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Bxpamuienne My3bIKaJbHOH TEPMHUHOJIOTHN B MeTA(OPHI XYA07KeCTBEHHOI0 TeKCTa (Ha
MaTtepuaJie pomana Q. Xakciau « KoHTpamyHKT)

JlaHHast cTaThg TOCBSIIEHA M3YYCHHIO MY3BIKQIbHOH TEPMHHOIOTUM B MeTadopax
XyJI0’)KECTBEHHOT'O TEKCTa. B kayecTBe MaTepuaia UCCIEeI0BAHUS UCIIOIb3YETCSl U3BECTHBIM POMAaH
O. Xakciu «KoHTpamyHkT». B pe3ynpraTe KOHTEKCTYalbHOIO M CTUIMCTHYECKOIO aHajlIu3a,
Metaopel ¢ My3BIKAIBHOW TepMuHOJorHed u3 pomana O. Xakcau «KoHTpamyHKT» ObUIH
MOJICJICHBI HA JIBE TPYIIBL: MeTa(Ophl C HECIOKHBIMH MY3bIKAIbHBIMA TEPMHUHAMHU U METa(OphI ¢
BKpaIlJICHHEM CII0)KHOM MY3bIKallbHOM TepMuHonoruu. Kak mokasano uccienoBaHuE, MeTa(opsl
MEPBO TPYyNIBl SBISIOTCS, B OOnblIed 4acTd, cTepThiMH. OHHM MOTYT BapbHPOBAThCS, YTO
YBEJIIMYUBAET CTENEeHb UX 00pazHoctu. Ko BTOpo# rpymme oTHOCITCS MeTadopsl CO CHEIHAIbHBIMU
MY3bIKQJIbHBIMH TE€PMUHAMH, 3aUMCTBOBAHHBIMM W3 MTAJbSHCKOTO, I'PEYECKOT0 U JIATUHCKOIO
sa3bIKOB. Takue Mertadopbl SBISIOTCS OPUTMHAIBHBIMHU W NI HEMOATOTOBJICHHOTO YUTATEINS
My3bIKQJIbHBIE TEPMHHBl B HHUX MOIYT BOCIHPHUHMMATbCS KaK WHOPOJHBIE BKpPAIJICHUS C
HEU3BECTHBIM COJIEP)KaHUEM, UTO, HECCOMHEHHO, 3aTPyIHSIET IOHUMAHHUE TEKCTa.

KiaoueBble ciioBa: My3bikaiabHas Metadopa, crepras meradopa, opuruHaasHas metradopa,
MY3bIKAJIbHBI TEPMHUH, TEPMUHOJIOTHS.
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The incorporation of musical terminology into the metaphors of the literary text (based on the
material of O. Huxley's novel “Point Counter Point”)

This article is devoted to the study of musical terminology in the metaphors of the literary
text. The well-known novel by O. Huxley “Point Counter Point” is used as the research material. As
a result of contextual and stylistic analysis, the metaphors with musical terminology from O.
Huxley's novel “Point Counter Point” were divided into two groups: metaphors with simple musical
terms and metaphors interspersed with complex musical terminology. As the study showed, the
metaphors of the first group are, for the most part, trite. They can vary which increases the degree
of their imagery. The second group includes metaphors with special musical terms borrowed from
Italian, Greek and Latin. Such metaphors are original and may be perceived by an unprepared
reader as foreign inclusions with unknown content, which undoubtedly makes it difficult to
understand the text.

Keywords: musical metaphor, trite metaphor, original metaphor, musical term, terminology.

Beenenue

W3ydyeHre My3bIKaIbHOW TEPMUHOJOTMM B MeTadopax SBISeTCS OAHHUM M3 CaMbIX
IIEPCIEKTUBHBIX M II0Ka MAaJOU3yYEHHBIX HAIPaBICHUNM B COBPEMEHHOM JIMHIBUCTUKE. B
MOCJIeTHUE BpeMsi ObUIO TIPOBEICHO HECKOJIBKO Ba)KHBIX MCCIIEIOBAHUI 10 3TOM Teme. Bo-mepBrIx,
OT/ICNIBHO aHATM3UPOBAIOCH (PYHKIIMOHUPOBAHNE MY3bIKaJIbHOM TepMHHOJOTHU B pycckoM [4], [5]
u aHrnuickoM [7] s3bikax. Bo-BTopbIX, HccnenoBanuch MeTadophbl ¢ BKPAIICHUEM MY3bIKaTbHON
TEPMHUHOJIOTHH B Pa3HbIX BUIAX JAHMCKypca: B pasroBopHoii [1], [6] u xynoxecTBenHol peun [3], a
TaK)Ke TeKcTax Macc-mMenua [2]. OgHako 10 CHUX OTCYTCTBYIOT KOMIUIEKCHBIE HCCIIEI0BaHUSA,
MOCBAILIICHHbIE ~ M3YyYCHHMIO  MY3bIKJBHBIX  TEPMHHOB B  MeTadopax  aHIJIOA3BIYHOTO
XYIOKECTBEHHOTO TEKCTA.
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B nmanHOIi craThe NMpeanpUHUMAETCS MOMbITKA KIACCU(PUIIMPOBATh U ONKCATh METapoOpsI C
BKpaIUICHUEM MY3bIKaJIbHOM TEPMHHOJIOTUM Ha Marepuaie wu3BecTHoro pomana O. Xakcnu
«Kontpanynkt». Ilpm  uccrenoBaHMM — UCHOJB3YIOTCSA ~ METOAbl  KOHTEKCTYalbHOIO U
CTHJIMCTUYECKOT0 aHaJIM3a.

Ilenb naHHOM cTaTbu — MpOaHAIM3UPOBATH MeTadopbl, BKIIOYAIOIINE MY3bIKaJbHbIC
TepMuHbI, B pomane O. Xakciau «KoHTpammyHKT.

3amauu ucciae10BaHus:

1. OObsacHUTh MeTadopy C MY3bIKATHHBIM TEPMUHOM B CHJILHOM MO3UIIUU TEKCTA pOMaHA
O. Xakcau «KOHTpaImyHKT.

2. Bpienuts u knaccuduuupoBaTh MeTadOphl ¢ MY3bIKAIBHOW TEPMHHOJIIOTHUEH B pOMaHe
O. Xakcau «KOHTpaImyHKT».

3. HWccnenoBare ymnorpebieHue wmeTadop, BKIIOYAIONINX HECIOXKHBIE MY3bIKaJbHBIC
TEPMUHBIL.

4. OmpenenuTh ©  TPOAHATH3UPOBATH  MeTadoOpbl CO  CIOKHOW  MY3BIKaJIbHON
TEPMHUHOJIOTHUEH.

HccienoBarenbekasi 4acTh

Poman «KoHTpamyHKT» SIBISIETCS OJHUM M3 CaMbIX M3BECTHBIX mpousBeneHuit O. Xakciu.
On Obu1 onyOnukoBaH B 1928 rony. B pomane onuchIBaeTCsl KU3Hb MHTEJUIEKTYaIbHOW SJIMTHI
Jlongona Hayaima XX Beka.

Crnenyer ormeruth, uTo poMmanbl O. XaKciuM OTIMYAIOTCS MY3BIKAILHOCTBIO, KOTOpas
MIPOSIBIISIETCS KaK B IJIaHE MOCTPOEHUS, TaK U UCIOJIB30BaHUs My3bIKalIbHBIX MeTadop. He aBnsercs
uckmoueHneM U pomaH «KoHTpamyHKT». B 1aHHOM  XyIOKECTBEHHOM IPOW3BEICHUU
My3bIKallbHasg MeTaopa HAXOAWTCA B CHJIBHONM TMO3UIUM TEKCTa, MPEONpPEAeNsisi CIOXKET
npousBeneHus. Poman O. Xakcnu MOCTPOEH MO AHAJIOTHH C MY3BIKaJIbHBIM KOHTPAITYHKTOM.
KoHTpanyHKT (1aT. «HOTa TMPOTUB HOTBI») — 3TO OJAHOBPEMEHHOE COUETaHHE ABYX WM Oolee
CaMOCTOSITENTFHBIX MEJIOJIMYECKUX TOJIOCOB, IMOJTOMY IO AHAJOTHH C JAaHHOH MY3BIKaJbHON
(dhopMoiil B poMaHe HET Kak eTUHON CIOKETHOW JIMHUU, TaK U TTIABHBIX T€POEB.

[Tpu BHUMaTenbHOM TipouTeHnU pomaHa O. Xakcnu «KoHtpanyHkT» ObU10 00Hapy»)keHo 20
MeTadOpUYEeCKUX €IUHHI], BKIIOYAIONIMX MYy3bIKaldbHble TepMuHBL. [lomoOHBIe MeTadopsl, B
3aBHCUMOCTH OT CJIOKHOCTH, OBUTH pa3/iesieHbl Ha JABe OOJIbIINE rPYIIbl: MeTadophl C BKpAIJICHHE
HECJIOKHOW MY3BbIKATbHOW TEPMHUHOJOTHH U MeTa(ophl ¢ BKpAIJICHHEM CIOKHON MY3bIKabHOM
TEPMUHOJIOTHH. PacCMOTpUM KaXKIyI0 U3 HUX, aHATH3UPYS PUMEPHI U3 TEKCTA.

IlepBas rpynna meragop ¢ BKpamjieHueM HeCJ10KHOH MYy3bIKaJIbHON TePMHUHOJIOIHU

B pomane O. Xakcnu My3bIKaibHBIE MeTadOpbl MOTYT BKIIIOYATh TaKWE MY3bIKaJbHBIC
TEpMHHBI, KaKk NOte (roma), key (monanvnocms) u ChOrus (xop). 3T My3bIKaTbHBIE TEPMUHBI HE
SIBIISTIOTCSL CJIOKHBIMH, M, B IEJIOM, TIOHSATHBI YUTATENIO Jake 0€3 CHEeNHaTIbHOr0 MY3bIKaJILHOTO
o0Opa3oBaHMUs.

MeTtadopsl ¢ JaHHBIMH TEPMHHAMH, XOTSI U SBIISIOTCS CTEPTBIMH, JOMYCKAOT Pa3IMYHBIC
BapuaHThl. Tak, MeTadopbl HOTHI U TOHATHLHOCTH MO3BOJISIOT MEPEIaTh Pa3HbIe SMOIMH TJIABHBIX
repoeB: THEB, pa3IpaXeHne, HeKHOCTh, UPOHHUIO, HACMEIIKY U YyBCTBEHHOCTh. Cp.:

‘They can wait,” he answered, and there was a note of anger in his voice [8, c. 12].

‘I’'m not being swindled.’ There was a note of exasperation in his voice, the exasperation of
a man who knows he is in the wrong [8, c. 72].

‘Yes, I've never noticed it, either,” said his mother. ‘Which only shows,’ she added with that
note of tenderness which always came into her voice when she mentioned her dead husband [7: c.
181].

‘Thanks for telling me.” She kept up the note of irony [8, c. 279].

Illidge was stung by the note of mockery in Spandrell’s words [8, c. 340].

His life with Susan was a succession of scenes in every variety of emotional key [8, c. 172].

His heart was violently beating. Like the warmth of a body transposed into another sensuous
key, the scent of her gardenias enveloped him [8, c. 175].
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Mertadopa xopa, Kak MpaBujIo, epeaacT COrIacCOBaHHbIC U ApYyxeckue nernctaus. Cp.:

‘You are!’ they all shouted together. It was courtship by chorus and by teasing [8, c. 197].

Takum o0pa3om, Metadopbl TMEPBOM TPYIIBI BKIOYAIOT MY3bIKaJIbHbIE TEPMHUHBI NOte
(aota), key (TronansHOCTB) U chorus (xop). Takue MeTadophl ABISAIOTCS, B OCHOBHOM, CTEPTHIMH, U,
KakK IIpaBuiIo, y quTaTeled He BOZHUKAET T‘py,Z[HOCTeﬁ C Ux HHTepHpeTaHHeﬁ U IIOHUMAaHUEM.

BTOpaﬂ rpymnmna MeTa(bop C BKpPaIlJICHUEM CJI0KHOM My3LIKaJILHOﬁ TCPMHUHOJIOI'MHA

B wmeradopax pomana O. Xakcnu «KoHTpamyHKT» BCTpedaeTcs ymnoTpeOsieHue Ooiee
CJIOKHBIX MY3bIKAJIbHBIX TCPMHWHOB, KOTOPBIC, KaK IIPaBHJIO, MNPOU3ZOLUIM H3 HUTAJIBAHCKOIO,
I'p€UCCKOro M JIATUHCKOI'O SA3BIKOB. HonaraeM, qTo HeHOI[l"OTOBJ'IeHHBIf/'I YUTATCIb MOXKET
BOCIIPUHMMATh WX KaK MHOPOAHbIE BKparuieHus. Takue meradopsl TpeOyIOT pacunpoBKy, HHAUE
CMBICIT MeTaOophl U TEKCTa OYACT HE TIOHATEH.

[TomoGHble MeTadopbl BKIIOYAIOT MY3BIKAJbHBIE TEPMHUHBI, KOTOPHIE PEMPE3CHTUPYIOT
cocod 3BykousBieueHus (pizzicato), perumctp meBdeckoro rosoca (falsetto), rpomxocts
(crescendo), menusm (tremolo), untepan (octave), Bux rammbr (Chromatic scale), koHKpeTHYIO
tonansHOCTh (B flat major, C sharp minor), myseikansayto dopmy (quartet, scherzo, waltz) u
TeXHUKy ucnojHenus (variations, modulations). Ipoanamusupyem KOHKPETHBIC TIPUMEDPHI.

B ogHOM W3 KOHTEKCTOB TEpBOHAYalIbHBIM 0Opa3 cTepToil MeTadophbl OCIOKHASTCS
MY3BIKQJIbHBIM TEPMHUHOM, W MeTadopa CTaHOBHUTCS OpHUTHHAILHOH. HepBbl TrepowHH — 3TO
MeTa(i)OpI/I‘ICCKI/Ie CTPYHbI CKPHUIIKHM, Ha KOTOPBIX OCTPbIC TIAJbLIbl HCIIOJHAOT JMMALNIOUKATO:
nuyyukamo (UTall. «IIUNaTh») — IPUEM UIPbl HA CTPYHHBIX MHCTPYMEHTaX LIUIKOM 0€3 MoMoIlu
cMmbluka. Cp.:

And suddenly sharp fingers seemed to pluck, pizzicato, at the fiddle-strings of her nerves;
Walter could feel her whole body starting involuntarily within his arms, starting as though it had
been suddenly hurt [8, c. 96].

Danvyem (UTaN. WIOXKHBII») — BEPXHUM PErucTp MEBUECKOro rosioca. JJaHHBIN TEpMUH B
MeTadope penpe3eHTUPYET BHICOKUH TOJI0C YeIoBedYecKoro rojioca. Cp.:

He spoke into a drawling falsetto [8, c. 70].

Illidge removed his handkerchief from his nose and shouted in a shrill falsetto, ‘Oh, you
naughty boys!’ [8, c. 339].

HCTOpI/ISI MPOUCXOKIACHUA )KU3HU HA 3CEMIJIC, H306pa>1<eHHa$1 Ha pUCYHKC, IPCACTABJICHA KaK
MY3bIKaJIbHasA JUHaMHUKa ermeHdo (I/ITaJ'I. «YBeJ'II/ILII/IBaSI»), TO €CTbh, NOCTCIICHHOC ANHAMHNYCCKOC
ycuiieHue 3Byka. Cp.:

The drawing on the left was composed on the lines of a simple crescendo. A very small
monkey was succeeded by a very slightly larger pithecanthropus, which was succeeded in its turn
by a slightly larger Neanderthal man [8, c. 213].

Tpemono (WTall. «IpoOXKallMii») TMPEACTaBIAeT COOOM Pa3sHOBUAHOCTb  MeENU3Ma:
MHOT'OKpPAaTHOC 6BICTpOC MOBTOPCHUEC OAHOI'O 3BYKa, 1100 6BICTpOC YCepeaoBaHUC NBYX HE COCCIHUX
3BYKOB WM CO3By4Hii. COOTBETCTBEHHO, MeTadopa, BKIFOYAIOIIAs MOA00HBIN TEPMHH, TO3BOJISET
0XapaKTCPU30BaATh JIMXOPAAOIHOC ABUIKCHUC PYKHU I'C€POs. Cp

He agitated his hand in a rapid tremolo [8, c. 380].

OxraBa (J1aT. «BOCbMasi») — CaMblii OOJBIION MYy3bIKAJIBHBIA MHTEPBaj, BKJIIOYAIOLINA B
ce0s 8 cryneHell AMaTOHMYECKOro 3ByKopsaa. BeposTHo, MeTadopa OKTaBbI MOKA3bIBAET HMIMPOKUE
’KECTBI reposi BO BpeMs pasrosopa. Cp.:

‘Empty, thank goodness,” he said and, stretching his hand, he played imaginative octaves,
span after span, over the coach-work [8, c. 393].

ITocTostHHOE H3MEHEHUE OMOIMOHAJIIBHOTO COCTOSAHUA TCPOHMHHU IICPEAACTCSA IMUCATCICM B
MCTa(I)Ope XpOM&TH‘-ICCKOfI raMMBI: XpOMAaTUYCCKaAsA raMmMa (rpeq. <<p33HOHBeTHLIﬁ>>) — BOCXOJALICC
HJIN HUCXOAAIIECEC MCTTOANYCCKOC IBUKCHUEC 10 ITOJIYTOHAM. Cp

Her lips responded hardly less closely and constantly to her thoughts and feelings than her
eyes, and were grave or firm, smiled or were melancholy through an almost infinitesimally
chromatic scale of emotional expression [8, c. 262].
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B cBoeMm AHCBHUKE OJJUH U3 I'CpOcCB, (DI/I.]'II/IHH, PaSMBIIIACT O Xy,I[O}I(eCTBCHHOfI JUTEpPATypE.
On cpaBHuBaer ee c¢ My3bikoii JI. B. berxoena. HaOmromaercsa pas3BepThIBaHHUE MOJAEIU
«Xy,HO}KeCTBeHHOC IMPOU3BCACHUEC — MY3bIKa», KOTOpasd OJHOBPEMCEHHO OCJIOXHACTCA HCHPOCTOfI
MY3BbIKaJIbHOHM TepMuHONOTHei: modulations (jar. «pa3MepeHHOCTb, pPUTMUYHOCTBY) — HEPEX0]] OT
OJTHOM TOHAJILHOCTH K JPYyroi, variations (jiat. «u3MeHeHHe, IIEpEMEHay») — IIOBTOPEHHE MaTepraa
B u3MeHeHHoit dopme, B flat major (cu-O6emons maxkop), C sharp minor (mo-mue3 MHHOpP) —
TOHAJIBHOCTH, quartet (utai. «4eTBepTHIi») — aHcaMOiIb M3 YETBIPEX MY3BIKAHTOB, SCherzo (urai.
«IJ_IYTKa») — MY3bIKaJIbHaA IIb€Ca WJIKM YaCTb IIPOU3BCIACHUSA B 6BICTpOM TEMIIC U TPCXIAO0JIBHOM
pasMepe ¢ XapakKTepHBIMU PUTMUYECKUMH oOopoTamu. Cp.:

The musicalization of fiction... Meditate on Beethoven. The changes of moods, the abrupt
transitions. (Majesty alternating with a joke, for example, in the first movement of the B flat major
guartet. Comedy suddenly hinting at prodigious and tragic solemnities in the scherzo of the C sharp
minor quartet.) More interesting still, the modulations, not merely from one key to another, but
from mood to mood. A theme is stated, then developed, pushed out of shape, imperceptibly
deformed, until, though still recognizably the same, it has become quite different. In sets of
variations the process is carried a step further. Those incredible Diabelli variations, for example.
The whole range of thought and feeling, yet all in organic relation to a ridiculous little waltz tune.
Get this into a novel [8, c. 297-298].

Taxum 06p2130M, MCET a(bOpBI BTOpOI>'I rpyImnbl BKIIFOYAOT JOBOJIBHO CIOXHYHO MY3bIKAJIbHYIO
TEPMHUHOJIOTHIO: CIOCO0 3ByKou3BjeueHus (pPizzicato), peructp mneBueckoro rojoca (falsetto),
rpomkocTh (crescendo), memusm (tremolo), murtepsan (octave), Bug rammer (Chromatic scale),
KOHKpeTHYI0 ToHanbHOCTH (B flat major, C sharp minor), my3sikansayto dopmy (quartet, scherzo,
waltz) u rexuuky ucrnonnenus (variations, modulations). Takue mMetadopsl peasu3ytOTCs B TEKCTE
poMaHa, B OCHOBHOM, KaK OPUTHHAJIbHO-aBTOPCKHE. MYSI)IKaJII)HaSI TCPMHUHOJIOTHA B UX COCTABC
MOKET BbI3bIBATH TPYAHOCTHU IIPU ITOHUMAHHUH KaK caMou MeTaQ)opH, TaK U XYHOXKECTBCHHOT'O
npousBeieHus B LenaoM. [lomaraeM, yTo ynadHbBIM peHIEHHEM JAHHON MPOOJIEeMbl MOXKET ObITh
pasMCIICHUEC KOMMCHTAPUCB WK CCBUIOK C OIPCACICHUAMU HOI[O6HBIX TCPMHUHOB K TCKCTY
poMaHa.

3akioueHue

B pomane O. Xakcnu «KoHTpamyHKT» My3bIKajbHble TEPMHUHBI B cocTaBe MeTadop
BCTPECHYAOTCA MOOBOJIBHO 4YacCTo. My3I>IKaJILHBII>'I TCPMHUH HaXOAUTCA B 3aroJIOBKC JaHHOTO
XYOOXKECTBCHHOI'O IMPOMU3BCACHUA, TEM CaMbIM MNPCAONPEACIIAA CIOXKET W IMOCTPOCHHUEC pOMaHa.
[Tonmy4yeHHBIM mNpakTUYECKUH MaTepual yAaJloCh pas3[eluTh Ha JIB€ 4YacTu: MeTaopsl C
BKpAIlJICHUEM HECJI0)KHON MY3BIKaJIbHOM TEPMUHOJIOTUM M MeTaQopbl C BKpAIUIEHUEM CIIOKHOM
My3I>IKaJ'ILHOI\/'I TCPMHUHOJIOTHUH. Kaxk mokazaito HCCICIOBAHUC, MeTa(i)OpLI r[epB0171 TPYIIIBI ABJIAKOTCA,
B Oonbuielt yact, crepTbiMU. OHU MOHATHBI yuTaTeNto. X MOXHO OOHapyXWUThb HE TOJBKO B
XyILO)KCCTBCHHOﬁ, HO U pa3r0BopH0171 peyu. HpI/I 9TOM, HECMOTpPA Ha CTCPTOCTH, BO3MOKHBI
BapbUPOBaHUs, UTO, €CTECTBEHHO, OBBILIAET YPOBEHb 00pa3zHOCTH 10A00HBIX MeTadop. Ko BTOpoii
IpYIIIC OTHOCATCA MCTa(I)OpLI CO CliciuaJIbHBIMU MY3bIKAJIbHBIMU TCPMHUHAMMU. Kaxk IIpaBHJIO, OHU
3aMMCTBOBAHbI U3 UTAJIBAHCKOI'0, IPEYCCKOro U JJATUHCKOI'O SA3BIKOB. Takue MeTa(l)OpBI SABJISTFOTCS
OpPUT'MHAJIBHBIMA U IS HCHOATOTOBJICHHOI'O YUTATCIIA MOI'YT BOCIIPUHHUMATHLCA KAaK MHOPOJIHBIC
BKparuiCHUA € HEU3BECTHBIM COJACPKAHHUEM, 4YTO, HCCOMHCHHO, 3aTPYyAHACT IMOHHMMAHUC TCKCTA.
C‘-II/ITaeM, 4TO B 3TOM CJiy4dac HeO6XOI[I/IMLI CCBbUIKM HJIM KOMMCHTApuu C OOBSICHEHHEM DTHUX
TepMUHOB. OHU OBI MOTJIM TIOMOYb YUTATEIISIM MTPEOI0JIETh MOI00HBIC TPYTHOCTH.
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