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Bxpansenne My3bIKaJbHOI TEPMHHOJOTUU B MeTA(OPBHI Xy/105KeCTBEHHOI0 TEKCTa (Ha
marepuae pomana O. Xakciau « KOHTpamyHKT»)

JlanHast cTaThsi TOCBSIIEHA M3YyYEHUIO MY3BIKAJbHOM TEpPMUHOJIOTUU B MeTadopax
XyJI0’KECTBEHHOT'O TEKCTa. B kadecTBe MaTepuaia UCCIEN0BAHNS UCIIOIb3YETCS U3BECTHBIM POMAH
O. Xakcimu «KoHTpamyHKT». B pe3ynbTaTeé KOHTEKCTYaJbHOIO M CTHJIMCTHYECKOTO aHajau3a,
MeTadopbl ¢ MY3bIKATBHOW TepMuHONOTHEH U3 pomana O. Xakcnum «KoHTpamyHKT» ObuH
MOJIeJICHBI Ha JIBE TPYIIbI: MeTadopbl ¢ HECIIOKHBIMU MY3bIKaJIbHBIMU TEPMUHAMU U METadOphI C
BKpaIUIEHUEM CJIOHON MY3bIKQJIbHOW TepMmuHONoruu. Kak mokaszanmo ucciemoBaHue, Metadopsl
MEepBOW TPYMIBl SBJISIOTCSA, B Oonbliedl yactu, crepTbiMU. OHHM MOTYT BapbUPOBATHCS, UTO
YBEIIMYHMBACT CTEIIEHb UX 00pasHocTH. Ko BTOpOIi rpymie oTHOCATCS MeTa(OphI CO CHEIHaTbHBIMU
MY3bIKAJIbHBIMA TE€PMHHAMH, 3aMMCTBOBAaHHBIMM M3 HWTaJbSHCKOIO, I'PEUYECKOr0 M JIATUHCKOTO
s3bIKOB. Takuwe wmeradophl SBISIOTCS OPUTHHAIBHBIMA M JUISI HETOATOTOBICHHOTO YHTATEINs
MY3bIKAJIbHBIE TEPMHUHBI B HHUX MOIYT BOCIPUHHUMATHCS KAaK WHOPOJHBIE BKpAIUIEHUS C
HEU3BECTHBIM COJIEPKAHUEM, YTO, HECCOMHEHHO, 3aTPyIHSET IOHUMAHNE TEKCTa.

KuroueBble ciioBa: Mmy3bikanbHas metadopa, crepras Metadopa, OpuruHanbHas mMetadopa,
MY3bIKAJIBHBIA TEPMHUH, TEPMUHOJIOTHS.

Olga Sergeyevna Kamysheva
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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.

BBenenue

W3yueHre My3bIKaJbHOH TEPMHHOJIOTUHM B MeTadopax SBISETCS OJHUM U3 CaMbIX
MEPCICKTUBHBIX M IMOKa MAaIOM3y4YEeHHBIX HAlpaBIeHU B COBPEMEHHOW JIMHTBUCTHKE. B
MOCJICTHUE BPeMs ObLJIO MPOBEICHO HECKOJILKO BaXKHBIX MCCIICIOBAHUMN IO 3TOM Teme. Bo-nepBbix,
OTJEIHLHO aHATH3UPOBAIOCH (GYHKIIMOHUPOBAHUE MY3BIKAIbHON TEPMUHOIOTHH B pycckom [4], [5]
U aHIIHKACKOM [7] si3bikax. Bo-BTOpPBIX, UCCIeNOBAINCHL MeTaOphbl ¢ BKPAIUICHUEM MY3bIKAJIbHOM
TEPMUHOJIOTHH B Pa3HBIX BHJaX JHUCKypca: B pasroBopHoii [1], [6] u xymnoxecTtBenHol peun [3], a
TaKXKe TeKCTax Mmacc-menua [2]. OmHako 0 CHX OTCYTCTBYIOT KOMIUICKCHBIC HCCIICIOBAHMUS,
MOCBSAIICHHBIE ~ M3YyYCHHIO  MY3BIKQIBHBIX  TEPMHHOB B MeTadopax  aHIIIOS3BIYHOTO
XY/I0)KECTBEHHOT'O TEKCTA.
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B nmanHOIi craThe NMpeanpUHUMAETCS MOMbBITKA KIACCU(PUIIMPOBATh U ONUCATh METapoOpHI C
BKpAaIlJIECHUEM MY3bIKaJIbHOW TEPMHMHOJOIMM Ha Marepuaine u3BecTHoro pomana O. Xakciu
«Kontpanmyukry. Ilpu  uccienoBaHUM  HUCHOJB3YIOTCS ~ METOJAbl  KOHTEKCTYaJIbHOTO U
CTHJINCTUYECKOTO aHaIH3a.

Llens maHHOM cTaThM — NPOAHATIM3UPOBATH META(POPHI, BKIIOYAIOUINE MY3BbIKAJIbHBIC
TepMuHbI, B pomaHe O. Xakciau «KOHTpamyHKT».

3aauM “cciIe10BaHus:

1. OObscuuth MeTadopy ¢ My3bIKaJIbHBIM TEPMUHOM B CHJIbHOM MO3UIIMU TEKCTAa pOMaHa
O. Xakcnu «KoHTpamyHKT».

2. Bwigenuts u kaaccu@uIMpoBaTh METAPOPHI C MY3BbIKAIILHON TEPMHUHOJIOTHEH B pOMaHe
O. Xakcnu «KoHTpamyHKT».

3. MHUccnenoBare ynorpebienue wmeTadop, BKIIOYAIOUIMX HECIOXKHBIE MYy3bIKaJbHbIC

TEPMUHBI.
4. OnpenenuTh U OpOAHAIM3UPOBATH  MeTadopbl CO  CIOKHOM  MY3BIKaJIbHOMN
TEPMUHOJIOTHEN.

HccaenoBareabckasi 4acTh

Poman «KoHTpamyHKT» SIBJISETCS OJHUM M3 CaMbIX M3BECTHBIX IMpou3BeaeHui O. Xakciu.
On Obl1 onmy6nukoBaH B 1928 rony. B pomane onmuchiBaeTcs *H3Hb MHTEIJICKTYAIbHOM 3JIMTHI
Jlonniona Hayana XX Beka.

Cnenyer ormetuth, uTOo poManbl O. Xakcium OTIMYAIOTCS MY3bIKaJIbHOCTBIO, KOTOpas
MIPOSIBIISIETCS KaK B TUIaHE MMOCTPOSHUS, TaK M MCIOJIB30BaHUS MY3bIKANbHBIX MeTadop. He siBisiercs
uckimoueHueM u  pomaH «KoHTpanmyHKkT». B 1aHHOM XyJOOKECTBEHHOM IPOM3BEACHHUU
My3bIKaJbHasE MeTadopa HAXOOUTCSA B CHIBHON TO3MIUM TEKCTa, NPEAONPEACTsas CIOXKET
npousBeneHusd. Poman O. Xakciau INOCTPOEH IO aHAJOTHMM C MY3BIKAJIBHBIM KOHTPAIyHKTOM.
KoHTpanyHKT (J1aT. «HOTa IPOTUB HOTBI») — 3TO OJAHOBPEMEHHOE COUYETaHHE JABYX WM Ooiee
CaMOCTOSITEJIBHBIX MEJIOAMYECKUX TOJIOCOB, IMOJTOMY IO AHAJIOTMHM C JAHHOW MY3BIKaJIBHON
(dhopmoii B pomaHe HET KaK €IMHON CIOKETHOM JIMHHUH, TaK U TJIABHBIX T€POEB.

[Tpu BHMMaTenbsHOM npouteHuu pomana O. Xakcan «KoHTpanyHKT» Obu10 00HapyxkeHo 20
MeTapOpUYECKUX E€IUHMI], BKJIIOYAIONIMX MYy3bIKajdbHble TepMUHBI. [lomoOHble MeTadopsl, B
3aBHCUMOCTH OT CJI0KHOCTH, OBUIM pa3/iesieHbl Ha JABe OOJIbIINE IPYyMNIibl: MeTadophl ¢ BKpAIJICHNE
HECJIOKHOW MY3bIKaJIbHONW TEPMHUHOJIOTMM U METa(Opbl C BKPAIIEHHEM CIOKHOM MY3bIKaJIbHOU
TEPMHUHOJIOTUH. PacCMOTpHUM Ka)KIyI0 U3 HUX, AaHATU3UPYS IPUMEPBI U3 TEKCTA.

IlepBas rpynna meragop ¢ BKpanjeHueM HeCJ0KHOH MYy3bIKAJIbHON TEPMHUHOJIOTHHU

B pomane O. Xakciau My3blKajdbHbIE MeTadopbl MOTYT BKJIIOYATh TaKHE MY3bIKAaJIbHbBIE
TEpPMUHBI, Kak Note (roma), key (monanvrocms) u chorus (xop). Dt My3bIKaJbHBIC TEPMHHBI HE
SBJISIIOTCSL CJIOXKHBIMH, U, B IIEJIOM, TIOHATHBI YUTATENIO Jake 0e3 CHEelHaIbHOro MY3bIKalbHOTO
oOpa3oBaHws.

Mertadopbl ¢ JaHHBIMU TEPMHUHAMH, XOTS W SIBIAIOTCSA CTEPTHIMHU, JOMYCKAIOT pa3iIMyHbIe
BapuaHThl. Tak, MeTapopbl HOTHI M TOHAJBLHOCTHU IMO3BOJISIIOT MEpeNaTh pPa3Hble SMOIMH TJABHBIX
repoeB: THEB, Pa3IpakeHNE, HEXKHOCTh, HPOHHIO, HACMEIIKY U 4UyBCTBEHHOCTh. 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].
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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].

Mertadopa xopa, Kak mpaBuio, IepeacT COrJacoBaHHbBIE U apyxkeckue neicteus. Cp.:

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

Takum o0Opa3oMm, MeTadopbl MEPBOH TPYMIBl BKIIOYAIOT MY3BIKaJbHBIE TEPMUHBI NOtE
(Hota), key (ToHansHOCTH) U chorus (xop). Takue meTadophl SABJISIOTCSA, B OCHOBHOM, CTEPTHIMH, H,
KakK IIPaBUJIO, Y YATATEICH HE BO3HUKACT TPYJAHOCTEN C UX UHTEPIIpETAMEN U IOHUMaHUEM.

Bropas rpynna Mmeragop ¢ BKpamnjieHueM CJI0KHOH MY3bIKAJIbHOM TEPMUHOJIOTHHI

B wmeradopax pomana O. Xakcnu «KoHTpamyHKT» BcTpeuaercs ymnoTrpedieHue Oosee
CIIO)KHBIX MY3bIKAIbHBIX TEPMUHOB, KOTOpbIE, KaK MPaBUJIO, MPOU3OILIN M3 HTAIBIHCKOTO,
rpCUCCKOro " JIATUHCKOI'O SA3BIKOB. HonaraeM, qTo HCHOHFOTOBHGHHBIﬁ YUTATCIb MOXKET
BOCIPUHUMATh UX KaK MHOPOJHBIE BKparuieHus. Takue metadopsl TpeOyIOT paciinpoBKU, HHAYE
cMBICT MeTaopHl M TEKCTa OyIET HE MTOHATCH.

[Tonobubie MeTadopbl BKIIOYAIOT MY3bIKaJIbHbIE TEPMHHBI, KOTOPBIE PENPE3CHTUPYIOT
coco06 3BykomsmieueHus (pizzicato), peructp meBueckoro rojoca (falsetto), rpomkocts
(crescendo), memu3m (tremolo), untepran (octave), Bug rammer (Chromatic scale), koHkpetHyro
tonaneHOCTh (B flat major, C sharp minor), my3eikansayro Gopmy (quartet, scherzo, waltz) u
TeXHHUKY ucroanenus (variations, modulations). Ilpoananu3upyem KOHKPETHBIC IIPHMEPHI.

B omHOM M3 KOHTEKCTOB IEPBOHAYAIBHBIA 00pa3 cTepToil MeTadophbl OCIOKHSAETCS
MY3BIKQJIbHBIM TEPMHHOM, M MeTadopa CTaHOBUTCS OpUTMHANBbHONH. HepBbl TrepomHH — 3TO
MeTaopudeckre CTPYHBI CKPUIKM, Ha KOTOPBIX OCTpBIC MalbIbl HCIONHSAIOT MHUIIHKATO:
nuyyukamo (UTaJl. «UIUNaTh») — MPUEM UTPbl HA CTPYHHBIX MHCTPYMEHTaX IIUIKOM 0e3 MoMOoIn
cmbluka. 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. JIOKHBIN») — BEPXHUM PETUCTP MEBYECKOTO rosoca. J[aHHBIN TEpMHUH B
MeTadope penpe3eHTupyeT BEICOKUIN TosIoc YenoBeyeckoro roynoca. 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].

HcTropus mpoucxoxIeHHs )KU3HU Ha 3eMile, N300pakeHHast Ha PUCYHKe, Mpe/ICTaBlieHa Kak
My3bIKaJIbHas JUHAMUKA KpewjeHoo (UTall. «yBEIUYHBasi»), TO €CTh, NOCTENIEHHOE AMHAMUYECKOE
ycunenue 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 (uTan. «ApoXKallMi») TPEACTaBIsIeT COOOH  Pa3HOBUAHOCTH  MENIM3MA:
MHOT'OKPAaTHOE OBICTPOE TTOBTOPEHNE OJHOTO 3BYKa, TNOO OBICTPOE YepeIOBaHUE IBYX HE COCETHUX
3BYKOB MJIM c03By4nii. COOTBETCTBEHHO, MeTadopa, BKIIOYAIONIas MOA0OHbIN TePMUH, T03BOJISET
OXapaKTepr30BaTh JIUXOPaJ0UHOE ABMKEHHUE pYKH reposi. Cp.:

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

OxkTaBa (JaT. «BOCbMas») — camblii OOJIBIIOW MY3BIKAJIBHBIM MHTEpPBaj, BKIIIOYAIOLIUN B
ce0st 8 cTyneHel TUaTOHHMYECKOTro 3ByKopsiia. BeposTHO, MeTadopa OKTaBbl MOKA3bIBAET IIUPOKHUE
YKECTBI repos 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].

[TocTossHHOE M3MEHEHHE IMOLMOHAIBHOTO COCTOSHUS IE€pPOMHM NEPENAEcTCs MHUCATEIEM B
MeTadope XpOMaTHUYECKONH raMMBbl: XpoMaTHueckas ramma (Tped. «pa3HOIBETHBIN)») — BOCXOsIIIee
WJTM HUCXO/ISIIEE MEJIOJUYECKOE ABMKEHUE N0 nmoiayToHaM. Cp.:
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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].

B cBoeMm AHCBHUKE OJJUH U3 I'€POCB, cDI/IJ’II/II’II’I, PaSMBIIIACT O Xy,I[O}I(eCTBeHHOI;'I JUTEpATypeE.
On cpaBHuBaer ee c¢ My3bikoi JI. B. berxosena. HaOmromaercs pas3BepThIBaHHUE MOJAEIU
«Xy,HO}KeCTBeHHOG IMPOU3BCACHUEC — MY3bIKa», KOTOpasd OAHOBPEMCEHHO OCJIOXHACTCA HerOCTOfI
MY3bIKaJIbHOIM TepMuHONOTHei: modulations (nar. «pa3MepeHHOCTh, PUTMUYHOCTBY) — HEPEX0]] OT
OJTHOM TOHAJILHOCTH K JPYyroi, variations (j1at. «u3MeHeHHe, IIEpEMEHay») — IIOBTOPEHHE MaTepraa
B u3MeHeHHoit dopme, B flat major (cu-O6emons maxkop), C sharp minor (mo-mue3 MHHOpP) —
TOHAJIBHOCTH, quartet (utai. «4eTBepTHIi») — aHcaMOJIb M3 YETHIPEX MY3BIKAaHTOB, SCherzo (urai.
«H_IYTKa») — MY3bIKaJIbHaA IIbE€Ca WKW YaCTb IIPOU3BCIACHUSA B 6BICTpOM TEMIIC U TPCXIAOJIBHOM
pasMepe ¢ XapaKTepHBIMU 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 CIOXHYKO MY3bIKAJIBHYIO
TEPMHUHOJIOTHIO: CIOCO0 3ByKou3BjeueHus (pizzicato), 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 Texuuky ucnonnenus (variations, modulations). Takue mMeTadopbl peaqu3yrOTCs B TEKCTE
poMaHa, B OCHOBHOM, KaK OpPUTHHAJIbHO-aBTOPCKHE. MYSBIKaJ'II)HaSI TECPMHUHOJIOTHA B UX COCTAaBEC
MOKET BbI3bIBATH TPYAHOCTHU IIPU ITOHUMAHHUH KaK caMou MeTaQ)opH, TaK U XYJOXKCCTBCHHOT'O
npousBeieHus B 1enaoM. [lomaraeM, yTo ynadHbIM pEIIEHHEM JAHHON MPOOJIEMBbl MOXKET ObITh
pasMCIICHUEC KOMMCHTAPUCB HWJIIK CCBUJIOK C OIPCACICHUAMU HOI[O6HBIX TCPMUHOB K TCKCTY
poMaHa.

3akiroueHue

B pomane O. Xakcnu «KoHTpamyHKT» My3bIKajbHble TEPMHUHBI B cocTaBe MeTadop
BCTPCHYAOTCA HOOBOJIBHO 4YacCTo. My3I>IKaJILHBII>'I TCPMHUH HaXOAUTCA B 3aroJIOBKC JaHHOTO
XYOOXKECTBCHHOI'O IMPOMU3BCACHUA, TEM CaMbIM MPCAONPEACIIAA CIOXKET W IIOCTPOCHHUE pOMaHa.
HOJ’Iy‘ICHHHﬁ HpaKTI/I‘{eCKI/Iﬁ Marepuall yAajldoCb Ppa3ACIuTb Ha ABC YaCTH: MeTaCI)OpBI C
BKpaIlJICHHEM HECJI0KHOM MY3BIKaJIbHOM TEpPMUHOJIOTUHM M MeTa(opbl ¢ BKpAIJIEHUEM CIOXKHOU
MyBLIKaHLHOﬁ TCPMHHOJIOTUH. Kaxk mokazaio HUCCICIOBAHUC, MeTa(I)OpLI HepBOﬁ TPYIIILI ABJISAKOTCH,
B Oonbielt yact, crepTbiMU. OHU MOHATHBI yuTaTeNn0. X MOXHO OOHApyXUTh HE TOJBKO B
XyI[O)KCCTBCHHOfI, HO U pa3r0BopH0171 peyu. HpI/I 9TOM, HECMOTPA Ha CTCPTOCTH, BO3MOKHBI
BapbUPOBaHUs, UTO, ECTECTBEHHO, OBBILIAET YPOBEHb 00pa3HOCTH 10A00HBIX MeTadop. Ko BTOpoii
TpYIIIC OTHOCATCA MCTa(I)OpLI CO CliciaJIbHBIMU MY3LIKAJIbHBIMU TCPMHUHAMMU. Kaxk IIpaBHJIO, OHU
3aMMCTBOBAHbI U3 UTAJIBAHCKOI'0, IPEYCCKOro U JJATUHCKOI'O SA3BIKOB. Takue MeTa(l)OpBI SABJISIFOTCS
OpPUT'MHAJIBHBIMA U UII HCHOATOTOBJICHHOI'O YUTATCIA MOI'YT BOCIIPUHHUMATLCA KAaK MHOPOJIHBIC
BKparuiICHUsA C HEHU3BECTHBIM COJACPKAHHUEM, 4YTO, HCCOMHCHHO, 3aTpyAHACT IIOHHMMAHUC TCKCTA.
C‘-II/ITaeM, 4TO B 3TOM CJiy4dac HGOGXOI[I/IMLI CCBbUIKM HJIM KOMMCHTApuu C O0OBSICHEHHEM DTHUX
TepMUHOB. OHU OBI MOTJIM TIOMOYb YUTATEIISIM MTPEOI0JIETh TOI00HBIC TPYTHOCTH.
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