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Musical Material of the Cantata Kanteletar
by Edward Patlayenko and the Oratorio
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ABSTRACT: Two masterpieces are viewed below, works by contemporary Karelian
composers. The lyrical genre of Elias Lonnrot's Kanteletar has attracted Edward
Patlayenko, disciple of the Petersburg composers’ school. He selected 6 of 652 runes from
Kanteletar, translated by Yosif Brodsky, Valery Bryusov, Aino Hurmevaara. His musical
masterpiece was conceived as dispersed double fugue with songs-intermedia.

Kalevala by Roman Zelinsky is based on the Russian translation of Kalevala epos by
Leonid Belsky. It outlines the keynote runes of the epos: No. 7, 9, 44, 42. Roman Zelinsky,
ethnographer, musicologist, raised in Slavonic culture, intended to comprehend,
conceptualise the cultural space of the Finno-Ugric region. Deeply focusing on ethnic
identity of Finno-Ugric culture, in 1984 he participated in the expedition through the
Kalevala region dedicated to the 150" anniversary of Kalevala (1985).

Based on sociological and psychological particularities of the composers, the distinctive
features of their music masterpieces are being outlined.
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INTRODUCTION

THE Karelian-Finnish epos Kalevala is one of the most distinguished
pieces of literature. In fact it's a phenomenon. It is a collection of runes by
folk singers, narrators from Finland, Karelia. A well-known Finnish scholar
of the first half of the 19 century Elias Lonnrot collected most of the runes
in Northern Karelia and published them under the title Kalevala in 1835.
And thus, he revealed a great spiritual culture of Northern Finno-Ugric
ethnic group, created an encyclopedia of folk life.

Lonnrot initiated a new poetic genre, which has had a great influence on
the world literature, including Russian, on such poets as Sergei Gorodetsky,
Nikolai Klyuev, Sergei Yesenin. The influence of Kalevala was so great, that
the process of making national epics is still going on.

The Karelian-Finnish epos has colorful and original characters:
Viainamoinen, Lemminkainen, Ilmarinen, old Louhi, the beautiful Nasto;



images of Sampo, Deer golden horns. Actually musical images are

associated with these characters.

Besides, there are a lot of works in the field of Karelian art — fine
arts, ballet, music, which are related to this topic, e.g., compositions of
Gelmer-Rainer Sinisalo, Ruvim Pergament, Karl Rautio, Petr Kozinsky,
Alexander Beloborodov, Edward Patlayenko and other composers,
paintings and illustrations of Georgij Stronk, Sulo Juntunen, Tamara Jufa,
Myud Mechev, Alisa Poret.

Nowadays we have accumulated an enormous amount of historical,
philological, research material on Kalevala. The great research work
is carried out by the Institute of Language, Literature and History of
Karelian Research Center Russian Academy of Sciences. The international
conference on the Kalevala in the context of the regional and world culture
devoted to the 160" anniversary of its full edition took place in June 2009 in
Petrozavodsk and gathered 65 scientists from all over the world. The articles
and research of Vera Nilova, Tamara Krasnopolskaya, Roman Zelinsky,
Elena Markova reflected the modern level of art study concerning the epos
Kalevala (ct. The Kalevala in the Context of Regional an Global Culture 2010).

We will focus on compositions by Edward Patlayenko and Roman
Zelinsky. We will present a case studes on these works, referring to the
poetic texts, the structure and instrumentation. The goals are:

e to present 2 significant compositions of the Karelian composers,
bearers of the Russian culture Edward Patlayenko and Roman
Zelinsky;

¢ to demonstrate different approaches to the musical interpretation
of the Karelian-Finnish epos Kalevala and lyric poetry collection
Kanteletar.

PATLAYENKO AND SYMPHONY-CANTATA KANTELETAR

The creative work of Edward Patlayenko is large-scale, varies in genres
and attracts researchers. Karelian musicologists always paid attention to
his new works and different aspects of his work: more than 40 articles are
devoted to his compositions.

Patlayenko was born on 9 March 1936. Being very famous and deeply
appreciated not only in Karelia but in the whole Russia and abroad
(especially in Finland, Norway and other North-Western countries) he
has been awarded many titles. So, he is a Professor of Petrozavodsk State
Conservatory named after A. K. Glazunov, an Honored Artist of Russia
(1987) and Karelia (1984).
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In 2002 he got the Order of Peoples’ Friendship. He is the Laureate of the
Republic of Karelia in the field of culture, art and literature (2002) as well.
Edward Patlayenko became a Member of the Composer’s Union of Russia
since 1965.

Edward got his music education in the Music College of Stavropol (oboe),
the Department of woodwind instruments (class of I. Antonov). In 1963 he
graduated from the Leningrad State Conservatory (class of Professor Oles
Chishko) as musicologist and composer. I.e.,, Edward Patlayenko is a direct
representative of the Petersburg composer’s school.

In 1963, at the age of 27, he came to Karelia, being the author of the
Three Songs of Lel based on the fairy-tale The Snow Maiden (Snegurochka) by
Alexander Ostrovsky (for mezzo-soprano and piano) and Frescoes based on
The Tale of Igor’s Campaign (Slovo o polku Igoreve, for baritone and orchestra)
words by Victor Sosnora.

During the first year in Petrozavodsk he taught theoretical subjects
and composition (1963-1967) at a Music College. With the starting of the
Petrozavodsk branch of the Leningrad State Conservatory in 1967, the
composer began teaching theoretical subjects at the department of the
music theory and composition. His main scientific interests are connected
with the history of Russia and Karelia.

In 1963 Patlayenko created a Symphony-cantata Kanteletar for soprano,
baritone and orchestra, op. 15, and dedicated it to his teacher at the
Leningrad State Conservatory Oles Chishko.

For the first time in Russian music Patlayenko turned to texts from the
collection of folk poetry Kanteletar by Elias Lonnrot. The works based on the
texts of Kanteletar appeared later and everything was written in the genre
of chamber music, e.g., Svetlana Leonchik Lyrical Songs from Kanteletar
for mezzo-soprano and the piano, Petr Kozinsky Songs from Kanteletar for
mezzo-soprano, alto flute and bassoon, Georgij Sardarov Simon’s Songs
from Kanteletar for 6 choirs, a cappella.

Kanteletar by Elias Lonnrot includes 662 songs in Finnish (in lyric, epic
poetry, ballade, wedding, shepherds songs, childrens and girlish songs,
lullaby). Lonnrot also added 42 tunes to the first edition of Kanteletar (1840).
Patlayenko chose only 5 texts of Kanteletar in Russian translations for the
symphony-cantata. The composer used the translations by Yosif Brodsky,
Valery Bryusov and Aino Hurmevaara. He also chose one song from
Kalevala translated by Karelian poet Alexei Titov.

The nature of Karelia and new impressions were so strong that
already in August the composer wrote a symphony-cantata and in early
1964 it was presented at the Composer’s Union of Karelia, followed by
recommendations to record it. Surprisingly, it took Patlayenko only 3
months to compose it.



The first performance of the Symphony-cantata was held on 1 December
1966 at the Sixth Plenum of the Karelian Branch of the Composer’s
Union of the RSFSR. The performers were: Victor Kalikin (baritone),
Nina Zabelinskaya (soprano) and the Symphony Orchestra of Karelian
Radio and Television conducted by Isaiah Sherman. The premiere was a
tremendous success. The feedback of Andrei Petrov was quite positive.
Thus, he noted “the successful combination of modern language with the
popular theme”. And he added that “the composition may decorate any
concert in any city of our country” (quoted after Vaganova 2009).

In 1965 Edward recorded this composition on the Karelian radio with
the conductor Alexander Dmitriev. This recording was considered to be
the best of the year. In 1967, Kanteletar was recorded for the Fund All-Union
Radio.

In 1976 there was the second performance with the Symphony Orchestra
of Karelian Radio and Television conducted by Mikhail Izmailov, with
soloists Victor Kalikin and Victoria Gladchenko (Karelian Philharmonic
season 1975-1976).

The third public performance of Kanteletar took place in the Third
All-Russian Andrei Petrov Festival with the Karelian Philharmonic
Symphony Orchestra, Bolshoi Theatre soloists Irina Ozerova and Alexander
Polkovnikov, conductor Mikhail Golikov (St. Petersburg) on 18 December
2009.

In one of the interviews Edward Patlayenko noted: “Kanteletar may be
considered as one of my best works along with the Fourth Symphony,
Symphonic Runes, three vocal cycles based on the lyrics by Sologub,
Akhmatova and Sappho” (Patlayenko 2010a).

Symphony-cantata Kanteletar continues the epic line of Patlayenko’s
compositions. The motives of Kanteletar were transformed into Symphonic
Runes based on Kalevala (1965). Coming from Kanteletar Edward Patlayenko
goes further and studies Kalevala deepely. He considers Kalevala to be a
great book. In 1983 the composer creates Book-Song for hunting horn,
English horn and piano, op. 37, that is stated as the hymn to Books. They
are: 1% Song of Hills and Valleys (to Rigwede), 2™ Song of Seas and Deserts (to
Ecclesiastes) and 3™ Songs of Woods and Lakes (to Kalevala).

Edward Patlayenko is an erudite person, gifted poet, collector and expert
on painting and literature. So his poetic gift, fantasy and imagination are
reflected in his music works. Edward Patlayenko creates his own world
of Kalevala, the author’s model is inspired by the wonderful lyrics of folk
poetry in translation of Russian poets-symbolists and contemporaries.

His papers stored in the library of the Petrozavodsk State Conservatory
are the evidence of the composer’s poetic gift and help us analyze
his works and set priorities. The most remarkable articles written by
Patlayenko are: Rol’ russkoi literatury v ésteticheskom i nravstvennom
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vospitanii molodogo kompozitora (The Role of Russian Literature in the Aesthetic
and Moral Up-Bringing of a Young Composer, 1986), Biblioteka molodogo
kompozitora: Rekomendatel’niy spisok proizvedeniy russkoi khudozhestvennoi
literaturi — v pomoshch molodomu muzikantu (The Library of a Young Composer:
A Reference List of Works of Russian Literature Aimed at Helping in the Literary
Education of a Young Musician; manuscript, 1986), Rukovodstvo k sochineniju
instrumental’nogo soneta (A Guide to Writing Instrumental Sonnet, 2000).
Patlayenko is the author of the libretto of his oratorio-symphony Rus and
the Sword (Rusiya i mech).

Edward Patlayenko has the preference to large concert forms, especially
the symphonic genre, but they are often mixed with cantatas and vocal: the
symphony-cantata Kanteletar, the Symphonic Runes based on Kalevala, the
oratorio-symphony Rus and the Sword, a Choral symphony, Frescoes (vocal
and orchestral) based on Kalevala and others (cf. Bochkareva 2009: 64-65).
At the same time, the opportunity to invent new structural principles, to
combine different forms of arts has always attracted Edward Patlayenko:
the connection and interaction between poetry and music (Wreath of
Sonnets), mathematics and music (Geometric Variations), painting and music
(Frescoes).

The composer appeals to the popular genre roots: crying, lamentations,
incantations, song-tunes and lullaby in the symphony-cantata Kanteletar.
Thus, the Song I of Kanteletar (You Call, Call Cuckoo) resembles an
instrumental folk tune very much, but in fact it is the author’s style. It was
the composer’s idea not to use any folk melodies, but we see that it is not
exactly so.

The inclusion of the herdsman folk tune intonation, taken from the
collection of folk songs, into the theme of the Song I of Kanteletar by
E. Patlayenko and it’s further free development along the whole symphony-
cantata forms the base of the composer’s method. His method of working
with intonation has much in common with Igor Stravinsky’s approach to
the folk material.

The entire score of Kanteletar by Edward Patlayenko is original in its
sounding. The composer does not use harsh wind instruments (the trumpet
and the trombone) — “they are not needed”, as he says (Patlayenko 2010a).
The score contains classical woodwinds: flute, oboe, English horn, 2 horns,
tuba. Also, he uses the alto flute, harp, celesta. Orchestral timbres play
a very particular role in the composition. The composer considers sounds
as the reflection of images, beauty and color.

Kanteletar consists of 8 movements (Prelude, 6 songs and Interlude). The
genre of Kanteletar as mentioned above is symphony-cantata representing
synthesis of 2 genres, mixed genre. The symphonic origin of Kanteletar
is primary. The concept of the symphony includes features of sonata-
symphony cycle. So 6 songs perform different functions: Allegro, slow



movement, Scherzo, Finale with Coda (see table “Structure of symphony-
cantata Kanteletar). One could mention that using song genre in the form
of Kanteletar resembles the style of Baroque cantatas. It is especially clear in
the score of Song V.

In the form of the whole the peculiarities of Edward Patlayenko’s
structural thinking are seen. He prefers polyphonic forms. So in the whole
symphony-cantata represents a double fugue with separated exposition.
Songs are like interludes, and the fugue consolidates the form entirely. As
the composer says, “this is the core structure” (Patlayenko 2010a).

Movement Tempo Symphony Fuga
Prelude Adagio (48-50) Introduction Exposition of the 1% theme
Song I Moderato (72-80) Primary area
Song II Moderato sostenuto Secondary area
(69-72)
Song III Allegretto (96-100) Scherzo
Song IV Adagio (48-50) Slow movement
Interlude | Allegro moderato (112) Exposition of the 2™ theme,
development section
Song V Moderato (80) Slow movement
Song VI Allegro (112-116) Finale with Coda Final movement

Table. Structure of symphony-cantata Kanteletar.

Working with the text of Kanteletar Edward Patlayenko uses the range of
associations and patterns, focused on his own author’s intonation.

Roman Zelinsky, on the contrary, treats the folklore language “from
inside” (using the term by Genrikh Orlov), he does not use quotations,
the rethinking of the folklore is strongly pronounced, due to the scientific
interest of the folklorist, researcher in the field of the Bashkirian and
Karelian folklore. Many years of folklore research influenced his creative
method. Despite the different approaches, the styles of the composers in his
compositions show some features of interaction that may be subconscious.
Here we can see the phenomenon of the artistic interchange.

Although, both composers used the folklore text translated into Russian,
Roman Zelinsky strived to use the rhythm of Kalevala lyrics (metrics),
pronunciation and features of alliteration. As he noted, “the most important
[in the folklore research expeditions] is that we have recognized an
authentic way of song intonations, we managed to fix stylistic specialities
of Kalevala pronounciation, and we have seen the living environment of this
ethnical group” (cf. Zelinsky 2010).

Edward Patlayenko focuses on the general contents. He abstracts from
the peculiarities of the language and concentrates on the image-emotional
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harmony of the original source. The ethnic origin of the source is put on the
back, nevertheless there is obvious interaction with the culture of Kalevala.

As we have mentioned above, Patlayenko prefers to use polyphonia as a
connection core of the whole form. The other interpretation of the genre and
form can be seen by analysis of Zelinsky’s compositions, where polyphony
is included as the particular method in the work on the material.

ROMAN ZELINSKY AND RUNIC ORATORIO KALEVALA

Roman Zelinsky was born on 25 July 1935. Composer, musicologist,
ethnographer, Doctor of Arts and Professor of Petrozavodsk State
Conservatory named after A. K. Glazunov, Zelinsky became a member
of Composer's Union of Russia already in 1973. He graduated from
Lvov Conservatory (class of Professor Stanyslav Ludkevich) in 1967
and postgraduated from Leningrad State Institute of Theatre, Music
and Cinematography. Roman Zelinsky came to Petrozavodsk State
Conservatory after his work in Ufa State Institute of Arts and began
teaching polyphony and other theoretical subjects in 1980.

His main musical works are listed below: Symphony No. 1 (1967);
No. 2 (1970); No. 3 — Sympfonic Tale of Viiindméinen (1983); Suite for chamber
orchestra and 4 woodwinds (1968); Kalevala (runic oratorio, 1990); Spring
(choral poem by texts of Yalmary Virtanen, 1988); string quartets No. 1
(1969), No. 2 (1983); vocal cycles by texts of Mustay Karim, Alexander Blok,
Taisto Summanen, Nikolai Klyuev, Grigorij Skovoroda, Gavrila Derghavin,
Tatiana Bernshtam and other compositions (cf. Bochkareva 2009: 33-34).

His main scientific interests are connected with folklore. Roman Zelinsky
collected folklore samples in the North of Karelia places visited by Lénnrot.
As a result of the expeditions there are runic oratorio Kalevala and edition
Karel’skie pesni Kaleval’skogo kraja (Karelian Songs of Kalevala’s Land) by
Zelinsky in 2008. These are materials from the expeditions devoted to the
150" anniversary of Kalevala edition.

The runic oratorio Kalevala is based on the Russian translation of Kalevala
epos by Leonid Belsky. It outlines the keynote runes of the epos: No. 7,
9, 44, 42. Zelinsky, raised in Slavonic culture, intended to comprehend,
conceptualise the cultural space of the Finno-Ugric region, deeply focusing
on ethnical identity of Finno-Ugric culture.

Louhi Spell, for chorus and symphonic orchestra was written in 1984 and
published in Kantaty sovetskih kompozitorov (Kantatas of Soviet Composers.
Leningrad: Muzyka, 1988). It took the composer 4 months of work to finish
it. The first performance was presented by the Chorus of Petrozavodsk
State Conservatory and the Karelian Radio and Television symphonic



orchestra conducted by Edward Chivzhel in 1985. An interesting fact is
that the composer made the folk musical instruments for the premiere of
the composition by himself. The orchestral score includes folk percussion:
triangolo, tamburino, raganella, frusta, travicelli, tavola, campanelli.

Later the work on the composition was continued towards the runic
oratorio Kalevala for mixed choir, reciter and the orchestra (1995). It consists
of four movements, where Louhi Spell becomes the closing one. The key
moments of the epic are reflected in its composition, which is as follows:

1. Viaindmoinen Lamentation
2. Iron Charm

3. The Birth of Kantele

4. Louhi Spell

By the composer’s intention, the composition follows a symphonic
principle: slow to fast (Adagio, Allegro vivace, Andante, Andante con moto). The
theme of Louhi Spell resembles the folk style. As for the musical language,
it is supported by some widely used rhythmic formulas, which are typical
of his style and may be in some sense compared to the style of Béla Bartok.

Speaking about the structure of the runic oratorio, the composer noted:

First sketches of melodic runes looked like motets, but [...] sonata-
symphonic form seemed to be more appropriate, where the first move-
ment had monothematic sonata structure with fuga replacing of
development section, the second — scherzo (compound ternary form with
trio), the third movement inclines to be in binary form, and the fourth
movement — finale, formed in a compound binary form with repeated text,
starting with rondo form followed by free imitation. Outermost parts are
connected by intonation (Zelinsky 2010).

Roman Zelinsky has enriched his composer’s method by studying the
folk songs, analyzing and recognizing the folklore texts and runes. Thus,
he used the technique of shifting melody on minor intervals (thirds,
seconds), e.g., Louhi Spell. In Viiindmdéinen Lamentation the composer applied

”

the method of “chain melody” (“cumulative melody”), when the clausal of
the melody line is carried to the initial of the following melody line and this

process is iteratively repeated (Zelinsky 2010).

Both composers use the heterophony technique, but Edward Patlayenko
applied it as a hidden method in orchestral inclusions and polyphonic
voices, whereas Roman Zelinsky outlined it as a special effect on extreme,
culmination points of the form.
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CONCLUSION

So, in this case study we tried to demonstrate two approaches of handling
folklore. One of them is taking ‘from inside’, as some kind of ethnographer,
that is: making the acquaintance with the new culture by learning its own
language. The other one is understanding the codes of culture by viewing
them ‘from outside’” on different levels: typological, structural, systematic.

Both these ways help one approach insight of any culture as a holistic
unity, natural product of faith, customs and traditions of each national
identity.

So Karelian-Finnish epos stimulated the development of the Russian
culture: it got enriched with the original compositions and the Russian
music by presenting new musical interpretations of the Karelian epos,
promoted it to the world.
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APPENDIX 1.
POETIC TEXTS OF SYMPHONY-CANTATA KANTELETAR

Song I (baritone)
Translation by Yosif Brodsky

ThI cpIrpali-mporion, Aepulia,

Aouxa cTporiHas coceaa, Ouapyit 4eBUYBUM IIBLAOM,

Ha cBoerr Touenoit Ayaxe 3BYKOM CUABHBIM U KPaCUBBIM.

PackaTuch Becea0i Tpeablo,
Ha cBoeit ToueHnoit ayaxe

N ng I1 ran
PackaTiich Beceaoi1 TpeAablo, Song II (soprano)

Translation by Valery Bryusov

Baro-6aroriku-6aro, MeaHbIM 1104€M ITOKaTH,
baro autsartke noro, I'To cBuHIIOBOMY Iy TH.

B canku cHa ero kaaay. Ha cepebpsinyto ropy,

CoH, IpuAn, BO3bMH €TO Ha sepmnny 3040Ty10,

B 3040TpI€ cBOM caHKH, B 341aTOAMCTBEHHEBIN MBHSIK,

B cson ImpasagHMYIHbIE CAaHK, B 30a0tuctoIn 6epe3H51K.
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Song III (soprano, baritone)
Translation by Yosif Brodsky

Kro >xusBmnacsa aetnum macaom?
Kormka >xaaHast >xmuBmaacs.
I'ze xe xomka? — Ilog ambapomM.

I'ae ambap? — CBaanacs Ha 3eMb.

A, rae x zemas? — CKaTnaach B BOAY.

Tae Boaga? — CoAOBBIN BBITINA.
T'ae coaossriit ? — Ja Ha miovime.
TToitma rae? — Koca ckocnaa.

I'ze xoca? — B rieHex BOTKHYAI.

Song IV (baritone)
Translation by Aino Hurmevaara

O11 T8, CTapye BCEMOIYIINIA,
TrI BaaabIKa HAIll BEPXOBHEIA,
Aaii mokoiit crpane Cyomu,
Mup noman B crpany Kapbssaal
YrobsI 3aMep Ha goporax

I1aag u cToHBI cTUXAY,

YUrtoOsI B IOMIMY He BTOpraJach

Poma U He IT'A10XA HUBBI.

Song VI (soprano, baritone)
Translation by Alexei Titov;

from the Kalevala)

TbI TOKAMYE, TOKAMYE, KYKYIIIKa,
Ioi1, c mecouHoO IPyAKOIi, NTUIIA,
IIraxa c rpy4Ko0it OA0BSHHOIA,
YToOHI SICHBIM CTaA0 HeDo,

W aeca nmpekpacHeii craan,
Bsmopse caeaanocs Gorade;

Kpait poanoii craa nmaoA0poaHeim!

I'ze nenex? — /la yepsu chean.
Uepsu rae ? — B 300y neTyIinem.
I'ae metyx? — CuauT 04 €4bI0.

I'ze xe ean? — Tonop crpocure.
I'ze Tortop ? — /le>XXuT noJ CTeHKOI.
Kaxk ero gocrats orrysa?

ZJla OCIHOBOIO XepAbIO,

Kopowmpricaom 3 Gepessr.

Song V (soprano)
Translation by Aino Hurmevaara

Ecau © 1mm1es ko MHe MOV MILABIA,
ITocmerraa Ob1 MO AI0OMIMBINL,
Sl, Kak ABIMKa, ITIOAHsIAACh OBI,
JICKOPKOI 51 1104eTea O,

K Mnaomy Os1 moabeskaa.

U B raasa © eMy B3rasiHyaa.
ITaameneMm ObI ITOABIXHYAA,
[Mero obs1aa 6 pykamu.

ITycTs X0104HYIO, KaK KaM€eHE;

B ry6um1 51 6 rorieaosaaa.

Jaxe MedeHble CMEPTDIO.



APPENDIX 2.

POETIC TEXTS OF RUNIC ORATORIO KALEVALA.
MOVEMENT IV.LOUHI SPELL (RUNE 42).

Translation by Leonid Belsky

YTEL:

Crapnii, BepHbli BarHemsiiHeH
ITo MOPIO NABIBET CIOKOIIHO,

C 1M KoBaTeas, Vlanmapunen,
A BTOpOII OBLA /leMMUHKITHEH.
[TyTh OKOHUMBIIN AAAEKUIA,
UYéaH 11ocTaBmB, BXOAAT B U30y.
W xoszsiika Capuaabt
Paccripocnaa y mpuOBIBITINX:
“Yro, My>K1, IPUIILAN IOBEAATb,

Uro pacckaxere, repou?”

Crapnii, BepHbli BsalHemsiiHeH
Aaa B OTBeT ca0Ba Takue:

“Peus repoes 34ech o Cam1io.
IToaeAnTsb €ro NpUINAY MBI
Ecau ThI 2€AUTH He XO4Yelllb,
UYto 6 MBI B35141 ITOAOBVHY,

Bcé Toraa Bospmém mur CaMrio,

YHecéM HacABHO B 104Ky .

Aoyxu, IToxbéanl X03s11Ka,
OueHb C1ABHO 00034111aCh,
IToxbéabl HapOA C3BIBAET,
MoaoapIx mapHel ¢ MedaM,
Bcex repoes ¢ ux opy>xnem,

BsitnemsiiHeHy Ha r10OeAb.

Craps1ii, BepHBI BsariHeMs1iHeH
Totuac x KaHTeA€e TOAXOANUT

M nHa HéM nrpaTh caguTcs.

Bce 3acaymaanca aoan,

KTto auBuacs, 3aceimaer,

AeTsam, ctapiiaM — COH HaBesTH

BsaitnemsiineHa UTpoIo.

On nomiéa toraa 3a Camrio,

C HnM KoBaTeab VlapmapuHeH,

Tpernit c HUMM /leMMUHKSTIHEH.

B rapi6e IToxbeanl cKaamUCcToOM,

B negpax meanoro yréca

Bastau Tam 60asn1ioe Camrio,

OrtHecan ero Ha A0AKY.

U&EaH My>K1 TOAKAIOT B MOpe,

Ha teuenbe — cTogocuaThlit. %7
“IToBepHICE, ThI, 4Y€AH K OTYM3HE,

A K 9y>xO1He cTaHb CIIIHOIO!

Ts1, BOAHA, Kayail KOpabAMK,

Berep, TbI, roHN MHE 2104KY!”
Bcrasa IToxbéabl x035171Ka,
Ot agpeMoOTBI IIpOOYAMLAACE,
TyT K cKase OHa IT0AXOAUT,
K aBepu meaHoro yréca,

W, npuas tyaa, ckasaaa:
“T'ope, rope MHe HecuyacTHO!
3aech Oblaa pyKa dy>Kas,

Bce rtoaoMaHbI 3aMOYKI,

U oTkpbITa ABEPh TBEPABIHU.
Heyxxean ncuezao Camrio

W noxuieno Hacuarem? ”

Aoyxn, IToxveas! Xo3s1iiKa,

Bes ot 320081 pacriaanaacs,
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A KTO CaymIaa, TMXO ApeMAeT.
Buaut: Baactsb e€ caabeer,

INpomnagaer Taxke caasa,

XOP:

“/leBa Mrabl, TyMaHa g04Ka!
Th1, IpOCel TyMaH CKBO3b CUTO,
Hucronauy, Tel, MIray rycryio,
C neba Aaii CTYIIEHHBIN BO3AYX,
Te1, mycTU napsl rycrhle

Ha xpebGet Mopeii 6aecTsux,
ITo oTkpBITOMY IIPOCTOPY,
Yrob 3acea TaM BsiHemsiiiHeH,

Uro6 3acrpsa Cysanroaarinen!

Ecau x »TOTO BCE Maao,
Uxy-Typco, To1, coia Crapia!
IToanuMu raasy us Mops,
INoaxuMu 13 BOAH MaKyIIIKYy,
Kazespr My>keit HU3BeprHH,
YTonu apyseit IIOTOKOB,
ITycTs Te 32100HBIE repon

B rayOmne BaaoB HOrMOHYT.

B IToxbeay sBepHu, ThI, CaMIIo,

3axBaTuB €ro ¢ TOn A0AKu!

K Bory Totuac obpaTtmaacs,

YayTrap oHa TaK IIpOCHUT:

Ecan >x 9TOrO BCé Maao —

Oi1, 181, YKKO, bOr BepX0BHEI],
3020TOI1 MOI1 Iapb BO3AYIITHEII,
Moii cepeOpsIHBIN BAaAbIKa!
Caeaaii Oypio, HeTIoro4y,

Cunay Bo3ayxa, Thbl, BLIIILAH,
[ToaHuMM BOAHEHbe, BeTep,
[TpoTus ®TOI 204KMU B MOPE,
Yto0 3acea Tam Bsitnemsiinen,

Ut06 3actpsa Cysanroaarinen!”



