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CHUHTE3 MUCTELTB: BBAEMOAIA JUTEPATYPU I MY3UKU
(HA MATEPIAJII POMAHY T.MOPPICOH “JI’KA3”)

VY craTTi mpOCTEXYIOTHCS JiHIT B3aeMOJii JiTepaTypy Ta MY3HYHOTO MHUCTELTBA B POMaHi
CydacHOi amepukaHcbkoi mmchMeHHuIl T. Moppicon “J[ka3”. IlpoBenmeHuii aHami3 BHUSBISE
(GYHKLIOHATBHY pPOJb MY3WYHHX OOpa3iB y pO3KPUTTI 1eHHO-ECTETHYHOrO 3MICTY TBOPY.
BcranoBneHo, mo My3uka HaOyBa€ y TBOpPI CHMBOJIYHOTO 3Ha4YeHHsS. JlOCHIKEHO BiIOOpakeHHS
HaOLIBII XapaKTePHUX MPUHOMIB JXKA30BOi TEXHIKM Y MOBHIH OpraHi3alii TBOpy.
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B craTee npocnexuBaroTCs JIMHUM B3aUMOJCUCTBUS JIMTEPATYPbl U MY3bIKaJIbHOI'O HCKYCCTBA
B pOMaHE€ COBPEMEHHOMN amMepuKaHCKOW mucateabHuIbl T. Moppucon “JI>xa3”. IIpoBeaeHHbIN aHAINU3
BBISIBISICT (DYHKIIMOHAIBHYIO POJIb MY3BIKAIBHBIX OOPa30B B PACKPBITHH HJICHHO-ICTETUYCCKOTO
COJIep’KaHUsl MPOW3BEACHHUA. YCTAaHOBIEHO, YTO MYy3blka MpPUHOOpPEeTaeT B  MPOU3BEACHUU
CUMBOJINYECKOE 3HaueHue. lMccinenoBaHo oTpakeHHE HamOoJee XapaKTEpHbIX MPUEMOB JHKa30BOMU
TEXHUKH B SI3bIKOBOM OpraHU3AlMK IPOU3BEICHMUS.
KirwueBble ¢j10Ba: CHHTE3 MCKYCCTB, XYJ0KECTBEHHBIM TEKCT, MY3bIKa, XYJ0KECTBEHHBII
CHUMBOJI, IOBTOP.

The article focuses on the interaction of literature and music in the novel “Jazz” by the modern
American writer T. Morrison. The investigation conducted shows the role of music images in the
representation of the idea content of the novel. It is proved that music acquires a symbolic meaning in
the novel. The influence of the jazz most typical technique on the language peculiarities of the novel is
investigated.
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JIIHTBONOETUYHUN TIJAX1J, XapaKTepHUH s OaraTbOX Cy4acHHX
JTOCHIIKEHb  CJIOBECHO-XYJOKHBOI ~ TBOPYOCTI, BHUXOAWTH 3  TOTO
aKClOMaTUYHOIO TTOCTYJaTy, IO JIMIIE XyA0KHII 00pa3 “BOJ0jIi€ MPUBLICEM
OCSITaTH CBIT CHHKPETMYHO 1 OyTH €CTETUYHOI MOJCIUIIO IUIICHOI
nivicaoct1” [1:11]. IlutanHs npo Te, K “maTepian 3arajlbHOHAIIOHAJIBHOI
MOBH MOPOJIKYE XyI0XKHiM 00pa3” [1:10], € Han3BUYatHO CKJIaJIHUM. 3HAYHI
MOXJIMBOCTI ISl MOTO BUPIMIEHHA BIAKPUIUCA Yy Tpoiect (opMyBaHHS
JIHTBOIIOCTUYHOTO aHaJi3y, B SAKOMY IO€IHATUCS 3YCWUJIIS JIHTBICTUKH 1
MOETUKH.

BaxnBoro 0COONMMBICTIO JIIHTBOIIOETUYHOTO MIAXOAY € TOM (akT, 110
IpU aHadi3l XyJAOXKHBOTO TBOPY, SK OCOOJMBOI €CTeTHUYHO-(P110cOPChKOI
dbopMu TMi3HAHHS JIACHOCTI, JO TMpeaMeTa AOCHIKEHHS 3a1y4aroThCs
EKCTPAJIHTBICTUYHI (PaKTH KYJIbTYPHO-ICTOPUYHOTO M COIIaJLHOTO IJIaHY,
30KpeMa, BIJIOMOCTI TPO 1HIIN BHUJM MHUCTEITBA, AK€ EBOJIOIISI MOBHHX
3aC001B JIITEpAaTypHOTO 300pak€HHS IMPOTIKAE B €JIMHOMY KOHTEKCTI 3
PO3BUTKOM XYJOKHBbOI TE€XHIKM B IHIIUX cdepax MHUCTEUBKOI IIsIIBHOCTI.



BukopuctanHs CHUIBHUX 300paKyBaJdbHUX MPUHOMIB (OPMYETHCS SIK IIiJT
BILUIMBOM €JTHOCTI 17IeHHO-TIparMaTUYHUX CTUJILOBUX HACTAHOB €MOXH, TaK 1
BHACJIIOK MPOIECY CUHTE3Y MHUCTEITB, J0 SIKOr0 0€3MOCepeIHhO MPUYETHA
i miteparypa [2:272].

VY cBoro yepry, nNporec CHHTE3y MUCTELTB y MEBHIN Mipi 0a3y€eThCs Ha
SIBUII YYyTTEBOI cuHecTe3li. TepMiH ‘“‘cuHecTe3iss” MOXOJAUTh BiJl IPEIbKUX
KOpeHiB “Syn” (“pasom™) Tta “aesthesis” (“cnpuitHATTS’) 1 mO3HAYaE
B3A€EMOJIII0 PI3HUX OPraHiB UYTTs MPU CIPUNHATTI A1MCHOCTI. BeTaHoBieHoO,
0 TOJAPa3HEHHS OJHOTO OpraHy 4YyTTs BHUKJIMKAE€ aKTUBI3AIII0 1HIIMX
CEHCOpHMX cucTeM. Tak, Hampukiaa, MpPU CIHPUHUHATTI ayJIIOCHUTHATIB Yy
MO3KY JIIOAWMHU TOPsij 13 3BYKOBUMH 00pazaMu MOXYTh TaKOX BUHUKATU
Bi3yasibHI acoriiamii. IcHye Oarato rimoTre3, Skl HaMararOThCs TOSCHUTH
di3iosoriyHy mOpupony cuHectesii. OcTaHHI JOCHIDKEHHS B raiysl
HEUpPOJIOTii CBIAYATH MPO TE, 10 B JIOJWHU HAsBHI MEBHI JUISTHKUA MO3KY, SIKi
BI/IMOBIJIAIOTH 32 IHTETPALII0 CEHCOPHUX BPa)k€Hb. 3TIAHO 1HIIOI T1MOTE3H,
HOBOHAPO/KEHIN JIIOJIMHI TMpPUTaMaHHAa HEPO3WIEHOBAHICTh CEHCOPHOTO
CIOPUUHATTS, 1 Jumie ii nmofaidbliuid (I3UYHUM PO3BUTOK MPU3BOAUTH 10
noctynoBoi nudepenmiamii  QyHkmiii opra”iB  4uyTrs. CuHECTETHYHE
COPUUHSTTS JOPOCIUX PO3YMIETHCS, TAKUM YHHOM, SIK HE3aBEpIICHUI
nporiec audepeHItianii 9yTTeBOro COPUNUHATTS B IUTSHYOMY Billi [3].

Xoya TpaJuIIiHO BUJIM MUCTELTBA BUOKPEMIIIOIOTHCS 3aJI€KHO Bij
9yTT€BOi cepu CHOpUHHATTA (TaK, HANPHUKIAL, MU CHOPUIAMAEMO MY3HUKY
CIIyXOM, a KHBOIIMC — 30pOM), THTEPAUCUUILIIHAPHI TOCTIIHKEHHS HaIllIeH1
caM€ Ha BMSIBJICHHS Mapajieieil MK PI3HUMHM BUJAMH MHUCTEIbKOI TEXHIKHU.
Y JiTepaTypO3HaBCTBI Ta JIHIBICTHUIIl HEOJHOPA30BO BHUCBITIIOBAIMCH
MATAHHS PO B3aEMO/IIIO CIIOBECHO-XY/I0’)KHBOI TBOPYOCTI 3 KIHOMUCTEIITBOM
[4; 5; 6], xxuBonucoM [7; 8], my3ukoro [9] Ta apxitektyporo [10; 11], 3Biaku
JiTepaTypa 3aro3udye, Mepul 3a BCe, TI BUPa3HI 3aCO0M, AKI BU3HAYAIOTh
SKICHY CBOEPIAHICTh TEBHOTO BHUIY MHCTEITBA. TakuMHu 3acobamMu IS
KiHEMaTorpaivHOTO MUCTENTBA € MNPUHAOM MOHTaXy, JId >KUBOIHCY —
KOJIODUCTUYHA TEXHIKa, Mg apXiTeKTypu — CHMETPUYHa Mo0yJ0Ba
KoMIo3ullli. BepOanbHe BUpakeHHS LUX 3aC001B B1IOOPAXKYETHCA Yy MEBHUX
KOMIO3UIIIHHO-CTPYKTYPHUX Ta JIGKCUKO-CTUJIICTUYHUX  OCOOIMBOCTSIX
XyI0KHBOTO TEKCTY.

AKTyajJbHicTh  00OpaHOi  TeMHM  JOCHIIDKEHHS  BU3HAYAETHCS
CIPSIMOBAHICTIO CYyYacCHOi JIHTBICTUYHOI TapaJUrMH Ha KOMILUIEKCHE
BUBYEHHSI CJIOBECHOTO TBOPY SIK BEpOATbHOTO TEKCTY 1 SIK €CTETHYHOTO
dbeHomeny. OcMuCIeHHS TPOOJEeM CEMaHTUKH XYIOXKHBOTO TBOPY 3
ypaxyBaHHSIM B3a€MOJIli MDK pI3HUMHU cpepaMu MUCTEITBA J103BOJISIE
ruliIie MPOHUKHYTH Y MPUXOBAHUN 3MICT TBOPY, aJE€KBATHIIIE 3PO3yMITH



HOrOo eCTEeTUYHY IIHHICTh. AKTyaJdbHICTh TEMH 3yMOBJIEHAa TaKOX
3pOCTAl0YUM IHTEPECOM JOCHIHUKIB O MPOOJEMH B3a€EMOJIT MY3UYHOTO
muctenra i giteparypu ([12; 13; 14; 15; 16; 17; 18]), amke B cy4acHii
JiTEpaTypl My3UKa YTBEPIKYETHCS SK OJIHA 3 OCHOBHUX TEM XYJ0KHBOTO
TBOPY.

MeTo10 CTaTTI € TOCAIIUTH BIUIUB MY3UYHOTO MUCTEIITBA HA Cy4acHUN
XYJIOKHIMA TBIp SIK HA PIBHI OT0 11€MHO-€CTETUYHOTO 3MICTY, TaK 1 Ha PiBHI
MOBHOI OpraHi3aiiii aBTOPChKOI'0 3aJyMy.

O0’exkTOM JOCHIKEHHA € BepOalbHI 3aco0M, IO BiIOOpaxkaroTh
B32€EMO/JIII0 CJIOBECHO-XYI0KHBOT TBOPUOCTI T4 MY3HKH.

IIpenmeToM NOCIIKEHHS € B3AEMOJISL PI3HUX CEMIOTUYHUX CHUCTEM —
BepOaIbHOI Ta HEBEPOAIBHHOT (MY3UYHOT).

CydacHl AOCHIPKEHHS IUISIXIB B3a€EMOJIII JITEpATypu Ta MY3UUHOIO
MUCTEIITBA BUKOHAHI 3/1€0UIBIIOTO B JiTepaTypo3HaByii nmapaaurmi. Tak, y
psAml poOIT PO3TIANAETBCA ICTOPHYHHN PO3BUTOK B3aEMOBIIHOCHH MIXK
MY3UKOIO Ta JITEpaTypor0, BIUIMB MY3WYHOI'O MUCTENTBA Ha CTHJIbOBI
0COOJIMBOCTI MTEBHOTO JIITEPATyPHOro HAaNpsMKy [16; 17].

VY OaraTh0X IHTEPAUCUUIUTIHAPHUX JOCTIDKEHHSAX YyBara BYCHHUX
COpsIMOBaHAa Ha BHSBJICHHA (QYHKIIIOHAIBHOI POl MY3WYHUX OOpasiB y
xynoxxabomy TBOpi. e @piapix [lunnep 3ayBaxyBaB, 0 My3HKa, MMOMPHU
HE3JAaTHICTh NPEACTABUTH 3MICTOBY CTOPOHY TOHSITTS, Ma€ BEIUKUU
BUpA3HUU MOTEHINIaM], [0 POOUTH 11 BaXKJIMBOIO JJIS JIITEPATYPHOI TBOPUOCTI
[17:33]. B enoxy poMaHTH3My MY3HMKa CTAa€ MOMYJISIPHUM JITEPATypHUM
MOTHBOM, 1 CaM€ TOJll YTBEPIKYETbCS YSBICHHS MPO HEI AK MpPO “MOBY
cepus Ta mouyTTiB”. s nitepaTypu Bce, 110 MOB’SA3aHE 3 MY3UKOIO, CTa€
3aCO00M BHUPXKEHHS TOTO 3MICTY, SIKMM HE MOXHA TMepeiaTd ClIoBaMu
[17:33]. Cepen uuciaeHHuX (QYHKIIH My3WYHHX OOpa3iB y XYHAOKHBOMY
TBOp1  JOCHIAHUKKA  BiJ3HA4YalOTh  (QYHKIIIO BHUPaXEHHS  “IHIIOrO0”,
00KECTBEHHOr0, ab0o K, HaBMakW, “TEMHOro”’, K TO, TeMu cMmepTi. Kpim
TOro, 4epe3 3BYKHU BIIOyBaeTbcsi MeTadoOpuyHa rpa MDK MHUHYJIUM Ta
TEMEPIIHIM — My3WKa HaJMXa€ repoiB Ha CIOragud Mpo MHHYJIE, a TaKOXK
npoOyKye€ BiJ] 3ayMH Ta MOBEPTAE 10 PEATBHOCTI. 3 1HIIOT0 OOKY, My3HKa
BIIITPAa€ BAXIUBY POJIb Y PO3BUTKY XYJO0XKHBOI Jii Ta CTBOPEHHI
XapaKTEPOJIOTTYHOTO MOPTpPETa TePOiB — PO3KPUTTI iX TMCUXOJIOTIYHOTO
CTaHy, CBITOTJISITY Ta OCOOMCTHX B3a€EMOBITHOCHH. ECTEeTHUYHUI MOTEHITIAN
MY3HUKH PEaNi3yeThCa TaK0X Yy (YHKIIII CUMBOJIIYHOIO BUPAXKEHHS T'OJOBHOI
imei TBopy [18:23].

VYBary  1HIIMX  JOCHIJHUKIB  MPUBEPTAIOTh  Mapaieni Mk
KOMIIO3UIIIHOI0 TOOYyA0BOI0 TOETUYHUX (GHOPM 1 MY3UYHUX TBOPIB.
CHUIbHICTh MIX HUMH BOA4a€eThCsA, 30KpeMa, B HASBHOCTI CTPYKTYPHHUX



YaCTHH, B AKWX JpaMaTHYHa Halpyra 3pOocTae€, AOCsArae KyJabMiHaIi ado X,
HaBITaKH, 3MEHITYeThCA [19].

HaykoBa HoBH3HAa pOOOTHM BHU3HAYAETHCA THUM, IO JIO0 00’€KTa
JOCHIPKEHHST ~ 3aCTOCOBAaHO  MIAXIJ,  SIKUM ~ TOEAHYE  METOAUKY
JIHTBOIOETUYHOTO  Ta  JIHHTBOCTHWIICTMYHOTO  aHamzy. lloemHaHHs
JOCHIIPKEHHS TUJIaHy 3MICTY 3 JIIHTBOCTWJIICTUYHUM BHUBUCHHSIM MOBHMX
SIBUIII, SIKI CIIYTYIOTh 3ac00aMu HOTO BUPaXEHHS, 3YMOBIICHO PO3YMIHHSIM
XYJI0’)KHBOTO TEKCTY SIK I[LTICHOIO MOBHOTO YTBOPEHHS, 3 SIKOT'O HEMOXKIIUBO
BUJTYYUTH OKpPEMI €JIEMEHTH, He MOPYLIUBIIH iX opra”iunuii cras [20:8]. 3
1HIIOTO OOKYy, B3a€MOJlISI IIUX PIBHIB JOCHIIKEHHS MPHU aHami3l TaKoro
CKJIaJIHOTO MOBJICHHEBOI'O YTBOPEHHS, K XYJOXKHIA TBIp, HAJa€ 3MOTY
OTpUMATH OUTbII 00’ €KTUBHI PE3YJIbTATH.

Marepiasiom pociiikeHHsT oOpaHo Tekct pomany “‘J[xa3” (1992)
CydyacHOl amepukaHCbkoi mnucbMeHHMIII Toni MoppicoH — naypeara
HobeneBcrkoi nmpemii B raity3i JIiTepaTypH.

Jlist pomany BinOyBaethes B Hplo-Mlopky Ha mogatky XX-ro CTOITTS.
VY ueit mepioa 0co0aMBOI 3HAYYIIOCTI JJIsI KpaiHW 1 CBITY HaOyBae Tema
HalllOHAJIBHOI TIHOCTI Ta PacoBOi piBHOMNpaBHOCTI. [Iig yac ekoHOMIYHOI
Jenpecii  BeNMKa  KUIBKICTh — a)pOaMEpUKaHIIB  MEPECENSIOThCS 31
CIJIbCBKOTOCTIOIAPCHKOTO MIBJHA, JI€ HaWyacTille TPaIIaiOThCs MPOSBU
pacusMy, 10 OUIBII PO3BUHYTUX 1HAYCTpiadbHUX paloHIB Ha miBHOY1 CIIIA.
Benuki  Micta  CcTaloTh  LIEHTpaMH  €MaHcumarnii Ta  OopoThOu
adpoamMepHUKaHIIiB MPOTH PACOBOI TUCKPUMIHAILII].

Sk 1 6araTo 1HIIMX MITCPAHTIB, T€POi POMaHy — MOJIOAE MOAPYHKKA —
nepe0yBarOTh Yy 3axBaTl BiJ BEIMKOTO MICTa, B SIKOMY BIJIUYBalOTh ceOe
CHUIIBHUMU Ta He3anexxHuMu: “‘There, in a city, they are not so much new as
themselves: their stronger, riskier selves” [1, p. 33]; “they feel more like
themselves, more like the people they always believed they were” [1, p. 35].
[IpoTe MOCTYINOBO >KUTTS B YpOAHICTUYHOMY CEpPEIOBHUINI OOEpPTAETHCS
E€MOILIIMHUM BIIUYKEHHSM, 110 pyHHY€E MOAPYXHI cTocyHku (“Twenty years
after Joe and Violet train danced on into the City, they were still a couple but
barely speaking to each other” [1, p. 36]) i 3MiHIOE KOXHOT'O 3 T'€pOiB 5K
0coOUCTICTh. Y0JIOBIK 3aKOXYETHCSI B MOJIOZY IIBUMHY Ta 3 PEBHOIIIB BOUBAE
ii, 3pa/PKyI04l CBOEMY KOJIMIIIHBOMY KPEJ0 — HIKOJIM HE KPUBIUTHU MAJIOKIB
ta xiHok: “never Kill the tender and nothing female if you can help it” [1, p.
207]. 3pamxeHa Apy>KHHA, sKa BiTYAWIYyIIHO Mpar”Hyjia MaTd JUTHUHY,
HaMara€ThbCs Ha MOXOBAaHHI MOKAIIYHUTH OOJMYYS HEODKUMII, IO 3a BIKOM
morjia 0 Oyrtu ii gqoukoro: “When the woman [...] went to the funeral to see
the girl and to cut her dead face they threw her to the floor and out of the
church” [1, p. 36]. I'epoinsg poOWTH BUCHOBOK, IO IEPECEIICHHS JI0 MicTa



HaJag0 iM MEBHUX MaTepiaibHUX OJar, ajie 1mo30aBUII0 PO3YMIHHS cebe Ta
HaBkoJuIHbKOro cBiTy: “Before | came to the North | made sense and so did
the world. We didn 't have nothing and we didn’t miss it” [1, p. 207].

VY 3aroJioBOK TBOPY BMHECEHO HA3BY MY3WYHOTO CTHIIIO — JKa3, SIKHIl
JIOBT1 poku OyB JJig adpoaMEpUKaHIlB YU HE €IMHOK (POPMOIO MUCTEITBA,
0 HajJaBajla MOXJIUBICTb CAMOBHUPAXKEHHS B YMOBax paOOBIACHUIILKOTO
cycrninbeTBa. Y 1920-30-x pokax 1g my3uyHa (popMa oTpuMasna Mi>KHApOIHE
BU3HAHHS 1 cTasia Jyisl 0aratboX yoCOOJICHHSIM €MaHCHIallil Ta BIAPOKEHHS
HAI[lOHAJIBbHOI I HOCTI.

[le 3araibHO MPUIHITE CUMBOJIIYHE 3HAYCHHS JIXKa3y MepelaHo y TBOPI
yepe3 CHoraju OJHi€l 3 repoiHb poMany — Emic Mandpen, ska TUTHHOIO
cTajia CBIIKOM OOpOTHOM adpoaMepuKaHIIB IPOTU PACOBOI AUCKPUMIHALIII.
Menonii mka3zy HaraaylTh i 3Byku OapabaHHOoro 0o, SKUH
CYHpOBOJ/)KYBaB JIEMOHCTpAIllI0 MPOTECTY Ta CHOBIIIAB MPO OUIbIIE, HIXK
racia Ha Tpancrapanrtax: ‘“Alice Manfred stood for three hours on Fifth
Avenue marveling at the cold black faces and listening to drums saying what
the graceful women and the marching men could not” [1, p. 53]. IToctynoBo
yepe3 NOBTOP 3a3HAYECHUX acollaliid (opMy€eThCSI CUMBOJIIYHUH 3B’ 30K MIXK
MUHYJIUM — >KOPCTOKOK OOpOTHOOIO 3a CoIllajibHI IpaBa — Ta JIKa30BUMU
MEJIOAIsIMHM, W10 JyHAITh Y KBapTajaX Cy4aCHOro MiCTa, 3acelIeHUX
3BUILHEHUMHU BiJ padbcTBa adpoamepukanigimu: “Alice thought the lowdown
music [...] had something to do with the silent black women and men
marching down Fifth Avenue” [1, p. 56]; “It was impossible to keep the Fifth
Avenue drums separate from the belt-buckle tunes vibrating from pianos and
spinning on every Victrola” [1, p. 59]. Omxke, y TBOpi Jka3 BHCTyIIAE TUM
XyJIOKHIM oOpa3oM, SIKMH BigOMBae 17€0 CBOOOAM Ta piBHOIpPAB’f,
3100yTHX YIIEPTOIO0 OOPOTHOOIO.

[Ipote, 300pakaroun I1CTOPIIO TMPHUBATHOTO JKUTTS TepoiB Ha (DOHI
COLlaIbHUX 3MiH, SIKI MO-Pi3HOMY BIUIMBAIOTh Ha iX 10jai, ToHl Mopicon
HaJla€ yCTaJ€HOMY CHUMBOJIIYHOMY 3HAQYEHHIO JPKa3y HOBHUX BIJITIHKIB.
[IpuctpacHuii, 3Ba0IUBHI XapakTep MY3UKH, IO CHOHYKA€ 10 BIABEPTOTO
BUSIBJICHHS TMOYYTTIB, OCHTE)KUTh BUXOBaHYy 3a CTapuX yaciB repoinio Eimic
Mandpen, ska BBakae ka3 HEMPUCTOMHUM 1 aMopaibHuM: “‘the music was
getting worse and worse with each passing season [...] the music was so
lowdown you had to shut your windows” [1, p. 56]; “the music was getting
worse and worse with each passing season [...] Songs that used to start in
the head and feel the heart had dropped on down, down to places below the
sash and the buckled belts ” [1, p. 56]; “Just hearing it was like violating the
law” [1, p. 74]. )KiHKa IOCHUITM HAMara€eThCcsl yOEperTH CBOIO HETIOBHOJIITHIO
MJIEMIHHHUIIO B1J] CIIOKYCJIMBOTO BIUIMBY BEJIHMKOTO MICTa, Bil yChOTO, IIO



BUKJIMKAE JIOOOBHY JKary, sika OTOTOXXHIOEThCSA B 1i ysABI 13 JIKa30BOIO
My3ukoro. Emic MaHdpen He Bmopajgach 3 LHMM 3aBAaHHSIM — JIIBYMHA
3aKOXYEThCA Y JOPOCIOTOo, OAPY>KEHOTO YOJIOBIKA, IOCTYIAIYUCh, SIK
3ayBaXKyeTbcs, 3Ba0orouiit cum mkasy: “Alice Manfred had worked hard
to privatize her niece, but she was no match for a City seeping music that
begged and challenged each and every day. "Come", it said. "Come and do
wrong” [1, p. 67]. [loganbina Tpariuna aojs JIBUMHHU TOBEPTAE YUTada /10
YCBIJIOMJICHHS 3ar0JIOBKA TBOPY SIK CAMBOJIIYHOTO BUPKEHHS 1/1€1 HE TUIbKU
coliaibHOI, a 1 0cOOUCTOI CBOOO M JTIOIMHHU, TPaBa Ha BIACHUM BUOIp, KU
MOKE UTH BCyneped TpaaulliiHIM COIiaIbHO-PENITIHHUM YCTOSM JKUTTSL.

Cnig TakoX 3rajlaTv 1HINY Ba)XJIUBY (YHKIIIIO, Ky MY3W4YHI 00pas3u
BUKOHYIOTh y pomani. Bigomo, mo akyctuuHi oOpa3u acoIilOThCA
NEPBICHO HE 3 palllOHAJBHUM, a 3 1ppalllOHaJbHUM HA4YaJIOM 1 TOMY 3]1aTHI
BUKJIMKATH pi3HOMaHITHI ysiBiieHHs [21:113]. Il BnacTuBiCcTh cripusic TOMY,
0 MY3HMKa CTa€ OCHOBHHMM 3aCO0OO0M TICHUXOJIOT13aIlli 300pakKeHHsT — OJHIET 3
TOJIOBHUX CTWJIBOBUX pHUC TBOPY. Ha IEKCHKO-CTUIICTUYHOMY PpiBHI
CITIBBIJIHECEHHSI 300pa)K€HHS 3 BHYTPIIIHIM MCUXOJOTIYHUM CTaHOM TepOiB
peani3yeTbCsi 3aBISKUM BXXMBAHHIO E€MOLIMHO-EKCIPECUBHUX OOpa3HUX
3ac00iB, cepe/l AKUX Haldacrime Qirypyrors nepconidikamii: “They believe
they know before the music does what their hands, their feet are to do, but
that illusion is the music’s secret drive ” [1, p. 64]; “The music bends, falls to
its knees to embrace them all, encourage them all to live a little, why dont
you?” [1, p. 188]; “the guitars — they confused me, made me doubt myself”
[1, p. 132]. IToOy1oBaH1 HA OCHOBI SIBHIIIA aHTpOHOMOp(P13My TIepcoH1PiKalli
HAJUISIOTh MY3UKY TICUXIYHUMHU BJIACTUBOCTSIMU JIFOJAWHU, 3aBASKH YOMY
JKa3 MOCTa€ sIK aKTHBHA CHUJja, 110 3/JaTHA CBIJIOMO BIUIMBATH Ha AYMKH 1
MOBE/IIHKY TE€POiB, 3MYIIY€ iX YCBIAOMUTH W BUPA3UTH CBOi MOYYTTA 1
PUCTPACTI.

[Tapaneni 13 J&a30BOI0 MY3HWKOIO MOKHA TaKOXK MPOCTEKUTH Ha PiBHI
CTPYKTYPHOI Oprasi3zaiiii TBOpy. Sk HallOUIbII CBOEPITHY PUCY XYAOKHBOI
TEXHIKM THMChMEHHHUII CHIIiJ BIA3HAYUTH BUKOPHUCTAHHSA KJIHOYOBOIO JIJIS
mka3y npuiiomy “call and response ” (“kiauKaHHS Ta BIATYKYBaHHS ), SIKHH €
XapakTepHUM 1 I adpoaMEpPUKAHCHKOI YCHOI TpaauIlii OIOBiJed Ta
MIPOTOBIJICH. Y JPKa30B1M KOMIIO3HMITIT IIEH MPUloM peali3yeThCsl B TOMY, IO
My3U4YHa TE€Ma, sIKa 3BYYUTh y MapTii OJTHOTO IHCTPYMEHTA, M1IXOIIIOEThCA,
JIOTIOBHIOETHCSI Ta IHTEPIPETYETHhCS y MAPTIi IHIIOrO, IO CTBOPHOE €(EKT
Jajory MiX OKpEMHUMHU IHCTpyYMEHTaMu [22].

Y pomani 3a3HayeHUN NTPUHAOM BIITBOPIOETHCS Yy MNOJMIPOHIYHOMY
XapakTepl OIOBiJI, SKa BHU3HAYA€E CBOEPIIHY KOMIIO3HUIIMHY TOOYA0BY
TBOpY. Sk 3ayBaxye Panbd ['eprenb, 3HUKHEHHS TOJIOCY €JIUHOIO



OTOBIJlaya, SIK OCHOBHA CTpaTeris IIOCTMOJICPHI3MY, HaJa€ XYJI0KHIM
TeKCTaM MOJi(OHIYHOT POopMH, 110 CHOPIAHIOE 1X 3 MY3WYHUMHU TBOPaMU
[16].

[Togi6HO TOMy, SIK OfHA M Ta cama TeMa MOBTOPIOETHCA Y JIKA30BHUX
IMIIPOBI3aIlisiX, KOPOTKE BUKJIAJICHHS OINOBIJa4Ye€M OCHOBHOTO KOH(IIKTY
TBOPY — KOJI131i 0COOMCTUX CTOCYHKIB I'€pOiB — 0araropa3oBo JOMOBHIOETHCS
OMOBIASIMU PI3HUX NEPCOHaXIB. TakuM YMHOM, 1ICTOpIsl HAMIOBHIOETHCS BCE
HOBUMH TMOJAPOOUIIMM 3 MHHYJIOTO TE€pOiB, IO JOMOMAarae 3po3yMiTu
MOTHUBHU iX BUMHKIB Ta MOCTYIOBO, SIK Y€pE3 CIOBIAb, IPUBOJAUTH T€POIB 10
OPUMUPEHHA OJWH 3 OJHMM Ta 31 CBOIM MHUHYJIUM. JlipuuHi MOHOJOTH
OMOBIJaya, IO Yy3araJbHIOITH 17€0 TBOPY Ta BOJHOYAC CIPSMOBYIOTH
OTIOBIJIb B 1HINIE PYCJIO, PYHKIIIOHYIOTH MOAIOHO IO COJO-MAPTIH Yy PKa30BUX
KOMIO3UMisAxX [22]. [HmIMM CHOpiAHEHUM MPUUOMOM MOXHA BBaXKaTu
BIIKPUTUM KIHEIb TBOPY, 3aBMISIKM YOMY MHCHbMEHHMIIS 3a0X0Uy€ yhTada J10
B3a€MO/I1i, CTBOPEHHS CBOEI BJIACHO1 BEPCIi pO3BUTKY IMOIiH.

Xya0KHIA TPUKAOM MTOBTOPY PEAN3YETHCS Y TBOP1 HE TUIBKH B PaMKax
MaKpOTEKCTY, SK MOBTOP OKpPEeMOi TeMH abO0 JIGNTMOTHMBHOI O3HAKH, a U y
paMKax MIKpOTEKCTY — sk Jiekcuunuid mostop ( “At last, at last, everything's
ahead [...] everything's ahead at last” [1, p. 15]; “it races through him like
laughing gas brightening his eyes, his talk, and his expectations” [1, p. 34];
“a citysky presses and retreats, presses and retreats” [1, p. 35]; “the
anticipation it anticipates” [1, p. 64]; “Come”, it said. “Come and do
wrong” [1, p. 67]) abo Ak moegHAHHS JIGKCUYHOTO Ta CHHTAaKCUYHOT'O BHU/IIB
noTopy: “Nobody says it’s pretty here; nobody says it’s easy either” [1, p.
8]; “Where you can pop the cork and put the cold glass mouth right up to
your own. Where you can find the danger or be it” [1, p. 10]; “The City [...]
arranges itself for the weekend: the day before payday, the day after payday,
the pre-Sabbath activity, the closed shop and the quiet school hall” [1, p.
50]. ¥V HaBeneHHMX NpHKIaAaX IOBTOP CIYIrye HE CTUIBKH JIOTIYHOMY
BUJIIJICHHIO OKPEMO1 CEMaHTHUYHOI O3HAKU, CKUIBKHM CTBOPEHHIO €MOIIHHOI
TOHAJILHOCTI Ta IEBHOTO PUTMY OMOBI/II.

BapitoBanHsi puTMy Ta €MOI[IHHOI TOHAJIBHOCTI OMOBiAl — IE€ OJHA
CTUJILOBA pUCa TBOPY, SIKa CIOPITHIOE MOTO 13 JKA30BUMH KOMITO3UIIISIMHU.
OnoBilb TO YNOBLIBHEHA, MEJIAHXOJIIYHA, CEHTUMEHTAJbHO-JIpUYHA 3a
paxyHOK BXHBAHHA TIOIIMPEHUX CKJIAJHUX PpPEUYEeHb Ta EMOIIMHO
3a0apBieHUX 3aco0iB cruiictuyHoi BupaszHocti (“lI could hear the men
playing out their maple-sugar hearts, tapping it from four-hundred-year-old
trees and letting it run down the trunk, wasting it because they didn’t have a
bucket to let it run that day, slow if it wished, or fast, but a free run down
trees bursting to give up” [1, p. 196]), To ypuBuacTa, qUHaAMiYHA 3aBISKH



JE€KCUKO-CUHTAKCUYHUM BHUJIaM TMOBTOPY, CKOPOUYECHHIO OOCSTY peyeHb Ta
BUKOPUCTAHHIO CTUJIICTUYHO MApKOBAHOrO TMOPSJKY CIiB, HalyacTiiie
IpeACTaBICHOTO MpuiioMoM mapueisamii: “you have to be clever to figure out
how to be welcoming and defensive at the same time. When to love
something and when to quit” [1, p. 9]; “the right tune [...] can change the
weather. From freezing to hot to cool ” [1, p. 51]; “I did everything anybody
told me to. Till I got here” [1, p. 81]; “I ought to get out of this place. Avoid
the window; leave the hole ” [1, p. 220].

[IpoBenenuii aHasi3 Mokaszas, 10 My3U4YHI 00pa3u BIAITPalOTh Baromy
POJIb y PO3KPUTTI 1IEHHOTO 3alyMy TBOPY — My3HKa CTa€ 3aco000M Mepeaayi
IMIUTIIUTHOT ~ 1HGoOpMallli, BTUICHHS  CHUMBOJIYHHUX  mapajiener 1
ncuxoiorizaimii  300paxkeHHs. Ha  MOBIEHHeEBY oOprasizaiiro  TBOPY
0COOJIMBHI BIUIUB 3/IIMCHIOE KJIFOYOBUH JJIS JPKQ30BUX KOMITO3UIIIN MPpUIiOM
“call and response”, sxuii peami3yeTbcs SIK Ha PiBHI MakpOTEKCTy — Y
CTPYKTYpPHIi MOOYA0B1 TBOPY Ta MOJ1()OHIYHOMY XapaKTepi OMOBIII, TaK 1 Ha
PIBHI MIKPOTEKCTY — 30KpeMa, Y PI3HOBHAAX JEKCUYHOTO T4 CUHTAKCUYHOIO
MOBTOPY.

IlepcnekTHBa MOJANBIINX JOCHIIKEHD Y IbOMY HAMPSIMKY IOJATAE y
OUIBINI JIETaJlbHOMY BHBYEHHI CKJIaay Ta (PYHKIIOHAJIBHOTO HABAHTAKCHHS
MY3UYHUX TEPMiHIB, HASIBHUX Y CJIOBHUKY TBOPY.
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