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My3bikanbHbIW kog B pomaHe Mackans Kunbsapa «Bce ytpa mupa»

Mautok A. A. MysnuHui koa y pomani Mackansa KiHbsipa «Bci paHku cBiTy». CTaTTio NpucBAYeHO aHanisy
aBTopCbKOi cTpaterii 6yayBaHHS «My3uuHoro» TekcTy B pomaHi . KiHbsipa «Bci paHku cBity». B cratTi
pO3rnaaaTbes iHTepMeianbHi 38'3k1 (My3UYHUIN KOA) pOMaHa Ha NePCOHaXHOMY, CHOXKETHO-KOMMO3MLIIAHOMY,
npobrnemMHo-TeMaTUYHOMY, MiPOMOETUYHOMY Ta PUTMIYHOMY PiBHSIX. My3uKanbHICTb niTepaTypHOro TEKCTy €
aBTopcbkot cTparterieto M. KiHbsipa, OCHOBHI NOCTynaTu §KOi po3rnsgalTbCs B MY3WYHIM Teopii «BTpaT»
nMcbMeHHMKa. My3nyHuiA Ko y poMaHi po3KpUBAaETbCS 3a JAOMOMOIOK «MY3UYHOTO iIHCTPYMEHTapIito».

Kntouosi cnosa: M. KiHbsip, iHTepmeaianbHicTb, My3M4HUIA KoA, My3uyHa Teopis, Opden, «cnoBecHa
My3MKa».

Maurok A. A. MysbikanbHbi Kop B pomaHe lNackansa KuHbsipa «Bce ytpa mupa». Ctatbs nocssieHa
aHanuay aBTOPCKOWM CTpaTernn NocTPOeHUs «My3blkanbHOro» Tekcta B pomaHe I. Kuhbspa «Bce ytpa mupay.
B crtatbe paccmaTpuBalTCs MHTepMeamanbHble CBA3M (My3blKamnbHbI KOA) pOMaHa Ha NepcoHaXHOM,
CIOXXETHO-KOMMO3NLMOHHOM,  NPOGIEeMHO-TeMaTUYeckoMm, MUEOMNOITUHECKOM U PUTMUYECKOM  YPOBHSIX.
My3blkanbHOCTb NMTEpaTypHOro TekcTa siBNsieTcs aBTopckow crtpaTervient . KuHbsipa, OCHOBHblE MOCTynaThbl
KOTOPOW pacCMOTPEHbI B My3blKanbHOW Teopun «yTpaT» nucatens. MyablkanbHbIvi KOO B pOMaHe packpbiBaeTcs
C NOMOLLbIO «MY3bIKanbHOTO MHCTPYMEHTapuUsi».

KnioueBble cnoBsa: . KuHbsp, MHTepMeAnanbHOCTb, My3biKarnbHbIW Kof, My3blkanbHasa Teopusi, Opden,
«crioBecHasi My3blKa».
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Matsiuk A. A. The music code in P. Quignard’s novel «All the World's Mornings». The article is devoted to
the analysis of author’s text musical strategy in P. Quignard’s novel «All the World's Mornings». We examine the
intermediate relations (the music code) of the novel on different text levels such as personage, action-
composition, problem-subject, myth-poetical and rhythmical levels. The text’s musicality is P. Quignard’s
strategy postulated in his music theory of «loss». The novel’s music code is discovered in the «musical toolset».
Key words: P. Quignard, intermediality, the music code, the music theory, «verbal music».

OnHOM M3 TeHAEHIMI COBPEMEHHOW (paHIly3CcKOM
Ipo3bl  SIBISIETCSl TOMCK T'HMOPHIHOTO  JIHCKYypca,
BOIUTOIIAIOIIETO MHTEpMEINaTbHBINA croco0
MenuteHus ncatens [2; 21]. Tropuectso I1. Kunbspa
(pomn. 1948) peammsyer co0oif  OCO3HAHHYIO
MHTEPMEIUANBHYIO CTPAaTerHio, TAE My3blka W
JIUTEepaTypa, B3aUMOIEHCTBYS, 00Opa3ylOT HOBBIH BHI
My3bIKanbHOM Npo3bl. Takoil BUA MHTEpMeIUaIbHOCTH
pa3BopauuBaeTCs, NMPEXAE BCEro, B «IUIAHE CTHUIISLY,
onpenensdsch WHAMBHUIAYalIbHOCTBIO aBTOpa MU €ro
TUYHBIM omnbIToM [4:11]. VIMEeHHO MO3TOMY Ba)KHBIM
(axropom npu H3Y4EeHUHN aBTOPCKOH
MHTEPMEINAbHOCTH  COBPEMEHHbBIC HCCIIEIOBATEIH
CUUTAIOT JUYHOCTH aBTOpa [4:12].

I1. KuHbsp npUHAUIEKUT K IOKOJIEHUIO MUcaTeae
MIOCTBOCHHOTO IepHoAa, CGHOPMUPOBABIINXCS MO
BIHMSIHAEM BTOpoil MHpOBOI BOIHEI M COOBITHI Mas
1968 roma. OH BBIPOC B CEMbE JMHIBUCTOB U
MY3bIKaHTOB, OTCIOZIa — €ro JI000Bb K JIUTEpaType U
My3bike. CaMbIM Ba)KHBIM (HIOCO()CKUM BOIPOCOM
JUIA TTUCATeNIs CTal BOIPOoc 00 HCTOKAX, BO3ZMOXKHOCTSIX
U Tpefenax pedyd, MOCKOJIbKY OH caM cTpajgan eé
paccTpoiicTBOM (MyTHU3MOM). Konnenmust
MY3bIKaJIbHOCTH JIUTEPATyphl COSANHMUIA B ceOe HIeto
OTCYTCTBUSI peuH (THUIINHBI KaK yCIOBHS TBOPUYECTBA) U
BO3MO>KHOCTH MY3BIKQJIEHOTO HCKYCCTBA.

TBopuecTBO mcaTerns, OTMEUYEHHOTO
T'onkypoBckoit mnpemueir B 2002 ropny, sBisiercs
00BEKTOM HM3YYeHHS MHOTHX HCCIIIOBaTeNIe BO
Opanin 1 3a pydexom (Bruno Blanckeman [5],
Philippe Bonnefis [17], Dominique Rabaté [16],
Chantal Lapeyre-Desmaison [8], Josiane Paccaud-
Huguet [9], Dominique Viart [21]). Pomansl u scce
Kunpsipa paccMaTpuBarOTCsI B CBETE€ PAa3IMYHBIX
TEOpUN ¥ METOJOJIOTHH (TICMX0aHAN3, AaHTPOTIOJIOTHSI,
¢unocodusi, THTEPTEKCTYyaIbHOCTh, CEMHOTHKA H T.11.).
MysbikanpHOCT  Tpo3bl  KuHBSpa  HEOIHOKPAaTHO
oTMevanach yuensiMu [7; 8; 10; 17], oaHako
CHCTEMaTHYECKOTO aHali3a MY3BIKAIBHOTO  KoOJa
pomana «Bce yrpa mupa» m0 cux mop He ObLIO
HOPEJIOKEHO, YTO ONpenenseT aKTyaJbHOCTb HAallero
HCCIIEIOBaHMUS.

Ounocodeko-screTndeckne  uaen  KuHbsApa,
n3nokennsle B acce «La Legon de musique» (1987)
(«Ypoxk myseikn»), «Le Nom sur le bout de la langue»
(1993) («Mms Ha xoHUHKe s3bIKay), «La Haine de la
musique» (1997) («HenaBucth K My3bike»), «Vie
secrete» (1998) («Taiinas xusHb»), «L'Origine de la
danse» (2013) («McToku TaHuay), «Mourire de penser»
(2014) («Cmeptb oT MBICTHY), «Critique du jugement»
(2015) («KputHka cykneHHs») HPEICTaBISIIOT CO00i
TEOpeTHYecKyl0  0a3y, HMIUIEMEHTHPOBaHHYIO B
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pomMaHHOH mpo3e. My3sblka CcTaja /il I[UcaTens
9KCIIEPUMEHTAJIbHOW IOYBOW €ro  JIMTEpaTypHBIX
TBOpEHMH, OOBEAMHEHHBIX  0C000il  aBTOpPCKOU
JIUTEePAaTypHO-MY3bIKaNbHOW KoHIenmueil  («Carusy,
«Le Salon du Wurtemberg», «Tous les matins du
monde», «L'Occupation américaine», «Villa Amalia»).

B pamxax maHHOI CTaThHM MBI CTaBUM Tiepen co0oi
3a7a4y BBIABUTH W IPOAHAIU3HPOBATH MY3BIKAIBHBIH
kox B pomaHe «Bce yrpa wmwupa» (1991) xax
CO3HATENBHYI0 aBTOPCKYIO CTPaTEeTHIO IOCTPOCHUS
«MY3BIKQJIbHOT0» TEKCTA.

My3I>IKaJ'IbeIe OJICMCHTBI B pOMaH€ BBICTpAaMUBarOT
WHTEPMEIUANbHBIE CBS3M Ha Pa3IMYHBIX YPOBHAX
(mepcoHaxHOM, CIO’KETHO-KOMITO3HIIHOHHOM,
pOOJIEMHO-TEMAaTHIECKOM, MH(OTIO3THIECKOM,
MOTHBHO-O0pa3HOM,  PHTMHYECKOM),  ONpPEIEIISI
BHYTPEHHIOIO CTPYKTYpPY TEKCTA. Kunbsp
MOAYEPKUBAECT BAXKHOCTH  MY3BIKAIbHOH  OCHOBBI
cBOoero TBopueckoro mporecca: «Les livres que j’écris
je me les résume a I’intérieur de mon cerveau comme
le plan [...] & l’aide de la musique. Les anciens
Romains préféraient prendre des fresques pour résumer
leurs déclamations, moi ¢’est la musique qui m’aide a
me rappeler de tout» («Kuuru, xotopwle s mumy, s
PE3IOMHPYIO B CBOEM MO3TY Kak IUIaH [...] ¢ HOMOLIBIO
My3bIKH. JIpeBHHE pPHMIIIHE TPEINOYUTAIN (PECKH
JUISl PE3IOMUPOBAHUS CBOMX peueil, a MHE IOMOraer
BCE 3allOMHHTH MY3bIKa») (37eCh M Jajee MepeBOx
Haml. — A. M.) [20]. [To3TOMy CTPYKTYpPHO-CMBICTIOBAs
KOMITO3HIIMSI pOMaHa OCHOBaHa Ha MY3bIKaJIbHOM KOJIE.
Crneunguka KHHbSIPOBCKOTO TEKCTa OTBEYAET TEPMHUHY
C. II. Illepa «cmoBecHast My3bIka» [19], Mo KOTOPBIM
MOHMMAETCsl OpraHM3alys JUTEPaTypHOrO Marepuaia
[0  TpUMEpPy  MY3BIKAJBHOTO  («MY3BIKAaJIbHAS»
CTpYKTypa TEKCTa, €ro MHTOHAIUs, pPUTMHKA U
cMmbiciioBast opranmzanus). Jns Kusesipa wmysbpika
UMEeT BHE3EMHBIE HCTOKHM, OHa MpPEIEeCTBYET
TIOSIBJICHHIO YEJIOBEKa Ha CBET, €r0 Peu, a JINTeparypa
3aUMCTBYET CPEACTBAa BHIPAKCHUS Y MY3BIKH, BHIS B
HEl Hekui uaean GopMEl.

Poman «Tous les matins du monde» («Bce ytpa
MHpay») CTaJl CaMbIM H3BECTHBIM Ipom3BeneHueM I1.
Kunpspa  Omaromaps  OJHOMMEHHOMY  (DHIBMY
pexuccepa Amana KopHo. B ocHoBe pomMaHHOTO
CIO)KeTa — HCTOpUs IBYX My3bIkaHTOB XVII Beka —
Cenr Komomb6a (Sainte Colombe) u ero yuenuka
Mapana Mape (Marin Marais). Hcropust cosznanus
poMaHa BOCXOIUT K TIIEPBOM dYacTH 3cce «YPoK
Mmy3bikm» (1987) [11], mazBannor «Un épisode tiré de
la vie de Marin Marais» («29mmu30/1 U3 *U3HH MapaHa
Mape») [10:9], rne Kunpsip onuceiBaeT »KU3HEHHBIH
MyTh HAa4YMHAIOWEro My3blkaHTa. CIOXKeTHas JIMHUS
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Mape MOBECTBYET O MOJIOZOM YEJIOBEKE, M3YydYaBIIEM
MeHHEe B [IEPKOBHOM xope Saint-Germain I’ Auxerrois u
W3THAHHBIM OTTYAa W3-3a JIOMKH Tojoca. YToObI
«domestiquer la mue» («mpupyunts ToMKy») [11:19],
UMHTHPOBATh YEIOBEYECKUH T'OJIOC, OH PEHIaeT CTaTh
MY3bIKAHTOM M WUIpaTh Ha BHOJEC A€ ram0a, uas B
YYEeHUKH K TpociaBiieHHOMY BUpTyo3y Cent KomomOy.
Buona ne ramba He ciydaiiHO BeIOpaHa KuHbspoMm B
KayecTBE TIJIABHOTO MY3bIKaJbHOI'O HWHCTPYMEHTa B
pomaHe. DTOT CTPYHHBIH CMBIYKOBBIH HHCTPYMEHT
XVIl Bexa OmM30Kk 1O pa3sMepy W JHama3oHy K
COBPEMEHHOW BHOJIOHYENH, CTal €€ MpapoaUTEesIeM.
VYIoMHHaHHWE JTOrO0 CTapUHHOTO HHCTPYMEHTa B
npyrux pomana mmcatens («Camon B Bioprembeprey,
«Teppaca B Pumey), kak M cHCTeMHOE oOparieHune K
smoxe 6apokko (My3bIKaibHas crenuanusanus [apis
B pomane «CanoH B Broprembepre» [12] — Mmy3bIka
0apoKKO), TMOTYEPKHBACT 3HAYMMOCTH KYJIBTYPHOTO
MPOLUIOTO W Ba)KHOCTh MOTHBA MPOHUCXOXKICHHSA B
KUHBSIPOBCKOM KOHLICIILIUY.

[Mucatenp OTHOCHTCS K MY3BIKE 3MOXH OapOKKO
Kak K «une imitation de la langue sans acception de
langue ni de sens» («uMHUTAIMK SI3bIKA, 0€3 MPUHATHS
sI3pIKa, W ero 3HaueHus») [12:320]. ImenHo moaTomy
€ro MEepCOHaXU NPHOETAI0T K MY3bIKE JTOH JMOXH —
Kak K BO3MOXXHOCTH BBIPa3UTh 4epe3 OapodHble
MY3bIKaJIbHBIE MTBECHI TO, YTO OHM HE MOTYT BBICKA3aTh
B peun: «La musique baroque, aprés la Renaissance,
avant la Révolution — jamais une musique ne fut si
proche du langage. La réside la raison, le nceud secret
sans doute de la passion qui me porte vers elle»
(«My3pika Gapokko, Tmocie Peneccanca, mepen
PeBoumtorinet — HuKoraa Gosblie My3bIka He ObIIa Tak
O0nu3ka K peuyd. MIMEHHO B 3TOM KpOeTcsl NMpHUYHHA,
TaitHasg cyTh cTpacTH K Heil) [12:320]. I'epou Kunbspa,
UCTIONHAIONINE MY3bIKy dmoxu ©Oapokko (CeHt-
Komom6, Hlapne IllleHOHB) — MY3BIKAHTHI-BHPTYO3BI,
OTJIMYAIOIINECsT CBOMM acKETHUECKHM H 3aKpBITHIM
00pa3oM >KHU3HH.

My3bIKanbHast ICTETHKA poMana
OpeIonpenesseTcst yKe ero HaszBaHumeMm «Tous les
matins du  monde» («Bce ytpa  Mwupay),

NPEeACTAaBISIIONMM co0OH Hauyayio (passl U3 CaMoOro
Tekcra: «Tous les matins du monde sont sans retour»
(«Bce ytpa mmpa 06e3Bo3BpaTHO yxomsaT») [14:65].
HasBanue 3akimouaer B ce0Oe psjJ  HUMILITMIUTHBIX
CHMBOJIOB, BOCXOOANINX K My3BIKaJ'H)HOI\/'I KOHLICIIIIUN
aBropa. CHMBOIM3HPYSI POKACHHE W BO3POXKICHHE,
YTpO, MOSBISACH M3 CyMEpeK, HeceT B ce0e THUILHHY,
HEOOXOJUMYIO  KHHBSIDOBCKUM  TIEPCOHAXKAM ISt
TBOpUYECTBA. bBeE3BO3BPATHOCTh U OTYASHHE YTPATHI
BOIUIOIEHBI B CUMBOJIE HOYH, KOTOPAst BEAET K CMEPTH
(camoybuiicTBo MajieH Houbto): «Tout ce que la mort
otera est dans sa nuity («Bcé, dro 3abeper cMepTs,
HaxoauTcs B e€ Houm») [14:33]. OgHako HOYB M YTPO
HE  CTOJBKO  TPOTHBOIMOCTABISIOTCS,  CKOJBKO
COCymIecTBYIOT. ECiin cMepTh — 3TO HOYb, a KU3Hb —
3TO yTpO, TO, MOJOOHO TOMY, KaK HOYb IPUXOAWUT Ha
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CMEHY yTpY, TaK U CMEpTh SBISETCA COCTaBIAIOIIEH
Ku3HHU, modToMy 3akaT Centr Kosomba cMmensercs
3apeit Mape: «ll faut une aurore a cette nuit» («39toit
HOYM HyXHa 3aps») [13:181]. Jlume My3bIKa,
MOSIBIASACH W3 APYroro MHpa, TJ€ IApHUT THIIHMHA,
MOXET «BEPHYTb» WM BOCIETh  YTPadeHHOE,
nockonmbky «l’art n’obéit a aucun ordre du temps»
(«HCKyccTBO HE MOAYMHSACTCA HHUKAKOMY IOPSIIKY
BpemeHu») [13:172]. Takum o0Opa3om, CIOBO «yTPO»
aCCOIMAaTUBHO CBSI3aHO C THUIIMHOW, KOTOpas U
SIBIIICTCA NPapOIUTEIbHULIEH MY3bIKH, HETIOBIACTHON
BPEMEHHBIM U3MEHEHUSIM U CYLIECTBYIOLIEH Beera.

B pomane «Bce ytpa Mmupa» Cenr Komom0
SBIISIETCS MIPOTAarOHNUCTOM, BOIIIOIAFOIIIIM
mysvikanbuylo  meoputo  «ympamy  11. Kusespa.
[Ticatens akneHTHPYEeT BHMMaHWE HA TPEX yTpaTax
[11:57], cBOMCTBEHHBIX YEIOBEKY: yTpaTa €IMHCTBA C
MaTepbio pu POXICHUH, yTpara Tpe-
JMHTBUCTHYECKOTO COCTOSIHUSI TIpH TIPHOOpETEHHH
HaBBIKOB PEYM U yTpaTa JETCKOTO rojoca MpH «JIOMKE»
rojgoca y MaJbYMKOB. My3bIKa JaeT BO3MOXKHOCTh
KOMIIGHCHPOBATh 3TH yTpaThl, OKa3biBasch «le seul lien
entre le perdu et le retrouvé, c’est un son entendu dans
I’autre monde, que le musicien a pour vocation de faire
revenir» («eIMHCTBEHHOM CBA3BI0 MEXIY yTPAUuCHHBIM
1 0OpeTEHHBIM, 3TO 3BYK, yCHbBIIIAHHBINA B HHOM MHpE,
KOTOPBIi MY3BIKaHT TpH3BaH BepHYTH») [18: 101].
My3BIKaHTBI, UCTIONB3YsI MY3bIKaJIbHBIE HHCTPYMEHTHI,
«travaillent une voix qui ne les trahira pas»
(«paboTaroT HaJ roJIOCOM, KOTOPBIH HE MPENacT HX»)
[11:34].

Cent Kosnom0, morepsBmInil M00MMYIO CyHpyry,

yTEIIaeTcsl JIMIIb YXOIOM B MY3bIKy, KOTOpas
MO3BOJAET €My  «BOCKPEHIaTh»  CBOIO  JKEHY,
YCTaHABJIMBAsl KOMMYHMKAIMI0 MEXAY «UHBIM» H

peanpueiM Mupamu: «La musique aussi est une langue
humaine» («My3bIKa — 3TO TOXE YEIIOBEUSCKHUH SI3BIK»)
[14:35]. My3bIKaHT  COYMHSET CBOM  JIyYllHe
npou3Be/ieHust B mamsiTh o Heit: Tombeau des Regrets,
Le Pleurs, Les Enfers, I’Ombre d’Enée, la Barque de
Charon. Hassauusi mpousBeleHUH U My3bIKAIbHBIX
HHCTPYMEHTOB HECYT BaXXHYIO CMBICIIOBYIO HarpysKy,
SKCIUIMLIMTHO [JEMOHCTPUPYS MY3bIKaJIbHBIH KOJX B
pomane. TpaypHas My3bikanbHas peanusanusi CeHT
Konom0a cTaHOBHMTCS €ro CrnaceHHWeM OT BHEIIHETO
mupa u yoexuiiem ero aymm: «ll n’y avait que dans
ses compositions qu’on découvrait la complexité et la
délicatesse du monde qui était caché sous ce visage et
derricre les gestes rares et rigides» («Jlumb B ero
COYMHEHHUSIX MOXKHO OBLIO OTKPBHITH BCIO CIIOKHOCTH U
JISIIMKATHOCTh MUPA, KOTOPBIC OBLIH CIPATAHBI IO €r0
MacKOH M CYpOBBIMH PEAKUMHU skecTaMu») [14:11]).
Bce mepcoHaku B poMaHe CBS3aHBI C MY3BIKOH,
OJTHAKO COOCTBEHHBIM <(3BYYaHHEM)» 00JANa0OT JHIIh
nBa reposi — Cenr Komom6 u Mapan Mape. «V0iX

rauque»  («xpumiabslid  rojocy)  [14:26]  Mape
CHUMBOJIU3UPYET €r0  HAJJOMICHHYIO  JIMYHOCTb.
YysctByss cebs «une béte bélante» («6reromrum
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JKUBOTHBIM») [14:23], oH m30upaeT mMyTh My3bIKaHTA
Kak MecTb cBoeMy rojocy [14:24], mnpuuem
MOTHBHPOBKOH CIyX)aT CKOpee aMOHIHH MOJIOZOTO
Kapbepucra, 4YeM JKEJAHWE II03HATh MHpP MY3BIKH.
ITepconaxx Cenr Konomba aHTaroHHWCTHYEH BCEM
MEPCOHAXAM, OTHOCSIIMMCSA K 3€MHOMY MHDY.
3Byuanne Cent Konomba — B TummHe. MOT4anuBHIi U
3aTBOPHUYECKUN 00pa3 JKU3HU MPEACTaBIsAeT COOOH
BBI30B PEUILHOCTU U €€ 3aKOHaM (MMEHHO I03TOMY OH
OTKa3bIBACTCS  OBITH  MPHUIBOPHBIM  MY3BIKAHTOM,
urpate 1us kopoissi). Cent Komom6 «n’avait guere
d’attachement pour le langage» («coBceM He TAroTed K
peun») [14:7], mosToMy co3HaTeIbHO BHIOpanM WHOM
crnoco0 OoOmeHusT — My3BIKaTBHBIH U (IIOCODHUIO
MOJYaHUS KakK INPOAOJDKEHHE THIIHMHBL CloBO Ams
HETO YyTPaTHIIO 3HaYEHHE, IIOCKOJIBKY CTaJI0 aTpUOyTOM
BHEIITHEr0 MUPa, TOT/Ia KaK My3bIKa HOCUT CaKpaJIbHBIA
XapakTep, OHa MOA0OHa OOXXECTBEHHOW MaTepwH,
MIOCKOJIbKY WMEET BHE3EMHBIC MCTOKH. My3ummpys,
Cenr Konom0O BIOXHOBISIETCSI MHUPOM HEBEJOMOIO
Hanékoro (Le Jadis) [13], u3 KOTOpOro mpoM30IILIa
My3blKa, W HaxoJUT BBIXOJ B HHOe ObITHE,
IIOCTPOECHHOE us3 MOTYCTOPOHHEHN U npe-
JUHTBUCTHYECKON Matepuu. OIHOBPEMEHHO C O3THM,
«MY3bIKaJIbHAsl TADMOHUS» CTAHOBUTCS JIJIsl My3bIKaHTa
«BHEPAIMOHAIBHBIM ITyTEM HMOCTHXEHHSI MUPO3IaHI»
[3:81], ocHOBaHHBIM JIMIIL Ha YYBCTBEHHBIX Hayalax,
YTO AT €My BO3MOXHOCTh OINYIIATh INPHCYTCTBHE

JKEHbl W CO3/aBaTh mpom3BencHus, «capables de
réveiller les morts» («cmocoGHble — pa3dymuTh
ymepmux») [14:69]. MoxHo cka3ath, uro CeHT

Konom0 (xak u cam Kunbsip) cosepuaer MHp CKBO3b

MIPU3MY MY3BIKH, CTaBLICH IbIE HETO
dbopmoobOpasyromuM ¥ KU3HEHHO HEOOXOAMMBIM
MPOCTPAHCTBOM.

My3I)IKaJ'H)Ha$[ TeMa npeacTraBjiCHA u B

MudpomodTHIecKoM acnekte pomana (/. Pabare [16],
K.-JI. Torpo [10]) B UMILTMIMTHOM CpaBHCHHU
cympyroB Cent Konmom6 ¢ Opgeem u Igpuduxoi.
OmnakuBaHue MIOOMMOW B My3bIKe, HAAEXKIa
«BEpHYTH» €€, oOpalleHne K «Marum» My3bIKH, CIIOBHO
CIyCK B LApCTBO AWJa, IPU3PAYHBII 00pa3 cynpyry,
spisttomuiicss Cent KomoMOy, clI0BHO TeHb DBPUAMKH,
Ta0y Ha NPHUKOCHOBEHHE K JKEHe, MOJOOHO 3ampeTy
ornsaHyThes B uetopun Opdes. B acce «Ceke u cTpax»
Kunpsp 3amaer Bompoc: «OTdero morisaen Hazaj
Opdeii?» [1:147]. U otBewaer: «To, 4TO c33mM»,
3armevyarieBaeTcs B IMla3ax OTJITHYBIIETOCS TaK Ke, Kak
MpOILIOE KUBET B HbIHeUIHeM» [1:147], monuepkusas,
TaKUM 00pa3oM, BIMSHHE MPOLLIOro Ha YeJIOBEUECKYIO
*ku3Hb. CornacHo KuHbspy, HEBO3MOXHO HOCTHYb
TallHy HaIIero MPOUCXOXKIECHUS, MOXKHO JIUIIb
npuOIM3NTBCS K 00pasy aToi TaiiHbl. [loaToMy Magam
ne Cenr-Konom0 sBusercs OOBEKTOM  yTpaThl
YTpaThl MY3bIKaJIFHOTO (CIIyXOBOTO) Haydasa 4ejoBeKa,
KOTOPYIO MYy3bIKa Cent-Konomba IBITAETCS
BOCTIOJIHUTh WM XOTS OBl 3ameuarsierb. [loxoiiHas
Cymlpyra, MOSBISIOMAsACA B BHIC (aHTOMA «une
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version visuelle de la musique» («BusyasibpHOU Bepcun
My3bIkH») [7:14], cymiecTByeT IHIIb B MOMEHT €€
ucnonaeHus. Mu¢ 06 Opdee Kunpap ucmonbzyer B
pPOMaHHOH TpoO3€, BBIACISII B HEM OIpEICICHHBIC
(parMeHTBI, XapaKTepU3YIOMHWE TOTO WM HHOTO
repost. Tak, B pomane «CanoH B Broprembepre» [12],
cpaBHeHne ¢ OpdeeM CHUMBOIHM3HPYET BO3BpAIICHHE
(cmyck B TOTYCTOPOHHMHA MHp) Teposi K CBoeit
OBpuauke, mnpezacraBieHHoW «la grande maison si
haute» («OonpIIIM BBICOKUM JIOMOM»),
cuMBoNM3MpylomuM «le visage de maman» («MaMHHO
muio») [12:261]. B pomane «Bumia Amanus» [15] B
obOpaze AHH yJaBIMBaeTCs CpaBHEHHE C 00pa3oM
Opdes-«co3maremss» («créateur») [10:379]. Oobmee,
YTO CBS3BIBACT YNOMUHAHUS MH(a B POMaHHOH Ipo3e
Kunpsapa — 310 My3blkanbHast oxapeHHOCTh Opdes u
ero OplTme TBOpHa-oTmenbHUKA. O0pa3 Opdes
CHMBOJIM3MPYET BTOPOH IIaHc aist repoeB KuHbspa:
Opdeit, cyMmMeBmIMIA CHYCTHTBCA H TOTHATHECA U3
3arpoOHOTO MHpa, HAJeNeH CBEpXYEJIOBEUECKHUMHU
CHOCOOHOCTSIMH Oyiarofapsi cBoeil He3eMHOH My3BIKE,
TaK K€ KaK TAJAHTJIMBBI U CAMOOTBEP)KEHHBI B CBOEM
Jielie BCE KUHBSIPOBCKUE T'€POM-MY3bIKaHThI.

Kunpsp obpamaercst K My3bIke He TOJIBKO B CBOEH
(hr0cohCKO-3CTETUUCCKON KOHIENIUK  (HaIIe e

oTOOpakeHHE B  CIOKCTHO-TIEPCOHAXKHOH  KaHBE
poMaHa), HO ® TpuOeraer K HCIOIH30BAHUIO
KOHKPETHBIX MY3BIKaJIbHBIX 2JIEMEHTOB IS
obOoramieHust TEKCTa W JOCTIDKEHUS  dddekra
MY3BIKQIBHOTO 3BY4aHHs. [lucaTemb HCHOIB3yeT
MIPUEMBI MY3bIKaJIbHON TEXHUKHU [6:65],
KOPpETUPYIOIIHe c 3aKOHAMH MY3BIKaJIbHON
kommosuiuu. Cpemd  HHUX ~ MOXXKHO  BBIICIIUTH

KOHTPAITYHKTBI, MOAYJIAINH, BAPUAIIH U PEIIPU3BL.

Konmpanynkm, sSBIsisiCh NPUHIMIOM NONMAGOHUH,
ImpeAcTaBIsieT  coboil  couyeTaHHe  HECKOJIBKHX
pasHOHAIPABIICHO JBIKYIINXCS TOJOCOB. B TekcTe oH
BO3HMKAaeT B WJAEHHBIX CIOpax TepoeB (IHAJIOTH
Mapana Mape u Cent Komomba o mpenHa3sHaueHHH
MY3BIKH). Mooynayus — Tiepexo]] MEIOIUN W3 OJHOH
TOHAJIBHOCTH B JAPYIyIO, TPOSBISETCS B CMEHE
HACTPOEGHUH B paMKax OJHOTO 3Mu301a («BCTPEUM» M
muanorn  cynpyroB  Cent Komom6 Bo  Bpems
MY3ULUPOBaHus). Bapuayus seisercs Mmoaudukaimeit
TEeMBI B K&)XJIOM HOBOM €& MOSIBICHHUEM B OJHOM HIJIH
HECKOJBKUX Mpou3BeAeHusAX. [IpuMep — Tema «JIOMKH
rojoca» y MaJbuuKOB (B 3cce «YPOK MY3BIKH» — OHA
Tparn4yHa u ¢atanbHa 4yt Mape, B pomane «Bce ytpa
MUpa» TaKXkKe fABISIETCA «KaMHEM NPETKHOBEHUs», HO
OIHOBPEMEHHO JaeT BO3MOXHOCTb TE€pOK CTaTh
yuennkoM Cent Komnomba). Penpusa — moBTOpeHHE

My3BIKQJIBHOIO WM  JIMTEPAaTYpHOrO0  Marepuaia
(manpumep, xwuszHeonucanne Cenr Kosomba u ero
Joaepeit).

Orot «MY3bIKaJIbHbII MHCTPYMEHTApUN»

CTPYKTYPHUPYET IHUTEPATYPHBIH TEKCT, YTO MOXKHO
MoKa3aTh Ha mpuMmepe TiaBel X ONHOM U3
KyJIbMUHAIIMOHHBIX B UACHHON CTPYKType poMaHa (3TO
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muanor Cenr Konomba c¢ cynpyroii-npuzpaxkom)
[14:27-28]. [leneHwe TekcTa BHYTpPU TJIaBbl Ha
HeOoypImme ab3alel BU3YATU3UPYET PACHOJIOKECHUE
nays, IOJYepKUBAIOIINX CACPKAHHOCTD M BHYTPEHHEE
HaIpsDKCHHE MOBECTBOBaHUS. BcTymurenbHbIe (pasbl
HACTpaWBaOT YUTATENs HA 06e33a00THEII max: «Le petit
air de badinage que lui avait joué ’enfant lui revenait
parfois a Desprit et il en était émuy» («Urpusas
MEJIOJHs, MCIOJIHEHHAs IOHOLIeH, WHOTaa MPUXOIuiia
eMy Ha yM, W BoilHOBaia ero») [14:27]. 3arem
NPOMCXOJTUT  CIOKETHOE  CMEIIEHHE,  KOTOpoe
OTKPBIBAET BEIYIIYI0 MY3BIKAUIBHYIO JITHHUIO TJaBbI —
OTHOIIEHHS MEXIy MY3BIKAaHTOM U ero cynpyroii: «La
quatrieme fois ou il sentit le corps de son épouse a ses
cOtés, détournant les yeux de son visage, il lui
demanda : « Parlez-vous, Madame, malgré la mort ?»
(«B 4eTBepTHIil pa3 HOYYBCTBOBAB TEJIO CBOCH CYNPYTH
psLIOM, OH OTBEJ B3MUISA OT €€ JIMIa U CIpocHi eé:
«oBopute nu BB, ManmaMm, HECMOTpsS Ha TO, YTO
MEpTBEI?») [TaM xe].

Pa3Butrem Tembl CJIYKUT OIMMUCAHUEC T'0JIOCA KCHBI
U TEX YYBCTB, KOTOPBIC MCHBITHIBACT MY3bIKAHT,
yensimai 31oT ronoc: «ll frémit parce qu’il avait
reconnu sa voix. Une voix basse, du moins contralto. Il
avait le désir de pleurer mais n’y parvint pas tant il était
surpris, dans le méme temps, que ce songe parlaty
(«OH B3IPOTHYN, MOTOMY 4YTO Y3Hal €& royioc. ITo
OBLT HU3KHH TOJOC, II0 MEHBIICH Mepe, KOHTPAIBTO.
EMy xoTenoch ImiakaTh, HO HE MOJIy4aloch, HACTOIBKO
OH OB YIUBICH, YTO 3TO BHICHUE FOBOPUIIO»). [lanee
crenyer guanor repoeB: «Pourquoi venez-vous de
temps a autre ? Pourquoi ne venez-vous pas toujours ?
(«IToyuemy BBl mpuxomgure numb u3penka? Ilouemy
Ballld BU3HUTHI HE IMOCTOSHHBI?Y) «Je ne sais pas, dit
I’ombre en rougissant. Je suis venue parce que ce que
vous jouiez m’a émue. Je suis venue parce que vous
avez eu la bonté de m’offrir a boire et quelques gateaux
a grignoter» («fl He 3Har, — OTBETWJI NPH3PaK,
KpacHesl. Sl mpuiia, IOTOMY YTO MEHS B3BOJIHOBAJIO
TO, YTO BBl HCIONHsCTE. S NPHIILIA, OTOMY YTO BBI
OBUIM CTOJBb JOOpPBI, YTO HPEJIOKWIA MHE IUTh H
YTOCTIJIM HECKONBKUMH BadusiMuy). «Madame! »
s’écria-t-il» («Mamam! — Bckpuuain ony) [14:27-28].

CroxeTHass M 3BYKOBas KyJIbMHMHAIMS HACTyIaeT
toraa, korga Centr KoysoM0, oXBaueHHBIH 3MOIUSIMU,
MbITaeTCs OOHSATH JKEHy, a Ta KpuuuT emy: «Non!»
(«Het!») [14:28]. Bre3amHO «Memonus» 3aTHXaeT —
OTOT KOHTpPACT TOMYEPKUBACTCA HMCIIOJIB30BAHUEM
OIpEJICTICHHON JIEKCMKM. B MOMEHT HauBBICIIEro
HarpspKeHUs UcaTelb UCTIONb3YeT TaKUe BhIPasKeHNs,
kak: «Il se leva [...], plein de violence, [...] il fit tomber

son tabourety («Ou  ecxouun [..], TOJOH
cmpemumenvHou cuivl, [...] OH nepesepryn TabypeT»)
(mpum. aBTOpa - KypcuB Moit) [14:28]. U, HaobopoT, B
MOMEHT NHAHUCCUMO JIEKCHKA TEPEfacT MATKOCTh H
nokopHOCTh: «Il baissa la téte » («OH onycmun
ronoBy»); «elle lui dit doucement» («oHa wedcHO
cKazaja eMy») [Tam ke]. B KoHIe r1aBbl MPOUCXOAUT
nociaeqHuii Bcmeck, korma Magam Cent Komom6
NPOCUT TIPUHECTH € BHHAa M repoil «sortit en hdte»
(«Bbiien smoponsx») [ram xe]. Ilocnenusas ¢pasza
IJIaBbl CTaBUT TOYKY B MEJOAWYECKOH JIMHHH,
3aMeJUISsICh W 3aTHXas, CJIOBHO My3bIKajibHas ()pasa B
koHue npousBeneHus: «Quand il revint, Madame de
Sainte Colombe n’était plus 1a» («Korga on BepHycs,
Manam ne Cent KoaoM6 tam Gosbliie He OBLIO») [TaM
xel.

OnHO U3 HEOOXOOWMBIX YCIIOBHI HCIIOJIB30BAHUS

HHTCPpMCANAIIBHOTO nmoaxoaga npu aHaJIU3¢C
HpOI/ISBeI[eHPII}‘I — OCTOpPOKHOCTb B IPOBCIACHUU
aHAJOT UK nu HCIIOJIb30BaHUU MY3bIKaJIbHBIX

XapaKTEPUCTUK IMPU HMHTEPIPETALNH JINTEPATYPHOTO
Tekcta. B cimydgae c¢ II. Kunespom, aBTOpckas
MY3bIKaJIbHasA TEOPpHUA CUCTEMATHYCCKU BOIIJIOMIACTCA B
pPOMaHHOH mpo3e, YTO OOOCHOBHIBACT MPUMCHCHHE
WHTEpPMEIUANbHOTO  MeToja aHanmza. Mbl  He
CTPEMUIINCH CPABHHUTH pOMaHbI KuHBsIpa ¢ KOHKPETHOMH
MY3BIKQTBHOM (POPMOH, HO CHENaH MONBITKY BBISIBUTH
MY3BIKQIBHYIO CTPYKTYpy €ro TPOW3BEICHHHA U
paccMOTpeTh  (YHKIUM  MY3BIKQIBHOTO KoJa B
XyJOXKECTBEHHOM TEKCTe.

[Ipoananm3upoBaB My3bIKAIBHBINH KOX W (QYHKIHH
My3BIKH B pomaHe «Bce yTpa mmpay, Mbl MOXEM C
YBEPEHHOCTHIO TOBOPUTH 0 peanu3auu
HHTepMenuaNbHOH cTparernn KwuHpApa Ha Bcex
YpOBHSIX  Tekcra.  [IpoTaroHucTsl  pomana  —
MY3bIKaHTbI, UIYIINE KOM(bOpTHOFO CymieCTBOBaHUA B
My3bIKE M BOCIPHUHHMAIONINE  OKPYKAIOMIYIO
JIEHCTBUTENFHOCTh CKBO3b MY3BIKAIBHYIO MPH3MY, YTO
ompeneNseT MY3BIKallbHBIH KOJ Ha TEPCOHAXHOM U
CIOKETHO-KOMITO3UITHOHHOM YPOBHSX. Hust
MPOOJIEMHO-TEMAaTHIECKOTO acCleKTa POMaHa, BaXKHBI

TEMbl ~ yTpaTbl, JIOMKH TOJIOCa, HEBEepOAIbHOTO
OOIIeHUs, THUIIMHBL, YyEJUHEHUS, BIMCAHHBIE B
MY3bIKJIbHO-3CTETUYECKYIO TEOPUIO Kunsspa.

PaccMoTpeB CKBO3HOM U1 TBOpUYECTBA MUcATENs 00pa3
Opdesd, MBI BBIIETWIN MY3BIKAIbHYIO TeMy Ha
MH(OIIOITHIECKOM YpOBHE. MYy3BIKaJbHOCTh TEKCTa
Ha PUTMUYECKOM YPOBHE OCYILIECTBIISUIACH OIaromaps
UCTIONB30BAaHUIO TAKMX MY3BIKAJIbHBIX IMPHEMOB, KaK
MOJyJISIIYS, BapUalysl, KOHTPAIIYHKT U perpu3a.
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