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THE ORGANIZATION OF MUSICAL AND ANTHROPOLOGY EXPERIENCE
OF MASTERS IN POST-MODERNISM CONTEXT

The article makes an attempt to ground the concept of Master’s course of Musical anthropology
on the basis of a priori idea of a homo musicus being attached to God specifically on the idea of antynomic
correlation between the Image (its changing nature) and a given Appearance (unchanging personality)
on the way of obtaining a desirable freedom and meeting its challenges: the exchange of authenticity
of Salvation into the idea of «Earth paradise». Nonetheless, scholars engaged with musical anthropology
and the anthropology of music typically use the Western concept to define the boundaries of their study.
Anthropologists have approached music in two basic ways: first, as a type of data to further general social
theories or models, and second as a basic component of social life that deserves ethnographic description
along with other cultural domains. An example of this types is the Kulturkreis, or German diffusionist
school in the first decades of the twentieth century.

Key words: phenomenology of intonative consciousness, strategy of homo musicus, types of prayer
dialogues, musically rhetoric sermon, new sacred space, spiritual commitment.

Postmodern existential anxiety determines the peculiar content features of intonations
of definite musical events where the composer works less with notes but more with contexts
and the participants are united by the pathos of the Utopian local project aiming at critical
destruction of the existing models. Among the most interesting attempts of this type last year
there were some foreign premieres worth mentioning such as done by Georg Haas, Franck
Bedrossian, Stefan Prins and especially experimental music theatre (Winzig) of Manos
Tsangaris in Ultimafestivalen in Oslo; the newest acoustic «inventions» hidden under the mask
of musical accompaniment to theatrical performances often turn out to be the core of the action;
absolutely incredible transformation of the world classical music. Presented new musical
thinking is a result of the radical breakthrough beyond the European Tonsatz i Harmonielehre.

Mentioned tendencies appear to be aiming not at proving V. Martynov’s tragic statement
about «the end of the composers’ epoch» but making desperate attempts to deny it. Special
creativity is observed in works by an American composer Mark Barden, Italian Lorenzo Troiani,
Dane Christian Winther Christensen, Norwegian Lars Petter Hagen, Spaniards Abel Paul,
Marina Poleukhina and Alexander Chernyshkov and others.

However, unfortunately, their efforts don’t move beyond the limits of attempts to present
positivistic self-satisfaction and scientism ideas of ‘looking secretly” at the mystery of a ‘new
Earth’s ruler’. It seems that we are presented a type of a so called ‘Kafkian person” who seems
not so tragic as pointless, completely immersed into the problems of nomadology,
the philosophy of crisis, the search for marginal self-identification. The alternative to this
position can be intonative consciousness able to do responsible anagogical self-criticism.
In order to observe this intonative consciousness a course of Musical anthropology has been
devised.

The scientific ground of the subject of Musical anthropology was suggested
in groundbreaking research and ethnographic description by Bruno Nettl, Alan P. Merriam,
A. R. Radcliffe-Brown, Anthony Seeger, David P. McAllester, and also Vladimir Martynov,
Viktoriya Suhantseva, Victoriya Getman, Alla Toropova and others. On the one hand,
it is an investigation of music as an ethnical, cultural, social, and psychological phenomenon,
on the other hand, it is an investigation of ‘variety of revelation of homo musicus
(as a composer, musician, listener) in a spiritual and creative process’.

The original textbook (2016) is a result of a completely innovative research concerning
the meaning and style evolution of intonative consciousness (in the context of Christian
anthropology). Its publishing was preceded by narrative studying during which Master’s
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students had been inspired to do erothemetic search for the essence of the following ideas:
hierophanic essence of music in a sacred space (Topic 1); strategic conditions of traditional and
historical types of homo musicus in their choice of spiritual transformation or of both
evolutionary and revolutionary self-assurance (Topic 2); the typology of religious
phenomenology of intonative consciousness as a symbolic and syncretic function of human
psyche which is realised on the level of eidetity of musical being (Topic 3), individual image
of a prayer as a anagogical factor of composing practice (Topic 4); musical and rhetoric
antonymy as metaphorical vocabulary of a Baroque composer-preacher (Topic 5); musical
disposition of classicists as Cartesianian and Kantian search for canon of a natural human
(Topic 6); subjectively intonative reflection and creation of the existence by ‘the Demiurge of
esthetic shadows’ as a revelation of ‘Christological decline” of a composer-romanticist (Topic 7);
a trip of a Kafkian producer-consumer over musical avant-garde ‘wonderland” as an attempt to
return to a sacred ritual (Topic 8).

Consequently, epistemological interpretation is done on the basis of the original concept
of the musical anthropology content as a factor of spiritual asceticism of Music Master’s
students which means:

- the interpretation of spiritual strategies (such as rituals, divinization, evolutionary
and revolutionary act, matrix) and principles (such as bricolage, variability, composition)
of realization of different models of a homo musicus what means prevalence of heartfelt prayers
on iconic stage (on condition of antonymous creation as an act of obedience and development
of Catholithianic consciousness) and on cultural stage or prevalence of rational prayers
(on condition of author’s creation as an act of rebellion);

- the interpretation of the reasons for the extension (in the epoch of cantus firmus)
of the range of the existential iconic singing and introduction of a new type of intonative
consciousness which is revealed in ‘new authenticity’” of compositional structures (such
as organum of the Notre-Dame epoch) and in the violation of the author’s canon by folk
melodies;

- the interpretation of the reasons for the beginning of the epoch of thematism and
the appearance of a ‘smart’ preacher of the allegorical, tropological and anagogical senses
of musical texts which bear affective procedural character specifically musical and rhetoric
schemes (indices and icons) as fundamental paradigm of the composer’s practice
of a ‘Cartesianian personality’.

- the reasons for the necessity of a new cognitive strategy (‘harrowing’ into secular world
and rising to a spiritual ideal on a gradually horizontal trajectory), discovery of the principle
of thematic development and reanalyzing the connection between music and rhetoric
in classicistic Gospel sermons as a fundamental paradigm of the composer’s practice
of a ‘Kantian personality” who appears to be an independent fighter with a perfectly formed
titanic (Sturmeric) dignity (based on the deep belief in personal perfection as a reflection
of God), with an intention to seek the truth, with the skills to efficiently combine striking novelty
of individually sensitive musical expression with then known rational method
of its organization;

- the interpretation of the reasons for the contradiction of intonative consciousness
of romanticists: on the one hand, they look like a ‘Frankenstein with a blue rose” who has lost
his human and angelic appearance living without God, on the other hand, they appear
to be escapist-dreamers with bitter images of ‘religiousless Christianity” combined with extreme
dissatisfaction, complaints, anger in their consciousness.

- the interpretation of causality of anthropological disaster that reflects the following:
existential atmosphere of the first avant-garde (before 1930-s) when an intonative extreme
collectivist desperately denies common sense; the second post-war avant-garde (1945-1968)
which was quietly and continuously insisted on by an intonative radical individualist; the third
avant-garde (since 1970-s) during which minimalists have been acquiring ‘the art of not being

a composer’ and the music has eventually obtained its own ‘ego” wearing all possible masks
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of different techniques and approaches (micro tonation, aleatoric music, action, glitch) that
reflect unprecedented (still musically approved) nature of correlation between homo musicus
and a machine what is often incomprehensible for listeners and causes doubts in its
reasonability;

- the interpretation of the consequences of damaging the correlation between
an intonative person and the space and its Creator, as a result, the search for soteriological
defense takes place and the project of ‘new sacred space” has been introduced.

The phenomenon of new sacred space means:

- interpretation of the text as a sacred structure that transforms psychological ‘now” into
metaphysical ‘now=always’ and allows writing musical statements into time-space out of music
and makes possible its canonic interpretation (that overcomes modern tendency to interpret
sacred texts in an emotional and psychological way);

- renovation of cantusian writing that is based on the system of liturgical singing:
Gregorian chant, ancient Rus chant, Byzantine octoechos, traditions of early polyphonic
adaptation of monody, archaic folk music, styles of Renaissance and Baroque polyphony,
Venetian polichoir, and also stylistic idioms of New music;

- commenting on historic and stylistic complex as a cantus that implies using reading
techniques “of the parallel places” and text collage technique as forms of comments; introducing
the parallel text above the main material and creation of the context as a source of author’s
comments;

- actualization of musicians” authenticity according to style models.

Differentiating the introduced versions of the defined concept in the postmodern musical
space requires from Music Master students to comprehend the typology of:

- symbolic structures of anthropological sense;

- musical texts according to the ways of anthropological and sense codification; semiotic
principles of their organization and the criteria of their ranking according to the levels
of complicity of forming anthropological sense;

- musical practice of anthropological and sense intonation including;:

a) image and subject musical practice (musical text is regarded as the project
of manipulation of simulacra of the humanity’s archetypes initiated by ‘producer-consumer’);
b) symbol and meaning musical practice (musical text is regarded as an author’s intellectual
and affective construction of thinking image of anthropological sense in a space of sacred
tradition); c) sign and scheme musical practice (musical text is viewed as a spiritual awakening,
humble following a sacred canon and its translator is considered to be a viewer of the human
essence in a sacred space of their existence);

to acquire:

- the skills to define the limits of the ‘body’ of intonative sense of rhetoric figures
(of an icon, index, symbol) and disposition in order to define the anthropological sense;

- the technique of inquiring the anthropological sense in different types of musical texts
interpretation specificall: a) sense shortage and generalization in the process of changing
the perspective; b) metaphorical perception of allegorical-tropological-anagogical senses
of musical texts; c) the technique of logical organization of thinking search in the process
of figuring out (retro-, pro-, transpective reflection) the trajectory of appearance and
transformation of intonative and meaningful complexes; d) hypothetical deductive explication
of the process of proposed musical modeling of the anthropological sense and multifunctional
communication by thoughts.

The desire to help a musician-listener to be aware of causal conditions of homo musicus
performing in sacred space — space of sacred art — art space — space of producing-consuming
(with the aim to follow gradual and endless self-damaging transformation) has determined the
necessity to introduce the models of sense and hermeneutic didactic, specifically:

- latent obligatory learning as observing the model of differentiating the anthropological

sense of the musical texts (artifacts);
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- associative learning as an inborn differentiating icons and indices of a person-archetype;

- dialogical incentive teaching to understand and interpret musical texts; art-projects.

Realization of these didactic models is obviously based on the following principles:

- improvisation as a means of unexpected and transforming organization of the studying
process;

- variability as a gradual variation of the plan in the process of musical adapting
the anthropological sense;

- paradoxality as a conflict between theoretical grounds and ontological being of musical
modeling anthropological sense;

- intonationability caused by the intonative nature of human consciousness.

The experimental implementation of the course in the studying process proved that
the final solution to the problem of the phenomenology of intonative consciousness from
the perspective of antonymic mutual dependence between human nature and personality
means spiritual rise of Master students themselves: changing their direction from the faith
in their own almighty talent into realizing their creative weakness and belief in the higher
wisdom and hope (humble expectation) for help in the deal of affective and intellectual owe
of the powerful God’s Creation. Only this pure faith is able to inspire a homo musicus
to improve the gifted qualities as factors of awakening and avoidance of possible art practice
which are characterized as ‘emptiness and decline into non-existence’.

Expertise evaluation of the results after having done the course of Musical anthropology
by Master students proved the importance to use the techniques of narrative, hermeneutic,
sense didactic as well as original technique of spiritual receptions in the environment
of both conscientious will and believing thought which are able to inspire a young scientist
to gain anthropological competence with the aim to prevent their souls from existential anxiety.

The problem of the limits of total evidentness of sense information coded in artifacts,
the ability of a recipient to perceive the confession (iconic) of a certain fictional text and grounds
for successful realization of this process doesn’t lose its constitutiveness and still remains
the horizons for the theory and practice of the professional art education. The analysis
of the contents of the methodological and teaching sources proposed to contemporary art
teachers reveals, though, that it is mostly oriented to Aristotle’s «nature aesthetics». Probably,
for the mass culture epoch which has substituted Madame Tussauds” waxworks for the artists
who had been creating their masterpieces by means of dying this theory may be reasonable.
However, even in the situation of confrontation between mechanic and philosophy of art this
aesthetic concept appears to be inappropriate. Moreover, in the case of post-dualistic paradigm
what implies self-referenceness of the essence of objectness when the structure of the text and
the structure of its sense coincide in adjusting and similarizing the non-said and what cannot
be said, it merely prevents from understanding (Ch. Blanc, M. Briitie, H. Sedlmayer,
E. Panofsky).The situation cannot be improved either by realization of the potential
of an absolute emotion as an elementary human ability (even if not just a separately taken affect
or set of affects but the experience of the spiritual rise and the rise of «I», what calls a person
to self-perfection, is meant) or fundamental (realized by ancient Greeks) statement «think by
the thought about the world» [4, p. 75]. Because both positions don’t take into account
the experience of perception as experience of freedom which appears to be the result of getting
the truth.
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Kondpayxas 1. A.
OPTAHMBALIVIA MY 3BIKAABHO-AHTPOITOAOIMMYECKOI'O OIIBITA
MAITICTPAHTOB B ITOCTMOJEPHVICTCKOM ITPOCTPAHCTBE
B cmamve npednpunama nonvimxa 000cH06AMb KOHUENUUIO MAZUCMEPCKO0  KYypca
MY3OIKAADHOT AHMPONOAOZUU HA OCHOGE ANPUOPHO20 NOHUMAHUSL UEA06EKA MY3bILUPYIOULe20 6 €20
yerocmiou npuvacmmocmu k bozy, mo ecmo xax nocumers dartozo odpasa (usmer 6ot npupodot)
u 3a0aHH020 10000uUsl (HeUSMeHHOU AUNHOCIIU) 6 UX AHMUHOMUUECKOU 63AUMOCEI3U HA NYMuU
obpemetus 6Aa200amHotl c60000vl U HeycmosHUs neped ee UCHLIMAHUIMU: NOOMEHDl HOOAUHHOCHIU
Cnacerust K6aHMOM «3eMHO020 pas». Bnpouem yuerivie, sanumarousuecs My3otkaroHO AHMPONOAOZUET
U AHMPONOAOZUET MY3LIKU, 00bIHHO UCNOAD306AAU 3ANAIHYI0 KOHIUENUUI0 AL 0NpedeAeHUS CMBICAOBOT
paruyol usyuerus amozo npedmema. OHu NOOXOOUAU K MY3biKe, 60-Nepevlx, KAK K UAAOCHPaAUuU
00ULUX COUUANDHDLX MEOPUTE UAU MOOeAell, U 60-6MOpblX, KaK K 0A3060MY KOMHOHEHNY COUUAALHOLU
KUSHU, KOMOPOIL 3ACAYXKUEAEM IMHOZPAPULECK020 ONUCAHUSL HAPAJY C OpYzuMu 00AACHAMU
KYAbHYpoL.
Katrouesvie cao6a: peHoMEHOA0ZUS UHMOHUPYIOU,20 COSHAHUA, Cpamezus homo-musicus, mumnol
MOAUMEEHH020 QUAA02A, MYSDIKAADHO-PUMOPULECKAs Nponosedsb, HO60e CAKPAAbHOe NPOCPaHCcHieo,
0YxX06H0€e NOJEUKHUECTE0.

Kondpayvia 1. A.
OPTAHI3AIILA MY3MYHO-AHTPOITOAOITYHOI'O AOCBIAY MATICTPAHTIB
Y ITIOCTMOAEPHICTCBKOMY KOHTEKCTI

Y cmammi 30iticneno cnpoby o00spyHmysamuy KOHUENnuito 3MIicmy Mazicmepcbkozo Kypcy
MY3UUHOT AHMPONOAOZIT HA OCHO6L ANPIOPHOZ0 POSYMIHHA AOOUHU, WO 2pae Mysuky, 6 i1 Boxiiu
npuvwemHocmi y 6ciil it noéHomi, mo0mo K HOCis maxozo 00pasy (MiHAUE0I npupodu) i 3a0anoi n1odoou
(He3miHHOT ocobucmocmi) 6 iX AHMUHOMIYHOMY 63AEMO36 S3KY HA WASLXY 3A60106aHHs. OAG200amHOT
c60000u i nacyearts neped it 6unpodysanHiMu: niominu docmosiprocmi CnacinHs K6aHMOM «3eMHO20
paro». YnepedxyearoHum HUHHUKOM Y Uil cumyauii moxe Oymu cmeoperis cnis0ymmegozo
cepedosuLi CO8ICHOT 60AT U 6IPY1010T OYMKU DALl cnOHYKAHHA Mazicmparma cneyiarvrocmi 8.02020401
— «Mysuune mucmeymeo» 00 enicmemoAoiuHol iHmepnpemauii dyxosHux cmpameziii (pumyaay,
Meo3UCY, e60AI0YIUHO-PEEOAIOYINHO20 aKmYy, Mampuyi) i npunyunis (OpUKOAAXY, 6apiamueHocmi,
KOMNO3UYiT) pearizauii pisHux modereil «AOUHU, W0 Zpae MY3UKy» — mobmo 6 ikoHocdepHiil Pasi
nepesaxarts — cepdeunoi MmoAumeu (3@  YMO6 AHOHIMHOI mMEOpHOCHi AK — HOCAYULHULMEA
I KYADMUBYEAHHI MYSUKAHMOM Y €001 camomy «KaPoruutoi» ceidomocmi Llepisu) i Ppasi kyrvmypu
a00 nepesaxarHs payioHarbHOT MOAUMGU (34 YMO6 asmopcokoi meopuocmi K OYyHmMapcmea); NpuLuH
nouamKy enoxu memamudmy i KOMNOSUMOPCOKUX NpaAKMUK «KAPmMe3laHcoKoi», «KaAHMIAHCbKOI»
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AMOOUHU, «PpaHKeHULmMeiHa 3 OAaKUumHo10 mposndoto» (uo empamug 6e3 boza At0dcvoKy 1i aHzeAbCoKY
1n0000y), uu eckanicma-mpinHuxa (y nekeAvHii mempsei Ys6AeHb K020 nepeKouyomocs i0ki KAyoKu
«0e3peAiziliioz0 XpUcmusHcmea»); KaysaroHoCmi 0C60EHHA «<MUCMeUmea He OYmu KoMNo3Umopom»,
ujo 61000paxae OesnpeuedenmHutl 00c6id 63a€m00ii AMIOOUHU, WO 2PAE MY3UKY, ma Mawiuru (4acmo
He3PO3YMIAULL OASL CAYXAUI6 | CHOHYKAALHUTL 00 CYMHIBIE Y C8011l QOUIALHOCI); HACAIOKIE PYIIHYEAHHSL
KOpeAsuii At00uHU, KA IHMOHYE 3 KOCMOCOM, a 610max — meopinna 3 tozo Teopuem i nouyxy
COMEPIOA0ZINHO20 3AXUCHY Y CHEOPEHHT NPOeKMY «HO06020 CAKPAALHO20 HPOCHIOPY».

Tymanimapruil excnepumenm w000 NOOAHHS NPeOMEmHoz0 3Micmy Kypcy, NpusHaieHut
spyinyeamu  OUOAKMUYHULL CIMepeomun 201mo6020 3HAHMS 3apadu meop1oz0 1epecnismeopeHHs
MY3UUHO20 MEKCHY 6 YSEHOMY ICHOPULHOMY CNIGASIMOPCMEL, A 610MmaK — peKoHCmpYK Uil nepuioodpasy
(610 gpaxmy do axmy i, 3pewmoro, do nouamxy TeopeHHs), nepeddbauae 3000y6aHHs AHMPONOAOZILHOT
KoMmnemenmHocmi. Y npopecitiHoMy ceHci 1e 03HAUAE OCMUCAEHHS SHAHHA COUIANHO-NCUXOAOZIUHUX
npozHo3i6 Yy 6uxosanti homo-harizmus; wuUHHUKIE nepeodpaxerHs A0ICbKoi 1HOUGIYAAbHOCI
6 0coOUCMICHTb; YMIHHS CAMOCITIHO NPOEKMYEAMU COMEPIOA0ZIUHY CPAmMezito Al0OUHOCHAHOBAEHHS,
s0amiicmo 00 6idcHmexeHHs CMUCAOBUX NAPAAAEH MIX CMEOpeHuUMU 6 AADOparmopHUX Ymoeax
(x6ecmosi 3a60aHHs) MEHMAALHUMU NOPMPEMAMU AOOUHU, WO Zpae MY3UKY, mpaduyii i icmopii
ma ix IAIOCMpauismu 6 MYSULHUX mexKcmax.

e nompebye meopuoi pearizauyii curecmesittHo20, OU3aH06020 MUCAEHHS | HAOYM020 XYOO0XKHbO-
enicmemoA02iutozo 00c6idy Y c60itl HAYK060-00CAIOHUULKIN 1 NpaKmuuHii OiIAbHOCHE, YMIHHSL
MO0eAI06amuU CYMHICHULL CMUCA Y 2ePMEHEEMULHUX KOAAX AHMPONOAOZIUHUX TMUNOA0ZIT; 30amMHICHb
00 ecrmemu4Hoz0, K0e60AOUITiHO-Pe3OHANCHO20, NPO3PIBAALIHO20 CHOZASLOAH S NPedCmasAetol i SHAKAX
i cumeorax baazoi Bicmi, icmoputtoi Komnaemenmaprocmi «0yxoeHoi 0iozpagii» At0OuHU, w0 pae
MY3UKY; HApeuwLmi, YMiHHI 6USHAYATU XMOHIYHO-0YXO6HI CeMAHMUYHT KOHMUHZEHUTT Y npoPecititill
QISIALHOCHIE CYHACHO20 MYSUKAHMA-Ne)az02a; 20Mo6HOCHI 00 NOCMI0GIAbLHOT MOMUBAYIT SUXO6AHHS
cepys 1 OCHOSHUX AIOJCOKUX HdecHOm  (CMUpeHHOMYOpOCMi, CHPAGeOAUSOC,  CIPUMAHOCHII
I MyxHocmi), 3ocepedxkyeamucs. HA NpodydxkeHHI OYX06HOT AKMUBHOCHT OAS  NPUUMAHHSL
YHiBepCcarbH020 co00pH020 3HarHsl (IHmyiyil cogicmi) AK YUHHUKA «CAMOSMIHU ATOOUHU» T HOPAMYHKY
610 eK3UCTeHYITIH020 BUCHAXKEHHSL.

Karouosi caosa: eromeror0zis iHMOHY6AALHOI c6idomocmi, cmpamezii AOOUHU, WO Zpae
MY3UKY, MUNU MOAUTNOEHOZ0 IAA02Y, MYSUUHO-PUMOPULHA NPono6idb, HOSUL CAKPAAbHULL NpoCcmip,
Jyxo06He NOOBUKHULINEO.

YK 378.62 Kocosuu O. B.”
METOAMYHI YMOBU ®OPMYBAHHS AVICKYPCUBHOI KOMITETEHTHOCTI
3A AOIIOMOT'OIO CYYACHMX IHTEPHET-KOMYHIKAIIIN
CTYAEHTIB MOBHUX CITEIIIAAbHOCTEN

Cmammio  npucéiaueno  poseAidy  MemoouuHux  Yymos  Popmyearnts  OUCKYPCUEHOT
KOMnemeHmHocmi 3@ 00NOMO2010  CYUACHUX — THIMEPHEM-MexXHOAOZIl — CmydeHmi6  MOSHUX
cneuiarvHocmei. A6mopom nidKpectoemvpcs, wo OUCKYPCUSHA KOMMNemeHuis cmydeHimicé Mo6H020
paxyrvmemy — ye 30amHicmb Ko0yeamu ma po3Ko0osysamu iHPopmayito 3 00nomozot0 iHo3eMHOI MOGU
610n0610H0 00 i1 AEKCUMHUX, PAMAMUYHUX, CUHMAKCUMHUX HOPM, A MAKOXK 6paAXo6yrouU
CIMUACMUNHUTL, KAHPOSUTI, COUIOKYALIMYPHUTI, NCUXOAOZIUHULL A eMOUIHUY YuHHUKY. Y cmammi
BUOKPEMAEHO OUCKYPCUBHT 6MIHHA, AKI PO36USAIOMDCS 3 00NOMO2010 CYHACHUX IHIMepHem-
KOMYHIKAUIU, 30Kpema eAeKkmporHoi nouimu, 6e0-popymy, 0A0zYy, 6IKi-mexHoA0zil, nodkacmy.
[Tidxpecatoemovess mou  paxkm, w0 Cb0200HT THPOPMAUTUHT ™MA  KOMYHIKAUITIHI  MEXHOAOZIT
PO32AA0atomvbes 6ke He AK 000amKo6i 4 JONOMIKHI OCE6IMHI MAMEPIAAU, 4 AK AHAAOZOGI.

Karouosi caosa: duckype, OUcKypcueHi 6mMiHHs, OUCKYPCUSHA KOMNEMEHMHICHb/KoMnemeHuyis,
IHMepHem-KOMYHIKAU LS, THPOPMAUITLHO-KOMYHIKAUIUHT MEeXHOA0ZIL.
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