Bunyck 16

YOK 811.111°42
DOI https://doi.org/10.32782/tps2663-4880/2021.16.36

JEKCUKO-CTUWJIICTUYHI OCOBJIUBOCTI IEPEKJIAY
AHIVTIOMOBHUX TEKCTIB MY3UYHOI TEMATUKHA YKPAIHCBKOIO MOBOIO

LEXICAL AND STYLISTIC PECULIARITIES OF TRANSLATION
OF THE ENGLISH MUSICAL TEXTS INTO UKRAINIAN

Minsryii H.H.,

orcid.org/0000-0003-4510-8106

Kanouoam inono2iuHux Hayk, OoyeHm,

Odoyenm Kagedpu 0ino6oi iHo3eMHOi MOBU Ma NepexIaoy

Hayionanvnoco mexniunoeo ynisepcumemy « Xapkiecokutl noIimexHiuHuti iHCMumym»»

Yepuenko C.1O.,
orcid.org/0000-0002-9801-0631
BUKIAOAY

Ocsimnwvoeo yenmpy “ONLY ENGLISH”

Y RiHrBiCTUMHOMY LOCHI[KEHHI NPOBEAEHO NEKCUYHMUIA Ta CTUMICTUYHUIA aHani3 aHrMOMOBHMX TEKCTIB y ranysi MucTe-
LTBa, 30Kpema My3uKku, Ta BU3HAYEHO TPYOHOLLi iX nepeknagy. Y ctaTTi 3a3HayeHo, L0 TEKCTM Uiel cdepn BUCTYNaoTb
y poni iHbopmaTMBHOI apeHu, Ha SKil YCi KpaiHu NpeacTaBnaoTb cebe 3acob0M CBOIX KyNbTYpHUX AocsArHeHb. MyandHe
MWUCTELTBO HE € BUHSATKOM.

Bce binbLue haxoBux ypHanis 3'ABNAOTLCA Ta NO3MLIOHYH0TL cebe My3nko3HaBYMMU. BoHM nyonikytoTh CTaTTi, y SKUX
3HaNOMIATb NEePECIYHNX YMTaYIB 3 iICTOPIED MY3WKY, il PO3BUTKOM Ta BUAATHUMM MHOAbMM, SIKi CTany OCHOBOMONMOXHUKaMM
uiei cpepu MucTeulTBa, Ta 3 TUMM, SKi TiNbKX NOYMHAIOTL OTPUMYBATU CBOI 3000YTKM Y LN ranyai.

Y cTaTTi BNOpPsSAKOBAHO BXe 3400y Ti 3HAaHHSA Ta pesynsTaTi 1 po3rnsHyTO HOBI acnekTW AOCNIAKEHHS, @ caMe BU3Ha-
YEHO CTWUSb TEKCTIB MY3UYHOIO CNPSMYBaHHS, BUBYEHO iX JIEKCUKO-CTUNICTUYHI 0COBMMBOCTI Ta pO3rNsiHyTO 0COBMMBOCTI
nepeknagy Takux TEKCTiB YKpalHCbKOIO MOBOI. Y CTaTTi BU3HAYEHO X OCHOBHY METY, AKOIO € iH(DOPMYyBaHHSA YnTaya,
CMOHYKaHHS A0 NPOYUTaHHSA ANS HaJaHHA HOBUX 3HaHb Y MEBHIN ranysi. TeKCTU My3M4HOro CNpsMyBaHHSA XxapakTepu-
3YIOTbCH YiTKMM Ta CTUCAMM BUKNagoM iHpopMaLii, Lo CMoHYKae peunnieHTa cnpuMaTii NOBiAOMITEHHS Y 3pO3yMinin
Anst Heoro opmi.

BcTaHOBNEHO, WO TEKCTU MY3UYHOIO CNPAMYBAHHSA MICTATb PUCK AEKINIbKOX CTUMIB MOBMEHHS, O Aat0Tb MOXIMBICTb
OOCTifpKyBaTU TaKi TEKCTU 3 Pi3HMX OOKiB. JIiIHMBICTMYHI, NEKCUYHI Ta CTUMICTUYHI OCOBNUBOCTI BUKNMKAKTL iHTEPEC HE
TiNbKM MY3MKO3HaBLiB Ta NiHrBICTIB, ane  nepeknagadis, ki BAKOPUCTOBYIOTb Taki TEKCTW SK MaTtepian Ans signpawuto-
BaHHS BXe BiJOMUX Nepeknagaubkmx TpaHcdopmaLin Ta BUSIBIIEHHS HOBUX TEXHIK | MPUIAOMIB nepeknaay.

Y noganbLUOMy TEKCTWM MY3UYHOTO CMpsIMyBaHHSA MOXYTb CNyryBaTy NpeamMeToM Afisi rpamaTuyHmuX Ta Mopdonoriy-
HMX OOCHidXEeHb, @ TAKOX AN BUBYEHHS iX i3 nparMaTuyHOi TOYKM 30py. JocnigXeHHs TPy4HOLLIB, WO BUHUKAKOTL Mig
Yyac nepeknagy, 3MOXyTb AOMNOMOITM Y NOLLYKY BUPILLEHHS Nepeknagalbkux npobneM Ta CTBOPEHHS HOBUX pPilleHb Ans
MOAEpHi3aLii nepeknagy TEKCTIB My3U4HOrO CNpPsIMyBaHHS 3arasiom.

KntovoBi cnoBa: TeKCTM MY3NYHOIO CMPSIMYBaHHS, CTUMb MY3UYHOIO TEKCTY, NIHrBICTUYHI 0COBNUBOCTI, CTURNICTUYHI
ocobnunBocTi, Nepeknagaupka TpaHchopmalis.

The linguistic research conducts a lexical and stylistic analysis of English texts in the field of art, in particular music,
and identifies difficulties in their translation. The article notes that the texts of this area act as an information arena in which
all countries present themselves as a means of their cultural achievements. The art of music is not an exception.

More and more professional journals are appearing and positioning themselves as musicologists. They publish articles
where they acquaint ordinary readers with the history of music, its development and the outstanding people who became
the founders of this field of art, and with those who begin to receive their achievements in this field.

The article collects the already acquired knowledge and results and considers new aspects of research, namely
the style of musical texts is determined, their lexical and stylistic features are studied and the peculiarities of translation
of such texts into Ukrainian are considered. The article defines their main purpose, namely informing the reader, encourag-
ing reading in order to provide new knowledge in a particular field. Musical texts are characterized by a clear and concise
presentation of information that encourages the recipient to perceive the message in a form understandable to him.

It is established that the musical texts contain features of several styles of speech, which provide an opportunity to
explore such texts from different angles. Linguistic, lexical and stylistic features are of interest not only to musicologists
and linguists, but also to translators who use such texts as material for working out already known translation transforma-
tions and discovering new translation techniques and approaches.

In the future, musical texts can be used as a subject for grammatical and morphological research, as well as for study-
ing them from a pragmatic point of view. Research on translation difficulties can help to find solutions to translation prob-
lems and create new solutions to modernize the translation of musical texts in general.

Key words: musical texts, musical texts’ style, linguistic peculiarities, stylistic peculiarities, translation transformation.
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3akapnarceKi ¢inonoriudi cryaii

MocTranoBka mnpodaemu. Hame cycminbcTBO
CKJIaIa€ThCs 3 6araTbox HaIii Ta KyJabTyp, SIKi yTBO-
protoTh onHe mine. be3yMOBHO, KO)KHa Harlisi Mae
cBOi Tpaawmiii, AKi BUOKPEMIIOIOTH i cepel] 1HIINX.
Honatoun mock CBO€, MPEACTaBHUKU PI3HUX HApOI-
HocTel (OopMYIOTh ONHY KYJNBTYpHY CHAIIIMHY, SKa
€ 0araromapoBorO Ta pi3HOMaHITHO. BoHa CTBOpIOE
CBIJIOMHH MPOTIEC MK MTOKOJIIHHAMU, TKAH HAKOIIH-
Yye MaTepianbHi Ta JyXOBHI KYJIBTYPHI I[iIHHOCTI, e
HACTyINHA eIoxa NpuilMae Te Kpallie, U0 iCHyBaJlo
no Hei [1, c. 151]. 3’aBaseTbcs HEBUIUMHM 3B’ SI30K
HOBOTO Ta IaBHBOTO, KU TIOEIHYE Pi3HI MOKOJIIHHS
Ha MICIICBOMY PiBHI, a KpaiHu — y OUIbII TII00ATEHUX
MacmTadax.

JyxoBHI KynbTypHI LIHHOCTI MH HE MOXEMO
NOTPUMAaTl y pyKax, aje MOXKEeMO BiquyBaTH,
mam’siTaTd, AUTATUCS HUMH Ta TepelaBaTH depes
nokoniHaA. OJHUM 13 CKIIQJAHUKIB Takol KYJIBTYp-
HOI CITaIIIMHA € MUCTEITBO, a CaMe Horo pi3Hi yac-
TUHU Ta chepu. MHUCTENTBO HE Mae 0OMEKEHb, BOHO
HE KOHTPOJIOETHCS TOJITHKOI0, HE OOMEXYETbCS
perniriero Ta He Mae MOBHHX Oap’epiB. Hanpukian,
CTIOKOHBIKY JIIOMU CTBOPIOBAJIM MY3HUKY, SIKa CKJa-
Janacst 3 MPOCTHX 3BYKIB, 3PO3YMIJIMX JUISi KOXK-
HoOTO. [TOCTYIMOBO PO3BHBANIOCS CYCIIIILCTBO, BiJIITO-
BiJIHO, €BOJIOIIOHYBAJIM MYy3WYHI TBOPH, AKi 3apa3
BiIOMi 1O BChOMY CBiTi. BoHM cTamm 006’exTamu
YUCIICHHUX JIOCHI)KCHb MY3HKO3HABI[iB, JIIHTBICTIB
Ta MepeKIIaT03HaBIIiB.

AHaji3 ocTraHHiX aocaiIkeHb i myOaikamiii.
Bubpana tema MmHUpOKO AOCIHimKyBamacs y pobo-
tax Mmy3uko3HaBIiB JI.A. Mazems, C.C. CkpeOkoBa,
€.B. HazalikiHCBKOT 0, SIKI BUBYAIIM OCHOBHI YNHHHKHU
(opMyBaHHSI CTHIIIO TEKCTIB MY3HMYHOTO CHPSMY-
BaHHs, Ta JiHreicTie T.M. Macnosa, €.B. [leticHep,
10 PO3MISAIAIH JIEKCHYHI OAWHHUII Ta My3U4IHY Tep-
MIHOJIOTIIO y TEKCTaX ITLOTO CIIPSMYBaHHS.

IlocTranoBka 3aBAaHHs. MeTOIO HALIOrO JOCHI-
JOKEHHS € BUSIBICHHSI JIEKCMYHUX Ta JIHIBOCTHIIIC-
TUYHUX OCOOIUBOCTEH aHITIOMOBHHUX TEKCTIB My3HY-
HOI TEMATHKH MUITXOM aHajli3y iX MOBHOCTHJIIYHUX
03HaK ITiJT 9ac Mepekiaay yKpaiHChKOI MOBOIO.

MeTta pocailskeHHs 3yMOBIIIOE€ BUKOHAHHS TaKUX
3aBIaHb, K BU3HAYECHHS CTHJIIO TEKCTy MY3UYHOTO
CHPSIMYBaHHS, TOCIIIKEHHS! HOT0 JIEKCUYHUX, JIIHT-
BOCTHJIICTUYHHUX O3HAK Ta OCOOIMBOCTEH MepeKIaTy
TaKOTO TEKCTY.

OO6’eKTOM JOCHIKEHHS € JISKCH4HI Ta JIHIBOC-
THJTICTUYHI OCOONHMBOCTI TEKCTIB MY3WYHOTO CIIpS-
MYBaHHS, SIKi BUCTYAIOTh IPEAMETOM A0 CIiHKEHHS,
BUOpaHi METOIOM CyLinbHOI BUOIPKH 3 (axoBHX
MY3UYHHX JKypHaiB.

AKTyaJIbHICTh BUOpaHOT TEMH 3YMOBIIOETHCS
CIIPSMYBAaHHSIM JIIHTBICTUYHUX JOCIHIDKCHb CydJac-

HUX aBTOpPIB Ha KOMIUIEKCHE BHUBUEHHS TEKCTiB
MY3UYHOTO HalpsMy, iX MOBHHX 1 CTPYKTYPHHX OCO-
ONMMBOCTEH, a TAaKOXK peanizauii nparMaTnaHoi QyHK-
1ii Yepe3 nepexa.

Buxknag ocHoBHoro marepiaay. Po3BuTtok
MY3U9HOTO MHCTENTBa OOYMOBIIIOE TOCHIICHHH
iHTepecC JHTBICTIB Ta My3WKO3HABIIIB 0 BHBYCHHS
TEKCTiB MY3HYHOTO CIPSIMYBaHHS, IX CTPYKTYpH,
JIEKCUKH, CTHJIIO HAIMCaHHSI Ta OCOOIMBOCTEH, SIKi
BIUIMBAIOTH HA IX CIIPUIHATTS YUTa4aMU. YCi TEKCTH
TAaKOTO HAMpPSAMY MAlOTh CBili BU3HAYHUN CTHIb —
My3U4HUH. Briepiie y cBoix po6oTax mpo My3HIHHHA
CTWJIb 3aroBOpuB My3uko3HaBeup JI.A. Maszens,
SIKMi, OEpy4H 710 yBaru OCHOBHI YNHHUKH, 110 BIUTH-
BalOTh Ha (DOPMYBaHHS CTUJIIO (€CTETUYHI, XYIOXKHI,
MY3HYHO-MOBHI, iJIeiiHi Ta COIialbHO-ICTOPHYHI),
JIATIIOB BUCHOBKY, IIT0 MY3WYIHHH CTHIIH — IT€ MMTUPOKA
CHUCTEMa, sSIKa MICTUTh My3WYHE MHUCIICHHS, ieiHO-
XyAOXKHI KOHIIETILi1, pi3HOMaHiTHI 00pa3u Ta 3acobu
X BTiJIEHHSI y TEKCTI, sSIka BUHUKA€ B YMOBaX [IEBHOTO
COLIABHO-ICTOPUYHOTO MiAIPYHTS i IEBHUM YHHOM
MoB’s13aHa 31 cBiTOISAAOM [2, . 15].

JloCiIKyI0UN CTHITh TEKCTIB My3HYHOTO CIIPSIMY -
BaHHS, OCHOBOIIOJIOXKHAMH TBEPHKEHHSIMH MOXXEMO
BBakatn BuszHaueHHs1 C.C. CkpeOkoBa, sSKuil 3a3Ha-
YMB, 10 CTHJIb TaKUX TEKCTIB € HAWBHIUM BHIOM
XyIAOKHBOI €1HOCTI [3, ¢. 10], Ta €.B. Hazaiikincbkoro,
KU CTBEPJPKYBaB, IO CTHIb € TIEIO SKICTIO, KOO
XapaKTepU3yIOThCSI TEKCTH MY3UYHOI TEMATHKH, IO
Jla€ 3MOTY BiJUyBaTH, IMi3HABATH, Ta TPOSBISIETHCS
Yy CYKyIHOCTI BCiX 0€3 BHHSATKY BIIACTHBOCTEH,
00’eTHAaHUX y HTICHY cuctemy [4, c. 20].

Bynp-sKkuil TEKCT IEBHOT TEMATHKU Ma€ CBOI CIIe-
A(}I9HI JTTHTBOCTIITICTUYHI OCOOIMBOCTI, SKi BHI-
JSIOTh HOTO cepel IHIMX TEKCTIB. XapaKTepHOO
PHCOIO TEKCTIB MY3WYHOTO CIPSIMYBaHHA € BHKO-
pUCTaHHS MY3MYHHMX TEPMIiHIB, OCKUIBKM My3HYHA
TEPMIHOJIOTIsl BiZlirpa€ CyTTEBY POJb y MiJBHUINECHHI
XYIIO’KHBO1 IIIHHOCTI TBOPY [3, ¢. 26].

V xo11i AOCTiHKEHHS aHTJIOMOBHUX BHIAaHb (Daxo-
BUX MY3UYHUX JKypHaJIiB BU3HAYEHO, IO BC1 TEPMiHH
MOKHa PO3MOALINTH Ha TaKi TPH KaTeropii:

— knacuikalis My3UYHUX IHCTPYMEHTIB, OAHU-
HUI[ My3UYHOTO METPY: Wind — 0yx08i incmpymenmiu,
percussion — yoapui iHcmpymenmu, crescendo,
woodwind — depes ’sini 0yxosi incmpymenmu, brass —
MIOHI 0yx08i incmpymenmu, String — CMpyHHi iHCmp)y-
Menmu measure — makm, bars — maxm;

— My3W4YHI IHCTpyMEHTH: Vviolin — cKpunka,
viola — eiona, oboe — 2oboti, horn — pie, harp — apgha,
piano — nianino, organ — opea, cello — giononueny;

— MY3HWKAaHTH Ta MY3W4YHI TOJOCH W aHcamOdii:
orchestra — opkecmp, alto — anem, tenor — meHop,
bass — bac.

195



Bunyck 16

[Nepekmnan TepMiHIB HE € MOKIMBUM 0O€3 TOAATKO-
BHX 3HaHb, SKi OB’ 3aHI 3 TIOXOMKEHHSIM TEpMiHa,
roro kmacudikamieo Ta (QyHKIIIOHYBaHHAM y TeK-
cti. [lepeknaa TepMiHONOTIT BUMarae MOTTHOICHOTO
BHBYCHHS Tally3i 3aCTOCYBaHHS TEPMiHa, B HAIIOMY
BUMAAKy — MY3MYHOI raiy3i, po3yMiHHS 3HAYCHHS
CaMoro TepMiHa Ta CIPOMOYKHOCTI BiITBOPEHHS 3Ha-
YEHHS y MOBI ITepeKIIady.

OpmHAM i3 TOJOBHUX MPUHOMIB TIi/T 9ac Mepexiary
TEPMIiHIB € TepeKial 3a JOINOMOTOK JIEKCHYHOTO
BiJIMOBI/THUKA, JICKCUYHOT OIMHUIII, SIKa Y MOBI TIepe-
KJaqy 30iraeTecs 3a 3HAYCHHSM 3 OJUHHIICIO MOBU
OpHTiHAIY 1 TOYHO Mepeae 3MiCT BUCIOBIIOBAHOTO.

“Trombone doubling the lower three choral
parts—alto, tenor, and bass—was assumed in Salzburg
sacred choral music written in the 18" century”
[6, c. 20] — «Imosipro, mpombon, o nodsoioc mpu
HUdICYi XOposi napmii — aabm, menop i oéac, — Oys
YACMUHOI CesIUeHHOI Xopoeoi mysuxu 3anbybypey,
nanucanoi 'y 18 cmonimmiy.

“Only after all the voices have sung
the fugue subject does Bach present fugal entrances
in the orchestra (m. 27), first in the oboe, followed
by flutes and the string” [7, c. 28] — «Tinvku nicis
moeo, 5K yci 2onocu suxkonanu memy @gyau, bax 6go-
oumo ¢hyeanvhe uKoHanus opkecmpom (maxkm 27),
Cnouamky 2000€m, a nomim ¢hneitmanu ma cmpyH-
HUMU IHCIPYMEHMamuy.

Y BuIICHaBEJCHUX MPHKJIATaX MOXHA TMo0a-
YUTH 3aCTOCYBaHHS JIGKCHYHUX BIJMOBIJHHKIB.
BoHu € ogHO3HAYHUMM, MO30aBJIIEHUMHM CHHOHIMIB
Ta KOHOTATMBHOTO 3HA4YEHHS, IOBHICTIO Tiepesa-
I0Th 3HAYEHHS TEPMiHIB, HE MOPYIIYIOUU CTPYKTYPH
BHCJIOBIIIOBAHHS, Ta BIAMOBIZaIOTH HOPMaM MOBH
nepexyany.

TekcTH My3WYHOTO CIHPSIMYBaHHS ITOETHYIOThH
y co0i JmeKijgpKa CTHIIIB, 30KpeMa PUCH XyHAOKHBOTO
ctumo. Lle sickpaBo MPOSBISIETECSA Y BUKOPUCTAHHI
(hpazeonoriamiB IS HalaHHS €MOLIHHOTO 3a0apB-
JICHHSI BUCJIOBIIIOBAHHIO.

“I believe that a composer can continue to teach
for years without his deficiencies being found out;
but to be a critic, he has to pull his socks up — or
else!” [8, c. 377] — «A ssadxcaro, wo xKomnozumop
MOd#Ce NPOO0BICYBAMU BUKAAOAMU POKAMU, He NPO-
ABTAIOUU HCOOHUX HeDONIKIG, ane wob Oymu Kpumu-
KOM, 6iH NOBUHEH CIMPUOHYMU GUI4E COCT 207106U —
abo Hasime Oinvuie!y.

®pa3eonorivyHi  ONWHHUIN MAlOTh CHEUMidHy
CTPYKTYpY, 1 HE 3aBXIU BOHA CITiBITajac 31 3HAYCH-
HsIM, SIKE B Hel BKJIaJICHE, TOMY Y BUIIEHABEICHOMY
MPUKIIAJ OyJI0 3aCTOCOBAHO MEPEKIIa ] BiJIIOBITHUM
ekBiBaJIeHTOM. J[OCHTh BaXKJIMBO, IIOOM 3a TaKOIO
TepeKIaay BiANOBIAHA JEKCUYHA OIWHUIIT Y MOBI

MepeKIaay BiONOBigala EMOIIHHOMY HAaCHYEHHIO
OJIMHHIII MOBH OPHTiHAIY.

[Tin yac gocmimKeHHs TEKCTIB 13 (paxoBUX BUIAHD
MU BUSBUJIM BUKOPUCTAHHS JKAPTOHHOI JIEKCHKH,
CIIiB, SIKi BUKOPUCTOBYIOThCS TIEBHHUMH COI[iaIbHUMU
91 00’ €THAHNMH 3aTTBHAMH 1HTepecaMH TPYyIIaMH
[9, c. 122]. locuTh 9acTo xaproHi3MH BUKOPHUCTOBY-
IOTHCS JIFONIbMU, SIKAX TIOEIHYE OfTHA TIpodhecis Uu pix
JisutbHOCTI. My3HKO3HAaBII Y CBOiX poOoTax 3acToco-
BYIOTb JICKCHKY, 5IKa 3p03yMiJia JIUIIEe By3bKOMY KOJIY
YUTaYiB, 1 TaKa JIEKCHKA YaCOM BUKIIMKA€E TPYTHOLIL
TiJ] 9ac MepeKyamy.

[Mepeknanaroyu TEKCTH My3UYHOTO CIIPSMYBaHHS,
MU BUOKPEMMUJIM JICKIJIbKA MTPUKIIAJIB BUKOPUCTAHHS
JKApTrOHi3MiB.

“One of the most extraordinary forms, or more
properly, techniques, employed in the cantatas
of Bach is the choreinbau, used in first movements
of many of the cantatas” [7, c. 25] — «O0uiero 3 Haii-
Oinvw HeopOuHapHux gopm, ado, bitbu NPABULLHO,
MexHiK, wo 3acmocogyiomvcs 8 kammamax baxa,
€ XOpeHOay, o 8UKOPUCTNOBYEMbCS HA NOYAMKY Ol
bacamvox Kanmamy.

Y nmpukiami  aBTOp BHKOPHCTOBYE  TepMiH
“choreinbau”, sxuii He Ma€ EKBIBaJCHTIB y MOBI
MepeKNay 1 € TEeXHIKOI, 3a SKOi OJHa 4YacTHUHA
MY3WYHOTO TBOpY, sika Oyia paHilie BTOPHHHOIO,
3’SIBIISIETHCS Y TBOPI Ta OTPUMY€E HOBE 3BYyUYaHHSI, CTa-
1091 OCHOBHHM MOTUBOM TBOpY. [1i 4ac nepexiany
Oy7o 3acTOCOBaHO criocid TpaHckpuOyBanHs. Hamami
nepekiagadyy HeoOXiJHO HaJaBaTH CTUCIE TOsC-
HEHHsI MOAIOHUX JKaproHi3MiB, aJKe YUTauy, IKHid He
€ npodecionanom y i cepi, Oyzie TOCUTh BaKKO
3pO3yMITH 3HAYEHHS ITi€1 JICKCHIHOT OMHHUII.

IIpukmanoM 3acTOCYBaHHS >KaprOHI3MIB B aHTJIO-
MOBHHUX TEKCTaX MY3U4YHOT cepH € TaKUil YPUBOK.

“Perhaps nowhere within the oeuvre of Bach is
this more obvious than in the cantatas, which over two
hundred extant works available for investigation”
[7, c. 25] — «Moorcnuso, nioe 6 meopuocmi baxa ye
He € Oinbul OYeGUOHUM, HIJIC Y KAHMAMaAx, 6 SIKUx
HOHAO 08icmi pobim, 00CHYRHUX OJist OOCHIONCEHHSL) .

VYpHUBOK 1MIOCTPYE BHUKOPHUCTAHHS JKapTOHI3MY,
SAKHN € JIEKCUYHOIO OAMHUIICI0 1HIIOMOBHOTO TTOXO-
JokeHHs. Bynmo 3acTocoBaHO eKBiBaJIGHTHHH mepe-
KJIaJ, a/pkKe BIAMOBIMHUK ICHYBaB y CHCTEMI MOBH
nepeKaay, ale Mmijx 9ac poOOTH HaJl TEKCTOM HeoO-
XiZIHO MmaM’siTatd, Mo 0araro XaproHi3MiB MOXYTh
OyTH 3a1103MYEHI 3 IHIIIUX MOB, a I1¢ MOXKE BUKIIUKATH
TPYAHOILI Mif Yac MepeKyiaay, TOMy TepeKyiaaadeni
HEOOXIHO MOMEPEAHBO JAOCTIIKYBATH STHMOJIOTIIO
CIIIB, SIKi € OMUHUILIMHI PI3HUX MOB.

Sk Oyno 3a3HAUEHO, TEKCTH MY3WYHOTO CHps-
MYBaHHS MICTATh EJIEMEHTH XyIOXKHBOTO CTHIIIO,
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IO JOMYyCKae BUKOPUCTAHHS OOpasHHUX XyHTOXKHIX
3aco0iB.

“While I am flattered by the pretty compliment
which he pays me as ‘an established prowler
in the outskirts of the classical composers’...”
[8, c. 377] — «/{oxu mene nionewyroms capuum KOMn-
JILMEHMOM, SIKUM MeHe ONUCYIOMD 5K «8I00M0O20 60710~
UI02Y 8 OKOIUYAX KIAACUYHUX KOMNOZUMOpiey... " .

VY BuIeHaBeEHOMY MPHUKIALIl CHOCTEPIraeThCs
BUKOPHCTAHHS TAKOTO XYJ0XKHBOTO 3ac00Y, K MOPiB-
HsHHA. Takolo (pa3or0 MigKPEeCTIEThCS HEKOM-
METEHTHICTh MOJIOJIOTO KOMIIO3UTOpa. Emorriiina
HACHYEHICTh JIOCSATAEThCS CaMe 3a JIOTIOMOTOIO
nopiBHAHHA. Ilig yac mepekiiamy MH 3aCTOCYBIH
KallbKyBaHHA, 100 30epertu XymoKHIO 00pa3HiCTh
Ta CEHC, IKUH OyJI0 MOKIIAaIEHO Y BUCIOBIIIOBAHHS.

Crnig nmomatu, MmO XyIOXKHIM 00pa3oM, sIKHi
JOCUTh YacTO 3YCTPIYa€ThCS B ONPAIbOBAHUX TEK-
CTax MY3UYHOTO CIIPSIMYBaHHSI, € CIIITET.

“The elder Garcias work in reproducing the entire
scores of three operas from memory was perhaps
the outstanding achievement of this remarkable
man” [8, ¢. 377] — «Poboma cmapwoeo 'apcii, y skiti
BIOMBOPEHO HA NAM 'SMb YCI RAPMUMYPU MPbOX

onep, b6yra, mabymo, 6UOAMHUM OOCACHEHHAM Yi€l

4Y0060i 1H0OUHUY.

BuxoprctaHHs emiTeTiB 'y [bOMY TPHUKIAAL
Mae (QYHKIIIO AONABaHHS CJOBY HOBOTO 3HAYEHHS
Ta IHIIOr0 CMHCJIOBOTO BIATIHKY, ITiJIKPECITIOFYN
XapaKTepHi PUCH Ta KOHKPETHY SKICTh CJIOBa, J0Ja-
FOYH eMOIliiHy HacW4eHiCTh. KambKyBaHHS — JIEK-
CUYHUH TPUHOM TIepeKIaay, SKuii Oyllo 3acTOCOBAHO
y LbOMY NPHUKJIAAl, — BOAJIO PO3KPUBAE OCHOBHY
OYMKY, HE TIOpyIIyIOYd HOPMH MOBH OpHIiHATY
Ta TepeKyany.

BucnoBku. OrmpamfoBaHHS TEKCTIB MY3WYHOTO
CIPSIMYBaHHS J1aJI0 3MOT'Y JiTH BUCHOBKY, 1110 CTHJIb
MOBJICHHS] TAKMX TEKCTiB Ma€ O3HAKH MyOIiIUCTHY-

HOT0, HAyKOBOTO i XyJI0KHBOT0. IX 0CHOBHOIO METOIO
€ iHpopMyBaHHsS YHWTa4a, CIIOHYKaHHS OO HPOYH-
TaHHS JUIS HaJaHHA HOBMX 3HaHb Yy Tally3i MYy3HKH.
TekcT My3UYHOTO CIIPSIMYBaHHS XapaKTePH3YIOThCS
YITKAM Ta CTUCJIMM BUKJIJIOM iH(OpMAIIii, 1o cro-
HyKa€e guTada CIpuiMaTh MOBIIOMIICHHS y 3p0O3yMi-
niit mns Heoro ¢opmi. Taki pucu puramanHi my0ITi-
MUCTUYHOMY CTHJIIO, LIO A€ 3MOTY TOBOPHUTH IIPO
3aCTOCYBaHH AEIKHX 03HAK [[LOTO CTHIIIO MOBJICHHS
TiJ] Yac HAIUCaHHsI CTaTel y My3u4Hii cepi.

Uitka CTpyKTypa ONpabOBaHUX TEKCTIB, AeTa-
J30BaHUN PO3MOIT Ha ab3ay JaroTh 3MOTY PO3-
KPUTH, OOIPYHTYBaTH Ta BHOKPEMHUTH KJIFOYOBI
iHpopManiitHi MOMEHTH B TeKcTi. JIoriuHicTs, cTHC-
JICTh, TOYHICTh, HASBHICTh CIICLiadbHOI TEPMIHOIO-
rii Ta )KaproHi3mieB GOPMYIOTh HAYKOBUI CTUIIb, SKHI
TaKOX € HEB1JI'EMHOIO CKJIAJIOBOIO YaCTHHOKO CTHITIO
HalMCaHHA TEKCTiB My3UYHOTO CIIPSIMYBaHHS.

XyHokHI 3aC00H, eI TeTH, TOPIBHAHHS, MeTadopH,
rimep0ony HalAIOTh XyHIOXKHBOI 0OpPa3HOCTI Ta eMo-
iHOT HAaCMYCHOCTI TeKcTy. Bukopucranus paseo-
JIOTi3MIB JIa€ 3MOTY aBTOPY BILIMBATH Ha CHPUHHATTS
YUTa4eM INPOYUTAHOTO, HaBITh (HOpMyBaTH TEBHI
MOpaJbHI SKOCTI Ta €CTeTHYHI CMaku. Pucn xymox-
HBOT'O CTHJIIO TAKOXK NMPHUTAMaHHI TEKCTaM MY3HYHOT
chepu, BOHM CTBOPIOIOTH I1HOMBIIYalnbHUH CTHIIb
HalMCaHHS, L0 JOIOMAarae apTopy 3amam’ SITaTHCs
1 CIIOHYKATH JI0 YUTaHHS HOTO CTaTel 3HOBY.

HasBHICTE O3HaK HAEKIIBKOX CTHJIIB MOBJICHHS
B AHIJIOMOBHUX TEKCTax My3u4Hoi cdepu nae
3MOTy JIIHTBICTaM Ta MY3HKO3HABLSIM MPOBOIUTU
JOCTIKEHHSI PI3HOTO CHPSAMYBaHHSI Ta XapakTepy.
[Mepexnagadi MOXYTh BHKOPHCTOBYBAaTH TEKCTU
MY3HYHOTO CIIPSIMYBaHHS JUIS MIPAKTUKU MTEPEKIIay,
aJpke HasABHICTh PI3HOMAaHITHUX MOBJICHHEBHX 3aCO-
0iB Ta JIEKCHYHHX OJWHHIIb Ja€ 3MOTY BiAIpallto-
BaTu pi3Hi nepekiaganbki TpaHcopMmarii, TeXHIKH
Ta NPUHOMHU TIepEeKIay.
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