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AFFECT THEORY IN THE LIBRETTO
OF EUROPEAN AND RUSSIAN OPERA:
FROM PAGANISM TO CHRISTIANITY

LORFEO BY MONTEVERDI AND RUSLAN BY GLINKA

Summary: The article considers the content of
the affect theory in European and Russian opera. It
is connected with the penetration of the pagan cul-
ture of antiquity ideas into the European culture of
the Renaissance, which positioned itself as Chris-
tian, and beyond. The reader is presented with the
material from the report “Affect Theory during the
Renaissance: from Where and to Where", which was
read at the conference In Search of New Harmony:
From the Middle Ages to Modern Times as part of
the IV International Festival, Epoch in Miniature’,
on February 21, 2024. It raises the question of the
background of the affect theory content and exam-
ines works at the "birth point” of the opera genre -
L'Orfeo by C.Monteverdi in Europe in the early 17th
century (1607, libretto by A.Striggio) and Ruslan by
M.Glinka in Russia in the first half of the 19th cen-
tury (1847, libretto based on the poem by A.Push-
kin)2 . The study of affects in the libretto of these
works is concentrated on the understanding of the

1. PavlovaS. A."On the Theory of Affects during the Renaissance:
from Where and to Where”, manuscript, 2024.

2. Thisrefers to the opera Ruslan and Lyudmila. The abbreviation
of the author's title of the opera was borrowed from
E.Ruchevskaya. The purpose of the abbreviation is similar
- to correlate the name with the object of comparison. In
Ruchevskaya's work, Wagner's Tristan was such an object. See:
Ruchevskaya E. A. Ruslan by Glinka, Tristan by Wagner and
The Snow Maiden by Rimsky-Korsakov. Style. Dramaturgy.
Word and Music. St.Petersburg.: Kompositor. 2002.
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main concept in the Gospel - love. One gets the im-
pression that the content of European opera, which
appeared at the end of the Renaissance, contradicts
the gospel meaning of “love” as sacrificial service to
one’s close one, whereas Russian opera, also taken
at the “birth point” of the genre as an independent
national phenomenon (in M.Glinka’s creative work),
on the contrary, originates entirely from the Gospel.

Keywords: affect theory, opera, Monteverdi, Or-
pheus, sadness, joy, prayer, valour, Glinka, Ruslan
and Lyudmila, love.

“Are we not seeking God in our own likeness,
God right for us?”
Metropolitan Anthony (Sourozhsky)3

Affect theory is a phenomenon of modern era
musical culture, which is based on the ability of
musical art, noted in ancient times, to imitate hu-
man states, and, accordingly, to evoke these states
by certain expressive means. One of the first men-
tions of such music impact is associated with the
name of Greek scientist Damon of Athens, who is
considered the founder of music pedagogy* . We

3. Anthony (Sourozhsky), Metropolitan. Can a Modern Person
Believe and Pray? Moscow: Spiritual Heritage of Metropolitan
Anthony Foundation, 2015. P. 34.

4. Hertsman E.V. Secrets of the History of Ancient Music. St.
Petersburg: Nota, 2004.

will not go into detail about the most ancient layer
of the affect theory history. Let us only note that a
special role was assigned to affects in the genre of
tragedy - the successor of the sacred rite.

Several times in history, tragedy/opera has tak-
en over the baton of primacy from the genres of
sacred music. The very name of tragedy (tragoidia)
is inherited from the main part of the pagan sacred
rite, accompanied by a choir at sacrifice® ; the power
of the moment lay in the state of catharsis (“purifi-
cation”), which was defined by Aristotle much lat-
er. This central state for sacred rites became sought
after in modern era, when the Protestant unrest,
which had swept Europe, caused a number of ma-
jor counter-reformation actions on the part of the
Catholic Church. Among them, the “birth of opera”
stands out; it opened up new means of influencing
the listener and viewer. With the origination of op-
era, spiritual life was in many ways not only supple-
mented but redirected into secular theatrical culture.

In general, the recorded history of music has
three main “points of activation” of tragedy/opera
as a kind of secular form of sacred rite, inheriting
its main task - “purification”. The first one is associ-
ated with the aforementioned flourishing of the an-
cient theatre. In terms of time, it is far from the other
ones - in the 5th century BC. The second wave was
fueled by the Renaissance and led to the “revival”
of the genre of ancient tragedy in the late 16th and
early 17th centuries. Finally, the third opera “birth
point” can be placed with full responsibility in Rus-
sian music history of the first half of the 19th cen-
tury. At this time, the process of Russification of the
genre was completed and Russian opera became
the standard-bearer of this art form in world musi-
cal culture. The conditions for the activation of the
tragedy/opera genre, as already noted, are associ-
ated with the reorganisation of spiritual life.

In Europe, this reorganisation was apparently
due to the need for the church to preserve its “au-
dience”, even at the cost of turning the church con-
gregation into an opera audience. Let us remember
that the first opera houses in Italy (Venice, etc.) were
assigned to a church parish, as evidenced by the
names: San Giovanni de Crisostomo (Theater of St.
John the Baptist), San Paolo (Theater of St. Paul),
etc® . The first opera house composers and libret-

5. From Greek: "tragos" - a goat, sacrificial animal, "ode" - a
song.

6. Lutsker P.V. Susidko L.P. Italian Opera of the 18 Century.
Volume I. Under the Sign of Arcadia. Moscow, 1998. P. 139.

tists often had holy status - cardinal, bishop, etc., or
belonged to a holy order or brotherhood. In Rome,
the patrons of the genre and the "holders” of the
opera stage were the popes of the Barberini fami-
ly, after whom a theatre was named. In Russia, we
can talk about the opposite process since the op-
era genre was a direct participant in the return of
Russian society, including its leading representa-
tives, to the patristic Orthodox Church. At the same
time, it is hardly possible to imagine clergymen as
authors or patrons of opera performances in Russia.

In other words, European opera participated in
the global process of secularisation of society, while
Russian national opera was born out of the need to
“catechesis” the listener and viewer. It seems that
both of these processes are reflected in the oper-
atic affect theory, as it is presented in two cultural
traditions - European and Russian. In this publica-
tion, the main attention is paid to the European
tradition. Let us remember that the origination of
opera was prepared by several centuries of the Re-
naissance. As you know, it was then that the view
of human history was adjusted by the desire for
perfection expressed in the ancient past. Such an
aesthetically pleasing emphasis essentially meant
formatting Christian society in a pagan way. How
did paganism manifest itself? It is generally accept-
ed that Renaissance artists borrowed only the form
but not the spirit of ancient culture. However, the
content of opera librettos casts doubt on the cor-
rectness of this view.

It is a well-known statement that Greco-Roman
gods behave like people. What does this mean? The
ancient gods were inherently prone to sin - that is
what we are talking about. The behaviour of the
gods or god, instead of being a guideline for man,
on the contrary, is regulated by human passions and,
thereby, justifies them. It is what the “paganization”
of Christian culture is about - in shifting the empha-
sis from the need to be transformed in the likeness
of the Savior to the justification of one’s own sins
in the likeness of pagan gods. The Renaissance is a
time of searching for “right God", as Metropolitan
Anthony (Sourozhsky) said: "Are we not seeking God
in our own likeness, God right for us?”. Having ap-
peared in Europe in connection with interest in an-
tiquity - first in small genres, that is, various kinds
of song and dance compositions, and then in the
special large genre of opera, affect theory reflected
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IlL 1. Orpheus. Hatay Archaeological Museum. Mosaic from Republic Square, Tarsus, 3" Century AD

this “search” or “modification” of Christian society
towards pagan’ one, which was declared perfect.

As it is known, the concept of "affect” in Lat-
in means “excitement of the soul, passion”, that is,
it refers to the sphere of a person’s inner spiritual
life® . In connection with this definition, it would be
quite logical to assume that affect theory emerg-
ing in the culture of a Christian society should be
based on the evangelical understanding of life, nat-
ural for such a society. According to the Gospel,
human life consists of the struggle with passions.
The rules of this struggle are set out in detail in the
book The Ladder of Divine Ascent by Abbot John
of the Sinai Monastery. The book was compiled in
the middle of the 7th century, when the official di-

7. “Modification of the Renaissance” - the term by A.Losev.
Aesthetics of the Renaissance / A.Losev. Moscow: Mysl, 1982.
P.314.

8.  According to the patristic teaching, passions are divided
into spiritual, mental and physical. Thus, the inner spiritual
life is not considered as something separate from the outer
bodily nature of man. This generalisation is preserved in the
philosophical idea of affects, which was formed during the
Renaissance. See Descartes R. Passions of the Soul. Bombora
Publishing House. 2019.
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vision of churches into Orthodox and Catholic had
not yet occurred, and, therefore, it was common to
the Eastern and Western churches. The Ladder of
Divine Ascent talks about the stages of a person’s
spiritual life as a system for overcoming sin with vir-
tues. On the way to overcoming, Saint John identi-
fies thirty levels, the highest of which is marked by
the union of three virtues - Faith, Hope and Love.
The path of improvement ends with love since we
know that God is Love.

In this sense, the affect theory content seems
surprising: in it, passions are not separated from
virtues and even replace them. For a society that
positions itself as Christian, it is strange. Thus, in
the treatise of Jesuit-raised scientist Kircher (1650),
love, suffering, joy, anger, compassion, fear, cour-
age, surprise are listed one after another. In a later
source, affects are divided into groups; however, the
principle of mixing states which are opposite from
the point of view of Christianity is preserved. The
so-called strong or main affects are in one group:
joy, courage, anger, passion, forgiveness, fear, hope,
compassion; in the other group, there are weak or

Table |
ORPHEUS'S PART

in the libretto of the opera of the same name by Monteverdi:

AFFECT joy, prayer desire, sadness valour
LOVE agape - love as a eros — love as a sensual overcoming eros in the
meaning = sacrifice for the sake of passion name of what?

one's close one

derivative ones: sadness, love, rage, endurance, in-
dignation, arrogance, piety® .

How is it possible that in Christian culture, "hope”
and "love”, which the patristic tradition considers
the highest virtues in accordance with the Gospel
and The Ladder of Divine Ascent, are placed next-
to “rage, indignation, arrogance” and so on? More-
over, "love” is classified as a “weak passion” - how
to explain this? Obviously, the formation of affect
theory responded to some other tasks not related
to the Christian worldview due to the solution of
which the understanding of “love” changed.

In the libretto of the musical tale L'Orfeo, the
word “love” is a rarity, breaking down into the fol-
lowing enumerations: sadness, joy, prayer, desire,
valour. Each of these affects is relevant to the un-
derstanding of “love”. Before defining this relation-
ship, we note that the opera dramaturgy is built on
the sequential experience of each affect by the par-
ticipants in the action. The composer, following the
librettist, managed to prolong the affect by chang-
ing the performers. For example, the “joy” of find-
ing Eurydice is "experienced"” first by the ensemble
and choir, then by soloist Orpheus, and, after him,
by the orchestra and tutti groups. Let us repeat that,
in general, there are five affects for the four acts of
the opera, that is, the "excited style” of the opera
L'Orfeo is quite measured. Let us present the affects
in Orpheus's part in the form of a table, immediate-
ly introducing such a column as the relation of af-
fects to the concept of “love” [Table I].

We will present the relation according to the an-
cient scale of measuring love in comparison with the
Christian one. As it is known, ancient philosophers,
whose thoughts were actively involved in the pro-
cess of cultural activity of the Renaissance, identi-
fied several meanings of “love”™ . The main ones

9.  Lutsker P.V,, Susidko I.P. Italian Opera of the 18" Century.
Volume II. Age of Metastasio. Moscow, 1998. P. 156.

10. Osipov A.l. The Concept of Christian Love. MDA, 2009.10.20.
URL: https://www.youtube.com/watch?v=NoLXJdU319k&ys

are: philia - friendly love, storge - kindred, paren-
tal love, eros - passionate love, agape - sacrificial
love. Christianity emphasises the latter definition of
“love” as sacrificial service to one’s close one. Expla-
nation of the new commandment of Christ, “A new
commandment | give to you - love one another”
[John. 13:34], is essentially dedicated to the entire
complex of monuments of Christian culture - both
spiritual and secular.

Thus, let us consider in relation to "love” each
of the affects stated in the text of the libretto: joy,
sadness, prayer, desire, valour.

Joy and sadness are associated with finding Eury-
dice twice and loosing her. In the first circle, the shep-
herds empathise with Orpheus; in the second one,
Apollo appears. “In order to rejoice with those who
rejoice,” writes St. John Chrysostom, “the soul needs
more wisdom than to weep with those who weep.
Nature itself draws us to the latter, and there is no
such immovable person who would not cry at the
sight of the unfortunate; however, in order to see
a person in prosperity, not only not to envy them,
but also to share joy with them, one needs a very
noble soul. That is why [the apostle] said this ear-
lier. Nothing makes us more inclined to love than
when we share both joy and sadness with each oth-
er.”™ Thus, we can say that the opera begins with
evangelical love since “"both joy and sadness” are
the first things that are compassionately shared by
Orpheus's close ones.

The highest understanding of “love”, as a sacrifice
for the sake of one’s close one, is associated with
the hero's prayer for the salvation of the bride and
his effective descent into hell. As it is known, Or-
pheus symbolised Lord Jesus Christ among the first
Christians. In drawings in the catacombs of Rome
and other monuments of early Christianity, Orpheus
is depicted playing the lyre, and animals recline at

clid=Iu7j0z86pl944031111 (Date of access: 20.01.2024).
11. John Chrysostom, Saint. Homilies on the Epistle to the
Romans. 22:1.

127



his feet, symbolising tamed passions [Figure I]. With
this interpretation, Eurydice can be understood as
the image of a pure and innocent person created
by God (bride), into whom “sin entered” (death)™
during the Fall (a snake bite). The Christ-centricity
of the plot about Orpheus suggests the prophetic
properties of not only biblical revelation but also
ancient mythology. Perhaps the only biblical story
that foreshadowed the divine descent into hell was
the story of Jonah's three-day stay in the belly of
a whale™ . The myth of Orpheus is almost the only
mythological plot of this kind but exactly until the
moment when the descent of Orpheus, undertak-
en to save Eurydice, turns out to be unsuccessful.
Failure reveals the pagan nature of the myth.
Here the concept of agape - the sacrificial love of
Orpheus for Eurydice, meets the concept of eros or,
as the author of the libretto calls it, “love yearning”.
It turns out that Orpheus’s “desire” to save Eurydice,
which looked like sacrificial love, according to the
libretto, is nothing more than a manifestation of
“youthful love yearning”, that is, “love” in the sense
of eros. Let us repeat once again, Orpheus’s desire
looks like agape (in the sequence of actions of the
libretto); however, in fact it is eros (in the literary
word of the libretto)! What a Renaissance reversal
of the Christological myth! If Orpheus is a simple
man or a pagan demigod, then his failure to save
his close one can be explained by the “wrong” form
of love - eros. However, if Orpheus is the symbol of
Christ and sacrificial agape love, as he has become
since the first centuries of Christianity, then how can
he fail in achieving salvation? This interpretation of
the image paves a direct path to giving God sinful
qualities of man that are not characteristic of Him.
Thus, this is the “modification” of Renaissance cul-
ture, that is, its deviation towards paganism.
Added to this is the participation of pagan gods
in Orpheus and Eurydice's fate with their “desires”
or "will", which cannot be interrupted by anything.
Instead of free will, which the Lord bestowed on
man in His likeness and which at first was so clearly
manifested in Orpheus's desire to save his beloved
wife, the underworld god offers the hero complete
submission: “Let both Orpheus and Eurydice know:
nothing can change my will,” concludes Pluto. Al-
lowing Orpheus to take Eurydice out, Pluto merci-

12. Isaac the Syrian, Rev. Ascetic Words. Sergiev Posad: Holy
Trinity Sergius Lavra Publishing house, 2008.

13.  Kruglov Sergius, priest. Theology of Holy Saturday / Thomas.
No. 4 (192). 2020. P.12.
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lessly plays with the hero, hiding from him “the light
of life - the gaze of his beloved”, just as paganism
hides from man the light of life - the One God - the
Saviour. It is a kind of “Satan’s ball” - Orpheus in the
power of Pluto. This is the pagan predominance of
the divine will over the human will, from which the
dramaturgy of ancient tragedy grows. There is no
talk here of any Christian synergy, as of human and
divine energies mutually directed towards salvation.
The end of the scene with Eurydice is also supple-
mented by the Old Testament formula: “you have
broken the law, thus, you are unworthy of mercy”.

As a result, Orpheus, shocked by his failure, is
before the viewer. How is this possible in the hu-
manistic culture of the Renaissance, which elevates
man to the top of the cultural processes of soci-
ety? The words of the libretto, indeed, depict Or-
pheus at the top of Olympus of divine creations:
“"Glory will tell how with his skill he stopped the sea
and defeated the confrontation of both the south-
ern and northern winds”. The real circumstances of
life show his absolute failure. A.Losev speaks about
such a “contradiction” in the culture of the Renais-
sance in connection with the poetry of one of the
early representatives of humanism, F.Petrarch, talk-
ing about “poems full of despair, distrust of one-
self and of life, and highlighting the inconsistency
of life and thought <...>, painful and reaching the
point of complete despair’™ . This is Orpheus, the
failed saviour of Eurydice. “After all, it is clear, and
it was clear from the very beginning,” continues
Losev, “that an isolated human individual is not at
all such a solid and reliable basis for cultural con-
struction”™, and then continues directly calling the
European Renaissance “the era of the greatest world
catastrophe <...>, which opened a period of histo-
ry when man would hate God, be angry with Him,
and fight with Him" 6.

Thus, what violated the Christology of the myth
of Orpheus and prevented the demigod from sav-

14. Losev A. F. Aesthetics of the Renaissance. Moscow: Mysl,
1982. P. 314.

15. The thought is fully stated as follows: “After all, it is clear,
and it was clear from the very beginning, that an isolated
human individual is not at all such a solid and reliable basis
for cultural construction. Nature, as it was interpreted in
antiquity, or the monotheistic deity, as it was interpreted in
the Middle Ages, were much more powerful foundations” /
Ibid.

16. For a more detailed explanation, see: Losev A.F. Dialectics of
Myth. Addition to Dialectics of Myth (new academic edition,
corrected and expanded) / Compiler, text, introductory
article by A.TahoGodi, V.Troitsky; commentary by V.Troitsky.
Moscow: YASK Publishing House, 2021.

ing his close one? “Isolation” from the Gospel un-
derstanding of “love”. It is clearly stated in the text
of the libretto: the shepherds claim that, during sep-
aration from Eurydice, Orpheus was “tormented” by
“longing for love”, underworld spirits call on Orpheus
to “use his mind and conquer youthful desires”; fi-
nally, Orpheus’s patron Apollo appears to save the
hero from “excessive manifestation of sadness" and
teaches him sinful, from the point of view of Christi-
anity, indifference under the guise of "moderation”.
Apollo's conclusion is especially important in the pa-
gan "modification" of the Gospel understanding of
“love". It turns out that one can simply forget about
the death of Eurydice, as well as about one’s failed
saving “raid” into the underworld, if one brings the
“songs of joy and sadness” to a state of “modera-
tion”. It is in this, according to Apollo, that the “no-
bility” and “valour”, which open the way to heaven,
lie. "Valour” in spite of “love”-passion, but also in
spite of “love”-sacrifice (!) - this is what shapes the
hero at the “birth point” of the European genre of
opera. So valour for what? How can Paradise be
opened without evangelical love?

The concept of valour is more logically corre-
lated with a hero’s glory gained on the battlefield;
however, in the libretto of the opera L'Orfeo, “val-
our” and "nobility” are given precisely as a replace-
ment for “love”. Such a replacement turns out to be
dangerous since it is associated with the dogmatic
values of Christianity, namely the doctrine of Salva-
tion. In general, the libretto of 17th-century operas
becomes a kind of laboratory where, in accordance
with the pan-European movement of that time, pa-
tristic ideas are modified into philosophical ones.

Table Il
RUSLAN'S PART
in Glinka’'s opera Ruslan and Lyudmila:

AFFECT love passion
(Act 1) (Act 3)
LOVE agape - love as eros - love
meaning = a sacrifice for as a sensual
the sake of one's passion
close one

17. The work The Passion of the Soul by R.Descartes is one of
the first philosophical works of modern times on affects.

The emerging worldview system identifies in “love”
only one of several meanings characteristic of pa-
gan antiquity - eros. This emphasis is the main one
in secular works and, according to experts, becomes
leading not only in philosophy but also in Catholic
theology, which absolutely rejects eros in words but
in reality replaces sacrificial love with it - agape™.

Music in this case does not appear to be such
an obedient daughter of poetry as is commonly
thought and takes on the role of elevating the du-
bious accents of the plot. Musical content and its
connection with the affects inherent in the libretto
is a separate large topic, which we intend to consid-
er in the next article. Here we will outline the sim-
ilarities and differences between the “birth points”
of European and Russian opera and turn to Glin-
ka's magic opera.

There are many common creative circumstances
between the works of Monteverdi and Glinka. Op-
era was not created only by Monteverdi but was
preceded by the experiment of his predecessors
in the revival of ancient Greek tragedy. Opera was
not created by Glinka but came to him after the
Russification of the genre undertaken by his senior
colleagues. In the work of both composers, opera
reaches a new artistic level. Monteverdi is known as
the author of the so-called second practice - hom-
ophonic-harmonic, a new musical style. According
to V.Odoevsky, Glinka is known as a composer who
discovered "a new element in art”, which "had been
sought for a long time and had not been found in
Europe”™ . What were they looking for and not find-
ing in Europe during Glinka's time?

military valour jealousy joy
(Act 2, 4) (Act 4) (Act 5)
agape - love eros - love agape - love as

as a sacrifice as a sensual a sacrifice for
for the sake passion the sake of one's
of one's close close one

one

18. Osipov A.l. The Concept of Christian Love. MDA, 2009.10.20.
URL: https://www.youtube.com/watch?v=NoLXJdU319k&ys
clid=1u7j0z86pl944031111 (Date of access: 20.01.2024).

19. Odoevsky V.F. Articles about M.Glinka / Introductory article
and comment by G.Bernandt. Moscow: Muzgiz, 1953.
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Table 111
RATMIR'S PART
in Glinka’'s opera Ruslan and Lyudmila:

AFFECT pride, sensuality love, prayer

(Act 1, 3) (Act 4, 5)
LOVE eros — love as a sensual passion agape - love as a sacrifice for the
meaning = sake of one's close one

It seems it was what was lost during the Renais-
sance - gospel content. In Russia, by the time of
Glinka, it also needed regeneration to which all the
forces of the state, church and leading figures of
national culture were directed. In connection with
the theme of sacrificial love, the most logical way
would be to turn to the opera A Life for the Tsar, in
which each of the four heroes “ascends to his own
Golgotha"?° . However, Glinka also developed the
idea of evangelical service to one's close one in the
opera Ruslan and Lyudmila based on the poem by
A.Pushkin. Although in this magical opera the out-
er series of events represents a mythological sto-
ry set in the pagan world of the Russian past, it is
the idea of evangelical salvation that underlies the
inner dramaturgy. It is so strong in Ruslan that it
is revealed in the characters of all the main heroes
and manifests itself not only in the “paradise” be-
ginning of the operatic action?', as in Monteverdi's
work, but also organises the dramaturgy of the en-
tire opera and leads to a victorious ending.

Just like Orpheus in the libretto of the opera by
Monteverdi, Glinka's heroes experience “love yearn-
ing”. It concerns all the main characters - Ruslan,
Ratmir, Gorislava, and partly Lyudmila. However, un-
like Orpheus, who turns out to be “isolated” from
the gospel understanding of love and has no one
to help him in the fight for Eurydice (except that
Pluto provides a disastrous service), the heroes of
Glinka's opera, on the contrary, are included in the

20. Quote from a lecture by E.Levashov on M.Glinka's opera A
Life for the Tsar, read at the Gnessins Russian Academy of
Music / T.Maslovskaya. Review of S.Pavlova’s article "Affect
Theory in the Libretto of European and Russian Opera: from
Where and to Where". Manuscript, 2024.

21. The wedding feast has been a symbol of Paradise since
biblical times. See: Feast is the best image of happiness.
Collection of materials from the conference Images of Meals
in Theology, Philosophy, Culture. Offering to N.Trauberg.
Moscow: Biblical Theological Institute. 2010.
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process of finding gospel love and come to the aid
of each other in difficult times, helping to achieve
the heavenly, saving for everyone ending of the
opera? . Let us present the semantic meanings of
affects in the parts of Ruslan [Table II] and Ratmir
[Table Ill] in the form of tables.

More details about the content of the libretto
of Ruslan in connection with the evangelical un-
derstanding of “love” are described in our article,
specifically devoted to this topic? . Here, we empha-
sise the conclusion we came to. In Russian opera,
as it is presented in Glinka’'s works, the image of a
hero (by the end, there are four heroes) grows out
of the readiness to sacrifice oneself for the sake of
one’s close one, that is, to repeatedly perform the
feat planned by Orpheus but bringing it to the gos-
pel completion. We note once again that a special
role is played by the mutual assistance of the he-
roes, that is, the unity of aspiration realised in the
dramaturgy of the characters.

It can be said that the true meaning of “human-
ism” as love for man, characteristic of Christian cul-
ture, is manifested in Glinka's operas, instead of the
“search for God right for us” implanted by paganism.
Affect theory of Russian opera, the baton of which
passes from Glinka to A.Dargomyzhsky, M.Mussorg-
sky, P.Tchaikovsky, grows out of the patristic idea
of spiritual life, as it is shown in The Ladder of Di-
vine Ascent by Saint John.

22. Inthefinale, even Farlaf is rendered harmless by the heavenly
context of the action, in which all his calls to Naina are in
vain.

23. The article “The Gospel in the Monuments of Russian
Opera: M.Glinka’s Ruslan and Lyudmila” is being prepared
for publication in a collection based on the materials of the
International Scientific Conference, Scientific Heritage of
E.Ruchevskaya in Modern Musicology, which was held at
the Rimsky-Korsakov St. Petersburg State Conservatory, 2022.
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TEOPUSA ADDEKTOB
B IMBPETTO EBPOMENCKOW N PYCCKOW
OTMEPbI: OT A3bIYECTBA K XPUCTUAHCTBY

«OP®E/» MOHTEBEPAW W «PYCJIAH» TNTNHKWN

AHHOMayus:

B ctaTbe nogHumaeTcs npobaemMa cogepikaHus
Teopun adpdeKToB B EBPOMENCKOI N PycCKon one-
pe. Mpobaema cBsizaHa C MPOHNUKHOBEHMEM UAEl
A3bIYECKON KYNbTYPbl aHTUYHOCTM B MO3ULMOHUN-
pytoLLyto cebs, Kak XpUCTMaHcKas, eBponenckyro
KyAbTypy anoxun BospoxaeHwns un ganee. BHumaHuwo
unTaTena NpeacTaBaeH maTepuan goknaga «Teopwmsa
addexTOoB B 3M0OXy BospoxaeHus: otkyaa u Kyaa»,
KOTOPbIN BblN MpoUNTaH Ha KOHdepeHuun «B nowmc-
Kax HoBoOM rapmoHuun: ns CpegHesekoBbs B HoBoe
Bpemsa» B pamkax IV MexayHapogHoro ¢pectmsans
«Jnoxa B MUHMaTope»' 21 peBpansa 2024 roga.

B HeMm cTaBWTCA BONPOC 06 NCTOYHUKE Coaep KaHns
Teopun apPekToB 1 paccMaTpMBaroTCA Npon3Be-
AEHNA B «TOUKE POXAEHMA» XaHpa onepbl — «Op-
den» K. MoHTeBepan B EBpone Hauana XVII Beka

(1607, nnbp. An. Ctpuaxo) n «Pycnan» M. W. TanH-
kn B Poccum | nonosuHbl XIX Beka (1847, nnbpetto
no noame A. C. MNywkunHa)? . NsyueHne addektos B
NMBPETTO Ha3BaHHbIX NPOMN3BeAeHUI cobupaeTcs

1. MNaenosa C. A. <O Teopun appekToB B 3roxy BospoxaeHus:
OTKyZAa 1 Kyga», pykonuce, 0,5 n.n. 2024.

2. Wwmeetca BBugy onepa «Pycnan n Jlrogmuna». CokpalleHne
aBTOPCKOro Ha3BaHWsA onepbl 3aMMcTBOBaHO y E. A. Pyub-
eBCKOW. Llenb cokpalleHuns cxoxa — COOTHeCTV Ha3BaHwue ¢
obbekTOM cpaBHeHus. B Tpyae ExkaTepuHbl AnekcaHapoBs-
Hbl TakMM 06bekToM bbln «TpuctaH» BarHepa. Cm.: Pyybes-
ckas E. A. «Pycnan» IavHkm, «TpuctaH» BarHepa n «CHery-
pouka» pumckoro-Kopcakosa. Ctunb. [lpamatyprus. Cnoso
1 My3bika. C6.: Komnosutop. 2002.
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BOKPYF MOHMMaHWA rnaBHoro B EBaHrennm noHatms
— «Nt06BM». CknagblBaeTcs BreyaTieHme, YTo coaep-
>aHWe eBPOMeNCKol onepsbl, POXAEHHON Ha U3neTe
3noxu Bo3poxaeHuns, NpoTMBOPEUNT eBaHresIbCkoMy
3HaYEHUIO «NtOBBU», KaK XXEPTBEHHOTO C/Y>KEHWS
6amxKHeMy. B To Bpems Kak oTeuecTBeHHas onepa,
B3AiTasA TakXKe B «TOYKE POXAEHMA» XaHpa Kak camo-
CTOATE/IbHOTO HALMOHaNLHOIO ABAEHMWS (B TBOpYeC-
T8 M. V. TAnHKK), HaNnpOTKB BCeLLeNo nponspacraeT
n3 EBaHrenns.

Knarouesgsie cnosa:

Teopus adpdekTos, onepa, MoHTeBepau, Opden,
neyasnb, pajocTtb, Moibba, sobnectb, MnHKa, PycnaH
n NMroagmuna, nto60Bb.

«He nwem am mbl bora no cobctBeHHOMY 06pa3y,
noaxoastiero Ham bora?»
MUTp. AHTOHMI (CypodKcknia)®

Teopus apdekTOB — ABNEHWE MY3bIKASIbHOW KyNb-
Typbl HOBOro BpeMeHu, KoTopas CTPOUTCS Ha Noj-
MEUEHHOM B aHTUYHOW APEBHOCTU CMOCOBHOCTH
MY3bIKaJlbHOrO MCKYCCTBa NoApaXkaTb COCTOSHUAM
YesioBeKa 1, COOTBETCTBEHHO, 3TU COCTOSIHWSA BbI3bl-
BaTb OnpejeneHHbIMUN Bblpa3uTeabHbIMU CpesCTBa-
MU. OfHO M3 NepBbIX YNOMUHAHWUA NOJ06HOTO

3. AHTOHUI (CypoxcKuin), MUTP. MOXET I BEPUTb Y MOINTb-
cA coBpeMeHHbIl Yenosek M.: M34. ®oHg «[lyxoBHOe Ha-
cneane mutpononmta AnTtoHus, 2015. C. 34

BO34ENCTBMSA My3blkU CBSI3aHO C MIMEHEM FPeyeckoro
yueHoro JamoHa APUMHCKOro, KOTOPbIN cYMTaeTcs
pOAOHaYaNbHUKOM My3blKalbHOMW Negarornkm* .
Moapo6bHO BXOAUTL B APEBHENLLNIA NAACT NCTOPUN
Teopun adpdekToB He Byaem. OTMETUM TONIBKO, UTO
ocobeHHas ponb oTBoAMAaCk abdekTam B XaHpe
Tpareauu — HacneAHUL bl CBALLLEHHOAENCTBUS.

Heckonbko pa3 B UCTopum Tpareams/onepa nepe-
HMMana 3cTapeTy NepBEHCTBA Y XKaHPOB AYXOBHOW
My3biki. CamMO Ha3BaHWe Tpareamn («Tparoamnsa»)
yHac/e0BaHO OT LEeHTPabHOW YacTu A3bIYECKOTO
CBALLEHHOAENCTBMA — CONPOBOXAABLLErOCA XOPOM
KEPTBOMPUHOLLEHUSA® , C11a MOMEHTa 3ak/to4anach
B COCTOSIHUW «KaTapcunca» («ounLLeHns»), onpegene-
HMe KOTOPOMY Aan ApUCTOTEIb MHOTO Mo3Xe. 3T0
LEeHTpanbHOe 415 CBALLEHHOAENCTBUSA COCTOsHME
CTaso NCKOMbIM B HOBOE Bpems, Korga oxBaTvBLUNe
EBpony npoTtectaHTCK1e BOJHEHWA Bbl3Bav LeNbli
P4 KPYMHbIX KOHTPPePpOPMaLNOHHbIX AEACTBUI CO
CTOPOHbI KaToAnYeckol Lepkeu. B nx yepege oco-
6EeHHO BbIAENSETCA «POXAEHUA ONepPbl», OTKPbIBLUEE
HOBble CPeACTBa BO3AENCTBUSA Ha CayLLaTens n 3pu-
Tens. [lyxoBHas XXU3Hb C POXAEHVEM OMepbl BO MHO-
rOM OKa3anacb He TOJIbKO AOMOJHEHa, HO NepeHan-
paBJ/ieHa B CBETCKYHO TeaTpasibHYHO Ky/abTypy.

B uenom, 0603prmMas NCTopusa My3blku Hacuu-
TbIBAET TPW OCHOBHbIE «TOYKM aKTMBM3aLMmN» Tpare-
Avn/onepsbl, Kak CBOero pojaa cBetTckon Gopmbl
CBALLEHHOAENCTBUS, HAaCNEAYIOLWEN TNAaBHYH ero
3ajauy — «oumueHue». NepBas cBA3aHa C Bbllle-
YNOMSAHYTbIM PacLBETOM aHTUYHOrO TeaTpa. 1o Bpe-
MeHMW OHa OTCTOWT aneko OT OCTa/lbHbIX —3TO V B. 40
H. 3. Bropas BosiHa HarHeTaeTcsa anoxoi Bo3pox-
AEHVA N MPUBOANT K «BO3POXAEHUIO» XXaHPa aH-
TUYHOW Tparegumn B KoH.XVI-Hau.XVIl BB. HakoHeL,
TPETbIO «TOUKY POXAEHWUA» Onepbl MOXHO C NOJ-
HOW OTBETCTBEHHOCTb NOCTaBUTb Ha KapTe PyCCKOWM
ncropum My3sbiku | non. XIX B. B 310 Bpemsa 3aBep-
LaeTca npouecc pycnbukaLmm xaHpa n oteyec-
TBEHHas onepa CTaHOBWUTCA 3HaMEHOCLIEM 3TO BMAA
WCKYCCTBA B MUPOBOM My3blKanbHOW KyaAbType. Yc-
NOBUSA aKTMBU3aLMK >XXaHpa Tpareaun/onepsl, Kak
y>e B6bl10 OTMEYEHO, CBSI3aHbl C NEPeyCTPONCTBOM
LYXOBHOW XXU3HM.

B EBpone — 370 nepeycTponcTBO 6bi10 06yCNoB-
NIeHO, MO BCEN BUANMOCTMY, HEOBXOAMMOCTLIO Lep-
KBW COXPaHWTb CBOKD «ayAUTOPUIO», NYCTb Aaxe Lie-

4. TepumaH E. B. TaliHbl uctopum apeBHei My3biku. CM6.: Hota,
2004.

5. Crpeuy. «Tparoc» - KoseJ, XXepTBEHHOE XWNBOTHOE, «0fa» -
MecHb.

HOW MpeBpaLleHns NacTBbl LEPKOBHOW B Ny6MKy
onepHyto. BCMOMHMM, UTO NepBble onepHble TeaTpsbl
B ITannm (BeHeums n ap.) 6b1am NnpuKpenaeHbl K
LLepKOBHOMY MPUXOAY, O YEM CBUAETENbCTBYHOT Ha3-
BaHua: CaH [xxosaHHu ge Kpusoctomo (Teatp Cs.
MoaHHa Kpectutens), CaH Maono (Teatp cB. [MaBna) n
4p°®. MepBble ornepHble KOMMO3UTOPbI U IMOPETTUCTBI
4acTo UMeNU AYXOBHbIN CTaTyC — KapAuHai, eNUcKon
N Ap. AV NPUHAANEXHOCTb JyXOBHOMY OPAEHY Nan
6patctBy. B PrMme nokpoBuTensmu xaHpa v «aep-
XKaTensimMu» OnepHoW cLeHbl bbiav nansl poaa bap-
6epvHW, NO UMEHW KOTOPbIX W Ha3biBaacsA TeaTp. B
Poccmn MOXHO roBOpUTh O NpoLecce obpaTHOM,
MOTOMY UTO >XXaHpP onepbl ABUACA NPAMbIM y4acT-
HWKOM BO3BpaLLEeHUs pycckoro obLecTsa, B TOM
ynce BeayLLMX ero NpeAcTaBUTeNEel, B IOHO CBATO-
oTeueckow MpaBocnaBHol Lepksu. MNpu 3Tom Npes-
CTaBUTb cebe CBALEHHOCNYXUTENEeN aBTOpPaMmM UK
MOKPOBUTENSIMU ONEPHbIX CriekTaknel B Poccumn Bpsg
2N BO3MOXHO.

NHbIMK cnoBamu, eBponeickas onepa y4acTBo-
Basia B rnobanbHOM npoLecce obmMupLLeHns obLec-
TBa, B TO BpPeM# KakK pycckaa HaumoHaabHas onepa
poaunach B HEOHXOAMMOCTUN «KaTeXM3NPOBATb» CAy-
watens un 3putens. MpeactaBaseTcs, 4yto oba 3Tn
npoLecca Halan OTPaXeHUs B ONEepHON Teopum
addekToB, Kak OHa NpejcTaBaeHa B 4BYX KyaAbTyp-
HbIX TPAAWULIMAX — eBPOMNencKom n pycckoi. OcHOB-
HOe BHMMaHMWe B HacToslen nybavkaumm yaene-
HO TPaAuL MK eBPONeNCKon. HanoMHUM, UTO PoOXK-
AeHne onepbl 66110 NOATOTOBAEHO HECKOIbKUMM
cTonetuamm 3noxmn BospoxxaeHnsa. Kak nssectHo,
WMEHHO TOorja B3r/fj, Ha UCTOPUIO YenoBeyecTBa
6blN1 CKOPPEKTUPOBAH CTPEMJIEHNEM K COBEpLLEH-
CTBY, BbIPa>X€HHOMY B @aHTUUHOM NPOLUIOM. Takow
3CTETMYECKUN NPUBAEKATENbHbIN aKUEHT B CYLLHOCTM
03Ha4yan popmaTMpOBaHME XPUCTMAHCKOTO obLec-
TBa Ha A3blYeckuin nag. B uem npossuno cebs A3bl-
4yecTBO? MMPUHATO CUMTATb, UTO XYAOXKHMKN IMOXN
Bo3poxkaeHus 3aMMCTBOBaIM TO/IbKO GOPMY, HO He
AyX aHTWUHOW KynbTypbl. OfHaKo, cogepskaHue onep-
HbIX IMBPETTO 3acTaBAAET YCOMHUTLCA B NPaBoOTe
Takoro B3rasAa.

O6LLen3BeCTHO YTBEPXKAEHWE, UTO FPEKO-PUMCKME
60run BeayT cebs Kak ntoan. Yto 3To o3Havaet? AH-
TUYHbIM HOram npucyLla pacnosoXeHHOCTb KO rpe-
Xy — BOT O YeM unaeT peuyb. [ToBegeHne 6oros nam
6ora, BMECTO TOro, YTOObl ObITb OPUEHTUPOM A/A
yesoBeka, Ha0BOPOT, peryanpyeTcs AOLACKUMN

6.  JNlyukep M. B, Cycnako W. M. UtanbsHckas onepa XVIII Beka.
Towm |. Mopa 3Hakom Apkagun. M., 1998. C. 139.
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CTPacTAMM ¥ TeM CaMbIM OMnpaBAbiBaeT ux. B aTom
1 3aK/104aeTCs «0s3blYMBaHNE» XPUCTUAHCKOW KYJlb-
TYpbl — B CMELLEHUN aKLeHTa C HeOBXoAMMOCTHM Npe-
obpaxatbcs no nogobuto Cnacutens Ha onpasgaHue
COBCTBEHHbIX FPEXOB MO NoA0bUIo A3bluecknx 60-
roB. noxa Bo3poxaeHnsa — Bpems nomncka «noaxo-
aawero bora». Kak rosoput Mutp. AHTOHMI (CypoXK-
cknin): «He mwem am Mbl bora no co6cTBeHHOMY
ob6pasy, noaxoasauwero Ham bora?» Teopus addek-
TOB, KOTOpas aKTMBM3MpPoOBasack B EBpone B cBA3M
C MHTEPECOM K @aHTUYHOCTM — CHayana B MaiblX XaH-
pax, TO eCTb pa3HOro poja NeceHHbIX U TaHLeBaslb-
HbIX KOMMO3ULMAX, @ 3aTeM YyXe B cneLmanbHOM
601bLIOM XaHpe onepbl, OTpasnaa 3TOT «MNOUCK»
nnn «mogmdukaumio» obLecTsa XpUCTUAHCKOro
B CTOPOHY O6BbSAB/JIEHHOrO COBEPLUEHHbIM — A3bl-
yeckoro’ .

MoHatne «adbdekT», Kak N3BECTHO, B NepeBoje
C NaTUHCKOTrO 03HaYaeT «BONHEHMe AyLK, CTPaCTb»,
TO eCTb OTHOCUTCA K chepe BHYTPEHHEN AyXOBHOM
XW3HW YenoBeka® . B cBA3n ¢ Takum onpeseneHmem
BMOJIHE NIOTMYHO 6bINO Bbl NPEANON0XKUTL, UTO HOp-
MUPYIOLLAACS B Ky/bType XpPUCTUaHCKoro obuecrea
Teopua adpdeKTOB JOKHA ONMPATbCA Ha eBaHresb-
CKOe MOHMMaHWe XUN3HW, eCTECTBEHHOE AN Takoro
obuecTtsa. CornacHo EBaHrennto XnsHb yenoBeka
3akarouaeTcs B 6bopbbe co ctpactamu. MoapobHo
npaBuna 31Toi 60pbOLI N310XKEHBI B KHUTe «JlecTBuULLa
Paiickas» nrymeHa CvHackoro MoHacTtbips oaH-
Ha. KHura coctaBneHa B cepeguHe VIl Beka, korga
oduLUManbHOro pasgeneHuns Lepksen Ha lMpaso-
CNaBHYH N KaTOANYECKYHO eLle He MPOou3oLLO, No3-
TOMY sABAsieTCA O6Len AA BOCTOYHOM U 3anasgHoM
uepkBeli. B JlectBuue Paiickoi roBoputcs o cTyne-
HAX AYXOBHOW XM3HWN YeNnoBeka, kak cucTeme npe-
ofoneHuns rpexa gobpogetensmum. Ha nytm npeogo-
NeHus npen. loaHH BblaensieT TpuaLaTh CTyNeHen,
BbICLLAA 13 KOTOPbIX OTMEYEHa COH30M Tpex A06-
pozetenel — Bepbl, Hagexabl n J1to6Bu. JIlo60BbIO
3aBepLuaeTca NyTb COBEPLUEHCTBOBAHMA, MOTOMY
4YTO — Mbl 3HaeM — bor ecTb JTto60Bb.

7.  «Moaundukaumnsa BospoxgeHusa» - TepmuH A. ®. Jlocesa.
JcreTnka BospoxaeHusa / A. @. Jloces. M.: Mbicab, 1982. C.
314.

8.  CornacHo cBATOOTEHECKOMY YUYEHMIO CTPaCcTX pa3AenaroTcs
Ha JyXOBHbI€, AyLLIEBHbIE W TeNecHble. Takum 06pa3om, BHY-
TPEHHAA lyXOBHAasA XXU3Hb He paccMaTpuBaeTcs, Kak He4yTo
OTAEe/IbHOE OT BHELLUHel TeNeCHON NPUPOoAbl Yenoseka. Ta-
Koe 0606LLeHMe coxpaHAeTca 1 B praocodpckom npeacras-
neHnn o6 addekTax, kotopoe popmupyeTcs B 3noxy Bos-
poxaenus. Cm. [lekapt P. Ctpactu gywum. N3a-Bo bombopa.
2019.
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B 3TOM CcMbIcne npeacTaBAfeTCs YAMBUTEbHbBIM
cogepxxaHune Teopun abdbekToB, B KOTOPOM CTPacTu
He OTAe/IeHbl OT J06poaeTeNel 1 Aaxe 3aMeHsIHoT UX.
Ans obuiecTtBa XpUCTMAHCKOrO, 3TO CTpaHHO. Tak, B
TpakTaTe BOCMWTaHHOrO nesymntamm yyeHoro Knpxepa
(1650) apyr 3a apyrom nepeyncieHbl: Nt06OBb, CTpa-
AaHve, pajocTb, THEB, COCTPajaHune, cTpax, oTBara,
yavBaeHune. B 6onee no3gHeM NCTOUHMKE addeKTbl
pa3geneHbl No rpynmnam, HO NPUHLUMN CMeLIeHnA
MPOTMBOMONIOXHbIX C TOUKM 3PEHUA XPUCTUAHCTBA
COCTOSIHUI coxpaHsieTcs. B ogHy rpynny cobupatotcs
Tak Ha3blBaeMble CUbHbIE WY FNaBHble addekTbl:
pajoCTb, OTBara, rHeB, CTPacTb, MPOLEeHne, CTpax,
Hajexaa, cocTpajaHue; B ApYryto — ciabble nan
MPOW3BOAHbIE: NeYanb, Nto60Bb, APOCTb, BbIAEPKKA,
HeroZoBaHwue, BblICOKOMepue, HabOXHOCTL? .

Kak Takoe BO3MOXHO, UTO6bI B XpUCTMAHCKOMN
Ky/NbType psAOM C «iPOCTbHO, HEFrO40BaHWEM, Bbl-
cokomMepueM» 1 Ap. HBblan NOCTaBAEHbl «HajexAa»
N «Nt06OBb», KOTOPbIE CBATOOTEUeCKas TpaanLmsa
B corsacum c EBaHrennem un JlectBuuen Palickon
rnounTaeT BbiCLUMMK AobpogeTensmm? bonee Toro,
«IF060Bb» OTHECEHa K «CNabblM CTpacTaAM» - Kak
370 06BACHWTL? OueBMAHO, GOPMUPOBaHKE TEOPUM
abdekToB 0OTBEYANO KAKMM-TO UHbIM, HE CBSI3aHHbIM
C XPUCTUAHCKMM MWPOBO33PEHMEM 3aa4aM, B CUy
peLLleHMsa KOTOPbIX MU3MEHANOCh MOHMMaHMe «1t06-
BU».

B imbpeTTo My3bikasbHOM ckaskn «Opderi» camo
CNOBO «/It060Bb» ABNAETCA PEAKOCTbIO, pacnasasnch
Ha ciegyrowme nepeyYncieHns: neyvanb, PagocTb,
MOAb6a, XenaHune, 4obaecTb. Kaxabin U3 Ha3BaHHbIX
addeKToB MMeeT OTHOLLEHME K MOHUMaHMIO «1t06-
Bu». [Nepeg TeM, Kak onpeAeanTb 3TO OTHOLLEHWE,
3aMeTUM, UTo ApamaTyprysa ornepbl CTPOUTCA Ha Noc-
NefoBaTeIbHOM MepexnBaHmm Kkaxgoro abdekra
yJyacTHUKaMK aericTeus. KoMnosutopy Bcies 3a au-
6peTTUCTOM yaaeTca «annTb» addekT 3a cueT nepe-
MeHbI UCnoaHUTeNen. Hanpumep, «pajocTb» OT 06-
peTeHns IBPUANKM «nepexxmnBaeT» CHauana aHcaMbib
n xop, 3ateM coanct Opderi, Nocae Hero — rpynnbl
opkecTpa 1 TyTTW. [TOBTOPMM, UTO B LLeNIOM Ha YeTbipe
AencTBMA onepbl NpUXoauTcs NATb addeKkToB, TO eCcTb
«B3BOJ/IHOBaHHbIN CTUb» onepbl «Opdein» 40BOIBHO
pa3mepeH. MNpeactaBuMm B Buge Tabanubl addexTbl
B naptum Opdes, BBeaa cpasy u Takyto rpady,
Kak oTHoweHue adpPeKTOB K MOHATUIO «1H060Bb»
[Tabanua I].

9. JNyukep M. B, Cycugko W. M. UtanbsaHckas onepa XVIII Beka.
Towm Il. 9noxa MeTacrtasumo. M., 1998. C. 156.

OTHowweHne 6yseM BbICTpanBaTb MO aHTUYHOM
LKane namepeHms NtobBm B ee CpaBHEHUN C XpUC-
TMaHcKoM. Kak n3BecTHO, aHTMUHble Grnaocodbl, Mbic-
N KOTOPbIX aKTUBHO BKJIKOYANNCh B npouecc
Ky/NbTYPHOW AeaTenbHOCTM 3noxu Bo3poxaeHus,
BblAENANN HECKOJbKO 3HAUYeHUN «arnbsu»'°,
OCHOBHbIMUW ABAANTCA: «PUANO» - NHOBOBDL
Apy>Xeckas, «cTopre» - 1t060Bb POACTBEHHaA,
poauTenbckas, «3poc» - N0OOBL CTPacTHas, «arane»

Tabavua |
MAPTNA OPOEA
B IMBPETTO ogHOMMeHHOM onepsl K. MoHTeBepaw:

AOOEKT pajocTb, Mosibba

- Nt060Bb XXepTBEHHaA. XpUCTUaHCTBO akLeHTMpYyeT
nocneAHee onpejeneHne «1o6BM», Kak XXePTBEHHOTO
cnyxeHus 6amxHeMy. O6bACHEHWIO HOBOW 3anoBeAM
Xpucra «3anoBesb HOBYIO fjato BaMm — tobuTe apyr
apyra» [VH. 13:34] nocesLeH B CYyLWHOCTM BeCb
KOMMJIEKC MaMATHUKOB XPUCTUAHCKON KyabTypbl —
N LYXOBHOW, N CBETCKOMN.

WTaK, paccMOTPUM B OTHOLLIEHWM K «NH0BBU>» KaxKAbli
N3 3aAaBJEHHbIX B TekcTe ambpetto adpdekToB:
pasfocTb, Nevans, Monbba, XxenaHve, Jo6aeCTb.

XeNlaHwve, nevyanb J06necTb,

JTKOBOBb «arane» — N0bOBb Kak «3poC» — OOOBb KakK MPEOLOJIEHNE  «3POC»

B 3Ha4YeHUn = >KepTBa pagu BAMKHErO

PapocTb 1 nevanb, CBA3aHbl C ABYKPaATHbIM 0bpe-
TEHWEM U NoTepen IBpUANKK. Ha nepBom Kpyry
Opdeto conepexunsatoT NacTyxu, Ha BTOPOM — MOSAB-
nsetca AnonnoH. «ns Toro, Utobbl pasoBaThCs C
paayroLLMMKCS, — NUWeT CBT. VloaHH 3naToycT, - aylie
HY>XHO Bosiee NtOHOMYAPUSA, HEXENN ANA TOrO, UTOObI
naakaTb ¢ naavywmmm. K nocnesgHemy BaeyeT Hac
cama Npupoaa, 1 HeT Takoro KaMeHHOTrO YesloBeka,
KOTOpPbIV Obl He Niakan NPy BUAE HECYACTHOTO; HO
Ans Toro, 4tobbl, BUAA YesoBeka B baarononyumu,
He TOJ/IbKO eMy He 3aBWAOBaTb, HO eLle pasfensTb
C HUM PaZoCTb, HY>KHa Aylla oYeHb baaropogHas.
Motomy [anocton] 1 ckazan 06 3Tom paHbLue. Huuto
TakK He pacrnosaraet Hac K At06Bu, Kak To, Korga Mbl
paszensem Apyr C 4PYroM v pagocTb, U nevanb» .
Takum 0bpa3om, MOXHO cKa3aTb, YTO onepa Hauu-
HaeTCs C eBaHresIbCKOM Nt06BM, MOTOMY UTO «U pa-
[OCTb, ¥ NMeYanb» — 3T0 NepBOoe UTO COCTPajaTeNbHO
pa3zensoT 6anmxHme ¢ Opdeem.

Bbiclee NOHMMaHWe «1t6BM», Kak XXepTBbl pa-
an 6avKHero, cBsizaHo ¢ MOAbLOOW repos o cnace-
HUWN HEBECTbl U AeACTBEHHOM CHUCLLIECTBMM €r0 BO
afa. Kak n3BecTtHo, y nepBbix xpuctnan Opdelnt cum-
Boamnsunposan Camoro ocnoga Nncyca Xpucrta. Ha
pucyHkax B kaTakombax Prma n gpyrmx namaTHuKax

10. Ocwunos A. W. lMoHaTne xpuctnaHckon nwobeu. MIA,
2009.10.20. URL: https://www.youtube.com/watch?v=NoLX
JdU319k&ysclid=1u7j0z86pl944031111 (JdaTta obpalyeHus:
20.01.2024).

11. WNoaHH 3natoyct, ceatuTenb. beceabl Ha MocnaHne K puM-
naHam. 22:1.

4yBCTBE€HHaA CTpacTb

BO UMS Yyero?

paHHero xpuctmaHctea Opdeln n3obpaxeH urpa-
FOLLMM Ha IMpe, @ y ero HOTr BO3/1eXar 3Bepu, CUMBO-
NM3MpyAa YKpOLLeHHble cTpactu [PucyHok I]. 3spu-
AVIKa NPV TakoM TOJIKOBaHMM MOXET MOHNUMAaTbCA
kak obpa3 co3gaHHOro borom 4Yncrtoro v HeBWH-
HOro yesnoBeka (HeBecTa), B KOTOPOro npu rpexo-
NageHun (yKyc 3men) «BrHe3amacs rpex» (cMepTb) 2.
XpucToueHTprnYHOCTb croxkeTa 06 Opdee HaBOAWT Ha
MbIC/1b O MPOPOYECKUX CBONCTBAX HE TONLKO 61O-
NecKoro OTKPOBEHMS, HO Y @aHTUUYHON MUGOAOTUN.
EaBa An He eANHCTBEHHbIM BUBIENCKUM CHOXKETOM,
npeaseLLaBLUMM B6OXeCTBEHHOE COLEeCTBMNE BO aj,
6bl1a NcTopus o TpexaHeBHOM npebbiBaHUM VOHBI
BO upeBe kuTa'. EABa I HE €ANHCTBEHHBIM MU-
bonornueckm croxxetoMm NofZobHOro posa ABAAETCA
Mud 06 Opdee, HO POBHO A0 TOrO MOMEHTa, KOrAa
NPeAnPUHATOE C LIeNbHo CNaceHns IBPUANKM coLLec-
TBMe Opdes oka3biBaeTCa HeyAauHbIM.

B Heyaaue nposBaseT cebs s3blveckas npmposa
Muda. 34ecb NMOHATUE «ararbl» - XXEPTBEHHOW NHO6BU
Opdes k IBpuAVKe BCTPEYaAETCA C MOHATMEM «3IPOC»
WK, KaK Ha3blBaeT 3TO aBTOP NMHBPETTO «NH0HOBHbLIM
ToMneHnem". Oka3bIBaeTCs, UTO BbIrAAEBLIEE, KaK
XepTBeHHas NtoboBb, «xkenaHue» Opdes cnactm
DBPUAMKY, COFIaCHO ANOPETTO ABAAETCA HUUEM
WHBIM, KaK NPOABAEHNEM «HOHOLLECKOTrO JIH0O60BHOTO

12.  Wcaak CupuH, npenogobHbii. Cnosa nogsuxHuyeckue. Cep-
rnes MNocaga: N3a. Ceato-Tpowuukaa Cepruesa Jlaspa, 2008.

13. Kpyrnos Cepruii, cBaw,. borocnosume Beankoir Cy660TbI /
®oma. N24 (192). 2020. C.12.
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TOMJIEHUS», TO €CTb «/II06BU» B CMbIC/IE «3POC».
MosTopuM ewe pas, ctpemaeHne Opdes BbIrnaant
Kak «arane» (B NOC/1eA0BaHUM AEVCTBUN NNOPETTO),
a Ha caMoM fiefie ABSETCS «3POC» (B XYAOXKECTBEH-
HOM c/ioBe NnbpeTTo)! BOT 3TO BO3pOXKAEHYECKNA
pa3BopoT xpuctonormyeckoro muda! Ecnm Opden
— MPOCTON YeNoBeK UK A3blYecknid noaybor, To
€ro Heyaauy B cnaceHnmn 61MXKHero BrnoaHe MOXHO
06BACHUTL «He ToW» dopMOol NHHBU — «3POC».
Ho ecan Opdein — cumBon XpucTa 1 XXepTBEHHOM
nobBK «arane», KAKMM OH CTan C NepPBbIX BEKOB
XPUCTMAHCTBA, TO Kak MOXET OH NoTeprneTb HeyAauy
B COBepLUeHUM cnaceHun? Takas TpakToBka obpasa
NpoKAaZbIBaeT NPAMYHO AOPOry K ycBanBaHwuto bory
He CBOMCTBEHHbIX EMy rpexoBHbIX KauecTB YenoBeka.
B 3TOM 1 3akntouaeTcs «MoandukaLmsa» KyabTypbl
Bo3poxxaeHuna, TO eCTb ee YKJIOHEHNEe B CTOPOHY
A3bl4ecTBa.

[lobaBnsieTcs K 3TOMY elle U yyacTme B cyabbe
Opdes 1 IBpUAMKM A3bluecknx 6OroB € UX «xe-
NaHVUAMU>» AN «BONEN», KOTOPYHO HUYEM He nepe-
LnbunTb. BMecTo cBob60aHOM BN, KOTOpOW Focnoab
oAapwn yenoseka no nogobuto CBoemy n KoTopas
noHa4any Tak pKO NMPOABAANACh B YCTPEMAEHUN
Opdes cnactv Bo3NtoHAEHHYIO Cynpyry, NoA3eMHbI
6or npegnaraeT repoto NosHoe NoAUNHeHwue: «[1ycTb
3HatoT 1 Opdeln, 1 IBpUANKA: HUYTO He B CUNax m3-
MEHWUTb MOE BOAU» - 3aKtouaeT MayToH. Paspeluas
Opdodeto BbIBECTM IBPUANKY, [AyTOH 6€3XKanoCcTHO
UrpaeT C repoeM, NpsYa OT HEro «CBET XXMU3HU — B3rNaj,
NHOBUMON», KaK A3bI4ECTBO NPSYET OT UeNoBeka CBeT
XW3HU — EgnHoro bora — Cnacutens. 310 cBOero poja
«b6an CataHbl» - Opdein Bo Bnactu NnyTtoHa. Bot oHo
A3blyeckoe npeobnasaHne 60XeCTBEHHOW BOAM Haj,
Ye/IOBEYECKOW, 13 KOTOPOro BblpacTaeT ApamMaTyprus
aHTUYHOW Tparegmmn. Hn o Kakom XpUcTmaHcKom cu-
Hepruu, Kak o B3anMoHarnpaBAeHHbIX KO CNaceHUIo
3HEepruax YesoBeYeCcKolr N BOXXECTBEHHOM 34eChb
peun He naet. KoHeL, CLeHbl C IBPUANKOW JOMNONHAET
ellle 1 BeTxo3aBeTHas GopMyAa: «Tbl HAPYLLUW 3aKOH
N HEAOCTOUH MUAOCTU».

B pe3ysnbTaTe nepeg 3pvTesieM OkasbiBaeTCA No-
TpACeHHbIN cBoel Heyaauern Opdeit. Kak Takoe BO3-
MOXHO B I'yMaHUCTUYECKOM KyabType Bo3poxaeHus,
KOTOpas BO3/4BM3aeT YenoBeka Ha BePLUMHY Ky/b-
TYpHbIX NpoLueccoB obuwectea? CnoBa AnMbpeTTO,
AencTeuTenbHo, pucyrot Opdes Ha BepwmHe Onnumna
H6o>ecTBeHHbIX TBOpeHUI: «CnaBa pacckaXeT, Kak
OH CBOWM YMeHbeM MOpPS OCTAaHOBWUA U nobeamn
NPOTMBOBOPCTBO M HOXKHOIO, N CEBEPHOTO BETPa».
PeanbHble e 06CTOATENbCTBA XMN3HW — MNOKa3blBa-

136

FOT ero abCoNOTHYO HECOCTOATENbHOCTb. O Takom
«NPOTUBOPEUNN» KyAbTypbl Bo3poxaeHns roso-
put A. ®. JloceB B CBS3U C MO33MEN OAHOIO U3 paH-
HWUX NpeacTaBuTenein rymaHmsma — ®p. Metpapkwy,
paccy>aas O «CTUXax, MOJIHbIX OTUYasHWSA, HeAoBe-
pusi K cebe N K XXN3HW U BbIABUTAOLLMX HA NePBbIN
MaH NPOTUBOPEUMBOCTb XM3HWN U MbICAN <...>, MY-
YMTESIbHYHO 1 AOXOAALLYHO A0 MOJHOMO OTYasHMA» 1 .
TakoB Opdelt — HeCOCTOABLUNACA CnacuTeNb IBPU-
AVKN. «Befb 3TO ACHO, 1 BbINO ACHO C CaMOro Hayana,
- npogoskaet A. ®. Jloces, - UTO N30NPOBAHHbIN
YeNoBeYECKMIN UHANBMAYYM BOBCE HE ABNAETCA Takon
YXX TBEPAOM N HAaZleXXHON OCHOBOW A/l KYNbTYPHOTrO
CTpouTeNbCTBa»® 1 fanee NPoAOKaeT, MPAMO Ha-
3blBas eBponenckoe Bo3poxaeHne «3rnoxomn Be-
Nnyariwen MMpoBol kaTacTpodsbl <...>, KOTopas
OTKPbIBaeT Neproj Nctopuu, korga vyenosek byaer
HeHaBwuaeTb bora, 3106cTBOBaTL Ha Hero, 6opoTbcs
c Hum»T6 .

MTak, UTO Hapywmnao XpUCTONOrMUYHOCTb Mnda
06 Opdee 1 nomeLano nonybory cnactn 6amxHero?
«1301MpOBaHHOCTL» OT eBaHIeNbCKOro MOHUMaHMS
«Nr06BM». OB 3TOM ACHO rOBOPUTCA B TEKCTE NMbpeT-
TO: NACTyX\ YTBEPXKAAIOT, UTO B pa3nyke C IBpU-
ankon Opodes «Myunno» «1toboBHOE TOMIEHUE,
noAsemHble Ayxv npusbieatoT Opdes «ym NpUAoXUTb
1 NobeanTb LOHOLIECKUNE XeaHWA», HaKoHeLL, MNOK-
poButens Opdes ANoanoH aBaseTcs, UTobbl cnactu
repos OT «U3ULLHEro MPOABAEHUA NeYann» n yumnt
€ro rpexoBHOMY C TOUKM 3PEHNS XPUCTUAHCTBa 6e3-
pa3MumIo NOA BUAOM «yMepPeHHOCTW». BbiBog Anon-
JIOHa 0CO6EHHO BaKeH B A3blUeCKOW «MogndUKaLmnm»
€BaHreIbCKOro NoHMMaHus «1tobem». OkasbiBaeTcs,
0 CMepTU IBPUAMKN MOXHO NPOCTO 3abbITb, Kak 1
O CBOEM HeyjaBLUeMCS CacuTeIbHOM «peinge» B
noA3seMHoe L apCcTBO, ECNN NPUBECTU «MNeCHW pa-
AOCTU 1 MeYanm» B COCTOAHNE «yMEPEHHOCTU».
MMeHHO B 3TOM, MO choBaM ANOJIOHA, 3aKH04aroTCA

14. Jloces A. ®. 3cteTnka Bo3poxgeHus. M.: Mbicab, 1982. C.
314.

15. TloNHOCTbIO MbIC/b U30XEHa Tak: «Beab 3To ACHO, M 6bI10
SICHO C CaMOTO Hayasa, YTo N30JMPOBaHHbIV YeI0BeYeCKni
WHAVBWAYYM BOBCE He AIBASETCA TakOM yXX TBepaon 1 Ha-
JEXXHOW OCHOBOW A1l KyNbTYPHOrO cTpouTenscTea. Mpupo-
Ja, KaKk OHa TpaKToBafnacb B aHTUYHOCTU, UAN MOHOTENCTU-
yeckoe H0XeCTBO, Kak OHO TPaKTOBa/NIOCh B CPejHUe BeKa,
6blAK ropasgo bonee MOLLHbIMU OCHOBaMW» / Tam Xxe.

16. bBonee nogpobHoe o6bscHeHWe cm.: SloceB A. @. lnanektn-
ka muda. jononHeHue Kk «lnanektrke Mmdpa» (HoBoe akase-
MUYecKoe 13aaHue, ucnpasieHHoe 1 gononHeHHoe) / CocT.,
MOAroT. TeKCTa, BCTyn. cTatha A. A. Taxoloaw, B. . Tpounuko-
ro, KOMMeHT. B. . Tpouukoro. M.: izgatenbckuin gom ACK,
2021.

OTKpbIBaloLLMe NyTb Ha Hebeca «6aaroposCTBO» U
«pobnectb». «[lobnectb» BoNpekn «nobBn»-cTpac-
TN (3pOC), HO 1 BOMNpPeKN «NtobBU»-XepTBe (arane)
— BOT UTO GOPMUPYET repos B «TOUKE POXKAEHUS»
€BPONeNcKoro xaHpa onepsl. Tak 4o061ecTb BO NMs
yero? Kak MOXHO OTKpbITb Pali 6e3 eBaHreabckom
nobsu?

C noHsATMeM gobaectn 6onee NOrMUHO COOTHO-
cuTca fobbiTas Ha none 6UTBbI ClaBa repos, HO B
nmnbpeTTo onepbl «Opdeli» «f0bnectb» U «bnaro-
pPOACTBO» AAOTCA UMEHHO Kak 3aMeHa «t06Bu».
Takas 3aMeHa OKa3blBaeTCA OMacHOM, NOCKO/bKY
CBsi3aHa C 4OrMaTUYECKMMN LLeHHOCTAMUN XPUCTH-
aHCTBA, @ UMEHHO ¢ yyeHnem o CnaceHun. B uenom
nmbpetTo onep XVII Beka CTaHOBUTCS HeKOen nabo-
patopuven, rae, B cornacum ¢ obuieeBponenckmm
ABV>KEHVEM TOro BpeMeHeM, CBATOOTeYecKne npea-
CTaBieHMa moamduunpyroTcs B dunocodpckne™.
CknagblBaroLLLafCs MMPOBO33peHYeckas cmcrema
BblAeNseT B «1t06BM» TONbKO OAHO U3 HECKOJIbKMX,
CBOWCTBEHHbIX A3blUECKON APEBHOCTN 3HAYEHUI —
«3paTo». DTOT aKLLeHT ABASETCS I1aBHbIM B NPOU3-
BEJeHNAX CBETCKUX W, MO YTBEPXKAEHNAM CneLma-
JINCTOB, CTAHOBUTCA BeAYLMM He TOAbKO B duio-
codun, HO 1 B KaToAMYeckoM Horocnosuw, Kotopoe
Ha cnoBax abCcoMOTHO OTBEPraeT «3paTo», a Ha jene
3aMeHsEeT eto Nt0OOBb XEPTBEHHYO — «arane»® .

My3bika B J@aHHOM C/ly4Yae NpejcTaeT He TakoMn
MOCNYLWHOW AOYepPbOo NO33KK, Kak 06 3TOM MPUHATO
AyMaTb U NPUHUMAET Ha ceba Pob BO3BbILIAIOLLYHO
COMHUTENbHBIE aKLeHTbI ctoxkeTa. My3blkanbHoe Co-
Jep>KaHue 1 ero CBA3b C 3a/10)KEHHbIMUN B IMBPETTO
apdektamum — oTaenbHas Hosbllas TeMa, KOTOPYHO
Mbl MpeAnonaraemM pacCMOTPETb B CleAytoLLen cTa-
Tbe. 34ecb >Ke 0603HaYMM CXOACTBA U Pa3NNYNA «TO-
yeK POXKAEHMUA» eBPOMeNCcKON 1 pycckon onepbl
n obpatnmca Kk BoswwebHor onepe M. W. FanHku.

Mexay TBOpuUecTBOM MoHTeBepan 1 NHKOM
MHOFO 06X TBOpPUECKUXx obcToaTenbCcTB. Onepa
He POXAAeTCsA TONbKO B pykax MoHTeBepaw, HO Npea-
BapAeTCsA IKCMEePUMEHTOM ero npeALecTBeHHNKOB
Mo BO3POXAEHMWIO ApeBHerpeyeckon Tpareamun. One-
pa He poxaaeTcs B pykax [VHKM, HO NpUxoauT
K HeMy nocie NnpeAnpuHATON ero cTapvMm KO-
neramu pycndurkaumm xaHpa. B tBopuectse 060-
MX KOMMO3UTOPOB OMNepa BbIXOAUT Ha HOBbIW XyZO0-

17.  OpHuUM u3 nepBbIx punocopckmx Tpyaos HoBoro BpemeHn
06 addekTax apnsercs pabota «Ctpactn gywm» P. lekapTa.

18. OcunoB A. V. MoHATMe XxpucTuaHckon nobsu. MIA,
2009.10.20. URL: https://www.youtube.com/watch?v=NoLX
JdU319k&ysclid=1u7j0z86pl1944031111 (JaTa obpaiyeHus:
20.01.2024).

>ECTBEHHbIA YpoBeHb. MOHTEBepAMN N3BECTEH, Kak
NpUBEPXKEHEL, TaK Ha3bIBAEMOW BTOPOW MPaKTUKK
— HOBOrO MY3blKalbHOIO CTUAS — TOMOGOHHO-
rapMoHu4yeckoro. [MrnHKa n3BecTeH, No cjoBaMm
Ba. ®. Op0eBCKOro, kak KOMMO3UTOP, OTKPbIBLUWIA
«HOBYHIO CTUXMHIO B UCKYCCTBE», KOTOPYHO «AaBHO MLLYT
n He HaxoaAaT B EBpone»™ . Yero xe uckanu n He
Haxoawnn B EBpone BpemeHun MnHKn?

MpepacraBnaeTca Toro, UTO NOTEPAIN B 3M0OXy Bos-
POXAEeHNA — eBaHreabCKOoro cogepxanHus. B Poccun
KO BpeMeHn M. V. TANHKN OHO TakXKe HY>AanocCb
B BOCCTAHOBJ/IEHWW, Ha KOTOPOeE Hblv HanpaB/ieHbl
BCe CWJ/bl TOCYAapCTBa, LIePKBU 1 BefyLLUX JeaTenel
OTeYeCTBEHHOM KynbTypbl. Hanbonee nornyHo B
CBf3M C TEMOW XePTBEHHOW Nt06BU 6110 ObI 0Opa-
TUTbCA K onepe «Ku3Hb 3a Laps», B KOTOPOW KaXAbli
U3 YeTbIpex repoeB «BCXOAWT Ha CBOHO [oarody»2° .
Ho naero eBaHrenbckoro ciyxenus 6amxHemy M. U.
[nvHka passuBaeT 1 B ornepe «PycnaH n Jliogmuna»
no noame A. C. MywkunHa. XoTs B 3TOM BO/ILLEOHON
onepe BHELHWUN psaj COBLITUI NpeacTaBaseT coboin
MUPONOrNUECKYHO NCTOPUIO, MPOUCXOAALLYIO B A3bI-
YecKOM MUpe PYCCKOro MPOLLIOro, UMEHHO uaes
€BaHre/IbCKOro CnaceHus eXnT B OCHOBE BHYTPEH-
Hew gpamatyprumn. OHa HacToNbKO CubHa B «Pycna-
He», UTO PacKpbIBAETCA B XapakTepax BCeX OCHOBHbIX
NepCcoHaXxeln 1 NPOSBASETCSA HE TONbKO B «PaCKOM»
Hauasne onepHoro aencrema?!, kak y K. MoHTeBepan,
HO OpraHu3yeT ApamMaTypruto BCeW onepbl 1 Npu-
BOAUT K nobeaHOMYy duHany.

Tak e kak Opdeit B nmbpetTo onepsbl K. MoH-
TeBepam, repon M. V. TANMHKM NCNbITbIBAOT «tO-
60BHOE TOMAEeHNe». OHO KacaeTca BCeX r1aBHbIX
nepcoHaxen — PycnaHa, Patmupa, Flopucnassl, oT-
yacTu JliogMunbl. Ho B otanume ot Opdes, KoTopsbiin
OKa3bIBaeTCA «M3MPOBaH» OT eBaHreNbCckoro no-
HUMaHUsA NtOBBU N eMy HEKOMY NMOMOYb B 6opbbe
3a IBpUAMKY, pa3se 4To [1yToH oka3biBaeT rybu-
TesbHyto ycayry, repou onepbl M. T. TanHkm Haobo-
POT BK/IHOUEHbI B MpoLecC 0bpeTeHns eBaHrebCKoM
NtOBBM M MPUXOAAT Ha NOMOLLb APYT APYTY B TPYAHYHO
MUWHYTY, YeM AOCTUraeTca Pancknii, CnacuTeNbHbIN

19. Ogoesckuin B. ®. Cratbm 0o M. . TanHke / Betyn. ctatba u
KommeHT. I'. bepHanaTa. M.: My3rus, 1953.

20. Uwurata u3 nekuwnm E. B. Jleawosa o6 onepe M. . TanHkn
«Xun3Hb 3a uaps», npoumTaHHo B PAM um. THecuHbIx / T.
HO. MacnoBckas. PeueH3us Ha ctatbto C. A. MNaBaoBol «Te-
opus adPeKTOB B IMOPETTO €BPOMENCKON 1 PyCccKol one-
pbl: OTKyAa 1 Kyaa». Pykonucse, 2024.

21. CagebHblli nup — cumBon Pas ¢ 6ubnerickux BpemeH. Cm.:
Mup —nyuwwnii obpas cuactbs. CH-k MaTepranoB KOHpepeH-
umnn «Obpasbl Tpanesbl B 6orocnosuu, dunocodum, Kyb-
Type. MNpuHolwwenune H. J1. Tpaybepr». M.: bBubneiicko-6oro-
CNOBCKMI MHCTUTYT. 2010.
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Tabaunua Il
MNMAPTUA PYC/TIAHA
B onepe M. V. TnHku «PycnaH n JirogMmuna»:

ADDEKT NtoboBb cTpactb
(14) 3a)

JTIOBOBb «arane» — fito- «3paTo»

B 3HaueHWn =  6OBb Kak xepTBa — t060Bb

paan BAMXKHEro KaK YyBCTBEH-
Haa CTpacTb

Tabaunua Il
MAPTUA PATMUPA
B onepe M. WN. TanHkn «Pycnan n Jlrogmuna»:

ADODEKT ropAoCTb, YyBCTBEHHOCTb
(1.3 a)

JTIOBOBb

B 3HaYeHuUn = Has cTpacTb

AN BCex uHan onepsli?? . Mpusesem B Buge TabanLy,
CMbIC/IOBbIE 3HaYeHns adpdekToB B mapTmax PycnaHa
[Tabauua 1] n Patmupa [Tabaumua llI].

MoapobHee o cogepxaHnm anbpetto «PycnaHa»
B CBA3W C €BaHre/AbCKMM MOHMMaHUEM «J1H06BU»
pacckasaHo B Hallel cTaTbe, CnewlnanbHO NoCBs-
LLLeHHOW 3Tol TeMe?® . 3aecb NOAYEPKHEM BbIBOJ,
K KOTOpPOMY npuLwwan. B pycckoii onepe, kak oHa
npeactaBieHa B TBopyectse M. W. FanHkm, obpas
repos (kK duHany repoeB HabmpaeTca YeTBePO) Bbl-

22. B ¢uHane gaxe dapnad okasbiBaeTcs obesBpexeH pai-
CKMM KOHTEKCTOM JEeNCTBMS, B KOTOPOM BCE €ro Npu3biBbI
K HanHe TweTHbI.

23.  Cratbs «EBaHrenne B namsaTHuKax pycckow onepbl: M. U.
InuHka «PycnaH n Jlrogmuna» rotoButca K nybamkaummn B
cbopHmke No matepunanam MexzayHapoAHON HayYHOW KOH-
depeHummn «HayuHoe Hacneame E. A. PyybeBckoli B coBpe-
MeHHOM My3blKO3HaHWUW», KoTopas npoxoauna B CM6rK nm.
H. A. Pumckoro-Kopcakosa B 2022 roay.

BOWMHCKaS peBHOCTb pajocTb

pobnectb 2,4 8. (4 pn) (5a.)

«arane» — to- «3paTo» — JIl0-  «arane» — Jito-

60Bb Kak xepTBa 60Bb kak YyB- OOBb Kak >epT-

paav 6avXKHero  CTBeHHas Ba pagun 6amx-
CTpacTb Hero

N060Bb, MONNTBA
4,5p)

«3paTo» — N0OOBb KaK YyBCTBEH- «aramne» — J060OBb Kak >epTBa

paau 6auMXKHero

pacTaeT 13 roTOBHOCTW XepTBOBaTb COOON paan
6AMXKHEro, To eCTb MHOMOKpaTHO coBepLlaTh 3a-
nnaHnpoBaHHbI OpdpeeM NoABUT, HO 4OBOASA €ro
[0 eBaHresbckoro 3aBeplueHuns. Ocobyto posb, OT-
METUM ellle pa3, UrpaeT B3anMOMNOMOLLb FrepoeB, TO
€CTb COBOPHOCTb YCTPEMAEHUS, peannsytoLlascs B
ApamaTyprum xapaktepos.

MoHo cka3aTb, uto B onepax M. W. TnnHkn npo-
ABNSETCA UCTUHHOE, CBONCTBEHHOE XPUCTUAHCKOW
KyNbType 3HaueHune «rymaHn3mMa», kak ntobsm K ye-
JIOBEKY, BMECTO HacaXAaemMoro A3bI4eCTBOM «MOMCKa
noaxogdwero Ham bora». Teopusa adpdexToB pyc-
CKOW onepsl, 3cTadeTa KOTOPON nepexoamT ot M. U.
FavHkn k A. C. laprombikckomy, M. 1. Mycoprckomy,
M. . YaiikoBckOMy, BblpacTaeT U3 CBATOOTEYECKOrO
npeacTaBAeHNs O AYXOBHOM XWU3HW, Kak OHa Nnoka-
3aHa B «JlectBuue Panckoli» npen. NoaHHa.
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