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Kinpunnbka A.OQ. OcoOamBocTi iHTepmperanmii  kJaBecMHHHX cloiT XK.-
b. ®opkepe B KOHTeKCTi (paHOy3bKHX Tpaauliii IHCTPYMEHTAJbLHOIO
BukoHaBcTBa nmepmoi mojgoBuHu XVIII er. — KBanidikariiiHa HaykoBa Ipaiisi Ha
paBax PyKOIHUCY.

HaykoBe 0OIpyHTYBaHHSI TBOPYOIO MHCTEILKOTO MPOEKTY Ha 3700yTTS TBOPYOTO
CTYIICHS JOKTOpa MHCTENTB 3a crerianbHicTio 025 «My3uuHe MUCTENTBO» (Taly3b
3HaHb 02 «Kymprypa 1 MmuctentBo»). — HamionansHa My3ndHa akajaemis YKpaiHu iMeHi
I1. I. YaiikoBcbKkoro, MiHICTEPCTBO KyIBTYpH Ta 1H(POPMAIIIHOI MOMITUKA YKpaiHH,
Kuis, 2023.

3MmicT aHOTAMWII.

[cTopuuHO MoiH(pOpPMOBaHE BUKOHABCTBO BXE JABHO 1 HEBJ €MHO € BaXKJIMBOIO
CKJIQJIOBOIO BITYM3HSIHOTO MYy3W4HOro Jjanamadry. [IpoTsroM ocTaHHIX IECSITHIITH
HOro  mpencTaBHUKAMU — 3AIMCHEHO HU3KY  (GYyHAAMEHTAIbHUX  JOCIIKCHb,
MPUCBIYCHUX IIUPOKOMY KOJIY BIJMOBITHOT MPOOIEMATHKHU.

Pa3zoMm 3 TuM, Benuka KiJIbKICTh SIBUILYTISTY1B/TBOPIB MUCTEITBA MUHYJIOTO III€ i
JI0C1 YEKaI0Th Ha CBOE HAYKOBE OCMUCIICHHS. B iX uncii — TBopuicTh AHTyaHa Ta JKaHa-
baricta ®opkepe (6arbka it cMHA), K1 € aBTOpaMu 11°siTU CIoiT (32 1m’ec), HaMKMCaHUX B
OpHUTIHAJ JUIS BIOJIM Jla Tam0Oa Ta TpaHCKpHOOBAaHUX JUIS KJIaBecHHY. B 3apyOiKHOMY
MY3WKO3HABCTBl KJIABECHHHI TpaHCKpumuli PDopkepe 3aJullaroThCs M03a YBarolo.
[IprunHU LOTO MOXKHA TMOSCHUTH. 30KpeMa, aBTOPU HAasIBHUX POOIT (HOKYCYIOThCS
nepenyciM Ha BHMBUEHHI IamMOOBOI Bepcli — MEPIIOOCHOBU. [[1s TOCHIAHUKIB XKe
KJIABECUHHOTO MHCTelTBa nocTtarb dopkepe 3HaxXoAUThCS Ha nepudepii iHTepecis,
OCKUIBKM  KOMITO3UTOpU-KJIaBecuHicTH cepenuHan  XVIII  cTomiTrs TpaauiiitHO
3aJIMIIAIOTBCA B TiHI MOTYXHUX TBopuux nocrared ®. Kynepena-Benukoro ta XK.-
®. Pamo; o Toro x oouasa dopkepe, BIacHe, 1 He OyiIu KJIaBECUHICTaMHU.

[Tonpu 1€, KJIaBECHMHHI TPAHCKPHUIIIi € IIHHUM apTtedakTtoM ¢GpaHIly3bKOTO
MY3WYHOTO MUCTEITBA JOCIHIKYBAaHOTO mepioay. SckpaBi, BIpTyO3HI, €KCIIPECHUBHI 1
MOETUYHI1, BOHH MTPOSBIISIOTH IEBHI CTHJIBOB1 TEHACHIII1, ITIOCTPYIOTh IHCTPYMEHTAJIbHI
Tpajguilii 1 SBISIOTHCA, TaK OM MOBHUTH, OKPEMHM BaKJIMBHUM TIa3JIOM HE TUIBKU
KJIABECUHHOTO JIOpPOOKY, a ¥ 3arajibHOi KapTUHU BCHOTO BHUKOHABCHKOTO MHCTEIITBA
eMoXu. 3pemIToro, Il TBOpH 3arpelyBaHi B perepTyapi 0araThbox KJIaBECHHICTIB B
YCbOMY CBITI1, B TOMY YHMCII 1 B YKpaiHi.

Ha xanb, B YkpaiHi Hemae k01H01 poOoTH, MpucBiueHO0i TBopUocTi Dopkepe, a
KJIABECUHHI CIOITH, (aKTUYHO, BIJACYTHI y HAyKOBOMY o0O0Iry YKpaiHCBKOTO
My3UKO3HaBCTBa. (3HaueHI MOMEHTH 1 3yMOBIIOIOTH AKTYaJbHICTh JaHOIO
JOCJIiPKeHHS.

MeTa HayKOBOTO OOTPYHTYBAaHHSI TBOPYOTO MHUCTEI[LKOTO MPOEKTY — HA OCHOBI
3apyODKHUX Ta YKpaiHCHKHUX TOCHIKEHb, a TAKOXK BJIACHOTO JTOCBITy BUKOHABCHKOI
poOOTH JaTH TEOPETHYHI 1 METOIWYHI 3acaiu i OCBOEHHS KJIABECHHHHUX TBOPIB



dopkepe y BITUM3HSHIM BUKOHABCHKIN MPaKTHUI[l ICTOPUYHO MOIH(GOPMOBAHOIO
BUKOHABCTBA.

HaykoBa HoBu3HA. Briepiie y BITYUM3HAHOMY MY3UKO3HABCTBI TBopu Dopkepe
cralu 00’€KTOM IIJIICHOTO aociaipkeHHsa. CucTeMaTH30BaHO HasiBHI Ha CHOTOJHI
B1JIOMOCTI ITOJ10 AisUTbHOCTI AHTyaHa Ta YKaHa-baricra dopkepe Ta 10CiKEHO 1T’ SITh
KJIABECUHHUX CIOIT iX aBTOpCTBAa. BuU3HAYeHO pucH CTUIIO, PO3MISHYTO MUTAHHS
IHTEeprpeTanii Ta 3alpoONOHOBAHO METOIWKY ONpAIfOBaHHA JaHUX TBOPIB ¥y
BHUKOHABCHKIH MPAKTHUIIL.

Ha mincTaBi HasiBHOT Ha JaHU MOMEHT iH(popMaIlii npencrapieHo Oiorpadivxi
BITIOMOCTI Tpo OaThka Ta cuHa Dopkepe, GpakTu TBopUOi Giorpadii, MOJaHO OIIHKY iX
TSITEHOCTI Cy4aCHUKAMM, IO CBIAYMTH PO MPUHAICKHICTB X 000X 10 My3UYHOI EITiTH
Opanmii kiamg X VII — I1 moa. XVIII ct.

Po3misiHyTO 1CTOpIt0 CTBOPEHHS CIOIT Ta NMHUTAHHS ABTOPCTBA. TpaHCKpHUIILIi
30epiraroTh TOHAJILHOCTI T4 TECUTYPY OPHUTIHATY 1 CKJIaJC€H]1 3 BUHSATKOBUM 3HAHHSIM
BUKOHABCHKO1 crienu(iky KJlaBecHHa. Y MOPIBHSAHHI 3 raMOOBUMU TBOPAMHU, BOHU HE €
MPUHITUIIOBO 1HIIMMHU — XY/I0KHBO BIZIMIHHUMHU, a HasiBHI B HUX (PaKTypHI BIIMIHHOCTI
3YMOBJICHI 00’ €KTUBHUMU BIJIMIHHOCTSIMH B crieliu (il 3ByKOBH100yBaHHSI, BIACTUBIH
000OM 1HCTpyMEHTaM.

Ha mincraBi aHamizy TpaHCKPUIILIA BUSBICHO TIE€BHI 3aKOHOMIPHOCTI Ta
BU3HAUEHO PUCH 1H]IMBiTyaIbHOTO CTUIIO0 DopKepe.

binbicTh 1’ec ciupaeThes HAa IEBHY KAaHPOBY OCHOBY, SIKA 11€HTU(IKYETHCS 32
KOMITJIEKCOM O3HAaK Ta JO3BOJISIE CTBEPIXKYBATH, IO MPHUHIIUAI KOMIIOHYBaHHS CIOIT
dopkepe B LIUJIOMY HE MOpPUBAE 3 (PpaHILy3bKOIO TPAIUIIEI0 (HEMOBHUM «KapKacy
00O0B’SI3KOBHUX TaHLIB + (aKyIbTaTUBHUI IUBEPTUCMEHT).

Bin3HaueHO HasBHICTH B TBOpax sIK (PpaHIy3bKUX, TaK 1 ITATIMCHKUX PHC.
3okpeMa, (paHIy3bKy TPAIUII0 MPEACTABISIOTh: MOSTUYHUNA OOpa3HHUMl CTpiid,
npo3opa (QakTypa, KIAaBECHUHHUN JIOTHEBUH CTWIb ((pakTypHU TpUiioM Ta
BUKOHABChbKa MaHepa brisé, skaHp 0e3TaKTOBO1 Mpettoii), ppaHiry3bKi KaHPOB1 MOJIENI,
puTM (DpaHIly3bKO1 YBEPTIOPH, TUI OPHAMEHTYBAHHS, XapaKTepHE TPAKTYBAHHS MICIIS
1 (OyHKIIIT TaHIFOBAJIbHUX JKAHPIB B IIUKIII.

Jlo 1TamiChbKUX PHUC MY3UYHOTO TMHCbMa BIJHOCSATHCA 1HCTPYMEHTAJIbHA
(CTpyHHO-CMHMYKOBA) TpHUpPOAA BipTyo3HOi ¢akTtypu TBOpiB Dopkepe (CTpuOKH,
nepeKIagands pykK, (GirypoBani macaxi, JaMaHi apnekio TOIIO), MPY>KHICTh PUTMY,
EKCIIPECUBHICTh Ta AKTHBHA CHPSIMOBAHICTH MY3UYHOIO PYyXy, IMITalis TiTapHUX
BUKOHABCHKUX MPHUIOMIB a00 yHapiB KaCTaHbET, 1TaliiiChka >KaHpOoBa MOAMQIKaLlis
JKUTH.

3po6J1eHO0 BUCHOBOK PO JAOPEUHICTh po3misiay Dopkepe K MpeCTaBHUKA T.3B.
Mimagoro cTio (pazom 3 I. Myddarom, 11.C. Baxom, I.®. Tenemanom). Haronomeno
MOKa30BUi xapakrep (¢akrty HamanHa Ha3zBu «Dopkepe» (ToOTO OUEBUIHOT
camoifeHTHdIKaIli aBTOpa) TBOPY, AKUI HAMMCAHUHN B JKaHPI KypaHTH (CUMBOJIIYHOTO
1 HaJBaXXJIMBOTO JJIsi (PpaHIly3bKOi MY3HKH) 1 MO€AHYE (pPaHIy3bKy Ta 1TaMMCHbKY
CTHITICTHKY.



AHaniTHYHE AOCIIKCHHS TBOPIB Ta MPAKTUYHUN JOCBIJ IX OIMpAIfOBaHHS B
KJIaCl KJIABECHHY JI03BOJIUB C(HOPMYBATH METOAMKY MOETATHOI BUKOHABCHKOI pOOOTH,
110 TIOJISATAE Y O3HAMOMIIEHH]1 3 MPOTOTUIIOM, BU3HAYEHH1 CTHJILOBOI IPUHAJIEKHOCTI Ta
XyJIO)KHIX 3aBAaHb, ompaltoBaHHl (akTtypu. Hocli XapakTepHUX PHUC K1a8ecuHHO020
IHCTPYMEHTAJILHOTO CTHJIIO €IMoXHu, TpaHckpuruii dopkepe, pa3oM 3 TUM, MaIOTh
BHUPAa3H1 O3HAKH BIUIMBY 8ioju 0a eamba, OCKUIBKU MPEICTABISIIOTh COO0I0 aanTalliio
caMe raM00BUX TBOPIB. LI 0COONMMBICTh HE TIILKU 3yMOBIIIOE HETIOBTOPHUN KOJIOPHUT
n’€ec, aje i CTaBUTH Mepe]] BUKOHABISIMU HU3KY crieln(iyHuX 3aBAaHb. B iX BUpilIeHH]
BXJIMBUMU € KOHTPOJIb CBOOOAM amapaTy, KOMITAKTHICTh PyXiB (KHCTh — aHaJOT
CMHYKa), HEAOMYIIEHHS YJapHOCTI Ta THCKY Ha KnaBiaTypy 3acobamu CTBOpEHHS
xyz[o>1<H1x o0Opa3iB BUCTYNAIOTh apTHKynﬂuluHe pi3HOMaHITTS, poOoTa 3 TyIIE T2 4aCOM,
arorika. [IpocCHiAKOBYETHhCS 3alEKHICTH BHOOPY BHKOHABCHKHX PIICHHb BiJ
MIPUHAJICKHOCTI TBOPY A0 (PpaHITy3bK0i a00 ITaHChKOI KIIABECHHHUX TPATHITIH.

PoGota ckiaiaeTbes 31 BCTYILY, TPHOX PO3/LUTIB OCHOBHOT YaCTUHU JI0CTIHKEHHS,
BUCHOBKIB Ta jojarkiB. Crucok mitepaTypu Mictuth 121 moswuiito, 3 Hux 49
1HO3eMHUMH MOBaMH.

KuarouoBi caoBa. bapoko, kmaBecuH, ®opkepe, croita, Biojla Ja ramoa,
dpanIy3pKka KiIaBeCUHHA My3uKa repioi nmosoBuau X VIII cTomiTTs, Tpanckpumiis.

Kilchytska A. The interpretation specifics of harpsichord suites by J.-
B. Forqueray in the context of French instrumental performance of the first half
of XVIII century. — Qualification Academic Work, Handwritten.

Scientific rationale of an art project initiated to acquire an academic degree of the
Doctor of Arts under the Specialty 025 “Musical Art” (Knowledge Area 02 “Culture
and Art”). — Ukrainian National Tchaikovsky Academy of Music, Ministry of Culture
and Information Policy of Ukraine, Kyiv, 2023.

Contents.

Historically informed performance has long been an integral part of the national
musical arena. During the last decades, its representatives have carried out a number of
fundamental studies devoted to a wide range of relevant issues.

However, a significant number of historical phenomena, actors, and works of art
are still awaiting scientific understanding. Among them is the work of Antoine and
Jean-Baptiste Forqueray (father and son), who are the authors of five suites (32 pieces),
originally composed for the viola da gamba and later transcribed for harpsichord. The
harpsichord transcriptions by Forqueray remain neglected in foreign musicology. There
are several reasons for this neglect. Existing works primarily focus on the study of the
gamba version as the prototype. For researchers in the field of harpsichord art, the figure
of Forqueray remains on the periphery of interest, as composers-harpsichordists from
the mid-18th century traditionally remain overshadowed by the influential creative
figures of F. Couperin le Grand and J.-Ph. Ramo. Moreover, neither of the Forquerays
were actually harpsichordists.



Nevertheless, the harpsichord transcriptions are valuable artifacts of French
musical art from the studied period. They are characterized by their brightness,
virtuosity, expressiveness, and poetry. They exemplify certain stylistic trends, illustrate
instrumental traditions, and are a significant piece of the puzzle not only within
harpsichord works but also within the broader context of performing arts from that era.
These works are in demand in the repertoires of many harpsichordists worldwide,
including in Ukraine.

Regrettably, in Ukraine, there is no dedicated work on the compositions of
Forqueray, and the harpsichord suites are essentially absent from the scientific
discourse in Ukrainian musicology. These points emphasize the importance and
relevance of this study.

The purpose of this project is to provide theoretical and methodological
foundations for the interpretation of Forqueray's harpsichord works in the domestic
practice of historically informed performance, drawing from foreign and Ukrainian
research, as well as personal performance experience.

Scientific novelty. In terms of scientific novelty, this study represents the first
comprehensive examination of Forqueray's works in domestic musicology. It
systematically organizes the available information about Antoine and Jean-Baptiste
Forqueray, delving into their creative biographies and assessing their activities as noted
by their contemporaries, highlighting their status within the French musical elite at the
end of the 17th and 18th centuries.

The study also explores the history of the suites' creation and questions of
authorship. The transcriptions maintain the tonality and tessitura of the originals and
are crafted with a deep understanding of the specific performance nuances of the
harpsichord. Compared to gamba works, they are not fundamentally different but offer
distinctive artistic qualities. The textural differences arise from objective variations in
the sound production specific to each instrument.

Through the analysis of the transcriptions, the study reveals certain patterns and
identifies the individual stylistic features of Forqueray.

Most of the pieces are rooted in specific genre characteristics, identified by a set
of features, which allows us to assert that the composition principle of the Forqueray
suites does not deviate from the French tradition. It follows the pattern of incomplete
"frameworks" of obligatory dances with optional divertissements.

The works exhibit both French and Italian characteristics. The French tradition
is represented by elements such as poetic imagery, transparent texture, harpsichord lute
style (textural reception and performance manner of bris¢, unmeasured prelude genre),
French genre models, the rhythm of the French overture, specific ornamentation, and a
characteristic interpretation of the place and function of dance genres within the cycle.
Italian influences on the musical writing include the instrumental (string-string) nature
of Forqueray's virtuosic texture, such as jumps, hand crossings, intricate passages,
broken arpeggios, etc. There is also an elasticity of rhythm, expressiveness, an active



direction of musical movement, and the imitation of guitar performance techniques or
castanets. Italian genre modifications of the zhigue are also evident.

The study concludes that it is appropriate to consider Forqueray as a
representative of the so-called mixed style, alongside other composers like H. Muffat,
J.S. Bach, and G.F. Teleman. It emphasizes the significance of naming the work
"Forqueray," signifying the author's self-identification, in a composition written in the
courante genre, which holds symbolic importance in French music and combines
elements of both French and Italian stylistics.

The analytical research of the works and practical experience in their
interpretation in harpsichord classes have enabled the development of a methodical
approach to performance. This approach involves steps such as understanding the
prototype, determining stylistic affiliations and artistic goals, and processing the
texture. The harpsichord transcriptions, while bearing the characteristic features of the
harpsichord instrumental style of the era, also retain clear signs of the influence of the
viola da gamba, as they represent adaptations of gamba works. This unique feature adds
a distinctive flavor to the pieces and presents specific challenges for performers,
including control of finger freedom, compactness of movements (similar to bowing
techniques), and the avoidance of excessive impact and pressure on the keyboard.
Artistic image creation relies on articulation diversity, tempo control, and agogics. The
choice of performance decisions depends on whether the piece aligns with French or
Italian harpsichord traditions.

The study comprises an introduction, three main sections, conclusions, and
appendices. The bibliography includes 121 items, with 49 in foreign languages.

Keywords. Baroque, harpsichord, Forqueray, suite, viola da gamba, French
harpsichord music of the first half of the 18th century, transcription.

Cnucok ony0/1ikOBaHUX NPalb 32 TEMOK PoOOTH

Kinpuunibka A.O. TBopuicTs Dopkepe B yMOBaX PO3BUTKY (PpaHIy3bKOTO MY3UYHOTO
mucrenTBa nepiioi monoBuHU X VIII cromitts. / AKTyanabHl NUTAHHS TyMaHITapHUX
Hayk: HaykoBuii BICHMK J[pOoroOHITLKOTO JEp>KaBHOTO IEIAroriqyHOrO YHIBEPCUTETY
iMeHi [Bana ®@panka. Bum. 38, Tom 1, 2021. C. 80-85.

Kinbunupka A.O. Pucu inauBinyansHoro ctuito K.-b. @opkepe (Ha Marepiani TBOpIB
JUIs KjaBecuHa). // My3uuHe MucTeuTBO 1 Kyasrypa: HaykoBuii BicHMK Onechkoi
HaIllOHAJIBHOI My3uuHOi akazemii iM. A.B. Hexxnanoroi. Bum. 34, ku. 2, 2022. C. 30-
45.

Indopmanisi npo anpodauiro pe3yabTaTiB J0CiIKEHHS

KBamidikaiiitHy HaykoBy Mpaifo 0OOrOBOpPEHO Ha 3acijaHHSAX Kadeapu CTapOBHUHHOI
My3uKH. Marepianu TOCTIIKeHHS BUKJIQJCHI B JIOMOBIJASX HAa BCEYKPAiHCHKUX Ta
MDKHApPOJHUX  HAYyKOBO-TIPAKTUYHHX  KoH(pepeHmisx. [Ipe3eHToBaHo  TBOpUMiA



MUCTEIBKUI TPOEKT Ha 3400YTTS OCBITHHO-TBOPUOTO CTYMEHS JOKTOpPA MHCTEITBA.
Temu momoBizeit 1 Ha3Ba TBOPUOTO MHUCTEIIHKOTO MPOEKTY:

1.

Kinpunnpka A.O. «IcnaHCchki Tpaauilii y €BponeuchKid mpodeciiiHii My3udHii
TBOpuocTi (Ha mpukiani coHar J[. Ckapnatti)»: ngomoBins. Il BceYKpalHCBKI/II/I
HAyKOBO-TBOpYHMI MpoekT «CydacHe My3MKO3HaBCTBO Ta BHUKOHABCTBO: BiJ
TEOPETUYHOTO MY3MKO3HABCTBA JI0 BUKOHABCHKOI MPAKTHUKNY». CeMiHAp-TIPaKTUKYM
«MaroBiziomi ¢pakTH y CydacHOMY BITYM3HSAHOMY Ta €BPOINEHCHKOMY BUKOHABCTBI:
0a30Bi METOAOJOTIYHI 3acagd Ta MUIAXH OCYYaCHEHHS TBOPUYMX PO3BIIOK». /
KuiBchka MyHinmIuiapHa akazaemis my3uku iMm. P.M. I'miepa.17 muctomaga 2020
poky. Kuis.

Kinpunnpka A.O. Bapiarii Ha basso ostinato B kmasiphiii croiti kinig XVII —
nepiioi nmojgoBuHU XVIII cT.: BUKkOHaBChKi acniekTH: noroBiab. XX|I MixHapoaHa
HAyKOBO-TIpakTH4HA KoHbepeHiiss «Monoai wmy3uko3HaBu» y pamkax |l
MiXHApOIHOTO HayKOBO-TBOPUYOTO MPOEKTY «My3HuHa KyJbTypa Cy4acHOCTI: BiJ
HAyKOBOI'O OCMHMCIIEHHS 10 penpe3eHTauii» / KuiBcbka MyHIIUIANbHA aKaJIeMis
my3ukd iM. P.M. I'miepa. 8-10 ciunsa 2021 poky. Kuis.

Kinbunnpka A.O. TBopuicte @opkepe: NepeayMOBH, OCOOIMBOCTI, XYHOXKHI
OPUHIUON: 10n0B1as. MikHaponHi ['epacuMoBebkl unTanHs — 2021: 3ByK 1 3HaK.
HaykoBo-npaktuuna onnaiiH koHdepeHiis. / HamionanpHa My3uuyHa akajaemis
VYkpainu iMm. [1.1. YaiikoBcbkoro. 16-18 kBiTHsa 2021 poky. Kuis.

Kinpunnpka A.O. «KnaBecunni TBopu K.-b. @opkepe 4Kk BiOA3EepKaICHHS
OCHOBHMX TEHJEHLIN PO3BUTKY (DpaHIly3bKOi KIABECHMHHOI MY3UKH |-i MOJOBUHU
XVIIl  cropiuusi»: nmomoBiab. III BceykpaiHchbkuii HayKOBO-TBOPYHMM TMPOEKT
«Cy4acHe My3MKO3HAaBCTBO Ta BUKOHABCTBO: B1Jl TECOPETUYHOI'O My3UKO3HABCTBA /10
BUKOHABCHKOI MPAKTUKW». «ManoBioMi GakTu y Cy4aCHOMY BITUYM3HSHOMY Ta
€BPOTICHCHKOMY BHMKOHABCTBI: 0a30BI METOJOJIOTIYHI 3acaad Ta HUIIXH
OCy4YacCHEHHSI TBOPYMX PO3BiAoK». / KuiBchbka MyHIIMMaJbHA aKaaeMis MY3UKH
iM. P.M. I'miepa. 15-16 mororo 2022 poxy. Kuis.

Kinbunupka A.O. TBopuuiéi MHCTEUBKUNA NPOEKT «OCOOIMBOCTI 1HTEpHpeTalil
kiaBecuHHUX croiT JK.-b. ®dopkepe B KOHTEKCTI (paHIy3bKUX TpaauLii
IHCTPYMEHTAJIBLHOTO BUKOHABCTBa mnepuoi nosoBuHU XVIII cr.» Ha 3100yTTS
OCBITHBO-TBOPYOTO CTYIEHS JOKTOpa MucTelTBa. 9 BepecHs 2023 poky. Doiie 3any
imeH1 akazgemika O.C. TumonieHka.



