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SEMANTICS OF A NIGHT GARDEN
IN L. TOLSTOY'S STORY “TWO HUSSARS”

Summary: The article focuses on the image of a night
garden, as well as its ideological and artistic interpretation
in L. Tolstoy's story “Two Hussars” (1856). The atmosphere
of the night gives a person the opportunity to deeply
feel the connection between the earthly and the heav-
enly. The image of the night has extensive cultural, sym-
bolic, and spiritual content. Interest in the nocturnal state
of the world has been reflected in literature, fine arts,
and music (in the form of a piano nocturne). As for the im-
age of a garden, it is interpreted as Eden, an earthly para-
dise. Although a garden is isolated from pristine nature,
it retains a natural and ontological connection with it.
In world and Russian classical literature, there are many
examples of highly artistic night landscapes. These include
the image of a night garden in Tolstoy's story. It is focused
on contemplation; it develops picturesquely at an andan-
te pace, and is created with the help of changing visual
images and natural sounds. At the same time, the gar-
den is full of mystery; it is connected with deep processes
of life, and it is one with the Universe. A spring night gar-

The nocturnal state of the world has invariably
attracted people of art and captivated their imagi-
nation. Night images convey a person'’s relationship
with the earthly and the heavenly, and have a rich
content: cultural and symbolic, mystical, existen-
tial, impressionistic, and psychological. The concept
of “night”, “nocturnal”, gives rise to many associations.
The atmosphere of the night provides access to
the transcendent, to the mysterious depths of the
soul and the natural world. The so-called "night”
state of consciousness presupposes an intuitive,
irrational comprehension of the phenomena
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den is one of the manifestations of the eternal beauty
of nature. The important functional role of a night gar-
den is an anthropocentric one. Tolstoy needs story hero-
ine Lisa’s motifs of love dreams, a fleeting adventure in
the night garden that Count Turbin Jr. was counting on,
to delve into psychological, moral, and philosophical prob-
lems. The author shows that man is given the opportu-
nity to come into contact with the outside world. Nature
is gracious, open to those who sincerely surrender to it;
it awakens the best principles in a person, introduces them
to the mystery of life. The image of a night garden had
a special appeal for Tolstoy, which is confirmed by its ap-
|pearance in the artist’s subsequent works. In Family
Happiness, it is associated with the theme of love;
in the epic War and Peace — with a person'’s desire to soar into
the world of beauty and harmony; in the novel Anna Kareni-
na, a garden is a place where Levin had a revelation about
Divine providence and the laws of good in people’s lives.

Keywords: a night garden, the idea of unity, the per-
fection of the universe, anthropocentric role.

of the surrounding reality, one’s "self”, and their
connections.

This interest was reflected in different spheres
of artistic creativity: literature, fine arts, music. Since
the era of romanticism, special genres have been
formed and developed: the lyrical “night” landscape
in painting, poeticizing and spiritualizing nature,
in music — the piano nocturne, which conveys
the movement of innermost feelings, focused on re-
verie and meditativeness. World and Russian clas-
sical literature is rich in fascinating, lyrical night
landscapes.

I.LA. Welz. 1913. Country Seat. Oil on canvas, 31.5 x 44 cm. Private collection.

In one of the essays dedicated to A. Glazunov,
academician B. Asafiev, using the example of the
fifth variation from the second part of the compo-
ser's Sixth Symphony, gave a description of the noc-
turne genre, which has a general aesthetic mean-
ing: “Nocturne is a musical state that conveys the
impression of night silence and silence when a per-
son is overcome by a dreamy mood or thoughtful-
ness. Among other variations, the nocturne stands
out for its gentle loveliness and charm of its soft,
velvety sonority”. The nocturne melody is character-
ised by tenderness, calmness, and fluidity. (B. Asa-
fiev himself composed eight nocturnes for piano
in 1941) In his work On Russian Nature and Rus-
sian Music, he wrote that Russian composers “were
looking not only for visualisation and for the music
to convey night visions, nocturnal mirages of con-
sciousness. It was as if they certainly wanted a per-
fect identification of music with nature through
the internally tangible close connection of breathing
with air. Hence, the craving for the night, the noc-
turnal, the night atmosphere, since the night ‘steps
of life’ are more audible for music in it".

Pigarev, the author of the book Russian Liter-
ature and Fine Arts. Essays on the Russian Nation-

al Landscape of the Mid-19°th Century, noted that
“a landscape reproduced by means of the art of words,
and a landscape captured by a painter’s brush,
a draftsman’s pencil, or an engraver’'s chisel,
have their own specificity, which does not exclude
the possibility of typological relations betwe-
en them, and sometimes even a direct impact on
each other”.

As for the image of a garden, in mythology,
it traditionally appears as paradise, the biblical Eden,
which the Creator made specifically for man. More-
over, a garden is interpreted as a cultural phenom-
enon. Although it is isolated from pristine nature,
it retains a living connection with it, both natural
and ontological.

Academician D. Likhachev wrote, "A garden
is a semblance of the Universe, a book from which
you can ‘read’ the Universe. At the same time,
a garden is an analogue of the Bible, since the
Universe itself is, as it were, a materialised Bible.
The Universe is a kind of text from which the Di-
vine will is read. However, a garden is a special
book: it reflects the world only in its good and ideal
essence. Therefore, the highest meaning of the gar-
den is paradise, Eden”.
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An image of a night garden appears already
in Tolstoy's early work, in the story "Two Hussars”
(1856). In this work, a night garden is filled with en-
chanting poetry. Its image is contemplative, pictu-
resque, and develops at the andante tempo inher-
ent in a nocturne. It is created not only with the help
of changing visual images (the appearance and
disappearance of silhouettes, shadows, halftones,
flickering light, play of colours), but also owing
to natural sounds, plant aromas, “fresh, warm”
breaths of air. Stars in the sky, moonlight, dense veg-
etation (linden alley, lilac bush), and the water surface
of the pond are important components of the gar-
den image. Events develop in the most romantic time
of the yea — during “fresh and pure”, as Fet wrote,
the month of May, the time of general flowering.
The important functional role of a night garden
is an anthropocentric one; its image is closely
connected with the spiritual life of the characters.
At the same time, it keeps its secrets associated
with the deep processes of existence, and is one
with the Universe. A spring night garden is one
of the manifestations of the eternal beauty of natu-
re. According to K. Pigarev, "Tolstoy’s ‘analytical’
detailing of images of nature organically merges
into a holistic picture of the world".

In Tolstoy's story, night is not associated with
the concept of “darkness” and does not have such

4

connotations as "“melancholy”, “death”, “ghostliness”.
On the contrary, the peculiarity of its colouring
is associated with the play of light, with a whole
range of amazing experiences, with inner contem-
plation. At first, there is a comparison between
the light of two candles in a room, flickering from
the breath of the May night, and the flowing light
of the half moon, flooding the garden, which is vi-
sible through the window. It is not an impressionistic
landscape, “a feeling of uniquely beautiful mome-
nts, each in its own fleetingness, but a lyrical reve-
lation of the state of nature that lasts like a song".
Tolstoy's palette is rich in muted colours, light
and colour fluctuations: the half moon losing its
golden hue and the surface of the pond in one
place silvered with it, white, thin clouds, a lilac fra-
grant bush under the window. The play of light
arises from the breeze and the swaying of wet
flowers. The silence of the garden is not absolute:
it is enlivened by the croaking of frogsand
the movements of birds. However, the poetic, se-
rene description stops here — the narrative goes
into the everyday, banal plane. “What wonderful wea-
ther!” said the Count, approaching Lisa and sit-
ting down on the low window. "I think you walk
a lot?". For the sake of entertainment, Count Tur-
bin Jr. begins to flirt with a pretty provincial
young lady.

Isaac Levitan. 1895. Carex and water lilies. Oil on canvas, 53 x 79 cm. Vitebsk Art Museum
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The next image of a night garden appears af-
ter Lisa put out the candle, raised the window,
sat down on her feet on the chair opposite it and
began to look thoughtfully at the pond, which was
already sparkling with a silver radiance. An exter-
nal situation arises when a person tunes into con-
centration, their thoughts are directed to deeply
intimate questions, anxieties and doubts rise from
the bottom of the soul, and the emerging expe-
riences interact with the person’s moral attitudes.
Lisa began to think about attachment to loved ones,
about her daily life, responsibilities, and the people
around her. Without realising it, she was alarmed
by the Count’s immodest behaviour. Dying and re-
newing nature, family affections, the love of others,
everything that gives inner peace — suddenly ap-
peared before her in a new light. The circumstanc-
es of her life received a different light and seemed
dull and meaningless. An internal conflict begins
to arise, a revaluation of previous values. Now Li-
sa’'s psychological state contrasts with the external
environment, in which peace is diffused. Her confu-
sion and embarrassment are growing. The Count'’s
attention awakened a vague desire for love; the he-
roine finds it difficult to understand her thoughts
and feelings, it seems to her that she did not know
until now what real life and happiness are. However,
endowed with "an unspoiled mind, a kind, straight
heart” (Tolstoy, vol.3, p.38), Lisa admits to herself
that the ideal, the object of love, must correspond
to the poetry of this night, the wonderful nature;
it cannot merge with prosaic reality. The real Count
is not like this. Although these are the thoughts
of a naive, inexperienced girl, her intuition tells her
the correct answer: “No, that is not it". However,
is Lisa really to blame for her inner agitation, confu-
sion, and doubts? A random situation became a cata-
lyst for a person to realise the unspent power
of love, invested in everyone by Providence, re-
quired to be poured out on someone, to be realised.
At the same time, the narrator wonders whether
strong, joyful feelings stored in the heart consti-
tute, although restrained, the only true and possi-
ble happi-ness. It seemed to Lisa that she had lost
the best time of her life, her youth. In search of an
answer to the doubts that torment her, the hero-
ine turns her gaze to the image of a night garden,
to the half moon in the sky that opened up to her.
The life of nature is infinitely diverse; changes con-
stantly occur in it, sometimes unexpected, like the
fluidity of human feelings, moods, and thoughts.

The picture that appeared before Lisa's eyes changed
fancifully: it came to life and faded, then everything
was repeated. The heroine feels the breath of
the night. The reflection of the marvellous garden
penetrates the girl's soul, transforming her.

Lisa connected the hope for personal happi-
ness with the nightingale’s singing as a good sign:
it woke up the dozing heroine. Nightingale singing
in folk poetry symbolises creative gift, perfection,
intoxication with love, since the nightingale sings
in the spring during the mating season. It reflects
joy and pain: Lisa also goes through pain and joy.
The night picture stimulates human reflective ac-
tivity. Gradually, all the girl’s feelings begin to
calm down owing to the connection with nature,
in all its harmonious, comforting beauty, spread
out before her. The disturbed internal harmony
of the personality is restored. From the feelings
and thoughts that confused the soul, a transition
is made to a new level of perception of the world,
its greatness and perfection are revealed to a per-
son. Lisa experiences an internal renewal and gains
opportunities for self-knowledge. Confusion rece-
des, she turns to God with prayer and warm tears;
it is revealed to her that the ability to love and merge
in this love with the world around her is a great gift.
The sudden appearance of Count Turbin brings Lisa
back to reality; her fear is a natural and only possi-
ble reaction to his daring act. Under the influence
of moral instinct, she is torn away from this person.
(It is no coincidence that she is separated from the
Count by the window opening as a certain border).

After a failed easy adventure, the disgruntled
Count Turbin Jr. "with the feeling of a caught thief,
rushed to run through the wet, dewy grass into
the depths of the garden” (Tolstoy, vol.3, p.54).
He finds himself in an ugly situation and tries
to hide so as not to accidentally meet the watch-
man. Going down to the pond, the count shudders
from the splashing of the frogs he disturbed into
the water: deep down in his soul, he feels a sense
of awkwardness for what happened; at some point,
his inherent self-confidence fails him. The hero cy-
nically recalls his actions and reproaches himself
for the missed opportunity. In irritation, he sets off
at random along the covered linden alley and plung-
es into the amazing atmosphere of the night gar-
den. The night gives him unknown, peaceful feelings:
soothing sadness, the need for love. All around there
was a bizarre play of light and shadow, the colour
of the garden was mysterious, the colour scheme
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was calming: the pale rays of the half moon, a branch
overgrown with white moss, leaves that were sil-
very and whispering. The Count was enveloped
in the fresh aromas of flowers, grasses, and foli-
age. Then there was silence, the lights in the house
went out. Turbin Jr. finds himself in another reality,
in some special “immense, silent and bright space”
(Tolstoy, vol.3, p.55), in which only the trill of a night-
ingale is heard. The night landscape elevates even
a cynical, cold, immoral person like the Count
to the heavenly and beautiful world. However, this
state lasted only a few minutes. As soon as the char-
acter leaves the space of the garden, he becomes
the same: calculating, selfish, arrogant, and deserved-
ly called a “scoundrel” by Cornet Polozov. At the sa-
me time, the atmosphere of the night garden turned
out to be healing for Lisa; it brought peace to her
young soul, and the heroine learned a valuable les-
son from contact with it. Nature is gracious, open
to those who sincerely surrender to it; it awakens
the best principles in a person, introduces them
to the mystery of life. The night garden in the sto-
ry appears as a variation of the topos “earthly para-
dise”, "Eden”. Tolstoy needs the motifs of love dreams
and a fleeting adventure in a night garden to delve
into psychological, moral, and philosophical prob-
lems. The story “Two Hussars" reflected the author's
belief in “the impersonal divinity of nature and the
immortality of man only if he is united and dissolved
in this divine principle”.

The fact that the image of a night garden had
a special appeal for Tolstoy is confirmed by its ap-
pearance in the author’s subsequent works. It appe-
ars in the novel (1859) when describing the walk
of Masha and Sergei Mikhailovich at the mo-
ment of the crystallisation of their love. This ima-
ge is most closely connected with the inner lives
of the heroes, their innermost feelings, sincere,
poetic. A few years later, when the relationship
between the spouses changed, the sight of a spri-

ng garden, on which night was gradually falling,
and the trill of the nightingale reverberated with
sweet pain in the heroine’s soul. Although the work
ends on a sad note, memories of past happiness
are replaced by the acquisition of peace of mind,
a new sense of love and duty to the family. The sta-
tes of the night garden are changeable, as are desi-
res and human emotions, while nature is eternal,
the laws of the universe are unshakable.

Nighttime in a manor garden can freeze and appe-
ar as a beautiful moment, awakening in a person
the desire to soar into the world of beauty and har-
mony. This aspect of the description of the night
garden is perfectly realised in the epic novel
War and Peace. In the scene in Otradnoye, Prince
Andrei, standing in front of an open window through
which moonlight bursts in, contemplates fanciful-
ly illuminated trees; beneath them, there is lush,
wet, curly vegetation with silvery leaves and stems
here and there, “an almost full moon in a bright, al-
most starless sky”; he hears Natasha's words, who is
filled with delight from a wonderful night that has
never happened.

At the conclusion of the novel Anna Karenina,
it was in the night garden after a thunderstorm,
when drops (a symbol of eternity) were falling even-
ly from the linden trees, that Levin received the
most important revelation. Looking at the starry sky,
he felt as if the owner of a secret, inaccessible
to reason, which could not be adequately expressed
in words. Despite his hesitations, the hero was incli-
ned to conclude that the laws of good, accessible
to every human heart, uniting all people, are the un-
doubted manifestation of the Divine.

Thus, the image of a night garden in the story

“Two Hussars”, which was developed in Tolstoy's fur-

ther work, is determined by his desire to reflect the
inner state of the human soul, the thought of uni-
ty, the perfection of the universe, and the author’s
aesthetic attitudes as deeply as possible.
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CEMAHTUKA HOYHOVIO CAAA B INOBECTU
NNH. TONCTOIO «ABA TYCAPA»

AnHomayus: CTaTbsl NOCBALLEHa N306paXkeHMO HOU-
Horo caga B nosectu J1.H. Tonctoro «/lBa rycapa» (1856)
N ee NaenHoO-XyA0XeCcTBEHHOM TpakToBke. ATmMocdepa
HOUW JaeT YeNoBeKY BO3MOXHOCTb rNy6oKO NpoYyBCTBO-
BaTb CBA3b A0/IbHETO M ropHero. HouHble KapTWHbI UMeLOT
06LINPHOE KYyNbTYPHO-CUMBOINYECKOE, AYXOBHOE CoAep-
>aHune. IHTepec K HOYUHOMY COCTOSHMIO MUPa OTPa3nI-
CA B IMTepaTtype, n306pasnTeNbHOM UCKYCCTBE, B MY3bl-
ke (B dopme dopTenmaHHOro HOKTOpHa). YTo Kacaetca
obpa3sa casa, TO OH TPaKTyeTcs Kak JAeM, 3eMHOW pall.
XoTAa caj BblAeNeH 13 NepBO34aHHON NPUPOABI, HO CoXpa-
HSieT C Hel eCTeCTBEHHYIO W OHTOJIOTMYEeCKYHo CBA3b.
B M1pPOBOW 1 pyccKoM Kaaccu4eckon nutepaType BCTpe-
YaeTCcA MHOXeCTBO 06pa3L OB BbICOKOXYA0XECTBEHHbIX
HOUHbIX Nenzaxen. K nx umcny npuHagnexut nobpaxe-
HWe HOYHOro caja B nosectn Tosactoro. OHO OpueHTU-
pOBaHO Ha co3epLaTeNbHOCTb, XXMBOMUCHO, Pa3BMBaeTCA
B Temne andante, co3aaeTca C MOMOLLbIO MEHAOLLNX-
€A BM3yasbHbIX 06pa3oB, NPUPOAHbIX 3BYKOB. [pn 3TOM
Caf MOJIOH TaNHCTBEHHOCTH, CBA3aH C rNyOBUHHbBIMK NpPO-
Lleccamu Xu3Hu, einH co BceneHHoN. BeceHHMIM HOUHOWN
caj, — OAHO V3 NPOSIBAEHU BEYHOW KPacoTbl MPUPOAbI.

HouHoe cocTosHWe MUpa HEM3MEHHO BJIEKNO
K cebe nrofen NCKyccTBa, NMOKOPAO nUx Boobpa-
XeHue. KapTuHbl HOUM NepesaroT OTHOLWEHUS
yenoBeka C 0JbHVUM Y FOPHMM, UMetoT boraTeiLlee
cofepyKaHune: KyabTyPHO-CUMBOJINYECKOE, MUCTU-
yeckoe, 3K3UCTEeHLMaNbHOe, UMNPECCUOHUCTMYE-
CKOE, ncuxonormyeckoe. MoHATNE «<HOUb», «<HOYHOW»
MopOXAaeT MHOXECTBO accoumaumii. ATmocdepa
HOYM OTKPbIBAeT AOCTYN K TPaHCLEeHAEHTHOMY,
B TAWHCTBEHHbIEe FNYOUHbBI Ay U MUpPa NPUPO-
Abl. Tak Ha3biBaeMoOe «HOYHOE» COCTOsIHWE CO3Ha-

BaxxHaa dyHKUMOHanbHas poab HOYHOrO caja aHTPOMo-
ueHTpryeckas. MoTMBbI OBOBHbBIX MeUTaHNI reponHN
nosecT JI13bl, MUMONIETHOTO MPUKIOYEHNA B HOYHOM
cajy, Ha KoTopoe paccumnTbiBan rpad TypObuH-mnaawnim,
HY>Hbl TonctoMy, uTobbl Yraybutbcs B NpobaemMbl Ncum-
X0onornyeckme, HpaBCcTBeHHO-Puaocodckmne. ABTOp noka-
3bIBaeT, YTO YesI0BeKy AapOBaHbl BO3MOXHOCTW BCTYMUTb
B KOHTaKT C OKpy>atowum myupom. Npupoga 6rarogatHa,
OTKpbITa AN TeX, KTO MCKPEHHE OTAaeTcs el, OHa Npoby-
XAaeT yyllne Havana B YenoBeke, NprobLLaeT ero K Tam-
He XW3HuW. KapTuHa HouHoro caga obnagana ocobor npum-
TAraTeAbHOCTbIO ANA TONCTOro, YTO NOoATBEpPXKAaeTca
ee MosBAeHNEM B NOCAEAYIOLLNX NPOU3BEAEHNAX XY[0XK-
HuKa: B «CeMeNHOM cYacTUM» OHa CBf3aHa C TeMOoWn
nobBY, B anonee «BoHa 1 MUp» C XXenaHnem yeno-
BeKa BOCMapuTb B MMP KPacoTbl ¥ FaPMOHWM, B pOMaHe
«AHHa KapeHuHa» cag, 3710 MecTo, rae nocetuno Jlesn-
Ha OTKpOBeHWe 0 boXecTBEHHOM MPOMbICAE U 3aKOHax
fo6pa B XU3HW Ntojen.

Kntouegbie c108a: HOUHOWN Caf, MbIC/b O BCEEANHCTBE,
0 COBEpLUEHCTBE MUPO3AaHNSA, aHTPOMOLIEHTPUYECKas POSb.

HWA NpeanonaraeT MHTYUTUBHOE, MppaLNoHanbHoe
NOCTUXKEHWNE ABNEHNI OKPY>KatoLLEen AeNCTBUTENb-
HOCTW, CBOEro «si», NX cBA3en .

DTOT UHTepec Halen oTpaxKeHune B pasHbix che-
pax XyLoXeCTBEHHOro TBOpYecCTBa: B INTepaTtype,
n306pa3nTeNbHOM UCKYCCTBE, My3blke. HaunHas
C 3NOXV poMaHTM3Ma, GOPMUPYHOTCSA U Pa3BMBatOTCS

1. DTol TeMe MOCBALLEHA AMNCCEPTALMA Ha COMCKaHUe yu. cTe-
neHun kaHamaata eunonornyeckmx Hayk J1.H. Tuxommposoiw
«"HouyHan" no3sus B pycckon POMaHTUUECKOW Tpaguuum:
reHesunc, OHTONIOrMA, No3TUKa». EkatepuHbypr, 2010.
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0Cobble XaHpbl: IMPUYECKUIN «HOUYHOM» Ner3ax
B XXMBOTMWUCK, MO3TU3NPYIOLLMIA, OAYXOTBOPSHOLLNIA
nNpupoay, B My3blke — GopTennaHHbIA HOKTIOPH,
KOTOpPbIA NepeaaeT ABUXKEHUE COKPOBEHHbIX YyBCTB,
OPWMEHTVPOBAH Ha MeyTaTeNbHOCTb, MEAUTATUBHOCTb.
MupoBas n pycckas knaccuyeckas amtepartypa
6oraTbl 3aBOpaxKnBatoLLUMmK, NNMPUYECKUMWN HOU-
HbIMW Nen3axamu.

B oaHOM 13 ouepkos, noceaweHHbIx AK. [na3y-
HoBy, akageMuk b.B. AcapbeB Ha npumepe NATon
Bapuauum nu3 stopoi yactu Lecton cumdoHmn
KOMMO3MTOpa Aan XapakTepucTuky >aHpa HOK-
THOpHAa, KOTOpas MMeeT 0bLe3CTeTMUYECKUIA CMbIC:
«HOKTHOPH — My3blKaJlbHOE COCTOAHWNE, Nepesaro-
Lee BnevatseHne HOYHOM TULWNHBI 1 6e3MonBus,
Korga MeuTaTesbHOEe HacTpoeHWe Uan pasgymMmbe
oxBaTblBaeT YesoBeka. Cpean ocTanbHbIX BapuaLmi
HOKTHOPH BblAeNAeTCs JAaCKOBOW Npenectbto n oba-
ATENbHOCTBIO CBOEW MAFKON 6apxaTUCTOM 3BYUYHO-
CT»2. Menoauto HOKTIOPHa XapaKTepu3yeT HEXXHOCT,
cnokoucTeue, Tekyyectb?. (Camomy b.B. Acadbey
npuHaanexar 8 HoKTIOpHOB Ans dopTenmaHo, 1941).
B paboTte «O pycckoi npupoge u pycckom My3bl-
Ke» OH Mucas, YTo OTeUeCcTBEHHbIE KOMMO3UTOPbI
«UCKaNN He TONbKO M306pasnTenbHOCTU U nepe-
Jaun My3bIKOM HOUHbIX BUAEHWA, HOUHbIX MUpa-
>Xeln co3HaHus. VM kak 6bl HEMPEMEHHO XOTeN0Ch
COBEPLUEHHOrO OTOXAECTBAEHUS MY3bIK/ C NPUPO-
[OW Yepe3 BHYTPEHHE OLLYTMMYIO TECHYHO CBA3b
AblxaHna ¢ Bo3gyxoM. OTctoga Tara K HoYM, HOYHO-
MY, HOUHOW aTMOCdepe, Tak Kak B HEM A5 My3bIKU
C/IbILLIHEE HOYHbIE “LIarn XXnsHm"»*.

ABTOp KHUTK «Pycckaa antepatypa n nsobpa-
3nTenbHoe nckycctso. Ouepkn 0 pycckoM Haumo-
HasbHOM nemzaxe cepeanHbl XIX B.» K.B. Murapes
OTMETWA, UTO «Mel3axy, BOCNPOU3BEAEHHOMY Cpes-
CTBaMU MCKYCCTBa CIOBA, U Nen3axy, 3aneyaTieHHo-
MY KMCTbIO XXMBOMMWCLLA, KaPaHAALLIOM PUCOBasbLLMKA
WAW pe3LoM rpaBepa, CBOMCTBEHHA KaX0My CBOSA
cneumodurKa, YTo He UCKIKOYAET BO3MOXHOCTU TUMO-
JIOrMYeCKNX COOTHOLLEHWI MEXAY HUMW, a MOPOHO U1
HenocpeaCcTBEHHOrO BO3AENUCTBUA APYT Ha Apyra»®.

YTo KacaeTca obpasa cafa, To B Mudosormm
OH TPaAULMOHHO NpeACTaeT paeM, bubaenckmm dae-

2. Acadbes b.B. N36paHHble Tpyapl. T. Il. M., AH CCCP, 1954,
C. 247.

3. Tam xe.

4. Acadbes b.B. N36paHHble Tpyabl. T. IV. M., AH CCCP, 1955, c.
93.

5. Murapes K. Pycckas nutepatypa n nsobpasmtenbHoe UckKyc-
ctBO. OYepkn O PycCKOM HaLMOHaNbHOM Mel3axe cepeam-
Hbl XIX B. M., Hayka, 1972, c. 68.
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MOM, KOTOpbIN TBOpEL, cO34an CreLmanbHO Ans Yeno-
Beka. CaZl TPaKTyeTCs 1 Kak Ky/bTypPOAOrnyeckunin
beHoMeH. XOTA OH BblAe/IeH U3 NepBO3aHHON Npu-
POZAbl, HO COXPaHSET XMBYH CBA3b C HEW, KaK ecTe-
CTBEHHY}O, Tak M OHTOJ/IOTMYECKYHO.

Axkagemuk [.C. inxaueB nucan: «Cag — 3710
nogobve BceneHHOM, KHUTA, MO KOTOPOM MOXKHO
“npouectb” BceneHHyto. Bmecte ¢ Tem cag — aHanor
Bubaun, n6o n cama BceneHHaa — 370 Kak Obl Ma-
TepuanunsoBaHHaa bnbana. BceneHHas ceoero poga
TEKCT, MO KOTOPOMY unTaeTca boxecTBeHHas BoAs.
Ho cag — kHura ocobas: oHa oTpa)kaeT MUp TOJb-
KO B ero f0bpoii U ngeanbHol cywHoctu. MNoatomy
BbICLLEee 3HaUYeHWe caja — pain, daem»°.

KapTuHa HOYHOro caja BO3HMUKAET yXXe B paH-
HeM TBOpuYecTBe TosCTOro, B NoBecTH «/lBa rycapa»
(1856). B 3TOM Npoun3BeseHNM HOYHOM Cad UCMOHEH
yapytoLler noasnen. Ero nsobpaxeHve opneHTU-
pOBaHO Ha cO3epLLaTeNbHOCTb, XXMBOMUCHO, Pa3Bu-
BaeTca B TeMne andante, npucyLemM HOKTHOPHY.
OHO co3paeTca He TO/IbKO C MOMOLLbIO MEHALD-
L MXCS BU3YyasibHbIX 06pa3oB (MosBAEHUsA U UcYes-
HOBEHMWSA CUNYITOB, TEHEN, MNOAYTOHOB, MEPLLAHNA
CBeTa, NEPENNBOB KPaCoK), HO 1 Baarogapsa NpUPoS-
HbIM 3BYyKaM, pPacTUTe/IbHbIM apoMaTaM, «CBEXUM,
TenabiM» AgyHoBeHuAM. COCTaBAAKOWMMN Onncae-
HWe caja ABNAIOTCA 3BE304UKM Ha Hebe, NnyHHoe
CUsIHWe, TyCTasi pacTUTEeNbHOCTb (MnoBas annes,
KyCT cupeHu), BogHas rnagb npysa. Cobbitma pas-
BMBAIOTCA B CaMyt0 POMaHTUUYHYHO Nopy roga -
B «CBEXEM W UMCTOM», Kak cka3zaHo y deTa, mecs-
Lue Mae, BpeMeHW BceobLero uBeTeHusa. BaxHas
byHKLUMOHaNbHas pPoab HOYHOrO caja — aHTPOMo-
LeHTpUYecKas, ero n3obpaxeHune TeCHenLMM 06-
pa3oM CBSi3aHO C AYLIEBHOMN XM3Hb MNEPCOHAXEN.
Mpw 3TOM OH XPaHWUT CBOW TalHbl, CBA3AHHbIE C FNy-
HBUHHBIMKW NpoLeccamu BbiTUs, eanH co BceneHHoM.
BeceHHMWN HOUHOW Cas, — OAHO 13 NPOSBIEHUI BEY-
HOW KpacoTbl Npupogbl. Mo 3ameyanuto K. Murapesa,
«"aHannTnyeckas” geTtannsaums obpasos NpUpoabl
y TONCTOro opraHnyeckn pacTBOPAETCS B LLeNOCT-
HOM KapTMHe MuUpa»s.

6. Jlnxaues 4.C. Mo3zusa cagos. M., 1998, c.24

7. ToncToli BbIpoC B aTMOochepe Nto6BU K My3blke, OHa 3aHUMana
ocoboe MecTo B €ro >XusHu. B Monogple rogbl OH yBaekancs
NpPAaHACKUM KOMMO3UTOPOM, MUAHUCTOM [IK. PnabaoM, MHO-
rve rogpl Xuswum B Poccun. EMy npuHagnexart nepeble 06-
pasLbl XXaHpa HOKTHOPHa, NOABMBLUMECA BO BTOPOM AeCATU-
netun XIX B. 1 nocnyxmsLume obpasuom ana GopTenmaHHbIx
NMbec PyCccknX v 3apybexKHbIX KOMMO3UTOPOB, CPeAN KOTOPbIX
Hanb0JIbLLYIO U3BECTHOCTb MOMYYMAN HOKTIOPHBI LLloneHa.

8. Murapes K. Pycckas nutepatypa u nsobpasmrenbHoe 1ckKyc-
cTtB0. OYepkn O PycCKOM HaLMOHalbHOM Nensaxe cepeau-
Hbl XIX B. M., Hayka, 1972, c.75.

Houb B noeecTn ToacToro He accouunmpyeTca
C MOHATMEM «TEMHOTa» W He MMeeT TakmMx KOHHOTa-
LMK, KaK «<MeNaHXOJINs», «CMEPTb», «MPU3PaYHOCTb>.
HanpoTunB, ocobeHHOCTb ee KoNopuTa CBs3aHa
CO CBETOBOW UrpoOW, a BOCMPOU3BEAEHNE AYLIEB-
HOW XW3HW — C LLeNON raMMOM YANBUTENbHbIX
nepexunBaHui, c BHYTPEHHUM co3epLaHuem. BHa-
Yase BO3HWKaeT COMOCTaBNEHME KObILYLLEFOCS
OT AYHOBEHWUSA MaNCKOW HOYM OTHSA ABYX CBeYel
B KOMHaTe U CTpysLLerocs ceeta Mecsaua, 3aimBa-
toLLLero cag, KOTOpbIli BUAEH Yepe3 OKHO. ITO He
NMMNPECCUOHUCTUYECKUI NeN3axX — «OLLyLLeHne
HEMOBTOPMMO NpPeKpacHbIX, KaXKAblA B CBOEN MU-
MOJIETHOCTU, MOMEHTOB, @ IMPUYECKOE PacKpbl-
Tne 0/1Uje2ocs, Kak NecHs, COCTOSHMA NPUPOAbI»°.
ManuTpa TosncToro 6orata NPUrAyLWEHHbIMU Kpac-
Kamu, CBETOBbIMY U LIBETOBLIMW KONiebaHUAMU: Me-
CAL, TEPAOLLNIA 30N10TUCTbIA OTTEHOK, N MOBEpPX-
HOCTb MpyAa, B O4HOM MecTe nocepebpeHHas um,
6enble, TOHKNE TYYKW, CUPEHEBBIN AYLWINCTBIA KYCT
nog okHom. Mrpa cBeTa BO3HMKAET OT BesHWs Be-
TepKa, NoKauvBaHWs BAaXHbIX LBETOB. TWLUIMHA caja
He abCco/OTHa: ee OXMBAAKT KBakaHbe NATYLUEK,
ABVXKeHUs nTnyek. Ho noatuuyeckoe, b6e3matexHoe
ornncaHWe Ha 3TOM MpUOCTaHaB/NBaeTCa — MoBe-
CTBOBAHMeE NEPEXOAUT B MaH XUTENCKUA, BaHalb-
HbIK. « — Kakas uygHas noroga! — ckasan rpad,
noaxoas K Jlnze n cagsacb Ha HU3KOE OKHO. —
Bbl, 5 saymaro, MHoro rynsete?» 0. I'pad TypbOuH-mnaa-
WKW pagun pasBiaedeHns HaunmHaeT GanpToBaTh
C MUJOBUAHON ye3aHOWN HapbilHeN.

Cnegyrollas KapTMHa HOYHOrO cafla BO3HMKa-
€T nocJie Toro, kak J/lnsa noTywuia ceevy, NoAHs-
Nla OKHO, C HOFraMu cena Ha CTY/l HanpoOTUB Hero
W CTana 3ayMuUnBO MsAeTb Ha NPYA, BeCb yxe be-
CTeBWNI cepebpsHbIM CUsiHbeM. BO3HMKaeT BHeLw-
HAs CMTyaums, Korga AMYHOCTb HacTpauBaeTcs
Ha COCpPeAOTOYEHNME, ee AyMbl HANPaBAAIOTCA Ha BOM-
poChl Fy60KO MHTUMHbIE, CO AHa AyLIW MOAHUMAIOT-
CS1 TPEBOMN M COMHEHWsl, BO3HUKAKOLLIME NEpPVEXUBA-
HWs BCTYNatOT BO B3aMMOAENCTBME C HPABCTBEHHbIMM
yCTaHOBKaMu yenoBeka. /lnza Hauana pasMbILLAATb
O MPVBA3aHHOCTN K 6AM3KUM, O CBOEW NMOBCEAHEB-
HOW >XW3HW, 06A3aHHOCTAX, OKPYXKarOLLUX e€ HOAAX.
Cama TOro He 0co3HaBas, OHa bblna pacTpeBoXe-
Ha HeCKPOMHbIM noBeseHneM rpada. Ymumparolas
1 O6HOB/ANOLWAACA MPUPOAA, POACTBEHHbIE MPUBS-

9. Acadbes b.B. N36paHHble Tpyabl. T. IV, c. 85.

10. Toncton N.H. MonHoe cobpaHue cou.: B 100 1. T.3. M., Hayka,
2007, c.48. B panbHeNLLEM CCbIIKM Ha 3TO U3jaHune JatoTcs B
TeKCTe C yKasaHveM B ckobkax TOMa U CTpaHuLbl.

3aHHOCTY, JH0OOBb OKPY>KatOLLMX, BCE, AarOLLee BHYT-
PEHHWI MUpP, — BAPYF MNPeACTano nepes Hen B HO-
BOM cBeTe. O6CTOATENBCTBA €€ XU3HU MOAYUNIN
Apyroe ocBelleHne, Nokasaancb TyckabimMu, bec-
CMbIC/IEHHbIMW. HaunHaeT 3apoXKaaTbCs BHYTPEH-
HUN KOHOANKT, NepeoLieHKa NPEXHUX LLeHHOCTEeN.
Tenepb NCUXOAOrMYECKOe COCTOsHME JIn3bl KOHTpaC-
TUPYET C BHELUHEN OBCTaHOBKOW, B KOTOPOU pas-
NINTO yMUpoOTBOpeHue. Ee cmsaTeHne, cMylLeHMe
BCe HapacTaroT. BHumaHue rpada npobyauno Hesc-
Hoe XenaHue N6BK, reponHe TpyAHO paszobpaTb-
CSl B CBOWIX MbIC/SIX M UyBCTBAX, €M NpesCcTaBaseTcs,
YTO OHa He 3Hasa A0 CUX NOp, YTO Takoe HacTosLLas
XW3Hb U cyacTbe. OAHaKO HaZeNeHHas «Hencrnop-
YEHHbIM YMOM, J06pPbIM, NPAMbIM cepaLem» (Ton-
cTol, 1.3, €.38) JlInza npusHaetcs cebe, uto naean,
06BbeKT BAHOOAEHHOCTN JONKEH COOTBETCTBOBATh
MO3TUYUYHOCTU 3TOM HOUU, YYAHOWN NPUPOAE, HE MO-
XET C/INTbCS C NPO3aNYeCKON AeNCTBUTENBHOCTLIO.
PeanbHblli rpad He sBASETCA TAaKMM. XOTS 3TO MbIC-
/I HAVBHOW, HEUCKYLLEHHOW AEBYLUKM, O4HAKO UHTY-
NLMA NOACKA3bIBAET el BEPHbIN OTBET: «HeT, He To».
Ho Tak nn BnHoBaTa JlM3a B CBOEM BHYTPEHHEM
BOJIHEHWW, PaCTEPSAHHOCTM, COMHeHuax? CnyyanHas
CUTyaLmsa CTafna KaTain3aTopoM OCO3HaHMA Yeno-
BEKOM TOW HepacTpaueHHON CUbl NHOOBY, BAOXKEH-
HoW B kaxgoro MNMpoBuaeHnem, koTopas Tpebosana
M3IUTbCA Ha KOTro-TO, peann3osaTbcs. B 1o xe Bpems
XpaHWMble B CEPALLE CUJIbHbIE, OTPajHble UyBCT-
Ba He COCTaBASAOT /N XOTA U CKYMNOE, HO eAUHCT-
BEHHO MCTMHHOE M BO3MOXHOE CYacTbe, 3a/aeT-
Csl BONPOCOM MOBeCTBOBaTeNb. J/I3e Noka3anocs,
UTO OHa MoTepsia Aydllee BPEMS XMU3HU, MOJIO-
AOCTb. B novckax oTBeTa Ha My4alline ee COMHe-
HWUA repounHs obpallaeT B30pbl K OTKPbIBLUENCA el
KapTWMHE HOUYHOrO caja, K MecsLy Ha Hebe. XXn3Hb
npupoabl 6eckoHeYHO MHOroobpasHa, B Helt no-
CTOSAHHO MPOMWCXOAAT NepPeMeHbl, MOPON HEOXMN-
AaHHble, NOAOHHO TeKy4YeCTn YyBCTB, HACTPOEHUN,
Mbicnen yenoseka. Mpegcrarolwan nepes B30pOM
JNln3bl KapTMHa NPUYYANNBO MeHsNach: OXMBana
¥ MepkJa, 3aTeM BCe MOBTOPAIOCh. [epovHs owwyLa-
eT AblxaHue Houun. OTpaxkeHue ANBHOrO casa npo-
HWKaeT B AyLluy AeBYLUKMW, Npeobpaxas ee.

Nu3a cBsA3ana Hagexay Ha IMYHOE CYaCTbe C NMeHu-
€M CON0BbA, Kak 06POro 3Haka: OHO 1 pa3byauno
3azpemaBLuyto reponHto. CONOBbLMHOE NEHNE B Ha-
POAHO-MO3TMYECKOM TBOPYECTBE CUMBOJIM3UPYET
TBOPYECKUIA Aap, COBEPLUEHCTBO, yroeHne Nt060B-
HbIM UYyBCTBOM, MOCKOJIbKY COJIOBEN MOET BECHOW
B 6pauHbIin nepuos. B Hem 3akntoveHa pajocTb
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1 60ab: Yepes 60Nb N PasoCTb NPOXoAnT U Jlnza.
HouHasa kapTuHa ctumyanpyet pebaekcmpyroLLyro
AeATeNbHOCTb YesnoBeka. [locTeneHHO HacTynaet
YCMOKOEHWe BCeX UYyBCTB AeBYLIKM Baarogapsa co-
€4VHEHVIO C MPUPOAOHN, BO BCEN CBOEW FrapMOHM-
4YeCKOW, YTeLNTEeNIbHOM KpacoTe, packUHYBLUENCs
nepes Hel. HapylleHHas BHYTPEHHSAA rapMoHMs
JIMYHOCTM BocCTaHaBmBaeTcsa. OT YyBCTB U MbIC/el,
KOTOpble CMYyLLanu AyLly, COBEPLUAETCA Nepexos,
Ha HOBbI YPOBEHb BOCMPUATAS MUpPa, YeNOBEKY
OTKPbIBAETCA €ro Bennyme, CoBepLUeHcTBo. Jlnza
nepexuBaeT BHyTpeHHee 06HOB/eHWe, obpeTaeT
BO3MOXHOCTW K CaMOMNO3HaHuto. CMATeHMe OTCTy-
naet, oHa obpawaetcs K bory ¢ moanTBOM M Ten-
NbIMW CNe3amu, el OTKPbIBAETCs, YTO CNOCOBHOCTb
NOBUTb N CANTBCA B 3TOM N06BM C OKPYXKatoLWMM
MUPOM — BEVKWI Aap. BHe3anHoe nossaeHwue rpa-
da TypbuHa Bo3BpaLaet J/IM3y K AeNCTBUTENBHOCTY,
€e NUCNyr ecTeCTBEHHas U eANHCTBEHHO BO3MOX-
Has peakuuns Ha ero Aep3kuin noctynok. Mog Bau-
AHVEM HPaABCTBEHHOMO MHCTMHKTa OHa OTTOpPraeTcs
OT 3TOro yenoseka. (HecnyuailHo ee oTaenser
ot rpada npoem OKHa Kak Hekas rpaHuua.)

Mocne HeypaBLLErOCA IETKOTO NMPUKAKOYEHUSA
pa3gocasoBaHHbIA rpad TypOUH-MAagLWmniA «C 4yB-
CTBOM MOMMaHHOro Bopa, 6pocuics 6exatb Mo Mo-
KpOW, pocncTon TpaBe B rnybuHy caga» (Toncton,
1.3, ¢.54). OH OKa3bIBaeTCA B CMTyaL MmN HEKPACMBOM
W NbITAETCA CKPbITHCSA, YTOObI CIyYaHO He BCTPETUTb-
csa co ctopoxeM. Cnyckasacb K npyay, rpad B3gpa-
rMBaeT OT Oy ThbIXaHWsA B BOAY PaCTPEBOXEHHbIX UM
narywek: B raybuHe Aywn OH UCMbITbIBAaeT YyBCTBO
HEe/0BKOCTM 3a NpoVCLLIeLee, B KAKON-TO MOMEHT
npucyLas eMy CaMmOyBEPEeHHOCTb NOABOAUT ero.
fepol UMHWUYHO BCMOMWHAET CBOU AENCTBUS
N KopuT ceba 3a ynyLweHHY BO3MOXHOCTb. B pas-
APaXkeHUN OH OTNpPaBAseTCA HayAauy Mo KPbITON
NIMNOBOW annee N NOrpy>KaeTcs B YANBUTENbHYHO
atMmocdepy HOYHOro caga. Houb gaput emy HeBe-
[ OMble, YyBCTBA: YCNOKOUTENbHYHO FPYCTb, MOTPEBL-
HOCTb Nt06BU. Bokpyr npouncxoanna npudyanmneas
urpa cBeTa U TeHW, KOJNOPUT casia TauHCTBEHHbIN,
LBeTOBas raMMa yMUpoTBoOpsitoLLas: baesHble ny-
UM MecsLa, Cyk, 0OpoCLLM BENbIM MXOM, JNCTbS,
KOoTOpble cepebpuanch 1 wenTtannce. F'pada okyTbl-
Ba/IM CBEXMWE apoMaThl LiBETOB, TPaB, ANCTBbI. [10TOM
HacTtynuno 6e3mosiBue, B OMe noracam orHu. Typ-
BUH-MNAALWNIA OKa3bIBAaETCA B APYron peanbHOCTH,
B KAKOM-TO 0COHOM «HEOOBATHOM, MOHaINBOM
W CBET/JIOM npocTpaHcTee» (ToncTol, 1.3, ¢.55), B KO-
TOPOM C/iblLanach AMWb Tpeab CON0OBbA. HouHoOM
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nerisax BO3HOCUT K MUPY FOPHEMY U NpeKpacHOMY
AaXe LMHUYHOro, XONoAHOro, 6e3HpaBCTBEHHOrO
yesioBeka, Kaknm bbla rpad. Ho 310 cocTosHMe npo-
[,01KaNoCh CUMTaHHbIE MUHYThI. Kak TOIbKO Nepco-
HaXX MOKMAaeT NPOCTPAHCTBO Caja, OH CTaHOBUTCA
NPEeXHWUM: PacyeTANBbIM, 3STOUCTUYHBIM, Har/biM
W 3aC/y>XeHHO Ha3BaH KOPHeTOM 01030BbIM «NOA-
neuom». B To xxe Bpema atmocdepa HOUHOro caja
oKasanacb uenutenbHa ans Jnsel, nogapuna ytm-
LeHWe ee MOJIOAOM Aylle, N3 COMPUKOCHOBEHMS
C Hell repouHs BblHECNA LeHHbIA ypok. Mpuposa
6narogatHa, OTKpbITa ANS TeX, KTO UCKPEHHe oTAa-
eTCsl eli, OHa NpobyxaaeT Ayyllne Havana B 4e-
NoBeKe, NpuobLaeT ero K TariHe Xu3HWU. HouHon
Ca/i B MOBECTM NMpeAcTaeT BapuaL et Tonoca «3em-
HOW pai», «3aeM». MOTUBbI NHODOBHbLIX MeUTaHWM,
MUMONETHOTO NPUKAOUYEHNA B HOYHOM Cagly HY>KHbI
Tonctomy, 4Tobbl Yyraybutbcs B Npobaembl NCMxono-
rmyeckue, HpaBCTBEHHO-dUNocodckue. B nosectu
«[1Ba rycapa» oTpa3unacb Bepa aBTopa B «6e3114Hyto
60XeCcTBEHHOCTb NPUPOALI U BeccmepTre yenoBe-
Ka N1Lb NPW YCAOBUM €ro COeANHEHNSN U PacTBO-
peHus B 3TOM BOXECTBEHHOM Hayase» ',

To, uTo KapTMHA HOYHOrO casa obnasana ocobon
npUTAraTeNbHOCTbIO A5 TOACTOro, NOATBEpPXKAaeT-
CA ee NoABNEHNEM B NOCAEAYHOLLUNX MPON3BEAEHNAX
XyaoxHuka. OHa BO3HMKaeT B poMaHe «CemMelHoe
cyactue» (1859) npu onucanunmn nporynkn Mawm
n Ceprest MuxainoBuya B MOMEHT KpUCTanaM3aumm
nx NtobBU. 3170 N3006paxkeHNe caMbliM TECHLIM 06pa-
30M CBS13aHO C BHYTPEHHEW XMU3HbIO repPOEB, UX COKPO-
BEHHbIMW YYBCTBAMMU, NCKPEHHUMMW, MOITUYHBIMM.
CnycTa HEeCKO/IbKO NIEeT, KOTAa OTHOLUEHWS CYyNpyros
W3MEHWNCh, BUJ BECEHHETO Cajla, Ha KOTOpPbI nocTe-
MEeHHO OMYCKaeTCA HOUb, TPe/ib CONOBbA OTAAOTCA
cnagkon 6onbro B Aylle reponHu. XoTa npounsse-
AeHWe 3aBepLUaeTCcs Ha rPYCTHOM HOTe, BOCMOMMU-
HaHMA O 6bINOM cUacTbe CMEHATCA ObpeTeHnem
AyLIEBHOro NoKos, HOBOro YyBCTBa Nt06BK-gora
K cembe. COCTOSIHMA HOYHOTO caZia U3MEHUMBbI,
KaK v >KenaHus, SMOoLMM YesoBeKa, NPy 3TOM Npu-
poJa BeuHa, 3aKOHbl MMPO3JaHnA He3blbeMbl.

HouHoe Bpems B ycagebHOM casy MOXeT 3ame-
peTb, NpeAcTaTb NPeKPacHbIM MFHOBEHMEM, MPO-
by>xaan B UenoBeKe XesaHne BOCMNapuTb B MUpP
KpacoTbl U rapMOHMK. Takoln acnekT onuMcaHus HOu-
HOro cajia B COBEPLUEHCTBE peann3oBaH B poMa-
He-3anonee «BolHa 1 mup». B cueHe B OTpagHOM

11. CkpbinHuk B.P. dunocodcko-pennrnostble B3rsabl J1. H. Ton-
CTOro B cBeTe Hallero onbiTa // AKTyanbHble nNpobaembl
ryMaHWTapHbIX 1 eCcTecTBeHHbIX Hayk, T.1, N29, 2017, c.37.

KHA3b AHAPEN, CTOAWMNI nepes OTKPbITbIM OKHOM,
B KOTOPOE BPbLIBAETCA JIYHHbIN CBET, CO3epLaeT Npu-
UYANBO OCBELLEHHblE JePeBbs, MOJ COUHYHO, MO-
KPYHO, KyAPSABYHO PacTUTENbHOCTb C CepebpurCTbIMU
KOe-rae MIMCTbAMM U CTEBAAMM, «TMOYTU MOJHYHO JIYHY
Ha CBETJIOM, NOYUTN 6e33Be34HOM Hebe», CbILNT C0-
Ba HaTtalwu, npencnosHeHHOM BOCTOProM oT npe-
NeCTHOWM HOUM, KOTOPOM HMKOTAa He HbiBaso.

B 3akntoueHnn pomaHa «AHHa KapeHnHa» nmeH-
HO B HOUYHOM Cajy Moc/e rpo3bl, KOrjaa c AnMn pas-
HOMEepHO NajaroT Kanau (CMMBOA BeUYHOCTK), JTeBuH
MOy4Yn CaMoe BaxKHOe OTKpOBeHMe. [Nsas Ha 3Be3s-
Hoe Hebo, OH oLyTUA cebs obnagatenemM HeAoOCTyn-

HOW pa3yMy TalHbl, KOTOpas He MOXeT bbiTb afeKkBaT-
HO BblpaxkeHa c/loBaMu. HecMOTps Ha cBou Koneba-
HWS, TePOW CKJIOHWJICA K BbIBOAY, YTO HECOMHEHHOE
nposiBneHve boxecTBa — 3TO 3aKOHbI fobpa, A0-
CTYMHblE KaXAOMYy YesloBeUYeCckoMy cepaLy, obbe-
AVHAOLLME BCeX NoAeN.

Taknum obpasom, nsobpaxkeHne HOUHOro casa
B NMoBecTu «/lBa rycapa», KOTOpOe Hallo pa3BuTme
B AaJibHellweM TBopUecTBe TONCTOro, onpesenser-
Csl €ro CTPEMEHMEM KaK MOXHO riybyxe OTpasnTb
BHYTPEHHEE COCTOSIHNE Ye0BEYECKON AyLUN, MbIC-
JIbO O BCEEAMHCTBE, O COBEPLUEHCTBE MUPO34aHNS,
3CTETUYECKUMM YCTaHOBKaMM aBTopa.
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