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THE LADDER OF DIVINE ASCENT
IN A. DARGOMYZHSKY'S OPERA
RUSALKA" BASED ON PUSHKIN'S POEM
ON THE 225TH ANNIVERSARY OF A. PUSHKIN

Summary: A.Pushkin’s poetic dramas attract research-
ers’ attention with the infinity of content, where each era,
due to certain reasons, highlights the sum of meanings.
It seems that the evangelical view, the most important
for Russian culture, is the basis of a universal view on the
works of the genius of Russian literature (if such is pos-
sible in the absence of special explanations from the au-

Among a wide range of listeners and even musi-
cians, A.Dargomyzhsky is a composer whose name
is associated primarily with chamber music — songs
and instrumentals. However, why then did his con-
temporaries, musicians, call Dargomyzhsky a “tre-
mendous” opera composer (as César Cui said [12])?
Why did they not leave the parts from his innova-
tive recitative opera The Stone Guest, carefully writ-
ten out in a personal notebook (as M. Mussorgsky
did [6])? Opera is indeed the leading genre in Dar-
gomyzhsky’'s work. His legacy includes six operas:
Esmeralda (1838-1841) 2, The Triumph of Bacchus
(1843-1848), Rusalka (1848-1855), Mazepa (1860),
Rogdana (1860-1867), The Stone Guest (1866—1869),

1. The article is based on the author’s report at the International
Scientific Conference: St. Petersburg Traditions of Russian Art:
A.Pushkin, M. Glinka, N. Rimsky-Korsakov. The Rimsky-Korsakov
St. Petersburg State Conservatory, October 28-29, 2024.

2. For each opera, the years of work on them are noted.

thor himself). Today, it is not only expressed but is also
traditional in Pushkin studies. Musicology is also trying
to follow the same research path. The annotated article
summarises the semantic and musical content of the op-
era Rusalka; moreover, it mentions the opera The Stone
Guest in connection with attention to the spirituality of
the works of A. Pushkin and A. Dargomyzhsky.

Within itself art carries a longing for the ideal. It, in essence,
must instil hope and faith in a person, even if the world that
the artist talks about leaves no room for hope.

A. Tarkovsky [12]

some unfinished. Of all of them, only the last ones,
based on Pushkin’s plots, are included in the reper-
toire. The fact is that the composer did not imme-
diately find his theme, his opera genre.

Russian opera of the 19th century evolved into
two genre directions, let us call them Grand Op-
era and Little Opera. Attention to the spiritual life
of man, the “new element in art” which, according
to V.Odoevsky [7], is acquired in Glinka’'s works,
is at the centre of both genres. How do these two
directions differ? In Grand Opera, the spiritual life
of man is considered in a very broad context and
has an impact on the fate of, if not the world, then
certainly the state. Such are the theatrical master-
pieces of Glinka, Mussorgsky — Grand Operas. Dar-
gomyzhsky also began to work in this genre — his
Emeralda, Mazepa, Rogdana raise issues that res-
onate at the level of the Kingdom of Heaven and
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the Church, as V. Karpets [5] spoke about the great
themes of Russian culture. However, Mazepa and
Rogdana were not finished, and Esmeralda waited
eight years to be staged, never gaining a foothold
on the stage.

And only when Dargomyzhsky turned to Push-
kin's chamber works — to the Little Tragedies, to
which Rusalka can be attributed, the work proceed-
ed completely differently and operas that can be
called Little Operas appeared. Here, the spiritual life
of a person is considered in its influence on the in-
ner circle of people. It is the theme that turned out
to be consonant with the gift of the composer — he
was a subtle interpreter of the human heart and an
expert in the foundations of the person'’s spiritual
life. In Rusalka, he picks up the idea that interested
Glinka in the tragedy Prince Kholmsky, that is, he
testifies to the process of the fall of man: how does
it happen, what is the reason? In Christian culture,
the Gospel is the main measure of the spiritual life
of a person, and this theme receives special inter-
pretation in the book The Ladder of Divine Ascent.
As is known, it is the work of the abbot of the Si-
nai Monastery, John, which summarises the expe-
rience of understanding the life of a person of the
first centuries of the New Testament. The saint lived
at the end of the 6th — first half of the 7th centu-
ry. An iconographic image of the Ladder is known;
one of the earliest dates back to the 12th century
and comes from the same Sinai Monastery.

The book The Ladder of Divine Ascent or the
Spiritual Tablets is a textbook of the spiritual life
of a Christian. And although it is dedicated to the
monastic order, it explains things common to all
people; in essence, it is a textbook for all Chris-
tians 3. It tells how and what passions are conquered
by virtues, that is, it explains the laws of spiritual
life, which is nothing other than a struggle with sin
[8]. Not contemplation, not pleasure, but precise-
ly a struggle... Reverend John Climacus notes thirty
steps on the path of ascent to the highest virtue —
love, which is understood as service to your close
one, even to death.

Moreover, we will turn to The Ladder of Divine
Ascent as a value guide in determining the content
of Russian operas, the personalities of the charac-
ters. Problems with understanding the meaning of

3. Of course, the author's conclusions are based not only on their
personal experience, but, as is proper in the Orthodox Catholic
Church, on the experience of other saints and in correlation
with the Holy Scripture. Christianity claims that spiritual life
develops in no other way than in the struggle with sin.
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Russian opera masterpieces do indeed arise if we
explain the libretto and the use of certain means
of musical expression from the viewpoint of gen-
erally accepted characters (lyrical, heroic, typical)
that have developed in European culture. Such ide-
as about expressiveness are based primarily on the
theory of affects, taking into account all the chang-
es from era to era. What is it? It is a secular phil-
osophical system that was formed at the end of
the Renaissance, frankly speaking, on the ruins of
theological truths that passed into the domain of
psychology, philosophy, etc. [10] With the birth of
Russian opera as a faith-centred art, the need to
search for another instrument that could measure
the magnitude of lyricism, heroism, character, etc,
arose. Where to look for this instrument? For faith-
centred art, it is in ideas about the spiritual life of
man. Therefore, we turn to the help of St. John Cli-
macus to understand the meaning of the opera
masterpieces of Russian classics.

So, what is the relationship between the char-
acters of Rusalka and The Ladder of Divine Ascent?

As is known, Dargomyzhsky had to finish Push-
kin's drama. He did this in line with other simi-
lar works by the poet: the poem Rusalka ("A monk
once took refuge in the dense oak groves above the
lake...”, 1819) and one of the Songs of the Western
Slavs ("Prince Yanysh fell in love with a young beau-
ty...", Yanysh Korolevich, 1834). Both of these works,
the poem and the song, end, let us recall, with the
death of the heroes — like in the opera. Moreover,
Dargomyzhsky made other additions to the drama,
for example, related to the image of the Princess in
the third act or the Princess and the Prince in the
second act, etc., in line with the meanings laid down
by the author. What was the result?

The characters of Rusalka, in our opinion, form
pairs: one is the Miller and the Prince, the other is
Natasha and the Princess. The female characters are
shown at the very pinnacle of virtue, from where
they are cast down by the male characters. Who are
the Miller and the Prince, who not only bring their
own lives to a disastrous end, but also the lives of
their close ones? And why do they, all four heroes
of the opera, end up unhappy?

The Miller and the Prince imagine themselves
standing somewhere very high, on the steps of
"good” and "love”, as they themselves say. The Mill-
er points to the need for “good deeds”, “reasona-
ble behaviour”, and “hope”, explaining to Natasha
the rules of “decent” life. In turn, the Prince aims at

such evangelical concepts as “bliss”, “love”, "happi-
ness”. However, all these lofty statements, both the
Miller and the Prince’s, turn out to be false; thus,
their deeds are low. It turns out that the "good-
ness”, "“reason”, "hope” that the Miller spoke about
are connected either with deception (“manage to
lure (an eligible groom) with caresses or fairy tales,
try to hold on to him with reproaches and hints!")
or with benefit, as Pushkin wrote: “gain some prof-
it for yourself or benefit for your family”.

The same is true for the Prince. At the end of
the first act, Natasha says about the “eternal un-
earthly love” that, in the Prince’s opinion, the young
couple “enjoyed”: “and they are free, | suppose, to
entice, swear, cry, and say: | will lead you to my
bright home... teach them to rise at midnight at the
sound of their whistle and sit behind the mill until
dawn”. That is, the Prince deceived her in a com-
pletely earthly way. And what about the “bliss” he
speaks of? Let us recall: “My dear friend, you know
there is no lasting bliss in the world: neither noble
birth nor beauty, nor strength, nor wealth; noth-
ing can escape misfortune...”. What kind of “bliss”
is this instead of the Gospel one: "Blessed are the
poor in spirit, for theirs is the kingdom of heav-
en”, “blessed are those who mourn, for they shall
be comforted”. And here, he is deceiving; there is
eternal bliss, only it lays in that immaterial realm
which is inaccessible to the Prince. That is why they
agree — the Miller and the Prince in selling Nata-
sha, since their affairs are equally based on decep-
tion, and their goal is temporary gain. The Miller
and the Prince speak the same language and un-
derstand each other. The Prince came to the mill
for the last time in order to “give his father the gift
he had long promised”!

What is the relation of the Miller and the Prince
to the Ladder of Virtues? False relation! They op-
erate with lofty, ladder-like concepts, that is, they
place themselves very high in their understanding
of life; however, they commit low actions that lead
both themselves and their loved ones to death. As
Mussorgsky vividly said about this, people are in
a state of “gossip” about themselves. The back-
ground of this gossip is the original sin, when our
ancestors, at the instigation of the enemy, imagined
themselves to be gods (climbed high) and began
to commit acts contrary to God (fell low). Modest
Mussorgsky showed this problem on an apocalyp-
tic scale, he testified to the “gossip” that “executes
the entire human race”. Dargomyzhsky began this

conversation on a chamber level. Following Push-
kin, he wrote Little Tragedies.

In musical dramaturgy, we notice the disorder
that the Prince and the Miller bring to all the opera
parts in which they appear (and the Prince’s pres-
ence on stage is continuous, that is, he sings almost
always and everywhere). First, about the Miller. The
opera opens with his aria. The aria is three-part in
form. The text is characterised by couplets, only
the refrains each time differ in length and varia-
tion of the text. Where the text remains the same
and is repeated, the melody is not repeated. There
is a feeling that something is wrong with the Mill-
er, since the forms of the poetic and musical text
do not quite coincide. In the scene with the choir
from the third act, this impression is confirmed. The
Miller's madness is expressed here directly in con-
trast to the beginning of the opera, where only vi-
olations of the logic of the form gave alarm signals.

Natasha brings the organisational principle to the
musical form. It happens in the trio with the Miller
and the Prince, in the duet with the Prince, in the
duet with the Miller and the scene with the choir
from the first act. In the trio, these are two ariosos of
Natasha: sad and joyful. In the duet with the Prince,
there are three lines that direct the hero’s indeci-
sion. Natasha says for her interlocutor everything
that he plans to say but does not dare. Her first line
is about grief: “grief awaits us”. The second line is
about separation: “separation threatens us”. It is
important that Natasha sees in the Prince the best
that can be seen in a person of his position. As is
known, from time immemorial, the princely title was
associated with military exploits; it was for valour
on the battlefield that warriors received a high rank.
This is how Natasha reasons; she calls the military
campaign, to which she is going to go with her lov-
er, the reason for separation. Her third line in the
duet with the Prince is about marriage: "now | un-
derstand: you are getting married!”. Although Na-
tasha controls the development of thought in the
ensemble, she also leads her part equally with the
Prince, responding to his “revelations” that have
burst forth. She has something to say: she consoles
the Prince in sorrow, she promises not to leave him
in separation, and in marriage... — here she cannot
find what to say: “everything is wrong... Yes, | have
remembered, | must call myself a mother”.

The female couple, Natasha and the Princess,
stand on the highest step of virtues, professing true
love, which “is long-suffering and merciful...”. Both
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of them, each in her place and in her own time, try
to direct the Prince into this good Christian chan-
nel of understanding love. For example, the Prin-
cess stops the Prince, who in a fit of eloquence has
switched to oaths “ typical of paganism or Old Tes-
tament traditions: “I swear by my honour to dedi-
cate my whole life to you alone...". She is surprised
by this pathetic outpouring: “"What good are these
oaths to me, my dear? | want to believe you with-
out them”. Where is that Ruslan, whose first words
addressed to Lyudmila were those that the Prin-
cess was waiting for in Rusalka: "Oh, believe my
love...". Likewise, Natasha "does not seek her own":
“What good are gifts to me, believe me, your love
and caresses are dearer to me than all the treas-
ures of the world”. Natasha measures love imma-
terially. According to her father, she “looks into the
eyes of her dear friend all day long”. Again, Lyud-
mila comes to mind: “It was not the spell of mag-
ic that conquered the maiden'’s heart forever, but
the knight's eyes that lit up my soul”. Natasha and
the Princess are similar to Lyudmila in their pro-
phetic talent, although it manifests itself in some-
what everyday situations: “Listen! | hear the clatter
of his horse... He! Yes, he, my premonition cannot
deceive me...", says Natasha in the first act, and the
Princess in the third: “Listen, it seems they are trum-
peting: no, he is not coming!...".

However, neither Natasha nor the Princess can
cope with the Prince. It is he, together with the Mill-
er, who copes with them. How is it possible to drag
heroines similar to Lyudmila off the Ladder: Nata-
sha — even to death, and the Princess — even to
jealousy, which in Christianity is a feeling that is not
at all characteristic of love? In the first word, that
is, on the first step of the Ladder, the Monk John
speaks about how people manifest themselves in
relation to God. According to him, the latter are
those "who not only did not accept and rejected
the Lord’s commandments, but also strongly arm
themselves against others” [4]. “They did not ac-
cept and rejected” — we have seen this: the Miller
and the Prince speak beautifully, with smart, even
divine words; however, they fill them with unwor-
thy deeds. And what does “"arm themselves against

4. Well, the man got carried away; it is very clearly shown in the
repetition of words, phrases, and the “kindling up” of states
by repetitions, which is characteristic of the Prince’s part. By
the way, the same thing is with the Miller — a reasonable
beginning in musical parts with the participation of the Miller
and the Prince in the ensembles of the first act appears only
in Natasha's part.
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others” mean? Let us remember that both of them,
in conversation with Natasha, constantly accuse her,
do not understand her, "arm themselves against
her”. The Miller: “Well, she’s talking the usual non-
sense, all her own, all her own; tell her or not tell
her — everything is the same”. The Prince: "Why
do you create troubles yourself, ah, without that,
life is full of grief...”. Saint John calls such people
"opponents of God" (v. 1) and contrasts them with
a person "who has kept their fervour unabated, and
to the end of their life, has not ceased daily to add
fire to fire, fervour to fervour, zeal to zeal, love to
love” (v. 27). Why did Natasha, this young loving
creature, not join the people who “have kept their
fervour unabated”, why did she give in?

As Saint Gregory Nazianzus says about a young
age (at which Natasha finds herself): “young men
and women especially need examples that they can
follow” [2]. What example could young Natasha fol-
low? “And he could, like a good man, say goodbye
to me, and give me gifts — how do you like it!" she
exclaims, “I don't believe it! It can't be! | loved him
so much. Or is he a beast? Or is his heart rough?”.
l. Aksakov explains: “Having shed the image of God
from oneself, a person will inevitably shed oneself —
and already shed the human image, and will be-
come jealous of the beastly image”. This is the kind
of beastly image the Prince gave Natasha — from
heart-to-heart, so to speak, and her love turned into
hatred and a thirst for revenge: “Ever since | threw
myself into the water and in the depths of the Dnie-
per River, | woke up as a cold and powerful rusal-
ka... Every day, | think about revenge..." (Rusalka’s
aria from the Fourth Act). She, like her teachers,
“armed herself against others”. And now, in order
to “lure” the Prince, as her father taught her to act
"with caresses and fairy tales”, he instructs his daugh-
ter: "You caress him more tenderly, my friend, start
a conversation about yourself, about me...". In the
image of Rusalka, Natasha does what she, a young
creature in need of an example, was taught by her
closest people — her father and lover.

It is clear how Natasha was destroyed. And how
do the Miller and the Prince perish, do they not suf-
fer and repent?

Indeed, in the finale, the Miller’s spiritual image
is exacerbated by madness, the Prince’s — by the
extreme, it would seem, degree of mental anguish.
However, it is a lie again. No matter how strange
it may sound, the Miller's madness only came to
light — he was always like this: devoid of intelli-

gence and inner strength capable of knowing God.
The Prince, as if deliberately inflaming himself, fi-
nally bursts out, it would seem, with words of re-
pentance. However, it is a false statement. Christian
repentance can only take place in the sum of two
phenomena: the first is the recognition of one’s guilt,
the second is not a repetition of the recognised sin.
The Miller-Raven (how can one not recall here once
again Aksakov's words about the "beastly image”)
answers the Prince’s question about Natasha: “peo-
ple have ruined my daughter”, that is, there is not
even the first step here — the awareness of one’s
guilt. The Prince makes one: “The unfortunate old
man! The sight of his repentance has exasperated
all the torments in me!”. However, there is no sec-
ond step: when the Princess rushes to save him, the
Prince treats her exactly as he treated the "Miller’s
Wife” (it is his definition: in the first act — “Nata-
sha, my angel”, in the second — "Miller's Wife") —
he abandons her. What non-repetition of sin can
we talk about, what “repentance” are we talking
about? It is actually why this image, the Princess, is
needed, why it is so fully described by Dargomyzh-
sky — to complete the story with the Prince. It is not
for nothing that the poet and, after him, the com-
poser emphasises the pairing of the female char-
acters, their continuity. Natasha is replaced by the
Princess, for whom the Prince heartily confesses his
ardent love in the second act; however, she can-
not hold back his “bondage”. The Prince does not
change by the end of the opera, just as the Miller
does not change.

An important question: why does the Princess fail
to save the Prince, as Gorislava, for example, man-
aged to save Ratmir? The answer to this question is
given in the text of the drama and is developed by
Dargomyzhsky in the libretto. We are talking about
the “bondage” of the Prince. Remember, when he
was with Natasha, he said this: “I am not free to
share my days with you” or “Princes are involuntary,
like girls — they do not take girlfriends according
to their hearts, but according to the calculations
of other people, for someone else’s benefit...". He
says the same thing when he is with the Princess: to
Pushkin’s phrase, “familiar, sad places! | recognise
the surrounding objects — here is a mill ...", Dar-
gomyzhsky adds: “involuntarily, an unknown force
calls me to these sad shores. Familiar, sad places...
“. That is, with Natasha he is “involuntary”, and with
the princess he is “involuntarily” drawn somewhere...
Therefore, it is impossible to save him — he does

not control his will. Ratmir, let us remember, had
the talent to obey: “Under the luxurious sky of the
south, your harem is orphaned, return...” (Lyudmi-
la), “Oh, quickly home, to unforgettable shores...”
(Ratmir). The prince does not hear anything, since
his will is "against God". In Christianity, it is very im-
portant — a person must want to be saved.

Dargomyzhsky “depicts” the images of the op-
era’s heroes, hoping for a miracle to the very end:
“He has not dealt with us according to our inig-
uities, nor repaid us according to our sins: for as,
the heavens are high above the earth, so great is
the mercy of the Lord toward those who fear Him”
(Psalm 102). Thus, the Princess cries out with hope
in the quartet of the opera’s Finale: “Prince, | beg
you, do not abandon us, have mercy, have mer-
cy on us, oh, believe me, they want to entice you,
they want to entice you here for no good”. How-
ever, the Prince does not hear her, since he is not
afraid of anyone or anything... The composer testi-
fies to this with compassion, testifies to people who
are deprived of salvation but do not know about it.

Thus, the spiritual score of Rusalka, as we have
seen, is directed downwards — beyond The Lad-
der of Divine Ascent. Here, the death of almost all
the characters is shown, which is why, despite its
intimacy, this opera is so difficult to perceive. The
spiritual score of another Pushkin’s opera by Dar-
gomyzhsky, The Stone Guest, is the opposite; it is
directed toward grief. Here, ascending the steps
of the Ladder, the characters achieve the main vir-
tue — love. The idea of the transformation of the
main character in the opera The Stone Guest is de-
scribed in detail in the essays of the author of this
article [9]. In essence, Rusalka and The Stone Guest
represent two versions of the denouement of al-
most the same plot, connected with the images of
the Miller's Wife and the Prince [1]. The latter of
them shows the path directed to the heavens, as
it was in the theatrical works of the founder of the
“new element in art”, Glinka. Let us recall that even
the tragedy Prince Kholmsky, seemingly focused on
the theme of the hero’s fall, ends with repentance
and enlightenment in the finale.
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NECTBULLA PANCKAS
B NYLUKWNHCKOW OMEPE A. C. IAPFTOMBbIXCKOTO
«PYCATKA»!
K 225-IETUHO A. C. MYLUKWNHA

AnHomayus: Tloatnueckune gpamel A. C. MNywwkunHa npu-
B/JIeKaoT BHMMaHWe nccnegosateneil 6€CKOHeYHOCTbIO
CoZep>KaHus, B KOTOPOM KaxkAas 3roxa B cuiy onpege-
NEHHbBIX NPUYNH BblgenseT cyMMy cMbicaoB. [peacTaBs-
NAeTCs, UTO OCHOBAHWEM YHUBEPCaNbHOrO B3rnasa Ha
Npoun3BeAEHNA TeHNA PYCCKOWN IMTepaTypbl (€C/IN TakOBOW
BO3MO>EH MpPW OTCYTCTBMUN CMeLnansbHOro 06bACHEHNA
CO CTOPOHbI CAMOTO aBTOPa), ABAAETCA B3INAJ €BaHIe/b-

A.C. laproMbIXXCKMIA — KOMMAO3MTOP, UMs KOTOPO-
ro y LUMPOKOTO Kpyra CayluaTenei n faxe My3blkaHTOB
CBA3aHO, NpeXJe BCero, C KaMepHbIM TBOPYECTBOM —
NeceHHbIM 1 UHCTPYMeHTanbHbIM. Ho noyemy >xe Toraa
COBPEMEHHMKN — My3bIKaHTbl Ha3biBain Japrombix-
CKOrO «2pOMAOHbIM» OMNePHbIM KOMMO3UTOPOM (Tak
rosopwa L. A.Kron [12])? MNouemy >xe He paccTaBa-
JINCb C aKKypaTHO BbIMUCAHHbIMUW B INUHbIN B10K-
HOT NapTUSIMK U3 ero HOBAaTOPCKOW PeUnTaTUBHOM
onepsbl «<KamMeHHbIV rocTb» (Tak gesan M. M. Mycopr-
ckui [6])? Onepa, — AeNCTBUTENBHO, BeAyLLMIA XaHp
B TBOpUYecTBe Jlaprombikckoro. B ero Hacneann —

1. B ocHOBY cTaTbi NON0OXeEH AOKNaj4 aBTOpa Ha MexayHapos-
HOW Hay4Ho KoHpepeHLmu «MeTepbyprckve TpaguLmm pyc-
ckoro nckyccrsa: A. C. MywkuH, M. W. TanHka, H. A. Pumckuin-
Kopcakos». CM6IK um. H. A. Pumckoro-Kopcakosa, 28-29 ok-
TA6ps 2024.

CKUIN — BaXKHENLIWIA ANf OTEYECTBEHHOM KYAbTypPbl U Ha
CEroAHALIHWUIA JeHb He TONbKO BblCKa3aHHbIN, HO ABAAO-
LWMIACA TPaAMLMOHHBIM B NYLUKMHUCTUKE. 10 TOMY Xe nc-
CnepoBaTeNbCKOMY NyTW NPOByeT MATU 1 My3bIKOBeAEHMe.
B cTaTbe 0606LLaeTCA CMBICNIOBOE 1 My3biKaNbHOE COAep-
XaHue onepsbl «Pycanka» 1 TakXe yrnoMnHaeTcs onepa
«KaMeHHBIN rocTb» B CBA3M CO BHUMaHWEM K JyXOBHO-
ctn TBopyectBa A. C. MywknHa n A. C. laproMbixXXcKoro.

«Hckyccmeo Hecém 8 cebe mocky no udeasy. OHo,

8 CywyHocmu, u 00J/IXKHO noceasime 8 Yesioseke Hadexoy
u eepy, Oaxe ec/iu MUp. 0 KOMOPOM pacckaszsieaem
XyO0XHUK, He ocmasJsisem mecma 0/ ynosaHul»

A. A. Tapkosckuli [12]

WwecTb onep: «Icmepanbaa (1838-1841) 2, «Topxke-
cTBO Bakxa» (1843-1848), «Pycanka» (1848-1855),
«Maszena» (1860), «PorgaHa» (1860-1867), «KameH-
HbIN rocTb» (1866-1869), HEKOTOPblEe — HEOKOHYEH-
Hble. /13 Bcex — TONbKO NocneAHne, HanMcaHHbIe Ha
NYLIKWHCKNE CHOXKETbI, ABAAIOTCA pernepTyapHbIMN.
[leno B TOM, UTO KOMMO3UTOP He Cpa3y Halles CBO
TeMy, CBOM OMEpPHBIA XaHp.

Pycckas onepa XIX Beka ABuranace B AByX XaHpo-
BbIX HanpaB/ieHunaAX, Ha3oBeM nx — bosbluas onepa
n Manas onepa. B ueHTpe 0bownx xaHpoB — BHUMa-
HUWe K AYXOBHOW >XWU3HW YeNoBeKa, Ta «HOB8asA CMUXUA
8 UcKyccmee», KoTopas, no cnosam B. ®. Ogoescko-
ro [7], npnobpetaetca B TBOpUecTBe [MHKN. Yem

2. [nsa kaxgaol onepbl OTMEYeEHbI rogbl paboTsbl Hag Npov3Be-
AeHvem.
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e OT/IMYaTCA 3TW JABa HanpasaeHus? B boabluol
onepe AyxoBHas XM3Hb YeNoBeka paccMaTpmuBaeTcs
B OYE€Hb LUIMPOKOM KOHTEKCTE U MMEET BANSHME Ha
cyabbbl ecam He MUpa, TO rocyapcTea TOYHO. Tako-
Bbl TeaTpasbHble Wweaespbl [MnHkn, Mycoprckoro —
Bonblune onepebl. B Takom XaHpe HaunHan paboTtatb
1 JaproMbixXckmii — ero «3Mepanbia», «Masena»,
«PorgaHa», nogHMMatoT npobiembl, Pe3OHUPYIO-
Wne Ha ypoBHe LlapcTtBa n LlepkBun, Kak rosopun
0 6osbLIMX Temax pycckon KyabTypbl B. L. Kapney,
[5]. Ho «Maszena» n «PoraaHa» He 6blan 3aKOHUe-
Hbl, @ «JCMepanbia» BOCEMb JIeT 40XMAanacb no-
CTaHOBKM, TakK W He 3aKpenuBLUXCL B AajibHeNLEM
Ha TeaTpasibHbIX MOAMOCTKAX.

W Tonbko, korga A. C. laproMbixXckuii obpatuics
K KaMepHbIM counHenmam A. C. MNywknHa — k Ma-
NEeHbKUM Tpareamnam, K KOTOPbIM MOXHO OTHEeCTU
n «Pycanky», paboTa noLuna CoBCeM MHaYe 1 Ha CBET
MosABW/INCH OMepPbl, KOTOPble MOXHO Ha3BaTb MabiMu
onepamu. [lyxoBHas XWn3Hb YenoBeka paccmaTpuea-
€TCs 34eCb BO BAVNAHUM Ha BAVXKHUI KPYT F0AEN, Ha
H6A1KHEee OKpy>KeHWe — BOT TeMa, KOTopas OKasa-
Nlacb CO3BYYHa Aapy KOMMO3UTOpa — TOHKOrO Cepa-
LeBe/a 1 3HaToKa OCHOB JyXOBHOM XXW3HW YenoBeka.
B «Pycanke» oH noaxsaTbiBaeT UAet0, 3aNHTEPeCco-
BaBLWYO [NNHKY B Tpareann «KHa3b XoaMckmii», To
eCTb CBUAETEbCTBYET O NMpouecce najeHns vyeso-
BEKa, KaK 3TO MPOUCXOAUT, B YeM npuumHa? B xpu-
CTWUAHCKOM KyNbType rNaBHbIM MEPUNOM LYXOBHOW
XKU3HW YesnoBeka AsaseTca EBaHrenne, a cneunans-
HOe TO/JIKOBaHMWe 3Ta TeMa MoAy4aeT B KHure «JlecTeu-
ua Paickas». Kak U3BECTHO, 3TO COUMHEHME UTyMeHa
CuHarickoro MoHacTbipsa VloaHHa, B KOTOPOM MOAbI-
TOXEH OMbIT OCMbIC/IEHNA XXU3HWN YeNoBeka NepBbIX
ctonetnin HoBoro 3aBeTa. o Ha3BaHWMIO CBOETO TPy-
Aa NpenoAo6HbIA Noayunn nms JIECTBUYHUK, XXM OH
B KOHLe VI-ro — nepsowi nonosuHe VII-ro seka. W3-
BECTHO MKOHOrpadpuueckoe n3obpaxeHue JlecTBuLbl,
OfHO M3 paHHWX gatupyetca Xl Bekom 1 Npouncxo-
ANT 13 Toro xe CUHaNCKOro MoOHacTbIpS.

Knura «JlectBuua Paiickas nam Ckpukanu gyxos-
Hble» ABAAETCA YYeOHNUKOM AyXOBHOMW XU3HU XpU-
CTMaHuHa. U, xoTa nocesLeHa oHa MOHaLLEeCKOMY
UNHY, B HEW OOBACHAIOTCS 06LLMeE ANs BCEX HOAEN
BELLM, B CYLLHOCTU 3TO Y4eBHUK ANA BCEX XPUCTM-
aH 3. B Hell noBecTBYeTCA O TOM, KaK 1 Kakune cTpactu

3. BbiBOAbI aBTOPa, €CTECTBEHHO, OCHOBaHbI HE TO/IbKO Ha INY-
HOM ero onbITe, HO — Kak 3TO NoJioxeHo B [paBocnaBHOM
CobopHoi LiepkBy — Ha onbiTe v APYrvX CBATLIX U B COOTHE-
ceHum co CaALLeHHbIM MNncaHnem. XpnCTMaHCTBO yTBepXKAa-
€T, UTO AyXOBHas XW3Hb CKNaJblBaeTCA He MHauye, Kak B 60pb-
6e c rpexom.
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nobexaarotca obpoaeTensmm, To eCTb 06bsACHSA-
FOTCS 3aKOHbl YXOBHOW XXM3HW, KOTOpas eCcTb HU
UTO MHOE, Kak bopbba c rpexom [8]. He cozepua-
HWe, He Y 0BObCTBME, HO MMEHHO Bopbba... Mpe-
Nogo6HbIN loaHH JlecTBUYHMK OTMEYaEeT TpMAaLaThb
CTyNeHewn Ha NyTu BOCXOXAEHUSA K BbiCLLeN gobpo-
aetenn — nobBuK, KOTopas MOHMMaeTCA KakK Cay-
XeHne BanxKHeMy, gaxe A0 CMepTW.

K «JlectBuue Panckon» obpatnMcst n Mbl, Kak
K LLeHHOCTHOMY OpPUEHTUPY B OonpejeneHnmn co-
AEepXKaHWs PyCCKUX onep, IMYHOCTEN NepPCOHaXeN.
MpobaemMbl C NOHMMaHNEM CMbICNA OTEYECTBEHHbIX
OMepHbIX WEAEBPOB AENCTBUTENBHO BO3HMKALOT, €CNn
06BACHATL IMOPETTO N NPUMEHEHME TEX NN NHbIX
CpPeACTB My3blKaJbHOM Bblpa3UTeNbHOCTM C NO3U-
LA 0BLWenpPUHATBIX — JIMPUYECKOTO, reponYecko-
ro, XapakTepPHOro NepCcoHaxem, — CAOXKMUBLLMXCA
B €BpOMenckon Kynbtype. Takue npeactaBieHums
O BbIPa3nTe/IbHOCTN OMMPALOTCA, NPENMYLLECTBEH-
HO, — C YYETOM BCEX U3MEHEHMIN OT 3MOXM K 3Moxe —
Ha Teopwuo adpdekToB. YTO 3TO Takoe? ITO CBETCKadA
dunocodckasn cucrtema, cGopMmMpoBaBLLAACH Ha U3-
nete anoxu Bo3poxkaeHns, NpAMO CKaxkeM, Ha pyu-
Hax HOrocnoBCKUX UCTVH, NepeLLesLInX B BeJeHNe
ncvxonorum, punocodpun u T.4. [10] C poxxgeHvem
PYCCKOM ornepsbl Kak MCKYCCTBa BEPOLIEHTPUYHOTO
BO3HMKaET HEOHXOAMMOCTb MONCKA MHOTO UHCTPY-
MeHTa, KOTOPbIM MOXHO 6b110 Hbl U3MEePUTL BeN-
UYMHBI INPUKKN, TEPOUKWN, XapaKTEPHOCTU U T.4. e
NCKaTb 3TOT MHCTPYMEHT? s BEpOLEHTPUYHOrO
NCKYCCTBa — B NPEACTaBAEHNAX O JyXOBHOW XM3HU
yesoBeka. MNo3atomy Mbl 1 obpaLaemcs K MOMOLLM
npenogobHoro MoaHHa JlecTBMUYHMKA A5 MOHUMA-
HWA CMbICNA OMEPHBIX LLUEAEBPOB PYCCKUX KNACCUKOB.

MTak, kakoe oTHoleHMe K JlecTBuue Palickon
VMMEOT NepcoHaxu «Pycankm»?

Kak n3BectHo, gpamy lywkunHa [laproMbixcko-
My MpULLAOCE 3akaHumBaTb. Caenan oH 31O B pycne
APYrvx NoAOHBHbIX COYMHEHWNI NO3Ta: CTUXOTBOPE-
HUs «Pycanka» — «Had o3zepom 8 eayxux dybpo-
8ax cnacascs Hekoeda MoHax...» (1819) n oaHom n3
MNeceH 3anagHbIx cnaBaH — «[Tonrobun koponesuy
AHbiw Monodyro kpacasuyy...» («AHbIW Kopone-
BUU», 1834). Oba 3TN COUYNHEHUA — N CTUXOTBO-
peHune, 1 NecHA 3aKkaH4YMBatOTCA, HAMOMHUM, Kak
n onepa, rnbenbto repoes. Jpyrve 4onoaHeHns
Apambl, HanpuMep, cBfidaHHble ¢ 0bpa3zom KHsarm-
HW B TpeTbeM AeNcTBUN Uan KHArMHU 1 KHA3A BO
BTOPOM AeNcTBun u ap., laproMbiKCKUn Takxe co-
BeplUan B pycae 3aJ0XeHHbIX aBTOPOM CMbIC/I0B.
YTto Xe B pe3ysnbTaTe Noayymnocb?

[Jencteytowme nmua «Pycanku», Ha Hall B3rasg,
obpa3ytoT napbl: ogHa — MenbHuK 1 KHA3b, Apy-
raa — Hatawa n KHarnHa. )KeHckasa napa nokasaHa
Ha camoi BepLuMHe fobpoaeTenel, OTKyAa OKasbl-
BAETCsA HM3BEpPXKEeHa Mapol Myxckoi. KTo xe Takue
MenbHUK 1 KHA3b, UTO He TOJIbKO CBOO XW3Hb JlO-
BOAAT A0 rmbenbHoro GuHana, Ho N Xn3Hb CBOMX
BNMKHUX? Vl moyemy BCe OKa3blBatOTCA HecYacT-
Hbl — BCE YETBEPO repoeB onepbl?

MenbHUK 1 KHA3b NpeAcTaBAstoT cebs CTosALWMMM
rfe-To OYeHb BbICOKO, Ha CTyneHsAxX «0obpa» n «1ob-
8U», KaK camu roBopsT. MenbHWK yKa3biBaeT Ha
HeobXoANMOCTb «F06pbix Oes1», «pasyMHO20 noge-
OeHbsa» N «Hadex0dbl», 0bbACHAA HaTtawe npaBuaa
«npuauYHol» xun3Hu. B ceoto ouvepesb KHa3b 3a-
MaxMBaeTCs Ha TakuMe eBaHreNbCckue NOHATUSA, Kak
«baxeHcmea», «10608b», «cyacmee». Ho, Bce 3Tn
BbICOKMeE 3asB/eHNa — 1 MenbHuKa, 1 KHA3A okasbl-
BaOTCA JIOXKHbIMM, MOTOMY YTO Aesla 3a HUMU CTOAT
Hun3kme. OkasbiBaeTcs, «006po», «pazym», «Hade-
X0a», 0 KOTOPbIX roBOpuA MenbHKK CBs3aHbl 16O
€ 06MaHOM: «Mmo JIaCKamu, Mo ckaskamu cymelime
3aMaHUMb (3asudHO20 XeHUXa), ynpekamu, Hame-
kamu cmapatimece ydepxame!», nn60 C BbIFrOA0HMA,
Kak MyLWKnH nuweT: «kakoli-Hubyds bapeiwi cebe,
U/1b N0/Ib3Y POOHbLIM, 0a 8bl2adame».

To e camoe ¢ KHazem. O «10608u geyHoU He-
3eMHoUi», KOTOPOW NO ero MHEHWIO «HACAaduaace»
Mosiofas napa, Hatalwa ckaxkxeT B KOHLLe NepBOro
JeNCcTBUSA: «ad 80/1bHO UM, He60Cb, NOOMAHUBAM®,
60xUMbCA, n1akame U 208o0pumse. mebs g noge-
dy 8 Mol ceemiblli mepem... y4ume ¢ NOJYHOYU
Ha caucm ux nodeiMamecs U 00 3apu 3a MeNbHU-
yeli cudeme». To ecTb KHA3b 06MaHyn ee Bnoj-
He No 3eMHOMY. A «bs1aXeHcmea», 0 KOTOPbIX OH
roBoput? BcnoMHuM: «Mol musblli Opye, Mol 3HA-
ewb Hem Ha caeme 61axxeHCMB8A NPOYHO20. HU
3HamHell po0d, HU Kpacoma, HU cuad, HU 6bozam-
cmeo, Hu4mo 6edel He MoXxem MUHOB8AMG...» YTO
Xe 3T0 3a «bs1akeHcmea» Takme BMeCTO eBaH-
renbckux: «baaxeHHs! Huwue dyxom, ubo ux ecme
Lapcmeue HebecHoe», «baaxeHHbl naaqyujue, ubo
OHU ymewamcs». W 3pecb oH obMaHbIBaeT, ecTb
61a>XKeHCTBa BeYHble, TOJIbKO OHUW JiexaTt B TON
HeBelLecTBeHHOW obnactn, koTopas KHA3to He-
focTynHa. NoToMy 1 cxoasaTcs oHM — MenbHUK
n KHA3b B npogaxe Hatawwm, 4to gena nx onu-
paroTcs 04MHaKOBO Ha 06MaH, a Lesblo MMetoT
BpeMeHHY0 Bblroay. MenbHUK 1 KHA3b roBopaT
Ha OAHOM f3blKe U MOHMMaALOT Apyr apyra. KHA3b
1 NpresXan-To NocieHWI pa3 Ha MenbHULy 3a-

TeMm, Utobbl «<nepedame omyy daeHo obeuwyaH-
HbIl nodapok»!

Kakoe >e oTHolweHwue K JlectBuLe fobpoaete-
neli umeroT MenbHUK 1 KHazb? JloxxHoe! OHu one-
PUPYHOT NOHATUAMMN BbICOKUMMW, NECTBUYHBIMW, TO
€CTb CTaBAT cebs OUeHb BbICOKO B MOHWMaHMM XUN3-
HW, @ MOCTYMKWN COBEPLLAKOT HM3KME, KOTOpble Be-
AYT N VX caMux, U nx 6amxHux Kk cmepTu. Kak 06
3TOM ApPKO ckaxeT MyCOprcknn ntoamn HaxoasTca
B COCTOSIHUU «Ccn/iemHu» O cebe. Mogonieka 3Tol
CNNIETHU — MEepPBOPOAHbIV rpex, Korga npapoau-
TEW HalLM MO HayLLeHWIo Bpara BO3OMHUAM cebs
6oramu (BbICOKO 3abpannch) 1 CTanun coBepluaTtb
NOCTYNKW NpoTuBHbIe bory (HM3Ko nann). Mogect
MeTpoBMY NokaxeT 3Ty Npobiemy B anokaanntum-
yeckmx MacliTabax, oH byaeT cBUAETENbCTBOBATb
0 «CnJlemHe», KOTopas «kasHUM eece pod IH0OCKOU».
A. C. laproMbi>KCKUIM 3TOT pa3roBop HauMHaeT Ha
KamepHoM ypoBHe. Bcneg 3a lNyLWwKnHbIM OH nu-
wet ManeHbkue Tpareamun.

B My3blkanbHOW gpamMaTyprum 3aMeTMmM Hemno-
pAAoK, KoTopblh KHA3b U MenbHWK BHOCAT BO BCe
orepHble HOMepa, B KOTOPbIX NOABAAOTCA (a npe-
6biBaHMe KHA3A Ha cueHe CKBO3HOE, TO eCTb OH
noet noytun Bcerga n Besge). CHavana o MenbHu-
ke. Ero apvein oTkpbiBaeTcs onepa. Mo ¢opme apus
TpexyacTHad. B Tekcte HamevaeTca KynaeTHOCTb,
TOJ/IbKO MPUNEBbI KaX bl pa3 oTANYakOTCsA NpoTA-
>KEHHOCTbIO M BapbMpOBaHWeM TekcTa. TaM Xe, rae
TEKCT OCTaeTcA NPEXHUIA N MOBTOPAETCS, HE NOBTO-
pseTtca menoguna. CknagbiBaeTcs owyLeHne, YTo
¢ MeNbHMKOM YTO-TO He TaK, MOTOMY UTO dOpMbl
MO3TMYECKOrO 1N My3blKaJlbHOrO TEKCTa HE COBCEM
coBnazatoT. B cLieHe ¢ XOpOoM U3 TPeTbEero AeicTBuUs
3TO BNevaT/eHne NoATBEPXKAAeTCA, CymacluecTsme
MenbHWKa BbICKa3blBaeTCA 34eCb NPAMO, B OTANYMNE
OT Hayana onepsbl, r4e TOJbKO HapyLleHWsA JOTUKM
dopmMbl Nogasann CUrHaNbl TPEBOTW.

OpraHn3aunoHHOe Hayano NPUBHOCUT B My3bl-
KanbHyto popmy HaTawwa. Tak NponcxoauTt n B TpMo
¢ MenbHukom n KHazem, n B ayate ¢ KHAzem, 1 B ay-
3Te ¢ MeNbHNKOM 1 CLieHe C XOPOM W3 MePBOro Aein-
cTBKA B Tpno — 370 ABa apno30 HaTtawu: nevyansHoe
n pagoctHoe. B ayate c KHAzem — Tpw penamvkuy,
KOTOpble HanpaBAAOT HEPELNTENbHOCTb repos.
HaTawa npousHocuT 3a cBoero cobeceaHunka sce,
4TO TOT NAAHUPYET cKasaTb, HO He peluaeTcs. lNep-
Bas ee pernJivka o rope: «Hac eope oxudaems». Bto-
pas penauka o pasfyke: «pas3aykad HaMm y2poxaem».
BaxxHo, uto Hartawa, Bnant B KHA3e camoe nyuluee,
YTO TOJIbKO MOXHO BUAETH B YUE/IOBEKE €ro noJjioxe-
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HuA. Kak N3BECTHO, MCMOKOH BEKOB KHSXKECKUIA TW-
Tyn 6bIN CBA3AH C BOMHCKMMMW NOABUTaMU, UMEHHO
3a gobnectb Ha nosne 605 Noay4an BOUHbI BbICO-
Koe 3BaHMe. Tak 1 paccyxzaeT Hatawa, npuunHom
Pa3/lyKy OHa Ha3bIBaeT BOEHHbIV MOXOA, B KOTOPbIV
cobupaeTca natTn BMecTe ¢ BO3atob6aeHHbIM. Tpe-
Tbsl ee penivka B AyaTe ¢ KHA3eM — O XXeHuTbbe:
«menepb A NOHANA: Mbl XeHuwbca!». Npn ToMm, UTo
HaTawa ynpaBnseT pa3BepTbiBaHWEM MbIC/IN B aH-
cambiie, OHa elle 1 HapaBHe ¢ KHA3eM BefeT CBOHO
napTuo, OTBeYas Ha ero NPopBaBLUNECA «OTKPO-
BeHWA». ER ecTb UTO CKasaTb: B neyann oHa KHA3s
yTellaeT, B pa3/lyke obellaeT He OCTaBUTb, B Xe-
HUTbOE... — 34eCb He MOXET HalNTUCh, YTO CKa3aTb:
«gce He mo... [la, BcnoMHuAa, 1 Mamepbro O0IKHA
HA38amecs».

XKeHckasa napa — Hartawa v KHArMHSA, OHW cToAT
Ha BepxHel CTyneHu gobpogseTtenei, nCnoBeays uc-
TUHHYIO Nt060Bb, KOTOpas «u dos1zomepnum, U Mu-
s10cepdcmayem...». KHA38 OHW 06e, Kaxkjas Ha CBOEM
MecTe 1 B CBO€ BPeMs MbITakoTCA HanpaBuTb B 3TO
[06poe XpUCTUAHCKOe PYCI0 NOHMMaHUs Nro0BM.
Hanpumep, KHarnHa octaHaBamBaeT KHA3s, B npu-
CTyne KpacHopeuuns nepelueALlero Ha CBOMCTBEHHbIe
A3bIYECTBY WM BETXO3aBETHbIM TPaAULIUAM KAAT-
Bbl 4, — «KJIAHYCb CB0I0 YECMbIO BCHO XU3Hb C80H0
mebe 00HoU Auwe noceamume...». OHa yanBAseT-
Cs 3TOMY NapOCHOMY U3NUAHWUIO: «Ha Ymo MHe, Mu-
761, 3mu kasmeel. be3 Hux mebe xouy 5 eepume>».
Fne-xe 10T PycnaH, nepBble Ci0Ba KOTOPOro, 06-
palleHHble K JlrogMune bblin Te, KOTOPbIX XAana
n KHarnHs B «Pycanke»: «O gepo sit0b8u moell...».
Takxe n HaTala «He uwjem ceoe20»: «Ha 4mo no-
dapku MHe, nogepb, 1106086 MBOA U AACKU MHe
dopoxe scex cokposuwy Mupa». Hatawa namepser
no6oBb HeBellecTBEHHO. [0 MHEHMIO OTLa, OHa
«yenblli OeHb 8 2/1a3a 2n90Um MUOMY OpPYXKKY».
CHoBa BcrnoMuHaetcs Jllogmmna «He 4apel 8o1uie6-
cmea Jesud4be cepoye Hagek NOKOPUJIU, HO 8UMA3SA
04U 3axaau Moro Oywly». Hatawa n KHArMHs cxoxm
¢ JllogMmAnon 1 B TanaHTe NPoOpPOYeCcKoM, Npasaa
NPOABASETCA OH B HECKO/IbKO ObITOBbIX YCAOBUSAX:
«Yy, 5 caviwy monom eeo koHs... OH! [la, oH, MeHs
npedyyscmaue He Moxem obMaHyme...» — HaTawa
B NepBOM AeNcTBUM, a KHATUHA B TpeTbeM: «Yy —
kaxemca mpy6sm: Hem, oH He edem!..».

4. HecnocobHoctb KHs3s ynpaBasTe cob0M spKo nokasaHa B no-
BTOpPEHUMN 0B, Ppa3, BoobLLe xapakTepHOM ANs ero nap-
TUN «PazXnUraHUn» COCTOSHWI NOBTOpPamMu, kcTatn y Menb-
HVKa TOXe camoe — pa3yMHOe Hayano B My3blKa/lbHbIX HO-
Mepax ¢ yuyactnem MenbHuka u KHs3s B aHcambasx nepsoro
AEeNCTBMA NPOornajblBaeT TobKO B MapTuv Hataww.
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Ho ¢ KHaseMm He yaaeTca cnpasuTca HX HaTalue,
HU KHArMHe. 370 OH BKyne ¢ MenbHUKOM cnpas-
nsaetca ¢ HUMK. Kak okasblBaeTc BO3MOXHbIM CTa-
WnTh € JlecTBULbI CXOXKMUX C JIFOAMUION rePOUHD:
HaTtawy — gaxe Ao cmeptun goectu, a KHArMHo —
Jaxe 0 PeBHOCTM, KOTOpas B XPUCTUAHCTBE ABASA-
eTCsl YyBCTBOM, BOBCE HEe CBOMCTBEHHOM JHOOBU?
B nepBOM C/10BE, TO €CTb Ha NEPBON CTyneHn «Jle-
CTBULbI» NPenofobHbI VloaHH rOBOPUT O TOM, Kak
NposBAAIOT cebs Ntoam B OTHoLWeHun Kk bory. Mo-
CNeAiHNMW, OH Ha3bIBAET TeX, «KOU He MOJIbKO no-
gesieHUs [0CNOOHU camu He NPUHSAAU U omeepau,
HO U CUJIbHO BoopyXaromcs hpomus opyaux» [4].
«Camu He NPpUHAAU U omeepaiu» — 3TO Mbl BUJe-
JIN: KPacuBO rOBOPAT, YMHbIMM, faxke 6OXeCTBEH-
HbIMK cnoBaMy MenbHUK 1 KHA3b, @ HamoAHAT UX
AeNnamMmn HeJOCTOMHBIMU. A UTO 3HAUYNT «BOOPYXA-
romcsi npomus Opyaux»? BcnoMHuM, Beb 06a OHK
B pa3roBope ¢ HaTtallel NOCTOSHHO O6BUHSAOT, He
NMOHMMALOT ee, «BOOPYXXArmcs npomueg Hee». Menb-
HWK: «HY, noHecsa 0bbi4HbIl 6ped, sce ceoe, 8ce c8oe,
umo 2oeopu eli, Ymo Hem». KHs3b: «Ha umo x 6edbl
cama mel co30aews, ax 6e3 mozo Xu3Hb copecmu
nosHa...». Takux nrogen npenofobHbi MloaHH Ha-
3blBaeT «npomusHukamu boeza» (ct. 1) n npotneono-
CTaBAAET UM TeX, «KIMo, 20PAYHOCMb C8OHD COXPAHU
Heyzacumoro, u daxe 00 KOHYA XU3HU ceoeli He ne-
pecmasan ecakuli 0eHb NpUAA2ame 020Hb6 K O2HIO,
ycepoue K ycepouro, U XeaaHue K xenaHuro» (cT. 27).
MNMouemy e HaTalwa — 370 toHOe ntobsLLee co3aa-
HMe He BOLUAA B YNCIO «COXPAHUBUIUX 20pHHOCMb»
nofen, noyemy nogaanace?

Kak roBoput cBatutens Mpuropuii HazmaHsuH
O IOHOM BO3pacTe (B KOTOPOM HaxoauTcsa HaTawwa):
«tOHOWIU U desywiku ocobo Hyxxdaromcs 8 npume-
pax, KomopeiM OHU Mocym ci1edosame» [2]. Kako-
My e npumMepy Morfa ciejoBaTb toHas Hatawa?
«M Moz oH, kak dobpeili Hesosek, co MHOU npowams-
A, U MHe 0aeame no0apku — Kakoeo!» — BOCKAN-
uaet oHa, — «He sepro! He moxem 6bims! A mak
e20 /1robuna. Vinu oH 38epe? Vb cepdye y Hez20 Koc-
mamoe?». N. C. AkcakoB obbsicHseT: «Cossekuwiu
¢ cebs obpaz boxul, yenogek HeMUHyemMo cosJie-
Yem, — u yXe cossiekaem c cebs u 0bpas yenose-
yeckul, u so3pesHyem 06 obpase 38epuHom». BoT
Takol 3BepuHbI 0bpa3 nogapun KHasb Hatawe —
OT cepaLa K cepauy, Tak ckasaTb, U Nt0boBb ee ne-
pelna B HEHaBUCTb U Xaxay mecTtu: «C mex nop,
kak 6pocunace s 8800y u 8 enybuHe [JHenpa peku
ouHysace Pycasnkoro xon00HOU u moeyuyedi... A ecs-
Kuli deHb 0 MuUjeHbe NOMbIWIAK...» (apusa Pycanku

n3 Yetseptoro gencreua). OHa, Kak u ee yuntens
«B0OpYXUNAC6 hpomus Opyaux». V1 Tenepb, 4TobbI
«3amMaHume» KHA35, Kak KOrga-To yumn ee AencTBo-
BaTb «/10CKAMU U CKA3KAMU» OTell, HacTaBAsieT A0Ub:
«Tbl HeXXHee kK HeMy npusackatics, Mol Opye, 3aee-
ou pa3zosop o cebe, 060 mHe...». B obpase Pycan-
ku HaTalla genaet 10, YeMy ee — OHOe CO3JaHue,
Hy>JaroLLleecs B MpUMepe, — Hay4man ee camble
6113KMe Noan — oTel, N BO3H06EHHbIN.

Kak norybuamn Hatawy — noHATHO. A KaK rnb-
HyT MenbHUK 1 KHA3b, pa3Be OHM He CTPaAatoT N He
packaunBatoTca?

[JelictBUTENbHO, B QUHane gyleBHbIN 06anK
MenbHuka obocTpeH cymaclectsmeM, KHaza —
KpalHew, Ka3anoch Hbl, CTENEHbIO AYLLIEBHOW MYKM.
Ho 310 cHoBa N10Xb. Kak 661 CTpaHHO 3TO He 3By4ano,
cymacuiectene MesibHWKa NULLb BbILLIO Hapy>Xy, OH
Bcerga 6bl1 TakuM — JIMLLIEHHBIM YMa, KaK BHYTPEH-
Hel cuAbl, cnocobHoW No3HaBaTb bora. KHA3b e
6yATO 6bI HApPOUUTO pacnanss cebs, HakoHel, pas-
paxkaeTcs, Kasanocb 6bl, cloBamMu O packasHuu. Ho
3TO JIOXHOE 3asAB/ieHne. XpUCTMaHCKOoe packasHue
MOXKET COCTOATLCS TONIbKO B CYMMeE JBYX SIBJIE@HUN:
nepBoe — 3TO NPU3HaHWE CBOEN BMHbI, BTOPOE — He
MOBTOPEHMe NPU3HaHHOro rpexa. MenbHWK-BopoH
(kaK He BCMOMHWTb 34ecCh elle pa3 cioBa AKCakoBa
06 «0bpase 38epuHOM») Ha BONPOC KHA3s O HaTa-
e oTBeyvaeT: «caybusiu odu 0o4Yb MOH», TO €CTb
34,€Cb HeT Ziaxke NepBON CTYNEHN — OCO3HaHUsA CBO-
el BUHbI. Y KHA3da ecTb: «Cmapuk HecyacmHsili! Bud
€20 80 MHe packasHes ece Myku pacmpasual». Ho
BTOpOro Lwara HeT: korga KHarnHa 6pocaercs cna-
caTb ero, KHA3b nocTynaer C Hell TOUHO TakXe, Kak
nocTynua ¢ «MeneHuU4UXxol» (3TO ero onpegeneHve:
B NEPBOM AENCTBUN — «Hamauwia, aHeesn Moli», BO
BTOpoM — «MesibHUYuUxa»), — bpocaert ee. O ka-
KOM HernoBTOPEHMNMN rpexa MOXHO rOBOPWUTb, O Ka-
KOM «pdckasaHuu» naet peub? BoT cobcTBEHHO AN
yero Hy>eH 3ToT 06pa3 — KHArMHYW, 3a4emM OH Tak
noaHo nponucaH JaprombiKckum, — 4Tobbl 3aBep-
WnTb nctoputo ¢ KHasem. Hegapom noat v Bcaes, 3a
HUM KOMMO3MTOP NOAYEPKMBAIOT MAPHOCTb XEH-
CKNX NepcoHaxer, nx NpeemMcTBeHHOCTb. Ha Me-
cto Hatawwm npuxogut KHArMHA, B XXapkor Ato6Bu
K KoTOpoW KHA3b cepaeyHO Npu3HaeTcs BO BTOPOM
[eNCTBMM, HO OHa He MOXKET YAep>KaTb ero «Hego-
Aue». KHA3b He MeHseTca K drHany onepsl, Tak Xe,
KaK 1 He meHsaeTc MenbHUK.

BaxxHbIli BOnpoc: noyemy xe KHarvHe He yaaet-
ca cnactu KHass, kak Nopucnase, Hanpumep, yaa-
nock cnact Patmupa? OTBET Ha 3TOT BOMNPOC AaeTca

B TEKCTe ApaMbl 1 pa3BmBaeTcs JaproMbi>KCKUM
B IMbpeTTo. Peub naet o «Hegosuu» KHazs. NomHu-
Te, Korga oH 611 ¢ HaTawen, roBopwa Tak: «HesosieH
A ¢ moboro OHU Mou denume» Unn «KHA3bs He8oslb-
Hbl, kak desauybl — He no cepdyy oHU cebe nodpye
b6epym, a no pacdemam uHeix arodel, 018 8612006l
yy>od...». To >xe oH roBopuT, 6yayun ¢ KHarnHen:
K dpase lNywknHa «3Hakomele, ne4yasibHel Mecmal
A y3Har okpecmHoie npedmems — Bom mesbHU-
ya...» JlaproMbixXCckuii obaBnseT: «Hegos1bHO k sSmum
2pycmHeiM bepezam MeHs 308em HegedomMas CUJQ.
3HakoMmele, neyasasbHbie Mecma...». To ecTb 1 ¢ Ha-
Talle OH «HegoJ/IeH», U C KHATWHEN ero «Hego/lb-
HO» KyAa-To BjieYer... [T03TOMy 1 HEBO3MOXHO €ero
CNacTn — OH He ynpaBAaseT cBoer Boaen. Patmup,
BCMOMHMWM, TOT M€ TajaHT caylwaTtbes «/1od po-
CKOWHbIM HeboM to2a cupomeem meoli eapem, 803-
spamuce...» (Jltogpmuna), «O ckopeli 8 poOHbIe CeHu,
K He3abgeHHbIM bepezam...» (PaTmump).

KHA3b e He CAbIWWUT HUYero, MOTOMY YTO ero
BOJIA «NpOoTMB bora». B xpucTnaHcTBe 3TO OYeHb
BaXXHO — UeJIOBEK JOJIXKEH CaM 3aXx0TeTb CMacTUCh.

A. C. laproMbI>KCKNIA «BbINMUCbIBAET» 06pasbl
repoes onepsbl, 40 NOCAEAHErO HaAEACh Ha YYAO:
«He no 6e33akoHUAM HAWUM COMBOPUS HAM, U He
no epexam Hawum 8030as Ham: ubo kak e8eicoko Hebo
Haod 3emsero, mak eesuka muaocme [[ocnoda] k 60-
auwjumcs Ezo» (Mcanom 102). Tak, c HageXA0M B3bl-
BaeT KHArnHA B kBapTeTe ®unHana onepsbl: «KHA3b,
mebsa Mmoo, He nokudali Hac, CXXAabCs, CKANLCA Mol
Had Hamu, ax, nogepb, mebs ysiedsb xomsam, He K 0o-
b6py meba ysneys 30ece xomam». Ho KHA3b He cAbl-
LUINT ee, MOTOMY YTO HUKOFO M HUYero He bownTcs...
C coctpasaHvemM cBUAETeNbCTBYET 06 3TOM KOMMO-
3UTOP, CBUAETENLCTBYET O NHOAAX, KOTOPble AnLua-
OTCA CraceHus, HO He BefatoT 06 3TOM.

WTaK, AyxoBHas napTutypa «Pycanku», kak Mbl
YBUAENW HanpaBaeHa JoNy — 3a npegenbl JlecTBmupl
Palickoli. 3gecb nokasaHa CMepTb NOYTK BCEX FepPOEB,
NMoTOMY, MPY BCEN KaMepPHOCTK, TaK TsXena B BOC-
npuaTUK 31a onepa. lyxoBHas napTutypa Apyrow
MywkmHckor onepbl A. C. Japrombikckoro — «Ka-
MEHHbIV rOCTb» — NPOTMBOMONOXHA, OHa YCTPEM-
NeHa rope. 3aecb, BOCXOAA Mo cTyneHam Jlecteumupl,
repoun JoCTUraroT rnaBHon fgobpogetenn — ntob-
BW. MNogpobHO 06 naee npeobpaxkeHns rnaBHO-
ro repos B onepe «KameHHbIN rocTb» pacckasaHo
B Ouepkax aBTopa HacTosAwel ctatby [9]. B cywHo-
ctun, «Pycanka» n «KamMeHHbIN rocTb» NpeacTaBs-
0T cObOVi ABa BapuaHTa Pa3BA3KM NMOUTU OAHOTO
1 TOrO Xe, CBA3aHHOro ¢ obpaszamm «MenbHUUNXM»
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n KHs3s, ctoxxeta [1]. MocneaHuii U3 HUX yKasbiBaeT
MyTb, YCTPEMJIEHHBIN B Hebeca, KaK 3TO 6bIa0 B Te-
aTpanbHbIX COUYNHEHMAX POAOHaYaNbHUKA «HOBOU
cmuxuu 8 uckyccmsae» M. V. TanHkn. BCnoMHUM, UTO

faxe Tpareams «KHa3b XoaMckmnii», Kazanocb 6bl,
COCpeAoTOUYEHHAs Ha TeEMe NafeHNs repos, 3aKaH-
ymBaetcs B GMHaNe packasHUEM W MPOCBETIEHNEM.
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