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The songs of Pyotr llyich Tchaikovsky are famous among the fans
of vocal music in many countries of the world. In addition to the
songs that are popular with singers and listeners, such as “Whether
the Day is Ruling,” “It was in the Early Spring,” “Amidst the Noisy
Ball,” etc., there is a number of songs which are somewhat less
known but no less remarkable. It is the song cycle set to the texts of
French poets, opus 65, which is performed quite rarely in its entirety.
The most popular songs in the cycle are the two — “Sérénades”
(“Whither are You Flying as a Bird...”) and “Rondel”, but they are usu-
ally performed separately from the other songs and in Russian. As a
vocal cycle, these songs possess a separate history, a very personal
and profoundly introversive one. It has to do with the composer’s re-
lations with the singer Desirée Artaud (to whom these songs were
dedicated). ...Twenty years after parting from the singer, Tchaikovsky
met her in Berlin in late 1887. She asked him to write a song for her,
and the composer promised his former fiancée to fulfill her request.
In the fall, after having completed his work on the Fifth Symphony
and “Hamlet,” Tchaikovsky carried out his promise. This is how the
six songs set to original texts by French poets, while the Russian
translations were made later by A. Gorchakova for the first edition
(in addition to the French text, the connections with French vocal
music are equally apparent here). “I tried to comply with your
wishes,” he wrote to Desirée Artaud on December 17, 1888, “| would
very much that you would be pleased with these melodies, but, un-
fortunately, | do not have the least bit of certainty about this. One
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feels somewhat embarrassed when one writes for a singer one con-
siders as the greatest among the greatest...” The mood of this vocal
cycle is very delicate, hardly perceptible, and the entire meaning is
withdrawn into an implication. Sorrow and melancholy (in the song
“Déception”), tragic intonations and emotional breakthroughs take
on a veiled presence in the “Sérénades.” Beyond the world of bright
reveries and hopes the melancholy notes of loneliness are hidden.
The two “Russian” songs, respectively, at the beginning and the end
of the cycle, “Wait!...” on the poem of Nikolai Grekov and the “Séré-
nade” (O, Child!), opus 63, set to a poem by K.R. (Konstantin Ro-
manov), written at the same time as the vocal cycle, create an
emotional atmosphere of moods and intonations akin to the cycle.

Six Poems opus 38 by Sergei Rachmaninov hold a special position
in the composer’s vocal output. This is the composer’s last vocal
cycle, which was written in 1916 (two more songs have been dis-
covered recently, bearing the title “Two Sacred Songs”). The dynamic
and tragic 20th century which stormed in changed the world rapidly.
Artists, poets and composers searched for new forms of updating
their artistic language and their entire perspectives of imagery. Con-
sequently, it is not perchance that the composer turned to the po-
etry of his contemporaries, the poets of the Russian “Silver Age”:
Alexander Blok, Andrei Bely, Igor Severyanin, Valery Bryusov, Feodor
Sologub and Konstantin Balmont. Each song presents its respective
poet with his own imagery. The poetic text plays an extremely impor-
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tant role here; it is not perchance that Rachmaninov in the list of
compositions compiled by him in 1917 marked the vocal composi-
tions opus 4, 8, 21, 26 and 34 as songs and opus 38 as “Six Poems
for Voice and Piano.” (It suffices to remember the German vocal tra-
dition, for instance, Robert Schumann or Hugo Wolf). The new po-
etry gave a new impulse to the music, generating a freedom of meter,
rhythm and intonation, new and unexpected tonal harmonic solu-
tions, as well as a remarkable and complex unity of the vocal and
piano parts. All of these new means of expression make it easier to
understand, hear and characterize the human being with his soul in
a new, changing and unstable world. The last four songs in the pro-
gram return us to the composer’s “ideal” world. “Twilight,” set to the
poem of M. Guyot, opus 21, is quiet and laconic, its glance directed
at eternity. “Beloved, Let Us Fly,” set to the poem of Arseny Golen-
ishchev-Kutuzov, opus 26, is a bright, sincerely contemplative com-
position. “The Migrant Wind,” written on a poem of Konstantin
Balmont, opus 34, has an unsteady, ethereal and elusive character.
“They Answered,” written on a poem of Victor Hugo, opus 21, pres-
ents a set of questions and answers, at the end of which the most
crucial answer is given: “Lovel...”

Alisa Gitsba (soprano) is a soloist at the Moscow opera theater, “He-
licon Opera,” a recipient of the title of People’s Artist of the Republic
of Abkhazia. She was born in Sukhumi and graduated from the
Gnessins’ Russian Musical Academy as a student of Professor Nina
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Shilnikova. In 1991-1994 she was a soloist in the “Madrigal” en-
semble for early music affiliated with the Moscow Academic Phil-
harmonic Society. Alisa Gitsba leads an active concertizing life and
participates in many prestigious musical festivals (including the
“Svyatoslav Richer December Evenings” at the Pushkin State Mu-
seum). Her repertoire includes music from all the artistic styles, from
the Baroque era to 20th century avant-garde music (including
J.S. Bach’s “St. Matthew Passion”, Beethoven’s Ninth Symphony and
Verdi's “Requiem”). She participated in the first performance of Jean-
Batiste Lully’s opera “Alceste,” Paul Hindemith’s vocal cycle “Marien-
leben,” Nikolai Sidelnikov’s oratorio “The Death of the Poet,” Olivier
Messiaen’s vocal cycle “Chants de la Terre et du Ciel,” numerous
vocal compositions by Edison Denisov, etc.). The artist made nu-
merous recordings of contemporary works, which are stored in
archives. She has toured throughout Germany, Italy, France, USA,
Belgium, Estonia, the Czech Republic and the countries of the CIS.
Alisa Gitzba has cooperated with such outstanding conductors as
Gennady Rozhdestvensky, Valery Gergiev, Yuri Simonov, Theodor
Kurentzis, Vladimir Ponkin, Mark Pekarsky, Alexander Rudin, Sergei
Skripka, Evgeny Brazhnik and Enrique Mazzola.

Svetlana Bondarenko (piano) is a professor at the Moscow State
Tchaikovsky Conservatory. She was born in Tallinn and graduated
from the Moscow Conservatory. She studied piano with Mikhail
Voskresensky and Tatiana Nikolayeva, chamber ensemble with Mark
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Milman, and the art of accompa-
niment with Svetlana Velichko. In
1979 she underwent practical
studies as an accompanist at the
Bolshoi Theater. Since 1981 she
has been an accompanist at the
Moscow State Conservatory, first
in Yuri Simonov’s opera and or-
chestral conducting class, then
in the vocal classes of Bela
Rudenko, Vera Kudryavtseva-
Lemesheva, Irina Maslennikova
and others. Since 1991 she has taught at the Accompaniment Per-
formance Department at the Moscow State Conservatory. In 1992
she worked as an accompanist at the Moscow-based “New Opera”
theater under the direction of Evgeny Kolobov. Svetlana Bondarenko
participated as an accompanist in master classes of Renata Scotto,
Fiorenza Cossotto, (Italy), Sherrill Milnes (Metropolitan Opera, USA),
Helmuth Rilling and Ernst Haefliger (Bach Academy, Stuttgart, Ger-
many) and other singers. She has performed in recitals and partici-
pated in music festivals with many famous singers, including
N. Saparova-Gorban (Mariinsky Opera Theater), Roman Muravitsky,
Elena Okolysheva (Bolshoi Theater), Ekaterina Gubanova (Germany),
M. Ivanova (Germany), Stanislav Vitort (Canada), B. Demstrup (Den-
mark), Cheo Yong Jung (South Korea), Kim Chong Ja (graduate of
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The Juilliard School and professor at the Korean University), and
Zhao Yun Hong (professor at the Beijing Conservatory and a member
of the vocal jury of the 13th Tchaikovsky Competition). The pianist
has performed actively in many venues. In recent years, she has
been turning her attention to a greater degree on conceptual pro-
grams, such as the song cycles by Sergei Prokofiev (opus 23 and
opus 36), “Le Voix Humaine” by Francis Poulenc, songs by Modest
Mussorgsky (including the “Songs and Dances of Death”), as well as
Olivier Messiaen’s “Harawi. Chant d’amour et de mort.”
Bondarenko’s artistic cooperation with Alisa Gitsba began in
2011. Since then the two musicians have performed a large number
of varied programs, including Robert Schumann’s song cycle
“Frauenliebe und Leben,” songs by Hugo Wolf, Richard Strauss
(including the “Four Last Songs”), Pyotr Tchaikovsky and Sergei
Rachmaninov, as well as vocal works by Gabriel Fauré, Ernst Chaus-
son and Claude Debussy.
Translation by A. Rovner



PomaHcbl 1. U. HaWKOBCKOro xopoLwo U3BECTHbI II0OUTENSM Ka-
MEPHOWN BOKaNIbHOM MY3bIKM BO MHOIMX CTpaHax Mupa. Cpeau no-
NyNSPHbIX Y UCNOMHUTENEN W ClyllaTeneln poMaHCOB, TaKMX KaK
«[JeHb 1 LuapuT», «To 6bIN0 paHHe BeCHOM», «Cpefb LyMHOro 6ana,
W T.4., ECTb PS4 POMAHCOB MEHEE U3BECTHbIX, HO HE MeHee 3aMeya-
Te/bHbIX. ATO LUMKN POMAHCOB Ha cnoBa ¢dpaHLy3CKMX MO3TOB,
op. 65, A0BONLHO pPeaKo MUCMONHAEMbIN Lennkom. Hanbonee no-
NynspHbl cpeamM Hux — ato «CepeHapar» («Tbl Kyaa NeTullb, KaKk
nTuua...») n «<4apoBHuULa», HO UCMOJTHAOTCA OHM OObIYHO OTAENIBHO U
Ha PYCCKOM A3blKe. KaK LMK 3TM POMaHCbl UMEIOT OTAENbHYIO UCTO-
pUIO, O4EHb JINYHYIO, IYyBOKO BHYTPEHHI0. CBSI3aH OH C OTHOLle-
HUSMW KOMNO3uTopa ¢ neBuuen [esunpe Apto (e M NOCBSALLEHDI
3TV npou3BeaeHns). ...Mepe3 aABaaLaTh NeT nocne paccraBaHus
M. N. YaiKoBCKKi BO Bpems cBoero TypHe no EBpone BCTpeTun ne-
BuMLY B bepnuHe, B KoHUe 1887 roga. OHa nonpocuna HanucaTb Ans
HEeé pomaHc, 1 KoMno3uTop obelllan cBoew ObiBLIEN HEBECTE Bbli-
NoNHWUTb €€ npocbOy. OceHblo, 3aBepLInB PaboTy Hag NATon cMMO-
HUen u «famnetom», YanKOBCKMIM BbINONHWA CBOE obelaHune. Tak
NOSIBUMIUCD LLIECTb POMAHCOB Ha OPUTrMHa/bHblE TEKCTbI PPaHLLy3CKUX
No3aTOB, PYCCKME e nepeBoAbl caenaHbl no3aHee A. FlopyakoBon ans
nepsoro u3gaHusa. (Kpome dpaHLy3CKOro Tekcta — CBA3b € ppaH-
LLy3CKOWM BOKa/lbHOM MY3blKOWM 3[1€Cb TaK e o4eBUAHA). «4 cTapancs
yroantb Bam, — nucan oH [. Apto 17 geka6bpsa 1888 roga, — MHe
0Y4eHb X0TeNOCh Obl, 4TOObLI 3TU Menoanm Bam noHpaBUAKCH, HO, K He-
CYacTblo, HE UMEI0 B 3TOM HM ManenLien yBepeHHOCTU. YyBCTBYeELIb



cebs1 HECKOJIbKO CMYLLEHHbBIM, KOrAa NuLeLb A5 NEBULLbl, KOTOPYIO
CYMTaellb BenMyanlien U3 Bennyaniumx...» HactpoeHue atoro uukna
0OYeHb TOHKOe, e[lBa Y/IOBUMOE, BECb CMbIC/ YBEAEH B NOATEKCT. e-
Yyanb, TOCKa («PaszovyapoBaHue»), TparmMyeckme MHTOHaLKUK U Npo-
pbiBbl 3aByannpoBaHbl «CepeHagammu». [1og MMPOM CBET/bIX FPE3 U
Hagex[ CKpbIBalOTCA MeNaHXo/IMYyecKmMe HOTbl oAnHo4YecTBa. [Ba
«PYCCKMX» pOMaHca 06paMASIOLLINX 3TOT LMK — paHHKUiK op. 16 «[lo-
roau!..» Ha ctuxu H.M. F'peKkoBa, U NOYTK «POBECHUK» LUMKNa «Cepe-
Haga» («O, gutal») op. 63, Ha cTuxu K. P. (KoHcTaHTMHa PomaHoBa)
C03/7atoT 3MOLMOHaNbHYO aTMOochepy M3 POACTBEHHbIX LIMKIY Ha-
CTPOEHUIN U UHTOHALIUNA.

LWecTtb pomaHcoB op. 38 C.B. PaxmaHuHOBa 3aHMMalOT 0coboe
MECTO B €ro KaMepHOM BOKaJlbHOM TBOpYecTBe. ITO NOCneaHum
LMK POMaHCOB KOMMNO3UTOPa, HanncaHHbli B 1916 rogy (MmetoTes
ellé HelaBHO HaMAeHHble ABa poOMaHca, noa o6WMM Ha3BaHWEM
«AB€ LyXOBHbIE MEeCHW»). ...BopBaBLIMCA AUHAMUYHbBIA U Tparmye-
CKMM XX BEK CTPEMUTENIbHO MEHSN MUP. XYAOXKHUKK, MO3Tbl U KOM-
NO3UTOPbI UCKaNW HOBble GOPMbl OGHOBJIEHUS XY[JOKECTBEHHOIO
f13blKa, BCen 06pa3HoON cucteMsbl. [O03TOMY He Cny4anHo, YTO KOMMO-
31TOp obpallaeTcs K CTUXaM CBOMX COBPEMEHHMKOB, NMO3TOB «Ce-
pebpsHoro BeKa»: A. bnoka, A. Benoro, U. CeepsiHnHa, B. BptocoBa,
®. Conory6a, K. banbMoHTa. ¥ KaXaoro pomaHca — CBOW NoaT CO
CBOMM 06pa3HbIM MUPOM. O3TUYECKMI TEKCT 3[1€Cb O4EHb BaXKEH,
HecnyYanHo PaxmMaHWMHOB B CBOEM MepeyHe MpPou3BeAeHUin OT
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1917 roga nomeyan BoKanbHble op. 4, 8, 21, 26, 34 KaK poMaHchl,
a op. 38 — Kak «lLlecTb cTUXOTBOPEHUI AN rosioca 1 popTenmaHo».
(JocTaTo4HO BCMOMHWTb HEMELIKYIO BOKa/bHYIO TPAAWLIMIO, Hanpu-
mMep P. WymaHa nnu I'. Bonbda). HoBasd noa3us gana HoOBbIM UMMYIbC
My3blKe, MopoXKaas METPOPUTMUYECKYIO U MHTOHALMOHHYIO CBOGOAY,
HOBblE U HEOXKMAAHHbIE TOHA/bHbIE, FTAPMOHWYECKUE PELLUEHUS, YaK-
BUTENbHbIV U CIOXHbIM CO03 BOKaNbHOM U dopTeNMaHHON NapTui.
Bce a1 HOBble Bbipa3uTesbHble CpeAcTBa MOMOratoT NOHATb, YCIbl-
WaTb M Bblpa3nTb YeI0BEKAa C €ro AyLioN B HOBOM, MEHSIOLLEMCS U
HeycTon4Ynsom mupe. locnegHne 4eTblpe poMaHca B nporpamme
BO3BpaLlLaloT Hac B «MaeanbHbI» MUP KOMMo3uTopa. «CyMepKu», Ha
ctuxun M. T'ono, op. 21 - TUXMe, NaKOHUYHbIE, TAasLLME B GECKOHEY-
HOCTb. «[loKMHEM, Mmunas», Ha cTuxu A. NonenuueBa-KytysoBa, op.
26 — cBeTNoE, NMPOHUKHOBEHHO-CO3epLaTelbHOE NMPOU3BEAEHME.
«BeTep nepenéTHblii», Ha cTuxn K. BanbMoHTa, op. 34 — nMeeT 3bI6-
KWW, BO3OYLWHbIA U HEYNOBUMbIN XapaKTep. «OHe oTBevanu», CTUXH
B. lNtoro, op. 21, rae B dopme BONPOCOB M OTBETOB [@H MMaBHbIN
oTBeT — «Jliobutel..»

Anuca lNmy6a (conpaHo) — coicTKka MOCKOBCKOro teatpa «[enu-
KOH-onepa», 3acnyxeHHaa apTucTtka Poccuun, HapoaHasa apTUCTKa
Pecny6nvku Abxasnsa. Pognnack B Cyxymn. OKOH4YMNa PoccuincKyto
aKaZemuto My3blKKM UM. HecUHbIX, Knacc npodeccopa H.H. Wunb-
HWMKOBOM. B 1991 — 1994 rT. — coONUCTKa aHCaMbs CTapUHHON My-
3blKK «Magpuran» npu MOCKOBCKOW aKkageMU4ecKon punapmMoHMH.
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A. Tnu6a BeAET aKTUBHYIO KOHLIEPTHYIO AeATEeNbHOCTb, y4acTBYET B
MPECTUMHbIX My3blKanbHbIX GecTUBansx (B Tom yncne «JekabpbcKune
Beyepa CeAtocnaBa Puxtepa» B TMUWU um. MywKknHa). B e€é penep-
Tyape My3blKa BCEX XyAOKECTBEHHbIX CTUNEN — OT 3NOXU BAPOKKO 10
aBaHrapga XX Beka («Ctpact no Matdeto» U.C. baxa, cumdoHua
N2 9 beTxoBeHa, «PekBnem» Bepau). YuactBoBana B NnepBOM UCMON-
HeHun onepsbl «Anbuectar» XK.b. JTtonau, BoOKanbHoro unkna «<Kutue
Mapuwu» . XuHgemuTa, opatopun «CMepTb noata» H. CuaenbHUKOBa,
BOKaNbHOTo LMKna «fecHn 3emnu n He6ar» 0. MeccuaHa, BOKanbHON
My3blku 3. [leHncoBa, v T.4.) ApTUCTKOWM 6bian caenaHbl GOHAOBbLIE
3anucu coBpemMeHHOM My3biKW. [acTponupoBana B 'epmaHuu, Uta-
nnun, ®panumnm, CLUA, benbruun, 3ctoHnn, Yexuun, n ctpaHax CHI.
A. vu6a coTpyaHWYaeT ¢ BblaalowumMuca aupuxépamu: . Pox-
nectBeHckum, B. TeprueBbiM, 0. CumoHOBbBIM, T. KypeH3ucowm,
B. MoHbKKHbIM, M. MNMekapckum, A. PyanHbim, C. Ckpunka, E. bpax-
HMKOM M 3. Mauona.

CsetnaHa BoHpapeHKo (bopTennaHo) — npodeccop MOCKOBCKOM
rocyapcTBeHHOM KoHcepBaTopmn uMm. M.U1. HankoscKoro. Poaunacbh
B TannuHHe. OKoH4YMNa MOCKOBCKYIO KOHCepBaToOpuio. Y4yeHuLua
M. BockpeceHckoro, T. Hukonaesowu (knacc doptenunaHo), M. Musb-
MaHa (Knacc KaMmepHoro aHcam6ns), C. Bennyko (Knacc KOHUepT-
MEWCTEPCKOro mactepctBa). B 1979 roay KaKk KOHUepTMencTep
npoxoanna NpaKkTUKy-CTaXKMpoBKyY B bonbluom Teatpe. C 1981 roga —
KoHuepTMencTep MK, cHavana B knacce 0. M. CuMoHoBa (onepHo-
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cMmbOoHNYEeCKoe AUPUMKMPOBa-
Hue), 3aTeM, Ha BOoKa/lbHOM da-
KynbTeTe B Knaccax b.A. Pyaen-
Ko, B.H. KyapsBueson-Jiemelle-
Bon, N.N. MacneHnKoBon 1 ap.
C 1991 roaa npenoaaér Ha Ka-
deape KOoHLEpPTMENCTEPCKOro
ncKycctea B MIMK. B 1992 roay
paboTana KOHLEPTMENCTEPOM B
MockoBckom TeaTpe «HoBasi One-
pa» noa pykosoacTtesom E.B. Ko-
no6osa. C. boHaapeHKO yyacT-
BOBasa Kak KoHLUepTMencTep B macTtep-knaccax P. Ckotro, d. Koc-
cotTto (Utanug), W. MunHca (MetpononuteH onepa, CLLUA), X. Pun-
nuHra u 3. Xednurepa (baxosckas akagemus, LUtytrapt, Fepmanus),
1 ap. BbicTynana ¢ KoHUepTaMu 1 y4acTBoBana B GpectnuBansx ¢ MHO-
rMMK M3BECTHbIMKU NeBUamu — H. CanapoBon-Iop6aHb (MapuuH-
CKkui Teatp), P. MypaBuukum, E. OKonbiweBon (bonblion TeaTp),
E. N'y6aHoBoM (Fepmanus), M. MBaHoBon (FepmaHus), C. ButopTom
(Kanapa), b. lemctpyn (Janus), He EH IxkyHom (OxHas Kopes), Kum
YskoH [IxKa (BbINyCKHUUA JxKynbaacKon WwKonbl, npodeccop Kopen-
CKoOro yHuBepcuteta), [xao KOH XoH (npodeccop MNEeKMHCKOM KOH-
cepBaTopuK, YNeH BOKanbHoro topu Xl KoHKypca [M.U. Yan-
KOBCKOr0). [MTMaHUCTKa BEAET aKTUBHYIO UCMONHUTENBbCKYIO AesTe b-
HocTb. [NocneaHune roabl 60/blIOe BHUMAHWE YAENSIET KOHLLENTyaNb-
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HbIM MporpamMmmam — BoKanbHble LnKAbl C. MpokodbeBa (op. 23 1
op. 36), ®. MNyneHk «4enoBeyeckunit ronoc», M. Mycoprckui: necHu,
pomaHcel, «[lecHU 1 Nnsickn cmepth», O. MeccuraH «[ecHb to6BU 1
CMEepPTU».

TBopyecKoe coTpyaHmnyecTso ¢ A. MMuba Havanock B 2011 rogy. 3a
370 BpeMs 6blIM UCMOSIHEHbI pa3HOO6pa3Hble NporpaMmmbl — BO-
KaNbHbIN UMK «J1I060Bb M W3Hb XeHWMKWHbl» P. LLlymaHa, necHu
. Bonbda, necHn P. LTtpayca (BKovasa «[locnegHue yeTbipe
necHw»), pomaHcel N.1. HYarkosckoro u C.B. PaxmaHMHOBa, BOKalb-
Hble npoun3BeaeHus I. Pope, 3. LoccoHa u K. Jebioceu.
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DDD/STEREO
IL.A. YarikoBckum (1840 — 1893) TT:51.25
Jloroau!», op. 16 Ne 2, ci. H. I'pekosa 4.21
IlecTs POMAaHCOB Ha CI0BA (PPAHILY3CKUX IIOITOB, OP. 65
1. «CepeHnaja», 1. O. TIOPKETTH 1.57
2. «Pazouaposanue», cJ1. I1. Koiena 3.22
3. «CepeHana», ci1. IT. KonneHa 3.48
4. ITyckaii 3uma», o IT. Komtena 2.52
5. «Cné3pl», 1. A. Biianmkor 3.26
6. YaposHuIia», ci1. I1. Koutena 1.24
Cepenapa («O, gurs! I1o/1 OKOIIKOM TBOUM...»),
op. 63 Ne 6, ci1. K. PomaHoBa 3.34
C.B. PaxmauuHOB (1873 - 1943)
IIecTh CTUXOTBOPEHUI, Op. 38
1. «<HOYBIO B cagy y MeHsI», CJ1. A. Bioka (13 Mcaakana) 1.56
2. «K Heit», ¢1. A. Bestoro 248
3. «Maprapurtku», ci1. . CeBepssHHHA 245
4. «<KpbICOIOB», /1. B. Bprocosa 3.14
5. «Con», 1. @. Conoryba 3.54
6. «Ay!l», ci1. K. BasibMOHTA 2.30
«Cymepku», op. 21 Ne 3, ci1. M. T1o7i0 (11ep. M. TXOp:KeBCKOTO) 2.10
JloKuHEeM, MUJIASL...», Op. 26 Ne 5, ci. A. Tonennmena-Kyryzosa 2.21
«Bertep nnepenéTHeIi», op. 34 Ne 4, ci1. K. BaibMoHTa 3.12
«One orBeyann», op. 21 Ne 4, ci1. B. T'roro (iep. JI. Mest) 2.00

Anmca I'mni6a, conpaHo
Caeriana BonzapeHko, popTenuaHo

3anmcaHo B BombIoM 3a1€ MOCKOBCKOI I'OCYaPCTBEHHOM KOHCEPBATOPHH
nm. ILU. YarikoBckoro, (pespanb — MapT, 2013 1.

(©&’P) 2013 MOCKOBCKas TOCYIAPCTBEHHAsI KOHCEPBAaTOPHs M. [LU. YaitKOBCKOTO
Bce nipaBa 3ayUIeHbI
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