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Ivanchenko A.V. Peculiarities of representation of real pictures in ekphrasis complex

This article describes ekphrasis complexes presented by ekphrasis itself having its own
context environment. The ekphrasis complexes under study include not only the elements of
works of art description but also the elements describing conditions and manner of perception
process itself. Impression and influence caused by a painting on a subject of perception also
serves as one of components of ekphrasis complex. Such a multisided approach was never
implemented in previous papers which studied the problem of ekphrasis. The scholars primarily
paid their attention to an image created by a painting and description of models in case of
portraits.

Acting as an important linguocompositional unit in texture of literary text ekphrasis
complexes have their specific compositional, architectonic, lexical and syntactic peculiarities:
elements of perceptive situation and, more precisely, contexts presenting them may be combined
in literary texts and therefore stipulate multiplicity of modifications. This allowed to introduce a



new term called “ekphrasis complex™ and to formulate its definition as follows: an ekphrasis
complex is a specific virtual analogue of a real perceptive situation in literary texts which
includes fixation of different perception processes in literary works in a verbal form. Ekphrasis
complex in literary texts has a linguocompositional dominant — an ekphrasis itself or ekphrasis
description and some complementary elements. Ekphrasis complexes have a number of functions
such as characterological, decorative-aesthetic, utilitarian functions etc. Though in general
ekphrasis complexes are adherent elements of the literary work in some texts they can acquire
inherent nature.

It is worth to note a descriptive function of ekphrasis complexes. Their descriptive force
facilitates better transmission of verbal information about works of visual art to readers. Of
special interest is an emotional aspect of comprehension of artistic canvas by an observer when
the described objects get a capability to revive on a lifeless canvas and to exert influence on
people around in an effective manner. The same or maximum approximate influence seemingly
contains in ekphrasis itself which is responsible for a qualitative transmission of a visual
component along the route “a visual object — an observer — a text object — a reader”.

In the paper presented special attention is paid not only to paintings itself and their
description but also to conditions under which perception and appreciation take place. The
emotional effect of a painting is also of the paramount importance. That is why its verbal fixation
and the process of perception is thoroughly analyzed by different observers.

The analysis of ekphrasis complexes in the literary works by S. Maugham, Ch. Dickens,
J. Galsworthy, A. Christie revealed that the correlation between the elements of the imagery
plane and those of axiological plane appear to be variable. The imagery elements can be greatly
reduced while the axiological elements can cover the greatest part of the textual body. This
correlation between dominant elements belonging to different aspects of ekphrasis complex
depends on particular artistic tasks and individual style of a writer.

Being a widespread instrument for description of visual perceivable artistic objects
ekphrasis complexes still remain to be a little-investigated phenomenon.

Considering this fact they require further examination of their functional peculiarities
including the ones related to interaction with other functional and thematic blocks of literary
texts.

Key words: ekphrasis complex; ekphrasis description, descriptive line; perceptive
characteristics; historical and cultural component.

Okdpacuc npeacraisier co0oit onvcanue apTedakToB, T.€. MPEIMETOB, SIBUBIIUXCS MPOTYKTOM
JeSTEIEHOCTH YEeJIOBEKA.

BynyLH/I IIHPOKO paClpOCTPaHCHHBIM HHCTPYMCHTOM JIA OIMMCAHWA BU3YaJIbHO BOCIIPHMHHUMACMBIX
0OBEKTOB XYA0KECTBCHHOI'O TBOPUYCCTBA, OH BCC KE€ OCTACTCA MAJIOMCCIICIOBAHHBIM SABJICHUCM.

[IpakTruecku BO BCeX MPEIbIIyIUX UCCIEIOBAHUSAX SIBJICHUE K(pacuca aHAIU3UPYETCsl BHE €ro
KOHTEKCTHOTO OKpYXEHHus, 0e3 y4yéra TakuxX BaKHEUIIUX (PaKTOpoB, KaK OCOOEHHOCTH MEpLEIIU
COOCTBEHHO HM300pa3UTEIBHOIO psijia, B3auMojeiicTBie cyObekTra M oObekTa HaOmojeHus u mnpod. B
HACTOSIIIEM e UCCIIENOBAHIH aHATM3UPYIOTCS SK(PPACUCHbIE KOMIUIEKCHI, B IEHTPE KOTOPBIX HAXOUTCS
M3y4EeHUE OJIHOM U3 pa3sHOBUIHOCTEH AK(pacuca, — ONUCAHUE KUBOMMCHBIX MPOU3BEICHUH, a TaKKe
PHCYHKOB, 3CKHM30B, KOMUH M PENpOAyKUUN KapTUH. DKPPACUCHBI KOMIUIEKC BKIIOYAET HE TOJIBKO
9K(ppacHUCHOE OIUCAHKE, T.€. COOCTBEHHO OIMCAHNUE KUBOMMCHBIX MOJIOTEH, PUCYHKOB, 3CKU30B, HO U BCE
KOHTEKCTBI, CBSI3aHHBIE C BOCTIPUATHAEM KHUBOITUCHOTO WIIM TPaUIeCcKOro H300pasKEHHSI.

KommuectBo 3xe paboT, MOCBAIICHHBIX SK(pacucy B aHIJION3BIYHON JUTEpaType, BeChbMa
HE3HAUMTEIHHO. B 3TOM I1aHe MOXXKHO OTMETHThH auccepraipioHHbie padotsl H.B. JloOGkoBoii [3] u



E.B. fluenko [5], B KOTOPBIX MPEIMETOM CHENUATLHOTO PACCMOTPEHUS SIBUJICS AK(PPACHC B TBOPUYECTBE
. @aynza.

Croutr OTMETUTh, YTO OHK(PPACHCHOE OIMMCAHME MOXKET OXBaThIBaThb KaK peajibHbIC, TaK W
BBIMBIIIJICHHBIC KApTUHBI, T.€. MPOM3BEICHUS H300pa3UTEIBHOTO HMCKYCCTBA, KOTOPBIE CYIIECTBYIOT
TOJILKO B XyJIO’)KECTBEHHOM MHUPE aBTOPA, TaK HA3bIBAEMbIC BUPTYAIIbHBIC CYITHOCTH.

Hacrosimass pabota mocBsiilieHa peajbHO CYIIECTBYIOIIUM KapTUHAM, B OTHOILUEHUM KOTOPBIX
aBTOPBI MPUOETAIOT K IKPPACUCHOMY OIHCAHHUIO.

Omnucanne peanbHOM KapTHHBI B 3K(PAaCUCHOM KOMIUIEKCE IPEAIOSIAraeT OIpPeAeIEHHYIO
CTENEeHb JOCTOBEPHOCTH Iepesiaud U300paskeHHs BepOaJbHbIMU CPEACTBAMU. 3/1€Ch aBTOPY MpH Bceil
ero ¢aHTasuM M TBOPYECKOW CBOOOJE BOJEH-HEBOJEH MPUXOAUTCS COXPaHSITh HEKOTOpbIE
O0OBEKTUBHBIE AIEMEHTHI H300PA3UTENBLHOTO PALA, IPEXK/IE BCErO MPEAMETHI U (PUTYpBI, COCTABIISIIOLIUE
KOMITO3UIIHOHHO-CK)KETHBII KapKac MOJI0THA.

B upneane nomkHo OBITH ONMKCAHO BCE, YTO MOXKHO YIIOBHUTH MPH PEATHHOM MEPIICTIIIHH.

OnHako B XyJ0>KECTBEHHOM TBOPYECTBE MPEJICTaBlIeHO Jmilb "oToOpaHHoe" [4], T.e. To, 4TO, C
TOYKH 3pEHHsI aBTOPA, MPEICTABIISIET OTIPEACIICHHBIN nHTepec. [1ombITKH co3aaTh, XOTsI OBl M B Ka4eCTBe
OKCIIEPAIMEHTA, MAaKCUMAaIbHO aJeKBAaTHOE BHUPTYaIbHOE OITMCAHUE 3PUTEIBHOTO  BOCIIPUSTHS,
3a(puKCcUpOBaHbI HE OBLITH.

B pomane ['oncyopecu "Konen rnasbl" naércs onucanue peanbHO kapTtunbsl Barro "Kums",
n3o0paxarorieit neqabHoOro [Ibepo B 10CTaTOYHO TPAAUITMOHHONW MaHEpE:

Look at the pierrot’s face — what a brooding, fateful, hiding-up
expression.

8, p. 115].

IlocnenHee wmHTEpEeCHO He caMO MO cede, a KaK HHAUKATOp ICTETUYECKHX BKYCOB U
MPUCTPACTUM pa3nuyHbIX AeicTByrouux jgul. [logoOHble skdpacucHbIE KOMILJIEKCHI MO3BOJISIOT
aBTOpPY poMaHa WJIM HOBEUIbI BBIPa3UTh CBOE OTHOUIEHHME K HCKYCCTBY, K €ro OTJAEIbHBIM
oOpa3uaM, CTHJIO, HAllPaBJIEHUIO, BIOKUB COOTBETCTBYIOIIUE XapaKTEPUCTUKHU B yCTa Happaropa
WIH [IEPCOHAXKA.

Tak, ynomsHytelii moptper "Xwunp" maér moBon s oOCykaeHus AJpUaHOM M €ro
IieMsiHHUIeH [IMHHY CyTH HCKYCCTBA, €r0 Ha3HAUYEHUSI U TEXHUKU UCIOJHEHUSI.

JIuHHM cuuTaeT, 4yTo JUisl BaTTo BakeH He XapakTep, a nepenada BHEIIHUX aTpuOyTOB, —
oenoit onexnpl Ilbepo, dakTypsl TKaHM U T.[. AJpUaH K€ CUUTAET, YTO TJIABHOE JIOCTOMHCTBO
KapTuHBI — Lo [Ipepo, BecbMa BBIPA3UTENBHOE U MACTEPCKH MCIIOJHEHHOE Ha XOJICTE.

Ot 006cyxJIeHUS] KOHKPETHON KapTUHBI AJIpHaH MepexoauT K 0oJiee MUPOKUM 0000IIEHUSIM:
MHOTHE XYJIO)KHHKH, YTBEPXKJAeT OH, HE YMEIOT BbLIEIUTH IVIABHOE, a €CIU U JAENA0T 3TO, TO C
00JIBbIION 10JIeH PEeYBEIUUEHUS, YTO OPTUT [IPOU3BEICHUE:

“Great books and portraits are so dashed rare, because artists won't
high-light the essential, or if they do, they overdo it.”

8, p. 116].

JAvHHM U AJzlpyaH MO-pa3HOMY OIIEHHMBAIOT H3BECTHYIO KapTUHY Barto, 4TO MO3BOIMIO
JIOTIOJTHUTh YUTATENIO MpeJCTaBlIeHre 00 UX XapakTepe, BKycax, B3risaax. Juckyccus o kapTuHe
BBITIOJIHSAET XapaKTEepOJOTrnyecKyto pojib. OHa Takke MOMOraeT cOo3/1aTh KOJOPHUT AMoxXH. bynyuu
OJIHUM W3 SPKUX MPUMEPOB HMIIPECCUOHM3MA, KApTHUHA CTAaHOBUTCA IPUMETOH, MapKepoM
OMKChIBaEMOro B pomase nepuoja (Anrnus konua XIX — nayana XX B.).

Onucanne peanbHBIX TOJIOTEH MPEACTaBISIET OCOOBId HWHTEpPEC TOTAa, KOorja B HEM
MIPOCMATPHUBAETCS CBEXKHM B3TJISA HA XOPOIIO U3BECTHYIO KapTHUHY, KaK 3TO UMEET MECTO B pOMaHe



J. bpayna "Kox na Bunuu", rae aBTop ycmoTpen npucyrctBue Mapuu MarjgannHel Ha TalHOM
Bedepe, KOTOPYIO N300pa3uil Ha CBOEM 3HAMEHUTOM NosoTHE JleoHapao na Bunun.

JIx000MBITHO OTMETUTH, YTO IPU CAMOM OIMCAHUU ABTOP HE OCMEIMBAECTCSI HOMHUHHPOBAThH
¢burypy no npaByro pykKy oT XpHucCTa, Ha3biBas €€ xeHIIHHON. OH 3TO Jenaer, Koraa ONUChIBAET
PEAKLMIO Ha YBUICHHOE HAOIIOATENsIMU, CIIOBHO CHUMAs € ¢€0sl OTBETCTBEHHOCTD 3a HEOOBIYHYIO
TPaKTOBKY YBHJEHHOTO M Bo3jaras €€ Ha nepcoHakeil pomaHa. Tem He MeHee, UACHTU(]UKAIIMS
1300paxEHHOTO JUIa Ha KapTUHE, HECOMHEHHO, PUHAIEKUT camoMy J[oHy bpayny.

OOBEKTOM OMNUCaHUS MOXKET CIY)KUTb W3BECTHOE MOJOTHO WM (pecka ¢ 4YETKOU
aBTOpU3AllMEH, OJIHAKO 3aKOHBl XYI0KECTBEHHOI'O TBOPUYECTBA IO3BOJISIIOT IPUIUCHIBATH
aBTOPCTBO BBIMBIIUIEHHOMY XYAO0XHUKY. I[lOArOTOBIIEHHBIM 4YHUTaTeNb CHOCOOEH 3aMETHUTh
noao6HbIN "Kamydusxk". CpeqHeCTaTUCTUYECKUM YUTATENIIM 3Ta OCOOEHHOCTh MOYKET OCTaThCs
HE3aMEYCHHOU.

[IpuBeném npumep u3z pomana "Kénreiit Kpom" O. Xakcnu, rie JeTaqbHO ONUCHIBACTCS
II0JIOTHO, SIKOOBI IPHHAIEKALIEE OJHOMY U3 IIEPCOHAKEN poMaHa Xy105KHUKY ['oM0o0:

For a long time an idea had been stirring and spreading, yeastily, in his
mind. He had made a portfolio full of studies, he had drawn a cartoon, and now the
idea was taking shape on canvas. A man fallen from a horse. The huge animal, a
gaunt white cart-horse, filled the upper half of the picture with its great body. Its
head, lowered towards the ground, was in shadow, the immense bony body was
what arrested the eye, the body and the legs, which came down on either side of the
picture like the pillars of an arch. On the ground, between the legs of the towering
beast, lay the foreshortened figure of a man, the head in the extreme foreground,
the arms flung wide to right and left. A white, relentless light poured down from a
point in the right foreground. The beast, the fallen man, were sharply illuminated,
round them, beyond and behind them, was the night. They were alone in the
darkness, a universe in themselves. The horse's body filled the upper part of the
picture; the legs, the great hoofs, frozen to stillness in the midst of their trampling,
limited it on either side. And beneath lay the man, his foreshortened face at the
focal point in the centre, his arms outstretched towards the sides of the picture.
Under the arch of the horse's belly, between his legs, the eye looked through into an
intense darkness; below, the space was closed in by the figure of the prostrate man.
A central gulf of darkness surrounded by luminous forms.

[9, p. 96].

N300pa3uTenpHblii psiji 37€Ch OMUCAaH C MAKCHUMAaJIbHOW [OJeH JeTaln3alud KOMIO3HIIUU
KapTHHBI, B LIEHTPE KOTOPOI HAXOIATCA IBAa OObEKTAa — MYXXYHMHA, YIABIIWK C JIOMAAW U cama
jowmaab. ABTOp 4ETKO (PUKCHUpYET MPOCTPaHCTBEHHBbIE apaMeTpsl / opueHTupsl (the upper half of
the picture; either side of the picture; in the extreme foreground, to right and left; the right
foreground; the upper part of the picture; the focal point in the centre).

VYkazaHbl TakK€ OTHOCUTEIBHBIE pa3Mephl 00beKTOB n300pakenus (huge animal; great body;
the immense body; the great hoofs; the foreshortened figure of a man). B onucanun
HO)IT-IépKI/IBaeTCSI KOHTpaCT MECKIAY OFI)OMHOI\/’I Jomaab0 U YKOPOYCHHBIM TYJIOBHUHIICM YIIABIICTO
BCa/IHUKA.

Oco0yro ponbs B omrcaHuu urpaet ¢ukcarus urpsl cBeta u TeHu (shadow; white relentless
light: sharply illuminated; the night; the darkness; an intense darkness; a central gulf of darkness;
luminous forms). Ota urpa cBera u TeHHU KOMIIEHCUPYET OTCYTCTBHE COOCTBEHHO KOJIOPUCTUYECKUX
XapaKTEPUCTHK.

ABTOp NpPaKTUYECKH HE MPHUOEraeT K TPONEUYECKUM cpelcTBaM. VICKIIOUEHHEM CITyKUT
muiib crépras metadopa — relentless light.



[Tucatenp BcAYecKHM MOAUEPKUBAET  PEATMCTUYHOCTh M300pakeHus. B HEM He
MIPOCMATPUBAIOTCS CTHIIMCTHYECKHUE MPUEMBI KyOnu3ma. OUrypsl Ha NOJIOTHE BIIOJIHE Y3HABAEMBI U
JIETKO UJACHTUPUIIUPYIOTCSL.

Hanee cnemyer QparMeHT 3K(GpacHUCHOTO KOMIUIEKCa, B KOTOPOM JTy KapTHHY, MOYTH
3aKOHUYEHHYI0, BUIUT Mbpdpu. IlogpobHoro omnmucanusi yxe HeT. Bc€ BHMMaHue oOpamieHO Ha
peakuuio Aesyuikd. OHa pazodyapoBaHa: BMECTO LIEJEBpa B JyXxe KyOH3Ma OHAa BUJIUT JOCTATOUHO
XOPOLIO MPOPUCOBAHHbIE M300pakeHUs yeroBeka M Jiomaau. He cMmest OTKpBITO BBIPAa3UTh CBOE
pazouapoBanue, Mapu kputukyetr ['om00 3a TO, 4TO OH 3J0YNOTPEOISIET TEXHUKON UTPHI CBETA U
TEHHU:

Mary looked at the picture for some time without saying anything. Indeed, she
didn’t know what to say, she was taken aback, she was at a loss. She had expected a
cubist masterpiece, and here was a picture of a man and a horse, not only
recognisable as such, but even aggressively in drawing. Trompe-1’oeil — there was no
other word to describe the delineation of that foreshortened figure under the
trampling feet of the horse. What was she to think, what was she to say? Her
orientations were gone. One could admire representationalism in the Old Masters.
Obviously. But in a modern...? <...>

“There’s rather a lot of chiaroscuro, isn’t there?” she ventured at last, and
inwardly congratulated herself on having found a critical formula so gentle and at
the same time so penetrating.

[9, p.104].

[IpakTnueckn, Xakciu omnucan (¢pecKy, NpHHAISKAIIYyI0 KUCTH Benukoro Kapasamko
"Bunenune Capina", KOTOpbIH ObLJT OCHOBOIOJIOKHUKOM PEATMCTUUECKOTO HApaBJICHUs B €BPONEHCKOM
xuBonucy XVII B., HO B poMaHe MPOUCXOANUT U3MEHEHHE aBTOPU3ALMH: TTOJIOTHO ITPUHAUIEKUT KUCTH
BBIMBIIIJIEHHOTO TIepcoHaXka [ 'om0o0.

Kak ormerun I'. Anmxanapunze, "nepeaTb KapTUHY CJIOBaMU — OOJIBIIOE HCKYCCTBO, KOTOPBIM B
MIOJTHOM Mepe Biajen XaKcii, He TOJIbKO TOHKHHM KPUTHUK >KUBOIIMCH, HO ¥ caM OJapEHHbBIN XyI0KHUK"
[1,c. 10].

I'om00 QakTuuecku pazouapoBajcs B KyOu3Me M BEPHYJICS K PEATUCTUYECKON MaHepe, YTo He
CMOTIJIa OLIEHUTD TJIyIEHbKasl, NOABEP KEHHAs BIUSIHUIO MO/IbI, Mapu.

CnenyeT OTMECTHUTDL, YTO PCAJIbHBIC KAPTUHBI MMCIOT CBOH TOIIOJIOTMYCCKUEC XapPaKTCPUCTUKU, B
YaCTHOCTU OIIPCACIICHHBIC Fa6apI/ITBI, KOTOPBIC, KAaK IIPaBUJIO, HEC IMPCBLIMIAOT PasMCpPOB CTCHLI B
JIOCTAaTOYHO MPOCTOPHOM My3eiHOM mnomenieHnH (''3acenanue rocyaapctBeHHoro copera WM. Pernmna,
"SIBnenue Xpucra Hapoay" MBanoBa u 1p.). Bmecte ¢ Tem, CyllecTByeT 3HaUUTENIBHOE KOJIUYECTBO
KapTUH CPEHEro 1 HeOOJIBILIOTO pa3Mepa.

JIou Bpayn B cBoeM pomane "Koj na Bunum" oOpamiaer BHUMaHuEe Ha HEOOJbLIME pa3Mepsl
nosiotHa Jleonapmo "Mona Jluza", MOCKONMBKY y TeX, KTO OpPUTMHAJT KAPTHHBI HE BUICT, a 3TO
MOJIABJISAIONICE YUCIIO YWTATeJIeH, CIOKWIOCh HEBEpPHOE NPENCTaBICHWE O e BelnnunHe. MHorue
CUHUTAIOT, 4YTO MOpTpeT JIKOKOHMBI JOCTAaTOYHO MaclTad0eH: cpaldaThiBaeT OJHA U3 OCOOEHHOCTEH
MEHTAJIBHOTO CBOWCTBA. UeIOBEK CKJIOHEH OTOXIECTBIISITh 3HAUMMOCTb, TIOMYJISIPHOCTh TIPOU3BE/ICHUS
C moHATHEM  (QU3MYECKOH  MOHYMEHTAJbHOCTH  (M3BECTHAs, BBICOKAs  pemyramus  —
KpynHoradaputHocth) [2]. Bonpeku 3tomy npezacraBienuro, 3Hamenutas "Mona JIuza" nocrarodHo
HEBEJMKa O pa3Mepy:

Despite her monumental reputation, the Mona Lisa was a mere thirty-one
inches by twenty-one inches — smaller even than the posters of her sold in the
Louvre gift shop.

[6, p. 164].



Nuornma mnpu omucaHuy TNPOW3BENCHUM KMBOIMCH IHCATENb HE YKa3bIBa€T aBTOPCTBO
XYI0KHHKA, T.€. YATATEIO OCTACTCS JIUIIbL JIOTAJbIBATHCS, YbEH KHCTU MPUHAUICKHUT OTHCHIBAcMast
kaptuHa. Tak, B cBoeM pomane "Bonxs" [[x. @ayn3, He Ha3bIBask aBTOpa KAPTHUH, IIMPOKO UCIOJIB3YET
HOMHHATUBHBIC TICPEUMCIIUTENILHBIE KOHCTPYKIIMU, TA€ I[BETOBBIC WHIAMKATOPHI OTOPBAHBI OT
OTIPENICICHHBIX ~ OOBEKTOB, OOpa3ys CaMOCTOSITETIbHBIE HOMHUHATUBHBIE Dbl [IpeamMersi,
M300paKEHHBIC HAa KapTWHE, HA3bIBAIOTCA W OOBEIMHSIOTCS B OTICIbHBIE HOMHHATHBHBIC PSIbI,
OTOPBAHHBIEC OT CBOUX KOJOPUCTUIECKUX KBATU(DUKATOPOB:

Flooded with evening light, it was altogether a more homely room than the
one downstairs, and by contrast pleasantly free of books.

But its tone was really set by its two paintings: both nudes, girls in sunlit
interiors, pinks, reds, greens, honeys, ambers<...>

“Sunlight. A naked girl. A chair. A towel, a bidet. A tiled floor. A little dog.
And he gives the whole of existence a reason."

I stared at the one on the left, not the one he had inventoried. It showed a
girl by a sunlit window with her back turned, apparently drying her loins and
watching herself in the mirror at the same time. <...>

[7, p. 68].

JlanHblil 3K(pacuCHBII KOMIUIEKC ONMCBHIBAeT JBE KapTHHbBI IMocTuMIpeccuoHucra llbepa
Bbonnapa (1867 — 1947), KOTOpbIi cUUTAIICS OJJHUM U3 JIY4IIUX KOJOPUCTOB cBOero BpemeHu. Cynst 1o
OIMCaHUIO, peub cKopee Bcero uaeT o kapruHax "Le Nu a contre-jour” u "The Bathroom".

BbiBoabl. OObeKT SK(PAaCHCHOTO ONHCAHUSI MOXKET HPEACTaBIATH CcoO0OW  peanbHO
CYILIECTBYIOIIIE€E POU3BEACHHUE KUBOIIMCH WU IPOU3BECHUE, UMEIOLIEE BUPTYAIbHYIO IPUPOLY.

B nepBom citydae aBTOp XyJI0°KECTBEHHOI'O MPOU3BENCHUS HAXOAUTCS B OMPENEIEHHBIX PaMKax
PCAIBHOCTH M JOJDKCH IIPOSBJIATH OHpeI[CJ'IéHHYIO CTElEeHb OOBEKTUBHOCTH: HMKOHUYECKHE 3HAKH
JOJDKHBI TpaHC(l)OpMI/IpOBaTBCSI B KOHBCHIIMAJIbHBIC B€p6aJ'IBHI)Ie 3HaKH, IIO3BOJIAOIIINE
UAEHTU(UIMPOBATh KHUBOMKMCHOE IMMOJIOTHO. Ilpm 3TomM y aBTOpa OcCTaércsi IMIMPOKOE Moye ISt
CYOBEKTHBHOM penpe3eHTallud W3BECTHOTO IMPOM3BENeHMs HCKyccTBa. VIMEHHO 3Ta CyOBEKTHBHAs
COCTABJIAIOLLAs] IPE/ICTABIIIET COOOM ICTETUYECKYIO LIEHHOCTD JUIS YMTATEIs.

[Ipn ommcanum KapTWH, KOTOpBIE CYIIECTBYIOT TOJBKO B BHUPTYaJIbHOM MHpE IMHCATENs, Y
MIOCJIETHET0 HET HUKAKMX OTPaHUYEHHH OOBEKTHMBHOIO XapakTepa, YTO 3HAUYMTEIbHO YBEIUYMBAET
BO3MOYKHOCTH JIJIsI IPOSIBJIEHUSI CYOBEKTUBHOIO TBOPYECKOTO Hayasa.
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