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THE PROMISED NOVELTY
OF MUSSORGSKY'S FOLK DRAMAS

Summary: Boris Godunov and Khovanshchina are folk
dramas, for the composition of which the composer pre-
pared as for the main creative achievements, exploring
the artistic style and honing his skills on previous and simul-
taneously created works. The goal was "new shores <...>
of boundless art". M. Mussorgsky's decisive call "to new
shores!" is unforgettable in the memory of descendants.
However, not everyone knows the full statement of the com-
poser, who strived to "seek these shores, seek tirelessly,
without fear and embarrassment”, to seek in order to "stand
firmly on the promised land" [5]! Referring the reader
to the biblical story, the image of the "promised land" can
in no way be interpreted as having appeared for the sake
of a "catchphrase", since the outlines of the "new sho-
res" are associated with the "deification of the word"
in Mussorgsky's creative work. The composer treated ver-
bal speech in an evangelical manner so responsibly that
he considered it to be the source of truth in creativi-
ty and in life; he was able to reproduce it on stage as it
was not only in external events but also in the internal
spiritual dimension.

Wemean the divine principle by spirituality. Mus-
sorgsky's operatic works continue the process of “cate-
chism” of the opera genre started by M. Glinka [11]. In the
history of the arts, the secular genre of opera, conciliar
in terms of expressive means, occupies a position excep-
tionally close to the aims of worship. Opera owes its birth
to such a situation in the cultural life of “man and humani-
ty”, in which a strong spiritual and educational impact
on the listener and viewer was sought. In our Fatherland,
the formation of the genre was completed in Glinka's
works with the opera’s acquisition of a meaning-forming
for Russian culture faith-centredness. The content of Glinka’s
theatrical works is aimed at educating the public accord-
ing to the evangelical understanding of love. It is what

“catechism” of the genre consisted of. A. Dargomyzhsky,
M. Mussorgsky, and P. Tchaikovsky were the continuers
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of Glinka's work. The works of the 19th-century genius-
es of Russian opera can be assessed as belonging to the
style of “spiritual realism” [14].

Today, despite the still-existing inertial obstacle of
the last century to cancel the spiritual principle as the fun-
damental source of culture, there is a need to return the full
content laid down by the authors to opera classics. It also
concerns the masterpieces of Mussorgsky, whose person-
ality is associated with the protest novelty of creative work.
In relation to the means of musical expression, the com-
poser can truly be called a revolutionary. However, the se-
mantic content of his works belongs firstly to the evangeli-
cal character traditional for Russian culture. This “promised”
component of Modest Mussorgsky's work is still waiting for
its researchers and performers, on whom musical and the-
atrical life depends, as well as listeners, since opera is
a genre that requires preparation of perception'. Opera
is the art of recognition, which is all the more impressive,
the more the listener understands the content of the mu-
sical performance. In Mussorgsky's work, it is associat-
ed with the evangelical meaning — the "new shores <...>
of the promised land".

Keywords: towards new shores, Mussorgsky, folk dra-
mas, Boris Godunov, Khovanshchina, new performance,
gospel content.

1. This was the case from the earliest times of the existence
of musical theatre, both in the aristocratic environment,
reproducing masterpieces of literary antiquity on stage,
and in the popular square theatre, the formulas of actions
and turns of speech of which were known to every visitor
from an early age

With great zeal for the new shores of the still

boundless art! To seek these shores, to seek tirelessly,
without fear and embarrassment, and to stand firmly on
the promised land is a great, exciting task!

M. Mussorgsky [5]

M. Mussorgsky's operatic works are one of the pin-
nacles of Russian and world musical culture. The com-
poser's name is rightly considered among the great
names of M. Glinka, A. Dargomyzhsky, P. Tchaik-
ovsky, S. Rachmaninoff, D. Shostakovich, G. Sviridov,
V. Gavrilin'. In Soviet musicology, a large research
tradition has developed regarding Mussorgsky's
works. It was formed in the works of B. Asafyev,
M. Sabinina, R. Shirinyan, E. Ruchevskaya, and other
outstanding scholars. In every Russian conservatory,
scientific works devoted to the operatic works
of Modest Mussorgsky have been defended. In re-
cent decades, musicologists and scholars in other hu-
manitarian fields have clearly outlined the path
of understanding Modest Mussorgsky's works in con-
nection with the Christian idea. Musicologists E. Leva-
shov, S. Tyshko, E. Mikhailova, and others write about
the corresponding content of the composer’s works.
The works of writers N. Novikov and S. Fedyakin are
an invaluable artistic and, at the same time, scien-
tific example of the attitude towards Mussorgsky's
personality. This semantic layer was also condition-
ally designated in the works of the founders of the
research tradition; however, it was not accept-
ed to openly proclaim the idea, therefore, much
of the reflections of the older generation of re-
searchers remained outside the printed editions
or were expressedin the concepts of such “sec-
ularised” humanitarian disciplines as philosophy
and psychology.

This "old” new content, associated with the spi-
ritual idea expressed to date and continuing to deve-
lop with scientists’ desire “to get to the very es-
sence of everything”, reveals the need to stage Mus-
sorgsky’s folk dramas with new semantic emphasis.
As is known, in Soviet times, the version of both folk
dramas edited by N. Rimsky-Korsakov was generally

1. The composers of the 20'th century, G. Sviridov and V. Gavrilin,
as is known, did not work in the opera genre. However,
the baton of the cathedral influence of the opera genre
in their work passed to the so-called choral action or choral
cycle, which returned musical culture to its melodic origins
and the scale of its impact on the listener. Summarising the ro-
le of these composers in the history of Russian music, we can
say that in the 20'th century, Sviridov did the same as Glinka
in the 19'th century, and Gavrilin did the same as Mussorgsky.
The intersection of the spiritual poetics of the 19'th-century
opera and the 20'th-century choral performance is a separate
large topic.

IlL7. Sketch “Boris Godunov” by F. F. Fedorovsky

accepted, although the author’s record collected bit
by bit was also known [3; 4]. Nowadays, it is cus-
tomary to stage and perform Boris Godunov and
Khovanshchina according to the author's text, preserv-
ing those fragments that were removed under Nikolai
Rimsky-Korsakov's editorship. However, the re-
turn of the text, strange as it may seem, does not yet
lead to the return of the full meaning that was laid
down by the author. A situation arises in which the
text is the original one, however, the performing and
stage methods of its presentation remain the sa-
me, approved in the post-revolutionary period. The
content of the characters’ images of both folk dra-
mas will be considered in detail in the following es-
says, whereas here we will outline the main semantic
dominants of Mussorgsky's “promised novelty”
in comparison with the established ideas about the
content of his works.

Firstly, let us define the differences between the
author’s and editor’s versions of folk dramas, which
ultimately should influence the features of produc-
tion and performance [10]. The comparison leads
to the idea of various ways to overcome the turmo-
il, emphasised by the author and the editor.
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It is known that the state of Russian society in the
troubled times of national history unites both folk
dramas - it is the main problem of content, which
worried the composer “from the past to the pres-
ent”. It was these processes, felt by Mussorgsky
in the society of his time, that served as the choice of
theme in both operas — Boris Godunov and Khovan-
shchina. Mussorgsky turned out to be ri ght, see-
ing an internal storm in the relative external calm
of his compatriots. Let us remember that the com-
poser survived the assassination of Emperor Alexan-
der Il the Liberator by the Narodnaya Volya members
by only a week. Folk dramas were called upon
to show the mortally dangerous confusion of so-
ciety and to indicate the way to overcome the
turmoil, the way to save the Fatherland. Here a dis-
crepancy arises in the author’s and editor’s an-
swers to the main question — "What is the sal-
vation of Rus’ and what is its destruction?” [4].
Without including anything new in the libretto,
the editor removed some lengthy fragments
from the material of folk dramas, the absence of
which deprived the work of its full meaning,
and the concept of the answer to the most im-
portant question, voluntarily or involuntarily,
moved from the Christian, evangelical character,
as it was for the author, to the revolutionary
character sought in the 20'th century.

“THE REAL TRUTH"?

The fact that the “new shores” of the compos-
er's creative work belong precisely to the "pro-
mised land”, and not to the "bright future” promised
by the revolution, is evidenced not only by the
semantic content of the folk dramas but also by
Mussorgsky's epistolary legacy - letters to friends —
in which the composer’s way of thinking and his
understanding of art appear deeply faith-centric.
A comparison with N. Gogol's Selected Passages from
Correspondence with Friends, which were published
by the writer as equivalent to his works of art, natur-
ally arises. Gogol, like Mussorgsky, was “appoint-
ed” a revolutionary of Russian literature during his
lifetime, and his work was interpreted as “merci-
less frankness” [1]. It is impossible to agree with
a one-sided view, since the main driving force of the

2. "Close to life and people, but distant from the pompous
tirades about law, freedom, protest, let us look life boldly
in the eye. It is necessary since we must tell people the truth,
not the pompous, but the real truth” [5]

12

writer's activity was the desire to serve the reader
spiritually, to direct them to the evangelical path,
on which the expectation of the inspector is equiv-
alent to the expectation of the second coming,
and the behaviour of the characters in comedies is not
a local but a national, if not universal, apocalypse. It is
also absurd to agree with the revolutionary inter-
pretation of Mussorgsky’'s work because the main
driving force of the composer’s “research” was the
“real truth” and honesty of spiritual life against the
“crackling truth” and the benefits of revolutionary
interventions.

Let us recall some of Mussorgsky's statements,
including those widely circulated. Striving for a truth-
ful reflection of life, Modest Mussorgsky, in his own
words, immersed himself in “the study of the sub-
tlest features of human nature and the human mass-
es in order to feed them to humanity as a healthy
dish” [5]. As a result of the creative "verification”
of the data obtained, the composer discovered
not only the superficial layer of instincts, emotions,
and manifestations of the human psyche, as is cus-
tomary to say in connection with the characteristic
features of Mussorgsky’s characters, but also reve-
aled deep, truly “subtle” laws — moral and spiritual,
allowing us to speak about personality, about world
view, about eternity. In this, Modest Mussorgsky
coincided not with the searches of philosophers,
psychologists and the intervention of revolution-
aries placed on a nondenominational basis, but
with the content of the conciliar apostolic Gospel3.
Just like his outstanding compatriots — writers,
composers, and artists of the 19'th century, Mus-
sorgsky sought an explanation of the external or-
der of life through the internal state of man and
relied in this on the Orthodox spiritual tradition,
which he knew well and which he was guided
by in his own life.

One of the main indicators of the formation of per-
sonality, or, as it is said in the interpretations of
the Holy Fathers, the main evidence of the “cor-
rect spiritual life”, is the continuous struggle with
sin. Each page of the composer’s letters refers to
this aspiration of his: “| am a man, and all human
nastiness is available to me, as well as some good
human sides, just give free rein to the passions, as
they say. | have not given in this regard and will not
give in, as long as there is strength left...” [5, 72].

3. "The essence of the Gospel is that it draws attention
to the inner state of the soul, which determines the human
personality” [9]

What a simple and precise characteristic of the “cor-
rect spiritual life”, which consists precisely in re-
sisting "passions, <...> as long as there is strength
left”! In other words, without a constant struggle
and victory over evil in oneself, the life of a Christi-
an is impossible; it brings salvation to oneself,
one's immediate environment and, most important-
ly, in the context of the problem raised, to the Fa-
therland — the state, which is made up of the lives
of the same Christians as the composer himself
and his contemporaries. Thus, Modest Mussorgsky's
attentive spiritual attitude to his own life and work
is known from his letters, and many more examp-
les can be given. However, did Mussorgsky discov-
er the desire for a “correct spiritual life” in the “sub-
tlest features” of the society of his time, which
is represented in many faces in folk dramas “from
the past to the present”?

In “all the diversity of forms and types of life”
that interested the composer, the brilliant research-
er really noticed and brought the struggle "as long
as there is strength left” to the public stage. How-
ever, the struggle was distorted by the fact that
it was taken outside the inner life of man and trans-
formed, as Mussorgsky showed the audience, from
a struggle with one’s own passions into a strug-
gle with one’s close ones and, more broadly,
with the entire state structure of life. The discovery
connected with the damage to "human nature”, with
the distortion of spiritual life, had already been ma-
de in the Russian musical theatre before Mussorgsky
by Glinka and Dargomyzhsky. Nevertheless, the un-
flattering features of the characters in the works
of Modest Mussorgsky's predecessors were an ex-
ception against the background of the other char-
acters and, therefore, did not pose a threat to the
state. Mussorgsky showed the violation of spiritual
life in all characters without exception in both folk
dramas, maybe that is why they are called “folk”!
Such “expansion” is unique; no one in Russian opera,
neither before Mussorgsky nor after, has achieved
it. In essence, in Boris Godunov and Khovanshchi-
na, it is not so much about the “Russian turmoil”
as a national problem, but about the apocalyptic
corruption of sin, as a universal human problem.
The scale of generalisation indicates the reason for
the “turmoil in the state” - the distortion of spiritual
life in all participants in the action and, at the same
time, reveals the reason for this state of all mankind.
Who taught people to fight against their close one
instead of loving them?

“ANCESTRAL SIN"4

Interpreters of the Holy Scripture explain that
the need for an effective struggle was not inherent
in man from the beginning. “People were created
for spiritual communication with God,” says theo-
logian A. Osipov, "that is how our forefathers lived
in Paradise — in conversation with the Creator, and
not through hard work and inevitable internal strug-
gle” [8]. Until they committed treason at the be-
hest of a fallen angel. The point is not that Eve and
Adam one after another ate an unknown apple,
but that it was disobedience to God, who asked not
to eat the fruit from this tree and to feed on other
inexhaustible food in the Garden of Eden, including
manna, which itself came down from heaven onto
an outstretched palm. People replaced obedience
to God with obedience to the enemy of God, which
has since become a stumbling block in the fate
of mankind. Theologians call it “original sin”. “From
that very time, the return to God began to be mea-
sured by the need to fight evil within oneself,”
continues Alexei Osipov, “which took shape as
the basic law of the spiritual life of a person ex-
pelled from Paradise and forced to work hard
to maintain life” [8]. It was the evil one who
led to the distortion of the destiny of humanity
conceived by the Creator.

Mussorgsky did not mention his name direct-
ly, as, for example, |. Goethe did, and after him,
Charles Gounod in the couplets of Mephistopheles
from the opera Faust. However, Modest Mussorg-
sky, true to the truth of life, symbolically designates
what is happening as “baba gossip”. Indeed, how
often do people meet in person with “the ruling Sa-
tan” or do they more often experience the evil done
by their close ones? Gossip is deception, a lie, an un-
truth, deceit. Theologians call the indulgence
in deceit, “nested” into human nature, "temptation”
or "deception”. Mussorgsky, we repeat, called it
in the popular language aptly “gossip” that “punish-
es the entire human race”. The composer’s creative
feat lies in the fact that he truthfully and fearless-
ly pointed out the cause of unrest in “man and
the human masses”. The evil one is strong since it is
invisible and, therefore, as if by itself, it brings peo-
ple into conflict with each other. For it, the first step
to losing power over man is to be made public, recog-
nised, declassified. It is probably why the composer’s

4. "This 'novelty' is as old as the original sin” [5].
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IlL2. Sketch "Sagittarius” by M.V. Dobuzhinsky

creative destiny in “this world” was so difficult be-
cause he openly warned: “just bow to gossip, and you
will renounce your mind; gossip will turn everything
upside down, and dishonour the glorified <...>
be afraid, be afraid, young men, of evil-evil gos-
sip, which punishes the entire human race...” [4] -
the Streltsy sing in Khovanshchina.

Mussorgsky not only pointed out the cause
of the troubles, but also captured the peculiarity
of the contemporary form of deceit. Since the begin-
ning of time, the fallen angel has been sophisti-
cated in deceiving humanity. The troubled times
of Russian history were distinguished by the fact that
people committed evil against their close ones, even
to the point of murder; however, at the same time,
they confidently considered themselves Orthodox.
Let us note that all the characters in both folk dra-
mas speak of themselves as Orthodox, that is,
of people leading a “correct spiritual life”. “That is why
the revolution happened,” our contemporary Father
Konstantin Kamyshanov reasons, “because they con-
sidered themselves the country of Christ, <...> but li-
ved like the last feudal lords and slaves” [12]. How
does the composer manage to show gossip in a per-
son who shows himself to be a villain in deeds but ap-
pears to be an angel in words? The Holy Fathers
call prayer the main sign of a believer. Mussorgsky
leads each participant in the action in both dramas
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to the need to pray, and it turns out that most of
the characters do not know how to do this or dis-
tort communication with God. If there is no prayer,
who will help in the fight against the "murderer
from the beginning, the liar and the father of lies"?
Man cannot win on their own. If you do not
turn to the Saviour for help, death is inevitable -
this is whatthe evil one is counting on,
lulling a person with confidence in their own Or-
thodoxy while inactive in the internal struggle with
evil. In both folk dramas, all the participants in the
action cannot cope with such gossip about them-
selves, which is why Mussorgsky’s works sound
apocalyptic.

“IMPULSE FROM THE REALM OF SIN"?

Only two characters are shown by Modest Mus-
sorgsky in “impulse from the realm of sin”, after
which “everything else goes, although not without
difficulty, not unsuccessfully” [16]. In the first ope-
ra, it is Boris Godunov, illuminated by the church
sacrament of coronation. In the second, it is the
Streltsy, enlightened by the small church - fami-
ly (namely, wives). In these characters’ parts, a re-
turn to the “correct spiritual life” through humility
and prayer is intended. Humility lies in the aware-
ness of one's own sinfulness. Prayer lies in a fervent
appeal to God the Saviour. In The Ladder of Divine
Ascent by the Abbot of the Sinai Monastery (mid-
7'th century), it is humility and prayer that are called
the beginning of salvation. It is important that Mus-
sorgsky's heroes take this path not by themselves,
but by a divine touch through the large and small
Church. Belonging to the Church, not nominal but
real, effective, turns out to be the main condition
for salvation from turmoil in Mussorgsky's gospel
concept. Boris's kingdom is directly connected with
the grace of the Church: the hero does not appear
on stage until he receives the sacrament of coro-
nation. The white wings of an angel, which were
attached to the image of the Holy Fool® by the di-
rector in the recent production of Boris Godunov,
in fact, in accordance with the author's dramaturgy,
belong to Boris. Having accepted the blessing for po-
wer, Boris accepts divine accompaniment, which

5. “This is the first, main and imprecise impulse from the realm
of sin. After it, everything else goes, although not without
difficulty, but not unsuccessfully. Man has already firmly
set foot on the promised land” [16].

6. URL: https://video.orpheus.ru/videos/mtFsh5'ZzhgoR (date
of access: 06.02.2024)

leads him to repentance and, moreover, to a mar-
tyr's death. Carrying the royal crown, as a martyr's,
is Mussorgsky’s amazing insight “from the past
to the present” and the future.

Boris's part begins with the illumination of grace
in the sacrament performed by the Church. The part
of the Streltsy ends with a divine touch, which Mus-
sorgsky, a champion of the truth of life, puts into the
form of an emotional scolding of Streltsy husbands
by their wives. It is the family, the small church, that
keeps the Streltsy from the death that threatens
them since "they do not know what they are doing".
The wives directly tell their husbands who they are
and what they are doing. As a result, the Streltsy
not only see their sins but also generalise the de-
eds of all the characters in the drama, assessing
them as criminal and requiring judgment, in their,
at first glance, humorous Song about Gossip: "Women
and men gossipers — to court!”. The Streltsy song,
which the editor considered it possible to remove
from the sequence of the folk drama, begins as a tea-
se addressed to the wives. However, the further it go-
es, the more serious its content becomes. This song
testifies to humility not in an edifying manner and
essentially. As St. Theophan the Recluse said: “Gra-
ce stirred the spirit, <...> a person clearly realises
that they were seduced and carried away by phan-
toms to their own destruction, and turns away from
them as from enemies, going over by desire and
choice to the opposite path of the commandments
and pleasing God. <...> and in the spirit, a deci-
sion is pronounced: 'l decided to keep Your law,
O Lord" [16]. This interpretation could directly
“translate” the content of the song, if not for the
“turning away from destruction”. The choice of the
“path of pleasing God” does not occur immediate-
ly, but after the Streltsy are abandoned by their
earthly “father” and left alone with their own “perni-
cious phantoms”. Only then, "“in the spirit, the deci-
sion is pronounced” — it is the prayer of the en-
tire Streltsycommunity with their wives and chil-
dren, which is the revelation of the folk drama
Khovanshchina.

“THE CRACKLING TRUTH"’
In the revolutionary concept of the last century,

adopted in the performance of Mussorgsky's folk
dramas edited by Rimsky-Korsakov, the criterion for

7. See: footnote 3.

trust in this or that character is not a spiritual life
that has been violated or, on the contrary, put on the
path of recovery, but the class position — namely, t
he lowest. In the editorial version, the leaders on
the path of revolutionary overcoming of turmoil
are two characters different from those in the au-
thor's version. In the opera Boris Godunov, these are
the "Orthodox” people together with the "Orthodox
crowd”8, as the vagabonds call themselves; how-
ever, both have lost all reason and are susceptible
to manipulation to such an extent that some elect
a "regicide” to the throne, while others are ready
to kill the legitimate tsar: “Death to Boris!”, shout
the vagabonds, who are set up by traitors Varlam
and Misail. In Khovanshchina, it is Dosifei, former
prince Myshetsky, who “has honed to the people”
and considers himself the “saviour of the world”;
nevertheless, at the same time, he kills more peo-
ple than all the other participants in the action.
How could it happen that these characters in the
editorial version turned out to be leading “to sal-
vation”? It happened due to the artificial “improve-
ment” of the images, which became possible with the
corresponding cuts in the libretto. The editor dele-
ted precisely those fragments in which the named
characters are presented from the worst side.
For example, in the prologue of the opera Boris Go-
dunov, there is no important authorial repetition
of the episode connected with the recklessness
of the people - the symbol of this state is noto-
rious Mityukha. In the first act of Khovanshchina,
the characterisation of the newcomer Muscovite
people is deprived of the assertive episode of per-
secution, in which people are ready to tear apart
the clerk. The most striking cut connected with
the image of Dosifei is where the "humble servant
of God", without embarrassment, boasts of pow-
er on a par with Khovansky and Golitsyn. There are
other examples.

The improvement of some characters naturally
leads to the deterioration of others, for example,
Boris and the Streltsy noted by Mussorgsky. Thus,
instead of the universal “gossip” that requires uni-
versal human overcoming, possible only with the
help of the Saviour, the editorial version emphasis-
es the class solution to the problem, which in revo-
lutionary terminology is called “class enmity”

8. "Orthodox” is what the Duma clerk Shchelkalov (Prologue)
calls the people. “Orthodox crowd” is what the vagabonds call
themselves in the Final Scene Near Kromy (Fourth Act. Scene
Three).
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and leads to nothing less than “the elimination
of exploiters in the form of the church and the state”.
Mussorgsky warned about this kind of attitude
to “artistic truth”, claiming that “showing people
the people who are better than they are” is not
the path to salvation, but to even greater unrest.
The composer even found a definition for such
a distortion of reality and called it “the loud truth”
versus “the real truth”. This kind of “class” view,
of course, was not introduced by Nikolai Rimsky-
Korsakov without reason; to a certain extent it was wri-
tten by the author himself, who caught it in reali-
ty. The editor, by shortening the text of the libret-
to, only voluntarily or involuntarily determined the
degree of limitation of images. For now, let us note
the class content in the author’s opera titles. One
gets the impression that the composer conceived
folk dramas as a consistent class review of society,
wanting to understand for sure "who is to blame”
and "what to do”.

Let us recall that three folk dramas by Modest
Mussorgsky are known: Boris Godunov, Khovanshchi-
na and Pugachevshchina®. At first glance, the titles
of the operas obviously show an interest in different
levels of life: the highest — the tsar’s in Boris Godu-
nov, the middle — boyar-princely in Khovanshchina,
the lower — the common people in the proposed
Pugachevshchina. However, upon closer examina-
tion, the question of the causes of the “Russian turm-
oil and anarchy” [3], which unites all the plots, goes
beyond the class explanation. All the characters
in both folk dramas, we repeat once again, are unit-
ed by a common condition - they fight with their
close one even to the point of killing the latter
instead of fulfilling their Christian duty, showing
love: the boyars and princes by their calling — sup-
porting the tsar and caring for the people; the peo-
ple by conciliar judgment — being peasants and
performing craft and other work; warriors —
defending their country from enemies. In each new
drama, Mussorgsky seems to check himself - “it can-
not be that | am wrong in everything, it cannot be” [5].
The populist Pugachevshchina, in all likelihood, would
have been another brilliant variation on the theme
of the Gospel choice of man, a warning and proph-
ecy about the consequences of apostasy. What a pur-

9. The first two operas, as is known, were completely finished
by the composer in clavier; Boris Godunov was orchestrated.
Information about the last, third drama has been preserved
in the composer’s letters.
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poseful semantic monothematicism on an operatic
scale!

If we only imagine the scenes of both dramas
as a series of variations on the same theme of
“an outburst from the realm of sin”, how simple
and clear will the “piling up of events”, “the inability
to bring things to an end”, that outraged some of
the composer’s contemporaries, appear; how strange
will other value judgments that have nothing to do
with Modest Mussorgsky's creative work and per-
sonality seem. Without repeating himself in detail,
the composer told the same story, confirming the
correctness of the chosen method “to study the
subtlest features of human nature and the human
masses in order to feed humanity with them, like
a healthy dish” [5]. Thus, in order to find a new,
evangelical “shore” of the content of Mussorgsky's
folk dramas, we — researchers, performers, listen-
ers — must, firstly, restructure the direction of the
search, which was determined by class categories
until now. With his folk dramas, Modest Mussorg-
sky made a real creative breakthrough into anoth-
er, "real”, reality. What artistic categories are used
to measure it? How does the “promised novelty”
of Mussorgsky's operatic creativity manifest itself?
Firstly, at the head of both folk dramas, the com-
poser puts the painful “from the past to the pres-
ent” and future theme of “turmoil in the state”,
on the solution of which the fate of our Fatherland
has always depended. Secondly, he truthfully reveals
the cause of "Russian turmoil and anarchy”, which
is transferred from the sphere of class, economic life
of society, to the sphere of faith-forming, spiritual.
Impoverishment of the spirit — this is the com-
mon path to destruction that Mussorgsky indicates;
he boldly, albeit allegorically, calls the culprit of what
is happening “baba gossip”, that is, a deliberate
lie or “crackling truth”. Thirdly, Mussorgsky points out
the only true path to saving people and the coun-
try, which is revealed not in a forced revolutionary
attack on the "exploiters”, but in the evangelical
appeal to humility and prayer shining from eterni-
ty". Acquire a peaceful spirit — and thousands will be
saved around you" — this is how the composer’s
secret thought can be expressed in the words of
St. Seraphim of Sarov, who walked the earthly path
a century before Mussorgsky. The quotation of the glo-
rified Saint in connection with the content of Mus-
sorgsky’s folk dramas is not given for the sake of
a "catchphrase” and is not a convention. Modest
Mussorgsky's statements are filled with images

of spiritual Scriptures, in the knowledge and perfor-
mance of which the composer, as his letters show,
was very zealous.

“THE PROMISED LAND" 0

Let us recall what Mussorgsky's reasoning about
the goal of creativity sounds like in full: “With great
zeal for the new shores of the still boundless art!
To seek these shores, to seek tirelessly, without fear
and embarrassment, and to stand firm on the promi-
sed land is a great, fascinating task!”. In this strong
expression, one can note not only the composer’s
imagination nurtured on biblical and gospel sourc-
es, but also a direct quote from the patristic text:
“To stand firm on the promised land”". It is the fi-
nal phrase from the interpretation of St. Theophan
the Recluse in verse 57 of Psalm 118: “Thou art my
portion, O Lord; | have said that | will keep Thy law”
(Psalm 118:57). As St. Theophan explains it, verse 57
testifies to the first steps of a sinner on the path
of truth. Surprisingly, the interpretation turns out
to be connected with the “new shores” of Mussorg-
sky's operatic dramaturgy. St. Theophan reasons:
“Thou art my portion, O Lord’. To whom is it proper
to say this? It is proper <...> to one who leaves sin
and returns to the good path of God's law. <...>
as it is also evident from the second hemistich:
‘I have said to keep Thy law'. Hitherto | have wan-
dered on the crossroads of sin; now | make a firm
intention to keep Thy law, O Lord, so that, having
pleased Thee, | may acquire Thee and in Thee may
find complete peace for my heart. Henceforth, Thou
art my portion, and Thy law is the rule of my life!

This decision is a conclusion or a consequence
of the preceding changes taking place in the soul
of a sinner, for one cannot say so suddenly. <...>

How it cv omes to mind, how attention is riveted to it
and how a person becomes interested in it <...>
is the secret of our spiritual life, which no one can
explain. We only say that the grace of God, by paths
known only to it, penetrates inside to the depths of
consciousness and conscience, and there stirs up

the spirit of a person so that one finds it urgent
to immediately take up one’s moral state and correct
it. However, it is only the beginning of the matter.
<...> Grace has stirred the spirit, the word of God
has passed to the division of soul and spirit, con-
sciousness and conscience have clearly heard the re-
proof of the previous life and agreed with it - now
the person has work to do — to discuss, and to re-
ject one thing, and to accept the other. And this
is the main thing: here begins the internal struggle
for life or death. <...> Finally, sin, the world, Satan
are exposed as wrong, their deceit is exposed; man
clearly realises that they were seduced and drawn
by phantoms to their own destruction, and turns
away from them as from enemies <...> The grace
of God secures this desire for man, and a decision
is pronounced in the spirit: ‘I decided to keep Your
law, O Lord’. From now on, You, Lord, are my por-
tion! <...> It is the first, main, and imprecise impulse
from the realm of sin. After it, everything else goes,
although not without difficulty, but not unsuccess-
fully. Man has already set their foot firmly on
the promised land.” [16]

Thus, in Mussorgsky's work too — "at the be-
ginning of the matter” but “having already set his
foot firmly on the promised land” - Boris Godu-
nov in the folk drama of the same name and
the Streltsy in Khovanshchina are shown. Most of the
other participants in the action die, "wandering
on the crossroads of sin” and threatening the
Fatherland with destruction.
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OBETOBAHHAA HOBU3HA
HAPOAHbIX APAM M.IM. MYCOPI'CKOIo

AHHOmayus: «<bopwnc NlogyHoB» N «XOBaHLWMNHa» —
HapoAHble ApaMbl, K COYMHEHWNIO KOTOPbIX KOMMO3W-
TOP rOTOBUWACSA, KaK K rNaBHbIM TBOPYECKUM CBeplLue-
HWAM, HalLyNbIBas XyAOXXEeCTBEHHbIA CTWUb 1 OTTauvBas
MacTepCTBO Ha MpeALIecTBYOLLMX N CO34aBaeMbIX Napan-
nenbHo Belwax. Llenbto 6binn «Hoswle bepeaa <...> 6es-
b6pexHo20 uckyccmea». PelwmntenbHbli npusbie M.IM. My-
COPrcKoro «k HOBbIM beperam!» He3abBeHeH B NamsaTn
NoTOMKOB. Ho He BCeM M3BECTHO MOJIHOEe BbiCKa3blBaHWeE
KOMMO3MTOpa, CTPEMALLLErocs «uckames asmux bepeeos,
uckame 6e3 ycmasu, 6e3 cmpaxa u cMyujeHuUs», NCkaTb
ANS TOro, YTobbl «MBEPOOI0 HO20H CMAMb HA 3eM-
s1e obemosaHHoU» [5]' O6pa3 «3eman o6eToBaHHOM»,
OTCbINAOWNIA YNTaTENS K JYXOBHON — BOXeCTBEHHOM
NCTOPUN, HUKAK He MOXeT TPaKToBaTbCA, Kak BO3HMK-
LN pagn «KPaCcHOro CA0BLA», MOTOMY YTO OYepTaHuUA
«HOBbIX Bbeperos» TBOpYecTBa CBA3aHbl y M.M. My-
COPrcKoro ¢ «HoBbIMK Heperamm» XU3HW - XPUCTUAH-
CcKoOW. «McmuHa 8 Mucyce ma, umo 8bl He omsiazaeme
mosieko 8emxo20, HO u obJlekaemecet 8 HO8020 Yeso8e-
ka, — Tonkyet [NocnaHne Kk edpecaHam anoctona [NaBna
ceatutens ®eodaH 3aTBOpHUK, — <...> Hoswbili Yesosek
cosudaemcs 8HOBb, UAU 8occo3udaemcs, sospoxdaem-
¢ nymem ceepxvecmecmaeHHoIM. K ymy, oMpayeH-
HoMy cyemoro, npuxodum 6s1azodame u npobyxdaem
8 Hem cmpax boxul;, cmpax boxul oxusnsem co-
gecms, NpobyxO0eHHAs U 8CMpeBOXeHHAs cosecmso
nopaxaem 6e3HadexHocmuro U 3acmassisiem uc-
kame npumupeHus. EeaHzenue ykasvieaem ezo 8o
Xpucme Uucyce: Xpucmoc obvemsiemcs 8eporo U co-
Yemaesaemcs ¢ 8epyrouuM 8 Kyneau KpeuwjeHus, uc-
nosHsem eeo 6sa1azod0amuro [yxa 8 MUponomMasaHuu.
Tak, npucmynuswuli k ocnhody npumupsemcs c
bozom u nocssaujaem cebs Ha cayxeHue Emy, yyscmeys,
4mo NPUHAN cuny, Axe K xueomy u 6aazovecmuro. Tak Ha-
4YuHaemcs Ho8aA XU3Hb, KOMOPAsA eCmb XU3Hb no boeay,
8 npasde u npenodobuu ucmuHel» [18]. IMEHHO «HO-

Bble 6epera» xusHu M. IN. Mycoprckuii nonaran uctou-
HUKOM Mpas/bl B TBOPYECTBE N YMeEN BOCMPOU3BECTU
Ha cueHe.

CerogHAsonpeku BCe elle COXpaHALLeNca nHep-
LMOHHOM NnomMexe MpOLLAOro Beka OTMeHATb yXOBHOe
Hayas0 Kak OCHOBOMONararoLWmii UICTOYHMK Ky AbTypbl,
Ha3pena HeobxoAMMOCTb BO3BPATUTb OMEPHON Knac-
CMKe MONHOTY COAep>KaHWA, 3a10XXEeHHY0 aBTopamu.
B Tom uuncne 310 Kacaetcsa u wegespos M.I1. Mycoprcko-
ro, IMYHOCTb KOTOPOTO NMPUHATO CBA3bIBATb C MPOTECTHOM
HOBM3HOW TBOpYecTBa. B oTHOLWeHNM K cpescTBaM My3bl-
Ka/IbHOW BblPa31TeNbHOCTV KOMMO3MTOpa AeiCTBUTENbHO
MOXHO Ha3BaTb PeBONIOLMOHePOM. HO cMbICI0BOE cogep-
XaHve ero COYMHeHWN NPUHaaNexmT npexzae Bcero Tpa-
AVILMOHHOMY /11 PYCCKOM KYIbTypbl €BaHTeNbCKOMY PyCIy.
JTa «obeToBaHHas» cocTaBasoLWan TBopyecTtBa Mogec-
Ta [MeTpoBnUa A0 CMX NOpP XAET CBOWX uccaegosare-
Nei n CnonHuTenen, oT KOTOPbIX 3aBUCUT My3blKalbHO-
TeaTpasbHas XW3Hb, TakXe 1 caylaTene, NOCKobKy
onepa — 3TO XaHp, TpebyoLWwnii NoAroTOBKMN BOCMpPUA-
4. Tak 6bII0 C CaMbIX NEPBbIX BPEMeH CyLL,ecTBOBaHMA
My3bIKa/bHOrO TeaTpa 1 B Cpeje apuCcToKpaTUyeckon,
BOCMPOU3BOAALLENA Ha CLeHe LeJeBpbl AnTepaTyp-
HOM aHTMYHOCTW, M B HAPOAHOM MJIOLWaAHOM TeaTpe,
bopmy bl aecTBUA M 0BOPOTBI peun KOToporo 6blan
M3BECTHbI KaXAO0My MoceTutento ¢ Maibix net. Onepa —
NCKYCCTBO Y3HaBaHWsA, KOTOpOe TeM CUabHee Bneyar-
NAeT, YeM 3aBeOMO MOHATHO CAyLlaTeNro cojepiKa-
HWe My3blkanbHoro cnekraknaa. Y M.I1. Mycoprckoro
OHO CBA3aHO C €BaHreNbCKUM CMbICNIOM — «HOBbIMMU
beperamu <...> 3eMan 06eTOBaHHOW».

Knrouessie cnoea: k HoBbIM Heperam, M.MN. Mycopr-
CKWI, HapoaHble ApaMbl, «<bopuc FogyHOB», «XOBaHLLMHa»,
HOBOE WCMONIHEHWNE, eBaHrebCKoe CoAep KaHue.
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OnepHoe TBOpYecTBO M.IN. Mycoprckoro — ogHa
13 BEPLUWH PYCCKON N MUPOBOM My3bIKasbHOM KyJlb-
Typbl. /IMa KOMNoO3WTOpa cCnpaBeAAnBO paccMaTpu-
Baetca B pAgy Beavkmx umeH M.W. Tnmnkn, A.C. ap-
rombixckoro, M./, Yalikosckoro, C.B. PaxmaHnHOBa,
A.4. Wocrakosuua, .B. CBupungosa, B.A. NaBpuan-
Ha'. B oTHoweHnn TBOpUecTBa M.IM. Mycoprckoro
B COBETCKOM MY3blKO3HaHUWN CNOXMAACh KPYMHas
nccneposatenbckasn Tpagmuna. OHa dopmmposanach
B pabortax b.B. Acadbesa, M.[. CabunnHon, P.K. LLin-
pyHsAH, E.A. PyuybeBcKO 1 Ap. BbIJAIOLLMXCA YUYEHBIX.
B ka0 OTeUeCTBEHHOW KOHCEPBATOPMM 3allmLLa-
NCb Hay4Hble paboTbl, MOCBALLEHHbIE ONEPHOMY
TBOpYecTBY Mogecta lNetposunya. B nocnegHme geca-
TUNETUNA B UCCNIEA0BAHNAX MY3bIKOBEJOB M YUYeHbIX
APYrvX ryMaHuTapHbix obnacrtein spko o603HaueH
nyTb NOHWMaHWsA COMUHeHW MogecTa lMNeTpoBurya B
CBA3U C XpUCTMAHCKOM ngeein. O COOTBETCTBYHOLLEM
cofep>KaHuM TBOpYeCTBa KOMMO3MTOPa NULLYT My3bl-
koBeabl — E.M. flesawos, C.B. Tbiwwko, E.A. Muxaii-
noBa u ap. becueHHbIM XyA0XKeCTBEHHbIM W, BMeCTe
C TeM, Hay4HbIM 06pa3LOM OTHOLLEHUS K TUUYHO-
ctn M.I. Mycoprckoro aBastoTca TpyAbl nucatenei
H.C. HoeukoBa n C.P. ®easakmHa. YcnoBHO bbin 060-
3Ha4yeH 3TOT CMbIC/IOBOW NAacT 1 B paboTax OCHOBa-
Tesel uccnesoBaTeIbCKON TpaauLLMK, HO OTKPbLITO
NpoBO3riallaTb NAeto He BblIO MPUHATO, MO3TOMY
MHOroe 13 pa3MblLlUJIEHNA CTapLlero NokoieHns
ncciepoBaTesielt 0OCTanoch 3a NpeaenamMm nevat-
HbIX U34aHWIA NN BbIPaXKEHO MOHATUAMM Taknx
«OBMUPLLEHHbIX» F'YMaHUTaPHbIX ANCUUMNANH, KakK
dunocoduma n ncuxonorus.

JTO «CTapoe» HOBOE COojfep>KaHue, CBA3aHHOe
C naeen AyxOBHOW, BbICKa3aHHOW Ha CEroAHsAL-
HWI AeHb 1 NPOAOAXKAKOLLEN pa3BMBATLCA C Xe-
JlaHVEM YYeHbIX «BO BCEM JOUTU A0 CaMOW CyTU»,

1. Komnosutopsl XX Beka I.B. CBupungos v B.A. TaBpuavH B
XaHpe onepbl, Kak U3BeCTHO, He paboTtanun. Ho actadeTbl co-
60pPHOro BO3AENCTBMA ONEPHOTO XaHpa B UX TBOpYeCTBe
nepeLuna K, Tak Ha3blBaeMOMY, XOPOBOMY AEVCTBY WM XOPO-
BOMY LMKAY, KOTOPbIA BO3BPaLLan My3blKaJbHYH KyabTypy
K ee MenoAMyecknM NCTokam 1 Maclitabam BO3AENCTBUA
Ha cnywatens. O6obwas posib HazBaHHbIX KOMMO3UTOPOB
B UCTOPWMN OTEYECTBEHHOW MY3bIKW, MOXHO CKa3aTb, UTo B XX Be-
ke I.B. CBupwngos caenan 1o xe, uto M. V. ThnHka B XIX Beke,
aB. A.laBpuanH — 10 e, yto M.M. Mycoprckuit. MNepeceye-
HWe AyXOBHOW NO3TUKM onepbl XIX BeKa 1 XOpoBOro AeicTea
XX Beka — oTaenbHas 6osbluas Tema
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«C 6osbWwUM pseHueM K HosbiM bepeaam

noka 6e36pexHo2o uckyccmea! Vickame smux bepezos,
uckame 6e3 ycmanu, 6e3 cmpaxa u cMyujeHus,

U meépdoro Ho20t0 cMame Ha 3emse 06emo8aHHol —
8om eeslukas, yeaekamensHas 3adayal»

M.I1. Mycopackuii [5]

OTKpPbIBaeT HeOHXOANMMOCTb MOCTAaHOBKN HAPOAHbIX
apam M.IN. Mycoprckoro ¢ HOBbIMU CMbIC/IOBbIMU
aKkLeHTaMW. YNOBUTb UX MOMOTraeT u3yvyeHue Ha-
pogHbix Agpam M.IN. Mycoprckoro B COOTHOLLEHWU
APYr C APYrOM M B CpaBHEHWM aBTOPCKOM Bepcuun
obeunx onep ¢ peaakTopckom - 3TM UccresoBaTeslb-
CKve nyTv 0603HaueHbl B NpeapblayLLmx nybavkaumax
[10, 12, 13]. Tak>xe OHW CAy>KaT OCHOBaHMEM U Ha-
CTOSILLEN CTaTbW, B KOTOPON — 0OOBLLEHBI U A0-
NMOJIHEHbI MbICAAMM CAMOrO KOMMNO3MUTOPa U ero
JocTouTMMOro coBpeMeHHuka ®eodaHa, enmcko-
na TamBOBCKOro, HbIHe MPOCAABAEHHOIO B UMHE
catuTenen. Tpyabl PeodaHa 3aTBOpHMKA, cyan
no Bcemy, 6b1n n3BecTHbI M. 1. Mycoprckomy.

HanoMHWMM HekoTOpble BbIBOAbLI MpeabiAyLLmX
ny6anKaunin.

Kak n3sectHo, B coBeTckoe BpeMsa obLienpu-
HATbIM 6bl OTpeaakTMpoBaHHbIN H.A. PuMcknm-
KopcakoBbiM BapvaHT 06enx HapoAHbIX ApaMm, XOTA
cobpaHHas no Kpynuuam aBTopckas 3anmchb Takxke cy-
wecreoBana [3; 4]. CeroaHs NPUHATO CTaBUTb W UCMOA-
HATb «bopuca NogyHoBa» 1 «XOBaHLWWHY» NO aB-
TOPCKOMY TEeKCTY C COXpaHeHneM Tex pparmMeHToB,
KoTopble ybpaHbl B pegakumm Hukonas AHppee-
BMYa. Ho Bo3BpallleHMe TeKCTa, Kak 3TO He rnoka-
XKeTCA CTpaHHbIM, MOKa He BejeT K BO3BPaLLEHMIO
MOJIHOTbI CMbIC/1A, KOTOPbIV Hbl/1 3a7105KEH aBTOPOM.
CknazblBaeTcs cuMTyaLms, Npy KOTOPOW TEKCT 3BYYMNT
OPUTrMHaNbHbIN aBTOPCKUNA, @ UCMONHUTENbCKNE
W CLleHVYecKne MeTo/bl ero NoAaun oCTatoTCs Npex-
HWe, CIOXMBLUMECA NPW UCMOAHEHWUW PefaKTOPCKOW
BEpPCUM B MOCTPEBOHOLMOHHOE BPEMA.

CpaBHeHMe NPUBOAMNT K MbIC/IM O PaA3HbIX NMYTAX
npeojoseHNs CMyTbl, aKLLeHTUPOBaHHbIX aBTOPOM
N pefakTopoM. VI3BECTHO, YTO COCTOSIHME PYCCKOro
obLwecTBa B CMyTHble BPEMEHa OTeYeCTBEHHOM
ncropmmn obbeanHsaeT obe HapoaHble Apambl — 3TO OC-
HOBHasi Nnpobaema cosepiKaHus, KOTopas BOJAHOBaA
KOMMO3UTOpPa «U3 hpowiaio2o 8 Hacmosujee». IMeHHo
3TW npoueccol, owyuiaemble M.I1. Mycoprckum
B COBPEMEHHOM eMy ObLLEeCTBE, MOCYXUN Bbl-
6opy TeMbl B 06enx OMnepHbIX COUNMHEHUAX —
«bopuc FfogyHoB» n «XoBaHwmnHa». M.M. My-
COPrcKkui okasacst npas, YBUAEB B OTHOCUTE/b-
HOM BHELLHEM CMOKOMNCTBUN COOTEYECTBEHHNKOB
BHYTPeHHIo Bypto. BCMOMHMM, 4TO KOMNO3UTOP

BCEro Ha Heaento nepexunn youicTeo HapoA0BOIb-
uamu nmnepatopa AnekcaHapa Il Ocsobogutens.
MNMoka3aTb cMepTeNbHO OnacHoe CMyLLieHWe obLLecTBa
1 yKa3aTb NyTb NPEOA0EHNSA CMYTbI, MyTb CNaceHms
OTteuectBa 6bIIM NpU3BaHbl HaPOAHbIE ApPaMbl.
W BOT 34€Cb BO3HMKaET pacxoXAeHne B aBTOPCKOM
N pefakTOPCKOM OTBETEe Ha rNaBHbIA BONPOC —
«8 yeM Pycu cnaceHbe u 8 yem ee nozubesb?» [4].
He Bk/atouvas B NMOPeETTO HMYEro HOBOTO, pesak-
TOp yAanua U3 Mmatepuana HapoAHbIX ApaM HEKOTO-
pble NpoCcTpaHHble GparMeHTbl, OTCYTCTBUE KOTOPbIX
NNLWKMNO NPOU3BEZAEHNE NMOJHOTbI CMbICAA, N KOH-
uenuuns oTBeTa Ha BaXXHeNLWNi BONPOC BOJbHO
WM HEBOJIBHO MepeLLna U3 BeeHNa XPUCTUAHCKOro,
€BaHresIbCcKoro, Kak 370 6b110 Y aBTOpPa, B UCKOMYHO
B XX BeKe NNOCKOCTb PEBOAHOLMOHHYHO.

«HACTOSLUAS MMPABAA»?

O TOM, UTO «HOBbIE Hepera» TBOpPYECTBA KOMMO-
3uTopa NpuHagnexaT UMeHHO «3emse 06emosaH-
Holi», a He obeLlaHHOMY peBOJIOLNEN «caemIoMy
6yOdywemy», CBUAETENbCTBYET HE TO/IbKO CMbIC/IOBOE
cofiep>kaHne HapOoAHbIX ApaM, HO U 3MUCTONAPHOE
Haceane M.I1. Mycoprckoro — nucbma K Apy3bam,
B KOTOPbIX 06pa3 MbIC/IEN KOMMO3MTOPa 1 €ro NMOHM-
MaHuWe UCKYCCTBa NpeacTatoT rnyboko BepoLLeHTpUY-
HbIMK. CamMo cob0to BO3HMKAET CpaBHeHMe ¢ «BbIb-
PaHHBIMW MecTaMWn 13 Nepenmnckn ¢ Apy3baMmn»
H.B. Torons, kotopble 6b1an onyb6AnKoBaHbl Nuca-
TeNemM paBHO3HAUYHO €ro XyA0>XeCTBEHHbIM Npo-
nssegeHunam. Norosb, kak 1 Mycoprckuin ewe npu
SKMU3HW BblN «Ha3Ha4YeH» PeBOJIIOLMOHEPOM pYyC-
CKOM AnTepaTypbl, a TBOPUYECTBO €ro MHTepnpeTu-
poBaHO Kak «becnollasHas OTKPOBEHHOCTb» [1].
CornacuTbCa € TakMM B3rAS40M HEBO3MOXHO, MO-
TOMY UTO [N1aBHbIM ABUraTenemM AesTesIbHOCTU Nuca-
Tens H6bI10 XKenaHne NOCAYXMTb YNTATENHO JyXOBHO,
HanpaBWTb €ro Ha NyTb €BaHreIbCKUIA, Ha KOTOPOM
OXWAaHWe peBM3opa — PaBHO3HAYHO OXWMAAHUIO
BTOPOro NpWLLECTBUSA, a NOBEAEHNE AeNCTBYHOLLMX
VL, KOMEAMW — He MEeCTeYKOBbINM, a obleHapos-
HbI, ecin He obleyenoBeYeCckMin anoKaamncuc.
CornacuTbcs C PEBOJIFOLMOHHONM MHTEpRpeTaLmen
TBOpUecTBa M.I1. Mycoprckoro Takxe Heneno, no-
TOMY UTO r1aBHbIM ABUraTeseM «UCCAesOBaHNN»
koMmno3utopa 6bina «<Hacmoawas npasda» n yecT-

2. «Bbauskme Xu3HM 1 NtOAAM, HO Aanekune TPeCcKyUYMM Tupagam o
npase, cBo60Ae, NPOTECTE, MAHEM XWU3HU CMENO B rnasa. 70
HaZ0 NOTOMY, YTO HaZO rOBOPUTL JIOAAM MpaBAy, He Tpec-
Ky4yto, a HacToALLyto npaegy» [5]

HOCTb AlyXOBHOW XW3HUW NPOTUB «mpeckyyell npas-
Obi» W BbIrOAbl PEBONIOLIMOHHBIX BMeLLaTeNbCTB.
BCNOMHWMM HEKOTOpbIE, B TOM YMCAE LUMPOKO U3-
BecTHble Bbicka3biBaHMA M.I1. Mycoprckoro. Ctpe-
MACb K MPaBANBOMY OTPa>KeHMUo XU3HU, Mogect
MeTpoBMY, NO ero cobCTBEHHbIM CNOBaM, NOrpy-
3UACA B «U3yyeHUe MoHYaliux 4epm npupodsi
yesi08eKa U Yesogedeckux macc, Ymobol KOpMUMe
uMu 4Yesnogeyecmeo, kak 30opoaeiM 611000m>» [5].
B pe3ynbTate KOMMNO3MTOP OOHAPYXMA He TONbKO
MOBEPXHOCTHBIN MJACT MHCTUHKTOB, 3MOLMIA U Npo-
ABNEHUWA NCUXMKN YeNoBeKa, Kak 06 3TOM MPUHATO ro-
BOPUTb B CBA3W C XapaKTePUCTUUHOCTbIO MEPCOHaXEN
M.M. Mycoprckoro, HO BbISIBUA TNyOUHHbIE, Ael-
CTBUTE/IbHO «TOHYaWLIMe» 3aKOHbl — HPaBCTBEHHbIE
N fyXOBHbIE, NO3BOJIAIOLLME FOBOPUTb O JIUYHOCTH,
O MMPOBO33pPeHNMN, O Be4HOCTU. B aTom Mogect
MeTpoBnyY coBnan He ¢ nckaHnamm ¢unnocodos,
NMCUXONOTrOB N NOCTaB/JEHHbIM Ha BHELLEPKOBHOE
OCHOBaHWe BMeLlaTeIbCTBOM PEBOJIFOLMOHEPOB,
a c cosep>kaHmemM cobopHoro anocronbckoro EsaH-
rennsd. Tak >e Kak ero Bbljatolinmecs cooTeve-
CTBEHHUKMN — nucatenu, KOMMO3nTOpPbl, XYAOXKHNKN
XIX Beka M.M. Mycoprckuii nckan o6bacHeHWe BHELL-
Hero nopsAka XXU3HW Yepes BHYTPEHHEE COCTOsAHME
yenoBeKa M onupanca B 3ToM Ha [1paBocnaBHyto
JYXOBHYIO TPaAULIMIO, KOTOPYHO XOPOLLO 3Han 1 KOTO-
PO pyKOBOACTBOBA/CA B COOCTBEHHOW XM3HMW.
OfHUM 13 TNaBHbIX NoKasaTtenert GopMMpPoBaHUs
JIMYHOCTM MAW, Kak 06 3TOM rOBOPUTCA B TONKOBAHM-
X CBATbIX OTLLOB, F1aBHbIM CBUAETENbCTBOM «Npad-
8U/IbHOU OyX08HOU XU3HU» ABASAETCSA HENpPEPbIBHAS
6opbba c rpexom. Kaxaas cTpaHuLa nMcem KOMMosu-
TOpa OTCbINAET K TaKOMY €ro CTpEMEHNIO: «f yesio-
gek, U MHe docmynHel 8ce Yesiogedeckue 2adocmu,
Kak u Hekomopsle xopouiue CMopoHbl Yesoeeye-
cKue, mosibko dali 80/10 CMPACMsAM, Kak 2080pUMCS.
He dasan e s3mom omHowieHuUU u He dam, NoKa cus
xeamum...» [5, 72]. Kakas npoctas n TouHas xapak-
TepUCTUKa «nNpasuibHoli Oyxo8HOU XU3HU», KOTOpas
3aK/NOYaeTCAa MMEHHO B MPOTUBOCTOSHUW «CMpa-
cmam, <...> noka cusi xeamums»! IHeIMy cnoBamu,
6e3 noctosiHHOW 6opbbbl U Nobes Hag 310M B CAMOM
cebe HEBO3MOXHa XWU3Hb XPUCTUAHWHA, HecyLas
cnaceHue eMy caMmoMy, ero 6MXKXHEMY OKPY>XEHUIO
W, TNaBHOE, B KOHTEKCTE NOAHATOW npobaembl, OTte-
YecTBY — rocCyzapcTBy, KOTOpOe CkanajbliBaeTca
13 XKN3HEN TaKMX e XPUCTMaH, Kak caMm KOMMNO3MTOp

3. «Cytb EBaHrenvs B ToM, 4TO OHO ObpallaeT BHMMaHMWe
KO BHYTPEHHEMY COCTOSIHMIO AyLUW, KOTOPOE W onpegenset
JNNYHOCTb Yenoseyeckyto» [9]
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n ero coBpemMeHHuKN. Takum obpa3om, o BHUMa-
Te/IbHOM JyXOBHOM OTHOLeHnn Mogecta lNeTpoBu-
ya K COHBCTBEHHOM XMW3HW U TBOPYECTBY U3BECTHO
13 ero NMcem, TOMy MOXHO NPUBECTU ellle Hemaso
npuMepoB. Ho obHapyxwua au M.MN. Mycoprckuia
CTpeMeHne K «npasuioHol Oyx08HOU XU3HU»
B «TOHYAWLLNX YepTax» COBPEMEHHOrO eMy obLue-
CTBa, KOTOPOE BO MHOXECTBE NINL, NPeACTaBleHO
B HapOZAHbIX ApamMax «U3 npoulio2o 8 Hacmosujee»?

Bo «ecem MHo2006pasuu gpopm u 8UA08 XKU3HU»,
KOTOpble NHTEPECOBAIN KOMMNO3UTOPA, FeHNabHbIN
nccnesoBaTteNb AeNCTBUTEbHO 3aMETU U BbiBEN
Ha BceobLee cueHnyeckoe obo3peHne 6opbby
«noka cun xeamum». Ho Tonbko 6opbba okazanacb
MCKaXKeHa TeM, UTO BblIHECEHa 3a Npesebl BHYTPEH-
Hel XM3HW YenoBeka W NpeBpaLleHa, Kak nokasan
3putenam M.M. Mycoprckuid, 3 60pbbbl ¢ cobCT-
BEHHbIMW CTPACTAMU B 60OPbOY C BAMKHUMM U lWnpe —
CO BCEM rOCYAapCTBEHHbBIM YCTPOMCTBOM XXU3HM.
OTKpbITWE, CBA3AHHOE C MOBPEXAEHNEM «MPUPO-
Abl YeNoBeEKa», C UCKaXKEHNEM AYXOBHOW XM3HM yKe
6b110 cAenaHO B PyCCKOM MYy3blKaJlbHOM TeaTpe
4o M.M. Mycoprckoro M.W. TannHkor n A.C. Japro-
MbIXKCKUM. HO HennuenpuaTHas xapaktepuctuka
MepcoHaXxen B NPON3BeAeHMsX NPesLLeCcTBEHHNKOB
Mogaecrta NeTpoBunya aBasnacb UCkAOUeHeM Ha ¢o-
He OCTafbHbIX AENCTBYIOLMX ANL, U, ChefoBaTe lb-
HO, He Hecna yrpo3bl rocygapcteeHHon. M.M. My-
COPrCKN MNOKa3bIBAET HapyLUEHNE JYXOBHOM XXMN3HM
BO BCex 6e3 NCKIUeHMs nepcoHa)ax B obeunx Ha-
POAHbIX Apamax, MOXeT ObITb, MO3TOMY OHU W Ha3bl-
BarOTCA «HapoAHbIMU»! Takoe «paclimpeHue» aBns-
€TCA YHWKaNbHbIM, HUKTO B PYCCKOW omnepe — HU 40
M.T1. Mycoprckoro, H1 nocne — ero He gocturan.
B «bopuce lNogyHoBe» 1 «XoBaHLMHE» peyb naet
He CTONIbKO O «CMyme pycckoli», Kak HaLMOHaNbHOM
npobaemMe, CKONbKO 06 anokaaMnTUYeckor nospe-
>XKAEHHOCTWN rpexoM, Kak npobiemMe obuieyenoBe-
yeckor. MacwTab 0606LeHns yka3biBaeT NOBOJ,
«CMymsbl Ha 2ocydapcmee» — UCKaXKeHne AyXOBHOWM
XM3HW BO BCEX YYaCTHMKaX AeCTBUS 1, BMECTe C TEM,
0b6Hapy>KMBaAET MPUUMHY TaKOro COCTOSIHWSA BCErO Ye-
noseyectBa. KTo Hayuun ntogein 60poTbcs NpoTuB
611>KHEro BMeCTo TOro, Utobbl 6amXKHero ntobuTb?

«[MPAPOAUNTE/IbCKU TPEX»*

TonkosaTenn CBALLLEHHOTO NUCAHNUA 06 BACHAOT,
UTO HEOBXOAMMOCTb AEACTBEHHON BOPbL6LI He Oblna

4. «3Ta "HOBM3HA" CTapa, Kak NPapOANTENbCKUIA rpex» [5]
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npucyLa YenoBeky U3HavanbHo. «/1todu beliu co3-
daHel 019 dyxosHo20 0bweHus ¢ bozom, — paccka-
3biBaeT 6orocnoB A.N. Ocunos, — Tak u XXuau Hawu
npapodumenu e Paro — 6ecedoli c Coz0amesnem,
a He msxxesieiM mpydom U HenpemeHHOU 8HympeH-
Heli 6opbboli» [8]. Moka He coBepLIUAM MO Hayuye-
HWIO MajLlero aHresna npeaatenbcTso. [leno He B TOM,
uTO OAMH 3a Apyrum EBa 1 Agam oTKywwanu HeBeso-
Moro 167104Ka, a B TOM, 4YTO 370 66110 HenocayLua-
Hue bory, KoTopbIli npocun He ecTb Nioga ¢ 3TOro
AEepeBa, a NUTaTbCsA APYron Henccskaemor B Paii-
CKOM Cafy NuLLelr, B TOM YNCIEe U MaHHOM, KOTO-
pasi caMa cxoAmuna c Heba B NPOTAHYTYHO NlafOHb.
MocnywaHwne bory noam 3aMmeHnAM Ha nocny-
WwaHue Bpary boxuto, KOTopoe ¢ Tex cambIxX Nop
CTaNo KaMHEeM NMpPeTKHOBEHMSA B CyAbbe uenoBevect-
Ba. bOroc/s10Bbl Ha3bIBaOT 3TO «MNEPBOPOAHBIM rpe-
XOM». «Bo3spauyeHue k bo2y ¢ 3mozo camozo speme-
HU U cmano usmepsamecs Heobxooumocmero 60psbbl
co 3/10M 8 camom cebe, — npogonxaet Anekcem
Wnbny, —komopas ogpopmunace 8 0CHO8HOU 3aKOH
OyXx08HOU XU3HU U32HAHHO20 U3 Pas u 8biHyX0eH-
H020 msaxesno pabomame 015 N000epXaHUSA XU3HU
yesiogeka» [8]. BOoT KTo HaBen Ha nckaxkxeHue 3a-
aymaHHol Co3pateneM cyAbbbl YenoBevecTBa —
JIyKaBblI.

VimeHwn ero M.M. Mycoprckunin He Ha3blBaeT nps-
MO, KaK 3TO aenaeT, Hanpumep, W. F'ete n Bcaea
3a Hum L. T'yHo B kynneTax Meducrtodens ns one-
pbl «PaycT». Ho BepHbI NpaBge xun3Hu MogecTt
MeTpoBMY cMMBOAMYECKM 0HBO3HaUYaeT NPOUCXO-
Adllee «6aboli cnaemHel». JeNCcTBUTENBbHO, YacTo
2N IFOAN BCTPEYAOTCA BOOUWMIO C «Npassaujum 6an
camaxoli» AW Yalle BCe Xe UCMbITbIBatOT Ha cebe
3710, TBOPMMOE 6MXKXHMMN? CNNETHA 1 eCTb 06MaH,
JIOXb, Henpaeza, NykaBCTBO. borocioBbl HasbiBaOT
«gz2He30usleecs» B NPUPOAY YenoBeka NoToka-
HWe NYKaBCTBY «UCKyWeHUeM» UIN «npesbujeHuem».
M.M. Mycoprcknii, NOBTOpWM, Ha3Baja 3TO MNO-
HapOAHOMY METKO «CMNeTHel», KOTopas «KasHuUm
8ecb pod io0ckoli». TBOPUECKMI MOABUT KOMMO3MTOpPa
3aK/IH0YaeTCs B TOM, UTO OH MPaBAMBO U HeccTpaLliHo
yKazan NpUYMHY CMYyTbl B «4e/IOBEKE U YenoBeye-
CKMX Maccax». JlykaBbIli TEM W CUJIEH, YTO HEBUAWUM
1 NOTOMY Kak Hbl camo cob0oto CTankmBaeT Ntogen
B 6opbbe Apyr ¢ Apyrom. bbiTb 06HapoAOBaHHbIM,
Y3HaHHbIM, pa3cekpeyYeHHbIM — A/l HEro NepBbIN
war K noTepe BJacTu Haj yesoBekoM. HaBepHoe,
MO3TOMY TaK C/IOXKHO CKJajblBaeTcs TBOpYeckas
cyabba KOMMO3nTOpa B «MUpe cem», YTO OH OTKPbI-
TO NpeAyNPeXAaeT: «MOJbKO CnjiemHe NOKJIO0HUCS,

oM yMa Mbl OMKAXUCk, CNJIeMHS 8ce 88epx OHOM nNocma-
8um, U npocaasaeHHslx beccragum <...> 6olimece,
6otimece, Mos00ysl, 6abel cniemuu 3100-npe3od,
Umo kaszHum gece pod atdckol...» [4] — noroT
CTpenbubl B «XOBaHLUMHE».

M.M. Mycoprckunin He TONbKO yKasan Ha Npuyn-
HY CMYTbI, HO Y/10BWU OCOBEHHOCTb COBPEMEHHO
eMy dopmbl nykaectBa. C Havana BpeMeH naawni
aHren nsowpsetca B obmaHe yenoevectBa. CMyT-
Hble BpEMEHa PYCcCKOM NUCTOPUN OTANYANNCh TeM,
YTO NFOAM COBEPLUANN 310 NPOTUB BAMXKHErO, BNAOTbL
5,0 yBuincTBa, HO NPY 3TOM YBEPEHHO cuMTanu cebs
npasocnaBHbIMU. O6paTM BHMMaHWe, BCe Nepco-
HaXu B 06enx HapoAHbIX Apamax roBopsT o cebe,
Kak O NpaBOCAaBHbIX, TO €CTb O NIOAAX, BEAYLLNX
«NpaguieHyro OyX08HYH XKU3Hb».

«[lomomy u npousowna pesosroyus, — pac-
Cy>KAaeT Haw coBpeMeHHUK 0. KoHcTaHTuH Kambl-
LWaHoB, — NOMOMYy 4Ymo cqyumanu cebsa cmpaHol
Xpucma, <...> a Xuau kak nociedHue ¢eodassl
u paber» [12]. Kak xe yaaetcs KOMNO3UTOPY Noka3aTb
CMNETHIO B YesloBeKe, NPOoABAAIOLLEM ceba B fenax
37104€eeM, a Ha CioBax NpeacTarowm aHrenom? Cea-
Tble OTLbl Ha3bIBaOT MaBHbIM NMPW3HAKOM BepytoLLie-
ro yenoseka — mMoautay. M.MN. Mycoprckuii kaxaoro
yyacTHWKa AeNCTBMA B 0BenX ApamMax NMoABOAMNT K He-
06X04MMOCTN MONINTLCSA, U OKa3blBaeTcs, UTo 60/b-
LUIMHCTBO NepCOoHaXel He yMeroT 3TOro Aenatb MK UC-
KaxkatoT obuieHme ¢ borom. A ecnv HET MOANTBBI, TO
Kto >xe nomoxeT B 6opbbe ¢ «ybuliyeli om Haya-
210, /HKeYoM u omyom ku»? CaMoCTOATENbHO Yeno-
Bek nobeantb He moxeT. Ecin He obpaTtutbes
3a nomolbto K CnacuTento, rmbenb HEMUHyeMa —
Ha 3TO M paccuYnTbIBaeT NyKaBbll, YCbINAASR Yeno-
BeKa yBepeHHOCTbIO B COHCTBEHHOM NpPaBoOCNaBUn
npw 6e3aencTBmnm BO BHyTpeHHel 6opbbe co 310M.
C Takol cnieTHel o camux cebe He CnpaBAALOTCA
BCE YYaCTHUKM JeNCTBUA B 0Benx HapoaHbIX Apa-
Max, MoTOMY W 3By4yaT npowmnssegeHunsa M.I1. Mycopr-
CKOTO amnoKaanmnTuyecku.

«IMOPbIB 13 OB/IACTU [PEXA»>

TonbKO ABOMX MepPCOHaXxen nokasbiBaeT Mogect
MeTpoBuY B «nopeige u3z obaacmu epexa», nocne
KOTOPOro «W BCE NMpoYee UAET yXXe XOTs He bec-
TPYAHO, HO He Be3ycnelwHo» [16]. B nepBon onepe

5. «DT0 ecTb NepBbIWA, FaBHbIV U HETOYHBI MOPbIB U3 06AaCTY
rpexa. lMocne Hero 1 Bce Npouee MAET yxe XoTa He becTpya-
HO, HO He Be3ycrielliHO. YenoBek CTan yxe TBEPAOH HOroH
Ha 3emato 06eToBaHHy» [17]

3TO OCBELLEHHbIN LLepKOBHbIM TaUHCTBOM BEHUaHWs
Ha uapcteo bopuc NoayHoB. Bo BTopoin — npocee-
LLleHHble MaJol LEepPKOBbIO — CeMben (2 MMEHHO,
XeHaMu) CcTpenblbl. B napTum aTmx nepcoHaxem
HamMe4eHO BO3BpaLLeHue K «npasuibHol dyxoeHol
JKU3HU» Yepe3 cMupeHme n Moantey. CMupeHme —
B OCO3HaHWN COBCTBEHHON rpexoBHOCTU. MoauT-
Ba — B UctoBoM obpalieHun k bory Cnacutento.
B NlectBmue npen. MloaHHa, nrymeHa CuHamcko-
ro MoHactbips (cep. VIl Beka) MMEHHO cMUpeHHe
N MOANTBA Ha3BaHbl Ha4yasoOM cnaceHus. BaxHo,
4YTO Ha 3TOT NyTb repon M.I1. Mycoprckoro cTa-
HOBATCA He caMy cobol, HO BOXECTBEHHBIM MpPU-
KOCHOBeHMeM yepes 60Abluyto 1 Manyto LlepkoBb.
MpuHagnexHocTb K LlepkBn — He HOMWHanbHasg,
|a peanbHas, AeCTBEHHAs OKa3bIBAETCH raBHbIM YCI0-
BMEM CMaceHUst OT CMYTbl B €BaHIeNbCKOM KOHLeMNLum
M.IM. Mycoprckoro. Llapctso bopwuca Hanpamyto css-
3aHO ¢ bnarogaTbto LlepkBu: repoin He noasaseT-
CA Ha CLieHe A0 Tex Mop, MOKa He NPUMeT TanHCTBO
BEHYaHWA Ha LapcTBo. besble Kpbiaba aHrena, KoTo-
pble B HeAaBHeW nocTaHoBke «bopuca MogyHoBa»
ObIIM NpuaenaeHbl pexmnccepom K obpasy HOpo-
AVBOro®, Ha caMom fese, B COrnacum C aBTOPCKOM
Apamatypruel, npuHagnexat bopucy. MpuHsae baa-
roc/0BeHne Ha BnacTb, bopuc npmHnmaet 6oxe-
CTBEHHOE COMpPOBOXAEHWNE, KOTOPOE NPUBOAUT €ro
K NMoKasHWUIo 1, 6onee TOro, K My4YeHN4eCcKon KOH-
ymHe. HeceHue L@apcKoro BeHLa, Kak My4eHn4yecKo-
ro — yameutesnbHoe npospeHune M.1. Mycoprckoro
«13 npowis1020 8 Hacmosuwee» n byayluee.

MapTnsa bopuca HaunHaeTcs € ocBeLleHns baaro-
JaTblo B TaMHCTBe, coBepaemom Llepkosebto. [NapTua
CTPEeNbLOB 3akaHYMBaETC BOXXeCTBEHHbIM NMPUKOC-
HoBeHMeM, koTopoe M.IM. Mycoprcknii — pageTtenb
>KM3HEHHOW NpaBgabl 0bnekaeT B opMy SMOLMOHaNb-
HOrO OTUUTbIBAHUSA XXEHAMWN CBOUX MYXel CTPesb-
uoB. VIMeHHO cemba — Manas LEepKOBb YAep>K1BaeT
CTpeNbLOB OT rmbenu, rpossLLen UM OTTOro, YTo
«He gedarom, 4mo meopsAm». XeHbl NPAMO yKa3blBa-
FOT MY>KbAIM, KTO OHU TakKune 1 YTo AenatoT. B pesynbra-
Te CTpe/ibLibl MPO3PEBALOT He TOJIbKO B CBOMX rpexax,
HO 0006LLatoT B CBOEW, Ha NEPBbLIN B3rsS, LWYTOUHON
MecHe o crnneTHe, AesHWSA BCEX MepPCOHaXxen ApaMbl,
OLeHMBasA X Kak NpecTynHble u Tpebytolwme cyaa:
«CniemHuy, cnnemHukos — Ha cyd!». CtpeneLkas
necHs, KOTOPYH peAakTop NocyYmMTan BO3MOXHbIM
yAanuTb U3 NOCAeA0BaHNA HaPOAHOMW ApaMbl, Ha-
UMHaeTCcA Kak jpa3Huika, obpalleHHas K XeHam.

6. URL: https://video.orpheus.ru/videos/mtFsh5ZzhgoR (sata
obpatueHunsn 6.02.2024)
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Ho uem panblie, Tem 60nee cepbe3HbIM CTaHOBUT-
Csl ee cogepxKaHue. ITa NecHs He HasuaaTesbHo,
Mo-CyLLEeCTBY CBUAETENLCTBYET O CMUpeHMn. Kak cka-
3aHo y cBT. PeodaHa 3aTBOpHMKaA: «brazodame
pacwiesenuna dyx, <...> Yes08eK ACHO co3Haem, Ymo bbi1
npesbwjaem u ygaekaem npuspakamu Ha nazyby cebe,
U omepawyaemca om Hux, KGKk om 8pazos, nepe-
X004 xenaHuem u uzbpaHuem HaG NPoOMUBONOJI0XK-
Hell UM nyme 3anoeedeli u 6o2oyzox0eHus. <...>
u 8 dyxe npou3HOCUMCA pewieHue: «pex coxpaHume,
3akoH Teol, locnodu» [16]. 3TUM TOAKOBaHMEM MOX-
HO 6bIJI0 MPAMO «MEPEBECTU» COAEPXKAHME MECHM,
ecnv 6bl He «omepaweHue om nazybsi». V13bpaHue
«nymu 6020y20xx0eHuUs» HacTynaeT He cpasy, a nocae
TOrO, KaK CTpesibLibl HPOLLEHbI CBOUM 3eMHbIM «6amb-
Koli» N oCTaBNeHbl OAUH Ha OAWH C COHBCTBEH-
HBbIMWU «naz2ybHeiMU npu3pakamu». TONbKO TorAa
«B lyxe MPOU3HOCUTCS peLleHre» — 3TO MOJINTBA
BCEro CTpeneLKoro obLecTBa C XXeHamu 1 AeTbMuy,
KoTopas fABASETCA OTKPOBEHWEM HapPOAHON ApaMbl
«XOBaHLLNHa».

«TPECKYYAS MMPABAA»’

B peBOAHOLMOHHON KOHLEMNLUN NPOLLAOro CTO-
NeTus, MPUHATON B UCMOJHEHUN HAPOAHbIX ApamM
M.M. Mycoprckoro B pegakuyuun H.A. Pumckoro-
KopcakoBa, kputepuem foBepusi TOMy AN MHOMY
MepCoHaXxy ABAAETCA He HapyLUIeHHas Uaun, Hanpo-
TVB, NOCTaBNEHHAs Ha NyTb BOCCTAHOB/IEHWA AYXOB-
Has XW3Hb, a COC/IOBHOE MOJIOXXEHWE — @ UMEHHO,
Hu3Lwee. BoxXaaMu Ha NyTW peBONOLMOHHOTO Npeo-
[ONEHUNA CMYTbl B PeaKTOPCKOM BEPCUM CTAHOBATCA
[Ba MHbIX, YeM B aBTOPCKOM BapuaHTe, MepcoHaxa.
B onepe «bopuc NogyHoB» — 3TO ropoxaHe v bpo-
AArY, KOTOpble CUMTAOT cebs C «npasocaasHsIM
sto0om»®, B TO BpeMSs, Kak U Te, N Apyrue norte-
PANV BCAKOE PacCy>XAeHne 1 NojAaroTca MaHumny-
NAUUAM A0 TAaKOW CTEMEHW, YTO O4HWN N3buparoT
Ha LLapcTBO «Llapeybuiuy», B 4pyrne roToBbl 3a-
KOHHOrO Lapsa youtb: «bopucy cmeptb!» — kpnuat
HacTpoeHHble NpejaTenamu Bapanamom n Mucan-
nom 6pogasarn. B «XoBaHLWMHe» — 3TO yweawunii
«B Hapog» 6bIBLWINA KHA3b Mblweukunin Jocnden,
KOTOpPbIN cunTaeT cebs «cnacumenem mMupa», Ho
npwv 3ToM ybuBaeT ntoseit 6obLue, YeM BCe OCTaslb-
Hble yYaCTHUKKN aeicTBmA. Kak MOro cayyumnTbes,
UTO MMEHHO 3TV NePCOHaXHM B PesakTOPCKOM BEPCMM
OKa3zanucb BeAyLMMmM «KO ClaceHnto»? 3To npou-

7. Cm. cHocky [3]
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30Wn0 6rarofapsa NCKYCCTBEHHOMY «yJ1yYUIeHU0»
06pa3oB, KOTOPOe CTano BO3MOXHO MpW COOTBET-
CTBYHOLUMX KyMtopax B IMbpeTTo. Pegaktop yaanumn
MMeHHO Te ¢pparMeHTbl, B KOTOPbIX Ha3BaHHbIe Nnep-
COHaXu NpeACTaBAeHbl C XyALLei CTOPOHbI. Hanpw-
Mmep, B nposiore onepsbl «bopuc logyHoB» OTCyTCTBYET
BaXKHOe aBTOPCKOe MOBTOPEHMWE 3NN304a, CBA3AH-
Horo c 6e3paccysCTBOM Hapoja — CMMBOJIOM 3TOTO
COCTOSIHWA BbICTYNaeT NpecioByTbii MuTioxa. B nep-
BOM JeMCTBUMN «XOBaHLLMHbI» XapakTepucTmka npum-
LLIOrO MOCKOBCKOTO /1t0Ja INLLAETCA HanopuCToro
3aNu3oja npeciesoBaHuUs, B KOTOPOM JOAN rOTOBbI
pacTep3aTb nogbsayero. Hanbonee apkoe kynuposa-
HWe, cBA3aHHOe ¢ 0bpa3som Jocndes — To, rae «cmu-
PEeHHbIV pab boxni», He CMyLLLAACh, KNUUTCA BAa-
CTbtO HapasHe ¢ XoBaHCKUM 1 [oanuymHbiM. U ap.
YnyJlweHve ofHMX NEPCOHaXen 3aKOHOMEPHO
NPUBOAUT K YXYALIEHUIO APYruX, Hanpumep, oTme-
yYeHHbIX M.I1. Mycoprckum bopuca n ctpenbuos.
Tak, BMeCTO 06LLeyes0BEYECKON «CMIETHW», KOTOpas
TpebyeT 0bLLeHeNOBEYECKOrO NPEOAONEHNA, BO3-
MO>HOrO TOIbKO € MomMoLyblo Cnacutens, B pesak-
TOPCKOM BEPCUN aKLLEHTVMPYETCA COCNIOBHOE peLleHmne
nNpo6emMbl, KOTOPOE B PEBOJIFOLLMOHHON TEPMUHO-
JIOTUM UMEHYETCs «KaCCOBOWM BpaxAon» un BeaeT
He MHaue, KakK K «yCmpaHeHUr 3KCnJayamamopos
8 sude yepksu u 2ocydapcmea». M.IN. Mycoprckunia
npeAynpexgan o Takoro poAa OTHOLUEHWUN K «Xy-
doxecmeeHHOU npasde», yTBEPXAAS, UTO «NOKA3bI-
8ame n1100sim todeli y4duue, Yem OHU ecme» — NyTb
He KO CMaceHuto, HO K ellle bonbLueit cmyTe. Kommo-
3UTOP Aaxke Halles onpejeneHve TakoMy nckaxe-
HWIO AENCTBUTENBHOCTM U Ha3blBaa €€ «TPecKy4ewn
npaBAon» NPoTuB «HacmoAuwjel npagdel». Tako-
ro pofa «knaccoBbli» B3rs4, KOHEUHO, He Bbin
BHeceH Hukonaem AHgpeeBnyeM 6e3no0UBEHHO,
HO B OnpeAeseHHON CTeNeHn OH NPOMNMUcaH caMmmm
aBTOPOM, YOBUBLUMNM €r0 B AeNCTBUTENbHOCTW. Pe-
[,aKTOp COKpaLLlleHVeM TeKCTa AMBbPeTTO NLLb BONbHO
WAN HEBOJIbHO OyCcMAWA TeMy. Y aBTopa TakxXe OT-
METMM COC/IOBHOE CofepXKaHNe B CaMmUX Ha3BaHMAX
onep. CknaAblBaeTCs BreyatneHne, 4T KOMMO3UTOP
3aZlyMblBan HapOAHble Apambl, Kak nocaesoBaTeNb-
HbI/ COCNOBHBIN CMOTP OBLLECTBa, Xenas HaBepHsKa
pa3obpaTbCs B TOM, «KTO BUHOBAT» U «4TO Jenatb».
HanomHMM, UTO M3BECTHbI TPU HapOAHbIE ApaMmbl
Mogecra Metposunya: «bopumc [ogyHOB», «XOBaHLMHa»
n «[yrayeBLlumHa»®8. Ha nepBbI B3rasg, B Ha3BaHWAX
onep o4YeBUAHbIM NPEACTaBASETCA UHTEPEC K pas-

8. Tepsble ABe onepsbl, Kak N3BECTHO, ObIN NOJHOCTHIO OKOH-
YeHbl KOMMO3UTOPOM B knaeupe, «bopuc fogyHoB» opke-

HbIM YPOBHSAM >XW3HU: BbiCLIEMY — LLAPCKOMY
B «bopuce NogyHoBe», cpesgHeMy — 60SPCKO-KHSA-
KEeCKOMY B «XOBaHLLUMHE», K HU3LLIeMY — MPOCTO-
Hapoauto — B npeznonaraBllencs «yrayesLinHe».
Ho npw 6anxaiwem paccMOTPEHUM BONPOC O Npu-
UnMHax «cMymel pycckoli 0a 6e3Haqanus» [3], koTo-
pbI 06bEAMHAET BCE CHOXKETbI, BbIXOAMUT 3a Npesesbl
COCNIOBHOTO 06bsicHeHUs. Bce nepcoHaxun B 0benx
HapOAHbIX Apamax, MOBTOPUM 3TO eLle pas, obbean-
HeHbl OOLLMM COCTOSIHMEM — OHW BoproTCs C 6AMXK-
HeM Jaxe A0 ybuiicTBa NociefHero BMecTo Toro,
YTOObI BbIMONHATL CBOW XPUCTUAHCKUIA AOAT, NPO-
ABNAA N060Bb: HosApe 1 KHA3bS MO CBOEMY MpU3Ba-
HUIO — NoAjep>XMBas Lapsa 1 3aboTacb 0 Hapoae;
HapoZ No cOBOPHOMY PacCy>KAEHUIO — KPeCTbsAH-
CTBYS U BbINOJIHAS peMec/eHHble U apyrue pabo-
Tbl; BOVHbI — 3alUWLLAA CBOO CTpPaHy OT BParos.
M.M. Mycoprckuii B kax Aol HOBOW apame 6yaTo bbl
npoBepsieT cebs — «He Moxem 6bims, YMobs! A 6bi
80 8cem Henpas, He Moxem 6bime» [5]. HapoaHu-
yeckas «[lyrayeBLynHa», No BCeN BUAMMOCTY, bbina
6bl eLle OAHOW reHNanbHOM Bapualmeln Ha TeMy
eBaHrenbCcKoro Bblbopa vesnoBeka, nNpeaynpexse-
HMEM U NPOPOYECTBOM O NMOCNEACTBMAX BOroOTCTY M-
HuuyecTBa. Kakol LieneycTtpeMaeHHbI CMbICIOBOM
MOHOTEeMaTV3M B onepHbIX MacluTabax!

Ecnum Tonbko npeactaBuTb cebe cLieHbl 0beunx
ApaMm, Kak Yepesy BapuaLnii Ha OLHY U Ty Xe TeMy
«nopeiga u3 obsacmu epexa», KakumMmm NMpocCTbIiM
N ACHbIM TOrja nNpeAcTaHeT BO3MYyLLaBLlee HeKo-
TOPbIX COBPEMEHHWKOB KOMMO3MTOpPa «HarpoMo-
XAeHUEe cobbITUl», «HeyMeHue dogecmu 0eso
00 KOHYa», KaKMMU CTPaHHBIMUW MOKaXyTCA U apyrve
OLEHOUHbIe CYXJEHUs, He UMEIOLLME K TBOPYECTBY
N AnyHoctn MogecTta MNeTpoBuUa HU ManelLwero
OTHoLWeHWsA. KoMno3nTop, He MOBTOPAACH B AeTansX,
pacckasbiBan OAHY U Ty XXe UCTOPUIO, MOATBEPK-
Jas NPaBUAbHOCTb BbIBpaHHOro MeToga «ucce-
dosame moH4atiwue 4epmel NpupoObl Yes08eKka
U yesogeveckux Macc, Ymobsl KOpMUMb UMU Heslo-
geyecmeo, kak 30oposeim br00om» [5]. Takum obpa-
30M, YTOObI OTbICKATb HOBbIV, EBAHI€/IbCKNIA «Oeper»
cofep>XaHunsa HapogaHbIx gpam M.T1. Mycoprckoro,
HaM — nccnefoBaTeNaM. UCMONHUTENAM, CayLla-
TensiM HeobXoAMMO, Npexae BCero, NepecTponTb
HanpaBJ/ieHne Noncka, KOTopoe A0 WX Nop 3afaBa-
JIOCb COCNOBHbIMW KaTeropuamun. Mogect lNMeTtpo-
BMY Mycoprckuii CBOMMW HapOAHbIMWU ApaMamMu
coBepllaeT HacTOAWMNIN TBOPUYECKMN NPOpPbIB

CTpOBaH. CBegeHus o nocne,a,Heﬁ - TpeTbeI‘;l Apame coxpa-
HUANCb B NUCbMax KOMMO3UTopa.

B UHYHKO — «HACMOAWYH» peanbHOCTb. Kaknumm xy-
[O>XKEeCTBEHHBIMW KaTeropmamMm oHa nmepserca?
B uem npossnset cebs «ob6eToBaHHas HOBU3HA»
onepHoro tBopyectea M.I. Mycoprckoro?
Bo-nepBbiX, KOMNO3MTOP CTaBUT BO riaBy obe-
NX HaPOAHbIX ApamM BONE3HEHHYIO «U3 NPOLI020
8 HacmosAwee» n byayliee TeMy «CMyms! Ha 20Cy-
dapcmee», OT peLLeHMs KOTOPOI BO BCe BPeMeHa
3aBucena cyabba Hawero OTtevecTBa. Bo-BTOpPBIX,
NpaBAMBO PacKpblBaeT NPUUNHY «CMYTbl PYCCKOW,
faa 6e3Hauanma», kotopaa n3 chepbl COCNOB-
HOW — 3KOHOMMWYECKOW XM3HM obLLecTBa nepe-
HocKTCS B chepy BEPOOOPa3yoLLy0 — AYXOBHYHO.
O6HuLWaHVe fyxa — BOT Kakol obLniA Ana nyTb
K rmbenn ykasbiBaet M.M. Mycoprckuin n cmeno,
XOTSl U MHOCKA3aTe/IbHO, Ha3blBaeT BUHOBHMKA MPO-
nexogsawero — «baby cniemHro», TO eCTb 3aBef0-
MYIO JIOXKb UAWN «mpecKy4yro npagdy». B-TpeTbux,
M.IM. Mycoprckuii yka3bliBaeT e AMHCTBEHHO BEPHbI
MyTb CMACEeHUs JHOAEN 1N CTPaHbl, KOTOPbIA OTKPbI-
BaeTCs He B HarHETaeMOW PEeBOJIFOLMOHHOM aTake
Ha «3KCMAyaTaTOpPOB», @ B CBETALLUMCS U3 BEYHOCTU
€BaHre/IbCKOM BO33BaHUMN K CMUPEHUIO U MOUT-
Be. «Cmsxu Oyx MUpeHU mMeICA4U CNACymcs 80Kpy2
me6s» — TaK MOXHO BblPa3nTb NOTAaEHHYH MbIC/b
komno3sutopa cinosamum npen. Cepadnma Capos-
CKOro, npotuesero 3eMHOW NyTb CTONETMEM pa-
Hee M.T1. Mycoprckoro. Lutata npocnaBaeHHoro
B /InKe CBATbIX ¥rogHuka boxwmsa B cBA3M € cogep-
>XaHneM HapogaHbIx gpam M.I. Mycoprckoro npu-
BOAMNTCS He A/1f «KPACHOTO CNOBLIA» U He sBAseTCs
YCNOBHOCTLHO. Bbicka3biBaHus camoro Mogecra Met-
poBMYa HanoHeHbl 06pa3amMu AyxoBHbIX MnucaHni,
B 3HAHUM N UCMONHEHNN KOTOPbIX KOMMO3UTOP, Kak
Mokas3blBatOT ero NMcbMa, Hbln OUeHb PEBHOCTEH.

«3EMJIA1 OBETOBAHHAA»

HanoMHMM, KaKk NONHOCTbIO BbITAAANT pac-
cyxaeHne M.I1. Mycoprckoro o uean TBopyecT-
Ba: «C bosbWIUM pBeHUeM K Ho8biM bepezam noka
6e3bpexHozo uckyccmesa! Vickame amux bepezos,
uckame 6e3 ycmanu, 6e3 cmpaxa u cCMyuweHus,
u mgépdoro Ho20H cmame Ha 3emsae 06emosaH-
Holi — 8om sesuKkas, yenekamesnobHasa 3adayal»
B 3TOM CMIBHOM BbIpaXeHUN MOXHO OTMETUTb He
TO/IbKO BOCMUTaHHYHO Ha BUBNENCKO-eBaHIeNbCKNX
NCTOYHMUKaAX GaHTa3no KOMMO3MTOPa, HO NPAMYHO
LMTaTy M3 CBATOOTEYECKOro TeKcTa: «maépooro
HO20t0 cmame Ha 3emsie 06emo8aHHol». ITO 3a-
KArounTenbHas Gpasa 13 TONKOBAHWUSA CBATUTENA
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®eodaHa 3atBOpHMKa Ha 57 ctmx 118 ncaama «Hacme
mos ecu, focnodu, pex coxpaHumu 3akoH Teoli»
(Mc.118:57). 57 ctnx, kak ob6bAcHAeT ero cBT. DeodaH,
CBUAETENbCTBYET O MEpPBbIX Llarax rpelHnka Ha
NyTV UCTUHBI. YANBUTENBbHBIM O6pa3oM TOKOBA-
HMe OKa3blBaeTCA CBA3aHO C «HOBbIMW bepera-
MUK» onepHon gpamatyprun M.M. Mycoprckoro.
CBT. ®eodaH paccyxgaeT: «Hacme mos ecu, [ocno-
Ou». Komy npunuyHo ckazame asmo? — [Ipunu4yHo
<...> ocmasssaroweMy 2pex U 8038paujarouyemycs
Ha 0obpeili nyme 3akoHa boxus. <...> kak 3mo 8UOHO
U U3 8Mopo20 NOMYCMULIUS: «pex COXpaHUMmMu 3aKoH
Teoli». bayxdan s docese Ha pacnymusx epexa; me-
nepe nosaazaro meepdoe HaMmepeHuUe XpaHume 3aGKOH
Teod, l'ocnodu, umob, yeodus Tebe, cmsxxame Teba
u 8 Tebe obpecmu noJsiHoe ycnokoeHue cepoyy
moemy. Omcesie Tel Yacme MOS, U 3akoH Teoli —
npasuso moeli Xu3Hu!

Smo peweHue ecms 861800, Unu cnedcmesue
u3 npedwecmsyrouux UsMmeHeHUl, NPoUCX00aUUX
8 dywie 2pewHUKa, Ubo He 80pye OH MOXem ckazame
mak. <...> Kak 3mo npuxodum Ha yM, KaK npukoeasi-
8ademcs K momy 8HUMAHUe U KaK 3auHmepecossied-
emcsl 3muM yesiogek <...>, — 3mMo cekpem Hawel
Jyxo08HOU XU3HU, KOMOPO20 HUKMO 00BACHUMb He
8 cunax. losopum moseko, ymo 6a1azodame boxus,
eli mosieko 8e00OMbIMU NyMAMU, NPOXOOUM 8HYmMpb
do 2/1ybuHbI CO3HAHUA U co8ecmu, U pacmpesoxu-
saem mam Oyx 4Yes08eKa Mak, Ymo oH Haxooum
HeomJ0XHoiM 0esloM celivac xe 3aHAMbCA CBOUM

HpascmeeHHbIM COCMOAHUEM U UcnpassieHuem ezo.
Ho smo moseko Hauano dena. <...> baazodame pac-
wesenuna dyx, cnoso boxue npowsio do pazdesneHus
dywu u Oyxa, CO3HaHuUe U co8ecmMs BHAMHO yCJbl-
wanu obudeHue npexHel XU3HU U CO2AACUNUCH
C HUM, — menepb npedsiexxum camoMy Yeso8eKy pa-
6oma — obcydums, u 00Ho ombpocume, a dpyz0e
npuHames. Y1 amo enasHoe: mym Ha4uHaemcs 60pe-
6a 8Hympu HaA XU3Hb UIU Ha cMepme. <...> Hako-
Hey, epex, Mup, camaHa obau4aromcs 8 Henpagocmu,
pazobaauyaemca ux obMaH4uB0CMb,; 4esn08eK ACHO
co3Haem, 4ymo 6bl1 npesbwjaeMm u ygaekaem npu-
3pakamu Ha nazyby cebe, U omapawjaemcs om Hux,
Kak om gpazo8 <...> banazodame boxusa 3akpensis-
em 3mo XesiaHUe 3a 4yesl08ekoM, U 8 dyxe Npous-
Hocumca peuleHue: «pex coXpaHUme, 3akoH Teod,
locnodu». Omcene — Tel, focnodu, yacme mMos!».
<...> 3mo ecmo nepsblli, 21a8HbIl U HeMoYHbIU no-
pelg u3z obsacmu epexa. lMocae Hezo u ace npoyee
udem yxe xoms He becmpyOHo, HO He be3ycneuu-
Ho. Henosek cman yxxe meepdor0 HO20H0 HA 3eMJIH0
obemoaaHHyr» [16].

Tak n 'y M.IN. Mycoprckoro — «g Hayase 0ena»,
HO «CmMaswumu yxxe maepdoro Ho20H Ha 3eMsito 0be-
mosaHHyr» nokasaHbl bopuc FogyHOB B 04HOUMEH-
HOW HapOAHOM ApaMe 1 CTPesibLibl B «XOBaHLLMHE.
BOIbWMHCTBO e OCTaNbHbIX yUaCTHUKOB AENCTBUS
norunbaert, «6ayxdas Ha pacnymusx epexa» v rposs
rmbenbro OTeyecTsy.
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