTe
CO CTPYHHbIMU U [EPEBSHHbIMU AYXOBbIMWU. HepBHble AManorM COMCTOB C KamMepHbIM aHcamb6neM. W, HakoHeu, c
TOP>KECTBYIOLLMMU FOB0OSIMM OPKECTP BO3BPALLAET CBOK YCTpaLlaloLlytd BAacTb - CMMBOT CKOpBHOro 6biTma. Kak
HENMPUPYYEHHbIN 3BEPb, OH BO3HMKAET CO CBOMM YXECTKUM 3BYYaHMEM M3 TaMHOIMO roJsioca CKPUMKK - U3 eé 61aropoaHom
Bo/1M. Ho ckpunka He ycTynaeT. Pa3Ban B opKecTpe, U Tpybbl TOP>KECTBYIOT Nobeny HEyMOJIMMOro poKa.

- bo)ke MOW, 4YTO C HalLUKM repoem - oH NobexKAEH? - 3a 3BYKOBOWM 3aBECOM "rpoMye - TULLE, rpoOMYe - TULLE" Mbl C/bILLINM
HeNpPeB30MAEHHbIN FON0C CKPUMKU, XXMBOM U YYBCTBEHHbIN, CO BTOPOM TEMOM YMNOBaHUSA, NPEUCNOSIHEHHOM Tparm3sma. B
3TOM r0JI0CE 3BYYMUT r/lyboKas npaBAa o »XM3HWU ayxa: - Hy>XHbl am cturmatbl CeaToMy ®PpaHumucky? - HeT, oHn eMy He
HY>XHbl, HO OHM €MY >XeJIaHHbI.
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TpeneTaHMeM CTPYHHbIX, MOTrPYXEHHbIX B HEACHOE OXXMAAHME, HAYMHAETCS HOBbLIN 3MU304, CKPUMNKa OTXOAMT B Aasib,
C/JIOBHO HaNWTaBLUMCb AyXOMNOAbEMHOM CUMIOM Haaexapl. B opkecTpe - cMaTeHne 60pbbbl, pUTMbI 3/10M OOEPXKUMOCTH, 33
MX MJIOTHOM 3aBECOM, KaK MpM3pak, NpocBeuYnBaeT ofHa M3 TeM Hagexabl. CTpyHHble MOoAXBaTbIiBalOT €€ M BO3HOCAT K
HebecaMm, C/I0BHO B3biBasi 0 nomowy. OpKecTp rPO3HO PbIYMT CKBO3b TOJIYKM M MPOBasibl B CBOEM Macce, HO He B Cuax
pasgaBuTb Hagexnay. B opkecTpe poXaaeTcs ycTpallatowmin puUTM, BCE BOKPYr MOAMMHAKOLMMK, XOTS CTPYHHble
NpoAo/HKaloT paspabaTbiBaTb OAHY M3 TeM ynoBaHus. C TparMyeckuMm 4yBCTBOM BCTYMAeT BMOJIOHYESb, JIMLLb OTYACTU
noagepykaHHas opurypaumsmMm cKpmnok. B mMaccy HeysHaBaeMblX, KaK Obl B36E€CUMBLLUMXCA CTPYHHbIX, MOA06HO r1acy CBblLLUE,
BTOpraeTcs BMosioH4eslb. OHa BblpacTaeT M3 HEMOABEMHbIX 3BYKOBbIX HAaC/IOEHMM OPKECTPa, KaK CBET, KOTOPbIM CBETUT BO
TbMe.

BonpoLluaHnsi BUOIOHYE/IM HEXXHbI U MPO3payHbl: - Tak 6yaeM i Mbl >XUTb BEYHO? - B oTBeT en rpeMuT waball CTPyHHbIX, C
KPaTKUMM perinkaMmm CKpunudHoro cosio. CKpunka, NogobHO BUMOJIOHYENN, BbIPbIBAETCA K CBETY M BO300s1agaeT Hag,
OpPKeCTpoM. MysblKasibHass MAaes HEYHUUTOXXMMOCTU Hagexapl OneweTr BO MHOXeCTBE OpPKeCTPOBbIX Kpacok. Ho
OHOBPEMEHHO CKPUIMKA YNUBAETCS YYBCTBEHHbIMU YTELUMUTE/IbHbIMU MHTOHAUMSAMU. TpyObl OTBEYAKOT CTPYHHOW rpynne
OpKecTpa APY>KECTBEHHbIMU BOCKINLLAHMAMU. BO3HMKaeT UNAO3MS, YTO MMEHHO TpyObl 3HAOT BCe TalHbI O XM3HU. Coso
CKPUMKM BHMMAET TpybaMm, Kak HekoeMy 4vyay. A Tpybbl BepHbl cebe: Ux HacTynaTesibHOe ABUXXEHWE OOCTUIraeT MOLLHOM
KyJIbMUHaALUMW.

— Pa3Be HeT Hagexabl AN TeX, KTO POXAEH? - BOMPOLLAKOT CTPYHHble C 3aBUAHbIM YNOPCTBOM. B oTBeT Ha ux
MOJINTBEHHbIN BO3raac, CJIOBHO pPa3Bep3atoTcs Hebeca U HaM YyAUTCS, YTO 3By4aT BOBCE HE OPKECTPOBble TPyObl, a TPYObI
bBoxxbero 'papa n ronoc lNocnopa: "A - 3aeck, A - ¢ Bamu..." lNpoaykTnBHOe BoobpaXkeHne cayLuaTens NPoCTUpaeTes 3a
npeaesibl My3blKasibHOM TKaHW. YMUNEHHbIN OPKeCTp ocsiennsieT 6/1eCKOM HEUCUYUCIMMbIX HKOAHCOB, NO406HO Bogonaay B
nyyax conHua. Cpeam HUX CUSKOT U YIbIOKM CKPUIIOK.

Ho MyuuTenbHble BoOMpoLlaHus repos elé He UCCAKAW. BKpagumBo, MCnoaBosib, OPKECTP BHOBb HauMHAeT HEMCTOBCTBO.
CTpyHHbIe B3/1€TAlOT B HEMNOCTUXKMMOM ropbiBe. C yrpo30iM BOMPOLLAET Y>Ke OPKeCTp: - TaK, 3HAaYUT, HET BEYHOM XKU3HU? —
Bcnen 3a ceKyHOOWM COMHEHMS HavyMHAeT KasaTbCs, YTO caMo ObiTue yBewleBaeT reposs CMMPOHMM CBOEN TamHOWM
3MKONTENIbHOW CUION. 3aBOPaXKMBaKOLLME KPAaCKM MHOroo0pasHbIX 3ByKOBbIX PEHOMEHOB HaAeXKabl U COMHEHWUI C HOBOWM
cunom 61arocIoBAAKOT »KM3Hb. HO TeMbl ynoBaHWs MevasibHO CTPAHCTBYHOT MO FpynnaM OpPKecTpa, HUKOrga He ucyesas.
Mo3zanyHas pakTypa CUMPOHUM pacKpbIBAETCA ABCTBEHHO U pesibedHO.

Paspelwmnmnck nm Tep3aHus B Aylle repos? — Ha GpoHe HaJBUratoLLMXCS, MOA0BHO POKY, CKPUMNYHBIX FOJIOCOB — FPOMOBOW
BaJ1 y»Kaca BO BCEM OpKecTpe ynpasgHseT 3ToT Bonpoc. OpKkecTpoBoe tutti: rpo3Hble pUTMbI AABAT, YIPOXKaloT CMEPThIO.
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— Bce nn normbamn? — BONpOLLAKOT aHre/IbCKUMU ro10CaMU CKPUMNKU. M3 okeaHMYeCKOM r/1lyOuHbI 3BYKOB, KaK FOpsLium
CTO/IN, BblpacTaeT BOAHYHOLWMN OTBET. — O HeT! Mbl »XMBbI, KMBbl... YCMUPEHHbIN OPKECTP 3aTUXAET, UCTOLLMUB SHEPIUIO
60opbbbl. bnaropoaHble MHTOHAUMKM BUMOJIOHYEIM MNPUMUPAIOT Bpaxkaywouwime cTuxmun. CKpUNKU C  yaecaTepEHHOM

CUJIOM BO3HOCAT 3TO yTelwleHne K 3Bé3aaM. HapacTtarouiee oboralieHmne MysbiKasbHbIX GaKTyp Yepe3 A/UTE/IbHYIO Koay
npmBoanT CMMIOHMIO K PUHANY. KaK GeryH Ha BblAOXe, KaK Obl OTPELUMBLUMCL OT CBOEro MPOLUIOro U BCE 3abbiB,
CumdoHus Bceueno Npeaaércs o4HOMY rNMaBHOMY COCTOSIHUIO — BEYHOCTWM CBOEro TaUHCTBEHHOMO ObITUSA.

CBobofa M HenocpeaCTBEHHOCTb AbIXaHWS My3blKa/IbHOrO MaTepuasia CHMMAKOT OLLyLeHWe TparuaMa M NpuBOAAT K
ocBoboXKAeHNo oT Hero. CumdoHusa Bayecnasa ApTémosa «In Spe» — 3TO reHuasbHoe yTelleHWEe HaleMy CKOpPGHOMY

MUpY.

«J1aTUHCKME TMMHbBI» — 3TO LMK/ U3 YeTbIPEX Mbec, Co3AaHHbIX B 1989 n 1993 rogax. lepBas u3s Hux — «Miserere mei»,
BHYLLEHa MOAMTBEHHbIMM TeMamu 50-ro ncanma asBupa, a Tpu — «Ave, Maria», «Salve, Regina», «Ave, Maris Stella» -
nocesLweHbl 06pasy [esbl Mapun. [MMHbI ApTEMOBA - 3TO MO3MbI, BAOXHOB/IEHHbIE PE/IMTMO3HON CMION YANCTOro YyBCTBA.
«Y Kaxcool eeuwju ecmo ceou ycma 0151 omkposeHus» (ko6 béme). KomMnosnTop BAOXHY CBSLLEHHYO NpaBAy B 3TU yCTa: OH
NOCTUI N BOMJIOTWUA B 3BYKe 3TMYeckni nadoc [esbl Mapmnun, BCeMMPHOM 3aCTYNHULBI, Yb€ HE3EMHOE MUJIOCEPANE KO BCEMY
YKMBOMY 03aps/10 MUHYBLLME BEKA TaK XKe, KaK by[eT )KMBOTBOPUTb BEKA rpAaAyLUME,

«J1aTUHCKME TMMHbI» OTKPbIBAKOT C/YLUATENO [/lyboYanluMe TalHbl BbICLUMX YXE/aHUMA U OLLYLLEHUMA U AenarT 3TO C
TOHYaMLLEN MPOHUKHOBEHHOCTbI. COYMHEHME CUSIET COTHAMM PaALY>KHbIX MENOAUYECKMX TEM U MHTOHauMn. ApTEMOB
CO3/a/1 UMK/, KaXKAbIA TaKT KOTOPOro BeeT 6/1aXKEHCTBOM, MUJIOCTbIO, TPOraTeNIbHOM KPacoToM, «lesnecoobpasHocmbio 6e3
uenu» (‘Zweckmafigkeit ohne Zweck’- U.KaHT). «J1aTUHCKME rMMHbI» NOAO06GHbI My3blKanbHbIM 3anoBedsaM bra)keHcTBa:
«bnaxiceHHbl Musnocmuseble, U60 OHU NOMU08AHbLI BYOymy, «biaxiceHHbI yucmole cepouem, ubo oHu boza y3psm» (MaTden 5,7-8).
MpoBnaeHUManbLHOCTb «JIaTUHCKMX TMMHOB» OOHapY>XMBaeTCS Kak CNOCOOHOCTb KOMMO3UTOpa «8udemsb 8 8elax He mo, Umo
npupoda delicmeumesibHO c030ad, d Mo, Ymo OHA NbIMAsACb C030aMmb, HO Ye2o He 0ocmuzaax (A.LLloneHrayasp). B o6pase [leBbl
Mapun ApTEMOB My3bIKaJIbHO BOCCO3/4a/1 HE TOJIbKO MPOC/IaB/IEHHbIA 3TUYECKUIM Uaeas, HO YBUAEN B HEM HeYTO 6oJibLUEE:
JbIXaHMe KocMM4yeckKom 6e3gHbl, B 6€3HavYasibHOM MIOTM KOTOpPOM Obln 3a4aT 3TOT 06pa3, AOObITUMCTBEHHYH CTUXMUIO
6o>kecTBeHHOro, Gottheit (Mancrtep dkxapT), npebbisatoLtyto B [leBe Mapuum oT Havana mupa. [NpeaMmMpHOCTb 3TOro obpasa
C/lywiaTesib OLWyLaeT B acTpasibHOM 3BYHYaHUM OPKECTPA U XOPa, B XOPOBbIX BOKAJ/IbHbIX PEM/INKaX, B r0JI0CE COJIMCTKMN, KaK
Obl HUCXOAALLEM C HeDeC, U Aa)ke B HAaNOEHHOM CNaAKMMM NMPeavyyBCTBUAMU TULLIMHE, NPeALIecTBYOLWEN My3bIKe... «dywa
KomMno3umopa, fenssice MaHugecmauueli Mupoeozo [lyxa, packpvieaem cebsi 8 38ykax, U mem cambiMm Mupoeoli [lyx sewaem
uepe3 Hee» (APTEMOB).
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«Miserere mei» — 3TO B3bIlBaHME K MUaocepanto boxkuio, a Takxke Mosbba o gaposaHmmn Ce.[lyxa cepaLy YenoBeyeCcKoMy.
Mys3biKa, MCNO/Ib3YS KAHOHMYECKMI TEKCT, MPEBOCXOAUT €ro rayobuHom n npeobparkaeT CTPorme MoJIMTBEHHbIE MPU3bIBbI B
3axXBaTbIBaKOLLYHO 3K3MCTEHLUMAbHYIO anoneto. «/la 6ydy cepdueM mupd..» B BEJIMKOM BOJIHEHMWU TpeneweT Xop. TpumxKapl
COMpPaHO M3 XOpa BO3BbILIAETCSA HaA, BCEMM CO CBOMMMW aHre/IbCKUMU PEMIMKaMU, UCKIOYUTEIbHBIMU MO KpacoTe U
YyBCTBUTENILHOCTU. Ka)kgas M3 3TUX perninmK nogobHa rnacy Hebec, coxkanewwmx O Hac M Hac nwbswmx. Benepn 3a
NOBTOPEHMEM MEPBOMN PEMNIMKU, XOP 0OpYLLUMBAETCSA Kak Obl B 6€34HY, rae C/AbILLNTCS HEYTO POKOBOE. DTUM 3aBEpPLUAETCS
MOJINTBEHHbIN 3KCTa3. JAuHaMmnuecknm apdeKkT «rpoMye—TuLLE, FPOMUYE—TULLIE» B NY/IbCUPYHOLLMX MAPTUAX OPKECTpa 1 Xopa
KaykeTca cepauebmeHmem, npebblBatoLLYM B MOJIMTBE U YracaloLLMM B HEM BMECTE C YraCaHUeM €€ XKU3HMW.

DTn4yecKas pesIMrmo3HoCcTb ApTEMOBA NPOCBEYMBAET TaKXKE B My3blKa/IbHOM TKaHU Tpex NocaeaAyroLmyx rmMMHOB. [epBbin 13
HUX — «Ave, Maria», 3TO BOCTOPrM U MYKU BENMKOrO W OGnaropogHoro cTpemaenus [eBbl Mapum — Hawlemn
npeactaTenbHubl Npen borom. 3aech Bnepsble MOSIBASETCSA KOM0OPAaTypHOE COMpaHo. [apMOHMYECKUM A3blK MbEChI,
YTOHYEHHbIE Me/IoANYECKME NIMHUM CMOCOOHBI TPOHYTh CaMoe YEPCTBOE cepaLe. Menoams — 3To SA3bIK HALLEW BOIM B TOMU
CTUXMMHOM 6e3HayaNbHOCTU €€, KOTopasi He AO0CTynHa TeopeTuyeckon pednekcmn. Menogms NOCTUraeTcs TOJIbKO
YyBCTBOM. «MosuCb 3a HAC Ce200HA U 8 OeHb Hawel cMepmu»- WMHTOHUPYET XOpP C TEMOPOBbBIM U PUTMUYECKUM
MHoOroobpasmem. My>KCKne rosioca Xxopa BTOpratoTcs B My3blKaJIbHOe MPOCTPAHCTBO KaK Tparmyeckun ronoc de profundis
(3 6e3aHbl). ConpaHo, KaXKAbiIM CBOMM [ObIXaHMEM oOMNepeXkas XOp, B3MblBAeT BBbICb B 3anpenesibHo 61a)KeHHbIX
dUOPUTYpPaXx, OKPYXKEHHbIX BOCTOPXKEHHbIMM F0JI0CaMM XOPa, C/IOBHO KPbIbSIMU aHre/IbCKMX JIEFTMOHOB. B conbHOM napTum
BEIOT XKUBUTE/IbHblE BETPbl BceneHHom: «Henosek emewyaem e cebs BceneHHyr. HYepes Hezo ocyuecmansgemcs 6020n03HaHuUe u
Mupono3HaHue. My3blka — amo mo cpedcmeo, Komopoe CAyucum pdcKpbimuio Yes108eKa U 6oxicecmeeHHo20 0yxd, eMy Npucyuezo»
(ApTéMoB).

KopoTkas penpusa 3aBeplUaeT COYMHEHME. 3TO GUHANbHbBIM MaccaX COMpaHO B BUAE ANALLENCS MeNoAun, HEYK/IOHHO
BOCXOAALLEN BBEPX NO CTyNeHAM b6na)keHCTBa. Marms ¢puHana cTonb CU/IbHA, YTO NOC/IE 3aMUPaAHMA NOCNEAHErO 3BYKa HaM
BCE el KaXKeTCH, YTO COYMHEHME MNpPoAo/iXKaeT 3ByYaTb... [LO/I)KHO ObIThb, Hall CBepXpeasibHbIA CAyX NpenyragbiBaeT
rpSAYLLYHO XKM3Hb 3TOrO LWeaeBpa — »KU3Hb B BEHHOCTMU.

TpeTun rmMH - «Salve, Regina» — oT/IMYaeTCcs OT ABYX MEPBbIX HAMNPAXKEHHOW Co3epuaTesIbHOCTbIO. [TpOTAXKEHHbIE Ananorm
MY>XCKOM U >XEHCKOM T[pynn Xopa BO3HMKAOT HA BCEM MpOTsHKeHuM nbecbl. C nepBbIX TaKTOB 0ObIrpbIBaeTCS
B3BOJIHOBAHHasi MHTOHAUMS MOJIbObl O MOKpOBUTENIbCTBE boromatepm HaM. 3By4aHME OpPKeCTpa M Xopa TPEBOXKHO,
MCMNOJIHEHO TaMHOW CKopbwu. «Hawa Hadexcda, Hawa 3acmynHuua, CNacu HAc», - TPEBOXHO CKaHAMpyeT xop. Yenosek
YKaXKOeT MpUCYTCTBUS CBEPXbECTECTBEHHOM BOJIM B CBOEM MPM3payYyHOM >KM3HU. AKKopabl BuBpadoHa U 3BYKM
KOJIOKO/IbYMKOB YCUIMBAIOT YyBCTBO 6e3HaaexxHoCTU. C 60/1bto AyLua NbiTaeTcs 3ar/1ssHyTb CKBO3b TyMaH B CBOE byayliee.
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®uHan Ha PoHe 3aMUpaloLLMX OPKECTPa M Xopa, C NOMOLLbIO BUOpadoHa, KnaBuyemMbasio N KOJIOKOJ/IbYMKOB BO3POXKAAET
NnoYyTu yTpavyeHHOoe 4YyBCTBO craceHus. Pobkas, HO ynouTenbHasi Hafexkaa pPacTET M KPenHeT B 3aKAHUMTEIbHbIX
MHOIOKPAaCOYHbIX aKKOPAax Xopa U OpKecTpa.

MocnegHnn 4eTBEPTLIN TMMH - «Ave, Maris Stella» - 3To TpuyMd BbICOKOro COMpaHoO, KOTOPOE BCTYMNAeT B CTPaCTHble
aunanoru ¢ xopoM. ConpaHo, KaK npaBwu/10, BOCNapsieT K Heby, a Xop HEOTCTYMHO CaeAyeT 3a Hel, cnerka otcTasas. «/leea,
nymesooHas 38e30a, 8pama Hebec», - B3bIBAaeT XOpP, MOAAEPXKaHHbIA MHOM03BYYHbIM OPKECTPOM, KOTOPbIA 3a4apoBblBaeT
yNnouTeIbHbIMM FaPMOHUYECKMMMN OTKPOBEHUSIMU. PenIMKM Xopa - My>eCTBEHHbIE N KpaTKMeE.

Cono conpaHo AocTuUraeT B KaAeHUMM CBOEM 3BE3AHOW BEPLUMHLI. MU TPETbeM OKTaBbl. DTOT HeAOCTYMHbIM pybexx
BbI3bIBAaET B OPKECTPE CNaf0CTHOE COApOraHue, yCUEHHOE POKOTOM KOHTpabacos. [lep3HOBEHHOCTb - OT/IMYUTEJIbHOE
CBOWCTBO ApaMaTUYECKOM MapTUM COMPaHO B YETBEPTOM rMMHe. «Monstra te esse matrem», - HEYTO 4YyJOBULLHOE W
O[IHOBPEMEHHO BEJINKOE, OTTO/I0COK BOCTOYHOM KYJIbTYPbI CAbILLMTCSA B 3TOM 06palleHnn xopa K boromatepn. OueBmaHo,
penurnosHoe 4yno cbam»kaeTcs, B CUly CBOEM T[PaHAMO3HOCTU, C YEM-TO OJIM3KMM 4yAO0BULLIHOMY, MO0 06a OHM
npoucxoasT M3 OAHOrO rHesga — M3 6e36peXkHON Ayln 4enoBeka: «MicmuHa obumaem 60 6HYmMpeHHeM ues08eKe»
(CB.ABrycTuH).

B KageHuuun, Ha d)OHe noa3eMHOro ryna KOHTpabacos ¢ AoarmMm  Bblaep>XaHHbIMU HOTaMK, COMpPaHO b6epeT cBOMO
nocneaHr BEPLUNHY U PaCTBOPAETCA B BO34YyX€E, KaK 6ecnnoTHbIN AyX, I'IOLI,XBa'-IEHHbIIZ MHOXXeCTBOM 3aTaéHHbIX 0JI0COB
X0Opa, CKPUMNOK N KOJTOKOJIbYUNKOB.

«J1aTUHCKME TUMHbI» NMpPeacTaBNAOT COO0M abCONOTHYHO 4MCTyo GopMy, KoTopas, byaydnm HenoBTopumomn, obnagaet
JMarna3’oHOM BCEN MUPOBOM »KU3HU: «My3blka — 3mo 8ceobujuli s3bik, KOMopbIli C80EH BHSIMHOCMbID NPesocxooum oaxce 3blK
Hazn50Ho20 mupay» (A.LLloneHrayap).

KomnaHusa «Divine Art», BbiNyCTUBLLAs HOBble 3anucn ApTEMOBaA Ha ero AecaToM K/AQucke B cocTaBe becnpeueleHTHOM MNo
06bEMY COYMHEHMN COBPEMEHHOIO KOMIMO3UTOPA CEPUN, 3aC/Ty>KMBAET NOAJIMHHOIO BOCXMULLEHUS. KybTypHbIN noasBur u
3HTy3mnasm «Divine Art», HEeCOMHEHHO, BOMAYT B WMCTOPUIO My3blkM. B BeK nNpuMUTMBM3MA MNOMNY/SPHbIX >KAHPOB,
Yy3YypPNUpPOBaBLLUNX CO3HaHME OO/bLLUEN YAaCTM YE/I0BEYECTBA, XXU3Hb CEPLE3HOM MY3bIKM MOA, YrPo30M. BO3MOXKHO, pyCCKUi
komno3uTop Bayecnas ApTEMOB — OAMH U3 NOCAEOHUX €€ BE/IMKNX anOCTOJIOB: « ...u Mup E2o He nosHan (MoaHH 1, 10)».

Banepus Jlrobeukas, nosmecca,
akademuk PAEH
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The Performers

Ivan Pochekin is one of the most brilliant violinists of the Russian school of his generation. He rose to stardom in 2005
after winning the third Niccolo Paganini International Violin Competition in Moscow.

Over the years, Ivan Pochekin has collaborated with the Yevgeny Svetlanov State Academic Symphony Orchestra of
Russia, the Mariinsky Theater Orchestra, the Moscow Philharmonic Academic Symphony Orchestra, the National
Philharmonic Orchestra of Russia, the Tchaikovsky Great Symphony Orchestra, the Russian National Orchestra, the
Republic of Tatarstans State Symphony Orchestra, the Urals Philharmonic Orchestra, the State Academic Chamber
Orchestra of Russia, the Zagreb Philharmonic Orchestra, the Republic of Korea Radio and Television Symphony Orchestra,
the Dubrovnik Symphony Orchestra, the Sofia Radio Symphony Orchestra, the Oviedo Philharmonic Orchestra, the
Deutsches Kammerorchester, and the Basel Symphony Orchestra.

Alexander Buzlov is one of the most vivid and talented cellists. In 2006 he graduated from the Moscow Conservatoire
(class of Natalia Gutman). He won first prizes at Young Concert Artist competitions in Leipzig (2000) and New York (2001).
In 2007 he was the undoubted favourite at the Xl International Tchaikovsky Competition at which he took the Silver
Medal, the prize for the best performance of a work by Tchaikovsky and the special prize of the Mstislav Rostropovich and
Galina Vishnevskaya Foundation. One year later the cellist took second prize at the LXIII International Cello Competition in
Geneva, the oldest cello competition in Europe. In 2010 he was awarded Grand Prix and Audience prize at the Emanuel
Feuermann Cello Competition in Berlin and subsequently he won third prize at the XV International Tchaikovsky
Competition (2015).

As a soloist he has performed with numerous American symphony orchestras. His debut at the renowned Carnegie Hall
took place in 2005 and the same year later he played at the Lincoln Center in New York with the Orchestra of St.Luke’s
under Leonard Slatkin.

Valentin Uryupin graduated from the Moscow conservatory as a pupil of Professor Petrov in the clarinet class and
Professor Gennady Rozhdestvensky in the opera-symphonic conducting. He has been the winner of many international
clarinet competitions, in Geneva, Munich, Peking, Gent among others. As a conductor he has made remarkable
achievements by winning prizes at the All-Russian competition in Moscow (2015), the Vth Gustav Mahler competition in
Bamberg (2016), the VIlith international George Solti competition in Frankfurt (2017). Uryupin now is a conductor of Perm
Academic Opera and Ballet Theatre and the artistic director and chief conductor of Rostov Academic Symphony
Orchestra.
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Nadezhda Pavlova is one of the brightest young sopranos in Russia. In 2006 she graduated from the Petrozavodsk State
Conservatory named after A K Glazunov and was invited to join the troupe of the Musical Theatre of the Republic of
Karelia (Petrozavodsk). She was a prizewinner at the Vocal Competition of the Sobinov International Festival (Saratov,
2012), the International Vocal Competition “21th Century Art” (Kiev, 2003) and the All-Russian Student Vocal Contest
(lvanovo, 2000). Two-time winner of the Highest Theatre Award of the Republic of Karelia ‘'Onega Mask” for her
performance as Rita (Gaetano Donizetti’s Rita) in 2007 and Galatea (Franz von Suppé’s The Beautiful Galatea) in 2008. She
is now a soloist of Perm academic Opera and Ballet Theatre.

The Yurlov State Capella is one of the oldest and most respected choral ensembles in Russia. It is noted for its
performance of ancient Russian Orthodox chants, as well as Baroque and Classical choral polyphony by such native
composers as Diletsky, Titov, Vedel, Beresovsky, and Bortnyansky - and particularly those working during the reign of
Peter the Great (r. 1672-1726).

Although the ensemble’s core repertoire remains the Russian spiritual music of the 16th-18th centuries, it also performs
vocal and symphonic compositions by Shostakovich, Prokofiev, Stravinsky, Tchaikovsky, Rachmaninov, Mozart, Verdi,
Berlioz, Liszt, Mahler, among many others. Under Gennady Dmitriak the ensemble has performed throughout Russia, and
has made concert tours to Poland, Bulgaria, Italy, Great Britain, Germany, Japan, Greece, Austria, and elsewhere.

HNcnoaaurenm

MBaH lMouyeknH — poccuincknii ckpunad. CbIH M3BECTHOro cKpunuyHoro Mactepa HOpusa [ModyekmHa, urpaeT Ha
WMHCTPYMEHTaX CBOEro oTLa.

Yuunca B LleHTpanbHOM My3bikanbHOM LWIKone y Manun [hesapoBon, 3aTeM B AKaJEMUYECKOM My3bIKaJIbHOM YYUIULLE
npu MOCKOBCKOM KOHCEPBAaTOPUKN U HakoHel, B KénbHCcKoM Bbiclien wkone My3sbiku y Buktopa TpeTbsKoBa; y4acTBOBas
Tak>XXe B MacTep-knacce Henaum LLIkonbHuKoBon. B 2002 r. aebroTnpoBan B bosbLioM 3an1e MOCKOBCKOM KOHCEPBATOPUN,
nucnonHmB BTopon ckpununyHbin KoHuepT Cepres lMpokodbeBa. JlaypeaT BTOpoM npemMmn MexkayHapoaHOro KOoHKypca
CKpunayen nmenu Baynasa Xymna m nepeoi npeMmn MOCKOBCKOrO KOHKypca ckpunaden nmenu lMaraHuHm (o6e 2005);
no ntoraMm KoHkypca nmenmn lNaraHmHm 6bin BbiNyLeH KOMNaKT-AUCK oyekmnHa ¢ npounsBeaeHuamm laranmum mn Nosmon
dpHecTa LLloccoHa.

Anekcangp bysnos B 2006 roay oKoH4M/1 MOCKOBCKYH rocyapCTBEHHYH KOHcepBaToputo uM .. Hankosckoro (knacc
Hatanuu N'yTmaH). JlaypeaT nepBbix NpeMuit MexxayHapogHbix KOHKypcoB Young Concert Artist B Jlenuyure (2000) u B
Hbto-Mopke (2001), B 2007 roay oOkKasancs 6e3ycnoBHbIM (aBopuToM MexkayHapoaHoro KoHkypca um. [1.W.
YamkoBckoro, 3aBoeBaB CepebpsHyto Mepanb, [pemMuio 3a nydllee MUCMoJsIHEHME MpousBeaeHUs YalMKOBCKOro W

«#»|divine art



CneumanbHbirt npu3 PoHaa McTtucnaa PoctponoBuya u ManmHbl BuliHesckon. N'oa, cnycTa ctan obnagatenem |l npemumn
Ha MexxayHapoaHoOM KoHKypce BuosioH4yennctoB B XXeHeee. B 2010 roay 3aBoesan [paH-npu u [pmn3 caywatenbCkmx
cMMnaTum Ha MexxayHapo4HOM KOHKypCe BMOJIOHYENUCTOB MM. DMaHyans QPonepmaHa B bepnuHe, B 2015 roay |l
npemMmio Ha MexxayHapogHoM KoHKypce uM. [1.U. YamkoBckoro. Kak conmcT wurpas co MHOMMMU aMePUKaAHCKUMU
CcMMPOHNYECKMMM OpKecTpamu. Ero aebroT B 06HoBNEHHOM KapHeru -xonne coctoancs B 2005 roay n B TOM e roay oH
urpan B JInHkonbH-ceHTpe B Hbto Mopke ¢ opkecTpom CB. JTyku nog, pykooacTBoM JleoHapaa CnafkuHa.

BaneHTuH YpronuH - BbINYCKHMK MOCKOBCKOM KOHCEpBATOPMW MO Kaccy KnapHeTta npodeccopa EBrenus lMeTposa m
Knaccy  onepHo-cMM@OHMYECKOTrO  AMPUXKMPOBAHMA npodeccopa [eHHagma PoxkpecTBeHcKoro, naypeat 25
MeXKAYyHapoAHbIX KOHKYPCOB K/IAPHETUCTOB, B TOM YMC/1IE€ CaMbIX aBTOPUTETHbIX: B XKeHeBe, MioHxeHe, [leknHe, [eHTe,
MpeTopun. YpronuH TakXKe A00UACA 3HAYUTE/IbHBIX YCMEXOB B 00/1aCTU AMPUMXKMPOBAHMUSA, 3aBOoeBaB npemMum Ha Il
BcepoccuiickoMm MysbikaabHOM KOHKypce B Mockee (2015), V MexxayHapoaHOM KOHKypce mMeHn [yctaBa Manepa B
Bambepre (2016) n nobeame Ha VIl MexkayHapo4HOM KOHKypce AMpU»KepoB MeHu capa leopra LLlonTtn Bo ®OpaHkdypTte
(2017). CerogHs BaneHTuH YpronuH — aupwxep lNepMcKoro akagemMmyeckoro Teatpa onepbl U 6aneTa, Xy40>KeCTBEHHbIN
PYKOBOAUTE/b U FN1aBHbIM AMpuKep POCTOBCKOro akageMm4eckoro CUM@OHMUYECKOro opKecTpa.

Hapgexxpa [lMaBnoBa — ogHa M3 Ap4YanluMx POCCUMCKMX COMpaHO HoBoro nokonenusa. Conuctka [lepmckoro
aKaZleMMn4ecKoro TeaTpa ornepbl 1 6aneTa UMeHn HYamKoBCKOro.

OkoHumna [1eTpo3aBOACKYHO TOCYyAapCTBEHHYIO KOHcepBaTopuio MMeHu [nasyHoBa (2006) u acnupanTypy (2011).
[Bakapl nobexkaana Ha MOMIOAEXHbIX KOHKypcax B MBaHOBe, 3aTeM cTasa slaypeaToM MexkayHapoaHOro KoHKypca
BokasmcToB «MckycctBo XXI Beka» (2003, Kues) n KoHkypca Bokanmnctos CobuHoBckoro dectmansa (2012, CapaTtos).
TBopueckas Kapbepa [laBnosor HaunHanacb B My3bikasibHOM TeaTpe Pecnybnukm Kapenus B [leTpo3aBoacke, rae oHa
BbICTynasna B napTtuax BuonetTtbl («TpaBmaTta»), Mukasnbl («Kapmen»), Putbl («JltoboBb Ha u4eTBepbix» [oHMLETTH),
Manaten («MpekpacHas [anaTes» 3ynne) n apyrux. [Baxkabl CTaHOBMJACb slaypeaToM Bbicwen TeaTpasbHOM npemMun
Pecny6amnkn Kapenns «OHe)xckas MacKka» 3a ncnosiHeHue naptur Putbl (2007) u NanaTten (2008).

locypapcTBeHHasa akageMuyeckas xopoBas Kanesisia umenun A. KOpaoea
M3BECTHAa CBOMMW WCMOJIHEHUAMWU [OPEBHUX PYCCKMX MPaBOC/aBHbIX MNecHoneHun — [Adwuneukoro, TutoBa, Bepens,
bepes3osckoro, bopTHAHCKOro, a TakXXe npomsseaeHnin MouapTa, Bepau, Jlncta, Hankosckoro, PaxmaHnHosa.

Mon, HavasioM  KpyMHEMLIEro COBPEMEHHOINO XOPOBOrO W CUMPOHMYECKOoro aupwkepa [eHHagms [OMuTpska,
BOo3rnaBmBLUero konnektme B 2004 roay, Kanenna obbexana npakTuyecku Bcto Poccmioo — oT KanumHuHrpaga Ao
MaragaHa. C orpoMHbIM ycnexoM npowin KoHuepTbl xopa B CankT-lNeTepbypre, HoBocubupcke, Kasanu, HuxkHem
Hosropoae, KpacHospcke, Ynte, BO MHOIMMX ApYyrMx pOCCUUCKUX ropopax, a Takxke B [lonbwe, bonrapuu, Nepmanmu,
BenmkobpuTaHMn U MHOIUX APYrMX CTPaHax.
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In Spe and Latin Hymns

This album was recorded at ‘Mosfilm’ Sound Studios in March 2018
All music is Copyright Control © Vyacheslav Artyomov

Producer: Valeriya Lyubetskaya

Recording Supervisor: Vyacheslav Artyomov

Recording Engineer: Mikhail Spassky

Program notes: Valeriya Lyubetskaya

Booklet and packaging design: Stephen Sutton (Divine Art)

Front cover design: Roman Gruzdkov.

Cover photo: Spiral Galaxy NGC 1300 in constellation Eridanus, HST, NASA.
Series design concept and choice of pictures: Vyacheslav Artyomov
All texts, photographs and graphic devices are copyright.

All rights reserved.

In Spe 1 JIaTUHCKMe r’MMHbI

OTOT anbboM 3anmncaH Ha ToOHCTyAuM ‘Mocodunbma’ B MapTe 2018 roga

Bcsa mMy3bika oxpaHsieTcs aBTopckum npasoM © Vyacheslav Artyomov

Mpopatocep: Banepus Jliobelkas

PykoBoauTenb 3anucu: Bayecnas ApTémos

3ByKopexkuccép: Muxann Cnacckum

3aMeTKM 0 coumHeHusax: Banepus Jliobeukas

OdopmneHne 6ykneta n ynakoku: CtueeH CaTTtoH (Divine Art)

OdopmneHune 0610>kkn: PomaH Mpysakos.

Ha doTo: CnupanbHas ranaktnka NGC 1300 B co3ee3amm dpuaaHa, KocMudeckuin Tesieckon Xa66n (HACA)
Nnes odopmneHns cepum n Bbibop doTorpadpuin — Bayecnas ApTémos

Bce TekcTbl, doTorpadpumn n rpadpuveckmne cpeacTBa OXpaHAHOTCS aBTOPCKMM MPaBOM.
Bce npaBa coxpaHeHbl.

© 2019 Divine Art Ltd (Diversions LLC in USA/Canada)
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The Artyomov Retrospective
Highly praised everywhere — see reviews and full details on the Divine Art website

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

Symphony: Gentle Emanation
Tristia Il

Philip Kopachevsky (piano)

Mikhail Philippov (reader)

Russian National Orchestra

Teodor Currentzis | Vladimir Ponkin
Divine Art DDA 25144

Sola Fide — Suites from the Ballet

Tempo Costante — Concerto for Orchestra
Soloists, Kaunas State Choir, Moscow Philharmonic
Orchestra / Dmitri Kitaenko

Moscow Chamber Orchestra ‘Musica Viva’

Murad Annamamedov

Divine Art DDA 25164

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

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

Requiem

Soloists/ Sveshnikov Boys’ Chorus / Kaunas State Chorus
Moscow Philharmonic Orchestra | Dmitri Kitaenko
Divine Art DDA 25173

A Sonata of Meditations

A Garland of Recitations

Totem

Mark Pekarsky Percussion Ensemble

Moscow Philharmonic Orchestra | Virko Baley
Divine Art DDA 25174

In Memoriam | Lamentations | Pieta | Tristia |

Oleh Krysa | Oleg Yanchenko | Moscow Philharmonic Orchestra
Dmitri Kitaenko

Aleksandr Rudin | Moscow Chamber Orchestra “Musica Viva”
Murad Annamamedov

Stanislav Bunin | USSR State Symphony Orchestra

Timur Mynbayev

Divine Art DDA 25175

Star Wind | Variations: Nestling Antsali | Romantic Capriccio
Moonlight Dreams | Mattinate | Scenes

Various Artists

Divine Art DDA 25176
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INNOVATIVE | ECLECTIC | FASCINATING | INSPIRATIONAL

A full list of over 500 titles, with full track details, reviews, artist profiles and audio samples,
is on our website. Our recordings are available on disc or download at all good dealers or direct
from us. Direct customers get discount vouchers and rapid shipment.
The Divine Art store offers all titles in lossless flac and high quality mp3; all new titles are also available in 24-bit studio HD
quality.

Diversions LLC (Divine Art USA) email: sales@divineartrecords.com

Divine Art Ltd (UK) email: uksales@divineartrecords.com

www.divineartrecords.com

Most titles also available in digital download and streaming through Primephonic, Qobuz, iTunes, Amazon mp3,
theclassicalshop.net, Spotify and Divine Art

Samples from every album can be accessed on the Divine Art Records YouTube channel

You
https://www.facebook.com/DivineArtRecordingsGroup Tube https://www.youtube.com/divineartrecords

WARNING: Copyright subsists in all recordings issued under this label. Any unauthorised broadcasting, public performance, copying or re-recording
thereof in any manner whatsoever will constitute an infringement of such copyright. In the United Kingdom, licences for the use of recordings for
public performance may be obtained from Phonographic Performance Ltd, 1, Upper James Street, London W1R 3HG.




dda 25184
0809730518423

Wrey

£ 2019 Divine Art Ltd.



