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MY3bIKAABHAA OHOMATOIIES:
BBEAEHUE B IIPOBAEMY

VJIK 781.22:801.422

b HACTOAMEH cTaThM — JaTh HpPENCTaB-

JIEHWE O CIEUUAIbHBIX HCCICIOBAHUAX SB-

JCHUST WMHTAIUM MY3BIKAIbHBIMH HHCTPY-

MEHTaMH 3BYKOB OKpY’KarolleW Cpeapl, B
JaTbHEHIIEM HMEHYEMOTo «My3bIKaJbHas OHOMATO-
nes» .

My3blkanpHas TNpaKTHUKa, accoluupyemas ¢ de-
HOMEHOM «MY3BbIKaJIbHOM OHOMATOIIEW», OIMCAHA B
auTepatype W 00O3HAUCHA pA3IMYHBIMU TEPMHHAMHU,
BKIIFOUYask TaKWe, Kak «mpsMas u ((pu3ndeckas) HMH-
Tamusy [3], «AMUTANHS CCTECTBEHHBIX 3BYKOBY» [6],
«rpaduyueckas perpe3eHTanus Wi umuranus» [13],
«BOCTIDOM3BE/ICHUE 3BYKOB OKPYXKAIOLIEH Cpeab»
[22, c. 40; 30], «uMuTaUsl HEMY3bIKaJbHBIX 3BY-
koB» [9, c. 18; 20], «mpocTtas WMHUTanus aKycTH-
YeCcKMX SBJIEHWMH BHemHero wmupa» [9, c. 21],
«UCTIONB30BaHWE  3BYKOB  IOBCEAHEBHOCTM»  [1,
c. 109] u, nakoHern, «ompenenéHHbIE PENpe3eHTaTHB-
HeIC ammo3um» [16, c. §].

Jlns pa3bsicHEHHs TEpMHUHA «MYy3bIKaJlbHas OHO-
Marornes» HeoOXOJUMO HauaTh € OOCYXICHHS IBYX
IIPOTUBOIOJIOKHBIX 110 3HAYEHUIO TEPMHHOB JIMHT-
BUCTHKM: 1) «mpousBoabHOE» [§8, c. 24-25] — ToO
€cTh, OTHOCSIIECECS K NpenMeTy, KOTOpbIi 0003Ha-
YaeT 3TO TOHATHE B CWIy IPHUBBIUKK WIM IO Tpa-
qunuyn. Hampumep, OTHOIIEHME ClIOBa «ITHHOA» K
TOMY, 4TO OHO O3HAYaeT, — IPOU3BOJIBHO, KOHBCH-
IIMOHAJIBHO, HEMOTHBHPOBAaHHO. B croBe «mruma»
HET HHUYEro, 4ToOBbl MPSAMO OTPAKaIO IO 3BYYAHHIO
(mo ¢opme, 1Bery) nOTUIY; 2) «UKOHHYECKOe» |8,
c. 25, 188] — Tto0, uto o0OO03Ha4YaeT (UBUUECKUEC
cBoiicTBa mpeamera. K mpumepy, B OHOMaTomee
«KYKYIIKI» B TOM WIH WHOM BHJE IPHCYTCTBYIOT
3BYKH CIIOBa, KOTOPOE O3HA4yaeT 3Ty NTHILY.

[pencraBisgercs HEOCHOPUMBIM (aKTOM TO, UYTO
B KaXJIOM o0Opa3ie My3bIKaJbHOM OHOMATONEW, Tak
e, Kak M B SBJICHHAX BepOalbHOM OHOMATOICH
CYIIECTBYIOT TIPOM3BOJHBIE 3JIEMEHTH. Bompoc wmo-
KeT OBITh IOCTABJICH TaK: MOXET JIU OBITb My3bl-
KOH 3ByKOBas cpema Kak TakoBas? Mmum: ompemens-

*
Cratbst myOmukyercss B nepesoze J[-pa Mimbnapa XaxnanoBa.
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eTCsS JIH MY3bIKa COCTaBIAIOMIUMU €€ «OOBEKTaMI»
(3BykamM, HapTHTYpoOH M Tak Jajee) WIM CO3MAa-
OIUMH €€ «CyObeKTaMmu» (CiIymareneM, KOMIIO3H-
TopoM, wucnoiHuTenem)? OTBETHl Ha OTH H3BEYHBIC
BONPOCHl MOTYT YBECTHM B CTOPOHY OT HAIEro
peaMeTa, HO OHM HEOOXOMMMBI ISl ONpeNeseHHS
KPUTEPHEB MOHATHS OHOMATOIICH.

Heobxoaumo Takke MpHU3HATh, UYTO HEKOTOpLIE
SBJICHHUSA MY3BIKAQIbHOM NpPaKkTUKW HE ObUIM BKIIO-
YeHbl B Y3KOE€ OIpe/esieHNe MYy3bIKaJbHOM OHOMa-
torer. K TakoBBIM OTHOCHTCS HCIIONB30BAHUE 3BY-
KOB OKpYXaromeid cpeapl B 3IEKTPOAKYCTHUECKOM
My3bIKE. XOTd 3TH 3BYKHM HCHOJB3YIOTCS B JaHHOMU
IpaKTHKe OYEeHb WIMPOKO, M HMX H3ydeHHUs Tpedy-
eTcsl TPUMEHEHHE COBEPIIEHHO WHOW METOJOJIOTHH,
BBIXOZSIIIEH 3a PaMKH HAIIEro OMPEACICHHUS My3bl-
KaJIbHOM OHOMAaTomeH. Takke 3a paMKaMu JaHHOIO
UCCIeIOBaHMUsl OCTaéTcs SIBJICHWUE TPUMEHEHUs ca-
MHX 3BYKOB OKpYy’)Kalollell cpelpl Ha CLeHe (a He
UX WMHUTAIUM) — TaKuX, KaKk aBTOMOOWJIBHBIC CHI-
HaJlbl B TIPOM3BEJECHUM «AMepukaHeny B [lapmxe»
Jlxopmka I'epmBrHa. XOTs Takas NPaKTHKA IIAPO-
KO pacIpocTpaHeHa, OCOOEHHO B My3blke XX Be-
Ka, OHa BCE ke He BIHCBHIBacTCI B cepy «Boc-
MIPOM3BEICHNS] 3BYKOBOW CpEIbl MY3bIKAJIFHBIMH HH-
CTPyMEHTaMU» M, CIEH0BAaTEIbHO, JUId €€ H3yueHHs
TpeOyeTcs crenuanbHas METOJOJIOTHSI.

OyHO W3 paHHHUX OOCYXJICHUH MY3BIKAIBHOW OHO-
MaTOIIEW MOYKHO HAWTH B TPEThEH KHUIE JHUAIOrOB
[Inatona «O TocymapctBe» [7, 3968 — 3978]. Ero
B3Il HA OHOMATOIECI0 M WMHTAIMOHHBIE HCKYCCT-
Ba ABIIMETCS YACTbIO Oojiee LIMPOKOH TEeMBI MuMe-
cuca, 4TO TPAIMIMOHHO IIEPEBOJUTCS KaK IEPCOHHU-
¢ukanyst (MMIEpCOHANysl), WIM IOJpaskaHue IPUpPO-
Je. Mumecuc kak mepcoHuUKaiys (MM KOCBEHHAs
pedyb) He sBISETCS OOBEKTOM JAHHOTO HCCIENI0Ba-
HHUs, HO MHMMECHUC KaK MMHTAlMs MPUPOIBl HMEET
caMoe HEINOCPEJICTBEHHOE OTHOIIEHWE K Hamenl Te-
Me, a TaKke K JHTepaType IOCICTHHX J[IBYX BCKOB,
B KOTOPOM HM3ydaercsl SIBIEHHE MY3bIKaJIbHOM OHOMa-
TOTIEH.
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Tem He MeHee, cJleQyeT TPOSBISATH OCTOPOXK-
HOCTb B OOpameHNH K JAPEBHEIPEYSCKUM HCTOYHH-
kam. Kak ormeuan Crandopn [28], momucemus
JPEBHETPEUYECKUX CJIOB JesaeT OOCYKAEHHE JUTepa-
TypHOTO ¥ MY3BIKQJIBHOTO MHMeEcHca IMpobieMaTHy-
veiM. Takke, mo HaOmogenuto Kopudopaa [7],
JpeBHETpevecKast IM033Usl 4acTO HCIONHIIACh C MY-

3bIKalbHBIM ~ pacneBoM:  «llmaToH — mogmepskuBai
JOPEBHIOIO  IPAaKTUKy  pacHeBaHUs  JHPHUYECKOI
MO3MH, a TaKXKe MY3BIKH, COCYIIECTBYIOIIEH CO

cioBoM. TakuM 00pa3oM, OH THIIET O CIIOBE, MYy-
3BIKAIIBHOM JIaJile U pUTME KaK O HEOTJENMMBIX CO-
craBisaomux "'mecen"» [7, c. 84].

HepaspeiBHas cBA3bp MEXAy My3BIKOW U I033H-
et B mumanorax Ilmaronma «O TocymapctBe» m03BO-
auiIa  KOMMEHTATopaM IPHYHCIUTh  IUIATOHOBCKYIO
KPUTHUKY OHOMATONEH B TIECEHHOM MO33WH K COO-
CTBEHHO MY3bIKaJbHON oOHOMaTomee. Hampumep, B
tpyne Kopudopma u Illopn, xax u B Tpyne co-
BpPEMEHHOIo (paHiry3ckoro kommoszutopa Ppancya-
beprapa Maxa (p. 1935), mpuBeneHsl ciemyromue
komMeHTapun (k a63amy 397B): «llo3mmust Ilmato-
Ha CTaHOBHTCS SICHOH, KOrja OH TMHIIET, YTO
YPaBHOBEIICHHBI UYEJIOBEK OrPAaHUYUTCA IEPCOHHU-
¢ukarnmeit cebe momoOHBIX. Jlns 3TOro oH Oyner
WCTIONB30BaTh YHCTHIH ITOBECTBOBATENHHBIN CTHIIb.
BynprapHslii ke 4YeloBeK MOCTapaeTcs HepCOHU(HU-
OUPOBATh JIIOOBIE XapaKTepbl M JaKe KPHUKU KHUBOT-
HbIX W wrymbl. Brauane IlmaTton mpeanmaran mpume-
HEHHE peyuTaluy B KayecTBe KOMIIOHEHTa Ha
paHHEM H>Tare oOpa30BaHMs JIMYHOCTH, HO Jajnee OH
MIPEUIOKII  MCKIIOUNTD II093UI0 M MY3BIKY (BTOpO-
ro BHWIA) W3 HACATBHOTO TocymapctBa» [7, c. 84].
«IIpe3penne IlmaToHa K Takoro poga MY3BIKE HC-
XOIUT M3 TOrO, YTO MOAOOHBIC SBICHHS MOTYT OT-
BJI€Yb CIyIIATeIs OT O3HAYaIOIEro B CTOPOHY
BHEITHETO O03HAYaeMOro, TOTO, KOTOPOE COBEpIICH-
HO Oecroie3Ho, TOTAa KakK TOJNBKO TOJUIMHHAS Bellb
MY3bIKallbHO O3HAYaloIlee — MOXKET HMETh IIH-
00 IIEHHOCTh AT YeloBeKa, JHOO IEHHOCTh Camy
no cebe» [21, c. 41]. «Kaxmslii pa3 B ucropum,
KOTJ]a Cpeid KOMIIO3UTOPOB CTAHOBUTCS TIOIYJISIp-
HBIM BIICUYCHHE K OTKPBITHAM B 00JacTH 3BYyKa,
BO3HHMKAET II€H3ypa IPOTHB peaju3Ma, OCHOBAHHAs
Ha MOpAIIbHBIX, PEIUTHO3HBIX, (QUIOCOPCKHUX U, pe-
&Ke, Ha ICTeTHYecKux mpexanocsuikax. IIporect Ilna-
TOHA TPOTHUB MY3BIKAHTOB, WMHUTHPYIOIIMX PUTMHY-
HbIC 3BYKM MAIWH, JOmaaeH, OBIKOB, cobak, IITHII,
3BYKH pEKH, BOIH, BETpa, Ipaja, IpoMa, BMECTO
MoJipakanusi Olary, JIOKa3bplBAIOT, YTO TOJ00HAs
IpaKkTHKa Wrpana CYyLIIECTBEHHYIO poOJb B CTpaHe
rymanm3mMa B IV Beke mo H.a.» [21, c. 47].
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CBs3p MEXAy TIIIATOHOBCKMMH 3CTETHUCCKUMH
OLICHKaMU M My3bIKallbHOM Kputukod XIX Beka a0
CHUX TIIOp HEJOCTaTOYHO OCBEIleHa B JMTEpaType.
Ho, mo xpaiineii wMmepe, Tpu aBtopa, Crandopn,
Max u JleBHH, CBS3BIBAIOT MHMECHUC C TNPAKTUKON
My3bIKaTbHOW onoMmatomen [19; 21; 28]. JleBuny
JaXe TPUHAUICKNUT CO3/laHME HOBOTO TEPMHUHA —
«3BYKOBOM MuMecHC». Jpyrue aBTOpHI 3asBISIOT,
YTO IUIATOHOBCKMH wujeanm3M Obl ycuiaeH B XIX
BEKE IPEJCTaBUTEIAMH HEMELKOTo Hiaeamusma. Tak,
Crput mumer, yto «l'erens HacTamBanl Ha KOHIIC-
UM T[POHM3BEACHHUS HWCKYCCTBA KaK MaHH(ecTaluu
abcomoTHoit Wpmew» [29, c. 86]. Ulemnmuur cuuran,
YTO My3bIKa €CThb «4ucTas (opma, OCBOOOKIEHHAS
oT s000ro OO0BEKTa WIM MaTepuu» [TaM ke,
c. 86]. Illlopm no6Gasuser, uro Ilomenraysp crmo-
coOCTBOBAN YCHJICHWIO BJIMSHUS IITATOHOBCKOH 3cC-
tetukn B XIX Beke, a Xbl03 pacKpbIBaeT CBS3U
MEXJYy HJICaTUCTUUECKONH (uiaocopueil U HEMENKOH
teopueil My3bikn XIX Beka, a Takke pPONM TaKHX
¢unocodon, kak Kpayse, B TNOHUMAHUH MY3BIKH
[25; 18].

OfHUM W3 TPOSIBICHUN WJICATUCTHUSCKON (uio-
copun B My3blke OblTa wujes «aOCOTIOTHOW MYy3bI-
ku». OHa crama oOuYeHb NOMyJsIpHA BO BpEMEHa
Opnyapna I'aHciauka M HemaBHO Oblla IepenHTEpIIpe-
tupoBaHa Kapiom Jlanbxay3oM Kak «IycTod sp-
JBIK», MCIOJB3YEMBIH B Pa3srOBOPHOM My3bIKAaJIbHON
acretuke [10, c. 35]. Xapnu, K mOpuUMepy, OIHUCHI-
BaeT JUCKYCCHH MEXKAY IpPEACTaBUTEISIMH abCOIIOT-
HOM My3blkM U nporpamMmuoil [16]. Ilocnegnue mpe-
MSTCTBOBAJIM  WCCIEOBAHUIO «MOJIENN» INITHYBETO
nerust B TperbeM QopTermmaHHOM KOHIEpTe bebr
baproka. B cnosape I'poyBa umrtaem: «lHTepec
KOMIIO3UTOpa (B TMOCIEAHME TOABI JKU3HU B AMe-
pHKE) K NTHYbeMYy TeHHo, ero "pacumdpoBka" Obl-
I BaXHOH COCTaBiAlOIIEH TBOpuecTBa bapToka.
Tak, B MemneHHOU wactu (pasmen Adagio religioso)
¢doprermmannoro Konmepra Ne 3 moxHO 0O6HapYy-
KUTh "KOHIEPT' NTHYBero meHus. M XoTs 3TOT
(akT MmMHUPOKO H3BECTEH, A0 CUX NOp He Oblla
NpEINpUHATA MONBITKA BBIABUTE B 3TOM My3BIKE
TOYHBIC TPOOOpPa3bl NTHYBETO MEHWs. Takoe HEBHU-
MaHHE SBIAETCS PE3yJIbTATOM TPAJUIIMOHHOTO HTHO-
pPUPOBaHUS OMPENEIEHHBIX pPENpPE3eHTaTUBHBIX —all-
JIO3UM B MHCTPYMEHTAJIBHOH MY3bIKE M OTHOIICHHS
K HMM KakK IpOSBICHHUSM ''CIIOBECHOM YKHMBOIIHCHO-
cTi" WM JeméEBBIX MOBepXHOCTHBIX 3¢ ¢dexToB. Ta-
KO€ IIPOTHBOIIOCTABICHNWE 3THUX SABICHWI ''comepika-
HUIO" HAaJyMaHHO W MOPOXKAAeT 3JI0YyNOTpeOsicHue
MIPOM3BOJBHBIM TOJKOBAHUEM COJIEPXKAHUS, HaJOXKe-
HHEM BOOOpa)XKaeMbIX IpOrpaMM Ha IPOU3BEICHHUE)
[16, c. 8].
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Jlanpxay3 paccMaTpuBaeT MY3BIKAIbHYIO OHOMa-
TONEI0 KaKk OJHY M3 MHEPBBIX (OPM HMHUTAIMH IIPH-
POZBI, OJHAKO cpa3y ke moxuépkuBaeT e¢ mnepude-
pUMHBIA XapakTep H, B LEJIOM, OTpumaer e 3Ha-
yeHne. B kuure «Peammsm B My3pike XIX Beka»
on ormeuaetr: «lIpoctass mmuTanyMs HEMY3BIKATBHBIX
3BYKOB, OCOOCHHO B e€ HaMMEHee YTOHYEHHBIX IPO-
ABIEHUAX, omuchiBanack B XIX Beke kak "HaTypa-
muctuyeckas" winm  "peamuctuyeckas'. Takoi, k
npumepy, € mpencraBiusm I'yro Puman u I'epman
Kpeumap. M xoTa e€ BHyTpeHHee 3HAUYE€HUE HHUKOT-
Ja He TPH3HABAIOCh, HO K Hel ObUIO oOpamieHo
HEONIPaBJaHHO BBICOKOE BHHMAaHHE, OCOOEHHO B IIO-
IYJSAPHBIX 3CTETHYECKUX JUCKYCCHSX. ODTO IpPOHC-
XOAMJIO, BEPOSATHO, OTYACTH H3-32 €€ OYEBHJHOCTH,
a OTJ4aCTH M M3-3a TOTrO, YTO OHa ToMoraia u3oe-
KaTh TPYJHOCTEH, BO3ZHHKAIOIINX IIPH OOCYKICHHU
cBOeOOpa3nsi My3BIKAIBHOTO IPOU3BEICHHUS B II0JO-
Oaronmx emy TepMmuHax. OjHako, mnepudepuiiHbIi
XapakTep HMHTAIlMd HEMY3BbIKAIbHBIX 3BYKOB Jiela-
eT e€ HepeleBaHTHOW B OOCYXICHHWH MY3bIKaJIbHO-
ro peammma» [9, c. 18].

Apryment Jlampxay3a OKa3blBaeTCsi HE TaKUM
CWJIBHBIM IIPU CPAaBHEHHMH €ro CO B3TJsJaMH KOM-
mo3uTopoB cepenuHsl  XIX Beka TaKHUX, Kak
I'extop bepnmo3. B mepBom pasmene Tpyaa bepiu-
03a «O0 wmuTanmuu B My3bIKe» [24] KOMIIO3UTOD
MIPECTaBIsIET MPOTUBOIIONOXKHBIA Jlampxay3y B3Iz
Ha OHoMaromewn: «JlaBaiiTe pPaccCMOTPUM HMMUTAIIHIO
B My3blKE HE B TEXHHYECKOM CMBICIE, Kak B ¢y-
re Wid B (yrupoBaHHOM CTHJIE, @ B CMBICJIE BOC-
MIPOM3BENICHNST HEKUX MIYMOB, KOTOPBIC OIMCHIBAIOT
WIA  TPEACTaBISIIOT  MY3BIKaJIbHBIMH  criocoOamu
IIPEIMEThI, KOTOPbIE MbI MOXKEM TOJBKO BHJIEThH
OTOT BaXHBIM 3JIEMEHT MWCKYCCTBA, KOTODPBIH HH
OIMH BEIMKHH KOMIIO3UTOp HE IIPOMTHOPUpOBAI,
HUKOT/Ia He OBII PAacCMOTPEH W TOJIHOCTHIO OIle-
HéH. DJTa Tema, TEeM HE MEHee, OYCHb BakHA. Bpe-
M OT BPEMEHH JXYPHAIHMCTBI CTaBSAT ATOT BOIIPOC
KaK CBOET0 poja SKCIEPUMEHT, Ha KOTOpPbIM ware
BCEro HET oTBeTa» [6, c. 36].

Tak, B konme XIX Beka Dnyapa [ancimk oT-
pHUIaT MECTO OHOMATONEHM B MY3BIKaIbHOM IIPOCT-
panctBe. B omHoll m3 ccputok B KHHre «O My3BI-
KallbHO TIpeKpacHoM» (B KoHIEe miecTod ThaBbl «O0
OTHOIICHUM MY3BIKH K HpUPOJe») ['aHCIMK NHILET:
«EcTp MecTa, B KOTOpBIX KOMIIO3HUTOPEI HE IIPOCTO
O6epyT CBOE TOATHYECKOE BJIOXHOBCHHE Yy IPHUPOIDI,
HO TPSAMO BOCIPOU3BOAAT COOCTBEHHO CIIBIIIMMBIC
ABJICHUS TPUPOABI: BOPOH B oparopun «Bpemena
roga» laiijHa, KyKyIlikKa, COJIOBed M TIeCHS 4YnOu-
ca B «llocBsamenun 3Byky» Ilmopa um B Ilacto-
pampHOl cuMmdonnn berxoBeHa. OpHaKo KOrjga MBI
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CIBIIMM TaKHEe HWMHTAIWH, OHM MMEIOT HE MY3bl-
KajJbHOe, a II09THYECKOe 3HaueHue. MBI CIBIIUM
"KapKaurym'" BOPOHY HE KaK IPEKPacHYI MYy3bl-
Ky W HE Kak MY3bIKy BooOLle, a KaKk MEHTaJbHOe
BIICYATIICHHUE, AaCCOIMHPYEMOE C MPUPOJHBIM (EHO-
MeHOM. [loMMMO Takol YHCTO  ONMCATENbHOMU
MHTCHLH, HU OJHMH KOMIIO3UTOP HE CMOI' HCHOJb-
30BaTh MPHUPOAHBIE 3BYKH MPSIMO B COOCTBEHHO
MY3bIKaJbHBIX LeNsAX. Bce mpupopHble 3BYKH Ha
3eMJIe, CIIOKCHHBIE BMECTE, HE MOTYT CO31aTh My-
3BIKAIBHYI0 TEMY WMEHHO II0TOMY, 4YTO OHH HE
SIBISIIOTCSL My3bIKOID» [14, c. 75-76].
JleficTBUTENBHO, KPUTHKH MOCIEAHUX JBYX CTO-
JeTUH MMeNH TEeHACHLHUIO CBS3BIBATH MY3BIKAJIBHYIO
OHOMATOIICI0 C FOMOPUCTHYECKAM HadaioM (0coOeH-
HO B aToM mpeycrnen Kasgen [4]) m oTHOCWIHCH K
9TOMy IH0O0 KaK K HCKIIOYCHHIO, OO Kak K OT-
pHULIATEeIFHOMY — BO3ACHCTBHIO Ha  aKaJeMHUYECKYIO
My3blKy 3amana. XapakTepusys My3bIKalbHbIC LEeH-
HOCTH «3CTETUYECKH YTOHUEHHOI'O HEMEIKOTo Hapo-
ma» B 1800-x, Jlampxay3 oTMe4YacT OTpHIIAHUC
MY3bIKaJbHOH OHOMATOIIEH W IMPEHEOPSIKCHUE MY3bl-
KaJbHBIM IOMOPOM B Te Toiasl. OH WCHONB3yeT B
JaHHOM Ccly4yae IIOHATHE HE OHOMAaToIleH, a
«Tonmalerei» — wucTopruecku 0OYCIOBJICHHBIH Tep-
MHH, O3HAUYAIOIIUH «IIPOCTYI0 WMHTAIMIO aKyCcTHYe-
CKMX sBICHWI BHemHero mupa» [10, c. 21-22].
beprep B kuure «Mys3blka Kak HUMUTAlHA» IIbl-
TAeTCs OIPEJCIUTh, YTO OBbUIO Obl MPHUEMIIEMBIM B
OTHOILEHUM MY3bIKaJIbHOIl OHOMATOIleM B HCKYCCT-
Be XX Beka M oTMedaeT: «... Cioyyam Takoro BHY-
TPEHHETO OTHONICHUS MEXIY MY3BIKaJbHBIM CHMBO-
JOM W TPEAMETOM, KOTOPHIi OH CHMBOJHM3HPYET,
Opd KOTOPOM OHM IOYTHU WIM TOJHOCTHIO HEOTIH-
YUMBI, KakK, HalpuMep, B cilydyae COOCTBEHHO MTH-
Ybero II€HHsA, ABTOMOOMIBHBIX CHUTHANOB, (Haldpuy-
HBIX [IyMoB. Eciim HeT HEoOXOOMMOCTH B pasinye-
HUM OpUTHWHAJA W MCKYCCTBEHHOH WMHUTAalUH, TO
MOXXHO CIIPOCHTH, 3a4eM JK€ OpPHTHHAIbHBIE HCTOY-
HHUKM 3ByKa He OBLIM HCIIONBb30BaHBl M3HAYalbHO —
Tak, kak cuenan Pecnuru ¢ Qonorpapom B «Ilu-
HUAX Puma», Anexcanap MocojoB ¢ JHCTOM Me-
Tanga B €ro «3aBoje» WiIM [epmBHH C HACTOSIIM
IIyMOM MAIlMH B OpPKECTPOBOH crouTe «AMepuka-
uwery B [lapmwxe». JlorndeckuMm NpOIOIKEHHUEM 3TO-
ro Obuia Obl cMMQOHHS NTHII U 3BEpei, CBOEro po-
na mbeca uyaec Hos, ¢ aupmwk€pckoil manaodyxkodl B
PYKE COpEBHYIOIIETOCS C JIPECCHPOBAHHBIM MOp-
CKUM KoTHKOM. Ecmm OBl s Hamucan 3TO TOCHE TO-
ro, KaK TOSBHWJINCH musique concrete W TEHUE KH-
TOB, S OBl MOACHWJI, YTO KPUTHUKOBal HE HCIHOJb-
30BaHUE IIOBCEJHEBHHIX 3BYKOB B XYHOXKECTBEHHBIX
[eNnsX, HO WX MWCHOJB30BaHWE [UII MHMHKPUU JyXa
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KOMHYECKOI TepcoHudukanuu. Bmpouem, um Torjia,
KOTJa sl MHUcal 3TO, s yXKe MOI NPOIUTHPOBATH Ta-
KHX KOMIIO3MTOPOB, Kak AHTeinbs u Bapes, mpen-
craBuTelaeH Oojiee JTOCTOMHOrO mojaxona. Takxke, ec-
mu Obl s OBT 3HAKOM C METOZOM HCITOJIB30BaHHUS
neHus NTHll MeccnaHoMm, s1 ObI TOYHO COTJIACHIICH,
YTO TOMHMO MHMHKPHU OTH SBJICHHS BBIITOJIHSAIOT
pOJIb BIOXHOBHTENS KOMIIO3UTOpa Ha (HOPMHUpPOBa-
HHE COOCTBEHHBIX OOpa3HBIX TOHAJIbHBIX KOHQHIY-
pammit» [1, c. 109]. OOpamaer Ha ceOs BHUMaHHUE
ToT ¢akt, uto y beprepa mpucyTcTBYeT M TpH3HA-
HUE BHHBI B TOM, YTO OH BO BpeMs HaIlHCaHUs
CTaThM HE OBUI XOPOIIO 3HAKOM C HalpaBICHUAMH
n xomnoszutopamu XX Beka. Hempustue romopa B
aKaJeMUUeCcCKOH My3bIKe 3amaja CTaBUT €ro B OIl-
TIO3UIIMI0 KO MHOTHM 0o0Jiee MOJOIBIM KOMITO3HUTO-
paM, KOTOpbIE TPH3HAIOT POJb IOMOpa Jaxke y Ta-
KHX CephE3HBIX KOMIO3uTOpoB, Kak [aian (Bemox
[31]), Momapt (Jluctep [20], Yoit [5]), berxoBen
(Crmuep [27]) m bpamc (ITamapmomymoc [23]).

Yro KacaeTcsi TPEJCTABICHUH KOMIIO3UTOPOB
XVIII m XIX BekoB, ¢(parMeHTBl HX BBICKa3bIBa-
HUHA PACKPbIBAlOT NPOTHBOPEUYHMBBIC OLEHKH OJHHUX
U TeX JkK€ IMPOM3BENCHHMH, M ONHMX U TeX ke 00-
pasnoB  oHomaroren. B Oworpadum  TaiimHa
A. C. lnec mpuBoauT (akTel HemOBOJNBCTBa [ aiinmHa
HEKOTOPBIMH 00pa3llaMH OHOMATOIIEH, KOTOpbIe OH
npuMeHnn1 B oparopun «Bpemena romay»: «K Tomy
K€ BO3HUKIM HEKOTOPBIE HENPUATHOCTH MEXKIy
laiinnom u baponom ¢on CBuTEeHOM TIO TOBOIY
TekcTa. laiimH ObUT pa3ipakéH MHOTHMH  CIUIIKOM
OTKPOBEHHBIMH  PETIPE3CHTAIMSAMH W HMHTAIUSIMH.
Bonee Bcero ero paszgpaxaino «KBakaHbE JATYIIEK).
OH 4YyBCTBOBaJ, YTO 3TO JOCTATOYHO NPHUMHTHUBHO
U TocTapajics 3aByaqupoBaTh. CBHUTEH IIONBITAJICH
JI0Ka3aTh, 4TO ATO HE TaK W «PacKoMail» CTapyro
NbeCy, HANHMCAaHHYIO ['peTpH, B KOTOpPOW «KBaKaHbE
JSAryniek» OBUIO  BBIPAKEHO BechMa sBHO. [aiinH
pemmt, yto OOJbIIe HE MOTEPHUT TAKOW OMEKH |
OTBEN Oylly B NUCbMe K OapoHy, rzae moTpeboBal,
yTOOBI BCE 9TO Oapaxio mydmie OBIJIO OCTaBJICHO B
mokoe» [13, c. 186-187].

Tem He MeHee, BCEro TpeMs JECATUICTUSIMU
noxxke bepnno3 nHasBan «Bpemena roma» [aiinna B
yucie HauOojee YHAauyHBIX HPOU3BEICHUH, HCHONb-
3yIOIMX HUMHUTanuio: «l'aiiiH B cBOMX IO CyILecT-
By oOIHMcaTeNpHBIX mpom3BeneHMs X «CoTBopeHue
mupa» u «BpemeHa roma» He CHHM3MI YPOBEHH CBO-
ero CTWIA B TeX MecTax, IJe, Clenys JIUTeparyp-
HOMY TEKCTy, HCHOJNB30Bal HMHUTALMIO  TaKHX
OPUATHBIX 3BYKOB, KaK BOpPKOBaHME TroiyOeid,
AMUTAIAIO0, KCTaTH, IOBOJBHO TOYHYIO» [6, c. 39].
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N xors B TOM xe TekcTe bepauno3 3asBiser,
YTO «HH OJMH BEJIUKMH KOMIO3UTOp He o00omeén
BHUMAHHEM OJTOT BAKHBIH 3JEMEHT BBIPA3UTENHHOC-
TH», KOMMeHTaTopbl XX Beka — Takue, Kak brak-
OepH, CnoGoma u JIeBUH, C BEIUKUM COXKaJE€HHEM
OTMEUaln, 4YTO B peHepTyape akaJAeMHUECKOH My-
3bIKM 3amaja He TaK YK MHOTO IpPHUMEpPOB OHOMa-
Torien. bnakGepH ommchiBaeT n30eraHne My3bIKalb-
HOM OHOMATOIEH KoMIosuTopamu: «My3blka, B
OonblIel CTENEeHH, 4yeM JMTepaTypa, mnpucrocole-
Ha K BOCIIPOM3BEACHUIO XYIO)KECTBEHHBIMH CpPEICT-
BaMH TPUPOJHBIX 3BYKOB Hamero mupa. M, Tem He
MEHee, OUEBHJHO, YTO IO JTOW JK€ TPUUHHE MY-
3BIKAHTHl OTKAa3bIBAIOT ceOe B BO3MOXHOCTH HMMHTa-
UM M OTPaXIaoT ceds OT J00ro MoJO3peHHs B
nojpaxkaHuu mnpupoge» [2, c. 165].

Takume >xke 4vyBCTBAa OBUIM OTPAKEHBI IMO3IKE B
kaure Cnobonsl «My3bIKadbHOE MBIIUICHHE», Tl
OH TIPHU3HAET PEAKOCTh OSKCIUIMIHUTHBIX 00pa3IoB
My3bIKaJIbHOH  oHoMatomen™: «K  coxkaleHHo,
OUEHb PEIKO My3bIKa IPEICTABIACT OSKCILIUIHT-
HBIC JKCTPaMy3bIKalbHBIC CCBIIKHM, W HaX€ B TEX
clyyasix, KOIrJla OHa 3TO JeJaeT, CChUIKM HE Bce-
r1a WMEIOT IIEHHOCTh. My3bIKalbHBIE  CCBHUIKH
0COOCHHBI €€ M IOTOMY, YTO MY3bIKa «3BYYHT
OCMBICJIICHHO» Jla)ke TOrJa, KOorja CcIlyllaTelb He
npuaaér 0cobOro 3HAUYCHHS JTHM CCBUIKaM» [26,
c. 60].

CpaBHUTENBHO HeNaBHO XOBapJ B CBOEH KHH-
re «O pempeseHTHpYONIEH My3BIKE» BbICKa3al
UIEI0 O TOM, YTO HMHTALMOHHBIA MOJXOJX HE OT-
pHUIIaeT BBIPA3UTENBHBIX BO3MOKHOCTEH W TOITOMY
HE HMMEET CMBICIa aIlPHOPHO OCYXKJAaTh 3CTETHKY
nmutannu. MccnenoBatens Max Takke BHEC CBOIO
JeNTy B 3alIUTy «UMHTAIUOHHBIX» IOJXOJOB B
My3BIKaIbHOM KOMMO3uLuU, co3aaB B 1983-m ro-
Jy HOBYIO O0JIaCTh HCCJIEIOBAHUH — 300MY3BIKO-
BeJleHUe. Ero riiaBHOM 3ajadell SBHIOCh H3yUEHUE
UCIOIb30BAHNS 3BYKOB JKHBOTHOTO MHpa B MY3bI-
Ke — TOro, 4TO SIBISIETCSI 3HAUYMTENBHOM COCTaB-
JAIOIIE OHOMAaTOIOATUYECKOrO penepryapa. boiee
TOT0, B OMNIO3UIMHM BHYTPEHHEIO W BHEIIHEIO MH-
poB Max ocmapuBaeT 3HAUEHHWS BHEIIHETO U BHI-
TEKAIOIIYI0 M3 3TOTO OOCTOSTENbCTBA HEIOOLECHKY
My3BIKQJIILHOW OHOMATONew. Tpagunus OHOMATOIEH
YCTaHOBWJIACh B TEOPUU W (QHUIOCODUH, BEIyNIHX
or Jlamona u Ilmatona (c V Beka 1o H.3.) K Ta-
KM Komro3utopam, kak Baruep, IlIéubepr u by-
ne3. [lpuBoxst B mpumep HUMHUTHPYIOLIETO HPHUPOIY
XyJOKHMKAa W pOMaHHCTa, Max BBIpa)KaeT CBOE
HECOTJIaCHe C 3CTETHYECKHMHU TNPUHINIIAMH, BBIJIBU-
HyTeiMH emé B 10-if xaure aumanoros Ilmatona «O
locynmapctBe». OnnoBpemeHHO ¢ Maxom pa3BHUBa-
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€T CBOI0 KPHUTHKY HACATHCTHUYECKOTO HCKYCCTBA H
YMbepro Dko. B crathe «OTKpBITHE MaTepuu»,
SBISIONICHCS CBOCOOpa3sHBIM MaHH(ecToM, DKo 3a-
ABIISIET, YTO COBPEMEHHOE HCKYCCTBO 3aHOBO pac-
KpPBUIO IIEHHOCTh MAaTE€pPUH B OTBET Ha IOCTYJATHI
naeannucTudeckon 3cTeTnkn. OH 3aKI0YaeT, uTo
MBI MBICIUM HE BONIPEKH HaNle MaTepHAIbHON
puposie, HO BMECTE C HEK, NpH IOMOIIN HeE.
DOKO TOATBEPk,AAET JCTETHUECKYIO CBSI3b MEXIY
COBPEMEHHBIM HCKYCCTBOM W «IIPAaBOM MAaTEPUN»:
«CoBpeMEHHOE HCKYCCTBO HE MOXeT wu30exarpb
BO3BpaTa K OCO3HAHWIO IIpaBa MaTepuu. BakHo
MIOHNMAaTh, YTO HE CYIIECTBYET KYJIbTYPHBIX IICH-
HOCTEH, KOTOpble HE MPOM3OLUIM B pe3yiabTaTe HC-
TOPUYECKOTO W 3EMHOTO pa3BUTHS, YTO HE CyIle-
CTBYET JyXOBHOCTH, KOTOpas OBl HE MpOSBIIsIa
cebs B KOHKPETHBIX MAaTEPHANBHBIX CHTYAaIUIX.
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MBI HE MEICIUM BOIPEKA TEIECHOCTH, MBI MEIC-
auM ¢ e€ momomibio. Kpacora He ecth OnegHas
TeHb HEOECHON BCEJIEHHOW, KOTOPYH MbI OOHapy-
JKUBaeM C OOJBIIMMH TPYJHOCTSIMH U OCYIIECTB-
naseM, Kak MOXEM, B HAIINX MPOU3BEACHUSIX.
Kpacora ecThb ypoBeHb (GOpMabHONW OpraHU3aInHy,
KOTOPYI0O MBI UeprmaeM W3 Ka)JIOJHEBHOTO OIIBITA»
[11, c. 213].

XoTs wMaTepHmaiucTHUecKas KpUTHKAa ODKO He
HampaBlieHA HEMOCPEACTBEHHO Ha MY3BIKy, €r0
B3IJISIbI, COBMECTHO ¢ wuaesimu JleBuna, Xapiu,
Maxa, XoBapnpa, bepnmoza m Kapmanm mnomoryr
BBEICTPOUTH apTyMCHTAIIMIO TIPOTHUB UPE3MEPHOTO
BIMSIHUSL HJCATMCTUICCKOW (uimocopun Ha My3BI-
Ky, a TaKke TIPEeIOCTaBUTh BO3MOXKHOCTH IS
JNAIBHENIINX HUCCIEJOBAHUM MYy3bIKalbHOW OHOMAa-
TOTICH.

ITPUMEYAHUI

Onomarones, oHOMartomeiis (oT Tped. onomatopoiia —

TIPOU3BOJICTBO HA3BaHHNA).

2 .
HoBaropckmii acriekt aprymenta Cro0ofpl, IpeaIIonoke-

HHE CBS3M MEXKIYy My3bIKaIbHOI OHOMATolleell M CeMaHTHKON
MY3BIKH, TIpEJCTaBICH B JpyroM ¢parmeHre: «SIcHo, 4ro MHO-
roc B MY3BIKQJIbHOM IIOBEJICHHU, YTO MOXET OBITh OOBSACHEHO
TIOCPEJICTBOM ~MY3BIKAJIBHOI ~perpe3eHTanuy, OyJIeT 3aKphITOi
cyOCHCTEMOM, HE CBS3aHHOH C JPYyrMMH KOTHHTHBHBIMH 00Ia-
CTsMH. DTa CHCTEMa 3aciyKuBaeT u3ydeHWs. OJHAKO s CUH-
Taf0, YTO CYMIECTBYIOIIME CBUJCTEIBCTBA 3aCTAaBISIOT HAC IpH-
3HaTh, 4YTO 3/ICh BO3HHWKAIOT HEKOTOphIe 'HMpOKOIEI'. My3bI-

KaJbHBII OIBIT HEPEBOAUTCS B JIPYTHE MOYCHI PEHpE3CHTAIUH.
Yro nmemaer My3bIKy OCMBICIEHHOH s Hac? OJHOW W3 BO3-
MOJKHOCTEH SBIIIETCA TO, YTO OHa MHMETHUDPYET 3BYKH, KOTO-
pBle BO3HMKAIOT B SKCTPaMy3bIKaIbHBIX KOHTeKcTax. Cymect-
ByeT MHOTO My3BIKH, KOTOpas MWCIIONB3yeT MHMHKPHIO, M JO-
CcTaTOuHO 3(P(EKTUBHO (IEPEBSIHHBIC JYXOBBIC BOCIIPOM3BOIAT
NICHWE NTUIl U IPEJICTaBICHHUS IacTOPAIbHON CIEHBI, TJIHC-
CaH/I0 CKPHIIOK IpEJIoaracT 3aBbIBAaHHE BeTpa B Oypro, W Tak
nanee). Hame omo3HaBaHWe >THUX 3HAa4eHHWH TpeOyeT TOIBKO
JWIIb 3HAHWSA COOTBETCTBYIOIIMX 3KCTPaMy3bIKATbHBIX 3BYKOB»
[26, c. 59].
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AN INTRODUCTION TO MUSICAL ONOMATOPOEIA

UDC 781.22:801.422
he purpose of this article is to offer a
I model for the specialized study of the
imitation of environmental sounds by
musical instruments, here called «musical ono-
matopoeia». The musical practice associated
with the term «musical onomatopoeia» has been
given various names in the literature, including
«direct [or 'physical'] imitation» [3]' «imitation
of natural sounds» [6], «graphic representations
or imitations» [13], «reproduction of environ-
mental sounds» [20, p. 40; 30], «imitation of
non-musical sounds» [9, p. 18; 20], «simple
imitation of acoustic phenomena of the exter-
nal world» [9, p. 21], «use of everyday
sounds» [1, p. 109], and «definite representa-
tive allusions» [16, p. 8].

In order to better understand the logic behind
the expression «musical onomatopoeia», [ begin
with two contrasting terms borrowed from lin-
guistics, namely: 1) arbitrary [8, p. 24-25] —
related to the thing it denotes by means of con-
vention or habit; e.g., the relation between the
thing «bird» and the word that refers to it (in
English the word «bird») is arbitrary (conven-
tional, unmotivated). That is, there is nothing in
the word «bird» that reflects the sound (the
shape, the color) of a bird; 2) iconic [8, p. 25,
188] — related to the thing it denotes by means
of common physical properties; e.g., ono-
matopoeia such as «cuckoo». In this second case,
therefore, the relation between the thing «cuck-
oo» and the word that refers to it (in English
the word «cuckoo») is largely based on common
physical properties (i.e., their sound). That is, the
sound of the thing referred to is to a large
extent present in the sound of the word that
refers to it.

It seems indisputable that there exist arbitrary
elements to every example of musical ono-
matopoeia, just as there are arbitrary elements to
every example of verbal onomatopoeia. Questions
could be raised such as: «Can music itself be an
environmental sound?» or «Is music defined by
its Objects (sound, score, etc.) or by its Subjects
(listener, composer, performer, etc.)?» While a
thorough discussion of these issues would repre-
sent an unnecessary digression, it is necessary to
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list the criteria that satisfy the definition of musi-
cal onomatopoeia.

It is important to acknowledge that some relat-
ed musical practices were not included in the nar-
row category here defined as musical ono-
matopoeia: (a) utilization of environmental sounds
for electro-acoustic music; (b) the use of the
sound itself rather than the imitation of it-which
will necessarily require that the sound source be
onstage (e.g., car horns used in George Gershwin's
An American in Paris, 1928). Although these prac-
tices are common in twentieth-century music (per-
haps even as common as musical onomatopoeia),
they require different methodological approaches,
since they could be more accurately described as
the «utilization of sound sources other than musi-
cal instrumentsy.

One of the earliest discussions of musical
onomatopoeia can be found in the third book
of Plato's Republic (7, 396 and 3978). Plato's
view of onomatopoeia and the imitative arts
forms part of his broader discussion of mime-
sis, which roughly translates as either «imper-
sonation» or «imitation of nature» in both the
third and tenth books. Mimesis as «imperson-
ation» (i.e., indirect speech) is not directly relat-
ed to the subject matter of this study, whereas
the passages in which Plato refers to Mimesis
as «imitation of nature» are occasionally relevant
to the present investigation, given that their
assumptions share similarities with the discourse
adopted by critics of musical onomatopoeia over
the past two centuries.

Musical studies must nevertheless proceed cau-
tiously when including such ancient Greek sources
as Plato. First, as Stanford [28] points out, due to
the chronic ambiguity of some Greek words which
makes discussion of literary and musical mimesis
rather problematic. Second, because, as Cornford
[7] remarks, Greek poetry was very often sung
poetry: «Plato approves of the old practice of writ-
ing lyric poetry only to be sung to music, and
music only as an accompaniment to song. Hence
he speaks of words, musical mode, and rhythm as
inseparable parts of 'song» [7, p. 85].

The inextricable association between music and
poetry in Plato's Republic has allowed commenta-
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tors to extend some of Plato's critique of ono-
matopoeia in sung poetry to musical onomatopoeia.
Consider, for example, Cornford's and Shorey's
footnotes to 397b, as well as French contemporary
composer Francois-Bernard Mache's (b.1935) com-
ments: «Plato's point being now sufficiently clear,
the translation omits a passage in which he says
that a man of well-regulated character will con-
fine himself to impersonating men of a similar
type and will consequently use pure narrative for
the most part. A vulgar person, on the other hand,
will impersonate any type and even give musical
imitations of the cries of animals and inanimate
noises. Plato began by speaking of recitation as a
part of early education, but he now proposes to
exclude poetry and music of the second kind from
the state altogether» [7, p. 84]. «The scorn which
weighs very heavily on this kind of music, and
which goes back to Plato, rests on the idea that such
an enterprise must for effect divert the listener
from the signifier towards the externally signified
which is perfectly useless, while the only authen-
tic thing musically signified can only be either
human values, or simply music itself. [italics are
mine]» [24 p. 41]. «Each time in history that the
infatuation of composers with the rediscovery of
sound has been largely shared, a censure has soon
arisen against this realism, for moral, religious,
philosophical or, much more rarely, aesthetic rea-
sons. Plato's protestations against musicians who
imitated the rhythmic sounds of work or of
machines, the sounds of the horse, bull, dog, cat-
tle or birds, the sounds of the river or the waves,
the wind, hail or thunder, instead of imitating
virtue, prove that this practice was becoming very
important in the country of humanism itself in the
4™ century BC» [24, p. 47].

The ties between Platonic aesthetic values and
nineteenth-century musical criticism (and, hence,
criticism of musical onomatopoeia) are not yet well
documented in the literature. But at least three
authors expressly link Plato's mimesis to the prac-
tice of musical onomatopoeia, Stanford, Mache
[21], and Levin [19]. The latter even coins the
term «sound mimesis», which includes musical
onomatopoeia. Several other authors claim that
Plato's idealism has been reinforced in nineteenth-
century musical aesthetics by way of German ide-
alism. According to Street, Hegel «was insistent on
a conception of the artwork as a perceivable man-
ifestation of the absolute Idea» [29, p. 86] and
Schelling (1775-1854) believed in music as «pure
form, liberated from any object or from matter»
[ibid., p. 86]. Shorey [ 25] adds that Schopenhauer
helped reinforce Platonic aesthetic values in the
nineteenth century, and Hughes [18] reveals the
ties between Idealist thought and Music Theory in
nineteenth-century Germany through the work of
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philosophers who had deep technical understanding
of music such as Krause (1781-1832).

One of the manifestations of the Idealist
thought in music is the defense of the idea of
'absolute music,’ very popular among such nine-
teenth-century commentators as Eduard Hanslick,
and recently re-interpreted by Carl Dahlhaus as
a «vacuous label» employed in «colloquial music
aesthetics» [10, p. 35]. Harley [16] describes, for
instance, how the dispute between absolute and
program music has inhibited efforts to trace the
birdsong models for Bela Bartok's representations
in his Piano Concerto No. 3: «The composer's
interest in birdsong and its transcription during
the final years of his life spent in North
America was not inconsequential for his music:
a 'concert' of birdsong can be found in the mid-
dle section of the Adagio religioso, the slow
movement of Piano Concerto No. 3. Even though
this fact is well known and often commented
upon, there has as yet been no effort to trace
the exact birdsong models for Bartok's represen-
tations. This neglect seems to result from the
traditional dismissal of definite representative
allusions in instrumental music as being mere
wordpainting, trifling surface details. Such con-
tempt for 'content' is an exaggerated reaction to
its opposite, the abuse of content — present, for
instance, in the arbitrary superimposition of fan-
ciful programs onto a musical work» [16, p. 8].

Dahlhaus is an example of a critic who, in
spite of considering musical onomatopoeia as the
first form of imitation of nature, prematurely
underlines its peripheral character and dismisses its
importance. In Realism in Nineteenth-Century Music,
Dahlhaus observes: «The simple imitation of (non-
musical) sounds, sometimes, especially in its less
subtle manifestations, described as 'naturalistic' or
'realistic' in the late nineteenth century, for exam-
ple by Hugo Riemann and Hermann Kretzschmar.
Its intrinsic significance was never very great, but
it has received disproportionate attention, especial-
ly at the popular level of aesthetic discussion, part-
ly because of its conspicuousness in any musical
context, and partly because it offers a little help
in easing the difficulties or embarrassments of dis-
cussing autonomous instrumental music in appro-
priate yet comprehensible terms. But its peripher-
al character renders it almost entirely irrelevant to
a discussion of musical realism» [9, p. 18].

Dahlhaus's argument is weakened as one looks
into the views of a mid nineteenth-century com-
poser such as Hector Berlioz. The opening para-
graph of Berlioz's 1837 «On Imitation in Music»
[24] opposes Dahlhaus's view of musical ono-
matopoeia as having a 'peripheral character' and
little 'intrinsic significance: «Let us begin by dis-
cussing imitation in music, not in the technical
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sense which refers to fugue and the fugal style,
but in the sense of producing certain noises which
describe or depict by musical means objects whose
existence we are aware of only through our eyes.
This notable element of art, which not a single
great composer of any school has neglected to
use <...> has seldom been treated with any full-
ness or examined with judgment. [The subject is
one of great importance nevertheless; from time
to time sentinels at the outposts of musical jour-
nalism put the question as a challenge, but there
is never any response.]» [6, p. 36].

However, late nineteenth-century critics such as
Eduard Hanslick have denied musical onomatopoeia
«a place in the musical realm». In «On the
Musically Beautiful» Hanslick dedicates one para-
graph and a footnote to the discussion of musi-
cal onomatopoeia at the end of chapter six «The
Relation of Music to Nature»: «There are cases
where composers have not just derived poetic
incentive from nature <..> but have directly repro-
duced actual audible manifestations from it: the
cockcrow in Haydn's The Seasons; cuckoo nightin-

gale and quail songs in Spohr's Consecration of

Sound and in Beethoven's Pastoral Symphony. When
we hear this imitation, however, and in a musi-
cal work at that, the imitation would have in that
work not musical but poetical significance. We
would hear the cockcrow displayed not as beauti-
ful music, nor as music at all, but only as the
mental impression associated with this natural phe-
nomenon. <..> Apart from this merely descriptive
intention, no composer has ever been able to use
natural sounds directly for genuine musical pur-
poses. Not all the natural sounds on earth put
together can produce a musical theme, precisely
because they are not music» [14, p. 75-76].
Indeed, nineteenth- and twentieth-century critics
alike have tended to associate musical onomatopoeia
with humor (see particularly Cazden: [4]), and
regard humor as either an exception or a negative
influence on Western art music. In characterizing
the musical values of German ‘'aesthetic cultivated
people' around 1800, Dahlhaus remarks on the
repudiation of musical onomatopoeia alongside a
devaluation of humor in art music. Note that he
employs the word 'Tonmalerei' instead of musical
onomatopoeia, a historically pertinent term he
defines as the 'simple imitation of acoustic phe-
nomena of the external world» [10, p. 21-22].
Berger in his «Music as Imitation» attempts to
define what would be acceptable regarding musical
onomatopoeia in the context of twentieth-century
art music: «... those instances when the intrinsic
relationship between the musical symbol and the
thing symbolized is such that they are entirely or
scarcely indistinguishable--e.g., literal bird calls,
automobile horns, factory noises. If there is to be
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no difference between the original and the artifi-
cial stimulation it may be pertinent to ask why the
original sources were not used in the first place-
as Respighi did via the phonograph in the Pines
of Rome, Alexander Mossolov with a steel sheet in
[an at one time often played Soviet work] The Iron
Foundry (for factory noises), or Gershwin with
actual automobile noises in An American in Paris.
The logical extremity is a symphony of birds and
beasts, a kind of miracle play with Noah, baton
in hand, competing with the act of the trained seal.
[Had this been written after the time when musigue
concrete and the song of the whale entered into
the picture 1 think I would have made it clearer
that I was berating not the use of everyday sounds
in the service of artistic ends but their use for
mimicry in the spirit of a comedian's imperson-
ation, though even then I could have cited com-
posers like Antheil and Varese as representatives
of the more dignified approach. Also, had it been
known what Messiaen could do with bird calls I
would certainly have granted that beyond mimicry
there was a role for them as inspiration for a
composer in shaping his own imaginative tonal con-
figurations]» [1, p. 109]. Note that Berger's assess-
ment concludes with a sort of mea culpa in brack-
ets-resulting from his lack of familiarity with cer-
tain twentieth-century trends and composers at the
time he had written the article. His contempt for
humor in Western art music places him in oppo-
sition to several more recent writers who acknowl-
edge the role of humor even among such 'serious'
composers as Haydn (Wheelock [31]), Mozart
(Lister [20]; Choi [5]), Beethoven (Spitzer [27]),
and Brahms (Papadopoulos [23]).

As regards the views of eighteenth- and nine-
teenth-century composers, excerpts from the liter-
ature show Haydn's discontent with some musical
onomatopoeia he had employed in The Seasons:
«To this were added several minor annoyances
that arose between him [Haydn] and Baron van
Swieten on account of the text. Haydn was often
annoyed over the many graphic representations or
imitations in The Seasons. Above all the croaking
of the frogs displeased him. He sensed something
base about it and tried to keep it from being
heard. Swieten took him to task on this account,
produced an old piece by [Gretry] in which the
croaks were set with prominent display, and tried
to talk Haydn into imitating it. He, at last pro-
voked by this, resolved to be pestered no longer
and gave vent to his indignation in a letter in
which he wrote, «It would be better if all this
trash were left out» [13, p. 186-187].

Yet, Berlioz, writing only three decades later,
in 1837, lists Haydn's The Seasons among the most
successful works to have employed imitation in
music: «Haydn <...> in his essentially descriptive
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works The Creation and The Seasons, does not
seem to have lowered his style appreciably when,
in order to follow the poem, he applied imitation
to such agreeable noises as the warbling of tur-

tledoves-an imitation that is, moreover, quite
exacty» [6, p. 39].
And even if, in the same essay, Berlioz

claims that «not a single great composer of any
school has neglected to use this notable element
of art» [p. 36], Blackburn describes the avoid-
ance of musical onomatopoeia on the part of
composers in these terms: «... music, far more
than literature, lends itself to the reproduction,
through artistic means, of the natural noises of
the world. And yet the fact is so obvious that
it would appear that for this very reason musi-
cians have, to a large extent, refused to avail
themselves of their opportunities, and have
secluded themselves from any suspicion of nat-
ural imitation» [2, p. 165].

Such sentiments were further echoed by
Sloboda's «The Musical Mind», in which he
acknowledges and regrets the scarcity of 'explicit'
examples of musical onomatopoeia®:
«Unfortunately, very little music has such explic-
it extra-musical reference, and even in that which
does, its reference does not exhaust its signifi-
cance. <..> Musical reference is special because
the music 'makes sense' even if the reference is
not appreciated by a listener» [26, p. 60].

More recently, Howard (in his 1972 «On
Representational Music») argues that an imitative
approach does not necessarily preclude an expressive
outcome — hence, there would be no reason to
condemn an imitative aesthetic a priori. Mache has
also played an important role in the defense of imi-
tative approaches in musical composition by creating
in 1983 the field of zoomusicology, whose main
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concerns include the use of animal sounds in human
music — a practice that represents a considerable
fraction of the onomatopoeic repertoire. Furthermore,
Mache has associated the opposition between inner
world and external world, the contempt for the lat-
ter, and the subsequent devaluation of musical ono-
matopoeia, with a long line of musicians, theorists,
and philosophers since Damon and Plato (5" c. BC),
and whose main defenders in the last two centuries
include Richard Wagner and a number of 20"-cen-
tury composers from Arnold Schoenberg to Pierre
Boulez. By mentioning the imitative «painter» and
the «romancier», in addition to other passages from
the same book where he criticizes Platonic aesthet-
ic values, Mache seems to be reacting to aesthetic
principles derived from the tenth book of the
Republic. A parallel to the questioning of the Idealist
thought in music can be found in Umberto Eco's
art criticism, which offers strong counterarguments
to the «idealistic aesthetic» in the 1960s through the
essay «La scoperta della materialy. In the closing
paragraphs of this quasi-manifesto, Eco claims that
contemporary art has rediscovered the value of mat-
ter («L'arte contemporanea ha scoperto il valore e
la fecondita della materia») in response to the «ide-
alistic aesthetic». He concludes that we do not think
in spite of our body, but with our body («Noi non
pensiamo nonostante il corpo ma col corpo»), and
reaffirms the aesthetic ties between contemporary art
and the rights of matter («diritti della materia») [11,
c. 213]. Although Eco's materialistic criticism was
not directed towards music, his views, along with
those of Levin, Harley, Mache, Howard, Russolo,
Berlioz, and Carpani, can both help build arguments
against the excesses of the Idealist thought in music,
and provide support for further scholarly research
on musical onomatopoeia.

NOTES

' See the literature on p. 83-84.

% The innovative aspect of Sloboda's argument, i.e., the sup-
posed link between musical onomatopoeia and semantics in
music, is, however, developed prior to the above excerpt:
«Clearly, there is much in musical behavior which can be
accounted for by considering musical representation to be a
closed sub-system with no essential links to other cognitive
domains. This system merits study, is the principal topic of
discussion in this book, and is the subject of the most promi-
nent research initiatives in the area. However,
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I believe that the available evidence forces us to accept that
there is some 'leakage'. Musical experience is translated into
other representational modes. <..> What is it that makes music
have meaning for us? One possibility is that it mimics the
sounds which occur in extra-musical contexts. There is a great
deal of music which employs mimicry to considerable effect
(woodwind 'birdsong' to suggest a pastoral scene, glissandi vio-
lins to suggest the howling wind of a storm, and so on). Our
recognition of these meanings requires only the knowledge of
the appropriate extra-musical sounds» [26, p. 59].



