IHIMoctAkoBUY U HHIHUTKE: PYCCKAS MY3BIKA U
HAIIMOHAJIbHASL UJIEHTUYHOCTD!

Hopno YMERyY

CHavaia s Xody cRasaTh TO, B YeM JIaBHO coMHeBaroch. VlHorna roBopuam n
ropopsAT: «Mue HpaBwTCs pycckas Mysbika» wm «MHe He HpaBures», <« modmo
pyccryio Mysbiky> Wi «f1 we moOmo». Pasymeercs, B pyccKoii MysbIKe OYCHD
pasible COYMIEHUA, Pas/IM4iible KOMIIO3UTOPbI I MY3BbIKAHTBI, I0ITOMY s COMIEBa-
10Chb, MOSKHO JI1 UX CMelBaTh. YTO MMEHHO NpHCYIIe PYCCKOil My3bIKe B I11eJI0M?
Besaroe mi pycckoe MysbIRalbHOE TIPOM3BEIEHIIe Beera MMeeT, WIH JIOMZKHO NMeTh,
HEeRoe <«pycckoe Havasmo»? fl aymaio, 9To 9TOT BONPOC 3acCIy:KUBaeT CEepPhe3HOro
n3ydeHms.?

B nocaepHue roapl HeKoTOpble HCCIENOBATEIM PYCCKOII MY3bIKM U PYCCKOIA
KYJIBTYPbI TIEPECMATPHBAIOT HCTOPHIO PYCCKON MY3BIKM W OOIIENPUHATOE MHEHHe
0 pyccroii myspike. l'naBuble uccnenoBatenn atoit Tembl — Puuapn Tapacknn
(Richard Taruskin) m Repun Imepcon (Caryl Emerson). Onu npennosaraior,
Y10 WCTOPHA PYCCROI MY3bIKM €CThb CBOEro pojia Mugp, M 4To pyccras My3bIKa
BBIDAsRAET PYCCRYIO HAIIMOHAIBHYIO WJIEHTUYHOCTD.

3nech, odpamas Bunmanne Ha csaszb [llocrakoBimua u ke, s X0y mO-
CTaBUTh HECKOIBKO BOIPOCOB, JUIA TOTO YTOOBI HANTH KIOY K MEPECMOTPY NCTO-
pun pycckoii Myssikn. B OCHOBHOM 3Ta TmpodiieMarnka WMeer OTHOIIeHHe K
KpUTHRE W BOCIIPUATHIO, T.e. 3aMbICell WM HaMepeHue ROMIO3UTOpa MMeeT TOllb-
KO BTOPMYHOE 3HAYEHUe.

1. HoBAA TEHOEHUMA B UCCNEOOBAHWM PYCCKOW MY3bIKA:
osPA3 Mycoprckoro

O6mmii unrepec Tapackuna m Ivepcon mnpejcrasiser kommosurop M.I1.
Mycoprekmii  (1839-1881).  Ounm nbrratores ucnpasuth Mudpuueckuii  odpas
Mycopreckoro.

Pigapn Tapackun, Bemynmii My3pIkoBe] B MCCTeIOBaHNE PYCCKOI MY3bIRH 1
aprop waur o M.II. Mycoprckom, n o CrpaBunckom u T.1m. Tapackua HaunHaet

1 Bo Bpemsi paGoThl HaJi OKOHUATENIHHOI BepcHeil JOKIaga s HOMYYIT HCHHbI COBET
or Manammpa flkyGosa, TIpesunenra O6miecrBa ITlocrakoBiua. f xouy BbIpasuTh
eMy TIyOORYIO OJarofapHOCTh, XOTs, K COMKAICHUIO, Sl TIOYTH HE CMOT BOCIIOIB30-
Batbes ero coserom). Cepredryio GIaronapHOCTb f HCHBITBIBAIO K Hpodeccopy
Morupgykn u & npodeccopy Cynayru. Braaromapsi ux I06e3HOCTH H TEpHEHHIO 51
CMOT' Y4acTBOBATh B 9TOM CHUMIIO3UYME.

2 KoHewHo, B ATIOHCKOIT My3bIKE €CTh HEYTO ATIOHCKOE HAYAIO, ATIOHCKHE HIEMEHTBHI.
Ho s xouy ckazate He 00 9TOM SIBICHUM.
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kanury o Mycoprekom ¢ Toro, 4ro kputuryer Bocnommsanua B. CracoBa u ero
orieaky Mycopreroro.?  B. CracoB, XyIo:KecTBEeHHbII KPUTHE, ObLT WICHHBIM Py-
ropojmrenem «Morydeii kKyukn» (Tak HasbiBaemoii «Russian Ifives), u ero onenkn
" MeMyapbl ObUIH BBICOKO ABTOPUTETHBI JI0 COBETCKOTO mepuofa. Tapackux mm-
mer, aro <« Coserckom Coro3e ero ommcanne BOCIPHHIMAIIOCH OYKBAJIBHO W BHE
COMHEHHIi, 1, B CYHIHOCTH, CTAHOBIIIOCH KaHoHOM»>.' fI X0y HasBarh 510 sBICHHE
«vmpom CracoBar.

Jdo cnx mop «vm¢p CracoBa» :kuBer, W He TOmbkO B Poccnmn.  AHrmmiickue
KPUTHKN M MY3bIKOBEJIbI TOKE CMOCOOCTBYIOT coxpanenmio sroro mmga. Tapac-
RUH TIUIIeT:

In the West they have hardly been any the less monumentalized. The
ecarliest writers on Musorgsky in English, including Calvocoressi were Stasov’s
confessed disciples. Rosa Newmarch made this quite explicit in her ground-
breaking volume The Russian wrpera, which contains an account of her
pilgrimages to the kuchkist patriarch (“the godfather of Russian music”), and
what she learned at his feet. Gerald Abraham, long the most influential of all
writers on Musorgsky in English, while highly critical of Newmarch, was the
disciple of Calvocoressi, hence indirectly Stasov’s all the same, and never
deviated from Stasovian orthodoxy either with respect to the overall shape of
Musorgsky’s career or when it came to evaluating specific works.?

Tapackun faske rmmer, 4ro < JeiicrsurenbHocTn Mycoprernii B ommicanym
CracoBa ectb TBOpenmne CracoBa».’

Tapacknn ccputaercs na memyapbl 'onennmiesa-RyrysoBa,” koropbie Obuim
Harmicansl nocsie cmepru Mycoprekoro, i orpunanusa Bepenn CracoBa. B co-
BETCKUiT TEPHOl 9T MeMyapbl BOOOIIE HTHOPHUPOBAINICH, TOTOMY 9TO UX aBTOP
«IbpITaNCA JIORa3aTh, MCKasKasd WICHHYI0 DBOMOIMIO KOMIIO3NTOPA, YTO B KOHIE
skn3H. Mycopreruii OCBOGOTMIICS OT THETA <«dyiK/IbIX €ro MpPHpOoje TeOpHil W TeH-
nertpiy 60-X TT. W COMMBIICA ¢ HAMPABIEHHEM <«dHCTOTO MCKYCCTBa», K KOTOPOMY
HPUMEKHYII caM [oJT>."

Iouemy cracoBckmii mug tak joaro skuser? Ilogemy o6pas Mycoprekoro,
cosnannbiii CracoBbIM, cumTa;m abCOMOTHBIM 1 HENpUKOCHOBeHHBIM? Mycopre-

3 Richard Taruskin, “Introduction: Who Speaks for Mussorgsky?,” Mussorgsky:
Eight Essay and an Epilogue (Princeton University Press, 1993), pp.3-37.

4 “In the Soviet Union his writings were literally unquestionable, virtual canon
law until the Gorbachev-inspired glasnost’ of the late 1980s,” Ibid., p.7.

5 Ibid, pp.7-8.

6 “In fact, Stasov’s Musorgsky was Stasov’s creation-in more ways than one,”
Ibid. , p.8.

7 Apcennii AprajpeBnu [onmerminen-Ryrysos (1848-1913) — pyceknii moar, mapyr My-
coprekoro. Mycopreruii BBICOKO TIEHWIT €ro TOdTHYeCKHii 1ap M Ha ero CTHXM Halli-
call BoRaIbHBIT TR «be3 comanar (1874) m «Ilechm m misAckn emepris (1875-
1877), Gamnany «3aGbrreiii> (1874), pomanc «Bugenne> (1877) u m..

8 Pyccrme nmearesm 1800-1917: Guorpadmveckuii ciosaps, Tom 1 A-I. M.: Uan.
«CoBercrasa Junmrionenus>, 1989. C.603-604.
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kuii B onmcanun Cracosa ObUT ONIOBUIMOHEPOM, PEBOJIOIMOHHBIM IIIECTHIECAT-
HukoM. Taroii oOpaz Mycoprckoro ObLIO YIOIHO CJieJaTh CBATHIM.

B cBssn ¢ otum Xoresoch ObI o0OpaTuTh BHUMaHWe Ha B3N Repun Imep-
coH. Repua ImepcoH, mmreparypoBe u chelpamer o baxruny, nanmcana Ono-
rpacpuio M.I1. Mycoprekoro. OIMepcon Tar HauMHAeT SIWJIOT HTOH KHUTH:

Under her old regimes both tsarist and Communist, Russia was a saint-building
culture. Heroes and martyrs, somewhat like laws in the more impersonal
modern state, have helped this immense country to cohere. Russia’s vast,
vulnerable plain also increased THC attractiveness of closed models of history,
in which the end (rather than some mythic origin or some malleable, pragmatic
middle) bestowed meaning. In such a country, apocalypse often becomes a
popular theme; poets and artists easily become prophets. They are called
upon to shape national identity “aesthetically”, in a visionary and unitary
way, when repeatedly an irrational politics, poverty, massive distances, and
the constant threat of invasion produce intolerably high levels of insecurity.?

Taxr, B Poccun 1moatsl m XyjlosKHUKN HECJIM OTBETCTBEHHOCTH 3a OfpejiesieHue
HAIMOHAIIBHOIT wieHTHYHOCTH. Tapacknn coOpaj CBOM cTaThyl M 3aMETKH HA 9Ty
TeMy U M3[Al X B OfHOIl KHUre. Jra KHura nHaspiBaerca «Omnpenerars Pocenro
mysbikoii>.'  Tlo Tapackuy, pycckas MysbIKa MMeeT OCOObIi CHMBOJI3M.

rwing to the historical circumstances in which Russian artists have worked,
the symbology of Russian art is exceptionally rich and multivoiced. In an
autocratic or oligarchical society in which political, social, or spiritual matters
could not be openly aired, such matters went underground into historiography
and art. The art of no other country is so heavily fraught with subtexts."

fl cunraro, uyro sra XaparTtepucruka orHocutcsa K Mysbike I[llocrakoBuua n
ITanTKRe.

2. NocnenosaTtenbHocTh LocTakoBuyA 1 LLHUTKE

IMocrakoma n IllanTRe — BHITAIONMEcA pycckue KOMMO3UTOphl XX Beka.
Javmrpnii [Imurpuesnu  locrakosuu  (1906-1975) — wnaccuk mupoBoii Mysbl-
rabHOil KyabTypbl XX Bera. Adabdpen appueBnu IHlnurke (1934-1998), usse-
CTHBII TIOIMCTHIINCTUYECRON TEXHUKOI, 10 TPOUCXOKIEHUIO HATIOJIOBUHY eBpeil —
HAIOJIOBUHY HEMeTl.

Muorme coperckne KROMIO3UTOpbl Haxomuiuch 1ot Bansinuem [llocrakopu-
ya. HKoweuHo, oH Okasajx GoIbINOe BINSAHIE HA CBONX YYCHNKOB (HAIpUMep,
bopuc Tumenrko, Mowceit Baiinoepr u jap.). Kpome toro, Tuxon XpenHukon
(1913-), woropeiii Bo Bpems swnaHoBumabl o0Buami IllocrakoBmaa u apyrmx

9 Caryl Emerson, The life of Musorgsky (Cambridge University Press, 1999).
10 Richard Taruskin, Refining Russia Musically: Historical and Hermeneultical Essays
(Princeton University Press, 1997).
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BEJYIIIX KOMITIOBNTOPOB B hopMaimaMe, He OblT mckmodenne. OO0 srom aHrmii-
CKMIi ROMIIO3UTOP M MY3bIkallbHbIl Kputuk Mar-bépun (McBurney) mmmier:

Perhaps one of the most curious aspects of the sometimes questionable symbiotic
relationship between official composers and those on the left is to be found
in the way that both of them, from early 1960s to the 1990s, and despite
profound differences of musical language, continued to be haunted by the
almoslt overpowering influence of Shoslakovich.'?

IInnTre 6buT coBpemennnkom yuennko lllocrakoBmua (Hanpumep, Imuco-
Ha [lenncoa), Ho cam oH He Obu1 ero ydemmrom. lllocrakopma m IllunTre He
nmenn apyskeckux orHomenuii. Mpuna AwnronoBna (skena IllocrakoBmua), bo-
puc Tuimenko u gp.  crapamch COMM3UTH KOMIIOBUTOPOB, HO WX YCHJIMA He JI0C-
Tirm yenexa.  OHako MHOTHE JIOJU, HE TOJHLKRO KPUTHKH W MY3BIKAHTHI, CYATA-
or IITmurtke nocaenosatenem IllocrakoBmaa.  Cam IllnmTre cumranm cebGa ero
nociefioBaresem.  [llunrke crazan Anexcannpy Wsamukmay' Tak:

BesycrioBHO, A — He3aBUCHMO OT CBOETO SKEJaHWA — HTUM TOCIeoBaTeieM
apismioch.  Ho s He ABIAIOCH €10 CO3HATEILHBIM TIOCeioBaTereM (Kak, HaIpH-
mep, bopuc Tumenko). (...) Hy, Bossmem (peHOMeH ero ¢hopmbl — mepBoe, 4To
MPUXOUT B rooBy, [loirme pasBurus, JumMHHbIE RYJIbMHHAIMH — BCE 91O TIPH-
CyICTBYeT y MeH:s He moroMmy, 4ro s nojpaskaio IllocrakoBnuy, Ho motomy 4ro
s BBIPOC B cpefie, B atMocdepe, cBsizaHHOii ¢ ero mysbikoii. U naske ne Bpasa-
SICb B OKOHYATEJLHYIO LEHHOCTH ITOil CPebl — y MeHsi He ObUIO BHIOOpA, KOIjIa
A craajapBaics!'

To, uro IllauTRe ABIACTCA MocaenoBatenem lllocrakoBiya, He 3HAYMT, YTO
[Tinrke noppaskan emy. Rar mumer Mak-bépin, «wmsmme [llocrakosnua na
MY3bIRY JI€BbIX WIN TOJIOIBHBIX ROMIO3UTOPOB — 9TO HE CTHJEeBOe WM TeXHN-
4ecKoe, a CMMBOIIMYEeCKOoe HamepeHues.'”

B peiicrBurensroctn, oonpmx wepr y Illocrakosmua n IlTaurke Hemao.
Hampumvep, oba rommosnropa moomm Gonbinyio (opmy.  IllocrakoBud marmcan
15 coivdponmii, Iantke — 8 cumcponmii. Ilo vmenmo MBammmna, nx yenmis
JIOKA3BIBAIOT HEBO3MOYKHOCTH COYMHUTH OOJIBIIYI0 CHM(DOHIIO B TPAJHIIHOHHOM
CMBICIIE CIIoBA.

bonee npamoe Bmmsanme Illocrakosnya nwa IlIHuTKe 3aMeTHO B CRPUITMYHBIX
npoussefiennaAx. Ilepsorii ckpurmmanbni konmepr IllocrakoBmua (mepBoe mermon-
veane — 1955 1.) mpoussen orpomuoe Bnedarnenwe Ha I[llmmmre. Tlog ero Bo3-

11 Ibid., p.xviii.

12 Gerard McBurney, “Soviet Music after the HKeath of Stalin: The Legacy of
Shostakovich,” Kelly, Catriona and Shepherd, Ravid, ed., Russian Cultural Studies:
An Introduction (wxxford University Press, 1998), pp.125-126.

13 Anercannp Bacuibesimu VIBalIknMH: BHOJOHYENHCT W MY3BIKOBE, aBrop Oworpa-
¢ Tantre.

14 Heawrun A.B. becenpt Anbdpenom lamtre. M.: PUR «Ryaprypas, 1994. C.81.

15 McBurney, op. cit., p.127.
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neiicrueM IllHuTRe Hanmcan yerbipe cCKpUNMYHBIX KoHIepra. IllHuTke crasan
Npamruny:

B cBoe Bpems cuibheiiiee Brevarienne Ha meds npoussei u Ilepewviil crpu-
nuunbil kouyepm, u Jlecamasn cumeponus. Bee MOu CRpUNMUHbIE KOHIEPTSI,
Brnouas Jemeepmeoiii, nanucanpl noj Bosjeiicreuem kourepra Illocrakosuua.
Ocobennio Ilepebiii, KoTopblii co3nan Kak pa3 B Te Tojpl.'

Anexcangp MBammkun nuimeT o XapakTepHBIX Yeprax CRPUIMYHBIX KOH-
neproB [llnnTre Tak:

There is the same feeling of drama, the same sharp, even exaggerated, contrasts
between the movements, and the same freedom and space for the cadenza, a
monologue of the soloist ‘hero’. For many years the concerto concept, inherited
from Shostakovich, was most important in Schnittke’s music. His numerous
concertos and concerti grossi represent symbolically the typical Schnittkean
idea of conflict between the individual (the soloist) and the collective (the
orchestra), a conflict, which very often ends in disaster, with the death of the
hero."

B wmysbike Illocrakopmaa w IllauTke ecth ocoOblii cumvBoimam.  Muorme
PYCCKIE U 3amajiHble KPUTUKN OTMEYAIOT B PYCCKOIl MY3bIKE, OCOOCHHO B MY3bIKE
[Tocrakosiua n [1Tnnrke, BHEMY3bIKAJIbHbBIE DJ€MEHThl M UX CUMBOJIMYECKUE CMBIC-
abl.  BraemysbIRasblble WM CUMBOIMYECKUE DJIeMEHTHI MPOABIAIOTCA B WX MY3bl-
Ke PasimIHbIM 00pa3oM.

Bo-niepBbiX, 910 MysbIRaIbHBIE IeiiT-TeMbl OYKBEHHOI paciiigpoBKN HHI-
IAJI0B aBTOPOB WM JPYrnX MysbikaHToB. Ouenp masecten mamman lllocrako-
Bimua «HSCH» (Kmitrij SCHostakowitsch; pe-mu-6emonn-no-cu) B [lecsroii cum-
¢ommm, B Bocbmom kBaprete. Illnntke Toske Bocnomb3oBajics MHUIMATIAMU Kak
MY3bIKAJIbHBIMI JIEHT-TeMaMu.

Bo-Bropbix, 00a KOMIIO3UTOpa MPUBOIIIN ITATH M3 PA3HBIX 10 BPEeMEHH I
sKaHpy MpomsBefieHnii — cBonx u dy:knx. B Tom ke Bocbmom kBaprere Illocra-
KOBHYA MMeeTcsi MHOTo aproigrar.'®

B-tperbix, ux mysbike, ocodeHno mysbike IllHuTre, XapakrepHa Tak Hasbl-
BaeMas TMOINCTHINCTIKA.

ITo muenmo Tapackuia,

This “semiotic” or signaling aspect, a traditional characteristic of Russian
music, is what makes Schnittke’s music so “easily read” — or rather, so easily
paraphrased on whatever terms (ethical, spiritual, autobiographical, political)
the listener may prefer.'

16 Hesawrun. becenpt Amnppenom [uurke. C.81.

17 Alexander Ivashkin, Alfred Schnittke (Phaidon Press, 1996), p.61.

18 Cgoii crarbio o nwem HOpuii Kemapun tak um Hazsai <«Aprorpadumueckuii KBapreTs.
Cosercrasa myspira. 1960. Nel2. Iur. mo ku.: Januaesuw JI.B. [Ivwmrpuii 11loc-
TakoBuY: ku3Hb U TBOpuectBo. M.: Uan. «CoBerckmii kommnoaurops, 1980. C.2035.

19 Taruskin, Kefining Russia Musically, p.101.
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MBaikun oObAcHAET:

Russian music was always slightly different from European, and most
importantly in a certain non-musical content... This was always true, perhaps
beginning with Glinka and the Mighty Handful, and it was particularly so with
Skriabin... But it is more observable now for a number of reasons perhaps
more social reasons than artistic ones... For many years we could not speak
or demonstrate what we really thought, and therefore there arose a very
strange phenomenon, where something would reveal itself only a little on the
surface while the rest of it would remain under water, It’s like a great iceberg
of which only a small part appears on the surface.

And this is how there appeared the symbolism that is now typical of Russian
music... a symbolism, as a rule, of very simple elements. And this is why for
many musicians abroad new Soviet music seems very strange, especially the
music of Schnittke and Gubaidulina...

It’s important to understand this, to understand how the very simple elements
which are really there in our music, seem to us to be symbolical. This tradition
comes from Shostakovich, and especially from his late works, where something
very simple isolates itself, an interval, a sound or a rhythm, and becomes a
symbol behind which has a meaning which the listener conjectures for themselves
[sic].

That is to say, the music is more the occasion of meditation and philosophical
generalization than an end in itself... it was never simply a construction
in sound, never!?

3. BMECTO 3AK/IOYEHUA

Pyccroii Mysbike mpucynm BHEMY3bIKAILHBIE JEMEHTBI W MX CUMBOJHYEC-
KHe CMBICIIBI, W 310 TposBiAerca m B Mysbike [llocrakoBmua m Illamrke.  9mn
AIIEMEHTBI RACAIoTCsA PYCCKOI HarmoHaibHOi miaentnanoctn.  Muave roBops, wuc-
TOPHA PYCCROI MY3bIKM (DYHRIIMOHUPYET Kak WHCTUTYT.

Ho taroe monmmanue prckoBanHo. TapackuH Tak mmimer o0 9TOM:

Whether invoked in praise or in blame, the arbitrarily defined or proclaimed
Russianness of Russian music is a normative criterion, and ineluctably an
invidious one. If “How Russian is it?” Is your critical question, then however
the question is answered, and however the answer is valued, you have consigned
Russian composers to a ghetto.?!

B counmHennax pycckux KOMIO3UTOPOB U 3alajiible M PyCCKHE KPUTHKU
BUJIAT pyccroe navano. Hecomuenno, u4to B 3anaaipIX HCCIEJIOBAHUAX W KPUTH-
ke Illocrakosmaa mim CrpsOuHa ObLla M €CTh TEHJIEHIMA OTPUIATh W WTHOPHPO-
BaTb BHeMySI)IKaJ[I)HI)Ie JJIeMEHTbl N CHUMBOJIWYECKNE CMbBICJIbBI B UX MyBI)IKe.22

20 McBurney, op. cit., pp.120-137.
21 Taruskin, Refining Russia Musically, p.xvii.
22 Ibid., pp.Xix-Xx.
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JliiAa 3anaHpIX KPUTUKOB HAIMYME TARNX HIIEMEHTOB 03HAYaeT OTCTAJIOCTh PYC-
CKOIl MY3bIKU.

To e camoe MOryr craszaTh O MaHepe KPUTHKH. YTBEp:IeHHe WIH TPH-
3HAHWE BHEMY3BIKAILHBIX HJIEMEHTOB H HX CHMBOJHYECKUX CMBICIIOB B PYCCKOIt
My3bike — 910 HopMaubhoe iz CoBercroro Coro3a siBiienme, M, KpoMe TOIO, BAasKHO,
Kak WMeHHO JlanHoe MY3bIRaJIbHOe counHenue repepasupoBaTh. JaMeuarellb-
HpiM ripuvepom Obita Myspika IllocrakoBuua. Ilo cioBam Tapackuma,

There are works of Shostakovich — the much-admired Eighth Quartet is one
— that sound as though they were written to be paraphrased. And the
paraphrase, especially when informed by ready-made assumptions, all too easily
replace the music as primary experience. The tendency to paraphrase
Shostakovich’s works rather than listen to them was an old Soviet vice, to be
sure, but in the spirit of revisionism it has infected and debased the reception
of his music in the Wesl as well.?

Ho ¢ nmpyroit croponsi, rmaBy o Illnntke Tapackun 3asepmaer tak: <«Pyc-
CKHil TOJIOC ellle CHeNnuabHblil, ellle TpHUBIIernpoBannbii. Poccusa ere ormrd-
Has, eme jpyrag. U pycckas MysbIKa eIe HMeeT CIOCOOHOCTH ONpPEICIATH
pasimunes .

B mocaemame roypl weropus pycckoil MysbIRH, HECOMHEHHO, TiepecMaTpuBaert-
cA, W pasHble BOIPOCHI OCTAIOTCH.

23 Ibid., pp.xix-xx.

24 “...a Russian voice is slill special, still privileged. Russia is still different, still
other. And Russian music still has the power to define that difference,” Ibid.,
p-104.
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