Newsof theNational Academy of ciences of the Republic of Kazakhstan

NEWS
OF THENATIONAL ACADEMY OF SCIENCES OF THE REPUBLIC OF KAZAKHSTAN

SERIES OF SOCIAL AND HUMAN SCIENCES

ISSN 2224-5294 https://doi.org/10.32014/2019.2224-5294.169
Volume 5, Number 327 (2019), 84 — 90

UDC 78.03
A.K. Omarova

M.O. Auczov Institute of Literature and Art Leading Researcher of the Department of Musical Art,
Candidate of Sciences, Associate Professor, Almaty, Kazakhstan

NATIONAL FEATURES IN MODERN COMPOSER'S WORK:
PROBLEMS OF INDIVIDUAL STYLE AND MODERNIZATION
OF CONSCIOUSNESS

Abstract. The article includes updating of specific facets of the issue “Composer and Folklore” based on the
example of piano transcriptions in the musical and creative practice of Kazakhstan in different decades. Based on the
traditions of musicology in the study of national composition schools, the genre that acquired a special and ever-
increasing representative value in modern cultural situation has been presented. In exploring the works that are in
active demand in the field of musical performance, the expediency of relying on the text of the original source for the
implementation of an adequate and complete interpretation (performing, musicological, etc.), regardless of the
extend of its re-comprehension, has been emphasized.

Since the brightest patterns of folk and “oral-professional creativity” (T.B. Gafurbekov) have been interpreted
more than once, the versions of various authors have been compared. The article includes the comments on the
“succession of transformations” of the well-known folk song “Kamajay” with involvement of musical illustrations.
Its two piano versions show the significance of variation methods using genre-style models that introduce new
meanings to the content of the whole. “Improvisation” (1978) by A. Bestybayev (1959) in the historical context is a
symbolic work in terms of its obvious conceptuality. The creative figure of the composer himself demonstrates the
spiritual potential that will be even more convincingly marked and revealed later.

Perspectives of studying the category “National features” in its multiple displays in the development of the
artistic culture of Kazakhstan are seen not only in view of determination of a broader theoretical context, but also the
consistent introduction of the works, documents, facts, which were “forgotten” or not fully used for certain reasons in
the research practice[1]. History and traditional values are able to update multi-level issues that are significant for the
national self-determination on the “global map of the XXIst century” (N.A. Nazarbayev) through cultural
achievements.

Keywords: tune, Kazakh song, original source, folklore, tradition, composer, modernization, globalization.

Introduction. The search for answers “to the challenges of the time” “without losing the great power
of tradition” is possible through concrete projects, including those that characterize the modernization of
national consciousness as the continuous process. However, understanding of the “new global reality”
with its “examples of modernity” and “signals of the future” is hardly achievable without understanding
and realizing of the “lessons of history” [2], including the artistic experience of those people who
remained in the memory of generations which is localized in the space and time.

Methods. The traditions of national musicology are selected as the methodological basis of this work,
which is conducted in the frame of the research project “Modernization of the Kazakh Traditional Culture
in the Epoch of Globalization” [3]. In the context of a new study of a rich factual basis, the integrated
approach methodology has been implemented, which suggests a combination of different, but
complementary methods in view of studying the historical and theoretical aspects of the selected issues. In
particular, the comparative historical and structural-functional methods allowed fixing the changes, which
have fundamental importance in the development of musical-creative processes and the results of artistic
and cultural activities based on a new empirical material.

Results. In view of general interest in the historical past, national traditions, folk art, the transcription
of the songs and kyu gain the “second life”.
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Features of the author’s interpretation of the bright patterns of Kazakh folk and national-professional
musical creativity are most clearly revealed in the works of composers of Kazakhstan who are currently
active and in demand (B. Amanzhol, A. Bestybayev, B. Daldenbay, A. Mambetov, A. Tolykbayev and
others). However, in comparative terms, it is also reasonable to reflect the experience of composers-
predecessors.

It is significant that well-known songs, such as “Kamajay” (folk), AhanSere’s “BalHadisha”, Muhit’s
“AinamKoz”, etc. [4], are still in demand as objects of modern re-intonation which are presented widely
and artistically convincing in musical-historical past and current period.

The facts of “re-intonation” of precisely those patterns of traditional music that are already associated
with specific composer's interpretations are noteworthy. For example, “BirBala” by B. Yerzakovich,
V. Velikanov and A. Tolykbayev;, “Yapurai” by B. Yerzakovich and A. Tolykbayev (we should also
mention Fantasy on the topic “Yapurai” arranged for 2 pianos by S. Muldasheva) [5].

Currently the study of the piano creativity of the composers of Kazakhstan is supported by various
factors: not only by conditions of really numerous competitions or by the active enrichment of musical
literature — reprinting and publishing new (including author's) collections: for example, A. Tolykbayev,
A. Abdinurov, L. Zhumanova (some of their works have already been introduced into the educational
process).

The multiplicity of composer's “versions”, confirming the originality of the author's “hearing™ and the
need for careful attitude to it, can be illustrated by the “life” (or rather “succession of transformations™) of
such well-known folk song as “Kamajay”.

Taking into account only its piano transcriptions, one can build the following number of the names of
the composers- interpreters:

“Kamajay” V. Velikanov, B. Erzakovich, N. Mendygaliyev, A. Bestybayev and others.

At the same time, in a comparative “term”, it is advisable to attract options that seemed to be created
solely for educational and methodological purposes, such as:

Kamajay

V. Velikanov

Exningere. ORuBIACHHO.

-
#tpmim; —
L S E—— | — ) [ ) ‘P

: = ] =

——— . -
¥ poco scherzando

f L EEF CFEE

'f}'*bp' % - - == —_— =
—
H | =
A T = = :
\(_'L!/ I I ‘;_ = _/d:i = = ; e
= Fr |3 | 4
1 F = g F  — = } =
Ea= ‘ =E=== — =
P -

In this case, taking into account the specifics of the perception of the beginning performing musicians,
the possibility arises to set the objectives that will be discussed in view of the songs of Ahan Sere. Here it
is necessary to get closer to the emotional sphere, which is actually determined by the text of the “original
source™, which was unfortunately interpreted in term of a dance for many years.

"We present a widely available version of the semantic translation of the words of the song;
On the head of Kamajay - owl pen.
I lost Kamajay, made a fool of myself.
I lost Kamajay, and now -
The world is not nice to me ...
Quoted by: Lyricstranslate.com.
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We should note the fact of attracting such genre forms as “Improvisation” (author's definition) or
variations to the interpretation of this topic.

Both piano versions of this song — already fixed in the modern repertoire of young pianists such as
“Improvisation” by A. Bestybayev and «Light Variations on the Theme“Kamajay™» by T. Syrtsova — are
remarkable due to the final transformation of the original folklore image:
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At the same time, the significance of the imaginative-emotional “modulation” that caused the
“immersion” into a very remote (in spatial and temporal dimension) stylistic context is predetermined by
tasks which have different orientation and scale. Attracting musical and stylistic norms of the traditions
which are unrelated to the original source, expands its content, and is subordinated to the author's
intention:
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In the work of A. Bestybayev, the conceptual level in view of its meaning is achieved (1978) in
common use of the variational principles in the process of re-intonation. The creative figure of the young
author (1959), who will be characterized by organic synthesis of various techniques and styles with deep
meanings and emotions in the future, will discover the excellence with pronounced features of artistic
individuality in the expression of a unique design.

Kamajay
A. Bestybayev
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“Karatorgay” by E.G. Brusilovsky (1905-1981) and “BalHadisha” by Dm.Dm. Matsutsin (1898-
1980) can be surely attributed to the popular, fixed in time, instrumental versions of the well-known songs
of the famous composer-singer2.

Their performance, of course, implies a well-defined level of piano skills, which is associated with
solving problems which are largely of artistic than technical aspect. In both plays, it is necessary to
achieve not only the expressive sound of cantilena or natural slowdowns, but also a “culture of sound
producing”, which have not a sadly narrative character, but psychological “subtext” predetermined by
bitterness of loss”.

Referring to the “original source”, the available information about it, which is now widely replicated
and accessible can contribute to the understanding and overcoming of these performance difficulties’. The
following quotation is important in this regard: “It is impossible to analyze, to know how it is structured -
to know how to perform is impossible without it!” — emphasized A.P. Isakova (1940-2012) in one of her
interviews who also worked in the genre of piano transcription.

For a meaningful interpretation of a musical work, the possibility of comparing different composer’s
decisions in the interpretation of a single text that has emerged today is also significant:

“Karatorgay”  A. Zataevich, E. Brusilovsky, Dm. Matsutsin, V. Strigotsky-

Pak,G. Uzenbayevaand others.
“BalHadisha” A. Zatacvich, E. Brusilovsky, Dm. Matsutsin, S. Mukhamedzhanov,
VL. Novikov, E. Umirov et al [6].

BalHadisha
A. Zataevich
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This particular opportunity enables presenting and comprehending the results of creativity, which
have many different parameters (including the ratio of sound and hearing) in a new way from a historical
distance, in a retrospective.

*Ahan Sere Koramsauly (1843-1913) — the author of the works which are significant for the national artistic

culture (“Kulager”, “Syrymbet”, etc.), “a symbol of beauty and nobility” (M. Zhumabayev).

*Remind:

You are well-known, beautiful Hadisha! Beautiful Hadisha! In the steppe, you are like a lonely chinar,
The bridegroom is eighty-five years old: he is an old man, On which I, the falcon, wish to sit.
Hadisha! But there are a lot of obstacles between us
You should thank your father till death, Hey, sweetheart, beloved!

That he found such a match for you. (Semantic translation).

Quoted by: Erzakovich B. Kazakh SSR. - M .: Muzgiz, 1957. - P.15.

We also note practitioners oriented publications, for example: Estemesova S.S. Musical and theoretical
analysis of piano works by composers of Kazakhstan. Training manual. —Shymkent, 2006. - 106 p.
87
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Are the differences in the creative activities of representatives of different generations significant?
How independent are the composers in their auditory and sound preferences? What is the measure of
individual excess of their genre canons?

The phenomenon of “double hearing™ as conditioned historically and typologically can be disclosed
in the context of other genres of composer’s creativity. Musical material of the Kazakh opera classics of
the 1930s with its practice of extensive use of “citation drama” is the most representative
(L.I. Goncharova).

In view of the specifics of the perception (of composers, performers, listeners, researchers), it
becomes necessary to set the tasks which are predetermined, first of all, by the semantic “field” of the
cited original. And here “the return” to the emotionally meaningful sphere is important, which in reality
was determined by the text of the “original source”, which is chosen as the object of re-intonation.

A very expressive statement by A.V. Zataevich (from a letter to Academician B.V. Asafiev) has
preserved: “Personally, I will point out dozens of topics to everyone which can serve as a basis for the
magnificent symphonies, poems, suites and even operas! I don’t give the examples - until our meeting, as
it would have led me too far” [7].

In connection with the opera “Akhan and Zayra” “on the Kazakh plot" (from the life of akyns,
singers),which was ordered to B.V. Asafiev, we would add: the volume of musical material and material
“on the topic” which are presented in the collections of A.V. Zataevich's, taking into account the author's
remarks of librettists (M. Auezov and S. Mukanov) was also more than sufficient for independent choice’.

Wide opportunities for creativity, which were opened up thanks to the material collected by A.V.
Zatacvich, were evaluated immediately, and not only by musicians:

“In the report on the concert presented by the organizers to Kirnarcompros, it is said that no one can
be sure that based on the Kazakh song, in the future” ... major musical works will also be created, and
perhaps Kvroyvz operas”.

“Also the People's Commissar of Iiducation wrote. “...I am sending you a book about “Kozy-Korpesh
and Bayan-Slu”, in my opinion, now there is an opportunity for composers to create an opera based on
your book “1000 Songs of the Kazakh People”, taking poems of this book as a text. How do you like it?
Perhaps, you will write about your opinion? ”’[1].

In the creative practice of that period, these opportunities were actively implemented. So, for
example, in the musical design of the productions of the Kazakh Drama Theater the following works from
just one collection of A. V. Zataevich ("5007) were used:

“Han Kene™ (1934) — Nee 2, 15, 45, 265, 300, 350;

“TungiSaryn” (1935) — NeNe 7, 18, 20, 28, 44, 54, 476;

“Bizdinjigitter” (1935) — NeNe 99, 359, 418, 473, etc.

It was noted in press of that period: “/...] Comrade Kotsyk put the folk Kazakh songs with some
musical improvisation and insertion in the basis of music. All 47 musical numbers are arranged in
“Ushug. [...] ”.

Comparison of the musical text of the specific numbers of the clavier “Shuga” (libretto by B. Mailin)
with the corresponding patterns of collections by A.V. Zatacvich confirms the fact of their various forms
and wide use. As an illustration of the creative refraction of the relevant material, a fragment from the
musical part of the main character —Shuga— Act Il No. 6 “Zheneshay” is indicative in comparison with the
original record in “1000” (No. 524).

We should add that the text of the musical drama contains examples of a less independent design of
the original source quotation. These include numbers which used collection “1000” No. 239
“Teriskahapay™ (act I No. 8), No. 860 “Sholdedim™ (act II No. 4), No. Ne 843 and 845 “Baksy” (act IV
No. 1) etc. The text of the published piano transcriptions by A.V. Zatayevich is also actively used.

>For example, the introduction of the song “Syrymbet”, specified in the text of the libretto, in “1000”, as well as

in “500”, was provided (in addition to various options) with additional information in the “Index of songs with the
same titles and authors”.
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“In each of the two first operas—Kyz-Zhibek” and “Zhalbyr”, about fifty folk themes were used, in
“Yer-Targyn” their quantity is about eighty” [8] - this thesis is remarkable by the statement of the fact that
it is firmly based on the cited material, however, without necessary clarification of the connection with
A.V. Zatayevich’s records.

Conclusion.History and national traditions as “a platform connecting the horizons of the past, present
and future” (N.A. Nazarbayev) update the multi-level issues, including that one that, at first glance, may
not seem so large-scale, but in reality is significant for the obvious process of self-determination of the
nation on the “global map of the XXI century” through cultural achievements [2]. In this regard, it is
natural to interpret the national in modem composer's work, first, through the prism of the problem of
“composer’s folklore”. Permanent updating of musical and stylistic norms, predetermining the diversity of
approaches to written tradition with a folklore and/or oral-professional primary source in the work of
composers, enables the discovery of its new facets in present period.

Prospects for studying this category (“the national”) in its multiple expressions in the process of the
development of musical and theatrical art, as well as in the whole artistic culture of Kazakhstan, should be
identified not only in connection with the determination of a broader theoretical context (including that
one which updates the issues related to studying the phenomenon of “double hearing™), but also with the
consistent introduction of works, documents and facts into the research practice, which were previously
inaccessible, or for certain reasons, “forgotten" and not involved [1].

The necessary material is actually contained in archival collections, various music-critical and
jJournalistic sources (publications, “scattered” in publications of different profiles). Their involvement
opens up new opportunities for revising one-sided and, and sometimes, clearly tendentious assessments
and statements that are rooted in the works devoted to the legacy of professional composers of the XXth
century.

A.K.Omaposa

M.O.Oye30B arbiHAAFB OACONET KOHE OHEP HHCTUTYTHI,
MY3BIKATaHy 06 TiMiHIH KCTCKIII FEUTBIMA KBI3MCTKEPI, 6.F.K., AOICHT, AnmMathl, Kazakctan

KA3IPT'TI3AMAH KOMIIO3UTOPJAP/BIH INBIFAPMAIIBLJIBIFBIHIAFBI «¥JITTBIK»
KATEI'OPHA: TYJFAJIBIK KOJITAHBA MEH CAHAHBI JKAHFBIPTY MOCEJIEJEPI

Annorams, Makanana, Ka3akCTaHHBIH 9P OHXKBUIIBIK MY 3BIKATBIK-IIBIFAPMAIIBLIBIK TOKIPHOCCIHAL, MBICATIBL,
(hOPTETHAHOIBIK OHACYICPIIH SKCKCICTCH KBIpIaphiHaa «KoMmo3utop skoHE (DOIBKIOPABIH» MACEICCpi ©3¢KTi
Oombm TadbIaabl. Kazipri 3aMaHHBIH MOICHH JKAFIANBIHAAFBI CPCKIIC YKOHC KOPHCKTI YIIFAI0 MAHBI3BIHA HC YITTHIK
KOMIIO3HTOPJIBIK MEKTCIl TApPaIbIHAH YCHIHBUIATHIH >KAHPIBIH 3CPTTEIyl MYy3bIKATAHY JOCTYPIH HETI3Te amabl
OpbIHAAYIOBUTBIK OAFBITTA CYPAHBICHI KOFAPHI TYBIHABLIAPFA HA3Ap ayJapyAa, XaIbIKTHIK TYIMHYCKA MOTIHACPIH
JOIME-ToT  JKY3ere achlpyla »KOHEC OHBIH INAMAJAH THIC CapajaHybl MEH TOJBIKKAHABI >KETKI3UIyiHAC
(OpBIHAAYIIBUIBIK, MY3bIKATAHY >KOHE T.0.) TYTACTBIK HETi3l epeKImencHedi. XalbIKTHIK JKOHE «aybI3a KociOm
merapMambublky (T.6. IadypOekoB) yaTinepiHiH €H TaHZAyJ bUIapsl OipHEIE peT MadbIMIATFAHABIKTAH, TYPJ
ABTOPJIAPIBIH HYCKATAPHI CANBICTHIpeITFaH. KeH TarsmMan « Kamaskainy Xaablk OHIHIH «KaHTa TYPACHY KE3CHI» ACTCH
CCKCPTIIC-TYCIHIKTEMECI MCH HOTABIK MBICATIAPhl KApacThIphLTFaH. DOpPTCMHAHOFAa apHATFAH €Ki HYCKAJA TYTac
Ma3MYHFQ JKAaHA MAFbIHA OKCITCH JKAHPIBIK-CTHIBAIK MOICTBIIH KOJTAHBLIYBl BAPHALMAIBIK ONICTCPIIH
MaHBI3ABUIBIFBIH Kepcereai. ©O. becridacsToiy (1959 sxeumst Tyburan) «Ummposusasn (1978) TYBIHIBICH alKBIH
KOHIENTYIBIK TYPFBICBIHAH TAPUXU KOHTEKCTE €PEKIIE MOH/I KepceTei. O3iHiH PyXaHH QICyETiH Kepcere OiireH
KOMIIO3HTOP/IBIH, IIBIFAPMAIIBIIBIK TYJIFACH KEHIHTIE HAHBIMIBI COMIABII AIIBUIA TYCEII.

«¥ITTHIK» KAaTETOPHACHIHBIH KEJICHICKTE 3EPTTENyl OHBIH Ka3aKCTaHHBIH KOPKEMIIK MOJCHHET JAMYBIHIAFBI
KOII KBIPJIBUIBIFBI TEK TCOPHSUIBIK KOHTEKCT ayKbIMBIHIA FaHA eMec, KeHOip ceOenrepre OAMIaHBICTBI «YMBITBHUIBII
KETKEH» HEMECE TOJBIFBIMCH KAMTBUIMAFAH IOBIFAPMANAPABL, KYKATTapasl, (DakTiaepai  FHUIBIMH-3EPTTCY
ToXRIpuOenepine eHrizy TapameiHaH Oankamamel [1]. «XXI raceipasiH kahanaslk kapraceiaa» (H.A. HazapOaes)
MOJICHHM YKCTICTIKTEP apKbUIBI KOI ICHICHICTI TApHX XOHE JOCTYP KYHIBUIBIKTAPBIHBIH ©3CKTLMTIH KOPCETyTe
KaO1TeTi YITTHIH TYPAKTAIybIHA MAHBI3IBL.

Tyiiin ce3aep: 0YCH, Ka3aK oHi, TYMHYCKA, (POTBKIIOP, JOCTYP, KOMIIO3UTOP, SKAHFRIPY, kahaHaaHy.
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A.K. OmapoBa

WncrutyT mureparypsl 1 uckycersa umeHn M.O. Ay330Ba, BeIy Ui HAYIHBIH COTPYJHHK OTAETA
MY 3BIKAJIFHOTO HCKYCCTBA, KAHAWAAT HCKYCCTBA, TOLEHT, AmMarsl, Kazaxcran

HAIIMOHAJBHOE B COBPEMEHHOM KOMIIO3UTOPCKOM TBOPYUECTBE:
MPOBJEMbBI HHIANBUAYAJBHOI'O CTHJIA U MOAEPHU3AIIUU CO3HAHUA

Annotamusa. B cratee aKkTyammM3HpOBAHBI OTACTBHBIC TpaHH mpoOmembr «KommoswTop w (hoapkiIop» Ha
npuMepe (PopTeNMHAHHBIX 00pa0OTOK B MY3BIKAILHO-TBOPUCCKOM mpakThke KazaxcraHa pasHBIX accATHICTHH. B
OMOpPe HA TPANAHIUH MY3BIKOZHAHHA B H3YUCHHH HANMOHATHHBIX KOMITO3HTOPCKHX IIKOJ MPCACTABICH JKaHP,
MPHOOPETINHI B COBPEMECHHOM KyJIBTYPHOH CHTYAITHH 0CO00C M BCEBO3PACTAIOIICE PEMPE3CHTATHBHOS 3HAUCHKE. B
0o0pameHuH K MPOM3BSACHUAM, AKTHBHO BOCTPCOOBAHHBIM B C(Pepe MY3BIKATBHOTO HCIIOTHUTCIIHCTBA, IO ICPKHY TA
[EeIeCo00PA3HOCTh OTIOPHI HA TEKCT HAPOIHOTO MCPBOUCTOYHHKA /I OCYIICCTBICHHA AACKBATHOW M MOJTHOLCHHOM
HHTCPIPETAHH (MCTIOTHUTSICKOHM, My 3bIKOBETUCCKOM U TIP.) BHE 3aBHCHMOCTH OT MEPBI €TO IMEPEOCMBICIICHHS.

IMockompky Hambonee SApKHC OOPa3IBl HAPOTHOTO H  «U3YCTHO-MPO(ESCCHOHANBHOTO — TBOPUCCTBAY
(T.b. TadypOekoB) OKa3bIBAOTCS IMPOWHTEPIPETHPOBAHHBIMH HE CAMHOXBI, COMOCTABICHBI BEPCHH PAa3HBIX
aBTopoB. C TPHUBICYCHHCM HOTHBIX WUTIOCTPAOMil MPOKOMMCHTHPOBAHA «UCPEHa ICPCBOILIOIICHHIDY
00Imen3BeCTHOH HAapoaHOH mecHu «Kamakainy. [Ipa e¢ (hopTenHAaHHBIX BAPHAHTA MOKA3HIBAKOT 3HAYUMOCTh MCTOIOB
BAPHUPOBAHUSA C HCIOJIB30BAHHCM JKAHPOBO-CTHJICBBIX MOJCIICH, MPHBHOCAIIMX HOBBIC CMBICIIBI B COJACPKAHHC
memoro. «Mvmposmanus»y (1978) A. becteioaesa (1959 r.p.) B HCTOPHICCKOM KOHTCKCTC MPEACTACT 3HAKOBOM C
TOYKH 3PCHHSA CBOCH SBHOH KOHLCNITY ATBHOCTH. TBOPUCCKas ke (PUTypa cCaMOTO KOMIIO3HTOPA — IEMOHCTPHPYIOMICH
TOT JyXOBHBIM MOTCHIIMAI, KOTOPBIH Oy AeT B MOCICAYIOMEM eimie 0ojee yOeTuTeIbHO 0003HAYCH U PACKPHIT.

IMepcnekTuBB W3yUCHHUA Kareropuu «HammoHATBPHOS» B €€ MHOKCCTBCHHBIX MPOSBICHHAX B Pa3BUTHH
XYAOKCCTBCHHOH KymbTypsl KaszaxcraHa BHIATCH HC TOJNBKO B CBA3H C VTBSPKICHHCM O00JI¢C IMHPOKOTO
TCOPCTHUCCKOTO KOHTCKCTA, HO M C TOCICAOBATCIBHBIM BBCACHHCM B HAYYHO-HCCICAOBATCIBCKYH) MPAKTHKY
MPOU3BCACHUH, JOKYMCHTOB, (DAKTOB, TIO OTPEICICHHBIM MPHIHHAM «3a0BITHIX) HIIH 3aACHCTBOBAHHBIX HE B TOJTHOM
mepe [1]. UcTopus w TpaaumuOHHBIC IIEHHOCTH CIOCOOHBI AKTYaIH3MPOBATh MHOTOYPOBHEBYIO ITPOOJICMATHUKY,
3HAYUMYIO 711 CAMOOTIPEICIICHIS Hanuu Ha «riodanpHOl kapre XXI Bexa» (H.A. Hazapbaes) uepe3 KyIbTypHBIC
JOCTIKCHUSL.

KmodeBnbie ¢JI0BAa: HAMEB, KAa3axCKasd TCCHA, INCPBOHCTOUYHHK, (DONBKIOP, TPATUIHA, KOMIIO3HTOP,
MOJICPHH3AIYS, TI00ATH3aIHS.
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