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Considering the similar motifs in Dostoyevsky’s and Scott’s works, especially wants to
stop on a musical motif, rather the motif of emotional influence of the music. Dostoyevsky
at the beginning of his literary creativity approached to music in the same way as Scott —
with romantic position. The fact that Scott’s characters and Dostoyevsky’s early characters
associated with certain music, confirms this transformation motif.
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This article is a fragment of my monograph titled Scott. Dickens. Dosto-
yevsky. About motifs transformation that was published in 2005 [16]. The rel-
evance of this work due to the fact that it is not yet fully understood the in-
fluence of English literature in the early work of Dostoevsky. From the story
White Nights to the novel Idiot is a period in which there are numerous mo-
tives transformed by Dostoevsky from the novels of his favorite English writ-
ers — Sir Walter Scott and Charles Dickens. Among children, love, criminal
motives, a special place occupies the motif of the emotional influence of
music on the nature of the behavior, the inner world of the characters of the
Scottish bard and the Russian nobleman.

According to L. Grossman, in the home library of the Russian writ-
er there were Walter Scott’s novels. There were Monastery and Waverly in
French, St.Valentine’s Day and The Fair Maid of Perth in Russian. In the
third section of Dostoyevsky’s library it was the book by Thomas Carlyle
Historical and critical experiments (translated from English, Moscow 1878),
in which one section was dedicated to Scott. In a letter to one of his nu-
merous correspondents, to N. Ozmidov, who asked Dostoyevsky about
the literature to read to his daughter, the Russian writer said: «Let her read
Walter Scott and Charles Dickens in translation, but these translations are
very hard to get. (...) Dickens and Walter Scott can be given for 13-year-old
children». Dostoyevsky’s wife even recorded which novels by Walter Scott
her husband encouraged to read to their children: Waverley, Rob Roy, Guy
Mannering, Ivanhoe, The Bride of Lammermoor, The Puritans, Kenilworth
[13, p. 237].
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Repeatedly Dostoyevsky recalled Scottish bard in his Diary of a Writer:
«Walter Scott is not a legitimist, but meaningful, high heartfelt reconciliation
after the hatred of the past». Dostoyevsky encouraged fathers: «Teach your
children by reading Walter Scott». In these notes the Russian writer counted
Sir Walter Scott «to the phenomena that make up and beauty in the century»
[13, p. 133]. Memories of Dostoyevsky’s daughter confirm the enthusiasm
of the Russian writer for the Walter Scott’s works. «When my father went to
Ems or work did not allow him to do it himself, he asked my mother read
to us the works of Walter Scott and Charles Dickens. [...] During dinner he
asked us about our impressions and rebuilt entire episodes of these novels.
My father, who had forgotten the name of his wife, and the face of his be-
loved, remembered all the English names of the characters of Dickens and
Walter Scott, which had produced an impression on him in his youth, and
spoke of them as his close friends» [14, p. 105]. Passion of Dostoyevsky in
his adolescence of the novels written by Scottish bard was strong, intoxicat-
ing, which undoubtedly affected the artistic style of the early Dostoyevsky.
What is it that Dostoyevsky «postponed» from the novels of Sir Walter Scott
in his stories and novels? At first view, striking more differences than simi-
larities between these two writers: Sir Walter Scott — Scottish Baron, who
was interested in the young of the romantic poetry, collected folk songs and
ballads, who studied the history of his homeland and described the knights,
kings, fighting between the clans of Scotland. Dostoyevsky is a Russian no-
bleman, who from a young age took Scott and Dickens novels, read with
gusto criminal chronicles, in the works he showed the psychology of his
characters. Mention may be similar for both writers’ features: the desire to
make their works interesting and entertaining for readers [21, p. 223, 325];
very detailed picture of the processes and events (historical or domestic).
At the beginning of the novel St. Ronan’s Well of Water Scott points out the
purpose of writing the work: «celebrare domestica facta» (to celebrate events
of everyday life). In Dostoyevsky’s letter to Christine Alchevska on April
9, 1876, we can read: «I brought the irresistible conclusion that the writer,
in addition to the poem, must know exactly to the smallest (historical and
current) represent the reality. That’s why getting ready to write a great novel,
and [ planned to dive especially in the study — is not really actually, I with it
already familiar, but the details of this...» [21, p. 322]. These Dostoyevsky’s
words resonate with Walter Scott’s saying that the task of the writer is not
showing a reader the wonderful scenes, but the exact reproduction of what
is happening around him on a daily basic [20, p. 87].
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It was Walter Scott can be considered as Dostoyevsky’s teacher in terms
of unerring sense of urgency, of modernity in the events of the past. Another
common feature of creativity of both writers is a desire to «represent quite a
wonderful person». Examples of such characters can serve Francis Osbald-
iston (Rob Roy), Morton ( The Puritans) and Prince Myshkin (/diot). Writers
solved that problem. A quite wonderful person is seemed to them really alive
because of the peculiar artistic techniques: the great masters of art words
made their positive characters eccentric goodies [21, p. 167].

Characteristically general compositional structure of the novels is in the
following aspects: the growth rate of the dynamics of development, event-
ful, conflicts. Dostoyevsky introduced in his novel the disturbing tone that
is typical for drama theater. This tone gave a particularly significant effect.
These qualities can be found in the novels of Walter Scott. D. Urnov rightly
observed that in the subjects of Sir Walter Scott are full of «continuous in-
jection fine-spun intrigue, built according to the rule, which later was iden-
tified as parody: «Someone has struck someone» (Lewis Carroll) [18, p. 21].
There is a very characteristic manner of both writers receiving a collision
between two poles — demons and angels, good and evil, purity and filth,
duty and betrayal. There is no doubt that this technique is one of the most
common romantic poetics. Examples include numerical collisions of Wal-
ter Scott’s positive and negative characters, two hostile camps, worldviews
(eg., Francis and Reshli Osbaldiston (Rob Roy), Ivanhoe and Buagilberg
(Ivanhoe), Rowena and Rebekah (/vanhoe); Katia and Netochka (Netoch-
ka Nezvanova) Nelly Valkovskaya and Natasha Thmeneyeva (Humiliated
and offended), Prince Myshkin and Rogozhin (Idiof), Murin and Ordynov
(Hostess).

Common to Walter Scott and Dostoyevsky that they put at the center of
the narrative destiny humiliated, discarded by society people. Scottish bard,
according to O. Senkovsky, «opened the European public disgusting poet-
ry of gallows, scaffolds, executions, drunken gatherings and wild passions»
[17, p. 49]. At the same time, the Russian writer saw the best of human
qualities, even in people who crossed the line of the law, beggars, descended
to the bottom of society. «But people are people everywhere. At the pris-
on between the robbers I during four years distinguished finally the people
[...].There were deep, strong, beautiful characters and how was fun under
the rough bark to find gold» (Letters 1, 138) [19, p. 67—68].

Considering the similar motifs in Dostoyevsky’s and Scott’s works, espe-
cially wants to stop on a musical motif, rather the motif of emotional influence
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of the music. Getting acquainted with the novels of Scott and Dostoyevsky,
the reader meets with a lot of scenes in which the characters sing the favorite
musical motif, play the different musical instruments (such as the lute, the
violin, the piano, the flute, ect.), listen to someone’s singing or playing. It
happens that a musical motif «<sounds» in the mind of the character, pursu-
ing him.

Dostoyevsky at the beginning of his literary creativity approached to
music in the same way as Scott — with romantic position. «For him, music
was an expression of personal feelings and experiences, yet something al-
ways great and deep» [11, p. 51].

The fact that Scott’s characters (Henry Smith, Percy Shafton, Lucy
Ashton) and Dostoyevsky’s early characters (Netochka Nezvanova, violin-
ist Efimov, Alexandra Mikhailovna, Katerina Ivanovna Marmeladova, Or-
dynov) associated with certain music, confirms this transformation motif.

The authors of numerous research works and memoirs devote much at-
tention to the theme Dostoyevsky and music. Sofia Kovalevskaya remem-
bering her childhood, writes about the frequent Dostoevsky’s visits her par-
ents’ home. «Fyodor Mikhailovich was not a musician. He was one of those
people for whom music enjoyment depends on the purely subjective reasons,
the mood of the moment. Sometimes the most beautiful artistic perfor-
mance of music cause him just yawn. Another time hurdy-gurdy, screeching
in the yard pricked him to tears» [15, p. 36]. And further: «<E M. Dosto-
yevsky was very fond of music, it was almost always something humming to
himself, and it was the best signified the good mood of his spirit» [15, p. 55].

Anna Dostoyevskaya recalls how her future husband told her that he re-
turned to the fortress after a terrible scene, «executed» Petrashevists on Se-
menov parade ground, «went on his casemate in Alexeyev Ravelin all sang,
loudly sang, so was glad to give life» [12, p. 31]. In 1863 Dostoevsky wrote
to Turgeney, that his story Ghosts is similar to music. «And by the way, what
do you think about music? Is this the pleasure or the positive necessity? In
my opinion, it’s the same language expressing that consciousness has not yet
been overcome (not rational, but all consciousness) and thus brings positive
benefits» [10, p. 43].

The character of the novel St. Valentine’s Day, or The Fair Maid of Perth
Henry Smith always singing your favorite tune while he works.

I whistle at my work whatever comes upper most, like an honest man,
and commonly it is the Highlandman’s «Och hone for Houghmanstares!»
My hammer goes naturally to that tune (p. 415).
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This motif penetrated so deeply into the soul of Henry Smith that every-
body in his town also knows that tune. Poor Oliver Proudfoot was mistaken
for Henry Smith, because he was in his cloak and whistled «his» melody,
because of that Oliver was killed.

Oliver [...] whistling a pibroch, composed on the rout of the Danes of
Loncarty, which he had picked up from its being a favorite of the Smith’s,
whom he made a point of imitating as far as he could (St. Valentine’s Day,
or The Fair Maid of Perth, p. 215).

Lucy Ashton perfectly plays the lute. William Ashton, her father, de-
lighted by the talent of his daughter.

In passing through a large Gothic anteroom, Sir Willian Ashton heard
the sound of his daughter’s lute. Music, when the performers are concealed,
affects us with a pleasure mingled with surprise, and reminds as of the natural
concert of birds among the leafy bowers (The Bride of Lammermoor, p. 39).

Wordly lovelace Piercy Shafton sings in a fit of joy, that he managed to
avoid punishment (he killed Hilbert Glendenning in a duel).

...he drank a few cups of claret, and sang (to himself) a strophe or two of
the canzonettes of the divine Astrophel (The Monastery, p. 317).

Rosalie Bradford sings Captain Waverley the superstitious legend of St.
Swithin’s Chair.

The sweetness of her voice, and the simple beauty of her music, gave all
the advantage which the minstrel could have desired, and which his poetry
so much wanted (Waverley, p. 133).

These examples prove that singing and playing the musical instruments
are an integral quality of the characters of the English bard. Characters of
Scott’s novels sing, because they have a happy mood, inner harmony with
the outside world, or, on the contrary, the song they want to warn or to pre-
dict the future. For example, gypsy Meg Merrilies appeared in the house of
Bertram at the time when the baby was born there, and sang his song-spell.

This charm she sung to a wild tune, in a high and shrill voice (Guy Man-
nering or the Astrologer, p. 32).

During the working on Nefochka Nezvanova, in 1846, Dostoyevsky
wrote to his brother Mikhail: «From seven o’clock in the evening I go to
the Italian opera, in the gallery, listening to our incomparable singers» [10,
p. 104]. According to A. Gozenpud, characters of Dostoevsky’s early works
«remember they had seen Italian shows, sing melodies of favorite arias. Mu-
sic often allows them to experience the deeper emotional connection with
others, discovering what can not be expressed in words» [11, p. 25].
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Netochka Nezvanova is the most musical work of Dostoyevsky because
almost every protagonist of this story is related to music; this is «the result of
impressions and thoughts of the writer associated with the music and the-
ater» [11, p. 35].

Netochka’s stepfather is a frustrated musician because of his inability
to work and the reluctance to improve his skills. He listens to play the fa-
mous violinist S., whose music awakened in him a long-standing dream of
becoming a musician. Efimov takes the violin, trying to repeat play, which
S. performed:

My3sbika Havanack. Ho 310 ObuTa HE My3biKa... DTO ObBUIM HE 3BYKU
CKPUIIKM, a KaK OyATO Yeil-TO y>KacHBIN rojloc 3arpeMesl B MEepBbIiA pa3
B HallleM TEMHOM XWIUILE... I TBEpIO yBEpeHa, YTO CJbIlllajia CTOHBI,
KPUK YEJIOBEYECKUIA, I1aY, LIEJI0€ OTYATHUE BBUTMBAJIOCH B 3TUX 3BYKaX U,
HaKOHeIl, KOT/Ja 3arpeMeJT y>KaCHbIN (PMHATbHBIN aKKOP/T, B KOTOPOM OBLIO
BCE, YTO €CTh Y2KACHOTO B IJIaUe, MyYUTEIbHOTO B MYKax U TOCKJIMBOTO B
0e3HaIeXXHOM TOCKe, — BCE 3TO KaK OyATO COeAMHUIOCH pa3oM («HeTtouka
HesBanosa», c. 256).

«The music here sounds like a confession naked heart, like a cry of de-
spair and unbearable meal» [11, p. 46], — says A. Gozenpud. For Efimov
music is not so much virtuosity and quick fingers as cry of the soul of unful-
filled dreams.

It’s hard not to agree that «according to Dostoyevsky, the music most of
all is the voice of a tortured soul, the sound expression of disharmony of the
world» [11, p. 43]. Under the influence of Alexandra Mikhailovna’s playing
Netochka Nezvanova firstly felt the ability to sing.

Ona cupena 3a GOPTENbSIHO, UMIIPOBU3UPYS HA TEMY OJHOTO JIIOOU-
MEHIIEro e MOTUBA UTAJbIHCKOW My3biKU. Korma oHa nepelia, Hako-
HEll, B YUCTYIO MEJIONUIO apuu, S, YBIECKIIUCh MY3bIKOIO, KOTOpPas Mpo-
HUKJIa MHE B Cep/llie, Hayajia poOKO, BIIOJTrojoca HamneBaTb 3TOT MOTUB
npo ceds... A Bce 6osee u 6oJiee BO3BbINIAIA rOJ0OC, BO MHE BO30YXKAa-
Jlach 9HEPrus, CTPacTh, pa3zxkuraemas eie 6oJee pagioCTHbIM U3yMJIEHUEM
Anexkcanapsl MuxaiiioBHbl... («<Hetouka He3BaHoBa», c. 320).

Almost all of Dostoyevsky’s characters love music, but could be called
and those who are in a closed, tyrannical character is not peculiar passion
for music. These characters include Peter Alexandrovich. Netochka was
amazed to hear how this cold man sings — like from him is impossible to
expect.

A yenpiana ero nenue («Hetouka HezBaHoBa», c. 330).
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Husband of Madame M-m** (Little Hero) as smug and carefree whis-
tling melody aria. Dreamer also sings of the story White Nights, when expe-
riencing a sense of joy.

A weén u nea, NOTOMY, UTO KOTJA S CHACTIIUB, S HEIPEMEHHO MYpPJIbI-
Kalo0 4TO-HUOYIb MPO cedsl, KaK BCSIKUI CYACTIMBBINA yesioBeK («bebie
HOYU», C. 157).

A. Gozenpud believes that this feature of the dreamer is autobiograph-
ical, «according to people who knew Dostoyevsky, joyful, elated state of
mind he always expressed in singing» [11, 26]. The daughter of the writer
recalls his father being in a joyful mood, singing softly Alexander Varlamov’s
romance At the beginning you would not wake [14, p. 62].

Dostoyevsky’s dreamer is a man of moods, deeply and subtly feeling ev-
erything around.

Korna g mpocHysncs, MHe TTOKa3aJloCh, YTO KaKOW-TO MY3bIKaJIbHBIN
MOTUB, JAaBHO 3HAKOMBIIA, MPEXE CAbIIIIAaHHBIN, 3a0bITHII U C1aIOCTHBIN,
Tenepb BCe BCMIOMUHAJICA MHE... MHe MOKa3ajaoch, UTO OH BCIO XU3Hb
MPOCWJIC U3 AylIU Moelt... («benble Houm», c. 187).

Zinaida Afanasevna, succumbing to persuasion her mother Maria Alex-
androvna seduce old prince, sings in his presence.

41 He Oepych omucath, UTO CHAENANIOCh C KHS3eM, KOTna 3arejia 3uHa.
Ilena oHa cTapuHHBIA (PpaHIly3CKUIT pOMAHC, OBIBLIXI KOTIa-To B 00JIb-
1ot Mojie. 3MHa 1eJia ero MpekpacHo. E€ 4ucThlii, 3ByUHbBIN KOHTPAJIBTO
TPOHUKAJ /IO CeP/IIa... DTOT POMaHC BBI3BAJI CJIAJIOCTHBIE BOCTIOMUHAHUS
y CTApOTO KHS34:

— Vous me ravissez! {I Terepb, Tenepb TOAbKO BCIOMHMII... Ho... HO... 0
ma charmante enfant... («ISIOIIKIH COH», C. 450).

Sometimes the music has a symbolic meaning in the lives of the char-
acters. Remember the episode of Alexandra Mikhailovna, when she, really
sick, mentally tortured, tired of life, «...mogoImwma K opTeNbIHO 1 B3sj1a
HECKOJIBKO aKKOPJIOB; B 3TO MTHOBEHHE C TPECKOM JIOITHYJIa CTPyHA U 3a-
HbUIA B IJINHHOM Jpe0e3XKalleM 3BYKE...

— Capimb, HeTtouka, cablmmimb? — ckaszajla OHa BAPYT KaKUM-
TO BIOXHOBEHHBIM TOJIOCOM, YKa3biBasg Ha (DOPTEMbSHO. — DTy CTPYHY
CJIMILIKOM, CJIUIIKOM HaTSHYJIW: OHA HE BbIHecIa U ymepsa. CIbIIHUILb,
Kak xajoOoHo ymupaeTt 3Byk!» («Herouka He3BaHoBa», c. 342).

In the story Hostess music sounds «as a premonition and expecta-
tion unrealizable in reality happiness, about which the dreamer Ordynov
dreams» [11, p. 48]. The song of Katherine sounds like unspoken yearning
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for the true feelings. Singing and listening as if connected by invisible bonds
of loving hearts from afar Ordynov and Catherine.

Kak ObI B OTBET Ha TOCKY €ro, B OTBET €ro 3aJpoKaBIIeMy CEpIILY,
3a3Bydyasl 3HAKOMbIII — KaK Ta BHYTPEHHSII My3blKa, 3HaKOMasl Iylle ye-
JIOBEKa B 4ac paloCTHU... B 4ac OE3MSTEXHOTO CYacThsl, — TYCTOU cepe-
OpsHbIid Tonoc Karepunsl. binsko, Bo3je, MOYTA HaA U3TOJOBBEM €TO,
Hayajach TMeCHsI, CHavYajla TUXO U 3ayHBIBHO... [0JIOC TO BO3BBILIAJICS, TO
omnaja, CyIopOXHO 3aMupasi, CJIOBHO Tasi PO ce0sl U HEXKHO JieJies CBOIO
K€ MATEXHYIO MYKY... TO CHOBA Pa3JIMBasiCh COJIOBBUHOI TPEJbIO, U BECh
JpoXa, IMJIaMeHes YXe HEOJEPXKUMOIO CTPACTbIO, Pa3JIUBAICI B LIEIOE
Mope... 3BYKOB («Xo3siiika», c. 384).

Comparing the examples of the musical motif, we can notice a lot of
similarities: positive characters of both writers endowed with musicianship,
their inner world comes to life and responds sensitively with the sound of
your favorite music motifs, music becomes like their best friend with whom
they can divide the melancholy and increase the joy. Musical accompani-
ment emphasizes joyful or sorrowful mood of the character (the dreamer,
Lucy Ashton), serves as a predictor of the future (Alexandra Mikhailovna,
gypsy Meg Merrilies) reveals unseen before talent (Netochka Nezvanova,
singer Louise), affects the deepest strings of the human soul, in order to
revive unspoken and undercurrents feelings (Ordynov Katerina, Hilbert
Glendenning).

Without doubt, the idea of the music of the early characters of Dostoevsky
is purely romantic, like Walter Scott’s one. Dostoyevsky revealed through the
images of music his cherished idea — torment and suffering of a downtrod-
den man, the temporary victory of brutality and vulgarity against the beauty,
the path through suffering to joy, a dream of harmony and happiness.
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MY3NYHI MOTHBU B TBOPYOCTI
BAJIBTEPA CKOTTA TA ®EJOPA JOCTOEBCBKOI'O

Jlecaasa Kopenoecoka, 0-p hinon. nayk, npoghecop

Kpakiscokuii nedaeoeiunuii ynieepcumem, Incmumym neoghinonoeii

Y emammi pozensioaromucs inocmaci my3uuno2o Momugy — eMouyitiHoeo 8naugy my-
3uku Ha eepost — y meopax B. Ckomma i D. Jlocmoescvioeo. B 060x asmopie ueit momue
Hece poOMaHmu4He HA8AHMANCEHHS, eKCHAIKYE GHYMPIWHIL XapaKkmep 2eposi, NPOSHO3YE
matioymue. ITIpocmedxcyromecs 3an03udeHHs ma mpaHchopmayis My3uuHo20 MOMuUey
WOmMAaHICbK020 bapda y panHiii meopuocmi pocilicbk020 NUCbMEHHUKA.

Pomanu B. Ckomma mosicha Hazeamu 0xcepenom HamxHeHHs pOCiiCbK020 NUCbMEeH -
nuka. D. Jlocmoescvkuii Ha nouamiy c8oei Aimepamyphoi meopuocmi cnpuimag My3uKy
3 POMAHMUYHUX NO3UYiil, K ye 0yr0 npumamanto i B. Ckommy. Jlas pociticbkoeo nuco-
MEHHUKA My3uKa 6y1a 8UPadiceHHAM 0COOUCUX NOUYMMIE, Nepedcus8and i  moii Jice Hac
YUMOCH HE3MIHHO BEAUKUM MA 2NUOOKUM.

TopisHoouu my3uuHi Momugu 6 000X NUCbMEHHUKIB, MOJCHA nomimumu 6aeamo
cninbHux puc. Y 3nauniil Kinbkocmi enizodie pomanie sk Ckomma, mak i locmoescovko2o
2epoi mo Hacnigyomo yAOAeHUl MY3UYHULL MOMUS, MO 2PArOMb HA PI3HUX MY3UHHUX
iHcmpymenmax (110mHs, CKpunka, goopmeniano, 0y0ouka), mo cayxarwoms 4uiico cnie
abo epy. Tpanasemucs, wjo neeruil My3UMHUI MOMUE <38YHUMb» 6 OYMKAX 2ePOsl, HEMO8
nepecnioye iiozo.

Cnie ma epa Ha My3UMHUX iHCMPYMEHMAax cKAadarms Hegid’ eMHy pucy xapakmepie
2epoie 000x nucoMeHHuKi6. Barbmepckommigcki nepconaiici cnigearoms, 60 y Hux padic-
HUll Hacmpiil, BHYMpPIiuHs 2apMOHIs i3 308HIWHIM c8imoM, a0, HA8NAKU, NICHEI BOHU
Xouymb 3acmepezmu, ado e nepeddauumu mMailbymHe.

Ilpu yvomy my3uuni momueu, wo nposeisromocs 6 chaduuni Ckomma, 3a3Haroms
mpancghopmauii y meopuocmi Jlocmoescokoeo. Toii pakm, wjo éanrvmepckommiscki ce-
poi (Ienpi Cmim, Ilepci Hlagpmon, Jlroci Dwmon) ma eepoi pannvoeo Jlocmoescovko2o
(Hemouxa Hessarnosa, ckpunans €pimos, Onexcandpa Muxainiena, Kamepuna Ilsa-
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niena Mapmenadosa, Opouros) nog’s3ami 3 Ne6HUM MY3UHHUM CYRPOBOOOM, CAYICUMb
niomeepoxceHHsIM yiei mpancgopmayii momuey.

Karouogi caoea: mpancghopmayis, 3ano3uterHs, MOMuUG, pPOMaHmMU4Ha ioes, emoyiii-
HUTl 6NAUG MY3UKU.

MY3bIKAJIbHBIE MOTUBbBI B TBOPYECTBE
BAJIBTEPA CKOTTA 1 ®EJOPA TOCTOEBCKOT'O

Jlecaasa Kopenoeckas, 0-p gpunon. Hayk, npogeccop,
Kpakoeckuii nedacocuueckuii ynusepcumem, Hncmumym neoguaonoeuu

B cmamve paccmampusaromes unocmacu My3vlKanibHoeo0 MOMUEA — IMOYUOHANb-
HO020 6030elicmaus My3biKU Ha eepost — 6 npousgedenusx B. Ckomma u D. locmoescio-
20. B meopuecmee o6oux nucameneii 0aHHbll MOMUG HECEM POMAHMUHECKYIO HAPY3KY,
IKCHAUYUPYem SHYMPEHHUI MUp eeposi, npoeHosupyem 0yoyuwee. I[Ipocaescusaiomces
3aUMCMBOBAHUS U MPAHCHOPMAUUS MY3bIKANbHO2O MOMUBA WOMAAHOCK020 bapoa 6
panHem meopyecmee pycckoeo nucamens.

Karouesvte caosa: saumcmeosanue, mpancgopmayus, Momue, poMaHmu4ecKas
udest, IMOUUOHANBHOE B030€UICBUE MY3bIKU.
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