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ITa KHMTa He NPHHAMNEXKHT K YHCIY MHOTOYMCNEHHBIX paboT
Ha TeMY «CJIOBO H My3BIKa». ABTOp He NPOC/IEXHBAET BIHA-
HHE MY3BIKH Ha C/IOBECHOCTB, HE MPOBOAHT MEXIY HHMH PHC-
KOBaHHBIX AHANMOrHA, HE MBITAETCA BLIABHTE YEPThI MX CXOM-
CTBa H HECXOACTBA.

O My3bike B KHHTE MOYTH HHYEro He rosoputcs. Ee Te-
Ma — MY3bIKanbHOE, HO HE MY3bIKa: pa3rpaHHYeHHe 3THX Mo-
HATUA UMEeT 31eCh NPHHUHNMHANBHYK BaXHOCTb. ABTOP MC-
XO[UT M3 MOCBIAKM, YTO MY3blKa €1Ba /1M MOT/a OKa3biBaTh
NpAMOe, HeNnoCpelCTBEHHOE BIAMAHHE HAa CJIOBECHOCThL. ITO
BIHAHHE, KaK npasuno, 6buto rnyboko onocpenoBaHHbIM: me-
MY MYIBIKO M CNOBOM JIeXHT OrpomHas obnacTe My3bi-
KanbHOro (BepHee, Ha Hall B3rNAll, Ha3lblBaTh €r0 «TPaHCMY-
3bIKAMIbHBIM», 9TO Mbl OyaemM nenath nanee, B TEKCTe KHHIH),
KOTOpas H HAXOOMNach B MOCTONHHOM HHTEHCHBHOM B3aWMO-
NEeHCTBHH CO CNOBECHBIM HCKYCCTBOM.

Obpa3 cnosecHoif My3bIKH poxaancs BHYTpH 31Ol 06-
nacT. ONHaKo M €aMO (TPAHC)MY3bIKANLHOE — C/IOBECHO: OHO
npeactasnset coboft komnnekc maell u npeacTasneHnit 0 Mmy-
3bIKe, KOTOpPBIA pacnbifieH Mo OTPOMHOMY MAacCHBY TEKCTOB,
BKJIIOYAIOLIEMY KaK MY3bIKabHO-TEOPETHUYECKHE TPAaKTaThl,
Tak u Gorocnosckue, punocodckue, 3CTETHYECKHE, NMOITONO-
FHYECKHE TPYAbl, NPO3y W CTHXH, NHCbMA, NHEBHMKOBLIE 3a-
MACH (TaK, B 3MOXY POMaHTH3IMa OCHOBHas paboTa no KOHCT-
pPyHpoBaHHI0 HOBOro obpaza cnoBeCHOW MY3BIKH WUNA, HA HawW
B3rnan, s aHesHuke XKozeda XKybepa u o pparmentax Hosa-
nHca). ITH HAEH M MpeACTaBJEHHA HepeaKko ObUIH OTOPBaHBI
OT MY3bIKabHON NPAaKTHKH, a NOpoil MMENH OTKPOBEHHO
«pHKTHBHBIH» XapakTep (npaBaa, cnoBO «hHKUHA» Mbl HC-
noneiyemM B ocobom, Janeko He HEraTHBHOM CMBbICNIE, KOTOpO#
NPOACHHUTCA HHXKE).

My3bikanbHoe, ¢ OHOH CTOPOHBI, KOCMHYHO, a C ApY-
roif, — cyObeKTHBHO: MY3bIKaNeH KOCMOC, HO MY3bIKa/lbHa H
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yenoBeyeckas Ayla. ITH 1B OCHOBHBIX BeKTOpa (OAMH BeaeT
BOBHE, B KOCMOC; ApYrofi — BHYTPb, B r1yOuHy Oywuw), onpe-
NENAHILHE LUHPKYNAUMIO MY3bIKaNbHBIX HOeH B KynbType.
0003HaueHBI yXe B IHAMEHHTOM MY3IbIKa/IbHOM TpakTaTe bo-
3UH8 — musica mundana ¥ musica humana. CooTBeTCTBEHHO H
CNOBECHAaA MY3biKa MOHHMaeTcA nubO Kak OTpakeHHe BHeLIHe-
ro KOCMHYECKOTO nopajaka, MH00 Kak BbipaXeHHe BHYTpeHHeil,
«/1y LIEBHO#» MY3BIKH.

CTpyKTypa KHHIH OPHEHTHpPOBAHA Ha 3Ty (QyHIaMeH-
TaNnbHYIO JBOHCTBEHHOCTH MY3biKanbHOro. OAHaKko, XOTA W3-
NOXEHHe B Hell NOCTPOEHO HE MO XPOHONOrHYECKOMY NMPHHIIH-
ny, 3BONOUMOHHBIH MOMEHT /NI HAC KpailHe BaKeH: aBTOp
CTaBun cBoeit Lenbi0 NOKalaTh, 4T0 06pa3 cnoBecHON My3IbIKH
3a /1B THICAYENETHA CBOEr0 CYLIECTBOBAHHA B €BPOMEHCKOM
BOODOpaKEHHH He pa3 NpeTepneBan CaMble PaaHKANbHbIE HIME-
HEHHA.

B aByx 3kckypcax., 3aBepluaroiinx KHHry, NHib 3aTpa-
THBAKOTCA HA HACTHLIX MPHMEPax BOMPOCHI, KOTOPbIE, KOHEYHO
e, 3acnyxuparot bonee nmoapobHoro ananwsa. Tema nepsoro
IKCKYpca — (YHKUHA CNOBa B BOKANLHOH MY3BIKE, Mbl pac-
CMATPHBaeéM 3/16Ch HEONHOKPATHO BOIHHKaBIIYHO B eBponei-
CKOM KynbType Haew O Hew3DekHOH NoAYMHEHHOCTH CNOBa
MY3bIKE H MbITAEMCH ONPENENHTh, HAaCKONMBLKO 3Ta Wies mnpa-
BomepHa. Tema BTOPOro 3KCKypca — CJIOBECHOE TO/NKOBaHHE
MY3blKH, BOIMOXHOCTH TAKOrO TO/KOBAaHHA M €ro myTH, He-
PeAKO pacXoAsllHecs, — 4TO M MOKa3aHO Ha NpHMEpe ABYX
C/IOBeCHBIX HHTepnpeTauuit nocneaned conaTbl beTxosexa.

B KOHEYHOM WTOre, KHHra paccKalblBaeT O BIIEYEHHH
C/IOBA K MY3LIKE, O er0 HeHCNIONIHHMOM JXKeJIAHHH CTaTh MY3bi-
Koii. DTO KenaHHe, HHKOTAA He OCYLUECTBIABIUEECA B MOMHO
mepe (ecnd Obl CNOBO B CaMOM [Iefle «BEPHYNOCH B MY3bIKY».
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nost octancs Gel Ge3 nena), Bce ke BesO CAOBO NO HOBBIM LS
HETO MYTHM W MPHBOIHJIO — HE K My3biKe, HO K HEKHM NOJ0-
OuAM MY3IBIKH, HOBbIM H BCE BPEMSA HHBIM: CNIOBO HE NpeBpa-
IL1ANOCk B MY3bIKY KaK B HEYTO «Jpyroe», Ho o0HapyxuBano B
cebe cOBCTBEHHY IO MYy3BIKY, OTAHUYHYIO OT MY3bIKH B TOYHOM
CMBbICNe C1oBa. ITY MY3bIKy CTapHHHbIE TeopeTHkH (Abcanon
n3 Uinpuurupcbaxa, Sctam [lewwad) ynauHo Ha3BanH «apyroi
MY3bikoil» — alia musica, |"autre musique.






I'NABA I

PO>KAEHUE
CAOBECHOI MY3bIKU
U3 OBAACTU
TPAHCMY3bIKAABHOI'O



CAOBECHASA MY3bIKA —
PEAABHOCTb MAH OUKLIMA?

Cpenn ayXHX CnoB. KOTOpble IUIR HAyKH O JIHTEpaType
CTANH NOYTH MIH COBCEM CBOMMH, HAfiIETCA HEMANO MY3bi-
KanbHBIX TepMUHOB. JIluTepaTypoBea paccyKnaeT 0 MENOAHKE,
nonudgoHun, conatHoit opme, cnosecHoi dyre, opkecTposke,
0 MY3bIKANLHOCTH MOIIHH MM MPO3bl TAK YBEPEHHO, COBHO
ITH CNOBa ANA HEero — He meTadopbl, CIOBHO OHH ABNSIOTCA
ero cobCTBEHHOCTBLIO, MPHHALNEXKAT emy no npasy . JlerkocTs
obpaienus ¢ yyxoi TepmuHonorueit obycnosnena ybexnenn-
eM, 4To cnoeo obnanaer Hekoit cobcTBeHHOR MYy3bIKOH, 4TO
ecTh ocobas My3bika C/IOBA, HETOXKIECTBEHHAs MYyJblKe Kak
TaKoBOH .

7o ybexnenne umeeT rnyboxue HCTOPHUECKHE KOPHM.
OHO NOABHNOCH CPa3y ke, KaK TONbKO CTan YXOAHTHL B Npo-
LJI0€ CHHKPETH3M aHTHYHON JOVOLKT] C e eAHHCTBOM «C/OBa,
rApMOHMH M PHTMa»’, KaK TOJNBKO HA4aNoCh OCOIHAHME MPHH-

[MpHMepbl NPHMEHEHHS MY3bIKATBHBIX TEPMHHOB B JIHTEpa-
TYpOBEI9eCKHX TEKCTax cM. B kuure Perri H. Literatur und Mu-
sik. Form- und Strukturparalellen. Gottingen, 1964.

CornacHo nNaTOHOBCKOMY ONpENENeHMId =Menocas (1. e.. B
NAHHOM clysae, My3IbikH — «<[CocynapcTsos, 111, 398d). xoto-
poO€ WHOTAA OTILIBAETCA M Y CPe/HEBEKOBBIX aBTOPOB. Tak.
Heunop Cesuneckuit 8 «[duddepesunsax= NHer o My3sike:
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UHITHANBHOTO Pa3NIMYHA MeXAy MY3bIKOH H cnoBoM. Y Tpaden-
HOE eIHHCTBO CMEHW/IOCh OTHOLUEHHEM aHAMOTHH; Pa3fieNus-
IIHCh, MY3bIKa H CIOBO TYT e YCTPEMMAHCh ADYr K ApYry.
HAaTaNnKHBaACb, OfIHAKO, HA Pa3 H HABCErAa BO3HMKILUYHO «HEAO-
CTYNHY 4epTy». OOpeTa CBOH aBTOHOMHbBIE MHPbI, MY3bIKa H
CNOBO OKA3a/INCL MO Pa3’HbLIE CTOPOHLI 3TOHA 9epThl, 4TO HE
Melllano, O[HAaKo, MY3bIKE B T€ H/IH HHbIE MOMEHTbI CBOEl
HCTOPHH TAFOTHTBCA CODOH M CTPEMHTBCA CTaTh C/IOBOM, a
CNOBY — ¥XelaTh NPeBPATHTHLCHA B MY3bIKY.

Havanshoe ansa Hawe# Temsbl cobbiTHe (B HCTOpHUECKO#
nepcnekTHBe, pasymeercs, npeacrasnssiuee coboit mnuTtens-
Hblii npouecc) — cobbiTHe pa3feneHHAs MY3bIKM H CIOBa M,
OIHOBpEMEHHO, HX YCTPeM/IEHHA APYT APYry. — OTPaxeHo B
tpakTate «O pacnonoxenun cnos» [duonncua [anukaphaccko-
ro (I B. no H. 3.). C oaHoit cToposl, [IHOHHMCHI Ype3BbIvaiiHO
YYTOK K MPOAB/IEHHAM 3apOXOarOLLEHCA aBTOHOMHH MY3bIKH
(B HeH MHOrAA «CNOBA NOAYHMHAKITCA MENIONIHH, 3 HE MENOHA
— CJIOBAM»): OH, BOIMOXHO, NMEPBLIM JAMETH/I, 4TO MY3blKa
MOKET BCTYNAaTk B KOHQUIMKT CO C/IOBOM, OMHMCAB NPOTHBOpe-
yMe Memay Menoameil W opramM3lauded ynapenuwit B xope w3
«Opecta» Eppununa (pacnpeneneHue TAXeaAbIX, OCTPbIX H 00-
NIerYeHHbIX YapeHHil B C/IOBAX MPOTHBOPEYHT pacnpefieNieHHIo
BLICOT TOHA B MY3blke, conpoBoxkaatowe Tekct). JluoHHcHit
CTABHT UeNbI) MOKA3aTh «PalHuMe MEXAY MY3IbIKoA M
peubton, NpaBaa, OH HCTONKOBLIBAET ITO PalNH4YME KaK YHCTO
KONTHYeCTBEHHOE (MY3bIKa MCNONbL3YET MHOXECTBO HHTEpBa-
OB, a pedb JIHWb OIHH — ONU3IKHik KBHHTE).

C npyro#t croponbl, [IlnoHHCHA NpofonXkaeT NHCaTh O
peuH B MY3bIKAIbHbIX KaTErOpHAX: OH FOBOPHT O «MENOAHH»

«0Ha COCTOHT H3 TPEX POAOB, T. €. H3 IBYKa, C/IOB M METPOB=
(«Haec constat ex tribus modis, id est sono. verbis et numeris=
— Isidorus Hispalensis. Differentiae. Lib. 1. XXXIX, 150 //
Patrologiae cursus completus. Series latina. [lanee — PL.
Vol. 83. Col. 94).
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(HEAOG) Kak ONHOM H3 3NMEMEHTOB <NPHATHOH H KpacHBOH
peun». OQHAKO 3TO YXe He My3bIKanbHas MenoaHs B cober-
BEHHOM CMbIC/Ié — M HE TOMBKO MOTOMY, 4TO OHAa «H3IMeps-
€TCA JIHWb OAHHM HHTepBanoM». [JHOHHCHA OTUETAMBO 0OCO3-
HAEeT pa3finyHe MEXy MeNo/HeH peyH H MoMoLeHca Menoanei
W Jla)e NpeiaraeT 3akpenuTh 3TO Pa3iHdHE TEPMHHOIOTHYe-
ckH: «Ecnu Menoaus ronoca — He MOMOLIETO Mojioca. HO Mpo-

CTOro, — AOCTABNAET YAOBONLCTBHE CIYXy, ee CledyeT Ha-

3BaTh mneBydeil. MenoNM4YHOH (EVMEAES), HO He Menoaued
¥

(ELUEAEG)Y .

Meui BHaOHM Y [IHOHHCHA, KAaK «MENOAHYHOE», BOIMOKHO,
BrepBbie OTAENAETCA OT MYIbIKH, CTAHOBACH HEKMM KauecT-
BOM c/ioBa. Peub yKe He CIHTa BOEAHHO C Menoanel. Ho o6-
NnanaeT Meno[MYHOCTBLIO Kak cobcTBeHHbIM. ocobbiM cBOfiCT-
BoM. MTak, ecnu «HeckycecTBo nybnuunoi peau» y [lHoHucHA
— «Pa3IHOBMAHOCTHL MY3IbIKANbHON HayKM, OT/JIHYaIOLWIENCA OT
BOKA/IbHOH W WHCTPYMEHTANLHOM MY3bIKH B CTENEHH, a He B
pone»’, €CIM peub y HEr0 — My3biKa, TO ITO BCE-TaKH yke
«Ipyras My3biKan: 3TO TO NM MY3biKa, OCO3IHABILAN BOIMOXK-
HOCTb CBOEro MHOOBLITHA B cnoBe, TO /IH CAOBO. OCO3HABLUEE
CBOK) MY3bIKABHOCTb KaK HEYTO OTIHYHOE OT My3biku. Tak
BOIHHKAET MpPeACTABNEHHE O TOM, 9TO CIOBECHOE MPOH3BE/E-
Hue, yxe oTaenusiee ceba oT My3siku, Moxer obnagate He-
KMMH KauecTBAMH MY3bIKH, «MY3bIKAIbHOCTLION.

Juonucut Naauxapracckui. O pacnonowenns cnos. X1 //
Dionysius of Halicarnassus. Critical Essays / Ed. St. Usher.
Cambridge (Mass.), 1985. Vol. 2. P. 70-83. Pyc. nepes.
M. J1. Macnaposa cM. B KH.: AHTHYHBbIE pHTOpHKH. M., 1978,

Huonucud Naauxapuacckuid. O pacnonoxenus cnos, ran. X1
Cit. ed. P. 76-77.
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ITO NpeCTaBNEHHE KAXKETCH BONHE ouesHaHbIM . Ho B
yeM, CODCTBEHHO, COCTOHMT MY3BIKANLHOCTBL crnoBa? 3akmroue-
Ha JTH OHA B COPa3MEPHOCTH M MPONOPLUHOHANLHOCTH, CBOHCT-
BEHHOM MY3biKe KaK «Hayke O 4HCHax» (ompejgefieHHe, CTaBiliee
OOLIHM MECTOM Cpe/IHEBEKOBBIX TPAaKTaTOB), — MAH, HAMNpo-
THB, B OECCTPYKTYpPHOH TeKy4ecTH, YBHOEHHOH B MYy3biKe po-
MaHTHKaMH, a Bcned 3a HUMH — A. @, JloceBbiM («dHCTOE
My3bIKaibHOe ObITHE» ecTh «npefenbHas DecopmeHHOCTH W
Xa0THYHOCTBY )? ClenyeT NH CYHTATH MY3bIKANbHLIM TO CO-
BeCHOe NpOHM3BEAEHHe, KOTOpoe 00NadaeT NHIUb <HEKHM CO-
rnacHeM 3ByKOB, ycnaxaaioumm cayx» (Jx. TMatwem’), —
Han, ObITh MOXKET, TO, B KOTOPOM, Kak B My3bike no lllonen-
rayspy, HemnocpeiCTBEHHO BbIpaXKeHa CYWHOCThL Beluei,
«MHpOBaA BonA»? BbIThL MOXKET, My3blKa CIOBA — 3TO YXO/ B
obnacte uuctol urpel Gopm, ecnu, KoHeuHo, npas Iayapa
lancnuk, cuuTaBwHi, u9TO «POPMBbI, JBHXKYLIHECA B
IBYUAHHM», W €CTh e[IMHCTBEHHOE conepxaHue Myibikn? A
MOMKET ObITh, My3IbIKATIBHOE — 3TO MOMEHT COMIEPXKAHHA, A HE
dopMb1, ecnu My3bika B CAMOM [€/leé — AHANOT «<BHYTPEHHHX

Cpens HEMHOTHX ONMOHEHTOB WIEH MYILIKH cnosa — Cépen
Kbepkerop: mMyibika BbIpaxaeT «HENOCPEACTBEHHOE=, CA0BO
Ke CBRIaHO ¢ peduiexcuedt, xoTopas yOuBaeT BCe HenocpencT-
BEHHOE, — BOT NOYEMY <B CNOBE HEBOIMOKHO BLIPAIHTL MY-
Ipikanshoes (Kierkegaard 5. Entweder/Oder / Ubersetzt von
W. Pfleiderer und Ch. Schrempf. Jena, 0. J. Bd 1. S. 63).

JToces A. @. Myabika kak nmpeamer norukw (1927; 1. 2. 3) /7
Jloces A. @. W3 pannux nporniseneHui. M., 1990. C. 209.

Puntenham G. The arte of English poesie. L., 1589 (repr. Kent.
1970). P. 79.

Hanslick E. Vom Musikalisch-Schinen. Leipzig, 1854 (repr.
Darmstadt, 1965). S. 32
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nBwxenn#t gymn» (®. llunnep’), unu xe «pacTBopenne Haie-
ro co3Hanus B BocnpuaTHn Beunoros (K. 3onsrep”), unn xe
BbIpaxeHHne «CyObekTHBHOrO eauHcTBa onbiTa» (Chrosen Jlan-
I"E‘p“]?

Tak 4TO e MMET B BHIY. KOTAa B C/IOBECHOM MpPOH3-
BeleHHH B o4epedHOM pa3 HaXOOAT MY3BIKY Kak HedTO caMo
coboil palymerowneeca. He TpeDyiowee obbACHEHHH W OroBo-
pok? Bene npencraBneHHe 0 MY3BIKAIBHOM, B3ATOE B CBOEM
HCTOPHYECKOM pa3sBHTHM, pacnajaeTcs Ha MHOMXeCTBO pa3-
NHYHBLIX TonkoBaHWi. Ho ecnu maes cnoBecHOR MY3IBIKM NpH
HCTOPHYECKOM PacCMOTPEHHH TaKXKe pacnanaeTcA Ha BecbMa
pa3nHuHbLIe, 2 NOPOA W MPOTHBOpEYalllHe [APYr APYry HHTep-
npetaudn (4TO Mbl M MOKaXeM HHXKe), TO Kak Toraa obwbsc-
HHTb MArHi0 O4eBHMAHOCTH, XOTA Obl H MHMMO#, KOTOpOH 3Ta
unes obnanaet?

INpuxoauTca Npu3HaTh, WTO ITa MarHa He B nocnea-
HIOK oOuepenb oOycnoOBNEHA TYMaHHOCTBLIO CaMOH HIeH:
«HAWMEHee onpejieNieHHbIe CN0Ba Hanbonee MOHATHBI», — 3a-
METHI tbpaﬂuyzcxnﬂ pomanThk Xozed XKybep o Bocknuuanuu
«310 npekpacko!» . Maes cioBecHoll My3biKi TOUHO TaK Xe.
KaK W BOCKNHuauue, obnanaeT MHTYWTHBHOA NOHATHOCTBIO,
KOTOpas, 0O[HAaKO, PeLIMTe/bHO HE NOIAETCA BbIpaXEeHHIO Ha
PauHOHANBHO-OTHYECKOM ypoBHe. [lapamokc =noHATHOH He-
Onpe/IeNIeHHOCTHY, CBORCTBEHHON NPEACTABNEHHIO O CNOBEC-
HOM My3bike, 0OBbACHAETCA, HA HAlW B3rNA, 0CODEHHOCTAMK ee
380/110UMK. Ha npoTAXeHHH CBOEro CyLIECTBOBAHMA MY3blKa

Schiller F. Uber Matthissons Gedichte // Schillers Werke. Nation-
alausgabe. Bd 22. Weimar, 1958. 5. 272

Solger K. W. F. Vorlesungen Gber Asthetik. Darmstadt, 1969.
S. 341,

Langer K. S. Feeling and form: A theory of ant developed from
Philosophy in a New Key. N. Y., 1953. P. 126.

Joubert J. Carnets. P.. 1938. Vol. . P. 392
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CNOBa He pa3 NpeTepnesana nopa3uTentHble MeTaMophoibl, —
OHAKO ee W3IMEHYHBOCTh BCAKHH pa3 CKpuiBanach 3a OTHOCH-
TeNbHOH MpOCTOTOH H eQHHOoODpa3sHeM KOHEYHOTO BbIBOMAA:
NO33HA — B CBOEM POle MY3blKa, MO3T — B CBOEM pOle My3bl-
kauT. He Oyner npeyBenudeHuem cka3aTb, 4TO C ITHMH YT-
BepXKAEHHAMM cornacunuck 6bl W Jduonncuil ManukapHacckui.
u Octaw Jewan, u HoBanuc, u Mannapme, — oaHako Ha ca-
MOM fiefie Bce OHH NOHANM Obl HX No-pazHoMYy.

* *

My3bika cnoBa — BTOPHYHOE, OTPaXeHHOE NMpeacTasne-
uue. OHO onocpefioBaHO HE MCTOpPHEH MY3IbLIKM KaK TaKOBOWH,
HO cKOpee HcTopHel uaed o Myssike. YTobb1 cnosecHoe Morio
ObITh MOHATO KaK MY3bIKANbHOE, CaMa MY3blka TaKkxke yxe
NONKHA ObITH «NOHATA», OCMBICNEHA, WCTONKOBaHA — HHave
ropopA, cOBCTBEHHO MY3bIKa YXKe [0/1KHa WCYEIHYTh, PacTBo-
PHTLCA B NOHHMAHHKU H C/IOBECHOM HMCTONIKOBAHMH ee CYyLUHO-
cTH. OnHAKO HEH O MYIBIKE HE TONILKO HCTOPHYECKH HIMEH-
YHBBI, HO H HE 3aBHCAT HANPAMYIO OT HCTOPHH cobCTBeHHO
My3bIKH, 0Dpa3ys CBOK, NOCTATOYHO ABTOHOMHYIO obnacTe
KynsTypbl. [Tudaropefickoe yaenne o mysbike cdep, =my3bika
XPHCTHAHCKON AYyWH», 0 KOTOPOH NMHCANH CpeHEBEKOBbIE IK-
3ereThbl, «MY3biKa TNPHPOAbI» CEHTHMEHTANH3IMa H POMaH-
THIMAa — CnoBecHble (HKUMH, HE WMEIOLHe HHKAKOro OTHO-
IEHHA K COBpeMEHHON MM MY3biKé W NOpoil € OTKpPOBEHHOI
MpOHMell BCTpedaeMble  My3bIKaHTaMH-npodeccHoHanamu' .

" Tak, npakTHK APHCTOKCEH CIMTaN cnexyniudu nudaropeiiues

«HenensiMus., Cm. 06 srom: Leinun B. I". Apuctokcen: Ha-
qan0 HaykH o My3eike. M., 1998. C. |80. XapakTepHelii npH-
Mep HPOHHYECKOTO OTHOLIEHHS NpOdecCHOHANA K POMaHTHYE-
CKOR (HIOCOPHH MYIBIKH — HIUEBKH MYIbiKanbHo obpaso-
BaHHOTO kpuTHKa (TMeepa-Jlyn Henrewe) Han naccaxem u3
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Oco60 BLIpa3NTENbHBLIA MPUMEP PaCXOXKACHHA MEXAY MY3bi-
KOW M MaeAMH O My3bike naeT Ham pybex XVIII-XIX sekos,
KOrfla B C/IOBECHOH KY/NbTYpe POMaHTH3IMa — OT MO3ITHYeCKHX
H (HAeCOCKHX TEKCTOB 0 AHEBHHKOB M MHCEM — IHPOYaii-
liee pacnpocTpaHeHHe NOJY4YHNa meTadopa My3bIKH Kak He-
CTPYKTYPHPOBaHHOIO, HEYJI0BHMO-H3IMEHYHBOIO MOTOKA, B TO
BpeMA KAk peanbHas MY3biKa 3TOH 3M0XH TAroTena Kk obpar-
HOMY: CTPOTOH JIOTHKE CHHTAKCHCA, ACHOH H CHMMETPHYHOH
dopmanbHoii cTpykType.

IMoaTBep:xneHHeM HE3aBHCHMOCTH CJIOBECHOH MY3BIKH
OT MY3bIKaNbHOH NPaKTHKH Kak TakoBOH MOXeT CAYKHTh
cBoeobpa3HbIi THTEPATYPHbIH MHKPOXKAHP — CNOBECHbIE OMH-
CaAHHA TOHANbLHOCTE!, B OrPOMHOM KONHYECTBE MOpPOXIAaeMble
JIHTEPaTOPAMH H «NOITHIHPYIOLUHMH» MY3bIKaHTAMH C Hauana
XVIIl cronetna u ¢ ocoboil uuTeHcHBHOCTBIO — Ha pybexe
XVII-XIX sexos. TekcTbl Takoro posa Tem Oonee yaumsu-
TEbHbI, Y4TO CHMBOJIHYECKOH IHAYHMOCTBLIO B HHX HaleNAeTcs
HanGonee abCTPakTHBIA M cneuHpHYECKHl MOMEHT My3bl-
KaNbHOM peyH — ee NanoToHanbHas opranuzauns. U tem ne
meHee matepHan, cobpaunbiii Putoit CTebnuH, nokasbiBaeT,

WwaTobpHanoBCKoro «IeHHA XPHCTHAWCTBA=, [/€ aBTOD CoBe-
TYET UEPKOBHBIM KOMNOINTOPAM HIYHATE =MYILIKY OUHHONYE-
CTBa» B WOPOXAX TPaBbl, PacTYILeH HA MOTHAAX. W T. n.: <8
Mory 3aseputh rocnoausa Latobpuana. aTo koMnoIHTOPY HE
HYXKHO HHYero, abCONIOTHO HHYEro NONODHOTO; WTO HH BENH-
kuii Manectpuna, Au [ypaute, wu [Mepronele ... w we no-
MBILLIAAKM O NouobHBIX WTyAHAX, # uTo ecnd Dbl HM NOCURe-
ToBan® INA counneHua Mudepepe. Pexswema wnm Crabar
MaTep nofiTH NOCAYILATE WYM BOALI, BETPA HAW LWOPOXH
TpaBbl Ha KNAAOHILE HX NPHX0AA, OHH NpHHANH Ob1 3TO 32 1y-
paukyto wyTkys (LIuT. no: Saint-Beuve Ch.-A. Chateaubriand et
son groupe littéraire sous 'empire. P., 1948. Vol. |. P. 263).

Cwm. o6 3Tom napanoxce: Winn J. A. Unsuspecied eloguence: A

history of the relations berween poetry and music. New Haven
and L., 1981. §. 202.
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YTO MpeicTAB/IEHHE O JIaflax H TOHANBLHOCTAX B 3Ty 3n0Xy Obi-
N0 HacKBO3b MPOHH33aHO NHTEPaTYPHO-NOITHYECKOi mpo-
rpammHocTbio. Yike y Moransa Mattesona adext. npunu-
CbiBaeMblil TOH HIH HHOH TOHANBHOCTH, Pa3BOPauMBaETCH B
NOYTH CHOKETHYIO NCHXONMOTHYECKYH kapTHHY: «E-dur ¢ me-
CpPaBHeHHOH MNONHOTOA BBIPAXKaeT OTYaAHHE WIH CMepTenb-
HYHIO Me4anb; OH ocoDeHHO rofieH B TeX KpaWHHX N1ODOBHBLIX
nenax, rae yxe HHYeM HeNb3A MOMOYb H HE HA 4TO HANeATHCA.
H MpH onpeleneHHbIX obcToATENnbCTBAX uMeeT B cebe HeuTo
CTO/Mb NPOHIUTENbHO-MPOLLANLHO-NEYa/bHO-TPOHHKHOBEHHOE,
YTO MOXeT ObITh CpaBHHM pa3Be 4To ¢ (aTanbHbIM paccTaBa-
HHEM YLUH K Tena» .

[Mo3oHee, B NpepOMaHTHYECKYH) 3MOXY, 3TOT MOMEHT
(PMKTHBHOI NPOrPAMMHOCTH B OCMBLICIEHHH TOHANLHOCTEH
YCHIMBAETCA, JOCTHras BbICILEro BbIpameHHs B TekcTax Kpu-
ctuana Opuapuxa Haunons Lybapra u Bunerensma Xeiinze.
Ilybapr B «HMaeax k My3bikansHO# CTeTHKe» (TPakTaT co3-
nan 8 1784-1785, onybnukosan B 1806) cea3biBaeT ¢ Kaxaod
TOHANLHOCTLID YXkKe ABHO HeuTo Donbluee, wem mpocTo#t ad-
(hexT, — uenblii IMOUHOHANBHLIN KOMNNEKC (HECYLIHHA Heco-
MHEHHYI0 MNedaTh NpeApOMaHTHYecKoro  kiaaabuuuexcko-
MHCTHYECKOTO HACTPOEHHA), B KOTOPbIH MECTAMM BIJIETEHA H

«E.DUR. [...] drucket eine Verzweiflungs-volle oder gantz
todliche Traurigkeit unvergleichlich wol aus; ist vor exirem-
verliebten Hulff- und Hoffnungslosen Sachen am bequemsten /
und hat bey gewissen Umstinden so was schneidendes /
scheidendes / leidendes und durchdringendes / daB es mit nicht
als einer fatalen Trennung Leibes und der Seelen verglichen
werden magw. — Martheson J. Das neu-erdfinete Orchesire
(1713; Teil 3, Kap. 2, § 21} // Llut. no: Steblin R. A history of
key characteristics in the eighteenth and carly nineteenth
centuries. (Studies in musicology, M 67). Ann Arbor (Michigan),
1983. P. 314. Cm. Takke uHTepHeT-nyOnukaumso: hup: //
www_koelnklavier.de / quellen / matth-orchl / kap3-2.huml
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npeaAMeTHO-COOLITHHHAA HHTB, Kak Obl HEKHE HAMEKH Ha BO3-
MOXHBIA CHXKET-NPOTPaMMy:

«Pe-MHMHOp, MENaHXONUYHAA JKEHCTBEHHOCTb, MpejBe-
waeT cnauH (Spleen) u Tyman.

Cu-bemonb-maxop, Becenas niwobOBL, CNoKoiHas co-
BeCTh. HaleX[a, BIrIAL B Ny9UIHA MHP.

Ho-munop, nwbosHoe oOBACHEHHE H ONHOBpPEMEHHO
xanoba wHecuwacTHo#t niobeu. — Bcakoe Tomnenwe, ToOCKa,
CTEHaHHA AYIIH, ONbAHEHHOH N000BLIO, COKPBITHI B 3ITOM
TOHe.

Jla-6emonb-Maxkop, Moruabhelii ToH. CMmepTh, MOrHna,
TIeHHe, Cy, BEYHOCTH /IeKaT B ero npeaenax.

®a-munop, raybokas Tocka, Nnay HajQ MepTBELOM, CTe-
HaHbA CKOPOM W BnedeHHe K MOTHIE.

Pe-6emonb-Maxop. Kanpuinsiit ToH, W3HeMoratowmit B
Gonn n nacnaxnenumu. OH He MOXKET CMEATBCA, HO ynbibaer-
CA, OH He MOMET PbllaTh, HO NO Kpaiued mepe wiobpaxaer
rpuMacy nnada. — B 3TOM TOHE MOXKHO BbIpaXaTh WL
CTpaHHble XapaKkTepbl H OLUYLUEHHA.

Cu-6emonb-muHop. Yynaxk, obbiuHo obnaueHHbiit B
onesHua HoYH. OH HEMHOrO BOPYWIMB M JIHLO €ro KpaiHe peiko
BbipaxkaeT niobesnocts. Hacmewkn nan borom u mupom; we-
noponbeTBo coboil W BceM: npuroToBneHue K camoybuiicTry
IBYYAT B ITOM TOHE.

Mu-6emonb-munop. Ouwywenns TtpepoxHoro rayba-
Yailluero AyLIEBHOTO TOMJIEHHS, HaABHIAIOWErocs OTHAAHMA,
uepHeillel TOCKH, MpaduHeiiliero HacTpoeHua. Beakwil cTpax,
BCAKAas TPeBOra COAPOTallIerocs Cepaua AbIWAT B 3TOM
yHMacHOM MH-Oemone-muHope. Ecnn Obl Oyxu Mornm roso-
PHTb, OHH TOBOPHAH GBI B 3TOM TOHE» .

«D-moll, schwermiithige Weiblichkeit, die Spleen und Dunsie
briltet. B-Dur, heitere Liebe, gutes Gewissen, Hoffnung, Hin-
sehnen nach einer bessern Well. C-moll, Liebeserklirung. und
zugleich Klage der ungliicklichen Liebe. — Jedes Schmachten.
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Bunerensm Xeiinze (B pomane «Xunogerapoa gon Xo-
HTaNb», 1794-1796) ocMBICIAET KBHHTOBBIH KPYr Kak HEKYHO
MOe/ib MHPa: [0-MaXOp BbIPaXKaeT 3/1€Ch COCTOAHHE ecTecT-
BEHHOE, «[EBCTBEHHY) HYHCTOTY», «HEBHHHOCTbH HOHOCTH»;
[Oaneko OTCTOAWMA OT «ecTecTBEHHOro» [O-Maxkopa, pe-
BeMonb-Makop «BefleT B YXaCHbie TaiHbI NEPCHACKMX CynTa-
HOB WJIH IEMOHOB» .

[Mopobnoro poma TeKCTBI NOKalbIBaAKOT, 4TO C/IOBEC-
HOCTb, CTPEMACH CBOHMM CpeACTBaMH (B TOM 9HC/Ie H MOITH-
YECKHMH: TOHANbLHOCTAM MNOCBALLANHKCH LE/bie CTHXOTBOPHbIE
umMkabl!") OCMBICAHTL CREUH(HUECKYHO KAaTETOPHIO My3bi-

Sehnen, Seufzen der liebetrunknen Seele, liegt in diesem Tone.
As-dur, der Griberton. Tod, Grab, Verwesung, Gericht. Ewig-
keit liegen in seinem Umfange. F-moll, tiefe Schwermuth,
Leichenklage, Jammergedchz, und grabverlangende Sehnsuchi.
Des-Dur. Ein schielender Ton, ausartend in Leid und Wonne.
Lachen kann er nicht. aber lacheln: heulen kann er nicht. aber
wenigstens das Weinen grimassiren. — Man kann sonach nur
seltene Charaktere und Empfindungen in diesen Ton verlegen.
B-moll. Ein Sonderling, mehrentheils in das Gewand der Nacht
gekleidet. Er ist etwas miirrisch, und nimmt hichst selten eine
gefallige Miene an. Moquerien gegen Gott und die Welt; MiB-
vergniigen mit sich und allem; Vorbereitung zum Selbstmord
hallen in diesem Tone. Es-moll. Empfindungen der Bangigkeil
des allertiefsten Seelendrangs; der hinbriitenden Verzweiflung:
der schwarzesten Schwermuth, der disteren Seelenverfassung.
Jede Angst, jedes Zagen des schaudernden Herzens, athmet aus
dem grilBlichen Es-moll. Wenn Gespenster sprechen kinnien; so
sprachen sie ungefihr aus diesem Tone». — LIuT. no: Steblin R.
Op. cit. P. 121-123. Taxxe untepuet-nybnuxauns Bonwdiran-
ra Jlemngpuna: hitp: // www. koelnklavier.de / quellen /
tonarten

Steblin R. Op. cit. P. 114.
Hexuit J. ). Wagner 8 1823 r. onybnuxosan B «Allgemeine Mu-

sikalische Zeitung» 13 cTHxOoTBOpeHHHA, MOCBAILEHHBIX Pa3NH4-
HBIM TOHANBHOCTAM. Steblin R. Op. cit. P. 156.
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KaJabHOTO A3bIKAa, HH B KoeH Mepe He AOCTHrana MOHHMaHHA
MY3bIKABHOTO (eHOMEHA KaK TAKOBOTO, HO CO3aBana HeYTo
CBOE. HHKAaK C MY3bIKO# He CBA3aHHOE, — HKTHBHYIO MY3bIKY
cnosa.

C TOukM 3peHHs MY3bIKH, TaK CKa3laTh, <HaCTOALIEH».
My3biKa C/loBa — He bonee yem TeHb TeHH, NpH3pak, PHKUMS.
[Mo ynaunomy onpepenenuto Ixkona Xonnengepa, Bce HAEH O
MY3bIKaNbHOCTH MOI3HH — «CBOEr0 poaa OWMOKH, KOTOpbie
No33MA BCEria coBepllana OTHOCHTENbHO camoit cebGa»: Bnpo-
yeM, fnanee XonneHaep NpeanaraeT «Ha3bIBaTh MX He owwHb-
KaMH, HO ckopee duKuMAMH»'. B MCTOpHM MCKyccTBa nono6-
Hble HKUMH MOTYT BBIMOMHATDL B BbICLUEH CTENEHH MO3HTHB-
HYKO ponb. Anbgpen #HWTEAH B OCTPOYMHOH CTaThe
«OHKUMK, CHOPMHPOBABILIHE HCTOPHIO MY3bIKMs MOKalan,
YTO HEKOTOPblE OCHOBOMONATAIOUIHE [UIR HCTOPHH MY3bIKH
HAEM — TAaKHe, KaK «NojApaXaHwe npupole» HIW Waean
«@HTHYHOH MY3bIKANILHOH ApaMbl» — BMNONHe QPUKTHBHBI: AKO-
Obl noapakas NpHpoaE WAK BOCCO3INABAR AHTHUYHY IO TPareamio,
MY3bIKa HA CAMOM [le/le pellana COBCeM WHbIe 3ala49H W npH-
XOWNa K COBCEM MHbIM pesynbTaTtaMm. Heuto nogobuoe mpo-
HCXOAKNO W C (HKUHE MY3IBIKH CNOBa: CTPEMACH CTATh MY-
3ILIKOM, CNOBO HA CaMOM fene co3fiasano cobcTeennbie GopmMbl
BbIPAIUTE/ILHOCTH, KOTOPbIE COOTHOCHAMCH C MY3IbIKANbHbBIM
JIHLWb ONOCPEIOBAHHO.

B ucTopuu oTHOWEHHA MY3BIKH H CIOBAa He pa3 BO3IHM-
Kana ’poTudeckas metacdopa Opaka, COHO3a MYXKCKOrO W XKeH-
ckoro: Dcrtaw [lewan B Tpaktare «MckyccTBO COYMHATE H
nenath necHu...» (1392) onpenenun OTHOWEHHA MeXAy no-

Hollander J. Vision and resonance: Two senses of poetic form.
N. Y., 1975.P. 7.

A. Einstein. Fictions that have shaped musical history // Essays on
musi¢, N. Y., 1956. P. 3-12.

n
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3Mell U My3bIKOi «KaK Opak» («comme mariage»"); NATH BEKOB
cnycta Anpu Jluxtenbeprep, ¢panuysckuit Barnepuanel,
CKaXKeT. 9TO B ocyllecTsBneHHom Barnepom coroze aAByx wc-
KYCCTB «MO033HA NpEACTaBAfeT Mykckoro Hauano (I'element
mile), onN1oAOTBOPAIOLIEE CEMA. KOTOpOe COAEPNHT B 3apo-
fibllue BCKO Apamy» . ITa MeTadopa BEPHO YNaBNHBAET Xapak-
Tep COBepLIeHHO OCoDeHHOro CpoACTBAa, YCTaHOBHBIUErOCH
Mexay My3bikoit H cnopoM. Mx obbennHseT He Kakoe-To cTa-
THYHOE «CXOACTBO», HO MCTOPHYECKH CHOXHBLUEECH Mexay
HHMH CHAOBOE MOfie BIAHMHLIX MPHTAKEHHH-OTTANIKHBaAHHA:
TaK MYXCKOE H JKEHCKOE COe/IHHEHbI COBCEM HE CXO/CTBOM, HO
cnoHeiweit urpoft cun, obpasyroweii Hexoe AHHaAMHYecKoe
NpOCTpPaHCTBO Mexay HuMmH. [Mo lameuanuro Hoeanmca, npu-
pofla KeHIHHbl MOXET CTaTh HCKYCCTBOM IS MYMKYHHBI, H
HaoBOPOT: «Halla MPHPOAA — MCKYCCTBO A HHMX»' . Tak e
obCTOMT fieno ¢ My3bikod W cnosom. CnoBo BHOBb W BHOBb
NbITAETCA CAENATH MPHPOAY MY3bIKH CBOHM <HCKYCCTBOM» H
Naje Ha onpeleNeHHOM 3Tane OTKalbIBAETCH MPHIHATHL ITY
npupoay  9YXOH:  MOITOB-CHMBOMHCTOB, MO0  MHEHHIO
I1. Banepu, obbeannser cTpemienue «3abpate y My3bIKH HX
cobcTBeHHOCTH» (reprendre a la musique leur bien™") — npupona
MY 3bIKH 3/1€Cb BOCTIPHHATA KaK COOCTBEHHOCTb NOIIHM.

" Deschamps E. L'ant de dictier et de fere changons... // Deschamps

E. Ocuvres complétes / Ed. G. Raynaud. Vol. 7. P, 1878. P. 271.
Lichtenberger H. Richard Wagner, poéte et penseur. P, 1898,
P.2

Novalis. ®parment., olarnaenesHsifi «Klarisse= (1796) //
Novalis. Schrifien / Hrsg. von P. Kluckhohn. R. Samuel. Bd 4.
Stuttgart. 1975. S. 25.

Mpenaucnosue x «Connaissance de la déesse» Jlrocbena dabpa //
Valéry P. Ocuvres. Vol. 1. P., 1957. P. 1272.

n
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OBAACTb TPAHCMY3BLIKAABHOI'O

CunoBoe none, Ha KOTOpPOM pa3lbirpsiBaeTca 3Ta Gopnba
3a COOCTBEHHOCTH, COBEPIUAKOTCA ONBIThHI B3AHMONpEBpallie-
HUA — C/lI0Ba B MY3bIKY M HaoDOpOT, — MBI onmpeaenum Tep-
MHHOM «TPaHCMY3bIK&/IbHOE», JaHMCTBOBAHHLIM Y HEMELKOro
MyibikoBena Banbtepa Buopei. OTmeuan, 9To cnoBo =My3bika»
CO BpeMEH AHTHYHOCTH HEPE/IKO «MPHMEHANOCH K TOMY, 4TO
HMEJIO NIHIIb CMYTHOE CXOACTBO C MY3bIKOH, W HCMONb3IOBa-
nock Kak Metadopas, Buopa HalbiBaeT «TPaHCMY3IbIKAIbHbIM»
Kpyr NpeacTaBleHHil, CBA3AHHBIX C TAKMM PaclUHPEHHbLIM IHa-
YEHHEM CNIOBA «MY3biKas . JTOT TEPMMH YIauHO BbIpaxaeT
NpoMeKYTOUHBIN, Nocpenyrolnii xapakTep cdepsl, pacnono-
KEHHON MeX/y MYIBIKOA H TeM «HEMYILIKAIbHBIMY, KOTOpOe
CTPEMHTCA NPHCBOHTDL cebe Te WAK HHbIE KadecTBa MY3bIKH,
KaK-TO MO-CBOEMY «CTaTh MYIbIKOH».

B ocHoBe TpaHcmy3sikanbHOW obnacTm — orpaHudeH-
Helff M KpaiiHe MeANeHHO 3BONIOLUHOHHPYHOLUHHA (BepOSATHO,
HaMHOro MejUIeHHee, 4eM camMa My3biKa) Habop KnroueBbiX
HAeill, KOTOpbIE NErko MNEPeceKkaloT M XKAHPOBbE PAHHLLI, H
rpaHHubl 3nox. Tak, Waea My3bIKH KaK rapMOHHMH chep, BO3-
HHKLIAA B AHTHIHOCTH H ycBoeHHas CpeHeBeKOBbEM, B IMOXY

® Wiora W. Die Musik im Weltbild der Deutschen Romantik //

Wiora W. Historische und systematische Musikwissenschaft.
Twzing, 1972, §. 285.
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Peneccanca MpoOHHMKNA W B TNOITHKY. NO3BO/IHB YBHAETH B MO-
3HH «HHCTPYMEHT, 3akniodatowmii B cebe nwebecuyro rapmo-
uuio» (Konywuo CanyTaTd™™) HIM <NNaHETOMOZOGHYIO My-
3biky» (planet-like music of poetry — ®unun Cuanu’); oHa Ha-
X0aMja MecTo U B HayaHoM Tpaktate (M. Kennep. M. Mep-
CEHH), H B NMOITHYECKOM TEKCTe (IHAMEHHTBIA MY3bIKaTbHLIH
snu3on B V akte «BeHeuwaHnckoro kynua-, rae JlopeHuo cpas-
HHWBaeT /IBHXeHHe HebecHbIX Ten, B KOTOPOM «CIOBHO Obi mo-
eT aHref», ¢ rapMoHHei «beccMepTHBIX ayiis).

MOXHO BBIIENTHTHL TPH OCHOBHBIE HIEH, COCTABMAOLINE
OCHOBY BCeil TpaHCMy3bikanbHO# cdepbi. My3bika B cBoeii
KOCMHYeCcKoi MmocTacH («My3bika cep») — 33TO NpHHUMN
APXHTEKTOHHKH, CTPYKTYpPHOro ycTtpoficTBa mpom3-
BelleHHA: OHa obycnaBnuBaeT YCTPOGHHOCTb KOCMOCa —
BHEIIHEr0 MHpa; rapMOHHMECKan YCTPOEHHOCTH COBECHOrO
MPOM3BEIEHHA — OTPaXKEHHe ITOH MY3bIKANbHO-KOCMHYECKOH
rapmMonui. Ho Hapany ¢ mMy3eikoil cep cywecTsyeT ewie W
MY3blKa JYWH — OTPaXKEHHE YyXKe He BHellHel CTPOHHOCTH
KOCMOCAa, HO TOW BHYTpeHHel, uenbHOH W HeAenWMOR CyTH
4Ye/NOBEKa, KOTOPYH) AHTHUHbIA aBTop Haisan Obl «HpaBoM»
(mos); B 3TOi CBOEH HMOCTAaCH MY3biKa — BbipaXkeHHe
BHYTPEHHEro MHpa, a B npeaeibHOM ciny4ae (y poMaHTH-
KOB) — OHa M €ro coaepxanue, W60 AN POMAHTHKOB Yenose-
yeckan cyOBeKTHBHOCTB NO CYTH cBoell My3bikanbHa. M Hako-
Hel, MY3blKa — MPHHUKN, NeXalwMHih B OCHOBE BCEX MC-
KYCCTB, JTa Hlea — TPeThbA B PAAY K/NIOuEBbIX HIEH TPaHC-
MY3bIKAILHOr0O — pa3feNanack MHOTHMH CPE/IHEBEKOBbLIMH

1 A s . . 3
«...0stendamus celestemn armoniam instrumento poetico continerin

— Colucei Salutati de laboribus Herculis / Ed. B. L. Ullman,
Ziirich, 1951. Bd 1. S. 23. (lib. 1, cap. 5).

Sidney Ph. A defence of poetry // Miscellaneous prose of sir
Philip Sidney / Ed. by K. Duncan-Jones and J. Van Dorsten.
Oxford. 1973. P. 121.
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4ABTOPAMHM M B Pa3NIHYHBIX OONHYHAX NPOLONKANa CyLIECTBO-
BaTh B HOBEHLuee BpeMs.

C Tpems OCHOBHBLIMH HAEAMH CBA3aH H ONpeaeNeHHbIMA,
AOCTAaTOYHO YCTOHYHBEIA Habop cnosecheix dopmyn, B KOTO-
pbiii oHM obnekaloTcA (TakoBbl, HanpHMep. BOCXOAAIIME K
TpaktaTy Bosuus dopmynst «musica mundana» ¥ «musica hu-
mana», GopMynbl «sine musica nulla disciplina» u «concordia
discors». 0 KOTOPBIX HHE NOHOeT ewe pedb), — 3TO NO3BONS-
€T HaM rOBOPHTH O CYLIECTBOBAHHH TOMOCOB TPAHCMY3bIKaNb-
HOro, ecllH TNOHMMaThk MOA TomocamH, BClea 3a
3. P. KypunycoMm, yctoftaubie (OpMYyNbl, «CXeMbl BbIpaiH-
TeNbHOCTH», Kak Obl noTepaBlIME aBTOpa M cTaslwue obweit
cOBCTBEHHOCTLIO NHTEPaTYPbl. MMEHHO Ha ITHX HAERX W TO-
nocax BeKamMH [epXHTCA BCA (PHKUHA MY3IbIKANbHOTO BHE MY-
IbIKH, B TOM 4YMCae M (QHKUHA CNOBECHOH MY3IbIKANBHOCTH.
cnoBa Kak My3bikd. OxkoH4aTensHO cHOpMHPOBaBILKECH B INO-
xy CpenuneBekoBbA, TPH OCHOBHbIE HIEH TPAHCMYIbIKANbLHOIO
B [aNbHeiilleM CYLIECTBOBANIH B BECbMa HANpPAXEHHOM, KOH-
GIHKTHOM B3aWMOAEACTBHM: TO O/IHA, TO IPYras W3 HHX Bbi-
NBHranack Ha nepebiid nnad. Tak, s peHeccaHCHOH NMOAITHKH
My3biKa C/10Ba B NepBYHO odepenb Obina OTpaxeHHeM apXHTeK-
TOHHKH KOCMOCAa; POMaHTHYeCKan e My3blka ClloBa — B nep-
BYIO Ouepe/lb BHYTPEHHE-HIMEHYHBOE, caMa CYOBLeKTHBHOCTS.
3aknrouan B cebe Hekoe npeacTaBNeHHE O My3blKe, KaX/Ian W3
THX Haeil Obila TpaHCMYy3biKanbHa B TOW Mepe. B Kakoil Bbl-
HOCHNAa MY3biKY 3a npenensl cobCTBEHHO 3BYKOBOMO MHMpa,
CMBIKA/Ia €€ C «He3BYJallHMy, J1eN1a1a BOIMOXKHBIM NpeBpatue-
HHME MY3bIKH 3 OPraHH3YIOLLY MeTa(opy CIOBECHOrO.

Painenexne TPaHCMY3bIKAJIBHOIO HA «MY3bIKY MHpa» H
«My3bIKY uenopeka» (musica mundana ¥ musica humana) npo-
BeaeHo B TpaktaTe «0 My3biKanbHOM ycTaHoBNeHWH= boduus
(Hauano VI B.), xoTopbiii BocTpoH3Ben B Hem ropasno bGonee
paHHHe nudaropeiickue HAEH O CYLWIHOCTH MYy3bIKH. [Tomumo
«MHCTPYMEHTANbHONW MYy3bIKM» (musica instrumentalis) — T. e.
MY3bIKH B cobBcTBeHHOM cmbicne, — boduwit BhinenseT ase
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PAa3HOBMAHOCTH HeCNbIKUMON, BHEIBYKOBOH MY3IbIKH: Mnepsas
H3 HHX (musica mundana) B Hanbonbule#i Mepe NMPOABNAETCA «B
TOM, 9TO HaxoAHTCA Ha HeDe, B coeguHeHHH CTHXHH, B palHO-
obpa3uH BpeMeH roga», BTOpyH (musica humana) «nosHaet
BCAKMH, KTO HH3oiiaeT B camoro ceba» (quisquis in sese ipsum
descendit)”. [leym posam BHE3BYKOBOH My3bIKH COOTBETCTBY-
FOT Kak Obl ABa HanpaBleHHA 4eN0BEYECKOro BIrnAla: BBEpX —
K 3B€3[1aM, ¥ BHYTpb — B raybuny camoro cebs. Onnako oc-
HOBHOW npuHuMn obenx My3biK eAHH — rapMoHus (coaptatio,
harmonia), koTopaa cnocobHa =CoeAMHATH» (conjungere) pas-
nuaHoe (HebecHble CBETH/NA, CTHXHH, BPeMEHa roaa B MHpe,
TeNo W Aylly B 4e/ioBeKe) B €HHOE, KaK 3TO NPOMCXOMAMT H B
«HHCTPYMEHTANbHOM MYy3biKen, rae HH3KHIi W BBICOKHE ronoc
obpalyloT «equHOe co3Byaue» (unam consonantiam). Oaxako B
«4enoBeveckoil My3bike», NOMHMO TAPMOHHH, €CTh M HE4TO
HHoe, 910 bojuuit He MokeT OOBACHHTH CTONL XKe ACHO, Kak
OOBACHAET OH NMPHHUMN TAPMOHHM: BCE NIOAH — «H AETH, W
HOHOLLM, 3 paBHbIM 00Pa3oM H CTAPHKH B CHNY HEKOM ecTecT-
BeHHO N06pPOBONBLHON NpepPacnoNOKEeHHOCTH NPHBAIAHLI K
My3bIKANbHBIM Nagam»’’. My3sika He Tonbko o6ycTpausaer
CTPYKTYPHPYET B HEKOE €/IMHCTBO KOCMOC (a MO AHANIOMHH C
HHM — W 4ellOBEKa, rapMOHHMYECKH COEIMHAR Teno W ayuy),
HO ewe M obnasaeT «CXOACTBOM CO HpaBaMu» — OCOOLIM
CBOACTBOM, KOTOPOE HE BBLIBO/IMMO M3 apXHTEKTOHHYECKHX
KauecTB My3blKH Kak coeamHstowed rapmonun. Mo oTHowe-
HHKO K 9eI0BEKY MY3blKa He TONbKO APXHTEKTOHHYHA — Kak
cuna, uiHe obycrTpauBarowias, COEAMHRAIOWANA PAa3HOPOAHBIE
3N1EMEHT bl 4EN0BEYECKOrD CyLlecTBa, HO H KaK-TO CX0AHa C €ro

™ Boetius. De institutione musica. Lib. 1, cap. 2 // PL. Vol. 63.

Col. 1171-1172.

«...el infantes ac juvenes, necnon etiam senes, ita naturaliter af-
fectu quodam spontaneo modis musicis adjunguntur...». — Idem.
Lib. L. cap. 1. Col. 1168.

M
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BHYTpPEHHel MpHpONod — «<HpPaBOM», KOTOPBIA HE MOANEKHT
YMOMOCTHXEHHIO H apXHTEKTOHHYHOMY YCTPOHACTBY, HO CKO-
pee MppauMOHaNbHO-HeaenuM. My3kika B 3TOM CBOEM acmekTe
«OTHOCHTCA He K oBnacTu ymo3peHus, HO K o0macTH HpaBoB»
(moralitati conjuncta); «My3blKa OT NPHPOAbI COENHHEHA C Ha-
MH, TaK 4TO MBI, ecii Obl H XoTenu, He MornH Obl 0DOATHCH
Oe3 Heen. ECTh CXOACTBO MeXay NafaMH My3bIKH M HpPaBaMH
oTnensHbIX Hapoaos: «<Hapon nwoOHT nane! B cuay WX CxoACT-
Ba ¢ [ero] HpaBamMu» ; @ 3TO IHAYMT, 9TO Na/l BLIPAXKAET HPaB
Hapoaa (Ha A3bike bojlunA — «COOTBETCTBYET» EMY).

MTak, My3bika — H KOCMHYeCKHI MPHHLHN CTPYKTYPHI,
HagenoBeyeckas cuna, cnocobHas coeAMHHTHL Pa3IHOPOAHOE; H
HeYTO 4YefloBedeckoe, OT MPHPO/AbI CBAIAHHOE C YE/IOBEKOM H
COOTBETCTBYHOLLEE €ro HIHAYANbHOH HPPAaLHOHANBHON CYLIHO-
cTH (B TepMHHONOruM bosuua — «HpaBy», NpHYEM He OTaeNb-
HOTO 9efoBeKa, HO uenoro Hapona). Tak Gwina janava dywna-
MEHTA/IbHAA [BONCTBEHHOCTD, ONpeAe/MBIUAR BCHO [aNbHEH-
WY IBOJIIOUMIO TPAHCMY IbIKATLHOTO.

B aTofl 3BONIOUMK «MY3IbIKa KOcMOCa» (musica mundana)
packpbina cebs B MOITHKE Kak apXMTEKTOHHYECKAA MO CYTH
cBoeil H1es rapMOHHYHOIO YCTPOfCTBa, CTPYKTYpI . Maes xe

«Musica vero non modo speculationi, verum etiam moralitati
conjuncta sitw; «...Nobis musicam naturaliter esse conjunctam, ut
ea ne si velimus quidem carere possimus»; «Gaudet enim gens
modis morum similitudine». — Idem. Lib. I, cap. 1. Col. 1168-
1171,

C My3LIKOH KOCMOCA CES}AaH MOTHB € HecnbiliMMocTH. Mel
HAXO/IHM €ro, HaNpHMEp, B TPakTaTe (NpHUNHChIBEaRWeMcA Be-
ne) «Musica theorican: musica coelestis 3IBY4HT NOCTORHHO, HO
Mbl HE CNbIIHM €& NMOTOMY, 9TO NPHELIKAH K HeR (propter
consuetudinem); oiUHAKO YeNoBeK. POAMBIUHACA B APYTOM Mupe
H NpHILeaHA OTTY/IAa B Hall MHP, Cbiluan Gbi ee OT4ETAHBO
(wsi autem aliquis in altero mundo nasceretur ... ut in hunc
mundum postea venisset, eam sine ullo impedimento audiret» —

M
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0 «My3bIKe genoBeka» nana umnynsc B CpenHue Bexka — ans
OCMBIC/IEHH. MY3bIKaNbLHBIX TOHATHI KaK aNneropuit BHYT-
PeHHEro MHpa, a B 310Xy POMaHTH3IMa — /IS NOHHMaHHA BCe-
ro BHYTPEHHEro MHpa Kak MO TNPEeHMYIIECTBY MYy3bIKaNnbHOTO
npouecca: My3bIKalbHOE B POMaHTH3Me DbINo OCMBICIEHO KaK
cama CyOBEKTHBHOCTD, a C/IOBECHOE B €10 MONLITKAX BLIPaIHTh
«1yLLY» MOTNIO NHIIb MPHEAHKATECH K My3IbIKATBHOMY.

[Be MaeH TPaHCMY3bIKAIBHOTO. KaKk Mbl BHAMM, C pa3-
HbIX CTOPOH COMPHKOCHYNMCh CO CMIOBECHBIM: «MY3bIKa KOCMO-
Ca» MepeHOCH/Ia Ha CIOBECHOE MPOH3BeJeHHe MPHHIUKN rapmMo-
HHYECKOro YCTpOHCTBa, OHa ero obycTpauBana BHeLlHe:
«MY3bIKa AylIH» BXOAKNA B CNIOBECHOE MPOM3IBE/EHHE HHaYe —
He HIBHE, HO HIHYTPH, KaK €ro CaMas HHTHMHAA TeMa WIH Kak
NPHHUMN BLIPAIUTENLHOCTH, AeHCTBYHOWMIA H3 CaMbIX NMoTa-
EHHBIX rNYOHH NpoH3IBENEHHA.

TpeTbs HIes TPaHCMYILIKANIBHOTO — MIEA O My3blke
KaK oDlieM NpHHUHNE MCKYCCTBA B UeNOM — (OPMHPYETCA B
Cpennue Bexka B KayecTBe CBOEro po/a MOACHEHHA K CHCTeme
ceMH CBODOAHBIX HCKYCCTB, B KOTOPOH MYy3biKa, N0 MHEHHIO

PL. Vol. 90. Col. 911). 31a HecNbIUUHMOCT b HeGECHOR MY IBIKH
BbIIbIBANA, KOHEWHO, HekoTopoe GecnoxoficTeo W weynomne-
TROPEHHOCTH: TAPMOHMA MMPa OCTARANach JAKPHITON JNa ve-
nopeka. He ana Toro au. utobpl npeosonets 3Ty Heynosne-
TBOPEHHOCTh, Obina WI06pETEHA «MylbIKa OPHPO/ibls, CTaR-
was yaolHbIM, BCEX YCTPAHBAKILIMM BADHAHTOM musica mun-
dana: Reys My3IbiKa NPHPOJIBI — OUHOBPEMEHHO H BNONHE BCE-
NeHCKas, W BNOAHE CNbLIUAMAN. 3BYKH NPHPONBI NepexHBa-
NMCh KaK MY3bIKa YXKe B NOLIHEA aHTHYHOCTH: cBoeobpainy o
NOITHYECKYH) TEOPHHD TakoH My3sikH Habpackiaer ABcoHu#
(IV B.) B nocnauun XXI1V: «B npupone HHYTO He coBeplllaeTCA
bGeamonsro» (nil mutum natura dedit),  y «npubpexHeBIx Tpo-
CTHHKOB €CTh CBOA MY3bIKafbHaA Menoaua» (est et arundineis
modulatio musica ripis) # 1. n. (Epistola XXIV // PL. Vol. 19.
Col. 934). Ceofi paCIBET ITOT MOTHE MEPEKHBET B Mpenpo-
MaHTHYECKOH H POMAHTHIECKOHA NOI3HM.
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MHOTHX (HO, palyMeeTcCs, JaNeK0 He Bcex!) aBTOpOB, 3aHHMaeT
BeICILee monoxeHue. «HMcKycCTBO My3bIKH NMpPEBOCXOAMT BCE
MCKycCTBa», — nMuleTr B cepeauHe [X B. B TpakTaTe
«My3pikansHas Hayka» Aypenuad u3z Peome”. «<Be3 My3biku HH
O/Ha HayKa He MOXeT ObiThb COBEpIUEeHHOH; HHYTO HE MOXKET
cyuecTBoBaTh Oe3 My3IbikM (sine musica nulla disciplina potest
esse perfecta, nihil enim est sine illa)», — noBTOpAIOT cpenHeBe-
KOBblE aBTOPbI MOYTH AOCTOBHO APYr 3a ApyroM . B cHcTeme
TPaHCMY3bIKANIBHOTO 3Ta HAEA 3aHHMAaeT MOAYHHEHHOE MoMo-
AKEHHe; Mo CYTH, OHA ABNAETCA JIOTHYECKHM C/EICTBHEM mep-
Boii HaweH MaeH («My3blka KOCMOCan): MY3IbIKa MOTOMY H
BbiCILee U3 HCKYCCTB, 9TO HeMoCpeACTBEHHO OCHOBAHA HA TOM
e MPHHLHNE TapMOHHHM, HA KOTOPOM OCHOBaH BeCh KOCMOC.
«Cpetd ceMH CBOBOAHBIX MCKYCCTB MY3biKa [EPKHT nepseH-
CTBO, M HHuero He MoxkeT GbiTk Gel vee. Mbo cam mup cocto-
MT, KaK FOBOPAT. H3 HeKOH rapMoHMM 3BYKOB, H camu Hebeca
BpPaLAKOTCA B rapMOHHYECKOH COpa3MepHOCTH» (AHOHHMHBIN
Tpaktat Xl B. «My3bika KBaApaTHan, HAH MeH3ypanbHam»,
paHee npunuceiBaemsbiil bene Joctonoarennomy)”.

n . T N
«Musica ars omnes exsuperat artess. — Aureliani Reomensis

Musica disciplina / Ed. L. Gushee // Corpus scripiorum de
musica, vol. 21. Rome. 1975. P. 132.

Hewnop Cepunbckuii, «3tumonoruss (Lib. 3, cap. 17); Xpa-
Gan Magp, «O mupes (De universo) (Lib. 18, cap. 4); 12 HHMH
ITOT TONOC NOBTOPAETCA B CNEUMANBHBIX MY IBIKANbHO-
TEOPeTHYECKHA TpakTartax, sanpumep, y Hxoba (Waxa)
Jibewckoro 8 <3epuane mydbiku» (koweu XIII — wasano
XIV BB.), co ccemxod ua HWcmnopa: Jacobi Leodiensis
Speculum musicae / Ed. R. Bragard // Corpus scriplorum de
musica. Vol. 3/1. Rome. 1955). P. 23.

«...inter sepiem artes liberales musica obiinet principatum. nihil
emm sing illa manet. Etenim ipse mundus quadam harmonia
sonorum dicitur esse constitutus, et ipsum coelum sub harmoniae

il
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lNpencraBnenne 0 My3bike Kak NMpuHUHNE H obalaTens-
HO#l COCTABHOA 9aCTH MPOYHX HCKYCCTB HAa MPOTAKEHHH BCEd
HCTOPHH OTHOLUEHHH MY3BIKH H C/IOBA MHOTOKPaTHO BOCKpe-
cano, HO Kaxkablil pa3 yXe B HOBOM OCMBICTIEHHH. <MbI Beab
paccMaTpHBaeM BCAKYH) XKHBOTIHCHYHO H TMOITHYECKYH) KOMIO-
IHUHIO KaK POl MY3bIKabHOTNO MPOW3IBEAEHHA W OTHACcTH Moa-
YHHAEM MX TeM ke 3akoHam, — nuwet . Ulunnep B cTaThe
«0 cruxoTeopeHnax MatThconas (1794); B monckax 3Toi My-
3BIKAIBHOCTH «Mbl TpebyeM W OT Kpacok rapMOHWH, TOHa H B
onpesiefieHHON CTerneHH Takxe W Moaynsuumu» . CpeaHesexo-
Bble TEOPETHKH B UenoM noHsnu 6w llunnepa — senb oH, B
CYLIHOCTH. KaK M OHH, YTBEDXKIAAeT, «4TO HHYErD HE MOXeT
6bITE 63 MY3BIKHY, OHAKO OHH YXe He noHAnH Obl ero B ga-
CTHOCTAX: Bellb CI0OBA «FaPMOHMA», «TOH», «MOAYNAUMHA» XOTR
H NPHCYTCTBYIOT B CPEHEBEKOBOM «ICTETHYECKOM» CIOBape,
y Ulnnnepa HMeIOT COBEPILIEHHO HHOE IHA9eHNe.

B 1873 roay maes nepexuBaeT ellie ONHO BOCKpellieHHe B
kHHre o Peneccance Yonrepa lNatepa. kotopbiit naer el Hosoe
obocHoBanue: Bce uckyccTsa npebbIBalOT B COCTOAHMM paije-
NneHHA Ha MaTepuan u opmy (matter and form), NHIIL My3bIKa
AOCTHIaeT NONHOH MAEHTHIHOCTH, HEPaINIMAHMOCTH ITHX
Ha4Yan, — MOITOMY «BCE WCKYCCTBA CTPEMATCA [AOCTHYbL CO-
CTOAHHA MY3bIKH (condition of music)», koTopas B Gonbueis
CTeneHH, 9eM MoI3IMUA, npeacTaBnfer coboil «HCTHHHBIA THN
HAH Mepy COBEPLIEHHOrO MCKycCTBa» . [laTep, B CYMIHOCTH,

revolvi modulatione». — Musica quadrata seu mensurata // PL.
Vol. 90. Col. 922.

«ln der Tat betrachten wir jede malerische und poetische Kompo-
sition als eine Arnt von musikalischem Werk und unterwerfen sie
zum Teil denselben Gesetzen. Wir fodern auch von Farben eine
Harmonie und einen Ton und gewissermabBen auch eine Modula-
tionw. — Schiller F. Uber Matthissons Gedichte // Cit. ed. S. 272.

Pater W. The Renaissance: Studies in art and poetry. L.. 1910.
P. 135, 138-139.

1%
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BapbHpYeT CpeiHEeBEKOBBIAi TOMOC. OQHAaKO naeT eMy ceoeol-
Pa3HyH)  MpPOLECCYaNlbHO-AHHAMHYECKYH)  HWHTEPNpeTalHio
(My3blKa He NpOCTO «NpebbiBaeT» BHYTPH NPOYHX HCKYCCTE,
HO CNYXXHT ANA HHX MpeleloM <CTPEMIIEHMA»), KoTopas —
KaK, BNpo4YeM, H HIEA TOXKIECTBa B MY3blKe «MaTepHana M
GopMbi», — NEKHT YKe 33 npenenaMH CpelHeBEeKOBOro CTe-
THYECKOTO COIHAHHA,

Tak cpenHeBekoBblil Tonoc «sine musica nulla disciplinan
npiobpeTaeT HOBYH MOTHBAUMIO, Koraa Punbke nuiueT B
NIHEBHHKE O TOM, YTO MY3biKa «MPHCYTCTBYET BHYTPH BCEX
NpPOYHX HCKYCCTB H THXO BbICTYNAeT HAM HABCTpedy M3 MX
TBOPEHHMA», NMOCKONBLKY «HACTPOEHHE, KOTOPOE BbIIbIBAET Kap-
THHA WIH CTHXOTBOPEHHE, BO MHOTOM HanOMMHAeT MECHIO» ,
— OH NepeBOAMT HeK, Bbickalauuyw Mcuaopom Cesunb-
ckuM M Xpabanom MaBpom, Ha HOBBIH CTETHIECKHI AIBIK, H
cpenHesexoBble BorocnoBbl yxe easa 6b1 NOHANH, NoYeMy My-
ILIKANILHOCTD OTOX/IECTBIAETCA C «HACTPOEHHEM», 4TO npe-
CTaBNAeT M3 cebA HACTPOEHME M KAaK OHO MOXET HANOMHHATHL
«MECHHO».

Cosepiuenno ocofyi0 WHTEpPNpeTaunio 3Ta Waes noay-
qaeT B NpeApOMaHTHIME W poManTHIMe. OHa npoeunpyerca
Ha HCTOPHYECKYIO OCb, TaK 9TO NPEBOCXOACTBO MY3bikH 00y-
CNAaBNMBAaETCA Tenepb He ee BbICIIHM MNONOXEHHEM B Hepap-
XHH, HO HAYaIbHbIM TMOJIOKEHHEM B WCTOPHH: MY3JbIKa WIH
neHHe BOIHHKAW BMecTe ¢ pedbto. [epaep B TpaktaTe «O npo-
HcxoxkaeHuw pean» (1770) ormewaer oblepacnpocTpaHeH-
HOCTb MPeACTABNEHHA O TOM, 9TO pedb nepobLITHOrO uYeno-
peka ObiNa meHWeM, C 9eM OH W caM cornawaercs: <Bca npu-
pona nena M 3Bydana nepeil HWM, M NeHWe denosexa Obino

o «Oft scheint mir, sic [Musik] ist in allen anderen Kinsten drin

und kommt uns leiser aus ihren Werken entgegen. Wirklich, die
Stimmung, die ein Bild oder ein Gedicht hervorruft, gleicht in so
vielem Sinn einem Lied». — Rilke R. M. Tagebiicher aus der
Friizeit. Leipzig, 1942. §. 56.
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KOHLEPTOM H3 BCEX 3THX TrOJOCOB», MEPBOHa4YaNbHaA peyb-
NecHA «BbIpaxkana A3bIKH BCEX TBAaped CpeACTBaMH eCTEeCTBEH-
HOTO 3BYKOpPA/la 4e/lOBEYeCKOro rofiocan; w3 IToH peaH-neHus
BMOC/ENCTBHH Pa3BH/IMCh «IPEBHHE MOI3IUA M My3bika» . Peus
BO3HHMK/IA «H3 CTpacTeli», 3 He M3 MaTepHANBHBLIX MOTpeOHO-
creil, nokaisisaet XK. XK. Pycco B «OneiTe 0 BOIHMKHOBEHHH
A3bIKOB...» (1761); nMpH 3TOM CTpacTh <HajeNMna rofloc BCEM
€ero BellHKOMenHeM; TakHM obpa3oM CTHXH, MecHH, cloBa
MMeNH obllee NpOMCXOXKIEHHe», «MepBbie pedd ObUTH NepBbi-
MH necHAMH», [MepBbiil A3bik 6bIT HAMHOMO MY3blKaibHee Hbi-
HELHHX A3bIKOB, «OH npenebperan rpaMmaTHY9ecKOHd aHanoru-
eil paau 61aro3BYUMs, YHCIA, FADMOHHH M KPAacoThl IBYKOB»
— 3TH ocobeHHoCTH nepsoro s3bika y Pycco mMoxHo npocTto
NPHHATL 3a onpeneienne My3bikH. B Tom Xxe ayxe paccyxna-
eT O npaslbike coBpeMeHHHMK Pycco, ronnawackwit dmunocod
®panu lemcrepreiic: «Ecnu xTo-HHOYAB 3aX09€T NYCTHTLCA B
YTOMHTENbHbIE MOKWCKH NepBobbITHOrO %3bIKa, TO OH Oe3 co-

«Da sang und onte also die ganze Natur vor, und der Gesang
des Menschen war ein Konzeri aller dieser Stimmen. (...) Es
ward Gesang... Ausdruck der Sprache aller Geschipfe, innerhalb
der natirlichen Tonleiter der menschlichen Stimme!s, —
Herder J. G. Uber den Ursprung der Sprache // Herder J. G.
Werke in § Bde. B.; Weimar, 1978. Bd 2. S. 133.

«La passion fail parler tous les organes et pare la voix de tout leur
eclat: ainsi les vers, les chants, la parole ont une ongine com-
mune... Les premiers discours furent les premieres chansons...»;
wclle [langue] negligeroit I'analogie grammaticale pour s’attacher
a I"euphonie, au nombre, a I’harmonie et a la beauté des sons». —
Rousseau J.-J. Essai sur I'origine des langues... Ch. 11, XIL IV //
Rousseau J.-J. Oeuvres complétes. P, 1995. Vol. 5. P. 380, 410,
383,
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MHEHHSA HaiileT ero B BO3IBBILIEHHOH MY3blKe, KOTOpas npes-
cTapnseT cobOi TKAHb M3 COCTABIAIOLIMX €0 CIIOB» .

Ho ecny peys M mo33HA POAHIHCE BMECTE C MY3BIKOH-
NeHHeM, TO OHH JIOMKHBI B Hee H BepHyThcA. [lpoekT Oyay-
wiero o0beAHHEeHHA MOI3HK U MY3bIKH, HX BO3BpALLEHHA K Ha-
YanbHOMY €IHHCTBY NMOABAAETCA B Mpe/POMaHTHYECKOH CTe-
THKE — B YaCTHOCTH, B TpakTtaTe [IxoHa bpayna «0 BO3HHK-
HOBEHWH, COIO3e W CH/e, PaIBHTHH, pa3lieNleHHH W MNafgeHHH
noa3un u My3siki» (1763)", Ho B pomanTHiIMe mpHoGpeTaeT
ropaino Oofee paaukanbHyiO GOpMY: CIOBO H MY3bIKa JOXK-
Hbl He NPOCTO 00BEHHUTELCA — CI0BO JIOMKHO CMAMb My3bi-
Koit. «Hawa pedr — B Hadane oHa Obia HAMHOIO MY3IbIKalb-
Hee M JIMIIL NOTOM CTana Takoil MpPO3au3IMPOBaHHOH — fIM-
wenHoit ToHa (...) OHa [oMKHA CHOBA CTaThb MEHHEM»
(Hosanuc)". ®pasy B Tom e ayxe 6pocaeT oHaX bl AanekHi
OT poMaHTH3IMa ['ETe: My3blKa — «MCTHHHAA CTHXHS, M3 KO-
TOpoHl BOIHHKAKOT M Kyla BOIBPAIAIOTCA BCE MNOITHYECKHE

«Si pourtant quelqu’un vouloit se préter & la pénible recherche
d°une langue primitive, il la trouveroit sirement dans la musique
sublime, qui n’est qu’un tissu de mots qui lui appartiennent...». —
Hemsterhuis F. Lettre sur I'homme et ses rappons... P., 1772,
T. 1. P. 189-190.

AHaNHI ITOrO TPaKTaTa CM. B cTaTee: Aaexceea M. I1. Awnr-
nuiicknd TpakTat XVIII Bexa 0 noyzum u Myasike // Aaexce-
ea M. I1. U3 uctopuu adramiickoin nuvepatypet. M.; Jl.,
1960. C. 219-253.

«Unsre Sprache — sie war zu Anfang viel musicalischer und hat
sich nur nach gerade so prosaisirt - so enfigni... Sie muB wieder
Gesang werdens. — Nowvalis. Schriften. Bd 3. Stungan, 1968.
S. 283-284 («Bceobwumit sepuosuk», 1798-1799, Ne 245).
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npoussenenus» . Ha pybexe XIX — XX BexkoB uies My3biku
KaK Hayana M/MNM KOHUA NMO33HH MEpPeXHBaeT CIOBHO BTOpOE
poxaenue: «CnoBo, B My3bIKY BEpHHCHL», — 3aknuHaeT Mawu-
IensliTaM; «My3bsika — Hagano» («<Musik ist Anfangs), — nu-
weT PuibKe B IHEBHHKOBOM CTHXOTBODEHHH -

3ta npoexkuus Tonoca «nihil perfectum sine musican
(MPHMEHHTENBHO K CNOBECHOCTH MOXHO Obn0 GBI CKa3zaTh —
«nulla ars poetica perfecta sine musica») B ucTopuio — paiyme-
€TCA, B HEKYI0 HACANbHYI, YTONHYECKYH0, (PHKTHBHYIO HCTO-
PHIO — TMpHBe/ia K BOIHHKHOBEHHIO IPAMaTHYECKOH CHTYALHH:
Ans HanbGonee paiMKaAbHBIX ANENTOB MY3bIKAMLHOCTH (KOHMH
ObIIH MHOrHe poMaHTHKM, Hanpumep, Konepuaxk, MeuTtas-
wuii: «O ecnu 6b1 2 06ManaN AILIKOM MY3BIKH..»" , WiH Bu-
HbM, HAXOJAMBIUMHA AIBIK CMOB CAMIIKOM ME/UIEHHbIM 1A Ne-
pefaun CBOMX Mbicneil™) cosepiuensolft Morna 6eiITh TOMBKO

“

«...das wahre Element, woher alle Dichtungen entspringen, und
wohin sie zurickkehrens. — Goethe J. W. Annalen oder Tag-
und Jahreshefte (1805 r.) // Goethe J. W. Simtliche Werke in 36
Bde. Bd 26. Stutigart, 1895, §. 147.

= Rilke R. M. Tagebiicher aus der Frizeil. Leipzig, 1942. §. 362.

3 «O that | had the language of Music..». — [lHeBHMK, anpens
1804 /! Coleridge S. T. Notebooks / Ed. by K. Coburn. Vol. 2.
L.. 1962. Ne 2035.
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«f 4yBCTBYIO, KOTa 8 FOBOPIO, 9TO CNOBO CAMILKOM Me/NeH-
HO JINA MOER MBICNH=; COJHAHHE — «<BHYTPEHHMWIl OpKeCTp=:
«KOrja Mol rofoc NoeT rMaBHLIA MOTHB, OPKECTP M3 YeThl-
PEXCOT HHCTPYMEHTOB Y/IHT BO MHE HEHIBECTHBIMH Gacamu
H noboYHBIMH WIEAMH, KOTOpLIE S He YCNeBal BLIPAINTH
BMECTE ¢ OCHOBHBIMM HAEAMH...= («..Je sens lorsque je parle
que la parole est rop lente pour ma pensée... Ainsi pendant que
ma voix chante le motif principal, un orchestre de quatre cents in-
struments murmure en moi des basses inconnues et des idées
secondaires que je ne puis exprimer avec les premiéres..» —
Vigny A. de. Journal d'un poéte. Llut. no: Claudon F. L'idée et
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no33us abcoNOTHO eHHaA ¢ MY3BIKOH HIH MPOCTO CTaBILAsA
MY3bIKOH, — HO TaKkas Mo33HMsA cyuecTeoBana nubo B maeans-
HOM NpOULIOM. NHOO B HeKOM yTomHdeckoM Oyaymem. Mnage
ropopa. oHa Obina ¢uxuueii. [Ina peansHO CcyluecTBYHOLUEH
MO33HH TOXe, palymeeTcs, pa3pabaThiBanuch peuenTsl My3bi-
KaNbHOCTH (0 KOTOpBIX eille MOHZET pedb HHXKe), MO3BOMAB-
liKe efl MCKYNHTh CBOE HECOBEpIIEHCTBO M XoTA Obi npubnu-
3HTBCA K My3bike. Ho npeanpHHHManHch ¥ NONBITKH CO31aTh
3TY HAEANbLHYH CNOBeCHYH My3biky Oyaywero. Tak, Man-
napMe, CTPEMHBILHIHCA «33aBEPIIHTL NepeHeceHHe CHMPOHHH B
Kuury»", paspaGarbisan rpaHauo3ubiii yTonHYeckuit npoexT,
BO3IMOXKHO, HMEHHO Takoil «KHHrH», — npoekT, KoTopblii oc-
Tancs NMws B Habpockax™': CIOBO HE CMOTJIO CTAaTh MY3IbIKOi B
NonHoA mepe.

Mpen Tpancmy3bikansHOro, onucaHHbie Hamu, abco-
noTHO HeoOxoaMMBbI ans Toro, 4Tobbl BlauMoaeHCTBHE MY-

I"influence de la musigue ches quelques romantiques fraingais et
notamment Stendhal. Lille, 1979. P. 286).

«...un art d"achever la transposition, au Livre, de la symphonie...»n.
— Mallarmé §. Crise de vers (1886-1896) // Mallarmé S. Oeuvres
complétes. P., 1945, P. 367,

B ocrHope 3TOR KHMrM nexan xomGMHATOPHO-HIPOBOR NpPHH-
UHN, HANOMHHAILWHA 0 KOoMOHHATOPHBIX OnepauMsx, CROHCT-
BEHHBIX H MY3IBIKAILHOA KOMNOIHLNMK: THCTEKH B Hell 10N KHEI
OBITH MOMBHXKHBI, KHHTY. Kak KapTOYHYHO KONOAY, MOXHO
«pacKNaNbIBATEY B HEKOM nonobuu urpel. [Mo cnoram camoro
MIJIJIHPMB. “«TOM, BONPEKH BNEY9aTNEHHH) HENOABHXKHOCTH,
craHoBuTcA, OGnaronaps  3TOR  Mrpe,  MNOMBHMHBIM...»
{Scherer J. Le wLivren de Mallarmé. P., 1957. P. 60). Conocrae-
nenHe «Arpbl» Mannapme c NpHHUMNAMA MYIBIKanLHOI anea-
TOPHKH CM. B Hawef ctaTee: Maxos A. E. Yepen Opocats
KOCTH... // Anokpud. KyaeTyponoruyeckn xypuean. [1993],
M 2.C. 81-85.
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3bIKH H CJIOBa OCYLIECTBHIOCE — PAa3yMEETCH, pe4b HAET HE O
NPAKTHYECKOM H pPEANBHOM B3aHMOOEACTEHH B BOKaNBHBIX
MY3BIKaTBHBIX ﬂtaﬂpax“, HO O TOM QJHKTHBHDM B3auMoONpe-
BpalleHHH CMIOBECHOID H MY3BIKANBHOMD, KOTOPOE H AB/IAETCH
npeamMeTomM Halle# CTaThH.

49
CmM. 06 3ToM HiKe: Fkckype 1.



OBMEH
MEXKAY MY3bIKAABHBIM U CAOBECHBIM

bnaronapa uaesM TPaHCMY3bIKATBHOTO MY3bika MOCTO-
AHHO npebbiBaeT kak OBl B paclIMpPEHHOM, TpPaHCLEHJIHPOBAH-
HOM COCTOSHHM. OHa Bcerna — Oonbiue, YeM COBOKYMHOCTH
IBydaHuii. My3bika nOCTOAHHO HaXOAMTCA He Tonbko B cebe,
HO M «BHe cebs», OHa OKa3bIBAETCA NPHYACTHOH K Tpem or-
pPOMHBIM chepam ObITHA — K YCTPORCTBY MHpa, K BHYTPeHHe#
CYTH uve/lioBeKa, K (yHIaMEHTANbHLIM OCHOBAM MCKYCCTBA.
270 ee uHOOBITHE M 00palyeT 06nacTh TPaHCMY3BIKANLHOTO, B
KOTOpO MeK1y MY3bIKalbHbIM M CIOBECHBIM MIET MOCTOAH-
Hbill B3aumooOmeH. TpaHcMy3bikanbHoe — cepa HelTpansb-
Haf, HO OTHIOb He DEIKHIHEHHAR M CTATHYHAR: OTHOCHTENb-
HO HEMOJIBHXKHA JIHLIbL HECYLUAd KOHCTPYKUMA 3To#d obnactu,
obpalyemas dyHaaMeHTANLHLIMH HAEAMH; BCe npodne ee du-
rYpPaHTbl — MOHATHA, TEPMHHBI, Moaenu, obpaiel — npebbi-
BaKOT 3JIECh B MOCTOSHHOM NepeMELLIeHHH, OT C/IOBA K My3biKe
HJIH OT MY3bIKH K cioBy. My3bika W cioBo, oOpalueHHbie aApyr
K apyry, obpalytor none siaumuoro nputsxexus. C oawoi
CTOPOHBI, MY3biKa, HCMbITbIBaA NoTpebHOCTL B camoobbACHe-
HUH, NMPUTATHBAET HA CBOK OPOHTY TEpPMHHBI TPaMMaTHKH.
PHTOPHKH H Apyrux Hayk o ciope. C Apyroil cTOpoHbl, cama
MY3blKa, TaK WM HHAYe NOHHMaeMas, CTAHOBHTCA MOJIENBIO H
ans (opMbl CNOBECHOIO NMPOH3BENEHHA, H IUIS €ro Colepxa-
HHA, ANA «BbIPaXKaeMoro».
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Hrak, obnacte TpaHCMy3biKanbHOro Kak obnacte no-
CpelyHoLIas, MEeIHHPYIOLIAA, OPraHH30BaHa [BYMSA MOIIHBIMH
Te4eHUAMH NMOHATHH M 00pa30B: OT C/MOBa K MY3bIKE H OT MYy-
IBLIKH K cloBy. PaccMOTpPHM 3TH TeYeHHs pa3fieNnbHO. HO MO-
pobHee, pasymeeTcd, OCTAHOBHMCH Ha BTOPOM, MOCKONbKY
HMEeHHO B HeM (OpMHpYeTCHE M Pa3BHBaeTCA HWHTEpeCYHILHA
Hac eHOMEeH MY3bIKH COBa.

Om caoea Kk My3bvixe

OcoboaHBIIKCE OT €IHHCTBA CO CNIOBOM (H TEM CaMbIM
OT TMOAYHHEHHA eMy), MY3bIKa Cpa3y e BCTYNHIAa C HHM B
OTHOLUEHHA AHANOrHH: YCTPOHCTBO MY3bIKH OKajanoch BO
MHOTOM CXOOHBIM C YCTPOHRCTBOM CIOBECHOTO MPOH3IBEIEHHA.
B cpenneBekoBoil knaccHHKalUMH HayK Mmy3bika Gurypupyer
KaK AHCUMIIHHA, ONEPHPYOLLAA «1HCKPETHBIMH BETHIHHAMMY
(quantitas discreta — T. e. npepbIBHAA, pa3le/ibHas BE/IHYHHA, B
OT/IH4HE OT quantitas continua — MNPOTAKEHHOH, CNAOWHOA
BEJIHYMHBI, KOTOPOH ONepHpyeT, Hanpumep, reomeTphus) . By-
JIydH, ¢ OHOH CTOPOHBLI, «HayKoll 0 4Hcaax» (H TeMm caMbIM
nonajaas B KBaApHBHil BMecTe ¢ apHPMeTHKON, reoMeTpHenl u
acTpoHOMHefi), My3bIKa, C ApPYroii CTOPOHLI, ACCOLMHPYETCA H

B KBAAPHBHH KAK CHCTEME sHAYK O BE/IHYHHAX> MECTO MYIBIKH
BBITIA/IEN0 TAK: MEOMETPHS HMEET JIEN0 C <BeIHYHHAMMN Npo-
TAMEHHBIMH W HEDOJABMXHbIMH» (Quantilas continua et
immobilis), aCTPOHOMMS — C =BEJIHYHHAMH NPOTAMEHHBIMI H
NOJRHAHEIMH» (quantitas continua et mobilis), apupmernka —
¢ «BETHYHHAMH JINCKPETHRIMH H abCconOTHeIMEH» (Quantitas
discreta et absoluta); MyInika — C <BENTHIHHAMM JIHCKPETHBIMH
M COOTHECEHHbIMH [co 1Byxamu]= (guantitas discreta et relata).
— Hieronymus de Moravia. Tractatus de musica / Ed.
S. M. Cserba. Regensburg, 1935. (Freiburger Swmudien zur
Musikwissenschaft. Bd 2). S. 10.
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C rpaMMaTHKOl, MOCKONBLKY H 3BYKH pedd (oratio) ABAAKOTCH
«IHCKPETHBIMHY, MNPEPLIBHbIMH BENHIHHAMH, Pa3NHY9adch No
monroTe’. Ars metrica, HEpelIKO MOHHMABIUASCH KaK pasjen
rpaMMaTHKH, NEPEHOCHNIACh Ha MY3bIKy: CHCTEMa IIECTH
PHTMHYECKHX MOIYCOB B Cpe/IHEBEKOBOH MY3bIKe MpeNCTaBis-
na coboil ceoeobpa3Hy0 HHTepNpeTaUMIO aHTHYHOH NOITHYE-
ckoil MeTpukH. O6luemM MecTOM MY3bIKOBEI9ECKHX TPaKTaToB
CTAHOBHTCH aHANOrHA MeXJy MY3bIKOW H rpaMMaTHKO#M, Mo-
poxnawowas uenbiii pan Gonee petanbHbix aHamorwii. Tak.
AHOHHMHBIH TpakTaT «Musica Enchiriadis» (IX B.), 3HamMeHH-
Thiii KaK NepBoe W3/I0KeHHe TEOPHH MHOTOTO/IOCHS, NMPOHHK3aH
noaobHBLIMK aHANOTHAMM: pedb — <«apTHKY/IHPOBAHHBIA TO-
nocy» (vox articulata), My3bika — «notowIMit ronoc» (vox cano-
ra); MepapxHH ieMeHTOoB pedu (Gyksa — cnor — cnoso —
TEKCT / orationis textum) NMPHMEPHO COOTBETCTBYET HEpapXHf
MEMEHTOB MY3bIKH (TOH / phtongus — wuTepsan / diastema —
«CHCTEMa» MHTEepBaNoB, menoaus / systema). Tousl u Gykssi
CXO/IHbI M MO CBOHM CBOWICTBAM: CKNAAbIBafACh B LENOCTHOCTH
(CnoBa MK MENOMM), OHH MOTYT COYETATECA TONBKO B Onpe-
/Ie/IEHHOM TIOPRAKE N0 ONpe/IeNeHHbIM NPABHAAM .

HMMnopT B My3biKy rpaMMaTHYecKHX KaTeropuil npo-
JOMKATCA W MHoro noiadee: Tak, HMoaxum bypmeiictep Ha
pybexe XVI-XVII pexos snepssie’ NPUMEHHT K My3IbiKanbHO-

L1

Haas M. Die Musiklehre im 13. Jahrhundert von Johannes de
Garlandia bis Franco // Die Geschichte der Musiktheorie. Bd 5:
Die mittelalterische Lehre von der Mehrstimmigkeit. Darmstadt,
1984, 5. 133.

Musica Enchiriadis // PL. Vol. 132. Col. 957. Asanu3 Tpakta-
Ta cM.: Eggebrecht H. H. Die Mehrstimmigkeitslehre von ihren
Anfingen bis zum 12. Jahrhundert // Die Geschichte der Musik-
theorie. Bd 5: Die miuelalterische Lehre von der Mehr-
stimmigkeit. Darmstadt, 1984. S. 17-18.

Ecnu sepute Ponbdy [dammauwuy: Dammann R. Der Musik-
begrift im deutschen Barock. Kéln, 1967. 5. 102.

LH
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MY «MpeNOXKEHHIO» TPAMMAaTHYECKOe MOHATHE CHHTAKCHCA.
OnHako B y4eHHH O MY3bIKe YXKe B 3Ty 3MOXY 0Ka3bIBaOTCR
BOCTpeOOBAaHHBIMH HE TONBKO YHCTO TrpaMMaTHYeCKHEe, HO M
PHTOpPHYECKHE KaTeropHH, CBA3aHHbIE C ydeHHeM o durypax u
cTtune. Tak, B TpakTaTe «Scolica Enchiriadis» (I1X B.) ynoTpe6-
NEHWe MOMYTOHOBBIX «XpPOMaTHYECKHX» HHTepBanoB (limma)
CPaBHHBAETCA CO CTHIMCTHYECKMMH ¢QHrypamMH — BapBsa-
pH3IMaMH M coneuniMaMu’ . [TOABNKIOTCH M NPAMBIE JAHMCT-
BOBAHHA M3 annapata puTopHkH: B cepeauune XIII B. ycsausa-
eTca TepmuH color, 0b03HavaloUMii yKpallleHHe, a B Y3KOM
cMbicne — urypy nostopa. «B My3wike colores cnyxart ansa
KpacoThkl COIBY4Mil, Kak B rpaMMaTHKe pHTOpHYecKHe colores
CNYMKAT [UIR KPacoThl BbiCKalbiBaHHiA», — obbaAcHeT MapkeT-
1o Manyauckuit (1320-e rr.)”. Kakx kouxpernyio durypy no-
BTOpa TpakTyeT color nanyaHckuii TeopeTHk Ilpocaokumo ne
benbnomanan (navano XV B.): «Konop B My3siky BBeaeH no
CXO/ICTBY C PHTOPHYECKHM KONOPOM, KOTOpPbIA HalbiBaeTCs
repetitio (nosropenue): noaobHO TOMY KaK B PHTOPHYECKOM
KOIOpe MHOTFOKPaTHO MOBTOPAETCA OJIHO H TO e BbICKalbiBa-
HHe, TAK B MY3bIKabHOM KONOPE MHOTMOKPaTHO NOBTOPAOTCA
OﬂHH%H Te *e PUrypbl, TOHbI (VOX) HAH GHIypbl H TOHBI BMe-
cTen .

Musica Enchiriadis and Scolica Enchiriadis / Ed. by R. Erick-
son. New Haven, 1995. P. 41.

«..quia in musica fiunt interdum colores ad pulchritudinem
consonantiarum, sicut in gramatica fiunt colores rhetorici ad pul-
chritudinem sententiarum». — Marchetus de Padua. Pomerium
/! Scriptores ecclesiastici de musica sacra potissimum / Ed. M.
Gerbert. Hildesheim. 1963, Vol. 3. P. 135. (Takxe nexTpon-
Han nybnuxauns B «Thesaurus Musicarum Latinarums, htip: //
www.music.indiana.edw/tml; nanee — TML).

«Color in musica sit sumptus sub quadam similitudine ad quem-
dem colorem rethoricum gui repetitio nominatur, quoniam sicut
in tali colore rethorico fit pluries repetitio ejusdem dicti, ita in

55
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«My3biKa, KaKk H DHTODHKa, HMeeT CBOH yKkpaweHus (Or-
natus etiam habet musica proprios sicut rhetorica)», — 3TH cnoga
HeMmelKoro TeopeTHka ['espnxa Drepa w3 Kanbkapa (1380 r.)”
MOJKHO CYHMTaTh [AEBHIOM /18 BCEH HCTOPHH MY3bIKH mocie-
AYIOLMX YeThipex cToneTHi. Ha BceM MX NPOTAKEHHH BIHA-
HHE DHTODHKH pacTeT, [OCTHras Ky/JbMMHallHH B 3noxy 0Oa-
POKKO, MpojenaBiLuyO rpaHaAHO3HYO paboTy no nmepesoay Bced
CHCTEMbl MY3bIK/IbHOH TEXHHKH Ha A3bIK PHTOPHYECKOH HO-
MEHK/IaTYpbl: BCE BO3IMOMKHble 0DOPOTHI MY3bIKANbHOH pedH
3aKpensNHCh TeopeTHYeckH B o0NHYMH pUTOpHYECKHX HIYp,
KO/IMMECTBO KOTOPbIX HCYHCAANOCH COTHAMHM. bapoukbie Teo-
PETHKH MEPEHOCHNH Ha MY3bIKY M pHTOpHYeckoe yuexue oD
«obwmux Mectaxn (loci topici). B putopHke «obuwiee mecton
npeactapaano coboit «3BpucTHaeckyro dopmyny (Suchformel)
ana u3obpetenua (inventio) MoAXoAALLEd MBICNTH», 3 TaKxe
CaMy «MbIC/lb, HaliIEHHYIO NPH NOMoIUM ITOM dopMyasi> . B
MY3blKE TAKHMH «IBPHCTHYECKHMH (OPMYyNaMu» CHYXHIH
onpeje/ieHHble CIOBa HAH TeMbl TeKCTa, CBA3AHHLIE C COOT-
BETCTBYIOWMMH  MY3IbIKATbHBIMH  «Hrypamu» (Hanpumep,
€NoBa, CBA3AaHHbIE CO CMEPTHIO M CTpananuem, Morau oboixa-
YaThCA HHCXOASIIHM XPOMAaTHYECKHM XOJOM — T. H. passus
duriusculus, «xecTkuii xoan). B Tpaktatax nomewanucs o6-

colore musico fit pluries repetitio similium figurarum, sive
similium vocum, sive similium figurarum et vocum simul». —
Prosdocimo de Beldomandi. Tractatus practice de musica
mensurabili // Scriptorum de musica medii aevi nova series a
Gerbertina altera, 4 vols. / Ed. E. de Coussemaker. P.. 1864-
76. Vol. 3. P. 226 (Taxxe B TML).

Das Cantuagium des Heinrich Eger von Kalkar /| Hrsg. von
H. Huschen (=Beitrige zur rheinischen Musikgeschichie, Heft
2). Koln, 1952. P. 57 (taxwxe 8 TML).

Lausberg H. Handbuch der Literanischen Rhetorik. Eine Grund-

legung der Literaturwissenschaft. 2 Bde. Munchen, 1960. Bd 2.
S. 740.

L1
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IIMPHBIE CIHCKH C/IOB, KOTOPble MOrNH ObiTh nepenansi my-
3bIKaNbHBIMH (MIypamMH; 3TH CnoBa Hepeako paibusanuce Ha
Tpynnel, B NOJpaXkaHHe PHTOPHYECKHM CIHCKaM OOLMX mMecT:
«CTIOBA IBHKEHHA», «C/IOBA MECTa», «C/IOBA BPeMEHW» H T. 1.
lNpeanonaranock, 4TO KOMNO3HTOP COYHHAET, /lepXka B CO3IHa-
HHH 3TH CIHCKH H BbIOHpas M3 HHX COOTBETCTBYHOLLIHE QHry-
pbl, — noaobHo pHTOPY, KOTOPLIH, COUHHAS peub, obpallaeTcs
K «MECTaM, rile COKpbITbl apryMeHTbl ¥ OTKyda WX cneayeTt
wiBnekath» (KBuHTHAMAR)".

OpHako B PpHTOPHYECKHX KaTErOPHAX OCMBICNANHCH He
TONbKO OTAeNbHbIE (PUIYPhI, HO H LIEIOCTHAR KOMMNO3HIUHA MYy-
ILIKA/IBHOTO MPOM3BENEHUA: My3bika Gblna OCO3HAaHAa KaK BOC-
co3aHHe CaMoil CTPYKTYpbl opaTopckoi peuu (["annyc [pecc-
nep B 1563 r., B TpakTaTe «[lpaBuna My3bIKanbHOH MOITHKHY,
MPHMEHAET K MYIbIKAIbHOR KOMMNO3HUMH [ENeHHe pedd Ha
exordium, medium u finis). [Mpouecc counHeHHs My3IbIKH TaK-
Ke ynoaobnen COYMHEHMIO pedl: OCHOBHbIE CTaauH paboTsel
opatopa — inventio, dispositio, elocutio (decoratio, omatio) —
nepeHocATCA Ha paboTy komnozuTopa. OaHKHM M3 NEPBLIX 3TO
cnenan Atanacuyc Kupxep (B pasnene «De partibus rhetoricae
musurgicae» W3 TpaktaTta «Musurgia universalis», 1650), Bbine-
NMBLUHIA TPH CTAJHH «MY3IbIKAJILHOH PHTOPHKH»: inventio, dis-
positio, elocutio.

BnoxHOBNAACE Y4EHHWEM PHTOPOB O Maru4eckod cune
HCKYCHOII peun, cnoco0HON 3acTaBMTh CNYILIATENR HCMNbITHI-
BaTh N06ble 4yBCTBA, MY3BIKAHT NpHXOAMT K ybexaenuro,
YTO MYy3blKa, OCHOBAHHAA HAa NMPHHUMNAX PHTOPHKH, MOXET
NpeBIONTH pedyb B MHTEHCHBHOCTH 3ITON0 HACHIBCTBEHHOIO
po3jeiicTaua. «KpacHopeune AepXKHMT AYIIH ClylaTened non-
HOCTbIO B CBOeHl BnacTH, — nHmer komnoluTop Horauu Ky-
HAy B MpPeJHCNOBHH K CBOEMY COHATHOMY UMKNY «My3bikans-

59

«..sedes argumentorum. in quibus latent, ex quibus sunt pe-
tendan. — Quintilianus. Institutio oratoria. V, 10, 20.
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Hble MNpeicTaBleHHs HeKoTOpbix Oubneiickux wucTOpHIi»
(1700), — OHO MOXeT BNEYaTHIBATE HX, KaK BOCK, B pa3/iug-
Hble (OpPMBI — B NeYanbHYHO, BECENY 0, MHIOCEPAHYH), THEB-
Hyto. BnrobnenHyto u npyrue. Ho Hackonbko nyuise moxeT
3TO JeNaTh My3bikal» .

M3 pHTOPHKH 3aMMCTBYETCA H CHCTEMa OLEHOYHLIX MOo-
HATHH: yxe ['mapean B nepsoii nmonoeuHe XVIB. cBOM npen-
CTaBJIEHHA O KaYeCTBE MY3bIKH NepefaeT TaKHMH MOHATHAMM
K/1aCCHMECKOi PHTOPHKH, Kak gravitas (cepwe3HocTb), dignitas
(mocToMHcTBO) M T. n.; ¥ annyca [Ipeccnepa nosBnsTCA
Takxke elegantia (M38WECTBO), Suavitas (NPUATHOCTSL) .

Ha py6exe XVI-XVII B. B My3biKy nepeHOCHTCA MOHsA-
THE «CTHIA», TaKke BOCIpHHATOE W3 puTOpHku. Co3paroTca
KmaccHpHKAUMH MY3bIKANbHBIX CTWIEH, MoapaxarolllMe aHa-
NMOFHYHBIM PHTOPHYECKHM M MOITOMOrHYecKMM Knaccuduka-
uuaM. Yduenuk lUlwrua Kpucrod bepuxapar B «Tractatus
compositionis augmentatus» (ox. 1657) nenuT BCH MY3BIKY Ha
[Ba OCHOBHbIX CTHAR: stylus gravis (unm stylus antiquus) —
CTHNL CTapoit My3bikM, W stylus luxurians (unm stylus
modernus) — cTHAbL HOBOH MY3biKH. «COBpeMEHHBLIH CTHALY, B
CBOKO Ouepelb, NenuTca Ha stylus communis u stylus theatralis
(unu stylus comicus). KakaoMy CTHAK COOTBETCTBYET CBOi
Habop My3biKanbHO-pHTOPHYECKHX (uryp, npudem Hambonb-
ee 4ucno puryp umeet cambiil cBoboaHbIi CTHABL — comicus
wiw theatralis”.

«Die Beredsamkeit hat nun vollends die Gemiiter der Zuhorer
ganz in ihrer Gewalt und kann sie fast wie das Wachs in eine trau-
rige, frolige, barmherzige, zomige, verlibte und andere Forme
driicken. — Um so viel mehr die Musik!'s. — Llur. no: Dam-
mann R. Op. cit. 8. 130-131.
Dammann R. Op. cit. 5. 99.

Ibid. S. 113.

&l
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Ecnu Mopens My3blKH Kak <y4eHOil», MOCTPOEHHO# no
BCEM MpaBH/IaM OpPaTOPCKOro HMckyccTBa pedd K koHuy XVIII
BeKa ycTapesaeT, TO oblliee NpeAcTaBNEHHE O TOM, YTO My3bl-
Ka MO-CBOEMY «NOBOPHT», YKOPEHSEeTCS — M 3TO NpeicTaBle-
HHE CBA3ILIBAETCA OTHIOAL HE TONBKO C BOKAIBHOM, HO H C HH-
CTPYMEHTANLHOH MY3bIKOi: MO 3HAMEHHTOMY BBIPAXKEHHIO
HoranHa MartTe3oHa, HHCTPYMEHTAaNbHAR MY3blKa — «MY3bi-
kanpHaa peub» (Klang-Rede oder Ton-Sprache), HHCTpPyMeHTBI
onuu, He3 yenopedeckoro ronoca, «<kak Obl NPOH3BOAST NMOHAT-
HY10 pedb»" .

Ecnu My3bikansHoe 3BydaHue — pedb, TO AO/KHO Cy-
LIECTBOBATE W MblluleHHe B 3Bykax, oOnagaiouiee cBoei
«JIOrHKOfi»; My3blka [0MXKHa ObITH OCO3HAaHAa Kak «ocobas
topma Mbicun” . Kapn anbxays B kuure «Mnes abcontoTroi
MY3bIKH» MPOCAENNHA, KaK B HEOPAX HEMELKOr0 POMaHTH3IMa
BO3IHHKAET Haes — cama no cebe nanexko He GesycnosHas! — o
TOM, 4TO MY3blKa-pedb NpeanonaraeT u ocoboe «MbilneHHEN.
Kapn Mapus ¢on Bebep onpenenun xBapreT Kak sMbicisiuee
Hauano B My3bike» (das Denkende in der Musik)”, oaxako yxe
paubiue J1. THK 3a8BHA, 4TO B My3bIKE «4€/IOBEK MBIC/IHT, He
Aenas yTOMWTENLHOro OBXOAHOrO NyTH d9epe3 CAOBO» , —
IHAYHT, YKe B PaHHEM POMAHTHIME AHANOTHA «MYy3biKa-

% Mattheson J. Der vollkommene Capellmeister. Hamburg. 1739
(Repr. Kassel und Basel, 1954). §. 82, 127.

" Muxaiinos A. B. 3Tansl paiBuTHA MYILIKANBHO-IC TETHIECKOR
mbicnn B Fepmannn XIX pexa // My3isikanssas scteruka lep-
manun XIX sexa. T. 1. M., 1981. C. 60.

L]

Liur. no: Dahlhaus C. Die ldee der absoluten Musik. Kassel,
1978. 8. 21.

«Es geschieht hier, daB man Gedanken ohne jenen mihsamen
Umweg der Worte denkt..». — L. Tieck Symphonien //
Wackenroder W. H. Werke und Briefe. Jena, 1910. Bd 1.
S. 301.
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MBIC/Ib» HE TONBLKO Obl1a OCO3HaHA, HO M JIOBENEHA 10 Mapa-
NOKCANMBHOTO BbIBOJIA: «MY3bIKaNbHAA Pedb» BbIPAaXIET MbIIL-
NeHHe B H3BECTHOM CMbic/ie Donee cOBepilieHHOE, YeM MBbIll-
neHMe B clioBax, — Donee coBepilieHHOE HMEHHO B CHIy CBOEi
cBoDOMIBI OT CNOB € HX «yTOMHTENLHLIM OOXOMHBIM MyTEMY.
WMpes my3bikH kak pedn yTeepxnaetca B XIX sexe moa
3HaKOM OcBODOXKIEHHS OT MPSAMOil aHANOTHH C BepbaTbHBLIM
A3bIKOM: Iayapa [aHCAMK OCMBICISET MY3bIKY Kak M3bIK,
NPHHUMIHANBLHO OTMHYAIOUWIKACA OT A3bika BepbanbHOro 0CO-
ObIM KauecTBOM — HEMepeBOAHMOCTBIO: MY3biKa — «A3bIK,
KOTOPbIM Mbl FOBOPHM M KOTOPbIii MOHHMaeM, HO He B CO-
CTOAHMM ero nepesecT» . Kuepkerop mompobuo oficyxaaer
BOMPOC O TOM, B KAaKOH Mepe MY3biKa ABJASETCA A3LIKOM, H
NMPHXOJHMT K BbIBOAY: MY3biKa — A3biK, KOTOPbI «BbipaxkaeT
HEMOCPEe/CTBEHHOE B €r0 HENOCPeICTBEHHOCTH», B TO BpeMA
KaK CNoBECcHas pedb «BKNouuna B ceba pednexcuio W noITomy
He MOXeT Gonbiue BbIpakaTh HENOCPeACTBEHHOE». ITOT Bbi-
BOJ/l HpeBAT [BOWCTBEHHOCTBIO: C OIHOW CTOPOHBI, MY3biKe
NAaHO BBLIPA3UTHL TO, 4ero He moxer cnoso (w6o pednexcus,
CBA3AHHAA CO C/IOBOM, «yDHBaeT HenocpeacTBeHHOE»); ¢ Ipy-
roii — «3Ta Kaxywasca OeaHOCTL peuM HA cCaMOM aene co-
crapnfer ee 6OraTcTBO», Bellb *HENOCPEACTBEHHOE — 3ITO He-
onpeseneHHoe» , pedb ke, B OTIIHYHE OT MYy3IbIKH, BLIPAKAET
onpenenenHoe. Tak OTHOLUEHHA C/IOBA H MY3bIKH ObUTH Brep-
Bble, MOXKanyii, pajsepHyThl B (popMe HepalpellHMOro MpoTH-
BOpEUMA: Kax/blii M3 ABYX «A3LIKOBM MO-CBOEMY W Bblille, W
Huxe apyroro. OtkpbiTas Kbepkeropom apaMaTuueckas mnapa-
HOKCaNbHOCTh MY3bIKH KaK f3blka OIHOBpeMEHHO H Donee co-

a7

«In der Musik ist Sinn und Folge, aber musikalische: sie ist eine
Sprache, die wir sprechen und verstehen, jedoch zu Gbersetzen
nicht im Stande sind». — Hanslick E. Vom Musikalisch-Schonen.
Cit. ed. 8. 35.

Kierkegaard S. Entweder/Oder. Cit. ed. S. 63-64.
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BEPILEHHOIO, 9eM O0BIYHLIA A3bIK, H «HEAOCTATOYHOIO», Hal-
ner yxe B XX Beke HOBoe ocMbicneHue y Teomopa Apopho:
My3biKka — petdb, HENOCPe/ICTBEHHO BbIpakaromas abcomioT-
HOE, HO LEHOH yTpaThl ONHO3IHAYHOCTH M ACHOCTH. Ecnu peus
BbIpaXkaeT abCONMIOTHOE ONOCPE/IOBAHHO, TO «MY3IbiKa HaCTHra-
eT abconoTHOE HEMOCPeNCTBEHHO, HO OHO B TOT K€ MOMEHT
JATEMHAETCH: TAK CITHIUKOM CH/BHBIA CBET OCNEIUIRET rfa3. H
OH TepReT CMOCODHOCTL BHAETH BCE BHAMMOE» .

CnexkynauHd (unocodoB H 3CTETHKOB HA TeMy pa3nu-
YHA MY3bIKAaNbHOTO M BepbanbHOrO A3blKa HE MELUANH KOMIO-
3UTOpaM H TeOopeTHKaM My3blKH MONb3OBaTLCA AHANOrHed
HMEHHO C 3THM «O0bI9HBIM» AILIKOM: B TEOPHH MY3IbIKH ee
CHHTAKCHC ONMCBIBANCA (M [0 CHX MOP ONHCHLIBAETCR) B TaKMX

«Musik tnfft es [das Absolute] unmittelbar, aber in gleichen
Augenblick verdunkelt es sich, so wie iiberstarkes Licht das Auge
blendet, welches das ganz Sichtbare nicht mehr zu schen vermags.
-~ Adorno Th. Fragment Gber Musik und Sprachc / Adorna Th.
Quasi una Fantasia. FrankfurtM., 1963, S. 14,

OcoInanHe HECXOACTEA MYILIKANLHOrO W BEpOaLHOTO A1BIKOR
H, BMECTE C TEM, CTPEM/EHHE BCE-TAKH JAKPENHTEL 33 MYylbl-
KO CTATYC A3BIKA JACTARAANO HCKATH AHANOTHH MEXIY MY-
ILIKOH W ApYrHMH GOPMaMH RILIKA (B LUMPOKOM CMBICTE 3TO-
ro cnoea). Tak, B 4acTHOCTH, BOIHMKNA runotela K. Jlesw-
Crpocca 0 cXOACTBE MY3IBIKH H MHpa: MyIbika — Mud, 3aKo-
aupoBaHHLIA B IBYKax. M Mud. W MyIBIKa HENEpeBONMME] Ha
MIPYTHE A3LIKH (HieR, BOCXOAAUAN K TaHCAHKY), HO CTPYKTYP-
HbI, MPHIEM CTPYKTYPHBI CXOAHBIM 00paloM: MX OTHHYaeT
«CNocOOHOCTE K AHATPAMMMPOBAHMM= (capacité anagram-
matique), WHA%e TOBOPE — CTPYKTYPbl, H3 KOTOPBIX COCTOHT
KaKk Mid, TaK W My3bika, kax bl koMOHHATOPHBI, OHK gOTYC-
KAalOT BHYTPEHHHE =NEPECTaHOBKH» (B MYlbIKE — HHBEPCHH
TEMbl, TPAHCTIOHHPOBAHHE B APYTHE TOHANLHOCTH, PalIHYHbIE
MCKAMEHHA PHTMA H T. n.). DOPMEL. BOIHHKILIHE B MYy3bIKE
Hoporo epemenn. — 370 mHOOBITHE doOpM TOria xe Mcdel-
HYBLIETD MH(ONOTHIECKOTO MbluneHHA: MHd kak Obl nepe-
en B My3bIKY.
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NOHATHAX, KaK npeanoxenue, ¢pasa, nepuoa u 1. n. Crasuias
TPaAMUMOHHOI, 3ITa aHANOTHA BMECTE C TeM MNOPOXKA2eT M
NPHHUMNHANLHO HOBbie HAeH. ApHonea LlIénbepr B 1930-e ro-
nbl BhiABHraeT B pabote 0 Bpamce KOHUENUHID COBPEMEHHOIO
MY 3bIKaNbHOTO A3bIKAa KaK aHanora npo3sl. My3eika «no bpam-
ca» C ee CHMMETPHYHBIMH CTPYKTYPaMH, WieHEHHEM Ha OT-
Pe3KH OAMHAKOBOH MIHHBI H T. N. 6bina nonobuem moITHYe-
ckoit peun; bpamc xe pa3pabaTbiBaeT NPHHUKNHANLHO HOBbIH
A3ILIK — «MY3bIKaJIbHYIO NPO3Y», OTMEYEHHYH) «aCHMMETPHEH,
KOMOWHauuAMH $pa3 paITHIHONA MHHBI ... H APYTHMH NPOAB-
NMeHHAMH HeperynapHocTH», B WTOre TpHBHanbHOE ANR CNO-
BECHOCTH Pa3/iHYeHHE MOI3HH M MPO3bl B KOHTEKCTE MY3bl-
KaNbHOroO aBaHrapia CTAHOBHTCA HOBATOPCKOH mieeil, OTKpbI-
patowedt, no muicnu LIéubepra, nyTh K «HHYEM He OrpaHHYeH-
HOMY MY3BIKaNIbHOMY R3BIKY» -

Om my3viku K cao8y

B 06paTHOM NOHATHAHOM [IBHXEHHH — OT MY3bIKH K
C/IOBY — MIErK0 MOXHO Pa3NiH4MThL TPH NNacTa. COOTBETCT-
BYIOLIHE TPEM ONHCAHHBLIM BbILUIE HAEAM TPaHCMY3bIKATLHOIO.
[Npeacrasnenne o My3bike kak npuuuune yctpodictsa obua-
pyxuBaeT ceba yKe B UMTHPOBAHHOM Bbille TpakTaTe JIHOHM-
cua anvxapHacckoro, rpge «MenoAHYHOCTb» TPAKTYETCA Kak
O/IHH W3 OPraHH3YHILIHX MOMEHTOB opaTopckoi peuu. Tpak-
TaT «O Bo3BBILIEHHOM)» [lceBno-JlonruHa onpenenseT KoMmno-
IMUHK (CUVBECLC) KaK «HEKYH FAPMOHHMIO CJIOB», ABHO MMER B
BUY aHANOTHH C «FapMOHHER» MY3bIKanbHOR Menonmu’ . My-

Schinberg A. Brahms, der Fortschrittliche (1933) // Schénberg A.
Stil und Gedanke. Lpz., 1989. SS. 113, 119, 145.

.. TV ouvBeov, apuoviav Tiva cioav Aoyov..n. — <0 Bo3-
pblensoM=, . XXXIX. Die Schrift von Erhabenen dem

|
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3bIKa, YXKe 0CO3HABaeMas KaK HeuTO aBTOHOMHOE M OT/IHYHOe
OT CJIOBECHOIO, BCE JKE COXPAaHAeTCs B C/NOBECHOM Ha MpaBax
HEKOEro KOMMO3HUHOHHOTO MpPHHUKNA (B CpelHeBEeKOBOM
CMBICTIE TEPMHHA cOmpositio, 0003HAYaBLIET0 HMEHHO HCKYC-
CTBO COE[IHHEHHA CNOB B COOTBETCTBHM C HOpMamu Gnaroisy-
4Ma’"): c0Ba, OyayuH CBA3AHHBIMM «FAPDMOHHYHO», «KaK 3BYKH
B Menoauu», obnamaroT Ham cnymareneM ocoboit BRacTbiO,
KOTOpaa NpeBOCXOAHT BNACTh PALIHOHANbBHOH apryMeHTalHH.
B cpennesexoBoM (Bocxomswem, Buaumo, Kk Kaccuomopy) ne-
NeHUH MY3bIKH Ha TpH YacTH — harmonica, rhythmica, metrica
— rhythmica mMorna noHHMaTBCA Kak y4eHHe o DnaroiByuHoM
CcOeIMHEHHH («CTedeHHu») cnos (incursio verborum): B onpene-
nenuu Kaccuonopa, «pHTMHKa HMCCNEQyeT CTEYEHHE CMOB, XO-
POLIO MM MNIOXO CBA3aH 3BYK [C APYrWMM 3ByKamu)» .
«CoenuHeHne CnoB», KaK BHAMM, 31€Ch NOMTEKANO BelEeHHIO
MY3bIKH.

Wrak, nepeblii, elie B aHTHYHOCTH COBEPLUMBLUMTICA ne-
PeHOC MOHATHI OT MY3bIKH K C/IOBY MOPOAHA HAEK MENOAHY-
HOro/rapMOHHYHOINO YCTPONHCTBA C/IOBECHOTO MPOW3BEIEHHA, H
pa3BUTHE 3TOH HIEH Mbl elle npocneaum noapobuee B cooT-

Longinus zugeschriben’/ Hrsg. von R. Scheliha. Berlin, 1938,
S, 112-113,

3. P. Kypunyc nonuepkMBacT, 9TO HH B AHTHYHOR, HH B
CPe/lHEBEKOBOA TEOPHH CNOBECHOCTH He ObINO YHEHHR 0 «KOM-
MO3HLHHY B COBPEMEHHOM NOHHMAHHK ITOTO CNoBa. « TepMul
compositio npuAaanexan x chepe AEwg [cTuns), a He g
|nopanka), n 0603IHANAN TEOPHID COENHHEHHR CNOB BO (pae
no npaswiaM Jegorauns, — Curtius E. R. La linérature euro-
péenne et le Moyen Age latin. P, 1956. P. 87-88, cuocka (ra. 1V,
3: «CHCTEMa AHTHYHON PHTOPHKH®).

n

7

«Rhythmica est, quae reguirit incursionem verborum, uirum be-
ne sonus an male cohaereatn. — Cassiodorus Vivariensis. Insti-
tutiones divinarum et saeculanum litterarum. Lib 1| (De artibus et
disciplinis liberarium litterarum). Cap. 5/ PL, 70. Vol. 1209.
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BeTCTBYHOWeM pa3ene. My3eika cnosa — 3710 HeDecHas, koc-
MHYECKas TrapMOHMA, Kak Obl W3BHe colleamias B CNOBECHOE
npou3segenHe ¥ obycTpouBuas ero (BnpoYem, 3Ta My3blKa
MOXeT ObITh TPaKTOBaHA H KaK OTpaKeHHe MHPOBOIi concordia
discors — TOr0 MHpPOBOTO QHMCCOHaHCa-pa3nana, KOTOpbIA rap-
MOHHA NpH3BaHa NPHMMPHTE). Jnoxa CpeaHeBeKOBLA pa3jie-
nana 3Ty uaew: Tak, ans Pobepra Kunyopnbu «<peus, B TOf
Mepe, B Kakoil OHa onpenensercs [kaTeropueil| konuuecTsa,
NPHHALIEKHUT K rapmoHHH (ad harmonicum) ¥ ecTb He 4TO
MHOE, KaK HeKOe YMC/O TapMOHHYECKH COelHHEHHbIX 3IBYKOB,
Oyae TO 3BYKHM meceH, 3By4aHue OYKB B c/orax, 3BYKH B CTH-
XOTBOPHBIX CTONax W MeTpax» . [MOHWMaHHe My3IbIKH C/I0Ba
Kak HeKkoH apXMTEeKTOHWKH paiBuTO B no3IThke Peweccanca;
noijHee — B NPeAPOMAHTHIME W POMaHTH3IMe — oHO Oyner
MPAKTHYECKH BBITECHEHO MHBIMM MIESMH, HO 3aTeM obpeTeT
HOBYHO JKW3Hb — Mpekae BCEro B MOITONOrHYECKOH KOHuen-
uun Credana Mannapme, nOHABILErO MY3IbIKY KaK HHTENNeK-
TyalbHblil, cBOBOAHLIA OT 3IBYKOBOH 4YYBCTBEHHOCTH <«PHTM
COOTHOLIEHHIH», KOTOPbIM NOMKHO ObITh MPOHH3IAHO CnoBec-
HOe npou3sseaenue’ .

B 310Xy aHTHYHOCTH BOIHHKAET H HHON Poa MYy3bIKanb-
HbIX MeTaop: My3bikanbHbie TepMuibl B Tekctax [Mnaroua

= «...0ratio prout guantitas dicitur ad harmonicum pertineat, et

quod non sit alivd quam numerus sonorum harmonice compo-
sitorum, et hoc sive odarum ut in cantilenis, sive litterarum ut in
syllabis, sive syllabarum ut in pedibus et in metris universaliters.
— TpakTat «0 BOIHHKHOBEHHH Hayk» (Robert Kilwardby. De
ortu scientiarum, ox. 1250), cap. 24, § 194. Liut. no: Haas M.
Die Musiklehre im 13. Jahrhundert von Johannes de Garlandia
bis Franco // Die Geschichte der Musiktheorie. Bd 5: Die
mittelalterische Lehre von der Mehrstiimmigkeit. Darmstadt,
1984, S. 133.

Mananapme C. TMucemo x 3. Toccy // Lwr. no: Bernard S
Mallarmé et la musique. P., 1959. P. 75.

1
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CTaHOBATCA 0DO3Ha4eHHAMH BHYTPEHHHX, [YLUEBHBIX Mpouec-
COB H COCTOAHMA. Yike B paHHem auanore «Jlaxer» [lnaton
npenctaensetT aobponeTensHOro Myxa, y KOTOpPOrO ChoBa
COBMALAKOT ¢ [eflaMH, <COBEPIUEHHBIM MAaCTEpPOM MY3bIKH,
CO3/IaBIIMM MpPeKPacHeflly TapMOHHK), HO FapMOHHIO He
JHPbI K He [IpYroro Kakoro-To HHCTPYMEHTa, FoAHOro s 3a-
baBbl, a2 UCTHHHYH) TapMOHHIO XH3HH, WOO OH cam HacTpo-
W1 CBOK) JH3Hb KaKk TapMOHHYECKOe CO3ByYHE CIIOB H
nen» (188 ¢)™.

CxonHble 00pa3bl MHOTOKpaTHO BOIHMKAaKOT B AManore
«locynapcTson. «PaccylMTENbHOCTb ... MOXOMAMT HAa HEKoe
cO3BYYHe W rapmMoHuio» (4, 430 e) — ona npeacrasnset coboi
«HEeYTO BpOIe MOpAlKa», T. €. Kocmoca. Tpu Hawana ayuu
(pa3yMHOe, BOX[ENneolliee W APOCTHOE) Y «CnpaBeUiHBOrO 4Ye-
nopeka» A0MKHbI ObITH MpUAAXKEHbI APYr K APYrY, «Kak TpH
OCHOBHBIX TOHA COIBYYMSA — BLICOKHH, HUIKHA H cpenHuil» (4,
443 d). «Pazymusiii genosex» ponkeH ObiTh TapMOHHUHBIM,
MY3BIKANbHBEIM (HOVOIKOG); OH NONIKEH «HANAAMTE rapMOHHIO
CBOErO TeNa Pajii COrNacHs M rapMoHuK aywu» (9, 591 d)”.

Y INnaToHa My3bIKANLHOCTE AYLUH NOKA €IIe HE OT/IH-
YaeTCA OT MY3bIKaJIbHOCTH-TAPMOHHYHOCTH KOCMOCA: H Ta, M
Apyras BOIUIOLWAKOT NPHHUHN YCTPOEHHOCTH, CNAKEHHOCTH,
KOTOPbIA OJIHHAKOB M IUIA BHELUHEro (KocMoca), W A8 BHYT-
peHHero (4enosexa).

B snoxy CpenHeBeKOBbA MEPEHOC MY3bIKANBHBIX MOHA-
THit B 00nacTh BHYTpeHHero-a1yxoBHOro npuobperaer cucre-
MaTHaeckHil xapakTtep: B Gubnefickofl IKIereTHke npaxKTHue-
CKH BCE MY3blKaNbHbiE peanuH, yNnoMaHyTbie B CBALIEHHOM
[Mucanun, ObINH OCMBICNIEHB! KaK anjIeropHYeckKHe HMEeHOBa-
HMA [yXOBHbIX CYyLUHOCTeH H cOOBITHH. BO3MOXHO, 3TOMY
npoueccy oOT4YacTH cnocobcTBoBano BeckMa CcBoeoDpasHoe

”' lMepeson C. A. lleitnman-Tonwrefn.
m

[Mepeson A. H. EryHosa.
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CpelHEBEKOBOE MOHHMAaHHe MY3bIKH KaK HayKH, Onepupyrolle
He CaMOJOCTATOYHbIMH Be/IHYHHAMH, HO INIEMEHTAMH, «COOT-
HECEHHBIMH» C 49eM-TO HWHbIM. B oTnuame ot apudmerHkwn,
TpakTyrowed o6 abconoTHeIX BenTHYMHAX (quantitas), My3bIKa
HMEET JIeN0 C BENHYHHAMH «COOTHECeHHbIMU» (relata), cyuue-
CTBYIOUIHMH «0nA 4ero-To HHoro» (ad aliquid). To pasnene-
HHe BrepBbie, BUAMMO, npoBoaHT KaccHonop: «ApudmerHka
— Hayka 00 McuMcnseMoil BeNHYHHE, KaK OHa ecTh Cama Mo
cebe. My3bika — Hayka, TPaKTylOIlas O 4HHCIax, KOTOpble
CYTb Ansa Yero-to uHoro (qui ad aliquid sunt), — o Tex uucnax,
KOTOpble HaXOAATCA B 3Bykax» . TakoBa neMHHUHA My3BIKH,
KOTOpas CTaHOBHTCA OOLIMM MECTOM CpellHEBEKOBOH y4eHo-
CTH; MHOTHE MOBTOPAIOT ee nocnoBHO (Hanpumep, Xpabaw
Masp™), HHblE — C HEIHAUHTENbHBIMH YCOBEPILIEHCTBOBAHMA-
MM, Kak, Hanpumep, ['yro Cen-Buktopckuii: «Bennumnnoii, kak
OHa ecTb cama B cebe (per se), 3anumaeTcs apudmeTHKa, TOH
e, KOTOPas ecTh /1A 9€r0-TO HHOTO, — MYy3IbiKa» .
PasymeeTcs, «BenTMUMHLIY MY3bIKH NMpeXie BCEro conoc-
TaBNeHbl CO 3ByKaMHu: «My3bika — HayKa O YHC/Ie, COOTHECEH-
HOM cO 3Bykamu (Musica est scientia de numero relato ad
SONOS)», — 3TO ONpejie/ieHHe BCTPEYaeTCA BO MHOTMX Cpe/He-
BEKOBBIX TpakTaTax Hauunas, suaumo, ¢ Xl 8." Onmaxo 3a-

«Arithmetica est disciplina quantitatis numerahilis secundum se.
Musica est disciplina quae de numeris logquirur, qui ad aliquid
sunt his qui inveniuntur in soniss. — Cassiodorus Vivariensis.
Institutiones divinarum et saecularium litterarum. Lib 1. Cap. 3
/I PL. Vol. 70. Col. 1168,

Rabanus Maurus. De clericorum instirutione. Cap. 24 // PL.
Vol. 107. Col. 1401.

uMagnitudinem ergo quae per se est, arithmetica speculatur; illam
autem quae ad aliquid est: musican. — Hugo de S. Victore.
Eruditio didascalica. Lib. 2. Cap. 7/ PL. Vol. 176. Col. 755.

TakoR BeiBOA nolBONRKET cnenate Oaza namseIx <Thesaurus
Musicarum Latinarum» (noaroToBneHa MeXIyHAPOAHBIM KO-

L1
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CNY)KHBAaET BHHMAHHA H TO OOCTOATENBCTBO, 9TO HEKOTOpbIE
aBTOPBI HE YTOWYHSAIOT, ¢ 9€M HMEHHO COOTHECEHbI =9HCNa»
MY3bIKH: OHH monpocTy — ad aliguid sunt. B BeIpazuTensHOM
onpeleNeHHH y¥e UNWTHpOBaHHOro TpakTtaTta «Scolica enchin-
adis» (9 B.) «BCe B My3blKe OTHOCHTCA K 9eMy-TO HHOMY (Omne
musicum ad aliquid esse constat)»".

Takum obpa3zom, MaTepnan My3bikH («9HCNa») B CaMHX
ITHX OmpeneneHHAx xak Obl ceBa3aH BoOOLIE «C HHBIM», YCT-
PEMIIRETCA K HHOMY, — BOIMOXHO, HE TO/IKO K 3BYKY, HO H K
CnoBy, K cMbicny. Takoe noHWMaHHe MY3IBIKH MOTIO MOCHY-
KHTh OIHAM H3 (AKTOPOB. OTKPBIBIUHX MYTh K €€ paclHpH-
TENbHOMY TONKOBAHHIO — K MEPEeHECeHHIO MY3bIKaNbHbIX Ka-
Teropuit Ha BHYTPEHHHH MHp Yenosexa. «My3bika — 3TO Hay-
Ka, paiiuTas Nno BCEM NMOCTYNKAM Halleid XHIHW», — YTBEp-
wpnaer Kaccuomop, M nanee, BOIMOXKHO, NEPEOCMBICNAET Me-
TaopHYIECKH 3IHAMEHHTOE ABIYCTHHOBCKOE OMpe/eNieHHe My-
IbIkH: «My3bika ecTh Hayka X fom copasmepath (Musica
quippe est scientia bene modulandi'); Tax u Mbl, ecnu cnenyem
6naromy obpa3y *H3HH, TO BCceraa 6ynem npuobuwensl K 3TOM
HayKe; KOT/Ia JKe rPELMM, TO MY3bIKH HE HMeeM» .

nexTHsoM Ha Galze yuusepcutera Muimamm), conepxaas
KOpNYc NMaTHHCKHX TexcToR 0 Myisike ¢ 1l no XVII pexa:
hitp://www.music.indiana.edu/tml

Musica et scolica enchiriadis una cum aliquibus tractatulis adiunc-
tis / Hrsg. H. Schmid. Miinchen, 1981. S. 84.

Y ABIYCTHHA ITa CEHTEHUHA. KOHEYHO, WMEeT CMBICT «<HayKa
xopoiwuo netbe; oakaxo Kaccwonop seHo anennupyer k Gonee
obwemy IHauenuto raarona modulor (o7 modus — =mMepas) H B
CBOCM MOP&ILHOM IKCKYPCE PaCLUMPHTENbHO TPAKTYeT MY3ki-
KY KaK HayKy <COpaiMepaTh» CBOE TMOBEEHHE C NPHHUHMNAMH
nobponerenn — A. M.

«Musica quippe est scientia bene modulandi; quod si nos bona

conversatione tractemus, tali disciplinae probamur semper esse
sociati; quando vero iniquitates gerimus, musicam non habemus».

Ly
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Hapnenenue My3blKalbHbIX TEPMHHOB a/N/IETOPHYECKHM
CMBIC/IOM TIO3BONIKIO MOHATE BeCch MYXOBHbIA yknan sub specie
musicae. [IpH 3TOM My3blka 4enoBeYeCKOH AylIM N8 CpelHe-
BEKOBLIX ABTOPOB YK€ HE CTO/NbKO KOCMHYHA, CKOJIbKO MO-
panbHa: My3bika JylIH — Tenepb He 00pa3 KocMHuecko# ycT-
poeHHoCTH. kak 3T0 Obino y [lnaToHa, HO BbipakeHHe
«nobponeTenu», KadecTBa HYHCTO 4enosedeckoro. My3sika
KOCMOCa H MY3blKa NOyluH, musica mundana ¥ musica humana
pacxofATCA (4TO, BMpoYeM, He MOMELUaeT HM BMOCNEACTBHH
TO W N1e/I0 CONPHKACaTLCA), NOCKONBKY ¥ MY3IbIKH AYLIH NOSB-
nseTca cBOil, ocoObIA HMCTOYHHK — XpHCTHaHCKas nobpone-
Te/lb. H XOTHA CPe/lHEBEKOBbIE ABTOPhI NPONONKAKT MOBTOPS-
toT obuwme mMecta 0 musica mundana, 3auMcTBOBaHHBIE HI Bo-
JUMA, OYEBH/IHO, 9TO musica humana Ans HMX Teneps ropa3no
BaXKHell. ¥V HekoTOpbIX aBTOPOB, Hanpumep, y Xunbaerapibl
Bunrenckoit (KaKk Mbl YBHAMM HHXKE) «MY3IbIKa KOCMOCA» CTa-
HOBUTCA 4€M-TO BTOPHYHbLIM, MPOH3IBOAHBIM OT MY3bIKH Ny-
wu: «HebecHas CHMMOHHUA» HHTEPHOPHIHPYETCHA. 3IBYYHT OT-
HbIHE W3 1YLUH 9e/10BeKa.

Tak OTKpbIBaeTCA NyTh K CHOBECHOMY BOCCO3IAHHIO
CcyOBeKTHBHOrO ONMbITA KAk TPAHCMY3BIKANBHOTO (eHoMeHa.
Onnako ecnu ans CpeHeBEKOBbA MY3IBLIKANBHOCTH AYLUH BCE-
TaKM 9alle Bcero octaerca He Gonee dem anneropueit, To po-
MAHTHIM BOCTIPHHHMAET ITH HIEK0 BrionHe OyKBaNbHO, BCEPh-
€3 MY3bIKallbHOE — YXKe He C/IOBECHOe O/lesHHe AYLIEBHOro
ONbLITA, OHO W €CTh CaM AYIUEBHbIA ONBIT, MOANEXALMA BOC-
CO3IAHHIO B CIOBE, MY3blKANbHOE B CAMOM Jieflé BXOAHT B
CMOBO W3HYTPH. H3 rNYOHH oywn.

Hakoneu, u Tonoc «sine musica nulla disciplina» yTeep-
KAETCA B MOITHKE, MPOABASACE CAMBIM HENOCPE/ICTBEHHBLIM
obpa3oM — B nNPUMEHEHHMM K MO33HM CAMOTO TEPMHHA

— Cassiodorus Vivariensis. Institutiones divinarum et saecu-
larium litterarum. Lib I1. Cap. 5 // PL. Vol. 70. Col. 1208-1209.
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«My3blKan. 3TOT X0l Obln BBIHYXOEHHbLIM [UIS TeX TEOpPeTH-
KOB, KOTOpble MbITANHCh BNHCaTh ars poetica B CHCTEMY CEMH
cBOOOMHBIX HCKYCCTB. He XeNas B TO e BPEMA OTOXKISCTBHTH
€e C rpaMMaTHKOil WIH PHTOPHKON: MM OCTaBanoChk TONBKO
OCMBIC/THTD MO0JI3UI0 KaK PAaIHOBHOHOCTE MY3IbIKH. MmensHo
TaKkoii xop cosepiiaeT Jctaw [leman B TpakTaTe «HMckyccTso
COYMHATH M AenaTe necHu...» (1392), korna ompepenser To,
9TO MBI Cei4ac HalblBAEM MOJ3IHEH, KaK «ApPYIyH MY3bIKY»
('autre musique), a MMEHHO, KaK «ECTECTBEHHYIO MY3bIKY»
(musique naturele), B OTNHYHE OT «HCKYCCTBEHHOH MY3IBIKH»
(musique artificiele). «<MickyccTBeHHas My3biKa» HaIBaHa TaK «B
CHAY CBOENo0 MCKYCCTBa, MOTOMY YTO MOCPEACTBOM €€ LIeCTH
HOT ... MOXHO HaYYHTLCA TMETh», «CTECTBEHHAA MY3bIKa» Ha-
ILIBAETCA TAK NMOTOMY, 9TO «HHKTO He MoXeT obyauThea ein.
9Ta nocnenHss npenctasnser coboi «MyIBIKYy YCT, MpOH3IHO-
cawux cnosa, obnewexusie B wmeTpr. Conoctaensa obe
«MY3bIKH», @ MO CYTH CPaBHHBAR MY3bIKANbHOE H C/OBECHOE
HCKyccTBO, [lewaH 3aHMMaeT NBOHCTBEHHYIO NOIMUMIO, He-
BONIBHO HanoMuHarowyo HaMm o [luonucuu [ManukapHacckom:
paznuuas My3blKY H CloBO, 06a CTpeMHUAHCE HX B TO XKe BpeMA
cOnuanrts. Tak, [lewad, ¢ oAHON CTOPOHBI, HECKONBKO pa3
NOAYEPKHBAET OT/IHYHE «eCTECTBEHHOM MY3blkH» (T. €. mo-
93UH) OT MY3blKkH B COBCTBEHHOM CMbIC/IE CNOBA: €CTECTBEH-
HAf MY3IbIKA HCTIONIHAETCA «HE MOKLLUMM roNoCOM», ee Co3ja-
Tenu OObLIYHO HE BNANEHOT «HCKYCCTBOM METh MO HOTaM», €
ApYroi CTOPOHbI, OH MPH3IHAET, 9TO 06e MY3IBIKH 3aCNYKHIH
ITO HA3IBAHHE B CHJY TOro, 9TO 00€ OHH «NMPOMIHOCATCA M
pazmeparOTCA (poinioyées) CnafoCTHLIM rONIOCOM H MOCPEAcT-
BOM OTKPBITHS YCT», 00 «HpaBATCS ClyXy» .

«L.antificiele [musique] ... est appellée de son art, car par ses VI
notes ... I'en puet aprandre a chanter...»; «l"autre musique est ap-
pellée naturele pour ce qu'elle ne puet aprinse a nul... et est une
musique de bouche en proferant paroules metnfiées..». —



Musica literaria 54

Meicne 0 TOM, YTO <ECTECTBEHHOH MY3IbIKe» HeNb3f
Hay9HTBbCA, KaxeTcA Donee weM cTpaHHOW B TpaKkTaTe, KOTO-
Pbiii B 3arNaBUH CONEPXKMT CNOBO «HCKYCCTBO» M, COOCTBEHHO,
CTaBHT cBOel uenbio 00y4uTh COYHHEHHIO CTHXOB — T. €. TO#
CaMO# «eCTECTBEHHOH MYy3lbike». ITOT Mapanokc oOLACHAETCR
TeM, uTo [leiiaH B 3TOM MecTe CBOEr0 TpakTaTa, no Beceil pe-
POATHOCTH, OMNHPAaeTCH Ha CNOXHBIUEECA B CPeIHEBEKOBO¥
TEOPHH MY3blKH pa3NHYeHHe «eCTEeCTBEHHOH» H «HCKYCCTBEH-
HO#» MY3bIKH H MPOCTO BOCIPOHIBOAMT OMIHO M3 CBAJIAHHBIX C
3THM pasnudeHueM obwHx mect. ONNO3UUHIO eCTECTBEHHON
H MCKYCCTBEHHON MY3bIKH BBEN, MO BCeil BepoaTHOCTH, Pern-
no, a66at IMproma (ym. 915). B TpakTaTe «O rapmoHmHueckom
ycTpoHCTBE», Ille M NMOABNAETCA MMEN, 9TO eCTECTBEHHAR MY-
Iblka He MOXKeT ObITh mpenmeTomM oOyueHus: «<EcTecTBenHas
My3bIKa (naturalis musica) — Ta, KOTOpas 3BYYMT He NMoOCcpeacT-
BOM MY3bIKaNbHOMO HHCTPYMEHTA, HE KacaHHeM naibles, He
OT 4e/NOBed4ecKoro HayllueHus W Bosjeiicteus (nullo humano
impulsu aut tactu); ee NPHUATHbIE MENOAHH NOKTCA MO BAOXHO-
BEHHK) CBBILUE, HX YYHTENb — O/IHA JIHILL MPHPONA; TaKoBa
My3blka HeGecHOro MBHIKEHMA MM YenoBeYecKoro rosoca
(HexkoTOpble NpHbaBNAIOT CHOMA IBYKH M NOJIOCA HEpalyMHBIX
AHBOTHBIX). (...) MckyccTBeHHan my3bika (artificialis musica) —
Ta, 4TO W3MbILLIEHA U H3I0OpeTeHa 4eN0BeYeCKHM HCKYCCTBOM
H YMOM, Ta, 4TO MCMONHAETCH Ha Kakux-nHbO MHCTpyMmeH-
Tax»”. Jlo [lewana 3To passenenue oObIMHO NPUMEHANOCH

Deschamps E. L'ant de dictier et de fere changons... Cit. ed. P.
269-271.

«Naturalis itague musica est, guae nullo instrumento musico,
nullo tacru digitorum, nullo humano inpulsu aut tactu resonat.
sed divinitus adspirata sola natura docente dulces modulatur
modos: quae fit auwt in coeli motu, aut in humana voce. Nonnulli
adiiciunt tertium, videlicet in irrationabili creatura, sono vel vo-
ce. (...) Anrtificialis musica dicitur, quae arte et ingenio humano
excogitata est, et invenia, quae in guibusdam consistil
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NHIIB K MYy3blKe, HO HE K C/IOBECHOMY HckyccTBy: [lewaH ne-
peHec Yye CYLIECTBYIOLIYIO «MY3bIKOBEI4ECKYHO» CXeMYy Ha
HHOH MaTepHan — C/IOBECHBIH.

HTak, no33us — «ecTeCTBEHHas MY3biKan, H He YIHBH-
TeNbHO, 9TO Ha (pOHe rPaHIHO3IHBIX TEXHHYECKHX [AOCTHMKEHH
MY3bIKH Ars nova OHa H B CaMOM Jiefle BOCTIPHHHMAETCH KaK
HeuTo OoNee MPOCTOE W €CTECTBEHHOE, 9eM «HOBas MY3biKa»
®ununna ne Batpu u Manboma ne Mawo (yaurens [Jdewana).
Onuako u noyTH neecTH net cnycta, y [xopaxka INMaTHema B
«HckyceTre anrnuitckoit nozum» (1589), pucyercs BO MHOTOM
cXonHas kapTHHa. PudmoBaHHam no3’IHA «BapBapoB» — 3TO
«ecTecTBeHHas mol3us» (naturall Poesie), koTopas naHa «npu-
PONHBIM MHCTHHKTOM, 10 MCKyccTBa». Bmecte ¢ Tem [lat-
HEM, OMpeesiAf NOI3HK KAK «HCKYCCTBO NOBOPHTH M MHCATH
rapMOHHYHO», @ «CTHXH HAH PHOMBI» — KaKk «poa MY3blKanb-
HOIM0 BbICKa3biBaHMA, BC/IEICTBHE ONpE/eNeHHOT0 COrflacHA B
IBYKaX», MPOTHBONOCTABNAET ee cobCTBEHHO MYy3bike Kak
«HCKYCCTBEHHOMY»: «YCNaXlas cnyx», MOIIMA [enaeT 3To,
«bbITh MOXET, HE TAaK NMPEBOCXO/IHO, KAK rapMOHHYECKHE CO-
IBYUHA MCKycCTBeHHOM (artificial) My3bikus"",

instrumentiss. — Regine Prumiensis. De harmonica institutione.
Cap. 4, 7// PL. Vol. 132, Col, 487, 491,

«... The wilde and sauage people used a naturall Poesie in versicle
and rime as our vulgar is. (...) Our maner of vulgar Poesie is more
ancient then the artificiall of the Greeks and Latines, ours com-
ming by instinct of nature, which was before At or obseruation
(... «Poesie is a skill to speake and write harmonically: and
verses or nme be a kind of Musicall viterance, by reason of a cer-
taine congruitie in sounds pleasing the eare, though not perchance
s0 exquisitely as the harmonicall concents of the arntificial Mu-
sicke consisting in strained tunes, as is the vocall Musike, or that
of melodious instruments, as Lutes, Harpes, Regals, Records and
such liken. — Puttenham G. The arte of English poesie. L., 1589
(repr. Kent, 1970). PP. 7-8, 79 (Book 1, ch. 5, Book 2, ch. 1).

Ly
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3apanHas [lemwanoM NBOFICTBEHHOCTE — CIIOBO, OTHET-
NHBO OTAENAR ceDs OT My3bIKH, B TO e BpeMS NbITaeTCR
CTaTh MY3blKalbHBIM MO-CBOEMY, CTaTh =APYro# My3bIKOHY,
— pa3BHMBaeTCA B TeOpHH H mpakTHke «Benukux PuTopukos».
CuTyauus, 3acBHOETe/LCTBOBaHHAA TpakTaToM [IHOHMCHA
[ManukapHacckoro, 3/eck B CaMOM Jiefleé BO MHOTOM NOBTOPAET-
€A — ee yNa4HO onHcan wisefiuapckuil Hecnenoatens Pparcya
Purono: puTopHka no’3uM, 0CO3HaBas CBOE OTJIHYHE OT MY3bl-
KH, B TO e BpeM#A X04eT CTaTh MY3blKa/lbHOM Mo-cBOEMY, OHA
«CTPEMHTCA CO3/IaTh MY3bIKANbHbIH A3bIK, KOTOPbIA nOAYH-
HAncA Obl NpaBMNaM MMHTATHBHON TapMOHHH», UENb «PHTO-
PHKOB» — «0TOGPATH ¥ My3biKH CBOK COGCTBEHHOCTL M MO-
Ka3aTh, 4TO MOJ3uA Ans camoil ceba moxer ObiTe cBOEH MY-
3bIKOi». B peanbHoil mpakTHKe ITa clOBECHas MYy3bika pHTO-
pukos obopauusanace GopManbHOR BHPTYOIHOCTBIO — «C/IO-
BECHO MUPOTEXHHKOH», N0 BhIpaxenuto Purono”.

BeposTHO, HMEHHO C ITOH MOXH PHTOPHKA HAYMHAeT
ocobeHHO TecHO accouMHpoBaTh ceba ¢ My3bikoi: ecnH My3bl-
Ka K XV Beky yxe [JaBHO [IBHIa/lach B HANpPaB/IeHHH K PHTOPH-
Ke, TO Tenepb PHTOPHKA CaMa JIBHXETCH HABCTpPEdy MY3biKe.
Yixe [laHTe B cBOEM onpeneneHHH nod3uu cbnuxaer putopu-
Ky W My3blky: no3aus — fictio rethorica musicaque poita;
«BbIMbICEJl, BbIPaXKeHHbIA NOCPEACTBOM PHTOPHKH M MY3bl-
ku»". OfIHAKO Tenepb, B TEOPETHUECKHX TPYAAX NOITOB-PHTO-
PHMKOB, PHTOPHKA PacCCMAaTPHBAETCH KaK PaIHOBMAHOCTH MY3bl-
KanbHOW Hayku: «Hapoawas puTOopHka — poa MYy3IbIKH, Halbl-
BaeMO#H pHTMHYeckoiin, — nuweT Xan MonuHe; kak H My3bl-

- Purono uutupyet iecs winiobnennoe Buipamenne dpanuys-
CKHX CHMBOJIHCTOB, 0 KOTOPOM ellle NOANeT peds HHKe.

* Rigolo F. Le Texte de la Renaissance: De rhétoriqueurs &
Montaigne. (=Histoire des idées et critique littéraire, vol. 205).
Genéve, 1982, P. 35.

w0

Hanme. O uapogHom xpacHopeaunsn, I1, IV, 2.
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Ka, OHa COYEeTaeT PUTMHYECKOe HAYano («onmpeaeneHHoe 9HCIo
CIIOTOB») «C HEKOHW CNAAOCTHOCTBIO C/IAXKEHHOTO 3BYYaHHA
(suavité de equisonance)»” . ITO BHKEHHE PUTOPHKH K My3bIKe
MPOAONKAETCA H MO3[Hee: COBEPIIEHHO TaK e, KaK MYy3blka
3aMMCTBYET Y PHTOPHKH (DHIypbl, PHTOPHKA MbITAETCA 3aHM-
CTBOBaTh ¥ MY3bIKH ee TeXHHYecKHe TepPMHHbI. DTOT BCTpey-
HbIii Tpollecc, mpaBaa, HE NPHHUMAET cTOAb r0banbHBIX
MaciuTaboB. Kak PHTOPH3ALIMA MY3bIKH, npossnas ceba mopoii
B IOCTaTOYHO Kypbe3lHbix 3asBnenusx. Tak, Morawn MatTeyc
MeiijapTc B TpakTaTe «Hemeukas putopuka...» (1634), onpe-
NeNAs «<HCKYCHYIO pedb» Kak «TallHYIH TrapMOHHIO WIH
My3biky» (Eine kiinstliche Rede ist eine heimliche Harmoney oder
Musica), nanee nuwet cneayiowee: «EcTb HeBeposTHas kpaca.
BOCTOPr, PalOCTh, HACHAXKIEHHE M CMENOCTL B TOM, Koraa
OpaTop MOXKET CHH3Y BOCTIAPHTL HA CENTHMY, HIH Ha CEKCTY,
KaK FOBOPAT My3bIKaHTbl...» . Ecnu ans [uonucus [anuxap-
HACCKOTO pedb OTAHYANACh OT MY3bikH OenHOCTBIO MHTepBa-
NnoB (OHA HCYepnbIBAeTCA KBHHTOMN), To y Meiidaprca «uckyc-
Hafs peybs» MPeooNesaeT ITOT HEAOCTATOK M OBnNajeBaeT —
pazymeeTcs, COBEpLUCHHO (HUKTHBHO! — BCEMH HHTEpPBANAMH
MY 3bIKH.

dopmyna =no3IUA — ITO MY3blKas NPOLOKAET KHTh
nanelue, B coeft npocteiiwed, HeoTpednekTHpoBanHO# dopme
NOYTH HE MEHAACh. Y TBepXK/eHHN, 4TO No3IT N ABNRETCA MY-
ILIKAHTOM, @ €r0 NPOHIBENEHHA — MY3IbIKOH, BCTpEqaloTCs y
CaMbiX Pa3/IM9HBIX aBTOPOB, 0ONanas MOYTH 9TO HEHIMEHHO-

1" Molinet J. Ant de Rhetoricgue vulgaire (1493) // Recueil d'ans de

seconde rhétorique / Ed. E. Langlois. P., 1902. P. 216.

«Eine kunstliche Rede ist eine heimliche Harmoney oder Musica
(...) es ist cinc unglaubliche Zierde, Lust, Frewde, Wonne, und
Daptlerkeit, wenn der Redener sich kan von unten auff in die
Septimam schwingen, oder die Sextam, wie die Musicanten reden
{...;m. — Meyfarts J. M. Teutsche Rhetorica oder Redekunst.
Erfurt, 1634. S. 12-13.

ar
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cTeio Tonoca. Ecnu Iepaep B konue XVIII cronerus nucan ob
onax KnonmwTroka: <EfBa B ero Inerudeckoil Xune HadHHaeT
CTPYMTECH KPOBb, KaK €ro MO33MA CJOBHO CaMa CTaHOBHTCH
My3bikoi»". To CodmancTans B 1920-x rojax oT3biBaeTcs O
no33uu Mannapme coBeplleHHO B ToM ke ayxe: «OH 6bin my-
3bIKAHTOM TOYTH B TO#H e Mepe, 4TO H MOITOM; C KOMMO3H-
TOPCKOH TOYKH 3peHHsA Mexay HHM H [lebroccu ensa nu MOX-
HO HafiTH painHaHe» .

OnHako CMBICIOBas KOHCTPYKUHS, B KOTOpPO#l mo33us
OTOXIECTBAANACH C ECTECTBEHHOM, a COBCTBEHHO MY3IbiKa — €
HCKYCCTBeHHOH MYy3biko#l, npetepnesaeT B XVIII Bexe npama-
THYECKOe H3IMeHeHHe. Y ke B CeHCyanHcTCKo#l cTeTuke X.-b.
11060 COOTHOIIEHHEe MEHRETCA: MY3blKa ONEPHPYET «IHAKAMM
cTpacTeil, YCTAHOBNEHHbIMH CaMOii NpHpoaOii», B TO BpeMs
KaK «apTHKYNHPOBAHHbIE CNOBa» — «IHIUL MPOH3IBONbHBIE
(arbitraires) 3Hakn cTpacTeil» . Tak OKa3bIBaeTCH, 9TO My3biKa
— W ecTh CaMas ecTecTBEHHas peub, cobCTBEHHO Xe pedb —
HCKYCCTBEHHA, BTOpHYHA. My3biKa BHOBb — B CAMOM UEHTpe
oblescTeTHYecKoi napaaurMsl, OIHAKO Tenepb OHa BOMIOLLA-
€T He BbiCIUee «HCKYCCTBO», BOODLIE He NPHHUHN «<HCKYC-

«...kaum fingt eine Elegische Ader bei ihm mit dem ersten Trop-
tfen Bluts zu strdbmen an, so wird seine Poesie gleichsam von
selbst Musikw., — MHerder J. G. Schrifien zur Asthetik und
Literatur: 1767-1781 / Hrsg. von G. E. Grimm. Frankfurt/M.,
1993, S. 764,

«...dieser war ja schon fast cbensoschr Musiker als Dichier:
kompositorisch ist zwischen ithm und Debussy kaum ein
Unterschied zu erkennenw. — Hofmannsthal H. Einige Worte als
Vorrede zu St-). Perse «Anabasisw // Hofmannsthal H.
Gesammelte Werke in zehn Einzelbanden. Bd 10: Reden und
Aufsitze 111, 1925-1929. Frankfurt/M., 1980, S. 145.

wbo XK. -5. KpurHueckue paiMbillifieHHs O MOIIHH H KHBO-
nucw / INepes. I0. H. Credanora. M., 1976. C. 247.
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HOCTH», HO CaMy eCTeCTBEHHOCTb, HEMOCPEACTBEHHOCTD B Bbl-
pakKeHHH YyBCTBA.

lNpenpomanTHueckoe BoODpaXeHuEe MbITaETCA NPHAATH
MYy3blKe CTaTYC YHHBEPCANBHOMO A3bIKA IMOUMM: apTHKY/IHPO-
BaHHaA pedb KaMeTCH HeNOAXOAslled ANs BbIpaKeHHs IyLues-
HOW JXHM3HH, KOTOpas Tenepb BOCMPHHHMAETCA KaK CIHTHbIA
notok. Tak, Annpeac XapTkHond), repoil ofHOMMEHHOIrO po-
MaHa Kapna ®ununna Mopuua, npefaetcs WTYAHAM, KOTO-
pble «CTABWIH LENbLI0 CAENaTh MY3BIKY HENOCpPeNCTBEHHLIM
A3bIKOM HYBCTB, JUTA 9€r0 WieHOpa3laenbHbie 3IBYKH MOAHIHCH
ropasjlo MeHblle, 9eM HedwleHopalnenbHbie, KOTOpbIe He pa3-
npobnanu uenoe, ans Toro 4Tobbl 3aTem cHoBa ero cobpaThk,
HO COXPAHAIIH €r0 B €ro NMOMHOTE TAKHM, KAKOE OHO eCTh» .

Wnes, 4To My3ibika — MCTHHHBIA H3IbIK 9YBCTB, B TO
BpeMA Kak 0ObiaeHHbIH R3bIK Cy9aeH. YCNOBEH, HEMOITHYEH H
T. n. — 6bina rnyboko yceoeHa B no3THKe poMaHTHIMa. bonee
TOrO: A3bIK MY3bIKH B POMAHTHYECKHX KPYrax nepecTaeT BoOC-
NPHHHMATLCA KAK MeHee «ACHBIi», Yem pepbanbHblil 236K, He
BnonHe npas ¢paHuyickuil myssikosen Auape Képya, yTsep-
KAABIIKHA, YTO «BKYC K MY3blKe CPOIHH BKYCY K Heompe/esneH-
HOMY (vague)»'. POMaHTHKH BOBCE HE HCKAIH B My3biKe
«HeomnpeaeneHHoe», HO, HANPOTHB, HEPEIKO HAXOAHNM B Hed
CcaMblii onpefeneHHblii, caMblil ACHLIH A3bIK.

«Sein Studium aber ging darauf, dic Musik zur cigentlichen
Sprache der Empfindungen zu machen, wozu sich die artikulicrten
Tine nicht so wohl schicken, als die unartikulierten, die das Gan-
ze nicht erst zerstiicken, um es dann wieder zusammenzufassen,
sondern die es gleich so wic es ist, ganz und in seiner Fiille

lassen...». — Moritz K. Ph. Andreas Hartknopf (1785) /
Moriz K. Ph. Werke / Hrsg. von H. Giinther. FrankfurtM., 1981.
Bd |, S. 458,

Coeurov A. Appels d'Orphée: Nouvelles éudes de musique et de
littérature comparées. P., 1929. Lur. no: Claudon F. Op. cit.
P. 215



Musica literaria 60

®punpux Llnefiepmaxep, npeicTaBNss pedb HAEANLHOIO
NpONOBEIHHKA KaK «MY3biKy, XO0Ta u Oe3 nenus u ToHa», no-
DaBnseT: «eCTh H Takas MY3bIKa, KOTOpas CpellH CBATBHIX CTa-
HOBHTCA pedybio Ge3 coB, HaHOMpele/leHHeHHM, HAHMOHAT-
HeMLIMM BbIpaXKEHHEM IyWIH» . ¥YKe 3[eCh Mbl HMEEM MECTO
C XapaKTepHbIM POMAHTHYECKHM NApaJlOKCOM: pedb, B HIeane
npuOAHKAACE K MY3blKe, He TepaeT MOHATHOCTb, HO, HaMpo-
THB, NPOACHNETCSH, CTAHOBHTCA BCe OTYET/MBEe, — OJHAKO
My3blKa Bce paBHO noHaTHee peun! OcobeHHo AcHOe Bbipaxe-
HHe JITOT NApajJOKC HAXOAMT B OAHOM M3 mucem Denmkca
MeHaenbcoHa: «JI10AH 49acTO XKANYKTCA Ha TO, 4TO MY3bika
CITHIUKOM TyMaHHa, 9TO, CHNYLIas €€, 9MENOBCK HE Nony4daeT
HHYero Onpelie/ieHHOro, B TO BpeMA Kak oObiuHas peub Beem
nouaTHa. [lo moeMy mMHeHH10, Bce obcTouT obpaTHeIM 0Opa-
30M, H He TONbKO B OTHOLUEHHH K PeYH Kak LesoMy, HO H B
OTHOLWEHHH OTAENBHBIX CNOB. 3TH MOCNENHHE KaXKYTCA MHE
TAKHMH [IBYCMbIC/ICHHbIMH, TaKHMH TYMaHHbIMH, TaKHMH
HEACHBIMH, TaK MNOABEPXEHHBIMH H3IMEHEHHAM CMbICHA. ..
Wnen, Bbipaxaemble My3blKOH, KOTOpyw A nwbniw, He Ha-
CTONBKO TYMaHHb!, 9T00BI HX MOXHO GbUIO NepeBecTH cnopa-
MH, — HaNpOTHB, 1A ITOMO OHW CAHIUKOM TO4HBI... Cnosa
ANA Pa3HbIX Nofedl HMEHT pasHbiX cMbicn. OnHa Nuib My-
IbIKA MOXET BCEr/IA MMETh OIHH H TOT e CMbIC/, MOXeT
BbI3bIBATh OIHH M TE e YYBCTBA Y pa3HbIX NAeH, OOHAKO
ITH 4YBCTBA HE MOrYT ObITb TOYHO MepeBe/ieHbl OHHMH M
TEMH XK€ CIIOBIMH»W.

«...50 wie eine solche Rede Musik ist auch ohne Gesang und Ton,
so ist auch eine Musik unter den Heiligen, die zur Rede wird ohne
Worte, zum bestimmtesten, verstindlichsten Ausdruck des Inner-
stenn. — Schieiermacher F. Uber die Religion. Stuttgart, 1985. 5.
122-123.

IMucbmo x Marc-André Souchay, 15 oxTabpa 1842. Liut. no:
Fubini E. Les philosophes et la musique. P, 1983, P. 132,
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[Mo33uAa MOXET HMCKYNHTh HECOBEpPIIEHCTBO H BTOPHY-
HOCTb, 3 320[1A0 H 3TY «HEACHOCTb» ODBLIYHOTO W3bIKA, MHLIBL
MOPONHAA ero ¢ My3uikod. B acce Yuneama Xeanutrrta «O mo-
33HH B LEMOM» O MY3bIKe MOYTH HWYEro He roBopHTcH: ODonee
TOro, Xe3NHTT yTBEepXKAaeT, 4TO MO33IMA — «yHHBEpCANbHbIH
A3BIK», HYENIOBEK — «M03ITHYECKoe XHBOTHoe». Kaszanoce Owi,
MYy3bIKe 3[leck Yke aenaTh Hewero. OfHako fanbiue, no Xomy
paccyxaeHHs Xe3nHTTa, My3bika Deper pepaHwu. BoiacHseTcs,
YTO «HeT HHYEro MY3bIKaNbHOIO WM eCTECTBEHHOID B KOHCT-
PYKUHH 0ObloeHHOro #3blka», KOTOpas npeacTasnseT coboi
«HeYTO NPOH3IBONIbHOE H YCNOBHOE» (Xe3NHTT MOYTH AOCAOBHO
nosTopseT [w0b60). CaMbiM Xe eCTECTBEHHBIM OKa3IbIBAETCA
MY3bIKanbHbIf A3bIK: «CYIIECTBYET TECHas CBA3b MEXIy My-
3b1KOf M rnyboKO yKOpeHeHHON CTPacThbiO: CyMacluejiuue mno-
toty. [10o331a «coeaunseT obbipeHHoe ynorpebnenue A3ibika ¢
MY3bIKaNbHbIM BbIpaXXeHHEM», TEM CaMbiM OTpaxas B cebe
«My3bIKY AYLIH» " ; OHA SBASETCH «YHHBEPCANIBHBIM H3BIKOM»
NHWbL NOTOMY, YTO CyMena NpPHCBOMTL cebe «My3bikanbHOE
BbIpaxXeHHe»!

Ha pybexe XVIII-XIX Bekos B cnose obHapyxmuBaeTcs
ele OAMH HeNoCTATOK MOMHMO OTkpeiToR 060 «ycnos-
HOCTH»: €CTb 4YBCTBA, KOTOPbIE CNOBO He CNOCOOHO BLIPaIUTL,
— M ITY NaKYHY BbIPaIHTENBHOCTH MOXET 3JanoNHMTEL NHIlL
My3bika: «To, 4TO Henb3n cxalaTe, mowoT» (Jlamaprun)®.
Cnoso, kazanock Obl, TEPNHT B COCTA3AHHH C MY3LIKOW OKOH-

«...there is nothing either musical or natural in the ordinary con-
struction of language. It is a thing altogether arbitrary and con-
ventional. (...) There is a near connexion between music and deep-
rooted passion. Mad people sing. (...) ...it [poetry] combines the
ordinary use of language with musical expressions. — Hazlint W.
On poetry in general // Hazline W. Essays. N. Y. etc, 1924. P. 236,
251-252,

«Ce gu'on ne peut pas dire on le chanten. — Lamartine A. de.
Cours familier de Littérature. T. 1-26. P., 1856-68. T. I1. P. 49.
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YaTeNbHbIH NMPOBAJ; OMHAKO «APYras My3blKa», My3biKa CNoBa,
M 3/1eCb MPHXOAHT Ha MOMOILLL: CNOBO, YNOAOOMBIIMCE MY3bi-
Ke, BbIpa3WT TeM CaMbiM M TO, 4TO B HHOM Ciydae He ObLIO
bl  MOABNACTHO  C/IOBECHOMY  BbIPAXEHHI). Vxe
&, KnonwTrok, obcyxnas B nuanore-¢pparmente «06 n3obpa-
#eHuu» (1779), Bonpoc 0 TOM, KaK BLIPa3UTE «T€ 4YBCTEA,
ANA KOTOPBLIX pedb He HMEET CNOB», MPHXOAHT K BIBOAY: MO3T
MOXET BBIPA3HTE WX «CHNOH H pacnonoXeHHeM TeX YYBCTB,
KOTOpbIE CXOAHBLI C HHMH M BbipaXeHbl MOMHOCTHIO». MHaue
roBOPA, HeBbIPa3HMOE MOXeT ObiTb BbIPAXEHO MOCPEACTBOM
AHAJIOTHH: «BbIPAXKEHHbIe» YYBCTBA JOJIKHbI «HAMEKHYTb» Ha
AHAJIOrHYHbIE HM HeBbIPAXKEHHbIE, NPH ITOM Ha MOMOLUL Bbi-
paXeHHH NOMKHbI TNpHATH «Onaroisyuue» (Wohlklang) u
«pa3mep» (SylbenmaB), «oaywieBneHHbie 3ByKH» — TO €CThb
MYy3biKanbHas cTopoHa cTuxa. Mrak, «BeccnosecHoe» npu no-
MOLLLH MY3bIKaJIbHOTO [0/IKHO CTaTh HacThIO cnosecHoro: «Bo
BCAKOM XOpOIUEM CTHXOTBOpeHHH Onyxpaet OeccnosecHoe
(Wortlose), xak B romeposckux OuTBax — OOru, BHAMMBIE
AN HeMHOTHM»'",

[pobnemMy HeBbIpa3UMBIX CNOBOM YYBCTB CTaBHT — M
pelIaeT npH noMolx My3sbikn — llunnep B craTbe «O cTHXO-
TBOpeHHax MartTuconan (1794). EcTe wyecTBa, comepkaHue
KOTOPBIX «HE MOABNACTHO H30OPAMEHHION, — OIHAKO HX MOX-
HO BBIPA3UTh «CO CTOPOHBI HX (opmei» (ihrer Form nach), Boc-
NPOH3IBOAA 3TY (OPMY B HEKMX BHeWIHWX aHanorax. Ha 3to
cnocobHa My3biKa, MOCKONbKY «BeCh 3(MPEKT MY3bIKM COCTOHT
B TOM, 4T0ObI CONPOBOXKAATE W BOMMOWATE BHYTPEHHHE /1BH-

«der Dichter kann digjenigen Empfindungen, fir welche die Spra-
che keine Worte hat ... , durch die Stirke und die Stellung der
vollig ausgedriickten #hnlichen, mitausdriicken»; «Ubcrhaupt
wandelt das Wortlose in einem guten Gedicht umher, wic in
Homers Schlachten die nur von wenigen gesehenen Gotters. —
Klopstock F. Von der Darstellung // Klopstocks Sammtliche
Werke. Leipzig, 1855, Bd 10. S. 199-200.
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MEHHA NYWIH aHAJIOrHYHBLIMH BHEIUHHMH ABH)KeHHamH». On-
HAaKO TYT e BbIACHAETCH, YTO H MO3I3UA, EC/H 3aXOYeT CTaTh
MY3bIKANbHONH, MOXKET BBIPA3HTL TaKHe YYBCTBA: BEAb «BO
BCAKOM MO3THYECKOM MPOH3BEAEHHH MBI OT/IHYaeM EIHHCTBO
MBICIH OT e€[HHCTBAa YYBCTB, MY3bIKalbHYH) YCTaHOBKY
(Haltung) ot norugeckoii, xopo4e roBops, Mbl XOTHM, 4TOOBI
BCAKas MO3THYECKad KOMMO3HUHA, MOMHMO TOro. 4TO Bbipa-
KaeTcs ee cofepKaHHeM, OTHOBPEMEHHO H cBoeil (opmoii Obl-
na 6bl nMogpaxaHWeM H BbipaKeHHEM 4YBCTB M jeficTBoBana
6b1 Ha Hac kak My3sika»' . llunnep onHospeMmeHHO W Habpa-
CbIBAET TEOPHI) HEBLIPAIHMOTO, H OOBACHAET KaK 3TO HeBbIpa-
IUMO€E BbIPa3HTh: Ta rnybuHHas cyObeKTHBHOCTD, KOTOpas He
MOXeT ObITb NPAMBIM <NpeMETOM peuH», TeM He MeHee
HMeeT HeKHH BHYTPEHHMH NHHAMHYECKHHA PHCYHOK, KOHGury-
PALHIO — M ITa KOHPHrypauHs MOXeT ObITh BhIpaXKeHa B aHa-
NOrHYHOM BHElIHEM pHCyHKe, 0OpasyeMoM My3biKaibHbIMH
TOHAMH HAW (GOPMATbHBIMH NeMEHTaAMH CNOBECHOTO NMPOH3-
penenus. llunnep, no cyTH nena, passHBaeT 34ech PaHHHA

" «Zwar sind Empfindungen, ihrem Inhalte nach, keiner Darstellung

fihig; aber ihrer Form nach sind sie es allerdings, und es existiert
wirklich eine allgemein belicbte und wirksame Kunst, die kein
anderes Objekt hat als eben diese Form der Empfindungen. Diese
Kunst ist die Musik... Wir unterscheiden in jeder Dichtung die
Gedankeneinheit von der Empfindungseinheit, die musikalische
Haltung von der logischen, kurz wir verlangen, dal jede poetische
Komposition neben dem, was ihr Inhalt ausdriickt, zugleich durch
ihre Form Nachahmung und Ausdruck von Empfindungen sei und
als Musik auf uns wirke. (...) Nun besteht aber der ganze Effekt
der Musik ... darin, die innern Bewegungen des Gemiits durch
analogische #ulere zu begleiten und zu versinnlichenn. —
Schiller F. Uber Matthissons Gedichte. Cit. ed. S. 271-272. B pa-
HoTe «O no3IuM HaMBHOR H CEHTHMeRTankHof» lllunnep sui-
nenut (B KkpaTkoA cHOocke) ocofyw  palHOBHIHOCTH
«MYILIKANLHOM MO3IIHHY; IAECh e OH [OBOPHT O MY3IbIKalb-
HOCTH KaK ¥e/aeMOM CBOMCTBE BCAKOM MOIIHK.
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NpoeKkT BrnonHe GoOpManHCTHYECKOH X TETHKH, B KOTOpPOH mo-
HHMaHHe Xya0XecTBeHHOH (OpMBbI KaK aHAIOTHH BHYTpeHHed
dopMbl uyBcTBa (JaKTHYECKH HHMBENHpYET Ppa3HHUY MeXxay
CNMOBECHbIM M MY3bIKanbHbIM. AHanorus ¢opM — BOT Ta 1o-
BYLIKa, B KOTOPYHO MONafaeT HeBbIPa3HMOE, H TaKyH JOBYIIKY
MOXeT NOCTPOMThL H My3biKa, H CIIOBECHOCTS.

Ho B 4eM, cobcTBeHHO, COCTOHT 3TO HeBbipadumoe? Bo
BHyTpeHHedl My3bike aywH. OT npeapoMaHTHuYecKoro mpe-
CTaB/IeHHA O MY3blKé KaK HEeMnoCPEeNCTBEHHOM A3biKe YYBCTB
O[MH LIAr 10 y'Ke POMaHTHYECKOH HAEH O TOM, 9TO MY3bika —
H €CTb COmepKaHHe AYLEeBHOH XH3HH, 9TO «BHYTpeHHee»n ue-
NOBEKa B NPHHLUMKNE MY3bIKanbHO. Teneps My3biKanbHOe — He
TONBKO MPHHUMKN BLIPA3UTENBHOCTH, OHO 3aXBaTHAO W 06-
NAacThb BbIPaXaeMOro, OKa3anoch B CAMOM LEHTpe TOro, 4To,
cobCcTBEHHO, MONKHO ObITh BbIPAXKEHO.

Ilpu 3TOM M TOmoc «sine musica nulla disciplina» coxpa-
HAET [UTA POMAHTHKOB CBOK cHny. MHOrue poMaHTHKM corna-
cunuck 6b1 ¢ Nenpuxom pon KnelicToM, NpH3IHABILIKHMCA, YTO
BHIHT B My3bike «anrebpanueckyro dopMyny Bcex npodHx Mc-
KyccTe»: «C paHHeH HOHOCTH s CBA3biBan Bce MOH 0b6wme
MBICTH O MOI3IHH CO 3ByKamH. S Bepio, 4To B rewepan-Gace
COMEPKATCA BaxHeHluMe pasbACHeHMs nodimu»' . Takum 06-
pa3’oM, BCE TPH KIOYEBbIE HIAEH TPAHCMY3bIKANIBLHOTO 3/1€Ch, B
POMaHTH3IME, BCTPEHaOTCH.

«... Denn ich betrachte diese Kunst [Musik] als die Wurzel, oder
vielmehr, um mich schulgerecht auszudriicken, als die algeb-
raische Formel aller iibrigen. (...) ..s0 habe ich, von meiner
friihesten Jugend an, alles Allgemeine, was ich dber die Dicht-
kunst gedacht habe, auf Téne bezogen. Ich glaube, dal im Ge-
neralbal die wichtigsten Aufschliisse iiber die Dichtkunst ent-
halten sindw. — Kleist H. von. Tucemo x Mapu Kneiicr,
1811 r., Bepnuu. Kleist H. von. Werke und Briefe. Bd 4.
Berlin: Weimar, 1984. S. 481.
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[TpoHHKHOBEHHe MY3bIKANBHLIX KaTeropHii B obnacts
CNOBECHOCTH NPHHHMAeT MOWCTHHe NaBHHOOOpa3IHbI Xapak-
Tep Yy HEHCKHX poMaHTHKOB. JI. THk 3asBiseT 0 BOIMOXHOCTH
«MBIC/IHTE TOHAMH H MY3HLHPOBATE C/IOBAMH H MBICIIAMH» —
«in Tdnen zu denken und in Worten und Gedanken zu musizieren»
(Bo BcTynHTensHoOH «CHMQoHHM» k mnbece «[lepeBepHyTbIit
Mup», 1798); naes cnoBecHOroO My3HUHPOBaHHA 00QyMBIBaETCA
HoBanucom: «lllunnep my3nuupyer oueHs ¢unocodpuuno. —
Takwxe [epnep, Wlnerens, I'éTe B “MeiicTepe™. Kau [lonw
NO3THIAPYeT My3bikansHble dauTazuu. TMecuw Tuxka Takxe
HACKBO3b MY3bIKanbHb»' . MeHCKHe pOMaHTHKM pacmpocTpa-
HAKOT HOEH CNOBECHOH MY3LIKAILHOCTH C MOJ3HH Ha Npo3ly, C
Manbix GopM Ha KpynHble; TNaBHBIMH  MHCATENAMH-
MY3blKaHTaMH cTaHOBATCA [éte-npozauk (B «Bunvrensme
MeificTeper) n apamatypr lllekcnup, BenHuue KoTOpPOro onpe-
NeNAeTCA ero My3biKanbHOCTHIO: «B “Pomeo™ ecTs mMecTa, Kak
B My3biKE, KOTOpbIE BO3AEHCTBYHOT BeYHO, TaK¥e H B
“Tamnere™» (®. inerens)™. PoMaH BOCTPHHHMaETCA Kak
pon cumponun: . T. A. lopman cobcTeenublii  poman
«JNHKCHP [BABONA» OCMBIC/AET KaK HepelOoBaHHE MY3bIKallb-
HBIX 3NH3010B, Kak Owi oOpalylommx conaThoe allegro ¢ men-
NeHHbIM BCTYnNeHHeM: «Bbipaasch My3bIKalbHBIM A3BIKOM,
pomaH HadnHaeTcA Grave sostenuto. ['epoil nosenseTcA Ha cBeT
B MOHACTBIpe... — NOTOM BcTynaeT Andante sost[enuto] e piano
— JKH3HL B MOHACTBIpE... — H3 MOHACTBLIPA OH BCTYMaeT B

«Schiller musiziert sehr viel philosophisch — Herder und
Schlegel auch. Goethe im “Meister” auch mitunter. Jean Paul po-
etisirt musikalische Fantasien. Tiecks Lieder sind auch durchaus
musikalisch». — Novalis. Schriften. Bd 3. Swugan, 1968. S. 320
(«Bceobwmi geproBrk», 1798-1799, Mo 419).

«Ilm Romeo giebt's Stellen wie in der Musik, die ewig wirken;
doch auch in Hamletn. — Schiegel F. Literary notebooks. 1797-
1801 / Ed. by H. Eichner. L., 1957. P. 127-128.
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pa3Hoobpa3Ho-MHOroobpa3HeRIHA MHP — 30€Ch HaYHHAeTCH
Allegro forte»"".

[uepaukn ®punpuxa [lnerens konua 1790-x rr. orpa-
3UH €ro ynopHy paboTy Halg My3bIKanbHbIM OCMBIC/IEHHEM
AuTepaTypHBIX (opM. CHMMETpPHS, MOBTOPLI, KOHTPamyHKT
Tezuca W aHTHTesuca, no llnerenw, obycnasnusaioT
«MY3bIKaNlbHOE EHHCTBOY CIIOBECHOIO MpPOH3BeeHHA, MpHYeM
«My3bIKaJIbHBIMH» OKa3bIBAKTCA H (HNocOCKHE TpYyabl
Kanta: «K My3bikanbHOMY eIHHCTBY c[eHTMeHTansHOro|
po[MaHa] OTHOCHTCH TaKXe CHMMETPHYHOE BO3BpallieHHe Te-
Mbi»; «ECNTH KOHTpPanyHKT MY3bIKaHTa OCHOBAH Ha aHTHTe-
3HCe, TO ero BapHallM¥M — Ha Te3Hce (NOBTOPEHHE TeMbl)»; «¥
KanTa My3bikanbHble NOBTOPEHHA TO# ke Tembl. — Kombu-
HaTOpHOE OCTpOyMHe — nydiliee, 9To ecTk ¥y KaHTan; «Beaxuii
COHET — 3TO UeNnb Te3WCOB H AHTHTEIHCOB H 3aKAHYHBAETCA
OYeHb MY3biKa/ibHO CHHTe30M. Ero (lllexkcnupa — A. M.) nbe-
Chl 4ACTO 3AKAHYHBAKITCA Kak COHeThi», «MeTon pomana —
TOT e, UTO METO[] WHCTPYMEHTaNnbHOH My3IbikM. B pomane
CaMH XapakTepbl MOXHO pa3lpabaTeiBaTk Tak e ceobonwo,
KaKk B My3bike padpabaTeiBaeTcs Tema», «B mMenoamn ecte He-
YTO CXO/AIHOE C pPH(MOA — BO3IBpaLLUEHHE CXOJAHBLIX IBYKOBBIX
HHAMBHIOB» . O/IHAKO ITH OMBITHI 10 KOHCTPYHPOBAHMIO MY-

o Hoffmann E. T. A. MNMucemo x K. @, Kynuy, 24 mapra 1814 //
Hoffmann E. T. A. Briefwechsel / Hrsg. von F. Schnapp. Bd 1.
Miinchen, 1967. S. 454,

10é

wZur musikalischen Einheit des S[entimentalen] Ro[manzos] und
selbst des phlilosophischen] R[omans| gehdn auch das sym-
metrische Wiederkehren des Themasn; « Wie der Contrapunkt der
Musiker auf der Antithesis — so beruht die Vanazion der Musiker
auf der Thesis (Wiederholung des Themas)»: «Kant musikalische
Wiecderholungen desselben Themas. — Der combinatonische Witz
im Kant das besten; «Jeder Sonett ist eine Kette von Thesen und
Antithesen, und schlieBt endlich sehr musikalisch mit einer Syn-
tese. Seine Stiicke schlieBen oft wie scine Sonetten; «Dic Methode
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3bIKaNbHOrO Ha OCHOBE JIOTHYECKMX M apXMTEKTOHHYECKMX Mo-
HATHA — He THNHYHBI ANA POMAHTH3IMA: B LIE/IOM MY3bIKA/b-
HOe [ Hero — CKOpee He YCTOHYMBas CTPYKTYpa. HO
«[0TOK», 0TOOpaXatoLMii HIMEHIHBYHO MY3BIKY AYILH.

Mpes My3slKH CnoBa nepeXXHBaeT ellle OIHH B3NeT B
CHMBONH3IME, KOTOPbIA, Ka3zanock 6bl, BO MHOrOM ycBaHBaeT
POMaHTHYECKOe MpeACTaBNeHHe O MY3bIKe KaK Hieane, K Ko-
TOpPOMY CTPeMHTCA cnoBo. «CHMBONH3IM, — nueT Banepu, —
CBOHM poXaeHHeMm o0s3aH mpocToMy HamepeHHio, obwemy
ANA MHOTHX MOITHYECKHX ceMeil (B OCTa/IbHOM BPaXYyHOLIMX
Mexay coboit), “3abpaTe y My3siki Hx cobecteennocTs”. MiHo-
ro CeKpeTa y CHMBONH3IMa HeT» . BbipaxeHue «3abpath y my-
3LIKH HX COBCTBEHHOCTL», CODCTBEHHO, NpHHALIeXKHT Creda-
Hy Mannapme, koTopeiii HCnone3yeT ero B nuceme k Pene
Munto u B craTbe «KpHauc cTuxar. Ho w Banepu chosa npube-
raeT K Hemy, Korna scnomuHaer o Mannapme: «On ynopuo
Hckan cnoco® BepHYTh HalueMy HCKYCCTBY Te 4ydeca H To
JHaueHHe, KOTOPOE CAHILKOM MOTYWECTBEHHAR MY3biKa ¥ HEro
NoOXHTHAA» .

HacToliunBoe noBTOpeHHE ITOH MBLIC/TH CBHAETENLCTBY-
€T 0 ee IHAYHMOCTH: JINTEPaTYPHOMY CHMBONH3IMY (no kpait-
Heil Mepe B NHue ero QpaHUY3CKMX NpencTaBWTenei) croicT-
BEHHO COBeplleHHO ocoboe, peBHHBOE OTHOLIEHHE K MY3biKe,
abCoONIOTHO 9yXKa0€e POMaHTHKaM. 3aech, cobcTBeHHO, W 3a-
MOMEHO rNaBHOE OT/NIHYHE CUMBOTHCTCKOA MY3bIKANIBHOCTH OT

des Romans ist die der Instrumentalmusik. Im Roman diirfen
selbst die Charaktere so willkihrlich behandelt werden, wie die
Musik ihr Thema behandelts; «Es ist in der Melodie etwas dem
Reim dhnliches — Wiederkehr ganz dhnlicher Individuen von
Klang und Klangzusammensetzung». — Schlegel F. Lierary
notebooks. Cit. ed. P. 65, 97, 98, 124, 142, 183.

Valéry P. TpeancnoBre k «Connaissance de la déesse» Jlrocsena
®abpa // Valéry P. Oeuvres. Vol. 1. P, 1957. P. 1272.

"® " Valéry P. Piéces sur I'ant. P., 1934. P. 84.
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poMaHTHYeckO#l. MpaHUY3CKHil CHMBONHM3M (NpeXie BCEro B
nuue Mannapme) Obin He TOABLKO MPOAONKEHHEM POMaHTHYe-
CKHX MOMCKOB B OONacTH «MY3bIKH CNOBa», HO H B H3BECTHOMN
Mepe peakuHedl Ha Ype3MEPHO BOCTOPXKEHHOe OTHOLUeHHe po-
MaHTH3Ma K My3bike. [Ins MHOMMX POMaHTHKOB (TakMX, Kak
bpentano, Knefict, N'ogman) Mmy3sika — Be3ycnoBHO Bbicilee
MCKYCCTBO, O[HAKO KaK MMCATENH OHH HE MCMLITHIBANH MO
3TOMY MOBOJly HWKAKOIO YYBCTBa YwepOHOCTH, MpoaonKas
«MY3HUHPOBATL C/IOBAMH», HACKONMBKO 3TO BO3IMOXHO, [0C-
THUrHYB e TOro, 4TO Ka3anoch WM MpeaenoM BOIMOXHOCTed
C/MOBA, OHH CMHPANHCH, NOHHMANA, 9TO «CMIOBO — I3TO KOHEY-
HOe; MY3biKa — 310 Beckoneunoe» (Jlamaptun)''.

[Mostonorus Credana Mannapme TOXe OpHEHTHpPOBaHa
Ha MY3bIKY: «5 My3uuupyro (Je fait de la Musique)», — npu3Ha-
erca oH B nuceMme k . Foccy'”. Oanaxo ans Mannapme, ko-
TOpbIil, No cnosam Banepu, «nomewan cnoBo He B Ha4ang, a B
camMoM KoHue Bcero»', BBICIIMM HMCKYCCTBOM, Ge3 comuenms,
6b110 MckyccTBo cnoa. MMeHHO B CioBe CYMMMpPYETCS M 0C-
THraeT BbICLIErO M MpeleNbHO YHCTOrO BLIPaXKEHHN BCe, YTO
NOArOTOBHAM APYrHe HCKYCCTBA, B TOM 4HCne H My3bika. Cro-
3auna bepwap, mccnenosaBwias Bo3lpeHus Mannapme wa my-
3bIKY, YOa4HO nepeana WX MapafoKCaNbHOCTL B crenyroued
(opMynHpoOBKe: MY3biKa «N0 CBOEH NPHMHUTHBHON, HeMHTEN-
NEKTYanbHON CYTH — HH3ILEe MCKYCCTBO; WCMUHHAR MY3biKa,
cnocobran obpaaThea K ayxy B bonplueii Mepe, geM K 9yBCT-
BaM, — 3TO MOIIHA»

W «La parole, c’est le fini; la musique, c'est I'infinin. — Lamarti-

ne A. de. Cours familier de Linérature. Cit. ed. T. V. P. 430.
Llut. no: Bernard S. Mallarmé et la musique. P, 1959. 75.

Valéry P. Stéphane Mallarmeé // Valéry P. Oeuvres. Vol. 1.
P., 1957. P. 622.

Bernard §. Op. cit. P., 1959. P. 72.
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B oTnuuKe OT pOMaHTHKOB, BOCHPHHHMABUIHX MY3bIKY
KaKk noTok, Mannapme ueHMT B My3bike ocoOblit THR CTpyK-
TYPHOCTH, «apXHTeKTyphi» (06 3TOM eille OyaeT Cka3aHO HH-
#e). OHaKO MY3biKa KaKk 9yBCTBEHHOE, MPHBAIAHHOE K 3BYKY
MCKYCCTBO, BrajaeeT 3THM DoraTcTBOM He mo mpasy — BOT
no4yemMy «Mbl JOMKHbl COBEPUIHTL aKT CMpaBeiNHBON pecTH-
TYuHH: Bcé 0TODpaTh ¥ MY3BLIKH, 3TH PHTMBI, KOTOpbIE MpH-
HajnexaT NMIb pa3yMy, H CaMH 3TH KPAacKH, KOTOpble — He
4TO MHOE, KAK HALIM CTPacTH, npobykaeHHble MeaTaHHeM» .
Mannapme mor Obl, HaBepHOe, COrMAaCHTBLCA CO Cpe[lHEBEKO-
BbIM TONOCOM «sine musica nulla disciplina», ogHako ¢ Toi no-
npaBko#, uTo W «nulla musica sine arte poetican: Beib TONLKO B
NOYIUH, B C/MOBE MY3bIKA MONKET NO-HACTORIIEMY OCYIecT-
BHTBCA.

Mannapme CkenTHYECKH OTHOCH/ICA K HAHBHLIM NONBIT-
kam PeHe 'mna 06OCHOBATHL NMPHHLUHNBI «CNOBECHOW HHCTPY-
MEHTOBKH», MPHIHKCATH 3BYKAM PEUH KOMIUIEKCHI CMBICIOB
['unb, KOHEUHO. H He NOAO3peBas, 4TO NHWL NOBTOPAET MOY-
TH CTONETHell NABHOCTH OMBITHI HEMEUKHX POMAHTHKOB' .
Heu3bexHOCTHL 3BYKOBOrO BOMMOLIEHHA — cnabocTh MY3IbIKH:
HeobOX0IMMO HaWTH «HCKYCCTBO nepeneceHus B Kuury cumdo-
HHH», MOTOMY 9TO «MY3bIKa Kak COBOKYMHOCTH OTHOLUEHHIA,
CYLUECTBYHOLLKHX BO BCEM, [IONIKHA C MOMHOTOH M O4YEBHIHO-
CTbIO BOMJNOTHTECH HE B MPHMHMTHBHBIX 3IBYHaHHAX MeE/M,

1%

«Cet acte de juste restitution qui doit étre le nétre, de tout repren-
dre A la musique, ses rythmes qui ne sont que ceux de la raison et
ses colorations méme qui ne sont que nos passions évocuées par la
réverie..n. — Mallarmé S. Tucemo x Perme [wmwo, 7 mapra
1885. LluT. no: Bernard 5. Op. cit. P. 74.

Ghil R. Traité du verbe. P., 1886.

CMm.: Maxos A. E. PaHRHR POMaHTHIM B MOHCKAX MYIBIKH.
M., 1993. C. 68-70.

n?
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CTPYHHBIX, [€PeBAHHLIX OYXOBbLIX, HO B HHTENNIEKTYallbHOM
COBe, IOCTHTILIEM CBOEro anores» .

[To33uA. YCBOMB NMpPHHUMNbLI MY3bIKANLHOH OpraHH3a-
UMH, W CTAHOBHTCH NOANHHHOR MYy3bikoi: «[lo33musa, npubnu-
3MBILAACA K MAee, ecTh BLICIIAA My3bika» . [1033Mf mOMKHA
ctath Oonee My3bikanbHOM, 9eM caMa My3bika: cTaB De3ssyu-
HOil, oHa OypmeT obpamiaTeCs K OOHOMY NHIIE ayxy. My3si-
KabHOE B CTPOKaxX MOJ3IMH «COBEpLUAeTCH BO BCell WHCTOTe,
Ge3 BMeLIATENbCTBA KHIIEYHBIX CTPYH H K/anaHOB, Kak B op-
kecTpe... Mcnoawlyfime My3bIKy B CMBIC/IE, KaKOH 3TOMY ChO-
By NMpHIaBanH ApeBHHE IpekH, mo cyTH obo3nauas um Hnero
HAW PHTM COOTHOLUEHHI; Tak oHa GoxecTeeHHed, wem B nyb-
NHYHOM HMIH CHMMOHHYECKOM Bbipaxenun» . Kaszanock 6wi,
Mannapme nonagaeT B 3aMKHYTHIA Kpyr mapaaokca: nol3us
OKAXETCH BLILLE MY3bIKH TONBKO B TOM Cilydae, eciiH cama
CTaHeT MY3bIKOM; HO MPH ITOM MY3biKa nNepecTaHeT ObITe My-
3IBIKOIl, a cTaHeT cnosoM. OQHAKO C TOUKH 3peHHs Mannapme
CTpPaHHOH M 3anyTaHHON OKaIbIBAETCH KaKk pa3 COBpeMeHHas

w..ce n'est pas de sonoritds élémentaires par les cuivres, les
cordes, les bois, indeniablement mais de 'intellectuelle parole &
son apogée que doit avec plénitude et évidence résulter, en tant
que |'ensemble des rapports existant dans tout, la Musiquen. —
Mallarmé §. Crise de vers (1886-1896) // Mallarmé 5. Ocuvres
complétes / Ed. H. Mondor et G. Jean-Aubry. P., 1945, P. 367-
368,

«La Poésie, proche I'idée, est Musique, par excellence..». —
Mallarmé S. Le Livre, instrument spirituel // Mallarmé S. Cit. ed.
P., 1945, P. 381.

«Vraiment entre les lignes ... cela [musique] se passe en toute
pureté, sans |’ entremise des cordes a boyaux et des pistons comme
a I'orchestre... Employez Musique dans le sens grec, au fond sig-
nifiant Idée ou rythme entre des rapports; 14, plus divine que dans
I"espression publique ou symphoniquen. — Mallarme S. Tucemo
x 3. Toccy /7 LInT. no: Bernard S. Op. cit. P., 1959. P. 75.

(L]
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CHTYalus pa3fiefleHHs MY3bIKH H MOIIMH: MYIbIKa OTNYYeHa
OT CcBOeii MO/IMHHON CTHXMH — HHTE/IEKTYaNbHOIO CNoBa M
3aKMHOYeHa B TEMHHLY HH3IMEHHBIX 9yBCTBEHHBIX 3BYYaHHI;
CIIOBO K€ OTJIYHEHO OT CBOHX MOJJHHHBIX DOraTcTs, MOTOMY
YTO HX MOXMTHIA Yy Hero my3sbika. ONHaKO Bce CTaHET Ha CBOH
MECTa, €CNM MY3blKa, BEDHYB MOIIMH «e€ COOCTBEHHOCTBY,
TEM CaMbiM NOMOXeT el cTaTk caMOi coboil; Bnpovem, NpH
ITOM W My3biKa CTaHeT «camoil coboil», aucToii «Maeeit unu
PHTMOM COOTHOLUEHHH», — TPEBOXKHAA NMEPCNeKTHBa /LA Tex.
KTO LEHHT B MY3bike HMEHHO €€ HYBCTBEHHYH CTOPOHY.






I'NABA 11

MUSICA MUNDANA
U MUSICA HUMANA
B CAOBECHOM
[TPOMU3BEAEHUHA



Haesa cAoBeCHOA MYILIKH B €eBPONCACKOR NOITHKE 74

JlBe ocHOBHBIE HIEH TPaHCMy3BIKANLHOTO, COIEPHMYAR APYT C
APYroM, a MOpoi BCTYMNaA B CNOXHOE B3aHMOAEHCTBHE, OKala-
NH 3aMEeTHOE BIHAHHE HA PA3IBMTHE HEH CIIOBECHOTO MPOH3BeE-
[leHHs, KoTopoe H oToDpaxano B cebe My3bIKy KOcMOCa, H Bbi-
paxano My3biKH AyIIH — HO MO-Pa3HOMY HA Pa3/IHYHBIX HCTO-
pPHYECKHMX JTanax M y palueix asTopoB. Obe mnen npusnexnu
Ha CBOK OpOMTY uenbifi pAa My3bIKaNbHbIX MOHSTHIHA, CTae-
WHX 115 CAOBECHOCTH CBOMMM MM MOYTH cBoumH. Tak, uues
My3bIKAILHOTO YCTPOHCTBa B 3MOXY aHTHYHOCTH M Pereccanca
NpeTBOPANach AOCTATOMHO MPOCTO — rnaBHbIM 06pa3om B mo-
HATHAX MENOAHH M TAPMOHHH; C MOXOMH Ke POMAHTH3IMA, KO-
raa BOIHMK/IA MOJIa HA NEpeHEeceHHe B NHTEPaTypy My3IbiKaib-
HbiXx (pOpM, NepBOHAYANBHO UenbHAs Waed Kak Gbi1 paiapobu-
Nack Ha OrPOMHOE KOMHYECTBO MYIbIKANbHBIX NOHATHIA —
NOABHAKCH CnoBecHbie Qyru, coHaThl, CHMGOHUK M T. N., on-
HaKO BCE ITH =pa3Hbié CI0Ba» ropopuiau ob onHoM — o rortos-
HOCTH NO-MpeXHEMY BHAETb B Myibike 00nacTeb maeanbubix
dopm, Ty o6nacTe KOCMHYECKOR YNOPAOYEHHOCTH — musica
mundana, K KOTOpO# cnoBecHOCTH kenana 6bi npuobwMTLCA.
CnoBecHOCTb NO-CBOEMY ACCHMMIMPYET M WK NonHOHHYe-
CKOro CKjlafla, BOCCO3/1aBaf CBOMMH CPEACTBAMH «COT/IACHE He-
COT/IaCHOTO» W OIHOBPEMEHHOCTE Pa3lIMgHOrO.

WMpes My3siku ayws — musica humana — He co3maer
CTO/Ib PaIBETBAEHHOIO NOHATHAHOrO annapaTa. OHAKO M OHa
noposaaeT cBoii obpa3 cnoBecHOro NpOM3IBENEHHSA, IR KOTO-
poro Knwouesoil cTaHoBHTca meTadopa noToka, oTobpaxaro-
ILEr0 HIMEHYMBOCTH CYOBEKTHBHOTO M OTMEHSIOILETO CTPYyK-
TYPHYIO YNOPAAOYEHHOCTD.



MUSICA MUNDANA:
CAOBECHOE INMPOU3BEAEHUE
KAK MY3bIKAABHO YCTPOEHHbBIA KOCMOC

Meaodua

Menoaus Kak COOTHOWEHHE TOHOB (PUKCHPOBAHHOR BbI-
COTbI AB/IAETCA HCKNIOYUTENLHON NPHHALIEKHOCTHIO MY3bl-
KH: Be/lb IBYKH peun He obnasaror To9HOW BBICOTOH TOHMa.
WUmenno 3nece, kaszanoce Obi, W nponeraer oaHa M3
«HE/IOCTYMHBIX HEPT» MEXAY CNOBECHOCTLIO M My3bikod. On-
HAKO ANeNTOB CNOBECHON MY3bIKANBHOCTH 3TH coobpaxeHus
HHKOI/Ia He CMYLLANH: HAeR, 9TO CyuecTsyeT ocobas Menoaus
CNOB, YTO 3BYKM, C/I0BA W fnaxe oOpa3bi NOIIUH CKNAABIBAKOT-
CA B MENOIHIO, — O/lHa M3 ApeBHeHlIHX B QUKTHBHOM MHpe
cnopecHol Mysbiku. Yxe y [uonmcua [anuxaprHacckoro
«Mmenonun» (pérog) purypupyer cpean HeoOXONMMBIX MOMEH-
TOB «MPHATHOW H  KpacHBOH  pedH», AOCTaBIAHOLUHX
«HACNIAXAEHUE CNyXY»; MENOAHA pedd — TaKoe «CTIeTEHHE
OykB» M Takoill «CKMal CNOTOB», NMPH KOTOPBIX AOCTHraeTcs,
BO-TEPBLIX, COOTBETCTBHE pedd «BO30YyXKIaeMbIM 4yBCTBaM»
(Tak. y ['oMepa «nyTeM NOCTPOEHHA CNOTOB» Nepenasl Honb,
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«CHNA CTPACTH», «THLUHWHA NPHCTAHH» H T. N.), 3 BO-BTOPBIX,
«MHOroo6pa3HOCTh M KpacoTa» peun’ . [luommucwii nanex oT
TOro, 9Tobbl MOHAMAaThL MENOAHIO PEYH Kak TOYHOE pacmosio-
XEHHE TOHOB H TEM CaMbiM OTOXIECTBIATL €€ C MeJonHeH
MY3bIKaIbHO#N (9eM Mo3[Hee 3aMyTCA MHOTHE WHBIE Teope-
THKH); MO NpHpOOe CBOEH — 3Ta yXe COBCEM HHaf MENOMMA,
COXpaHfilOllaA, OHAKO, C MY3biko# oaHo obuee ceoficTBo —
cnocobHOCT yenakaaTh cayx.

[na cpeaHeBeKOBbIX M PEHECCAHCHBIX TeOpeTHKOB Donee
BaXKHOH CTAaHOBHTCA HAef O FapMOHHYHOM COeIMHEHHH CIIOB,
KOTOPYH Mbl PacCCMOTPHM B CHeyHOLUIEM pa3jiefnie; BNpPOYeM,
rpaHHlla MekKay «rapMOHMYHLIM»® M «MEMOAHYIHBLIM» B MO3ITO-
NOTMYECKHX MNOCTPOEHUAX KpailHe 3bibKa. DKcTpaBaraHTHYHO
NONbLITKY HE TOABKO NPHMEHHTb K NMOIIHH MOHATHE MENOIAHH,
HO M MPHAATE €MY BMONHE TOYHBIA CMBLICA NMpeANnpPHHHMAET B
Havane XV cToneTns uranbAHckuit rymannct Konywao Cany-
TATH, KOTOpPbIA B nepeoil kuure Tpaktata <0 noasurax [ep-
Kyneca» noapobuo obcyknaeT BIaHMOOTHOLIEHHA CNOBECHO-
CTH M MY3bIKH.

Konyauo, B ornuaue ot [lewana, He nbITaeTCA BNHCATH
Nno33MK0 (ars poetica) B CPe/IHEBEKOBYH) CHCTEMY cemu ceobon-
HbIX HCKYCCTB, YTBEpkK/1af ee KaKk CAMOCTOATE/bHOE MCKYCCT-
BO. B TO %e BpeMA OH COOTHOCHT ee CO CpeaHeBekoBof cucTe-
MOW, MOCKONBKY MO33HA BIANA «1ydillee» y BCeX CeMM MC-
KYCCTB: «MYy/Ipeilline MY>XH», CO3NaTenH MOIIHH, «COEJHHHB

2 Huonucud Naauxapraccxud. O pacnonoxenuu cnos, X1, XV,

Llur. B nepesose M. JI. lacnapoBa: AHTHYHBIE PHTODHKH.
M.. 1978. C. 181-182, 189-190. M3 apyrux paisacHenuil no-
HATHA «MENONHIHOCTH» ¥ JIHOHHCHR: «MENOAHYHO» NPOHIBE-
NeHHEe, =sNPHATHOE CAYXY=: sMENOAHIHOCTE> NOCTHIAETCA pai-
HBIMH  cnocoflaMM —  BKpanieHHeM B COYMHEHHE
«MEMOUHYHBIX, PHTMHYHBIX ¥ NPHATHO IBYY3lUHX= C/OB. H3-
fieranneM MOHOTOHHOCTH. MCKYCHBIM BBE/IEHHEM pajHooDpa-
ns (petafodn) ¥ T. A.
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rpaMMaTHYECKYH) COPa3IMEPHOCTH, TOTHYECKYH) MPaBHILHOCTS,
PHTOPHHYECKYHO YKPAlEHHOCTh, 3aHMCTBOBA/IH ¥ apHOMETHKH
— YHCAa, Y TeOMETPHH — MEphl, ¥ MY3bIKH — MENOIHH, Y
acTponorHH — ynonobneHMs, CO3aB M3 BCEro 3TOMND MOBECT-
BOBaHHE, HTH HCKYCCTBO TMOITHIECKOE...» .

Uro ke npeacrasnset cobolt «menomua», KOTOPYH Mo-
I3HA «DJONAKHMNA» ¥ My3bIKH? YT0ObI HaliTH B CTHXE 3Ty Me-
noauro, CanyTaTH NpOBOOMT COBEpLUEHHO (aHTacTHYECKHe
napanieNld Mexay NOITHYECKHM METPOM H MY3biKaJlbHbIMH
MHTEPBAAMH: «CNIOTH» W «CTOMbI» YyNOAOONAIOTCA «TOHaM» H
«HOTaM», COOTHOLLIEHHE Pa3HbIX YacTell CTPOKH MO 4HCAY Cno-
TOB M COJIEPKALUMXCA B C/IOTax HAMW B cTonax mop obpalyer
nopobHe HHTEPBANOB, KakHE BOIHMKAKT MEXIY «TOHAMM»
HJIH «HOTaMH» My3bIKH. BOT npumep ero cTpaHHbIX YHCIOBLIX
BLIK/NA[0K, TPOH3IBEAEHHBIX Ham cTuxom Beprunma: «Ecnm
C/IOTH MPHHATH 3a TONOCA, TO MX MEpBOe AeNeHHe COOTBETCT-
BYET TapMOHHM KBapThl, BTOpoe oOpalyeT COBEpLIEHHYH)
KBHHTY, MOCNe/Hee e [efeHHe, ecnu [Ba KpaTKHMX cnora
NPHHATE 32 OJIMH AONTHA, aeT B HIMEPEHHH ellle OJIHY KBHMH-
Ty»'"'. Cameiil cosepwennsiit ctux, no Konysuwo, —

[} 2 R ey S . . . . "
[ prudentissimi viri] simul enim congruitatem grammatice, logice

proprietatem, vrmatumque rhetorice conjuigentes, ab anthmetica
numeros, a gevinetria mensuras, a musica melodias, ab astrologia
vero similitudines mutuarunt, ex his omnibus narrationem sive
artem poeticam componendo...». — Colucci Salutati de laboribus
Herculis / Ed. B. L. Ullman. Zirich, 1951. Bd 1. 5. 19 (Lib. 1,
cap. 3).

= «... si sillabas pro vocibus sumere velis, prima illa partitio dya-

tesseron equat armoniam, secunda vero perfectam enumerat dyap-
entem, ultima autem particula, si duas breves pro una longa sump-
seris, aliam metitur dyapentemn». — Ibid (lib. 1, cap. 6). S. 29.
ITO HECKONBKO TEMHOE, HA HAlll BICNAL, PACCYRIEHHE MOKHO

NMOHATE Tak: KBapTa (B NHGaropoBOM CTPOE BLIPAXKAETCH OT-
HoweHuem 4:3) M ase KBHHTHI (3:2) B cymme Xak Dbl nawT



Haes cAOBCCHOR MYILKH B @BPONCHCKOR NUITHKES 78

«repoHYeckuii» (3/1eCb HMEETCA B BH/Y TeK3ameTp), MOTOMY,
4T0 B HeM Kak OBl OTpaXkeHa cama CTPYKTYpPa MYy3bIKH:
«[epounecknit cTux, Oynyau 3syaxee W Gnaroponuee npoumx,
HMeeT LecTb CTOMN, TaK 4YTO MO3ITHYeCKOe MOBECTBOBaHME Llie-
CTBYET WIECTbID CTOMAMH, H M3 TaKOTO e KO/MHYeCTBA HOT
COCTOAT ro/oca My3biku» . B HTOre Menoaus obHapyx&uBaeT-
CA B YHC/IOBbIX MPOMOPLUHAX, BOIHHKAKOLIHX MEXKIY «49aCcTAMH»
(«cTonamm») ctuxa: «CTUX ecThb CODCTBEHHBIH HWHCTPYMEHT
no3Ta. KOTOpPbIil HIMEPAETCA CBOHMH YacTAMM, T. €. CTOMaMH;
M3 3THX 4YaCTeid Mbl €ro COCTAB/IREM H CBA3bIBaEM MOCPeNcT-
BOM 9HCE/l — HE BCEX, HO ONpe/efeHHbIX, W3 9erc B MTOTE
BO3HMKAET MYy3bIKanbHas Menoaua (musica melodia)» ™.
Takosa, noxanyil, mepeas <HaydHas» NONbITKA NOKa-
3aTh, 4TO M0IIHA PacnonaraeT ceoedt TOUHO PUKCHpYeMO# Me-
nojinel M B 3TOM OTHOLIEHHWH HHYYTH HE OT/IHYAETCH OT MYy-
3bikH. Bo sropoit nonosune XVIII peka nonobubie onbiTel Bo-
306HOBNAIOTCA C palBHTHEM (DOHETHKHM, HO HMEKT YXe Co-
BceM HHO# XapakTep: 00BEKTOM NpPHMEHEHHA CTAHOBHUTCA He
NO3HA, HO YCTHAS pedb, a BAOXHOBNAIOWIEH Hieell — KoHUen-
UMA M3HAYANbLHOW MY3IBIKANIbHOCTH PedH, O KOTOPO# Mbl yxKe
rOBOpH/IK Bbiwe. TemM He MeHee, W 3TH HOBbIE HCC/E0OBaHMA
TaKk MW MHA4YE HaNpaB/ieHbl Ha PalpyLUEHHE «HEJOCTYNHOMH
q9epThin MeXay My3bikoid W cnosom: donerucTsl XVIII sexa

{pasymeeTca, abconwrHo YCNOBHO) =17 nonews
(4+3+3+2+3+2), xoTopeie cOOTBETCTRYHOT |7 cRoram rex-
JaMeTpa.

- «Habet itaque versus heroicus, qui sonantior et nobilior est cetenis,

sex pedes, musica vero sex notulas, ut poetica narratio sex pedibus
incedat et totidem vocum notulis ipsius musice modulatio
concinaturs, — Ibid. S. 28-29.

«Et guoniam versus est poete proprium instrumentum, quem suis
partibus, hoc est pedibus, mensuramus atque componimus et non
omnibus sed certis numeris alligamus, ex quibus resultat et
queritur musica melodia...». — Ihid. 5. 19.
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NbITAKOTCA [0Ka3aTk, 9TO YCTHas pedb 0ONafaeT BBLICOTHO
(PHKCHPOBAHHBIM MY3bIKAJIbHbIM TOHOM H TEM CaMbIM He OT-
NHY93eTCA MPHHUHNHANBHO OT My3biKH. [koumrya CTHA B KHH-
re «OneIT N0 YCTaHOBNEHHIO MENOAHH H Mepbl pedn» (1775)
NbiTaeTCA PUKCHPOBATE TOYHYIO BBICOTY, AMHTENbHOCTD, AH-
HaMHKY 3BYKOB PeuH, HCMONb3yA 0CODYHO CHCTEMY 3HAKOB; OH,
B YaCTHOCTH, 3aMHCHIBAET «MeNOAHION feKknaMauuu [ appHkom
MOHOM0ra «BbiTh MK He GbiTh...»" . Kpuctuan FoTTxonsa
llloxep B KHHre ¢ BLIPAa3UTENbHBIM HalBaHHeM «[lonxkHa nH
peub HAaBCEr[Ja OCTATbCA CKPBITBIM TNMEHHEM, W HeNb3A NH Cle-
NaTh HArNAAHBIMKM M 3aNHCaTh NOAOOHO MY3biKe € BHIbI, XO-
abl 1 H3rubei?s (1791)'" pacnonoxmun rnackbie 3BYKH Kak My-
3bIKa/IbHbIA IBYKOPAI M BMEpBbie MONbITANCA JaNHCaTh leK-
NaMauMio HOTaMH.

[Mo3THKa 3TOro nepHoda, He3aBHCHMO OT nonobHBIX
. «HAY4YHBIX» Pa3paboTOK, NO-CBOEMY OCMbICIIRET MENOAHIO CNO-
Ba. [epaep, onpenenssa No33IuK Kak «MY3bIKY JyLIH», YTO4HA-
eT: My3blKa — He B OT/Je/IbHbIX CIOBAX; HMEHHO «B CaMOM no-
CNeaoBaTeNIbHOCTH C/OB MNPEHMYLUECTBEHHO M BO3IHHKAeT M
npossnseT ceba menonus o6palos u Tonos». Menoaus noHsTa
[epuepom kak ocobas — HaanoOrHyeckas W HaICHHTaKCHYeCKas
— CBA3b EMEHTOB CNOBECHOro nponieenenua: «Ona m wamn-
nua, GacHA M CTpacTHas pedb npeacTaBnalOT coboit Menoanio
MbIC/iell, Tae Kaxablfi TOH TPOraeT, BOIHMKAA, OCTaB/IAf Me-
CTO JIPyroMy TOHY, PaCTBOPASCh H TEPAACH B HEM ClanocT-
HbIM C/I€10M, TIPEKPACHBIM OT3IBYKOM»; IPPEKT MYyIbIKH BOI-

e Steele J. An essay towards establishing the melody and measure

of speech. L., 1775. Cm. ob stoi kuure: Hollander J. Vision
and resonance: Two senses of poetic form. N. Y., 1975. P. 18-
19.

Schocher Ch. G. Soll die Rede auf immer ein dunkler Gesang
bleiben, und kénnen ihere Arten, Géinge und und Beugungen nicht
anschaulich gemacht, und nach Arnt der Tonkunst gezeichnet
werden? Lpz., 1791.
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HHK2eT MMEHHO M3 «lenH TAKUX pa3pelleHHH H mepeTeKaHuii
(VerflieBungen)», B TakoH MYy3bIKaNbHOH pe4H «BCAKHHA OT-
nenbHBIR MOMEHT cam mo cebe HuuTO M >ddexkT nenoro —
Beén'.

O6ocHoBaHue uncnoBoi (kak y Kony4ydo) Hnu akycTHKO-
TOHOBOM (kak y ¢oneTHcTOoR CTHna M llloxepa) ananorun me-
WYy CNOBECHOW M My3blKanbHOH Menomuamu [epmepa nmc-
KOnbKo He 3aHumaer. OH pa3pabaTbiBaeT, B CYUIHOCTH,
MbIC/Ib, BOCXOAALLYHO ewe K [IHOHHCHIO: Menoaua — ocobklit
THN CBA3H, «COE[MHEHHA» CNOB, NPH KOTOPOM C/OBa BIaMMO-
neiicTeyroT Mexay coboit He B cuny ceoeli nOrMKo-
CHHTAKCHYECKOH COMOAYMHEHHOCTH, HO HWHa4e — mMepeKnHKa-
HOTCA 3BYKaMH, OTTEHKAMH CMBIC/IOB, OCTaBNAA APYT B [pyre
«cnen» u obpazys coscem ocobyro nHHMIO, ANS KOTOpOH HeT
HHOIO CNOBa, KPOME KaK «Menojus».

3TO NOHMMAHHE CNOBECHOW MENOIHMH YCBaHBaeTCA po-
MaHTH4eCKOW M nocTpoMaHTHueckod mo3Tukoil. HoBanuc Ha-
XOJHT B réreBckoM «Bunerensme MeficTepe» «Menoauio cTH-
nay», obnanarouyro BNONHe Marugeckoil cunoi: Oynyam scero
NHWbL «BHELWIHHM», BCEro NHWbL MaHepo# «obxoxaeHus» nu-
caTens ¢ 9MTaTeNneM, HMEHHO OHa, TeM He MeHee,
«NPHTATHBAET HAC K 9TEHHIO W NPHBA3LIBAET K TOR MAH MHOMH

"' «.In der Wortfolge selbst vomehmlich folgt und wirkt eine Me-

lodie von Vorstellungen und Tonen... Ode und lIdylle, Fabel und
Rede der Leidenschaft sind eine Melodie von Gedanken, wo jeder
Ton riihrt, indem er geschicht und einem andern Platz macht und
sich durch die siiBe Spur, durch den schinen Nachklang. der er
nachléBt, sich in einen andem auflést und verliert. Eben aus der
Kette also solcher Aufldsungen und VerflieBungen ... entsteht die
Wirkung der Musik und durch die Sprache das Ganze der Ode,
der Idylle, der Fabel, des Drama, der Epopoe, wo jedes einzelne
Moment an sich nichts und der Effect des Ganzen Alles istw. —
Herder J. G. Kritische Wilder: Viertes Waldchen /7 Herder J. G.
Werke / Hrsg. H. Diintzer. Berlin, 0. j. T1 20. S. 525.
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KHHre» (C Haeedl 0 NPUHYOAMTENBHOM OEHCTBHHM MY3bIKANbHO-
CIIOBECHOH rapMOHMH Mbl ellle CTONKHEMCH Huxke). 3Ta
«MEJIOHA CTHIA» — YXKEe He «MeJOIHd CIOB» B NOHUMaHHH
JIMOHHCHA: mNoCnenHds, B CYIIHOCTH, Obina He Oomee dem
yAauHbiM, O7aro3BydHbIM M BbIPa3HTENbHBIM, COEIHHEHHEM
C/IOB; HOBA/IMCOBCKAA «MeNIONMA CTHAA» OTpaxaeT HOBeiluue
HAEH O TPOH3BEleHHH KaK OpPraHWYecKOW UEeNOCTHOCTH —
HMEHHO B «MefnoauH» HOBanHC yCMaTpPHBAET «IyXOBHOE €HH-
CTBO M MCTHHHYIO YLy KHHIH» .

Y CHMBOMHCTOB CnoBa, cBo0OAMbIE OT paUHOHANLHOMN
B3aHMOCBA3AHHOCTH — «BbICBODOKAEHHbIE H3 IKCITHUHTHBIX
cTpykTyp»'"', BCTYNalOT B HHBIE OTHOUIEHHS BHICIIETO, HALIO-
FHYECKOrO MOPAAKA — M TaKOH MOPANOK MM YroAHO Ha3BaTh
«MY3biKalbHbiM», EC/TH B My3biKe NaHbl, no cnosam Mannap-
Me, «MOfenb Mojeneil, THN MY3IbLIKaNbHONH aAPXMTEKTYPSI,
NPMMEHMMBII KO BCEM HCKYCCTBAM»' , TO B MO3MM 3Ta apXH-
TeKTYpa NOCTHraeTcs He cobnroneHueM YHCIOBBIX NMponopumi
(KaK OyManH peHeccaHCHble TEOPeTHKH), HO TaKHM pacnono-
KEHHEM C/I0B, KOTOPOE He ONpeenfeTCR HH NOTHKOH, HH CHH-

i «So sonderbar, als es manchen scheinen michte, so ist doch nichts

wahrer, als dal es nur die Behandlung, das Aubre — die Melodic
des Styls ist, welche zur Lektiire uns hinzieht und uns an dieses
oder jenes Buch fesselt. (...) ...diese geistige Einheit ist die wahre
Secle eines Buchs..». — Novalis. Schriften. Bd 3. Swuugan,
1968. S. 568-569 («®parmenTbl W wryand 1799-1800n.
M 93).

-set free ... from explicit structures-. — Kenner H. The Pound
Era. L., 1972, P. 125.

«Voild, certes, le modéle des modéles, un type d architecture mu-
sicale s"applicant i tout les artsn. — Cnoea H3 pairosopa c Jlo-
pasom Tafanom Ha KoHUepTe, rie HCNOAHANACh 9 cHMpoHHR
BeTxoReHa; BOCTIPOHIBENEHB B ero Memyapax: Tailhade L.
Quelques fantdmes de jadis... P., 1920. P. 146. Lur. no: Ber-
nard 8. Op. cit. P. 4.

(L1
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TAKCHCOM, HH [aXKe eIHHCTBOM TPOH3IHOCAILIEro CyObekTa:
«4HCTOE MpOH3IBEfieHHE» NpPEeAnoaaraeT HCYeIHOBEHHE MOITa.
«yCTYNaIOLEero WHHLUHATHBY CMNOBaM», KOTOPbIE «3aropaoTcs
B3aUMHBIMH OTCBETaMM» . MeNoaus CTHXa — 3TO HHOOLITHE
CHHTAKCHCA: uHad, kak Obl He NUHIBHCTHYECKaf, 3 CTETHYe-
ckas (popMa COeIHHEHHA CMOB, Ta, KOTOpas A1A PeHECCAHCHbIX
TEOPETHKOB TPOCTO «/1acKaeT CAyx», a B Oonee H3OLIPEHHBIX,
HO He MeHee TYMaHHbIX MPeACTaBIeHHAX CMMBOMHIMA — 3a-
CTABNAET C/IOBA +«3alOpPaThCA  B3aHMHBIMH  OTCBETaMH»
(Mannapme). 3Ta MenoaHs — HIeanbHas CTPYKTypa CloBec-
HOTO MpOH3BEEHHWA — MOXeT ObITL MOHATA W Kak ero
«310C», POAMBIUMACA NpeXie CAOB; MOITY OCTAETCA MHIIbL
MONOXHTh 3TY MENOAHI0 Ha cioBa: «HacToAwan 3KoHOMHKA —
B TOM, 4TOObI CHAYANa HANHMCATE MENOAHIO; BCE Mbl COYMHAEM
CTHXH Ha KaKo#-T0O MOTHB» (J3pa [laynn)™.

Menoaus cnoBa B TAKOM NOHHMAHHWH — sUENb», €CIH
BOCMONb30BATECA TrEpHAEPOBCKHM CHOBOM, BCEX BOIMOMXKHbBIX
BHECHHTAKCHYECKHX COOTHOLIEHHI IBYKOB M cMbicnoB. Takoe
NoHHMaHnue npenenbHo acHo chopmynupyer Tomac Inuor B
nekunH «My3bika noszuu» (1942 r.). My3bika cnoa cocpeno-
TOYEHA «B TOYKE MepecedeHMs», OHa BOIHWKAET Ha nepeceve-
HHM [IBYX «OTHOLUEHHi»: OTHOLIEHHA CNOBA K [PYIHM CIOBaM
TOro e KOHTeKkcTa (Kak K Onuxafium, pRIOM CTOSLIHM
C/IOBAM, TaK M KO BCEMY KOHTEKCTY B LENOM) W OTHOLIEHHS

= «L"ocuvre pure implique la disparition élocutoire du podte, qui

céde I'initiative aux mots, par le heurt de leur inégalité mobilisés;
ils s’allument de reflets réciproques comme une virtuelle trainée
de teux sur des pierreries... ». — Mallarmé §. Crise de vers (| 886-
1896) // Mallarmé §. Cit. ed. P, 1945. P. 366.

ult is my personal belief that the true economy lies in making tu-
ne first. We all of us compose verse to some sort of tune...». —
Pound E. 1 Gather the Limbs of Osiris (1911-12) // Pound E.
Selected prose. 1909-1965 / Ed. W. Cookson. N. Y., 1973,
P. 37

133



83 CaoBecHOe NPOHIBEAEIIHE KaK MYy3LKAABHO YCTPOSHHBA KOCMOC

«HENOCPEACTBEHHOND 3HAYEHHA C/I0BA B JAHHOM KOHTEKCTE KO
BCEM APYIrHM €ro 3Ha9€HHAM B OPYIrHX IDHTEIECTEI;»U‘.

Tak nNOHATa’n MY3LIKAIBHOCTE, €C/TH MOMBICIHTE €€ B
Nnpeaene, O03IHAYAET MNPEBpPALIEHHE TEKCTA B CIVIOLWIHYH) HIPY
nepeknHYdek, B CIUIOUIHOE OTHOLUEHHWE, H eC/H MY3bIKa, Nno
MHEHHHK CPENHEBEKOBBIX YYEHBIX, — HAYKa O «BEIHYHHAX, CO-
OTHECEHHBbIX C 4eM-TO WHBIM», TO NO33MA, oOpaTHBIIAasCcA B
abCoONTHYH «COOTHECEHHOCThb», H B CAMOM [e/ie CTAHOBHTCA
HMEHHO TAKOH MY3IbIKOH.

Tapmorua

B wWempax aHTHu9HON PHTOPHKH BbIIpeBaeT HIes, 9TO
CN0Ba B PeYH JOMKHBI ObITh COC/MHEHbI FAPMOHHYHO, aHANO-
FHH C MY3BIKOH CBHOETENLCTBYIOT, 4YTO HMEETCA B BHIY
MMEHHO MY3biKanbHad rapMoHua. [TceBno-JloHruH B TpakTaTte
«0 BO3IBBILIEHHOM» ONMHCHIBAET YIA4HOE COSIMHEHHE COB KaK
O/IHO M3 KAYeCTB, BEAYUIHX K «BOIBBLILIEHHOMY»; OIHAKO CIOBO
«coeguHenne» (CUVBEGIG) TYT Ke 3aMEHSeTCA CMOBOM «rap-
MOHHA», KOTOpaA ONpelenseTcs KaK «yAHBHTENbHbiii HHCTPY-
MeHT» yOexaeHus, HacnaxaeHus, CTPACTH W CPaBHHBAeTCH B
ITOM CMBIC/TE ¢ aBnocoM H kudapolt. [lanee «coenunenue» on-
peleNAeTCA Kak «rapMOHHA CNOB», MOCPEJICTBOM KOTOPO#H opa-
TOp 3ACTABMAET CAYIIATE/A CONEPEKHBATD eMy .

«The music of a word is, so to speak, at a point of intersection: it
arises from its relation first to the words immediately preceding
and folllowing it, and indefinitely to the rest of its context; and
from another relation, that of immediate meaning in that context
to all the other meanings which it has had in other contexts, to its
greater or less wealth of associations. — Elior T. The Music of
Poetry // Eliot T. On Poetry and Poets. N. Y., 1957. P. 32-33.

«0 poisbitendom=, rn. XXXIX. Cit. ed. S. 112-115.
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Hpes 0 rapMOHHM Kak Hekofl cune, coeauHsrowWwedH cno-
Ba, YCBAWBAeTCA CPEAHEBEKOBbIMH TEOPETHKAMH: HAMOMHMM,
uyto B onpenenedun Kunyopabu pedb SBNSETCA <HEKHM 4HC-
NIOM TapMOHHYECKM COEIHHEHHBIX 3BYykoB». [laHTe HailbiBaeT
Nno3TOB, COYMHHTENEH KaHLOH, armonizanies verba — «Te, KTO
rapMOHHYHO COEIHHAIOT C/IOBa»; Cama e KaHLOHAa COCTOHT M3
verba armonizata — KpacHBO COI/acOBaHHBIX. <«rapMOHH-
IMPOBaHHBIX» CMOB . MOTHB rapMOHHHM (QHIYpHPYeT NOYTH
Kak oDluee MeCTO W B PeHECCAHCHBIX PHTOPHKAaX M MOITHKAX:
Tak, bepHapauno TomuTaHo B «PaccykIeHHAX O TOCKaHCKOM
nuanexkte» (1545) roBopHT O NMATH YacTAX PHTOPHKH KakK O
«[ATH CTPYHAX, U3 KOTOPBLIX OpPaTOp COCTABAAET POBHEHLIYIO
FapMOHHIO» .

B uem ke, cobCTBEHHO, BLIpaXaeTCA 3Ta rapMOHHA ClO-
BecHoil komnosuuun? lNpencrasnenue o Heil gakTHIECKH CBO-
IUTCA K IBYM MOMEHTaM.

[Mpexxne Bcero, rapMOHHA NOHHMAETCA KaK «CHAa», Mo-
IBONAIOLIAA OPATOPY (MAM MMCATENIO0) IACTABNATH CAywaTe-
NA/MHTATENA NOTPYKATBCA B T€ WM HHblE IMOLHOHANbHBbIE
COCTOAHHA: «4yBCTBOBATH CHIY FAPMOHHH» — 3HAYMT Tnepe-
JHHBATb HEKOE HACHLCTBEHHOE BO3/IeHCTBHE (3/€Ch TPYIHO He
BCNIOMHMTL WIel0 BO3UMA O HEBOIMOKHOCTH A 4enoBexa
H30exaThk BO3IEHCTBHA MY3bIKH, «1axe ec/lH Obl Mbl 3TOrO W
XOTenn»). ITOT MOTHB NORBNRETCA yxe B TpakTare [lcesno-
Jlonruna: nogobHO TOMY Kak IBYKH aBoca «BHYIUIAKOT CAyiua-
TeNAM HEKHE CTPacTH», TaK M TFapPMOHHYHOE PacMONOKEeHHe
COB «BBOAMT CTPACTb, MCMbITHIBAEMY IO FOBOPALLMM, B AyLIy

Dante. De vulgari eloguentia, 11, 8, 5-6.

Uur. mo: Baldwin Ch. S. Renaissance literary theory and
practice. N. Y., 1939. P. 60.
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APYroro», NPHHYXAas CryuaTeneif K «yqacTHIO» .

Peub, Takum 0OpazoM, MOXeT BO3IEHCTBOBATE [ABOSKO:
NIOTHKOH PALIHOHANbHBIX APTYMEHTOB M MY3bIKaNbHOH «CHIOH
rapMOHHH», OHa MOXeT y0exJaTb — HO MOXKET H Kak Obl
06onelIaThL, H 3TO BTOPOE CBOACTBO CBA3aHO HMEHHO C ee MY-
3bIKaNnbHOMA CTOpOHOH. XapakTepHOMY TOMOCY CpelHEBEKOBLIX
MY3bIKa/IbHbIX TPaKkTaTOB — MEPeYHCIEHHI0 YAMBHTENbHbIX
BO3JeHCTBMIT MY3IBIKH Ha AYLWY (OHA «<BbI3bIBAET pa3lNHuHble
COCTOAHHA 9YYBCTB» — «BOCIUIAMEHSET CPaKaHOLIMXCH»,
«00nerdaeT Aywy TPYXIOalLHXCA», «<yCMOKaWBaeT BO30yX-
[eHHbIE DYWM» W T. I. ). COOTBETCTBYIOT aHANOTHYHBIE Me-
peuHC/IEHHA OYeHb CXOAHBIX 9YYAECHBLIX BO3AEHCTBHH PHTOPH-
KH: OHa «[IBHXEHHEM A3IbIKA YMEET JOCTABIATE CMATEHHLIM —
MHpP, @ MHPHBIM — CMATEHHE, BECE/NbIX 3JaCTaBIAEeT MIAKaTh,
neyanbHbIX — BecenMTbCA (laetos in lacrymas, tristes in laeta
ciebat)», — rosoput 0 putopuke banbaepuxk Byprefinbckuii
(koweu XI — wawano XIl 8.)'".

Hnes ob ocoboii «cune» peau, obycnopnenHoit rapmo-
HHYECKMM DACNONOXKEHHEM C/0B, MEPEXOAHT W B MOITONOIH-
yeckue TpaktaThl XV-XVII sekos. ¥ Konyaso Canyratu no-
J3IMA He NPOCTO COMEPNKHMT B cebe HeKyH «CHafoCTHOCTbY
(dulcedo), HO W He MOXeT ee He cOomepXaTb — B ITOM
«CNAJOCTHOCTH» €CTh HEYTO NPUHyAHTeNbHOe: «YTO Xe CKa-
KY O CTHXaX, KOTOpble, Oyaydu NpOHIHOCHMBI, HE MOTYT He

. .70 MOPECTOS TH Afyovn maBOg Eig a5 Wuxds TOV REAMS

ROPEWTEYOLOaY Kai Eig HETOLOiaV autol Tolg axoUoviag GEl
Kathotaoav...n. — «0 BoIBsieRHOM=, r. XXXIX.
Obwee MecTo, C BapHALHAMH NOBTOPAKOWLEECH BO MHOIHX
TeKCTax, 9acTo co cebinkoft Ha <3tHmonorwd= HMcwnopa Ce-
BWILCKOTO, T/l€, BEPORTHO, NosBeaseTca snepsbie (Lib. 3,
Cap. 17/ PL. Vol. 82. Col. 163).

Les oeuvres poétiques de Baudri de Bourgueil / Ed. Ph. Abra-

hams. P., 1926. P. 225. LUur. mo: Curtius E. R. Europdische
Literatur und lateinisches Mittelalter. Minchen, 1984. S. 81.
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obnanate Hekolt cnamocTHocTEI? Ho 3TO B He yaMBHTENbHO:
pa3sBe BO3MOXHO, 49TOOBI, MPH NPOMIHOLIEHHH ITHX CBA3aH-
HbIX MeXay coboil cTpok (numeros) BBIPBIBANOCH 4TO-TO Ta-
koe. B yeM He Bbino 6kl Heko# ocoboii Menoauu (modulatione)
rosoca u 3Byka?»'".

«CnanocTHOCTh» FAPMOHHYECKOTO pAacmnoNoXeHHs [4oc-
THraeTCcH He B NOC/IeAHION odYepenb Onaronaps pHTOpPHYECKHM
turypam. lxopax IaTHeM WMeHHO B pa3aene o (urypax ms-
naraeT KOHUENUWK rapMoHHIHOH/ MenoanaHeoi pean. [Momumo
CBOMX «0DBIYHLIX JOCTOMHCTB», K KOTOpbiM [laTHeM OTHOCHT,
HanpHMep, «rMyDOKOMBIC/IEHHOCTE» (sententiousnes), GUrypsi
«CO/IEPXKAT ellle HEKYH) HEXHYI M MENOAWYHYH MaHepy
peun», NoYeMy WX CleiyeT Ha3BaTh €llle H «CMYXOBbIMH»: Bellb
«HALY pedb JenarT MeNOAHYHON WIH rapMOHWIHON HE TOMb-
KO MY3blKafnbHble MeNOAMH, HO H BbIGOp TrAAAKHMX CHOB».
Hrak, puTopuueckne Gurypsl Bo3ieficTBYIOT He TONBKO CBOe#H
cMbICNOBOR  cTOpoHOH (Tem, wuto [larHem HalbiBaeT
«rny0OKOMBICIEHHOCTBIO=), HO M CBoeit ocobol My3sikoii. Mc-
KYCHOE pacnofioKeHWe CNOB MO3IBONRET «Bbi3bIBATh HEMalble
M3MEHEHHA B YE/IOBEKEs», MOXKHO «3aBOEBbLIBATH €ro Ayurys,
COBEpIIAf TeM CAMbIM +«CaMyH) BENMKYH) M ClaBHyr nobe-
my»'“. Cnosecnas rapmoHHs 3ziech, kak u y [cesno-Jlonruna.

w0 «Quid autem de versibus dicam, quos sine quadam dulcedine non

pussis efferre? Nec mirum: nam gui fieri potest quod aliguid inter
tales ligatum numeros in pronuntiationem erumpat sine singulan
modulatione vocis et soni?. — Colucci Salutari de laboribus
Herculis. Cit. ed. (lib. 1. cap. 9). S. 40.

«And your figures rhetoricall, besides their remembred ordinarie
vertues, that is, sententiousnes, and copious amplification. or
enlargement of language. doe also conteine a certaine sweet and
melodious manner of speech, in which respect, they may, after a
sort, be said auricular: because the eare is no lesse rauished with
their currant tune, than the mind is with their sententiousnes. (...}
And our speech is made melodious or harmonicall. not onely by
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OKa3bIBaeTCA CnocobOM HEKOero HaCHILCTBEHHOrO BO3MEHCT-
BHA Ha OyLIy CAyLIaTeNs WIM 9MTAaTeNs, a caM OpaTop/moaT,
no cnpaeefnuBoMy 3amedanuio [Ix. A. YunHa, npeBpauiaeTcs
y IMaTHema «B ceoero poaa obonbcTuTens»

Bropoit MomeHT, onpefenswllMi HAEH CNOBECHOM
rapMOHHH, — MOHHMAaHWe ee KaK YMC/IO0BOH nponopuuH. ITa
nies BblAaeT HECOMHEHHOE BMHAHHE MY3IbIKH — <HayKH O 4YHC-
nax». XapakTepHblii npumep oOCyXOeHHMA CNOBECHOH rapmo-
HHH sub specie numerorum — ynoMaHyThi Tpaktat Konywso
CanyTtaTh. PeHeccaHCHas NMO3THKAa MEPEHOCHT Ha c/ioBo nuda-
ropeiickue no CBOHM HCTOKaM NpeICcTaBleHHA O «MY3biKe
cep» M «HebecHOl rapMOHMK»; NpaBaa, 3Ta NpolLenypa Hepea-
Ko conposoxnaaeTcs (Hanpumep, y [Ix. lMatuema u T. Kem-
NHOHA) ABHOH Wiu HeABHOM cceulkoft Ha «KHury [Mpemynpo-
cti Conomona», B KoTOpOH Hawnoch BnonHe nuaropedckoe
no cBoeMy ayxy pedenue: «Thi BCe pacnoioXun Mepolo, 9Hc-
nom u Becoms» (11, 21). [NpumMeHeHne Kk NOIIUM NPHHLHNOB
YHCIOBOH rapMOHMHW MOTHBHPOBAHO €€ MPHYACTHOCTHIO K
«My3bike cpepr: «Tak Kak Mbl NMOKa3anH, 4TO B HHCTPYMEHTE

strayned tunes, as those of Musick. but also by choise of
smoothe words: and thus, or thus, marshalling them in their
comeliest construction and order ... . setting them with sundry
relations, and variable formes, in the ministery and vse of
words, doe breede no little alteration in man. (...) He therefore
that hath vanguished the minde of man. hath made the greatest
and most glorious conguest. ». — Puftenham G. Op. cit. (Book 3,
ch. 19). P. 206-207. CxonHoe NOHHMAaHHE =CHNbls PHTOpPHYE-
cKMX QHryp nposeHTcA H B Gapoanoii noaTuke XVI B.: «Cuna
3THX (Uryp HACTONLKO MArHYeCKas, 4TO JIake M KOr/la BhICKa-
IBIHAEMOE B HHX OKAILIBAETCH NOXHBIM, OHH BCE He MOIYT
JACTABMTL BAC MOBEPHTL B €r0 HCTHHHOCTL...» — Jesauro E.
Il Cannocchiale aristotelico (1654). Llur. no: Kenmedy W. J.
Rhetorical norms in Renaissance Literature. New Haven. L..
1978. P. 14.

Winn J. A. Op. cit. P. 162-163.
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Mo33HH 3aKkntodeHa HebecHas rapmoHus, — nuwet CanyTtath,
— TO HeoOXOAMMO NMPHMEHHTH K HeMY apH(MeTHYecKHe Mpo-
MOPUHH, H3 KOTOPBIX, NG MHEHHIO DONBIIWHCTBA, H COCTOHMT
My3blKaAbHas Menoaus» . «MHp co3maH B COOTBETCTBHMM C
CHMMETpHER H MpONopuUHed, B 3TOM CMbIC/IE eT0 MOXHO CpaB-
HUThL C MY3BIKOi, 2 My3bIKy — C No33Hedi», — numeTt Tomac
Kemnuwon B <«Habmwonenuax o6 wuckyccTee anrmmiickod
no33uu» (1602); noaToMy nepeyro riaBy cBOero Tpyda OH mo-
CBAILAET «4HcnamM» (numbers), KOTOPbIE HIPaKOT MABHYIO POib
NpH «COeIHHEHUH CIOB B rapMOHMI0 (in joining of words to har-
mony)» ',

OOHO M3 UEHTPANbHbIX MOHATHA B no3Tuke [NaTHema —
«MpONopUHA» (proportion), MOHHMaeMas B LIHPOKOM CMbIC/Ie
KaK yaauyHoe COOTHOLUEHHe PANOM CTOALIMX «Beluei» (B TOM
qucne W COOTHOILUEHHEe 3amaxoB, UBETOB W T. M.), — TaKxe
O/IHOBPEMEHHO H KOCMHYHO, W My3bikanbHo. C oaHo#t cTopo-

«Ut igitur ostendamus celesiem armoniam instrumento poetico
contineri, oportet per transitum proportiones arithmeticas assig-
nare, de guibus a maioribus traditum est melos musicum pro-
venires, — Colucci Salutati de laboribus Herculis. Ed. cit. (lib.
1, cap. 5). S. 23.

«The world is made by Symmetry and proportion, and is in that
respect compared to Musick, and Musick 1o Poetryn. — Cam-
pion Th. Observations in the Ant of English Poesie (1602) //
Campion Th. Works / Ed. by W. R. Davis. L., 1969. P. 293.
CXO/lHbIE MOTHBBI, HO B MeHee PailpabOTaHHOM BIIE, MONB-
naoTcs Uy @ununa Cunus B «3ammre NoIIHH=: BECHMA NK-
GepanbHo NOMYCKaA BOIMOMHOCTEL No33nM Ged pudmbl H MeT-
pa (He OHM, MO Ero MHEHHIO, NENAKT MOIIHK NoYIHed), OH
paiNugaeT B NOITHYECKOM CNOBE =KadecTsBo cunbl= (forcible
quality) — csoficTBo, mposBnsiOwWeecs HelaBucHMO OT op-
ManbHLIX MPHIHAKOB MOJYIHH, H «PAIMEPEHHOE KONHYECTBO»
(measured quality), — 3To nocnensee cBOACTBO MPORBARETCR B
CNoBe Kak <rapMoluss (Sidney Ph. A defence of poetry // Cit
ed. P. 100).
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HBbl, «BCE BElUH [IepXaTc NMpONopuHei» (nanee WAeT CKpbITas
OTCbIIKA K ynoMsHyTOMY cTuxy W3 <Xnuru [lpemyapoctu
ConomoHan) u «0e3 Hee HHYTO He MOXKET OBITH XOPOLIHM H
KpacHBbIM»: B 3TOM CMbicie «mponopuus» y [laTHema koc-
MH4Ha W gaxe oHTonorudHa. C apyrofl CTOPOHbLI, H3 TpeX BH-
[IOB OpPOMOPLUHH — apH(METHYECKOH, reoMeTpHYeCKOR H My-
3bIKaIbHOM — MO33MA KAaK <MCKYCCTBO FOBOPHTbH M MHCaTh
rapMOHHYIHO», pazyMeeTcs, W3bupaeT ans cebs MMEHHO MY3bi-
KaneHylo nponopuunto. [NaTHem BbUIENRET HECKONBKO THMOB
MY3bIKAIbHO-NIOITHYECKOA NponopuHu; mobonbiTHO ANA Ha-
el TeMbl PacCyXIEHHE O «MPONOPUHH MO PACMOMOKEHH 0N
(proportion by situation). CTHXH B CTHXOTBOPEHUH HYXHO pac-
nonarath Tak, 4Tobbl «Hauny4wum obpazom obecneduThb cny-
XYy Hacnax[eHHe»; MO3T «CBOWMM pPalMepaMu W COIBYSHAMM,
00bpa3yloWHMH pa3THYHbIE NPONOPUHH, HMHTHPYET FapMOHH-
4ecKMe MENOAHH BOKANbHON M MHCTPYMEHTANBHOA MY3IBIKH».
Manee my3bikanbHas aHanorus yrnybnsercsa: pacnonoxenwue
MEMEHTOB B NOITHYECKOM TeKCTe (HanpuMep, TeX WIH MHbIX
CTOM MAH COIBYdMA — OnmHke WAM manblue NO OTHOLWEHHKO
ApYr Apyry) AaeT TOT xe 3PeKT, 4TO W PacnonoKeHHe TOHOB
B MYy3bIKanbHbiX nanax (aopuitckom, ppurufickom, nHaHACKOM
H T. [I.) W «NOPOXKIAET pa3HoOOpaIHyl0 W CTPAHHYIO rapmo-
I-ll-llO»m.

«...0ur maker by his measures and concordes of sundry propor-
tions doth counterfait the harmonicall tunes of the vocall and in-
strumentall Musickes. As the Dorien because his falls, sallyes
and compasse be divers from those of the Phrigien, the Phrigien
likewise from the Lydien. and all three from the Eolien, Mio-
lidien and lonien, mounting the falling from note to note such as
be to them peculiar, and with more or lesse leasure or precipa-
tion. Euen so by diversitie of placing and scimation of your
measures and concords, a short with a long, and by narrow or
wide distaunces, or thicker or thinner bestowing of them your
proportions differ, and breedeth a variable and strange harmo-
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CnoeHo cnenys 3a bosunem, npeanaraBiiuM HCKaTh mu-
sica mundana «B TOM, 9TO HaXOAWTCA Ha HebGe», peHeccaHCHbIE
TEOPETHKH C/IOBECHOCTH BBOAAT B CBOM TPakTaThl COMPAXKEH-
HbIi ¢ My3bIKOH MOTHB Heba: «[loaTudeckoe HCKYCCTBO CpenH
NpoYHX HayK o pedH (sermonicales scientias) — Kak Obl Hekoe
BO3BbllIeHHOe Hebo, 3akniodaromee B cebe cornacue Bcex Tex
MY3BIKaJIbHbIX FAPMOHHi, KOTOpBIE MIATOHHKH NMPHIHCHIBANH
neby unu nebecubim cdepamn, — numer Canytatu'’; Cuann
e B 3aKNOYHTEeNbHbIX CTPOKAxX cBOel «3alMThbi» H3NeBaeTCH
Hal «NPECMbIKAIOWIMMCA PalyMOM» Tex, KTO «He crmocobeH
OTOpBaTLCA OT 3eMIHM, 9To0bI MoaHATH Blop Kk Heby mo-
33um»'". TapMoHMA, CTaB GaKTOM NOIIUM W NPUHLMNOM MO-
ITHKH, OCTAETCA KOCMHYHON — KOCMOCOM, COLIEALIHM B Mo-
I3UI0, WIH NOIIMEl, YCTPEMHBLLEHACH K KOCMOCY.

nie...». — Puttenham G. Op. cit. Book 2, ch. 1, 10. P. 78,
97-98.

... fatendum sit artem poeticam inter sermonicales scientias sine
dubitatione sublimem quasi celum guoddam cunctas imusici con-
centus armonias, quas celo sive celi speris assignaverunt Platonici,
comprehendisse..n. — Colucci Salwiati de laboribus Herculis.
Ed. cit. (Lib. 1, cap. 9). 5. 40.

Hakalauns tem, k10 He cnocoben moausts BIOp &k Heby no-
3IMH, — BAKOGHTBCA, HO HE CHHCKATh GNaroCcKNOHHOCTH M3-3a
HEYMEHHA HANHCATh COHET. YMEPETh W ObITh 3a0bITIM HI-12
oTcyTcTBMA InuTaduu: «But if ... you cannot hear the planet-
like music of poetry; if you have so earth-creeping a mind that it
cannot lift itself up to look to the sky of poetry ... ; then ... thus
much curse 1 must send you in the behalf of all poets: that while
you live in love, and never get favor for lacking skill of a
sonnet; and when you die, your memory die from the earth for
want of an epitaph». — Sidney Ph. A defence of poetry. Cit. ed.
P.. 121
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Concordia discors u caoaechaa nonugorus

OcMmpicieHHas Kak CWiIa, TapMOHHA  3acTaBnseT
«pa3IHYHOE» H «[IPOTHBOMOMOXKHOE» COSAHHATHLCA B eHHOe
uenoe: MHp, COCTOALIMA H3 palnuuHoro, He rubuer Gnaronaps
rapMoHHH. CxonHoe W CPONHOE HE HYXOAeTCA B FapMOHHH,
yTBepxnaaetT dunonai, 0HAKO «<HECXONHOE, HECPOOHOE H MO-
Pa3HOMY YNOPAAOYEHHOE» AONKHO ObITh COCAHHEHO FAPMOHH-
eit, uTobbl CyluecTBOBaTH B Mupe . DTO npeACTaBIEHHE O
rapMOHHH YCBAMBAE€TCHA Cpe/IHEBEKOBOH XPHCTHAHCKOH KYNbTY-
poil, npoaonKawwel BUHAETh B HEH «COSIHHEHHE Pal/IHYHbIX
Beweii B eaunom cornacuu» (Kaccuonop'™); cam uckynurens-
HbIA noaBHr CnacHTENA ONMCHLIBAETCA Kak COTBOPEHHE rapmo-
HHH: XPHCTOC BKITHOYHI «Pa3HOTONIOCHIUY MEPBOHAYaN B MOpPS-
nok copyana» (elg 1Eiv ovpupoviag), aTobbl «secs MHp cTan
rapMonueits, — nuwet Knument Anexcanapuitckuii™'.

My3bika B 3TOM CMBICNIE HHYEM HE OT/IHYaETCA OT rap-
MOHMH: OHa TakXe npeacrtasnseT coboii coeauHeHwe pailHo-
POAHOro, COrNacHe HecoriacHoro, — Kaxk, BNpoueM, W BECh
Mup: «['oa cocTaBnen W3 NPOTHBONONOXKHOCTEN — BECHSI,
nera, OCeHH, IHMbI, KaK W FrapMOHHA MENO/JHH NpeacTaeT co-

149

Die Fragmente der Vorsokratiker / Hrsg. H. Diels. Berlin,
1912. 8. 311. Cp. ApuctoTens, <O aywes, 407b, rne nepena-
ETCA MHEHHE HEKHX GunocodoB, BHASUIHMX TFAPMOHHIO B
“CAHAHHH H COEAHHEHHH MPOTHBOMONOAKHOTO.

wHarmonia est enim diversarum rerum in unam convenientiam re-
dacta copulation. — Cassiodorus Vivariensis. Expositio in
Psalterium (Ps. CL) // PL. Vol. 70. Col. 1053.

Kaumenm Anexcandpuiickui. MNporpentux. L. 5. 1. Clément
d ‘Alexandrie. Le Protreptique. P, 1976 (Sources Chrétiennes, 2).
P. 57.

151



HMaes cAuBeCHOH MY3HKH B eBPONEACKOA NOJTHKE 92

cTosleil M3 4epefoBaHMA ynapHbix W Oesymapuwbix [nonei].
Tak ¥ caM MHp COCTaBJIeH H3 NPOTHBOMONOXHOCTEH, BO3AyXa
H 3eMaH, orua ¥ Boae» (AmMepocuii Meanonanckuii, «O Hoe u
xoBuere», rm. XXIII)'™.

B cHcTeMe ceMH cBODONHBIX HCKYCCTB, THie KaXIOE HC-
KYCCTBO BBLIMIONHAET CBOK oco0y ponb, QyHKUHS MY3LIKH,
cornacio [xony Canucbepuiickomy (XII B.), — «nenats He-
cornacuoe cornacHbiM (dissona consona reddere)» . B onpene-
nenwun Xunenebepra u3 Jlasapnena (pybex Xl n XII BB.), my-
3bIKa «COEAAMHAST M 3aCTABNAET MOAPYXKHTLCH HECXO[HbLIE 3BY-
Ku»' ™,

My3ibika — He TONLKO COT/IacOBAHWE, HO M CORPUCYM-
cmeue HecornacHoro. B moHHMaHHH ABIyCTHHA «pa3iH4HOE»
HeoOX0AHMO [INA MY3bIKH, KOTOpas Mo CaMOW CBOeH CyTH He
MOXeT COCTOSTh H3 «0HHAKOBOTO»: «Ecnu BCe CTPYHBI 3BYHaT
OJIHHAKOBO, MENIOIHA He BO3IHHKAETH, B MY3bIKE «JA0JIKHbBI
6bITH Pa3yMHO CBA3aHBI PA3NTHYHbIE IBYKHY» .

XpHcTHaHCKas JK3Iere3a BECbMa PaHO HAYHHAET HCMONb-
30BaThH B CBOMX A/1/IErOPHAX NMpeAcTaBleHHe O MY3Ibike KakK 0b-

is2 " .
aldeoque annus ex contrariis ducitur, vere, autumno, aestate, hy-

eme, sicul harmonia cantilenae permixtis gravibus et acutis vi-
detur consistere. Sic ergo et mundus iste ex contrariis continetur,
aere et terma, igni et aquas. — Ambrosius Mediolanensis. De Noe
at Arco // PL. Vol. 14. Col. 400.

Joannes Saresberiensis. De septem septenis // PE. Vol. 199.
Col. 948,

«Musica ... dissimiles jungat consocietque sonos». — Hildeberrus
Cenomanensis. TMo>ma <Mathematicus= // PL. Vol. 171.
Col. 1368.

«Si omnes nervi similiter sonent, nulla est cantilena. Diversa
distensio diversos edit sonos; sed diversi soni ratione conjuncti,
pariunt, non videntibus pulchritudinem, sed audientibus suavi-
tatem». — Augustinus. Sermo CCXLIIL In diebus Paschalibus,
XIV // PL. Vol. 38. Cpl. 1145.

[E1]

|58



93 CAOBECHOE MPOHIBEALHHE KAK MYILIKAABHO YCTPOSHHBH KOCMOC

pase rapMOHHYHOINO COCYLIeCTBOBaHMA HecxoaHoro. Tak, mans
Kaccuonopa my3sika, B KOTOpOH «pa3NH9HLIE 3BYKH COCTaB-
NAKT OAHY COBEPLUEHHYH) MENOAMIO», aNNEropHY9eckH COOT-
BETCTBYET «IPALYLUEMY LApcTBY Boxbemy, roe cBaTbie mony-
YyaT pa3fHuYHbIE BO3HArPaXK[EHHA 3a CBOH JEAHHA, BCEM Xe
BMmecte Gyner nawo omso Gnaxenctso»'”. Moann Ckor Dpu-
reHa, NoKaibiBas, 9TO bor coTBOpMn He TONLKO <momobHOE»
cebe (kak To BeuHocTs, DeccmepTHe M T. n.), HO W «HEMo-
nobuoe» (BpeMEHHOE, CMEPTHOE, H3MeH4YHBOe), mpuberaer K
MY3bIKaNbHOR aHANOTHH: «MENOAHA MY3IbIKAILHOTO HHCTPY-
MeHTa» (organicum melos), B KOTOpO#H «palNHYHbIE KAYeCTBa M
KOJIMMECTBA 3BYKa» COCAMHANOTCA B HEKYH) «eCTECTBEHHYIO
KpacoTy», CXOAHa ¢ «rapMoHHedl wmupa» (universitatis con-
cordia), B KOTOpO# coennneHo «nonobHOe» H «HenoaobHoe» .

=...sicut harmonia ... ex diversis sonis atque accentibus unam per-
fectam faciunt cantilenam, sic et isti psalmi modo breves, modo
mediocres, modo longissimi, in unum concentum suavitate dulcis-
sima rediguntur. Sive ... futurum regnum Domini significatur, ubi
diversa merita sanctorum pro actuum qualitate fulgebuni, cum
tamen omnibus una beatitudo et suavitas acterna praesteturs, —
Cassiodorus Vivariensis. Expositio in Psalterium (Ps. CXVI) //
PL. Vol. 70. Col. 826.

«Non enim universitatis conditor omnipotens, et in nullo
deficiens, et in infinitum tendens, similia sibi solummodo,
verum etiam dissimilia creare potuit et creavit. Nam si solum-
modo sui similia, hoc est vere existentia, aeterma, incommu-
tabilia, simplicia. inseparabiliter unita, incorruptibilia, immor-
talia, rationalia, intellectualia, sciemtia, sapientia. ceterasque
virtutes condiderit, in dissimilium et oppositorum creatione
defecisse videretur, et non omnino cunctorum, quae ratio posse
fieri docet, opifex judicareurs». K dissimilia oTmocaTca, coor-
BeTCTBEHHO. lemporalia, mutabilia w 1. n. «Horum itague
omnium, similium dico et dissimilium, unus aique idem arntifex
est. cujus omnipotentia in nullius naturae deficit operatione».
apMOHHA COCTOHT B coenMHeHHH similia W dissimilia: «Proinde
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Kak BHAMM, npencTaBieHHe O MY3biKe KakK O COe/IHHe-
HHMW/COCYLUECTBOBAHHH «Pa3NHYHOIO» CHOPMHPOBANOCH 3aA0N-
ro 10 MOoAB/IEHHA MPO(eCcCHOHANBHOTO MHOTOTONOCHS, B KOTO-
pPOM TPHHUMMN COCYIIECTBOBAHHS Pa3/IHYHOTO OCYILECTBIEH
caMbiM HemocpeacTBeHHbIM obpazom. YTobwbl BhIpazuTeL ITO
npencTaB/ieHHe, CPeHEBEKOBBIE aBTOPbLI 3aHMCTBYIOT Y JIpeB-
HEpHMCKHX mo3ToB (opmyny concordia discors, koTopas cTa-
HOBHTCA 00wWwel co6CTBEHHOCTBIO MY3IBLIKH H CIIOBECHOCTH.
Osunuit nepenaet Toi GopMynol eAHHCTBO NMPOTHBOMOMOK-
HbIX Hauan xu:HH (6opsba orus m Bnarm — TO «cornacue He-
cornacHoro», discors concordia, W3 KOTOpOro pOXIaeTcA
KUIHB ), JIyKaH — CHTYaUHIO HeyCTOHUMBOIO MHPa HaKaHyHe
BOiHbI'", TOpaunii — ecTecTBEHHOE, MPHBLIYHOE COCTOAHME
seweii *. Cpennepexosblii nodT Anan Jlunnsckuii B npo3iu-
meTpe «O nnase [pupoasi» (XII B.) mcmonbiyeT aWTHAHYIO
opmyny, aTobbl onMcaTe My3bIKY KaK MapaiokcanbHOe Cocy-

pulchritudo totius universitatis conditae, similium et dissimilium.
mirabili quadam harmonia constituta est, ex diversis generibus
variisque formis ... in unitatem quandam ineffabilem compacian.
Hanee cnenyeT IHAMEHHTAA AHANOTHA C MYIBIKOH. KOTOpYHO
HEKOTOPBIC MCCNENOBATENH CYHTANH PAHHHM YNOMHHAHHEM
mMHororonocHs: «Ut enim organicum melos ex diversis vocum
gualitatibus et quantitatibus conficitur ... , ila umiversitats
concordia, ex diversis .. dissonantibus, juxta conditoris
uniformem voluntatem coadunata est» (loannes Scotus Erigena.
De divisione naturae // PL. Vol. 122, Col. 637-638). INpuso-
[HMBIA HAMH MATEPHAN MOKAIBLIBAET, YTO MNOHMMAHHE TAPMO-
HHH/MY3IBIKH KaK «COCYLIECTBOBAHMA palIHYHOro» AEeACTEH-
TENBHO IENaeT HEKOTOPLIE PAHKECPE/IHEBEKOBLIE ONPEAENEHHR
MYIbIKH BECEMA NOXOMHMH Ha ONMHCAHHE MHOTOTOMOCHS.

Oauouii. Metamopdoael, 1, 430-433.
JTyxan. dapcanus, 1, 98.
Iopayuii. Tocnanus, ku. 1, 12, 19.
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HIECTBOBAHHE pPA3MMHYHOND, KaK HEYTO «TOMXANECTBECHHOE» H B
TO *e BpeMHA «HHOex»:

Cum dulci strepitu ructabant organa ventum,
Dividitur juncta, divisague jungitur horum
Dispar comparitas cantus, concordia discors,
Imo dissimilis similis dissensio vocum.

«Co CNANOCTHLIMK IBYTAHHSMH WHCTPYMEHTEI HIBEPraioT
BOIYX: HEpaBHbIH COKOI HX IBYHAHMN, ITO COTNACHE Meco-
rNacHOTO, COEIHHHBILHCE, Pa3NENNETCAH, 3 Iﬂmummh_
COC/IMMRETCA, — PaNal rOfI0COB, ONHK W TOT Xe H OlHO-
BPEMEHHO HHOM» ",

B nmonudgonuueckoii My3bike npuHuUMn concordia discors

(unn, wro Geapasnuano, discordia concors) NpoABNSETCA C OCO-
60oil 04EBHAHOCTBLIO. W BIIONHE ECTECTBEHHO, 4TO 3Ta hopmyna
B TPaKTaTax Nno TEOPHH MY3IbIKH HAYMHAET NMPUMEHATHCHA WA
OMUCAHHA TEeXHHKH MHororonocus. 'ewao a'Apeuuno B X B.
onpenenser «AHaPOHHIO» — «paIHOMIACHE», KAK HAILIBANH
NepBOHAYANBHO NONHPOHHIO, — cneayrownm obpasom: «koraa
paybeAHHEHHbIE IONIOCA M COrNACHO AMCCOHHPYIOT, W, Bynyun
PaIHOrNacCHbLIMM, KOHCOHMpPYIOT» (et concorditer dissonant, et
dissonantes concordant)'®.

Pars tenet una notam, pars altera circuit apte,

Et placet hoc auri multa dulcedine capte.

Vel canit utraque pars discors concorsque sodali;
Organicum genus hoc dicas modulamine tali

«ONHH ronoc JIEPKHT OAHY HOTY, MPYFOf HaAnemaLiMM
ofpazoM ABHKETCA BOKPYT Hee, W ITO HPABMTCA CHYXY,
nokopeHHoMYy kpacotolt. MM e OIHH W3 TONOCOB MOET
COrNACHO-HECOTNIACHO CBOEMY TOBAPHILY», —

(L1}

16!

Alanus de Insulis. De planctu Nawrae // PL. Vol. 210. Col. 477.

Guido d'Arezzo. Micrologus. Cap. XVIII // PL. Vol. 141. Col.
401.
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Tak OMHCLIBAKOT paHHIOW (OpMY MHOMONONOCHA, T. H. Opra-
HYM, a:;mpu TpakTaTta «Cymma my3biku» (XIII B.) Iepceii u
Metp™.

K XVI croneTtHro (opmyna SBHO CTAHOBHTCA HEKHM
00WKHM MECTOM, BBIPaXKAIOUIHM B Y3KOM CBOEM 3IHa4Y€HHH Xa-
pPaKTep MHOTOrONOCHOH MY3bIKH, 34 B LUHPOKOM — CYLIHOCTbH
O/THOBPEMEHHO H KOCMHYECKOH, W My3bIKalbHOH rapMoHHH: 06
ITOM CBHETENLCTBYET, HANpWMeEp, PHCYHOK W3 TpaKTaTa
®pankuno Tadypn «O rapMoHHH MY3IBIKATBHBIX HHCTPYMEH-
ToB» (1518), rne aTop u3obpaxen na mpodeccopckoit xadenpe
HIpeKaloWKuM mnepen cnywartensaMu ¢pasy «<Harmonia est
discordia concors». Coro3-Bpaxna cTuxuil, eme OBHAHEM OMH-
canHaa Kax discors concordia, CHMBONHYECKH TaKXe NepeHo-
CHTCA HA MY3bIKY: 4YeThipe OCHOBHBIX ronoca, obpa3yroume
Hanbonee THNHYHBLINA cknan eBpONEHCKON MY3bIKH, OCMbICNS-
HOTCA KaKk CHMBONBLI CTHXHHA. «B My3bike Bcero seTbipe ronoca,
— paccyxnaet Tomac KemMnuon. — Y4ensie roBopart, 4T0 3TH
4eThIPE rojioca HANOMHHAOT 9YeThipe CTHXHH. bac Bhipaxaer
HCTHHHYIO TIpHpOAY 3emnu, koTopas, Byayan camoil Taxenoi
H HHIKOW M3 CTHXHH, CYXXHT OCHOBO#W Bcero mpouero. Tewop
nonoben Bose, cpeaHuit ronoc — BOIAYXY H JAMCKAHT —
ornion™,

B TO BpeMA Kak MY3biKa OCBAMBAaeT, MOJ IHAKOM HAEH
concordia discors, MCKYCCTBO MHOrOrONOCHONO «COr/acHO-

163

The Summa Musice: A Thineenth-century manual for singers /
Ed. Ch. Page. Cambridge, 1991. S. 202.

«The parts of Musicke are in all but foure... These foure parts by
the learned are said to resemble the foure Elements; the Base ex-
presseth the true nature of the earth, who being the gravest and the
lowest of all the Elements, is as a foundation to the rest. The Te-
nor is likened to the water, the Meane to the Aire, and the Treble
to the Firen. — Campion Th. A new way of making foure parts
in counter-point (ve noaaxee 1616) // Campion Th. Works / Ed.
by W. R. Davis. L., 1969. P. 327.
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HECOrnacHoOro» MeHHs, B JIUTEpaType NMPOMCXOAHT HEuTO aHa-
NOTHYHOE: CJIOBECHOE TIPOH3BENEHHE CTPEMHTCA MepenaTh
«Pa3HOrONIOCHLY», HECOrNacHe, CNop, BHYTPEHHee MPOTHBOpe-
4He, CHHMaeMoe, TeM He MeHee, B eIHHCTBE Le/loro, — OAHHM
cnoBoM. Bocco3nath concordia discors. Haaunas ¢ xaponmuur-
CKHX BpeMeH B MO3I3WH Ha NaTHHCKOM, a 3aTeM W Ha HAPONHBIX
A3bIKaX 9pe3BblYafiHOE pacmpocTpaHeHHe npuobperaeT xaHp
«cnopa». OrpoMHOe KONHYECTBO MOITHYECKHX TEKCTOB 3TOr0
pona (onpenensemMbie B CBOHX 3JarfiaBHAX KakK «CNop»,
«KOH(PMUKTY, «AHCOYT», «AHANOM, «CCOpa», «OHTBa» U T. n.) B
COBOKYMHOCTH CBOEii CO3[al0T Bre4aT/ieHHe, 9TO Bech MHp
npebpiBaeT B COCTOAHWH CMOpPa W PAa3HOMMACHA, BO BCEOXBAT-
HO#l discordia: cnopaT mexny coboii BpeMeHa roja, CTHXHH,
4acTH Tena, cocnosus, nobpoperenn W nopoku, cBoboaHbie
HCKYCCTBa, po3a W (Hanka, Bona ¥ BHHO, nywa W Teno, Cara-
Ha u boromarteps, myxa u mypaseii, cunarora u Ceatas Llep-
KOBb, OCENl W ero X03AuH, GeckoHedHbie HCTOPHYECKHE H MH-
donoruueckue nepconaxu'”. Cnoso discordia naeT ums npo-
BAHCANILCKOMY M CTapodpaHuyICKOMY MOITHYECKOMY XKaHpY
descort, B KOTOPOM MOTHB «pa3jfiopa» BOTUIOLIANICA H Ha Tema-
THuyeckoM yposHe (GesoTseTHan nioboBb, painan B 4yBCTBax),
H HA CTPYKTYPHOM (CTpodbl paiIHuHOMN JUTHHBI, HHO/IA HAMNK-
CaHHbIC HA Pa3HbIX A3bIKAX, B ONHOM W3 aeckopTos PalimbayTa
ne Bakefipaca — w®a naTH). MHOronnanHeiM BONIOLIEHHEM
concordia discors CTaNH NONHTEKCTOBbIE MOTEThI [HnboMa ne
Mauwo » Apyrux MacTepoB Ars nova: WHCTO MY3bIKalbHaa Mo-
nugonus couetanack ineck ¢ nonHponueil A3ILIKOBOH (B pai-
HbIX FON0CaX OJHOBPEMEHHO HCTIONHANIMCH TEKCTHI Ha PaiHbiX
A3bIKAX) H CMBICNIOBOH — HEpeaKo BeCbMa cMenoi (B o1HOM H3
MOTETOB «MaTHHCKHH TEKCT, CNaBHBIUMA CB. ExaTepHHy. CO-

" Cm. 0030p cpenHeBeKOBLIX MOITHIECKHX =cmiopos=: Miiller U,

Briesemeister D. u. a. Streitgedicht // Lexikon des Mittelalter.
Miinchen, 2002. Bd 8. S. 235-240.
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yeTancs ¢ (PpHBONLHLIM NMPOBAHCANLCKHM TEKCTOM B BEpXHEM
ronoce»'™).

Onnako nHawBeicliee W, Oe3 comuenns, HaubGonee npo-
C/laBNeHHOe BhIpaXKeHHe NpHHUMN concordia discors (MR dis-
cordia concors) NONy4HN B TBOPYECTBE AHTMTHACKHX MOITOB Me-
Tau3ndeckoil wxonbl. PopMyna yTBepaAHNACk B THTEpPaTypo-
BEleHHH KaK ompeaeneHWe MX cTHas  Onaromapa C. [Ixo-
COHY, MPHMEHHBILIEMY €€ K «MeTadHIHKaM» NaNexo He B MmaHe-
THPHYECKOM CMbicnie: «OCTpoyMHe, paccMaTpHBaeMoe He3aBH-
CHMO OT ero BO3/IeHCTBHA HA CNyLIATENA, npeacTaBnseT coboii
pa3HoBuaHocTh discordia concors: coeiMHEHHe HECXOAHBIX 00-
pa3oB unu oOHapyXeHHe CKPbITOrO CXO/ICTBA B OYEBHIHO He-
cxoambiX Bewax. OCTPOYMHA B 3TOM CMbiCie Y HHX Obino
npenoctaTodHo. CaMble paIHOpOAHBIE HAEH HACHIILHO MPHBA-
IbIBANIKCh APYr K ApYTY; NPHPOAA W MCKYCCTBO pacTacKuBa-
JNIUCh HA NPHMEPbI, CPABHEHUS W ANTHOIHH...»"

lMpupaBas ¢opmyne discordia concors HeraTHBHBIA
cMmbicn, JIxoncon TeM cambiM OpocaeT BbI3OB PHTOpHYECKOR
Tpanuuuu: B putopukax XVII sexa ocTpoymue Hepemko onpe-
NeNANoChH NOCpencTsoM 3Toi GOPMYNbl KAK HCTHHHBIA, NMO3H-
THBHBIA NPHHUKN cnoBecHOro wekyccTBa. Tak, [Ixon HeroTon

Winn J. A. Op. cit. P. 97-98,

Cwm., nampumep: Wanamaker M. C. Discordia concors: The wit
of metaphysical poetry. Port Washington (N.Y.), 1975.

«But Wit, abstracted from its effects upon the hearer, may be
more rigorously and philosophically considered as a kind of dis-
cordia concors; a combination of dissimilar images. or discovery
of occult resemblances in things apparently unlike. Of wit, thus
defined, they have more than enough. The most heterogeneous
ideas are yoked by violence together; nature and art are ran-
sacked for illustrations, comparisons, and allusions...» —
Johnson 5. The Life of Cowley (from <Lives of the Poets=,
1779-81) // Johnson as critic / Ed. J. Wain. L. and Boston,
1973. P. 254.
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HCTOJIKOBbIBAET OCTpoymHe (Sharpness) cnemyrommnm obpazom:
«Kak MaTepHanbHas OCTPOTa eCTh BCTpPedYa ABYX JIHHHA HAH
CTOpPOH B OAHOH TOHKe, Tak MeTadopHueckas OCTPOTa €CTh
COrNacHOE HecOrJiacHe, WM HECOr/IaCHOE COTTIacHe (an agreeing
discord, or a disagreeing concord); Taxum obpa3zom, MOXHO
CKa3aTh, 4TO Mbl FOBOPHM OCTPOYMHO, KOrJa NpeaMKaT M
cyObeKT pedd B 4eM-TO OJJHOM COrMacyHOTCH APYT C APYroM, a
B IPyrOM — BCTYMAKOT B Pa3HOT/IacHe»

Bo3uukaer niwobonbiTHeAIAA CHTYAUKsA, KOraa onpeqne-
NEeHHA MY3bIKH B MY3bIKOBEAYECKHX TPaKTaTax H OCTPOYMHSA
— B TPaKTaTax PHTOPHYECKHX [OCNOBHO COBMAaAaiOT. MpHYEM
COBMajaloT HMeHHO B opmyne concordia discors. Ecnu Ara-
Hacuyc Kupxep B Tpaktate «Musurgia universalis= (1650) on-
penenaer My3biky kak discors concordia vel concors discordia
variarum rerum..,””, TO TeopeTHk puTOpHKH Muxasne Panay
(MOCAYKHBIIHA HCTOYHHKOM HAEH [UTA UMTHPOBAHHOIO BbILLE
k. HbloTOHA) gaeT OCTPOYMHIO ClelyHollee onpejelieHHe:
Acumen est concors discordia seu discors concordia’'. Taxum
obpazom, ¢opmyna concordia discors cTaHOBHTCA Kak Obi me-
CTOM BCTPEYH MY3IBLIKH M C/IOBECHOCTH, H HE YAHBHTENbLHO,
4TO ITO MPOHCXOAHT B INOXY, OIHAMEHOBAHHYH) B MY3blKe —

«...as Material sharpness then, is the meeting of two lines or si-
des in one point: so Metaphorical sharpness is an agreeing dis-
cord, or a disagreeing concord, that is, we are then
said 1o speake smartly or wittily, when the predicate and subject
of an oration, do agree with one another in one part, and dis-
agree in anothern. — Newrton J. An Introduction to the Ari of
Rhetorick. L., 1671 (ch. 3). LIuT. no uHTepHeT-nyGnHKauHn
Llentpa INeKTpOHHBIX TekcToB OHONHOTEKH YHHBEPCHTETA
Buprunun: http: // etext.lib.virginia.edu / toc / modeng / public
{ NewArtO.html.

Kircher A. Musurgia Universalis, sive Ars Magna consoni et
dissoni in X libros digesta. Roma, 1650. T. 1. P. 47.

Radau M. Orator extemporaneus. L., 1657. P. 23.
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pa3suTHem nonudoHUH cBOGOMHOrO CTHAA, NpeanonarakoliemM
HHOHBHAYaTH3HPOBAHHOCTL HECXOMHX NOJIOCOB, 3 B MO33IHH —
rocrnoACTBOM MPHHIMNA OCTPOYMHSA KaK «COSNHHEHHS HECX0a-
HbiXx 06pa3oB» (N0 BeipaxenHto [IkoHcoHa).

Jna 3cTeTHdecKOro CO3HAHHA 3TOH 3MOXH AHCCOHAHC,
pa3HOTnacKe ropasao bonee HHTepecHbI, 9eM HTOIOBOE «COrfa-
CHe»: «TapMOHHA» — Oylb TO FAPMOHHA MO3THYECKOrD MpPOH3-
Be/leHHA, caMoil NMpHpOABLI HAH NaXe BCEro MHPO3NAHHA —
OKa3blBAETCH 3aBHCHMMO#N OT NHCCOHaHCa. JTY MapoAoKcalb-
HYH HOEH C MpefelbHOH ACHOCTHI) CHOPMYTHpPOBaN NO3T
Hxon Hopnen B counHeHHH «JIabupHHT uenopeweckoii
HHIHHY:

Without a discord can no concord be,
Concord is when contrary things agree.

«be3 nucconwanca we MoxeT GbITh M TAPMOHMHH. TAPMOHHR

BOIHHKAET TaMm, TAE NPOTHBOMOMOKHOCTH COrmacywT-
(3]

CH=

MepexuBaHHe CAMOLEHHOCTH JIMCCOHAHCA CNPOEUHPOBa-
HO HAa BOCTIPHATHE MPHPOABI M BCero Muposnanua J[LkoHOM
JlenemMOM, KOTOPbIi B OOLUIHPHOM TEH3aXHOM CTHXOTBOPEHHH
«Xonm Kynepa» (2-a pen. 1668), paaMbilisg 0 NOPOXKIAEHHOM
NpHPOAOH «CTpPaHHOM pa3lHooDpainm» (strange varieties), MpH-
XO[HUT K BbIBOAY:

Wisely she knew, the harmony of things,

As well as that of sounds, from discords springs.
Such was the discord, which did first disperse
Form, order, beauty through the Universe...

«Ona [npupona] Mynpo oCoIHANA, 9TO FAPMOHHS BelLed,
KaK W IBYKOB, BOYHHKNA M3 [IHCCOHAHCOB, M3 [IWCCOHAHCA

Norden J. The labyrinth of Mans Life (1614). Llur. no: Was-
serman E. R. The Subtler language: Critical Reading of neo-
classic and romantic Poems. Baltimore, 1959. P. 54.
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PAITHAKCE MO BCEMY MEPOINaHMI0 (opMa. MOPROOK, Kpa-
!
coTas .

Mpes KOHEYHOro COrNacoBaHHA, TapMOHHH OTCTYNaeT
Ha BTOPOH MNaH M B MOITONOTHYECKHX onpeleneHHAx. Tak,
Tomac BnayHT cuMTaeT. 9TO MO3T JONXKEH, «HAXOAM COrnackHe
B Bellax Haubonee HECXONHBIX», «BbI3LIBATH BOCXHILEHHE
cnywaTeneii M 3aCTaBNATH MX JAyMaTh, 9TO ITa CTPaHHas rap-
MOHHMA H I0/MKHA ObITh BbIPaXEHA B TAaKOM [HCCOHAHCE» .
3necs, y BnaywTa, AWCCOHAHCBI HE CHHMAIOTCH, HE OTMEHS-
HOTCA B KOHEYHOH rapMOHHH, HANPOTHB: rAPMOHMA («CTpaHHas
rapMoHMa»!) BbipaxaeT cebs B NMCCOHMAHCe, KOTOpBIH CTaHo-
BHTCA HTOTOM, LENbIO MOITHYECKOTO BbICKAIbIBAHHA.

MTak, cnoecHoe NpoW3BeNeHHE BOCMPHHHMAETCA KaK
BOMJIOWIEHHE Pa3HOTONOCHA, COCYLIECTBOBAHHE Pa3THYHOrO,
BiauMonpoTueopedaiiero. B nosauu XVI-XVII sexos (npexne
BCEro y aHrnuickux =meTapu3HKOB») HArpOMOXIEHHe napa-
NOKCANBHBIX AHTHTE3 CTABHT LENBLIO NepellaTh NepekHBaHHe
OIHOBPEMEHHOCTH PaiIMdHbIX (0OPaTHBIX) CMBICNIOB, OIHO-
BPEMEHHOE BOCTIPHATHE BIaHMOMCKNIONAKOWMX obOpazos; K
ITOMY CTPeMHTCA W NioboBHaA, M penurxnolnas noxmus. Or-
CYTCTBHE BOINKOONEHHON 0IHAYAET ee NPHCYTCTBHE:

To hearts that cannot vary
Absence is present, time doth tarry...

173

Denham J. Cooper’s Hill. Liur. no: Wasserman E. R. Op. cit.
P. 40.

«You shall profit most of all. by inventing marter of agreemeni
in things most unlike...»; <o move admiration in the hearers.
and make them think it a strange harmony, which must be ex-
pressed in such discord=. — Blouns Th. Academy of Eloquence
(1654). Llur. no: Geldstein H. D. Discordia concors, decorum
and Cowley // English Smudies. Nijmegen (Netherlands), 1968.
Vol. XLIX, M 6. P. 4B81-489. (www.geocities.com /
hargrange/cowleygoldstein.html).

174
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<[M19 cep/iell, KOTOPbIE HE MOTYT HIMEHHTBCH, OTCYTCTRHE
— 3TO mpHCYTCTBHE, Bpems ocTamasnmeaerca» ([Ixom
Xocxunc, «OTcyTcTeme»’);

nwboBHbIE Y3bI — TO Xe, 9T0 H cBobona (<To enter in these
bonds is to be frees, «[IpuHATE 3TH y3bl — 3Ha4MT ObITH CBO-
Goaubim», — [xoH [onu, «Elegy XX: To His Mistress Going
to Bed»). KoHTpacTupyolMe HieH CBS3aHHOCTH W cBobonbl
CTAHOBATCA MpPeJIMETOM HIPbl «OCTPOYMHA» H B Pe/IHIHO3HOMN
no3’3uH Hemelkoro apokko: «Von den Stricken meiner Sunden
mich zu entbinden, wird mein Heil gebunden» — «Moii Cnacu-
Tenb Obin cBA3AH, 4TOOBI pa3IBAIATE HA MHE Y3bI MOHX TPEXOB»
(aHoHHMHBI#, Bo3moxHO, K B. I'. Bpokecy Bocxoasiuuii TekcT
11 apuu «Crpacteii no Moanny» H. C. baxa).

JlwboeHas nupuka, cneaya no nytH [lerpapku, onu-
CaBLLUEro COCTOAHHE BNIOONEHHOro Kak yMHpaHHe M BOCKpelue-
HHE OJIHOBPEMEHHO' ', CTPEMHTCH BOCTPOHIBECTH MONMHGBOHH-
UecKoe COCYIIeCTBOBAHME MPOTHBONONOXKHBIX COCTOAHHHA M
obpa3oB: nW6OBL — KHIHL M CMEPThb, HACNAKIEHHE H MYKa.
OaHAKO B TOM e HANpPaBNeHHH ABHXETCA H AyXOBHAA NOIIMA
aHrnuiickux «metaduiukos». [lodTHueckoe paIMbiLIEHHe
Yuneama Inebecrepa 0 kpecTHOM nojasure Xpucta obnexaer-
CA B CXO/IHbIE NAPaOKChI:

O sweete and bitter monuments of paine,

Bitter to Christ who all the paine endur’d,

But sweete to mee, whose Death my life procur’d,
How shall | full express, such loss, such gaine.

s

Hoskins J. Absence. Llut. no: Williamson G. The proper wit of
poetry. L., 1961. P. 17.

«Teicawy pa3 B neHb YMHPaH H BoIpoaaarce» («Mille volt'il
di moro e mille nasco=) — M3 comera «Hor che 'l ciel e la terra
¢'l vento tace...», NONOXEHHOTO HA MYIsixy MonTesepau (B 8
KHHIe MaJIpHIanoB).

(k-]
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«O cnagkwit W TOpbKHA NaMATHHK GonW, ropekufi ans
XpHcTa, nepeseciiero Bce CTPANAHWE, HO CNANKMA IS
MEHS, 9bI0 KHIHb JAUMTHIA ET0 CMEPTH; Kak MOTY % Bbi-

pa3HTh 3Ty NOTEPH, 310 npuobpeTennes' .

[Mo33ua CcTpeMHTCA COBMECTHThL NPOTHBONONOXKHbIE
HIEeH B HEKOH ONHOBPEMEHHOCTH, KOTOpas HeJOCTHXHMa Ans
CNOBa, HO 3aTO JIErKO OCYIIECTBHMA B MOJTHPOHHYECKOH MY-
3bIKE C ee peanbHOil, a He uaeansHo# concordia discors. 3nech
Mbl CTaNKHBAEMCA HMEHHO C T€M CydaeM, KOra CloBECHOCTh
NoCPeACTBOM YTOHYEHHeHllero HCKYCCTBa MbITAETCA NPHCBO-
uTh cebe TO, 9TO ANA My3bIKH AB/ISETCA eCTecTBeHHOH dop-
Mol cywecTsoBaHua. Cneayer npM3HaTh, 9TO MY3bika eil B
ITOM TNOMOTana: yke peHecCaHCHbIA NoNH(POHHIECKHHA ManpH-
ran BbIABIAN — a BEpHee, [eNa/ peanbHoil TY HACANbHYHO NO-
nudoHHI0, KoTOpas ObIa CKpPeITA B MOITHYECKOM TEKCTE.
IxefiMc AHnepcoH YHHH [€MOHCTPHPYeT 3TO Ha MpHMepe
Maapurana A. Bunnapra, MCnons3oBaBlIero TEKCT COHETa
IMerpapku: «Korna lNMerpapka HasbisaeT Jlaypy “MOA XH3Hb,
MOSA CMEPTB”, OH X09eT OT Hac, 4To0bI MBI 3alepXanH B coO3-
Hauun 06a ITHX NPOTHBOpEYALMX APYr APYTy ONpejeneHus,
nabbl NPOYYBCTBOBATL, KAK O/lHA XEHLUHHA MOXET ObITh Tem
H Ipyrum cpasys. Onxako [NeTpapka BeiHYXIeH ynoTpebnats
3TH CNOBA MOCNEAOBATENBHO — «JIHTEPATYPHAR TEXHHKA MO-
KET NMHLIbL HAMEKHYTb HA OJHOBPEMEHHOCTb»; Bunnapt xe B
CBOEM MajpHrane, 3acTaBlAf 3IBY4aTbh C/IOBA «KH3Hb» H
«CMepTh» OJIHOBPEMEHHO B PajHBIX rONOCAX, =[IOCTHIaeT MC-
THHHON OTHOBPEMEHHOCTH»

JiuTepaTypHas TeXHHKa OCTPOYMHA — C/IOBECHaR con-
cordia discors — M B caMOM [ieNle BOCTIPHHHMA/ach COBPEMEH-

m

Alabaster W, Upon the Ensignes of Christes Crucifyinge // The
metaphysical Poets / Sel. et ed. by H. Gardner. Harmondsworth
etc., 1977. P. 44.

" WinnJ. A. Op. cit. P. 148,
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HHKaMH KaK CBOEro poja My3blKa: B aHIMTHACKHX NMO3TONOrHYe-
ckux 3kckypcax XVII Beka — KaK B CTHXOTBOPHBIX, TaK H B
Npo3aHdeckHX — HMEHHO B CBA3H C HOeeH OCTPOYMHSA MOABNS-
erca obpa3 My3eiku cnopa. [Ikacnep Meiin B CTHXOTBOPHOM
naHerHpuke no3ty Yuneamy KaprpaiiTy, nasas xapakTepu-
CTHKY HIeaJbHOr0 OCTPOyYMHR (kakum obGnaman KaprpaiiT),
BOBJIEKAET B Hee MY3bIKaNbHYHO MeTadopy:

Thou hadst, indeed, a sharp but harmless Wit;
Made 1o delight, and please, not wound, or hit:
A Wit which was all Edge, yet none did feel
Rasours in thy quick Line, in thy Verse steel;
Or if they did, only from thence did spring

A pointed Musick, sharpness without sting.

«Thl B camoM nene ofnanan oCTPOyMHEM — OCTPbIM, HO
HEOMACHLIM, MPEIHATHANEHHBIM /INA TOTO, yTolbLl BOCKM-
WATH H NPHHOCHTb YIOBILCTBHE, HO He PaHHThL WM
GHTH; OCTPOYMHEM, KOTOPOE LIETHKOM — MIEIBHE, H BCE XKe
HHKTO HE YyBCTBOBan neisMs B TeOeH ObicTpod cTpoke,
CTANM B TROEM CTHXE, @ EC/IH M YYBCTBOBAM, TO M3 HHX
MCXOIWAA NHIIL JAOCTPEHHa® Mylbika, ocTpora Oed
m.'l-!u

My3biKa M OCTPOYMHE MOCTABNAEHBI 31€Ch PRAOM, NOYTH
KaK CHHOHMMBI. [Ipyroil nMpHMep COMONOXKEHHA OCTPOYMHA W
MY3bIKH naeT HaM YHWibAM [laBeHaHT, XOTOPbIA B MpeaHCIo-
BHH K cpoell nosme «[onaubepr» (1650), xapakTepuiys pac-
X0Xee NpeAcTaBleHHe MOJIOAbIX NO3TOB O MO3THYECKOM OCT-
POYMHH, MHIIET: «OHH BOOOPAXKAIOT, 9TO OHO COCTOHT B MY-
3pike cnos (the Musick of words)»™. WUcnanen BansTacap [pa-
cuan B TpaktaTe «OCTPOYMHE H HCKYCCTBO HIOLUPEHHOTO yMan

179

Mayne J. Times which make it Treason to be witty // LluT. no:
Williamson G. The proper wit of poetry. L., 1961.P. 64-65.
Davenant W. Preface to Gondibert, an Heroick Poem // The

works of sir W. Davenant. L., 1673 (repr. N. Y., 1968).
Vol. 1. P. 9.
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(1642) onuChIBAET THMbI «OCTPOT», OCTPOYMHBIX CPaBHEHHil
(concepto) NpH NOMOLIH MY3bIKalbHBIX TEPMWHOB: OIHH M3
ITHX THOOB «COCTOMT B ONpefeleHHOH rapMoOHHH (armonia)»
NOHATHIl, ApYyrof, HampoTHB, — B HX «<OHccOHaHce (diso-
nancia)» . TpaiMUHA COMONOMKEHHA OCTPOYMHS H MY3BIKH KaK
POACTBEHHbIX HAYaN HafileT MPOAONKEHHE M B HEHCKOM po-
MaHTH3Me: «OCcTpoyMHe — YiKe BCTYIUIEHHE K YHHBEPCANbHOM
My3biken (. Ulnerens)™.

B snoxy pomanTH3IMa noaobHoe noHHMaHHe OCTPOYMHA
YXOMT B MpOLWIOe, O[HAKO MpEACTARNEHWE O MOITHYE-
CKOM/MY3blKaNbHOM NpOH3BEedeHHH Kak concordia discors co-
XpaHAeTcA B MOAMQHUHPOBAHHOM BHOE: MY3biKa — Y/IHBH-
TeNnbHbIA 00pa3 rapMOHHYHONO COCYIIECTBOBAHHA NMPOTHBOpE-
YHBLIX 9YBCTB, «e[IHHCTBEHHOE HCKYCCTBO, KOTOpoe obpawaeTt
pazHoobpaideiiluine M NPOTHBOpeYHBEiIHE ABHKEHHA Haled
NYLIH B OJIHH H Te XK€ NMPEKpPacHbie rApMOHHH, KOTOPOE HIpaeT
panocThio M ckopbbIO, OTHaAHHEM M BOCXMIUCHHWEM B O/IWHa-
KOBO rapMOHMAHbIX TOHax» (Baxkewposep™). [luccomamc

Lur. no: Grady H. H. Rhetoric, wit and art in Gracidn's
Agudeza // Modern Language Quarterly. 1980. Vol. 41, M 1.
P. 26.

«Der Witz ist schon ein Anfang zur universellen Musikn. —
Schlegel F. Literary notebooks. 1797-1801 / Ed. by H. Eichner.
L., 1957. (Ne 2012, 1798-1801).

«Sie ist die einzige Kunsi, welche die mannigfaltigsten und
widersprechendsten Bewegungen unsers Gemiits auf dieselben
schiénen Harmonien zurucktithrt, die mit Freud" und Leid, mit
Verzweiflung und Verehrung in gleichen harmonischen Tonen
spielin, — Wackenroder W. H. Die Wunder der Tonkunst //
Wackenroder W. H. Werke und Briefe. Bd 1. Jena, 1910. 5. 168.
MOTHB COEAHHEHHS B MY3IbIKE NPOTHBOPEYHBLIX TYRCTE MOSB-
NAETCA YAe Yy CPENHEBEKOBLIX ABTOPOB, HAMpHMep, y AnaHa
JIunnbCcKOTO: MY3IBIKA «CNUIETAET CO CNE3aMH cMex, ¢ 3abasa-

5]
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Gonbiue He BOCTIPHHHMAETCA KaK CaMoUeHHbI «3(dexT», Ha
MEPBLI I1aH BHOBb BBICTYMJET W€l KOHEYHOTO rapMOHHY-
HOrO COr/acOBaHMA, ONHAKO TMOABMAETCA elle OAWH 3CTeTHYe-
CKHi KPHTEpPHi: MY3bIKaHT/MOIT TeM TeHHanbHee, geM Donb-
e MPOTHBOPEYHBO-PA3HOPONIHLIX  «4yBCTB» OH  yMeeT
«IPUMHPHTB» B TIpeaienax oasoro nponssenenus. Illonenraysp
onHchiBaeT cHMpoHHI0 beTxopeHa kak «BenmMuaimii Oecno-
PAOK, B OCHOBE KOTOPOTO BCE e JIeXHT COBeplueHHeHi
noOpAfoK», — Kak «rerum concordia discors, HCTHHHOE H CO-
BeplueHHoe oToDpaxkeHHe MHpa», B KOTOPOM OXBaueH MPaKTH-
YeCKH BeChb MMP IMOLIHI: «BCe 4enoBedecKHe CTPacTH H 4yBCT-
Ba TOBOPAT W3 3TOH CHM(OHHH: PagocTh, ckopbb, NOGOBL,
HEHABHCTH, YXKac, HaleXaa W T. A.» . B pomaHTHueckoil mo-
3THKe — B uacTHocTH, ¥ C. T. Konbpumka — npocnexusa-
KOTCA BIONHE AHANOrHYHbE HaeH: BOODpaeHHe, ITa «CHHTe-
THYECKaA H Marudeckas cunan, «obuapyxusaet ceba s Ganawnce
HAH NPHMHPEHHH TPOTHBOMONOXKHBIX WIH [AHCCOHHPYHOLUMX
(discordant) kawecte». Hauwbonsiumit nmanazon «npUMHps-
eMbIX» B O[IHOM NPOM3BeNeHHH «KadecTB» KonbpHIK HaxoauT
y llekcnupa, copmewmarowero «aap soobpaxenusa» u cnocob-
HOCTb COIJABATH «MY3bIKAIbHOE OuapoBanme» . «Kak mmoro
00pa3oB W YyBCTB coe/lHeHb! 3jeck Oe3 ycunua u Ge3 paiuo-
rnacusa (discord)», — Bocxnwaerca Konepunx nosmoii «<Bexepa
n Anorue» ™

MH cepbe3noes (Cum lacrymis risus, cum ludis seria texens —
Anticlaudianus // PL. Vol. 210. Col. 517).

"™ Schopenhauer A. Die Welt als Wille und Vorstellung. Bd 2 (Kap.
39: Zur Metaphysik der Musik). Minchen, 1911, 8. 512-513,

"' Coleridge S. T. Biographia literaria. Ch. XIV, XV // The
Portable Coleridge / Ed. by I. A. Richards. N. Y., 1977.
P. 524.

1Ho

Coleridge 5. T. Shakespeare’s poetry (1808) // The Portable
Coleridge. P. 414, CxonHoe noHHMaHHe My3bIKANLHOCTH Cho-
BA HAXOOHT MECTO H B COBPEMEHHOM /NHTEPaTypOBEIEHHH:
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IMpuHusn concordia discors npuBen Hac K uaee nonudo-
HHH, B KOTOpOH OH BorlollaeTcs B Haubonee acHoi, ogesua-
HOil (hopme. Dnoxa pPa3BHTHA MHAHBHAYa/IH3IHPOBAHHOH MONH-
toHHH cBoBOAHOrO CTHNA COBMAfaeT C 3MOXOH roCMOACTBAa B
MO33MH NMPHHUMNA OCTPOYMHR — 3TOH cnoBecHOH MonHOHH-
yeckoit My3bikH. OnHako Tema cnopecHOH MONM(OHHH He HC-
4epnbIBAETCA €€ COOTHECEHHEM C MOITONOrHYECKHM NPHHIIM-
noM ocTpoymua. [Monudouna cnyxuna mMoaensio H I8 apy-
rHX SBNEHHIl CNOBECHO-CMBICIOBOTO YpPOBHA' — M He B MO-
CNeaHI00 odepeib Gnarogaps ToMy, 9TO caMa OHAa H3IHAYANbHO
He Obina YHCTO MY3BIKANBHBIM H «BHECMBIC/IOBbIM» (heHOMe-
HOM. Anbppen DitHwTeRH NPeANONOKHA, 9TO B BO3IHHKHOBe-
HHH CpenHeBeKOBOH nNONMGPOHHH BAXKHYK PpoOib ChIrpanH
«PENIUTHO3HBIE H MUCTHUECKHE KOHUenuum»' . Ty Waelo noa-
pobuo paizsuBaeT [K. YHMHH, CAHTAIOWMI, 9TO NONHPOHHA «B
Havane Obina metadopoil, NONBITKOA CO3AaTH MY3BIKANbHBIA
IKBHBANEHT MHTEPATYPHOR H TEONOTrHYeCKOH TeXHHKe annero-
PHH®: MY3bIKAHTBI «3aHMCTBOBANIM MAEH) COEIHHEHWS [BYX

Tak. E. B. Hepsrnwiosa ycMaTpHBaeT MyIbIKanbHOCTH B CO-
e/IHHEHWH <IPH NOMOIIM CTHXOBOR MOHOTOHHM» «"jlAnexo-
BATHIX" CMBIC/IOBBLIX OTTEHKOB», B «CTHAHMH CMBICAIOB, Haxo-
[ALMXCA B ONNOIMUMH APYr K apyry» (E. B. Heaszardosa.
HHTOHAUMOHHAR TeOpHA cTHXa // Mydibixa u Helsyqawee. M.:
Hayka, 2000, C. 128-129).

OnsITOM MPHMEHEHHR WIEH NOAHPOHMH K BHECMBICTOBOH,
YMCTO PHTMHYECKOR CTOPOHE MOIIHH MOXKHO CYHTATh IKCNeE-
pumenThbl [Ixepanna Miunu XonkuHca mo CO3NaHHIO «KOHT-
PanyHKTHYECKHX PHTMOBE»: «IBd PHTMa HEKOTOpbIM obpalom
NpOTEXAKT OJHOBPEMEHHO, H Mbl MOMY43eM HEYTO COOTRET-
CTRYHILLEE KOHTPANMYHKTY B MY3bIKe...» («two rhythms are in
some manner running ai once and we have something answe-
rable to counterpoint in music...»), — o0BAcHseT XONKHEC B
NpeNuCNOBHE K CBOMM CTHXOTBOpeHHAM (Hopkins G. M.
Poems. L., 1918. Author's Preface).

Einstein A. Op. cit. P. 7.

(1§
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HnH Gonee MenomHii W3 NHUTEPaTYPHON KOHUEMUHWH ANNETOpPHH,
OCO3HaB, YTO MHCTHYECKadA OHOBPEMEHHOCTb BETX03aBETHBIX
CODBLITHA M HX HOBO3ABETHBIX AHANIOTOB B MY3bIKE MOXET
CTaTh PeabHOil O/IHOBPEMEHHOCTLION .

Coenyterne MenolHi B ONHOBPEMEHHOM 3BYYaHHH CO-
OTBETCTBOBANO COENHHEHHIO 00pa30B B €IHHOM CMbICIIOBOM
MPOCTPAHCTBE CPeIHEBEKOBOM ANNErOPHH: TaK, BETXO03aBeTHas
Paxune He npocTo 0603nauana mosolaseTHyro MapHio — oHHM
o6e npebbiBann BMeCTe B CMBICNIOBOI BEYHOCTH KaK €HHOE W
BMECTE C T€M Pa3fie/lbHOE — HECTHTHO H HEpa3eNnuMo, €ClH
BOCMONB30BATLCA 3HAMEHHTOIH (opMynoit XankuaoHckoro ee-
poonpenenenun. [Monudonnueckoe MyIbIKaNbHOE MBILULTEHHE B
camoM niene obopauusaeTca 3neck GOPMOI MbilLIEHHA anne-
ropudeckoro, Byayum, Kak M nocneiHee, HaNpaBleHO Ha COMo-
NOMXeHHe Pa3IHYHOTO B Mpeenax HeKOH OJHOBPEMEHHOCTH —
Byab TO ONHOBPEMEHHOCTb MY3IbIKANbHO-IBYKOBAA MW OHO-
BPEMEHHOCTb CMbICTIOBAA.

Takum obpajom, My3sikanbHas nonuQoOHHA He nepecTa-
Bana ObiTh ewe W ABMEHHEM CMBICIOBbIM: ONHOBPEMEHHOCTD
ronocos Obina conpaXeHa C ONHOBPEMEHHOCTBIO CMBICIIOB.
[Monudorna cosnasana we Tonbko ocoboe 3IBYKOBOE, HO H
CcMbiCnoBoe npocTpancTso. [MpHMeEpOM Takoro My3bIKanbHO-
CMBICTIOBOTO MONHPOHHIECKOND EIHHCTBA MOTYT CHAYXKHTH
[Taccuonsl baxa. Cmbicnosas nonudouus «Ctpacrteii no Mar-
deron, Kak nokaszan Ienpux [Nlooc B croeM HccnenoBaHHH TO-
noca «KpecTa-ciasbl» (crux-gloria-topos) y baxa'™, 3anana yxe
B MY3bIKa/IbHOH CHMBOJIHKE NEPBBIX TAKTOB BCTYNHTENBHOIO
Xopa, rie NpoCNexHBaeTCA CleTeHHe ABYX MOTHBOB: CKopb-
Hbli HHCXOAAWMHA XPOMaTHYECKHA XONI, HOCALUHMA B MYyibi-

189

Winn J. A. Op. cit. P. 87-88, 75.

Poos H. Kreuz und Krone sind verbunden: Sinnbild und
Bildsinn in geistlichen Vokalwerk J. S. Bachs. Eine ikonogra-
fische Studie // Musik-Konzepte. H. 50/51. Miinchen, 1986.
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KanbHOW PHTOpHKE Ha3BaHMe passus duriusculus («xecTkuil
X0o»), CHMBONH3HPYeT CTpadaHMAa XpHCTa, a BOCXONALUHHA
TETpPaxopa — ero BO3IHECEHHEe H CNaBy.

«Crpactu o Margeio». Berynureabnnit xop. Taxrm 1-2.

@w#‘*ﬁ”:; '

B 3ToM cononokeHuH 3anaHa Ta, no eeipaxeHuio [lo-
oca, symphonia discors'”', kotopas npomu3sisaer IMaccuon u
KaK CMBIC/IOBOE, H KaK My3bikaneHoe uenoe. [Monuponunveckoe
Cn/eTeHHe MOTHBOB B MYy3biKe M TaKOe Xe Cl/IeTeHHe NPOTH-
BOTIONIOXKHO-KOHTPacTHLIX Maeil B Texcte [Mukaunepa (yxon
Mucyca newanur, HO ero «3aseT» paayet, — peautaTtus Ne 18;
Koraa s 60apcTBY O PALOM ¢ XPHCTOM, MOH TPEXH CNIAT, MYKH
XpHCcTa ANA HAC OJIHOBPEMEHHO FOPbKH H CNaJKH, — apHA C
xopom Ne 26; Cnacutens nan Huu nepea ceouM OTHOM M Tem
CaMbIM BO3BBICH/I MEHA, — pednTaTHB Mo 28) coobuia npecne-
AYIOT OfIHY Lejib — BbIPAINTH OJHOBPEMEHHYIO WCTHHHOCTH
MPOTHBOCTOALMX HAell: cTpanaHHa XpHCTa — TO Xe, 4TO
Hallle HCUEeNeHHe; ero CMEPTh — Halla XH3Hb; ero YHHYHXKe-
HHe BMECTe C TEM — ero C/laBa; TepPHOBbIH BeHEl — Ta xe
KOPOHAa H T. .

" Ibid. S. 7.
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OnHoBpeMeHHOCTh B «CTpacTax» — HE TONBKO WHCTO
MY3bIKANIbHAA OJHOBPEMEHHOCTh 3BYYaHHA Ppa3lIHYHBIX MO-
IOLLMX H HIPAaIOLLHX rOJIOCOB, HO H OJHOBPEMEHHOCTE Mpebbi-
BaHHA B €NHHOM MY3bIKa/IbHO-CMBIC/IOBOM MPOCTPAHCTBE MTHY-
HOCTHbIX rON0COB, COOPaHHBIX B 3TOM MY3bIKAIbHOM «<CeH9acy
W3 pa3HYHbIX BpeMeH (B 3TOM cMbicnie «CTpacTH» BO MHOTOM
HacnenyroT GOrocnoBCKYHO al/IeTOPHYECKYH) TEXHHKY. TaKke
HaMpaBNeHHYIO HAa CO3JaHHe TaKoil MHCTHYECKOH oaHOBpe-
MEHHOCTH). PaloM ¢ HemocpeacTBeHHbIMH Y4aCTHHKAMH CO-
6biTHIE — XpucTom, [TunaToM U Ap. — 3Jeck NPHCYTCTBYET H
CBHETE/Nb-EBAHIeNIHCT, yXKe OTIeNeHHbIH OT NMPOMCXOAALEro
HeKOil BpeMeHHO AuCTaHLMel; CHO[a e — B XOpanax W apHax
— Kak Obl BKNIOYeHbl W coBpeMeHHHKH baxa, nepexusarowne
COOBITHA M3 MHOrOBEKOBOH nepcnexTHBbl (0Do3Hawaembie B
TekcTe popMO# «MbIn), M, HAKOHELl, HEKAA BHEBpPEMEHHan, MC-
TOPHYECKH [anexkas OoT XpPHCTa, HO BHYTPEHHe NpeNenbHO
6nuikan emy «aywa» (B Texcte CtpacTeit — «an).

OnHako nnaHbl ITOH TPAHCBPEMEHHOH CTPYKTYpPbl Ha-
xonaTca, Gnaroaaps My3bike, B NOCTOSHHOM B3aHMONEHCTBHH.
Kak nuwer Pydo MaKoren, rny6oko ocosHaBiuas cMbICIoBy O
nonudornto 6axosckux «Crpacteit», B Hux «sce obpawaerca B
JIHANOr», «personae paiNHYHbIX (UKTHBHBLIX BPEMEH H Mpo-
CTPAHCTB OKa3bIBAKOTCA CBAIAHHBLIMM Mexay coboiin. Myasika
AKTHBHO Y4acTBYEeT B CO3/IaHHH ITOMO C/IOBECHO-CMBICIOBOIO
MeXBPEMEHHOI0 W MEXMpOCTPaHCTBEHHOINO KOHTHHYYMA: «TO-
HANIbHOCTh CBA3bIBAET ITH JaNeKHe B PEaNbHOCTH APYr OT
[pyra cyluecTBa B BooGpaKaeMyr0 HenpepbiBHOCTB», «MOTHB-
Hbl€ COOTHOLUEHHA 3aCTABNNKOT MX OTBEYATH APYr APYry, He-
CMOTPA Ha HENMpPeoJONHMYIO IHCTaHUHIO». My3bika B COKO3€ CO
CNOBOM «CO3/Ia€T HOBOE IMNATHYECKOE H HHTepcyOBLeKTHBHOE
MPOCTPAHCTBO, B KOTOPOM BCE YYBCTB2 H CTPAaCTH MOTYT ObITh
NPOTHBOMNOCTABNEHb! APYr IPYry W MpHMupess» . B ux cno-

192

HaCohen R. Fictional Planes and their Interplay: The Alchemy
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BECHO-MY3bIKa/lbHOH CTPYKTYPE BCE CYIECTBYIOT Kak Owl on-
HOBpPEMEHHO, BCe BHAAT APYr ApYra (3TOT BH3HOHEPCKHE MoO-
THB [IaH YK€ B [Hanore BCTYMHTenbHOro xopa: «<Y3ipute! Ko-
ro? JKeHuxa!»), Tak 9TO xpucTHaHCKasd oOuiHHa («MbI») BKIIO-
YaeTCA B [HAIOT, MPOHCXOAMBIUHA MHOro cToneTHil Haszan:
OHa OTKIMKaeTCA Ha mMpopoyeckue cnosa XpucTa o cobcTeeH-
HOM pacnaTuu: «JIrodnmeilimuii Mucyc, kakum npecTynieHu-
€M Thbl 3acNy>KHn Takoil npuroeop?» (Me 3), Ha Bonmpoc yueHu-
KOB Ha TaiiHo#t Beuepe «He A nH, 'ocnoaAu”» COKpYLUEHHO OTBe-
4aeT 3a HHX: «310 A» (Ne 16). XpucThaHckaa «aywan (liebe
Seele) — cyObekT apuii W XOpanoB — MPHCYTCTBYET MpPH CO-
OBLITHAX, HIBLABNAA TOTOBHOCTH JONHTH «ropbkyl0 yamy» [ed-
cuMaHckoro cana (Me 29), nponuBaeT cne3bl BMECTE C Npeaas-
wuM HMucyca Tlerpom (MNe 47), npeanaraer cBoe cepaue Kak
niaTty 3a npexpaweHue OuyeBanua (Ne 61), cTpeMHTCA B PyKH
Xpucra, «npoctepThie, 9T00bI 00HATE Hac» (N 70) u, Hako-
HEell, «3achinaeT» BMecTe ¢ XpHCTOM B cueHe norpebeHua:

Euer Grab und Leichenstein
Soll dem dngstlichen Gewissen
Ein bequemes Ruhekissen

Und der Seelen Ruhstatt sein.
Hdéchst vergniigt,

Schlummern da die Augen ein.

«Tros Moruna W HaarpoOHBIA KaMeHb YCHOKORT CMATEH-
HYIO COBECTL M CTAHYT MECTOM YMOKOSHHNE [NA AYLIH.
¥ noBneTROpEHHLIE, JECh JAKPOIOTCH B APEMOTE rNalas.

Takum oGpazom, My3bikanbHad nNonu(OHHA 34€Ch B Ca-
MOM Jene nepecTaeT ObIThE POPMANLHO-IBYKOBBIM AB/IEHHEM H
CO3A3eT, NMPH NOMOILM CNOBA, CMLICIOBYH) MONH(OHHYECKYIO
CTPYKTYPY OrpoMHOro maciutaba.

of Forms and Emotions in Bach’s «St. Marthew Passion» // Mu-
sic and Signs: Semiotic and Cognitive Studies in Music. Bra-
tislava, 1999. P. 421-431.
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Mgl yBHOenu, Kak cnoBa W My3blKa (mpexae BCcero mo-
nugoHuyeckas) BcTpedarwoTca B Tomoce concordia discors, B
CBA3aHHOH € HMM DHTODHYECKOH KOHLUENUHH OCTPOYMHA H,
HAKOHell, B TOW «OJHOBPEMEHHOCTH BEYHOCTH», KOTOpas cO3-
NaeTCA W B CPENHEBEKOBOH anneropHH, H B MY3bIKalbHO-
cMbICNoBO# cTpykType GaxoBckux [Taccuonoe. Ham octanocs
paccMOTpeTh NOCTeaHee, caMoe MO3/IHee MOHHMaHHE CnoBec-
HOH MONUGMOHHUH KAK AMANOra NHYHOCTHBIX TONOCOB, HHAMBH-
OyanbHbIX CMBIC/NIOBbIX MO3IWLKIA, TOYEK IPEHHA, — TO MOHH-
MaHHe, KOTOpOe JUIA HAc Mnpexae BCero accouMupyercs ¢ pabo-
Tamu M. M. baxtuna. Mexay Tem oHo Gbino 3an0XeHo B He-
Apax caMoro My3bIKOBENeHHA, W3aasHa ynonobnaswero ronoc
B nonupOHUYECKOR My3IbiKe THYIHOCTH, XxapakTepy. Takoe no-
HHMaHHe HAXO[AHT ACHOE BbIpaKeHHe B MY3bIKOBEAYECKHX TeK-
ctax pybexa XVIII-XIX sexor. ['enpux Kpucrod Kox B «My-
3bIKAILHOM nekcHkone» (1802) onpenenser nonudoHMIO Kak
MY3bIKY, «B KOTOPO#l BBIPaXalOTCA 4yBCTBA HECKONBKMX /10
neii»™. Morann ®opkens B 1802 r. nucan o baxe: «lonoca B
ero npou3ssenenuax Guinu ans Hero kak GbI NHIHOCTAMM, KO-
TOpble, Kak Hekoe 3amkHyToe ofwecTso, obwaroTcs apyr ¢
apyromy»'™. JlioBonbiTHo, uto Man XKak Pycco ¢ ouens noxo-
KHX NO3MUMA KpuTHKOBan nonudonuio xak abcypaHoe oaHo-
BPEMEHHOE COYeTaHHe «aByX peueiin: «Korna ase menonuu
3BY9aT OJHOBPEMEHHO, OHH YHHYTOXKAKT APYr Apyra W JH-
WAOTCA BCAKOro 3ppexTa... 310 BCe paBHO, Kak ecnH Obl KTO-

Koch H. Ch. Musikalisches Lexikon. Llur. no: Frobenius W.
Polyphony // The New Grove dictionary of music and musi-
cians. Vol. 15. L., 1980, P. 71.

«|Bach] seine Stimmen gleichsam als Personen ansah, die sich
wie eine geschlossene Gesellschaft mit einander unterredetens.
— Forkel J. N. Uber Johann Sebastian Bachs Leben, Kunst und
Kunstwerke. Leipzig, 1802. S. 40-41.
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TO pelHN NPOH3HOCHTL cpa3sy ase pe4H (deux discours), 4T00BI
npuaaTh Gonee CHIIbI CBOEMY KPaCHODEIHIO» .
PoMaHTHuYecKad MO3ITHKA, OTKPOBEHHO OpPHEHTHPOBaH-
Hafg Ha MY3bIKAIbHblE KaTeropHH, MEPEeHOCHT MOEH) KOHTpa-
NYHKTA KaK [JHA/NOra roiocoB Ha NMTepaTypHOe MpOH3BeleHHe,
Mpex/e BCero Ha KpYMHble »KaHpbl — POMaH H ApaMy, KOTO-
Pbi€ MpeacTaBNAKOTCA NMONH(POHHYECKHM CIUVIETEHHEM JIHYHO-
CTHBIX NONIOCOB, HO TaKKe H TeM, MOTHBOB, 9yBcTB. Obpa3uo-
BbIMH MNONH(OHMHECKHMH NHcaTenaMH crTaHoBaTcA [ére (B
«Bunsrensme MeiicTepen) u, B ewe Gonbuwed crenenu, Llek-
cnup. ®uHan nepsoit kuuru «onos yuenus Bunvrensma Meii-
crepan, nHweT . lnerens, «nonobex nyxoeHoil My3bike, rie
camMblie pa3NiHyHbIe ronoca CTPEeMHTENBHO CMEHAKOT ApYT Apy-
ra, nogobHO MHOKECTBY MaHALUMX OT3BYKOB HOBOIO MHpa,
4y[eca KOTOPOro [OMKHbI ABHTHLCK mnepen Hamu»' . [lbeck
lllexcnupa TPakTYIOTCA Kak BHPTYO3HOE KOHTPanyHKTHYECKOe
cnneTeHHe MOTHBOB MNM xapakTepoB. Hawano stomy my3bi-
KanbHOMY noHuMaHuio Llekcnupa knager ®puapux llnerens:
«B wexcnupoBckoM 0OpaieHHH ¢ HOBENNAMH MHOIO KOHTpa-
NYHKTA... OH CaM BbiOHpaeT TOHANBLHOCTb H COMPOBOXK A KOLIHE
akkopabl ans rewepan-6acas'”; 3a mum Iennunr B8 <®uno-
copuu MckyccTBa» xapakTepulyer lllekcnupa kak «Benuuaii-
Wero MacTepa rapMOHHM W [PAaMaTHY9ECKOT0 KOHTPanyHKTas:
«[lepen HaMmu 34eck He MPOCTOH PHTM ONHONO EAHHHYHOTO

i Rousseau J.-J. Ctarea =Menoaus= (Melodie) na «Dictionnaire
de musiques (1768) // Rousseau J.-J. Oeuvres complétes. P.,
1995, Vol. 5, P. 885.
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Hlaezeas @. O «Mefictepes [ete (1798) // Ulnezeas . Ic-
Teruka. Puwnocodua. Kpuruka / INMepes. 0. H. MNonosa. M.,
1983, T. 1. C. 319.

«Es ist viel Contrapunct in Shakespeare’s Behandlung der No-
vellen... er wihlte die Tonart selbst und die begleitenden Accorde
zum GeneralbaBn. — Schlegel F. Literary notebooks. 1797-
1801. Cit. ed. P. 123.
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NPOHCILECTBHA, HO BMECTE C HHM BCE €ro OKpPyXeHHE H C pa3-
HbIX CTOPOH HIYyILLIEe ero oTpameHHe»; Tak, B «Kopone Jlupe»
«Cyabbe OTBEpPruHyTOro CBoHMH aouepbmH Jlupa npoTHBOmOC-
TaB/IAETCA HCTOPHA ChiHa, OTBEPTHYTOTNO CBOMM OTLIOM, H Tak
Ka)K[IOMY OT/AeNbHOMY MOMEHTY LIeNoro — [Apyroi MOMEHT,
KOTOPbIM NEpBbIfi CONPOBOXKAAETCA H B KOTOpPOM oToOpaxaeT-
can'™,

OpaHako Haubonbwyro HaCTOAYHBOCTE B NPHMEHEHHH K
apamam lllekcnipa nonugoHHIecKkuX GopM NpOABHI B Cepeu-
He XIX cronetus nucarens Orro Jlroasur; B ceonx «<llexkcnu-
POBCKHX LUTYAHAX» OH MOCTOSHHO TOBOPHT O <KOHTPanyHKTe
XapaKkTepoB», «IBOHOM KOHTPanyHKTe», «fyre neficTBHA» W T.
n.'” Ocobbiit uHTepec npeacTasnseT rnasa <[lonuponnseckmii
nuanor» (w3 wryanit 1851-1855 rr.), B xoTopo#i mMoOHHMaHHe
CNOBECHO-CMBICIOBOH NONHGOHHH BLIXOAHT Ha MPHHUHNHANL-
HO HOBbIil ypoBeHb. B «nonudoHHueckoM auanore», no MHe-
HHIO JIH0ABHIra, KONMYECTBO «IONIOCOB» OMPENeNAeTCs He KO-
NTHYECTBOM peanbHbIX (PHIMYECKHX Y4ACTHHKOB, HO KONMHYECT-
BOM BHYTPEHHHX CMBIC/IOBBIX MO3HUHA (HIH, B TEPMHHONOIHHK
Jlonsura, «MHeHuit», «yMbicnos»). [TpuiTH Kk TakoMy NOHM-
MaHHIO «NONH(POHHISCKOro AHANOTa» MYy NOMOTIa MY3IbIKalb-
Hafd aHanoruA — €CNH B MY3bIKe KOJIMYECTBO (PH3IUYECKHX HC-
NoJHATENEH He PaBHO YHCAY rofIoCOB (ABYXroO/IOCHAaA MY3bIKa
MOMET HCNONHATBCA NHOOBIM COCTABOM NEBUOB), TO HEYTO
nofobHoe MOKET NPOMCXONMTE H B C/IOBECHOM JIHANOTre:
«Korma nsa wnu Gonee y4acTHHKOB OOBEAMHAKOTCE NPOTHB
OQHOTO MJIIH HECKONBKHX, T. €. AEHCTBYHOT HMCXOAA M3 OJHOIO
MHEHHA M CTPEMACH K OAHOM WeNH, TO ITO BCErO JHIUL Pasro-
Bop asoMx (Zweigesprich), Bpone ABYXronoCHOro MEHHSA, Hc-
nonHsemoro ODonee wem nBymMsa neBuamu». HacTosmwmii nonu-

llenaune B. @. dunocopua uckycctea / Mepes. I1. C. Mo-
nosa. M., 1966. C. 205.

Ludwig O. Shakespeare-Studien. Halle, 1901. §. 139.
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(hoHHUECKHH AHANOT HMEET MECTO TaM, r/ie KaX/Abifi y9aCTHHK
«FOBOPHT HCXOMAA H3 0c0BOTro ymbicnas=, rae B ONHOM H TOM Xe
pasroBope mapanjenbHo APYr APYrYy NPOXOAAT HECKONLKO
«pa3NIMuHbIX PAJOB 9YBCTB, CTPEMIEHHH W BO33peHmi». Takoi
auanor Jlwoaeur ynonoOnser <nonH(pOHHYECKOMY CKAamgy»,
«rfle BCTPEYAKOTCA M MEPEKPELUMBAIOTCA pa3/IH4Hble ronaoca,
HMEIOLLIHE Pa3Hblit PHTM, COXpaHAIOLINE CBOE CBOEOOpa3He .
JIroasur nepebiM M3 aAenTOB HAEH crnoBecHol monudo-
HHH HHTEPHOPH3HPOBAN MY3bIKAJIbHOE MOHATHE TO/IOca: Tonoc
B C/TOBECHOH MYy3bike Obin OTOXIECTBNEH MM He C BHellHeil
NAHHOCTHLH) TFOBOPALLEro MEepCcoHaXka, HO C BHYTpPeHHe#d no3u-
uuell — «yMbICIOMY, «CTpeMIeHHeM» H T. n. UmeHHo 3Ty nu-
Hur npomonxun B XX sexe Baxtuu, 6Gaaronaps koropomy
ponk «0bpa3ucBoro» NoONH(OHHYECKOrO MHCATeNs Nepeuia K
Hoctoesckomy. Tonoc concordia discors B CKpeITOM BHIE CO-
XpaHAeT H ¥ HEro WIBECTHOE 3HAYeHHe, 4TO BHAHO W3 paibpo-
CaHHbIX NO KHure o [locToesckom onpeaeneHuit nonudonuge-
CKOrO pOMaHa: «BEYHAA rapMOHHA HECTHAHHBIX FOMOCOB HAM ...
HX HeyMonuHblii W OelbicxoaHblit cnops; «MHOXKECTBEHHOCTD
CAMOCTOATENbHBIX H HECNMAHHBIX FONOCOB H CO3HAHWA».
«HecnuanHocTey — OGaxTHHcKoe cnoso mna discordia; HO H

«Wenn zwei oder mehr Personen gegen cine oder mehrere vereint,
d.i.aus einer Meinung heraus und nach einem Zweck ar-
beiten, so ist das nur das Zweigesprich, wie ein zweisimmiger
Gesang, der von mehr als zwei Singem ausgefihnt wird. Nur wo
drei oder mehr Personen, jede aus einer besonderen Absicht her-
aus spricht, oder drei verschiedene Reihen wvon Gefihlen,
Bestrebungen und Ansichten in demselben Gespriche einander
modifizicrend, oder nur kontrastierend, neben einander hergehen,
da ist ein Dreigesprich. In solchen Szenen ist das eigentlich
dramatische Leben am stirksten, in solchen polyphonen Satzen,
wo sich verschiedene Stimmen in verschiedenen Rhytmen, jede
cinzelne mit gehaltener Eigentimlichkeit begegnen und durch-
kreuzen...». — Ludwig O. Polyphoner Dialog // Ibid. §. 22-23.
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uaes concordia — cHnbl, oObeaMHAIOWIER pa3sHOTNacHOe, —
HAXOAMT Y HEro BbIpa)K€HHE B MOHATHH «COOBITHA»: «XyaAO-
KeCTBEHHadA BONA NONH(OHHH €CTh BONA K COYETaHHID MHOTHX
BOJIb, BONA K CODLITHIO», sMHOXKECTBEHHOCTb PAaBHOMpPABHBLIX
CO3HAHMA C MX MHpaMH COYETalOTCA 3[ecCh, COXPaHAs CBOK
HEC/IHAHHOCTD, B €IHHCTBO HEKOTOPOrO COOBITHA .

Toukoii, roe copepuwaeTcs Nepexol OT MY3bIKanbHOH K
cnosecHoil nonupoHuH, Y BaxTHHA cTaHOBHTCA NMOHATHE «ro-
noca». JIKOABHI He Hawen ToYHoro obo3HaueHHA AN TOrO He-
TOMX/JECTBEHHOI'D BHELIHEMY TMepPCOHaky cy0beKTHBHOIO Hada-
na, KoTopoe, cOBCTBEHHO, BBLIPAXKAETCA B «rONOCE»: OH HA3bl-
BAeT €ro TO «YMbIC/IOM», TO «dyBCTBOM», TO «MHeHHeM». bax-
THH HAaXOJHMT 3TO CMOBO: «roNoC» — MeTadopa BbIpakKaIOLWEro
cebA (HO He BONMOLUEHHOTO MNH OBELIECTBAEHHOI0!) COIHAHUA.
My3bikanbHblit 00pa3 HyxeH BaxTHHY HMEHHO mOTOMY, 49TO B
MY3blKe BbIpa)KEHMe HE CONPOBOXKIAETCA BOMIOLUEHHEM HIIM
OBeLUECTBIEHHEM; B MY3bike BCE BBIPAXEHO, HO HET HHHEro
BHewHero. Tak u y [locToesckoro repoft «He 06bekTHbIR 06-
pa3, a NOMHOBECHOE CIOBO, YHCTHIA ronoc; Mbl ero He BHIAWM,
MBIl €ro CNbILIKHM; BCE e, YTO Mbl BHAHM H 3HaeM, NMOMHMO
€ro C/I0Ba, He CYLIECTBEHHO W MOT/IOWAETCA CIOBOM.. . » .

OrtmeTnM B KHHre baxTHHa gBa MOTHBa, KOTOpbIE ne-
HAT PALOM C NOHATHEM MHOTOTOMIOCHA: MOTHB OIHOBpEMEH-
HOCTH («TONBKO TO, 9TO MOXeT ObITh OCMBIC/IEHHO [aHO Of1-
HOBpPEMEHHO, 9TO MOXET ObITh OCMBICTIEHHO CBA32HO MEXIy
cobol0 B OJJHOM BpEMEHH, — TONBKO TO CYLIECTBEHHO M BXO-
AT B MHp [1OCTOEBCKOro...») H MOTHB BE4YHOCTH («B BEYHO-
ctH, no J[locToeBckoMmy, BCce OAHOBPEMEHHO, BCe COCY-
wecTByeT»)". O6a 3THX MOTHBA BK/IIOYHIMCH 3aech, y Bax-

Baxmun M. M. TNpo6nemul noytukn doctoesckoro. M., 1979,
C. 6-7, 25, 36.

Tam xe. C. 62.
Tam xe. C. 34,
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THHA, B NePeKIHuKy ¢ Haeel nonudoHHH AANEKO He CIydafHo:
Belb, KaK Mbl yxe BHaenH, 00a oHH ObuH u 0o BaxTHHa BO-
Biie4eHBl B €€ CMbICNIOBOE pa3BuTHe. Ecnu uoes MHororonocus
C CaMOTO CBOET0 3apoXkJieHHs B MOHALUECKOH cpelde paHHero
cpe/iHeBeKOBLA Oblna cBA3aHa ¢ MaHepoil JK3ereTa BOCTIPHHH-
MaTh BCE CMBIC/TbI, JIH9HOCTH H TOJIOCA KaK COCYLLUEeCTBYHOLLIHEe
B BEYHOCTH; €CNH OHa, TakuM o0palom, u3HaswansHo Obina
TPaHCMY3bIKanbHOH, — TO W KHHry baxTuHa cneayer pac-
CMaTPHBAaTh B KOHTEKCTE ITOI TpaaHLKK.

Mrak, concordia discors npeanonaraeT oQHOBpeMeEH-
HOCTBb Pa3NM4HOTD, KOTOpas MpeTBOPAETCA B My3bike (B OCO-
BerHo asHo# Gopme — B My3bike nonudoHHYECKOH), HO TakxKe
H B Cpe/IHeBEKOBON anneropuu, 8 6apoYHOM NMpPHHUHME OCTPO-
ymua, B OaxoBckux [TaccuoHax, B pomanHoil noaTuke [docto-
eBckoro. OHOBpEMEHHOCTL Pa3IHYHOID, «COT/IaCHE Hecorniac-
HOron ¢ Haubonblielf OYEBHMAHOCTLIO MPOSBNEHA B MY3bIKe,
INA KOTOpOit 3Ta OJIHOBPEMEHHOCTL «ecTecTBeHHa». ONHAKO H
TeKCT — DBOrocnoBCKMiA W, POMaHHBIA TH — MOXET CleNaThb
3TY eCTEeCTBEHHOCTbL CBOMM MCKYCCTBOM, HafiTH CBOH NYTH
0nA BeipaxeHHa concordia discors H TeM CaMbIM CTaTh «Ipy-
roft My3abikof»,

Ecnu cpeaneBexoBas My3bikanbHas nonupOHUA B CAMOM
[efle yXO[Mna CBOMMH KOpPHAMM B Gorocnoeckoe yueHue o
MHCTHUYECKOH OJHOBPEMEHHOCTH BETXO03aBEeTHLIX M HOBO3a-
BETHbIX COOBITHA, BbIpaas 3By4aHHEM OIHOBPEMEHHOCTE B
BEYHOCTH, — TO B monugonugeckoM mupe [locToesckoro 3Ta
Hes MnepexHBaeT CBOEro poja BockpeweHue: «B nnane ceoero
PENMIHO3HO-YTONHYECKOT0 MHUpOBO33peHHa [locToeBckuil ne-
PEHOCHT [Hanor B BeYHOCTb, MBICNA ee Kak BeqHOe Co-
panoBaHue, co-niobopaHue, co-rnackesn. [manor  Kak
«[ADMOHMS HECMHAHHLIX TONMOCOB», Kak concordia discors no
HoctoesckoMy H baxTuHy, npeactasnseT coboit oaHOBpeMeH-
HYI JIAHHOCTh BCEX TONIOCOB B BEYHOCTH — JAaHHOCTbL MY3bl-
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KaNbHO-PENHrHo3HY0: «[T03TOMYy AMANOr B CYLIHOCTH HE MoO-
KET M He JOJKEH KOHUHTHCA .

My3ssika xkax obaacmb udeanbHbLX CAOBECHBLX HIOpM

Waes o My3bikanbHOM YCTPOHCTBE CMOBECHOrO MpOH3-
BE/IEHHS He MOr/la O[HaX/bl HE HaBECTH HA MbICITL O BOMIO-
LUEHWH B HEM MY3blKanbHbIX (opM. «DHKUKA» MYILIKH CNOBa
HH B YeM He MPOABH/IA C TaKO# CHIOH CBOIO MPOAYKTHBHOCTE,
KaK B OFPOMHOM KO/NHYecTBe crnoBecHbiXx ¢yr, comat, cumdo-
HHil, BapHauuit W naxe «pomanco Ge3 cnos» (Bepnew), co3-
AaHHBIX 32 1Ba C IHIIHHM BeKa.

LIupokoe «3aHMCTBOBaHHE» MY3bIKANbHbIX (HOPM NHTE-
paTypoil HauMHaeTCA, MO-BMAMMOMY, C INOXM POMAHTHIMA,
onHako u CpenHue Beka OCTaBHIM Mo KpaiineR mepe oaMH na-
MATHHK CNOBECHON MY3IbIKANLHOCTH MMEHHO TaKoro posa —
«Kuury menoaumit» (Liber melorum) epbepra bocxama (X1 B.),
npeacTaBnAOWY coboll «My3bIKaNbHOE» NPOAONKEHHE HM
Ke HAMMCAHHOrO XKMTHA (vita) apxuenuckona Keurepbepmii-
ckoro Tomaca bexeTta, kak Obl COBECHYIO MOCTNIOAMIO K Hedl:
«N0 3aBEPLIEHHH MCTOPHH CBATOINO MYXa, Kak Toc/le HeKOoero
HAYaNbLHOrO MECHONEHHA, NPHHATO HIPaTk Ha Kudape»n. OnHa-
KO HHKAaKHX COOCTBEHHO MY3bIKANbHBIX MENOAHA B KHHIE HET,
3aABNeHHan «<Hrpa Ha Kudape», Kak W HaIBaHWe BCErO COMHHeE-
HHA — MeTadopel. XKu3Hbe cBaToro Myxa ans bocxama no-
no0OHa My3bIKe: OHA HMEeT «CO3IBYYHA» (consonantia) ¢ XH3IHBIO
XpHcTa; HanpuMmep, mMepBoe CO3IBYYHE — «CXOACTBO WM rap-
MOHHA (concordia) Mexay 3pumoii OHTBOH My4YeHHKa-BOMHA H
3pumoit GuTBOi XpucTa-umnepaTopa»n. KaxaoMy co3ByuHio
COOTBETCTBYET MeNOAMA (T. €. r/iaBa) KHHIH, @ NOTOMY «Mbl
HalbIBaEM MENOAMAMH TNIaBbl KHHIH, B KOTOpPOi Kak Dbl 3BY-

Tam xe. C. 294,
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WaT 3TH cOo3ByuMs Kudapsi»™. BocxaM (aKTHIECKH TpaKTyeT
a/17IErOpHI0 Kak HeKHi MY3bIKalbHEIH (PEHOMEH: COOTBETCTBHE
MeXIy anneropHeil H ero «03Ha4aeMbiM» OCO3HAHO KaK CO3BY-
9He, KOHCOHAHC, a JKaHPOBOE ONpe/leNleHHe KHHIH KaK «Meno-
OHH» 31€Ch, MO CYTH, ABNSETCA €CTECTBEHHbIM MPONONKEHH-
€M an/eropM4eckoro OTOXAECTBAEHHS XH3IHH CBATONO ¢
«MY 3bIKOH®.

Brnots A0 koHua XVIII croneTus metadopuueckoe ne-
peHeceHHe Ha CJIOBECHOe MpOH3Be/eHHe «BHeCHOBECHBIX» MY-
3bIKaNbHBIX (POPM BCTPEYaeTCA CNOPaAHYeCcKH, rnaBHbIM obpa-
30M B KauecTBe HEKHX MOCTATO4YHO ciaydaiiubix MeTadop,
BCIUBIBAKOLLKX B NHTepaTypHo#l kpuTHKe. Tak, Camioane bat-
nep cBoil HeoaoOpHUTENLHBIA OTILIB O CTHXOTBOpeHHAX [IxoHa
Honna obnekaer B My3bikanbHoe cpaBHeHHe: «CouMHEHMA
nokTopa [loHHa HamOMHHAKOT (PAHTAIMIO HAH MPENIOAHIO, B
KOTOpOil aBTOP He CBA3aH KakUM-NHOO0 nnaHoMm, HO MOXeT me-
HATH TOHANLHOCTb WIIM N1aA Kak emy Gnaroyroano»™.

CucremaTHueckyro paboTy no nepeHeceHHio My3ibiKanb-
HbIX KaHpOB B 0ONAacThb CNOBECHOTO TBOPYECTBA HAYHHAKOT
poManTHKH: JI. Tuk u K. BpeHTaHO NHWIYT CNOBECHbIE «CHM-
(houmum», noaaxee Tomac Myp coannseT «menoaun=, Tomac ge
Kyuncn — «®yry cHounenuit= (B cbopruke cce «AHrnuiickas

208 . a R ) . . 3
«Finita sancti vini historia velut quodam pracmisso cantico, mox

sicut citharizantium mos est, ad laudem martyris tres subjicimus
consonantias, ex quibus formati sunt meli tres. Prima consonantia
est de consimilitudine seu concordia visibilis pugnae martyris mi-
litis ad visibilem pugnam Chnsti imperatoris; et inde formatur
melus primus. (...) ...Unde et libellum consonantias has citharae
instar resonantem nomine melorum inscripsimus». — Herbertus
de Boseham. Liber melorum // PL. Vol. 190. Col. 1293-1294.

«Dr Don’s writings are like Voluntary or Prelude in which a man
is not ty'd to any particular Designe of Air; but may change his
key or moode at pleasure..». — Burler S. Characters and
passages from note-books. Cambridge, 1908. P. 402.
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NoYTOBaA KapeTar); Aanee MOABNAIOTCH Takxke BapHauuu («Ba-
pHALHH Ha BeHeuWaHCKHH kapHasan» T. [oTbe), coHaTel
(nanpumep, «CoHaTa npuipaxkos» A. Ctpunabepra) u T. n. B
Ha3BaHHAX QUTYPHPYIOT He TONLKO XKAHPbI, HO M TEXHHYECKHE
TepMHHBI MY3bikH (0T «[l03THYECKHX W PENHIHOIHBIX rapmo-
HHii» JlamapTuHa no «KonTpanyHkTa» Xakcinu), 9TO yka3biBa-
€T Ha YCBOEHHE TO NIH MPHEMOB MY3bIKaNbHOW KOMMO3IHLHH,
TO TH OOMWMX MPHHLKMNOB MY 3bIKALHOCTH.

Bo MHOrHX cnydasx My3biKalibHOE HalBaHHE — OTKpO-
BEHHAA YCNOBHOCTB, HHOT[A OHO CONMPOBOX3ETCH MCKPEHHHM
CTpPeM/IEHHEM [OCTHYb CXOACTBA C My3biKanbHOH copmoi —
Hanpumep, B «byre cmepTu» lNMons Llenana unu B neece «Co-
HaTa U TPH FOCNOAMHA, HNH KaK MY3biKa [0/1KHA FOBOPHTb=
/Kana Tapave (1955), rme MMMTaUHA MY3bIKANbHOH (HOpMBI
co3naeT komHueckuii adexT. B «annauTen ITol nbecsl Tpoe
rocrnoj, 3eBaf, HECUYETHOE YHMC/IO pal MPOMIHOCAT CO BCE HO-
BbIMH JIMPHYECKHMH HIOAHCAMH CJIOBO «Beuep»; Kalauc, 3a-
BEPLUAIOULHI COHATY, «BOCCO3/1aH B CNOBe» cneayrowum obpa-
I0M:

B (ob6pawasce x C): ¥1...7 (JoMuHaHTa).

ITaysa.

C: ...po! (Tonuka).

B nuTepaTypoBeieHHH OMBITBI MO MPHMEHEHHIO K CNO-
BECHOMY TEKCTY MY3biKanbHbIX (OPM HAYMHAKOTCA C CepelH-
bl XIX Bexka. [TnoHepoM 3zech BBICTYNHI, BHAMMO, YXKe
ynoManyTelii OTTo JI1OABHI: CNOBHO MOAXBAaTHB HAEH) HEH-
CKHX POMAHTHKOB 0 TOM, 4T0 LllekcnHp «n03THIECKH MY3IHUH-
poBan» B CBOHMX mbecax, JIKOABMI J0Ka3IbLIBAET, YTO YHHBED-
canbHad (OPMa WEKCMHPOBCKOW KOMMNO3KMUMH — COHAaTHas
(3TO He MellaeT eMy, KaKk Mbl yxe BHaenH, HaxoauTs y lllek-
cndpa ¥ nonugoHHueckue d¢opmbl). OOHAKO, B OTNHYHE OT
HEMELIKHX POMaHTHKOB, He OONajaBIUHX CNEUHANIBHBIMH MY-
3bIKOBENYECKHMH 3IHAHHAMH H TMO3TOMY BbIHYXKIEHHBIX B CBO-
MX PpacCyX[eHHAX O CJIOBECHOH MY3bIKAILHOCTH OrpaHHYH-
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BaThCA CaMbIMH 0OWMMH aHanoruamu, JlloaBMr pa3lBuBaeT
cBoil Te3uc BecbMa feTanbHo. B Tpareamax Illexcnupa oH Ha-
XOOMT 3JKCMO3MUKIO rnaBHoit W mobouo# mapTuit (moa rnas-
Holi MmapTHell NOHMMaeTCA Wies, BOMMolllaeMas T/1aBHLIM Mepo-
eMm, noa mnobGowHoit — «dakToOpbl TparW4eckoro MpPOTH-
BOpeuHA»), pa3paboTKy, MPOABNAIOUWIYIOCE B Pa3BUTHH «MOTH-
BOB TeMbl», B HX «60opbbe Ha KH3IHb M Ha CMePTHY», H, HAKOHel,
penpu3y («TpeThH 4acTb»), KOTOpPas NMPHHOCHT pa3pelueHwe,
ycnokoeHue M npummupenne’ . My3bIKanbHble aHANOrHH 3aBO-
AT JIoaBHra HacTONBKO [aneko, 9To B LIEKCIHPOBCKHX pe-
npH3ax OH HaXOAWT BO3BpallleHWe rNaBHOH Tembl «B mapan-
nensHoM mMuHope». [Tpn 3ToM JIloaBHr HHCKONBKO He CMYLLa-
eTca TeM obCTOATENBLCTBOM, 9TO B My3bike Bpemen Lllexcnupa
coHaTHas (opma ellle He CylllecTBOBana.

IMpumepno nonsexa cnycta Ockap Bansuens naer o6-
wescTeTHYeckoe obocHOBaHMe MR nNonOOHBIX M3LICKaHMMA:
rnasHbiit apnkywmit GakTop B MCTOPHYECKOM paIBHTHH MC-
KyccTBa — «Bonif K cdopme= (Formwille), KoTopas cxolHbIM
obpazom npossnseT ceba B nuTEpaType M APyrMx MCKYCCTBax.
Bepa B TO, 4TO 3aKOHBI Xyn0KecTBeHHOR GOPMBI H ee IBONIO-
LUMH B UENIOM eIHHB] I BCEX WCKYCCTRB, no3leonset Bansuenwo
NepeHoCHTh Ha NIHTEpaTypy npakTHueckw nonubil Habop wi-
BECTHBIX &MY MY3bIKaNbHbIX GOPM (OT NPOCTBIX =NECeHHBIX»
10 coHaTHOI)™.

i uaen obpenu Hemano nocnenoeaTeneit: xapakTepHa
ctatea B. ®nemmuHra, B xoropoil yra paccmaTpHBaeTca Kak
YHHBEpPCANbHbIA «KOMMO3IHUHOHHbLIA MPHHUMM» HCKyccTBa Oa-

* Ludwig O. Allgemeine Form der Shakespearischen Komposition
(Studien aus dem Jahren 1860-1865) // Ludwig O. Cit. ed.
S. 375-376.
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Cm.: Walzel O, Gehalt und Gestalt im Kunstwerk des Dichters.
Berlin-Neubelsberg, 1923.
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POKKo. ABTOp HaXoAMT ¢yry He TONbKO B CMNOBECHBIX MPOM3-
BEJEHMAX, HO W B XKMBOMMCH, B apxuTekType (nectuuus Ho-
ranHa Heiimana), B [1eKOPaTHBHO-TIDHKIAAHOM MCKYCCTBe
(BnnoTh 1o Gokanos!)™.

Wnes ynupepcanbHOCTH NpHHUKNOR hopmoobpaizoBaHua,
AKOOLI OAMHAKOBBIX 1A MY3bLIKH H IUTEpaTyphbl, Ha MPOTAXKe-
HuH Beero XX cTONETHR cnykmuna ponwedHoH nmanoukoi Ans
OYeHb MHOIHMX McclefoBaTened, KOTopele CTpeMHIHCh NHbO
MPOBECTH AHANOMMM MeX/y NHTepaTypoil W My3bikoil, nubo
BBIBECTH H3 MY3blKH «00Lue3CTeTHYECKHE NPHHUMMBI GOPMBIN.
lanc-I'enpux YHrep, aBTop NHOHepCKOH paboThkl 0 pHTOPHKE B
My3bike Oapokko, nMpoBO3rAacHa, 9TO B MOIIHH M MYy3biKe
«UAPAT CXO/IHbIE 32KOHbI KOMIMOIMUMHK; W 31ech (T. €. B MOIIUM
— A, M), Kak H B My3biKe, COBEPLUEHHO aHANOTH4HbIM 00pa-
30M JIeliCTBYeT NPHHUHN BOCXOXKIEHWN, JOCTHKEHWA Bep-
WHHHOA TOYKH, CNaja, MOATOTOBKH KoHuas' . OGWHOCTH
«3aKOHOB KOMIO3HUMH» JIONKHA MPOABHTHCA B BOIMOXKHOCTH
«CNOBECHBLIX COHaT» — MW nuTepatyposen oOHapyxupaeT
«COHATHOCTb» B MPOM3BENEHHAX MOITa, KOTOPLIH, Kak Aonoa-
/MHHO HIBECTHO, HHKAKOTO NPEACTABNEHHA O coHaTHO# (opme
He umen .

Flemming W. Die Fuge als epochales Kompositionsprinzip des
deutschen Barock // Deutsche Vieneljahrsschrift fiir Literatur-
wissenschaftt und Geistesgeschichte. — Stutigart,1958. Jg. 32
S. 483fT.

Unger H.-H. Die Beziehungen zwischen Musik und Rhetorik im
16-18 Jahrhundert. Wiirzburg. S. 17.

Nx. detuep — y Bpenrano, J1. deiirbepr — B <Benbmomes
Mywxkuna. CM. 06 ITHX, KaK ¥ O IPYTHX NPHMEHEHHAX My ILI-
KanbHBLIX KaTeropHii B nHTeparypoeencHun: Maxos A. E.
«My3blKanbHOE» Kak NHTeparyposendeckas npobnema // Hay-
Ka o nuTepatype B XX Beke (HCTOpPHR, METONONOTHE, MTHTEpa-
TYpHEIA npouecc). M., 2001. C. 180-193.
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Ha Mbicb 0 PHKTHBHOCTH TaKoro pojia MOCTPOEHHH Ha-
BOJMT TOT (pakT, 4TO B OJHOM H TOM e MPOH3IBEJeHWH pai-
Hble MCCNeNOBaTeNu YCMAaTPHBAIOT pa3Hbie MYy3bIKalbHble
¢opmel. OcoDEHHO «OBE3/IO» B 3TOM CMBICTE OHHHAAUATOMY
pa3meny «Ynucca» («3MH300 CHPEH»), KOTOPbIH TPaaMUHOHHO
paccMaTpHBaeTCA /IMTEPaTYpOBENAMMH KaK «C/IOBECHOE MoJe-
AMPOBaHHE MY3bIKM» , — BONPOC NHIb, Kakoil umenno? Kak
TOMBKO 3TY «MY3bIKY» NBITATHCH ONpPelieNHTh TOYHee, HauM-
HaJIHCh Pa3HOTNIaCHA: B «3MH30/l€ CHPEH» OTKPLIBAIH M CKBO3-
Hyl0 (OpMy, OCHOBaHHYI Ha MNpPHMEHEHHH nedATMOTHBOB
(2. P. Kypunyc), u ¢yry (C. Dxunbepr), H KOHTpanyHKTH4e-
ckue sapuaunn (X. IMetpu)’’. Bpan nu nonobusie passoute-
HHUA Obinu Obl BO3MOXKHBI, ecnu Obl B TEKCTE pOMaHa H B ca-
MOM fiefie Obina OTYETAMBO BONAOLIEHa My 3bIKanbHas opMma.

JiuTepatyposenueckne GUKUMM My3IbIKanbHbIX dopMm,
KaK MPaBMI0, OCHOBaHBI Ha MOJMEHe 9acTHOro obwmm: 9To0BI
0OHApYKHTh B TEKCTE «COHATHOCTB», NOCTATO4HO N0y na-
Py KOHTPacTMPYIOIWMX MeMeHTOB oObLABMTHL rnasHo#t M no-
Gounoft napTuamH, n1060OH BapLUpPOBAHHBIA MOBTOP 3ITOrO
KOHTpacTa — HalBaTh Penpu3loi MM, NO XKenaHuio, paipa-
GoTkoit. Ty *e NpeTeHIUO MOKHO NPeabABHTE W cobCTBEHHO
NHTEPaTYPHbIM MMHUTALMAM MYyIbIKaneHbIX (OpPM: Tak, B
«Dyre cmepTu» [Nayns Llenana ot ¢yru 3auMCcTBOBAHO TONBKO
NOBTOpeHHE (C BHAOHIMEHEHHAMH) HadansHoR ¢paser: «Yep-
HOe MOJNOKO YTpa Mbl NbEM BedepoM= (B APYrHX «MpoBe-
[EHUAX» — «...HOYbIO»). ITO CTHXOTBOPEHHE C TAKHM Xe ycC-
nexoM MOXHO Obino OBl cauTaTh, Hanpumep, BapHalUHAMH, a
MPH HEKOTOPOM YCH/IHH YCMOTPETH B HEM H COHATHOCTS.

n Xopyxua C. C. Crpancteua no «Ynuccy» // [xoic x.

Ynuce. Hacts 3. M., 1994. C. 448,
O630p MueHHit cM. B xH.: Perri H. Op. cit. 5. 3543,

i
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Tomoc «nulla disciplina sine musica» NpoABNAeTCA 31ech
MO-HOBOMY — B MOHWMaHHH MY3bIKaNbHO#H (OpMBI Kak (oOpMBI
HIeanbHON, BHEMCTOPHYECKOH H YHHBEpCanbHOH. JTa nmaeanu-
3aUMA MY3BIKATbHOH (OPMEI B CO3HaHMM NUTepaTopa (W NHTe-
paTypoBena) ynauHo onucava IpHctom Pobeprom Kypumycom
npuMenuTensHo k Mapcenio [pycty: «My3sika ana [lpycra
— ciepa, roe CylWIHOCTE OyXa MpOABASeTCA B Haubonblued
uncToTe. OHa CTaHOBUTCA 1A HEro CHCTEMON BbIpaXeHHA, K
KOTOpOH OH NocTosHHO obpawaercsa, 9Tobbl npHaaTe TOY-
HOCTb CBOEMY TOMKOBaHMIO XH3IHH. (...) CywecTsyeT uaeans-
HOe MecTo, rae o6MTalT My3bikanbHbie (opMbl. My3bikauT
3aCTaB/ifAeT HX CMYCTHTLCA B HAlll MHP, OCTOPOXHO MX KOMH-
pyeT W jenaeT WX BHAMMBIMH (sichtbar) mocpeacTsom op-
KkecTpan.

Mcropuueckuiit redesnc Toil unu uHoi dopmMbl nuTepa-
TypoBefla, KaK MpaBuNo, He WHTepecyeT, 9TO MPHBOAMT K na-
pajioKcanbHOR CHTYalUMH: HAXO[R B COHaTe «HaeanbHyw ¢op-
My», AKoObl BbIpaXalowy Hekne «0bLieICTeTHYECKHE MPHH-
UMNbI», NHTEPaTYpPOBE] HE BCIOMHHAET O TOM, 4TO Cama Xe
3Ta (popmMa BOIHHKNA NOA CHIBHEAIINMM Bo3neHACTBHEM PHMTO-
PHKH: NMPHHUMO TPEX4aCTHOCTH, XapakTepHbIll 1A COHATHOM
(hopMbl, OTPaInn TPEXHACTHYH CTPYKTYPY OPaTOPCKOH peum
(exordium — medium — finis), paspaboTka Kak 3neMeHT Mmy-
IbIKanbHOIN GopMBl BOIHMKAET M3 y4eHHMR O Takux obmzaTens-
HBIX /IeMeHTax OpaTOpPCKoil ped, kak confirmatio u confutatio
(obocHOBaHME W ONpOBEpXKEHHE).

T4

w...ist fur Proust die Musik die Sphire, in der sich das Wesen des
Geistes am reinsten offenbart. Sie ist ein Ausdruckssystem, auf
welches er immer zuriickgreift, um seine Deutung des Lebens zu
prizisieren. (..). Es gibt einen idealen On, in dem die
musikalischen Formen wohnen. Der Musiker beschwort sie
hinunter in unsere Welt, zeichnet sie mit zarter Hand nach und
macht sie durch einen Klangkorper sichtbars. — Currius E. R.
Marcel Proust. Berlin und Frankfurt/M., 1955. S. 20-21.
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My3blKkaneHoe, K KOTOPOMY 3lleCh CTPEMHTCR JIHTepa-
Typa, OKa3bIBaeTCA Xopolo 3a0bIThIM cnoBecHbIM; obpamasce
K «q9yXOMY» KaK K HEJOCTHKHMOMY Npejeny, TWTepaTypa, He
Belas o TOM, monydaeT «cBoe=. Ho Bce xe nuTepaTypa npo-
AOM>KaeT BUIETh B MY3bIKe HEKHH BewHbId uuean (opmel, H
HUKaKOH aHa/lH3, MOKa3blBalOWMA HCTOpH4ecKH oDycnosnel-
Hbill XapakTep My3biKanbHbIX (opMm, He mMoxeT ybenuTn ee B
oGpaTHOM.



MUSICA HUMANA:
CAOBECHOE MPOM3BEAEHUE KAK MY3bIKA AYILIH

My3bixa 8 cpeOHesexosoil annezopuxe

B smoxy CpenHeBekoBba HauaThiit yxke [TnaToHom nepe-
HOC MY3bIKANILHOTO Ha 4eNIOBEYECcKOe — Ha MOCTYNKH M cobbi-
THA BHYTpeHHell XHIHW — npuoOpeTaeT BeckMa nocnenosa-
TeNbHbIA, CHCTeMaTHYeCKHIl XapakTep. ITO He JHAYMT, ONIHA-
KO, 4TO «ayweBHoe» NeHCTBHTENbHO Obino B nonuoil mepe
OTOXIECTBIEHO 3/1eCh C MY3bIKa/bHbIM, KaK 3TO Npou3oiaer
no3jiHee B POMAHTH3IME: [UIA CPE[IHEBEKOBOI0 aBTOpa MYy3bl-
KanbHble TepMHHBI ObUIH NHIWE HacTeio obwMpHOro Kpyra
noHATHHA ¥ 06pa3oB, KOTOpbIE MOrIH BXOOHTHL B COCTAB anje-
ropuil, ONMCHLIBaIOIMX JYXOBHYH) XHIHb XpPHCTHaHWHa. Tem
He MeHee B HCTOPHH B3aHMOOTHOIUEHHH CNOBa W MY3bIKH
Cpe/IHEBEKOBaA a/IerOpHKa Chirpana OrpoMHyK ponb: Onaro-
napsa el My3bikanbHble MOHATHA obpenu ycrofunBoe meTado-
PHYECKOE H3IMEpeHMe, «NePeHOCHLI CMBICT», W YTBEPAHIHCH
BHE «CBOeil» TeXHHW49ecKo# cepbl — B 00NacTH cNOBECHOTD.

BmecTe ¢ TeM 3Ta cnoBecHO BOCCO3/laBaeMas BHYTpeH-
HAA MY3bIKa Y)Ke O0CO3HaeTCA Kak ocobas ciepa, oTnwuHas oT
MY3bIKH cOBCTBEHHO 3BYKOBOH. ITO pa3nudeHHe 9eTKO NpoBe-
AeHO B ONHOMH M3 mponoBened Abcanona, abbata aBrycTHHCKO-
ro moHacTeipa B Lllnpuurupcbaxe (koweu XII 8.). IMomumo
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«BOKATbHOH MY3bIKH» (T. €. CODCTBEHHO MY3IBIKH) CYLIECTBYET
«[Ipyras, KOTOpoH HaCc y4HT TOT BbicluHi My3bikanT (T. e.
Xpuctoc — A. M.), M KoTopam HyXHee I8 HaLIero
craceHus». 3Ta «apyras My3sika» (alia musica) 8 ceolo ouepens
MMeeT TPH pa3HOBHIHOCTH, KOTOpble Bocco3paroTca Abcamo-
HOM CNIOBECHO, MOCPeJCTBOM MNpPHYYUIHBONO MepenneTeHns
aHTPOMONOrHIECKHX H MY3bIK/IbHBIX TePMHHOB. My3bika «ay-
iweBHaA» (animalis) — 3TO My3biKa HALUHX NATH BHELIHHX Op-
raHoB 9yBCTB, KOTOpbIE, CyXa pa3yMmy, a He IPexoBHbIM Mo-
MbicnaM, «00pa3syrOT rapMOHHIO KBHHTBI». My3blka AyXoBHad
(spiritalis) COCTOMT B «QYXOBHO# pagocTH», «B cTpaxe Boxunem
u nobeu k GnvxHeMmy» M T. N., OHa mpeacTaBnseT coboil
«FAPMOHHIO KBapTh», NMOCKONBKY KapaHHanbHbIX noGpomere-
neit — getvipe. Hakoueu, «HebGecHas my3bika» (caelestis) —
«co3epuanne bora, JocTHXKeHHe BEYHOCTH, PANOCTHOCTH LI
u OeccMmepTHe Tenan; «3Ty My3biky obpaiyloT Bocemb Gna-
XEHCTB, M NMOTOMY OHA COIAET FAPMOHMIO OKTaBbl» . 3Ha-

1 «Plane musica ista vocalis ad laudem satis congrua, sed est alia

quam docet supernus ille musicus, et illa postrae saluti magis est
necessaria. Sed quae est illa musica, quam docet Deus? Ipsa pro-
fecto triplici specie subdistinguitur: alia est enim animalis, alia
spiritalis, alia coelestis. Animalis est musica, quando sensus ex-
teriores nihil superfluum appetunt, et a ductu rationis nequaquam
discordant... Istae suni quingue vocales animalis musicae fa-
cientes harmoniam, quae dicitur diapente, quod sonat de guin-
que. Constitnitur enim de guingue corporis sensibus ordinate
constitutis, sicut jam dicrum est. Spiritalis musica consistit in
profectu virtutum, in gaudio spiritali et morum suavitate, in
timore Dei et amore fraternitatis; per quam harmonia efficitur.
quae diatessaron, hoc est, de quamsor, est appellata. Quatuor
ergo virtutes principales illam efficiunt, videlicet fortitudo, jus-
titia, temperantia, prudentia... Coelestis vero musica consistit in
contemplatione Dei, in adeptione aeternitatis, in mentis jocundi-
tate et immortalitate corporis: el facit haec musica harmoniam
quae diapason dicitur, quod sonat de octo. Siquidem octo beati-
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MeHaTeNbHO, 9To «HebecHas My3bika»n, umeBwas y bosuuns
BHeIHHHA, MaKpOKOCMHYecKuil xapakTep, mepeHocutcs Abca-
NOHOM BHYTPb, BriayOp OylIH: Temeps 3TO My3biKa 9enoBeKa
KaK MHKPOKOCMa.

PaHHeXpHCTHaHCKaA, H MOTOM M CpelHeBeKOBas JK3ere-
THKa HCTONKOBA/Ia MHOTOYHC/IEHHBIE My3bIKANbHbIE PEATHH W
MOHATHA, ¢urypupytomme B Tekcte bubnumn, xak anneropum
4enoBeKa, ero AyXOBHbIX [ABHXeHHil, ero oTHoweHui ¢ borom.
Yenosek 611 ocMbICTEH KaK MY3blKanbHbi HHCTpyMeHT Bo-
ra. Hoanu 3natoycTt B TonkopaHuu XLI ncanma M3naraeT cpo-
ero pojia yuyeHwe O «IyXOBHOM NeHuH» (pélog mvevpankig), B
KOTOPOM cOOCTBEHHO MEHMe COYeTaeTCA C MONMTBOH: «rpe
neHue [yxoBHOe, Tyaa Hucxoaut OGnaromate Ayxa, KoTopas
OCBAlAeT W ycTa, H aywy». Ecnu Tl noews MMeHHO Tak,
nuweT 31aToycT, «Thl CMOXKeLIb BOATH B xop cBaThix bora u
BCTaTh panoM ¢ [lasuaom»; «In8 3TOro He HyXHbl HH Kudapa,
HU HaTAHYTBIE CTPYHbI, HH NNEKTP, HH HCKYCCTBO, HH Kakue-
NMM6O MHCTPYMEHTBI — HO Thl CaM, €C/IH 3axodelllb, CTaHells,
ecan Oypels yMepUIBNATE TenecHsie 4neHbl, kudapoit u npe-
KPacCHbIM cornacuem (oupgpoviav) aywm u Tenan’ . «KTo msi,
€C/IN He WHCTPYMEHTbI BeNMKOro Myisikawta bora?» — poc-
knuuaet GeHeaukTHHCKHi Teonor Pynept w3 Hofitua (XII B.);
Kuapbl ¥ Oprambl, Ha KOTOPBIX Mbl JIONKHBI, COrNacHo mcan-
my (CL), cnasute Bora, — 3To «Hawm cepaua u Tena»’ . B
COOTBETCTBHHM C ITHM UEHTPANbHbIM TE3IHCOM, HCTHHHOE me-
HHe — «HE OIHWUM TFONIOCOM, HO H OyXOM H ayuwod (non solum

tudines eam efficiunt...». — Absalon Sprinckirsbacensis. Sermo
XX: In annuntiatione Beatae Mariae // PL. Vol. 211. Col. 121-
122,

Joannes Chrysostomus. Expositio in Psalmum XLI // Patrologiae
cursus completus. Series graeca. Vol. 55. Col. 157-158.

Rupertus Tuitiensis. Commentaria in Joannem // PL. Vol. 169.
Col. 212.
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voce, sed et spiritu et mente)»’ . MBICTH, MOCTYNKH 9eloBeKa
— MY3blKa, 3TOA My3bIKe YUHT 9eoBeKa XpHCTOC — BEeTHKHHA
MY3bIKaHT, KoTopeli cam anf bora-Otna sBnseTca My3bl-
KanbHbIM HHCTpymeHTOM: «Takxe u cam [Nocnoas Haw — Bo-
HCTHHY My3blKanbHbl MHCTpymeHT Bora Otua; Bemb emy
ckasan bor-Oreu, koraa ToT Tenom nexan e rpobunue: “Boc-
NpAHbL, C/aBa MOA, BOCTpPAHL, NMCanTHPe W rycau!”™ (ncanom
LV[)-M. B aHoHMmHOM TpakTaTe «MucTHdeckas nosa» (Be-
poatho, XII B., mpunuceBanca bepuapny Knepsockomy u bo-
HaBEHTYpe), MPOHW3IAHHOM MY3bIKATbHBIMH acCCOLUHAUMAMH,
pacnateiii XpucToc ynonobnen kudape («xkudapoii ctan Tebe
KEHHX»), CeMHM CTpyHam KH(apbl COOTBETCTBYHOT €ro cemb
MoC/Ie/IHMX COB: MPOM3HOCA uX, XpucToc «aAna Teba (T. e. ana
xpHcTHaHHHa — A. M.) noer, ana teba urpaer, Teba npu-
rnalaeT CAyWaTh» .

Cosepuas nobpoaerenbHbie NOCTYNKH, Mbl HCNOMHAEM
MPEKPacHy 0 My3bIKY: «€C/IH YNOPCTBYEM B TEpreHHWH, TO caMo
Tepnenue anA Bora — Kkak npekpacHas MenoaMs»’ ; «roBOPA

" Absalon Sprinckirsbacensis. Op. cit. Col. 121.

«Nam gquid sumus nos, nisi magni musici Dei, quaedam
instrumenta? Unde et in cithans et in organis (Psal. CL), quae
profecto corda et corpora nostra sunt, Dominum laudare jubemur.
Ipse quoque Dominus noster, musicum Deir Pains maxime
instrumentum est: cui dicit idem Pater, dum secundum corpus in
sepulcro jacet: “Exsurge, gloria mea; exsurge psalterium et
cithara™ (Psal. LVI)». — Rupertus Tuitiensis. Op. cit. Col. 212.

«Septemn sunt verbula, quae, quasi septem folia semper virentia,
Vitis nostra, cum in crucem elevata fuit, emisit. Cithara tibi factus
est sponsus, cruce habente formam ligni... .. Verborum sonum
ederet tanquam citharizans, quibus amplius delectareris. (...)
Septem chordas habet cithara. Cantat tibi, ludit nbi, te ad
audiendum invitat...». — Vitis mystica // PL. Vol. 184. Col. 655.

«...ubi si patienter perseveravimus, ipsa patientia est quasi dulece
melos Deo». — AHOHHMHBIR TpakTaT «0 KEMre ncanmos= (De

L]
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npapay, Mbl HanoJMHAEM BO3/lyX NPeKpacHeHIUMMH 3BYKaMH,
nbo 3Ta My3bika cnaceHMA YCNakdaeT CNyX He OIQHHX CMepT-
HBIX, HO M palyeT AyUIH aHTENOB» ; CAeAys NECATH 3amoBe-
IAM, Mbl MY3HLHpyeM Ha OecATHCTpyHHOH Kudape (Xpabau
Masgp)™*:

Liucrepunarckuii abbat Mcaak u3 Crennsi (Xl 8.), pas-
BHBaA B «3JMNHCTONE O ayiuen MeTadopy «Teno — My3blKanb-
HbI HHCTPYMEHT; [yllIa — MENONHA», BbIBOJHT H3 Hee CBOEro
polla oKazaTenbcTBO OecCMepTHA AylUHM, KOTOpas *HBET Mo-
cne rubenun Tena, Kak MeNONMA NPONONKaeT KHTh mocne To-
ro, Kak My3bIKanbHbI HHCTPYMEHT pa30uT:

«Tak, BOIMOXKHO, CKOXYT HEKOTOpbIe: eC/lH Aylla Haxo-
nuTcA B Tene Onaromapa Toil cnocoOHOCTH 4yBCTBOBaThH
(sensualitas), koTopas npenctaenseT coboll HekHil TenecHbii
ayx (spiritus corporeus), To noYeMy nocae oTAeNeHHN OyWH OT
Tena OHO He MPOJOMKAET HTh MOCPEJICTBOM 3ITOro Iyxa, Ko-
TOpble Be/lb €CTh He 4TO HHOe, Kak *Hu3Hb? Ha 310 oTBETHM
TaK: NOKa 3Ta cnocobHHOCTL YyBCTBOBATH OCTAETCA LENOCTHOR
M copa3MepeHHOM, B COOTBETCTBHH C [NPHHUHNOM)] OXMBNE-
HUA, Jlylla He MOKWHeT Teno, — KOrjla e OHa paccTpoeHa W
pasopBaHa, [ylla MOKMHET Teflo, naxe u He xenaa toro. [lpu
3TOM Jylua Bce cBoe YHOCHT ¢ cobofi: ayscTBa, BooGpaxenwue,
MbILIIEHHe, BOCNPUATHE, NMOHHMaHWe, BOXJENeHHe, THeBNH-
BOCTb... Teno e BbIOpachIBaeTCA, KaK MY3IbIKANbHBIH MHCT-
PYMEHT, KoTopbifl npexae Obil BECh LN W HACTPOEH, TakK 49TO

libro psalmorum), npunuceieasnics Bene [JocTonosTenHo-
My // PL. Vol. 93. Col. 708.

«..dum veritatem loguitur, quapropter compleamus aerem
dulcissimis sonis. Nam musica ista salutaris non solum mortalium
permulcet auditum, sed etiam intellectum delectat angelicum». —
AHonHMEBIA TpakTaT <Bnarocnoeenwe Boras (Benedictio Dei),
seposTHO, LX seka // PL. Vol. 129. Col. 1426.

Rabanus Maurus. Commentaria in Ecclesiasticum // PL. Vol. 109.
Col. 1042.
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coiepan B cebe My3bIKATbHYIO MENOHIO H 3BY4an MpH Kaca-
HHH, a Tenepb pa3buT W Decnonesed. [lorubaetT MHCTpYMeHT,
HO He nornDaeT MeNOAHA WM MECHN, ecl¥, KOHeYHO, He CYH-
TaTh, 4TO NecHs — He Donee gem 3ByK... Kak B My3BIKANBHOM
HHCTPYMEHTE HIIH B JIHCTe [C HOTaMH| aHTH(OHAPHA MPUCYT-
CTBYeT MY3blKaNbHaA MeNOAHA, NMOKA CTPYHbI HAH HOTBI mpa-
BHIILHO PacnofiokeHsbl (KOrga MpaBHAbLHO PAacMONOXKEHbI, Me-
NOAHA MOABNAETCHA, KOrAa NpHXoaAT B Gecnopanok, ucuesaer),
TaK CYIUECTBYET W COrJIaCOBAHHOCTH AWM ¢ Tenom. M ecnu
Thl CrHpallinBaellib, rae HAXOAMTCA AylIa mocne Tena, — R
crnpouwy, rae neHHe nocie [HOTHOIO|] JIKCTA WAH Moc/ae 3IBy9a-
HHA, [e CMBICI MOCNe C/0Ba, rAe MbICAb MOCNe CTHXa, rae
YHCNIO MOC/e nepegHcieHHoro?» .

My3blkanbHble KATENOPHH B XO/I€ CBOENO MpeBpalleHHs B

meTaopbl npeTepneparoT CcpoeobpaIHYI0 HHTEPHOPH3IAUHIO:
onH obpawaloTca BHyTph uwenopexa, obpalys B ero aywe ob-

1 «Hic fortasse dicet aliquis: Si per sensualitatem illam, quae

spiritus est corporeus, inesl anima corpori, quare post ipsius
discessum co spiritu, qui utique vita est, non vivit corpus? Ad
quod dicimus: Dum illius sensualitatis integritas et temperantia
congruens vivificationi manserit, nunguam recedere animam: cum
autem distemperata et disrupta, invitam recedere: secum omnia
sua ferre, sensum videlicet, imaginationem, rationem, intellectum,
intelligentiam, concupiscibilitatem, irascibilitatem... Corpus autem
organum, quod prius integrum contemperatum, ac dispositum
erat, ut melos musicae in se contineret, €l lactum resonaret, nunc
confractum et inutile e regione jacere. Periisse quidem organum,
sed non periisse melos sive cantum, nisi tantum sonum canfum
putaveris. (...) Sed sicut in organo musicae seu antiphonario folio
cantus inest melos musicae, dum chordae, seu notulae congrue
dispositae sunt; cum autem disponuntur, accedit; cum con-
funduntur, discedit, ita et animae es! ratio cum suo corpore. Et si
quaeris, ubi sit anima post corpus, quaero, ubi sit cantus post fo-
lium, aut post sonum: ubi sit sensus post verbum: ubi sententia
post versum, ubi numerus post numeratum». — [saac de Stella.
Epistola de anima // PL. Vol. 194. Col. 1882.
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nacTe TOM «apyroil My3bIKH», 0 KOTOpOHl rosoput AODCanoH;
3MeMeHTaMH ITOH BHYTpeHHell My3bIKH OKa3bIBAKOTCA YXKe He
3BYKH, HO MoOpaibHble cBOficTBa genopeka. MopanbHoe, aH-
TPONONOTrHYECKOe M MYy3bIKaJIbHOE B ITOH aNneropuke Tec-
HefiluuM obpa3oM neperuieTaeTcs, 00palys YTOHHYEHHYHO ClO-
BECHY 10 MY3BIKY:

«Bo3pMH ¥ TeI KAdapy, 9To6bI CTpyHA TBOHX BHYTpeH-
HHX M OT IUJIeKTpa AyXxa M3aana 3syk nobpeix gen. Bossmu
ncanTHpb, 9To6bl poaunace rapMOHHS TBOHX CNOB H [en.
Bo3sMu THMnaH, 9T00s1 Ayx BHYTpH Tebs 3aurpan Ha MHCT-
pPYMeHTe TBOEro Tena, H B coBepiueHHbIX TOGOH NesHHAX BbI-
pa3unach CNafioCTHaA KpacoTa TBoero Hpasa» (Amepocuii Me-
auonanckuin)'.

lMpoHH3aHHAR MY3bIKAIbHBIMH  MOTHBAMH  MO33HA
Xunsnerapasl BunreHckoit ¢ nonHo#t SCHOCTBIO MOKAalbIBaeT,
uTo nudaropeiickuii MoTHB HebecHOH My3bIKHM B XPHCTHaH-
CKOM MMPOOLLYIUEHHH TPaHCHOPMHPYETCA MMEHHO B CTOPOHY
HHTEpHOpH3aUHK: «HebecHas CHMMQpOHME» Teneps 3IBYYHT He
HIBHE, HO HIHYTPH, HEé H3 KOCMHYECKHX, HO W3 JYXOBHbIX
rny6uH. MoluHbIM HCTOMHHKOM HebecHOH My3bIKM CTAHOBHMT-
ca y Xunbaerapasl boromateps:

Venter énim tuus gaudium habuit,
cum omnis celestis symphonia

de te sonuit,

quia, virgo, filium Dei portasti...

1 «Sume et tu citharam, ut pulsata spiritus plectro interiorum chorda

venarum, boni operis sonum reddat. Sume psalterium, ut
harmonia dictorum factorumgue tuorum concinal. Sume
tympanum, ut organum tui corporis spiritus moduletur interior,
factisque operantibus dulcis morum fuorum suavitas expnmaturs.
— Ambrosius Mediolanensis. Expositio Evangelii secundum
Lucam // PL. Vol. 15. Col. 1671.
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«Ypepo TBOE Hecno B cebe pasocTe, Koraa Bca HebecHas
cHMOHKA 3By9ana w3 Tefm, wbo, Aera, HOCHNA Tkl ChIHA
Bora...»™

CHcremaTHYecKad MeTaoOpH3aUHA MY3LIKANBHBIX KaTe-
ropuil B cpelHeBEKOBOH ANNErOpHKe OTKPLIBAET TN CINOBECHO-
ro HCKYCCTBa HOBYH) BO3MOXHOCTE: YXKe He OoTAenbHble 0dpa-
3bl, HO Le/ibleé CHOXKETHI BOCCOIJAKOTCA B MY3bIKAIBHBIX Tep-
MHHAX; C/IOBECHAA MY3blKa CTAHOBUTCH «CM/IOLIHOM», BECh pac-
CKa3l pa3BOpaYMBaeTCA KaK MYy3blKajibHbli npouecc. PpaHuy3-
ckuil knwxHHk [yro ge ®onsero (XII B.) BCIO HCTOPHIO rpe-
XOMaJieHHA W CMaceHHs NpeACTaBNseT Kak 4epeny MYy3bIKallb-
HbIX cOOBITHI: «[lecHa (cantus) absBONa — KamHOCTH (cupi-
ditas), necHs mepBOro 9enoBeka — cramoctpacTHe (voluptas),
MecHA BTOpOro genoseka — n0bosb (charitas). B neche nbaso-
na — TpH (anblMBLIX ronoca, B NecHe MepeBoOro 4enopeka —
Tpu aucconauca (dissonae et discordes). B necue xe nsssona
nepBbift rONOC — ronoc ropAbiH|, BTOPOH — BHYLUEHHA, Tpe-
THIl — oTuasHHA. CxoaHeIM 06pa3oM H B MecHe NepBOro 4eno-
BEKa MepBbIA rofoc — ycnaxaeHwe, BTOpoil — cornacHe, Tpe-
THA — yknoHenwe. M3 3THX LIECTH rONOCOB COCTOMT MECHR
nncrapMoruu (discordiae cantus). My3bika abABONa Havanack ¢
6Gonee Beicokoro ronoca; Wbo 3anen oH Ha HeGecax anTHhOH
ropiblHH, FOBOPA: BOIHECY MpPECTON MOM Ha Kpawo cepepa M
byny nonoben Bcesbiunemy. Takum oBpa3zom, OH Ha4an Bbl-
we, yeM emy cneaosano. (...) Huasepruumce xe c veba, 3anen
B pak0 aHTH(OH BHYIUEHHA, a B aay — oTuasHHA. My3sika
XpucTa OTNIHYHA OT MY3bIKH /IbABONA: 3TA HAYHHAETCA C ro-
noca Gonee BbICOKOro, BbICOKOMepHOro (sublimiori), Ta xe — ¢
6onee Huikoro, cMupenHoro (humiliori) (...) B my3sike Xpucra

= Xunvoeeapoa Bunzencxan. 'umu «Ave generosa» // Saint Hil-

degard of Bingen. Symphonia. A critical edition of the Sym-
phonia armonie celestium revelationum / Ed. B. Newman. lthaca;
L., 1988. P. 122.
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LWeCcThb rOIOCOB, COMNACHBIX H KOHCOHHPYIOLHX Mexay coboi.
[Mepeuifi ronoc cornacus — CMHpeHHe cepaua, BTOpod —
yMepIUBlIeHHe MNOTH, TPETHA — cOCTpadaHHe, 9eTBepThii —
yTellleHue, NATbIH — MOJHTBA, LIECTOH — CAMOMOXepPTBOBa-
Hue (devotio)»’™ .

CiroxeT — npHYeM rNaBHbIA CHOKET YenoBedeckoi Mc-
TOPHH! — OCMBICNIEH KaK C/IOXKHOE MY3blKalbHOe AeHCTBO, Ye-
penoBaHMe «MeceH», CIIeTeHHe rofocoB, KOHTPAcT ABYX NpH-
HUMMHAIBHO pa3HbIX MY3blKk — bABONLCKOA W bBoxecTseH-
Ho#l. CnosecHas My3bika ['yro ne ®onseto onepexaet cobet-
BEHHO MY3blKa/lbHYH) MPaKTHKY €ro BpEMEeHH: B ero CMenoi
anneropMM, NoO CYTH fAena, MpeaBOCXHIUEHbI 3MHYIHOCTE M
MacwTabHble KOHTPaCTHI KPYMHBIX MY3BIKUIBHLIX HKAaHPOB
Oynywero — Hanpumep, OpaTOpHH. ANeropHka, KOMGHHHpYS
MY3bIKaJibHbIE MOHATHA, CO3JAeT HE TONBKO CIOBECHYI) MY-
IbIKY, HO H «yTYPHCTHUECKHI» NPOeKT COBCTBEHHO MY3bIKH,
KOTOpas Bo BpemeHa ['yro ewe He Morna 6sITh CO3IaHa.

M «Cantus diaboli cupiditas, cantus primi hominis voluptas, secundi

charitas. In cantu diaboli sunt tres falsac voces, et in cantu primi
hominis tres dissonae et discordes. In cantu etenim diaboli prima
vox est elationis, secunda suggestionis, tertia desperationis. Si-
militer et in cantu primi hominis prima vox est delectatio, secunda
consensus, tertia excusatio, Ex his sex vocibus constat discordiae
cantus. Musica diaboli ab altiori voce cantare coepit; inchoavit
enim in coelo antiphonam elationis, dicens: “Ponam sedem meam
ad aquilonem, et ero similis Altissimo (1sai. XIV)". Altius igitur
inchoavit quam debuit. (...) Descendens vero de coelo inchoavit
antiphonam suggestionis in paradiso, desperationis in inferno.
Differt itaque musica Christi a musica diaboli: illa enim incipit a
voce sublimiori, haec autem ab humiliori. (...) In musica siquidem
Christi sex sunt voces inter se consonae el concordes. Prima con-
cordiae vox est humilitas cordis, secunda mortificatio camis, tertia
compassio, quaria consolatio, quinta oratio, sexta devotion. —
Hugo de Folieto. De claustro animae // PL. Vol. 176. Col.
1081.
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MysbikanbHas anneropuka CpeaHesexoBbs Gbina ycsoe-
Ha B obpasHocTH no3aHediwed eBponelickoii NHTEPaTyphi.
LlenTpanbublii MOTHB «9enoBek — My3nika bora» coxpanser-
CA, XOTA €ro nepBOHajaIbHas MOTHBaUHA Oubneiickoit 3x3ere-
30i1 3a0biTa, ¥ H3 aAneropuu OH mpespaulaeTcs B meTadopy,
HMEIOLY 10 nopoi rnyboko nH9Hoe OHOrpadmueckoe 3BydYaHHe.
B «['umue k Bory B moeit 6one3un» («Hymne to God my God, in
my sicknessen) [xoHa [loHHa CMepTE OCMBICNEHAa KaK Ha-
CTpoHKa HHCTPYMEHTA B Npe/UIBEPHH BEYHON MY 3IbIKH:

...| am coming to that Holy roome,

Where, with thy Quire of Saints for evermore,
| shall be made thy Musicke; As | come

| tune the Instrument here at the dore...

«.. A Bxoxy B TBOA CBATOR npeaen, rae, BMECTE C TBOMM
XOpOM CBATHLIX, A HABCEr/a CTaHy TBoeH MylsikoR: M BXO-
JiA, A 31ECh, B [IBEPAX, HACTPAHBAK) MO MHCTPYMEHT .. .=

CoxpanseTca — ONATL-TAKH YXe BHE IK3ereTHHecKoi
MOTHBALHH — H TECHOE MNepenieTeHHe MYy3IbIKaTbHOH M MO-
panbHON TEPMHHONOTHH, Hiaes nobponeTend Kak «BHYTpeHHeH
My3blku»: korna Illexcnup B IHaMEHHTBIX CTpokax «Bewe-
UMAHCKONO Kynua» TNpPH3IBaN HE [0BEPATHL HeNOBEKYy, «He
HMeKoLleMY MY3blkH B cebe», OH NHLIL NMPOAOIKMA ThiCRYE-
NETHIOW TPaAHUMIO, BOCXOASLIYIO K YXKe UHTHPOBAHHbIM
cnosam Kaccuoaopa: <Koraa rpeltium, TO My3bIKH HE HMEeM).

« BHYMpeHHAR My3biKa» POMAHMUIMA

Bnepebie nonHoe H NpenenLHO CepLeIHOE OTOXKIECTRIE-
HHE MY3BIKAIBHOIO H [YLUeBHOIO COBEPLIAETCA B POMAHTH3IME.
Jlo Hero Bce NpHMEHEHHA MY3LIKANLHOIO K cepe BHYTpeHHEi
JKHIHH HeNOBEKa HMENH BCE e XapakTep IHTEpPaTypHO-
cnoBecHOH ycnoBHocTH. Ckonk MCKpeHHe HM 3Bydana Owl mo-
3THYECKad «OcTpoTa» (wit) JloHHa 0 CMEPTH Kak MpeBpallieHHH
qeNnopeka B MY3bIKY, OHa HE faéT OCHOBAHMA AYMaThk, 9TO
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IIOHH Ha caMOM [iefle OTOXAECTBAAN MY3bIKy H ayuwry. Po-
MaHTHKH € BCEpPbe3 MPHHANH THMMOTE3yY O MY3bIKAIbHON
CYILHOCTH AYLEBHbIX (eHOMEHOB, 9TO OTPa3HIOCL H B CNO-
BECHOM TBOpYECTBE POMaHTH3IMa, koTopoe Obino mocTaene-
HO nepel HeoOXONHMOCTBLIO BbIPaXaTk 3TY BHYTPEHHIOIO
MY3bIKY.

Habop my3bikaneHbix 0Opa3zop, BeipabaTeIBaeMbii Clo-
BECHOCTbIO CO BpeMeH paHHEeXPHCTHAHCKOH JK3ereTHKH. Obut B
nonHoll Mepe ycBoeH poMaHTHIMOM. B sacTHocTH, MM GbinO
BOCMPHHATO H COMOCTABNEHHE 4eNOBEKa C MY3IbIKANIbHBIM HH-
CTPYMEHTOM; O[JHAKO TO, 9TO MUIA OTUOB UepkBH Obuno anne-
ropueii, a ana [dxona [JoHHa — no3TH4eckoi MeTadopoii, ans
POMaHTHKOB CTAHOBHTCA CBOErO Po/ia aHTPONONOrHYeCKOl M-
note3oi. O6 3TOM CBHAETENBCTBYIOT, B 4aCTHOCTH, JIHEBHHKH
HKozepa ¥Kybepa — nepBoro poMaHTHKAa, KOTOpbI, MO MHe-
HHI0 PpancHca KnoaoHa, «0oTKpLITO COOTHEC BCHO AKTHBHOCTH
AyXa ¢ My3blkanbHO# Mofenbion. Buas B uenopegeckoii ay-
e MY3bIKanbHbIA WHCTpyMeHT, JKybep onuceiBaeT BHYTpeH-
HIOK XH3Hb KaK MOCNeNoBaTeIbHOCTh KOHCOHAHCOB M JIHCCO-
HaHCOB: «Mbl BCe — HHCTPYMEHTBI, KOTOpbIE MYIbIKANbHbIHA
3BYK TNPHBOAMT B COCTONHHE COrMacHs, a WymM —
pacCTpaMBaeT», «HAllla Nylua — WHCTPYMEHT, KOTOpbIA nony-
yaeT ymosonbcTeHe, Gyayaw HacTpoeH, W cTpanaer, Oyayuu
pacctpoen». EAHMHCTBO 9enopedeckoil XHIHH, BHEWIHeR M
BHYTpeHHeH, OKa3bIBAETCA MYIBIKAIbHBIM EIHHCTBOM — MNO-
CTYNKH, CNOBA, YYBCTBA CKIAAbIBAIOTCA B MENOAHH, B My3bl-
KanbHble TMPOH3IBENEHHA: €CThb NIOAM, «dbH [A€Na W CNoBa —
MY3bIKallbHBIC HOTBI; 9bA KHIHb — MENOJHA (Y ONHHX B [10-
PHACKOM najy, y Apyrux — B HOHMiickoMm)»' . XapakTepHsiii

18

Claudon F. Op. cit. P. 284-285.

«Mous sommes tous des instruments que le son met daccord,
mais que le bruit désorganise»; «...notre dme est un instrument qui
jouit de son propre accord, comme il souffre de son désaccord»;

19
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repoil paHHero HEMELKOro pOMaHTH3Ma — My3bikanT Hosed
Beprnnnrep, ayiia KOTOPOro <BCeUeno M MOMHOCTBED CTana
MY3BIKO#» .

HoBanuc HeckonbkO paHblle (HO C MeHblUEH HACTOHYM-
BoCTHIO, yeM JKybep) palpabaTeiBaeT mpoeKT MY3BIKANbLHOM
OCHOBbI  9eJIOBEYeCKOTO  CO3HAHHA:  «COBepLIeHHedllee
CO3HAHHE», MO ero MHEeHHID, HE MOXeT He ObITb MY3BIKaNb-
HbiM: «O coBeplueHHeflIeM COIHAHHH MOXHO CKa3aTh, 9TO
OHO OCO3HaeT BCE W HHYero. OHO — neHWe, BCEro JIHLIL MOIY-
NAUMA HAacTpoeHHil (Stimmungen), nogobHas MOAYNAUMM rnac-
HbIX 3BYKOB WJIH MY3bIKalbHbIX TOHOB. BHyTpenusas peus, 06-
pawenHas k cebe, MoxeT ObITh TEMHOH, THXeNoHl W BapBap-
CKOH — M rpedeckoil H HTATBAHCKOH, — HO OHAa TeM coBep-
weHueit, yem Gonslue npubamkaerca k nemion . [MoHATHe
MY3bIKaIbHOCTH, MPHMEHEHHOE K BHYTpPeHHeH XHIHM, CTaHO-
BHTCA KPUTEPHEM [YLIEBHBIX W [AYXOBHbIX [OCTOMHCTB:
«MIMeTh rapMOHHIO B 1yLlIe H HMEThL MY3bIKY B aywe. Y Toro,
KTO HMeeT rapMOHMIO, AYlIA CrpaBei/IHBA H Myapa, y TOro,
KTO HMeeT My3blKy, aywa mnoaThasa» (K. XKy6ep™);

«[les hommes) dont les actions et les paroles sont les notes d'une
musique; dont la vie enfin est un air (dorien dans les uns, ionien
dans les autres)». — Joubert J. Camets. P., 1938, Vol. 2.
P. 591,619, 513.

Wackenroder W. H. Das merkwiirdige musikalische Leben des
Tonkiistlers Joseph Berglinger // Wackenroder W. H. Werke und
Briefe. Bd 1. Jena, 1910. S. 129,

«Vom vollkommensten BewuBtsein 1aBt sich sagen, dalB es sich
alles und nichts bewubt ist. Es ist Gesang, bloBe Modulation der
Stimmungen — wie dieser der Vokale oder Tone. Die innere
Selbstsprache kann dunkel schwer und barbarisch — und
griechisch und italienisch sein — desto vollkommener, je mehr sie
sich dem Gesange nihert». — Novalis. Schrifien. Bd 2. Sruttgart,
1965. P. 611 (Teplitzer Fragmente, Ne 406).

«wAvoir de I'harmonie dans I'ime et y avoir de la musigue. Celui

b}
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«bnaropoaHelii uenosexk cam B cebe BCE omymaeT My3bi-
kaneHo» (J1. Tux™). Ha Toil e OCHOBe BOIHHKZeT M 0CO-
Das «BHYTpEeHHSAA FHIHEHa»: Qyla HYXO3eTCA B TOM e yxoae
M B TOH e 3aliuTe, 9TO H MY3bIKalbHbIA HHCTpyMeHT. <He
Mo3BONIAH HHY9eMY BHElUHeMY PpacCTpaHBaTb BHYTpPeHHHE
CTPYHBI TBOEro cepaua», — HactaenseT Hopanuc Gpata Spa3-
ma B aBrycte 1793,

Penurno3noe wyectBo y ®puapuxa lllneiiepmaxepa oc-
MBIC/IAETCA B MY3bIKabHbIX KaTErOpHAX: XH3IHb 9Ye/loBeKa
pacmageTcdi Ha «OTAeNbHBIE TOHBI», €CAH OH He
«COMPOBOXKIAeT» ee peNlurued, koropas ynogobnsercs Gecko-
HeqHO OoraToMy MY3BIKAILHOMY AKKOMMNAHEMEHTY: PelHrus
«MpeBpallaeT NPOCTYIO MECHIO XHIHH B COBEPLIEHHYIO H pOC-
KOWHYIO rapmMoHHion. B 3Toll cHcTeMe MY3bIKanbHO-penH-
rHO3HBIX MeTa(op XPUCTHAHHH YnoaoGnseTcs My3blKanbHOMY
BHPTYO3Y .

Tax ¢opmupyerca npeactasneHue o6 ocoboit BHyTpeH-
Heill My3bike, B KOTOPOM TNCHXOJIOTHYECKOE M 3CTETHYECKOe,

qui ¥ a de I'harmonie, a une ame juste et sage; et celui qui y a de
la musique a une adme poetiquen. — Joubert J. Carnets. P., 1938.
Vol. 2. P. 746.

w,. der edle Mensch selber schon in sich alles musikalisch
empfindet». — Tieck L. Symphonien // Wackenroder W. H.
Werke und Briefe. Bd 1. Jena, 1910. S. 305.

«LaB keine dubem Dinge die innern Saiten deines Herzens
verstimmen». — MNovalis. Schrifien. Bd 4. Swngart, 1975,
5. 122,

«Die Virtuositit eines Menschen ist nur gleichsam die Melodie
seines Lebens, und es bleibt bei einzelnen Tonen, wenn er ihr
nicht die Religion beigefigt. Diese begleitet jene in unendlich rei-
cher Abwechslung mit allen Tonen ... und verwandelt so den
einfachen Gesang des Lebens in eine vollstindige und priachtige
Harmonien. — Schleiermacher F. Uber die Religion / Hrsg. von
M. Rade. Berlin, 0. J. S. 84,

0y
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NyUIeBHOE H MY3BbIKaIbLHOE CNHTHI Hepainenwmo. CnoBocoue-
TaHHEe «BHYTPEHHAS MY3blka» Ha NpaBax MCHXONOTHYECKOH W
MOpaJIbHOH XapaKTepHCTHKH MOABIAETCH B TEKCTax — B TOM
9HCle W [IHEBHHKaX, MHCBMax — HEeMeUKHX W (paHuy3CcKux
POMaHTHKOB, HE3aBHCHMO Apyr oT opyra: «Hekas “BHyTpeHHAR
MY3blKa” ... BOCTOpraeT Hac, KOTAa Hallia Aylia B COCTONHWH
rapmoun» (K. XKybep ); Paxune ®dapurared rotosa npo-
CTHTE OJIHOMY H3 ee [py3eil Bce ero <gHccoHaHch» (MiBlaut)
paaH «d4HcTOro napa Hebec — BegHoM BHyTpeHHell MYy3bIKH

(ewig innere Musik)»"".

Onpaedanue becnopadxa,
memagopel «nOMOKA» u «MoHa»

[To33Ms NpH3BaHa BLIPAIHTE ITY BHY TPEHHIOK MYIBIKY.
GopMyna «no’IUs — ITO My3IbIKa AYLIH» BNEpBbiE MONBINET-
ca, Buaumo, y lepnepa B ueTmeproM «KpHTHHECKOM necy»:
«[Mo73ua — HeuTo Gonbiuee, 4eM HeMble KHBOMHCH W CKYNbN-
Typa, ¥ HEYTO COBCeM MHOe, 4eM obe OHM; OHa pedb, OHa MYy-
3bika ayu»’ . @, Wunnep B ctatbhe «O HaMBHOW M CEHTH-
MeHTanbLHOH no33uu> (1795) BuuEnseT «My3bIKAIBLHYIO» MO-
IHK0  Kak ocobelii  THN, TNPOTHBOCTOALIHI  MOI3IHM
«[IJTACTHYECKOM»: eCNH «MIacTHHecKas» (MnuW  «H300pa-

e «Une certaine “musique intériere” (pour parler comme Mme de

Staél) nous ravit, quand notre dme est en harmonien. — Joubert.
Carnets. P., 1938. Vol. 2. P. 619.

Varnhagen R. Iucemo A. Mapsutuy. 1812 r. // Varnhagen R.
Briefwechsel. Minchen, 1979. Bd I. S. 215.

«Poesie ist mehr als stumme Malerei und Skulptur, und noch
etwas ganz anderes als beide, sie ist Rede, sie ist Musik der
Seelen. — Herder J. G. Kntische Walder: Viertes Waldchen //
Cit. ed. S. 525.

nr

m



Mousica literaria 140

3uTensHas», bildende) no33us «nompaxaeT omnpeaeneHHOMY
npeaMeTy», TO My3blKa/bHaX — «BbI3bIBAET ONpeje/NeHHOe
COCTORHHE MYUIH, HE HYXAafCh MK ITOTO B ONpENENeHHOM
npeameTes’ . My3bIKanbHas N033MA, TaKHM 00pa3om, cBA3aHa
C «AyLIO#» HAMPAMYHO, €3 BCAKOro ONoOCpefoBaHHA MpeaMeT-
HbiM. Oadako ans IIunnepa My3blKalbHOCTE — JHILIL OQHO
W3 BOIMOMKHBIX COCTOSHHH NMOI3MH, KAK H O/IHO H3 BOIMOKHBIX
COCTOSHHA OyLUH; 3TO TAKOE COCTOAHME, H3 KOTOPOrO HCKIKO-
4eHa NpeJMETHAR ONpeNeNeHHOCTh . POMaHTHIM pacnpo-
CTPaHAeT MOHATHE MYy3BIKATBHOCTH HAa CaMy CYLIHOCTH MO-
33MM: XapaKTepHO, 9TO CTaThd Y. Xe3NHTTa, B KOTOpO# mo-
I3MA ONpPENIENIRETCA KaK «MY3bIKa A3bIKa, OTBEYAIOIIAN MYy3bIKe
Aylu», Ha3biBaeTCR «O MO33MK B LenoM» ™.

B¥  Je nachdem nimlich die Poesic entweder einen bestimmten

Gegenstand nachahmt, wie dic bildenden Kinste tun, oder je
nachdem sie, wie die Tonkunst, bloB einen bestimmten Zustand
des Gemiits hervorbringt, ohne dazu eines bestimmten
Gegenstandes nitig zu haben, kann sie bildend (plastisch) oder
musikalisch genannt werdens. — Schiller F. Uber naive und
sentimentalische Dichtung // Schiller F. Uber Kunst und
Wirklichkeit. Leipzig, 1975. S. 482 (cuocka).

Cp. ero onucanue B nuceMe k Méte Hauana paboTe! Han apa-
MOI: «Y MEeHA YYBCTBO B HAYane He HMEET ONpeleNeHHoro H
ACHOTO Mpe/METa; OH BbipalaTeiBaeTCA NHINB nolaee. CHa-
qANa — HeKOe My3bIKAIbHOS HACTPOSHWE AYIUH, W NHIIL 3a-
TEM Y MEHA BOIHHKAET MoITHyeckas waess — uBei mir ist die
Empfindung anfangs ohne bestimmten und klaren Gegenstand,
dieser bildet sich erst spiter. Eine gewisse musikalische
Gemiitsstimmung geht vorher, und auf diese fikgt bei mir erst die
poectische Ideen (o1 18 mapta 1796 r.) // Der Briefwechsel
zwischen Schiller und Goethe / Hrsg. von H. G. Grif und A.
Leitmann. Leipzig, 0. ). Bd 1. S. 156).

«...the music of language, answering to the music of the mind».
— Hazlir W. On poetry in general. Cit. ed. P. 251.
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My3blKaibHOE B TakOM MOHHMAHHH CBA3aHO C <BHYT-
PEHHHM» B €r0 ABTOHOMHOCTH, HEIaBHCHMOCTH OT BCAKOIo
BHEILIHEero npejMeTa; HMEHHO TaK MO3/IHee HCTONKYET MpPHH-
uMn My3sbiku [erenb: ee comepxaHwe — «camMas MOC/IEQHAS
cyObekTHBHas rnyOMHa kak TakoBas (letzte subjektive Inner-
lichkeit als solche)»; My3blka — «HCKycCTBO AyiUH, KOTOpOe
HenocpeAcTBeHHO obpaiuaetca k ayme» . OmHako Ans TOrO,
yTOOBI MOII0O MOABHTLCA ITO ONpeleneHHe, <ayLeBHOE» M
«MY3bIKallbHOe» N0/KHBI ObUTH OBITH OCMBICTIEHBI KaK CTPYK-
TYPHO CXO[Hble (EHOMEHbl, OMHChLIBAEMBbIE B ONHHAKOBBLIX
TepMHHax. Paboty no obHapyxeHHi0 Takux TepMHHOB-MEIH-
ATOPOB MEXIy AYWEBHbIM H MY3blKalbHbIM MpOlenanH po-
MaHTHKH, H npexje scero — Bakkenponep, KoTopuiit W npein-
NOKHN HOBYHO UEHTPaibHY0 MeTadopy, CNykKauiyo Ans Onu-
CaHMA KaK [YLUH, TAK H MY3bIKH.

«beryuwnit moToK NONKEH MOCAYXKHTH MHE [UIA CpaBHe-
HHA», — nHeT BakkeHponep; MOTOK — BOT NMPHHUHAN, B KO-
TOpoM obHapyxuBaeTCcA rnyOHHHOE POACTBO AYLUH H MY3IbIKH.
Hu oaHO yenoBeweckoe MCKYCCTBO HE MOXET OMNMCaTh NMOTOK
BO BceM MHOrooOpaluu ero metamopdol, peds MOXKET HX
«/IHIUb MEPEYHCNHTL H TNOHMEHOBATbL», HO HE «MPEACTaBHTh
HaM 3pHMO». «Tak ke OBCTOMT [I€N0 C TAHHCTBEHHBIM NOTO-
KoM B rnybuHax genobeqeckof AywuM: pedb nepequciseT, Ha-
IbIBAET M OMHCLIBAET €ro npespauleHus, Oyayau ayxol ans
Hero maTepued, — MYy3Ibika caMa YCTPEM/AET JUIA Hac 3TOT
notok». [oTOK My3bIKH — eHHCTBEHHAaA «MaTepHA», Cnocob-
Haf B TOYHOCTH OTPAa3MTh AYILY: «B 3epKajie IBYKOB 4esioBede-
ckoe cepaue y3HaeT cebs»’’. MeTaopa no3IuM Kak moToKa C

" Hegel G. F. Asthetik. Berlin; Weimar, 1976. Bd 2. §. 262.

«Ein flichender Strom soll mir zum Bilde dienen. Keine mensch-
liche Kunst vermag das FlieBen eines mannigfaltigen Stromes ...
mit Worten fir's Auge hinzuzeichen, — die Sprache kann die
Verdnderungen nur diirftig ziéhlen und nennen, nicht ... uns

143



Musica literaria 142

nerkoit pyku BakkeHponepa — a, BOIMOXKHO, HHOT/IA H HE3aBH-
CHMO OT HEero — CTAHOBMTCA PacXoeil; NakOHHYHEH BCEro Ha
3TY TeMY BbICKa3biBaeTCA Xe3INHTT: MOIIHA <ONMHCHLIBAET Te-
Kyuee, a He 3acTeiBiuee (flowing, not the fixed)»'.

[maBHOe CBOWCTBO AYWIEBHOrO MOTOKAa, KOTOpoe B CO-
CTOAHHH BbIPA3HTh /IHIIL MY3biKa, — OeckoHedHas H3IMEHUH-
BOCTb. ABTOGHOrpadHaeckoe nHeBHHKOBOe npH3iHaHue Konb-
PHIIKA HArNAJHO MOKA3bIBAET CBA3bL MEXIYy HAesMH BHYTpeH-
Heilt MY3bLIKH ¥ BHYTpeHHeH H3MEHYHBOCTH, — TOH H3IMEHYH-
BOCTH, KOTOPY!0 Tak JIETKO BbIpaXaeT My3blka, H ¢ TakHM
TpyaoM — cnoBo: «0O ecnu Obl 4 obnagan A3LIKOM MY3bIKH,
BNacThi0 GECKOHEYHO BapLHPOBATHL BbIPaXKEHHA W HWHIAHBHIYa-
JIH3MPOBATDL MX, flaXe TaKMMH, KakHe OHH ecTh. — Moe cepa-
L€ HEeMpecTaHHO HrPaeT MY3bIKY, MNA KOTOPOH MHe HYXeH
nepeBoMHK H3IBHE, — CIOBa BHOBb H BHOBbL 3alHHAKOTCA — H
BCAKHA pa3 — MOHM 9yBCTBAa WHbIE, XOTA H [NETH W3 ONHOM ce-
MbH»'",

[Mon BAKHAHMEM HOBONO NpeACTaBNEHHSs O noTokoobpa3-
HOM H BMECTE C TeM MY3IbIKAIbHOM XapakTepe [AyLlUeBHOH
KH3IHK B eBponefickom BoobpaxeHun mMeHseTcA cam obpal my-

sichtbar vorbilden. Und ebenso ist es mit dem geheimnisvollen
Strome in den Tiefen des menschlichen Gemiites beschaffen. Die
Sprache zéihlt und nennt und beschreibt seine Verwandlungen in
fremdem Stoff, die Tonkunst stromt ihn uns selber vor... In dem
Spiegel der Tone lemt das menschliche Herz sich selber
kennen..w. — Wackenroder W. H. Das eigentimliche innere
Wesen der Tonkunst // Wackenroder W. H. Werke und Briefe.
Bd |, Jena, 1910, S. 188-189,

Haclitt W. On poetry in general. Cit. ed. P. 238,

«0 that | had the Language of Music — the power of infinitely
varying the expression, and individualizing it even as it is. — My
heart plays an incessant music for which | need an outward
Interpreter — words halt over and over again — and each time —
| feel differently, tho'children of one familyn. — Coleridge S. T.
Notebooks / Ed. K. Coburn. Vol. 2. L., 1962. M 2035.
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3bIKaJIbHOTO: €CNH MpeX[e OHO BOMIOLIANO APXHTEKTOHHYE-
CKYH0 CTPOHHOCTB, TO TeNnepk — TeKY4eCThb, HeapTHKYNHpO-
BaHHOCTh. Ewe B 1747 rony GepnHHCKHA KOMMO3HTOP H Teo-
peTHK BoKaneHOH My3bikH Kpucthan Iorrdpua Kpayse nu-
can: «<Hu B onHOM M3 H3IALUHBIX HCKYCCTB HET TaKOro MOpAAKa
W TAaKUX MPaBH/IbHBIX COOTHOLUEHHH, kak B My3blke... U B
CBOEM BHELLHEM YCTpPOICTBe My3bika oOnajaeT cCHMMETpHER B
TAKOH CTeneHH, Kakas MOXeT ObiTh TONLKO B APXHTEKTYpE, H
B HaMHOTO GoNblueii CTeNeHH, 9eM B Mo33HH» . C TOIKH 3Ipe-
HMA THNHYHOrO MYy3biKaHTa 3MoxH [lpocBelleHHA MO33HA MO-
AET JIHIUL 3aBHAOBATH TOH CHMMETPHYHOCTH M YMOpAAOYEH-
HOCTH, Kakod oDOnapaer my3bika W apxuTekTypa. K KOHLY
XVIII cToneTHs CHTyalHsa, No KpaiHeii mMepe B poMaHTHue-
CKHX Kpyrax, pa’j’HTe/lbHO MEHRETCH: MY3blka Tenepb CIYXKHT
JUIA MO33MH ckopee yxe obpa3juom Gecnopsika; ee CYUHOCTh
BCE Hallle ONpeieNAeTCA He MOHATHAMH CHMMETPHH, CTpOii-
HOCTH, HO 00pa3oM acTPYKTypHOro motoka. =Menoausa cocto-
HT B HEKOTOPOH TeKyyecTH 3IBYKOB, CTPYSLUHMXCA H HEXKHBIX,
Kak Med, OT KOTOPOro MeNoAMA MONYdHNa CBOe HMA», — MH-
T, COMHHTENBHO STHMonornupys, Kybep'. Mamenun-
BOCThH MPOBO3I/ALIAETCA OCHOBOH MY3BIKAILHOIO BhIPAKEHHA!
NpeipoMaHTHIECKH HACTPOEHHLIH MY3bIKA/IbHLIA MHCaTENb
Muwens-lons Lllabason obnanser, 910 <0gHa w3 obs3a-

" «ln keiner von der schinen Wissenschaften ist so viel Ordnung,

und gutes VerhiltniB, als in der Musik... Und in der duBerlichen
Einrichtung hat die Musik so viel Symmetrie, als immer nur die
Baukunst haben kann, und viel mehr als die Poesien. — Krause
Ch. G. Von der musikalischen Poesie // Der cnitische Musicus an
der Spree: Berliner Musikschrifttum v. 1748-1799. Eine
Dokumentation / Hrsg. v. H.-G. Ontenberg. Leipzig, 1984. S. 150-
151.

«La melodie consiste dans une certaine fluidité de sons coulante et
doux comme le miel d'oi elle a tiré son nom». — Jouberr J.
Carnets. P., 1938, Vol. 1. P. 66. (1786 r.7)
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TeNbHbIX DYHKUHI» MY3bIKH — «NOCTOAHHO BAPLHPOBAaThL CBOH
moaubHKauuuy .

W MeHHO B TaKOM ee NOHHMAHHH — KakK BeccTpykTypHO-
ro, HeckoHeYHO M3IMEHYHBOrO MOTOKa, B KOTOPOM, Kak B 3ep-
Kane, OTpaXkaeTcd MOTOK AYWIEBHLIX OBHXEHHH, — MYy3bIKa
CTaHOBHTCA 00pa3uomM ans no3szun. B pabore pomanTHweckoro
BoODpakeHHa Hajl ynonobneHHeM MO3I3HH TaK NMOHATOH MY3bi-
Ke MOXKHO BhIIENHTh Mo KpaiiHeil Mepe TPH MOMEHTa.

[NepBriil H3 HHX CBA3AH C MONBITKAMH NEPEOCMBICTIHTE B
NO3HTHBHOM OyXe, peaOMNHTHPOBaTh MOHATHe Oecnopsnka. B
CIOBECHOM TMPOH3BECHHH [O/KEH UAPHTH, MO BLIPAXKEHHIO
HoBanuca, HekHH «poniueOHbIA POMaHTHYECKHH MOPANOK»,
obpa3uom koToporo cayxuT «Bunbrensm MeiicTeps: B Hem
FOCMOACTBYET MY3blKa — <«aKLUEHTbI He NOTHYecKHe, HO
(MeTpHYecKHe) H MelOIHYIECKHE», @ OTCIOAa H BOIHHKAeT Ta-
KOW «NOpANOK=, KOTOPbIH «He o0paiaeT BHUMaHHA HA PaHr W
NOCTOHHCTBO, nmMepBocTe W nocneawecTh (Erstheit und
Letztheit), BeAHKOCTE B ManocThs . «Bonmwebusii nopanok», o
KoTopoM nuieT HoBanuc, nepebiM [A€NOM OTMEHAET Mpex-
HHil NOPANOK M MOTOMY MOMKET C PABHBIM YCIIEXOM ObITh Ha-
3BaH «poniebHbIM Decnopaakom». EcnH aopoMaHTHYeCKas
NO3THKA TaK)Xe B HIBECTHON Mepe H B ONMpe/ie/IEHHBIX Clydanx
npuiHaBana HeoOxoaumocTh Oecnopsaka (Hanpumep. «oau-

m «L"une de ces fonctions necessaires [My1biku] est de vaner a cha-

que instant ses modifications», — Chabanon M.-P. De la musigue
considérée en elle-méme et dans ses rappors avec la parole, les
langues, la poésie et le théatre. P., 1 785. P. 1.

«Die Accente sind nicht logisch sondern (metrisch und) melodisch
— wodurch eben jene wunderbare romantische Ordnung entsteht
— die keine Bedacht auf Rang und Werth, Erstheit und Letztheit
— GroBe und Kleinheit nimmiw. — Nowvalis. Schriften. Bd 3.
Stuttgart, 1968. S. 326 («Bceobmuit uepHoBuk». 1798-1799.
M 445).
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4eckoro»)’ ', TO HOBbIH, HABEAHHbIA MY3bIKOH POMaHTHIECKHi
becnopanok npencrasnseT coboi HedTO ropasno Gonee panmm-
kanbHoe: «Ecnn ¢mnocod Bce ynopsaaodmBaeT, BCE CTAaBHT Ha
MECTO, TO MO3T OTMeHseT Bce cBA3H. Ero cnoBa — He Bceod-
LIHE 3HAKH; OHH — TOHBL...» .

IMoa 3HaMeHeM My3bIKAIBHOCTH POMaHTHUecKoe BoOG-
pakeHHe TPYAMTCA Haj pa3pylleHHeM TOro, 9TO BEKAMH Bbi-
pabaThiBanOCh KJIACCHYECKOH PHTOPHKOM: MpeacTaBneHHeM o
norudeckn ofycnoBleHHOM MOCTYNATEeNbHOM ABHXEHHH PeuH,
€€ «pacnofoKeHHOCTH» NO BbITEKAIOWHM APYr W3 apyra pa3-
aenam (exordium — medium — finis). OcHoBHas uaes, pox-
nawowanca Bo ¢parmentax Hosanuca u Xybepa — aTux Ges-
YCJIOBHBIX MHOHEPOB POMAaHTHYeckoro BoobpaxeHus, — co-
CTOHT B TOM, 9T00bI MPOTHBOMOCTABHTDL «MOPANKY PedH» 3C-

@puapux Knomurtok coilfaer BNONHE npeapoOMaHTHYECKYHO
KOHUENUHIO nodTHYecKoro Gecnopauxa: «Heoxnaauko BoIxM-
KalwHit praHMbIA Gecnopaiok, BHelanHbie oDpLIBEI MBICH,
BO30YKIEHHOE OXHIAHME — BCE ITO NPHBOUHT AYWY B JIBH-
HeHHe, KOoTopoe nenaeT ee Gonee BOCNPHHMYHBOA K BNEwarT-
nenuam» («Unvermutetes, scheinbare Unordnung, schnelles
Abbrechen des Gedankens, emregte Erwartung, alles dies setzt die
Secle in eine Bewegung, die sie fir Eindriicke empfinglicher
machi» — Klopstock F. Von der Darstellung // Klopsiock F.
Gedanken iiber die MNatur der Poesie. Dichlungstheoretische
Schriften / Hrsg. von W. Menninghaus. Frankfurt/M., 1989.
S. 180). Hmenno Tako# Gecnopanox pomanTHk HoBanwc waso-
BET «BOME6HBIM NOpAAKoM»: cobcTBeRHO, CNOCOOHOCTL Ha-
X0NHTh HeKHRA ocobbil mopaaoxk B Decnopaike W OTIHYAET
Hosanwuca ot Knonwroka, xoTopbifi BCe-Tak NMpeAnoaHTaeT
Ha3lbiBaTh Gecnopanox — Genopankom.

«Wenn der Philosoph nur alles ordnet, alles stellt, so 16st der
Dichter alle Bande auf. Seine Worte sind nicht allgemeine
Zeichen — Tone sind es...». — Novalis. Schriften. Bd 2. Srungart,
1965. 5. 533 (uukn dparMenToB, olarnaeneHusid <Poesies,
MNe 32).
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TETHYeCKYH) CAMOLIEHHOCTb «C/IOB», KOTOpbIe «MpeKpacHbl»
HE3aBHCMMO OT TOr0, Kakoe MEeCTO OHHM 3aHHWMaeT B oOuwed
cTpykType. «[lpekpacHas pedb», no JKybepy, He HMeeT BHYT-
penHedl HeoDXOAMMOCTH B MOpPAAKE: «MeHAHTE B Hell pacnono-
KeHHWe Mbicnedl; CTaBbTe CNEACTBHA Mepell NPHYHHAMH, KOHEel
mepej Havanom; pa3pyuwaiiTe, nomaiTe CKONBKO YroAHO: B
sToM Oecropanke Bceria HaleTCA HeYToO, cnocobHoe yBneus H
MIEHHTH CAyWaTens» . DNEMEHThI «NpeKpacHoil pedu» Kak
6b1 BHyTpeHHe obocobneHHbl M paBHOAYLUHBI K cOOCTBEHHOR
noc/esoBaTeNLHOCTH.

B 3THX HOBBIX MpeACTaBAEHHAX O C/IOBECHO-NMPEKPacHOM
MY3blKa — a LIHpe, BCAKOE «NpPeKpacHoe IBydaHHe», — CAYKHT
MOMENbIO: MONHOE HEIHAHHE NPHHUHMOB MY3biKanbHOR dop-
Mbl M03BO/IANI0 POMAHTHKAM BOCIPHHHMATBL MY3bIKY Kak MpM-
XOTNHBO-DECCBAIHLIA MOTOK 3IBYKOB, MpeKpacHbIX B CBOed —
palymeeTca, MHHMON! — obocobnennocti. Camoit coseplues-
HOH MY3bIKOH [UIS HHX OKa3biBanach MY3blKa 30/10BOH apdsl,
KOTOpas W B caMoM Jiene Obina snonue Gecceasuoii. Kybep u
HoBanuc waxonsaT B 370 GEcCBAIHOCTH ICTETHYECKHA Maean:
«Cka3ka, cobcreenno rosops, nonobua obpazy M3 CHOBHICHMSA
— oHa Oecceaina (ohne Zusammenhang) — aucambne ynuBu-
TenbHbiX Bewed H coObITHHA — Hanpumep, My3bikanbHas dau-
Ta3HA — FapMOHMYECKHEe 9epe/lOBaHHA 30/10BOR apdbl — cama
npupona»’ ; «3BykH 3071080# apdel (HAK nupsi). OHKM He CBS-

" Kybep AH. Wi nuesuuxkosbix 3lanvceid 1779-1783 (mepeson

0. 3. Npunbepr) // DcTeTHKa paHHero QpaHLUYICKOrO POMaH-
THIma. M., 1982, C. 310.

«wEin Marchen ist eigentlich wie ein Traumbild — ohne
Zusammenhang — Ein Ensemble wunderbarer Dinge und
Begebenheiten — z. B. eine musicalische Fantasie — die
Harmonischen Folgen einer Aeolsharfe — die Natur selbstn. —
Novalis. Schriften. Bd 3. Swngart, 1968. S. 454 («Bceobumi
uepHOBHK», Ne 986).
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3aHbI, HO 093pPOBATENLHbLDY .

My3blka OCMBICIIEHa KaK MOJeNb TaKOH 3CTeTHY9ecKoH
CTPYKTYpbl, B KOTOPO# OTHENbHbiE INEMEHTHI CYLIECTBYHOT
aBTOHOMHO-000cOONeHHO, kKak Obl He Mellas ADYr OPYTY W He
BCTYNas B pa3 W HaBCer[a 3afaHHbIA nopsuok. «OAHH KpacH-
BbIfl 3BYK Nydiue, 9eM [onras peds», — H crnoea, no XKybepy,
MOTYT B 3TOM CMbIC/le YNOAOOHTBCA OTAENbHBIM 3BYKAM: €CTh
C/0Ba, «KOTOPbIE€ YaCTO COXPaHAIOT CMbICH, [aXe KOT[a OHM
OTAeNeHbl OT APYrHX CNOB, H KOoTOpble HpagaTca obocobnen-
HbIMH, Kak 3BykKH» . Bonee TOro, CBA3bIBATH — 3HAYHT CO-
BEPLUATH HACH/IME Hajl C/IOBOM H IBYKOM: =Cambie MpeKpacHbie
IBYKH, CaMblé NpeKpacHbie cloBa abCONIOTHBI, MEXIAY HHMH
€CTh €CTECTBEHHbIE HHTEPBA/IbI, KOTOPblE HYXHO cobnomaTs
npu npou3nowenun. Korna ux coenunsews, oW ynomobns-
HOTCA TE€M CBETHLUMMCH LWAPHKaM, KOTOpPbie CMIIOLUHBAIOTCA,
KaK TONbKO HX TPOraeillb, H, CK/IE€HBafCh, TEPAIOT CBOK Mpo-
IPAUHOCTD. .. » .

B 7TOM nyHKTe POMaHTHYeCKas Mo3THKa abconwTHo
BpaxkaebHa Knaccuueckoi pHTOpHKe, KOTOpas Obina ojepxuMa
Haeel TOTaNbHOH B3aMMOCBA3H MNOCNEN0BATENIbHO pacnono-

e «Les sons de la harpe (ou lyre) eolienne. lls ne sont pas lies, mais

ils sont ravissantw. — Joubert J. Carnets. P., 1938. Vol. 2.
P. 881.

«Des mots qui souvent conservent du sens méme lorsqu’ils sont
detachés des autres et qui plaisent isolés comme des sons», —
Joubert J. Carnets. P., 1938. Vol, 2. P. 602, 479.

uLes plus beaux sons, les plus beaux mots sont absolus et ont
entre eux des intervalles naturels qu'il faut observer en les
pronongant. Quand on les presse et qu'on les joints, on les rends
semblables a ces globules diaphanes qui s'aplatissent sitdt qu'ils
se touchent, perdent leur transparence en se collant les uns aux
autres et ne forment plus qu'un corps pteux quand ils sont ainsi
réduit en massen. — Joubert J. Carnets. P.. 1938. Vol. 1. P. 66
(1786 1r.7).
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EHHbIX 9acTeil C/NOBECHONO MPOM3IBEEHHA: «OHH JIONKHbI
ObITb He TONBKO PacnoioXKeHbi B MOPALKE, — HACTAHBAET
KBUHTHIHAH, — HO H TaK CBA3aHBl Mexay coboit, 9Tobmi
CTHIKH, CMbIKasCh, He MPOCBEYMBANM» . B POMaHTHYECKOM
NpoH3BeleHHH BCE, HaNpOTHB, HaxoauTcs B Gecnopsake, HM-
YTO He «CMBIKAETCH» H BCE «MPOCBEIHBAETY.

Hopanuc HaOpacbiBaeT MpoeKT HOEANBHOTO CAOBECHOTO
NPOH3BE/IEHHA, B KOTOPOM JIOTH9ECKHE CBA3H OyaAyT 3amMeHeHbl
cny4YaiiHbIMH, «Kak BO CHe», accouHauusmu. Csoum
«HEeMpAMbIM [eliCTBHEM» 3TO NpOH3IBENeHHEe OydeT HanoMH-
HaTh My3biky: «[loBecTBoBanMa DeccBalnbie, HO BCe ke C ac-
COLHALHAMM, KaK CHbI, CTHXOTBOPEHHA, npocTo Bnaroisyanbie
M NOJHBIE KPAaCHBLIX CNOB, HO €3 BCAKOrO CMBIC/NA W CBA3H, —
NMLWb OTAENbHBIE CTPO(BI NOHATHLI, — Kak 0DNIOMKH paiHbIX
npeaMeToB. B nydwem cnydae MCTHHHas MOIIMA  MOXKET
HMeTb ODLUMIA anneropHYecKHil CMBIC H HenmpaMoe Bo3aeicT-
BHE, KAK MYIbIKa H T. MLa" .

OnHako Ha ITOH BAOXHOBNEHHOR MYy3bikoRt peabunura-
uun OECCBAIHOCTH POMAHTHKH HE OCTAHABIMBAIOTCA: aanee
GeccBA3IHOCTb OCMBICNIAETCA KaK «TEKYYeCTb», B 4eM H COCTO-
HT BTOPOiIl MOMEHT POMaHTHYECKOTO ynonobnexus cnosecHoro
My3bikanbHoMY. bynyan ocoboit gopmofi LENOCTHOCTH, KOTO-

«..qui [wacTH pewn] non modo ut sint ordine conlocati labo-
randum est, sed ut inter se wvincti atque ita cohaerentes ne
commissura perluceat..n. — Quintilianus. Institutio oratoria.
VI, 10, 16.

wErzihlungen, ohne Zusammenhang, jedoch mit Assoziation, wie
Triume, Gedichte, bloB wohlklingend und voll schoner Wonte,
aber ohne allen Sinn und Zusammenhang — hochstens cinzelne
Strophen verstindlich — wie (lauter) Bruchstiicke aus den ver-
schiedensten Dingen. Hichsens kann wakre Poesie einen allegori-
schen Sinn im groBien haben und eine indirekte Wirkung, wie Mu-
sik usw., tun». — Novalis. Schriften. Bd 3. Stuttgart, 1968.
S. 572 («DparMenTbl H WTYAHH 1799-1800», Ne 113).
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pas MPOTHBOCTOMT JIOTHKO-PHTOPHYECKOH CBA3IHOCTH, TOTOK B
TO e BpeMsA Jlerko NOMYyCKaeT H aBTOHOMHYK obocobnen-
HOCTb 3JIEMEHTOB: HaNOMHHM, 9TO JUia Bakkedpopgepa moTok
COCTOMT H3 «ThICAYH OTHENbHbIX BOMH» . IMoTOK — Takas
LEIOCTHOCTE, B KOTOPOH HET «CBRA3eH» H <BIlaHMO3IaBH-
cHMocTei»; Oyoyus eMH, OH B TO Xe BpEMS MOCTOSHHO pac-
nafgaeTcA Ha OecKOHeuHYH) depedly CBOGOMHBIX 3/IEMEHTOB.
EnuHcTBO MoToKa He oTMeHAeT 00ocobneHHOCTH, «cBODOOLIN
COCTABMAIILLHX ero «BoNH». BOoT mouwemy My3bika Kak Texkyuee
OIHOBPEMEHHO CAYXKHT MOIEnbi0 H Hekoi ocoboii OecceaaHo-
CTH (Kak «coobwecTBa» cBoboaHBIX, 000cObNEHHbIX aBTOHOM-
HbIX 1IEMEHTOB), H BbICIUEH, BCEOXBATLIBAIOLIEH UENLHOCTH.,
Hopanuc, ¢ ogHoO# CTOPOHBLI, onpeaenseT MY3IbIKY Kak
«OPOPMAEHHY IO TEKYTECTb» , 4 C ApYroil — MUILET O NOJIMK:
OHA «OT MPHpPObl TEKY4a — BCA — NJIACTHYHA H De3rpaHndYHa
— BCAKOe BO30YXIeHHe pPajpacTaeTCR CpPaly BO BCE CTOPOHBI.
— OHa — CTHXHA OyXa, BeYHO CNOKOHHOE MOpe, KOTopoe
NHILL HA NOBEPXHOCTH APOOMTCA HAa THICAYH MPHXOTIMBBLIX
BOJIH»; MO33UA «noao0HAa OpraHMYeckoMy CyLIeCTBY, KOTOpoe
BCEM CBOMM YCTpPOHCTBOM BbUIAaeT CBOE NPOMCXOXAEHHE M3
TEKY4ero, CBOH M3IHAYANILHYHO 3/aCTHYHYH NPHpPOAY, CBOK
GeIrpaHMuHOCTh, CBOK CNOcOGHOCTL KO Beemy» . Tekyan W

159

Wackenroder W, H. Das cigentimliche innere Wesen der
Tonkunst. Cit. ed. S. 188.

¥ .Die Musik, das (gebildete) FliBigen. — Novalis. Schriften. Bd 3.
Stuttgart, 1968. S. 259 («Bceobumi weproBux», 1798-1799,
Ne 102).

e [Mo31ma] «ist von Nawr fliBig — all — bildsam und

unbeschrinkt — Jeder Reiz bewegt sich nach allen Seiten — Sie
ist Element des Geistes, ein ewig stilles Meer, das sich nur auf der
Oberfliche in 1ausend willkiirliche Wellen bricht... Sie [no33mns]
wird gleichsam ein organisches Wesen — dessen ganzer Bau
scine Enistehung aus dem FliBigen, seine urspringlich
elastischen Natur, seine Unbeschranktheit, seine Allfahigkeit
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My3biKa, H M033HA, H CaMa CTHXHA Ayxa. JKybep ymopHO nbi-
TAETCA OCMBIC/IHTL 3BYK KaK LAPCTBO TeKydecTH: «B 3Byke —
BuOpalius, Kak BUOpHpyeT MHMAKOCTb, Kak B 4eM-TO paciias-
NEeHHOM. 3BYKM [IOKa3bIBalOT, 9TO BECh MHD €Lile HAXOAHTCHA B
PaciaBieHHOM COCTOSHHH...». Ynonobnsasch My3bike, CNOBO
npucBauBaeT U cebe 3Ty TekydecTh: «Tekyuwe W CTpysLIHeCs
€noBa — caMble MpeKpacHbie M NydilIHe, ec/lH pacCMaTpPHBaTh
A3BIK KaK MY3BIKY» .

«I[ToTok» — My3BIKANbHBLIA MAH CNOBECHBIE — TeM CO-
BeplieHHeil oToOpaXkaeT NBHXKEHHE NYLUEBHOH MKH3IHH, 4eM
CaM OH M3IMEHYHBEH: OT C/IOBECHOrO MPOHIBEJEHHN Temnepsb
Tpebyerca To ke «paiHooDpasue ToHOB», KoTOpoe lllabanon
TpeboBan oT My3bikH. ['énbaepiuH KPHTHKYET CTHXOTBOpe-
Hue dpuapuxa Imepuxa «Cyasba» 3a TO, 9TO €ro «TOHBI, C
ONHOH CTOPOHBI, HE JOCTATOYHO HIMEHYHBLI, @ C APYro# cTO-
POHBbI HE CKNaAbIBAlOTCA B MOJHON Mepe B XapaKTepHCTH4e-
ckoe uenoen’™'. BopaceopT cTasut cebe B 3acnyry B moime
«[Mporynka» «paznoobpaine My3bikanbHbIX 3dexToR (variety
of musical effects)»™; natyppunocod Nenpux Credpenc B po-
mane Tuka «Bunvam JloBenb» HAXOAMT «HENPECTAHHO H3Me-

verriitn, — Hosaauc. NMucemo x A. B. Winerento, 12 sausaps
1798 // Novalis. Schrifien. Bd 4. Swungart, 1975. §. 246.

wDans le son, le frémissement comme d'une chose liquide, en fu-
sion. Les sons prouvant que tout est encore dans un état de
fusion...»; «Les mots liquides et coulants sont les plus beaux et les
meilleurs, si on considére le language comme une musiquen. —
Jouberr J. Carnets. P., 1938, Vol. 2. P. 472473, 514.

«...auf eine Seite wechseln die Tone nicht genug, auf der andern
stimmen sie nicht genug zu einem charakieristischen Ganzen
zusammen...». — INeavdepaun @. Mucemo k J1. . Holddepy.
nero 1799 // Holderlin F. Samiliche Werke (Stutigarter
Holderlin-Ausgabe). Bd 6. Berlin, 1959. S. 382.

Wordsworth W. Letter to Mrs. Clarkson (18147) // Letters of the
Wordsworth family, N. Y., 1969. Vol. 2. P. 40.
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HAKOIIHECA BapuauuH» (immer wechselnden Variationen), B Ko-
TOpbiX THK OTKpDBIBAET HMTATENH <«HO4YHble Oe3nHbl Obil-
T]vli[)ﬂ-m.

Onrako cama no cebe 3Ta TeKy9as H3IMEHYHBOCTh — He
KOHe4Has leNb, K KOTOPOH CTPEMHMTCA MY3iblKa ClOBa Yy po-
MAHTHKOB: CHTYallHA YCIOXHAETCA TeM (H 31eck Mbl MOAXO-
IIHM K TpeTbeMY MOMEHTY B POMaHTHYECKOM MOHHMAaHHH
C/IOBECHOH MY3BIKH), 4TO MOTOK MBICJIHTCA Ha oHe Toro oco-
6oro eaMHCTBa, KOTOPOE POMAHTHKH TakKXe ONpefeNflT My-
3bIKaNnbHbIM CIIOBOM — «TOH». MOXHO CKa3aTh, 9TO CTPYKTY-
pa NpOM3IBEIEHHA — KaK, BLPOYEM, W 9€/IOBEYECKOH JIHTHOCTH,
— JNA POMaHTHKOB [IByXypPOBHEBa: BEpXHHHl ypoBeHb oDpazyer
MOTOK-MENOHA B €r0 HIMEHIHBOCTH, HHKHHA — YCTOHYHBBLIA
TOH, 00yCnaBAHBAIOIWIHIA HAEHTHYHOCTbL NHYHOCTH HIM XYMO-
KecTBeHHOro oprauuiMa. «CTHXHA AyXa», MO UHTHPOBAHHBIM
Bbiwe cnopaM Hosanwuca, «1MilbL Ha NOBEPXHOCTH APOOHTCA Ha
TBICAYH BOJIH»; TNyDMHA ero cnokofiHa, HeNmoABHXHA MIM MO
KpaitHeit mepe mennenna. B uuTHposawHoM 3cce Yunbama
Xe3NHTTAa NpeKpacHO OTPa)KeHa ITa [BYXYPOBHEBOCTh MY3bl-
KaNbHO-CIOBECHOH POMaHTHYECKOR CTPYKTYPBLI: NOIIUA, «OMNM-
ChIBAs TeKy4ee», B TO e BpeMA CTPEMHTCA «MPOMHTE W Mo-
BTOpHTb 9yBcTBO (prolong and repeat the emotion), npuBecTH
BCe TMpodYHe npeaMeThl B COrJlacHE € HHM», — Belb
«MY3bIKANbHOE B IBYKE JUTHTENBEHO H HEMPEPBIBHO, MY3bIKa/lb-
HOE B MBICITH TaKXe [UTHTENBLHO M Henpepbmuu»"". Texyuee B
KOHEYHOM MTOre, KaK HH NapajoKCabHO, NHILIbL «POANEBaETh,

o Llur. no: Giinzel K. Kénig der Romantik: Das Leben des
Dichters L. Tieck in Briefen, Selbstzeugnissen und Benichten.
Berlin, 1981. S, 177-178.

206

«The musical in sound is the sustained and continuous, the musi-
cal in thought is the sustained and continuous alsow. — Hazlitt W.
On poctry in general. Cit. ed. P. 236, 251-252.
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«MOBTOPAET», YNEPXKHBaeT: B TakoH pOMaHTHYeCKHH MOTOK
MOKHO BOWTH HE O[IHH pa3.

[Monobnas Monens HMeET HECOMHEHHYH) aHANOTHIO C
ycTpoiicTBOM npouiseneHus B My3bike XVII-XVIII B., B KoTO-
POM BEpXHHE Tojioca pa3BOPaYHBANIHCEL HA «MELIEHHOM), 0THO-
CHTENbHO CTATHIHOM (oHe reHepan-6aca. ¥ pOMaHTHKOB eCThb
TEKCThl, KOTOPbIE MO3BONAKOT YTBEPKAATh, 9TO ITa AHANOTHA
HMH XOpolLI0 oco3HaBanack: Tak, Knemenc bpentaso B ogHOM
M3 NHCEM CPABHHBAET CBOKO Pedb CO «CTPEMHTENBHO CKauylueH
Menoaueiin, a nymry — ¢ «bacom paimeiunenus (Bal der Be-
trachtung), KOTOpBIH 3Ty MENOAHIO HYNEHHT H YIOPALOYH-
BaeT»" .

Beakoe HHAHBHOYanbHOE ObITHE B POMaHTHYECKOM MHpe
HMeeT CBOH TOH. «Y BCAKOIO 4enoBeKa — CBOA TNlaBHas riac-
Has», — 3ameqaer Hosanuc™,; «[TosTopense ToHa B pume —
MWL PEAYKLHA K eCTECTBEHHOMY 3bIKY. Bce XuBoTHBIE MoO-
BTOPAKOT BCEraa OJMH TOH, BOAOMNAALI, TPOM W TOMY noao6-
Hoe» (®. Llinerens™). EciH NOBEPXHOCTH NHAHOCTH — MY3bi-
KanbHO-HIMEHYHBLIA MOTOK, TO ee rnybHHa — My3biKanbHO-
HeNOABHXHBIA TOH, Kak Obl XpaHAWMA eAHHCTBO NHYHOCTH,
Bcerna HeHiMeHHbIH, camo BonnolleHHe abconroTHON TOXne-
cTBeHHocTH, Beakuit 0o6pa3, kak Gbl cioxeHn ol HH Gein, B KO-
HEYHOM CUETEe CBOAHTCA K MPOCTOMY HelenumMoMy Touy: «Tow
kaxuaoMmy obpaszy (Gestalt) — obpas kaxaoMmy TOHy», — npo-

a B wucnosesanbHoM nuceme K Jlywde Xewdenw (1816 r.).

Brentano Cl. Briefe. Nurnberg, 1951. Bd 2. S. 182-183.

Novalis. Schriften. Bd 3. Stunigart, 1968. S. 306 («Bceobumi
depHoBHk», 1798-1799, Ne 367).

«Das Wiederhohlen des Tons im Reim nur Reducirung auf die
Natursprache. Alle Tiere wiederhohlen immer einen Ton; Wasser-
falle, Donner desgleichenn. — Schlegel F. Literary notebooks.
1797-1801. Cit. ed. P. 206-207.
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sosrnamwaer Homanuc™™. Bocco3jaBas WIMEHSHBOCTH IyIUM,
no3T (a B paBHON CTENEHH W MY3bIKaHT, H XYIOXHHK) HE 10N-
*KeH 3a0b1BaTh 00 3TOM TOHE; B KOHEYHOM MTOre «TOH» ANA
POMaHTHKOB, OBITH MOXET, Naxe BakHee, 9eM =noToK». [lo-
3Ty, 9T00BI OBITE MO3ITOM, JIOCTATOYHO BLIPA3HTH ONHH TOH:
«BenukoMy no3Ty A0CTAaTOYHO NMEpeaThb JHIIbL ONHH TOH 9yB-
CTBa W BooayLuesneHus», — nuweT @. [llnerens B nHceMe K
6pary A. B. lllnerento”'. PomaHTHueCKOe NHTEpaTypHOe BO-
obpaxkeHHe roTOBO faxe, NPeABOCXHIIAS ABAHTAPAHCTCKHE
IKCMEPHMEHTRI CEdYIOLIero BeKa, NMpeACTaBHTh MY3blKa/bHOE
NpoH3BeleHHe, 3AKTIOYEHHOE B OHOM TOHe: Tak, Geaymubiil
Kpeficnep (8 rodpmanosckoit «Kpeficnepuasen) nuiueT agaxHo,
COCTOALLEE «H3 ONHOMO-eIHHCTBEHHOIO MIONr0 BbLAEPKAHHOIO
ToHa ronoca lOnuu, Ha kotopom Pomeo, nonubiit nwben u
GnaxeHcTBa, BOCNApHI Ha camble Hebecar.

KoHuenT «TOHa» NPOHHKAET H B POMAHTHYECKYH) Teo-
puto nutepatypel. ®. llnerens u I'énvaepnuu HabpacsiparoT
npoekThl cBoeobpa3HOl THNONMOTHH JHTEPaTYPHBIX ABNEHHNA B
COOTBETCTBMH C MPHMCYIWIHM HM ToHoM. llnerens, wrpas B
IHEBHHKE C MOHATHEM TOHA, «KNACCHYECKOR MOIIHH» MPHNH-
ChIBaeT  «MIACTHYECKHA TOH», <«CEHTHMEHTaNbHOH» —
«MY3BIKANBHBIA TOH», «NPOrPECCHBHOMY — «MOITHYECKHI»;
«TOH poMaHa foskeH OGbITh 3nerngeckum, a GpopMa pomaHa —
WHAWYECKO»; 9yTh HHXE BOIHHKAET COBCEM HHOH MOBOPOT
— lllnerens NPOTHBONOCTABARET AYX H TOH KaK }TETHHYECKHE
CYIIHOCTH: JYX — 3TO «Ofpe[eNeHHOe eNHHCTBO CBOHCTB=,
TOH — «HEoNpe/le/leHHOe eHHCTBO CBONHCTB»; POMaHTHYECKHE

" Novalis. Schriften. Bd 3. Stuttgart, 1968. S. 651.

«Wer nur einen Ton der Empfindung und Begeisterung
anzugeben weill, kann ein sehr groBer Dichter seinw. — @. [l ae-
2eas. [Mucemo ot 11 despana 1792 r. // Romantiker Bnefe /
Hrsg. von F. Gundelfinger. Jena, 1907. S. 52.

2T
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npou3Benenns o61analoT HMEHHO «ToHOM» . B cTatwe [éns-
nepnauHa «O pa3NHYHM THTEPATYPHBIX PONOB» B OCHOBY Kiac-
CHOMKALHH NONOXKEHO MOHATHE «OCHOBHOTO TOHA», «TOHHKH»
(Grundton), KoTOpoe HHOrZa 3aMellaeTCd MOHATHEM <OCHOB-
Horo HacTpoeHHs» (Grundstimmung) — My3bIKankHOE Nepe-
METEHO C «ACHXOMOTHYECKHM», OYIIEBHbIM: OCHOBHOE Ha-
CTPOEHHE NHPHKH ONpeenseTcs <HeMoCPeACTBEHHBIM YYBCT-
BOM», TOHHKA 3M0CA — «lepPOHYECcKOe» HIH «IHEPrHYECKOe»,
TOHHKA TPareqHM — «HOeanbHOe», MOCKONbKY «B OCHOBE BCEX
NpOW3BEIEHHIA TOMO POAA NIEKHT HHTENNEeKTyalbHOe colep-
uaHue» .

9TH NOCTPOEHHs HH B Koeil Mepe Henb3Is Ha3BaTh 3a-
KOHYeHHbIMH, OHAKO HMee «TOHa» Kak BHYTPEHHEro Myibl-
KabHOTO /IHHCTBA CIOBECHOTO NpoW3BeneHus 610 yroTosa-
HO cBoeobpa3noe oTnoxenuoe 3asepienue. IMouTH nontopa
CTONETHA CNYCTA OHa ObiNa NPHMEHEHA K CAMHM POMaHTHKaM
H TeMm cambiM Kak Obl Boispawiesa um: I'. A. IN'ykosckuil on-
peaenni My3blKalbHOCTh POMAHTHYECKOH NO33IHH Kak ocobbIf
«ITHpHYecKHit TOH, oDpalleHHBIH BHYTPh AYLIH CaMOro aBTo-

pa», H 3ajla4y no3Ta yCMOTpe/l B «CO3aHHH IMOLHOHANBHOIO
m
TOHa»

" Schlegel F. Literary notebooks. Cit. ed. S. 40, 48, 59.

Hélderlin F. Ubertragungen. Aufsitze. Briefen / Hrsg.
K. J. Obenauer. Berlin und Leipzig, o. J. S. 283-284,

I'ykoackuin I'. A. Tlywkus u pycckne pomanTukn. M., 1995,
C. 60-61.

m
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MY3bIKAABHbBIX MOAEAAX
B AMUTEPATYPOBEAEHHMH XX BEKA
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Ta myasika cnosa, k koTopoii oBpawanock nuTepaTyposese-
Hue XX ctonetus. vecet B cebe namates 060 Beex ITHX mMeTa-
moptholax cnopecHoll My3bIKH, 0DYCNOBAEHHBIX CIOXHBIM
B3aHMOAEHCTBHEM TpaHCMY3blKanbHbIX Haed. McTopus cno-
BECHOH MY3bIKH OaeT NHTepaTypoBeny Ha Bbibop pan ee HH-
TEeprnpeTauHi — HCTOPHYECKH C/OXHBIIMXCA, TOTOBBIX — H B
TO e BpeMA KpaiHe, 10 NoAHOH MPOTHBOMONOXHOCTH, OT-
AHYHBIX apyr ot apyra. [Mons3yack 3THM BbliBOpOM M roBops
Bpose 6b1 06 0OAHOM H TOM Xe, COBpeMeHHbIE IHTepaTypoBe-
Iibl HMEKT MOMHYIO BOIMOXKHOCTb TaK e He MOHMMaTh Opyr
Apyra W rOBOPUTH O Pa3HOM, KaK He moHanu Gv1 apyr apyra,
Hanpumep, lNaruem, Hosanuc, Mannapme, KoTOpbIE FOBOPHITH
«0b onHOM® — 0 My3blKe CNOBa — HO COBEpLUEHHO Mo-
pa3HOMY €€ NOHHUMAJIH.

M Bce xe Mbl MOXEM YNPOCTHTE CHTYalUWIO, CBeas
CMBLIC/IOBOH CNEKTP HIEH CNOBECHOH MY3bIKH K JIBYM OCHOB-
HbIM ee THnaM. EcnaM cyllecTByrOT aBa rnaBHeix «obpazas
CNOBECHOH MY3bIKH — KOCMHYECKH CTPOAHAA CTPYKTYpa M H3-
MEHHYHBbIH NMOTOK, TO W BCE JIHTEPaTypoBeN49ecKHe WHTeprnpe-
TAUMH ITOH MY3IBIKH TaK HIH HHAYE TATOTEHT K OJIHOMY H3
TUX aByx nontocos. ['pybo roops. My3biKanbHOCTH CNOBa
TpakToBaHa nubo kak aHomanbHoe (Ha (owne «obbluHOro» TEK-
CT4, MPHIHABAEMOTO «HEMY3IBIKAIbLHLIM») YCH/IEHHE CTPyK-
TYPHO-aDXHTEKTOHHYECKHX MOMEHTOB, NHOO, HanNpOTHB, Kak
Hx ocnabnenne.

My3bIKaNnbHOCTE B NEPBOM MNOHMMAHHWH 9allle BCETO
«BO3HHKAET» TOrJa, KOrda B CTPYKTYpPE TEKCTA, B €ro PUTMH-
4ecKoH, IBYKOBOH MNTH [1aKe CMBIC/IOBOH OPraHH3allHM yralbl-
BaETCA oOYepTaHHe omnpeaeneHHod My3biKanbHOR  (opMbI
(coHaTHo#, BapHaudoHHOH, ¢yr# um T. n.). JluTeparyposen
HAXOIHT, 4TO T€ HIH HHBIE 3NEMEHTE! TEKCTa (OT OTAENbHBIX
3BYKOB 110 MOTHBOB M 00pa3oB) B cBoeM pacnonoxeHHH obpa-
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YT KOHMWUIYpPalHK0, aHANOTHYHYH) KOHQHIypauHH CTpYK-
TYPHBIX 31eMEHTOB (PyrH, COHATBI H T. M.

Ipyroe, npaMo NpPOTHBOMONOXHOE TNPEACTaBIEHHE O
MY3bIKaIbHOCTH 49acTo conpskeHo ¢ yDexneHwem, dTO
«IHTepaTypa B LeNOM CTAHOBHTCA MY3bIKaNnbHOW, Koraa mpo-
AB/IET Npe3peHHe K N0ObIM ACHOPaINMHYMMBIM 3NEMEHTaM
dopmbl»'". Tak, Kapn I'néknep naet ckaxkam Bpentamo crne-
Ayiollee NaKOHHYHOE ONpefiefleHHe: «My3blKa, OTCYTCTBHE
cTpykTypsi» ; JI. fl. Tur3bypr B kuure «O JHPHKe», CBA3BI-
Bas JMTEPATYPHYK) MY3bIKANBHOCTbL C OTKa3OM MO3TOB OT
IKCMNAMUMTHOH JNOTHKH TEKCTa, FOBOPHT O «MY3bIKalbHOM
3bI6KOCTH» CHMBOJIHCTOB, O «CMYTHOM MY3bIKAIbHOM €/HH-
CTBE CMBICAOBbIX TOHanbHOCTed» . Omuns Llraiirep B
«OCHOBHBIX MOHATHAX MOITHKH*  ACCOLMMPYET  «MY3bl-
KalbHOCTBb» C «TEKYy4YeCThHO», «pacnnaBneHHocThiO» (Verfliissi-
gung)’™ u 3asenser kateropuuno: «Korja mecemmsbiii nosr B
CBOEM BBICKAIbIBAHWM BCEpbE3 CllelyeT OT4eTNHBOH JOrHKe,
Mbl HE HAXOAMM B €ro mecHe My3IbikM. Mblunenue u nenue
HECOBMECTHMBbI» .

WTak, cnopecHaa My3bIKanbHOCTb MoOXeT oOHapyxH-
BaTbCA M B CTPOroi NOrHKe (pOpMBI — H B OTCYTCTBHH BCAKOM
«oTweTnuBoit noruku». Ytobel pazobpaTecs B ITON mapanok-
CanbHOM CHTYAlIWH, HaM CNelyeT BHHKHYTbL H B Ty, H B apy-

s

Fetzer J. Romantic Orpheus. Profiles of Cl. Brentano. Berkeley
a. 0., 1974. P. 206-207

Glackner K. Brentano als Marchenerzihler // Deutsche Arbeiten
der Universitat Koln. Jena, 1937, Bd 3. S. 6.

Fun3bype J1. A. O nupuxe. M., 1997. C. 341, 305.

«Brce MOMEHTBI HIIPII'IBCII}[’D — MYIbIKY, TEI,'"IECTH. CIHT-

HOCTE — Bpentano coeamnnn B mude o Jlopenee...». Stai-
ger E. Grundbegriffe der Poetik. Ziirich, 1968. S. 70.

Ibid. 5. 37.

e

177

TR

178



HMaea cAoBeCcHOR MY3LIKH B eBPONEACKOH NO3ITHKE 158

TYH) CHCTEMY MpEACTaB/IeHHA o cloOBeCHOH My3blke, Kak Obi
nobbITh BHYTPH HHX.

B nepsoii nonosuHe XX cToneTHa nMTepaTypoBende-
CKaf TPaKTOBKAa MY3bIKaNbHOCTH OMpenensnach Bepod B YHH-
BEPCA/ILHOCTE NPHHLUKNOB (hopmMooOpa3OBaHHA, KOTOpBIE Ka3a-
NHCh OJIHHAKOBBIMH 171 MY3bIKH H NHTepaTypel. 310 ybex-
NIeHHe KOHKPeTH3HPOBAlOCh B MHOFOYHCIEHHBIX MOMbITKAX
NUTEpaTYpoBe0B 0OHAPYXKHTE B TEKCTaX Te HIH HHbIE MY3bl-
KaneHble pOPMBI, OT NPOCTHIX ABYX- H TPex 4YacTHBLIX 10 CO-
HaTHOH W ¢yru. B 3THX nmonbITKax cMenoe /10 HAHBHOCTH YN~
poLLEHHe, BUAHMO, NOPOH BOCTIPHHHMANOCh CAMHMH HCCNeno-
BaTENAMH KAK HEKOe «0TKpoBeHHe mpocToThi». 0. Bansuens
YyCMATPHBAET TPeXuacTHyro necenuyro dopmy (A -b-A) B Te-
MaTHYeCcKoM CTPyKTYpe cTuxoTBOopeHus ['ére «Ha mope=: cyTs
BCEro NIHLWIbL B TOM, 9TO NEpBas HacTh CTHXOTBOPeHHA (A ) —
Hacnaxnexue npuponoit, sropas (b) — socnomunanue o6 yr-
paueHHOM cHacTbe, TpeTbA (A) — BHOBbL HACNAX[EHHE MPHPO-
noft (ceoero pona penpusa). B «Cumdonnn= k komeanu J1. Tu-
ka «[lepepepHyTrIi MUp» TOMY Xe Banbuenio BHAMTCA HOBOE
TOPXECTBO MPOCTOThI: TPEXYACTHaA yBepTiopa ()paHiy3ICKOro
THna, nojaobHas yeepTiopaM Kk onepam Jlonnu (grave—
allegro—grave)™. TMonudonuueckyio GopMmy Hcnonslosan ans
0OBACHEHHA CTPYKTYPHBIX NpHHUHNOB Komenuu @. Tposu:
KOMEJHHHBIH CHXeT, B KOTOPOM CYPOBbIA «0Tell» NMPOTHBO-
CTOWT HHTPHIaM IOHOH napbl BNIODNEHHBIX H B KOHLE KOHLOB
caaetcs, noHHmaetrca TpoAHOM Kak nonWGOHHYEcKas CTPyK-
Typa, XapakTepHad AnsA (yrH: HeNpPekNOHHbIA oTen ynoaodnex

i Walzel O. Gehalt und Gestalt im Kunstwerk des Dichters. Berlin,

1923. 8. 352-353, 355-356.



159 My3nKarbHEIE MOASAH B AMTEPaTypOBeACHHH XX BEKa

HEMOJBHXHOMY NOMHHaHTOBOMY OPraHHOMY MYHKTY, Ha doHe
KOTOpPOro pa3BOPaYHBAETCA KOHTPaNyHKTHYECKa® WIPa Bepx-
HHMX TON0CoB, B pHHane Hac HAKOHELl «NOAHHMAETCH K TOHHKE»
H IMCCOHAHC Pa3pelliaeTCs B MOMHOM Kajasce™ .

AHanu3bl nogobHOrO poaa NPONOMXaKT MOABAATECH HA
nporaxenun Becero XX sexka. [Ixon Peruep ycMaTpHBaeT co-
HaTHYH QopMy BO BCcTynneHHH (o3arnaBneHHoM «Cumdbonus»)
K meece bpenTano «['ycras Bazas, npHYeM HOCHTENAMH Tema-
THYECKOTO HAa9ana OKa3biBaeTCH 3IBYKOCHMBONIHYECKHE KOM-
MAeKChl — TNAacHbIE IBYKH «a» W «i», BHIMOJHAKLLMKE, COrnac-
Ho ®etuepy, pons «ocHOBHbIX ToHOB» (Grundtone) Bo Bcei
noxuu bpentano. Komnnekc «ei», cooTseTcTByHOWMA rnas-
HOH TOHANBHOCTH M TNABHOW NapPTHH, BLIPAXKAET WILHD
«HHAMBMAYAUHH M M3ONAUMH~» (einzeln, eigen — «oTnenvHbIRA,
eHHHYHBIA», «CODCTBEHHBIN), HO B TO Xe BpeMs W TBOpYe-
ckoe Hauano (Meister); 3IBYK =a=, COOTBETCTBYHILUMKIA TOHANL-
HOCTH NOMHHAHTBI H NOOOYHOR NApTHH, BLIPAXKAET «UYBCTBO
npy*6b1, nyx enuHenus» (alle, das Ganze, verbanden — «Bce=,
«lleioes, «CBA3aHHbIes)" . XapakTepHo, ato deTuep B cBoedt
paboTe noaYepKHBAET KPaHHIOW NOBEPXHOCTHOCTL MY3bl-
KanbHbIX 3HAHHA BpeHTaHO H MCKNI09aeT BOIMOXKHOCTH €ro
IHAKOMCTBA ¢ cOHATHOH ¢opmoi; MHaYe roBops, COHATHaA
opma TpakTyeTcs Kak OOLIeICTETHYIECKMI NPHHUMN apXH-
TEKTOHHKH, K KOTOPOMY XYJOXHHK NMPHXOAHT HHTYHTHBHO. B
TAaKOM e nyxe pbuiepxkana pabora J1. ®efinbepra o conaTHoi
tdopme B cTuxoTBopeHHM [lymkuHa «K Bensmoxe», Tonbko
31eck B ponu rnasHoi W nobGoaHolt napTHA BLICTYNAKOT He
CHMBOJIMYECKH 3HAYHMBIE IBYKOBBIE KOMIUIEKCEI, HO CMBIC/IO-
Bble TeMbl: [NIABHAA NMApTHA — TeMa [0oMa, XHAHua; nobos-
Has — Tema ero xo3nuHa («Tema rnaexHol napTuu — JlBopeil.

Trojan F. Das Theater an der Wien, Schauspieler und Volkssticke
in den Jahren 1850-1875. Wien; Lpz., 1923. 5. 18-20.

Ferzer J. Op. cit. P. 236-239.
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“I[MobouHas” NapTHs — cuacTAMBLIA ero aaneneu»" ). Kak u
detuep, deiinbepr abconoTHO yBepeH, 9TO HHKAKHMH 3Ha-
HHAMH 0 cOHaTHO# (opme [Tywkun He obnanan: «f ybexnen,
gTo [lymkuH He HMen onpeaeneHHONO NPEACTABAEHHA O CO-
HaTHOH dpopMe»; cnenoBaTenbHO, =cOHaTHas ¢opMa morna
NPOHMKHYTE B N033H10 [1yIKHHA TONBLKO Kak pe3yibTaT reHH-
anbHOl MHTYHuHH» . [IpumMepHO Tem ke o6pazom conaTHas
dopma obuapyxmusaercs H. GopryHaTtoseiM y Yexosa™, a
KOHTPacTHO-COCTaBHAA [Byx4acTHas (OpMa OTKpbIBaeTCH
O. CokonoesiM B nosectd H. B. l'orons «Hesckuit npo-
cnekT»"".

O6 yAIBHMOCTH TAaKoOif MHTEPNPETALMH COHATHOCTH
(KaKk M OpYTHX MY3IbIKIbHbIX (POPM) Mbl YXKe MHCAnH Bbille.
JluTepaTypoBe/, Kak MpaBHIO, BHAHT B MY3biKanbHOH (popme
HeKHil uaeansHbifi, BHeBpeMeHHOR obwexTeTHYeCKHA NPHH-
MM, HTHOPHPYA ee HCTOPHYHOCTE. [ToHHManHe Toro, 9T0 My-
3bIKaNbHaA (POPMaA HE CNYXKHT BEYHBIM «HIeanoM= s Gopmel
No3THYecKol, Ho obe OHM Pa3lBMBAIOTCH, NpETEpPnesas Cxol-
Hble WIH pa3iHgHbIe TPaHC(OPMALHH, Mbl HAXOINHM B HEMHO-
rHX AuTepaTypoBefYeckux paboTax, cpeaH KOTOPbIX MOXHO
OTMETHTb cTaTbio IMuna [lTadirepa «Hemeuxkuit pomanTuim
B M0334M W My3bikes. LllTalirep nokaibipaeT, Kak poMaHTH4e-
CKOE YMOHACTPOEHHE CXOHbIM 00pa3joM BJIHANO W HA MY3bl-
KanbHYH, M HA NO3ITHYECKYH (popMy. OH OTMEYaeT, B 9aCTHO-
CTH, 94TO POMAHTHYECKHE NOITHI H MY3IBLIKAHTBHI B PABHOH Mepe
TAFOTHAHCH CHMMETPHYHON penpu3of Kak HenpuATHOA Heob-

" @eanbeps JI. MyiblkanbHas CTPYKTYpa CTHXOTBOPEHHR

Mywxkuna «K pensmoxen // To3ans u myisika. M., 1973,
C. 287.

Tam xe. C. 282.
@opmynamos H. M. TlyTtu ncxanui. M., 1974. C. 127.

Cokonos 0. O «My3bikansibix opmax= B nuTepatype // Jc-
TeTuueckue ogepkd. Buin. 5. M., 1979. C. 223.
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XOIHMOCTbIO «BO3BpaTa K cebe»: CHMMETpPHA — MOATBEpXKIe-
HHE «MIEHTHYHOCTH», HO «pOMaHTH3M Donblue He Haxooun
CYacThA B TBEpAOH MAEHTHYHOCTH», — Tak, lllybept «3a6mi-
BaeT cebs M oka3biBaeTca Gonee He B cocTosHMH k cebe Bep-
HYTbCH», MOITOMY PenpH3a B ero CoHaTHOH (opMe «BbICTY-
naeT KaK HeYTO BHeLUHee, TepseT xapaktep coObiTHA=. Taro-
CTHOCTb 3aBepIUEHHA-BO3BPaTa OWYWAKT H no3Thl: «CaMbiM
MHOroobemaomwnM poOMaHTHYECKHM CTHXOTBOPEHHAM HEIOoC-
TaeT KOHLOBKH» .

CnoBHO 4YBCTBYA HEKOTOPYH) HAHBHOCTh TMOMNbITOK
npAMOoil MHTEPNONALMH MY3biKaNibHbIX GOpM Ha cnoBecHoe
MpOM3IBE/IeHHe, MHOTHE JIMTepaTypoBebl NpPeaAnoYiu KoMMpo-
MHCCHbIH, HenpaMol nyTb oOOHapyXeHHA My3biKanbHOR
O(OPMIIEHHOCTH TEKCTAa. X0 HX MbIC/IH MOXHO B LENOM Me-
penaTh cneayrownm obpazom: na, roBOPHTL O BOCCO3INAHMH
NUTEpaTYPHLIMH CpPeACTBaMH COHaThbl, (yrH M ApPYrHX MY3bi-
KanbHbIX (POPM HEKOPPEKTHO; HO 3TO HE JHAYMT, 9TO B JIWTeE-
patype He nedcTBYHOT (opmoobpasyromme npuemsi, nonob-
Hble MPHEMaM MY3bIKalbHbIM, — TaKHE KaK KOHTPacT, MOBTOP
(TOuHbLIH HNH BapbHPOBaHHLIN), HApacTaHHe W cnaa (KpeluexHao
H IUMHHY?3HL0). JIMTeépaTypa He BOCNPOM3IBOAHT B TOYHOCTH
TY WIH HHYH MY3bIKalbHYH GOpPMY B €€ KOHKPETHOCTH, HO
Onarogapa obwmmM npuemam Gopmoobpa3oBaHHA MOXKET BOC-
MPOH3IBOAHTL HEKYHO ODLIYHO NHHHMIO MY3IBIKANBHOIO MPOHIBE-
[IleHHA, /I8 KOTOPOro BCerna Beab (WNH MOMTH BCEraa) xapak-
TEPHO HA/IHYHE HEKOEro HAPACTAHMA, NOCTHXKEHHMA Ky/bMHHA-
UHH W Chaja ¢ nocneayrlunm ycrnokoeHuem (kopa). MTak,
noaobHbIi NOAXOA MOHUMAET MOA MY3IbIKA/IbHLIM HE KOHKPET-
Hble OpMbI, HO HeuTO Donee oTBNedeHHOE — OBLLY IO NHHHIO,

Staiger E. Deutsche Romantik in Dichtung und Musik //
Staiger E. Musik und Dichtung. Ziirich, 1966. S. 80-82.
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«MENOIMKO-CHHTaKCHUecKyro urypy» (B. M. Diixenbaym)™,
THNHYHYH ANA MY3BIKAILHOIO MPOH3BEJEHHA KaK TaKOBOIO.
Haubonee 3Ha4HTENbHOE HCCNENOBaHHE, BBIIEPKAHHOE B MO-
nobHoM nyxe, — KHMra Jiixenbayma <Menoauka pycckoro ns-
puueckoro cTuxa» (1922), B koTopo#i non «mMenoAHKOH» MOHH-
MaeTCH «pa3BepHYTas CHCTeMa MHTOHHDOBaHHA, C XxapakTep-
HLIMH AB/EHHAMH HHTOHAUMOHHOR CHMMETDHHM, MOBTOPHO-
CTH, HAPACTAHMA, KANAHCHDOBAHMA M T. A — T. €. TeMH
AB/EHHAMH, KOTOPbIE MOXHO MPH3HaTL ODWMMK ans nuTepa-
Typbl M My3biKH npuemamu Gopmoobpaszosanus. Diixenbaym
He CKpbIBaeT, YTO B KOHEYHOM HMTOrE €ro MCCienoBaHHWe Hame-
NeHo Ha oOHapyXKeHWe B CTHXOTBOPEHHH NMPHMET MY3biKalb-
HOH (OpMBI, 4TO «HHTOHALHA», 0 KOTOPOH Tak MHOro roso-
PHTCA B KHHIe, HHTEPECYET €ro COBEPIUEHHO HE B TOM CMbIC-
ne, B KaKoM ee noHnmMaioT baxTuu unu Acadwbes (0 uem ewe
noiieT peusr Huxe). DixeHbaym axkUEHTHpYeT OAHY JHILb
«KOMMO3ULHOHHKYIO PO/ib» HHTOHALUMH , BHIA B Heil CpeacTBo
peanu3opaTh B M033HH HEKOTOPbIE MPHHUMNLI MY3bIKaNIbLHOR
(hPOPMbI: HHTOHALUMOHHbIH PHCYHOK B «HaneBHOH NUpHKe=, mpe-
0/10/1€BaA JIOTHKO-CHHTaKCHYECKYH CTPYKTYpY Tekcta, obpa-
IYeT UeNbHYH NHHHIO, C HAPACTAHHWAMM H CrajiaMM, penpuila-
MH, KaJlaHCAMH M KOJI0#, HAMOMHHAIOWY K THHHKO MY3bIKa/lb-
HOro pa3BuTHA. DiixeHbaym He Oe3 y1oBNneTBOpPeHUA OTMedaeT
Te clyyad (BOpoYeM, HEMHOrOYHC/EHHbIE), KOrja CXOACTBO C
MY 3bIKAILHOH KOMNO3HUMEN CTAHOBHTCA OCODEHHO pasuTeNb-
HbIM: HanpHMep, KOraa WHTOHAUHOHHBLIA PHCYHOK peanuiyer
«NPHHLMKN TPOHYHOCTH, TAK YTO CPE/IHAA CTpOda ... Clyxuna
Nepexo/ioM K MNOBTOPHOMY [IBHXEHHWK B  MOCneaHed

i Dixenbaym 5. M. Menoamka pyccxoro NHpHSECKoro cruxa //

Sixenbaym 5. M. O nosaun. J1., 1969. C. 339,
Tam xe. C. 333,
Tam xe. C. 331.
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290
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(penpma}n"'. H/IH KOrja B TEKCTE «[0JYy4aeTCH HEeY4TO aHalo-
THYHOE 3aKOHY BOCBMM TaKTOB JUIS OOBLIKHOBEHHOH MY3bIKalb-
HOW Menoaum»"" (T. €. OCYWIECTBARETCA NPHHLMHN «KBaIpaT-
HOro» My3biKanbHOro mepuona). OnHako HH paly Jiixenbaym
He no3ponfeT cebe NMpAMOH aHANOIHM C KOHKPETHOH MY3bl-
KanbHOH ¢OopMOA (ecn¥ He CYHTATh MPOCTEHIIMX [OBYX- H
Tpex4acTHbIX meceHHsix (opm, obwmMx ans mo33Mm w
MY3bIKH).

Wrtak, HHTOHAauUMA (BO3BEAECHHAA [I0 YPOBHA «MEJIOAHKH=)
noHumaetca Jiixenbaymom kak cdopmoobpa3yiollee cpencTso,
Kak Obl 3ameHslOllee Uenblil CNEKTP NMPHEMOB MY3IbIKaNLHOIO
(popmoobpaiopanua. [lonobnas abconroTH3aUMA HHTOHAUWH
CBA3aHa, BEPOATHO, C BIHAHHEM «CnyXoBoH ¢Hnonoruu» (oc-
HoBaHHOH 3. 3upepcom B 1890-x rr.), koTopoe iixenbaym,
HeCOMHEHHO, Ha cebe mcnbiTan. Mexay TemM aHanNoOrH My3bl-
KanbHbIX npuemoB (opmoobpazoBanus He pai obHapyxusa-
NTHCh NIKTEPaTYpPOBElaMH W HA YPOBHE NIEKCHKO-CEMAHTHYECKON
OpraHM3auMM TekcTa, De30THOCHTENBLHON K €ro HHTOHAUMOH-
Hoit cTpyktype. C. Il. lllep B kuure «CnopecHas my3bika B
HemeLKoil nutepatypes (1968) Ha npumepe TexkcToB Bakken-
pofiepa MOKa3biBaeT, B YACTHOCTH, KaKk cama MOpHONOrHa oTo-
OpaHHbIX MHCATeNeM CIOB MOXET co3iaBaTh IPPekT My3bl-
Ka/IbHOH [MHAMHMYECKOH MOJENH «KpelleHA0-IHMHHYIHI0». B
nepBoi 4acTH OMHOTO M3 «3IBYKOBbIX neflaxeii» Bakkenponepa
pAl MpHnaraTenbHbIX B CpaBHMTeNnbHON crenenw (festeren,
stirkerem, wildere) co3naer ekt HapacTaHHA, a BO BTOPO#
YacTH — PAA FNAronoB C NPHCTABKAMH zer- W ver- (Mme-
OWHMH CEMaHTHKY pacnaja, pacTBOPEHHA, HCYEIHOBEHHSA)

bl

Tam xe. C. 360.

w Tam xe. C. 443,
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fnepefatoT HeYTO NOAOOHOE MY3bIKANILHOMY «3aTHXaHHIO=, Me-
Pexojly K Ko/le-3aBepIIEHHIO .

B My3biKOo3HaHHM [aBHO YXe CYIIECTBYET MpeacTasne-
HHE © CTPYKTYPHO-KOMIIO3HLUHOHHOH PpONH TEMATHYECKHX
INEeMEHTOB-QOPMYN: HaualbHOE palBepThIBAHME, KAK W 3aBep-
lieHMe, B pAe MCTOPHYECKHX CTHneil mpeamonaraet obpaiue-
HHE K OMpeleNeHHbIM TapMOHHYECKHMM MM MENOAHYECKHM
¢opmynam. Bo Bropoii nonouHe XX Beka U B IHTepaTypoBe-
NEeHHH MOABNAKOTCA paboTel, cxoaHbiM oOpazom paccMaTpH-
BatOLLIHE APXMTEKTOHHYECKHHA CMBIC/ TEMATHYECKHX (JIEKCHKO-
CEMAHTHYECKNX) MOMEHTOB TEKCTa, MOXKHO Aaxe, Moxany#,
CKa3aThb, 9TO €C/IH B MEpBOii MONOBHHE CTONETHA IHTEPATYpO-
BefieHHe Obino B Donblueil cTeneHH CKNOHHO NOHMMATE GopMy
KaK abCTPakTHYIO CTPYKTYPY, BEI0THOCHTENbHY IO K BHYTpEH-
HEMY PacnoNOXKeHHHK CEMaHTHYECKMX INEMEHTOB, TO BO BTO-
poH MONOBMHE BEKa CeMaHTHKO-TeMaTH4eckWil daxkTop B no-
CTpoeHHH (OPMbI BCE Haillle MPHHUMAETCA BO BHHMaHHE.

OTMeTHM, Kak MpUMep Takoro moaxoaa, ase paborel, B
KOTOPbIX BbIIENAKOTCA CBOEr0 pofa THNHYHbIE «(PHHANbHbIE
dopMynbi» TekcTa, nonobHbie GUHANBHBIM TOCTPOSHHAM B
My3bike (kogam), obnanaromium CBOHMH XxapakTepHbiMH (op-
mynamMu u oboporamu. I'. Xailimc B pabote o kxommoauumu
AHTIMACKMX COHETOB OTMEYaeT, 9TO B 3aBepluatolledi cTpoke
MHOIHX PacCMOTPEHHBIX HM CTHXOTBOPEHHH MOXHO Bblje-
NUTL OTAENbHOE CNoBo, obnajarowiee MO OTHOWEHHKO K
NpefEeCTBYIOWMM CTPOKAM «CYMMHPYHOLKM» (summative)
pexTOM: B ITOM CNOBE COAEPKHUTCA HE TONBLKO TEMA CTHXO-
TBOPEHHA, HO H €ro OCHOBHbie 3ByKH. Tak, B coxere Kurtca
«K0 CHy» OCHOBHbIE 3IBYKOBbIE KOMIUIEKChI COHeTa — sl W ou —

cion Scher 5t. P. Verbal music in German literature. New Haven, 1968.

S. 31-32.
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MPUCYTCTBYIOT B «CyMMHpYytolieM» cnose soul (mywa)™. Bap-
fapa Cmut B pabote 0 TOM, «Kak 3aBeplIaeTCH CTHXO-
TBOpEHHE», OTMEYaeT, 4TO JUIA «KOObl» CTHXOTBOPEHHA B
BbICIIeH cTenmeHM XxapakTepHo ofpalueHHe K onpeaeneHHbIM
CNOBaM M TemaM (TAKHM, KAK «MMpP», sCOH», «CMEPTh», «[OC-
neaHHi», «HOYb», «OCEHb», «MOKOH» M T. M.), KOTOPbIE, «XOTH
M HE CHTHA/TH3HPYHOT HANPAMYIO O 3aBepLUEHHH TEKCTa, HO BCE
*e 0003HAYAIOT HEKYH) 3aBEPLIEHHOCTH M YCIMIOKOEHMe» .
AHanorua ¢ My3bIKOH MOKa3bIBaeT HaM, 49TO mMoaoOHbIA moa-
xoo Kk GopMe He TaKk yX HaHBEH, KaK KaXeTCA Ha NepBbii
BIrA[: HMEHHO MYy3bika obnajaeT uensiM CNOBapeM Havaib-
HbIX M 3aBepuiaromiux Gopmyn, no noBoay KOTOPBIX
b. B. Acajeer numeT: «Kak B mpouecce 3amMbIkaHHA [BHXKe-
HHA BLIABNAKOTCA 4eTkHe (OpMbI KOHua, “cobuparowme” B
cebe xapakTepHble 31EMEHTHI Na/la, ... TOYHO TAK XKe CYLecT-
BYIOT CBOHCTBEHHbIE JAHHOMY CTHAIO MPHEMbI OTTANKHBAHKA
— HayanbHblé MHTOHALMH, MNPEBPALLAIOIIMECH HHOrAA B M3-
niobnennsie (opmynsl...» . B nuTepatype, B CHAy ropasuo
Gonbuero paivoobpaiusa cemMaHTHKM, noaobHOro poma Tema-
THYeckne GopMyNibl HAYaNna W KOHUA BLUICNHTL B YHCTOM BH-
[1e, KOHEYHO, HeBO3MOMXHO, — HO O KaKMX-TO TEHAEHUMAX B
KOMITO3HUHOHHOM pacrpeeNeHHs TEeMaTHYECKHX 3EMEHTOB
BCE Ke MOXKHO FOBOPHTS.

Cpenn NUTEpaTypHBIX aHANOTOB MY3blKanbHbiXx (opmo-
00pa3yolKx NpPHEMOB BaKHOE MECTO 3aHHMAET CNOBECHbIH
NeHTMOTHB, CXOAHBIH, MO MHEHHID MHOTHX MCCNeOBaTeneH,
¢ NeATMOTHBOM MY3biKanbHbiM, KOHUENUHA «OCHOBHBIX TeM=»

254

Hymes H. Phonological aspects of style: Some english sonnets //
Style and language. N. Y., 1960. P. 109-131.

Smith B. Poetic closure. A study of how poems end. Chicago,
1968, P. 172.

Acagpee E. My3isikanbHas dopma xax npouecc. JI., 1971
C. 62.
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— Grundthemen, copmynupoBaHHaa Barsepom, a Takxe u3o0-
bperenne T'ancom ¢on Bonbuoresom camoro TepMHHa
«1eATMOTHB» OBUIH CONpAXKEHbI C CYLIECTBEHHbIMH H3MeEHe-
HHAMH B Mpe/CTaBleHHAX O CAMOM XapaKTepe My3biKalbHOM
¢opmbl. TpaaMuMOHHO My3bIKaNbHAA KOMIMO3HUHA MOHHMa-
Nach KaK HEKOE «COu/leHEHHEe 4acTefi», KOTOPbIE MOXKHO SCHO
pa3nuuuTh (Oyab TO 4acTH B OpMe POHIO, 9aCTH B COHATHOM
¢opme ¥ T. 1.); MpoH3IBeaeHHe NMOAOOHO 3JaHHIO, HMEKOLLEMY
BXO[l, PAd KOMHAT W Bbixoa. Maes xe neirmoTHBa TpeboBana
OTKa3a OT ITOH «apXMTeKTYpHO#» MeTadopbl H BBOAHNA BMe-
CTO Hee MeTaopy «TKaHH», «MNETEHHA=: MY3bIKaNbHbIA TEKCT
CTal NOHHMATBLCA KAK «TKaHbe», a He KaK «3naHHes. JlobonbiT-
HO, 4TO CaMH MY3bIKOBe[bl HE Cpaly ocolHanH Heobxoaw-
MOCTb CMEHbI «KOMIMO3IMUHOHHOH MeTadopbli» NPHMEHHTENBHO
x0T Obl k onepam Barwepa: Tak, eme Anwdpen Jlopenu nona-
rafn, YTo «OTKpPbIN TailHy» BarHepoBckoil (OpMbl, CBOAA €ro
onepbl K NpocTellMM TpexdacTHbiM opmam — AAB wam
ABA™. Kapn [lansxays cnpaseinuso KpHTHKYeT noaobbie
OMbITHI, 3aMedas, 4TO B ocHoBe opmbl Barnepa — «ne apxu-
TeKTypHas MeTadopa, HO MeTadopa TKaHH» .

Opnako nocne TOro, Kak 3TOT HOBblE noaxoa K dopme
(popMa Kak «TKaHb», 3 HE KaK «3naHues) Obl MPaKTHYECKH OT-
KpeIT B onepax Barwepa, oka’janock, 4TO €ro MOXHO mpume-
HHTb M K «CTapbiM» MPOH3IBEAECHHAM: BAPYr BLIACHWAOCH, 4TO
NeATMOTHBBI CYLLECTBOBANH BCErJa, MPOCTO MX HE JaMedqany,
— H CYWECTBOBA/H OHH HE MPOCTO KK «MENOIHH-
HaMOMHHAHHA», HO KaK (akTop KoHCTpykuuu. Hesto momob-
HOE MPOM3OLIO H B IHTEPaTYPOBENEHHH, TIe HIes NeATMO-
THBa M CaM TepMHH ObLIH HeMeANneHHO ycBoeHbl. XapakTepHa

Lorenz A. Das Geheimnis des Form bei R. Wagner. Bd |. Berlin,
1924,

Dahlhaus C. Die Musiktheorie im 18 und 19 Jahrhundert. Tcil |.
Grundziige einer Systematik. Darmstadt, 1984. S. 140.
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kHura XafHua ILlTonsTe 0 HeMeuxoH NPHABOPHOH MNO33HH
CpeHeBeKOBbA, B KOTOPOH aHANH3 MOTHBOB NMPHBOAMT Kak pa3
K MOHMMAHHIO «CTHA KOMIMO3KHIHM»;, KOMNO3HLKA coBCTBeHHO
M OMpefenseTcs TeM, «B KAKOM OTHOIUEHHH JPYr K Apyry cTo-
AT MOTHBbI» . J1na 0603HaueHHs 3TOiH B3aMMHOHN COOTHECEH-
HOCTH, «CO3BY4YHS» MOTHBOB aBTOP BBOJAMT MOHATHE «MOTHB-
HO#H pudmei» (Motivreim).

H B mMy3bike, W B NHTepaType NeATMOTHB 00BI9HO mpo-
AB/IAETCA HE KaK «E[IHHHYHOCTb», HO B BHIE HEKOEND MHOXKe-
CTBa: CamMO NOHATHE NERTMOTHBA NpeanonaraeT obpas mpous-
BEIEHHA KaK «TKaHeBOH», «CMNeTeHHOH=» CTPYKTYphI, 0bpazo-
BaHHOH M3 uenoro MHoxecTsa nedTMoTHBOB. [lo moackeTam
O. Banbuens, wmccnenosatenu réresckoro pomava «Hibupa-
TeNbHOE CPOACTBO» ODHApyXHMNH B HEM COBMECTHBIMH YCH-
nuamu cebiwe 20 nefitmoTHeoB . Bnpowem, winiobnenneii-
IUHM MECTOM MNaNOMHHYeCTBa UIA WCKaTened NeRTMOTHBOB
OCTAlOTCA, NMoxanyii, pomadsl Tomaca MauHa, koTOpbIH, MO
cOBCTBEHHOMY MPHIHAHKIO, HCMONBIOBAN «INHYECKYH) MOTHB-
Hy10 Texunky Puxapaa Barwepas"' Bnonwe cosnarensmo.

*® L]
w

ObpaTHMCA KO BTOPOMY MOHHMAHHK MY3bIKANbHOCTH,

TpaKTyeMoil Tenepb Kak ocoboe KauecTBO TEKCTa, NpUBO/ALLEe
K Pa3pyLUeHHIO WK 0cnabneHHIo ero CTPYKTYPHOCTH.

'™ Siwolte H. Eilhant und Gottfred. Studic iiber Motivreim und

Aufbaustil. Halle, 1941. S. 24.

Walzel O. Op. cit. S. 361.

Mann Th. Gesammelie Werke, Berlin, 1955. Bd 12. S. 464. AHa-
K3 NeTMOTHBHOW CTPYKTYpPhl paila NpoHIBeleHHA

T. Mauna cm. B kn: Minenzwei J. Das musikalische in der
Literatwr. S. 354-359,
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MonobHelid moaxonm, 6e3 COMHEHHA, B 3IHAYHTENBHOM
cTeneHd BoOpan B cebd poMaHTHYECKOE TMOHHMaHHE MY3BLIKH
kak DecrmpenenbHOH TeKy4eCTH — NMOHHMaHHe, KOTOpOE B pyc-
ckoH 23cTeTwdyeckodl TpaauMuHH ObINO pa3sBHTO B KHHre
A. @, Jlocepa «My3bika kak npeameT norukH= (1927). Hanom-
HHM, 9TO, cornacHo JloceBy, «uHMcTOe My3bIKaibHoe ObiTHE»
ecTh «BCceoDIas BHYTPEHHAS TeKyd4as CIHTHOCTEH BCEX Mpel-
METOB». «CJIHTOCTb BCEIO BO BCEM, MCYE3HOBEHHE BCEX MPOTH-
BOTIONOKHOCTEl», «MOABHAKHAA CINOIIHOCTL H TeKy4as Hepas-
nuaumocTs»". Mo cyTn nena, JloceB CTPeMHTCH OMpeNenHTS
heHOMEH MY3LIKANIBHOTO Kak TAaKOBOTO, M OKa3lbIBAaETCH, 4TO
My3bikanbHoe ObiTHe. yBHAeHHoe deHOMeHOnoruyecku, abco-
NIOTHO TPOTHBOCTOHMT MY3bIKAILHOMY NPOH3BENEHHIO B €ro
APXHTEKTOHHYECKOH HACHOCTH: MYy3bikanbHoe ObiTHe — Dec-
(hopMeHHO, CAMTHO, CIJIOWHO, MY3BIKAILHOE TIPOH3BEIeHHe —
CTPYKTYPHO, «pa3fieibHO», APXHTEKTOHHYHO.

JInTepaTypoBel, B CBOEM MOHMMAHHH MY3IbIKANBHOCTH
OPHEHTHPYIOLIHIICA He Ha (OpMY MY3ILIKANBLHOMO MpoM3Bee-
HHA, HO HAa TaKoe Xa0THYHOE, CNHTHO-HEpa3lJleNibHoe MY3bl-
KanbHoe ObITHE, He NMPHHHXAET 3HAYEHHE MYy3bIKanbHOH Gop-
Mbl, HO MPOCTO GepeT BO BHHMAHHE HHYHO MMOCTATh MY3IbIKH,
a HMEHHO — Ty ee cnocobHOCTh cywlecTBOBaTH Kak Obl 10
¢opmbl 1 BHe dopMel, B KoTOpo#l Jloces yBuaen camy npHpoay
MY3bIKa/NIbHOTO OBITHA.

= Jlocea A. @. Myabika xax npeamet norukd. M.. 1927. C. 23,

24, 184, Cxonmsie wiew paisusaet B ceoeil pabore 0 =Myibike
peau= B. Beflane: noI3ms CTAHOBATCR MY3BIKANBHOM, KOTAa
npuobLaeTCs K HIHAYANBHOMY TEKY4eMy COCTONHHIO SIbiKa,
=BOIBPALUAET AIBIKY €ro NEPBOHAYANLHYHD, PEMEBI]E!{E)’I‘B.
He YCTAHOBMBIUYHICA, 3 CTAHOBALIYKCH npHpony=. — Bedo-
ne B. My3bika peau // My3ibika ayius # My3sika cnosa. JInka
KyNeTypsl: anemanax. M., 1995. C. 110.
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CtoMT nu 3a oTpuuaHieM GopManbHOH OpraHU3I0BaHHO-
CTH, 2 MOpPOH M NOrHKO-CHHTAKCHYECKOH CBA3HOCTH TEKCTa
YTBEpXAEHHE YEro-To MHOMo, 49TO [aHO «B3aMeH» 3THX
ceoiicTe? Jlyumiue nuTepaTypoBENYECKHE aHaNH3bl TaK MOHA-
TOi CNOBECHOH MY3bIKH MOKa3blBAKOT, 9TO paspylleHHE HIIH
ocnabnenne CTPYKTYPHOCTH TeKCTa — MWL «nobounbiil 3¢-
dexT» BOIHMKAIOWIErO B HeM HoBoro ocoboro kagsecTa
(BOCNPHHHMMAEMOI0 Kak NPOABNEHHE «MY3bIKANBHOCTHR), KO-
TOpOe [eNaeT HeHYXKHOM caMy 3Ty CTPYKTYpHOCTb. [lpumep
Takoro aHanuia — kuura . A. lykosckoro «[Tymkuu u pyc-
CKMe pOMAaHTHKH» (1946 r.), B KOTOpPOH CnoBecHas My3biKalb-
HOCTb MCTOMKOBAHA B COOTBETCTBMHM C BOCXOAMIUEH K pOMaH-
THYECKOH mno3THKe MeTadopod My3bikH-noToka. Oano M3
rnaBHbix TpeboBaHuii pomaHTHueckoil mMo3ITHKM (peub MOET O
nupuke JKyKOBCKOr0) COCTOHT B TOM, HTO «CNOBO [AOMKHO
3ByYaTh KaK My3blKas' ; OfHako, rny6oko npoaymbisas W
obocHoBeiBas 3TOT Teduc, I'ykoBCckuA HH paly He roBOPHT O
My3bikanbHolt dopme u Boobwe o kakux-nubo dopmoobpa-
IYHOLMX MY3bIKanbHbIX npuemax. OcHoBHas metadopa Myisl-
KallbHOCTH, Ha KOTOpYIO onupaeTca ['ykoBCKHil, — 3TO HE Mme-
Tadopa «31aHHA» M He meTadopa «TKaHH» (T. €. He MeTadopsl
My3blKanbHOH (OpMBI), HO Ta camasa meTadopa «NOTOKa», OT-
KpbITad POMAHTHKaMM M Pa3BHTas B MY3IblKanbHOH deHome-
HONOrHH A. @. Jlocesa, KOTOpas MOAYEPKHBAET B My3bike €€
acCTPYKTYPHbIA MOMEHT: «XKyKOBCKMHA co3aeT MYy3bIKaNbHbIA
CNOBECHBIA MOTOK, KaYallUMH HAa BOJNIHAX 3BYKOB H 3MOUHMH
CO3HAHHE YHTATENA; B ITOM MY3ILIKAJILHOM MOTOKE, EIHHOM M
C/IHTHOM, KaK M e/IHHbIH NMOTOK AYIEBHOH XH3IHH, HM BbIpa-
MAEMBIH, CMIOBA — 3ITO HOThI»; C/IOBA CBAILIBAKOTCA «B MENO-
auro, B HenuddepeHUHPOBAHHBIA KOMINEKC»" . «Menoaus» y

Tykoeckui I'. A. TIymwxun B pycckwe poManTHke. M., 1995,
C. 35.

Tam xe. C. 42.
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['ykoBcKoro — Bce paBHO 9TO «HeauGbepeHIUPOBAHHbIA KOM-
nnexcs»; BPAA MH MYy3bikoBen onobpun 6bl Takoe NOHHMaHHe
menoguku! Ho [ykoBckwil omMpaeTcs He Ha PpallHOHANBHO-
PHTOPHYECKY IO TPAJMUHIO NOHHMAaHHA MY3BIKH KaK 4JIeHHMOi
(hopMEI, HO HA POMAHTHYECKYH MeTa(opy My3bIKH-TIOTOKA.

Ocnabnenne NOrHKO-CHHTaKCHYEeCKOH CBA3HOCTH B MO-
23uH JKykoBckoro ybenurenbHedmuumM oOpa3zomM mokasaHo B
aHanuie oTpbiBka «HeBbipaiumoe», rioe COMONYHHEHHA CHOB,
rpaMMaTHYECKOE «4TO K 4eMYy OTHOCHTCA» CTaHOBATCA I[BY-
CMBbICNIeHHbIMH H Kak Dbl Heoba3aTenoHbiMH. BoT, Hampumep,
«[IOBHCAET B BO3AYyXe MPHIATOYHOE MpeANOXKeHHe “TIe XKHNo
YyNOBaHbe™; HEYKTO OHO OTHOCHTCA K nyry? Mnu, moxert
ObiTh, K ponune? Moxetr ObITh, OTHOCHTCH, ECNM [A€NaTh
rpaMMaTHYECKH pa3bop, HO B MOI3MM BCE ITO HH K 4eMYy He
OTHOCHTCA, 2 3BYYHT B LENOCTHOM BHECHHTAKCHYECKOM E[IHH-
CTBE: [YHOBEHbE, POJAHHA, UBET, CBATAA, YNOBAHbLE M T. . —
3TO C/IOBECHbIE HOTbI, OPraHH3OBAHHbIE MY3IbIKAIBHO, 3@ He
CHHTAKCHYECKH; Be/lb 3/1eCh BAXHO M TO, 9YTO CHHTAKCHYECKHe
CBAIM CTANKM 36IOKMMHM; MOXKHO MX MPH Xkenawuu u obaymseiea-
HHH YCTAaHOBHTb, HAHTH, HO B BOCNPHATHH OHH CNHBAKOTCH,
CTYLEBbIBAKOTCA, H JKYKOBCKHIl HE CTPEMHTCH K MX MpOSCHe-
HHIO (CKOpee, HAOBOPOT)...»; «CHHTAKCHC PacmagaeTcs Ha PAlbl
cnos, kak Gbl naberaiowme BONHBI IByHaHHil, HE XKeNaroLMX
HH NOJYHHATHLCA, HH “COMHHATLCA ™ B JIOTHKO-CHHTAKCHYECKOM
CXeMe, a nepealoine BONTHY HACTPOSHHS» .

Hrtak, peuesas CTpyKTypa pa3pylleHa, PacniiaBieHa,
BMECTO «CHHTAKCHCAa» — «pA/Ibl CNOB=, «pPEYEBOE CIHTHOE
€[HHCTBO», HO 9YTO TMNPHUUIO B3aMeH 3TOR pa3lpylleHHO#H
cTpyKTYphi? KnioueBble CNoBa TEKCTa — «CNOBAa-CHMBOMbI»,
KaK Ha3biBaeT WX ['YKOBCKHil, BeICBODOX/IEHHBIE HI CHHTAKCH-
qeckMx cBA3eid, kak Obl OTNyweHHble My3biKOi Ha ceoboay,
BCTYNAKOT B HAMLOIHYECKYH) M HAACHHTAKCHYECKYH) mnepe-

308

Tam xe. C. 38-39.
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KJIMYKY, CJOBHO «CIOB3a-HOTHI ONpefeNeHHOi MENoAHH»; OHH
«Kak Obl HAYMHAKOT MPOCBEYHBATH HACKBO3b, CTAHOBHTBCA
Npo3padHbIMH, 3 32 HUMH OTKPBIBaIOTCA rayOMHBI CMBICTO-
BbIX MepcrnekTHB» . ['yKoBCKHil. MO CyTH nena, BapbupyeT
3[1eCb MbIC/Ib, KOTOpas HEOJHOKPaTHO — M Takke B MeTado-
puvecko# (opme — BO3HHKana B no3Tonoruu pybexa XIX-XX
BeKOB: «BcAKoe CTHXOTBOpEHHE — MOKPBLIBANO, PACTAHYTOE Ha
OCTPHUAX HECKOJIbKHX CNOB. DTH C/0BA CBETATCA KaK 3Be3/bl.
M3-32 Hux cywecTsyerT cTuxoTBopenues» (A. Bnox)™: cnosa
CTHXOTBOPEHHA  «3aropalOTci  B3aWMHBIMH  OTCBETAMH»
(C. Mannapme)™. Ocpoboxaenue Cn0Ba M3 CHHTaKCHCA, M3
(hopMabHO-NOrHIeCKO CBA3K OTKPLIBAaET NMyTh K HHOMY THOY
LeNOCTHOCTH: TEKCT, M3 KOTOPOr0 MCYe3Nna MOAYHHEHHOCTH
KaKk TakOBaf, caMa MAef MOAYMHEHHOCTH, — MpeBpalliaeTcs B
«cBoGoaHOE coobLIeCTBO» C/IOB-TEM, CNIOB-CHMBOJIOB; MX mnepe-
KMHYKA-HIPa YKe He MoxeT ObITb ONHCAHA B TepMHHAX
CTPYKTYPbl, H eNHMHCTBEHHOE, XOTA M (PMKTHBHOE HalBaHue,
KOTOPOE HAXOAMTCA MANR ITOR HALNOrHYECKOR NepeKkIHdKH
CMBIC/IOB, — MY3blKa.

Ho nouwemy, cobcTBeHHO, Takol «HALCTPYKTYPHBIiH»
cnocod NOCTpoEHHA TEKCTa aCCOLMHPYETCA € MY3IBIKOH, KOTO-
pas cama — CrU/IOLWb CTPYKTYpa, cnnob popma? ObbacHeHHe
ITOr0 Mapajiokca — B TOM YXKe OTMEedeHHOM Hamu obcTos-
TeNbCTBE, 9TO MY3biKa C/I0OBA B Pa3/IHYHBIX €€ MOHHMAaHHAX
HHKAK HEMOCPEeACTBEHHO He CBA3AHAa C MY3IbIKOH Kak TakoBoOi:
Mbl HMEEM €10 He C NPAMBIM OTPaXXEHHEM B C/IOBECHOM Mpo-
H3IBEIEHUH JMBOTO MY3bIKAJILHOTO ONbITA, HO C BECHMA HCKYC-
CTBEHHOH Mjeed C/NOBECHOH MY3bIKH, KOTOpas pa3BHBaNachL B

e Tam me. C. 45.
o Eaox A. A. 3anucHsle xuuxkH 1901-1920. M., 1965. C. 84,
308

Mallarmé 5. Crise de vers (1886-1896) // Mallarmé S. Oeuvres
complétes. P., 1945. P. 366.
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LUENnoM BMOMTHE aBTOHOMHO OT COBPEMEHHOH el MY3bIKaJILHOH
NPaKTHKH, JTHIIL BPEMEHAMH NOJY9as OT HEE HMMYJILCHI.

CnoeecHas My3blka «no ['ykoBckoMy» (Kak, BOpoO4eM. M
no JKykoeckomy, H mno HoBanucy) BO3HHKNAZ He M3
«CONMPHKOCHOBEHHA» PEAIbHOA MY3BLIKH H C/IOBa, HO M3 [UTH-
TEJILHOW H AOCTaTOYHO aBTOHOMHOHR 3IBONFOIHH Y9eHHSA O ClO-
BecHOW My3bike. K apeBHeHIIHM MOTHBaM 3ITOMO Y9€HHA OT-
HOCHTCH TpeACTaB/lieHHe O TOM, 9TO CI0Ba B TEKCTe CBA3AHbI
He TOMBKO CHHTAKCHYECKH, HO M, TaK CKalaTh, 3 TETHYECKH.
— CHNOM He TONILKO IPaMMATHKH, HO H «rapMOHHH» (Mbl Noa-
pobHO paccMaTpuBanW 3TY HAeK Bbiwe). PasBuTHe 3TOrO MO-
THBA (Halleailero BeipaxeHue yxe y [uoHucua [anukapmac-
CKOro) Mbl 1 Habnronaem kak B NOITHKE CHMBO/TM3MA, TaK H B
nuTepatypoBeneHuH XX BeKa, YHAc/Ie[OBaBLIEM HEKOTOpbie
ero uaen. [lpy 3TOM 3HAYeHHe ITOH «rapMOHWMYeCKO#» (MK
«Menoanyeckoi») opmMbl CBAIHOCTH CTaHOBWIIOCH BCe Oonee
pecoMbiM: ecnd Y Jluwonucua, Konywso Canytat, naxe y
["'epnepa Menoawueckas, My3bIKaNbHAR «CBA3b COBY AONOMHA-
Na, HO He 3ameHANa W TeM bonee He OTPHLANA CHHTAKCHC, TO
B MO3THKE POMAHTHIMA M, MO3JAHee, CHMBONHM3IMA OHa yKe
NPOTHBOMOCTABNRET Ce0f CHHTAKCHCY W B HIBECTHOM CMbIC/E
OTMeHReT ero. Tak OKOHHYATelbHO CKAaAbIBAETCA HAER O My-
IbIKE C/I0BA Kak OTMeHe (POpManbHO-TOrHYIeCKOR CBAIHOCTH
MITH 1a5Ke CTPYKTYPHOCTH Kak TakoBOH.

Y I'ykoBCKOro, Kak H Y POMaHTHKOB, H3IMEHYHBOCTDb MO-
TOKa B C/IOBECHOH My3bike Kak Obl CHHMAETCA B HEMOABHAKHO-
CTH «OCHOBHOTO TOHa» — «NHPHYECKOro ToWa, obpawexHoro
BHYTPb AYLUH CaMOro anmpa-’". EnuHCTBO TOHa-HaCTPOEHHR
CO3/1aeTCA CNIOBAMH-CHMBOJIAMH, HEMOABHXHO CHAILHMH Han
pa3pyluarollHM CHHTAKCHC H JIOTHKY MOTOKOM MNO3THYECKOH
peun. JIwobonbiTHO, 9T0 ['YKOBCKWA, MCKNKYHTENLHO 9acTo

ol Iykoackui I'. A. Unt. cou. C 60-61.
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FOBOPA O C/IOBECHBIX NEATMOTHBAX, MOHHMAET MX COBEPLIEHHO
No-CBOEMY: N Hero NeATMOTHB — He (opmoobpasyrowmii
mpHeM, He CTAHOK, Ha KOTOPOM TKeTCH TKaHb NMpoM3BeleHHs,
HO CPeACTBO MOAAEPHKAHHA eNHHOro, AONT0 BbiAEPKAHHOTO
TOHAa, ONpeae/Aiollerc BCH MY3bIKaIbHYH) TOHANBHOCTB CTH-
xoTBOpeHus. JIeATMOTHBHAA TeXHMKa cCOCTOMT, mo ['ykoBcko-
MY, B «HAKOMNEHHH IMOLHOHAIBHBIX MOBTOPEHHI, HAHHIbIBA-
HHM OHOTOHHBIX CJIOB»; JIEATMOTHB — He CTPYKTYPHBIH MoO-
MEHT, HO BO3BPallAMLUMACA, HAKan/IHWBaeMBbIH, YTBEpXkiaae-
MBI «TOH, JIHPHYECKaR HOTa», KOTOpPaR BHOBb W BHOBb
«[PEO/IONEBAET NOTHKY» -

[MoTok M TOH — naBe lieHTpanbHbie MeTaopbl Tak Mo-
HATOI CNOBECHOH MY3bIKH: MOTOK NMPH BCel CBOEH HIMEHYHBO-
CTH MapafoKkcanbHbiM 00pa3oM CO3MaeT HEMOABHKHBIH HeW3-
MeHHBLIIH TOH, Kak Obl mapawmii Han cnosecHsiM noTokom. Bo
BHYTPEHHEM TOHE TEKCTa CHHMAKTCH, MPEoNo/IeBalOTCA ero
BHELLIHHE MOMEHTbI: CHKETHOCTh, PHTOpMYECKas CTPYKTYpa,
dopmanshoe wieHenne. Tak TpPakTyeTCs MyIbiKaJbHOE B CTa-
The A. B. Muxaiinosa «CTHIb W HHTOHALHA B HEMELKOH po-
MaHTH4eckol nupukes. O cruxoTsopennn bpentano «Es war
einmal die Liebe...» Muxaiinos nuwer: «Konokona pudm u
CO3BYUHH ... , KaXYLLHECA MOHAa4any rpOMKHMH, 3By4aT Kak
BHYTPEHHAA MY3bIKa AYILH»; 3T2 BHYTPEHHAR MY3bIKa BCTYNna-
eT B cBoero poaa Gopsly C BHELUHMMH MOMEHTaMH TEKCTa, C
TeM, 9TO BOCIIPHHHMAETCA YHTATE/NIEM KaK «a/l/ieropHka, Au-
NAKTH3M W PHTOPHKa», — a B HTOre COBEpLIAETCA
«YHHYTOXEHHE aNIeropHIecKol CHOKETHOCTH MY3IBIKOH BHYT-
PEHHEro, AYLIEBHOTO, TakoH My3bIkOH, KOTOpas OT CHOXKeTa
OCTAaBJIAET TONBKO CAMYHO CYTh...» BCe XKe «MBIC/IbL» B pOMaH-
THYECKOH NHPHKE MOXET H He YHHYTOXKATBCR MOJHOCTHIO
3TOil MY3bIKOH — 37eck Muxaiinos kak Obl cnoput co LlTaii-
repoM: «MBbIC/Ib B POMaHTHYECKOH JIMPHKE, CKpalbiBasCh, MO-

Mo

Tam xe. C 44,
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MeT H TafAThb, — OJHAKO, PACTAaHBasx B MY3LIKE CIIOBA, OHA MO-
MET ... COXPaHATECA B Heil KaK TO, 0 9eM HEBOIMOXHO CKa3aTh
NpYyrdMM CIOBaMH, KaKk TO, WTO HeBO3MOXkHO obpaborate
thopMabHO-NOTHYECKH». ITO 3IHAYHT, 49TO Mbicab, Dnaromaps
«BHYTPEHHel My3blKe» TEKCTa, nepecTaeT ObiTh Ge3nHYHBIM.
«(pOpPMaNbHO-NOrHYECKHM» HAYaloM; MbICIL MepecTaeT ObITh
«/IOFTHKOH TeKCTa» — «MbIC/b JOJXKHA CTATh NHPHIECKOR HH-
ToHaumeit» .

&

3peck Mbl MOAOLUAM K BaKHedleMy MOHATHIO, Jexa-
uieMy Ha HeATpanbHON TEPPHTOPHH MEXAYy MYy3bikod W cno-
BOM, — K MOHATHIO WHTOHauuu. Cama BHyTpeHHas Qopma
ITOrO C/I0Ba NMOACKA3bIBAET MYTh K €ro NOHHMAaHHI: in-tono —
BXOXKAEHHE B 3BY4aHWe, BXOXKAeHHe B TOH H npeObiBaHue B
Hem, M MCTOpHA MY3BIKH NOMIEPKHBAET TaKoe MOHHMAaHHe
3TOrO C/IOBa: TEPMHH intonatio mepeoHauanbHo 0bo3lHawan me-
noaukeckyto ¢paly, KOTOPYIO KAHTOpP pacnesas mepea TeM Kak
BCTYNAN XOp, — NOCPEACTBOM MHTOHALUMKH XOp HACTPaHBA/CH
Ha HYXHBIA naa, To ecTh OyKBaNLHO — BXOAMI B HYXKHbIH
TOH. «TOT, KTO HHTOHHpYET, ... BBOAHT MEHHEe B MPaBM/IbHbIH
TOH (cantum ad justum tonum reduxerit)», — nucan 8 1680 r.
HemeuKuit TeopeTuk ®panu Buccuur'’.

[MoHATHE WHTOHAUHH MpeAnonaraeT, CleAoBaATENbHO,
ocobpiM 00pa3om HanonHeHHBIN, 3aceneHHbll TOH: npeanona-
raeT 4YenoBedecKoe BXOXKIAEHHE B TOH W npebbiBanue B HeM B
KaKkOM-T0 0cODOM CMBIC/IE, OTIHYHOM, HanpuMep, oT mpebbi-

n

Muxaiaos A. B. Obpatasifi nepeson. M., 2000. C. 77-78.

Wissing F. Processionale fratrum minorum. Koln, 1680. P. 7.
LUut. no: Bartels U. Yokale und Instrumentale Aspekie im mu-
siktheoretischen Schrifien der 1. Halfie des 17. Jahrhunders.
Regensburg, 1989. §. 35-36.
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BaHHA CMbICNAa B 3BYKOBO#i oDonouxe cnoea. B camom gene,
HaJIHYHE B C/I0BE KaK 3BYKOCOYETAHHH HEKOEro 3HaueHHS elle
He eCTb HHTOHALHA, 3aTO MPOM3IHECEHHE CJIOBA B KOHKPETHOH
CHTYallUH, KOHKPETHOE BBICKa3bIBaHHE-COOBITHE YXKE 0O3HAYAET
«BXOXIeHHEe B TOH», JXHBOE HHTOHHPOBaHMe.

CnoBo Kak cloBapHas elHHHMUA, Kak H MYy3blKaJibHble
NafOTOHANbHBIE HIH HHTEPBa/lbHble OTHOLIEHHA B HX abcT-
PaKTHOCTH, CYTb nycThie (JOpMBI, TIOKa OHH He 3aceNeHbl BXO-
AALIHM B HHX — HHTOHHPYHIOLIHM HX — co3HaHHeM. [lonobHo
TOMY KaK OAIHO H TO e C/IOBO MpPH pa3NMIHOM HWHTOHHPOBa-
HUM MOMET ODEpHYTBCA COBEpPILEHHO Pa3lTHIHBLIMH BBICKA3bl-
BaHHAMH, TaK OAMH M TOT Xe HHTepean moxer abconwoTHO
NO-pa3HOMY HHTOHHPOBATLCA PajHBIMH - HCTIONHHTENIAMH,
KOMMO3IUTOpaMH M Aaxe snoxamu: =Kpapra “Mapcenseinl”™ u
KBapTa — XapakTepHblii uHTepBan [lou-Xyana B “KameHHoMm
rocte” [laproMbIXKCKOro Ka4eCTBEHHO painuuaHbl, b0 painuu-
Ha MX HMHTOHALMOHHAA HAMpPaBNEHHOCTb», — NHWET Acapb-
en'’; CKOMb Xe Pa3nH4Hbl, BIJOTH A0 NOMHON Hey3HaBaeMoO-
CTH, KBAPThl Pa3HbIX MY3bIKAJIbHBIX 3M0X — KBAapPTa aHTHHYHO-
ro TeTpaxopaa , CpefHeBeKoBas KBapTa, KBapTa MouapTa uiu
KBapTa B nonekaoHHol My3bike! 3aeck, B MOHATHH HHTOHA-
UHH KK COOBITHA BXOXKAEHHA B 3IBYK OCMBICIAKOLLErO, OLEHH-
BAaKOLUErO COIHAHHA, Mbl Kacaemcs, OBITH MOXKET, CaMOro riuy-
Gokoro poacTea Mexay MY3bIKOH W JIMTEpaTypoii, — pOACTEa,
obycnoeneHHoro ux obwed onopoii Ha 3BYK Kak MaTepHan He-
NOCPeACTBEHHOIO, <«BHYTPEHHEros, MHHYHILLETD BHELIHHE
(hOpMBI, CAMOBBIPAXKEHHS JTHYHOCTH.

My

Acagives 5. Myswikanenas opma xaxk npouecc. JI.. 1971,
C. 345,

K. Jane3ayl OTMeHaeT <HEBOIMOKHOCTE HENpPOTHBOPEYHBO
3aMMCaTh AHTHYHBIA XPOMATHYeCKHA TeTpaxopl B Haled co-
BpEMEHHOR HOTauMHs. — Dahlhaus C. Musikalische Hu-
manismus als Manierusmus // Musikforschung. 1982, 35 Jg., H. 2.
§.125.
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3HaMeHaTeNnbHO, 9TO NpobneMa HHTOHAUHK KaK YHHBEp-
CaNbHOTO NMPHHUMMA MOCTPOSHHA BbICKAa3blBaHHA (KaK cloBec-
HOrO, TAK ¥ MY3bIKAJIbHOMO) MOYTH OAHOBPEMEHHO (HA4MHasA C
1920-x ronoB) H He3aBHCHMO APYr OT Apyra pa3pabaTbiBaeTcs
B dunonorun — M. M. BaxTHHBIM H B MY3BIKO3HAHHH —
b. B. AcabeBbiM.

W pna baxtuHa, H ana AcadbeBa CI0BO H My3biKailb-
HbIi TOH CTAHOBATCA COOBITMAMM NHILL TOTAa, KOrAa HHTO-
HupytoTcA. [Mo BaxTHHY, C/I0BO CTAHOBHTCA BbICKa3blBaHHEM,
NUlb KOTAa npuOOpeTaeT HHTOHAUMIO — «OUEHHBaOLIMHA
TOH»"", «BOT HMMEHHO 3TOT “TOH” (MHTOHAUMA) M nenaeT
“My3bIky” (0Bwmit cmbicn, obluee 3HaueHHe) BCAKOro BbICKA-
IbIBaHMA...» . AcadbeB onpeaenseT My3biKy Kak «HCKYCCTBO
MHTOHUPYEMONO CMBIC/IA» ; «MbICB, 4TOOBI CTaTh 3BYKOBO
BbIpaXKeHHON, CTAHOBHTCA HHTOHaUWeHl, HHTOHHpYeTCR=. ITO
onpenenenne, no AcadbeBy, B paBHO Mepe NMPUMEHHMO H K
nuTepaType, M K My3bike, — PpajHHUA NHIIL B TOM, 9TO
«HHTOHALMA pedeBas — OCMbIC/IEHHe IBYdYaHuil, MY3IbIKa/NbHO
He (PHKCHPOBAHHBIX... MHTOHAUHA MY3IbIKa/IbHAR — OCMBbICIIE-
HHE 3BY4aHMil, yXKe CNOKHMBLIMXCA B CHCTEMY TOYHO 3aMKCH-
POBaHHBIX NAMATBIO 3IBYKOOTHOLUEHHHA; TOHOB H TOHANBHO-
creit»".

Mpicne BaxTHHa U Mbicib AcadbeBa — yHeHbIX, BpPfl
APYr O Apyre 3HaBIUKMX, — CAOBHO Obl CTPEMATCR APYT K Apyry
KaK K HeabHO-HHOMY, KaK CTPEMH/IHCh HE Pal Ha NpoTAXe-
HHH UCTOPHMM APYr K ApPYry cama pedb M caMa My3bika. B MH-
ToHauuu no AcadbeBy My3blka AoCTHraeT obnacTu «cmbl-

LLL]

IMpobnema pevesbix xkaupos // Barmuw M. M. 3cteTHka cno-

BeCHOro TBopuecTna. M., 1979. C. 269.

s Boaowuwos B, H. [Baxmuw?] KOHCTPYKUHA BLICK2ILIBaHHA //

JluTepaTypuas yaeba. 1930, N 3. C. 77.
Acagpes B. Lint. con. C. 344,
Tam xe. C. 211, 198,

u7r
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CIOBOTO 3BYKOBBISBNEHHA» ; «KHBbIE WHTOHAUHH» B HTOre
0Ka3blBalOTCA ¥ AcadbeBa skak Obl c108aMu MY3BIKH, H HX
cno8ape Mor Obl OBITH CHPABOYHHKOM MO H3NKOONEHHBIM CO-
nepxaTenbHel MM IBYKOCOYETAHHAM TO MM HMHOH 3IMOXH».
My3bikanbHas MHTOHAaUHA — (opMyna, NOCTHrilas B Xoje
MHTOHAUHOHHON paloThl OTYETNIHBOCTH C/IOBa-CMBICNA, CTaB-
Was 9acTbH0 «MHTOHAUHOHHOrO OOMIEHHs Nioaeds ; WHTOHA-
umuA Kak Obl NO3BONAET My3biKe YAOBNETBOPHTL CBOE BledeHHe
K ACHOMY cnoBy-cmbicny. Kak u ana AcadeeBa c ero uaeeil
«HHTOHALMOHHOTO CnoBapsa», Ans baxTHHa MHTOHauuM MOryT
npuobpeTaTh 3HA4YEHHE ABTOHOMHBIX MOBTOPAEMbIX MEXIIHY-
HOCTHBIX pedeBbiX eNuHuu, 0bpaiya «HHTOHAaUHOHHBIH (OHA
onpeneneHHOl COUMANBHON TIpynnbl»" (NOMHAR AHANOTHA
acabeBckoMy «CroBapio»!). Ml Bce ke y baxTHHa HWHTOHaUM-
OHHan paboTa BLIFNAAMT MHaue, 4eM y Acadbesa, oHa Kak Obl
HAMpaB/eHa B APYIYH CTOPOHY, HABCTPeuy My3biKe: He K fc-
HOCTH MCTOPHYECKH OTKPHCTA/IHIOBAHHOIO ClOBa-hOpMyInbI,
HO K MHOrorolocHoil riy0HHe My3IbIKH, NOJIHOA HANAraroLHKX-
CA APYr Ha Apyra roiaocos, OT3IBykoB-pe3zoHaHcos. [lpoxoxne-
HHE WHTOHALHH CKBO3b MCTOPHIO NMPHBOAMT HE K YTOMHEHHIO
ee cmbicna, kak y AcadweBa, HO Kk ero yraybnexuro-
ycnoxHeHuwo, Bokpyr npon3iBeeHHA-BbICKa3bLIBAHWA MNOCTE-
NEHHO HAKAIUIMBAKOTCR WHTOHAUHH-PEAKUHH, WHTOHAUHH-
oTBeThbl, cnoBo BOupaer B ceba Bce Oonblue OTroNOCKOB-
pe3oHaHcoB, Bce GoMblue roNnocoB — B HTOre «NpOH3IBEAEHHE
Kak Obl OKYTaHO MY3bIKOH MHTOHAUWOHHO-LUEHHOCTHOINO KOH-

ne Tam xe. C. 240.

Tam xe. C. 266-267, 269.

baxmun M. M. K MeToONOTHH ryMaHMTapHbIX Hayk // Bax-
mun M. M. 3cTerHka cnopecHoro Teopuectsa. M.. 1979.
C. 369.
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TEKCT4, B KOTOPOM OHO MOHHMAEeTCA H OLEHHBAeTCA (KOHEYHO,
KOHTEKCT 3TOT MEHAETCH MO 3MOXaM BOCTIPHATHSA, 9TO CO3[aeT
HOBOE 3BydYaHWe TNpOH3BeNeHHA)» . MTak, B MHTOHHPOBaHHH
no baxTuHy cnoBo OKyTbIBaeTCA MYy3bIKOH, B HEKOTOpDOM
CMBIC/IE CTAHOBHTCH MY3bIKO#H, — X0, obpaTHbIA acadbes-
ckomy! Ecnu y AcadbeBa HHTOHauUHOHHas paboTa MoHUMaeTCs
KaK «MNpOLEecC KOHKPETH3allHH MY3bIKabHBIX 00pa3oB W mpe-
BPALIEHHA MY3bIKH B MOMHYH 3HAYHMOCTH XHBYH 00pasHyr
pelll,»m. MOCKONBKY 3/1eCh, B ITON KOHUENIIHH, MY3bIKa CTpe-
MHTCA K KOHKPeTHOCTH cnosa-¢opMynbl, — To y baxTuna
CNOBO CTPEMHTCA K HAeany MY3bIKaNbHOro IBY4aHHA Kak co-
YEeTAKoIIero «0AHOBpeMEHHO pa3Hoes, Gyab To GeckoHedublit
00epTOHOBBIA pAn, MPUCYUIHA MY3BIKANTLHOMY 3BYKY, HIH OT-
rOMIOCKH H ronoca, COCYLIeCTBYHLHe B MONHPOHHIECKOHR MY-
ipike. [lpouecc MHOTOKpaTHOrO HMHTOHHPOBAHHA CNOBa-
BbICKAIbIBAHMA BeNeT K HAKOMIEHHI0 B HEM HHTOHAUHH Kak
DTrDlTOCKOB-OﬁepTOHOB: «Kaxpoe BbICKa3biBaHHE MOJHO OT-
IBYKOB W OTFOJIOCKOB APYrHX  BbICKa3lbiBaHHH=. OHO
«HANOJIHEHO AMANOTHYeCKHMH 0DepTOHaMu=" .

Conoctapnsas GaxTHHCKYH M acadbeBCKYH0 KOHUENUHH
HHTOHALHH, Mbl BHIHM, KaK C/IOBO W MY3biKa B HHX, YCTpeM-
JIAACKL APYr K ApYrYy (My3blka — K CMBIC/IOBOH OTHET/IHBOCTH
CNnoBa, CIoBo — K NoAHPOHHYECKOH MHOTOMEPHOCTH MY3BIKH),
BHOBL, KaK 3TO BCEraa M MPOHCXOAHIO HA NMPOTAKEHHH BCeil
MCTOPHH «MY3bIKH ClIOBa», He BCTpedaroTca. To MaeanbHo-
MHOE, KOTOPOe OHH MLLYT APYr B Apyre, B KOHLE KOHUOB obpe-
TaeTcA UMH B camux cebe: 3TO «MHOE» OKaILIBAETCA HEMNO-

E¥3]
Tam xe.

Acagives B. Llut. cou, C. 208,

baxmun M. M. Tlpobnema peweBwix mampos. LluT. mH3A.
C. 271-272.
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3HAaHHOA CTOpoHOH Mx cobcTeeHHoH cymmnocTH. M cnoso,
CTpEMHBILEECA K MY3bIKE KaKk K CBOEMY Hieany, BO3BpalllaeTcCA
B camoe ce0f, OCO3HaB, 4TO MY3blKa, KOTOPYH) OHO HCKalo B
YyHOM, BHECTOBECHOM MHPE MApMOHHYECKHX 33}'113Hilﬁ, CKpbI-
Ta B HEM CaMOM.



3AKAKOUEHME

IlbiTasick onucaTh MCTOPHIO CIOBECHOH MY3BIKH, Mbl MOCTO-
AHHO CTAIKMBANIHCh C ABHbIM HEXelaHWeM MO3ITONOroB, Teo-
PETHKOB CAOBECHOCTH MPH3HAThH 33 MY3bLIKOH HCKIHYHTENb-
HOE MpaBO HOCHTBH ITO Ha3BaHHe. B ocHOBe 3TOro HexenaHus
nexuT ybekneHue, 4TO MOMHMO MY3IbIKH B Y3KOM CMbiCe
TOr0 C/NOBA MOXKET H [0MXKHA CYLIeCTBOBaThL «apyras
MY3blKa», KOTOpas He Xyxe, a MoxeT ObiTb, W Nydwe TOM.
4TO MOETCA W HIPaeTCH.

My3blka cnoBa — 3Ta «Apyras Myibikan — M0-paiHOMY
OLEHWBANACh B Pa3/iMiHbleé MOMEHTBbI CBOEH MCTOPHH: ECJH
ana MannapMe OHa BbILLE «MY3bIKH OPKECTPa», BbILIE MYIbIKH
Kak TakoBoil, KOTOpas — Kak 3TO HH NapajokcaibHO! — oka-
3bIBAETCA HEMOATHHHON, BTOPHYHOH, TO ANA POMAHTHKOB
CMIOBECHAA MY3BIKA MOXET JIHUWbL CTPEMHTBCA K COHaTe M
CHM(OHHH — K MOMTHHHOW MY3bIKe, HE AOCTHras B MOMHOM
Mepe ee «uaeanbHoro» coctosHua. Ho kak GBI My3bika cnosa
HH COOTHOCHNIA ceDA ¢ MOANHHHONW (HNH YXe HenoMIHHHOI?)
MY3BIKOH, OYEBHAHO, 9TO CaM (PEHOMEH C/IOBECHOM MYIbIKH
ObIn BOIMOXEH BOBCE HE MOTOMY, HTO CJIOBECHOE AKODBI B Ca-
MOM fiele «MOXOXe» HAa MY3blKy, B 4eM-TO el «noaobHo».
CeouM cyuwlecTBOBaHHeM musica literana obs3aHa BoBce He
«CXONCTBY» C MY3BIKOH (B CYLIHOCTH. BECBMa ONPaHHYEHHOMY
H COMHHTE/IEHOMY), HO TOW CNOXHOH, AWHAMHYHOW W NBY-
CMBIC/IEHHOH WIpe B3aHMOMEHCTBHA MEXKAY MY3bIKANBHBIM H
CNOBECHBLIM, KOTOpas pa3BOpaduHBaNack B OMHCAHHOH HaMH 00-
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NacTH TPaHCMYy3bikanbHoro. CnoBecHoe HCKYCCTBO, 3aX0As B
3Ty obnacTe M Yepnas M3 Hee HAeH, MOMYYANO BO3IMOXHOCTH
OCMBICIUTE ce0s B My3bIKaJIbHbIX KaTETOpHAX, MOYYBCTBOBATH
ceDs My3BIKO#.

[pn 3TOM CNOBO HMKOrAa HE MOIJIO MPeoNoNeTb Hed-
TPaqbHYIO 30HY TPaHCMY3bIKaILHOTO W MPOHHKHYTH K cobeT-
BEHHO MY3blKe, K ¢ aBTOHOMHOMY S/IPY: B NPOTHBHOM Chy4ae
OHO, CAMBIUKCE C MY3bIKOH Ha camoMm lene. nepectano Obi
6b1Tb camum coboii. [MpeBpalieHue cioBa B My3bIKY — KaK M
MY3bIKH B C/IOBO — HE MOIJIO COBEPLUATLCA peanbHO, B chepe
nu «coDCTBEHHO MY3BIKH» MIH B cepe «cOOCTBEHHO CnoBa»,
HO nHWb GUKTHBHO, B 3TOH HelTpanbHO#i 3oHe. M moTomy
crioBecHas My3ibika Bcerna Owina obpedena B onpeneneHHOM
CMbiCNie — MO KpaHHe Mepe, C TOMKM 3PEeHMN «HACTORWER»
MY3bIKM, — OCTaBATLCA «(PHKLMEH», XOTA NPHCYILIAR e MOLl-
Haf, B Te4EHHE THICAYENETHH HE HCCAKAKOUIaA BOMA K OCylue-
CTBJIEHHIO, NOPOil CNOBHO Dbl M B CaMOM [1e/ie MpeBpallakoLLan
€€ B PeaslbHOCThb, BCE JK€ 3acCTaB/feT Hac 3aKnK4aTh 3TO CNo-
BO B CKODKH,



3KCKYPC 1

MY3bIKA PA3PYIIAET CAOBECHBIV TEKCT?
M3 UCTOPUU NMPEACTABAEHMWSA
O MOAYMHEHHOCTHU CAOBA MY3bIKE

OTHOWEHHA MYIBIKH W CNOBa B BOKANbHOH My3bike na-
NIeKO He BCEerjla M He BCeMH pacCMaTPHBA/IMCh Kak JIpYKecT-
BeHHbI MAMIIHYECKH COHO3 BYX PaBHbIX MCKYCCTB. B my-
IBIKANbHOM 3CTETHKE CYLLIECTBYET NPEACTABIEHHE O TOM, 4TO
COE[IMHEHHE CNOBA W MY3bIKH 03HAYaET Ha CaMOM [aene palpy-
IIEHHE CIIOBECHOTO TeKCTa Kak uenoctHocTH. C naubonbueii
ocTpoToift 3Ta naes Bblpaxkena B Kuure Ceroszen Jlawrep
«Yysero u opmarn: «Korna cnoba BXOAAT B MY3bIKY, OHM
nepectatoT ObITh MO33IMER MAM NPO30H, HO CTAHOBATCH 3Ne-
MEeHTaMH MY3biKH. Tenepe OHM CNyKaT ToMY. 4ToDBI CO30aTL
HIKOIHK HE NUTEPaTypbl., HO MY3bIKH — HIK3HK BHPTY-
anbHOrO BpeMeHH: Takum o00pa3oM, OHH NMILAKOTCA CBOEro
NIMTEPATYPHOTO cTaTyca U GepyT Ha cebs UNCTO My3bIKANbHbIE
(hyHKUMHK... Beé, 4TO MOXeT BOHTH B XHBOH CHMBONH3IM MY-
IbIKH, CTAHOBHTCH CODCTBEHHOCTBIO MY3BIKH, a BCE TO, YTO He
MOKET B Hero BOWTH. ocTaeTcs BHe eé npenenos. (...) Korna
CN0Ba M MY3blKa COBIHHAIOTCA B MECHE, MY3blKa NOrnollaeT
CIOBA: He TOJIBKO OTJENbHbIE CNIOBA H MPELIOXKEHHA, HO CamMy
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NHTEPaTYPHO-CIOBECHYH) CTPYKTYPY, camy mo33uio. [lecHs —
He KOMMPOMMCC MEXAY No33ued W My3bIKOH, XOTA Obl TekcT
ee caM 0o cebe ¥ ObLn BenMKOH MO33Mel; NECHA — 3TO MY3bl-
ka. (...) TlpuHumnel My3biKH Bcemeno oOycnaBnHBalT ee
(opMy, BHE 3aBHCHMOCTH OT TOTO, KaKHM MaTepHalOM OHa
noneyercs... Korma KOMMoO3IHTOp NHILET MY3bIKY K CTHXO-
TBOPEHHI), OH YHHYTOXAET CTHXOTBOPEHHE H CO3/IaeT MECHH.
(...) Gesamtkunstwerk HEBOIMOXEH» .

HTak, mMy3bika B OnpefeneHHOM CMbICNE YHHYTOXaeT
CNOBO, — TOHYHEE, OHa pa3pyliaeT C/IOBECHYIO CTPYKTYPY,
MOAMEHAN ITY CTPYKTYPY CBOMMM, COBCTBEHHO MY3bIKaNbHbI-
MH MPHHUMNAMK opraHu3aunu. TekcToBas (opMa BbITECHAET-
cn (hopMOit My3bIKANbHOM, H HUXKE Mbl €llle KOCHEMCH BOMNpOca
O TOM, 4TO e B ITOM C/y9ae OCTaeTcs OoT TekcTa. Takoe BO3-
JpeHHe Ha «COK03 MY3BIKH H CNOBa» KaXeTCH NapafoKcaNbHBIM
M HempuBbIYHbIM; Mexay Tem Chbiolen Jlanwrep onupaetcs Ha
onpeneneHHyl0 Tpaauuuio, oblume OdepTaHMs KOTOPORl Mbl
nonpobyem HaMETHTE.

" «When words enter into music they are no longer prose or poetry,

they are elements of the music. Their office is to help create and
develop the primary illusion of music, virtual time, and not that of
literature, which is something else; so they give up their literary
status and take on purely musical functions.... Anything that can
enter into the vital symbolism of music belongs to music, and
whatever cannot do this has no traffic with music at all. (...).
When words and music come together in song, music swallos
words; not only mere words and literal sentences, but even literary
word-structures, poetry. Song is not a compromise between poetry
and music, though the text taken by itself be a great poem; song is
music. (...) The principles of music | govern its form no matter
what materials it uses... When a composer puts a poem to music,
he annihilates the poem and makes a song. (...) The Gesamt-
kunstwerk is an impossibility...» — Langer 5. Feeling and form:
A theory of art developed from Philosophy in a New Key. N. Y.,
1953, P. 152-153, 164.
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OpnHa K3 COCTABAAIOIIMX 3TOH TPaAHIMH — pPOMaHTH4Ye-
ckas MeTadM3MKa MY3bIKH, KOTOpas pacCMaTpPHBaAa MY3bIKY
KaK HeNOCPeACTBEHHOE M B TO )K€ BpeMs BbiCLUee BbipaxeHHe
6biTHa (abcontota, BoxecTBa M T. m.), a cnOBY OCTaBASANO
MPaBo JIHLIbL HA HEKYH BTOPHYHYH Bblpa3uTenbHocTs. C Tou-
KM 3peHHs Takol My3bIKanbHOM MeTa(M3IMKH, CNOBO, Monas-
liee B My3bIKy, OKalblBaeTCA B Hel 4eM-TO BTOPHYHBIM W Ma-
e uyxepoanbiM. C Haubonblueii scHOCTBIO Takoe BO3I3IpeHHE
Ha «COIO3 CIOBA H MY3bIKH» BBIPAKEHO B 3CTeTHKe ApTypa
[lonenrayspa: «CnoBa OCTalOTCA ANA MY3bIKH 9YKEPONAHBIM
NPHAATKOM BTOPOCTENEHHOH ueHHocTH, WOO BO3NEACTBHE
IBYKOB HECPABHMMO MOILLUHEeH, BepHee W ObicTpee, 4eM BO3NEH-
CTBHE C/IOB; CNOBa, KOF/1la OHW BHEAPAIOTCA B MY3bIKY, AOMK-
Hbl 3aHATH B Hell COBEPIIEHHO BTOPOCTENEHHOE NOMOKEHHE W
NONHOCTBIO npucnocobuTbea k Heii»; Llonewraysp naxe npen-
nonaraet, 4To ObN0 GBI palymMHee NMUCaTh HE MY3bIKY Ha TeK-
CThl, HO TEKCTHI K TOTOBOH My3bike .

Ipyrasa, He MeHee BaKHas COCTABNAIOLIAA paccMaTpM-
BAEMOM HAMH TPAAMUHH OTHOCHTCA yXe He K MeTaduinke my-
3bIKH, HO K KOMNOIWTOpPCKOA npakTHke. Mbl HMeeM B BHAY TY
XapaKTepHYH MaHepy KOMNO3MTOpa OOp2iiaThcs CO CNOBOM,
KOTOpas 3aMedaTe/lbHO OmMcana Ha cobcTeenHOM npumepe
ApHonbaom lllénGeprom B ctatbhe «OTHOWEHHWE K CHOBY»,
onybnukosanHoit B anemanaxe «lonyboii BcanHuk»: «He-
CKONbKO /1eT Halan s 6bin rnyboko ycTeiken, obHapyxus, 4To
He HMEH HH Maneillero npeacTaBleHHA O COAEPKAHHH CTH-
XOTBOPEHHH, NONOKEHHbIX B OCHOBY HEKOTOPbIX XOpOLUO M3-
BecTHbIX MHe neceH lllyGepra. Korga e s mpoauTan 3TH
CTHXOTBOPEHHS, TO OOHAPYKH/, 4TO OHH HHYETO HE AW MHE
ANA NOCTHMKEHUS MeceH, TaK KaK HW B Manediuedl cTeneHn e
BbIHYAWIH MEHA WIMEHHTbH MO€ TNOHHMAHHE MY3IBIKAIBLHOTO

6

Schopenhauer A. Die Welt als Wille unf Vorstellung. Bd 2 (Kap.
39: Zur Metaphysik der Musik). Miinchen, 1911. 8. 511.
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nianoxeHus. Hanpotus: s yeunen, aro 6e3 3HaHMA CTHXOTEBO-
pPeHHA A nawe rnybxe NOHHMAaK colepiaHue, NOATHHHOE CO-
JlepKaHHe MecHH, YeM ecnH Obl % OCTancs Ha MOBEPXHOCTH
cobcTBeHHO cnoBecHbIX Mbicneil. Eme ybenuTensHed, seM 310
HabnroaeHue, Obln ang MeHA TOT (PAKT, 9TO MHOTHE MOHM Mec-
HH S HAMHCA] MONHOCTBID, ONbAHEHHbIH HAYANBHBIMH 3BYKAMH
NepBbIX CJIOB TEKCTa, B MbULY COYHHEHHA HHCKONBKO He 3abo-
TACh M HE AyMas O JanbHefllueM TedeHHH MOITHYECKHX CoObI-
THiA. JIMLB COYCTA HECKONBKO AHEH MHE NMPHXOAMIO B rONOBY
MOMHTEPECOBAaTLCA, B WeM Xe CODCTBEHHO COCTOHT MOITHUe-
CKOe comepXaHue MOMX meceH. [Ipu 3TOM, K MOEMY BeTHKOMY
H3YMIEHUIO, BBIACHANOCH, 4TO A OTHABA MO3TY JONXKHOE B
Haubonbiueii Mepe HMEHHO TOra, KOraa, PyYKOBOACTBYSCH
NepeBbIM HENOCPEACTBEHHbIM BNEYaTNeHHEM OT HaYalibLHOTO
3BYKAa CTHXOTBOPEHMSA, YralbiBal BCE, 4TO ¢ HEODXOOAMMOCTLIO
J0MKHO GBINO CNENOBATH 33 ITHM HAYATBHBIM 3BYKOM» .

L slch war vor ein paar Jahren tief beschimt, als ich entdeckte, dall

ich bei einigen mit wohlbekannten Schubert Liedern gar keine
Ahnung davon hatte, was in dem zugrunde liegenden Gedicht
cigentlich vorgehe. Als ich aber dann die Gedicht gelesen hatte,
stellte sich fiir mich heraus, dal ich dadurch fiir das Verstindnis
dieser Lieder gar nicht gewonnen hatte, da ich nicht im geringsten
durch sie genitigt war, meine Auffalung des musikalischen Vor-
trags zu dndern. Im Gegenteil: es zeigte sich mir, daB ich, ohne
das Gedicht zu kennen, den Inhalt, den wirklichen Inhalt, sogar
vielleicht tiefer erfaBt hatte, als wenn ich an der Oberfliche der
eigentlichen Wortgedanken haften geblicben wiire. Noch ent-
scheidender als dieses Erlebnis war mir die Tatsache, dall ich vicle
meiner Lieder, berauscht von dem Anfangsklang der ersien
Textworte, ohne mich auch nur im geringsten um den weileren
Verlauf der poetischen Vorginge zu kilmmem, ja ohne diese im
Taumel des Komponierens auch nur im geringsten zu erfassen, zu
Ende geschricben und erst nach Tagen darauf kam, nachzuschen,
was denn eigentlich der poetische Inhalt meines Liedes sei. Wobei
sich dann zu meinem griBten Erstaunen herausstellte, da ich nie-
mals dem Dichter voller gerecht worden bin, als wenn ich, gefiihrt
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Hene3s, koHeano, yreepxnare, 910 Llénbepr Beipaka-
eT Hekoe obulee OTHOLIEEHE KOMMOIWTOPCKOTO lieXxa K CNOBY
(310, pa3syMeeTcs, COBCEM He Tak); M BCe JKe B er0 MpH3HAHHM
3amMedaTeNbHO NepefaHbl HEKOTOPbI€ XapakKTepHbIE, Ha Hall
B3rnfA, MOMEHTbl OTHOLLUEHHS MY3bIKH K CITOBY.

CnoB ans My3blKH BCerja CIHMILKOM MHOro: 3to 06-
CTOATENLCTBO ODYC/IOB/IEHO YXe TeM, 4TO B MY3blKe CTeNeHb
o0ell NMOBTOPHOCTH Bbille, 4eM B TEKCTE — Kak MOITHYe-
CKOM, Tak H npo3audeckoM. ['oBops mompocTy, B BOKanbHOI
MYy3biKe, M0 Mepe ee NBHKEeHHs BO BPEMEHH, KaK NpasMno no-
BTOpAeTCA OOnblue MYy3IbIKaNbHBIX EMEHTOB, Y9€M TEKCTO-
BbIX: OYKBA/IbHO MOBTOPAKOTCH MY3bIKa/IbHBIE MOTHBBI, LN ble
(pa3bl U T. M., B TO BpeMA KaK TeKCT — 0OBbI9HO He NOBTOPS-
ercs (Mbl OCTaB/iseM B CTOPOHE PHTMMYECKYIO CTOPOHY TeK-
CTa, KOTOpaA B BOKAIbHOM NPOH3IBENACHHH NMOMHOCTBIO CTAHO-
BHTCA JIOCTOSHHEM MY3bIKH, KaK Dbl «NepexoanT Ha ee CTOpo-
Hy»). Ilo camoii ceoedl npupoge cinoBecHas pedb Kak Obl
«bezornanna» u GecnoBTOpHA — MOBTOPHOCTHL B HEll BOCTpPH-
HuMaeTca nubo kak HamepeHHbIit puTOpHuecKuil mpuem, du-
rypa peun, nubo KaKk NMPHIHAK HEHOPMANBHOCTH TOBOPALLErO.
He cnywaiino peusr OGeaymmuoro nywkuwxckoro I'epmanna npen-
cragnseT coboil cnnowHoH NoBTOP: OH «bopMOveT HEODBIKHO-
BeHHO ckopo: “Tpoika, cemepka, Ty3! Tpoiika, cemepka, na-
Mmal.."n,

B cpaBHeHHMH C peubi0 NPHPO/Ia MY3bIKH — COBCEM HHAaA:
NOBTOP B MYy3bike — abCONMIOTHO HOPMa/ieH W OpraHH4YeH, B
KauecTBe «HCKYCCTBEHHOH» BOCTIPHHHMAETCH CKOpee My3bi-
KanbHas pedb, HaMepeHHO Wiberarolias MOBTOPOB W KBaapaTt-
HOCTH (Ta peab, koTtopyw LlIEnbGepr Haizpan «My3bIKanbHOM

von der ersten unmittelbaren Berilhrung mit dem Anfangsklang,
alles erriet, was diesem Anfangsklang eben offenbar mit Not-
wendigkeit folgen mubten. — Schdnberg A. Das Verhiltnis zum
Text // Der blaue Reiter. Hrsg. von W. Kandinsky und F. Marc /
Neuausgabe von K. Lankheit. Miinchen, 1965. S. 65-66.
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npo3oii»). B 3TOM cMmbicne nywkHHckHii [epmann B duHane
NOBECTH «FOBOPHT» B BbICLLEH CTENEHH MY3bIKaNbHO: MOBECTh
B HEKOTOPOM CMbIC/Ie 3aKaHYHBAETCH MY3bIKOH (BCIOMHHUM H
yTBepxaeHue Y. Xe33NHTTa O TOM, 9TO «CyMaclUeliine mo-
KOT»).

My3bika kak BpeMEHHOH mnpouecc B ropasao Oonbiued
CTEMeHH, 9eM C/0BO, OTMAABIBAETCA HA3al, YIHTHIBAaET YKe
oT3syuasiiee. CnosecHas pedb MOXeT 06OpBaTBCH, OCTAHO-
BHTBCA W BHOBb HadgaThCA ex abrupto: B 3TOM CMbic/ie pedb —
HE «JNHTCA», He 0Opa3yeT CN/OLIHOrO 3BYKOBOTO KOHTHHYY-
mMa. My3bika He moxer cebe 3TOro no3BOAMTH: OHA —
«TMTCAY, MPOAONKAETCA, OHA — HEYTO CM/IOLWIHOE, [aXe ec-
JIH BHYTPH 3TOIN0 CMJIOWHOMO €CTh Nay3bl, KOTOpbie TOXKe
BKMKUYEHbl B O0IYH MY3BIKaNbHYH UIHTENBHOCThL. 3ITa
«CMJIOWHOCTEY MY3bIKH oODecnedena noBTOpamMM — BepHee,
MOCTOAHHON OrNANKON. NOCTOAHHOM BHYTpeHHeH obpawuenHo-
CThIO BCMNATHL MPH ABHXeHHW Bnepea. [laxe B My3bIKalbHO#
npame Barnepa wnu Mycoprckoro, rae My3bikanbHbii CHHTaK-
CHC, NPeo0NeBarollHil KBAIPATHOCTL NepHoaa, Kak Gbi Hame-
peHHO npucnocobneH K NPHHUMNHANBLHON HENOBTOPHOCTH pe-
YW, CIYX BCE PABHO JIOBMT MOCTOSHHBIE MY3bIKANIbHbIE MOBTO-
PEHHS, HE HAXO/A HM COOTBETCTBHMA B CNOBECHOM TEKCTE.

[Mpo6Gnema BokanbHOM MY3IBIKH COCTOMT B TOM, 94TO Mo-
BTOPAHOLLMECH MEMEHThI MY3bIKH HAKNa[blBakOTCA Ha Heno-
BTOpPAKOLUHECA NeMeHThl TekcTa. ['pybo roeops, B My3bike
nosropaeTca Oonblue, YeM B TEKCTE: 3TO BHAHO YXKE Ha NpH-
Mepe TaKOW ApeBHEeill MY3blKaNbHO-no3THYecKoN (opmbl, Kak
T. H. (hopma Bar, THNHYHA® ANA NOIIUM MEHCTEPIUHIEPOB M
NPOTECTAHTCKOIO Xopana.

Crtpoda Bar umeeT nBa ypOBHA OPraHH3alMH — MO3ITH-
yeckHil W My3bikanbHelii. Ha noaTuuseckom yposwe Bar mpen-
crapnser coboil TpexuacTHyw cTpody. [lpu 3TOM nepsas u
BTOpas ee 4acTH (Tak HalbiBaemsie Stollen, cTonel; BIAThIE
BMECTE OHH Ha3blBaloTCA Aufgesang) CTPYKTYPHO HAEHTHYHbI
— HMEIOT OHHAKOBbIAi PHTMHYECKHI PHCYHOK H O/IHHAKOBOE
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KOJIMMECTBO CTPOK, 4allle BCEro Mo JBe, WHOrJAa mo TPH; CTPO-
KH cTon oDbluHO CBA3aHbl Mexay cobo#t pudmoBkoi, game
BCETO MO THNY ab-ab unu aab-aab. TpeTbsa ke gacThb (T. H. Ab-
gesang), npeactaenas coboit ceoero pona «komy», CTPYKTYPHO
obocobnena: oHa HMeeT OpYryr, OT/JH4HYH OT Stollen, puT-
MHUECKYH) CTPYKTYPY. M Kak npaBuno, AnuHHee Stollen (ee
TATOTEHHE K PacLUHPEHHIO OTPAXAETCA MOPOi B XapaKTEPHOM
JUIA Hee HarpOMOMXIEHHH CTPOK C OIHHAKOBO# PHMOBKOI).

Tak BeirnaguT cTpodpa Bar B nioTepoBckOM mnepesone
129-ro (B nporecTanTckoi Tpanuuuu 130-ro) ncanma:

Aus tiefer Not schrei’ ich zu dir, ]

Herr Gott, erhir mein Rufen; Stollen |
Dein’ gnadig® Ohren kehr zu mir ] Stollen 2
Und meiner Bitt sie iiffne; o

Denn so du willst das sehen an,
Was Sund’ und Unrecht ist getan, Abgesang
Wer kann, Herr, vor dir bleiben?™

Takum obpazom, Ha cTuxoTBOpHOM ypoBHe Bar npen-
ctapnset coboii cTpody (9alue BCero ceMHCTPOUHYHO), B KOTO-
poOii, B CYILHOCTH, MOBTOPAETCA JIHIUL PHTMHYECKAR CTPYKTY-
pa nepBbix aBYX yacTeidt — Stollen W OKOHYaHHA CTPOK, CBA-
3aHHBIX pH(MOH. JIHWE Ha My3blKanbHOM YpoBHE B (hopme
noABAseTcA TOT OCOObIA MOMEHT NOBTOPHOCTH, KOTOPbIA M
NO3BONAET MY3IbIKOBENAM OMpenenate 3Ty Gopmy kak AAB:
MeJloIA Bar COCTOMT M3 Tpex pa3fienos, NPHYeM nepBble [Ba,

" B cunopanwuom nepesone: <M3 rayGumel B3emaiw k Tebe,

locnoau. Nocnoau! yeneiwe ronoc moi. [da Oyayr yiun Tron
RHMMaTENbHBI K Tonocy Monenui moux. Ecnu Tei, Nocnoaw,
Oyneius 3amedath Bedlzakonmus, — Mocnoam! KTo yeToOHT =,



189 My3uKa pajpyuaer Tekcr?

COOTBETCTBYIOLLHE MO3ITHYECKHM Stollen, no9TH unu cosep-
LLIEHHO OOUHAKOBbI

- =

T ] T L
Sind und Un-recht ist ge - tan, wer  kann, Herr. wvor dir blei

ben?

Takum 06pa3oM, Ha My3bIKA/ILHOM YPOBHE OpraHH3IalMu
opmel Bar npuHUMN NOBTOPHOCTH mposenseT cebs ropa3no
CHIIbHEe, WeM Ha no3THYeckoM yposhe. B My3bike, Kak Mbl
BUAMM, TOBTOPRETCA HE TONBKO CTPYKTYpa, HO M cama
«MATEpPUA», M3 KOTOPOil COCTOMT MY3blKalbHas cTpoda: no-
BTOPAETCA MOMHOCTbIO HadanbHas ¢paza menoauu. Ha noatu-
HEeCKOM YpOBHE aHanorom Takoit rnybokoi u nonHo# nosTop-
HOCTH Obln Gbl OykBanbHbINi MOBTOP CTPOKH (2 HE OAHOM NHILL
€€ PUTMHYECKOi CTPYKTYpPbl!) — OAHAKO TaKas NOBTOPHOCTH B
MOITHYECKOM TEKCTE, B OT/IHYME OT TEKCTa MY3bIKANBHOTO,
BCTPEqaeTCH OBONIBHO PeKo.

INpeacTasnenns asTopa o gopme Bar chopmuposanuce B xoae
obCcyaaeHds 3Toll TeMbl ¢ My3bIKoBENoM-MenHerHcToM Cep-
reeM Huxonaesudem JleGenesniM, KoTOpOMY aBTOP BbIpaXaeT
ﬁuamnapﬂncrb 32 KOHCYNBTALHH N0 3TOMY H HEKOTOPBIM
HHBIM BOTIPOCAM.
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B utore, dopma Bar c ee OCHOBHBIM MPHHUHMNOM — MO-
BTOPHOCTbI) MEPBbIX ABYX Pa3fenosB NpPH CTPYKTYpHo#H 000-
cobnenHocTH TpeTbero — GOPMHPYETCH MO-HACTONLLEMY
NHIIb HAa MY3bIKAJIbHOM YPOBHE: Ha YPOBHE 103THYECKOM 3Ta
MOBTOPHOCTb He OLUYIIAeTCA., NMOCKONBKY MOITHYECKas 49acThb
BOCTIPHHHMAETCH MPOCTO KakK ceMH- (neBATH-, necaTu- u Go-
nee) cTpouHas cTpoda.

Mys3bikanbHas ¢opMa, Kak Mbl BHIENW Ha mpHMepe
¢opmbl Bar, rnybxe, uem cnosecHas (opma, YKOpeHeHa B ca-
MOl MaTepHH TEKCTa: OHa MpeanonaraeT MNOBTOP CaMHX
«cnos» (Menoandeckux oOOPOTOB) MY3IbIKANBHOIO BbICKAIbIBA-
Hua. CnoBecHas ¢opMa NOBONBHO Peako (HanpuMep, B HeKo-
TOPbIX CTAPHHHBIX «TBEPABIX (opMax») TpebyeT OykpanbHbIX
NOBTOPOB CaMHX C/IOB, OrPaHM4MBAACh Kak MNpaBHIO JHILb
CTPYKTYPHBIMH AHANIOTHAMH.

[MoBTOPHOCTE MY3IBIKH M HENOBTOPHOCTHL CNOBa, paly-
MeeTCA, He MOrYT YKMBATLCA BNONHE MHPHO. B My3bikanbHOM
KOCMOCE, OPranM30BaHHOM Donee XeCcTKO M «TOTANbHO», 4eM
MHP C/IOBECHOIO MPOW3IBENEHHA, CNOXKHbBIE, ACHMMETPHYHbBIE
cnopecHbie nocTpoenus OyayT KalaTbes xaocom: oM TpebyroT
HEKOEro NOJYMHEHHSN M, BOIMOXKHO, /laXe TOro pPa3pylueHus,
TOW AHHUTHNALUMM, O KOTOpeIXx rosopuna Cerozen Jlawrep.
KOoHpAHKTBI, BOIHHKAKOLIKE NPH BXOXKAEHHH CNOBA B MY3bIKY,
ObinK, Kak Mbl BHAENH, OCO3HaHbl yxe [luonucuem Ianukap-
HacckuM, Onnolt W3 npuanH nonobueix KoHpaukTOR OBINO TO
0DCTOATENBLCTBO, HTO MY3bIKa, CO3IAHHAR ANA CTpofhel Tpare-
MINK, BEPOATHO, MNOBTOpPANAach B aHTHCTpode W MeHblue
«rOJMNAack» ANN Hee, TaK KaK B TEKCTe aHTHCTpodbl pacnpe-
nenexue yaapeHuii 6b110 WHBbIM: Takum 06pazoM, NOBTOPAIO-
LLASCH MENO/IMA BCTYMNaNa B NPOTHBOPEYHE C HOBBIM PHCYHKOM
CIIOBECHBIX YaapeHHil .

Li ]

K takomy Boisony mpuisen [dyrnac duBep. mpoaHanH3IHpo-
BABLIHI NaNHPYC C TEKCTOM (HOTHBIM H CIOBECHBIM) aHTH-
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B eBpone#ckoil Xy#0XecTBEHHOH KYNbTYpe CAOXHIOCH
NBa NPecTaBleHHA O TOM, KaK pa3pellHTh 3ITOT KOHQIHKT
NpK COXpaHEHHH NEepPBeHCTBa My3biku. [lepBoe M3 HMX CBOAWT-
€A K cneaywoueMy Telucy: My3bika Tpebyer ocoboi, npu-
K/afHOM MO33HH, KOTOpas HEMONHOLEHHA H BTOPOCTENEHHa C
YHCTO MOITHYECKOH TOYKH IPEHHA, HO «MOAXOAMT» 1A MY-
3bIKH. ITa Haes obHapyxupaeTca B «KpuTHYeCKHX pa3mbili-
nenunax» Hukona Byano, kotopsiit nucan o nubpertucre du-
nunne Kuno cnenyrouee: «OH ... obnanan copepiueHHo oco-
ObIM TaNnaHTOM COMMHATH CTHXM, NoaxoasiuMe ans neuus. Ho
B ITHX cTHXax He Obino HM ocobGoll cuabl, HH ocoboil BO3BBI-
WEHHOCTH; MX cnabocTe, cobcTBeHHO, M nenana ux npuroa-
HbIMH 117 MY3bIKaHTa, KOTOPOMY OHH W Gbu1H 0BA3aHLI CBOCH
cnasoii...»"".

Cnycta wectbaecat net Kpuctnan lorrdpua Kpayse,
TOpAYHi CTOPOHHHK JIPYXECKOro W PaBHONPaBHOTO COKO3A MY-
IbIKH H C/IOBa, C ABHbIM HeoaoOpeHMeM HinaraeT BO3I3peHHe

crpotbl M3 «Opectar EBpHnNWIa: KOpPpensuMs Mexy yaape-
HHAMM M Menoaued Buipaxena cnabo; onmako, «ecnu Mbl
CPAHHHM TY Xe MeJIOAHK) CO CNOBAMH M3 CTpodsl Toro xe
xopa, To oOHapyxHM ropaiao Honsuwry Koppensunion. Bepo-
ATHO, laKnouaer Pusep, aHTHCTPOdE NOBTOPAAA HE TONBKO
PHTM, HO W Menoauw cTpodul. — Feaver D. The musical
setting of Euripides’ Orestes // American Journal of Philology.
1960. Vol. 81. 8. 1-15.

«ll avait ... un talent tout particulier pour faire des vers bons a
mettre en chant. Mais ces vers n'estoient pas d'une grande force
ni d’une grande élévation, et c’estoit leur faiblesse mesme qui les
rendoit d'autant plus propres pour le Musicien auguel ils doivent
leur principale gloire..» — Boileau N. Réflexions critiques
{Réflexion 111) / Boileau N. Oeuvres complétes / Ed. F. Escal. P.,
1966. P. 503.

i
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HEKHMX He Ha3lBaHHBIX HM aBTOPOB, KOTOPbIE «NPHLULTH K MbIC-
MM, 9TO CTHXOTBOpEHME, MpeHa3HadeHHoe Mns ynobcTea mMy-
3bIKH, He MOXeT 00nagaTe AONXHBEIM COBEPLIEHCTBOM; 9TO
Mo3T, KOTOpBIA MHILET Takue CTHXH, Oyner pabom My3bikH;
49TO OH NPHHOCHT pa3yM B XepTBy ynoOCTBY KOMMO3HTOpa M
4TO TaM, Ifie My3blka npHobGpeTaeT, mo’3na TepsetT» . Cyas
no JHepruH, ¢ kakod Kpay3e ocnapuBaeT 3Ty Hiaew o aTank-
HOH NMOAYMHEHHOCTH MO33HH MY3bIKe, MOXKHO NPeanoloXHTb.
4TO OHa Obina B ero BpeMs [OBONBLHO LIMPOKO pacmpocTpaHe-
Ha. BMecTe ¢ Kpay3e npoTHB NoN9HHEHHA CTHXA MY3bIKe Mpo-
TecTOBan (HECKONbKO Mo3ifiHee, B cTaThe «My3bika» W3 «<My3bi-
kansHoro cnosaps») an Xak Pycco: «Hawm ctuxu (B oTnu-
9He OT aHTH4HbIX — A. M.) noatH nonxocTero GepyT cBoil
PHTM H3 MY3bIKH, H TEPAIOT NPH 3TOM TO HEMHOIOE, 4TO OHH
HMenu cBoeron .

3a Hae NpUKNAAHONK NMOIIMH (PaKTHYECKH BBICKAIANCH H
[erenk, XO0TA B 10CTATOYUHO OCTOPOXKHOMH (opme. Conepxanue
TEKCTOB, NMPHIOAHbIX K MY3bIKalbHOMY BOMIOLIEHHIO, De3yc-
NOBHO, He JIOMKHO ObITh HH NNOCKMM, HH TPHBHANbHBIM, HH
abcypaubiM, — O/IHAKO OHO He NOMKHO GbITh M «CAHIIKOM
obpemeneHo Mbicnbio B (unocodckoit rnybunoi». C apyroi
CTOPOHbI, 3TH TEKCTbl HE NONXKHbI ObITh H CAMIIKOM HCKYC-

L b

«Man ist daher auf die Gedanken gerathen, ein Gedicht kinne die
gehirigen Vollkommenheit nicht haben, wenn es zur Musik be-
quem seyn solle; der Poet, der solche Verse mache, werde ein
Sclave der Tonkunst; er opfere die Vemunft der Bequemlichkeit
des Componisten auf, und die Poesie verlichre da, wo die Musik
gewinnetw, — Krause Ch. G. Von der musikalischen Poesie.
Berlin, 1753 // Der Critische Musicus an der Spree. Berliner
Musikschrifttum von 1 748 bis 1799. Liepzig, 1984. 5. 147.

«Nos vers, dans le Chant, prennent presque uniquement leur
Mesure de la Musique, et perdent le peu qu'ils en ont par eux-meé-
mes» — Rowusseau J.-J. Musique / Dictionnaire de musique //
Rousseau J.-J. Oeuvres complétes. P, 1995. Vol. 5. P. 917.

am
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HBIMH, MO3THYECKH pa3pabOTaHHBIMH — TakK, XOpbl JCXHIA H
Codokna «no3THYECKH HAaCTONBKO 3aBepllieHbl B cebe, uTo My-
3biKe 3[ECh YXe Hedero fenaTb». Jlyuile Bcero mMoaxoauMT ANs
My3bIKH, 3akniouaeT [erens He Ge3 HekoToporo mpexeOpexe-
HHA, «OTpeJeneHHblii cpeaHHil poa MO33HH, KOTOPYHD Mbl,
HEMIILI, €0Ba JIH YXe COYTeM Mo33HeH, HO K KOTOpOMY ¥
HTalbAHLER H (DPAHLY30B €CTh H BKYC, H CHOPOBKa, — MO33HH,
HCTHHHOH B CBOEM NTMpH3IME, B BbICILEH MEpe NpOCTOH, He-
MHOFHMH CIOBAMH OUepUYHBAIOILEH CHTYaUHIO H TYBCTBO» .

Btopo#i nyTe NoOAYHHEHHA CIOBa MY3biKeé — OCYILECTB-
nAemMas CpelACTBaMH CaMOH MY3bIKH «MOJMEHa» TEKCTOBOTO
CHHTaKCHCa COOCTBEHHO MY3biKaNbHbIMH akueHTamH. be3pas-
NHYHAA K CHHTAKCHYECKOH CTPYKTYpe TEKCTa, KOTOpas Hew3-
OexHO He coBnagaeT ¢ coOCTBEHHO MY3bIKAIBHOH CTPYKTY-
poil, My3biKa BTOPraéTCA B HEro M CTABMT B HEM CBOM, YyXKe
BHECHHTAKCHYeCKHe akueHTbl. DTa pabora npossnser cebs,
HanpHMep, B BbIIENCHHH «KNIOYEBbIX CNOB», COB, HECYIIHX B
cebe TeMy Tekcta. OCymecTBHTBL 3TO BbiIeNeHHE MOMOraeT
BHYTPEHHAS YCTAHOBKA KOMNO3WTOpa, COCPENOTOYEHHOro Ha
«OTMEYEHHbIX» HM CJ/IOBAX M OTPEIUMBILENOCH OT OCTaNbHOMO
TekcTa (ycTaHoska, GnecTswe ONHCaHHAR B BbllUENpPHBEIEH-
HoM npu3HaHuu lllénbepra). Beinenenwe knrowesoro cnosa
COOTBETCTBYOLLEH ero cMbICny MenoaHdeckoi Gurypoi B My-
3bike BapoKKO CTAHOBHTCA PYTHHHOH, MOYTH 4TO obAlaTens-
HOW onepauxedl (3TO BblUIe/IEHHE HepeAKO [eNaeT NPakTHYECKH
HEeBOCTIPHHHMAEMbIM TEKCTOBBIA CHHTAKCHC).

My3bika OepeT HEPrHI0 HEMOCPEACTBEHHO H3 AKUEHTH-
POBaHHOrO €K CNoBa, NPH 3TOM Hepe/lko MrHOPHpYA ero
BHEIUHIOK JIOTHYECKYH) CBA33HHOCTH C [JPYIHMH CJIOBAMH.
Kpaiinnii npuMep Takoro pa3pyliMTeNbHOIO OTHOILLEHHA MY-
3bIKH K CHHTAKCHCY NaeT HaM HeMeukoe Dapokko, npuaasas-
Hiee BaXHOE TEOPETHYECKOe IHAYEHHE BbUIENIEHHID KNFOYEeBbIX

1M

Hegel G. F. Asthetik. Berlin; Weimar, 1976. Bd 2. S. 314,
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cnos, nopoii B ymepd CHHTaKCHYeCKOH cBA3IHOCTH: «My3bl-
KaHT B CBOEM CTpeMJ/IEHMH K H300pa3HTeNbHOCTH COCpeloTa-
YHBAJICA THLUbL HA OTAENbHLIX AOCTYNHLIX ANA HHTEPNpeTaluHH
cnosax» (P. [ammann)". [lpuBenem nuimb OQHH XapakTep-
Hblil MpUMep, 3aUMCTBOBaHHbLIA HaMH M3 KHUrH Ponbda dam-
ManHa. «lltoTu B 1619 rogy (B “INcanmax JdasuaoBeix”™) Kna-
OeT Ha MY3BIKy CNoBa, coaepkaumme WiobpaiutensHeili Mo-
menT: “Denn der Hiiter Israels schlift noch schiummert nicht™"
(Mc. 121, 4). B cBoem cTpeMneHHH H300pa3suTe B My3bike
ITOT TEKCT OH KOHUEHTpHpyeTcs Ha cnopax “schlift nicht”
(“ne cnut”). IlpH 3TOM OH TPaKTYeT TEKCT MO3IMTHBHO: CKa-
3yemoe “‘cnuT” NpOBOLMPYeT ero Ha (Mrypy rumoTunocuca’ .
ITO cNOBO acCOUMATHBHO CBA3aHO ¢ oOpa3om konbibenu u c
KONbiBeNbIO KaK CHMBONOM 3aUIMUIEHHOTO, OXPAHAEMOrO CHA.
[Mpyn 3TOM OTpHUanHe (“We cnHT™), 3a4aloulee rNaBHbIi CMbI-
CNOBOM AKUEHT, MY3biKAILHO HHKAK He NepefaHo» .

Mrak, loTu uiobpaxaer B My3bike COH — BBOAMT No-
KauHBarLWMiica «KonblbenbHbIf» MOTHB, CHMBONH3IMPY HOLLMHA
coH, ybatokupanne. M KOMNO3MTOpa COBEPLUEHHO HE BONHYET,
YTO B TEKCTE-TO Bejlb roBopuTcA 06 obpaTHOM — O TOM, 9TO
«cTpaX Mapaunes» He cnuT H we apemnet! Caywarens, Ta-
KMM 00pa3joM, BOCTPHHHMAET MYy3lbiKalbHOe «H3IoOpaxenue»
CHAa, B TO BpeMs Kak B TEKCTe roBOPHTCA Kak pa3 ob oTcyTeT-
BHH CHa, 0 GOPCTBOBAHHH.

" Dammann R. Op. cit. 5. 110.

. «He npemner u ne cnur xpanswmid Mipawns-. B npasocnas-

HORA TpanHuuu — ncanm 120.
b Hiobpamenue cobLITHA B 3IPHMBIX, HarAAAHLIX OETANAX,

«MOMELLEHHe ero nepen rnalamu» — sub oculos subjectio
(Quintilian. Institutio oratoria, IX, 2, 40). To xe, aro demon-
stratio (B 1aTHHCKOA TEPMHHOMOTHH).

" Dammann R. Op. cit. SS. 110-111.



195 My3muka palpymaer Texcr?

AKT pa3pyllieHHA TEKCTa He pa3l BBINONHAN BECbMa Mo-
3HTHBHYIO PONlb B HCTOPHH €BPOTIEHCKOH MY3bIKH: YHHYTOXasA
CMOBECHY IO TKaHb, Pacu/lieHAA €€ Ha EeMEHThI, My3biKa CNOB-
HO OBl 4epnana 3ech 3HEPrHI0 1A CODCTBEHHOTO pa3BHTHA.
Cny6oko cCHMBONHMYHO, 9TO HA3BAHHA HOT (ut-re-mi W T. 4.)
npeactasnaoT coboft pacuneHeHHblil, peayUHPOBAHHBIA H
obeccMbICNeHHbIl TeKCT — HadalbHbE CNOTH JIATHHCKOrO
rumHa [lasna [nakona. M B OCHOBE HEBMEHHOH HOTaUHH —
BO3MOXMHO, CXOIHbIA aKT NEKOHCTPYKUHH CIOBECHOro: rpede-
CKHe 3HAaKH aKUEHTOB, OTOPBAHHbBIE OT CIIOB.

[lepeoii HoBauueHd NOCTAHTHYHON PaHHEXPHCTHAHCKOMN
MY3bIKH DbIN pacnes cnora Ha HECKONBKO HOT B HOOMAAUHAX:
«HAM He HIBECTHA HH O/IHA AHTHYHAA A3bIYECKAA MY3blKanbHas
KyAbTYpa, B KOTOpOii npakTHKOBanock Obl pacnesanue oaHOTO
C/IOTd TEKCTA Ha HECKONMBbKO HOT Menomum» . My3sbika kak Gl
Hadajla TeM CaMbIM NMPOHHKaThL B raybuny cnoea, k ero soc-
MBICIOBLIM NpasneMeHTaM — OykBe/3ByKYy. CIOBO Teneps Mc-
4€3al0, PacTBOPANIOCH B MEJIOAHYECKOM NMOTOKE, H ABryCTHH,
OMHMCAaB PAHHEXPHCTHAHCKME KOOMNAUMK Kak «3BYK panocTH be3
cnoe» (sonus laetitiae sine verbis), gakTnuecku nan obocHosa-
HHE NPHHLIHNHANBHO HOBOMY COOTHOLUECHHID CI0BA H MY3IbIKH:
«ToT, KTO NHKYeT, He CNOBa NMPOH3IHOCHT, HO HEKHH 3BYK pa-
noctH Ges cnos... Yenosek, panysck, B THKOBAHHH CBOEM, OT
HEKHX CNOB, KOTOpbleé HE MOTYT ObITh CKa3zaHbl M MOHATHI,
NepexoaHT K HEKOeMY ronocy nuxkoaHus Oe3 cnos, M KakeT-
CH, YTO OH payeTCA CAMHM CBOMM TONOCOM, HO, CIOBHO Obl
nepenoNHEHHbIA pafocTbio, HE MOXET OOLACHHMTHL CNOBaMH,
yeMy pafyeTca...»; NUKyHlHe («robunupyroumme» — qui jubi-
lant) «B HaneBBl CO CNOBaMM BCTaBNAIOT, B BOCTOpre AyLUeBHO-

19

Winn J. A. Op. cit. P. 35.
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ro NMMKOBaHHA, HekHe 3BYKH 0e3 cnos, W 3TO Ha3biBaeTcs HOOK-
nauueitn (...) «MTak, xorna Mel noem wbunauun? Korpa cna-
BHM TO, 9TO He MOXKeT ObIThb CKa3aHO [coBaMH]» .

HTak, B «neHue CMOB» MOTYT BCTABNATHCA «HEKHE 3BY-
k¥ Ge3 cnos», BeIpaXalolIHe TO, 9TO He MOTYT BBIPa3HTh CIO-
Ba: 3/1ech, ¥ ABryCTHHa, BOKa/lbHad My3biKa BNepBbie B HCTO-
pHH nepecTaeT ObITb TONBKO C/IOBECHOH, OHa BNEPBbIE CTAaBHT
cebs Han cnosom, noszsonss cebe pacuneHsTh TEKCT, «BCTa-
BAS» B HEMO YHCTO MY3bIKAIbHbIE, BHECIOBECHBIE JIEMEHTHI.

Het Hyxuael noapobHO pacnpocTpaHATBCA O TOM, Ha-
CKONLKO BaXKHYHO poNib ChirpaeT B eBponefickoi My3bike 3Ta
TPalHUHA [EKOHCTPYKLUHH TEKCTa, BLIABNAIOILEH ero JoCMbi-
CnoBble cocTaBnaroluMe. PopMoii Takoil NEKOHCTPYKUHH MOr
CIYXHMTh HE TOJBKO MENH3IMaTHYecKHil pacneB (OTHIOAB He
TONLKO B LEPKOBHOH MYy3bike, HO M, HanpuMep, B CBETCKO#
My3blke Ars Nova — QiMTenbHble pacneBbl OT/AENbHBIX IBYKOB
B Oannatax Jlanauwo, Gannanax Mawo), HO W, Hanpumep,
cantus firmus, B KOTOPOM KaX/blii 3BYK C/IOBa MOI PacTArH-
BATbCA HA JIECATKH TAakKTOB (HanmpuMep, B TNpPOH3IBENEHHAX
(panuyIckux komnosutTopos wkonst Horp-Jlam — Jleonuna u
[TepoTuna).

M «Qui jubilat, non verba dicit, sed sonus quidam est laetitiac sine

verbis... Gaudens homo in exsultatione sua, ex verbis quibusdam
quae non possunt dici et intelligi, erumpit in vocem quamdam
exsultationis sine verbis; ita ut appareat eum ipsa voce gauderc
quidem, sed quasi repletum nimio gaudio, non posse verbis
explicare quod gaudet...»; «Maxime jubilant qui ... inter cantica
quae verbis enuntiant, inserunt voces quasdam sine verbis in
elatione exsultantis animi, et haec vocatur jubilatio. (...) Quando
ergo nos jubilamus? Quando laudamus quod dici non potests. —
Augustinus. In psalmum XCIX enarratio. Sermo ad plebem. 4-5 //
PL. Vol. 37. Col. 1272.
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Mrak, y Hac ecTb OCHOBAHHA NOMYCTHTH, 4T0 Chio3eH
Jlanrep — ecnu ¥ He Bcerja, TO XOTH Obl NPHMEHHTENBHO K
onpefeneHHON TPaAMLHH OTHOLUEHHA MY3bIKAHTA K TEKCTY, —
npaBa: KOMIO3HTOpP H B CAMOM [iefle «YHHYTOXaeT CTHXOTBO-
pensten. Ho uto-To, npu nogobHoli My3bIKaNbHON AEKOHCT-
PYKUHH TEKCTa, BCE e NOMXHO OT Hero octasaThca? Ecnu
TEKCT TepAeT CBOK aBTOHOMHYH CTPYKTYPY H MpeBpatuaeTcs
BO 4TO-TO HHOE, TO BO YTO e OH npeBpaluaeTca?

My3bika BoiOHpaeT W aKUEHTHPYET CMOBO MOBEPX KOH-
KPeTHOTO JIOTHKO-CHHTAKCHYECKOTD 3HA9e€HHA — H TeM CaMbIM
ofo3nauaeT 2ay6uHHYI0 MeMy CNOBECHO-MY3bIKANbHOMO Npo-
nisenesuda. Bepuemca k mpumepy w3 121 ncanma [enpmuxa
IUtoTua. C onHo# CTOPOHBI, KOMMO3HTOP «pa3pylllHa» TEKCT,
BbIJIENTHB C/IOBO BOTIPEKH TOMY €r0 KOHKPETHOMY 3IHau9eHHIO,
KOoTopoe 00YCNOBNEHO CHHTAKCHCOM: CMBICH, KaK Mbl BHIENH,
6naromapA BMeElIATENbCTBY MY3IBIKAIbHONH PHTOPHKH HIMe-
HuAcA Ha obpaTHelil (BMecTO HoapcTBOBAHKMA — COH, NOKO).

OnHako, ecnu Mbl BAYMaeMCA B CMbIC/T HCTIOb30BaHHO-
ro lllioTueM TekcTa, To oDHapy®HuM, 49TO Ha rnybGuHHOM
YPOBHE B HEM H B CAMOM [ie/ie TOBOPUTCA He Tonbko o GoapeT-
BOBaHHM, HO U 00 obpaTHOM emy cocToaHuH nokos, — Goap-
cTBOBaHWE «XpaHswiero Mipauns= naer Mipawnio seiciumii
NoKoi, KOTOpbIA My3bika H oTobpaxaeT CHMBONHYECKH CBOHM
koneibensubiM nokauneanueM. JleKOHCTPYHPYS NOBEPXHOCT-
HbIfl «CHHTaKcH4eckuit» cMbicn Tekcta, lllioTu npopbiBaeTca
K ero No/UIMHHOH Teme,

My3bika pa3buBaeT CHHTAKCHYECKYHO LeNb W BBIMYCKaeT
Ha cBoGoay «rinasHble CAOBa» TEKCTa — T€ «HECKONbKO CNOB»
CTHXOTBOPEHHA, palH KOTOPbIX OHO, ecnH BepHTh Bnoky, u
CYLIECTBYET: MYy3bika, nepedypainpys bnoka, napuTt «Ha OCT-
PHAX HECKONLKMX cnoB» . Takum 00pajoM, «yHHYTOXam»
TEKCT, MY3biKa B TO e BpeMs BOCKPELUAET €ro B HOBOM Kade-

M1

Baox A. A. 3anucHbie kumxkn 1901-1920. M., 1965. C. B4,
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CTBE — TeKCT npeBpaliaeTca B «cBoboanoe coobuwecteon
C/IOB-TEM, CBOEro pojla communio verborum, CyIIeCTBYHOLIHX
yXe BHE CHHTaKCHYeCKO# B3aHMO3aBHCHMOCTH.

CobcTBeHHO TOBOpA, K TOMY X e 3(pdexkTy ocpoboxie-
HHA CNOB-TEM CTPEMHTCH, KaK Mbl yXKe BHIENH, H MYy3biKa
cnosa. ' naBHas uies 3TOH «IpPYroi My3bIKH» COCTOHT HMEHHO
B TOM, 4TO CBA3b MEXIY C/I0BaMH 3[eCb — HHadA, 9eM B A3bl-
Ke, BHeCHHTaKcHdeckad. Onpenenenua 3Tof CBA3IM, BpodYeM,
obpedeHbl ocTaBaTeCA MeTaopaMH — HaNOMHHM HEKOTOpble
M3 HHMX: C/IOBAa «3arOparOTCA B3aHMHBIMH OTcBeTamu» (Man-
napMe), «CnoBa CBETATCA Kak 3pe3nbl» (bnok), «sce cnosa kak
Obl HAYMHAKOT MPOCBEYMBATL HACKBO3b, CTAHOBHTLCA MpO3pad-
HbIMH, @ 32 HHMH OTKPbIBAKOTCA rayOMHbI CMBICAOBBIX nep-
cnekTHB» (I"ykoBckuit).

OTHoleHHe MY3IBIKH K CHOBY — YHH4TOXalolle-
BOCKpeLUalollee, — CMbIKAeTCA, KaK Mbl BHIMM, C Haweid nae-
el My3bikH cnosa. Papywenne cnosecHol NoBepxXHOCTH, Npo-
HHKaHue Braybe, K cBeTAWMMCA M3 rayOMHbI CMBICNaM, OCBO-
GoxaeHue «rNaBHbBIX CNOB» H3 CHHTAKCHCA, HX «OTAANEHHE OT
Tekcta» (Bnok) u cpobosnoe napeHue B My3IbIKaNbHOM MNpo-
CTpaHCTBE — TOT Mj€an, K KOTOPOMY BCeria CTpeMHIach mu-
sica literaria. My3blka B KOHEYHOM MTOre O3Ha4ana JUIs CloBa
HHOOBITHE, B KOTOPOM COBO CTAHOBHNOCH CBODOMHBIM: MY-
3bIKa OTNYCKana cnoso Ha ceobony.

9ta ceobona cnoea B My3bike — 0O3HadaeT W ceobomy
CNOBa OT MO3ITa C ero yxe 0e3paInHuHbIM HaM 3IaMBICIIOM W
paHroM B uexe nuTepaTopoB. B My3eikansHom mupe lllyGepra
[ére cMupeHHO 3aHMMaeT MecTO pasoM ¢ Bunsrensmom
Mionnepom: «pa3pylueHHbIA» KOMNO3HTOPOM (HIH, HANPOTHB,
cnaceHHbli OT 320BeHHA?) TEKCT yXe He HMEEeT OTHOLUEHHA K
HCTOpPHH NHTepaTypbl. TakoBa, B CYIWIHOCTH, pa3rajka napa-
AoKca xopoued My3blkW Ha mnoxue cTuxu. KagecTso TekcTa
MYy3blKe H B CAMOM [iene coBeplueHHO De3pa3nHaHO: pOMAaHChI
['nuukn Ha cTuxu KykonbHHKa HM9YTh He XyXe €ro Xe po-
MaHCOB Ha CTHXH [TymIKHHA, NOCKONBKY MY3blKa, MPOH3BOMb-
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HO aKIEHTHPYA TE UMM HHbIE CMOBa TEKCTA, BCE PaBHO Bbli-
CTpaHBaeT H3 HHX CBOH LUEHHOCTHO-CHMBONHYeCKMHA pan, B
KOTOPOM CJIOBa CYLUECTBYHOT YXe He B JIOrHYecKoil CBA3aHHO-
CcTH, HO B «rnybuxe cMbicnoesix mepcnexTHB» (['ykoBCkHit).
Cnosecubiii pan B pomance I'muuku «CoMHEHHE» HA CTHXH
KykonbHHKa — cTpacTh, Oe3HagexHoe cepaue, Hafdexnaa, pes-
HOCTh, CYaCThE — B CBOCH acCOLIHATHBHOH rnyOHHe He MeHee
H He Oonee Gorar, 4em camblii reHHadbHbIR NOITHYECKHH
TEeKCT; BCe [JaNbHefillee — yie [1eno My3bIKH.
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MAPUS FOAMHA U TEOAOP AAOPHO:
ABA IMYTH DCTETUYECKOTO «[TPOPBIBA» ™

B ogHom u3 nucem Mapun Benuamunosubl I0auuol (k
M.M. u E. A, baxTHHbIM) ecTb ¢parMeHT, KacarolHicA
3HaMeHuTOro pazbopa nocnennedi conatet berxosena B pomane
Tomaca Manna «[lokTop ®ayctycs. lOnuHa npekpacko 3Haer,
4yTO pa3bop 3TOT BAOXHOBNEH cTaThel Teonopa AnopHo, U HET
HHK4KMX OCHOBaHMA MonaraTh, YTO OHAa HE YHTana NepBOMC-
Tounuk™'. UMeHHO K AJIOpHO, 9epes rofioBy Majo yBaxaemoro
et Tomaca Mansa, ona u obpautaeT CBOH CNOBa, Ha PeNKOCTh
pe3kue. «...bbina [Ha nexumn KOnuwxoit — A. M.| kputTuka To-
maca ManHa “[1-pa daycTyca”, T. e. becnoMOLHO-BHTHEBATARA
TPaKTOBKa AJIOpHO B HeM — nocnenHeil coHaThl berxosena
op. 111. <...> B nporusoBec — 0 cMsicne coHaTol — Obinu
npouuTankl Kycouku “®enowa” (“reo-tonorpadms” 3arpobHo-

e Marepnan Bnepeble ONyONHKOBAH B BHAE CTaThH B KYpPHANE:

My 3bikansHas akazemus. M., 2000. Ne 2. C. 97-101.

M. A. Ipo3nosa ceMaeTensCcTBYeT, 9T0 KOnmKa 3HaKoMHIa ee
co cTaTeAMH Anopro. Cm.: M. B. IOmmna. Craten. Bocno-
MuHaHuA. Matepuansl. — M. 1978. C. 161.

34l
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ro Mupa)... H Koseu “Pasa” [laHTe — T. e. OTBET Ha “mouemy
HeTY B ceii coHate 3-edt wacTu???” Mbo (3 rosopro) Ha 3emne
yxe B Heil Bce CKa3aHO H N€HCTBHE MEepeHOCHTCA B HHYHO pe-
anpHocTb. ¥ MaHHa-AnopHo npogeccop Kpeumap Bocknuua-
eT: “Ax, 3TH Uenodku Tpenei!”... — Hy, a panee uto? Cka-
3aTb HM 0DOHM Hedero... A A (c Boxwedl moMoleio) npecno-
koiino ckazana: “Tpenu, ux ¢por? — Ito nomobHO 30MOTOMY
($oHY B NpPEBHEPYCCKOW MHBOTHCH — B HKOHEe — OTpelleH-
HOCTb, OTTP4HMYEHHOCTHL OT 3emHoro OwiTus. [MoxanyiicTa,
noporue konneru, panom TpeTeakoBcKas ranepes, Guner cro-

w M4

T 30 K.7»

YTo e BBI3IBAIO CTONIL CHABLHOE pa3paxenue KOauuoidi
B aHanule Kpeamapa-Mauna-Anopuo? Ha waw B3rnsa, 3a
HOAHHCKHM XECTOM HENMPHATHA CTOHT BaKHEHIUas KONTHIHA B
NOHUMAaHHK NPOH3IBEIEHHS HCKYCCTBA H ero cyasbbl B Mupe, —
HO 9T0OBI MOHATHL, YMsé UMEHHO He mpuHumaeT lOnuma, Ham
HYXXHO oOpaTuThCA 4epe3 ronosy tonmaga — Tomaca Mawnua
— K OpHTHHany, k camoit cratee Anopro 1937 ropa «[lo3aunii
cTunb berxoseHas.

Y Apopuo pedb HIeT He MpOCTO O no3aHeM beTxosewe,
HO O ero CTapocTH H YMHPaHHH; NO CYTH, AJIOPHO FOBOPHT O
TOM, Kak npubGnHkKeHHe CMEPTH OTpaxaeTcs B uckyccree. Ot
berxoseHa AnopHo To W aeno abcTparupyercs w obpawaercs
K cTapocTH Boobwe, k ¢eHOMeHY no3aHero TBOPYECTEA.
[TosaHue TBOPEHHA BENHKHX XYMOXHHKOB BCErjla «JiHLIEHbI
BCEH TOH rapMOHMYHOCTH, KOTOPYH) KIAcCHYeCKas 3CTeTHKa
TpebyeT OT NpoH3IBENEHHA WCKYCCTBA, Ha HUX NEXHT cren
CKOpee MCTOPHH, YeM 3PENoCTH» ; OHH BOBCE HE HANOMHHAKT

< Mucemo ot 14.VIL. 66 1. // [Omanor. Kapuasan. Xpouorton.

1993, Ne 4. C. B2-83.
«Die Reife der Spitwerke bedeutender Kiinstler gleicht nicht der
von Friichten. Sie sind gemeinhin nicht rund, sondem durch-

furcht, gar zerrissen; sie pflegen der SiBe zu entraten und weigem
sich herb, stachlig dem bloBen Schmecken; es fehit ihnen all jene

a5
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3penblé NMAOALl — B HHX HET OKPYTTIOCTH, COYHOCTH, PYMSHO-
CTH; HANPOTHB, OHH H3NIOMaHbl, H3Pe3aHbl MOPILIHHAMH.

M npu 3TOM AZOPHO OTKa3bIBaeTCA BHOETH B MO3AHWX
NpPOH3BEIEHHAX NMCHXONOTHYECKHA «IOKYMEHT CTpalaHWil»: He
cnenyeT, TOBOPHT AJIOPHO, ODBACHATL MX AHCCOHAHTHOCTE H
pa3opBaHHOCTH «be30rNaaHON B CBOEM CaMOHIBAB/IEHHH CYOb-
EKTHBHOCTbIO», KOTOpas «pali CAMOBLIPAXKEHHS MpOpPbIBAET
3aKpyrieHHOCTb (OpMbI, MpeBpalllaéT rapMOHHIO B IIHCCOHAHC
cOOCTBEHHBIX CTpPAaNaHMii»; HYXHO OCTABHTH B CTOPOHE MCH-
Xonorudeckue MoTHBb M MckaTe Formgesetz, «3akoH (opMbi»
NpoH3BeICHHA.

K 3akony ¢opmsel nosasero berxosena — u, o6obwaer
AJI0pHO, BCAKOIO CTAaporo, yMHpawllero TBopilla — BeaeT mno-
HaTHe ycnosHocTH (Konvention). «YcnoBHOCTE» (€€ CHHOHHMBI
B cTaThe — «nycTas ¢paza», Floskel, wnu «nyctoTei», Hohl-
stellen) — Baxueiiee nouaTue y Anopro. Ycnossocteit, 06-
IWHX MECT, NYCTOT He MOXeT H30exaTe HH OHH YMHPaIOLLHii
TBOpell, OHH IHAKT B €ro NpoH3IBE/IeHHAX BO BCelt cBoei Haro-
Te, W CYOBEKTHBHOCTh TBOpLA NHIUL H3IPENKAa BXONMT B MX
MepTBbIH (MK BedHBIAT) MHP, NHILL H3IPE/IKa 03aPAET MX CBO-
HM CBETOM.

MTak, «oTHOWeHHE YCNOBHOCTEN K CYOBEKTHBHOCTH
JOJIKHO OBITH MOHATO Kak 3aKOH (GOpMbI, H3 KOTOPOro H BO3-
HHKaeT CojiepXKaHHe MO3HMX npowssenenuit» . Ho nouemy
3aKOH NO3AHHX Npou3lBeNeHHit uMeHHo Takos? Bropxkenue
YCMOBHOCTH BBI3BAHO, COrNacHo AJIOPHO, «MBICAAMH O
cmepT», «llockoneky nepen ee peanbHOCTBIO HCKYCCTBO JTH-

Harmonie, welche die klassizistische Asthetik vom Kunstwerk zu
fordern gewohnt ist, und von Geschichte zeigen sie mehr die Spur
als von Wachstums»s. — Th. W. Adorno. Spitstil Becthovens. //
Th. W. Adorno. Moments musicaux. FrankfurtM., 1964. 5. 13.

«Das Verhilinis der Konventionen zur Subjektivitit selber muf

als das Formgesetz versianden werden, aus welchem der Gehalt
der Spédtwerke entspringts. — Ibid. S. 15.

L
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1aeTCA CBOMX MpaB, OHa HE MOXET BXOIWTHL B NMPOH3BEIECHHE
MCKYCCTBA HEMOCPENICTBEHHO, KaK ero “mpemamet™» . CmepTsh
BXOIAMT B MO3AHHE NMPOU3BEEHHA ONOCPENOBAHHO, KakK ajnero-
pHs — a HMEHHO: noJ 0ONHYKHEM YCIOBHOCTH, MYCTOT.

«YMHparoman cyOLeKTHBHOCTL» HE MOXET BLIPAalHTh
cebs B NpOM3BEIeHHH HEMNOCPE[CTBEHHO, MOCKONbLKY HE MOXeT
BbIPA3UTh HEMOCPENCTBEHHO OBNAJEBLUYIO €H MbICIbL O CMep-
TH, KOTOpas NeXHUT 3a MpeJeNaMu BOIMOXKHOCTEH MCKYCCTBa;
CyOBLeKTHBHOCTE CnocoOHA NHIUL Ha «BCNbINBYHBLIA KECT, C
KakKHM OHa NOKHOaeT XYNOKecTBeHHOe TBOpeHWe». Yxoas,
CyOBeKTHBHOCTE «B3PLIBAET» TIPOH3BEEHHE, «<HO He [UIA TOTO,
4T00Bl BBIPa3uTEL cebA, a 4ToOBI De3 BCAKOrO BBIPAXKEHHA
cbpocuTe BHAMMOCTE HCKyccTBa. OT npoH3IBENeHHS OHa OC-
TapnaeT obnomMkH M coobiaer o cebe, cnosHo wWMdpom, no-
CPe/ICTBOM OHHUX NHILbL NYCTOT, H3 KOTOPBIX OHa NPOpPLIBaET-
can'™"

YCNOBHOCTH pacKanbIBalOTCA, palNeTaroTcA Ha obnom-
KM TIpH 3TOM TpOLUANbHOM BTOPXEHHM CYOBEKTHBHOCTH, a
MY3bIKaibHaA pedb BOBCE HE CTPEMHMTCA OYHCTHTBCA OT
«0DLIMX MeCT», — HANPOTHB, «00lIHe MECTa» OYMILIAKOTCA OT
«BHIHMMOCTH B/IACTH HAJ HUMH CYOBEKTHBHOCTH». «NYCTOThI»
CHAKOT — WIH BEepHEe IUAKT — BO Beeil coeil aucTtoTe; 06-
lIMe MeCTa — «NaMATHHK TOMY, 9T0 Obino=, M Cioda WL
M3pellka BXOAMT «OKAMEHeBaKowWas CyOLeKTHBHOCTb», 4TODLI
BHOBb BbIATH. «Lle3ypel, peakue obpeisbl, Gonee Bcero npouye-

a7

«Wenn vor dessen [cmepTr] Wirklichkeit das Recht von Kunst
vergeht, dann vermag er gewiB nicht unmittelbar ins Kunstwerk
einzugehen als dessen “Gegenstand». — Ibid.

«Die Gewalt der Subjektivitdt in den spaten Kunstwerken ist die
auffahrende Geste, mit welcher sie die Kunstwerke verlaBt. Sie
sprengt sic, nicht um sich auszudriicken, sondemn um ausdruckslos
den Schein der Kunst abzuwerfen. Von den Werken labt sie
Triimmer zuriick und teilt sich, wie mit Chiffren, nur vermége der
Hohlstellen mit, aus welchen sie ausbrichts. — [bid.
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ro OT/HYaKOLIHE MOocieHHe Belld beTxoBeHa, H €CTe MOMEH-
Tbl NMPOPLIBA; MPOH3BEJeHHE, MOKHHYTOE, YMONKaeT H MWL
3HAET CBOMMH NYCTOTaAMH=

Mexay npoduM, 3Ta BO3BELUAKOLIAS O CMEPTH <yC/OB-
HOCTB» MOMKET BbITTIANETH BOBCE HE TParH4HO-TOPXKECTBEHHO,
a JOBONEHO NErKOMBICIIEHHO, CBHOETENBECTBOM 4YeéMY — MNpPH-
Mep. MPHBOAWMBIA CaMHM AJIOPHO: CYAOPOXKHO-Pa3BA3IHAR PH-
TypHENb presto U3 nocnenxedi baratenn berxosena, KoTopyr
X. BionoB Haxoamn «CTpaHHOM» , a2 AAOpHO ynomoGun
«0BOPBAHHOMY BCTYMIEHHIO K OnepHoii apum» . CTpaHHO no-
AyMaTh, HO 3TH ranononofobHbie WecTs TaKTOB C HX NPHMH-
THBHEHILIEeH rapMOHHeH — H €CThb OHO W3 Tex MeCT, rae, mno
BbIpAXKEeHUI0 MaHHOBCKoro Kpeumepa (noaronocka AOpHO),
«COLUNMHCE BETHYHE W CMEPTHL», 4 =BHAMMOCTE HCKYCCTBa OT-
Gpotuenar ™

OTa MY3bIKANTBHO-3CTETHYECKAR MEPOHTOMNONHA BEHYaeT-
CA UTOrOBbIM NMOHATHEM — kaTacTpodel. «B mcTopumM Hckyc-
CTBa NO3IHHE NPOUIBEIEHHA — KAaTACTPO(Ll», — TAKOB BbIBO/
AnopHo. I'op HanucaHus cTated — 1937 — HepONBHO NpOBO-
UHPYET HAC Ha TPaHCNEPCOHANLHYIO TPaKTOBKY CTaThbH: ee
JIerko MOHATE M KaK pa3sMbllUIEHHE O CTAPOCTH HMCKYCCTBa B
UeNIOM, O BNEYaT/AIOWEM 33K/ IOYHTEILHOM CTO/IKHOBEHHH B
Hem GeccMepTHBIX (HAM MepTBbIX?) OBLIMX MECT M aroHH3IH-
pytowei «cyObeKTHBHOCTHY.

s

wDie Zisuren aber, das jahe Abbrechen, das mehr als alles andere
den letzten Beethoven bezeichnet, sind jene Augenblicke des
Ausbruchs; das Werk schweigl, wenn es verlassen wird, und kehnt
seine Hohlung nach auBen». — Ibid. S. 16-17.

Eemxosen J1. Baratenu. Pen. 3. n'Anubepa u I'. Bronosa. M.,
1985. C. 57.

Adorno Th. Op. cit. S. 16-17.

Mauu T. Joxtop ®ayctyc. Mepes. C. Anra w H. Mau. M.,
1959. C. 86, 88.
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060 Bcem 3Tom I0aHHA rOBOPHT OY€HB MPOCTYIO M KaK
Ob1 HaUBHY 1O Belllb. OHA rOBOPHT — MO MOBOJY paccyXIeHHA O
«Tpenfx», KOTOpbIe ANf AJIOPHO U €CTh «YCJIOBHOCTH» H «00-
LHE MEeCTa» MO3JHEro CTUAN, — YTO AJIOPHO MPOCTO <HEYEro
ckazaTtb»! Ko BceMy ero paccyxaesuto lOamHa okasanace no-
Pa3IuTENbHO HEBOCMPHHMYHBA — HO HEBOCNPHHMYMBOCTH ITa,
TAK MOX0Xafs Ha HEMOHHMAHHE, 3CTeTHYECKH 3HAYMMa H npo-
nyktuBHa. IOnuHa He To 9To Obl HE NoHsna AOPHO, HE BO-
1a B CHCTEMY €ro NOHATHH («CyOBEKTHBHOCTB-CTApPOCTh-
YC/IOBHOCTBL-CMEPTh-KaTacTpoda»), — OHa MpocTo BCTana ps-
AOM C 3ToH cHCTeMOi W mokalana ceoro ceoboay oT amod
CHCTEMBI H IMUX TOHATHH.

HeTpyaHo, 0HaKO, 3AMeTHTh 3[1€Ch H M3BECTHYHO 0OLL-
HocTh noaxonos. O6a, n IOauHa 1 AOpHO, HU B KOeiH Mepe He
CK/IOHHBI K HMMAHEHTHOMY aHanK3y MY3iblku, oba ganexku ot
npeAcTaBAeHHA O MY3lblKe KaK 4HCTON «urpe opm=, H x0Ta
AJIOPHO TOBOPHUT O «3aKOHe (GOpMbI», €ro «3akoH» (OTKpbI-
BAIOWMACH, KAK MBI NOMHHM, B «MBLICIIH O CMEPTH» — XOpOLL
«(hopManbHbIH 3aKOH!») BEIFAAKT CKOpee W3NEBKOH HaJ HauB-
HbIM dopmanuimMoM. He cnyuaiiHo y ANOPHO OAHHM W3 raase-
HBIX NMOHATHH CTAHOBHTCA «NpOPbIB», «B3pbIB» — Ausbruch,
ausbrechen.

[Mpon3peneHne — BLIXO, MPOPLIB. 316CH — MOMEHT CO-
rnacus, COrnacHe 3TO NPOCTHPAETCH H HEMHOro Aanblue: npo-
H3BeJleHNne — BbIXO[ B HEKOE YTONHYECKoe (T. €. 31eck, B 3TOH
peanbHOCTH He HAxXOAMlleecs) «MecTo», B HeKHHl TpaHCueH-
neHTHbIR nanmwadr. Ho y AOPHO 3TO «MECTO» BHIMAAWT
MCKNIOYHTENBHO MpaYHO: My3bika mo3gHero berxosena yno-
nobnserca TO THOpbMe (CYOBEKTHBHOCTB, NBITAACH «Npo-
PBATLCA», «HATBHIKAETCA HA CTeHB! NMPOM3BEJEHHS»), TO Mpay-
HOH KaMEHHCTOH NOMHHE (=CypOBEHIUHE KAMEHHMCTbIE IUIACThI
MHOTOrONIOCHOTO NaHAWadTas ), TO Morune (MpOW3IBEAEHWE

s

Adorno Th. Op. cit. 8. 15, 17.
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KaKk «NaMATHUK», OCTaBleHHbIA nocne cebs cybwexTHBHO-
cTbio). [lo3gHuii beTxoBeH kak «iaHAmAdT» NPaKTHYECKH
HETPUTrOAeH AN MHIHH.

CoBceM uHOe — y lOnuHoii. Ee my3bikanbHblii naHa-
wadT OQHOBPEMEHHO CBETEN H TPAHCUEHOIEHTEH: My3blKa —
3T0 «“reo-ronorpadgus” 3arpofHOrO MHpa», KOTOpbIH TOXe
MMeeT CBOM KPacKH, CBOH LIBETA — HO M LBETA 3TH COBEepILEH-
HO TpaHCUEHAeHTHble. YmnoMuHauwe o006 HKOHOMHCHOM
«30110Te» DeTXOBEHCKOro «naHamadTa» HCKIHOYHTENbHO TOY-
HO nepefaeT HAAMHPHYIO NPHPOLY MY3BIKANIBHOIO «nefizaxas:
B TpakTOBKe [1aBna ®nopenckoro, ¢ naesmu kotoporo Onnua
Oblna XOpOWIO 3HAKOMA, 30/10TO «HECOM3IMEPHMO M HECOOTHO-
CHMO C Kpackamu»; 30/10TO MKOHbl «OTHOCHTCH K AYXOBHOMY
jonoty — npexnebecHoMy cBeTy boxbeMy ... , 3HaAMeHyeT OT-
6neck webecwoit Gnaronatus"". INpenacrasnenne o MyIsike Kak
Hekoii «3arpobuoii Tonorpapuu» ans Kauuoi Boobwe Gbino
XapakTepHO: B OHOA M3 coHaT MouapTa OHa Takxe BHiena
u3obpaxeHue pas’ .

IOnuua B onHoM M3 nuceM baxTHHY Hanucana, 9TO ANAA
Hee «eJHHCTBEHHO MCTHHHO-MHTEPECHOE €eCTh TONbKO
XWIHb THIHOCTH, AYLIH 33 TPoGOM»"; BMECTE C TeM ee mpes-
CTaBleHWe O pae HHKAK HeNb3A HAIBATH OPTOMOKCANBHO XPH-
CTHAHCKHMM, YTO OYEBHAHO YXKe H3 BBICKAalaHHOH €10 (B TOM e
nHcbMe) Hanexnawl yBuaete B pawo [lnatomwa. Ouesunwo, et
6b110 6M3KO TO HCTETHIUPOBAHHOE NPEACTABIEHHE O pae,
KaKoe pacmpoCTpaHHNIOCh B XPHCTHAHCKONH MMCTHKE Moa BO3-
neficteeM uuueponosckoro «Cua CumnuoHa», rae OnMcad
NpocBeT/ieHHbll NOTYCTOPOHHUM MHP IS Be/IHKHX NHOaeH,

o Paopencxuis IT. A. Uxonoctac. M., C. 115, 122.

Cemwo K). C. Bocnomunanms o M. B. Kauuonn // duanor.
Kapuasan. Xpowoton. 1997. Mo 3. C. 164.

FOouna M. B. MNucemo ot 5. IV. 56 1. // [Juanor. Kapuasan.
XpowoTton, 1993, Me 4. C. 59.

385
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HAMOJIHEHHBIH 3BYKaMH rapMoHHH chep. CBA3b pas H MYy3BIKH
B KOHTEKCTe NoAOOHbIX MpeiCTaBNeHHH OKa3bIBAETCA HCKOH-
HOW ¥ Hen30eXHOI: paii H eCTb — MOUTHHHOE MECTO MY3bIKH,
KaK MYy3blKa €CTb €[HHCTBEHHO MOLNTHHHOE ONHCAHHE, «KapTa»
pas KaKk MecTa.

W y AnopHo, 1 y IOnuHOR My3bIKanbHOe NpOH3BedeHHE
0Ka3lbIBaeTCA BLIXOAOM B HeKHil nanamwadT, B HEKYHO, KaK Bbl-
pa3zunacsk lOauna, «reo-Tonorpaduio»; a wupe — y oboux npo-
H3Be/leHHe 0Kalanoch «BbixogoM». M B caMoM gene, nepen Ha-
MH — 1B TyTH «NpOpbiBa», BbIXO/a W3 npouisenenus. Kyna,
cobcTBEHHO, BeleT ANOPHOBCKHMA MPOPBIB, Ky[a BbIPbIBaeTCH
ero «CyOBEKTHBHOCTb», HATHIKAIOIIAACA HA «CTEHBI» COHATHI?
IMpopsie npueoanT K pazopeanHocTH (Zerrissenheit — 310 no-
HATHE Y AMIOPHO COCECTBYET C MOHATHEM <MpOpbiBa=), 3TO
«MpOpBIB» B OYKBA/ILHOM CMBIC/IE CNIOBA: «C BIPLIBOM CyObLek-
THBHOCTH» YC/IOBHOCTH M CaMM <«packanbiBaloTca» (splittern
sie ab)"’.

BipbiB, karactpoda — Tparuueckas cyasba Bcakoro
NO3/IHEro TBOPEHUN, U 7Ta cyasba npeponpenenena y AQopHo
caMHM BbIGOpoM HCXOAHBIX MOHATHA. [lns ANOpHO KOHeuHas
MHCTAHUMA — MCTODHMA, KOTOpan Heu3bexHo NaBuUT BCeil TH-
ECThH CBOErO ONbITA Ha TBOPLA, W TBOPEU CTOML Xe HeHl-
GexHo yiHaeT B ucTopumn cobereernyro Tiopemy. CobeTeenso
TOBOPA, «YC/IOBHOCTH» — H €CTh CIYLIEHWR HCTOPHH, CTETH-
yecKHil ONbIT, OKaMeHeBLUHWH B (OopMYyne, KOTOpas HE MOWeT
y’e BbIPa3HTh HHYEro, 4ero ewe He Ob110 Obl BhIpakKeHo. ITH
«YCNOBHOCTH», «NyCTOThI», «0DlIME MECTa» MPUXOAAT K CTa-
petoleMy TBOPLY KakK CBOEro pofla BECTHHKH CMEDPTH, OHH ro-
BOPAT O HEBOIMOXKHOCTH HOBOTO, O TOM, 4TO BCe Yxe Obino.
«[1popeiB», Ha KOTOpLI# pemaeTcs CyOBEKTHBHOCTL, BENET ee
KO BCEH THMECTH MCTOPHH, K YCTanoi BbIpaXeHHOCTH BCEX

uy

Aderno Th. Op. cit. S. 16.
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CMBICNIOB H B KOHEYHOM WTOre K CMEPTH KaK CMaceHHI0 OT
ITOH THAXECTH.

CononoxeHue My3blkH H CMepTH He HoBo. Okono
1490 r. Apam u3 dynbabl NPHMEHHN K My3bike obiepacnpo-
CTpaHeHHoe onpeneneHHe (HIOCOPHH KaK «pa3MbILLIEHHA O
cMepTH» (meditatio mortis): «Nam musica est etiam philosophia,
sed vera philosophia, meditatio mortis continua... 3aauHa# nec-
HIO, Kak nebenb, xorga npHOAM3IMTCA TBOR CMEpPTh, — MO-
lomero ncanmel nobeaurens (T. e., BHAMMO, XpHCTOC —
A. M.) yTaneT B BoicH» . My3bika, Takum obpasom, chmmxe-
Ha — He cTONbLKO ¢ dunocodHeit, CKoMbKO ¢ MONHTBOH (Cp.
YNOMSHYTOM Bbillle y9eHHe O «AyXOBHOM nenuu» Moanua 3na-
TOYCTa): MeHue MCcanMoB B CMEpPTHbLINR dac cnocobeTsyeT cna-
CEHHIO IyLLH.

Y ANOpHO, KOHEYHO, BCE COBCEM MO-HHOMY: MY3blKa —
He CnaceHue, He MONMTBEHHOE 3JaK/IWHAHME TBOplUA, OHAa cama
— BOMMOLUEHHE CMEPTH, ee sBneHHe B OOGNHYMM HEBOIMYTH-
MbIX OKameHenbix «nycToT». W Bce xe AnopHo, HECMOTPR Ha
CBOM NAapajOKChl, OCTAETCA BHYTPH ITOH TONHKH CMEPTH; M ¥
Hero, Kak H y Anama w3 ®@ynbast, My3sika — meditatio mortis.
IOnuna, ans koTopo#t 32 coHaTa — He npowanue, a npebuisa-
HHe B HHOIi pealbHOCTH, HMEHHO 3TOro H Heé MPHHHMaeT.

BoiMoxkHa n1H W B cCaMOM fene WHag, 49eM y ANOpHO,
MeHee THXKKaA CBA3b ¢ Tpanuumueil W spemenem? HMHaue roso-
PA, €CThb JIH [ANI% NPOHIBEIEHHN CNAceHHe OT HCTOPHH?

BbiTh MOXKET, TaKoe CMACEHHE NEXHT B HalEM CaMo-
YHUYHKEHHH, B MPHIHAHWH TOTO, 4TO MBI MOKa eLUe He IHaeM,
0 geM HaMm, cobcTBeHHO, roBOpHT npou3lseneHue. Ecnm 3to
TaK, TO coBceM 0coObiil cMbIcn 0OHapyKHBaeT HOAHHCKOE MO-
rpyXKeHHe MY3BIKANLHOTO BbICKAaIbIBAHMA B NOWCTHHE Oe3-

«Concine sicut olor, tua dum mors imminet (...) Cantantem in
psalmis victor in alta vehitn. — Adam de Fulda. Musica (pars
prima). LInT. no 3nexTponno# nybnukaumus 8 TML.



209 Mapus KOauna u Teopop ApopHo

Ope>xHblil NOTOK BHEMY3bIKANBHBIX ACCOLMALIHI, KOHTEKCTOB,
napanjeneii M3 XHBOMHCH, NHTEPATYPhI, (unocoduH, NocTo-
SAHHOE pa3pbiBAHWE YHCTO MY3bIKANbHOTO pAla, KOTOPOE MO-
KeT pa3paxaTb My3biKoBeaa-mpodeccuonana. Ho, xak Ham
Kakercsa, OBH:KeT lOnuHONW BOBce He TAra K HaBA3YMBOMN
«[pOrpaMMHOCTH» (3TOi pacnHcke MY3bIkH B Deccunun cobeT-
BEHHO#l BBLIPA3UTENBHOCTH), a XeNaHHe «CracTH» MpoH3Bende-
HHE, TIOBEPHYTH CaMy ero MCTopHi0 B Oyadyluee, mMpeBpaTHTh
€ro U3 «knanbuiua HCTOpHH» B «<reorpaduio pas».

B 3ToMm cmbicne koHedHO# WHCTaHuuWe#d, BepHee, 3CTe-
THYECKHM TOpH30HTOM Wi IOAHHOM OKa3bIBAETCA HE HCTOPHR
H npounoe, Ho Oyaywmee W BedHOCTh. OHH-TO W CYTh NOMLTHH-
Hble HCTOYHHKH Halllero «NoHUMaHus». Mbl JONXKHBI CTPOHTD
Halle NOHMMaHHe W3 MepcneKTHBbI He mpouwioro, Ho GymyLue-
ro; eCiH YroflHo, M3 NEpCneKTHBbl «XKH3HH 3a rpobom=, mo
BbipakeHuto camoil IOauHoit. BbiTe MOXeT, HEKOTOpBLIM
KOMMEHTapHeM K TOMY, 4To cama lOnuHa He norosopuna, TyT
MOMET MOCHYXHTbL My3lblKanbHas 3TeTHka IJpHcta bnoxa,
«punocota Hagexabi». Bnox monaran, 9TO KHU3IHE MY3LIKH,
naxke TOH, YTO NABHO YXKe HanWCaHa, Ha CaMOM [ieNne OCTaeTcH
nenoM Oyaywero. [laxe cTapas KiaccH4eckas MY3bika, no
Bnoxy, ewe He gocTHrna ceoeil NONHON BLIPAIHTENBHOCTH, a
NONLITKKH €e AKOOBLI-NPOrpaMMHOI0 HCTONKOBAHHA — HMEHHO
TO, YeM TaK ynopHo 3awumanace lOauna! — Wa camom nene
CNYKAT TOMY, 9T0ObI PacCKpbITL NOKAa HEBENOMBIA HaM A3IbIK
camoil My3bIKM, ee poesis a se. Bca HanucawHas 1o cedl nopsl
MY3bIKa «[O3/IHEE elle BbIPAIHT HHbIE, HEXKENH H3IBECTHbIE
HaM, cMbicbl. [1o CpaBHEHHIO C HHMH BCA NMpPeXHAS BbIPaiH-
TENbLHOCTh MY3bIKH MOKAXKETCA NENeTOM MIajeHua...»; MokKa
e elle HHKTO He WMEeT H MpeldyBCTBHA O TOM, 4TO 1a ca-
MOM [iefie TOBOPHT MYy3blKa. <Ellle HHKTO HE Cnblluan, K 4emy
Ha camoM Jene BibiBanu Mouapt, Berxoeen, Bax, 4uTo oHu
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HMEHOBaNH, O 9eM YYH/IH; 3TO MPOH3OHOET NHIUL NO3AHee,
KOT/Ia 3TH H HHbIE TBOPEHMS JIOCTHIHYT TNIOMHOM 3PeNOCTH -
IOnuHCcKHe NMOHCKHM CNOB [UIA MY3BIKH — CBOEro poaa
NOMOLIlE MY3bIKe MPH POJAX ee HOBLIX CMBLIC/IOB H ee Oymyme#,
NOKa ellle HUKOMY He W3BecTHO# BeipazuTensHocTH (Tak Co-
Kpat ouywan cebs nopusanbHo# 6abkofi npH poldax HUCTHHBI).
3HauuT, U «0bLIMe MECTa», O KOTOPBIX FTOBOPHT AZIOPHO, BOBCE
He OKAMEHEIOCTH Ha K1anbHille HCTOPHH, HO 3apOABLILIH HOBO-
ro; OHH H B CAMOM [ene BeCTHHKH, HO He CMepTH, HO Oyay-
twedi xu3Hn. MMenHo Tak nowumaer KOauHa Tpenw B BapHa-
UHAX apHeTThl M3 32 COHaThi: Ans ANOPHO OHH — «yC-
JIOBHOCTb», TOPXKECTBEHHO-Oe3nnuHoe «obLuee MecTo», BO3IBE-
warouee cybLeKTHBHOCTH ee koHeu; ans KOauHoi oHH — 30-
JI0TO MOTYCTOpOHHEro Oyayuiero, CBHAETENLCTBYIOLICE O Beq-
HO#l su3Hu. Tlpopbie 32 rpaHHUBI MPOW3BENEHHA — BOBCE He
0e3B03BpaTHOE NPOLIAHHE C HHM: OH JIHIIL BO3IBpALIAET HaM
npou3lBeneHne B ero Oyayluem, Henpexoasile-HeHCYepnaeMom
ObITHH M BOIBPALUAET HAC CAMMX B NpPOHIBEEHHE — HO MbI
yKe He Te, Mbl yke kak Obl «00neqeHbl B HeT/eHHes, No-
CKONBKY MOHANM, 4TO, nepedpaiupys HisecTHble cnosa bax-
THHA, «HUYEr0 OKOHYATENLHOrO» B TMPOH3IBEAEHHH «Elle He
NPOHIOULIO», MOC/IEIHEE CIOBO O MY3bIKE H €€ CMBIC/E elle He
CKa3aHO, «ellie BCe Briepe/IH W Bceraa OyneT snepeaus .

59

Bloch E. Uberschreitung und intensititsreichste Menschenwelt in
der Musik // Blech E. Zur Philosophie der Musik. Frankfurt/M.,
1974, 5, 293-294,

Baxmun M. M. TpoGnemsl noyTHks JocToeeckoro. M., 1979,
C. 193,
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armonizantes verba » B4

ars metrica = 38

Ars nova * 55, 97, 196

ars poetica ¥ CHCTEMa CBOBOHBIX
HekyceTa * 53

autre musique * 7, 53; cM. Takxe
opveas MyIbiKa

Bar, gopma « 187, 188

Bragard R. » 28

Briesemeister D. » 97

cantus firmus « 196

coaplatio = 25

Cobum K. » 33, 142

compaositio * 47

concordia discors = 24, 48, 91-118; cm.

Takxe divcordia concors
confirmatio = 124
confutatio » 124
consonantia = 25
Coussemaker E. de = 40

Cserba 5. M.+ 37
Curtius E. R, = 8§
Davis W, R. « 88
decoratio = 41
demonstratio = 194
descort = 97

Diels H. = 91
dignitas = 42

discordia concors (discors concordia) =
94-98: cMm. Takwe concordia discors
dispositio = 41

Duncan-Jones K. = 23

Eggebrecht H. H. » 38

elegantia * 42

elocutio = 41

Enckson R. = 39

Escal F. 191

exordium — medium — finis = 41,
124, 145

fictio rethorica musicaque poita * 56
Fubini E. » 60

Gerbert M. - 39

Gesamtkunstwerk « 183

Grady H. H. = 105

Graf H. G. = 140

gravitas * 42

Grundstimmung « 154

Grunditon » 154

Giinther H. » 59

Giinzel K.« 151

Haas M. = 38, 48

harmonia = 25

Hollander J. = 79

Huschen H. = 40

incursio verborum * 47

intonatio * 174

inventio » 40, 41

Kandinsky W, « 186

Kennedy W. J. = 87

Klang-Rede = 43

Lankheit K. = 186

Lausberg H. * 40

Leitmann A. = 140

loci topici » 40; cM. Takwe ofuue
Mecma

Marc F. - 186

Menninghaus W. = 145

musica: animalis = 127; antificialis
(musique anificiele, artificial music) =
53-55: caelestis « 127; musica har-
monica, rhythmica, metrica = 47;
musica humana = 6, 24, 25, 52, 126:
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innere  Musik = 139, musica
instrumentalis * 24; musica mundana «
6, 24, 25, 26, 52, 74, 90; musica
naturalis (musique naturele) = 53, 54;
nihil perfectum sine musica » 33; nulla
disciplina sine musica [potest esse
perfecta] » 24, 28, 30, 52, 64, 69, 124;
musica spiritalis * 127 musique
intériere = 139, CM. Takxe myibixg
Musica Enchiriadis, TpakTaTt = 38
Musica quadrata seu mensurata,
TpakTat * 29

Miiller U. = 97

Obenauer K. J. » 154

omatio « 41

Ottenberg H.-G. = 143

passus duriusculus * 40, 109

Perse Si.-J. « 58

Petri H.* 10, 123

Plleiderer W. = 13

quantitas: continua » 37; discreta * 37
repetitio * 39

Richards 1. A, + 106

Sainl-Beuve Ch.-A. * 16

Scherer J. = 34

Schmid H. = 51

Schrempf Ch. = 13

Scolica Enchinadis. Tpaktar * 39, 51
Souchay M.-A. * 60

Staél Mime de = 139

stylus (antiquus, comicus, communis,
gravis, luxunans, modemus,
theatralis) = 42

suavilas = 42

symphonia discors = 109

synthesis = 46, 83

Tesauro E. « 87

Thesaurus Musicarum Latinarum
(TML) = 39, 40, 50, 208

Ton-Sprache » 43

Usher 5.+ 12

Van Dorsten J. = 23

Vitis mystica, TpakTaT * 129

vox articulata = 38

vox canora = 38

WagnerJ. J.» 19

Wanamaker M. C. + 98

Williamson G. » 104

Winn ). A+ 16,98

Abcanon w3 linpuurupctana: Sermo
XX: In annuntiatione Bealae Mariae *
7. 126-129

ArrycTud ® 51; Sermo CCXLIIL In
diebus Paschalibus ® 92; In psalmum
XCIX enarratio = 195

ApcoHnii ® 27

Anam w3 Gyneas * 208

Anopuo T.: Spitstil Beethovens ®
200-210; Fragment iiber Musik und
Sprache ® 45

Anan JIunneckuii: Anticlaudianus *
105; De planctu Naturae * 94
aneaTopuxa * 34

Anexcees M. I1. = 32

anneropus = 27, 49, 52, 92, 110,
135; anneropuR KaKk MyIbiKanbHbif
tenomen * 119: anneropuueckas
TEXHMKa KaK avanor nonudoHmnk *
107; anneropuueckuit cmuicn * 148
Amppocui Meauonanckwi: De Noe
at Arco = 92; Expositio Evangelii
secundum Lucam # 132

avarpamma * 45

aHTHTEINC * 66

aHTHIHOCTE * 22, 47, 48, 74
ApucTokcen * |5

Apuctotens: O aywe * 91
apudmeTnka * 37, 50, 77
apxMTeKTypa v Myibika * 69, Bl. 166
Acapees B. * 162, 165, 175-177
acTponorua * 77

acTposomua = 37

Aypenman w3 Peome: Musica
disciplina = 28

Bansaepux Byprefnvckuii ® BS
Bapoxkko * 40, 102, 122, 193

Batnep C.: Characters and passages
from note-books * 119

Bax X. C. #» 117; CrpacTu no Hoan-
Hy ® 102; Ctpactu no Matdero *
108

Baxtun M. M. # 112, 115, 116, 162,
176, 177, 178, 200, 206, 210
Baxtuua E. A. = 200

Bena JocTonouTenHbid * 28
Deaymue * 186

Beker T.* 118

Bepuap C. = 48, 68
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Bepuapa Kneppockuit ® 129
Gecnopauok = 143, 144, 145
Beccar3nocTe ® 146, 148, 149
Betxosenw JI. manw = 106, 200, 201,
204, 205, 206: Apwmerta w3 32-i@
coHatkl op. 111 ® 200-210; Baratens
Es-dur, op. 126 (M 6) » 204
Bé:ayu'r T.: Academy of Eloguence =
101

Bnok A. A. = 171, 197. 198

Baox 3.: Uberschreitung und
intensititsreichste Menschenwelt in
der Musik * 209

BoromaTepb ® 132

Boxasextypa * 129

Boasuwmii: De institutione musica = 6,
24,52, 84, 90

Bpamc K. # 46

Bpayw Owx. = 32

Bpentano Kn. # 68, 119. 122, 152,
157, 159; I'ycras Bala ® 159; Es war
einmal die Liebe... = 173

Bpokec B. I". » 102

Byano H.: Réflexions critigues * 191
Bypmedncrep K. » 38

Bronon X. * 204

Baruep P. = 21, 166, 167, 187
Bakkenponep B, I » 43, 149, 163;
Das eigentiimliche innere Wesen der
Tonkunst = 141 Die Wunder der
Tonkunst = 105

Banepu I1. = 21, 67, 68

Banbuens O. = 121, 158, 167
BapsapHim * 39

Baphaunn * 66, 120, 151

BeGep K. M, o = 43

Beiune B. B, = 168

Benukne Putopuku * 56

Beprunwii = 77

Bepnen I1. = 118

peynocTs * 108, 112, 116

Bunnaprt A. = 103

Bunbn A: Journal d'un poéte ® 33
Buopa B. = 22

Buccuur @.: Processionale fratrum
minorum = 174

Boaowwuwos B. H. = 176
Boneuorex I'. thon * 166

BonA K opme = 121

sonbpawenne ¢ 106

Bopaceopt ¥. * 150

TaKoren P. = 110

Tancaux 3.: Vom Musikalisch-
Schinen = 13. 44, 45

rapmonns * 10, 25, 28, 29, 31, 48.
49, 83-90; rapMOHHHM HACHABCTBEH-
Hoe polaedcTene * 84, B7: rapmonm-
YEeCKOe CcoelMHeHue cnos = 46, 48,
76, 83. rapMOHHHECKOE COE/IHHEHHE
Tena W iy * 25; rapmMOHHR OyLiu *
137:  rapmoums  xwiwu  *  49:
FAPMOHHA Kak WHCTPymeHT ylex-
neHns * B3; rapMOHHA Kak Ywmcnosas
nponopuxs ® 87; rapMOHHA Kpacok *
29; rapmoHHa mupa * 93: rapmoHua

HECHAHHBIX FONOCOB . 117;
rapMoHms cnos W nen * 132; rap-
MOHHA Chep = 22

Tappux 1. * 79

Facnapoa M. J1. » 12

Fadpypu ®. = 96

enno o’ Apeuuo: Micrologus * 95
TFerens . @.: Asthetik = 141, 192,
193

Fénsaepnuu @, = |50, 153: O

p;mmuu AMTEPATYPHBIX POADS ®
154

FemcTepreic @.: Lettre sur I"homme
el ses rapports... ® 31

renepan-Gac = 64, 113, 152

Tenpux 3rep wi Kanexapa:

ium = 40
reomeTpus * 37, 77
I Bocxam: Liber melorum

11

Fepaep M. IT'. * 58, 65, 80, 172:
Kntische Wilder » 79, 139: Uber den
Ursprung der Sprache * 30
repoHyeckHii cTux * 78

Tére K. B. = 140, 158, 198: Annalen
oder Tag- und Jahreshefte * 32: lNoaw
yuenun Bunwrensma Medctepa. lNo-
Al cTpacTens Bunsrensma Meii-
ctepa * 65, 80, 113, 144: Hibu-
paTensHoe cpoactso * 167

FHIHEHE [IYLWH My IsikanbHan * |38
Fune P. » 67, 69

Tunsom (Tuiom) ae Mawo = 55, 97,
196
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Funabypr J1. 4. » 157
ranoTHnocHe * 194

Inapean * 42

FNACHBIE IBYKH KaK MYIbIKabHbIA
IBYKOpAL * 79

Tnéxuep K. # 157

Fauuka M. H. = 198

F&r.om. H. B.: Heeckuil npocnexT ®
l

ronoc: B CNoBecHOR My3bike ® 115;
KaKk nogobue nuuHocTH ® 112;
ronoca Kak CHMBOAbI CTHXHI * 96
lomep = 62. 75

Copauwii: Mocnanns = 94

loce 3. = 48, 68

lNoTee T. * 120

FCodman 3. T, A, » 65, 68;
Kpeicnepuana » |53
Fogimanctans T, gon * 58
rpammatuka * 36, 38, 53, 77
[pacuan B. * 104

FPEXONANEHHE KAK MY IbIKANLHOE
cobbiTue * 133

Mpunbepr O, 3, » 146

I"yro ne ®onvero: De claustro
animae » 133, 134

I'yro Cen-Bukropekuii: Eruditio
dl{iascaliua . 5001*

Mykosckni I'. A. = 154, 169, 170,
172, 198, 199

.I[E]a:euam ¥.: Preface to Gondiber »
Hanexays K, » 43, 166, 175
Iammann P, # 38, 42, 194

Hante: O HAPONHOM KPaCHOPEYHH ®
56. B4; Pai = 201

Naprompixcknit A, C. = 175
Hetween K. = 58

He Kyuien T. # 119

Nenem dx.: Cooper's Hill = 100
Hewan I.: L'art de dictier et de fere
changons... * 7, 15, 20, 53, 76
Dxwunoepr C. = 123

Dwoitc . ¥Yaucc = 123

Oxon Canucbepuicknii: De septem
seplenis ® 92

HOxoncon C.: The Life of Cowley =
98, 100

Auadonun © 95

AHMHHY3HAO0 * 161, 163

Duonucuii Fanuxapuaccknid: O
pacnonoxeHuu cnos = 11, 15, 46,
53, 56, 75, 80. 81. 172. 190
AMCKAHT * 96

aucconanc * 100, 101, 105. 133, 159
nobpo/ieTeNs KAK BHY TPEHHRA
My3bika ® 52, 129, 135
NOMHHAHTOBLIA OPraHHbIA NYHKT *
159

Dous Ox. * 119, 135; Elegy XX: To
His Mistress Going to Bed = 102:
Hymne to God my God, in my sick-
nesse * |35

Doctoescknin @. M. » 115-117
Opeccaep I'.: Mpaguna

MY IbIKANBHOMN NOITHKH * 4], 42
HOpoinosa M. A. = 200

npyras Myiexa * 12, 62, 117, 127,
132, 180, 198

Dypante ®. » 16

ayx u Tou * 153

AyxoBHOE Nenwe * | 28

NyWa: KaKk MyIbiKansHbif
“;EWMHT ® |36 xaK mMenonua *

1

assson * 133

_ Jdwbo XK.-B.: Kputuueckune

PaIMBILUNEHUR O NOIIHH H KHBOTTHCH
* 58, 61

Espuinua ® 11, 191

Erynos A. H. » 49

Exatepuna ca. 97

ECTECTBEHHAR MyIbiKa * 53 54: cm,
TaKxe musica naturalis
ECTECTBEHHAN NOIIMA * 55

ECTECTBEHHOCTh MY IbIKANBHOTD
Aibika * 61

Hau None * 65

Henrene I1.-J1. = 15

WHIHL — menoaun *= |36

)I{;Gq) HK.: Carnets = 5. 14, 136,
137, 139, 143, 145-147, 150
Hykosckuid B. A. » 169, 170, 172
3usepc 3. = 163

Jonwrep K. Vorlesungen iiber
Asthetik * 14

urpa * 34

HEHCKHE POMAHTHEH ® 65
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HMeponium Mopascknit: Tractatus de
musica * 37

HIMEHYHBOCTL * 143

HMucyc Xpuctoc # 102, 109. 110:
Hucye Xpueroc kak kudapa * 129:
HMucyc XpucToc Kak My3bIKaHT,
MY3biKaNbHbIA HHCTpymedT bora-
OTtua * 129: Hucyc Xpucror kax
TROPELL rapMoknu = 91

wuTepsan ® |1, 57, 175; uuTeprans
MY IbLIKANbLHbLIE H NOITHYECKHA METp
77

HHTEPHOPHIALINA MY IBIKANIBHBIX
kaTeropuin ® 131, 132

wHTOHauuR * 162, 163, 174, 175, 176
Hoaun Inatoyer: Expositio in
Psalmum XLI1 # 128

Hoann CroT Dpurena (Spuyrena):
De divisione naturae * 93

Hcaax wa Crennw: Epistola de anima
* |30

Hewnop Cepunsekuit * 30;
Differentiae ® 10; Frumonorum * 28,
85

HCKYCCTBEHHARA MYyIbiKa * 53, 54;

CM. Takwe musica artificialis

Kanauc * 162

Kaut U, = 66

KapTpaiaT V. » 104

Kaccuonop = 47, 135; Expositio in
Psalterium ® 91, 93: Institutiones
divinarum et saecularium litterarum
47, 50, 51

Kpanpueui * 37

KBapTeT ® 43

Keuntunan: Institutio Oratoria ® 41,
148, 194

Kemnwon T.= 87; A new way of
making foure parts in counter-point *
96; Observations in the Art of English
Poesie = 88

Kennep U. ® 23

Képya A, » 59

Kunio @, = 191

Kupxep A.: Musurgia universalis »
41,99

Kute Q. = 164

Kneiict . don = 64, 68

Kneiier M. = 64

Knument Anexcaniupuiickuii:
MpoTpentux = 91

Knopon @. = 59, 136

KnonwTox @. * 58, 145: Von der
Darstellung * 62

Knio4esoe cnoso * 193

KHHra: KaKk menoaus * 119: kax
cuMbonns * 69

Koila * 162

xonop {(color) = 39

Konspuax C. T. = 142: Biographia
literaria ® 106; Notebooks = 33; Sha-
kespeare’s poetry *= 106
koMOuHaTOpHKA * 45
KOMOHHATOPHOE OCTPOYMHUE ® 66
KOMMNOIHUMHA * 46

KOHTpanyHkT: 8 apame * |13; xax
auanor ronocos * 113; koHTpanyHkT
TEINCA H AHTHTEINCA * 66

KkouTpacT * 161
KOHWTPACcTHO-COCTABHAR [IBYX4HACTHAR
thopma * 160

Kox I'. K.: Musikalisches Lexikon
112

Kpayse K. I'.: Von der musikalischen
Poesie = 143, 191

KpecTa-cnass: Tonoc * 108
kpewenao * 161, 163

Kykonewnx H. B. = |98

Kynway MW.: lNpeawcnosxe k coHart-
HOMY uukny «MyisikanbHbie npei-
CTaBneHun HexoTopuix Gubnefckux
HCTOpHA» * 4]

Kypunyc 3. P. = 24, 123, 124
Keepxerop C.: Entweder/Oder # 13,
44

NaNbl MYIbIKaNbHBIE H NOIIHA * B9

JlamapTtun A. ae * 120; Cours

familier de Littérature # 61

J'laur:g C. # 197: Feeling and form =
18

J'Ianmmnlb * |96

Jebenes C. H. = 189
Nesu-Crpoce K. # 45
nefdtmoTue * 123, 165-167, 173
Jemndpun B. = 19

Jleouun = 196

nupa * 146

NuxTtenbeprep A. = 21
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NOTHYECKOE H MY3bIKaNbHOE ® 63
Nopenen = 157

Jopenu A. = 166

Jloces A. @.: Myisika KaKk npeameTt
noruku * 13, 168

Jlyxau: ©apcanun = 94

Jlwonsur O.: Shakespeare-Studien »
114, 116, 120, 121

Jhwonnw XK. B. = 158

Jwrep M. = 188

manpuran = 103

Mannapme C. » 15, 48, 58, 67, 68,
81. B2, 156, 180, 198: Crise de vers
® 34, 67, 171 Livre » 34
Mannenswram 0. 3, » 33

Mauu T. # 167; DokTop ®ayctyc *
200-204

Mapsautu A. * 139

Eh:dgapxerm Maayauckni: Pomerium *

MaTtTelon M.: Das neu-erffnete
Orchestre # 17; Der vollkommene
Capellmeister # 43

MatTucon d. = 29

Manos A, E. # 34, 69, 122

Meiin O, = 104

meRcTepIuirepsl = 187

Mendgaptc M. M.: Teutsche Rhetorica
oder Redekunst = 57

menoans = 11, 75-83, 129, 162, 163,
169, MENOIHSA KaK ANNEropHA No-
CcTynka ® 136 Mmenouus peyn = 76;
cnon ® 75, cTuna ® B0; cTuxa = 82;
MENOIHYECKAR CBRIL CoB * 172
Menuenscon @, » 60

Mepcenn M., = 23

meTadopa: 1lanus * 169; noToka *
74, 169; Thanu = 166, 169

METP NOITHYECKHA H MYILIKANbHBIE
WHTEpBanL * 77

MHpUBAR BonA * 13

MH( ¥ My3IbiKa ® 45

Muxaiinos A. B. = 43, 173

Moy Aaums * 29

MO0YChl pHTMH4ECKHe * 38

Monuie H.: Art de Rhetoricque
vulgaire ® 56

MonTesepau K. ® 102

Mopuu K. @.: Auapeac Xapreuond
* 59

mopdonorus = 163

MOTHEHAA pHma * 167

MouapT B. A. = 175, 206

MY WCKOE H MeHCKoe ® 21

MY3IbiKa: B CHCTEME CBODOAHBIX
HCKYCCTB ® 92; BHYTpPEHHAS MY1IbiKa
* |35, 139: u;:mu ayww * 23, 27,
49, 61. 74, 79. 126. 137; myisika
asssoneckas  bowecTeennan * [34:
MYiblKa ecTecTBenHan * 53, 54 —
CM. Takke musica nafuralis; My3bika
u OBeiymue * 61: mysika u
rpammarika * 38; Mylsika W mud *
45: myIsika wekyccTeennas ® 53, 54
— cM. Takxe musica arfificialis;
Myisika kak discors concordia vel
concors discordia variarum rerum e
99 MYIbIKa KaK aHANOT BHYTPEHHHX
IBHAREHMA nywn * 14 MyIsika Kak
auanor npoiel * 46: Mylwika Kax
DeckoHeYHOe, CNOBO Kak KOHEYHOE ®
68: mylbiKa KaKk  Bbipamesue
CYOBEXTHBHOMO EAMHCTBA ONbITa *
14: MyIBIKa KaK BLICIUEE MCKYCCTHO
* 27, Mymblka Kax reorpams
Jarpobnoro mupa * 206; myisika Kak
HCKYCCTBO Ayww * 141; MyIsika Kax
Mulnenue ® 43; MyIsiKa Kak Hayka
0 MHCNE, COOTHECEHHOM CO IBYKaMMH
® |3, 37, 50, B7: myIsika KaKk Hayka
XOPOWO COpaIMEpATE * S| MyIwika
KaK HayKa. PpamidTaR Mo BCEM
NoCTynKam Hawed wuiun * 51
MYILIKA KAK HAYaNno WHiW KoHeu
noyue * 33 MmyIsKka  Kak
HEMOCPENCTBEHHBIA AILIK YYBCTE *
59 MyIbIKa KaK HHILIEE HCKYCCTBO ®
68; my3bika kax ofnacTe waeansHbIx
cnosecHbix Gopm * | 18-125; myisika
KaK  pacTBOPEHWE  COIHAHMA B
BOCTPHATHH BEYHOTO * 4. myibika
KaKk peye * 43, 44; MyIsika Kak
caMan eCcTecTBeHHan peys = 58;
MYIbiKa Kak cuna ® 25; myibika Kak
cMepte *  135: mylmKa Kax
COBOKYMHOCTE OTHOLWEHHA, CyLlle-
CTBYIOLWKX BO BCEM * 69 Mylmika
K3K CONEpPHKaHHE [YLIEBHOH KMHIHH *
64: MyIsIKa  KaKk  TOMIECTEO
matepuana n Gopmbr * 30; mylsika
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KakK yuuaepcamuun AILIK IMOLHA *
59; MyIbika Kak a3bik Gonee scHbii,
yem BepbanbHbId A3bIK * 59; MyIbIKa
KaKk YYBCTBEHHOE., MNPHBAZAHHOE K
IBYKY MCKycCTBO * 69, My3bika
kocmoca * 27, 28, 49; mylbika
npupoabl * 15, 27; My3biKa cnaceHHs
* 130; my3inika chep * 15, 23, 87:
My3IbIK3 yHHYTOXaeT cnoso * 183;
MYIbIKATbHAA W NIACTHYECKAR NO3-
Iun * 139; MyIsikansHas npoia ® 46;
MYIbIKANBHOTO  INMTENLHOCTE M
HENpPepbIBHOCTE * 151; MylbikansHoe
H NOTHYeCKoe ® 63 MyIbiKH BOIHHE-
HOBEHHE HMECTE C peubir *® 30;
MY3IBIKH W N033HM oDbenuHeHHe
32: MYIbIKM MECTO B KBAINPHBHH *

37 MYIbIKH «yAHBHTENbHBIEN
ROINEACTBMA  HAa  aywy * 85
MYIHUHPOBAHHE ChoBamH *  65;

PENHIHOIHOE YYBCTBO KAK MYylbika
138, Cm. Takwe musica

MypT.* 119

Mycoprekui M. T1. = 187
MbILLAEHHE TOHAMHK * 65

Mionnep B. = 198

HanesHan nupuka * 162

HacTpoenune = 30, 137

HAMANbHBIE HHTOHALIWK * |65

Heba moTue * 90

nebechan: rapmonun * B7; cumbonmna
* 52, 132

Hewarnanosa E, B. = 107
HEBMEHHAR HOTaUM * 195
HEBbIpAIHMOE ® 6]-64

Hedman M. = 122

HECNbILUHMOCTE * 26

Hosanuc = 5, 15, 21, 32, 65, 80,
137, 138, 145, 146, 148, 149, 151,
152, 156, 172

Ho#dwpep J1. &, = 150

Hopuen Ox.: The labyrinth of Mans
Life = 100

HOTHAEA 3aNKCL JexnaMaluu * 79
Hotp-[am wkona * 196

Hpas (mos) * 23, 25, 26

Hetoron Ox.: An Introduction to the
Art of Rhetorick = 98, 99

O sozsbiwensoM (Tpaktat Mceano-
Jlowruna) = 46, 83, 84, 86

obuwime mecta = 40, 202. 208, 210:

oM. Takxe loci lopici

Osunuit: Metamopdoiw * 94, 96

oanoRpeMedHocTe * 108, 110, 112,
116, 117

OCHOBHOH ToH * 159, 172; cm. Takwe

moxuKa

ocTpoymue ® 98, 102. 107, 112:

OCTpOyMHe Kak concordia discors ®

99: ocTpoyMue Kak Mylbika * 103

Maeen [uakon = 195

Manectpuna Ox. M. na= 16

NapTHH rnaBkWas H nobounas * 159

Matep ¥.: The Renaissance * 29

Matuem Hx.: The arte of English

poesie ® 13, 55, 86, 87, 156

Mayua 3.: 1 Gather the Limbs of

Osiris = 82

neitzax Isykosoi * |63

[Mepronese Ox. b. = 16

NEPHOI MYIbIKANbHBIA * 163

MepoTuu = 196

Mepceit u Metp: Summa Musice * 96

necennisie Gopmel * 163

Merp.an. = 111

NMetpapxa ®. » 103: Hor che 'l ciel e

la terra e'l vento tace * 102

NMetpu X. = 123

Muxanaep = 109

nudaropefus * 15, 24, 87, 132

Il:lna-ron * 52, lig igﬂn it
oc Teo * |0,  JlaxeT * 48

®eiion o 200

nosecTaoBaHne * 77

nosTop * 161, 186, 189

nogpaxauue npupone * 20

noaYuHeHHocTs * 171

nonuponus * 95, 107. 108:

NONHPOHHA KaK  aHanor annero-

puueckoft  Texwmkw * 107: kax

WBBIPAWEHHE HYBCTBE  HECKONBKHX

nwoped= * 112; non HHYECKan

tpopma B komeauwu * 158; non

Huueckud awanor +* 114, [115:

nonwgoHryeckud pomad * 115: no-

nul?ounmm Ha4ano B MOIIMH *

10

NONYTOHOBLIE HHTEpBATL * 39

MouTwit Munat * 110
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Mooc I, = 108, 109

Monos M. C.» 114

Monoe KD. H. = 113

nopanok * 144

NOCTYNOK Kak Menomaua = 136
noTok ® 16, 67, 69, 141, 143, 146,

149, 150, 169. 173
Mo3IWA: MDIIHH H MY3IbIKH
obDwennnenne ®  32: nodIMA M

MY IbIKabHEE Nankl * 89; nolius w
cHcTema cemi cBoBoaHBIX HMCKyCCTB
®* 76; N0IIMA KaK ECTECTBEHHAR MY-
IblKa * 53. No33IMA KaKk WCTHHHAR
Myiblka ® 68, nodIuA xak Mylbika
nyws * 139: no’IMA Kak paino-
BHAHOCTE My3biKM ® 53; nodT kax
MY3IbIKaHT ® 57

noITei-MeTapuivkn © 98, 101, 102
npeppomanTuim * 30, 48, 59
I'lgpemynpocw Conomona Ku. = 87,
B

NPHABOPHAA NOYIHA HeMeukan * 167
NpUpoIa W HEKyceTro * 2]

Npola My ibikaibhan ® 46

nponupuxa * 78, B8, 89, nponopumna
ApHPMETHYECKAR, NEOMETPHYECKAR M
MyIblKanbHan ® 89 nponopums ano
pacnonomennto= * B9

npopsin * 205, 207

Mpocuokumo e beasaomanu:
Tractatus practice de muslca
mensurabili » 39

NMpyct M. = 124

Meesio-Jlowrnn — cMm. O soasi-
HEHHOM

nycrorel ® 202

Mywkun A, C. = 198; K Bensmoxe ®
122, 159; Mukosas nama » 186
Panay M.: Orator exiemporaneus * 99
palaopa MoTHR * 97

painuunoe = 91, 92

paivoobpaine Tonos * 150
paipaborka ® 124

paipyLueHue TekcTa ® 195

PafAmbayT ne Bakeiipac = 97

Peruno, abbat lNproma: De
harmonica institutione = 54
ﬁrﬁlurumuoe YYBCTBO Kak My3bIka ®
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SUMMARY

MUSICA LITERARIA
The Idea of Verbal Music in the European Poetics

The aim of this book is to trace the influence of musical
ideas on poetics from ancient Greece up to modern times.

The idea of «musicality» as special quality of poetry ap-
peared in the late antiquity (Dionysius Halicarnassus). During two
thousand years this idea has been constantly changing: Longinus,
Dante, Eustache Deschamp, George Puttenham, Philip Sidney,
Novalis, Joseph Joubert, Stephan Mallarmé, Thomas Eliot and
many others have talked about the poetry as a kind of music, but in
fact they have interpreted that «poetical music» in different ways.

Literary theorists of all times believe that poetry and mu-
sic are very much alike, that some kind of «verbal music» can ex-
ist. There always has been an exchange of concepls and terms
between the musical theory and poetics. Such ideas as melody,
harmony, polyphony, «concordia discors», have been adopted by
poetics, obtaining here a new meaning.

In spite of this close historical interrelation between music
and poetry, the development of so-called «verbal music» has a
logic of its own. This logic has very little in common with the de-
velopment of music as such.

«Verbal music» is a kind of aesthetic fiction, which re-
flected longing of a poetic word for musical expression, its vain
hopes to become music itself. Poetry, of course, never could be-
come music. Nevertheless, the fiction of verbal music always has
been very productive idea, helping poetry to find its own forms
and ways of expression. Trying to become music, poetry, on the
one hand, fails, but, on the other hand, it creates in fact music of its
own, «other music» (l'autre musique), as Eustache Deschamps
said.
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