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«4 ucnsimol8ai maxkoe cuacmuoe, umo 8ecb Mup
MOX}#em ymoHyms u 3axse6Hymucs 8 Hem».
Anexkcangp CKpsiouH

C nauvama 1900-x romoB CKpsiOMH IIOC/I€IOBATEJIbHO IIeJ K uuaee
Muctepun — haHTaCTUUECKOI MeuTe O «IOC/eHEeM IMpa3gHMKe UeioBe-
yecTBa», B (pMHAJIbHOM aKTe KOTOPOJ «OUMCTUTEIbHbBIN MOKap» IpuBe-
IeT K ITyXOBHOMY BBICBOOOKIEHMIO, MeMaTepuaan3aiuy 3eMHO pachl.
[Mop, BIMsiHMEM IpEeBHEMHAMUMCKMX TEKCTOB U KHUTU «TaliHasi JOKTpUHa»
Enenbl BiaBaTcKoii — cBoero poja «6ubnuu teocodum», 3axBaTUBIIENA
€ro CWJIO MUCTUUYECKOTIO OTKPOBEHMSI, Uesl IIpuobpeTaeT 6ojee YeTKMeE
ouepraHusi. Ero BHyTpeHHEMY B30pPY SICHO IPeJCTAI0T KapTUHBI «COO0P-
HOTO aKTa», COeOUHSIONIEr0 BCEe BUIbI MCKYCCTBA, «CMMGOHMM 3BYKa
M CBeTa, OBMKEHMS UM apoOMaToB»... «MucTepusi» IOJIKHA ObLIa COBEp-
mNUThCST B HOMM, B cIleMalibHO TIOCTPOEHHOM XpaMe «B (opme Iapa,
C OTHEHHBIMM CTOJI0aMM». OMHOBpeMeHHO B co3HaHMUM CKpsIOMHA Kperr-
HeT yOeXXIeHHOCTb B CBO€I «M30paHHOCTM»; €My BBICIIMMM cujiamu Bee-
JIEHHOV MpefHaYepTaHo CO3[aTh MUCTEPUIO, TIOJTOJIKHYB YeJI0BeYeCTBO
K KOCMOTOHMYECKOMY I1epeBOPOTY.

B mocnennee msTuiaeTue XuU3HU «MucTepus» mouTu O6e3pasiiebHO
3aXBaTbIiBaeT BooOpaxkeHue CKpsiOMHA, ero TyXOBHbIE YCUJIMS U TBOP-
yeckue MOUCKU. Bce mpexne coumHeHHOe, Bkiouast «Ilosmy skcTasar»
u «I[IpomeTeit», OTHbIHE OOBSIBJISIETCS JINIIb ITPEBAPUTENbHON CTYIIEHbIO
Ha IMyTU K IMaBHOMY. TeHb (M cBeT?) OT «MucTepumn» najgaet Ha BCe ero
M03IHee TBOPUYECTBO — MOCJIeJHME COHAThI, TI03MBbI U npeatoaun 60-70-x
OITyCOB CTAHOBSITCSI CBOEOOpa3HbIMM 3CKM3aMM K OyAyIeMy TBOPUECKOMY

akty. Kak gocagHbie TTOMeXM BOCHPUHUMAIOTCS KOHIIEPTHBIE MOEe3IKU
U Iaxxe counmHeHMe opTenmnaHHOM MY3bIKM, «OTBJIEKAIOI[e» OT OCHOB-
HOTO 3ambiciia. [lepuoapl TMX0pPasOUHOV TBOPUECKOI aKTUBHOCTY CMEHSI-
JICb COMHEHUMSIMU U OECITOKOVICTBOM, KOTOPbIE, OJTHAKO, HE MOIJIM ITOKO-
J1e6aTh YCTOMUYMBOCTY B CJIeIOBAHMM 110 M30PAaHHOMY ITyTH.

BuyTpu 3ambiciia «Muctepun» BO3HMKAET UAES «ITPOMEKYTOUHOTO
3BeHa». CKpSIOMH OCO3HAT HEOOXOAMMOCTb HEKOero «IyXOBHOTO TpaM-
IUIMHA» IJI ocyliecTBiaeHus nenn. «[IpegBapurenpHoe AeiiCTBO» JOKHO
ObUIO TOCTYKUTh €ro COOCTBEHHOMY IPeoOpaskeHMI0 M3 KOMIIO3UTOpa
B Maruueckoro TBopia-Jlemuypra; ¢ APyroii CTOpOHBI, Aaxke M30PaHHYIO,
«TIOCBSILLEHHYIO» YaCTh Ye0BevYeCTBa CJ1eJ0BaJI0 HACTPOUTDb Ha BOCIIPUSI-
e «Muctepum» (M yuactue B Heii — 3ambices1 CKpsiOMHA He TOITyCcKaJ rmac-
CUBHBIX «3pUTeJeii»!).

Buemne «[IpegBapuTeIbHOE OEiICTBO» IIPEICTaBIISIOCHh O0JIee Tpaau-
LIMOHHBIM (OPY3bsi-CKEIITUKM B ITYTKY HAa3bIBAIM €T0 «be3omacHoi Mucte-
pueli») CMHTEe30M TeaTpaJbHOM ApaMbl, aHTUUHONM Tpareun u peurmos-
HbIX MucTepuit CpeHeBeKOBbsI. CKpPSIOVMH CaMOCTOSITETbHO paboTas Hap
TEKCTOM, KOHCY/IBTUPYSCh C OIM3KMMU 10 IyXy MO3TaMM-CUMBOIUCTAMMA
(Bsu. MiBaHOBbIM, K. basibMOHTOM). JIMIlIb 3aBeplIUB €ro, OH MPUCTYIIUI
K COYMHEHMI0 MY3bIKM. TeTpaab ¢ HOTHBIMM 3CKM3aMM ITOCTOSTHHO Oblia
Ha ero pabouem cToJie; psi KPYITHBIX pparmMeHTOB CKPSIOMH, 1O CBUIE-
TeNnbCcTBY JleoHnga CabaHeeBa, MpOUTPHIBAI HA (GOPTEIMAHO I[eTMKOM.

Bor kak 6mokaiimmii apyr CKpsioMHA MOC/IeIHUX JIeT OIMMChIBA BITe-
YaT/JeHUs OT YC/IBIIIIAaHHOTO:

«Omo 61 0080/16HO OJIUHHBLLL INU300 HECKA3AHHOU Kpacomol, 8 My3blKe
KOmopozo s yJ108un Heumo obujee... ¢ npearodueti op. 74 N° 2... amo 6vlau



mauHcmeeHHble, NOJIHble KaKoLli-mo He3dewH ell cnadocmu u ocmpomel, meo-
JlumeJibHble 2aPMOHUU, USMEHSIBUILUECS HA (POHEe CmMOosUUX K8UHMO08bIx 6AC08.
A cywan ¢ 3amuparowum uyscmeom. Tam Ovliu Kakue-mo c08epuleHHo Heo-
ObluatiHvle nepexodsl U Mooynayuu. Bneuamnenue... 610, noxcanyii, camoe
CUnbHOE U3 8ce20, umo 5 cnvlwan om CkpsabuHa...

“Omo y meHa koz0a nosensemcs cmepms”, — CKA3AA NOSACHUMEBHO
u muxo Anexcandp Hukonaesuu...

U on npodonxan uepamos anu3o0... botms moxcem, amo 6v10 8000Uie
Jiyduwiee, umo dana e2o0 meopueckas ¢ganmasusi. Imo OvL1 KAKOL-mMo Koaoc-
canvHolil nodsem, ayuesapHolii, kKak 6 “Iloame skcmasa”, HO Gonee Geuue-
CMBeHHbLiL U 6osiee CJIOHCHBIT N0 2apMOHUSIM. .. MHo20a 6bL10 Umo-mo Hanomu-
Haroujee “Tupnaudsl” us op. 73. Hexcnas, Xpynkas 36yKoeds mMKaHb, 8 KOMopoli
38y4alo Kakoe-mo ocmpoe, 00 601U 3HOUIHOe HACMPOEHLUE...

...Camoe Ho80e, umo 610 8 IMoli 8celi My3blKe — IMO KAKAsi-mo NoaHas
0Npo3pavuHeHHOCMy My3blKU. .. NOJIHOE obecnioueHue ee... Kaszanoce, umo nonan
... 8 3a4apo8aHHoe, C8sIUEHHOE Yapcmeo, 20e 38yKu U ceemd Kax-mo CAUIUCh
8 00uH Xpynkuii (panmacmuueckuii akkopd. M Ha 8cem 2mom siexcan Koaopum...
npu3pauHocmu, HepeanbHOCMU... Kak 6yo0mo euduib 36yKo6oli CoH...»

Wrpan CKpssOMH ¥ HavajbHbIE TaKThI «JleiicTBa»: «2mo 6bL10 Heumo
8pode cmuxuiiHoz0 OYypHO20 MpPeMOJo, HA KAKOM-Mo (paHmacmuueckom
U OUeHb CTIONCHOM aKKopde, 20pasdo Gosiee ClO#HOM, uem Hauano “TIpome-
mes”... Ha ¢oHe 3mozo akkopda, mpemoaupyiowezo u ycunusarnuijezocs,
KMo-mo 00J1yceH Obl1 NPOU3HOCUMb HaualbHble (passl mekcmad... A nomom
cnedosanu mpyoHsle U Cl0XHble (aHpapsl ocrenumenvHo20 xapakmepa,
moxe Ha KOMNJIEKCHblX 2apmoHusix...» (JI. CabaHeeB. BocroMuHaHMS
o Ckpsioune).

ABTOpY OCTaBa/ioCh CHeNaTh «CaMOe HeMpUSITHOe» — TIepeHecTy MOUTH
TIOJTHOCTBIO CJIOKMBIIIMIACS B TOJIOBE 3aMbIces HAa HOTHYIO Oymary; B M3aTesb-
cTBe IOpreHcoHa OH 3akasbiBaeT crelyanbHble (Ha 70 cTpoK!) mapTUTypHbIe
mcTbl. Ho BHe3amHas M HeOKUIaHHAsI CMEPTh OCTAHAB/IMBAET €ro paboTy...

Korma mpysbsi 3amisiHYyIM B OCTaBLIMecs 53 cTpaHUIbI HAOPOCKOB
«[lejicTBa», UX pa3oyapoBaHMIO He ObUIO TIpefesna: B30py MpeacTaau
JIUIIb «pa3pO3HEHHbIE 3CKM3bI MEepBOOBITHOrO xapaktepa» (CabaHees);
HU OJJHOTO 3aKOHUEHHOTO MTOCTPOEHMSI, HU JIaske TeMbI He ObLJIO 3aIMCaHO
MOJIHOCTBI0. CaMblii MacIITaGHbIN, TPAaHAMO3HBIN TUIO, TBOPUECKOTO 03a-
peHMs TeHUATbHOTO MYy3bIKaHTA-MUCTUKA, ITIOYTH TOTOBBIN K POKIEHUIO
B MU, Ka3aJI0Ch, 6bII yTpaueH HaBcCera.

Crryctst 30 steT mocsie cmepTy CKpsiovHA MOTIBITKY Bocco3nanus «I1pe-
BapuUTeJIbHOTO JelicTBa» mpennpuHsi Cepreii [IpoTononos. KommosuTop-
aBaHTapAMCT, YUEHMK U TocaemoBaTendb b.JI. IBOpCKOro, SIpKO 3asiBUB-
mmii 0 cebe B TBopuecTBe 1920-X romoB, OH IEPBBIM MOJIYIMU TOCTYII
K TTOCMepTHBIM 3cku3aM CKpsiGMHa 110 MHUIMATUBE JoUuepy KOMITIO3UTOpa
M.A. CkpsibuHOJ, cO3HaBIIeli CBOI0 pedakluio Tekcra «JleiicTBa». Bep-
cus, Bocco3gaHHas IIpoTOIoroBsiM, O6blIa MCIOMHEHA (B COKpalleHHOM
BapuaHTe) B 1948 rony B mome-my3ee CKpsioMHA B BUAE KOHIIepTa-JIeKINn
¥ He TI0JyYuJIa IMPOKOTO pacnpocTpaHenus (u3gaHa B 2008 roxgy).

B 1970 romy mupekTop ckpsiouHckoro mysest T.T. [llabopkuHa mpe-
JIOKmJia Bocco3aaTh «IIpegBapuTesibHOE OelicTBO» AnekcaHapy HemTuHy.
Ypoxenert [Tepmu, OKOHUMBIINIT MOCKOBCKYH KOHCEPBATOPUIO MO KIACCY
M.U. Yynaku, HeMTuH 6bUT aBBTOPOM MaCIITAOHBIX CUM(POHMYECKUX COUM-
HEHMIA, paboTa B CTyAUM 3JIEKTPOHHOI MY3bIKY ITPU CKPSIOMHCKOM MY3e€e,
mMcaa My3bIKy ajist cuHTe3atopa AHC.



HeMTuH Ha moarue rompl MOTPY3Mics B Mup ro3gHero CKpsioMHa,
MU3ydaja CTPYKTYypy, TapMOHUIO M My3bIKaJIbHYIO TKaHb «I[IpomeTesi» u pop-
TeNMaHHbIX TpousBefennii 1910-x romoB; MTyAUPOBaa «YHaHUIIAIbI»,
teocodckue Tpynbl E.I1. BraBatckoit, E.. u H.K. PepuxoB. Ho oT aBTOp-
CKOT'O TEKCTOBOT'O COMPOBOKAeHNSI CKpSIOVHA OH PEeIINJI ITOTHOCTHIO OTKa-
3aThCS; BO-IIEPBbIX, €T0 MUCTUKO-PEJIUTMO3HBIN XapaKTep CTaj ObI KaM-
HeM NpPeTKHOBEHMUS [JIs1 COBETCKOI 1eH3Ypbl; BO-BTOPBIX, «BOCCO3/IATh»
BOKaJIbHO-XOPOBOJi CTwiIb CKpsOMHA He IpPeCTaB/Is/IOCh BO3MOKHBIM
(xopoBoit (puHan mepBoit cMMAGOHMM CIAUIIKOM OajieK OT MaKpoKocMa
«Mucrtepun»). Tem He MeHee TEKCT CTY>KUJI OpUEHTUPOM B BbICTpauBaHUU
CTPYKTYPbI U pacripeieeH My3bIKaJIbHOTO MaTepuania.

B3sIB 32 OCHOBY MapTUTYPY U CTPYKTYpY «I[IpoMeTesi», KOTOpasi BKIIO-
yaeT «4eTBEPHOI» COCTaB OpKeCTpa, OpraH, KojaoKoia, GpoprenmaHo, Xop
(6e3 cyioB) 1 MapTUIO cBeTa, HeMTMH ITaHMPOBA 00yieub 3cKM3bl «IIpe-
BapUTEBLHOTO JIeficTBa» B (OPMY OJTHOUYACTHOM CMMGOHMYECKON TTO3MbI
IJIUTEeIbHOCTBIO B 20 MUHYT; HO ITIepBOHAYA/IbHBII 3aMbICeJT BEIPOC BABOE.
Bonee Toro, 3akoHueHHOe rofi CITyCTs 40-MMHYTHOE COYMHEHMUE CTajlo
JINIIb MIePBOJ YaCThIO MTpeAIioaraBuIeiicss IUaorum (Hag BTOPOI 4acThIO
Hemtun paboran B 1976—1980 romsr), K KOTOPOi1 IpubaBuiIach emie oaHa
yacTb. B 1enom Boccosmanuio «IIpeaBapurenbHOro peiictBa» CKpsi-
61Ha B Buae cuMm@oHMUeckoro TpunTtuxa («Bcenennast», «UemoBeuecTBo»
u «I[IpeobpakeHne») 6GbUIO OTHAHO 26 JIeT; IMpeMbepa IIOJTHOV BepCUm
COCTOSI/IaCh B XeJIbCMHKA B 1997 ropy.

VHUIIMAaTOpOM MCIIOJTHEHMS I1epBOM  YacTu CUMAOOHMU3UPOBAH-
Horo «[TpegBapuTenbHOTO HelicTBa» ctan aupuskep Kupwin KoHapaminH,
KOTOpBI C Ype3BbIYAMHBIM MHTEpPECOM OTHeccsl K pabore AsyekcaHapa

HemtuHa. [Ipembepa, cocTosBiiasicsa 16 mapta B 1973 roga B bonbiiom
3ajie MOCKOBCKOJ KOHCepBAaTOPUM C ydyaCcTMeM OpKecTpa MOCKOBCKO
bunapmoHum u AKameMMUUecKoi peciyOJIMKAHCKOI XOPOBO KalleJlbl
A.A.IOpnoBa (maptuio doprenuaHo UCHOMHUI Asekceir JI06MMOB),
BbI3BaJia OOJIBINOI Pe30HAHC B CAMbIX MIMPOKMUX KpyTrax. «[lepgoe sneuam-
JleHue Om NpOCAYWAHHO20 MOMCHO 8blpa3ums C08AMU — 3aX8amuléarule
u uHmepecHo, — ncasa Mmy3bikoBe ipuHa JInxauésa. — C acmpadsl HeCIUCh
mpenemHo 63807IHOBAHHbIE 38YKU MY3blKU UMeHHO CKps6uHd...». dbdexT
«ITOJTHOM MIOEHTUYHOCTH» ITOIM MY3BbIKM IOATBepmwiIa Aoub CKpsi6uHa,
00 3TOM Iycaau 1 pelleH3eHThI: «He mosvko dyx CKpsaOuHa, Ho U 8ecb CMub
€20 KOMNO3UYUOHHOLU CMpYKmMypul, 2apMOHUU U UHCMPYMEHMOBKU COO.JII0-
OeHol A. HemmuHsim 8 camoli 8vicokoti cmeneHu» (I'aBpumi 0guH, «CoBeT-
cKast My3bika»). Meskay Tem Kupuin KoHgpanimi, OoTMETHUB, UTO «M010001i
KOMNO3Umop omau4Ho 3Haem u arb6um meopuecmso CKpsOUHa, usyuun ezo
MAaHepy nuceMa u opKecmposku», IIoguepkuBag OpUTMHAIbHOCTh COUMHEe-
Hus1 Anekcanapa HemtuHa. OCBOMB CTU/IEBbIe ¥ KOMIIO3ULIMOHHBIE TIPU-
embl aBTopa «[IpomeTesi», HeMTUH He cTaBUJI Lieblo cTuan3anuio. CBo-
60HO€e ObpallleHe ¢ MICTOYHMKAMM TTO3BOJIMJIO €My CO31aTh YHMUKAIbHOE
MpOM3BeieHNE — «...CIMUIUCMUYECKU 8NOJIHE CKPSIOUHCKOe, KOmopoe 00HO-
8peMeHHO Hecem 6 cebe uepmol OpUUHATILHO20 nouepka HemmuHa, evipaxca-
1uje20 My3vlKaabHblll, UCMopuueckulli u dyX08Hblll onblm 6mopoli N0JI08UHbL
XX sexa» (AHTOH PoBHeD).

[lpomomskasgs  paborars Ham  «[IpegBapUTeNbHBIM  JT€/ICTBOMY,
HeMTHH HEBOJbHO YCMJIMJI TParmyeckye 3JeMEeHThl CKPSIOMHCKO Ipo-
rpaMMbI; 00pa3bl Xaoca, CMEPTU ¥ Pa3pyIIEHNS] COCTABJISIOT OCHOBY BTO-
pOi1 U TpeTbel JacTeil, B ero Bepcum OTCYTCTBYET U MpeArioiaraBIiniics



«3KCTaTUYeCKMit TaHell» PUHATbHOI KyJIbMUHALIMN. [leIMKOM MOorpyskeH-
HBIi B MUP COOCTBEHHBIX e, CKpssOMH MOT IIPUBETCTBOBATh MUPOBYIO
BOJHY KaK IIpeATeuy «BeJIMKOT0 IMpeobpaxkeHns», OMHAKO UCTOPpHs XX CTO-
JeTus MoATBepAIa UIII030PHOCTb €r0 MEeYThI.

Ho mnepBas yacTb, INOBECTBYWOLIAsi O CO30aHMM MMpa M3 Xaoca
(OT «6OMBIIOTO B3pbIBA» IO COTBOPEHMS UeJIOBEeKa) M HATIOJHEHHAs «80C-
MOPIEHHBIMU OPaAMAMUYECKUMU COCMOSIHUSIMU, OMPaMarnwumu oo0yxom-
80peHHOCMb M0J10001i 8ceseHHoli» (AHTOH PoBHep), ocTajiach HaumboJsee
6/IM3Ka CKPSIOMHCKUM YyCTpeMIeHusIM. drmurpadom K Heil HeMTuH B3sit
yeTBepoCTHIilNe 13 TeKcTa «[IpeaBapuUTeIbHOrO JIefiCTBa»:

MeHoseHbs nbLn poxcdaem 8e4HOCMb,
Jlyuum npocmpaxcmea enyouHy:
Mupamu Obituum 6ecKoHeuHoCMmo,
O0Bs1U 360HbI MUWIUHY.

OsxuBUB (opTenmaHHble 3CKM3bI CBOOOAHBIM ITOJIETOM TBOPUYECKOI
MBICJ/IM, HAJIEJIUB UX OPKECTPOBBIMM Kpackamy MapTUTYpPhI «IIpomeTesi»,
Anekcanzp HeMTuH BOCCO31a1 3BYKOBOV MUP, B KOTOPOM «BBICIIIASI TPaH-
IMO3HOCTb» CJIMBAETCS C «BbICIIIE€I yTOHUEHHOCTbIO» — Kak 1 MeuTas CKpsi-
OVH B YIAJe€HHO OT peaJbHOCTM TUIIM CBOETO KabuHeTa.

Bopuc Myxoceti



“I feel so happy that the whole world can drown and choke in it”.
Alexander Scriabin

From the early 1900s, Scriabin consistently moved towards the idea
of the Mysterium, a fantastic dream of the “last feast of mankind”, in the
final act of which the “purgatorial fire” would lead to spiritual liberation and
dematerialization of the earthly race. Under the influence of ancient Indian
texts and The Secret Doctrine by Helena Blavatsky, a kind of bible of theosophy
that captured him with the power of mystical revelation, the idea takes
on a clearer outline. His inner gaze clearly sees pictures of the “synodical
act” uniting all types of art, “symphonies of sound and light, movement
and scents”. At the same time, the conviction of his ‘chosenness’ grows in
Scriabin’s mind; at the behest of the higher forces of the Universe, he is
destined to create a mystery, pushing humanity to a cosmogonic revolution.

In the last five years of his life, the Mysterium almost completely captured
Scriabin’s imagination, spiritual efforts, and creative searches. Everything
that he composed previously, including The Poem of Ecstasy and Prometheus,
is now declared only a preliminary step on the way to the main thing. The
shadow (or light?) of the Mysterium falls on all his later works —the last sonatas,
poems, and preludes of the 60th and 70th opuses become peculiar sketches
for a future creative act. The concert trips and piano works ‘distracting’ from
the main idea are perceived as annoying hindrances. The periods of feverish
creative activity were replaced by doubts and anxiety, which, however, could
not shake the consistency in following the chosen path.

The idea of an “intermediate link” arises within the concept of the
Mysterium. Scriabin realized the need for a kind of “spiritual springboard” to

achieve the goal. The Prefatory Action was to serve his own transformation
from a composer into a magical Demiurge Creator; on the other hand, even
the select, ‘initiate’ part of humanity had to be tuned into the perception
of the Mysterium (and participation in it — Scriabin’s idea did not allow any
passive “spectators™!).

On the outside, the Prefatory Action seemed a more traditional (the
skeptical friends jokingly called it the “Safe Mysterium”) synthesis of
theatrical drama, ancient tragedy, and religious mysteries of the Middle
Ages. Scriabin independently worked on the text, consulting with like-
minded symbolist poets, Viacheslav Ivanov and Konstantin Balmont. Only
after he completed it, he began to compose. A notebook with musical
sketches was always on his desk; according to Leonid Sabaneyev, Scriabin
would play a number of large fragments in their entirety on the piano.

Here is how the closest friend of Scriabin’s last years described his
impressions of what he heard: “It was a fairly long segment of unspeakable
beauty, in the music of which I caught something in common ... with the
prelude, Op. 74 No. 2 ... those were mysterious slow harmonies, full of some
strange sweetness and sharpness, changing against the background of the
standing fifth bass. I listened with a sinking heart. There were some absolutely
extraordinary transitions and modulations. The impression ... was, perhaps,
the strongest of all I had heard from Scriabin...”

“This one is when death appears”, Alexander Nikolayevich [Scriabin] said
in an explanatory and quiet voice... And he continued to play the segment...
Perhaps it was the best that his creative imagination had ever given altogether.
It was some kind of colossal rise, as radiant as in The Poem of Ecstasy yet
more majestic and more complex in terms of harmony... Sometimes there was



something reminiscent of the Guirlandes from Op. 73. Delicate. A fragile sonic
texture with some kind of sharp, painfully sultry mood...

...The newest thing that entire music had was some kind of complete
transparency ... a complete lack of flesh... It seemed that I found myself ... in
an enchanted, sacred kingdom, where sounds and lights somehow merged into
one fragile fantastic chord. And the flavor of elusive, unreal lied on it all... as if
you see a sonic dream...”

Scriabin also played the opening bars of the Action: “It was something
like a spontaneous stormy tremolo, on some fantastic and very complex
chord, much more complicated than the beginning of Prometheus... Against
the background of this tremolo-ing and intensifying chord, someone had to
pronounce the initial phrases of the text... And then the difficult and complex
fanfare of a dazzling kind followed, also resting on complex harmonies...”
(Leonid Sabaneyev. Memories of Scriabin).

“The most unpleasant thing” the composer had to do was transfer
the idea that was almost complete in his mind onto music paper. He had
ordered special (70-line!) score sheets from the P.Jurgenson publishing
house. However, his sudden and unexpected death stopped his work...

When the friends looked at the available fifty-three pages of sketches
for the Action, their disappointment had not limits: what they saw was
“scattered sketches of a primitive nature” (Sabaneyev); not a single completed
structure, not even a theme written down in full. The most ambitious and
grandiose fruit of the musical mystic genius’s flash of inspiration, almost
ready to be born into the world, seemed to be lost forever.

Thirty years after Scriabin’s death, Sergei Protopopov made an attempt
to recreate the Prefatory Action. The avant-garde composer, student and
follower of Boleslav Yavorsky, who clearly declared himself in his works of

the 1920s, was the first to gain access to Scriabin’s posthumous sketches on
the initiative of the composer’s daughter, Maria Scriabina, who created her
own edition of the text of the Action. The version recreated by Protopopov
(published in 2008) was performed (in short-hand form) as a lecture
concert at the Scriabin Museum in 1948 and could not boast widespread
acceptance.

In 1970, Tatiana Shaborkina, the then director of the Scriabin
Museum, asked Alexander Nemtin to recreate the Prefatory Action. Nemtin,
a native of Perm and graduate of the Moscow Conservatory (he studied
with Mikhail Chulaki), wrote large-scale symphonic pieces, worked at the
electronic music studio of the Scriabin Museum, and created music for the
ANS synthesizer.

Nemtin spent many years in the world of Scriabin’s later music,
studying the structure, harmony and musical texture of Prometheus
and piano works of the 1910s; he also studied the Upanishads and
theosophical works of Blavatskaya and Helena and Nicholas Roerich.
However, he decided to completely abandon the composer’s original
textual accompaniment; firstly, its mystical and religious nature would be
a stumbling block for the Soviet censorship; secondly, it was not possible
to “recreate” Scriabin’s vocal and choral style (the choral finale of the first
symphony is too far from the macrocosm of the Mysterium). Nevertheless,
he used the text as a guide in building the structure and distributing the
musical material.

Taking the score and structure of Prometheus, which includes
a quadruple orchestra lineup, the organ, bells, piano, chorus (without
words) and a part of light, as a basis, Nemtin planned to clothe the sketches
of the Prefatory Action in the form of a one-movement twenty-minute-long



symphonic poem. However, the resulting product was twice as long.
Moreover, completed a year later, the forty-minute piece was only the
first part of the anticipated duology (Nemtin worked on the second part
between 1976 and 1980) as one more part was on the way. In general, he
spent twenty-six years recreating Scriabin’s Prefatory Action in the form
of a symphonic triptych (Universe, Mankind and Transfiguration); the full
version was premiered in Helsinki in 1997.

The conductor Kirill Kondrashin initiated the performance of the first
movement of the symphonic Prefatory Action. He was extremely interested
in Alexander Nemtin’s work. The premiere, which took place on March
16, 1973 at the Grand Hall of the Moscow Conservatory and featured the
Moscow Philharmonic Orchestra and the Yurlov Academic Republican
Choir Capella (the piano part was performed by Alexey Lyubimov), drew
a wide response.

“The first impression of what I have just heard could be expressed in the
words ‘exciting’ and ‘interesting’”, musicologist Irina Likhacheva wrote.
“Those gentle agitated sounds were Scriabin’s music...” Scriabin’s daughter
also confirmed the effect of ‘complete identity’ of this music. The reviewers
wrote: “Nemtin not only observed the spirit of Scriabin, but also followed the
style of his compositional structure, harmony and instrumentation to the
highest degree” (Gavriil Yudin, Soviet Music). Meanwhile, Kirill Kondrashin,
noting that “the young composer knows Scriabin’s music very well and is fond
of it, has learned his manner of composition and orchestration”, emphasized
the originality of Alexander Nemtin’s work. For the one who mastered
the stylistic and compositional techniques of the Prometheus composer,
stylization was not his goal. His liberal approach to the sources allowed
him to create a unique work - “..stylistically, it’s quite a Scriabin one, but

at the same time has features of Nemtin’s original style that expresses the
musical, historical and spiritual experience of the second half of the 20th
century” (Anton Rovner).

Continuing his work on the Prefatory Action, Nemtin unwittingly
intensified the tragic elements of the Scriabin program; images of chaos,
death and destruction form the basis of the second and third movements,
and his version lacks the anticipated ‘ecstatic dance’ of the final climax.
Completely immersed in the world of his ideas, Scriabin could hail the
world war as a forerunner of the ‘great transfiguration’ but the history of
the 20th century only confirmed the illusory nature of his dream.

However, the first movement, which tells about the creation of the
world out of chaos (from the Big Bang to the creation of man) and is filled
with “ecstatic dramatic states reflecting the spirituality of the young universe”
(Anton Rovner), remained the closest to Scriabin’s aspirations. Nemtin
took a quatrain from the text of the Prefatory Action as an epigraph to it:

The heat of the moment sires eternity,
And illuminates the depth of space;
Infinity breathes with worlds,

Chimes embraced the silence.

Having revived the piano sketches with the free flight of creative
thought, having endowed them with the orchestral colors of the Prometheus
score, Alexander Nemtin recreated a sonic world where “the highest
grandeur” merges with “the highest sophistication”, as Scriabin dreamed in
the silence of his study, far away from reality.

Boris Mukosey
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