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MY3UYHU KOA POMAHY CEMIOEAA BEKKETA “MEP®I”

Y cratTi AocnigKeHO Crnocobu ONpPUSBHEHHS MY3UKWU Ha NIEKCUKO-CEMaHTUYHOMY, CTPYKTYPHOMY
N PUTMIKO-CUHTaKCUYHOMY piBHSX poMaHy “Mepdi” (1938) Cemtoena Bekketa, unsi TBOpUiCTb Oyna
cnpoboto crHTe3y Npo3u i My3nkn. BekkeT He MpocTo NoeaHye ABa BUAW MUCTELTBa 3@ [OMOMOroH
antosin i pedepeHL;in, OHETUHHOTO 3ByKOHACiAyBaHHS YM iMiTaLii KOHKPETHUX MY3UYHUX OpPM, a
1 anentoe 40 CEMaHTUKN My3VKU 1 HaMaraeTbCs BUKOpUCTaTK ii 3aaTHICTb 6eanocepeHbO BUpaXxKaTu
MoYvyTTS N AYMKM, 30CepelXyloun yBary Ha “3Ha4yeHHEBMX MOXIMBOCTSX” MY3UKU SK MeTadopw.
Pi3HonnaHoBICTe My3n4YHOCTi BEKKETIBCbKOrO TEKCTY BUSIBMIAETLCA TaKOX Yy PUTMIYHIN opraHisadii,
HasABHOCTI NMEKCUYHNX NENTMOTUBIB, CIIOBECHUX | CTPYKTYPHMX NMOBTOPIB.

Kroyoei criosa: my3nyHa meTadopa, KakooHis, nekcrka 3By4aHHs!, eBpemMiam, NoBTop, NENTMOTMB,
put™m, Temn, C. BekkeT.

Iryna Senchuk. Musical Code of Samuel Beckett's Novel “Murphy”

The paper explores the ways in which music manifests itself on lexical-semantic, structural
and rhythmic-syntactic levels of the novel “Murphy” (1938) by Samuel Beckett, whose Anglo- and
Francophone writing is an attempt to synthesize prose and music. Beckett's aesthetic ideas, his
understanding of the expressivity of word and music were considerably influenced by Wittgenstein’s
philosophy of linguistic skepticism and Schopenhauer’s vision of music as the only way of expressing
the essence of the world.

In his work, not only does Beckett combine the two forms of art through allusions and references,
phonetic sound imitation or modeling of particular musical forms, but also makes an attempt to use
the imagery of music and its ability to directly express feelings and thoughts, focusing on ‘semantic
possibilities’ of music as a metaphor. Being sensitive to the sounding qualities of phrases in his
works, Beckett perceived any sounds, even human ones, as music. He saturates the novel “Murphy”
with auditory memories, rising and falling sounds, rhythms, melodies and musical categories, which
enhance its musical effect. The diversity of musicality in Beckettian text is also manifested in the
rhythmic organization, the presence of leitmotifs, and extensive use of verbal and structural repetitions.

Therefore, Beckett's method in “Murphy” involves using devices of musical expressiveness, as well
as transforming the musical categories into metaphors of different experiences. Simultaneously, the
rhythm of repetitions makes the emotional tonality of the work more distinct and creates the effect of
intense movement of the consciousness.

Keywords: musical metaphor, cacophony, vocabulary of sounds, euphemism, repetition, leitmotif,
rhythm, tempo, S. Beckett.

B3aemoBnnvBY niTepatypu i My3uKu, WO iCHYBanu B pisHUX dpopmax ynpoaoBX
ayxe TpuBarnoro 4acy, y XX cT. Habynn ocobnmBoro xapakrtepy. 3 ogHoro oKy,
komnosuntopn — MoptoH ®engmaH, Puyapg bappertrT, [MTep bynes, JlyyaHo bepio,
BonbdraHnr ®opTHep Ta iHWI — HamarakTbCcAa igel UM NiHIBICTUYHI edeKTn
niTepaTypHOro TekcTy “nepeknactu”’ Ha TEPMIHU MY3U4YHi, BanaHCcyum Ha MeXi
CroBa i My3ukn. 3 gpyroro — nitepatopv nepenmaloTb My3nYHi NPUAOMHU, TAXIOTb
A0 My3M4HUX dhopm abo 1 3BepTalTbCs 4O NPSAMOI iMiTauil My3unKku, cnvparynch
Ha MOBJIIEHHEBI 3BYKOHAacrnigyBanbHi Ta aniTepauinHi noTeHuii, TO6TO Ha My3uky
crnoea (“word music”, 3a CtieHom [Mon Lepom), sk, Hanpuknag, dpaHLy3bKi
cumBonicTu, Teopia menoanamy AHgpisa benoro towo. My3anyHa cTuxia BnneteHa
y TBOpMicTb BaraTbox nucbMeHHuKiB XX cT. — Tomaca MaHHa, Oxenmca [xonca,
Mapcens NpycTa, l'epmana Necce, BipaxuHii Bynd, Ongoca lMakeni, Monsa Banepi,
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Cemioena bekkeTta, PobepTa LUHangepa, IHrebopr baxmaH Ta iHWnX, BUSBNAKOYAUCH
Ha CHOXXETHOMY, 3BYKOBOMY, PUTMIKO-CUHTAKCUYHOMY, NIEKCUKO-CEMAHTUYHOMY,
$HOpPMOTBOPYOMY, iIHTEPTEKCTYaNbHOMY WM €CTETUYHOMY PIiBHAX IXHIX XYAOXHiX
TBOpiB. My3uka, Ha aymky Epika lNpiTo, 3gatHa “3anponoHyBaTn HU3Ky dopMarbHuX,
BMpaxanbHUX i pedpepeHLuinHNX NPUHLMMIB, SKi MOXXHa 3acTocyBaTun y cnpobi kpalle
penpes3eHTyBaTh BHYTPILIHIA NPOCTip CBIOMOCTI. | caMe My3W4YHUI aKLUEeHT Ha
npoueci i TpaHcdopmauii nocTaBaB anbTePHATUBO 40 30CEPEAXKEHUX HA CHOXKETI
dopm TpaguuinHol posnosigi” [11, x]. Tox y nitepatypi XX CT. My3uka cTae ogHUM
i3 MogentoBanbHMX KOMMOHEHTIB HapaTMBHOI TEXHikM, “popmoto penpeseHTauil
SIK CBiQOMOro, Tak i HeCBiZOMOro piBHiB emouii” [7, 3], “KoHdirypauieo yacoBoi
HeniHInHocTI” [7, 7], NPOMOHYYN MOXIMBOCTI “NONicpOHIYHOro yNnopsiAKOBYBaHHS
yacy” [3, 21], “meTadopoto rapmoHinHoro cnisicHyBaHHa” [7, 2]. BogHo4vac
3BEPHEHHS Ha3BaHMX BULLE MUTLIB 4O MY3UKM noe’s3aHe 3 “gepani GinbLioto
BaXXMMBICTHO igel Npo BupaxanbHy (i NpMHLMNOBO NO3aMOBHY) cuny myaukun” [7, 2],
3 MOXINUBICTIO “pO3LINPEHHS “3 OyXy MY3UKN~ MEeX MOBHOT penpeseHTadii” [3, 21].

Cnpoba rapmoHisauii Ta CUHTe3y Npo3u | My31K/ BU3Ha4a€e 1 TBOPYiCTb ipriaHACbKOro
aHrmo- i paHKoMoBHOro nucbmeHHuka Cemioena bekketa (1906 — 1989), akun
He NpocTo NoefHye ABa BMAM MUCTeELTBaA 3a LOMOMOrow ant3sin, pedepeHuin,
UUTYBaHb KOHKPETHMUX MY3UYHUX TBOPIB (IHTEPTEKCTYanbHWU piBeHb), POHETUYHOIO
3ByKOHACigyBaHHS YW iMiTaUil KOHKPETHUX MY3U4YHMX (POpMm, WO BNacTUBO,
Hanpuknag, gxonciscekomy Tekcty (“Ynicc”, “Finnegans Wake”), a n anentwe
00 CEMAHTUKM W CUHTAKTMKM MY3MKW Ta HamaraeTbCs BMKOPUCTATW ii 30aTHICTb
Ge3nocepenHbO BMpaxaTu NOYyTTS W OYyMKW, CTBOPUBLUKM, 3a crnoBamu [xoHa
MaKF'peTa, “OesnpelLeneHTHMIA pisHOBMA “My3ukanisoBaHoi npo3n”, To6To Takoi,
O Ha piBHI TBOPEHHSA i CNpUAHATTA HabyBana geskux mysnyHux puc [10, 2].
B ocTtaHHi gecatuniTTa HaykoBa npobnema “bekkeT i My3uka” npuBepHyna 3HayHy
yBary gocnigHukie. 36ipka ece “Samuel Beckett and Music” (1998) 3a pegakuieto
Mepi bpangeH Ta kHwxkka Jloic Onnenrenm “Samuel Beckett and the Arts” (1999)
3aKknanu OCHOBU MiXAMCUMMMIHAPHMX OOChigKeHb NoeTukn bekketa, AONOBHEHNX
y 2000-Hi poku npaugamu Epika lNpito “Listening in: Music, Mind, and the Modernist
Narrative” (2002), OeHiena Onbpavita “Beckett and Aesthetics” (2003), ebopu Bigxen
“Words and Music: Camus, Beckett, Cage, Gould” (2010), KeTpiH Jlo3 “Headaches
among the Overtones” (2013) i Oxona Maklpeta “Samuel Beckett, Repetition
and Modern Music” (2017). Wonpasaa, npegmeToMm po3rmsagy B LMX Npausix cTae
3aranom gpamartypriyHa TBOpYiCTb NMMCbMEHHMKA Ta 11 3B’130K i3 Cy4aCHOK MY3MYHO0
KynbTypoto. MeTa uiei HaykoBOI po3BiAKM — BUSBUTU N JOCNIAUTU MY3UYHUIA KOL
pomaHy bekketa “Mepdi” gk cBigoMy aBTOPCbKy cTpaTerito My3ukanisauii nposu,
30CepeaXyoun yBary Ha BUKOPUCTaHHI OKPEMUX CTPYKTYPHUX NPUHLUMNIB MY3MKKU Ta
1T “3Ha4YeHHEBUX MOXITMBOCTAX” K MeTadopn B HBEKKETIBCEKOMY TEKCTI.

My3unyHi 3HaHHA BekkeTa cBigYUNKM NPO MOro HenepepBHUN iHTepec A0 LbOro
BUOY MUCTeUTBa Ta Npo O06i3HAHICTb i3 TEHAEHUISIMU MY3UYHOI KyNbTYPU Pi3HUX
enox. NucbmeHHMk oboxHoBaB NangHa, betroseHa, LybepTa, BogHOYAC i pUTMHU
yropcbkoro komnoautopa XX ct. benu bapTtoka. EknektnyHicTb ynogobaHb nposaika
3acsigumB i 6nunsbkun gpyr bekketa, xygoxHuk Asirgop Apixa, 3ragylouu, siK B
1950-Ti pokn BoHM “cnyxanu gogekadoHHy my3uky — LLleHbepra, bepra, BebepHa”
[8, 496]. BekkeTa Haguxanu My3ukKa n reHin yniobneHnx mysukaHTtis. [1poTe roro
B3aEMOfis 3 My3MKOl BigbyBanacs Ha piBHi He nuwe cryxada, a 1 BUKOHaBLS
Ta KpuUTMKa, WO B KOMMMEKCi cpopmyBano eCcTeTuyHi 3acagum Moro TBOPYOCTI.
[, 9K TBEpAMB OAVH i3 MOro Ky3eHiB komno3utop Bontep Bekker, BiH “3agymyBaB
i nMcaB CBOi TBOPMW, BUTPUMYIOUN MEBHUIA PUTM, Hade uUe BGyna mMysuka”, agxe
“cnoBa Ons HbOro Bynu HoTamu”, gKi “manu 3By4YaTu YMCTO | TBOPUTU BOAHOYAC
cnosecHy kapTuHy” [13, 58]. Mysuky bekkeT 3agioBaB y “TBOPYOMY OOCNIAKEHHI
MOBW, NPUIAOMIB penpeseHTaLii i cyb’ekTuBHOCTI” [9, 12].
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IcTOTHUI BNNUB Ha (bopMyBaHHS DiNOCOCbKO-eCTETUYHUX YysBIeHb bekketa
Manu dinocodisa moBHOro ckencucy Jliogeira BitreHwTanHa (BiH, 30kpewma,
CTBEPOKYBaB, WO “pO3YMiHHSA peyvyeHHd Binblie CXOXe Ha PO3yMiHHS TeMU B
MY3M4YHOMY TBOPI, HiX MOxHa 6yno 6 yasutn” [14, 143]) Ta igei HimeubKkoro
ginocoda Aptypa LoneHrayepa, ons KOTporo mMysuka — Le He “HacnigyBaHHs”
4Yn “nOBTOPEHHSA AKOICh igel”, a Te, Wo “CTOCYETbCS BHYTPILWHbLOI CYTHOCTI CBITY 1
Haworo s” [12, 283]; ue “6e3nocepedHs 00’ ekTnBaLia 1 BioOUTOK yciei gori, <...>
a He BigbuTok igen”. Came ToMy, 3a cnoBamu inocoda, “Ois My3nmkn HacTiNbKK
NoTyXHiwa i rmmblwa 3a 4ito iHWKMX MUCTEUTB: ag)Xe OCTaHHi rOBOPSATh TiNbKU MpO
TiHb, BOHA X — MPO CyTHICTb” [12, 285]; Byayyn MOBOIO NOYYTTS 1 NPUCTPACTi, My3unKa
‘Bupaxae 30BCiM He ABULLIA, a <...> paficTb, CMYTOK, CTPa)XAaHHS, Xax, Tpiymd,
BeCesnoLli, AYWEBHUA CMOKIN <...> KBIHTECEHLi0 XUTTA i noro noain” [12, 289].
To6T0 Anga LoneHrayepa mysuka — Lie egumHui cnocib nisHaHHA 11 6esnocepeHbOro
BUPa)KeHHs CYTHOCTI CBiTy, Ha BiAMIiHY Bif iHWWUX BUAIB MUCTeLTBa, 30Kpema
nitepartypu, sika Tsxkie 4o BigoOpaXKeHHs XXUTTs Ta igen i npus’sisaaHa 4o MOBM, Yacy
Ta NpOCTOpY, SKMM NpUTaMaHHi NeBHa CTPyKTypa 1 Habip BMacTMBOCTEN.

Buxopaum 3 igen lWoneHrayepa, bekkeT BMdOpMOBYE BriacHe pO3YMiHHSA
BUpaxkanbHUX MOXITMBOCTEN XYAOXXHbOIO CNOBa i My3uKU, WO 11 BiH 03Ha4Ye K igeto
nosa mexamu pauioHansHocTi: “My3uka — Le igesi B cobi, BOHa He 3HaE CBITY ABULL,
BOHa iCHYE ifeanbHO, No3a BcecBiToOM, ocsAraeTbCsa BOHA He B NPOCTOPI, a TiNbKu B
yaci” [1, 62]. CtBepaxytoun B ece “Ipyct” (1931), L0 MUCTELTBO MY3UKN ifeanbHe
" HeBugmme, Ta, Byayun LinkoM 3po3ymMinmMmM, BOHO BogHo4ac HesbarHeHHe, bekkeT
apTukynoe npobnemy penpeseHTaLii: “CyTHICHY SKiCTb MY3MKM CNOTBOPIOE Cryxau,
KOTpUM <...> nparHe npucBOiTU 3HAYEHHSA TOMY, WO € ifeanbHUM i HEBUAUMUM,
BTINUTW |aeto B 4OpeYHin, Ha noro nornag, napagurmi’ [1, 62]. MNMoaibHo fo cnyxaya,
NMUCbMEHHMK NPUCBOKE BMANUME 3HA4YeHHSA (cnosa) HeBugmmomy. [poTte Yn moxe
cnoBo (BungmMma obonoHKa) nepenatu CyTb, SK Le pobutb My3uka? Agxe ans Hel
He MOCTa€ NMTaHHSA NPSAMOro i MTEPEHOCHONO 3Ha4YeHHs, 0OMeXeHb NiHINHOT ONoBIAi,
MiMe3unCy SIK opraHizauiiHOro CTPYKTYPHOro NpuHLMNY TOLLO.

OpHy 3 nepLumx cnpob bekkeTa 4eKOHCTPYOBaTU camy CMCTEMY TPaaMLiAHOT po3noBiaj
(To6TO MiHiHOT, MiMEeTMYHOI) nogaHo B pomati “Mepdi” (“Murphy”, 1938). Llei TBip
MPOCTEXYE Kiflbka OCTaHHiX MicAuiB OyTTa Mepdi, Yonosika 3 [lybniHa “6e3 npodecii i
cnpasu” (“belonging to no profession or trade” [6, 13]), “nibepana 6e3 mipun” (“liberal to a
fault” [6, 15]), sik yBarkanw iHLi, “BiyHOro npodbecopa y Biactasu,i” (“‘chronic emeritus” [6, 16]),
SIK AymaB BiH caM, HaWHanomnernMBilMM NparHeHHAM KOTporo 6yrno BiamexyBaTuCb
B[ 30BHILLHBLOIO CBITY, LLIO NOCTaBaB Nnepes HUM siK CBIT “0bpa3siB i 3BYKiB, SKi ilOMYy He
nopgobanuck” (“these were sights and sounds that he did not like” [6, 3]), i nopuHyTK
B TWLLUY BIIACHOIO PO3yMYy, LLO YSBMASABCS MOMY, SK “Benvka MoOpoXHHA cdepa y CTaHi
0e3KiHEYHOro CTAHOBIEHHS!, FEPMETMUYHO 3aMKHEHA 4J151 30BHILUHBbOrO YHiBEpCyMy <...>
He nignopsiAKoBaHa X04HOMY MPUHLUMMY 3MiH, KpiM CBOrO BMACHOro, CaMOAOCTaTHS W
HeniaBnagHa MiHMMBOCTAM Tina” [TyT i Aani nepeknag ypyBKiB i3 L4bOro poMaHy Min. —
1. C.] (“large hollow sphere, hermetically closed to the universe without <...> subject to
no principle of change but its own, self-sufficient and impermeable to the vicissitudes of
the body” [6, 69—70]). To6To GekkeTiBCbKa MOAENb XYAOKHBOIO NPOCTOPY, Y AKOMY MiMHE
OyTTa Mepdi, € BiANOBIAHICTIO, WO BMOYOOBYETHCA HA NMPOTUCTABIIEHHI 30BHILLHBOIO
(disnyHOrO) CBITY 3 1M0ro BigpasnuauMy o6pasamm 1 3Bykamm — TULLI CBITY BHYTPILLHBOTO:
“...the big world where Quid pro quo was cried as wares and the light never waned the
same way twice; in favour of the little, <...> where he could love himself’ (“...Benukun
cBiT, ge Quid pro quo BUKPUKYBanocs sik HaMnMeHyBaHHS TOBApIB, i CBITNO HIKOMW He
3racarno B 0fHakoBuI cnocib ABivi, — i NOCTynaBcs CBIiTY ManeHbkomy, <...> Ae BiH Mir
nobutn camoro cebe”) [6, 6].

Yxe nepLua cueHa pomaHy akueHTye acouianbHicTe Mepdi Ta noro 3arnnbneHictb
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BiHOBUTU piBHOBAry: y Han3aTeMHEHILLOMY KYTKY HEBEMMUYKOT KiMHaTKN B 3axigHOMY
BpomnToHi (JToHgoH), npue’sadasLumn cebe ronoro wapdammn 4o ynobneHoro kpicna-
ronganku, Mepdi Bnagae B TpaHc, Wwobu 3BinbHMTK cBigomicTb: “He sat naked in
his rocking-chair <...>. The corner in which he sat was curtained off from the sun,
the poor old sun in the Virgin again for the billionth time. <...> The breath was not
perceptible. The eyes, cold and unwavering as a gull’s, stared up at an iridescence
<...>. He wondered dimly what was breaking up his sunlight, what wares were being
cried. Dimly, very dimly” (“Bin cugis ronun y kpicni-romganui <...>. KyTok, y sKkomy
BiH cugiB, OyB 3aBileHUN Big CoHUs, BiHOrO CTaporo CoHUs, WO B MiNbApaHWI
pa3s 3HOBY BCTynuno B cy3ip’a Hiu. <...> [inxaHHsA Hemoxnuso 6yno BrnosuTtu. Oui,
XOMOAHi i Hepyxomi, SK y Yanku, 6ynu 3BepHeHi BBepX, Ha pangyXHy rpy Konbopis
<...>. Vloro HeBMpasHo LjikaBMNo NepenoMIeHHs COHSYHOTO CBITNa YM TOBapM, L0
BUKpUKyBanucs. HesupasHo, gyxe HesBupasHo”). | gani: “He sat in his chair in this
way because it gave him pleasure! First it gave his body pleasure, it appeased his
body. Then it set him free in his mind. For it was not until his body was appeased
that he could come alive in his mind <...>. And life in his mind gave him pleasure...”
(“BiH cugiB Tak y CBOEMY Kpicni TOMY, LLO Lie NPUHOCKIIO NOMY 3aaoBoneHHs! o-
neplue, Lie NPMHOCKUO MOro TifNy 3a40BOSIEHHS, 3aCNOKOOBanNo noro Tino. Toai ue
3BiNbHAN0 NOro po3ym. bo goku Tino noro He 6yno 3acnoKOEHe, BiH HE Mir 3aXXUTH
XKUTTAM po3ymy <...>. A XUTTS po3yMy NPUHOCUITO NOMY 3a40BOMEHHS...”) [6, 3—4].
Taknin CrioBeCHU MiHiManiam i BogHo4Yac pO3MUTICTb BUCIOBMNIOBAHHS BiAMNOBIAAOTb
CKIagHocCTi W 3aMKHeHoCTi HaTypu Mepdi. bangyxuin oo maTtepianbHOro CBiTY,
BiH cnpuiMae pedi B iIX acouiaTMUBHOMY MfaHi, agxe cyTb NpeagMeTiB — ue He
X i3nyHi 06pucK, a BUKNUKAHI HUMW €MOLiVHI 1 MeHTanbHi 00pasn Ta 3BYKOBI
acouiauii. Tomy 6eKKeTIBCbKMI MEPCOHAX NparHe ycamiTHEHHs, abu 3aHYpUTUCH Y
BMNacHi Big4yTTS, WO N PO3KPUBAKOTb, K BiH YBaxKa€, iCTUHHE 00nnYy4s peanbHOCTI.
KoHcTtpytotoum obpas Mepai, BekkeT nparHe nogonaty Mexy Mix “BucrnosntoBaHum”
i “HeBucnosnoBaHuM” (3a J1. BiTreHwTanHom) y nepegayi pparmeHTOBaHOro
MiKpOKOCMY NOACBKOT 0ocobucTocTi; il iHAMBigyanbHICTb, SIK MOKa3ye aBTop,
BUTBOPHOETLCH 3 MHOXWHMW Pi3HUX “9”, O iCHYIOTb No3a i1 CBIAOMICTIO N ycepeanHi
Hel, npoTe xofHe 3 HUX He Daxae npautBaTtu: “no Murphy could work” [6, 16].
YKuttese kpeno Mepdi, sik i 6aratbox iHWNX NepcoHaxiB bekkeTa, — 6e3aianbHICTb
(“inaction”): “To die fighting was the perfect antithesis of his whole practice, faith
and intention” (“lNomepTn, 6optounchb, Gyno NOBHOK aHTUTE30H BCbOro MOro cnocoby
XnUTT4, Bipn n Hamipis”) [6, 26].

AkLo BHYTpILWHIN cBIT Mepdi penpe3eHToBaHUI y pOMaHi SIK CBIT TULLI Ta CNOKOIO,
TO CBIiT 30BHIilUHIN, O3HAYEHUI i3 MakCUManbHUM peaniaMoMm i HanapiGHIWMMK
aetansiMu, NpoTaroHICT cnpuiMae sk CBIT cTaTU4YHUX hopMm i KakodoHii, ae
3MILLYHOTbCS KPUKKU ByNMYHUX ToproBLiB — “Quid pro quo! Quid pro quo!” (y nepeknagi
“ogHe 3a ogHe” abo “mocnyra 3a nocnyry”), akUeHTYHuUU FOSIOBHUMA MPUHLMN
iCHyBaHHS MaTepianbHOro CBiTy; 3ByK roagmHHuka (“cuckoo-clock”), wo Beae Bianik
MAUHY 30BHILLHBOrO CBITY; “ry4yHe, po3mipeHe kapkaHHa TenedoHa” (“the loud calm
crake of the telephone” [6, 7]), aTpnbyTa cy4acHoro cBiTy. Mepdi 6onicHo pearye Ha
Ui 3ByKW, pUTMM 1 06pasm cydacHoro micta, agxe “BOoHM yTpMMyBanu Moro y CBiTi,
00 SKOro Hanexanu BOHW, ane He BiH, fK BiH gyxe cnogisaBcs” (“they detained
him in the world to which they belonged, but not he, as he fondly hoped” [6, 3]),
nepeLLKoaXatoum rapMOHIMHOMY iCHYBaHHIO NOro BHYTPILUHBOrO “a”.

BekkeT 3aBXxan Npuainsas y CBOiX TBOpax (K NpPO30BUX, TaK i ApamMaTU4HKX)
0cobnuBy yBary 3BYKOBMM BNacTUBOCTAM 300paKeHoro cBiTy: y po3MOBi 3
dpaHuy3bkuM nucbMeHHnkom Wapnem XKynbeTom BiH SIKOCb 3ayBa)uBs, LUO
“BHa4YeHHHA CNyXOBOro CNPUWHATTSA CTae gefani BaXNMBILLMM, aHiX 30pOBOro”
[5, 196]. byab-gki 3ByKku, 30KkpeMa 1 NoAcbki, BekkeT cnpunmMas ik My3uKy; BOHa,
3a crioBamMuv MMCbMEHHMKA, He 3BOAUTBLCS NMLLEe 40 HOTHOIO 3anucy: “KOXHUM 3BYK —
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ue mysuka” (IxoH Kengx). Buxogauw i3 uiei Tesn, bekket Hacnuye pomaH “Mepdi”
CIyXOBMMM cnioragamu, HapoCTaHHAM i cnagaHHAM 3BYKiB Pi3HOro TMMy, puTMamu,
MenoiaMmM N My3UYHUMWU KaTeropissMu, WO NOCUITIOTb €(PEKT NOro My3nYHOCTI.
BukopucTtaHa B AWCKYypCi poMaHy fnekcuka 3ByYaHHs Bknwo4vae, 3aebinbworo,
noacbki 3BykM (aHTPONOMOHM) Pi3HOro TOHY Ta €MOLIAHOro 3abapBreHHs —
rOBOPiHHS, BUTYK, KPUK (Big4ato, pafocTi TOLWO), OKITMK, BEPECK, BONTaHHS, AUXaHHS,
3iTXaHHS, NMXUKaHHSA, XHUKaAHHA, CTOriH, NNadv, puaaHHs, HapikaHHs, NPoKnaTTS,
WweniT, ray3yBaHHA, CMiX, PeriT, Xpun, rMKaHHs, HacniByBaHHS, FPIOKAHHSA, CTYKIT
(y OoBepi), YoBraHHs, TYMNOTIHHA N LWAPKaHHA (HOramm), WypXiT, FOMiH, TOTOTiHHS,
YMTaHHSA Brofioc Towo abo naysa, MOBYaHHS (BiACYTHICTb 3BYKY), @ TaKOX 3BYKM
apTedakTiB (MpeameTiB, 9ki cTBOpuna nioguHa) — ckpun (CTinbusd), BigOMBaHHSA
i CKperiT (roguHHMKA), TapaxkaHHA N KapkaHHA (TenedoHa), rypkit (MOpPOXHbOI
NNSLWKK), TPIOKIT (BIKOHHUUb), KNauaHHA (oBepen), A3BiH, TPICKOTiHHA, ryn (Tpyo
i XonoAunbHWKIB), rpa (pagio) Towo. Y po3noBigHUX YM ONUCOBUX enizodax Ui
3BYKM CYMNpPOBOLXYIOTb Micue Aii (BiATBOPKOKTE €MOLIMHUA CTaH Y1 NOPOOXKYHOTb
aTMocdepy), anentoym 40 BHYTPILLHBOIO Byxa YyMTada. LLlnpoko penpes3eHToBaHo y
TBOPi MY3UYHY TEPMIHOSOTIO: My3uKa, Homa, moH, pumm, iHmoHauis, 38yK, 20/10C,
YHICOH, cepeHada, HOKmMIPH, anbbada, My3ukaHm, ¢hrielimucm, opaaHicm, 6emorib,
uesypa, nomHs, ¢neldma, cpopmeniaHo, Npocodis, KOHMparnyHKm, cornpaHo,
2apMOHisi, ducaapMOHis ToWwo. 3aBasKkn NiTepaTypHOMY KOHTEKCTY 3Ha4YeHHS Lux
crniB-curHanie gewo po3LNPHETLCS.

Mysaunka ctae B pomaHi “Mepdi” gogatkoBum 3acobom obpaso-, cMucno- n
$OpPMOTBOpPEHHS, WO 30arayye Bupa)kalbHi MOXIMBOCTI XYyLOXHbLOroO CroBa
Ta ONPUSABHIETLCSA HA JIEKCUKO-CEMAHTUYHOMY, CTPYKTYPHOMY W PUTMIiKO-
CUHTaAKCUYHOMY PiBHAX. Yepes My3nyHi TEpMiHW penpe3eHToBaHo, 30KpeMa, pisHi
acnektn ByTTa nepcoHaxiB. Po3nosigay Hibn MnUcnuTb My3nYHUMK KaTeropismm
1, Hanpuknag, nosiBy Ha cBiT Mepdi nogae tak: “His troubles had begun early.
To go back no further than the vagitus [3 naTt. “kpuk, Bepeck”, TyT “nepLumm Kpuk
HemoBnaTK”], it had not been the proper A of international concert pitch, with
435 double vibrations per second, but the double flat of this. How he winced, the
honest obstetrician, a devout member of the old Dublin Orchestral Society and
an amateur flautist of some merit. With what sorrow he recorded that of all the
millions of little larynges cursing in unison at that particular moment, the infant
Murphy’s alone was off the note. To go back no further than the vagitus. His rattle
will make amends” (“Vloro Herapasau noyanucsi B paHHboMy BiLi. 3 vagitus — 1106
He 3arnubnioBaTtucsa gani — ue He Gyno BignoeigHe “nsa”, 3rigHO 3 MiXKHAPOAHUM
KOHLEPTHUM CTaH4apPTOM BUCOTU TOHY npu 435 NOABINHUX KONMBAHHAX Y CEKYHAY,
sike BiH 0O TOro X BMAaB i3 noABinHMM Bemonem. FK e CKpUBMBCS NPU LbOMY
YyecHun akywep, bnarodecTneun yneH [ybniHCLKOro OpkeCcTPOBOro TOBapMCTBa 1
nobuntenb-pnenTnct He 6€3 CBOIX AOCTOIHCTB. I3 AKMM CyMOM 3aHOTYBaB BiH, L0
3 YCiX MiNbMOHIB KPUXITHUX ropTaHen, KOTpi B LLleW came MOMEHT B YHICOH crianu
NPOKMbOHU, panbLUMBUIIA NULLE OAHa — ropTaHb HemoBnATM Mepdi. 3 vagitus, o6
He 3arnubniosatuca aani. Mloro nepeacmMepTHUI KPUK O4UCTUTL Liei rpix”) [6, 47].
Y Takui OOBOMiI XMMEPHUN, ane AOCUTb NakOHIYHMIA cnocib, i3 HOTKaMK ipoHiIl Ta
rymMopy, aBTOp BMpaxae KBiIHTECEHLiI0 camoi Nogii 1 yepes metadopy danbLUMBOi
HOTW B Menogii CBiTy 03Ha4ye iHWwicTb Mepdi. HaBegeHui ypuBoK MiCTUTb ipOHIYHY
antosito Ha LloneHrayepa, Takox nenTucTa, kM po3kpmeaB vYepe3 meTadopy
Menoail NoACbKe XUTTS, WO B ySBMEHHI difiocoda noctae ik CamoycBigoMMAeHU
npoLec NoCTINHOro Nporpecy camopeanisadii: “Ak nuwe noaunHa, byayym HagineHa
pPO3yMOM, MOCTINHO 3arnggae Hanepes i 03npaeTbCH Ha3az Ha LUASX CBOro AiNCHOro
XUTTSA | CBOIX YUCTIEHHNX MOXITMBOCTEN, | TaK 34iINCHIOE OCMUCIIEHNIA | TOMY LiNTICHUI
XUTTEBMM WINAX. Tak i Menogis mae CyTTEBY OCMUCIEHY 3B’A3HICTb Big noyaTky 4o
KiHus” [12, 287]. MNMpote Mepdi — He “menogintHa ocobucTicTe”: noro 6es3gisnbHe
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XUTTA nos3baBneHe NPUYMHOBO-HACNiIQKOBUX 3B’S13KiB; repon 30BCiM He Mae
OakxaHHsA B3aemMoaiATh 3 6araToronocMm 30BHiLLHIM CBiTOM, 60 cnpuiMae Noro sik
“npesenuke TpuknsTe Tpickyde cym’atta” (“big blooming buzzing confusion” [6, 21]);
CMepTb NepcoHa)XKa — He YCBIJOMIIEHE 3aBEPLUEHHS Yn cBigoMun Bubip, a nuwe
BMNagKoBicTb. HaTomicTb BekkeT penpeseHTye OyTTa Mepdi yepes meTadopy THLLi:
Tak, Cenito, HaNGNMX4y NoMy NOANHY, Heabusk 3aHENOKOIE BiACYTHICTb BOPYLUIHHS
B KiMHaTIi cyciga, NpUYMHOI0 YOro, Sk 3’ACOBYETHLCS, € CMepPTb OCTaHHbOro: “I am
so worried about the old boy, there has not been a move or a stir out of him all
day”. Her agitation carried her away” (“A Tak xBUnOKCA 3a CTaporo, Bif HbOMO
BECb AeHb aHi 3BYKYy, aHi Wwepexy”. XBurnoBaHHA nepenoBHuno ii”) [6, 84]. MNMpoTe
i1 30BCiM He nsikae TpuBana BiACYTHICTb 3BYKiB i3 kimHaTn Mepdi: “No sound came
from Murphy’s room, but that did not trouble her, who knew how addicted he was
to remaining still for long periods” (“3 kimHaTM Mepdi He gonuHano Hi 3ByKy, ane
Ti, IKa 3Hana nNpo MOoro NpucTpacTb A0 HEPYXOMOCTI BNPOL4OBX 4OBroro nepioay,
ue He Typbyeano”) [6, 20]. | HaBiTb noro ropockon pagutb: “Avoid exhaustion by
speech” (“YHuKanTe BUCHa)XEHHS MOBOIO”).

Matoun Ha MeTi He onncaTu eMOLIMHUIA CTaH Yu MOoAIT i3 XUTTH NpoTaroHicTa, a
pajlle BMpa3nTy BHYTPILIHIO CYTHICTb Oro cy6’ekTMBHOIo ByTTS Ta cTaBneHHs 40
CBIiTY, BekkeT anentoe 40 CEMaHTUKM MY3UKN N MPOMNOHYE iHLWI NpaBuna Xy4oXHboT
rpu, peanisytoum obMiH MiXX MY3UYHUM i CIIOBECHUM Y cdepi cumBornidHoro. Ons
BekkeTa, sk i LLloneHrayepa, my3unka 3aBxau 6yrna CMHOHIMOM eMOLLiT, TOPXKECTBYHOYM
Haj cnoBoMm: “My3unKa — e MoBa noyyTTa i npuctpacTi” [12, 287]. Y “Mepdi” bekkeT
aKkTyani3ye cyreCTMBHi MOXIMBOCTI My3UK/ A51s1 CTBOPEHHSI 0COBNMBOro eMOTUBHOIO
NMPOCTOPY: Yepe3 CEMaHTUKY MY3MYHUX POPM penpe3eHTYE NEBHUI HACTPIN, ramy
BiAYYTTIB UM amnniTyay npuctpacTi. Hanpuknag, Houi, npoBegeHi Mepdi 3 koxaHoto
Cenieto (KONULWHBOK NOBIEK), O3HAYEHI Sk “cepeHaa, HOKTIOpH i anbbaga”: “.. till it
was time to push him out in the morning, serenade, nocturne and albada. Yes, <...>
their nights were still that: serenade, nocturne and albada” (“...aoku He HacTaHe 4Yac
BMLUTOBXHYTW MOr0 Ha BYNULIO 3paHKy, — cepeHaza, HOKTIOPH i anbbaga. Tak, <...> ixHi
Houi BCe LLe Oynu Taknmun: cepeHaga, HOKTIOPH i anbbapna”) [6, 49]. MNocnigoBHiICTb,
y SIKii nogaHi My3n4Hi TepMiHuM, YKasye Ha Te, Wo Le Aobpe npoaymaHe aBTopchke
noegHaHHA: cepeHada — BEYipHA My3unKa — MOCTYNAETbCSA HOKMIOPHY — MY3ULi Npo
POMaHTUYHY Kpacy HOYi — a Ton nepexoauTb B aribbady — paHKOBY cepeHagy, 4acto
MoB’sA3aHy 3 pO3CTaBaHHSM 3aKOXaHMX Ha CBiTaHKy, TBOPSYM rapMOHiliHy 06pasHy
€aHicTb. My3n4Hi NOHATTS BUCTYNAaKOTb TYT MeTaopoto iHTUMHUX CTOCYHKIB Mepdi
Ta Cenii, NoeTn3ytoun TinecHe 3a40BOJIEHHA 1 3aCTynakymM CLEHMN, WO 3 Nornsgy
KOHCepBaTUBHOI Mopani Mornu 61 cnpuiMaTUCb K HENPUCTOWHI. B3aemMuHn mic
KyHireH, yepe3 Hanonernmei 3a3ixaHHSa KOTPOI Ha cBot ocoby Mepdi noixas i3
Oy6nina, i Banni, noro gybniHCbKOro 3HanoMoro, TakoX pO3KpPUTO Yepesd My3UYHY
meTtagopy: “Miss Counihan and Wylie were not living together! The decaying Haydn,
invited to give his opinion of cohabitation, replied: “Parallel thirds” (“Mic KyHireH i
Baini He xwunu pasom! Migynanuin NangH, KOTPOro nonpocunm SKkoCb BUCNOBUTYU
CBO AYMKY LLIOAO CNiflbHOrO NPOXMBaHHSA, Bignosis: “MNapanenbHi Tepuii”) [6, 122].
FapMOHiYHUI BMA iHTepBany Tepuil LWWMPOKO NOLUMPEHUN Yy LIEPKOBHIN My3uLi, sika
cTana ogHuM i3 BaXXINUBUX YNHHMKIB (DOPMYBaHHS iHOUBIAYaNbHOIO CTUMHO WNoseda
largHa. BukoHaHHA Ha gBa ronocu napanenbHUMU TEpPLiiMU CNpaBnsge NnpuemMHe
CNyxoBe BpaXeHHs i CTBOptoe 0cobnmMBO kpacusi 6apBu, CAyryun My3MyHUM
3acob0M BMpaxeHHsA eaHocTi i nobosi. OgHak ipoHis cuTyauii nonsirae B TOMYy,
wo MangH He 6yB Wacnmeui y WNt6i 1 BinbLly YacTUHY XUTTHA NPOBIB OKPEMO Bif
apyxuHu, Mapii-AHHKM Kennep. MyanyHy TepmiHonorito BekkeT 3agisiB i B onuci
nouinyHky Banni: “A kiss from Wylie was like a breve tied, in a long slow amorous
phrase, over bars’ times its equivalent in demi-semiquavers” [kypcus min. — [. C.]
(“MouinyHok Big Banni 6yB nogibHMIM 4o NoaBivHOT Winoi HOTK, 3’egHaHol, y AOBriN

Ca060 i Yac.2019 « Nell B 55




MoBiNbHIN NOOOBHIN hpasi, niraTypo Haa TakTOBOK PUCKOK B €KBiBaneHTHI
KinbKoCTi TpMAuaTb apyrux”) [6, 75]. Xou y Bunagky mic KyHireH i Bawnni, ocib gyxe
npu3emMneHnx i MmaTepianbHMX, My3nyHa anto3ist Ma€e Ha MeTi NULLE iPOHIYHNI edhekT.

Kpim Toro, y pomaHi BekkeT HeogHOpPa3oBO BMKOPUCTOBYE CNOBO “My3uka” SK
eBdemism: “Celia said that if he did not find work at once she would have to go back
to hers. Murphy knew what that meant. No more music” [kypcus min. — . C.] (“Cenis
ckasana, o, siKLLO BiH HeramHo He 3Hange poboTy, i LoBeeTbCa NnoBepTaTUcs 40
cBoei. Mepdi 3HaB, Lo Le o3Havano. binbLwe Higkoi my3ukun”) [6, 50]. Abo “...it had
been a trying day for Murphy in the body and he was more than usually impatient
for the music to begin” [kypcus min. — I. C.] (“...ana Mepai, y TinecHomy ceHci, AeHb
BMAABCS BaXKNM, | NOMY BinbLu Hi>X KONn-Hebyab He Tepninocsa nepenTy 40 My3nKK”)
[6, 68]. CnoBo “My3uka” TyT Mackye cnoBo “cekc”, sike Mmornu TabytoBaT BUaaBLi:
“This phrase is chosen with care, lest the filthy censors should lack an occasion
to commit their filthy synecdoche” (“Usa ¢dppasa obpaHa 3 ocobnuBum ctapaHHsmMm,
Wwob6 nosbaButn OPyAHUX LIEH30pPIB MOXIUBOCTI BOAATUCA OO CBOEI 3as/103€HOI
cuHekgoxmn”) [6, 50]. Jo npuHUuny eBdemisalii aBTop YAAaeTbCs TaKOX Y CLEHi,
konu, nepebysatoun B lMpuTynky munocepas ceatoi MarganuvHu (aHrnincbkoro
“Magdalen Mental Mercyseat”), kyan Mepdi BnawToByeTbCA CaHiTapom, i e
3pELUTON 3aKiHYMTLCS KOro 3eMHe ByTT4, Nig Yac ogHiei 3i cnpob yBiATM y TpaHC,
po3ronayymch y cBoemy kpicni, nitepun “M.M.M.” npwu 3ragui npo Cenito noctawTb
y NOro cBigoMOCTi He sik abpeBiaTypa Ha3Bu npuTynky, a “music, MUSIC, MUSIC”
[6, 147]. BiporigHo, cBO€epigHa rpadika TyT MapKye npouec HapocTaHHA Pi3u4HOro
noTsry B nepcoHaxa.

Y My3uui BekkeT “3Mmir noYyTK iHWi NOTEHUiINHI MOXINBOCTI A1 KOMYHIKYBaHHS
Ta BUCIIOBIIEHHS, @ MOro 3auikaBneHiCTb MY3UYHICTIO MOBU — Ti PUTMIYHUMN,
3BYKOBUMM Ta CTPYKTYPHUMMU MOXITMBOCTSIMU — NPOMOHyBarna cnocib, y skun
MUCbMEHHMK MIT PO3LUMPUTUN HANBAXMUBILY PUCY MMCbMa SIKk BUTBOPEHOTO 3i ChiB,
AKi MOXKHa “no4vyTn”, He3anexHo Bi4 TOro, BUMOBIMEHI BOHU Yu npouunTaHi’ [5, 1].
3acagHu4uM NpUNOMOM, KU NiACUANB ePeKT My3UYHOCTI BEKKETIBCBKOIO TEKCTY,
CTaB MNOBTOP — HASsIBHICTb JIEKCUYHUX NIENTMOTUBIB, peMpPEHIB i CTPYKTYPHUX
noBTopiB, WO 3abe3nedyBanu ocobnMBY pUTMIYHY OpraHisauilo W ANHAMIKY, a
TakoX Crnyrysanv O4HUM i3 KITHOYOBMX MPUHLMNMIB KO4YBaHHSA 3MicTy. Baxnuesumm
KOHCTaHTaMy TeMaTUYHOro piBHA pomaHy “Mepdi”’, obpasammn-nenTMoTuBamm,
LLIO He pa3 BMHUKaITb Y TEKCTi Yepes CBiAOMUA aBTOPCbKUIN NOBTOP, BUCTYNaKTb
obpasn-cumonu: “KimHaTa” — Le MOXIUBICTb 3aMKHYTUCb Bif 30BHILLIHbOrO CBITY,
BNacHU NpocTip; “po3yM” i “TiN0” akUeHTYIOTb iAeto ayaniamy OyTTs; “noBiTpsiHWiA
3Mi” CMMBOSI3Y€E AYX, SKUIA Yepes Tino (MoTy3) Npue’a3aHuii 0O CBITY i3nU4HOro;
“kpicno-ronganka” n “roaMHHMK” MOCUIIOKTbL BIAYYTTS KONMMBANbHOIO pyxy, LUO
HOpPMYE CIPUNHATTS LUKMIYHOCTI.

Y “Mepdi” npuHUMN NENTMOTUBHOCTI 3arasioM KOMMEHCYE NOCnabneHHs CIOXKETHO-
¢abynbHOI 3B’A3HOCTI, i dparMeHTapHiCcTb, i 3abe3nedye CTPYKTYPHO-TEMATUYHY
LiNiCHICTb TEKCTY, OCHOBHOK OAMHULEID SKOrO BXEe CTae MOTUB, @ HE MEPCOHAX,
AIK Lie BNacTMBO TpaauLlinHoMy pomaHy, e Aito BMOTUBOBYE XapaKkTep nepcoHaxa,
SAKUW | BM3HA4Ya€e MOro BYMHKMK, 3000yTKM i BTpaTtu. ToOGTO, NOCNyroBy4YnUCh
LIOMeHrayepiBCcbkO MeTadhopoto, MOXHA CKasaTu, Lo B poMaHi bekkeTa nepcoHax
(Mepdi) yxxe He € menogieto, “ronoBHNUM BUCOKUM rONIOCOM, SKWUI ChiBa€, Bee BCe
Uine i <...> po3BMBaETbCH Bif NoyaTky 40 KiHUA B 6e3nepepBHOMY, baraTo3HayHOMY
3B’A3Ky eguHoi gymkn” [12, 287]. CmepTb Mepdi onucaHo HanpukiHui ognHaguaToro
po3ainy; y ABaHaguAaToOMYy — BiH (irypye sk Tino B Mop3si, a 3rogom npax y nakeri,
KM po3cunaroTb Ha nignory B nabi; B oCTaHHbOMY (TpuHaguaTomy) po3gini Mepdi
3rajaHo nuue pas.

KntouoBa X Tema pomMaHy, 03HadyeHa BXe B nepLliomy po3gini, — npobnema
penpeseHTaTUBHUX MOXIMBOCTEN cnosa. Yntaemo B yeTBepToMy absaui: “He

56 N Ca060 i Yac. 2019 - Nell




sat in his chair in this way because it gave him pleasure! First it gave his body
pleasure, it appeased his body. Then it set him free in his mind. <...> And life
in his mind gave him pleasure, such pleasure that pleasure was not the word”
[kypcuB mint. — I. C.] (“BiH cnaiB Tak y CBOEMY Kpicii TOMY, LLO Lie NPUHOCUIIO NOMY
3apoBosieHHs! MNMo-nepue, Le NpUHOCKUIO NOro TiNy 3a40BOSIEHHS, 3aCNOKOoKBaro
noro Tino. Todi ue 3BiNbHAMO NOro Ppo3yMm. <...> A XUTTS PO3yMy NPUHOCUIIO NOMY
3a[0BOfEHHS, Take 3a0BOMEHHS, LLIO 3a0BOMEHHS — yXXe 1 He Te crnoBo”) [6, 3—4].
AKLWO B iHWKX BMNagkax NnoBTOPU NOKMAMKaHI akLeHTyBaTu HanbinbLw ceMaHTUYHO
3HaYyLli MOMEHTH, TO B HaBegeHOMy ab3aui cBigome 3 BOKy aBTOpa MOBTOPEHHS
(obirpyBaHH4) crnoBa “pleasure” (“Haconoga, 3a4OBOMNEHHS, BTiXa, MPUEMHICTL”)
3peLTo BMYEPNYE MO0 CMUCH, CTBOPKOE edeKT CIIOBECHOro HagNMULIKY R
ofHOYacHoO BGpaky, akLEeHTYuUYN CeMiOTMYHY Ta iHbopmaLiiHy HECNPOMOXHICTb
MOBMW, OOMeEXEeHICTb CrioBa B TOYHOCTI /i MOBHOTI Nepefadi nepexmnToi emouii 4n
BiA4yTTa. Te came cnoBo — “pleasure” — yXXuBaeTbCs ANS NO3HAYEHHS Big4yTTiB
abCconTHO pi3HMX 3a CBOEK CYTTIO W NMPMPOAOK — TiNIECHOrO i AyxoBHOro. Llen
ONCOHAHC MiXXK MOBHUMM 3aco6amu i iX y>KMBaHHSIM NOPOSKEHUI TUM, LLIO, HA BIMiHY
Bid MY3UKM, “LiMICHICTb KOTPOi SIK CUMBOJTIYHOT CUCTEMM HIKONW HE 3anexuTb BiA
NPUB’A3KN A0 30BHiWHBLOrO CBiTy” [11, 26], CrOBO 3anexuTb Bi KOHTEKCTY MOro
cnpunHATTA. ObMmexeHicTb BepbanbHOi MOBU iNOCTPYE TaKoX eni3on, onvcaHun
HanpUWKiHLi YeTBepTOro po3ainy, konu B po3moBi 3 Hipi, mictnkom i3 Kopka, Banni
[OBro He Moxe Aibpatn BignoBigHe CrioBo, WOO NOSICHUTHK, WO X NPMBaBITOE XiHOK
y Mepdi: “Wylie considered for a moment. Then he said: “It is his” — “stopping for
want of the right word. There seemed to be, for once, a right word. “His what?” said
Neary. They went a little further in silence. Neary gave up listening for an answer
and raised his face to the sky. <...> “His surgical quality,” said Wylie. It was not
quite the right word” [kypcuB min. — . C.] (“Banni posgymyBaB XBUMAKUHKY. A ToAi
ckasaB: “Lle noro...” — 3anHyBLIMCb y MOLWYyKax BiANOBIAHOro cnoea. 3gasanocs,
Ha pas 6yno BignosigHe cnoso. “Moro wo?” — ckasas Hipi. BoHu npoiiunm Tpoxu
Bnepea MoByku. Hipi nepectaB npucnyxatucs v niasis obnuyysa go Heba. <...>
“Uoro xipypriyni 3ai6HOCTI”, — ckasas Banni. Lle 6yno He 308ciM BignosigHe cnoso”)
[6, 41]. Enidpopa (noBTOpeHHS “right word” y KiHUi TpbOX peyeHb), 40 SKOT BOAETbCS
aBTOp, He TiNbKM akUeHTye Npobriemy, a M NPOeKTye yBary 4yMtaya Ha BignoBigHe
aewndpyBaHHS TEKCTY.

He meHLW BaxnuBi B pomaHi MOTMBM CBOOOAM Ta LUMKMIYHOCTI By TTH, apTUKYNbOBaHi
BXe B nepLumnx ABox peveHHsx: “The sun shone, having no alternative, on the nothing
new. Murphy sat out of it, as though he were free” (“He matoum ansrepHaTuBM,
COHLE CAsN0 Hag CBiTOM, Ae Hilwo He HoBe. Mepdi cuaiB no3a Moro JOCSXKHICTIO,
Tak, Hibn 6yB BinbHUM”) [6, 3]. Pa3om 3 oCcTaHHIMU peYyeHHAMM NPo 3eMHe ByTTA
Mepdi — “Soon his body would be quiet, soon he would be free. <...> Soon his body
was quiet” (“Ckopo 1oro Tino 3acnokoiTbCs, CKOpPO BiH byae BinbHUM. <...> Ckopo
noro Tino 3acnokoinoce”) [6, 158] — BOHM TBOPATb LMKMIYHY EQHICTB; iT TEMaTU4Ha
AOMiHaHTa — NOHATTSA cBOOOAN 5K 3BiNIbHEHHS Bi NOBCAKAEHHUX KOAiB, 0OMEXeHb,
ynepea)eHb, HOPM i NpaBu 30BHILLHBOrO CBIiTY, TOGTO MOro AeTepMiHi3My, 4Yoro
BCiM cBOTM ecTBOM nparHyB Mepai. lNMpoTe KoxHy 3i cnpob nepcoHaxa AOCArHYTU
xo4a 6 TMmyacoBoi cBoboam 3a gonomorow obpasHol MmeauTalii aBTop nogae sk
Ge3pesynbraTHy. lNMepwy onucaHy cnpoby Mepdi 3BiNbHUTUCE Big HECTEPMHUX
3BYKiB i 06pasiB 30BHILUHBOrO CBITY Ta MMPCbKMX BaxxaHb 3aansa ceoboam posymy
nepepuBae “kapkaHHsa TenedoHa”, konu Cenia nosigomnsie, wo mMae “ue”,
acTpOnoriYHNn ropockon (MOXNMBO, €AMHY iHCTaHUit0 BNNMBY Ha Mepdi). | xoua
nicnsi 3akiH4eHHs1 pO3MOBM NPOTAroHICTOBI HIOMTO BAAETLCA BiAHOBUTK piBHOBArY,
npoTe oCTaHHsA dpasa nepworo po3ainy — “Soon his body would be quiet, soon
he would be free” — ykasye Ha MOXNUMBICTb AOCArHYTM CBOOGOAM NuULIE 3ro4oM,
MapkepamMmu 4oro cnyrytTb “soon” i “would be”. A, sk gi3HaemMocsa 3 TPeTbOoro
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po3ainy, ua cnpoba 3peLuToto 3akiHvyyeTbes nagiHHAM Mepai: “...the rocking-chair
was now on top. Thus inverted his only direct contact with the floor was that made
by his face, which was ground against it. <...> Only the most local movements
were possible, a licking of the lips, a turning of the other cheek <...> so on. Blood
gushed from his nose” (“...kpicno-ronganka 6yno Tenep Hag HUM. Y Takomy
nepeBepHYTOMY MONOXEHHI €EANHOI TOYKOK MOro NMPSMOro KOHTAKTy 3 Mignorot
Oyno obnnuya, TuubHyTe B nignory. <...> Moxnuei Oynu nuwe He3HayHi pyxu,
obnunayBaHHA ryb, nepeBopoT Ha Apyry WOKY <...> Towo. 3 Hoca towuna Kpos”)
[6, 20].

Opyra cnpoba-meauTauisa Mepdi B napky (m'ATvi po3ain) no4nMHaeTbCs 3 po3ayMis
nMpo MOXNMBOCTI 1 Bapiauii noigaHHa neyusa: “On his knees now before the five
[biscuits] it struck him for the first time that these prepossessions reduced to a
paltry six the number of ways in which he could make this meal. But this was to
violate the very essence of assortment <...>. Even if he conquered his prejudice
against the anonymous, still there would be only twenty-four ways <...>. But were
he to take the final step and overcome his infatuation with the ginger, then the
assortment would spring to life before him, dancing the radiant measure of its total
permutability, edible in a hundred and twenty ways!” (“CTosun Tenep Ha KoniHax
nepen uieto N'ATipkoto, BiH ynepuwe 306arHyB, WO MOr0 CXUIbHOCTI 3MEHLUYyBanu
00 Hik4eMHUuX wecTn cnocobis, y SKi BiH Mir opraHidyBatu cBoOK Tpanesy. Ane ue
XX O3Ha4arno nopywuTu cam npuHumun “acopti” <...>. HaBiTb akwo 6 BiH nob6opos
CBOE€ ynepenxeHHs wopao 6esimeHHoro, To 1 Todi 6yno 6 ycboro ABagusaTb YOTUPK
cnocobu <...>. Ane 3pobu BiH OCTaHHIN KPOK i mogonam cBOK MpUCTpacTb 40
iMmbupHoro, Toai 6 acopTi OXWMNO B HbOrO Ha OYax, BUTAHLbOBYOUM 3 NpuBoaY
CBOET 30aTHOCTI 0 TOTaNbHMX NEPECTAaHOBOK Y BIIMCKYUIl KiNbKOCTI CTa ABaAUATH
cnocobiB, AkuMn noro moxkHa byno 3’ictn!”) [6, 62]. MNMpoTe i nepepnBae mic Poysi
Obto 3i cBOE Takcow Henni Ta NpoxaHHAM AOOrMsiHyTM 3a Het. TpeTta cnpoba
BiICTOPOHUTUCH BiJ 30BHILUHLOIO CBITY B KiMHATLi Ha ropuLLi NpUTYyNKy Murocepas
(OoeB’aTnmn po3ain), Kyam BiH 3peLUTOro NepeTArye CBOE KPiCno-ronaarky, 3akiH4yeTbCs
BTPYYaHHSM e ooHOro caHitapa, Takox ipnaHauda, OctiHa TiknneHHi, KoTpomy
Mepdi 3aBasavyBaB poboToto. Onnc ocTaHHbOT cnpobu BramyBaTty NNOTb Ta YBIATH
B TpaHC, WOo6 3BiNbHUTM PO3yM, PO3roNAYYUCH Y Kpicni (ognMHagusaTun poaain),
MOBHICTIO NOBTOPHE MNEPLUY N MICTUTb HU3KY CTPYKTYPHUX MOBTOPIB, L0 reHEepYTb
pUTM, SIKUI BiANOBiAae KoNMBanbHOMY pyXxy kpicna “Bnepen” i “Hasapg” (to6To nposa
BTiNoe putm, skun onncye): “Slowly he felt better, astir in his mind, in the freedom
of that light and dark that did not clash, nor alternate, nor fade nor lighten except
to their communion. The rock got faster and faster, shorter and shorter, the gleam
was gone, the grin was gone, the starlessness was gone, soon his body would
be quiet. Most things under the moon got slower and slower and then stopped, a
rock got faster and faster and then stopped. Soon his body would be quiet, soon
he would be free” (“lNoTpoxy nomy ctaBano kpatle, BigpoaXeHOMY B pO3yMi, Ha
ceobogi, JapoBaHii TUM CBITNIOM | TEMPSIBOIO, SIKi HE MPOTUCTONANM O4HE OQHOMY, He
YyepryBanucs, He 3racanu 1 He 3acBidyBanucs, Tiflbku 3anMBanuck. PosrongyBaHHs
CcTaBano Lopasy WBWALLUM i LWBUALIMM, KOPOTLUMM i KOPOTLINM, MEPEXTIHHSA 3HUKIO,
yCMilLKa 3HUKMa, 6e330psHICTb 3HMKITA, CKOPO NOro Tiflo 3aCNOKOIThCA. binbwicTb
peden, Wwo nig Micauem, CnoBifbHIOBANMUCh | CNOBINbHIOBANUCH, a TOAI 3yNUHUNUCS,
po3ronayBaHHA cTaBano BCe LWBMALIWM i WBMALWMM, a Togi 3ynuHunocsa. Ckopo
Moro TiNo 3acnokoiTbcsl, CKOpo BiH byae BinbHMM”) [6, 158]. Oani Bubyx rasy, a 3
HUM He abcontoTHa cBoboga, Nuule ocTaTouHe YMUPOTBOPEHHS Tina: “Soon his
body was quiet”.

MpuHLUMN TBOPEHHS TEKCTY 3 €NeMEHTIB (He TiNbKu OKpeMux CcriB, a 1 Uinunx
peyeHb Yn ab3auis), L0, NOBTOPIOIOYNCH YIPOAOBX HapaLii, BUCTynalTb 3aranbHO0
CTPYKTYPHOLO 1 TEMATUYHOO AOMIHAHTO (NEeATMOTUMBOM), acoLiaTMBHO 06’ €AHY0UM
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Pi3Hi enisogn OMNoOBIAi, — BaXNMBUI CKNagHWUK OekkeTiBCbkoro ctunto. MNpu ubomy
ronoBHa CMMUCNOBa OAMHULSA MOBTOPHOBAHOI dpasn — OCTaHHE OAHOCKNaaoBe
CITOBO, WO BMOKPEMIIOETLCS HE TifbKM HAronocom, a n naysow (KiHeub ab3auy
abo posginy). Hanpuknag: “...such pleasure that pleasure was not the word”
[kypcuB min. — I. C.] [6, 4] i “So pleasant that pleasant was not the word” [kypcus
min. — [. C.] [6, 72] (B 06ox BMNagkax KiHeub ab3auy) akueHTyTb Ha npobnemi
penpeseHTaTMBHUX MOXITMBOCTeN crnoBsa. Jlekcemy “word” y>)XMTO B pOMaHi noHaza
50 pasiB. OctaHHe cnoBo dpasm “Soon his body would be quiet, soon he would
be free” [kypcus Min. — [. C.], KO 3aKiHYYETbCHA NepLuni po3ain i nepefoCTaHHIn
absau ognHaguaToro (po3ainu, Wo BBOAATb uMTada y cBiT Mepdi Ta o6cTaBuHM
noro cmepTi), o3Hayye HanbaxaHiwe gns npoTaroHicta — cBoboAdy CBiJOMOCTI.
Jlekcema “free” (“BinbHMIA”) Ta ii noxigHi dopmu — “to free” (“3BinbHATK”), “freedom”
(“cBOBbOaa”), “freely” (“BinbHO”) — dpirypytoTb noHapg 40 pasis.

OpfHak He TinbKkn CnoBo, a N cTpykTypa dpasum abo n uinoro abaauy noknukaHi B
poMaHi nepeaaTtu yckrnagHeHy KapTuHy cBiTocnpuiHAaTTs Mepdi, hparmeHTapHicTb
noro mucneHHs: “In the mercantile gehenna <...> to which your words invite me,
one of these will go, or two, or all. If you, then you only; if my body, then you
also; if my mind, then all. Now?” (“Y reeHi mepkaHTuniamy, <...> Kyam 3aTaryoTb
MeHe TBOI cloBa, ofHe 3 HUX 3HUKHe, abo aBa, abo BCi. AKWO TU, TO TiNbKK
TW; AKLWO MOE TiNO, TO TV TaKOX; AKLWO Min po3ym, To Bce. Lo Ttenep?”) [6, 27].
YpuB4yacTi gpasun, 0bipBaHi pedeHHs 1 CUHTaKCUYHi MOBTOPU, CNPUSAI0YN pUTMIi3aLii
npo3un, BiATBOPIOITbL HaMNpPyXeHW pyx CBIOMOCTI nepcoHaxa. [Nogekyaum,
nepeTBOPIOYUCH Ha NOTIK BinbHMX oOpasiB 1M acouiauin, AOro naytaHa MoBa
cnaHTenu4yye, 3peLuTol0 BTpayae cMUCH i HabnuxaeTbcss A0 “4MCTOro 3BYKY”,
aToHanbHOI My3uku (cknagHol ona HegocsigyeHoro cnyxada): “She felt, as she
felt so often with Murphy, spattered with words that went dead as soon as they
sounded; each word obliterated, before it had time to make sense, by the word
that came next; so that in the end she did not know what had been said. It was
like difficult music heard for the first time” [kypcus min. — I. C.] (“BoHa nouyBanace,
SIK YyacTo nodvyBanach i3 Mepdi, 060pu3kaHa cnoBamu, WO MEPTBINKU, SK TifbKu
BOHW BUMOBISAMUCH; KOXXHE CIIOBO CTUPANocs 3 naMm’saTi HAaCTYNHMUM MepLU, Hi>XK BOHO
BCTMrano OCMUCANTUCH; TaK LLO 3PELLTO BOHA 1 He 3Hana, wo 6yno ckasaHo. Lle
Oyno cxoxe Ha CKNagHy My3uKy, siky Yyewl ynepuwe”) [6, 27]. TobTo BXxe B poMaHi
“Mepdi” BeKKeT apTUKyIOE KNIOYOBY AN Mi3HbOT TBOPYOCTI ifeto Npo Te, Lo crnoBa
BTpayalTb CBOI AeHOTaTUBHY (DYHKLIiO — O3Ha4yyBaTu, KoM MoBa “He Mo3Havae
XOAOHOT MiMeTU4HOI pedepeHLii Ha emnipnyHuii cBiT” [3, 207]. Came Tow gakT, Wo
y TBOopax bekkeTa cnoBa yHKUIOHYOTb Of4HE BiAHOCHO OOHOrO0, ik HOTU B MY3uLli,
HEe Ma4M YiTKNX 3B’A3KIB i3 30BHiLIHIMN 00’ekTamun, pobuUTb MOro MUCTELTBO, SK
yBaxae E. lNpito, nogibHum go myaukm [11, 252].

Anenioun 0O CUHTaKTUKM MY3uKW, BekkeT nocTinHO BAAeTbCa OO0 MOBTOPY K
NPUHLMNY CTPYKTYpyBaHHSA HapaTusy. Ha aymky [x. Makl'peta, “bopmyBaHHs
TpaHCcMeaianbHOro ANCKypcy 3a A0MNOMOro MUCTeLTBa NOBTOPY Byno HEBIA EMHO0
yacTuHow TBOpYoT ecTteTukn bekketa” [10, 2]. Ceped CUHTAKCUYHMX MOBTOPIB Y
“Mepdi” nowmpeHi KOHCTPYKLUIT CUHTAKCMYHOro napaneniamy i3 4acTKOBMM 4K
TOTOXHUM NIEKCUYHUM MOBTOPOM i CEMaHTMYHMMM Oono3uuiamu (Hanpuknag, “up/
down”): “Miss Counihan would not have minded going up to Wylie if Celia had not
minded Neary coming down to her. Nor would Wylie have objected in the least to
going down to Celia if Miss Counihan had not objected most strongly to going up
to Neary. Nor would Neary have been less than delighted to go down to either,
or have either come up to him, if both had not been more than averse to his
attentions, whether on the first floor or the second” (“Mic KyHireH 6yna 6 He npoTu
nigHaTuca go Bawnni, akwo 6 Cenia 6yna He npotu Toro, wob Hipi cnyctuecs go
Hel. AHITpOXu He 3anepeyyBaB 6u 11 Banni npotu Toro, wobu cnyctutmca go Cenii,
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AKWwo 6 Tak cunbHo Mmic KyHireH He 3anepedyBana npotu Toro, wob nigHaTucs
HaBepx Ao Hipi. He 6yB 6u 11 Hipi MeHLW HiXX y 3axBarti Big Toro, wob cnyctnutucs
BHM3 00 Oyab-koro 3 Hux abo X Big Toro, wWob HaBepx 4O HbOFO NigHsAnacsd
Oyab-AKa 3 HUX, KWo 6 obuasi He Bynu Binbll HiXX NPOTM MOro yBarun, Yn 1O Ha
nepLUoMy noBepci, Yn 1o Ha gpyromy”) [6, 159—160]. CuHTakCcn4HMI napaneniam
TYT He TiNbKM noctae 3acoboM TeKCTOTBOPEHHS (nogato4u Bapiauii MOXNUBOro
PO3BUTKY NOAIN), a N cnpusie pUTMi3aUil Npo3un 1 yrNoBifTbHEHHIO TEMMY PO3MOBIAi.
BogHouyac CMHTaAKCU4YHUIA MOBTOP Hagae ABOMMIAHOBOI acouliaTUBHO-CEMAHTUYHOT
3aBepLUeHoCTi BUcnosmnoBaHHo: “If the worst comes to the worst, thought Wylie, if
Murphy cannot be found, if Neary turns nasty, there is always the Cox. If the worst
comes to the worst, thought Miss Counihan, if my love cannot be found, if Wylie
turns nasty, there is always Neary” (“Y Hauripwomy Bunagky, gymas Banni, skwo
Mepdi HemoxnnBo byae 3HanTu, sikwo Hipi nepenge oo norpos, 3aexau € Kokc.
Y Hauripwomy Bunagky, gymana mic KyHireH, SKkWwo MOro KOXaHoro He 3MOXYTb
3HanTK, akwo Bawnni nepenge go norpos, 3asxau € Hipi”) [6, 82]; aHadopudHum
K€ MOBTOP Y CYMiDKHMX PEYEHHSIX aKLEHTYE OQHOYACHICTb MEHTANbHOI Aii.

LlikaBui wono dyHKUioHanbHMX ocobnmBocTen NOBTOPY B pOMaHi NoyaTok
OeB’ATOro pos3giny: po3noBiab Hapatopa npo oboB’s3kM Mepdi sik caHiTapa
NPUTYINKY MUNOCeEpPAsa panToOM BUCTPYHUYYETLCS B M'SATb KOPOTKUX ab3aLiB, KOXEH i3
AKMX NoYnHaeTbes pasoto “He would never”, Ha 3pa3ok CNUCKY 3 M’ATN 3aBOpPOH,
SIKi MepcoHaXx HamMmaraeTbCsl 3anam’saTaTu. YcepeauHi Liei mMAaTUKOMMNOHEHTHOI
CTPYKTYPHOI ognHuLUi BigbyBaeTbCsa YepryBaHHA KOHCTPYKLUin “He would never lose
sight of the fact that...” i “He would never on any account...” 3a cxemoto abbab,
LLIO Hagae 0cobnNMBOro pUTMYy Ta eMOLINHOrO 3BYyYaHHS:

“He would never lose sight of the fact that he was dealing with patients not
responsible for what they did or said.

He would never on any account allow himself to be affected by the abuse, no
matter how foul and unmerited <...>.

He would never on any account be rough with a patient <...>.

He would never lose sight of the fact that he was a creature without initiative <...>.

He would never on any account neglect to keep his mouth shut”

(“BiH Hikonu He sunycmumse 3 ygaau mou ¢hakm, w0 mae cnpasy 3 nauieHTamu,
KOTpi He BiANOBiIgalTb Hi 3a CBOI Aii, Hi 3a CBOT crnoBa.

BiH Hikonu, 3a x00HUX o6cmasuH, He [03BoNUTbL cobi giaTu nig Bnnneom obpas,
Xo4 61 skMmun 6pyaHUMM abo He3acny>XeHUMU BOHKN Bynu <...>.

BiH Hikonu, 3a x00HUX obcmaguH, He [OMYyCTUTb rpyboro NOBOAXEHHS 3
nauieHtamu <...>.

BiH Hikonu He suniycmums 3 yga2u moul ¢hakm, W0 BiH iCTOTa, Sika He Mae€ npasa
caMocTinHoI aii <...>.

BiH Hikonu, 3a )X00HUX 0bcmaguH, He HexTyBaTumMe 060B'A3KOM TpUMaTtu A3uK
3a 3ybamun”) [kypcus min. — [. C.] [6, 100—101].

KoHCTpyKUist CMHTakcUYHOro aHagopMYHOro NOBTOPY TYT BigoGpaxae npupoay
NIOOCbKOTO MUCHEHHS, O TSXiE OO0 YiTKOCTi Ta CTPYKTYypyBaHHSA, WoO6 kpale
3anam’siToByBaTu.

MeTtog Cemioena bekketa B pomaHi “Mepai”, oTxxe, nepenbavyae BUKOPUCTAHHS
3aco6iB My3M4YHOI BMPAa3HOCTI, @ TakoX MepeTBOPEHHSA MY3WYHUX KaTeropin i
TEPMIHIB Yy MeTadopu pi3HOro TUNy nepexmusBaHb 4u Big4vyTTiB. BogHovac putm
NOBTOPIB — NEKCUYHUX | CTPYKTYPHUX — YBUPA3HIOE €MOLiINHY TOHalNbHICTb TBOPY,
NopoaXxye edpeKkT HanpyXeHoro pyxy CBifoOMOCTi, ska 60miCHO CnpunMae 30BHiLLHIl
cBiT. LLlonpaBsaa, my3uka noknukaHa B pOMaHi He pPO3’ACHUTU YM FApPMOHI3yBaTK
noTik 6eanagHux i po3’egHaHMX OYMOK LLEHTpanbHOro nepcoHaxa, a nuwe
penpeseHTyBaTl yCKragHeHy KapTWHY MOro CBiQOMOCTI, sika, CnnyTylo4uM 4acoMm
MUHyne i TenepiwHe, BubyaoBye HaniBpeanbHi cueHapii nogin. MNpupoaga Takoi
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B3a€EMO/IT MY3UYHOIO i CITOBECHOIO XyOXHbO pearii3ye rorioBHi TONOCK KOoHUenuii
“TpaHcmy3unkanbHoro”, pospobneHoi B npaui OnekcaHgpa MaxoBa “Musica
Literaria: |gei cnoBeCHOT My3MK/ B EBPOMNENCHKiN MOETULi”: My3uka sk “BUpaKeHHS
BHYTPILIHLOrO CBITY NtognHn” (“my3uka gywi”), BignosigHa Tonocy “musica humana”,
i My3uKa siK “npMHUMN apXiTEKTOHIKW, CTPYKTYPHOI NoGya0BM TBOPY”, FAPMOHIAHOIO
ycTpoto (“my3unka cdep”), BignosigHa Tonocy “musica mundana” [2]. 3acBoiBLK
BUpaxarbHi 1 CyreCTUBHI MOXITMBOCTI MY3uku, npo3a bekkeTta Hacnpasai nocTae
K CMMBiO3 MOBHOIT | MY3UYHOT CUCTEM: aBTOP HE MaHinyntoe MOBOLD, 3MYLLYOYN 1T
BMpaxaTtu CBOI iei, a pagLue HamaraeTbCs y TBOpax HadaTtu i TaKoi XK BUpaXKanbHOI
E€KCMNpecii, sika BnacTuea My3uu,i.
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