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ABSTRACT                                                                                                                                       ARTICLE DATA 

"Melody of the Sea" is a large-scale choral work composed by Zhao Yuanren for Xu Zhimo's 
poetry, which was first published in "New Poetry Collection". In this work, Zhao Yuanren 
emphasized the use of piano accompaniment to express the whole music and portray the 
characters, which is the indispensable content for the study of Chinese piano music in the 
early stage of Chinese new music. This paper takes Zhao Yuanren's choral work "Melody of 
the Sea" as the research object and explores the relationship between the text of "Melody of 
the Sea" and its piano accompaniment by analyzing, listening to and consulting related 
literature. Finally, it is concluded that the relationship between the piano accompaniment 
and the text of "Melody of the Sea" is a close combination and matching relationship. Its 
piano accompaniment can not only describe an independent musical image, but also can be 
combined with the text, echoing the meaning, melody and harmony colors expressed by the 
lyrics at different times, playing a role in setting off, contrasting, enriching the characters 
and rendering the artistic conception of music. 
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1. INTRODUCTION 

At the beginning of the 20th century, the New Culture 
Movement was launched in China and the ideas of 
democracy and science had a huge impact on the 
Chinese at that time. After the May Fourth Movement, 
many musicians were influenced by the trend of 
democracy and freedom, and created new themes of 
music, many of which were red theme works. It was 
during this period that new music in China began to 
slowly take shape and develop. "Melody of the Sea" 
was created in 1927 and published in "New Poetry 
Collection" in 1928. It is a four-part mixed chorus led 
by a soprano and composed by Zhao Yuanren based 
on Xu Zhimo's new poetry of the same name, 
expressing their progressive stance and patriotic 
sentiments, which is full of the humanistic spirit of the 
May Fourth Movement. "Melody of the Sea" was born 
against the special historical background of the May 
Fourth Movement, which happened to be the early 

stage of the development of Chinese new music. 
Coupled with the red theme of the work itself, it is 
endowed with epoch-making significance, and it is 
also a pioneering work that is widely circulated in the 
field of Chinese chorus. 

2. MUSIC ANALYSIS OF "MELODY OF 
THE SEA" 

"Melody of the Sea" belongs to the type of strophic 
song in terms of lyrics, but because the lyrics of each 
period are different, the melody, accompaniment and 
emotion also have corresponding changes. Therefore, 
it belongs to the type of ‘durchkomponiert’ song. From 
the perspective of musical structure, "Melody of the 
Sea" is a mixed chorus work of the large-scale multi-
section juxtaposed free form structure [1]. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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Prelude (piano) (1-14 bars) 
The first period (14-44 bars) chorus a + solo a + chorus b + interlude a 
                                                              15              24              30                37 
The second period (45-75 bars) chorus a1 + solo a1 + chorus b1 + interlude b 
                                                                    45                55                61                  68 
The third period (76-106 bars) chorus a2 + solo a2 + chorus b2 + interlude c 
                                                                    76                86               92                  99 
The contrasting period (107-152 bars) chorus a3 + solo a3 + chorus b3 + interlude d 
                                                                                 107              118              124                133 
Epilogue (153-the end) chorus c + interlude e + chorus d + interlude f + chorus e + ending 
                                                  153               160                164               168                 172            191 

The melody of the entire chorus is d minor. The 
overall color of the melody is also melancholy, gloomy 
and gray like the feeling of d minor. The emotional 
expression of each period is progressively developed. 
The prelude is a piano solo in d minor. The melody 
part begins with an octave tremolo of piano dynamics, 
just like the sea surface before the storm comes, 
which seems dead calm, but there are turbulent waves 
hidden underneath. 
The first sentence of the first period is introduced 
from the weak female chorus in d minor, and the 
rhythm is mostly dotted, which makes the music more 
propulsive and expresses the worry and anxiety about 
the young woman. The second sentence is a soprano 
solo, the tonality is changed to F major, and the tonal 
colors become brighter. Accompanied by the dialogue-
style lyrics "Ah no, I won't go home, I love the wind 
blowing this night" [2], it reflects the young woman's 
innocent and romantic but stubborn character. The 
third sentence is a narrative phrase of the narration. 
The tonality is changed from F major to d minor, and 
the rhythm is still the urgent dotted and second half 
beat rhythm pattern, expressing the anxiety that the 
young woman rejects advice and still wanders by the 
sea. The last sentence is the piano's interlude in F 
major. Although the rhythm is stable, the staccato in 
the treble still implies the young woman's innocent 
and lively character. 
The second period is similar in structure to the first 
period, but a little more urgent in emotion than the 
first period. Compared with the first sentence of the 
previous period, the first sentence has one more part 
and the melody has added a big jump of seven or eight 
octaves, and the worry about the young woman has 
become more intense. The melody and 
accompaniment of the second soprano solo are added 
with some decorations, which sound more brisk and 
soft, and the image of the young woman becomes 

more and more distinct. In the chorus part of the third 
sentence, there are only soprano and contralto parts 
at the beginning, and two male voices are suddenly 
added in the last two bars. Compared with the first 
period, the ups and downs and fluctuations become 
larger, and the emotional contrast is also stronger. 
The structure of the third period is roughly the same 
as the first two periods, but it is more musically 
expressive, foreshadowing an imminent storm. The 
rhythmic pattern of the chorus part is more unstable 
with the addition of triplets. The tonality shifts from d 
minor to A major, there is crescendo tremolo of the 
accompaniment part, and the large number of 
chromatic notes and the strong diminished seventh 
chord used in the melody part all indicate that the sea 
surface will become more and more uncalm. At the 
beginning of the third sentence, the theme of the 
female solo becomes 6/8 meter, and many rests are 
added to the rhythm. Compared with the previous 
part, there is a sense of lightness and jumping, 
depicting the scene where the young woman refuses 
to listen to advice and begins to dance on the 
seashore, which highlights her willfulness, innocence 
and ego. In the fourth sentence of interlude, the 
texture of the accompaniment and melody part is 
changed, the third chord is added, and the dynamics 
are lighter. The young woman's steps are no longer 
light, she begins to be swallowed by the waves, and 
her footsteps gradually leave the beach. 
In the contrasting period, the storm finally arrives, 
and the whole work reaches its climax. The 
accompaniment part of the whole passage is basically 
the octave tremolo in the bass district, and the 
audience seems to be in the rolling waves at this time. 
Introduced by the male chorus at the beginning, the 
sound effect is fuller and firmer, creating a tense 
atmosphere. Then the female voice part is added, and 
the part becomes more three-dimensional and fast. In 
the second sentence of the soprano solo, a female 
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chorus is added, but the prominent solo part contrasts 
sharply with the chorus part that is still persuading. 
The speed of the last period slows down and the 
overall mood becomes gentle and melancholy. The 
soft chorus part merges with the lyrics, telling the 
miss for the young woman. After bar 172, the music 
returns to its original tempo and the whole piece calls 
out to the young woman for the last time. At this time, 
the tremolo is added to the accompaniment part, 
expressing the pain and sadness of the young 
woman's death. The subsequent ending uses the piano 
to show that the waves are getting smaller and 
smaller, disappearing together with the young 
woman, and the sea returns to calm. 

3. ARTISTIC IMAGES IN "MELODY OF 
THE SEA" 

In "Melody of the Sea", the author uses the three art 
forms of chorus, solo and piano accompaniment to 
shape and portray different characters. The chorus 
part represents the poet who has persuaded the 
young woman many times, the soprano solo 
represents the young woman who insists on going her 
own way, and the piano solo represents the sea 
symbolizing the dark forces. The three characters are 
vividly portrayed and each theme uses a different way 
of expression, which is very expressive. For example, 
the chorus part is used to express the poet's worries 
and grief; the soprano solo narrates the young 
woman's innocent and stubborn words; the piano 
accompaniment appears as an independent part, in 
order to show the different states of the waves on the 
one hand and reflect the light pace of the young 
woman on the other hand. The composer has cleverly 
laid out the rhythm, texture, dynamics and tone of 
each theme. The development of each period is 
progressive, and the musical image is contrasting and 
very dramatic [3]. 

4. ANALYSIS ON THE PIANO ACCOMPA-
NIMENT OF "MELODY OF THE SEA" 

4.1. Piano Accompaniment Texture 

The piano accompaniment composed by Mr. Zhao 
Yuanren for the artistic work can be played as an 
independent piano work. In "Melody of the Sea", he 
uses the changes in the texture of the piano, the 
tonality distribution, as well as the changes in 
strength to mainly depict the image of the sea, which 
symbolizes the vicious power. At the same time, in 

each period, he uses different textures to express the 
young woman's steps, dances, and struggles. 
For example, during the intro at the beginning of the 
whole piece, the dynamics is piano. The left-hand 
accompaniment part has an octave tremolo in the 
mid-bass district to express the seemingly calm sea, 
creating a dull and depressing atmosphere, which is a 
good foundation for the entry of human voices. 
Later, in different periods, the octave tremolo of the 
left-hand bass part also appears frequently and has 
different dynamics arrangements with the mood of 
the storyline. 
The climax of the whole piece, starting at bar 107, 
depicts the coming of the storm. The accompaniment 
part of the entire period is almost always the powerful 
octave tremolo, to set off this most tense moment and 
express the wrath of the sea. The melody part is 
changed into cylindrical chords, making the timbre 
fuller and firmer, and with the rendering of the chorus 
part listeners feel like they are at the wrathful seaside. 
The subsequent piano interlude at the end of the 
contrasting period beginning in bar 135 describes the 
scene of the young woman being engulfed by a 
ruthless sea. The composer here uses the continuous 
ascending arpeggio scale, triple descending chord 
decomposition, and chromatic descending scale 
textures. The continuous ascending arpeggio scale 
shows the young woman being rolled up by the 
waves; the triplet descending and chromatic 
descending scales show the young woman being 
thrown by the waves. The interweaving of several 
textures vividly depicts the tense situation of the 
young woman's figure flapping, swaying, and being 
rolled up and dropped by the waves. And the 
continuous octave of bass accentuates the cold and 
gloomy image of the sea. 
At the end of the last piece of music, the chorus part 
expresses the image of the poet who is in memory of 
the young woman and the piano interlude 
immediately behind it represents the graceful figure 
of the young woman. Although she has passed away, 
her figure still appears in the poet's mind from time to 
time, making people never forget her. 

4.2. Relationship Between Piano 
Accompaniment Texture and      
Tonality Distribution 

In the tonality distribution of the piano 
accompaniment, the composer flexibly uses the 
mutual conversion of the major and minor keys of the 
same tonic and the modulation of the equal harmony 
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attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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[4], to be unique in the composition. For example, 
when expressing the image of sea waves, the tonality 
is a d minor melody with dark and oppressive colors. 
And in the piano interlude that depicts the image of 
the young woman, the tonality will change to the 
bright and lively F major. With the brisk staccato 
melody in the treble, the young woman's innocent and 
stubborn character is more distinct. 
Zhao Yuanren makes the artistic image in "Melody of 
the Sea" more complete and expressive through the 
texture changes and tonality distribution of the piano 
accompaniment. With the change of texture and 
tonality, the contrast and change of the image are also 
more distinct. The cooperation of the piano 
accompaniment and the chorus part also greatly 
enhances the infectious ability of the chorus work. 

5. RESEARCH ON THE RELATIONSHIP 
BETWEEN THE MUSICAL TEXTS OF 
"MELODY OF THE SEA" 

5.1. Relationship Between the Texts            
of "Melody of the Sea" and the        
Piano Accompaniment 

In order to combine the words and music closely, 
Zhao Yuanren conducts a comprehensive and 
meticulous study on the lyrics and tunes in the song. 
For example, in order to make it easier for listeners to 
understand, Zhao Yuanren makes three small changes 
in Xu Zhimo's poetry: namely, the "evening mist" in 
the first period is changed to "twilight", the "rapid 
spin" in the third period is changed to "spin", and the 
"in the sea foam" in the fourth period is changed to "in 
the foam of the spindrift" [5]. After analyzing the texts 
and piano accompaniment of "Melody of the Sea", it 
can be found that the piano accompaniment in the 
song is also closely integrated with the words and 
music, all of which reflect the composer's 
meticulousness and exquisiteness. 
In bar 86 of the music, the soprano solo appears for 
the second time, which is the young woman's second 
response after being persuaded by the poet. The 
young woman's innocent and romantic response and 
the beginning of learning sea gull's dance by the sea 
make her innocent and romantic image fuller. At this 
time, the piano accompaniment also changes into 
arpeggio chords in the treble, with soft dynamics, 
graceful and brisk, echoing the meaning of the lyrics, 
as well as the color of the melody and harmony. 
In bar 107 of the climax of the whole piece, the sea 
begins to raise high waves. The poet anxiously warns 
the young woman of the danger and begs her to get 
out of the sea: "Listen the wrath of the sea, please, 

young woman, go home, young woman" [2]. At this 
time, the male chorus accompanying the lyrics also 
expresses warning and intense emotions, and the 
strong piano accompaniment is closely combined with 
the words and music, creating a scene of surging 
waves and hidden dangers: The left-hand part is the 
octave tremolo representing the coming of the waves, 
the right-hand part also becomes a full cylindrical 
chord, and the rhythm is mostly dotted, showing that 
dreadful dangers are approaching step by step. 

5.2. Summary of the Relationship Between 
the Texts of "Melody of the Sea" and 
the Piano Accompaniment 

Through the analysis of the piano accompaniment and 
texts in "Melody of the Sea" in the previous section, it 
can be concluded that the relationship between the 
piano accompaniment and the texts of "Melody of the 
Sea" is closely integrated and matched. Its piano 
accompaniment can not only describe independent 
musical images, such as waves and dance steps of the 
young woman, but also can be combined with the text, 
echoing the meaning, melody and harmony colors 
expressed by the lyrics at different times, playing a 
role in setting off, contrasting, enriching the 
characters and rendering the artistic conception of 
music. These all benefit from Zhao Yuanren's 
profound literary skills, creative attitude of striving 
for perfection, and skilled artistic techniques. It is the 
combination of these factors that makes his piano 
accompaniment more advantageous in setting off the 
melody mood, inspiring the singers to express their 
passion, and highlighting the connotation of the song 
[3], with a great inspiration for the creation of later 
piano works and art songs. 

6. CONCLUSION 

As a representative composer in the early stage of 
new music, Mr. Zhao Yuanren's works always carry 
the humanistic spirit and certain progressiveness of 
the "May Fourth" Period. Before the appearance of 
Chinese art songs, piano accompaniment has always 
been the object of auxiliary foil, but the appearance of 
the work "Melody of the Sea" has made the piano 
accompaniment in art songs have an independent 
status. Besides "Melody of the Sea", the piano 
accompaniment in many of Zhao Yuanren's art songs 
is like this: it can complement and promote each other 
when combined with words and music, but it can also 
shine when it's separate. Although most of Zhao 
Yuanren's music creation is mostly songs, his pursuit 
of perfection and bold and innovative spirit in the 
composition of piano accompaniment has exerted a 
wide and far-reaching influence on the musicians of 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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later generations, which is worthy of serious study 
and research by future generations. 
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