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aZpecoBaHHBIX M3paminto, KOTOPBIH, YYUTHIBAas TEKCTOBEIC MPECYMIO3HUIIMU U KOHTEKCT, pACCMAaTPHBAETCS aJipecaH-
TOM KaK €BpOICHCKO-aMEepUKAHCKasi KOJIOHUS MOCpenu apaOCKOW HAaIlUH, MMEIOIIas IeJbio JepKaTh apaboB pas-
PO3HEHHBIMHM U ci1abbiMu [2, c. 80].

Wrak, HoKyc 3MIaTHU ¥ MOJAAIBLHOCTh — B3aUMO/IOTIONHIEMbIE KATETOPUH, KOTOPbIE CBSA3aHbI JIMHIBOIIPArMaTH-
YecKOoi (pyHKIMEH BBIpaKCHUS aBTOPCKON TOUKH 3PEHUS, MO3UIHUK U IEHHOCTHBIX OPHUEHTALWIH TOBOPSIIIETO; IPH
9TOM €CITM SMIIATHS U e€ (POKYC HAMpPAaBJICHbI HAa HWHOOPMAIIMOHHO-TIPOTIO3UTHBHBIN («KOH(GUTYPATHBHBIN») ACTICKT
crocoba mogadn coobmiaemMoil mHpopMaIiy, B 9aCTHOCTH (OpMHpOBaHUE ee (OKyca, TO MOJATBHOCTh — HA WH-
(bopManoHHO-aKCHOIOTHYeCKuit actekT coobmenust ([1, ¢. 196]), T.e. Ha OIEHKY COOTHOIIECHHUS C JEHCTBUTEIHHO-
cTht0 (OOBEKTHBHAS MOJAILHOCTB) M OTHOIIEHHE aJpecaHTa K coobiiaeMoMy (CyObeKTHBHAS MOAAIBHOCTDH). Kak
ciencTBre, 0e3 BRISICHCHUS] COOTHOIICHUS MOJAIbHOCTH C (DOKYCOM DMITATHH aJCKBATHOCTh aHAIIN3a pa3BepPTHIBA-
HUS CYOBEKTUBHO-MOIATBHON CYIIHOCTH KOMMYHHUKATUBHBIX €AMHUI] MOXKET OBITh HAPYIICHA.

Cnucok numepamypol

Banesnu ®. Hapucu 3 ninrsicruanoi nparmaruku. JIssis: ITAIC, 2010. 336 c.

Ecnozito I:k. [cnamceka 3arpo3a: Mi¢ uu peanbHicTs? JIbBiB: Kanssapis, 2004. 336 c.

JIuHTrBUCTHYeCKMi SHIIMKIoNeANYecKnii ciioBaps. M.: CoB. sHimkmoneaus, 1989. 685 c.

Sulaymanu ’ I brahimu-1-* Aaskariyyu. Hulmun tawbawiyyun *am wagi‘un $agafiyyun? Dawlatun suna’iyyatu-l-gawmiyyati
fi falastina-l-muntallati [Dnexrponnsiii pecypc]. URL: http://www.alarabimag.com/arabi/Data/2002/7/1/Art_54871. XML
(nara obpamenus: 15.01.2011).

pODNPE

EMPATHY FOCUSMODALITY IN THE ARABIAN JOURNALISTIC TEXT

M atskevich Andreil Romanovich
Lviv National University named after Ivan Franko, Ukraine
andriy.centre@gmail.com

The author researches the notions of empathy focus and modality within the limits of their correlation by the material of the Ara-
bian journalistic text, determines the semantic-pragmatic peculiarities of empathy focus modality as a text-formative factor of the
Arabian social and political journalism, and also substantiates the necessity of their analysis for revealing the text modal-
subjective parameters.
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B cmamuve packpvisaemcs codepoicanue noHAmMuUs <UCKYCCMBOBEOUeCKUll OUCKYPC», HOCIYIUPYemcsi U 000CHO8bI-
saemcs e2o 0golicmeentnas npupooa. CoenacHo agmopy, Cneyuatu3upoOBaHHAs, aHeI0A3bIYHAS JEKCUKA cepbl uc-
Kyccmea 0enumcs Ha mpu epynnvl. mepMunbl, Rpo@ecCUoOHausmMbl U Cneyuaruzuposanuvle 3aumcmeosanus. Oco-
boe 6HuMaHUe YOeleHO aHAU3Y POTU UMEHU NPUNALAMENbHO20 8 PAMKAX UCKYCCMB0BEOHUECK020 OUCKYPCA U €20 OC-
HOBHbIX JICAHPOS. 2aA3eMHAsl CMAambsi, peyen3us, 0030p u AHOHC.
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AHIJIOSI3BIYHBIN UCKYCCTBOBEJIUECKHI JUCKYPC:
MMPUPOJIA M JIEKCUYECKOE HAITIOJIHEHUE®

ITy6nuxayust GbINOIHEHA 8 PAMKAX Peanu3ayuu HAyYHo20 npoekma «Poccutickast u 3anaoHoesponeiicKas MEHMaIbHOCIb
6 3epkane azvika (1945-2011 22.): kocHuoIUHZEUCIIUYECKOE U TEKCUKOZPADUUECKOE MOOCTUPOBAHUE S3bIKOBOU KAPMUHBL
MUPQA HAYYHO-UHHOBAYUOHHOU U HAYYHO-NPOU3B0OCMBEHHOU chep (I60MI0YUOHHAS OUHAMUKA, 6HYMPUSA3LIKOGbIE U
MedHChAZbIKOBbLE Koppensyuu)» (pecucmpayuonnsiil Homep 6.2102.2011), suinonnsemozo 6 coomsememsuu

¢ eocyoapcmeennvim 3a0anuem PI'BOY BIIO «llamueopckuii 20cy0apcmeennbiil IUHSBUCTNUYECKUL YHUBEPCUMent»

Ha 2012-2014 z2. (pykosodumens npoekma — OOKmop Gunonocuveckux Hayk, npogeccop O. A. Anumypados).

B HacTosmiee BpeMsi B paMKax KOTHUTUBHOTO HAIIPaBJICHUS B OTEUYECTBCHHON JTMHTBUCTHKE BCE OOJIBIIYIO TIOMTY-
JSIPHOCTH IPHUOOPETAECT TEPMHUH «IUCKYPC», B TPAKTOBKE KOTOPOTO Y YUCHBIX HET €IMHOT'O MHEHUS.

© Munerosa E. B., 2013
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YHuBepcanbHbIM sBisieTcs onpenenenne H. /I. ApyTIOHOBOH, COTJIaCHO KOTOPOMY JUCKYPC €CTh «CBSI3HBIH
TEKCT B COBOKYITHOCTH C IKCTPAJHHIBUCTHUYECKUMH (MParMaTHUYECKUMH, COIUOKYIBTYPHBIMH, MCUXOJIOTHYE-
CKHUMH | [IIp.) (paKTOPaMHU; TEKCT, B3ATHIH B COOBITHHHOM aCIIEKTE; peyb, paccCMaTpuBaeMast Kak IeJIeHapaBICHHOE
COLIMAJILHOE JEMCTBUE, KaK KOMIIOHEHT, YYacTBYIOIIMHA BO B3aUMOJEHCTBUM JIIOJEH M MEXaHM3MaX MUX CO3HAHMS
(koruuTHBHBIX mporeccax)» [6, c. 136].

[IpenmeTom aHanu3a B MpeAsiaraeMoOM CTAaThe SIBJSETCS aHTJIOS3BIYHBIM MCKYCCTBOBEIUECKUN TUCKYPC Kak CIrie-
mudmaeckas cdepa aHTIOA3BITHOTO AUCKYPCHBHOTO IPOCTPAHCTBA, XapaKTepU3yIOMasics, IOMHUMO BCETO TPOYEro,
YIOTPEOJICHUEM JOCTATOYHO crenu(uiecKoil JNekcuku. B cumy orpaHHYeHHOCTH oO0beMa IyOJHMKAIlMK IOHSTHE
«HCKYCCTBOBEIUYECKHUI IUCKYPC» MBI 3aMKHEM B pPaMKax JMCKYpCa, OCBSILEHHOTO U300pa3umenbHOMY UCKYCCINGY.

CrenyeT OTMETHTh, YTO CYIIECTBYIOT Pa3IMYHbIE MOJXOJbI K PACCMOTPEHHIO MPUPOJIBI NCKYCCTBOBEIUECKOTO
TEKCTa M MCKYCCTBOBEIYECKOI0 JUCKypca. Tak, HEKOTOpPhIE CIICIMAINCTHI, B 4acTHOCTH Y. A. JKapKoBa, TpakTyIoT
HCKYCCTBOBEIUYECKHUIA IUCKYPC KaK «aJUTIO3HI0 K Ha3BaHHIO HayKH 00 uckyccTBe» [8, c. 49-50]. [To MueHuro Hccie-
JIOBAaTeIs, aBTOP UCKYCCTBOBEAUECKONW CTATHHU, MBITASCH MCTOJIKOBATH MCKYCCTBO, CTPEMHTCS TOHATh U OOBICHUTH
CMBICII TOTO WM MHOTO MPOU3BEACHHUS, JOHECTH 10 3PUTENS MOCHUT XyJOXKHHKA, B3TJSHYTh HA MPOOIIEMY ero Iia-
3aMH, 9aCTO «IOMBICINBAsS» 33 XyI0KHHUKA.

B paborax A. Il. BynaToBoif MCKYCCTBOBEAUECKUI AUCKYPC OMpEAeIseTCs KaK «BepOaTM30BaHHBINA OIBIT MBIII-
JICHUS OTHOCHUTENHHO 00JacTH OOBEKTOB, OBITYIOMNX KaK MPOM3BENEHHS MCKYCCTBAa, OPTaHM30BAHHBIA B paMKax
CTpaTeruii BOCIPHSATHS, ABTOPUTETA, ONEHOYHOCTH M IPYTHX HCKYCCTBOBEMYECKHX CTpaTeruii» [7, c. 44].

Kak 1noka3pIBaloT NpUBENICHHBIE ONPE/IEICHHs], MHOTHE JUCKYPCOJIOTH CXOASTCS HA TOM, YTO MCKYCCTBOBEIYE-
CKHUI MCKYypC HEM3MEHHO CBSI3aH U uHmepnpemayueli, moiKoganuem, Ipu 3TOM «...TPOLECC HKCILTUKALUHA CMBICTIa
TekcTa (ero OCHOBHOM MBICIIH) 324aCTYIO HOCHT CyObeKmueHblii xapakmep» [2, c. 43].

B HameMm NOHMMaHHMH HMCKYCCTBOBEIUECKHH NUCKYPC €CThb YENeHANPAGAEeHHAS KOMMYHUKAMUGHAS Oesmelb-
HOCMb, C6A3aHHAS ¢ unmepnpemayuet npouzsederus (Wiu nPoU3geOeHuUll) UCKYCCmed, OCYWecmeisieMas ee yuacm-
HUKamu 6 (popme yCmHoll U RUCLMEHHOU peyll, 8 COOMBEMCMBUYU C NPUHAMBIMU 8 00Wecmae NPasuiamu, HOpMamu,
cmanoapmamu. VI3 onpeneneHns CleayeT, YTO YKa3aHHBIA THIT TUCKypca MPEACTaBISIET COO0H noaHoyeHHy0 KoM-
MYHUKAYUo, AMEIOIIYIO CBOIO CTICITU(HKY U HEITOBTOPUMOCTE.

l'oBopst 0 mpupoe AMCKypca HCKYCCTBOBEA, OTMETHM €€ IBOMCTBEHHBIM XapaKTep, MOCKOJIbKY KOMMYHHKA-
mus B chepe MCKyccTBa MOXKET MPOXOINTH Kak HeBepOanbHO, Tak M BepOambHO. CKazaHHOE AaeT HaM OCHOBAHHSA
BEIJICTINTH HeeepoanbvHulili UCKyccmeosedueckuii ouckype | muna n eepoanvuwlii uckyccmeogeduecKkuii OucKypc
Il muna, cooTBETCTBEHHO.

B ciyyae HeBepOanbHOM KOMMYHHKAaMU B MCKYCCTBE XYAOXKHHK KaK CO3JaTellb MPOU3BEICHNS UCKYCCTBA OT-
npaBiseT MHGOPMAIMIO, 3aIIM(PPOBAHHYIO ITOCPEICTBOM 00pa3oB, CHMBOJIOB M Jp., aJpecary B JIMIE 3pUTe-
as/kputrka. Temol U hopMoit 0603HAUEHHOTO THIIA KOMMYHHKAI[HU CITY)KUT HEMOCPEIACTBEHHO MPOM3BEACHHE UC-
KyCCTBa, BepHEe — BUJI €ro MaTepuain3aiui (II0J0THO, MO9Ma, Mbeca, CKYJIbNTYpa, GuabpM U Ap.). OCHOBHOM MOCHLT
IIPU 9TOM TepeIaeTCs IPU MOMOLIM CUMBOJIOB, 00pa30B, HKOHMYECKUX 3HAKOB.

B cuity Toro, 4To mporecc KOMMYHUKAIIMU B HICKYCCTBOBEIYECKOM JUCKypce | THa HOCUT HeBepOalbHbII Xapak-
Tep, €IMHCTBEHHO BO3MOIKHBIM KaHAJIOM CBSI3H, Ha HAIII B3TJISL, BEICTYIIACT 3pumensHoe 80Cnpusimue uH@popmayuu.

Ha stame BepOansHOM KOMMYHHKAINH B cepe UCKYCCTBa, Korna peds unet o |l tume paccmaTpuBaemMoro Hamu
JIMCKYpCa, 3PUTENB/KPUTHUK, MBITASCh MOHATH MOCHIT aBTOpa MPOU3BEICHUS MCKYCCTBA, MHTEPIPETUPYET €ro Io-
CPEIICTBOM SI3BIKOBBIX 3HAKOB (TEKCTA), «IOMBICIIHBAsI» TO, YTO HAMEPEBAJICS BBIPA3UTh MACTEP, TO €CTh aJPECaHT B
JIMTe KPUTHKA/3PUTETISI/XyI0KHIKA OTIPABISIET AEKOIMPOBAHHYIO0 HH(POPMAIHIO (TEKCT) ajpecary, B KauecTBe KO-
TOPOTO BBICTYIAET YUTATEINh, BEPOATEHO BO3ACHCTBYS Ha €ro IMICHXUIECKOE M SMOIIMOHAIBFHOE cocTosgHue. OUueBua-
HO, YTO QH2A0A3bIYHBIM NPU MAKOM NOOX00e Modicem Dblmb MobKo Uckyccmeoseoyeckuil ouckype || muna.

[Monmaraem, 4To KITFOYEBEIM MOMEHTOM JIJIsl IPEJCTABICHHBIX TUIOB AMCKYPCa HCKYCCTBOBE/A SIBISETCS OIICHKA
TOTO WJIM MHOTO SIBJICHHS WK MPEMETa, OIHAKO 37IeCh HEOOX0IMMO BHOBb Pa3rpaHUYUTh YKa3aHHBIC THITBI KOMMY-
HHKallMH, TIOCKOJIbKY MEX/ly HUMH €CTh CyIIeCTBeHHas paszHuna. Ecin Ha sTane HeBepOaJbHOTO OOIIEHHMS OLIEHKA
CBOJIMTCSI JIWIIb K 3PUTEIHLHOMY BOCIPHSATHIO (KpaCHMBO/HEKPACUBO, HPaBUTCs / HE HPABWUTCS), TO OLEHKA, Mepe/a-
BaeMasl SI3bIKOBBIMH CPEJICTBAMH B paMKax BepOasibHOro oOlIeHHs B chepe NCKYCCTBA, HOCUT OoJiee pariMOHAIBHBII
xapaktep. B kaure O. A. AmmmypaznoBa, M. A. KapaTeIioBo#, MOCBSMIEHHON aHAIN3y KOMIUIMMEHTApHOTO pede-
BOTO TOBEJCHUS MYKYHH M JKSHIIUH, HAXOINM HEKOTOPBIE COOOpa’keHMs OTHOCHUTEIHHO MPHUPOIBI OICHKH, MOJ-
TBEP)KAAIONINE HAITy MBICIB. «B IIEPBOM CIIydae OHAa HOCHT HEOCO3HAHHBIN XapakTep, HPOSBIsA ceOsl B UyBCTBE
YAOBJIETBOPEHHS U HEYJIOBIECTBOPEHHUS, BO BTOPOM — OCO3HAHHBIN, TaK KaK MOAPOOHO OCMBICIMBAETCS W OI[CHHUBA-
€TCSI 3HAYMMOCTH, TIOJIE3HOCTh, BAKHOCTH WIIH, HA000POT, GECIIONE3HOCTh MPEIMETa, MOCTYIKA, COObITHs» [3, C. 47].

PaccmaTpuBast mpupoy COBPEMEHHOI'O aHTJIOSN3BIYHOIO MCKYCCTBOBEIYECKOTO JIMCKYpCa, HENb3sl He 3aTPOHYTh
mpoOJIieMy ero »KaHPOBOW BapUaTUBHOCTU. Ha Hamn B3risij, CIpaBeIMBBIM MPEICTABISCTCS YTBEPIKICHHE O TOM,
YTO B paMKax BepOajbHOI'0 MCKYCCTBOBEIYECKOTO IHCKypCa CYIIECTBYIOT ONpE/EJICHHbIE JKaHPbhl TEMAaTHYECKHX
TEKCTOB, IOHMMaeMble HAMU KaK OIpe/iesieHHbIe (OpMBI peueBOro B3anMOAEHCTBHSI KOMMYHHKaHTOB, Pealn3yeMble
B KOHKpPETHOHU cuTyanuu. Kak M3BECTHO, CyIIECTBYIOT pa3IniHble KPUTEPHH, TTOJIOKEHHBIE B OCHOBY TOM MJIM MHOM
KiaccuduKauy *KaHpoB. B KOHTEKCTE HAIIEro MCCIIEJ0BAHUS MBI BBIJIEISIEM HECKOJBKO XKaHPOB ANCKYpCca HCKYC-
CTBOBEJIA TI0 PSIY KPUTEPHEB: MO (GYHKIIHOHAIEHOMY MpU3HaKy (chepa IprMEHEHUS U BO3JICHCTBHE Ha ajapecara) u
10 COMEepKaTeIbHOMY TIPU3HAKY (JIEKCHYECKasi HAIONHIEMOCTh M SI3BIKOBOE pasHooOpasue TekctoB). K gmeny oc-
HOBHBIX J)KaHPOB MBI OTHOCHM CJIETYIOIHE: Ta3eTHAS CTAaThsl, PEIeH3Us, 0030p 1 aHOHC.

B pamkax HacTosmel CTaThH PacCMOTPUM CHENHANTN3WPOBAHHYIO JIEKCHKY aHTIIOS3BIYHOTO HCKYCCTBOBEIUC-
ckoro muckypca |l Tima B koHTEeKCTE 0003HAUEHHBIX KaHPOB. OTMETHM, UTO CIEIMAIHN3UPOBAHHYIO JIEKCUKY ChEepHI



116 M3patensctBo «[ pamoTa» www.gramota.net

HCKYCCTBa MBI JICIUM Ha TPU TPYIIBL a) TEPMUHBL; 0) MPpodecCHOHATN3MBI; B) CHEHATH3NPOBAHHbBIC 3aUMCTBOBA-
nust. [pu pa3paboTtke naHHON Kiaccu(UKAMU MBI PYKOBOACTBOBAIMCH HEKOTOPBIMU COOOpaskeHUsIMH. Bo-TiepBbhIX,
K YHCITY TEPMUHOB MBI IPHYHUCIIIEM JIEKCHISCKUE SAMHMIIBI, YXKE CYIIECTBYIOINE UM 00pa30oBaHHbIE BIIEPBHIE, UC-
[10JIb3YEMBbIE€ MPEUMYIIECTBEHHO [JI1 HAaMMEHOBAaHUs TEUYEHUSA, HANIPaBJICHUA, HHCTPYMEHTApUs B UCKYCCTBE, Tpe-
Oyromme 4eTKyI0, JIOTHIHYIO Ae(UHHUINI0 U UMEIOIINE TaKOBYIO. BO-BTOPHIX, MpodeccnoHanm3Mbl BKIIIOYAIOT B Ce-
051 3HAYUTEIBHBIN MO0 00BEMY KOPIYC JIEKCHIECKUX CIMHMUII, OTHOCIIINXCSA K chepe UCKycCTBa, TeM HEe MeHee, He
TpeOyIOmuUX CTPOroil NePUHUINH, TTOCKOIBKY B OOJBIINHCTBE CIIydaeB pedyb WAET O 3HAKOMOW M MOHSATHOHN IIHPO-
KHM MaccaM eIWHHUIlE s3bIka. HakoHer, B-TpeThHX, HECMOTPS Ha TO, YTO B MHUpPE MCKYCCTBa OBITYIOT TEpPMHUHEI-
3aUMCTBOBAHUA, Mbl paCCMAaTprUBacM 3aUMCTBOBAHUA KaK OTACIbHYIO JICKCUKO-CEMAHTUYCCKYIO I'DYIIILY, 00BACHSL
9TO 4aCTOTHOCTBIO yHOTpeGJ’IeHI/Iﬂ H OOJIBIINM HUHTEPECOM K MHOS3BIYHOH JICKCUKC, NEMOHCTPUPYEMBIM aBTOPpaAMU
HUCKYCCTBOBEAYECKUX TEKCTOB. Ha nam B3rJId4d, HAMEPEHUEC KPUTUKAa BHOBb MU BHOBb HCIIOJB30BATHL MHOA3BIYHYIO
JICKCUKY 00bsCHSIETCS paaoM l'IpId‘II/IH: aBTOP TEMATHUYCCKOTO TEKCTAa IO HMCKYCCTBY MbITACTCA CACIATh AKLUCHT U
NOAYCPKHYTh 3HAYUMOCTL U HE3BIOIEMBIN ABTOPUTCT CTPAHBI-POJAOHAYAJIBbHUIIBI TOTO UJINW UHOT'O SIBJICHUA B UCKYC-
CTBE, KPOME TOI'0, OH MOXKET CTPEMUTLCA OTO6pa3I/ITL HOBYIO TCHACHIIUIO, TOCIIOACTBYIOIYIO B COBPEMCHHOM MHUPE,
B COOTBETCTBHUHM C KOTOPOW MOJHO HCIIOJB30BaTh CIOBA WHOCTPAHHOTO MPOUCXOXKIEHUS, MPHUOOpPETAIoNINe BCE
60J'IBH.IYIO TOITYJIAPHOCTD M 3a9aCTYHO0 BBRITCCHAIONINE NCKOHHBIC JICKCHIECKNE €AUHNIBI B A3BIKE.

HonaraeM, YTO JIOTMYHO Ha4YaThb 0630p C TCPMHUHOB C(l)epI)I HCKYCCTBa, B IIpOLECCC aHaIM3a KOTOPBIX OC06YIO CH-
HOCTb ¥ 3HAUUMOCTh TIPHOOpETaeT ceMaHTHIecKas KilacCu(UKaIus TePMUHOB, ipeaoxernas O. A. ATUMypagoBbIM,
M. H. Jlaty, A. B. Pa3nyeBbiM. [lo MHEHUIO y4YEHBIX, BCAKHI TEPMHUH UMEET CEMaHTUYECKYIO CTPYKTYpPY, HEOJHO-
POIIHYIO IO CBOEH MPHUPOJE, B KOTOPOU MPUCYTCTBYET «sAepHAs 00IacTh», TIOHUMaeMas KaKk «CEMaHTHIECKOE S/IPO
TEpMHHA, YacTh, Ha KOTOPYIO MPUXOJHUTCS OCHOBHAs NOHATHHHAs Harpys3ka», W «mepudepuiiHas obiacTb, c000-
IIAKOIIAs JOMOJHUTEIbHYIO CEMAaHTUUECKY0 HH(popManuio» [4, ¢. 30]. Uccnenys TEpMHHOCHCTEMY HAHOTEXHOJO-
TH, aBTOPBI BBIIEISIOT OJHOSIIEPHBIE TEPMUHBI, COCTOSILIKME U3 OJHOTO s/Ipa, ABYSJAEPHBIE TEPMUHBI, a TAKXKe €aU-
HHIIBI, TIOIPa3yMEBAOLIME HAINYNE CEMaHTHIECKOro sapa u nepudepun [Tam ke, ¢. 31-32]. OueBuaHO, 4TO AaHHAS
KJ'IaCCI/I(l)I/IKaIII/ISI BIIOJIHC IPUMEHUMA K TCPMHUHOCUCTEME C(bepm HCKYCCTBAa, O KOTOpOﬁ JaJjiee HOﬁﬂeT pCUb.

AHanu3 MaTepuala BEIOOPKH MMOKa3ajl, YTO BCE YKa3aHHbBIE KaHPhI OTMEUEHBI YITOTPEOIICHHEM TEPMHUHOB, OJTHA-
KO UX YaCTOTHOCTb BApbUPYCTCH.

Tak, Jaile BCero TEpMHUHBI HCIIOJB3YIOTCS B 0030pax (33,6% B Macmrabax BeIOOpKH). [IpuBeneM mpumMep:

1) Cubism was sparked in 1907 by Pablo Picasso and Georges Braque, and is one of the most potent art move-
ments of the 20th century. The cubists were inspired by painters like Georges Seurat, Fauves, and Paul Cézanne as
well as by African sculpture as you can see in many of Picasso’s works. Cubist artists believed in breaking up a sub-
ject matter, analyzing it, and then reassembling it in abstract form. Instead of depicting an object from one angle,
cubist artists were able to paint an object from multiple angles at the same time in order to represent an object in the
most complete way possible. There were three main stages to the development of the cubist movement: Facet
Cubism, Analytic Cubism, and Synthetic Cubism [12].

31eck MBI OTMEYAeM HaIWYWe Ha3BaHHWU TeueHHUil n HampaeieHuid B uckycctse (Cubism, Facet Cubism, Analytic
Cubism, and Synthetic Cubism), xoTopble MOIYEPKMBAIOT B TEKCTE KOMIIOHEHT HAYYHOCTH, IPHU ITOM TEPMHUH
Cubism siBrsieTcst oqHOsAEpHBIM, a TepmuHbl Facet Cubism, Analytic Cubism, and Synthetic Cubism — o6pa3ist
CIIOKHOCTPYKTYPHBIX TEPMHUHOB, OTMEYEHHBIX HAMUHEM sIepHBIX oOnacreii Facet, Analytic, Synthetic u mepude-
puiHBIX obnacTel, peaquzyembix Jekcemorr Cubism. AKueHTHpyeM BHUMaHHE Ha TOT (akKT, YTO MPEACTABICHHbBIC
TCUCHHA U HaIlIpaBJICHUSA NCKYCCTBa 06paBOBaHI:-I C Y4aCTUEM HMMCH IpUIaraTCJIbHbIX, UTPAIOIIUX BaXXHYIO pPOJIb B
KOHTCKCTC, MMOCKOJIbKY C MMOMONIIbIO UMCH MPUJIAraTCJIbHBIX dBTOP TCKCTA NEPEAACT KIHOYCBYIO I/IH(l)OpMaIII/IIO u oII-
penensier 0COOEHHOCTH TOTO MIIM WHOTO HampasiieHus. Tak, Hanpumep, Tepmun Analytic Cubism moapasymesaer
I[eTaJ'H:HI;Iﬁ aHaJIn3 BCCX KOMIIOHCHTOB U OTACJIBbHBIX aCIICKTOB ITPOU3BCACHUA HCKYCCTBA, O YCEM CBUACTCIILCTBYIOT
ero crnoBapusle aehunnium; analytic — separating something into component parts or constituent elements [13].
B ocnose Tepmuaa Synthetic Cubism, Hao6opoT, 3an0xeHa Haes 0 BOCCO3AaHHH LIEIOro Mpou3BeacHus / 00pasa 1o
€ro 4acTsAM M KOMIIOHEHTaM, YTO IOATBEPKIAETCS COOTBETCTBYIOMIMMH Aebunumsamu; Synthetic — involving the
composition or combination of parts or elements so as to form a whole [Ibidem].

BTOphIM M0 9acTOTHOCTH YIMOTPEOICHUS TEPMUHOB SBJISCTCS JKaHP PEICH3UH, HA JIOJI0O KOTOPOU MPUXOIUTCS
27,2% ot o01iero Koau4ecTBa TEPMUHOB B BEIOOpKe. OOpaTHMCS K IpUMeEpYy:

2) Whistler invented a monogram signature - a stylized butterfly based on his initials - and always placed it de-
liberately as a compositional element, not just a maker's mark. His devotion to overall harmony extended to interior
decoration, furniture, and the design of frames and even entire exhibitions. He became a central figure in the Aes-
thetic movement, which was founded on the philosophy of “art for art's sake” and emphasized artistic principles,
elevated taste, and creative eclecticism in the conception and production of furniture, metalwork, ceramics and
glass, textiles and wallpaper, and other objects. He was also an influential printmaker [14].

MpbI BHOBH OOHApY)KHBAcM Ha3BaHHS HAINIPABICHUN M TEXHUK B (PUIOCO(UHU U UCKYCCTBE (monogram signature,
Aesthetic movement, eclecticism), o6pa3zoBanHbie ¢ yuacTHeM UMeEH npuiiarateibHbsix (Mmonogram, Aesthetic), mpu-
JIAIOIMX TEKCTY HAYYHBIA XapakTep. 37ech MBI MOKEM CKa3aTh, YTO MM MPHJIAraTelIbHOE PENPE3CHTHPYET sIep-
HYIO o0JacTs B YKa3aHHbIX TEPpMHHAX, NOCKOJIbKY MMCHHO Ha UMM MPUJIAraTCJbHOC MPUXOJUTCA OCHOBHAs IMOHA-
TUHHAS Harpyska B TCKCTEC, a OIPEACIACMbIC UMHU UMCHA CYHICCTBUTECIIBHBIC BBITIOJIHAIOT HOMUHATUBHYIO (I)YHKI_II/IIO,
co0011Ias JONOIHUTENbHYIO HH()OPMALIUIO B IIPEICTaBIEHHOM (pparMeHTe Hay4yHOI KapTHHBI MUpa.

TpeThIo MO3UIIKIO 3aHUMAIOT Ta3eTHbIE cTaThu (23,4% B Hallel BEIOOPKE), pACCMOTPUM IIPUMEDP:

3) Filipino artist Vicente Manansala even developed his own cubist movement, Transparent Cubism, replacing the
shaded flat planes of the European cubists with a similar network of semitransparent planes, as in “Conquistador” [9].
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B JAHHOM KOHTEKCTC Mbl BHOBb AKHCHTHUPYEM BHUMAHHWE HA TOM, YTO IMPEACTABICHHBIC TECPMUHBI HCKYCCTBOBEC-
nenus (Transparent Cubism, semitransparent planes, cubist movement) co3maroTcst Ipy OMOIIK UMEH MpUIaraTesb-
HBIX, CEMAHTHKOH KOTOPBIX MEPEIArOTCsI CYTh M COJIEPKaHUe TOTO WIIM MHOTO SIBJICHHUS B MCKyccTBe. FiIMeHHO 000-
3HAYCHHBIC NPUJIAraTCIbHbIC HECYT CMBICIIOBYIO HAIrPY3KY B TEKCTEC, TaK KaK OMNPCACTISACMbIC UMU CYIIECTBUTCIILHBIC
(Cubism, planes, movement) ciryskat JuIib 11 HOMAHAIMHA YaCTH HAyYHOTO MOHATHS. OYEeBHIHO, YTO B pacCMaTpH-
BacMoM (parMeHTe mpuiarateibHbie transparent u semitransparent_BrICTYIAIOT_KIIOUCBBIMHU 3JeMEHTaMH (saep-
HBIMH 00JIACTSAMH) COOTBETCTBYIOIINX TEPMHUHOB, IIOCKOJIBKY OHH XapaKTEPU3YIOT CYTh U COJEpKaHue (peHOMEHA B
HCKYCCTBE, 3aKJIFOYAIOICTOCH B CIIOCOOHOCTH OTpaKaTh U N€pe€aaBaThb CBET, O YEM CBUACTCILCTBYIOT UX I[C(l)I/IHI/IIII/II/I:
transparent — having the property of transmitting light without appreciable scattering so that bodies lying beyond are
seen clearly; fine or sheer enough to be seen through; semitransparent — imperfectly or almost transparent [13].

Ha 4eTBepTOM MECTE IO YACTOTHOCTH HMCIOJIB30BAHUS TEPMHUHOB HaxomastTcs aHoHcsl (15,8% Beibopku). OTMe-
THM, 9TO TIPH aHAJIM3e MaTeprasia BEIOOPKH MPUMEHHUTEIHHO K aHOHCaM HaMU Oblia oOHapyXeHa CIeAYyIomas 3aKo-
HOMepHOCTL: KopItyC TCpMI/IHOHOFI/IquKOﬁ JICKCUKHU B aHOHCAX, KaK IMpaBUjI0, HOMUHUPYET TCUCHU U HAIIPABJICHUA
B HCKyccTBe. Hampumep:

4) The Joan Miry exhibition at Tate Modern will draw attention, once again, to one of the 20th century's most
famous art movements: surrealism. As a young artist from Catalonia coming to Paris, home of the surrealist move-
ment, Miry absorbed its ideas and became one of its most brilliant artists. In its time, surrealism was seen as amoral,
disgusting and extreme because it claimed to make art from the stuff of dreams [10].

B npuBeneHHOM mpuMepe oTMeYaeM HalTMYKe Ha3BaHMil HANPaBJICHHUH U JBIKCHUH B nckyccTBe (Surrealism, sur-
realist movement), oGpa3oBaHHBIX, B TOM YHUCJIE, M C YYACTHEM MMEHH IIpHiIaraTeJpHoro surrealist, BeicTymarolero B
Ka4€CTBC CEMAHTUYCCKOTI'O A/1pa, Ha KOTOPOC MPUXOAUTCA OCHOBHAA CMBICJIOBAs Harpy3ka 0003HaYE€HHOT'O TCPMHHA.

Taxum 06pa3oM, MBI IPUXOJMM K BBIBOZY O TOM, UTO B IIpe/ieNiaX TEPMHUHOCUCTEMBI HCKYyCCTBAa (DYHKIIMOHUPYIOT
JIBa TUIIa TEPMHUHOB. OJHOSJICPHBIC U sAEepHO-TIepU(epHiHbIe, U P 00pa30BaHUM MOCIECAHNX BAXKHYIO POJIb UIrpa-
0T UMCHA IPUJIAaraTCiIbHBIC, BRICTYIIAIOUINE, KaK ITPAaBUJIO, B KAYCCTBC ﬂI[GpHOfI 00J1aCTH TOTO HJIH WHOT'O TECPMHUHA U
NEepeaAolIie €ro NOHATUHHYIO HATPY3KY.

T'oBopst 0 cienManbHON JEKCUKE UCKYCCTBA, CIMTAEM HEOOXOMUMBIM Pa3JeNIuTh TEPMUHBI U TIPOHECCHOHATN3-
MbI, IOCKOJIBKY MCXKAY HUMHU €CTh CYHICCTBCHHAs pa3HUIIA. TepMI/IH paccMaTpuBa€TCd MHOIT'MMHU YYCHBIMU KaK JICK-
CHKO-CEMaHTHYECKas eInHuIa (CJIOBO MM CIIOBOCOYETAHHUE), «...KOTOPas CYLIECTBOBANIA B A3bIKE PAHBIIE WU ObI-
Jia CIiI€UaJIbHO CO3aaHa. I[aHHaSI €AUHHULA. .. 06J1a,uaeT JICKCUYCCKHM 3HAUCHHCM, BbIPpA’KCHHBIM 1100 B CIIOBECHOU
(hopme, WK ke B ompeaeaeHHoM GopMmanu3oBaHHOM Buae» [5, ¢. 39]. B To BpeMs Kak TEpMHHBI IOAPAa3yMEBAIOT
HaJIU4ue KpaTKOﬁ, IlOCTyHHOﬁ H YETKOH Ile(l)I/IHI/IIII/II/I OTACJIBHO B3SATOI'0 HAY4YHOI'O IOHMATUA, HpO(i)eCCI/IOHaJ'II/BMLI,
XOTSI X OTHOCATCS K cpepe NCKYCCTBA, BKIIOYAIOT JICKCHUKY, TIOHATHYIO H HCIIOJIb3yeMYIO ITUPOKUM KPYTOM HOCHTE-
el OIPCACIICHHOI'O A3bIKa, 4 HE TOJIBKO HpO(l)eCCI/IOHaJ'IaMI/I B I[aHHOﬁ KOHerTHOﬁ obiacrtu.

W3 sToro ciemyer, 4To OCHOBHBIMH KPUTEPUSIMHU, CBUIETEIBCTBYIOIIMMH O PE3KOM OTIMYUH TEPMHHOB M TIPO-
(1)€CCI/IOHaJ'H/I3MOB, BLICTyrIa}OT: C(bepa HCIIOJIb30BaHUA HCKyCCTBOBC}I‘{CCKOﬁ JICKCUKH U CTCIICHb OCBEAOMIJIICHHOCTHU
B BOIIPOCAxX UCKYCCTBA, IEMOHCTpUpyeMas yYaCTHUKAMU KOMMYHUKALAU.

HepexozmM K aHaJiu3y l'[pO(l)CCCI/IOHaJ'H/BMOB, 3a(1)I/IKCI/IpOBaHHI)IX B YKa3aHHBIX JKaHpax. HauGonee yacToTHEI
JIAHHBIE JIEKCHYECKUE eAUHMIBI B perensu (32,4% TeKCTOBOrO yHoTpeOIeH s B BHIOOPKE), HAIPUMED:

5) The remarkable career of Henri Matisse, one of the most influential artists of the twentieth century, whose sty-
listic innovations (along with those of Pablo Picasso) fundamentally altered the course of modern art and affected
the art of several generations of younger painters, spanned almost six and a half decades. His vast oeuvre encom-
passed painting, drawing, sculpture, graphic arts (as diverse as etchings, linocuts, lithographs, and aquatints), paper
cutouts, and book illustration. His varied subjects comprised landscape, still life paintings, portraiture, domestic and
studio interiors, and particularly focused on the female figure [14].

B nanHom ciydae cnoBocoduetanus (Stylistic innovations, domestic and studio interiors, paper cutouts), o6paso-
BaHHBIE C yyacTHeM MMeH mpuiaratenbubix (Stylistic, domestic, studio, paper), o6cnyXuBarOT KOMMYHHKAIHIO B
ctepe UCKYCCTBa M HE SIBIIIOTCS TEPMHHAMH, MTOCKOJIBKY HE 00JIAHaloT Crelu(pHIECKUM HaOOPOM XapaKTEePUCTHK
TCpMHHA, a HUMCEHHO: TOYHOCTBIO, KpPAaTKOCTbHIO, OAHO3HAYHOCTHIO, OTCYTCTBUEM CHUHOHHUMOB U JP. Mgl oTHOCHM
HpeHCTaBHeHHHﬁ pAx JEKCUYCCKUX €AWHUI] K ITUIACTY HpO(l)eCCI/IOHaJ'H/IBMOB, TaK KaK OHHM NEpCaaroT TC WU UHBIC
TOHATHUS, KOTOPBIC HC SBJIAIOTCA CHGIII/I(i)I/I‘IHBIMI/I JJIA OHpe}IeJ’IeHHOﬁ obnactu 3HaHUA, a UX COOTHECCHHOCTb C UC-
KYCCTBOM JIUKTYETCSI 1 OCO3HAETCS B KOHKPETHOM KOHTeKcTe. O. A. AJTMMYpasoB CIIPaBeIIuBO TOBOPUT O TOM, UTO
«...yr[OTpeﬁJlﬂeMLIe roBOpsAIIUM B pa3HOO6pa3HbIX KOHTCKCTaX JICKCEMbI MOT'YT N€pEAaBaTh, KOPCABABIATL» CIIYy-
IarImeMy TOT UINU WHOU CMBICII, BO3HHK2HOH.IPII>1 Y HUX Ha OCHOBEC M 3a CUCT aKTyaJIM3allhiH, BEIBCACHUA Ha HepBLIﬁ
IUIaH TOTO MJIM MHOTO achekTta 3HadeHus» [1, c. 7].

Jlasee pacronararoTcs ra3eTHbBIC CTaThU, Ha OO KOTOPBIX mpuxoautcs 26,9% marepuana Beioopku. OOpaTum-
¢s K IpUMepYy.

6) “La Place St. Georges,” a pastel cityscape with people falling under a tree in full looming glory, has not been
seen in public for more than 50 years... [9], roe npunaratensHoe pastel siBnsieTcs CrEUUANBHBIM CIIOBOM B PaMKax
JIUCKypCca UCKYCCTBOBEA.

TpeThe MeCTO 3aHUMAET UCKYCCTBOBEMIECK il 0630p (22,3% B Macmrtabax Hariel BIGOPKH):

7) Leonardo explores the possibilities of oil paint in the soft folds of the drapery, texture of skin, and contrasting
light and dark. The deeply receding background, with its winding rivers and rock formations, is an example of his per-
sonal view of the natural world: one in which everything is liquid, in flux, and filled with movement and energy [14].

3neck MBI 0TMeuaeM, 4to cioBa Oil, light and dark oTHocsITCS K TIACTy CHEUHANBHBIX CIOB HCKYCCTBA, OJHO-
BPEMCHHO BbBIXO JAJICKO 3a €I0 I'paHUIIbI.
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Ha lIeTBepTOI‘/’I NO3UIU pacrojiaratorcd aHOHChI, UMCIOIINE CPAaBHUTCIIBHO CKpOMHLIﬁ I10Ka3aTeib I10 BBI60p-
ke (18,4%), nampumep:

8) A group of vibrant color printsfrom the late 19th and early 20th centuries associated with children's imagery is on
exhibit, in addition to a selection of color woodcuts that celebrate the summer landscape prints by twentieth-century Eu-
ropean and American artists such as Cyril B. Power (1874-1951) and Margaret Patterson (1867-1950) [Ibidem].

B mamHOM (pparmeHTe MBI BHOBH TOBOPHM O TOM, YTO OOMICYNOTpeOHUTEIbHBIC JIEKCHUSCKHe eauHuIBI (Color,
landscape) ciykaT crienuanbHBIM S3bIKOBBIM MAaTEPHAIOM HCKYCCTBOBEIYECKOTO UCKYpCa.

Haxonern, pazbepem 3aMMCTBOBaHUS, IPUCYTCTBYIONTNE B 0003HAYCHHBIX JKaHPaX.

Cne,uyeT OTMETHUTD, YTO MHOA3bIYHAA JICKCUKA BECbMa YaCTOTHA B PCLCH3UAX U Ia3C€THBIX CTAThAX C IMOKa3aTe-
ssiMu 110 BbIOopke 34,3% u 29,7% coorBercTBeHHO. [IpHBeieM nHIIb HEKOTOPBIE IPHUMEPHI:

9) The Venetian Giovanni Battista Tiepolo (1696-1770) was arguably the greatest painter of eighteenth-century
Europe and the outstanding first master of the Grand Manner. His art celebrates the imagination by transposing the
world of ancient history and myth, the scriptures, and sacred legends into a grandiose, even theatrical language. His
art, with its genial departures from convention and its brilliant use of costumed splendor, celebrates the notion of
artistic capriccio and fantasia. In his hands, the informal oil sketch (1977.1.3) was raised to a primary art form, wor-
thy to be collected alongside his finished paintings [Ibidem] u

10) This intimate museum is celebrating its 20th anniversary with an exhibition called Picasso: la passion
du dessin. Passion is the most just for this most accessible of all great collections of modern art. The living perso-
nality of Picasso, his love, anger, humour and sympathy, is so forceful here that all those “-isms” suddenly become
palatable, as you follow a chronological path that leads through Picasso's youthful flirtation with fin-de-siécle sym-
bolism, his invention of the 20th-century's decisive movement, cubism, and his centrality - which historians have not
quite taken on board - to surrealism [10].

B peuensun ([Ipumep 9) otMedaem (GakT UCIONB30BAHUS HHOS3BIYHON JEKCHKU, a HMEHHO, 3aMMCTBOBaHUI 3
UTANBSHCKOTO si3bIKa (Capriccio, fantasia), uto ciywuT eie OJHUM TTOATBEPXKICHHEM HICH O BHICOKOW aBTOPHTET-
HOCTH, 3HAYMMOCTHU U BJIMAHHUU UCKYCCTBA Hranun.

B pamkax razernoii crateu ([Ipumep 10) Hamu 3aduKcHpOBaHO yHOTpeOICHHE 3aHMCTBOBAaHHH U3 (hpaHIly3CKO-
ro sieika (la passion du dessin, fin-de-siécle), ocymecTBasIOIMX KOMMYHHKAIIHIO B Chepe UCKYCCTBA M HUCITONb-
3YEMBIX I MEPEAavn YHUKAJIbHOCTHU W HETIOBTOPHUMOCTH TOTO WJIM HHOIO SBJICHHUSA, B 3apOXIACHHUU KOTOPOIO
®paHius ceirpalla 1ajieko HE TMOCJIEIHIOK posib. BHOBh OTMedaeM, YTO B KOHTEKCTE PACCMOTPEHHSI MHOS3BIYHOM
JIEKCUKH JIOTTYCTHMO WCTIOJIb30BaHHE MMEHH TIpHiIaraTenbHoro. Tak, nmpuiararenbroe fin-de-siécle ompenenser cy-
niecTBUTENBLHOE Symbolism, crosiiee B MOCTIIO3UIIUH.

Cne/:[y}oumM 10 YaCTOTHOCTH YHOTpe6.TI6HI/I§I 3aMMCTBOBAHUH SBIISICTCS AHOHC, Ha JOJIFO KOTOPOTO MPUXOAUTCHA
(20,4% s13p1K0BOTO MaTepuaa BEIOOPKU), PACCMOTPHUM MIPUMED:

11) Impressionism, Fashion, and Modernity will present a revealing look at the role of fashion in the works of the
Impressionists and their contemporaries. Some eighty major figure paintings, seen in concert with period costumes, ac-
cessories, fashion plates, photographs, and popular prints, will highlight the vital relationship between fashion and art
during the pivotal years, from the mid-1860s to the mid-1880s, when Paris emerged as the style capital of the world.
With the rise of the department store, the advent of ready-made wear, and the proliferation of fashion magazines, those at
the forefront of the avant-garde - from Monet, and Renoir to Baudelaire, Mallarmé, and Zola - turned a fresh eye to con-
temporary dress, embracing la mode as the harbinger of la modernité. The novelty, vibrancy, and fleeting allure of the
latest trends in fashion proved seductive for a generation of artists and writers who sought to give expression to the pulse
of modern life in all its nuanced richness. Without rivaling the meticulous detail of society portraitists such as Tissot or
Stevens or the graphic flair of fashion plates, the Impressionists nonetheless engaged similar strategies in the making
(and in the marketing) of their pictures of stylish men and women that sought to reflect the spirit of their age [14], rne
crosa la mode, la modernité npezacrapisior coboit 00pasibl HHOAZBIYHON JIEKCHUKH.

Hakogel1, 00630p UMeeT camblil HU3KHUii oKa3aTesb B BeIOopke (15,6%). O6paTtuMcs K KOHTEKCTY:

12) Marc Chagall was an enormously popular 20th century painter, revered by the public for his rooftop fiddlers,
biblical lore, upside down lovers and fanciful visions of Jewish shtetl life in the Old Russian Empire [11].

OueBuaHO, 4To cioBo shtetl xapakrepusyer 006pa3 KHU3HH, CBOMCTBEHHBIN ONMPEACICHHON STHUYECKOW TPYIIIe,
TIoA4Y€pPKUBast, TEM CaMbIM, €TI0 YHUKAJIIbHOCTbD.

KpOMe TOTO, ITPHU aHAJIM3€ TEKCTOB HA MPECAMET HUCIIOJIB30BAHUA 3aMMCTBOBAHHH MBI 06H&py>I(I/IJ'H/I CIIEAYIOIIYHO
BaKOHOMepHOCTB: 3aMMCTBOBaHHAas JIEKCHUKA, KaK IIPaBUJIO, BBIACIIACTCA rpacbnqecm/l. HonaraeM, YTO aBTOP HUCKYC-
CTBOBCZ[‘IGCKOﬁ CTaTbM YMBIIJICHHO BBIACIIACT WHOAZBIYHYIO JICKCUKY C ICIBIO INPUBJICYb BHUMAHHUE YUTATEISA U
paccTaBUTh HCO6XO,Z[I/IMBIC AKICHTHI.

Ctporve paMK{ HACTOSIICH CTAThU TO3BOJISIOT HAM PacCMOTPETh JIUIIb HEKOTOPHIE acleKThl (heHOMEHa JWC-
KypcCa UCKYCCTBOBEAa, NPECACTABUTH O6IHI/II71 0630p €ro JIEKCUYECKOH HaITOJIHIEMOCTH. O‘IGBI/I,HHO, YTO A3bIK KaK OU-
HaMH4YHO pa3BHBaIOH1PII>iCH OpraHuiM, U A3bIK UCKYCCTBA HC SBJIACTCA MUCKIHOYCHUEM, NOCTOSIHHO NPETEPIICBACT U3~
MCHCHUS, IOIIOJHAACH HOBOH JIEKCHUKOM. CTapaHI/ISIMI/I ABTOPOB UCKYCCTBOBCIAUCCKUX TEKCTOB OCO6yIO nonyJjdap-
HOCTbH U OCTPOTY 3BYYaHUA HpI/I06peTa}0T MPUMEPHLI CJIOBOTBOPUCCTBA, KOTOPLIC B MOCICAYIONIEM NPOYHO BXOJAT B
JICKCUKOH MCKYCCTBOBC/Ja U BBLICTYNAIOT CHEUUAJIBHBIM SA3BIKOBBIM MAaTEpUaAIOM, CIYKalllUM Jid nepeaadun I/II[CI71 u
OTHOUICHUA KPUTHUKA K TOMY WJIIM MHOMY SBJICHUIO B cq)epe HCKYCCTBaA. Hoxa3aTem,Ho, qTOo HOZ(O6HLIe HU3MCHCHUA
IIPOUCXOOAT MTPU AJOCTATOYHO AKTUBHOM YYaCTHHW MMCHU NPUIArarcJIibHOTO, MPEAMETAa HAIINX HMCCICIAOBATCIBCKUX
HUHTEPECOB, C IMMOMOINBIO KOTOPOTO TEMATUYECKUEC TCKCThI HpI/IO6pCTa}0T CBOCT0O poaga «KM3IOMHUHKY>» — OLHCHOYHOCTD,
SIPKOCTh U HEBEPOSITHYIO SKCIIPECCHIO.
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B€3YCJ'IOBHO, I/ICKYCCTBOBCL[IICCKI/Iﬁ AUCKYPC Kak yHI/IKaJ'ILHHﬁ THII KOMMYHUKaIINH, I/IMGIOIIII/Iﬁ CBOIO CHGHI/I(l)I/IKy u
HETIOBTOPUMOCTD, Tpe6yeT Oosee JACTAJIBHOT'O U T. .]'Iy6OKOF 0 aHaJIn3a CO CTOPOHLI y'-IeHLIX-(l)I/IJ'IOJ'IOI‘OB 1 UCKYCCTBOBC/IOB.
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ENGLISH-LANGUAGE ART CRITICAL DISCOURSE: NATURE AND LEXICAL CONTENT

Miletova Ekaterina Vladimirovna
Pyatigorsk State Linguistic University
katemiletova@rambler.ru

The author reveals the content of the notion “art critical discourse”, postulates and substantiates its dual nature, asserts that the
specialized English language vocabulary of the art sphere is divided into three groups: terms, professionalisms and specialized
borrowings; and pays special attention to the analysis of adjective role within the framework of art critical discourse and its main
genres: newspaper article, critique, review and preview.

Key words and phrases: art critical discourse; nonverbal discourse; verbal art critical discourse; genre; term; professionalism;
borrowing.

YK 811.161.1
dunosiornyeckne HAyKn

Cmamus nocesawena akmyaibHoll Ha ce200HAWMNUL Oenb npobieme konyenma. Ha ocnosanuu ananuza npouseede-
nutt @. M. Jlocmoesckozo, a makace npueieyeHuss pasiuyHbix munog ciosapell yCmandaeiuedaemcs, Yymo KoHyenm
«WKenwuna» 8 uouonexme omauuaemecs om e20 6epoaIU3ayUU 8 0OWEA3bIKOBOU KapmuHe Mupa. Aemop npuxooum
K 8b16800Y, Umo 6 boabuiell cmeneHu OpUSUHAIbHOCHb UHOUBUOYATbHO-ABMOPCKUX NPEOCMABIeHUll NPOABIAECA 8
00pasHbIX NPUSHAKAX KOHYenmd.

Knrouesvie crosa u ¢hpasvl. KOHIENT, KOTHUTHBHBIA TMPHU3HAK; TMOHATHHHBIA, 0Opa3HbIM, MHTEPIPETAITMOHHBIN
KOMITOHEHTEL.
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OCOBEHHOCTHU PEIIPEZEHTAIIUN KOHIEINTA «KEHIIIUHA» B UJIUOJIEKTE
®. M. IOCTOEBCKOI'O B CPABHEHHMH C PYCCKOM OBIIEA3BIKOBOM KAPTUHOM MUAPA®

VueHble MOHMMAIOT KOHIENT MO-PAa3HOMY, HO BCE JIMHIBUCTHI CXOIATCS B TOM, YTO KOHIIENT UMEET CIOXKHYIO
ctpykrypy (A. I1. Babymkun (1996 r.), U. A. Crepuun (2002 1., 2004 r.), FO. C. Cremanos (1997 r.), B. U. Kapacwuk
(2004 1., 2009 r.), M. B. IlumenoBa (2004 r., 2011 r.)). B Hameii crathe MbI BEIOPAIH MOIAXOM BOPOHEKCKHX
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