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ESSAY ONE

The essays on A.Dargomyzhsky's opera The Stone Guest
are not quite usually named - "The Transfiguration of Don
Juan”, to understand the image of the protagonist. The
problem of semantic content and musical dramaturgy of
this experimental and absolutely brilliant phenomenon
of Russian musical theatre are addressed in the study.
Namely, an attempt was made to study Dargomyzhsky's
recitative opera following the primary source, the little
tragedy of the same name by A.Pushkin, in terms of the

We begin our essays on the dramaturgy of Dar-
gomyzhsky's opera The Stone Guest with the word
“transfiguration”, which, in Orthodoxy, denotes the
goal of human life — transfiguration or deification.
Alexey Osipov, Doctor of Theology, Professor of the
Moscow Theological Academy, Full Member of the
Russian Academy of Natural Sciences, says the fol-
lowing about the church feast of the Transfigura-

1. Cited from: Stepanoval.V. "It Was a Great Gift" / Let's Play
from the Beginning. Da Capa al Fine. 28.02.2013. https://
gazetaigraem.ru/article/11382 Date of access: 14.02.2023.
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“First, we must write for God, and then for the ladies”

’

A.Dargomyzhsky'

authors’ spiritual worldview. In this case, spirituality is un-
derstood not only as the richness of the inner world but
also as the faith-centric creativity characteristic of repre-
sentatives of Russian culture of the 19th century. The re-
search perspective reveals a lot of new information in a
seemingly familiar work.

Keywords: Transfiguration, Don Juan, The Stone Guest,
recitative opera, melodic recitative, musical dramaturgy,
A.Pushkin, A.Dargomyzhsky.

tion: “Transfiguration... This is the glory to which
every person is destined according to one’s desti-
ny, according to the very idea of the divine crea-
tion of man: 'You are all sons of God and daughters
of God’2. The Feast of the Transfiguration shows to
what light and greatness a person is destined by
one’s being”, and then he asks a question to which
he answers, “what must happen to a person in or-

2. John Chrysostom, Archbishop of Constantinople. Collection
of Works. 2" ed., St. Petersburg, 1902. V. 10. P. 378 (Epistle
to the Galatians 2:26).

der to be transfigured? It is the most important
question of human life: how is human transfigura-
tion achieved? It is achieved, of course, by living a
virtuous life...”3.

At this point, | will stop quoting and, before ap-
plying the words about the “virtuous life” to the im-
age of Don Juan, | will make a small digression. It
concerns “the confrontation between scientific and
theological approaches to understanding and the
explanation of what is happening”“. Without delving
into the history of the issue, | will only note the op-
era works of the 19th century in Russia, which were
created in the context of the spiritual worldview of
their authors — a worldview that was nourished and
supported by the Orthodox faith; however, it was
studied mainly in a different context. As is known, in
post-revolutionary Russia, the idea of faith-centric
culture was erased from official science, which thus
received the status of atheistic one. "Methodolog-
ically, it was expressed in the introduction of the
so-called ‘principle of exclusion of the transcenden-
tal’>. In the article “The Evil and the Good of the
20th Century (Historical Heresy)"”, Genrikh Gruzman
writes: “According to Lenin’s analytics and corre-
sponding terminology, there are two irreconcilable
movements in art: realism (socialist direction) and
mysticism (bourgeois direction). In this line of art
movements, mysticism is seen as having no rela-
tion to reality”®. Nevertheless, cultural monuments
of the 19th century, which testified that realism and
mysticism are not "“irreconcilable” but form a sin-
gle creative phenomenon, continued to be studied.

The definition of this unity, spiritual realism, was
created at the turn of the 21st century. As a direc-
tion of creativity, spiritual realism is associated with
the most pressing ideological questions about the
invisible causes of visible reality, about the "inter-
nal” and "external” person: “according to one of the
most important principles of Christian anthropolo-
gy, a human being has two hypostases — one facing
the earthly and the other facing the heavenly, tran-
scendental. The first is called the outer person, the

3. OsipovA.l. "On the Feast of the Transfiguration of the Lord.”
https://yandex.ru/video/preview/16285533639603820722
Date of access: 14.02.2023.

4.  BratusB.S. “"Psychology and Spiritual Experience” / Chris-
tian Psychology in the Context of a Scientific Worldview. Ed.
by B.Bratus. Moscow: Nikea, 2020. P. 438.

5. Ibid.

6.  GruzmanG.G. "The Evil and The Good of the 20* Century
(Historical Heresy)" / Topos Literary and Philosophical Journal,
29.06.2012. https://www.topos.ru/article/ontologicheskie-
progulki/zlo-i-blago- xx-go-veka-istoricheskaya-eres-0 Date
of access: 14.02.2023.

second — the inner person». Literary scholars were
among the first to use the term “spiritual realism” “as
an indication of the special nature of realism, gravitat-
ing toward Orthodoxy, of the 19th century writers"®.
Also, it is fair to talk about the “special character of
realism” of Russian musical theatre. Glinka, Dargo-
myzhsky, Mussorgsky, Tchaikovsky, following Pushkin,
Gogol, Dostoevsky, Chekhov, testified to the ongo-
ing tectonic shift of those who must be in harmony
with the layers of human life — external and inter-
nal. By all means possible for the opera genre, our
outstanding compatriots warned about the reason
for the current situation, which they saw as a viola-
tion of the root system of human personality — in
the devaluation of its divine component.

To date, sufficient evidence has accumulated
about the need to coordinate scientific research
with the “transcendental” content of the phenom-
ena being studied. Scientists from various research
fields — physicists, mathematicians, philosophers,
philologists, historians, musicians®, have spoken and
continue to talk about this. “What brought me into
theology was the controversy surrounding the Chris-
tian Trinity,” says one of the founders of astronautics,
physicist and mathematician, academician of the
Russian Academy of Sciences, B. Rauschenbach. “As
a person of science, the trinity was incomprehensi-
ble to me, | wanted to refute this seeming absurdi-
ty. However... the concept of the Trinity turned out
to be logically flawless. Thus, in thinking about the
Trinity, | was essentially doing maths” . Philosopher
A.Losev (in monasticism — Andronicus) states: “Di-
alectics is aimed at creating not just a philosophi-
cal system but an ‘absolute mythology’ that affirms
mystical life in the Church, the basis of which is the
communication of divine energies to man through
prayer and sacraments” ".

7.  Christian Thought: Sociology, Political Theology, Cultural
Studies. Volume V. St. Petersburg: Novoie i Staroie Publish-
ing house, 2005. P. 18

8. AlekseevA.A. "The Gospel Text and the Christian Type of
Spirituality in Russian Realism Literature” / Classical Litera-
ture and Religious Discourse (Problems of Axiology and Po-
etics). Issue 2. The Evolution of Forms of Artistic Conscious-
ness in Russian Literature. Ekaterinburg: Publishing house of
the Ural Federal Gorky Institute, 2007. Pp. 223-234.

9. A large number of statements about the unity of scientific
and religious views are collected in the book: Great People
Talk about Faith. Moscow: Volniy Strannik Publishing house
of the Pskov-Pechersky Monastery. P. 112.

10. Rauschenbach B.V. "Logic of the Trinity” / Questions of Phi-
losophy, 1993. Pp. 62-70.

11.  Ermishin O.T. Philosophy of Religion. Concepts of Religion in
Foreign and Russian Philosophy. Textbook. Moscow: PSTGU
Publishing House, 2009. P. 224.
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These are the words of scientists of the 20th cen-
tury who worked in the profession and led a rich
spiritual life in the conditions of official scientific
atheism. Today, there are no documented barriers
to research in accordance with the gospel meaning
of things, be they works of art or phenomena of the
physical world 2. The scientific-theological approach
has a reason to become the most important in the
development of Russian thought about man and
their achievements. “The Gospels have become the
basis of all Russian literature,” summarises Profes-
sor A. Uzhankov, the author of “the theory of liter-
ary formations” and presenter of the scientific and
educational lecture course Spiritual Foundations of
Russian Literature. “If geniuses think energetically,
why shouldn’t we, following them, think brilliant-
ly?" — Professor V. Medushevsky educates musi-
cians on the author’s “theory of the intonational
nature of music”, which is based on the concept of
synergy, that is, the interaction of divine and hu-
man will. The catechesis of musical theatre, which
marked the heyday of this art form in Russian cul-
ture of the 19th century, is discussed in this study,
which is part of the author's course of lectures: The
Gospel in the Monuments of Russian Opera: Glinka,
Dargomyzhsky, Mussorgsky, Tchaikovsky.

Explaining methodologically the return of faith-
centric scientific thinking, Doctor of Psychology,
Corresponding Member of the Russian Academy
of Education, Professor of Moscow State Universi-
ty, Boris Bratus writes: “The way out of the age-old
confrontation and division is now seen, firstly, in
the assumption of synchronicity of movement at
different levels of existence... Secondly, and this is
the main thing, in the assumption of the hierarchy
of these levels, where it is the mystical, theological
that determines the meaning and order of what is
happening” 3. According to this understanding of
the spiritual content in the system of science, the
essays about The Stone Guest offered to the read-
er are constructed. The theme of the hero’s trans-
figuration is considered as an organising one in the
literary and musical dramaturgy of Dargomyzhsky’s
opera, which is consistent with the attitude towards
the composer’s creative work. “Dargomyzhsky is in-

12.  On the current Constitution in comparison with Soviet laws
on religion, the first of which on the separation of church and
state was adopted in 1929, see: https://ru.wikibrief.org/wiki/
Soviet_anti-religious_legislation Date of access: 14.02.2023.

13. BratusB.S. "Psychology and Spiritual Experience” / Chris-
tian Psychology in the Context of a Scientific Worldview. Ed.
by B.Bratus. Moscow: Nikea, 2020. Pp.439-440.
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teresting for his attitude to faith, which we know
nothing about,” says researcher of the composer’s
work, Doctor of Art History, Professor Irina Stepano-
va, "in general, the question of the faith of the Rus-
sian classics of the 19th century is a giant blank spot
in our musicology. It is known that throughout al-
most his entire life, Dargomyzhsky gave singing les-
sons to professional and non-professional singers,
and that he was a great admirer of the ladies and
said: ‘No, friends, you need to write only for ladies'.
However, this phrase has never been quoted in its
entirety, and yet it sounds like this: ‘First, we must
write for God, and then for the ladies’. And this au-
thor's statement must be investigated.”

Act One
THOUGHTFUL DON JUAN

“He rebelled against the opinions of the world/
Alone, as before...”

M. Lermontov

Now, we return to the question of "what must
happen to a person in order to be transfigured?” .
We find the answer in the words of the main char-
acter, Don Juan: "... of debauchery / | had long been
an obedient student, / But from the time | saw you,
/ It seems to me that | have been completely re-
born. / Having loved you, | love virtue / and for the
first time | humbly bow my trembling knees before
it.” Alexander Pushkin absolutely accurately explains
the “virtuous life”, the goal of which is transfigura-
tion or “rebirth” and it is achieved by overcoming
passions through virtues". Let us note right away
that such understanding of the image of Don Juan
places the work of Pushkin and, after him, the op-
era of Dargomyzhsky outside the established Euro-
pean tradition of understanding the plot, in which

14. Stepanoval.V. "It Was a Great Gift" / Let's Play from the Be-
ginning. Da Capa al Fine. 28.02.2013. https://gazetaigraem.
ru/article/11382 Date of access: 14.02.2023.

15. Lermontov M.Y. Death of a Poet. Detailed lllustrated Com-
mentary. Moscow, Prospekt, 2023. P. 9.

16.  Osipov A.l. "On the Feast of the Transfiguration of the Lord.”
https://yandex.ru/video/preview/16285533639603820722
Date of access: 14.02.2023.

17.  This explanatory monologue of Don Juan is absent in the
text of the opera; however, the idea expressed is embod-
ied. A. Dargomyzhsky worked on the text of the tragedy ed-
ited by V.Zhukovsky. More about this: RuchevskayaE. A.,
Sukhova L. V., Goryachikh V. V., “Pushkin in Russian Opera.
The Stone Guest by Dargomyzhsky. The Golden Cockerel by
Rimsky-Korsakov.” Second edition, corrected and expand-
ed. St. Petersburg: Kompositor. 2012. | thank Y. Vasilyev, Ph.D.
and Associate Professor of the History of Music Department
of the Gnessin Russian Academy of Music, for indicating the
source.

the main character appears as an unrepentant vil-
lain (whose atrocities have a comic tone).

The modern reader knows different interpreta-
tions of the image of Don Juan, collected under one
“roof”, from the novel The Three Don Juans by G. Apol-
linaire ™, a Polish-French poet of the turn of the 20th
century. At one time, the direction of our work was
determined by the observations of A. Akhmatova, “the
best expert on Pushkin”, who treated the poet's per-
sonality and work “with care, insight, and depth” ™.
Akhmatova dedicated a special article to the small
tragedy The Stone Guest, where, in attention to the
poet’s diaries and letters, she expressed the idea of
the author’s interpretation of the plot®. Considering
the peculiarities of interpretation and the autobio-
graphical essence of changes in the image of Don
Juan, Anna Akhmatova quoted the poet: “Pushkin,
who just got married, writes to Pletnev: 'l... am hap-
py... This state is so new to me that it seems that
| have been reborn’ (XIV, 154-155)"2",

In correlation with the musical content of the op-
era, Anna Akhmatova's conclusion is confirmed and
clarified by the unexpectedly vivid unanimity of words
and music. In general, as already mentioned, Dar-
gomyzhsky follows the highlighted dramatic idea.
Turning to the "metaphysical language of Pushkin”,
we will outline the main states that accompany Don
Juan on the path of transfiguration??. In the second
act, it is happiness: "I am happy,” Don Juan exclaims,
“l am ready to sing, | am glad to embrace the whole
world!”. In the third act, it is love: "I am Don Juan,
and | love you!". “Happiness” and “love” testify to
the spiritual path that the hero goes through with
Donna Anna —it is she who accompanies Don Juan
in the second and third acts. In the first act, which
will be discussed in this essay, in addition to Donna
Anna, there are two other female characters — In-
eza and Laura. The desired definition on the path of
the hero’s “rebirth” is here taken from the main text
to the level of remarks. We are talking about the au-

18. I thank Ph.D. T. Maslovskaya for indicating the source.

19. Evaluation of the research activities of A. Akhmatova by
B. Tomashevsky. See: Vladimirova L. B. “To Anna Andreevna
Akhmatova — the Best Expert on Pushkin” / Clausura Liter-
ary and Publicistic Educational Journal. 08.03.21

20. Akhmatova A. A. “The Stone Guest by Pushkin” // About Push-
kin. Leningrad: Sovetskiy Pisatel, 1977.

21. Ibid. pp.89-109

22.  Onthe metaphysical language of A. Pushkin, see: Akhmato-
vaA.A. "Adolphe by Benjamin Constant in the Works of
Pushkin” / Pushkin: Annals of the Pushkin Commission / ed.
Y. Oksman; Academy of Sciences of the USSR. Institute of
Literature. Moscow; Leningrad: Publishing House Academy
of Sciences of the USSR, 1936-1941.5; V. 1

thor's reference to the memory of Ineza: “Don Juan
(thoughtfully)". It is known that the poet did not tol-
erate direct edification in the word, or an open mor-
alising tone; thus, a “remark” is exactly the thing that
can turn out to be a spotlight. What happens to the
hero in the first act and what does “thoughtfulness”
have to do with it?

In its entirety, what is happening to Don Juan is
explained by the patristic tradition, namely the idea of
certain stages of a person’s spiritual life. In the book
The Ladder of Paradise by St.John, abbot of Mount
Sinai, written in the mid-7th century and which is a
general Christian guide to the “virtuous life”, thirty
steps are listed. The highest of them is love. Howev-
er, in order to approach the heavenly ladder at all, let
alone step on it, it is necessary to meet the following
condition: “The spiritual life of someone who does
not have at least a little itching in his soul is impos-
sible: my inner world, my morals are not what they
should be, | am not satisfied with this state of mine.
And | see why: | do not treat people the way | should;
| commit actions that prick my conscience... A person
who does not feel that he is not the one he should
be (although he does not know exactly what, but he
feels)... this person is not capable of taking the path
of transfiguration.”

What a thought: “...who does not know exact-
ly what he should be but feels that he is not the
one...". "Feels...". Perhaps this is why Pushkin makes
Don Juan a poet, which we first learn from Leporel-
lo, who jokes that Don Juan's fantasy will complete
everything else after seeing Donna Anna’s “narrow
heel”; then Laura talks about this, saying the name
of the author of the songs she performed — Don
Juan; and, finally, the main character calls himself
“an improviser of a love song”?*. Why is this neces-
sary: to make Juan a poet? | remember the words of
M. Tsvetaeva: "What am | doing in the world? —I'm
listening to my soul”?>. That is, a poetic gift empha-
sises a person’s ability to "hear”, “think”, or “feel” that
something is not as it should be. Pushkin calls this
“something” — “fatigue” (sinfulness): “... there is a lot
of evil in a tired conscience,” says Don Juan in the

23. OsipovA.l. "“The Beginning and Stages of Spiritual Life.”
Part 1 MDA, 2010.10.04 https://www.youtube.com/watch?v=
14n-GarL6jc Date of access: 14.02.2023

24. Akhmatova A. A. “The Stone Guest by Pushkin” // About Push-
kin. Leningrad: Sovetskiy Pisatel, 1977. Pp. 89-109. Anna
Akhmatova points to the poetry of Don Juan as an autobi-
ographical trait of the hero in relation to the author of the
tragedy.

25. Tsvetaeva M.I.Unpublished. Notebooks. In 2 volumes.
V. 1.1913-1919. P. 87.
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small tragedy The Stone Guest...; "go to sleep, tired
soul,” says Ratmir in the words of N. Kukolnik, written
“in the spirit” of Pushkin, in M. Glinka’'s opera Ruslan
and Lyudmila; both love sensual pleasures; both are
poets; women manage to bring both of them out of
their "tired” state: Gorislava brings out Ratmir, Don-
na Anna brings out Don Juan; however...

Before stepping onto the ladder of virtues follow-
ing Donna Anna, Don Juan experiences a state that is
a necessary condition for the beginning of spiritual
life, that is, a state of search, reflection, a feeling that
something is not as it should be, a feeling of “fa-
tigue of conscience”, and, therefore, “thoughtfulness”.
| quote A. Osipov: “Do not be surprised that | repeat
and talk about this so much since people usually do
not pay attention to it. And this is precisely the be-
ginning». And we will not be surprised by the dram-
aturgy of the opera, in which half of the time (the
entire first act) is devoted to discovering "thought-
fulness” in Don Juan. This hero's state is associated
not only with the image of Donna Anna but also with
other female and male characters in the opera. If we
speak in the language of drama, it indicates the en-
tanglement of the action, including the musical one.

In music, Don Juan’s «thoughtfulness» is ex-
pressed by the birth of memorable melodies. It would
seem that there is nothing surprising: melody in the
conditions of a homophonic-harmonic musical style
is a natural phenomenon. However, in an opera as
unusual in musical form and content as The Stone
Guest, melodization is perhaps the most striking
idea of musical dramaturgy. What is this connect-
ed with? Let us make another brief digression, this
time related not to the methods of studying opera
but to the peculiarities of its composition.

Having rejected the stereotypes of the opera
genre with the established number structure of the
musical action, a libretto text specially compiled for
each number, a complete musical form and content
(affect) and so on, the composer was faced with the
need to re-shape the musical space and the logic of
musical expressiveness. This led Dargomyzhsky to
such a creative solution as "melodic recitative” . If
we look for parallels in the history of opera, we can
recall the so-called accompanied recitatives (recita-
tivo accompaniato), which were called upon to show
a doubting hero, uncharacteristic in baroque aes-
thetics; that is, a state in which it is impossible to

26. Dargomyzhsky A.S. Selected letters. Vol. 1 / The introduc-
tory article and edited by prof. M. Pekelis. Moscow: Muzgiz,
1952. P. 76.
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stop at an aria of a certain affect. As is known, the
number of accompanied recitatives was strictly lim-
ited; they were the exception rather than the rule?.

The creative search of Dargomyzhsky also turned
out to be connected with the instability of the char-
acters of opera heroes. In Russian music, M. Glinka
was the first to encounter the changeable content
of an image. Already in his second opera Ruslan and
Lyudmila and most of all in the symphonic overtures
to N.Kukolnik's tragedy Prince Kholmsky?®, Mikhail
Glinka was interested in the changing, that is, in mo-
tion, spiritual life of a person. Following the authors
of the literary primary source of his works — Push-
kin and Kukolnik, he proposed different trajectories
of movement towards the ladder of virtues: ascend-
ing — in the image of Ratmir; a variable one with a
starting, ending and culminating point at the top —
in the image of Ruslan; descending but including
repentance in the finale —in the image of Prince
Kholmsky %°.

The attention to the variability of the “inner man”
discovered by Glinka determines the creative quest
of Russian composers of subsequent generations.
Spiritual truth sounds differently for each of them.
M. Mussorgsky's “Solon'’s truth” consists of the char-
acters of the heroes, each of whom, without excep-
tion, finds himself at the mercy of “gossip”, that is,
the replacement of good with evil3°. P. Tchaikovsky's
“Fate” is in the terrible predominance of the “outer
man” over the “inner man”. By getting confused in
definitions and, as a result, not fighting the evil with-
in oneself, a person irretrievably loses life — this is
how the reality of time is seen in the works of Rus-
sian composers, Glinka's followers.

On the path outlined by the teacher and another
one, Alexander Dargomyzhsky proposed his solution,
which allowed his statement to achieve the necessary
expressiveness and become a professional guide for
future generations: “I'm trying something unprece-

27. LutskerP.V., Susidko|.P., ltalian Opera of the 18 Century.
In 2 Parts, Part 2 "The Age of Metastasio”. Moscow, 2004.
P. 768.

28. On catechesis of the opera genre in the works of M. Glin-
ka, see: Pavlova S. A. “The Gospel in the Monuments of Rus-
sian Opera: M. Glinka, Ruslan and Lyudmila." St. Petersburg.
Abstracts of the conference for the 100t anniversary of the
birth of E. Ruchevskaya, St. Petersburg, Publishing House of
St. Petersburg State Rimsky-Korsakov Conservatory, 2022.

29. Ibid

30. PavlovaS.A. “The Truth in M. Mussorgsky's Operas: Critical
Realism or Missionaryism?” / Research Article, 2020. Manu-
script, 0.9; “The ‘Crackling’ and ‘Real’ Truth in M. Mussorg-
sky's Tragic Operas Boris Godunov and Khovanshchina.” Re-
search Article, 2020. Manuscript, 1.5

dented: I'm writing music for the scenes of The Stone
Guest as they are, without changing a single word.
| want the sound to directly express the word..."®'. The
result of “something unprecedented” was the “me-
lodic recitative” so called by the composer himself; it
allows one to follow the change in the spiritual state
of the hero without conventions, instantly respond-
ing to his every emotion, to every thought. How is
this achieved through musical means? Returning to
the question of musical dramaturgy, let us look care-
fully at the melodic-recitative “canvas” of the opera.

“We all know well how speech differs from sing-
ing; however, we are less aware of the borderline,
transitional forms that are closer to one or the oth-
er. Declamation (from the Latin declamatio), an ex-
ercise in oratorical pronunciation, implies a certain
musicality of speech, mastery of sounds of various
pitches.”32 Dargomyzhsky was fond of the principle
of musical speech, which, due to the special seman-
tic content in certain places of the poetic source,
became melodic speech — a melody. Let us repeat
that melodization in The Stone Guest is directly re-
lated to dramaturgy, that is, to the “thoughtfulness”
of the hero in the first act, and then to the develop-
ment of the image in the following acts. The more
Don Juan “wonders"” in the direction of “virtuous life”,
the more melodious the recitative sounds, leading
to expressive, memorable melodic cues. These are
precisely the cues — short-term flashes that illumi-
nate the space of the recitative opera. In the first act,
they can be counted; in the second and third, it is
more difficult to do this due to the increase in me-
lodic density of the musical fabric, which, in musical
language, indicates the transfiguration of the hero.

Each of the melodic cues has the potential of an
aria; thus, we will talk about them as musical themes
(this definition will be corrected in the next essay).
In each theme, the states necessary for the author
are filled with intonation, supported by harmony
and form. As for the form, in the continuous musical
movement of The Stone Guest, most of the themes
are given a form of a free sequence; it allows one to
focus on one thought —that is, to “wonder”, and, at
the same time, allows the possibility of improvisa-
tion. As for intonation and harmony, they are born
at the intersection of mode tonal inclinations — dia-
tonic and chromatic. The correlation between the ex-

31. Dargomyzhsky A.S. Letter to L. Karmalina Dated July 17,
1866. / Selected letters. Moscow, Muzgiz, 1952. P. 65.

32. Rytsareva M.G. “Musical Recitation” / Article in the Musical
Encyclopedia. Moscow, 1976.

pressive components of musical images truly shows
the changeability of the characters’ spiritual life, the
interdependence of the characters, the responsibili-
ty to each other and, what is very important, the re-
sponsibility in the face of the same highest principle
for all. What is this highest principle?

The Theme of “Joyful Stability of Being”

Let us make the assumption that all musical imag-
es of the opera grow from a general musical and se-
mantic idea. How else can we interpret the reliance
on descending thirds, spaced apart by an ascending
second and harmonised diatonically if not as a gener-
al thematic idea? It seems possible to transfer V. Me-
dushevsky's definition to the designated musical and
semantic formula and call this the theme of “joyful
stability of being”. The musicologist speaks about the
“joyful stability of being” in connection with the ten-
dency towards tonality, that is, tonal thinking, which,
according to Viyacheslav Medushevsky, is a sign of faith-
centric creativity  for composers of the 20th century.
In the case of Dargomyzhsky, the composer of the 19th
century who initially wrote in the major-minor tonal
system, the source of the musical “stability of being”
turns out to be... the sound of bell ringing.

This idea was brought to us by the identity of the
melodic idea common to all the heroes of the opera
The Stone Guest with the theme of the work Blagovest
by modern composer Alexandra Pakhmutova, who
managed to combine the ringing of all the bell towers
of the city of Ples with a symphony orchestra in the
performance of her composition 34! How? The theme
of Blagovest is nothing more than the descending
melodic thirds we have already mentioned, spaced
from each other by an ascending second in diaton-
ic harmonisation. It is precisely this setting that is
characteristic of the type of “good news" bells, which
received the same name as the Gospel?®. Gospel is
translated as «good news». The good in Orthodoxy

33. V.Medushevsky calls a pronounced sense of tonality, as a
system with a tendency towards the stable function of tonic,
"joyful stability of being”. Cited from: Medushevsky V. V. "The
Prophetic Beginning in Music: Creative Work of Prokofiev.”
Speach at Christmas readings, Music section. Moscow State
University, January 26, 2017. https://www.musnotes.com/v-
v-medushevsky/Medushevsky4/ Date of access: 14.02.2023.

34. Pakhmutova A. N.Blagovest / Concert by the Volga. Dedica-
tion to the Russian Province» —Russia 1. 17.06.2023. https://
smotrim.ru/video/2634315 Date of access: 17.06.2023

35. For more information about tuning bells and the musical
features of bell ringing in general, see: Gorkina A. N. "Musi-
cal Organisation of Traditional Bell Ringing”, Ph.D. disserta-
tion: 17.00.02. Moscow, 2003. P. 156
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is God. In church life, the ringing of church bells calls
the congregation to worship, reminding them of the
need to "fulfil the Gospel”3®.

In the stage space of the opera The Stone Guest,
the bell ringing, which forms the basis of the theme
of “joyful stability of being”, turns out to be the
spiritual reality toward which the opera characters
are oriented and with which their musically expressed
actions and thoughts are correlated. The birth of
melodic cues of all characters in correlation with
this musical and semantic formula allows us to de-
termine by ear which of the characters and to what
extent “...are itching in the soul...".

In its pure form, the idea of “joyful stability of
being” is characteristic only of Donna Anna, whose
appearance in the first act outlines the future, as
theology says, “symphony” or “synergy” ¥, that is, a
meeting of mutually directed energies that is saving
for a person: one’s own will and divine grace (Anna
means good). The sequential idea and diatonic in-
clination in Donna Anna'’s theme are complement-
ed by a genre of church origin — chorale. There are
two main versions of the heroine’s theme: instru-
mental and vocal.

The instrumental version precedes the Monk's
cue: "Oh, here she is...". Slow chord inversions of tri-
ads with descending thirds in the upper voice "e-cis
/ fis-d” begin a harmonic movement towards a full
turn in A-dur [Example 1]. The theme finds its me-
lodic version in the words of the Monk: “Now Donna
Anna must arrive...". Here two thirds are placed at
the beginning and end of the sequence. They pass
at the height “g-e... /... a-f” and, taking into account
the harmony in the instrumental part, can be con-
sidered as the beginning of an expanded full turn
in C-dur [Example 2].

Thus, the theme of “joyful stability of being” is
based on a pair of thirds, corresponding to the melody
of bell ringing and harmonised as the beginning of a
complete harmonic turn (T-S-D-T). This musical idea
is recognizable in the characteristics of each character
to varying degrees. The table shows the conventional

36. The "fulfilment of the Gospel” is often spoken of in liturgi-
cal hymnography, that is, in hymns to the saints. “Fulfilling
the gospel” means living life like Christ.

37.  V.Medushevsky explains the content of works of musical art,
the quality and structure of musical matter by synergy. See:
Medushevsky V. V. “Creation of the Unprecedented.” https://
www.musnotes.com/v-v-medushevsky/Sotvoreniye/ Date of
access: 14.02.2023.

BersenevaT.P. “Category of Synergy in the Theological Tra-
dition” / Omsk Scientific Bulletin No. 4 (111). Omsk. 2012.
Pp. 116-119.
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names of the musical themes that we identified in the
“melodic recitative” of the first act [Table I]. We will
conditionally call the segments of continuous action
associated with each of the three heroines — Ineza,
Donna Anna, Laura, “scenes” and consider the high-
lighted themes in relation to each other and in their
relation to the organising musical idea.

We should note that in most themes, the bear-
ing diatonic thirds of the “joyful stability of being”
are placed in conditions of expanding major-minor
chromatic reality. This kind of violation of the gos-
pel involves not only the main character, whose im-
age is somehow related to every character and every
topic. An important role in the fate of Don Juan him-
self and the fairer sex, by whom he is surrounded, is
played by male characters. It should be noted that
each female person is given an accompanying per-
son by the author of the tragedy and after him by
the composer. The first of them is Ineza’s husband,
whose name the author does not state, being con-
tent with the definition of “a harsh scoundrel”. The
second one is Donna Anna’s husband, killed by Don
Juan; he is presented not only by name (Don Alvar
de Solva) but, above all, in accordance with his offi-
cial position in the knightly order —the Command-
er. The third one is Laura’s passionate admirer, the
Commander's brother, Don Carlos. The main charac-
ter's relationships with all the listed “male and female”
persons become the reason for his “thoughtfulness”
and influence the “rebirth” of Don Juan.

Memories about Ineza Scene

In the continuous flow of the musical action,
Dargomyzhsky highlights the scene of memories
about Ineza, which Pushkin noted with a special re-
mark “thoughtfully”, with a certain form and even
genre — a nocturne, close to a triple part, with its
characteristic rich instrumental part. It is in the in-
strumental part that Ineza’s musical themes are
formalised. Considering the speechlessness of the
heroine, who had departed to another world by
the time Don Juan remembered her, this solution
is the most truthful; it accurately reflects the dra-
matic situation and gives special expressiveness to
the “scene”. In addition, turning to a genre aimed
more at contemplation than at the effective mani-
festation of feelings, the composer emphasises the
hero's state of “thoughtfulness”.

What is Don Juan thinking about? About love
and beauty, about life and time. The lines contain-

FIRST ACT

FIRST SCENE

Scene: Memories about Ineza
The theme of Don Juan’s return
Instrumental theme at the beginning of

the first scene

The theme of comparison with the
"beauties there”

Vocal-instrumental theme on

Don Juan's words "the last Andalusian

peasant woman..."

Ineza's theme (nocturne)

Instrumental theme in the first part (dur-
ing Don Juan’s words: “Poor Ineza! She’s
gonel!...") and in the reprise of the noc-
turne (during Don Juan’s words: “I've

never seen such a look... ")

The theme of Don Juan’s love
Vocal theme on Don Juan’s words: “/
found wonderful pleasantness in her sad

gaze.."

Ineza’s iliness theme

Instrumental theme in the middle part
(during Don Juan’s words: “In July. At
night. Wonderful pleasantness...") and
in the reprise of the nocturne (dur-

P

ing Don Juan’s words: “.. like a sick
woman” and “her husband was a harsh

scoundrel")

Table 1

Scene: Donna Anna's appearance
The theme of one who is coming to-

wards (chorale)
Instrumental theme after Leporello's

words: "Who is coming to us..."

The theme of Don Juan's walk
Instrumental theme (during Leporello's

words: "We're having a walk here")

Donna Anna's theme (chorale) or “joy-
ful stability of being"

Vocal theme on Monk's words: “Donna
Anna should arrive now”; Instrumental
theme during Monk's words: “Oh, and

here she is.."

The theme of Monk’s evaluation of
Don Juan
Vocal theme on Monk’s words: “Disso-

lute, unscrupulous, godless Don Juan..”

The theme of “rumours/lies” about
Don Juan
Instrumental theme (during Don Juan's

words: “Why, why are you lying..")

The theme of Don Juan'’s return
Instrumental theme at the end of the

first scene

SECOND SCENE

Scene: Date with Laura
Laura's Theme (dance)
Instrumental theme at the beginning of

the second scene

Laura’s songs based on Don Juan'’s po-
ems
“Grenada is dressed in fog.., "I am here,

Inezilla”

The theme of Don Carlos’s edifications
Vocal-instrumental theme on Don Carlos's
words: “There are still six years around

"

you...

The theme of “lies/rumours” about Don
Juan

It breaks down into two themes:

- date theme

Vocal theme on Laura’s words “Come,
open the balcony..”;

Instrumental theme in the finale

- theme of Don Carlos
Vocal-instrumental theme on Don Car-
los's words “I am Don Carlos!”;

Instrumental theme in the finale

The theme of Don Juan’s loneliness
Instrumental theme after Laura’s words

“But it’s not his fault..”

The theme of one who is coming to-
wards (chorale)
Instrumental theme in the finale with the

thematic idea of “joyful stability of being”

ing these words are poetically highlighted by mu-
sical cadences, in which the melodic intonation of
the tritone and the harmonic stop at the interrupt-
ed turn are remembered at a distance: “There is no

non

life in them! Everyone is wax dolls...”, “"How much
| loved her!”, “It seems you didn’t find her beauti-
ful...”, "l found out too late...". In the scene Mem-
ories about Ineza, each concept is supplemented

with new meaning.

Let us start with the hero’s usual attention to fe-
male beauty. As evidenced by the dialogue with the
Monk in the scene of Donna Anna’s appearance,
beauty for Don Juan is an external phenomenon.
Only after receiving assurances from the Monk that
“even a saint cannot help but recognize her won-
derful beauty”, Don Juan expresses a desire to talk
with Donna Anna— "l would like to talk to her”. At-
tention to such a transitory quality as external beau-
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ty, the inconstancy of which is pointed out to Laura
by Don Carlos — “How long will you be young —
five or six years”, reveals Don Juan to be a seeker
of "pleasures”. However, he does not hide it, unlike
Don Carlos, who combines a dishonest date with a
decent moral lesson...

With such a superficial attitude towards beauty,
what could have interested Don Juan in “Ineza the
Black-Eyed” if there was so little beauty in her that
even Leporello “did not find her beautiful”?

The Spanish grandee turns out to be more sensi-
tive than his servant; he highlights not only the black
colour of the eyes but the “truly beautiful look” of
his beloved: "And really. There was little truly beau-
tiful in her. Eyes, just eyes, and a look. | had never
seen such a look before...". A special attitude to-
wards the look indicates a shift in attention from
the physical to the spiritual content of beauty: “vi-
sion belongs to a common category of spiritual im-
ages, apparently due to its connection with light” 3.
Next to Ineza (Ineza, Inessa — translated as pure, im-
maculate), Don Juan "although he didn't know for
sure yet, he just felt” attention to spiritual beauty as
close as to physical beauty. Moreover, Ineza’s "tru-
ly beautiful” look transformed her external flaws —
“sad look”, “deadly pale lips”, “a quiet voice, like an
ill person’s”. Don Juan says: “Wonderful pleasant-
ness | found in her sad gaze and deadly pale lips.
It is strange». The “true beauty” of the look, com-
bined with the “little beautiful” appearance, seems
strange to him.

Ineza's beauty, which no external features can
interfere with, is evidenced by the musical and po-
etic solution of the middle part of the nocturne of
memories. Reinforced by the genre nature of the
romance, the title poetic line "Wonderful pleasant-
ness | found...” brings to mind the masterpiece of
love poetry by Pushkin and Glinka, associated with
the glorification of the “genius of pure beauty”. The
state in which the hero is presented is the "awaken-
ing of the soul”; it has come to him: “The awaken-
ing of the soul has come! And then you appeared
again...". The sensitive ear of researcher Y. Vasily-
ev caught a relationship with the Waltz-Fantasy of
Glinka and the "“Tatyana Sequence” of Tchaikovsky
in the melody "Wonderful pleasantness | found...".
These musical associations have an alarming conno-

38. Ryken L., Wilhoit D., Longman T., Dictionary of Biblical Im-
ages: Eyes, Eye, Vision / St. Petersburg: Bible for Everyone,
2005 (GUP Tip. Nauka). P. 1423.

39. Y.Vasiliev. Review of the article “The Transfiguration of Don
Juan..." by S.Pavlova. 09.09.2023. Manuscript. 0.7.
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tation, which is understandable in the scene Memo-
ries about Ineza: the beloved with whom the hero’s
“awakening of the soul” is connected was no longer
alive#°. The musical and poetic theme of the mid-
dle part of the memoirs can be called the theme of
Don Juan'’s love despite the limitation in the form
of the word “pleasantness”.

The theme of love does not appear immediately.
The hero listens for a long time to the instrumen-
tal sequence of chromatically inlaid nocturne thirds:
the wavering intonations seem to reveal the image
of Ineza in his memory (see Example 5). Only then
melodic intonation is born, slowly covering the ro-
mance sixth [Example 3]. The soulfulness of the ro-
mance so softens the instrumental part that it makes
one doubt whether the chromatic element belongs
specifically to Don Juan (which would be logical for
the seemingly negative role of the main character).
It is not admiration of chromatic inlay but warm hu-
man intonation that characterises his attitude to-
wards his beloved! Here, the definition of “merciful”
(Juan in translation is merciful) is more applicable
to the image of Don Juan versus the opinion “de-
praved”, proclaimed about him more than once in
the first act.

It would be wrong to even speculate about Don
Juan’s love in connection with this topic if the hero
himself did not think about the content of this
most important phenomenon. The middle part of
the nocturne with the revelation described above
arises in response to the question that the hero
asks himself: “How | loved her!”. The poetic line
contains an exclamation mark. In the music, there
is a question, expressed by an interrupted cadence
and a hidden tritone in Don Juan’s part [see. Ex-
ample 4]. There is really something to think about.
How did Don Juan love Ineza that she had been
killed by her husband?

In the song "l am here, Inezilla”, once composed
by the hero himself and performed by Laura in the
second scene of the first act, Don Juan quite clearly
answers the question posed. The beginning of the
love improvisation with the last letter of the Rus-
sian alphabet (s means / in English) is significant.

40. The similarity of the theme I found a wonderful pleasure”
with the Waltz-Fantasy also leads to the finale of M. Glin-
ka's opera Ruslan and Lyudmila, namely, to the melody of
the choir “Ah, Lyudmila, no grave, the dear princess, must
take you". On the semantic intersections in the music of the
choir from the opera Ruslan and Lyudmila and the theme of
the Waltz-Fantasy, see: Alkon E. M. “Scherzo (Waltz-Fantasy)
as a Mirror of Time: on the Way to Understanding Glinka" /
Music and Time. 2012. No. 2. Pp. 11-13.

The hero sings mainly about himself: “I'm here, In-
esilla... filled with courage, wrapped in a cloak, with
a guitar and a sword, I'm here under the window...
With a guitar, I'll wake you up... With a sword, I'll
put down... I'm here, Inezilla”. This song from the
past, with a proud emphasis on the second beat of
a three-beat metre, does not quite fit into the cur-
rent, especially clearly indicated by the composer in
the middle part of the nocturne, romance state of
the hero — “"thoughtful”. How can a person whose
beloved has died be called loving, merciful, and sin-
cere? Why was “a guitar and a sword” not enough
this time?

Because the understanding of love turned out
to be insufficient! The gospel meaning, preached
in Russian opera by Glinka, consisted in the under-
standing of love as the salvation of a loved one,
even to the point of being ready to give one’s life*'.
Laura’s song “I'm here, Inezilla” speaks, on the con-
trary, about the hero’s self-attention, which did not
allow him not only to notice the beginning of his
own transfiguration but, most importantly, to save
his beloved. From whom did she have to be saved
if not from Don Juan himself? The composer, fol-
lowing the poet, places responsibility for the ruined
life of Inezilla not only on the main character. It is
indicated by the music, namely the two instrumen-
tal themes of the nocturne. It is as if Ineza comes
to life in them and wordlessly “tells” about her fate.

The heroine’'s musical confession begins in the
instrumental part of the nocturne during Don Juan'’s
words “Poor Ineza! She is already gone!”. The dia-
tonic melody of the theme is associated with the
bell “stability of being”: it is based on the memora-
ble diatonic figuration of a quarto with a descend-
ing third. Formed by sequential repetition with a
step to an ascending second, two thirds: “e-d-c... /
f-e-d...” functionally correspond to a plagal turn, no
matter in what key we consider this fragment: C-dur
or a-moll. The harmonic bass “gis” in combination
with the described melodic figurations forms a dis-
sonant harmony: whole tone on the words "Poor
Ineza!” and reduced on the words “She is already
gone!”. The parade of unstable consonances of the
first theme ends with a cadence highlighting the he-
ro's already familiar appeal to himself, "How I loved
her!” [Example 4].

41. PavlovaS.A. "The Gospel in the Monuments of Russian Op-
era: M. Glinka, Ruslan and Lyudmila.” St. Petersburg. Abstracts
of the conference for the 100 anniversary of the birth of
E.Ruchevskaya, St. Petersburg, Publishing House of St. Pe-
tersburg State Rimsky-Korsakov Conservatory, 2022.

The second instrumental theme is presented in
the middle part of the nocturne. It is against this
background that the romance revelation of Don Juan
is born. It also consists of a pair of thirds; howev-
er, they are connected not by an ascending but by
a descending second step; they are not filled with
diatonic intervals in the tonality but are inlaid with
chromatics [Example 5]. Let us repeat that the most
convenient reason for the distortion of diatonics in
Ineza's second theme and intonation could be the
participation of Don Juan: however, if it was not for
the direct indication of the "author” of chromati-
cisms in the reprise of memories. The beginning of
the reprise, that is, the return of the first instrumen-
tal theme of the nocturne, is highlighted by the po-
etic line "I have never seen such a look”.

The reprise of the nocturne is dynamized by the
transformations of melodic thirds on the words “and
her voice was quiet and weak like an ill person’s”.
Here the first diatonic theme seems to be turned
inside out and turns into the second — chromat-
ic, known to us from the middle part of the noc-
turne. It occurs when increasingly larger intervals
are gradually included in the melody. As a result,
the movement from the initial third “ais-g-fis-lais”
reaches the seventh “e-g-fis-le” and stops at the
octave “fis-fis”, emphasising the words “like an
ill person’s”. At this moment, the theme receives
not only octave doubling but the chromatic “face”
"fis-f-e-es-d” [Example 6]. It is now clear that the
second theme of the memories is mainly related
to Ineza's illness. It marks the culmination of the
reprise and, therefore, of the entire nocturne of
memories.

Having just sounded in a high register on the
words “like an ill person’s”, the theme of Ineza's
illness is repeated in the bass with the words “and
her husband was a harsh scoundrel”. Now, the or-
igin of chromaticism in this topic is clear. Dargo-
myzhsky, following Pushkin, places responsibility for
the ruined life of Inezilla not so much on the pro-
tagonist but on Inezilla's husband who treated his
wife during her lifetime in such a way that her lips
were “deadly pale”, her gaze was "sad”, her voice
was “quiet and weak like an ill patient’s». Such vio-
lations of Ineza’s "true beauty” were noted by Don
Juan as “strange”; however, in idle admiration of
“pleasures” they were not comprehended with due
attention. Don Juan understands this only now, when
“she is no longer there” and comes to a disappoint-
ing conclusion: “I found out too late” [Example 7].
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Don Juan's awareness of his responsibility, which
consisted in the fact that he missed the time to
save the person who had directed him on the path
of salvation, is very important for the dramatur-
gy of the protagonist's image. Despite the signif-
icant emphasis of the authors of The Stone Guest
on the image of Ineza’s husband, the hero himself
does not absolve himself of guilt: “I found out too
late”! In the next two acts of the opera, Don Juan
will find himself in a similar situation of choosing
between the usual trivial promises with which he
nourished Ineza — "if the old one wakes up, | will
put him to death with a sword”, and decisive actions
to save his beloved. In the case of “poor Ineza”,
“the old one” woke up. Don Juan was not nearby
with the sword. The "harsh scoundrel” punished
his unfaithful wife with death. Pushkin punished
Don Juan with “thoughtfulness”. Dargomyzhsky
expressed «thoughtfulness» in music.

It seems important that the protagonist's
“thoughtfulness” is a quality that is not acquired
during the act but is inherent in him from the very
beginning. It is an absolute condition for interest in
the character on the part of the authors of the work.
The poet and the composer do not show Don Juan
in all the power of the notorious “atheism”; they do
not realise the picture of evil in the work. Although
such a tendency existed in European romantic op-
era and, over time, penetrated into some works of
Russian musical theatre2. It is not important in The
Stone Guest. Pushkin and Dargomyzhsky show the
hero truthfully; however, from the very first steps, he
is set on the path of “rebirth”. In the well-known Eu-
ropean story about Don Juan, the authors’ evangel-
ical thinking noted precisely this saving opportunity
for a person significant for a faith-centric worldview.

Strictly following the dramaturgy of the poet-
ic source, Dargomyzhsky opens the first act, and,
therefore, the entire opera with Don Juan’s story
about exile from which the hero has just, literally
before our eyes, returned. It turns out, the feeling
that “something is not as it should be" gripped the
hero even in exile; already there, Don Juan could
not be the same since, in “the beauties there”, he
was looking for what he had found in Ineza — "truly
beautiful» spiritual beauty. The music of the story of
exile also leads to the image of Ineza. Here, for the

42. Inthe history of opera, there are such works, including in Rus-
sian music, where entire acts were devoted to the descrip-
tion of charms, beauties and charmers. For example, Mlada
by N.Rimsky-Korsakov, The Fiery Angel by S.Prokofiev, etc.
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first time, an expressive melodic third is born in the
part of Don Juan, foreshadowing the theme of “joy-
ful stability of being” as the main binding idea of
the musical action [Example 8]. This happens when
the “last Andalusian peasant woman” is mentioned,
in whose image Inezilla is guessed (as Akhmato-
va* writes, on the basis of drafts of the tragedy).
In the first instrumental theme of memories, both
the pitch “e-d-c” and the tonality of this vocal rev-
elation in C major/a minor is preserved.

Let us pay attention to the “metaphysics of po-
etic language”, that is, to the words with which
“godless” Don Juan expresses what happened to
him in exile. Comparing the "beauties there” with
the "last Andalusian peasant woman”, the hero ex-
claims: “Thank God! | soon realised —/ | saw that
it was a sin to deal with them —/ There is no life
in them, they are all wax dolls”. Correlating the plot
of Pushkin’s little tragedy with the work of J. G. By-
ron, Akhmatova calls England the place of exile:
“What a land! And the sky? Just like smoke»*4. The
seriousness of Don Juan's conclusion makes us
think about a more «transcendental» dimension
of events. What kind of exile is this in which the
meaning of life is revealed to a person: in its ex-
ternal manifestation alone, “all are wax dolls”, it is
assessed by the hero as sin as well as the absence
of life — “there is no life in them"?! In music, Don
Juan’s conclusion is highlighted by a memorable
interrupted turn and a tritone in the melody [Ex-
ample 9], anticipating similar solutions of cadences
in a three-part nocturne of memories. It becomes
clear that the hero’s life seems to be reassembled
around his thoughts about love and the death of
his beloved.

Thus, in the scene of memories about Ineza, the
hero "thinks” about the meaning of beauty, the
meaning of love, the meaning of life... and death,
which concerns not only men fighting with swords
but also pure and immaculate women. “Death —
rough, cruel, ugly, which he witnessed — brought
him face to face with the eternal, absolute values
that he carried within himself but which were al-
ways asleep in him, inactive, untouched...”*. Don
Juan talks about “sin” which he correctly defines as
“the absence of life"... Thus begins the hero's re-
turn to the places from which he was expelled —

43. AkhmatovaA. A. "The Stone Guest by Pushkin” // About Push-
kin. Leningrad: Sovetskiy Pisatel, 1977.

44. Ibid.

45. Anthony of Sourozh, Metropolitan. Proceedings. 2002.
P. 1080.

the Gospel or Madrid, whichever level of content is
more to your liking.

Scene: Donna Anna’s Appearance

We talked about the chorale theme of Donna
Anna as the bearer of the idea of “joyful stability of
being” at the very beginning of the essay [see Ex-
ample 1 and Example 2]. Let us tell about the top-
ics related to Don Juan. The main character, for a
known reason, hides his name. His question “Donna
Anna de Solva? Really? The wife of the command-
er who was killed by whom | don’t remember?.."
is immediately continued by the Monk, who not
only names the killer but gives a moral assess-
ment of the hero standing in front of him: “a de-
praved, unscrupulous, godless Don Juan”. Don Juan
hears his name not from himself but from others.
However, his name is supplemented with a neg-
ative assessment, which, as will be revealed later,
turns out to be unexpected for the hero. How is
the musical theme of the Monk’s assessment of
Don Juan composed?

Even with such intense content of the poetic
text, the melodization of the Monk’s recitative part
is based on the diatonic descending thirds known
to us. They follow after a pause, one after the other,
marking each step of the free sequence ascending
by a second. The violation of diatonicity occurs due
to the harmonic appearance of d-minor, which re-
moves the ascending repetition of thirds from dia-
tonic calm and gives the hidden forward movement
of the upper voice the character of whole-tone pen-
tameter "f-g-a-h-cis”. Whole tone is revealed with
the last step of the sequence, which marks the me-
lodic peak “cis” just at the moment of pronouncing
the name of Don Juan. [Example 10].

The theme of the Monk’s assessment of Don
Juan makes a strong musical impression. It is not
only connected with the theme of “stability of be-
ing” but also connects other ideas that are found
in the hero's part separately from each other. For
example, the ascending direction of a melodic
line. It is memorable from the very beginning of
the act, when the hidden vocalisation "a-b-c-d-
es-f” confirms the hero’s determination to return
to Madrid: “If only | didn't meet the king himself
/ but, by the way, I'm not afraid of anyone in Ma-
drid!” [Example 11]. In this and other similar cas-
es, the rise of intonation testifies to the hero’s
determination.

Don Juan is also accompanied by a musically ex-
pressive idea, which a listener familiar with the mu-
sic of the opera The Stone Guest usually associates
with the characteristics of the otherworldly image
of the Commander. It turns out that increased and
decreased consonances are common in Don Juan's
part. For example, the application of augmented
triad and diminished triad sounds in the theme of
"Poor Ineza”, already known to us, which is the ba-
sis of the nocturne of memories [see. Example 5];
augmented triad can be heard in the name of Don
Juan in Laura’s address to the hero who climbed
onto her balcony [Example 12]. Also, this sound high-
lights other moments of tension in the action with
the participation of the main character.

Collected together in the theme of evaluation of
Don Juan, musical ideas would seem to give spe-
cial weight to the Monk’s statement“. However,
it does not prevent the main character from disa-
greeing with the ideas of others. Please note that
only the accompanying characters call Don Juan
“depraved, unscrupulous, godless”. In the first act,
it is the Monk and Leporello; then Don Carlos and
Laura. The hero himself not only “thinks” but pro-
tests against such “rumours” about himself. When
Leporello, who “deliberately” joined the Monk’s
opinion, concludes: "All these libertines should be
put into one bag, and into the water...”, Don Juan
exclaims: "Why, why are you lying?”. His indigna-
tion is accompanied by an instrumental sequence,
which we, focusing on the hero’s words, call the
theme of “lies” or, as Leporello says, “rumours”
about Don Juan¥’.

The musical content of the theme of “lies/ru-
mours” about Don Juan allows us to recognize the
main spreaders and even suggest the reason for the
occurrence of the “rumour”. It is not without reason
that this theme, as well as the theme of the Monk’s
assessment of Don Juan, contains musical ideas that
point not only to the main character. The theme of
“lies/rumours” about Don Juan consists of two com-
ponents [Example 13]. On the one hand, these are
melodic descending triads, repeated with a sequence

46. At the melodic peak of the theme —the “cis” sound, on the
way to a full functional turn to d-minor, there is a stop at
the dominant, which requires resolution. Thus, the affirma-
tive sound of the poetic text — “dissolute, unscrupulous,
godless Don Juan”, acquires an interrogative meaning and
awaits confirmation or refutation

47. "Lies"—the meaning of the word “rumour” in the Complete
Church Slavonic Dictionary by archpriest G. Dyachenko: Dy-
achenko G., archpriest. Complete Church Slavonic Diction-
ary. Moscow: Otchiy Dom Publishing House, 2001. P. 314.
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step down a second. On the other hand, these are
broken arpeggios with tritones highlighted in the se-
quence links. The latter is not only the musical equiv-
alent of the “lies” that so outraged the protagonist
but also points to the author of the accusations. He
turns out to be Laura’s would-be lover— Don Carlos,
the Commander’s brother. It is with such a broken
melodic line, highlighted by accents, that he voices
his name, challenging Don Juan in Laura’s chambers:
“I am Don Carlos” [Example 14].

Don Carlos's attitude towards the main character
completely coincides with the version of the Monk we
know. The Commander’s brother himself witnessed
this among those gathered in the actress’'s house:
“Your Don Juan is an atheist and a scoundrel...”. In
the theme of the Monk’s assessment of Don Juan, as
we remember, the elder brother of Don Carlos, the
murdered Commander, left his mark — the whole-
tone character of the ascending melody. Why is the
obvious violation of the “stability of being” in both
considered themes about Don Juan carried out by
means of musical expressiveness, leading to the im-
ages of the de Solva brothers?

Akhmatova wrote that Pushkin hid from the read-
er the reason for the duel between Don Juan and
the Commander“8, The musical dramaturgy built
by Dargomyzhsky reveals a hidden meaning that
is important for understanding what is happening.
In this case, the music "knows” more than the po-
etic text, which gives an unambiguously impartial
assessment of the main character — "depraved, un-
scrupulous, godless”. The music contains not only
the question of the fairness of such an assessment
of Don Juan and not only it indicates the source of
the assessment — “rumour” formed under the in-
fluence of the de Solva brothers, but also guesses
the reason for the formation of the “rumour” and,
ultimately, the reason for both duels of the pro-
tagonist — with the Commander and his brother
Don Carlos.

“Whatever evil you see, know that it is from envy...
It has long been the cause of many evils... This dis-
ease has distorted everything and corrupted the
truth... Nowadays envy is not considered a vice, which
is why they do not care about getting rid of it...” .
“The root and beginning of envy is pride. The proud,
since he wants to rise above others, cannot tolerate

48. Akhmatova A. A. "The Stone Guest by Pushkin” // About Push-
kin. Leningrad: Sovetskiy Pisatel, 1977. Pp. 89-109.

49. John Chrysostom, Archbishop of Constantinople. Collection
of Works. 2" ed., St. Petersburg, 1902. V. 8. Pp. 435, 432.
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anyone being equal to him, and especially above
him...”%0. Don Carlos claims Laura’s love, knowing
that she is in love with Don Juan. Who is he fight-
ing for in a duel — for his brother, for his mistress,
or against Don Juan? The commander hides his wife
from others. “He kept Donna Anna locked up, none
of us saw her,” Don Juan will say, and in subsequent
actions, he will clarify: “he brought empty treas-
ures to the feet of the goddess...". Who is he fight-
ing for in a duel —is it not for the attitude towards
the wife that is in solidarity with “stern scoundrel”
husband of Ineza, who, in obedience to her moth-
er, married him: "my mother told me to give my
hand to Don Alvar..."?

In the scene of Donna Anna’s appearance, we
are faced with an unexpected reason for the hero's
“thoughtfulness”. He reflects on the assessment that
society gives him, while society itself is the bearer of
vices "and does not care about getting rid of them”.
In contrast to the generally accepted tradition of
positively assessing male characters, Pushkin and
after him Dargomyzhsky suggest “thinking” about
their negative role in the fate of the main charac-
ter and heroines; thinking about the role of judg-
es who pronounce a final and irrevocable verdict,
while they themselves — both the de Solva broth-
ers and Ineza's "harsh scoundrel” husband — ap-
pear as nothing more than Pharisees — personified
symbols of the discrepancy between “internal” and
“external” person».

It is impossible to overestimate the significance
of the identified themes in the tragic fate of the lit-
erary hero, understanding the role that "apprecia-
tion” and “rumour” played in the life of the opera’s
authors. “A poet’'s dead — entrapped by honour,
Felled by slanderous rumours spread — A bullet in
the breast, with vengeful anger, He bowed at last
his noble head. His soul could not endure the le-
gions Of trifling insults and their shame, He stood
against the world'’s opinions, Alone, as always”, ex-
claimed Lermontov in the poem “On the Death of
a Poet”. In the lines of the tragedy The Stone Guest,
the poet imprinted his own fate with such clarifica-
tions that did not allow the work to be published*".

50. Maslov loann, archimandrite. “Symphony Based on the Works
of St. Tikhon of Zadonsk.” Appendix to the master's thesis
«St. Tikhon of Zadonsk and his Teaching on Salvation». Za-
gorsk, 1981. V. 1-5. P. 773.

51. "It is known that Pushkin, when submitting his poems for
publication, always tried to eliminate all hints that could help
get to reality.” Cited from.: Shchegolev P. E. From the Life and
Work of Pushkin. St. Petersburg, 1931.

The Stone Guest is the only small tragedy that was
not published during the poet's lifetime . In secular
society’s coverage, the name of Alexander Pushkin
acquired a vivid negative connotation even in his
youth during his first exile — to the south.

Scene: A Date with Laura

“Come, open the balcony...” — a picture of a
quiet southern night with an unusually transpar-
ent theme of a date (in which, instead of Don Juan,
Don Carlos first participates) seems to be inspired
by the memories of the poet’s youth, when, in love
with a beautiful Polish woman — the star of Odes-
sa secular society, he "spent the nights under ... the
balcony, disturbing dreams with serenades...” or, as
Laura sings about it in the song “Grenada Dressed in
Fog”, “in silent elation, in the embrace of passion”,
“time” and "worldly worries” were forgotten...> The
result of ardent love was a trail of rumours which
not only influenced the young man'’s relationship
with his family (most of all, with his father) but also
put him in opposition to the state; they appeared,
if necessary, throughout the poet's entire life >*! The
shadow of betrayal, embodied in the personal and
political “slanderous rumour” that haunted him, falls
over the poet's entire work and is directly related
to his own death in a duel*.

The theme of “evaluation” and “rumour” can be
called a cross-cutting theme in Pushkin’s works. In
The Stone Guest, the second scene of the first act,
with Laura placed at the centre, is devoted to this
topic. Secular genre character distinguishes the im-
age of Laura from the start of the act. A sparkling
instrumental theme accompanies the artist's dance
[Example 16]. The thirds familiar to us “jump” in it;
the syncope (the concurrence of the Polish mazurka
metric and the features of the Spanish seguidilla or
jota does not seem to be an accident here) throws
the second third higher than expected by two tones
“d-b / g-es”. “The stability of being” is diatonic; how-
ever, it is disrupted by the heroine’s arrogance (Lau-

52. Akhmatova A. A. “The Stone Guest by Pushkin” // About Push-
kin. Leningrad: Sovetskiy Pisatel, 1977.

53. Don Juan’'s words from Act Il of the opera.

54. Vladimirova L. B. “To Anna Andreevna Akhmatova — the Best
Expert on Pushkin” / Clausura Literary and Publicistic Educa-
tional Journal. 08.03.21

55. For example, in the story Blizzard, A.Pushkin writes: “[Bur-
min] seemed to be of a quiet and modest disposition, but ru-
mour averred that he had once been a terrible scapegrace”.
/ Dictionary of the Russian Language: In 4 volumes / RAS,
Institute of Linguistic Research; Ed. by A. Evgenieva. 4" ed.,
Moscow: Russian language; Polygraphresursi, 1999.

ra in translation means crowned with laurel, that is,
glory). How not to recall: “Before he loved the games
of glory / And he burnt with a thirst for death...” .

However, not everyone will hear arrogance in the
flow of idle time. Judging by some of the themes
of Laura and Don Juan, they were once related pre-
cisely by idle frivolity. We mean the proximity of
two themes: one, which we have just described, is
the instrumental theme of Laura’s dance [see. Ex-
ample 16], which opens the second scene; the oth-
er is the instrumental theme of Don Juan's walk,
which took shape in the first scene as a cover for
the heroes’ idly "walk” near the monastery. We call
it the theme of the walk since it accompanies Lep-
orello’s words “We are walking here”, in which the
resourceful servant, with a fictitious story turning
into deception, found how to explain their pres-
ence with the owner at the walls of the monastery
to the Monk [Example 15].

Idle Don Juan is known to us not only for the
theme of the walk but also for his, let us say, pre-exile
attitude towards Ineza — “you came here, and | kept
the horses in the grove” (Leporello), which did not
allow the hero to recognize in time the danger that
threatened his beloved. This was Don Juan — Laura'’s
hero, her “friend and flighty lover”, who previously
loved “... games of glory / And burnt with a thirst
for death. / A slave of merciless honour, / He saw his
end close, / In duels, firm, cold, / Meeting the fatal
lead. / Perhaps, immersed in thought, / He remem-
bered that time, / When surrounded by friends, /
he noisily feasted with them...”>”. Now the “noisy
feast” passed without him. Don Juan appeared to
Laura at the most inopportune moment, when she
was left alone with Don Carlos. More precisely, she
left Don Carlos with her: "You, crazy one, stay with
me. | like you; you reminded me of Don Juan...".

The image of Laura is not simple. Idleness, sup-
ported by arrogance and respect for one's own inter-
ests ("What's good is good!”, Laura notes to herself
Don Juan's desire to find her in Madrid first of all),
is complemented by a passion for freedom-loving
recitations that make Laura related to the poet’s
Odessa friend: “And far away, in the north, in Paris,
perhaps the sky is covered with clouds..."? Let us
pay attention to the leading chromatic component
in the melody and harmony of the revolutionary ep-

56. Pushkin A.S. The Prisoner of the Caucasus / Works in three
volumes. V.2. Moscow.: Khudozhestvennaya Literatura Pub-
lishing house, 1986. Pp. 3-23.

57. lbid.
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isode [Example 18]. At the same time, the predom-
inant importance of the musical units of “stability
of being” in most of Laura’s “melodic recitatives” is
surprising: literally every melodic wave of her part
starts from the third chain. What is most memorable
is Laura's call to Don Carlos, on the basis of which
a kind of arioso of the heroine is formed; it has al-
ready been discussed: “Come, open the balcony...".

Let us call this inviting, memorable theme the
date theme [Example 17]. It is born very close to
the one that Rachmaninov will compose in the
romance “Lilac”. The purity of the thirds played
out by the triad penetrates into the very heart,
as if calming — "how quiet the sky is..."” (compare
with Rachmaninov — "it is good here..."). The fa-
miliar descending thirds are woven into the mel-
ody at the beginning and end, as was the case
with Donna Anna. Harmonic harmonies are also
woven from them. How can there be a recitative
episode sympathising with the revolutionary love
of freedom next to such a bright melody? This is
Laura — behind the external image (“how qui-
et the sky is!") you cannot see the internal (“the
sky is covered with clouds”). Can she be trusted:
“How many times have you cheated on me in my
absence!.. Tell me...".

A version of the heroine’s dance theme from the
beginning of the second scene sounds as an “an-
swer” to Don Juan’s question. This "answer” turns
out to be very close to the instrumental theme of
the Snow Maiden from the opera of the same name
by Rimsky-Korsakov, who, as you know, worked a lot
on the orchestration of the opera The Stone Guest.
This kind of musical similarity (even if it arose years
later) suggests Laura as a creature with a cold heart,
that is, one who does not know how to love. Perhaps
she received the corresponding professional status
in the dramaturgy of the plot—an actress since she
only plays love: her “words flow as if they were born
not from slavish memory but from the heart”. During
the «answer», Don Juan «looks into her eyes». In ad-
dition to dancing, Laura’s eyes reflect him and Don
Carlos, whom he had just killed. This can be heard in
the music where elements of the theme of Don Juan'’s
walk are superimposed on Laura’s dance theme, and
the idea of a broken melodic movement from the
theme of Don Carlos’s slandering of the main char-
acter is partly manifested [Example 19].

Music brings Laura together with Don Carlos
also during the theme of “lies/rumours” about
Don Juan. The enlightened tertian theme of the

24

date, discussed above, is consistent with the first,
diatonic triad element of this theme. Let us recall
that the second, "negative” element is the chro-
matic theme of Don Carlos. So, do the “rumours”
about Don Juan develop in the combination of
the themes of Laura and Don Carlos? But Laura,
on the contrary, protects her “fickle lover” from
the attacks of her brother Commander, and Juan’s
“friends” gather at her place. However, the meet-
ing with friends, in her opinion, would not be de-
sirable for the hero who had returned from exile
without permission: “"So good that you showed up
one minute later! Your friends had dinner here...».
Such friends... It is in Laura’s circle, it is among
“friends” that an opinion about Don Juan arises
and is expressed; this is the secular environment
for the formation of “lies/rumours”.

And what about the actress herself? She “correct-
ly understood her role” and, defending Don Juan in
front of her friends, finding herself alone with him,
expresses a condemnation, the authors of which
are the de Solva brothers: “A scapegrace... the dev-
il... damned... his eternal tricks... and he is not to
blame...". Don Juan first tries to justify himself, and
then simply remains silent. The music speaks for
him. It indicates that the image of Laura makes the
hero "wonder”. In the instrumental part, in response
to Laura’s conclusion “and he is not to blame...”, a
theme is born that is close to the protagonist’s rev-
elation from the third act, where he addresses Don-
na Anna, who does not believe in his love: “Tell me
to die, I'll die!” Tell me to breathe — I will... only
for you!”. It turns out that next to Laura, whom he
“came to look for in Madrid”, Don Juan has no one
to “breathe” and “die” for. The music indicates that
the hero is lonely! In Laura, he does not find what
is vitally important — the good content, which, af-
ter meeting Ineza, he tries to discover in the beau-
ties accompanying him.

Perhaps that is why the instrumental theme of
Don Juan’s loneliness, which we are talking about
now, has similarities with the theme of Ineza's illness.
Just as in the case of the “"Andalusian peasant wom-
an”, the reason for the chromatization of the hero-
ine’s theme was the "harsh scoundrel” husband; in
the case of the Spanish grandee, the reason for the
chromatization is... a woman who does not know
how to love. The theme is built at the height of the
expressive remark about the "Andalusian peasant
woman” (as it sounded in Don Juan's story about
the exile at the beginning of the first act) but with a

“painful” alteration “es—d—cis...”, delays in the melody
and singing of the first step [Example 20]. A similar
replica, but at a different height "f-e—es...", escorts
the embracing couple “to the side room" [Example
21]. The downward movement of the melody with
elements of alteration is not a random combina-
tion of sounds but the theme of Don Juan’s lone-
liness, now growing not only from the comparison
of Ineza with the beauties “over there” but also with
those here.

The finale of the first act, when, according to the
stage directions, Don Juan "embraces” Laura "and
both go into the side room”, is marked by a climax
in the instrumental part. A battle between oppos-
ing thematic entities is literally taking place here.
The first is a repetition of the tritone theme of Don
Carlos [Example 22a] with its further transformation
into syncopated, let us say, “swings of the sword”
from the instrumental episode of the duel with Don
Juan [Example 22b]. In subsequent actions, these

“swings” will indicate the Commander. Don Car-
los (Carla in translation means a liar, a wizard) in-
variably stands "behind” his brother?>8. The second
one is based on the theme of the date with Lau-
ra. Here the dynamics are more intense, there is
no literal repetition. Each subsequent implementa-
tion represents a transformation of the topic [Ex-
ample 23a, b, c], only the direction “from the top
of the source” is preserved. Transformation occurs
with the participation of the idea of “joyful stabil-
ity of being”. As a result, the theme of the date is
transformed first into a melody similar to the one
that characterised the loneliness of Don Juan, and
then into the sound of a chorale, directly directing
the hero to a meeting with Donna Anna. The finale
of the first act of the opera, through the means of
musical expressiveness, testifies to the first victory
of Don Juan’s “inner man” on the path of “rebirth”.
TO BE CONTINUED
IN THE NEXT ISSUE OF THE JOURNAL
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npodeccop MOCKOBCKOW AYyXOBHOW akagemMuu,

1. Uwt.: CmenaHosa . B. 310 6bin Bennkuii sap. Virpaem ¢ Ha-
yana. Da capa al fine. 28.02.2013. URL: https://gazetaigraem.
ru/article/11382 (gata obpawieHns 14.02.2023).

A.C. Japrombixckuia’

XOBHOFO MUPOBO33peHUs aBTOPOB. Mog AYXOBHOCTbIO B
JAHHOM C/lyyae NOHWMAeTCs He TONbKO HOoraTcTBo BHY-
TPEHHEro MMPa, HO BEPOLLEHTPMYHOCTb TBOPYECTBA, CBOW-
CTBEHHas NpeACTaBUTENsM PYCCKOW KyabTypbl XIX Beka.
TakoW pakypc UccnefoBaHns OTKPbIBAaeT MHOTO HOBOTO
B 3HAKOMOM, Ka3as0Cb 6bl, MPOU3BEAEHUN.

Knrouesvsle cnosa: MpeobpaxeHue, JoH XyaH, KameH-
HbIl 20cMb, pedumamusHas onepa, meaodudeckuli pe-
yumamus, My3elkaneHas opamamypeus, A. C. MywkuH,
A. C. Japzombixckud.

AeNCTBUTENbHbIN YneH Poccninckon akagemmm
ecTecTBeHHbIX Hayk Anekcet Mabny Ocunos ro-
BOpUT caepytowee: «lMpeobpaxeHue... Bom kakoli
cnase npedHasHa4veH Kaxoblli Yesnosek no caoemy
npedHasHayeHuro, no camoll udee boxecmeeH-
H020 meopeHus 4esogeka: "Bel gce cbiHbl boxuu
u dwjepu boxuu"?. Mpa3zdHuk MpeobpaxeHus no-

2. UWoaHH 3namoycm, apxuenuckon KoHCmaHmuHonoabckul:
CobpaHue TBOpeHuin. 2-e nsg. CM6., 1902. T. 10. C. 378 (Mo-
cnaHwe k Fanatam 2:26).
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Kaseleaem, KaKkoMy cgemy, 8eiU4UI0 NpeOHA3Ha-
YeH Yesoeek no cgaoemy bbimuro,— 1 janee 3afaéT
BOMPOC, HAa KOTOPbLIA U OTBEYAET, — YMo O0/IKHO
npousolimu ¢ YesnogekoM, 4mobel OH hpeobpasu-
cs? Omo saxHeliwuli 80Npoc Yesnoseyeckol Xu3-
Hu: kakum obpazom docmueaemcsi npeobpaxeHue
yesnogeka? OHo docmueaemcs, KOHe4YHO e, npa-
8UNHOU XU3HbH...» 3

Ha 3ToM MecTe 51 OCTaHOBAKO LUTUPOBaHME U, Npe-
XAe YeM MPUMEHUTb CN0Ba O «NPAsU/IbHOU XU3HU»
k 0bpa3sy [loH XyaHa, caenaro HebosbLIOE OTCTyNIEe-
Hue. OHO KacaeTcs «KOHPOHMAayuu Hay4Hoz2o u 6o-
20C/108CK020 N0OX0008 K NO3HAHUK U 0O BACHEHUHO
npoucxodsawe2o»*. He yrnybnssice B ICTOPMIO BOMPO-
ca, OTMeuy TO/IbKO OMepHble COUYMHEHUS PYCCKOrO
XIX Beka, KOTOpble CO34aBannCh B KOHTEKCTE AyXOB-
HOrO MUPOBO33PEHNS UX aBTOPOB,— MUPOBO33PEHNS,
KOTOPOE OKOPMJISIIOCH 1 MOAAEPXKMBaNoch Mpaso-
CNlaBHOW BEPOM, HO N3yYaancb NPeMMyLLECTBEHHO
B MHOM KOHTeKCTe. Kak M3BECTHO, B NMOC/IEPEBOIIO-
LUMOHHON Poccnm npeacTaBieHne O BEPOLLEHTPUY-
HOCTM Ky/bTypbl BbII0 BbIUEPKHYTO 13 0PULMAIBbHON
HayKu, NosyymBLUEl TakMM 06pa3om cTaTycC ateu-
CTUYeckom. «Memodosioeuyecku 3mo 8bipd3usioct 80
ggedeHUU MAK HA3bI8AEMO20 NPUHYUNGA UCK0Ye-
HUs mpaHcyeHOeHmMHo20"»>. B ctatbe «310 1 baaro
XX Beka (ncTtopuueckas epeck)» eHpux puropbesmy
Mpy3maH nuweT: «Co2/1acHo JIeHUHCKOU aHaaumuke
u coomsemcmayrowjeli mepMuHoIO2UU, 8 UCKyccmae
cyujecmsyrom 08a HeNPUMUPUMBbIX meYeHUs: pea-
JIU3M (coyuanucmuyeckoe HanpasieHue) U Mucmu-
yusm (bypxyasHoe HanpassaeHue). B amou auHelike
meuyeHul uckyccme MUCmMuUyusM paccMmampusaem-
CA KaK He umerowjuli OmHoweHUs K peasibHocmu» .
Tem He meHee namMATHUKM KyabTypbl XIX Beka, KOTO-
pble CBUAETENbCTBOBA/IY, YTO PEasN3M Y MUCTULM3M
He «HenpuMUpUMbI», HO 0Bpa3ytoT efMHOe TBOpYe-
CKOe ABJIEHNE, NPOAOIKANN U3YUaTbCA.

OnpegeneHvie 3TOMYy eAMHCTBY HalAOCh Ha
pybexe XX-XX| BekOB — AYXOBHbI peannsm.
Kak HanpaB/iieHWe TBOPYECTBA AYXOBHbIN peann3m
CBf3aH C OCTPENLLUVMMM MUPOBO33PEHUYECKMMM BO-

3. OcunogA. /. O Mpa3aHuke MpeobpaxeHns NocnogHs. URL:
https://yandex.ru/video/preview/16285533639603820722
(nata obpalyeHns 14.02.2023).

4. Bpamyce b. C.Tcuxonoruns v fyxoBHbIN OnbIT. XpUCTUAHCKas
MCUXONIOTMA B KOHTEKCTE HAayYHOro MUpoBO33peHus / Moy
pea. b.C. bpatyca. M.: Hukes, 2020. C. 438.

5. Tamxe.

6. [Ipyamar[.[.3n0 n 6naro XX Beka (nctopuyeckas epeco) //
JintepatypHo-dunocopckuii xypHan «Tonoc». 29.06.2012.
URL: https://www.topos.ru/article/ontologicheskie-progulki/
zlo-i-blago-xx-go-veka-istoricheskaya-eres-0 (gata obpaLue-
Hua: 14.02.2023).
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npocamun 0 HEBUAWMMBIX MPUYNHAX BUAUMOMN Aeli-
CTBUTENBbHOCTW, O «BHYTPEHHEM» U «BHELIHEM>»
yenoseke: «Co2/1acHO 00HOMY U3 8axkKHelwux oc-
HOB80N0/10XXeHUl XpucmuaHckol aHmMponosao2uu,
YeJsi08eyeckoe cyujecmso umeem dge unocmacu —
0bpawéHHyo K 3eMHOMY U 0bpawéHHy Kk Hebec-
HoMy, mpaHcyeHOeHmHomy. [lepsyro Ha3vigarom
BHEWHUM 4e/1086eKOM, 8MOpPYH — 8HYMPeHHUM Ye-
nogekom» ’. OAHNUMU U3 MepPBbIX TEPMUH «AYXOB-
HbIA peann3m» NPUMEHUAN IUTepaTypPOBeAbl «KaK
ykasaHue Ha ocobelil, mazomerowuli k lpasocaa-
8uto xapakmep peanusma nucamesneli XIX aeka» 8.
CnpaBeasvBoO roBopuTb 1 06 «ocobom xapakme-
pe peasu3ma» pycckoro My3bikalbHOro Teatpa.
luHka, Aaprombeikcknii, Mycoprckuia, Yakos-
ckuin Bcneg 3a MywkuHbiM, Foronem, JocToeBckum,
YeXxoBbIM CBMAETENLCTBOBAAN O COBEPLUAOLLEM-
€ TEKTOHNYECKOM CABUIre AOKEHCTBYOLWMX Ha-
XOANTLCA B TaPMOHMM N1aCTOB Ye0BEYECKOMN
XKV3HW — BHELHeM 1 BHyTpeHHeM. Bcemu BO3-
MO>HBIMW AN OMEPHOTO XaHpa CPeACTBaMM Haln
BblJaroLLMecs COOTeYECTBEHHUKM Npegynpexaa-
2N O NPUYMHE CNOXUBLLENCA CUTYyaL MK, KOTOPYHO
BMAEAN B HapyLIeHNN KOPHEBOW CUCTEMbI INY-
HOCTW YenoBeka — B obecueHUBaHUM eé Hboxe-
CTBEHHOW COCTaBAALLEN.

Ha cerogHAWHWI geHb HaKOMMAOCh JOCTaTOu-
HO CBMAETENbCTB O HEOBXOAMMOCTU COrNacoBbIBaTh
HayUHble UccnefoBaHNa C «MpaHcyeHOeHMHbIM»
copep>kaHnem mnsydvaemblix apaeHuin. O6 3ToM ro-
BOPWAMN U TOBOPAT YUEHbIE Pa3iNYHbIX UCCaeao-
BaTeNbCkMX obnacten — PU3MKKU, MaTeMaTmKM,
dunnocodbl, Gnnonorn, UCTOPUKKN, My3blKaHTbI ®.
«B meosozuro MmeHs npusesnu cnopel 80Kpy2 Xpu-
cmuaHckol Tpouyel, — pacckasblBaeT OfMH U3 OC-
HoBaTesell KOCMOHaBTMKWN, GU3NK N MaTeMaTuK,
akagemunk PAH b. B. PayweHbax.— Kak vesnoseky
Hayku, MHe 6bl/10 HenoHAMHoO mpueduHcmeao Tpo-
uysl, f.3axomeJs oNpo8epeHyMs 3Mom Kaxxyujutica
abceypd. Ho... noHamue Tpouybl 0Ka3anaoce Jozuye-

7. XpucTnaHckas MblC/b: COLMONOTMSA, NOANTUYECKas TeoNorus,
kynbtyponorus. Tom V. CM6.: 3gatenbctBo «Hosoe u cTa-
poe», 2005. C. 18.

8. Anekcees A. A. EBaHreIbCKUA TEKCT U XPUCTUAHCKUIA TUM Ay-
XOBHOCTYW B ITepaType pycckoro peaansma. Knaccmyeckas
C/IOBECHOCTb U PENNTMO3HBIA ANCKYPC (MPobiembl akcuo-
norum v noatukm). Cep. Beinyck 2. 3sontouna popm xyao-
EeCTBEHHOr0 CO3HaHWUsA B PyCCKOW nnTepatype. EkatepuH-
6ypr: M13a-Bo Ypanbckoro desepanbHOro MHCTUTYTa MMEHU
A.M.Topbkoro. 2007. C. 223-234.

9. Bosbluoe konMyecTBa BbICKa3blBaHWUI O €UHCTBE Hay4YHO-
ro U penanrnosHoro Barnaga cobpaHbl B kKH.: Beavkue noan
o Bepe. M.: Mi3pgatenbctBo MckoBo-lMeyepckoro MoHacTbI-
ps «BonbHbIN cTpaHHKUK». 112 c.

cku b6e3ynpeyqHo. Tak 4mo, pasmelwasaa Hao Tpo-
uyed, 5, no cymu, 3adHUMAacs mamemamukod» '°,
®unocod A. ®. Jloces (B MOHawecTBe — AHApPO-
HUK) yTBepXaaeT: «/uasrekmuka HanpasaeHa Ha
cos0daHue He npocmo ¢punocogckoli cucmemsi, HO
“abconromroli Mmughonozuu”, ymeepxoarowjeli Mu-
cmuyYeckyro Xu3sHe 8 Llepkau, ocHoga komopoli —
coobuyeHue boxxecmeeHHbIX Hepauli Yesno8eky yepes
Moaumasy u mauHcmea» .

JTO cnoBa y4éHbix XX Beka, KoTopble TpyAu-
Nncb B Npodeccnn 1 Bean HacblLLEHHYH AyXOB-
HYHO XXW3Hb B YCIOBUAX ObULMANbHOTO Hay4YHOro
aTeusma. B Hawm AHW He nMeeTca 3aA0KYMEHTMPO-
BaHHbIX Nperpaj Ans NpoBeAeHUs NCCaefoBaHUM
B COMNacuu C eBaHreNbCkMM 3HaueHneM Bellel, byap
TO NPOU3BEAEHMUSA UCKYCCTBA UM fiBAEHUS dur3nde-
ckoro mupa 2. HayuyHo-60rocnoBckmin MOAXo4 NMeeT
OCHOBaHMe CTaTb BaXKHEWLIMM B Pa3BUTUW OTeye-
CTBEHHOM MbIC/IN O YeNOBEKE U ero JOCTUXKEHUSAX.
«EsaHeenus cmasu ocHosol eceli pycckoli c108ecHO-
cmu»,— obobuaet npodeccop A. H.YxaHKoB, aB-
TOP «TEOPUM AnTepaTypHbIX GOpPMaLUnin», BeayLLnii
Hay4HO-MPOCBETUTENBCKOIO NEKLIMOHHOTO Kypca «/y-
XOBHbI€ OCHOBbI PYCCKOW CNOBECHOCTU». «Ec/u 2e-
HUU 3HepauliHo Mbicaam,— nodemy 6bl U HaMm acied
30 HUMU He MbIC/IUMmb 2eHUA/bHO ?» — npodeccop
B.B. MeayLueBCKuUiA BOCMWTbIBAET My3blKaHTOB Ha aB-
TOPCKOW «TEOPUN MHTOHALMOHHOW NPUPOAbI My3bl-
Kv», B OCHOBE KOTOPOW NIEXMT MOHATUE CUHEPTUW, TO
€CTb B3aUMOZJENCTBUNS BOXECTBEHHOM 1 Ue/I0BEUECKON
Boan. O KaTexm3aLmm My3blkasbHOro TeaTpa, O3Hame-
HOBaBLLIEN pacLIBET 3TOrO BUAA UCKYCCTBA B PYCCKOM
KyabType XIX Beka, roBopuTCA B HacToALWEM uUccne-
A0BaHWY, ABAAIOLLEMCA YaCTbiO aBTOPCKOro Kypca
nekumi «EeaHeesue 8 NaMAMHUKAx pycckol onepbi:
nunka, Aapaomeixckud, Mycopackud, HYalikosckuli».

Ob6bACHAA METOA0NOTMYECKM BO3BPaLLEeHNe BEPO-
LeHTPMYHOIO Hay4YHOro MbILAEHWS, OKTOP MCUXO-
NOrMYeCKmX HayK, YNeH-KoppecnoHaeHT Poccuiickom
akazemun obpasoBaHus, npodeccop MIY bopuc Cep-
reeBuy bpatycb nuweT: «Bbixod U3 8eko0eoli KOHPPOH-
mayuu u pazdeneHus sudumcs celi4ac, 80-nepsbix,
8 nNpednosioxeHUU CUHXPOHHOCMU 08UXXeHUs Ha pas-

10.  Paywenr6ax b. B. lornka TponuHocTn // Bonpocsl ¢unoco-
dun. 1993. C. 62-70.

11, Epmuwur O. T. dunocodpusa peanrvn. KoHuenumm peamrum
B 3apybexxHol 1 pycckoin punocopun: YuebHoe nocobue.
M.: zg-Bo MCTTY, 2009. 224 c.

12. O KOHCTUTYLM HbIHELHEeN B CPaBHEHUM C COBETCKUMM 3aKO-
HaMW O pennrun, NepBsbli 13 KOTOPbLIX 06 OTAeNeHUM LiepK-
BW OT rocygapcTea bbin npuHaT B 1929 rogy, cm.: https://
ru.wikibrief.org/wiki/Soviet_anti-religious_legislation (aaTa
obpaleHuns 14.02.2023).

HbIX YpoBHsX bbimus... Bo-emopesix, u 3mo anasHoe,
8 donyuwjeHUU uepapxu4Hocmu 3mux ypoeHed, e0e
UMeHHo mucmudyeckuti, bo2ocnosckuli — onpedensiem
CMbIC/ U Nops0oK npoucxodAuwyezo» . CornacHo Tako-
MY MOHWMaHWIO AYXOBHOIO COAEP>KaHUs B cMCTeMe
HayKn NMOCTPOEHbI NMPeAIOXEHHbIE UMTATENHO OUep-
Kn 0 «KameHHOM rocte». Tema npeobpakeHus repos
paccmaTpyBaeTCs Kak OpraHu3ytoLLas B IMTepaTypHOW
1 My3blkanbHOM gpamatyprim onepbl A. C. Japrombix-
CKOrO, YTO COrNacyeTcs C OTHOLLEHNEM K TBOPYECTBY
camoro komnosuTopa. «Japaombixckuli UHmMepeceH
CB80UM OMHOLLIEHUEM K 8epe, 0 YEM Mbl HUYe20 He 3Hd-
eM,— roBopuT UcCnefoBaTe/lb TBOPYECTBA KOMMO3M-
TOpa, AOKTOP MUCKYCCTBOBeAeHMs, npodeccop VipuHa
BnagvmuposHa CtenaHoBa,— 8006Le, 80npoc o 8epe
pycckux knaccukos XIX seka npedcmasnsiem coboli
2u2aHmMckoe bes0e NAMHO 8 Hawiem My3bIKO3HaHUU.
M3secmHo, ymo Jlapaomenkckulli 8 medeHue noymu
sceli ceoell xu3HU 0asasn ypoku neHus npogeccuo-
HA/IbHbIM U HeNpogheccUOHAIbHbIM nesuyam, 4mo 6ol
6os16WIUM NoYUMamesnem 0amMcKo20 NOA U 2080PUST:
“Hem, Opy3b4, Hy>HO nucame moJibko 015 dam”. Ho
yesukom amy ¢pasy Huede HUko20a He YuMUpPoeasu,
a 8edb oHa 38y4um mak: “Hado nucame cHa4ana 054
boza, a nomom 91a dam”. U1 ¢ smum 8eickasvieaHuem
asmopa Hado pasbupamecs»,

[JeiAcTBue nepBoe
AOH XXYAH 3AYMUYMBbBIN

«Boccman oH npomueg MHeHul cgema

OOQuH, kak npexade...»

M. 1O. lepmoHTOB

WTaK, BO3BpaLLaemMca K BOMPOCY O TOM, «4mo
O00/IKHO hpou3olimu ¢ Yesno8ekoM, Ymobbl OH npe-
obpasunca?»®. OTBET HaxoAMM B C/OBax rMaBHOroO
repos — [loH XyaHa: «...pazgpama / 5 dosnzo bein
nokopHslli yueHukK, / Ho ¢ mol nopel, kak eac ysudes
A, / MHe kaxemcs, A 8ecoe nepepoduscs. / Bac noto-
65, 1106110 51 dobpodemens / u 8 nepssili pas cMu-
peHHO neped Heli Opoxaujue KoeHa NPeKOHSH».
AnekcaHap CepreeBuuy MNywkmH abcontoTHO TOUHO

13. Bpamyce b. C.Tlcuxonoruns u AyxoBHbI OnbIT // XpUcTuaH-
cKas NCUXoNorma B KOHTEKCTE Hay4YHOro MUPOBO33peHNs /
Mog peg. b. C. bpatyca. Mocksa: «Hukes», 2020. C. 439-440.

14. CmenaHosa M. B. 370 6bin Benvkuii gap / Virpaem ¢ Hauvana.
Da capo al fine. 28.02.2013. URL: https://gazetaigraem.ru/
article/11382 (gaTa obpaiyeHus 14.04.2023).

15.  JlepmoHmos M. HO. CmepTb nosta. MoapobHbIN nanoCTpm-
poBaHHbIA KoMMeHTapwuii. M., MpocnexT, 2023. C. 9.

16. OcunosA. U. O MNpazgHuke MNpeobpaxkeHus FocnoaHs. URL:
https://yandex.ru/video/preview/16285533639603820722
(aaTa obpaleHns 14.02.2023).
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0OBACHAET «NPABU/IbHYH XU3Hb», Lielb KOTOPOU —
npeobpaxeHne Nan «nepepoxadeHue» JOCTUTAETCA
npeoofeHneM cTpacTen yepes gobpogetenn . OT-
METUM Cpasy, UTo Takoe npouTeHme obpasa JoH Xy-
aHa ctasut npousseseHune A. C.TywkrHa n Bcies 3a
HuM onepy A. C. JaprombI>XKCKOrO BHE CIOXUBLLENCA
€BPOMNenNCcKon TpaaML MM NOHUMaHWSA CHOXETa, B KO-
TOPOW IN1laBHbI repoi NPeaCcTaéT HepackasBLUMMCS
37104eeM (3104eAHNA KOTOPOro NoAépHYTbl KOMU-
YeCK1UM TOHOM AeNCTBUSA).

CoBpeMeHHOMY UMTaTeNro pasHble MHTepnpe-
Tauumm obpasa [JoH XyaHa, cobpaHHble Noj oAHOM
«KpblLLUeW», N3BECTHbI MO poMaHy «Tpu [loH XyaHa»
nonbcko-dpaHLy3ckoro noata pybexa XIX-XX sekos
I. AnonnnHepa'®. OnpeaennBLUMMUN B CBOE BpeMs Ha-
npaeneHve Halleli paboTsl cTann HabatogeHna A A. Ax-
MaTOBOW — «iy4yuwie2o 3Hamoka [ywkuHa, 6epexHo,
NPOHUKHOBEHHO, 2/1y60K0» OTHOCKBLLIETOCA K IMYHOCTM
1 TBOpYecTBY No3Ta'®. AxmMaToBa NOCBATUAA MaJieHb-
KoV Tparegmmn «KaMeHHbIN rocTb» CneLmabHyH cTa-
TbtO, I BO BHYMaHWM K AHEBHUKaM M MUCbMaM Mo3Ta
BblCKa3asia MbIC/Ib 06 aBTOPCKOM TpakToBKe croxkeTa .
PaccmaTpuBas 0cobeHHOCTM MHTepMpeTaLMmn 1 aBTo-
6rorpaduryeckyro CyLLHOCTb U3MeHeHW obpaza JoH
KyaHa, AHHa AHapeeBHa LUTUpoOBana Noata: «T0/16ko
uymo xeHuswiutics MywkuH nuwem MaemrHégy: «4...
cyacmaus... 9mo cocmosHue 0/19 MeHs Mak Hog8o, Ymo
kaxxemcs, 51 nepepoduncs» (XIV, 154-155)»2",

B cooTHeceHMM C My3blKasbHbIM COAepXKaHEM
onepsbl BbIBOA AHHbI AHApPEEeBHbI NOATBEPXKAAETCA
N YTOUHAETCS HEOXXUAAHHO APKUM eANHOMbICANEM
CnoBa 1 My3blku. B Liesiom, Kak yxe 6bino ckasaHo,
A.C. laproMbIXXcKuii cneayeT BblaeneHHOM apaMaTyp-
rmyeckon naee. O6paTMBLLNCE K «Memagpuu4ecko-
My A36IKy [1ywKuHa», 0603Hau4vM rnaBHble COCTOAHUS,
KOTOpble conpoBoxaatoT [loH XKyaHa Ha nyTv npeob-

17. B TekcTe onepbl 3TOT 06BACHAOLWMI MOHOoAOT [JoH XyaHa
OTCYTCTBYET, HO BblCKa3aHHas nges sonaowaercs. A. C. lap-
FOMbIKCKMUW paboTan Hag TeKCTOM TpareAuu B peAakuumu
B. A. XXykoBckoro. MogpobHee 06 3ToM: Pyysesckasa E. A.,
Cyxoea /1. B., ['opsuux B. B.MywknH B pycckoin onepe. «Ka-
MEHHbIV TOCTb» [laprombixKcKoro. «30/10TON MeTyLwoK»
Pumckoro-Kopcakosa. U3g.2-e, ncnp. u gon. Cré.: Komno-
3utop, 2012. baarogapto kaHA. UK., AoLeHTa Kapeapbl NCTO-
pun My3bikin PAM unm. THecnHbix FO. B. Bacusibesa 3a ykasa-
HMe NCTOYHMKA.

18. bBnaropgapto kaHA. uck., npodeccopa T. FO. Macrosckyro 3a
yKa3zaHue NCTOYHWKA.

19. OueHka nccnesoBaTeNnbCckon geatensHocTn A. A. AxmaTto-
Bon b. B. Tomawesckum. Cm.: Bradumuposa /1. b. AHHe AH-
ApeeBHe AxMaToOBOI — yyluemMy 3HaToky lNywkuHa / Kna-
y3ypa. JlutepatypHO-nyb6ANLUCTUYECKUIA NPOCBETUTENBCKUI
xypHasn. 08.03.2021.

20. Axmamosa A. A. «KameHHbIN rocTb» MywkuHa // O Mywkun-
He. J1.: CoBeTckuin nucatens, 1977.

21. Tam xe. C. 89-109.
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paxeHna . Bo BTOPOM feNCTBUM — 3TO cyacTbe: «A
cdyacmnue,— BockamuaeT [loH XXyaH,— 4 neme 20mos,
A pad gecb MUp 06HAMb!» B TpeTbEM AEUCTBUN — 3TO
noboBb: «f [loH XKyaH, u 51 mebs mobaro!» «Cyacmee»
N «/110608b» CBUAETENLCTBYIOT O JyXOBHOM MyTW, KO-
TOpPbIN repoi NpoxoanT ¢ JLoHHOM AHHON — MMEHHO
OHa conytctyeT [loH XKyaHy BO BTOPOM U TPETbEM
Aenctemax. B nepBom gelicTBMM, O KOTOPOM MOMAET
peuyb B HacTosLeM odepke, Kpome JoHHbI AHHBI Mpu-
CYTCTBYHOT /iBa APYIMX XXEHCKMX NepcoHaxa — VHe3a
n Jlaypa. Vickomoe onpegeneHve Ha Nyt «nepepo-
>KOeHus» repos 34eCb BbIHECEHO N3 OCHOBHOTO Tek-
CTa Ha ypoBeHb pemapku. Peub naeT o6 aBTOpCKOM
yKa3aHWM K BOCMOMUHaHWIo 06 VHese: «/oH XKyaH
(3adym4ueo)». [/13BeCTHO, UTO MO3T He Tepnen nps-
MOW Ha3nAaTe/IbHOCTU B C/IOBE, OTKPLITOro Mopanu-
3aTOPCKOro TOHa, MO3TOMY «pemMapka» — 3TO Kak pa3
Ta BELLb, KOTOPaAsA MOXET OKa3aTbCA MPOXEKTOPOM.
YT0 >Xe NponCXoaUT C repoem B NepBOM JeNCTBUN
N NPUYEM 34eCb «3a0yMyu80CMb»?

Bo Bceli nonHoTe npouncxogsiiee ¢ JoH XyaHom
0b6BACHSET CBATOOTEUECKas TPAAULIMSA, @ UMEHHO NPea-
CTaB/ieHNe 06 onpesenéHHbIX CTYNEH:X AyXOBHOM X3~
HW yenoBeka. B kHure «JlectBuua Paickas» ¢B./loaHHa,
nrymeHa CvHalCKoM ropbl, HaNnMcaHHOM B cepeAnHe
VIl Beka v aBASHOLLENCA OBLLEXPUCTUAHCKAM PYKOBOA-
CTBOM «NPasuibHOU XU3HU», NepeYncieHsl TpuaLaTb
cTyneHei. Hambicwas 13 H1UX— nto6oBb. OfHaKo, Uto-
6bl BOOOLLIE NOAONTA K PaiCKOW «IECTBULE», @ HE TO
4TO CTYNWTb Ha Heé, HeoBXoAMMO COBAIOCTU YCNOBHE:
«Heg03M0oXHa OyX08HAA XU3Hb MO20, Y K020 XOMb He-
MHOXKO He caepbum & Oywie: Mol eHympeHHUU Mup,
MoU Hpasel — He me, Ymo 0o/kHel bblMmb, MeHs He
ydoenemeopsiem smo Moé cocmosHue. U A 8uxy noye-
MYy: OMHOWYCb K /IF00IM He mak, kak 00J/IKeH, cosep-
wiar0 NocCmMynKu, Komopele KoJrom Moro cosecme... Tom
yesi08ek, KOMopsIl He Yyacmeayem, 4mo OH He mom,
KomopbeiM doskeH bbis1 bl 6bimb (XomsA OH MOYHO
He 3Haem ewjé Kakum, HoO 4yecmesyem)... 3mom 4eso-
gek He cnocobeH cmame Ha NymMe NPeobpaxeHus» %,

Kakas MblC/ib: «...komopeIli MOYHO He 3Haem, Kakum
dosmkeH bbimb, HO Hyecmeyem, 4mo — He mom...».
«YHyscmayem...»! MoxeT 6bITb, OTTOro MNyLWwKnH 1 Ae-
naet [loH XyaHa no3ToM, 0 YéM Mbl y3HaéM CHavana
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oT Jlenopenno, KOTOPbIA LWYTWT, YTO PpaHTa3ma [loH
KyaHa no oAHOW yBUAEHHOW «y3eHbkol namke» [loH-
Hbl AHHbI JOPUCYEeT BCE OCTasbHOE; MOTOM 06 3TOM
rosopuT Jlaypa, Ha3blBas MMA aBTOPa UCMOJHEHHbIX
eto neceH — JloH XyaHa; 1, HaKOHeL, caM T/1aBHbIN
repov Ha3sbiBaeT cebs «umnposuzamopom 110608HoOL
necHu» 2. 3aueM 3T0 Hy>KHO: caenaTtb XKyaHa No3Tom?
BcnomuHarotca cnosa M. U. Lisetaesoii: «Ymo g denaro
Ha ceeme? — Caywiaro ceoro dywly» 2. To ecTb No3-
TUYeCcKWi fap NOAYEPKMBAET CMOCOBHOCTL YenoBe-
Ka «yCa6lWame», «3adyMamecs», «<no4yecmeosame»,
YTO UTO-TO He TaK, KaK JOMKHO 6bITb. A. C. MyLKNH
Ha3blBaeT 3TO «4YMO-Mo» «yCMasaoCmMer0» (FPExoB-
HOCTbHO): «...Ha cosecmu ycmasol MHO20 3/1a,» —
roeopuT [loH XyaH B ManeHbkol Tpareamn «Ka-
MEHHBIV FOCTb»; «YCHU ycmanas dywa»,— roBopuT
cnoBamu H. B. KykoabHMKa, HaNnMCaHHbIMWN «B Ayxe»
MywkwvHa, Patmup B onepe M. . TnnHkn «PycnaH
n JliogMuna»; 1 ToT, U ApYror — nrobuTenn uyBs-
CTBEHHbIX YAOBO/IbCTBUI; U TOT, U APYroi — MO3Th;
M TOTO, N APYroro yAaéTcs BbIBECTU U3 «yCmMasno2o»
COCTOAHUA XeHLwmHe: lopncnase — Patmupa, [loHHe
AHHe — [loH XKyaHa, Ho...

Mepea TeM, Kak CTYNUTb Ha «1eCcTBMLY» A06pose-
Tenel Bcnes 3a loHHon AHHOM, [loH XKyaH nepexu-
BaeT COCTOSIHNE, KOTOPOE ABAAETCA HEOHXOAMMbIM
YC/IOBMEM Hayana LyXOBHOW XM3HW, TO eCTb COCTOA-
HMe MOWCKa, Pa3MbILLIEHWS, OLLYLLIEHWS, YTO UYTO-TO
He Tak, Kak JO/KHO BbITb, OLLyLLeHWe «ycmaaocmu
cogecmu», U NOTOMy — «3adymyusocmu». Lutn-
pyto A. V. Ocunosa: «He ydueastimecs, 4mo s CmoJbko
nosmops u 06 3mMom 2080pto, NOMOMY 4mMo HA 3Mo
06bI4HO He 0bpawyarom 8HUMAHUs. A UMeHHO 3mo A8-
1aemca Ha4yaaom». VI mbl He Byaem yaMBAATLCA Apa-
MaTypruv onepbl, B KOTOPOW MONOBVHa BPeMEHH (BCE
nepBoe AeNCTBME) NOCBALLEHO TOMY, UTO6bI OBHa-
py>uTb B [JoH XyaHe «3adymMyu8ocme». ITO COCTO-
AHVe repos CBA3aHO He TOJ/IbKO C 06pa3oM [lOHHbI
AHHBbI, HO VI APYTUMUN XXEHCKUMW N MY>KCKUMU Mep-
COHaxxamu onepsl. Ecin rosoputb Ha A3bike gpama-
TYpPruu, OHO CBWAETE/IbCTBYET O 3aBsi3Ke AeNcTBuS,
B TOM 4MCNe My3blKaabHOTO.

«3adymyusocme» [loH XXyaHa BblpaXkeHa B My3bl-
Ke poXKAEeHWEM 3aroMUHatoLWMXCs Menoanii. Kaza-
Nocb 6bl, HNYETO YAMBUTENBHOIO: MENOAUSA B YCIO-
BMAX FOMOQOHHO-FapMOHNYECKOTO MY3blKaabHOMO
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CTUNA — ABNeHMe ecTecTBeHHoe. OAHAaKO B Takon He-
06bIYHOW MO My3blKaNbHON GOPME U COAEPXKAHUIO
onepe, kak «KameHHbIV rocTb», Menoausaums AB-
NAeTcs eABa M He CaMO IPKOW naeei My3sblKasb-
Hol gpamatyprum. C uem 370 cBA3aHO? Caenaem eLué
OZHO KpaTKoe OTCTYMJIeHWNE, Ha 3TOT pa3 CBA3aHHOe
He C MeTofaMu N3y4eHUs onepbl, a C 0COBEHHOCTA-
MU €€ COUNHEHMUA.

OTKa3aBLUMIACS OT CTEPEOTUMNOB OMEPHOTO XXaH-
pa CO CNOXMBLUENCA HOMEPHON CTPYKTYPORN My3bl-
KaNbHOTrO AENCTBUS, CNeLuasbHO COCTaBAEHHBIM AJ1S
KaXA0oro Homepa TeKCTOM IMBPETTO, 3aKOHUYEHHOM
My3blKanbHON GOPMOI 1 cogeprkaHnem (adppexkTom)
W T.4., KOMMO3UTOP OKaszanca nepes Heobxoammo-
CTbtO 3aHOBO GOPMMPOBaATh My3blKalbHOE NPOCTPaH-
CTBO W NIOTMKY MYy3bIKaNbHOW BbIPa3nTeIbHOCTU. ITO
npueeno A. C. laproMbIXXCKOro K TakOMy TBOPYECKO-
MY PELLEHUIO, KaK «Mesrodudeckull pequmamue» .
Ecam nckatb napannenm B UCTOpUM Onepbl, TO MOX-
HO BCMOMHMWTb, TaK Ha3blBaeMble, aKKOMMaHNPOBaH-
Hble peunTaTuBbI (recitativo accompaniato), kotopble
6bLAM MPU3BaHbI K HEXapakTepHOMY B BapoyHO 3cTe-
TUKe NoKa3sy COMHeBaIOLLLErocs repos, To eCcTb TOro
COCTOSAHMA, B KOTOPOM HEBO3MOXHO OCTaHOBUTLCA
Ha apwu onpegenéHHoro apdekTa. Kak n3BecTHo, Ko-
JINYECTBO aKKOMMaHMPOBAHHbIX PeYnTaTBOB 6bIN0
CTPOro OrpaHMYeHo, OHM BblIN CKOPEee NCKIOYUEHN-
eM, 4eM npasuaoM .

TBopueckmii nounck A. C. laprombixKckoro oka-
3a/1CA CBA3aH TakXXe C HEYCTOMUMBOCTbIO XapakTepoB
onepHbIX repoes. B pycckol My3blke € nepemMeHun-
BbIM coziep>kaHnem obpasa BnepBble CTONKHYCA
M. WN.TanHka. Yxe Bo BTOpOW cBoel onepe «Pyc-
naH v Miogmnna» n 6onee Bcero B cUMOHNYECKUX
yBepTtopax K Tpareguu H. B.KykonbHuka «KHA3b Xoam-
CKuiA» 2 Muxaun VIBaHOBUY MHTEpECYeTCa U3MeHYU-
80U, TO eCTb HaXOAALLENCA B ABUXKEHUN AYXOBHOM
>KWU3HBIO YenoBeka. Bcreg 3a aBTopaMu avtepaTtypHoO-
ro NePBOMCTOYHMKA CBOMX coumHeHnin — A. C. Myw-
KWHbIM 1 H. B. KyKonbHWKOM OH npegnaraeT pasHble
TPaeKTOpuW ABUXEHMA K «necTBuLe» fobpogeTe-
Neli: BocxoasaLLyto — B obpase Patmupa; nepemeH-
HYH C Haua/lbHOW, KOHEYHOM U KYJbMUHALMOHHOW
TOYKOW Ha BeplunHe — B 0bpa3e PycnaHa; HUCXo-

26.  Japzombixckuli A. C. 13bpaHHble nucbma. Bein. 1/ BetynuT.
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AALLYHO, HO BKHOYAIOLLYHO packasHue B GuHane,—
B obpa3se KHsa3a Xoamckoro?.

O6Hapy>eHHoe M. V. TanHKoW BHUMaHKWe K nepe-
MEHUYNBOCTU «8HYMpeHHe20 Yesio8eKka» onpeaenser
TBOPYECKUNE NCKaHWUS PYCCKUX KOMMO3UTOPOB Nocesy-
FOLLVIX MOKO/IEHUIA. [lyxOBHas NpaBgaa 3ByUmT Y KaXzaoro
13 HUX No-ceoeMy. «[pasdy cosoHy» M.[. Mycoprckoro
COCTaBAT XapaKTepbl repoeB, KaX bl 13 KOTOPbIX 6e3
NCKNFOUEHUS OKa3bIBAeTCs BO BJACTU «CNJIemHU», TO
€CTb NoAMeHbl fobpa 310M*°. «@amym» M. . Yaiikos-
CKOTO COCTOMTCA B CTPALLHOM NpeobiafiaHnm «HeuHe20
yesio8eka» Hag «eHympeHHUM». [yTasacb B onpesene-
HWAX 1 B pe3y/ibTaTe He BOPACk CO 3/10M B cebe, yeno-
Bek 6e3B0O3BPATHO YTPaUMBAET XW3Hb,— TaKoM BUANTCS
B TBOPUECTBE PYCCKMX KOMMO3UTOPOB, NOC/aesoBaTe-
nevi [VHKW, AeACTBUTENBHOCTb BPEMEHM.

AnekcaHap CepreeBny [laproMbiKCKMin Ha 0603Ha-
UYEHHOM YUYUTENIEM W APYrOM MYTU NMPEAIOXNUA CBOE
peLleHune, NO3BOMBLLEE €ro BbICKa3blBAHWIO JOCTUr-
HYTb HEOBXOAVMOM BbIPa3UTENBHOCTW U CTaTb Npodec-
CVYOHaJIbHbIM OPUEHTUPOM A5 BYAYLLNX MOKONEHUIA:
«[pobyto deno Hebbigasoe: nuwly My3biKy Ha CUYeHbl
«KameHHo020 20cms» mak, kak OHU ecme, He U3MeHss
HU 00HO20 c108a. Xo4y, Ymobbl 38K NPAMO 8bIpaxan
c1080...» %1, Pe3ynbTaTtoM «desia Hebbiganozo0» 1 ctan
Ha3BaHHbIN Tak cCaMUM KOMMO3UTOPOM «Mesroduye-
cKull peqyumamue», NO3BOJAOLLMNIA Cef0BaTh 3a CMe-
HOW JyXOBHOIFO COCTOSIHWUA repos 6e3 yC/I0BHOCTEN,
MFHOBEHHO OT3bIBasiCb Ha KaXkA0e ero BOJHEHWE, Ha
KaXKAyto MbIC/b. Kak 3TO JOCTUraeTcs My3blKasbHbl-
MW cpeacTBamun? Bo3Bpaluasnch K BOMPOCY O My3bl-
Ka/bHOW ApamaTypruu, MOCMOTPMM BHUMATENbHO Ha
MeNoANKO-peUnTaTMBHOE MONOTHO OMEpsI.

«Mbl 8Ce xopowlo 3Haem, 4em omaU4aemcs peys
0M neHus, HO Xy>e npedcmas/iseM No2PaHU4Hele, ne-
pexo0Heie ghopmsl, kKomopele bbisarom 6s1uxe mo K 00-
Homy, mo Kk dpyeomy. Jekaamayus (om A1amuHCKo20
declamatio) — ynpaxxHeHue 8 0pamopckoM NPoU3Ho-
weHuu — nodpasymesaem onpeocenéHHy My3biKaslb-
HOoCcmeb peyu, 8/1adeHue 38yKamu pasiuyHoU 8bicomei» 2,
A.C. Japrombi>kckoMy 6bi1 6A1M30K NPUHLMMN MYy3bi-
KasibHoU peyn, KoTopas B CBA3W C 0CODObIM CMbICIOBbIM
coAep>kaHnem B onpesenéHHbIX MecTax No3TMYecko-
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ro NEPBOUCTOYHMKA CTAaHOBMAACh PeYUbto Mesl00u-
yeckoli — menoameit. MoBTOpUM, UTO Menogmsaums
B «KameHHOM rocte» nNpsMo cBsizaHa C ApamaTypru-
€4, TO ecTb C «3alyMUMBOCTbIO» reposi B NEPBOM Ael-
CTBWU, U Janee — C pa3BuTMeM obpasza B cneayroLLmx
pencreumax. Yem 6onblue «3adymeisaemcs» [oH XyaH
B HaMpaBAeHUWN «NpasuibHOU XU3HU», Tem bonee Ha-
MEeBHO 3BYUUT PEUNTaTUB, MOABOAA K Bblpa3nUTENb-
HbIM 3aMOMMHAKOLLMMCA MENOANYECKUM PEMINKAM.
3TO UMEHHO PenANKN — KPaTKOBPEMEHHbIE BCMblLL-
KW, OCBeLLatoLL e MPOCTPAHCTBO PeunTaTMBHOM one-
pbl. B nepBOM AeNCTBUM MX MOXHO MnepecymTaTb, BO
BTOPOM U TPETbEM 3TO CAeNaTb COXHEee 13-3a Ha-
pacTaH1s MesIoANUYeCKOM NIOTHOCTU My3blKaJIbHOM
TKaHW, KOTOpas Ha My3blKa/IbHOM fi3bIKe W CBUAETEIb-
CTBYET O NpeobpaxxeHumn repos.

Kaxkaas 13 Menoamyeckmx penamk MMeet no-
TeHUWan apuu, NO3ToMy BysemM roBOpUTb O HUX, Kak
O My3blKa/ibHbIX TeMaX (B C/eZyroLLeM O4YepKe 3TO
onpegeneHne ByaeT CKOppPeKTUpoBaHo). B kaxxaol
Teme HeobxoAMMble aBTOPY COCTOSHUA NpopacTaroT
MHTOHaLMel Npu Noasaep>XKe rApMoHumn u ¢Gopmbl.
Yrto kacaeTca popMbl, TO B CKBO3HOM MY3blKaJbHOM
JABVXKeHUN «KaMeHHOro rocTs» 60bLINHCTBO TeEM 06-
NlekaroTcs B CBOOOAHYHO Cek8eHYUr, 3TO No3BoaseT
COCPEAOTOUNTLCSA HA OAHOM MbICAN — TO €CTb «3ady-
Mamecs» W, BMeCTe C TeM, A0MycKaeT BO3MOXHOCTb
MMMNPOoBM3aLLMK. YTO KacaeTCst MHTOHALIMM Y FapMOHUMMK,
TO OHM POXAAOTCA Ha NepeceyeHnn 1a00MmMoHAIbHbIX
HAKA0HeHUU — ANaTOHNYECKOTO M XPOMaTUYECKOTO.
CoOTHOLLIEHME BbIPa3uUTebHbIX COCTaBASFOLLMX My3bl-
KaNbHbIX 06pa30B NpPaBAMBO NOKa3bIBaET MOABMXKHOCTb
[YXOBHOW XXW3HW AeNCTBYIOLLMX WL, B3aMMO3aBUCH-
MOCTb NMepCOHaXel, OTBETCTBEHHOCTb KaX0ro nepes
KaXAbIM M, YUTO OY€Hb BaXKHO, OTBETCTBEHHOCTb Me-
pes NMLOM eANHOTO A1 BCEX BbICLLEro Havana. YTto
3TO 3a BbICLLEE HaYyano?

Tema «papocTHOI ycTOUMBOCTU 6bITUA>»

BbickaxkeM npeanonoxeHune, UTo Bce My3blKa/lbHble
06pasbl onepbl BbIpacTatoT 13 06LLEe My3blKasbHO-
CMbIC/IOBOV Maew. Kak Haue MHTeprnpeTMpoBaTh ono-
Py Ha HUCXOAALLME TePLIMK, OTCTOALLIME APYT OT Apyra
Ha BOCXOZALLYHO CEKYHAY U rapMOHWU30BaHHbIE ANaTo-
HUYEeCKK, Kak He 0OLLyto TemaTuyeckyto naeto? MNpea-
CTaBAAETCA BO3MOXHbIM NepeHecTV Ha 0603HauYeHHYLo
My3bIKa/lbHO-CMbIC/IOBYO GOpMyy onpeseneHve
B. B. MeayLueBCKOro v Ha3BaTb 3TO TeMoW «padocmHoll
ycmoliyueocmu 6bimus». O «padocmHoli ycmolyu-
g8ocmu 6bimus» My3bIKOBEZ, TOBOPUT B CBA3U C TATOTE-

HMEM K TOHaNbHOCTY, TO €CTb TOHa/IbHbIM MbILLEHNEM,
KOTOpoOe A8 KOMMNo3nTopoB XX Beka, No npeacras-
neHuo Bavecnasa BauecnaBoBuya, ABaseTca 3Hakom
BEpPOLEeHTpMYHOCTY TBOpUecTBa®. B ciyuae ¢ A.C. Jap-
FOMbIXXCKMM — KOMMo3utopom XIX Beka, n3HayanbHO
NULWYLLMM B TOHA/IbHON MaXXOpPO-MUHOPHOM cucTe-
Me, UICTOKOM My3blKa/IbHOM «ycmolivugocmu bbimus»
OKa3blBAETCA... KOJIOKO/IbHOCTb.

Ha 3Ty Mbic/ib HaBeno Hac coBnageHve Menoau-
yeckon naew, obLielt ansa Bcex repoes onepsbl «Ka-
MEHHbIV FOCTb», C TEMOWN Npowu3BeaeHus «baarosect»
COBpPEeMeHHOro komnosuTtopa AnekcaHapbl Hukonaes-
Hbl [MaxMyTOBOW, KOTOPOW YAaN0Ch COBMECTUTb B UC-
MOJIHEHUW CBOEr0 COUYMHEHNS 3BOH BCEX KONOKOJIEH
ropoga lNneca ¢ cumpoHnyecknm opkectpom! > Kakmm
obpaszom? Tema «bnarosecta» npeacraBaset cobon
HE UTO MHOE, KaK Y>Ke YNOMSsIHYTbIE HaMW HUCXOAALLME
MenognYecKkme TepLmMm, OTCTOALLME APYT OT ApYra Ha
BOCXOZSLLYH CEKYHAY B ANAaTOHMUECKON rapMoHM3a-
umm. MimeHHO Takas HacTpoWika xapakTepHa Aas Tuna
KOJIOKOJIOB-«61ar0BECTHUKOB», MONY4YMBLUMX PaBHOE
€BaHre/bCKoMy Ha3BaHue *. EBaHresme — B nepeso-
Ae «bnaras Bectb». bnaro B [MpaBocnasnm —bor. bna-
FOBECT KOJIOKOJIbHbIN B LIEPKOBHOM XM3HW CO3bIBaET
nacTBy Ha Borocny>keHue, HanoM1Has 0 HeoHxoAN-
MOCTU «UcCnosiHeHus1 EsaHeenus»36.

B cueHmueckoM npocTpaHcTBe onepbl «KaMeHHBbIN
rOCTb» KOJIOKO/IbHOE B6/1aroBecTue, NooXeHHOe B OC-
HOBY TeMbl «padocmHol ycmolyugocmu 6bimusi», oka-
3bIBaeTCA TOW JyXOBHOW PeasibHOCTbIO, Ha KOTOPYHO
OPVIEHTUPYHOTCS OMEPHbIE FepOoU U C KOTOPOI COOTHO-
CATCSA UX My3bIKaJIbHO BblpaXXeHHbIE MOCTYNKN 1 MbIC/IN.
PoxxzeHve Menoanyeckmx permk Bcex nepcoHaxem
B COOTHECEHMM C 3TOM My3bIKaJIbHO-CMbIC10BOM $op-
MYJIOli MO3BOJISET Ha CNYX OMNPEeSenTb, y KOro 13 re-
POEB N HAaCKONbKO «...ceepbum e dywie...».
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HUAX, cekumsa My3sbiku. MTY, 26 aueaps 2017 r. URL: https://
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Ha A. H. My3blkanbHas opraHusaumns TpagvLMOHHbIX KOA0-
KONbHbIX 3BOHOB: ANCC. KaHA. nck.: 17.00.02. M., 2003. 156 c.

36. 06 «ucnosHeHuu EsaHeenus» 4acto roBopuTca B Horocy-
>KeBHOM rMMHOrpadmm, To eCTb B NECHOMEHMAX CBATLIM. «/c-
nosHume EsaHzenue» 03HauvaeT MPOXWTb XU3Hb NOLO6HO
Xpucry.

B unctom Buge naea «padocmHoli ycmotivusocmu
b6bImus» CBONCTBEHHA TOAbKO JJoHHe AHHe, nosBe-
HMe KOTOPOW B NEPBOM AENCTBUM HameYaeT ByayLLyHo,
Kak roBopuT 06 3TOM 60rocioBUE, «CUMEPOHU» NN
«CUHepauro»>’, TO eCTb CNacUTENbHYHO A5 YenoBeKa
BCTPeYy B3anMOHanpaBieHHbIX SHEPTNIA: COBCTBEHHOM
BO/W 1 BOXKEeCTBEHHOW baarogatv («AHHaG» B NepeBo-
fe — «b6a1a2aa»). CEKBEHLUMOHHYHO UAEHD U AMATOHU-
yeckoe HaknoHeHue B Teme JloHHbI AHHbI 4ONOAHAET
>KaHp LepKOBHOrO NPOUCXOXAeHWs — xopan. Mox-
HO BbIAE/NTb jBa OCHOBHbIX BapuaHTa TeMbl repou-
HW: UHCTPYMEHTabHbIA 1 BOKaJIbHbIN.

NHCTpyMeHTanbHbI BapuaHT npeaBapseT peniu-
Ky MoHaxa «/Zla 6om oHa...». HecneluHble akkopAoBble
obpalLLeHNs TPE3BYUNIN C HUCXOAALLUMMN TEPLUAMM
B BepXHeM rosioce «e-cis / fis-d» HaumHaroT rapmo-
HMYecKoe ABMXKEHWE B CTOPOHY MOJHOrO obopoTa
B A-dur [Mpumep 1]. Menoguuecknin BapnaHT Tema
obpetaeT Ha cnoBax MoHaxa «Celivac do/mkHa npue-
xame fJoHHa AHHG...». 34ecb ABe TepLun NOCTaBAEHbI
B Hau4asio N OKOHYaHWe cekBeHL WU, OHY MPOXOasAT Ha
BbICOTE «g-€... /... a-f» N C y4ETOM rapMOHUM B UH-
CTPYMEHTa/IbHON MapTUN MOTYT BbITb PAaCCMOTPEHbI
Kak Hayano pa3BEpHyTOro noaHoro oboporta B C-dur
[Mpumep 2].

WTak, TemMa «padocmHol ycmodiyueocmu bbimus»
onupaeTcs Ha napy TePLMIA, COOTBETCTBYOLNX Me-
NOAMMN KOJIOKONbHOTrO H61aroBecTa U rapMOHN30BaH-
HbIX K&K Ha4ya/o MNOAHOro rapMoHMYeckoro obopoTa
(T-S-D-T). 31a My3blkasbHas naes B Pa3HON CTENEHN
y3HaBaeMa B XapaKTEPUCTUKE KaXA0ro nepcoHaxa.
B Tabaunue npeacTaBieHbl YCIOBHbIE Ha3BaHUSA My3bl-
Ka/bHbIX TeM, BblENEHHbIX HAMW B «Me/100UYeckoM
pedyumamuse» nepsoro aericteus [Tabauua I]. OT-
pe3KM CKBO3HOTO AEWCTBMS, CBA3aHHbIE C KaX0M 13
TPéx reponHb — VIHe30W, [loHHOW AHHOW, JlaypoW,
YC/IOBHO Ha30BEM «CLieHaMU» 1 PacCMOTPUM Bblae-
JleHHble TEMbl BO B3aUMOCBA3U MeXay COB0M 1 B X
OTHOLLEHMM K OpraHu3ytoLeln My3blkaabHOW maee.

Cpasy e OTMETUM, YTO B BONbLUNHCTBE TEM HECy-
LMe AnaTOHMYeCKME Tepumnn «padocmHoli ycmodlyu-
80CcMu bbIMus» OKa3blBArOTCA NMOCTaBAEHbBI B YC/IOBUS
paclmnpsroLLen MaXxxopo-MUHOP XPOMaTUUECKON
AencteuTenpHocTn. B Takoro poga HapylieHun 6na-

37. B.B.MegayLueBCKMii O6BACHAET CUHEPTMER cosepykaHne npo-
N3BeseHWI My3blKaNbHOrO UCKYCCTBa, KauecTBO U CTpoe-
Hue My3blkaabHON MaTepun. Cm.: Medywesckuli B. B. CotBo-
peHve HebbiBanoro. URL: https://www.musnotes.com/v-v-
medushevsky/Sotvoreniye/ (aata obpatuerus: 14.02.2023).
bepceresa T. [1. Kateropus CcMHeprum B TeONOrMYECKOM Tpa-
avumm // OMCKUIN HayuHblI BeCTHUK. 2012. N2 4 (111).
C. 116-119.
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ITEPBAZ

CueHa BocrmoMHHaHHA 00 I1He3e

Tema Bosppamenns Jon Kyana
HHcTp. TeMa B Havyase epBoii
KapTHHBI

Tema cpaBHeHMSI € «(MAMOIUHUMU
Kpacasuyamuy

Boxk-unctp. Tema Ha ci. LK.
«nociedneit Anoanysuu
KpecmvaHKkoil ... »

Tema HHe3bl (HOKTIOPH)

IHcTp. Tema B nepBoii yacTH (Bo
Bpems ci1. XK. «beonas Hueza! Eé
voie Hemt! ... ») 1 B pelripu3e HOKTIOpHA

IEPBOE HNEICTBUE
KAPTHHA

Cuena nogsnenns JIOHHB AHHBI

Tema Haymero HapcTpedy
(xopam)

ITucTp. Tema mocie ci. Jlenmopesio
«Kmo x nay udem...»

Tema nporyaxn Jon Kyana
IucTp. Tema (Bo BpeMs CIIOB
Jlenopenno «Mer 30ech aviaem»)

Tema JloHHBI AHHBI (X0paJ) HIH
«PAOOCIHOI yCINOTY. Ob1MUAY
Bok. Tema nHa ci1. MoHaxa «Ceiivac
doaxcHa npuexams Jowna Auna»;
HacTp. TeMa BO BpeMs ¢J1. MOHaxXa

BTOPASI KAPTITHA
Cuena ceuanus ¢ Jlaypoii

Tema Jlaypsl (TaHem)
ITHeTp. TeMa B Havalle BTOPOIL
KapTHHBI

ITecnu Jlayps! va ctuxu JI.2K.
«Oodenacs mymarnom I'penada...»,
«A 30ece, Huesunoa»

Tema vasuganuii Jox Kapiaoca
Boxk-uucTp. Tema Ha cin. J[.K.
«Bokpye mebs ewje nem uiecno...»

Tema «Bpanps/MonBe» 0 JloH Kyane
pacliajaeTcs Ha JBe:
- Tema cenganus Bok. Tema Ha cL.

(Bo Bpems ci1. JILK. «Tarozo e3210a «[la eom oHa...»

Yo HUK020a A He gempeyan ... »)

Tema ouenkn Jon JKyana

Tema mo6Bu lon Kyana MoHaxoMm
Bok. Tema na ci. JI.K. « Wvonyio
npuAnNtHocme 4 Haxooun ¢ eé
HeYaILHoM G20pe... »

Tema Go.1e3nn Huesnl

IucTp. TeMa B cpeaHeii yacTH (BO
BpeMs ci1. JI.K. «B wone. Houvio.
youyie npuamuocmy...») 1 B penpuse

Bok. Tema Ha ci1. MoHaxa:
«P(JEGPGH!HI)I.‘U, 66’(‘(‘06?{’!!3Hbf.1f,
besboxncHuim Jon JKyvaron ... »

Jlaypst «IIpudu, omxpoii 6aiKon ... »,
HHcTp. Tema B iHane

- Tema Jlon Kapaoca Bok.-uHeTp.
Tema Ha ¢l JIL.K. «4, Jon Kaproc!»;
IHCTp. TeMa B (HHaIe

Tema oaurouecTBa JoH JKyana

Tema «moneust / épansan o 1K, Iuctp. Tema nocie cioB Jlaypst «4
ucTp. Tema (Bo Bpems ci. JI.JK. 6Cé He GuHOoGaN! ... »
«Ymo, umo mwi epeuts...»)

Tema uaymero HaBcTpewy (XopaJi)

HoKTIopHA (Bo BpeMd BI. JI. K. «...kax ~ Tema posppamennsi [{on Kyana  IIHcTp. TeMa B (pHHaJe C ydacTHEM

v 60TBHOIY H «a MyXHC €€ 6b11 Hecodali  IHCTp. Tema B KOHIIE ITepBOil

cypoeultii») KapTUHBI

FOBECTMS YUYaCTBYET He TOJIbKO F1aBHbIA repoid, 06-
pa3 KOTOPOro Tak MAN MHavye MMeeT OTHOLLEeHWne
K KaXZOMY NMepCoHaxy W K KaXAon Teme. BaxHyto
posb B cyabbe camoro [oH XyaHa u npeacrasu-
Te/bHWL, c1aboro nona, B OKPY>KEHUN KOTOPbIX OH
nokasaH, UrparoT My>Kckne nepcoHaxu. HanomHmm,
UTO K KaX0M >XXEeHCKOM NepcoHe aBTOPOM Tpare-
AUV N BC/IeA 3@ HUM KOMMO3UTOPOM MpUCTaBaeH
CONpoBOXAAOWMUNA. MNepBbIA U3 HUX — MyX VHe3bl,
MMEHWN KOTOPOro aBTOP He Ha3blBaeT, AOBOIbCTBY-
ACb onpeaeneHnemM «Hez200Al cypossili». Bropon —
ybutbii JoH XyaHom cynpyr JoHHbI AHHBbI, KOTOPbIV
npejcTaBieH He TONbKOo No uMenu (loH AnbBap ge
ConbBa), HO, Npexae BCero, B COOTBETCTBUN C €ro
CNy>Ke6HbIM NMONOXEHNEM B PblLaPCKOM OpJeHe —
KomaHgop. TpeTuit — cTpacTHbI NOKNOHHMK Jla-
ypbl, 6pat KomaHgopa, JoH Kapnoc. OTHowweHus
rNaBHOrO repos CO BCEMMW MepeYvnCAeHHbIMN Nep-
COHaMW «MY>KecKo20 U XXeHCKO20 NoJia» CTaHOBATCS
MPUYNHOW ero «3aJyMUMBOCTU» U BAUSIOT Ha «ne-
pepoxdeHue» [JoH XyaHa.
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TeMaTIYeCKOIl HIEH «padocniHoil
yemoiiuugocmi Goinua»

Tabauya |

CueHa BocnoMmuHaHua o6 UHese

CueHy BocnoMuHaHnsA 06 MHese, koTopyto
A. C.TlylWwKNH OTMeTUA creunansHon pemMapkom
«3a0ym4ugo», A. C. laproMbIXXCKMIA B CKBO3HOM Te-
YeHUN My3bIKaJNbHOTO AeCTBUA BbijenseT onpe-
AeNEHHON POPMON 1 faxe XaHPOM — BAN3KUM
K TPEXYACTHOCTU HOKTHOPHOM CO CBOMCTBEHHOM
€My HacbIWEeHHOW MHCTPYMeHTaAbHOW NnapTuen.
VIMeHHO B MHCTPYMeHTaNbHOM NapTum opopmMs-
FOTCS My3blKajibHble TeMbI VIHe3bl. YunTbiBas 6ec-
C/IOBECHOCTb FEPOUHU, OTOoLWeLIel KO BpeMeH
BOCMOMMUHAHMA O Hel [loH XyaHa B MHOW Mup,
Takoe pelleHne Hanbosiee NPaBAMBO, OHO TOUHO
oTO6paxaeT gpaMaTypruyueckyro CUTyaLumo 1 npum-
[aéT ocobytro BbIpa3nTENbHOCTb «cLeHe». Kpome
TOro, obpaLlasnch K XaHpy, HanpaBaeHHOMY 6onee
Ha co3epLiaHue, YeM Ha JelCTBEHHOE NposBAeHNe
YyBCTBA, KOMMO3MTOP NOAYEPKMBAET COCTOAHNE
«3adymMyugocmu» repos.

O uém pasmbiwnseT JoH XKyaH? O ntobsu 1 kpa-
coTe, 0 Xu3HU 1 BpeMeHn. CogepiKalLine 3T C1oBa
No3TYecKme CTPOKM BblfeNeHbl My3blKaibHbIMW Ka-
AEHUMAMM, B KOTOPbIX Ha PacCTOAHUM 3aMOMUHAKOTCS
MenoaMyeckas MHTOHaLMA TPUTOHA 1 rapMOHMYecKas
OCTaHOBKa Ha NpepBaHHOM 060poTe: «B HUX JKU3HU
Hem! Bcé — kyk/1bl gockoseble...», «Kak s mobusn eé!»,
«Tbl, Kaxemcs, He Haxoou/1 eé Kpacaeuuyeli...», «Y3-
Han 5 N030HoO...». Kaxxgaoe noHAT1e B CLeHe BOCMO-
MWHaHW 06 VIHe3e AOMNONHSAETCS HOBbIM CMbIC/IOM.

HauHEM C NpMBBIYHOTO ANA repos BHUMaHWS
K XXeHCKOW KpacoTe. Kak cBMAeTeNnbCTBYyEeT Ananor
¢ MoHaxoM B cueHe nossaeHus JoHHbl AHHBI, Kpa-
coTa anqa [loH XXyaHa — ABneHWe BHELLHEro nopaa-
Ka. Tonbko noayyms ot MoHaxa 3aBepeHuns B TOM,
UTO «He MoxXem U y200HUK 8 Kpace eé yydecHol He
co3Hameca», Jon XXyaH BblCKa3blBaeT XKenaHue no-
roBopuTb ¢ LloHHOW AHHOWM — «f ¢ Hero bbl Xxenan
no2osopume». BHUMaHMe K TakoMy npexoasLiemy
KauecTBY, Kak BHELLHAS KPacoTa, Ha HEMOCTOSH-
CTBO KOTOpOro yka3sbiBaet flaype [loH Kaparoc —
«Ckos1bko ewyé meol 6ydewb Mos00a — iem name
us6 Wecme», BblgaéT B JJoH XyaHe uckatensa «npu-
AmHocmeli». Ho OH 1 He CKpbIBaEeT 3TOro B OTANYUME
oT JloH Kapnoca, coBmeLLatoLwero HenopagoyHoe
CBMAAaHWe C NOPAAOYHBIM HPAaBOYYEHMNEM...

Mpv TakoM NOBEPXHOCTHOM OTHOLLEHWUW K Kpa-
COTe, UTO XXe MOra0 3anHTepecoBaTtb [JoH XKyaHa
B «VIHe3e YepH02/1a30Ui», eCAN NPEKPACHOTO B HEN
6b110 HacTONIbKO Mano, YTo gaxe Jlenopenno «He
Haxodus eé kpacasuyeli»?

WcnaHckuii rpaHg, okasbiBaeTcst bosee uyTok, Yem
€ro c/yra, 1 BblAeNSET HE TONbKO YEPHbIN LBET r1a3,
HO «UCMUHHO NpekpacHslli 832/1510» BO31H0BNEHHOW:
«M moyHo. Maso 6110 8 Hell UCMUHHO npekpacHoz0.
Inasa, 00Hu 2na3a, 0a 832170. Takozo 8321404 YK HU-
ko20a A He scmpeyai...» OcobeHHOoe OTHOLLEHWE KO
B394y YKa3blBaeT Ha nepemellieHne BHUMaHWS C Te-
NleCHOro Ha AyXOBHOe cofep KaHue KpacoTbl: «3pe-
HUe omHoCcUMCcA K pacnpocmpaHéHHol kamezaopuu
OdyxoeHblx 06paszos, no sceli suoumocmu, 6s1az200a-
pA ceasu co caemom» 8. Pagom ¢ NHe3zol («MHe3aq,
WHecca» B nepeBoje — «4ucmas, Henopo4Has») [lo
XyaH, «xomsa mo4yHo He 3HaAn ewé, HO NOYy8CMBo-
8a/1» BHUMaHMe K JyXOBHOW KpacoTe CTO/b Xe Npu-
CTanbHOeE, Kak K TenecHol. bonee Toro, «ucmuHHo
npekpdcHeIl» B3rnsg ViHesbl npeobpaswn eé BHeL-
HWe HefoCTaTKN — «NevanbHsil 832/150», «<nomepm-

38. PatikeH /1., Yunxoim [., /loHamaH T. CnoBapb 61bnenckmx
obpasos: [na3a, Oko, 3peHue. Cl6.: bubans ana scex, 2005
(r'YMN Tun. «Hayka»). 1423 c.

gesible 2ybku», «2010C muxull, Kak y 60/6Hol». [LoH
XKyaH Tak n roBopuT: «HydHyro npuamHocme A Ha-
Xo0us 8 eé ne4yasbHOM 830pe U nomepmeaesbix 2y6-
Kax. 5mo cmpaHHo». «MicmuHHasi kpacoma» B3rnsaa
B COYETAHWUM C «MAJ/I0 NPeKpacHOU» BHELIHOCTbIO Ka-
KETCA eMy CTPaHHOW.

O6 UCTUHHOCTK KpacoTbl VIHe3bl, KOTOPOI He MO-
ryT NOMeLlaTb HMKaKne BHELLHWe YepTbl, CBUAEeTENb-
CTBYET My3blKa/bHO-NMO3TMYECKOE peLLeHNe CpesHeN
YyacTW HOKTIHOPHa BOCMOMUHaHWUR. MoakpennéHHas
>KaHPOBOCTbIO POMaHCa 3arjaaBHas nosTmyeckas
cTpoka «YydHyro npusmHocme s Haxoou...» HaBo-
AWT Ha BOCNOMMWHaHMe weaespa A0H60BHOM Anpu-
Ku MNMyLwknHa n FnHKKY, CBA3aHHOTO C BOCMNEBaHNEM
«2eHuUs yucmol Kpacomesl». BOT B KaKOM COCTOSIHUM
npeacTaBieH repoil — B HEM HaCTynua0 «npobyxde-
Hue Oywiu»: «ywu Hacmano npobyxxdeHve! M1 som
onAame A8UaaC6 Mel...» YyTKUIA CAyx nccnegoBaTens
}O. B. BacunbeBa ya0BUA B CUNy3ITE Menoaun «Yyo-
HYr0 NpUAMHOCMb 5 HaxoouJ...» POACTBO C Banbcom-
®anTasvern M. . TanHkn n «cekBeHUuen TaTbsAHbI»
M. . YaikoBckoro *. 311 My3bikaibHble accoLmaLmm
MMerOT TPEBOXHbIV OTTEHOK, UTO B CLIEHE BOCMOMMU-
HaHW 06 He3e 06BACHNMO: BO3/1H0BNEHHOW, C KO-
TOpOW CBA3aHO «npobyxdeHue Oywiu» repos, yxxe He
661710 B XMBbIX*C. My3blKa/IbHO-NO3TUYECKYHD TEMY
CpeAHen 4acT BOCMOMUHAHWA MOXHO Ha3BaTb Te-
moit no6Bu JoH XKyaHa, HecMOTpsi Ha orpaHuye-
HWe B BMJeE C/I0Ba «NPUAMHOCMb».

Tema ntob6BM ckiagbiBaeTcs He cpasy. ['epon gonro
BC/IYLLMBAETCSA B MHCTPYMEHTa/IbHY CEKBEHLMIO U3
VHKPYCTUPOBaHHbIX XPOMAaTUKOW HOKTHOPHOBBIX Tep-
LMiA: KonebaroLmMecs MHTOHaLUM CNOBHO NPOSBAAIOT
B ero namati o6pa3s ViHe3bl (cMm. Mpumep 5). 3atem
TOJIbKO POXKAAeTCAa MeNoAnYeckas MHTOHauUMA, He-
CneLHOo oxBaTblBalOLLasa poOMaHCOBYO cekcTy [[MTpu-
mep 3]. JyLweBHOCTb poMaHca HacToAbKO cMArvaeT
WNHCTPYMEHTa/IbHYIO MapTUIO, YTO 3aCTaBAAET YCOM-
HWUTbCA B MPUHAANEXHOCTU XPOMATUYECKOTO 3N1eMEH-
Ta UMeHHO [loH XyaHy (4To 6b110 6bI IOTUYHO ANA
OTpULATENIbHOM, Ha NepBbI B3I, POAN F1aBHOIO
repos). He ntoboBaHne xpoMaTnyeckor UHKpyCTa-
Luen, HO Ténsas YesoBeyeckasl MHTOHaLUS Xapak-

39. Bacunees FO. B.PeuieH3ns Ha ctatbto C.A.MaBnoBow «[Ipe-
obpaxerue [JoH XyaHa...». 09.09.2023. Pykonwucb. 0,7 n.n.

40. PopacTtBO TeMbI «YyOHYH0 npusmHocme s Haxodu» ¢ Banbcom-
®aHTasvnen BeaéT n K prHany onepbl M. V. TanHkmn «Pycnan
n Jltogmuna», a UMeHHO, K Menoammn xopa «Ax, /lroomua,
He Mozu/a 839mb mebs 00/KHA, MUNASA KHAXHG». O CMbIC-
NOBbIX NMepeceveHnax B My3blke xopa 13 onepbl «PycnaH
n ltogmnna» n Tembl Banbca-®aHtasunu: AskoH E. M. Ckep-
1o (Banbc-daHTasnA) kak 3epkano BPeMeHW: Ha NyTu K mno-
HUMaHuo ManHkn» // My3sbika 1 Bpems. 2012. N2 2. C. 11-13.
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TEepU3yeT ero OTHOLLEHMEe K BO3atobeHHoN! 3aech
K 0bpazy [oH XyaHa 6bonee NnprMeHUMO onpesene-
HMe «MWUNOCTUBBIN» («KyaH» B NepeBose — «MUJIO-
cmusslili») NPOTVB He pPa3 NPOBO3rNALLEHHOIO O HEM
B NMEPBOM AENCTBUUN MHEHWUS «pa38pamHsili».

HeBepHO 6b110 Obl AaXe NPeANONOXKNTENBHO
paccy>gaaTtb B CBA3W C 3TOM TemMol o ntobsu [JoH
XKyaHa, ecnm 6bl cam repoli He 3agymMancs o coaep-
>KaHWM 3TOro BaxkHewWLwero aaeHns. CpeaHas vyactb
HOKTHOPHa C OMWUCaHHbIM BbllLie OTKPOBEHUEM BO3-
HWKaeT B OTBET Ha BOMPOC, KOTOPbIN repori 3agaéT
cam cebe: «Kak g 10busn eé!». B noaTmueckomn cTpo-
Ke NoCTaB/fieH BOCKAMLIATE/IbHbIA 3HaK. B My3bike
3BYUMT BOMPOC, BbIPaXEHHbIV NPEPBaHHOMN KaAeH-
LUuMen 1 CKpbITbIM TPUTOHOM B NapTun [oH XyaHa
[cm. Mpumep 4]. 3agymaTtbcs JeACTBUTENBHO €CTb
0 yém. Kak >xe [loH XyaH ntobun NHesy, uto oHa
nornbna ot pyku CBOEro myxa?

B necHe «4 30ecw, MHe3u1bs», COMMHEHHOMN Hekor-
A, CaMUM repoem N UCMOJIHEHHOW Jlaypoli BO BTO-
poW KapTuHe nepsoro aevcteua, [loH XyaH BnoaHe
SICHO OTBEYaeT Ha MOCTaB/eHHbIM Bonpoc. Havano
NHOB6OBHOM UMMNPOBM3ALUN C NOCAeAHeN ByKBbI a-
daBuTa («s») NokasatenbHo. [epoli MOET B OCHOBHOM
o cebe: «f 30eco, VIHe3unbs... ucnosiHeH omeazod,
OKYMaH naawjom, ¢ 2umapoli u wnazol 5 30ecs nod
OKHOM... [umapot — pa3byxy... Medyom — y10xy...
A 30ech, VIHe3ubA». Ta NecHA U3 NPOLLAOTO, C ropAe-
NIVBBIM aKLLEHTOM Ha BTOPOW foJie TPEXAOBLHOIO Me-
Tpa, He COBCEM YKNaAbIBAETCA B HbIHELLIHEe, 0COHeHHO
ApKo 0603HaUeHHOEe KOMMO3MTOPOM B CpeAHew Ya-
CTW HOKTIOPHA POMAHCOBOE COCTOSIHWE repos — «3a-
dymuugoe». Kak e MOXeT 6bITb Ha3BaH NH0BALLNM,
MWIOCTUBBIM, AyLLIEBHbIM YeNoBek, BO3nobaeHHas
KoToporo normnbna? lNMouemy Ha 3TOT pa3 «eumapel
U wingau» oKasanocb HeAOCTaTOYHO?

MoTOMy UTO HEAOCTAaTOUHbIM OKa3aaoCh NMOHW-
MaHve ntobBu! EBaHreNbCckoe 3HaYeHune, Npornose-
faHHoe B pycckon onepe M. V. TanHkon, coctosno
B MOHWMaHUN Nt06BK, KaK crnaceHus BAMXKHEro, faxe
5,0 FOTOBHOCTM OTAATb CBOO XMW3Hb*'. MNecHs Jlaypbl
«f 30ecw, VMIHe3ubs» roBOPUT, HANPOTUB, O TaKOM
CaMOBHVMaHWK reposi, KOTOPOE He MO3BOJINAO eMy
He TO, YTO 3aMeTUTb Hayano cCOBCTBEHHOro Npeob-
PaXkeHWs, HO rMaBHOe — cnacTu Bo3Nto6aeHHyro. OT
Koro eé Hafio 6bI10 cnacaTk, Kak He oT caMoro JloH
XKyaHa? OTBeTCTBEHHOCTb 3a NOry6AeHHYH XM3Hb

41. [lasnosa C. A. EBaHrenve B namMsTHUKaxX PyCCKOW onepbl:
M. W.TanHka «PycnaH un Siogmuna». Teancel MexayHapoa-
HOW Hay4HoI KoHdepeHUmMn «HayyHoe Hacneame E. A. Pyyb-
€BCKOV B COBPEMEHHOM My3blko3HaHuUM». CM6IK, 2022.
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ViHe3nnbn KoMNo3nTop BCAes 3a NO3TOM Bo3nara-
€T He TO/IbKO Ha raBHoro repos. Ha ato ykasbiBa-
€T My3blKa, @ UMEHHO AB€ NWHCTPYMEHTa/IbHble TeMb!
HOKTIOpHa. byaTo cama ViHe3a oxuBaeT B HUX 1 Hec-
CNOBECHO «paccKa3sblBaeT» O CBOEN cyabbe.

My3blkanbHaa UCNOBeAb FEPOUHN HaYMHaETCA
B MHCTPYMEHTa/IbHOW MapTUM HOKTIHOPHa BO BpeMs
cnoB [loH XyaHa «bedHas VHe3a! E€ yx Hem!». [na-
TOHMYeCKasn MeNoAnsA TEMbI CBA3aHa C KOJIOKOJbHOWM
«ycmolivugocmeto 6bimusi»: B €€ 0OCHOBEe — 3aMoMUHa-
roLancs gmatoHmnyeckas GurypaLums KBapToam C HUC-
xoasawen Tepumen. ObpazoBaHHbIE CEKBEHLMOHHbLIM
MOBTOPEHWEM C LLIarOM Ha BOCXOZASALLYHO CEKYHAY ABe
Tepumm: «e-d-c... / f-e-d...» GyHKLMOHaNBHO COOTBET-
CTBYIOT MAarasibHOMy 060poTy, B Kakoi 6bl TOHaNb-
HOCTM Mbl He paccMaTtpuBanu 3ToT pparmeHT: C-dur
nan a-moll. FTapMoHuuecknin 6ac «gis» B coueTaHUm
C ONMCaHHbIMK MenoanYeckumm durypaumsamm ob-
pasyeT AUCCOHMPYIOLLYIO FaPMOHWIO: LIeIOTOHOBYHO
Ha cnosax «bedHas VHesa!l» (yB,,) N yMeHbLUEHHYO
Ha cnoBax «E€ yxx Hem!» (ym,). OkaHuumBaeTca napaza
HeYCTONUMBBIX CO3BYYMIN MEPBOI TEMbI KageHL e,
BbIZAE/NAOLWEN Y>Ke N3BecTHoe HaMm obpalleHue re-
pos k camoMy cebe «Kak s 106un eé!» [Mpumep 4].

BTopas MHCTpyMeHTasbHas TeMa npeAcTaBieHa
B CPeAHel 4acTn HOKTHOpHa. VIMEHHO Ha eé poHe
poXxaaeTca pomaHcoBoe oTKkposeHue [JoH XyaHa.
OHa Takxxe cKknazblBaeTcs U3 napbl TePLUUIA, HO coe-
AVNHAKOTCSH OHWM HEe BOCXOAALLMM, @ HUCXOAALLMM Ce-
KYHZOBbIM LLAroMm; 3anoHATCA He ANaTOHNYECKMMM
WHTEpBasiaMn B TOHa/IbHOCTW, HO MHKPYCTUPYHOTCA
xpomatmkon [Mpumep 5]. MoeTopmM, UTO Hanbonee
YA0HBHOM NPUYMHON UCKaXXeHNA ANATOHWKM BO BTO-
poi Teme VIHe3bl 1 MHTOHNPOBAHWNA MOXHO Bbl1O
6bl Ha3BaTb yuactue [loH XyaHa, ecnm 6bl He nps-
MOe yKa3aHWe Ha «aBTopa» XpoOMaTU3MOB B pernpuse
BOCMOMWHaHWIA. Hauano penpussbl, TO eCTb BO3Bpa-
LWEeHWe NePBOM MHCTPYMEHTAJIbHON TEMbI HOKTHOPHA,
BblAe/eHO NO3TUYECKOW CTPOKOWN «Takozo 832/1580a
YK HUK020a 51 He 8cmpeyan».

Penpwu3a HOkTIOpHa AnMHaMU3MpOBaHa NpeBpaLle-
HUAMUN MeNoANYEeCcKMX TEPLUIA Ha CNOBaxX «a 20/10C
y Hel 6611 mux u cnab, kak y 6os1bHoU». 3aeck nepBast
AnaToHMYeckas Tema 6yATO BbIBOpPaYyMBaeTCa Hau-
3HaHKy ¥ NpeBpaLLaeTcs BO BTOPYO — XpomaTtnye-
CKYHO, U3BECTHYHO HaM MO CpeAHen YacTh HOKTHOPHa.
TO NPOVCXOANT NP NOCTENEHHOM BKAFOUEHUW B Me-
noamto Bcé bonee KpynHbIX MHTepBanoB. B pesynbTate
ABUXKEHWE OT UCXOAHOW Tepuun «ais-g-fis-lais» po-
XOAMWT 0 cenTuMbl «e-g-fis-le» 1 octaHaBAMBaeTCA
Ha okTaBe «fis-fis», Bblgenss cnoBa «kak y 60/16HOU».

B 3TOT MOMEHT TeMa noslyyaeT He TOIbKO OKTaBHOe
YABOEHMWE, HO XPOMaTUYECKYHD «PU3MOHOMUIO» «fis-
f-e-es-d» [Mpumep 6]. Tenepb NOHATHO, UTO BTOpPas
TeMa BOCMOMMWHAHWI CBA3aHa NpenMyLLeCcTBEeHHO
¢ 60ne3Hb0 VIHe3bl. OHa 3HaMeHYyEeT Ky/IbMUHALMIO
penpu3bl 1, cefoBaTe/IbHO, BCErO HOKTHOPHA BOC-
NMOMWHaHWIA.

Mpo3ByyaBLLas TONbKO YTO B BbICOKOM perncrpe
Ha cnoBax «kak y 60abHOV» Tema 6onesHn UHesbl
nosTopseTca B Hacy Ha CNoBax «a MyX eé Obia He-
20010 cypossili». Tenepb NOHATHO NMPOUCXOXAEHMNE
XpOMaTuKmM B 3TOM Teme. OTBETCTBEHHOCTb 3a MOry-
61eHHY0 XUN3Hb VIHe3nnbn [laprombiXckuii Bcies 3a
MyLWKMHBIM BO3/1araeT He CTOJIbKO Ha r1aBHOrO re-
pos, CKONbKO Ha My>a He3bl, KOTOpbI OTHOCUACA
K CBOEW Cynpyre eLé Npu XW3HW TakK, YTo rybkun eé
6b1nn «nomepmaesibl», B3TNAA «neqaneH», ronoc «mux
u cnab, kak y 6016HO». Takne HapyLUEHUS «UCMUH-
Holi kpacomel» VIHe3bl 6binn oTMeueHbl [loH Xya-
HOM, KaK «CmpaHHble», HO B NMpa3gHOM t060BaHUN
«NpUAMHOCMAMU» HE OCMbIC/IEHbI C AOMKHbIM BHU-
MaHueM. [loH XyaH NoHMMaeT 3TO TO/IbKO Teneps,
Korga «eé yxx Hem» 1 NPUXOANT K HeyTellnTeNbHO-
MY BbIBOAY: «¥Y3Haa A no30Ho» [[pumep 7].

OcozHaHue [loH XXyaHoM cBOel OTBETCTBEHHO-
CTW, KOTOpPasa COCTOANa B TOM, YUTO OH YNycCTUA Bpe-
MS CracTh YenoBeKa, HanpaBMBLLErO ero caMoro Ha
NyTb CMNAaCceHWUsA, OYeHb BaXKHO A5 ApamaTyprum ob-
pa3sa rnaBHOro reposi. HecMoTps Ha 3HauMTENbHbIV
aKLeHT aBTopoB «KameHHOro rocts» Ha obpase My>xa
WMHe3bl, cam repoi He CHUMaeT ¢ cebs BUHbI: «Y3HaA
5 no30HO»! B nocneayroLnx AByx AeNCTBUSAX onepsbl
[JoH XyaH okaxeTcs B nogobHou cuTyaLmmn Beibopa
MeXay MNPUBbIYHBIMU TPUBUANbHBIMU ODELLaHNAMY,
KOTOPbIMW OH okopmAaan NHesy,— «npocHemca /u
cmapbili— Me4yoM YI0Xy» N peLunTebHbIMU AeACTBN-
SIMU BO CnaceHne BO306eHHON. B cayyae ¢ «bedHoli
WHesol» «Cmapeili» npocHyaca. JoH XyaHa ¢ me-
YOM PAZOM He oKasanocb. «Hezo0sli cyposelli» Ha-
Ka3an HeBepPHYHO XeHy cMepTbHo. MyLWKMH Haka3an
[loH XyaHa «3adymyusocmeto». [laproMbIXXCKNIA Bbl-
pasua «3adymMyugocme» B My3blKe.

MpegacTaBafeTca BaXkHbIM, UTO «3a0yM4UBOCMb»
rNaBHOrO repos — KavecTBo, He NPUOBpPeTEHHOE B Te-
yeHWe JeNCcTBUS, a NpUCyLLee eMy C CaMOro Hava-
na. OHo aBfeTCA abCoNOTHBIM YCIOBMEM NHTEPECa
K MepCoHaXxy CO CTOPOHbI aBTOPOB MPOU3BEAEHNA.
Mo3T 1 KoMNo3nTop He nokasbiBatoT [JoH XKyaHa
BO BCeil cuiie NpecnoByToro «6e3boxus», He pea-
NIN3YIOT B NPON3BEAEHUN KapTUHbI 3/1a. XOTA Takas
TEHAEHUMA CyLL,eCcTBOBaa B €BPOMNENCKON POMaHTH-

4eckon onepe v Co BpEMEHEM NPOHUKIA B HEKOTO-
pble NpoV3BeAeHNA OTEUECTBEHHOIO MY3blKaJbHOIO
TeaTpa“2. B «KameHHOM rocte» He 370 BaxkHo. ¥ Myww-
KnHa 1 [laproMbIXXCKOro repoli NokasaH npaeguBo,
HO C CaMblX MepBbIX LLUAroB NOCTaBAeH Ha NyTb «ne-
pepoxodeHusi». EBaHrenbckoe MblLLieHVEe aBTOPOB OT-
MeTW/IO B M3BECTHOM €BPOMenckom croxeTe o JoH
XyaHe MMeHHO 3Ty, 3HaUMTeNbHYIO ANA BEPOLEH-
TPUYHOrO MUPOBO33PEHUA, CNACUTENBHYIO ANs Ye-
NoBeka BO3MOXHOCTb.

Crporo cnegys gpaMaTtyprmm no3Tmyeckoro nep-
BOMCTOYHMKA, A. C. JaproMbiXXCKUA OTKPbIBaET nep-
BOE leNCTBME, @ 3HAYMT M BCHO OMepy, paccka3om
[loH XXyaHa 06 V3rHaHuu, U3 KOTOPOro repot ToJbKO
yTO — HYKBaANbHO Ha HALUWMX r1a3ax — BO3BpaLlaeT-
cA. Oka3blBaeTCs, OLLyLLEHNE, YTO «4MO-Mo He Mak,
Kak 0o/IKHO Bbimb», OXBATUIO repos ELLE B U3THaHW,
yxe Tam [loH XyaH He cMor HbITb MPEXHMM, MOTOMY
YTO MCKa/ B «MAMOWHUX Kpacasuyax» To, 4To obpén
B VIHe3e,— «ucmuHHO npekpdcHyro» AyxOBHYHO Kpa-
coty. K 06pa3sy NHe3bl BeAET 1 My3bika pacckasa 06
M3rHaHMW. 34ecb BNepBble POXAAETCA Bblpa3uTebHas
mMenoguyeckas Tepuumsa B naptimn [oH XyaHa, npesge-
Wwatolwas Temy «padocmHoli ycmodiyugocmu beimus»
Kak OCHOBHYHO CKPENAIOLLYHO MAeHo My3blKaibHOro
aevicteums [Mpumep 8]. 3To NPoONCXoAMT NpY yrNomu-
HaHWW «nocsiedHeli AHOAY3UU KpecmbsHKU», B 0bpa-
3e KOTOPOW 1 yragbiBaetcs ViHe3nnba (Kak nuLweT Ha
OCHOBaHMW YepHOBUKOB Tpareaumn A. A. AxmatoBa®).
B nepBoW MHCTPYyMEHTaNbHON TeMe BOCMOMUHAHWUI
COXPaHMWTCA W BbICOTa «e—d—C», N TOHaNbHOCTb 3TOrO
BOKasibHoro otkposeHus B C dur / a moll.

ObpaTvm BHMMaHWe Ha «Memagu3uky nosmu-
4ecko20 A3bika», TO €CTb Ha TO, KAKUMUN CIOoBaMU
BbipaXkaeT «6e360xHbIl» [JoH XyaH cayumslieecs
C HMM B M3rHaHuun. CpaBHWBas «MamMowHUX Kpaca-
suy» ¢ «nocaedHeli AHOAY3uUU KpecmesaHKOU», repoin
Bockauuaet: «Ciaea boay! Ckopo doeadanca,—/
Yeuden s, ymo ¢ HUMU epex U 3HaMmecd — / B Hux —
JKU3HU Hem, 8Cé KyK/lbl 80CKO8ble». COOTHOCA COXET
ManeHbkon Tpareaun A. C. MyLwKnHa ¢ COYMHeHMEM
Ox.T.barpoHa, A. A. AxMaToBa Ha3blBaeT MECTOM
nsrHanus AHranto: «4mo 3a 3emas! A Heb6o? TouHo
Obim» 44, Cepbé3HOCTb BblBOAa [loH XXyaHa 3acTaB-

42. A wvcTopus onepbl 3HaeT Takne Npou3BeAeHns, B TOM Yncie
B PYCCKOW My3blIKe, rAe Lesble AeACTBMA bbliv NOCBALLEHbI
OMMCaHNIO NpenecTei, NpenecTHNL, U NpenecTHmkos. Ha-
npumep, «Mnaga» H. A. Pumckoro-Kopcakosa, «OrHeHHbI
anren» C. A.lpokodbesa 1 Ap.

43. Axmamosa A. A. «<KameHHbIV roctb» MywknHa // O Mywkn-
He. J1.: CoBeTckuit nucatens, 1977. C. 89-109.

44. Tam xe.
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nseT 3agymatbca o bonee «mpaHcyeHOeHMHoM»
M3MepeHMM cobbITUIA. YTO 3TO 3a M3rHaHue, B KO-
TOPOM OTKPbIBAETCA YENOBEKY 3HAUEHNE XXUIHU:
B OJHOM TOJ/IbKO BHeLUHeM eé MpPOosBAEHNN — «BCE
KYK/lbl 80CKOBbIe», OHa OLLleHNBAEeTCs repoem Kak
rpex N OTCYTCTBUE XM3HUN — «8 HUX XKU3HU Hem»?!
B My3bike BbiBOA [JoH XKyaHa BblgeneH 3anomMmuHato-
WMMCS NpepBaHHbIM 060POTOM ¥ TPUTOHOM B Me-
noauv [Mpumep 9], npesaBapss NOAOOHbIE peLleHus
KaZeHUUN B TPEXYACTHOM HOKTIOPHE BOCMOMUHA-
HWI. CTaHOBUTCA MOHATHO, UTO XWU3Hb repos C/NOB-
HO cobupaeTca 3aHOBO BOKPYT €ro pa3MblIlLIEeHNI
0 N06BU 1 CMepPTH BO3NHOBAEHHOMN.

WNTak, B cueHe BocnoMunHaHus o6 NHese repoi
«3a0ymblgaemcsi» O 3Ha4YEHNWN KPacoTbl, O 3HAUEHUM
N06BM, O 3HAUEHWM XU3HW... U CMEPTK, KacatoLein-
CA He TONbKO CPakaroLMXCA Ha wwnarax My>uuH,
HO M UMCTbIX N HEMOPOUHBbIX XeHLWUH. «CMepmeb —
epybas, xecmokas, 6e306pasHas, komopoli oH cman
ceudemesieM,— NOCMAsUIA €20 JUYOM K UYy C 8e4-
HbIMU, abCoMOMHbIMU YeHHOCMAMU, KOmopble OH
Hocun 8 cebe, HO Komopesle 8 HEM gce20a chanu,
6e30elicmeeHHble, HempoHymele...»*. [loH XyaH
3aroBapuBaeT O «epexe», KOTOPOMY AaéT BepHoe
onpegeneHve, Kak «omcymcmauto Xu3Hu»... Tak
HauMHaeTCa BO3BpalleHVe repos B Npeaenbl, ns
KOTOPbIX OH Obl/l U3rHaH — eBaHrebckne nan ma-
ApVACKMe, KOMY KaKoW ypOBeHb cogep>kaHna 60b-
e no ayLue.

CueHa noaBneHnA [LoHHbl AHHbI

O xopasbHON TeMe [JJOHHbI AHHbI KaK HOCUTENb-
HUue naen «padocmHoli ycmodivusocmu 6simusi»
Mbl FOBOPWAM B CAMOM Haudane ouyepka [cm. MNMpu-
mep 1 u Mpumep 2]. PacckaxkeM o Temax, CBfi3aH-
HbIX ¢ [loH XKyaHoM. [1laBHBbIN repoi No 13BeCTHOM
npuYnHe ckpbiBaeT cBOE ums. Ero Bonpoc «/loHHa
AHHa de Cosnvea? Kak? Cynpyza komaHdopa, ybu-
mozo He NOMHHo Kem?..» 6e3 NpoMeaieHNs NoaxBea-
TbiBaeTcA MOHaxoMm, He NPOCTO Ha3blBarOLWUM UMS
ybuiiLbl, HO AaOLMM HPABCTBEHHYHO OLIEHKY CTOS-
Lero nepes HUM repos: «pasepamHsiM, beccosecm-
HeiM, 6e360xxHbIM JoH XyaHom». He oT cebs, Tak oT
apyrux Jlon XyaH cabinT cBoe nmsa. Ho ero nmsa
AOMOJIHEHO OTPULLATENBHON OLEHKOW, KOTOPas, Kak
OTKPOETCA Jasee, OKa3blBaeTCs HEOXMAAHHOW /15
repos. Kak cnoxeHa My3blkasbHas TeMa OLLeHKMN
AoH XXyaHa MoHaxom?

45.  AumoHuti Cypoxckuti, mumponoaum. Tpygel. 2002. 1080 c.
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Jaxe Npun TakoM HanpsXKEHHOM COAep>KaHUM No3-
TUYECKOTrO TEKCTa MeNoAM3aLms PeunTaTMBHOM NapTum
MoHaxa onvpaeTca Ha M3BeCTHble HaM AMaToHMYe-
CKne HucxoasLme Tepumnn. OHW ciedytoT Yepes nayasy,
OZHa 3a ApYroM, OTYeKaHMBas KaXkAbli BOCXOAALLMIA
Ha cekyHay Lar cBoboAHON cekBeHLmW. HapyLieHne
AVATOHVKMN NPOUCXOAMNT M3-3a raPMOHNYECKOro BUAA
d-moll, KOTOpbIV BbIBOAMT BOCXOAsILLEE TUPAXKUPOBA-
HVe TepLMI N3 ANAaTOHNYECKOTO CMIOKOMCTBMSA U NpW-
[a8T CKPbITOMY MOCTYNaTeNbHOMY ABVKEHWIO BEPXHETO
ronoca xapakTep L,e/loTOHOBOro NATUcTonms «f-g-a-h-
Cis». LlenoToHOBOCTb O6HaPYXXMBAETCA C NOCAEAHUM
LlaroM CeKBEHLIMM, KOTOPbIV OTMeYaeT Menoamye-
CKYHO BEPLUMHY «CiS» KaK pa3 B MOMEHT NpounsHece-
HWA nMmeHn [loH XyaHa [Mpumep 10].

Tema oueHku [loH XXyaHa MoHaxoM npoussoanT
CUNbHOE My3bikanbHoe BrneyvatneHve. OHa He TObKO
CBfi3aHa C TeMOW «ycmolivyusocmu bbimus», HO Coean-
HAET U Apyrue naew, KoTopble BCTPEYaroTCA B MapTum
repos oTAeNbHO ApPYr OT Apyra. Hanpumep, BOCXOAA-
Lee HanpaeieHne Menoanyeckor anHmmn. OHo 3ano-
MMHaeTCs C CaMOro Hayana AeyCTBUSA, KOrja CKpbIToe
roJ0CoBeseHNe «a-b-c-d-es-f» NoATBepXKAAET peLun-
MOCTb repos BepHyTbcA B Magpwug;: «Tosneko 6bl He
8CMpemuJica MHe Cam KopoJb, / a, 8npodem, 8 HUKO20
8 Madpude He 6orocw!» [Mpumep 11]. B aTom 1 apy-
TMX NOAOBHBIX CIyYasX MHTOHALMOHHOE BOCXOX e-
HWe CBUAETENbCTBYET O LieNeyCTPeMAEHHOCTH reposi.

Takxe conposoxgaet [JoH XXyaHa My3blKaibHO
Bblpa3uTeNbHas naes, KOTOpPYo CayLllaTenb, 3HaKo-
MbIli C My3bIKOW onepbl «KaMeHHBbIV rocTb», MPUBbIY-
HO CBA3bIBAET C XapaKTEPUCTMKON NMOTYCTOPOHHENO
obpaza KomaHgopa. Oka3sbiBaeTcs, yBeMYEHHble
1 YMeHbLLUEHHble CO3BYYMS pacnpOCTpaHeHbl B Nap-
T1n [loH XyaHa. Hanpumep, obpatueHue yB.,, 1 yM.,,
3BYYMT B y>Ke M3BECTHON HaM Teme «bedHol VIHe3b!»,
MONOXEHHO B OCHOBaHWe HOKTIOpHAa BOCMOMMHA-
HUK [cm. Mpumep 5]; yB.,. OTMeYeHo uma [oH Xy-
aHa B obpaueHunn Jlaypbl kK B30H6paBLUEMYCSs Ha eé
6ankoH repoto [Mpumep 12]. Takmm 3ByYaHMEM Bbl-
AeNeHbl U Apyrne MOMEHTbI HamnpsXXeHNs JencTBus
C y4acTeM rnaBHOro repos.

CobpaHHble BMecTe B TeMe oLeHku [oH XyaHa
My3blKa/ibHble UAEW, Ka3anocb bbl, NpuaaroT ocobyto
BECOMOCTb BbiCKa3biBaHUIO MoHaxa*®. OgHako 3To

46. Ha menoanyeckon BeplUMHE TeMbl — 3BYKe «Cis», Ha MyTu
nosiHoro GyHkuUmMoHasbHoro obopota B d-moll npovcxo-
AWUT OCTaHOBKa Ha AOMUHaHTe, TpebytoLLeli paspeLleHus.
Taknm 0bpa3om, yTBEPANTENbHOE 3BYyYaHWNe NO3TUYECKOTro
TekCTa — «passpamseiM, beccosecmHoiM, 6e360xHbIM [JoH
XKyaHom» nprobpetaeT BONPOCUTENbHOE 3HaYEHWE N OXKU-
JAeT NOATBEPXAEHUSA NN ONPOBEPIXKEHMA.

He MeLLaeT raBHOMY repoto He COrnacuTbea € npea-
CTaB/ieHMeM okpy>atrowmx. ObpaTum BHMMaHWe, 4YTO
«pazepamtsim, beccogecmHoim, 6e360XHbIM» [LOH
KyaHa Ha3bIBaOT TO/IbKO COMYTCTBYHOLLME NEePCOHa-
XW. B nepBom genctemm — 310 MoHax v Jlenopen-
no, panee obHapyxatca JoH Kapnoc n Nlaypa. Cam
e repom He TONbKO «3adyMeleaemcs», HO NPOTeCTy-
€T NPOTUB TaKoMN «Mo/18bI» O cebe. Korga «HapoyHo»
NpPUCoeaMHMBLLMICA K MHEeHUO MoHaxa Jlenopen-
1O 3aKNtoYaeT: «gcex bbl UX pa3zspamHUKO8 8 00UH
Meuwiok, 0a 8 800y...», [JoH XyaH Bockanuaet: «4mo,
4mo mel 8pewib?». BoamyLleHne ero conpoBoxga-
€TCA UHCTPYMEHTaNbHON CEKBEHLMEN, KOTOPYHO Mb,
OPVEHTMPYACL Ha CIOBa repos, Ha30BEM TEMOW «8pa-
Hb5» NN, Kak roBopuT Jlenopenno, «mosagei» 0 [1oH
KyaHe .

My3blkanbHOe cogepikaHne TeMbl «8paHbs/MoJT-
6bi1» 0 [loH XKyaHe No3BoAseT pacrno3HaTb OCHOBHbIX
pacrnpocTpaHuTeneit 1 aaxe NPeanoNoXmnTb NpUUn-
HY BO3HWKHOBEHWS «M0/18bl». HeLapoMm B 3TOW TeMe,
TaKXe Kak B TeMe oueHkn [loH XXyaHa MoHaxoMm, co-
Jep>kaTcs My3blkasbHble UAEV, YKa3blBatOLLME He TOJb-
KO Ha rnaBHOro repos. Tema «8paHes/mMongel» 0 [JoH
XKyaHe cknagbiBaetca U3 AByx coctasastowmx [[pun-
mep 13]. C 04HOV CTOPOHbI, 3TO MENOAN3UPOBaHHbIE
HUCXoAALL e TPe3BYUMs, MOBTOPAOLLMECA C LLAroMm
CeKBEHLMWN Ha ceKyHAy BHU3. C Apyroli CTOPOHBI, 3TO
BblAe/IEHHblE aKLLleHTaMW B 3BEHbAX CEKBEHLIMMN JIOMa-
Hble apneakmo ¢ TpuToHamu. [ocneaHee BbiCTynaeT
He TONbKO MY3blKa/lbHbIM 3KBUBAJNEHTOM «8PAHbSA»,
Tak BO3MYTMBLUErO [1aBHOMO repos, HO 1 yKa3biBaeT
Ha aBTOpa 0H6BUHEHUI. VIM OKa3blBaeTCs HECOCTOSB-
wunica ntoboBHMk Slaypbl — [oH Kapnoc, 6pat Ko-
MaHzopa. /IMeHHO TakoW, BblAeNEHHON akLeHTaMu,
JIOMaHOV MENIOANYECKOM JIMHWEN OH O3BY4YMBAET CBOE
nms, 6pocas BbI3oB [loH XXyaHy B nokosx Jlaypsbl: «f,
Ao Kapnoc» [Mpumep 14].

OtHoweHwue [loH Kapnoca Kk rnaBHOMy reporo non-
HOCTbHO COBMAZAET C U3BECTHOM Ham Bepcuein MoHaxa.
Bbpat KomaHgopa cam 3acBMAeTeNbCTBOBA 3TO Cpe-
AN cobpaBLUNXCS B AJOMe aKTpuchl: «Teoll JoH XyaH
6e360xxHUK U Mep3asey...» B Teme oueHkn [oH Xy-
aHa MoHaxoM, Kak Mbl MOMHWM, CBOV Clies — Liesio-
TOHOBbIV XapaKTep BOCXOAALLEN MeNOANN OCTaBWA
ctapwmi 6pat [loH Kapnoca, ybreHHbin KomaHaop.
OTyero xe ABHOE HapyLLeHWe «ycmoliyusocmu 6Gbl-
musa» B 06enx paccMoTpeHHbIx Temax [JoH XKyaHa

47. «BpaHbe» —3HaueHuve cnosa «mosBa» B [101HOM LlepKOBHO-
cnaBsiHCKOM cioBape npoT. . AbaveHko: JesadeHko [, npom.
MoJHbIV LLlepKOBHO-CNABAHCKUIA cnoBapb. M.: M3a-Bo «OT-
unn gom», 2001. C. 314.

BbIMOJHAETCA CPEACTBaMU My3blKa/IbHOMN Bblpa3nTeNb-
HOCTW, BeAyLLMMN K obpa3am bpatbeB e ConbBa?

A.A. AxmatoBa nucana o Tom, uto A. C. MywkmH
CKPbL OT YntaTens NpudmHy aysnmn loH XyaHa vn Ko-
MaHzgopa“®. BoictTpoeHHas A. C. laproMbIXXCKUM My3bl-
KaJlbHas ApamaTyprys packpbiBaeT NMOTa€HHbIN CMbIC,
Ba>XHbI AN NOHUMaHWA Npoucxoasuiero. Mysbika
B JJ@HHOM C/lyYae «3HaeT» Hosblie, YeM No3aTHYe-
CKWIA TEKCT, B KOTOPOM JaéTca OAHO3HaYHO Heaule-
NPWATHaA OLeHKa rNaBHOro repos — «passpamHel,
6eccosecmHbili, 6e360HbIli». B My3blke cOaep>XMTCA
He TO/IbKO BOMPOC O CMpaBeAANBOCTN TakoOW OLLeH-
ku [JoH XyaHa, He TO/IbKO YKa3blBaeTCA Ha MCTOYHUK
OLLeHKN — «Mo/18Y», COOPMUPOBAHHYHO MO BO3AeW-
ctBneM 6patbeB ge ConbBa, HO yrajbliBaeTca NpuYm-
Ha GOPMNPOBAHMA «MO/IBbI» U, B KOHEYHOM CYETE,
NpuurHa obeunx ayanew rnaBHoro repos — ¢ KomaH-
4OpPOM u ¢ ero 6bpatom [loH Kapaocom.

«Kakoe HU ysuduuib 3710, 3Hal, 4mMo OHO om 3a-
sucmu... OHa u3dasHa bbl1a NPUYHUHOU MHOXecmaa
30/1... dma 6os1e3He U38pPaMUIA 8Cé U pacmauaa hpas-
0y... HelHe 3a8ucmb He cyumaemcsi U NOPOKOM, Nno-
yemy u He 3abomsmcs 06 uzbasseHUU om Heé...»*.
«KopeHb u Ha4yasno 3asucmu ecme 2opdocme. [op-
Oblill, NOCKO/IbKY X04em 803HeCMUCh 8bllUe NPOYUX,
He Moxem mepnemse, 4mobbl kmo-HUbyOb bbln emy
paseH, a ocobeHHo selwe e20...»>°. [loH Kapnoc npe-
TeHAyeT Ha Nto60Bb Jlaypbl, 3Has, UTO Ta BAtOOAEHa
B [loH XyaHa. 3a Koro xe oH 6bETca Ha Ay3anM — 3a
6pata, 3a NtoboBHMLY nan npoTtme [oH XKyaHa? Ko-
MaHZOop NpAYeT CBOK Cynpyry OT okpy>atoLwmx. «OH
ZloHHy AHHY 83anepmu 0ep>kas, HUKMO U3 HAcC He 8U-
Obigan eé»,— ckaxet [loH XyaH, a B NociesyroLLmx
HEeNCTBUAX YTOUHUT: «OH COKPOBULLA NYCMble NpUHec
K Ho2am 602uHU...». 3a KOro e TOT BbETCA Ha Aya-
N — He 3a CONMAAapHOe N C «He200deM Cypoabim»
My>em He3bl OTHOLLEeHWe K cynpyre, No NocayLua-
HWIO MaTepu BbllesLLeR 3a Hero 3amyX: «Mame Mosi
gesiesia MHe dame pyky [loH Aneeapy...»?

B cueHe nossneHnsa [JoHHbI AHHbI Mbl CTanKnBa-
eMCH C HEOXXWUAAHHOM NMPUUNHON «3a0yMyU80CMU»
repos. OH pa3MbILLAAET HaZ OLEHKOW, KOTOPYHO AaéT
eMy obLLeCcTBO B TO BpeMs, Kak caMo ObLLLeCTBO fB-
NAeTcA HoCMTeNeM NOPOKOB «U He 3abomumcsa 06

48. Axmamoea A. A. «KameHHbIN roctb» MywwkuHa // O Mywwiku-
He. J1.: CoseTtckuin nucatens, 1977. C. 89-109.

49. UoaHH 3namoycm, apxuenuckon KoHCMaHmMuHoONoa6ckud.
CobpaHue TBOpeHwIA. 2-e n3a., CM6., 1902. T. 8. C. 435, 432.

50. Macnoe MoaHH, apxumarHopum. CuMOHMS NO TBOPEHMAM
ceATUTENs TuxoHa 3agoHckoro. MNpuaoxeHne K marmcrep-
cKkon guccepTaumm «CeatTuTenb TUXOH 3a0HCKUIA U ero yye-
Hue o cnaceHum». 3aropck, 1981. T. 1-5. C. 773.
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uszbasneHuu om Hux». B oTanume ot obwenpuHsa-
TOV TPAAMLIMUN MOJOXKMUTENBHO OLLEHMBATb MYXCKMX
nepcoHaxen, A. C.MywkuH v Bcneg 3a HuM A. C. ap-
FOMbIXXCKWIA NpeaaratoT «3adyMamecsi» 06 Ux oTpu-
LaTeNbHOM posin B cyabbe r1aBHOTO repos 1 repoOnHb.
3afymMaTbCs O POAU CYAWN, BBIHOCALLIMX OKOHYaTE b-
HbIA 1N He NoA/NeXallWi NepecMoTpy NPUroBop, B TO
BPeMs Kak camMmu oHv — 1 bpaTbs e ConbBa, N «Hezo-
oAl cyposbili» My> IHe3bl— NpeACTatoT He MHaYe Kak
bapucesmMn — 0aMLETBOPEHHBIMM CUMBOAAMU HECO-
OTBETCTBUSA «8HYMpPeHHe20» N «8HEeWHe20 Yes08eka».
MNepeoLeHnTb 3HaUeHe 0603HaUEeHHbIX TeM B Tpa-
rmyeckor cyabbe mTepaTypHOro repost HeBO3MOXK-
HO, NOHUMas Ty POJib, KOTOPYHO Urpasna «OLeHKa»
N «MOJIBa» B XXM3HW aBTOPOB onepsl. «[1o2ub nosm! —
Hego/bHUK Yecmu — / an, oknegemaHHelIli Mosgod,
C csuHyom 8 epydu u xaxdoli mecmu, oHUKHY8 20p-
doli eosoeoli... He sbiHecna dywia nosma / [No3opa me-
JI04HbIX 06U0, / Boccman oH npomus mHeHuli caema /
O0uH, kak npexade...» — Bockanuan M. HO. JlepMoH-
TOB B CTUXOTBOPEHUN «Ha cMepTb noaTa». B cTpokax
Tpareaun «KaMeHHbIN rocTb» NO3T OTNeyYaTtan CBOH
COBCTBEHHYHO CyAbbY C TaKMMU YTOUHEHUAMM, KOTO-
pble He MO3BOAUAN BbIMYCTUTb COYMHEHWE B CBET .
«KaMeHHbIN rocTb» — eJMHCTBEHHAs U3 MafleHbKNX
Tpareaui, He N3aaHHas NPW XU3HW noaTa % B ceT-
ckoM obLectBe ums Anekcangpa Cepreesuya npu-
06peno Apknin oTpuLLaTeNIbHBIA OTTEHOK eLLé B ero
FOHbIE TOAbI, BO BPEMS MEPBOWN CChIJIKM — HOXHOW.

CueHa cBupaHma c Jlaypoi

«[pudu, omkpoli 6a/KOH...» — KapTUHa TUXOM tOXK-
HOW HOUW C HEOBbIKHOBEHHO MPO3PaYHON TEMOM
cBugaHma (B kotopom Bmecto JoH XyaHa cHavana
yyacteyeT [loH Kapnoc) 6yaTo HaBesiHa BOCMOMMHaHU-
AMW FOHOCTW NO3Ta, KOTAa BAHOONEHHBIV B KpacaBuLly
NoNAYKy — 3Be3/y OAECCKOro CBETCKOro ObLLEeCTBa, OH
«HO4YU npogodun y... 6ankoHa, mpesoxa cepeHadamul...
COH» UK, KaK cnoeT ob 3tom Jlaypa B necHe «Ode-
Js1ace mymarom peHada», «g socmopze 6e3Mo18HOM,
8 06vbAMUsAX cmpacmu» 3abbI8aANUCH «BPEMSA» W «3a-
60meoi Mupckue»...%. Pe3ynbTaToM MbIAKON BAOOGNEH-
HOCTV CTan Weind CyxoB, He TONbKO NOBAVABLUMX Ha
OTHOLLEHNS MOJIOOrO YeNoBeKa C ceMbél (bonee Bce-

51. «W3BecTHO, uTO lyLKWH, OTAaBas B neyaTb CBOWU CTUXM,
BCerga Ctapancs yHUUTOXMWTb BCe HaMeKW, KOTOpble MO
6bl NOMOYb A06PaTLCA 40 AENCTBUTENBHOCTU». LinT.: Lljezo-
nee 1. E. V13 xu3nHn n TBOpyecTBa MywkuHa. CM6.,1931.

52. Axmamosa A. A. «KameHHbI# roctb» lMywkuHa // O Mywku-
He. J1.: CoBeTcknin nucatens, 1977.

53. Cnosa [loH XyaHa 13 Broporo gelicTBus onepbi.
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ro, C OTLLOM), HO MOCTaBMBLUMX €r0 B OMMO3ULMIO FO-
CyAapcTBy M BO36Y>KAaBLUMXCA NPY HEOHXOAMMOCTM
B TEUEHWM BCeN XU3HW No3Ta>*! TeHb NpesaTeNnbCTBa,
BOM/IOTUBLLErOCs B NpeciefoBaBLUel ero «keseuy-
weli Mo/ige» INYHOTO W MOAUTUYECKOrO TOJIKa, NajaeT
Ha BC& TBOPYECTBO NO3Ta U UMEET NPSAMOE OTHOLLe-
HMe K ero cobcTBeHHOM rmbenn Ha aysnm .

TeMy «OyeHKU» 1N «MOJ18bl» MOXHO Ha3BaTb CKBO3-
How B npom3eegeHunsx A. C. MNywknHa. B «KKameHHOM
rocre» 3TOl TeMe NocBsLLeHa BTopas KapTUHa nep-
BOrO ZENCTBUA, B LIEHTP KOTOPOW nocTasaeHa Jlaypa.
CBeTcKas »XaHpPOBOCTb OTnYaeT obpas Jlaypbl ¢ nep-
BbIX TaKTOB KapTWHbl. CBepKaroLas MHCTPYMEHTalb-
Hasf Tema ConpoBOXAaeT TaHel, apTnUCTku [[pumep
16]. B HEM «CkauyT» 3HaKOMble HaM TepLK, TONbKO
CMHKoMa (coBnajeHne NoabCKOM Ma3ypoyHOn Me-
TPUKN N OCOBEHHOCTEN MCNAaHCKON Cernanabmi nam
XOTbl HE KaXyTCs 34eCb Cy4aHOCTbIO) OTOpachiBa-
€T BTOPYHO TEPLMIO BbiLLE MNOJIOXEHHOTO Ha ABa TOHa
«d-b / g-es». «Ycmoliyueocms bbimusi» ANaToOHNY-
Ha, HO HapyLLeHa 3aHOCUYMBOCTbIO repouHn («/lay-
pa» B NepeBoje — yBeHUaHHasa «/1aspom», TO eCTb
«caasoli»). Kak He BCMOMHWUTL: «/Tl0bus oH npexoe
uepel caasel / V1 xaxadol aubesnu eopes...» .

Bnpouem, He BCAKUIA YCABILLWT 3aHOCUMBOCTb B MO-
TOKe npa3gHoro BpemanpoBoxaeHus. Cyaa no He-
KoTopbiM TeMam Jlaypbl 1 [loH XyaHa, nx pogHuio
KOrga-To UMEHHO Mpas3AHoe fierkombicave. Vimeem
B BUAy 611M30CTb ABYX TEM: OAHa TONbKO YTO OMu-
caHa HaMV — 3TO UHCTPYMeHTalbHas Tema TaHua
Naypsbli [cm. [pumep 16], KOTopas OTKpbIBaeT BTO-
PYH KapTWHY; Apyras — COXMBLUAACS eLLE B NepBOM
KapTVHE KaK NPUKPbITUE NPa3AHO «QYIaroWux» Yy Mo-
HaCTbIps rePOEB MHCTPYMEHTa/lbHasi TeMa NPOryaKku
AoH XyaHa. Mbl Ha3biBaeM €€ TEMOI MPOry/Ku, no-
CKOJIbKY OHa cornpoBoXxaaeT cnosa JSlenopenno «Mebi
30eck 2y/1em», B KOTOPbIX HaXOAUMBBIWA cayra C ne-
pexogsLiein B 0bMaH BblAYMKOW HALENcs, kak 06b-
ACHUTb MOHaxy 1X C XO3AMHOM NPUCYTCTBUE Y CTEH
obutenn [Mpumep 15].

Mpa3aHbin JoH XXyaH n3BeCcTeH HaM He TOJIbKO
TEMOW MPOTy/NKN, HO N CBOWUM, CKaXeM Tak, JOu3-

54. Bnadumuposa/l. 6. AHHe AHppeeBHe AXMaTOBOM — yuy-
wemy 3Hatoky [lyuwkuHa // Knaysypa. JlutepatypHo-
ny6ANLMCTUYECKMIA NPOCBETUTENBCKMI XypHan. 08.03.21.

55. Hanpwumep, B noBectn «Metesib» A. C.MyLwknH nuweT «[byp-
MUH] KG3a/1ca Hpasea muxo2o U CKpOMHO20, HO M0.J18a y8epsi-
/10, YmMo Heko20a bbl/1 OH yxacHeiM hosecoro // Cnosapb pyc-
cKoro f3blka: B 4-x 1. / PAH, IH-T anHremnctny. nccneposa-
HuiA; Mog pea. A. M. EBreHbeBoW. 4-e u3a,, ctep. M.: Pyc. s13,;
Monurpadpecypcsl, 1999.

56. [lMywkuH A. C. KaBka3ckuii nieHHNK // COUMHeHNs B TpeX To-
max. Tom BTOpoi. M.: M3a-Bo «XyaL0xecTBeHHas nTepa-
Typa», 1986. C. 3-23.

rHaHHUYEeCKUM OTHOLEeHMEM K VIHe3e — «e3xanu
Boi ctoda, a nowadeli Oepxkan s 8 pouje» (Jlenopen-
J10), He MO3BOJIVBLUMM FrepOH0 BOBPEMS Pacro3HaTh
OMacHOCTb, NPO3UBLLYH BO3NHO6AEHHON. Takum Bbin
[oH XyaH — repoit Jlaypbl, eé «Opye u sempeHoili
JI060BHUK», KOTOPBIA Npexae Arbun «...uepel c1a-
8ol / U xxax0doli 2ubesau 2open. / HegosnbHuUk yecmu
becnouwjadHod, / B6au3su sudan oH csoli koHeu, / Ha
noeduHkax meépaeili, xnadHeili, / Bcmpeyas eubese-
HbIl csuHel. / bbimb Moxem, 8 OyMmy no2py>xéHHbil, /
OH spemsa mo socnomuHan, / Kozoa opy3esamu okpy-
XKEHHbIU, / OH € HUMU WYMHO nuposan...»>. Tenepb
«WwyMHbIU nup» npoLwén 6e3 Hero. loH XyaH aBu-
ca K Jlaype B camblii HEMNOAXOAALLMIA MOMEHT, KOT-
Ja OHa ocTtanacb HaeauHe ¢ [JoH Kapnocom. TouHee,
cama ocTaBuna y cebs [loH Kapnoca: «Tel, bewieHsld,
0CMaHeCs y MeHs. Toel MHe noHpasuscs, mel JoH Xy-
aHa HanoMHUJ MHe...»

O6pa3 Jlaypbl He NpocT. MNpa3aHoCTb, NoaAep>KaH-
Hasl 3aHOCUMBOCTbIO N COBNHOLEHNEM CBOVX MHTEPE-
coB («4mo xopowio, mo xopowio!» oTMeyaeT nNpo cebs
Naypa ctpemneHune [oH XyaHa HainTn B Magpuae
npexae Bcero eé), A0MNOo/IHAETCSA YBAeYEHNEM CBO-
6040106MBbIMN peunTaumamu, poaHawmmm flaypy
C 0AeCcKoM 3HaKoMOM noaTa: «A daseko, Ha cesepe,
8 MNapuxe, 6imob Moxxem, Hebo My4amu NOKpeLIMo...»?
O6paTM BHYMaHMWe Ha BEAYLLYH XPOMAaTUUECKYHO CO-
CTaB/ISIOLLYHO B ME/IOAMMU Y FaPMOHUWN PEBOJIFOLMOH-
Horo 3nu3oga [MNpumep 18]. MNpu 3TOM yanBUTENBHO
npeobnagarolLiee 3HaUeHNE My3bIKalbHbIX eAMHNL,
«ycmotivugocmu bbimus» B 6ONbLUNHCTBE «Me100u-
yeckux pedumamueos» Jlaypbl: 6yKBasbHO Kaxzas
Mesnoaunyveckas BoOJIHa €€ NnapTum OTTaNkUBaeTcs Ot
TepLoBOW Lienoyku. bonee Bcero 3anomMuHaeTcs 06-
paLléHHbIn K JJoH Kapnocy npu3bie Jlaypsbl, Ha OCHOBe
KOTOPOTO CK/IaAbIBaeTCs CBOEr0 poja apuoso repou-
HUW, O HEM Y>Ke Wwna peub: «[Ipudu, omkpoli 6anKOoH...»

Ha30B&M 3Ty Npu3bIBHYHO 3anoMUHaroLLyoCs
TeMy — Temoi cBuaanus [[pumep 17]. OHa poxaaert-
sl oueHb 613Koi Tol, koTopyto HanuweT C. B. Paxma-
HWHOB B pomaHce «CrnpeHb». YncToTa obbIrpbiBaeMbiX
TPe3By4YMEM TEPLIMIN MPOHMKAET B caMoe cepaLie, byato
ycrnokauaas — «kak Hebo muxo...» (CpaBHW y Paxma-
HWHOBa — «30eCb XOpPOoWo...»). 3HaKOMble HaM HUCXO-
JALMe TEPLUM BIIETEHLI B MEIOAMNIO B Havase 1 no
OKOHYaHWW, Kak 370 6b110 Y [loHHbI AHHbI. CnsieTatoT-
CA U3 HYX U rapMOHMYeCKMe co3Byuns. Kak xe psgom
C TaKOW CBeTNeNLLEeN MeNoamnel OKa3blBaeTCA COYYB-
CTBYIOLLMI PEBOIOLIMOHHOMY CBO6OA000UI0 pe-

57. Tam xe.

YMTaTMBHBIA 3Nm304? TakoBa Jlaypa — 3a BHELUHUM
obpazom («kak Hebo muxo!») He pa3rnsaeTb BHYTPEH-
Hero («Hebo my4amu nokpeimo»). MoXXHO au e ao-
BEPATb: «A CKO/IbKO pad3 Mol U3MEHs/1a MHe 8 MOEM
omcymcmeuu!.. Ckaxu X...»

B kauecTBe «oTBeTa» Ha Bornpoc [loH XyaHa 3BYy-
YMT BapuaHT TaHLLEeBaIbHOW TeMbl FePOUHU 113 HaYa-
Na BTOPOW KapTuHbl. OueHb Y 611M30K OKa3blBaeTCs
3TOT «OTBET» MHCTPYMEHTaNbHOW Teme CHerypouku
13 ogHOMMEHHO onepsbl H. A. Pumckoro-Kopcakosa,
KOTOPbIN, KaK M3BECTHO, MHOFO MOTPYANACS Hag, Op-
KecTpoBKOM ornepbl «KamMeHHbIN rocTb». Takoro poga
My3blKkanbHOE Nogobue (MycTb BO3HUKLLEE Aaxe Ye-
pe3 rogbl) HABOAMT Ha MbIC/b O Jlaype Kak co3gaHum
C XOJIOAHBIM CepaLeM, TO eCTb He YMELOLLLEM 0BUTb.
Mo>xkeT 6bITb, OHa ¥ MONyYUIa COOTBETCTBYHOLLMNIA
npodeccuoHanbHbIN CTaTyC B ApamaTyprum croxe-
Ta — aKTpuca, NOTOMY YTO TOJIbKO UTPaeT B NHOH6OBb:
eé «csoea btomcs, Kak 6ydmo ux poxdaem He na-
mMame pabckas, Ho cepdye». Bo Bpems «oteeTta» [oH
XyaH «cmompum eli 8 2nasa». Kpome TaHueBanbHO-
CTW, B rnasax Jlaypbl oTpaxaeTrca OH caM W TOAbKO
yTO YOUTBIN UM [loH Kapaoc. 3TO CbILWHO B My3bIKE,
rae Ha TaHueBanbHY Temy Jlaypbl HaknaAblBaroTCA
371eMeHTbl TemMbl nporyaku JoH XyaHa, n otyactu
NPOABAAETCA NAEeA NOMAHOTO MeNOANYECKOro ABU-
SKEHWUA U3 TeMbl K/EeBELLYLLEro Ha r1aBHOro repos
JoHn Kapnoca [[Mpumep 19].

Mys3bika cBogmnT Jlaypy ¢ [loH Kapnocom n B Teme
«8paHbsa/Mosebl» o [loH XyaHe. [NpocseTnéHHan
TepLoBas Tema CBMAAHUA, O KOTOPOW Lna peyb
BblLle, COranacyetca C nepBbiM, ANaTOHUYECKUM
TPEe3BYYHbIM 31EMEHTOM 3TOWN TeMbl. HaNnOMHMM, UTO
BTOPOW, «OTPULLATENbHbBIN» /1EMEHT COCTaBAET XPO-
MaTnueckas Tema floH Kapnoca. Y1o e nonyuaetcs,
«mo/18a» 0 floH XKyaHe cknajbiBaeTca B coefuHe-
Hun Tem Jlaypsbl 1 [lon Kapnoca? Ho Beab Jlaypa,
HanpoTMB, 3aliMLLAeT CBOEro «gempeHo2o /10608-
Huka» OT HanageHw bpata KomaHgopa, f4a u B ro-
CTAX Y Heé cobupatotca «Opy3es» XyaHa. [MNpaaa,
BCTpeYa C Apy3bAMU, NO €€ MHEHUIO, Bbia Bbl He
enaTtenbHa CaMOBOJIbHO BEPHYBLLEMYCS U3 N3rHa-
HWA repoto: «Kak Xopowo mel c0enas, 4mo A8uscs
00HOU MUHymoli nozxe! Y MmeHs Opy3bs meou 30eck
YXKuHau...» Bot tak apysbA... IMEHHO B OKpYy>KeHWnK
Naypbl, UMeHHO cpeawn «Opy3eli» BO3HMKAET U BblCKa-
3bIBaeTca MHeHue o [loH XKyaHe, BOT OHa — cBeTCKas
cpesa GoOpMUPOBAHUA «B8PAHbS/MOSBbI».

[a v cama aktpuca xopowta. OHa «8epHO noHsAa
€800 posb» 1, 3awmwan [lon XyaHa nepea apy3ba-
MW, OKa3aBLUMNCb C HUM HaefunHe, BbiCKa3biBaeT OCy-

41



XAeHve, aBTOpamMmn KOTOPOro ABAATCA bpaTba e
ConbBa: «[Toseca... Obs801... NPOKASMGILL... BEYHbIE
npokasel... a 8cé He suHosam...» [loH XyaH cHavana
MbiTaeTca onpaBAaThCs, @ 3aTeM MPOCTO MOMYUT. 3a
Hero roeopuT My3blka. OHa CBUAETENbCTBYET O TOM,
yTO 06pa3 Jlaypbl 3acTaBAsfET repos «3adyMamoscs».
B MHCTpyMeHTanbHOM NapTum B OTBET Ha BbIBOA Jlay-
pbl «a 8Cé He BUHOBAM...» POXAaeTcs TeMa, 6m3kan
OTKPOBEHWIO FNaBHOMO repos U3 TPEeTbero JencTBus,
rae oH obpaluaetca kK JloHHe AHHe, He BepsLLeli B ero
nobosb: «Beau — ympy! Beau deitiame — A 6y0y...
AUwWe 015 mebsi»! OkasbiBaeTcs, pagoM c Jlaypon,
KOTOPYHO OH «npuwén uckame 8 Madpude», [JoH Xy-
aHy He 41 Koro «0biame» N «ymMupame». My3sbika
CBMAETENIbCTBYET O TOM, UTO report ogmHok! OH He
HaxoauT B Jlaype XXM3HeHHO BaXXHOro — 6aaroro co-
Aep>KaHus, KoTopoe nocie BcTpeumn ¢ VIHe3on nbiTa-
eTcs 06HaPY>KNTb B CONYTCTBYHOLLMX MY KpacaBULLaX.

Bo3MOXHO, MO3TOMY MHCTPyMeHTa/lbHas TeMa oau-
HouectBa [loH XyaHa, 0 KOTOPOW Mbl Cceivac roeo-
PUM, UMEET CXOACTBO C TeMol 6onesHn VHesbl. Kak
B C/lyYae C «aHOA1y3cKol KpecmoAaHKOU», MPUYNHOM
XpOoMaTh3aLmm TeMbl FepOVHI Bbl «He200sl Cyposbili»
MY, Tak 1 B C/lydae C UCNaHCKUM rpaHAOM MPUYNHON
XpoMaTu3aLmmn ABASETCA... He YMetoLLLas H0bUTb XKeH-
WwyHa. TeMa CTPOMTCS Ha BbICOTE Bblpa3uTeIbHOM pe-
navkm 06 «aHoany3ckol KpecmesHke» (Kak OHa 3By4ana
B pacckase [loH XXyaHa 06 narHaHWm B Hauane NepBoro
[EeNCTBISA), HO C «DONIE3HEHHOW» anbTepaumen «es—d—
CiS...», 3a/iep>XaHnAMU B MeNOAMUM 1N OMeBaHNEM Mep-
BoW cTyneHu [Mpumep 20]. MNoxoxas penaunka, HO Ha
APYrol BblcOTe «f—e—es...» MPOBOXAEeT OOHABLUYHOCS
napy «e 6okoayro komHamy» [Mpumep 21]. Huexoaswee
ABVKEHWE MENOANM C SNEMEHTaMM abTepaLyn — 370
He cyyaiiHoe coueTaHue 3BYKOB, HO TeMa OfMHOYe-
crBa JloH XKyaHa, BbipacTaroLLan Tenepb He TOJIbKO U3

CpaBHeHWA VIHe3bl ¢ KpacaBMLAMN «MAaMOUHUMU»,
HO W CO 3AELUHNMM.

®uHan nepBoro AencTBUs, Korga CoraacHo pe-
mapke [loH XyaH «obHumaem» Jlaypy, «u 0ba yxo-
0am 8 60ko8yH KOMHAMY», OTMEUEH KYJIbMUHALMEN
B MHCTPYMEHTaNbHOM NapTuu. 3aecb 6ykBanbHO Npo-
NCXOANT CpadkeHne MeXAy NPOTUBOMONOXHbBIMU
TemaTnuyeckumm obpasoBaHmamu. NepBoe — npea-
cTaBasieT cobon NoBTOpPeHME TPUTOHOBOM TeMbl
[AoH Kapnoca [[Mpumep 22a] ¢ ganbHenwen TpaHc-
bopmaLmelt e€ B CMHKONMPOBAHHbIE, CKaXeM Tak,
«B83Maxu wWnazu» U3 NHCTPYMEHTaNbHOrO 3Nun3oaa
noeanHka ¢ [loH XyaHom [[pumep 226]. B nocne-
AYHOLWNX AENCTBUSAX 3TU «B3Maxm» ByayT cBuje-
TenbcteoBatb 0 KomaHgope. [loH Kapnoc («Kapaa»
B NepeBOAe — «8pyH», «BOAWEOHUK») HEN3MEHHO
CTOWT «3a CMUHOM» cBOero bpata s, Bropoe — onu-
paeTcs Ha Temy cBMAaHUA. 34ecb JMHamuka 6onee
HacblLeHa, OyKBaibHOro NMOBTOPEHMA HE MPONCXO-
ant. Kaxkgoe nocnegyroliee npoBeAeHne npescras-
nset cobor TpaHchopmaumio Tembl [Mpumep 23a,
6, B], coxpaHsAeTca TONbKO HanpaBieHne «u3 gep-
WIUHbI UCMoYHUKa». TpaHcdopmMaLma NponcxoamT
C yyactnem naeun «padocmuoll ycmotiyugocmu 6bi-
musa». B pe3ynbTaTte TeMa CcBUAaHUA NpeobpasyeTca
CHayana B MeNIoAMIo, CXOXYHO C TOW, KoTopas Xa-
pakTepusoBana oguHoyectso [loH XyaHa, a 3ateM
B 3By4aHue xopaJa, MpPAMO HanpaBAstoLWero re-
pos Ko BcTpeye ¢ JloHHoN AHHOI. PUHan nepBOro
AencTBMa onepbl cpescTBaMy My3blkasbHOW Bbl-
pa3nTeNIbHOCTW CBUAETENbCTBYET O NEpPBON nobe-
Ae «gHympeHHe20 yenogeka» [JoH XyaHa Ha nyTu
«nepepoxoeHusi».
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