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AYJIUAJIBHBIN CEMAHTUYECKHA KO KAK ITPOSABJIEHUE KOTHUTUBHOI' O
CTUJIA HEPCOHAKA B AHI'VIOA3BIYHOM XYJOXECTBEHHOM TEKCTE

Ky4ep Bacuwiuna BacuibeBHa
Anmaiickuti 2ocyoapcmeenHulll nedazosudeckuti yHusepcumem, 2. bapuayn, Poccus

Aunomayus. B craTbe NpPOBOOUTCS aHAIM3 A3BIKOBBIX U CTUIMCTHUYECKHUX CPENCTB,
YYacTBYIOLIMX B MaHU(eECcTaluu ayJuajJbHOIO BOCHPHATHSA. AyIUallbHbIA NEpLENTUBHbIN 00pa3
nepeaaeT OCOOCHHOCTM KOTHMTHUBHOTO CTWIISA TEPCOHAXa, C(HOPMHUPOBAHHOTO O] BIUSHHEM
TBOPYECKOH MPO(EeCCUOHATBHON [EATEIbHOCTH — HAIMCAHUWEM MYy3bIKH. [lepuentuBHBIA MiIaH
IIOBECTBOBAHUS IIEpE/aH JEKCUKOH C CEMAaHTUYECKOW COCTAaBIISIIOIIEH ayJUaJIbHOIO BOCHPUSTHSA,
TEPMUHAaMH HOTHOTO IHCbMa, OHOMATOIEeH, MEXKIOMETHsMH, a Takxke Meradopoil, chepoii-
MUCTOYHUKOM B KOTOPOH BBICTYyMAaeT 3BYYaHHE MY3BIKAJbHBIX HHCTPYMEHTOB. OCOOEHHOCTHIO
KOTHUTHUBHOIO CTHJIS IIEPCOHAXa SABISETCA CIIOCOOHOCTH MEPEeKOAUPOBAaTH BOCIPHUHATHIE
BIIeYaT/IeHUs (BU3yallbHbIE, OJIb(AKTOPHBIE, TAKTUIbHBIE U JIp.) B ayAMaJbHBINA IJIaH BOCHPUSITUS
IIPYU NOMOILM MY3bIKaJIbHBIX 00pa30B U, TAKUM 00pa3oM, IUCaTh My3bIKY.

Kniouesvie cnosa: XynoxKeCTBEHHBIH TEKCT, BOCIPUATHE, Ay AHaIbHBIN MEPLIENTHBHBIN 00pa3,
KOTHUTHBHBIN CTUIIb, (POHOCTUIIUCTUUECKUE CPEJICTBA.

BBenenue

Cnyx siBisieTcs OJHUM U3 BEAYLIMX KaHAJIOB [1O3HAHUS U, HAPSAILY CO 3pEHUEM, YUaCTBYET B
(dbopMHpOBaHUN NEPLUENTUBHOTO 00paza Mupa. OCHOBY ayAMaIbHOI COCTaBIIAIOLIECH MEepLeNTUBHON
KapTUHBl MHUpPA COCTaBJISET JEHOTATUBHOE IMPOCTPAHCTBO T.H. 3BYKOBOIO JIAHAIMIA(TA, KOTOPBIN
BKJIFOYAET 3BYKH JKUBOW M HEXHUBOW MPUPOJIbI, KyJIbTYpHBIX apTedakToB [2]. 3ByKkoBoi naHamadr,
BOCCO3/IaHHBIN A3BIKOBBIMHU CpEICTBAMHU, HANpPaBICH HAa aKTyaJM3allil0 B CO3HAHUU ayJUaJIbHbBIX
NEepLENTUBHBIX 00pa3oB, Mepefady CpelCTBaMU s3blKa HEPEUYEBHIX 3BYKOB, 3BYKOBBIX 00pa3oB U
nake nenbix KapTuH. OH CITYKUT ayIuaTbHBIM (POHOM ITOBECTBOBAHMS, BOCCO3/1a€TCsI HOMUHAIMSIMA
C CEMAaHTUKOM ayJHaJbHOM MOJANBHOCTH, & TAKXKe IPU MOMOIIN (POHOCTHIMCTUYECKUX CPEACTB,
TaKMX KakK 3BYKOIMChH WK oHoMmaTtores [1]. 3BykoBoil o0pa3 B MpOU3BEJCHUH TAaK)K€ BBICTYNAET B
(GYHKIMH XapakTepu3alM IepcoHaka. B JaHHOW CBsA3M, LENbIO HACTOSIIETO HCCIEI0BaHMS
SBJIIETCS aHAJIU3 ayIMaTbHOTO0 CEMaHTUYECKOTO KO/1a TPOU3BEACHMSI, 00pa30BaHHOIO HOMUHALIMSIMU
C  CEMaHTHYECKOM  COCTABIIOIIEH  ayJUaJbHOIO  BOCIPUATUSA, OHOMAaTONO3TUYECKUMU
HOMMHALUSIMH, 3BYKOIOJPAaXKaTeIbHBIMU MEXIOMETHSIMH, MY3bIKaJIbHOM TEPMUHOJIOTHUEHN, a TaKKe
MeTadopamu, chepoi-MCTOUHUKOM B KOTOPBIX BBICTYIAET 3ByYaHHE MY3bIKaJIbHBIX HHCTPYMEHTOB,
KaK OJTHOTO U3 MPOSBJIEHUN KOTHUTUBHOTO CTUJIS IEPCOHAXkA.

KoruuTtuBHbIl cTuiab (TepMuH, npeanoxkeHHbii P. ®aynepom [3]) noHumaercs Kak
YCTOMYMBBIM  CIIOCOOOB  TO3HABAaTEIBHOW  NIEATENLHOCTH,  TIO3HABaTeNbHAs  CTpaTerus,
3aKJIIOYAIONIAsiCsl B CBOEOOpa3HBIX IpHEMax IOJy4eHHUs, O0O0pabdOTKH, BOCIPOU3BEICHUS
uHpopmanuu. OgHUM U3 PaKTOPOB, BIMSIOMIMX HA HOPMHUPOBAHNE KOTHUTUBHOT'O CTHJISL, BBICTYIIAeT
TaKOM  KOMIIOHEHT  CyOBEKTMBHOIO  OIbITa  Kak  Mpo¢eccCHOHalbHas  JeSITEIbHOCTD.
[IpodeccuonanbHoe BHUIEHHE MHpa BIUSET Ha CYLIECTBYIOLIUM Yy ueioBeka oOpa3 Mupa yepes
CUCTEMY LIEHHOCTEN U CMBICIIOB, MOTHBOB M YCTaHOBOK, CKJIa/IbIBAIOLINXCS B PE3YJIbTATE OCBOEHUS
npodeccuu U popmMupyrmmxcs B mpouecce aesareabHocTH [S]. [Toa BausHueM npodeccuoHaIbHON
JeSATeIbHOCTH 4YeJIOBeK MpuodperaeT o0co00e BHIEHHE OKPYXKAIOIIEero MHUpa, OOBEKTOB U
CYLIECTBYIOIIUX MEXIy HUMHU CB3sMU. CPOpMHUpPOBAaHHBIA MPOPECCHOHANBHON IEeSATENbHOCTHIO
KOTHUTHBHBIN CTUJIb NMPOSBIISIETCS B TOM, UTO MPEICTABUTENb TOM MM MHOM Mpodheccuu MepeHOoCUT
BO BHE MPO(ECCHOHAIBHYIO AESITEIbHOCTh NPUBBIYKH, AJTOPUTMBI JIEHCTBUMN, MaHEpPy U CTUJIb
o01IeHus.

Pe3yabTarhl U 00CyKICHUE



B kauectBe nmpuMmepa TPOSIBICHHS KOTHHUTUBHOTO CTWJISI TBOPYECKOTO 4YeJOBEKa
npencrasisercs yactb pomana J{. Mutuemna “Cloud Atlas”, HanucanHas OT JMIa KOMIO3MTOpA
Pobepra ®dpobdumepa. OCOOCHHOCTEIO KOTHHTUBHOTO CTHJISI TIEPCOHA)Xa SIBJISETCS CIOCOOHOCTH
MIEPEKOIMPOBATh BOCIPUHSATHIC BIICUATIICHUS (BU3YAIbHBIE, OTb(AKTOPHBIC, TAKTUIBHBIC U JIp.) B
ayJMaJIbHBIN IJIaH BOCTIPHSITHS TIPU TIOMOIIH MY3bIKaJIbHBIX 00pa30B. DMHUCTOJSPHBIN KaHP JTaHHOM
YaCTH MTPOU3BEICHUS ONPEeIeT CKOHIIEHTPUPOBAHHOCTh HA ONMCAHUH BICYATIICHHH, YBUICHHOTO,
MEPEKUTHIX OSMOIMKA ¥ OIIYIICHWH, B YaCTHOCTH, ONHMCAHUEM NEPUEHTHBHBIX OIIYIICHUH,
HETOCPEJICTBEHHO BOCIIPUHIMAEMBIX B MOMEHT PEUYH B paMKax ayJualibHON MoJanbHOCTH. OcoObIi
KOTHUTHBHBI CTWJIb TIEPCOHAXKA IepelaH CIEIU(PHUUESCKUM BBHIOOPOM JIEKCHKH C CEMaHTHKON
ayJIMATbHOTO BOCIIPUSTHS, CTHIMCTUYCCKUMHU CPEICTBA, MCTOYHHKOM CpPAaBHEHHUS B KOTOPBIX
BBICTYIAIOT ayJHAJIbHBIC BIICUATIICHHSI, 3ByYaHUE MY3bIKAIbHBIX HHCTPYMEHTOB, KaHPBI MY3bIKH.

Yacts pomana, nocssuieHHast PoOepty @pobuiepy, HauMHAETCS € MOIPY>KEHUS YUTATENS B
MY3BIKaJIbHBIN MUD MIEpCOHaXA. ['epor0 CHUTCS COH, B KOTOPOM (happopoBbie GUTYpPKH, pa3OHBasICh,
W3MIaI0T 3BYKH MY3BIKQJIbHBIX HMHCTPYMEHTOB. llepcoHax HauWHAaeT OWTh WX CHEHHATBHO,
HACIIAXJAsCh BEJIMKOJCIIHOW MYy3bIKOM M Medras 3amedarierh ce. Ciemyronmii ¢parMeHT
JEMOHCTPHPYET pa3HOOOpa3ne SI3bIKOBBIX CPEACTB, MEPENAIONINX ayAUalbHbIC BIICYATICHUS:

Sixsmith,

Dreamt [ stood in a china shop so crowded from floor to far-off ceiling with shelves of
porcelain antiquities etc. that moving a muscle would cause several to fall and smash to bits. Exactly
what happened, but instead of a crashing noise, an august chord rang out, half-cello, half-celeste,
D major (?), held for four beats. My wrist knocked a Ming vase affair off its pedestal—E-flat, whole
string section, glorious, transcendent, angels wept. Deliberately now, smashed a figurine of an ox
for the next note, then a milkmaid, then Saturday’s Child—orgy of shrapnel filled the air, divine
harmonies my head. Ah, such music! Glimpsed my father totting up the smashed items’ value, nib
flashing, but had to keep the music coming. Knew I'd become the greatest composer of the century if
I could only make this music mine. A monstrous Laughing Cavalier flung against the wall set off a
thumping battery of percussion [4, c. 37].

B aynuansnom oOpa3ze 3a/1eliCTBOBAHbI:
1) HOMHHAITMY 3BYKOB: crashing noise (breaking violently and noisily), B T.4. 3ByKOTnoIpakaTeJIbHAS
nekcuka: smash (utter collapse);
2) crienyanabHble Ha3BaHUsI HOTHOTO MHUCHbMa, MY3BIKAJIbHBIX 3BYKOB M MX COYETaHUI, B TOM YHCIIE
runeponum JICII mysvika - music:

a) Ha3BaHUE TOHAIBLHOCTH (D major — the major key having a key signature of two sharps; E-
flat — the note a semitone below E), u ux TUNEpOHUM — note (a written symbol used to indicate
duration and pitch of a tone by its shape and position on the staff),

b) chord (three or more musical tones sounded simultaneously);

¢) harmonies (the combination of simultaneous musical notes in a chord);

3) riarossl, XapakTepu3yIoUuX 3By4aHue — ring out (to be heard loudly and clearly),

4) UCTIONBb30BAaHbBI BBIPAKEHUS, NAOIINE XapaKTEPUCTUKY UTUTETbHOCTHU 3By4aHus (beat — the tempo
indicated to a musical performer, held for four beats — npopuBIIKecs 4 TakTa);

5) XapakTepUCTUKAa HCIOJIHEHUS MY3bIKaJIbHBIMU HHCTpyMeHTaMu (half-cello, half-celeste —
HAIOJIOBUHY BHOJIOHYEIIHIO, HATIOJIOBUHY YEJIECTOM);

6) Ha3BaHHe TPYIIHI My3bIKaJIbHBIX HHCTPYMEHTOB B OPKECTpe: percussion (percussion instruments
that form a section of a band or orchestra);

7) nuto, mpodeCCHOHATBHO 3aHUMAIOIIIEEC MY3BIKON — composer (a person who writes music).

Ha3naueHnwe JaHHOTO OTpBIBKA — HE CTOJBKO CO3/IaHUE ayIualbHOTO psix  (Iuis
HEMOJIMOTOBJICHHOTO YHUTATeNsl HAa3BaHW HOT HEAOCTAaTOYHO, YTOOBI MPEJCTaBUTHh 3BYYaHHE: OH
cKkopee OyIeT OomMparbcsi Ha AMOIMOHAIBHO-IKCIIPECCHUBHBIC BBIPAXCHHS THMA august chord,
glorious, transcendent, angels wept), CKOIBKO OXapaKT€pH30BaTh IEPCOHAKAa KaK dYeJIoBeKa
poeCCHOHATFHO 3HAKOMOTO C MY3BIKQIBHON TEPMHUHOJOTHEH, CIIOCOOHOTO Ha3BaTh HOTHI TI0
3BYYaHHIO ¥ CAMOCTOSATEIHHO MUCATh MY3BIKY.



[ToMuMO BbIIIEHA3BAHHBIX CPEICTB CO3JAHMS ayqHaIbHOTO MEPLUENTUBHOTO 00pa3a B TEKCTE
pOMaHa NpesCTaBIIEeH ellle OJUH CIIOCco0 Mepenadn ayauaabHOW CEMaHTUYECKOM COCTaBISAIOMIEH —
cujia 3ByKa W dKcmpeccust ucnoyinutens nepenansl rpadpuuecku (TARTARTAR!!!). B cnenyromem
pUMepe NPEACTABICHO TO, KaK TJIABHBIA Tepoil BOCIPUHUMAET 3BYyYaHHE «MEJIOAMU», KOTOPYIO
«HaIleBaeT» €My HACTaBHHUK. 3ajlaya reposi COCTOUT B TOM, YTOOBI HOTHUPOBAThH 3Ty «MEIOIHIO.
3ByKONOpaxkaTeIbHbIe MEKIOMETHS, KOTOPHIM IIEPCOHAX MBITAETCS MepeIaTh Ha MICbME 3ByYaHHe
cBoero HactaBHuka (Tar-tartar tattytattytatty, tar!), cosmaer komuueckwii 3pdexr Ha ¢oHe
IIPEALIECTBYIOIIEH CII0KHOW MY3bIKAJIbBHOW TEPMUHOJIOTHM:

“I've got a little melody for viola rattling about my head, Frobisher. Let’s see if you can get
it down.”... Sat at his desk, sharpened 2B at the ready, clean MS, waiting for him to name the notes,
one by one. Suddenly, the man bellowed: *“ ‘Tar, tar! Tar-tartar tattytattytatty, tar!’ Got that? ‘Tar!
Tatty-tar! Quiet art—tar-tar-tar-tttt-TAR! TARTARTAR!!!’ " Got that? Old ass obviously thought
this was amusing—one could no more notate his shouted garble than one could score the braying
of a dozen donkeys—but after another thirty seconds, it dawned on me this was no joke. ...

“There, finished!” he proclaimed. “Got it? Hum it back, Frobisher, and then let’s see how it
sounds.”

Asked what key we were in. “B-flat, of course!” Time signature? Ayrs pinched the bridge of
his nose. “Are you saying you’ve lost my melody? ...

“It is desperate, Jocasta, the boy cannot take down a simple tune. I might as well join the
avant-garde and throw darts at pieces of paper with notes written on ’em.” . . .[4, c. 48].

OTOT (pparMeHT MHTEPECEH C TOUYKU perpe3eHTAMH CyObEKTUBHOCTH BOCIPUSTHUS KaK TaKOBOTO,
ero 0OyCIIOBICHHOCTH NPEIIISCTBYIOUIMM OIBITOM W AHTUIUIALWK KaK KauyecTBa BOCIIPHSTHS.
ManscTpo mbITaeTcsi BOCIPOU3BECTH «3BYYAIllyIo» B €ro BooOpaxkeHUH Mmenoauto (I've got a little
melody for viola rattling about my head... ,Are you saying you’ve lost my melody?) n ceryer Ha
HEyMEHHE IMMO0NICYHOI0 3aucaTh MPOCTEHIMN MOTHB (the boy cannot take down a simple tune), B
TO BpeMs KaK IJIABHBIA TE€pOM, OXKWJABIIMK HA3BaHUW HOT IO MOPSAKY, CIBIILIMT HECKJIaIHbIE
BBIKpUKH HacTaBHUKa (shouted garble, the braying of a dozen donkeys).

KOrHUTUBHBI CTWIb IIEPCOHAXA, CIOKHMBIIMICA B PE3YJIbTAaTe 3aHATUS MY3BIKOH,
MPOSBIISIETCS. B ONHCAHUM OKpYXKAlOIIed repos OOCTAaHOBKM TIpU TOMOIIM MeTagop U
MeTaOpUICCKUX CPABHEHHI, TJI€ HCTOYHUKOM BBICTYIAeT TEMOP MY3bIKAJbHBIX HHCTPYMEHTOB, a
LeNbI0 — 3BYK HIIM APYTOil mpeamer, mojajexaniie onucanuio. Cienyer cka3aTh, 4To MeTadopa ¢
CEMaHTUYECKUM KOMIIOHEHTOM «MYy3biKay (play first fiddle, to harp on smth) HOBOJBHO YacTO
BCTpEYAeTCs B TIIOBCEJHEBHOM OOILIEHMM, OJHAKO MeTadophl, HCHOIb3yEeMbIE T'epOeM,
XapaKTepU3YIOTCS TMPHUCYTCTBUEM Y3KOCHEIHMAIbHONH TEPMHHOJIOTUH W SBISIOTCS PE3yJIbTaTOM
OpPUTHHAIILHOTO, TBOPUECKOTO NIepeocMbIciieHns. Hampumep, mepcoHak CpaBHUBAET MEUYIIIUXCS 110
yIHIE JIOJEH ¢ TEMIIOM UCTIOTHEHUs B onpeneneHHoM ctuiie: Had a view of an alley: downtrodden
scriveners hurtling by like demisemiquavers in a Beethovian allegro (nucupl MedyTcs Kak TpUILATh
BTOPBIE€ B OETXOBEHCKOM aJlJIETPo).

OcHoBanueM 11 MeTadOpUIECKOT0 MepeHoca CIyKUT MPU3HAK IEHCTBUS: JIFOIU CIEMIaT 1o
YIIUIIE — My3bIKa UCTIONHSETCS B OBICTpOM Temre. MeTadopa peanu3yercs Ce yONIMHE S3bIKOBBIMU
CpeICTBaMU:

— TEPMUH, XapaKTEePHU3YIOUIHHA U TEIEHOCT 3BY4YaHUsI HOT — demisemiquaver — thirty-second
note (TpUALIATHCEKYHIHAs HOTA, HOTA, UTpaeMas B TeueHue 1/32 qiIuTenbHOCTH 1eN0 HOTHI);

— OTCBUTKa Ha KOMITO3UTOpPA, U TPOHM3BEACHUI KOTOPOTO XapaKTepeH TaHHBIH CTHIb
ucnonHeHus: — Beethovian (6€TXOBEHCKHIA);

— cHeuuaidbHbIH TEPMHH, YKa3bIBAIOUIMI HAa TEeMIl B UCIOJHEHUU — allegro (uman. Beceno,
001po, panocTHO — at a brisk lively tempo, used as a direction in music).

OTnnune BHICHHS TIEPCOHAXKa OT OOBIICHHOTO COCTOUT M B TOM, YTO HAWBHBIA HOCHTEIb
S3bIKa HMCTIONIB3YET MY3BIKAIBbHYI0 MeTadopy MJs OMKCAHUS OKPYKAIOIIETO €ro MpOCTPAaHCTBA U
CUTyalWid, a JJs TJIAaBHOTO Teposi BCE, YTO €ro OKPYKaeT eCTh HWYTO WHOE Kak Mmeradopa
MY3bIKaIBHOTO TIPOU3BeeHUs. Hanpumep, mepcoHak MUIET MOPTPETHBIC 3aPHCOBKH OKPY>KAOIIUX
monen: Made a musical notation of their snores. Elgar is to be played by a bass tuba, Ayrs a bassoo



(ITepenmoxkmst HAa HOTBHI MIX Xpam. Dnrap — 6acoBas Tyba, Dupc — darot) [4, c. 71]. 3HaKOMCTBO C
MajsCTpO TEPCOHAK HA3BIBAET YBEPTIOPOW (My3bIKAIBHOE BCTYIUICHUE, CUM(OHUS, CIIyXKaras
HavyaJioM WM BBEJCHUEM B oriepy uiu 6aner): Our overture proceeded more or less like this. “Good
afternoon, Mr. Ayrs.” “Who in hell are you?” “It’s a great honor to = “I said, ‘Who in hell are
you?’ " [4, c. 41].

AynuanbHasi MOJAIBHOCTh BBICTYIIAET BEAYIICH B TBOPUECKOM IMOUCKE MepcoHaxka. Cambie
OOBIJICHHBIC 3BYKH CIy)KaT €My MaTepHalioM Ui TBOPYECTBA, a BECh MHUP 3BYYHT MY3bIKOH,
JOCTaTOYHO TOJBKO MPUCTYUAMbCA: TIIyM MOTOPHOTO OTCEKAa 3BYYUT MEIHBIMU HHCTPYMEHTAMHU U
OH Ha0pachIBaeT MOBTOPSIONIUICS TAcCaX JJIsI TPOMOOHA, OCHOBaHHBI Ha KOpPaOEIbHOM PUTME:
...listened to the distant brass of the engine room and sketched a repetitive passage for trombone
based on the ship’s rhythms [4, c. 39].

OOmieli uyepToil KOTHUTMBHOIO CTWJISI TBOPYECKHMX JIIOJAEH SBISAETCS CIIOCOOHOCTH
MEPEeKOIUPOBATh BOCIPHHUMAEMbIC BIICUATIICHUS Ha S3bIK CQepbl MCKyccTBa. [TaBHBIN Tepoi
«IEePENUCHIBACTY MOJMMOAAIBHBIN MEePIENTHBHBIA 00pa3 KOCTpa B MEJIOAMIO, TJE TPECK KOCTpa —
3TO yJapHbIE, ITOJICHBS] — AIbTOBBII KIIAPHET, a SI3bIKH IJIaMEHU — (IeiTa:

Gardener made a bonfire of fallen leaves—just came in from it. The heat on one’s face and
hands, the sad smoke, the crackling and wheezing fire. Reminds me of the groundsman’s hut at
Gresham. Anyway, got a gorgeous passage from the fire—percussion for crackling, alto bassoon for
the wood, and a restless flute for the flames [4, c. 73].

3akiro4eHue

AynuaibHasi MOJAILHOCTh BOCIIPHSTHS, Yepe3 MPU3MY KOTOPOH MEePCOHAK BOCIIPUHHMAET
OKPYXAIOIIMA MHUpP, BBICTYIIA€T CMBICIIOBOM JOMUHAHTOH TIPOM3BEICHUS W peain3yeTcs B
WCIIOJIb30BAHUU PA3HOOOpA3Usl CTHWIMCTHYECKUX CPEICTB M TPUEMOB, B KOTOPBIX HMCTOYHHKOM
CPaBHEHHUS BBICTYMAIOT ACHOTATHI, HAIIPSIMYIO M aCCOIMATHBHO CBSI3aHHBIC C BOCIIPUSATHEM B cepe
ayJquaJbHOW MOJAJIbHOCTH. AyJMANbHBIA ITUIAH [TOBECTBOBAHHS CO3/IaCTCsl JIGKCHUKOH ¢
CEMAHTHYECKON COCTABJISIONICH AayIUaJIbHOTO BOCHPHUATHS, TEPMHHAMH HOTHOTO IIHCHMA,
OHOMATOIIeeH, MEXKIOMETHUSIMH, MeTadopamMH, OCHOBAaHHBIMH Ha CPAaBHCHUU C MY3bIKAJILHBIMHU
WHCTPYMEHTAMH.

Onucanue ayJuabHBIX MEPIETITUBHBIX BICUATICHUH CIIOCOOCTBYET CO3JIAHHIO KOMUYECKOTO
¢ (dekTa, KOTOPBIM JOCTUTACTCS KOHTPACTOM CIIO)KHOH JIJIi HETOJTrOTOBICHHOTO YHTATEIs
CHeIHaTbHON TEPMHUHOJIOTHH U 3BYKOBOT'O MTPEJICTABICHUS MEXKIOMETHSIMHU.

AynuanbpHasi COCTaBIISIONIAs SBJISIETCS MapKepoM CHOPMHPOBAHHOTO MPOQPECCHOHATBHON
MY3bIKATbHON JESATENbHOCThI0 KOTHHUTUBHOTO CTWJISI TIEPCOHAXKA, KOTOPBIM MPOSBISIETCS B €ro
CIIOCOOHOCTH  TIEPEKOJIMPOBATH BOCIPHUHATHIC PA3IUYHBIMH  MOJAIBLHOCTSIMH  OIMYIICHUS B
My3bIKaIbHBIN KOII. ['epoit co3naeT u3 HaOII0gaeMbIX OBITOBBIX KApPTUH MY3BIKAJIBHBIE 3apHUCOBKU,
COCTABIISIET MHEHUE O JIFOJIX, UCXO/S U3 UX MPEIPACIONOKEHHOCTH U MHTEPECY K MY3bIKE, CO3/1aeT
OTMCAHUs JTIO/ICH, KaK eci Obl OHU ObUTM MYy3bIKAIbHBIMH HHCTPYMEHTaMHU.

AHanM3 ayJuaabHOT0 CEMaHTHYECKOTO KOJa MPOM3BECHUS MOKA3hIBACT, YTO MY3bIKa JIs
TJIaBHOTO Teposi MMOMCTHHE Mepa Bcex Bemlei. [lepednicienHble 0COOGHHOCTH TJIAaBHOTO Teposi, €ro
CIIOCOOHOCTH BOCIIPHHUMATH OOBIZICHHYIO PealbHOCTh Uepe3 ayanuaibHbIe BIICUATICHHS, TOBOPHUT O
HAIMYUU YCTOWYUBBIX MPEACTaBIEHUN U c(HOPMUPOBABIIETOCS MO BIUSHUEM MPOodeCCHOHATBHON
TBOPUYECKOH JEATETHHOCTH CTHIIS MBIIUICHHS UM KOTHUTHBHOTO CTHJIS.
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AUDITORY SEMANTIC CODE AS A MEANS OF CONVEYING A PROTAGONIST 'S
COGNITIVE STYLE IN THE ENGLISH LANGUAGE LITERARY TEXT
Kucher Vasilina Vasil’evna
Altai State Pedagogical University

Abstract: The article discusses the linguistic and stylistic means involved in lingual
manifestation of auditory perception. The lingual means of conveying an auditory perceptual image
in the literary text are analyzed from the perspective of their potential in characterisation. The use of
auditory based imagery is seen as a feature of the protagonist’s cognitive style formed under the
influence of his passion for composing music. The perceptual plan of the narrative is conveyed by
vocabulary with a semantic component of auditory perception, terms of musical notation,
onomatopoeia, as well as music metaphors. The main trait of the protagonist’s cognitive style is the
ability to express perceptual experience (visual, olfactory, tactile, etc.) with the help of an auditory
imagery and, thus, compose music.
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