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Abstract. The article looks into the cultural and artistic relations of the artists of Kyiv and Lviv based on the letters of Borys Lya-

toshynskyi. The role of Borys Liatoshinsky in preserving the cultural significance of these artists despite Soviet cultural narratives is stud-
ied. The situation in arts was especially tragic after the 1948 decree “On the opera “Great Friendship” by Vano Muradeli” The characters
of Ukrainian artists of the Galytska school of composers — Vasyl Barvinskyi, Adam Soltys, Roman Simovych, Jozef Koftler, and Tadeusz
Siegfried Kassern — have been reconstructed based on the correspondence.

The epistolary legacy of B. Liatoshynsky testifies that Lviv runs through his creative path as a red thread, bringing into the orbit of
our attention both personal relationships with the city (his visits, social life of artistic elite), and some collisions (often dramatic), which

relate to the works of the artist. No city in Ukraine attracted the artist as much as Lviv: there he presented his works to a thoughtful lis-

tener and communicated with kindred spirits.

The tragic pages of rejection and persecution of B. Liatoshynskyi’s largest works — the Second and Third symphonies — have been

described and introduced into scientific circulation. The fate of the former appears to be the most tragic one in the history of Ukrainian

musical culture during the Soviet times.

Having considered the correspondence of the B. Liatoshinsky, we conclude that Lviv musicians always supported the artist in difficult

years, appreciating his extraordinary talent. The feeling was mutual — B. Liatoshinsky felt sincere, tender love for Lviv, its profound intel-

lectual atmosphere, its people, and the ability to maintain the true friendship of spiritually kindred hearts.

Keywords: Borys Lyatoshynskyi, epistolary heritage, letter, composers of Lviv, the union of Soviet composers of Ukraine.

The history of the city, in particular its artis-
tic component, consists primarily of the people,
facts of their life and work, which can be found
only in countless sources, among which the epis-
tolary (letters) is one of the most truthful. Source
historians of the 20th century, especially during au-
thoritarian times, at best recorded the object (let-
ter), that was allowed for publication by the sys-
tem or the social situation. Numerous documents
of the epistolary genre were banned, and others
were hidden by the owners and their descendants.

The practice of moving them out from scientific re-
search formed a distorted view of the true course
of the musical-historical process and therefore did
not contribute to the completeness of its cover-
age. Therefore, the most urgent task for scientists
is the search, research, and introduction into scien-
tific circulation of these and new sources and their
active involvement in the musical “Mendeleev table”,
filling the gaps with reconstructed, truthfully repro-
duced situations, events, facts, names, previously
unknown pages of biographies, human relationships.
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The epistolary legacy of B. Liatoshynsky testi-
fies that Lviv runs through his creative path as a red
thread. It brings into the orbit of our attention both
personal relationships with the city (social life of ar-
tistic elite), and some collisions (often dramatic),
which relate to the works of the artist. No city
of Ukraine attracted the artist as much as Lviv:
there he presented his works to a thoughtful listen-
er and communicated with kindred spirits.

The tragic pages of rejection and persecution
of B. Liatoshynskyi’s largest works — the Second
and Third symphonies — have been described
and introduced into scientific circulation. The fate
of the former appears to be the most tragic one
in the history of Ukrainian musical culture dur-
ing the Soviet times. In the tragic 1930s this sym-
phony, along with the Sixth Symphony by M. My-
askovsky and the Fourth Symphony by D. Shostak-
ovich, was “arrested». Its premiere in 1937 did not
take place in Moscow due to the death of S. Or-
dzhonikidze and nationwide mourning. However
this did not prevent some Moscow critics from try-
ing to “destroy” the work, which they had not even
heard of. D. Zhytomyrsky called it “extremely empty
and far-fetched,|...] in the thunderous climaxes [...]
one feels the author’s unsupported claim to the depth
of thought. [...], large philosophical scales.” “Ob-
viously,” the article continues, “Liatoshinskyi did
not get rid of the heavy burden of formalism” [9].

These events caused severe mental trauma
for the artist. B. Liatoshinsky tried to rehabili-
tate the symphony and bring it back to life in Lviv
in the first post-war years. The letter dated Novem-
ber 3, 1947, refers to two concerts where, in addi-
tion to the Second Symphony, “Lyric Poem”, ro-
mances “The Highest Happiness” (words by V. Sau-
syura), “Dawn” (words by M. Rylskyi) were per-
formed for bass with a symphony orchestra. “Now
as a composer, I have come to life, just a little,”
states B. Liatoshinsky in a letter to R. Glier, re-
calling his concert trips to Odesa and Lviv, which
he was extremely satisfied with. “I'm now starting
to tour. Today, November 3, I am going to Odesa,
where I will have a concert on the 10th, so I will
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be there all the holidays. There will be six rehears-
als. The Second Symphony and other works will be
performed. There is going to be a soloist [playing]
two romances with an orchestra. At the end of this
month, on the 23rd or 30th, there will be a con-
cert in Lviv. In Odesa, they will give me a telegram
about the exact date of the concert. I am very hap-
py, of course, about these trips” [7, p. 351].

Later, the composer will tell in more detail about
this tour: “So, I visited Odesa and Lviv. These con-
certs brought me great pleasure. Orchestras played
well in both cities, but Lviv was probably better.
Despite the fact that I am quite self-critical, in my
opinion, everything was fine with me. There were
no unnecessary problems, the orchestras under-
stood me very well and played with great enthusi-
asm, not lethargy. In Odesa, work conditions were
worse, generally speaking. as we were to rehearse
in a small, cramped room, and only the dress re-
hearsal was in the concert hall. In Lviv, on the con-
trary, it is very good that all decisive rehearsals
took place right on the stage of the conservatory
hall, where the concert was held. Both orchestras
tried very hard and generally behaved very diligent-
ly. There were even two of my concerts in Lviv —
on Saturday evening, November 22, and on Sunday,
November 23 in the afternoon for the so-called mu-
sic lecture. After the evening concert, I took a pho-
to with the orchestra. The only bad thing was that
on the 22nd and 23rd it rained heavily, and because
of that the audience at the concerts was small” [8, p.
353-354].

The further fate of this work is known: Ukraini-
an critics and some composers, after accusing B. Li-
atoshinsky of trying to include his work in the con-
cert program, presented the Second Sympho-
ny as an example of formalism, and it “got into”
the well-known resolution of the Ukrainian Com-
munist Party of Ukraine in 1948.

Composer Tadeusz Mayerskyi from Lviv gave
a different opinion of the Second Symphony: “I am
extremely sorry that I did not have the opportuni-
ty to talk with you about your incomparable music,
which is close to me, and could not express to you
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my deep admiration for your talent and your skill.
Your music belongs to the music of the great mas-
ters of the modern symphony, such as Scriabin,
Strauss, Stravinsky, and Szymanovsky, and it shook
me” [12] (translation from French, which B. Lya-
toshynsky was fluent in).

The fate of B. Liatoshinsky’s Third Symphony
was no less dramatic. Lviv can be proud of the fact
that the idea of its creation belongs precisely
to the time of the composer’s stay in the city. Hav-
ing processed the documents included in the first
volume of the epistolary legacy of Boris Mykolay-
ovych, we reviewed the dates of writing the Third
Symphony and the emergence of its idea. In a let-
ter to R. Glier from Lviv dated May 1, 1940, we read
that the composer had the intention to start work
on the piece and at the same time had a premoni-
tion that “it will be scolded as well” “I am writing
to you from Lviv, where I found myself once again
involved in various matters of the Union [...] You
are asking me about what happened at the plenum.
I will say this about myself: as you remember, dur-
ing the discussion about formalism, they quarreled
alot, in particular, they mixed my Second Sympho-
ny with dirt. Then they scolded me for the complex-
ity, incomprehensibility, etc. Now they were scold-
ing me for the opposite... I thought that you had al-
ready been shown the transcripts of the plenum,
and you had already read exactly who and what
was said there. Now, having returned from Lviv,
I will rest, and then I will tackle Symphony No.
3, which I have intended to write for a year now,
but circumstances do not allow. They will scold it
too, of course, but again because of the complexi-
ty” [5, p. 301-302].

B. Liatoshinsky’s frequent trips to Lviv since 1939
are understandable, because as the head of the Union
of Composers of Ukraine, he started playing active
role in the admittance of composers from Halychy-
na into this organization. In the modern music his-
tory of Lviv, the two years preceding the beginning
of the Second World War and the Nazi occupation
of the city are characterized by dramatic epithets —
“suffocating atmosphere”, and “constant fear” [1, p.
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118-119]. From the correspondence of Boris Lya-
toshynskyi, we learn about his trips to Lviv to es-
tablish close contacts with local composers, try-
ing to help them in printing their works, for exam-
ple, a collection of arrangements of Ukrainian folk
songs by Mykola Kolessa. A letter to R. Glier dat-
ed March 2, 1941, testifies to B. Liatoshinsky’s de-
sire to obtain funds in Moscow for the publication
of works by Lviv composers, as well as for the or-
ganization of a series of their author’s concerts:
“I am asking you very much to help with the Mu-
sic Fund of the USSR so it will accept the three
additional applications from Ukrainian compos-
ers and one musicologist: Klebanov — Symphony,
Faintukh — Cycle of arrangements of Jewish folk
songs, Kolessa — Cycle of arrangements of Ukrain-
ian folk songs, Dovzhenko — History of Ukraini-
an opera. There is still no answer, and it would be
very important for us to know the result as soon
as possible” [6, p. 306].

Borys Lyatoshynskyi developed a warm friend-
ship with Mykola Kolessa, who even after the com-
poser’s death, often visited Kyiv, visited his wife
Margarita, and niece Iya Tsarevich, trying to sup-
port the family. In different years Vasyl Barvin-
skyi, Adam Soltys, Roman Simovych, Joseph Koftler
and Tadeusz Siegfried Kassern were frequent guests
at the residence of Liatoshinsky in Kyiv on Lenin
street (now B. Khmelnytskyi).

The plenum of the organizing committee of the
Union of Composers of the USSR, which is men-
tioned in the correspondence, was held in Kyiv
from March 28 to April 5, 1940, and became Mos-
cow’s ideological and educational action against
the artists of Ukraine. Little information about this
event has survived: a small article in the magazine
“Radyanska Musyka” (1940, No. 3) and two publi-
cations in “Sovetskaya Musyka” (1940). But, unfor-
tunately, the transcript referred to in the epistolary
legacy of B. Liatoshinsky and R. Glier in the form
of two video films is kept in the St. Petersburg Ar-
chive of Literature and Art. The removed 31 pag-
es of the document were preserved in a very dam-
aged form, the most of them are difficult to read.

323



CYYACHE MMCTELITBO

Despite this, it is known that 30 of the 60 works
of Ukrainian composers of Halychyna were written
by S. Ludkevich, A. Soltys, V. Barvinsky, Y. Koffler,
T. Z. Kassern, and M. Kolessa. The initiative to in-
volve their works belongs to B. Liatoshinskyi. Rep-
resentatives of the “center of the Union” (I. Nestyev,
D. Kabalevskyi, S. Shlifshtein, V. Muradeli, V. She-
balin, V. Bieliy) and artists from Ukraine — L. Re-
vutskyi, F. Kozytskyi, Yu. Maytus, I. Belza, B. Lia-
toshinsky, T. Z. Kassern, Z. Lissa, V. Vytvytskyi,
V. Barvinskyi, M. Kolessa, and others discussed what
they have heard at concerts. The works of the com-
posers of Western Ukraine were sharply criticized
in the speeches of the Moscow artists for their “with-
dral and alienation” (V. Surin), and depiction of “dif-
ferent currents” (V. Bieliy). They did not have fea-
tures of folklore and democracy, though “the driv-
ing impulses of Soviet art are strong socialist rela-
tions that have been established” [14].

The works of B. Liatoshinsky were also criti-
cized at the plenum, which caused the indignation
of R. Glier. He was surprised that “he did not un-
derstand the importance that statements, criticism,
advice, etc., of all those who performed in Kyiv,
“great” (Moscow, Leningrad, etc.) composers [...],
should have for the development of the composi-
tional skill of Ukrainian composers”. “It offends
me,” continues R. Glier, “that I did not hear about
the high level of compositional skill of the com-
poser-performers.”

A letter dated November 10, 1945, to R. Glier in-
forms about the stay of B. Liatoshinskyi in Lviv where
he discussed programs of concerts of Lviv composers
that were to be held in Kyiv, as well as other forms
of collaboration between artists. Through the cor-
respondence, we also learn about one of these con-
certs, at which the works of S. Lyudkevich, M. Ko-
lessa, and V. Barvinsky were performed, (the lat-
ter also gave an opening speech). On February 19,
1945, an article by P. Kozytskyi about this event ap-
peared in the newspaper “Radyanske Mystectvo”.
It should be noted that in 1945 Lyatoshynskyi did
not hold the post of chairman of the Union of Com-
posers, but performed these duties out of goodwill.
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A sincere friendship was established between B. Li-
atoshinsky, T. Z. Kassern and Y. Koffler.

As Iya Tsarevich mentioned, at the aforemen-
tioned Plenum of the UCU in 1940, B. Lyatoshyn-
sky passionately defended the creative method
of Y. Koffler and T. Z. Kassern, which did not fit into
the principles of the socialist realism method at that
time. In the library of B. Liatoshinsky in Kyiv, many
of their pianos and scores are stored, and present-
ed to the owner as a sign of respect and gratitude.
Some works were performed at concerts for the first
time: Concerto for string orchestra and piano, Prel-
ude by T. Z. Kassern, Sonatina and Variations for pi-
ano by Y. Koffler. The musical fabric of the works,
modulating from post-romantic features to so-
phisticated atonal spheres of the worldview, did
not correspond to the then Soviet aesthetic guide-
lines and threatened the lives of not only the au-
thors of the pieces but also their defenders. Despite
this, Borys Lyatoshynskyi made extraordinary ef-
forts, overcoming serious difficulties in the pro-
cess of writing the parts of the Concerto for String
Orchestra. However, the official documents about
their acceptance for publication mysteriously dis-
appeared several times. In the letter, T. Z. Kassern
is worried about the troubles that arose in connec-
tion with the preparation for the performance of his
composition at the Plenum in Kyiv and expresses
regret for “such difficulties”, and as moral compen-
sation promises to treat the composer to two bot-
tles of French wine “Grave » [11].

Recalling the 1930s of the last century, one cannot
but say about the special creative and human relations
between Boris Liatoshinsky and Antin Rudnytskyi.
The latter left a memoir of how he and his wife Ma-
ria Sokil wished to go on tour to Lviv for a short
while. In the early 1930s, B. Liatoshinsky and his
wife were the ones who gave them shelter in the last
days before leaving, inviting them to Vorzel, and were
the only ones who saw them off on the station plat-
form without fear of further persecution.

The orchestral parts of the dances from the “Gold-
en Hoop” stored in the B. Liatoshinskyi Apart-
ment-Museum bear the autographs of musicians

324



Borys Liatoshynskyi and the artists of Lviv: epistolary notes to the biography of the artist

from Warsaw, Kaunas, Berlin, and London — the cit-
ies where these pieces were played under the direction
of A. Rudnytskyi. But the composer learned about
this much later, when after the opening of the “iron
curtain” he received several letters from the maes-
tro from overseas.

Then the Lyatoshynskys found out that the Rud-
nytskys live in Philadelphia, work at the Music Acad-
emy, and “you don’t want to believe what an astro-
nomical number it is, when you count the years
since we said goodbye to you at the Kyiv station un-
til now!” A. Rudnytskyi was interested in Ukrain-
ian affairs of Ukrainian musical culture, sincere-
ly wished to have the scores of works by B. Lia-
toshinsky, especially the Third Symphony, “Grazhi-
na” and “Slavic Concert”.

The latter is for his talented son, a student of Egon
Petrie and the famous Rosina Levina of the Juil-
liard School. He recalls his creative successes with
sadness, because “it is impossible to even dream
of this works being performed here — writing mu-
sical works is a luxury for one’s own pleasure” [4].

It is also worth mentioning the first performance
in Lviv of Three Dances from the opera “The Gold-
en Hoop” “for the benefit of the unemployed or-
chestra of the city theater”. The concert was held
under the auspices of the M. Lysenko Music Soci-
ety with the most active support and conducting
of A. Rudnytskyi.

In 1949, B. Liatoshinsky finished, as he himself
noted, a “spectacular and brilliant thing”, origi-
nally called “The Dancing Poem”. Subsequent-
ly, the poem was named “Reunification” and was
dedicated to the tenth anniversary of the joining
of the western lands of Ukraine to the eastern ones.
“The orchestra likes it very much,” informed the com-
poser in a letter to R. Glier, wishing it to continue
its active concert life. The period of its creation was
for B. Lyatoshynsky one of the most difficult in his
life. “As a composer, I am dead and I do not know
when I will be resurrected” [7, p. 302], he stated
bitterly after the campaign of moral and physical
oppression had started against him. And again he
received a rescue letter from Lviv: “At the request
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of the composer B. M. Liatoshinskyi, we, the com-
posers of the city of Lviv, S. Lyudkevich, S. Pavly-
uchenko, A. Soltys, and R. Simovych confirm that
on March 15, 1948, in “Ukrainian Quintet” by com-
poser B. Liatoshinsky was performed at the open con-
cert of the Lviv Philharmonic. The work was a great
success both in the musical society and in the gen-
eral audience that attended the concert. [Signa-
tures]” [2].

It is difficult for the current young generation
to understand that such “confirmations” could have
cost the contributors their lives because the puni-
tive sword of the system was already hanging over
B. Liatoshinsky in connection with the infamous
resolution of 1948 “On the opera “Great Friend-
ship” by V. Muradeli.”

The content of the epistolary of the 1960s, which
is stored in the apartment of Boris Lyatoshynskyi,
does not contain the drama of the forties. Friendly
relations with Lviv artists only deepened. “We all
remember very fondly,” wrote M. Kolessa in a let-
ter from 1966, “your and Margarita Oleksandriv-
na’s stay in Lviv, in particular in our house: such
meetings remain fond memories for a lifetime” [10].

Borys Lyatoshynsky was able to realize his love
for traveling to distant countries, getting to know
cultural traditions and the places where great com-
posers lived, only in the last eight to nine years of his
life. The artist was actively invited to be a mem-
ber of the jury of many international competitions
and festivals or as a member of delegations of the Un-
ion of Composers of the USSR (UC of the USSR)
(no such trip could take place through Ukraine due
to the policy of centralization and strict control).
In his last years, the composer has acquired a new
circle of friends: from Grazhyna Bacevich to the pub-
lisher T. Ohlevsky, the general director of the In-
ternational Competition named after Marguerite
Long and Jacques Thibault in Paris, Gonto de Biron,
and many other musical figures of Western Europe.

After traveling as member of delegations from
the UC of the USSR, Lyatoshynsky often stayed
friends with fellow composers. Among them is
Anatoliy Kos-Anatolskyi, whose correspondence
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and memories particularly poignantly convey the in-
ner state of mind of a fellow artist, whose great-
ness and depth he learned through communica-
tion. “The life of every true composer,” recalled
A. Kos-Anatolskyi, “is an unfinished symphony. It
breaks off over some unfinished score, where the soul
fades away, full of dreams, joy and sorrow, high as-
pirations...” [13, p. 57].

In the correspondence of B. Liatoshinsky and the
memories of A. Kos-Anatolskyi, their joint trip
to Austria as part of a delegation, the desire to ex-
perience once again the places where Schubert
stayed and died is mentioned. A. Kos-Anatolsky
sends a series of photos from this exciting trip
to his colleague, signing them in German. We
read A. Kos-Anatolsky’s memory of this event:
“The last night in Vienna. Late. The streets are
almost deserted. Boris Mykolayovych takes my
hand: “Let’s go to the house where Schubert died!”
After a few blocks, we stop at a four-story apart-
ment building. On the second floor, a window sud-
denly opened and a boy looked out. “Excuse me,
where are Schubert’s windows?” we asked. “Here
they are!” was the answer. We looked up at the two
dark windows to the right. We didn’t talk about
anything, we didn’t want to disturb those minutes
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of night silence, in which the Unfinished Sympho-
ny sounded...” [3].

“Tam sure,” B. Liatoshinsky notes in his reply letter,
“that, like me, you will not forget our visit to the house
of Schubert’s death on the evening of June 4. There
were a lot of unforgettable experiences on this trip,
and I feel that I would gladly go to Austria again to see
what I have already seen and add to what I have not
yet seen. Is this possible?” [15, p. 358]. B. Lyatoshyn-
sky prepared for each such trip by re-reading the lit-
erature about the country, studying the smallest de-
tails of the life of one or another great artist there.
In the same letter of B. Liatoshinsky, the tone of the con-
tributor changes dramatically, when he writes with un-
disguised pain about the death of V. Barvinskyi (July
16, 1963) — a “real musician” who “experienced a lot
of grief [...] after the war” [15, with. 358].

Conclusions

Having considered the epistolary of the great
Ukrainian artist, we conclude that Lviv musicians
always supported the artist in difficult years, ap-
preciating his extraordinary talent. In return, he
felt open, tender love for Lviv, its deep intellectual
atmosphere, its people, and the ability to maintain
the true friendship of spiritually kindred hearts.
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Mapianna Konuys. Bopuc AssTommHcbKmil i MuTLi AbBOBa: eNiCTOASIPHI NIPpUMITKY A0 6iorpadii Mmurus

AmnoTanis. Y ctaTTi Ha TpuKAaai AucTiB bopuca ASTOIMHCHKOTO PO3TASIHYTO KYABTYPHO-MUCTeLbKi B3aeMyuy MutLiB Kuesa ta
AbBoBa. AocaipxeHo poab Bopuca ASITOMMHCHKOTO y 36epekeHH] IXHbOTO TBOPYOT0 OOAMYYS B YMOBaX PAASHCHKUX KYABTYPHMX Ha-
paruBiB. Oco6AMBO TParidHOK CKAAAACs TBOPYA CUTYyalis y 3B'513Ky 3 rope3BicHOI0 moctaHoBo 1948 p. «IIpo omepy "Beanxa Apyx-
6a" Bano Mypapeai». Ha mipcTaBi AMCTyBaHHs peKOHCTPYITOBAaHO TBOPYI MOCTAT] yKPaIHCHKMX Ta MUTLIB FAAUL[bKOI KOMITO3UTOPCHKOT
mKoAn — Bacuast Bapsincbkoro, Asama Coarnca, Pomana Cumosnya, F0sed Koddaepa ta Tapeyma 3irppuaa KaccepHa.

EnicroasipHa cmapumba B. AATOIMHCHKOTO 3acBipuye, 10 TemMa AbBOBA YePBOHOI HUTKOIO IPOXOAUTH MIOTO TBOPYOIO AOPO-
oo, 3aAy4ayuu B opbiTy Haoi yBaru sk 0COOMCTi CTOCYHKM 3 MiCTOM (NIPUIBAH, CITIAKYBAaHHS 3 TBOPYOIO €AITOI0), TaK i A€sIKi KOAi-
3ii (MpMYOMy 4acTO 3 ApAaMaTUYHUM MPUCMAKOM), 1O CTOCYBAAUCS TBOPiB MuTLst. )KoAHe MicTO YKpaiHM He MPUTATYBAAO TaK MUT-
114, SIK AbBiB, Ae BiH HaMaraBcCsi pelpe3eHTyBaT BAYMAMBOMY CAyXaueBi CBOi TBOPHM, CIIIAKYBaTUCD 3 AyXOBHO OAM3BKUMU IIOMY 0CO-
6ucTOCTAMM.

B icTopii yKkpaiHCbKOI My3MKM OMKCaHi i BBeAeHI y HayKOBuIT OOIr TpariuHi CTOPiHKM HECTIPUITHATTS 1 TepeCAiAyBaHHS HaliMaclI-
tabHiumx TBopi b. AsToumHcpkoro — Apyroi i TpeTboi cumdoHiit. Aoast mepioi BUAAETbCS UM He HAITPArivHilIow B YKPaIHChKil
MY3UYHI KyABTYPi PAASHCHKMX YaciB.

Po3rasiHyBIIM eIiCTOASIPiil BEAMKOTO YKPaiHChKOT'O MUTIIS, MTIACYMYEMO, 1[0 AbBIiBCbKi MY3MKAHTY 3aBXKAM MATPUMYBAAY MUTLS
y BaXKKi POKH, LiHyIouM 10T0 HemepeciuHmit TaraHT. HaBsaem — BiaBepTa, HiXKHa AI060B A0 AbBOBa, I10ro rAM60KOI iHTeAEKTyaAbHOL
aTMocdepu, AI0AelT i BMiHHS MATPUMYBATU CIIPABXKHIO APY>KOY AYXOBHO CIIOPiAHEHNX CEPAELb.

Karwuosi crosa: Bopuc ASTOMMHCBKMIA, eMiCTOASPHA CIAALMHA, AMCT, KOMIIO3UTOPU AbBOBA, CITiAKA PAASHCBKMX KOMITO3UTO-

piB Ykpainu.



