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ABSTRACT: Music of the Soul or Music of the Cosmos?

7KH�DUWLFOH�DLPV�WR�EULHÀ\�UHYLHZ�WKH�FRQFHSW�RI�PXVLF�DV�%ORFK�W\SLFDO�VL]H�RI�WKH�VXEMHFW��DXWKHQWLF�
REMHFWL¿FDWLRQ�RI�KLV�LQQHU�OLIH��KLJKOLJKWLQJ�WKH�GHHS�IUDFWXUH�RSHQHG�E\�WKH�%ORFKLDQ�SRVLWLRQ�FRP-
SDUHG�WR�WKH�WUDGLWLRQDO�LQWHUSUHWDWLRQ�RI�PXVLF�DV�D�.HSOHULDQ�3\WKDJRUHDQ�KDUPRQ\�LPSULQWHG�E\�*RG�
WR�WKH�FRVPRV��ZKLFK�LV�WKH�RULJLQ�RI�WKH�SHUKDSV�EHVW�NQRZQ�WKHRULHV�RI�6FKRSHKDXHU��PXVLF�SOD\LQJ�
WKH�HVVHQFH�RI�WKH�ZRUOG��DQG�6FKHOOLQJ��PXVLF�H[SUHVVLRQ�RI�WKH�HWHUQDO�PRYHPHQW�RI�WKH�KHDYHQO\�
ERGLHV���
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Quando Ernst Bloch tenta di ricostruire la genesi della musica è molto perentorio al ri-
JXDUGR��HVVD�LQIDWWL�FRPLQFLz�D�¿RULUH�TXDQGR�YHQQHUR�PHQR�OH�FRQGL]LRQL�SUHJLXGL]LDOL�FKH��
VHFRQGR�:DOWHU�%HQMDPLQ��HVDOWDQR�OD�FRPSRQHQWH�GHOOR�Schein, ostacolando l’apertura di 
XQ�PRQGR�GLYHUVR�H�DOWHUQDWLYR��OD�YLVWD��OD�FKLDURYHJJHQ]D��OD�YLVLELOLWj�H�OH�WUDFFH�GL�'LR�LQ�
HVVR��
3HU�TXHVWH�UDJLRQL� OD�PXVLFD�q� O¶DUWH�späteste (la più tarda) ed erede stessa della Sicht-

EDUNHLW��YLVLELOLWj���FR�DSSDUWHQHQGR�DOO¶HWLFD��DOOD�PHWD¿VLFD�GHOO¶LQWHULRULWj��D�XQD�¿ORVR¿D�
GHOOD�VWRULD�FKH�GRYUDQQR�HVVHUH�FRPPHQVXUDELOL�D�TXHOOD�FKH�YLHQH�GH¿QLWD�©PHWD¿VLFD�GHO�
presagio e dell’utopia»�, presumendo un nuovo concetto di musica insieme ad una nuova 
GRWWULQD�GHOO¶RJJHWWR��
'HYRQR�FRPXQTXH�HVVHUH�ULVSHWWDWH�¿QR�LQ�IRQGR�DOPHQR�GXH�GLVFULPLQDQWL��D��XQD�WHRULD�

dell’ascolto, che deve mettere al centro dell’attenzione non l’intenditore o la semplice analisi 
IRUPDOH�PD� O¶DVFROWDWRUH��SRQHQGR�FRPH�¿QH�GHOOD�PXVLFD�©O¶LQWHULRULWj�GL� FKL�DVFROWDQGR�
LQFRQWUD�VH�VWHVVR��LO�VXRQR�IRUPDWR�FRPH�VHPSOLFH�DXUHD�GHOO¶DVFROWDWRUH�>«@ª���E��OD�IRUPD�
PXVLFDOH�QRQ�SRWUj�HVVHUH�FRQVLGHUDWD�DOOD�VWUHJXD�GL�XQ�PRGHOOR�LQIUDQJLELOH��DXWRVXI¿FLHQ-
WH��HVVD�VRWWHQGHUj�LQYHFH�XQD�EHQ�SUHFLVD�HVWHWLFD�PHWD¿VLFD��SRVWXODQGR�XQ�QXRYR�,R��©O¶,R�
FRPPRVVR�GHO�SUHVHQWLPHQWR�H�GHOOD�FRPPR]LRQHª��SHU�VDOYDUH�H�UDIIRU]DUH�LO� WXUEDPHQWR�
H�IDUH�LQ�PRGR�FKH�VLDQR�FRPSUHVL�DGHJXDWDPHQWH�©O¶D�FKH�VFRSR�H�O¶HVLWR�VSLULWXDOH�GHOOD�
PXVLFD�±�XQ¶XQLFD�ULVRQDQWH�VWRULD�GL�HUHWLFLª���
/D�FRQFOXVLRQH�VWULQJHQWH�QRQ�SRWUj�FKH�ULVXOWDUH�OD�VHJXHQWH��VROR�LQ�TXHVWR�PRPHQWR�VL�

�� ©0HWDSK\VLN�YRQ�$KQXQJ�XQG�8WRSLHª��(��%ORFK��Geist der Utopie, zweite Fassung, 6XKUNDPS��)UDQN-
IXUW�D�0��������S�������WU��LW��D�FXUD�GL�9��%HUWROLQR��/D�1XRYD�,WDOLD��)LUHQ]H�������S������

�� ©>«@�GDV�,QQHUH�DOOHV�VLFK�HQWJHJHQ�+|UHQGHQ��GHQ�JHVWDOWHWHQ�.ODQJ�DOV�EOR�H�$XUD�GHV�VLFK�ZLHGHU�
antreffenden Zuhörersª��,YL��S�������WU��LW��FLW���S�������

�� ©>«@�GDV�JHQDX�EHU�KUWH�,FK�GHU�$KQXQJ�XQG�9HUVDPPOXQJª��Ibidem��
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PDQLIHVWDQR�©LO�ULFKLDPR�H�O¶DVFROWR��OD�YLROHQ]D�GHO�WHPSR�H�OD�JLJDQWHVFD�VWUDWHJLD��LO�JULGDUH�
e il bussare, il battere, la chiarezza dell’ascolto che nasce senza nomee, la nascita del noccio-
OR�GL�WXWWH�OH�FRVH��QDVFLWD�DIIDQQRVD�VXO�IRFRODUH�GHOOD�PXVLFDª���
6X�TXHVWR�VIRQGR�SRVVRQR�HVVHUH�LQTXDGUDWH�OH�TXDWWUR�JUDQGL�JHUDUFKLH�FRQWUDSSXQWLVWL-

FKH��RJQXQD�GHOOH�TXDOL�FRQWHPSOD�XQD�UHOD]LRQH�FRVWLWXWLYD�FRQ�OH�metaphysischen-ethischen 

Ichsphären��VIHUH�HWLFR�PHWD¿VLFKH�GHOO¶LR�, QHVVR�QRQ�IDFLOPHQWH�GLPRVWUDELOH��PD�FRQWHP-
SODELOH�FRQ�O¶DXVLOLR�GHOO¶DVFROWR�H�GHOOD�FUHDWLYLWj��
,Q�SULPR�OXRJR�0R]DUW��RVVLD�OD�JUHFLWj��OD�GLPHQVLRQH�FODVVLFD��FXL�FRUULVSRQGH�©LO�SLFFROR�

LR�SURIDQRª��LO�FRQWUDSSXQWR�DWWLFR��OD�©JLRLD�SDJDQD��DQLPD�VHQWLPHQWR�FRVFLHQWH�GL�Vp��JUD-
GR�GHOO¶,R�LQ�IRUPD�GL�JLRFRª���,Q�VHFRQGR�OXRJR�%DFK��RVVLD�OD�GLPHQVLRQH�PHGLRHYDOH��FXL�
corrisponde «il piccolo io spirituale» – GH¿QLELOH�DQFKH�FRPH�©YDVR�GL�UXELQR�GHOOD�PXVLFD��
FRQWUDSSXQWR�DUFKLWHWWRQLFRª�±�UDSSUHVHQWHUj�©LO�JUDGR�GHOO¶LR�LQ�IRUPD�GL�IHGHª���,Q�WHU]R�
OXRJR��%HHWKRYHQ�H�:DJQHU��LO�FXL�pendant è il «grande Io terreno e luciferico» (das große 

ZHOWOLFKH��OX]LIHULVFKH�,FK), sono maestri del contrappunto drammatico e della tempesta ver-
VR� O¶LQWLPR�HG�XOWLPR�FLHOR��$QFKH�TXHVWR� WHU]R� VWDGLR� q� VROR�SURSHGHXWLFR� DO� ©JUDQGH� ,R�
spirituale» (große geistliche Ich) HG�DL�JUDGL�VXSHULRUL�GHOO¶HVVHUH�XRPR�

La musica a venire, che sarà completamente giunta alla meta, dovrà possedere alcune 
SHFXOLDULWj�GL�IRQGR��QRQ�HVVHUH�³UDSSUHVHQWDELOH´�HG�LQROWUH�DYHUH�OD�FDSDFLWj�GL�FRQFHQWUDUH�
©>���@�LO�FRQWUDSSXQWR�GHOOD�VXFFHVVLRQH�QHOOD�VLPXOWDQHLWj�GL�XQ¶DIIHUPD]LRQHª���
$QFKH�%ORFK��FRPH�GHO�UHVWR�JLj�5RVHQ]ZHLJ��%HQMDPLQ�H�$GRUQR��WRUQD�D�GLVWLQJXHUH�WUD�

³VXRQR´��FRPH�PRPHQWR�WLSLFR�GHOOD�PXVLFD��H�FRORUH��R�SLHWUD��FKH�VRQR�LQYHFH�SHFXOLDUL�
GHOOH�DUWL�YLVLYH��¿JXUDWLYH��UDSSUHVHQWDWLYH��©,O�FRORUH�q�DQFRUD�VWUHWWDPHQWH�OHJDWR�DOOD�FRVD�
HG�LQVLHPH�D�TXHVWD�SXz�TXLQGL�HVVHUH�VYXRWDWR�GHO�VXR�VSLULWR�VHQ]D�GLUH�QXOOD��FRVu�QHO�EURQ-
zo che risuona traboccano tintinnii e rimbombi che non restano una caratteristica del bronzo 
PD�VH�QH�VWDFFDQR�FRPH�QXRYR�DWWULEXWR�XPDQR��L�PH]]L�FRQ�FXL�FL�DVFROWLDPR�H�SHUFHSLDPR�
VRQR�TXLQGL�SL��YLFLQL�DOOR�VSLULWR�GL�TXDQWR�QRQ�VLDQR�LO�FRORUH�H�OD�SLHWUD�R�OD�SUREOHPDWLFD�
QRVWDOJLD�GL�'LR�GL�TXHVWD�PDWHULD�GLYHQXWD�QRQ�FDWHJRULDOHª���6ROR�LO�VXRQR��GH¿QLWR�JHQLDO-
mente come «enigma della sensibilità» (5lWVHO�GHU�6LQQOLFKNHLW), poggiando esclusivamente 
VXOO¶©DXUHR�IRQGDPHQWR�GHOOD�ODWHQ]D�ULFHWWLYD�GHJOL�XRPLQLª��q�DEEDVWDQ]D�YXRWR�GL�PRQGR�
HG�q�VXI¿FLHQWHPHQWH�IHQRPHQLFR�SHU�LO�Finis, da essere il portatore materiale, come del resto 
l’espressione PHWD¿VLFD, GHO�FRPSLPHQWR�GHOOD�SHUFH]LRQH�PLVWLFD��
$QFKH�VH�TXHVWD�LQWHUSUHWD]LRQH�GHO�VXRQR�QRQ�FRPSRUWD�DIIDWWR��VHFRQGR�%ORFK��OD�FRP-

SURPLVVLRQH�GHO�VXRQR�QDWXUDOH�FRQ�XQD�SDUWH�JLj�LQ�Vp�PHWD¿VLFD�R�DQFKH�VHPSOLFHPHQWH�

�� ©>«@�GDV�5XIHQ�XQG�+|UHQ�>«@�*HZDOW�GHU�=HLW�XQG�ULHVHQKDIWH�6WUDWHJLH��6FKUHLHQ��.ORSIHQ��3RFKHQ��
QDPHQORV�KHUDXVGlPPHUQGHV�+HOO|UHQ�XQG�*HEXUW�GHV�.HUQV��GHV�NODQJKDIWHQ��QRFK�QLFKW�VHLHQGHQ��
XQHUQDQQWHQ�.HUQV�DOOHU�'LQJHª��,YL��S�������WU��LW��FLW���S������

�� ©>«@�GDV�NOHLQH�ZHOWOLFKH�,FK�>«@�GHU�DWWLVFKH�.RQWUDSXQNW��GLH�KHLGQLVFKH�)UHXGH��GLH�VLFK�EHZXVVWH�
RGHU�*HI�KOVVHHOH��GLH�VSLHOI|UPLJH�6WXIH�GHV�,FKª��,YL��S�������WU��LW���FLW���S������

�� ©>«@�GDV�NOHLQH�JHLVWOLFKH�,FK�>«@�HLQ�5XELQJODV�YRQ�0XVLN��GHU�DUFKLWHNWRQLVFKH�.RQWUDSXQNW�>«@�
GLH�JODXEHQVI|UPLJH�6WXIH�GHV�,FKª��Ibidem.

�� ©>«@�GHQ�.RQWUDSXQNW�GHV�1DFKHLQDQGHU�]X�GHU�*OHLFK]HLWLJNHLW�HLQHU�$XVVDJHª��Ibidem.

�� ,YL��S�������WU��LW��FLW���S�������6XO�QHVVR�GL�Hören und Sehen QHJOL�VFULWWL�GHO�1XRYR�7HVWDPHQWR�H�VXO�
VLJQL¿FDWR�GHO�Rufs FRPH�GL�XQ� VLPEROR� IRQGDPHQWDOH�GHO�SHQVLHUR�DSRFDOLWWLFR�JQRVWLFR�KD� VFULWWR�
SDJLQH�GHFLVLYH�-��7DXEHV��$EHQGOlQGLVFKH�(VFKDWRORJLH��0DWWKHV�	�6HLW]��%HUOLQ�������S�����
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Musica dell’anima o musica del cosmo?

con un’enclave GHOO¶DQLPD�QHOOD�QDWXUD��QRQ�VL�SXz�FRQIRQGHUH�XQD�FRQFH]LRQH�GHO�VXRQR�SHU�
FRVu�GLUH�³LPPDWHULDOH´��OD�SL��LGRQHD�SHU�FRQVWDWDUH�SDUDGRVVDOPHQWH�LO�³PDWHULDOH´�GL�FLz�
FKH�VLJQL¿FD�'LR��FRQ�OD�WHRULD�DVWURQRPLFD�GHOOD�PXVLFD��FRQFHWWXDOL]]DWD�GH¿QLWLYDPHQWH�
GD�.HSOHUR��
4XHOOR�FKH�PDQFD�LQ�TXHVWD�YLVLRQH�q�O¶DSSURGR�DOO¶LQWHULRULWj�XPDQD��VRIIRFDWD�H�DQQXOODWD�

dal dominio dell’astronomia, dal simbolismo dei numeri e degli strumenti e dalla mistica 
DVWUDOH��9HUVLRQL�LQ�DSSDUHQ]D�SL��³PRGHUQH´�GL�TXHVWD�DUFDLFD�FRQFH]LRQH�VRQR�OH�¿ORVR¿H�
GHOOD�PXVLFD�GL�6FKRSHQKDXHU�H�GL�6FKHOOLQJ��QHO�SULPR�FDVR�LO�OHJDPH�WUDVFHQGHQWH�RJJHWWLYR�
GHOOD�PXVLFD�KD�FRPH�¿QH�LO�FRVPR��/¶XRPR�QRQ�q�LQIDWWL�YHUWLFH�GHOOD�QDWXUD��SUHFLVD�OXFL-
GDPHQWH�%ORFK���EHQVu�O¶RJJHWWLYD]LRQH�SL��IRUWH��SL��PHULGLDQD�H�SL��OXPLQRVD�GHOOD�YRORQWj�
H�LQ�TXDQWR�WDOH�q�DSSXQWR�FKLDPDWD�D�GLVFXWHUH�O¶DSSDUHQ]D�GHOO¶LQGLYLGXD]LRQH�GLQDQ]L�DOOD�
natura del tutto���
$�SUHYDOHUH�q�XQD�SURVSHWWLYD��SHU�FRVu�GLUH��FRVPLFR�RJJHWWXDOH�FKH�ULGXFH�LO�UXROR�GHO�

VRJJHWWR�D�TXHOOR�GL�XQD�VHPSOLFH�PDULRQHWWD��1RQ�YL�q�QXOOD�GL�SL��RVFXUR�GHOO¶©LQHIIDELOH�
LQWLPR�GHOOD�PXVLFDª��QXOOD�GL�PHQR�FRQFHWWXDOL]]DELOH�GHOOD�SURIRQGD�VXD�VDSLHQ]D��TXDVL�XQ�
linguaggio incomprensibile alla ragione, che tuttavia Schopenhauer presume di aver compiu-
WDPHQWH�GHFLIUDWR��$OWUHWWDQWR�IXRUYLDQWH�q�OD�¿ORVR¿D�GHOOD�PXVLFD�VFKHOOLQJKLDQD��PRGHOODWD�
VXOOD�JUDQGH�WUDGL]LRQH�SLWDJRULFR�NHSOHULDQD��©SHU�6FKHOOLQJ�O¶RUR�PXVLFDOH�q�WXWWR�VHSROWR�
QHO�QXPHUR�VHWWH�H�TXDQGR�OD�VXD�¿ORVR¿D�GHOO¶DUWH�HQWUD�LQ�UDSSRUWR�FRQ�OD�PXVLFD�WULRQID�
FRPSOHWDPHQWH�LO�SLWDJRULVPR�NHSOHULDQR��DO�SXQWR�FKH�LO�OXRJR�GL�GHGX]LRQH�GHOOD�PXVLFD�q�
FRVWLWXLWR�QHO�PRGR�SL��GLUHWWR�GD�3LWDJRUD�H�GDOOR�VWHVVR�(JLWWRª����
6HFRQGR�6FKHOOLQJ�OD�PXVLFD�QRQ�q�DOWUR�FKH�DOOXVLRQH�DOO¶DUFKLWHWWXUD��OD�TXDOH�G¶DOWUD�SDU-

WH�q�©PXVLFD�FRDJXODWDª��GLYHQWD�FRVu�PROWR�IDFLOH�©SHU�LO�¿ORVRIR�URYLQDUH�OD�PXVLFD�JUHFD�
FKH�YDOXWD�FRPH�PHORGLD�LQ�Vp�H�SHU�Vp�H�OD�SRQH�TXLQGL�LQ�UHOD]LRQH�FRQ�O¶RUGLQDWR�PRQGR�
GHL�SLDQHWL��GHWHVWD�LQYHFH�OD�PXVLFD�PRGHUQD�FKH�GH¿QLVFH�DUPRQLD�FRQIXVD�H�DULWPLFD��ULGX-
FHQGROD�DO�PRQGR�FHQWULIXJR�GHOOH�FRPHWHª��� 3HU�%ORFK�q�TXHVWD�XQD�YLVLRQH�FRPSOHWDPHQWH�
errata, come se al limite�OD�VWHVVD�DQLPD�FULVWLDQD��TXHVW¶DQLPD�DVVROXWDPHQWH�PXVLFDOH��QRQ�
VL�IRVVH�DQFRUD�ULGHVWDWD��FRPH�VH�©L�IXRFKL�H�OH�ODPSDGH�GHO�QRVWUR�DQHOLWR�H�GHO�QRVWUR�OD-
YRUR�QRQ�DYHVVHUR�DUVR�H�VTXDUFLDWR�OD�FULVWDOOLQD�YROWD�GHJOL�DVWUL�H�OD�SDUWH�SL��SURIRQGD�GHO�
PRQGR�VL�SRWHVVH�DQFRUD�VHPSUH�FRQVLGHUDUH�FRPH�OD�GLPHQVLRQH�SL��RELHWWLYD�³GL�WLSR�FRP-
SLXWDPHQWH�FRVPLFR´ª��. 1HOOD�forma mentis blochiana, invece, ogni obiettivazione deve av-
YHQLUH�³D�SDUWLUH�GDO�VRJJHWWR´� FRPH�RJQL�VSD]LDOL]]D]LRQH�³D�SDUWLUH�GDOOD�WHPSRUDOLWj´ e la 
tensione prospettata dalla musica, anche come pura tensione materiale tra suoni, risulterebbe 
LPSRVVLELOH�VHQ]D�O¶LQWHQ]LRQH�VRJJHWWLYD��,O�PRYLPHQWR�WHPSRUDOH�GHOOD�PXVLFD��DSSDUHQWH-
PHQWH�HVWHUQR�HG�RJJHWWLYR��UHQGH�SRVVLELOH�O¶DYYLFLQDPHQWR�HPSDWLFR�GL�TXHVW¶DUWH�DOO¶LQWH-
ULRULWj�SL��GL�TXDQWR�SRVVD�DYYHQLUH�LQ�SLWWXUD�H�VFXOWXUD��Ê�TXHVWD�OD�UDJLRQH�GL�IRQGR�GHO�IDWWR�
che persiani, caldei, egiziani, greci e scolastici risultino completamente privi di una musica 
degna di nota, mentre agli uomini nuovi in luogo dell’antico regno delle immagini, in luogo 
GHOO¶DQWLFD�HVXEHUDQ]D�VHQ]D�SDWULD��q�VWDWR�GRQDWR�³LO�FDQWR�GL�FRQVROD]LRQH�GHOOD�PXVLFD´��

�� (��%ORFK��Geist der Utopie, zweite Fassung, FLW�� S�������WU��LW���FLW���S������
�� ,YL��S�������WU�LW���FLW���S������
�� Ibidem.

�� Ibidem.
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/D�VWUXWWXUD�IRQGDQWH�ULPDQH�XQD�FRQFH]LRQH�GHO�VXRQR�SULYD�GL�TXDOVLDVL�OHJDPH�R�UHOD-
]LRQH�RJJHWWXDOH��XQD�FRQFH]LRQH�FKH�FRQGXFH�GLUHWWDPHQWH�DOO¶XWRSLD��©>«@�VH�FLz�FKH�³LO�
VXRQR´�GLFH�GHULYD�GD�QRL��LQ�TXDQWR�QRL�FL�LQWURGXFLDPR�LQ�HVVR�H�SDUOLDPR�FRQ�OD�VXD�JUDQGH�
YRFH�PDFDWURPSLFD��DOORUD�TXHVWR�QRQ�q�XQ�VRJQR�PD�XQ�VROLGR�DQHOOR�GL�DQLPH�DO�TXDOH�QXOOD�
corrisponde perché nulla di esterno gli può corrispondere, perché la musica, essendo arte 
LQWLPDPHQWH�XWRSLFD��VWD�DO�GL�Oj�LQ�WXWWD�OD�VXD�DPSLH]]D�GL�WXWWR�TXDQWR�SXz�HVVHUH�SURYDWR�
sul piano empirico»����
/D�PXVLFD�SRUWD�D�GLVVROX]LRQH�LO�SULPDWR�GHOOD�FRQWHPSOD]LRQH��VRVWLWXHQGROR�FRQ�TXHOOR�

GHOO¶DFFHQVLRQH��SHU�TXHVWR�L�QXRYL�PXVLFLVWL�SUHFHGHUDQQR�L�QXRYL�SURIHWL��©q�DOOD�PXVLFD�FKH�
YRJOLDPR�GHVWLQDUH�LO�SULPDWR�GL�XQD�UHDOWj�DOWULPHQWL�LQGLFLELOH��D�TXHVWR�QRFFLROR�H�JHUPH��
D�TXHVWR�ULÀHVVR�GHOOD�PXOWLIRUPH�QRWWH�GL�PRUWH�H�GHOOD�YLWD�HWHUQD��D�TXHVWD�*HULFR��D�TXHVWD�
prima dimora della Terra Santa»����
&RPH�IX�DFXWDPHQWH�QRWDWR�GD�XQR�GHL�UHFHQVRUL�GHOO¶HSRFD��0DUWHUVWHLJ��, la musica è «la 

più immediata spinta, predestinata alla vittoria, a reinserire Dio nel mondo a cui è stato tolto 
il carattere divino»�� e riesce pertanto ad avvicinare, a rendere commensurabile all’interiorità 
XPDQD�OD�SUHVHQ]D�GLYLQD��LQWURLHWWDQGROD�¿QR�D�IDUQH�XQD�FRVD�SURSULD��©4XL�O¶XWRSLD�q�DWWH-
VWDWD�FRQ�XQD�SUHVWD]LRQH�SURSULD�GHOOD�VSHFLH��TXL�GLYHQWD�HYLGHQWH�FRQ�OH�YHUWLFDOL]]D]LRQL�
GL�PDQLIHVWD]LRQL�SXUDPHQWH�SVLFKLFKH�H�QRQ�YLQFRODWH�DOOH�OHJJL�RJJHWWLYH��FKH�VRQR�SURSULH�
GHOOD�0HWD¿VLFD�LPPDQHQWH�H�FRQ�DVSLUD]LRQL�WUDVFHQGHQWLª����

La vocazione intrinsecamente utopica della musica comincia a emergere con chiarezza 
ODGGRYH�%ORFK�ULÀHWWH�VXO� UDSSRUWR� WUD� OD� IXJD�EDFKLDQD�H� OD�VLQIRQLD�EHHWKRYHQLDQD�FRPH�
PRGHOOL�LGHDOL�H�WUDVFHQGHQWL�GHO�FRQWUDSSXQWR��,O�QXFOHR�FHQWUDOH�GL�TXHVWH�GXH�GLYHUVH�IRUPH�
musicali sta nella modalità di concepire la relazione tra il tema e la totalità della composi-
]LRQH��QHOOD�IXJD�LO�WHPD�q�VROR�HQWUDWD��(LQWULWW) e mai evento ((UHLJQLV), solo pazienza (Ge-

duld), PDL�LQTXLHWXGLQH�QHO�SXQWR�GL�DUULYR��8QUXKH�LP�(LQVFKODJ�� ©3HU�TXDQWR�LQWLPDPHQWH�
ULFFD�H�³IXJJLWLYD´��OD�IXJD�q�LQ�FRPSOHVVR�ULSRVR��VWUXWWXUD]LRQH��VWUDWL¿FD]LRQH�H��cum grano 

salis, SHQVLHUR�VRFLDOH�PHGLRHYDOH�LQ�PXVLFD��QRQ�VFRSHUWD�DQVDQWH�GL�XQD�YHULWj�PD�DFFXUDWR�
commentario di un dogma»����
1HOOD�6RQDWD�HURPSRQR�LQYHFH�©LO�FRQIXVR��LO�ULFFR��LO�EDURFFR�DQFKH�HVWHULRUH�FRPH�UHDOWj�

HVWHUQD��FRPH�JRWLFR�DSHUWR��LQ�HVVD�GRPLQDQR�OLEHUWj��SHUVRQD��/XFLIHUR�>«@ª����/D�IRU]D��
FKH�LVSLUD�TXHVWR�FDPPLQR��©VRWWROLQHD�FRQ�HVWUHPR�YLJRUH�LO�YDJDQWH��6FKZHLIHQG), il lonta-
no ((QWIHUQW) e l’alienato ((QWIUHPGW) dell’evento insieme al desiderio del ritorno a casa nella 

�� ,YL��S�������WU��LW���S������
�� ,YL��S�������WU��LW���S������
�� 0��0DUWHUVWHLJ��(UQVW�%ORFK�µ*HLVW�GHU�8WRSLH¶�� LQ�©=HLWVFKULIW� I�U�%�FKHUIUHXQGHª��$SULOH�0DJJLR�

������
�� ©>«@�GHU�XQPLWWHOEDUVWH�XQG�VLHJKDIW�SUlGHVWLQLHUWH�9RUVWRVV�GHU�6HHOH��GHQ�*RWW�LQ�GLH�HQWJRWWHWH�:HOW�

ZLHGHUHLQ]XVHW]HQª��,YL��S�����
�� «Hier ist die Utopie untermauert durch die gegebene Leistung des Geschlechts, hier wird sie durch-

VLFKWLJ�GXUFK�GLH�*LSIHOXQJHQ�UHLQ�VHHOLVFKHU��DQ�NHLQH�2EMHNWVJHVHW]H�JHEXQGHQHU�0DQLIHVWDWLRQHQ�
GHU�LPPDQHQWHQ�0HWDSK\VLN�XQG�WUDQ]HQGHQWHU�6WUHEXQJHQª��Ibidem�

�� ,YL��S�������WU��LW���S������
�� ©>«@�GDV�:LUUH��5HLFKH��%DURFNH�DXFK�H[WHUQ��DOV�H[WHUQ��DOV�RIIHQH�*RWLN�>���@�)UHLKHLW��3HUVRQ��/X]LIHU�

UHJLHUHQ�LQ�LKUª��Ibidem.
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WRQDOLWj�IRQGDPHQWDOHª����,QTXLHWXGLQH�H�VRUSUHVD��OLEHUWj�HG�DQVLD�GL�YHULWj�VRQR�OH�SUHURJD-
WLYH�HWLFKH�GL�TXHVWD�QXRYD�VWUDWHJLD�PXVLFDOH��

,PSXOVR��VWDQFKH]]D�HG�LQIHOLFLWj��DQGDU�SHUGXWR��DUJRPHQWR�H�WULRQIR�VL�VXVVHJXRQR�LQ�TXHVWD�PX-
sica, dove ogni attrezzo per alzare e per saltare, apparentemente applicato solo dall’armonia ritmi-
FD��GLYHQWD�VXSHUÀXR�GLQDQ]L�DOO¶LQWLPR�EHHWKRYHQLDQR�H�DOOD�VXD�IXUHQWH�VFLVVLRQH��GL�IURQWH�DOOD�
³IHFRQGLWj�GHL�GXH�SULQFLSL´ FKH�VL�VYLOXSSDQR�RJJHWWLYDPHQWH�QHOOD�UHD]LRQH�GHOO¶HVWUDQHR��(JOL�
DSSHQGH�OH�JHPPH�DOOD�ODPSDGD�SHUFKp�¿RULVFDQR�SL��UDSLGDPHQWH��PD�QHSSXUH�L�IDPRVL�¿RUL�IUD�
L�GXH�DELVVL�GHOO¶DGDJLR�QRQ�VHPEUDQR�PROWR�QDWXUDOL�LQ�TXHVWR�PDHVWUR�WDQWR�SRFR�SDUDJRQDELOH�
alle piante����

,QTXLHWXGLQH�WRQDOH��FRPELQD]LRQL�GL�IUDPPHQWL�WHPDWLFL��DYYLQFHQWL�DXPHQWL�GL�WHQVLRQH��
ULWRUQL�DOOD�WRQDOLWj�SULQFLSDOH�SULPD�©D�EHOOD�SRVWD�HYLWDWDª��LQ�FLz�FRQVLVWH�OD�©FXOWXUD�ULWPLFD�
della tonica», o «contrappunto della successione», che «non pone linea contra lineam ma 
FRPSOH[XP�FRQWUD�FRPSOH[XP», H�LQ�TXHVWR�RUL]]RQWDOLVPR�FRQVHUYDWR�H�³VWRULFR´�RIIUH�LO�
FRQWHPSRUDQHR��O¶LQVLHPH��©OD�¿JXUD�LQQDO]DWDª����
,Q�TXHVWD�©VWUDWHJLD�FKH�SHQHWUD�QHJOL�XRPLQLª�VL�FUHD�LO�QXRYR��©TXDOFRVD�GL�GLYHUVR�GDOOD�

VHPSOLFH�HYROX]LRQHª��/D�WHQVLRQH�QRQ�YLHQH�JHQHUDWD�GDO�WHPD��caput mortuum, bensì da 
TXDOFRVD�GL�XOWHULRUH��GD�TXHOO¶©HOHPHQWR�GLYHUVRª�FKH�©QRQ�KD�DQFRUD�QRPH��DQFKH�VH�VL�SR-
WUHEEH�DSSURVVLPDWLYDPHQWH�GH¿QLUH�FRPH�VXFFHVVLRQH�ULFFD�GL�UHOD]LRQL�R�FRPH�HIIHWWR�GL�XQ�
FRQWUDSSXQWR�QRQ�SL��DUFKLWHWWRQLFR�PD�GUDPPDWLFR��Ê�XQ�DPSOL¿FDUVL�YLROHQWR��SROLWHPDWLFR�
H�FLFOLFR��FKH�GD�XQ�ODWR�HVWHQGH�D�XQ¶LQWHUD�IUDVH�OD�WHQVLRQH�VXOOD�GRPLQDQWH�¿QRUD�ULVWUHWWD�
a poche battute, creando, per chi guardi nel suo spaccato perpendicolare, uno straordinario 
verticalismo, e dall’altro tramuta l’inseguirsi dei temi in successione, parallelismo e sovrap-
posizione che solo il ricordo può mantenere, nel contesto di un totale destino musicale»����
(OHPHQWR�GLYHUVR��FRQ¿JXUDELOH�FRPH�O¶LVWDQ]D�XWRSLFD��XQD�VRUWD�G¶LPSXOVR�PHWD¿VLFR�H�

PHWDSVLFKLFR��FKH�DJLVFH�DOO¶LQWHUQR�GHOOD�FRPSOHVVD�WHPSRUDOLWj�VLQIRQLFD��/D�IRUPD�VRQDWD�
GXQTXH�FRPH�³VLJLOOR´�PXVLFDOH�H�QRQ�DVWUDWWD�PHWDIRUD�GHOO¶RVFXULWj�GHOO¶DWWLPR��XQD�IRUPD�
FRPXQTXH�GD�QRQ�FRQVLGHUDUVL�UHVWULWWLYDPHQWH�QHO�VXR�DVSHWWR�WHFQLFR��SHUFKp�DQFKH�XQ�WHPD�
EHHWKRYHQLDQR�FRVWUXLWR�VROR�VXOOD�WULDGH�q�VROR�©XQD�PDWHULD�SULPD�LQ�Vp�LQVLJQL¿FDQWH�HG�
H[WUDPXVLFDOHª��FRPH�GHO�UHVWR�LO�VXRQR�SURVSHWWDWR�QHOOD�VXD�¿VLFLWj��2JQL�ULSRVR�VXOOD�WRQLFD�
SULYD�GL�GLVVRQDQ]H�H�OD�VWHVVD�FDGHQ]D�SHUIHWWD�q�SHU�%ORFK�LQIDWWL�LO�©VHSROFURª�GHOOD�PXVL-
FD��/D�ULFFKH]]D�H�OD�YLWD�HPHUJRQR�TXDQGR�LQWHUYHQJRQR�©OH�QRVWUH�PDQL�FKH�YLROHQWDQR�H�
IHFRQGDQRª��©3HU�GLYHQWDUH�PXVLFDOH�HVVR��LO�VXRQR��GHYH�DVVROXWDPHQWH�ULFRUUHUH�DO�VDQJXH�
GL�FKL�OR�SHUFHSLVFH�H�QH�ID�XVR��VLPLOH�DOOH�IRUPH�G¶RPEUD�FKH�DG�2GLVVHR�QRQ�GDQQR�VSLHJD-
zioni su di sé ma su di lui che interroga»����,Q�XOWLPD�DQDOLVL�RJQL�HVWHWLFD�GHO�VXRQR�IRQGDWD�
HVFOXVLYDPHQWH�VXOOD�³¿VLFLWj´�q�GHVWLQDWD�D�SHUPDQHUH�YXRWD��VH�QRQ�YLHQH�DFFRPSDJQDWD�GD�
XQD�©QXRYD�PHWDSVLFKLFD�GHO�VXRQRª�FXL�VHUYLUH��

�� ,YL��S�������WU��LW���S������
�� ,YL��S�������WU��LW���S������
�� ,YL��S�������WU��LW���S������
�� Ibidem.

�� ,YL��S�������WU��LW���S������
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L’obiettivo polemico trasparente è rappresentato dalla Tonpsychologie GL�&DUO�6WXPSI�� 
e da hEHU�GDV�PXVLNDOLVFKH�+|UHQ�di Hugo Riemann����PHQWUH�O¶XQLFR�UHIHUHQWH�PXVLFROR-
gico costruttivo può essere considerato Ernst Kurth che, per esempio, nel primo Abschnitt 

(Grundlagen) di 5RPDQWLVFKH�+DUPRQLN�XQG� LKUH�.ULVH� LQ�:DJQHUV�³7ULVWDQ´�si esprime 
TXDVL� QHJOL� VWHVVL� WHUPLQL�� ©2JQL� VXRQR� q� VROWDQWR� XQ¶LPPDJLQH� FRPSUHVD� LQ� FRQIRUPLWj�
all’udito di certi desideri energetici»����
/D�PXVLFD��SHUWDQWR��LQ�YLUW��GHO�SL��SURIRQGR�OHJDPH�©FRQ�LO�VXRQR�GLIIXVR�GHOO¶DQLPDª��

FRQ�LO�VXRQR�GHOOD�UHDOWj�GHOO¶DQLPD��GRYUj�UL¿XWDUH�SUHJLXGL]LDOPHQWH�OD�¿VLFLWj�HG�RJQL�UHVL-
GXDOH�IHGH�QHOO¶DWWLYLWj�DXWRQRPD�GHL�PH]]L�
,O�SULPDWR�GLDOHWWLFR�XWRSLFR�GHOOD�PXVLFD�VL�DUULFFKLVFH�GL�XOWHULRUL�LPSOLFD]LRQL�QHO�FDSL-

WROR����GL�Prinzip Hoffnung GRYH�±�DSSURIRQGHQGR�VSXQWL�FKH�DI¿RUDYDQR�JLj�QHOOD�SURVSHW-
tiva di Kassner��, per dimostrare l’intrinseca moralità GHOOD�PXVLFD�±�%ORFK�SDUWH�GDO�SULPR�
HOHPHQWR�IHQRPHQLFR��LO�VXRQR��4XHVWR�KD�OD�FDSDFLWj�GL�FROORFDUVL�DO�GL�Oj�GHOOH�FRVH�YLVLELOL��
presenti ed esterne, nello stabilire un rapporto diretto con l’intimità umana ancora silenziosa 
H�QHOO¶HVSULPHUH�FLz�FKH�QHOO¶XRPR�q�DQFRUD�PXWR��©8QLFDPHQWH� LO� ULVXRQDUH��TXHO�FKH� VL�
HVSULPH�QHO�ULVXRQDUH��q�VHQ]¶DOWUR�ULÀHVVLYDPHQWH�ULIHULWR�DQFKH�D�XQ�LR�R�D�XQ�QRL��*OL�RFFKL�
YL�VL�SHUGRQR�H�VL�ID�VLJQL¿FDWLYDPHQWH�VFXUR��FRVu�FKH�O¶HVWHUQR�GDSSULPD�VSURIRQGD�H�VROR�
XQD�IRQWH�VHPEUD�SDUODUHª����4XHVWD�SUHURJDWLYD�DSSDUWLHQH�VROR�DL�VXRQL�FKH�VL�HVSULPRQR�
LQ�VXRQL��FLRq�DL�VXRQL�QHOOD�ORUR�SXUH]]D�SULYD�GL�ULIHULPHQWL�DO�PRQGR�HVWHUQR��5LIDFHQGRVL�
alle Metamorfosi di Ovidio����%ORFK�DWWULEXLVFH�TXHVWD�FDSDFLWj�GL�HVSUHVVLRQH�GHOOD�PXVLFD�
D�TXHOOR�FKH�GHYH�HVVHUH�FRQVLGHUDWR�LO�VXRQR�SL��SXUR��TXHOOR�GHO�ÀDXWR�DL�SULPRUGL�GHOO¶X-
PDQLWj��©,O�VXRQR�GHO�ÀDXWR�SDVWRUDOH��GHO�ÀDXWR�GL�3DQ��GHOOD�VLULQJD�SUHVVR�L�*UHFL��GHQR-
PLQD]LRQL�FKH�LQWHQGRQR�WXWWH�OD�VWHVVD�FRVD���GHYH�UDJJLXQJHUH�O¶DPDWD�ORQWDQD��/D�PXVLFD�
FRPLQFLD� SHUFLz� QHOOD� QRVWDOJLD� H� JLj� FRPSOHWDPHQWH� ³FRPH� ULFKLDPR�YHUVR� FLz� GL� FXL� VL�
PDQFD´ª��. 2ULJLQH�H�FRQWHQXWR�GHOOD�PXVLFD�FKH�ULWURYDQR�XQD�SUHVWLJLRVD�HVHPSOL¿FD]LRQH�
LQ�TXDQWR�DYYHQQH�WUD�3DQ�H�OD�QLQID�6LULQJD��3DQ�UX]]DYD�FRQ�OH�QLQIH�LQVLGLDQGRQH�XQD��6L-
ULQJD��OD�QLQID�GHJOL�DOEHUL��(VVD�IXJJH�GDYDQWL�D�OXL��q�RVWDFRODWD�GD�XQ�¿XPH�H�VFRQJLXUD�OH�
onde, le sue liquidas sorores��GL�WUDVIRUPDUOD��3DQ�QHOO¶DIIHUUDUOD�VL�WURYD�LQ�PDQR�VROR�GHOOH�
FDQQH��'XUDQWH�L�VXRL�ODPHQWL�SHU�O¶DPDWD�SHUGXWD�LO�YHQWR�SURGXFH�QHOOH�FDQQH�VXRQL�OD�FXL�
DUPRQLD�FRPPXRYH�LO�'LR��3DQ�VSH]]D�OH�FDQQH��XQD�SL��OXQJD��O¶DOWUD�SL��EUHYH��OH�JUDGXD�
SHU�EHQH��OH�PHWWH�LQVLHPH�FRQ�OD�FHUD��DFFHQQDQGR�L�SULPL�VXRQL��FRPH�LO�YHQWR�PD�FRQ�¿DWR�
GL�YLYHQWH��H�FRPH�ODPHQWR��Ê�FRVu�QDWR�LO�ÀDXWR�GL�3DQ��VXRQDUH�SURFXUD�D�3DQ�OD�FRQVROD]LR-
QH�GL�XQ¶XQLRQH�FRQ�OD�QLQID��VFRPSDUVD�HSSXUH�QRQ�VFRPSDUVD��FKH�q�UHVWDWD�QHOOH�VXH�PDQL�

�� &��6WXPSI��Tonpsychologie��(�-��%RQVHW��$PVWHUGDP������
�� +��5LHPDQQ��hEHU�GDV�PXVLNDOLVFKH�+|UHQ, *|WWLQJHU�'LVVHUWDWLRQ������
�� ©-HGHU�.ODQJ� LVW� QXU� HLQ�JHK|UVPlVVLJ�JHIDVVWHV�%LOG�YRQ�JHZLVVHQ� HQHUJHWLVFKHQ�6WUHEXQJHQª��(��

Kurth, 5RPDQWLVFKH�+DUPRQLN�XQG�LKUH�.ULVH�LQ�:DJQHUV�³7ULVWDQ´��0D[�+HVVH��%HUOLQ�������S������
)RQGDPHQWDOH� ULVXOWD� OD� OHWWXUD�GHOOD� GLVVHUWD]LRQH�SHU� O¶8QLYHUVLWj� GL�<DOH�GL�/�$��5RWKIDUE��(UQVW�
Kurth as Theorist and Analist, <DOH �����

�� 5��.DVVQHU��'LH�0RUDO�GHU�0XVLN��$XV�GHQ�%ULHIHQ�DQ�HLQHQ�0XVLNHU��,QVHO�9HUODJ��/HLS]LJ������
�� (��%ORFK��Das Prinzip Hoffnung, in Gesamtausgabe��6XKUNDPS��)UDQNIXUW�D�0��������SS�������������

LQ�SDUWLFRODUH�S��������WU��LW��Principio Speranza��*DU]DQWL��0LODQR�������S�������
�� Ovidio, Metamorfosi ,����������
�� (��%ORFK��Das Prinzip Hoffnung, FLW���S��������WU��LW���FLW���S�������
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FRPH�VXRQR�GHO�ÀDXWR��&RQ�O¶XQLRQH�GL�VLULQJD�H�QLQID�2YLGLR��VHFRQGR�%ORFK��KD�LQGLFDWR�OD�
PHWD�YHUVR�FXL�VL�PXRYH�OD�VHULH�GHL�VXRQL��GD�VHPSUH�OLQHD�WUDFFLDWD�QHOO¶LQYLVLELOH��6L�WUDWWD�
GL�XQD�PHWD�FRQWUDGGLWWRULDPHQWH�XWRSLFD��LO�VXRQR�RWWHQXWR�GDO�ÀDXWR�q�OD�SUHVHQ]D�GL�TXDO-
FRVD�GL�VFRPSDUVR��4XHO�FKH�q�ROWUH�LO�OLPLWH�YLHQH�UDJJLXQWR�GD�TXHVWR�ODPHQWR�H�FRPSUHVR�
LQ�TXHVWD�FRQVROD]LRQH��/D�QLQID�VFRPSDUVD�q�ULPDVWD�FRPH�VXRQR��LQ�FXL�VL�RUQD�DEEHOOHQGRVL�
H�ULVXRQDQGR�GLQDQ]L�D�FKL�QH�KD�ELVRJQR��©/D�QLQID�GLYHQWz�OD�FDQQD��OR�VWUXPHQWR�VL�FKLDPD�
VLULQJD�FRPH�OHL��¿QR�DG�RJJL�LQYHFH�QRQ�q�DQFRUD�EHQ�QRWR�FRPH�VL�FKLDPL�OD�PXVLFD�H�FKL�
essa sia»����
8Q¶LVWDQ]D�FKH�%ORFK�WURYD�SHUIHWWDPHQWH�UHDOL]]DWD�QHOOD�Symphonie fantastique di Ber-

OLR]��/H�/XIWZXU]HOQ�della musica, in altri termini, la sua mancanza di radicamento nella 
UHDOWj�HPSLULFD�H�VHQVLELOH��D�GLIIHUHQ]D�GHO�FRORUH��FKH�KD�XQD�VXD�ULJLGLWj��XQ�VXR�SHVR��VL�
colloca nella dimensione del tempo, del gezielter Gesang, FRQWHPSODQGR�LQ�Vp�TXDOFRVD�GL�
RVFXUR��XQ¶DVVHQ]D��GDWD�GDOOD�VXD�LQWDQJLELOLWj��,Q�YLUW��GL�TXHVWR�HVVR�SXz�HVSULPHUH�PHJOLR�
O¶LQTXLHWXGLQH�XPDQD�HG�LO�VHQVR�GHO�VXSHUDPHQWR�GHO�OLPLWH��,O�WHPD�GHOOD�IDQFLXOOD�DPDWD�
SHUFRUUH�FRPH�LO�¿OR�FRQGXWWRUH�XWRSLFR�WXWWD�OD�Sinfonia di Berlioz, nei suoi ritorni variati, 
QHOOH�VXH�ORQWDQDQ]H�H�QHL�VXRL�VWUDQLDPHQWL��QHOOH�VXH�DWWHVH�H�LGHDOL]]D]LRQL��$OOD�QRVWDOJLD��
alla lontananza è direttamente connesso il tema della intrinseca moralità della musica, data 
DQFKH�GDO�VXR�FDUDWWHUH�H[WUDWHUULWRULDOH��

/D�PXVLFD�SRQH�OD�QDWXUD�HG�LQ�HVVD�OD�IXJJHYROH��FHUFDWD��QDWLD�6LULQJD��H�OH�ODPSDGH�GL�(UR�VXOOH�
DFTXH� GHOO¶(OOHVSRQWR�� SHU¿QR� OD� SL�� FKLDUD�PXVLFD� GHO�PDWWLQR� SRQH� OD� VXD� QDWXUD� YHUVR� VHUD��
TXDQGR�LO�PRQGR�VL�VSHJQH�HG�HVVD�WUDSDVVD�TXDVL�QHO�SUH�DSSDULUH�GHO�VXR�IXWXUR�PLVWHUR��/u�GRYH�
la natura sorgiva della base soggettiva e dell’indagante base mondana cooperano in un pre-apparire 
FKH��GLYHUVDPHQWH�GD�TXHOOR�GHOOH�DOWUH�DUWL��KD�LQ�Vp�FRVWDQWHPHQWH�LO�momentum DSRFDOLWWLFR��/D�
SLWWXUD��SHU¿QR�OD�SRHVLD��FRQ�OD�ORUR�OLQJXD�VD]LD�GL�PDQLIHVWD]LRQL�H�JLj��R�JLj�DPSLDPHQWH��ORFD-
OL]]DWD��SRVVRQR�DJJLUDUH�TXHVWR�momentum; OD�PXVLFD��FRO�VXR�DSHUWR�ÀXLUH��SLHQD�GHJOL�LQL]L�GL�XQ�
TXDOFRVD�DQFRUD�QRQ�GHVLJQDELOH��SRQH�DO�WHPSR�VWHVVR�QHFHVVDULDPHQWH�HOHPHQWL�H[WUDWHUULWRULDOL���

�&DUDWWHUH�³H[WUDWHUULWRULDOH´��LQ�DOWUL�WHUPLQL�O¶HFFH]LRQDOLWj�GHOOD�PXVLFD��GH¿QLWD�©OLQJXD�
GHOO¶LQWHQVLWj�FKH�VL�IRUPDª��©FKH�YXROH�FRQVHJXLUH�³WXWWD�OD�VXD�HVVHQ]D´ nel mondo a lei 
SHUYHQXWR�� XGHQGRVL� FRQ� FKLDUH]]D� HG� HVSDQGHQGRVLª�� ,Q� TXHVWR�PRGR� OD�PXVLFD� GLYLHQH�
HVSUHVVLRQH�QHO�VLJQL¿FDWR�SL��SUHJQDQWH��FRQWHQHQGR�OD�PRUDOLWj�H�O¶XQLYHUVDOLWj�GL�XQ�SXQWR�
FHQWUDOH�LQWHQVLYR��2JQL�PRPHQWR�FRQWULEXLVFH�D�WDOH�ULVXOWDWR��OD�PHORGLD�QH�HODERUD�O¶HIIHWWR�
OLULFR��OD�IXJD�TXHOOR�HSLFR��OD�VRQDWD�DQFRUD�TXHOOR�GLDOHWWLFR�GUDPPDWLFR��PD�O¶©HVSHULPHQWR�
del percepire-in-esistenza se stesso e il mondo»���ULPDQH�FRPXQH�D�WXWWH�OH�IRUPH�GHOOD�PX-
VLFD��VRSUDWWXWWR�D�TXHOOH�ULJRURVH��
3HU�TXHVWR�OD�PXVLFD��FKH�DFFRPSDJQD�H�VFDQGLVFH�©OR�VJRUJDQWH�HVLVWHUH�FKH�TXL�FHUFD�GL�

ULVFKLDUDUVL�LQ�SUHOXGL�FRQFHQWULFLª��¿QLVFH�FRO�WUDVIRUPDUVL�LQ�XQ�©VLVPRJUDIR�VRFLDOHª��ULÀHW-
WHQGR��VRWWR�OD�VXSHU¿FLH�VRFLDOH��IUDWWXUH�HG�HVSULPHQGR�GHVLGHUL�GL�FDPELDPHQWR��,Q�TXHVWD�
IXQ]LRQH��FKH�SUHVXPH�SXU� VHPSUH�XQ� LQFRQWUR�GHO� Vp�FRQ� LO�GLVRUGLQH� VRWWR� OD� VXSHU¿FLH��
ovvero con i diagrammi di un altro ordine, in cui la coscienza non è più gravata di oggetti 

�� ,YL��S��������WU��LW���S��������
�� ,YL��S��������WU��LW���S�������H�VV�
�� ©([SHULPHQW�GHV�,Q�([LVWHQ]�9HUQHKPHQV�VHLQHU�VHOEVW�XQG�GHU�:HOWª��Ibidem��
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FRPH�VH�IRVVHUR�HVWUDQHL��OD�PXVLFD�QRQ�SXz�SL��QRQ�LQFRQWUDUH�LO�³TXLQWR�HOHPHQWR´��O¶XRPR��
assumendo le vesti tipiche come è stato genialmente osservato, dell’$XVGUXFN�umana����

La musica diviene dimensione tipica del soggetto, almeno del soggetto considerato dal 
SXQWR�GL�YLVWD�GHOOD�VXD�LUULGXFLELOLWj��OD�FRQGL]LRQH�IDQWDVWLFD�H�RQLULFD�D�FXL�OD�PXVLFD�LQWUR-
GXFH�q�GXQTXH�©TXDOFRVD�GL�EHQHYRORª��GL�©SURVVLPR�D�QRLª��LQ�TXDQWR�FRQVHQWH�FKH�DJLVFD�
«una reminiscenza, un ritrovarsi in patria», in altri termini il topos non localizzabile dell’u-
WRSLD��(�O¶XRPR�±�LO�JHQLR��LO�FUHDWRUH��PD�DQFKH�O¶DVFROWDWRUH�SURIDQR�SL��VHQVLELOH�±�ULHVFH�
D�VSHULPHQWDUH�FRQ�LO�VXRQR�VLD�O¶LQVLJQL¿FDQ]D�GHO�SUHVHQWH��VLD�OD�SUH�DSSDUL]LRQH�XWRSLFD�
GL�XQ�PRQGR�QXRYR�H�FRVWUXLWR�D�PLVXUD�GHO�VRJJHWWR��³0LVXUD´�GHWHUPLQDWD�GDOOD�FRQVDSH-
YROH]]D�FKH�TXHOOR�q�SURSULR�LO�³VXR´�PRQGR��LQ�TXDQWR�q�OD�SURLH]LRQH�VSD]LDOH�FUHDWD�GDOOD�
VXD�WHQVLRQH�WHPSRUDOH��TXLQGL�QRQ�XQ�PRQGR�FUHDWR�GD�XQ�HQWH�D�OXL�HVWUDQHR��QRQ�XQ�FRVPR�
FRQWHPSODELOH�LQ�XQD�SDVVLYLWj�FULWLFD�TXDQGR�QRQ�DGGLULWWXUD�VRWWR�O¶HIIHWWR�GHYDVWDQWH�GHO�
1LUYDQD��PD�XQ�PRQGR�LQ�FXL�O¶XRPR�KD�SLHQD�FRVFLHQ]D�GHOOD�SRVVLELOLWj�GL�XQD�VXD�UDGLFDOH�
WUDVIRUPD]LRQH��

Senza la musica non sussisterebbe neppure l’autentica comprensione della storia e del 
PRQGR��OD�PXVLFD�SHUWDQWR�QRQ�VHPSOLFHPHQWH�FRPH�³XQR´ strumento a disposizione dell’uo-
PR�PD�FRPH�©OD�PDWHULD�GHOO¶LGHQWLWj�XPDQDª��FRPH�VSD]LDOLWj�GHOO¶DGHPSLPHQWR�XWRSLFR��
©1HOO¶HVSUHVVLRQH�PXVLFDOH�SURSULR�O¶RUGLQH�LQWHQGH�XQD�FDVD��DQ]L�XQ�FULVWDOOR��PD�GL�IXWXUD�
OLEHUWj��XQD�VWHOOD��PD�FRPH�QXRYD�WHUUDª�

�� ,Q�TXHVWL�WHUPLQL�QHOOD�PRQRJUD¿D�GL�:��0DW]��Musica humana. 9HUVXFK��EHU�(UQVW�%ORFKV�3KLORVR-

SKLH�GHU�0XVLN��3��/DQJ, )UDQNIXUW�D�0�%HUQ�1HZ�<RUN�3DULV������


