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Cmamms npuceayeHa 8UBYEHHIO My3UYHUX peanil y WeKcripiecbkoMy AUCKYPCi 8 KOHMEeKemi aHasi3y 83aeMornpo-
HUKHEHHST My3u4Ho20 sudy mucmeymea U meopyoi cnadwjuHu B. Lllekcripa. OcHosHa ygaza 8 pobomi 3ocepedxeHa Ha
00cnidXeHHi TeKcuKo-ceMaHmuYHuX 3acobig akmyarnizauii KoHuenmy «My3uka» 8 WeKCripiecbKux Komedisix.

KomninexcHut mixducyunniHapHul nidxid dosgonue po3ansHymu My3uKy sk ud Mucmeymea, Wo 3a C80€et0 Mpupodor
3HaYHOK MIPOK KOPESTIOE 3 MOBOK Ui Mae WUpPOKUU nomeHujan eepbanisayji 8 XyO0XHIiX mekcmax 3a paxyHoK HOMiHauj,
Oeckpunyii U npedukayii My3uyHux peanid. Y docnidxeHHi Ha 0CHOBI 3a2anibHOHayKogux Memodie aHanisy, cuHme3sy U cro-
cmepexeHHs1 8 MOEGHaHHI 3 NiH28iCMUYHUMU MemodaMu YMOYHEHI fiHegicmuyHi mepmiHu U noHammsi, adzepeHmHi 4o
memu 0ocnidxeHHs (aHanis criosHUkosux 0egbiHiyili); susHadyeHUli crmamyc My3UKU 8 Kynbmypi SK y 3a2arbHoicmopuy-
HOMY acrekmi, mak i 8 KOoHKpemHul wekcnipiecbkuti nepiod (niHa8oKynbmyponoaiyHuti Memod); 0ocnidxxeHa cmpykmypHa
opaaHisauyisi TEKCUKO-CeMaHmu4yHo20 osisi My3uKku (KOMIOHeHMHUU aHasi3); 8UsiereHi OCHOBHI MPUHUUNU Kame20pusaui
JIEKCUKO-CEMaHMUYHO20 nossi My3uku (QucmpubymusHul aHani3); a makox 30ilicHeHa Knacucbikauis eepbarnizamopis
My3uyHux peariti y komedisix B. Lllekcnipa (Memod maKkcoHOMiI).

Y mexax aHanisy nekcuko-cemMaHmuyHux 3acobie akmyanisauii koHuernmy «my3uka» O0ocridxeHi npami U Herpsami
HoMmiHauii My3u4Hoeo eudy mucmeuymea. Ha ocHosi aHanisy inocmpamueHo20 Mamepiasy eusieneHi Kkpumepii sepbari-
3ayiil HerpsMUX HOMIHauit My3uYHUX peanit, siKi 8 wekcripiecbkux Komedisax npedcmasneHi 3a Ha380k, XaHpom, perpe-
3eHmMamopoM ma 3acobom penpeseHmauil.

Y noedHanHi 3 0eckpunmugHUMU U npedukamueHuMU 0OUHUUAMU MPAMI U HerpsiMi HOMIHauii My3uyHUX pearid, iHKop-
nopoeaHux y komedii B. Lllekcripa, gu3Ha4alomb MOHasbHICMb eMOmMUHO20 3abaperieHHs1 C1080CMOMyYeHb i ecrii-
KytombCs i3 KOHMeKcmy 6 rfpoueci cripuliHamms dpamamuyHux mekcmie. Ha ocHoei aHanidy deckpunuii KoHyenmy
«My3uka» 8 komediax B. Lllekcnipa po3pobneHo knacugbikayito 0CHOBHUX GeCKpUNMUBHUX MapKepie My3uyHUx pearnid,
wo 3abesneyyoms CEMaHMUYHO 8UYEPITHI ONUCU MUCMeUbKUX meopig. AHani3 npedukauyii KoHuernmy «My3uka» 8 Kome-
Oisix B. Lllexcnipa makox Ao3801ue Knacugbikysamu emnipudHuUl Mamepian 3a 0ieto penpeseHmamopa / peyurnieHma Ha
My3UyHi peanii ma 0iero My3u4HUX peaniti Ha penpeseHmamopa / peyurieHma.

Knroyoei cnosa: koHuenm «My3ukay», eepbanizauis My3uyHux peanit, XyQoxHili mekcm, wekcnipiecbkuli AucKypc,
komedis, IEKCUKO-CEMaHMUYHe rose, HoMiHauisi, 0eckpunyisi, npedukauisi.
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The article considers the music realia in the Shakespearean discourse in frames of analysing the interpenetration
of the musical art and dramatic heritage of William Shakespeare. Special attention is given to the lexical and semantic
means of music concept functioning in Shakespeare’s comedies.

A multidisciplinary approach allowed considering the music as an art form, largely correlating with language and having
a vast potential to be verbalised in literary texts through nominations, descriptions and predications of the musical realia.
In this research, on the basis of general scientific methods of analysis, synthesis and observation, combined with linguistic
methods, linguistic terms and concepts adherent to the research topic are defined (analysis of dictionary definitions);
the music’s role in culture is determined both in the general historical aspect and in the specific Shakespearean period
(linguocultural method); the structure of the lexico-semantic field of the concept “‘music” is investigated (component
analysis); the main categories of the lexico-semantic field of music are revealed (distributive analysis); musical realia
verbalisers in William Shakespeare’s comedies are classified (taxonomy method).

In frames of the analysis of lexical and semantic means of the music concept functioning, direct and indirect nominations
of the musical art form are studied. Based on the illustrative material analysis, the criteria for verbalising indirect categories
of musical realia, represented in Shakespearean comedies by name, genre, representative and representation means, are
identified.

Combined with descriptive and predicative units, direct and indirect nominations of the musical realia, incorporated into
William Shakespeare’s comedies, determine the emotional tonality of the lexical units, which is explicated from the context
during dramatic texts perception. The analysis of the concept “music” description in Shakespeare’s comedies provided
the classification of the main descriptive markers of musical realia. The predicative aspects of the music concept verbalizing
in William Shakespeare’s comedies are classified according to the acting of the representative/recipient on the musical

layKOBWM BICHMK XEpPCOHCbKOro OEep)aBHOro yHiBepCcUTETY

realia and the musical realia acting on the representative/recipient.
Key words: concept “music”, music realia verbalisation, literary text, Shakespearean discourse, comedy, lexico-

semantic field, nomination, description, predication.

Beryn. Mysuka sk BHJ MHCTENTBA B CHC-
TeMi ryMaHiTapHoro 3HAHHS, aKTyaJ'IiByIO'-II/ICB
y Xy,I[O)KHlX TEKCTaX, CYHPOBOIKYE CIO)KETHI
JiHI{, CTBOPIOIOYH  BIAMOBITHY aTMOC(bepy
H BHUCTyHalouud eJIEeMEHTOM KOMYHIKaTHUBHUX
CUTyalliil. 3HAYHOI MIpPOI0 KOPETIOIYH 3a
CBOEIO TIPUPOOI0 3 MOBOIO, My3HKa BiToOpaxkae
MINCHICTE B eMOI_III/IHI/IX MEPEKUBAHHAX Yepe3
3BYKH, B OCHOBI SIKMX KPHIOTHCSI y3arajibHCHI
IHTOHAIIT JIFOACHKOI MOBH.

CydacHu#l MIEKCIIPIBCHKUN TUCKYPC KOPEIoE
3 ycima cpepaMu CyCTBHOTO JKUTTSI, @ HE3MIHHA
aKTyaJbHICTh TBOPYOCTI BUIATHOTO aHTITIMCHKOTO
JIpaMaTtypra W rmoera enoxw BiapomkeHHs Cro-
HyKa€ JI0 MOIIYKiB HOBUX ACMEKTIB JIOCI1IKEHHS
Horo TBopiB SIK1 JIar0Th HOBH MOTJISI HA CYCIiTb-
HO-TIOMITHYHI, EKOHOMIYHI K Ky'J'IBTyle MPOIIECH
SIK TOrOYacCHOI'O CyCHlJILCTBa TaKk 1 Cy4acHOTO.
O,Z[HI/IM 13 TAKUX BEKTOPIB IIOCHIZ[)KGHH;I € IINTaHHS
aKTyaJTizallii My3uKH B XyJIOKHIX TekcTax. [lompu
BEIMKHMH 1HTEepec A0 TBopuocTi Binbsma Illex-
cripa B YKpaiHi, BUBYEHHS aKTyasi3allii KOHIIENTY
«MY3HWKa» B KOMEIISX JpaMaTypra 3aJHIIaAEThCs
MAaJIOAO CITLIKEHVM.

AKTyaJIbHiCTb AOCJIIIKeHHsI  3yMOBJICHA
3HAYUMICTIO MY3HKH SIK €IeMCHTa KyIbTypH
B CHCTE€MI T'yMaHITapHOTO 3HAHHSI Ta HCO6X1Il-
HicTIO c(doKkycyBaTh yBary Ha ,Z[OCHIII)KGHHI
bOTO (PEHOMEHY B HICKCIIPiBCHKOMY ):[I/ICKypc1
30kpeMa B komenisx B. Illekcmipa, siki 3a0e3rme-
YYFOTh ITOJTIACTIEKTHE BiI0OPaKCHHS JKUTTSI TOTO-
YaCHOTO CYCHUIbCTBA W JEMOHCTPYIOTH MICIIE
MY3HKH B HbOMY.

TeopeTuko-mMeTonoyorivaa  06aza  JOCIij-
JKEHHSI TPYHTYETbCS Ha HAyKOBUX JTOpOOKax

BITYM3HSHUX 1 3apyODKHUX BUCHHMX, HPUCBS-
YEHUX BHUBYCHHIO ILIEKCHIPIBCHKOTO IHCKYpPCY
(O. B. IlponkeBuu, H. M. Topkyt, S. Smith,
E. Sulka), a Takox 3araJbHUM acIeKTaMm JIOCJi-
JOKCHHSI aKTyallizaiii KOHIIETITY MY3HUKH K elie-
MEHTY KYJIbTYpH B IJIOLUH1 JIIHIBICTUYHUX 3HAHD
(C. O. IBauxko, C. M. €Hikeera, O. I1. Bopoo6-
roBa, T. €. Hekpsu).

Topkyt H. M. i Ilponkesuu O. B., po3ris-
natoud crienudiky i TeHAEHIN IIeKCnipo3HaB-
HOTO IUCKYpPCY XX cromiTTst i peanizanito mormy-
JISIPHOI KYJIBTYPH B LICKCIIPIBCBKOMY JIHCKYpCI,
3aTBEPIIKYIOTh aKTyaJILHICTL TBOp‘-IOCTl B. llek-
crmipa B cyyacHomy cycrinbetsi (Topkyt, 2017,
[Tponkesuy, 2010). KoHnient My3uKk# y TBOPUOCTi
B. Ilekcnipa B HayKoBii JiTeparypl po3Ms-
JAI0Th 3 PUIOCOPCHKOI TOUKU 30pYy W HATUISIOTh
mruookuM cuMBotizMoM (Sulka, 2017). 3ocepe-
JUKCHHS Ha peani3aui’1’ MY3HKH B n’ecax B. IIlek-
cripa aKTyaJl13ye MUTaHHA 1HKopnopau11 CMMCIIIB
y My3W4YHI peaii, a TaKoXX iXHbOTO MOTEHIIATy
CTaBaTH eJeMeHTaMHu croxkeTy (Smith, 2018).

[Bauko C. O. (2010), mocHiIKyOIH CUTICH-
IiaJIbHI aCTIEeKTH aKTyati3amii heHOMEeHa My3HKH
B XYIOXKHIX TEKCTaX 1 aHAII3yIOUH CTaTyC HOMi-
Halil silence Ta pause B XyJ10)KHbOMY Ta My3H4Y-
HOMY nuckypcax. Bopo6Gitoa O. II. (2021)
B JOCJIIKEHH]I KOTHITHBHUX aCIIEKTIB peanisaui’i
MHCTEIBKAX pealiil y XyA0KHiii TTepaTypi 3Bep-
TA€THCA 110 YYTTEBHX ACMEKTIB QYHKI[IOHYBaHHS
MYy3HKH # aHamii3ye eMOLIiHy aypy My3HYHHX
MOTHBIB y XyIOXHIX Tekcrax. €Hikeea C. M.
(2011) na wmarepiami aHDIIMCHKOT MOBU JIOCIHI-
JUKY€  OCOONHMBOCTI  CTPYKTYPHOI ~ Oprai-
3amii cJIOBOTBOPY 3 MO3UIII Teopii (pakrais,
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a Hekpsu T. €. (2014) mix TepeKIa1abKiIM
pPaKypcoM BHBUYAE TIEPCOHAKHY XapaKTEPHU3ALIii0
y dopmi er«bpacmauu

MeTo10 [OCTIIZKeHHSI € aHaji3 JIEKCUKO-
CEMaHTHYHUX acCIeKTIB akKTyaji3alii KOHLENTY
«my3uka» B mecax B. Illekcmipa, mocsrHeHHs
AKOi mepemdadae 3’sICYBaHHS POJII  MY3UKH
B TBopuocTi B. Illekcmipa, a Tako)x BU3HAUYEHHS
JIEKCUKO-CEMaHTUYHUX OCOOIMBOCTEH aKTyali-
3aIii KOHIENTY «MY3HKa» i pO3pO6HeHH${ KJia-
cmbmauu OCHOBHHX 3ac00iB fioro BepOaizarii
B koMeisx B. Illekcmipa.

Merozonoriuny Gasy AOCTIKeHHS  CTa-
HOBIISITH SIK 3arallbHOHAYKOBI METOIM aHaisy,
CHHTE3Y I CIIOCTEPEKCHHS, TaK 1 JIHrBICTHYHI
MeToau. Tak, HA OCHOBI aHaJi3y CJIOBHHUKOBHUX
nediHiid  yTOYHEH1 JIHTBICTHYHI TEPMIHH
W TOHATTS, aArepeHTHI A0 TeMH IOCIIHKEHHS;
JIHTBOKYJABTYPOJIOTIUHUNA ~ METOA  JI03BOJIUB
BH3HAYHTH CTATYC MY3HKH B KyJIFTYPi SIK y 3aralb-
HOlCTOpI/I‘-IHOMy aCTeKTi, TaK 1 B KOHerTHI/II/I
HICKCITPIBCHKUI TEepioJ; KOMIIOHCHTHHUI aHai3
BUSBHB CTPYKTYpPHY OpraHi3amil0 JIEKCHUKO-
CEMaHTHYHOTO TIOJISI MY3WKH; JTUCTPUOYTUBHUN
aHaJi3 3a0e31eunB BUSBICHHS OCHOBHUX IMPHUH-
IIUIIIB  KaTeropu3ailii JIEKCUKO-CEMaHTHYHOTO
MOJISI MY3HKH; 32 METOIOM TaKCOHOMIT 3/1IiCHEeHA
kiacudikarlis BepOamizaTopiB My3UUHUX peatii
y komeniax B. lekcmipa.

My3uka SK HEBiJ'€MHa CKIIaJ0Ba KYIbTYp-
HOTO JKHTTS CyCHiJIBCTBa 3HAXOMHUTh IIHPOKE
BIIOOpaXKCHHS B xyz[oxch nmiTeparypi. AKTyani-
3aris My3HYHHX peatiii B XyJJOXKHIX TEKCTaX Mae
MOTEHITIa]T PO3KPUBATH XapaKTep IMEPCOHAXKIB,
iXHIM eMOIIIMHUN CTaH, a TaKOX BiIOOpa)kaTu
HABKOJIMIITHIO JTIMCHICTH 3a JIOMTOMOTOK MPSIMHX
Ta HEMIPSIMHUX HOMIHAITIH.

My3uka emnoxu BiapomxeHnHs BUKOHYBAJIA
HE JINIIE PO3BAXKAIBHY q)yHKLufo ajie i, CroBi-
Jlylodd IIHHOCTI aHTHYHOI KyJIBTYPH, 3AIHCHIO-
Bajia JyXOBHHUH 1 BUXOBHUU BIUIUB HA CYCIiIb-
CTBO . Y 100y Takoro miJIHECEHHS MHCTELTBO
(# My3nka 30Kpema) SI[II/ICHI/IJIO BaroMuii BILTUB
Ha CBiIoMicTh 1 TBopUicTh B. Illekcmipa — y #ioro
MOCTAHOBKAX MYy3HWKa BILIITANAacsS B IIOJOTHO
BHUCTaB, CYNPOBO/DKYIOUM CIOKETHY JIHIIO,
3a/Iaf0YM HACTPIN 1 HABITh 3aMIHIOIOYH PETLTIKH
akTopiB. [IpamaTypr He TUIbKM MOKa3yBaB BHY-
TPIIIHI TIEpeXUBaHHSI TEpOiB Yepe3 MY3HKY,
a 1 HaUIsIB MY3HUKY MOTEHIIIaJIOM BILTUBATH Ha
MEePCOHAXKIB, BUKIUKAIOYM IIMPOKUN CHEKTP
eMOLliil 1 mepeknBaHb. TakoXX 3a JOMOMOTOIO
MY3HKH BiH PO3KpUBaB XapakTep repoiB, HACTPil
10pOu, MPUPOIHI YMOBH Y aTMOC(hepy MOMEHTY
(ITponkesuy, 2010; TopkyT, 2017; Smith, 2018;
Sulka, 2017).

2. HominatuBHi acmexkTH BepOaJsizamii
KOHIENTY «MYy3uKa». AkTyainizauis GeHoMeHy
MY3HKH B XYIOXHIX TEKCTax peaji3yeTbcs 3a
pPaxyHOK 3aCTOCYBaHHSI JIEKCHKO-CEMaHTHIHHX
3ac00iB BHpaXe€HHS MY3WYHHX peamiit. Howi-
Hallii Takoro JICKCHMKO-CEMAHTUYHOTO  TIOJS
EKCIUTIMUTHO Ta IMIUNIIMTHO BepOasi3yroTh
dbeHoMeH My3uKkHU B XydoxkHIX TekcTax (I1IBauko,
bykara, 2010: 167).

VY xomenisix B. Ilekcmipa jekcuko-ceMaH-
THYHE TONIC KOHIENTY MY3HKH aKTyalli3yeTbCs
0a30BOI0 HOMIHAIEIO Music 1 JOTIOBHIOETHCS
CHHOHIMIYHUM DSJIOM, TPEACTaBICHUM JIEeKce-
MaMmu tune, sound, melody, song, 1O YTBOPIOIOTh
rpyIy OpsSMUX HOMIHAIi /IO CJIOBAa «MY3HKa»:
That I might sing it, madam, to a tune (Two
Gentlemen of Verona); As are those dulcet
sounds in break of day (The Merchant of Venice);
Philomel, with melody / Sing in our sweet lullaby
(A Midsummer Night’s Dream); I would sing
my song without a burden: thou bringest me out
of tune (As You like It).

AHami3z HemnpsAMUX HOMIHAmIAH MY3HIHHX
peanmiii 'y xomenmisix B. Illexcmipa mo3BonuB
BUSIBUTH BepOasizaiiio 3a TAKUMHU KPUTEPISIMH:
Ha3Ba, JKaHp, PEMpe3eHTarop, 3acid pemnpes3eH-
tamii (Uepnuk, 2018: ¢. 90).

3a Ha3BOIW0 My3UYHUH TBip BepOaizyeThCs
B XYIOXKHIX TEKCTaX BIAMOBITHO A0 HOMiHAMil
KOHKPETHOTO 1HCTPYMEHTAJILHOTO a00 BOKallb-
Horo TBOpy. Y komenisx B. llekcmipa axryarti-
3yIOTbCA Taki TMPHUKJIAAN peajizamii KOHLENTy
«My3UKa» 3a Ha3Bow: Best sing it to the tune
of “Light o’ love” (Two Gentlemen of Verona);
I will get Peter Quince to write a ballad
of this dream: it shall be called Bottom’s Dream
(A Midsummer Night’s Dream); Is there not
a ballad, boy, of the King and the Beggar?
(Love’s Labours Lost); Converting all your
sounds of woe / Into Hey nonny, nonny (Much
Ado About Nothing).

VY komenii «3uMOBa Ka3Kay» 3yCTpi4aeMO TpH-
KJIaJ HEeiACHTU(IKOBAHOTO BOKAJIHLHOTO TBOPY,
SKAW aKTyaJli3yeThCs 32 PaXyHOK OIHKCY CIOXKETY:
Here'’s another ballad of a fish, that appeared
upon / the coast on Wednesday the four-score
of April, / forty thousand fathom above water,
and sung this / ballad against the hard hearts
of maids: it was / thought she was a woman
and was turned into a cold / fish for she would not
exchange flesh with one that / loved her: the ballad
is very pitiful and as true (Winter’s Tale).

3a KaHPOM MY3WYHHH TBIp Yy KOMEMifx
B. Illekcnipa BepOaii3y€eThCs JEKCEMaMH SONg,
hymn, anthem, ode, elegy, madrigal, psalm,
ballad, lullaby, ditty. Hanipuxnan, Well, I'll end
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the song (As You like It); Whiles a wedlock-
hymn we sing, / Feed yourselves with questioning
(As You like It); As ending anthem of my end-
less dolour (Two Gentlemen of Verona); There
is a man haunts the forest, that [...] hangs
odes upon hawthorns and elegies on brambles
(As You Like It); To shallow rivers, to whose
falls / Melodious birds sings madrigals (The
Merry Wives of Windsor) ... he sings psalms. ..
(Winter’s Tale);  love a ballad in print o’life, for
then we are sure they are true (Winter’s Tale);
Sing in our sweet lullaby, / Lulla, lulla, lullaby,
lulla, lulla, lullaby: / Never harm, / Nor spell
nor charm, / Come our lovely lady nigh, / So,
good night, with lullaby (A Midsummer Night’s
Dream); Sing no more ditties (Much Ado About
Nothing).

3a pemnpe3eHTaTOpOM BepOamizallisi My3ud-
HOTO TBOpY KJIaCU(IKyeThCsl 3a KUIbKICHUMH
KpuTepisiMu. Y Kxomenisx B. HleKcnipa BOHU
NPEICTABICHI iHAMBINyalnbHUMH W TIPYHOBHMH
penpesentaropamu. IlpsMumMu  HOMIHALIIMU
1H/IMBIya bHOTO PEIPE3CHTATOPa MY3UYHOTO
TBOPY B IIEKCHIPIBCBKUX KOMEIIAX € JIEKCEMU
musician 1 singer: You mistake; the musician
likes me not (Two Gentlemen of Verona); The
riot of the tipsy Bacchanals, / Tearing the Thra-
cian singer in their rage (A Midsummer Night’s
Dream) Taxox 3yCTp1qa€Mo MpUKIa] KOHKpe-
TH3ALli IPsMOT HOMIHALlii My3HKaHTa 32 IHCTPY-
MEHTOM, Ha SKOMY BiH Ipa€, 10 ckpunaust: While
she did call me rascal fiddler (The Taming
of the Shrew).

[IpuknagomM HenpsMoi HOMIHALIl pernpe3eH-
Taropa MY3HYHOTO TBOpY € iM’st aBropa: [ will
get Peter Quince to write a ballad of this dream
(AMidsummer Night’s Dream); The tune of Imogen!
(Cymbeline). IpymoBuii pernpe3eHTaTtop mpen-
CTaBJIeHMI 371eOUIBIIOT0 B peMapkax JIeKCeMaMH
musicians 1 chorus: Enter Musicians (Cymbeline);
Enter Time, the Chorus (Winter’s Tale).

3a3acob0amu penpe3eHTaNil KOHIIENT MY3UKH
BepOaITi3yeThCsl 3aBASKH HOMIHAIISIM MY3HUYHUX
IHCTPYMEHTIB, pO3MAiTTd BU[IB SKHX € JOCHUTbH
mHUpokuM y Tekcrax komenid B. Illekcmipa
1 ICKpaBO TIepeIa€c KOJIOPHUT 1 My3UUIHE KUTTS Ti€l
enoxu: lute, horn-pipes, trumpet, tucket, tabour,
bagpipe, drum, fife, tabour, pipe. Hanpuknan,
Take you the lute (The Taming of the Shrew); ...
he sings psalms to horn-pipes... (Winter’s Tale);
If they but hear perchance a trumpet sound
(The Merchant of Venice); 4 tucket sounds (The
Merchant of Venice); ...you would never dance
again after a tabour and pipe; no, the bagpipe
could not move you (Winter’s Tale); I have
known when there was no music with him but

the drum and the fife; and now had he rather

hear the tabour and the pipe... (Much Ado About
Nothing).
[HOm TparuISeThCST TeHepali3oBaHa JieKceMa

instrument. My ingenious instrument! (Cymbeline).

[Ipsimy HOMIHAILIIO MY3UYHOTO 1HCTpPYMEHTa
MOJKE 3aMIHIOBATH IMILTIKAIIIS 32 paXyHOK Xapak-
TEPUCTUKH HOro 3By4yaHHs (fwangle — 3Bydaty;
BUJIAaBaTU J3BIHKUU 3BYK; MepeOupaTu CTPyHH):
Sometimes a thousand twangling instruments /
Will hum about mine ears (The Tempest), a Takox
aKTyasi3alis OKpPEMOro eJIeMEHTa MY3UYHOIO
IHCTpyMEHTa, HamNpuKian, CTPYHU (String):
How? out of tune on the strings? (Two Gen-
tlemen of Verona); Not so; but yet so false that he
grieves my very heart-strings (Two Gentlemen
of Verona).

Y xomenii «/[Ba BepoHI» aBTOp peamisye
CTBOpPEHHS My3UKH 0€3 MY3HUUHUX 1HCTPYMEHTIB
13 32Ty YEHHSIM PEIMETIB, K1 OMMHMWINCS IOPYY:
He makes sweet music with the enamell’ed
stones, / Giving a gentle kiss to every sedge (Two
Gentlemen of Verona).

3. JleckpunTHBHI acmekTH BepOaizarii KoH-
HENTy «MY3HKa

My3uuHi TBOpHM B XYHOXHIN JjiTeparypi
IIUPOKO MPEJCTABIEHI OMMCcaMHU, SKi Be30aizy-
I0THCS 32 JOTIOMOTOI0 A€CKPUNTUBHUX MapKEPiB,
BHUPQXXEHUX MPUKMETHUKAMU Ta 3aiIMEHHUKAMHU
(Zhulavska, 2022: 829).

IIppukMeTHHUK €  TOJOBHUM  3aco00M
JECKPUTIIT 1 B pEUEHHI BUCTYIA€E O3HAYCHHIM
a00 MpeauKaTUBHUM WIEHOM. BUKOHYIOUM pOIb
O3HAYEHHS1, aTpUOYTHUBHA MTPETIO3UIIisl 3HAXOTUTh
mMpoke BimoOpaxeHHss B komenisix B. Illex-
cripa: But is there any else longs to see this
broken music in his sides? (As You like It); By
my troth, yes, I count it but time lost to hear such
a foolish song (As You like It); Under the green-
wood tree / Who loves to lie with me, / And turn
his merry note / Unto the sweet bird's throat (As
You like It); Hence, vile instrument! (Cymbe-
line); He makes sweet music with the enamell’ed
stones (Two Gentlemen of Verona). ¥ poumi nipe-
JMKAaTUBHOTO YJCHAa NPUKMETHHK 3YCTPidaeMo
y TakoMmy peueHHi: Truly, young gentlemen,
though there was no great matter in the ditty, yet
the note was very untuneable (As You like It).

Jns onucy my3uku B komenisx B. Hlekcmip
BUKOPHCTOBYBAB OILliHHI, €MOTHUBHI i €CTeTHYHI
NPUKMETHUKU. OUiHHI NPUKMEmHUKU BUpa-
’KAlOTh BIIHOIICHHS JIOAMHH [0 My3HYHOTO
siBuia. I1iy gac aHanisy TBopiB Oyinn BHSBICHI
TaKi NPUKMETHUKH B CIIOIYYCHHI 3 My3HIHHMH
peanisiMu, BHUpaXCHUMU IMEHHUKOM: foolish
song, ingenious instrument, big manly voice,
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evening music. Emomueni NPUKMEMHUKU IAI0TH
CMOTHBHY XapaKTCPHCTHKY My3H4YHOI pealil, 1o
BUKJIMKA€E eMOLii y peuurnienta: broken music,
merry note, vile instrument. Ecmemuuni npu-
KMemHuKu TIOB’s3aHl 31 CIPUIHATTAM MY3UKU
penuItenToM: sweet music, beautiful song.

3aiiMeHHUKHN B ONMUCI My3WYHUX peajiii He
Ha3UBAOTH 1X, a JIUIIC BKA3yOTh Ha HUX, HAIAH04H
JOAaTKOBY iH(opMarito ans peuunieHtis. Ilpu-
CBINHI 3aiiMEeHHUKU 32CBITUYIOTh B3a€EMO3B’ 130K
MDK MY3UYHMM TBOpPOM Ta cyO’ektom: I would
sing my song without a burden: thou bringest me
out of tune (As You like It); And turn his merry
note / Unto the sweet bird’s throat (As You like
It); and his big manly voice, / Turning again
toward childish treble, pipes / And whistles in
his sound (As You like It); I thank you for your
music, gentlemen (Two Gentlemen of Verona);
Let s see your song (Two Gentlemen of Verona);
My ingenious instrument! (Cymbeline). Bka-
3i6HI 3AUIMEHHUKU MICTITh CEMY O3HA4YEHOCTI:
But is there any else longs to see this broken
music in his sides? (As You like It); Keep tune
there still, so you will sing it out: / And yet
methinks I do not like this tune (Two Gentlemen
of Verona); I would this music would come
(Cymbeline). Heo3naueni 3aiimeHHUKu BKa-
3yIOTh Ha HEBU3HAUEHICTh MY3UYHOI peaii: Give
us some music, and, good cousin, sing (As You
like It); And give some evening music to her
ear (Two Gentlemen of Verona). 3a BiacyTHOCTI
MY3UYHHX pealliii BKUBAIOTh 3anepeyti 3aimeHn-
Huku: I have neither the scholar’s melancholy,
which is emulation, nor the musician’s, which is
fantastical (As You like It); There is no music in
the nightingale (Two Gentlemen of Verona).

4. IlpeauxkaTuBHI acnekTu BepOadizamii
MY3WYHHX peaiid. BimHomieHHs MiX JBOMa
KJIFOYOBHUMU KOMIIOHEHTaMH  BHUCIIOBIIOBaHHS,
TOOTO Cy0’€KTOM 1 IpeIuKaroM, MaroTh IpPEeau-
KaTUBHUHA XapakTep ¥ Ha CEMaHTHYHOMY piBHI
320e3Meuyl0Th KOPEIMIII0 3MICTy BHCIIOBIIIO-
BaHHsI 3 JTikcHicTIO (E€HikeeBa, 2011, ¢. 51). Anani3
NPEAUKATUBHOI aKTyalli3allli KOHIENTY «MYy3UKa»
B Komenisix B. Illexkcnipa no3BonuB kinacugiky-
BaTH EMITIPUYHUAN MaTepiai 3a IBOMa BEKTOPAMU:
1) mis penpe3eHTaTopa / peluuIlieHTa Ha My3U4HI
peauii; 2) Ais My3WYHUX peaniid Ha penpe3eHTa-
Topa / peanieHTa

BinrosizHo, mii penpesenraropa / penuIieHTa
Ha MY3WYHI peanii MOTUISIOTHCS HA TakKi BUIH:
KpeaTUBHO-pENpe3eHTaTUBHA, CEHCOpHA i mep-
[ENTHBHO-CMOTHBHA JTisl.

Kpeamueno-penpezenmamuena 0ia 1o3Ha4YaE
TIPOIIEC BIITBOPEHHS My3HYHOTO TBOPY. BoHa BHpa-
KaeThCsl 32 JIOTIOMOTOO TIPSIMUX 1 HETIPSIMUX JICK-

CUYHUX 3Ha4€Hb. Y MYy3HII npsimy aKTyasi3allio
KPEATHBHO-PEIPE3CHTATHBHO JUi y4acHHKA MHC-
TeIbKOi peatii 3a0e3rmeuyroTh JTieciosa fo play i to
sing: Give us some music; and, good cousin, sing
(As You like It); I do not desire you to please me; I do
desire you to sing. Come, more, another stanzo. call
you ‘em stanzos? (As You like It); And I'll sing it (As
You like It); / would sing my song without a burden:
thou bringest me out of tune (As You like It).

Jlekcema sound € HEPSIMOIO YHIBEPCaIbHOIO
JIEKCUYHOI0 OJMHMIICIO JJISl TO3HA4YeHHs Kpea-
TUBHO-PENPE3EHTAaTUBHOI il MYy3MYHOIO MHC-
teurBa: Hark, Polydore, it sounds! But what
occasion / Hath Cadwal now to give it motion?
Hark! (Cymbeline); O melancholy! Who ever yet
could sound thy bottom? (Cymbeline).

Cencopna Oia To3HAYAE TIEPUEMIIO My3UIHOT
peatii, BUpaKalouu ceMy CIIPHHHSATTSI TBOPY MHC-
TEIITBAa OPraHaMu CITyXY, 30pY, JOTHUKY TomIO. Taka
TSl TIPOSIBJISIETBCST Pa30M 3 JIIECIIOBAMH, 3aJICKHO
Bi/1 BUAy cripuiiManHs. [IpoanainizyBaBim komenii,
Oy1o 3HaiieHo Jiecioa hear Ta see. [Ipukinagamu
MOXYTh ciyryBati pedeHHs: Come, we’ll have
you merry: I'll bring you where you shall hear
music and see the gentleman that you asked for
(Two Gentlemen of Verona); Lets see your song.
How now, minion! (Two Gentlemen of Verona);
Come, we’ll have you merry: I'll bring you where
you shall hear music and see the gentleman that
you asked for (Two Gentlemen of Verona); But is
there any else longs to see this broken music in his
sides? (As You like It); Here was he merry, hearing
of a song (As You like It); By my troth, yes, I count
it but time lost to hear such a foolish song. God be
wi'you, and God mend your voices! Come, Audrey
(As You like It).

Ilepyenmusno-emomuena i MoO3HAYA€E
CTaBIICHHS PEIUITIEHTAa JI0 MY3WYHOTO TBOPY
a00 BUKIIMKaHI y Hboro emonii. Hanpuknan, fo
relish a love-song, like a robin-redbreast (Two
Gentlemen of Verona); And yet methinks I do not
like this tune (Two Gentlemen of Verona).

Jisi My3u4HOi peauii 37iliCHIOE BIUTUB Ha
peuurmieHTa 4yepe3 npsiMuil abo HerpsMuil KOH-
TakT. Taky mif0 MOXXHa JUQEpPESHINIOBATH 3a
€K3UCTEHLIAJIbHUM 1 PETIPE3€HTaTUBHUM THITaMHU.

Ex3ucmenuianvna 0is 103HA4Ya€ HASIBHICTh
MY3UYHOTO TBOpY, BKa3ylud Ha HOro Hew-
TpaJIbHE iICHYBaHHSI, 110 BUPAKAETHCS JIIECIIOBOM
to be. Hampuxnan, Truly, young gentlemen,
though there was no great matter in the ditty, yet
the note was very untuneable (As You like It);
That will be music (Two Gentlemen of Verona).

Penpezenmamuena 0in 1mo3Havae penpozy-
KyBaHHs My3W4HOro TBopy. Hampukmaz, ie-
cioBa fo play 1 to sound BUCTYNAIOTh NPSIMUMHU
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HomiHamisimu: Play, music! (As You like It);
Music plays (Two Gentlemen of Verona); Hark,
Polydore, it sounds! (Cymbeline).

5. BucHoBkH. My3uKa sIK HEB11’€MHUI KOM-
MOHEHT IIEKCIIPIBCHKUX MOCTAHOBOK € 00’ €KTOM
yBaru MIEKCIIPO3HABYMX IOCHTIKeHb. J[pama-
TYpr pETeNbHO CTAaBUBCS 1O BHOOpPY MY3UKH
i IHCTPYMEHTIB, a TaKOX BMLIO iHKOPIOPYBAaB
MY3HUHIi peatii B CBO1 TEKCTH, K1 COPHUSIN CTBO-
PEHHIO HEMepeBepIICHUX OIUCIB XapaKTepiB
repoiB, HACTPOIO IOpPOU, HABKOIHUIIHBOTO Cepe-
JIOBHIIA Y1 HATIPY>KEHOCTI MOMEHTY.

AHai3 eMmipuYHOro Marepianxy J03BOJIUB
JTOCITIIUTH JICKCUKO-CEMAaHTHYHI OCOOJIHMBOCTI
aKTyami3ailii KOHIENTY «My3uKa» W po3poOuTH
KiIacudikaiiro OCHOBHHX 3aco0iB BepOaizarii
MY3HYHHUX peajiil y KOMEIisX, iki BEpUQPIKYIOThCS
Ha pPiBHI HOMIHATUBHUX 3acO0iB y MO€IHAHHI
3 IECKPUNITUBHUMHU W MPEAUKATUBHUMU MapKe-
pamu, 3abe3nedyroun BepOasizaliio My3MYHHX
peaitiii. Y Mexax aHaji3y JIEKCUKO-CEMaHTHYHHUX
3aco0iB aktyaumizaiii peHoMeHa My3WUKH JOCIi-
JDKEH1 mpsmi i HerHMi HOMiHaIi{ MY3HYHOTO
BHJly MUCTCIITBA, SIK IHKOPIIOPYIOTBCS B KOMEi
B. Illekcmipa B moenHaHHI 3 JA€CKPUTITUBHUMH
i IpeIMKaTUBHUMHU OJIUHUISIMU.

Pesynprati  mpOBEACHOTO  JTOCIHIJKECHHS
3aCBITYMIM 3HAYMMICTh MYSHKH SK CICMCHTa
KyJIBTypH B cucTeMi ryMaHlTapHoro 3HAHHS
i aKTyaJbHICTh BHBYCHHS L€l TEMH B IICK-
CIipiBCBKOMY JIMCKYPCi, 30KpeMa B KOMEIIsX
B. Ilekcmipa, siki pi3HOOIYHO BlI[O6pa)KaIOTb
KHUTTS TOTOYACHOTO CYCIIbCTBA W JIEMOH-
CTPYIOTh Miclle My3WKH B HbOMY. Ilepcrek-
THBOIO MMOAAJIBIIIOT HAYKOBO1 PO3B1IKH BBaYKAEMO
BUBYCHHS CTUJIICTUYHUX Ta KOMYHIKaTHB-
HO-TIparMaTHYHKUX aCIeKTIB aKTyami3amii KoH-
LenTy «My3uka» B TBopuocti B. lekcmipa.
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