


COLEPXAHUE ONEPbHI

JeiictBue nmpoucxoaut B 1700-e rogel Ha YKpanHe.

Heiicreue I. KapTuna nepsas. Ycanbp6a reHepasbHOro Cyiby Bojicka 3armo-
POSKCKOTO, 6oraToro 3emiennazgesnsiia Bacunus Kouy6est. IeByniky 30ByT L0OYb
X0351MHa, KpacaBuily Mapuio, Ha BeuepHye UIPbl M XOPOBOAbI, HO Ta OTKa3bl-
BaeTCs: ceMbs IPUHMMAET B TOCTIX reTMaHa Maserny. IOHast Mapus He B cuiax
MIPOTUBOCTOSITh HEMPEOJONMMOM CTPACTU — OHA TMOMIOOMIA CEeIOBIACOTO TeT-
MaHa; OHa IOBepsIeT CBOIO TaiiHy DYy IETCTBA — 6€30TBETHO BIIOGIEHHOMY
B Hee MOJIOOMY Ka3aky AHJIpero.

X034MH TeIINT BbICOKOTO TOCTS MeCHsIMM U IISICKOI. Tlepen Tem Kak yiiTu,
Masermna HeoxkumanHo npocut y Kouy6est pyku ero nouepu. Kouy6eit nsymiaen —
Masemna cefjoit crapel, K TOMY ke KpecTHbIi oTel; Mapuu! OnHako reTMaH yBe-
pEeH B CyJIe CBOEro YyBCTBa M yoexkneH, 4To 1 Mapust mo6ut ero. Bonee Toro, on
HaMeKaeT, yTo Mapusl yKe I0/KHa CTaTh ero skeHoi. CaMoyBepeHHas HaCTOium-
BOCTb Mas3ermnbl ockop6sieT ropgoro Kouy6est — MeXXAy HUMU BCIIBIXMBAET CCOPA.
C6eraetcst nBopHS Kouy6est, Ha kimy Ma3serbl TOSIBISIETCSI BOOPYKEHHasl CBUTA.
Ho mesxnmy rerMaHoM 1 OTLOM Gpocaetcss Mapus. Masena Tpebyet o Mapun
BbIGOpA: 16O OHA GOJIbIle HUKOT/AA He YBUIUT €ro, M60 yXOAUT ¢ HUM. Mapus
6e3 MpoMe[jieHbs caenyeT 3a Ma3semnoii.

Kaptuna Bropas. /lom Kouy6es. Tsykenoe rope Jierao Ha ero cempio. Ero
cymnpyra JIto60Bb TpebyeT oTMILEeHbs — Kouy6eii JOCTaTOUHO MOTyY, YTOGBI MO/ -
HATh MsTeX B [lonraBe u 3axBaTuTh gBoper, Masenbl. Ho KouyGeit moctymut
no-uHomy. Korga ouu 6puim 61M3KMMM Opy3bsiMu, Masema OTKPBLT eMy CBOit
KOBApHBII YeCcTOM06MBBIIT 3amMbIce — u3MeHUTh [leTpy [lepBOMYy 1 € ITOMOIIBIO



IIBEICKOTO KOPOJIS CTAaTh IMOJIHOBJIACTHBIM BiacTUTeNeM YkpauHbl. Kouy6eii
HanuuieT JoHOC B MockBy. PucKysi )ku3Hb10, AHAPEl cornamaeTcs IMUHO J0CTa-
BUTb JOHOC PYCCKOMY LIapIo.

Hevicteue II. Kapruna nepsasi. Iloxszemenbe nBopua Masensl. Houb.
Vi3MyueHHbII THITKOI, B OKUAaHUM Ka3Hy TomuTtcst Kouy6eii. [leTp He moBepumt
JIOHOCY ¥ BbIZan ero Masere. Kouy6eit He GOMTCS BCTPETUTb CMEPTh Ha TLIaxe,
HO ero Tep3aeT MBICJIb, UTO 00M/Ia OCTAHeTCSI HEOTMIIEHHO. B TeMHMILY BXOIUT
npucHemunk Masersl, skecTokuit Opiuk. ITo yrpo30ii HOBOJA IBITKM OH Tpe6GyeT
oT Kouybest Ha3BaTh MecCTO, IJie CIPsITaHbl ero cokposuina. Kouy6eit oTkasbiBa-
eTCsl, YMOJISIS OCTAaBUTb €r0 B IIOKOe Iepes cMepThio. OpJIMK 30BeT Majayveii.

Kaptuna Btopas. [Tokon Masernsbl. 'eTMaHa 0f0/1€BalOT MpayHble MbIC/IN.
OH 3HaerT, Kak CWJIbHO JTIOUT ero Mapus, IpuHecHIasi eMy B JXepTBY «Bcé, umo
yeHol ceOe He 3Haem; / BCE, 6CE, uem Hcu3mb muna 6sieaem...» Ho Kak OHA BCTPETUT
MU3BeCTMe O Ka3HM OTIa?

B noxou BxoauT Mapusi. OHa ynpekaeT Maseny B X0JOJHOCTY — B I1OCJ/Ie] -
Hee BpeMs OH 6ynTo usberaet ee. [Jabpl paccesTh momo3peHus: Mapuu, Masermna
MOCBSILIAEeT ee B CBOJi 3aroBop: «...He3asucumoli depxasgoli / YkpaiiHe Obimb yxce
nopa, / M 3Hams éosbHocmu Kposasoti / 5 nodsimaro Ha ITempan.

Mapusi 3aBOpO’KEHHO CayliaeT NpusHaHue retMmana: «O, musstli moti! Tot
Oydewv yapv 3emnu podHoli!» OHa roToBa CIeIOBaTh 38 HUM KyAa YTOJHO —
Ha TPOH U Twiaxy. «Omey uau cynpye mebe dopoxce?», — HaPSIMYIO BOMPOIIaeT
Maserna. Mapusi B HeZJoyMeHUH, HO yBepsieT reTmaHa — «Tel MHe 6ce20, 8ce20
dopoce». — «Tak nomHu ceéou cnosea, Mapus», — roBoput Masera u ygansercsl.

13 Mupa cyacTIMBbIX rpe3 Mapuio BbIpbIBaeT MaTh — JIlo60Bb Kouy6eit. OHa
TafHO MPOHMKIIA K Hel, YTOO6bI paccka3aTh J0Yepu O TOTOBSIENCS Ka3HU OTLA.
Mapuu OTKpbIBA€TCSI MCTMHA — HEBOJbHO OHA CTajla BUHOBHMIIEI CTpALIHOI
yuactu pogurensi! Msganeka moHOCUTCs 6apabaHHast JpoOb: OCYKIEHHBIX YKe
BeyT Ha CMepThb. B Hazexie npeloTBPaTUTh HEMMUHYEMOe MaTh U 10Yb cIenaT
K MeCTy Ka3HU.

Kaptuua Ttpertbsi. Hapon c ykacom HabGmomaeT 3a MPUTOTOBIEHUSIMU
K Ka3HU. [IbsIHBII Ka3aK MoeT pa3Hy3IaHHYIO MeCHIO, ero TIEeTHO MbITAI0TCS YCO-
BeCcTUTb. Ha maxy BOCXOAST IMajayy ¢ ToropamMu, npubsiBaeT Masemna co CBU-
TO¥. HakoHel[ cTpaska PUBOAUT OCYKAeHHBIX — Kouybest 1 ero BepHOro apyra
nonkoBHMUKa Vckpy. C mociiefHelt MOIUTBOI HecuacTHbIe 06paliaiTcs K bory,
Hapon BTopuT MM. [Ipuberaror Mapus u JIl060Bb — HO OHM OITO3[aIM: KasHb
CcoBeplIaeTCs y HUX Ha Ila3ax.

HevictBue III.

Cumdonmuecknit aHTpakT «IloaTaBCKMit 607».

CpakeHye ujaeT K KOHIY: PyCCKMe BOJICKa IpeciefyloT OTCTYHaIIMUX
uBenoB. Maserna 1 Opauk crnacalTcsl OT HOoroHM. OCTaHOBUBIINCE Y MTOTypa3-
pylieHHOro noma, Masema ysHaeT umenue KouyGes. Korma-To pOCKOIIHBIN
M TOCTENPUMMHBIA, Ternepb 3TOT AOM IJISAUT IYCTbIMM OKHaMM KaK HeMOii
ynpek Maserne. IIyTb eMy nperpaxzgaeT AHApei — OH MCKaJl Bpara Ha MpOTsDKe-
HUM BCEI GUTBBI, YTO6BI OTOMCTUTH. Masera He XoueT 6UThCS, HO 3alMIAsCh,
cMepTenbHO PaHUT AHJpes U3 MUCTONeTa. BHe3anHo u3-3a AepeBbeB MOSIBIIS-
ercst Mapusi — norepsiBliasi paccyjoK, OCBellleHHast IYHHbIM CBeTOM, OHa TI0X0XKa



Ha npu3pak. OHa y3HaeT Masemy, HO TYT ke OTTaJIKuBaeT ero. Opnuk ybesxxnaer
Maserny CKpbITbCSI — TTOTOHSI 61m3Ka. [Iokose6aBuiicy Ha MrHOBeHKe, Ma3semna
CaIATCS Ha KOHSI.

Mapust CIBIIINT TOJIOC yMuUpamwIiero AHgpes. IIpuHSB ero 3a cBoero mia-
JIeHIIa, OHA yKauMBaeT ero Ha CBOMX PYKax, HalleBast KOJIbIOeIbHYIO.

«Huxkoezda ewje maxk mpyoHo MHe He 0ag8anoce ...
GosbuL0e COUUHeHUe, KaK 3ma onepa»

«S] HAUUHAI0 UCNBIMbIBAMb CMYMHOE NONON3HOBEHUE Hanucams onepy, u cloxem
“ITonmaswt” ouenv cobnasmusem meus», — numet I1.1. YaiitkoBcKuii B Havyaze Masi
1881 roma K.IO.aBwigoBy. ITocie 3aBepuieHusi «OpaeaHCKO [IeBbl» KOM-
MO3UTOP HaxXOIMJICSI B MOMCKe HOBOTO CIOkeTa. BeCHOIt OH rocTWiI y CecTphl,
B CBOEM J106MMOM TpuioTe — umenun Kamenka Ha YRpauHe, rfe, o ero cJioBaM,
U nioHbiHe BuTan ayx A.C. IIymkuHa (03T HeOJHOKPATHO ObiBasi B KameHke).
BHuMaHMe KOMIIO3MTOpa MpuUBIekaa mosma «IlostaBa». DTO U MOGYIMUIO €ro
HamucaTb APYry U KoJuiere, AupekTopy IleTep6yprckoit KoHcepBaTopuu JJaBbli-
IOBY, KOTOPBI/ Havyana 6bUI0 paboTaTh HaJ, ONEpPOii Ha 3TOT CIOXKET, HO MO3XKe
0CTaBWI CBOe HaMepeHMe. B 0TBeT TOT C pafjoCThIo [10CJIa eMy FOTOBOE OIIEPHOe
nubperto B. BypeHnna: «4 pad, umo croxem, KOmopsim S K020a-mo yeaeKancs,
HAaxooumcsi meneps 8 pyKax maxkozo 2eHUanbH020 Xy0OMHUKA, KaK Mbl».

OpHaKko MOTyYyeHHOe JMOPEeTTO, BUAMMO, He TOHPaBmIoch YaiikoBCKOMY —
MIPUCTYIUB K HAGPOCKaM HECKOJIbKUX CIIeH, OH oxyiazen K «[TonTaBe». Heckonbko
MeCSIeB CITYCTsS KOMITO3UTODP CHOBA IePeunTal IM0dIMY U, «MpoHYmblli HEKOMo-

pPbIMU KPAcusblMU CyeHamu u cmuxamu», Bo306HOBMI paboty. Ho moHamo6m-
JIOCh ellle HeMaJIo BpeMeHH, Ipeskje ueM 3aMmblcen «Masersl» chopMupoBacs
OKOHYaTeJNbHO. YaiiKOBCKUIT KaJOBalCS Ha YHaZoK BIOXHOBEHMUS; CTPEMSCh
MaKCUMaIbHO COXPAHUTh IyUIKVHCKWI CTVX, OH GBI BRIHYKIEH Iepe/ieibIBaTh
mbpeTTo. JJake MHCTPYMEHTOBKA, OOBIYHO JIETKO [AaBaBLIASICSI KOMIIO3UTODY,
3[1eCh IIPOABUTATIACH «UepenauibuM Wazom»; B 1jeJIoM paboTa HaJ, OTlepoii 3aHsa
y YaiikoBCKOro fBa roja.

HecmoTps Ha TiiaTeIbHO MO TOTOB/IEHHbIE TTOCTAaHOBKM B Mockse u Iletep-
6ypre (peMbepbl B 06eMx cTO/MMIIAX Mpoliu B ¢peBpane 1884 roga) u npekpac-
HBIX, YBJIEUEHHBIX OIlepoii ucrnoaHuTenei, «Masemna» umesn BecbMa CKPOMHBbI
ycrex. JInib B XX Beke pacKkpbLIOCh HEIIOBTOPMMOE CBOe0Opasyue 3TOro Coun-
HeHMS.

Kak omepHbIii KOMIIO3uTOp YailkOBCKMII He cjaefoBaja pa3 M HaBceraa
BbIOpAaHHOMY KaHOHY. Kaxkzoe ero mpousBefieHue OTMEYEHO MHTEHCHBHBIM
TBOPYECKMM ITOMCKOM: TaK, BCJIEH 3a «IMPUUECKMMU clieHaMu» «OHermHa»
nocinenosana «OpaeaHcKas [eBa» B ayxe 607b10ii ppaHITy3CKOIi OIlepsl, 3a Mac-
IITAaGHBIM OIlEepHO-CUMGOHNYECKUM MOT0THOM «[IMKOBOJ JaMbl» — KaMepHast
10 xapakTepy «/onaHTa».

CrosketT «ITosTaBbl», B KOTOPOM JIMYHAS JpaMa IeperuvieTeHa ¢ BaskHelilet
crpaHuuein ucropum IleTpoBCKOM 3MOXM, @ KyJbMMHALMs IajaeT Ha OIuca-
Hyue [TonTaBCKOro cpaskeHysl, 6e3yCJIOBHO, JaBal GaroJaTHbI MaTepyast ISt
omnepsl. Ho YaiikoBcKOMY GbITIO UYKI0 cTpeMiieHye K 3ddekTy Kak TaKOBOMY —
MMOTOMY HampacHo 6bUTO ObI JKIATh B ero «Masemne» maptuii [letpa I n Kapma XII.
Iaxe «[loaTaBcKuii 60¥i» aBTOP, KOTOPOMY ObLIN «HEHABUCMHbL KAK 3adauda 80c-



npou3seedeHusl @ 36yKax, 8CAKUE CPAXCEHUSL, NPUCIMYNbL, AMAKU U NP.», WIUTIOCTPUPO-
BaJ CI/[Md)OH]/l‘—IeCKI/IM AHTPAKTOM; M HE OH CTa/l KYJIbMMHAIIlMOHHBIM MOMEHTOM.
YyBCTBa, ePEXMUBAHMUS FePOEB, BOSHMKHOBEHME 1 JUHAMUKA KOHGIUKTA — BOT
YTO MO-TMIPEeXXHEMY IpyMBJIeKaao BHMMaHue YaitkoBckoro. B «I[lonTaBe» CIIOKHBIN
y3eJl B3aMMOOTHOILI€HM}1 HAaCTOIbKO TECHO CBSI3aH C BHELIHMM JIe/iCTBYEM, UTO
coueTaHMe aHCAMOJIEBbIX ¥ GOMBIINX MAaCCOBBIX CIieH 06pasyeT CTPOIiHYIO, rap-
MOHMYHYI0 KOMITO3UIINIO.

Bo3MOXKHO, Ha co3maHye «Masemsl» MOBIMSIIA LIelb TParnyeckux coObITHIA,
nepexxuBaeMbIXx YaliKOBCKMM B Mepuoj paboThl HaJl ONepoii: youiicTBO Teppo-
pucramu uMmnepatopa AnekcaHgpa II, paHHsIsE cMepTh JIIOOMMOIi IIeMSHHUIbI
TaTbsHbl JaBbigoBoii... Kak 1 npexxage YaiikoBCKOro HEOTCTYITHO IpecaefoBasa
MBIC/Tb O HEIIPEJIOKHOCTM TParmueckoii cymbosl («darymar). KapTunsl mompoca
U TIBITOK, CLIeHBbI Ka3HY, youiicTBa, cymacimecTsyst — «Masera» ocTaeTcsi camoit
MpAauHO}M U3 KJIaCCMUeCKUX PYCCKUX OIlep, B KOTOPO¥ OCTPBIN HaKasl CTpacTeit
JIUIIb U3pesiKa OCBellaeTCs IMPUYeCKUMI CTPAHULIAMU.

O6pa3 r7IaBHOJ TepOMHM CTal IMEepPBBIM MMITYJIbCOM BIOXHOBeHMsT Yaii-
KOBCKOrO. Y>xe B IIepBOM apuo30 Mapus moeT O POKOBOJ INpefomnpeneneH-
HOCTHM CBOE€#t JI06BM K retMany («...Cyowv0oli HexucOanHol, 6e36038pamHoli emy
5 8 Hepmay omoaual»); B mysTe ¢ AHApeeM MPU3HAETCS — IIPeAUYBCTBYSI rUbeb,
OHAa He B CWJIaX IPOTUBOCTOSITh 3TOI cTpacTu. [lonnuuHas cuia mo68u Mapun
packpbeiBaeTcs B nyate ¢ Masemnoii (II mejicTBue), B ee BOCTOp)KEHHOM ITpeJBU-
JIeHUY BO3JII006JIEHHOMY 1[apCcKOii KOpOHbI. Oc/eryieHHasi CTPacTbio, OHA HUKAK
He MOKEeT IOHSITh CJIOB MaTepu O Ka3HM OTLA. HakoHell, OCO3HaHMe UCTUHBI
JVIIAeT ee YYBCTB; I'MOeib OTLA — JIMIIAET paccynka. B ¢uHambHOI cueHe

B IIOTYXLIeM CO3HaHMM Mapuy obGHaskaeTcsl ABOVICTBEHHOCTHh 06/MKa Masemsl
(«Tot Ge300paseH, oH npekpaceH!») MeabKAIOT KapTUHbI JIIOGOBHOTO CBUAAHMS,
Ka3HMU, IU1aya MaTepu...

Ho Bce xe He Mapus raBHbIN nepcoHax onepsl. durypy Masermns! YaiikoB-
CKMI1 TpakTyeT MHOrorpaHHo. Ecim gng IlymikuHa pemiampoliee 3HaUeHMe MMel
HpaBCTBEHHbIﬁ ACIIeKT M3MEeHbI reTMaHa, TO KOMIIO3UTOPD 6])III 3HAKOM U C MHOM
ero TpakToBKoit. (O6pa3 Masersl — IOHOIIN, TPUBSI3aHHOTO K CKavylleMy KOHIO,
CTaJI MOMYJISIPEH B 3aM1aHOEBPOIIeiCKOM MCKYCCTBe 6iarogapst Bonbrepy, 3ame-
YyaTAeBIIEMY B XPOHMKE JIpaMaTUUeCKyil aM30[, U3 KMU3HY GyAylIero reTMaHa;
OH JIeT B OCHOBY KapTuH 3. [lenakpya u O. BepHe, moamsl «Masemna» JIk. BaiipoHa
¥ OJHOMMEHHOTO CTUXOTBOpeHus B. 'oro, doprenuanHoro stona u cuMboHM-
4yeckoil mosmbl @. JIucra). YaliKOBCKMIA faek OT pOMaHTUYeCKON uaeanu3auunu
CBOEro reposi, 0JHAKO MY3bIKaJIbHBIN 00pa3 «6e3yMHOI CKauKu» JIeT B OCHOBY
TeMbl, OTKpbIBalolleli OpKecTpPOBOe BCTYIIJIEHMEe K Ollepe — OHa CTAaHOBUTCS
BeAyLIUM JIeJiTMOTMBOM Masersl.

TIpoTMBOMOIOKHBIE UepThbl XapaKTepa reTMaHa B IIOJHOJ Mepe pacKpbI-
BAIOTCS B OIepe: IIMPOKMIA YM, TBEPAOCTb B JOCTVDKEHMM Ly, BJIACTHOCTD
" JKeCTOKOCTD, ITyOMHA UyBCTBA. 3HAMEHUTAst upudeckast apus («O, Mapus!»),
HaIMCaHHAas 10 Mpochbe MepBoro ucmosHuTens poiau b. KopcoBa, oprannyHo
porosnHsieT 06pas. Ho u B m06Bu Ma3serna aroucTiuyeH — OH CTaBUT Mapuio repes,
TSDKEJIBIM BBIOOPOM, Tpebysi oTpeubcst oT ceMby («Co MHOU udews — unu Hasex
pasnyka?»). Oco3HaHMe TOTO, KaKMM yJapom OyaeT IJisl Jo4yepy Ka3Hb OTIA,
3aCTaB/IsIeT YCOMHUTBCST Jaxke skecTokoro Opiuka, HO He Masemy; packasiHue
MpUAET K HeMY CIMIIKOM MO3JHO.



Cuena kasHu KouybGest (puHam BTOPOro AECTBUS) SIBISIETCS VICTMHHOW
KyJbMMHauueii onepsl. lllekcrnMpoBCcKMit KOHTPACT BHICOKOTO M HM3KOTO (ITeCHS
MbSTHOTO Ka3aka, KOTOpasl TakK pasfpaxara COBpeMeHHMKOB YaiikoBCKOIo —
HO He KpaliHsIs /M CTelleHb OTYasiHUSI CKPbIBAETCS 3a HAITYCKHOJ BeCeloCTbio?),
CYpOBBIIi Maplll, MOJUTBA OCY)XXJEHHbIX, KOTOPYIO ITOAXBATbIBAeT XOp, U Jaxe
KpacHOpeuyuBoe Moja4yaHue MaseIbl, TeMa KOTOPOTO IOCTOSIHHO 3BYUUT B OpKe-
CTpe — CIUIaB KOHTPACTHBIX 3JIEMEHTOB POXKJIaeT OJHY M3 CaMbIX 3aXBaTbIBAlO-
IIMX CLIeH B PYCCKOJ OIepHOI My3bIKe.

Bce mepcoHaxy omepbl IPOXOASIT Yepe3 TOPHWIO CTpamaHuii, obperas
B HUX MOJJIMHHOE Bemnuue. TBepaocTs u 6aaroponctBo Kouybes mepeq aniom
cmepTH, otyasiaue JIro60BY, yMOJISIIOLIe J0Ub CIIaCcTy OTLA, TI000BHOE TIPU3HA-
HUe yracamouiero AHpest — KKIoOMY 13 HUX Maserna HeceT rnbeb, yIogo06ssach
OPYAMIO TPArn4ecKoii CybOobl.

Brnpouem, 1 Maseny YajikoBckuit Beaeq, 3a [IymKMHBIM 3acTaBisieT repe-
SKUTh KPax CBOMX CTpeMJIeHNi. UeCcTOM00MBbII BIaCTUTENb, TEIIePh XKe «bezney
0e300MHbLl, NPOKAIMbIL NH00bMU U3MEHHUK», OH BUAMUT pPas3pyLIEHHbI XYTOP
Kouy6est, HamOMMHAWOLINI O TOTYGJEHHOM, HEKOrJa CYaCTIMBOM CeMbe; OH
BBIHYXX/IeH YOUTb AHZpesi, BHUMATh 6e3yMHbIM peuam Mapuu. U He ee v 061MK
OyoeT BeUHbIM HATIOMMHAHMEM O TIIETe BCEeX YCUIIMIA, O HAMPACHO MPOIUTON
KPOBM B YTOTOBAaHHbI €My OCTATOK SKM3HU?

B nepBoHava/ibHOI pejakLMM orepa 3aKaHYMBaIach caMoyouiicTBom Mapum
U OIUIaKMBaIOIIMUM ee XopoM. Ho 3atem UaiikOBCKMIT pelncs Ha CMeJblii Hiar.
B «mymkmuHCKylo» omnepy oH Bkmouna ctpoku M.IO. JlepmonTosa (!) — «Kasaubio
KOJIBIGETTBHYIO MTeCHIO», KOTOPAst 3HAeT MHOXKECTBO MY3bIKaIbHbIX BOIUIOLIEHMIA.
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Cnu, maadeHey Moli npeKpacHoili,
Barowxku-6at!

Tuxo ceemum mecsy sICHblll

B konvibens meoi. ..

— HarmeBaeT Mapusi, CKIOHUBIIMCh K yMMpawieMy oHolie. OCKOJIOK HexX-
HOCTM U MATePMHCTBA OCTAJICSI HETPOHYTHIM B ee pa3buToii ayuie. «becrmoTHas»
y6aloKMBaIast KOJbI6ebHast, TOCTEIIeHHO MCTanBast B OPKeCTPOBOM pianissimo,
TOTPSICAET CUIbHEE TPOMOIIOZOOHBIX aKKOP/IOB, IO/, KOTOPbIe OObIUHO OITyCKa-
eTCsl OTepHbIit 3aHaBeC; Kak U B Oymyiieit «[[MKOBO mame» MOLOOHBI «TUXWIT»
KOHell POKJaeT YyBCTBO MOAIMHHOTO OUMIIEHNS Yepe3 CTpafgaHue.

«[ocmpenep cumpornuueckux opkecmpos Cosemckozo Coio3a» — Tak B IIYTKY
Ha3bIBalIM MY3bIKaHThI Jupuskepa Pyata lllakuposuua MaHcyposa. [leso 6b110
He TOJIbKO B CIOPTMBHBIX JOCTIDKEHMSIX MasCTPO (MacTep CIOpTa MO albIu-
HU3MY ¥ KOHbKOOEXHOMY CIIOPTY, NT€PBbIil pa3psif M0 1MaxMaTaM, OH HeOJHO-
KPaTHO TIOKOPSII CEeMUTBICSTYHBIE BEPIIMHBI ¥ 3aHMMAJICST GOKCOM), HO Mpexze
BCero, B YMEHMM YeTKO U AUCUMUIUIMHMPOBAHHO HACTPOUTD U «COOPATh» 10601
KOJUIEKTUB, B CKaThle CPOKY OBJIaZIeTh HOBBIM perepTyapoM, 6yb 3TO Kiaccuye-
CKUIJi 1IefleBp WM IIpeMbepa COBPEMEHHOI0 KOMIIO3UTOPa, COUeTaTh CTPOrOCTh
BbICOYaiiiiero nmpodeccruoHanusaMa ¢ 3MOLMOHATbHOM CAMOOTHAYEIA.

TBopueckas xku3Hb @yaTa MaHcypoBa 6bliia Hepa3pbIBHO CBsI3aHa ¢ Alma-
Atbl 1 KasaHnblo. B 15-71eTHeM Bo3pacTe OH CTasl BMOJIOHUENIUCTOM B OpKecTpe
AnMa-ATMHCKOTO paJilOKOMMTETA; I0HOIIe MMOCYacTIMBIIOCh paboTarth ¢ Cep-
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reeMm [IpokodbpeBBIM HaJl 3aMVICHI0 MY3bIKM K Xy[L0KeCTBeHHOMY GuibMy «VIBaH
T'posnblii». 3aTeM OH OKOHYMI Ka3aXCKyl KOHCepBAaTOPMIO M0 KIacCy OUPVKA-
poBaHMsl (HapajieNibHO 06ydasch Ha (GU3MKO-MaTeMaTu4eckoMm (akyribrere
Kaszaxckoro yHMBepcuTeTa), IMO3Xe COBEPIIeHCTBOBAJI MacTepcTBO B Mockse
B kiaccax JI. I'mH36ypra u U. MapkeBuua. IloJ ero pyKoOBOJCTBOM CTy[eHYe-
ckuit opkectp Kasaxckoit KoHcepBaTopuy ObUI yLOCTOeH 30/I0TO Megmasn
Bcemupnoro dectuBast MoIomesku 1 cTyaeHToB B Mockse (1957); B 1971 romy
¢ opkecTpomM MocKOBCKOJ KoHcepBaTopuu ®@. MaHcypoB cran naypeatom Mex-
IYHapOJHOTO KOHKYpCa MOJIOAEXHbIX opKecTpoB I. doH Kapasina B Bepnune.

Ivipyskep BO3IIaB/sul cuMdoHndecknii opkectp Kasaxckoro pamuo, Tocy-
nmapcTBeHHbIN cuMmboHmnyeckmit opkecTp Kasaxckoit CCP, 6bUT IJTaBHBIM JUpIKe-
pom Kazaxckoro Teatpa omepsl 1 6ayera umeHu Abasi, TaTapcKoro TeaTpa omnepsl
u 6anmera umenu M. [xanwiis, B TIOC/IeIHME TOIbI XU3HM pyKoBoawa locymap-
CTBeHHBIM cuMdOoHMUecKuM opkecTpoM Pecry6imky TaTapcTaH.

Tocne mo6Gensl HA Bcecoo3HoM KOHKypce aAupiskepoB (1966, 111 npemus),
®yaT MaHCypoB ObUI IPMHAT B CTaKepPCKyI0 TPyIIy Bonbuoro teatpa, ne6io-
TUPOBaB omnepoit «CeBMAbCKUIT LUPIONbHUK». OKomo 40 JieT mponosrKazach
ero JesTelbHOCTb B IVIABHOM TeaTpe CTPaHbl, OH AUPIDKMPOBAN ONEPHBIMU
¥ GaJeTHBIMU CIIEKTAK/ISIMU PYCCKOTO, 3apy6EKHOTO ¥ COBETCKOTO pernepTryapa.
«..ApKuil u moHKuUll My3stKaHm; mepnenussiii, Myopbslii, Ho oueHb cmpoeuti nedazoe,
He npowarowuii daxce manoii panvuiu, HU UHMOHAYUOHHOL, HU, 0COOEHHO, CMbICTIO-
801i...», — nucan o ®. Mancypose conuct Bonbuioro Teatpa A. Jii3eH.

®dyatr MaHCYpOB IOUPYKMPOBAJI OPKECTPOM MOCKOBCKOI (GuiapMOHUU
¥ Bonmpmum cuMQOHMYECKMM OpKecTpoM BcecorosHOro panmo; racTpoampo-
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Basl BO MHOTMX cTrpaHax EBpomsl, B CIIA, W3paune, Typuunu, IOkuoit Kopee,
AprenTtune, Apctpanun. Ho, K cokaneHuo, OH OCTaBUJI COBCEM HEMHOIO CTy-
IUITHBIX 3amyceii (Hauboblieli U3BECTHOCTBIO CPeIM MeIOMAaHOB IMOJIb3YeTCs
samuch «Ilapckoit HeBecThl» H.A.Pumckoro-KopcakoBa, ocyliecTBiIeHHAsT UM
B 1973 rony).

Omepa «Masemna» I1.U. YaiitkoBcKOro 6bia 3amycaHa KOUIEKTUBOM Bosib-
umoro Teatpa CCCP mnop ynpasienuneMm ®. MaHcypoBa B paMKaxX I'DaHAMO3HOTO
MIPOEKTa — «IIOJTHOTO cOoOGpaHMst My3bIKM YaiiKOBCKOTO B rpamsamucu». B Heit
MPUHSIN y4yacTyue JIydllye CWJIbl ONepPHONM TPYMIIbl NMPOCAaBIEHHON CLieHbl —
Wpuna Apxunosa, Tamapa MmnamkuHa, EBrenumii Hecrepenko, Bnagucias
IIbsaBKo, Bnagumup Banaiituc u npyrue.

Bopuc Myxkoceti

13



SYNOPSIS

Ukraine, the 1700s.

Act L. Scene 1. The estate of Vasyl Kochubey, chief judge of the Zaporozhean
Army and a rich landowner. The girls call Kochubey’s daughter, beautiful Mariya,
for evening games and round dances, but she refuses: the family is receiving
hetman Mazeppa. Young Mariya is unable to resist an overwhelming passion —
she fell in love with the grey-haired hetman; she confides her secret to Cossack
Andrei, a friend of her childhood days, who is hopelessly in love with her.

The host entertains the distinguished guest with songs and dances. Before
leaving, Mazeppa unexpectedly asks Kochubey if he agrees to marry his daughter
off to him. Kochubey is astonished - Mazeppa is a grey-haired old man, and he
is also Mariya’s godfather. However, the hetman is confident in the strength of
his feeling and convinced that Mariya loves him. Moreover, he hints that Mariya
should already be his wife. Mazeppa’s self-assured perseverance insults proud
Kochubey, and a quarrel breaks out between them. Kochubey’s servants come
running, and Mazeppa calls his armed retinue. Mariya steps between the hetman
and her father. Mazeppa demands that Mariya make her choice: she will never
see him again or she leaves with him. Mariya immediately follows Mazeppa.

Scene 2. Kochubey’s house. A heavy grief fell on his family. His spouse
Lyubov demands revenge — Kochubey is powerful enough to raise a revolt in
Poltava and capture Mazeppa’s palace. But Kochubey will do otherwise. When
they were close friends, Mazeppa opened an insidiously ambitious plan to
Kochubey - he intends to betray Peter the Great and become a sovereign ruler
of Ukraine with the help of the Swedish king. Kochubey writes a denunciation to
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Moscow. Risking his life, Andrei agrees to personally deliver the denunciation
to the Russian tsar.

Act II. Scene 1. The dungeon of Mazeppa’s palace. Night. Exhausted by tor-
ture, Kochubey languishes in anticipation of execution. Peter did not believe the
denunciation and placed Kochubey at Mazeppa’s service. Kochubey is not afraid
to die on the scaffold, but he is tormented by the thought that the insult will
remain unavenged. Cruel Orlik, Mazeppa’s henchman, enters the dungeon. Under
the threat of a new torture, he demands that Kochubey name the place where his
treasure is hidden. Kochubey refuses, begging to leave him alone before he dies.
Orlik calls the executioners.

Scene 2. Mazeppa’s chamber. The hetman is beset by dark thoughts. He knows
how much Mariya loves him. She sacrificed “Everything that does not know the price
of itself / Everything, everything that makes life sweet...” But how will she take the
news of the execution of her father?

Mariya enters the chamber. She reproaches Mazeppa for his coldness — he
seems to have been avoiding her lately. In order to dispel Mariya’s suspicions,
Mazeppa lets her into his conspiracy: “It’s high time Ukraine was an independent
state / And I raise the banner of bloody liberty against Peter”.

Mariya listens to the hetman’s confession fascinated: “Oh, my dear! You will
be the king of the native land!” She is ready to follow him anywhere - to the throne
and to the scaffold. “Who is dearer to you, your father or your spouse?” Mazeppa asks
bluntly. Mariya is perplexed, but assures the hetman, “You are dearer to me than
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anyone and anything”. “So remember your words, Mariya,” Mazeppa says and leaves.
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Her mother, Lyubov, pulls Mariya out of the world of happy daydreaming. She
secretly passed through to her to tell her daughter about the forthcoming execu-
tion of her father. Now Mariya knows the truth - she has unintentionally become
the initiator of her parent’s terrible fate! Drumming is heard from afar: the con-
victs are already being led to execution. Hoping to prevent the inevitable, the
mother and daughter rush to the place of execution.

Scene 3. The people are watching with horror the preparations for the execu-
tion. A drunken Cossack sings an unbridled song while some try to appeal to his
conscience. The executioners ascend the scaffold with axes in their hands. Mazep-
pa arrives with his retinue. Finally, the guards bring the convicts — Kochubey and
his faithful friend Colonel Iskra. The unfortunate ones appeal to God with their
last prayer while the people echo them. Mariya and Lyubov come running, but they
are late: the execution is carried out before their eyes.

Act II1.

Symphonic entr’acte “The Battle of Poltava”.

The battle is coming to an end: the Russian troops are pursuing the retreating
Swedes. Mazeppa and Orlik are fleeing from the chase. Mazeppa stops at a dilapi-
dated house and recognizes Kochubey’s estate. Once luxurious and hospitable, this
house now gazes with its empty windows like a silent reproach to Mazeppa. Andrei
blocks his path — he searched for his enemy throughout the battle to get even with
him. Mazeppa does not want to fight, but has to defend himself and shots Andrei.
Suddenly, Mariya appears from behind the trees — she has lost her mind. Lit by
moonlight, she looks like a ghost. She recognizes Mazeppa, but pushes him away.
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Orlik convinces Mazeppa to hide — the chase is coming near. After hesitating for
a moment, Mazeppa gets on his horse. Mariya hears Andrei’s voice as he is dying.
Taking him for her baby, she rocks him in her arms and sings a lullaby

“No other large piece has been so diffi-
cult to write as this opera”

“I am beginning to experience an uncertain impulse to write an opera, and the
plot of Poltava seduces me very much,” Pyotr Tchaikovsky wrote in a letter to Karl
Davydov in early May 1881. After finishing The Maid of Orleans, the composer was
looking for a new plot. In the spring, he stayed with his sister, at his favourite
refuge — the Kamenka estate in Ukraine, where, according to him, the spirit of
Alexander Pushkin was still alive (the poet had been to Kamenka several times).
The composer’s attention was attracted by the poem Poltava. It prompted him
to write to Davydov, a friend, fellow composer and director of the St. Petersburg
Conservatory, who had started working on an opera based on this plot, but later
gave up his plan. In response, Davydov gladly sent Tchaikovsky a ready operatic
libretto written by Viktor Burenin: “T am glad that the plot, which I once was fond of,
is now in the hands of such a genius artist as you are”.

However, Tchaikovsky probably disliked the libretto after he received it, and
having started the sketches of several scenes, he lost interest in Poltava. A few
months later, the composer re-read the poem and, “moved by some beautiful scenes
and verses”, resumed the work. But it took a lot of time before the idea of Mazeppa
finally took shape. Tchaikovsky complained about the lack of inspiration; seeking to
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preserve Pushkin’s verse as much as possible, he was forced to rework the libretto.
Even the instrumentation, which usually came easily to the composer, was advanc-
ing at a snail’s pace. In general, it took Tchaikovsky two years to write the opera.

Despite the carefully prepared productions in Moscow and St. Petersburg (the
premieres in both capitals took place in February 1884) and the wonderful and
enthusiastic performers, Mazeppa enjoyed a very modest success. The uniqueness
of the work was finally discovered as late as in the twentieth century.

As an opera composer, Tchaikovsky did not follow the chosen canon once and
for all. Each of his works is marked with an intense creative search. So, The Maid of
Orleans followed the “lyrical scenes” of Onegin in the vein of grand French opera,
and lolanta, a chamber opera by nature, followed The Queen of Spades, a large-scale
operatic and symphonic canvas.

The plot of Poltava, in which a personal drama is intertwined with the most
important page in the history of Peter the Great’s era, with the climax falling on
the description of the Battle of Poltava, was a fertile ground for the opera indeed.
However, Tchaikovsky was alien to the desire for effect as such — so we should not
expect parts of Peter the Great and Charles XII in his Mazeppa. Even when it comes
to the Battle of Poltava, the composer, who “hated the idea of reproducing all sorts of
combats, assaults, attacks, etc. in sounds”, illustrated it with a symphonic entr’acte.
And this is not a climax either. The characters’ feelings and worries, the emergence
and dynamics of the conflict are things that attracted Tchaikovsky’s attention as
ever. In Poltava, the complex knot of relationships is so closely associated with the
external action that the combination of ensemble and large crowd scenes forms an
orderly and harmonious composition.
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Perhaps the creation of Mazeppa was influenced by the chain of tragic events
experienced by Tchaikovsky while he worked on the opera: the assassination of Tsar
Alexander II by terrorists, the early death of his favourite niece Tatiana Davydova...
As before, Tchaikovsky was relentlessly pursuing the idea of immutability of tragic
fate. The pictures of interrogation and torture, the scenes of execution, murder and
madness — Mazeppa remains the darkest of the classical Russian operas, in which
the acute intensity of emotions is only occasionally lit up with lyrical pages.

The heroine became the first impulse of Tchaikovsky’s inspiration. Already in
her first arioso, Mariya sings about a fatal predestination of her love for the hetman
(“... as unexpected fate has willed, I am a non-repayable sacrifice for him”); in her
duet with Andrei, she confesses that she is unable to resist this passion although
she anticipates her death. The true power of Mariya’s love is apparent in her duet
with Mazeppa (Act II), in her enthusiastic vision of the royal crown on her belov-
ed’s head. Blinded by passion, she cannot understand her mother’s words about the
execution of her father. When she finally realizes the truth, she loses her feelings,
and her father’s death drives her mad. In the final scene, the duality of Mazeppa’s
character is exposed (“You are ugly, he is beautiful”) and the pictures of the love
scene, the execution and the crying mother flash in Mariya’s extinct consciousness.

However, Mariya is not the opera’s lead character. The figure of Mazeppa is
interpreted by Tchaikovsky in many ways. If the moral aspects of the hetman’s
treason was a decisive point for Pushkin, the composer was familiar with a differ-
ent interpretation of the character. (The image of Mazeppa as a young man tied to
a galloping horse became popular in the West-European art thanks to Voltaire, who
chronicled the dramatic episode from the life of the future hetman; it also formed
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the basis of the paintings by Eugéne Delacroix and Horace Vernet, the poem
Mazeppa by Lord Byron and the eponymous poem by Victor Hugo, the piano etude
and the symphonic poem by Franz Liszt). Tchaikovsky was far from romantic ide-
alization of his character, but the musical image of the “mad racing” formed the
basis of the theme that opens the orchestral introduction to the opera — it becomes
Mazeppa’s leading leitmotif.

The hetman’s opposite traits are fully revealed in the opera: a capacious mind,
firmness in the purposes, imperiousness and cruelty, and depth of feeling. The
famous lyrical aria (“Oh, Mariya!”) written at the request of Bogomir Korsov, the
first performer of the role, seamlessly complements the image. When it comes to
love, Mazeppa is selfish — he confronts Mariya with a difficult choice, demanding
that she renounces her family (“Are you going with me — or are we apart forever?”).
Even cruel Orlik doubts when he realizes what a blow the father’s execution will be
for Mariya. Mazeppa has no doubts; repentance will come to him too late.

The scene of Kochubey’s execution (the finale of the second act) is a true
culmination of the opera. A Shakespearian contrast between high and low (the
drunken Cossack’s song that Tchaikovsky’s contemporaries found so annoying, but
what if the extreme degree of despair is hidden behind this affected merriness), a
stern march, the convicts’ prayer echoed by the choir, and even Mazeppa’s elo-
quent silence and his theme repeated by the orchestra — the blend of contrasting
elements creates one of the most exciting scenes in Russian opera music.

All the characters of the opera pass through the furnace of suffering, finding
true greatness in it. Kochubey’s firmness and nobility in the face of death, Lyubov’s
despair when she implores her daughter to save the father, Andrei’s love confes-
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sion when he dies - Mazeppa brings death to all of them, becoming similar to an
instrument of tragic fate.

However, following Pushkin, Tchaikovsky makes Mazeppa experience the col-
lapse of his aspirations. Once an ambitious ruler, he is now “a fugitive homeless,
a traitor cursed by people”; he sees Kochubey’s destroyed homestead reminiscent
of the once happy and now ruined family; he is forced to kill Andrei and listen to
Mariya’s insane words. Will her face be an eternal reminder of the vanity of all his
effort, of the wasted blood that awaits him in the remainder of his life?

In the original version, the opera ended with Mariya’s suicide and the choir’s
lament over her. But then Tchaikovsky made up his mind to take a bold step. He
inserted Mikhail Lermontov’s lines (!) into the Pushkin opera — The Cossack Lullaby
that knows many musical incarnations.

Sleep, baby, my dearest,
Hushabye, a-bye.

Quietly the bright moon

Is looking at you in the cradle...

Mariya hums, bending over to the dying young man. A shard of tenderness
and motherhood remained untouched in her broken soul. Gradually fading away in
the orchestral pianissimo, the “incorporeal” calming lullaby shakes stronger than
the thundering chords that usually sound when the curtain falls; just like in the
upcoming Queen of Spades, such a “quiet” ending creates a feeling of genuine puri-
fication through suffering.
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“The state coach of the Soviet Union symphony orchestras”, musicians called
conductor Fuat Shakirovich Mansurov as a joke not only because of the maestro’s
sporting achievements (he was a master of sports in mountaineering and speed
skating, a proficient chess player, repeatedly conquered seventhousanders and was
engaged in boxing), but above all, because of his ability to adjust and assemble any
team in a clear and disciplines manner, to learn a new repertoire within short time-
frames, be it is a classical masterpiece or a contemporary composer’s premiere, and
to combine the rigour of high professionalism with emotional dedication.

Fuat Mansurov’s artistic life was inextricably linked with Almaty and Kazan.
At the age of fifteen, he became a cellist in the orchestra of the Alma-Ata Radio
Committee; the young man was lucky to work with Sergei Prokofiev when the com-
poser recorded his music for the feature film Ivan the Terrible. Then he graduated
from the Kazakh Conservatory as a conductor, studying at the same time at the
physics and mathematics department of the Kazakh University, and later improved
his skills in Moscow under the guidance of Leo Ginzburg and Igor Markevich. The
students’ orchestra of the Kazakh Conservatory led by Mansurov was awarded the
Gold Medal of the World Festival of Youth and Students in Moscow in 1957. In
1971, Mansurov and the Moscow Conservatory Orchestra won the prize of the Her-
bert von Karajan Foundation’s International Competition for Conductors in Berlin.

The conductor headed the Kazakh Radio Symphony Orchestra and the State
Symphony Orchestra of the Kazakh SSR, and was the chief conductor of the
Kazakh Abay Theatre of Opera and Ballet and the Tatar Jalil Opera and Ballet
Theatre. In the last years of his life, he led the State Symphony Orchestra of the
Republic of Tatarstan.
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After winning the All-Union Conducting Competition (1966, third prize), Fuat
Mansurov was accepted into the trainee troupe of the Bolshoi Theatre, making
his debut with The Barber of Seville. His activities at the country’s major theatre
continued for forty years where he conducted opera and ballet performances of
the Russian, foreign and Soviet repertoire. “A bright and delicate musician; a patient,
wise, but very strict teacher, who does not forgive even the slightest falsehood, neither
intonational, nor, and especially, semantic...”, wrote the Bolshoi soloist Artur Eisen
about Mansurov.

Fuat Mansurov conducted the Moscow Philharmonic Orchestra and the Grand
Symphony Orchestra of All-Union Radio, toured in many European countries, the
USA, Israel, Turkey, South Korea, Argentina and Australia. Unfortunately, he left
very few studio recordings (his recording of Rimsky-Korsakov’s The Tsar’s Bride of
1973 was especially popular among music lovers).

Pyotr Tchaikovsky’s Mazeppa was recorded by the company of the USSR
Bolshoi Theatre under the baton of Fuat Mansurov as part of the enormous project
titled The Complete Collection of Tchaikovsky’s Recorded Music. It involved the tal-
ents of the famous theatre’s best singers such as Irina Arkhipova, Tamara Milash-
kina, Evgeny Nesterenko, Vladislav Piavko, Vladimir Valaitis and others.

Boris Mukosey
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Oumck 1

1 MHTPOAYKUMS . o ot o e e e e e e e e e e e 6.56
Devictue |. Kaptuha 1

2 N2 1 Xop v cueHa «5 3a8blo, 3a8b0 8eHOK Moli Oywucmebiii» (Xop). . . . . . . . . .. 4.44
3 N2 2 CueHa «Bam 11066l necHu, Musisie nodpyxku» (Mapus) . . . . . . .. ... ... 0.50
4 Apwoso «Kakoli-mo enacmeto HenoHSImHol s Kk 2emmaHy npusenederHa» (Mapus) . . . 2.50
5 Lyt «/ZlasHo ¢ MyqyumensHoli mockol Ha 2opecmu meou e3upar» (Anapeit, Mapus). . 6.29
6 N2 3 CueHa «Hy, yecmsyews, Bacunudi, mei MeHs» (Masena, Kouybeit, roctu, xop) . . 2.44
7 N2 4 Xop v nnacka «Hemy, Hemy mym mocmouka» (Xop). . . . . . . .. .. ... .. 1.43
8 TOMaK . . . . e 3.54
9 N2 5 CueHa «Bom xopouwio, tobno; Ko20a 6 He 200b1» (Masena, Kouybeid). . . . . . . . 2.44
10 Apwo3o «MzHoseHHO cepduye Monodoe 2opum u 2acHem» (Masena) . . . . . . . . .. 1.55
11 N2 6 CueHa ccopbl «Masena, mel MeHsi cMywjaews pedsto» (Kouybeid, Masena) . . . 10.24
Kaptuna 2

12 N2 7 Xop v npuuntanus matepw «He epo3a Hebeca kpoem myyeto» (Xop,/lio6oBb) . . 3.33

13 N2 8 ®uHan «O4yHuce om 2ops, Koyybeli» (Nllobosb, Kouybeit, AHppeit, Mckpa, Xop) . . 11.09

O6wee Bpems: 59.00
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IAnck 2

Devicteue II. Kaptuna 1

1 N2 9 Cuena B TiopbMe «Tak 6om Hazpada 3a 0oHoc» (Kouybei, Opank) . . . . . . . 17.31
Kaptuna 2
2 N2 10 MoHonor Masensbl 1 cueHa ¢ Opankom

«Tuxa yKpauHckas Ho4b, npo3paqHo Hebo, 36e3dsl brewym» (Masena, Opamnk) . . . . 7.55
3 N2 10a Apno3so Maszensl «O, Mapus, Mapus! Ha cknoHe nem moux, mol, Kak 8ecHa,

MHe Oywly oxusuna» (Masena). . . . . . . ..o i it 454
4 N2 11 Cuena Masenbl ¢ Mapueii «Modi muneiii Opye!» (Masena,Mapus) . . . . . . 14.25
5 N2 12 CueHa nossnenus matepu «Kak 61euym 38e30si 8 Hebe» (Mapus, Jlobosb) . . 8.13

Ob6uwee Bpems: 53.02
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Lunck 3
Kaptuna 3
1 N2 13 HapogaHble cueHbl «Ckopo nu? Ckopo nu? Besym ane Hem?»

(Xop, MbSIHBIA KA3aK). « o o v o v o e e e e e e e e e e e e e e e e 3.47
2 N2 14 ®uHan «Yxodu we! Yxoou xel» (Xop, Kouybei, Uckpa) . . . . . ... ... .. 8.17
Devicteue 1l
3 N2 15 AHTpakT «[lonmasckuli 60li» (C(MMDOHMUYECKAs KAPTUHA) . . . . . . . . . . . . 5.56
4 N2 16 CueHa «B 6010 Kposagom, Ha nose yecmu

uckan g 8ctody mebs, Masena» (AHLPEN) . . . . . . . . ..o 1.57
5 Apus «M g npuwen ctoda 83215Hyme Ha me mecma» (AHOPen). . . . . . . . .. ... 721
6 N2 17 CueHa v oyaT «Hegdaneke s cbiwly KOHCKUL monom!»

(AHapern,Mazena,Op/InK) . . . . . o ot e 6.04
7 N2 18 CueHa nossneHus 6esymHoi Mapuu

«HecuacmHeiii! Budum boe, 5 He xomen meoeli nozubenu!» (Mazena, Mapus, Opnuk) . . 7.42
8 N2 19 ®uHan «Ywen cmapuk, kak cepouye bbemcsa» (Mapus, AHgpent) . . . . . .. .. 9.11

O6uwee Bpems: 50.11
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Ma3sena - Bnagumup Banaittuc, bapumoH
Kouy6eii — EBrenuii HectepeHko, 6ac
Mapusa - Tamapa MunawkuHa, conpaHo
Jlto6oBb - MpuHa Apxunosa, Meyuo-conpaHo
AHngpeii - Bnagucnas lNbsiBKO, meHop
Opnuk - Banepwii pocnasues, 6ac

Mckpa - KoHctaHTuH backoB, meHop
MbsHbIN Ka3ak — AHaToNMIA MULIYTUH, meHop

Xop v opkecTp locyaapcTBeHHOro akagemuyeckoro bonbloro Teatpa CCCP
XopMeivictepsbl: A. XazaHoB, M. AradboHHKKOB
Oupwxep — @yat MaHcypos

3Bykopexwuccep - J1. bobosa

PepakTop - MonuHa JobpbiwknHa
PemactepuHr - Makcum Mununos
[wn3aitn - Unbpap Kprokos
Mepesog - Hukonait Ky3sneuos






