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Valeriya Lyubetskaya
Artyomov: Return to eternal values

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

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

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

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

The premiere of Artyomov’s Requiem, which he has dedicated to the “martyrs of long-
suffering Russia”, was a landmark in his career. This brilliant Latin mass, which had taken
him four years to complete, was first performed on 25 November 1988 with the Lithuanian
Choir from Kaunas and the Moscow Philharmonic Orchestra under the baton of Dmitri Ki-
tayenko in the Tchaikovsky Hall in Moscow. The recording of the Requiem, which had been
produced at the same time, was sold out immediately. The Requiem itself was the first work



of this musical genre to be broadcast on the All-Union Radio (“for religious reasons” neither
Verdi’s nor Mozart’s Requiem had ever been played on Soviet radio before). Later, though,
this genre became irreplaceable, for days of mourning are a frequent phenomenon in con-
temporary Russia.

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

Here are some press reviews:

“The first part of the tetralogy, the Way to Olympus, is stunning”

(The Washington Times, September 20, 1990);

“Vyacheslav Artyomov’s On the Threshold of a Bright World is a work of genius... This is
unsettling music, profoundly moving and extraordinarily beautiful...

(The Washington Times, September 24, 1990);

“While the final chords were still hovering in the air, there were shouts of approval and a
standing ovation”

(The Washington Post, September 22, 1990);

“What we are witnessing is music that dares simply to exist, shining like the sun, allowing
us to bask in its warmth. Mr. Artyomov’s profound religious convictions make him a rarity
among Russian composers and place him in the select company of Olivier Messiaen and the
early Krzysztof Penderecki in the international music scene”

(The Washington Times, January 26, 1992).

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

music who had been unrecognized for decades, proved that not being recognized in Soviet
Russia testified to one’s noble sentiments, profound feelings and deep emotions. At the same
time the failure to appreciate his genius shows clearly the spiritual indifference, the atrophy
of religious and moral sentiments and the dreadful moral decline in a society which was gov-
erned by an atheist system for many years. In this sense one could say that Artyomov was
ahead of his time in many ways.”

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

Doubtlessly Artyomov’s pessimistic outlook on life as well as the heroic stylistic elements
of his works are a result of his own personal fate. What is really surprising is something else:
Artyomov’s music is full of passionate and illuminating love which one usually cannot find in
artists who live in a dictatorial regime and in an atmosphere of hostility and hatred.

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

Translated by A. Hofmann
© Valeriya Lyubetskaya, 1997

Yuliya Yevdokimova
Artyomov — Requiem

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



one may enjoy it from a longer distance, and then it shocks by its majesty, by the might of
general conception, dynamics of emotional development, great power of impression.

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

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

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

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

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

The anxious state is sharpening (“Kyrie eleison”). Perplexity is increasing as the sound of
agradually stretched string. And against this background fixed, persistently pursuing ostinato-
like repetitions arise, disappear, and flare up again. Thus signs, symbols, topics, faces form a
strange and terrible interlacing in the nooks of a disarrayed mind... Remote bells ring impor-

tunately calling nowhere, the whole picture becomes obliterated, a new one flares up (“Dies
irae”), and the tragedy starts to acquire attributes of reality, assuming the material form of
aggressive consolidated evil. One can hear well steps of strained march motion, scansion of
mass declamation. It is the unity in evil, mass madness. The evil is not personified but with
that it is not at all foreign one (like it is, for example, in the Seventh Symphony by D. Shos-
takovich). The evil is inside ourselves, meaningless and destructive one, throwing, after all
that has been committed, into astonishment, into benumbed shock. And so that very “Day of
wrath” (“Dies irae”) displays the quite different facet — the organ is freezing hearts, solo parts
are moaning gently, and a sorrowful violin is questioning, unrequitedly questioning. Really,
is that all about us? Such a treatment of “Dies irae” is yet unknown in the history of music.

The stupor gives place to open, loud outburst of despair (“Tuba mirum”) — mass de-
spair, growing to ecstasy and dying away desperately in the resonant emptiness, in the infinite
icy space. Out of it arise nearly imperceptibly (“Recordare”), as if gradually acquiring their
shape, flesh, and power, voices of prayer, sorrowful lyrical outpourings. Single voices are lost
and hopeless. And the evil is nearby, fierce and mighty (“Confutatis”). Once again terrifying
plaints are heard, a crazy scanned declamation of “Dies irae”. As a call out of a roaring abyss,
a blazing inferno these hardly distinct human plaints are absorbed by a turbulent mass of evil
sweeping away everything it meets. Here is the turning point of the composition.

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

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

One circle is passed. “Benedictus” opens the second one. It begins with change from
imaginary, phantom light to quiet and meek despair full of prayer and hope. Music is grow-
ing more and more bright, showing affecting beauty of intonation (“Agnus Dei”). The evil



intrudes for the last time (“Libera me”’) with the culmination which has joined together con-
fusion of “Kyrie eleison”, despair of “Tuba mirum”, terrible horror of “Confutatis”, and sur-
passed them all. It is the future tragedy of the “doomsday”. And here the summit is reached
— “Requiem aeternam”, everlasting cleansing song of a rare beauty. “In Paradisum” is the
epilogue. It lacks a character or a personal mind; it is a fictitious picture exempt from all hu-
man passions, an “absolute truth” of good and light.

Such is to my view the most general outline of philosophical and emotional “plot” of the
composition. The scope of associations this music contains is unlimited, as is the historical
projection of its “subject matter”, as is infinite, compared to the earthly temporal measures,
the Requiem’s “plot”. Everyone may hear it in one’s own way.

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

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

One more thing is worth mentioning — the purity of musical language of the composi-
tion, the beauty as the initial ethical premise of all means, all methods of expression. There-
fore influence of the music is so strong. It is always beautiful. No extreme means of affecting

audience, no pressure, no excesses are applied. This is, indeed, a classic conception of art! The
audience is amazed by deepness of comprehension of meanings, accuracy of chosen musical
technique, genuineness of change of psychological states, lively and sincere intonation.

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

© Yuliya Yevdokimova, 1988.

Vyacheslav Artyomov
Opening speech before the performance of Requiem
dedicated to “Martyrs of Long Suffering Russia”
at the Great Hall of the Moscow Conservatory on November 7, 1997

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

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

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

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

We must expiate our sin through a nationwide repentance. To my great regret, the state
has never bothered to do it. The authorities make a compromise with those who crucified,
crushed and destroyed us for decades. The mere existence of the communist party is no evi-
dence of democracy in Russia; it is the connivance of the law. The legislation must protect
democracy from totalitarian movements threatening its existence. The crowds in the streets
carrying red flags on this very day are an evidence of their commitment to violence. It is an in-
sult not only to the millions of casualties but also to us, living ones, as all of us are martyrs too.

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

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

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

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

(Le Messager, No.177,1998)
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Vyacheslav Artyomov
BstuecnaB AptéMoB
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Banepus Jlrbeuykas
Bsavecaas AprémoB: Bo3pameHue K BeYHbIM EHHOCTSIM

B TeueHMe MOYTH NBAALIATU JIET COBETCKUE MY3BIKAJIbHBIE BIACTU BCSYECKU
IpPEensITCTBOBAIM MCIOJHEHUIO Tpou3BeneHuit BsuecnaBa AptémoBa. M ocobeH-
HO MocJie Toro, Kak B 1979 roay ero COYMHEHUsT CTaJIN UCTIOTHSTBCS Ha OCHOBHBIX
eBpomnelickux dectuBansix — B [Napuxe, Kénbue, Beneunu, Bapuiase u ap. To-
crionctBoBasiuasi B CCCP My3bikanbHas GI0pOKpaTHsi, TIIaBHBIM IPEACTaBUTEIEM
KOoTopoi 6611 cekpeTaprat Coro3za KOMITIO3UTOPOB — CBOETO poaa My3bikanbHoe I1o-
JIUTOI0PO, — OCYLIECTBIISIa MY3bIKAJIbHBII TeppOp B CTpaHe, AUKTYSI CBOU BKYCHI U
BBIHYX/1ast MCTIOJIHSTh U BOCXBAJISITh COYMHEHMST OTPAHMYEHHO TPYIIIBI JIULL, BXO-
NUBIIKUX B 3TOT KJIaH. MHOTO mo3xe — nocjie TpuyMdaibHoil mpeMbepbl Requiem'a
BsuecnaBa Aprémosa B 1988 rony — coznatens Cekperapuara v 6osiee TPUALLATH JIET
6ecCMEHHO PyKOBOAMBIINIT UM TuxoH XpeHHUKOB MPHU3HaT, uTo ero Cekperapuar
— 9TO KOMIaHUS «CaMOBJIIOOJEHHBIX Oe31apeil», 3aHAThIX UCKJIIOUUTEIBHO pacipe-
IeJIeHUEM MEXIy co00i TOCyIapCTBEHHBIX TIPEMUI U HArpaj.

Yem Oonpbimii yerex npuxonns K AptémoBy B Poccuu 1 3a rpaHuiieit, Tem Oonee
arpeccUBHOM K HEMY CTAHOBUJIACh PeaKIysi OI0POKPATHU: €0 COUMHEHUS] UCKITIOUATTUCh
13 KOHLEPTHBIX TIPOTPaMM, €T0 UMsI HUTJIE He YITOMUHATIOCH U, pa3yMeeTcsl, eMy He TUia-
THJIM 32 €r0 COYMHEHUs], MO0 OCHOBHOM 3aKa3uMK U MOKYMAaTeb CepbE3HON My3bIKH —
KoJsuieruss MUHKMCTEpPCTBA KyJIBTYpbl — Beelieso 3aBucesa oT Coio3a KOMITO3UTOPOB.

Tem He MeHee, HECMOTPSI Ha OTYASIHHOE COIMPOTHUBIIEHHE OIOPOKpaTuu, ApTé-
MOB B TeUeHUE BOCBMUIECSTHIX TOJOB OPTraHU30Ba U MPOBEN B MOCKBE HECKOIBKO
— € KaxIbIM pa3oM Bc€ Oosiee U Gojiee yCIEHbIX — KOHIEPTOB U3 COOCTBEHHBIX
MPOU3BENCHUN C yIacTHEeM 3HAMEHHMTHIX MY3bIKaHTOB, TakuX Kak Oner Kprica, JIu-
aHa Wcakanse, JImutpuii Anekcees, Cayntoc CoHaeukuc u ap. B atu xe rombl — ¢
HEMMOBEPHBIMU TPyIaMu — APTEMOBY YIAIOCh CAeaTh Hanboiee Ka4eCTBEHHBIMU
3aMUCH CBOMX MPOU3BEICHUN C 3TUMU U IPYTUMU MPEKPACHBIMU MY3bIKAHTAMU —
Omutpuem Kurtaeuko, Tumypom Mbin6aeBbiM, TaTbsiHO# [puHIEHKO.

Hacrosituum tpuymdoM KoMIo3uTopa crajia npembepa ero Requiem'a — rpannmos-
HOI1 JIATHHCKOI MeCCHI, MMOCBSIIEHHOM «MyueHrKaM MHOTOCTpananbHoi Poccun», Han
KOTOpPOii ApTEMOB paboTasl YeThipe rofa M KOTopasi Oblia ucrosHeHa 25 Hos10opst 1988
rona B 3aiie YaiikoBckoro B Mockse KayHacckum xopoM 1 opkectpoM MOCKOBCKOM (hu-

JIAapMOHMH 1o pyKoBozacTBoM Imutpus KurtaeHko. 3anuck Requiem'a, caenaHHast B 310
Xe BpeMsl, MTHOBEHHO pa3oliliack. Requiem ctas nmepBbIM COYMHEHHEM 3TOTO XaHpa,
KOTOpOe TpaHCIMpoBaioch 1Mo BeecotosHomy panuo (Hu Requiem Bepau, Hu Requiem
Moliapra o 3TOro He TPAHCIMPOBAIUCH IO «PETMTMO3HBIM» IIPUUMHAM) U KOTOPOE BITO-
CJICICTBUY CTAJI0 HE3aMEHMMBIM: IHU Tpaypa — 4acTo sIBJIeHUe B COBpeMeHHOM Poccuu.
B BoChMUTIECSATBIE TOMBI COUMHEHVST APTEMOBA HAYMHAIOT UCTIONHSTLCS B AMepuKe. B
1988 romy o mytu Ha npembepy B Jlac-Berac AprémoB Berpetuiics ¢ McruciaBom Poctpo-
nosuyeM B BaumHrrone, u Poctporniosuy, ycibiias cuMbonuto Aprémona «[Tytb K Onum-
TTy» , IPEIUTOXIUT HATIMCATH HOBOE MPOU3BEICHIE TSl UCTIOMHEHMST OpKecTpoM «HarmoHa -
Hast cumdonust» B Kennenu-1ieHTpe. Takum npousBeaeHreM crana cuMdonust «Ha mopore
CBETJIOTO MUPa», BIepBbIe UCTIOHEeHHas B BaiHrrone B ceHTsiope 1990 rona. CumdboHust
ObLIa C SHTY3Ua3MOM MPUHSITA IyOINKOI U KPUTUKOM, 1 APTEMOB TIOITyIIJT HOBOE TPEIIO-
>keHHe ot PoctporoBuya. B pesynsrate nosiBUMCH etie Be ciMboHnM — «Tuxoe BesiHbe» U
«JleHHU1Ia BOCCUSIET», KOTOPbIE ObUTH UCTIOHEHBI PocTpornoBryem B BalHIToHe B stHBape
1992 rona u B JlonnoHe B utone 1993 rona. Bee a1 pabotsl BMecTe ¢ cumMbonueit «I1yTtb k
OnmmITy» COCTaBIIIM TETPATIOTHIO ITOf, 00IMM HazBaHMeM «CruMponust [Ty,
BoT HecKoJIbKO LIMTAT U3 aMEPUKAHCKOM MIPECChI:
«[Tepsas yactb TeTpanoruu — Ilyms k Oaumny — OLIETIOMIISIIONIAS» .
(«The Washington Times», 20.09.1990)
«Ha nopore cBetiioro mupa BsuecnaBa ApTéMoBa — 3T0 TBOPEHUE IFeHUS ... DTO —
MSTYIIAsICS My3bIKa, TTyDOKO BOJHYIOIAsI U HEOOBIKHOBEHHO KPAaCUBasl...».
(«The Washington Times», 24.09.1990)
«B TO BpeMmsi, KaK 3aKIIOUUTEIbHbIE AKKOP/IbI €1LE Mapuin B BO3AyXe, pa3aainch
KPUKHU ONOOPEHUSI U OBALIUU CTOSI».
(«The Washington Times», 22.09.1990)
«MBI siBIIsSIEMCST OUEBUILIAMU MY3bIKH, KOTOPAsi OTBAXXMBAETCSI MPOCTO CYIIECTBO-
BaTb, CHSISI KaK COJTHIIE, ITO3BOJISTIONIee HAM HACIIaXKIaThes ero TeruioM. [irybokue pe-
JIMTUO3HBIEe YOSXIeH!s T-Ha APTEMOBA JIeNIalOT ero PEIKUM SIBICHUEM CPElU PYCCKHX
KOMITO3UTOPOB U BKJIIOYAIOT €ro B M30paHHyto komnanuio O. Meccuana u paHHero K.
[eHnepenkoro Ha MUPOBOIA My3bIKAJTbHOH CIIEHE».
(«The Washington Times», 26.01.1992)
ApTEMOB cTaJ1 HanboJIee U3BECTHBIM U3 XKUBYIIMX B PoccrM KOMITO3UTOPOB, O HEM 1
€ro My3bIKe CHSTO TIOJITOPA IECSTKA TeJIEBU3HMOHHBIX (DITEMOB, (PECTHBAIM €ro My3bIKHI
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npoxonaT kak B Poccuu, tak u B EBponie u Amepuke. HecmoTpst Ha 3710, ocTarorcst, Kak
U TIpEXIe, aKTyaJbHbIMU CJI0Ba, CKa3aHHBIE MpodeccopoM MOCKOBCKOI KOHCEpBaTOpUU
Muxanniom TapakaHOBBIM 0 TBOpUYeCTBe ApTEMOBA:

«Macmep my3viku, decsimunemusmi OKPYICEHHbIL OPeonoM HenpusHanus, Apmémos doka-
3an co00t0, 4Mo 0451 UCHUHHO20 XyO0XHCHUKA 8 cogemckoii Poccuu nenpusnanue — smo namenm
Ha 62a20po0cmeo, biconty 4y8cme U enyOuHy nepexcueanuii U 00HOBPEMEHHO MO 8adcHeilulee
cgudemenscmeo 0yxXo6Ho20 be3paznudis, ampo@ui Hpa6CMEeHHO20 U PeAURUO3HO20 HY8CMEa U
Kamacmpoguuecko2o OnouIeHUs: Hpasos 6 obuecmae, nepedicusuiem MHozoemHee 20cno0Cmeo
ameuzma. B smom cmovicae modcHo ckazamo, umo Apmémos HamMHO20 onepeoun c60é 8pems».

CaM xe ApTEMOB CUMTAET ce0s1 HACTIEAHMKOM BEIMKUX POMAHTUYECKUX TPALULIAIA
U TIPOAOJIKATENIEM TYXOBHBIX CTPEMJIEHMI PYCCKOI KyJIbTypbl Hadyana XX BeKa, Ha-
CUJILCTBEHHO MpepBaHHbIX KaTacTpodoii 1917 rona. HeT coMHeHbs1, 4TO Tparuyeckoe
MMPOOIIYLIEHUE KOMIIO3UTOPA, KaK U YEPThI FEPOMYECKOT0 CTUJISI B €TO TBOPYECTBE, —
9TO ciieACTBUE ero cyap0Obl. [lopa3utenabHo Ipyroe: B My3bike ApTEMOBa ObETCS cepaLe,
HCIMOJTHEHHOE TaKOM MCCTYIUIEHHOM, TIPOCBETIISIIONICH JTI00BU, KaKOi, BEPOSITHO, MbI
He HailiéM cpenu Xy10XXHUKOB, MOJBIACTHBIX IUKTATOPCKUM pEXMMAaM CTPaH, XyI0X-
HMKOB, TBOPUBLIMX B aTMOC(hEPE CONPOTUBIEHUS U OKPYKEHHBIX HEHABUCTbIO.

ApTEMOB BepUT B NPEOOPakeHUE TBAPHOTO MUPa MOCPEACTBOM MY3bIKU. OH yTBepXK-
JIaeT TUI IPOCBETJIEHHOTO HPABCTBEHHOIO CO3HAHMs1, 00pa3 rapMOHUYECKOTO BCEIEHCKOTO
OBbITHS, ITyOOKO KOPEHSLLMIACS B PEMTMO3HOIM npupoze ayu. Ero uenb — nommHHOCTh
KaX/I0r0 MIHOBEHUSI UHIMBUIYIBHOI XU3HU MPEBPATUTD B MY3bIKAJIbHOE MEPEXUBAHUE
KOCMMUYECKOTO 3HAYEHUSI.

© Banepus Jlobeykas. 1997

FOnus Esdokumosa
Aptémos — Requiem

DTO COYMHEHME HE BOJIHYET — OHO MOTpSICAaeT, Tep3aeT AyLly, BhIPbIBAET U3
MUpa OOBIJEHHBIX YeJIOBEUYECKMX 3MOLMUIL, 3aCTaBISIET COOPOTHYThCS; MyYyaeT U
OJIHOBPEMEHHO MPOCBETISET, OUUILAET cepAle. JloNro He MOXET YIUTH U3 MaMsITh
— MOHYXIaeT IyMaTb O MY3bIKe, O ce0e, O CBOEM MeCTe B XKM3HH, O HPaBCTBEHHBIX
KPUTEPUSIX B HEM.

Kommoszurop mocBsTui npousseneHre « MydeHMKaM MHOTOCTpagaibHoi Poccum»
U, COpa3MEpHO MaclITaby Tpareiuu, Co3dajll TUTAaHTCKYIO 3BYKOBYIO 3MOIEI0, BEIU-
YECTBEHHBII MOHYMEHT C TLIATEJIbHOM BBIITMCAHHOCTBIO BCEX NeTajieil, TOHKOM Mpo-
paboTaHHOCTBIO KaXIOTO LITPUXa U BMECTE C TeM — HeoObSITHBIN. Kak rpaHanosHoe
KMBOIKUCHOE TIOJIOTHO, 3TO MPOU3BEACHUE MOXHO JOJTO «PacCMaTpUBaTh» BOJIM3U,
BHUKasl U MOpaxasiCh CMBICJIOBbIM 3HAYCHUSIM KaxXIO0i 3BYKOBOW moapodbHoctu. Ho
MOXHO OTOMTH Ha pacCTOSTHUE — U TOTJa OHO MOTPsICAET BEJIMYECTBEHHOCTBIO, MOILIBIO
o01Ieit fpaMaTypruv, IMHAMUKOW 3MOIIMOHAJILHOTO Pa3BUTHS, MOTYUEil BJIaCTHOCThIO
XYIOKECTBEHHOTO BIICUATICHMUSI.

PexBuem... D10 oTHIONb He MeTadopa B JaHHOM cilyyae, HO Ta €IMHCTBEHHasl B
UCTOPUU MY3bIKAJILHOW KyJIBTYpbI (hopMa ¢ 6e3rpaHUYHBIM 10 00BEMY MCTOPUYECKOI
«TTaMSITU» CIOKETOM, BOOPABIIMM B ceOsI BCe KOJUTU3MM 36MHBIX KatacTpod, CTpanaHuii
— HaJIeX/bl, OTYASHUSI, OUMILEHNUSI, CMUPEHMUSI, TIPOLLEHUST U TTPUOOPETILIMM 3HAYEeHME
BCeUeJIOBeUeCKUX 00001IeHni. PekBreM — 3T0 ucrnoBenb nepea yeaoBeyecTBoM. Obpa-
1eHre KoMITo3uTopa K PekBruemMy ObUTO 1J1sI HETO CUMBOJIOM CONTPUYACTHSI PYCCKOM Tpa-
TeINH, TpareusiM MUPOBOI MCTOPUH, TIPHUOOIIIEHUS K BEUHBIM JTyXOBHBIM IIEHHOCTSIM,
OKOHYAaTCJIbHOC MOCTUXKEHUE KOTOPBIX MPOMUCXOAUT TOJBKO Ha ITOPOTe XKU3HU U CMEPTHU.

BMecTte ¢ TeM KOMITO3UTOpP TOJIKYET TPAIMIIMOHHBIN TeKCT PekBuema wmHaue —
TPOEIMPYET €ro Ha COOBITUSI OTEYeCTBEHHOM NCTOPUU, BOCTIPUHUMAET KakK CBUAETENb,
o4yeBuUIeL. KaHOHVl‘leCKI/lI‘/JI TEKCT CTAHOBUTCSA MMITYJIbCOM, UCTOYHMKOM BO3HMKalO-
IIMX B TBOPYECKOM CO3HAHUM KOMIIO3UTOpA acCOLIMATUBHBIX KapTWH, 00pa3oB. Me-
HsIeTCS TMPMBBIYHAS TPAaKTOBKAa MHOTHMX 4acTeil, Hampumep, Kyrie eleison, Dies irae,
Tuba mirum, Benedictus. TekcT HamojHsieTCs: HOBbIM, HAMM TIEPEKUTBIM CMBICIIOM,
«CIOXeT» 00peTaeT 0co0yI0 SMOLIMOHANBbHYIO cuily. Tak poXmaeTcsl cjioxKHasi, MHOTO-
cJI0ifHas KOHLIETIMSI COYMHEHUS, BCe MYy3bIKaJdbHble 00pa3bl KOTOPOTO MOAYMHEHBI
aBTOPCKOM, MHIUBUIYATbHOW «ITpOTpaMMe» U OJHOBPEMEHHO COOTHECEHBI C BEUHBIM
YCTaBOM TPaypHOTO pUTYaJa.

PexkBrieM HaumMHaeTcst ¢ BOpoca — KOPOTKOTO M CTPAacTHOro. Yto OyaeT oTBETOM
Ha Hero? Jlyue3apHbIii cBeT Sanctus WM MpoliiajbHasl MeCHb OUMIIEHUS MOCISTHETO
Requiem aeternam? Ho 10 3TOro KOMITIO3UTOP MPOBEAET HAC 10 CIOXHOU JOpOTe CO-
TepexXuBaHus Tpareauu ¢ 0e3IHaMM OTYasIHUSI M B3JIeTaMU Halexn, O0e3rpaHuYyHON
CKOPObIO, MPOCTUPAIOIIEHCS OT CMSITEHHBIX CTEHAHW 10 OTPEIIEHHON MOJIbObI, OT
OCTPOJIMYHOI 6OJIU 10 BCEYEIOBEUECKOTO Tpaypa.
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Ipoiinem, caymareib, O 3TOU JOPOTe SMOLIMOHATBHBIX KOJLTH3HIA!

TocknuBoe, HemoHSATHOE, cMyTHOe HenoymeHue (Requiem aeternam). CoBcem He
«BEYHBII MMOKOI», HO TpeBOra, HeOObsICHMMAsT U HaBsi3uMBasi. Bsi3ko ABMXeTcs Mac-
ca OPKECTPOBBIX OJIOCOB, 63 0COOBIX MHAWBUIYATBHBIX, TMYHOCTHBIX BBIIBUKEHUI.
IpaBma, roJoc cCoMMpyloLeil CKPUIKHM BOMPOILIAET, HO Y Koro 1 o yeM? Bomporraer B
cBoeii Jlyiie wiv B 3aTSIHYTOM IeJIEHOI TOCKY Mupe?

Cocrosinue TpeBoxxHOCTH oboctpsieTcst (Kyrie eleison). CMsaTeHre HapacTaeT, Kak
MOCTENIEHHO HATATHBAIOIIASICSI CTPYHA, PE30OHMPYIOIIAs BCE BBILIE U BBIIIE. A Ha €To
¢oHe — HaBsSI3UMBbIE, HEOTCTYITHO MpECIeayIOle OCTUHATHbBIC TOBTOPEHUSI, Ucue3a-
[oLIKe ¥ BHOBb BCIIBIXMBaIOIIYe. Tak B MOACO3HAHUY CMSITEHHOM TyIIW MeperieTaloT-
Cs1 CTPaHHO ¥ XyTKO 3HaKW, CUMBOJIbI, CIOKETHI, TUIIA... HeoTBsI3HO 3Byyar KosoKona,
NaJIeKre U HUKyIa He 30ByLLue... KapTuHa ctupaetcs, BCrbIXuBaeT HOBBI kaap (Dies
irae) W Tpareausi HAYMHAET OOPETaTh PEATbHOCTh, MATEPUATU3YETCsI B OOJIMKE HACTY-
MaTeJIbHOTO, COMMAAPU3MPOBAHHOTO 371a. XOPOILIO MPOCTYIINBAETCS] CKAHANPOBAHHAS
MocTyIb 1e(OPMUPOBAHHOTO MAPILIEBOTO IBUXEHMSI, MaCCOBOM NekiaMauuu. EquHe-
HHe B 3JIe, MacCoBoe Oe3ymue. 3710 HETMIHOE, HO TIPUTOM OTHIOAb He MHOPOIHOE (KaK,
Hamnpumep, B Cenpmoii cumdonuu LllocrakoBiya). 3710 B HaC caMux, 6€CCMBICTIEHHOE
U COKpyllIalolllee, MPUBOSILLIEE MOCIE COACSIHHOIO B U3YMJIEHUE, OLENEeHEHHOe Mo-
TpsiceHue. Y BOT TOT Xe «IeHb rHeBa» (Dies irae) obopaunBaeTcsi COBepIIEHHO UHOM
MIMOCTAChIO — JIEIEHUT CEPALIE OpraH, TUXO CTEHAIOT COJIbHBIE TOJI0CA U BOMPOLLAET,
6e30TBETHO BOIMPOLIAET CKOpOHasi ckpurnka. Mbl v 310 66111 ? Takoii TpakToBKM Dies
irae UCTOPYSI My3BIKH HE 3HaJIA.

3a onienieHeHNEM — OTKPHBITBI, TPOMKHIA B3pbIB oTyasiHus (Tuba mirum) — macco-
BOTO OTYASTHUSI, BO3PACTAIOIETO, TOXO/SIIETO 10 NCCTYTUICHUS U Ge3HAIEXHO 3aTuXa-
IOILIETO B TYJIKOI MyCTOTE, B GecnpeNeIbHOCTH JIEASTHOTO IpocTpaHcTBa. V3 Hero enBa
3ameTHO (Recordare), clOBHO MocTerneHHO MPOSBISISICh, 00peTasi KOHTYPHI, IUIOTh,
CUJTy, HAYMHAIOT 3BYYaTh TOJOCA MOJBObI, TOPECTHBIE JUpUUecKUe u3musiHusi. OT-
NeJIbHbIE TOJI0ca — 3aTepsIHHbIE U Oe3HaleXHbIe. A 3710 PSIIOM, OHO CHJIBHO U YITOPHO
(Confutatis). BHOBb XyTKue cTeHaHMs, Oe3yMHasi CKaHAMPOBaHHas Aekiamanus Dies
irae. U kak 30B U3 ropstueii 6e3MHbI, U3 OTHEHHOW IMyYUHBI €IBa Pa3TMYMMBbIe JTIOICKIE
CTEHAHWsI, TIOTJIOLIEHHbIE BUXPEBOI MacCcOll BCe CMETAIOIIEro Ha CBOeM MyTH 31a. B
IpaMaTypruy COYMHEHMsT HACTYMAeT nepesioM. Lacrimosa OTKpbIBaeT HOBYIO CTPAHUILY.
Tuxyio, MIEMSIIIYIO cepille CKOpOb U3IMBAET MEIOIMs CKPUMKU. Jlaiekue KOJoKoa

BO3BELIAIOT O IpsiiyleM Nokoe. 3aynokoiiHas MoiauTea (Domine Jesu Christe) 3Byunr,
KaK BEJIMKUI CUMBOJI 3TOTO MOKOSI B BEUHO CYETHOM, HUKOT/a HE YCTIOKaUBAKOLLEMCSI
mupe. TopxkecTBEeHHAst OTPEIIEHHOCTb pUTYyalla, Tpaypa, 3a CTeHaMU KOTOPOTO MEYeTCsI
U TIPOJOJIXKAET O€3yMCTBOBATH MUP.

N3 «00BbeKTUBHOI» (HOPMBI BBIpAXXEHUSI CKOPOb MEPEBOAUTCS B OCTPO JIMYHOCT-
Hblii T1aH. Hostias et preces — yacTb, B KOTOPOU CTOHET Kax/blit rojioc. O61ieyesioBe-
yecKasi Tpareivsi peoMJIsIeTCsl CKBO3b MPU3MY MHIMBUIyaIbHOM aymm. Y, HakoHel,
— MEePBbIA BBIXO. Sanctus yBOIUT B MUP «HECKA3aHHOTO CBETa». YBOAMT MOCTENEHHO,
3ByyaHUe MpPOCBeTIsieTcss Ha riasax. CroHyuue uHToHauuu Recordare, Lacrimosa,
Hostias, BroxxeHHbIE B TPOCBETICHHBIE TEMOPBI IETCKUX TOJI0COB, OCBOOOXIAIOTCS OT
rpy3a cTpacTeii, 00peTaloT 1OBEPUMBOCTb U POOKYI0O HAMBHOCTh, HE3aMETHO PACTBOPSI -
I0TCSI B M3JTy4YalOLeil CUSTHUE UTPE YUCTBIX 3BYKOBBIX KPACOK.

Opun kpyr nipoiineH. C Benedictus HaunHaeTcst Bropoit. HaunHaercs nepexonom
OT UPPEATbHOTO, WITIO30PHOTO CBETa K TUXOMY, CMUPEHHOMY, HO OTYasIHUIO C MOJIb-
00i1, HagexXIoii. 3ByJ4aHue CTAaHOBUTCS Bce OoJiee U GoJiee CBETJIBIM, OOpeTaeT Tpora-
TeJbHYIO KpacoTy mHTOHauuii (Agnus Dei). [Tocnennuit pa3 Bropraercs 310 (Libera
me) — KyJIbMUHalMs1, BOOpaBLiasi B cedsi cmsiteHHOCTh Kyrie eleison, otyasHue Tuba
mirum, ctpactHbiil yxxac Confutatis u npeB3oleniias ux. [psaymas Tpareaust «BTo-
poro nipuiecTBusi». M BOT BepimHa — Requiem aeternam — BeyHasi, pemJaiiiieit Kpa-
COTBI MecHb ounilieHusi. In Paradisum — smutor. BHe reposi, BHEe TUYHOTO CO3HAHMS;
vppeajibHasi KapTUHA OCBOOOKIEHHAS OT BCEX YEJIOBEYECKUX CTPACTeil BBICOKOTO NHO-
ObITHSA. “AOCOTIOTHAS UCTUHA” 100Opa M CBETa.

Takoit BumMTCST HaM camasl oOOIIasi BHYTPEHHsII KaHBa (UI0codCKo-
5MOLIMOHAJIBHOTO “ctoxkera” counHeHus. OObeM accouuauuii Tasiuxcs B riyOuHe
9TOM MY3BIKM 0e3rpaHWYeH, KaK 0e3rpaHMIHa UCTOpUYECKas TIPOEKIIUS “TeMbl” TIPO-
U3BEICHUS, KaK OecrpenesieH B 36MHBIX KPUTEPUSIX BpeMeHM “cioxer” PekBuema.
Kaxnp1it MOXeT yCIbIIaTh €ro Mo-CBOEMY.

Kpome Toro, cama My3bika OpueHTHpPYeT Ha TaKyl0 MHOTOCIOHOCTb BOCTIPUSITHSI,
GoraTasi pa3BETBJIEHHOI CUCTEMOI CEeMaHTUYECKUX 3HAKOB, CUMBOJIOB. CUMBOJI — pycC-
CKasl 3aynoKoifHasi MOIMTBa, 3Byyailasi B Domine Jesu, Ta “KOHKpeTHast” neTaiib, yKa-
3yoliasi Ha BpeMsi M1 MecTo cOObITHI. CUMBOJIMKA MCXOIUT OT KOJOKOJIBHOIO 3BOHA,
MOYTH B KaX/0i YaCTH B3bIBAIOLIETO K UCTOPUUYECKOM MaMSTH CJIYLIATeNs, HO HAMOJ-
HEHHOTO BCSKWIl pa3 HOBBIM, OCOOBIM XYIOXECTBEHHBIM CMBICJIOM — TO 3TO TOJIype-
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TBHBIA OT3BYK, TO Habat, TO MOTrpedalbHBIN 3BOH, TO BOCIIOMUHaHUE... CUMBOJIOM
JIMYHOCTHOTO TOJIOCA BBICTYIAET CKPUITKA-COJI0 — TOTO T0JI0Ca, KOTOPbIil 6E30TBETHO
BOIpOLIAET B MEPBOi yacTu, ckopour B Lacrimosa, psercsi ¢ Moabboii B Benedictus,
BTOPUT B AMaJIore HeOeCHOU IecHe mpoliaHusi B Requiem aeternam. [TomHBI cemaH-
TUYECKMX CMBICJIOB MHTOHALIMM MOl CeKyHIbI, TPOHU3BIBAIOLINE BCe COUYMHEHUE,
KaXJIyI0 €ro 4acTb. Mbl YyBCTBYEeM MpeeMCTBEHHOCTh PekBuema BsiueciaBa AptéMoBa
C JyYIIUMH TPOU3BENCHUSIMU 3TOTO XaHPa MUPOBOI MYy3bIKHU, IITYOOKYI0, KOPHEBYIO
cBsI3b ¢ My3bIKoil baxa. Mmio3ust 6e3rpaHudyHOrO 3ByKOBOTO MPOCTPAHCTBA, KOCMMU-
4YecKOoro maciurada “meicTBUsl” UMeeT 30HY aCCOLIMATUBHBIX aHAJIOTUI — C KOCMOCOM
Ckpsiorna. Jlyue3apHblil cBeT Sanctus OTChUIAET MaMSITh CIyIIATeNss K CTpaHUIaM
“Ckaszanus o rpage Kurtexe” Pumckoro-KopcakoBa. A cama KOHLIETIINST COUMHEHUSI-
UCKYIUIEHUS!, TUXOTO MPOLIEHUS, BO3BBILICHUS IyXa MePe JIULIOM BEYHOCTH — 3TO JIU
He UCHEJISIOoNIasi KOHIIETIIUST BCETO BEIMKOTO PYCCKOTO UCKYCCTBa!

U BMecTe ¢ TeM ITy60KO COBpeMEHEH AMHAMMYHBIN KOHTaKT Pa3HbIX My3bIKaJTbHO-
CEMaHTUYECKUX IJIACTOB, MHTOHAILIMOHHO FApMOHUYECKUX CPEICTB, alleJUIUPYIOILNX K
MY3bIKJIbHOMY OTBITY CITyLIATeNsI M OObeIMHEHHBIX TOYHBIM JpaMaTyprHYecKiM 3a-
MBICJIOM.

U eie 06 0MHOM HEOOXOOUMO CKa3aTh — O YKMCTOTE XYJIOXKECTBEHHOIO sI3bIKa
COYMHEHUSI, KPacoTe, KaK MCXOAHOM 3TUYECKO# IMPEeANOChUIKU BCEX CPENCTB, BCEX
MpUEMOB BbIpaxXeHHs. [10oTOMY Tak MCKITIOYMTETBHO CHJIBHO BO3IEHCTBHE MY3bIKH.
OHa KpacuBa Bceraa. HuKakux skCcTpeMalibHbIX CPEACTB BO3ACICTBUS HA CIIyLLATeNsl,
HUKAaKOTO JIaBJICHWsI, HUKAKUX NpeBbIeHni. Kiaccuueckass KOHIELUST UCKycCTBA!
Iotpsicaet caymaresns TIyOMHA MOCTHKEHUST CMBICTA, TOYHOCTh HalIEHHBIX XyIOXe-
CTBEHHBIX CPEJICTB, MOMTMHHOCTh CMEH TICHXOJIOTUYECKUX COCTOSIHUIA, BEUHO XUBast
MCKPEHHOCTh MHTOHAIWH.

B kakoM psimy XyIoKeCTBEHHBIX IIeIeBPOB CTaHeT 9To counHeHue? B psiny Pexsu-
emoB Morapra, Bepnu, bepiunosa, bpamca, [IBopkaka? B psimy 11 KICTOpHUYECKUX BITO-
neit Mycoprckoro, Pumckoro-Kopcakosa? Uinu B psimy cumbonunyeckux apam Llo-
crakoBuya? OnpenenuT 3to, BUAMMO, Oyayiiee. Ho Tel, ciyliatesib, He MpoiaM MUMO.
MoxeT ObITh, ThI YCIBIIIUIIb B ATOM COYMHEHUY CBOIA TrOJI0C, CBOIO cynb0y? Benb mepen
TO0O — 3BYyKOBOIf ITAMSITHHUK TPareIny pycCKOTo Hapoza.

© FOnus Esdokumosa. 1988

Bsauecaae Apmémos
BerynurensHoe c10Bo nepes ncnonHenneM “Peksnema”,
nocsAmEHHOro “MydyeHuKam MHOrocTpaaaibHoii Poccun”,
B Bojbmom 3a;1e MocKoBCcKoii KoHcepBaTopuu 7 Hosiops 1997r.

CerofiHst MbI OTMeUaeM CKOPOHYI0 naty — 80-j1eTre 60IbIIeBUCTCKOTO MEPeBOPOTa
B Poccun. CnencrBueM ero siBUIMCH TMOEIb MUJUIMOHOB JIIONEH, pa30peHue CTPaHBI,
M3THaHUE MHOTHMX ThICSIY €€ TpaXKaaH U3 e€ MpeesioB, CO3AaHue Ha e€ TepPUTOPUU Tro-
cynapcTBa — MAIIUHBI IS yTHETEHUsI, — KOTOPOE TepPPOPU3UPOBATIO HACEICHHE, MOPH -
JIO TOJIOZIOM, CCBUIAJIO B JIATepsl.

Karactpoda, nocruruasi Poccuto, npuHeciaa He TOJIbKO HEMCUMCIUMBIE YeIOBe-
YecKue XKePTBHI : OHA HPAaBCTBEHHO MCKaleunia HallMio. BracT moompsuim 1oHOCH-
TEeJTbCTBO, MPEAATENbCTBO. YeToBeK nepecta ObITh LLEHHOCTHIO, a CTajl OPYAUEM YbMX-
TO MHTEPECOB, OPYAUEM — KaK B “30He” — cO CBOUM HOMepoM. DaKkTHUecKU BCs CTpaHa
cTajla OrpOMHOI “30HOI”: BCIOAY Y€JIOBEK CTpaial He TOJbKO (DU3NYeCKH — Ha HEero
0Ka3bIBAJIOCH TIOCTOSTHHOE HPABCTBEHHOE M TICHXOJIOTMYecKoe napieHue. M HUKTo He
ocTaBajicsl 0€3 BHUMaHUS.

MBI IPOKIITN TPAarMIeCKUi BeK, OH yxe Ha rcxoze. OTisibiBasiCh Ha Hallle KpoBa-
BOE JIECTTIOTUYECKOE TPOIIIIOE C €r0 HACUJIMEM, €0 MPe3peHneM K YeI0BEUeCKOi JIN4-
HOCTH, Cé JOCTOMHCTBY U CBO60,[[C, MbI MOXXEM MCIIBITBIBATH TOJIBKO YYBCTBO CThiAa U
pacKastHsI, TaK KaK MbI BCe — KaK HapOJ — TIOBUHHBI B TOM, YTO JOTYCTUIJIU STOT KOII-
Map, YTO TIOOLIPSUIM €r0 CBOMM Oe3[eiicTBIEM, MTO3BOJISIA ceOsi OOMaHBIBATb.

31y MPOTUBOCTOMT TOJILKO CUJIA, MHAYE 3JI0 TOPKECTBYET. M bl MO3BOJIMIIN 311y TOP-
JKeCTBOBATH HAJl HAMU — B 3TOM Halll BEJIUKWI1 HAMMOHAIBHBIN Tpex. Ho rpex He ToIbKo
repes coboii, HO U MHOTUMU JIPYTMMM HapoJaMH, HaJ KOTOPBIMU OOJIbIIEBUCTCKAS
BJIACTb UMHUJIA PACTIPABY.

WckynuTh cBOU TpeX MBI NOJDKHBI OOIeHAMOHANBHBIM MoKasHueM. K Be-
JUYaiieMy CoXaJeHWIo, OHO He COBEPIIMJIOCH TOCyZapCTBOM. Biactu uayr Ha
KOMIIPOMHUCC C TEMU, KTO paclMHaJl, pacTanTbiBal, JeCSTKHU JeT yHuxan Hac. Cy-
LIecTBOBaHME KOMIIAPTUU — HE CBUAETENLCTBO AeMoKpatuu B Poccuu, a momyctu-
TEJIbCTBO 3aKOHA. JleMoKpaTusi 3aKOHOAATEeNbHO NOJDKHA OBITH 3allMILeHa OT TO-
TaJUTAPHBIX IBUXEHUI, YTPOXKaOUIUX €€ CyleCTBOBaHUIO. TOJIIbI MO KPaCHBIMU
(maramu Ha ynuiiax UMEHHO B 3TOT J€Hb - CBUAETEIbCTBO TOTO, YTO OHU HE OTKa-
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3QJIMCh OT HacUJIKsl. DTO OCKOPOJIEHUE HE TOJBbKO MUJUIMOHOB OTUOLINX, HO U HAc,
KUBYIIMX, MO0 U MBI BCE — TOXE MYYEHUKH.

HauuoHnanbHoe nokasiHue HeooxoauMo Poccuu, 3T0 MyTh HPABCTBEHHOTO OYMILIE-
HUs Hauuu. Y ecnu BiaacTh He B CUJIaX MOHSTh BAXXHOCTb 3TOIO OUMCTUTEILHOTO aKTa
IS BCETO HAapo/a, TO Mbl BCE BMECTE, KaK WIEHBI TPaXXIaHCKOTO OOILECTBA, CIOCOOHBI
B JyllIaX CBOMX MEPEXUTh 3TO MOKAsTHUE U BOMTU B HOBOE CTOJIETUE JYXOBHO OYMCTHUB-
LIMMUCS.

4 coznan “PexBueM”, TOCBIIEHHBIN “MydeHrMKaM MHOToCTpanaibHoit Poccumn”,
4TOOBI KaXJI0MY YEJIOBEKY 1aTh BO3MOXHOCTb COBEPILUTh MOKAsiHUE B CBOEM CepJLIe.
“PekBueM” — 3TO MaMSITHUK Halllei TparuuecKoii UICTOPUU, HO ITO — U OpyAUe Hallei
IIlyXOBHO# caMO3aluuThl. JIeHb MOMUHOBEHHUS, KOTOPbI cOOpas HaC B 3TOM 3aJie, — 3TO
3HaK Hallleil COBECTH, 3HAK HAILIEro 0TKa3a OT MOCTbIIHOTO MPOLLIOro, HAlIero CTpeM-
JIEHUSI K TIOKasiHUIo. BceM XepTBaM THpaHUM, BCEM MYYE€HUKaM, Ternesa KOTOPBIX CTy-
YUT B HALM CEPALIA, Mbl CETOJIHSI OTBEYAeM 3ayMIOKOMHOI OYMCTUTENIbHOM MOJUTBOM.

W paii Ham, Tocnoau, pazyma u BOJIM, YTOOBI paccTaThCsl CO CBOEH HEHABUCTHIO,
37100011, 3aBUCTBIO, KOPBICTOIIOOMEM; YTOOBI MBI CMOTIJIM NEPEBEPHYTH MOCIEIHIO
CTPaHMIly CBOEH TParMyeckoil UCTOPUM; YTOOBI Mbl M30paIu U3 CBOEH CPeibl HOBBIX
JIIOfIEN ¢ YECTHBIMU JIMLAMU, YMCTBIMUA PYKaMU U KaXIOU MpeoOpakeHUs! CTPaHbI,
MPEXJIe BCEr0 — HPAaBCTBEHHOTO, ¥ KOTOPbIE TIOMOIJIM Obl HAM CO3/1aTh CIIPaBELJIMBOE
IIEMOKPaTUYECKOE OOLLECTBO.

B aT0OT caMmblii Tparnueckuii ieHb B UCTOpUM Poccuu Mbl BEpUM, YTO HACTYITUT Bpe-
Msl, KOTZla Halla HallMOHAJIbHAsI COBECTb 3aCTaBUT HAC 3aKJIIOUMUTH AaTy “7 HOsI0ps” B
TPaypHYIO PaMKy, 3aXOPOHUTb MyMMIO OCHOBATEJISl TEPPOPUCTUUYECKOTO TOCYAAPCTBa, a
OBIBLIMI MaB30Jieil PEBPATUTDH B MaMSTHUK HEMCUYMCIUMBIM XEePTBaM TOI Ge3yMHOM
Biactu. U mycThb B HEM JIeHb U HOUb, KaK BEYEBOI1 KOJIOKOJI, 3BYUUT ITOT “PexkBrem”.

(Becmnux PX/I, No.177, 1998)
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BsiueciaB Aprémon

Requiem

I. Introitus. Requiem aeternam (1). . . . . .. .................... 4.50
1I. Kyrie et Sequentia
Kyrieeleison (2) . . . . . . . 0 e 3.40
Diesirae (3). . . . . o e e 2.19

(Ba) . o 5.09
Tubamirum (4) . . . . . . . 3.27
Recordare, Jesupie (5). . . . . . . o o 7.28
Confutatis maledictis (6). . . . . . . . . . ... 4.12
Lacrimosadiesilla(7) . . . . . . . . . . . 3.57
I11. Offertorium
DomineJesuChriste (8) . . . . . . . . . . . . e 3.08
Hostiasetpreces (9) . . . . . . . o o o 4.42
IV. Sanctus
Sanctus Dominus Deus Sabaoth (10)
Benedictus (11) . . . . . . . . . . e
VAgnus Dei (12). . . . .. . . o
VI. Libera me
Liberame (13) . . . . . . . . e 6.12
Requiemaeternam (14) . . . . . . . . . . . 6.28
VIL In Paradisum (15) . . .. ... ... ... ... .. .. ... 6.00
OOIIEE BPEMSI BBYUAHMS . « © « o v v v v v e et e e et e e e e e e 76.19

Ha natusckoM si3bike.  XOp MaTbIMKOB MOCKOBCKOTO TOCYIAPCTBEHHOTO

3amucb 1989 xopoBoro yumuiia uMeHu A. CBELIHUKOBA
XynoKeCTBeHHbII pyKoBoauTesib Buktop [Tonos
Kaynacckuii rocynapcTBeHHbII XOp
XynoxecTBeHHbII pykoBoautesb [sTpac bunrsimc
AkaieMUuecKuii CMM(OHUYECKUIT OPKECTP
MOCKOBCKO#1 TOCymapcTBeHHOM (prtapMOHUN
Juprxep Imutpuit KuraeHko

3Bykopeskuccep: C. [Tazyxun

Juzaiin: [T Kykos

Wnna [NossHckast, corpaHo
JIo60Bb LLlapHuHa, conpaHo
Enena bpbuiésa, conpaHo
Anekceit MapTbIHOB, TEHOP
Muxau JlaHckoii, GapuToH
AHIpeit A30BCKUIA, TUCKAHT
Oner SIH4eHKO, OpraH
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