Many — KATU UBACTE
MHECCA TTAKPU
VIPMHA TIAXH
IOJIJIE TOOMIIYY
BogioToit BokoK — UTOPH BACHUH
IIPUNT KPUIICOH
TOOMAC PATCEIIII
IMUTPUN XAPYEHKO

Mungycckuit TaHery — MAPVMHA BOJIKOBA
BAJEPUA I'EHAHCRAA
MAPUHA KECJIEP
KAA KPEUTUBEPT
VPVMHA IIAXH
UPUHA IIYTAK
SOVAPI BPEYKO
AHATOJIUN T'YCEB
IOPUI MUXEEB
MUXAWUJI HEYAEB
BAJIEPUV HUKOJIAEB
KPUCTBhAH XAPM

Tenn:
1-as Bapmanua — TYYJU BUJIKC
KATU UBACTE
MHECCA IIARPU
MHHA CEPMYC

2-as Bapuanus — OJIbTA BOPMCOBA
TUVHA KPUIICAAP
AHE PAVIIMA

3-aa Bapuanua — VHTPUL UTEP
SHE PAVIIMA
JIAPUCA CHMHIIOBA

Baspgepkyu, TeHu, BOMHBI, (aKupbl, Kpenbl, WMHAYCBHl —
BAJIETHAS TPYIIIIA TEATPA «3CTOHUA» u YYAIIMECH
TAJIJIMHHCKOT'O XOPEOTPADPUYECKOTO YUIUJINIIA.

B Gasnere MCroab30BaHbL:

Taner; ¢ pabom (I meiicTBME) B TOCTAHOBKE Huxronasa Cepebpen-
aukoBa, TaHer, 3ojororo Boskka (II meiicTBue) B IIOCTAaHOBKE
Huxonas 3ybkosckoro, Bosbliioe KIaCcCuIeCKoe ma (IT peiicTBME)
B mocranoske Baxrtanra Yabyxmanu

KpaTkoe conepsxanne

1 pmeiicTBUE

1-as KapTHHA

Ipepusia Muaua. CrpaHa CBAIIGHHBIX XpaMOB M pOIL, cTpaHa
TPaHAMO3HBIX IPA3AHUKOB B YeCTE CBALLEHHOTO OTHA, npasgHNKOB
C yAMBUTEIBHBIMY, HEOBTOPMMBIMM TaHIAMMU XpaMOBBIX TaH-
1OBIINI-0aAePOK.

Opua U3 HuUX — IIpeKpacHasd b6aanepxka Huxms — TaHLIYeT
ceronHA Ha mpasgHuUKe orHd. HecMOTps Ha BCE 3aNpPETEL cepaLe
ee MIPUHAAJIEKNUT Xpabpomy BOMHY Conopy; oHa rorosa 0exars
¢ aum. CoOp KJSHETCA B BEPHOCTM Haj CBAIICHHBIM OTHEM.
Benuknit 6paMun, a000Bb KOTOPOro paHee Hugua oTBeprJa,
IPO3UT UM CTPAUIHO! MECTHIO.

2-asi KapTUHA

CTpaluHyi0 MeCThb MpEApEeKaeT U pajiKa. HecmoTpsa Ha pacckas
6pamuua o arobsu Cozopa u Hugnuyu, oH He MEHSET CBOEro
perenus o cBanbbe CBOEi foUepyn TamzatrTi u CoJiopa, HbITaK0-
L[E€rOCA OTKJIOHUTE YeCTh CTATh CyNpyTroM. TamzatTy. BasAaepka
JKe IOJIKHA yMepeTs.

0 ner}’tCTBﬁe

[IpasnauK B 4eCTb CBaABOBI HotUepy pajsu 1 Cosopa.
Basapepka Huxus noisKHa pasBiexaTh rocreit TanuamMu. OHa He
MOKET CKpBITb CBoeii Ckopbu u ropa. Baop ee yCTpeMJEH K
aobumomy Cosopy. Ilo pacrmopsenuio JlyrMaHThl HEBOJILHMIA
spyuaer Huxuu ot umenyn Cosiopa KOp3uHY LBETOB. CuacTbeM U -
6ypHO pafoCTBIO HATIOJHAETCA TaHeL 6aamepryu. Ho cupaTaHHadA
B I[BETAaX 3MesA CMEpTeNbHO KanmuT Hukuio.

Hugus [IOHMMAET, YTO BMHOBHMIA €€ CMEpTW  MCTUTENbHAA
109b panxu. Bennukni 6paMuH oberiaeT CracTu Huknio, eCyIy OHa
Homiobur ero. Ho BasAmepka ocTaercs BepHA cBoeil J00BM K
Cousopy.

II1 pevicTBUE
Conop GesyTelieH.

Ilepes HUM M3 MpaKa BOBHMKAET TEHb Hugum, KOTOpadA MaHUT €ro
3a coboit.

IIpembepa basnera CoCTOANACEH 23 ampapsa 1877 roga B merepOypr-
ckoM MapuMHCKOM TeaTpe
B DcrToHMM CTaBUTCS BIEPBbIE




IupexTop uMepaTopckux TeaTpos M. A. BceBosmosckmit 6b1
TBepso ybexpen, uro Jsro0oil ciokeT B OaneTe Ipeskne BCETO
IOJI3KEH HaBaTh MOBOJ K IIBIITHOMY Pa3BJIEKATEJIbHOMY 3Penuily.
IlosToMy ciieHapMCTBI IpucrocabiauBanu CIEHbI U3 BPEMEH [PeB-
HMX K KaHOHMYECKMM GdopMaM CIEKTaKJA-rasua.

Emie 3a rox mo MockosCkoi npeMbepbl «Jlon Kuxora» Iletumna
rionipo6oBas OTCTYNMUTH OT 3TOTO HErJACHOTO IpaBuJia MMIlepa-
TOPCKO CIIEHEI, KOTOPOE IPefyCMaTpUBaJIo HempeMenHoe 6iaro-
noxy4ne punHama B 6ayeTHOM CIEKTaKJe.

13 oxrabpe 1863 roga na cuene merepbyprckoro Bosblioro
TeaTpa OBl mokasaH deThIpexakTHBIA Oaner «Ilape Kanpasmn»
Ha My3bIKy IlyHN.

IloBopoT BameTHOTro AEMCTBUA K BBICOKOMY ApaMaTusMy ObLi
HoB ana Iletuna. CrnexTakab MHOTO 3HA4YMJ JJIS TBOPYECKOM
3BOJIIOLIMMA MOCTAHOBIIMKA ¥ BBIJBUHYJ HOBBIE XyI0YKECTBEHHbIE
33724 Tepes VICIIOJHMTEAMMN.

«Basapgepka», BiepBbIe [I0OKa3aHHAasA Ha I1eTepOyprekoii ciene 23
simpapsi 1877 ropma, mpesocxomuina «Ilapsa Kanpasnar, «Jlo4nb
cHeroB» u «Becranky» ApaMaTypru9ecKoil IeJBHOCTBIO, opra-
HUYHBIM COOTBETCTBMEM u3GpaHHOMY SKaHpPY, TBOPYECKON pas-
paborkoit xopeorpaduueckoro geitcreus. IToucku Ileruna B 00-
JIACTY TaHIIEBaJbHOM ApaMbl IpuHecay Haubosiee 3HAYUTENBHBIE
XYAOYKECTBEHHEIE pe3yJsbTaThbl B «bBasdnepke».

Kak u nmosgmee mokasaHHad «Becrankar», «BaAgepka» mmesa
NpeAUIECTBEHHMILy B ucTopuu OaneTHoro Tearpa. CHexTakib
IleTyma BO MHOTOM TMEPEKJIMKAJCA € [BYXaKTHBIM OaseTom
«CaKkyHTasa», NOCTABJEHHBIM B IIapuMMCKoi Bojwlloi omepe B
1858 roxy. Cuemapuit «Carxynransl» 6bw1 Hamucan Teodbunem
ToTbe MmO OJHOMMEHHOM xpaMe wuHAMMckoro nosTa IV Bexka
Kammupgacer. Mysbiky coumHmia OpHecT Peiiep. IlocTaBun cmex-
Takab Jlroceen Ileruna.

IleTepbyprcxmit xopeorpad CyI[eCTBEHHO UBMEHMII yIKe CaMBbIil
CIOMKET IIapUIKCKOTrO CIEKTaKJSA M BHEC TparuyecKylo pPas3BA3KY
(xoTopoit He O6b110 M y Kasmpacer).

B cocraBnenun crueHapua «Baamepku» mpuHMMan ydactue C.
H. XynexoB, oIMH M3 «IPOCBEIEHHLIX 0aJIeTOMaHOB» CTOJMLBI,
KOTOPBIM COYMHAJ OTHAEJNbHBIE CI[EHBbI AJI HEKOTOphbIx OajieTos
ITetuna. CoaBTOPCTBO €ro CBOLMIIOCH K BeCbMa BTOPOCTENEH-
HBIM MoMeHTaM. O6 3TOM CBMUIETenbCTBOBaJIA IToJeMuKa IleTtnna
n XypekoBa Ha cTpaHunax «Ilerepbyprckoit rasersi» B 1900
ropy, Korma «DBasgepka» Oblia B0O300HOBIEHA mMmocje IECT-
HaAlaTUJIETHEero repepbiBa.

«Jl1s BOCCTAHOBJIEHM A UCTUHBI, — nucaj I[leTuna, — 3adBidAm0,
4To croxer Oanera «Basjgepka» NPUHALJIEKUT BCELEJIO MHE.
IIpu cocTaBieHUYM MPOrpaMMbI A YNTAJ TaKOBYIO T. XYAEKOBY, U
HOCHenHU)A AaJl MHE COBET OTHOCUTEJBHO ONHOM CILieHbI 4 aKTa
7- KapTHUHBI>.

«Basimepka», ofHa U3 BeplIMH TBopYecTsBa IleTmma, ocramacn
BO MHOTOM HENpEeB30MAEeHHOM ¥ jguaa camoro banmermeiicrepa, u
[JIS ero MPEeeMHMUKOB. SHAMEHATEJbHO, YTO €QMHCTBO APaMbI U
IIPOHMKHOBEHHOJ TaHIIEBAJLHOM JIMPUKU OKA3BIBAJIOCH IO CUIY
TOJNBKO PYCCKUM TaHUoBIuKaM. B 1884 roxy E. O. Bazewm, nep-
BadA MCIOJHUTENbHMLA posy Hukum, yiuia Ha neHcuio. B ToM ke
rony «Baspmepka» Obuia B mocsnegumit pas ¢ A. X. JloraHcoH.
3aTeM, B Iepuo]] IEPBEHCTBA Ha [1eTepOyprckoi CieHe UTaIbAH-
ckux basiepyH, CIEKTAKJb HAZOJIO UCIe3 U3 perepryapa u Obun
Bo306HOBIEH Tonbko B 1900 roxy ana M. ®. Kmecumuckoit. B
1901 roxgy poas Hurum ucnonHsja Ha racTpoJIAx B Ilerepbypre
MockoBckasi 6anepuna E. B. Tensnep. B 1903 roxy, Gosee uem
yepes YETBEPTH BEKa IIOCJIE NpeMbephl, «Basgepka» cTana mep-
BBIM CIIEKTaKJeM, rae 6e30roBopodYHo yTeBepamiaach ciasa A. II.
IlaByoBoit. B coserckoMm OasieTHOM TeaTpe JIyYIIMMM MCIIOJIHM-
renpuuuaMy poau Huruyu seuamce M. T. Cemenosa, H. M.
Oynuuckas u A. f. Ilenecr.

W3 xauru B. Kpacosckoit
«Pyccknit 6anernsiit Tearp», Jleauurpan 1963 r.

Aprop mmubpertro u xopeorpad MAPUYC IIETUIIA
(1818—1910) yumica xopeorpadum y cBoero orua sHaxa
Anryana Iletuna. Beun TanjosumkoM u bajmeTmeiicTepom
B TeaTpax Bopao, Hanra, Heto-Vlopka n Maapuzna. B 1847
rogy Obin mnpursnamesn B IlerepOypr, ¢ Tex mop ero
KuU3Hp Obljaa cBaA3aHa ¢ Poccmein. C 1862 roma craxn
[JIaBHBIM IITaTHBIM OanermeiictepoMm Ilerepbypra, 34 roga
6n1 rIaBHBIM OasieTMeiicTrepoM meTepOyprckoit GaneTHO
Tpymumnbl. Beero mocraeui ceeite 60 6ameTos (HalikoBCKOTO,
T'nazynosa, Munkyca, [Iyuu u fp.), xopeorpadusa KOTOPBIX
B GONBIIMHCTBE ABIAETCSA OCHOBOJM OaJIETHBIX ITOCTAHOBOK
0 Cceil JIeHb.




Komnoaurop JIOABUI' MMHKYC (1826—1917) mouy-
unJ My3sblKasbHOe obOpasoBanHme B Bene, paboran rias-
HbIM oOpasoM B Poccum. Brln KamesbMeicTepoM TeaTpa
kHA3s IOcymosa, cosmmcToM opxecTpa bBosbllioro Tearpa,
MHCIIEKTOPOM 0ajleTHO# My3BbIKM MOCKOBCKX TE€aTpOB, B
Ilerepbypre kommo3uTopoM 0aJIeTHOW My3bIKM MMIIepa-
Topckux TeaTpoB. ITocse 1890 roxga sxmn B Bene. Bmecre ¢
Jleo Tenubom nHanucasn My3vIky Oasera «Pyudeit» (1866),
masiee Hanmcas emie 16 GaseToB, cpeny KOTOPBIX Hau-
B6osee uzsecrubpiMu cranu «Jlon Kuxor» (1869) u «Baangep-
Ka» (1877).

UT'OPL YEPHBIIIEB (pox. & 1937 r.) moayums GaneTHoe
obpazoBanue B JIeHMHrPaZACKOM X0peorpaduIecKoM yImuiIm-
e, KoTopoe 3axkoH4nJ B 1956 r. B ToM e roay cTaJ coamc-
Tom Teatpa uM. C. M. Kuposa. B 1968 r. cospan xopeorpa-
duro Gamera «AnTommit m KieomaTpa» M IIOCTaBMII €r0
B Manom Teatpe Jlemuurpama. B 1970—1975 rr. Omin
rnaBEbIM OasnetrMmeiicrepom Opgecckoro TeaTpa, ¢ 1975 r.
paboraer B Camape, rae K YMCIy €ro IOCTaHOBOK
npuHazgiexat «Jlebenuuoe ozepo», «AHrapa», «AHTOHMNA U
Kaeonarpa» n ap.

B Teatpe OcroHMA mocTaBua <«Azaxnuo» AgbOuHOHM
B 1972 r. (TBOpuYeckuii Beyep Tusita Xapma), B 1975 r. —
«Anrtouus n Kneomatpy» (3-akTubiii Bapuanr), 1976 r. —

«Bonepo» Pasens, B 1979 r. — «Kassp Crenana Pasuna»,
1981 r. — «Pomeo u IOnusi» Bepamnosza (Beuep T. Xapma),
1988 r. — «AuTomuii u KieomaTpa» (l-aKTHBIA BapMaHT

I TBOpYecKoro Bedepa Kaite Kripb).

Ludwig Minkus

LA BAYADERE

A ballet in three acts

Libretto and
choreography by Marius Petipa

First night: 15 February 1991




Director:
IGOR CHERNYSHOV (Samara)

Conductors:
VELLO PAHN,
TOOMAS KAPTEN
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Assistant director:
INESSA RUMYANTSEVA—CHERNYSHOVA (Samara)

Repetitors:
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The cast:

Kaie Kyrb, Irina Hirm, Jane
Raidma

Dugmantha, the Rajah  Igor Belyayev, Peeter Karell,
: Yuri Mikheyev

Gamzatti, his daughter Inge Arro, Irina Hirm, Kati
Ivaste, Inna Sérmus

Solor, a warrior Andrey Izmestyev, Viesturs
Jansons (Riga), Yuri Yekimov,
Priit Kripson, Meelis Pakri

Janis Garancis, Andrey Izmest-

Nikia, the bayadére

High Brahmin

yev
Slave Kristjan Hirm, Toomas Rét-
sepp, Vladimir Kuzmin
Slave girl Tamara Burova, Svetlana Pota-

pova, Vera Rogozhina

Dmitry Kharchenko, Priit Krip-
son, Mikhail Nechayev, Igor
Vasin

Jampe Olga Borisova, Victoria Gechan-
skaya, Ingrid Iter, Marina Kes-
ler, Tiina Kripsaar, Tuuli Vilks

Magedaveya, a fakir

Manu Kati Ivaste, Inessa Pakri, Irina
: Pihn, Ulle Toompuu

Dmitry Kharchenko, Priit Krip-
son, Toomas Réatsepp, Igor Vasin

Golden Temple God

Soloists in the Hindu Valeria Gechanskaya, Marina

dance Kesler, Kaja Kreitzberg, Irina
Pihn, Irina Shutyak, Marina
Volkova, Eduard Brechko, Ana-
toly Gusev, Kristjan Harm,
Yuri Mikheyev, Mikhail Necha-
yev, Valery Nikolayev




Shades: Variation 1 Inna Sormus, Inessa Pakri, Kati
Ivaste, Tuuli Vilks

Variation 2 Tiina Kripsaar, Olga Borisova,
Jane Raidma :
Variation 3 Larisa Sintsova, Ingrid Iter, Ja-

ne Raidma

Bayadeéres, shades, warriors, fakirs, priests, Hindus — the
Estonia ballet and students of the Tallinn Choreo-

graphy School

The ballet includes the Dance of Slave and Nikia (Act I) chore-
ographed by Nikolay Serebrennikov, the Dance of the Golden
Temple God (Act II) choreographed by Nikolay Zubkovsky and
Pas d’action (Act II) choreographed by Vakhtang Chabukiani.

The world premiére of the ballet in Estonia.

Synopsis’

Ancient India, a land of temples and grand fire rituals with
wonderful temple dancers, the bayadéres.

Act I

Scene 1. The beautiful bayadére Nikia is dancing at a fire ritual.
Her heart belongs to the brave warrior Solor despite all prohibi-
tions. Solor pledges his love to Nikia by the sacred tire. They are
prepared to elope.

Nikia has scorned the love of the high Brahmin who now
threatens cruel revenge upon them.
Scene 2. The high Brahmin informs the Rajah of Nikia and So-
lor’s plefige of love. Nevertheless, the Rajah is determined to
marry his daughter Gamzatti to Solor. Solor declines the honour
to become the Rajah’s son-in-law. The Rajah vows
revenge — the bayadére Nikia must die.

Act II

The ceremony to celebrate the betrothal of the Rajah’s
daughter and Solor is in full swing. The bayadére Nikia
must entertain the guests with her dancing. She cannot conceal
her sorrow and heartache, her glance is glued to her beloved.

By the Rajah’s order a slave girl presents Nikia with a basket
of flowers in Solor’s name. The bayadére’s dance is now filled
with happiness and wild joy. But the poisonous snake hidden
among the flowers stings Nikia to death.

Nikia thinks it is the Rajah’s vengeful daughter Gamzatti
who is to blame for her death.

The high Brahmin promises to save Nikia if she will return
his love. But the bayadére remains true to her love for Solor.

Act III

Solor is inconsolable. He is haunted by Nikia’s ghost that entices
him to follow her to the Kingdom of Shades.

The director of the Imperial Theatres Vsevolozhsky was firmly
convinced that plots of ballets had, in the first place, to provide
an opportunity for spectacular shows. Therefore libretlists
would accommodate all scenes to the canons of a gala performance

Petipa attempted to break that unwritter law of the imperial
stages, which stipulated that ballets should have happy endings.
In October 1863 the four-act ballet King Candaule, to
music by Pugni, had its premiére at the St Petersburg Bolshoi
Theatre. Directing ballet towards dramaticism was a new de-
parture for Petipa. This production became a milestone
irn his creative development as well as made new artistic
demands on the performers.




. La Bayadére, which had its first performance in St Peters-
burg on 23 January 1877, surpassed the previous productions
in its dramatic integrity which was organically linked to choreo-
graphic tasks and artistic aims. Petipa’s endeavours to create
dance drama bore remarkable fruit here.

Like many other ballets, La Bayadére rests on an earlier
example. It was the two-act ballet Sakountala staged in Paris
in 1858. The libretto was based on the drama of the same name
by the 4th-century Indian author Kalidasa, music was by Ernest
Reier and choreography by Lucien Petipa.

" The St Petersburg choreographer made substantial changes in
the plot as well as added tragical notes (which' had been
lacking in Kalidasa’s drama, as well).

The well-known balletomane of that time Sergey Khudyakov
is supposed to have participated in writing the libretto for
the ballet. He had previously written some scenes for Petipa’s
ballets. His co-authorship is however rather questionable as
witnessed by the polemics in newspapers in 1900 when La Baya-
dére was revived after a sixteen-year break. Petipa wrote then:
«The whole truth lies in the fact that the plot of La Bayadére
belongs to me in its entirety. While compiling the programme
I read it to Mr Khudyakov and he gave me some advice
on a scene in Scene 7.,

La Bayadére, which became one of the peaks in Petipa’s career,
remained unsurpassed by the choreographer himself as well as
his followers in many of its aspects. Notably, unity of lyricism
and dramaticism in dance was at that time within the powers
of only Russian dancers. When Yekaterina Vazem, the first
ballerina to dance Nikia, retired in 1884, the role was danced for
the last time also by Anna Johanson.

For a time after that the stage was held by Italian ballerinas
and La Bayadére was revived only in 1900 by M. Kshelnitskaya.
The role of Nikia was performed by the Moscow ballerina Y.
Geltser. In 1903-Anna Pavlova made her first appearance in
the role of Nikia. It was the beginning of her triumphant
career. This role afforded her an outlet for her art and talent.

Of present-day Russian dancers, N. Semyonova, A. Shelest
and N. Dudinskaya are known for their performance of the title
role of La Bayadére.

From The Russian Ballet by V. Krasovskaya (Leningrad, 1963)

MARIUS PETIPA (1818—1910), ballet dancer and choreographer,
trained under his father Jean Antoine Petipa. He worked as
dancer and choreographer in Bordeaux and Nantes, Franqe, and
in theatres in New York and Madrid. In 1847 he was inv1t.ed to
dance in St Petersburg and from then on his life was linked
with Russia. In 1862 he was appointed maitre de ballgt of the
Imperial Theatres in St Petersburg. His work comprises over
sixty ballet productions, the most famou; of which — The
Sleeping Beauty and Swan Lake by Tchaﬂ‘{ovsky, qumonda
by Glazunov, Don Quixote and La Bayadére by Mlnkus' —
have stood the test of time. Most contemporary productions
still rest on Petipa’s choreography.

LUDWIG MINKUS (1826—1907), composer and violinist, op-
tained his musical education in Vienna but worked mainly in
Russia. He was conductor at Prince Yusupov’s theatre, wrote
ballet music for the Imperial Theatres in St Petersburg, was
inspector of ballet music in Moscow and soloist of the Bolsh_m
Theatre’s orchestra. He spent the last decades of his life back in
Vienna.

Minkus’s work includes seventeen ballets the best knovs_m of
which were created in collaboration with Marius Petipa.

IGOR CHERNYSHOV (b. 1937) received his _educa.tion at the
Leningrad Choreography School which he finished in 1956. He
became a solo dancer at the Kirov Theatre the same year. In
1968 he choreographed and staged Lazarev’s ballet Antony and
Cleopatra at the Leningrad Maly Theatre. He was principal chor-
eographer at the Odessa Theatre in 1970—75, and has been
working at the Samara Theatre since then where he has pro-
duced Swan Lake, Angara, Antony and Cleopatra, and other bal-
lets. ’ . ) .

At the Estonia Theatre, Chernyshov has staged Adagio to music
by Albinoni (1972, for Tiit Hiérm); Antony and Cleopatra
in three acts (1975), Bolero to music by Rayel (1976),
The Execution of Stepan Razin (1979), Romeo and Juliet to music
by Berlioz (1981, for Tiit Hirm), and Antony and Cleopatra
(the one-act version, 1988, for Kaie Kyrb).




Lavastusala juhataja — Jaan Mikkel
Dekoratsiooniala juhataja — Kiilli Root
Kostiitimiala juhataja — Leida Tallo
Jumestusala juhataja — Maimo Tamreigas
Rekvisiidiala juhataja — Karin Lindmaa
Butafooria — Maris Meriloo

Valgustus — Paavo Puskin, Tiit Urvik
Pealavameister — Heino Lillipuu

3aBeAyoIMii IOCTAaHOBOYHOM 4YacThio — fan Mwukkennb
3asegyolas JeKOPalMOHHOM YacTeio — Kroaum Poot
3aBeaymoolnad KoCTIoMepHO# dacteio — Jleiiga Tanso
3apenymoiias rpuMepHoOi dacTbio — Maiimo Tampeiirac
3aBeaymolad PEKBUSUIIMOHHOM YacTbio — Kapun JImaaMmMaa
Byradopua — Mapuc Mepunoo

Ocgemenne — Ilaaso [ymwkun u Tuitt Ypeuk

T'naBHEBIA MaIlIMHUCT CIeHBI — XenHo JIunaumnyy

Kava koostamine — Pille Palm

Tolkijad — Tatjana Lepnurm (vene keel)
Kaja Toomel (inglise keel)

Kava kujundus — Ulle Linnuste

CocraButenb nporpaMmmbr — Ilue ITansm

IlepeBony — Tartsana JlemHypM (pyCCKuii)
Kaa Toomen (aHrauitckmii)

Odopmaenne nporpammbl — IOune JIuuaycre

Esikaanel ja tagakaanel —

Tundmatute india kunstnike t66d 17. sajandist, deccani

koolkonnast

f

Hind 50 kop.
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