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Connoisseur (June 1990)

Yesterday Siberia, Tomorrow the World

Dmitri Hvorostovsky sets the opera world on its ear

by Matthew Gurewitsch




Above the war zone that is opera hang the memories, like mournful ghosts, of
countless young talents that flared early and burned out before their time, done in, we
like to think, by impresarios who offer too much too soon. But true greatness makes
its way. "Lead me not into temptation™ is no prayer for a hero.

No one in opera is more beset by tempters just now than the twenty-seven-year-old
Siberian baritone Dmitri Hvorostovsky. His potential is boundless. The voice is
somber yet sumptuous, like the hues of Rembrandt, noble, red-blooded, as fit for
tenderness as for command. The presence is commanding, too. Broad-shouldered, of
Imposing height, he takes the stage with a conqueror's stately pride. In repose, his
countenance impresses with its swelling cheekbones, sensuous mouth, dark hair shot
through with metallic early gray, and almond eyes that unlock souls as they slowly
sweep the hall. When he sings, he is more beautiful still, knitting his brows and baring
his teeth like a tiger, letting those eyes droop shut in private rapture. Caravaggio
would have loved to paint him. "Don't | look like a rock star?" he asked London's
entertainment magazine 20/20 not long ago. Maybe, or maybe some seducer-by-trade
of another tribe: an evangelist.

But no flimflam taints the spell he casts. Consider his reading of Tchaikovsky's
meditation "Podveeg" (Exploit):

There is glory in battle,

There is valor in struggle,

But the highest honor is in patience,
Love, and devotion.

With this brooding stanza the song begins; to this stanza it at last returns. With a show
of cheap piety, you could sell it. Hvorostovsky "shows" nothing, sells nothing. Lost in
its solemnity, grave and alone, he floods one's being in the sound of his voice. In "Don
Juan's Serenade," where Tchaikovsky strikes a swashbuckling, Slavic-stage-Spanish
vein, Hvorostovsky is perfect again: predatory, orchidaceous, demonic. Without
acting, merely through poetic concentration, he sculpts a song through the moment the
piano's last note dies, but then breaks forth, if he is content with himself and the
audience, in a blazing grin. It sounds as if something would have to ring false, but,
strangely, nothing does.

Hvorostovsky's gifts transcend his medium. Unlike Placido Domingo, say, who has
vainly courted the masses with nightclub tunes and zarzuela shows, Hvorostovsky has
it in him to enchant people with no prior interest in opera or classic song. He belongs



in the charmed circle of Enrico Caruso, John McCormack, Marian Anderson, Paul
Robeson, Fyodor Chaliapin, and Ezio Pinza, in the past, or Luciano Pavarotti, Jessye
Norman, and Kathleen Battle, today: stars on whom fame descend—popular fame,
fame on the grandest scale—without exacting from them any betrayal of their native
genius.

The West first took notice of him exactly a year ago, on the occasion of the BBC's
Cardiff Singer of the World competition. Strictly for the trade, one might suppose, but
not this time. Hvorostovsky (Westerners who choke on the initial Cyrillic x—
variously transliterated as h, ch, or kh and pronounced like the ch in the Scots

word loch—may drop it and say vah-rah-STOV-sky, which is close) presented himself
with "Ombra mai fu,” from Handel's Serse, known to churchgoers as "Handel's
Largo"; songs by Hugo Wolf, Rachmaninoff, and Tchaikovsky; a favorite aria from
Tchaikovsky's The Queen of Spades; and three scenes from Verdi, capping the finals
with the death of Rodrigo from Don Carlo, unfolded in phrases so endless and so
smooth they left listeners breathless with wonder.

Live telecasts carried the proceedings into millions of British households, and as the
offers began pouring in from La Scala, Covent Garden, the Berlin Opera, not to
mention record companies and the world's top orchestras, ordinary people started
accosting him on the street to tell him how wonderful they thought he was. Everyone
wanted more. But what else was there?

Other than what Hvorostovsky had shown in Cardiff, the kingmakers knew nothing
about him. Where did he come from? What did he know?

Here are some answers. Dmitri Hvorostovsky was born on October 16, 1962, in the
Siberian city of Krasnoyarsk, exactly halfway around the globe from Peoria, and its
cultural reputation among cosmopolitan Soviet citizens is about what Peoria's is here.
Somewhat unfairly, as it happens, since its population of under one million supports,
by Hvorostovsky's count, two opera houses, two playhouses, a children's theater, and
a symphony orchestra with its own, splendid hall, in addition to other venues for
chamber and organ recitals, along with a music school and a conservatory.

The only child of a chemical engineer and a doctor, both good amateur musicians,
Hvorostovsky was sent at an early age to music school, where he studied piano and
conducting and sang in the chorus. At twenty, he began to work at the local
conservator—initially as a tenor—with the voice teacher Jekatherina Konstantinova
Yofel, otherwise unknown to us. She is "like a hypnotist, " according to her star pupil.
"With her, even exercises have feeling." Like playing Bach? "Yes! Like Glenn Gould
playing Bach!"



After four years with Yofel—this takes us to 1986--Hvorostovsky joined the
Krasnoyarsk Opera, "a big opera house," as he describes it, "with bad acoustics."
After unnoticeable walk-ons in Rigoletto, La Traviata, and Tosca, he graduated to
better assignments, like Silvio, in Pagliacci; Valentin, in Faust; Germont, in La
Traviata; and Tchaikovsky's Prince Yeletsky, in The Queen of Spades, Robert,

in lolantha, and Eugene Onegin (to date his only bona fide lead). In 1987, he took
first prize at a singing competition in Baku, the capital of Azerbaijan, where he
attracted the notice of the legendary Soviet mezzo-soprano Irina Arkhipova; in 1988,
he took another first in the French town of Toulouse, which led to an engagement to
sing The Queen of Spades in Nice the following fall.

Before Cardiff, he had been to America, too. In April 1989, when the San Francisco
grass-roots organization Beyond War invited Arkhipova to take part in some Soviet-
American concerts to promote cultural understanding, she brought him along with a
clutch of rising singers she hoped to commend to attention of Western managers. The
concerts for peace drew good crowds, but no auditions materialized. Undaunted,
Arkhipova arranged some ineptly promoted recitals. In Los Angeles, Martin
Bernheimer, the music critic of the Los Angeles Times, estimated attendance at no
more than 200, in a hall seating 1,270—"embarrassing," he called it. But he was
impressed by the talent, singling Hvorostovsky out as "the greatest revelation.” "If he
always sings as he did on this occasion, " Bernheimer wrote, "he could have the world
at his feet."

But not right away. Days later, the Arkhipova traveling show played Symphony
Space, an unfashionable venue on Manhattan's Upper West Side. Of the people who
count in the American music world, only two bothered to check in. Eve Queler, the
music director of Opera Orchestra of New York, which presents opera in concert at
Carnegie Hall, was scouting for affordable talent; she offered Hvorostovsky a contract
as a cover for the scheduled baritone in Tchaikovsky's The Maid of Orleans the
following February. Will Crutchfield, from the New York Times, was on hand, too,
and gave the singer's unaccompanied rendition of the folk song "Nochenka™ (Night) a
rare unqualified "marvelous." Other than that, he worried about "the pressure
[Hvorostovsky] puts on his loud notes, which turned stiff and sometimes hoarse.” The
soprano Natalya Datsko, he felt, the Arkhipova protégé to watch.

As things turned out, Hvorostovsky did not cover The Maid of Orleans, and Queler
presented him at Alice Tully Hall in his New York debut recital, with piano, the
following Sunday. Never before had she put on a concert without personally climbing
the podium and waving her stick. Though not a single advertisement had appeared in
any newspaper, the tickets had vanished from the box office instantly. The previous
December, Hvorostovsky had confirmed his Cardiff conquest with two sold-out
recitals in London. Now, in New York, the music world's highest and mightiest were
ranged like powers of the Inquisition.



Hvotostovsky's program—mnine songs of Tchaikovsky followed by nine songs of
Rachmaninoff—contained no conventional crowd-pleasers. But the encores brought
his prizewinning Verdi, and the house came down. Then Hvorostovsky returned
alone, sat down at the keyboard, struck a chord, rose again to a baffled laugh from the
audience, and announced, "Last my song. ‘'Nochenka'—'Night."" No one was prepared
for what followed: a serpentine lament whose swelling and fading arabesques reached
back to the dawn of time. Marvelous indeed.

What on earth is it all about? Hvorostovsky does not trust explanations. "Like a lot of
Russian songs," he offers in English that improves each day, "it has two meanings,
maybe more. To understand a Russian song, you must be a Russian person."

Are the words a secret?

Hvorostovsky drags deeply on his American cigarette. Despite that mesmerizing gaze
in the hall, beyond a few feet he sees nothing clearly without the thick glasses he
wears offstage. He seems to like it that way. "I feel the connection with the audience,"
he has told me. "Sometimes.” Now, in the privacy of his room, he closes his eyes.

Dark night, autumn night,

| have no mother, no father,
Only my beloved,

Who lives with me

And does not love me.

That's all? "That's all!" Hvorostovsky bursts into laughter. "Russian people are
somewhat strange. We ask why. Why do | live? Nobody knows why. Russian
literature, Russian music is full of this question. Moussorgsky, Tolstoy, Tchaikovsky
.... " Is self-mockery creeping in? "Pain and happiness,” and he continues in portly
tones, "light and night. In this question, there are deep philosophical thoughts. That's
my joke. I'm sorry ... "

How can this talent be harnessed? It is too grand, too untamed for the workaday opera
world to contain. Consequently, Hvorostovsky's experience still lags far behind his
manifest ability. Blame his voice category. As the history of opera is written,
especially in the Italian repertory for which Hvorostovsky's glamorous tones and
phrasing are made to order, the baritone is the tenor's confidant or father, the prima
donna's rejected suitor or betrayed husband—no roles for a charismatic youngster.
One admirer of Hvorostovsky's fantasizes about a new opera of Dracula just for him;
another dreams dreams of a Liaisons Dangereuses. But who will write them?



In the realm of actualities, everyone in the business can see him as Onegin, which he
will sing at La Fenice, in Venice, in early 1991, in his first major appearance in the
West since Cardiff; or as Verdi's Rodrigo, in Don Carlo, the vehicle for his debut at
La Scala on the opening night of the 1991 season. Five or ten years down the road,
heavier parts like Verdi's Count di Luna (in Il Trovatore), Renato (in Un Ballo in
Maschera), lago in Otello), and Rigoletto should be his own. For now, carving out a
niche will require a certain art.

Corning off his triumph at Cardiff, Hvorostovsy could have shaken hands with many
devils. There was the Bolshoi Opera, dangling a contract giving him his pick of roles
and the pampered life of a favore Soviet artists. "l didn't see my future there,"
Hvorostovsky says. Moscow, even post-glasnost, would be a gilded cage. "The artists
are not free. They get offers from the West and are not allowed to accept them. | have
to work in the best houses, with the best conductors. That's very important. But the
most important thing is to work as a free man."

Freedom has its pitfalls. Hvorostovsky could also have gone hustling the international
opera circuit. Instant possibilities were not lacking, but these did not suit him either.
Except for Onegin, the roles he knew no longer seemed worth his time. Roles he
wants but does not yet know were offered, too: Rossini's Figaro in The Barber oj
Seville, for instance, and Verdi's Rodrigo, whose death scene he enacts in concert so
unforgettably. Leonard Bernstein, for whom Hvorostovsky auditioned privately in
London, embraced him and gushed, "You are Don Giovanni," no doubt forgetting for
the moment that Mozart's rake has not a single great number to sing in a score that is
otherwise all marvels. Hvorostovsky had heard the line before, from girls at the stage
door. He looks the part, but what is in it for him? A Salzburg festival debut in a new
production in 1993, if he wants it. His own wish list runs to bel canto rarities:
Donizetti's La Favorita, which he will sing in Brussels in November 1991; Bellini's |
Puritani, in his datebook for 1992 at Covent Garden.

The greatest challenge now is to take his time. "My life has taken a hard turn,” he
remarks. "When | learn a song or a new role, | listen to many recordings and watch
many tapes. | have a lot of literature and really good friends who help. And I go to the
library. That's the ideal. But now I'm not at home. I study in hotels, airplanes, the
metro. It's terrible! | have to work alone."

So the concert stage is his salvation. Only there can he control his pace, maintain the
presence he wants both in the Soviet Union and in the West, and keep the spotlight,
too. Except for starring roles under festival conditions—when the colleagues and
venues are right and the productions are new—aopera ties up too much time to justify
the narrow exposure.



An impatient world must settle for tantalizing glimpses. London, New York, and
Washington have heard Hvorostovsky only in his Tchaikovsky-Rachmaninoff
programs, with Verdi relegated to the encores. His interest in bel canto is now a
matter of public record, but no one outside Dublin really has any inkling just how
splendidly it suits him. Dublin? After a hospital stay the Cork impresario Barra O
Tuama (nicknamed Boris O Tuamovich, for his predilection for Soviet singers) caught
Hvorostovsky on television during the semifinals in Cardiff and offered him a tour of
Ireland in February, "win, lose, or draw."

Hvorostovsky accepted and was programmed on a shared bill of opera arias with an
Irish soprano and a Welsh tenor, accompanied on the piano. After turning away
thousands in Cork and in Dublin, © Tuama quickly arranged a solo recital in Dublin
for Hvorostovsky two nights after his first outing there. The vaguely Victorian salon
setting that is O Tuarna's hallmark—a master of ceremonies presiding over a stage
decked out with sofa, lamps, and flowers—complemented Hvorostovsky's nostalgic
program exquisitely; it was a scene from James Joyce, filled with song that tugged the
heartstrings and at the same time stopped one's breath with sheer joy. Giordani's
lover's plea "Caro mio ben," which Pinza used to sing (ravishingly) as a silken caress,
broke forth in a piercing cry. The slow sections of Donizetti arias charmed the ear
with warm, flowing elegance; the allegro sections, with rippling scales and rhythmic
snap. The world's music capitals have a treat in store.

Three nights later, at a fund-raiser for the National Art Collections Scottish Fund at
Usher Hall, in Edinburgh, Hvorostovsky sang, with the Scottish Opera Orchestra, a
program of Slavic and Italian opera arias. Along with some swift Dutch managers,
who brought Hvorostovsky to Holland last fall, and like © Tuama in Ireland, the Scots
had signed Hvorostovsky early. Edinburgh was the watershed: Dmitri's last gig in the
sticks. Henceforward, it would be nothing but the big time.

He might have coasted, but no. Along with his most polished Tchaikovsky and Verdi,
he brought something new: his first performance with orchestra of the popular
Prologue from Leoncavallo's Pagliacci. In the theater, the singer would begin in
midoverture, popping his head through the curtain and interrupting with a prefatory
message from the author. On the concert platform Hvorostovsky had to stage it his
own way if at all. So, on cue, he popped out from the swinging door at stage right, put
his throat-clearing excuses to members of the orchestra as he passed, hit his mark
front and center right on time for the big announcement "lo sono il prologo!,” and
with an expansive gesture took in the whole hall.

It was an instinctual masterstroke, and there was more. The Prologue's point is to
stress the truth of the action that is to follow, to urge the bond of common humanity
between the spectators and the players. One lovely passage evokes the "nest of



memories" that was the author's inspiration, and its high, soft setting seems calculated
for crooning, for easy nostalgia. Floating the lines as handsomely as one could wish,
Hvorostovsky tinged them with a mysterious bitterness, disturbing, original, and true.

Where, one wonders, not really expecting an answer, does he find such things? "I
listen and | learn," the singer replies. "It's not possible to express in words. These are
feelings of the heart and mind. | don't study a manner. To study that way is
impossible. In a sense it is forbidden."

"What | want," he continues, "is for the audience to understand the feelings. Even if
there are technical flaws, | have to sing with feeling as if it were the first time. If |
stop giving that, | must stop my career."

This is just the beginning.

Buyepa Cubupb, 3aBTpa Mup

OMuTpnn XBOPOCTOBCKMA CTaBUT OMEPHbIA MUP Ha yLUU

Matbto N'ypeBuy

Hanm 30HOW BOGHHBIX IEHCTBHI, KOTOPOHW SIBIISICTCS OIEpa, KaKk CKOPOHBIC
MPU3PAKH, BUTAIOT BOCIIOMHUHAHUS O MHOTOYHMCIICHHBIX MOJIOABIX TAJIAHTAX, PaHO
BCIBIXHYBIINX M 10 BPEMEHHU CrOPEBIINX, KAK IMPEANOYATAIOT CUHUTATh, OT
HAMIIPECAPUO, KOTOPBIE TPEIATAIOT CJIWIIKOM MHOTO M CIMIIKOM paHo. Ho
HacTosIlasi TeHUabHOCTh TpobOuBaeT cede mopory. "He BBenmu MeHs B
HCKyLIEHUe" - 3TO HE MOJMUTBA I Teposl.

Hukoro ceiliuac B omepe He MOJACTEpEraroT coOJIa3Hbl CUJIbHEE, YEM
JIBAIIATUCEMUJIETHETO cHOUpCcKoro OaputoHa [Imutpusi XBopocToBCcKOTO. ETo
BO3MOXXHOCTH O€3rpaHUyHbl. [ 0J10C TEMHBIN, HO POCKOIIHBIN, KAK OTTEHKH
PemOpanara, 6;1aropoAHbINA, MY>KECTBEHHBIN, MOIXOIANINN Kak Ui HEXHOCTH,
Tak U JyIsl moBeneHus. BHemHoCcTh Toxke 3 dektHas. [llupokoruieunii, BEICOKHMA, OH
BBIXOJUT Ha CLIEHY C YYBCTBOM MoOenutens. B may3ax ero oOiuk mopaxkaer
XYyJIOUIABbIM JIMIIOM, YyBCTBEHHBIM PTOM, TEMHBIMHU BOJIOCAMHU, IPOHU3AHHBIMU
paHHEH METAJUNIMYECKOW CEAUHOM, U MUHAAJIEBUIHBIMU TJ1a3aMU, TPOHUKAOIIUMHA
B JyIIH, KOTJa OH CMOTpUT B 3ai. Korma oH mo€r, oH emé KpacuBee, HAXMYpPHUB
OpoBHM U OOHaXWB 3yObl, KAK THUTP, 3aKpbIBasg B OiakeHCTBE Tuaza. KapaBamko c
YIOBOJILCTBHEM Hammcal Obl ero. «Pa3Be s HE MOX0XX Ha PoOK-3Be3my?" -
CIPOCHJI OH HETABHO JIOHJOHCKUH pa3BiekareibHblid xypHan '"20/20". Moxer
OBITH, MJIM, MOXKET OBITh, HA KAaKOTO-HHOYZb TPO(ECCUOHATBLHOIO COOJa3HUTENS U3
JIPYTOro IJIEMEHU: IPOIIOBEIHUKOB.



Ho Hukakoli TproK HE 3aMEHSET €ro KOJIIOBCKHE 4apbl. PaccMoTpuM ero
npourenue meautanuu Yaiikosckoro "lloasur":

Iloosue ecmv u 6 cmadcenvu,
Iloosue ecmv u 6 6opvoeE;
Buicwuii noosue ¢ mepnenvu,
Jobeu u monvoe.

C »TOro pasMpIlIUICHUS HAYMHAETCS TIECHS; 3TOW CTpo(doii OHa 3aKaHYMBAETCS.
MoHO OBLIIO HCIIOJIHHUTH 3TO C JASMOHCTpaIuel IemeéBOro 0Jarodyectus.
XBOpPOCTOBCKMI HUYEro HE "MOKAa3bIBAET', HUYETO HE JEMOHCTPUPYET.
[TorpyX€HHbIA B CBOI CEPHEZHOCTH, MPAYHBIM W OJIMHOKHWI, OH HAIIOJIHSET CBOE
cymiecTBo 3BykoM cBoero rojoca. B "Cepenane Jlon Kyana", rne YaitkoBckuid
MopakaeT MOAYEPKHYTO OTYASTHHBIM, CJIABIHO-UCHAHCKUM KYpPaXKoM,
XBOPOCTOBCKUI CHOBA COBEPILICHEH: XUIIHbBINA, OCIEUTENbHbIN, JEMOHUYECKUN. be3
aKTEPCKOM MTIPbI, MPOCTO YEepe3 IMOITHUYECKYI0 DHEPryi0, OH 3aBEpIIACT MECHIO B
MOMEHT, KOTJIa TaCHET MOCJICAHSS HOTA IMHAHMHO, HO 3aTEM BCIILIXHMBACT
OCJICTIUTEIFHOM YJIBIOKOM, €CITM OH JOBOJIEH COOOM M ayIUTOpHEH. DTO MOTJIO
OBl BBITJISAACTH (PaNBIIMBO, HO, KAK HM CTPaHHO, ’TO HE TakK.

JlapoBanuss XBOpPOCTOBCKOIO IIMPE €ro IoJjs AEATEIbHOCTU. B oTimume, ckaxem,
ot Ilmacumo JIoMuHTO, KOTOPBIM O€3yCHEITHO YTroXKIad MaccaM MEJIOAUSMHU
HOYHBIX KIIyOOB U capcyd’bl, XBOPOCTOBCKUNA CIOCOOEH BOCXMIIAThH JIIOJEH, HE
MMEIOIIMX HHUKAaKOrO0 MHTEpeca K omepe WM kiaccuueckor mnecHe. OH
MPUHAIICKUT K Y3KOMY KpPYyry HM30paHHBIX, Takux Kak JHpuko Kapyso, JxoH
Makkopmak, Mapuan Anpaepcos, [Ton Po6con, ®emop Mansnun u Duumo [luxia
B npouuioM unu Jlywano IlaBaporrtu, /xeccu Hopman m Katnme bartn
CEroJiHs: 3BE3/Ibl, HA KOTOPBIX HHUCXOIUT CJIaBa - HApOJHAas CJlaBa, ClaBa B CaMOM
OonpIioM MaciiTabe - He TpeOyss OT HUX OTCTYMHHYECTBA OT MX BPOXKIAEHHOTO
napa.

3aman BrepBble OOpaTHJ Ha HETO BHMMAaHHWE POBHO TOJ Ha3aj, MPU IMPOBEICHUU
BBC B Kapmudde xonkypca "Ileerr mupa". MokHO OBIIO OBI TPEANOIOKHUTH,
YTO HMCKJIFOUUTEIBHO ISl KOMMEPIIMH, HO HE B 3TOT pa3. XBOPOCTOBCKUI
(3amamHble JFOAM, 33bIXAIONINECS OT HAYadbHOTO KHUPHILIMYECKOTO X — IIO-
pasHoMy TpaHcauTepupyemoro kak h, ch wmm kh m mpowmsnocsmerocss kak ch B
moTiaanackoM cioBe loch- moryt pemyiupoBats ero u mpomsHectu Vah-rah-
STOV-sky, uto Onm3ko) ucromuma "Ombra mai fu" u3 "Kcepkca" T'enmens,
nu3BecTHoro BepyromuM Kak "Jlapro” I'enmens; pomancel ['yro Boinbda,
PaxmanunoBa u YaiikoBcKoro; nonyysipuyto aputo u3 "llukoBoil mambl‘



YaiikoBcKOro; 1 TpU CIieHbl u3 Bepnu, 3aBepmias ¢uHAI CIHEHOH CMEpTH
Ponpuro u3 "Jlon Kapnoca", BeinaBas Takue OeCKOHEUHbIE W IUIaBHbIE (pasbl,
YTO y CHyILIATeJed MEepPEeXBaThIBAIO JBIXaHUE OT H3yMJICHUS.

TpaHcasauyu KOHKypca COyIIaid MHJUTMOHBI OPHUTAHCKUX CEMEH, M Koraa
noceinanuck npepioxkenus u3 "Jla Ckana", "Kosent-I'apaena", bepauHckoi
OTIEPBI, HE TOBOPS YK€ O 3BYKO3AMHMCHIBAIOIMIMX KOMMAHUAX M JIYUIIHX
OpKeCcTpax MHpa, MPOCThIC JIOAW Hadadd MOAXOAUTh K HEMY Ha YJIHWIIE, YTOOBI
CKa3aTbh, KAKOM OH BOCXMTHUTEILHBIH. Bce xoremm Oosbinero. Ho uro ke emié?

Kpome Toro, uro XBopocToBckuii mokazan B Kapaudde, BIusTebHBIE MTEPCOHBI
Hu4yero o HEM He 3Hanmu. OTKkyna oH B3suica? UTo OH COOCTBEHHO ymen?

Bot Hekortopwie otBetThl. Imutpuit XBopocToBckuil pommics 16 okrsOps 1962
roga B cubupckom ropone KpacHosipcke, pOBHO Ha IPOTHBOIIOJIONKHONW CTOPOHE
3emHoro mapa ot I[leopun (ropoa B mrare WmmmHO¥NC), U €ro KyJbTypHas
pemyTanus cpeid MHOTOHAIMOHAIBLHOTO COBETCKOI'O HACENeHUsS MPUMEPHO TaKas
xe, kak y Ileopun 31ech. Heckonbko HecmpaBeIMBO, KaK 3TO ObIBAaeT, TaK Kak
€ro MWIUIMOHHOE HacelleHHE TOJICPKUBACT, IO CIOBaM XBOPOCTOBCKOTO, JBa
OTEpHBIX TeaTpa, IBa JApaMaTHUYECKUX TeaTpa, ACTCKUM TeaTp U CUMGPOHUUYECKUIN
OpPKECTp C COOCTBEHHBIM BEIUKOJICTIHBIM 3aJIOM, @ TaKXKe JPyrue TUIOMIAIKU MJis
KaMEpPHBIX W OPTaHHBIX KOHIIEPTOB, HAPSY C MY3BIKAJHHOW IIKOJOW |
KOHCEpBaTOpHUEH.

EnuncTBEHHBIM peOEHOK HMHXKEHEpa-XMMHUKAa W Bpayda, XOpPOIIUX MY3bIKAHTOB-
mo0uTesneit, XBOPOCTOBCKUI B paHHEM BO3pacTe ObUI OTMpAaBIEH B
MY3BIKQJIIBHYIO KONy, [J€ y4ujicsl urpe Ha (OpTEenuaHo M JUPUKUPOBAHUIO U
nen B xope. B nBanuaTe J€T OH Hadal y4MTbCS B MECTHOM KOHCEPBATOPHUH —
CHayajga Kak TEHOp —C IIeJaroroM II0 TOJOCY HEU3BECTHOW HaMm ExarepuHOn
KoncrantunoBoit Modens. Ona , mo cioBaM e€ 3BE3AHOTO yUEHHKa, "Kak
TUIHOTU3EP" , y HE€ Jaxe yNnpaXHEHHs neid ¢ 4yBcTBOM. “Kak wrpator baxa? —
“Ila! ITon, kak I'menn I'ynbn urpaer baxal!"

ITocne dgereipéx met padotel ¢ Modens —B 1986 romy - XBOPOCTOBCKHM OBLT
npuHAT B KpacHosgpckyro omepy, "0osbloil onepHbI TeaTp C IUIOXOH
aKyCTUKON’, Kak OH ero omuckiBaeT. [locne HEe3HAYWTENbHBIX BBOJIOB B
"Puronerro", "TpaBuare" u "Tocke" on mepemén xk OoipmmM poiisiM: CHIIBBHO
B "llasmax", Banentun B "®aycre", Kepmon B "TpaBuare", kHsa3p Eneuxuii B
"I[luxoBoit mame" Yaiikockoro, Pooept B "Homanre" um EBrenuit OHerun (Ha
CETOJHSIIHUI JICHh €r0 CAWHCTBEHHAs HacTosIIas TiaBHas poiib). B 1987 romy
OH 3aHsUI MEpPBOE MECTO Ha IMEBUECKOM KOHKypce B baky, crommie
AzepOaiipkana, riae npuBIEK BHUMaHUE JIETEHJAPHOM COBETCKOM MEIIO-COMPaHO
WNpunsr ApxumoBoii; B 1988 romy o cHoBa mobemun BO (DpaHIly3CKOM TOpOJie



Tynysa, 3a yem nociaeaoBaio mpuriamieHue crnetbh “TlukoByro nmamy” B Hurle
CIICIYIOLIEN OCEHBIO.

o Kapmudda on yxe mobeiBan B Amepuke. B ampene 1989 ronma, kornma Can-
¢bpannucckas opranmzanus Beyond War mpuriacuina ApXunoBy HpPUHSATH
y4acTHe B HECKOJIbKUX COBETCKO-aMEPUKAHCKUX KOHIEPTaxX ISl COJCHCTBUS
KyJbTYPHOMY B3aWMOIIOHMMAaHHUIO, OHA TIPUBE3JIa €r0 BMECTE C TPYIIION
MOJIOJIBIX MEBIOB, K KOTOPHIM Hajeslach MPUBJICYb BHUMAHHE 3allaHbIX
MeHemkepoB. Konneptel "3a Mup” coOupanu OOJBIIYIO aydUTOPHUIO, HO HUKAKUX
MPOCITYIIMBAaHUN HE TPOBOAMIIOCH. HeyHbIBaromas ApXuioBa MpoBella HECKOJIBKO
HEyMEJO pa3peKIaMHpPOBAaHHBIX KOHIepTOB. B 3ame Ha 1270 mect ObuIO HE
6onee 200 3puTeneit, “k HameMy CThITYy , OTMEUYad MY3bIKIbHBIH KpUTHK "Jloc
Anmxenec Taiimc" Maptun bepuxaiimep. Ho oH ObLT BOCXMIIIEH TaJlaHTOM
XBOpPOCTOBCKOTO, OTMETUB €ro Kak 'Benuyaiiiee otkpoBeHue". "Ecnum oH Bcerma
OyneTr meTh, Kak B 3TOT pas, - mucan bepuxaiimep, - Becb Mup Oyaer y ero Hor."

Ho He cpa3zy. Uepe3 HECKOJIbKO AHEH MepeABUKHOE IOy ApPXHUIIOBOM BBICTYHAJO
B Symphony Space, He caMOM IPHBJIEKATEILHOM KOHIICPTHOM IICHTPE B
Bepxnem Becr-Caiine Manxastrena. M3 Tex, ¢ keM CUMTAIOTCS B aMEPUKAHCKOM
MY3bIKaJIbLHOM MHpE, TOJBKO JABOE MOTPYyAMINCH OTMETHThCS Tam. EBa Kaenep,
My3BIKAIbHBI pyKoBomuTeds OrepHoro opkectpa Hpio-Hopka, mpeacTaBisiomero
ornepy B KoHueprax B KapHeru-xomi, uckanga moaxoJsIuX HCHOJHUTENEH; OHa
Mpeasiokuiia XBOPOCTOBCKOMY MapTuio OaputoHa B "OpneaHckoil aese"
YaiikoBckoro B deBpaie ciemyromero roga. Bumn Kpaudunn uz "Hero-Mopk
TakMc" MPOCTO Ha3Bal “U3YMHUTENBHBIM HCIOJHEHHE HApOJHON MECHU
"Houenbka" 0e3 compoBoxkaeHUs. OTHAKO €ro HacCTOPOXKWJIO '"HaBieHHE
(XBOpPOCTOBCKOT0) Ha T'POMKHE HOTBI, KOTOPbIC CTAHOBHJIMCH JKECTKUMH M
nHorga xpuribiMu." I[To ero mMHenuto, conpano Hartanbs Jlanko - npoTtexke
ApXHIIOBOH, 32 KOTOPOIl CTOUT HAOIIOJATh.

Bpio tak, 4to XBOpPOCTOBCKMI HE CTasl IeTh B "OpJeaHCKoW JeBe",n B
crneayromiee Bockpecenbe Kpenmep mpencrasuna ero B Alice Tully Hall wa ero
NeOI0THOM HBIO-MOPKCKOM KOHIIepTe. bynyun mupmkEépom, oHa BIEpBBIC HE
CTOsIa Ha MOJUyME C JUPHKEPCKOW MAJOYKOM. XOTS HU B OJHOW Tra3eTe He
MOSIBUJIOCh HU OJIHOTO OOBSBIICHUS, OMJIETHI MTHOBEHHO MCUYE€3NIM M3 Kacchl. B
Jexabpe Mpouwioro roja ABYMs KOHIEpTaMu ¢ aHiarom B JloHaoHe
XBOpOCTOBCKHI TIoTBepaMy cBoto Tobexy B Kapmudde. Teneps B Hbio Mopke
BENTMYANIINE U CHJIBHEWUIIINE MUpPA MY3bIKA BBICTPOWIIHCH, KAK CHJIbl MHKBH3HUIUU.

B mporpamme XBOpOCTOBCKOIO - AEBATh NMECeH YaHWKOBCKOTO U JIEBATH IECEH
PaxmanuHOBa - HE OBUTO OOBIYHBIX MOMYJSIPHBIX y MyOnuku nuisirepoB. Ha Ouc
OH WCHOJHWI MpUHECIIyI0 eMmy mobeny aputo Bepmu, u 3an B3opBaics. [Torom
XBOPOCTOBCKHMM BEPHYJCS OJMH, CeJl 3a POsiib, B3SJI aKKOP, CHOBA IOJHSICS



1oJ 03aJadyeHHbI cMeX TyOnuku W oObsBwWi: "[locmenHsss Mos TecHs
"Houenbka” - "Houp". Hukto He OBLT TOTOB K TOMY, YTO 3a JTHUM IIOCIEIOBAJIO:
IIJIAaBHBIC CTOHBI, KOTJIa BOCXOJSIIHME W TAaCHYIIUE JBHKEHUS YXOIWIW B TIIyOb
BpeM¢EH. [loucTHe H3yMUTENIBHO.

Urto, u€pT BO3bMH, BCE 3TO 3HAYMT? XBOPOCTOBCKHUM He HaéT oObsicHeHus. “Kak u
MHOTME PYCCKHE IIECHHU, - TOBOPUT OH HAa AHTJIMMCKOM, KOTOPBIM C KaXXIbIM JHEM
CTAHOBUTCSI BCE JIydIlle, - OHA MMEET JBa 3HAYCHHS, a MOXET, U Oosbie. UToOb!
MOHITh PYCCKYIO TIECHIO, HAJ0 OBITH PYCCKHUM."

B uém cexper stux cioB?

XBOPOCTOBCKHI TIyOOKO 3aTATHBACTCS aMEepUKaHCKON curapeTtoi. HecMoTps Ha
ATOT 3aBOPAXHUBAIOIIMK B3TJIS B 3al, 32 MpeaeliaMd HECKOJNbKUX (PyTOB OH
IJI0XO0 BHAUT O€3 TOJCTBIX OYKOB, KOTOphIE OH HE HOCUT Ha ciieHe. [loxoxke, Tak
eMy HpaBuTci. "SI 4yBCTBYIO CBsI3b C ayIuTOpuen'", - ckazal oH MHe, - MHorga."
Tenepb, B yEAMHEHUM CBOEU KOMHAThI, OH 3aKpbIBACT IJa3a.

Houka mémnas, 0a nouv ocenmss.

Hem nu 6amiwowxu,

Hem nu mamywxu,

Tonvko ecmb 00HA 3A3HOOVWIKA.

Jla u ma co mHoOU He 6 nHO8U HCUBEM.

N 310 BCcE? “Oto BCE!” - XBOPOCTOBCKHMI 3anMBaeTcsi cMexoM. "Pycckue nroan
HECKOJIbKO CTpaHHbIe. MBI crpaiivBaeM mnoyemy. 3adeMm s kuBy? Hukto He 3Haer
nouemy. Pycckas nureparypa, pycckash My3bIKa IOJHBI 3TUM BOIIPOCOM.
Mycoprckuii, Toncroi, Haiikosckuii ..." ITpockanb3eiBaeT camouponus? “boins u
CYaCThe, - MPOAOKAET OH TIIyOOKOMBICIEHHO, - CBET M HOYb. B 3TOM Bompoc, 3To
riyookue Quiocopckue Mpicad. 1o myTka. M3sunure..."

Kak MoxHO 00y31ath 3T0T TaynaHT? OH CIMIIKOM BENUK, CIIMIIKOM HEYKPOTHM
JUISL TIOBCETHEBHOTO OIEpHOro mupa. CienoBaTesbHO, ONBIT XBOPOCTOBCKOTO €I
OUEHb OTCTAET OT €ro SIBHbIX crocoOHocTeil. Bo BcéMm BuHOBar ero rojioc. B
orepe, 0COOEHHO HUTANbSHCKOM, 3((QEeKTHbIE MHTOHALMU U (PPa3sUPOBKU CO3/IaHbI
KaK Ha3aka3 JUisi XBOPOCTOBCKOIO, OAPUTOH - 3TO APYT TEHOpAa WJIH OTell,
OTBEPTHYTHIA TMOKJIOHHUK MPUMAJOHHBI WJIA MPEIaHHbIA MYXK - HUKAKUX pOJIeH
JUISl UMIIO3aHTHOTO IOHOMIM. OJIMH TMOKJIOHHUK XBOPOCTOBCKOTO (PaHTa3upyer o



HOBOH omepe o /Jlpakyie crenmalbHO JUIS HETO; Apyroii meuyraer o0 “OmacHbIX
cBs3ax”. Ho kto 3TO Hamwmmier?

B neiicTBuTEIEHOCTH, MHOTHE BUIAT €ro B ponu OHErmHa, KOTOPYIO OH
ucriosHuT B "Jla dennue" B Benenuu B Havane 1991 ronma, B CBOEM IMEpBOM
KpyImHOM TosiBiecHHH Ha 3arane mocie Kapaudda; Ha otkpeitn ce3ona 1991
roma B “Jla Ckanma” on neGrotupyer B maptuu Pogpuro B "Jlone Kapio"
Bepnu . Uepe3 math wWiau ecATh JET JOJDKHBI NMPUUTH Oosiee TAKENBIE POJIH,
takue kak I'pad mu Jlyna (B "TpyOamype"), Penaro (B "ban-mackapane"), Sro (B
"Oremno") u Puronero. Ha naHHbli MOMEHT ompejieieHHe CBOSH HUIIH
moTpedyeT ompeneaéHHOr0 HMCKYCCTBa.

ITocne cBoero Tpuymda B Kapmudde XBopocToBCcKHil MOT ObI 3aKIIOYUTH
MHOTO BBITOAHBIX KOHTPAKTOB. Y HEro OblIla BO3MOYKHOCTH paboOTaTh W B
Bonbmom Teatpe, BEIOMpATh POM U BECTH M30AJIOBAHHYIO YKHU3HB JTIOOMMOTO
COBeTCKOro aptucra. "SI He Bujaen Tam cBoero Oyaymiero', - TOBOPUT
XBopocToBckHil. MOCKBa, layke TMOCJe TIACHOCTH, ObljIa Obl MO30J0YEHHOM
KJIETKOH. “ApTUCTBI HE CcBOOOAHBI. OHM MOJYyYalOT MPEJIONKEHUsI ¢ 3arajga u He
MOTYT HUX TPUHATH. Sl MO0 B JIYYIIMX TeaTpax, C JyUIIMMHU AUPHKEPAMH. ITO
oYeHb BakHO. Ho camoe rmaBHOE - paboTaTh Kak CBOOOJHBIN dYEIIOBEK.'

CBoOoma TauT CBOM OMACHOCTH. XBOPOCTOBCKHI MOT OBl OTIPABUTHCS B
MEKIyHApOJIHbI ONEPHBIM Typ. MTHOBEHHBIX BO3MOKHOCTEM XBaTajo, HO OHH
€ro He ycTpauBaiu. 3a HUCKiItoueHueM OHerwHa, poju, KOTOPhIE OH 3Hal,
Ka3aJ0Ch, OOJBIIIE HE CTOWJIM €ro BpeMmeHH. Pomu, KoTopsie OH XOueT, HO emié He
3HaeT, Toxke mnpennaranuch: @urapo Poccunu B "CeBHIBCKOM LUPIOJIbHUKE",
Harpumep, 1 Poapuro Bepau, clieHy cmepTd KOTOPOTO OH Tak He3a0bIBaeMO
pa3bIrpeiBacT B KOHIEpTE. JIeonapa bepHiuTenH, At KOTOPOro XBOPOCTOBCKHM
npocnymuBaiica B JIOHJOHE B 4aCTHOM MOpPSJIKE, OOHSI €ro M BOCKIMKHYI: "Thl
- Hon Kyan", koHeuHO, 3a0bIB HA MTHOBEHHE, YTO Y MOI[APTOBCKOTO IOBECHI HET
HU OJHOTO OOJBIIIOTO HOMEpPa B MApPTUTYpPE, KOTOpask B OCTAJIbHOM YyJECHA.
XBOPOCTOBCKHI yXe crbllian 3Ty ¢ppa3dy OT JAeByLIEK y ciayxkeOHoro Bxoaa. OH
MOAXOAUT JJISI 3TOM POJIM, HO 4YTO eMmy OT 3toro? JleOoT Ha 3anbulOyprckom
(dectuBane B HOBOM moctaHoBke B 1993 romy, ecimm oH 3Toro 3axouet. Ero
COOCTBEHHBIN CHHUCOK >KEJaHUN BKIIOYAET papUTEThl OelbkaHTo: "daBopUTKY"
Houuniertn oH cnoér B bproccene B HosiOpe 1991 ropa; "llyputane” bennunu B
ero kaneHaape 3a 1992 rog B Koment-I'apaene.

['maBHast CI0XHOCTH celyac —HE TOPOMUTHCS. “Mosi KU3Hb clelalia KpyTou
MOBOPOT”, - 3amevaeT OH. "Korma s y4y MECHIO WM HOBYKO POJib, I CIYIIAK0
MHOTO ayJM0 M CMOTPIO MHOTO BHUJEO3aMKCEl. Y MEHS MHOIO JUTEpaTypbl U
JEHCTBUTENBHO XOpOIIKE APY3bs, KOTOpble moMoratoT. M s xoxy B OuOIHOTEKY.



Oto upaean. Ho ceiiuac MeHst Het aoma. Sl ydych B OTelsiX, caMoJieTaxX, METPO.
Oto yxacHo! SI momxen paborarb B OAMHOYECTBE."

Tak 4tO KOHIOCPTHAA CHCHA — €TI0 CIIACCHHUC. TonbkO TaMm OH CMOXKET
KOHTPOJHUPOBATH CBOM TEMII, IIOCTOAHHO IPUCYTCTBOBATH U B CoBeTckom COIOSG,
n Ha 331'[3)16, a TaKXXC OCTaBaTbCA B LICHTPC BHHUMAHMA. 3a UCKII0YCHUEM
TJIaBHBIX poneﬁ B q)eCTHBaJ'IBHLIX YCIOBHAX—KOraga KOJUICTH M INIOINAJAKH
oAXOoJAdT, a IIOCTAHOBKM HOBBIC - OII€Pa OTHUMACT CJIIMIIKOM MHOI'O BpPEMCHH,
YTOOBI OIIpaBAdaTh TAKOC OI'PAHUYCHUC.

HetepnenuBpiii Mup moka MOXET JOBOJILCTBOBATHCS MUMOJIETHBIMU OTPBIBKAMH.
JlonpoH, HL}O-PIOpK n BamuHrron cieimanu XBOPOCTOBCKOTO TOJBKO B €rO
nporpammax YaiikoBckoro — PaxmannnoBa u Bepau - Ha Ouc. Ero uHTEepec k
OCBKAHTO TEMeph CTal JIOCTOSHHUEM OOINECTBEHHOCTH, HO HUKTO 3a MpeaeiaamMu
JyOnvHa na)ke He MOJ03PEBAaET, HACKOJIBKO OH €My MNOoAXoAuT. JyOnun?
Nmnpecapuo u3 Kopka bappa-Tyama (npo3Banubiii bopucom-TyamoBuueM 3a
MPUCTPACTHE K COBETCKHUM II€BIIaM) ITOMiMaa XBOPOCTOBCKOTO Ha TEJEBHJICHHH BO
Bpems nonypuHana B Kapaudde u npemioxun emy B (eBpaie TypHE IO
Upnannum He3aBUCMMO OT UTOTOB KOHKYpCa.

XBOPOCTOBCKMU COTJIACUJICSA HAa NPOTrpaMMy KOHIIEpPTAa U3 OINEPHBIX apuu C
UPJIAHACKOW CONpPAaHO U Y3JIbCKUM TEHOPOM B COINPOBOXACHUU (OPTEMHAHO.
Uepes 1Ba qHS MOcCEe MEPBOro MOsIBIEHUS XBOpPOCTOBCKoro B Jlyonmuue Tyama
OBICTPO OpPraHU30BaJl TaM €ro COJbHBIA KOHLEPT. OT4acCTH BUKTOpPHAHCKAs
o0CTaHOBKa CajlOHA, BU3UTHOM KapTOUKu TyapHbI, — IIEpEeMOHUIMENCTED,
MpEeACeNaTENbCTBYIOIINM Ha CIIEHE, YKPAIICHHOW IMBAaHOM, JJAMIIAMU M I[IBETaMH,
— HU3BICKAHHO JOMNOJHSIA HOCTAIBIMYECKYI0 IPOrpaMMy XBOPOCTOBCKOIO; 3TO
Opima cuena u3 Jlxeiimca [[xoiica, HamoJIHEHHAs TECHEH, KOTopas Tporaia
CTPYHBI cepAlla U B TO K€ BpeMs IepexBaThiBalia JbIXaHUE OT cuacThs. Monb0a
BiroonénHoro "Caro mio ben" Jlxopnanu, kotopyro [TuHIa men
(BOCXUTHTEIBHO) KaK IICIKOBUCTYIO JIACKY, BHIPBAIach MPOH3UTEIBHBIM KPHKOM.
Mennennble yactTy apuil JJOHMIETTH 3aBOpAKMBAIM CIIyX TEIUIOMW, JIBIOLIECHCS
3JIETaHTHOCTBIO; OBICTPBIE - CTPYSAIIUMUCA TAMMaMUd U PUTMUYHBIM MICITYKOM.
MUpOBBIM MY3BIKAIBHBIM CTOJUIAM €CThb K Y€MY T'OTOBHTHCH.

UYepe3 Tpu nHa Ha OnmarorBoputenbHOM Beuepe lllornanackoro ¢onaa
HanmoHnanbHBIX XyI0)KECTBEHHBIX KOJUICKIIMM B Amiep Xosuie B DAUHOypre
XBopoctoBckuii nen ¢ lloTmaHACKMM ONEPHBIM OPKECTPOM MPOrpaMmy
CIaBSAHCKHX M WUTAJbSHCKUX OIEpPHBIX apuil. BMecrte ¢ HECKOIbKUMU
MIPOBOPHBIMM T'OJUIAHJICKUMHA MEHEKEPaMH, KOTOPbIE MPHUBE3IM XBOPOCTOBCKOIO
B ['oiutanauro mpoumon oceHblo, U, Kak Tyama B Mpianauu, MOTIAHANBI paHO



HOJMUCAIA KOHTPAKT ¢ XBOPOCTOBCKHM. DIUHOYPT ObLT EPETOMHBIM MOMEHTOM:
nocienHuit KoHuept Amutpus B npoBuUHIUHU. OTHBIHE OYJET TOJBKO YCIIEX.

On mor Obl IIIBITH MO TEUYEHHIO, HO HET. BmecTe co cBoMMHM caMbIMu
OTTOYCHHbIMH YaWKOBCKMM W Bepam OH NMpUBHEC HEYTO HOBOE: €TO IMEPBOE
WCIIOJHEHNE ¢ opkecTtpoMm mnomyssipHoro Ilposora u3 "llasues" Jleonkasamio. B
TeaTpe MEeBell HaYMHaJI C CEepeIUHbl YBEPTIOPHI, BHICOBBIBAs T'OJIOBY M3-3a
3aHaBeca M TpepbIBas IpeaucioBue aBTopa. Ha koHmepre XBOpOCTOBCKUI
JOJKEH ObUT WM OOBITPaTh ATO MO-CBOEMY, MUIM BOOOIE HHMKAaK. Tak IO CHTHATY
OH BBICKOYIJI W3 BpalIaloUIeicsi JBEpU CIpaBa OT CIEHBI, IPOYUCTHI TOPIIO,
M3BUHSACH NEpe] My3bIKaHTaMU OPKECTpa, KOrja MpOXOJIui MHMO, AoOpaica 10
CBOETO MeCTa B IIEHTPE Kak pa3 BOBpeMs IS BakHOro oObsBieHus 10 sono il
prologo!" u mmwmpokuM jkecToM OOBEN BeCh 3all.

D10 OB reHuanbHBI X0a, U 3T0 emé He Bc€. Cmbicn Ilponora cocrout B TOM,
YTOOBl MOAYEPKHYTh UCTHHHOCTH CLEHHUYECKOIrO JEWCTBUS, MPU3BATh K
O00BEIMHEHUIO UCIOJIHUTENICH U 3puTeneil B comepexkuBaHuu. OMH YyIECHBIN
OTPBIBOK BBI3BIBAET '"THE30 BOCHOMHHAHMI", KOTOPOE BAOXHOBHWJIO aBTOpa, U €ro
BBICOKHI, HE)KHBI HACTPOM, KAKETCsI, pACCUNTAH HA HAIEB, HA JIETKYIO
HocTanbruto. [laps mo cTpoukaM Tak KpacWBO, KaK TOJBKO MOXHO OBLIO
MOXKeJaTh, XBOPOCTOBCKUM OKpAIMBaJl MX TAMHCTBEHHOW TOPEYBIO, TPEBOXKAILEH,
MOJJIMHHOW W TMPaBIUBOM.

I'ne, cnpammBaeTcs, HAXOIUT OH TOAO0OHBIC Bemu? “S ciymaio U y4dych”, -
OTBEYAET TEBEIl. “ITO HEBO3MOXKHO BBIPA3UTh CIOBAaMHU. ITO paboTa AYIIH U
yMma. Sl He u3ydar MOJeNId TOBEICHUs. YUUTHCS TaKUM OO0pa3oM HEBO3MOXKHO.
Tak nematb gake HEIB3S

" xouy, - MPOJOIDKAET OH, - YTOOBI 3pUTENU TOHSJIM MOM YyBCTBaA. Jlaxke eciu
€CTh TEXHUYECKHE HENOCTaTKH, s JOJDKEH NeTh KaKk B IEpBbIM pa3. Ecou s
MepecTany JAenarh Tak, s JOJKEH MPEKPaTUTh CBOKO Kapbepy."

ITO TOJBKO HAYalo.

ITepeBon ¢ aurnumiickoro Haramsu TumodeeBoit






