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IIéTp YaiikoBCKMI
®parmeHTHI U3 6aneTa «JIebegHOE 03epPo»

1  CoeHa (IIAEMCTBUE) . . . v v v v i e e e e e e e e e e e e e e 3.14
2 BanbC (IDEMCTBME) . . v v v v v e e e e e e e e e e e e e e e e 7.26
3 Tanel masieHbKUX nebeneit (IV geiictBue) . . . . . . . . . . ... 1.35
4  Benrepckwuii Ta”ell. Yappam (III gerictBue) . . . . . . .. . ... 2.29
5  Pycckuii Tanen (III geiictBue) . . . . . . . . . ... 4.16
6  Ucnmanckuii TaHers (III geiictBue) . . . . . . . . v oo oo 2.12
7  Heamonuraunckuii tanen (Il gejictBue). . . . . . . . . . . .. .. 2.07
8 Masypka (IIT GeMCTBUE) . . . . . v v v i e e e e e e e e e e e e n 3.52
9  ®wuHanbHag cueHa (IV oeincTBme) . . . . . . v v v v v v w .. 6.02
Baagumup IOpoBckuii
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10 TIpOMOr. ATBIE HAPYCA. « « v v v v v v v e e e e e e e e e e e e e e 7.24
11 Cuena u tasern ¢ xiabictamu (I meiictBue). . . . . . o . o v oo . 3.42
12 Marpocckuii taner (Il meiictBue) . . . . . . . o o v v v v oo 3.12
13 bannaga O (I DeMCTBUE). .« v v v v v v v e e e e e e e e e e e 3.48
14 Mapm (I ZeMCTBME) . . . . v v i it e e e e e e e e e e e e 3.53
15 Vmenve (III geCTBUE) . . . . . v v v it e e e e e e e e e 10.06
16 Kura (Il geicTBUE) . . . . . . o v i e e e e e e e e e 4.28
17 Ounan (Il meficTBUE). . . . . . .« o i it e e 8.09

O6bmee Bpems: 78.02

CeméH (Conomon) KannmHoBckuit, cono Ha ckpunke (5, 13)
Tumodeit [lokiuiiep, cono Ha mpybe (7)

dénop JIy3aHoB, cono Ha euonoHuenu (10, 13)

A6pam JKak, coso Ha popmenuaro (10, 13)

Opkectp I'ocymapcTBeHHOro AKagemudeckoro bosbioro teatpa CCCP
Oupmxkep — KOpnii Gaitep

3armmcu: 1959 (1-9), 1963 (10-17) rr.
3Bykopexkuccepsl: Jasug laknun (1-9), FOpnit Koxkasn (10-17)
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Pyotr Tchaikovsky
Fragments from the ballet Swan Lake

1 Scene(ActlIl) . ... .. . . .. e 3.14
2 Waltz(ActD). . . . . . e e e 7.26
3 Dance of the Little Swans (ActIV) . ... ... .......... 1.35
4  Hungarian Dance: Czardas (ActIIl). . . ... ... ........ 2.29
5 RussianDance (ActIIl) . ........... .. ... . ..... 4.16
6 SpanishDance (ActIIl). . . ... ... ... ... ... . ..... 2.12
7 Neapolitan Dance (ActIIl). . . . ... ... ... ... ...... 2.07
8 Mazurka (ActIIl) . . ... ... .. . ... . 3.52
9 SceneFinale (ActIV) . ... ... . . . ... .. ... ... ..., 6.02
Vladimir Yurovsky

Fragments from the ballet Scarlet Sails

10 Prologue.ScarletSails . . .. ... ... .. ... ......... 7.24
11 Scene and a Dance with Whips (ActI). . . . ... ... ...... 3.42
12 Sailor’'sDance (ActIl). . . . . .. ... ... ... .. .. ..... 3.12
13 Ballade of Egl (ActI) . . . . . .. ... ... ... . ........ 3.48
14 March(ActlIl) . . . . . . . . . . . e 3.53
15 TheGorge (ActIIl) . . . ... ... ... 10.06
16 Gigue (ActIll). . . . . . . o i e 4.28
17 Finale (ActIIl). . . . . . . . . . . . e 8.09

Total time: 78.02

Semyon (Solomon) Kalinovsky, solo violin (5, 13)
Timofei Dokshizer, solo trumpet (7)

Fyodor Luzanov, solo cello (10, 13)

Abram Zhak, solo piano (10,13)

The USSR Bolshoi Theatre Orchestra
Conductor — Yuri Fayer

Recorded in: 1959 (1-9), 1963 (10-17).
Sound engineers: David Gaklin (1-9), Yuri Kokzhayan (10-17)
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TAHEI MY3bIKU. BAJIETHBIE 3ATIVICU IOPUSI ®ANEPA
N3 KATAJIOTA ®PMbI «MEJIOOVISI»

BaneTHsli1 qupyskep — penkas mpogeccyst. CaMbIM M3BECTHBIM OaIeTHBIM
IVpYskepoM TiepBoit onoBuHbBI XX Beka 6611 F0puit @aiiep. OH paboTan B Bosb-
oM Teatpe CCCP ¢ 1920-x o 1960-e. B pasrap pa6oTsl B Bo/bIilioM OH ObLT
TaK ke 3HAMEHUT, KaK BeJIMKIe OnepHbIe 1 6ayeTHbIe commcThl. Ceityac ke
Opuit daitep — purypa, Ha MpuMepe KOTOPOI MOXKXHO TOBOPUTD, UYTO €CTh
MCKYCCTBO 6a/IETHOTO IUPUKUPOBAHMS.

Kak my3bikanT @aiiep rpoBe B TeaTpe BCIO KM3Hb. OMHUM U3 ero Iep-
BBIX YUMTeEJIei ObLT AHAPEl ApeHIC — MasCTpPO, Ube MMSI OCTAJI0Ch B UCTOPUM
OaseTHOI My3bIKM 6y1aromapst pabore Hapn «Paitmonmoii» [masyHoBa. Kapbepa
dajtepa Hauanach He B CMMGPOHNUECKOM OPKeCTpe UM KaMepHOM aHcaMoOIie,
a B IBYX KPYITHBIX MYy3bIKaJIbHBIX TeaTpax Poccuiickon umriepum — B PYOKCKOI
orepe 1 B Omnepe 3umMmHa. OTIepHBIM IMPYSKEPOM MY3bIKAHT IPOOBLT HEJOITO.
B 1919 romy oH BniepBbIe BCTAJI 3a My/IbT B bO/BIIIOM TeaTpe, MpOAVPYDKUPOBAIT
«Kormenuio» Jleo [ennba — u octascs B cepe My3bIKM IJIsI TAHIIA, CTaJI Bep-
HBIM COPAaTHUKOM IIaPCTBEHHBIM COBETCKMM MPUMaM, Cpeivt KOTOPbIX MapuHa
CeméHoBa, Onbra Jlenemmuckas, l'anuua YnanoBa, Maiig [Tncelnikas, v HaJex-
HBIM TOBapUIIEM U ITEPBLIM MHTEPITPETATOPOM COBETCKUX O6ATIETHBIX KOMIIO-
3UTOPOB. EfBa M MHOTMeE AMpPVSKEPbI MOTYT ITOXBACTAThCS TEM, UTO ChITPaJIU
u «CBembiit pyueit» Imutpus llocrakoBuya, u «Ilnams ITapuxka» bopuca Aca-
dbeBa, 1 «JlaypeHcutio» Anexcanapa Kpeiina, u «Mocuda IMpekpacHoro» Ceprest
BacuineHko, 1 Becb MpOKOGbeBCKIIi TaHI|€BAJIbHBIN periepTyap — He TOBOps
y’Ke 0 TOM, YTOObI aKTMBHO YYaCTBOBAThb B TIOCTAHOBKAX 3TUX OAIETOB.

Kaxknplii 6a/ieTHbIN OUpUsKep MMeeT XapaKTepHYIO JMHUIO CBOEro TBOP-
yecTBa. KTo-TO jyuliie TpakTyeT KJIaCCUKY, UIET HOBbIe KPAaCKU, IOMOTaeT

POAUTBHCSI BEpCUSIM CBOETO BpeMeHM U 04epeTHOMY ITOKOJIEHUI0 apTUCTOB
1 6aIeTMeliCTepoB, KTO-TO MPEANOYMTAET HOBbIE TapTUTYPhI. IHTeprpe-
tauyy Opus @aiiepa 6bUIM MHTEPECHBI KaK B KJIACCMYECKOM, TaK U B COBpe-
MeHHOM perepryape. «Kommenmsi» [lennb6a, ¢ KOTOpoii Havaauch ero 40 et
B BosbiioMm, 10 KOHIIA OcTanach OGHOM 13 ero pupmMeHHbIX TOCTAaHOBOK. Bce
MHTepHIpeTalnuy HOBbIX COBETCKUX MTAPTUTYP IIePBOii IO0BMHBI XX Beka,
BbIXOAMBIIVE B Bonbiom, 6putn ucronHeHs! 0puem ®aitepom. B npunImme,
OOCTATOYHO CKa3aTh, YTO B KAKOI-TO MOMEHT 13 OaJIeTHOTO perepTyapa
BoJibIIoro MascTpo He Bes TONMbKO «[leTpymiky» CTpaBMHCKOTO.

O maHepe u MeTone paboTsl I0pus daitepa ecThb MONSIPHbIE MHEHUSI.
N3BecTHBI BocriOMUHaHMS 'eHHaaus PoXkaeCTBEHCKOTO O BCTpeye C yKe
BhILLIEIINM Ha neHcuto dariepom BO BpeMs 3anucu «bapbIliHU-CITy>)KaHKU»
I'maszynoBa. MasCTpo MHOTO MOKOEHMS U IPUBBIUEK OMMUCHIBA HETOYHOCTb,
HEBHMMATEIbHOCTb ¥ M30BITOYHYIO MY3bIKAHTCKYIO CAMOYBEPEHHOCTb,
MeXaHWYeCKNe TEMIIbI, TPUBBIUKY MOJATOHSITh MY3bIKY O], HY>KbI TAHIIOB-
IIMKOB U TTOTAaKaTh UM, IPUCYIIIME, TIO €T0 MHEHUI0, CTaplieMy KoJjiere.
B TO ke BpeMst BaXKHO ITOHMMAaTh, HACKOJIbKO OT/IMYAIOTCS 3a1aum b6aieT-
HOTO " BCEX MHBIX TVPVUKEPOB.

«[MHe mpeboganocy umems] 8 6000paxceHUU CAUMHbLE MY3bIKAIbHO-
maHyesaivHsle 00pa3sl, 6MeCcmMo mMoz0 Umobsl NOCPedCMEOM MeXAHUUECKO20
cosmeujeHus Haknadel8ams, KAk 6 KuHemamozpage, 38yK Ha u3obpaice-
Hue», «dupuxcep 8 6anemHoM cnekmaxie, umest 0eJio ¢ pasHopoOHbIM Mame-
puanom — My3ulkotl u xopeozpadguetl, 8bIHy#0eH NOCMOSIHHO pacnpeoensimeo
€80€ BHUMAHUE MeXDy OPKECMPOM U CYUEHOU», «O0JIHEH CMPEMUMbCSl UMEHHO
K 6HympeHHeMy eQUHCMBY MY3blKU U xopeozpaguu» — Tak B KHure «O cebe,
0 My3bIKe, 0 6aneTe» IOpuit dajiep KOMMEHTUPOBAI 0COGEHHOCTY pabOThI
6a7eTHOTO IpusKepa.



OPAIMEN

13 bAJTELOB

DT LUTAThl, BO3MOYKHO, YAVBIISIIOT JIIO/Ieli, CBSI3aHHBIX C OMEPON U CUM-
(hoHMUECKOIT MYy3bIKOI1, HO I'PEIOT CepIle MHOIMX GameTHbIX. TaHel meii-
CTBUTEJIbHO TPeOyeT HECKOIBKO MHOTO, HEXKEJTM OCTa/IbHbIE (DOPMBI, ITOIXO/IA.
daiiep 3TO TOHKMMAJI U BeJl CIIeKTaK/Ib TaK, YTOObI Xopeorpadus ocTaBajaach
B HeM Lapuileii. OTciofa moarue MpUCYTCTBUS Ha PeeTUIUIX, CTpeMJIeH e
CIUIaBUTD B TIAMSITH 3BYK ¥ IBVDKEHME, 3HAMEHUTOE TUPIDKMPOBaHMe 6e3 map-
TUTYPbI — MPUEM, AAIOL[MIT BO3MOXHOCTb CMOTPETb 3a apTMUCTaMM Ha ClieHe,
TIOMOraTh UM, @ He BECTU MY3bIKJIbHYIO JIMHUIO aBTOHOMHO. 38 3TO Ma3CTPO
JIIOOWJIY BCE TIPMMBbI, C KOTOPBIMM €My JOBEJIOCh COTPyaIHNYATh. He cTombKO
3a [oTaKkaHue, CKOJIbKO 3a BHMMAaHMe K HY>K[IaM, yMeHMe BOBpeMSI YCTYIIUTh
WJIN, HA000POT, MOATSIHYTh BCE MPOMCXOsIee Ha cueHe. [To BocriomuHa-
HMSIM, 0co60e pacrioyioxkeHue 6anepuH I0puit daiiep 3acyIy>kKuj TeM, YTO
XOPOIIO MTOMHMJI 0COOEHHOCTY MaHePbl U MMPUBBIUKYM KaxKI0i, KaXKIYIO CTpe-
MWJICS «TIOCBETUTH» BHITOAHO. KauecTBo, BO3MOXKHO, CTPaHHOE [IJIs JII060T0
ovpukepa, KpoMe 6aeTHOTO, YeJI0OBEKa, B XOPOIIIeM CMbIC/Ie «00CTyKMBat0-
Iero» cieny. «/laxe Mou IKCnpommsl 8ce20a ecmpeuanu 8 Hem M2HOBEHHblL
OMKAUK — 8 3MOM €20 Henogmopumocms», — BCIIOMMHasIa Ipuma bonbiioro
Mapuna CeméHoBa, tereHgapHas OgeTtta-Oguiiins CBOeii 3II0XN.

[MTomumo uyTKOCTHM K TaHIiopaMm 0puii @ariep oTamMyasncs NOUCTHHE AaH-
CaHTHBIM, SPKUM apTUCTUUECKMM TeMIepaMeHTOM, KOTOPbIii BO MHOTOM
oTpaswiics B ero paborax. Eile omHa 3Be3ma coBeTckoro 6anera Onbra Jlemne-
HIMHCKast oTMeyvana: «®Petiepsepk!.. IMoxanyii, HUKomy He nodxoouna pamunus
mak, kak FOputo @aiiepy. Ho ozone @atiepa He onassi, He 00xcu2a, oH 0bL1 1000-
OeH ¢hakeny, OH Hec ceem U menJio».

«Menoausi» usmaet ape 3anucyu KOpus @aitepa: oTpbIBKU U3 «Jlebenn-
Horo o3epa» [TeTpa YaitkoBCcKoro 1 (parMeHTshI «AJIbIX TApycoOB» Bragumupa

MuxaiimoBuua FOpoBckoro. OHM TOMOTAIOT ITOHSITh, KAK MasCTPoO paboTast
CO CTapOil U HOBOW MY3BIKOI1, YeM OTIIUYAJICS €T0 MOAXO,.

«JlebemyHOe 03epo», 3aurpaHHast KiIaccuKa, 1o, rnajaoukoii daiiepa crao,
BO3MOYKHO, HECKOJIbKO MeHee Xy/I05KeCTBeHHbIM, eC/IY BOCIIPMHMMATh map-
TUTYpy YaitkoBCKOTO KaK OOJIbIIIOe TTPOM3BEIeHEe He TOIBKO /)i OaIeTHOI
cuenbl. C TOYKY 3peHMs 6ajieTa ske — 9TO UIealbHbIl 3BYKOBOJ CJIETIOK TaHIIa,
My3bIKa, KOTOpas [IOAXBAThIBAET IBIKEHNE 1 GepeT cebe ero XapaKTepPUCTUKINA.
B cBepxmonysipHbIX «MajeHbKUX J1ebensx» daiiep mepskaa BbICOKMIA, MEJTKO-
YaCTOTHBIN, YIIPYTUIA TEMII, B KOTOPOM JIETKO PacC/bIIIaTh MaJIeHbKME IIaru
Y IPbDKKY TAHIIOBIINIIL. B MeIJIeHHBIX YaCTsX, HalIpMMep, B OTKPbIBAIOIIEi
ClieHe BTOPOTO JIeCTBUSI, 3HAMEHUTOTrO «6e1oro akrar, @aiep Bes OpKecTp
HeCIIeIlIHO, MSITKO — M CHOBA B €r0 MHTepIpeTalyu MOKHO paccIbIIIaTh 3j1e-
TaHTHbIE CTATUYHBIE MTO3bI KOpAebaseTa, MJIaCTUYHbIE SKECTbI PYK, TUIBIBYILIMIA
miar 6ajiepuHbl. ITO MOAIMHHO TaHCAHTHAS My3bIKa: OTpakeHye Xopeorpa-
bun u ee cTUIST, MaHEPBI UCTIOTHUTENEN, «JIebeIMHOe» KaK KycoueK JKIMBOTO
6aJ1eTHOTO CITEKTAKIISI.

CogepireHHO MHaue Daiiep TPaKTOBAI HOBbIE MAPTUTYPHI. TaM, rae Xopeo-
rpacdust He BIMTANIACh B 3BYK, He CTaJIa €r0 OPTaHMUeCKOM YaCThI0, IUPVISKED
OTHaBaJl IEPBEHCTBO KOMITO3UTOPY. B «AJBIX Mapycax» CJIOXKHO pacCbIaTh
KOHKpeTHbIe IJIaCTuUecKue pelleHnsl, 3aT0 MOXKHO IT03HAKOMUTbCS C IIpue-
mamu Bnagumupa KOpoBcKoro, paccibiiiiaTh, Kakue Mmeii3asku 1 JeiiCTBUSI OH
BITVCAJI B TAPTUTYPY. DTOT Oa/IeT MOKHO MHTEPIIPETUPOBATh KaK COUMHEHME
II7IS1 KOHIIEPTHBIX 3aJI0B, T7e IJIABHOV CTAHOBUTCSI My3bIKajbHas TKaHb.

3arch caenaHa B 1963 rogy, Koraa «AJible mapyca» COLUIN CO CLIEHBI. Y 3TOTO
6ajieTa ObUIO IBE BEpCUM, BTOPYIO, IOCJIEBOEHHYIO, B TIOC/IEIHMI pa3 ChIrpajn
B Bosbiiom B cepenyte 1950-x romos.

Tama Boesa
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THE DANCE OF MUSIC. BALLET RECORDINGS BY YURI FAYER
FROM THE FIRMA MELODIYA CATALOG

Ballet conductor is a rare profession. Yuri Fayer was one of the most prominent
ballet and theatre conductors of the first half of the 20" century, working
at the USSR Bolshoi Theatre from the 1920s until the 1960s. During his time
at the Bolshoi, Yuri was as famous as the great opera and ballet soloists. Today,
he is remembered as a figure who exemplifies the art of ballet conducting.

As a musician, Fayer spent his entire life immersed in the theatre. One of
his first teachers was Andrei Arends, a maestro whose contributions to ballet
music are etched in the history of ballet music for his work on Glazunov’s
Raymonda. Fayer’s career did not begin in a symphony orchestra or chamber
ensemble, but rather in two major musical theatres of the Russian Empire —
the Riga Opera and Zimin’s Opera. The musician’s tenure as an opera
conductor was brief. In 1919, he made his debut as a conductor at the Bolshoi
Theatre, conducting Léo Delibes’s Coppélia. After that, he remained active
in the field of dance music, becoming a loyal companion to the regal Soviet
prima ballerinas, such as Marina Semyonova, Olga Lepeshinskaya, Galina
Ulanova, and Maya Plisetskaya. He also became a trusted friend and premier
interpreter of Soviet ballet composers. Few conductors can claim to have
performed The Bright Stream by Dmitri Shostakovich, The Flames of Paris by
Boris Asafyev, Laurencia by Alexander Krein, Joseph the Beautiful by Sergei
Vasilenko, and the entire Prokofiev dance repertoire — not to mention having
actively participated in the production of these ballets.

Every ballet conductor has their own unique approach to their work. Some
interpret classical works more accurately, adding new colors and helping create
modern versions and the next generation of dancers and choreographers.

Others prefer to work with new scores. Yuri Fayer was exceptional in both
the traditional and contemporary repertoire. Delibes’s Coppélia, with which
he started his forty-year career at the Bolshoi Theatre, remained one of
his signature productions until the end. All interpretations of new Soviet
scores from the first half of the 20™ century that appeared at the Bolshoi were
conducted by Yuri Fayer. It is enough to say that, at one point, the only ballet
performance that the maestro did not conduct at the Bolshoi was Stravinsky’s
Petrushka.

Opinions about Yuri Fayer’s style and approach to work are polarized.
Gennady Rozhdestvensky remembered meeting Fayer, who was already
retired, during the recording of Glazunov’s The Young Maid. Rozhdestvensky,
a maestro from a different generation with different habits, described the lack
of precision, carelessness, excessive self-confidence, mechanical tempos,
and the habit of adapting music to dancers’ needs and indulging them.
He considered all these traits characteristic of his older colleague. At the same
time, it is important to understand the differences between the tasks of a ballet
conductor and those of all other conductors.

“In my imagination, I [had to] fuse musical and dance images, rather than
mechanically superimposing sound onto image, as is done in cinematography,”
“dealing with heterogeneous material — music and choreography —
a conductor in a ballet performance is forced to constantly distribute his
attention between the orchestra and the stage,” “must strive precisely
for the internal unity of music and choreography.” This is how Yuri Fayer
described the peculiarities of a ballet conductor’s work in his book About
Myself, About Music, About Ballet.

These quotes may surprise those associated with opera and symphonic
music, but they warm the hearts of many ballet people. Unlike other forms,
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dance truly requires a different approach. Fayer understood this and led
performances in such a way that the choreography was always king. This
was reflected in his long hours at rehearsals, his dedication to fusing
sound and movement, and his famous technique of conducting without
a score — a method that allowed him to observe dancers on stage, assisting
them, rather than leading the musical line independently. This is what all
the prima ballerinas who worked with him loved him for. Not so much for
his indulgence, but rather for his attentiveness to their needs and his ability
to adapt at the right moment, or, conversely, to enhance everything that
was happening on stage. According to their memoirs, Yuri Fayer gained
the special favor of the ballerinas by clearly remembering each one’s unique
mannerisms and habits, and by seeking to spotlight each one to their best
advantage. This quality is perhaps unusual for any conductor, except for
a ballet one, as he is someone who, in the best sense, “serves” the stage.
“He always had an immediate response to my impromptu movements —
that’s what made him unique,” recalled the Bolshoi prima ballerina, Marina
Semyonova, the legendary Odette/Odile of her time.

In addition to his sensitivity towards dancers, Yuri Fayer had a truly dance-
like and vibrant artistic temperament that was largely reflected in his work.
Olga Lepeshinskaya, another stellar figure in Soviet ballet, described him as
“Fireworks! No one was more suitable for his name than Yuri Fayer. But Fayer’s
fire did not scorch or burn, it was like a torch that brought light and warmth.”

Melodiya is releasing two recordings by Yuri Fayer, which are excerpts
from Pyotr Tchaikovsky’s Swan Lake and fragments from Vladimir Yurovsky’s
Scarlet Sails. These recordings help us understand how the maestro worked
with both old and new music and how his approach differed.

Swan Lake, a played classic, perhaps became less artistic under Fayer’s
baton if one considers Tchaikovsky’s score as a major work for more than just
the ballet stage. However, from a ballet perspective, it is a perfect auditory
representation of dance, the music that captures movement and adapts to its
characteristics. In the immensely popular “Little Swans,” Fayer maintained
a high, low-pitched, elastic tempo, where the dancers’ tiny steps and leaps
were easily heard. In the slower sections, such as the opening scene of
Act II, Fayer conducted the orchestra leisurely and softly, and once again,
one can hear the elegant, static poses of the corps de ballet, the graceful
hand gestures, and the ballerina’s fluid stride. This is truly dance music —
a reflection of the choreography and its style, the dancers’ mannerisms,
making Swan Lake feel like a fragment of a live ballet performance.

Fayer interpreted new scores in a completely different way. Where
the choreography had not been integrated into the music, had not become
an integral part of it, the conductor gave priority to the composer’s vision.
In Scarlet Sails, it is difficult to discern specific choreographic choices,
but one can get acquainted with Vladimir Yurovsky’s techniques and hear
the landscapes and scenes that he incorporated into the score. This ballet
can be viewed as a composition for concert halls, where the musical texture
takes center stage.

The recording was made in 1963, which was the year when Scarlet Sails
was discontinued. This ballet had two versions: the second, post-war version,
was last performed at the Bolshoi Theatre in the mid-1950s.

Tata Boeva
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